Q@cida

| Ogms

GALLERY IN
A DRAWER
FTAJIEPUA B
HYEKME[XE

2009/2013




Ogms

TAJIEPMA B HEKMEOXE
GALLERY IN A DRAWER
2009/2013



Kamen CrosiHos, Mean Mynos, CrusbH [epmbp, Mnavose 3a ranepus,Ogms”, 2009, suaeo, 909"
Kamen Stoyanov, Ivan Moudov, Steven Guermeur , The Plans for the Gallery Ogms, 2009, video, 9'09"



Kamen CrosiHoe me 3anosHa cbe CruebH lepmbp npes 2008. Urpaxme pytbon &
napka go Mparepa. CtuebH HK Bewe Bparap... 3arybuxme!

2009 65x BbB Brena npu Kamen, nokasa mu suaeo, B koeto 6etue cHuman CTuBbH
KaK Cu MeuTae Ha rac 3a ranepus, HapedeHa Ogms....g- Guermeur, m- Moudov,
s- Stoyanov, a Hynata otnpes 61na, 3a a 6bae a3by4HO ranepusTa BUHArK HA
NbPBO MSCTO.

Mocnegtoto Mu ce ctopu 3abasHo!

Bnocnepctene Kamen nokasa BUAEOTO B HIKONKO M3NOXEM M HE3HAMHO KAK pe-
WKxme, Ye TpSBBA HaMCTMHA AA HANPABMM raNepuTa.

Kamen sanenu tabena "Ogms Office" Ha BpaTata Ha anaprameHTa cu BbB Buena.
Monutax Sdpa by6Hosa aanu He MoXe AA U3NON3BAME KYXHSTA HA rANEPUATA HA
MCU-Codus 3a nsnoxbero npocrparcteo Ha Ogms 8 Codusi. Kasa mu ga nuram
Henko Conakos.

Ha Heako My ce Bias npekaneHo aa okynMpame LSnarta KyxHsi M HA Npeaioku 4a
Ce HOCTAHWUM B YEKME[XETO, KbETO CeAsiXa HOXOBETE M BUNULMTE.

Mpurexme npeanoxeruero...

Mean Mygos

Kamen Stoyanov introduced me to Steven Guermeur in 2008. We played football
in the Prater Park.

Steven was the goalkeeper... we lost!

In 2009 | was in Vienna with Kamen; he showed me a video in which he had
filmed Steven dreaming out loud about a gallery called Ogms... g-Guermeur, m-
Moudov, s-Stoyanov, while the zero at the front would always put the gallery in
the first place alphabetically.

That was amusing, | thought!

Later on, Kamen showed the video in a few shows and without actually knowing
how, we decided that we must open the gallery.

Kamen put up a sign "Ogms Office" on the door of his apartment in Vienna.

| asked lara Boubnova if we could use the kitchen of the ICA-Sofia gallery as an
exhibition space for Ogms in Sofia. She told me to ask Nedko Solakov.

Nedko thought that it would be too much if we occupied the whole kitchen and he
offered to let us take up the silverware drawer.

We accepted his offer...

Ivan Moudov



Ogms-yekmenxe, NAPAUTMPALLO NOA WAHAA HA ranepus ,,ékuc”, ViennaFair, 2010
Ogms drawer as a parasite under the desk of Skuc Gallery, ViennaFair, 2010



Ogms

3aepHo ¢ robanu3aumsTa Ha CBETA HA M3KYCTBO HAPACTBA M MIIO3MSTA 30 AeMO-
KPATUYHOCTTA HA BocTbnd. Manpasenn cme npep HOBA yTOMMS 34 yCnexa, KosiTo
BbPBM PbKA 30 PHKA € MAEATA 30 BCeobLA KPEATUBHOCT U C MEYTATA, BbMALTEHA B
npeacTasata 3a cBO6OAA U NPECTUX, KOSTO BCe oLue 06rpbLLa PUrypaTa Ha XyAoX-
HWKa. YBENMYaBAHETO HA AOCTLNA A0 NPABEHETO HA M3KYCTBO 0baye BbpBM U C yC-
KOPEHMETO HA HeoNMBEPANHUTE NPOLECH HA MPEBPbLLAHETO MY B MHBECTULMS. TO
nopaxaa Heo6XOAMMOCTTA OT NPEroBAPSHETO HA BLMIPOCA, KAKBA € POSISTA HA 13-
KycTBOTO MAANM 3arybuxme , uaeana” 2 Kak, 3akorovkbae o ce cilyusa , HaUCTUHA @

Kato koMeHTap BbpXy BCMYKO TOBO M C HE MANKO MPOHMS 3ANOYBA M CbBMECT-
HusT npoekt Ogms mexay Tpumara xygoxuuum CruebH [epmbp, Kamen Cro-
sHoB M Mean Mypos. Toit sanousa ¢ BbOGpPAXEHMETO, NOPOAEHO OT HA MPbB
nornes HeOrpaHWYEHUTE Bb3MOXHOCTM AA Ce Chb3faje ranepus, Kosto Aa ce
MHTerpupa B rnobanHata mMpexa Ha obmeH: B camoto Havano Ha Ogms crou
BMAeopaboTa, B KOSTO, onpsiH Ha KyxHeHcku nnot, CrusbH [epMbp MMNPOBK3K-
pa CNMUCbK C NAHAMPM 3a U3KYCTBO, KOMTO CA MOTEHLMANHM MECTA 34 y4acTue
Ha epHa Hoeootkputa ranepwus. (Camo)uponuata Ha Tosu nnaH 3a rnobanHa
peanusaums, HaNPABEH CSKAW HA LUErd, MO Yex/iM, Ce BbMMbLLABA B CAMOTO
nme Ha Ogms. Ts ce cbabpxa B Hynara, CTOAWA Npen MHULMAAUTE OT pamui-
HWTE MMEHA HA TPMMATa Xysoxuuum-ocHosatenu: lepmbp, Mygpos, CrosHos.
Mo To3M HAYMH, M3BbH BCAKAKLB a3By4YeH ped, ranepusTa e BMHArM MbPBA BbB
BCEKW CMMCBK B KATANO3M HA NAHAWPY 1 APYTH NAATOPMM 30 M3KYCTBO.

3Haem, Hai-mankoTo cnea otkpueaxeto Ha The Wrong Gallery 8 Hio Mopk,
Ye [HeC AOPM 30AHMST BXOJ HA ranepusta oy Bce Hskbae. C Tasu mucen 3a-
nousa n Ogms, 3ano4Ba KATO MAPA3MTHA KIETKA B MEXAyHAPOAHATA Mpe-
XA OT OPraHM3AUMM, MHCTUTYUMM, nnatdopmu M naHampu. Wuuumanute Ha
TPUMATA XYAOXHULM CTOST eOMH A0 APYr TAKA, KAKTO M MOHSKOrd MpoTMBO-
peuMBMTE MM MAEH, KOKBO CM MPEACTaBSAT M KAKBM CA MOTMBUTE MM Ad y4aCT-
BAT: XeNQHMETO 30 BK/IOYBAHE B MA3APA HA M3KYCTBO, 30EQHO CbC CTpeme-
Xa [a ce OTKpue M3noX6eHO MPOCTPAHCTBO M MHTEPEca Ad Ce pasurpaBat
no MbppOPMATUBEH HAYMH PABAUYHM MHCTUTYLMOHONHM POPMM, M3rpaxpaTt
obLa NpeacTasa 1 BAMSST BbPXY HAYMHA, no konto Ogms dyHKUMOHKMPA.

Mpesita pa ce chagage ranepus ce npespblua B Npouec Ha nybnaukysaHe W Ha-
naraxe Ha ,mapkata”. OT roguHata Ha ceoeto chapgasade 2009 (s kosiTo BK-
peopaborara Ha Kamen CTosiHOB y4acTBa KATO CbBMECTEH MPOEKT HA TPUMATA
xypoxHuum Bbe Vienna Art Week), npes mHoxectso MHMUMATUBH, M3NOX6M W
YHaCTHS, TQNEpUSTa UMA PAsanyHKM GOPMM M CE HOMMPA HA Pa3HKM MecTa. Xy-
poxHuuuTe cbapasar nbpso Ogms ranepus-uyekmenxe, a npes 2011 r. otkpuear
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IMepsa n3nox6a Ha Ogms-yekmenxe B Kyxtsta Ha MCU-Codusi, 2010
First exhibition of Ogms drawer at ICA-Sofia kitchen, 2010



1 camocTosTenHo uanoxbeHo npoctparcTeo B Codus, KaTo ABETE ChLIECTBYBAT
YCMOPEAHO € OTAENHA Nporpama. Yekmeaxeto obaye ocTaBa HAM-NPOABIXMUTEN-
HATA MM MHMUMATMBA AO MOMEHTA M CbLIEBPEMEHHO HaM-NOABMXHATA B MPOC-
TPaHCTBOTO GOPMA Ha ranepusta, cama no cebe cu mbpdopmaTmeHa M Gnuska
[0 XyHOXECTBEH MpOoeKT. To e 4acT oT ,063aBeXAAHETO” U KOHCTPYKUMSTA HO
NPOCTPAHCTBATA, KOSITO CE MPEBPbLLA B LIEHTLP CbC COBCTBEH XMBOT M EHEPTHS.

3a nbpeu net vekmemketo Ogms yuactea ¢ paborta Ha Taito Kumypa B natanpa 3a
nakycteo ViennaFair, napasutupaitkn noa waxga Ha ranepwus , Ckyy”, JliobnsHa.
Ckopo cnep tosa, npes mait 2010, ce 0TKpMBA 1 MO-MOCTOSHHATA My TEPUTOPUSI — B
KYXHATA Ha ranepusta Ha MHCTUTYTa 3a cbBpemeHHo nakyctso, Codus. Ottorasa
NOKA3BAHETO HA PaBOTH B YEKMEMXE Ce Cy4YBA MO PA3AMYHM MOBOAM M CbOM-
s oT Buena, npes Coous, Lliopux, po Amcrepaam, Haroita, xakapra 1 ap.

Mapa3suTbT € OpraHnuabm, KOMTO Ce XPAHW OT TANOTO HA roctonpuemtuka. Cbe
cbuara noruka Ogms-yekmemxe B kyxHsta Ha MICU B Codus cnepea pabotHoto
BPEME M MPABU OTKPMBAHWS HA U3NOXKEM, CbBNAAALLM C TE3N B rANEPUATA-HOMA-
kuH. Kato camocrostenen oprannsbm obade, To MMa CBOS NPOTPAMA M € BIIMCAHO
KATO OTAENHA ranepus B CNPABOYHWTE M3AAHMS 3a KYNTYPHMS XMBOT HQ CTONM-
uata. Mrpaeitku cu He camo ¢ GOpMaTa, HO U € NYBAMYHOCTTA HA ranepuaTa,
B HErOBA 3QMNA3€HA MAPKA CE NPEBPbLIA TOBA 3PUTENMTE AA 3HOAT, Ye TaM ce
CNyYBA HELO MHTEPECHO, HO AA ca OBbPKAHM KbAe AA OTMAAT M KAK MOraT ad
ro eupst. ,[a ce oTkpue paborarta” e AOMBLAHMTENHO, 30POABOCNOBHO YCHNME,
CXOfHO € XECTA HA OTBAPSIHE HA YEKMEAXETO — BUHATM MMA M3HeHapa! Mmen-
HO W3HEHOAA W yuy[BAHE NPEAM3BMKBAT W MOBEYETO PABOTH, NOKA3AHM B HETO.
lMouTi BCHYKK Te ca Cb3AAAEHM 30 KOHKPETHOTO MsicTo. OTaENHUTE XyLOXHMUM
HOMMPAT HAYMH [A BMECTSIT rofieM1 MaLwabu B MAsKOTO NPOCTPAHCTBO, Ad MO U3-
NOn3BAT KATO Ye M 30 ATENIe, CEpris, TOANETHO Kkadye, KyTus 3a doTorpa-
bum, ceprusi 30 BecTHUUM, Kydap 30 aMBYNAHTHA TbProsus, rpaAUHA Um Gyk-
BanHo Aaa ro npopbHst. C paboTute c1 Te 4eCTO NPEBPLLIAT CAMOTO YeKMeaxXe B
06eKT W U3MON3BAT OKOMHATA CPEAd, 3a 44 Cb3[AAAT OnpeaesneHa atmocepa.
Chuwara Tasu atmocdepa ce NpeHacs W B APYrM ranepuinHin NPOCTPAHCTBA MOA
bopMmaTa Ha Wwkad ¢ YETUPK OTAENHM HEKMEXKETA, KOUTO XyaoxHMkbT Mean My-
OB MOKA3BA B PAMKMTE HA CBOM M3noX6u. BeripocsT , Kol e asTopbT?” B Cliyyast
€ eIMH OT MHOTOTO C ABOMHCTBEH CMMCBI, KOMTO MOraT Aa BbAAT 3040A€HM 30
Ogms. 3aeaHo ¢ TOBQ, AANM rANEPUSTA € NPEAM BCUHKO KOMEPCHUAEH NPOEKT UK
XyHOXECTBEH, HErOBMST OTrOBOP Ce Kpue B Ge3kpaiHa Bepura Ha (pe)anponpu-
aumu, (pe)KoHTEKCTYanM3aumMn 1 UANOCTHO MPOHUYEH MOAXOA KbM UHCTUTYLMUTE.

Ako nybnukara Ha Ogms e abCcTpakTHA M HENPEKBCHATO NPOMEHSILLA Ce rpymna oT
XOPQ — OT WMPOKATA CPEAA HA FANEepPUCTH, KONEKLMOHEPH, KYPATOPH 1 robanHm
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Ogms-uekmepxe Ogms drawer

TYPUCTH, 4O PASNUYHM HYOACTHM MYGAMKH, TO ABTOPUTE HA FANEPUSTA CA NPEAUMHO
Mo XynoxHUum. MoBeyeTo OT TaX XMBEST M PABOTT B ABETE OCHOBHM MeCTa
Ha ceapasade Ha Ogms — Buena n Codus. B texnure pabotn TpyaHo morat aa
Ce BMASIT PA3NIMKM B MOEHTUYHOCTTA, MOPOAEHM OT NAMETTA i uctopusita. Mpu-
HOANEXENKN KbM TNOBASHOTO CbBPEMEHHO MOKONEHMe, Beve NpodeCHOHANN3N-
PAHOTO MONe HA M3KYCTBO M 06LWATA BUTKA 30 PA3NO3HABAHE, TOBA, KOETO CAKALL
™ 06eaMHSBA, € XEeNaHUETO 4a Ce NONBST, Aa GbAAT BUAMMM M TIXHATA rNeaHa
To4Kka Aa Bbae pasnuuena. Ogms-yekMeaxe He CAMO € TEPUTOPUATA, HA KOATO
TOBQ XENAHUE Ce PEaNU3NUPA, HO CAMOTO TO MPOM3XOXAA OT NOAOGEH CTPEMEX.

Mocnepuust npoekr 3a Ogms-4eKMEAXETO B KyXHSTA HA ranepusta Ha MHctutyTa
3a cbBpemeHHo nakyctso, Codusl, Ha JTbuesap bosimxmnes — ,Komepenanet npo-
€KT C MAeanHa uen”, M3passiBa U NAPALOKCA HA CbBPEMEHHMSI CBSIT HQ M3KYCTBOTO,
B KOMTO AOGpPMTE Maeu 3aBbPLIBAT Ha Nasapa. Bee nak v Bee owe ¢ npusmunersTa
HO TOBQ A0 GbAAT BLMBILEHAE HA MUCIM, BLOBPAXEHUE U OCTPO YyBCTBO 30 CO-
LManHa, KynTypHa 1 aMuHa pednekcus. Ako npoektst Ogms-uekmemxe UMA Kpu-
TUYECKO U3MEPEHME, TO TO € UMEHHO BbB BOJISITA 10 PEANIM3MPA TA3M MPUBUNErHs
MOYTH KATO KOMEPCHANEH NPOEKT.

Bnaams Muxannosa



Ogms

The globalization of the world of art has brought about the ever-growing illusion of
democratic access. We are facing a new utopia of success that goes hand-in-hand
with the idea of all-encompassing creativity and the dream embodied in the notion
of freedom and reputation, which still envelopes the figure of the artist. Increased
access to the production of art, however, goes together with the acceleration of the
neo-liberal process of turning it into a field of investment. That forces us to think over
the question of the role of art and whether we have lost the "ideal" or not. How, for
whom and where does art happen, indeed?

Ogms, a joint project between Steven Guermeur, Kamen Stoyanov and Ivan
Moudov, started as a commentary on all of the above and not without a healthy
dose of irony. The project started with a vision, born out of the seemingly unlimited
potential of starting a gallery that might integrate within the global network of
exchange. Ogms began with a video work in which Steven Guermeur is standing
up and, while leaning against the kitchen counter, giving an improvised list of art
fairs where a newly opened art gallery might potentially participate. The self-
irony of such a global plan for success, though concocted as a joke, as if while at
home in pajamas, is withessed by the very name of the gallery — Ogms — the zero
standing in front of the three founding artists” initials. That step always secures it the
first place alphabetically in the list of galleries in any and every catalogue from an
art fair or any other art platform.

We know from the experience of the Wrong Gallery in New York that today even
the back door of a gallery always leads somewhere. With this bright notion in
mind, the Ogms Gallery started as a parasitic cell within the international network of
organizations, institutions, platforms and art fairs. The initials of the three founding
artists stand next to one another just like their sometimes contradicting ideas about
what to do or what their reason for taking part is. Their desire to partake in the
art market, along with the drive to open an exhibition space and their interest in
playing out a variety of institutional forms as a performance have structured a
shared notion and influenced the way Ogms functions.

The idea of starting an art gallery has turned into a process of publishing and
establishing the trademark. From the year of its founding in 2009 (when the video
work by Kamen Stoyanov participated as a joint project in Vienna Art Week),



Tpynosa usnox6a 8 Ogms-yekmenxe, 2012 Group show at Ogms drawer, 2012



through a number of initiatives, participations and shows, the gallery has taken on
various forms and could be found in different places. At first, the artists opened a
gallery in a drawer, then in 2011 they opened a space of their own in Sofia and
the two existed in parallel, but with separate programs. However, the Ogms gallery
in a drawer is their longest-surviving initiative to date and at the same time the most
flexible form of spatial existence of the gallery, which is in itself quite performative
and very much like an artistic project on its own. The Ogms gallery in a drawer is
part of the set up and construction of the spaces where it is found, while turning into
a sub-center with its own life and energy.

For the first time, the Ogms drawer took part in the ViennaFair in 2010 with a work
by Taiyo Kimura as a parasite within the stand of the Skuc Gallery from Ljubljana.
Soon after, in May 2010, the gallery in a drawer opened its more permanent
space — in the kitchen of the ICA-Sofia (Institute of Contemporary Art) gallery.
Since then, the presentation of art works in a drawer has taken place at different
forums and events in Sofia, Vienna, Zurich, Amsterdam, Nagoya, Jakarta and so on.

A parasite is an organism that feeds on the body of the host. Following this logic,
the Ogms gallery in a drawer in the ICA-Sofia Gallery kitchen cabinet uses the
working hours and also shares the openings of the host gallery. As an independent
organism, the drawer gallery has its own program, which is listed as a separate
gallery in guides about cultural life in Sofia. Playing around not only with the form
but also with the public status of the gallery, the knowledge that the viewer could
go someplace where something interesting is happening, but without ever being
sure where exactly to go or where exactly to find the "show" on display is turning
into a trademark of Ogms. The action of "discovering the work" is an additional
healthy effort, which is similar to the effort of opening the drawer — a surprise is
always waiting in there! Surprise and wonderment are the sensations most often
triggered by the projects in the gallery drawer. Almost all are conceived for the
specific location. The artists invent ways of accommodating large scale into a
small space. To use it as a studio, a kiosk, a nightstand, a box for photographs, a
newsstand, a suitcase for street trade, a park or to literally make it bottomless. With
their works, the artists often transform the drawer into an object while using the
surrounding environment for creating a specific atmosphere. The same atmosphere
is sometimes transported into other gallery spaces in the form of a stand-alone
cabinet with four separate drawers, which the artist lvan Moudov displays in
his own solo shows. The question "who is the author2" is in this case one of the
many double-edged questions that might be asked of Ogms. At the same time,
the question about the commercial or artistic status of the project and its answers
are hidden in the endless chain of (reJappropriating, (re)contextualizing and the
generally ironic attitude towards the institution.
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lanepus Ha MCU-Codus  ICA-Sofia Gallery

If Ogms' audience is an abstract and ever-shifting group of people - from gallerists,
collectors, curators and global tourists to various private audiences — then the
gallery's authors are primarily young artists. Most of them live and work in one of
the two main locations for Ogms — Vienna and Sofia. One can hardly detect in their
works any differences in identity born out of either memory or history. Being part
of the global contemporary generation and already professionalized within the art
world and the general battle for recognition, they are probably united by the drive
to emerge, to be seen and for their point of view to be counted. The Ogms gallery
in a drawer is not only the territory where this drive is being realized, but it is itself
predicated on a similar striving.

The most recent project for the Ogms drawer in the kitchen of the gallery space
of the ICA-Sofia is by Luchezar Boyadiiev. Entitled "Commercial Show with a
Nonprofit Goal", it is an expression of the paradox of the contemporary art world,
where good ideas end up on the market — ideas that nevertheless still have the
privilege to be the embodiment of thinking, imagination and an acute sense of
social, cultural and personal reflection. If the Ogms gallery in a drawer project has
a critical dimension, it lies exactly in the drive to materialize this privilege as an
almost-commercial project.

Vladiya Mihaylova
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Ogms-LLUKAD

MNean My,ElOB Be4Ye roguHuM Hapen M3cneasa MexXAaHU3MUTe, KOMTO MU3rpaxaar
CBETA HA M3KYCTBOTO. Or CMMYNAUUATA HA OTKPMBAHE HA My3€ﬁ A0 BMHOTO 3a
BEPHUCAX, Npe3 Cb3AABAHETO HA KOJNEKUMS, €/IEMEHT NO eIEMEeHT UMHCTUTYyuuuTe
HA U3KYCTBOTO U TEXHUTE COLUMAIIHU KOLOBE CA U3UTPAHU OTHOBO, HO TO3M MbT HA
TEPUTOPUATA HO CAMOTO Npou3seaeH1e, Nnoag4YnHeH Ha HOBM Npasuna.

CauaeTen cMe Ha eaMH HECbMHEHO HOB TMM MHCTUTYLMOHQNHG KPUTMKA, KOWTO
npes NoCnefHUTe NECETUNETUS CTAHA Bb3MOXEH B1aroaapeHne Ha NPUCbEaHS-
BAHETO KbM , LEHTPANHMS” 3ANAAEH AMCKYPC M CUCTEMA HA M3KYCTBO HO BCE NOBe-
Ye XyLOXHUUM OT ,nepudepuata”, KbAETO PONSTA HA M3KYCTBOTO € YecTo Aaney
OT HAJIOXEHUTE 3ANAAHU TPAANLMM.

Tasu HOBA KPUTMKA PA3IIEXAA HE CAOMO UHCTUTYLMSTA KATO BAIGCTOBA CTPYKTYPA,
HO PA3KPMBA M AOMMHUPALLATA MO3ULMS HO CAMMS 3ANAAEH MOAEN HO KPUTMKA.
He cnyuaitHo ronsima 4acT oT AeHCTBMSTA U NPOU3BEAEHMSTA HA HOBATA UHCTU-
TYUMOHOIIHO KPUTMKA, KOSTO MPAKTUKYBAT XyROXHWUM Kato Mynos, usmexaar
cKaHaanHu u npotmsopeunsu. Camust Mynos LieneHaco4eHo 1 ¢ kpaiHa nsobpe-
TATENHOCT ATAKYBA ANAPATA HA CAMOKPUTMKA, KOMTO YECTO MPUKPUBA BUHATA 30
MBJHOMPABHOTO Y4ACTME HA M3KYCTBOTO B ChLUECTBYBALLATA NA3APHA M BIACTOBA
cucrema. Taka Hanpumep , Pparmentn” (2002-2007) ce cheToewwe ot kpageHu
€/IEMEHTH OT NPOM3BEAEHMS HA CbBPEMEHHOTO U3KYCTBO, M3NOXEHW B MPECTUXHM
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CBETOBHM MHCTUTYLIUN. Xy,ﬂO)KHMK'bT He CaMO NOCTABM NOA CbMHEHWE UCTOPUATA HO
3anagHuTe NCTOPUYECKU U APXEeOSIOTMHECKU KOJTIEKLMU HO N3KYCTBO (C QpTeCt)CIKTM,
NPMCBOEHU NO BpeMe HA BOEHHM NOXOAU UIN apXeonorm4ecku eKCI’]eJJMLLMM), HO
7] npo6neMo 30 ABTOPCTBOTO U KAKBO onpeaens CTOMHOCTTA HA TBOP6CITO AHecC.

Ogms e efuH OT HON-MANKO NPOBOKATMBHUTE NPOEKTH, B KOMTO € BbBIEYEH MBaH
Mygos, Ho 30 cmeTka Ha ToBa e eanH OT Hat-epukacHute. 3aegHo ¢ Kamen Cros-
HoB 1 CTuBbH [epMBP, XYAOXHMKBT Cb3GBA KOHLEMLMA 30 KOMEPCHAITHA ranepus
30 U3KYCTBO M PA3BMBA €HA OT HEMHWTE NPOSIBM — FANEPUs C PA3Mepa 1 Gopma-
T Ha Yekmemxe. M3nox6uTe Ha ranepusaTa NPEACTABST IPEAUMHO NPOU3BEAESHMS
HO MIOAM XYAOXHMLM, KOMTO TPSIGBA AQ Ce MOMECTST B YekMeaxeTo. To oT cBos
CTPaHA , NAPA3UTUPA” B CbLIECTBYBALLM NPOCTPAHCTBA 30 U3KYCTBO, Bb3MNON3BAM-
KM Ce He CaMO OT TexHuTe Mebenn (KyxHEHCKO YeKMeaXe B Cy4as C ranepusTa B
MNCU-Codus, Hanpumep), HO M nporpama, koMyHWkaums u nybnuka. Mpean ns-
BecTHo Bpeme Ogms ce cobu CbC CAMOCTORTENEH M HOPOYHO HAMPABEH 34 LENTA
WKad C YETUPM YEKMELXETA, KOMTO Ce MPeBpblua B OBEKT — NPOM3BEAEHHE HA
M3KYCTBOTO CaM Mo cebe Cu; B HEro MOraT A Ce NOKA3BAT PABOTUTE HA YETUPHUMA
MNOAM QBTOPU MO €HO M CbLLO BPEME.

MpencrassHeto Ha Ogms B APYrM XyAOXECTBEHM NPOCTPAHCTBA KATO CAMOCTOS-
TenHa usnox6a Ha xyaoxHuka Mean Mynos moxe Aa ce ThiKyBa B CBETIMHATA
HO NPEeAnoYMTaHMETO Ha MyfoB KbM KOMMNEKCHM CUTYALWM M YCNOXHSBAHE HA
KOHTEKCTA HA YHKUMOHMPAHE Ha paboTaTa O €BEHTYANHOTO MbIHO O6bPKBAHE
Ha nocokaTta Ha Kputhyeckus xect. fanepus Ogms crasa npoussenerne Ogms u
06pPATHO — NPOM3BEAECHMETO NPUAOBMBA GYHKLUMM, HOAXBLPASIUM OBUYANHO OT-
peaeHaTta My ponsi. To MOeMa OTFOBOPHOCT HE CAMO 30 COBCTBEHOTO CH ChLLECT-
BYBOHE M KOHTEKCTYQJIM3MPAHE, HO W 3a BUOMMOCTTA M KOHTEKCTYQnM3auMsTa M
Ha npousseseHusaTa, kouTto uanara. Ogms e onuT 30 PeasnHo OCbLIECTBSIBAHE HA
CUCTEMA 30 B3AMMHA NOAKPENa B CBETA HA M3KYCTBOTO.

PasmueaHeto Ha QGBTOPCTBOTO € Cb3HATENIHO TbPCEHO TYK U BbNPOCHT KOM B KpQﬁ-
HQ CMeTKa e aBTOPbT Ha nanoxbarta — Meaw My,D.OB, TPMMATA XYyAOXHUUM 304,
Ong MK HeTMpPUMATa ABTOPM, NMPEACTABEHU B YEKMEOXEeTATd — OCTABA OTKPMT.
Tow He npuTecHsaBa ocobeHo camuTe XYAOXHUUM U MOXeE Aa O6'prG €0UHCTBEHO
€BEeHTYQJIHOTO NocCneApalo COUUAnU3nMpaHe Ha pG6OTQTO KATO 4aCT OT Konekums —
06LI.leCTBeHQ MK 4ACTHA, KbAETO MMETO M NOAMUCHT HA XYAOXHUKA NpoAb/XasaT
Aa Ca OCHOBEH C')GKTOP 3a onpepensaHe HaO CTOMHOCTTA HA npousseneHuneTo.

Decucnasa dumosa
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Ogms-wkad 2, 2011, Tanepus Capues, Mnoeans Ogms cabinet 2, 2011,
Sariev Gallery, Plovdiv



Ogms CABINET

Ivan Moudov is a shrewd observer of the mechanisms operating in the art world
today. In his simulation of a museum of contemporary art in Sofia (2005), his wine-
tasting session at the opening of the Venice Biennial (2007), as well as in other
works, including the creation of entirely new collections, all the elements of the
social codes of the institution of art are played out once again, introducing a new
set of rules.

Moudov’s work evidences a new type of institutional critique, which has developed
in the last decades with the inclusion of more and more "peripheral" artists within
the "central" discourse and system of Western art. These artists come from countries
where the social role of art is often very different from that in the Western tradition.

This new critique addresses not only the art institution as a power structure, but also
exposes the dominant position of the Western notion of critique itself. Therefore, it is
not surprising that the gestures and artworks associated with the practice of critical
artists such as lvan Moudov appear to be controversial, even scandalous. Moudov
purposefully and resourcefully attacks the apparatus of self-critique practiced by
Western artists as an aftempt to assuage the feeling of guilt resulting from their
participation in the existing market and power systems. "Fragments" (2002-2007),
for example, is a collection of stolen fragments from artworks owned by some of



Ogms-wkad 3, 2011, W139, Amcrepaam Ogms cabinet 3, 2011, W139, Amsterdam
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the most prestigious art institutions in the world. In this work, the artist questions the
history of Western art collections (many of which were assembled from artifacts
acquired during military conflicts and archeological expeditions) and raises the
issue of authorship and value attribution.

Ogms is one of the least provocative of lvan Moudov's projects, but it is also one
of his most effective. With Kamen Stoyanov and Steven Guermeur, Moudov has
conceptualized a commercial art gallery in the shape and size of a drawer. The
drawer project has a symbiotic relationship with existing art spaces, making use of
their concrete sets of furniture (the project started with a drawer in the kitchen of the
Institute of Contemporary Art in Sofia), as well as their program, communication
channels and audiences. The "gallery" primarily presents works by young arfists —
works that must fit the size of the drawer. Recently Ogms has acquired a custom-
made cabinet of its own — an art object in itself. It has four drawers, thus enabling
the gallery to present the work of up to four young artists at the same time.

The appearance of Ogms as Moudov's solo exhibition in art institutions can be
interpreted in light of his preference for complicating the context within which the
work functions in order to misguide the final direction of his own critique. In the
context of a solo show Ogms gallery turns into an artwork, and as an artwork
it acquires the significance of an art institution. In addition to taking care of its
own existence and contextualization, it takes on the responsibility for the visibility
and contextualization of the artworks it contains. Among other things, Ogms is an
attempt at creating a mutual support system for artists within the world of art.

The blurring of authorship in Ogms is intentional. The question about the show's
author — whether it is Moudov himself, the three artists behind Ogms, or the four
artists presented in the drawers — remains open. It clearly worries none of the
participants and could only be a source of confusion, if and when the artwork is
socialized within a public or private collection, since the artist’s name and signature
continue to be a decisive factor in the attribution of artistic value.

Dessislava Dimova
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B (APT) BMU3HECA
TPABBA OA CE PUCKYBA ...

Wutepeto ¢ [perop MoaHap

Or camoto e Hauano aeiHocTTa Ha Ogms-yekmexe e CBbP3aHa C , NapasuTMpaHe”
KQTO YACT OT PA3ANYHM U3NOXKOM, MHCTUTYLMM, NPOCTPAHCTBA 30 U3KYCTBO.

Mpes 2013 r. Ogms-wka¢ belwe npeactaseH B pamkuTe Ha nanoxbarta ,bes 3a-
raswve” Ha Mean Mypos 8 fanepus ,[perop Moanap”, JTiobnsHa.

M3bpaxme aa nokaumm 3a kpatko mHtepsio [perop MogHap, koifto e cpen mbp-
BMTE rANEPUCTH, 3QMOYHANM AA PABOTST C U3TOYHOEBPOMENCKM XYAOXHMUM. B
NPOABIXEHME HA FOANHM TON prkosoau ranepwusi , Ckyd”, kaTo passuea komepcu-
QIHATA AEMHOCT HA FaNepuUsTa 1 Ce TPUXM 30 MEXAYHAPOAHOTO 1 NPEACTaBsHE.
Mpes 2003 r. cbapasa cobereeHa ranepus B Jliobnswa, a npes 2007 r. otkpuea
ranepwus 8 bepnun. lanepus , [perop MogHap” pabotu ¢ nssecthu astopu ot Ms-
TouHa EBpona, KakTo M ¢ MHOXECTBO MIaAM XyLOXKHALM.

C Iperop MNogHap pasrosaps Bnagns Muxaitnoea.

Kak 6uxTe KOMEHTUPANU AKTMBM3MPAHETO HA NA3APA HA U3KYCTBO B
nocnegHute roguHn?

Ako nma AKTMBM3MPAHE HA Na3apa, TO TOBA € BCbLIHOCT nNonsapuaaums. [onemute
MMeHa ce NpoAdBaAT 3d Ole No-rojieMmM CyMu, HO 3a NMOBEYETO MAJIKU U CpefHOo
ronemMu ranepuun Toea € MHOro TpyAeH NpoLec Ha ouensaBaHe. C'bLU,O KAKTO € Map-
KOBATA Moaa — GPQHJJ,OBSTS BbPBAT, KAYECTBOTO — HE BMHAIU. ﬂ,Hec ranepuute
Tpﬂ6BQ Aa NPMUCBLCTBAT HO APT NAHAUPUTE MO Lenns CBAT, Q TOBA € OrPOMEH rlpo6neM,
TbM KATO MHBECTUUMMTE CA ruraHtckm!

Cpeu.m're NN 3aTpyAHEeHuUs B NPEeacCTaBaHETO Ha XyaoXHuun ot W3-
TOYHA EBPOHO? Uma nn Bce owe cneu,uqmqeu CerMeHT 3a Tex-
HUTE NpounseeaeHus Ha HGSGPG?

VMalue HAKONKO BbIHM MAPKETWMHT Ha makycTso oT Martouna Espona, kato ce
3anoyHe oT Hayanoto Ha 1990-te go gHec. Besika nasapHa cuctema Tpsbea
HenpeKbCHATO A NPOMOTUPA TEYEHMs U HOBM TepuTOopuu. Mucns, ye aHec Beve
M3KyCTBOTO OT W3TouHaTa 4acT Ha Espona He urpae BaxHa pons kato npobnem
B MEeXAyHOPOAHHS KOHTEKCT. Hesasucumo oT Toea, Hanocneabk ronemmte myseu
3anouHaxa aa oboraTaBaT KONEKUMMTE CH C U3KYCTBO OT Tasu vact Ha Espona,
KOETO AbAro Bpeme He Gelue B LEHTbPA HA BHUMAHMETO MM. TOBA € Helwo Heob-
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xopnmo 1 pobpe powno. Ot Most meaHa Touka (M npodecnonanta) e gobpe, ye
reorpadCKUSIT NPOM3XOA He € B LEHTbPA HA BHMMAHMETO, TbM KATO M3KYCTBOTO
cnefsa aa 6bae onpefensHo OT KAYECTBOTO, A HE OT reorpadCku UK APYrU Kpu-
TepuM, No npuHumn. He kassam, Ye LOMMHUPALMTE MAEM 30 LEHTBPA M NepUde-
pUSITA BEYe HE CbLUECTBYBAT.

Pasbupa ce, XyBOXHMUUTE M TEXHMTE THPrOBLM, KOUTO MMAT CHIIEH MECTEH NA3ap
304 rbpba cM, ca B N0-A06PO NONOXEHUE B CPABHEHUE C TE3U, KOUTO HAMAT TAKO-
Ba Hewwo. MMo-necHo e 3a Xy[OXHUK, KOMTO MMA NOAAPBXKATA HA CBOS KOHTEKCT B,
£a kaxewm, Hio Mopk unu JIoHaoH, OTKONKOTO 30 OH3M, KOHTO 3aMOYBA KAPUEPATa
cun B Mopro, Knyx, unu MNManepmo — Bce ole MeXayHAPOAHMST NA3ap He MOXe Ad
6ble EMAHUMMMPAH OT HYXAATA A4 MMA CUEH HOALMOHOIEH MM MECTEH Nasap.
Pasbupa ce, napameTpuTe ce MPOMEHSIT M MHOTO OT NPOMEHUTE CA CY4BAT M3BbH
Espona n CesepHa AMepuKa, TaKA KAKTO M B APYrUTE CETMEHTM HA CBETOBHATA
nkoHommka. Ho Bce nak npasunaTta Ha NAsapa He ca ce NpomeHUnK. 3a MeH e
npobnem, Ye NPeACTABNSBAM XYAOXHULM, KOMTO HIMAT CUNEH MECTEH NA3aAp 304
rbpba cu, 30LLOTO yCelam TOBA KATO HE[OCTATLK. B T03M cmmchbn Hima 3HaueHHe
AQNM CTABA AyMA 30 MO XyROXHMK oT LLseuuns wan Yurapus; v 8 asara cnyyas
MOra ia NIAacUpam paboTHTe M CAMO HO MEXAYHAPOAHMS NA3Ap, Thi KATO TE Hsi-
Mar noakpena no mecta. Ho cb3HaHMETO 301 TOBA, Y€ eAMH XYAOXKHUK UM CbLIECT-
BEH NA30P HA MSCTO, NOMArd MHOTO B MEXAYHAPOAEH MIQH — KIMEHTLT LLE 3HAE,
Ye efiHa MHBECTULMS e Bbae NOAKPEneHa Ole HA HMUBOTO HA MECTHMS MHTEPEC.
[lpyr BaxeH eneMeHT e NAPTHLOPCTBOTO B MPEXa ¢ Apyru ranepuu. [Hec e TpyaHo
30 e[HA ranepms Cama A NOAABPKA NO3ULMSTA HA Xy[OXKHMKA; YOBEK Ce HyXaae
OT NOAXOASLM NAPTHLOPK,/FANepHM, MONOXEHM B APYTM MECTA — W TOBA ChLLUO Ha-
MarsiBa 3HQYEHMETO HA MPOU3XOAA Ha XymoxHuka. LLle ce BbpHa kbM BBNpOCA
BM — CMOPEL, MOSI OMUT € NO-TPYAHO AA Ce NPEeACTABNSBAT XYAOXKHULUM, KOUTO He
CneaBaT onpefeneHn TEHAEHUMM, OTKONIKOTO XYAOXHMULM, MABALLM OT ONPAENeHo
msicto. HapsiBam ce, 4e HsIMa CErMEHT OT Na3apa CNeLMAnHo 3a M3KycTo oT Ms-
TouHa EBpona; Taka kakTo ce HaASBAM, Ye HMA TOKUBA CErMEHTHU 3 U3KYCTBO OT
CALL unu ot no-6egrute paionn Ha 3anaaHa Eepona Hanpumep.

Mucnute nu, Ye cbLECTBYBAT YCNOBUS 3Q PA3BMTUE HA PETMOHAJIEH NAsap
Ha nskycreo? Kakso 61 nomoriano unm noowpuno Tosu npouec?

Xueeem BbB Bpeme, KOraTo , MHBECTHLMS” € NO-NEYENMBLIA fyMA OTKOMKOTO , K-
TYPEH QHIraXuMeHT” unun ,konekumonupane”. Hagseam ce, e xopara no Teau
MecTa Ha EBpona e nornexaar kbM MANKOTO PETMOHANHU KONEKLMOHEPH, KAKTO
M HONPABO KbM M3BECTHMTE KONEKUMM B 4yxbuHa. Te Tpsbea aa cv aaaat cmetka,
Ye EHTYCMA3MBT HA TAKMBA KONEKUMOHEPH, 30PAAM KOMTO MM CE MOAMIPABAXA B
NocnefHuUTE ABe AeCeTUNETHs, € JOBEN O MOKAYBAHE HA GMHAHCOBATA CTOMHOCT
Ha TexHUTe MexayHapopHu konekumn. OcobeHo B cpasHeHue ¢ KatacTpodan-
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HUTE MHBECTULMOHHM PE3YNTATM Ha BOPCOBMTE NA3APM B TE3W CTPAHM HAMOCNE-
abk. Moxe 61 To3n $aKT MOXe Aa Ce M3MON3BA KATO CTUMYN B yOEXAABAHETO
HO 30MOXHM XOPA Ad , MHBECTUPAT” B CbBPEMEHHO M3KYCTBO; MMA HOAEXAQ, Ye
HSIKOM OT TsIX e CTAHAT U KONEKLMOHEPU, KOUTO TbPCAT M KYNTYPHUTE CTOMHOCTH
B nskycroto. OT apyra cTpaHa, yosek He 6MBa Aa dopcupa Hewara u Tpsi6-
BO A0 CE 3AMUTAME AQNM MECTHUTE Fanepum, Kypatopu, XyAOXHUUM M APYTM Of-
MMHUCTPATOPYM CA AOCTATLYHO NPOPECHOHANHM, 34 AA YALPXAT AMH CEPUO3EH
MeCTeH Na3ap; Y0BeK He MOXe [id BUHW HECBILECTBYBALLMS KONEKUMOHED, Ye He
KyMyBa TOrQBA, KOFATO (M MHOTO YECTO) 30BMCMMOCTTA HA CLEHATA HA M3KYCTBO-
TO OT obLecTBeHn GoHAoBe (NapK HA AAHBKONAATUMTE) HE € NPOMUCIEHA U 13-
YUCTEHA NPM AOCTATBYHO Npo3padHocT. B (apt) 6usHeca Tpabea aa ce puckysa
(nopu 1 pa Maxapumnw cobCTBEHUTE CM CMECTABAHMS); B TO3M NAGH AbPXABHATA
noakpena Moxe Aa GbAe CAOMO CTUMYN B 3QMOYBAHETO HA €AHO HAYMHAHME...

Kak pc|60'rwre ¢ xypoxHuumre cn? MIMa nv HIKaKkbe o0cobeH Ha4MH, No KOWTO
»HOBOTO” MokoneHne n3nusa Ha nasapa?

VIMaM c1 Mosi creupdryeH HaYUH JOTONKOBA, BOKONKOTO paboTs Beye OT AbAro
BPEME C rpyna XyAOXKHULM; BCEKM HOB XyAOXHUK TpGBA AQ Ce BMMCBA B KOHLEN-
LMSTA M LenuTe Ha ranepumsta. Beapactta He BUHAMM € OT pellaBsallo 3HaveHue;
noHsikora TpsibBa fA ce BAOXM NoBeye eHeprus B paboTuTe HA efmH No-Bb3pac-
TEH ABTOP, OTKONIKOTO HA HSIKOM NO-MNag, KOMTO paboTu MHoro npeuunsHo. Hama
06LWo NPABMNO, Thit KATO OT 3HAYEHME € CAMO PE3YNTATLT. 3HAM, Y€ 3BYYd KATO
,BCE3HAMKO", HO Ce HOASBAM, Y€ Le MOTa A AOKAXA FOPHOTO U ¢ Bbaem ¢pu-
HAHCOBM ycnexu. VHaye MHOro NecHo ce oka3BaMe M3XBbPIEHU OT Nasapa.

lOnu, 2013
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IN THE (ART) BUSINESS
YOU HAVE TO TAKE RISKS

An interview with Gregor Podnar

From the very beginning, the Ogms drawer's activities have been based on
parasitism as part of various other shows, institutions, and spaces for art. In 2013,
the Ogms cabinet was presented in the Gregor Podnar Gallery in Ljubljana within
the Ivan Moudov show "Untitled".

We decided to ask Gregor Podnar, who is one of the first gallerists to start working
with artists from Eastern Europe, for a short interview. For many years, he was in
charge of the Skuc Gallery in Ljubljana where, while developing its commercial
activities, he also was in charge of its international presentation. In 2003 he created
his own gallery in Ljubljana and in 2007 in Berlin. Galerija Gregor Podnar works
with well-known artists from Eastern Europe, as well as with many young artists.
Vladiya Mihaylova spoke with Gregor Podnar.

How would you characterize the current growth of the art market?

If there is a growth of the market, then it is more a kind of polarization. The bigger
names go for even more money, but for most smaller and middle-size galleries,
it is a very tight survival process. It is like with brands in fashion: names sell, not
necessarily quality. Galleries now have to go to art fairs all around the world, and
this is a lot of pressure, as the investments are enormous!

Do you face difficulties representing artists from Eastern Europe? Is there
still a specific sector on the market for their works?

There were several waves of marketing art from Eastern Europe, from the beginning
of the '90s until now. Each market system constantly needs to promote trends and
new territories. Today | believe the issue of art from the eastern part of Europe
does not play an important part in an international context anymore. However,
lately big museum institutions have started enriching their collections from these
parts of Europe as well, which for long time were not paid much attention. This is a
necessary and welcome development. From my (and a professional) point of view,
it is good that geographic origin is not the main focus, as art should be classified by
quality and not by geographic or other criteria, ideally speaking. | am not saying
that the hegemonic concepts of center and peripheries do not exist anymore.
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Of course, artists and their dealers who have a strong local market behind them
have an advantage over those who do not have such a context. It is easier for
an artist who is supported by his or her, let's say, New York or London context,
in comparison to one who started a career in Porto, Cluj, or Palermo - the
international market still cannot be emancipated from the need for strong national
and local markets. Of course, parameters have changed and many shifts happen
nowadays outside of Europe and Northern America, just as in many other segments
of the world economy; however, the rules of the market have not changed. For me,
it is an issue, since | am representing artists who do not have a strong local market
behind them, which | feel is a disadvantage. In that respect, it does not matter if
my artist is from Sweden or from Hungary, in both cases the international market
is the only place where | can offer their work, as locally they have no support. But
knowing that an artist has an important local market would help internationally
as well, as the international client would know that a certain investment would be
already backed by local interest. Another important element is collaboration with
a net of other galleries. Nowadays it is difficult for a gallery to uphold an artist's
position on its own, you need appropriate collaborators/galleries in other places,
which also diminishes the importance of an artist's origins. To come back to your
question, it is more difficult to represent artists who do not follow certain trends,
rather than artists from particular areq, in my experience. And | hope there is not
a specific sector within the market for art from Eastern Europe, just as | hope there
is no specific sector for art from the USA or from impoverished parts of Western
Europe, for instance.

Do you think that there are necessary conditions for the development of
a regional art market? What will help or accelerate this process?

We are living in a time where "investment" is a more successful word than "cultural
engagement" or "collecting". | hope that people in these parts of Europe will look
towards the few collectors from these regions or directly towards well-established
collections abroad. They should realize that the enthusiasm of these collectors —
which they were ridiculed for over the last two decades - led to certain financial
growth in their internationally based collections. Particularly if you compare the
disastrous investment results of the stock markets in these countries lately. Maybe
this fact could be used as a trigger to convince people with financial means to
"invest" in contemporary art and there is a cerfain chance that some of them would
also become collectors seeking cultural values in art, too. On the other hand, one
should not force it, and we should ask ourselves if the local galleries, curators,
artists, and other administrators are professional enough to sustain a substantial
local art market, as one cannot blame a non-existing collector for not buying if very
often even the art scene's dependence on public funds (tax payers’ money) is not
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well thought-out and sufficiently transparent. In the (art) business, you have to take
risks (and also spend your own savings) and in this respect state support can only
be a trigger to start an enterprise...

How do you work with young artists? Is there a specific way the "new"
generation enters the market?

| have my own specific way, since | have been working with a group of artists for
a longer time now and each new entry has to fit into the concept and goals of the
gallery. Age is not always crucial; sometimes more energy must be put into the
work of an older artist than into a young one who works very precisely. There is no
general rule, as only the results count. This sounds very know-it-all, but | hope that
in my case | can prove that by financial success in the future as well; otherwise we
are easily off (the market).

July, 2013



XPOHOJIOTNA
CHRONOLOGY
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Ogms XPOHOJ1OI N4

2009

Bupeopabota ,MnaHose 3a [anepust Ogms”, 2009 Ha Kamen CrosiHos ¢ ysactneto
Ha CTusbH [epMbp, KOSTO Ce 3aHAMABA C NAHAMPHUTE 3Q U3KYCTBA KATO rMobanHa
MPEXa B CbBPEMEHHMS CBSIT HO M3KYCTBOTO.

16 - 22 Hoemspu 2009
Mpencrass+e Ha Buaeopabotara , Mnaxose 3a [anepus Ogms”, 2009 Ha Kame CrosHos
KaTo CbBMecTeH npoekT mexay lepmbp, Mynos, CrosHos B pamkure Ha Vienna Art Week.

2009 (a0 2010)

OrtkpusaHe Ha oduc Ha Ogms B anapramenta Ha Kamen CrosHos Bbe BueHa.

28.01.2010, ranepus , Whitespace”, Bankok

OrtkpueaHe Ha usnoxbara ,0gms” ¢ kypatop CtusbH [epmbp; XyaoxXHULM:
Anpuan Tuptuito, Ana But, beprg Onn, Ouana Mauynuia, Ecrep Kemnd, Mean
Myagos, Kamen CrosiHos, Tarto Kumypa.

2010
Mean Mygnos nperosaps (He no-manko ot 3 munytn) ¢ Henko Conakos 3a
nomecteareto Ha Ogms B kyxHsta Ha [anepus MCU-Codus.

06 — 09 main 2010
Yyactve 3a mbpeu MbT Ha Yekmepxeto Ogms B PAMKWTE HA LLECTOTO U3AAHME Ha
ViennaFair Ha wanaa Ha ranepus , Skuc”, JiobnsHa, ¢ pabota Ha Taiio Kumypa.

20 main 2010

Mbpeo oTKpHBaHE HA M3NOX6a B KyXHEHCKOTO YekMeaxe Ha ranepusta Ha MHCTy-
TyTa 3a cbBpemeHHo nakycteo, Codus, c pabota Ha Agpuat Tuptuito. Yekmeaxe-
T0 PyHKLMOHMPA KATO PErynsipHO U3n0ox6eHo NpoCTPaHCTBO.

21 maii — 06 1oun 2010
Yuactue Ha Ogms B usnox6ata , Swallow It, Dog!” & Muctutyta 3a chepemenHo
uskyctso HiotayH (I.C.A.N.), Cughu.

10 1onm (go 11 centemspu) 2010
OrtkpuBa ce nanoxba B egHo oT YekmepxeTata Ha marasuHa Ha Cabaret Voltaire
8 Lliopux ¢ pabota Ha Ectep Kemne.

07 aerycr — 07 centemepu 2010

Manox6a ,Kaebp sBepcua Ogms” (kypatop Bnaauns Muxarinoea) 8 pamkute Ha us-
nox6ara , fonamara baHa” (kypatop Mapus Bacunesa), [paacka xynoxectsexa
ranepus, Bapra. Xypoxuuumn: Agpan Tuptuito, bepra Onn, Ecrep Kemnd, Mean
Myagos, Kamen CrosiHos, Tarto Kumypa.
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Ogms B ranepus , Whitespace”, bankok, 2010 Ogms at Whitespace Gallery,
Bangkok, 2010

Ogms-yekmepxe B pamkmte Ha Aichi Triennale, Haros, 2010 Ogms drawer in Aichi Trienale,
Nagoya, 2010
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24 aeryct — 31 okromepu 2010
Yuactne Ha yekmepxeto Ogms B pamkute Ha Aichi Triennale, Haros, Snowus s
nuctanaumsita , Kynrypra mycaka” Ha Kamen CrosHos. XynoxHuk Taito Kumypa.

14 anpun - 14 main 2011

Ogms-wkad B nsnoxbara Ha Mean Myaos ,Eann keagpaten metsp” B ranepus
,Hilger Contemporary”, Buena; Xyaoxuuum: Ecrep Kemnd, Metsp Pputuensan-
vep, Crena Bacunesa, Taio Kumypa.

03 mari — 17 1oun 2011

Ogms-wkad e nanox6ara Ha Mean Mygos , Camoctostenta nanox6a”, ranepus
,Capues”, Mnosaue; XyaoxHuum: Anren Metkos, Bukentn Komuteku, Mekpa bna-
roesa, Cubun Bacunes.

08 centemepun 2011

OrtkpueaHe Ha camocTosTenHo npoctparctso Ha lanepus Ogms 8 Codus Ha yn.
Jloben Kapasenos”, 12, an. 11. [anepusta ce otkpuea 6narogapeHne Ha ycu-
nusita Ha CrusbH lepmbp 1 Kamen CrosHos ¢ nanoxbara , Meet everyone at once,
start an artist-run-space” — kypatopcku npoekt Ha Kamen CrosHos.

14 oktomepu — 20 Hoemepu 2011
Ogms-wkad B nsnox6bata Ha Mean Mygos , %" 8 ,W139", Amcrepaam; Xynox-
Huum: Bukentn Kommrekn, Kocra Towes, Jlazap Jliotakos, Credanus batoesa.

15 pekemepu — 15 sHyapm 2012
Yuactue Ha yekmepxeto Ogms B 14-to Buenane 8 [Ixakapta, B MHCTAnaumsta Ha
Kenaxmpo Cysyku; Xynoxnuk Kocta ToHes.

21 centemspu — 22 okromepm 2012

Ogms-wkad B wnsnoxbara Ha Mean Mypoe ,Performing Time”, ranepus
,Prometeogallery di Ida Pisani”, Munaro; Xyaoxnuum: Bukentn Komutcku, Kocra
Tones, Jlasap Jliotakos, Credanus batoesa.

01 mapTt — 22 mapt 2013

Yuactne Ha vekmepxeto Ogms B M3nox6a, NOCBETEHA HA NPOCTPAHCTBA 3Q M3~
KyCTBO, pa3BMBAHW OT xymoxHuuu, B ranepwus ,Verkligheten”, Ymea, Lseuus;
Xymoxnuk Makeumunman Mpamartapos.

02 oktomepu 2013
OTkprBaHe Ha ABArOTPAHMA NpoekT Ha JTbuesap bosimkues , Komepcuaner npo-
eKT ¢ uaeanHa uen” B yekmeaxeTto B Kyxusta Ha MCU-Codus.

15 Hoemepu — 13 pekemspu 2013

Ogms-wkad B nsnoxbara Ha Mean Mypos ,bes sarnasue”, lanepus ,Iperop
Mograp”, JiobnsiHa; Xysoxuuum: 3opan leoprues, Oumutsp Conakoe, Jly6pwu,
Bovin ge Boitn.



Ogms-yekmepxe B marasuna Ha Cabaret Voltaire, Liiopux, 2010
Ogms drawer at Cabaret Voltaire Shop, Zurich, 2010

Ogms-yekmenxe B pamkute Ha 14-To 6uenane 8 [xakapra, 2012
Ogms drawer in 14th Jakarta Biennial, 2012
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Ogms CHRONOLOGY

2009

Video work "The Plans for the Gallery Ogms", 2009 by Kamen Stoyanov with the
participation of Steven Guermeur, which deals with art fairs as a global network
within the contemporary art world.

16 — 22 November 2009

Presentation of the videowork "The Plans for the Gallery Ogms", 2009 by Kamen
Stoyanov as a collaborative project between Guermeur, Moudov and Stoyanov
within Vienna Art Week.

2009 (to 2010)

Opening of the Ogms office in Kamen Stoyanov’s apartment in Vienna.

28 January 2010, Gallery Whitespace, Bangkok

Opening of the show "Ogms" with Steven Guermeur as curator; artists: Adrien
Tirtiaux, Anna Witt, Bernd Oppl, Diana Machulina, Esther Kempf, Ivan Moudoy,
Kamen Stoyanov, Taiyo Kimura.

2010
Ivan Moudov negotiates (not less than three minutes) with Nedko Solakov about

placing Ogms in the kitchen of the ICA-Sofia Gallery.
06 — 09 May 2010

First participation of the Ogms drawer within the framework of the sixth edition of the
ViennaFair under the desk of the Skuc Gallery, Ljubljana, with the work of Taiyo Kimura.

20 May 2010

First opening of the Ogms gallery in a drawer in the kitchen of the Institute of
Contemporary Art-Sofia Gallery space with work by Adrien Tirfiaux. The drawer
starts functioning as a permanent space.

21 May - 06 June 2010
Participation of Ogms in the exhibition "Swallow It, Dog!" at the Institute of

Contemporary Art Newtown (I.C.A.N.), Sydney.
10 June (until 11 September) 2010

Opening of a show with works by Esther Kempf in one of the drawers of the gallery
shop of Cabaret Voltaire in Zurich.

07 August — 07 September 2010
Exhibition "Cover Version Ogms" (curator Vladiya Mihaylova) within the exhibition
"The Big Wave" (curator Maria Vassileva), City Art Gallery, Varna. Artists: Adrien
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Maptih LLypm, Excolo Il, 2011, ot nsnox6ata , Meet everyone at once, start an artist-run-
space”, kypupara ot Kamen CrosiHos, cHumka: Apmun Barvep  Martin Sturm, Excolo |l
2011, from the exhibition "Meet Everyone at Once, Start an Artist-Run Space", curated by

Kamen Stoyanov, photo: Armin Wagner

OrtkpusaHreTo Ha uanoxbara , Ypbanuctuunm Teputopmn”, 28 centemepu — 24 Hoemspy,
2012; Kypatop Bantep 3aitan The opening of the exhibition "Urban Territories”,
28 September — 24 November, 2012; curator Walter Seidl
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Tirtiaux, Bernd Oppl, Esther Kempf, lvan Moudov, Kamen Stoyanoy, Taiyo Kimura.

24 August — 31 October 2010
Participation of the Ogms drawer within the framework of the Aichi Triennale in
Nagoya, Japan, within the installation by Kamen Stoyanov. Artist Taiyo Kimura.

14 April - 14 May 2011

Ogms cabinet in the Ivan Moudov show "One Square Meter" in the Hilger
Contemporary Gallery, Vienna. Artists: Esther Kempf, Peter Fritzenwallner, Stela
Vasileva, Taiyo Kimura.

03 May - 17 June 2011
Ogms cabinet in the Ivan Moudov "Solo Show", Sariev Gallery, Plovdiv. Arfists:
Angel Petkov, Vikenti Komitski, Iskra Blagoeva, Sibin Vassilev.

08 September 2011

The opening of the Ogms space in Sofia at 12 Lyuben Karavelov Street, apt. 11.
The gallery opens thanks to the efforts of Steven Guermeur and Kamen Stoyanov
with the show "Meet Everyone at Once, Start an Artist-Run Space" — a curatorial
project by Kamen Stoyanov.

14 October — 20 November 2011
Ogms cabinet in the lvan Moudov show "%" at W139, Amsterdam. Artists: Vikenti
Komitski, Kosta Tonev, Lazar Lyutakov, Stefania Batoeva.

15 December - 15 January 2012
Participation of the Ogms drawer in the 14th Jakarta Biennial within the installation
of Keijiro Suzuki; artist: Kosta Tonev.

21 September — 22 October 2012

Ogms cabinet in the Ivan Moudov show "Performing Time" at "Prometeogallery di
Ida Pisani", Milan. Artists: Vikenti Komitski, Kosta Tonev, Lazar Lyutakov, Stefania
Batoeva.

01 Mart — 22 Mart 2013
Participation of the Ogms drawer in a show dedicated to artist-run spaces in the
Verkligheten Gallery in Umea, Sweden. Artist: Maximilian Pramatarov.

02 October 2013
Opening of Luchezar Boyadjiev's long-term project "Commercial Show with a
Nonprofit Goal" in the kitchen drawer at the ICA-Sofia.

15 November — 13 December 2013
Ogms cabinet in the Ivan Moudov show "Untitled" at Galerija Gregor Podnar,
Ljubljana; Artists: Zoran Georgiev, Dimitar Solakov, Lubri, Voin de Voin.






XYOOXHULM
ARTISTS
2010/2013

Tekcrose ot Bnagus Muxainosa, acounnpan kypartop kem Ogms-uekmenxe
Texts by Vladiya Mihaylova, curator associated with Ogms drawer
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AIOPUAH TUPTUMO ADRIEN TIRTIAUX
3A Ogms FOR Ogms
KYXHATA HA MICUN-CODUNI THE KITCHEN AT ICA-SOFIA
20.05.-01.07.2010 20.05.-01.07.2010

Pabotara ,MoeTto mscTo nog cbHLETO” TPAHCHOPMMPA U MO UFPOBK HAYMH
BykBanuaupa nonynspHata ¢ppasa, M3pasaBalLa KoMpOpPT U yLOBAETBOPEHME —
,AG CU HOMEPHLL MACTO Noa cibHueTo”. Mpes nposopeua HA XMAULWHA crpaaa
€ NPOKAPAHA rPead, B YUHTO KPait € NOCTABEH CTOM, BbPXY KOWTO ABTOPBT Ceap
B CNokoitHa nosa. Taka, Ypes AenMKaTeH U HECUrypeH XecT Ha Mbpdopmbp, Ba-
naHeupauy, Ha pbba, XyAOXHMKLT Ce 3QHMMABA C M3CNEABAHE HA B3AMMOOTHO-
weHuaTa ¢ nybnuuxata cpepa. Pabotata e cabp3aHa M ¢ MHTepeca Ha asTopa
KbM KOMMKCHTE, KaTO (cskal) npeacTasnsBa enu3od OT Npoabaxasal, Gbaely
paskas. ,Hue npexwussBame BXOAOBETE, BPATUTE W CTLABMLLATA TAKA, KAKTO Npe-
XMBABAME NPENUCTBAHETO HA KHMMA € KomMken”, kassa TupTuito. , EnHospemento
ocTaBsame Helwo 304 cebe CM M OHaKBAME C HANPEXEHUE M MHTEPEC OHOBA, KOETO
npepcTon.”

The work "My Place in the Sun" transforms and interprets in a playfully literal way
the popular saying about comfort and satisfaction - "to find your place under the
sun". There is a beam sticking out through the window of some building and there
is a chair at the end of it where the artist is sitting in peace. Through the delicate
and fragile performative action of balancing on the edge of the beam, the artist is
investigating attitudes towards the public environment. The work follows from his
interest in comics; it looks like an episode from an ongoing narrative. He says: "We
experience entrances, doors and staircases in the same way we experience leafing
through a comic book"; "We are leaving something behind, while at the same time
we are waiting in suspense for what is still to come".
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Aapuan Tuptuito, Moeto msicto nog cshueto, 2007, Buaeo 1'34"
Adrien Tirtiaux, My Place in the Sun, 2007, DV-PAL 1'34""
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C paboture cn Agpurat TUpTHiO HOMUMPA HAYMH Csikaw Aa , oTKpue” U, focTpon” eauH
BEYe MO3HAT W NPEe3ACTPOEH CBAT: U3rPAXAA MOCTOBE MEXAY CrpapM KaTto metado-
Pa HO MOCTBNATENHOTO PA3BUTHE HA KAPUEPATA HA XYAOXHMKA; MPOMEHS MOCOKU M
FeaKM; MbTYBA C NOAKM, HAMOMHSIAKM 30 MCTOPHUYECKM MOAENM Ha Kopabu; Npokapea
nbTeku. Jleku, HaNPABEHK YECTO OT AbPBO, HETOBMTE KOHCTPYKLMM CA KATO BPEMEHHM
NOCTPOMKM Ha 3acenHuun. He obave Hosata Amepuka ,3aBnagsaBa” XyAOXHUKLT, A
ctapara Espona; ¢ HeitHaTa Texka (kynTypHa) McTopus, creanHayCTpManta nycroTa
1 HeonmbepanHa cbaba. MpousseaeHnsaTa My MoraT Aa GLAAT AKLWM, MOKA3AHW NOA,
dbopmara Ha Bi1aeq, 06eKTH, , APXMTEKTYPHM” HAMECH, MHCTANALIMM, O CLLO M PUCYH-
k. ,Hakbae otTyk” e pabota, ocbiLecTBeHa B €AHa OT Beve HedyHKLMOHUPALLMTE OX-
naautentn kynu s LLiapnepoa. TUpTUito NOCTpOsBA MBT OT EANHMS 1 KPA# KbM LIEHTBPA,
Crief, TOBQ FO AEGMOHTMPA M OT HACTUTE My M3FPOXAC 3AC/IOH TOYHO MOA OTBOPA HA
kynara. Mo cobcTseHnTe My fiyMu, TOBA € , HOUYMH A BU3YQNW3MPA repMaHCKaTa gyma
Ehrgeiz”, kosTo 30 Hero M3passBa Hewwo mexay ,ambuums 1 ropaoct”. Ha cuexata Ha
BENMYECTBEHATA, NPA3HA MHOYCTPMAIHA MOHYMEHTANHOCT GMUrypaTa Ha XyAOXKHUKA
M3MEXAA CAMOTHG, HO He 1 HesHauuTenHa. CaKall AEMCTBUETO NPOABIXABA OT MbPBA-
Ta noctpoiika (8 noctpoiikara), otHauano. , The Great Cut” e ppyra mawabra pabota
BbB BLTPELUIHOCTTA HO CTPOAATA HA LEHTBPA 30 APXMTEKTYPA M M3kycTso Stroom Den
Haag. [lbpseHa KOHCTPyYKLMS NPOrPECHBHO NPErPAXAQA ETAXMTE HA LIEHTBPA, KATO OT-
Hema 2 1% o Herosata nnoLw, ToBa € TOYHMST NPOLIEHT HA CbKPALLEHWATA B BlogkeTta
3a kyntypa B cuna ot 2013 r. ABTOPBT KOMEHTUPA HACTOSILLETO HA MPOMEHSILLATA Ce
MKOHOMMYECKA 1 COLMANHA PEANHOCT, KOSITO NPEKPOSIBA OBLLECTBEHOTO NPOCTPAHCTBO.

With his works Adrien Tirtiaux has found a way fo "discover" and "complete" a world,
which is already too well-known and overbuilt: he constructs bridges between buildings
as a metaphor for the accelerating career of the artist; changing direcfions and views;
traveling with boats that remind us of the historical models of ships; and laying new
tracks. Light, often wooden, his constructions are like the temporary huts of settlers.
However, it is not the new America but the old Europe that the artist is conquering — with
its heavy (cultural) history, post-industrial emptiness and neo-liberal destiny. His works
include actions shown in video form, objects, "architectural" interventions, installations
and drawings. "Where Do | Go from Here" is a work that was realized in an abandoned
cooling tower in the city of Charleroi. Tirfiaux built a road from one end of it towards
the center and then dismantled it, using the parts to construct a shelter right under the
opening of the tower. In his words — this is "a way fo visualize the German word Ehrgeiz",
which for him signifies something between "ambition and pride". Against the stage of
the maijestic, empty industrial monument, the figure of the artist looks lonely but not
unimportant. Itis as if the action continues from the first structure all over again. "The Great
Cut" is another massive work in the interior of the center for architecture and art in The
Hague — Stroom Den Haag. The wooden construction progressively blocks the center's
floors, taking away 21 percent of each floor surface. That is exactly the percentage of
budget cuts for culture enacted since 2013. The artist is commenting on the current state
of the quickly changing economic and social reality which rearranges public space.



Agppuan Tuptuito, Hakeae ottyk, 2010, suaenspdopmatc, chumka: Ppancucka ynu,
C 6naroaapHoct Ha astopa  Adrien Tirtiaux, Where Do | Go from Here, 2010,
videoperformance, photo Franziska Schutz, courtesy of the artist

Anpuan Tuptuito, Benukust paspes, 2012, uutepseHums B crpagata Ha Stroom Den Haag
(avpBO, pasHoobpasku mebenu), kaabp OT AamckaTa ToaneTHa, cHumka: Epuk ae Bpuiic,
C 6narogapHoct Ha asTopa 1 Ha [anepus Maptin Anaa, Buewa; petaiin
Adrien Tirtiaux, The Great Cut, 2012, intervention at Stroom Den Haag (wood, diverse
furniture), installation view of the ladies’ bathrooms, photo Eric de Vries;
courtesy of the artist and Galerie Martin Janda, Vienna; detail



AHTEJT METKOB ANGEL PETKOV
3A Ogms FOR Ogms
Ogms-LLIKA® 2, Ogms CABINET 2,
TAJTIEPUA CAPUEB, NMJ1IOBONB, SARIEV GALLERY, PLOVDIY,
03.05.-17.06.2011 03.05.-17.06.2011

,Mpoaasa ce” e pabota, KoSITO NPeBPbLLLA NPOCTPAHCTBOTO Ha ranepus Ogms
B akBapuym. Bmecto snatHa pubka obaye, B Hero naysa obekT ¢ popmara Ha
YoBeLKK 6bOPeK, KONTO ce MOosBSIBA HA MOBLPXHOCTTA HA BOAATA MPMU BCSIKO OT-
BAPSIHE HA YeKMenXeTo. XyAOXHMKLT QApecupa npobnema 3a TbProeusiTa ¢ op-
rQHM, KATO KOHKPETHATa paboTa e peakuus Ha pasneneHa obsBa OT YOBEK, AO-
6posonHo npopasaly cBos 6v6pek. HyAOBMIWHOCTTA HA rMeakaTa npu oTBapsHe
HO YeKMe[XeTo 0bpbLLA BHUMAHKE BbPXY 6EAHOCTTA M OTYASHMETO B 30AYLIHATA
OrpaHMYEHA CPEeAa HA NA3apad, B KOSITO XOPATA CA PA3AENEHM HA AOHOPM M Kiu-
eHTH. [BrxeHueTo Ha kepammnuHus Gubpek e meTadopuuHo. Toit ce akTBUpa OT
Bb3[lyXa NPU OTBAPSHETO HA YEKMELXKETO, KATO TAKA AABA M3PA3 HA ChCTOSIHUETO
Ha 6E3MOMOLLHOCT M OTHASIHATA HAAEXAA 3Q U3XOA.

"For Sale" is a work that transforms the space of the Ogms gallery into an aquarium.
Butinstead of a goldfish, there is an object shaped like a human kidney floating in it,
which comes to the surface each time the drawer is opened. The artist is addressing
the trade in human organs, while this concrete work is a reaction to the public
announcement by a man who is offering his kidney for sale. The monstrosity of the
view in the drawer draws attention to poverty and despair within the suffocating
and limited market environment where people are divided into donors and clients.
The movement of the ceramic kidney is metaphorical. It is activated by the air when
the drawer is opened and thus it gives expression to the feeling of helplessness and
a desperate hope for deliverance.
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Awren Metkoe, Mpopasa ce, 2011 Angel Petkov, For Sale, 2011
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Awnren NeTtkoB paboTh Ha rpaHULLATA MEXAY M3KYCTBO M AM3AMH 3AEAHO C rpynaTa
,Knnetk ctyamo”, kosito ocHOBABa M C KOSITO CMOAENS MHTEPECA CHM KbM KMHE-
TMKATA M cKynnTypata. HeroBute NpoekTH CbYeTaBAT NPUHLMMMTE HA ABUXELLMS
ce 0BEeKT C MHTEPAKTUBHMTE Bb3MOXHOCTU HA CbBPEMEHHWTE TexHonoruu. Te ca
CBBbP3GHW C NPEOCMMUCSHETO HA CTATYCA HA NPOM3BEAEHWNETO B CbBPEMEHHATA
KynTypa, B KOSITO TEXHONOMMMTE CNOMAraT 30 NPEBPLLIAHETO HA 3PUTENS HA U3KY-
CTBOTO B KpeaTHBeH yqacTHuk (03bp). Cpea nocnepuute naen Ha Anren Metkos,
paspabotenn 1 usmbarenn ot ,Kunetnk cryamo”, e pabotara ,Konowmkaums”,
4MeTo 3arnasue CbyeTasa B cebe cu eHOBPEMEHHO AyMaTa ,KONOHA" U, KOMyHM-
kaums”. Buxaame pasnuunn no pasmep obekt, KoMTo ca cb3aaaeHu Ha basata
Ha ¢yHAAMEHTaNHATa 3a mogepHata abcTpakTHa ckynatypa popma Ha ,bes-
kpanHaTa konoHa” Ha bpakkysn. MIMeHHO Hest aBTOpMTE NPEOCMMCAST OT refHa
TOYKQ HO CbBPEMEHHOCTTA, KATO MOCTABAT OKLEHT He BbPXy yTonuata Ha/3a 6es-
KPaiHWa nporpec (pUTMUYHMTE GOPMM, YMETO HOCNArBaHE MOXE A MPOABIKM
KONOHATA BbB BEPTMKANA HEOTPAHMYEHO), O BbPXY KOMYHMKALMSTA M CPEAaTa, B
KOSITO Ce Hamupa npousseaeHnero. Popmata u LUBeTLT Ha konoxuTe Ha , Kuhetuk
CTyano” ce NPOMEHST NOCPEACTBOM CEH30PH, KOWUTO YNABST ABUXEHMETO U EMOLIM-
uTe Ha 3puTenuTe B nanoxbeHoTo npocTpaHcTeo. Moxe fa ce kaxe, Ye NPOEKTbT
,3arbpbea”’ MopepHoTO BbObpaxeHue 3a 6e3KpaiiHO Pa3emuTUe, 3a A ce OTHece
KbM HOBATA (AW3QiiH) yTONMS 30 CEH3UTUBHO MOAENMPAHE HA CBETA.

Angel Petkov works on the border between art and design together with the
Kinetic Studio group, which he founded and with whom he shares an interest for
kinetics and sculpture. His projects combine the logic of the moving object with the
interactive potential of modern technology. They are concerned with re-thinking the
status of the artwork in contemporary culture, where technology is an accomplice
in transforming the viewer into a creative participant and user. One of Angel
Petkov's newest ideas, developed and realized by the Kinetic Studio, is the work
"Columnication". The title merges "column" and "communication". We see objects
of various sizes that are based on the form of Brancusi's "Endless Column" - this
fundamental example of modern abstract sculpture. The artists are rethinking this
form from today’s point of view, focusing not on the utopia of endless progress
(the rhythmic forms whose stacking could further extend the column vertically with
no end) but rather on communication and the surroundings where the piece is
positioned. The form and color of the columns made by Kinetic Studio change
through sensors that catch the movement and emotions of viewers in the exhibition
space. We could say that the project bypasses the modernist notion of endless
development in order to relate to the new (design) utopia of the sensory modeling
of the world.



y
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Kunetuk Cryamo (naes v ansaitn Anren Metkos), KOJIOHUKALMS, 2013-2014, komnosu-
LS OT NeT MHTEePAKTUBHM 0BEeKTa, anyMuHMiA, nnactmaca, Tekctun; 3D susyanusaums
Anren Metkoe  Kinetic Studio (idea and design Angel Petkov), COLUMNICATION,
2013-2014, composition of five interactive objects, aluminum, plastic, textile;
3D visualization Angel Petkov

Kunetnk Cryano (naes v ausaitn Anren Metkos), KOJIOHUKALMS, 2013-2014, komnosu-
LS OT NeT MHTEPAKTMBHM 0BeKTa, anyMMHMIA, nnacTmaca, Tekctun; MpeactaesHe B
Cocneiiwsc, Codus; chumka: Liseta Bugesa  Kinetic Studio (idea and design Angel
Petkov), COLUMNICATION, 2013-2014, composition of five interactive objects, aluminum,
plastic, textile; presentation at Suspacious, Sofia; photo Tzveta Videva
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AHTOH TEP3MEB ANTON TERZIEV
3A Ogms FOR Ogms
KYXHATA HA MICN-CODUY, THE KITCHEN AT ICA-SOFIA,
28.10.-04.12.2010 28.10.-04.12.2010

Pabortata , CeBpemeHHM CeunBA HA TPYAA — MATPULA” NPEACTABNSBA OTNEYATBK
Ha OBeKT (TPUOH, YMMTO 3bOLM CA 3AMEHEHW C YOBEWKM 3b6M), KOMTO KbM MO-
MeHTa Ha u3noxbara B ranepusTa-4ekMeaxe Bce olue He e u3paboteH. ABTopbT
ro 3aBbPLBA M MOKA3BA B CBOSTA MPEACTOSIA CE OKONO FroAMHA u3nox6a B
ranepuata Ha MHctTyTa 30 cbBpemeHHO M3kycTBo-Codusi, B UMSITO KyXHs ce
Hamupa Ogms, KATO MO TO3M HAYMH CBLP3BA CbOWUTUSTA B ABETE NPOCTPAHCTBA.
YekmenxeTo e npesbpHaTo B atenne. OBEKTHT, YMSTO MATPULA XYAOXKHMKBT Npes-
CTOBS, NPMTEXABA MKOHOTPAMs, KOSTO MOXE A Ce OTKPME B MHOXECTBO APYrU
Heroeu npoussefeHus. ToBa e CypoBa 0BPA3HOCT, CBbP3AHA C 0cobeHa, 3HAKo-
BA €CTETM3ALMS HQ BOMKATA, KOSTO ABTOPBT NPEBPbLLA B CUMBO HA BACCTOBMTE
B3GMMOOTHOLLEHHUS B OBLLECTBOTO U HACMAMETO B MONMTUHECKOTO ChLIECTBYBAHE
HQ 4YOBeKa.

The work "Modern Tools of Labor — A Matrix" is an imprint of an object (a saw with
its teeth replaced by human teeth), which had not yet been produced at the time the
show opened. The artist will make it and show it about a year later in his upcoming
one-artist show in the gallery of the ICA-Sofia where in the Ogms drawer-gallery is
located. Thus he is linking the two spaces; the drawer is transformed into a studio.
The object whose matrix (mold) the artist is showing possesses an iconography that
is present in many of his works. This is raw imagery related to the specific/symbolic
aesthetics of pain that the author transforms into a symbol for the power relations in
society and violence in a human being's political existence.
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AntoH Tepanes, CbBpemeHHM ceunsa Ha Tpyaa — matpuua, 2010
Anton Terziev, Modern Tools of Labor — A Matrix, 2010
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AwnToH Tepanes yecto n3nonsea cobcraeHoTo om o (kpbeta v Gonkara), 3a Aa pear-
Pa HA MONUTUYECKN OBCTOSTENCTBA MM AA 30AQAE MOPANHU M EK3UCTEHLMANHM BbMPO-
cu. lonsma yacT ot ceomuTe MbPGOPMAHCH M AKLMM TOM PEANU3MPA KATO YNeH HA rpy-
nata , YntpadyTypo”, cnopensiiku uHTepeca KbM NpobnemuTe Ha YoBeKa,/ MaLLMHATA,
TEXHO- U B1O-eTUKATA. ABTOPLT Ce 3aHMMABA M CbC COLMANHATA M Ay XOBHA MHCTUTY LS
HO UbPKBATA B YCNOBUATA HA CbBPEMEHHOTO MeAMiHO obLecTBo U KynTypa. PaBotute
My NOCTQBSIT BBIPOCK 3Q BSPATA, MCTMHATA, MHXATA, MLEMEPHMETO, XepTBATA, KOUTO
TOWM OTHACS KbM YOBELLKATA CUTYALsi BETPAHM OT ODULMCITHUTE lyXOBHU UHCTUTYLIM.
[MoHsikora Mbp¢OPMATUBHOCTTA € CAMO EIEMEHT OT NPOLIECA HA Cb3AABAHE HA Hero-
BMTE MPOM3BEAEHMS, KOMTO NPEACTABNABAT TEKCTOBE, KAPTUHW UK 06ekTH. ABTOPBT
n3pabotea KpbeT (, YepeeH kpbeT”) OT CTbkneHM TPBBM, B KOMTO 3ameHs ByHKUMATA Ha
nymuHodopa (ceeTelw Npax) CbC CUMBONMYHO KOAMUYECTBO OT KPBBTA CH, CER, KOETO
My NOCTOBSI €NEKTPOAM M FO U3MbIBA C HEOHOB ra3. 3APaAM KPbBTA LIBETLT HA CBETM-
HOTQ Ce NPOMEHS! M BMECTO B XAPAKTEPHMS 30 HEOHA YEPBEH LiBSIT, KPCTBT 3NOYBA AA
cBeTH B CTyaeHO cnHbo. OuepTaHusTa My NOTPenBar u ce uameHst. Buxaame obpasa
MaruMyecku HepeasneH, CsKaLl HA eKPaH, C KOETO XyAOXHMKBT MOCTABS BLNPOCA eAHO-
BPEMEHHO 3 TANIOTO M CTATYCA HA PENUrMo3HmTe obekTi (06pas) B koHCYMaTopckoTo
obLectso. [paHMLATa Mexay NPeAcTaBaTa 3a ,MCTMHA", YCNOBUSTA HA pPenpe3eHTa-
LMSITA M NOMMTUYECKOTO ChLUECTBYBAHE HA YOBEKA, KOSITO FO 30HMMABA, MPUCHCTBA M B
pabota, cebpaaHa HenocpeacTaexo ¢ aemxenneto , Okionait” & Hio Mopk — ("Whatis
your occupation?") 6sna MbXKa pr3a, BbPXy MPEAHATA YACT HA KOSITO C KPLBTA CH1 TOM
usnucsa ebnpoca: C kakeo ce sannmasaw? / Kakea e nosuumsta 2

Anton Terziev often uses his body (blood and pain) to react to political circumstances
or fo ask moral and existential quesfions. Many of his performances and actions are
realized as a member of the artists” group Ulirafuturo, where he shares an interest in the
problems of the human/machine, in techno- and bio-ethics. The artist is also concerned
with the social and spiritual institution of the church as embedded in the current media
society and culture. His works are questions about faith, truth, lies, hypocrisy, and
sacrifice, which he relates to the human condition outside of the official institutions of
the spirit. Sometimes performance is just an element in the process of creation of his
works, which might be texts, painfings or objects. He has produced a cross ("Red Cross")
from glass tubes in which the function of the luminophore (light-emanating dust) has
been replaced by a symbolic quantity of the arfist’s blood. He then hooks the tubes to
electrodes and fills them with neon gas. As an effect of the blood, the color of the light
changes and instead of the typical neon-red color, the cross glows in a kind of cool blue.
Its outlines shimmers and shifts. We see an image that is magically unreal, as if projected
on a screen. The artist asks a question about the body, as well as the status of religious
objects (images) in a consumer society. The border between the notion of "truth", the
conditions of representation and the political existence of man, which he is interested in,
is also present in his work directly related to the Occupy movement in New York — "What
Is Your Occupation?" — a man’s white shirt is adorned with the fifle/quesfion — what is
your occupation, what is your position, which is stained with the artist's blood on the front.
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Anton Tepanes, C kakeo ce sanumasaw? / Kaksa e nosuumata e, 2011, getaitn, 6sna
pu3sa, kpbs; chumka: Kats JamsHosa Anton Terziev, What Is Your Occupation?, 2011,
detail, white shirt, blood; photo Katia Damianova

Anton Tepaues, HYepseH kpbet, 2007, nbpdopmanc (¢ nomowra Ha Oner Maspomarti u
Kars Jamarosa); ciumka: Kats damsaHosa  Anton Terziev, Red Cross, 2007, performance
(with the assistance of Oleg Mavromatti and Katia Damianova); photo Katia Damianova
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BEPHO OIJ1 BERND OPPL

3A Ogms FOR Ogms
KYXHATA HA MICN-CODUY, THE KITCHEN AT ICA-SOFIA,
07.12.2011-21.01.2012 07.12.2011-21.01.2012

L+AnapTameHT” e Moaen Ha COBCTBEHOTO XMIMLLE HA XYAOXHUKA, U3PA3AH NPeLm3-
HO B HOTPYNGHM eanH BbpPXy ApYr 6enun nuctoee xaptus, dopmat A4. MNMpomsaHata
HG MALLLABA HO MPOCTPAHCTBOTO € M CMAHA HA FEAHATA TOYKA, HA NePCNeKTMBATA
CMPSIMO BCEKMAHEBHATA CPEAA HA OBUTABAHE. B MUHMMANMCTUYHMS TPUM3MEpeH
Mogen Nnpraobrea AbNGOYNHA OBEKTUBMPAHMST M AMCTAHLMPAH NOTAEA HA aBTOPA
BbPXY COBCTBEHOTO My MPOCTPAHCTBO HA XMBEEHE, KOETO 61 MO0 AA € NPEeACTa-
sata 3a gom. OTaenHNUTE NNACTOBE XAPTMS CA KATO HATPYNAHM €AHA BbPXY APYra
6aHKM NAMET, OTMEPBALLY MPEXMBIHOTO BPEME WU NPEBBLPHATUTE B HEPA3MYMMM
QPXMBHU EAMHMLM OT CNOMEHW M cbbuTua. Ha rpanuuata mexay apxutektypeH
MQKeT 1 xypoxecTseH obekT, paboTata NpaBmM BMAMMA TbHKATA FPAHMLA MeXAy
NPOAYKTA, KOKLBTO € BCEKM EAMH QNAPTAMEHT, M EMOLMOHANHOTO, YOBEWKO 06~
XMBSBAHE HQ NPOCTPAHCTBOTO.

"Apartment” is a model of his own apartment that has been cut with great precision
info a pile of white sheets of A4 paper. The change of scale of the space is also
a change of perspective and viewpoint on the mundane living environment. The
objectified and distanced gaze of the artist over his own living space becomes
ever deeper in the minimal, three-dimensional model of the notion of "home". The
single layers of paper are like piled up databases of memory counting the lived
time, while becoming indistinguishable units in the archive of memories and events.
On the border between architectural model and artistic object, the work makes
visible the thin line between the apartment as a product and the emotion-filled,
human-lived space.
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Bepna Onn, Anaptament, 2012 Bernd Oppl, Apartment, 2012
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MoHsikora knoyctpodobuunn 1 crpaxoemti, pabotute Ha bepHg Onn nokassar
MOrHETU3MA HO NPA3HMSI CBAT HA NpeameTHTe. B Hero nepcoHaxuTe oTChCTBAT 30 CMeT-
KQ HA ,ABREHMSTA” . XyAOKHMKET Cb30BA QPXMTEKTYPHM MOAENM C TECHW KOPHAOPH,
BPATH, NABUPMHTHM NPOCTPAHCTBA M PA3NIMYHM MHTEPHUOPU. Te HECTO CA 3AMMCTBAHM
OT NMO3HATH PUAMOBK NPOAYKLMM. ABTOPBT r'M 30CHEMA M NOKA3BA KATO poTorpadmum,
MOBEYETO B MASKM PA3MEPH U B ALNGOKM YEPHU KyTUM, MM TM MPEBPBLLA B ABMXELLM
ce mawmhm,/ ckynnrypu. [pomersiiki maiaba Ha 06pasa 1 yCelaHeTo 3a NPOCTPaH-
CTBO, TOM BK/IOYBA T€3W , CKYNNTYpK” B MHCTANALMM, KATO YpE3 KAMEPA NPEACTABS BU-
XEHMETO UM B peasnHo Bpeme. PaBoTiTe My ca OPraHUYHO CBLP3AHHM C E3MKA HO KMHOTO
M TexHukuTe Ha MoHTaxa. Onn obaye 3aMecTBa BCEBIXAALLOTO OKO HA (KMHO)Kame-
paTa ¢ 6e3CTPACTHATA MEAHA TOHKA HA KaMepPaTa 3a HabnioaeHue. ToBa e YOBELKOTO
OKO, MU3NPABEHO NPe. MALLMHITE, NPoM3BeXaalm obpasu. Ha To3u npuHumn ca cb3-
noaenn u pabotara , 3akseHsna cras”, u ,Posk”. [Oeete cblectsysat nop dopmara
Ha poTOrpadMmM M MHCTANALMM C BUAEA B PEQNHO Bpeme. 30ACAEHHST MEXAHM3bM Ha
BbPTEHE HO MOJENA € TOBA, KOETO 30MBUXBA AENCTBUETO BLTPE B Hero. [ossssar ce
HEOBSICHUMM, HENOTUYHM M CSKALL HEYOBELLKM ENIEMEHTH, SIBNEHMS MM NAPAAOKCH HA
MPOCTPAHCTBOTO. XyAOXKHMKLT M3CNIEABA BPB3KATA MEXY 0BPA3MTE M YOBELLKMTE EMO-
i/ cuetosHus. MonyoTeopeHa BpaTA M 4ACT OT KOPUAOP, BOAELLA KbM APYrd Mosy-
OTBOPEHA BPATA, € EANHCTBEHHSIT EMIEMEHT, YMHOXEH 10 6e3KPaitHOCT B, 3aKbCHSA
cTas”. 30BbPTAHETO HO MOAENA Cb3AABA YCELLAHE 30 MOHWUOKAHO NOBTOPEHHME TAKA,
KQKTO MOSIEMBALLMTE YEPHM YOCTULM MO BPATHTE M NposopuuTe B, Posik” — 3a norxyca
1 CTPaX. Te XMMHOTUIMPAT 3pUTENS.

Sometimes claustrophobic or scary, the works of Bernd Oppl show the magnetic
yet empty world of objects. Characters are missing at the expense of "phenomena".
The artist creates architectural models with narrow hallways, labyrinthine spaces and
various interiors. They are often borrowed from familiar movies. The author shoots
these and then shows them as photographs — most are small-scale, lying in deep
black boxes; some are transformed into moving machines/sculptures. By changing
the scale of the image and the perception of space, he includes such "sculptures" in
installations — using a camera he shows their movements in real time. Oppl's works
are organically connected to the language of cinema and montage techniques. But
he replaces the all-seeing eye of the (cinematic) camera with the cold viewpoint
of the surveillance camera. It is the human eye confronted with image-producing
machines. "Delay Room" and "Flock" are based on the same principle. The two exist
in the form of photographs and installations with videos in real time. The mechanism
rotating the model is what puts the action inside in motion. Unexplainable, illogical
and almost human elements, phenomena and paradoxes of space appear. Thus the
artist is investigating the relation between images and human emotions/conditions. A
half-opened door and part of a hallway leading to another door is the only element,
which is multiplied endlessly in "Delay Room". The rotating model creates the feeling
of maniacal repetition, just as the swarming black particles on the doors and the
windows in "Flock" create a sense of revulsion and fear. They all hypnotize the viewer.



Bephn Onn, 3akscrsana cras, 2012, MOD mogen, MoTop, kamepa, BUAEONPOEKTOP,
80x120x80 cm, nyn B peanto speme, 4:3, yepHo&6sno; kappp ot uanoxba s ,ZMYKO”,
Forum Stadtpark, fpay, 2012; C 6narogapHoct Ha lanepus Kputuptrep, Buena;
Bernd Oppl, Delay Room, 2012, MDF model, motor, camera, video projector, 80x120x80 cm,
real ime video loop, 4:3, b&w / silent; installation view at "ZMYKO", Forum Stadtpark Graz,
2012; courtesy of Galerie Krinzinger, Vienna;

Bepra Onn, Posik, 2011, cepust or wect dotorpadmn 40x30 eam / paborara karo eupeovHctanalys — Posik,
2012, MIO®P mopen, MOTOp, KaMepa, BUAEONPOEKTOP, JyN B peanHo speme, 4:3, yeprodbsno; C 6na-
ropapHoct Ha lanepus Kputumrep, Buena; Bernd Oppl, Flock, 2011, series of six photographs
40x30 cm / the work as video installation — Flock, 2012, MDF model, motor, camera, video projector,
real fime video loop, 4:3, b&w / silent; courtesy of Galerie Krinzinger, Vienna;
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BMKEHTMN KOMUTCKM VIKENTI KOMITSKI
3A Ogms FOR Ogms
KYXHSATA HA UCN-CODUNY, THE KITCHEN AT ICA-SOFIA,
10.09.-23.10.2010 10.09.-23.10.2010
Ogms-LLUKA® 2, Ogms CABINET 2,
TANNEPUS CAPMEB, MNJTOBOMB, SARIEV GALLERY, PLOVDIV,
03.05.-17.06.2011 03.05.-17.06.2011
Ogms-LLUKA® 3, Ogms CABINET 3,
W139, AMCTEPOAM, W 139, AMSTERDAM,
14.10.-20.11.2011 14.10.-20.11.2011
Ogms-LLIKA® 4, Ogms CABINET 4,
PROMETEOGALLERY PROMETEOGALLERY
DI IDA PISANI, MUTTAHO, DI IDA PISANI, MILAN,
21.09.-22.10.2012 21.09.-22.10.2012

,TaMHG rpagnHa” e XyNMraHCKa OKUMsi MO 3ACOXKAGHE HA CTPBK KAHABWC B Yekme-
axeto Ha Ogms. Pabotata e efHoO OT TpUTE HEroBM MPOU3BEAEHMS, NOKA3BAHM Mpe3
PA3AMYHO BPEME B ranepuaTa. Bue BCMUKM TAX MMQ HOXOAKQ, KOSTO GBTOPBLT PA3BMBA
B KOHKPETHMS MOMEHT, KATO TAKA Cb3aBA ,6bP3u” MPOM3BENEHMS, HOCELM ATMOC-
bepara Ha CbBPEMEHHATA MOMYNSIPHA KYATYPA M XAOCA OT OFPOMHOTO KOMIMYECTBO
nrpopmaupst: , 1:200” e komeHTap KbM MaLABA HA rANEPUATA — B HAX-MATKOTO M3-
nox6eto npoctpaxctso B Codust (Ogms) e BMeCTEH MAKET HQ HOM-FONAMATA MO MAOLL,
ranepusi B rpapd. ,Conbebk” mbk e ayaMopabota, B KOSITO 3pUTENMTE HyBAT PA3NIUY-
HM MENOAMM B [IBETE CH YILIM: OCHOBHATA TeMa Ha [kenomte ot dunma , MexaysseanHn
Bonum” — ,Hoea Hagexaa” u ,Mapwst Ha Mmnepusta”. CEabebKbT Ha MenoauuTe ce
OCBLUECTBSBA HA CETUBHO HUBO, GYKBASTHO B IIABATA HA 3PUTENS, MEXY IBETE CNYLIANKA.

The "Secret Garden" is a hooligan action to plant and grow a sprig of cannabis in the
Ogms drawer. The work is one of the three works that he has shown at different times
in the gallery. Each one is an idea that the artist has developed at the specific moment,
creating "fast" artworks full of the atmosphere of contemporary popular culture and the
chaos of information overload. The piece "1:200" is a commentary on the scale of the
gallery — the smallest exhibition space in Sofia (Ogms) hosts a scale model of the biggest
gallery in the city. "Crash" is an audio piece in which the viewer listens to two different
tunes in his/her two ears — the main Jedi theme from Star Wars ("New Hope") is played
against the "March of the Empire". The crash of the two tunes is performed on a sensory
level literally inside the head of the viewer and between the two earpieces.



Bukentn Kommrckmn, Conbebk, 2011 Bukentn Komurcku, Taitna rpaguia, 2011
Vikenti Komitski, Crash, 2011 Vikenti Komitski, Secret Garden, 2011

Bukentn Kommrckm, 1:200, 2010 Vikenti Komitski, 1:200, 2010
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Bukert Komurcku e astop, ummto pc6om npencTasnseaT 6e3kpaitHu anponpuUaLm.
Te ce noseasaT oT BprKonax Ha 06PA3M M MHPOPMALWS, MITPAXAQHKM NPEACTaBA 3a
POASITa HA XyAOXHWKA KATO 3a cneumduueH , peaaktop” BbB BU3yanHata cpena. [pes
HaMepeHH 0beKTH, YCBOEHW 06pa3m OT KMHOTO MM MHTEPHET, TeKcToBe, poTorpadmu,
MHCTANAUMM, PUCYHKM, HORMMCH B IPOACKATA CPEAA W T.H. ABTOPBT HEMPEKLCHATO HU
M3npaes Npea 3arybeHata aBTOHOMHOCT HA |, MPOM3BEAEHNETO” B CBETA, YNpaBASBAH
OT NPOCTUTE KOMAHAM: KOMM, NENCT U aunuiT. Herosute pabotu yecto ca Hanpaserm
TAKQ, Ye Aa MOTaT Aa GLAAT AEKOMNO3UPAHHM BEAHAra cnep M3nox6ata, NpeBpbLLaikm
ce B CbBCEM OBMKHOBEHW NpeaMeTu. Te ca HecTaBMAHM, BpeMeHHW obpa3yBaHMs Ha
CMMCBJI, KOWTO M3PA3SBAT XAPAKTEPUCTMKUTE HO CBBPEMEHHATA KyNTypa HQ ABWXKE-
HUe, ePUMEPHOCT M, KyNT” KbM BCEKM CNEABALL, HOCTOSLL MOMEHT. B camus HaumH, no
KOWTO CO Cb3AOAEHM, CE ChABPXA NEPCNEKTUBATA 30 XyAOXHWKA KATO OO NAATEH
KynTypeH paBoTHMK W 30 MPABEHETO HA WU3KYCTBO NO-CKOPO KATO EHTYCMACTKM XeCT
Ha kpeaTWBHOCT. YcBOSIBAMKM Ta3M mMeaHa Touka, Bukentn Komutcku otnpass komer-
TAP KbM €MTAPHATA TEPUTOPMS HA NPOM3BOACTBO HA M3KycTBO. ,HesbamoxHocTTa
3a 6espabotua B cbaHaHKeTo Ha pabotewps” (2013) e pennuka kbm u3secTHaTa
pabota Ha OeitmubH XbpeT , PUamueckaTa HEeBB3MOXHOCT HO CMBPTTA B Cb3HAHWETO
Ha xuBua". Ta NPEACTABNABA QKBAPHMYM, B KOITO NNyBa XMBA puba-uncTay. ABTOpBT Hu
NPEeACTaBs CbLIECTBYBAHETO HA YOBEKA OT MEAHA TOYKA HA 6A3MCHATA HEOBXOAMMOCT
30 MKOHOMMYECKO OLIENABaHE, KOSTO NOAMEHS CaMus XMBOT. HetpaitHocTta v nuncata
HQ CTABUNHOCT, KOMTO NPOMEHST NPEACTABATA 30 Bpeme (3a XMBOTa M cMbpTTa), ca
ocHoseH npobnem u B pabotara , Koit ncka aa xusee seuno?” (2010).

Vikenti Komitski is an artist whose works form a chain of endless appropriations. They
spring out of a mixture of images and information; they build up the notion of the artist
as a specific "editor" in the visual environment. Using found objects, images picked up
from movies or the Internet, fexts, photographs, installations, drawings, signage in urban
space, efc. the arfist is always confronting us with the lost autonomy of the artwork in
a world ruled by simple commands - copy, paste, and delete. His works are often
made so that they can be de-composed as soon as the show is over, reverting back to
ordinary things. They are unstable, temporary formations of meanings expressing the
features of the contemporary culture of movement, transience and the "cult" of the next
moment. The very make up of the works contains the notion of the artist as a poorly paid
cultural worker and of art as a rather enthusiastic gesture of creativity. Adopting such a
viewpoint, the artist addresses his comments to the elite territories for art production. "The
Impossibility of Unemployment in the Mind of Somebody Working" (2013) is a replica
of the famous work by Damien Hirst entitled "The Physical Impossibility of Death in the
Mind of Somebody Living". The work is an aquarium with a fish-cleaner living/working
in it. The author is presenting the existence of man from the point of view of the basic
necessity for economic survival, which substitutes for life itself. The impermanence and
lack of stability that are changing the notion of time (of life and death) are also a leading
issue in his work "Who Wants To Live Forever?2" (2010).



Bukentn Komurckm, Kot ncka ga xmsee seuno, 2010, nanatku ot nonnectep, sapupaium
pasmepy; kaabp oT nnowapa npea Hauronankus asopew Ha kyntypara, Codus, 2012;
chumka: Mean-Anekcangbp Meanoe  Vikenti Komitski, Who Wants To Live Forever?, 2010,
polyester tents, dimensions variable, installation view in front of the National Palace of
Culture 2012; photo Ivan-Aleksandar Ivanov

Bukentn Komurcku, Hesbamoxroctra 3a 6eapabotiua B cbaHaHueTo Ha pabotewpms, 2013,
kaabp ot usnoxba e ranepus MCU-Codus; chmmka: Oumutbp Conakos
Vikenti Komitski, The Impossibility of Unemployment in the Mind of Someone Working, 2013,
installation view at the ICA-Sofia; photo Dimitar Solakov



BOWH OE BOMH VOIN DE VOIN

3A Ogms FOR Ogms
Ogms-LLIKA® 5, Ogms CABINET 5,
TANIEPUA ,TPEFOP MOOHAP”, GALERIJA GREGOR PODNAR,
JHOBJNAHA, LUJUBUANA,
15.11.-13.12.2013 15.11.-13.12.2013

MMa nu Hewo no-Tpueranto ot ,npupoaata” Ha Yosewwkoto? Cakaw oTeryeH ot
Hes, Boiin ne BoiH ce Bnycka B CTpaHHO HauuHaHMe — mexay dunocoduaTa u
WoyTo — AA TbPCH ApyTM , NpupoaHn” moaenn. CosuTe MOXe M AQ Ca CUMBON HA
MbAPOCTTA, HO HUMA moraT Aa 6vaat mopen? Ole CbC 3arNABMETO HA KPATKATA
supeopaborta (,Cosute He ca moaenn”), ABTOPLT U3rNEXAQ AABA OTTOBOP, HO M
cb3paBa cTpaHHa 3abnyaa. Buxaame ro obnedeH kato B KyKneHO WOy — oLe eanH
repoit ot , Ynuua Cesam”, ¢ wnndep u ¢ ,mMaea” Ha COBA A C& PA3XOXAA BbPXY
NOKPMB, MMUTMPAMKM XQOTUYHM ABMXKEHWS HA NTULQ, — TPBIBA B €AHA MOCOKA,
nocne B Apyra, Kaua BbPXy eAMH KOMMH, O Clef TOBA BbPXY APYT M 1EKO NOONpaBs
nepywuHa. MpobnemsT e B TOBQ, Ye U3MEXAA MMA HELLO HAFNACEHO: TBbPAE TUXO
€ 1 TBbPAE YMCTO, MyXMTE XyXAT NpeKaneHo 6nn3o 4O KOMEPATa U KOMUHBLT ce
CpYTBA NpY MbPBMS ONMT 30 NOAUTAHE. 3aAABAMKM KATO Ye U FONeMHUs BbNPOC 3a
YOBELUKOTO, QBTOPLT NOATLIBA 3PUTENMTE M MM 3ABEXAA NPER CLEHATa, Ha KOSTO
CAKALU COBUTE He CA MOAENH, 3ALLOTO CbBCEM HE YMesT Aa Noaupart aobpe, a kamo
nK fa netar.

Is there anything more trivial than the "nature" of humanity2 As if bored by this
"nature", Voin de Voin has entered into a strange undertaking between philosophy
and spectacle in order to search for other "natural" models. The owl might be a
symbol of wisdom but is it fit to be such a model? The author provides the answer in
the title of his work ("Owls Aint Models"), but at the same time he creates a strange
deception. We see him dressed as if in a puppet show — just another Sesame Street
character — with a rain coat but with the "head" of an owl, walking along the roof
mimicking the chaotic movements of a bird — staring in one direction, then another;
perching on a chimney then on another while slightly rearranging his plumage.
The problem is that there is obviously something prearranged in all of this - it's too
calm and too clean; the flies are whizzing too close to the camera and the chimney
collapses at the first attempt at a takeoff. While asking the grand question about
humanity, the artist is tricking the viewers and leading them in front of a stage where
owls seem not to be models because they cannot pose at all, let alone fly.
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Cosurte He ca mogenu, 2013, eupeo, 1'42"'; ¢ GnaropapHoct Ha fanepus Capues
Owls Aint Models, 2013, video, 1'42"’; courtesy Sariev Contemporary
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,Kakso e npoctoro?” — ToBa e egut ot BbpocHTe B Nbpdopmatca , Punocodeko
kaauHo". B Hero yuactear Hskonko yoseka, obneyenn kato B ,kapHasan” (e cMucsna
HO M3BLHPEAHA CMTYALMS), HO NOAQA € KOMQXKMPAHA Cepus OT YACNA KATo NPU AAMA
W ce urpae urpa, B KosTo TpBBA A ce M3BbUpa Mexay PasnuuHi GUIOCcodCKM Bb-
npocu 1 cwxaeHus. Kakeo no-npocro ot ToBa, a MMeHHo — dunocodusta aa Gbae
,CBEAEHa” [0 MHAYCTPMS HA LWAHCA, A0 KasuHo? 3anorst obade e apyrage. AsTopbT
M3CneaBa Bb3MOXHOCTUTE HA M3KYCTBOTO AHEC AA NOPAXAA CMUCTH W AQ Npeobpblua
,odeBnaHnTe” 3HaueHus. Kniouos MHCTPYMEHT 30 NOCTUraHe Ha TOBA € MbpdOpMATHB-
HOTQ CUTYaLWS, [EVCTBMETO — KAKTO TOBA HQ OBTOPA,/ M3MbNHMTENS, TAKA M HQ COMATA
ny6nuka. Hacutenn ¢ MHOXecTBo 06pasm, kouto Gbp3o ce NpoMeHsT, paboTuTe Ha
Bo#H e Boith ca eeTpeluro potorpadeku, fopu m korato He ca potorpadmm. Acoum-
ALMSTA € OCHOBEH ,NCKxonornyeckn” npuHLMN. BramoxHocTHTe 3a pasnuuen cmmucsn
ce TbPCAT HA MPMHLMNG HO NO3HATOTO, UMMTATUBHOTO, TOBA, C KOETO 3pUTENMTE Ca
CBUKHQMM M KOETO aBTOPBT Npeobpblua. 3aToBA M MbPPOPMAHCHTE My MOFQT AQ HO-
Nopo6sBAT PONEBM MIPH, AQ M3MIEXAAT CAHTUMEHTAITHW, MPEKOMEPHO EMOLIMOHANHM,
CTPAHHO HEBMHHM MK nopoyHu. XenaxueTo e He aa ce ycnokou nybnukara, a aa ce
Bb36yaM; Aa Gbae NPeansBMkaHa Aa BUAK ,uyaocsuwwa” B BaHanHOTO unm (e3nkosu)
keHTaBpK B siBHM Byksanuamu. Ob6ektsT , Coupanto Yynosuiue” e 3HAKOB NpUMep
3a nocnegHoTo. , Bkonusarkn” asa yepena eaunt B apyr, Boi ae BoiH cvapasa na-
pagokcaneH obpas-mytanT , Coumanto yyaoemwe”. Pabotata usmexaa conmpHa 1
TEXKQ, TOKA3aHA € KATO YBEKOBEYEH My3eeH 06eKT, 0BpaTHOTO HA BCHMUKM OYAKBAHMS
(v Teopum) 3a X1BKS OpraHK3bM Ha OBLLECTBOTO.

"What is simplicity2" this is one of the questions asked in the performance "Philosophical
Casino". Several persons take part, dressed as if for a carnival (meaning — an unusual
situation); a set of numbers are placed on the floor like in the game of hopscotch; and
a game is played out where one must choose between various philosophical questions
and statements. What could be simpler than that — to reduce philosophy to the industry of
chance, to a casino? The real stakes, however, lie elsewhere. The author is investigating
the potenfial of art today to generate meaning and to overturn "evident" notions. A
key tool for achieving this is the performative situation, the action — both that of the
arfist/performer, as well as of the audience itself. Saturated with a multitude of rapidly
changing images, the works of Voin de Voin are internally photographic even when they
are not photographs. Association is the main "psychological" principle. The possibilities
for a different meaning are sought within the familiar, the imitafive, that which the viewer
is used to and which the author is turning upside-down. This is why his performances
may look like role-playing games; they may appear to be sentimental, overly emotional,
strangely innocent or wicked. The intent is not to calm the audience down but to arouse
it; to challenge the audience to see "monsters" in the banal or (linguistics) centaurs in
the obviously literal. The object "Social Monster" is a sirong example of the latter. By
"gripping" two skulls one within the other, Voin de Voin creates a paradoxical mutant
image — "a social monster". The work looks solid and heavy, displayed like an ancient
museum artifact, contrary to all expectafions (and theories) about the living social organism.



Dunocodceko kasuro, 2013, untepaktneen mpdopmanc; Counanen uentsp ,Xacnen”,
Codusi; Yuacthuum: Crexxarka Muxainosa, Auapio Ppemona-Cmut, Credann banantaix,
Bopsita Pocca, Unuana leopruesa, Becenuna Capuesa, Bacun Mnunes, Cranumup
Mawartoros, Masnuna Kpecresa, Hatanus Mopaanosa; chumka: Jy6pu
Philosophical Casino, 2013, interactive performance; Haspel Social Center, Sofia;
participants: Snejanka Mihaylova, Andrew Fremond — Smith, Stephanie Ballantine, Boryana
Rossa, lliana Georgieva, Vesselina Sarieva, Vassil lliev, Stanimir Panayotov, Pavlina
Krasteva, Natalia Jordanova; photo Lubri
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FPYMOBA N3JTOXBA GROUP SHOW

3A Ogms FOR Ogms
KYXHATA HA MICN-CODUY, THE KITCHEN AT ICA-SOFIA,
01.02.-10.03.2012 01.02.-10.03.2012

C sbnpoca ,Kaksa pucyHka 6uxa cnoxunu B 4ekmenxe?” asTopute ce U3nNpaesaT
npea 304a4aTa 0 PA3POBST JIMYHUTE CU , CKNAAoBe” M PpaBOTHU NPOCTPAHCTBA.
Jlanu TaM ca HAM-CTAPUTE CKMLM MM PUCYHKM — TE3M, KOWUTO CA HEYCMELHM, UK
HAM-LIEHHM, O MOXe 61 HEMPUIMUYHM UK MbK Beve 3a6paBeHu, — Onpeaens pasnu-
KMTE B NOAXOAA HA XYAOXHMLMTE: OT TOBA A0 CE M306pA3N CAMOTO AeHCTBME Pas3-
TMEeXAaHE Ha PUCYHKM, A0 nokassaHeTo Ha ,KapTa 3a nonuueicka peructpaums
Ha nmue”. Yact ot pabotute ca cneunanHo cb3aaaeHM 3a cbBUTHETO, ApYrM ca
M3BAZEHM OT NPETbPLIYBAHUTE YEKMEXETA M NPEeACTABEHM 3a Mbpsu MbT. Manpa-
TEHM MO nowaTta, Gpakca UK JOHECEHW HA PbKA, HAGBP3O HAMPABEHW MM CTAPA-
TENIHO MOArOTBEHM, PUCYHKMTE LABAT Bb3MOXHOCT HA 3pUTENsl AA Ce PA3POBM B
OCTABALOTO B MOBEYETO CITyHAM CKPMTO MPOCTPAHCTBO HA YEKMEAXKETO.

Kyparopu: Bnagus Muxainoea u Mean Mynoe

The question "What kind of drawing would you put in a drawer2" makes the artists
participating in the exhibition face the task of ransacking their personal "storage"
and workspaces. What these spaces hold — their earliest sketches and drawings,
the worthless ones or the most valuable ones, the indecent or probably the now-
forgotten ones — determines the different ways of approaching the task: from the
choice of representing the action of reviewing the drawings to the act of exhibiting
an individual's Police Registration Card. Part of the works have been created for the
event, others have been taken out of the rummaged-through drawers and shown
for the first time. Sent by mail, faxed or delivered by hand, hastily made or carefully
prepared, the drawings allow the viewer to look inside the space of the drawer that
in most cases remains hidden and closed.

Curators: Vladiya Mihaylova and Ivan Moudov



— 65 —

RAFTA 34 NOAALERCIA FEMAC TRALUAA HA NALE

r r - EFW i i |
T | | | S ) N 15 S I | — E
fm— ;
| i i B - - &
i_ | Shis AMBEN Ul s s ) e
-3 —==2) [Temappastne | !E
A _ g e . T, faitimn slfi —_ WY 1K
B A PR i TR { s 7
i HE, * Lan gitm A r— &
'} - VT WS e MemlD
o — 1

ST ]

Mckpa bnaroesa, Besiko npouaseaeHime Ha U3KyCTBOTO € HemaBbpLUEHO npecTbinetne, 2012
Iskra Blagoeva, Every Work of Art Is an Uncommitted Crime, 2012

Kpacumup Tepanes, 2020. Hopmanen paboten aen, 2012 Krassimir Terziev, 2020.
A Normal Work Day, 2012
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Kocra Tones, Tosa He e Al Yenyen, 2012 Kosta Tonev, This Is Not Ai Weiwei, 2012

"
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Mpaeaontob Mearos, beskparto ctpapanmne, 2012
Pravdoliub Ivanov, Endless Suffering, 2012
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Yunpust Mypewan, Heosarnasero, cropubopa 3a suaeo, 2010

Ciprian Muresan, Untitled, storyboard for a video, 2010

Credanus batoesa, [bxa, 2011 Stefania Batoeva, Rain, 2011

Hukon Mpyy, Murpupare, 2012 Nicole Prutsch, Migrating, 2012
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MuHd Munos, Heosarnaseno, 2009 Mind Minov, Untitled, 2009

$Iko6 LLnnxe, PucyHka Ha BCHuKM XOPA, B KOMTO CbM 61N TaHO BioBeH 6e3 Aa cnomeHa-
BAM HMKOra Ha Hukoro 3a Tosa, 2012 Jakob Schieche, Drawing of All the People | Was

Secretly in Love with and Never Told Anyone About, 2012
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Anpuen Tuptuito, Cruua 3a ,Potato City”, 2010  Adrien Tirtiaux, study for "Potato City", 2010
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Bukentn Komutckm, 3naew, 2011 Vikenti Komitski, You Know, 2011
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B [pynosara n3nox6a y4actsar aBTopu, KOMTO paboTaT B pasnuyHu obnactu —
CKYANTYpa, XMBOMUC, MHCTANALMs, BUAeo. HacT oT Tsx Beve ca NpeAcTaBsnm CBOM
NPOU3BEAEHNS B PAMKMTE HO CAMOCTOSTENHM M3NOX6HM B YekmemkeTo Ha Ogms:
Bukent Komurcku, Crena Bacunesa n Kupun Kysmaros. Camara numumnatmea 3a
ranepusta B Yekmepxe 3anoura npes 2010 r. ¢ usanoxba Ha MIGAMS ABCTPUIACKM
xynoxHuk Agpuen TupTuito. A cpea Hai-HenocpeacTeeHuTe U3sien e yyactmeto
Ha Ogms 8 14-toto buenane 8 Ixakapta ¢ sugeoto Ha Kocra Tones ,Camopoc-
TambuHa mawura” (2009), npeactasero ot Kenaxmpo Cysyku. ,Kpacotata He
ycns aa cnacu cseta” (2011) Ha Uekpa Bnaroesa u ,Cenku” (2011) Ha Cre-
¢banua batoesa 6axa nokasanu B Mnosame u Amctepaam kato yact ot Ogms
Cabinet — pabota Ha MeaH Myaos, B pamkuTe Ha KOSTO TOM NPeACTaBs NPOU3Be-
[eHUs HO APYTU XYAOXHWLM, 3aNa3Baiki pOpMaTa HO HEKMEAXKETO.

3a HacToswata M3nox6a CeuManHo ca NOKAHEHW NO3HATMTE Ha nybnukara
Mpasponiob Mearoe, Kpacummp Tepanes n Beporuka Llekosa, a cbio u nossu-
nuTe ce oTckopo Ha coduitckara cueHa Mund Munos n HR-Stamenov , koitto pa-
6071 npearmHo B Mtanusi u Hackopo nonyuu Harpagarta , Trieste Contemporanea”
30 MIIGA €BPONENCKM XyLOXHMK. M3nox6aTa BKIIOYBA NPOM3BEAEHUS M HO ABAMA
asTopu ot Buena — Hukon Mpyy u ko6 LLUunxe. Cneupanto 3a cubutneto e u
YHYOCTUETO Ha PYMBHCKMS XyBOXHUK Ynpusis MypeluaH, unmto pucyHku yecto ca
NpepMUCyBAHM PENPOAYKLUNN HO U3BECTHW NMPOMU3BEAEHMS OT KHUIM U KATAIIO3U UK
TAKMBA, B KOUTO Ce NOsBSBAT 06pA3n 1 GUrypH, CBBP3AHU CbC COLMANMUCTUHECKO
MMHANo. 3aA0BANKM MO TO3M HAYMH BBNPOCA 30 ABTEHTMYHOCTTA HA NPOU3BEae-
HWeTo, paboTute Ha MypelaH NPeACTABNSBAT HOXOAYMBM PE-KOHTEKCTYANN3A-
UMM Ha 0BPA3M, U3POBEHM OT KYNTYPHATA M BU3YQIHA NAMET.

The Group Show features artists working across a range of media, including
sculpture, painting, installation and video. Some of them, including Vikenti
Komitski, Stela Vasileva and Kiril Kuzmanov, have already presented their works
in solo exhibitions in the Ogms Gallery-Drawer. The idea to set up a gallery
in a drawer was initiated in 2010 with an exhibition of the young Austrian
artist Adrien Tirtiaux, one of the most recent events being the participation of
Ogms in the 14th Jakarta Bienniale with the video "Self-sufficient Machine",
2009 by Kosta Toneyv, presented by the artist Keijiro Suzuki.

"Beauty Failed To Save the World" (2011) by Iskra Blagoeva and "Shades"
(2011) by Stefania Batoeva were exhibited in Plovdiv and Amsterdam as part
of Ogms Cabinet — a project by Ivan Moudov within the framework of which he
shows works by other artists while preserving the exhibition space of the drawer.
Artists specially invited to take part in the present show include Pravdoliub Ivanoyv,
Krassimir Terziev, and Veronika Tzekova, who have long been known to the
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HR-Stamenov, Punto di entrata (Touka Ha snuaane), 2012 HR-Stamenov, Punto di entrata
(Point of Entry), 2012
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Beponuka Llekoea, Tasn ctpana Harope, 2012 Veronika Tzekova, This Side Up, 2012

Crena Bacunesa, KammoH 1 yosek Ha 6sn o, 2012
Stela Vasileva, A Truck and a Man on a White Background, 2012

public, as well as the newly emerging artists on the Sofia art scene Min& Minov
and HR-Stamenov, who works primarily in ltaly and recently received the Trieste
Contemporanea Award for young European artist. Among the invitees are also
two young artists, Nicole Prutsch and Jakob Schieche, who work mainly in Vienna.
A special parficipant in the eventis the Romanian arfist Ciprian Muresan, whose drawings
often represent famous artworks redrawn from publications in books and catalogues, or
works featuring images and figures related to the socialist past. By raising the issue of the
authenticity of a work of art, Muresan’s works are bright recontextualizations of images
that seem as though dug up from cultural and visual memory.



INMUNTBP COJTAKOB DIMITAR SOLAKQOV

3A Ogms FOR Ogms
KYXHATA HA UICN-CODUNY, THE KITCHEN AT ICA-SOFIA,
22.03.-04.05.2013 22.03.-04.05.2013
Ogms-LLKA® 5, Ogms CABINET 5,
TANEPUA ,TPETOP MOOHAP”, GALERIJA GREGOR PODNAR,
JIIOBJISHA, LJUBLJANA,
15.11.-13.12.2013 15.11.-13.12.2013

Pa6otara , Exhibition View” nsnonssa cpeactsata Ha dpotorpadusta, nocrassit-
KM NOA CbMHEHWE MPEACTABATA 30 HEsl KATO MHCTPYMEHT 30 Cb3AABAHE HA , IOKY-
MmeHTH". AsTopbT npasu dotorpadus Ha dotorpadceka usnoxba, KosSTo NoKasea
KATO KbCA KMHOMNEHTA, NPEBbPTALLA CE HEMPECTAHHO HA KOHCTPYMPAH OT HEro
MexaHnsbm. 3putenute pasnonarat ¢ 360° naHopama Ha M3nox6a HA camus
Iumutbp Conakos B ranepusita Ha MHctutyTa 3a cbBpemerHo uskycteo, Codus,
HO KOSITO €KCMOHUPAHM BbPXY CTEHWTE HA FANEPUATA MOTAT AQ CE PA3NMYAT HIKOM
OT NO3HATUTE [0 TO3M MOMEHT poTorpadumu Ha asTopa. Benpocute, panu Toea
€ peanHo MM BLOBPAXAEMO CbOMTME, M AANM MOKA3AHATA B YEKMEOXETO pa-
60Ta & AOKYMEHTAUMS OT M3N10X6A MM CAMOCTOSITENHO NPOM3BEAEHNE, OCTABAT
otBopeHu. PeanHoTo TpumamepHo npoctpancteo Ha ranepusta Ha MCU-Codus e
NPEBbPHATO B ABYM3MEPEH NME3aX, BMECTEH B rANEPUATA-YEKMELXE.

"Exhibition View" uses the means of photography to question the notion of
photography as a tool for the creation of "documents". The author has made a
photograph of a photographic exhibition, which is shown as a short roll of film
that is constantly rotating on a specially constructed mechanism. Viewers can see
a 360° panorama of a show by the artist in the ICA-Sofia gallery, where one can
see some of the artist's already known photos, looking as if hung on the walls of
the gallery. The questions about the event — real or imagined; the show - is the
work shown in the drawer a documentation of a show or a work on its own2 —
remain wide open. The real three-dimensional space of the ICA-Sofia gallery is
transformed into a two-dimensional landscape squeezed into the drawer gallery.



Lumusp Conakos, Exhibition View, 2013  Dimitar Solakov, Exhibition View, 2013
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Oumutep Conakos cbapaea cepuu oT obpasu ¢ oTBopeH Kpait. Te 3anousar aa
Ce PA3BUBAT OT KOHKPETHA MAES — HACTPOEHME, CbCTOSHUE, AETAMN UNK ocobe-
HOCT Ha cpefata, W Ha 6asaTa Ha ToBa akyMmyaupat obpasu. Pabotute My , cb-
LWeCTBYBAT B CbCTOSHME HA MOCTOSIHHA MPOMSIHA U Bb3MOXHOCT 3Q MPEHapex-
AQHE B KOHKPETHOTO MPOCTPAHCTBO, B KOETO CO MOKA3AHW. Te Ca BIEXAaHMs B
6AHANHOTO, MOPTPETH, Cb3EPLAHMS, KOMTO MPEACTABST ENEMEHTU OT rPAACKATA
MW NMPUPOAHATA cpeaa. B yact ot Tax uspasHute cpeactsa Ha ¢oTorpadusita
u BuaeoTo ca obeanHenn. AsTopbT fobaBs enemeHTa Bpeme KbM obpasute, a
TaxHoTo yapmxaeawe (,Extended Images”) e onut He Tonkosa 3a Brmexaare,
KOJIKOTO 30 BTPEHYBAHE B OMPEAENEHO CbCTOsHME MK kapTuHa. Cepusta ot do-
Torpadumn ,Mnagoct” e cpep nbpsute My paboTu. Ts ce paseuea B Kpayka ¢ An-
HOMMKATO HO XMBEEHE HO XOPATA, 3ACHETU Ha $OTOrpadUUTE, 1 NPEACTABISBA
EKCXUBULIMOHUCTMYEH OKT HO XYLOXHMKQA, KOMTO CHUMA COBCTBEHMS CU XMBOT M
npusitenn. KynoHute, KpbBTQ, LENYBKUTE M NOBPBLIAHETO CE& CMECBAT C MPUPOAHH
nemsaxu u potorpadupann byboneuku. Mpespbluaitki B CBOS TEMA MIA[OCTTA,
Oumutbp Conakos roBopu eAHOBPEMEHHO 30 MHGAHTUAHOCTTA M CBOBOAHOTO
BPEME, 30 COLMANHATA QNIMEHALMS, HO M 30 YCELLAHETO 30 306AHOCT M Criofene-
Hoct. Cepusta ,Ant Guy”e cpea Herosute Hait-Hoeu pabotu. OtaenHute Bugea s
Hesi ca obeamnHeHn oT M36OPa HA MEAHA TOYKA, HA OMTUKA CMPSIMO CBETA, KOSITO
aedopmmpa 0bpasa. Ta NPeBpbILA PEANHOCTTA B KOMUKC, BbB BOBPAXAEM CBSIT,
B KOJTO , GBTOPBT” XMBEE.

Dimitar Solakov creates series of open-ended images. They commence with a
concrete idea — a mood, a state of mind, a detail or specific setting. On such a
basis, images are accumulated. His works "exist" in a state of constant change and
possibility, to be rearranged in the concrete space where they are shown. The works
are acts of looking into the banal, portraits, and contemplations that show elements
from the urban or natural environment. In some works, video and photography are
united. The artist adds the element of time to the images, while their "prolongation"
("Extended Images") is an attempt not so much to peer but actually to stare into a
certain condition or picture. One of his earliest works is the cycle "Youth". It evolves
in tune with the life dynamics of the people in the photographs; an exhibitionistic
act on the part of the artist, who shoots his own life and friends. The parties, the
blood, the kisses and the puking mix with the landscapes and close-ups of bugs. In
transforming youth into a theme, the artist is speaking equally of infantilism and free
time, of social alienation but also of the feeling of being together and of sharing.
The cycle "Ant Guy" is a new work. The single videos from the cycle are united
by the choice of viewpoint and of optics when seeing the world — both deform
the image. The approach transforms reality into comics, into an imaginary world
where the artist lives.
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Ant Guy (2012 - npoabnxasa). Mnctanaums; aeset euaea, 16:9, HD suaeo nyn
Go Bike (2012), uacr ot peonncranaumsata ,Ant Guy”
Ant Guy (2012 - ongoing). Installation; nine videos, 16:9, HD video looped
Go Bike (2012), part of the "Ant Guy" video installation

Mnagoct (2009 - npoabnxasa), cepus ot poTorpadum, BapUpaLLM pasmepH
Youth (2009 - ongoing), series of photographs, dimensions variable
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ECTEP KEMMN® ESTHER KEMPF

3A Ogms FOR Ogms
MATA3H HA CABARET THE SHOP OF CABARET
VOLTAIRE, LIKOPUX, VOLTAIRE, ZURICH,
10.06. - 11.09.2010 10.06. - 11.09.2010
Ogms-LLKA® 1, Ogms CABINET 1,
TANEPUA ,HILGER HILGER CONTEMPORARY
CONTEMPORARY”, BMEHA, GALLERY, VIENNA,
14.04.-14.05.2011 14.04. - 14.05.2011

,L'Adultera” e caitr-cneunduuna pabota sa yekmepxeto Ha Ogms B MarasuHa
Ha Kabape Bontep B Lliopux. M3cneasaiku Bb3MOXHOCTUTE M XQPAKTEPUCTUKMTE
HA GU3MYECKOTO NPUCHCTBME HA OBEKTUTE, XYAOXHAYKATA OCTABS CAMO PAMKATA
HO YEKME[XETO, B KOSTO Cb3AABA KOHCTPYKUMS OT npeametu. Beuukute te npu-
HOANEXAT KbM HENOCPEACTBEHATA MATEPMANHA CPEAA HA MACTOTO. ABTOPKATA M
KOMMO3MPA HA NPUHLMAA Ha 6anaHca, cMMeTpUaTa, 06ema, Cb3aaBaiku CBOeob-
PO3HA CKYANTypa, KOSTO 3PUTENUTE Bb3NPUEMAT KATO KONAX OT OTAENHM, ppar-
MeHTapHH enemenTH. HekmepxeTto Ha Ogms e eaHO OT MHOXECTBOTO B MArA3MHA.
OTBApPANKM O, 3PUTENUTE MMAT YCELLAHETO 30 HAPYLIEHWE, 30 CTPAHHO NpEesto-
60/€/1CTBO, KOETO € 3araTHaTO B CAMOTO 3arnaeue Ha pabotara.

"L’Adultera" is a site-specific work for the Ogms drawer in the gallery shop of
Cabaret Voltaire in Zurich. Investigating the potential and physical presence of
the objects, the artist has kept only the frame of the drawer where she creates a
construction of objects. All of them belong to the immediate material surroundings.
The artist composes them according to the principles of balance, symmetry, and
volume, while creating a strange sculpture that visitors may see as a collage of
fragmented elements. The Ogms drawer is one of many in the store. By opening it,
the viewer has the feeling of disturbance, of a strange adultery, which is referred
to in the title itself.
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Ecrep Kemnd, Mpeniobopeitka, 2010  Esther Kempf, L' Adultera, 2010
(Title in English: Adulteress)
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Paboture Ha Ectep Kemnd ca csikall MOMEHTHM Cb3epLAHMS, IEAHN TOYKH, YNOBEHO
BpPEMe, KOETO € ,3aMPa3eHo” B CTATMYHM CbyeTaHWs oT npeameTy. [oseye mnu no-
MsIKO CAIOXHM YNPAXHEHMS MO rpaBUTALMS, 6ANAHC, NepCrekTMBA, XOPMOHMS, Te Npe-
noapexaat, pascebnuuar, ,06ensar’ UM AOM3MUCAST HENOCPEACTBEHMS CBSIT, KATO
Cb3AABAT HEMOAO3MPAHM BPb3KM MeXAy Hewata B Hero. EaHa ronsma uact ot Tax ca
CBBP3AHM C MHTEPEC KbM CBETAMHATA W BPEMETO, KOMTO MPOMEHST HE COMO 3PUTENHMS
BBA, HO W XAPAKTEPUCTUKMTE, M 06PA3a HA TOBA, KOETo Buxaame. Bva dotorpadu-
ata ,HeosarnaseHa (MnMoxomom)” xyAOXHMYKATA M3MON3BA MMEHHO ecTecTBeHaTa
AHEBHA CBETNMHA, 30 AQ PA3KPUE MUMONETHOTO B3AMMOOTHOLLEHWME MEXay Npeame-
nte. To e Nopo6HO Ha MOMEHT Ha BNIOBBAHE, KOWTO Ce MOSBABA CAlYYAHO, Ch3RABA
HEYNOBMMA TOYKA HO MPECHYaHE M M34e3BA C NPOABIXEHMETO Ha AeHs. [etainure
€O U3KIIOYUTENHO BOXHM 30 paBOTUTE HA XYAOXHMYKATA. TAX MOXEM A OTKPHMEM M B
NPOCTPAHCTBEHUTE M MHCTANALWM, NOBEYETO 3QNOYBALLM OT HAKAKBA KOHKPETHA Maes,
KOSITO BUXAAME , apTUKynMpaHa” B npoctpatcreoto. ,3a Punomera” e pabora, kos-
TO NPECH3AABA NPOCTMS XECT HA NOBAMUIAHE HA NPEAMETH NPU MOYMCTBAHE HA KbLLATA.
Ta HOCM MMETO HO XEHATA, rPUXeLLa ce 3a YncToTata B ranepusta. [pocTpaHcTsoTo
€ NPeBbPHATO B AOMALLEH MHTEPMOP, KbAETO € NOMECTEHA KOHCTPYKLMS OT PA3NMUHM
o6exti. Bamuku Te ca B3aMMOCBBP3aHM, GANAHCMPAHM eanH C APYT U NPOBECEHW OT
TABAHA TAKQ, Ye AA C& HAMMPAT HA PABHM OTCTOsHMS OT noaa. NpemecTeaHeTo Ha eaHa
KHWrQ OT NABMLATA 61 PA3PYLUMAO KOHCTPYKUMSTA. XYAOXHMUKATA M3MNON3BA FPABUTA-
LMSTa M BCeOBLOTO NPUBNMYAHE HA TENaTa, 30 AA Cb3AAAE KPACWBA NPOCTPAHCTBEHA
MeTadopa HA 30E[HOCTTA, YCELUAHETO 30 AOM M FpHXaTa.

The works of Esther Kempf are like momentary contemplations, viewpoints, and time
captured "frozen" in static arrangements of objects. As exercises in gravitation, balance,
perspective, and harmony, they rearrange, disrobe, peel or rethink the immediate world
while establishing surprising links between the things in it. Quite a lot of them are rooted
in her interest for light and time, which change not only the angle of vision but also the
characteristics and the look of what we see. In a photograph "Untitled (En passant)", the
artist uses natural daylight to reveal the transient interrelation between objects. It seems
like the moment of falling in love, which happens accidentally, creates an elusive point of
intersection and disappears with the day unfolding. The details are extremely important
in the works of this artist. We can find them in her spatial installations, which usually
start from a concrete idea that is later on articulated in space. "Fir Filomena" is a piece
that interprets the simple action/gesture of lifting objects while cleaning the house. The
work is named after the gallery's cleaning lady. The space is transformed into a domestic
interior where the composition of various obijects is positioned. They are all interrelated,
balanced and suspended from the ceiling so that they stay at an equal distance from
the floor. The shifting of a single book would destroy the balance. The artist is using
gravitation and the mutual attraction of objects to create a beautiful spatial metaphor
about being together, the sense of home and caring.
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Ectep Kemnd, 3a Punomena, 2009, unctanaums, (fanepus bpurute Baiic, Lliopux); maca,
ABa crona, mansk ckpuH, MOY, kHMrKM, Yawm 3a BUHO, Kowue 3a BOKNYK, CTAIHO pacTeHue,
PAMKMPAHO M30BPaXeHHe, AbPBEHM NETBH, AbPBEHU KIMHOBE, BbXeTA
Esther Kempf, Fir Filomena / For Filomena, 2009, installation (Galerie Brigitte Weiss,
Zurich); table, two chairs, small chest, chipboard, books, wine glasses, wastepaper basket,
potted plant, framed image, wood slats, wooden wedge, cord

Ecrep Kemnd, Heosarnasena (Mumoxopom),
2011, useren npuut, 30x22 cm
Esther Kempf, Untifled (from the series En passant /
In Passing), 2011, color print, 30x22 cm
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MbJIHA CTPAHMLA
FULL PAGE

Mean Mygos npeanara ctpanuua ot katanora Ha Ogms Ha 6narotsopuren-
Hus topr BID FOR BUILD, opranusmnpan ot Ponpaums ,Cassa di Risparmio di
Modena” u ranepus ,Civica di Modena”, ¢ uen cvbupare Ha cpeacTea 3a Bb3-
CTOHOBSIBAHETO HA OBnacTuTe, 3acerHati ot semeTpecerneto B Emunus-Pomans
npes mai 2012. Opranunsatop Ha Tbpra e aykupoHHata kbua ,Cotbuc”, karo
BCHukM pasxoau ca nokputn ot Porpaums ,Cassa di Risparmio di Modena”.

K)’I'IYBG‘-I'bT HQ CTPAHMLATA MOXeE Aa 5 M3non3sa Mnu OCIDOPMM no cobcraeHo xenaxue,
A4 A OCTaBM NpA3Ha, Aa .EI.O6GBM MHCIDOPMGLIMH 30 NpUTeXaHue, 06p03 mnu nognuc.

Ivan Moudov offered a page from the Ogms catalogue at the charity auction
BID FOR BUILD, organized by Fondazione Cassa di Risparmio di Modena and
Galleria Civica di Modena to raise funds for the reconstruction of the areas
affected by the earthquake in Emilia Romagna in May 2012. The auction house
Sotheby's organized the event, while all the costs were covered by Fondazione
Cassa di Risparmio di Modena.

The buyer of the page may use or design the page as he / she wishes, leaving it
blank, adding information about the owner, an image or a sign.
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Mean Myaos, Menta crparmua, 2012, ¢ 6naropapHoct Ha Pepeprka buarkorn n Mapko Cepanbo
Ivan Moudoy, Full Page, 2012, courtesy Federica Bianconi and Marco Serraglio



3OPAH TEOPTMEB ZORAN GEORGIEV

3A Ogms FOR Ogms
KYXHATA HA UICN-CODUY, THE KITCHEN AT ICA-SOFIA,
08.11.-21.12.2012 08.11.-21.12.2012
Ogms-LLIKA® 5, Ogms CABINET 5,
TANIEPMA ,TPEFOP MOOHAP”, GALERIJA GREGOR PODNAR,
JHOBJNAHA, UJUBUANA,
15.11.-13.12.2013 15.11.-13.12.2013

B ,Kanuten” e u3nonssaH npuHUMIBLT HO MMPAXa, 30 Aa cb3pode $okyc, npu
KOMTO MQJTbK CYBEHMP-KAMUTEN B LIEHTBPA HA YEKMEZXETO Ce 0Ka3Ba Ge3rbTeH
TpuM3mepeH obpas. Ypes M3MecTBAHETO M, BYKBASIHO, CKPUBAHETO HA PeanHms
06eKT, GBTOPBT CU UrPae C NPEACTABUTE 30 TEXECT U JIEKOTA, KATO Mpeanonarae-
MATA MOCMBHOCT M MTLTHOCT HQ OPXMTEKTYPHMUS €NEMEHT @ 30MeHeHa C niekoTaTa
HO HEMATEPUANHMS, TPENTAL KATo xonorpama obpas. Pabotara ce otHacs kbm
npobrieMuTe, ChaBPXALLM Ce B MAESTA 3 KyNTypHO HacneacTso. Mpeactasara 3a
NEeMETHUUMTE HO KyNTypaTa KATO AOKYMEHTH HO BPEMETO U UCTOPUYECKATd , UCTH-
Ha" e CbOTHECEHA C HAYWHA, NO KOMTO Te Ce YnoTpebsBaT B CbBPEMEHHOCTTA U Ce
€KCMIoATUPAT OT TyPUCTMYECKATA MHAYCTPUs. Ha rpanmuata Ha kuua ,Kanuten”
BBM/ILLLABA MAESTA 30 KyNTypeH MOMyNn3bM, KOUTO KpHe MOTEHUMANHO B cebe cu
¥ APYTU NONUTUYECKM Npe-pasnpeneneHms.

In "Capital" the mirage principle is used to focus attention on a small souvenir-
capital in the center of the drawer, which turns out to be an immaterial three-
dimensional image. By displacing and literally hiding the real object, the artist is
playing with the notion of weight and lightness; the supposed mass and volume of
the architectural detail is replaced with the immaterial image that oscillates like
hologram. The work refers to the problematic notion of cultural heritage. The idea
of the cultural monument as witnesses to an era and historical "truth" is compared to
the way in which the past is used by the present, while also exploited by the tourist
industry. On the verge of kitsch, "Capital" embodies the idea of cultural pluralism,
which is full of the potential for alternative arrangements.
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3opat leoprues, Kanuten, 2012 Zoran Georgiev, Capital, 2012
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Kak ce cb3naBa MUHANO B HOCTOSILLETO, KAKBO M HAM-BEYE Yie MUHANO Le 6bae 02 3o-
paH [eopries ce 30HMMABA € TE3K BLPOCK B HOCT OT CBOMTE PABOTH, CBBP3AHM C pas-
JIM4HM YNIOT-pebu Ha , UCTOpHUeckus” 0BEKT B CbBPEMEHHATA KyNTypd Ha 6bp3a XpaHa,
€BTMHW CyBeHMpM 1 focTbneH amsaiti. OBexTute /WK BrReaTa My ca Npean BCHUKO
KOHTEKCTyanHu. Te ce OTHACAT KbM KySTypHMTE NOMMTUKM HQ NAMETTA B chpemerHa Ma-
KkenoHus 1 Brarapus, KbaeTo HeoBXOAMMOCTTa OT Cb3aaBaHe Ha Hosw (nocT- 1989) uaew-
TUYHOCTM W MPEOCMMCNSIHE HA MAHANOTO BOAST cref, cebe ci GOPMM HA HALMOHAIM3bM
M HOBM B3 30 OBLIECTBO,/ OBLIHOCT. XyOXHMKBT M3MON3BA HA-BEYE €31KA HA pea-
meina. B, TouymdsT Ha MUHANOTO” Toi NOCTABS CyBEHMP (yMANEHO KOMMe HA HOBOM3-
ANTHATUSE IAMETHIK Ha Anekcanpsp MakeoHcku 8 ueHTepa Ha Ckonve) Ha MSICTOTO Ha
nobepuTens BbPXy PABHATA NOBLPXHOCT Ha 06bPHAT nocTameT. Pabotara noaseprasa
baniq, CbCTe3aATENHOCTTA M KMYQA B ABPXABHATA MOSMTUKA HA CTPOMTESNCTBO HA UHCTH-
Tyumn (nameTHuLm 1 Mysem). KaTo ye niv cUMBONMKATA HA |, HOBOTO” MMHANO HE € HULLO
roBeve OT CKBIMO CTPYEALL, AeKop Ha Gonmyacka (Gankan-syacka) npogykups. C npesta,
4e Mma Helwo (Hepo)HanpaseHo B ,ucTopusTa”, e cebpaaHa 1 pabotara , Kymista Ha
Maxpopa”. Bupxy konmuka ca HapeaeHu opurHanty kytm 3a yactu ot IKEA, karo as-
TopbT fobaBs HaAMMCA Ha NPoAykTa — My3eit Ha CbBPEMEHHOTO GBAFAPCKO U3KYCTBO.
OBeKTbT Ce OTHACH ANPEKTHO KbM MPOABIXMMS FOAMHI HOPEZ, KA3yC 30 Cb3AABAHETO HA
TAKBB My3eM, KOITO HOMMPQ Pa3peLLEHMe B HAGLP30 HANPABEH NPOEKT, YACT OT NOACG-
Ha WipoKoMatwabHa (HayoHanHa) nonumka. OnpocTern Kato GOPMa U AMPEKTHM,
pabotute Ha 3opaH [eoprues , pascbBnMUaT” KU4Q BbB BU3YQNHMS €31K HO NOMYNUCTKUS
HOLMOHANN3bM Ype3 HENOANPABEHA M HIKAK CyPOBA MPEAMETHOCT.

How does one create the past in the present, what kind of past and, above all, whose past
would it be? Zoran Georgiev is concerned with these quesfions in works that are based
on the use of "historical" items in the modern culture of fast food, cheap souvenirs and
accessible design. His objects and/or video works are above all contextual. They refer
to the cultural policies of present-day Macedonia and Bulgaria, where the necessity of
creafing new (post-1989) identities and of rethinking the past are leading to new forms
of nationalism and visions of society and community. The arfist uses the language of the
ready-made. In "The Triumph of the Past", he has placed a souvenir (a reduced copy of
the newly erected monument of Alexander the Great in Skopije) where the winner in a
sports competition would be; however, the winners’ stand has been turned upside-down.
The work underlines the hollowness, the competitiveness and the kitsch in state policies
aimed at the construction of institutions (monuments and museums). As if the symbolism
of the "new" past is nothing more than the expensive décor for a Bollywood (or rather,
a Balkany-wood) production. The idea that there is something not-quite-yet-produced in
"history" is also present in "Pandora’s Box". Original parts from an IKEA product are placed
on fop of a cart and the artist has added a sign — Museum of Contemporary Bulgarian
Art. The object refers to the years-long debate about the founding of such @ museum in
the country, a debate that culminated with the construcfion of an unfinished and hastily
produced surrogate, which is part of a hollow national policy for culture. With simplified
form and direct appeal, the works of this arfist "unmask" the kitsch in the visual language of
populist nationalism through a kind of authentic and raw objectivity.
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3opat leoprues, TouymdpsT Ha MuHanoto, 2012, wnepnnaTosu NNOCKOCTH, HaMepeH 0BekT
(cyBenup), 50x150x82 cm  Zoran Georgiev, The Triumph of the Past, 2012, plywood
boards, found object (a souvenir), 50x150x82 cm

3opat leoprues, Kytusta Ha Mangopa, 2012, konuuka 3a nazapysare IKEA, wnepnna-
TOBM NAIOCKOCTH, 3 MIOCKM ONAKOBBYHM KyTUM, KONENa 3a Mebenu, MHCTPYKUMM 30 MOHTAX,
100x80x113 cm Zoran Georgiev, Pandora’s Box, 2012, IKEA shopping cart, plywood

boards, 3 flat packs, furniture casters, assembly instructions, 100x80x113 cm



MCKPA BJTATOEBA ISKRA BLAGOEVA
3A Ogms FOR Ogms
Ogms-LLIKA® 2, Ogms CABINET 2,
TANIEPMA CAPUEB, SARIEV GALLERY,

nioBaMB, 03.05. - 17.06.2011 PLOVDIV, 03.05. - 17.06.2011

,Kpacorara He ycns pa cnacu ceeta” e pabora, Hocella NOeTMYHO 3arnasue 3a
NPOBANA HA MAEANA, BLMMBLIEHUE HO EAMHCTBOTO MEXAY UCTUHA, LOBPO M Kpaco-
Ta. XyAoxXHu4KaTa npedbopMynmpa nssectHata ppasa Ha [loctoescku oT pomaHa
,Mamnot”, kato pasrnexana BbBNPOCA 30 KPACOTATA OT [EAHA TOYKA HA CbBPEMEH-
HaTa uHaycTpus. Bupxy light box, kato Ha BuTpKHA, B YekmepxeTo ca noapeaeHm
M3MON3BAHM CUIIMKOHOBM MMIMIGHTM 30 rbpau. M3KycTBeHaTa cTyieHa CBETMHA,
NPO3MPALLA NPE3 CUIMKOHA, Cb3AABA YCELAHETO 30 OTHyXAeHa, 6e3nnbTHa Kpa-
cota. MoctaBexu eanH 4o APyYr B ABE PEAMUM U ,CTETHATH” B PAMKATA HA YeKMe-
XeTo, 0BeKTUTE €A , AMCLMMAMHMPAHM" OT XY[OXKHUYKATA NO CEUUUUEH HAUMH.
TopceHusT nepdeKLMOHM3bM Cam Mo cebe U € KOMEHTApP KbM HOCUIMETO HA Chb-
BBPLIEHATA SIMNCA HA AedeKTH.

"Beauty Failed To Save the World" is a work with a poetic title. It refers to the failure
of the ideal, which was the embodiment of the unity between truth, good, and
beauty. The artist reformulates Dostoyevsky's famous words from the novel "The
Idiot". She looks at the notion of beauty from the viewpoint of today’s industry. As
if in a shopwindow, in the drawer she has arranged used silicone breast implants
on a light box. The artificial, cold light coming through the silicone creates the
sensation of detached immaterial beauty. Placed in two rows next to each other
and "clasped" by the drawer frame, the objects are strangely disciplined. The
level of perfection is itself a commentary on the violence of the perfect lack of
deficiencies.



Mckpa bnaroesa, Kpacorara He ycns ga cnacu ceeta, 2011
Iskra Blagoeva, Beauty Failed To Save the World, 2011
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B ronama uact ot ceonte pabotu Mckpa bnaroesa ce 3aHnMaea cbe cbBpemeHHATa
MHAYCTPMS HO KPACOTATA, KATO YECTO U3MON3BA NPEAMETHMUS CBAT HO KO3METUYHM-
T€ CONOHM M KIIMHUKWTE 30 €CTETMYECKA MEAMLMHA. XYAOXHUYKATA Ce CTpemMn Aa
HANPABK BUAMM MCUXONOrUYECKMS NPOGKA HA IMYHOCTTA, KOMTO NPeanonara Tasm
KyNTypa B CbBPEMEHHOCTTA, KATO MOAYepTae MHPAHTUIHOCTTA M CyeTaTtd, BbpXy
KOMTO €A U3rPAAEHN PEKITAMHUTE NOCAAHMS 30 YAOBOJICTBUE, OCBLLECTBABAHE U YC-
nex. B nerno ¢ ayHanpexen MaTpak (YMMTO LBST HANOMHS pasToneHn GOHGOHHU K
BAHWINOB CNOAONEA) CA BIPOAEHM ENUNATOPH, BKIIOYBALUM CE C 8AHO NPOCTO HATMC-
kaHe Ha ByToH. O6ekTsT , Moxell nv Aa NouyBCTBALL TOBA, NpUHLECO?” e ¢ hopma,
nofobHA HA NO3HATUTE NEMNA OT MUPOHK HA POKYCHULMTE, U Cb3AABA NPEACTABA
efiHOBpPEeMEHHO 3a auckomeopT, 6onka 1 BaeTMHeHa HamsHocT. Pabotara e npep-
CTaBEHA NO 306ABEH HAYMH KATO MPOHMYEH KOMEHTAP KbM (pAHTA3MEHMS CBST HA
"Bapbu" kyntypara. 3a Mckpa bnaroesa ToBa npepctasnsisa He TONKOBA KPUTHKA,
KOMKOTO BIAEXAAHE B AOMMHUPALLMTE NPEACTABM 30 XeHcTBeHocT. PaBotute i ca
HaBnoaeHus BbpXy 06pa3a HA XEHATA, 30 KOMTO M3MOA3BA PA3NMYHM MATEPUAIM
npes mutonorusaTa 1 $GonkIopa Ao e3nka Ha namndcerain otorpadusata u pekna-
Mmara. [oseyeTo OT TAX Ca KAPTUHM, KOMTO YecTo M3obpasssat "maHuakantu" nuua
1 durypu. XKMBOMMCTTA 1 AANEYHO HAMOMHS ONPOCTEHATA SCHOTA HA PEHECAHCO-
BMTE MOPTPETH, KOSATO XYAOKHMUYKATA CbYETABA € XUMNEPPEAIUCTUHHOCTTA HA AUTU-
TanHute obpasu. ,O6uuait cebe cu” e (kato ue nu) asTonopTeT, B KOMTO €AHO OT
HQM-NONYNSPHATE NOCAAHMS HA CbBPEMEHHATA KyNTypa € AOBEAEHO A0 KPAMHOCT B
HAPLMCTUYEH KECT HA OBTOKAHMBANM3bM.

In many of her works, Iskra Blagoeva deals with the current beauty industry. She often
uses the objective world of cosmetic salons and clinics for aesthefic medicine. The
artist is trying to make visible the psychological profile of the person who supports this
culture today; she emphasizes the infantile and vain basis of the advertising
messages of pleasure, fulfillment and success. A bed with a foam mattress (colored
like melted candy or vanilla ice-cream) is implanted all over with epilators that
are switched on by a simple push of one button. The sculpture "Can You Feel This,
Princess?" is shaped like a magician's bed of nails, insinuating discomfort, pain and
at the same time infantile naiveté. The piece is presented in an amusing way; it is an
ironic comment on the phantasmal world of Barbie culture. For Iskra Blagoeva it is
not so much a picture but a process of looking into the dominant notions of femininity.
Her works are observations on the image of the woman, in which she uses various
materials from the domain of mythology and folklore, all the way to the language
of life-style photography and advertising. Most of them are pictures representing
"manic" faces and figures. Her paintings are vaguely reminiscent of the simplified clarity
of early Renaissance portraits combined with the hyper-reality of the digital image. "Love
Yourself" is (perhaps) a self-portrait in which one of the most popular messages of current
culture is brought to extremes in the narcissistic gesture of self-cannibalism.



Mckpa bnaroesa, Moxeuw nu aa nodysctsaw toea, npuHueco?, 2013, , pokycTHudecko
nerno”, 180x80 cm, maTpak nakHa, 28 enunatopa Iskra Blagoeva, Can You Feel This,
Princess2, 2013, "fakir bed", 180x80, foam mattress, 28 epilators

Mckpa Bnaroesa, O6uuait cebe cu, 2009, akpuntmn 6om Bbpxy
nnatio, 30x30 cm  Iskra Blagoeva, Love Yourself, 2009,
acrylic on canvas, 30x30 cm
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KAMEH CTOAHOB KAMEN STOYANOV
3A Ogms FOR Ogms
KYXHATA HA MICN-CODUY, THE KITCHEN AT ICA-SOFIA,
08.07.-01.09.2010 08.07.-01.09.2010

Pabotarta ,Manka ucropus 3a , KYJITYPA” e cabp3aHa ¢ nouTH eanHCTBEHNS Cea-
MMUYHMK 3a KynTypa u uskycteo B buarapus — 8. ,Kyntypa”. AsTopsT usnonssa
€[1HO U3AAHME HA BECTHWKA, M3TPUBA MHPOPMALIMSTA OT HEFOBATA 3AABHA CTPA-
HMLIA M BMECTO Hes HaneyaTsa KpaTka uctopus. Ts e paskas Ha xeHa (kypatop B
Cnyyas), KoSTO NPEAN FOAMHM, MO HACTOSBAHE HA MASKMS CM MAEMEHHHUK, MCKana
[0 KYNW HSKOKBB BECTHMK. Tl MOMCKANG OT NPOAABAYKATA TAKBB, KOMTO NPOAA-
BA PSIAKO M HOM-BEPOSITHO LLE M3XBBPIM WM BbpHE 0bpatHo. BecTHuksT, Koitto
nonyuuna, 6un 8. ,Kyntypa”. Mo MpoHuyeH HaumH B paboTaTa c XYAOXKHUKBT
NPEBPbLLA CAMATA UCTOPHS B IOKYMEHT M st MyBAMKyBa HA 3rMABHATA CTPAHMLA
kaTo Bogewwo cbbuTHe. Taka npobnemsT 3a NOTPeBHOCTTA OT KyNTypa € M3BeaeH
HO NPeAeH MNaH, A CAMMST BECTHUK € NPEACTABEH KATO ,eNUTapHA” TepuTopys,
cpelwaia 6e3pasnuumneTo Ha Macosara nNy6amka.

"A Small Story about ‘Kultura” concerns the only weekly publication for art and culture
in Bulgaria —"Kultura" newspaper. The author uses a copy of the newspaper, erasing
the information from its front page and instead printing another short story. It is the
story of a woman (in this case, a curator) who wanted to buy some newspaper at
the urging of her young nephew. She asked the seller for a newspaper that does
not sell much and might be discarded or returned later. She got a copy of "Kultura".
zly the artist transforms the very story into a document, which is published on the
front page as a lead story. Thus the problematic need for culture is highlighted,
while the very newspaper is treated as elite territory encountering the indifference
of the mass audience.
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Kamen CrosHos, Manka uctopus sa ,KYJITYPA”, 2010
Kamen Stoyanov, A Small Story about "KULTURA", 2010
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Moxem nm aa npernbTHEM ODULMANHATA KyNTYPHA NOAMTMKA — € BbNPOC OTBbA MPO-
6nema 3a upeHTuHOCTTA, KoMTo Kamer CTosIHOB OTHACS KbM MHCTPYMEHTANU3MPAHETO
HQ XYAOXHMKO KATO KynTypeH npoussoauTen. Ypes abeypaHn HaunHmM Ha ynotpeba Ha
JymaTa , kynTypa” GBTOPBT PA3KA3BA MCTOPMM HA FPAHMLIATA C UPOHMYHK KOMeHTapH. B
mspdopmaca , MpeHacsiikn KynTypa” Toi M3MON3BA €AUH OT HAN-NO3HATHTE MPOAYKTH
3a npeAcTaesHe Ha ,GbArAPCKOTO” — KUCENOTO MISIKO, PA3KA3BAMKM 3Q MOMYAM3MA U
0Be3LEHIBAHETO HA XyAOXECTBEHMs NPOAYKT. [1ofo6HO Ha TbproseL Ha ApebHo, 3a cBos
usnox6a 8 Mapubop mstysa ¢ kona ot Codusi, 4uMTo GAraxHKK e MbieH ¢ Npeasapy-
TenHo 3akyneHo kiceno misko , Cultura”. Ha otkpueateto ce npeactass 3a peknamHo
nuue 1 npoaasad Ha Gnrapcka , culture”, a noceuteniTe Morat aa ci B3eMaT Koduuka
mnsiko 3a 1 epo unm noammeara 3a 2 eepo. BenpocsT saiuo mapkata e u3nucaHa Ha na-
TUHMLQ, BMECTO HO KUPUIMLICL, € COMO EfMH OT abCypauTe, PasKasaHM B MpOPMaHCa,
,PA3MIPaH” KATO NOAUTMYECKa caTMpa. B paBoTuTte cit XyAOXHMKET U3MON3BA NOAO6HM
,Hameperu” NapagoKeu (Taka, KaKTo M 0BeKTH Ui MECTA B IPACKOTO MPOCTPAHCTBO),
3anassaitku nonynspHus GopMaT 1 esnka Ha megumte. , KynTypHa mycaka”, Hanpumep,
€ B1AEO NPOM3BEAEHHE BbB BMAA HA TB KyNMHAPHO LUOY, B YMSTO OCHOBA CTOW PEAHOTO
npeanoxeHme Ha GbArAPCKOTO NOCONCTBO B SNOHMS A FO NOAKPENH 3a YHACTUETO My B
Tpueraneto 8 Haros, kato usnpatv roteay 3a oTkpusareTo. Bbs BiaeoTo Henenara cryy-
KGO € PA3KA3aHA MEXy PEQSHOCTTA U GUKLMSTA, KATO 30 OTNPABHA TOYKA € U3MON3BaH
m3BecTHusIT Gbarapeku cymo Gopel Kotoolwy, umeto niobimo sictue e Mycakara. Bau-
3aiKkM B ponsta Ha roeaya, CTOSHOB ce CbMOCTABS KATO XyAOKHMK CbC CNOPTUCTA NO
OTHOLLIEHME HA ,, 3HAYEHMETO” C1 3a BBAraPCKATA AUMIOMALS.

Can we swallow official cultural policies? This is a question, which, beyond the problem
of identity, is located by Kamen Stoyanov in the zone where artists are instrumentalized as
cultural producers. The artist tells stories that sound like ironic comments where the absurd
use of the word "culture" is the main hero. In his performance "Bringing Culture", he uses
one of the most familiar products signifying Bulgaria — yogurt — while speaking of populism
and the devaluation of the artistic product. Just like a sireet vendor, he traveled by car from
Sofia to Maribor, Slovenia, for his show. The trunk was full of yogurt containes labeled as
"Cultura". At the opening, he played the role of an advertisement agent promoting and
selling Bulgarian "culture", while the audience could buy a container of yogurt for one
euro, or with an autograph — for two euro. The question is why the label is in Latin lefers
instead of Cyrillic. This is just one of the many absurd skefches played out and told by
the artist performing in the genre of polifical satire. In his other works, the artist often uses
"found" paradoxical stories (just like objects or places in the city), preserving the popular
format and language of media. For instance, "Cultural Mousaka" is a video work in the
form of a TV cooking show. It is rooted in a real proposition by the Bulgarian Embassy in
Tokyo to support the participation of the artist in the triennial in Nagoya (Japan) by sending
a special cook for the opening. In the video, the ridiculous story is told between reality and
fiction; its starfing point is the famous Bulgarian Sumo wrestler Kotooshu, whose favorite
dish is mousaka. Playing the role of a cook, Stoyanov compares himself as an arfist fo the
athlete in terms of the significance each of them has for Bulgarian diplomats.
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Kamen CrosiHos, Mperacsiiku kyntypa, 2010, nbpdpopmarc
Kamen Stoyanov, Bringing Cultura, 2010, performance

Kamen CrosHos, KyntypHa mycaka, 2010, kagbp ot Buaeo 9'45", dotorpaduu,
2 macnenn kapTuiu (scska 30x40 cm)  Kamen Stoyanov, Cultural Mousaka, 2010,
videostill from video 9'45""; photos, 2 oil paintings (each 30x40 cm)
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KNPUJT KY3MAHOB KIRIL KUZMANQOV
3A Ogms FOR Ogms
KYXHATA HA MICN-CODUY, THE KITCHEN AT ICA-SOFIA,
26.05.-25.07.2011 26.05.-25.07.2011

+(Mpu)BuaHocTTa Ha cbabpxaHueTo” e MuHumaneH (,nakonunuen” - KK) xecrt Ha
HOMECA B MPOCTPAHCTBOTO Ha ranepus Ogms. XyAOXHUKLT NPeMaxsa AbHOTO HA
YEKMEAXeTO, KATO TAKA U3NPABS 3pUTENUTE NPes NPA3HUS CUB MOA HA KYXHATA M
CbABPXAHMETO HA WKada, YACT OT KOUTO & CaMOTo Yekmenxe. B oTkpuToTo otao-
Ny IPOCTPAHCTBO CbBCEM HEHaAEMHO CTABAT BUBMMM PA3HU He-M3noxbeHu npea-
met. MpomsiHaTa Ha ,NepcnekTMBaTA” NOAYEPTABA MHCTUTYLMATA KATO PAMKA
Ha npoussepeHueTo. PaBoTATA NPOBOKUPA CbMHEHME B HABULMTE HA FMEAdHe:
nokbae ,CTra” ranepusTa u oTkbae ,3anousa’ yekmemxeTo? ABTopbT paskone-
6aBa 3puTens B TOBA, KOETO TOM BMXAQ, KATO MO TO3W HAYWH MOCTABS BLAPOC
30 CbABPXKAHMETO, HEOTMEHHO CBbP3AH C GOPMATA HA NMPEACTABAHE M C BUAA HO
Hewarta. ,(Mpu)BUBHOCTTA HO CbABPXAHMETO” € KOMEHTAP KbM OYOKBAHMSTA, C
KOWMTO XOPATA CbLIECTBYBAT M HATOBAPBAT CBETA OKONO cebe cy.

"The (Dis)appearance of the Content" is a minimal ("laconic" - KK) gesture of
intervention in the space of the Ogms gallery. The artist has removed the bottom
of the drawer. The viewer is confronted with the blank grey floor of the kitchen
and the contents of the cabinet, part of which is the drawer itself. In the space
revealed beneath there are all sorts of non-exhibition-friendly objects. The change
of "perspective" points out the institution as a frame for the work. It raises suspicion
about our habitual ways of looking at things: how far does the gallery "go" and
where does the drawer "start"¢ The author confuses the viewer with what she/he
sees while posing a question about the content, a question closely linked to the
form of presentation and the look of things. "The (Dis)appearance of the Content"
is a commentary on the expectations that people have and impose on the world
around them.
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Kupun Kyamaros, (Mpu)smaroctta Ha ceappxanuneto, 2011, kapbp ot uaeo
Kiril Kuzmanov, The (Dis)appearance of the Content, 2011, video still
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Kupun KysmaHoe 4ecto cbanaea BM3yanHM MM CMMCNOBM NMOPGAOKCH, M3CNEaBaiku
Bb3MOXHOCTMTE NPOM3BEAEHMETO HA M3KYCTBOTO Ad ChLUECTBYBA NOAOBHO HA , FpeLKa
B cuctemara”, kato (He)byHkuoHaneH obexT, (He)matepuanHoct/uges, ,uncto” otpa-
xeHue v ap. [ocpeacreom pasnnutm mepmun (ot potorpadms, Buaeo 1 0beKTH, 4O aKLMK
M HOMECH), Ypes TeKCT WK AeiCTBME XyAOXHMKBLT paskialia peaa & ,(npu)suaHara”
KApTUHA M fOMUHWPALLMTE o4aKBaHMs. CMSIHATA HA NEPCNEKTMBATA OTBAPS Bb3MOXHOCT
30 npepasnpedensHe Ha Bpb3kuTe Mexay Helwarta. Paboture my ce saHumasar ¢ ycno-
BMSITQ M EPAPXMUTE HA BNACTTA, (MONMTUYECKOTO) ChLUECTBYBAHE HA HOBEKA, hOPMMTE
HA OBLLUHOCT M Ap. HacT oT TaX MMAT 30 OCHOBA KPATKW GPA3H MM PUTOPHYHM BBIPOCH —
akumsta/euaeo , Koit koHtponmpa kontponmpawmre?” (2009-2011). Astopst otnpass
TAKMBA NUTAHMS KbM KOHKPETHM CHTYQLMM, HO 1 MOCTABS M KATO BBMPOCH 30 ,cMucbna”
HQ M3KYCTBOTO, OTHACAMKM Ce C MPOHMS Kb 0B0bLLeHHsTa U MeTa-paskaauTe. , Otroso-
PBT HA BCHYKM BBNPOCH” € BMAEO NOPTPET, B KOMTO HOAYBA KOPHABANHA CBMPKA, YMUTO
NPOHM3BALL, 3BYK M34EPMBA Bb3MOXHHMS cmuchn. OTBbA, CbABPXAHWETO OcTasa popmara
HQ MPEACTAaBSHE HA M3KYCTBOTO, KOSITO XYAOXKHMKBT M3CNEABA MEXAY BCEKMAHEBHMS -
BOT, TEPUTOPMSTA HQ MHCTUTYLMSTA, NAMETTA M ONMTA HA 3puTenuTe. TexHuTe Tena, ydac-
THs/ BEMCTBUS M CETUBHM YCELLAHHS 4ECTO AOBLPLUBAT NPOM3BEAEHMATA. 3 AA BNA3AT B
nsnoxBeHaTta 3an1a HanpuMep, Te TPSIBBA 4Q NPEOLONEST CbNPOTUBNEHMETO HA ABMXE-
wa ce B obpatHa nocoka meTeka (,Heosarnasen obext”, (2008)-2012). Mocrasera
HO BXOAQ, pabOTATA €AHOBPEMEHHO KOMEHTUPA KOHKPETHATA MHCTUTYLIMOHAIHA cpeaa
M HM KOPA G MUCMM 30 YCNOBHOCTTA HO MPEACTABATA 30 M3KYCTBO, KOSTO C& MPOMEHs
CMPAMO NOAMTUKMTE, OEPTABALLM FPAHULMTE C AEHCTBUTENHOCTTA.

Kiril Kuzmanov offen creates visual or semantic paradoxes. Thus he investigates the potential for
an artwork to exist much like the "flaw in the system" as a (non)functional object, a (im)material /
idea, a "pure" reflecfion and so on. Using a variety of media (from photography, video and
obijects to acfions and interventions), through text or action, the arist disturbs the order of the "(in)
visible" picture and dominant expectafions. The change of perspective opens up possibiliies
to redefine relations between things. His works deal with the conditions and hierarchies of
power, the (polifical) existence of man, forms of communality and so on. Some works are
based on short phrases or rhetorical questions, for instance the acfion/video "Who Controls
the Controllers2" (2009-2011). Here the author asks questions in specific circumstances, but
he also positions them as questions about the "meaning" of art, while keeping his ironic stance
towards generalizations or meta-narratives. "The Answer to All Questions" is a video-portrait in
which he blows a camival whistle; its piercing sound exhausts all possible meanings. Beyond
content remains the form of representing art — the artist investigates it in the space between
everyday life, the territory of the insfitution, the memory and the experiences of the viewers.
Their bodies, participation, acfions and sensory sensafions often complete his works. In order
to enter the exhibition space, somefimes the viewers must overcome the resistance of @ moving
track that aims to transport them back out of the space ("Unfiled Object", [2008]-2012).
Posifioned atthe entrance of a space, this work is both a commentary on the specific insfitufional
environment while at the same fime it forces us fo think about the relafivity of presenfing art — the
condifions change, depending on the polifics defining the border between art and redlity.
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Kupun Kyamaros, OtrosopsT Ha Beuuku Bbnpocy, 2009-2010, 2 kaabpa ot sugeo, DVD,
NTSC, 4:3, seyk, 30"’, nyn  Kiril Kuzmanov, The Answer to All Questions, 2009-2010,
2 still images, video on DVD, NTSC, 4:3, sound, 30", loop

P

Kupun Kysmaros, Heosarnaeen o6exr, (2008)-2012, o6exr 16x300x140 cm pasnono-
XEH HQ BXOAA HA M3NOXBEHO NPOCTPAHCTBO; TPAHCNOPTHA NEHTA (aBMXela ce 06paTHO
HQ NOCOKATA HA BAN3AHE C 4.5 KM. B 4OC), METANHA KOHCTPYKLMS, ENEKTPUHECKN MOTOP €
penykTop, wnepnnar; usrnen ot usnox6a 8 Coduitcka rpaacka xyaoXecTBeHa ranepus
Kiril Kuzmanov, Untitled Object, (2008)-2012. Object 16x300x140 cm at the entrance of
the exhibition space; industrial textile rubber band (moving opposite to the entry at 4.5 km
per hour), steel elements, electric motor with reducer, plywood;
installation view: Sofia City Art Gallery
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KOCTA TOHEB KOSTA TONEV
3A Ogms FOR Ogms
Ogms-LLIKA® 3, Ogms CABINET 3,
W139, AMCTEPIAM, W139, AMSTERDAM,
14.10.-20.11.2011 14.10.-20.11.2011
Ogms-LLIKA® 4, Ogms CABINET 4,
PROMETEOGALLERY PROMETEOGALLERY
DI IDA PISANI, MUTTAHO, DI IDA PISANI, MILAN,
21.09.-22.10.2012 21.09.-22.10.2012

,CamopocrtarbyHa MawmHa” e BUAEOpPaboTa, B KOATO C KMHEMATOrpadUUEH Moa-
XOf, XyAOXKHUKBT MOKA3BA NPOCTO U Harmea abcypaHo aeicreme. Bue Buaeoto toi
MOYMCTBA CTAPA NPAXOCMYKAYKA, MPMAMYALLA HA Manbk po6oT ot petpo sci-fi
dunMm, cbe cobeTBeHMs M Mapkyy. TaKa ABTOPBT MOCTABS OKLEHT BbPXY XAPAKTe-
PMCTUKMTE Ha 0BeKTa, BMECTO BbPXY HEroBOTO npeaHasHadeHne. ObpbLiaHETO
HO NPAXOCMYKQAYKATA KbM COMATA Hest B Cyyasi € 6a3uceH NOAXOA HA eCTeTU3a-
UMs, NPM KOSTO NPEIMET OT BCEKMIHEBHATA CPEAA € NIULLEH OT CBOSITA GYHKLMA U €
npeBbPHAT B 06eKT Ha/3a U3KycTBO. B KOMNO3MLMSATA, paskpuBalla ce npep cTa-
TMYHATA KAMEPA, MO MbPGOPMATUBEH HAUMH € BKIIOHEHO M TANIOTO HA XYAOXHM-
ka. Pabotarta npeacTasnsiea cb3epuaTenHO CaMONIOBYBAHE HA AECTBUETO KATO
6yKBANM3UPAHA METAPOPA 30 CAOMOAOCTATLYHOCTTA HA U3KYCTBOTO.

"The Self-sufficient Machine" is a video work in which cinematographic means are
used to show a simple and almost absurd action. In the video the artist is cleaning
up an old vacuum cleaner with its own hose; the gadget looks like a small robot
from a retro sci-fi film. He is emphasizing the characteristics of the object, not its
function. Turning the vacuum cleaner back onto itself is a basic way of aestheticizing
this object from everyday life, which is detached from its function and transformed
into an object of/for art. The composition in front of the static camera involves the
performing body of the artist. The work is a contemplative act of self-enjoyment; it
is seen as a literal metaphor for the self-sufficiency of art.
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Kocta Tones, Camopoctatsyna matwmna, 2009  Kosta Tonev, Self-sufficient Machine, 2009
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CbYeTABAHETO HA €3MKA HA KMHOTO C TO3M HA XMBOMMCTA BbB BUAEO NPOM3BEAEHHNS MK
doTorpadun e XapakeTpHO 3a HAYMHA, Mo koiTo pabot Kocta ToHes. XynoXHMKLT
Ce MHTepeCyBa OT BPb3KATA MexXay 06pa3 U TEKCT (CbBCeM AMPEKTHO MPUCHCTBALLA B
HSIKOM OT HErOBMTE KAPTHHM), KATO Cb3AABA PA3NMYHM YCIOBMS 30 ,MPOYUT” HA NPOW3-
BeAeHueTo. Buxaame nycT cpeaHolueH achanTos MbT, @ HA HErO — NOAHAN HACTPAHM
Benocunes ¢ BbpTALLo ce koneno. Kamepata 6aBHO ce NpuBAMKXABA KbM BENOCHNEAa,
NPUNAB3BAMKM CE HO BUCOMMHA MANKO HOA achanTa M HOKPAs Ce KOHLEHTPMPA BbB
BLPTALMTE Ce cMum. Tam ce pasnnyaea HaBPaHMS AO MOMEHTA KunomeTpax. Bupe-
oto ,CMbpTTa Ha Benocuneaucta” e konkoTo pabota 3a bananHata GeanuuHocT
HO CMBPTTQ, TONKOBA M CLIEHA, M3BAAEHA OT KPUMUHANEH MM XOpbp UM, Xyaox-
HUKBT TPCH TA3M BPB3KA YPe3 M3GMPAHETO HA LA HA KAMEPATA, KOMMO3MLMSTA
HO KQABPQ, CBETAMHATA M Hait-Beye 3ByKoBUTe edekTU. MHTepechT KbM BpPeMeTo M
NpeaMeTHOCTTa Ha 06pasa BbB BMAEOAPTA CA CHYETAHW C MOAYEPTAHA CLEHWYHOCT
KATO 3HAK 30 BPB3KATA MEXAY W3KYCTBOTO M KMHOMHAYCTpHaTa. PasnosHasame (npo-
unTame) 0Bpa3m, KOMTO Beye Ca BBMTLTEHM B COLMANHOTO,/ KyNTypHO BbOBpaXeHHe.
OrtHeceHa KbM KOHUENTyanuama, kem paboture Ha bpyc Haymar u Miuepo Mauo-
Hu, potorpadmsta ,Marnuecka ocHoBa” OTHOBO Npeanonara BU3yanHaTa NAMeT M
onut Ha 3putens. Ta e ,ckynnTypHa” (pe)KoMnosnums, B KOSTO TANOTO HA XyAOXHMKA
o MPPOPMATUBEH HAYMH 3aMECTBA OBEKTA HA M3KYCTBO, NOBAMTHAT HO MArMYeckaTa
OCHOBG — MOCTOMEHT. ABTOPBT OKLEHTUPA BbPXy cpeaata/,aekopa” 1 Nokasea Kak
,,COMOCTOSTENHUAT” €3MK HO M3KYCTBOTO MOXe Aa Bbae edeKT OT CAMOAOCTATLYHOCTTA
HQ KyATYPHMTE MALLMHK, NPOW3BEXAALUM PEAnHOCTTA.

Combining the languages of cinema and painting in video works or photographs is
typical for the work of Kosta Tonev. He is interested in the relationship between image
and text (which is prominent in some of his painfings) while creating various conditions
for "reading" the piece. We can see an empty paved road in the middle of the night; on
the road — a bicycle has fallen to one side with the front wheel sfill spinning. The camera
slowly approaches while floating on a level slightly above the asphalt to finally focus on
the spinning spokes. One can see the mileage on the odometer. This video, "The Death
of the Cyclist", is as much a work about the banality of death as it is a scene taken from
a crime or horror movie. The artist seeks such associations through the choice of camera
angle, the framing of the shot, the lighting and most of all — the sound effects. His interest
in the time and object qualities of the image in video art are matched by theatricality as a
sign for the links between visual arts and cinema. We can recognize (read) images that
have already been implanted into the social /cultural imagination. Next to conceptualist
works by Bruce Nauman or Piero Manzoni, for instance, the photograph "Magic Base"
once again presupposes a level of visual memory and awareness on the part of the
viewer. It is a "sculptural" composition where the performing body of the artist replaces
the art object, which is elevated on a magical base - the pedestal. The artist focuses
on the environment/décor while demonstrating how the "autonomous" language of art
might be an effect of the self-sufficient cultural machines that are producing reality.
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Kocrta Tones, Marnyecka ocrosa, 2010-2013, dpotorpadus, 80x110 cm
Kosta Tonev, Magical Base, 2010-2013, photograph, 80x110 cm

Kocra Tores, CmbptTa Ha Benocuneancta, 2013, kaawp ot suaeo 3’5", petain
Kosta Tonev, The Death of the Cyclist, 2013, videostill from video 3’5", detail
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JTA3AP JTIOTAKOB LAZAR LYUTAKOV

3A Ogms FOR Ogms
Ogms-LLIKA® 3, Ogms CABINET 3,
W139, AMCTEPIAM, W139, AMSTERDAM,
14.10.-20.11.2011 14.10.-20.11.2011
Ogms-LLIKA® 4, Ogms CABINET 4,
PROMETEOGALLERY PROMETEOGALLERY
DI IDA PISANI, MUTTAHO, DI IDA PISANI, MILAN,
21.09.-22.10.2012 21.09.-22.10.2012

Pabotata ,KompopTsT Ha no-mankus” e cneupanHo HANPABEHA 3a YeKMeaXe-
10 Ha Ogms. B Hest Xy[OXHMKBT M3NON3BA [BA PASNUYHM MO PASMEP MOAENA HA
MbPBUS NIACTMACOB CTON B CBETA, NPOEKTUPAH OT W3BECTHWS OATCKM AM3ANHEP
Beprep MantoH npes 1959/60 r. MoctaseHu eanH Bbpxy OpYyr B KOMNO3WLMS,
paneyHo HanomHswa ,MNueta” Ha Mukenaxpxeno, Te ca npeacTaseHn Ha rpa-
HWLLOTQ MEXAy AM3aiHA, CYBEHUPA M HaMepeHus obekT Ha uskycTeo. Pabotara e
CBBbP3GHA C MHTEPECA HA XYAOXHMKA KbM M3CNEABAHE HO NPEAMETH HO AM3ANHA
OT MMIEHA TOYKA HA KYNTYPHWTE, COUMANHM M UKOHOMUYECKM B3AMMOOTHOLLEHMS,
BbMNbTEHM B TsX. B cnyuas Toea e ,kyntosust” cron MNaHToH, KoitTo aHec e poc-
ThNeH B e-bay u moxe pa 6vae BMecTeH gopu B vekmepxe. Ha npuHumna Ha
MATPbOLIKATA MASIKUAT CTON € BbPXY NO-TONEMMS, HAMUPALL, Ce B YEKMELXETO-ra-
nepwusi, KOETO e YacT oT Wkada-ranepus, NOKA3aH B NPOCTPAHCTBOTO HA ranepus

W139 8 AMcTepaam.

"The Comfort of the Small One" was made specifically for the Ogms drawer. The
artist uses two different-sized models of the world's first plastic chair, which was
created by the famous Danish designer Verner Panton in 1959/60. Placed one on
top the other, the composition of the chairs reminds us of Michelangelo's "Pieta".
The objects are presented on the border between design, souvenir and found
object. The work exemplifies the artist's interest in investigating design objects
from the viewpoint of the cultural, social and economic relations embodied in such
objects. In this case, it is the classic Panton chair, which is available today on E-bay
and can be placed even in a drawer.



JNazap Jliotakoe, KomdpoptsT Ha no-mankus, se nnactmacosm
cronueta, 2011 Lazar Lyutakov, The Comfort of the Smalll
One, two miniature plastic chairs, 2011
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Uamexaa cskaw Jlasap Jliotakos Hu nokassa ,cBeTa” TaKbB, KAKLBTO €: CTONOBE,
0ByBKM, NAMMM, UCTUHCKM YyLLIKOMELY, OpUrMHaneH kapate dunm v T.H. Mpeame (u
06pasn) OT BCEKMOHEBUETO CA HEMOKBTHATO MPEHECEHU B M3NOXBEHOTO NPOCTPaH-
cTB0. 30/, PATOBAPEHATA OT YCNOBHOCTM M ECTETU3ALMM NPOCTOTa obaye ce Kpue
MHTEpeC KbM 0BeKTUTE (Npeay BCMUKO NPEAMETM HA AM3AIHA) M KbM XMBOTA, KOITO Te
BbMUTBLLABAT. ABTOPBT C& 3AHMMABA C TSIX HAN-BEYE B KAYECTBOTO MM HO KYTYPHM Npo-
AyKTH, PA3KPMBALLM CNELMPUUHA MKOHOMUUYECKM M COLIMQNHA MEXAHM3MM, NOKA3BAM-
KM NPOMSIHATA B CTOMHOCTTA MM, 30BMCHMA OT BPEMETO, MSCTOTO U TAXHATA HENoCpes-
cteeHa dyHKums. ,Peftioe” e NonynapHA MAPKA CIOPTHU 0BYBKM, NPOM3BEXAALLM CE B
Kurai ot cpepara Ha 20-T1 Bek, KbaeTo ce ynoTpebssar Hait-Beue OT NPAKTMKYBALLMTE
60¥HM M3KyCTBA. XYLOXKHMKBT MOKA3BA LIECT YMBTA, KOUTO CNEABAT OPMIUHANG, HO Ca
HQNPABEHM OT PASNIMYHM KOMNGHMM M 30 PA3NMYHM MA3APM: OT EBTUHM MMUTALMM 3Q
BLTPELLHMS KUTAACKM NA3AP 40 PA3NPOCTPAHEHATA MO LN CBSIT GPEHCKA MAPKQ, OTKY-
nuna npasata npes 2006 r. Cenoctasifky PasnmMkuTe B AM3AMHA M MPEAHA3HAYEHUETO, B
LeHaTa M MaLLABa HA PA3MPOCTPAHEHNE HA OBYBKUTE, ABTOPET PASKPMBA HIKOM OT YCIIOBM-
SITQl HQl CHBPEMEHHMTE OBAITHM NA3APH, HA KOMTO KySTTYPHHUTE CrieLdmki Ce eKCrnioaTpaT
KQTO €K30TUKA U ce kanuTanmaupar ot 3anaaga. Moao6Ha Bpb3ka CTOM M B OCHOBATA HA
Cepwsi OT NIAMNK, U3PABOTEHM OT XYTOXKHUKG MO MOLENM , HANPABM C1 Cam”, MyBNMKYBAHM B
cuBeTcka kHura 3a Aoma. Jlasap Jliotakos nocTaes BLAPOCA 30, YHMKANHOCTTA” Ha OBekTH-
Te MeXly , MKOHOMMKATA" HO CBOBOAHOTO BPEME, MOLATA HA PELIMKIMPAHMTE MPEAMETU 1
camopeneH Au3aitH, 1 (NpraobMTa) CTOMHOCTTA HQ XY[IOKECTBEHOTO MPOM3BEIEHHE.

Lazar Lyutakov seems to be showing us the "world" as it is: chairs, shoes, lamps, an
actual pepper roaster, an original karate film and so on. The objects (and images) from
everyday life are transported into the gallery space. Behind this simplicity, which has
been relieved of either conditions or anesthefization, there is an interest in things (mainly
design objects) and the life they exemplify. The artist is concerned with them mainly in their
capacity as products of culture that reveal specific economic and social mechanisms.
He demonstrates the changes in their value depending on the time, the place and their
immediate function. "Feiyue" is a popular brand of sports shoes manufactured in China
since the middle of the 20th century, where they are used mainly by people practicing
martial arts. The artist show six pairs of shoes that follow the original model but are made
by different companies for different markets: from cheap imitations made for the internal
Chinese market fo the international French brand, which bought the trademark in 2006.
By comparing differences in design and function, in price and scale of distribution, the
arfist reveals the conditions of the current global market, where cultural specificity is
exploited as exofic and something to be capitalized on by the West. Similar relations
are embedded in a cycle of lamps made following "do-it-yourself' models from a Soviet-
era book for the home. Lazar Lyutakov asks questions about the "uniqueness" of objects
located between the economy of free time, the trend for recycling and self-made design,
as well as the (acquired) value of the artwork.



TNazap Jliorakoe, bes samasme (Peitoe), 2013, wecr undra cnopthm obysku Hanpasen 8 Kurait
Lazar Lyutakov, Untitled (Feiyue), 2013, six pairs of sport shoes made in China

JNasap Jliotakos, Bes sarnaeme (Cepus ot namnu), 2008-npoabnxasa, kaben, enekTpuyeckm
KPYLUKM, NAACTMACOBM YACTH; Kaabp OT u3noxba B SongSong, Buena, 2012
Lazar Lyutakov, Untitled (Lamp series), 2008-ongoing, cable, light bulbs, plastic parts,
installation view at SongSong, Vienna, 2012
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3A Ogms FOR Ogms
Ogms-LLIKA® 5, Ogms CABINET 5,
TANIEPUA ,TPEFOP MOOHAP”, GALERIJA GREGOR PODNAR,
JHOBJNAHA, LUUBLANA,
15.11.-13.12.2013 15.11.-13.12.2013

Huma e BbamoxHO BCe owe Aa ce cbaaasar ,Hosn” 0bpasne He ca nu te pobpe
306paBeHmTe, KONAXMPAHM, NPETBOPEHM, CUMYTMPAHM, TEATPANU3UPAHM CTAPH
o6pa3sn? Manox6ata Ogms Crops B 4eKMELXETO-ranepms CbC CUrypHOCT He € W3-
nox6a Ha ,Hoeu” 06pasu. Ta e ,KponHaTa” PeTPOCNEKTUBA OT BEYE ChLUECTBYBA-
Wy paboTy; ,NOU3PA3AHO" U HOMECTEHO B MPOCTPAHCTBOTO MOBTOPEHUE — HELLO
kato ,BTopa npupopa” (ako W3non3same 3ArNABMETO HA €AHA OT MOCNEAHMTe
camocTosTenHu nsnoxbu Ha astopa). C ronsMa 4030 MPOHMS ABTOPLT M3PA3ABA
pa3bupaHeTo c1 3a GoTorpadmaTa — He KATo , OTKPUBATENCTBO” U CbC CUFYPHOCT
He kaTo TBOP6A, HOCeLWa ycewaHe 3a yHukanHoct. Hanpotue, potorpadusta e
HOYMH AQ BMAML CBETA KATO B ,PA3MA3AHO” OFMEAANO: TOM WU3MEXAA MO3HAT,
06pa3sbT My Ce MOBTAPS, HO HAKAK MO APYT HOYUH — NEKO 3AMBIIEH, MANKO Pa3-
6bPKAH, KPACMBO MM MbK OTBPATUTENHO PASAMYEH.

Is it still possible to create "new" images? Aren’t they simply well-forgotten,
recreated, simulated, and theatrical old images? The Ogms exhibition "Crops"
in the drawer-gallery is surely not a show featuring "new" images. It is a "cropped"
refrospective of already existing works; a repetifion that has been "cut down" and
squeezed into the space — something like "second nature" (to use the title of one of
the artist's last solo shows). With a strong dose of irony, the author expresses his
view on photography; it is not a process of "discovery" and surely not a means
of creating a work of art that carries the mark of uniqueness. On the contrary,
photography is a way of seeing the world as if in a "smudged" mirror: the world
looks familiar, its image is reproduced but in a different way - slightly "fogged up",
somewhat confused, beautifully or repulsively different.
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Crops 3a Ogms, 2013; mHoxecTtBo doTorpadmum
Crops for Ogms, 2013; various photographs
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Potorpadumte Ha JlyBpu ca kATo XUBOTA — He TO3M, KOITO XMBEEM, O OH3H, KO-
10 panTasmpame. KOCMOMONUTHUAT CBST HQ NAPTU-KYATYPATA, HA XOMO- U METPO-
CeKCyQnHOCTTa, Ce CAIMBA C BCEKMAHEBMETO M B paboTMTe My € NpeACcTaBeH Takd,
Ye [ NOKaXe, A0 KAKBA CTEMEH HWILO YOBELKO He HU e Yyxao. Bunpeku ToBa
obaye aBTOPLT CLBCEM He UCKA A KAXe, Y€ BCMUKM CMe PABHM, JOPM HANPOTHE —
BLTPELUHNTE 1ePAPXMU CO EMOLIMOHAITHM M HEMPEKLCHATO ce NpomeHaT. Jly6pm Hu
MOKA3BA He NPOCTO NON-06pa3y, a KAK Te MPOHMKBAT B TLKAHTA HA BCEKUAHEBHMS!
CBAT M ro npeobpuuar. ToBa, KOETO BUXAAME, € XMBOTLT HA cLieHa 6e3 cHM odep-
TAHMS, KOSTO MUTHOBEHO ce npe-konaxupa. HaumHsT aa HW npesbpHe B 3pUTent
HQ TOBA, KOETO CHMMA, € A HY BbBIIEYE EMOLMOHANHO My ByKBANHO AA HM ,HAA-
pyca”. OBpasute Bbe poTorpadmmte My UMAT CKALL AOCTATLYHATA cBoBoAa A
Ce CaMOCB3AABAT — [A Ce NPEeBPbLLAT B TOBA, KOETO MCKAT AA BLAAT AHEC U KOETO
MOXe i € Pa3NMYHO OT OHOBA APYro, koeTo 6uxa uckanu aa 6baat yTpe. Heycro-
MMOTO XeNaHWe 30 CaMOMNPEeACTABSHE ABTOPBT HM NOKA3BA, KATO M3MNON3BA KPAit-
HOCTM — OT ChCTOsHMe Ha BeaternoeHocT Ao oprasbm. Potorpadumte my ynasst
MHOXECTBO PA3NMYHM EMOLMM, HO HEM3MEHHO M1 3aCMNBAT M XMnepbonuampar.
Ch3paBa ce ycellaHe 3a NOCTOSHHO Tpaelwa ekcratnyHocT. CamoTo 3acHemare
Ha KappuTe M3rnexpa kato pednekc. Haxoakata e B 6bpavHaTa Ha ynassHe Ha
MOMEHTQ — OH3M, KOMTO MOXe AQ 30bPXM YCELUAHETO 30 MPEXOA U MUTHOBEHHO-
1o cebe-(npe)-komnosupate.

Lubri’s photographs are like life itself — not the one we are living, but the one we
fantasize about. The cosmopolitan world of party culture, of homo and metro
sexuality, merges with everyday life and in his work it is represented such that it
is obvious that nothing human is beyond us. However, the artist does not want to
say that we are all equal, not at all; it's actually the opposite — inner hierarchies
are emotional and they are constantly changing. Lubri shows us not simply pop
images, but also the way they infiltrate the fabric of the everyday world, turning it
upside down. What we see is life on a stage with no clear outlines, which are being
instantaneously reconfigured. He makes us viewers of what he is photographing
by involving us emotionally or even literally "drugging us". The images in his
photographs seem to have enough freedom to redefine themselves — to turn into
what they want to be today, which might be different from what they will want to be
tomorrow. The irrepressible desire for self-representation is shown by the artist by
using extremes — from the state of weightlessness to orgasm. Lubri’s photographs
capture a multitude of emotions while constantly reinforcing and hyperbolizing
them. The sensation of permanent ecstasy is achieved. The very act of shooting
seems like a reflex. The key is in the speed of capturing the moment — the moment
that is able to preserve the feeling of transition and instant self-(re)-configuration.
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Untitled and Getting Ready for the Opera,
HeonpepeneHo speme / no particular fime
in www.lubrikante.blogspot.com
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MAKCUMHNITNAH MAXIMILIAN
MPAMATAPOB PRAMATAROV
3A Ogms FOR Ogms
KYXHATA HA MICN-CODUY, THE KITCHEN AT ICA-SOFIA,
06.02.-16.03.2013 06.02.-16.03.2013

,He rnepgrata Touka, a mepkara” Bkaousa YeTMpM nonapomann potorpadum,
CBBP3AHM C KPATBK TEKCT (@AHOBPEMEHHO W 3arnaeue Ha pabotata). AsTopsbT
MCKA A HOCOYM BHMMOHWETO OBPATHO KbM CAMOCTOSITENHWS €3MK Ha doTorpa-
dUSTa M CNOXHATA M BPb3KA C PeanHocTTa. Toi aKUEHTMPA BbPXY KOHKPETHMS
obpa3s upes rpaduuHo pobasenn GPS koopamHath Bbpxy paboTute, KOUTO B
Cly4as ca pasqeTUMU E[MHCTBEHO OT GU3MYECKM HEBB3MOXHA 30 HabnoaaTens
rnegHa Touka. [peocMucnsiitkn B3AGMMOBPB3KUTE Mexay OBeKTMBA M CBETA, AB-
TOPBLT OTHEMA FMEAHATA TOYKA Ha 3puTens (ckpusa obekTWBa), 3a Aa ro BbpHE
06paTHO KbM MMEAKATA U PEANHOCTTA. AKO NPUEMEM, Y€ KOHLENTYQNHUST NOAXOA,
,pasunta” obpasa KATo TEKCT, O AMIUTANHUST O [e-Pe-KOMMO3NUPA B NUKCENH,
10 pabotute Ha Makcrmunman MpamaTapos KOMEHTMPAT M ABATA, BPBLIAKKM Ce
KbM , cTapata” npeactasa 3a GoTorpadusTa KaTo YAOBEHO BPEME M JOKYMEHT HA
,normeaa”’, paskpuBaLy ceeTa.

"lt's Not the Viewpoint, It's the View" involves four Polaroid photographs that are
linked by a short text (which is also the title of the piece). The artist Maximilian
Pramatarov aims to point out once again the autonomous language of
photography and its complex links to reality. He focuses on the concrete image
by adding GPS coordinates to the works. These, however, are only visible from
viewpoints physically impossible for the viewer to assume. Rethinking the relation
between the lens and the world, the author takes away the viewer's viewpoint (by
hiding the lens) and turns him/her back towards the view and reality. If we accept
that the conceptual approach reads the image as a text while the digital one de/
recomposes it into pixels, then the works of Maximilian Pramatarov comment on
both, while going back to the old notion of photography as captured time and a
document of the "gaze" that reveals the world.



—109—

Makenummnnman Mpamatapos, He repHata touka,
areakata, 2013 Maximilian Pramatarov,
It's Not the Viewpoint, It's the View, 2013
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Makemunman Mpamarapos Manonsea Gorat 1 PAsHOPOREH MHCTPYMEHTAPHYM — OT Mo-
NAPOMAM A0 ONTUHECKM TEXHOMOTMM, 30 QHUMMPAHE Ha obpaauTte. Potorpaduute My ce
nobnmxaBaT Ao npeactasara 3a ,nyHkrym” Ha Ponawp bapt*, kosTo XymoXHUKET MHTep-
MPETUPA KATO TOYKA HA MPECHHTHE MEXIY PEQITHO 1 BLOBPAKAEMO W MPEBPbLLC B CBOSI MH-
Tynups 3a dotorpadmst. B noun Bouuki Heroei paboTit BOAELLO e YCeLUAHETO 30 XAPMOHMS
M CUHXPOH MeXay (m1uHo) uyBCTBOTO, BpemeTo 1 obpasa: , Hamopmoptn” Ha LseTs, orpanm-
YMTENHU IEHTU WU, YACTH” MOPCKM MEH3CKU BBPXY NOTIPOMIM; MHTEPMOPH HA M30CTOBEHM
CrPaAY, MPEBLPHATH B KMBOMMCHU KOMMO3WLYM; GOTOTPAdMM, MPK KOUTO OBPASLT Ce MPo-
MeHS! C IBMKEHMETO HOl 3pMTENs! — KbLLA CBETBA C YEPBEHA CBETIMHA, NPOBISCBAT GapoBe Ha
KONQ, MOSBSBAT CE CTRAHHM CBETIMHHM ebeKTH B PEQHM NPHUPOMIHM NeM3axm; Habnoaasar
ce urpu ¢ okyca 1 TH. M1360opsT Ha KoHKpETeH doTorpadcki MOAXOf, M M3PA3HU CPEACTBA
KOITO TEKCT, LIBSIT, fIBMXEHME, CE ONPELENSs OT CLHETAHMETO MEXY MSCTOTO M OBEKTd BbB BCe-
K1 oTaeneH kambp. Pabotire Ha Mpamarapos npocto ce ,nonyuasar”. Te ca (MM4HK, noksi-
KOGl MHTMMHM) CBETOBE, KOMTO TOM CrIOENs Ype3 BbOBPAKEHHETO 1 PAHTASHSTA, TAKA Ye
[0 NPELJIOXA HIKOKBB MMAMMHEPEH BTOPM Pef, APYT MIIGH, KOTO HOOXBBPIIS PECSHOCTTO.
MMeHHO B TOBOI Ce CCTOM KPEXKATA BPB3KA HA ABTOPCTBO MEXY HEPHO-Genks, CsIkall JOoKy-
MEHTANEH, KOfIbP HO MOMMYE B NOPK, OT YMMTO PbLIE M3NM3AT CBETKABMLY, M oTorpadmsTa
Ha , poToTaneT” ¢ HOLLEH IPAACKU NEN3aX (MOXe 61 MeaKa OT IPO3opeL), 3aneneH Ha cTe-
HQ TOKQ, Ye rPyBaTa MaTEPHAHOCT HA KOHTOKTM M rpeay ByKBANHO Ad npecuya ,meakara”.

*, TyHkrym” e AeTQiN B KAEBPQ, KOMTO MPUBAMYA BHUMGHMETO HQ 3PUTENS W € NPECENHA TOUKA MeXay
CHMBONHMS /KyNTTypeH pe Ha 0Bpasa M HEYNIOBUMMS NIYEH YCeT.

Maximilian Pramatarov uses a rich and varied set of instruments — from the Polaroid
photograph to optical devices and technologies for animating the image. His photographs
are close to the notion of "punctum" coined by Roland Barthes*, which the arfist interprets
as a point of intersectfion between the real and the imaginary; this notion is his own intuition
about photography. Almost all of his works are dominated by a sense of harmony and
synchrony between (personal) feeling, time and image: "Still-lifes" of flowers; resfricfing
lines or "pure" seascapes on Polaroid photographs; inferiors of abandoned buildings
transformed into painterly compositions; photographs in which the image changes with the
movement of the viewer along its surface — a house blinks with red light, the headlights of a
car are flashing, strange lighting effects are seen in actual views of nature; a lot of playing
around with the focus and so on. The choice of a concrete photographic approach and
means of expression such as fext, color, and movement is defined by the combination of
place and object in each individual frame. Pramatarov's works seem to "just happen". They
are (personal and sometfimes infimate) worlds that he shares with imagination and fantasy
so that he can offer some kind of a secondary imaginary plane that transcends reality. And
this is precisely where the delicate links between the authorship of vastly different images
are contained — the black-and-white almost documentary photograph of a girl in the park
from whose hands emit lightning(s) and the photograph of "photographic wallpaper" with
a night cityscape (or maybe a view through the window) glued on a wall so that the rough
materiality of light switches and beams literally trespasses through the "view".

* Punctum is a detail in the image, which attracts the viewer's attention and is the point of intersection
between the symbolic/cultural order of the image and the imperceptible individual intuifion.
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Makenmmnman Mpamarapos, Mmam ceetamnm, 2012, 110x100 ecm
Maximilian Pramatarov, I've Got Headlights, 2012, 110x100 cm

.

Ny e

Makeummnnuan Mpamarapos, 3actpenst rpag I, 2011, 60x90 cm
Maximilian Pramatarov, Shoot City Il, 2011, 60x90 cm
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MAPUEJTA TEMULLIEBA MARIELA GEMISHEVA

3A Ogms FOR Ogms
KYXHATA HA MICN-CODUY, THE KITCHEN AT ICA-SOFIA,
19.10.-26.11.2011 19.10.-26.11.2011

B npoekta cu ,Guns and Roses Oil” lemnwesa Msnonssa apomara kato cpep-
CTBO 30 U3PA3SBAHE HA yCELLAHE 30 KPAcoTa M Hacunue. YekMeaxeTo Ha ranepus
Ogms e uanbaHeHo ¢ natponu 3a astomat Kanawnnkos (AK-47), B kouto e Ha-
NSITO YMCTO PO30OBO MACHO, MPUMECEHO C MANKO Konuuectso 6apyT. Monyuenust
MO TO3M Ha4YMH ,napdiom” e NPeAcTaBeH B CNeLManto AepOPMUPAHHM 3a NPOEKTa
NATPOHM, KOUTO 3AMECTBAT TPAAULIMOHHUTE MycKanu. [pABMPAHETO HA MMETO HA
QBTOPKATA WM HA NPOEKTA BbPXy TAX € eAHOBPEMEHHO MOANMC BbPXYy NPOM3BE-
AEHMETO, HO W MOAHA MapKa. [BOMHMST My CTATYT, XAPAKTEPEH 3a HAYMHA, MO
koiTo Mapuena lemuinesa paboTh, BpbLLA KbM PA3CLXAEHUETO 30 CTOMHOCTTA
HO XyAOXECTBEHOTO NPOU3BEAEHHNE CPE MHOXECTBOTO OT 06eKTH M aTpubyTh Ha
CbBPEMEHHATA MOAHA MHAYCTPHS.

In her project "Guns and Roses Oil' Gemisheva uses aroma as a means of
evoking a sense of beauty and violence. The Ogms gallery-drawer is full of bullets
for the Kalashnikov (AK-47) machine gun. Pure rose oil, mixed with a little bit of
gun powder, has been poured into the cartridges. The "perfume" thus produced
is presented in specially deformed bullets and cartridges that substitute for the
traditional phials. The names of both the artist and project are engraved on the
cartridges — at the same time a signature and a trademark. The dual status of the
object, typical for the work of the artist, brings back the debate on the value of
the work of art among the multitude of objects and attributes of the current fashion
industry.
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Mapwuena lemuwesa, Guns and Roses Oil, 2011; cuumka: dummutsp Ounkos
Mariela Gemisheva, Guns and Roses Oil, 2011; photo: Dimitar Dilkoff
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[MpeKTHY, NPOBOKMPALLM M NOAYEPTAHO ,MyKCO3HW", MOAHMTE W APTUCTUYHW Mbp-
dbopmatcy, xynoxecTsern obexti M npoektn Ha Mapuena lemuiuesa ca uanbaHeHn ¢
ycelaHe 3a MULWHOCT U 0COBEHO THPXECTBO HA NIM4HOCTTA. Te M3rpaxaat onpenene-
HQ NPEeACTaBA 34 CTUA, KATO aTpubyTHTe, OBPA3MTE U ArPECHBHOCTTA HO MOAJATA €A
CNOXEH 31K 30 Cb3AABAHE W M3PA3sBAHE HA MHAMBMAYyanHocT. AsTopkaTta paboth Ha
FPAHMALATA MEXay MOAQA M U3KYCTBO, Aedmne U MPPOPMAHE, AKCECOAP W XyAOXKECT-
BeH obekT. Ta yecTo M3non3ea cpeacTsara Ha moaHata dotorpadms, 3a Aa Cbagaae
06pasu, B KOWTO eaHOBPEMEHHO pazaens v cvbupa ,life” (xueot) u ,style” (ctvn). Mpo-
u3BepeHUaTa M ca Gopma Ha cebeoTkprBaHe W cnopensHe. B tax uxaame kato ye nu
CAMOAOCTATLYHMS CBAT HO AOMUHUPALLA XEHCTBEHOCT, KOSTO CE ONPERens OT HeBUAN-
MUs peaneH XuBoT 3af obekTHBa Ha kamepata. OTCbCTBALOTO, NMNCBALLMTE PeanHu
bUrypH, KbM KOUTO C& OTHACS, XYAOKHUYKATA 3OMECTBA CbC COBCTBEHMS c1 06pas —
NPOMEHEH, MOCTABEH B PA3AMYHM PONIU UM AEHCTBUS, HOCIOXEH EAWH BbPXY APYT UK
MyNTURAKLMPAH B NpocTpakcTeoTo. Eant ot nocnepwmte i mspdopmaticn , Multi-Me”
M3PA3SBA MOESTA 30 CAOMOCTOSITENHMSA XEHCKM CBSIT, KOTO M3NON3BA 30 TOBA MMEHHO
cna — mogHata mapka , Mapuena lemmwesa”. XyaoxHuukata yasossa obpasa cu
B XXeCT Ha camooBboxarme. 3a 4 NOBTOPU M PA3MHOXM OBPBLUAHETO KbM cebe cu, T
Cb3AABA CBOM ,KIOHMHIU" B MPOCTPAHCTBOTO — B CTy4As HEMHUTE yueHMLM, obneveHm
B Mogena Ha apexata ot potorpadmsta. MbppopmaHcsT e cebp3aH ¢ paboth kato
,M3BbH cebe cn” (2002), B kosTo T8 Ce |, BIexAa” B pasnMuHM XEHCKM NEPCOHAXM, U
rpanmnunms , Astonoptpet” (2008).

The in-your-face, provocative and clearly "luxurious" fashion and artistic performances,
objects and projects of Mariela Gemisheva are full of a sensation of exuberance and the
peculiar triumph of individuality. They create a special notion of style, while the attributes,
images and aggression of fashion make up a complex language for creating and
expressing the self. The artist works on the border between fashion and art, the catwalk
and the performance, accessory and art object. She often uses the means of fashion
photography in order to create images where she simultaneously unites and divides "life"
and "style". Her works are a form of self-discovery and sharing. We can see in them the
seemingly self-sufficient world of dominating femininity, which is defined by the invisible
real life on the other side of the camera. The absent, missing real persona to which the
arfist refers are often substituted by her own image - transformed, placed in various
different roles and actions, superimposed one on top of the other or multiplied in space.
One of her recent performances "Multi-Me" expresses the idea of the autonomous
female world while using the trademark and style of "Mariela Gemisheva". The artist
duplicates her image in a gesture of self-adoration. In order to repeat and multiply this
turning towards herself, she creates "clones" in space — her students dressed up in the
clothes from the "star" photograph of the piece. This performance is linked to works such
as "Out of Myself' (2002) where she is "looking" into various female personas, as well
as the seminal work "Self-portrait' (2008).
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Mapuena lemmwesa, Multi-Me, 2012, dpotonncranaums u mpdopmarc, potorpadms,
cefem Mopena /ywacrumu,m, cHumKa: Anekcanabp Huwkos
Mariela Gemisheva, Multi-Me, 2012, photo installation and performance, photography,
seven models / participants, photo: Alexander Nishkov
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MUXAEN BAMOXODEP MICHAEL WEIDHOFER

3A Ogms FOR Ogms
KYXHATA HA MICN-CODUY, THE KITCHEN AT ICA-SOFIA,
02.07.-20.07.2011 02.07.-20.07.2011

Paborarta ,bes sarnasue” e Hameca cbe CBETNMHA B KOHKPETHA NPOCTPAHCTBEHA
cpena. Xy[OXHUKBT CBbP3BA YeKMEAXeTO, KbaeTo ce Hamupa Ogms, ¢ oduca Ha
Muctutyta 3a cepemerHo nakyctBo—Codus: HACOYEH NA3EpeH by, YMIATO M3-
TOYHMK € CKPUT B YEKMEIXETO, MPEMUHABA NPe3 AyNKa B CTEHATA MeXAy KyXHSTa
1 oduCa, KATo NONAAA BbPXY CYYANHM NPEAMETM M XOPA, M NPUACBMBA Pa3nMy-
HO BMAMMOCT B 30BMCMMOCT OT YCTIOBUSITA B OKONHATA cpead. MuHmumanuctuHa
no ¢opma, paboTara e pasrbPHATA B NPOCTPAHCTBOTO PUCYHKA, 30 KOSITO CA M3-
MON3BAHM OCHOBHM €IEMEHTM KATO TOUKd, JIMHMS M LBST. T O4epTaBA rPAHMLA B
NPOCTPAHCTBOTO, KATO Y€ /I C XENAHMETO 0 M3rPaAM CTPAHHA M 3a6aBHA OXpa-
HUTEHA CMCTEMA HA AOCTBM okono ranepust Ogms.

The "Untitled" piece is an intervention with light in the concrete spatial situation.
The artist links the drawer where Ogms is with the office of ICA-Sofia. A precisely
directed laser beam, whose source is hidden inside the drawer, "cuts" across the
wall separating the kitchen from the office, landing on accidental objects and
people. It also changes depending on the conditions in the space. The minimal
form of the work evolves in space as a drawing in which some basic elements are
used — point, line, and color. The beam defines a border in space as if trying to
build up some strange yet amusing security system for access to Ogms.



Muxaen Baiipxodep, bes sarnasue, 2005 Michael Weidhofer, Untitled, 2005
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3AXYOOXHNKA ABOUT THE ARTIST
MutHumanuctuunm no popmara cu, pabotute Ha Muxaen Baitaxodep nsnonsear
OCHOBHM €1eMEHTU KATO TOYKA, JIMHMS M LBST, 30 A O4EPTABAT FPAHMUM B NpOC-
TpaHcTBoTo. TOoBA MOFAT A CA KOPAM, NIEHTH, NPOBECEHN eNEKTPUYECKM KPYLIKM,
6OSAMCAHN B YEPHO; [bIM, HAPUCYBAHK C Tebelwmnp Mnu c rpadut. XymoXHUKLT
AGBA BB3MOXHOCT A ,AopucyBame” Tosa, KoeTo Buxaame. Cakaw Hewo, koe-
TO € OTHeTo, MoXe fia bbae HamepeHo oTHOBO. KrloyoB enemeHT 3a ToBa € Nn-
HUATQ, KOSTO GBTOPBT M3MON3BA KATO YHUBEPCANHA ,rpamarMyecka’ eauHMua
MM MHCTPYMEHT 30 Cb3faBaHE Ha obpasu u npeametu. Jlunuata e opuentup. Ta
MOXe A0 HANpaBW BMOMMO PA3CTOSHMETO MEXAY [ABETE HAW-OTAANEYEHM TOYKM
HO ANAPTAMEHTA My M TaKA AQ Cb3Aafe FeOMEeTPMs, B KOSTO AA CE BMECTU XM3-
HeHoTo npocTpaHcTeo. OT TO3M ONUT HA XYAOXHMKA 10 Cb3AABAHETO HA OBeKTH,
KOWTO NPeACTaBNsBAT NETTe NIATOHOBM TENd, CBbP3AHM CbC CTUXMMTE HA 3EMSTQ,
BOJATA, Bb3/lyXA, OrbHS M HO KOCMOCA KATO LSO, MMA CSKALL CAMO €AHA KPayKa.
He e nu ToBa 3aBpblIAHE KbM OTAABHA OCTAPENMS, HO MPOCT M SCEH e3MK Ha
reomeTpusita? Makap 1 cebp3saHa ¢ abeTpakums B pabotute My, TS € No-ckopo
onuT 3a NPUBAMXKABAHE 10 HEMOCPEACTBEHOCTTA HA CBETA.

The minimalistic works of Michael Weidhofer use basic elements such as point,
line and color to define borders in space. These might be cords, bands, suspended
electric light bulbs painted black; arcs in chalk or graphite. The artist provides us
with the opportunity to finish what we see. It seems as if something that has been
taken away might be found again. A key element for this is the line, which the arfist
uses as a universal "grammatical" unit or a tool for the creation of images and
objects. The line is a reference point. It can make visible the distance between the
two most distant points in his apartment and thus create a geometry for the living
space itself. From here to the creation of objects referring to the elements of earth,
water, air, fire and the cosmos as a whole, there is only one step, it would seem.
Is not this a return to the good, old, simple, and clear language of geometry?
Although connected with abstraction, in the works of this artist geometry is more of
an attempt to approach the immediacy of the world.
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Muxaen Banaxodep, Met tena (Mnatorosn), 2012
[TeTpaeabp: 3aBapeHa cTOMAHEHA KOHCTPYKLMA OT BUAQ, M3NON3BAH 3a Xene3obeToH; Mko-
caeabp: ropeLo neneH kaptok; [loaekaenbp: NAACTMACOBM MOCTABKM 30 LBeTs (nocTaBeHm
BbPXY NNACTMACOBM CAKCHM), CBBP3AHW €AHU KbM APYTH CbC cTomaHeHa Ten; Oktaeabp:
FMNCOKAPTOH, NENEeH CbC CTPOMTENHO NENMNO, LINAKNOBAH W ualkype; Ky6: neHonnactos
M30NALMOHEH MATEPMAN 30 CrPAAM, NENeH, LINAKNOBAH BbPXY YKPENEHUTE brn U Mpexal
Michael Weidhofer, Five Solids (Platonic), 2012
[Tetrahedron: welded construction steel as used for reinforced concrete; Icosahedron:
hotglued cardboard; Dodecahedron: plastic plant-supports (sitting on top of a plastic pot)
wired together with steel wire; Octahedron: plaster drywall connected with construction
adhesive, spackeled with a filler and sanded; Cube: styrofoam house insulation glued
together, spackeled on top of reinforced corners and net]

Muxaen Baitaxodep, Hait-abnrara Bb3MOXHA AMCTAHUMA MEXAY IBE TOYKM B MOSI ANApTA-
MmeHT (892 cm), 2004-2007, nambaa npunt 107x30 cm
Michael Weidhofer, GréBtmdgliche Distanz zweier Punkte in meiner Wohnung (892 cm),
2004-2007, lambdaprint 107x30 cm, (Title in English: Longest possible distance between
two points in my apartment (892 cm))



—120—

METEP ®PUTLIEHBAJTHEP PETER FRITZENWALLNER
3A Ogms FOR Ogms
KYXHATA HA UICN-CODUY, THE KITCHEN AT ICA-SOFIA,
15.12.2010-15.01.2011 15.12.2010-15.01.2011
Ogms-LLKA® 1, Ogms CABINET 1,
TANIEPMA ,HILGER HILGER CONTEMPORARY
CONTEMPORARY”, BUEHA, GALLERY, VIENNA,
14.04. - 14.05.2011 14.04. - 14.05.2011

B paborara cu , 3HaST 11 Te Helwo, KOeTo Hue He 3HaeM?” XyAOXHUKBT U3rPaXAa
MEXQHM3bM, KOMTO YHKLMOHMPA TAKA, Y€ 3PUTENIUTE BUXAAT PE3YNTATA, HO HE M
NPUYUHATA 30 onpeaeneHo aencTeme. B yekmenxeTo e CKpUT BbPTSLL CE MATHMUT,
KOMTO NPUBAMYA U MECTH APebHM NPEAMETH, MOCTABEHM BbPXY KYXHEHCKUS MNOT.
Te notpensat 1 neko ce uamectsar 6e3 Buamma npuunHa. Pabotata aktmempa
3pMTensi, KaTo Lenu Ad NPEAM3BMKA W3HEHAAA, KOSTO XYAOXHWKBLT CbOTHACS C
NCMXONOTUYECKOTO ChCTOSIHME HO OYAKBAHE. , SHASIT M T€ HELLO, KOETO HUE He
3Haem?” e BbMPOC, CBbP3AH CbC CTPYKTYpATA HA MOAO3peHWeTo. 3apaneH no
MPOHMYEH HOYMH, TOM CE OTHACS Hali-Beye KbM 060BLIEHATA NPEACTABA 30 3pK-
TENsi B CbBPEMEHHATA KyNTypd, U3MNON3BALLA YeCTO edpeKkTH 1 TPUKOBE, 3 AA UH-
CTPYMEHTANMU3MPA YOBELIKOTO BHUMAHME.

In his piece "Do They Know Something We Don’t2" the artist has constructed a
mechanism which functions such that the viewer can see the result but not the cause
of the particular action. A rotating magnet is hidden inside the drawer; it aftracts
and moves around small objects placed over the kitchen cabinet. The objects
tremble slightly and move lightly for no obvious reason. The work activates the
viewer by triggering a surprise similar to the psychological state of suspense. "Do
they know something we don’t know?" is a question connected to the structure of
suspicion. Asked ironically, it refers mostly to the generalized notion of the viewer in
contemporary culture, which often uses special effects and tricks to instrumentalize
human attention.
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Metep PputuersanHep, 3HasT 1M Te Hewwo, KoeTo Hue He sHaem?, 2011
Peter Fritzenwallner, Do They Know Something We Don't2, 2011
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Kaksa e Bpb3kata Mexay agixeHue, aencTsme u nsobpaxene? Mma nn MexaHnsbm
3a cbapasate Ha (abcTpakTha) xmBonnc? Kpae e rpanmMuaTa Mexay ecTetmueckms
npoekt u akuusta? Pabotute Ha Metep PputueHBanHep NOHSKOrA NPOM3TMHAT OT
HSIKOKBO QHOMUTMYHA 30AQ4A, KOSITO XYAOXHHKBT C1 MOCTABS. Te Ca MALLMHM, MEXAHM3-
M, MbPPOPMAHCH, B KOMTO MMQ YCeLLaHe 3a abCypa U roismMa 1030 XyMop. ABTOPBT
CSIKALL MPOCTO Ce LWEryBaA C My6nmKaTa, € TPAAULMUTE B CBETA HA M3KYCTBOTO, C NA3APA
M C MPUHLMMMTE HO XYAOXECTBEHO MPOMU3BOACTBO, KAKTO M C pMUrypATA HA CAMMS |, TBO-
peu”. MponsseaeHHITa My LANEYHO HOMOMHSIT MPOHMSTA M MbPGOPMATUBHOCTTA HA
[xon Bok 1 akumoHncTkMs MomeHT B pabotiTe/ uHctpymenTn Ha Cynepdnekc. Te ca
OTBbA, 3ATBOPEHMS CBST HA “KAPTMHATA” M CNled QBTOHOMHOCTTA HA U3KYCTBOTO, Npe-
MNETEHO B CbBPEMEHHOCTTA C HOBM COLIMAITHM W KyNTyPHI 06pasyBaHms M mpexu. Eaxa
oT nocneaxuTe My pabotn — ,KapTiHa, CbCTaBEHA OT MHOXECTBO GOPMH, HOCEHA OT
MHOXeCTBO XOpa”, Cb4ETABA M3CIENBAHETO, OPXMBA M KONEKTUBHOTO Cb3AABAHE HA
veonmc” (mpounssepenme) ¢ peanHata ynnuHa akums. PpuTueHsanHep pelwasa aa
M3BOOM HE APYTO, O UMEHHO 306PABEHUTE KOHCTPYKTMBUCTKM GBTOPM OT CTPAHMLMTE
HQ PenpOoLyKLMM W KHUTW. Toi KaHM CBOM MpusITenM Aa M3BepaT onpeaeneHa Gpopma
OT KaTano3u 1 nybnrkaLmm B Grbnmnotekara Ha YHMBEpPCUTETA NO MPMAOXHM U3KYCTBA,
KOSITO CNIe/l TOBO [0 Bb3MPOM3BEAAT W 1A MPEHECAT Ha ynuumTe Bbe Buena. Haydasare-
TO MM MPUMOMHSHETO Ce MPEBPBLLA B PEANHO (xyaoxecTseHo) aeicteme. Pabotara e
QpXMBEH MAHMGECT HA 3aryGEHATA PEBOIIOLMS KATO OMUT 30 MPOMSIHA HO ISHACTBUTESI-
HocTTa. TS KOMEHTMPA PAHMLIATA MEXAy COLMANTHATA KLMS M HYUCTO (ecTeTiueckums)
MbPPOPMATUBEH ENIEMEHT NPU CbBPEMEHHMTE POPMM HA MPOTECT.

What is the connection between motion, action and image? s there a mechanism for the
creation of (abstract) painting? Where is the border between an aesthetic project and
action? The works of Peter Fritzenwallner sometimes follow from an analytical task which
the artist has imposed on himself. They are machines, mechanisms, performances full of
a sense of the absurd and a great deal of humor. The author seems to be just joking with
the audience, with the traditions in the art world, with the market and with the principles
for artistic production; as well as with the figure of the "artist" as such... His works are a
distant reminder of the irony and performative qualities in the works of John Bock as well
as the actionist aspect in the works/devices of Superflex. They are beyond the picture as
a closed-in world, and past the autonomy of art infertwined with new social and cultural
formations (and networks) today. One of his newest works "Painfing Composed of Many
Forms, Carried by Various People" combines research, archiving and the collective
creation of "painting" (art work) with actual street action. Fritzenwallner has decided
to take the forgotten constructivist artists out of the history books. He has invited his friends to
choose a form from catalogues or other publications in the library of the University for Applied
Atts in Vienna. The form is then re-made and carried around the streets of Vienna. Learning or
remembering is transformed info real (arfistic) action. The work is an archival manifesto for the
lost revolution as an attempt fo change reality. It is @ comment on the border between social
acfion and the purely (aesthefic) performative element in contemporary forms of protest.



Metep PputueHsanHep, KapTiHa, cbCTABEHA OT MHOXECTBO GPOPMM, HOCEHA OT MHOXECTBO
xopa, 2012, Buena  Peter Fritzenwallner, A Painting, Consisting of Various Forms,
Carried by Various People, 2012, performance, Vienna

Metep ®puruensantep, KapTuHa, cbcTaBeHa OT MHOXECTBO GOPMM, HOCEHA OT MHOXECTBO
xopa, 2012, nepdpopmatc, Buena; yuacthuk: Iperop Mipep Loyc, ¢ popma, nsenevera
ot Kapn LWaitep , Sol Parfume”, 1929 (&, Kapn LLlarnep tenaerummn Ha 20-te rognmu”)

Peter Fritzenwallner, A Painting, Consisting of Various Forms, Carried by Various People,

2012, performance, Vienna; Participant: Gregor Pirer Shows, with a form extracted from Karl

Steiner "Sol Parfume", 1929 (in "Karl Steiner Tendenzen der Zwanziger Jahre")
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CMBMH BACHIIEB SIBIN VASSILEV
3A Ogms FOR Ogms
Ogms-LLIKA® 2, Ogms CABINET 2,
TANNEPUA CAPMEB, MJTOBOMB, SARIEV GALLERY, PLOVDIV,
03.05.-17.06.2011 03.05.-17.06.2011

Paborata ,Mysa 8 kyTHs” e cbanaaeHa OTHACTM HA MPMHLMNG, NO KOMTO AeuaTta
YNOBST MACKKM BpbMBApK, NYENU 1 APYrH HACEKOMM B KUOPUTEHM KYTHM, M Cblue-
BPEMEHHO NPenpaLLa KbM NOMyASpHATa GOPMa HA My3UKanHKM KyTuu. Ta e sound
uHctanaumsi. B Ogms ca noctaBeHM KONOHM, OT KOUTO CE YyBA 3BYK HA XyXalia
MyXQ, yApSILLA Ce B CTEHWUTE HA YekmeaxeTto. 3arfaBUeTo e MPOHUYHO — CsiIKaL
My3aTa moxe aa 6bae 3atBopeHa B kytsie! Jlekoto oTBpaluerme, koeTo 3puTe-
NIUTE U3MMTBAT OT OCAAHMS 3BYK HO MyXQATQ, NPEBPBLLA XMMOTETUYHMS CTIOMEH 3a
AETCKATA WUrpa (MNK aCOLMALMATA C HEXHA MENOANS) B HACTOALO MHPAHTUAHO
3aHMMaHKe Ha Bb3pacTHu. OnuTLT Aa ce 3aabpXK Mysata (MyxaTa) He camo e
6aHaneH, Ho 1 apasHell. Pabotara e wera, 306aBNSBALLA CE C KIULIETO 3Q M3-
BbHPEMHMS, , CBPbXECTECTBEH” M3TOYHMK HA TANAHTA.

The piece "Muse in a Box" is partially based on the way children catch a beetle,
a bee or other insect and put it inside a matchbox; at the same time, it references
the popular form of the music box. The piece is a sound installation. There are
loudspeakers positioned in the Ogms drawer; the sound of a buzzing fly is heard
as the insect "crashes" into the walls of the drawer. The fitle is ironic - as if a muse
could really be caught in a box2! The slight revulsion experienced by the viewer at
the annoying sound of the fly transforms the hypothetical memory of the children’s
game (or the association with a nice melody) into an infantile pastime for grown-
ups. The attempt to hold on to the muse (the fly) is not only banal but also annoying.
The piece is a joke building on the cliché of the extraordinary, supernatural source
of artistic talent.
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Cubun Bacunes, Mysa B kyts, 2011
Sibin Vassilev, Muse in a Box, 2011
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3A XYOOXHUNKA ABOUT THE ARTIST
CeuKHONM CME A Bb3NPUEMAME E3MKA KATO OBEKT — B KHMMM, HOAMMCH, BLBTEH B
M3pedeHUs Ha eKpPaHa Ha komnioTbpa 1nn Tenedona. C pabotute cn obave Crbuh
Bacwnes ce onutea aa HY BbpHe KbM €aHA NO3aBPABEHA BPB3KA. TaM, KbAETO TANO U
€3MK CO HEPA3AENHU W Cb3AABAT NPEACTABA 30 BPEME, YCelLaHe 30 AEMCTBUTENHOCT,
BB3NpPHsITHE 3 cBETA 1 30 cebe cu. Toit Npasm ToBa No abCTpakTeH HaumH. [okassa Hu
B M3nOXBEHATA 3aNna He Tena, a IMAcoBe, PUTMMKK, 3ByKOBM nosen. OnuTBalKH ce cs-
kalw A n3berHe 06pasa, Hu BbBEXAA B 3ByKA, CBLP3AH C ABUKEHWETO HA XMBOTO TANO.
Pa6otara , Infrasonic Variafions” nsnonssa uHdppassyk, kato ce 6a3npa Ha pUTMMKHUTE
HQ TPAAMUMOHHA BONKNOPHA My3WKA. HEAOCTUXIMM 30 HOBELLKOTO yXO, 3BYKBT NpO-
M3BEXAA EAVMHCTBEHO TPEMTEHE HA KONOHATA M ,UrPQ” HA MOCTABEHUTE B HESt MBHMC-
Ta. MpounsseaeHreTo npeacTasnssa 3sykoBa aBCTPaKLMA HA GOAKIOPHMTE 06PaA3H,
npencTaBeHa Ha 6a3aTA HA HEMOCPEACTEEHOTO NPEAMETHO,/ TenecHo yceluake. Mmen-
HO BPb3KATA C TANOTO € TOBA, KOETO HAM-BEYE MHTEPECYBA ABTOPA, HO B paBoTHTE My
4 He e HenocpeacteeHa. , Tonschleuse” npeactaensia GyksanHo TyHen OT ABMXELLM
Ce 3ByL, NOCTABEH Ha BxOAa Ha Hemckus ctopryeckmn myaeit. [pemmtasaiiki npes
HEro, 3pUTENUTE HEYCETHO NOTLBAT B MCTOPMSTA HA HEMCKMS €3MK, NPEACTABEHA Ypes
cnoxHo marpageHa 3sykosa cpeaa. CubuH Bacunes obeantssa mhTepeca o Kbm
CEMAHTUKATA W 3BYKQ, 30 AQ MOKAXE PA3HOOBPA3METO HA €3MKA; XAPTOHM M CTapH
bOPMM HQ MPOU3HACSHE; OKLEHTM BbPXY BAMLIBOHE W U3OMLIBAHE NPU M3rOBAPSHETO
HQ AyMW 1 ap. ABTOPBT NOKA3BA HEOYAKBAHOTO, CTPAHHOTO, 3a6PABEHOTO, 30 AA HU
BbPHE KbM QBTEHTUYHATA BP3KA MEXAY TANO — e3MK (3ByK) — Bpeme u casr.

We are used to seeing language as an object — in books, signs, embodied in sentences
on the computer screen or the telephone. With his works, however, Sibin Vassilev
is trying to bring us back to another forgotten link — where body and language are
inseparable while creating a sense of time, a feeling of reality and a perception of both
the world and the self. Vassilev does this in an abstract way. In exhibition spaces, he
shows not bodies but voices, rhythms, and acoustic allusions. As if trying to avoid the
image, he infroduces us to sound in relation to the motions of the living body. His work
"Infrasonic Variations” uses infrasound based on the rhythms of folk music. Unavailable
to the human ear, the sound only produces the trembling of the speaker and the "play" of
the beads positioned there. The work is a sound abstraction of folk images represented
with regard to immediate object/corporeal sensafions. Indeed, it is the link to the body,
which interests the artist the most, though in his works this link is not direct. "Tonschleuse"
is literally a tunnel of moving sounds positioned at the entrance to the German Museum
of History. Going through the tunnel, viewers immerse themselves in the history of the
German language, which is presented through a complex sound environment. Sibin
Vassilev has united his interest in semantics and sound in order to demonstrate the diversity
of language; of jargon and old forms of pronunciation; of accents on breathing in and
out when saying certain words and so on. The author is showing the unexpected, the
weird, and the forbidden so that we can go back to the authentic connection between
body - language (sound) - time and the world.
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Cubun Bacunes, Caynatpak, 2009, kagbp ot uanoxba B Hemckus ucTopuueckn myaeit
Sibin Vassilev, Tonschleuse, 2009, mixed media, installation view Deutsches Historisches
Museum 2009 (Title in English: Soundlock, 2009)

Cunbun Bacunes, Mndpassykosn sapuaumn, 2008, cmecern meamnu; kaabp ot usnoxbara
8 ranepus ,Paiiko Anekcunes”, Codus, 2008  Sibin Vassilev, Infrasonic Variations, 2008,
mixed media; Installation view: Raiko Alexiev Gallery, Sofia 2008
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CTENTA BACUJIEBA STELA VASILEVA

3A Ogms FOR Ogms
KYXHATA HA UICN-CODUY, THE KITCHEN AT ICA-SOFIA,
01.03.-11.04.2011 01.03.-11.04.2011
Ogms-LLKA® 1, Ogms CABINET 1,
TANIEPMA ,HILGER HILGER CONTEMPORARY
CONTEMPORARY”, BUEHA, GALLERY, VIENNA,
14.04. - 14.05.2011 14.04. - 14.05.2011

Pabotata ,Mone” cb3pasa MIO3NSTA 30 HENPEKBCHATA PABHKMHA, KATO 3GAMYABA
rPAHMLMTE HO PeanHaTa M3nox6eHa nioll, Ha camoTo mscro. Bupxy yetnpure
BLTPELLHW CTPAHM (CTeHM) HO PAMKATA HO YEKMEAXETO Ca MOCTABEHW NALTHO Of-
nepana, kouto BeskpanHo pasmHoxasat newtn ot LED ocsetnenune, Hapeaenn
B PEOMYKM HA JBHOTO HA MPOCTPAHCTBOTO. TAKA XyAOXHMYKATA Cb3[ABA BrEYAT-
nexne 3a 6e3KPAMHOCT, HEOTPAHUYEHOCT W MAWAB, KATO ONTMYECKW NPEBPbLLA
TPMM3MEPHOTO NPOCTPAHCTBO Ha Ogms B ABYM3MEPHA NOBBPXHOCT. TBMHMHATA HA
YEeKME[XeTO € 3aMEHEHA OT PKA HEOHOBA CBETNMHA. 3PUTENUTE HOOHWKBAT Csi-
KQLU BbB BBTPELIHOCTTA HA CBETELA (PeKknamHa) KyTHs ¢ AMNCBALL, KAaNak, KOSTO ce
npespbLLa B 6e3KPAiHO 38€3aHO Hebe unu B 6e3bpexHa NNoLWAAKA HA ONYCTANO
CPEAHOLLHO NeTULLE.

"Field" creates the illusion of uninterrupted surface while erasing the limits of the
actual exhibition surface. On the four inside walls of the drawer, mirrors have been
placed very closely; they multiply the stripes of LED lighting arranged in rows on
the bottom of the space. The artist creates the illusion of endlessness, of unlimited
space and scale by optically transforming the three-dimensional space of Ogms
info a two-dimensional surface. The darkness of the drawer is replaced by bright
neon light. The viewers sneak info the interior of a lit-up (advertising) box without
a lid, which turns into an endless starry sky or the tarmac of an abandoned airport
at night.
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He e BaxHO KaKBG & GYHKUMATA HO HEWATA MM CPEAATA, B KOSITO Ce NOsiBSIBAT,
BOXEH € HOYMHBT, MO KOMTO v Buxaame. Hesaeucrmo aanm ca potorpaduu, uH-
cranaumu, obektn unu pucyHku, pabotute Ha Crena Bacunesa ca mbnuanme Ha-
YMH IO CE OCMMCIM CBETLT Npe3 UBEeTa, GOPMATA, PUTBMA, CUITYETUTE M OTPAXE-
HusiTa. [POM3BEAEHUATA 1 YECTO CA CBBP3AHM C MPOCTPAHCTBA M OBGEKTH, B KOMTO
XMBEE, C KOUTO PabOTH MM BUXAQ NPE3 NPO30PeLd CU — PABOTUITHULM, UTrPHLLa
3a 6ackeT60o7, WHMBAWKK LEXOBE, AETCKM NIOWaakM U T.H. MoBeyeTo o Tax ca
pMCYHKM. ABTOPKATA YNABS OTAETHM MOMEHTHU ABMXEHMS, GUIYPU MK npeame-
TH, KOMTO MPEHACS C MAPKEPM HA JIUCTA, OCTABAKM rofiemMn Benn NpoCTpaHCTBaa.
Ha eawa ot pucyhkute (,loBopewm xopa”) xysoxHuukata pasnonara peanua
OT HOBeLWKM GUIYpH B rPbO, KOMTO CA OTPA3EHM B HEBUAMMA BOAHO MOBLPXHOCT:
[BAMQ CM TOBOPSIT, APYTM CA CEAHANH, TPETH 1 A, YETBLPTH FTOBOPHU MO Tene-
¢oH. Te cakaL ce peasT Ha OMALLKA, YAKAT BAIAK MM MbK Y4ACTBAT B MbPdOPMAHC.
Camata pucyHKa e KaTo MMHUATIOPA, M306passBalLG CIOXHATA BPb3KA MEXay
PEAHOCT 1 BbOBPAXEHME OT MEHA TOYKA HA FEOMETPMSTA HA NPOCTPAHCTBOTO,
B KOSITO [1IBE YCMOPEAHM NPABM HUKOTA He Ce NPEecHyaT, ocobeHo aKo eaHaTa e oT-
paxeHue Ha apyrara. MHTepec KbM TOBQ A CE M3MNON3BA €3MUKA HA TOUKM, TMHMM,
penedu, 06emMm U CEHKM MPMCHCTBA M B CEPUS MUHUMANIUCTMYHM KOMMO3MLMK OT
ctuponop. TexHuTte popmu ca kaTo oTaCneHn GparMeHTH, octarbuy, 61no To ot
paBOTEH NPOLEC, OMAKOBKM MUIM OT TbHKO MOKPMTUE B bIIIMTE HA NPOCTPAHCTBOTO.

It is not important what the functions of things or of their surroundings are, the
important thing is the way we see them. Regardless of what they are — photographs,
installations, objects or drawings — the works of Stela Vasileva are a quiet way of
knowing the world through color, form, rhythm, silhouettes, and reflections. Her
works are offen related to spaces and objects found where she lives, which she
sees or uses — workshops, basketball courts, seamstress’ shops, and children’s
playgrounds and so on. Most of her works are drawings. The artist captures
momentary movements, figures or things in order to fransport them via markers onto
the sheet of paper while leaving large white areas empty. In one of her drawings
("People Speaking"), she has positioned a row of human figures seen from the back
that are reflected in an unseen water surface: two are talking; others are sitting;
another one is looking at them; somebody else is using his phone. It's as if they are
cuing up, waiting for the train or taking part in a performance. The drawing itself
is like a miniature depicting the complex relations between reality and imagination
from the viewpoint of the geometry of that space where two parallel lines never
meet, especially if one is a reflection of the other. This same interest in using the
language of points, lines, reliefs, volumes, and shadows is also present in a cycle
of minimalistic compositions made out of Styrofoam. Their forms are like stripped
off fragments — remnants from either a working process or packaging or some kind
of thin cover over the edges of the exhibition space.
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Crena Bacunesa, fosopewy xopa, 2012, usetn mapkepw, xaptus, 50x60 cm
Stela Vasileva, People Speaking, 2012, color markers, paper, 50x60 cm

Crena Bacunesa, bes sarnaeue 02, 2012, cepwus ot necet obekra, cTuponop,
Bapupalm pasmepn  Stela Vasileva, Untitlled 02, 2012, series of ten objects, Styrofoam,
dimensions variable
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CTEDPAHMNA BATOEBA STEFANIA BATOEVA

3A Ogms FOR Ogms
Ogms-LLIKA® 3, Ogms CABINET 3,
W139, AMCTEPIAM, W139, AMSTERDAM,
14.10.-20.11.2011 14.10.-20.11.2011
Ogms-LLIKA® 4, Ogms CABINET 4,
PROMETEOGALLERY PROMETEOGALLERY
DI IDA PISANI, MUTTAHO, DI , MILAN,
21.09.-22.10.2012 21.09.-22.10.2012

Kakeo apyro aa ce cnoxu B 4yekmenxe, ako He ctapa cHumka? B cnyyas ¢ pabo-
tara ,CeHkn” ToBa € HaMepeHa YepHO-Bsina GoTorpadus, KOSITO XyAOXKHUYKATA
NPeBpbLLA B PUCYHKA, KATO A0BABS YePHM OuMNa Ha 3acHeTuTe xopa. Kokreitnst
MM MOXe B4 ronsSmMaTa roaMIIHG KOPNOPATMBHA BEYEPsi, KAKBOTO BMeYATNeHUe
Cb3naBa 06PA3LT OT POTOrPaAPMATA, CA NPEBLPHATM OT ABTOPKATA B CPELLA HA
TaiHO obuiecTBo. MHAMBUAYANHOCTTA HO OTAENHUTE NMLA € 3ANMYEHA 3a CMETKA
HQ YHMPOPMATA, O YCELIAHETO 3a KOHCMTMPATUBHOCT IONBLIHUTENHO CE YBENM4YaBa
npu , ckpusaHeTo” Ha pabotara B Yekmepxeto. Makap B cnyyas ga e uanonssa-
Ha meausTa Ha doTorpadusta, ,Cenkn” Hanogobsiea M3psS3aH KamLp OT cTapa
KMHOMNEHTA, koiTo batoeea e NpeBLpHANG B €NM30A OT AHUMALMOHEH GUIM MUK
KOMMKC, C AieMCTBME, OTBOPEHO 30 MHTEPNPETALMM M [LOTAAKM.

What else could one put in a drawer if not an old photograph? In "Shades", a
piece by Stefania Batoeva, the photograph is a found object that the artist has
transformed into a drawing by the addition of sunglasses on all the faces. The
cocktail party, or perhaps the annual corporate dinner, which is the impression
left by the image in the photo, is transformed into the meeting of a secret society.
The individuality of each face is erased at the expense of the uniform; the feeling
of conspiracy is further amplified by hiding the work inside the drawer. Although in
this case a photograph has been used, the object/image looks like a frame from
an old film, which the artist has transformed into an episode from an animated
movie or comics, whose action is open to interpretation or guesswork.
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Credanus batoesa, Cenkn, 2011 Stefania Batoeva, Shades, 2011
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Moseueto ot pabotute Ha Credarms batoesa npunmyat Ha pasrbpHATH B NPOCTPaH-
CTBOTO XQMKY PMCYHKW. Xy[OXHWYKATO M3MON3BA CBETAMHA WM CSHKA, OTMEYOTbLM,
CbYETAHWS KATO NIEKO W TEXKO, MAAKO W rpanaBo, YCTOMYMBO M KPEXKO, PA3NMHHM
LIBETOBE M ABMXEHMS, 30 [O M3PA3M W3HEHOAA, OYAKBAHE, cBOBOAA, MPOTMBOPEYME,
CbMHeHKe 1 T.H. , Kakso npasm ToBa ciHbo Helwo Tyk” e paboTta, kosto no popmata cu
61 MOTNA AQ HANOMHS PA3HKM BUTOBM MHCTPYMeHTH. KaTo ye nn B nanoxbexara sana e
306paBeHO camoaenHo rpebno 3a CHAr UK ypen, 3a NoYMcTBaHe Ha nposopum. Kpex-
KUST MaTepran obave Hu paskonebaea, e 0BeKTbT MOXE A MMA ONpeaeneHa pyHK-
umsi. ABTOPKATA pA3TOBAPBA MOMIEAA CU OT MHEPLMSTA M Ce BTPEHUYBA B CUHBOTO KATO
B LBETA HA HEBETO, MAAHMHCKO e3epO MM MPOCTO B MAHWUAKANHOTO M HEOBSCHMMO
cMHbO (anm muk He B ToBa Ha M Knaitn2). OctaseHoTo npocTpaHcTso 3a acoumaumu
€ CaMMSIT MPMHLMIN, NO KOWMTO ca Hanpasexu pabotuTe. Tol e BogeL M 30 nopeanLata
OT NPOW3BEAEHMS, AANEYHO NPENPALLALLM KbM E3UKA HO PaHHMS BUAeoapT M pabotata
Ha Ham OxyH MNaiik B chuetasaHeto Ha Braeoobpasa ¢ pasnuunn obekn. batoesa
Ce 30HMMABA HOM-BEYE C PUTBMA HA MENOHE, ONPEedensily Ce OT MEXAHUKATA Mpu
NPOMSIHA HA KApTUHKTE. , IaBAMKM Mnk oTMBaiKK” € BUAEOKONOX OT KPATKM CLEHU Ha
NOMynsPHK UMM, KOMTO NMOKA3BAT MPUABMXBAHE, TUYAHE, BbPBEHE W T.H. AEMCTBUS B
[IBe NPOTUBOMONOXHU MOCOKW. XyAOXKHMYKATA MOCTABSI BbPXY EKPAHA HA MOHWUTOPA
METPOHOM, YMMTO TAKT CMeHsi MOCOKATA HA ABMXeHueTo BbB Bupaeoto. ChagapeHa ¢
MHOTO BKyC W 60rata Ha NpenpaTku 1 acoupaLyy, paboTtata e KaTo 3aCTUHAN BbB Bpe-
METO MOMEHT HQ €AHAKBO Bb3MOXHM ,,3a” U ,MpoTuB”, 80" U, AfCHO”, B KOMTO pas-
BUTHETO Ha AeicTBMeTo (nobeanTenmTe u/mnm nobepeHuTe) BCe OLLE CO HEM3BECTHM.

Most of the works of Stefania Batoeva look like haiku drawings unfolding in space. The
arfist uses light or shadow, imprints, combinations such as light and heavy, smooth and
rough, stable and fragile, various colors and movement, and so on to express surprise,
expectation, freedom, contradiction, doubt, efc. "What's That Blue Thing Doing Here"
is a work that might remind us of various domestic tools. It looks like somebody has left
behind a self-made snow shovel or a gadget for window cleaning. The fragile materials,
however, discourage the thought that such objects might have a defined funcfion. The
arfist has freed her gaze from inertia and is staring into the blue as if it is the color of the
sky, a mountain lake or just an unexplainable manic blue (might it be the Yves Klein
blue?). The space left free for association is the very principle upon which her works
rely. Itis the leading piece in a cycle vaguely referring to the language of early video art
and some works by Nam June Paik — when the video image is combined with various
objects. Batoeva is concerned above all with the rhythm of viewing, which is defined by
the mechanics of the changing picture. "Coming or Going" is a video collage of short
scenes from popular movies showing moving, running, or walking, efc. in two opposite
directions. The arfist has put a metronome over the screen of the monitor whose beat
changes the direction of the movement in the video. Made with a lot of taste and rich
in references and associations, the work is like a moment frozen in time, in which "pro"
and "con", "left" and "right" are equally possible, and in which the story might go either
way — the winners and/or the losers are not yet known.
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Credanus baroesa, Kakso npaem Tosa cutbo Hewwo Tyk, 2013, nonmetune, maku,
xpommpara Tprba, Tkeo, 70x36x10 cm  Stefania Batoeva, What's That Blue Thing Doing Here,
2013, polythene, gloss paint, chrome tube, tape, 70x36x10 cm

Credanus batoesa, Masaitki am oTUBAIIKK, CMECEHA TEXHMKA, METPOHOM, Bugeo 10°01"
Stefania Batoeva, Coming or Going, 2012, mixed media, metronome, video 10°01"’
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TAMO KMMYPA TAIYO KIMURA

VIENNAFAIR, 06 — 09.05.2010 VIENNAFAIR, 06 — 09.05.2010

AICHI TRIENNALE, AICHI TRIENNALE,
24.08.-31.10.2010 24.08.-31.10.2010
Ogms-LLKA® 1, Ogms CABINET 1,
TANIEPMA ,HILGER HILGER CONTEMPORARY
CONTEMPORARY”, BMEHA, GALLERY, VIENNA
14.04. - 14.05.2011 14.04. - 14.05.2011

,MouyscTBai rpasutaumsta cu B none” e pabora, B kosto Taro Kumypa npeums-
HO M3PS3BA CTPAHMLMTE HO MOAHM CMIMCAHMS TAKQ, Y€ A HAMPABM BUOMMM OUMTE
ot doTorpaduu, nybnukysarm 8 Tax. XXecTbT Ha 0CBOBOXAABAHE BCbLLHOCT Npe-
AM3BMKBA yCeLaHe 3a YyAaoBUILHOCT. Chbiums NOAXOMA QBTOPBT NPUAAra U B APYTM
CBOM NPOU3BENEHMS, BOLEH OT MHTEPECA CU KbM HOBELLKOTO TSSO M HEFrOBOTO Of-
penmeTtsBaHe B Macata. M36nellBaHeTo Ha o4muTe B Cy4asi € HAYWH [A CE U3rpaam
NPeacTaBsa 3a ,kMBO”, HO HEMHAWMBMAYQNM3MPAHO 1 Besnnko mMHoxecTso. Ouute
,NPOrNexAaT” Npes KOPULATA HA CNUCAHMETO. MIHTEpEC KbM Cb3[ABAHETO HA pe-
nedHoOCT Ha AByM3MepHus doTorpadcku obpas uma 1 B pabotara my (, 3enex-
4yum BbpXy cnucanmre” ), nokasana s Ogms-yekmeaxe KATo HaCT OT MHCTANALMATA
Ha Kamen CrosiHos ,KyntypHa mycaka”. B Hes Toit no6assi pasnmunm no ugs se-
NEeHYyLM BbPXY 4aCTH OT doTorpadus, NybamMKyBaHA HA KOPULATA HA CIUCAHME.

"Feel Your Gravity in a Field" is a work in which Taiyo Kimura has precisely cut the
pages of fashion magazines in such a way as to make visible the eyes in the photos
printed there. The liberating gesture actually triggers a sense of monstrosity. The artist
has used the same approach in other works as well, being interested in the human
body and its objectification within the mass. The goggling eyes are in this case a
way to build up the idea of a "living" yet faceless and non-individualized multitude
of people. The eyes are "peeking through" the pages of the magazine. There is a
similar interest in the creation of relief for the two-dimensional photographic image
in his work "Vegetables on a Magazine", shown in the Ogms drawer as part of the
installation by Kamen Stoyanov fitled "Cultural Mousaka". He added differently
colored vegetables over parts of a photograph published on the magazine cover.
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Taito Kumypa, 3enenuyk sbpxy cnucanme, 2003 (s nuctanaumsta , KyntypHa mycaka”
Ha Kamen CrosHos)  Taiyo Kimura, Vegetable on a Magazine, 2003 (in the installation
"Cultural Mousaka" by Kamen Stoyanov)

Taro Kumypa, Mouysctsait rpasutaupsta cu 8 none, 2010
Taiyo Kimura, Feel Your Gravity in a Field, 2010
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B enro ceoe nuTepsio Taio Kumypa kasea, ye 3a Aa AOCTUMHE NCUXONOTUATA HA 3pH-
Tens, Heropute paboTH He TpsiGBa AA BLAAT , HUTO NPEKANEHO TEXKM, HUTO NPEKANEHO
nekn”. MpousBeaeHHATA My NPEAN3BUKBAT PEAKLMM HO U3HEHAAA, CTPAX M OTBPALLe-
HUE, O ChLLO M CMAIX, CbBNA3bH MK Bb3BYAA. XyAOKHUKLT M3NON3BA ,€BTUHM" MaTepy-
QN1 1 HamepeHn 0beKTH, KOWTO NPENpPALLAT Kb dupmeHaTa (oduc) peanHoct u/mnm
06pasuTe Ha ANOHCKATA MON KyATypa, MAHra W Myauka. B pabotute My yoselwkoto
TANO YECTO € NPEACTABEHO KATO MPEAMET, YaCT OT CPEAATA, 3a A4 M3PA3M B3AMMOOT-
HOLLEHMATA MeXay YoBeka 1 macata. Buxaame obave He ,apamata” Ha wHanemaa (e
3QNAAHMS CMUCBA KATO NPEXMBABAHE HA iyXQ MM Cb3HOHWMETO), O HIKAKBO HEMOCPen-
CTBEHO TENECHO YCUNME 30 MHAMBMAYQNHM3UPAHE M COMOCTOSTENHO CbLUECTBYBAHE.
To poBa M3pas Ha NpobrnemuTe B OBLIECTBOTO, CLYETABALLO B cebe c1 TPAAMLMMTE C
MOREPHHTE TEXHONOMMM M HauMH Ha xueoT. 3a pabotara ,Hue sHaem, ye T 3Haew,
Ye Hue 3HaeM TBOETO YAOBOMCTBUE, KOETO T HUKOTa He 3Hael” aBTopsT M3paboTea
600 kepammuHy (c1Bu) rembba, KATO HA MACTOTO HA FABKTE MM MocTaBs konena. [okasarm
858 POPMATA HA STO, Te OBPA3YBAT NOBLPXHOCT (CAKALL BTOPM NOA) OT MHOXECTBO MrypKU.
Yacr ot pabotata e 1 KonuuKa, KOSTo Moxe Aa Gbae MPUABKKBAHA BLPXY MMABMTE-KONeNa
Ha rumBbUTe. , YAOBONCTBMETO” OT THPKAHETO M THPKANAHETO 0baye He BOAM A0 HUKAKBO
nemcteme. Mrwre He nonurar. MNopo6HO yeelware 3a ,HWe” kaTo abCTPaKTHA, Be3nuka Lis-
NOCT, KOSITO NOAYMHSIBA OTAENHATA eAuHULA, MMa u B pabotara , T [anana”, npeacrasns-
BOILLIO COMOZIENHA MrPAUKa, 30 KOSTO € M3MON3BAHA KONAXMPaHa doTorpadms ot ckaHMpa-
HOTO 1Lie Ha XyAOXHMKA. PaspeneHa Ha Age 1 ThPKANAHA OT 3pUTENKTE B MPOCTPAHCTBOTO,
,IMOBATA” HEMPEKLCHATO Ce MOKIALLQA € XECT HA ChIacHe.

In an interview Taiyo Kimura says that to connect with the viewer's psychology, his
works should never be "neither too heavy, nor too light". His works trigger reactions
including surprise, fear and revulsion but also laughter, temptation or arousal. The artist
uses "cheap" materials and found objects that refer to corporate (office) reality and/
or the images of Japanese pop culture, Manga comics and music. In these works the
human body is often represented as an obiject, part of the environment, in order to
express the relafionship between the human being and the mass. However, we do not
see the "drama" of the individual (in the Western sense of the experience of the spirit and
consciousness) but some kind of immediate, corporeal effort to achieve individuation
and autonomous existence. This gives "voice" to the problems of society, which has
internalized tradition with modern technology and ways of life. For his work "We Know
You Know We Know Your Pleasure Which You Never Know", the artist produced 600
grey ceramic doves with wheels instead of heads. Shown as a flock they form a surface (like a
second floor) of many figures. Part of the work is a cart that could be wheeled around over the
heads/wheels of the doves. "The pleasure" of rubbing and rolling does not, however, lead to
any action — birds will never fly. A similar notion of the "we" — an abstract, faceless whole, which
overrides the single individual — is present also in the work "You Yesyesyes". Itis a self-made toy
over which the scanned photograph of the face of the artisthas been collaged. Divided in two
and rolled around the space by the viewers, the "head" is always "nodding" in agreement.
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Taio Kumypa, Tv Janana, 2010, urpauka, potorpadms Ha CKaHUPAHO AMLE, CMECEHA
TexHuka, 45x45x60 cm  Taiyo Kimura, You Yesyesyes, 2010, toy, photo of scanned face,
mixed media, 45x45x60 cm

_—

Taito Kumypa, Hue 3Haem, ye T 3Haeww, Ye HUE 3HOEM TBOETO YIOBOSICTBUE, KOETO TH HUt-
Kora He 3Haew”, Bapupaiwm pasmepu; cHimka: Ppark Knainbax  Taiyo Kimura, We Know
You Know We Know Your Pleasure Which You Never Know, 1998, dimensions variable;
photo Frank Kleinbach
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JTBHE3AP BOAOXMEB LUCHEZAR BOYADJIEV

3A Ogms FOR Ogms

Taka kakTo B Hawanoto Ha Ogms CTOM MAEATa 3a Cb3AABAHE HA ranepus, a Yek-
MepxeTo e popma, kosto MeaH Myznos npespblua B CBOM NPOEKT; B KPaAsi HA ne-
propa mexay 2010 u 2013 r. ranepusta-dekmenxe 8 MCU-Codus byksanto
sanoctea ,Bpatn” ¢ eamH apyr npoekt/npes. Jlbuesap Bospxmes npespbuia
0pULMANHMS KYNTYPHO-MONUTMUYECKM PEYHMK B ABCYPAEH E3MKOB NAPAAOKC, KATO
HO30BABA CBOSTA UHTEPBEHUMS B YekmeaxeTo ,KomepcuaneH npoekT ¢ uaeanHa
uen”. LLlerosutata upoHus B 3arnasueto Ha paboTaTa KOMEHTMPA MO MPUHLMN
NPOEKTO-NPABEHETO, KOETO BMNPMMYBA M3KYCTBOTO B PA3HM HACTOSILM MOSIUTUKM
Ha puHAHCHpaHe. 1o noaxoasLy 3a CPeaaTd HauMH — BCe NAK Ad He ce 3a6paBs,
Ye TOBQ € CbBCEM MCTMHCKA KyXHS, OKUMSTA,/MPON3BEREHNE UMA M , KyXHEHCKM'
acnekt. Toi ce cbCTOM BbB B3AMMOOTHOLLEHUSTA HaemaTen — Haemoaaten (MCU-
Codus — cemeiicteo Conakoem) U npeekcnoHMpPa NAPA3UTMPALLATA CTPATErUs
HO YEKMEMXETO — TO € 3ASIOCTEHO M HE MOXE [ CE& OTBOPM; B KYXHEHCKMsI MIOT
HOZ, HErO € HAMPABEH MAJTbK OTBOP, B KOMTO CE MyCKAT MOHETU U BaHkHOTH. Taka
YEKMEKETO e MPeBbPHATO (MO M3BOP HA 3pUTENs) B KACKHYKA, CNECTOBEH BAIOT,
paputenckn doug 1 ceitd. Cpepctsata ce cbbupar 3a nonpassHe Ha nnoTa
M MOAABPXAHE HO MU3PSAHW B3AMMOOTHOLIEHUS MEXMY HOEMATEN M HOEMOAATES.
DNoanu obave Ta3m Len e KOMEPCHANHA MM MOEANHA, € CSIKAL OTBOPEH BBMPOC.
IMpu ToBQ CbBCEM HE TONIKOBA , KyXHEHCKK”, KONKOTO M3rmexaa. Mo Bu3yanHo mu-
HUMONEH, HO KOHLENTyasnHo 6orat HaunH pabotata Ha JTbuesap bosimxmes BbnTb-
LWOBA MAESITA 30 0COBEHATA CAMOLOCTATLYHOCT HO M3KYCTBOTO B TAKA HOPEUEHMS
rno6aneH cBsT (Ha M3KycTBOTO). Mexay Heo6XORMMOCTTA AA Ce BMMLIE B HErOBATA
cneunduriHa MKOHOMUKA W MaeanHata ,6e3uenHoct” Ha BbOBPAXEHMETO HA Xy-
AOXHUUMTE € PA3ABOEH HE CAMO MPOEKTBT 30 ANEPHsi B YEKMEAXE, HO U MHOTO
apyr1 paboTu 1 upeu.

Just as at the beginning of Ogms, when there was an idea for establishing a gallery
and the drawer was the form that lvan Moudov transformed into a project of his
own, at the end of the period 2010-2013 the gallery-drawer in the kitchen of
ICA-Sofia was literally "shut down" with another project/idea. Luchezar Boyadijiev
transformed the official lingo of culture/politics into an absurd linguistic paradox
by titling his intervention in the drawer "Commercial Show with a Nonprofit Goal".
The jocular irony in the title of the piece is a general comment on project-making,
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which enslaves art to various current policies for funding. In a way fitting the
circumstances (let's not forget that the setting is a real kitchen), the action/artwork
has an insiders’ "kitchen" aspect of its own. This consists of the landlord-tenant
relations (the Solakov family vs. ICA-Sofia) and the overexposure of the parasite
strategy of the drawer — it is "locked" and it cannot be opened; a small hole has
been drilled in the top of the kichen cabinet through which one may drop bills
and coins. The drawer is transformed into a "piggy bank", a savings account, a
donor fund or a safety deposit box, depending on the viewer's reading. "Funds"
are being collected to repair the cabinet and preserve good relations between the
landlord and the tenant. However, is this goal commercial or not-for-profit — that is
a question, which (seemingly...) remains unanswered. And it is not such a "kitchen-
stye" (i.e. private, domestic) question at all. In a visually minimal but conceptually
rich way, the piece by Luchezar Boyadijiev embodies the specific autonomy of
art in the so-called global world. Not only the project for the drawer-gallery but
many of his other contemporary projects and ideas are split between the necessity
of fitting info the global world (of art) and its specific economy, and the ideal
"purposelessness" of the artists’ imagination.
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BMOTPADUM / XYOOXHMLN

BIOGRAPHIES / ARTISTS

ALPUAH TUPTUMO

ADRIEN TIRTIAUX

Agpuan TupTiito (p. 1980) xueee 1 pa-
6011 B AHTBeprieH 1 Buena. 3asbplusa
Apxurextypa B Katonmnueckms yHusepcu-
et 8 Jlysen na Heos, benrus, n Akanemu-
SITQ 30 U3SILLHK M3KYCTBA BbB Brera.

Adrien Tirtiaux (b. 1980) lives and works
in Antwerp and Vienna. Graduated Ar-
chitecture from Université Catholique de
Louvain-La-Neuve as well as the Acad-
emy of Fine Arts in Vienna.

Whupmenayaniu manoxbu / One-artist
shows: Die weiBen Wande der Welt, Vil-
la Merkel, Esslingen am Neckar (2012);
The Great Cut, Stroom Den Haag, Den
Haag (2012); L'assaut de la menuiserie,
Saint-Etienne  (2012);  Monumentale
Académie, Ecole Supérieure des Beaux-
Arts de Tours, Tours (2012).

Tpynosu nanox6m / Group shows: Young
Belgian Art Prize 2013, Centre for Fine
Arts (Bozar), Briissel (2013); Residue,
Wiels, Brijssel (2013); 24 SPACES - A
Cacophony, Malmé Konsthall, Malmé
(2013); Adrien Tirtiaux, llke De Vries,
Paul Hendrikse: Prijs Beeldende Kunst
Provincie ~ Antwerpen,  Cultuurcentrum
Mechelen, Mechelen (2013); Sleep-
walking Berlin, Freies Museum Berlin
(2012); Bird’s eye view of..., Palais
des Beaux-Arts de Charleroi, Charleroi
(2011); Le chant des possibles, Hotel
Charleroi, Charleroi (2011).

AHTEN METKOB
ANGEL PETKOV

Anren Metkos (p. 1989) xusee 1 pabo
8 Codus. 3aebpluea HauponanHara xy-
poxectseHa akapemms B Codus; uneH-
octoearen Ha ,Kunetnk cryamno” (3aep-
Ho cbe Crena CroiHoea u MeaH JHkos).

Angel Petkov (b. 1989) lives and works
in Sofia. Graduated from the National
Art Academy in Sofia; founding mem-
ber of Kinefic Studio (together with Stela
Stoynova and Ivan Yankov).

Yuacrea & / Participation in: Kinefica Art
Fair, Kinetica Museum, London (2012);
MAD Museum, Stratford (2012); 2-po
Buenane Ha Gvarapckus ausaitn / 2nd
Biennial of Bulgarian Design (2011). C
,Kuretnk cryano” 8 / With Kinetic Studio
in: ,Kononukaums” / Kolonikacia, Sus-
pacious, Codus (2013); MysmkanHus
dectmsan / Music fesfival ,Elevation”
(2012); 3-m ,Tpancdopym”, Conyw
/ 3rd Transforum, Thessaloniki (2012);
s/ in: HEINEKEN ,The Date Place”
(2012); ,Industrialna 11" Gallery; Sofia
(2011); International Digital Art Festival;
Sofia (2011); ,Small Season”, Sfumato
Theater, Sofia (2010); ,Bridge Festival”;
Vidin (2010).

www.kineticbg.com
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AHTOH TEP3MEB
ANTON TERZIEV

AntonTepaues (p. 1977) xusee npabotn
8 Codus. 3aebpwsa Hauponannarta
xyaoxecreeHa akapemusi B Codus.

Anton Terziev (b. 1977) lives and works
in Sofia. Graduated from the National Art
Academy in Sofia.

Whpmeupyaniu msnoxbu / One-artist
shows: CbBpemeHHM ceumBa Ha TPYAQ,
NCU-Codus / Modemn Tools of La-
bor, ICA-Sofia (2012); Imagine, Apt
Llentsp, Codus / Art Center, Sofia
(2008), Disconnected People, ranepus
,Kopuaop”, Mnosaue / Gallery Koridor,
Plovdiv (2009); Cenext1pata npupoaga,
Bunrapckm Kyntypen Whcturyr,
Bpamcnasa / Selected Nature, Bulgar-
ian Cultural Institute, Bratislava (2009);
[eitctait no ukctuHkt / Act on Insfinct,
Hewlett Packard, Codus / Sofia (2006);
Menxopotepanus,  CIXI,  Codus  /
Psychotherapy, City Art Gallery, Sofia
(2004); Moptpet, ranepws ,bosen”,
Mnoepme / Portraits, Bovel Gallery,
Plovdiv (2004); Nuksnaaums, Ppercku
Wucturyt, Codus / Liquidation, French
Institute, Sofia  (2004); Bcuuko e nog
koHtpon, ranepus ,XXL”, Codus / Eve-
rything under control, XXL Gallery, Sofia
(2003).

Tpynoen nanox6u / Group shows: Cneg
noneta, UCU-Codus / After the Flight,
ICA-Sofia (2012); WE ARE: NurtureArt,
Brooklyn, NYC (2009); The Presence
of The Body, Troy, NY (2007); On Dif-
ference 2, Goethe Institut, Sofia (2006);
Donumenta, Perencbypr, lepmanms /
Regensburg, Germany (2005); We get-

to-cease fo be?, ranepus ,Cubank”,
Codums / SiBank Gallery, Sofia (2005);
Murmanmon, MCU-Codus / Pygmalion,
ICA-Sofia (2005).

Harpapn / Prizes: Harpapa BA3A
3a cvepemeHHo wuskyctso (YVAA) -
peanperums ISCP, Hio Mopk (2010)
/ BAZA Award for Contemporary Art
(YVAA) - residency at ISCP, New York
(2010), Harpana sa nebior Ha RFI /
Prize for Debut from RFI (2004).

www.antonterziev.com

BEPHI OMMJ1
BERND OPPL

Bepra Onn (p. 1980) xueee u paboTu
8bB BueHa. 3asbplsa Akagemusta 3a
M3SILLHM M3KYCTBA BbB BueHa.

Bernd Oppl (b. 1980)

works in Vienna. Graduated from the

lives and

Academy for Fine Arts in Vienna.

Muanenayanim usnoxbu / One-artist
shows: Bernd Oppl >constants are
changing, Neue Galerie Innsbruck
(2012); "Delay Room", k/haus Vide-
ogalerie, Vienna (2011); Bernd Oppl,
AQ - Artist Quarterly, Sotheby’s,
Vienna (2010); Bernd Oppl/Liddy
Scheffknecht, bb15, Linz (2010); Point
of View, Art Foundation [das weisse
haus],Vienna (2009); "In den kleinen
weiBen Zellen", DEMORAUM, Acad-
emy of Fine Arts, Vienna (2009).

Harpaan u ctunengun / Prizes and
grants: RLB Art Price, Kiinstbriicke, RLB
Tirol AG, Innsbruck (2012); Sponsor-
ship Award for Contemporary Art of
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the state of Tyrol (2008); Working
grant of the Federal Ministry of Educa-
tion, Science and Kulture (2008/09).
Pa6ot B konekummute Ha / Works in
the collections of: Ursula Blickle Video
Archiv / Kunsthalle Vienna; Artothek
of the Federal State of Austria; Con-
temporary Art Collection of the Ty-
rolean State Museum Ferdinandeum
Innsbruck; Lentos Art Museum Linz.
www.berndoppl.net

BMKEHTM KOMMUTCKU

VIKENTI KOMITSKI

Bukentn Komurckn (p. 1983) xusee
pabotn 8 bepnun u Codus. 3asbplu-
Ba ckynntypa B Haunonankata xygo-
xecTBeHa akaaemus, Codust.

Vikenti Komitski (b. 1983) lives and
works in Berlin and Sofia. Gradu-
ated in Sculpture from the National Art

Academy, Sofia (2006).

Wuamsnayanun manox6u / One-artist
shows: New Poor, ICA-Sofia (2013);
Subjective Geography, Sariev Con-
temporary (2011); No Image Availa-
ble, The Fridge, Sofia (2010); #1, Vas-
ka Emanuilova Gallery, Sofia (2009).

Tpynosu nsnox6u (usbpanm) / Group
shows (selected): Overlapping Bienni-
al-Biennial of Young Artists, Bucharest
(2012); 1st Sofia Contemporary Festi-
val, Sofia (2012); Go West! Muzeon
Art Park, Moscow, special project for
Moscow Young Art Biennal (2012);
Is It Free?, NutureArt gallery, NYC
(2012); Together Again, Radiator Gal-
lery, NYC (2012); East of Best, Rood-

kapje, Rotterdam (2011); The End And
Beyond, Bania Starinna Center for
Contemporary arts, Plovdiv (2011);
An Elusive Object of Art, Galerie
Dana Charkasi, Vienna (2011); Be-
yond Credit, Antrepo 5, Istanbul
(2010); Breaking Walls Building
Networks, Macedonian Museum of
Contemporary Art, Tesaloniki (2010);
From Ideology to Economy, The State
Central Museum of Contemporary
History of Russia, Moscow (2009);
Biennale for Young Artists from Europe
and the Mediterranean, Bari (2008).

Harpaan /  Awards: Harpaaa
BA3A 3a cbBpemeHHO  M3KycTBO
(YVAA) - pesuaenums ISCP, Hio

Mopk (2011) / BAZA Award for
Contemporary Art (YVAA) - residency
at ISCP, New York (2011).

www.vikenti-komitski.com

BOMH JIE BOMH
VOIN DE VOIN

60otn B Codpus n bepnun. 3asbpuisa
Axapemusta ,leput Putseng” 8 Am-
crepaoM, MexayHapoaHoTo punmoso
yunnmwe Ha Mapux (EICAR); Muetu-
TyTa 3a mbpdOPMATMBHU  W3KYyCTBA
(DASARTS), Amcteppam.

Voin de Voin (b. 1978) lives and works
in Sofia and Berlin. Graduated from
Gerrit Rietveld Academie, Amsterdam;
The International Film School of Paris (EI-
CAR); Institute for Advanced Studies in
Performing Arts (DASARTS), Amsterdam.
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Muanenpyanum usnox6u / One-artist
shows: Oximoron Moi, Atelier de
Vertus, Paris (2013); Andy#s Dream,
Hamburger Bahnhof - Museum for
Gegenwart, Berlin  (2013); Help
Center (installation and performance),
Szene Art Lab, Brussels (2013); 33°
Cesep - 33° Ustok, f[anepus Capues,
Mnosame (2012) / 33° North — 33°
East, Sariev Contemporary, Plovdiv
(2012).

pynosn uanox6u / Group shows:
120 minutes to paradise, Neuve Ge-
sellschaft fir Bildende Kunst (NGBK),
Berlin (2013); If not, tomorrow, Ati-
tude V.E., Berlin (2013); Para dice,
Ausgbourg Kunstverein (2012); Round
Robin (performance, part of Critical
Art Ensamble Program, dOCUMENTA
(13)) (2012); CwreopsBaHe Ha muTa,
Codus Kywbp Popym 2012, Coduitckm
ApceHan — Myseit 30 cbBpemeHHO
uskyctso (CAMCH), Codus (2012) /
Creating the Myth, Sofia Queer Forum,
Sofia Arsenal Museum for Contem-
porary Art (SAMCA), Sofia (2012);
Benen, Ho cekcu, lanepus Capues,
Mnoeaue (2011) / Poor but sexy,
Sariev Gallery, Plovdiv (2011); Holly
Shit, PSM Gallery, Berlin (2010); Dr.
Strangelove (installation /  perfor-
mance), Batiment d’art contemporain
(BAC), Geneve (2010).

Crunengmu  /  Grants:  Mondrian
Fondation for Visual Arts, Am-
sterdam (2008); Das Arts Sticht-

ing for the Ars (2006-2008).
www.voindevoin.andharbor.com

INMUNTBP COJTAKOB
DIMITAR SOLAKOV

Oumutsp  Conakos  (p. 1987) xu-
see n pabotn B Codus. 3asbpu-
sa ,Potorpadus” B Hos 6vrrap-
ckun yHusepeutet, Codus.

Dimitar Solakov (b. 1987) lives and
works in Sofia. Graduated "Photography"
from New Bulgarian University, Sofia.

Muanenayanku u rpynosu usnoxéu /
One-artist and group shows: Manox6a
HO HOMWHMpGHWTE 3Q HArpaaaTa
BA3A, CIXI, Codus / BAZA Short-list
Show, City Art Gallery, Sofia (2013);
nanoxba, Sariev
Contemporary, Mnosaus / Sentimen-
tal Show, Sariev Contemporary, Plov-
div (2013); CerawHo npoabnxutenHo,
1-8u dectmsan Sofia Contemporary,
Codusa / Present Unlimited, Tst Sofia
Contemporary Festival, Sofia (2012);
Putyanu Ha obuuaitHoto, dectusan
JIpaa u nybanunm npoctpaxctea”,
Mnoeave / Rituals of the Ordinary,
festival City and Public Spaces, Plov-
div (2012); Potorpadcko bGuenane
GRID, Amcrepaam / GRID Photo Bien-
nial, Amsterdam (2012); The Power
of Doubt, Times Museum, lyaHaxoy
/ Guangzhou (2011); In Defence of
Delicateness, 11-to buenane, Kyenka
/ 11th Biennial, Cuenca (2011); The
Power if Doubt/Interfaces, Portraiture
and Communication, PHotoEspana,
Mappua / Madrid (2011).

www.dimitarsolakov.com

CaHTumeHTanHa
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ECTEP KEMMN®

ESTHER KEMPF

Ectep Kemnd (p. 1980) xusee u pa-
6otn B Lllopunx. 3asbpwsa Akagemus
Gerrit Rietveld 8 Amcrepaam.

Esther Kempf (b. 1980) lives and works
in Zirich. Graduated from the Gerrit Ri-
etveld Academie, Amsterdam.

MHavBuoyanHu manoxéu / One-artist
shows: "Learn French in Mexico", Gal-
lery Brigitte Weiss, Zurich (2013);
Diskrete Topologie, exhibition space
De Tribune, Amsterdam (2011);
CARAVAN 3/2010: Esther Kempf,
Aargaver Kunsthaus, Aargau (2010);
C’est quoi, ton prénom?, Institute for
Modern Art, Nurnberg (2010).
Tpynosu uanox6u / Group shows:
Learning from Warsaw, CCA Ujaz-
dowski Castle, Warsaw (2013);
Swiss Art Awards 2013, Messe Ba-
sel (2013); ..wie der Schatten das
Licht..., Kunstmuseum Olten (2012);
Space Odyssey, art space Maerz, Linz
(2011); Im Angesicht der Tatsache,
Stadtgalerie Bern (2011).

Crunengmm / Grants: Canton of Zurich
(2012); Heinrich Danioth Founda-
tion, Canton Uri (2012); Canton of
Zurich (2010); Promotion grant UBS
Culture Foundation (2010); (Ateliersti-
pendium), Binz39 Foundation, Zurich
(2009).

Harpaan / Awards: Award of the
Kiefer Hablitzel Foundation (2008);
Award of the Dr. Georg und Josi
Guggenheim Foundation (2008).

www.estherkempf.com

30OPAH FEOPTMEB
ZORAN GEORGIEV

3opan  [eoprues (p. 1985) xwu-
Bee u pabotn B Codus. 3aebpuu-
B Haumonanwara
BeHa akapemmsi, Codus.

XyAoxecT-

Zoran Georgiev (b. 1985) lives and
works in Sofia. He graduated from the
National Art Academy in Sofia (2012).

Whpneupyaniu manox6u / One-artist
shows: Temporary, but permanent,
Sariev Contemporary, Plovdiv (2012).

Tpynosw uanox6u / Group shows: ESSL
ART AWARD CEE "Transcending Cul-
tures", Essl Museum, Klosterneuburg/
Wien (2013); Never Ending Story,
Rakursi Gallery, Sofia (2013); Short-
list for BAZA Award, City Art Gallery,
Sofia (2013); ESSL ART AWARD CEE
2013 Nominees’ exhibition, Academ-
ia Gallery, Sofia (2013); Love, Rayko
Aleksiev Gallery, Sofia (2012); Short-
list for the "Gaudenz B. Ruf" Award,
Rayko Aleksiev Gallery, Sofia (2011);
Museum Souvenirs, ICA-Sofia (2010).

Harpaau / Awards: Essl Art Award
CEE (2013); Award for Painting, In-
ternational Foundation "St. st. Cyril and
Method" (2011).

www.zorangeorgiev.org
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MCKPA BJTATOEBA

ISKRA BLAGOEVA

Mckpa bnaroesa (p. 1978) xusee
pabotn B Codus.

Iskra Blagoeva (b. 1978) lives and
works in Sofia.

MHamBuoyanHu manoxéu / One-artist
shows: After the Apple in the Grass,
Vaska Emanouilova Gallery, Sofia
(2013); STILL LIFE, Pistolet Gallery,
Sofia (2011); Solo Exhibition, Euro-
pean Center for Culture and Debate
"GRAD", Belgrade (2010); Thumb,
Ex- Garaza, Maribor (2009); 1, Var-
na City Gallery (2009).

Tpynosu nsnox6u (usbpanm) / Group
shows (selected): Short-list for BAZA
Award, Sofia City Gallery (2013);
The Suspense or How to Hide a Bomb
Under the Table, Vaska Emanouilova
Gallery, Sofia (2013); Near, Closer,
Together, 2nd Festival Sofia Contem-
porary (2013); Sofia Underground,
Sofia Arsenal (SAMSI), Sofia (2013);
New Acquisitions for the Collection,
National Art Gallery, Sofia (2013); ;
Exhibitions of the Grant Holders of the
International Art House "Villa Wald-
berta", galerie GEDOKmuc, Munich
(2012); Reactions, Vaska Emanouilova
Gallery, Sofia (2012); Group Show,
Ogms Drawer, Sofia (2012); Tier-
isch, Haus der Kunst, Munich (2011);
Breathe in- Breath out-, Cultural Mi-
gration Today, Goethe-Institute, Sofia
(2010).

KAMEH CTO4IHOB

KAMEN STOYANOV

Kamen CrosHos (p. 1977) xusee u
pabotu BbB Brena n Codus.

Kamen Stoyanov (b. 1977) lives and
works in Vienna and Sofia.

WMhpmeupyanin  manox6u /  One-
arfist shows: Something from Noth-
ing, Rousse Art Gallery, Rousse, BG
(2013); Stoyanov s Tomato Products,
Credo Bonum Gallery, Sofia (2013);
IT IS NOT SO HARD TO MAKE
SOME ART, Inda Gallery, Budapest
(2013); Looking for an Art Piece, Kun-
stverein Salzburg (2009); At Arm's’
Length, MUMOK, Vienna (2008).

Tpynosu uanox6u / Group shows:
Near, Closer, Togheter, 2nd Festival
Sofia Contemporary, Sofia (2013);
17th Biennale, Sydney (2010); Aichi
Triennial, Nagoya, Japan, (2010);
August in Art Biennal, Varna (2010);
MANIFESTA 7, Trentino, ltaly (2008).

Harpaan / Awards: MAK' Schindler
Artists  and  Architects-in-Residence
Program in Los Angeles (2012); The
Sovereign European Art Prize (2011);
Otto Maver Prize (2011); Alexan-
der Resnikov Award (2010); Kunst-
preis Europas Zukunft, MCA, Leipzig
(2008); MUMOK Prize for the Zone
at the VIENNAFAIR (2007).
www.kamenstoyanov.com
CvocHosaren Ha Ogms, Codusi.
Co-founder of Ogms, Sofia.
www.Ogms.com
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KNP KY3SMAHOB

KIRIL KUZMANOV

Kupun  Kysmanos (p. 1981) xu-
Bee M pabotn B Codua. 3asbp-
wun e HauroHanHata  xynoxect-
BeHa akagemms, Codus.

Kiril Kuzmanov (b. 1981) lives and
works in Sofia. Graduated from the
National Art Academy, Sofia.

uanoxbu / Projects
(Mpu)suaHoctta  Ha
coabpxanueto 2”7, 2013; XKencku
nasap #u  Coduitcka
xynoxectseHa ranepus, Codus / (Dis)
appearance of the Content 2", 2013;
Women's Market and Sofia City Art
Gallery, Sofia.
Mpoekr O, keaptan Kanawa, Mnosaus;
B CbTPyAHWYECTBO ¢ kypatop Bnaaus
Muxaitnoea u Ponpauns Oteopetn
Makyctea; (2010 -) / Project O, Kapa-
na (The Trap) District / Neighborhood,
Plovdiv; in collaboration with the cura-
tor Vladiya Mihaylova and Open Arts
Foundation; (2010 -); Moa Tpadmka,
Mepnoscka peka, Codua (2011),
Bnapaiicka peka (2013) / Under
the Trafick, Perlovska River, Sofia
(2011), Vladayska River (2013); Kot
KOHTponupa koHTponupauwmte (2009-
2011), TuenaumbH, Mekun / Who
Controls the Controllers (2009-2011),
Tiananmen, Beijing; Heonutomum e
gatbpbT (2008-2010-), nmbTyBaHe M
uscnepeare B Typums, Kupruscran,
KasaxcraH, Pycus, Antait, MoHronus,

Mpoekt
and  shows:

rpagcka

Kurait, Tuber, Henan, kpancteo Jlo
Mawranr, Unans, Kawmmup / Wild is
the Wind (2008-2010 - ), research trip

in Turkey, Kirgizstan, Kazakhstan, Rus-
sia, Altai Republic, Mongolia, China,
Tibet, Nepal, Kingdom Lo Mantang,
India, Kashmir)

WMhpmeupyanin  manox6u /  One-
artist  shows:  Wspgnwan, ranepus
.Paiiko  Anekcues”, Codus / Ex-
hale, Rayko Aleksiev  Gallery,
Sofia  (2011); Msptea  raeaq,
ranepus ,Backa Emanyunosa”,
Codus / Feeder Head, Vaska

Emanuilova Gallery, Sofia (2010).

Ipynoen wuanoxbu / Group shows:
Harpaaa BA3A, CIXI, Codus / BAZA
Award, City Art Gallery, Sofia (2013);
Changing Perceptions, EBRD, JlonaoH
(2012); 1-8u dpectusan Sofia Contem-
porary / 1st Festival Sofia Contempo-
rary (2012); 5-to 6ueHane Ha mnagm
xynoxuuup, Bykypeu, / 5th Young Art-
ists Biennial, Bucharest (2012); Frag-
ile, Atelier Tarwewijk Mijnsherenlaan,
Rotterdam (2012).

Harpaan / Awards: BA3A (YVAA) -
pesugeHumns ISCP, Hio I;IOpK (2013-
2014) / BAZA (YVAA) - residency
at ISCP, New York (2013-2014);
lonamara Harpaaa Ha Porpaups ,Cs.
Cs. Kupun 1 Metoamit” / Grand Prix
from the St. st. Cyril and Method Foun-
dation (2006).

www.kirilkuzmanov.com



—151—

KOCTA TOHEB

KOSTA TONEV

Kocra Tones (p. 1980) xwusee u pabo-
™ BbB Buena. 3aevpuwea HaunoHan-
Hata xyaoxecteeHa akapemmsi, Codus
(2004) 1 AkapemusTa 30 U3SLWHM U3-
kyc-Tea Bbe Buena (2008).

Kosta Tonev (b. 1980) lives and works
in Vienna. Graduated from the Nation-
al Art Academy, Sofia (2004), and the
Academy for Fine Arts, Vienna (2008).

wanoxbu / One-

The Heavenly Bod-
ies, Once Thrown Into a Certain
Definite  Motion, Always Repeat,
GEMAK, Hague (2013).

Muansuoyantm

artist  shows:

Tpynosu nsnox6wu (usbpanm) / Group
shows (selected):  5th Biennial of
Young Avtists, Bucharest (2012); Con-
temporary lcons, Webster Univer-
sity, St. Louis, USA (2012); Me &
I. Self-portraits from the Collection,
Museum der Moderne Salzburg,
Salzburg (2012); Why Duchamp?,
Sofia Arsenal (SAMSI), Sofia (2012);
ArteCitta, Cittadellarte - Fondazi-
one Pistoletto in Biella, Italy (2011);
Central Europe Revisited ll, Esterhazy
Palace, Eisenstadt, Austria (2010).

Kypatop Ha / Curated: It's About Time
at the e-flux Time/Bank, The Hague
(2013).

www.kostatonev.com

JTA3AP JTIOTAKOB
LAZAR LYUTAKOV

Nasap Jlotakoe (p. 1977) xueee w
pabotn BB Buera. Yuu B Haumonan-
Hata xypoxecteena akapemms, Codus
M 3aebplea AKGAEMWSTa 30 W3sLW-
HW mn3kycTea Bbe Buena.

Lazar Llyutakov (b. 1977) lives and
works in Vienna. Studied at the National
Art Academy, Sofia, and graduated
from the Academy for Fine Arts, Vienna.

MHamsmayantm m3nox6m / One-artist
shows: Lazar Lyutakov, Lamps, Song
Song, Vienna (2012); Lazar Lyutakoy,
Werkbank Lana, Lana, IT (201 1); Fruits,
Flowers and Clouds Art Fair, with Galerie
Winiarzyk, MAK, Vienna (2011).

Tpynosn wmsnox6u / Group shows:
The Program, Gallery 400, Chicago
(2013); <wtorkowy wieczor>, GGM2,
Gdansk (2013); Bad chemistry, BOKU,
Vienna (2013); Dada da acad-
emy, Galerie Guido van Rats, Vienna
(2013); Toys, Gallery Akademia, Sofia
(2012); Ich bin meine Welt, mo.e Vien-
na (2012); Kunstgastgeber Gemeinde-
bau, KOR Vienna (2012); Humanimals,
Baba Vasa’s cellar, Shabla, Bulgaria
(2012); Montag ist erst Ubermorgen,
Kupferstichkabinett, Vienna (2012);
Inclusion. East- European artists based
in Vienna, Kunstraum am Schauplatz,
Vienna (2012); Poor but sexy, Gal-
lery Sariev, Plovdiv (2011); NeoSI #2
Schattendorf, A (2011); After the Flight,
ICA Gallery, Sofia (2011); SUB, Rayko
Aleksiev Gallery, Sofia (2011).
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JIYBEPU

Ny6pu (p. 1977) xueee n pabotu &
Codusi. 3asbpwsa ,KomniotbpHu Ha-
ykn” B HoB 6bnrapcku yHusepeurer,
Codus.

Lubri (b. 1977) lives and works in
Sofia. Graduated in Computer Science
from New Bulgarian University, Sofia.

MHavBuoyanHu manoxéu / One-artist
shows: Bropa npupoaa, lanepus Ca-
pues, MMnosane (2013) / Second
Nature, Sariev Contemporary,
Plovdiv (2013); ®oH: Mnaau astopu
Backup, lanepus Capues (2011) /
Background Young Artists Backcup,
Sariev Contemporary (2011); Mom-
yetara He nnayar, [anepus [ucro-
net, Codusa (2007) / Boys don't cry
indeed, Pistolet Gallery, Sofia (2007).

Tpynosu uanox6u / Group shows:
Putyann Ha obuuaitoto, Pectusan
[pag u [ybauunm npoctpaxctea,
Mnosame (2012) / Rituals of Habitual,
Festival City and Public Spaces, Plov-
div (2012); Kpasr u oteva, Llenmsp
30 CbBPEMEHHO M3KycTBO — bans
Crapunha, TMnospue (2011) / End
and Beyond, Center for Contempo-
rary Art — The Ancient Bath, Plovdiv
(2011); bemen, Ho cekcu, [anepus
Capwes, Mnosams (2011) / Poor but
sexy, Sariev Gallery, Plovdiv (2011);
Mepcona, lanepus  NCU-Codus
(2010) / Persona, ICA-Sofia Gallery
(2010); Photonic Moments, Ljubljana,
Slovenia and Month of Photography,
Vienna (2007).

www.lubrikante.blogspot.com

MAKCUMMITMAH NMPAMATAPOB
MAXIMILIAN PRAMATAROV

Makeummnman Mpamarapoe (p. 1979)
xueee u pabot BbB Buena n Codust. Toi
sasbpwsa ,borocnosne” B Coduitcku
Yhusepenrer ,Cs. Knument Oxpupckn”
(2002) n , Potorpadus” s Yrmsepcure-
TaNo NpUnoxHu nskyctea, Buena (2012).

Maximilian Pramatarov (b. 1980) lives
and works in Vienna and Sofia. Gradu-
ated in Theology from Sofia University
(2002) and Photography from the Uni-
versity of Applied Arts, Vienna.

Wnamsupyaniu manoxbu / One-artist
shows: Maryben tirep u ,nopobpenn”
pabotn, Ogms Gallery, Codus / Lost
tiger and "improved" works, Ogms, So-
fia (2013); Tpu BnoBenn akynu, Edition
Photo, Buena / Three Sharks in Love, Edi-
tion Photo, Vienna (2012).

Tpynosu wmsnoxbu / Group shows:
Benrapckn  xymoxHuun  Bbe  Bueq,
CIXI, Codus / Bulgarian Arists in Vi-
enna, City Art Gallery, Sofia (2013);
Fashion!ll — what a coincidencel!, fotoK,
Vienna (2013); Maruut u antmarhur,
MCN-Codusa / Magnet and Anfi-mag-
net, ICA-Sofia (2012);
Ha Butrenwarn, Hom Burtrenwaitn,
Buena / Wittgenstein's Keyhole, Haus
Wittgenstein, Vienna (2012);  Inklu-
sion, Kunstraum am Schauplatz, Vienna
(2012); Happy Forever, Foto-Raum, Vi-
enna (2012); Metat Ha abpBOTO, 3aMbK
Ewen6epr, Asctpus / The Road of the
Tree, Eshelberg Castle, Austria (2011);
blue skie’d And clear, carbon 12, Dubai
(2010); The Gap between two Houses,

Kniouankara
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Nha San Duc Studio, Hanoi, (2009).

Harpagy / Awards: Toit e cpea HOMMHM-
PaHMTe XyAOXHUUM 3a Harpagata BA3A
/ BAZA Award short-list (2012).

www.maximilianpramatarov.com

MAPUESTA TEMULLEBA
MARIELA GEMISHEVA

xusee n pabotn B8 Codus. [Mpeno-
posa B HaumownanHata  xypoxect-
BeHa akagemus, Copus.

Mariela Gemisheva (b. 1965) lives
and works in Sofia. She teaches at the
National Art Academy, Sofia.

2007 - [okropar, BusyanHu wusky-
ctea, HXA, Codus; 1992 - 3asbpluisa
AKkaaemns 30 GpXMTEKTYpa, AM3AMH
u uskyctea, Mpara / 2007 - PhD in
Visual Arts from the National Academy
of Arts, Sofia; 1992 — M.A. in Design
from the Academy of Architecture, De-
sign and Arts, Prague

Muanenpyanum usnox6u / One-artist
shows: Hos 6ymoap ot Mapuena
femnwesa, ranepus ,lO3nHa”, Codus
/ Mariela Gemisheva’s New Bou-
doir, Yuzina Gallery, Sofia (2013);
Multy-Me,  mopeH  nbpdbopmakc,
Yewkn uentsp, Codus / Multy-Me,
fashion performance, Czech Center,
Sofia (2012); ,My Favorite Bou-
doir”, ranepus ,Capues”, Tlnoeaus
/ Sariev Gallery, Plovdiv (2010);
,Astonoptpet”, boTounHcTanaums,
Yewku uentop, Codus / Self-portrait,
photoinstallation, Czech Center, So-

fia (2008); Out of Myself, ¢oto u
supeomnnctanaums, CIXI, Codus / Out
of Myself, photo and video installation,
City Art Gallery, Sofia (2002)

Tpynoeu uanox6u / Group shows: As-
sembly 7 dectusan, lpaw / Assembly
7 Festival, Graz (2012); Aksapuym,
fanepus ,Anma  Marep”, Codus
/ Aquarium, Alma Matter Gallery,
Sofia (2010); Ot wupeonorms kbm
ukoHoMMKa, [bpxaBeH ueHTpaneH
My3eii 30 CbBPEMEHHO MCTOpMS Ha
Pycus, Mockea / From Ideology to
Economy, State Central Museum of
Contemporary History of Russia, Mos-
cow (2009); Texukn, NCU-Codus
/ Techniques, ICA-Sofia (2009);
Huto 6sn ky6, HMTO uepHa KyTws,
CIXI, Codwms / Neither a White
Cube nor a Black Box, City Art Gal-
lery, Sofia (2006); YmHoxaeaHe Ha
otpaxenusta, CIX[, Codus / Mul-
tiplication of the Reflections, City Art
Gallery, Sofia (2006); Art That Talks
/ Catch Mel, 46-n oktomspuiicku
canow, benrpap / 46th October Sa-
lon, Belgrade (2005); Donumenta, Re-
gensburg, Germany (2005). AeTop Ha
koctiomute 3a ,Canome”, Coduiicka
Onepa u baner, konpoaykums ¢
,Llentpanen u Wstounoesponeiicku
Myaukanen Teatsp”, Codus / Cos-
tume Designer for "Salome", Sofia
Opera and Ballet, a co-production
with the Central and East European
Musical Theater, Sofia (2009).
Ynen Ha MHcTuTYT 30 cbBpemeHHO
uakycteo, Codus / Member of Insti-
tute of Contemporary Art, Sofia.
www.marielagemisheva.com
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MMUXAEN BAMOXODEP
MICHAEL WEIDHOFER

Barpxodep (p. 1980)
xuBee M pabotn BbB Buena. 3a-
Bbpwea  Akagemusta 30 u3-
AWHK U3KkycTea, Buera.

Muxaen

Michael Weidhofer (b. 1980) lives
and works in Vienna. Graduated from
the Academy for Fine Arts, Vienna.

Muanenpyanim  manox6bu  (n3bparu)
/ One-artist shows (selected): 35,5
m3 / 2237,14 € / 9 monate, Privat-
wohnung, Frankfurt am Main (2005);
Sammlung  Weidhofer, Swingr, Vi-
enna (2006); Installation bei Mi-
chael Part, du trottoir ver (2008).

Tpynosu uanox6u / Group shows:
UND_#2, Plattform zur Prasentation
von Kunstinitiativen, Karlsruhe (2007);
FAT PLANTS (with K.Fauchard, L. Lyuta-
kov), Pistolet Gallery, Sofia (2007);
Hidden Track Ill, Boltenstern.Raum /
Galerie Mayer Kainer, Vienna (2008);
Calamari Union , PraterstraBe, Vienna
(2008); The Gap between two Hous-
es, Nhasan Studio, Hanoi, Vietnam
(2009); The Center of Attention. Art
as Sociotopia, Vienna Art Week 09
(2009); "Ich bin meine Welt", mo.§g,
Vienna (2012).

METEP ®PUTLIEHBAJTHEP
PETER FRITZENWALLNER

Metep ®putuensantep (p. 1983)
xuBee M pabotn BbB Buena. 3a-
BbplBA  YHMBEpcuTeTa  3a
NOXHM U3KycTBa, BueHa.

npw-

Peter Fritzenwallner (b. 1983) lives
and works in Vienna. Graduated from
the University for Applied Arts, Vienna.

Whpmeupyaniu manox6u / One-artist
shows: Why doesn’t ever anybody
interrupt my Monologue?, Kunstraum
Niederésterreich,  Vienna  (2013);
Creatures, whose shadows couldn’t
be distinguished and identyfied by the
people in Plato’s Cave, Lust Gallery, Vi-
enna (2013); Animage inside the Cult-
Café, Salzburger Kunstverein, Salzb-
gurg (2013); Who is afraid of YMCK?,
Alindder Gallery, Salzburg (2010).

Tpynosu uanox6u / Group shows:
Tpynosw nanox6u / Group exhibitions:
Every wall is a door, Jahresausstellung
Salzburger Kunstverein (2012); 8h29
Salzburg-Bremen, Kunshalle Bremen
(2012); 88 attempts (performance)
Artissima Turin (2012); Final Projects,
MAK -center for art and architecture
Los Angeles (2011) display Praterst-
ern, FLUC, Vienna (2010).

Crunenamn v Harpagn / Grants and
Awards:  MAK-Schindler scholarship
Los Angeles CA (2011) Rookie-Art-
award for fine Arts by the city of Vienna
(2012); h13 award for Performance
Kunstraum Nieder&sterreich (2013).
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CMBMH BACUIIEB

SIBIN VASSILEV

Cubun Bacunee (p. 1974) xusee u
pabotn B bBepnmn. MysukanHata My
KAPMEPA 3aMoYBA KATo 6AC-KUTAPMCT B
Hayanoto Ha 1990-Te, korata cTtaBa cb-
ocHoBaTesn Ha Bbarapckara pok rpyna
Rag Dolls. Mo epeme Ha yuyenueto cu B
Bepnmnn 1 8 EXPO 2000 B XaHosep Toit
uscneasa
NPOCTPAHCTBO, QPXMTEKTYPA W 3BYK,

B3AMMOAENCTBUETO Mexgy

CbLUO M TOBA KAK MAeW M TeMM MoraT aa
6b0aT GOPMMPAHM M MOACHIEHM 4pes
ayano cpepara. Pabotute My ce noses-
BAT B naBunoHnuTe Ha bpsr Ha Cnoxosa-
ta Koct u bennn, kakto u Ha CeetosHata
6aHka. Cnen 2003 r. Toit npogyumpa my-
31KA M 3BYKOBM MHCTANALYM 30 TeaTpar-
HU U MyTITUMEIMIAHM CMIEKTAKIN.

Sibin Vassilev (b. 1974) lives and works
in Berlin. His musical career began as
bass guitar player in the early ninefies
when he co-founded the Bulgarian rock
band Rag Dolls. During his studies in
Berlin he explored interactions between
space, architecture and sound, and how
concepts and themes can be shaped and
enhanced through audio environments at
EXPO 2000 in Hanover. His work ap-
peared in the pavilions of Cdte d'Ivoire,
Benin, and the World Bank. From 2003
onwards he has been producing music
and sound environments for theater plays
and multimedia performances.

TMpoek u usnox6wu / Projects and ex-
hibitions: Sound-Lite-Installation EDISON
(collaboration with Fabian Bleisch), Digi-
tal Arts Festival, Sofia (2013); Man ex
Machina (in collaboration with Venelin

Shurelov; the surround soundtrack), Inter-
national Theatre Festival, Varna (2011);
Andropolaroid, Yui Kawaguchi’s award
winning dance performance (mulichannel
sound environment) (2010); Tonschleuse
(16-channel sound installation), German
Historical Museum, Berlin (2009); Infra-
sonic Variafions, Rajko Alexiev Gallery,
Sofia / Young Atfists Biennale Bucharest
(2008); Guide (work by Ivan Moudov,
sound), Sofia City Art Gallery (2006).

www.semantics-of-sound.com

CTEJTA BACUJIEBA
STELA VASILEVA

Crena Bacunesa (p. 1983) xusee 1 pa-
601 Codus. 3asbplusa HaumoHanHata
xypoxecteeHa akapemus, Codpus.

Stela Vasileva (b. 1983) lives and works
in Sofia. Graduated from the National Art
Academy, Sofia.

Mhpmenpyanin manoxbu / One-arfist
shows: [anepus ,Mucua”, ObpxaseH
kynTypeH uHctutyT, MHBP / Mission
Gallery, State Cultural Institute, Sofia
(2012); As a Soup, lanepus Muctoner,
Codus / As a Soup, Pistolet Gallery, So-
fia (2011); Popmanko, Tanepus Backa
Emanymnosa, Codus / Formally, Vaska
Emanuilova Gallery, Sofia (2010).

Tpynoeu wmsnox6u / Group shows:
Short-list BAZA Award for Contempo-
rary Art, City Art Gallery, Sofia (2013);
Contemporary Art from Belarus, Croa-
tia and Bulgaria, Vienna (2012); Raw
Art Fair, Holland (2012); EAST of
BEST, Roodkapije Rott)terdam, Holland
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(2011); AKTOS5, Contemporary Art Fes-
tival, Bitola, Macedonia (2010).

Harpaau / Awards: The "Gaudenz B.
Ruf" Award for Young Attist, Sofia (2010).

CTEDPAHUA BATOEBA
STEFANIA BATOEVA

Credanus batoesa (p. 1981) xusee
pabotn & JloHgoH. B momenta cnegsa
marucTbpekata nporpama , Ckynntypa”
8 Royal College of Art, JlonpoH (2014).

1981) lives

and works in London. Currently she is

Stefania  Batoeva  (b.

attending the MA Sculpture course at the
Royal College of Art, London (2014).

WMhpmenpyanin  msnox6bn /  One-
artist shows: IN CONTROL, Galerie
Koal, Berlin (2012), Unstoppable,

Sariev Contemporary, Plovdiv (2012);
Suspended Disbelief, Vaska Emanouilova
Gallery, Sofia (2010).

Tpynoeu wsnox6u / Group shows:
Biennale Online (2013); Scattered
Showers — Forms of Weather, Frankfurter
Kunstverein (2013); Words to Be Spoken
Aloud, Turner Contemporary, Margate
(2013); WIPshow, RCA, London (2013);
Changing Percepfions, EBRD, London
(2012); Overlapping Biennial, Biennial
of Young Atists, Bucharest (2012);
Machine Fest, V22, London (2012); Why
Duchamp?, Sofia Arsenal (SAMSI), Sofia
(2012); East of Best, Roodkapije Gallery,
Rotterdam (2011); An Elusive Object
of Art, Galerie Dana Charkasi, Vienna
(2011); Distances, Le Guern Gallery,
Warsaw (2011); Photo | — Photo You,

CALVERT 22 Gallery, London (2010).

Harpagn / Awards: The "Gaudenz
B. Ruf" Award for Young Artist, Sofia
(2009); short-listed BAZA Award (2011)
and M-tel Award (2011) both in Sofia.
www.stefaniabatoeva.com

TAMO KMMYPA
TAIYO KIMURA

Tarto Kumypa (p. 1970) xueee wu
pabotn B AnoHus. 3asbpwsa Akage-
MMATQ 30 W3ALLHKA M3KYCTBA M AM3AMH
Sokei, Tokuo.

Taiyo Kimura (b. 1970) lives and
works in Japan. He graduated from
Sokei Academy of Fine Art and Design,
Tokyo.

Muanenayanku  manoxbu  (usbparu)
/ One-artist shows (selected): Taiyo
Kimura — new works, nca | nichido
contemporary art, Tokyo (2012); The
milk-white darkness, Osaka Seikei
University Gallery, Osaka (2012);
Propagation, Branch Gallery, North
Carolina, USA (2008); Unpleasant
Spaces  Wouerttembergischer  Kunst-
verein, Stuttgart (2004).

Tpynoeu wmsnox6u / Group shows:
Expo 1: New York, MoMA PS1, NYC
(2013); Curate NYC 2013, Gallery at
60 Bay NYC (2013); Constellations,
NARS Foundation Gallery, NYC
(2013); Borderline Collection 2, 21st
Century MCA, Kanazawa (2013);
theatre of the world, Museum of Old
and New Art, Tasmania (2013-2012);
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Gray, Kamiya Community Center /
Beppu Art Month program, Beppu
(2012); The RECORD: Contemporary
ARTand VINYL, North Carolina (2010)
/ Boston (2011); Miami (2012);
Henry Art Gallery, Seattle (2011);
"EMPORIUM"Museo Nazionale della
Scienza e della Tecnologia "Leonardo
da Vinci", Milano (2009); 10th
Istanbul Biennial, istanbul Foundation
For Culture and Arts, istanbul (2007).

Harpag1 v ctunenamm / Grants and
Awards:  Fellowship  Grant, Asian
Cultural  Council  (2013); Gotoh
Memorial Foundation Most Promising
Talent Prize (1999).

www.taiyokimura.com

JTbHE3AP BOAOXMEB
LUCHEZAR BOYADJIEV
INvyesap bospxwes (p. 1957) xu-
Bee u pabotn B Codus. 3asbpu-
Ba HaumoHannata  xysoxecTseHa

akapemms;, Codusa (1980).

Luchezar Boyadijiev (b. 1957) lives
and works in Sofia. Graduated from
the National Art Academy, Sofia
(1980).

MN3bpann usnoxbu / Selected exhibi-
tions: in 2013: "Time Cube", 2nd Bi-
ennial D-O ARK Underground, Tito's
Nuclear Bunker, Konjic, Bosnia and
Herzegovina; "Economics in Art",
MOCAK, Cracow, Poland; "Self-gov-
ernment: cultural evolution vs. revolu-
tion", Tst Biennale of Contemporary
Art, MCA, Odessa, Ukraine; "Not a

Library Artist Either...", SALT Galata,
Istanbul (solo). In 2012: "Present Un-
limited", Sofia Contemporary (festival),
various venues and city, Sofia; "A Pos-
sible History. Bulgarian Art through
the Sofia City Art Gallery Collection",
Sofia City Art Gallery, Sofia; "The Eye
Never Sees ltself", 2nd Ural Industrial
Biennial, Yekaterinburg, Russia; "The
Best of Times, the Worst of Times",
Kiev; "Why Duchamp?", Sofia; "Siyah
/ White", CDA-Projects, Istanbul. In
2011: "The Global Contemporary",
Karlsruhe; "Roaming Images", Thessa-
loniki; "Local Warming", Rouse (solo).
In 2010: "Luchezar Boyadjiev: Artist
in the Storage", City Art Gallery, Sofia
(solo); "Thank You for Your Understand-
ing", Antakya; "The Fate of Irony", Dus-
seldorf; "Our 20 Years in Contempo-
rary Art", ICA Gallery, Sofia; "Beyond
Credit", Istanbul. In 2009: "Common
History and its Private Stories", MUSA,
Vienna; "Wealth of Nations", Novi
Sad; 'liquid Frontiers", Lille; "Bad
Times/Good Times", Prague. In 2008:
"Art, Price and Value", Palazzo Strozzi,
Florence; "Wonder", Singapore; "The
Jerusalem Show", Al-Ma’mal, Jerusa-
lem; "Eurasia", MART, Rovereto; "Lucky
Number Seven", Santa Fe, USA; "Land
of Human Rights", <rotor> Graz;
"Brave New World...", IFA Gallery,
Berlin/Stuttgart. In 2007: 3rd Bien-
nial, Prague; "Attitude 2007", CAMK,
Kumamoto, Japan; "Footnotes", 2nd
Biennial, Moscow; "5 Views to Mecca
(and other scapes)", Feinkost Gallery,
Berlin (solo).
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