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2023 roamHa e. 40 roanHu HX AEN[T OT MHCTanaumaTa

Ha BecennH AnmoB ,BoaeH 3Meir”, koAaTo no Tpaamums
Ce NpuveMa 3a NMbpBaTa HeKOHBEHLIMOHaNHa paboTa B
Bbarapua (Taka B OHE3M AaNeynu ToAnHY Ce Onpesensxa
Npowv3BeAeHnATa, KOUTO TpabBalle Aa ce OTrpaHMuaT ot

COUMaTMCTNHECKOTO XyAOXECTBEHO N pOl/I3BO,£I,CTBO).

CBbBPEMEHHOTO OBAraPCKO M3KYCTBO CE pa3BuBa U
JNMHUATA ,HaNPes 1 Harope” e KOHCTaHTHa. [poMeHNnB
0bHaye 0CTaBa MHTEPECHT KbM HEro OTBBbH. Makap ue
M3KyCTBOTO He 61 TpsAbBano Aa ce BAMsAe OT HescHaTa
nomTMYecka 0bCTaHOBKA, KOMIPOMETMPAHMTE
YNPaBHWLM 1 cnabaTa MKOHOMMKA, HAMA Kak BbPXY HEro
[ia He nazja cAHKaTa Ha He TOJIKOBa Po30BMA 0bpa3 Ha
[LbPXaBaTa B O4MTE Ha HOPManHWA CBAT. Kopynumara,
6e33aKOHMETO M MMU3epUATa KapaT xopaTa Aa oopbLuaT
rMaBa v ToBa Hem3beXHO Ce OTpasABa Ha KynTypaTa.

MNepcnekTnBaTa, OT KOATO Ce MomexXAa KbM Tasu yacT

Ha CBeTa, BCE OLLe € MbiHa C NpeApa3CcbabLy. KaTto

ye N Hanmcanmat ot Kapa Maii B kpad Ha XIX-Tu Bek
poMaH , /13 aebpute Ha bankaHa", B KOMTO AeNCTBMETO Ce
pa3BvBa MO HalLMTe 3eM, BCe OLLLE e MEPOAABHO — Mpak,
HenHOCT, cyeBepus 1 M3MaMML.

VIHTepecCsT Ha ,3anaja” KbM Tasu uacT Ha CBeTa
nepuroanYeckn ce Cbbyxa, HoO 6bP30 M34e3Ba, JOHAKbAE
OT Hepa3bvpaHe, AOHAKbAE OT HeZoyMeHwWe. B kpan

Ha 90-Te roanHKM Ha XX-TW 1 CaMOTO Hayano Ha XXI-Bu

Bek Dellle HanpaBeH OMWT 3a BIIEXaHe B MOKpUTHTE

C KOMYHUCTUYECKa MNECEH TEPUTOPUM, €HOBPEMEHHO

W ONWT 3a NOAKPENa Ha HOBUTE CBODOAHM TEHAEHLMM.
N3nox6w kato: ,After the Wall. M3kyctBO 1 kynTypa B
MOCTKOMYHUMCTMYecka EBpona’, 1989-1999, MoaepHa
Mys3eer, CTokxonm, kypatopu boaHa Meny u delisna
Enver; ,Kpbs 1 Mea. Bvaeueto e Ha bankanute,” 2003,
Myzeii Eccn, BueHa, kypatop Xapana 3eemaH; M3 aebpute
Ha bankana’, 2003, ®puaepuupmanym, Kacen, lepmanms,
KypaTtop PeHe biok Aafoxa M3BECTEH TNACHK Ha JIOKANHUTE
CLEHM 1 Ha CaMOYYBCTBMETO Ha XYAOXKHULMTE, YNMTO
ycnana 6axa HambHO PaBHO3HaYHM Ha ycuamnaTa 3a
MCTUHCKA LIANOCTHa MPOMAHa.

20 roAVHWM NO-KbCHO HAAEXAMTE KaTO Ue /W Ca U3TNeu,
WHTEPECHT € NPUCNaH, UAEUTe 3a PABEHCTBOTO M3exXAaT
KaTo XMMepU. V1 HE3aBMCMMO OT OFPOMHMA ByM Ha
npoLecuTe y Hac, MOCTVXEHUATA Ha XyAOXHULMTE
0CTaBaT M30/IMPaHM 1 HEMO3HATW M3BbH rPaHULMTE Ha
CTpaHara.

It is 2023. Forty years separate us from Veselin
Dimov’s installation “Water Dragon,” which is
traditionally considered the first unconventional work
in Bulgaria (in those distant years, this was how the
works that had to be distinguished from socialist art
production were defined).

Contemporary Bulgarian art is evolving, and the

line "onwards and upwards” is constant. However,
the interest in it from the outside remains variable.
Although art should not be influenced by the unclear
political situation, compromised rulers, and the weak
economy, there is no way that the shadow of the not
so rosy image of the state in the eyes of the normal
world does not fall upon it. Corruption, lawlessness,
and misery make people turn their heads, and this
inevitably affects the culture.

The perspective from which one looks at this part
of the world is still full of prejudice. It is as if Karl
May's late 19th-century novel ,In den Schluchten
des Balkan” (In the gorges of the Balkan), set in our
own lands, is still the standard — darkness, poverty,
superstition, and deception.

The interest of “the West” in this part of the world

is periodically awakened, but it is fast disappearing,
partly from incomprehension, and partly from
bewilderment. In the late 1990s and the very
beginning of the 21st century, an attempt was made
to look into the communist mould-covered territories,
and at the same time to support the new free trends.
Exhibitions such as "After the Wall. Art and Culture

in Post-Communist Europe,” 1989-1999, Moderna
Museet, Stockholm, curated by Bojana Pejic and
David Elliott; “Blood and Honey. The Future is in the
Balkans,” 2003, Essel Museum, Vienna, curated by
Harald Szeemann; and “In the Gorges of the Balkans,’
2003, Friederizianum, Kassel, Germany, curated by
René Block, gave a certain boost to local scenes and
to the self-confidence of artists whose efforts were
fully tantamount to efforts for a real overall change.

Twenty years later, hopes seem to have faded, interest
is tame, ideas of equality seem like chimeras. And

in spite of the enormous boom of the processes in
our country, the achievements of the artists remain
isolated and unknown outside the borders of the
country.



3a NPUYMHUTE MOXe OLLLe MHOTO Za Ce TOBOPW, HO BMHarM
Le ce onunpa A0 Anncata Ha peanHa KynTypHa Noamntuka

1 pasbupaHe OT CTpaHa Ha AbPXaBaTa 3a BaXHOCTTa OT
noakpena Ha Te3u npouecn. [lokato obaye yakame OTHOBO
nia ObJieM OTKpUTK, NO-A00pe Aa NpeanpUemMeM HAKaKBM
NencTBua. W kakto BUHarn npes nocneaqute 30 roavHm
YaCTHWAT CEKTOP € TO3W, KOMTO € Hali-aAekBaTeH, akTUBEH U
NPOAYKTUBEH.

3aToBa pelunxmMe Aa 3anovHem npoekta ,fopeLa amHma”

— M310XO0W, 338 KOUTO KaHUM YyXAECTPaHHN Kypatopw Aa
paboTAT C ObAraPCKM XYAOKHNLM. VIHTEpeCcyBa HM MPOLLeCHT
— CPeLLMTE M Pa3roBopuTe MEXAyY Kypatop v aBTopu,
OOMEHBT Ha WAEeW, Cb3AaBaHETO Ha NPOAYKTa, KakTo U
nocnesgallmTe CTonku. Haaasame ce, Ye TO3m KOHTaKT e
[iazie NNoAOBE W B 613KO Gbaellle GbArapckuTe XYAOKHMLM
Le 6bAaT BKAOYEHN NO-aKTUBHO B MEXAYHaPOAHMS
OBMeEH.

Mapwua Bacunesa

There is much more to say about the reasons, but it

will always come down to the lack of real cultural policy
and understanding on the part of the state of the
importance of supporting these processes. However,
while we wait to be discovered again, we better take
some action. And as always over the last 30 years, it is
the private sector that has been most responsive, active,
and productive.

That is why we decided to start the Hotline Project —
exhibitions for which we invite foreign curators to work
with Bulgarian artists. We are interested in the process
— the meetings and conversations between curator
and artists, the exchange of ideas, the creation of the
product, and the follow-up. We hope that this contact
will bear fruit, and that in the near future, Bulgarian
artists will be more actively involved in international
exchanges.

Maria Vassileva

N3BBbH BCAAKakbB pa3syMm. B ornesanoto
Ha CroppeasnCTUYHNTE BpeMeHa

lMposoe

Tpe3 nocnedHume 20 200uHuU K13moyHa Egpona e
8epoAMHO e0Ho om Hall-6bp30 NpoMeHaAWUMe ce Mecma
Ha naaHemama — dopu 6 cpasHeHue ¢ Kumati. V13moksm

HAaUCMUuHa Moxe 0a npomers hopmama cu, Ho cnopeo MeH
nNpomeHs U epememo: Hue ce 08UXUM 8 HAKOJIKO NOCOKU
e0HO8peMeHHO U 0C8eH Mo8a cMe XUsomo 00Ka3amencmeo,
e spemMemo He Hanpedsa NOCMBbNAMENHO OM MOYKA A KM
movka b, kakmo e onucaHo 8 y4ebHuyume no gusuka. [...]
Mucns, 4e mosa e 03eH MOMeHM®M Ha esponelickus ¥13mok
— mosikosa e 61u30 00 Mosa, Koemo NO3HAsAW U C KOemo
CU CBUKHAS, HO HE € CbUomo. ¥ moyHo myk Moxe 0a me
€noxodu 80bXHOBEHUEMO.

AnekcaHabp MaHyunos, B pasrosop

¢ Kwmwod NytdpaHckm — 23 toHn 2020

Mo Bpeme Ha noceleHmsaTa mu B Codus BUHarn mMe e
NPVB/NYANO0 eHO BbLLEOHO MACTO: poToHAaTa ,CBeTK
leoprn”. Ta ce cMATa 3a Hai-CTapaTa 3anaseHa NnocTpoika

B rpaza, obsiBeHa 1 3a 06eKT Ha CBETOBHOTO KYATYPHO
HacneactBo Ha FOHECKO. B MnHanoTo e 6una eamyecko
MACTO, a cera e XpUCTuaHcKa Libpkea. OTHavano He BAA30X, a
A 06MKOIMX 6aBHO, HAKOJIKO MbTW, OTBBH M OTBBTPE B 4BOPA,
3af cTeHara. [iowagbT ¢ poToHAaTa e abcypAHO 3aTBOpPEH,
BCBLLIHOCT MasikaTa LibpKOBHa crpaga e ,cMaykaHa", B
CbLLOTO BpeMe Ce CbMNPOTMBIIABA C JOCTOMHCTBO 1 CuAa.
HenocpeacTBeHo cpelly poToHAaTa BCe OLLe 3anallmnTenHo
Ce 13BMCABaA BAbXBaLLaTa CTpaxonoynTaHve crpaga Ha
buBLIaTa LieHTpana Ha KOMyHUCTMYeckaTa naptus. MIMeHHo
OTTYK B MPOAB/XKEHNE Ha JeceTuIeTns ce e ynpaeasasana
CTpaHaTa uan No-ckopo TyK ,AupekTnsute” ot Mocksa

ca afanTMpaHun KbM 6bArapckmTe yCIOBUSA C MO-TONAM

AN no-manbk ycnex. Haokono ca: MUHWUCTEPCTBOTO

Ha obpa3oBaHMETO W HaykaTa Ha Peny6vka bbarapus,
Jbp>xaBHaTa areHLms 3a 6barapute B Uy>kOu1Ha,
HaunoHanHWAT KoMneHcaumMoHeH XuanieH GoHa,
macuHunaT xoten Codua bankaH lManac, 3natHata cTatya Ha
Ceeta Codus, CMMBOABT Ha rpaja, CToALa OTBBbH, KbAETO
JleHnH OT cBOA NameTHWK e HabarogaBan U3rpaxzgaHeTo Ha
couwmanuama. Mpeg MpesngeHTckus aBopew, Ha Peny6ivka
Bbarapus nmalle cmaHa Ha kapayna. [BapaenLmTe Hocexa
CbLUMTE XXMBOMUCHWN YHUPOPMU KaTO BbArapCKmMTE BOMHULIW
B CcTapus ¢uam ,lepownte Ha LLnnka" — gpamatnyHo
nosecTBOBaHWe, konpoaykunsa CbeeTcku cbto3/bbarapus ot
1955, pa3ka3Ballo 3a npouyTaTa 6utka npu LLUnnyeHckums
npoxoz, no Bpeme Ha Pycko-TypckaTa BorHa ot 1877-78.
®uaMBT Neyenn Harpagata 3a pexucypa Ha puamosus
dectnBan B KaH npe3 1955 roanHa.

T https://schloss-post.com/person/alexander-manuiloff

Beyond All Reason.
In The Mirror Of Surreal Times

Prologue

In the last 20 years Eastern Europe has been probably
one of the most rapidly changing places on the planet
—even in comparison to China. The East is indeed a
shapeshifter, but it is also, | think — a time-shifter: we are
moving in several directions simultaneously and, besides,
we are the living proof that time does not progress
uninterruptedly from point A towards point B in a simple
arrow, as it is described in the physics textbooks. [...]

I think this is the Zen moment of going to the European
East now — it is so close to what you know and what
you have been used to, but it isn't. And this (s where
inspiration can strike.

Alexander Manuiloff, in Conversation with Krzysztof
Gutfranski — Jun 23, 2020

During my visits to Sofia, | was always drawn to

a magical place: the St. George Rotunda. It is
considered the oldest preserved structure in the city,
which was also declared a UNESCO World Heritage
Site. Formerly a pagan site, now a Christian church.

| did not enter at first, but walked slowly around it,
several times, along the outside and inside in the
courtyard, behind the wall. The square with the
rotunda is absurdly enclosed, actually the small
church building is crushed, at the same time it resists
with dignity and strength. Directly opposite the
Rotunda still threaten the awe-inspiring building of
the communist party ex-headquarters. It was from
here that the country was governed for decades,

or rather, it was here that the ,directives” from
Moscow were adapted to Bulgarian conditions with
more or less success. Nearby are: The Ministry of
Education and Science of the Republic of Bulgaria,
The State Agency for the Bulgarians Abroad, The
National Compensation Housing Fund, the massive
hotel Sofia Balkan Palace, with the golden statue of
St. Sofia, the city’'s symbol, standing outside where
Lenin from his monument used to watch the building
of socialism. At the Presidential Palace of Republic
of Bulgaria there was changing of the guard. The
guards wore the same picturesque uniforms as

the Bulgarian soldiers in the old movie ,Heroes of
Shipka (Geroite na Shipka)”, a 1955 Soviet Union/
Bulgarian co-production drama film, telling the
story of the famous Battle of Shipka Pass during the
Russo-Turkish War of 1877-78. The film won the Best
Director Award at the 1955 Cannes Film Festival.

! https://schloss-post.com/person/alexander-manuiloff



Ha 6uBlms naowaga ,Meopru umuTpos” ce e
Hamwupan mMaB3oseaT Ha [eopru Aumutpos. Toin e
B3puBeH npe3 1999, 50 rognHun cneg cMbPTTa My.
Kanko, BCbLLHOCT TakaBa Ccrpaja e UCTopmyeckm
nametHuK. OcBeH ToBa TO3M Angep Ha KoMuHTepHa n
MbPBW KOMYHUCTUYECKM Abp>KaBeH rnaBa Ha bbarapus
BCE nak e bun anyHoct. B Jlannuurckmsa ,npouec

3a noxapa B Paiixcrara” Toli cMeno npoTuBopeun

Ha IbOPWHT, KOWTO e NpM30BaH KaTo CBUAETEN,

n e onpasaaH. OT gpyraTa cTpaHa Ha yauuata ce
HamMunpa BHyLIMTeNHaTa crpaja Ha buslimsa Llapckn
ABopel, cera HaunoHanHa ranepus. NaMeTHUKBT Ha
OcBObHOXAEHMETO B YECT Ha PyCcK1UTe BOMHULM OT
BOMHaTa ot 1877-78, pa3bupa ce, e OCTaBeH Ja CTou.
Cneg TOBa NoBeuye nocellaBax LibPKBY, MO CTeYeHne
Ha obcToAaTencTBaTa MNO-YECTO Ha LybPKOBHa cny>ba
WAN Ha norpebeHune. TbpxkecTBeHa aTMocdepa, NKOHMU,
cBeLy, MUTKK, BUHO. YyBCTBaxX ce CMOKOEH.

B XyZOXXeCTBEHWTE U3NOXOM U ranepumte NoUyBCTBax
rossiMa oTBOPEHOCT, OTPOMHO pa3Hoobpasve, a B
oduLMaNHUTE My3€en — MHOTO COLIMANUCTUYECKM
peannsbM, No-KbCHO GUTYPaTUBEH CUMBOJIM3BM,
BCMUKO MOJITUYECKO ¥ MaNKO CHOPPeaNncTuyHo 3a
Mos norieA. Ho YecTo v ¢ yA0BOACTBUE Ce UyBCTBaxX
KaTo BKbLLWY, KaTo Ja HaMepsl POAHO MACTO U 3eMs,
KOATO € uyzAa W BCe Nak Hskak nosHata. bewe kaTo
[la C1 B CbH, KaTo Ja cu B HOBa cdepa Ha 3HaLW uiu
npenpaTtku.

MwuHanoroanwHoTo 59-1o0 6ueHane BbB BeHeuus
MMalle KpacMBOTO 3arnasme ,MnsakoTo Ha meutute”

no JeTtckaTa KHWXKa Ha ctoppeanunctkaTa JleoHopa
KapuHrtbH. CTaBa AyMa 3a eAvH BbiLlebeH CBAT,

B KOMTO XXMBOTBLT MOCTOSIHHO Ce NPeoTKpuBa npes3
npu3mMaTa Ha BbobpaxeHueTo. ToBa e CBAT, B KOMTO
BCEKM MOXe fla Ce MPOMeHM, Aa ce TpaHchopmumpa,

[la ce NpeBbPHE B HELLO UK HsKOM Apyr. ToBa belue

W MOTMBaLMATA 3a MeH cef nokaHata Ha Mapwa
Bacunea ga HanpaBum nsnoxba c 6barapckm
XYAOXKHWLM, 38 KOETO UCKaM fa MU3Kaxa NCKpeHUTe cn
6narogapHocTn. Ho oTKbAe fa 3anoyHa, Kbie Aa cnpa?
Kak ga Hacoua TakbB AMana3oH KbM KOHKpeTeH Gpokyc?

NaesTa 3a nsnoxbata B ranepus ,CTpykTypa” golige
OT NpexXwuBABaHMATa NP cpeLuTe ¢ XopaTa, KyaTypara
1 n3kyctBoto B Codus, HO U OT MHOrOTO NPOBAEMHM
CUTyauum TyK 1 TaM, KakTo HaBCAKbAE NO CBeTa.
N3noxbata obxBalla nepmnos, KONTO e MOCOoYeH u

B KHUrata ,BbBeseHne B 6bArapckoTo CbBpeMeHHO
n3kycrtBo (1982-2015)" Ha Becena Hoxaposa, un
nokasea TBOP6U OT MOsA COBCTBEH CBAT Ha Cb3epLaHue,
HO Hail-Beye OT KOHTMHYYMa, KOMTO XyAOXHULNUTE

MW NpefocTaBMxa CbC CbBETU W Nogkpena. Kakto
YecTo ce ClyYBa B XMBOTA, MIMEHHO HeMiaHNPaHoTo,
HernpeaBUAEHOTO M M3HEHAABALLOTO B KpalHa cMeTka
npaBu Bb/JHYBALLLOTO 1 YecTo KpacuBoTo. M ToBa Helue
npeAnocTaBkara, Ye ecteTmkaTa, NogobHO Ha BKyca B
XpaHaTa, e CbLyHOCTTa.

On the former Dimitrov Square used to stand
Georgi Dimitrov’s mausoleum. It was blasted
in 1999, 50 years after his death. It's a pity,
actually such a thing is a historical monument.
Besides, this leader of the Comintern and first
communist head of state of Bulgaria was a
personality after all. In the Leipzig ,Reichstag
Fire Trial” he courageously contradicted
Goering, who was called as a witness, and

was acquitted. Across the street, the imposing
building of the former Royal Palace, now the
National Gallery. The liberation monument

in honor of the Russian soldiers of the war

of 1877-78 was of course allowed to remain
standing. Then | was more often in churches,
coincidentally more often at a church service or
a funeral. Solemn atmosphere, icons, candles,
cakes, wine. | felt at ease.

In the art exhibitions and galleries, | experienced
great openness, enormous variance and in the
official museums a lot of socialist realism, later
figurative symbolism, everything political and
partly surreal for my view. But it often and gladly
felt like coming home, like finding a homeplace
and a land that was foreign and yet somehow
familiar. It was like being in a dream, like being
in a new realm of signs or references.

Last year's 59th Biennale di Venezia had the
beautiful title ,The Milk of Dreams” based

on the children’s book by surrealist Leonora
Carrington. It is about a magical world where
life is constantly reinvented through the prism
of imagination. It's a world where anyone can
change, transform, become something or
someone else. This was also a motivation for
me, after Maria Vassileva's invitation to make
an exhibition with Bulgarian artists, for which

| would like to express my sincere graditude.
But where to start, where to stop? How to direct
such a range to a specific focus?

The idea for this exhibition for Structura Gallery
came from the experiences of my encounters
with the people, culture, and art in Sofia, but
also from the many problematic situations
here and there, as everywhere in the world.
The exhibition covers a period that is also
indicated in the book ,Introduction to Bulgarian
Contemporary Art (1982-2015)" by Vessela
Nozharova, and shows works from my own
world of contemplation, but primarily from the
continuum that the artists provided me with
advice and support. As so often in life, it is the
non-planned, the unforeseen and surprising,
which ultimately makes the exciting and

often beautiful. And that was a premise that
aesthetics, like taste in food, is the essence.

Llenta e B'bO6pa>KaeMO nbTewecTsme npes3
3acnenaBsawina CBAT Ha TyK U cera, OCHOBAHO Ha
ncropuAaTa, KynatypHoOTO NpoHMKBaHE Ha MecTaTa

M BUHArm — Bbrnpekun yanata noO3HaAToOCT, KOATO
ycewalw — Aa 6'b,£l,e NOCTaBAHO HaHOBO MOJ BbMNPOC
OTPa>kKeHMETO Ha CaMOTO ABUM>KEHUE, B €4Ha 3a
npegnovynTtaHe 6113Ka 06CTaHOBKA, KaTO COBCTBEHUS
AOoM, cobcTBeHUTE 4YeTnpmn CTeEHN, B KOUTO YOBEK Ce
HacTaHsBa. KakTo 1 B COBCTBEHOTO CU TANO, KOETO
€ NO3HaTO U B CbLWOTO BpeMe CTPpaHHO U 4y>XAo...
.TONKOBaA e 61130 A0 TOBa, KOETO No3HaBaw n C
KOETO CW CBMKHaJ, HO He e CbloTo. V TouHo TYyK
MOXe [ia Teé BPbX/eTU BA'bXHOBeHI/IeTO."

,OTBbJ BCAKaKbB pasyM. B orneganoro Ha
CroppeanucTMyHMUTe BpeMeHa" Ucka ga nsrpaau
Bpb3Ka, KOATO Ja pasrfexzsa Maruata Ha peajHocTTa
pesoM C TparmyHoCTTa Ha AeNCTBUTENHOCTTa, TS
TpsibBa fa BbPBU pesoMm C Beue GpakTUYecKoTo,
KO/IKOTO Ce MOXe NO-KOHKPETHO U KOJIKOTO Ce
MOXKe No-BbobpaxaemMo, paHTaCcTMUHO, HepeanHo,
CbHOMOAOOHO, MeuTaTesHo.

BbB BCe HOBU 1 HOBU MeTamMop¢0O3n Ha HellaTa

W Tenata TpabBa fa ce NOCTaBAT NOA BbNPOC
npeobaasaBalyute onpeseseHns 3a YOBeKa U
YOBELLUKOTO CbliiecTBO. belle My MHTepecHO sa
M3nos3BaM Tasu aTMocdepa 1 Ta3m obTekaemMocT

3a n3noxbaTa, 3aHMMaBaLla ce NpejuMHO

KOCBEHO C OTPaXKeHMsATa Ha UCTOPUUYECKOTO,
CHOPPEaNNCTUYHOTO, NOKAJHOTO U HACTOALLOTO,
€AVH BMJ NMOCTXYMaHU3bM 1 pernoivTn3aums Ha
3ao06bukanswara cpega. N3noxbata obesmHsABa
MHOTO Pa3/IMuHUN NMOKOJIEHNS, XXaHPOBE N BbMPOCHU.
CbLieBpeMeHHO Ts Lenun aa sedrHnpa HaHOBO
,3aHasTa” B posiATa My Ha coumanHa cKyanTypa,
onupariky ce Ha NcMxoaHaaMTUYHaTa KOHLenuus Ha
XKak flakaH 3a cTagns Ha orneAanoTto, KOATO OnmcBa
bopMumpaHeTo Ha npeacTaBaTa 3a CO6CTBEH 0bpas n
HelHaTa GyHKUMsA 3a eroto. CroppeanncTmyHaTa naes
3a GAYUAHOCT N XMOPUAHOCT Ha MAEHTUYHOCTTa ce
CBBbP3Ba CbC CbBPEMEHHMWTE Pa3MUCAL 3a rnobanHaTta
NOMINTMKA, KaKTo ¥ 3a KOHbANKTa Mexay V3Toka n
3anaga, KOMTO ce cMsATalle 33 NPeoONsH.

OnNTMMU3MBT, Ye xopaTta MoraTt Aa NocTurHat
6e3cMbpTME Upes TeXHOoTMMTe, e NPOTUBOMNOCTaBeH
Ha CTpaxa OT TOTa/HO 3aB/aajAaBaHe OT U3KYCTBEHUS
WHTenekT. Ta3n NpoTMBOpeYnBa NAn nonapusnpaLa
Bpb3Ka C TEXHO/NIOTMNUTE Ce N30CTPU NO BpeMe Ha
naHAeMuATa, Tbil KaTo pazbpaxme KONKO KPeXKy,
3acTpalleHn U CMBbPTHU Ca HalIUTe AEHTUUYHOCTU.
Mopo6HO Ha MankaTa poToHAa Ha CBeTn

leopru, Heka He ce TPeBOXMM MNpes KpusuTe 1
3acTpalwnTenHnTe CLEeHapun, Heka He ce nuliaBame
OT BB3XOAALLOTO U3AUTaHE U HU3XOAALLOTO
npusemsBaHe, HeKa OCTaHeM MpeAn3BUKaTENHN

n 6ygHun. OT Hac 3aBUCK LLie NPOABIKMM AN Aa
nputuckame PotoHgara!

The aim is an imaginary journey through
the dazzling world of the here and now,
based on history, the cultural penetration
of places and the always - despite all
familiarity - to be questioned anew
reflection of the self-go, in a preferably
familiar ambience, such as one’s own home,
one's own four walls, in which one settles.
As in one’s own body, which is familiar and
at the same time strange and foreign, ... so
close to what you know and what you have
been used to, but it isn't. And this is where
inspiration can strike.

“Beyond all reason. In the mirror of surreal
times” wants to build a relationship that
looks at the magic of reality next to the
tragic of reality, it should go next to the
already factual as concrete as possible and
as imaginative, fanciful, unreal, dreamy,
dreamlike.

In ever new metamorphoses of things and
bodies, the thereby prevailing definitions

of the human and the human being are to
be questioned. | was interested in using

this atmosphere and this fluidity for the
exhibition, which deals mostly indirectly with
the historical, the surreal, the local, and the
today in the mirror, a kind of posthumanism
and repoliticization of ecology. The
exhibition brings together many different
generations, genres and issues. At the same
time it aims to redefine the “artistic craft”
while keeping in mind Jacques Lacan’s
psychoanalytical concept of the mirror
stage, which describes the formation of a
self-image and its functions for the ego. The
surrealistic idea of fluidity and hybridity of
identity is linked to contemporary reflections
on global politics, but also to the conflict

of East and West that was thought to have
been overcome.

The optimism that humans can achieve
immortality through technology is
contrasted with the fear of a total takeover
by artificial intelligence. This controversial or
polarizing relationship with technology has
been exacerbated during the pandemic as
we have learned how fragile, endangered,
and mortal our identities are. Like St.
George's little rotunda, let us not be
alarmed in the face of crises and threatening
scenarios, let us not be deprived of upward
air and downward anchorage, let us remain
defiant and wide awake. The squaring of the
Rotunda is with us!



OcHoeeH croxem

[Jocera Hanucax ToBa MaJiko ece KaTo MbpBOHavasHa
KOHLenumMa npes eceHTa Ha MyWHanaTa rognHa, 3aM1UCIeHO
KaTo NpeANoXeHNe KbM XyAOXHMLMTE Ja nocneasaTt
naesta mu. To belue pesyaTaT OT NokaHaTa, kosato Mapwus
Bacunesa Mun otnpaBsu, ga Kypvpam nsnoxba c 1 3a
6b/IrapcKoTO U3KYCTBO B HElMHaTa ranepus.

Ho kakBO 03HauaBa ToBa cera 3a usnoxobara, 3a

efjHa cybeKT1BHO crinobeHa n3noxba ot TBOPOM CbC
CcBOHOJEH KOHTEKCT, KOSTO MOXe fa GyHKLMOHMpa

ype3 MeTadpopaTa Ha Or1esanoTo B CHOPPeaNCTUYHN
BpemeHa? KakBo npaBuM, Cb3jaBaliku NpuBuaEeH
KOMGOPT MW NOHe ycellaHe 3a JOM, POAWHA, YIOT, MACTO
3a INYHaTa HU UAEHTUYHOCT, @ CbLLLO U 3a NpUATENM, 33
CeMeNCTBOTO — eHO CUIYPHO MPOCTPAHCTBO, KOETO CTaHa
MHOTO BaXXHO AHec?

B TOBa OTHOLLEHME e CMUCAEHO 1 3abaBHO, Makap U

Jia CNefiBa apXUTEKTYpPHa, KOHCTPYKTUBHA crneumndurka
(KaKTO TOJIKOBA MHOTO Hella B XMBOTa Hu), Ye TBopHaTa
LJetcteo” ot 2014 Ha MpaBgontob BaHoB e 3abuTa B
CTeHaTa Ha n3nox6arta, cakall paboTHULKMTE olLe He

ca NPUKIUYNAM 1 U310XK6aTa e BCe OLLE B CTPOEX.
BCbLUHOCT e4HO NpeKpacHo 3arnaBue 3a Lsnata nsnoxba
1 cuTyaums. bopmalumHata He e bopMallnHa, a GuIMoB
NPOEKTOP, KOWTO ,3abM1Ba" MPOXEKLMATA, UAO3MATA U
HaZeXzaTa upes byprusaTa, Ha KosTo ce Abp>Xu. TparnuHo
KpacuB, CroppeanncTmyeH obpas Ha CbH UM MalluvHa 3a
CbHULLA.

Hagexgaa Oner JlaxoBa yun cueHorpadums, HO
npakT1kaTa M e U3K/J4YMTENHO pa3HoobpasHa 1 T4 e
M3BeCTHa C YyBCTBUTEIHWUTE CM NOAXOAMN KbM YECTO
HeBUAVMUTE CbCTOSAHUA Ha NPEAMETUTE, XopaTa U
YoBeLLKNTe B3aMMOOTHOLLEHUA. JIAXOBa ce 3aHUMaBa
¢ 6aHaNHOTO BBb3NpUEMaHe Ha TOBa, KOeTO ApYyruTe He
Morart fja BUAAT, CbC 3abenfa3BaHETO Ha CneLuunanHoTo B
exefHeBHaTa 06MKHOBEHOCT. B BaTa KbCcOMETPaXKHU
dvama ,broa 1° v, broa 3" 14 HWM KOHPOHTMPA C
HapyLleHaTa CMMeTpusa Ha BbobpaxxaeMo orneaano,
npa.erikn NpenpaTtka KbM OnTMKaTa 1 HauMHa 3a
Bb3NpueMaHe Ha BM3yaneHn obpasm OT MO3bKa.

Main plot

So far | wrote that little essay as a first concept in the
fall of last year, meant as an invitation to the artists
to follow my idea. Following an invitation Maria
Vassileva extended to me to curate an exhibition
with and about Bulgarian art in her gallery.

But what does this mean now for the exhibition,

for a subjectively assembled exhibition of works
from a loose context that can function through the
metaphor of the mirror in surreal times? What are we
doing here in the gathering of an apparent coziness,
or at least the sense of home, homeland, a place of
comfort and furnishing, a place for one’s identity
and also for friends, family - a safe space that has
become important today?

In this respect, it makes sense and it is at the same
time funny, although it follows an architectural,
constructional specification, like so much in our life,
that the work “Childhood” from 2014 by Pravdoliub
Ivanov is stuck in the wall of the exhibition, as if the
workers had not yet finished and the exhibition was
still under construction. Actually, a beautiful title for
the whole show and situation. The drill is not a drill,
but a film projector that anchors the projection, the
illusion and hope by means of the drill as a hole
and holds itself. Tragically beautiful, a surreal dream
image or dream machine.

Nadezhda Oleg Lyahova comes from stage design,
but her practice is enormously diverse and she is
known for her sensitive approaches to the often
invisible states of objects, people and human
relationships. She is concerned with the banal
perception of what others cannot see, in the
everyday ordinariness of spotting that which is
special. In the two short films “Corner 1" and “Corner
3" she confronts us in symmetry with the mirror of a
bicular optics in our brains, next to the macula is the
optic nerve head. This is where the optic nerve leaves
the eye. This 1.2 million nerve fiber strong data line
connects the seeing eye with the recognizing brain.

B ocHOBHOTO NpoCTpaHCTBO Ha ranepusaTa ce cbbupat
MHOTO pPas/IMyHM MNOAXOAN, OBEKT 1 NPOun3BeseHMs

Ha 13KyCTBOTO, KOUTO Ce XapakTepusmpat C JUCKPETHO
npeAnasnve Ao pagukaneH noaxoa. Tyk He ce Lienn
XOMOreHHO paBHOBeCUE, a KpacoTaTa Ha eAHOo
HenpeaBugeHo cbbupare. Nogob6HO Ha MHOroKpaTHO
LMTMpPaHOTO nspedenmne ot ,Mangopop” Ha JloTpeaMoH,
B KOETO KpacoTaTa Ha eMH MJajex e onncaHa Taka: ,Ton
Hellie KpacuB KaTo cpeLla BbPXY ANCEKLMOHHa Maca Ha
Yagbp C WeBHa MawuvHa.” (8 npeBoga Ha CtedaH lNeues)
B ToBa Makc EpHcT BMXaa ocHOBHaTa CTpyKTypa Ha
croppeanncTMyHmna obpas. TekCTbT e NbJjieH C NpenpaTtku
KbM XwuBoTa B [Mapuxx no BpemMe Ha Bropata ¢peHcka
nmnepwus, obcageH ot MNpycusa ot centemepwn 1870
HaTaTbK. JloTpeaMOH CUFYpPHO e ycellan 3annaxata ot
OpbAENHWSA TPBM Npeau ja ce pa3bosiee B e41H NapuxkKu
xoTen npe3 HoemBpwn 1870 r. Ha 24-roguniiHa Bb3pacT 1 Aa

ympe.

TBOpOMTE B rONSIMOTO U3I0X6EHO NPOCTPAHCTBO Ca
nogpeaeHun okono ,[bpBoTO Ha 3peHuneTo”, 2021, B
UMETO CBETIMHHO METHO C pPepIeKTOPHO oraesano
BCMUKO NOJTyYaBa eHepruata Ha CUMyJANMPaHOTO CAbHLE,
KaKTO M Ha BUAMMOCTTA, 3HaHMETO, MPOCBETNEHNETO.
CBeT/NIMHHaTa MHCTanaums Ha Jlrogmmna MunaHoBa
CbAbp>Ka MHOroobpasHu acoumnaumm. CBeTamHaTta,
KOATO Ce OTXBbPAA OT KNHETUYHO Ora1eAano C OCHOB3,
HanogobsBalla KOpeH, csakall ByKBaaHO CKaHMpa
npocTpaHcTBOTO. [030BaBaliku ce Ha ApeBHaTa Teopus
3a 3PUTENHUSA NTbY, B KOATO CE NPUEMA, YE OKOTO XBbpA
/by BbPXY TOBa, KOeTo TpsbBa fa ce BUAW, CBET/IMHATA,
nMbTyBallla Npe3 CTasTa, AEMOHCTPMPaA KaK Ce OCbLLEeCTBABA
Bb3NpUEMaHETO Ha MOKa3BaHETO 1 Pa3no3HaBaHeTo.

Mo BpeMe Ha n3cnes0BaTeNCcko MbTyBaHEe 4O MUCTUYHM
MmecTa B bbsarapus MunaHoBa ce HaTbkBa Ha peHOMeHa Ha
T.Hap. YyAOTBOPHM AbPBETa, HAKON OT KOWUTO Ca Ha BEKOBe
1 3a KOUTO Ce BAPBA, Ye MpUTEXAaBAT CBPBXECTECTBEHM
neyebHN CMAM — akT Ha MOKJIOHeHWe Npej Npupoaara,
nogobeH Ha BOPaABEHETO C XPUCTUSHCKM PESNKBM.
XenaHuneto 3a 0bpasn, 6oratm Ha KOHTPACTH, JOBEXAa
MwnaHoBa A0 uaenTa Aa Cb3Aage KMHETUYHO ornegano

C NOACTPYKTYpa, HanogobsABalla AbpBO UIN KOPEH —

eAVH B1A GaHTacTUUYHO CbLLECTBO, OTYACTW OPraHNYHO
obOpMeHO, OTHACTW TEXHUYECKN PYHKLMOHANHO.

In the main space of the gallery very many
different approaches, objects and artworks come
together, which are characterized by a discreetly
cautious to radical approach. No homogeneous
balance was the goal here, but the beauty of

an unforeseen coming together. Similar to the
repeatedly quoted sentence from Lautréamont's
6th canto of Maldoror, in which the beauty of

a youth is described thus: ,He is as beautiful as
the chance meeting of a sewing machine and an
umbrella on a dissecting table!”. In this Max Ernst
saw the basic structure of the surrealist image
given. The text is full of references to life in Paris
during the Second Empire, which was besieged
by Prussia from September 1870 on. Lautréamont
must have felt the threat of cannon thunder
before he fell ill in a Paris hotel in November
1870 at the age of only 24, presumably from
consumption, and died.

The artworks in the large exhibition space are
arranged around a ,Tree of Vision”, 2021, in whose
reflector-mirror light spot everything receives

the energy of the simulated sun, as well as of
visibility, knowledge, enlightenment. The light
installation by Lyoudmila Milanova holds manifold
associations. The light, which is thrown back by

a kinetic mirror with a root-like base, seems to
literally scan the space. In reference to the ancient
theory of the ray of sight, in which it was assumed
that the eye casts a ray onto what is to be seen,
the light traveling through the room demonstrates
how the perception of showing and recognizing
takes place.

During a research trip to mystical places in
Bulgaria, Milanova came across the phenomenon
of so-called miracle trees, some of which are
centuries old and believed to possess supernatural
healing powers - an act of nature worship akin to
handling Christian relics. The desire for images rich
in contrast led Milanova to the idea of providing a
kinetic mirror with a tree- or root-like substructure
- a kind of fantasy creature partly organically
shaped, partly technically functional.
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[MpOTMBONOAOXHOCT Ha TOBa € MpaKbT. I MOCT KbM
HayanoTo Ha UcTopuAaTa Ha CbBPEMEHHOTO N3KYCTBO.
Kaptunata ,How" Ha Hegko ConakoB e cb3gaseHa npes
1982, koraTo BCMYKO 3anoyBa. 3aefHO C gpyrute my
aBe 1BOpbYM ,bpyk”, 1985, u ,MpepaxaaHe”, 1988, 1 ce
odopms KaTo 3aragka Ha [rolwaH, kKaTo KoHLenTyaneH
CHOppeann3bM U NPOM3X0A Ha MUTUUYHOTO buTue.

Mo nogobeH oTkposeH HaunH Kupwa Mpalikos nokassa
.Popmynata 3a 3atBOp”, 2020,  ,MecTa 3a cagane |, I,

[11”, 2011. Ton e n3bpan Te3m TBOPOY, 3a Ja CbBMNAAHAT C
eceTo MU 3a nokaHa. bux nckan ga LUTpam TekcTa, KOMTO
MW 13MpaTh Mo eNekTpoHHaTa nowa: ,Mbpeara, KoATo

BCe OLLe He e Noka3BaHa, TpAbBa Aa HOCK 3arnaBmeTo
.Popmynata 3a 3atBop”. ToBa e uMTaT c 604MBa Ten
(n3BUHABaAM Ce, Ha pycku) Ha eaHa daHTacTMUHa dpasza

ot eceTo ,Mo-manko ot 1986" Ha Mocnd Bpoacku. Ha
aHIIMMNCKN e31K eceTo ce NosBsABa 3a MbpBM MbT Npe3 1986
B Hio Mopk 1 dpasara 38yun Taka: ,The formula for prison
is a lack of space counterbalanced by a surplus of time”.
AHIIMACKUAT TEKCT HE MU Xapeca MHOTO, HO OYeBUAHO
Bpoackun e oTopusmpan npeeoja nav cam ro e Hanucan

MO TO3M HaumH. Vlckax UMTaTbT HaUCTMHa Aa e LmTaT U
KaTeropmMyHo npejnoyveTox pyckusa sapuaHt — ,bopmyna
TIOPbMbI — HEJOCTAaTOK NMPOCTPAHCTBa, BO3MELLEHHbIN
136bITKOM BpeMeHW", KOMTO e Ha paHTacTUyeH e3nk, MHOro
HIOaHCUPaH 1 TPYAHO Npesognm. Muciex fa ro nokaxa
Ha CTeHa, HO Ha NoJa Lie u3raexga no-gobpe, gopw 6an
¢doH 6v nomorHan Ha boanveata Ten. Hanpasux Tasu
paboTa npe3 MbpBUTe MeceLn Ha NaHAEMUATA, HO He A
rokasax, Tbi1 KaTo eceTo 6elue HanvcaHo oT bpogackm 3a
CcbBCeM Apyr 3aTBop. [lpyrata paboTa ca 3 nsnosnssaemu
Ab60BK cTONa CbLO ¢ 6oamMBa Ten Nog aeben naekcuraac,
n3paboterun npe3 2011 3a nsnoxobata mu ,Moe3ns
Haokono” B CoduiickaTa rpagcka XyJoXecTBeHa ranepus.
YHeTBbPTUAT CTON — BCUUKUTE C Pa3aMyHa yKpaca oT Tes —
ronagHa B KOJEKLMATa Ha CbLUMA My3ei Npean HAKOIKO
roguHun. Visanonssame Te3un Tpu BKbLUM U Te ca AOCTaTbYyHO
naalleLLm 3a roctute Hm".

The opposite of this is the darkness. And a bridge to
the beginning of contemporary art history in the book
.Introduction to Bulgarian Contemporary Art (1982-
2015)", the picture ,Night” by Nedko Solakov dates
from 1982, when it all began. Together with his two
other works ,Brook”, 1985, and "Reincarnation”, 1988,
it shapes itself, as it were, like a Duchampian enigma as
conceptual surrealism and the origin of mythical being.

In a similarly blatant manner, Kiril Prashkov shows
.The Formula for Prison”, 2020, and ,Sitting Places

[, 11, 111", 2011. He chose these works to match my
invitation essay. | would like to reproduce his text in
an e-mail to me: “The first one which has not been
shown yet should have the title ,The Formula for
Prison”. It's a quote in barbed wire (sorry, in Russian)
of a fantastic phrase in the essay ,Less than 1986"

by Joseph Brodsky. In English, as it seems the essay
firstly appeared in 1986 in New York, the phrase
sounds as: ,The formula for prison is a lack of space
counterbalanced by a surplus of time”. | didn't like
too much the English text, but obviously Brodsky has
authorised the translation or has written it himself
that way. | wanted the quote to be really a quote and
categorically prefered the Russian variant - ,®opmyna
TIOPbMbI - He,OCTaTOK NMPOCTPaHCTBA, BO3MELLEHHbIN
n36bITkOM BpemeHun”, which is in a fantastic language,
very nuanced and difficult to be easily translated. |
thought to show it on a wall, but on the floor it will
look better, even a white background would help the
barbed wire. | made that work during the first months
of the pandemic, but | didn't show it, as the essay was
written by Brodsky about a totally different prison. The
other work are 3 usable oak stools also with barbed
wire under a thick plexy, produced in 2011 for my show
.Poetry All Around” in Sofia City Art Gallery. A 4th stool
— all of them with a different wire decoration —landed in
their collection some years ago. We use these three at
home and they are frightening enough for our guests.”

AnekcaHapa YaywoBa e pogeHa B Codua n xusee B
bptokcen. Ta nokassa ,PomaHTnuHM BUaoBe” (2018-) —
cepwva aBTOMOPTPETM KaTo eK30TUYHUN NTULM; PUCYHKM,

B KOUTO XyAOXHMUKaTa ce npeobpa3ssBa B nanaran
AnekcaHApPWH Hanpumep, 4OKaTo NPoAbaxasa ja
M3NbAHABA eXeAHEBHUTE CU 3a4b/KeHuns. Ta3um
nopeauua e BAbXHOBEHA OT JOKTOPaHTypaTa, KOATO TA
npasu B bprokcen, n e GokycnpaHa BbpXy XyAOXKHULM OT
M3TouHa EBpona, KouTo ce NpucbeanHABaT KbM CLeHaTa
Ha CbBPEMEHHOTO M3KYCTBO — aHa/Nn3 B CBETAMHATA Ha
NOCTKOJIOHMaNHWTe Teopun. Tasm NpobaemaTtka Moxe
Ja 6bae npeHeceHa BbpXy BCEKM XYAOXHUK, ABaLl OT
MapruHanHa cLieHa, KOWTO BUHaru e n3npaBeH npes,
BBbMPOCa — KaK Aa pearvpa Ha eKk30Tu3aumnaTa, Ha KOATo
TO/IKOBA YECTO € U3NOXEH?

Cobc Codus pbHUapoBa, AapoH Pot, PagoctnH Cepesues
n MapTnHa BaueBa egHO MAaj0, MHOFO akTUBHO
NoKoJieHNe popmMmpa HOBUs LIEHTBP, 3aeMaikv Noza,
CTeHaTa M TaBaHa Ha ranepmata No MHOrO Pa3/InyHu

N HENPUHYZAEHW HaunHW. TexHuTe TBOPOU NoCTaBAT
npaBuAHUTE BBNPOCKU KbM TPaAMLIMOHHO NpejcTaBeHaTa
BMAUMOCT Ha peasHOCTTa, buio To OT coumanHa rnegHa
TOYKa, KaKTo B KapTUHaTa-ckyanTypa Ha AapoH Por,
nputucHaTa Mexay HebeTo 1 3emsTa.

Aleksandra Chaushova is born in Sofia and
lives in Brussels. She shows “"Romantic Species”
(from 2018 ongoing) a series of self-portraits
as exotic birds — drawings where the artist is
transformed in an Alexandrine Parakeet for
example, while continuing with her everyday
duties. This series was inspired by the PhD she
made in Brussels and was focused on artists
from Eastern Europe which joined the scene
of contemporary art, an analysis in the light

of postcolonial theories. This problematic
could be transposed to any artist coming from
a marginal scene who is always facing the
question — how to react to the exoticisation to
which one is so often exposed?

With Sophia Grancharova, Aaron Roth, Radostin
Sedevchev, and Martina Vacheva, a young,

very active generation forms the new center,
occupying the floor, wall, and ceiling in very
different and casual ways. Their works pose the
right questions to the traditionally represented
visibility of reality, be it from a social point of
view as in Aaron Roth'’s painting-sculpture,
clamped between heaven and earth.



PoT paboTu ¢ HamepeHu N306paxeHNs, KOUTO NOCTaBs

MOZA BbMNPOC B XUBOMUC, MHCTaNaLMs, CKyANTypa 1
doTorpadums. MiHctanaumute ce ABmxat mexxay readymade
1 acambnax, JoKaTo KapTMHWUTE UMaT UPOHMYHA BPb3Ka C
peknamarta. TBopbuTe ca BAbXHOBEHU OT Yasrata, TeopunTe
Ha KOHCMMpaLmMaTa U pekiamaTta Ha IyKCO3HW CTOKM,

OKOJI0 BbMNPOCUTE 3a XXeNaHUEeTOo, BAACTTa, MATOBETe 3a
HaLMOHaM3Ma 1 Kanutaamsma.

Nan mbk AennkaTHOTO 3aTbMHsiIBaHe Ha obepanxTa
(NokpnBHUA Npo3opel) ¢ poTorpadus, KaTo nNpenpatka
KbM BApaTa B obpasa no BpemeTo Ha bapokoBara
KoHTpapedopmauums. Nrpata Ha Codus MpbHUYapoBa ¢
¢dparmeHTapHoOCTTa Ha obpasa, NoAobHO Ha MeTadopaTa
3a CYYNeHOTO Or/eAano, e U3pas Ha N3KPUBABAHETO Ha
CblLeCTBYBaHeTO-B-CBETa; NMMKCeMpPaHuaT obpasa KkaTo
Mogen Ha ppakTana nonyyaBa npeobbpHaATO OTpaxKeHve B
ornefanoto (M MHAMPEKTHO TOBa 3a MEH e npenpaTtka KbM
.Calit/HoH cant” pabotute Ha PO6bpT CMUTCHH).

YoBeuecTBOTO 06M1Ya 06pasnTe 1 pa3kasnTe, HO AHELLIHOTO
cbbnasHABaHe e No-CKOPO AUMMUTANIHO U MOBBPXHOCTHO.
CpeLyy ToBa pabotaT kakTo PagoctnH CegeBuyeB ¢
LYoexuue” ot 2020 r., Taka 1 MapTtrnHa BaueBa cbc
CBOWTE Mafky, HO OMarbOCBaLLUM Y CMUCIEHWN KapTUHHM
pa3ka3u. BrakbT Ha BpemeTo npenycka npes cTpaHata

1 pa3kpuBa HelHaTa BbTPELLHOCT, ClyYBaHETO Ha
CHOPPEANNCTUYHU CbCTOAHUA U CbbUTKA. ,BnakbT ce aBUXM
C roAnHu 3akbcHeHne" ot 2023 e cb3gaseHa cneymanHo

3a usnoxbaTta n CBMAETENCTBA 3a TOPUMBUTE YCIOBUSA B
HaluTe obLyecTBa.
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Roth works with found images, which he questions
in painting, installation, sculpture, and photography.
The installations move between readymade and
assemblage, while the paintings have an ironic
relationship to advertising. The works are inspired by
chalga (Bulgarian ethno-pop), conspiracy theories,
and advertising of luxury goods, around questions of
desire, power, myths of nationalism and capitalism.

Or there is the delicate obscuring of the oberlicht
(skylight) by a photography as a reference to image-
believing counter-propaganda analogous to the
Baroque Counter-Reformation. Sophia Grancharova
plays with the fragmentation of the image, like the
metaphor of the broken mirror, is an expression of a
distortion of being-in-the-world; the image pixels as a
model of the fractal receive an inverted, since laterally
reversed intention in the reflection of the light in the
mirror (and indirectly it is for me a reference to the
,Site/Non-site” works of Robert Smithson).

Mankind likes images and narratives, but today's
seduction is more digital and superficial. Radostin
Sedevchev works against this with ,Shelter” from 2020
and Martina Vacheva with her small but enchanting
and meaningful picture narratives. The train of time
chugs through the country and reveals its interior, the
happening of surreal conditions and events. ,The train
is running years late” from 2023 is completely new and
created especially for the exhibition, it testifies to bitter
conditions in our societies.

Anmutsp ConakoB ce 3aHMMaBa OLLe NO-APaCcTUYHO C
NY[OCTTa Ha eXefHeBNeTO B CBOUTE PUCYHKM. O3arnaBeHu
.EctectBeH notok”, 2021, HeroBuTe 12 akBapena BbpXy XapTus
nokasBaTt CMocobHOCTTa Ha MpupoaaTta Aa ce NpPeYncTea Ypes
noToka Ha BpeMeTo. XOMO CaruneHC e He3HaunTeslHa A0caja,
BBMPEKN CKNOHHOCTTa HUN Aa MaMe TBBbPAE BUCOKO MHEHWE
3a cebe cv 1 Aa cv NpugaBame npeysBesnyeHa BaXKHOCT.

Hune He cme ocobeHo A0bpu NasuTenn Ha 3emMsTa 1 He 6uBa
Aa ce Bb3npuemame kaTo Takusa. CepuaTta e No-ckopo
Tb>Ha, OTKONIKOTO 3abaBHa u ce npeanara kato NFT, kbgeTo
aHMupaHuaT GIF e gopu no-kbpBas.

Ho cbLo nonckax ga skitova n Kpacumup Tepsves

C HeroBaTa pabota ,/IMa 31MMK, 338 KOUTO HWKOW He e
nogroteen”, 2021, 3apagn MOCTa MeXAy TpaauuumaTta n
MOZEPHOCTTa; O4apPOBaHMETO M NMpuUaMKaTa Ha NpasHu
napyeta sivnosa kopa ¢ 3D mozen B cumyanpaHa gurutanHa
cpesa — koxa 6e3 NAbTHOCT, MenaHXoAn4YHoO memento

mori. Mo CbLMA HaUMH ce Bb3xMLaBaM Ha Jleaa EkmmoBa

C HEVIHUTE JeIMKaTHN TBOPOU, BUHArN B TbpCEHE Ha
CrOpPeannCcTMYHOTO HacTpoeHue B baHasHOTO. ,[KeChH,
MOHSAKOra CU NPeACTaBaAM, Ue XMBeell TyK (Kblla Ha MosTa
yanua)” ce CbCTOW, KakTo MW nuca T4: 0T ejHa MHCTanaums
W efHa CHMMKa Ha kblia. MNpeactaBamM cu, Ye cHUMKaTa e
CpaBHWTENHO MasiKka. Vickam ga npepabots ,AbpBeHuTe”
dopmu, nsnonssaHu 3a dacagata, 1 Aa rm obrpass C HAKakBum
KpUCTanHN 1 anmMaLLm Gopmu, HanpasBeHW OT CTUPONOP U
nanvematle, norabwawn ,AbpeHuTe” dopmu”. ToBa MHOro
MW Xapeca 1 CY MOMUCANX 3a OFPOMHa CTEHa, MO-ronama oT
ranepusTa. Ho 19 paboTn BbpXy HeLLo ApYyro, KOETO CbLLO
MHOro My XxapecBa. BbsiHyBam ce 1 cbM ntobonuTeH. Le
n3uyakame W Lie BUAMM.

.10Ba, KOETO BM>XKAALL, € TOBa, KOETO MoyyaBaLl” Moxe

Jia ce MUCAW 1 3a ManikaTa TabypeTka Uamn cTonye 3a Kpaka,
BCbLLHOCT paboTHa maca Ha CtedaH Hukonaes, KOSTO HOCK
CyxoTo 3arnaBue ,busHec, Mogen, ckyantypa“. Ta e obpas,
MoZen, CKyANTypa, CUMYAaKpyM U NMPUCBOSIBAHE Ha Neka,
npeLyn3HO n3naTa B Ta3n GopMa OT XyJ0XKeCTBEHA eapHa
kpait Copus, KbAETO € OTKpUTA M peasmsmpaHa OT Hero npes
2015 B 6poH3. TekcTbT 3a Ta3w TBOpHa 1 NpegLuecTBalLaTa

A AbpBeHa paboTHa Maca e CbLecTBeH, 3aL0To Hrkonaes
,CracsaBa” apxanyHus obexT: nerkata MMMNAaHTUPa BU3MATa
Ha HaLMOHaNHWNA HUXWAN3BM MO OTHOLLEHMWE Ha Nporpeca Ha
Ta3un CTpaHa 1 e HeHy>XXHO pa3ceiBaHe B paboTHMs NpoLLeC,
MOYTK KaTo Ye /iM e peakLMOHHa ,CcTayvka Ha 0bekTin”.

Dimitar Solakov deals even more drastically with
everyday madness in his drawings. Entitled “Natural
Flow” from 2021, his 12 watercolors on paper show
the ability of nature to purify itself through the

flow of time. The Homo sapiens is an insignificant
nuisance, despite our tendency to think too highly of
ourselves and give ourselves an exaggerated sense of
importance. We are not particularly good guardians
of the earth and should not see ourselves as such. The
series is more sad than funny and is also offered as
NFT's, then it is animated GIF’s and even bloodier.

But | would also like to include Krassimir Terziev, for
his ,There Are Winters for Which No One Is Prepared”,
2021, with its bridge of tradition and modernity,

of the fascination and similarity of empty pieces of
linden bark with a 3D model in simulated digital
environments - a skin without density, a melancholic
memento mori. Likewise, | admire Leda Ekimova with
her delicate works, always in search of the surreal
mood in the banal. ,Jason, sometimes | imagine you
live here (a house on my street)” comprises, as she
wrote me, “of an installation and one photograph of

a house. | imagine the photograph relatively small.

| want to redo the ,wooden” shapes used for the
facade and to surround them with some crystal and
fuming shapes made of Styrofoam and paper-maché
engulfing the ,wooden” shapes.” | liked it a lot and
thought of a huge wall, bigger than the gallery. But
she is working on something else, which | also like very
much. | am excited and curious. Wait and we will see.

.What You See Is What You Get" could also be
thought of Stefan Nikolaev’s small stool or footstool,
a workbench actually, which bears the dry title
.Business, Model, Sculpture”. It is an image, model,
sculpture, simulacrum, and appropriation of a bench
precisely molded in this form from an art foundry
near Sofia, where it was perceived and realized by
him in 2015, in bronze. The text on this work and its
predecessor wooden workbench is essential, because
Nikolaev ,saved” the archaic object: the bench
implants a vision of national nihilism in relation to
the progress of this country and is an unnecessary
distraction in the work process, almost as if it were a
reactionary ,strike of objects”.



Hakpas, B nocnegHata ctas, npeau ga 1pabsa fa NpeBbpTUM
OTHOBO X0Za, CMe CTUIHaAMN A0 CbPLIETO Ha BCEKM
anapTameHT, Ha eAHa Kblia, A0 KyXHATA, TPaAMLMOHHO CTasTa
C ObHA U eHEPrUHNSA LIEHTBP, MACTOTO 3a 3apexaaHe.
[JHec, nopaan GyHKLMATa Ha TeneBU3mnATa, ToBa MACTO e
NpemMecTeHO BbB BCekunaHeBHaTa, Kpacumump Tep3nes HU
npezocTaBs nogxoasiwiarta pabota. B cepusta My ,MoHymeHT
Ha W3TeKNOTO BpeMe” TEJIEBU3NOHHUAT eKpaH € MOoA

Homep V ot 2020. Bbpxy ekpaHa Ha MbPTBOTO YCTPONCTBO

e ,fpaBnpaH” 0bpas Ha NpeAnosaraeMoTo Or/efasHo
oTpaxkeHue Ha HeroBua notpebuten. Mo Bpeme Ha XMBOTa U
BCAKO YCTPOMCTBO NoKa3Ba 6e36poi TpenTaL M, MUMOIETHU
06pa3n, HO B Kpas Ha AeHs eMHCTBEHWAT cTabuneH obpas,
KOWTO OCTaBa Ha NMOBBPXHOCTTa, € 0bpasbT Ha NoTpebuTens.
YepHUAT ekpaH ce oKa3Ba MzeasHaTa MOBBbPXHOCT

3a rpaBMpaHe — TEXHWKa, KOSITO B MHOTO OTHOLLEHWS
HanogobsBa ceralHaTa MOJa B AM3aiiHa Ha HaArPOBHM
MamMeTHULM B AHELIHWS NPaBoOC/iaBeH XPUCTUAHCKN CBSAT,
KbJeTO NopTpeTuTe (a MoHAKOora 1 GUrypuTe B LiAA PbCT) Ha
MoYnHaAWTe ce rpaBMpaT BbPXY MOBbPXHOCTTA Ha YepHUTe
FPaHUTHW KaMbHW, N3MOA3BaHM 3a HanpaBaTta Ha HagrpobHK
namMeTHULMN.

B ornepanoto Ha peanHoCTTa He caMo MPEeAMETUTE, HO U
CcobCTBEHOTO ,a3” Ca OCHOBHW OPMEHTUPM 3a HaMKpaHe

Ha NbTa B XMBOTa. ninavale BbpBAT € ,A3 CbM - A3 CbM -
Hue cme - ninavale” ot 2018, ckyanTypa ¢ HEOH, ornegano,
CTBK/IO M NAEKCUIac, Mo TO3M HaumH. ninavale ca HuHa
KoBaueBa v BaneHTnH CTedaHOB, apTUCTUYHA 1 XUTeWcKa
[BOKa, TBOPYECKN AyxOBe. 3aefHO OT AeceTuneTns u bes
aHanor, XyAOXHULMTE Ca Cb3Aaa MHOXECTBO CbBMECTHM
NPOEKTW, NMPEeAUMHO UHCTaNaLMN U BUAEONHCTaNaLMM

3a My3en 1 pacaan Ha obLecTBeHW crpagun. Brnpeku

TOBa Te Ca OTYETAMBO Pa3NNYHW B MHANBUAYATHUTE CU
TBOPOW. ETO 3aLL0 KPpUTULIMTE YeCcTo roBOPAT 3a TAX KaTo 3a
TpUMa XyAOXHUUM - HnHa, BaneHTnH n HuHa n BaneHTuH,
nan ninavale. ,A3 cbM - A3 cbM - Hue cMme - ninavale” e
cBOeobpa3Ha MaTepuanmsaums Ha To3n deHomeH. TpumaTa
ca eAvH 06pas, HO 1 TpW pa3nyHKN 0bpasa, KOUTO ce
npenuBart, cMecBaT, oTpassBat. Kakso e ToBa? Vges 3a
Nto60B, 6e3CMBPTUE NAN YNCT HapUUCM3bM? Van Moxe 61
NPOHUSA, CAMOUPOHUA U LLera CbC cebe cn 1 CbC 3puTens?

At the end, the last room, before you must rewind
the course again, we have arrived at the heart

of every apartment, of a house, the kitchen,
traditionally the room with the fire and the energy
center, supply station. Today, due to the function of
television, this has been moved to the living room,
Krassimir Terziev provides us with the appropriate
work. In his series ,Monument to the Time Elapsed”
the TV-Screen is number V from 2020. On the screen
of each dead device is ,engraved” an image of the
supposed mirror image of its user. During its life,
each device showed countless flickering, fleeting
images, but at the end of the day, the only stable
image that remains on the surface is the image of
the user. The black screen proves to be the perfect
surface for engraving - a technique that in many
ways resembles the current fashion in tombstone
design in today's Orthodox Christian world, where
the portraits (or sometimes full-size figures) of the
deceased are engraved on the surface of the black
granite stones used to make tombstones.

In the mirror of reality, not only objects but also
one’s own self are essential reference points for
finding one’s way in life. Ninavale go with “I Am - |
Am - We Are — ninavale” from 2018, a sculpture with
neon, mirror, glass, and plexiglass this way. ninavale
are Nina Kovacheva and Valentin Stefanoff, artist
couple and life couple, creative spirits. Together

for decades and without analogue, the artists have
created numerous joint projects, mostly installations
and video installations for museums and facades of
public buildings. Nevertheless, they are distinctly
different in their individual works. This is why critics
often speak of them as three artists - Nina, Valentin
and Nina and Valentin, or ninavale. ,| Am - | Am -
We Are - ninavale” is a kind of materialization of
this phenomen. The three of them are one image,
but also three different ones that overflow, mix,
reflect. What is it? An idea of love, immortality or
pure narcissism? Or perhaps irony, self-mockery and
banter with oneself and the viewer?

Kpacumup Tep3ues 1 ninavale BogaT 6e3mMmnnocTHo

KbM MocaefHaTa cras, KbM ApYr, MPOCTPaHCTBEH
NPO>XEKLUMOHEH eKpaH, KbM WHCTanaumaTa ,KyxHaTa:
cKene Ha MHTUMHOCT” Ha Kpacumupa byuesa (CbBMeCTHO
¢ [xynnan Wexunpsax v Jinnma Tonysosa), 3anmMcTBaHa

OT orpoMHaTa nHctanaums ,Cocegute” (2022). Tasn
WHCTanaumna npegnara eaHoO TpaBMaTUUYHO NPOCTPAHCTBO,
3aHMMaBaLLo Ce C OTCLCTBMETO U CeAnTe OT YOBELLKOTO
npucbcTeme. Mebennte N BCUYKM NPeAMETH, XapaKTepHU
3a efjHa Kblla OT KOMYHUCTUYecKaTa enoxa, ca
,3annueHn” B 6810; TPENTALLM NPOXEKLMIN NOKa3BaT
AEeTalin OT OTAaNEUEHM CTau, BCUUKM NPa3Hu U
HemnoABW>XHM, a 3BYLIM Ha NTULW, BOJA W ABUXKELLN Ce
NAOYM M3MbABAT NPOCTPAHCTBOTO. TOBa NPOCTPaHCTBO
n3cnefBa naeunte 3a MbayaHWeTo, NameTTa, TpaBMaTa u
nocnegmumTe oT NOAUTUYECKOTO Hacuame, Cayumnio ce

B bbarapus mexay 1946 n 1989, Bb3 ocHOBa Ha yCTHM
WHTepBtoTa (HanpaseHu B nepuoga 2002-22) ¢ ouenenu
OT NONNTUYECKW penpecnm oT narepute 3a NpUHyANTeNeH

TPyA.

Hakpas ocb3HaBame, e ToBa € (KakTo v B NapKypa Ha
n3noxbata) caMo HayanoTo Ha efjHa UCTOPWS, KOATO Lie
HM 6bJe pa3kasaHa, CamMo ako nuTame, ako 3ajaBame
npaBUIHWTE BBMPOCK, aKO MOCTaBMM BbOBpaxkaemMo
ornegano npey cebe cu 1 MMame KakBO Jja pasKaxem,
Cpelly HapumucmM3ma 1 Hai-Beye cpelly 3abpaBarta.

Enunoe

WcTrHaTa 3a uctopmsTta e cKkpuTta 1 peajiHa camo B
CbLLHOCTUTE, HEeLLaTa OT CbHWLLATa U TPaBMUTE, B
rNaBUTe U MUCAUTE, CMOMEHUTE U KaPTUHUTE Ha HaLLETO
CbLLECTBYBaHE, Ha HALLETO Bb3NpMEMaHe U ThiKyBaHe
Ha cBeTa. TOBa MOXe fla € U3KyCTBO, My3WKa, uTepaTtypa
WAW 3aN€3, Yalla BUHO, LieNyBKa UAU AOKOCBaHE, MOXe
[ia e KaKBOTO LUe, 3a TOBa CY CTpyBa Aa Ce XMBee, Aa ce
nWTa, a B CLOPPeannCTMYHN BpeMeHa a ce NnoriesHe 3a4
ornesanoTo, Aa ce ympe.

lperop AHceH
KypaTtop Ha n3noxbata

Krassimir Terziev and ninavale leads mercilessly
to the last room, another, spatial projection
screen, the installation ,The Kitchen: Scaffold
of Intimacy , by Krasimira Butseva (with Julian
Chehirian and Lilia Topouzova) adopted from
the huge installation ,The Neighbors” (2022).
This installation proposes a traumatic space,
dealing with absence and traces of human
presence. The furniture and all objects typical
of a communist-era house are erased in
white; flickering projections show details of
distant rooms, all empty and immobile, while
sounds of birds, water and moving plates

fill the space. This space explores ideas of
silence, memory, trauma, and the aftermath
of the political violence that took place in
Bulgaria between 1946 and 1989, based on
oral interviews (created from 2002-2022) with
survivors of political repression from forced
labor camps.

In the end we realize that it is (as in the parcours
of the exhibition) only the beginning of a story
that will be told to us only if we ask, ask the right
questions, put an imaginary mirror in front of

us, and have this to tell, against narcissism and
above all against forgetting.

Epilogue

The truth of the (hi)story is hidden and again only
real in the entities, things of dreams and traumas,
in the heads and thoughts, memories and
pictures of our existence, our world perception
and interpretation. This may be art, music,
literature, or a sunset, a glass of wine, a kiss or a
touch, may be what it will, for this it is worth to
live, to ask, and in surreal times to look behind
the mirror, to die.

Gregor Jansen
Curator of the exhibition
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AApPOH POT

M3BuT ekpaH (CnoT MawuHa), 2023
MacneHu 6o BbPXy MAaTHO, BMbKHATU B TanuLEepna OT U3KYCTBEHa KOXa, MNacTMacoBM eNemMeHTH,
METaHa 1 AbPBEHa KOHCTPYKLMA, 55 x 482 cM (C NpOMEH/IMBA BUCOUMHA)

Aaron Roth

Curved Screen (slot machine), 2023
oil on canvas, inserted into faux leather, upholstery plastic elements, metal, and wood construction,
55 x 482 cm (height variable)

dopmaTa Ha TanuuepusTa v 60AAMCBaHETO HaNoA00ABAT HOBUTE UrPaHK aBTOMATH, KOWUTO U3MON3BAT M3BUTU
ekpaHu. Pa3MeptT e CbobpaseH C M3MoN3BaHuTe 3a TAX CTaHAAPTY, a TanuUepUaTa MMMUTMPa AekopaLmmTte

Ha Ka3uHaTa. VI3BUTVAT ekpaH, CYMBOA Ha MPOrpeca, Ce 13MOoA3Ba 3a MbAHOTO BKAKOUBAHE Ha XOpaTa B CTeHa
OT 3HaLW, LmdpU M 3BYLM, Cb3AaBalkK NOMTBbLLALLIO NpexuBaABaHe™ 1 B KpaliHa CMeTka Ce M3rMon3sa 3a
KOHCyMMpaHe Ha Hali-ronamara cToka Ha HalleTo Bpeme — BHUMaHWeTo. KapTiHaTta KaTo ,ekpaH” v Tanmnuepus
VMWUTMPA Ta3u Ha AeKkopaLmaTa OT BLTPEWHOCTTa Ha Ka3vHaTa, HO MpeBpbLUa Te3u 06pasn B Mpu3paLy, KOMTo
NPOAB/KABAT Za ChLLIECTBYBaT KaTo BbOOpaxaema 1rpa B e4HO BbobpaxaeMo Ka3nHo. B urpa Ha Buaeonokep,
KbZETO eMHCTBEHWTE KapTW Ca Te3u, KOUTO Ca ,M3ropeHn” npeay pasaaBaHeTo Ha pusbpa. A.P

The form of the upholstery and painting mimics that of new slot machines that use curved screens; the size
follows the standards used for them, and the upholstery mimics casino decor. The curved screen, being a
symbol of progress, is used to fully absorb people into a wall of signs, numbers, and sounds, creating an
immersive experience™ ultimately used to consume the greatest commaodity of our time — our attention. The
painting as “screen” and upholstery mimic that of the decoration inside casinos, but it turns these images into
ghosts that persist as an imagined game in an imaged casino. A game of video poker in which the only cards
are the ones that are “burnt” before the river card is dealt. A-R.



AnekcaHapa HayuloBa

Bpbm6ap (Alaus oculatus), 2018, MOAMB 1 akBapen BbPxy XxapTus, 53,3 x 38 cMm

O6ukHoBeH wipayc (Struthio camelus), 2022, MoavBs BbPXY xapTusa, 34 x 25,7 cMm

Apryc (Argusianus argus), 2022, Mo Bbpxy xaptusa, 73 x 40,1 cm

Jvaroonawara Baosuua (Euplectes progne), 2023, MOAMB BbPXY xapTus, 28 x 47,6 cm
TuHKOKOHM ckopum (Onychognathus tenuirostris), 2023, MoanB Bbpxy xapta, 51x 34,5 cm
Macka Ha ¢azaH, 2019, monmB BbpXy AurmTaneH neyar, 51,8 x 33,8 cm

Macka HaTtopmopT, 2019, MOAVB BbpXY AuruTaneH neyart, 59,8 x 48,3 cm

Aleksandra Chaushova

Click-eyed Beetle (Alaus oculatus), 2018, pencil and watercolor on paper, 53,3 x 38 cm
Common Ostrich (Struthio camelus), 2022, pencil on paper, 34 x 25,7 cm

Great Argus (Argusianus argus), 2022, pencil on paper, 73 x 40,1 cm

Long-tailed widowbird (Euplectes progne), 2023, pencil on paper, 28 x 47,6 cm
Slender-billed Starling (Onychognathus tenuirostris), 2023, pencil on paper, 51 x 34,5 cm
Pheasant Mask, 2019, pencil on digital print, 51,8 x 33,8 cm

Still Life Mask, 2019, pencil on digital print, 59,8 x 48,3 cm

,POMaHTUUHK BMAOBE" € Cepua OT aBTOMOPTPETH KATO €K30TUUHM MTULIM — DUCYHKM, B KOUTO XYAOXHWKBT Ce
npeobpasfsa, HanpumMep B Nanaran AnekcaHApWH, A0KaTo NPOABAXABA Aa M3MbAHABA EXEAHEBHUTE CU1 3a4bXEHWA.
Ta3u cepwn e BABXHOBEHa OT AOKTOPaHTypaTa, KOATo Hanpaeux B CBOBOAHMA YHMBEPCUTET B Bprokcen B ChTPYAHMYECTBO
¢ La Cambre. Ta 6elwe dokycrpaHa BbpXy XyAOKHWLM OT M3TouHa EBpona, KoMTO ce BKAKUMXa B CLeHaTa Ha
CbBPEMEHHOTO M3KYCTBO; €AMH aHaNM3 B CBETIMHATA Ha NMOCTKONOHWanHuTe Teopun (“The Location of Culture” ot Xomn
Baba, ,Opnertanmnamsr” ot Eayapa Cang, ,benexkm 3a caMo-KonoHM3MpaLLumTe ce kyntypu” ot Anekcanabp Keoces

n ap.). Npobnematrkara MOxXe Aa Obae NpeHeceHa BbpXy BCEKU apTUCT, NPOU3XOXAALL, OT MaprHaiHa CUeHa, KOUTO e
M3MpaBeH Npe/ Bbrpoca Kak Aa pearnpa Ha ek30Tn3aumaTa, Ha KOATO TOJKOBa YeCTO € MU3IOXEH.

MNpescTaBeHa e 1 cepuda OT Macky, HapPWCyBaHW B TEXHMKATa Ha TPOMM-/1'bOM BbPXY CrbHATU XapTuM € oTneyaTbum. Tesu
PWCYHKM MOTaT fia Cce pasiexat Kato TOKY-LLO OTBOPEHO MUCMO L0 HAKOTO.

PuUCyHKMTe Ha eK30TUYUHM BUAOBE Ca pa3paboTteHu ¢ nomoluta Ha Oaneue MNoyenc, oTroBapALL, 3a KonekumaTa ot
rPbOHAYHM XMBOTHM B Kpanckma MHCTUTYT 3a eCTeCTBeHN Hayku Ha benrus, 6orata Ha ntuum ot LieHTpanHa Adpuka. AY.

“Romantic Species” is a series of self-portraits as exotic birds — drawings in which the artist is transformed into an
Alexandrine Parakeet for example, while continuing with her everyday duties. This series was inspired by the PhD that
| did at the Free University of Brussels in collaboration with La Cambre. It was focused on artists from Eastern Europe
who joined the contemporary art scene, an analysis in the light of postcolonial theories (Homi Bhabha's The Location
of Culture, Edward Said's Orientalism, and Alexander Kiossev's The Self-Colonizing Metaphor, among others). This
problematic could be transposed to any artist coming from a marginal scene who is facing the question of how to react
to the exoticization to which one is so often exposed.

A series of masks is also presented, drawn in trompe l'oeil on prints of folded papers. A mere appearance covering
another appearance, these drawings can be seen as a freshly opened letter to someone.

The exotic species drawings were developed with the help of Olivier Pauwels, responsible for the collection of recent
vertebrates at the Royal Institute of Natural Sciences of Belgium, rich in birds from Central Africa. A.C.



AnmnTbp Conakos

Natural Flow, 2021
cepua OT 12 puCyHKK, akBapen Bbpxy xaptma, 23 x 31 cv m 31x 23 cm

Dimitar Solakov

Natural Flow, 2021
series of 12 drawings, watercolour on paper, 23 x 31 cm and 31x 23 cm

Ta3u nopeanLia e 3a eCTeCTBEHMA NMOTOK B MPMPOAaTa. 3a CNOCOBHOCTTa Ha NMpupoAaTa Aa Ce OUMCTBa Upe3 TeueHMeTo
Ha BpemeTo. KaTo nocTeneHHO npeMaxsa HAKOM Hella v BbBexaa Apyru. ChlLecTBa, KOMTO Ca HECMOCOBHW Aa ce
MPOMEHAT UK Te CamuTe MPOMEHAT TBbPAE MHOTO, CTaBaT M3AMLLIHK. Homo sapiens e He3HaunTenHa Aocaza, Bbnpeku
HallaTa CKNOHHOCT Aa MUCIMM TBBPAE MHOTO 3a cebe Cu U Aa C1 NpuaaBaMe MHOTO NPeyBeNrYeHO YyBCTBO 3a BaXHOCT.
OueBMAHO €, Ye He CMe MHOTO A06pW NasuTenn Ha 3emATa, CleloBaTenHo He brBa Aa 6baeM Takmea. OTHOBO CTaBa
JyMa 3a CamMonpoBb3IaceHa TWTaa, NPousThYaLla oT GaLMBOTO HKM UYyBCTBO 3a NMPEBBL3IXOACTBO. TBbPAE MHOMO CMe
TAaCHa M MaxanoTo Ha efHa CTpaHa 1 B 0603puMO BbJeLLie CbC CUTYPHOCT TO Lije 3aMaxHe Ha Apyrata. MNpupozata

LLle Bb3CTaHOBW pPaBHOBECKETO CW. TA O € MpaBuaa MHOTO, MHOTO MBTY B AaNEUHOTO MUHANO, CNEZ MHOTO Mo-
katactpodannu cvbutmna. 4.C.

This series is about natural flow in nature. About nature’s ability to cleanse itself, through the flow of time. By slowly fading
out some things and introducing others. Beings that are not capable of change, or of changing too much themselves,
become redundant. Homo sapiens is a minor nuisance, despite our tendency to think too much of ourselves and to

give ourselves a very exaggerated sense of importance. It's obvious that we are not very good custodians of the Earth;
therefore, we should not be such. Again, it's a self-proclaimed title, stemming from our false sense of supremacy. We have
pushed the pendulum too far to one side and a swing to the other side is bound to happen in the foreseeable future.
Nature will rebalance itself It has done so many, many times in the distant past, from far more catastrophic events. D.S.



Kunpwun [pallkos

Mecra 3a cagane |, 1I, 111, 2011
6oaVBa Ten, AbpPBO, Naekcmrnac, 46,5 x 39 x 39 cMm BcAko

Moxe v fa ce ceam BbPXy M3KYCTBO? M3rexaa Aa, CTura Aa My ce foBepuLL. V3KyCTBOTO BMHar nma ¢opma,

B Cly4an Ha TabypeTka — AbOO0Ba, ykpeneHa, HaTblnkaHa C 6OAMBA TeN W OTTaM TexKa, CTabuaHa, HAMa Kak Aa Te
Hakaxe. pv HesoBepuMBKTE, 0OaYe, BelHara 3anoysa Ja AelCcTBa CTpaxbT 3apaav boanunTe Ha Tenta — CNoMeH 3a
spineam coronam, KOpOHaTa OT TPbHM. BAPHO, Ue He Ha cbLLoTo MAacTo. KT,

®dopmynara 3a 3aTBOP... (N0 Mocnd Bpoacku), 2020
TekcT, boanmea Ten, ok. 125 x 125 cm

B TpyaeH npesoa 13pa3st Ha Vocnd Bpoackm ,Popmyna THOPbMbI — HEAOCTATOK MPOCTPaHCTBA, BO3MELLEHHbIN
130bITKOM BpeMeHn” OT eceTo ,MeHblue eanHuupl” (1976), 3Byun Taka: ,3aTBOPBT GakTUUECKM € HEAOCTUT Ha
MPOCTPAHCTBO, KOMMEHCUPAH OT U3ULLIBK Ha BpemMe” (Mo npesosa Ha VBaH ToToMaHOB). B aBTOpM3MpPaHoTO Ha
aHmmicku ece “Less Than One” (Ny6avkyBaHo npe3 1986) CblumAT e cakaw oule no-Tpomas — “The formula for prison
is a lack of space counterbalanced by a surplus of time". KakBo aa ce npaBu — NPOCTPaHCTBO M BpeMe + MaacTukaTa
Ha pyckua e3nk... BbB BCeku cayyals, opmyna 3a 3aTBOP, MHOTO Pa3nyHa OT Ta3w Npw NaHAEMUATA, KakTo HAKOM CK
BboOpasmxa. K.IT.

Kiril Prashkov

Sitting Places |, 11, 11l, 2021
barbed wire, wood, plexiglass, 46.5 x 39 x 39 cm each

Can you sit on art? It seems you can, as long as you trust it. Art always has a form, in this case of a stool — oak,
recessed, packed with barbed wire and hence heavy and stable; it can't punish you. For the incredulous, however, the
fear of the barbed wire immediately kicks in —a memory of the spineam coronam, the crown of thorns. True, not in
the same place. K.P

The Formula for Prison... (after Joseph Brodsky), 2020
text, barbed wire, ca. 125 x 125 cm

In a difficult translation, Joseph Brodsky's phrase “®opmyna THopbMbl — HEAOCTATOK NPOCTPAHCTBA, BO3MELLEHHbIN
n36bITKOM BpemeHw,” from his essay “Less Than One” (written 1976, published in English 1986), reads as follows:
"The formula for prison is a lack of space counterbalanced by a surplus of time!” In the English-authored essay,

the expression seems to sound more cumbersome. What to do — space and time + the plasticity of the Russian
language... In any case, a formula for prison, very different from that of the pandemic, as some have imagined. K.P

|
e

T2, o

5

i i

|y
)
N




Kpacmmupa byLesa
[xynnanH WexmpaH
JInnnga Tony3oBa

KyxHaTa: ckene Ha MHTMMHOCT, 2022

ayAMO & BMAEO MHCTanauma; AbpBeHn Mebenu, YyryHeHa MmBKa,
XNAANNHWK, MAOUKM, YMHWM, MA3WAKa, TEUEH NaTeKC, PaCTEHMA, MACHK U
LApyru; BUAeO npoxekuma (15%), ayamo 3anuncu (20°), Bapupally pasmepm

Krasimira Butseva
Julian Chenhirian
Lilia Topouzova

The Kitchen: Scaffold of Intimacy, 2022
audio & video installation; wooden furniture, cast iron sink, refrigerator,
tiles, plaster, liquid latex, plants, sand, and others; video projection (15"),
audio recordings (20", dimensions variable

,KyxHaTa: ckene Ha MHTUMHOCT” € YacT ot
VHCTaNaLMATa 1M BDEMEHHNA MEMOPMaEH

my3en ,Coceaunte’, Cb34aAeH OT apTUCTUTE U
nscneposatenmte Kpacummpa byuesa, IxynvaH
Wexvpax v Jinamna Tonysosa. VHCTanaumara nscieasa
MBAYAHMETO, MameTTa, TPaBmaTa 1 NoCaeanLmTe Ot
NONUTUHECKOTO HacKAWeE, CyYmno ce Mexay 1946

1 1989 B bbarapua. B Tasn pabota paskasute 3a
HacwMe 1 3a narepuTe ca uyesHaam. Bmecto tax
Ce noABABaT Camo HeBepbaiHW dparMeHT oT eqHO
0bU1TaBaHO MACTO, MPUAPYXEHNM C BU3YyaNHW AeTalinu
OT NoKaLyunTe Ha BUBLUMTE rynar narepu.

The Kitchen: Scaffold of Intimacy is a part of the
installation and temporary memorial museum “The
Neighbours,” created by the artists and researchers
Krasimira Butseva, Julian Chehirian, and Lilia
Topouzova. The work explores notions of silence,
memory, trauma, and the aftermath of the political
violence which took place between 1946 and 1989 in
Bulgaria. Here, the narratives of the state-led violence
and the forced labour camps have dissipated, and
in their place are only nonverbal fragments of an
inhabited space, accompanied by visual details from
the sites of the former gulag camps.




Kpacummp Tep3nes
Krassimir lerziev

Mma 31mu, 3a KOUTO HUKOW He e noaroTBeH (nposner), 2023
Kopa Ha /vna, NoavecTepHa CMOAa, BapypaLlv pa3mepu

BbB BMPTYaaHWTe CBETOBE BCE MO-YCHBBLPLIEHCTBAHO Ce CMMYAMPAT MEXaHKKaTa 1 3aKoHWTe Ha du3mKaTa OT ,peanHusa
cBAT". TexHonorMaTa 3a NoNy4aBaHe Ha OTOPEATNCTUUHN CPEAM C N3KNFOUUTENHO BUCOKA Pa3AenmnTenHa CnocobHOCT
Beue e Ha/iuLie, HO TOBa BCe OLLE € CBAT Ha NOBBPXHOCTH, KOMTO OTYaAHO Ce OMUTBAT Aa Ce AbPXaT Taka, CAKall Noj 1
334 TAX MMa HeLLO Pa3MYHO OT U3umcaeHne. Koakoto no-,peanHn” ctaBaT BUPTYanHUTE CUMyNaLMK, TOAKOBA NOBeYe ce
yBeNnyaeaT npobiemuTe B peanHns CBAT. Te3n napyueta AbpBa 3a OrpeB ChLUECTBYBAT MEXAY PEaNHOTO M BMPTYaNHOTO.
OTCTpaHeHn oT CbAbPXaHMETO CU1, Te BCE OLLe NOAABbPXAT NepdekTHaTa naea 3a Abpsa 3a orpes. K.T.

There Are Winters Nobody Is Prepared For (Spring), 2023
linden bark, polyester resin, dimensions variable

In virtual worlds, there is growing sophistication in simulating “real-world” mechanics and the laws of physics.

The technology to obtain extremely high-definition photo-realistic environments is already here, but it is still a world of
surfaces trying desperately to behave as if below and behind them, there is nothing other than calculation. The more
“real” the virtual simulations become, the more troubles multiply in the real world. These firewood pieces exist between
the real and the virtual. Stripped from their content, they still maintain the perfect idea of firewood. K.T.

MoHyMeHT Ha nsteknoto epeme V, 2020
rpaBOpa Ha TeNeBM3NOHEH ekpaH, 48" TeneBn3op, noctameHT, 98 x 136 x 55 cm

Mopeanuata ,MOHYMEHT Ha M3TeKOTO Bpeme” peaHMmpa HAKOM OT Beue HepaboTeluTe My YCTPOCTBa (nanton,
TabseT, TeNEBN30P) MO HAUMH, KOWTO € HaMbIHO HEMOAXOAALL 38 MPUCNOCOBNEHNATA Ha MHPOPMALMOHHUTE TEXHONOTU.
Ha ekpaHa Ha BCAKO MBPTBO YCTPOMCTBO € rpaBMpaHo M300paxeHre Ha OTPaxXeHNETO Ha Herosna NoTpebuTen.

Mo BpeMe Ha XMBOTa Ha BCAKa AXaZxa ekpaHbT e nokassan 6e36poi TpenTawy edbrMepH M3006pakeHns, HO B Kpas

Ha KpawuLiaTa eAnHCTBEHOTO CTabUaHO, TPaMHO 1306paxkeHWe, KOETO OCTaBa Ha MOBBPXHOCTTa, € N30OpaxeHNeTo Ha
noTpebutens. YepHuAT ekpaH ce OKa3Ba WAeanHa NOBbPXHOCT 3a rpaBMpaHe — 0cObeHO NonyaapHa TexHuka B Av3aliHa
Ha HaArPOBHKM MaMETHULIM B AHELIHMA XPUCTUAHCKM NPaBOCAaBEH CBAT, KbAETO MOPTPETHT (MK MOHAKOra durypara

B MbJIeH pasmep) Ha NOYMHaNMA e rpaBMpaH BbPXy MOBBPXHOCT OT YepeH rpaHuT. K.T.

Monument to the Time Elapsed V, 2020
engraving on TV screen, 48" TV, pedestal, 98 x 136 x 55 cm

The series Monument to the Time Elapsed re-appropriates some of my no longer functional devices (laptop, tablet, TV
set) in a way that is completely inappropriate for information technology gadgets. On the screen of each piece of dead
equipment is engraved an image of the supposed reflection of its user. During its life, every gadget displayed a myriad of
flickering ephemeral images, but at the end of the day the only stable image that remained on the surface is the image
of the user. The black screen turns out to be a perfect surface for engraving - a technique resembling in many ways the
current fashion in the design of tombstones in today's Christian Orthodox world, where the portraits (or sometimes full-
size figures) of the deceased are engraved on the surface of black granite stones used for the make of tombstones. K.T.




Jlena EkmmoBa

Jason, Sometimes | Imagine You Live Here (a house on my street) //kelCbH, NOHAKOra CW NPEACTaBAM,
ue xmBeeLl TyK (Kblia Ha MosTa yamua)/, 2022/2023
dotorpadua, 20 x 30 cM, PUCYHKa Ha MHCTanaLma, MOamB Bbpxy xaptud, 80 x 60 cm

Teopbata M3pa3nsa 0600LLEHNTE YyBCTBA Ha IHOOOB U IMNCA, BHEAPEHW B MPaACKmMsa KOHTEKCT Ha aBTopa.

3a TAX HEM3MEHHO HaMOMHA dacazaTa, KoATO, HAKOra PEMOHTMPaHA C ycelllaHe 3a NO3UTKBKM3bM, € BCe Taka
MUNOBWAHA. EneMeHTUTe, 106aBEHM NPK PEMOHTA, CbLIECTBYBAT KaTo reOMEeTpMYHa abCcTpakLma B aHCaMbbA

CbC CMMBO/HM 006Pa3n Ha HenpexoAHa PaZocT, TUNMYHW 3a aBTopa W/wan [xelcbH. OBLMAT BUA Ha MHCTaNaLMATa
HamMoOMH# BM3yaNHO Ha KpacvBa CeLleCMOHOBa BPOLLIKa, KOETO NOCTaBA YAapeHue BbpXy U3ALLECTBOTO Ha M3pa3eHuTe
vyscTaa. J1.E.

Leda Ekimova

Jason, Sometimes | Imagine You Live Here (a house on my street), 2022/2023
barbed wire, wood, plexiglass, 46.5 x 39 x 39 cm each

The work expresses the generalized feelings of love and missing embedded in the urban context of the author.

As a timeless reminder of those feelings, the work presents a repaired facade of a house — once carried out with a
sense of positivism, which is still endearing. The elements of the repair exist as a geometric abstraction in an ensemble
together with symbolic images of intransient joy that are typical of the artist and/or Jason. The overall appearance

of the installation reminds visually of a beautiful Secession brooch, which once again emphasizes the refinement of
the feelings expressed. L.E.

JTroammna MumnaHoBa

AbpBo Ha 3peHuneTo, 2021
KWHETMYHa CBETAMHHA MHCTaNaLmMa (eNeKTPOHMKa, MexaHyvKa, CTOMaHa,
CTMPONOP, KPBIIO OMeAAN0, AHEBHA Namna)

CBeTMHHaTa nHcTanauma ,JAbpBo Ha 3peHneTo” ce konebae Mexay
MmeTadopaTa 3a eCcTecTBEHATa CBETAMHA W TEXHUYECKMA AMCNO3UTUB.
Acoupaummte ¢ ocBeTeHn HebecHM Tena, 3aTbMHEHNS nan BoxecTBeHa
CBETAMHA Ca kKoMnnekcHW. CBETMHATa, KOATO Ce OTpa3fABa OT KMHETUUYHO
Oreano ¢ OCHOBa, HaNoAObABaLLa KOPeH, CAKall BykBaNHO CKaHWpa
npocTpaHcTBoTo. CneABaliku ApeBHATa TEOPUA 33 3PUTENHUA NBY, B
KOATO Ce NpMEeMa, Ye OKOTO XBbPASA b4 BbPXY TOBa, KOETO TpAbBa Aa ce
BMAM, CBETNMHATA Ce ABWXM NPE3 NPOCTPaHCTBOTO, BOAEWKM Nornesa Ha
noceTuTenuTe.

CkynnTypata kato ¢paHTa3Ma — OT4acTV OpraHNYHO OPOPMEHO, OTHaACTM
TEXHWNYECKM QYHKLMOHANHO, € MHTEPNPETaLMA Ha MUCTULM3MA, YecTo
CBbP3BaH C NPUPOAHUTE ABNEHUA U TEXHWUTE CBPBXECTECTBEHN CUAW, U
CbLLEBPEMEHHO KOMEHTVPA PONATa Ha TEXHONOTUATA B 3aMaAHNA CBAT,
Ha KOATO CbLLO YeCTO Ce MPUMMCBAT CBPBXECTECTBEHM CUIN.

Lyoudmila Milanova

Tree of Vision, 2021
kinetic light installation (electronics, mechanics, steel, Styrofoam, round
mirror, daylight lamp)

The light installation Tree of Vision oscillates between natural light
metaphor and technical dispositif. The associations with illuminated
celestial bodies, eclipses, or the light of the divine are complex. The light
reflected back from a kinetic mirror with a root-like base seems to literally
scan the space. Following the ancient theory of the ray of sight, in which
it was assumed that the eye casts a ray onto what is to be seen, the light
travels through the space leading the gaze of the visitors.

The sculpture, as a phantasm partly organically shaped and partly
technically functional, is an interpretation of the mysticism often
associated with natural phenomena and their supernatural powers, and
at the same time comments on the role of technology in the Western
world, to which supernatural powers are also often attributed.
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MapTrHa Bayesa

BnakbT ce ABMXKM C rognHU 3aKbCcHeHMe, 2023 -
aKpu, Konax Bbpxy MnatHo, 25 x 420 cm

,BNaK®T ce ABUXKM C TOAMHM 3aKbCHEHME" € KOMMO3MUMS OT LWeCT YacTh, 30bpa3sBallla BAak C HEroBuTe
MHOTrOOPOVHM BaroHW 1 pa3HOOBPa3HW CHOXETHWN IMHKK, KaTo CFoppeasiHa Npukaska, paska3eallla 3a HallleHckaTa
PeanHoCT. BnaksT e 06pasbT Ha CoLManHMs, KONEKTUBHUA XMBOT, Ha CbA0aTa, KOATO HM OTHacs. ToM NpeAcTaBnsBa
NPeBO3HO CPEACTBO Ha YOBeLLKaTa EBOMOLMA, @ B CyYan ce HabAoAaBa C APKM LBETOBE Ha Aerpajalinsd, AyXOBeH
ynaabk M 130CTaHanocT. CAKaLl YOBEKBT, KOMTO Ce ONMTBA Aa rpaju AyXOBHO Pa3BUTME W HanpeAbk B CBOA COOCTBEH
¥ B OBLLMA COLMaNeH MbT e XBaHan rPeLLHMA BAak, KOWTO ro OTBeXAa B Apyra MOCOKa 1 Bpeme. Ta3n TBopba e
3anoyHarta npes 2023 roamHa v Lie NPOABLAXaBa Ja Ce pa3svBa A0 HesacHO bbaelle. M.B.

Martina Vacheva

The Train is Running Years Late, 2023 —
acrylic, collage on canvas, 25 x 420 cm

The Train is Running Years Late is a six-part composition depicting a train with its many carriages and varied
storylines, like a surreal fairy tale telling of our reality. The train is the image of social, collective life, of the fate

that sweeps us up. It represents a vehicle of human evolution, and in this case, it is observed with vivid colours of
degradation, spiritual decline, and backwardness. It is as if the man who is trying to build spiritual development
and progress on his own and in the general social path has caught the wrong train, which is taking him in another
direction and time. This work was begun in the year 2023 and will continue to unfold into an uncertain future. M.V.




MpoekTsT ,[106aAHO N ABATOCPOYHO CUTYaLMATa € MONOXMTENHA” Ce CbCTOW OT Cepua KPaTKM BMAEA, 3aCHETM B
nepuoaa 2007-08 no copuickmTe ynmum 1 cepma LMGPOBM OTMeYaTbLIM BbPXY MAATHO (,MOTMBK"), M3rpaZeHu OT CTomM
Kaapw OT Te3n BuAea.

C npucbeanHaBaHeTo cv kbM EBponelickmna cbto3 Ha 1.01.2007 r. Bbarapms npnaobu cTatyT Ha paBHOMPaBHa AbpPXaBa-
yneHka. [pesocTaBmxa HK Cce PasHu ,CneumanHn’, ,0ermoHanHn’, ,HOBaTOPCKK”, ,TPAHCTPaHNYHN", ,MYNTUKYATYPHM"
NPOEKTN 33 MpUAaraHe Ha ,eBPOMNENCKM HOPMU” 1 YCBOABAHE Ha ,LUMPOK CMEKTbP OT Bb3MOXHOCTL" B EC.

Cronuvuarta HY BeYe ,eBpomeiicka’, B NpeofonfBaHe ,Mokasatenmte 3a HanpeAbK', MOLWHO ce 3acTpou. CTbKA0BETOHHM
dacaam 3anbAHNXa Pa3HKM 3aHEMaPEHV FPaAMHKM, AETCKM MAOLLAZAKM, MEXAYDNOKOBY MPOCTPaHCTBa.

[lopv Hallata KbCa, TACHa, M34ynyeHa, Moyt 6e3 TpoToap YAnUKa, B XenaHneTo cu Aa Nnpuaobue ,eBponemnckm
061K", Ce BTYpHa Za 3aCTpov MexAybaoKoBWTe C1 MPOCTPaHCTBa. [peAnpreMumnBm MHBECTUTOPK AOMAOXa, AOKapaxa
CbOPBXEHWA 1 XOPa BCAKAKBK. 3ano4uHa YCTPEMHO YCBOABaHe. MallHeH peB 03BYyUw KBapTana. beToH 1 xena3o
MOAMEHMXa 3eNeHnTe NAOLLM. [TOCpes rpoXOT, Kan 1 NPaxoak MalLWMHW U XOpa eXeAHEBHO W eHTYCHa3npaHo paboTaT
3a eBponenckoto Hu 6baele. H.OJ.

The “Globally and in the Long-Term the Situation Is
Positive” project comprises a series of short videos

shot in 2007/08 on the streets of Sofia, as well as a
series of digital prints on canvas (“motifs”) featuring

stills from the videos.

As a result of its EU accession on January 1,

2007, Bulgaria was granted full member status.

Hence the opportunity to participate in all these
“special,” “regional,” “innovative, “‘cross-border,” and
“multicultural” projects aimed at the implementation

of “EU norms” and also allowing us to take

advantage of a “wide range of opportunities” offered

by the EU.

Our capital, already a “European” one, experienced

a construction boom in its efforts to meet “progress
indicators.” Buildings of glass and concrete were

erected in neglected small city parks and children’s
playgrounds, filling the spaces between apartment
buildings.

Even our short, narrow, pot-holed street with hardly

any pavement was not overlooked in the rush to

fill empty spaces between apartment buildings,
prompted by the desire to give it a more “European
face” There came entrepreneurial investors, bringing
equipment and people of all sorts. Intensive
construction work started. Construction equipment
roared in the neighbourhood. Concrete and iron
replaced the green grass. In the midst of thunder,

mud, and clouds of dust, enthusiastic people and
machines do their daily bit to build our European

future. N.O.L. = =

Hanexaa Oner J1axoBa

InobanHo 1 AbArOCPOYHO cUTyauusaTa e nonoxuTenHa — brua 1, 2007, 2' 177 brua 3, 2008, 1 04"

Nadezhda Oleg Lyahova

Globally and in the Long-Term the Situation Is Positive — Corner 1, 2007, 2" 17*; Corner 3, 2008, 1 04"

Heako ConakoB / Nedko Solakov

Howy, 1982, macnexn 6om Ha nnaTtHo,
100 x 81 cm

Cnes, kaTo 3aBbpLUMX XyAOXecTBeHaTa

akaaemma (CTeHOMKMC), OTMAOX

BOMHWK Ha 3a4b/XMTENHA BOEHHA

cnyxba 3a age roamHn. bax 8

CTPOUTENHM BOWCKM, HE HOCEX

opbxue. KomaHavpute Mu Haxa

MHOTO LWaCTMBY, Ye ca ce CA0BMm

C NPOdECHOHaNeH CTeHonm1eeLl, KOMTo

MOXe Aa npasu H6e3nnatHu crpaduTa

M3 uanata AvBU3NA.

B cbLIOTO Bpeme Moxex Aa npasA

KapTWHW B aTEMETO CU B Ka3apMarta M

A2 y4acTBam B OBLLUMTE XyAOXKECTBEHM

N3NOXOMN (OCHOBHUTE M310XKOM

B CBeTa Ha COLManMCTMUECKOTO

M3KycTBO). Ta3n kapTuHa belue

HanpaBeHa B aTe/IMeTo M1 Tam

1 Belue 4acT OT y4acT1eTo M1 B

LWecraTa HaLmoHa Ha MAasexka

n3noxba B Codua, MapT-anpu

1982. Mpesnoxux 5 KapTuHw, XypuTo

npuve 4 ot TAxX, BKAHYUTENHO ,Howw".

Tazn n3noxba belue MHOMO BaxHa

3@ MEH, 3aLL0TO Tam b6ax cakaLu

3abenfzaH oT NO-Bb3pacTHUTE

XYAOXHMLM M NO-KBCHO CTaHax

Hali-Mnaama uneH Ha Cbro3a Ha Obarapckute XyaoxHUUW. [Be oT TBOpOUTE Haxa npuaobut ot CoduiickaTa rpaicka
XyLOXECTBEHa ranepus 1 OT ObLMHaTa Ha POAHOTO MK [abpoBO, KOETO belle HAaUCTMHA TONAM YCnex 3a MAaAna
BOMHMK. TemaTta bellie NPAKO CBbP3aHa C PyTMHaTa Ha apMuATa — HEBASHMAT OCTaBa Ha Ciyx6a, A0KaTO OCTaHanuTe
CMAT, a CbHULLaTa 1M BYPHO Ce HOCAT HaA/OKoO Tax. BulyanHo e nctmHcka cmecuua mexay bow, Mabpuen Mapcuma
Mapkec, umraHcku GONKAOP U T.H. 3a ronaMata Mu peTpocnekTuea ,Bcnuko B pes, ¢ Manku nskntodeHna” (2011-2012)
KapTuHaTa belle n3bpaHa ot ranepms lkon B brpmuHram 1 My3es Serralves B NopTo Aa npeActassa roamnHata 1982,
(Heako ConakoB o perop fiHceH, 6.3.2023)




MoTok, 1985, MacneHn 6on Ha nnatHo, 54 x 81 cm

KapTuHaTa e HapucyBaHa B atenneto Mu B Fabposo (c. bopwki) npes 1985 r., npean
Aa ce npemecta B Copuma npes caeapalliata roAnHa. Tasu kapTiHa, Hajasam ce,
nokasga MHoBTa MM KbM NPUPOAATa, a KOHKPeTHaTa CLeHa e CBbp3aHa C Taka
HapeueHnTe ,MOM MeCTa” OKOIO CeNOTO, KbAETO MOKOMHMAT MM Ballla NOCTPOW BMAa
C ABe aTenvieTa (Toii belle HeBEPOATEH CKYMTOP). W Aocera npoabaxasaM Aa Xo4s
Ha TOBa NOTOYe BCAKO /IATO Beye noseye OT 38 rOAMHM, HE3aBMCMMO OT BCUUKO.
YMULLIEHO B TO3M MUCTUYEH CLIEHAPUIA HAMA HMKAKBK CbLLECTBA, OCBEH €4HO.
MpocCTO McKax Aa Cb3AaM aTMOCPeEPa, C KOATO YOBEK Aa MMa XenaHue Aa ce cnee n Ja
M3NMTa Mpaka 1 CBETIMHHUTE OTPaXeHMA Ha pyyea. HancTuHa He Cv CNOMHAM Kbie e
Buna M3NOXEHa Ta3n KapTWHa 1 Jaan 1306LWo e buna nsnaraHa Npeav Aa CTaHe 4acT
OT OHa3wu peTpocnekTUBa, M3bpaHa oT ranepus lkon. Mexay ApyroTo, Ta belue yacT u
OT MbpBaTa Mu peTpocnektuea ,A 12 1/3 (and even more) Year Survey’, 2003-2005, B
Casino Luxembourg, Rooseum, Manmbo 1 O.K. Centrum, JinHu,. H.C. (Heako Conakos
1o [perop AHceH, 6.3.2023)

Brook, 1985, oil on canvas, 54 x 81 cm

It was painted in my Gabrovo/Boriki studio in 1985, before | moved to Sofia the
following year. My love of nature is in that painting, and the concrete scene is
connected with the so-called ,my places” around the village of Boriki, where my late
father built a nice villa with two studios (he was a great sculptor). And | have kept
going to that that brook every summer for more than 38 years, no matter what. There
are intentionally no creatures in this mystic scenario but one. | just wanted to make an
atmosphere where one could have the desire to blend in and to enjoy the darkness
and the brook’s light reflections. I really don’t remember where that painting was
exhibited or whether it exhibited at all before becoming a part of that retrospective
selected by lkon. By the way it was also a part of my very first retrospective "A 12 1/3
(and even more) Year Survey,” 2003-2005, at Casino Luxembourg, Rooseum Malmoe
and OK. Centrum Linz. (Nedko Solakov to Gregor Jansen, 6.3.2023)

MpepaxxaaHe, 1988,
MacneHu 6o Ha naaTHo,
130 x 97 c™m

Hanpagux HAKONKO
KapT1HWM BbB pOpMaT
130 x 97 cm (mexay
LPYroTo BCUYKMTE MU
MaaTHa ca C pasmepure
Ha PpeHckaTta akagemns,
YCTaHOBEHM Npean
BekoBe). [loBeueTo oT
TAX Ca AOCTa HACUTEHO
MpayHK. CbLLOTO BaxXM

n 3a T0Ba [ lpepaxaaHe”
C OKOJIO Ceaem no-
MasKu Uan No-ronemu
durypw/masu Ha Hezako.
Beuuku Te ca pasanuny,
BCUUKM Ce OnuTBar Aa
NPeoaoNeaT in Ja ce
aZanTmpar KbM Tasu
MHOTO arpecuBHa cpesa.
[obpata HoBVHa €, ue
Le ce Npeposs, noLara
HOBWHa € — 3a KakBO?
OueBnaHo €, Ye CbM
paboTha MHOTO BbPXY TOBa MAATHO — MMa y4acTbLW, KOMTO OCTaBaT Taka, KakTo ca buan HapycyBaHV MbPBOHaYaNHO, HO
NOBEYETO OT TAX Ca CUNHO A0PaboTBaHK OTHOBO M OTHOBO. KapTiHaTa B3e yuacTue B HalmoHanHata unoxoba ,MupuH'88" B
rpas bnaroesrpaz B kpad Ha 1988. o CbLLOTO BpeMe CbM Ce 3aH1MaBan 1 € ,HEKOHBEHLMOHAIHO" M3KYCTBO B aTe/IMETO CU U C
rpynata ,[paasr’. BCbWHOCT Hawata ,Mctopudecka” n3noxoa ,Mpaasr?’, KOATo Aaje MMETO Ha rpynata, Helle NONOBWH roamHa
npeav Aa U3noxa tasu kaptvHa. (Heako ConakoB A0 perop AHceH, 6.3.2023)

Reincarnation, 1988, oil on canvas, 130 x 97 cm

| have made several paintings in the 130 x 97 cm format (by the way, all of my canvases are with the French Academy
dimensions established centuries ago). Most of them are quite intense and rather sombre. The same goes for this
Reincarnation, with about seven smaller or bigger Nedko's figures/heads. All of them are different, all trying to overcome or
adapt to that very intense environment. The good news is that | will reincarnate, the bad news is — what for? It is obvious that
| have worked a lot on this painting — there are areas that stayed as they were initially painted, but most of them were heavily
reworked and reworked, over and over. It took part in the national exhibition Pirin'88 in the city of Blagoevgrad, Bulgaria, in
late 1988. It's good to know that at the same time, | was doing ,non-conventional” art in my studio and with the City group
of artists. Actually, our “historic” show “The City?, which gave the group its name, was half a year earlier. (Nedko Solakov to
Gregor Jansen, 6.3.2023)



ninava

| Am - | Am - We Are — ninavale, 2018
HEOH, orneaano, crbkao n naekcnrnac, 50 x 50 x 100 cm

e (Huna Kosauesa v BaneHtnH CredpaHos)

3ae4HO OT AeCeTKM FOANHN 1 6e3 aHanor, ABamara aBTopy BbMNPEKN MHOrOBPOMHMUTE C1 NPOEKTM 3ae4HO, Hali-

Beye MHCTanaumm U BUAEO MHCTaNaLmMm, NpeaHasHayqeHn 3a My3emn 1 gacaam Ha NybaMYHM Crpaau, OCTaBat C Apka
Pa3MMUMMOCT B MHAMBUAYaHKTE C1 PabOoTK. ETO 3aLL0 YecTo KpUTMLMTE TOBOPAT 3a TAX KaTO 3a TPUMA XyAOXKHMLM —
HwHa, BaneHTnH 1 HuHa 1 BaneHTnH, nam ninavale.

“I Am -1 Am — We Are — ninavale” e eanH BuA MaTepuanmn3aums Ha ninavale. Te TpumMaTa B eAnH 06pas, HO U TpK
Pa3/MYHK, KOUTO Ce NPeanBaT, CMecBat, OTpasagaT. Vaed 3a 1toboB, 6e3CMbPTME UM HAPLIMCM3BM? A MOXE BU MPOHMS,
CaMOVIPOHWS, 3aKauka CbC cebe cn v 3puTena?

KakTo ka3Ba AnekcaHabp MaHymnoB — ... TOBa, KOETO MO3HaBaTe M C KOETO CTe CBMKHaAM, HO He e. M Tyk MOxe Aa Aonae
BABXHOBEHMETO.

n | n a\/a e (NINA Kovacheva & Valentin Stefanoff)

I Am — | Am — We Are - ninavale, 2018
neon, mirror, glass and plexiglass, 50 x 50 x 100 cm

Together for decades and without analogue, the two artists have created numerous joint projects, mostly installations

and video installations for museums and the facades of public buildings. Nevertheless, they are distinctly different in their

individual works. This is why critics often speak of them as three artists — Nina, Valentin, and Nina and Valentin, or ninavale.

I Am —1 Am — We Are — ninavale is a kind of materialization of ninavale. The three of them in one image, but also three

different ones that overflow, mix, and reflect. An idea of love, immortality, or narcissism? Or perhaps irony,

self-mockery, and banter with oneself and the viewer?

As Alexander Manuiloff says, ... what you know and are used to, but it isn't. And that's where inspiration can come in! |

[1paBaon06 V1BaHOB

AetctBo, 2014
avanpoekTop, byprus, 20 x 10 x 60 cm (pa3mep 6e3 kabena), 2+1 AP
C ntobesHoTo ChbaeicTBre Ha ranepwa CapweBa, [nosans u ranepus fle lepH, Baplaga

TpaBMaTUYHKUTE CNOMEHK pedaekTUpaT B eANH AManpoeKTOp-CBPeAeN, KOMTO BpyTanHo e Npobun CTeHaTa Ha ranepusTa.
DyHKUMATa Ha TO3M AMANPOEKTOp — Mapka ,[TMoHep’, Moxe Aa Obje pa3no3Hata OT NOKONeHWATa, Npekapanun AeTCTBOTO
cv npes 70-te 1 80-Te 1 To B M3T04Ha EBpona. Torasa upes Te3n anapartyeTa ce NPOXeKTMpaxa AeTCKM NPUKasku, HO

1 yuebHu, 1 nponaraHAHK duamn. Naeata Ha paborata ,/JeTcTBo’, pa3bupa ce, e KoaMpaHa B NpeBpbLlaHeTo Ha Ta3n
,Mrpadka” B MollHa bopMallnHa, cbbapslla Aebenn CTeHu v pyllalla cucTemn. MawwrHaTa obade e 3abuTta TBbpAE
BMCOKO B CTEHaTa 1 e HEBb3MOXHO HeMHWAT kaben Aa AOCTUIHE enekTpmnyeckara Mpexa... CnomeH, dopmupan eaHo
MOKONEHWEe U CTUMYAVPAN HEroBuTe Hagexam. CNoMeH, HanbAHO HepyHKLMOHANEH AHEC M HaNbAHO Hepa3bupaem 3a
CneABaLLmMTe NOKOAEHWA.

bopuc KocmaduHos, mexkcm 3a ,Ha epewiHama cmpara’, camoctostenHa nanoxba Ha Mpasaontob VsaHos, ranepusa Capwues, 2016

Pravdoliub Ivanov

Childhood, 2014
slide projector, drill, 20 x 10 x 60 cm (size without the cable), 2+1AP
Courtesy of Sarieva Gallery, Plovdiv and Le Guern Gallery, Warsaw

In Childhood, the artist's traumatic memories are embodied in a communist-era slide projector that brutally thrusts, drill-
like, into the gallery’s wall. In the 1970s and 80s, gadgets like this were used to screen fairy tales to children, as well as for
educational and propaganda purposes. In “Childhood”, the one-time “toy” has been turned into a powerful machine that
can destroy thick walls and demolish systems. Or it could, were it not stuck high up the wall, its power cord too short to
connect to the plug below... A piece of technology that was once formative for a whole generation is now useless and
thoroughly bewildering to the following ones.

Boris Kostadinov, text for "On the Wrong Side," solo exhibition by Pravdoliub Ivanov, Sariev Gallery, 2016



PanoctnH CeneByes

Y6exxuue, 2020
HamepeH $oToanbym, MOMB, XapTus

Korato ponTad cpelly HalleTo BpemMe, 3a Aa Bb3BbpPHa CMOKOWCTBMETO CW, € AOCTaTBYHO Aa MOMMUCAA 3a 3akbCHANaTa
3aBUCT Ha OHE3W, KOWUTO LLe A0OMAAT CNel Hac. B M3BECTEH CMUCHA HKe NpUHaANEXMM KbM CTapoTO YOBEYeCTBO, KOETO
BCe Olle e CNOoCOBHO Aa CbXansasa no I/I3I'y6eHl/lF| pa|71. Ana oHe3K, KOUTO MABAT CeA Hac, He e pasnonarat Aopu C
TOBa CbXasieHWe U LWe Ca VI3I’)/6I/U'II/\ He CaMO npejcTaBa 3a pad, HO e Ca 3a6panw| N AymMmata, KOATo ro obo3HauvaBa.

Emun Hopar

*MpeBoALT OT dpeHCkn Ha Bbarapckun e Ha Kpacumup MeTpos

Radostin Sedevchev

Shelter, 2020
found photo album, pencil, paper

When | rage against the age, | can calm myself merely by thinking of what will happen, of the retrospective jealousy
of those who come after us in certain respects, we belong to the old humanity, the humanity that could still regret
paradise. But those who come after us will not even have the recourse of that regret, they will not even have an idea

of it, not even the word!
Emil Cioran

*Translation from French into English by Richard Howard
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CtedaH Hukonaes

BbusHec, Mogaen, Ckynntypa, 2015, 6poH3, 55 x 105 x 47 cm, 5+2 AP
C ntobesHoTo ChbaeicTaue Ha: Muen Pelin, Mapux / bprokcen n Capuesa, Mnosave. ®otorpadus © &. KnatHedeH

Hakom ot ymtatennte HM Moxe bu 3HaAT, Ye B Obarapckara CToAMUA CbLLECTBYBA M3BECTHa Beye paboTUHMLA 3a
M3KYCTBO, B KOATO Ca aHraXM1paHu MHOXECTBO 3aCyXXMan repovt Ha TpyAa. Hrkonaes 6e3ckpynynHoO ce e Bb3non3san
OT TAXHOTO AOBepWe, Bb3Nararku M M3paboTkaTa Ha SbXen3KyCTBeHUTe U NpousBeaeHna. [py eAHO OT NocelleHmATa
My PabOoTHULMTE CNOAENAT C HETO, Ye Bb3HamepABaT Aa M3ropAT CTap AbpBeH paboTeH Te3rax, 131a3ba OoT ynotpeba
BCNEACTBME Ha HayYHO-TexHMueckua nporpec. OTNpaBariku KpUTKKa KbM HaMepeHuaTa nMm, Hukonaes ce otaasa

Ha HOCTaNrMA 1 Ha CBOA N1aBa ,CbXPaHABA" HEHYXHMA NPEAMET, KaTo ro NPeBPbLLA B HENPUBAEKATENHA 3a O4MTE,
Ha3aAHv4aBa CKynnTypa. Bnocneactsve, ToM Npasun BPOH30Ba OT/IMBKa Ha Te3rdxa; Taka NnojyyeHata T1Bopba v, He

Ha NOCNEHO MACTO, HEMHOTO 3arNaBme NOCTaBAT PAbOTHUYECKMA TPYA, B YCAYra Ha TbprallecTBoto v ,6mn3Heca”,
HaCbpyaBaliky LONOTONHOTO [11aTOHOBCKO CXBaLLlaHe 3@ HEMPEOAOAMM ,MOAeN" (KOETO e ChLUMHCKa Npeyka Npe
nporpeca) 1 NPUCBOABakM eTukeTa ,CKYANTYPa” 3a LenTe Ha eAnH YMCTO MEXaHWMYEH aKT, KaTo Ye M NPOCBETEHUTE
MAev 1 OTTOBOPHOTO aBTOPCTBO B M3KYCTBOTO Ca HELLO M3ULWHO. B TO31 CMUCHA TPYAOBMAT ypes, Npecb3faieH Ot
Huvikonaes, ce NpeBpbLLa B akT Ha HALMOHANEH HUXWMIM3BM M OTPUYAHE Ha NOCTUXEHNATA Ha HanpeaHNMYaBOTO HM
06LLeCTBO, a B NOCIEAHA CMETKa 1 B OTBAMYALLIO PabOTHUYECKOTO BHUMAHMETO pa3BieyeHue, B yHacTHKK B CBOeObpasHa
,CTayka Ha npeameTmnte”.

... OMKbC 0m mekcm Ha Emun Ypymos 3a usnoxbama ,busHec, Moden, Ckynnmypa', 2015, fanepus SARIEV Contemporary, 11080us

Stefan Nikolaev

Business, Model, Sculpture, 2015, bronze, 55 x 105 x 47 cm, 5+2 AP
Courtesy: Michel Rein, Paris / Bruxelles & Sarieva, Plovdiv. Photo © F. Kleinefenn

Many of those reading this may not know that on the outskirts of our capital city, there is an artwork-producing workshop
manned by ordinary heroes of collective labour. Nikolaev has cunningly abused their trust and had them manufacture

a large number of his quasi-artistic creations. One day, he observed they were about to discard and put fire to an old
wooden workbench, rendered obsolete by recent advances in our art and science. He criticized their rightful gesture and
nostalgically “saved” the archaic object, in order to transform it into an unsightly, stuck in the past furniture-sculpture. Cast
in bronze, the bench and its title throw abject negation onto the workers’ labour, assimilating the latter to a mercantile
"business,” promoting the antediluvian Platonist notion of an inescapable "model” — a proper obstruction to progress — and
sticking the label “sculpture” onto this mechanical act, as if art didn't need enlightened ideas or an author. The bench thus
implants a vision of national nihilism regarding this country’s advancements and constitutes an unnecessary distraction in
the working process, almost as if it were some reactionary "strike by the objects!

... an excerpt from a text by Emile Ouroumov for the exhibition Business, Model, Sculpture, 2015 at SARIEV Contemporary, Plovdiv



Coopma [pbHYaPOBa

The Mirror Is a Trigger and Your Eye’s a Gun, 2023
OrNeAano, AUM1TaNeH neyat Bbpxy GOAMO W Naekcumac

Tsopbata e BAbXHOBeHa OT neceHTa Ha Danger Mouse 1 Danielle Lupi - Two Against One ([leama cpeLLy eanH).
Omesanoto e eAnH OT MaTepuanmte, KOMTO Me BbHYBaT OT A0CTa BDEME — eHUIMaTUYEH eNEMEHT, KOUTO MOXEM Ja
CPELLHEM KaKTO B CtoppeancTnyHaTta potorpadus, Taka 1 BbB BCEKM MarasuH 3a MoAa B MOAa AHecC. [poCTpaHCTBOTO
Ha ranepuaTa 1 Pa3CTOAHUETO OT 0beparxTa A0 NOAA AOMbAHUTENHO HauepTaxa TpaekTopuaTa Ha rejaHe u
Bb3npueMaHe Ha TBopbaTa. 3puTenaT Moxe Aa B1av TBopbata LiANOCTHO, CaMO ako MoreaHe B orneAanoto. Torasa u
BpPb3KaTa C KOMEePCUMANHOTO M30bpaxkeHne Ha MPO30peLa Ce 3amunTa 1, KakTo ce nee B MeceHTa:

.| get the feeling that it's two against one

I'm already fighting me, so what's another one

The mirror is a trigger and your mouth’s a gun”. C.I.

Sophia Grancharova

The Mirror Is a Trigger and Your Eye's a Gun, 2023
mirror, digital print on foil and plexiglass

The work is inspired by the song “Two Against One” by Danger Mouse and Danielle Lupi. The mirror is one of the
materials that has fascinated me for a long time, an enigmatic element that can be found in surreal photography as
well as in every fashion store in the mall today. The space of the gallery and the distance from the skylight to the floor
further mapped the trajectory of viewing and perceiving the work. The viewer can only see the work holistically if they
look in the mirror. The relationship to the commercial image of the window then also becomes entangled and, as the
song goes:

"I get the feeling that it's two against one

I'm already fighting me, so what's another one

The mirror is a trigger and your mouth’s a gun” S.G.




Ot 2010 perop AHceH e aMpeKTop Ha
Kunsthalle Dusseldorf. 3asbpLusa mnctopwa

Ha M3KyCTBOTO, MCTOPMA Ha apxuTekTypaTta

n punocodpura 8 RWTH AaxeH 1 npe3 1998
3allMTaBa AOKTOPCKa AncepTalma Ha TeMa
,OlireH LLboHebek. Hemcka nereqaa”. Ot 1991
paboTh KaTo PbKOBOAMTEN Ha MPOEKTU, KypaTop,
XYAOXECTBEH KPWUTVK, aBTOp W Npenojasa B
KaTeapwTe Mo UCTopua Ha obpasa v Teopua Ha
MeauuTe B HAKOIKO YHUBEPCUTETa MO MPUAOXKHM
HayKu 1 XyAOXeCTBEHW akageMum B [epmaHma

1 HuaepnaHana. Pabotu kaTo pbkoBoAWTEN Ha
npoekTa 3a u3noxbara ,Iconoclash” ¢ bpyHo
Natyp v Metep Baitben (2001/02) B LieHTbpa 32
13KkycTBo M Meanmn B Kapacpye (ZKM). lNpes cbliata roanHa AHceH e ko-kypaTop
Ha BTOPOTO brieHane Ha MeAnIMHOTO M3KkycTBO ,media_city seoul” B FOxHa
Kopes. Mpe3 2005 e Ha3HayeH 3a KypaTop Ha CTUNeHAMaHTCKaTa Nporpama
BEIING CASE, nposexaaHa CbBMECTHO OT 'epmaHckaTa deaepanHa KynTypHa
doHaauma v Mbote-MHCTUTYT lNekunH, 3a M3cneaBaHe Ha MHTEPHaLMOHaNHUTe
YPOaHWNCTUUHW CTpaTervn 3a passuTre Ha MeranoamcuTe. MNpoekTsT 1
3akntountenHmte nanoxom ,INFORMEL CITY?” B MeknH npe3 2005 v ,totalstadt.
ka3ycwr [MeknH” (ZKM, Kapacpye, 2006) ce 3aH1MaBaT C eKCNA03KBHOTO
paspacTBaHe Ha rpafa v BAMAHMETO Ha TO3W NPOLLEC BbPXY rpajckara KyaTypa
B MpeceyHaTa Touka Mexay Tpaanuma n moaepHoct. Ot 2005 go 2009 e
anpektop Ha ZKM | My3eit 3a cbBpeMeHHO 13KkycTBo B Kapacpye. Iperop AHceH
e KypaTop Ha MHOTOBPOMHM HaLWIOHaNIHW U MEXAYHaPOAHM U3A0XK6M, HAackopo
B8 bpaswvaus, Jlannuur, Warxali 1 KOxHa Kopes. ABTOp e Ha MHOroOpoiiH#m
NeKUMM 1 eceTa 3a CbBPEMEHHOTO W3KYCTBO, KakTo ¥ Ha MOHOrpadum Ha
XYAOXHWULM, MHTEPBOTa U € PeAakTop Ha MHOTO M310X0eHM kaTanosn. B
KyHcTxane Arocenngopd e peanvsnpan n3noxom Ha Tema ,Kanuranmcrmuecku
peannsbM’,  AurutanHu AaHHW", ,My3€elHN 1 MKOHOMWUYECKU LIEHHOCTH',
,Ormeaana’, Kakto 1 MHOrOBPOHYM CaMOCTOATENHM U3NOXOM C y4acTVeTo Ha
XaHc-Metep ®enaman, KRIWET, Toma AT, Kprc MaptuH, Koo Jeong A, Tal R,
Yin Xiuzhen, Mapwike BaH Bapmepaam, Cox [oHr, Liu Xiaodong, Kapon [bHam m
Anbept OlineH, B MOMeHTa Ha Mapra HOHreupT 1 MNetep Munep. Mperop AHceH
xugee 1 pabotu B [rocenaopd, lrepmanms.

Gregor Jansen is since 2010 the director of Kunsthalle
Dusseldorf. He studied art history, architectural history

and philosophy at the RWTH Aachen and received his
doctorate in 1998 on the subject of "Eugen Schonebeck. A
German Legend"”. Since 1991, he has worked as a project
manager, curator, art critic, and author, and has taught in
the departments of image science and media theory at
several universities of applied sciences and art academies

in Germany and the Netherlands. He worked as project
manager for the exhibition “lconoclash” with Bruno Latour
and Peter Weibel (2001/02) at the Karlsruhe Center for Art
and Media (ZKM). In the same year Jansen was co-curator
for the second media art biennial “media_city seoul” in South
Korea. In 2005, he was appointed curator for the BEJING
CASE fellowship program, jointly run by the German Federal
Cultural Foundation and the Goethe-Institute Beijing, to
research international urban developments in megacities. The
project and the final exhibitions "INFORMEL CITY?" in Beijing
2005 and "totalstadt. beijing case” (ZKM, Karlsruhe, 2006)
deal with the explosive growth of the city and its influence
on urban culture in the field of tension between tradition
and modernity. From 2005 to 2009 he was director of the
ZKM | Museum of Contemporary Art in Karlsruhe. Gregor
Jansen is the curator of numerous national and international
exhibitions, as recently in Brazil, Leipzig, Shanghai or South
Korea. He is author of numerous lectures and essays on
contemporary art as well as of artist monographs, interviews
and editor of many exhibition catalogs. At the Kunsthalle
Dusseldorf he has realized exhibitions on Capitalist Realism,
Digital Data, Museum and Economic Values, mirrors, and
numerous solo exhibitions with Hans-Peter Feldmann,
KRIWET, Tomma Abts, Chris Martin, Koo Jeong A, Tal R, Yin
Xiuzhen, Marijke van Warmerdam, Song Dong, Liu Xiaodong,
Carroll Dunham and Albert Oehlen, currently on Martha
Jungwirth, and Peter Piller. Gregor Jansen lives and works

in Dusseldorf, Germany.

AapoH Por e pozgeH npe3 1998. B MomeHTa paboti mexay

include: ,Memories of a social club that doesn't exist’, ZERUI Gallery,

Codus v Mnosaws. Mpe3 2021 nonyuasa Hakanasbpcka cTeneH no London (2022); ,Freedom”, Kapana Gallery, Plovdiv, Sofia (2022);
M3ALLHW M3KycTBa (kmBonuc) o Slade School of Fine Art, JloHz0H ,The Hanging Show”, Institute of Contemporary Art, Sofia (2021);

C AMNNoMHa paboTa 3a BuyanHaTta kKyntypa Ha nondoska. Mpe3
2022 3aeaHo ¢ bosHa [xumkoBa 1 BrkeHT KoMUTCKM Cb3aaBat
ranepus ,lNyHTa"s Codus. MNbpBaTa My caMocTonTeNHa M310X60a
¢ kypatop b. xukoBsa ,6v3Hec (M) MEHUAXMBHT" e B M30CTaBeH
cynepmapket 64130 Ao CtouHa rapa B Copus, a no-kbCcHO
3aeaHo kypupat ,Market of Desire” B Hev3non3BaH TbproBcku
LEHTBbP Ha na3apa B VaveHum. [lpyrn caMoCTOATENHM M3N0XOM:
,Cbc cBOOOAHa Bpemesa pamka’, ,FLUCA', Mnosavs (2021);
,3natha xuua’, [MyHTa”, Coduma (2022). Yyactma B rpynosm
u3nox6u: “Memories of a social club that doesn't exist’, ZERUI,
JNloHaoH (2022); ,CBoboaa’, ranepus ,KanaHa', Mnosavs (2022);
"The Hanging Show’, IHCTUTYT 3a cbBpeMeHHO 13kycTBo - Codus
(2021); ,,Codua kynbp dopym’, Coduiickmn apceHan - My3seli 3a
CbBPEMEHHO M3KyCTBO U ranepus ,[o3a’, Codwma (2021); Sofia Art
Week, Codua (2021); "And the weird dreams/ we have 3.0_back_
to_postwhut’, BeHeuns (2020).

Aaron Roth was born in 1998 and currently works between Sofia
and Plovdiv. In 2021 he received a Bachelor of Fine Arts (Painting)
from the Slade School of Fine Art, London with a thesis on the
visual culture of popfolk. In 2022, together with Boyana Djikova
and Vikenti Komitski established Punta Gallery in Sofia. His first
solo show with curator B. Djikova ,business (and) management”
was in an abandoned supermarket near Stochna Gara in Sofia
and later they curated ,Market of Desire” in a disused shopping
centre in llientsi market. Other solo exhibitions are: ,With Free
Time Frame”, ,FLUCA', Plovdiv, Sofia (2021); ,Golden Wire”, Punta
Gallery, Sofia (2022). His participations in group exhibitions

"Sofia Queer Forum”, Sofia Arsenal - Museum of Contemporary Art
and Doza Gallery, Sofia (2021); ,,Sofia Art Week”, Sofia (2021); ,And
The weird dreams/ we have 3. 0_back_to_postwhut”, Venice (2020);

AnekcaHapa YaywoBa e pozeHa npes 1985. Xuee v pabotn

B bprokcen. 3aBbpluBa HauMoHanHaTa xyAoxXecTBeHa akasemms

B Codua. Mpes 2012 e nokaHeHa KaTo rocTyBalla CTyaeHTKa

B Akagemuata B [rocensopd, B knaca Ha Jltocn MakKeHsn. B
MOMeHTa MpaBuW AOKTOPaT Mo M3KYCTBO M HayKu Ha 13KycTBaTa

B CBOOOAHMA YHUBEPCHTET B Bptokcen B CbTPyAHMYECTBO C fla
Kambp, kbaeTo npenoasa Kato acuCTeHTKa B creLmanHocT
,PucyBaHe”. HeliHn pabotw ca n3naramn b8 BU/IC LleHTbp 32
CbBPeMeHHO 13kycTso, Pope, benrnsa; Myseli M JlboseH, benrus;
BO3AR Benrus; Hos My3elt, HropHOepr, lepmanns u ap. Hocuten
Ha Harpagata Bokauuo Ha benruiickara poHAaLMA 3a NpY3HaBaHe;
Harpaaata BA3A (2015); Harpasata CO®AM 3a Hal-a06pa
camocTosTeNHa n3noxba no Bpeme Ha NaHavipa ,Art on Paper”,
bptokcen (2016) 1 pazanmuHn cTuneHAny. HelHn paboTtu ca yacT ot
KonekummuTe Ha: HaumoHanHata baHka Ha benrnsa, ®ramaHackms
napnameHT, My3elt M, konekupms ®abep Kacten v apyru.
https://achaushova.wixsite.com/aleksandra

Aleksandra Chaushova was born in 1985. She lives and works

in Brussels. She graduated from the National Academy of Arts in
Sofia. In 2012 she was invited as a visiting student at the Academy in
Dusseldorf, in the class of Lucy McKenzie. She is currently pursuing
a PhD in Art and Art Sciences at the Free University of Brussels in
collaboration with La Cambre, where she teaches as an assistant

professor in Drawing.Her works have been exhibited at WIELS
Center for Contemporary Art, Vorst, Forest, Belgium; Museun M —
Leuven, Belgiuem; BOZAR, Belgium; Neue Museum, Nurnberg. She
won a Vocatio prize by the Fondation Belge de la Vocation; BAZA
Award (2015); SOFAM Prize for best solo show at "Art on Paper”
fair, Brussels (2016) and various grants. Her works are part of the
collections of: the National Bank of Belgium, the Flemish Parliament,
Museum M and the Faber Castell collection among others.
https://achaushova.wixsite.com/aleksandra

Aumutbp Conakos e pozgeH 1987. Pabotn ¢ potorpadus,

BUAEO, PUCYHKM 1 0BeKTW. VI3cneaBa pa3nnyHUTe BUAOBE BPB3KM
MeXay NpypoaaTa, ypbaHu3ma 1 YoBeka, MeXAy MUHAN0TO U1
HeroBaTa MHTEPNPETALMA B HACTOALLETO. YUacTBan e B peAnLia
MexayHapoaHun n3noxou: "“SUPERPOSITION: Art of Equilibrium and
Engagement’, 21-Bo bueHane CuaHu, Asctpanua (2018); "What is
Left”, BueHa (2016); “The Pleasures of Love” benrpaz (2016); “The
Power of Doubt’, Times Museum, l'yaHaxoy, Kutaii (2011); Bienal de
Cuenca Xl KyeHka, Exksagop (2011); PHotoEspafia, Maapwua, (2011);
GRID Photographie Biennal, Amctepaam (2012); “Ritual Of The
Habitual”, Mnosawms (2012); Sofia Contemporary, Codus (2012); “All

I Can Do Is Art’, Yexus (2013); 56th October Salon, benrpag (2016),
MpeacTaBsan e caMocToATeNHU 13nox6m B: Incubate (Tunbypr,
XonaHauns), Fanepua Ctpyktypa (Codua), Fanepua Kpeso boHym
(Codma), Fanepwa Little Bird Place (Codun), Ogms (Codws). lanepwmsa
Capwes ([nosavs).

https://www.dimitarsolakov.com/

Dimitar Solakov was born in 1987. He works with photography,
video, drawings and objects. He explores different kinds of
connections between nature, urbanism and man, between the

past and its interpretation in the present. He has participated

in a number of international exhibitions: Art of Equilibrium and
Engagement’, 21st Sydney Biennale, Sydney, Australia (2018), ,What
is Left”, Vienna (2016); ,The Pleasures of Love” Belgrade (2016);

,The Power of Doubt’, Times Museum, Guangzhou, China (2011),
Bienal de Cuenca XI, Cuenca, Ecuador (2011); PHotoEspafia, Madrid
(2011), GRID Photographie Biennal, Amsterdam (2012); ,Ritual Of
The Habitual’, Plovdiv, Bulgaria (2012); Sofia Contemporary (2012);
LAl Can Do Is Art’, Prague, (2013); 56th October Salon, Belgrade
(2016). He has presented solo exhibitions at places such as Incubate
(Tilburg, Netherlands), Structura Gallery (Codwus), Credo Bonum
Gallery,Little Bird Place Gallery (Sofia), Ogms (Sofia), Sariev Gallery
(Plovdiv, Bulgaria).

https://www.dimitarsolakov.com

Kvpwun Mpawkos e poaeH npes 1956. 3asbpliBa HaunoHanHata
XyaoxecteeHa akasemmsa, Codud, cneypanHoct Mntoctpauma

n obopmneHue Ha kHurata”. Yner Ha CBX ot 1985 roamHa (ao
2000). PepakTop 1 av3aiiHep BbB B. ,HapoaHa kynTypa” B nepuosa
1994 —1998. PaboTn kaTo UNFOCTPATOP 3a Pas3NvuHK M34aTencrsa
- ,Hapoana mnagex”, ,bvarapckn nucaten’, ,HapoaHa kyntypa’,
,OteyectBo” v Ap. 1992/1993 — npeacenaten Ha Knyba Ha (BeyHO)
MIAAMA XYLOXHWMK, YUNeH Ha YnpasutenHua coeeT Ha CbX ot 1992
£0 1997. O1 1995 — uneH Ha VIHCTUTYTa 3a CbBPEMEHHO M3KYCTBO —
Cou.

Hskown ot HerosmTe camocTosTenHM n3noxou ca: ,MprpoaeH
MOZAEPHW3BM", B paMkuTe Ha leokynTypa - 8 ConyHcko breHane
Ha CbBpeMeHHOTO m3kyctBo, MOMus, ConyH, [bpuma (2022);
,Tosa He e TekcT’, VIVAcom Art Hall, Codusa (2015); ,wdyk about
Enlightenment / Kakso 3HaeTe 3a lNpocseLLieHneTo’, xoten
MHTepHaumoHan, 3natHu nacbuy, BapHa, bvarapus (2014); ,06pa3
& Mopnobue’, KyntypeH LieHTbp CTapoTo ka3nHo, byprac, bvarapua
(2012); ,Moe3wna Haokono', Coduitcka rpaacka xyaoxkecTBeHa
ranepwma, Codua (2011); ,Mind Your Step”, Fanepusa Cbark, Codua
(2007); ,OtroBopHO pucysaHe’, PpeHckn kyntypeH nHctutyT, Codua
(2006); ,Upntatn’, MockoBCkM My3eli 33 CbBPEMEHHO M3KYCTBO,
Mocksa (2005). Yuactva B rpynosu n3noxom: ,PucyHkara — 6e3
orpanuuenna’, ranepua Ctpyktypa, Codpua (2023); ,benesn ot
90-7e/90's Scars”, My3e#t 3a MOAEPHO M CbBPEMEHHO W3KYCTBO,
Pueka, XvpBatua (2021); ,25 roanHn 1 5 Temm no-KbCHO.

Petpocnektnea Ha MICN-Coduna’, HaumoHanHa ranepuws//isopeua,
Cooua (2020); ,HopmanHo nonoxeHwve”, ranepua CTpykTypa,
Cooua (2020); N3kycTBEHa CcBETAMHA, ranepua Contempo, BapHa,
Brarapua (2019).

http://kirilprashkovblog.blogspot.com

Kiril Prashkov was born in 1956. He graduated the National

Art Academy, Sofia, the Department for lllustration and Book
Design. Editor and designer at. ,Narodna Kultura” in the period
1994 - 1998. Worked as an illustrator for various publishing
houses - ,Narodna Mladezh", ,Bulgarian Writer”, ,Narodna
Kultura”, ,Otechestvo’, etc. Chairman of the Club of the (eternally)
Young Artist. Member of the Board of the Union of Bulgarian
Artists from 1992 to 1997. Since 1995 - member of the Institute

of Contemporary Art - Sofia. Some of his one-artist exhibitions
are: "Natural Modernism”, in the frame of Geocultura — 8th
Thessaloniki Biennale of Contemporary Art, MOMus, Thessaloniki,
Greece (2022); "This Is Not a Text”, VIVAcom Art Hall, Sofia,
Bulgaria (2015); “wdyk about Enlightenment’, International

Hotel, Golden Sands Resort, Varna, Bulgaria (2014); “Image &
Resemblance’, Old Casino Center, Burgas, Bulgaria (2012); “Poetry
All' Around”, Sofia Art Gallery, Sofia (2011); “Mind Your Step”,
SIBank Gallery, Sofia (2007); "Responsible Painting”, The French
Cultural Institute, Sofia (2006); "Quotations’, Moscow Museum
for Contemporary Art, Moscow (2005). Part of group exhibitions:
"The Drawing — Without Limitations”, Structura Gallery, Sofia
(2023); "90's Scars”, Museum of Modern and Contemporary Art,
Rijeka, Croatia Christmas Show, ICA Gallery, Sofia (2021); “25 Years
and 5 Themes Later”. ICA-Sofia Retrospective, National Gallery/the
Palace, Sofia (2020); “State of normality”, Structura Gallery, Sofia
(2020); "Artificial Light", Contempo Gallery, Varna, Bulgaria (2019).
http://kirilprashkovblog.blogspot.com

Kpacumupa byuesa e Bvi3yaneH apTucT, U3caeloBaten n
npenoaasaten B YHusepcuteta no Viskycrsa JlonaoH (UAL,

LCC). B npaktukata cv A 13CesBa NOAMTUYECKOTO Hacumne,
TpaBMaTta M MCTOpUATA B KOHTEKCTa Ha ObArapckna KOMyHW3bM
ypes potorpadua, BUAEO, 3BYK 1 MHCTanauma. Ta e Hocuten e

Ha Harpaaata bA3A (2022), buna e ctunenavaHT 8 Akademie
Schloss Solitude (2021); v e yuacTBana B CaMOCTOATENHN 1 TPYNOBYM
3106w B bbarapus, Benvkobputanus, lepmanms, Kutai, Cepbus
1 KOxHa Appuka.

https://krasimirabutseva.co.uk

AoxynnaH WexvpsaH e MynTuMeaveH apTucT, JOKTOPaHT

no ncTopwa B MPUHCTBHCKMA YHUBEPCUTET U CTUNEHANAHT B
NHTEPAMCUMNANHAPHAE AOKTOPCKa NMPOorpama no XyMaHUTapHM
HayKku.

B aptucTMyHaTa cv npakTuka Toi Cb3AaBa MHCTanaumu, 6asmpaxmn
Ha apXMBHUM 1 eTHOrpadCKM M3CeABaHNA, U3CNeABalikM
npeceyHnTe TOUKN MEXAY NPOCTPaHCTBa, MaTepuanHa KyTypa,
ncropua 1 ncvxonoruna. Tolr pabotu Bbpxy Anceptauma 3a
ekcnepuMeHTanHu

N MHTEPAMCUMNAVMHAPHW NPaKTUKK B M3KYCTBOTO W HaykaTa Ha 20-
M BeK.

https://julianc.com

Aou,. a-p Jinnna TonysoB.a e 13ciefoBates, Npodecop

MO UCTOPWA W AMPEKTOP Ha Nporpamata 3a KOMyHUKauma B
YHugepcuteTa Ha TopoHTo. OT 2003, KaTo UCTOPUK 1 PEXMCHOP
Ha ZOKyMEHTaNHW GVAMK, TA NPoyYBa AeTaliiHO MCTOpUATA Ha
6barapckns IYJ1Al, paboTelikv ¢ MHOXECTBO apXUBW 1 Ha TepeH

C o4eBMALM. HayuHuTe 11 cTatmm ca nybankyBaHu B American
Historical Review, Gender & History, Routledge Handbook of
Memory and Place, Journal of Visual Literacy, Encyclopedia

of Transitional Justice. Ta cbLlo e. 1 aBTOp Ha CLeHapunTe Ha
LOKyMeHTanHuTe uamu “MpobaemsT ¢ koMapute 1 apyrute
ncropumn” (2007) n “CatypHua” (2012).

Krasimira Butseva is a visual arts, researcher and lecturer

at the University of the Arts London (LCC). In her work, she
investigates political violence, trauma and history, in the context
of the communist regime of Bulgaria, through the mediums of
photography, video, sound and installation. She has been awarded



the BAZA award for contemporary art (2022), and has been a
recipient of an artist fellowship at the Akademie Schloss Solitude
(2021); she has also been a part of solo and group exhibitions in
Bulgaria, United Kingdom, China, Serbia and South Africa.
https://krasimirabutseva.co.uk

Julian Chehirian is a multi-media artist and a PhD candidate in
the History of Science at Princeton University and a Fellow in its
Interdisciplinary Doctoral Program in the Humanities.

In his art practice, he creates installations based on archival and
ethnographic studies, whilst exploring the intersections between
spaces, material culture, history and psychology. His dissertation
project examines spaces of visual production that have functioned
as sites of knowledge making and interdisciplinary research across
the 20th-century arts and sciences.

https://julianc.com

Dr Lilia Topouzova is a historian, professor and director of the
communications programme at the University of Toronto. Since
2003, as a historian and director of documentary films, she has
studied in detail the history of the Bulgarian gulag, working with
a number of survivors. Her research and academic writing has
been published in American Historical Review, Gender & History,
Routledge Handbook of Memory and Place, Journal of Visual
Literacy, Encyclopedia of Transitional Justice. Alongside she is also
the scriptwriter of the documentary films “The Mosquito problem
and other stories” (2007) and “Saturnia” (2012).

Kpacumup Tep3ueB e poseH npe3 1969. Xupee v pabotv B
Codua. Tolt e MHTEPANCUMIAMHAPEH XYAOXHVK U 13CneaoBaTes,
umnATo pabora obxBalla pPa3NnNUHK MEeAUK, KaTo BUAEO/DUAM,
doTorpadua, KMBONUC/PUCYHKa W TEKCT, MOCTaBANKM MOA
BBMPOC MPaHNULmTE MEXAY PeanHoCT 1 GukLms. Mima aokTopcka
cteneH no KyntypHa aHTpononorma ot Copunckma yHuBepcuteT
(2012) 1 marmcTbpCKa CTeneH No XnBOMUC OT HalmoHanHata
xynoxectseHa akagemua, Codua (1997). YneH Ha MICN-Codus.
Herosw camoctoaTenHn nsnoxeow ca: ,Jloiaox 3a kpaTko Ha ToBa
MAcTo. HabntozasaM ro kak ce ABWXW. [nesam kak ce Tpece;,
ranepus ,MyHTa’, Codua (2023); BiosPolis (c KanmHa Ammmntposa),
Station Contemporary, bpatvcnasa (2022); ,PekoHCTpyKUmMn Ha
npeactoawoto’, ranepua Ctpyktypa, Copua (2022); ,KotkaTta Ha
WpboanHrep” (c Xenko Tep3wnes), ranepua Matoc 359, Codusa
(2021); ,Hos cseToBEH pea’, ranepua CtpykTtypa, Codua (2020);
,Future Unforgettable”, Versus Art Project, ctanbyn (2019);
,BTperyeHn obpasn’, Capunes KoHtemnopapw, MNnosavs (2018).
Mpes 2011 nonyyasa Harpaaata 3a CbBpeMeHHO Bbarapcko
n3kycTeo ,Unlimited”, a npe3 2007 — Harpaaarta Ha layaeHy, Pyd
3a HOBO 6b/rapcko m3kycTBO. TBOpPOUTE My Ca YacT OT KoneKumuTe
Ha Centre Pompidou/MNAM; Arteast 2000+ Collection, Moderna
Galerija ltobnsHa; Art Collection Telekom; Coduiicka rpaacka
XyaoxectseHa ranepus; Kunstsammlung Hypovereinsbank;
konekumsa Gaudenz B. Ruf; Aptnpoaxext [leno; konekums [aHa v
['eopru BolHos, 1 4p.

https://terziev.info

Krassimir Terziev was born in 1969. He lives and works in Sofia.
He is an interdisciplinary artist and researcher whose work spans

a diversity of media, including video/film, photography, painting/
drawing, and text, questioning the boundaries between reality

and fiction, while exploring the manifold transitions and tensions
between a globalized world, dominated by overwhelming
multiplicity of symbolic imagery, and its material groundings in
technological, physical and human ‘hardware’. He holds a Ph.D.

in Cultural Anthropology from Sofia University (2012) and an MA
degree in Painting from the National Academy of Arts, Sofia (1997),
lecturing in both institutions since 2012. Member of ICA-Sofia.

His exhibitions include: “I Come Briefly to this Place. | Watch it
Move. | Watch it Shake, Punta gallery”, Sofia (2023); BiosPolis

(with Kalina Dimitrova), Station Contemporary, Bratislava (2022);
“Reconstructions of the forthcoming”, Structura Gallery, Sofia (2022);
“Schroedinger’s Cat’, (with Jelko Terziev), Plus 359 Gallery, Sofia
(2021); "New World Order", Structura Gallery, Sofia (2020); “Future
Unforgettable”, Versus Art Project, Istanbul (2019); “Images Staring

at Images’, Sariev Contemporary, Plovdiv, Bulgaria (2018); His work
is part of the collections of Centre Pompidou/MNAM; Arteast
2000+ Collection, Moderna Galerija Ljubljana; Sofia City Art Gallery;
Art Collection Telekom; Kunstsammlung HypoVereinsbank; Gaudenz
B. Ruf Collection; Art Project Depot; Dana and Georgi Voynov
Collection among others.

https://terziev.info

JNepa Eknmosa e pogeHa npes 1980. Xusee B Copua. 3aBbpLuBa
Matematnyeckata rmmHasuna B [aeseH npes 1999 1 HaumoHanHara
XyLoxeCTBeHa akasemuma npes 2004 cbe cneupnanHoct ,MoaeH
M3aiiH". TA e CboCHOBaTeN Ha capyeHwe ,Ecknmo’, ocHosaten

Ha ranepwsa ,[uctonet” U Ha MoaHaTa mMHWA ,Yalika”. Pabotu B
pa3Ho0bpa3HN MeANK, KaTo PUCYHKa, 0DEKT, BUAEO, MHCTanaLms,
MbpPOPMaHC, cUTyaLus, 3ByK v Ap. TBOPUECTBOTO 1 e KOMOWHaLmS
OT MpaYeH MHGAHTUAMIBM W AeKopaLms CbC CYOKYNTYPEH NPWMBKYC.
YuacTBa (3aeAHO cbC CTaHMMMp eHoB) B bbarapcku nasmanoH B
MpasxkoTo kBaspueHane ¢ ,fonem” (2019). M3nox6u: ,CnoHTaHHK
BPb3KM MEX/Y HECBbP3aHW ABNEHUA" - U310X0a Ha HoCUTeNnTe
Ha Harpagata BA3A 2008-2021, ranepua Ctpyktypa, Codpua (2022);
,[10- nctHckn ot peanHocTTa’, ranepua Ctpyktypa, Codua (2027);.
Hocuten Ha Harpaan: BA3A (2012), Niutepatypa Short Trek -
KOHKypC 3a ApamaTtypris oneact, RFI Sofia, Art Hostel Sofia (2003),
Max Mara 3a mnaa ansariHep (2001).

http://www.ledaekimova.com

Leda Ekimova was born in 1980 and currently living in Sofia. She
graduated from the Mathematics Gimnasium, Pleven, in 1999 and
the National Art Academy, Sofia, in 2004 with a BA in Fashion. She
is a co-founder of Eskimo Association for Contemporary Art and
Culture, founder of the Pistolet Gallery and the Chaika fashion

line. Leda Ekimova works in diverse media like drawing, object,
video, installation, performance, situation, sound, etc. Her art is a
combination of dark infantilism and decoration with subcultural
taste. She took part (with Stanimir Genov) in the Bulgarian pavilion
at the 2019 Prague Quadrennial of Performance Design and Space
with ,Golem” (2019). Her exhibitions include: “More real then reality”,
Structura Gallery (2027); “Spontaneous connections between
unrelated phenomena” - exhibition of the 2008-2021 BAZA award
winners, Structura Gallery, Sofia (2022). She has won various
awards including BAZA Award for Contemporary Art, Sofia (2012);
Literature Short Trek — oneact playwriting competition; RFI Sofia, Art
Hostel Sofia (2003); Max Mara Young Designer Award (2001).
http://www.ledaekimova.com

NMroamuna MunaHoBa e pogeHa npes 1979. Xueee 1 pabot B
KbonH, lepmanus. 3aBbpluBa MeaWiiHa Teopus B YHMBEPCUTETA B
KbOnH v BK3yanHO M3KyCTBO B AKaaeMuATa 3a M3KyCTBa. ABTOpKaTa
Ce 3aHMMaBa C NPUPOAHWM ABNEHWA 1 eCTeCTBEHa MaTepws, 1
TAXHOTO MaHMNyaMpaHe Ypes TexHonorna. Pabotu ¢ eprmepHn
MaTepuanu Kato Mbra, obnauy, ceetTimHa. Cb3Aasa BUAEO
MHCTanaumn, KMHETUYHM 06ekTH, dpoTorpadus, pabotn v B obnactta
Ha cueHorpaduaTa W xopeorpadusra. Hakom oT no-BaxHwuTe i
CaMOCTOATENHM M3ABM Ca: ,KaTo oun, KaTo ycTa, Kato NTULM, KaTo
cnbHUE", Tpaacka xyaoxectseHa ranepua ,bopuc leoprvies”, BapHa
(2021); ,MomeHTV Ha kpaTbk HanaHc", Little Bird Gallery, Copua
(2021); ,Tpabea Aa ce HayuMM Aa BbpBUM B Kpbr', Artothek, KbonH
(2021); ,CnbHua", Matjo, Keonh, (2018); "AGENS’, Fuhrwerkswaage,
KboaH (2017); "AER”, Kunsthaus Rhenania, KbonH (2016). YyacTsa

B rpynoBu 13noxowm kato: ,CBeTtT BbB Bb3Ayxa’, Kunstmuseum
Bonn (2022); ,VIHcueHnpaHe Ha normeaa’, Kunsthaus NRW,
Kornelimtnster (2021); "And Inside There Is Nothing But A Heart’,
Arko Art Center, Ceyn (2020).

http://lucymilanova.com

Lyudmila Milanova was born in 1979. She lives and works in
Cologne, Germany. She studied media theory at the University of
Cologne, then visual art at the Academy of Arts. The artist deals
with natural phenomena and natural matter and their manipulation
through technology. She works with ephemeral materials such as
fog, clouds, light. She creates video installations, kinetic objects,
photography. She works as set design and a choreographe for

dance performances. Some of her more important solo exhibitions
are ,Like Eyes, Like Mouths, Like Birds, Like Sun’, City Art Gallery
"Boris Georgiev” Varna, Bulgaria (2021); ,Moments of Brief
Balance’, Little Bird Gallery, Sofia (2021); ,We Must Learn to Go in
Circles,” Artothek Koln (2021); ,Suns,” Matjo, Koln (2018); ,AGENS,’
Fuhrwerkswaage, KoIn (2017); ,AER," Kunsthaus Rhenania, KoIn
(2016). Some of her group shows include ,The World in the Air”,
Kunstmuseum Bonn (2022); ,Staging the Gaze”, Kunsthaus NRW,
Kornelimunster (2021); ,And Inside There Is Nothing But A Heart",
Arko Art Center, Seoul (2020).

http://lucymilanova.com

MapTuHa BaueBa e posera npes 1988. 3asbplimna e
HauvioHanHata xygoxecteeHa akagemus B Codua, cneumanHoct
,KHura v neyatHa rpaduka”. Mpes 2012 cneumannsvpa B
narocTpatopckms knac Ha Feopr bap6bp (ATAK) B YHuBEpcuTeTa
No AM3aiH W M3ALWHM 13KyCTBa bypr MMbuxeHLaliH B Xane,
FepMaHus. YuacTBa B MeXAyHapoAHM M3N0X6u: “See Me

Moving Placeless”, XynoxecteHa konekums Telekom, My3elt

3a CbBpemeHHo m3kycTso, Ckonwe (2021); “Diversity United —
Contemporary European Art’, metyBatla nsnoxba, Temnenxod,
bepaunn (2021); Hosa TpeTtakoscka ranepua, Mocksa (2021);
3ambkbT Ujazdowski, Baplasa (2020); “Keeping the Balance”,
npou3sseaeHns ot Art Collection Telekom, Museum Ludwig,
Bynaneua (2020); ,Baywatch’, KVOST, bepaun (2018); "Dias de
Romance” Centro Cultural Recoleta, byeHoc Alipec (2018); “Crack
up — Crack down”. Hakou ot camoctoaTenHuTe i n3noxom ca:
“Circle Pit", Capnes KoHtemnopapw, Mnosams (2021); ,Cekcbt

W rpaabT’, HCTUTYT 3a CbBpeMeHHO 13kycTso, Codua (2020);
,KOPEHWM / Roots / Wurzeln”, My3eit ®onksaHr, EceH, l'epmanms
(2019); ,Kan", Capwes KoHtemnopapw, Mnosams (2018); ,Sereality”,
Capvies Kontemnopapw, Mnosams (2016). Bayesa yyactsa B
33-10 /ltobnsaHa bueHane Ha rpaduunmte nskycrea ,Crack Up —
Crack Down". HeltHn TBOp6M Ca B KonekumumTte Ha: Art Collection
Telekom, 6ubavotekata Ha My3eit MeTponoanTsbH, Hio MopK,
Gaudenz B. Ruf collection, Ltopux, Buera, My3eit @onksaHr, EceH,
EVN Collection. Hocutenka Ha Harpagata bA3A 3a 2017.
https://martinavacheva.com

Martina Vacheva was born 1988. She graduated from the National
Academy of Arts in Sofia, majoring in Book, lllustration, Printed
Graphics. in 2012 she specialized in the illustrator’s class of Georg
Barber (ATAK) at the Burg Giebichenstein University of Art and
Design Halle, Germany. She participated in international shows

as: See Me Moving Placeless, from the Art Collection Telekom,
Museum of Contemporary Art Skopje (2021); “Diversity United —
Contemporary European Art’, traveling exhibition, Tempelhof, Berlin
(2021); New Tretyakov Gallery, Moscow (2021); “Crack up — Crack
down” Ujazdowski Castle, Warsaw (2020); Keeping the Balance,
works from Art Collection Telekom, Museum Ludwig, Budapest
(2020); "Baywatch”, KVOST, Berlin (2018); “Dias de Romance” Centro
Cultural Recoleta, Buenos Aires, (2018). Her solo shows are: “Circle
Pit", Sariev Contemporary, Plovdiv, Bulgaria (2021); “The Sex and
the city”, Institute of Contemporary Art, Sofia (2020); "KOPEHW /
Roots / Wurzeln”, Museum Folkwang, Essen, Germany (2019); “Mud”
Sariev Contemporary, Plovdiv, Bulgaria (2018); "Sereality”, Sariev
Contemporary, Plovdiv, Bulgaria (2016). Vacheva took part in 33rd
Ljubljana Biennial of Graphic Arts “Crack Up — Crack Down". Her
works are in the collections of Art Collection Telekom, Metropolitan
Museum library collection, New York, Gaudenz B. Ruf collection,
Zurich, Vienna, and Museum Folkwang, Essen, EVN Collection. The
2017 BAZA award winner.

https.//martinavacheva.com

Hapexpaa Oner Jlaxosa poseHa e npes 1960. T4 e aBTop Ha
BUZeEa, MHCTanauuy, akumm, obekTu. V13non3ea xaptus, namapuHa,
NUPOHW, MbXWLW, CanyH, NACHK, e, ChaZlones, 3axapeH namyk,
dotoanapar v kamepa. Cpes No-BaxkHUTE 1 CAMOCTOATENHM
n3nox6m ca: ,Ha kyxHeHckata maca’, Little Bird Place, Codus (2020);
Kak cn?’, ranepwma Crpyktypa, Codus (2019); ,Ctrl Z', ranepus
Apocuta, Codua (2016); ,Pamkn’, Codpuiicka rpascka XyaoxecTseHa

ranepus (2013); ,exo ncropum’, Cknaaa, Codus (2011); ,MnobanHo

N ABATOCPOYHO cuTyaumsTa e nonoxutenHa’, Copuiicka rpaacka
xynoxectseHa ranepua (2009); ,YmepeH ontmmsbm’, ya. 6- 1
centemsput N2 9, Codua (2008); Haagexaa Oner Jlaxosa, LieHTbp

3a CbBPEMEHHO M3KyCTBO, MaHueBo, Cbpbua (2008); ,Coduiickm
nbBoBe”, Artists’ Association fabs, Bapwasa (2006) 1 boTe-
nHctuTyT, Codua (2005); Vanitas’, My3eit Ha 13KyCTBOTO, Mokoxama,
Anonna (2004). Mpes 2009 nevenn Harpazata layseHy, b. Pyd.

Nadezhda Oleg Lyahova was born in 1960. She is author of
videos, installations, actions, objects. She works with paper,

tin, nails, spoons, soap, sand, ice, ice cream, cotton candy. In

the recent years she uses camera as her main tool. Her more
important solo exhibitions are: “On the kitchen table’, Little Bird
Place, Sofia (2020); "How are you?”, Structura Gallery, Sofia (2019);
"Ctrl+Z", Arosita Gallery, Sofia (2016); “Frames”, Sofia City Art
Gallery (2013); ,eco stories”, The Warehouse, Sofia (2011); ,Globally
and long term the situation is positive”, Sofia City Art Gallery
(2009); ,Moderate optimism’, ul. 6 September No. 9, Sofia (2008);
Nadezhda Oleg Lyahova, Centre for Contemporary Art, Pancevo,
Serbia (2008); ,Sofia Lions”, Artists’ Association fabs, Warsaw
(2006) and Goethe-Institut, Sofia (2005); ,Vanitas”’, Yokohama
Museum of Art, Yokohama, Japan (2004). In 2009 she won the
Gaudenz B. Ruff prize.

Hepko Conakos e poger npes 1957. Ynen Ha NCK-Codu.
Herosu pabotu ca nokaseaHu Ha Aperto'93 (bveHane BbB
BeHeuus); Ha 48-mo0, 49-10, 50-10 1 52-T0 breHane BbB BeHeuus;
Ha 3-10, 4-10 1 9-T0 brieHane B Mctanbyn; Cao Maono'94; Ha
MaHwndecra 1, Potepaam; Ha 2-10 1 4-10 brueHane B yaHraxoy; Ha
5-10 brieHane 8 /InoH; Ha Sonsbeek 9 B ApHxem; Ha 4-To 1 5-To
Buenane B LletvHe; Ha 1-To Buenane B Jlyax; Ha 7-T0 Buerane B
Wappaxa; Ha 3-10 breHane B TupaHa; Ha 2-10 bueHane B CeBung;
Ha 2-T0 breHane B Mockea; Ha [lokymeHTa 12; Ha 16-T0 buerane
B CnaHw; Ha Prospect 1, BueHane B Hto OpanbHC 1 Ha bueHaneto
8 Cunranyp, 2011, Ha JokymenTa 13; TpreHaneto B KatmaHay w1
1-T0 MexayHapoaHo bueHane 3a CbBpPeMEHHO 13KycTBO B Pura.
CamocTtoarenHn nsnoxou: Myseit Wuaao, Jincabow; Stichting De
Appel, Amctepaam; CCA Kutaktowy, Pykyoka AnoHus; HaumoHaneH
My3ei LleHTbp Ha m3kycTeata ,Kpanmua Codua’, Maapua;
Vapaenckuat myseld, Mepycannm; LienTbp Ha uskyceara ,CanTa
Monwuka“, bapcenona; Kunsthaus, Litopwx, LLseiuapws; Castello

di Rivoli, Pusonun, Utanus; Coduiicka rpaacka xyaokecTBeHa
ranepus, Codus; Fanepuna boprese, Pum; Salzburger Kunstverein,
3anubypr; BOZAR, bprokcen; VIHCTUTYT 3a CbBPEMEHHO W3KyCTBO
— Codus; La Panacee, MoHneawve; Myaawm, Jlrokcembypr; MAXXI —
HaupoHaneH My3elt Ha M3kycTBOTO Ha 21 Bek, Pum. Mpe3 2003-
2005 camocToatenHata My n3noxba ‘A 12 1/3 (and even more)
Year Survey” 6e npeactaBeHa B KasmHo Jlokcembypr; Rooseum,
Manwmbo, Weeums n O.K Centrum, JinHw, Aectpusa. Mpe3 2008-
2009 n3noxbata My ,Emotions” 6e nokazaHa 8 Kunstmuseum
boH, Mepmarns; Kunstmuseum Cs. ManeH, LWeeruapus v B Institut
Mathildenhoehe, lapmuuat, Ffepmarns. Mpe3 2011-2012 HerosaTa
Hali-ronsimMa focera peTpocnektiea ‘All in Order, with Exceptions”
e npesctaBeHa B lkon Gallery, BupmuHram, Anvrmsa; Fondazione
Galleria Civica, TpeHTto, Utanuns; SSM.A K, TeHt, benrns; n Fundagéo
de Serralves, Mopto, Moptyranva. Herosn pabotv nputexasat Haz,
50 MeXAYHaPOAHW My3eliHW 1 NyBAMYHM YaCTHM KONeKLMK, CPes
KouTo Tean Ha: MoMA, Hio Mopk; Tate Modern, SloraoH v Centre
Pompidou, Mapnx.

www.nedkosolakov.net

Nedko Solakov was born in 1957. Member of ICA-Sofia. His work
was featured in Aperto'93 (Venice Biennial); the 48th, 49th, 50th
and 52nd Venice Biennial; the 3rd, 4th and 9th Istanbul Biennial;
Sdo Paulo'94; Manifesta 1, Rotterdam; the 2nd and 4th Gwangju
Biennial; the 5th Lyon Biennial; Sonsbeek 9, Arnhem; the 4th

and 5th Cetinje Biennial; the Ist Lodz Biennial; the 7th Sharjah
Biennial, United Arab Emirates; the 3rd Tirana Biennial; the 2nd
Seville Biennial; the 2nd Moscow Biennial; documenta 12; 16th
Sydney Biennial; Prospect 1, New Orleans Biennial; Singapore
Biennial 2011, dOCUMENTA (13); Kathmandu Triennale; 1st Riga
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International Biennial for Contemporary Art and Lahore Biennale
2. He had solo shows at Museu do Chiado, Lisbon; Stichting

De Appel, Amsterdam; CCA Kitakyushu, Japan; Museo Nacional
Centro de Arte "Reina Sofia”, Madrid; The Israel Museum,
Jerusalem; Centre d’Art “Santa Monica”, Barcelona; Kunsthaus
Zurich; Castello di Rivoli, Rivoli; Sofia City Art Gallery; Galleria
Borghese, Rome; Salzburger Kunstverein, Salzburg; BOZAR,
Brussels; ICA Sofia, La Panacee, Montpellier, Mudam Luxembourg,
Musée dArt Moderne Grand-Duc Jean, and MAXXI - National
Museum of 21st Century Art, Rome. In 2003-2005 an extensive
mid-career ,A 12 1/3 (and even more) Year Survey” was presented
at Casino Luxembourg; Rooseum Malmoe and O.K Centrum

Linz. In 2008-2009 the “Emotions” solo project was exhibited

at: Kunstmuseum Bonn, Germany; Kunstmuseum St. Gallen,
Switzerland, and Institut Mathildenhoehe, Darmstadt, Germany.
In 2011-2012 his retrospective “All in Order, with Exceptions” was
presented at Ikon Gallery, Birmingham, England; Fondazione
Galleria Civica Trento, ltaly; S.M.AK., Ghent, Belgium and
Fundacdo de Serralves, Porto, Portugal. His works belong to more
than fifty international museums and public collections, among
them are: MoMA, New York; Tate Modern, London and Center
Pompidou, Paris.

www.nedkosolakov.net

ninavale (HUHA KoBaueBa n BaneHTnH CreaHoB) X1BeAT U1
pabotat B Mapux 1 8 Codus. 3aeZHO B NPOABAXKEHNE HA HAKOIKO
JleceTneTnsa Te Cb34aBaT KakTo MHAVBWAYaNHW, Taka U CbBMECTHM
npownsBeseHns. PabotuTte 1M: MHCTanaLmmM 3a KOHKPETHM MecTa,
BWAEO MHCTaNaLmMu, BUAEO M apT 00eKT, Ca YecTo npeaHasHaueHu
3a hacaam Ha My3eu, OBLLECTBEHM Crpaav v APy MyBanYHM
npoCTpaHcTBa.

Npow3BezeHuWATa Ha ninavale ca NnokasaHw B ranepum 1 My3eu
kato: MAMC, Saint Etienne; MAMCS, Crpactypr; MNAC, bykypeLl,
HXT, Copus; CIXI, Codua; SAMCA, Codua; MOCA Taiine;

Zendai MoMA, lWLaHxalt; HaupoHanHa XyaoxecrseHa Akaaemus,
Codus; Zona-Center for Arts, Chelsea, Hio I7lop|<; +359 lanepwus,
Codwus; Nuit Blanche, Mapwx; National Museum, Mo3HaH; Jeju
Museum of Art, FOxHa Kopes; MoCAB, benrpas; HaupoHanHata
XynoxectseHa anepws, Ckonve; MOMus, ConyH; Esterhazy
Foundation Contemporary; Kunsthalle Hannover; KULTUM, lpaL,
Asctpua, ranepuna Ctpyktypa, Copua v Ap. 3a BUAEO MHCTanaumaTta
"In the Out” npe3 2002 roavHa Nonyyasar roAnLIHaTa Harpasa Ha
FOHECKO 3a passuTrie Ha M3KyCTBOTO.

https://www.ninavale.com/

ninavale (NINA Kovacheva and Valentin Stefanoff) live and
work in Paris and Sofia. Together, for several decades, they have
created both individual and collaborative works. Their works - site-
specific installations, video installations, video and art objects are
often designed for facades of museums, public buildings and other
public spaces.

ninavale's works are displayed in various galleries and museums
such as: MAMC, Saint Etienne; MAMCS, Strasbourg; MNAC,
Bucharest; NHG, Sofia; SGHG, Sofia; SAMCA, Sofia; MOCA Taipei;
Zendai MoMA, Shanghai; National Academy of Arts, Sofia;
Zona-Center for Arts, Chelsea, New York; +359 Gallery, Sofia;

Nuit Blanche, Paris; National Museum, Poznan; Jeju Museum of
Art, South Korea; MoCAB, Belgrade; National Art Gallery, Skopje;
MOMus, Thessaloniki; Esterhazy Foundation Contemporary;
Kunsthalle Hannover; KULTUM, Graz, Structura Gallery, Sofia etc. For
the video installation ,In the Out” in 2002 they received the annual
UNESCO award for art development.

https://www.ninavale.com/

MpaBponto6 NBaHoB e poseH npe3 1964. Tolh e AOKTOP Ha
M3KyCTBaTa KbM HaumoHanHa XyaoxecTseHa akagemns, Copua
(2015). YneH Ha MICN — Codua. MBaHOB e yyacTBan B MHOTO
MeXAyHapoaHu n3nox6bu kato: “Double Up', Hos My3el4,
HropHbepr, lepmanmsa (2022); “The Restless Earth”, Fondazione
N. Trussardi 1 Fondazione Triennale di Milano (2017); “Symptoms
of Society”, My3esT Ha u3kycTBoTO B ['yaHayH, Kutaii (2017); “The

Travellers. Voyage and Migration in New Art from Central and
Eastern Europe”, 3axeta — HaumoHanHa ranepus Ha 13kycrsara,
Bapuwasa (2016); “Sport in Art, Museum of Contemporary Art’,
Kpakos, Monwa (2012); “Who Killed the Painting?” , works from Block
Collection, Hos My3zeii, HiopH6epr, lepmanusa (2009); ,No New
Thing Under the Sun’, Kpancka akagemua no nskycrsara, JIOHAOH
(2011); “L' Europe en devenir”, LLiBeLapcku KynTypeH LeHTbp,
Mapwx (2007). MocnesHaTa My camoctosTenHa u3noxba “Xunsorst
Ha ApyruTe e HAKak 1 No-neceH” e B My3es 3a CbBPeEMeHHO
n3kyctBO "ApceHan” B banmcrok, Monwa. Yuactsan e B creaHute
6ueraneta: Manifesta 14, MpuwmHa, (2022); 52-po BeHeupmaHcko
6uerane (2007); 4-1o bepanHcko bueHane (2006); 14-To bueHane
Cuann, Asctpanns (2004); Manndecta 3, NitobasHa (2000); 4-1o
Wcranbyncko bueHane (1995). Pabotute Ha I1. MBaHoB ca yacT ot
ny6amyHnTe konekumm Ha Neues Museum, Nurnberg; Museum
ARTER, Istanbul; Museum Arsenal, Bialystok; EIBank, /ltokcembypr;
Kontakt-Collection, Asctpus; Art Collection Telekom, l'epmanus;
Coduiicka rpasacka xyaoXeCTBeHa ranepusa n apyru.
https://www.pravdo.com

Pravdoliub lvanov was born in 1964. He holds a Ph.D. in Fine Arts
from the National Academy of Arts, Sofia (2015). Member of ICA-
Sofia. lvanov participated in many international shows as: Double
Up, Neues Museum, Nurnberg, Germany (2022), The Restless Earth,
Fondazione N. Trussardi, and Fondazione Triennale di Milano (2017);
Symptoms of Society, The Guangdong Museum of Art, China (2017);
The Travellers. Voyage and Migration in New Art from Central and
Eastern Europe, Zacheta-National Gallery of Art, Warsaw (2016);
Sport in Art, Museum of Contemporary Art in Krakow, Poland
(2012); Who Killed the Painting?, works from Block Collection, Neues
Museum, Nuremberg, Germany (2009); No New Thing Under the
Sun, Royal Academy of Arts, London (2011); L' Europe en devenir,
Centre Culturel Suisse, Paris (2007). His latest solo exhibition, ,The
Life of Others is Somehow Easier” was shown in the Museum of
Contemporary Art "Arsenal’, Bialystok, Poland. Ivanov took part

in the following biennials: Manifesta 14, Pristina (2022); 52nd

Venice Biennial, Italy (2007); 4th Berlin Biennial (2006); 14th Sydney
Biennial, Australia (2004); 3rd Manifesta, Ljubljana (2000); 4th
Istanbul Biennial (1995). Ilvanov's works are part of public collections
as Neues Museum, Nurnberg; Museum ARTER, Istanbul; Museum
Arsenal, Bialystok, Poland; EIBank, Luxembourg; Kontakt-Collection,
Austria; Art Collection Telekom, Germany; Erste Bank Collection,
Austria; Sofia City Art Gallery, and others.

https://www.pravdo.com

Papoctun CegeBueB e poseH npe3 1988. 3aBbpLuBa
HakanaBbpcka U MarncTbpcka creneH 8 HauyoHanHara
XyAOXeCTBeHa akazemus, cneupmanHoct CteHonmc. 3asbpluBa
obpa3oBatesiHaTa NporpaMa 3a Maaan XyAoxH1umM ,bavskm
cpely — BM3yanHn Ananosm schooldartists” Ha MICW-Codua (2017).
Mpe3 2018 npnaobresa 0bpazoBaTeNHO HayyHa cTeneH JokTop.
Cneupannsmpa B13yanHn M3KyCTea B yHm1BepcuTeTa [MHAOP B
Yenc, Kakto v B AkaZemuaTta 3a U3ALLHW 13KyCTBa B [pe3zeH.
OcHoBHa TeMa B paboTaTa My e nameTTa v 13cnesBaHeTo Ha
MWHaNOTO Ype3 HamepeHn 06eKTH, CHUMKM U AOKYMeHTV Npe3
TAXHOTO NPEOCMUCAAHE B HACTOALLETO. HeroBm camocToATeNHN
M310X6M ca: , TO3M UMCT CBAT Ce paxza v ymmpa, 6e3 Aa ocTass
rpobHMLM”, HaumoHanHa ranepus Keaapat 500, Codua (2021);
,Hwvto Beuer HWTO NpexoaeH”, ranepua ,Heerz Tooya” Beavko
TvpHoBO, brarapua (2019); ,Mpucbcrsallo otcberare”, HCTUTYT 3a
CbBPeMeEHHO 13kycTBo — Codua (2018); ,Henpeasnammo mnHano”
ranepwva Backa Emanynnosa, Codua (2017). Herosu nHctanaumm
ca noka3ssaHu B: Copuincka rpascka XyAoxecTBeHa ranepws,
My6anuHata 6ubanoteka B rpad HuHroo, Kutaii, ranepumara Ha
AkasemuaTa 3a u3ALLHW M3kycTea B [pesaeH, ranepwa Credo
Bonum, vote-uHctuTyT bbarapus, ranepua Ctpyktypa, Codus.
HomuHmpaH 3a Harpagata BA3A 3a 2019. Ynen Ha NCN-Codu.
https://radostinsedevchev.net/

Radostin Sedevchev was born in 1988. He works and lives in Sofia.
Radostin holds a bachelors and a master degree in Mural painting
from the National Academy of Art, Sofia. Graduated from the

educational program for young artists ,Close Encounters - visual
dialogues school4artists” of ICA-Sofia, (2017). In 2018 acquires a PhD
in visual arts. He specialises in the university of Gwlindwr, Wales and
in the HfBK Dresden. One of the main topics of his work is memory
and the exploration of the past through found objects, photographs
and documents and their new interpretation in the present. His solo
exhibitions include: ,This clear-cut world died without leaving behind
it a charnel house”, National Gallery, "Kvadrat 500", Sofia (2021);
,Neither eternal nor transient’, Heerz Tooya gallery, Veliko Tarnovo,
Bulgaria (2019); “Present absence”’, ICA-Sofia (2018); “Unforeseeable
past’, Vaska Emanuilova gallery, Sofia (2017). His installations were
shown in: Sofia City Art Gallery, Ningbo Public Library China, HfBK
Gallery Dresden, Credo Bonum Gallery, Geothe-Institute Bulgaria,
Strucutura Gallery, Sofia. Nominated for BAZA Award 2019. Member
of ICA-Sofia.

https://radostinsedevchev.net/

Codua NpbHUapoBa e pozeHa npe3 1994. 3asbpLuBa
Bakanasbpcka CTerneH no U3AWHKM 13kycTea B ESAM (Ecole
Supérieure d'’Arts et Médias) B KaaH, ®paHups, 2016, v cnessa
marnctparypa B Luca School of Arts, bprokcen, 2020. NHTepecyBa
ce OT GYHKLMOHMPAHETO Ha 0bpaswuTe B MONynapHaTa KyTypa,
MeaunTe WAK APYTW BMAOBE COLMANHO Pa3npoCcTpaHeHue, cnes
KaTo 3arybAT KOHTEKCTa CW Ha Ba/MAHOCT - KOraTo NOCNaHWETO Ha
0bpasa e oT4eneHo OT OCHOBHaTa My 3adava. EkcnepvmverTipa

C Ha4MHUTE Ha NPEHOC Ha MHPOPMaLIMA OT eAnH 0BEKT KbM

Apyr. V13n0n3Ba pasnnuHm XyL0XeCTBEHM XEeCTOBe KaTo: KHUMM,
doTorpadua, MHCTanaumm, MbpPopmMaHc 1 Ap., Hapea ¢ YoBELLKOTO
TANO, MOZAATa, TEKCTUABT M TaKTUHOTO Ca CbLUEeCTBEHa YacT OT
npoekTute 1. Cpea yuactmara i B 0OLWM 13noxou ca: MaHudecta
14, MpuwwmHa (2022); ,Hyx TpenTeHe Ha Kpuaa npes nposopeua’
ranepusa Ctpyktypa, Codua (2021); “Kodex (10)", [boTe MHCTUTYT,
Codus (2019); ,Bamskn cpeln, Schooldartists’, MHcTUTyT 3a
CbBpemMeHHO 13kycTeo - MCW, Codua (2017); ,Apt CtapT - Mnaam
XyAOXHMLM, KouTO fa cneamm npes 2018" ranepua Kpeao boHywm;
n3nox6a Ha HOMWHMPaHUTe 3a Harpada BA3A 2018; ,MpomeHn
me&npomeHam Te’, Fbote nHctutyT, Codua (2018); ,Coduma Apt byyk
®ebp’, dectnBan 3a nevarHu usgaHma, Copua (2017). MpbHUapoBa
€ HOMMHVPaHa 3a Harpajata bA3A 3a cbBpeMeHHO M3KyCTBO Mpe3
2018 n e ctnenamanTka 3a 2020 Ha HaumoHanHaTa ctmneHams “C
YCUNVA KbM 3BE3aMTE", KaTeropua BusyanHu 1nskyctsa, or GoHaaLmaA
KyntypHu nepcnektvsn’, 2020. YneH Ha MCU-Codua.
https://www.sophiagr.info

Sophia Grancharova was born in 1994. She graduated with a BA
in Fine Arts at ESAM (Ecole Supérieure d’Arts et Médias) in Caen,
France, 2016 and holds a Master’s degree from the Luca School of
Arts, Brussels, 2020. She is interested in the functioning of images
in popular culture, media or other forms of social dissemination
once they lose their context of validity - when the message of

the image is separated from its main task. Experiments with ways
of transferring information from one object to another. Uses
various artistic gestures such as: books, photography, installations,
performance, etc. Along with the human body, fashion, textiles and
the tactile are an essential part of her projects. Her participation in
general exhibitions include: Manifesta 14, Prishtina (2022); “I heard
a flutter of wings at the window", Structura Gallery, Sofia (2021);
,Kodex (10)", Goethe Institute, Sofia (2019); “Close Encounters”,
Schooldartists, ICA, Sofia (2017); ,Art Start - Young Artists to Watch
in 2018", Credo Bonum Gallery; BAZA Award 2018 nominees
exhibition; ,Change Me & Change You", Goethe Institute, Sofia
(2018); "Sofia Art Book Fair”, Print Festival, Sofia (2017). She has
been nominated for the BAZA Award for contemporary art, 2018,
and holds the award and scholarship for visual arts from “Cultural
Perspectives Foundation”, 2020. Member of ICA-Sofia.
https.//www.sophiagr.info

CredaH Hukonaes e pozgeH npes 1970. Xuvsee 1 pabotn B
Mapwx n Codua. 3aBbpLuBa XyaoxecTseHa rMmHasug, MNapvxkara
akazZemua 3a U3ALLHW M3KYCTBa 1 YWHYecTbpckaTa Wkona no
n3KycTBa, Benvkobputanua. YneH Ha MC-Codua. Paborara

My € CbCPeAOoTOUeHa BbPXY MHOXECTBOTO TpaHChOPMaLMu

1 MPecMyaHma Mexay ToBa, KOeTO 3HaeM 3a npeameTuTe ot
eXe/HEBMETO, 1 TOBA, KOETO XYAOXHWMKBLT HM Kapa Aa NPeOCMUCANM,
KOraTo MMCWM 3a HoBaTa GOpMa W BU3WA, KOMTO BAara B TAX.

MNoa BM3yanHaTa NOBBPXHOCT Ha TBOPOUTE My MMa HapaT1B B
pa3BUTHE 3a COXKHUTE OTHOLLIEHMA, KOUTO XyAOXHUKET MMa C
XMBOTa U CMBPTTa, BDEMETO W MPOCTPAHCTBOTO, KOHCYMaTOPCTBOTO
1 OCHOBHWTE XXMTENCKM NOTPEOHOCTN. Herosum camoctoATenHu
n3noxowu ca: “STILL LIFE", ranepus Muwwen Pelin, Mapux (2022);

‘| dream | work | dream work”, ranepus Muwen Pelin, bprokcen
(2020); “Be Yourself No Matter What They Say”, ranepus Capues
KoHtemnopapw (2019); ,Bbpss npe3 NabupwHT, KOWTO e npasa
nnHng”, ranepua Capues KoHtemnopapw, Mnosaws (2017); );
,Bronze, sweat and tears’, ranepus Muwwen PeiH, bprokcen (2016);
,Bu3Hec, mogen, ckynntypa’, ranepusa Capvies KoHtemnopapw,
Mnosavs (2015); ,If Things Are Not As You Wish, Wish Them

As They Are’, ranepvs Muwen Peiin, Mapwx (2013); "Half-Life”,
ranepua Capwues KoHtemnopapw, Mnosavs (2013); ,Holy Spirit Rain
Down’, B LieHTbpa 3a CbBPEMEHHO M3KycTBO Les Eglises, Chelles,
®paHums (2010). Heroswm TBOPOM Ca yyacTBanm 1 B MHOrOOPOMHM
KONEKTMBHM M310X6M BbB Pparums, bearna, bvarapus v ap. Mpe3
2007 HwvikonaeB npeAcTassa bbarapua Ha BeHeumaHckoTo bueHane
(3aesHo ¢ MBaH Myaos v MpaBaontob VearHos). Chliara roAmnHa
ydactsa 1 B J/IMOHCKoTO brieHane, a npes 2004 — B brieraneTara

8 ['yaHraxoy, Kopes v UetnHe, YepHa lNopa (3a nocneaHoTo
nonyyaBa Harpadata 3a uskyctso Ha KOHECKO). Herosw pabotu ca
nokasBsaHu B apT nanoxenusta ArtBasel, FIAC, The Armory Show,
ARCO.

Stefan Nikolaev was born in 1970. He graduated from the Art
High School, the Paris Academy of Fine Arts and the Winchester
School of Art, United Kingdom. Member of ICA-Sofia. His work is
focused on the many transformations and intersections between
what we know about everyday objects and what the artist makes
us reconsider when we think about the new form and vision, he
puts into them. Beneath the visual surface of his works, there is

a narrative in development about the complex relationships the
artist has with life and death, time and space, consumerism and
the basic necessities of life. He has had numerous solo exhibitions
including: “STILL LIFE", Michel Rein Gallery, Paris (2022); "I dream

I work | dream work”, Michel Rein Gallery, Brussels (2020); “Be
Yourself No Matter What They Say”, Sariev Contemporary Gallery,
Plovdiv, Bulgaria (2019); ,Walking through a maze that is a straight
line", Sariev Contemporary Gallery, Plovdiv, Bulgaria (2017); ,Bronze,
sweat and tears”, Michel Rein, Brussels (2016); ,Business, model,
sculpture’, Sariev Contemporary Gallery, Plovdiv, Bulgaria (2015);
,f Things Are Not As You Wish, Wish Them As They Are”, Galerie
Michel Rein, Paris (2013); ,Half-Life", Sariev Contemporary Gallery,
Plovdiv, Bulgaria (2013); ,Holy Spirit Rain Down’, at Les Eglises
Centre for Contemporary Art, Chelles, France (2010). His works
have also participated in numerous collective exhibitions in France,
Belgium, Bulgaria, etc. In 2007, the artist was awarded the prize
for the best work in the field of art. Nikolaev represented Bulgaria
at the Venice Biennale (together with lvan Mudov and Pravdolyub
Ivanov). In the same year he participated in the Lyon Biennale,
and in 2004 - in the Biennales in Guangzhou, Korea and Cetinje,
Montenegro (for which he received the UNESCO Art Prize). His
works have been exhibited at ArtBasel, FIAC, The Armory Show,
ARCO.



