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Dear Ladies and Gentlemen,

It is a great pleasure for me that 2019 will be remembered
as the year in which Bulgaria returns to the La Biennale
di Venezia, currently the world’s most important platform
for the presentation of contemporary art, having been
established over 120 years ago.

After having proceeded all the way in identifying
the project to present our country at this edition of the
international exhibition, we hope to realise to the fullest
extent the important goals we have set ourselves with the
current participation of our country; namely, to popu-
larise the achievements of contemporary Bulgarian art,
to stimulate the mobility of artists and to guarantee the
sustainability of our national participation.

I am certain that professionals are also expecting
from the 58th International Art Exhibition of La Biennale
di Venezia a kind of analysis of the state of the visual arts
with regard to the art market, the mobility of collections
and artists, intercultural dimensions and the exchange of
experience.

I agree with many prominent specialists that con-
temporary art also plays, to a certain extent, the role of a
mirror of society and, in this mirror, the public sometimes
sees reflected things they do not like. I believe that the
Biennale Arte 2019 will help our society see itself freed
of the pressure of everyday life through the mirror of art,
and not only answer one of the most important questions
of our day—how we live—but also to consider how we
should like to live.

BOIL BANOV
Minister of Culture
of Republic of Bulgaria






YBarkaeMu 2ocnoxku u 2ocnoga,

3a MeH e uzkalouumenHo ygoBoacmBue, ue 2019-a wie
6bge 3anoMHeHa kamo zoguHama, 8 kosmo Bvazapus
ce 30Bpbwa Ha BeHeuuaHckomo 6ueHaAe 3a uzkycmBo
- Hau-BaxkHama 8 MomeHma cBemoBHa naamdopMa 3a
npegcmaBsaHemo Ha cvBpemeHHo u3zkycmBo, 3anovHaAa
cbwecmByBaHemo cu npegu noBeue om 120 2oguHu.

Caeg kamo u3BbpBsaxme ueaus nbm no onpegesiHe-
mo Ha npoekma, kolimo ga npegcmaBu cmpaHama Hu Ha
moBa u3zgaHue Ha MexkgyHapogHama u3aoxk6a, ocmaBa
ga cu nokeaaeM ga ce ocbwecmBsam B Hal-nbAHAO cmeneH
BarkHume ueau, koumo cme cu nocmaBuAu ¢ Hacmoswomo
yyacmue Had CmpaHama Hu: ga nonyAspusupaMe nocmu-
>keHusma Ha cvBpeMeHHomo 6vAzapcko uzkycmBo, ga
cmuMyAupaMe MobuAHocmma Ha mBopuume u ga eadpaH-
mupamMe ycmoutyuBocmma Ha HOUUOHAAHOMO yyYacmue.

Y6egeH cbM, vye npodpecuoHaaucmume oyakBam om
BeHeuuaHckomo 6ueHane 3a uzkycmBo u cBoeobpaszeH
AHOAU3 HO cbemosHuemo Ha Bu3yaAaHume u3kycmBa no
omHoweHue na3apa Ha uzkycmBama, MobuAHOoCMmMaA Ha
koaekuuu u aBmopu, MexkgykyAmypHomo u3mepeHue u 06-
MAHAMA HA onum.

CbeAaceH CbM C MHO20 om u3mbkHamume cneyua-
Aucmu, ye cvBpeMeHHomo uszkycmBo go u3BecmHa cmeneH
uzpde PoASMA U HA 02AegaAo Ha obuwecmBomo, a B moBa
ozAaegano nybaukama noHskoza Buskga ompa3zeHu u Hewq,
koumo He xapecBa. BapBaM, ue 58-omo 6ueHare we nomoz-
He Ha obwecmBomo Hu ga ce Bugu ocBobogeHo om Hamu-
cka Ha exkegHeBuemo npe3 oeaegaaomo Ha uzkycmBomo
U He caMo ga cu omzoBopu Ha eguH om Hau-BaxkHume
Bvnpocu Ha cvBpeMuemo Hu: kak kuBeeM, a ga nomucau u
Bvpxy moBa kak 6uxme uckaau ga >kuBeem.

BOUWA BAHOB
MuHucmbp Ha kyamypama
Ha Peny6auka Beazapus












TEMPORARY FLAWLESS
Vera Mlecheovska

The Frame
How do we look at art today? It no longer has a frame: it
ensconces itself freely in space. Art frequently competes
with its own environment, shifts it, shuts it out complete-
ly and ignores it. Coming to Venice, it is difficult to avoid
a Renaissance or Baroque framework given by the city; an
ecological framework offered by the moment; a national
framework, solid and massive or elastic and invisible; a
political framework; a framework of the Biennale with
its Pantone colours and graphic layout. We also have the
framework of art that is chattering above every media,
colour and shape. Sometimes we observe the frame as
much as the art itself; sometimes the frame is art.

The Vitrine
Art is also an art of display, of scenography and layout,
of the rhythm of things, of illusion. The vitrine makes
things—decisions, statements, slogans. It reveals the face
of things and that transparent gloss beyond which they
seem enticing.

Lazar Lyutakov follows the logic of the vitrine, or
of the display of an item as the object of desire. In his
preoccupations with design, he rediscovers objects that
have fallen from their poster appearance as products. In
a series of objects created by the artist (‘Lamp Series’), an
ordinary object is transformed into another figure of de-
sign, into something that is individual and exclusive—an
item that evades its function. The shell is a necessity for a
sea snail, whereas, to us, it is beautiful. Lyutakov uproots
these items from their being, which is indiscernible, for it
serves to fulfil a certain task, and gives them something
else in which the visual presence prevails.

In his other projects (‘Flying Forward’ and ‘Blank
Daniel’), the artist deals with the theatre of branding,
which, from one item, creates a new product possessing
qualities unsuspected from its visual appearance. The
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goal of branding is to impart an aura different from that
of Benjamin’s ‘authenticity’, but one that also attaches the
illusion of its being an exceptional, but still accessible,
product.

‘Way of the Sand
In “The Way of Sand’, Lyutakov creates a type variation
of furniture, at the sight of which a person presumes the
functionality of a shelf or some kind of museum vitrine on
which the artist has placed drinking glasses. This show-
case, although open in terms of functional possibilities,
also represents a larger object, which is itself an exhibit
(displayed in a vitrine of exhibition status). The seeming
furniture-sculpture, however, does not possess complet-
ed straight lines and symmetry; the eye stumbles upon
anxiously protruding, broken, jagged edges. They are
fearsome, sharp peaks and crags, like those in the treach-
erous Alps, where the crystals for the most transparent
and salt-resistant glass come from—the firmest, and cen-
turies-old ice blocks, with a magical crystal structure.!
The eye almost begins to ‘believe’ that it is not plexi-
glass—a substitute for, and a plastic version of glass. On
the shelf, the bubbling forms of glasses erupt. They have
been made with those multiple bubbles that, in European
glass, with, for example presse papier, which stands aside
and sells at a lower prlce because it has not come out as it
should—the reject is charming but not perfect, where the
craftsman has not mastered the material and its control
has slipped away in seconds. In the Italian glass-making
technique of bullicante, it is a means of controlling and
composing the air bubbles in a pattern. ‘Locking’ the air
inside, as well as everything in the crafting procedure, is a
matter of time, knowledge and skills, i.e., of technique.

The imperfections of the handmade glasses dis-
played on the shelves come from a reverse hierarchy
where production time has to be reduced to a minimum

1. In antiquity, it was considered that crystal had magical properties and
that it was the firmest consistency of snow.
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in favour of price. The material is waste—mostly crushed
glass panes, while the visual effects are due to the meth-
od of production. All the trivialities of this production,
however, are the value added in another market logic.

Baudrillard and Bourdieu note the necessity of
offering more and more, and increasingly differentiated,
consumer-specific products. The established control
frameworks that place the consumer in the context of
ever-changing ‘good-taste’ rules are governed by the style
creators taking account of the preferences of agents from
the most privileged layers of society. Consumption fash-
ion is the factor that demands a continuous change in the
style, the line and the message, implies a rapid turnover
and the illusion of the product’s exclusivity. Accoutred
with IKEA’s complete domestic equipment, the narrator
in ‘Fight Club’ says:

“I’d flip through catalogs and wonder: What kind of
dining set defines me as a person? [ had it all. Even the
glass dishes with tiny bubbles and imperfections. Proof
that they were crafted by the honest, simple, hard-work-
ing indigenous peoples of.... wherever.”

The constant change of fashion in consumption ne-
cessitates the introduction of new incentives, such as the
purchase of moral causes. For example, we stimulate, in a
sophisticated way, trade in a place about which we know
almost nothing, we buy the ‘fair trade’ label, a T-shirt with
slogans like ‘protest’, ‘clean food’, etc. Consumption bor-
ders on a mode of redemption, as in Weber’s definition,
not as redemption through labour, as under the condi-
tions of a Protestant society, but with real consumption.
Moral satisfaction is the value added of the object. Thus,
the human imprint on a commodity of exotic origin is also
a value of the object, while buying is equivalent to virtue.

The glasses exhibited by Lazar Lyutakov may coin-
cide with these commercial images, but he places them on
the vitrine as individual items and sculptural objects creat-
ed beyond the pursuit of the absolute molecular arrange-
ment of the material and the standardisation of the form.
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He introduces to the work a method that requires time
and physical effort and it is there that the artist’s inter-
vention becomes decisive for the ultimate effect of the
material, i.e., the controlled process of fracture.

As the artist seeks to master this process, he shifts
to the technicality of the craft. Lyutakov pairs the prin-
ciples of the crafts and the ready-made production in his
project. Moreover, the social differentiation between
craftsmen and artists occurred only after the fourteenth
century. Before that, artists were included in artisans’
guilds.

On the other hand, the broken is damaged and in
fact the accidental, which opposes the valuable; but in
this case it is the method itself and means of control, the
element that the artist imparts to the work in order for
it to stand beyond the logic of the serial and predictable
product, to a great extent limited in terms of the produc-
tion capabilities set by an industrially produced module.

This industrially produced module is precisely what
Rada Boukova uses.

As a principle of construction, the module came into
circulation in the early twentieth century. Le Corbusier
sought the dimensioning of the module according to the
human body in an ideal proportion that fitted into anoth-
er, ad infinitum. Both he and Gropius found it necessary
to make construction possible, as with the building of
airplanes or cars, in ways that were efficient, industri-
ally (pre-)manufactured and standardised. The method
spread throughout the whole of post-war Europe, with
large-panel construction compensating for the lack of
housing and shortening the time required to redevelop
cities and neighbourhoods. After fifty years of use, the
most large-scale panel construction has become a social
phenomenon. In the 1990s, against the background of the
declining achievements of the previous epoch, everything
that was collective seemed to explode through the efforts
of people to find a way to a new organisation—‘anew’—
but then crashed like a wave and squandering of public
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potency. The personal was exteriorised to an extreme:
the territory of the neighbour took on its own materiality,
with its own balcony, its own railings, and plastic door, its
uniquely sized windows, its uniquely coloured wall. The
rhythm of the module dissolved into other expressive ma-
terials: rectangles and rhythms scaled by personal taste,
which now means more than the derelict collective.

Insulation modules are the new formula that con-
verts buildings by dressing them into a 3D skin in which
textural detail or the architectural element, is dissipated.
Extruded polystyrene, which is 95% air, has many speci-
fications that promise high efficiency, thereby ranking it
among the materials that are innovative and modern.

The forces of nature are becoming increasingly
sinister; provoked or governed by natural laws, they cause
damage and ruin. So, protection of the building is neces-
sary against the arbitrariness of the outside world, against
heating bills, the decay of time, the noise in the street
from those engines that rip through the boulevard.

All this can remain outside, thanks to polystyrene
and its wonderful properties. The innovation remains hid-
den behind a solid surface, but subcutaneously stretches
the shape, as if computer-generated and flawless.

The optical relation between polymeric surfaces
and computer-generated images is remarkable. Polymers
have a very long structure of repeating molecules. The
structural morphology of the material, which imparts
specific qualities to it, seems to be visualised even by its
downstream product-copies as multiplied and identical
molecules.

Rada Boukova’s visual vocabulary encompasses
accessible and mass-produced materials with a high
turnover in everyday life. The nature of these materials
is contrary to historical and a priori academic media and
materials in art and materiality that are a constitutive of
the age in which we live.

The elegance of her works rather lies in the sim-
plicity of the gesture with which she fixes images in
the transience of their presence. Their substantiality,
regardless of the media, appears attainable and familiar,
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but places the object in a situation of uncertainty.

It takes place in an escaping territory of the illusion,

for which Boukova sometimes adjusts the given environ-
ment from and to the image.

In ‘How We Live’, she uses ready-made, industri-
ally-produced series of panels, which she charges with
a potential to assume different decorative or aesthetic
roles in the space, from an abstract picture to a motif
structured in a rhythm or a seemingly functional element
of the interior design. With their predetermined size,
with the rectangles imposed by Boukova, she ‘reformats’
the space and its surfaces with a new unit of measure
and formula—that of machine-era rationality. Does not
our entire epoch pass through the grid and the module?
(Krauss). Can a floor area 2.40 metres tall be approximat-
ed to a formula of universal and neutral sizing of moder-
nity instead of a Baroque building? A territory overlaid
on another territory is obtained. New drawing, wallpaper,
layer, rendering...

The synthetic nature of the panels impacts as a
modernising lifting of the space, luminous with a neon
radians and solid flatness. This cool breeze and apparent-
ly definitive persuasiveness of the panels is green, like
the scrubs of a surgeon who has undertaken to rejuvenate
a naturally aging body into an irresistibly attractive and
fashionable one.

The creators of ‘How We Live’, Rada Boukova and Lazar
Lyutakov, focus their gaze on the material world of today
that shapes its face—that in the vitrine and on the screen
that penetrates the social life of the objects, their con-
vertibility and exchange. According to the theses of Apa-
duraj and Simmel, exchange, and not the product itself, is
the source of value.

Lyutakov ‘steps’ on a surface of transparency, de-
ceptively homogeneous, which grows opaque and bub-
bles up in the hand-made glass but becomes clear in the
artificial acrylic glass. The degrees of transparency of the
material are defined by the different principles of produc-
tion of the mass product and that of the unique art object.
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Boukova introduces a harmonious illusion to the surface,
accompanied by the technological promises of innovation
and the sterilely pure waves of neon glow that come to
dam the surface of the organic old epoch with its worn-
out savour.

The materiality of the epoch seems to possess an
easily liquescent synthetic consistency that is employed
for all sorts of uses—highly technological, practical,
aesthetic, ethical, and commercial. Has Barthes’ intuition
come true? “The hierarchy of substances is abolished:

a single one replaces them all: the whole world can be
plasticised, and even life itself since, we are told, they are
beginning to make plastic aortas.

Matter and facts today go through the synthetic model-
ling of the screen; they can be liquefied and moulded into
one form or another, or one cause or another. We can
deconstruct a narrative and cast it into a new, smooth

and convincing shell of well-arranged facts and images
without its having a structure: the information is merely

a plastic mass. Both artists make these surfaces and the
principles of production visible, while unifying everything
in the circulation of matter and status.
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BPEMEHHO NMEP®EKTHO

Bepa MaeyeBcka

Pamka
Kak eanegame uzkycmBomo gHec? To Hama Beue pamka,
HacmaHsBa ce cBobogHo B npocmpaHcmBomo. MHozo
yecmo uzkycmBomo ce koHkypupa cvc cobcmBeHama
cu cpegaq, uzmecmBa s, 3akpuBa 5 HANBAHO U 8 U2HOPUPA.
Kamo ugBame BB BeHeuus, e mpygHo ga u3besHeM egHa
peHecaHcoBa uau 6apokoBa pamka - gageHa om epaga,
egHa ekonozuvyHa pamka, gageHa om MOMeHMa, egHA Ha-
UUOHOAHA paMka - coaugHa u MacuBHa uAu nbk enacmuyHa
u HeBuguMa, egHa noaumuyecka pamka, egHa pamka Ha
bueHaremo u HeeoBus uBsam naHMoH u epaduueH Aeliaym.
Mmame u pamkama Ha uzkycmBomo, kosmo 6v6pu Hag
Bcsaka megus, uBsm u dopma. NMoHskoeaa Buskgame pamkama
cbvwo konkomo camomo u3zkycmBo, noHsikoza pamkama e
uzkycmBomo.

BumpuHama
N3kycmBomo e cvwo uzkycmBo Ha gucnaes, Ha cueHozpa-
dusma u nogpegbama, HaO pumbMa HO HewWamad, Ha uAlo3u-
ama. BumpuHama npaBu Hewama - peweHus, u3sBaeHus,
Ao3yHe. Ta nokazBa AuueBama cmpaHa Ha Hewama u OH3U
NPOo3paYeH 2AaHU, 3ag kolimo me uzzaexkgam npumamauBu.

Aazap AlomakoB HabAalogaBa Aoezukama Ha BumpuHama
uAu noka3BaHemo Ha eguH npegMem kamo o6ekm Ha >ke-
AQHUemo. B cBouTe 3aHUMAHUS ¢ gu3aliHa mol npeomkpu-
B8a npegMemu, koumo ca uznagHaau om cBosma naakamHa
nosiBa kamo npogykmu. B cepus om o6ekmu, cb3gageHu
om aBmopa (“Cepus aamnu”), obukHoBeHama Bew, e mpaH-
cdopmupaHa B gpyaa puzypa Ha guzaliHa, B Hew,o HaNBA-
Ho uHguBugyaaHo u uzkalovumenaro. Bew, kosmo 6s2a om
dyHkuusima cu. PakoBuHama e Hy>kHa Ha okeaHckus oxaloB,
Ho 3a Hac ms e kpacuBa. Aazap uzmpbeBa me3u Bewu om
6umuemo uM, koemo e HezabeaexkuMo, 3au,omo cay>ku 3a
cnpaBsaHe ¢ HakakBa 3agaua, u um gaBa gpyezo, 8 koemo
BuzyaaHomo npucbtcmBue HaggeasBa.
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B gpyau cBou npoekmu (“Flying forward” u “Blank Daniel”)
aBmopbm ce 3aHUMABa ¢ meambvpa Ha BpaHgupaHemo,
kolimo cv3gaBa om egHa Bew, noumu HoB npogykm ¢
Henogo3updaHu om BvHwHusa My Bug kayuecmBa. BpaHguH-
2bm uMa 3agavama ga BgbvxHe aypa, pa3AuYHA OT Ma3u Ha
aBmeHmuyHocmma no BeHamuH, Ho makaBa, kosmo ga My
npugaBa cvwo ualozusma 3a uzkalouumenen, Ho Bece nak
gocmwbneH npogykm.

Mbvmsm Ha nscvka
B Memsam Ha nacvka Ad3ap cv3gaBa Bug Meben, npu
Buga Ha kosmo voBek gonycka dpyHkuyuoHaaHocmma Ha
emadkepka uau HakaksB Bug My3eliHa BumpuHa 3a ekcno-
HupaHe, Bvpxy kosmo aBmopbvm e nocmaBua yawu. Ta3u
BumpuHa, Makap u omBopeHa B cBoume ¢pyHkuuoHaAAHU
Bv3zMoxkHOCMU, € cbwo no-2oAaM 0bekm, koimo caMm e
ekcnoHam (uzaokeH B egHa BumpuHa Ha u3aok6eHama cu-
myauus). MpuBugHama Mebea-ckyanmypa obaue HaMa 3a-
BvpweHume npaBu AUHUU U cuMempus, nozaegbm ce cnvBa
8 mpeBorkHo cmbpUuauwu, omuyneHu U HaubpbeHu kpauwa.
Te ca cmpaxoBumu ocmpu BvpxoBe u 3v6epu kamo Ha
koBapHume AAnu - mam, omkbgemo ugBam kpucmaaume
30 Hali-npo3pPaYHOMO U COAUgHO cmbkAo, Hal-mBbpgume
u BekoBHu AegoBe ¢ Mazuuecka kpucmaaHa cmpykmypad'.

Okomo noumu 3anouBa ga “BsapBa”, ue moBa He e
nAekcuzadc - 3aMecmumen u nAacmudeH BapuaHm Ha
cmbkaomo. Bvpxy emaskepkama u3zbaukBam 6vabykawume
dopMu Ha cmbkAaeHU Yawu. Te ca U3NBAHEHU C OHEe3U MHO-
>kecmBo 6aaoH4Yema, koumo ce cpewam B eBponetickomo
cmbkao, HanpuMep npecnanue, koemo cmou BecmpaHu u
ce npogaBa Ha no-Hucka ueHa, 3awWomo He ce € NOAYYUAO
- wkapmomo, koemo e oyapoBamenHo, HO He u nepdpekm-
Ho. TaM, kbgemo Malicmopbm He e oBAagSIA MamepuaAa u
npouectm My ce u3nab3Ba 3a cekyHgu. B umaauaHckomo
cmbkao mexHukama “6yaukaHme” e Bbnpoc Ha koHMpoA
u komMno3uuus Ha Bv3zgywHume Mexypu. “3akalouBaHemo”

1. B gpeBHocmma cMamaau, ye kpucmaasm uma Maeuvecku cBolicmBa,
a cbwo uvye moBa e Hali-mBvpgama koHcucmeHyus Ha cHeza.
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Ha Bv3gyxa, kakmo u Bcuuko B npoueca Ha obpabomka, e
Bvnpoc Ha BpeMe, no3HAHUE U yMeHUus, m.e. Ha mexHuka.
HecvBvpweHcmBama B pvuHUME Yawu, uzAokeHU Ha
emadkepkume, ugBam om egHa o6pamHa lepapxus, cho-
peg kosmo BpeMemo 3a npou3zBogcmBo mps68a ga 6vge
pegyuupaHo go MuHUMyM B uHmepec Ha ueHama. Mamepu-
aAbBM € omnagbyeH — NPeguMHO HampouwleHU cmbkAaa om
npo3opuu, a BuzyaaHume edpekmu ca gageHocm Ha Memo-
ga. Bcuuku mpuBuaaHocmu Ha ma3u npogykuus obaue ca
gobaBeHa cmoliHocm B egHa gpyaa na3apHa Aozuka.

Bogpusp u Bypgulio ombeas38am HeobxoguMocmma ga
ce npegadeam Bce noBeue u Bce no-gudepeHuUpaHu
npogykmu, omgeAswu cmamycHo nompebumeaume.
Taka ycmaHoBeHume pamku Ha koHmpoa, koumo no-
cmaBam nompebumens B ycaoBuama Ha BeyHo npome-
Hawume ce npaBuaa Ha “gobpus cmua”, ce ynpaBasBam
om cb3gameAume Ha CMUA He 6e3 npegnoYumaHusma
Ha aeeHmMu om Hau-npuBuaezupoBaHu caoeBe Ha 06-
wecmBomo. Mogama 8 nompebaeHuemo e pakmopbvm,
kolUmo HaAadea HenpekbCHAMA CMSAHA HO CMUAQ, HO AU-
HUSIMAd U HO NOCAGHUEMOo, npegnoAdad 6bvp3a obopom-
Hocm u ualozusma 3a uzkalouumeaHocm Ha npogykma.
O6opygBaH ¢ nbAHOMO BumoBo cHapskeHue Ha “Ukea”,
pa3zka3Baybm om “BoeH kay6” kazBa:

“Cneg kamo pa3zaaegax Hskoako kamanoed, ce 3auygux
kaksB cepBu3 30 xpaHeHe MU npuAsaa Ha uHguBugyaa-
Hocmma. MiMax Bcuuko. Aopu u cepBu3 c 6aroHuema u
HecbBbpweHcmBa, goka3zameacmBo, ue ca uzpabomeHu
om YecmHu, NPoCMU U YCbpgHO pabomeuiu MeCmHu Xxopd
om... kegemo ugae”

MocmosHHama cMsaHa Ha Mogama B nompebaeHuemo
HaAded u BvBeckgaHemo Ha HoBu cmuMyau kamo kynyBa-
Hemo Ha MopaAHU kay3u. Hanpumep cmumMyaupame no
copucmuuupaH Ha4YuH mbpaoBusima B Macmo, 3a koemo He
3HOeM novmu Huwo, kynyBame emukema “yecmua mup-

” U,

20Bus”, daaHenka ¢ Hagnuc “npomecm”, “4gucma xpaHa”
u mM.H. KoHcyMupaHemo epaHuUY4u ¢ Ha4YuH Ha u3kynaeHue
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B cMucbAa Ha Bebep, Ho He kamo u3kynaeHue ¢ mpyg,
kakmo B ycaoBusma Ha npomecmaHmckomo obuwecmBo, a
C pedAHO hompebaeHue. MopaaHomo ygoBaemBopeHue e
gobaBeHama cmoliHocm Ha npegMema. Taka yoBewkusm
omneyambk Bbvpxy cmoka ¢ ekzomuueH npousxog ce s858a
cbw,o cmoliHocm Ha npegMemd, a kynyBaHemo e paBHo-
cmoliHO Ha gobpogemea.

Yawume, uzroxkeHu om Aazap AlomakoB, 6uxa MozAu ga
cbvBnagam ¢ me3u o6pa3u Ha komepcd, HO mol 2u nocma-
Ba Ha BumpuHama kamo uHguBugyaaHu u ckyaAnmypHu
ob6ekmu, cbzgageHu u3BvH cmpemedka kvM abcoalomHama
MoaekyAsipHa nogpegba HO MaMepUaAa U cmaHgapmu3u-
paHe Ha popMama.

B npou3BegeHuemo Aa3ap AlomakoB BHacsa eguH Memog,
kormo u3uckBa Bpeme u puzuvecko ycuaue, mam aBmop-
ckama HaMeca uMa pewaBawo 3HayeHue 3a kpaliHus
edekm Ha Mamepuaaa u moBa e kKoHMpPOAUPAHUST Npouec
Ha cuynBaHe.

Tol kamo aBmopbvm ce cmpemu ga oBaagee mo3u
npouec, mol ce npunAb3Ba kbM mexHUYHOCMMA HA 3aHA-
ama. Aazap AlomakoB cgBosBa npuHuunume Ha 3aHAsSMu-
me u Ha eomoBama npogykuus 8 cBos npoekm. Bnpouem
couuaAHama gudepeHuuauus Ha 3aHasmyuume u xygoxk-
Huuyume ce ocvuecmBaBa egBa caeg XIV B. Mpegu moBa
xygoxkHuUuyume ca egHa om 3aHasmyulickume suaguu.

Om gpyaa cmpaHd, cuyneHomo e yBpegeHo u obuk-
HoBeHo pe3yaAmam om cayyaliHocm, koemo npomuBocmou
HA ueHHomMo, B cAayuyas obaye mo e camusim Memog U cpeg-
cmBo 3a koHmpoa, eAeMeHmbm, kolimo aBmopbvm gaBa Ha
npou3BegeHuemo, mo ga cmou u3BvH Aceukama Ha cepul-
Hus u npegckasyem npogykm, go 20AsMa cmeneH o2paHu-
yeH B8 BvaMoxkHocmume Ha npou3BogecmBo, 3agageHu om
€gUH UHgYCMpPUaAHO npou3BegeH MOgyA.

TaksB uMeHHO u3noa3Ba u Paga BykoBa.

Mogyabm kamo npuHuun Ha u3zpakgaHe Bauza B ob6pauwe-
Hue u B cmpoumeacmBomo B Hauaromo Ha XX B. Kopblozue
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mbpcu opd3MepsBaHemo Ha MogyAaa chopeg YoBewkomo
msA0, noAokeHo B egHa ugeaAHa nponopuus, kosmo ce
BmMecmBa B gpyaa go 6e3kpatiHocm. Y mod, u ponuyc
HaMupam 3a HeobxoguMo cmpoumeAcmBomo ga cmaHe
Bv3zMorkHO kamo uzeparkgaHemo Ha camoaemu uAu koau,
maka ue mo ga 6vge epekmuBHo, uHgycmpuaaHo (npegBa-
pumeAHo) npou3BegeHo u cmaHgapmu3upaHo. Memogbsm
ob6xBawa usaa caegBoeHHa EBpona u egponaHeAHomo
cmpoumeacmBo koMneHcupa Auncama Ha XXuAuwd u ckb-
csaBa BpeMemo 3a npeycmpolicmBo Ha epagoBe u kBapma-
AU. Mogyasm npugo6uBa u owe MHo20 pa3HoBugHocmu.
Caeg 50-2oguwHa ekecnaoamayus Hald-MmacoBomo naHeAHO
cmpoumeacmBo ce npeBvpHa B couuaneH peHomeH. Ha
¢$oHa Ha 3anagawume gocmuxkeHus Ha npeguwHama
enoxa, npe3 90-me Bcuuko koanekmuBHo cakaw u3zbyxHa B8
YCUAUEMO HA Xopama ga ce HaMepu nbm kbvM HoBa opaa-
HU3duus - “Ha Yyucmo”, a caeg moBa ce pa36u kamo BvAaHa
B xaoc u pa3nuasBaHe Ha obuecmBeHumMe cuAu. AuyHoO-
mo ce ekecmepuopusupa gokpai: npocmpaHcmBomo Ha
cbcega uMa cobecmBeHa MamepudaAHocm cbe cBoll 6aakoH,
cBol napanem, Bpama om naacmmaca, cBoi pazmep npo-
30puu, cBoli uBam cmeHa. PumbsMbm Ha MogyAa ce npe-
monu B egHU gpyau U3pd3HU MOMEPUJAU: NpaBobebAHUUU
u pummu, paszzpadeHu om AudHuUs Bkyc, kolimo 3Hauu ceea
noBeue om 3anycHamomo koaekmuBHo.

M30AauuoHHU MogyAu ca HoBama ¢dopMyAad, kosmo koH-
Bepmupa cepagume, kamo au ,,06Auva“ B8 egHa 3D kodka, 8
kosmo gemauasT Ha dakmypama, geabok uau He apxumek-
mypeH eaeMeHm, ce cmonsBa. EkecmpygupaHusm noau-
cmupeH, kolimo ce cbcmou om 95% Bv3gyx, npumedkaBa
MHoxkecmBo cneuudukauuu, koumo obewaBam Bucoka
edekmuBHocm, m.e. Hapexkga ce cpeg Mamepuaaume,
koumo ca uHoBamuBHu u MogepHu.

MpupogHama cmuxus e Bce no-3a08ewa - npegu3Bu-
kaHa uau 3akoHoMepHa, HapaHsaBa u pywu. Taka ve 3awu-
mama Ha cepagama e Hy>kHa cpewy npou3BoAd Ha BvHWI-
Hus cBam, cpewy cMemkume 30 omonAeHue, pa3naga Ha
BpeMemo, cpewy wyMa om yauuama - me3u gBuzameau,
koumo ce pa3gupam no 6yaeBapga.
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Bcuuko moBa Moxke ga ocmaHe HaBbvH 6AdzogapeHue Ha
noAucmupeHa u HezoBume vygHu cBolicmBa. HoBoBvBe-
geHuemo ocmaBa ckpumo 3ag coaugHa noBbvpxHocm, HO
nogkoskHo u3nvBa popmama, Bece egHo e koMnlombpHo
2eHepupaHa u 6e3ynpeYHa.

3abeaexkumeaHo e onmuyeckomo cpogecmBo Mexkgy
noAuMepHume noBvpxHocmu u koMnlombpHO 2eHepupaHuU-
me u3obpadkeHus. NMoAuMepume uMam MHO20 gbaza cmpyk-
mypa om noBmapswu ce Moaekyau. CmpykmypHama
MopdoAaoeus HO MamepudAd, kosmo My npugaBa koHkpem-
HuU kavyecmBa, cakaw ce Bu3zyaauzupa gopu om camume
npou3BogHu om Hezo u3geaus - konus kamo Myamunauyu-
paHu egHakBu MoaekyAu.

BvB Bu3zyaaHama aekcuka Ha Paga BykoBa BAuzam goc-
MBNHU U MacoBu MamepudaAu ¢ 2oAsMa ob6opomHocm B
6uma. EcmecmBomo Ha me3u Mamepuu e 06pamHo Ha
ucmopuyeckume u akageMuyHu a priori Meguu u Mamepua-
AU B uzkycmBomo u e MamepuaaHocm, kosmo e cbemaBHa
Ha enoxama, B kosmo kuBeem.

EAezaHmHocmma Ha HeliHUMe npou3BegeHus ce kpue
no-ckopo B npocmomama Ha >kecma, ¢ kolimo ms dukcupa
obpasu B npexogHocmma Ha npuckecmBuemo. TaxHama
npegMemHocm, HezaBucuMo om Megusma, cmou gocmu-
>kuMa u no3Hama, Ho nocmaBs o6ekma B cumyauus Ha
HecuzypHocm. Tol ce ocvwecmBaBa B egHa y6s2B8awa
mepumopus Ha UAlo3zusma, 3a kosmo Paga noHskoza Ha-
cmpoliBa gageHama cpega om u kbM 06pa3a.

B “Kak >kuBeem” Paga BykoBa u3noa3zBa comoBu, uHgyc-
mpuaAHo npou3BegeHu, cepuliHu naockocmu, koumo 3a-
pexkgd ¢ NOMEeHUUAAd ga noeMam pa3AudHU gekopamuBHu
UuAu ecmemudecku poau B npocmpaHcmBomo: om a6-
cmpakmHa kapmuHa go MomuB, cmpykmypupaH 8 pumbM,
UAU npuBugHoO pyHKkUUOHAAEH eAeMeHM HA UHMEpPUOPHUS
gu3alH. C HaaokeHume om Paga npaBobvebAHUUU € Npeg-
BapumenaHo 3agageH pa3mep ms “npedopmMamupa” npoc-
mpaHcmBomo u HezoBume noBvpxHocmu ¢ HoBa MepHa
eguHuUUa U GOpMyAd - mA3u HA PAUUOMO OM MAWUHHAMA
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enoxa. He ce Au npoueskga usaama Hawa enoxa npes pe-
wemkama u Mogyaa (Kpayc)? Moske Au npocmpaHcmBomo
Ha emaka ¢ Buco4vuHa 2.40 M ga 6bge cbaukeHo go pop-
MYAQ HA yHUBepcaAHOMO u HeympaAHO opa3mepsiBaHe Ha
MogepHocmma, BMecmo Ha 6apokoBa cepaga. MoayuaBa
ce mepumopus, HacAoXKeHa Ha gpyaa mepumopus. HoB
yepmexk, manem, cAol, peHd...

CuHmemuyHaTa npupoga Ha naockocmume gelicmBa
kamo octBpeMeHsaBaw, AupmuHz Ha npocmpaHcmBomo,
cusiew,o ¢ HeoHoBa BaeHga u 6e3ynpevHa naockocm. To3u
XAQgeH noAbX U Bugumo kamezopuuHa ybegumeAHOCM Ha
naockocmume e 3eaeHama npecmuaka Ha xupype, kolimo
ce e 3adeA ¢ nogMAagaBaHemo Ha egHo ecmecmBeHo cma-
peew,0 msaAo B HeycmouMo npuBaekameaHo u MogepHo.

ABmopume Ha “Kak skuBeem” - Paga BykoBa u Aazap
AlomakoB - HacouBam nozaega kM MamepuaAHuUs cBam
HA gHewHus geH, koimo ¢opMupa HeeoBama auueBocm.
Ta3u Ha BumpuHama u Ha ekpaHa, koumo npoHukBam
couuaaHus >kuBom Ha npegMemume, maxHama koHBep-
mupyeMocm u o6MeH. CaegBaliku me3zume Ha Anagypal

u 3uMeA, obMeHbM e u3MoYHuUk Ha cmolHocmma, d He
camama cmoka. Aazap AlomakoB “cmbnBa” Ha egHa
noBbvpxHOoCmM HA NPO3pPAYHOCMMA, U3MAMHO XOMO2EHHQ,
kosmo noMbmHsBa u kunBa B8 pvuHomo cmvkao U ce u3zbuc-
mps B uzkycmBeHomo akpuaamHo cmbkao. CmeneHume
HO NPO3PAYHOCMMA HO MOMEPUAAd cd geduHUpaHU om
maka pa3AudHUME NpUHUUNU Ha npogykuus Ha MacoBus
npogykm u mo3u Ha eguHcmBeHus o6ekm Ha uzkycmBomo.

Paga bykoBa BHacsa egHa xapMoHUYHA uAlo3us Ha no-
BvpxHocmma, Hocew,a cbve cebe cu mexHoAo2UYHUME
obew,aHus Ha uHoBauusama u cmepuAHo Yucmume BbAHU
Ha HeoHoBomo cusHue, koumo ugBam ga npeepagsm
noBbvpxHOCMMA HA OpP2aHUYHAMA U AbXAW,A Ha Bexmo
cmapa enoxa.

MamepuaAaHocmma Ha enoxaTta cakaw npumexkaBa Aec-
Ho BmeyHuMa cuHmemuyHa koHcucmeHuus, BAuzawa 86
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BcakakBu ynompebu - Bucoko mexHoAo2u4HU, npakmuyHu,
ecmemuyecku, emuyHu, koMepcuaAHu. AaAu uHmMyuuusma
Ha Bapm He ce e c6bgHAAa? “Uepapxusima Ha cy6ecmaHuu-
ume e npeMaxHama, egHa-eguHcmBeHa 3aMecmBa Bcuuku
- ueausm cBam moxke ga 6bvge uzpabomeH om nAacmmaca,
camusam xkuBom gopu, caeg kamo ca 3anoUYHAAU ga npou3-
Beckgam aopmu om naacmmMmacaX

Mamepusma u ¢akmume gHec MuHaBam npe3
CUHMEMUYHO MogeAupdHe Ha ekpaHa, Mozam ga 6bgam
BmeuHeHu u uzaemu B egHa UAU gpyaa $opMa UAU egHA UAU
gpyaa kay3a. Moxe ga gekoHcmpyupaMe HapamuB u ga 2o
omaeeM B HoBa eaagka u ybegumenHa 068uBka om gobpe
apanxkupaHu ¢akmu u 06pasu, 6e3 mol ga umMa cmpykmy-
pa. MHbopMauusma e camo nAacmuyHa Maca. ABamama
xygoxkHuuu npaBsm BugumMu uMeHHO me3u noBbpxHoCcMuU U
npuHUUNnuUmMe Ha npou3BogcmBo, cvwo maka yHudbuuupa-
w0 Bcuuko B uupkyaauusma Ha MamMepuu U cmamycu.
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TWO ORTHREE THINGS
[ KNOW ABOUT RADA BOUKOJVA,
ART, FIBRAN AND PHILOSOPHY

Texts by Jonathan Chauveau-Frigiatti
President-Founder of
The Tropicool Company
www.thetropicoolcompany.com

Since the middle of the 19th century,
artistic modernity has been built around
this central object: division between the
useful and the useless.

Essentially, by opposing the diktats of the former,
struggling to preserve a poetic zone within the functional-
ist world; but sometimes also by identifying with its forms
and its principles, when Bauhaus or Russian constructiv-
ism elaborated the theory of art integrated into the general
production and decoration of the everyday life. The fact is
that the presence of art in a given society and its recogni-
tion by the ideological and institutional apparatuses that it
has acquired depends on the local inflections of this issue
of the useful that draws a demarcation line between the
socially usable product and waste, which must be rejected
and kept apart. This line, invisible but active at all levels of
social organisation, draws the contours of a moving zone
whose border is constantly crossed in both directions:

a temporary and above all largely arbitrary category, i.e.
waste, is subject to infinite renegotiation. In this field of
thought, as we have seen, it is on the layout of this dividing
line that the camp of cultural studies is now installed, like
an airlock between the two territories of the noble and
derisory, value and non-value, a recycling unit stubbornly
questioning the validity of judgments precipitating such or
such an object in the pit. The problem of waste has become
central in socio-economic life, so much so that a recent
branch of science even devotes itself to it: rudology. From
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the Latin rudus (“rubble”), waste is considered as an object
of analysis to apprehend the economic sphere and social
practices, focusing on processes of devaluation of prod-
ucts generated by human activity and on the reprocessing
techniques. Rudology thus approaches social facts from
their marginal traces, thus joining the method with which
Georges Bataille explores the depths of collective psychol-
ogy, or artists such as Rada Boukova trying to reconstruct a
small part of the “Crystal Palace” ideology of the twentieth
century using scattered fragments of FIBRAN collected in
the ruins of the cheap buildings of the 21st century.

After “THE EXFORM?” (2017)
by Nicolas Bourriaud
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FIBRAN
IS
EVERYWHERE
SOMEWHERF,
ANYWHERE
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FIBRAN thermal insulation materials, installed in ac-
cordance with current regulations and the rules of good
practice by an experienced installer, is a long-lasting and
valuable ENERGY SHIELD for structural buildings and in-
dustrial applications

FIBRAN is an ENERGY SHIELD which minimises ther-
mal losses and reduces energy consumption

FIBRAN is an ENERGY SHIELD which protects both us
and our buildings from abrupt temperature fluctuations in
the external environment

FIBRAN is an ENERGY SHIELD which provides sustain-
able thermal comfort to our living and working environ-
ments

FIBRAN is an ENERGY SHIELD which limits environ-
mental pollution and the waste of energy sources
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FRAMING

FIBRAN

— 45 -



For Rada Boukova, an artist or a poet is not someone who
has the power or the faculty to create, who one day decides
to implement something by an act of will or in compliance
with a divine injunction (in Western culture, will is the
device which allows the attribution of acts and techniques
pertaining to a subject), like the God of the theologians,
without anyone knowing how or why. The poet and the
painter, the carpenter, the cobbler, the flutist and ultimate-
ly any person is not the transcendent holder of an ability to
act or produce works: they are rather living persons who,
in using and only in using their members as of the world
which surrounds them, carry out the experiment of self
and constitute themselves as a form of life. Art is only the
means by which the anonymous person we call an artist, in
this case Rada Boukova, constantly keeps in touch with a
practice and tries to build her life as a life form: the life of
the painter, the carpenter, the architect or the double bass
player, where what is in question is nothing less than her
happiness, as in all forms of life.

From “Archaeology of the artwork”
(2012) by Giorgio Agamben
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BULGARIAN
INTERNATIONAL
CONTEMPORARY

ARTE POVERA
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ARTE POVERA is an Italian artistic movement which ap-

peared on the international scene in the 1960s from Turin
and Rome.

ARTE POVERA is an “attitude”, a form of behaviour
advocated by Italian artists since 1967 that involves
challenging the culture industry and, more broadly,

the consumer society, adopting a strategy modelled
on guerrilla warfare.

ARTE POVERA in particular counteracts the abstract
painting dominating the European art scene of the 5S03s.

This denial of identification is manifested by artistic
activity which also privileges the process, in other
words the creative act takes precedence over the
finished object. This is a process that consists mainly
of making meaningless objects meaningful.

By condemning both the identity and the object, ARTE

POVERA claims to resist any attempt at appropriation.
It is basically a nomadic, elusive art form.
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To say that materials have a life of their
own, an existential status, that they are
endowed with agency, such as FIBRAN for
Rada Boukova - has become commonplace.

Materials can undoubtedly give rise to a feeling of joy and
have an emotional weight that is too often neglected. For
they alone can send us back to places and times that it is
impossible to return to by telling us about past events that
are too full, too happy, or too ordinary to be remembered.
These subjects can also serve as monuments for collec-
tive memory and indices of cultural value since, as focal
points of the ritual, they can then meet both the needs of
the individual and those of the community. The life of the
world, materially manifest, formerly exorcised in the name
of readability and rationality, can finally return to haunt us.

After W. ]. T. Mitchell
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Modern architecture as an explanation of
human sojourn.

If we had to explain as briefly as possible what modification
the twentieth century has brought to being in the human
world, the answer would be that from the point of view of
architecture, aesthetics and law, humanity has been living
as a place in specific places. Or, more simply, it has made its
habitat explicit.

The art of the modern building has broken down into new
elements and re-entered the house, this addition to nature
that human existence possible; man has taken the city out
of the centre, which formerly arranged the world in a circle
around it, and reshaped it into a network of flows and rays.

The analytical “revolution” that constitutes the central
nervous system of modernity has also taken hold of the ar-
chitectural envelopes of the human sphere and, by establish-
ing a formal alphabet, has produced a new art of synthesis, a
modern grammar of production of space and a transformed
situation of existence in an artificial environment.

“SPHERES II1”, (20006), Peter Sloterdijk
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TALKING TO THE WALLS
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How we live

A poem sent by an admirer to Rada Boukova about her
artistic proposition for the Bulgarian 2019 Venice Pavillion
“How we live”

L.

- How do we live?
- We live between walls...

- How did we live in the past?
- We used to live off the walls.

- How we are going to live?
- We are going to live inside the walls!
I1.

Between man and woman
There is love.

Between man and love
There is a world.

Between man and the world
There is a wall.
I11.

When [ was younger
[ spent a lot of time talking to the walls...

But now [ don’t talk to the walls any more

Because [ am inside them
Where something hidden was waiting for us to exist.
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IV.

At least when you talk to the walls
You can be sure you’re not talking in the void.

That’s what I used to think.

But now that I am inside the walls

I’ve understood there can be

No love without resonance

No resonance without walls.

And no walls without a world to protect us from.

V.

[ will therefore never be able to talk to the walls again
Being inside them

In this invisible and comfortable situation

Where you can perfectly hear the world randomly echoing
against them with love.
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— May you live interesting times.
— No, I don’t want to have any interest in time.
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How is the Internet changing the status
of artworks?

Will there be a creative community again? Will we go back to
anonymity? After all, Homer is anonymous. We do not know
anything about Shakespeare either, and yet this little man
from Stratford-upon-Avon knows more than us about almost
everything. It is very possible that the era of the great “ego” of
the great “me” is closed. It is, moreover, very brief. Beethoven
was aware of being Beethoven. Rada Boukova is still aware of
being Rada Boukova. But I do not think Shakespeare ever had
the slightest awareness of being Shakespeare.

After Georg Steiner

Rada Boukova does not think there is a
stable or essential “me”.

She is herself an amalgam of so many things: the books she
has read, the movies she has seen, the television shows she
has watched, the conversations she has had, the songs she

has sung, the loves she has loved. In fact, she is a creation of
so many people and so many ideas that she feels she has had
very few original thoughts and ideas; to think that any of these
things were original to her would indeed be blindly selfish in
her opinion.

After “THEORIES” (2015) by Kenneth Goldsmith

The figure of the artist is an invention whose archaeology eas-
ily shows the recent date in our thoughts. And soon, perhaps,
the end. If the conditions that made the emergence of this
figure possible were to disappear as they appeared (...) then
we can bet that the artist would fade, like a face of sand on the
sea shore.

From “The Order of Things” (1966)
by Michel Foucault
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What happened to the promise of leisure?

Perhaps this is what art can offer us today: something to
use or to think about in a future recreational area, while
the “arts” as an instrumentalised deployment only form

a capitalised zone, just more refined and more clearly
defined. These are never adapted to artists alone but rather
directed to the general population as a way of rationalising
and minimising workplace innovations as part of a ma-
trix of doubt and difference. Artists are considered here

as content providers for the recreation area, rather than

its exemplary representatives or advocates of a critical
position towards it. They are definitely given the role of
outsiders, who, by their very nature, provide exemplary
lifestyles. Yet the existence of a promise of leisure is not
synchronous with artistic production. Various modes of
leisure have been adopted by artists as a way of openly
contradicting conceptions of work as a place of dignity and
innovation, and to criticise, mock, or parody this concept
of artistic life as a role play within the recreation area.

The notion of “out-of-work” is what makes sense when

it comes to characterising Rada Boukova’s deep artistic
intentions, withdrawal from work or the establishment of
structures characterised by asymmetrical intentions and
results: now markers that exceed the promise of post-
work, the latter never having been anything other than the
projection of a non-neurotic state.

From “Why Work?” (2012) by Liam Gillick
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In order to succeed or not be eliminated, creators must
make a name for themselves, as they sayj, i.e. justify their
claim to monetary gain by highlighting their own name
that acts as a mark and which can be legally filed as such.
To highlight a name, it must be durably attached to the
memory of two kinds of performative descriptions, both
of which stand out against a backdrop of continuity. On
the one hand the purpose of these descriptions is to point
out the occurrence of differences which are supposed

to influence the course of the tradition in which they are
inscribed. On the other hand, their role is to put a personal
story into a narrative, also composed in a traditional for-
mat, so as to anchor the selected differences in biograph-
ical continuity: that of the creator identified by his or her
name and the projects in which he or she has participated.
Without this articulation, on the one hand with tradition,
which makes novelty stand out in relation to a past that

is always likely to be presented again and, on the other
hand, with the story of a person to whom it is attributed,
the differentiation would have a stochastic character and
be confused with the flow of life events or, if you will, with
the world. Otherwise it would be insensitive, or at least
devoid of strong memory and consequently monetary val-
ue. This means that the creator needs stooges and, more
precisely, biographers. Today, creators play a growing

role in the staging of their own life, on which they deliver
information, for example in the form of interviews which
the interpreters can seize on or, more modestly, by reca-
pitulating their activities, their qualities and the original
traits of their person in curricula, files or books, which they
circulate widely. Finally, by making extensive use of social
networks, creators must not only be able to inscribe differ-
ences in things, but also generate a discourse on these dif-
ferences, which supposes that the traditional background
on which the differences stand out is familiar to them and
they can produce a narrative of their lives, allowing them
to base their claim on patenting these differences. Indeed,
intellectual property rights can only apply to works (be
they things or texts) but they cannot pertain to so-called
“ideas”. However, the differences introduced by the crea-
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tor often take the form of related ideas which, if they have
enough appeal to circulate, can be easily appropriated

by many competitors to whom the creator must keep his
differences visible. In the kind of display that gives rise

to the creator’s person, the differences associated with

his or her name must be presented and ordered in a way
that conforms to the classic model of the biography of the
leading characters of the past. Each of the new differences
displayed must mark a departure from those that preceded
it on the one hand, so as to reactivate the effect of surprise
and to provoke interpretation. On the other hand, they
must bear similarity to the differences already associated
with the name of the creator in question, i.e. they should
comprise an element of repetition so as to confer the unity
of a style on the life of the latter, thereby enhancing the
strength of his name in people’s memories. But for these
differences to be permanently attached to a name on the
one hand, and considered relevant on the other hand, the
mediation of a coach plays a determining role. The latter is
indeed in the position of gatekeeper. He or she commands
access to funding or access to a resource on which the art-
ist’s reputation depends, such as a publisher or curator. But
the most powerful of these breeders are often also creators
themselves, that is to say competitors.

“Enrichment: A critique of the goods”

by Luc Boltanski and Arnaud Esquerre,
Gallimard, 2017
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Rada Boukova’s silence is open.

[t states that art is one of the highest forms of life, but on
condition that the creator avoids a double trap: the illusion
of the work of art and the temptation to assume the art-
ist’s mask. Both petrify us: the first makes a prison out of a
passion, the second a profession out of a liberty.

From “Marcel Duchamp or the Castle
of Purity” (1967) by Octavio Paz
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ABE-TPUN HELWWA, KONTO 3HAM 3A
PAAA BYKOBA, N3KYCTBOTO,
PUNBEPAHA N PUANOCODUATA

Om AskoHamaH WoBo-®pugskuamu,
Mpe3ugeHm-ocHoBamen Ha
The Tropicool Company

Owe om cpegama Ha XX B. xygo>xkecmBe-
Hama MogepHocm ce koHcmpyupa okoao
cCAegHUSA ueHmpaAeH obekm: paggeneHue-
mo Mexgy noAe3Homo u 6e3noAe3HOMO.

Mo cvwecmBo ms ce npomuBonocmaBs Ha gukma-
mume Ha NOAe3HOMO U ce BOpU ga CbXPAHU egHA hoemuy-
Ha 30Had BbB dyHkuuoHaAucmkus cBsm; Ho u noHskoza ce
ugeHmuduyupa c HezoBume GopMU U NPUHUUNU — HONPU-
Mep kakmo koeamo Bayxayc uau pyckusim koHcmpykmu-
Bu3zbM pazpabomBam meopusma 3a uzkycmBo, koemo ga
e yacm om macoBomo npouzBogcmBo u gekopamuBHume
nompe6bHocmu B8v8 BcekugHeBuemo. dakm e, ye npucbvem-
Buemo Ha uzkycmBomo B gageHo obwecmBo, npu3HaBa-
Hemo My om ugeoaozudyeckume u UHCMUMYUUOHAAHUME
anapamu, koumo moBa o6wecmBo cu e cv3zgano, 3aBucu
om cvomBemHume MecmHu Bugou3MeHeHus Ha ma3su
npobAaeMamuka 3a noae3zHomo, ouepmaBauwa pa3epaHuYu-
meAHa AuUHuUs Mexkgy npogykma, kolimo 6u MozbA ga 6bge
COUUAAHO noAe3eH, u omnagbka, koimo mps6Ba ga 6vge
u3xBvpaeH u gbprkaH HacmpaHa. Ta3zu HeBuguma AuHusS,
kosmo o6aue gelicmBa Ha Bcuuku HUBa Ha couyuaaHama
opzaHu3auus, ouepmaBa koHmypume Ha egHa nogBuskHa
30HQ, YusMo 2paHuUua buBa HenpecmaHHo npekocsBaHa u
8 gBeme nocoku: kamezopusima Ha 6okayka, ma3u BpemeH-
Ha u Hal-Beye go 2zoasMa cmeneH npou3BoaHa kamezopus,
€ nog4yuHeHa Ha 6e3kpaliHu npegozoBapsaHus. Kakmo Bugs-
xMe, B obAacmma Ha MucAeHemo Adzepbm Ha kyamypHume
u3caegBaHus ce yemaHoBa8a umMeHHO no npomedkeHue-

MO HA MA3U pa3geAumeAHd AUHUS, NOgobHO Ha HakaksB
npexog Mexkgy mepumopuume Ha 6A020pOgHOMO U HA
CcMewHomo, Ha cmolHocmma u He-cmolHocmma, HakakBa
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peuukAupawa cmaHuus, kosmo ynopumo nocmaBs nog
Bvnpoc BaaugHocmma Ha npeueHkume, no cuaama Ha kou-
MO eguH UAU gpye npegMem 6uBa 3anpauwaH Ha ByHuwe-
mo. MpobaeMamukama Ha omnagvka cmaHa gomoakoBa
ueHmpaAHa B couuaaHo-ukoHoMuueckus >kuBom, ye egHa
HeomgaBHa Bbv3HUkHaAa Hayka gopu Bv3zHamepsaBa ga U ce
nocBemu: pygoaoaus. 3aumcmBatliku HauMeHoBaHuemo cu
om AamuHckomo rudus (pyuHu), ms mpemupa omnagbka
kamo o6ekm Ha aHaAusz, Ype3 kolimo ga Moeam ga 6bgam
cxBawaHu ukoHoMuueckama coepa u couuaaHume npak-
muku, kamo ¢okycvm ce nocmaBs Bvpxy npouecume Ha
ob6e3ueHsaBaHe Ha npogykmume, koumo ca pesyamam om
yoBewkama geliHocm, kakmo u Bbpxy mexHukume 3a npe-
pabomkama um.

Taka ve pygoaozusma nogxoxkga kbM couuaaHume
dakmu, mpwveBaliku om mexHUMe MapauHAAHU cAaegu, kamo
No Mo3u Ha4uH ce cbaukaBa ¢ oH3u Memog, upe3 kolimo
XKopxk Bamat uzcaegBa gbAbuHume Ha koaekmuBHama
ncuxoAoaus - uAu mouHo kakmo Paga BykoBa ce onum-

Ba ga pekoHcmpyupa Maaka yacm om ugeoaozuveckus
»~Kpucmanen gBopeu” Ha XX Bek, kamo u3noa3zBa omks-
cAeuHu dpaemeHmu om GPUBPAH, cvbupaHu B pa3BaauHu-
me Ha eBmuHu cepagu om XXI Bek.

Mo Hukoaa Bypuo, ,,Ekc-dpopma”, 2017
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DOUBPAH
E
HABCAKBAE
HAKBAE
HUKBAE
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M3oaauyuoHHUMe npogykmu GUBPAH, noaoskeHU ymMeao
cbobpaszHo gelicmBawume paznopegbu u onuma Ha go-
6pume npakmuku, cvzgaBam gvaeompaeH, epekmuBeH u
ueHeH EHEPTMEH LLAT.

OUBPAH e EHEPITMEH LT, koimo npegomBpamsBa mo-
NAUHHUMe 3a2y6u u HaMaAsBa koHcyMauusma Ha eHepaus.

OUBPAH e EHEPITMEH LT, kolimo 3awumaBa kakmo
Hac, maka u Hawume cepagu om pe3kume meMnepamypHu
NpoMeHuU Ha BsHWHAmMa cpega.

OUBPAH e EHEPITMEH LT, kolimo eapaHmupa ycmouuuB8
koMpopm B Hawume >kuAuWHU cepagu u pabomHu noMe-
uwieHus.

OUBPAH e EHEPITMEH LT, kolimo oepaHuvaBa 3ambpcs-

BaHemo Ha okoAHama cpega u uzvyepnBaHemo Ha eHep-
2uliHUMeE U3MOoYHUUU.
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FRAMING

FIBRAN
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3a Paga bykoBa xygoskHuksm uau noemsm He e mo3u, kou-
MO UMA CUAOMA UAU chocobHocmma ga cb3gaBa. Kolimo
B Hakol xy6aB geH, upe3 akm Ha Boaasma uau caegBaliku
HakakBo Boskue npegnucaHue (8 3anagHama kyamypa Bo-
ASIMa e oH3U cnocob, kolimo no3BoasB8a ga ce npunucBam
Ha gageH cybekm HakakBu gelicmBus u mexHuku), pewaBa,
nogobHo Ha boza Ha meoao3ume, 6e3 Hukol ga 3Hae kak u
30w, ga ce 3axBaHe ga gelicmBa. N nogobHo Ha noema u
xygoxkHuka, gepBogeaeusbm, obywapsam, daeimucmsm u

B8 kpalina cMemka Bceku yoBek cvuwio He ca HakakBu mpaH-
cueHgeHmMHU npumexamenu Ha HakakBa cnocobHocm ga
ce gelicmBa uau ga ce cv3zgaBam npous3BegeHus: me ca
npegu Bcuuko >kuBu xopa, koumo - B ugnoazBaHemo u camo
8 uznoa3zBaHemo Ha cBoume kpaliHuyu, kakmo u Ha cBema,
kolimo eu 3a006ukaas - cu uzpabomBam onum 30 camume
cebe cu u koHcmpyupam cebe cu kamo popma Ha >kuBom.
N3kycmBomo e camo cpegecmBomo, upes3 koemo oH3u
aHoHuMeH YoBek, koeomo Hapuuame xygoxkHuk - B mo3u
cay4val Paga BykoBa, - 8 nocmosHHama cu 068vp3aHocm
c HakakBa npakmuka ce onumBa ga koHcmpyupa >kuBoma
cu kamo ¢opma-kuBom: >kuBoma Ha xygodkHuka, Ha gbp-
Bogeaeua, Ha apxumekma, Ha koHmpabacucma, kbgemo,
kakmo B8 Bcuuku popmu-Ha->kuBom, He cmaBa Bvnpoc 3a
HUWo gpyzo ocBeH 3a HezoBomo wacmue.

Mo ,Apxeonozus Ha npou3BegeHuemo Ha uzkycmBo-
mo“ Ha Ackopgrko AeambeH, 2012
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BBbATAPCKO
MHTEPHALUMOHAAHO
CbBPEMEHHO
BEAHO N3KYCTBO

- 69—



Arte povera (om umaauaHcku: ,6egHo uzkycmBo*) e uma-
AuaHcko gBuskeHue B uzkycmBomo, nosBuao ce B TopuHo
u PuM u Hanokuao ce Ha MexkgyHapogHama cueHa npes
60-me 2oguHu.

Apme noBepa e ,no3uuus’ noBegeHue, nponazaH-
gupaHo om umaAuaHcku xygoxkHuuu caeg 1967 e.,
koemo ce u3pa3aBa B omnpaBsHe Ha npegu3Bu-
kameacmBo cnpsmo kyaAmypHama uHgycmpus u 8
no-wupok cMucbA cnpsMo koHcyMamopckomo obwie-
cmBo nocpegcmBoM nogpuBHU cmpameauu.

Apme noBepa ce npomuBonocmaBs B yacmHocm Ha ab-
cmpakmHama >kuBonuc, goMuHupawa Ha eBponelickama
xygoxkecmBeHa cueHa npe3 50-me 20guHu.

To3u omka3 om ugeHmudukauyus ce nposBsaBa upes
xygoxkecmBeHa geliHocm, kosmo nocmaBs ygapeHue
Bvpxy npoueca, ¢ gpyau gymu - Bbpxy mBopueckus
>kecm, 3a cMemka Ha kpaliHusg npogykm. Mpouec,
kolimo ce cbecmou 2AaBHo B npeBpbwaHe Ha AUWEHU-
me om 3HaYeHue npegMemu B 3Havewu npegMmemu.

Kamo ocvxkga kakmo ugeHmuyHocmma, maka u npogy-
kma 4, ,Apme noBepa“ npemeHgupaq, 4ye ycmosiBa Ha Bceku
onum 3a npucBosBaHe. ToBa e uzkycmBo, koemo ucka no
cbwHocmma cu ga 6vge Homagcko, HeyaoBuMo.
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TIOPKOAS3EH

MPUNATHUNAT

1yan

VHVYdIND VH
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Aa ce kake, ye Mamepuume umam cBol co6cmBeH >kuBom,
ek3ucmeHyuaaeH cmamyc, Ye ca HagapeHu cbc cobem-
BeHa Boasi- kakmo e ®UBPAHBT 3a Paga BykoBa - e Hewo,
koemo Beue ce e npeBbvpHaro B 6aHaaHoCM.

Mamepuume HeCbMHEHO ca cnocobHU ga nopaxkgam
yyBcmBo Ha pagocm u npumexkaBam eMoUUOHAAEH 3apAag,
kolimo mBvpge yecmo 6uBa npeHebpeeBaH. 3awomo camo
me Mo2am gd Hu uznpamsm B Mecma u BpemeHa, kbgemo
e HeBv3MoxkHo ga ce BvpHeM - paszka3Baliku HU 30 MUHAAU
cvbumus, koumo ca npekaaeHo o63emMawu HU, npekane-
Ho wacmAuBu uau npekaaeHo obukHoBeHu, 3a ga cme B
cbCmosiHUEe ga cu cnoMHsMe 3a max. U cvuweBpemeHHo
me3u Mamepuu Mo2am ga cAy>kam kamo 3Hauu 3a koaek-
muBHama namem, noka3zameau 3a kyamypHa cmotHocm,
30WomMo - NOgobHO HA UeHMPAAHU nyHkmoBe B pumyan

- me Mo2zam ga omzoBapsam egHoBpeMeHHO Ha Hy>kgume
Ha uHguBuga u Ha Hyxkgume Ha obuwHocmma. Mamepu-
anHo nokazaHusm >kuBom Ha cBema, kolimo Hakoza e 6ua
omcmpaHsBaH 8 uMemo Ha pa3zbupaeMocmma U payuo-
HaAHocmma, Hali-cemHe Moxke ga ce 3aBbpHe, 3a ga ce
Bceau B Hac.

Mo VY. A. T. Muuba
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CvBpeMeHHama apxumekmypa kamo ob6sac-
HeHue Ha yoBewkomo npebuBaBaHe

Ako mps6Ba ga ce obgcHU no Bv3aMokHo Hal-kpambk Ha-
yuH kakBa npoMsaHa goHece XX Bek B uoBewkus cBam, om-
20Bopbm 6uU BuA: om 2AegHA mouka Ha apxumekmypama,
ecmemukama, npaBomo, mol pazebpHa cvwecmByBaHe-
mo kamo npebuBaBaHe Ha cneuuduyHu Mecma, uau kaza-
HO no-npocmo: mol HanpaBu s8HO MecmoobumaHuemo.

N3kycmBomo Ha MogepHama cezpaga pa3AoXku Ha eAe-
MeHmMu u nocAe HaHoBo BvBege goMa - moBa gonvAHeHuUe
kbM npupogama, koemo no3BoasBa vyoBeka; mo uzareze om
ueHMbPA Ha epaga, kolimo Hakoza nogpexkgawe cBema B8
kpve okono cebe cu, u 20 npemogeaupa B Mmpexka om nomo-
Uu U AbYU.

AHaAumuvHama ,peBoaloyusa’, kosmo cbemaBasBa uen-
mpaAHama HepBHa cucmema Ha MogepHocmma, cu
npucBou Ha cBol peg apxumekmypHume 068uBku Ha vo-
Bewkama coepa u - BvBexkgaliku egHa popMaaHa a3byka
- cb3gage HoBomo u3kycmBo Ha cuHme3d, MogepHama
epamamuka Ha npou3BeskgaHemo Ha npocmpaHcmBo,
kakmo u npeobpazyBaHama cumyauus Ha cbuwecmByBaHe
B8 uzkycmBeHa cpega.

~Cdepu 1% 2006, Ha Memep Caomepgatik
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rOBOPEWMKW HA CTEHWUTE

- 74 —



Kak kuBeem

CmuxomBopeHue, ugnpameHo Ha Paga BykoBa om novu-
mamea no noBog HeliHug npoekm “Kak >kuBeem” 3a 6bAzap-
ckus naBuauoH, BeHeuus 2019.

- Kak >kuBeem?
- XuBeeM cpeg cmeHu...

- Kak >kuBeexme npegu?
- XuBeexme u3BvH cmeHume.

- Kak we >kuBeem?
- LLle kuBeeM mekgy cmeHume.
Il.

Meskgy Mbka u keHama
CvwecmByBa Alo608.

Meskgy Mbxka u Alo6oBma
CvwecmByBa cBemvm.

Meskgy Mbka u cBema
CvwecmByBa cmeHa.
M.

Kozamo 6ax Maag
loBopex gbazo Bpeme HaO cmeHume...

Ho gHec He uM 2o0Bops Beue

3awomo cbM noMexkgy msx

Tam kegemo Hew,o ckpumo e ouakBano Hac
30 ga cvwecmByBa.
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V.

MoHe koeamo 2oBopuw HaO cmeHume
Modkew ga cu cuzypeH ye He 2oBopuw B npazHomo.

Taka cu Mucaex Hskoza.

Ho gHec ce HaMupaM Mexkgy cmeHume

M Beue 3HAM Ye He e Bb3MoxkHa

Nlo608 6e3 exo

Exo 6e3 cmeHu.

Humo cmeHu 6e3 cBsam om kolimo ga Hu nazsm.

V.

3amoBa u Hukoza HSMa ga Moza omHoBo

Aa 20Bops HO cmeHume

Beue nomexkgy um cvuwecmByBam

B oHa3u He3abeaekuma u ylomHa cumyauus

Kozamo cbvBvpuwieHo Moxkew ga vyyew cBema omekBauwy,
HacAyku c Alo60B cpeuwy msx.
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— Aa mu ce cayyu ga xkuBeew B uHmepecHu BpemeHa.
— Hamam HukakBo kenaHue Bpememo ga Me uHmepecyBa.
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Kak uHmepHem we npoMeHU cmamyca Hd
npou3BegeHuemo Ha uzkycmBomo?

e cvwecmByBa Au omHoBo mBopuecka obuwHocm? Le
ce 30BvpHeM AU kbM aHoHUMHocmma? Bece nak OMup e
aHoHuMeH aBmop. He 3HaeM Huwo u 3a Lekenup, Ho mo3u
gpebeH Mk om Cmpamdaopg Ha EliBbH 3Hae noBeue om
Hac 3a novmu Bcuuko. MHozo e Bv3aMoxkHO enoxama Ha
BeAaukomo ,,e20* Ha Beaukomo ,,a3* ga e npukaloyuaa. Oc-
BeH Bcuuko gpyeo, ms e u gocma kpamka. BemoBeH e 6ua
HascHo, Ye e BemoBeH. Paga BykoBa e Bce owie HascHo, ve
e Paga BykoBa. Ho He Mucas, ve Lekcnup Hakoza e uMaA u
Hal-6eeAnomo cb3HAHUE, Ye e LLekenup.

Mo Axkopgrk CmaliHbp
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Paga bykoBa He cMama, ye cvwecmByBa
ycmoluyuB uAu eceHyuaaeH ,a3”.

Camama ms e amaazama om moakoBa MHozo Hewa: kHu-
a2ume, koumo e veaa, duaMume, koumo e eanegana, meaeBu-
3UOHHUMe npegaBaHus, koumo e caeguag, pa3zzoBopume,
koumo e Boguaa, necHume, koumo e naaa, Alo6oBume,
koumo e npexkuBsaaa. BcbuyHocm ms e mBopeHue Ha moa-
koBa MHo20 xopa u Ha moakoBa MHo20 ugeu, Ye ycewd, ye
npumexkaBa mBvpge Maako opusuHAAHU MUCAU U ugeu; ga
ce Bv3npueMa kosmo u ga Buao om msax kamo Heuw,o opuau-
HAAHO HeliHO, 6u BUAO HOUCMUHA CASN €20U3bM, CMIMAd ms.

Mo ,Teopuu“ Ha KeHem loagcmum, 2015

XygoxkHukbm e uzobpemeHue, omHOCHO koemo apxeoAo-
2usma Ha Hauwemo MucAeHe ¢ Aekoma noka3Ba, ve Hezo-
Bama gama Ha Bv3HukBaHe e HeomgaBHawHa. A Moxke 6u
u ye kpasm My e ckopoweH. Ako moky-wo ca u34ye3HAAU

- kakmo ca ce u nosBuau - oHe3u npegnocmaBku [koumo
ca goBeau go BvzHukBaHemo myl..., mo MoskeM ga ce 063a-
AOKUM, Ye xygodkHukbm wie ce 3aAuYU, NOgOBHO HA AUUE,
HapucyBaHo B nacvka Ha 6peza Ha Mopemo.

Mo ,AyMume u Heuwama“ Ha Muwea Pyko
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KakBo ce cayuu c obewaHuemo 3a cBobogHo Bpeme?
Modke 6u uzkycmBomo gHec e cnocobHO ga HU npegAaoxku
emo moBa: Hew,0, koemo ga noA3BaMe, uau Hew,o, Bbpxy
koemo ga paszmuwagBame B HakakBa 6vgewa ycmaHoBe-
Ha 30HA Ha cBobogHo Bpeme; gokamo ,,uzkycmBama“ 8
UHCMpPYMEHMOAU3UpPAHAmMa cu NPUAOXUMOCM NPOCMO
dopMupam nopegHama 30HA HA kanumaaAu3upaHe, camMo
ye NO-U3MBbHYEHA U scHo ycmaHoBeHa. Te Hukoza He ca
npucnocobeHu eguHcmBeHo kbM apmucmume, a no-ckopo
ca HacoyeHu kbM HaceAaeHuemo u306wo kamo Ha4uH 3a
PAUUOHOAU3UPAHE U MUHUMU3UPAHe Ha uHoBauuume Ha
pabomHomo Mscmo, kamo Yyacm om egHa MOMpPUUA HA
ycbMHsBaHe u pa3audaBaHe. Apmucmume 6uBam pas-
eAnekgaHu no-ckopo kamo gocmaBuuuu Ha cvgbprkaHue
30 30Hama Ha cBobogHo BpeMe, omkoakomo kamo HeliHU
06pa3uoBu npegcmaBumeau uau kamo 3acmbnHULU Ha
kpumuuHa cnpsMo Hes no3uyus. KamezopuyHo uM e gage-
HO POASIMA HA MapauHaAu, koumo no camomo cu ecmecm-
Bo cv3gaBam obpa3zuu 30 cmua Ha kuBom. M Bvnpeku
moBa HaAuvyuemo Ha obew,aHue 3a cBobogHo Bpeme He

e B cuHxpoH ¢ xygoxkecmBeHama npogykuus. Apmucmu-
me ca noA3Baau pa3HoobpasHu BugoBe cBobogHo Bpeme
kamo cnoco6 omkpumo ga ce npomuBonocmaBsm Ha
cxBawaHusma 3a pabomama kamo msacmo, B koemo ce
npugo6buBa gocmoliHcmBo u kegemo ce nosB8s8am uHo-
Bauuu, kakmo u 3a ga kpumukyBam, noguepaBam uau
napogupam cxBawaHemo 3a apmucmuyHus >kuBom kamo
HskakBa poaeBa uzpa B 3oHama Ha cBobogHomo Bpeme.
Tyk npugo6uBa nbAHUS Cu CMUCBHA NOHSIMUEemo ,,u3BvHpa-
6omHu“ - koeamo mps68a ga 6vgam xapakmepu3upaHu
gvabokume xygoxkecmBeHu HamepeHus Ha Paga bykoBa,
omgpbnBaHemo om pabomeHemo uau nvk ycmaHoBsBaHe-
mo Ha makuBa cmpykmypu, koumo ce xapakmepusupam
C acuMempuyHU noMexkgy UM HOMepeHus U pe3yamamu,
koumo nvk ommamM HacemHe cmaBam mapkepu 3a Hag-
xBbvpAgHe Ha obewaHUEMO 30 hocmmpyg - obewdHue,
koemo Hukoea He e 6Buao Hew,o gpyeao, ocBeH npoekuus Ha
egHo HeBpomuyHo He-cbcmosiHue.

Mo ,.3awo ga ce pabomu?“ (2012) om Aubm luauk
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3a ga ycnee uAu ga He 6bge eAuMuHUpaH, mBopeubm
mps68a - kakmo ce ka3Ba - ga cu cv3zgage ume, m.e. ga
onpaBgae napuvHume cu uckarus, uzmuvkBaliku co6cmBe-
HOMO cu uMe, koemo uzpae poAsma Ha mbpeoBcka Mapka u
Modke ga 6bge 3ana3zeHo no lopugudecku nbm kamo maka-
Ba. 3a ga 6vge uzmvkHamo egHo uMe, Heob6xoguMmo e kbM
Hez2o ga 6bge mpaliHo npukpeneH chnoMeHbm 3a gBa Buga
nepdopMamuBHU onucaHus -u egHOMO, U gpy2omo ce
omkposaBam Bvpxy doHa Ha npueMcmBeHocmma. Te3u onu-
CaHUS UeAsm, om egHA CMpPAHd, ga noco4am, Ye ca ce No-
aB8uAu pazAuvus, cCNOCOBHU ga NPOMeHsiMm Xogd HAO mpagu-
uusma, B kosmo ce BnucBam. Om gpyea cmpaHad, maxHama
poAs e ga npeBbpHam B paska3 egHa AuuHA ucmopus,
kosmo cbw,0 e HanucaHa B mpaguuuoHeH popmam: maka
ye nogbpaHume pasAuvus ga 6vgam 3akomBeHu B egHa
BbuoepaduyHa usaocmHocm - ma3u Ha mBopeud, ugeH-
MudUUUPAH Ype3 uMemo cu u Ype3 npoekmume, B koumo

e yyuacmBaa. be3 moBa cBvp3BaHe, om egHa cmpaHa, ¢
mpaguyusma, kosmo gaBa Bv3mokHocm ga ce omkpou
HoBomo no omHoweHue Ha egHO MUHAAO, koemo BuHaeau

e cnocobHo omHoBo ga ce nposBu, a om gpyza cmpaHa,

C ucmopusma Ha gageH YoBek, Ha koeomo ce npunucBa
ma3u HoBocm, omepaHu4aBaHemo 6u uMaAo eguHcmBeHo
cxoAdcmuyeH xapakmep u 6u ce pazcesno cpeg obuwus
nomok ce6umus om >kuBoma uau, ako weme, cpeg cBema.
OmepaHuyaBaHemo 6u buao ako He He3abeaexkumo, mo
NOHEe AUWEHO Om CUAd ga ocmaBs cnomeH, a caegoBa-
MEAHO U AUWEHO om ndpu4Ha cmotHocm. ToBa o3HauaBa,
ye mBopeuwvm ce Hyxkgae om xBaAeHe, U NO-MOYHO — om
6uoepacdu. BnpoueM gHec mol uzpae Bce no-2oaaMa poas
B peckucupanHemo Ha cobecmBeHus cu >kuBom, 3a kolimo
npegocmaBs uHpopmayus, HanpuMep nog dopmMama Ha
uHmepBloma, om koumo uHmMepnpemamopume Mozam ga
ce Bbv3noa3B8am, uau - B no-ckpomHa popma - npaBeliku
paBHocMemka Ha cBoume geliHocmu, kayecmBa u Ha ,,opu-
2UHAAHUME” Yepmu Ha AudHocmma cu 8 CV-maq, ,,gocue-
ma“ uau ,nopmaoaua“ koumo paznpocmpansaBa wupoko.
W Hakpas - upe3z akmuBHo noa3BaHe Ha couyuaAHUmMe Mpe-
>ku. TBopeubm mps6Ba ga e cnocobeH He camo ga BnucBa
pa3Audus B Hewama, Ho u ga nopaykga guckypc omHOCHO
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me3u pd3Auyus, koemo npegnoadza, Ye GoHbM HA Mpa-
guuusama, Bbpxy kolimo me ce omkposiBam, My e no3Ham;
kakmo u ga npou3Bexkga pazkas 3a >kuBoma cu, kolimo ga
My no3B8oAdB8a ga omnpaBs uckaHe 30 aBmopcko npaBo Hag
me3u pd3AuYus. BcbusHocm npaBama Ha uHmeaekmyaaHa
cobcmBeHocm Mozam ga 6vbgam npegsaBsaBaHu eguHcmBeHo
3a npous3BegeHus - 6uau me Hew,a uau mekcmoBe, - Ho He
Mo2am ga ce omHacam go moBa, koemo Hapuuame ,ugeu’
Ho pa3auvusma, BbBegeHu om mBopeua, yecmo npuemam
dopMama Ha cBbp3aHu nomexkgy cu ugeu, kakmo kazBa
>kapeoHbm - Ha ,,xpyMku“; moBa e Hewo, koemo 2u npaBu - B
cAyual ve ycnesm ga ce xapecam U pa3npocmpaHsim — Aec-
Ho npucBoumu om MHoXkecmBo koHkypeHmu, kamo mBope-
ubm mpsa68a ga 3ana3zBa Bugumu cBoume pazAuvus cnpaMo
max. Mpu masu ypeg6ba, nopaxkgaHa om Au4HOCMMA Ha
mBopeua, pazaudusma, cBvp3aHu ¢ HeeoBomo ume, mps6Ba
ga 6vgam npegcmaBsHu u nogpexkgaHu no Ha4vuH, kolimo
ga cbomBememBa Ha kaacuueckus Mogea Ha Buozpaduume
Ha 3a6eAekumeAHuUme AUYHOCMU oM MuHaAomo. Beska om
HoBume aduwupaHu pazauku mps6Ba, om egHa cmpaHa, ga
6eaeku omkaoHeHUe om npegwecmBawume 20 mBopuu no
HayuH, kolimo ga peakmuBupa edekma Ha uzHeHaga u ga
npoBokupa uHmepnpemauyus. Om gpyaa cmpaHa, mps6Ba
ga npegcmaBs cxogemBo ¢ pa3zaudusma, koumo Beue ca
cBvp3aHU ¢ uMemo Ha BvnpocHus mBopeu, moecm ga 6vge
om nopsgbvka Ha noBmopeHuemo, maka ye ga npugaBa Ha
>kuBoma My eguHeH cmua, koemo yBeauuaBa cnocobHoc-
mma ga 6bge 3anoMHeHo uMemo My. Ho 3a ga 6sgam me3u
pPA3AUYUS, OM egHA cmpaHd, mpatiHo cBbp3aHU ¢ gageHo
uMe, d om gpyad CMpaHA - CMemHamu 3d yMecmHu, pewa-
Bawa poas ugpae nocpegHudecmBomo Ha Hakol ceaekuuo-
Hep. MocaegHuam BcvwHocm e B no3uuusma Ha ,,na3a4y Ha
Bxoga”. Tol onpegeas gocmbna go GUHAHCUPAHE UAU goC-
mbna go pecypcu, om koumo 3aBucu penymauusma: maks8
HanpuMep e u3gameasam uAu kypamopsm. Ho Hal-MOWHU-
me cpeg me3u ceaekuuoHepu Yecmo ca cvuo mBopuu, m.e.
konkypeHmu.

»3a6o02amsBaHe: Kpumuka Ha cmokama“
Ha Alok BoamaHcku u ApHo Eckep (Gallimard, 2017)
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MbvAYyaHuemo Ha Paga BykoBa e omBopeHo.

To 3aa848a, ye uzkycmBomo e egHa om Hal-Bucwume ¢op-
Mu Ha >kuBom, Ho npu ycaoBue, ye mBopeubm u3zbeeHe eguH
gBoeH kanaH: ualozusma 3a npou3BegeHuemo Ha u3ky-
cmBomo u uzkyweHuemo ga 3aeMe mackama Ha apmucm.
M gBeme ca cnocobHu ga BkameHaBam: nbpBomo npaBu
om cmpacmma 3amBop, a Bmopomo - om cBobogama
npodecus.

Mo ,Mapcea AlowaH uau 3aMbkbm Ha Yucmomama*
(1967) Ha OkmaBuo Mac

- 83 -






o B e

-

»

N

Wi







The Dialectic
of Glass — Commodity
Circulation and

Way of the Sand
Stephen Zepke

Lazar Lyutakov’s Way of the
Sand combines two ready-
mades: sixteen partially broken
and reassembled acrylic-glass
shelving units (strictly speaking
rectified readymades) display-
ing groups of hand-blown beer
glasses. This conjunction of
commodities and their display
concept explores the con-
ditions under which art and
industry both exist according
to the rules of the market. The
significance of the readymade
here is not primarily its chal-
lenge to the epistemological
limits of art, nor its assertion of
the democracy of the artistic
act (although it is both these
things) but rather, as Benjamin
Buchloh has argued, its “affirm-
ative celebration of a technical
Modernism and a scientifically
organized mass culture” (1998
270), a celebration that fore-
grounded art’s status as a com-
modity and made production
and consumption something
that art could engage with. In
this sense, Lyutakov’s work is
not particularly concerned with
what happens when the line

between mass culture and art is
crossed (a thoroughly exhaust-
ed line of research), but rather
applies the more contemporary
practice of appropriation that
assumes this distinction no
longer exists. More specifical-
ly, Way of the Sand offers an
immanent critique of how the
commodity form structures the
art work and in particular how
it does so within the context of
the biennale as an active agent
of globalisation.

Art works related to
the politics of display and the
production of value as these
operate in both mass culture
and high art first emerged in
the early 60s with Claes Old-
enburg’s The Store (1961) and
Mouse Museum (1965) and the
presentation of collections of
similar or identical objects by
Arman. Oldenburg and Ar-
man’s work shifted the debate
around the readymade from
the selection of objects to their
consumption and accumula-
tion and, in this way, moved the
discussion beyond the subjec-
tivity of the artist and towards
commodity fetishism. Arman
and Oldenburg understood,
Buchloh argues, “that sculpture
from now on would have to
be exclusively situated within
the presentational devices of
the commodity (the vitrine,
the display case) and that the
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museological conventions of
exhibiting sculpture would

be increasingly displaced by
the display conventions of the
department store” (1998 276).
Such work therefore followed
the wider shift in visual produc-
tion of the time, where art was
being increasingly influenced,
and even determined, by modes
of mass cultural representation
(Andy Warhol being perhaps
the most obvious example).

By the late 70s appropriation
art produced “pictures” that
further blurred the line be-
tween mass culture and art and
offered an ambiguous critique
of the emerging sign economy
and the place of the “original”
and “originality” within it (as in
the work of Cindy Sherman or
Richard Prince). In the 90s this
approach was applied to objects
in what became known as com-
modity sculpture, exemplified
by the work of Jeff Koons and
Haim Steinbach.

Commodity sculpture, ac-
cording to Hal Foster, “tended
to substitute design and kitsch
for art” and emphasised that its
own activity was a “business”
(107). In doing so this work
sublated the modernist dialec-
tic of high art and commodity
culture into the ubiquity of the
commodity sign, recognising,
as Buchloh puts it, that “the
languages of mass cultural

representation now deter-
mined aesthetic production and
reception” (1986 288). Way of
the Sand follows appropriation
art and commodity sculpture in
assuming that visual art pro-
duction reproduces the logic of
commodity fetishism and, like
the former, seeks to provide a
critique of this. The problem
with commodity sculpture,

on the other hand, is that it
seemed to “thematize this
fetishism”, or even celebrate it
in what Foster calls “triumphal
defeatism” (108). The problem
with this, according to Buchloh,
was that “once an object had
been isolated from its functions
and contexts and had been
given over to exhibition value

it would inevitably fuse with

the condition of the isolated
and fetishized commodity
object as the central category of
object experience” (1996 524).
This is merely a kind of cynical
reason, an enlightened false
consciousness. This is the fate
of the readymade in commodity
sculpture according to Buchloh,
its “objects no longer criticized
the existing modes of object
experience but embraced them
as inescapable conditions
within which the aesthetic
gesture henceforth would

have to constitute itself” (1996
512). Commodity sculpture as
the contemporary form of the
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readymade is therefore a type
of “capitalist realism” as Mark
Fisher has called it: the accept-
ance that there is no alterna-
tive. Such an acceptance has
given rise to what Fisher calls
“reality art”, the presentation
of an “inertial tautology” that
refuses to be more than what it
patently already is: a commod-
ity. Damien Hirst’s diamond
encrusted skull is paradigmatic,
“a mute symptom which exem-
plifies a condition it can neither
describe nor transcend” (506).
Lyutakov, however, does
describe this condition, incor-
porating commodity fetishism
into the logic of Way of the
Sand, but in doing so he also
reflects it back into the work as
its “content”, making it visi-
ble and available for criticism.
In other words, he does not
present commodities as “found
objects”, thereby obscuring the
relations that produced their
value in favour of making them
available for subjective (re)in-
vestment (as commodity sculp-
ture does), but rather follows
appropriation art in repeating
these relations with a minimal
but nevertheless crucial dif-
ference. As Peter Osbourne
has argued: “Only thus will art
be truly ‘critical’” (166) While
part of this critique focuses
on what Baudrillard called
“sign-exchange value” (objects

become signs that gain value by
switching codes, as in fashion),
Way of the Sand also focuses
on how globalisation effects
the circulation of commodities
(whether glass or art work) and
the production of their value.
As a result, Way of the Sand

is an artwork commodity that
illuminates the processes that
give birth to it. If Steinbach or
Koon’s work place the spec-
tator in the position of a high
end shopper, then Lyutakov’s
positions us as the victim of a
scam, a scam operating in the
art world as it does everywhere
else.

Earlier works by Lyutakov
such as Blank Daniel (2017) or
Flying Forward (2014) clearly
assume that the logic of sculp-
ture is inseparable from the
globalised logic of commodity
fetishism, the first beginning
from the formal display found
on a shopping website and the
second actualising the progres-
sive copying of a sports shoe in
Asia and Europe. Similarly, we
walk into Way of the Sand as
we would into the transnational
space of a high-end boutique.
The display cases are tastefully
arranged in the space and con-
tain varying numbers of a hand-
blown glasses — the only prod-
uct. Confronted with a piece
of contemporary art, however,
we know not to take things at
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face value and indeed this work
begins from a simple, although
not immediately obvious fact:
the glasses were made in Vi-
etnam from recycled broken
glass, using an extremely basic
industrial technique performed
in a rudimentary outdoor work-
shop. Due to the cheap labour,
materials and method, they are
sold for 30 cents. Obviously
enough, Lyutakov bought as
many as he could bring back.
The appearance of the glasses
in Lyutakov’s “shop”, now trans-
formed into high-end artisan
handicrafts, are an example of
“appropriation” in an economic
sense, where unequal exchange
(a little money for a lot of work)
in the “periphery” facilitates
capital accumulation in the
“center” (see Hornborg 5-10).
Additionally, the glasses gain
enormous sign-exchange value
by being circulated from Viet-
nam to Venice, from the factory
to a boutique, from a humble
object to a work of art. In the
case of Way of the Sand, the
transformation of the glass-

es from cheap to expensive
matches a shift in their market:
no longer commodities for the
poor but art works for the rich.
At this moment the art world
explicitly appears as exploiting
the imbalances of a globalised
market and the artist as an en-
trepreneur within it.

The fact that the origin of the
glasses is not immediately ob-
vious is an important part of the
work, because fetishising the
basic nature of their produc-
tion (hand-made, blown glass,
recycled, exclusively made in
this workshop) paradoxically
gives the glasses their value
as objets d’art. Similarly, the
glasses display a global memory
of modernist design, a kind of
rough imprint of the original,
now blurred and degraded, but
it is precisely this modernist
echo that allows them to be cir-
culated from the periphery back
to the centre. Furthermore,
this rudimentary production
process makes them slightly
irregular and so different from
each other. These now artful
imperfections are highlighted
by their display to emphasise
their artisanal and hand-made
quality. Way of the Sand there-
fore presents the circulation of
these commodity signs from
Vietnam to Venice and in doing
so turns this circulation and the
added value it produces into an
object. The work does not sim-
ply illuminate what is concealed
by commodity fetishism, but
embodies it.

This global circulation
of commodity signs seems to
have already reached its log-
ical conclusion, as for some
time the signs of handicraft
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have been incorporated into
industrially produced objects
as if to obscure their automat-
ed production process. As the
narrator in the film Fight Club
(dir. David Fincher, 1999) tells
us in reference to IKEA; “I

had it all, even the glass dishes
with tiny bubbles and imper-
fections, proof that they were
crafted by the honest, sim-

ple, hard-working indigenous
peoples of ... wherever.” What
is being valued here, what gives
these (industrially produced)
glass dishes their value, is the
simulation of artisanal authen-
ticity, which is reduced to a
sign and exchanged as such.
What Fight Club reveals is how
this sign of artisanal produc-
tion, whether genuine or not
(and as a sign this distinction is
not important), is ubiquitous,
operating on both sides of the
mass culture/high art divide,

a divide that Way of the Sand
also suggests no longer exists.
So although Lyutakov’s work
seems to begin with the ready-
made commodity transforming
into an art work, it in fact shows
how this distinction was already
ideological and symbolic in the
first place and how it works to
generate profit. In Way of the
Sand then, the art work doesn’t
simply simulate a shop, but in-
corporates the social conditions
of its own production as both

commodity and art work into its
own compositional logic.
Meanwhile, the perspex
display cases seem to trace the
circulation of the glasses in re-
verse. The shelves begin as ex-
tremely expensive items, valued
for everything the glasses are
not. The shelves are precision
made, produced largely by ma-
chines to an extremely exacting
standard. The artist then breaks
them up, hurling the hand
against their smooth polished
perfection, returning them,
perhaps, to the state of raw
material available for another
recycling process. Once more,
Way of the Sand describes the
conditions of its own produc-
tion, presenting us with a kind
of self-describing circularity as
its glasses rise from the shards
of broken glass they recycle
and the acrylic-glass shelves
that guarantee their value are
broken and so take the first step
on the path to being waste. It
is as if the work freezes this
movement and presents it,
emphasising the poverty of its
materials at the same time as
it appears as a high-end design
shop, embodying the unequal
exchanges that are normally in-
visible in the commodity fetish.
In this sense, Way of the Sand
does not disavow the processes
that created it, but rather makes
these processes visible in the
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transparency of the object.
This immanent critique of the
commodity sign nevertheless
remains ambiguous, because
while it actualises the produc-
tion of value that puts it in its
place, it does not reject or give
up this place and perhaps even
requires it to give efficacy to its
argument.

Indeed, the broken acrylic
glass shelves can also be inter-
preted according to the model
presented by Fight Club. Just as
the bubbles in the glass IKEA
plates are produced by a ma-
chine and so reduced to a pure
sign, so the destruction of the
shelves could also be seen as a
sign of the hand making them
into a “one-off” item, into an
expensive art work. This would
be the way the mass-produced
display up-cycles via hand work
to the status of a unique object,
partaking in what the artist calls
the “ripped jeans” logic of the
work. Way of the Sand’s shelv-
ing units actualise the systems
that produce and distribute
objects and their values and
underlines how these systems
operate in both the art world
and the shop. As such, the
work’s ironic motto seems to be
Kathy Acker’s remark that “art
is the elaboratings of violence”
(123). On the one hand the
appropriated glasses (that is,
commodities) rise out of broken

waste, illuminating the violence
of globalised capital accumu-
lation, while on the other the
shelves are broken up, a violent
gesture that gives the personal-
ised touch we value in the work
of art.

All of this embodies aes-
thetics (which is also a politics)
of “distance”. As we have seen,
this means the global reach
of appropriation and the cir-
culation of its spoils, but it is
also the maintenance - even in
the face of Way of the Sand’s
critical stance and indeed as
its condition - of the imagined
autonomy and critical distance
of the artist and art. Let’s see
how this works. An important
part of Way of the Sand is how
it focuses exclusively on the
presentation of the commodity
in the shop. Unlike the work of
Haim Steinbach for example,
or before him the Surrealist
objet trouvé, Lyutakov does
not attempt to provoke poetic
associations through disori-
enting or otherwise evocative
juxtapositions of the objects
in order to generate unexpect-
ed meanings or affects (what
Germano Celant calls “seman-
tic redistribution” (384)). The
glasses appear on the broken
shelves and there is nothing
else. This empirical mat-
ter-of-factness emphasises the
retail environment constructed
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by the work and encourages us
to reflect on the Venice bien-
nale’s complex relationships
with global markets. Similarly,
while it highlights the physical
“work” that went into making
these objects, it also draws at-
tention to the aesthetic work of
arranging all the elements and
the conceptual work that gives
Way of the Sand its critical im-
petus. Indeed, it is possible to
argue that these aesthetic and
conceptual-critical forms of
artistic work are what give the
object its highly inflated price
relative to that of its compo-
nents. According to this way

of thinking, the artist enters
the market (i.e. the art world)

as a commodity owner, albeit
subject to various detrimental
conditions, the most obvious of
which is the payment of half the
commodity’s value to the gal-
lery (which is literally a shop).
In this sense, the artist does not
sell their labour but the prod-
uct of their (physical, aesthetic
and conceptual) labour, mak-
ing them a commodity dealer.
This view is consistent with

the bourgeois ideology of the
free market, where the econo-
my is formed by relationships
between free and equal individ-
uals and is further confirmed
by seeing the artist as a type of
artisanal producer. Similarly,

in our own era of conceptual

artistic production, the artist’s
“idea” - in Sol Le Witt’s sense:
“The idea becomes a machine
that makes the art.” (12) — is also
understood as their property.
The artist, in other words, owns
their means of production. That
this “ownership” is ideologi-

cal has been clearly shown by
José Maria Duran, who writes:
“Artistic proprietorship is based
on the assumption that what

is fabricated or simply chosen

- that is, the artistic object - is
the material realization of the
subjective and thus unique and
singular intellect. Before the
artist appears socially as owner
of the products of thought, he is
constituted as a private owner
of thoughts. It is this private
ownership that is sanctioned
by intellectual property rights.”
(230) The important point here
is not only that the assumption
of an artist’s private ownership
of his work is clearly a mode of
fetishism (a fact the readymade
revealed from the beginning),
but that it also underpins the
reification of the artist’s au-
tonomy and authenticity as
guarantees of the value of their
work as a cultural product.

The assumed exceptionalism
of art therefore rests on the
cultural role of the artist as this
is determined by commodity
capitalism.

- 93 -



The question, then, is less
about who owns the work of
art, than what turns the artist
into an owner of the art com-
modity in the first place. Way
of the Sand clearly embodies
the fact that the artists’ natural
rights of “possessive individu-
alism” in relation to their work
perpetuates the illusions of
commodity fetishism and that
this placement of an inten-
tional and sovereign artist as
an owner is a basis of the art
world as a market. As Benjamin
Buchloh puts it: “Thus at the
core of the work itself we find
not only a fetishized notion

of high art in general, but also

a fetishization of its particu-

lar historical configurations.”
(1985 323) This fetishization
was led by Conceptual art,
which claimed to escape the
commodity form that sculpture
and painting inevitably took on,
thus (as Rosalind Krauss argues)
“securing a higher purity for Art
...] and escaping the effects of
the market itself.” (11) While it
is undeniable that conceptual
art proposed a democratisation
of the creative act by turning it
into having a concept, this in no
way threatened the fetishisa-
tion of the art work as a com-
modity. At the time of the rise
of advertising and marketing it
seemed entirely logical to sell a
“concept” (see Alberro).

While Way of the Sand clearly
has a highly conceptual aspect,
this remains inseparable from
the way it materialises and aes-
theticises the various exchang-
es that give it both form and
value. In this sense it pushes
back against Peter Osbourne’s
recent insistence that contem-
porary art is postconceptual art,
inasmuch as it exhibits a “deci-
sive historical transformation
of the ontology of the artwork”
(2013 8) towards what he calls

a “post-aesthetic poetic” (2013
33). Contemporary art is consti-
tuted by the idea, the problem,
fiction and transnational capi-
talism according to Osbourne,
all of which are immaterial and
non-aesthetic aspects of the

art work. In this new regime of
art, the aesthetic and material
parts of the work are merely a
delivery system for the concept,
which constitutes the virtual
essence of the work. As we have
seen, however, the concept in
no way avoids the problem of
the commodity fetish (which to
be fair is not Osbourne’s claim)
and perhaps even exacerbates
it in insisting on dematerialised
forms of art production.

That Way of the Sand
was made to be exhibited at the
Venice biennale, the “home” of
hand-blown glass, is no coinci-
dence. This conjunction serves
to emphasise the way the bien-
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nale form itself is, according to
Peter Osbourne, “the Research
and Development branch of
the transnationalization of the
culture industry” (2013 164). If
Way of the Sand is a shop then
the Venice biennale is a super-
market. A global supermarket,
because what the biennale
illustrates is the way capital

is able to cross borders and
appropriate cultural difference.
In Way of the Sand we can see
how this embrace of globali-
sation by the biennale relies

on unequal exchange (and its
disavowal) to produce value,
while nevertheless having to
retain an interest in the illusion
of the extra-territoriality of

art, whether this is the artist’s
autonomy as a creator or as a
“commodity owner”. This is the
crux of Way of the Sand’s “crit-
ical” ambivalence. It embodies
what Osbourne calls the “struc-
tural contradiction between
[the art world’s| cultural-eco-
nomic (or ‘cultural-industrial’)
global aspects and its individual
ng cultural-artistic functions”
(2018 14-15), on the one side
revealing the fetishism of the
art object as the condition of its
value in the market, but at the
same time only achieving this
transparency by polishing its
own art commodities to an ex-
traordinary level of perfection.

Writing in 1985, Buchloh saw
the specificity of contemporary
art emerging in the conjunction
of fashion, design and adver-
tising. Today we have seen this
conjunction become even more
visible and Way of the Sand
places itself precisely at this
meeting point of these increas-
ingly co-dependent spheres of
the creative industries. But it
does so to reveal how art and
the others are all organised
around the same ideological
assumptions regarding the
commodity, its production and
its markets. It is in this way that
Way of the Sand is quite specif-
ic in its illustration of how art

is animated by the market and
it is only by doing this that an
aesthetic practice can reveal

its “inextricable entanglement
with economic reality on the
one hand and ideology on the
other, without ever submitting
fully to either one.”

(Buchloh 1985 328)
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Auaarekmukama
Ha cmbvkAomo -
kpvaoBpam
Ha cmokume u
Memsam Ha nacvka

CmuBuvH Lenke

»ITemsam Ha nacvka“ Ha Aa3zap
AlomakoB cvyuemaBa gBa
~pegu-Meliga“: wecmHagecem
YACMUYHO cuyneHu u omHoBo
canobeHu cmeaaxka om akpua-
Ho cmbkAo (no-mouHo kazaHo,
nonpaBeHu apmukyau), Bvp-

xy koumo ca u3zaoxkeHu 2pynu
om Yyawu pbvyHa uzpabomka.
ToBa cvuemaHue Ha cmoku u
msaxHama Bu3yaaHa koHuen-
uus u3zcaegBa ycaoBusma, npu
koumo u uzkycmBomo, u uHgyc-
mpusima cbwecmByBam cno-
peg npaBuaama Ha nazapa.
3HayeHuemo Ha ,,pegu-meliga“
myk He ce cbemou 2aaBHo B8
npegu3BukameacmBomo Ha
enucmeMoAO2UYHUME 2pa-
Huyu Ha uzkycmBomo, HUmMo
nvk 8 HecoBomo omcmosBaHe
Ha geMokpamuyHocmma Ha
apmucmuyHus akm, Bvenpeku
ye mo npegcmaBasBa u gBe-
me, a no-ckopo, kakmo mBvpgu
BeHgrkamuHn bvkao, B ,,y6egu-
meAHomo muprkecmBo Ha mex-
Huyeckusi MOgepHU3bM U Hayu-
HO opa2aHuU3uUpaHama macoBa
kyamypa“ (Buchloh 1998: 270),

mbprkecmBo, koemo uzkap-
8a Ha npegeH NnAGH cmamyma
Ha uzkycmBomo kamo cmoka
u npaBu npouzBogcmBomo u
nompebAeHUEmMO HA Npou3-
BegeHuemo Ha uzkycmBomo
Hewo, ¢ koemo u3zkycmBomo
Moxke ga ce aHzaxkupa. B mo3u
cMucbA mBopbama Ha Aloma-
koB He ce uHmMepecyBa ocobeHo
om moBa kakBo 6u ce cay4uno,
kozamo ce npecko4u egpaHuua-
ma mMexkgy MacoBama kyamypa
u uzkycmBomo (3agwAaboueHo
npoy4eHa Hacoka Ha u3cAaego-
Bamenacka o6aacm), a no-ckopo
u3noa3Ba no-cvBpemeHHama
npakmuka Ha anponpuayus,
kosmo npegnoaaza, ye mako-
Ba pa3zepaHuvaBaHe Beue He
cbvwecmByBa. Mo-koHkpemHo
»ITemsam Ha nacvka“ npegaaea
uMaHeHmHa kpumuka Ha moBa
kak cmokoBama dopma cmpyk-
mypupa npou3BegeHuemo Ha
uzkycmBomo, u no-cneyuaaHo
kak ocbuwecmBsaBa moBa 8 pam-
kume Ha koHmekecma Ha 6ueHa-
Aremo kamo akmuBeH npegcma-
Bumena Ha 2an0baAu3ayUIMA.
XygoxkecmBeHume npo-
u3BegeHus, 3aHuUMaBawu ce ¢
noAumukama Ha gucnaes u npo-
u3BogcmBomo Ha cmoliHocm,
mbU kamo me gelicmBam kak-
mo B cdepama Ha MmacoBama
kyamypa, maka u 8+8 Bucoko-
mo u3kycmBo, nbpBo ce nos-
818am B Hauaromo Ha 60-me
20gUHU Ha XX B. - ,,Maza3uH*
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(1961) u ,My3el Ha Muwkume“
(1965) Ha Kaac OageHbypa u
npe3eHmMauyusma Ha koaek-
UUU om NOgobHU UAU UgEH-
muyHU obekmu Ha ApMaH.
TBop6bume Ha OAgeHbypz u
ApMaH uzMecmBam gebama
okoao ,,pegu-melig“ apmukyaa
om nogbopa Ha o6ekmume B
nocoka HO MaxHomo nompe6b-
AeHue u HampynBaHe u no
MOo3U Ha4YuH npeMecmBam
guckycusma u3BvH cybekmuB-
Hocmma Ha xygoxkHuka u kbM
cmokoBus demuwuzbM. ApMaH
u OageHbype pa3bpaxa, mBvp-
gu bvkao, ,ue ckyaAnmypama
omceeaa Hamambvk we mpa68a
ga ce cumyupa uskalouumen-
Ho B pamMkume Ha cnocobume
30 npe3eHmupaHe Ha cmoka-
ma (BumpuHama, uzaoxk6eHus
waHg) u vye Mmy3eliHume ycma-
HoBeHu npakmuku 3a gucnaeli
Ha ckyaAnmypa we 6bgam

Bce noBeue uzMmecmBaHu om
ycmaHoBeHume npakmuku

Ha yHuBepcaAHus Maea3un”
(Buchloh 1998: 276). CaegoBa-
meAHO me3u npou3BegeHus
caegBam no-wupokomo npeo-
pueHmupaHe, koemo ce cayu-
Ba B8v8 BuzyaaHama npogyk-
uus om moBa Bpeme, kbgemo
uzkycmBomo Bce noBeue ce
BAusie u gopu ce onpegeas om

dopMama Ha npegcmaBsaHe
Ha MacoBama kyamypa (AHgu
YopxoA e Moxke 6u Hali-oye-
BugHusim npumep). Ao kpas
Ha 70-me eoguHuU anponpu-
auusma B8 ugzkycmBomo npo-
u3Bexkga ,kapmunu®, koumo
gonbAHUMEAHO pa3mMuBam
epaHuuama Mexkgy macoBa-
ma kyamypa u uzkycmBomo u
npegaazam gBycMucaeHa kpu-
muka Ha 3apakgawama ce
ukoHomuka Ha 3Haka u Mscmo-
mo Ha ,0puguHaAa“ u ,opuau-
HaAHocmma“ B Hes (HanpuMep
B8 mBopuecmBomo Ha CuHgu
LWepMaH uAu Puuapg MpuHc).
Mpe3 90-me 2oguHU Mo3u nog-
xog ce npuadea kvm obekmu
8 maka HapeueHama ,koMo-
gumu“ ckyanmypa' ualocmpu-
paHa om mBopuyecmBomo Ha
Aked KyHe u Xaum CmalHbax.
Cnopeg Xaa ®ocmbp
»~koMogumu“ ckyaAnmypama
»noka3Ba meHgeHuus ga 3amec-
mu gu3alHa u kuva 8 uzky-
cmBomo“ u noguepmaBa, ue
HellHomo nposBaeHue e ,,6u3z-
Hec” (Foster 1996: 107). MpaBetiku
moBa, mBopbama npemonsBa
MogepHUCMUYHAMA guaAe-
kmuka Ha Bucokomo uzkycmBo
u Ha ,koMmogumu“ kyamypama
8 noBcemecmHama pasnpoc-
mpaHeHocm Ha cmokoBus 3Hak,

1. Komogumu ckyaAnmypama e xygoskecmBeH npuHuun, cxogeH ¢ Aoeukama Ha pe-
gu-melig uau anponpuauus 8 uzkycmBomo. Mpu komogumu ckyaAnmypama npegme-
mu Ha gu3aliHa u kuua ca mpaHcdopMupaHu B ckyanmypHu o6ekmu. Bea. peg.
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npu3HaBatku, kakmo ka3Ba Buk-
AO, Ue ,e3uuume Ha penpes3eH-
mauus Ha MacoBama kyamypa
cead onpegeAsm ecmemuve-
ckama npogykuus u Bv3npu-
eMmaHe“ (Buchloh 1986: 288).
»ITemsam Ha nacvka“ caegBa
uzkycmBomo Ha anponpuayus
u ,koMmogumu“ ckyaAnmypama,
npueMatiku, ye npogykuusma
Ha Bu3zyaaHomo u3zkycmBo Bb3-
npousBexkga Aoeukama Ha cmo-
koBus pemuwiuzbvM U NogobHO
HO npegHUs ce cmpeMu ga ocu-
2ypu kpumuka Ha moBa. Mpo-
6aemMbm c ,,koMmogumu“ ckyan-
mypama, om gpyad cmpaHa,

e, ye ms Hsakak ,memMamu3upa
mo3u pemuwu3zbM” UAU gopu
20 03HaMeHyBa B moBa, koemo
docmbp Hapuyd ,mpuyMdaAAHO
nopaxkeHuyecmBo* (Foster 1996:
108). MpobaemMsbm, chopeg Buk-
A0, ce cbemou B moBa, ue ,caeg
kamo eguH npegmMem e 6uA
omgeneH om HeezoBume ¢yHk-
uuu u koHmekem u My e npuga-
geHa u3aokbeHa cmolHocm,
mol Heu36eXkHO we ce caee Cbe
CbCMOSIHUEMO HA U30AUPAHA-
ma u demuwuzupaHa cmoka 3a
nompebaeHue kamo ueHmpaa-
Ha kameeopus Ha ,,u3kuBaBaHe
Ha obekma“ (Buchloh 19964: 524).
ToBa e camo HsakaksB yuHuveH
goBog, npocBemeHo AbkauBo
cb3HaHue. ToBa e cbgbama Ha
»pegu-meliga“ B ,komogumu*
ckyAnmypama, cnopeg bvk-

AO, HelUHume ,,06ekmu Beue He

kpumukyBam cvuecmByBawu-
me ¢dopMu Ha ,u3z>kuBsBaHe Ha
obekma“ a ca eu npeabpHAAU
kamo Heu36exkHu ycaoBus, B8
koumo camusim ecmemuuecku
skecm omceea Hamamvk we
mps68a ga ce koHcmumyupa“
(Buchloh 1996: 512). CaegoBa-
meAHo ,koMogumu“ ckyAnmy-
pama kamo cvBpeMeHHa popma
Ha ,pegu-Meliga“ e Bug ,kanu-
maAucmuyecku peaau3zsm®,
kakmo 2o Hapuua Mapk Quwbp,
npumupsBaHemo, Ye HSIMa
aamepHamuBa. MNogobHo npu-
eMaHe e goBeao go moBa, koe-
mo Puwbp HapUYd ,,peaAumu
uzkycmBo“ npegcmaBsHemo
Hd ,UHEPUUOHHA maBmoaoaus*,
kosmo omka3Ba ga 6vge noBe-
ye om moBa, koemo oueBugHo
Beue e: cmoka. MHkpycmupa-
HUSIM C gUOMAHMU Yepen Ha
AeliMubH Xvpcm e napaguema-
MmuYeH: ,,HIM cuMnmoM, kolimo
ualocmpupa cbkemosHue, koemo
mol He Moxke HUMO ga onuwe,
HUMO ga HagMuHe“, Aloma-

koB o6aue HaucmuHa onucBa
moBa cbecmosiHue, BkalouBaulku
cmokoBus ¢emuwuszbM B Aozu-
kama Ha ,,[Temsam Ha nacvka®,
HO napaAeAHo ¢ moBa mol eo

u ompa3zgaBa o6pamuo B8 pabo-
mama kamo HelHo ,,cbgbp-
>kaHue“ npaBeliku 20 Bugumo

u gocmwbnHo 3a kpumuku. C
gpyau gymMu, mol He npegcma-
Ba cmokume kamo ,,HamMepeHu
obekmu*, kamo no mo3u Ha4uH
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3aMbaAsBa omHoweHusmMa,
koumo ca npou3BeAu maxHama
cmoliHocm B noA3a Ha npegoc-
maBsHemo um 3a cybekmuBHa
(pe)unBecmuuus (kakmo npaBu
»~koMogumu“ ckyaAnmypama), a
no-ckopo caegBa anponpuauu-
ama B uzkycmBomo npu noBma-
pSHEMO HA Me3u OMHOWeHUs C
MUHUMOAHQ, Ho Bce nak pewa-
Bawa pa3auka. Kakmo Mumsp
0O36bpH MBbvpgu: ,,Camo maka
uzkycmBomo we 6vge Haucmu-
Ha ,kpumuuHo* (Osbourne 2013:
166). Aokamo yacm om ma3su
kpumuka ce cecpegomouaBa
Bvpxy moBa, koemo Bogpusp
Hapu4a ,,3HakoBa o6MeHHa
cmolHocm“ (hpegMemume
cmaBam 3Hauu, koumo npugo-
6uBam cmoliHocm Ype3 cMsHA
Ha kogoBeme, kakmo e B Moga-
ma), ,[Temsm Ha nacvka” cvwio
ce pokycupa Bvpxy moBa kak
2anobaauzayusma BvigelicmBa
Bvpxy gBuskeHuemo Ha cmoku
(He3aBucumo gaau e yawa uAu
npou3BegeHue Ha uzkycmBomo)
u npou3BogcmBomo Ha msx-
Hama cmolHocm. B pegyamam
Ha moBa ,,Memsam Ha nacvka“

e xygoxkecmBeHo npou3sBege-
Hue-cmoka, koemo ocBemsBa
npouecume, koumo 2o paxgam.
Ako mBopuecmBomo Ha Cmal-
H60x uAu KyHc no3uyuoHupa
3pumeas kamo kynyBay om
20pHUS ceeMeHm Ha Na3apd,
mo AlomakoB HuU no3uuuoHu-
pa kamo skepmBa Ha u3mama,

u3Mama, geticmBawa B cBe-
ma Ha uzkycmBomo, kakmo u
HaBcsakbvge gpyaage.
Mo-paHHUmMe mBop6bu Ha
AlomakoB8, kamo ,,Blank Daniel“
(2017) uau ,,Flying Forward“
(2014), scHo npueMam, ve
Aozukama Ha ckyaAnmypama e
HeomgeAuMd om 2A0BAAU3U-
paHama aozuka Ha cmokoBus
demuwuszbM - nbpBama, 3anou-
Bawa om oduuuaaHus gucnael
Ha yebcalim 3a na3apyBaHe,
a Bmopama, npecvigaBawa
peaAucmu4Ho npozpecuBHomo
konupaHe Ha cnopmHa 06yBka B8
A3us u EBpona. Mo cbuwus HaYUH
Hue HaBauzame B ,Mbmsam Ha
nacvka“, kakmo 6uxme HaBAe3Au
8 mpaHCHAUUOHAAHOMO NpoC-
mpaHcmBo Ha 6ymuk om Bucok
kaac. BumpuHume ca nogpe-
geHu B npocmpaHcmBomo ¢
Bkyc u cbgbprkam pa3zauyeH
6poll pbyYHO uzpabomeHu Yawu
- eguHcmBeHusm npogykm.
Co6nvckBaliku ce c yacmuua om
cbBpeMeHHOmMoO u3zkycmBo oba-
ye, HUe 3HaeM, Ye He mpa6Ba ga
npueMame Hew,ama om BbHW-
HOMA UM CMPAHAd, U HaUCmMu-
Ha mas3u paboma 3ano4Ba om
eguH npocm, makap u He Beg-
Haeza oyeBugeH pakm: yawume
ca HanpaBeHu Bv8 BuemHam
om peyukAupaHO HOMpPOWeEHO
cmbkao, uznoa3Batiku cvBecem
npocma UHgYCMPUAAHA MeXHU-
kd, ugnvAHeHa B Hal-o6ukHoBeH
omkpum uex. NMopagu eBmuHa-
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ma pabomHa pvka, MamepuaAu
u Memog me ce npogaBam 3a
30 ueHma. Pa36upa ce, Aloma-
koB e kynua moakoBa, konkomo
e MoxkeA ga B3emMe o6pamHo cve
cebe cu. MNosgBama Ha yawume B
»Maea3uHa“ Ha AlomakoB, Beue
npeBspHamu B nbpBokaacHu
3aHasmyulicku pbvyHU u3zpabom-
ku, e npuMep 3ad ,anponpuayus“
B ukoHoMuuecku cMucea, kbvge-
mo HepaBHoMepHUSM obMeH
(Maako napu 3a MHo20 paboma)
B8 ,nepudepusma“ yaecHsBa
HampynBaHemo Ha kanumaa 8
LSueHmbspa“ (8. Hornborg 2016:
5-10). OcBeH moBa yawume
npugobuBam ozpoMHa cmou-
HoCmM HA 06MeH Ha 3Hauu, kamo
npeMuHaBam om BuemHaM go
BeHeuus, om pabpukama go
6ymuka, om ckpoMHus npeg-
Mem go npou3BegeHuemo Ha
uzkycmBomo. B cayuas Ha
»ITbmsam Ha nacvka“ mpaH-
cdopmMayusma Ha Yawume om
eBmuHu kvM ckbnu cbomBem-
cmBa ¢ uzmMecmBaHemo Ha
mexHus na3ap, Beue He e cmo-
ka 30 6egHume, a uszkycmBo,
koemo pabomu 3a 6ozamume.
B mo3u MoMeHm cBembvm Ha
uzkycmBomo aB8Ho uzeaeskga
kamo uznoa3Baw, gucbanaHcu-
me Ha 2A0BAAU3UPAHUS Na3ap,
a xygoxkHuksm kamo npegnpue-
May B Hezo.

®akmbm, ye npouzxogsm
HO Yawume He e Henocpeg-
cmBeHo oueBugeH e BaxkHa

yacm om mBopbama, mui
kamo uMeHHo Ype3 demuwusu-
paHe Ha ocHoBHus xapakmep
Ha msaxHomo npou3BogcmBo
(pvUHO U3PABOMEHO U U3GYXAHO
cmbkao, peuukAupaHo, Hanpa-
BeHo moyHo B koHkpemHama
pabomuAHuua) napagokcaaHo
npugaBa Ha Yyawume maxHama
cmoliHocm kamo objets d'art
[xygoxkecmBeHu npegmemul]. Mo
CbUUS HOYUH Yawume ca u3pas
Ha egHa 2A0BAAHA naMem 3d
MogepHUCMuYeH gu3alH, eguH
Bug epy6 omneuyamvk Ha opuzu-
HAAd, kolmo cezd e pa3Ma3aH u
geepagupdH, Ho mo4Ho moBa e
MogepHUCMuU4YHomMo exo, koemo
um no3BoasBa ga 6vgam pa3z-
npocmpaHaBaHu om nepude-
pusma o6pamHo kbM ueHmbpa.
OcBeH moBa mo3u nbpBuueH
npou3BogcmBeH npouec au
npaBu Aeko HepaBHoOMepHU U
moakoBa pa3AuvHU egHa om
gpyadq, Ye me3u u3kycHuU Hecb-
BvpweHcmBa u3znvkBam Ha npe-
geH NAGH Ype3 mexHus gucnaed,
30 ga ce nogyepmae msaxHOmMo
kauecmBo Ha HenpoMuWwAeHa

U pbyHa uzpabomka. Caego-
BameaHo ,,[MTemam Ha nacvka
npegcmaBs paznpocmpaHe-
HUemo Ha me3u cmoku-3Hayu
om BuemHam go BeHeuus u no
Mo3U HAYuH npeBpbwa moBa
pa3nNpocmMpaHeHUe U NpUHa-
geHama cmoliHocm, kosmo
npousBexkga, 8 o6ekm. TBopba-
ma He npocmo ocBemsaBa moBa,
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koemo e ckpumo om cmokoBus
demuwuszbM, a 20 BunabvwaBa.
To3u kpveoBpam Ha cmo-
ku-3Hauu B cBemoBeH Maw,ab
u3aaexkga Beue e gocmuzHaA
go AO2UYHUS cu 3aBbpwiek, mul
kamo om gocma BpeMe 3HA-
uume 3a pbvYHa u3zpabomka ca
uHkopnopupaHu B uHgycmpu-
aAHo npou3BegeHume npogy-
kmu cakaw 3a ga ce npukpusm
aBmomMamu3upaHume npous-
BogcmBeHu npouecu. Kakmo
pa3kazBaybm Bv8 dpuama ,BoeH
kay6“ (pexk. AetiBug DuHubp,
1999) Hu ka3Ba 3a IKEA: ,MMax
Bcuuko. Aopu u cepBu3 c 6aAOH-
yema u HecbBbvpweHcmBa,
gokazameacmBo, ye ca u3pa-
6omeHuU om YecmHu, npocmu u
yCbpgHO pabomeuw,u MECMHU
xopa om... kbkgemo u ga e“ ToBaq,
koemo ce oueHsaBa myk, koemo
npugaBa cmoliHocm Ha me3u
(uHgycmpuaaHo npou3BegeHu)
cmbvkaeHu cbgoBe, e cumMyaauu-
ama 30 HenpoMuwWAeHa aBmeH-
mu4Hocm, kosmo e cBegeHa go
3Hak u ce o6MeHs kamo makbB.
ToBa, koemo ,,BoeH kay6*
pa3kpuBa, e, ye mo3u 3Hak 3a
HenpoMuwAeHo npou3BogcmBo
- He3aBucuMo gaau e gelicm-
BumeaeH uau He (u kamo 3Hak,
ye moBa paszepaHuyeHue He e
BarkHo) - e noBceMecmHo pas-
npocmpaHeH, gelicmBaw, om
gBeme cmpaHu Ha pa3geAeHue-
mo MacoBa kyamypa/Bucoko
u3zkycmBo, paszgeaeHue, koemo

»ITemsam Ha nacvka“ cvuwo BHy-
waBa, ye Beve He cbwecmBy-
Ba. Taka ve, Makap mBopbama
Ha AlomakoB ga uzeaeskga, ve
3anouBa ¢ mpaHchopMupaHe-
mo Ha ,,pegu-melig“ cmokama

B npou3BegeHue Ha uzkycmBo-
mo, ms BcvwHocm nokaszBa kak
moBa pa3zpaHuYeHue e 6uAo
npegu Bcuuko Ha ugeonozuye-
cka u cumBoauuHa ocHoBa u kak
mo gelicmBa B noA3a Ha 2eHe-
pupaHe Ha nevyaaba. BcvwHocm
B8 ,Mbmsam Ha nacbka“ xygo-
>kecmBeHomo npous3BegeHue He
npocmo Hanogo6s8a Mazas3uH,
a unkopnopupa B HezoBama
cob6cmBeHa koMNo3UUUOHHA
Aozuka couuaaHume ycaoBus
Ha cobecmBeHomo My npous-
BogcmBo kakmo kamo cmoka,
maka u kamo npou3BegeHue Ha
uzkycmBomo.

CvweBpeMeHHO cmena-
skume om naekcueaac cakaw
npocaegaBam B8 o6pamHa noco-
ka kpveoBpama Ha yawume.

B Hauaaomo cu papmoBeme
u3zaaeckgam kamo uzkalouumen-
Ho ckbnu npegMemu, oueHs-
BaHu 3a Bcuuko oHoBa, koemo
yawume He ca. PapmoBeme
ca Npeuus3Ho uzpabomeHu,
MdwUuHHO npou3BogcmBo no
u3zkalouumenro Bucok cmamn-
gapm. ToeaBa xygoskHuksm 2u
yynu, ygpsuku c pvka no eaag-
komo noAupaHo cbBbvpuweH-
cmBo, goBexkgaliku 2u Moxke
6u go cbCcmosHUEMO HA Cypo-
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BuHa, 2comoBa 3a gpya npouec
Ha peuukaupaHe. Owe BegHbk
,I1emsam Ha nacvka® onucBa
ycaoBusma Ha cobecmBeHomo
cu npou3BogcmBo, npegcma-
Balku HU eguH Bug camoonuc-
Bawa ce uupkyadgpHocm, mul
kamo yawume Bv3kpbcBam om
napyemama cyyneHo cmuvkao
30 peuukAaupaHe, a akpuaHume
cmbkaa, koumo eapaHmupam
msaxHAama cmolHocm, cd cYy-
neHu u maka npaBsam nvpBama
cmbnka no nbms ga cmaHam
omnagbyu. Cakaw mBopbama
3aMpa3a8a moBa gBuskeHue u
20 npegcmaBs, kamo noguep-
maBa ¢akma, ye Mamepuaaume
ca eBmuHu, a egHoBpeMeHHo ¢
moBa u3aaexkga kamo AykcoszeH
gusaliHepcku Maza3uH, BbnAb-
waBaw, HepaBHonocmaBeHus
obmeH, koimo obukHoBeHo e
HeBugum B cmokoBus demuw. B
MO3U CMUCHA ,[Temsm Ha nicy-
ka“ He ompuua npouecume,
koumo 2o cv3gaBam, a no-cko-
po oHazAegsaBa me3u npouecu B
npo3pavyHocmma Ha npogykma.
Ta3u uMaHeHmMHa kpumuka Ha
cmokama-3Hak Bce nak ocmaBa
gBycmMucaeHa, 3awomo goka-
mo ms akmyaAu3upa npou3s-
BogcmBomo Ha cmoliHocmma,
kosmo U u3BoloBa Macmomo, ms
He omxBbpAs UAU He ce omka3s-
Ba om moBa Macmo, a moxe

6u uma Hy>kga om Heezo, 3d ga
npugage epukacHocm Ha cBos
apayMeHm.

HaucmuHa cuyneHume cmeaa-
>ku om akpuaHo cmvkao Buxa
MO2AU ga Ce UHmMepnpemupam
U cnopeg MogeAd, npegcma-
BeH B ,,boeH kay6“ TouHo kakmo
Mexypyemama B cmvkaeHume
yuHuu Ha MKEA ca MawuH-

Ho npou3BogcmBo u no mo3u
HA4uH ce cBeckgam go yucm
3Hak, maka u pa3zpywaBaHe-
mo Ha padpmoBeme Moxke ga
ce pa3zaaexkga kamo 3Hak Ha
pvkama, kosmo au npeBpbvwa
8 ,,yHukam* B ckbno npou3Be-
geHue Ha u3zkycmBomo. ToBa
6u npegcmaBagBaA HaYuHBM,
no kolimo MacoBo npou3Bexk-
gaHusm gucnael ce u3znoa3Ba
BmopuyHo u nocpegcmBom
pbyHa uzpabomka noayuaBa
cmamym Ha yHukaaeH o6ekm,
yuyacmBalku B moBa, koemo
xygoxkHukbm Hapuya Aoauka-
ma Ha ,pa3kbcaHume gbHku“
Ha mBop6ama. MogyAume ¢
omkpumu padpmoBe B8 ,Mbvmam
Ha nscvka“ npecv3zgaBam cuc-
memume, koumo npou3Bexkgam
u paznpocmpaHsB8am apmu-
kyAu u maxHama cmolHocm u
nogyepmaBa kak me3u cucme-
Mu onepupam kakmo B cBe-
ma Ha uzkycmBomo, maka u 8
Ma2a3uHd. MpoHU4HOMO Momo
Ha mBop6ama nogxoxkga Ha
moBa, koemo Kamu Akvp ka3Ba:
»uzkycmBomo e uzpabomBare
Ha Hacuaue” (Acker 1982: 123).
Om egHa cmpaHa, anponpuu-
paHume yawu (m.e. cmoku) ce
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Bv3zcmaHoBaBam om cuyne-

HU omnagbuu, ocBemsaBatku
HacuAuemo Ha eAobaAu3upa-
Homo HampynBaHe Ha kanuma-
AU, d om gpyaa - padpmoBeme
ce uynam, HacuAcmBeH >kecm,
kolimo npegcmaBasaBa nepco-
HAAU3UpPAHUS gonup, kolimo
ueHuM B egHo npou3BegeHue Ha
uzkycmBomo.

B8 Bcuuko moBa uma
ecmemuka (kosmo cvwio e u
noAumuka) Ha ,gucmaHyus-
ma*“ Kakmo Bugsaxme, moBa
o3HayaBa cBemoBHus 06xBam
Ha anponpuayusma u yupky-
AQUUS HO HeUHama nAasiuka, Ho
cbw,o maka e u noggspskaHemo
- gopu B koHmekcma Ha kpu-
muyHama no3uyus Ha ,Memam
Ha nacvka® u BecvwHocm kamo
HezoBo cbcmosiHue - Ha Bbob-
parkaema aBmoHoMus u kpu-
MUYHA gUCMAHUUS HA XygOoXkHU-
ka u uzkycmBomo. Heka Bugum
kak gelicmBa moBa. BaxkHa
yacm om ,,[Temsam Ha nsacvka“
ce cvcmou B moBa kak mBop-
6ama ce ¢pokycupa uzkalouu-
meAHo Bbpxy npegcmaBsHemo
Ha cmokama B8 MaeaszuHa. 3a
pa3auka om pabomama Ha
Xaum CmalHb6ax HanpuMep, UAU
npegu Hezo cloppeaaucmuye-
ckusam objet trouvé [HamepeHus
o6ekm], 8 mBop6ama cu Aloma-
koB He ce onumBa ga npoBoku-
PO NOEeMUYHU acoyuayuu Ype3
ge30pueHmupauLu UAU UHAYe
npegu3BukBawu cbnocmaBs-

HUS HO hpegMemume C UeA ga
2eHepupa uzHeHagBawu 3Have-
Hus uau epekmu (moBa, koemo
AkepMaHo YeaaHm Hapuua
»CEMAHMUYHO npepasnpegene-
Hue“ (Celant 2015: 384). Yawu-
me ce nosBsaBam no cuyneHume
padmoBe u HUWO gpy2o HaMa.
Ta3u eMnupuyHa 6e3cnopHocm
noguepmaBa uzepageHama om
mBop6ama cpega 30 mbpeo-
Bus Ha gpebHO U HU HaCBHp-
yaBa ga ompa3zuM caokHUME
omHoweHus Ha BeHeuuaHcko-
mo 6ueHane cbc cBemoBHu-

me naszapu. Mo cbwus HAYUH,
nocmaBsatiku Ha npegeH NAAH
¢duzuveckama ,,paboma“, kos-
mo e BaroxkeHa B cv3zgaBaHemo
HO Me3u npegMemu, Ms CbUWo
maka npuBauva BHUMaHUemo
kvM ecmemuueckama paboma
no nogpexkgaHemo Ha Bcuuku
enemenmu, kakmo u koHuen-
myaAHama paboma, kosmo
npugaBa Ha ,,[Memam Ha nace-
ka“ HeliHama kpumuyHa cuaa.
HaucmuHa e Bv3ModkHo ga ce
mBbvpgu, Ye me3u ecmemuye-
cku u koHuenmyaaHo-kpumuyHu
dopMu Ha xygoxkecmBeHomo
npou3BegeHue ca moBa, koe-
mo npugaBa Ha ob6ekma cuaHo
HOgyma ueHa cnpsMo masu

Ha HelHUMe koMnoHeHmMu.

Mo Mo3uU Cu HAOYUH HO MUCAe-
He xygoxkHukbm HaBAu3d Ha
nazapa (m.e. cBemvm Ha u3ky-
cmBomo) kamo cobcmBeHuk Ha
cmoka, Makap u npu pa3Auy-
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Hume ycAoBus B Hez2oB ywvp6,
Hal-oyeBugHomo om koumo e
NAQWaHEMO HA noAoBuHama
om cmolHocmma Ha cmoka-
ma Ha 2aaepusima (kosmo e
6ykBaAHo MazazuH). B mo3u
CMUCBA XygodkHukbm He npo-
gaBa mpyga cu, a npogykma
Ha cBos (puzuuecku, ecmemu-
yecku u koHuenmyaaeH) mpyg,
koemo 20 npaBu mvpzoBey Ha
cmoku. Ta3u enegHa mouka e 8
cvomBemcmBue ¢ 6ypkoasHa-
ma ugeoaozus Ha cBobogHus
naszap, kegemo ukoHoMukama
ce popmupa om B3zaumoom-
HoweHus Mexkgy cBobogHu u
paBHonocmaBeHu uHguBugu u
ce nomBuprkgaBa owe noBeue
om moBa, ye xygoxkHukvm e Bug
3aHasmuyuticku npou3Bogumean.
AHanozu4HO B HOWama enoxa
Ha koHuenmyaaHo npou3Bog-
cmBo Ha u3zkycmBo ,,ugesma“
Ha xygoxkHuka - B cMucbaa

Ha Coa AeBum: ,MIgesma ce
npeBpbwa 8 MawuHa, kosmo
npaBu uzkycmBomo* (Le Witt
1999:12) - cbvwio ce Bbvznpuema
kamo HeeoBa co6cmBeHocm.
C gpyau gymu, xygoxkHuksm
npumexkaBa cobecmBeHu cpeg-
cmBa 3a npou3BogcmBo. ToBa
ugeonozuvecko ,npumexka-
Hue" e scHO obscHeHO om Xoce
Mapus AypaH, kolimo nuwe:
~XygoxkecmBeHama cobcmBe-
Hocm ce ocHoBaBa Ha npegno-
AokeHuemo, ye moBa, koemo e
U3MUCAEHO UAU Npocmo u3bpa-

Ho, m.e. xygockecmBeHusm
npegMem, e MaOMepuaAHama
peaau3zauus Ha cybekmuBHus

U NO MO3U HAYUH YHUKAAeH u
eguHcmBeH uHmeaekm. Mpegu
COUUaAHama nosBa Ha xygoxk-
Huka kamo co6ecmBeHuk Ha
npogykmume Ha MucbAma mou
e koHcmumyupaH kamo yacmen
cobcmBeHuk Ha Mucau. Nmen-
HO MA3u YacmHa cobecmBe-
Hocm e caHkyuoHUpPaHa om
npaBama Ha uHMeAekmyaAHa
cobecmBeHocm“ (Durdn 2016:
230). BaxkHomo myk e He camo,
ye Bv3znpusmuemo, Ye YacmHa-
ma cobcmBeHocm Ha xygoxk-
Huka Bbvpxy HezoBomo npou3s-
BegeHue e oueBugHo dopMa

Ha ¢emuwuzsM (bakm, kolimo
2omoBusm npogykm noka3Ba
Om CAMOMO HAYAAO), HO U Ye
cmou B ocHoBama Ha npugaBa-
He HO MamepuaAHa dopma Ha
aBmoHoMusima u aBmeHmuu-
Hocmma Ha xygoyxkHuka kamo
2dpaHUUU 3d cmolHocmma

Ha HezoBama mBop6a kamo
kyamypeH npogykm. Mpegnoaa-
2aeMama uskaloyumeaHocm Ha
uzkycmBomo caegoBamenaHo ce
ocHoBaBa Bbpxy kyamypHama
poAs Ha xygoxkHukad, mbl kamo
moBa ce onpegeas om cmoko-
Bus kanumaau3zbm.

Bbnpocwvm 3acsza B
no-manka cmeneH moBa kot
npumexkaBa npou3BegeHuemo
Ha uzkycmBomo, omkoakomo
moBa, koemo nvpBoHauan-
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Ho npeBpbuwa xygoskHuka 8
cobcmBeHuk Ha xygoskecm-
BeHama cmoka. ,Memsm Ha
nsacvka“ acHo oauuemBopsaBa
¢akma, ye ecmecmBeHume
npaBa Ha ,,cobcmBeHuveckus
uHguBugyaAu3zbM“ Ha xXygoxkHuU-
ka no omHoweHue Ha HezoBama
mBop6a yBekoBeuaBam ualozu-
ume Ha cmokoBus demuwuzbM
u4ye moBa nocmaBsHe Ha cb3-
HameAHuUs u cyBepeHeH xygoxk-
Huk B poasma Ha co6cmBeHuk e
B ocHoBama Ha cBema Ha uzky-
cmBomo kamo nazap. Kakmo
ka3Ba BeHgrkamuH Bvkao: ,,Taka
8 cbwuHamMa Ha caMomo npo-
u3BegeHue omkpuBame He camo
dbemuwu3upaHo noHsmMue 3a
Bucoko uzkycmBo kamo usao,
HO U demuwu3uUpaHe HA Hezo-
Bume cneuudpuyHU ucmopu-
yecku koHduzypauuu“ (Buchloh
1985: 323). ToBa pemuwuzupaHe
e BogeHo om KoHuenmyaAHomMo
u3zkycmBo, koemo npemeHgupa,
ye e ocBobogeHo om ,komogu-
mu“ ¢popmama, kosmo ckyan-
mypama u >kuBonucma Heu3-
6exkHo ca Bv3npueau, kakBomo
e u mBbvpgeHuemo Ha Po30AUHg
Kpayc: ,ocueypsBatiku no-Buco-
ka yucmoma Ha M3kycmBomo
[...] u uzbseBatiku epekmume
om camus nazap” (Krauss 1999:
11). Bbnpeku ye He Moxke ga ce
ompeue, ye koHuenmyaAHomo
u3zkycmBo npegaaza gemokpa-
mu3auus Ha mBopueckus akm,
kamo g npeBpbwa B koHuen-

uus, moBa no HukaksB HauuH
He 3acmpawaBa pemuwuzu-
paHemo Ha xygoxkecmBeHomo
npou3BegeHue B kauecmBomo
My Ha cmoka. Mo Bpeme Ha Bb3-
xoga Ha pekaamama u mapke-
MuH2d u3zaAexgawe HONbAHO
AO2U4YHO ga ce npogaBa ,koH-
uenyus“ (Busk AA6epo).

Aokamo ,,[Memsm Ha
nacvka“ geMoHcmpupa Bucoko-
koHuenmyaaeHn acnekm, mBop-
6ama ocmaBa Hepa3geAHa
yacm om HavuHa, no kolimo ms
ce MamepuaAu3upda u ecme-
mu3upa, pa3AudHume BugoBe
obMeH, koumo U npugaBam
kakmo popma, maka u cmol-
Hocm. B mo3u cMucbA ms ce
omgpbnBa om HeomgaBHAWHA-
ma no3uyus Ha Mumbp O36bpH,
ye cvBpemeHHomMo uzkycmBo e
nocmkoHuenmyaaHo uzkycmBo,
gokoakomo noka3Ba ,,pewaBa-
wa ucmopuvecka mpaHcoop-
MayUsi HO OHMoOAO2USMA HA
npou3BegeHuemo Ha u3zkycmBo-
mo*“ (Osbourne 2013: 8) B nocoka
Ha moBa, koemo mol Hapuua
,hocmecmemuyecka noemu-
ka“ CvBpemeHHomMo uzkycmBo
ce cbCmou om ugesimd, npo-
6Aaema, dukuusma u mpaHc-
HAUUOHAAHUS kanumaau3sM
cnopeg O36bpH, Bcuuku me
npegcmBasBam HeMamepuaa-
HU U Heecmemudecku acnekmu
Ha xygoxkecmBeHomo npou3s-
BegeHue. B mo3u HoB pexkum Ha
uzkycmBomo ecmemuueckume
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U MOMepUaAHUME Yacmu Ha
mBopbama ca camo cucmema
30 npegaBaHe Ha koHuenyus-
ma, kosmo cvgbprka Bupmyaa-
HAmMa cbwHocm Ha mBopbama.
Kakmo Bugsxme obaue, koHuen-
uusima no HukaksB HayuH He
u36s28a npobaeMa cbe cmoko-
Bus pemuw (koemo B uHmepec
HO UCMuHama He e mBvpgeHue
Ha O36bpH), a Moxke 6u gopu

20 uzocmps, HacmosBauku 3a
geMamepuaAu3upaHu ¢opmu
Ha xygoxkecmBeHomo npou3s-
BogcmBo.

ToBa, ye mBopbama
»ITemsam Ha nacvka“ e cv3zga-
geHa, 3a ga 6bvge u3noxkeHa
Ha BeHeuyuaHckomo BueHane,
»JOMBM*“ HA PBYHO U3gYXAHU-
me cmbvkAeHU npegMemu, He e
cay4yaliHo. Ta3u Bpwv3ka caysku
ga noguyepmae HA4YuHd, no kou-
mo camama $opMa Ha bueHa-
AEMO e u32pageHa - chopeg
Mumbp O36bpH, ,Pusuan 3a
HAy4HU u3cAaegBaHus u pa3Bu-
mue HO MPAHCHAUUOHAAU3A-
uusima Ha kyAmypHama uHgyc-
mpus“ (Osbourne 2013: 164). Ako
»ITemsam Ha nacvka“ e Maza3uH,
mo BeHeuuaHckomo 6ueHa-

Ae e cynepmapkem. ThobaneH
cynepMapkem, 3auwomo moBa,
koemo 6ueHaaemo ualocmpupa,
e kak kanumaatm e B cbcmos-
Hue ga npekocsaBa epaHuuume

u ga anponpuupa kyaAmypHume
pasauku. B ,,Memsam Ha nacvka“
mMoxkeM ga Bugum kak Bv3npu-

eMaHemo Ha 2aobaAuzayusma
om cmpaHa Ha BueHaAemo
pa34yuma Ha HepaBHonocma-
BeH o6MeH (u omxBbpaaHe) 3a
npou3BogcmBo Ha cmoliHocm,
Bvnpeku ye Bce nak mpabBa ga
3ana3u uHmepec kbM ualozusma
30 u3BvHMepumopuaAHocmma
Ha uzkycmBomo, He3aBucumo
gaau moBa e aBmoHomusma Ha
xygoxkHuka kamo cv3gamea uAu
kamo ,,cobcmBenuk Ha cmoka“,
ToBa e cbwHOCMMA Ha ,kpu-
mu4yHama“ ambuBaaeHmMHocm
Ha ,Mbmsam Ha nacvka®, oAu-
uemBopsBawa oHoBa, koemo
036bpH Hapuya ,,cmpykmypHo
npomuBopeuue Mexkgy kyamyp-
Ho-ukoHoMuuecku (uau , kya-
MYpPHO-UHGYCMPUAAHU“) 2A0-
6aAHU acnekmu [Ha cBema Ha
uzkycmBomo] u uHguBugyaau-
3upawume My kyamypHo-xygo-
>kecmBeHu dyHkuuu“ (Osbourne
2018: 14-15), om egHa cmpaHa,
paskpuBawu demuwu3ma Ha
xygoxkecmBeHus npegmMem
kamo ycaoBue 3a HezoBa-
ma na3apHa cmoliHocm, Ho B
cbwomo BpeMe nocmuzatiku
mMasu NPO3pPAYHOCM CAMO Ype3
NoOAUpaHe Ha cobcmBeHume cu
apm cmoku go uskaloyumenHo
HuBo Ha cbBbvpweHcmBo.
Muwetiku npe3 1985 2.,
Bvkao Burkga cneuyudpukama Ha
cbvBpemeHHomo u3zkycmBo, nos-
BsBawio ce B cvuemaHuemo Ha
Mogd, gu3alH u pekaama. AHec
cMe cBugemeau, ue ma3u Bpwv3ka
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€ CmaHaAa owe no-Buguma, a
,[1Tbmsam Ha nacvka“ ce nocmaBs
MOYHO HO MA3U NPECEYHA MOouY-
ka mexkgy me3u Bce no-3a8u-
CUMU egHa om gpyed cbepu Ha
mBopueckume uHgycmpuu. Ho
mBop6ama npaBu moBa, 3a ga
paskpue kak uzkycmBomo u gpy-
2ume cdepu ca opedHU3UPAHU
okoAo egHU U cbuU ugeoAozuve-
cku npegnoaoskeHus no omHo-
weHue Ha cmokama, HelUHomMo
npou3BogcmBo u nazapume u.
MMeHHO Nno mo3u HaYuH ,,[Temsam
Ha nacvka“ e gocma koHkpem-
Ha B uAlocmpupaHemo Ha moBa
kak uzkycmBomo ce oxkuBsB8a
om na3dpa, u caMo Ype3 moBa
ecmemuyeckama npakmu-

ka moske ga paskpue cBosma
»Hepa3puBHa Bpv3ka ¢ ukoHoMu-
yeckama peaAHocm, om egHa
CMpPAHd, U ugeoAoausimd, om
gpyea, 6e3 Hukoaa ga ce nog4u-
HsB8a HONBAHO HO HUMO egHA om
msx“ (Buchloh 1985: 328).
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Bulgaria —
a comeback attempt...
yet again.

A conversation between Katia Anguelova
and lara Boubnova

Katia Anguclova: | would like to start our conversation by
contextualising the Venice Biennale. It takes place in the
city of Venice — a magnificent city, built upon 118 islands,
cach different from the other; that grand creation that
sprang out of the bosom of the seas, like Miucrva out of
the bead of Jupiter (Johann W. Von Goethe, “lLetters from
Italy”); this city, part fairy tale, part tourist trap (I'homas
Mann). It has an incredible history, wonderful buildings
and a unique appeal for tourists of which Giorgio
Agamben spoke in an interview: “Venice is a perfect
example of a city living off the same thing that is Killing
it”. It is a city invaded by tourists, cruise ships, cultural
attractions... In this magnificent context, the Biennale —
an exhibition format for large-scale international artistic
cvents — has created six different festivals: for music
(since 1930), for cinema (since 1932), for theatre (since
1934), for dance (since 1999), and, every two years: for art
(since 1883) and architecture (since 1980).

lara Boubnova: It’s hard for me to recall the first
time | heard of the Venice Biennial. For a while, at
least in my case, l.a Biennale was a dormant part
of my general knowledge of the history of art from
the last century. It was not until my first visit there
in 1999 that | started to realize the actual scale of
the project — utopian, complex, changing, and as
problematic as any living organism. Covering the
vast range from the national to the global and vice
versa, from the commercial to the representative
and vice versa — throughout its entire history La
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Biennale has both served and opposed politics, has
built reputations and experimented with economic
modecls. Yet today, 124 after its inception, the Venice
Biennial is still uniquely able to combine steadiness
and dynamism, stability and explosiveness. 'The pur-
posc and the mission of most institutions (muscums
included), which are as old as the Venice Biennial,
have been challenged and have undergone reforms,
while at the same time l.a Biennale has been gaining
popularity and influence! 'The scale and the ability to
conduct regular global monitoring are its unchang-
ing qualities.

KA: The Venice Biennale was initiated by a group of
intellectuals following a resolution of the Venice City
Council intended to “institute a national artistic biennial
exhibition” in order to stimulate artistic activities and the
art market in the city of Venice as well as in the unified
Italian state (1863). Having sct the organizational machin-
cry in motion, the Ist International Art Exhibition of the
City of Venice was inaugurated on April 30™ 1895 in the
presence of Umberto | of Italy and Margherita of Savoy.
It had 224,000 visitors. 'T'he initial decisions have always
been inherently present in the Biennale up until the
present day: the adoption of a system of invitations; the
Italian sclection, reserving a section of the Exhibition for
foreign artists; the admission, after a selection by a jury,
of Italian artists with no prior invitation. T"hese dynamics
characterize the Biennale’s development, which has been
and still is subjected to all conceivable political, social and
cultural influences. In 1998 the Biennale stopped being a
governmental or a public body and was transformed into a
“socicta di cultura”. Finally, the last reform dating back to
2004 turned the Biennale into a “foundation” (with Paolo
Baratta, appointed as its president in 2008). What about
the history of the Bulgarian participation at the Venice
Biennial? Do you think it could be a productive space for
the artists and for the creation of a critical discourse on
the basis of national representation?
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IB: Iiven with the transformation of the event from
a survey of local art to a kind of a global undertak-
ing, the Venice Biennial remains a dream for Bul-
garia. 'I'he country participated for the first time

in 1910, just 32 years after its liberation and just 15
years after the establishment of the event. 'I'hat
carly, and yet very timely! The idea of belonging to
Furope through art was then presented through the
works of 21 artists. The Bulgarian participants were
at the heart of an ongoing heated debate on art
and its institutions. 'This is when the FFuturist artist
IYilippo 'Tommaso Marinetti distributed pamphlets
around town with a harsh critique of the biennial,
while a work by Picasso was taken down because it
was considered too innovative.

After that Bulgaria was absent from Venice for three
decades. It reappeared in the controversial 1942 edi-
tion of the event — it was one of the 10 participating
countries while World War 'T'wo was raging on. At
that time the British pavilion was closed while in
use by the Italian army. Bulgaria was allocated the
pavilion of Poland which had been destroyed and
did not exist as a state. In these circumstances the
35 Bulgarian artists, who were curated by anoth-

er artist — Boris Deneyv, agreed to overcome their
internal aesthetical and ideological disagreements.
Diverse trends and tendencies from the national

art practice at the time cohabitated the exposition.
Andrey Nikolov, Alexander Moutafov and Nikolay
Mihaylov participated for the second time while a
female artist was included for the first time — Prin-
cess udoxia of Bulgaria, the sister of 'I'zar Boris 111.
'I'he curator of this participation has left us quite
extensive notes on the event; he was very pleased
with the good sales and the general attention
gained. Bulgaria also participated in the first post-
WW?2 Venice Biennial in 1948. That event aimed

to breathe new life into the all-Furopean mutual
understanding and to go back to its shared, pre-to-
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talitarian values in art. On display were the Impres-
sionists as well as the not-so-long-before rejected
Braque, Klee, I'nsor, Chagall, Magritte, while a
retrospective of Picasso was also held. 'The group of
17 Bulgarian artists included S women and the image
of the human was the focus of the project.

Then there was a period of another 15 “lean
vears” before 1964 when the country ventured once
again into Venice. 'That was the year of the American
Pop-Art. 'The somewhat modest participation of a
group of 8 artists was curated by Prof. Dechko Uzu-
nov, who was in the national pavilion for the third
time. Later on, even after the changes in the local
political situation, the absence of a governmental
program in the context of an already freely existing
art system prevented the country from preparing
a national pavilion. In 1993 the largely unknown in
Bulgaria author Stana Milanova turned up in Venice
as if by chance.

Iixactly twenty years ago in 1999, a lot of
effort was put into organizing a nation-wide compe-
tition (without any financial support from the state).
T'he winner was the ironical and communicative
project “Announcement” by Nedko Solakov (cura-
tor lara Boubnova). Although the widely distributed
postcard in national colors declaring the readiness
of the country to “properly participate in the next
Venice Biennale in the year 20017 attracted the at-
tention of the professional critics and collcagues in
Venice, such participation never materialized.

In the meantime, Nedko Solakov took part 5
times, as an artist invited individually, in the main
curatorial project of the Venice Biennial (by famous
curators such as Robert Storr, Hans-Ulrich Obrist,
Harald Szeemann, Klaus Biesenbach, Helena Kon-
tova, and Kong Changan). He received the Honor-
ary Mention of the International Jury for his project
“Discussion (Property)” in the 2007 biennale. In fact
in 2007 Bulgaria once again had a national pavilion
hosted by the UNESCO office in Venice - the Palaz-
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70 Z.orzi. 'The project, curated by Vessela Nozharova
with artists Ivan Moudov, Pravdoliub Ivanov and
Stefan Nikolaev, presented a spectacular exhibition
symbolically entitled “A Place You Have Never Been
Before”.

Then once again, there was nothing until the
next participation in 2011 when, quite unexpectedly
for the professional community of the country, the
well-known painters Gredi Assa and Houben 'T'cher-
kelov, as well as the sculptor Pavel Koichev, known
for his experimentation, were included in the exhi-
bition “Bond of (Generation” curated and organized
by the gallerist George lucks. In response to the
general dissatisfaction with this participation, the
Ministry of Culture of Bulgaria initiated a process
to formulate a sct of regulations for the national
participation by inviting independent experts to do
the task. In spite of that Bulgaria missed out once
again on three more Venice Biennial editions. Thus,
it is not surprising that the current national pavilion
is overloaded with expectations, uncasiness and
apprechension.

Ivach national participation of Bulgaria in the
Venice Biennial triggers heated debates which,
unfortunately, are not related to the content of the
pavilions but rather concentrate on the sclection
procedure and the financing principles. 'The con-
tradictory and aggressive discussions in the social
networks and the media do not, in general, touch
upon the important questions — what kind of art
is Bulgaria showcasing at the largest internation-
al exhibition, what are Bulgarian artists presently
interested in, to what extent do their works cor-
rclate with the problems of our socicty? “Where
Do We Come From? What Are We? Where Are We
Going?” — thosc identity-related questions posed in
the title of the 1897-98 painting by the I'rench artist
Paul Gauguin, do not seem to be relevant enough to
matter when debating the image of contemporary
art in Bulgaria for its own benefit.

-125 -



L.et’s hope that after the open call and the competi-
tion for curatorial projects organized by the Ministry
of Culture for the 2019 biennial, with the jury com-
posed of independent experts, with the available
budget from the state to finance the pavilion and
the strict compliance with the requirements of the
Venice Biennial itself, these issues will be debated
and reflected upon in the future.

Considering the rise of different forms of na-
tionalism this is a very urgent matter at the moment.
I still think that dividing art according to national
principles is not productive and it is even strange
in view of the fact that the socictal and political
problems, themes and visual languages that art-
ists are interested in, are ever more supranational.
'I'he national participations arc in a competitive
relation to cach other in spite of the differences
in their financing and organizational resources. l.a
Biennale itself insists that cach participating state/
country is involved on an organizational and admin-
istrative level, while the idea to “do well with our
representation in Venice” might be a burden for the
authors from those countries with limited budgets
for culture. In this context the politicians from some
countries have the chance to exercise even more
influecnce precisely because of the national and state
representation. “How” a country is represented
is often getting the upper hand over “what” is on
display, thus questioning its relevance to the soci-
ctal problems, its future potential, and its ability to
engage in a dialogue with “the world”.

KA: We are witnessing a complex organizational appara-
tus, competing strategies and different understandings of
art and cultural (re)production. The acceleration of global-
isation causes the Biennale to grow more and more. We
only have to think of the increasing number of national
pavilions in the city. Nowadays, there are 91 national par-
ticipants (in the historical Pavilions, in the Giardini, in the
Arsenale, in the historical city centre and on Venicee’s is-
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lands). In 2019, five countries are going to be represented
at the Art Biennale for the first time: Algeria, Ghana, Mad-
agascar, Malaysia and Pakistan. 'T"he Dominican Republic
participates in the Art Biennale with its own pavilion for
the first time. 'The Biennale has opened an online ‘notice-
board’ where available locations for national participation
arc being published. The role of the “commissioner” has
changed — it needs to be a public institution appointed by
the Ministry of Culture of the country in question. Fach
curator can only curate one pavilion; there are deadlines
and strict rules for internal and external communication.
To me it seems that the model of the Biennale has be-
come more attractive to under-represented countries.
What are your thoughts on national pavilions? Why is it
that for a country like Bulgaria participation in Venice is
important?

IB: I think that the Venice Biennial is indeed at

the basis of the paradigm, which is very important
for the smaller art scenes — artists do need global
success and recognisability. 'The fairy-tale illusion
that once vou take part in the Venice Biennial you
somchow become “famous” is a powerful motiva-
tion. In our case, the irregular national participation
triggers doubts as to the adequacy, the quality and
the sKills of the Bulgarian artists to “speak” the
language of the current global visual art. Due to the
lack of routine it scems that with cach subscquent
participation the fate of the entire artistic commu-
nity is being decided on an international level. Once
people recognise this as a personal risk, every-
body wants to voice an opinion on the matter. 'T'hat
scriously affects the autonomy of the author’s work
which is rather fragile as it is.

When there are such long intervals between
participations the management and curating ‘know-
how’ is also lost; a situation of unhealthy and totally
unartistic competition scttles in. 'The projects | have
witnessed in the last 20 years are quite adequate
to what’s going on in l.a Biennale and yet, time and
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time again we miss out on the opportunity to discuss them
within the context of the biennial itself.

I keep hoping that regular participation will lead to a
change in the self-reflexion of the community through its
numerous agents.

KA: How different is Venice’s role compared to other festivals?

IB: It is sometimes hard to compare completely different
events. [ would say that other events around the world are
trying to differentiate themselves from Venice. But thanks
to the oldest biennial the very notion of the biennial has
truncd into a brand which is recognized by professionals
and politicians alike. It seems that the national pavilions are
the foundation of a system, which is very important now-
adays — parrallel events, which are part of most art cvents
these days. Following the lead of the Venice Biennial, other
forums are also looking for both a “wide international rep-
resentation” as well as for the distinguished figure of the in-
ternational curator. | think these two aspects are part of the
biennial brand. On the other hand, with such a renowned
event like L.a Biennale, there is a chance to look for diverse
solutions for what “should not be repeated.”

Katia Anguclova is independent curator, Director of Kunstverein

Milan, and Director of the Bulgarian Pavilion at the 58" La Biennale
di Venezia, 2019

lara Boubnova is Director of the National Gallery in Sofia, and

Commissioner of the Bulgarian Pavilion at the 58™ La Biennale
di Venezia, 2019
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BvAz2apus -
onum 3a 3aBpvw,anHe,
omHoBo

Pa3zoBop Mexkgy Kams AHeenoBa
u dpa by6bHoBa

Kamsa AHzenoBa: bux uckaaa ga 3anouHa pa3zzoBopa Hu ¢
u3AdzaHe Ha koHmekema Ha BeHeuuaHckomo 6ueHane.
BeHeuus e paHmacmuueH 2pag, uzguaauw, ce Bvpxy 118
ocmpoBa, Bceku pazauveH om gpyaume; ,,...moBa Beauko
mBopeHue, U3AI3A0 OMm AOHOMO HA Mopemo kamo MuHep-
Ba om eaaBama Ha KOnumep* (MoxaH BoadeaHz Mome,
»fucMa om Mimaaus“); mo3u epag, ,omuacmu BvawebHa
npukaska, omuacmu mypucmuuecka kaonka“ (Tomac Maw).
Ncmopusma My e 3a6eaexkumenHa, cepagume - npekpac-
HU, @ mypucmuyeckomo npuBauuaHe HenoBmopumo. Mo
mo3u noBog Axkopgrko AeambeH ka3Ba B uHmepBlo: ,,BeHe-
uus e ugeaAeH npuMep 3d 2pag, npexkuBaBaw, om cvwomo,
koemo 2o y6uBa“ ToBa e epag, 3aBAagsH om mypucmu,
kpyu3Hu kopabu, kyaAmypHu ampakuuu... B mo3u Beaukone-
neH koHmekcm BueHaaemo - uzaok6eH popmMam 30 wupo-
koMaw,abHuU MexkgyHapogHU xygoxkecmBeHu cvbumus - e
Cb3gaAo wecm pazAudHU pecmuBaaa: 3a My3uka (om 1930
2.), 30 kuHo (om 1932 2.), 30 meambp (om 1934 2.), 30 maHy,
(om 1999 2.) u Beska Bmopa 2oguHa - 3a uzkycmBo (om 1883
2.) u apxumekmypa (om 1980 2.)...

Spa By6HoBa: TpygHo Mu e ga ce cems koea 3a
NbpBU NbM CbM Hay4uAa 3a cbwecmByBaHemo Ha
BeHeuuaHckomo bueHane. 3a uzBecmHo Bpeme,
noHe npu MeH, moBa 3HaHUe 6e uHepmMHa Yacm om
obwama uHpopmayus no ucmopus Ha uzkycmBomo
om MuHaaus Bek. EgBa npe3 1999 2., koeamo nonag-
HAX MAM, 30NOYHAX gd oCcb3HABAM peanHus Mawab
Ha npoekma - ymonuuyeH, cAoXeH, NpoMeHsW, ce,
npobaemamuueH kamo Bceku eguH >kuB opezaHuzbM.
Om HauuoHaAHOMO kbM 2A06AAHOMO U 06PAMHO,
om komMepcuaaHomo kvM penpe3eHmamuBHomo u
obpamHo - npe3 usaama cu ucmopus La Biennale
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cAy>ku Ha noaumukama u U onoHupa, cv3gaBa peny-
mayuu, ekcnepumMeHmupa ¢ ukoHoMuyecku Mogeau.
W Bce egHo, gHec, 124 2oguHuU cAaeg cbv3gaBaHemo cu,
npogbakaBa yHukaaHo ga cvuemaBa yaeeHaAocm

u guHaMuka, cmabuaHocm u B3puBHocm. CMuch-
AbM U UeAume Ha noBeuemo uHcmumyuuu - HezoBu
BpbcmHuUUU, gopu U Me3u Ha My3eume, ca nocmaBs-
HU Nnog CbMHeHuUe u npembpnsBaau pedopmu, goka-
mo mo Habupa nonyAspHocm u BausHue! Mawabbm
u cnocobHocmma My 3a pegoBeH eA0b6aAeH MOHUMO-
puHe ca HeeoBu Heu3zMeHHU kayecmBa.

K.A. : BeHeuyuaHckomo 6ueHaAe e nogeomBeHo om gpy-
na uHmeAekmyaauu caeg peweHue Ha Mpagckus cvBem
Ha BeHeuus c HaOMepeHue ,,ga ce yupegu Ha Beceku gBe
20gUHU HAUUOHAAHA xygockecmBeHa u3aoxk6a“ 30 cmu-
MyAUpaHe Ha xygoskecmBeHume geliHocmu u na3ap B8+8
BeHeuus, kakmo u B o6eguHeHama umaauaHcka gbvpka-
Ba (1863 2.). 3agBuskeH, op2aHU3AUUOHHUSAM MEXAHU3bM
goBexkga go omkpuBaHemo Ha MvpBama mexkgyHapogHa
xygoxkecmBeHa u3aoxkba Ha epag BeHeuus Ha 30 anpua
1895 2. 8 npucvcmBuemo Ha umaauaHckus kpaa YmM6epmo
| u Mapzapuma CaBoticka. MocewaBam s 224 000 gywu.
MvpBoHauyaArHUMe peweHus no bueHaanemo ocmaBam
Heu3MeHHU go gHec: Bb3npueMaHe Ha cucmema ¢ noka-
HU; umaAuaHcka ekcno3uyus cve 3ana3zBaHe Ha Yacm 3a
yy>kgecmpaHHU XygoXkHUUU; hpueMaHe caeg XypupaHe
Ha umaAuaHcku xygoskHuuu 6e3 nokaHu. Te3u gelicmBus
xapakmepusupam pa3Bumuemo Ha bueHaremo, koemo
HecbMHeHo e 6uao u npogbakaBa ga 6vge 30B8ucumo

om BceBv3mMoxkHU noAumuyecku, coyuuaaHu u kyamypHu
Bv3geticmBus. Mpe3 1998 2. bueHaremo npecmaBa ga e
gvpkaBHa uau obwecmBeHa opaaHu3ayus u ce npeBpbuia
B “societa di cultura/kyamypHa uHuyuamuBa”. Mocaeg-
HaMa NpPoMsHA, gamupawad om 2004 2., 20 npaBu ,,doH-
gauus“ (c npegcegamen Maoao Bapama, Ha3HAYeH npe3
2008 2.). KakBa e ucmopusima Ha 6bazapckomo yuacmue
B8v8 BeHeuyuaHckomo BueHane? CMamaw Au, Ye mo Moxke
ga 6vge npogykmuBHo npocmpaHcmBo 3a aBmopume,
3a cv3gaBaHemo Ha kpumuyeH guckypc Ha ocHoBama Ha
HAUUOHAAHOMoO npegcmaBumeacmBo?
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A.B. : Aopu u npu npoMSHaMA om npeaAeg HaO Mecm-
Ho u3kycmBo kbM npakmuuecku egHo 2A06AAHO
npegnpusimue, 3a Bvazapus BeHeyuaHckomo bueHa-
Ae ocmaBa Meuma. CmpaHama yyacmBa 3a nvpBu
nbm npe3 1910 2. - egBa 32 2zoguHu caeg ocBoboxkge-
HUEMO CU U CaOMO nemHagecem cAeg cb3gaBaHemo
Ha u3AokeHuemo. ToakoBa paHo u moakoBa HaBpe-
me! Mgesma 3a npuHagaeskHocm kbvM EBpona upes
uzkycmBomo ce 3awumaBa om 21 aBmopu. Bvazap-
ckume yuyacmHuuu ce oka3zBam B8 enuueHmbpa Ha
Beue 6ypHU gebamu 3a uzkycmBomo u HeeoBume
uHcmMumyuyuu. TouHo mozaBa dymypucmsm Tomazo
MapuHemu pa3npocmpaHsBa B epaga nambaemu ¢
ps3ka kpumuka Ha BueHaAaemo, a paboma Ha Mukaco
e u3zBageHa om ekcno3zuyusma 3apagu npekareHomo
cu HoBamopcmBo. Caeg koemo BvAazapus s HaMa Bb8
BeHeuus B meueHue Ha mpu gecemuaemus. MosBaBa
ce omHoBo B8 npomuBopeuuBomo uzgaHue om 1942 e.
- egHa om 10-me cmpaHu yyacmuuyku no Bpeme Ha
Bmopama cBemoBHa BoliHa. Bpumanckusm naBuau-
oH mozaBa e 3amBopeH u ce noA3Ba om umaAuaH-
ckama apMmus, a Ha Beazapus e npegocmaBeH naBu-
AUOHBM Ha yHUWokeHama kamo gvpxkaBa Moawa.

B me3u ycaoBus 35-me 6vAazapcku yuacmHuuu,
kypupaHu om xygoskHuka Bopuc AeHeB, ce cnopa3zy-
MsBam ga npeogoaesm BbmpewHUMe cu ecmemuve-
cku u ugeliHu npomuBopeuus - 8 uzarokb6ama cwvku-
meAcmBam pa3Hoob6pa3HU meueHus u Hacoku

8 HauuoHaAHomo uzkycmBo. AHgpel HukoaoB, Anek-
caHgbp MymadoB u Hukoaa MuxatinoB yuacmBam
3a Bmopu nbm u 3a nbpBu nbm B cbemaBa e Bkaloue-
Ha >keHa - kHsieuHs EBgokus. Kypamopsm, ocmaBua
gocma nogpobHu 3anucku 3a cebumuemo, noguyep-
maBa 3agoBoacmBomo om gobpume npogaxk6u u
obuw,omo BHuMaHue. Bvazapus yuacmBa u 8 nbpBomo
caegBoeHHo bueHane npe3 1948 2., koemo ce cmpe-
Mu ga Bv3pogu eBponelickomo B3auMopazbupaHe u
ga ce BvpHe kbM npegmomaAumapHume cu obwu
apm-ueHHocmu. M3aazam ce uMnpecuoHUCMuUmMe,
ommMeHeHume gockopo Bpak, Kaee, EHcop, LLazan,
Maepum, npoBeskga ce pempocnekmuBa Ha Mukaco.
Cpeg 17-me 6vazapcku aBmopu nem ca keHu, a B
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ueHMbPA Ha npoekma e o6pa3zbm Ha yoBeka.

MpemuHaBam owe 15 ,,2AagHU 20gUHU“ npegu
cmpaHama omHoBo ga golige Bv8 BeHeuus npe3 1964
2. - 2oguHama Ha amepukaHckus non-apm. OmHocu-
meAHo ckpoMHomo yuacmue om 8 aBmopu e kypupa-
Ho om npood. Aeuko Y3yHoB, kolimo e B HayuoHAAHUS
naBuAuoH Ha BvAzapus 30 mpemu nbm. MNo-Hama-
mbk, gopu caeg npoMsHama 8 MecmHama noAumu-
yecka koHloHkmypa, omcbecmBuemo Ha gbpkaBHa
npoepama npu Beue cBobogHomo cvuecmByBaHe Ha
uzkycmBomo He no3BoaaBa cmpaHama ga cvbepe
CUAU 30 HAUUOHAAEeH naBuAuoH. OcBeH ve npe3 1993
2., Hakak cayualiHo, Bv8 BeHeuyus ce oka3Ba Heno3Ha-
mama B cmpaHama aBmopka CmaHa MuaaHoBa.

Mpe3 1999 e., moyHo npegu 20 20guHu, Ce No-
AC20M 02POMHU YCUAUS 30 OpP2dHU3UPAHE HA HAUUo-
HaAeH konkypc (06s8eH 6e3 puHaHcoB aHaaxkumeHm
om cmpaHa Ha gbpxkaBama), cneyeaeH om koMyHu-
kamuBHus u upoHuuyeH npoekm Ha Hegko CoaakoB
»CbobueHue” c kypamop Apa by6bHoBa. N makap wu-
poko paznpocmpaHeHama kapmuyka B8 HOUUOHAAHU
uBemoBe, 30518598awa eomoBHocmma Ha gbpskaBama
»OMHoBo ga yuacmBa no nogob6aBauw, HayuH B caeg-
Bawomo u3gaHue Ha BeHeuyuaHckomo bueHaAe npe3
2001 eoguHa“ ga npuBauya BHUMAHUEMO Ha npode-
cuoHaAHama kpumuka u koaezuama Bv8 BeHeuyus,
nogobHo yyuacmue maka u He ce cayuBa.

MeskgyBpemeHHo, kamo uHguBugyaaeH aBmop,
Hegko ConaakoB yuacmBa 8 ueHmpaaHus npoekm Ha
BeHeuuaHckomo 6ueHaAe 5 nbmu u cbmpygHuYu ¢
egHuU om Hau-u3BecmHume kypamopu kamo Pob6vpm
Cmop, XaHc Yapux O6pucm, Xapaag 3eemaH, Kaayc
BuzeHb6ax, XeaeHa KoHmoBa u KoH LWaHaaH, u no-
Ay4aBa egHa om Haegpagume Ha MexkgyHapogHomo
>kypu 3a npoekma cu ,,Auckycus (co6cmBeHocm)
npe3 2007 2. IMeHHO npe3 cbwama eoguHa Beazapus
omHoBo uMa HauuoHaAeH naBuAuoH, 2ocmyBaw, Ha
BeHeuuaHckus odpuc Ha FOHECKO, kypupaH om
Beceaa HokapoBa u npegcmaBsaw, cumBoauuHo
Ha3zoBaHama ,,Msacmo, Ha koemo He cu BuA npegu”
edekmHa uzaoxkb6a Ha MBan MygoB, NMpaBgoalo6
MNBaHoB u CmedaH HukoraeB.
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M omHoBo nocaegoBameaHo yuacmue go 2011 2. He
ce cayyBa. ToeaBa, cvBeceM HeouakBaHo 30 npode-
CUOHAAHUMEe cpegu B cmpaHama, uzBecmHume
>kuBonucuyu MNpegu Acca u XybeH YepkenoB, kakmo

u ckyaAnmopbm ekcnepumeHmamop MNaBea KoliueB
ca BkaloueHu B ekcnozuuusma ,,Bpbska Ha nokoae-
Hus“ kypupaHa u opaaHu3upaHa om vy>kgecmpaHeH
2anepucm - Xopxk Ayke. Kamo omeoBop Ha cenpoBo-
guaomo moBa yyacmue HegoBoacmBo cpeg kone-
2usma, MuHucmepcmBomo Ha kyamypama noema
uHuyuamuBama 3a cv3gaBaHe Ha npaBuaHuk Ha
HAUUOHAAHOMO yyacmue om He3aBucumu ekchepmu.
CmpaHama nponycka obaye owe mpu u3zgaHus Ha
BueHaaemo. He e yuygBawo, ye cezawHUSM HAYUO-
HaAeH naBuAuoH e npemoBapeH ¢ ovakBaHus, npu-
MeCHEHUs U ONACEHUSs.

Bcsako om HauuoHaAHUMEe yyacmus Ha Bba-
2apus npegu3BukBa 6ypHa noaemuka, Ho, 3a cvka-
AeHue, ms He e cBbp3aHa cbe cbgbpkaHuemo Ha
naBuAuoHume, a e cbcpegomoueHd Bbpxy HaYUHU-
me Ha ceAaekuus U npuHUUNUME Ha GUHAHCUPAHeE.
MpomuBopeuuBume azpecuBHu guckycuu B couuan-
Hume Mpesku u Meguume no me3u Bvnpocu npakmu-
yecku Hukoza He cmuzam go cbuwHocmHomo - kakBo
e uzkycmBomo, koemo BvAzapus npegecmaBs Ha
Hal-2zoaeMus cBemoBeH npeaaeg, kakBo uHmepecy-
Ba B MoMeHmMa 6bvAazapckume xygoskHuuu, go kakBa
cmeneH mBop6bume um kopeaupam c npobaemume
Ha obuwecmBomo Hu. ,Kou cme Hue, omksge ugBame,
kbvge omuBame“ - Bbnpocume 30 ugeHmMu4yHoCcMmMAQ,
nocmaBeHu B Ha3BaHuemo Ha kapmuHama Ha Mo
lozeH om 1897-98 2., Bce owie He ce oka3Bam cpeg
cbwecmBeHume meMu 30 06paA3d HO gHEWHOMO HU
u3zkycmBo 8 camama cmpaHa. AaHO mo3u nbm, cAeg
06s8eHus om MuHucmepcmBomo Ha kyamypama
koHkypc, He3aBucumomo XypupaHe, HOAUYUEMO HA
gvpxkaBHo duHaHcupaHe u cna3zBaHemo Ha u3uckBa-
Husma Ha BeHeuuaHckomo 6ueHaae, me 6bgam
obMucAeHU U o6cbgeHu.

Mmatku npegBug Bce no-HAgHAUUOHAAHUME
obwecmBeHo-noaumuyecku npobaeMu, memu u
cpegcmBa, koumo uHmepecyBam xygoskHuuume,
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MUCAS, Ye pa3geasHemo Ha u3zkycmBomo no Hauyuu
e HenoA3omBopHO U gopu cMpPAHHO, ocobeHo npu
HoBus pa3uBem Ha HauuoHaAu3zMume gHec. Hayuo-
HAAHUMe yyacmus ca nocmaBeHu B koHkypeHmHu
omHoweHus He3zaBucumo om pa3zaukume Bv8 du-
HaHcoBume uM u opz2aHu3ayuoHHU Bv3amMoxkHocmu.
CamMomo 6ueHaae HacmosBa gbvprkaBume ga ca
OpP2aHU3dUUOHHO U agMuHucmpamuBHo BbBAeueHu
u ugesma ,,ga ce npegcmaBum gobpe BvB BeHeuusa“
Moxke ga ce npeBbvpHe B 6peme 30 aBmopume Ha
cmpaHume ¢ He3Ha4yumeaHu b6logskemu 3a kyamy-
pa. B mo3u koHmekcm noAumuyume HO omgeAHuU
cmpdadHu noAyvaBam Bv3zmoxkHocm ga ynpaskHaBam
gocma no-20AaMo BAUSHUE UMEHHO 3apagu HaUUuo-
HaAHomo, gbprkaBHo npegcmaBsHe. ,Kak“ ce npeg-
cmaBam cmpaHume, yecmo HaggeasBa Hag ,kakBo*
e noka3aHo, gokoako e agekBamHo mo cnpsmo
obwecmBeHume npobAEMU, UMA AU NOMEHUUAA 3d
pa3Bumue, guaAoau4Ho AU e chpsMo ,cBema“,

K.A.: CBugemenau cMe Ha ycAokHeHa opaaHu3auus, Ha
cbcme3aBawuu ce cmpameauu U pa3AUYMHU pa3bupaHus 3d
u3zkycmBo u kyamypHa (pe)npogykuus. YckopsBanemo Ha
2nobanuzayusma kapa bueHaremo ga ce pa3zpacmBa Bee
noBeue. AocmamubuHO € ga NoOMUcAUM 3a yBeauuaBawus
ce 6pol Ha HaUUOHAAHU naBuAuoHuU U3 epaga. AHec umMame
91 HayuoHaAHU ydacmus (B cmapume naBuauoHu, 8 Askap-
guHu, B8 ApceHane, B ucmopuveckus epagcku ueHmbp u

no ocmpoBume). Mpe3 2019 2. nem cmpaxu - Aakup, FaHa,
Magaeackap, Maaalizus u NakucmaH, we ce npegcma-
Bam 3a nbpBu nvm. Cvwo 3a NbpBu Nbm AoMuHukaHckama
penybauka yuacmBa cbc co6ecmBeH naBuauoH. BueHaremo
omBopu oHAalH ‘noticeboard’, kbgemo ce nybaukyBaxa
HaAuuHUmMe Bv3MoskHU Aokauuu 30 HauuoHaAHU ekcnosu-
yuu. Poasma Ha ,,komucaps“ ce npoMeHu - HaaoXku ce ga e
NyBAUYHO UHCMUMYUUsS,, nocodeHa om MuHucmepcmBomo
Ha kyaAmypama Ha gageHa cmpaHa. Bceku om kypamopu-
me Moxke ga pabomu camo B eguH naBuauoH; BvBegoxa ce
cmpukmHu cpokoBe u npaBuaa 3a BbmpewHa u BbHWHA
komyHukauyus. CmpyBa Mu ce, ye Mogeabm ,,6ueHare” cma-
Ha no-npuBaekameneH 3a ,,no-HenpegcmaBsHume* cmpa-
HU. KakBo e MHeHUEeMO Mmu 3d HOUUOHAAHUME NABUAUOHU?
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3awo 30 cmpaHa kamo BvAzapus HanpuMep ydacmuemo
B8 BeHeuus e BaxkHo?

A.B. : 13e2aekga, ye umeHHo BeHeuuaHckomo 6ueHa-
Ae e B ocHoBama Ha napagueMama, ocobeHo BaxkHa
3a no-Maakume apm-cugeHu, Yye xygokHuyume ce
Hy>kgasm om aanob6aneH ycnex u pa3no3HaBaemocm.
MpukaszHama ualo3us, ye ako yuacmBaw B8 BeHe-
uus ce okasBaw ,,uzBecmen e egHa om Hali-CUAHU-
me momuBauyuu. MNpu Hac HepegoBHOMO HAUUOHAAHO
yvyacmue nopakga cbMHeHus B8 agekBamHocmma,
kayecmBama u yMeHuasma Ha 6bAzapckume xygoxk-
HUuu ga 2oBopam Ha e3uka Ha akmyaAHOMO 2A06aA-
Ho u3kycmBo. 3apagu omcvecmBawama ,,pymuH-
Hocm“ Bceku nbm uzeaekga, ve ¢ konHkpemHomo
yyacmue MexkgyHapogHo ce pewaBa cbgbama Ha
usgaama obwHocm. MpuBukgaliku moBa kamo nep-
coHaAaeH puck, Bceku ucka ga uMa omHoweHue no
Bvnpoca, koemo cepuo3zHo 3acsea u maka kpexka-
ma aBmoHomus Ha aBmopckama u3zsBa. Mpu gbvazu
uHmepBaau Mexkgy yyuacmusma ce 2ybu know how Ha
MeHug>kMbHmMa u kypupaHemo, cbv3gaBa ce He3gpa-
Ba u cvBceM HexygodkecmBeHa konkypeHmHocm.
Mpoekmume npe3 nocaegHume 20 2oguHu, Ha koumo
cbM cBugemen, ca abcoalomHo agekBamHu Ha cAyu-
Bawiomo ce Ha bueHaaemo, Ho Bceku nbm ce 2y6u
Bv3amMoxkHocmma ga ce o6cwkgam B koHmekema Ha
camMomo cvbumue. MpogbakaBam ga ce HagsBam,
ye pegoBHOMO yyacmue we gonpuHece 3a NPOMeHU
8 aBmopedaekcusma Ha cueHama npu MHockecmBo
HelHU azeHmMu.

K.A. : Aokonko, cnopeg meb, poasma Ha BeHeuus ce pa3au-
yaBa om ma3u Ha gpyau decmuBaau?

A.B. : TpygHo e ga ce cpaBHa8am noHskoza abco-
AlomHo pa3auyHU cvb6umus. Mo cBema no-ckopo ce
MBPCU U ce nocmuezd pa3auka ¢ BeHeuyus. Ho 6aazo-
gapeHue Ha moBa caMomo noHsmue ,Hali-cmapomo
bueHane“ ce e npeBvpHano B 6paHg, npuzHam u om
npodecuoHaaucmu, u om noaumuuu. M3zaexkga,

ye HauuoHaAHUMe naBuauoHu ca B ocHoBama Ha
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moakoBa BaxkHama gHec cucmema Ha napaaeAaHume akmuB-
Hocmu, koumo cbenpoBoxkgam noBeuemo MexkgyHapogHu
npoekmu. Mo npuMepa Ha BeHeyuaHckomo 6ueHane u Ha
gpyau Mecma Yyecmo ce mbpcu ,wupokomo MekgyHapogHo
npegcmaBumeacmBo* kakmo u paznozHaBaemama dueypa
Ha MexkgyHapogeH kypamop. CMsmam me3u gBa dakmopa
30 eAeMeHmMu Ha 6paHga.

Om gpyaa cmpaHd, npu HaAu4vue Ha maks8 aBmopu-
mem, UMd WAHC ga ce mbpcsim pa3Hoobpa3HU peweHus
»kakBo ga He ce noBmaps“

Kams AHzenoBa, HezaBucum kypamop, Aupekmop Ha Kunstverein
MuaaHo u Aupekmop Ha Bvazapckus naBuAuoH Ha 58-mo BeHeuuaH-
cko BueHane.

SpocaaBa By6HoBa, Aupekmop Ha HauuoHaaHa 2aaepus, Codus.
KoMucap Ha Beazapckus naBuauoH Ha 58-mo BeHeuyuaHcko 6ueHane.
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