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ﬂpea nocnegHUTe roanHW BCe rnoseye XyﬂO)KHI/ILLI/I eKCﬂﬂOaTV]paT noeaTa
3a l/lrpaTa n l/lrpaeHeTo eD,HOBpeMeHHO KaTo KpmmquKa KoHUenumna n

KaTo 13pasHo cpeacTso. Ceemre aBTOPY OT PA3NIMUHM CTPAHW, BKIIOYEHU B
m3noxobata "MogpusHa urpa” (Subversive Play) - Conrton Boipas, Januena
Kocroga, JlyaHa Mepunu, Xnow Vipna, Oensung Mennx, Perubn Muver n Mon
Mocur, M3cneaBart urpata Kato KpUTUYECKU MHCTPYMEHT 3a pedneKcus Bbpxy
©Ke[HEBHNTE 3aHMMaHNA Ha [IeLaTa B 6eXAHCKITE farepy UK Ha Xopara,
KOWTO Bb3CTaHOBABAT yHVILLLO)KeHI/I OT BOVIHU O6LLL€CTB€HV\ MecTa. Te CbLWo
TaKa NPe/CTaBAT 1 PeKOHCTPYMPAT 30HM 1 06EKTU 3a TBOPHECKa Urpa, KOeTo
NOBAMra BbNPOCK 33 PErysiaTopHUTE MeXaH13Mu B Pa3/IMYHI KYNTYPH U
NONMNTUYECKM KOHTEKCTW.

B cBOMTE MHOrO06Pa3HM 1 CNOXKHM ACNeKTV naeaTa 3a urpara e Lobpe nosHara
B UCTOPVSTA Ha 3aMaiHOEBPOMNEHCKOTO MOAEPHO U CbBPEMEHHO 13KYCTBO.
YNaBsiKu1 HelHVs NOAPVBEH NOTEHLWAN, LafaUCTUTE U CloppeancTuTe B
HauanoTo Ha 20-TK Bek, KakTo v NpeacTaBuTenuTe Ha Gnykcyc B neproda
C/leq, BOVHATa, Ce aHrakMpar C KOHLEeNLyMsTa 3a Urpara KaTo M3pasHo CPefcTBo,
C KOeTO Morar fja npeAn3BnKaT YCTaHOBEHUTE MPaHULIK Ha XyO0XKeCTBeHUTe
VHCTUTYLIMM Ype3 [eMOKpaTK3vpaHe Ha NpoLieca Ha Cb3aaBaHe Ha U3KYCTBO,
KaTo M3Mo3BaT HAMePEeHW MaTepuav 1 aHrXXMPaT Nybnvkara B cBouTe
akumu. Mo-cKopoLUHY NprMepK BKAKOYBAT paboTara Ha Maypuuwo KarenaH
"CrapuoH", 1991, cucTosiua ce oT ronsMa Akara 3a dyT6on, KosTo Moxe fa
no6Gepe no cefeM urpayn ot otéop; “Toau ycnex / To3u nposan” Ha TuHo Ceran,
2004, kosTo npeobpasssa MHCTUTYTa 33 CbBPeMeHHO V3KYCTBO B JIOHAOH B
[ieTCKa NIOLAKA 33 AeLia OT 6/mM3Km1Te yunnuilg; "ManutarenHa niowaaka”
Ha KapcteH Xbonep, 2006, uHctanvpana B Typ6uHHara 3ana Ha Ternt MogepH

B ﬂOH,D,OH, BK/tOYBALLLA TPW OFPOMHW CNPANTOBUAHM MbP3asiky, MPUKaHBaLLK
Bb3pacTHW 1 fielia KbM Urpa.

Bmecto [a npefocraBd MACTO 38 MHTEPAKTUBHM 3aHUMaHWA U CpeLun,
"MoppvBHa vrpa" pasrnexaa camara urpa, 06eKTUTe 3a Urpa 1 UrpoBoTo
O6Kpb>+<6Hl/Ie B ﬂyéﬂl/luHM W MHCTUTYLMOHATHM NPOCTPAHCTBA KaTo NOTeHUMATHN
nofpveHy MecTa. Llenta i1 e aa npo6neMatianpa HopMaTVBHITE O4YaKBAHWS OT
Mrpara, Kato KaHu XyooXKHULMTE Ja OTKaKaT ﬂyéﬂmueH [0CTbN A0 paéoTMTe .
O61KHOBEHO acoLMmMpame mrpata cbe ceo6oaaTa U Cb3MAATETHOTO TBOPYECKO
13pasaBaHe, HO T4 4eCTO BK/IKOYBA M CcounaiHm HOpMM,,ﬂbﬂéOKO BHeLpeHn

B VHCTUTYLIMOHAHUTE CTPYKTYpW. HYpes cb3aaBaHeTo

1 NPeACTaBAHETO Ha Pa3NNYHK UrPOBY Cpeau,
CbBPEMEHHNTE XYLOXHULN B 13noxo6ara ce onuTBarT Oa
NOKaXKaT JIMNcaTa Ha NPO3PaYHOCT Ha Te3u HOpMW, KOWUTO
onpefendrt NnoBeleHNeTO 1 BMKEHWETO Ha TefliaTa B
o6LecTBeHu1Te NpocTpaHcTea. Mutwen Myko BbBeXAA
TepMUHa "61oBNaCT’, 33 fia 0603HaUM "MHOrOGPONHUTE

11 Pa3HO06PA3HM TEXHUKY 33 MOKOPSBAHETO Ha Tenata'.
C opyrvt yMmu, TEXHOMOTMNTE Ha BNACTTA OpraHu3vpar

M KOHTPOINPAT )XMBOTQ, KaTO OKa3BaTt B/IMAHME BbPXY
YCNOBMSTA Ha KMBOT M paboTa, BbpXy 34paBeTo,
06pa30BAHMETO W BCHLUHOCT BbPXY LSNOCTHOTO H
MPOCTPAHCTBO 3a CbLUECTBYBAHE, HAUMHA, MO KOWTO KOMYHUKMPaMe,
noBefjeHYecKuTe MOLIeIN U COLMANHUTE B3aUMOOTHOLLIEHNS].

CoHrion Boipas: ViMnpoBW3avpaHm nnoLankm

BB doTorpadckara cepus "Kpai Ha urpara’(Game Over), 2015, poneHata B
Typums XyAoXKHMYKa Hab1toaBa 1 [IOKYMEHTUPA CUPUTCKY 1 KIOPACKY Aelia-
6e>+<aHu,m, KOWTO UrpasT B N30CTaBeH U pa3He6weH YKUMNLLLEEH KBapTas B paMOH
MennbocHa Ha VcTaH6yn. /3non3saikin HaMepeHi 1 M30CTaBeHm Matepuany,
KaTo [IbPBEHY IbCKY, CNACeHM CTOI0BE, aBTOMOGUIHYM MK, AieLiaTa ca
YNOBEH B NMPOLIeCa Ha Cb31aBaHe Ha CBOe COBCTBEHO MACTO 3a Mrpa. TaxHata
HeperynmpaHa urpa ce npeBpblLa B NMoApUBHA CTpaTerus, Cb3uaaresHo
TPaHCHOPMUpPaiiKy GefHaTa OKOMHOCT, KOSITO MPUAKYA Ha 6OHO None, B LieHeH
pecypc. CaMusIT aKT Ha Urpata NpefocTaBs Bb3MOXHOCTY Ha UrpaumTe, 3alLoTo
Te MoeMart OTrOBOPHOCT, KaTo U3rPaXAaT CBOW BPEMEHHU UrPOBY CTPYKTYPU.
KOHTeKCTBT, B KOWTO Ce NOSIBABAT Te3n Cb3aafeHu OT felia KOHCTPYKLMK,
HanoMHs rno6anHara MUrpaHTCKa Kpr3a, KosTo o6xBaHa ceeTa npes 2015.
O6pazu Ha 6exaHLM, ThANSLY ce Ha rapaTa B bynanelya, npenbaHeHy

nopku no éperosete Ha Vtanus u McnaHus nnm BbpBALLM N0 MarncTpanute
Ha FepMaqu, Ca 4acCT OT BCeKNOHEBHNSA HW BMU3YasleH PeYHUK. ﬂpmuvmme Ca
MHOrO6POVIHW 1 CCTEMATHYHM C AbNOOKU KOPEHY BbB BeYHaTa HyXaa oT
pecypcy 3a HeonnbepanHara MKOHOMUYeCKa ccTeMa.

Cpepara, KosiTo ce nosiBaBa BbB GoTorpadumTe Ha borpas, onucaa
npeay3BMKaTeNHUTE YCIOBUS Ha XMBOT Ha CUPUACKUTE GexaHLm B TypLms.
Mapwt TxoH 0T HoBMHWTE Ha TeneBusuns An-[xa3vpa nogdeprasa, ve
CbBMECTHOTO CbLLECTBYBaHE Ha 6EXaHLW C MECTHOTO HaceneHure "He BUHaru

€ NIeCHO, Thbi KaTo HaNpEeXeHWeTo ce ycunga oT AeMorpadckms U CoLManHo-
MKOHOMMYECKMS HATUCK". V360pbT Ha fyMaTa "game” B 3arnaBneTo Ha
pab6oTara BMecTo Ha aymara "play” e nokasarenHo. OT efiHa CTpaHa, 06passT
Ha pa3HebuTeHWTe CTPYKTYPY 13passiBa Kpast Ha vrpaTa uiam 6e3HafexaHaTa
cntyaums. OT opyra cTpaHa, AeTckara urpa 1 HeperyampaHuTe akT1BHOCTM
npeo6pa3saBaT efHo KaTo Ye N HeoBPATMO CbCTOsIHVE B CAMOHAMNPaBeHO
ybexwiLe 3a CBO6OHN MNYHI HaMmecu. VIMNPpOBU3MpaHUTe 1 KpeaTUBHY
UrpasHW NNOWAAKM Ca B CUEH KOHTPACT CbC CTaHAAPTU3MPAHNTE, LIBETHM, HO
BCe MaK CTepUIIHK, CHABAEHW C peryMpaHo 060pyaBaHe MecTa, KOUTo Morar Aa
e BUOAT U3 NapKoBeTe Ha aMepyUKaHCKUTe rpasoBe.

[annena Kocrosa: OnacHa urpa

[Mopo6Ho Ha ynoTpe6aTta Ha HaMepeHu MaTepuani B UMNPOBH3VPaHuTe
NNOWaaKu oT felara Bbe GpoTorpadumnte Ha boipas, poneHara 8 burapus
[annena KoctoBa npeacrtass B cBosTa MynTUMeauinHa nHctanauwms Loose, 2016,
TOBa, KOETO TS Hapyvya "onacHa AeTcka nnolaaka”. [bpBoHaYanHo NoCTpoeHa
B [lOMa 1 33 AbLLEeps 7 v feuara oT KBapTana, HeiHaTa onacHa nioLwaaxa,
KOHCTPYyMpaHa OT HaMepeHW ObpBeHN NasneT, € MbJiHa C NACHK, BbXeTa,

ryMU, Kajl U UHCTPYMEHTW 3a NasieHe Ha ObH. KoctoBa ce BObXHOBABA KaKTO
OT [€TCTBOTO c1 B Bbarapus, Taka v ot deHomeHa "adventure playgrounds.”
[MbpBoHaYanHo HapeyeHu "junk playgrounds” 1 n3o6petern oT naHawadTHUS
apxutekt Kapn ConeHcer B EMapyn kpai KoneHxareH, Tean npukmioyeHcKy
MIOWAAKM, KAKTO NO-KbCHO CTaBaT U3BECTHK, Ca NonynapusnpaHmn ot
3alUMTHUYKATA Ha eTCKUTE NpaBa Map,u,mbpw A}'IbH, Koraro T4 npeacraBs
npesta B AHrung 8 cpenara Ha 40-Te. TaxHa YHUKaIHA YepTa e BbBAMYAHETO
Ha [lelata B NpoLieca Ha caMoTo MM NOCTposiBaHe. Henoapenexu
NPOCTPAHCTBA, NOCTPOEHM C PELMKNMPAH UM HAMEPEeHW MaTepuany, ca
npeasuaeHn fa 6baarT HelLwLo KaTo yeexuLLa v HedopMaHmu MecTa 3a
cb6upaHe. TexHuaT dusndecky Bug 1 dopma ce onpesensT oT HANNYHKTE
pecypcu 1 BbobpaxeHneTo Ha aeuata. Mpe3 1980-Te ¢ ysennyasaliara

e KoMepCuanv3aLys Nof, BAMSHUE Ha HeONMOEPasTHUS KanuTaM3bM 1 C
BbBEXAAHETO Ha HoBM NpaBua 3a curypHocT (US Consumer Product Safety
Commission, 1981), ekcrepyMeHTANHNST XapaKTep Ha NPUKI0YeHCKUTe
NAoWaaKu, Nponoesagall cBo6oHaTa v TBOPYECKa Urpa, e 3aMeHeH ¢
e[JHOTUMHM NIOLLAAKM € 6e30MacHo 060pyaBaHE, OKYPaKaBaikm Mo TO3u
HauWH efHaKBo noeefeHve. [pe3 nocnenHNTe roauHN, HAKOU U3CneoBaTeny
NocCTaBAT Nof CbMHeHne CTOVMHOCTTA Ha nnowanKknTe, NpeaHasHa4deHn npean
BCMYKO fa 6baat curypru. Mpes 2011 B cratus B Hio Vopk Taime Dokon TuepHm
3akntovaBa: "flopu 1 ako AeLiata noHecaT Makn Gr3nNYeckn HapaHsBaH!S

- a/10Ka3aTencTBaTa 3a TOBa Ca CbMHUTENHY — KPUTULMTE Ka3BaT, Ye Ten
NNOLLALIKM MOraT A CrpaT eMOLMOHANHOTO Pa3BUTUE, OCTaBAVKY feLlaTa
pa30yapoBaHKs U CTPaXoBe, KOUTO Ca MO-NOLLM OT eHa CHyneHa KocT". Teau
KPUTWUYHM rNacoBe, MABaLy OT CpeiuTe Ha y4eHUTe, CbBnadaT CbC C1y4BalloTo
Ce HanocneibK NPeoTKPUBaHe Ha NPUK/IKOYEHCKUTEe NIoLWaaKM No uennd Ceart.
KocToBa 13BMKBA CNIOMEHY OT COBCTBEHOTO CY IETCTBO: MasieHe Ha OrPOMHY
OrHbOBE OT AibPBETA 1 ryMy (Mpa3HUYHa TpaauLmMs B Bbarapus), kakto v urpara
C MaJiKM 3anasieHn TOMNKKW, HanpaseHy OT Nnaar 1 NOTONeHW B ras, CBbP3aHn C
BbXeE, KOUTO MOraT fja 6baaT BbPTEHW 1 XBbpreHw. TOBa, KOeTO AHeC 13rnexaa
N0-CKOPO OMACHO 3a AeLia, HaBpeMeTo e 6W0 YacT OT 13pacTBaHeTo. "Hukora
He CbM MUC/IAA 33 TOBA KaTO 3a HeLLo OMacHo, 3aLL0To M3pacHax ¢ Hero".
KocToBa pa3no3Hasa nofobH LeCTBUS B NPUKOYEHCKaTa nnolaaka The
Land B Yenc, 2015, kbaeTo feuara "nrpasT ¢ Kas, OrbH 1 F'yMX Ha MSICTO, KOETO
MaUko npunmnya Ha 6yHuLe”. Ocb3HaBaikv U aMepukaHcKara, 1 Gbarapckara
CUTyaums padotata Ha KocToa noctass BbMNpocy, CBbp3aHm ¢ edekta ot
VM3MCKBAHWSTA 32 CUrYPHOCT W B MO-LUMPOK MaH 3a TOBa KakBO ce nprema

NMoapuBHa urpa:

33 CUMYPHO U1 KOe 33 TBOPYeCKa Urpa B pPasainuHn COLMAITHN 1 KyNTYPHU
KOHTeKCTW. [1pOeKTHT 1 33 M3N0XK6aTa Ce CbCTOM OT CKYNNTYPHA MHCTANALIMS,
KOSITO KOMOWHMPa ronsmMopopmaTH GoTorpadum, LOKYMEHTVPaLLM onacHaTa
NNOWALK, Cb3aafeHa y AoMa 7. Te ca MOHTUPaHV BbPXY CTeHV 1 NofoBe

1 HANOMHST TaneTu. B ToBa NOYTU AOKYMEHTATHO KOMKE Ha UCTUHCKATa

onacHa nioLaaKa, AOCTbIBT Ha 3puTeNnTe e 3abpaHeH. Bmecto Tosa T4

e npeBpbLUA B NnatdopMa 3a ANCKYCM 1 pednekcum Bbpxy CKpUTUTe
TEXHONOrMM Ha BAACTTa, KOUTO ONPeAeNsT NOBEAEHNETO HU, ABUXKEHNETO

Ha Tenara, CoLpanHuTe 1 KyATypHWUTE O4aKBAHWS 3a CUIYPHOCT B MecTaTa 3a
urpa. Ha no-pasnnyHo HYBO, B HABSraHeTO BbpXY HAMepeHWTe Matepuanm

1 HenofpeaeHnTe NPOCTPaHCTBa, paboTarta Ha KocTosa ce npespblia BbB
BM3yaNn3aLms Ha AHELUHUTE HECUTYPHM YCIOBUS Ha PeamLia UKOHOMUYECKH
3aTpy/aHeH 06LLEeCTBa v pa3npbcHaTh no ceeta xopa. OT Apyra cTpaHa, 3apain
0MacH1TE ¥ MMMNPOBU3MPAHY XapaKTEPUCTVKN MecTaTa 3a urpa Ha Koctosa ca
npefHasHaveHn Aa OCUrypsT MPOCTPAHCTBO, KOETO ia MHULMMPa NPOMSIHA U
npeofoNsBaHe Ha OrpaHuyaBallara cpesa.

[eneug Menmx: Pazovaposally nrpadku

lMopo6er Gokyc Bbpxy NOAPUBHMS NOTEHLMA HA UrpaTa, BbMabTeH

B KQYeCTBOTO Ha MaTepuannTe OT UMMPOBU3MPAHUTE NNOLWAAKN B
npov3BeneHusTa Ha borpas 1 Koctosa, xapaktepu3vpa 1 pabotuTe Ha
popnenus B IOxHa Adpprka [ensup Mernx. Toi cbanasa ckynnTypu ot
cneuyanHo NoA6paHN MaTepuan Kato Koxa, uiLl, anyMUHUIA, LbPBO, NACHK
1 cToMaHa. Cepusita My “PazoyapoBaliy urpadku’, kosto 3anoysa npes 2003,
e B[IbxHOBeHa OT gatkar (arse-cart), urpu, TMnn4HmM 3a adpuKaHckuTe fela

OT CeNCKMTE ParOHK, KOWTO BKKOYBAT M3[ba6aBaHe Ha KOPUTO MO CTPbMHWS
6psr Ha pekara, 06/MLOBAHETO My C MOKPa IIMHA U NpeKapBaHe Ha Yacose
WM AOPY AHU B Mbp3asisiHe N0 MMNPOBM3MpaHaTa Mbp3aska 4o pekara
nony. [Ipyr M3To4HWK Ha BOBXHOBEHWE Ca MeCcTHWTe urpadku 1 draadkar -
nonynsipHa B KxHa Apprika. AppuKaHckiTe felia NpaBsT KOMMUKN-Urpayki
OT TeN v PeLMKMPaHM NPeAMETY — KeHYeTa OT 6e3aIKOX0NHM, TyMU,
KOHTeHepw. ek e BneyatneH oT Teu 06eKTH 3apay "M3TbHYEHOCTTa Ha
TAXHaTa GYHKLUMS M pafocTTa oT Cb3faBaHeTo 1M". To Cb3aasa BHUMATENHO
13paboTeHn NpeaMeTH, KOUTO NPeACTABAT PA3IMYHN UrpadKu-xnbpuam, Karo
TIONEELLO YCTPOVCTBO C BeNOCUNEHa Cefasika OTrope U ObpBeHa Konnyka
4eTVpK KoMena C AbJira ApbXKa U CNPETHATO KOXEHO Ce1o 3a CifaHe.

[lokato xMbpraHOCTTa Ha HeroBMTe 06EKTU Npeanonara MMNpPoBU3aLmK,
[Mermx 0cTaBa BepeH Ha ka4yecTBoTo U GopMaTa Ha BCEKM OT MaTepuanmre,
KOMTO 13n0N138a. KOHCTPYMPaHW OT pasnnyHm TEKCTYpY, Te NpUKaHBar Aa
6bAaT LOKOCHATM U Ca pe3ynTar OT NPOAYKTUBEH Ananor Mexay dopmata

1 CbAbpXaHWeTo. Hanpumep, bPBOTO € CKyNNTUPaHO Taka, Ye Aa 6baat
no,uqepTaHm Herosute OpFaHVMHOCT M NNaCcTUYHOCT. J],pmeaTa Ha KO/I4YKaTa
C YeTVpK Konena e CBbp3aHa C apMarTypa, 3aBbpLuBaLLA C PbYHO HaNPaBeHOTO
Cefo; NoNeeLmsT ce 06eKT 3aBbpLUBA CbC Cefjaska, HanpaseHa ot
NYMVHWI, YMIATO YUCTV NIMHUM [LABAT COMMAHA ONOPa Ha NoTpetuTens.
O6ekTTe Ha Meimx NpuTexasar KPUTULHUTE Bb3MOXHOCTY eAHOBPEMEHHO
Ha cB060/aTa U Ha OrpaHNYeHNeTOo. XYLOXKHMUKBT L06aBs KbM BCsKa TBOp6a
MexaH13bM, KOMTO NOLKAHBA 3puUTens Aa npov3seae ABvkeHue. BblyHocT
o6aye, B MbPBOHAYa/IHO 3a/10)eHaTa HeBb3MOXHOCT Aa GbAaT 33[,0BOEHN
0YaKBAHWATA 3a Urpa, UrpaykmTe pasoyaposart. MarepuanHocTTa Ha

06EKTITE U HAUMHDBT, N0 KOMTO Ca HanpaBeHW, Ca B APbK KOHTPACT He caMo ¢
Tpa,u,wu,mowwe CbOpb)KeHMQ 3a mrpa, HO CbLLO K C ,D,OCKOpOuJHMTe I'Ipe,D,CTaBV\
3a OeTCKn HapKOBe, KOUTO Ce NnosAB4ABaT Ha MKOHOMUYEeCKU U3rogHn Mecta n
V3rNeXAaT NPOEKTUPaHW 3a CaMOCTOATeNHO 3abaBneHue. Hanpumep, KidZania,
unnTo Koperun uagat ot Mon B CaHTa e npe3 1999, e 6una npepHasHadyeHa
3a fletia Mexay 4 v 14 roavHm, kato TbProBcka posieBa Urpa 1 CviMynmpaL,
peasnHoCTTa Napk, 0TpassiBall, CBeTa Ha Bb3pacTHUTE. M Bce Nak B orpaHnyeHara
BepCUS Ha KOPMopaTyBHa 1 Na3apHa Cpefa, HaCoYeHa KbM M3rpaxaaHe

Ha NOSHOCT KbM MapKaTa, HE3aBMCMMOCTTa Ha eLiaTa ce NpupaBHsBa

CbC CBO6OAATA Aa Ce XapyaT NpuBKAeruposaHun napu. Bmecto otkpura n
13C/1e10BaTeNCKa Urpa, XapakTepHa 3a NPUKI0YEHCKITE AETCKA NIOLALKY,
KbETO Aellata caMu U3MUCNIT UrpuTe cu, feliata B napkosete Tvn KidZania
Ca 3aro3HaTi NpeABapUTENHO C TOBA, KOETO Lie NPaBsT M TOBa OrpaH14aBa
no3HaBaTeNHaTa UM AelHOCT. Nermx Npean3BMKBa MMEHHO Te3M O4aKBaHNs
Npwv perynnpaHara urpa v no-crneLmanHo npu CTaHOapTU3NpaHnUTe Urpasku,
KOMTO Bb3MPensTCTBAT TBOPYECKOTO U3CNefBaHe KaTo BaXKeH NpoLiec B
pasBuTLETO Ha feliata. [1oapuBHaTa Urpa e HepasaenHa YacT OT aBTOPCKYS
npoLLec Ha Cb3[aBaHe Ha 06eKTUTe U OT TaxXHaTa KpaiHa GopMa.

Hosara My pa6oTa "MucnoBeH ekcnepumeHT', Cb3aafieHa cneLyanto 3a

Ta3u 13Nox6a, NPOLb/IKaBa U3CNEABAHETO Ha CNOPHWUTE OTHOLLIEHUS MeXy
KOHTPOAMPALLMS 1 06eKTa Ha KOHTPOs1. CbCTOM Ce OT KOCTIOMM, MPOEKTUPaHN U
YLINTY OT XYLOXHUKA OT BUHWA, GUILL 1 NNATHO, B KOWTO ABaMa JOGPOBOLM
ca 0b6neyeHu, cef ToBa Ca NPUKPENeHN KbM AbCKY, 6aaHCpaLLy eduH

KbM ApYr Ha LWeceT rpaayca Ype3 cToMaHeH kaben. ek pasrnexaa
OrPaHUYMTENHIUTE KOCTIOMM KaTo "NOA06HO Ha capkodar NoKpUTHe, KOeTo
M3MCKBA YCTPOMCTBO 3a BEHTUMALWMS M OxNaxaaHe". Tor fo6ass fyxaso,
KOETO Ce aKT1BYMPa PbYHO, 33 [1a Ce rapaHTMpa, Ye XopaTa B KOCTIOMUTE Lie
MOrar fia AMLLIAT v e Ce 4yBCTBaT yA06HO. BMecTo 6€3rpuHO v pafocTHO
yyacTue, 3puTenuTe CTaBar Cby4acTHULM B aKTa Ha LlasaHe oT cBo6ofa Ha
[OBeTe YOBeLUKM CbLLeCTBa, I/BO}'II/IpaHVI n 0683,D,BI/I>KEHVI B KOCTHOMUTE, TbW KaTo
Te Ce HaCbpy4aBaT M B U3BECTHA CTEMeH Ce 04aKBa Aa Onepupar ¢ fyxanarta.
"MUCNOBEH eKCNEPUMEHT" @ UHTYUTVBHO BbIUTbLLEHME Ha HeBUOMMUTE
TEXHONMOMM Ha B1aCTTa, KOUTO NOAYMHABAT, KOHTpOﬂV]paT n oéycnanT
4OBELLKOTO MOBefieH1e 1 TOBA Ha Tenara B 06LLeCTBEHOTO NPOCTPAHCTBO.

Peiybn Muueit n Mon Mocwr: PuckosaHa vrpa

VIHTepec KbM Cb3iaBaHe Ha CUTyaLwmK, KOMTO pa3paboTBaT KoHLenumusTa 3a
CUYPHOCTTA W pUCKa B AETCKUTE NAOLLAAKM, KaKTO B NpoekTa Ha KocToBa, Moxe
[ ce Bvau 1 BbB GoTorpadunTe, BUAEOMHCTANALMUTE U KOHCTPYMPaHUTE
CeToBe 3a Urpy Ha poaeHMTe B ABCTPanns XyOoXHLM Peiubn Miuyeit n

[Mon Mocur. XyooxHuumuTe BUXaaT paboTata v Kato eKCrnepuMeHTaHoO

none, Cb3AaAeHo Aa M3cnensa BPbaKk1Te MeX/y Urpata i pucka B pasinyHm
KYNTYPHW KOHTEKCTY. [1oBeYETO OT 06eKTHTE, BKNKOYEHM B U310X6aTa, Ca
no3HaTtu nof, 061oTo Ha3eaHue Parklife v ce nosissBar cnen ABymMeceyHa
pe3ngeHups 8 ZK/U - LieHTbp 3a u3KycTBO 1 ypbaHucTvika B BepnvH,
lepmaHus npe3 2016. KaTo YacT oT eyH 0T TeXHWTE YbPKLLOMNK, aBTOpUTe
MONST Y4aCTHULMTE [a NPefoCcTaBaT npesynpeauTenyi Gpasu, Koo ca
4yBaW, [LOKATO Ca Y4aCTBANN B Pa3/IMHHN UIPOBY CUTYALWMM KATO AeLa v KaTo
Bb3PACTHU. Hsikom oT Te3n dpasm ca: "Kak ovaksall Aa ce nobepell TyK?",
"MpekaneHo cv HUCBK"; "TpecTanu Aa s3amw Kyyeto"; “[lo TaM gokbaeTo

Te Bmkaam". CbbpaHara Konekwuys npeaiara UctopusiTa Ha KynTypHuTe
0YaKBaHWS OT CUrypHaTa ¥ CBOGOAHA OT pUCKOoBe 1rpa. B oonbaHeHne

[Mnuer n Mocvr nscnensar 1 HabnAaBAT PasNMYHK LETCKM NNOLLAAKM

B bepnuH 1 OTKpUBAT AM3aiHK, KOUTO BKKOYBAT PUCKa B AETCKUTE UMpU,
HeLLo TOIKOBA Pa3/IMYHO OT NpaKTVKara B AMepuka n ABcTpanus. Kakto
AHHa YWHrbp 3a6ens3sa: “[In3aiHbT Ha AeTCkuTe NoWwaakM B bepauH ce
PbKOBOAM OT 3APaBOC/IOBHMS LLIAHC AeLiaTa la CMeKYaT pUcka B MHTepeC Ha
Pa3BMBAHETO Ha CAMOCTOSTENHOCT — AW TOB, KOETO HAKOM aMepUKaHCKM
pOOUTENM CYMTAT 33 ABCOMOTHA JIMMNCA Ha MPVKa 3a 6e30MacHOCTTa Ha
peuara [..]" [lokato perynaummre 3a AeTck1Te NNOWRAAKM B ABCTpanus
Hackopo 6sixa aKTyanu3npaxy, 3a fia No3BONST NOBEYe Bb3MOXHOCTM 33 PUCK,
LeNCTBATENHOTO U3rpaXaaHe vnv MoanduLmMpaHe Ha CblecTyBaLLuTe
L,eTCKM N0LRAAKM e 6bae No-AbAbr npouec. Bbnpeku ToBa HaMepeHweTo e
oyeBnaHo. Hanpumep enHa cratus B GronetuHa Ha NQS Professional Learning
Program, ABcTpanuiicka npaBuTencTseHa 1huLvatusa v B Daily Telegraph

¢ yyactveto Ha [leneug Enmxbp, npencenaren Ha Komuteta 3a ctaHaapTy

33 060py/ABaHe Ha [eTCKM Urpadky B ABCTPanns, edMHOOYLWHO NoaKpens
3HAYEHMETO Ha KYNTUBMPAHE Ha KYNTypa Ha PUCKA V1 NPUKITIOYEHCKMTE Urpi.”
Pa6otara Ha [uuert n Mocur, aHraxmvpaHa ¢ Bb3npuaTMsTa 3a pucK 1
6€30MacHOCT B Urpata, 0Tpassasa 06HOBEHMS r106aNeH MHTEPeC KbM
npvknioyeHmsTa. CMeceHata MynTUMeamMiHa MHCTanaums, o3arnasera Parklife,
NpPeLCTaBNSBa Nt0/Ka, OCHOBEH €/1eMeHT B NOBEYETO AETCKM NOLAAKM

no cBeTa. Ho BMeCTo conmaHa 0CHOBA, KOSTO NMOALbPXA XOPU30HTaIHATA
6anaHcm1palla Abcka otrope, Muyer n Mocur KU NpeACcTaBAT fOCTa HecTabuHa
KYN4MHa OT XapTusi, 6eTOH, CKana v AbpBo. JIuncata Ha APbKKY 3 3axBalliaHe
3aCWiBa 0YeBMaHATA HECUTYPHOCT Ha 06eKTa 1 Npeau3BUKBa BbNPOCK OTHOCHO
MepKuTe 3a 6€30MaCHOCT ¥ NPefBMX/AAHETO Ha PUCKa, KOWTO Ca B3eTU Npeasuy,
NPV NPOEKTUPAHETO Ha 060PYABaHE 3a AeTCKM NNoLaaku. [lokato e AoKa3aHo,
e CTaH,D,amempaHme MOoLenu Ha OeTCKM NNOLWaaKM NoTUCKaT TBOpWeCKaTa
1rpa, XOMOreHU3MPAHETO M 0TPa3sABa PerynaTopHUTe MexaH 3Mm 3a KOHTPOS,
KOUTO 06YCNaBSAT NOBEAEHWETO U ABMKEHWNETO Ha TANOTO B O6LLECTBEHOTO
npocTpaHcTeo. CHuMKaTa Ha IMyer 1 Mocur "Toea / oHoBa', KOATO JOKYMEHTMPa
MW Ha Urpa Mex [y aBTopKaTa v ABeTe  fela Ha NtofKara, Aasa MOLLEeH
BYM3yasieH KOMEHTap 3a HEeCUIyPHOTO CbCTOSHYE Ha YOBELLKOTO TS0 MOA,
perynaTtopHWTe MexaH13Mm Ha BacTTa. 191070 Ha [nyei ce n3BmBa kaTto
onopa 3a rpefara, AoKaTo felara 6anaHcvpar B Agata Kpas.. [1pexofHusT n
MMMPOBM3MPaH MU Ha Urpa Bb36YXa NOEMAHEeTO Ha pUcka v onunLeTBopsBa
NOABVKHOCTTA Ha TSI0TO, KOSTO MOXe fa 6bie KOHTPOMpaHa oT Apyru,

HO CbLLO TaKa MOXe [1a 0CNOpy CBMBAHETO Ha rpaHmumTe. B KpaitHa cMeTka,
paboTata Ha ABamara Xy4OXHWLYM 1aBa BU3yaHa GopMa Ha pUCKa, KaKTo KaTo
KOHLIENLWS, TaKa W KaTo AEMHOCT, KOSATO € He06X0AMMa 3a NOAKONaBaHe Ha
TEXHONOrMUTE 3a KOHTPOJ Ha BNACTTa Ype3 urpara.

JlyaHa lNepunu: Mirpata Kato pereHepypaHe

V13non3Baikm urpata Kato KpUTUYHa KoHLenuus, pogeHara 8 Mtanus JlyaHa
Mepunu ce 3aHMMaBa € ponsiTa Ha UrpoBaTa cpeaa B OMyCTOLLEHY OT BOMHaTa
MecTa. YacT ot cepuisTa, 03arnaBeHa Leopold-o, AByKaHanHaTa B1oeo
MHcTanaums Leo-Streben (2015-2016), BkntoyeHa B 13106aTa, Ce paxaa no
BpeMe Ha paboTara i1 B pamMKu1Te Ha pesnaeHLmsTa 3a XyAoxHMLM Momentum
8 Bepnun (2015-2016). Mepunn Habnioaasa 6yHkepuTe 0T BropaTta ceeToBHa
BOVHa 1 PasMyHUTe UM TpaHchopMaLmn 1 npeobpasssanms. M3sectHn

KaTo Kynm Ha BiHken no nmMeto Ha TexHus usobpertaren Jleo Bunken, Te ca
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naTeHToBaHu npe3 1934 v ca HOBATOPCKY HAA3eMHU CbOPBKEHWS. 3a pa3nuka
OT Noa3emMHuTe 6yHKepm, CTOMaHO6ETOHHWTe BUHKEN ca No-eBTUHM 1 NO-NeCcHK
3a M3rpaxk/iaHe v He ce HaMecBaT B HUBOTO Ha nofnoyseHyTe Bopu. Cnep, kpas
Ha BorHaTa okono 60% oT 61130 fBecTate GyHKepK, pasnonoxenu B [epMaHus,
ca 6111 AeMOHTMPaHW, [LOKATO OCTaHaIMTe ca UM pereHepupaHy 3a pasnyHm
LLeNW, KaTo HanpyMep KaTepeHe Ha CTeHW.

Leo-Streben ce cbcTom 0T BILEO NPOXeKLUMS Ha pazaeneH ekpaH. EaHo
n306paxeHue Npeactass 6yHkepa “[ep Keren" (KoHycbT) B BepauH, npesbpHat
B 6e3M1/1aTHO YUYWL 3a KaTepeHe, a APYrusT NpeaicTaBs TPONMYeCKN MpaBKy,
KOWMTO 83T /MCTa OT PO3W, B3eTU OT APYr GyHKep B BepnH, npesbpHar 8 napk.
Pa6otara Ha [epunu ce 3aH1MaBa € ponsTa Ha MrpoBaTa cpeaa B CbCMnaHu ot
BOVIHM MeCTa, NoAYepTaBaiku KONEKTVBHOTO efaHue 3a Bb3CTaHOBsIBaHe cef,
TpaBMaTU4yHO cbbutne. Ot npakTnyecka rnefHa To4Ka npeBpbLaHeTo Ha
6yHKepa B CTeHa 3a KaTepeHe MMa CMUCHA, Tbii KaTO OPUMMHANHUST My

[M3aiiH BK/IKOYBA OYKK, NPeAHa3HaueHn [a OCUMrypaT Ha Xxopara BbTpe CBex
Bb3ayX. CbcepHuat 06pa3 Ha KOSIOHUSATA HA MPaBKMTE, KOUTO SAAT 1 HOCAT
PO30BU INCTEHL, A06aBS UrPUB Y NMOETUYEH KOMEHTap 3a CNOCOBHOCTTa 3
OpraHu3aLys B UMETO Ha KONeKTVBHA LieN. 3aeTuTe HacekoMm U3rnexaar

KaTo X0 Ha peKyNTvBaLMsaTa Ha ByHKepa, [LOKATO FackT Ha dpoTorpad ot
Bropara cBeTOBHa BOWHa, CNOAENSILL, CTIOMEHMTE Y 33 BOMHATa, BbPBI KaTo
¢oH. B akueHTa c1 Bbpxy KonleKTvBHaTa caMoopraHm3aLys, 0beAnHsBalla
Xopara 1 MpaBKuTe, paboTara Ha lepunv nrpae ponigra Ha KpUTUYHa

CTpaTerus 3a Bb3CTaHOBSBaHe U paspyLuaBaHe Ha 130CTaBeH 06eKT 1 Herosara
TpaBMary3vpaHa namer.

Xnow Wpna: [eBKaBuTe rpaHuLy Mexay play 1 game

B Pizza Party Twister (2014) poneHata B Amepuka XyLoKHW4Ka Xnou

Mpna npecb3pasa knacuyeckata amepyikaHcka urpa Twister Ha ronsima
NOANOXKA 33 NOZ, KOSTO NPMANYA Ha LIBETHA NKLiA C rbbu, 60Cunek, MacmHm

1 nenepoHu. M3o6peTeHa 1 nonynspusvpaHa B AMepuka B kpas Ha 60-

Te roAMHKW, KoMNaHusTa MunTbH bpagnn, kosTo NpomnsBexaa urpara, e

6rna 06BMHEHa OT KOHKYPEeHLMSATa B Npofaxobara Ha "ceKe B KyThs', Kato
NO30BaBAHETO € BbPXY 13M013BAHETO Ha HOBELLIKM TeNa KaTo MUOHKM. KakTo

Ce BKa Ha CHUMKUTE, NPUAPYXKaBALLY NMOLJ/I0XKKAT], YOBELLKMTE Tena, ca
V3BUTM, CMECEHW W MPenneTeHy, OKaTo Ce ONUTBaT A 3aeMar onpefesneru
no3w. B coeto HenpeKbCHATO ABMKeHMe BbPTALLMTE Ce NO YaCOBHMKOBATA
CTpesika v NpuseMaBaLLy ce BbpXy Pas/iiyHu No3vLmm Tena npuandar Ha
OPKeCTpUpaHy Ha YOBELLKOTO [efCTBUE, KOETO MOXE U/ He MOXe fa ce
C/1y4n B UHCTUTYLMOHANHUA KOHTEKCT. TenaTa, M3N0XEHW Ha NMOKa3, KaKTo B
NPeLOXEHNTE YCI0BUS Ha CaMaTa Urpa, Taka U B npefcTaBeHuTe gpotorpadum,
e NpeBpbLLAT B MeTapopa Ha PerynatopHiuTe TeXHONOM MM Ha BNacTTa.

B kHurata cu Play and Participation in Contemporary Arts Practices (rpa u
ydacTue B CbBPEMEHHUTE apTUCTUYHN npawmm) MCTOPUKDBT Ha M3KYCTBOTO

v TeopeTVkbT Tum CTOT onmucea pasnukara Mexay game v play, kato pasnivka
Mexay nosTopsieMa popma v YCIOoBHO CboUTHe, T.e. "cucTeMa OT GopMaHu
NPaBUNa, OrPaHUYeHUs 1 UrpaeLLyn 06eKTY, OT efHa CTPaHa, U BCeKU, KOTO
urpae Ha Tax, ot gpyra”" CToT M3TbKBa, Ye JOpU 1 B CHO 060C06eHY MecTa 3a
Urpa, INLWEeHN OT MHCTPYKUUK, yHaCTHULIMTE OTKPUBAT NpaBkia 3a CBOSTa Urpa.
ToBa e cnencTBme OT BaKTa, He yHacTHULMTE B KpaliHa CMeTKa "pazynTar v
M3MN0A3BaT CMCTEMa OT COUMasIHK OYaKBaHUSA M KOHBEHLMK, KOUTO Ce MnosBABaT
OTHOBO NpU BCsiKa Mrpa." Toa KYATYPHO v COLMANHO ONpeeneHo KavecTso Ha
1rpoBuTe cpefy, noadepraHo ot CToT, rn NpaBu KpUTUYECKN OTpa3sBallm MecTa,
KOWTO pasKpu1BaT MexaHU3MU1Te 33 AUCLIMMIMHUPAHE 1 KOHTPOS, Cb3fafeHu 3a
MoBeIEeHNETO Ha XopaTa v e3vika Ha TefaTa B 06LLeCTBEHU NPoCTpaHcTBa. Pizza
Party Twister He npefnara HUKaKBM NMUCMEHV NPaBUAa Ha UrpaTa, Cb3AaBaiku
NPOAYKTMBHA aMbuBaneHTHa CUTYyaLUS, KOATO HUTO NPAKO KaHW, HATO Bb3nupa
yyacTreTo Ha ny6nmkarta. Tbi kato paboTara MbTyBa Mo CBeTa U ce Nokassa

Ha ayaMTOpWK OT PA3IMYHIM KYITYPHM KOHTEKCTY, TH NPpefoCTaBd 0TBOpeHa
Bb3MOXHOCT 32 MHOMO Pa3/MyHu peakumu. Twister Ha Mpna e MobunHa, cb3aasa
MOMEHTHa Cpefja, KOSITO U3C/eBa Bpb3KaTa Mexay game v play B ny6anyHu v
VHCTUTYLIMOHATHW NPOCTPAaHCTBA.

CenieMTe MeX/yHapPOLHW XYAOKHULY, BKNtoYeH B “TofpreHa urpa”: CoHrion
Borpas, JaHuena Koctosa, J/lyana Mepwvnu, Xnou Upna, densua Menpx, Perybn
Muyeit v Mon Mocur, Bb3npremat UrpoBuTe cpeay 1 06eKTY 3a vrpa KaTo NoBof,
3a prmqecxo eKcnepmmeHmpaHe, N3MNbJIHEHO C FIpOTI/IBOpEHI/IBV\ OYaKBaHUA

1 3aMUCNenm "3a" 1 "C" yqacTveTo Ha YoBeLUKUTE Tena. Tesu XYLOXKHMLM
pednekTMpaT Bbpxy NOAPUBHMS NOTEHLMA HA UrpaTa, 3a Aa U310XAT U Aa

ce npomsonocrasm Ha paEﬂMHHV\ TEXHOMOMMW Ha BM1aCTTa, KOUTO ynpaBﬂqsaT
YOBELLKMTE Tesla B 06LLECTBEHOTO MPOCTPAHCTBO.
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In recent years, a growing number of contemporary artists around the world
have been examining the idea of play both as a critical concept and a medium
of expression. The seven international artists included in Subversive Play -
Songtil Boyraz, Daniela Kostova, Luana Perilli, Chloe Irla, David Page, Rachel
Peachey and Paul Mosig - explore play as a critical instrument to reflect

on the daily experience of displaced individuals such as children in refugee
camps and people reclaiming war-torn pubic sites. They also envision and
re-construct environments and objects for creative play that raise questions
about regulatory mechanisms in different cultural and political contexts.

Inits multi-faceted and multi-layered aspects, the concept of play has a
well-known presence in the Western history of modern and contemporary
art. Capturing its subversive potential, Dadaists and Surrealists in the early
20th century, as well as Fluxus artists in the post-war period, have engaged
with the concept of play as an artistic medium to challenge established art
institutional boundaries by democratizing art making, using found materials
and involving the participation of the audience. More recent examples include
Maurizio Cattelan's Stadium (1991) that consisted in an oversized football
table to accommodate eleven players per team, Tino Sehgal's This Success,
This Failure (2004) that transformed the Institute of Contemporary Arts
(ICA) in London into a playground for children from nearby inner-city schools,
and Carsten Holler's Test Site (2006) installed in the Turbine Hall at the Tate
Modern in London encompassing three large spiral slides that invited both
adults and children to play.

Rather than offering a site for interactive and participatory encounters,
Subversive Play considers play, play objects and playful environments in
public and institutional spaces as potent subversive sites. As such, it aims to
problematize normative expectations of play by inviting artists to consider
denying public access to their works. We typically associate play with freedom
and creative expression but it often entails social norms deeply embedded

in institutional structures. By creating and representing various playful
environments, contemporary artists in the exhibition aim to challenge the
lack of transparency of such norms that condition behaviors and body
movements in public spaces. Michel Foucault introduces the term "biopower"
to designate the "numerous and diverse techniques for achieving the
subjugation of bodies!" In other words, technologies of power organize and
control life, affecting the living and working conditions, health, education,
and essentially our entire space of existence, our communications, behaviors,
and social relationships.

Songlil Boyraz: Improvised Playgrounds

In her photographic series Game Over (2015) Turkish-born artist Songil
Boyraz observes and documents Syrian and Kurdish refugee children playing
in an abandoned and dilapidated housing lot in the Yenibosna district of
Istanbul.2 Using found and discarded materials such as wood planks, salvaged
chairs and car tires, children are captured in the midst of creating their own
playful environments. Their unregulated play becomes a subversive strategy,
creatively transforming the impoverished surroundings, which resemble the
aftermath of a battlefield, into valuable resources. The act of play confers
agency upon its players as they take charge in shaping their temporary
playful structures. The contexts in which the children's construction occurs,
alludes to the global migrant crisis that exploded on the world map in 2015.
Images of refugees crowding train stations in Budapest and boats on the
shores of Italy and Spain, or walking the freeways towards Germany are

Rather than offering a site for interactive and participatory encounters,

Subversive Play: Artists
Challenging Mechanisms
of Social Control.........

one could rotate and swing. What might now appear as rather dangerous

play for children, then it was part of growing up: "l never thought of this as
something dangerous, because | grew up with this"® Kostova recognized
similar activities in The Land adventure playground in Wales (2015) where kids
are "playing with mud, fire and tires in a place that looks a bit like a junk yard"
Aware of both the American and her native Bulgarian environments, Kostova's
Loose questions the wider implications of the impact of safety requirements
on what constitutes safe and creative play in different social and cultural
contexts. For the exhibition Subversive Play exhibition, Kostova's project
consists in a sculptural installation that combines large-scale photographs
documenting her dangerous playground she created in her home. These
photographs are displayed on wooden structures and floors resembling
wallpaper. In its almost documentary display of her actual dangerous
playground, Kostova's installation refuses direct access to the viewer. Instead
it becomes a platform for discussion and reflection on the hidden technologies
of power that condition our behaviors, body movements and social and
cultural expectations of safety in playful environments. At another level, in

its emphasis on found materials and messy environments, Kostova's work
becomes a visual statement on the contemporary precarious conditions of a
number of economically struggling societies and displaced people around the
world. On the other hand, because of their dangerous and improvised quality,
the sites of play Kostova envisions and constructs are meant to provide the
space to ignite change and overcome constricting environments.

David Page: Disappointing Toys

A similar focus on the subversive potential of play embodied in the material
quality of improvised playful environments seen in Boyraz's and Kostova's
projects characterizes the work of South African-born artist David Page. He
creates sculptures from specifically selected materials such as leather, felt,
aluminum, wood, sand and steel. His series Disappointing Toys that began

in 2003 is inspired by gatkar (arse-cart), a playful activity developed by rural
Afrikaans kids which involves digging a trough down a steep riverbank, lining
it with wet clay and spending hours or even days sliding down the improvised
slide to the river below.*® Another source of inspiration for Page are the
township toys and the draadkar, popular in South Africa. African children
make car toys of wire and recycled items (e.g. soda cans, tires, containers).
Page is drawn to these objects for "the sophistication of their function and
the joy found in making them." He creates carefully crafted objects that
resemble various hybrid toys such as a rocking device with a bicycle seat

on top or a four-wheel wooden cart with a long handle and a neatly sawn
leather saddle for sitting.

While the hybridity of his objects suggests an improvised character, Page
remains faithful to the inner quality and form of each of the materials he

uses. His constructed objects of various textures are inviting to the touch

and are the result of a productive dialogue between form and content. For
instance, the wood is sculpted in such a manner as to highlight its organic and
undulating quality as seen in the handle of the 4-wheeled cart that hooks to
an armature covered by a hand sawn saddle while aluminum is used to create
clean lines that give solid support for a user of the rocking object topped with
an aluminum seat. Page's objects contain critical possibilities of both freedom
and constraint. The artist equips each of the works with a trigger mechanism,
inviting viewers to set them in some sort of motion. However, in their
intentional failure to fulfill expectations of play, his toys disappoint. The objects'
materiality and mode of creation stand in stark contrast not only to traditional

Subversive Play considers play, play objects and playful environments
in public and institutional spaces as potent subversive sites.

part of our contentious everyday visual vocabulary. Causes are multiple and
systemic with deep roots in the perpetual need for resources by the neoliberal
economic system.

The environments that appear in the backdrop of Boyraz's photographs
describe the challenging living conditions for Syrian refugees in Turkey.
Following the Syrian War in 2011, more than three million Syrian refugees
found home in Turkey. Marie Tihon of Aljazeera news points out that the
coexistence of the refugees with the local population “is not always easy, as
tension fester over the ensuing demographic and socioeconomic pressures.”
The choice of the word ‘game’ rather than ‘play' in the title of the work Game
Over is ambivalent. On the one hand, the images of dilapidated structures
express a game over or a hopeless situation. On the other hand, however,
the children's unrestricted play activity transforms an apparently irreversible
condition into a self-made shelter for unregulated intersubjective interactions.
The improvised yet creative and self-determined playgrounds stand in stark
contrast with the standardized, colorful yet sterile, regulatory and inhibiting
play-set equipment found all across American urban parks.

Daniela Kostova: Dangerous Play

Similar to the use of found materials in the construction of improvised
playgrounds by the children pictured in Boyraz's photographs, Bulgarian-born
artist Daniela Kostova creates in her multi-media installation Loose (2016)
what she calls ‘a dangerous playground: Initially constructed in her home

for her daughter and children in the neighborhood to play, her dangerous
playground is fitted with sand, ropes, mud, and tools for making and
maintaining fire.4 Kostova takes inspiration from both her childhood memories
growing up in Bulgaria and from "adventure playgrounds.” Originally called
"junk playgrounds,”and first introduced in 1943 by landscape architect Carl
Sorensen in Emdrup, outside Copenhagen, “adventure playgrounds" as they
later became known, were popularized by a children's rights activist Marjory
Allen when she introduced the idea in England in the mid - 1940s. A unique
feature of adventure playgrounds is the direct involvement of children in

the making of the playground itself. Messy environments, constructed with
recycled and found materials are meant to act as shelters and informal
gathering places. Their physical content, shape and layout are determined

by available resources and the imagination of children.® In the 1980s,

with the increased commercialization under neoliberal capitalism and the
introduction of new safety requirements through the US Consumer Product
Safety Commission (1981), the experimental nature of adventure playgrounds
fostering free and creative play was replaced by the generic playground with
safe play-set equipment, encouraging one-size-fits-all behaviors. In recent
years, however, a number of researchers have questioned the value of safety-
first playgrounds that dominate the American landscape. In a 2011 article in
The New York Times, John Tierney observed: "Even if children do suffer fewer
physical injuries - and the evidence for that is debatable - the critics say

that these playgrounds may stunt emotional development, leaving children
with anxieties and fears that are ultimately worse than a broken bone."® Such
critical voices from the scientific community mirror the relatively recent revival
of adventure playgrounds worldwide.”

Kostova recalls her childhood memories: making huge fires out of wood and
tires was a celebrated local tradition in Bulgaria, as was playing with small fire
balls made of cloth soaked in gasoline and attached to a wire support, which

playful environments but also to recent children's parks that emerge in
economically well-off locations and appear to be designed for independent
play. For example, KidZania, which originated in a Santa Fe mallin 1999 was
conceived for kids between four and fourteen as a commercial role-playing
and simulated reality park that mirrors the world of grown-ups. Yet in its
scaled down version of a corporate and market-driven environment meant to
build brand loyalty, kids' independence is equated with the freedom to spend
pretend money.” Instead of open-ended and exploratory play characteristic
of adventure playgrounds where children take ownership of the content of
their play, kids in KidZania-type parks are presented in advance with the
content of their activities, thus having their cognitive engagement curtailed.
It is such expectations of regulated play in general and standardized toys

in particular which inhibit creative exploration an important developmental
process in children's lives that Page challenges. Subversive play is an integral
part of both the artist's process of construction of the objects and their final
form. Page's new work titled Thought Experiment, created specifically for
the Subversive Play exhibition, is a further exploration of the contentious
yet necessary relationship between control and agency. It is comprised of
restraint suits designed and sewn by the artist out of vinyl, felt and canvas

in which two human volunteers are dressed, then immobilized onto boards
and counterbalanced at sixty degrees to one another by means of a steel
cable. Page refers to the restraining suits as "sarcophagus-like cover, which
necessitates a device for ventilation and cooling" He added hand-operated
bellows that invites the participation of viewers in activating them to ensure
the people inside the suits are able to breath and are comfortable. Rather
than a carefree and joyous participation, viewers become accomplices in

the act of imprisonment of the two human beings isolated and immobilized
inside the suits, as they are encouraged and somewhat expected to operate
the bellows. Thought Experiment is a visceral embodiment of the invisible
technologies of power that subjugate, control and condition human behaviors
and bodies in public space.

Rachel Peachey and Paul Mosig: Risky Play

An interest in creating environments that explore conceptions of safety and
risk in playground designs as seen in Kostova's project, has also characterized
the photographs, video installations, and constructed playful sets conceived
by the Australian-born artists Rachel Peachey and Paul Mosig. The

artists envision their works as experimental sites meant to investigate the
relationship between play and risk taking in different cultural contexts. Most
of the objects included in the Subversive Play exhibition, are known under
the collective name Parklife and emerged from a two-month artist residency
completed at the ZK/U - Center for Art and Urbanistics in Berlin, Germany

in 2016. As part of one of their residency workshops, the artists asked
participants to share cautionary phrases they have heard while engaged

in playful activities both as adults and as children. Some of these included:
"How did you think you would fit in there?""You are too short," “Stop riding
the dog,"and "So long as | can see you."™ The resulting collection provides a
poignant oral history of the cultural expectations of safe and risk-free play.
In addition to this, Peachey and Mosig researched and observed various
playgrounds in Berlin and discovered designs that embrace risk in children's
play, as opposed to their predominant counterparts in America and Australia.
As Anna Winger observes "the design of playgrounds in Berlin is guided by

a healthy chance for children to mitigate risk in the interest of developing
self-sufficiency - or what some American parents might deem a total lack of

concern for child safety [..]" While playground regulations in Australia have
recently been updated to allow more opportunity for risk, the actual construction
or modification of existing playgrounds will be a longer process. Nevertheless
the intention is evident. For example, an article in the NQS Professional Learning
Program newsletter, an Australian Government Initiative, and one in the Daily
Telegraph featuring David Eager, chairman of Standards for Australia's Children's
Playground Equipment Committee, unanimously advocate the importance of
cultivating a culture of risky and adventurous play.*®

The work of Peachey and Mosig engaging with risk and safety perceptions in
play reflects a renewed global interest in adventure playgrounds. The artists'
mixed-media installation titled Parklife features a seesaw, a staple item in most
playgrounds around the world. Yet instead of a solid base that supports the
horizontal balancing beam on top, which would typically be made of plastic,
Peachey and Mosig present us with a rather precarious pile of paper, concrete,
rock, and wood. The lack of holding handles amplifies the apparently precarious
quality of the object and provokes questions about the safety measures and
perceptions of risk that are taken into consideration into the design of generic
playground equipment. While standardized models of playgrounds have been
proven to inhibit creative play their homogenization is reflective of regulatory
mechanisms of control that condition the behavior and movement of the body in
public space. Peachey and Mosig's photograph This/That, which documents an

Art practitioners expose technologies
of power that manage human bodies
in public space.

instant of play between Peachey and her two children on the seesaw, provides a
potent visual commentary on the precarious condition of the human body under
regulatory mechanisms of power. Peachey's bended body serves as the support
for the seesaw beam, while children are balancing at each of the two ends. The
transitory and improvised moment of play evokes risk taking and embodies the
malleability of the body, which can be controlled by others but can also challenge
constricting boundaries. Ultimately, their work gives visual form to risk as both
concept and activity that is necessary for subverting controlling technologies of
power through play.

Laura Perilli: Play as Public Site Reclamation

Engaging play as a critical concept, Italian-born artist Luana Perilli addresses

the role of playful environments in war-torn sites. Part of her overall series titled
Leopold-o, the two-channel video installation Leo-Streben (2015-2016), included
in Subversive Play,emerged from her work at an artist residency at Momentum
in Berlin, Germany (2015-2016). Perilli observed World War Il cone bunkers and
their various transformations and appropriations. Known as Winkel's towers
after their designer Leo Winkel, the cone bunkers patented in 1934 were
innovative aboveground structures. Unlike underground bunkers, the reinforced
concrete Winkels were cheaper and faster to build and did not interfere with
groundwater level. Since the end of the war, about 60 percent of the close to two
hundred bunkers spread across Germany, have been dismantled while the rest
have been reclaimed for different purposes such as wall climbing.”

Leo-Streben comprises a split-screen video projection. One image depicts the
Winkel bunker "Der Kegel" (The Cone) in Berlin transformed into a free climbing
school while the other presents tropical leaf-cutter ants eating roses taken from
another Berlin bunker turned into a park. Perilli's work addresses the role of
playful environments in war-torn sites, highlighting a collective drive to rebuild
after a traumatic event. From a practical standpoint, transforming the bunker
into a climbing wall makes sense given that its original design included walls
pierced through by holes to provide the bunker's population with fresh air. The
adjacent image of the colony of ants eating and carrying rose-petals makes a
playful and poetic commentary on the power to organize for a collective goal.
The busy insects appear to echo the reclamation of the bunker while the voice
of a World War Il photographer sharing his memories of the war plays in the
background. In its emphasis on collective self-organization that unites humans
and ants, Perilli's work highlights play as a critical strategy to reclaim and subvert
an abandoned site and its traumatic memory.

Chloe Irla: Twisting Boundaries Between Play and Game

In Pizza Party Twister (2014), American-born artist Chloe Irla recreates the
classic American game of Twister on a large-scale floor mat that resembles a
colorful pizza with mushrooms, basil leaves, olives and pepperoni.® Invented
and popularized in America in the late 1960s, Milton Bradley, the company that
produced it, was accused by competitors of selling “sex in a box" by alluding

to the use of human bodies as playing pieces.” As seen in the photographs
accompanying the floor mat, human bodies playing the game are twisted,
mingled, and fragmented, mirroring the innate yet colorful pizza slices and
toppings below them. In its perpetual movement, the spinner animation with
the arrow turning and landing on different ingredients acts as the orchestrator
of human action, which may or may not occur in the institutional context.

The bodies on display both implied by the proposed game environment and
represented in the adjacent photographs become a metaphor for regulatory
technologies of power.

In his book Play and Participation in Contemporary Arts Practices, art historian
and theorist Tim Stott describes the difference between game and play as

the difference between a repeatable form and a contingent event, that is "a
system of formalized rules, constraints, and play objects, on the one hand,

and any one playing of it, on the other"" Stott eloquently argues that even in
clearly designated play environments devoid of instructions participants still
discover rules for their play. This is the consequence of the fact that participants
ultimately "rely upon and make use of a system of social expectations and
conventions that recur with each play event"? This culturally and socially-
determined systematic quality of playful environments emphasized by

Stott renders them critical reflective sites that disclose the disciplining and
controlling mechanisms set in place for human bodies in public spaces. The
Pizza Party Twister does not offer any written rules of the game, creating

a productively ambivalent situation that neither directly invites nor deters
audience participation. As the work travels internationally and is displayed to
audiences from different cultural contexts, it leaves open the possibility of the
twister game to invite a whole range of responses. By giving vivid visual form
to control mechanisms of the body, Irla's twister is mobile, creating momentary
environments that interrogate on the relationship between game and play in
public and institutional spaces.

The seven international artists included in Subversive Play: Artists Challenging
Mechanisms of Social Control - Songil Boyraz, Daniela Kostova, Luana Perilli,
Chloe Irla, David Page, Rachel Peachey and Paul Mosig - consider playful
environments and play objects as sites of critical experimentation imbued with
contradictory expectations and conceived for and with human bodies in mind.
These art practitioners reflect on the subversive potential of play in order to
expose and confront various technologies of power that manage human bodies
in public space.



Rachel Peachey and Paul Mosig (b. Australia) have been collaborating for several years,
using photography, video, textiles, sculpture and found objects to look at human / environment
relationships and the idea of artist as both maker and curator. Their work often depicts
themselves and their two children interacting in a variety of landscapes. They have an ongoing
exploration into things like sadness, exhaustion, awe and balance through documentation

of people involved in loosely planned movement in response to the identity of particular
landscapes. This multimedia documentation is often exhibited with made and found objects.

Avrtists website: http://racketnetau/art
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Rachel Peachey & Paul Mosig, This/That, (Top), 2016, photograph, 60 x 85 cm.
Image courtesy of the artists
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Rachel Peachey & Paul Mosig, Parklife Sofia, (Top), 2018, installation with wood,
paper, concrete, rock, dimensions variable
Image courtesy of the artists

Rachel Peachey & Paul Mosig, Did you ask first?, (Top), 2018, wall
installation with paper, size variable.
Image courtesy of the artists

1. Peitubn Muueit v Mon Mocwr. Parklife, 2016, nHctanauus ot Abpeo, xapTs,
6eTOH, CKana, BapupalLy pasvepu. CHUMKaTa e NpefocTaBeHa oT aBTopute

4. Peiybn Myeit 1 Mon Mocur. Monuta v nbpeo?, 2017,
XapTVeHa MHCTanaLs 3a CTeHa, Bapupalum pasmepy. CHuMKkata e
NpefocTaBeHa oT aBTopUTe

Chloe Irla (b. USA) received her MFA from the Maryland Institute College Art.
Her work has been exhibited at a number of venues, including: the Jordan Faye
Contemporary, Maryland Art Place, Artscape Festival, in Baltimore, Montgomery
College in Silver Spring, MD, Sikkema Jenkins & Co.in New York, Baker Fine Art
in St. Louis, MO, and Towson University in Towson, MD. Irla was also the recipient
of a number of awards, such as: Semifinalist for the Bethesda Painting Awards,
finalist for The Washington Post's Real Art D.C. Competition and Vermont Studio
Center Work-Exchange Award.

Artist website: http://chloe-irla.com/section/415517-Pizza-Party-Twister.html

Xnou Upna (pogeHa 8 CALLL) 3aBbpLuBa Maructparyparta cv 8 Maryland Institute
College Art. Hethu pa6otu ca 6unu nokassanu B: the Jordan Faye Contemporary,
Maryland Art Place, pectusana Artscape B bantumop, Montgomery College B
Cunebp cnpuHr, Mepuneng, Sikkema Jenkins & Co. B Hio MopK, Baker Fine Art B
CenHT Jync, Mucypw v yHneepcuteta B TaycbH, Mepunerg, Hocvtenka e Ha

MHOrO Harpaay: nonyduHammct 3a Bethesda Painting Awards, puHanuct 3a The
Washington Post's Real Art D.C. Competition 1 Harpagarta Vermont Studio Center
Work-Exchange.

http://chloe-irla.com/section/415517-Pizza-Party-Twister.html
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Luana Perilli (b. ltaly) investigates the relationship between individuals and
collectives, nature and culture, moving from the field of memory and narrative to
the realm of science, sociobiology and social implications. She has participated

in residency grants at ZK/U Berlin and Momentum, Berlin. She received grants
from Premio Terna, Pan Studios Program (supervised by Daniel Buren), Pan
Museum, Napoli, Art Omi International Artists Residency, NY, Dena Foundation for
Contemporary Art and Cite Internationale des Arts, and from Incontri Internazionali
D'Arte, Paris on multiple occasions. Selected solo shows include Q.l, Naples in 2015,
Solitary Shelters at The Gallery Apart, Rome in 2013, All For One at Medium Galerie,
Bratislava in 2013, Roommates- Coinquilini Luana Perilli / Carola Bonfili at MACRO-
Museo dArte Contemporanea in 2010, Rome and Why? Fondazione Pastificio
Cerere, Rome in 2005. Her work has been part of various international group
shows such as the Quadriennale d'arte in Rome, Swimming Pool Project Space

in Chicago, and at the MAMM Multimedia Art Museum of Moscow, among others.
Most recently in 2017, her work has been exhibited in Video Forever Love Stories
at The Department, Istanbul and in Video Forever Duo at Musée de la Chasse et
de la Nature, Paris. In 2016, she was included in Q.I. Tu Vidim, MSU in Zagreb and

in Crossover, MAXXI cinema Tiziano in Rome. She currently lives in Rome and is a
professor at Accademia di Belle Arti di Roma and previously served as a professor
at Cornell University in Rome.

Artist website: http://www.luanaperillicom/?page_id=25
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peakuym. YyacTeana e B peaumeHTckiTe nporpami Ha ZK/U, Bepamn u Momentum,
BepnuH. Buna e ctunexamant Ha Premio Terna, Pan Studios Program (Ha6nionasara
ot [lanmen Brope), Pan Museum, Heanon, Art Omi International Artists Residency,
Hio Mopk, Dena Foundation for Contemporary Art and Cite Internationale des Arts n
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Luana Perilli, Der Kegel, 2015, digital photograph, 50 x 76 cm.
Image courtesy of the artist and The Gallery Apart

Tyana Mepunn. Der Kegel, 2015, aurutanHa dotorpadus, 50 x 76 cm.
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Rachel Peachey & Paul Mosig, Rules of the Game, (Bottom), 2017, single channel Rachel Peachey & Paul Mosig, The Art of Killing Gods, (Bottom), 2018, single
video HD, 2:38 min channel video HD, 01:30 min
Image courtesy of the artist

Rachel Peachey & Paul Mosig, A Year Long Moment, (Bottom), 2016,
single channel video HD, 214 min.
Image courtesy of the artists

3ae[iHO C BeTe MM [ella B pasfiniyHa npupoaHa cpefa. MBCH@,ELBaT TEMU KaTO Tbra,
YMOpPa, CTPaxonoynTaHne Ypes AOKYMeHTUPaHe Ha NoypeXncnpaHin HoBeLlKu OenHoCTH,
NPOTNBOMOCTABEHU Ha MAEHTUYHOCTTA Ha onpefeneHu nensaxu. Tasu [Pa3HONOCOYHa
[OKYMeHTalUWd 4eCTo € NoKa3aHa CbC Cb3[0aAeHN N HaMepeHH 06eKTH.

n3noxo6u srtousat Q.l, Heanon npes 2015, Solitary Shelters 8 The Gallery Apart,

Pum npe3 2013, All For One B Medium Galerie, Bparvcnasa npe3s 2013, Roommates-
Coinquilini Luana Perilli / Carola Bonfili 8 MACRO-Museo d’Arte Contemporanea

npe3 2010, Pum 1 Why? Fondazione Pastificio Cerere, Pum npe3 2005. Yuacteana e B
MHOT0 06LLM MexyHapoaHu 13nox6u, kato Quadriennale d'arte B Pum, Swimming
Pool Project Space B Yukaro 1 the MAMM Multimedia Art Museum B Mocksa. Ipe3
2017 HeitHa pa6oTa e nokasaHa B Video Forever Love Stories 8 The Department,
Vctan6yn v B Video Forever Duo 8 Myses Ha nosa v npupopata B [apwx. [pes 2016
ce Bktoyga B Q. Tu Vidim, MSU B 3arpe6 v 8 Crossover, MAXXI cinema Tiziano B Pum.
MoHacTosiem xuBee B PyM 11 e npenofasaten B MecTHaTa XyAOXEeCTBEHa aKaeMmsl.
[Mpenv ToBa e npenodasana B YHusepcuteta KopHen B Pym.

Peitubn Muveit v Mon Mocur. Mpaeunata Ha vrpata, 2016, eaHokaHanHo BAeO
HD, 2:38 MuH. CHuMKaTa e NpefocTaBeHa oT aBTopuTe 3. Peitybn Muyeit v Mon Mocur. U3kyctsoTo aa yéusaw 6orose, 2016,

epnHokaHanHo suaeo HD, 1:30 MuH. CHuMKaTa e npefocTaBeHa oT aBTopute

5. Peitybn Minyeit u Mon Mocur. MomenT, Tpaely usna roguHa, 2016,
epHokaHanHo suaeo HD, 2:14 muH. CHuMKaTa e NpefocTaseHa
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Luana Perilli, Leo Streben, 2015-2016, two-channel video installation, 13:40 min
Intended for a two channel video projection, video looped
Image courtesy of the artist and The Gallery Apart

http://www.luanaperillicom/?page_id=25

Jlyara Mepunu. Leo Streben, 2015-2016, AykaHanHa BUAeOMHCTanaLus, 13:40

Chloe Irla, Gallery rendering, 2017, digital illustration, MuH. CHUMKaTa e NpefocTaBeHa oT asTopKara

dimension variable
Image courtesy of the artist

Songtil Boyraz (b.Turkey) graduated from the Sculpture Department at Mimar Sinan
University and studied at the Academy of Fine Art in Vienna with Michelangelo Pistoletto and
Peter Kogler. Boyraz has received many awards and scholarships including the International
Studio & Curatorial Program (ISCP), NY (2003) and MAK Center Artist and Architects in
Residence Program, LA (2005). She has also attended many workshops and symposiums
including "No (more) image" in Tokyo (2001),"Fremd, Wien, Realgymnasium Landstasse" in
Vienna (2007), and "Lob der Vermischung, Salzburger Kunstverein" in Salzburg (2008). Boyraz

15.Xnou Wpna. Gallery rendering, 2017, aurutanta
UIOCTPALWS, BapupaLLy pasmepu. CHUMKaTa e
npefoCTaBeHa oT aBTopKaTa
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David Page (b. Cape Town, South Africa) Deneup Menpxx (poneH B KenntayH,
received his MFA from The University of tOxHa Adpuka) 3aBbpLLBA MArMCTpaTypaTa
Maryland at College Park. His work is in o B yHuBepcuTeTa B Mepunens, Konumx

has exhibited at venues such as Kulturoya, Stavanger, 21er Haus, Vienna, Hohenems-Vorarlberg, numerous public collections, including the napk. Herosu paboTy ca yacT oT MHOXECTBO
Open Source Gallery, Brooklyn, Royal Botanic Garden, Edinburg and Gallery Konzett, Vienna, Collection of Nelson Mandela, The Permanent  koriexLiyy, BK/IOUATENHO KONEKLMATA Ha
among other institutions. Her work Game Over was part of Vienna Festival Week in 2016. In 2014 Collection at the Baltimore Museum of Art, HencbH MaHgena, nocTosiHHaTa Konekuyms
she participated in the 4th International Canakkale Biennaial in Turkey. In 2012 her work was I Loose, 2016 (detal) mixed med ! , and The Permanent Collection of Stevenson 8 Myzeq Ha bantumop 1 YausepcureTa

. . . . . . . aniela Kostova, Loose, etail) mixed media installation - . . . o

included in the Triennial Linz 0.1, Linz. In 2011, her work was part of ISEA2011, 17th International photographic prints on styrene cylinders, vinyl, ropes, pedestal, crate University. His work has been exhibited at CTvBbHCbH. [pov3BeneHus Ha Merax ca

Symposium on Electronic Art, Museum of Contemporary Art, Zagreb (a parallel program to

the Istanbul Biennial). In 2010 her work was presented at the 28th International Istanbul Film
Festival, Istanbul and in 2008 she participated in the exhibition Permanent Waiting Room that
took place in Bologna, Ljubljana, Vienna and London. She currently lives and works as an artist
and educator in Vienna.

Image courtesy of the artist Old Dominion University in Norfolk, VA, Art v3naraHu B yHusepcuteta Old Dominion

Gallery at Stevenson University, MD, the 8 Hopdornk, Bupmxmntug, B ranepysra Ha
Arlington Arts Center, VA, School 33 Art YHveepcuteta CTMBBHCBH B MepuneHs,
Center in Baltimore, MD, University of Maine  Llentspa Arlington Arts Bba Bupmkutng,
at Augusta, ME and ARC. Gallery in Chicago, ~ School 33 Art Center B banTumop,

IL. Page is also the recipient of a number of ~ Mepunenp, YHusepcuteta Ha MeriH v
awards, including the Award for Excellencein = ranepus "ARC" 8 Ynkaro, VinuHonc. Menmx
Creative Research from the Corcoran College e HocvTen Ha peauLia Harpaiy, Mexzy

of Art and Design (2012), Individual Artist KouTo the Award for Excellence in Creative
Award from the Maryland State Arts Council ~ Research ot Corcoran College of Art and
(2012,2009,and 2007) and Sondheim Prize  Design (2012), MepcoHanta Harpaza ot
Finalist (2006). Maryland State Arts Council (2012, 2009,

Artist website: http:/davidpageartist.com/ and 20Q7> e QuianiCT 33 Harpagara
) o Sondheim Prize (2006).
disappointing-toys/

[anuena Koctosa, Loose, 2016 (neTain), MHCTanauns ot Tpy NpuHTa BbB
(opmara Ha LAMHEPY, BUHIN, BBXKETA, NOCTAMEHT, CAHABK, BApHpaLLy
pa3mepu. CHUMKaTa e NpefoCcTaBeHa OT aBTopKaTa

Artist website: http:/www.songuelboyraz.com/ph_gameoverhtm

CoHrton Boipas (pozeHa B Typums) e 3aBbpLuna CKyaNTypa B yHMBepcuteTa Myumap
CuHaH 1 e yunna B XyfoxecTBeHaTa akaiemist BbB BueHa npn Mukenanmxeno lMictoneto n
Metbp Kornep. Boipas e HocuTeNka Ha MHOrO Harpaay, cnelmaniavpana e & ISCP, Hio Vopk
(2003) v nporpamara MAK Center Artist and Architects in Residence, Jloc Amkenc (2005).
Mocelasana e MHOTO YbPKLIOMM 1 cMMo3nyMu, BrtodrTenHo "No (more) image” 8 Tokno
(2001), "Fremd, Wien, Realgymnasium Landstasse" 8bs Buera (2007) 1 “Lob der Vermischung,
Salzburger Kunstverein" 8 3anuéypr (2008). Boipas e opranusvpana n3nox6w s: Kulturoya,
Stavanger, 2ler Haus, Buera, Hohenems-Vorarlberg, [anepus "Open Source" B BpykuH,
Kpanckarta 6otaHuyecka rpaamnHa B EquHéypr, ranepus Konzett b8 Buera v op. Pabotara i1
Game Over" (,Kpain Ha urpara”) e 6una vact ot PecTvsanHara cegmmua Bbe Buena npes 2016.
Mpe3 2014 yyacTBa B YeTBBPTOTO MeX/AYHAPOAHO breHane YaHakane B Typuus. Mpe3 2012

http:/davidpageartist.com/disappointing-
toys/

David Page, Gatkar (Arse cart), 2010, Aluminum, steel, hardware
43x80x38cm.
Image courtesy of the artist

Daniela Kostova, Loose, 2016, documentary photograph of mixed-media
installation, dimensions variable
Image courtesy of the artist

10. fertena Menpx. Gatkar (Arse cart), 2010, anymuHui, croMana,

David Page, Wolraad en Racheltjie se blink nuwe speelding (Wolraad and yacTn, 43 x 80 x 38 cM. CHUMKaTa e NpefocTaseHa ot aBTopa
pa6otara i1 e 6una BkoyeHa B TpueHaneto Linz 0.1 8 JinHu, ABctpus. Mpe3 2011 e yyactBana B 9 [anvena Kocroea, Loose, 2016, okyMeHTanHa dotorpadms Ha Little Rachel's shiny new toy), (Top), 2010 leather, wood, steel, coir, canvas,
ISEA2011, 17-v19 MexayHapoaeH CMMMNO3uyM 3a eNeKTPOHHM 13KyCTBa 1 My3es 3a CbBpeMeHHO MHCTanauvsiTa, BapupaLLy pasmepy. CHumkara e npeflocrasena thread 125 x 40 x 50 cm.

5 oT aBTOpKaTa Image courtesy of the artist
13KYCTBO B 3arpe6 (napanenHa nporpama Ha Mcran6ynckoto 6rerane). Mpes 2010 HeiHa
pabora e 6una NpeAcTaBeHa Ha 28-11s MexayHapoaeH GecTvBan Ha KMHOTO B McTaHbyn, a (11.,Df3&|awu Mefax. Wolraad en Racheltjie se bhn)k nuwe speelding
- " i " i Wolraad 1 nbckasata Hoa urpadka Ha Pertubn), 2010, koxa, AbpBo,
npe3 2008 Bonpas ydyacTea B uanokbara "Permanent Waiting Room" (,MocTosHHa yakanHa"), CroMaa, BnaKia, nnaTHO, 125 X 40 x 50 Cv. CHMKara 6 rpetocraseria
nokasgaHa B bonoHs, Jlto6nsHa, BueHa v JToHaoH. MoHacTosiLeM xwBee 1 paboTv BbB BueHa. or asTopa
http://www.songuelboyraz.com/ph_gameoverhtm I

Daniela Kostova (b. Bulgaria) is an Danvena Koctoga (pogeHa B bbnrapus) e
interdisciplinary artist who holds MFA degrees  1HTepAMCLMNAMHAPHA XYLOKHNUKA, KOSTO UMa
from the Rensselaer Polytechnic Institute, NY ~ maructbpcka crenen ot Rensselaer Polytechnic
and the National Art Academy, Sofia. Kostova Institute B Hio I7Iop+< 1 oT HaumoHanHata

is interested in comparing and contrasting XynoxecTseHa akagemus B Copus. HTepecuTe
various cultural models while looking for Ce CBEX/AAT [0 CPaBHsIBaHE 1 MPOTVBOMOCTaBSAHE
points of convergence and emerging hybrid Ha MHOXEeCTBO Pa3/IMYHM KYNTYPHU MOLENN U
forms. Her work has been exhibited at The OTKpU1BaHe Ha X1OpPUOHNTE GOPMM, Bb3HMKBALLM
Queens Museum of Art, NY, Kunsthalle B TOUKMTE Ha npecuyare. HeiHn paboTn ca
Wien, Vienna, Institute for Contemporary 611 nokassaHu B Myses 3a u3KycTBO KynHc
Art, Sofia, Centre d'art Contemporain, B Hio Mopk, Kunsthalle sbe Buena, ViHctuTyTa
Geneva, Antakya Biennal, Antakya Turkey, 3a CbBpeMeHHO 13kycTBo - Codus, LieHTbpa
Fondazione Sandretto Re Rebaudengo, Turin, 33 MOIEPHO U3KYCTBO B XKeHeBa, brieHaneto
and Kunsthalle Fridericianum Kassel, among B AnTaxus, Typums, doHpauvara Sandretto
other arts institutions. In 2016 she had a Re Rebaudengo B TopwHo, Ntanus, Kunsthalle
solo show at A.LR. Gallery while serving as Fridericianum B Kacen 1 p. Mpes 2016 otkprea
Gallery Fellow and was also a resident at the camocTosiTeNnHa u3nox6a 8 ranepus "ALR" n
Center for Art and Urbanism (ZK/U), Berlin. € CTUNEH/MAHTKA Ha LIeHTbPa 3a U3KYCTBO W

In 2011, Daniela won the Unlimited Award for yp6aHn3bm ZK/U B BepnmH. Mpes 2011 neyenn
Contemporary Bulgarian Art. In 2009, 2007 Harpanara 3a cbBpeMeHHO 6bArapcKo 13KyCTBO
and 2006 she received travel grants from Unlimited Ha Mo6unten u Art Project Depot,
NYFA, the American Foundation for Bulgaria anpe3 2000 - MexayHapoaHaTa Harpaja

and the European Cultural Foundation. Her Onufri B Tupara. [Mpe3 2009, 2007 1 2006

work has been reviewed in The New York Mo/y4aBa CTUNEHAMM 33 TBOPYECKM MbTyBaHNS
Times, The Brooklyn Rail, Flash Art, and Art in ot NYFA, doraaums Amepuka 3a Bvarapus
America. Kostova lives in NYC and is Director v EBponelickara GpoHaaLms 3a kyntypa. 3a

of Curatorial Projects at Radiator Gallery in HefHu npou3BeseHys e nucao B The New

Long Island City, co-founder of the Bulgarian York Times, The Brooklyn Rail, Flash Art 1 Art in
Collaborative and a board member of CEC America. Janvena Koctosa svisee B Hio Vopxk
ArtsLink, NY. 11 e KypaTop Ha npoekTuTe B ranepws "Radiator”
B JIOHr AAnbHA, ChleBPeMeHHO e U efuH oT
ocHosatenuTe Ha Bulgarian Collaborative 1 unen
Ha CEC, ArtsLink B Hio Mopk.
http://www.danielakostova.com/portfolio

David Page, Thought Experiment, (Bottom), 2018, vinyl, felt, canvas, wood,
steel, human volunteers, performance and video documentation.

165 x165 x 122 cm.

Image courtesy of the artist

12. flenia Meimk. MucnoseH ekcnepumenT, 2018, mbpopManc v Buaeo
[LIOKYMEHTaLWS, KOXa, BUHW, GUAL, MNaTHO, CToMaHa, Ao6poBonLy, 165 x
165 x 122 cm. CHiumkaTa e npefocTaBeHa ot aBTopa

The project is supported
by the Gaudenz B. Ruf Award

I1zabel Galliera received her Ph.D.in Contemporary Art History and Theory in 2013 from the
University of Pittsburgh. She is an independent curator and assistant professor of modern and
contemporary art history and theory at McDaniel College in Westminster, Maryland. Her research
has been published in the Journal of Curatorial Studies, ARTMargins, FIELD: A Journal of Socially
Engaged Art Criticism, and anthologies such as Collaborative Art in the Twenty First Century (2016)
and Redefining Creativity: Multi-Layered Collaborations in Art and Art Historical Practice (2017).
She curated a number of exhibitions in museum and gallery settings, such as Stereovision (2007)
and Torolab: One Degree Celsius (2008) at the USF Contemporary Art Museum in Tampa, Florida,
A Social Geography of Hair: Performing Gender and Identity in Contemporary Art (2011) and Art
into Life, Life into Art: Matei Bejenaru (2012) in the context of the DownStreet Art festival in North
Adams, MA, and Alternative Cartographies: Artists Claiming Public Space (2015) in the Rice Gallery
at McDaniel College.

Chloe Irla, Pizza Party Twister in action, 2014, three digital photographs
documenting action in public space
Image courtesy of the artist

16.Xnow Vipna. Pizza Party Twister B peiictame, 2014, Tpu aurutantu
boTorpadum, LOKYMEHTUPALLM aKLMK B NYGAMYHO NPOCTPAHCTBO. CHIMKaTa
€ NpefocTaBeHa OT aBTopKaTa

This publication is designed by Austin New York

www.austinnewyork.com M3a6en Manuepa 3asbplusa AOKTOPCKaTa CV AMCEPTALIVS MO UCTOPHS 1 TEOPHS HA
CbBPEMEHHOTO M3KycTBO npe3 2013 B YHuBepcuTeTa Ha [ntcbpr. Ta e He3aBrcyM KypaTop

11 aCVICTEHT M0 UCTOPUS M TEOPUS HA MOLEPHOTO 1 CbBPEMEHHO U3KYCTBO B Konexka McDaniel

B YecTMUHCTBP, MepuneHna, HeitHu Tpyoee ca 6vnm ny6aukyearm B the Journal of Curatorial
Studies, ARTMargins, FIELD: A Journal of Socially Engaged Art Criticism. Yuactsa B aHTonorumn
karo Collaborative Art in the Twenty First Century (2016) n Redefining Creativity: Multi-Layered
Collaborations 1 8 Art and Art Historical Practice (2017). Brna e kypatop Ha peauua npoexTy

B My3e v ranepuu, mexay Konto Stereovision (2007) 1 Torolab: One Degree Celsius (2008) B
Myzes 3a cbBpemenHo uskycteo USF B Tamna, ®nopupaa, A Social Geography of Hair: Performing
Gender and Identity in Contemporary Art (2011) n Art into Life, Life into Art: Matei Bejenaru (2012)
B KOHTeKCTa Ha dectuana DownStreet 8 Hopt Agamc, Macauysetc u Alternative Cartographies:
Avrtists Claiming Public Space (2015) B ranepus "Rice" B konexa McDaniel.

Artist website: http:/www.danielakostova.
com/portfolio

Songiil Boyraz, Game Over Series, 2015,
10 digital photographs, 55 x 40 cm. each
Images courtesy of the artist

Corton bowpas. Cepusi: Kpasrt Ha urpata, 2015,
10 avrvtanyu dotorpadum, 55 x 40 cm Besika “Many thanks to Fotografie
CHWMKaTa e NpefocTaBeHa oT aBTopKara and Peter Holl"




