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çÂÁ‡‚ËÒËÏÓ ÓÚ Ò˙ÒÂ‰ÒÚ‚ÓÚÓ Ë ÍÛÎÚÛÌ‡-
Ú‡ ÒË ·ÎËÁÓÒÚ ‰ÌÂ¯ÌËÚÂ Å‡ÎÍ‡ÌË ‚ÒÂ
Ó˘Â Ò‡ ‡ÁÂ‰ËÌÂÌË Í‡ÚÓ ÌËÍÓfl ‰Û„‡
˜‡ÒÚ Ì‡ Ö‚ÓÔ‡. á‡ ÚÓ‚‡ ËÏ‡ ÏÌÓ„Ó ÔË-
˜ËÌË Ë ÔÓ‚Â˜ÂÚÓ ÓÚ Úflı Ò‡ Ò‚˙Á‡ÌË Ò
‰Â‚Ì‡Ú‡, ÔÓ-ÌÓ‚‡Ú‡ Ë Ò˙‚ÒÂÏ ÌÓ‚‡ ËÒ-
ÚÓËfl. Å‡ÎÍ‡ÌËÚÂ ÏÓ„‡Ú ‰‡ Ò‡ ÒÚË„Ï‡,
‡ÌÚËÂÍÎ‡Ï‡ ËÎË ‡ÍÂÚ‡ ÌÓÒËÚÂÎ ‚ Í‡-
ËÂ‡Ú‡ Ì‡ ÏÂÒÚÌË ıÛ‰ÓÊÌËˆË, ÍÛ‡ÚÓË
Ë ÚÂÓÂÚËˆË. ä˙Ï Úflı ËÌÚÂÂÒ ËÏ‡ Ë ÓÚ-
‚˙ÚÂ, Ë ÓÚ‚˙Ì. íÓÁË ÔÓÂÍÚ ËÁÒÎÂ‰‚‡
◊Á‡˘Ó“ Ë ◊Í‡Í“.

ÇÒË˜ÍÓ, ÍÓÂÚÓ ‚ËÌ‡„Ë ‚Ë ÒÂ Â ËÒÍ‡ÎÓ ‰‡
ÔÓÔËÚ‡ÚÂ, Ì‡Û˜ËÚÂ, Í‡ÊÂÚÂ Ë ÔÓÍ‡ÊÂÚÂ
ÔÓ ÔÓ‚Ó‰ Å‡ÎÍ‡ÌËÚÂ (ËÁÍÛÒÚ‚ÓÚÓ/ÍÛÎÚÛ-
‡Ú‡/ËÒÚÓËflÚ‡ ËÏ), ÌÓ ‚Ë Â ·ËÎÓ ÒÚ‡ı
‰‡ „Ó ÒÚÓËÚÂ Ì‡ ÌÂ·‡ÎÍ‡ÌÒÍ‡ ÁÂÏfl...

Å‡ÎÍ‡ÌÒÍËflÚ Ó·Â‰(ËÌËÚÂÎ)ÂÌ ÔÓÂÍÚ
ˆÂÎË ‰‡ ÓÒË„ÛË ÔÓÒÚ‡ÌÒÚ‚Ó Ë ÂÒÚÂÒÚ-
‚ÂÌ ÍÓÌÚÂÍÒÚ Á‡ Â‰Ì‡ ‚ÒÂ·‡ÎÍ‡ÌÒÍ‡ ÔÓ-
ÚË‚ÓÓÚ˜ÛÊ‰ËÚÂÎÌ‡ ‡ÍˆËfl. äÛ‡ÚÓË, ıÛ-
‰ÓÊÌËˆË, ÚÂÓÂÚËˆË ÓÚ Â„ËÓÌ‡ ÒÂ Ò˙·Ë-
‡Ú ‚ Å˙Î„‡Ëfl, Á‡ ‰‡ Û˜‡ÒÚ‚‡Ú ‚ ÌÂ˘Ó,
ÒËÎÌÓ Ì‡ÔÓÏÌfl˘Ó ÒÂÏÂÈÌ‡ ÒÂ˘‡.

In spite of its geographical and cultural
proximity the Balkans of today are still dis-
united like no other part of Europe. There
are many reasons behind the divisions and
most of them have to do with ancient, new
and most recent history. The Balkans
could be a stigma, an anti-advertisement
or a career vehicle for local artists, cura-
tors and theoreticians. There is an 
interest in the Balkans from both within and
without. This project explores the reasons
for this interest and how it is manifested. 

The project covers everything you have
always wanted to ask, know, say or show
about the Balkans (and their art/culture/
history) but was afraid to do so on a non-
Balkan soil... 

The Balkan Reunion project is meant to
provide a venue and a natural context for
an all-Balkan anti-alienation action.
Curators, artists, theoreticians from the
region flock together in Bulgaria for an
event much like a family reunion. 

Å‡ÎÍ‡ÌÒÍ‡ Ó·Â‰(ËÌËÚÂÎ)Ì‡ ÍÓÌÙÂÂÌ-
ˆËfl Â ˜‡ÒÚ ÓÚ ◊Ç „‡‰Ó‚ÂÚÂ Ì‡ 
Å‡ÎÍ‡ÌËÚÂ“, ‚ÚÓË ÂÚ‡Ô ÓÚ ÔÓÂÍ-
Ú‡ ◊Å‡ÎÍ‡ÌÒÍ‡ ÚËÎÓ„Ëfl“, Ó„‡ÌËÁË-
‡Ì ÓÚ äÛÌÒÚı‡ÎÂ îË‰ÂËˆË‡ÌÛÏ Ò
ÔÓ‰ÍÂÔ‡Ú‡ Ì‡ îÂ‰Â‡ÎÌ‡ ÙÓÌ‰‡ˆËfl
Á‡ ÍÛÎÚÛ‡, ÉÂÏ‡ÌËfl.

The Balkan Reunion/Pub(lic)
Conference takes place in the context of
“In the Cities of the Balkans”, the 2nd
part of the “Balkans Trilogy”, a project
initiated by the Kunsthalle Fridericianum
and funded by Kulturstiftung des
Bundes, Germany

Balkan Reunion/Pub(lic) 
Conference

“Gostilnica Rimskata Stena” 
(Roman Wall Pub), Sofia

Å‡ÎÍ‡ÌÒÍ‡ Ó·Â‰(ËÌËÚÂÎ)Ì‡
ÍÓÌÙÂÂÌˆËfl

ÉÓÒÚËÎÌËˆ‡ ◊êËÏÒÍ‡Ú‡ ÒÚÂÌ‡“, 
ëÓÙËfl
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ëÎÛ˜‡flÚ ÒÂ Ò˙ÒÚÓË ÓÚ:

‡) ÍÓÌÙÂÂÌˆËfl ‚˙ıÛ ◊ÌÂÛ‰Ó·ÌËÚÂ“ ‡Ò-
ÔÂÍÚË Ì‡ ËÁÍÛÒÚ‚ÓÚÓ, ÍÛÎÚÛ‡Ú‡ Ë ËÒÚÓ-
ËflÚ‡ Ì‡ ·‡ÎÍ‡ÌÒÍËÚÂ ÒÚ‡ÌË, ˜ÂÒÚÓ
ÔÂÌÂ·Â„‚‡ÌË ‚ Ò‚˙Á‡ÌËÚÂ Ò Å‡ÎÍ‡ÌË-
ÚÂ ‚˙Ì¯ÌË ÔÓÂÍÚË ËÎË ÔÂÏ˙Î˜‡‚‡ÌË
ÓÚ ·‡ÎÍ‡ÌÒÍËÚÂ ÔÂ‰ÒÚ‡‚ËÚÂÎË ÔÓ‡‰Ë
‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ÒÂ ÓÍ‡Ê‡Ú ÔÂÍ‡ÎÂÌÓ
ËÒÍÓ‚Ë;

·) Ò˙Ó·˘ÂÌËfl (ÔÓ 15-20 ÏËÌ.) Ë ‚ËÁÛ‡ÎÌË
ÔÂ‰ÒÚ‡‚flÌËfl Ì‡ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó
(‰Ë‡ÔÓÁËÚË‚Ë ËÎË ‚Ë‰ÂÓ Ï‡ÚÂË‡Î) ÓÚ
·‡ÎÍ‡ÌÒÍË ÒÚ‡ÌË ‚˙‚ ÙÓÏ‡Ú‡ Ì‡ ·ÎËˆ-
ËÁÎÓÊ·Ë;

‚) ÌÂÔÓ‚ÚÓËÏ‡ ÏËÚÓÎÓ„Ë˜ÌÓ ÔÓ‰˜ÂÚ‡-
Ì‡ (ËÎË ‰ÂÍÓÌÒÚÛË‡˘‡) ‡ÁıÓ‰Í‡ ‰Ó
Å‡ÎÍ‡Ì‡ (ÔÎ‡ÌËÌÒÍ‡ ‚ÂË„‡, Â‰ËÌÒÚ‚ÂÌÓ
Ì‡ÎË˜Ì‡ ‚ Å˙Î„‡Ëfl, ÍÓflÚÓ ÔÂÒË˜‡
ÒÚ‡Ì‡Ú‡ ÓÚ Á‡Ô‡‰ Ì‡ ËÁÚÓÍ Ë fl ‡Á‰ÂÎfl
Ì‡ ÒÂ‚ÂÌ‡ Ë ˛ÊÌ‡ ˜‡ÒÚ), ÍÓflÚÓ ‰‡‚‡
‚˙ÁÏÓÊÌÓÒÚ ‰‡ ÒÂ ÒÎÓÊË Í‡Í Ì‡ ÏflÒÚÓ-
ÚÓ, ‰‡ÎÓ ËÏÂÚÓ Ì‡ Â„ËÓÌ‡;

„) ÔÂÔÓ˙˜ËÚÂÎÌ‡ ·Ë·ÎËÓÚÂÍ‡ (ÔÂ‰ÓÒ-
Ú‡‚ÂÌË ÓÚ Û˜‡ÒÚÌËˆËÚÂ Ï‡ÚÂË‡ÎË);

‰) ÔÛ·ÎËÍ‡ˆËfl ÔÓ‰ ÙÓÏ‡Ú‡ Ì‡ ÍÌË„‡-
Ë/ËÎË CD-ROM ÒÔ‡‚Ó˜ÌËÍ, ÔÂ‰ÒÚ‡‚fl-
˘‡ ÚÂÍÒÚÓ‚Â, ‰ÂÈÒÚ‚ËÂÚÓ ‚ ÂÁ˛ÏÂ, ·Ë·-
ÎËÓ„‡ÙËË Ë ıÛ‰ÓÊÌËˆË Ò ÔÓ Â‰Ì‡ ‡·Ó-
Ú‡, Í‡ÍÚÓ Ë ÔËflÚÂÎÒÍ‡Ú‡ Ó·Â‰(ËÌËÚÂÎ)Ì‡
‡ÚÏÓÒÙÂ‡ Ì‡ ÒÂ˘‡Ú‡.

ÅÂÎÂÊÍ‡: ç‡ËÏÂÌÓ‚‡ÌËÂÚÓ Ì‡ Ú‡ÁË ˜‡ÒÚ
ÓÚ Ò˙·ËÚËÂÚÓ Â é·Â‰(ËÌËÚÂÎ)Ì‡ ÍÓÌÙÂ-
ÂÌˆËfl, ÍÓflÚÓ Â‰ÌÓ‚ÂÏÂÌÌÓ ˘Â ÒÂ ‚˙Á-
ÔÓÎÁ‚‡ ÓÚ/˘Â ‰ÂÍÓÌÒÚÛË‡ Â‚ÓÔÂÈÒ-
Í‡Ú‡ ÍÎ˛Í‡, ˜Â ıÓ‡Ú‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ
ÔÂÍ‡‚‡Ú ÔÓ‚Â˜Â ‚ÂÏÂ ‚ ÔËÍ‡ÁÍË Ë
ÔËÂÌÂ Ì‡ Í‡ÙÂ, ÓÚÍÓÎÍÓÚÓ ‚ ‡·ÓÚ‡.

ëÎÛıÓ‚Â ÔÓ Ì‡¯ÂÌÒÍË

Å‡ÎÍ‡ÌÒÍËflÚ Ó·Â‰(ËÌËÚÂÎ)ÂÌ ÔÓÂÍÚ Â
ÓÔËÚ Á‡ Ó·Ó·˘‡‚‡ÌÂ Ì‡ Ô‡ÍÚË˜ÂÒÍË Ë
ÍÓÎÂÍÚË‚ÂÌ ÓÔËÚ. ÉÎ‡‚ÌÓÚÓ ÏÛ Ì‡ÏÂÂ-
ÌËÂ Ó·‡˜Â Â ‚ ÔÂ‰ÔÓÎ‡„‡ÂÏ‡Ú‡ ‡ÚÏÓÒ-
ÙÂ‡ Ì‡ ·ÂÁ„ËÊËÂ, ‰‡ÎÂ˜ ÓÚ ÒÚÓ„Ëfl
ÔÓ„ÎÂ‰ Ì‡ Á‡Ô‡‰ÌËfl Ò‚flÚ, Ì‡ ÌÂ„Ó‚ËÚÂ
ÚÂÓÂÚËˆË, ÍÛ‡ÚÓË, ÍËÚËˆË, ÂÍÒÔÂÚË,

The event consists of: 

‡) A conference about the “unmention-
able” aspects of the arts, culture and his-
tory of the Balkan countries that are often
neglected in outsiders' projects related to
the Balkans or papered over by Balkan
agents considering them as too risky top-
ics to touch upon; 

b) Spoken presentations (15-20 min long)
and visual presentations of contemporary
art (slides or computer/beamer based pre-
sentations) from Balkan countries in the
form of blitz-shows; 

c) An unforgettable mythology-enhancing
(or deconstructing) trip to the Balkan
Mountains (a mountain range one can
only find in Bulgaria running from West to
East like a backbone splitting the country
into a northern and a southern half) pro-
viding an opportunity to set foot on the
very spot that gave the region its name;

d) A reference library (materials con-
tributed by participants in the event);

e) A publication in the form of a printed
book and/or a CD-ROM catalogue com-
prising summarized reviews and presenta-
tions, bibliographies and art works (one
piece per participant) and conveying the
event’s reunion atmosphere. (The book/
CD will be published in 2 or 3 languages,
e.g. Bulgarian, English, and German). 

Note: This part of the event goes under
the title Pub(lic) Conference, and it will
both take advantage of and deconstruct
the European gossip that in the Balkans
people spend more time chatting and sip-
ping coffee than working. 

Hearsay – Our Way

The Balkan Reunion project is an attempt
at capitalizing on practice and
collect(ive)ed experience. The crux howev-
er lies in the intended atmosphere of relax-
ation away from the stern glare of the
Western art world, with its theorists, cura-
tors, critics, experts, analysts, etc. It is req-
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‡Ì‡ÎËÁ‡ÚÓË Ë Ú. Ì. ç‡ÎÓÊËÚÂÎÌÓ Â ÔÓ‚-
ÚÓÌÓÚÓ, ·ÂÁ Û˜‡ÒÚËÂ Ì‡ ÔÓÒÂ‰ÌËˆË, ÛÒ-
Ú‡ÌÓ‚fl‚‡ÌÂ Ì‡ ıÛ‰ÓÊÂÒÚ‚ÂÌËÚÂ ‚˙ÚÂ¯-
ÌÓ·‡ÎÍ‡ÌÒÍË ‚˙ÁÍË ‰‡ ËÏ‡ ÌÂÙÓÏ‡-
ÎÂÌ ‰Ûı, ÔË ÍÓÈÚÓ Ì‡·Îfl„‡ÌÂÚÓ ‚˙ıÛ
·‡ÎÍ‡ÌÒÍËfl ◊‚ÍÛÒ“ Ì‡ ‚ÒË˜ÍË ÔÂ‰ÒÚ‡‚Â-
ÌË ‚ËÁÛ‡ÎÌË Ë ÚÂÍÒÚÓ‚Ë Ï‡ÚÂË‡ÎË ˘Â
ÒÂ ÓÍÛ‡Ê‡‚‡, ÔÓÍ‡È Ó·ÒÚ‡ÌÓ‚Í‡Ú‡ Ì‡
ÒÂ˘‡Ú‡, ‰Ó ÒÚÂÔÂÌ ‚ÍÎ˛˜‚‡ÌÂ Ì‡ ÒÎÛ-
ıÓ‚Â (ÔÓ Ì‡¯ÂÌÒÍË), ÔÂÍÓÏÂÌ‡ „Ó-
‰ÓÒÚ Ë/ËÎË ÍÎ˛ÍË Ì‡‡‚ÌÓ Ò ÛÒÚ‡ÌÓ‚Â-
ÌËÚÂ ÚÂÓËfl, ‡Ì‡ÎËÁ Ë ÍÓÏÂÌÚ‡. èÓ‰Ó·-
Ì‡ ‡ÚÏÓÒÙÂ‡ ·Ë ÔÂÎflÎ‡ ËÁ‚˙Ì ÍÓÌÙÂ-
ÂÌˆËflÚ‡ Ë ‰Â·‡Ú‡, ÓÚ‚˙‰ ÔÂÁÂÌÚ‡ˆËËÚÂ
Ë ÔÛ·ÎËÍ‡ˆËËÚÂ, ‰ÓË Ë ÒÎÂ‰ ÂÍÒÍÛÁËfl-
Ú‡ ‰Ó Å‡ÎÍ‡Ì‡.

ñÂÎÚ‡ ‚ ÒÎÛ˜‡fl Â ‰‡ ÒÂ ‰ÂÍÓÌÒÚÛË‡Ú
ÏËÚÓÎÓ„ËË ˜ÂÁ ÔÂ‡Á„ÎÂÊ‰‡ÌÂ Ì‡ ÓÚ-
Ëˆ‡ÚÂÎÌË ·‡ÎÍ‡ÌÒÍË Í‡˜ÂÒÚ‚‡ Ë Ò‚˙-
Á‡ÌËÚÂ Ò Úflı Â‚ÓÔÂÈÒÍË ‰ÓÌÓÒË Í‡ÚÓ: 

‡) Ì‡ Å‡ÎÍ‡ÌËÚÂ ıÓ‡Ú‡ ÔÂÍ‡‚‡Ú ÔÓ‚Â-
˜Â ‚ÂÏÂ ‚ ÔËÍ‡ÁÍË Ë ÔËÂÌÂ Ì‡  Í‡ÙÂ,
ÓÚÍÓÎÍÓÚÓ ‚ ‡·ÓÚ‡; 

·) Ì‡ Å‡ÎÍ‡ÌËÚÂ Ò˙˘ÂÒÚ‚Û‚‡Ú ÏÌÓ„Ó‚Â-
ÍÓ‚ÌË Ò˙ÔÂÌË˜ÂÒÚ‚‡, ‚‡Ê‰Ë, ÚÂÊÍË ÚÂ-
ÎÂÒÌË ÏÂÚ‡ÙÓË Ë Ú. Ì., ÍÓËÚÓ ÔÂ˜‡Ú Ì‡
ÓÚı‚˙ÎflÌÂÚÓ Ì‡ ÏËÌ‡ÎÓÚÓ Ë ËÁÔ‡‚flÌÂ-
ÚÓ ÔÂ‰ Ì‡ÒÚÓfl˘ÂÚÓ Ì‡ Ò‚ÂÚ‡.

uisite that the re-establishment of in-house
Balkan artistic relations without 
mediators has an informal atmosphere
where the Balkan flavor of all presented
visual and written material will be con-
doned, within an authentic settings, to the
point of deploying, alongside the stock
explanatory input, hearsay and chinwag
(the way we do it), undue pride and pork
barrel holdings-forth, etc. alongside the
sound theory, analysis and comments.
Such an atmosphere will spill over confer-
ence and debate, outside presentation
and publication, even beyond the journey
to the Balkan Mountain Range. 

The thrust of the event is to re- or decon-
struct the myth by overstressing the
alleged Balkan faults and adjacent
European gossip, e.g.: 

a) Balkan people spend more time chat-
ting and sipping coffee than working; 

b) there are ages-old rivalries and ani-
mosities across the Balkans often rolling
out monstrous bodily metaphors, etc. with
all that getting in the way of debugging the
past and facing the current realities.
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ÉÓÒÚËÎÌËˆ‡ ◊êËÏÒÍ‡Ú‡ ÒÚÂÌ‡“, ëÓÙËfl
“Gostilnica Rimskata Stena” (Roman Wall Pub), Sofia
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Participants:

01. Angel Angelov, Cultural Historian,   
Bulgaria

02. René Block, Curator, 
Director Kunsthalle Fridericianum,  
Germany

03. Iara Boubnova, Curator, Bulgaria
04. Luchezar Boyadjiev, Artist, Bulgaria
05. Maria-Thalia Carras, Curator, Greece
06. Uros Djuric, Artist, Serbia
07. Mariela Gemisheva, 

Fashion Designer, Bulgaria
08. Yana Genova, Cultural Studies,  

Bulgaria
09. Georgi Gospodinov, Writer, Bulgaria
10. Natasa Ilic, Curator, Coordinator of 

“In the Cities of the Balkans”, Croatia
11. Petya Kabakchieva, Sociologist, 

Bulgaria
12. Dimitar Kambourov, Cultural Studies, 

Bulgaria
13. Alexander Kiossev, Cultural Studies, 

Bulgaria
14. Ivan Kiuranov, Artist, Bulgaria
15. Bilyana Kourtasheva, 

Cultural Studies, Bulgaria
16. Boyan Manchev, Cultural Studies, 

Bulgaria
17. Vladia Mihailova, Cultural Studies, 

Bulgaria 
18. Ivan Moudov, Artist, Bulgaria
19. Miglena Nikolchina, Cultural Studies,  

Bulgaria
20. Hristijan Panev, Curator, Macedonia
21. Dan Perjovschi, Artist, Romania
22. Diana Popova, Art Critic/Curator, 

Bulgaria
23. Kiril Prashkov, Artist, Bulgaria
24. Basak Senova, Curator, Turkey
25. Kalin Serapionov, Artist, Bulgaria
26. Kosta Tanev, Artist, Bulgaria
27. Krassimir Terziev, Artist, Bulgaria
28. Veronika Tzekova, Artist, Bulgaria

ì˜‡ÒÚÌËˆË:

01. ÄÌ„ÂÎ ÄÌ„ÂÎÓ‚, ËÒÚÓËÍ 
Ì‡ ÍÛÎÚÛ‡Ú‡, Å˙Î„‡Ëfl

02. êÂÌÂ ÅÎÓÍ, ÍÛ‡ÚÓ, ‰ËÂÍÚÓ 
Ì‡ Kunsthalle Fridericianum, ÉÂÏ‡ÌËfl

03. ü‡ ÅÛ·ÌÓ‚‡, ÍÛ‡ÚÓ, Å˙Î„‡Ëfl
04. ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚, ıÛ‰ÓÊÌËÍ,  

Å˙Î„‡Ëfl
05. å‡Ëfl-í‡ÎËfl ä‡‡Ò, ÍÛ‡ÚÓ,

É˙ˆËfl
06. ìÓ¯ ÑÊÛË˜, ıÛ‰ÓÊÌËÍ, ë˙·Ëfl
07. å‡ËÂÎ‡ ÉÂÏË¯Â‚‡, ‰ËÁ‡ÈÌÂ, 

Å˙Î„‡Ëfl
08. üÌ‡ ÉÂÌÓ‚‡, ÍÛÎÚÛÓÎÓ„, Å˙Î„‡Ëfl
09. ÉÂÓ„Ë ÉÓÒÔÓ‰ËÌÓ‚, ÔËÒ‡ÚÂÎ, 

Å˙Î„‡Ëfl
10. ç‡Ú‡¯‡ àÎË˜, ÍÛ‡ÚÓ, ÍÓÓ‰ËÌ‡ÚÓ   

Ì‡ ◊Ç „‡‰Ó‚ÂÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“, 
ï˙‚‡ÚÒÍ‡

11. èÂÚfl ä‡·‡Í˜ËÂ‚‡, ÒÓˆËÓÎÓ„, 
Å˙Î„‡Ëfl

12. ÑËÏËÚ˙ ä‡Ï·ÛÓ‚, ÍÛÎÚÛÓÎÓ„,  
Å˙Î„‡Ëfl

13. ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚, ÍÛÎÚÛÓÎÓ„, 
Å˙Î„‡Ëfl

14. à‚‡Ì ä˛‡ÌÓ‚, ıÛ‰ÓÊÌËÍ, Å˙Î„‡Ëfl
15. ÅËÎflÌ‡ äÛÚ‡¯Â‚‡, ÍÛÎÚÛÓÎÓ„, 

Å˙Î„‡Ëfl
16. ÅÓflÌ å‡Ì˜Â‚, ÍÛÎÚÛÓÎÓ„, Å˙Î„‡Ëfl
17. ÇÎ‡‰Ëfl åËı‡ÈÎÓ‚‡, ÍÛÎÚÛÓÎÓ„, 

Å˙Î„‡Ëfl
18. à‚‡Ì åÛ‰Ó‚, ıÛ‰ÓÊÌËÍ, Å˙Î„‡Ëfl
19. åË„ÎÂÌ‡ çËÍÓÎ˜ËÌ‡, ÍÛÎÚÛÓÎÓ„, 

Å˙Î„‡Ëfl
20. ïËÒÚËflÌ è‡ÌÂ‚, ÍÛ‡ÚÓ, 

å‡ÍÂ‰ÓÌËfl
21. Ñ‡Ì èÂÊÓ‚ÒÍË, ıÛ‰ÓÊÌËÍ, êÛÏ˙ÌËfl
22. ÑË‡Ì‡ èÓÔÓ‚‡, ıÛ‰ÓÊÂÒÚ‚ÂÌ,   

ÍËÚËÍ/ÍÛ‡ÚÓ, Å˙Î„‡Ëfl
23. äËËÎ è‡¯ÍÓ‚, ıÛ‰ÓÊÌËÍ, 

Å˙Î„‡Ëfl
24. Å‡¯‡Í ëÂÌÓ‚‡, ÍÛ‡ÚÓ, íÛˆËfl
25. ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚, ıÛ‰ÓÊÌËÍ, 

Å˙Î„‡Ëfl
26. äÓÒÚ‡ í‡ÌÂ‚, ıÛ‰ÓÊÌËÍ, Å˙Î„‡Ëfl
27. ä‡ÒËÏË íÂÁËÂ‚, ıÛ‰ÓÊÌËÍ, 

Å˙Î„‡Ëfl
28. ÇÂÓÌËÍ‡ ñÂÍÓ‚‡, ıÛ‰ÓÊÌËÍ, 

Å˙Î„‡Ëfl
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ü‡ ÅÛ·ÌÓ‚‡, ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚

ä‡Í‚Ó Â, 
ÍÓÂÚÓ Ô‡‚Ë ‰ÌÂ¯ÌËÚÂ Å‡ÎÍ‡ÌË
ÚÓÎÍÓ‚‡ ÓÒÓ·ÂÌË, 
Ú‡Í‡ ÔË‚ÎÂÍ‡ÚÂÎÌË?

óÂ Í‡Í‚Ó ÎË ÌÂ „Ë Ô‡‚Ë Ú‡ÍË‚‡...?!? å‡ÈÚ‡Ô ·Â...

– á‡˘Ó Å‡ÎÍ‡ÌËÚÂ?
– Ä Á‡˘Ó ÌÂ...?

ÑÓË ÒÎÂ‰ ÚÓÎÍÓ‚‡ ÏÌÓ„Ó ËÁÎÓÊ·Ë* Ú‡Í‡ Ë ÌÂ ÒÚ‡Ì‡ flÒÌÓ... åÓÊÂ ‰‡ Â ·ËÎÓ Ò˙‚Ô‡-
‰ÂÌËÂ; ÏÓÊÂ ‰‡ ÒÂ Â ÔÓfl‚ËÎ‡ ÍÓÏ·ËÌ‡ˆËfl ÓÚ Ì‡ÒÎ‡„‚‡˘Ë ÒÂ Ù‡ÍÚÓË. Ç˙‚ ‚ÒÂÍË
ÒÎÛ˜‡È ÏÂÊ‰Û ÔÓÎÂÚÚ‡ Ì‡ 2002 Ë Í˙ÒÌ‡Ú‡ ÂÒÂÌ Ì‡ 2003 „. ÒÂ Á‡·ÂÎflÁ‚‡¯Â ÔÓÒÚÂ-
ÔÂÌÌÓ Ì‡‡ÒÚ‚‡ÌÂ Ì‡ Ì‡ÔÂÊÂÌËÂÚÓ ËÁ ıÛ‰ÓÊÂÒÚ‚ÂÌËÚÂ Å‡ÎÍ‡ÌË, Ë ÌÂ ÔÓ-Ï‡ÎÍÓ ËÁ
„‡‰Ó‚ÂÚÂ, Í˙‰ÂÚÓ ËÁÎÓÊ·ËÚÂ ÒÂ ÒÎÛ˜Ëı‡. çÂ ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ËÏ‡¯Â ËÁÌÂÌ‡‰Ë,
Ú˙È Í‡ÚÓ Â‰Ì‡ ËÁÎÓÊ·‡, ·ÎËÁÍ‡ ÔÓ ‡ÁÏÂ‡ ÒË Ì‡ ·ËÂÌ‡ÎÂ (Ó˘Â ÔÓ‚Â˜Â ÚË Ì‡ÍÛÔ,
Ò˙·‡ÌË ‚ „Ó‰ËÌ‡ Ë ÔÓÎÓ‚ËÌ‡), ÓÚÌÂÏ‡ ‰˙Î„Ó ‚ÂÏÂ Á‡ ÔÓ‰„ÓÚÓ‚Í‡ Ë ˜Ó‚ÂÍ ‚ Í‡ÈÌ‡
ÒÏÂÚÍ‡ Ò‚ËÍ‚‡ Ò ÔÓfl‚‡Ú‡ π. Ç ÌflÍÓË ÏÓÏÂÌÚË ÔÓ‰„ÓÚ‚ËÚÂÎÌËÚÂ ÔÓˆÂÒË ÒÂ Á‡ÒÚ˙Ô-
‚‡ı‡, ‰‡ Â˜ÂÏ ÓÍÓÎÓ ‡ÔËÎ-Ï‡È 2003 „Ó‰ËÌ‡. Ç ÏÌÓ„Ó ÓÚ ÒÎÛ˜‡ËÚÂ Û˜‡ÒÚ‚‡˘ËÚÂ ıÛ-
‰ÓÊÌËˆË, ‡·ÓÚËÚÂ Ë Ò˙ÚÛ‰ÌËˆËÚÂ ÔÓ ÏÂÒÚ‡ Ò˙‚Ô‡‰‡ı‡. å‡Í‡ Ò˙˘Ó ‰‡ Â ‚flÌÓ,
˜Â ‚ÒflÍ‡ ÓÚ ËÁÎÓÊ·ËÚÂ ·Â ‰ÓÒÚ‡ ‡ÁÎË˜Ì‡ ÓÚ ‰Û„ËÚÂ, ÚÓÎÍÓ‚‡, ÍÓÎÍÓÚÓ Ò‡ ‡ÁÎË˜-
ÌË Ë ÔÓ‰ıÓ‰ËÚÂ, ÏÂÚÓ‰ËÚÂ, ÔËÓËÚÂÚËÚÂ Ë ÎË˜ÌÓÒÚËÚÂ Ì‡ ‚Ó‰Â˘ËÚÂ ÍÛ‡ÚÓË. à ‚ÒÂ
Ô‡Í ‚˙ÔÓÒËÚÂ ‚ËÒflÚ: Á‡˘Ó ÒÂ„‡? Á‡˘Ó Â‰Ë-Í˙‰Â ÒË? Á‡˘Ó ÚÓ˜ÌÓ ÚÂÁË ÍÛ‡ÚÓË?
ÌËÂ Ô˙Í Á‡˘Ó?

çÂÍ‡ ÓÔËÚ‡ÏÂ ‰‡ ÔÓ„‡‰‡ÂÏ Ï‡ÎÍÓ, ‡? à Ú‡Í‡, Í‡Í‚Ó Í‡‡ ÚËÏ‡ ‚Ó‰Â˘Ë ÍÛ‡ÚÓË Ë
ÎË˜ÌÓÒÚË ÓÚ „ÓÂ-‰ÓÎÛ Â‰ËÌ ÔÓÍÓÎÂÌ˜ÂÒÍË Ó·ı‚‡Ú, Ë ÚËÏ‡Ú‡ ÔÓ ‚˙ıÓ‚ÂÚÂ Ì‡ ÔÓ-
ÙÂÒËflÚ‡ Ë ÈÂ‡ıËflÚ‡ Ì‡ ıÛ‰ÓÊÂÒÚ‚ÂÌËfl Ò‚flÚ, Ò ËÁÍÎ˛˜ËÚÂÎÌË ·ËÓ„‡ÙËË, ÂÔÛÚ‡-
ˆËË Ë ÔËÌÓÒ, Ò Í‡ÈÌÓ ‡ÍÚË‚ÂÌ ‰ÌÂ‚ÂÌ Â‰ ÓÚ ÔÓÂÍÚË Ë Ú. Ì. Ë Ú. Ô., ËÁ‚Â‰Ì˙Ê (Ë
Ì‡ËÒÚËÌ‡ ÎË ËÁ‚Â‰Ì˙Ê?) ÌÂ Ò‡ÏÓ ‰‡ ‡Á‚ËflÚ ÎË˜ÂÌ ËÌÚÂÂÒ ÒÔflÏÓ Ò˙‚ÂÏÂÌÌËfl
ıÛ‰ÓÊÂÒÚ‚ÂÌ ÍÓÌÚÂÍÒÚ Ì‡ Å‡ÎÍ‡ÌËÚÂ Ë ÏÌÓÊÂÒÚ‚ÓÚÓ ËÏ ıÛ‰ÓÊÌËˆË – ‰ÓÍ‡Á‡ÌË ËÎË
ËÁ„fl‚‡˘Ë, ÔÓ-ÏÎ‡‰Ë ËÎË ÔÓ-‚˙Á‡ÒÚÌË (Ò ÏÌÓ„Ó ÓÚ ÍÓËÚÓ ‚Â˜Â Ò‡ ‡·ÓÚËÎË ÔÓ ‡Á-
ÎË˜ÌË ÔÓ‚Ó‰Ë), ÌÓ Ë ÔÛ·ÎË˜ÌÓ ‰‡ ‰ÂÏÓÌÒÚË‡Ú Û‚ÎÂ˜ÂÌËÂ, ‰ÓË ÔËÒÚ‡ÒÚËÂ ÒÔfl-
ÏÓ Â‰ËÌ Ë Ò˙˘ ÍÓÌÚÂÍÒÚ ‚ ÌÂ„Ó‚‡Ú‡ ˆflÎÓÒÚ, ÒÎÓÊÌÓÒÚ Ë ÂÌÂ„Ëfl? èÓ„ÎÂ‰ÌÂÚÂ ‰Â·-
ÌËÚÂ ÛÎËÍË, ÔÓ‰Á‡„Î‡‚ËflÚ‡, ÒÓ·ÒÚ‚ÂÌÓÚÓ ËÏ ÏËÌ‡ÎÓ – ÔË èÂÚÂ Ç‡È·ÂÎ Ë ÂÍËÔ‡ ÏÛ
Â ◊Ú˙ÒÂÌÂ“; ÔË ï‡‡Î‰ áÂÂÏ‡Ì ◊Å˙‰Â˘ÂÚÓ Â ‚ Å‡ÎÍ‡ÌËÚÂ“; ÔË êÂÌÂ ÅÎÓÍ ◊Ç ‰Â·-

* ÖÒÂÌÚ‡ Ì‡ 2002: ◊Ç Ú˙ÒÂÌÂ Ì‡ Å‡ÎÍ‡ÌËfl“, çÓ‚‡ „‡ÎÂËfl Ì‡ åÛÁÂÈ
âÓ‡ÌÂÛÏ, É‡ˆ, Ä‚ÒÚËfl, Ò ÍÛ‡ÚÓË èÂÚÂ Ç‡È·ÂÎ, êÓ‰Ê˙ äÓÌÓ‚˙, 
Ö‰‡ óÛÙÂ; ÔÓÎÂÚÚ‡ Ì‡ 2003: ◊ä˙‚ Ë ÏÂ‰/Å˙‰Â˘ÂÚÓ Â ‚ Å‡ÎÍ‡ÌËÚÂ“,
äÓÎÂÍˆËfl ÖÒÂÎ, äÎÓÒÚÂÌÓÈ·Û„/ÇËÂÌ‡, Ä‚ÒÚËfl, Ò ÍÛ‡ÚÓ 
ï‡‡Î‰ áÂÂÏ‡Ì; ÂÒÂÌÚ‡ Ì‡ 2003: ◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“, 
äÛÌÒÚı‡ÎÂ îË‰ÂËˆË‡ÌÛÏ, ä‡ÒÂÎ, ÉÂÏ‡ÌËfl, Ò ÍÛ‡ÚÓ êÂÌÂ ÅÎÓÍ.
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Iara Boubnova, Luchezar Boyadjiev

Just what is it 
that makes today’s Balkans 
so different, so appealing?

Well, is there anything that doesn’t...?!? Just kidding... 

– Why Balkan? 
– Why not...?

After so many shows* it is still unclear why… Might have been a coincidence; might have
been a combination of various factors playing up to each other. In any event, between
the spring of 2002 and the late fall of 2003 there was a slow build-up of suspense around
the artistic Balkans, as well as, to no less extent, around the cities where the shows were
taking place. There were hardly any surprises due to the fact that an exhibition, especial-
ly one the size of a biennial (let alone three of them within 18 months) takes a long time
to prepare and one gets accustomed to the fact of its coming along. In some cases the
processes of preparation overlapped, e.g. around April and May 2003. In many cases
the participating artists, works and local partners were identical. It is also true that each
show was quite different from the others just as were the approaches, methods, agen-
das and personalities of the lead curators. Still, the questions remain: why now; why
these venues; why these particular curators; why us?  

Let’s try some guesswork, shall we? So, what is it that drives three top curators/person-
alities from nearly the same generational span, at the top of the profession and the art
world hierarchies, with incredible track records, reputations and contributions, with a very
active agenda of projects on their hands, etc. to all of a sudden (or was it?) develop not
only a private interest for the contemporary art context of the Balkans and its numerous
artists – established or upcoming, younger or older (with many of whom these curators
had already worked on a variety of occasions), but a publicly pronounced liking, or even
obsession with one and the same context in its entirety, complexity, vitality? Look into the
little clues, the subtitles, and the personal backgrounds: for Peter Weibel and his team it
is “a search”; for Harald Szeemann “Future’s in the Balkans”; for René Block “In the
Gorges of the Balkans” tolls the bell of childhood, his fascination with Karl May and the
quest for unknown lands, full of adventure and passion, that he nonetheless never visit-
ed. (Karl May, that is…) 

* Fall of 2002: “In Search of Balkania”, Neue Galerie am Landesmuseum
Joanneum, Graz, Austria with curators Peter Weibel, Roger Conover, 
Eda Cufer; Spring of 2003: “Blood & Honey/Future’s in the Balkans”, 
The Essl Collection, Klosterneuburg/Vienna, Austria with curator 
Harald Szeemann; Fall of 2003: “In the Gorges of the Balkans”, 
Kunsthalle Fridericianum, Kassel, Germany with curator René Block.
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ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“ ·ËÂ Í‡Ï·‡Ì‡Ú‡ Ì‡ ‰ÂÚÒÚ‚ÓÚÓ, Ì‡ ‚˙ÁıË˘ÂÌËÂÚÓ ÓÚ ä‡Î å‡È Ë
Ô˙Úfl Í˙Ï ÌÂÔÓÁÌ‡ÚË ÁÂÏË, Ô˙ÎÌË Ò ÔËÍÎ˛˜ÂÌËfl Ë ÒÚ‡ÒÚ, ÍÓËÚÓ ‚˙ÔÂÍË ÚÓ‚‡ ÌÂ Â
ÔÓÒÂÚËÎ (ä‡Î å‡È ‰Â).

éÚ„‡Ú‚‡ÌÂÚÓ ÏÓÊÂ ‰‡ ÔÓ‰˙ÎÊË Ò Ï‡ÎÍÓ ‚˙ÚÂ¯Ì‡ ËÌÙÓÏ‡ˆËfl: ◊ÒÔÛÒ˙Í˙Ú“ Ì‡ Ç‡È-
·ÂÎ ·Â Ì‡ÚËÒÌ‡Ú ÓÚ ÂÍËÔ‡ ÏÛ, Ë ÔÓ-ÚÓ˜ÌÓ ÓÚ êÓ‰Ê˙ äÓÌÓ‚˙, ÍÓÈÚÓ Ó˘Â ÔÂÁ flÌÛ‡-
Ë 1999 „. Ó·ËÍ‡Îfl¯Â Å‡ÎÍ‡ÌËÚÂ Í‡ÚÓ ◊Ú˙Ò‡˜ Ì‡ Ò˙ÍÓ‚Ë˘‡“ ‚ Í‡˜ÂÒÚ‚ÓÚÓ ÒË Ì‡ Â-
‰‡ÍÚÓ ÓÚ MIT Press ÓÚ äÂÈÏ·Ë‰Ê, å‡Ò‡˜ÛÁÂÚÒ, ÔÓ‰ÔÓÏÓ„Ì‡Ú (Ë ‰ÓË Ì‡ÒÚ‡‚Îfl‚‡Ì
‚ ÒÎÓÊÌÓÒÚËÚÂ Ì‡ Â„ËÓÌ‡) Ë ÚÓ„‡‚‡, Ë ÔÓ-Í˙ÒÌÓ ÓÚ ÏÂÒÚÂÌ ÊËÚÂÎ – Ö‰‡ óÛÙÂ ÓÚ
ã˛·ÎflÌ‡. èË ÚÓÁË ÒÎÛ˜‡È ËÏ‡¯Â Â‰ÌÓ ·‡‚ÌÓ ËÁ„‡Ê‰‡ÌÂ Ì‡ Ì‡ÏÂÂÌËÂ, ÔÎ‡Ì Ë
‰ÂÈÒÚ‚ËÂ. èÓÎÂÁÌÓ Â ‰‡ ÒË ÔËÔÓÏÌËÏ, ˜Â Ä‚ÒÚËfl Ë ‚ ˜‡ÒÚÌÓÒÚ É‡ˆ, ÔÓÍ‡Á‡Î ◊Ç
Ú˙ÒÂÌÂ Ì‡ Å‡ÎÍ‡ÌËfl“, Ò‡ ÔÓ-·ÎËÁÓ ‰Ó Å‡ÎÍ‡ÌËÚÂ ÓÚ ÏÌÓ„Ó ‰Û„Ë ‡ÈÓÌË Ì‡ Ö‚ÓÔ‡.

áÂÂÏ‡Ì ·Â ◊ÔÓ‰„flÚ“ ÔÓ ‚ÂÏÂ Ì‡ ÒÚ‡ÌÂÌ Á‡ Ó·Ë˜‡ÈÌ‡Ú‡ ÏÛ ÒÂ‰‡ ÒËÏÔÓÁËÛÏ ‚˙-
ıÛ ÌÓ‚ËÚÂ ÏÂ‰ËË ‚ ı˙‚‡ÚÒÍËfl „‡‰ ã‡·ËÌ. ëËÎÌÓ Á‡ÏÂÒÂÌ ÒÂ ÓÍ‡Á‚‡ Á‡ÌËÏ‡‚‡˘ËflÚ
ÒÂ Ò Úflı åÂÎÂÌÚËÂ è‡Ì‰ËÎÓ‚ÒÍË, ÍÛ‡ÚÓ ÓÚ ëÍÓÔËÂ. ëÔÓÂ‰ ÂÎÂÍÚÓÌÌ‡Ú‡ ÔÓ˘‡,
Ò˙Ó·˘ÂÌËflÚ‡ ÔÓ ÍÓflÚÓ ÔË¯ÔÓ‚‡ı‡ ıÛ‰ÓÊÌËˆË ‰‡ ËÁÔ‡˘‡Ú ‚ËÁÛ‡ÎÂÌ Ï‡ÚÂË‡Î Ì‡
ÚÓÍÛ-˘Ó ◊Á‡Ë·ÂÌËfl“ ÔÓ˜ÛÚ ÍÛ‡ÚÓ, ÚÓ‚‡ Úfl·‚‡ ‰‡ ÒÂ Â ÒÎÛ˜ËÎÓ ÓÍÓÎÓ 2000 „Ó‰Ë-
Ì‡... ê‡ÁÛÏÌËÚÂ ıÛ‰ÓÊÌËˆË ÌÂ ÔÓÒÚ˙ÔËı‡ Ú‡Í‡, ÒÎÂ‰ Í‡ÚÓ ÛÔ‡ÊÌfl‚‡ÌÂÚÓ Ì‡ Ì‡ÚËÒÍ
·Â ‚Ë‰ËÏÓ ·ÂÁÒÏËÒÎÂÌÓ, Ó˘Â ÔÓ‚Â˜Â ˜Â ˜Ó‚ÂÍ˙Ú ·Â ‰˙Î·ÓÍÓ ÔÓÚ˙Ì‡Î ÏÂÊ‰Û ‰‚‡
ÔÓÒÎÂ‰Ó‚‡ÚÂÎÌË ‚ÂÌÂˆË‡ÌÒÍË ◊„‡ÒÚÓÎ‡“. ëÎÂ‰ ÚÓ‚‡ ËÁÌËÍÌ‡ ‚ÒÂËÁ‚ÂÒÚÌËflÚ ÒÎÛ˜‡È
Ò ÔËÒ‚ÓÂÌÓÚÓ/ÔËÒÔÓÒÓ·ÂÌÓ Ì‡Á‚‡ÌËÂ Á‡ ËÁÎÓÊ·‡Ú‡ Ë Ú. Ì. ÅÂÁÒÔÓÌÓ ÔÂÁ Í˙ÒÌ‡-
Ú‡ 2002 ËÎË ‡ÌÌ‡Ú‡ 2003 „. Ì‡ ÒˆÂÌ‡Ú‡ ÒÂ ÔÓfl‚Ë äÓÎÂÍˆËflÚ‡ ÖÒÂÎ Í‡È ÇËÂÌ‡, ÍÓflÚÓ
ÔÂ‰ÓÒÚ‡‚Ë ÔÓÏÂ˘ÂÌËfl Ë ‚ÒË˜ÍË ÒÂ ÒÔÂÚÌ‡ıÏÂ Á‡ Ú‡Ï...

èÓ-ÛÒÎÓÊÌÂÌ ËÁ„ÎÂÊ‰‡ ÒÎÛ˜‡flÚ Ò êÂÌÂ ÅÎÓÍ, Ú˙„Ì‡Î ‰‡ ‰ÂÈÒÚ‚‡ ÔÓ-‡ÌÓ ÓÚ ‰Û„ËÚÂ.
èÂÁ 1995 „. ÚÓÈ ÍÛË‡ ·ËÂÌ‡ÎÂÚÓ ‚ àÒÚ‡Ì·ÛÎ Ë ÔÂÍ‡‡ ‰ÓÒÚ‡ ‚ÂÏÂ ‚ ÚÓÁË „‡‰.
èÓ-Í˙ÒÌÓ, ÔÂÁ ÂÒÂÌÚ‡ Ì‡ 2001 „., Á‡ÔÓ˜Ì‡ ‰‡ Á‡‰‡‚‡ ‚˙ÔÓÒË Á‡ Å‡ÎÍ‡ÌËÚÂ, Á‡ÓÒÚ-
ÂÌË ‚˙ıÛ ËÒÚÓËflÚ‡, ‰ÂÚÒÍËÚÂ ÒÔÓÏÂÌË, ‚Á‡ËÏÓ‚˙ÁÍËÚÂ Ë Ú. Ì., ÓÚÌ‡˜‡ÎÓ ÌÂÓÙË-
ˆË‡ÎÌÓ, ÔÓÒÎÂ ÒËÒÚÂÏ‡ÚË˜ÌÓ, Ë Ì‡Í‡fl, Ì‡ ÙËÌ‡Î‡ Ì‡ 2001 „., Ó·fl‚Ë ÒÂËÓÁÌËÚÂ ÒË
Ì‡ÏÂÂÌËfl Ì‡ ÔÓÙÂÒËÓÌ‡ÎËÒÚËÚÂ ‚ Â„ËÓÌ‡. ÇÒÂ Ô‡Í, ÍÓ„‡ÚÓ ÔÂÁ ÔÓÎÂÚÚ‡ Ì‡ 2003 „.
ÚÓÈ ÛÚÓ˜ÌË ÌÂ Ò‡ÏÓ ËÁÎÓÊ·ÂÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÌÓ Ë ‰‡Ú‡Ú‡ Ì‡ ÓÚÍË‚‡ÌÂÚÓ, ‰Û„Ë-
ÚÂ ‰‚Â ·‡ÎÍ‡ÌÒÍË ËÁÎÓÊ·Ë ‚Â˜Â ·flı‡ ÔÛ·ÎË˜ÌÓ ËÁ‚ÂÒÚÌË Ë Ù‡ÍÚ Á‡ ÒÔÂˆË‡ÎËÁË‡ÌË-
ÚÂ ËÁ‰‡ÌËfl. íÓ‚‡ ËÁ„ÎÂÊ‰‡¯Â Â‰ÌÓ‚ÂÏÂÌÌÓ Ë Í‡ÚÓ ÔÓÍÎflÚËÂ, Ë Í‡ÚÓ ·Î‡„Ó‰‡Ú.
àÁÎÓÊ·‡Ú‡ Ì‡ êÂÌÂ ÅÎÓÍ, ‚ÂÓflÚÌÓ Ì‡È-‚ÌËÏ‡ÚÂÎÌ‡Ú‡ Í˙Ï ˆflÎÓÒÚÌËfl ·‡ÎÍ‡ÌÒÍË
ÍÓÌÚÂÍÒÚ, ÔÓÎÛ˜Ë Ì‡È-Ï‡ÎÍÓ ÓÒ‚ÂÚÎfl‚‡ÌÂ Ë ÏÂ‰ËÈÌÓ ‚ÌËÏ‡ÌËÂ...

ëÂ„‡ ËÎË ÌËÍÓ„‡... 

ë Â‰Ì‡ ‰ÛÏ‡ ÌÂ ËÁ„ÎÂÊ‰‡ ÚÂÁË ÍÛ‡ÚÓË ‰‡ Ò‡ Â¯ËÎË ÓÚ‚Â‰Ì˙Ê ◊‰‡ ı‚‡Ì‡Ú Å‡ÎÍ‡Ì‡“.
èÓÙÂÒËÓÌ‡ÎÌËÚÂ ËÏ Â¯ÂÌËfl ÌÂ ËÁÌËÍÌ‡ı‡ ËÁÌÂ‚Ë‰ÂÎËˆ‡, ‡ ‚ ÂÁÛÎÚ‡Ú Ì‡ Ò„ÎÓ·fl-
‚‡ÌÂ Ì‡ ËÌÙÓÏ‡ˆËfl, ÏÓÚË‚‡ˆËfl, ÍÓÌÚ‡ÍÚË Ë Ú. Ì. éÚ ‰Û„‡ ÒÚ‡Ì‡, ÚÓ‚‡ ÌÂ Ò‡ Ë Ô˙-
‚ËÚÂ, ÍÓÌˆÂÌÚË‡ÌË ‚˙ıÛ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó ÓÚ ·‡ÎÍ‡ÌÒÍËÚÂ ÒˆÂÌË ËÁÎÓÊ·Ë.
çËÚÓ Ô˙Í Ò‡ ‚ÍÎ˛˜ËÎË ÏÌÓ„Ó ÔÓ‚Â˜Â ÌÂËÁ‚ÂÒÚÌË ‰Ó ÏÓÏÂÌÚ‡ ıÛ‰ÓÊÌËˆË Ë ‡‚ÚÓË.
Ö‰ËÌ ·˙Á ÔÂ„ÎÂ‰ Ì‡ ÒÔÓÏÂÌËÚÂ ˘Â ËÁ‚‡‰Ë ‰ÓÒÚ‡Ú˙˜ÌÓ ÏÂÒÚÌË ËÌËˆË‡ÚË‚Ë, Ú˙„‚‡È-
ÍË ÓÚ Í‡fl Ì‡ 1998 „. – ËÁÎÓÊ·‡Ú‡ Ì‡ Ö‰Ë åÛÍ‡ ◊èÓÒÚÓflÌÌ‡ ÌÂÒÚ‡·ËÎÌÓÒÚ“ ‚ íË‡Ì‡,
ÔÂÁ ◊àÁÏËÒÎflÌÂ Ì‡ Ì‡Ó‰“ ÓÚ 1999 „. Ë ◊èÂ‚˙˘‡ÌËfl“ ÓÚ 2001 „., ÒÎÛ˜ËÎË ÒÂ ‚ ÌflÍÓË
„‡‰Ó‚Â Ì‡ ÔÓÎÛÓÒÚÓ‚‡; ÔÓÒÎÂ ËÌËˆË‡ÚË‚‡Ú‡ Å‡ÎÍ‡ÌÒÍ‡ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡ ÏÂÊ‡ Ë
Ú. Ì., Ë Ú. Ì. éÚ Ì‡¯‡ „ÎÂ‰Ì‡ ÚÓ˜Í‡ ÌÂ ÔÓ-Ï‡ÎÍÓ ÒË ÒÚÛ‚‡ ÒÔÓÏÂÌ‡‚‡ÌÂÚÓ Ì‡ àÒÚ‡Ì-
·ÛÎÒÍÓÚÓ ·ËÂÌ‡ÎÂ ÓÚ 1992 „. Ë ÚÂÍÒÚ‡ ‚ Í‡Ú‡ÎÓ„‡ ÓÍÓÎÓ ·˙Î„‡ÒÍÓÚÓ Û˜‡ÒÚËÂ, ÏÓÊÂ ·Ë
Ô˙‚ËflÚ ‚ ıÛ‰ÓÊÂÒÚ‚ÂÌËfl ÍÓÌÚÂÍÒÚ, ÙÓÍÛÒË‡Ì ‚˙ıÛ ÒÚ‡ÌÌËfl ÒÚ‡ÚÛÚ Ì‡ Â„ËÓÌ‡.
ë˙˘ÓÚÓ Ò˙·ËÚËÂ Â Ò‚˙Á‡ÌÓ Ë Ò ÛÒÚ‡ÌÓ‚fl‚‡ÌÂÚÓ Ì‡ ÌflÍÓË Ì‡˜‡ÎÌË ÔÓÙÂÒËÓÌ‡ÎÌË
ÍÓÌÚ‡ÍÚË ÏÂÊ‰Û ıÛ‰ÓÊÌËˆË Ë ÍÛ‡ÚÓË ÓÚ Â‰Ì‡ Ó·˘Ó·‡ÎÍ‡ÌÒÍ‡ ÔÓÍÓÎÂÌ˜ÂÒÍ‡ „ÛÔ‡.
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The guesswork could go on with bits of insiders’ knowledge: Weibel was “triggered” by
his team, namely Roger Conover who as early as January 1999 already was out on a
“treasure hunt” for manuscripts around the Balkans in his capacity as an editor and
“manuscript purchaser” for the MIT Press in Cambridge, Massachusetts aided (or even
coached into the complexities of the region) then and later on by a local, Eda Cufer,
from Ljubljana. In this case there was a slow build-up of intention, plan and action. 
It might be useful to keep in mind that Austria, and Graz in particular, the venue of 
“In Search of Balkania”, is a lot closer to the Balkans than many other regions in Europe. 

Szeemann was “warmed up to the idea” during a strange, for his milieu, new media
workshop in the city of Labin in Croatia. Melentie Pandilovski, a new media curator from
Skopje, is proven to have been seriously involved. It must have happened around 2000,
judging from the e-mail messages artists started to receive urging them to send visual
materials to the famous curator who had just been “hooked up”... Reasonable artists did
not do as urged for it was obviously meaningless to apply pressure, not least since the
guy was at the deepest end between two back-to-back Venice stints. Then there was the
notorious case of the appropriated/adjusted title of the show, and so on. Obviously in
late 2002 or early 2003 the Essl Collection near Vienna had stepped in to provide the
venue and we were all set to go… 

It was more complicated with René Block who started out earlier than anybody else. 
In 1995, he curated the Istanbul Biennial and stayed quite a while in the city. Later on,
in the fall of 2001, he started asking questions about the Balkans with a focus on history,
childhood stories, inter-relations, etc, first informally, then systematically, to finally, by
late 2001, advising his professional contacts in the region about his serious intentions.
Still, when in the spring of 2003 he had already specified not only the venue but also the
opening date, the other Balkan shows were already public knowledge and a subject of
the art media. That might have been both a curse and a blessing... His exhibition, which
was probably the most attentive to the Balkan context as a whole, got the least of public-
ity and media attention. 

It’s now or never...

In one word, it’s not like these curators decided to “go Balkan” all of a sudden. Their
professional decisions did not come out of the blue but as a result of building up infor-
mation, motivation, contacts, etc. On the other hand, it’s not like these were the first
shows ever to concentrate on the contemporary art from the Balkan scenes. Nor was it
a case of taking on board that many unknown artists or authors. A brief revisiting of the
records would have brought up a host of local initiatives starting with the late 1998 and
Edi Muka’s “Permanent Instability” show in Tirana, the “Inventing a People” in 1999 and
“Becomings” in 2001, with all those taking place in some cities round the region, then
came the BAN initiative and so on and so forth. From our perspective, the 1992 Istanbul
Biennial is just as worth mentioning, with the catalogue essay on the Bulgarian participa-
tion that is probably the first one in the art context focusing on the region’s peculiar
state. The same event is associated with tying up some of the early professional con-
tacts between artists and curators belonging to a common pan-Balkan generation.  

However, all these events were in no way underpinned by a concept of a common identi-
ty or a “marketable” label. There was perhaps a certain convenience of terminology
employed in an attempt to facilitate the links among professionals from neighboring art
centers. Even though that might have been a tactical rather than an identity-based way
to move – in the absence of adequate infrastructure around the region it seemed logical
to take matters into your own hands and start doing something rather then wait. 
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ÇÒÂ Ô‡Í ‚ÒË˜ÍÓ ÚÓ‚‡ ÔÓ ÌËÍ‡Í˙‚ Ì‡˜ËÌ ÌÂ ·Â ÓÒÌÓ‚‡ÌÓ Ì‡ Ë‰Âfl Á‡ Ó·˘‡ Ë‰ÂÌÚË˜-
ÌÓÒÚ ËÎË ÏÂÒÚÂÌ ◊Ô‡Á‡ÂÌ“ ÂÚËÍÂÚ. åÓÊÂ ·Ë ÒÂ Ì‡·Î˛‰‡‚‡¯Â ËÁ‚ÂÒÚÌ‡ Û‰Ó·Ì‡ ÛÔÓÚ-
Â·‡ Ì‡ ÚÂÏËÌÓÎÓ„ËflÚ‡ Ò ˆÂÎ ÛÎÂÒÌfl‚‡ÌÂ Ì‡ ‚˙ÁÍËÚÂ ÏÂÊ‰Û ÔÓÙÂÒËÓÌ‡ÎËÒÚË ‚
Ò˙ÒÂ‰ÌË ˆÂÌÚÓ‚Â. å‡Í‡ ÚÓ‚‡ ‰‡ ·Â ÔÓ-ÒÍÓÓ Ú‡ÍÚË˜ÂÒÍË, ÓÚÍÓÎÍÓÚÓ Ë‰ÂÌÚË˜ÌÓÒÚÌÓ
·‡ÁË‡Ì ıÓ‰ – ÔË ÓÚÒ˙ÒÚ‚ËÂ Ì‡ ‡‰ÂÍ‚‡ÚÌ‡ ËÌÙ‡ÒÚÛÍÚÛ‡ ËÁ ˆÂÎËfl Â„ËÓÌ, ÔÓÂÏ‡-
ÌÂÚÓ Ì‡ ÌÂ˘‡Ú‡ ‚ Ò‚ÓË ˙ˆÂ Ë ‰ÂÈÒÚ‚ËÂÚÓ ËÁ„ÎÂÊ‰‡ı‡ ÔÓ-ÎÓ„Ë˜ÌÓ ÓÚÍÓÎÍÓÚÓ ËÁ˜‡Í-
‚‡ÌÂÚÓ. åÓÊÂ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ÚËÚÂ „ÓÎÂÏË ËÁÎÓÊ·Ë ÓÚ 2002/2003 „. ÌÂ ÒÂ ÒÎÛ˜Ëı‡
‚˙‚ ‚‡ÍÛÛÏ, ‡ ÒÎÂ‰ Â‰ËÌ ÔÓÌÂ ˜ÂÚËË-ÔÂÚ „Ó‰Ë¯ÂÌ ÔÂËÓ‰ Ì‡ ‡ÍÚË‚ÌÓÒÚ ÔÓ ÏÂÒÚ‡,
Ú‚˙‰Â Ì‡ÒËÚÂÌ, Á‡ ‰‡ ·˙‰‡Ú ËÁ·ÓÂÌË ‚ÒË˜ÍË ÔÓfl‚Ë. ë˙˘Ó Ú‡Í‡ Â ‚flÌÓ, ˜Â ÔÓ‚Â-
˜ÂÚÓ ÓÚ Úflı ÌÂ ÔË‚ÎflÍÓı‡ ÚÓÎÍÓ‚‡ ‚ÌËÏ‡ÌËÂ, ÍÓÎÍÓÚÓ ·Ëı‡ ÏÓ„ÎË, ÓÚ ÒÚ‡Ì‡ Ì‡
ıÛ‰ÓÊÂÒÚ‚ÂÌËfl Ò‚flÚ. ë ÍÓÌÍÂÚÌË ÔËÏÂË ÏÓÊÂ ‰‡ ÒÂ Ì‡ÒÚÓfl‚‡, ˜Â ÓÚ ÒÂ‰‡Ú‡ Ì‡
90-ÚÂ ÏÌÓÊÂÒÚ‚Ó ıÛ‰ÓÊÌËˆË, Ë‰‚‡˘Ë ÓÚ ·‡ÎÍ‡ÌÒÍË „‡‰Ó‚Â, ‚Â˜Â ÔÓÎÛ˜Ëı‡ ‚ÌËÏ‡-
ÌËÂ Ë ÒÂ ‡‰‚‡Ú Ì‡ ÏÂÊ‰ÛÌ‡Ó‰Ì‡ Í‡ËÂ‡. èÓÍ‡Á‡ÚÂÎÌÓ Â Ó·‡˜Â, ˜Â ÚÓ‚‡ ÒÚ‡Ì‡ ·ÂÁ
Ì‡ ‡‚ÚÓËÚÂ Á‡‰˙ÎÊËÚÂÎÌÓ ‰‡ ËÏ Â ÒÎÓÊÂÌ ·‡ÎÍ‡ÌÒÍË ◊ÂÚËÍÂÚ“ ÌËÚÓ ÚÓ„‡‚‡, ÌËÚÓ
ÒÂ„‡. ë˙˘ÓÚÓ ‚‡ÊË Ë Á‡ ËÁ‚ÂÒÚÂÌ ·ÓÈ ÏÂÊ‰ÛÌ‡Ó‰ÌÓ ‡ÍÚË‚ÌË ÍÛ‡ÚÓË ÓÚ Â„ËÓÌ‡.

à ‚ÒÂ Ô‡Í, ‡ÍÓ ÒÂ ‚˙ÌÂÏ Í˙Ï 2002/2003 „. – Á‡˘Ó ÌÂ˘‡Ú‡ ÒÂ ÒÎÛ˜Ëı‡ Ú‡Í‡ Ì‡„˙ÒÚÓ,
ÔÓ‚ÎË˜‡ÈÍË ÒÔÂÍÛÎ‡ˆËË ÒÂ‰ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡Ú‡ Ó·˘ÌÓÒÚ Á‡ ÌÓ‚‡ ÍÛ‡ÚÓÒÍ‡ ÚÂÌ‰ÂÌ-
ˆËfl? ç‡È-Ï‡ÎÍÓÚÓ – ÌËÂ ÌÂ ÏËÒÎËÏ, ˜Â ÔÓ‰Ó·Ì‡ ÚÂÌ‰ÂÌˆËfl Ò˙˘ÂÒÚ‚Û‚‡. åÓÊÂ ‰‡ Â
·ËÎÓ Â‰ËÌ ‚Ë‰ ËÏÔÛÎÒ. íÓÈ ÒÂ ËÁ˜ÂÔ‡ – ‰ÌÂÒ ‰ÓË ÒÔÓÏÂÌ‡‚‡ÌÂÚÓ Ì‡ ◊Ò˙‚ÂÏÂÌÌÓ
ËÁÍÛÒÚ‚Ó ÓÚ Å‡ÎÍ‡ÌËÚÂ“ ‚ ÏÂÊ‰ÛÌ‡Ó‰ÂÌ ıÛ‰ÓÊÂÒÚ‚ÂÌ ÍÓÌÚÂÍÒÚ Â ‚Â˜Â ‰ÓÒÚ‡Ú˙˜ÌÓ
Á‡ ÔÂ‰ËÁ‚ËÍ‚‡ÌÂ Ì‡ ËÓÌË˜ÌË ÔÓ„ÎÂ‰Ë... çË˘Ó ÓÚ ÚÓ‚‡ ÌÂ ÔÂ‰Î‡„‡ Á‡ÒÎÛÊ‡‚‡˘
‰Ó‚ÂËÂ ÓÚ„Ó‚Ó, Á‡˘ÓÚÓ ÎË˜ÌÓÒÚÌÓ ËÎË ÌÂ, ‰˙Î„Ó ÓÚ„ÎÂÊ‰‡ÌÓ ËÎË ÒÔÓÂ‰ ÏÓÏÂÌÚÌ‡
ÔÓ‰·Û‰‡, ‚ÒflÍÓ ÍÛ‡ÚÓÒÍÓ Â¯ÂÌËÂ ‰‡ ÒÂ ÔÓÒÚÓË ËÁÎÓÊ·‡ Ì‡ ‰‡‰ÂÌÓ ËÁÍÛÒÚ‚Ó, Ì‡
ÚÓÁË ËÎË ÓÌÁË ıÛ‰ÓÊÌËÍ, ‚ËÌ‡„Ë Á‡‚ËÒË ÓÚ ËÌÒÚËÚÛˆËÓÌ‡ÎÌ‡Ú‡ ÔÓ‰‰˙ÊÍ‡, Ó·˘ÓÚÓ
ÙËÌ‡ÌÒË‡ÌÂ, Ó˜‡Í‚‡ÌËflÚ‡ Ì‡ ÔÛ·ÎËÍ‡Ú‡ Ë Ó˘Â ÏÌÓ„Ó Ù‡ÍÚÓË ËÁ‚˙Ì ÍÛ‡ÚÓÒÍ‡Ú‡
ÔËÛÏËˆ‡. í‡Í‡ ÒÂ Ì‡ÏÂÒ‚‡ ÔÓ-„ÓÎflÏ‡Ú‡ Í‡ÚËÌ‡.

åÂÒÚÌËÚÂ ËÌËˆË‡ÚË‚Ë ‚ Ò˙‚ÂÏÂÌÌÓÚÓ ËÁÍÛÒÚ‚Ó Ì‡ Å‡ÎÍ‡ÌËÚÂ ÒÚ˙Ô‚‡Ú ÓÚ 1998 „. Ì‡-
Ò‡Ï Ì‡ ÒÔÂ¯Ì‡Ú‡ ÌÛÊ‰‡ ÓÚ ÔÓÚË‚ÓÔÓÒÚ‡‚flÌÂ Ì‡ ‚ËÌ‡„Ë ÌÂ‡‰ÂÍ‚‡ÚÌ‡Ú‡ ËÌÙ‡ÒÚÛÍ-
ÚÛ‡ Ë ÔÓÒÚÓflÌÌÓ ÌÂÒÚ‡·ËÎÌ‡Ú‡ ÔÓÎËÚË˜ÂÒÍ‡ Â‡ÎÌÓÒÚ. ◊Å‡ÛÚÌËflÚ ÔÓ„Â· Ì‡ Ö‚Ó-
Ô‡“ ·Â ‚ ·˙ÍÓÚËfl (Ï‡Í‡ ‚ÓÈÌËÚÂ ‚ ·Ë‚¯‡ û„ÓÒÎ‡‚Ëfl ‰‡ ·flı‡ ÚÓ˜ÌÓ ‚ÓÈÌË ‚ ·Ë‚¯‡
û„ÓÒÎ‡‚Ëfl, ‡ ÌÂ Ó·˘Ó·‡ÎÍ‡ÌÒÍË, ÓÚ‡ÊÂÌËÂÚÓ ËÏ ·Â ÒËÎÌÓ ÔÓ˜Û‚ÒÚ‚‡ÌÓ ÓÚ ÍÛÎÚÛ-
ÌËÚÂ Ó·˘ÌÓÒÚË ËÁ ˆÂÎËfl Â„ËÓÌ). çÓ ËÁ„ÎÂÊ‰‡, ˜Â ÍÓÎÍÓÚÓ ÔÓ-ÔÓ·ÎÂÏÌÓ Ì‡ÒËÚÂÌ‡
ÒÚ‡‚‡¯Â Â‡ÎÌ‡Ú‡ ÒËÚÛ‡ˆËfl, ÚÓÎÍÓ‚‡ ÔÓ-‡ÍÚË‚ÌË Ë ‰ÂÈÒÚ‚ÂÌË ÒÚ‡‚‡ı‡ ÍÓÌÚ‡ÍÚËÚÂ Ë
Ó·˘ËÚÂ ËÌËˆË‡ÚË‚Ë. ä˙Ï Í‡fl Ì‡ 90-ÚÂ ıÛ‰ÓÊÂÒÚ‚ÂÌËÚÂ ÒˆÂÌË Ì‡ Å‡ÎÍ‡ÌËÚÂ ·flı‡ ËÁ-
Ô˙ÎÌÂÌË Ò˙Ò Ò‚ÂÊ‡ ÂÌÂ„Ëfl Ë ÒËÎ‡, ÂÁÛÎÚ‡Ú Ì‡È-‚Â˜Â ÓÚ ÔÓÂÏ‡ÌÂÚÓ Ì‡ ÌÂ˘‡Ú‡ ‚
ÒÓ·ÒÚ‚ÂÌË ˙ˆÂ. ÖÒÚÂÒÚ‚ÂÌÓ, ÚÓ‚‡ ·Ë ÒÂ ÒÎÛ˜ËÎÓ ÏÌÓ„Ó ÔÓ-ÚÛ‰ÌÓ ·ÂÁ ÔÓ‰ÔÓÏ‡„‡ÌÂ
ÓÚ ÏÌÓÊÂÒÚ‚ÓÚÓ ÛÒÚ‡ÌÓ‚ËÎË ÒÂ ‚ Â„ËÓÌ‡ ˜ÛÊ‰ÂÒÚ‡ÌÌË ÙÓÌ‰‡ˆËË. ÇÒÂ Ô‡Í, ËÌËˆË‡-
ÚË‚ËÚÂ Ë ‡ÒÚÂÊ˙Ú Ë‰‚‡ı‡ ÓÚ‚˙ÚÂ, Ë ÚÓÁË Ù‡ÍÚ ÒÂ ÓÒÌÓ‚‡‚‡ ÔÓ‚Â˜Â Ì‡ Ì‡ÒÚÓflÚÂÎÌË-
ÚÂ ÎËÔÒË ‚ Ì‡ÒÚÓfl˘ÂÚÓ, ÓÚÍÓÎÍÓÚÓ Ì‡ ‰Â‚ÌË ÏËÚÓÎÓ„ËË Ë ◊·‡ÎÍ‡ÌÒÍ‡ ÌÓÒÚ‡Î„Ëfl“...
Ç Ò˙ÓÚ‚ÂÚÒÚ‚ËÂ Ò ‰ÓÏËÌË‡˘ÓÚÓ ÍÎË¯Â Ö‚ÓÔ‡ „ÎÂ‰‡¯Â Ì‡ Å‡ÎÍ‡ÌËÚÂ Í‡ÚÓ Ì‡
‰ÂÚÂ – ÌÂ ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ÒÚË„Ï‡Ú‡ Ì‡ ÓÏ‡Á‡ Ë ÛÊ‡Ò, ÍÓÌÙÎËÍÚÌÓÒÚ Ë ·ÛÚ‡Î-
ÌË ‰ÂÈÒÚ‚Ëfl ÌÂ ÓÚ„Ó‚‡fl Ì‡ ËÒÚËÌ‡Ú‡, ÌÓ Úfl Â Ò‡ÏÓ ˜‡ÒÚ ÓÚ „ÓÎflÏ‡Ú‡ Í‡ÚËÌ‡ Ë Ò˙Ò
ÒË„ÛÌÓÒÚ ÌflÏ‡ ÌË˘Ó Ó·˘Ó Ò ıÛ‰ÓÊÂÒÚ‚ÂÌËfl ÊË‚ÓÚ Ì‡ ÏflÒÚÓ. é·‡ÚÌÓ, ÒˆÂÌËÚÂ
·flı‡ ·ÂÏÂÌÌË Ò ÔÓÚÂÌˆË‡Î Ë ÔÓÚËÒÌ‡Ú‡ ÂÌÂ„Ëfl. íÛ‰ÌÓÒÚËÚÂ Ì‡ ‚ÂÏÂÚÓ Ë ˜ÂÒÚ‡-
Ú‡ ÎËÔÒ‡ ‰ÓË Ì‡ ÓÒÌÓ‚ÌË ÂÎÂÏÂÌÚË ÓÚ ÊËÁÌÂÌ‡ ÌÂÓ·ıÓ‰ËÏÓÒÚ ÒÂ ‰Û·ÎË‡ı‡ ÓÚ ÌÂ-
Ò˙˘ÂÒÚ‚Û‚‡˘‡Ú‡ ËÌÙ‡ÒÚÛÍÚÛ‡. à ‚ Ò˙˘ÓÚÓ ‚ÂÏÂ ÌÂ ÔËÒ˙ÒÚ‚‡¯Â Í‡ÚÓ ‚Ë‰ ÌË-
ÍÓfl ÓÚ ı‡‡ÍÚÂËÒÚËÍËÚÂ Ì‡ Á‡Ô‡‰Ì‡Ú‡ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡ Â‡ÎÌÓÒÚ. ◊íflıÌ‡Ú‡ (Ì‡ Á‡Ô‡‰-
ÌËÚÂ ıÛ‰ÓÊÌËˆË) ÔÓ„˙ÎÌ‡ÚÓÒÚ ÓÚ ÌÂÁÌ‡˜ËÚÂÎÌË ÌÂ˘‡ Í‡ÚÓ ÔÓËÁ‚Ó‰ÒÚ‚Ó, ÂÍÎ‡Ï‡,
„‡ÎÂËÈÌ‡ ÒËÒÚÂÏ‡, ÏÛÁÂÈÌ‡ ÒËÒÚÂÏ‡, Ò˙ÒÚÂÁ‡ÚÂÎÌ‡ ÒËÒÚÂÏ‡ (ÍÓÈ ‰‡ Â Ô˙‚Ë),
ÔÂ‰ÏÂÚÌ‡Ú‡ ËÏ Á‡„ËÊÂÌÓÒÚ – ‚ÒË˜ÍÓ ÚÓ‚‡ „Ë ÓÚ‰‡ÎÂ˜‡‚‡ ÓÚ Ï˙ÁÂÎ‡, ÓÚ ËÁÍÛÒÚ‚Ó-
ÚÓ. ä‡ÍÚÓ Ô‡ËÚÂ Ò‡ ÔÓÒÚÓ ı‡ÚËfl, Ú‡Í‡ Ë „‡ÎÂËflÚ‡ Â Ò‡ÏÓ ÔÓÏÂ˘ÂÌËÂ...
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It can be claimed that the three big shows of 2002/2003 did not happen in a vacuum but
in the wake of a period of at least 4-5 years of local activities far too plentiful to be listed
here. It’s also true that most, if not all of these, did not attract as much art world attention
as they should have done. There are just as well specific examples of a host of artists
coming from Balkan cities that since the middle of the 1990’s have been attracting atten-
tion and are already enjoying international careers. Significantly enough, they did not
necessarily need to be “labeled” as Balkan artists, either earlier on, or now. The same
goes for a number of internationally active curators from the region. 

Yet, harking back to 2002/2003, why were the waters running so thick back then giving
rise to speculations of a new curatorial trend in the international art world? To say the
least, we do not think there was ever a trend. Might have been an impulse of sorts. It has
run out – nowadays even as much as mentioning the phrase, “contemporary art from the
Balkans” in an international art world context is enough to raise eyebrows… None of this
provides a credible answer because, personal or not, long cherished or “on the spur of
the moment” any curatorial decision to put together a show of this or that kind of art or
artist is as ever dependent on institutional support, extensive funding, on audience
expectations as well as on many other factors lying outside any curatorial whimsy.
And this is where the larger picture wades in. 

The local Balkan contemporary art initiatives after 1998 were triggered by the urgent need
to counter an-ever-so-inadequate infrastructure and a chronically unstable political reali-
ty. The “powder-keg of Europe” was again in turmoil (although the wars in ex-Yugoslavia
were just wars in ex-Yugoslavia rather than all-inclusive Balkan wars, their reverberations
were strongly felt by the artistic communities throughout the region). But it seemed the
more ridden with problems the real-life situation became, the more vigorous the contacts
and common activities grew. By the end of the 1990’s, the art scenes across the Balkans
were brimming with fresh energy and strength that was mostly the result of taking mat-
ters into their own hands. Indeed, this would have been a lot harder had it not been for
the support of a string of cross-border foundations based in the region. Still, the initia-
tives and growth were budding from within and that was based on urgent reality and life
rather than on ancient mythologies or “Balkan blues”... Respectful to the dominant
cliché, Europe was looking upon the Balkans as upon a child – the stigma of hate and
horror, conflict and brutal action could not be refuted but it was only a part of a larger
picture and certainly had nothing to do with artistic life on the spot. On the contrary, the
art scenes were pregnant with potential and suppressed energies. The hardships of
the times and the frequent lack of even the bare necessities of life were exacerbated by
absent infrastructure. At the same time none of the Western art scene features were
present. As Mladen Stilinovic wrote in his ironic essay “The Praise of Laziness” (1993):
“Their (of the Western artists) involvement with matters of no importance, such as pro-
duction, promotion, gallery system, museum system, competition system (who is first),
their preoccupation with objects, all that drives them away from laziness, from art. Just
as money is paper, so is a gallery a room... Artists from the East were lazy and poor
because the entire system of insignificant factors did not exist”.*

Although in retrospect this may sound like a bit of an overstatement, there was a time
when the art scenes of the Balkans (and not only those of ex-Yugoslavia) were bonded
by community awareness, friendships and collaborations, mutual respect and support,
and above all, a lack of most of the traditional for the art world animosities and rivalries.

* Stilinovic, Mladen. “The Praise of Laziness”. In: Moscow Art Magazine, # 22, 
www.guelman.ru/xz/english/XX22/X2207.htm



14

ïÛ‰ÓÊÌËˆËÚÂ ÓÚ àÁÚÓÍ‡ ·flı‡ Ï˙ÁÂÎË‚Ë Ë ·Â‰ÌË, Ú˙È Í‡ÚÓ ˆflÎ‡Ú‡ Ú‡ÁË ÒËÒÚÂÏ‡ ÓÚ
ÌÂÁÌ‡˜ËÚÂÎÌË Ù‡ÍÚÓË fl ÌflÏ‡¯Â ÌËÍ‡Í‚‡“ – Ì‡ÔËÒ‡ ‚ ËÓÌË˜Ì‡Ú‡ ÒË ◊Ç˙Áı‚‡Î‡ Ì‡
Ï˙ÁÂÎ‡“ (1993 „.)*  åÎ‡‰ÂÌ ëÚËÎËÌÓ‚Ë˜. 

å‡Í‡ Ò ÔÓ„ÎÂ‰ Ì‡Á‡‰ ÚÓ‚‡ ‰‡ Á‚Û˜Ë Ï‡ÎÍÓ ÒËÎÌÓ, ‚ ÓÔÂ‰ÂÎÂÌ ÏÓÏÂÌÚ ·‡ÎÍ‡ÌÒÍËÚÂ
ÒˆÂÌË (Ë ÌÂ Ò‡ÏÓ ÒˆÂÌËÚÂ Ì‡ ·Ë‚¯‡ û„ÓÒÎ‡‚Ëfl) ·flı‡ Ò‚˙Á‡ÌË ÓÚ Ó·˘ÌÓÒÚÌÓ ˜Û‚ÒÚ-
‚Ó, ÔËflÚÂÎÒÚ‚‡ Ë Ò˙ÚÛ‰ÌË˜ÂÒÚ‚Ó, ‚Á‡ËÏÌÓ Û‚‡ÊÂÌËÂ Ë ÔÓ‰‰˙ÊÍ‡, Ë Ì‡È-‚Â˜Â ÓÚ
ÓÚÒ˙ÒÚ‚ËÂÚÓ Ì‡ ÔÓ‚Â˜ÂÚÓ ÓÚ Ú‡‰ËˆËÓÌÌËÚÂ Á‡ ıÛ‰ÓÊÂÒÚ‚ÂÌËfl Ò‚flÚ ÌÂÔËflÁ˙Ì Ë Ò˙-
ÔÂÌË˜ÂÒÚ‚Ó. àÁÍÛ¯‡‚‡˘Ó Â ‰‡ ÒÂ ÏËÒÎË, ˜Â ÔÓ‰Ó·ÌÓ ÔÓÎÓÊÂÌËÂ ‚ÔÂ˜‡ÚÎË ÔÓÌÂ
Â‰ËÌ ÓÚ „ÓÂÒÔÓÏÂÌ‡ÚËÚÂ ÍÛ‡ÚÓË. ÑÓÒÚ‡Ú˙˜ÌÓ Â ‰‡ ÒË ÔËÔÓÏÌËÏ Ï‡Ò‡Ú‡ Ì‡ Û˜‡Ò-
ÚÌËˆËÚÂ ÒÎÂ‰ ÓÚÍË‚‡ÌÂÚÓ Ì‡ ◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“ ‚ ä‡ÒÂÎ ÓÚ Í‡fl Ì‡ ‡‚„ÛÒÚ
2003 „., Á‡ ‰‡ ÓˆÂÌËÏ ÓÒ‚Ó·Ó‰ÂÌ‡Ú‡, ÔËflÚÂÎÒÍ‡, ◊Ô‡Î‡‚‡“ Ë Â‰ÌÓ‚ÂÏÂÌÌÓ ‚˙Á·ÛÊ-
‰‡˘‡ Ú‚Ó˜ÂÒÍ‡ ‡ÚÏÓÒÙÂ‡, Ì‡ÔÓÏÌfl˘‡ Á‡ ‚ÂÏÂÚÓ Ì‡ îÎÛÍÒÛÒ...

ç‡Ú˛ÏÓÚ˙Ú ‚Â˜Â ÌÂ Â ◊ÏÓÚ“ – 
‰‡‚‡ÈÚÂ Í˙‚Ú‡ Ë ÏÂ‰‡, ÌÓ Ô˙‚Ó ˜ÂÌËfl ‰Ó· Ë Ô˜ÂÎËÚÂ...

ëÔÓÏÂÌ‡ÚËflÚ ÔÓ-„ÓÂ ÚÂÍÒÚ Ì‡ åÎ‡‰ÂÌ ëÚËÎËÌÓ‚Ë˜ Â ‰Ó·Ó Ì‡ÔÓÏÌflÌÂ ‚ÒÂ Ô‡Í Á‡
Ó˘Â Â‰ËÌ ‡ÒÔÂÍÚ. ëˆÂÌËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ ÒÎÂ‰ 2000 „. ·flı‡ Â‰ÌÓ‚ÂÏÂÌÌÓ ‰Â‚ÒÚ‚ÂÌË
Ë ‡Á‚‡ÚÂÌË – ‰ÓÒÚ‡Ú˙˜ÌÓ Ì‡flÒÌÓ Ò ˆflÎÓÒÚÌÓÚÓ ÔÓÎÓÊÂÌËÂ ‚ ıÛ‰ÓÊÂÒÚ‚ÂÌËfl Ò‚flÚ
Ë Ò‚ÂÚ‡ Í‡ÚÓ ˆflÎÓ. Ç˙ÔÂÍË Ó·˘Ëfl Ú‡‚Ï‡ÚË˜ÂÌ Ë ÔÓÒÚÚ‡‚Ï‡ÚË˜ÂÌ ÓÔËÚ ÏÓÊÂ ‰ÓÌfl-
Í˙‰Â ˆËÌË˜ÌÓ ‰‡ ÒÂ Á‡fl‚Ë, ˜Â Ì‡Ô‡‚ÂÌÓÚÓ ÓÚ èÂÂÒÚÓÈÍ‡Ú‡ ‚ Í‡fl Ì‡ 80-ÚÂ Á‡
ÔË‚ÎË˜‡ÌÂ Ì‡ ‚ÌËÏ‡ÌËÂÚÓ Í˙Ï ÒˆÂÌ‡Ú‡ ‚ åÓÒÍ‚‡ ·Â ËÁ‚˙¯ÂÌÓ Á‡ ·‡ÎÍ‡ÌÒÍËÚÂ
ÒˆÂÌË ÓÚ ÙËÌ‡Î‡ Ì‡ ‚ÓÈÌËÚÂ ‚ ·Ë‚¯‡ û„ÓÒÎ‡‚Ëfl. ôÂ ËÁÎÂÁÂ, ˜Â Ì‡ ÌË‚Ó ıÛ‰ÓÊÂÒÚ-
‚ÂÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó ÔÓ-ÒÍÓÓ Ú‡ÌÒÙÓÏ‡ˆËflÚ‡ ÓÚ ‚ÓÈÌ‡ Í˙Ï ÏË, ÓÚÍÓÎÍÓÚÓ ÎË˜Ì‡-
Ú‡ ÏÓÚË‚‡ˆËfl Ì‡ ÍÛ‡ÚÓËÚÂ, Â ÓÚ·ÂÎflÁ‡Î‡ ÁÌ‡˜ËÚÂÎÌ‡Ú‡ ÔÓÏflÌ‡ ‚˙‚ ‚˙ÁÔËÂÏ‡ÌÂ-
ÚÓ Ì‡ Å‡ÎÍ‡ÌËÚÂ. êÂ„ËÓÌ˙Ú ÒÚ‡Ì‡ ËÁÓ·˘Ó ÔË‚ÎÂÍ‡ÚÂÎÂÌ, ‚ÒÚ‡ÌË Ë ‚˙Ì ÓÚ ÔflÍÓ
ıÛ‰ÓÊÂÒÚ‚ÂÌËÚÂ ËÌÚÂÂÒË Ë ‰ÂÈÌÓÒÚË. í‡Í˙‚ Úfl·‚‡ ‰‡ ÒÂ Â ÓÍ‡Á‡Î Â¯ËÚÂÎÌËflÚ
Ù‡ÍÚÓ, Ì‡Ô‡‚ËÎ ‚˙ÁÏÓÊÌË ‡Á„Ó‚ÓËÚÂ Ò ÔÓÚÂÌˆË‡ÎÌË ÒÔÓÌÒÓË Ë ÔÛ·ÎËÍ‡ ÔÓ ÔÓ-
‚Ó‰ „ÓÎflÏÓÙÓÏ‡ÚÌË ËÁÎÓÊ·Ë Ì‡ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó ÓÚ ÚÓ‚‡ ÏflÒÚÓ. ÇÓ‰ÂÌÂÚÓ Ì‡
ÔÓ‰Ó·ÌË ‡Á„Ó‚ÓË, ÂÒÚÂÒÚ‚ÂÌÓ, ÔÂ‰ÔÓÎ‡„‡ ÔÓ·Ë‚Ì‡ „ÛÔ‡, ÔËÏ‡ÏÎË‚Ë ËÁ‡ÁË Ë
Ì‡ËÏÂÌÓ‚‡ÌËfl Ò ˆÂÎ ◊ÔÓ‰‡Ê·‡Ú‡“ Ì‡ ËÁÎÓÊ·ÂÌËfl ÔÓÂÍÚ. à ÚÓ„‡‚‡, ÌÂ ÔÓ-Ï‡ÎÍÓ
ÂÒÚÂÒÚ‚ÂÌÓ, ËÁÌËÍ‚‡Ú ÌÂÏËÌÛÂÏËÚÂ, ‚ ÚÓÁË ÒÎÛ˜‡È ‰Ó·ÓÌ‡ÏÂÂÌË, ÍÎË¯ÂÚ‡, ÒÚË„ÏË
Ë Ú. Ì. ... ëÚ‡‚‡ Ú‡Í‡, ˜Â ÚÂÏËÌ˙Ú ◊Å‡ÎÍ‡ÌË“, Ò ˆÂÎËfl ÏÛ Ï‡ÒË‚ÂÌ ÍÓÌÓÚ‡ˆËÓÌÂÌ ‡Ô‡-
‡Ú, ÒÂ ËÁ„‡Ê‰‡ ‰Ó Ë‰ÂÌÚËÙËÍ‡ˆËÓÌÂÌ ÂÚËÍÂÚ Í‡ÚÓ ˜Â ÎË ◊ÔÓ ÔÓ‰‡Á·Ë‡ÌÂ“.

Ç‡ÊÌËflÚ ‡ÍÛÒ ‚ÒÂ Ô‡Í, Ï‡Í‡ ‰‡ Â ÚÛ‰ÌÓ ‰‡ ÒÂ ÒÔÓË Ò ÏÂÚ‡ÙÓ‡Ú‡ ÓÚ Ì‡Ú˛-
ÏÓÚ‡ ‚ ◊Í˙‚ Ë ÏÂ‰“, Â, ˜Â ·ËıÏÂ ÒÂ ÍÓÌˆÂÌÚË‡ÎË ÔÓ‚Â˜Â ‚˙ıÛ ÓÌÓ‚‡, ÍÓÂÚÓ
ÔÂ‰ıÓÊ‰‡ ÚÂÎÂÒÌ‡Ú‡ ‡ÒÓˆË‡ˆËfl – ◊˜ÂÌËfl ‰Ó·” Ë ◊Ô˜ÂÎËÚÂ“ Í‡ÚÓ Ò˙Á‰‡ÚÂÎË Ë
‰ÂÈÒÚ‚‡˘Ë ÎËˆ‡ ‚ Â‰Ì‡ ‰ËÌ‡ÏË˜Ì‡ ÒÓˆË‡ÎÌ‡ Ë ÍÛÎÚÛÌ‡ ÒÂ‰‡. ä‡ÚÓ ÔËÏÂ Á‡ Ú‡-
Í˙‚ ÔÓ‰ıÓ‰ ÏÓÊÂ ‰‡ ÔÓÒÎÛÊË ÚÂÍÒÚ˙Ú Ì‡ äÂÌ‰˙Î ÉË˙Ò ◊èÓËÁ‚Â‰ÂÌËÂÚÓ ‚ Ò˙ÒÚÓfl-
ÌËÂ Ì‡ ËÁ„Ì‡ÌËÂ“ (‚: åËÎËˆ‡ íÓÏË˜, ç‡ˆËÓÌ‡ÎÂÌ Ô‡‚ËÎËÓÌ, ÇÂÌÂˆË‡ÌÒÍÓ ·ËÂÌ‡ÎÂ,
ÇÂÌÂˆËfl, 2003 „.), Í˙‰ÂÚÓ ÒÂ Ì‡·Îfl„‡ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ ‚ ÊËÁÌÂÌËfl ÏÛ ÍÓÌÚÂÍÒÚ. Ä‚ÚÓ˙Ú
‚˙‚ÂÊ‰‡ ÚÂÏËÌ‡ ◊Â‡ÎËÁ˙Ï Ì‡ ÊËÁÌÂÌËfl ÓÔËÚ“, ÍÓÈÚÓ ˜Û‰ÂÒÌÓ ÒÂ Ò˙˜ÂÚ‡‚‡ Ò ÏÌÓ„Ó
Ì‡ÒÍÓÓ ÔÓfl‚ËÎË ÒÂ ÔÓËÁ‚Â‰ÂÌËfl ÓÚ ë˙·Ëfl, ÅÓÒÌ‡, äÓÒÓ‚Ó Ë Ú. Ì. çÓ ÚÓÁË ÚÂÏËÌ
ÏÓÊÂ ‰‡ ÔÓÒÎÛÊË Á‡ ÓÒÌÓ‚‡ Ë Á‡ Ó˘Â ‡ÁÒ˙Ê‰ÂÌËfl ÔÓ ‚˙ÔÓÒ‡ Í‡Í‚Ó Â, ÍÓÂÚÓ Ô‡-
‚Ë ‰ÌÂ¯ÌÓÚÓ ËÁÍÛÒÚ‚Ó ÓÚ Å‡ÎÍ‡ÌËÚÂ ◊ÚÓÎÍÓ‚‡ ÓÒÓ·ÂÌÓ, Ú‡Í‡ ÔË‚ÎÂÍ‡ÚÂÎÌÓ“ ËÁ‚˙Ì
Í‡ÍÚÓ Ì‡ÒÚÓfl˘‡Ú‡, Ú‡Í‡ Ë ËÒÚÓË˜ÂÒÍË ÔÓÌÂÒÂÌ‡Ú‡ Ú‡‚Ï‡.

* Stilinovic, Mladen. “The Praise of Laziness”. In: Moscow Art Magazine, # 22, 
www.guelman.ru/xz/english/XX22/X2207.htm
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It is tempting to speculate that this aspect made an impression on at least one of the
curators mentioned above. It suffices to recollect the artists’ table after the opening of 
“In the Gorges of the Balkans” in Kassel in late August 2003 to appreciate the easy
going, friendly, mischievous and tantalizingly creative atmosphere, which in a way is
reminiscent of the Fluxus times...    

The still life is no longer “still” – 
pass over the blood and honey, but pass over the liver and bees first...

The already mentioned text by Mladen Stilinovic is a good reminder of yet another
aspect. The art scenes of the Balkans after 2000 were both pristine and corrupt, suffi-
ciently aware of the overarching situation in the international art world and the world at
large. All the traumatic and post-traumatic experiences notwithstanding, it might be
somewhat cynically argued that what Perestroika did in drawing attention to the Moscow
art scene in the late 1980ies was done, for the Balkan art scenes, by the close of the
wars in ex-Yugoslavia. It would appear that, within the artistic context, it was the transi-
tion from war to peace rather than the personal motivation of curators that caused a sig-
nificant shift in the perception of the Balkans. The region became fascinating all-around,
apart from and independently of the artistic interest and action. This might have been the
decisive factor enabling the talks with potential sponsors and audiences in view of bring-
ing about large-scale contemporary Balkan art events. Indeed, such talks require a
spearheading force, seductive catch phrases and labels designed to sell the project.
And thereupon just as naturally come along the indispensable clichés, stigmatizations,
etc. As it happens, the notion of the “Balkans” with its formidable connotations kit
becomes twisted to an identification label almost by default. 

However, the important aspect is that although it’s hard to argue against the “blood and
honey” still life metaphor, we would much rather concentrate on that, which comes
before the corporeal associations – the “liver” and the “bees” as producers and actors
in a dynamic social and artistic environment. An example of such an approach is offered
by Kendel Geers in his, “The Work Of Art In The State Of Exile” (in: Milica Tomic,
National Pavilion, La Biennale di Venezia, Venice 2003) where the focus is on art of the
life’s context. Geers proposes the term “realism of lived experience” that fits in perfectly
with a lot of recent art production from Serbia, Bosnia, Kosovo, etc. But this notion can
just as well provide a basis for further speculation on the subject of what is it that makes
the recent art from the Balkans “so different, so appealing”, away and outside of the
trauma both recent and historically sustained. 

Maybe it is the freedom from restrictions? In an international art context, artists from
the Balkans are somewhat informally viewed as “Sunday Painters”, as proponents of
naïve forms of art, etc. That must be because in their works reality seems to be treated
in an almost “unfiltered” manner, away from reflection and carried on the fresh breeze
of undisguised bluntness. In many cases an attitude sets in that these are artists
unspoiled by the Western system of theory and practice, with an “almost European”
reality going through their works along paths no longer accessible to their West
European colleagues.

True or otherwise, this vantage point remains outside our subject here. Still, it seems
that the artists from the region have faith in their own ability to deal with anything in any
way they see fit, beyond the restrictions of trade, knowledge, skill, or medium. An artistic
fire seems to have been set ablaze, as a type of mentality akin to urban folklore: I can
straightaway fix an attitude and cope with what I see; I don’t need to preconceive and
speculate over plot and process, medium and structure; I see no use for discernible
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åÓÊÂ ·Ë ÚÓ‚‡ Â Ò‚Ó·Ó‰‡Ú‡ ÓÚ Ó„‡ÌË˜ÂÌËfl? Ç ÏÂÊ‰ÛÌ‡Ó‰ÂÌ ÍÓÌÚÂÍÒÚ ıÛ‰ÓÊÌËˆËÚÂ
ÓÚ Å‡ÎÍ‡ÌËÚÂ ÌÂÓÙËˆË‡ÎÌÓ ÒÂ ‡Á„ÎÂÊ‰‡Ú Ï‡ÎÍÓ Í‡ÚÓ ◊ÌÂ‰ÂÎÌË“ Ú‡ÍË‚‡, ÔÓ‚Ó‰ÌË-
ˆË Ì‡ Ì‡Ë‚ÌÓ ËÁÍÛÒÚ‚Ó Ë Ú. Ì. íÓ‚‡ ‚ÂÓflÚÌÓ ÒÂ ÒÎÛ˜‚‡, Á‡˘ÓÚÓ ‚ ‡·ÓÚËÚÂ ËÏ Â‡Î-
ÌÓÒÚÚ‡ ËÁ„ÎÂÊ‰‡ ‚Ë‰flÌ‡ ÔÓ Â‰ËÌ ÔÓ˜ÚË ◊ÌÂÙËÎÚË‡Ì“ Ì‡˜ËÌ, ËÁ‚˙Ì ÂÙÎÂÍÒËflÚ‡ Ë
Ò˙Ò ◊Ò‚ÂÊ ÔÓÎ˙ı“ Ì‡ ÌÂÔËÍËÚ‡ ÔflÏÓÚ‡. í‡Í‡ ‚ ÏÌÓ„Ó ÒÎÛ˜‡Ë ÒÂ Ì‡Î‡„‡ ÒÚ‡ÌÓ‚Ë-
˘ÂÚÓ, ˜Â Ò‡ Ì‡ÎËˆÂ ıÛ‰ÓÊÌËˆË, ÌÂ‡Á‚‡ÚÂÌË ÓÚ Á‡Ô‡‰Ì‡Ú‡ ÒËÒÚÂÏ‡ Ì‡ ÚÂÓËflÚ‡ Ë
Ô‡ÍÚËÍ‡Ú‡, Í‡ÚÓ ‚ ‡·ÓÚËÚÂ ËÏ ◊ÔÓ˜ÚË Â‚ÓÔÂÈÒÍ‡Ú‡“ Â‡ÎÌÓÒÚ ÏËÌ‡‚‡ ÔÓ ‚Â˜Â ÌÂ-
‰ÓÒÚ˙ÔÌË Á‡ Á‡Ô‡‰ÌÓÂ‚ÓÔÂÈÒÍËÚÂ ËÏ ÍÓÎÂ„Ë Ô˙ÚË˘‡. ÇflÌÓ ËÎË ÌÂ, ÔÓ‰Ó·ÌÓ Ú‚˙-
‰ÂÌËÂ Â ËÁ‚˙Ì ÔÂ‰ÏÂÚ‡ ÌË ÚÛÍ. àÁ„ÎÂÊ‰‡, ˜Â ıÛ‰ÓÊÌËˆËÚÂ ÓÚ Â„ËÓÌ‡ ‚fl‚‡Ú ‚ ÒÔÓ-
ÒÓ·ÌÓÒÚÚ‡ ‰‡ ÒÂ Á‡ÌËÏ‡‚‡Ú Ò ‚ÒË˜ÍÓ Ë ÔÓ ‚ÒflÍ‡Í˙‚ Û‰Ó·ÂÌ Á‡ ÒÂ·Â ÒË Ì‡˜ËÌ, ·ÂÁ
Ó„‡ÌË˜ÂÌËflÚ‡, Ì‡Î‡„‡ÌË ÓÚ ÔÓÙÂÒËË, ÁÌ‡ÌËfl, ÛÏÂÌËfl ËÎË ÒÂ‰ÒÚ‚‡. èÓ‰Ô‡ÎÂÌ Â
Â‰ËÌ ‚Ë‰ Ú‚Ó˜ÂÒÍË Ó„˙Ì Ì‡ ‡·ÓÚ‡ Ë ÔÓËÁ‚Ó‰ÒÚ‚Ó, Í‡ÚÓ ‚Ë‰ ÏËÒÎÂÌÂ ·ÎËÁ˙Í Ì‡
„‡‰ÒÍËfl ÙÓÎÍÎÓ – ÏÓ„‡ ‚Â‰Ì‡„‡ ‰‡ ÒË ËÁ„‡‰fl ÏÌÂÌËÂ Ë ‰‡ ÒÂ Á‡ÌËÏ‡‚‡Ï Ò ÓÌÓ‚‡,
ÍÓÂÚÓ ‚ËÊ‰‡Ï; ÌflÏ‡Ï ÌÛÊ‰‡ ÓÚ ÓÔÓÒÂ‰ÒÚ‚‡˘Ó ‡ÁÒ˙Ê‰ÂÌËÂ ÔÓ Ò˛ÊÂÚ‡ Ë ËÁ„‡Ê-
‰‡ÌÂÚÓ ÏÛ, ÒÂ‰ÒÚ‚‡Ú‡ Ë ÒÚÛÍÚÛ‡Ú‡; ÌflÏ‡ ÒÏËÒ˙Î ÓÚ ‡Á˜ÎÂÌËÏË ÔÓÁËˆËË, ÏÌÂÌËfl
Ë ÒÚ‡ÚÂ„ËË, ÔÓ‰‰˙Ê‡ÌË ÔÂÁ ÔÂËÓ‰ ÓÚ ‚ÂÏÂ/Í‡ËÂ‡, ÍÓËÚÓ Ô‡‚flÚ ıÛ‰ÓÊÌËÍ‡ Ë
‡·ÓÚËÚÂ ÏÛ ÔÓÒÚË Á‡ ‡ÁÔÓÁÌ‡‚‡ÌÂ, ÍÎ‡ÒËÙËÍ‡ˆËfl Ë ‚ÍÎ˛˜‚‡ÌÂ ‚ ÒËÒÚÂÏ‡Ú‡. àÏ‡
Ò‡ÏÓ ÒÚ‡ÒÚÌ‡, ÚËÔ ◊Ì‡Ë‚ÌÓ ËÁÍÛÒÚ‚Ó“, Â‡ÍˆËfl ÒÔflÏÓ ‚Ë‰flÌÓÚÓ...

èÓ·ÎÂÏ˙Ú Â, ˜Â ‰‡ÎÂ˜ ÌÂ ‚ÒÂÍË ÓÚ ‚ÍÎ˛˜ÂÌËÚÂ ‚ ÔÓˆÂÒ‡ ÒÂ ˜Û‚ÒÚ‚‡ ÓÒÓ·ÂÌÓ ◊·‡Î-
Í‡ÌÒÍË“, Í‡Í‚ÓÚÓ Ë ‰‡ ÁÌ‡˜Ë ÚÓ‚‡... ÇÂ‰Ì˙Ê ÔÓ ÔÂÁÛÏÔˆËfl Ì‡ÁÓ‚‡ÌË Ú‡Í‡, Ì‡Î‡„‡
ÌË ÒÂ ‰‡ „Ó ËÏ‡ÏÂ ÔÂ‰‚Ë‰ Ë ‰‡ ËÁflÒÌfl‚‡ÏÂ ‰‡ÎË Â ‚˙ÁÏÓÊÌÓ Ë Í‡Í ‰‡ ÒÚ‡ÌÂ (ËÎË
‰‡ ÒÂ ÓÚı‚˙ÎË) Ò‡ÏÓÓÔÂ‰ÂÎflÌÂÚÓ ÌË Í‡ÚÓ ·‡ÎÍ‡ÌˆË. éÒÌÓ‚Ì‡Ú‡ ÚÂÏ‡ Ì‡ Å‡ÎÍ‡ÌÒ-
Í‡Ú‡ Ó·Â‰(ËÌËÚÂÎ)Ì‡ ÍÓÌÙÂÂÌˆËfl ‚ ëÓÙËfl (˛ÌË 2004 „., ˜‡ÒÚ ÓÚ ‚ÚÓËfl ÂÚ‡Ô Ì‡ ÚË-
ÎÓ„ËflÚ‡ ◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“, Ì‡Â˜ÂÌ‡ ◊Ç „‡‰Ó‚ÂÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“), ·Â ÚÓ˜ÌÓ
Ú‡ÁË – Ì‡ÂÍÎË Ò‡ ÌË ·‡ÎÍ‡ÌˆË, ‰Ó·Â ‰Â, Í‡Í‚Ó ÓÚ ÚÓ‚‡, ÌÂÍ‡ Ò‡ÏË ‰‡ ‚Ë‰ËÏ Í‡Í‚Ó
ÚÓÎÍÓ‚‡ ÌË Â ·‡ÎÍ‡ÌÒÍÓÚÓ; ‰‡ÎË ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ Å‡ÎÍ‡ÌËÚÂ Í‡ÚÓ Ö‚ÓÔ‡, ËÎË Á‡ ÔÓ-
ÚË‚ÓÔÓÒÚ‡‚flÌÂ; ˘Â ÒÂ Á‡‰˙ÊË ÎË ÒÚË„Ï‡Ú‡, ‡ÍÓ fl ÔËÂÏÂÏ Á‡ ‰‡‰ÂÌÓÒÚ Ë ÒÂ ÓÔËÚ‡-
ÏÂ ‰‡ fl ‡ÁÌË˘ËÏ ÒÔÓÂ‰ ÒÓ·ÒÚ‚ÂÌËÚÂ π Ô‡‚ËÎ‡. êÂÁÛÎÚ‡Ú˙Ú ËÁ„ÎÂÊ‰‡¯Â Ú‡Í‡, Òfl-
Í‡¯ ÌËÍÓÈ ËÒÚËÌÒÍË ÌÂ ÔËÂÏ‡ ‰‡ Â Â‰ËÌÒÚ‚ÂÌÓ ·‡ÎÍ‡ÌÂˆ Ë ÌË˘Ó ‰Û„Ó. àÏ‡ ÔÂÍ‡-
ÎÂÌÓ ÏÌÓ„Ó Ë ‡ÁÎË˜ÌË ÛÒÎÓÊÌÂÌËfl ‚ Ì‡ÒÚÓfl˘ÂÚÓ, Á‡ ‰‡ ÒÂ ÒÎÛ˜Ë ÚÓ‚‡. çÓ ‚ÒÂÍË ËÁ-
„ÎÂÊ‰‡¯Â Ò˙„Î‡ÒÂÌ, ˜Â ‰Û„ ÙÓÏ‡Ú ÌÂ Ò˙˘ÂÒÚ‚Û‚‡ Ì‡È-Ï‡ÎÍÓÚÓ Á‡‡‰Ë ÔÓÎËÚË˜ÂÒ-
ÍËfl ÎÓ·ËÁ˙Ï Ë Ó·Í˙ÊÂÌËÂ, ËÁÔÓÎÁ‚‡˘Ë ÒÚË„Ï‡Ú‡ Á‡ ÔÓÂ‰ÂÌ Ô˙Ú.

äÓ„‡ÚÓ Ú‡ÁË ÔÛ·ÎËÍ‡ˆËfl ÒÂ ÔÓ‰„ÓÚ‚fl¯Â Á‡ ÔÂ˜‡Ú ÔÓ˜ËÌ‡ ï‡‡Î‰ áÂÂÏ‡Ì. ëÏ˙ÚÚ‡ ÏÛ
ÒÎÓÊË Í‡È Ì‡ Â‰Ì‡ ÂÔÓı‡. àÒÍ‡ÏÂ ‰‡ ËÁ‡ÁËÏ ‰˙Î·ÓÍ‡Ú‡ ÒË ÔÓ˜ËÚ Í˙Ï ‡·ÓÚ‡Ú‡ ÏÛ,
ÔÓÙÂÒËÓÌ‡ÎÌËfl ÏÛ ÔËÌÓÒ Ë Ò‡ÏËfl ÌÂ„Ó Í‡ÚÓ ËÁÍÎ˛˜ËÚÂÎÌ‡ ÎË˜ÌÓÒÚ, ˜ËflÚÓ ÂÌÂ„Ëfl
˘Â ·˙‰Â ‚ËÌ‡„Ë ÔËÏÂ Á‡ ‚ÒË˜ÍË ÌË. ÅÎ‡„Ó‰‡ËÏ ÚË, ï‡Ë!

àÌÒÚËÚÛÚ Á‡ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó – ëÓÙËfl
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positions, statements or strategies to be sustained over a period or throughout a career
that can make artist and works easy to recognize, classify and incorporate into the sys-
tem. There is only a passionate, naïve art type of reaction to whatever is perceived...     

The problem is that far from everybody involved feels that much Balkan, whatever that
means... Once labeled as Balkan by default, we had to cope with it and try to make it
clear if it would be possible and how do we go about defining ourselves (or discarding
the definitions) as Balkan. The bottom line of the Balkan Reunion Pub(lic) Conference in
Sofia (June 2004, part of the second leg of the “In the Gorges of the Balkans” trilogy,
titled “In the Cities of the Balkans”) was just that – they already have labeled us Balkan
anyway, rightho, no offence, let’s now look to see what’s Balkan about us; is it a matter
of the Balkans as Europe or the Balkans versus Europe; will the stigma hold water if we
take it for a given and try to dismantle it on its own terms. The outcome seemed to be
that nobody really feels like being just Balkan and nothing else. The present day harbors
complexities far too many in number and far too diverse in nature for people to feel “sim-
ply Balkan”. Yet everybody seemed to agree that there is no other format at hand, not
least for the political lobbying factor as well as for an environment, which is instrumental-
izing the stigma over and over again.

While this publication was going to print Harald Szeemann died. This marked the end of an
era. We would like to express our deepest appreciation for his work, professional contribu-
tion and extremely warm personality whose energy will always be an example to follow for
all of us! Thank You, Harry!

Institute of Contemporary Art-Sofia  
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ü‡ ÅÛ·ÌÓ‚‡: 
àÒÍ‡Ï ‰‡ Ì‡ÒÓ˜‡ ‚ÌËÏ‡ÌËÂÚÓ ‚Ë Í˙Ï ÚÓ‚‡, ˜Â ÒËÚÛ‡ˆËflÚ‡ ÚÛÍ ÌÂ Â ÚËÔË˜Ì‡ Á‡ Â‰Ì‡
ÍÓÌÙÂÂÌˆËfl. ÅËı ÒÂ ‡‰‚‡Î‡, ‡ÍÓ ÒÂ‰ ‚‡Ò ËÏ‡ Ó„Î‡‰ÌÂÎË, ÍÓËÚÓ Â‰ÌÓ‚ÂÏÂÌÌÓ
˘Â ÒÂ ı‡ÌflÚ, Á‡ ‰‡ ‰‡‰ÂÏ Ì‡˜‡ÎÓÚÓ Ì‡ ÔÛ·ÎË˜Ì‡Ú‡ ÌË ÍÓÌÙÂÂÌˆËfl – Í˙˜Ï‡ÒÍ‡
Ú‡Í‡‚‡, ÔÓ‰ Ì‡Á‚‡ÌËÂÚÓ Å‡ÎÍ‡ÌÒÍ‡ Ó·Â‰(ËÌËÚÂÎ)Ì‡ ÍÓÌÙÂÂÌˆËfl.

è˙‚Ó Úfl·‚‡ ‰‡ ÒÔÓÏÂÌ‡, ÌÂ Í‡ÚÓ ÔËÁÌ‡ÌËÂ, ‡ ÔÓ-ÒÍÓÓ Í‡ÚÓ Á‡fl‚ÎÂÌËÂ, ˜Â ÌÂ
ÔËÌ‡‰ÎÂÊ‡ ·ÂÁÛÒÎÓ‚ÌÓ, Ì‡Ô˙ÎÌÓ, ÌËÚÓ Ô˙Í ÔÓ ÔÓËÁıÓ‰ Ì‡ ÚÓÁË Â„ËÓÌ. èÓÒÚÓ ÌÂ
Ò˙Ï Ó‰ÂÌ‡ ÚÛÍ. çÓ ÊË‚Âfl ‚ Å˙Î„‡Ëfl, Ì‡ Å‡ÎÍ‡ÌÒÍËfl ÔÓÎÛÓÒÚÓ‚, ‚Â˜Â ÔÓ‚Â˜Â ÓÚ
20 „Ó‰ËÌË. àÏÂÌÌÓ ÚÛÍ ÔÂÏËÌ‡ı ÔÂÁ ÔÓÒÎÂ‰ÌËÚÂ ÒÎ‡‰ÍË ÏË„Ó‚Â Ì‡ Í˙ÒÌËfl ÒÓˆË‡-
ÎËÁ˙Ï Ë ˆÂÎËfl ÔÂËÓ‰ Ì‡ ÔÓÏÂÌË. í‡Í‡ ˜Â ÒÂ ˜Û‚ÒÚ‚‡Ï ÌÂ Ò‡ÏÓ Ì‡·Î˛‰‡ÚÂÎ –
ÓÔËÚ‚‡Ï ÒÂ Ë ‰‡ Û˜‡ÒÚ‚‡Ï. éÚÌÓ¯ÂÌËÂÚÓ ÏË ‰ÌÂÒ Í˙Ï Å‡ÎÍ‡ÌËÚÂ Ë Ì‡ÒÂÎÂÌËÂÚÓ ËÏ
Â ÏÌÓ„Ó ÔÓ-‡ÁÎË˜ÌÓ ÓÚ ÔÓÌflÚËflÚ‡, ÍÓËÚÓ ËÏ‡ı Á‡ Å‡ÎÍ‡ÌÒÍËfl ÔÓÎÛÓÒÚÓ‚, ÍÓ„‡ÚÓ
Á‡ Ô˙‚ Ô˙Ú ‰ÓÈ‰Óı ‚ Å˙Î„‡Ëfl.

ÅËı ËÒÍ‡Î‡ Ò‡ÏÓ ‰‡ ÓÚ·ÂÎÂÊ‡, ˜Â Ô˙‚ÓÚÓ ÏË, Ò‚˙Á‡ÌÓ Ò Å‡ÎÍ‡ÌËÚÂ ÔÓÙÂÒËÓÌ‡Î-
ÌÓ Ò˙·‡ÌËÂ, ·Â ÒÂ‰ Ì‡È-ÔËflÚÌËÚÂ ÏÂÊ‰Û ÚÂÁË, Ì‡ ÍÓËÚÓ Ò˙Ï ÔËÒ˙ÒÚ‚‡Î‡. ëÎÛ˜Ë
ÒÂ ‚ íË‡Ì‡ ÔÂÁ 1998 „., Í˙‰ÂÚÓ ÔÓ‰ÂÊ‰‡ıÏÂ ËÁÎÓÊ·‡Ú‡ ◊èÓÒÚÓflÌÌ‡ ÌÂÒÚ‡·ËÎ-

Å‡ÎÍ‡ÌÒÍ‡ Ó·Â‰(ËÌËÚÂÎ)Ì‡
ÍÓÌÙÂÂÌˆËfl
ÉÓÒÚËÎÌËˆ‡ ◊êËÏÒÍ‡Ú‡ ÒÚÂÌ‡“, ëÓÙËfl

29 Ï‡È 2004
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Iara Boubnova: 
I want to draw your attention to the fact that this is not a typical conferencing situation.
I would be happy if some of you are hungry and will enjoy the food right away so that we
can start our public conference – conference in a pub, which is titled Balkan Reunion. 

First I need to say, not as a confession, but rather as an announcement that I don’t
belong to the Balkan region unconditionally, totally nor originally. I was simply not born
here. But I have been living in Bulgaria, on the Balkan Peninsula for more then 20 years.
It was here that I went through the last pleasant moments of late socialism and the whole
period of transition. I don’t merely observe the situation but I try to participate. My atti-
tude to the Balkans and its people is very different now from the knowledge I had about
the Balkan Peninsula when I first came to Bulgaria. 

I would only like to mention that the first professional Balkans-related gathering that
I attended was among the most pleasant meetings I ever had. It took place in Tirana in
1998 and we were installing the exhibition “Permanent Instability” curated by Edi Muka.
Before opening the exhibition we, of course, gathered in a pub – a situation very much
like this one. There I understood that the Balkan peoples are really one good family –

Balkan Reunion/Pub(lic)
Conference
“Gostilnica Rimskata Stena” (Roman Wall Pub), Sofia

May 29, 2004 
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ÌÓÒÚ“, ÍÛË‡Ì‡ ÓÚ Ö‰Ë åÛÍ‡. èÂ‰Ë ÓÚÍË‚‡ÌÂÚÓ, ÂÒÚÂÒÚ‚ÂÌÓ, ÒÂ Ò˙·‡ıÏÂ ‚ Í˙˜-
Ï‡ – ÒËÚÛ‡ˆËflÚ‡ ÏÌÓ„Ó Ì‡ÔÓÏÌfl¯Â Ú‡ÁË ÓÚ Ì‡ÒÚÓfl˘Ëfl ÏÓÏÂÌÚ. íÓ„‡‚‡ ‡Á·‡ı, ˜Â
Ì‡Ó‰ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ Ò‡ Ì‡ËÒÚËÌ‡ Â‰ÌÓ ‰Ó·Ó ÒÂÏÂÈÒÚ‚Ó – ‡ÍÓ ÌÂ ˜‡Í ÒÂÏÂÈÒÚ‚Ó,
ÚÓ ÔÓÌÂ ·ÎËÁ˙Í ÍÓÏ¯ÛÎ˙Í. ñflÎÓÚÓ ‚ÂÏÂ ÔÂÍ‡‡ıÏÂ ‚ ÓÔËÚË ‰‡ ÒËÌıÓÌËÁË‡ÏÂ
ËÏÂÌ‡ Ì‡ ı‡ÌË Ë ÔËÚËÂÚ‡, ‚ ÓÔËÚË ‰‡ ÒË ÔÂ‰ÒÚ‡‚ËÏ Ì‡ ÍÓfl ÒÚ‡Ì‡ Ë ÍÛÎÚÛÌ‡ Ú‡-
‰ËˆËfl ÔËÌ‡‰ÎÂÊ‡Ú. ÇÒË˜ÍÓ ÒÂ ·Â¯Â Ó·˙Í‡ÎÓ ÚÓÚ‡ÎÌÓ, ÌÓ ÒË ‰ÓÒÚ‡‚flıÏÂ Û‰Ó‚ÓÎÒÚ-
‚ËÂ ÔÓ‚Â˜Â, ÓÚÍÓÎÍÓÚÓ ‚˙‚ ‚ÒflÍ‡ ‰Û„‡ ÔÓ‰Ó·Ì‡ ÒËÚÛ‡ˆËfl.

èÂÁ ÔÓÒÎÂ‰Ì‡Ú‡ „Ó‰ËÌ‡ ËÁÎÓÊ·Ë ÓÚ Å‡ÎÍ‡ÌËÚÂ – ËÏ‡Ï ÔÂ‰‚Ë‰ ÔÂ‰ÒÚ‡‚ËÚÂÎÌËÚÂ
·‡ÎÍ‡ÌÒÍË ËÁÎÓÊ·Ë – ÒÂ Ó„‡ÌËÁË‡ı‡ Ì‡È-˜ÂÒÚÓ ËÁ‚˙Ì Â„ËÓÌ‡. ë‡ÏËÚÂ ÚÂ ÔÂ‰Ò-
Ú‡‚Îfl‚‡Ú ÒÔÂˆËÙË˜ÂÌ ÚËÔ Ó˜‡Í‚‡ÌËfl, Ì‡ ÍÓËÚÓ ·˙Î„‡ÒÍËÚÂ ıÛ‰ÓÊÌËˆË, ÒÂ‰ ÏÌÓ-
ÊÂÒÚ‚ÓÚÓ ÒË ·‡ÎÍ‡ÌÒÍË ÍÓÎÂ„Ë, ÒÂ ÔÂ‰ÔÓÎ‡„‡ ‰‡ ‰‡‰‡Ú ÓÚ„Ó‚Ó ÔÓ-ÌflÍ‡Í˙‚ Ì‡˜ËÌ.
Ç˙ÔÓÒ˙Ú Â, Í‡Í‚Ë Ò‡ ÚÂÁË ‚˙Ì¯ÌË Ó˜‡Í‚‡ÌËfl ÒÔflÏÓ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡Ú‡ ÂÔÂÁÂÌÚ‡-
ˆËfl Ì‡ ·‡ÎÍ‡ÌÒÍËfl Â„ËÓÌ? ÇÂ‰Ì˙Ê ÒÂ ÓÔËÚ‡ı ‰‡ ËÁÔÓÎÁ‚‡Ï ÏÓÂÚÓ... ‰Ó·Â, ‚Ò˙˘-
ÌÓÒÚ ‚ÒË˜ÍÓ ÓÌÓ‚‡, Ò ÍÓÂÚÓ ‡·ÓÚflÚ ÍÛ‡ÚÓËÚÂ, ‚ Â‰Ì‡ ·‡ÎÍ‡ÌÒÍ‡ ËÁÎÓÊ·‡ – ÍÓ„‡-
ÚÓ Á‡ÏËÒÎflıÏÂ ÓÚ‰ÂÎÂÌ‡Ú‡ Á‡ ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËˆË ˜‡ÒÚ ÓÚ ÅËÂÌ‡ÎÂÚÓ ‚ ñÂÚËÌÂ
ÔÂÁ 2002 „Ó‰ËÌ‡. éÔËÚ‡ı ÒÂ ÌÂ˘Ó ‰‡ ËÁÍ‡Ê‡ ˜ÂÁ ÔÓÍ‡Ì‚‡ÌÂÚÓ Ì‡ ‡ÁÎË˜ÌË ıÛ-
‰ÓÊÌËˆË, Ò˙Á‰‡‚‡ÈÍË ËÏ ‚˙ÁÏÓÊÌÓÒÚ ‰‡ ÍÓÏÛÌËÍË‡Ú Ò ·‡ÎÍ‡ÌÒÍÓÚÓ Ó·Í˙ÊÂÌËÂ
Ë ·‡ÎÍ‡ÌÒÍ‡Ú‡ ÒËÚÛ‡ˆËfl. àÏ‡ÏÂ ÌflÍÓË ËÁÍÎ˛˜ËÚÂÎÌÓ ËÌÚÂÂÒÌË Ì‡·Î˛‰ÂÌËfl Á‡
Ì‡Ò Ò‡ÏËÚÂ, Ë Â‰ÌÓ ÓÚ Úflı Â, ˜Â Â ÏÌÓ„Ó ÔÓ-ÎÂÒÌÓ ‰‡ ÒÂ Ò‚˙ÊÂ¯, ‡·ÓÚË¯, Ó·Ò˙Ê-
‰‡¯, ËÁÓ·˘Ó ‰‡ ÒÂ ‚Ï˙ÍÌÂ¯ ‚˙‚ ‚ÒflÍ‡Í˙‚ ÒÔÂˆËÙË˜ÂÌ ‰ËÒÍÛÒ, ÍÓ„‡ÚÓ ÒË Ì‡ Ï‡Ò‡.
Ç ñÂÚËÌÂ ÔÂÍ‡‚‡ıÏÂ ÔËflÚÌÓ, ˘ÓÏ ·flıÏÂ ÒÂ‰Ì‡ÎË Ú‡Í‡ – fl‰ÂÈÍË, ÔËÂÈÍË, ˜Û‚ÒÚ-
‚‡ÈÍË ÒÂ ‰Ó‚ÓÎÌË Á‡Â‰ÌÓ. Ä ËÏ‡¯Â ‰ÓÒÚ‡Ú˙˜ÌÓ ÔÓ·ÎÂÏË Á‡ Â¯‡‚‡ÌÂ – Ì‡ ËÁÎÓÊ-
·‡Ú‡ Í‡ÚÓ ˆflÎÓ, Ò ÔÓÒÚ‡ÌÒÚ‚‡Ú‡, ‚˙‚ ‚˙ÁÍËÚÂ, Ô˙ÚË˘‡Ú‡, Ô‡‚ËÎ‡Ú‡ Ë Ú.Ì. àÁÍÎ˛-
˜ËÚÂÎÌÓ Ò˙Ï ‚ÔÂ˜‡ÚÎÂÌ‡ ÓÚ ‚˙ÁÏÓÊÌÓÒÚÚ‡ Á‡ ÌÂÙÓÏ‡ÎÌÓ ÔÂ‰ÒÚ‡‚flÌÂ Ì‡ ÍÓÂÚÓ Ë
‰‡ Â ‡‚ÚÂÌÚË˜ÌÓ ËÁÍÛÒÚ‚Ó ·Î‡„Ó‰‡ÂÌËÂ Ì‡ Â‰ËÌ ÔÓÂÍÚ Ì‡ ·˙Î„‡ÒÍËfl ıÛ‰ÓÊÌËÍ
ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚. ç‡Ë˜‡ ÒÂ ◊ïÛ‰ÓÊÌËÍ(ˆË) ‚ ‡ÚÂÎËÂ-ÔÓ„‡Ï‡“, Ë ÒÂ Â ÒÎÛ˜ËÎ
ÔÂÁ 2000 „. ‚ ÍÓÌÚÂÍÒÚ‡ Ì‡ „ÓÎflÏ‡ ËÁÎÓÊ·‡ ‚ è‡ËÊ. íÓ‚‡ ·Â¯Â ÏÌÓ„Ó ÓÒÓ·ÂÌÓ Ë
Ú‡‚Ï‡ÚË˜ÌÓ ‚ÂÏÂ Á‡ ‚ÒË˜ÍË ÌË – „Ó‰ËÌËÚÂ 1999-2000. ã˙˜ÂÁ‡ ËÁ‚˙¯Ë Ì‡ËÒÚËÌ‡
ÌÂÓ˜‡Í‚‡Ì ÊÂÒÚ – ÌÂÓ˜‡Í‚‡Ì ÓÚ ÒÚ‡Ì‡ Ì‡ ıÛ‰ÓÊÌËˆË, ˜ËflÚÓ Ì‡„Î‡Ò‡, Í‡ÍÚÓ ÒÂ
ÔÂ‰ÔÓÎ‡„‡, Â ‰‡ ÒÂ ‚„ÎÂÊ‰‡Ú ‚ Ò‡ÏËÚÂ ÒÂ·Â ÒË. íÓÈ ÔÓÍ‡ÌË ‚ ÔÓÂÍÚ‡ ÒË Ë ÒÔÓ‰Â-
ÎË ÔÂ‰ÓÒÚ‡‚ÂÌÓÚÓ ÏÛ ÔÓÒÚ‡ÌÒÚ‚Ó, ‚ÂÏÂ Ë ÒÂ‰ÒÚ‚‡, Í‡ÍÚÓ Ë ÔÂÁÂÌÚ‡ˆËÓÌÌËÚÂ
ÒË ÒÔÓÒÓ·ÌÓÒÚË, Ò ÔËflÚÂÎË/ıÛ‰ÓÊÌËˆË ÓÚ Ò˙ÒÂ‰ÌË ÒÚ‡ÌË – äÓÒÓ‚Ó, ë˙·Ëfl, å‡-
ÍÂ‰ÓÌËfl Ë ÄÎ·‡ÌËfl. íÓ‚‡ ÏË Ì‡ÔÓÏÌfl ÍÓÎÍÓ ÔÓÁËÚË‚ÌË ÌÂ˘‡ ÏÓ„‡Ú ‰‡ ÒÂ ÔÓfl‚flÚ,
ÍÓ„‡ÚÓ ÒÂ ÒÎÛ˜Ë ÌflÍÓÈ ‰‡ ÓÚ‰ÂÎË ÒÂ·Â ÒË ÓÚ ÓÙËˆË‡ÎÌ‡Ú‡ ÒËÒÚÂÏ‡ Ë ÓÚ ÒËÒÚÂÏËÚÂ,
Ë‰‚‡˘Ë ÓÚ ¯ÍÓÎÒÍËÚÂ ÍÌË„Ë. í‡Í‡ ÔÂ‰ÎÓÊËıÏÂ ÚÓÁË ÚËÔ Ò˙·Ë‡ÌÂ – ÔÓ‰˙ÎÊÂÌËÂ
Ì‡ ÚËÎÓ„ËflÚ‡ ◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡Ì‡“, Á‡ÏËÒÎÂÌ‡ ÓÚ êÂÌÂ ÅÎÓÍ, Í‡ÚÓ ÒÓÙËÈÒÍÓ
‡Á‚ËÚËÂ Ì‡ ‚ÚÓ‡Ú‡ π ˜‡ÒÚ – ◊Ç „‡‰Ó‚ÂÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“. í‡ÁË ˜‡ÒÚ Â Ì‡ËÒÚËÌ‡
ËÌÚÂÂÒÌ‡ Á‡ ‡·ÓÚ‡, Ú˙È Í‡ÚÓ  ÔÂ‰ÔÓÎ‡„‡ ÚÎ‡ÒÍ‡ÌÂ Ì‡ÔÂ‰ Ì‡ ÂÔÂÁÂÌÚ‡ˆËÓÌÌ‡-
Ú‡ ÒËÚÛ‡ˆËfl Ì‡ ◊Ó‰Ì‡ ÁÂÏfl“.

çÓ ˘ÓÏ Á‡ÔÓ˜Ì‡ıÏÂ Ó·Ò˙Ê‰‡ÌÂÚÓ Ì‡ ‚˙ÁÏÓÊÌÓÒÚËÚÂ ‰‡ Ó„‡ÌËÁË‡ÏÂ ‰ËÒÍÛÒËflÚ‡
‚ Í˙˜Ï‡, ·flı Û·Â‰ËÚÂÎÌÓ ‡ÁÍËÚËÍÛ‚‡Ì‡ ÓÚ Â‰ËÌ ÓÚ Ì‡È-Û‚‡Ê‡‚‡ÌËÚÂ ˜ÎÂÌÓ‚Â Ì‡
‡Í‡‰ÂÏË˜Ì‡Ú‡ Ó·˘ÌÓÒÚ Û Ì‡Ò – ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚. íÓÈ Ì‡ÒÚÓfl, ˜Â ÏËÒÎËÏ ÔÂÁ
Ú‡‚Ï‡ÚË˜ÌË ÍÎË¯ÂÚ‡, ˜Â ÌÂ ÒÂ ÓÔËÚ‚‡ÏÂ ‰‡ ‚ÎÂÁÂÏ ‚ ÍÓÏÔÎÂÍÒÌÓÒÚÚ‡ Ì‡ ÒËÚÛ‡ˆËfl-
Ú‡ Ë ‰‡ ËÁ‚˙¯ËÏ ÏÌÓ„Ó ÔÓ-Ô˙ÎÌ‡ Ë Ì‡ ÔÓ-‚ËÒÓÍÓ ÌË‚Ó ÂÔÂÁÂÌÚ‡ˆËfl Ì‡ Å‡ÎÍ‡ÌË-
ÚÂ. çÂÁ‡‚ËÒËÏÓ ÓÚ ÔÂÔÓ˙ÍËÚÂ ÏÛ, Â¯Ëı ‰‡ fl Ì‡Ô‡‚fl, ‰‡ ÔÓ·‚‡Ï Í‡Í ÒÂ ÒÎÛ˜‚‡Ú
ÌÂ˘‡Ú‡, ‡ÍÓ fl‰ÂÏ Ë ÔËÂÏ Ë ÍÓ„‡ÚÓ ÒÏÂ ÙÓÏ‡ÎËÁË‡ÌË Ï‡ÎÍÓ ÔÓ-Ï‡ÎÍÓ ÓÚ Ó·ËÍÌÓ-
‚ÂÌÓ. ôÂ ÒÂ ÓÔËÚ‡Ï Ë ‰‡ „Ó‚Ófl Ï‡ÎÍÓ ÔÓ-Ï‡ÎÍÓ ÓÚ Ó·ËÍÌÓ‚ÂÌÓ... ÇÒË˜ÍË ‡Á·‡ı-
ÏÂ ‚ÒÂ Ô‡Í, ˜Â Ì‡È-‚‡ÊÌÓÚÓ Â ÌÂ ÔÓÒÚÓ ‰‡ Ò˙·ÂÂ¯ ıÛ‰ÓÊÌËˆË Ë ıÓ‡ ÓÚ Ò˙‚Â-
ÏÂÌÌ‡Ú‡ ÍÛÎÚÛÌ‡ ËÌÙ‡ÒÚÛÍÚÛ‡, ‡ ‡Á„Ó‚Ó˙Ú ‰‡ ÒÂ Ó„‡ÌËÁË‡ Ì‡ ÏÛÎÚË‰ËÒˆËÔ-
ÎËÌ‡ÌÓ ÌË‚Ó, Ú˙È Í‡ÚÓ ıÓ‡Ú‡ ÓÚ ‡ÁÎË˜ÌË ÔÓÙÂÒËË Ë Ò ‡ÁÎË˜ÌÓ Ó·‡ÁÓ‚‡ÌËÂ
ÏÓ„‡Ú ‰‡ Ò‡ ÌË ‚ ÔÓÏÓ˘ Ë ‰‡ Ò˙Á‰‡‰‡Ú ËÁ‚˙ÌÂ‰ÌË Ô˙ÚË˘‡.



23

if not a family, then at least a very close neighborhood. We spent all the time together
trying to synchronize names of dishes and drinks; trying to figure out the country and
cultural tradition they belong to. Everything got totally mixed up but we enjoyed ourselves
much more than in any other similar situation.

Balkan shows during the last years – by which I mean representative Balkan shows –
were usually organized outside the Balkan region. They present some specific type of
expectations to which Bulgarian artists, among all the Balkan artists, are supposed to
respond in some way. The question is what are these external expectations about the
artistic representations of the Balkan region? I tried to use once my… well, everything that
curators work with, in a Balkan show; this was when we were arranging the part of the
Cetinje Biennial in 2002, which was dedicated to artists from the Balkans. So, I tried to
express something by inviting different artists and giving them the opportunity to commu-
nicate with the Balkan environment and the Balkan situation. We have some very inter-
esting observations about ourselves and one of these is that it is much easier to commu-
nicate, to work, to discuss, to enter any specific discourse around a table. We had a
good time in Cetinje whenever we were in such a setting, eating, drinking and feeling
really well together. And we had enough problems to solve, the problems in the show,
the problems with spaces, connections, ways and rules and so on. I am very much
impressed by the possibilities afforded by informal presentations of whatever original art
and culture and my awareness was raised thanks to one project of the Bulgarian artist
Luchezar Boyadjiev. It is titled “Artist(s) in Residence Program”, and it took place in 2000
in the context of a large show in Paris. The years between 1999 and 2000 were a very
peculiar and traumatic time for all of us. Luchezar made a very unexpected gesture –
unexpected from an artist who is supposed to be a person focused on his own self.
He invited to his project and he shared his space, time and money as well as his repre-
sentational abilities with his friends/artists from neighboring countries – Kosovo, Serbia,
Macedonia and Albania. This reminds me that something quite positive could happen if
one separates oneself from the official system and from the systems that come from
schoolbooks. 

So, we suggested this type of gathering, this development of the trilogy “In the Gorges
of the Balkans”, initiated by René Block, as a Sofia development of the second part titled
“In the Cities of the Balkans”. This part offers very interesting possibilities for work
because it involves exploring further the representational situation, this time on “home
ground”.

But when we started discussing the possibilities for arranging the discussion in a pub,
I was strongly criticized by one of the most respected members of the academic com-
munity here, Alexander Kiossev. He insisted that we are thinking in traumatic clichés,
that we are not trying to recognize the complexities of the situation and to accomplish a
much richer and more sophisticated representation of the Balkans. I decided, despite his
advice and recommendations, to try doing it and to see how things could happen when
we are eating and drinking and we are a bit less formal than usual. I will also try to talk a
bit less than usual... After all, we all understood that the most important thing is not only
to gather artists and people from the contemporary artistic infrastructure, but also to
arrange the talk on a multidisciplinary level, because people from different professions
and backgrounds can help us with their input and suggest new lines of thinking. 

I will start by presenting a cycle of works from the Bulgarian contemporary art scene.
The colleagues from our neighboring countries, whom we have invited here, will talk
about and show things from their countries and cities. But first I would really like to apol-
ogize for using the English language here... Initially my dream was that this conference in
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ôÂ Á‡ÔÓ˜Ì‡ Ò ÔÂ‰ÒÚ‡‚flÌÂÚÓ Ì‡ ˆËÍ˙Î ‡·ÓÚË ÓÚ Ò˙‚ÂÏÂÌÌ‡Ú‡ ·˙Î„‡ÒÍ‡ ıÛ‰ÓÊÂÒ-
Ú‚ÂÌ‡ ÒˆÂÌ‡. äÓÎÂ„ËÚÂ ÓÚ Ò˙ÒÂ‰ÌËÚÂ ÒÚ‡ÌË, ÍÓËÚÓ ÒÏÂ ÔÓÍ‡ÌËÎË, ˘Â ‡ÁÍ‡Ê‡Ú Ë ˘Â
ÔÓÍ‡Ê‡Ú ÌÂ˘‡ ÓÚ Ò‚ÓËÚÂ ÏÂÒÚ‡ Ë „‡‰Ó‚Â. çÓ Ô˙‚Ó Ì‡ËÒÚËÌ‡ ÏË ÒÂ ˘Â ‰‡ ÒÂ ËÁ‚Ë-
Ìfl Á‡ „Ó‚ÓÂÌÂÚÓ ÚÛÍ Ì‡ ‡Ì„ÎËÈÒÍË... èÓÌ‡˜‡ÎÓ ÏÂ˜Ú‡Ú‡ ÏË Á‡ ÍÓÌÙÂÂÌˆËfl ‚ Í˙˜-
Ï‡ – Í‡ÍÚÓ ·Ë ·ËÎÓ ÎÓ„Ë˜ÌÓ Á‡ ÌÂ˘Ó, Á‡ÏËÒÎÂÌÓ Í‡ÚÓ Î‡Ù-ÏÓ‡·ÂÚ ÒÂ‰ ÔËflÚÌÓ fl‰Â-
ÌÂ Ë ÔËÂÌÂ, ·Ë Úfl·‚‡ÎÓ ‰‡ ÒÂ ÓÒ˙˘ÂÒÚ‚Ë Ì‡ ·‡ÎÍ‡ÌÒÍË ÂÁËÍ. í. Â. Ú‡Í‡‚‡ ·Â¯Â ÏÂ˜-
Ú‡Ú‡ ÏË. á‡ Ê‡ÎÓÒÚ ÌflÏ‡ÏÂ ÒË Â‰ËÌÂÌ ·‡ÎÍ‡ÌÒÍË ÂÁËÍ...

ÉÎ‡Ò: 
ÄÌ„ÎËÈÒÍË!

Ö, Ë ÚÓ‚‡ Â ÚÓ˜ÌÓ ÂÁËÍ˙Ú, ÍÓÈÚÓ ËÁÔÓÎÁ‚‡Ï. àÏ‡ÏÂ „Ó Á‡ ÍÓÏÛÌËÍ‡ˆËfl, ÍÓÂÚÓ ÌflÍ‡Í
ÔÓ‰ÏÂÌfl ÔÓÁËˆËflÚ‡ ÌË Ì‡ ËÌÒ‡È‰˙Ë.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 
ü‡ fl‚ÌÓ ÔÓÍ‡Á‚‡ Î˛·ËÏËÚÂ ÒË ‡·ÓÚË Ë ıÛ‰ÓÊÌËˆË ÓÚ Ì‡¯‡Ú‡ ÒˆÂÌ‡... çÓ ÚÂÁË ‡-
·ÓÚË „Ë ÁÌ‡ÂÏ ÓÚ „Ó‰ËÌË Ë ÏÂ Í‡‡Ú ‰‡ ÒÂ ˜Û‚ÒÚ‚‡Ï ÍÎ‡ÛÒÚÓÙÓ·Ë˜ÌÓ ‚ ËÁ‚ÂÒÚÂÌ
ÒÏËÒ˙Î... ÅËı ËÒÍ‡Î ‰‡ Í‡Ê‡ – Ú‡ÁË Í˙˜Ï‡ Â ÔÂÍ‡ÎÂÌÓ ÚflÒÌ‡, ÚÓÎÍÓ‚‡ Â Ï‡ÎÍ‡, ˜Â
ËÁ„ÎÂÊ‰‡ Í‡ÚÓ Ì‡Á‚‡ÌËÂ Ì‡ ıÛ‰ÓÊÌË˜ÂÒÍ‡ ‡·ÓÚ‡ – ÚÓ‚‡ Â ◊Ë‰ÂÌÚË˜ÌÓ-‚ÁË‚Ó-ÔÂ-
ÚÓ‚‡ÂÌ‡“ ÒËÚÛ‡ˆËfl. èÂÍ‡ÎÂÌÓ ÏÌÓ„Ó ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ Ì‡ÓÍÓÎÓ. Å‡ÎÍ‡ÌËÚÂ
Ò‡ ÔÂÌ‡ÒËÚÂÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ò ÏÌÓÊÂÒÚ‚Ó Ì‡ÒÎ‡„‚‡˘Ë ÒÂ Ë‰ÂÌÚË˜ÌÓÒÚË, ÔÂÚÂÌ-
ˆËË, ÍÓÌÙÎËÍÚË, ‰‡ÏË Ë Ú. Ì. á‡ÚÓ‚‡ ‚ÂÓflÚÌÓ ‚Ë ‰˙ÎÊËÏ Ó·flÒÌÂÌËÂ Á‡˘Ó Â ÚÓÎÍÓ-
‚‡ ÚflÒÌ‡ Í˙˜Ï‡Ú‡ – Á‡˘ÓÚÓ Ò˙ÓÚ‚ÂÚÒÚ‚‡ Ì‡ ÒÚË„Ï‡Ú‡, ÒÚË„Ï‡Ú‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ Í‡ÚÓ
ÒËÎÌÓ Á‡‰˙ÒÚÂÌÓ ÏflÒÚÓ. ÇÚÓÓ, ·Ëı ËÒÍ‡Î ‰‡ Ì‡ÔÓÏÌfl, ˜Â ÔÓÂÍÚ˙Ú ÚÛÍ, ‚ ëÓÙËfl,
Â ˜‡ÒÚ ÓÚ ÚËÎÓ„ËflÚ‡, Á‡ÔÓ˜Ì‡Ú‡ ÓÚ êÂÌÂ ÅÎÓÍ. à Á‡˘ÓÚÓ ÒÂ Ó˜‡Í‚‡ ‰‡ ÒÏÂ ÓÚ‚ÓÂ-
ÌË Ë ÌÂÓÙËˆË‡ÎÌË, ·Ëı Í‡Á‡Î, ˜Â ‰˙Î·ÓÍÓ Ò˙˜Û‚ÒÚ‚‡Ï Ì‡ êÂÌÂ ÅÎÓÍ, Ú˙È Í‡ÚÓ ËÁ-
ÎÓÊ·‡Ú‡, ÍÓflÚÓ ÚÓÈ ÔÓÒÚÓË, ·Â¯Â ËÁÍÎ˛˜ËÚÂÎÌÓ ‚ÌËÏ‡ÚÂÎÌ‡ ÒÔflÏÓ Ô‡ÍÚËÍËÚÂ Ë

çÂ‰ÍÓ ëÓÎ‡ÍÓ‚
A Life (Black & White), 1998-2001,
˜ÂÌ‡ Ë ·flÎ‡ ·Ófl; ‰‚‡Ï‡
‡·ÓÚÌËˆË ÔÂ·Ófl‰ËÒ‚‡Ú ·ÂÁ
ÔÂÍ˙Ò‚‡ÌÂ ‚ ˜ÂÌÓ Ë ·flÎÓ
ÒÚÂÌËÚÂ Ì‡ ÔÓÏÂ˘ÂÌËÂ ÔÂÁ
ˆflÎÓÚÓ ‚ÂÏÂ Ì‡ ËÁÎÓÊ·‡Ú‡ 
(5 ÏÂÒÂˆ‡), ‰ÂÌ ÒÎÂ‰ ‰ÂÌ
(ÒÎÂ‰‚‡ÈÍË Â‰ËÌ ‰Û„); 
Ç‡Ë‡˘Ë ‡ÁÏÂË.
àÁÎÓÊ·‡: “Plateau of Humankind”,
49-ÚÓ ÇÂÌÂˆË‡ÌÒÍÓ ·ËÂÌ‡ÎÂ, 2001.
äÓÎÂÍˆËË: èÂÚÂ äÓ„ÎÂ, ÇËÂÌ‡;
Susan and Lewis Manilow, óËÍ‡„Ó;
Sammlung Hauser und Wirth, ëÂÌÚ
É‡ÎÂÌ; åÛÁÂÈ Á‡ ÏÓ‰ÂÌÓ
ËÁÍÛÒÚ‚Ó, î‡ÌÍÙÛÚ.
ë˙Ò Ò˙„Î‡ÒËÂÚÓ Ì‡ ‡‚ÚÓ‡.
îÓÚÓ„‡ÙËË çÂ‰ÍÓ ëÓÎ‡ÍÓ‚
Nedko Solakov
A Life (Black & White), 1998-2001,
black and white paint; two
workers/painters constantly 
repainting the walls of the exhibition
space in black and white for the
entire duration of the exhibition (five
months), day after day (following

ëÚ. 25. ê‡·ÓÚË, ÒÔÓÏÂÌ‡ÚË ÓÚ ü‡ ÅÛ·ÌÓ‚‡:
Page 25. Works, quoted by Iara Boubnova:

each other); dimension variable.
In: “Plateau of Humankind”, 
49th Venice Biennale, 2001.
Collections: Peter Kogler, Vienna;
Susan and Lewis Manilow,
Chicago; Sammlung Hauser und
Wirth, St. Gallen; Museum für
Moderne Kunst, Ffankfurt.
Courtesy the artist.
Photography Nedko Solakov

è‡‚‰ÓÎ˛· à‚‡ÌÓ‚
çËÍÓ„‡ ÔÓ‚Â˜Â ÔÂÒËÏËÁ˙Ï, 2002.
ÅËÎ·Ó‰, 300ı400 ÒÏ
Pravdoliub Ivanov
Pessimism No More, 2002.
Billboard, 300ı400 cm

äËËÎ è‡¯ÍÓ‚
ç‡ˆËÓÌ‡ÎÂÌ ÔÎÓ‰, 1992. é·ÂÍÚ
Kiril Prashkov
National Fruit, 1992. Object

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚
Artist(s) in Residence Program, 2000
(‚ Ò˙ÚÛ‰ÌË˜ÂÒÚ‚Ó Ò˙Ò 
ëÎ‡‚Ëˆ‡ üÌÂ¯ÎËÂ‚‡, ëÍÓÔËÂ;

ëÓÍÓÎ ÅÂ˜ËË, èË˘ËÌ‡; 
ìÓ¯ ÑÊÛË˜, ÅÂÎ„‡‰; ÄÎ·‡Ì
ï‡È‰ËÌ‡È, íË‡Ì‡)
àÁÎÓÊ·‡: ◊ÑÛ„‡Ú‡ ÔÓÎÓ‚ËÌ‡ Ì‡
Ö‚ÓÔ‡. ëÓˆË‡ÎÌ‡ Â‡ÎÌÓÒÚ/
ÜË‚ÂÂÌÂ/èÓÎËÚËÍ‡“, ç‡ˆËÓÌ‡ÎÌ‡
„‡ÎÂËfl Jeu de Paume, è‡ËÊ
Luchezar Boyadjiev
Artist(s) in Residence Program, 2000
(in collaboration with: 
Slavica Janeshlieva, Skopje; 
Sokol Beqiri, Pristina; Uros Djuric,
Belgrade; Alban Hajdinaj, Tirana) 
In: “L’Autre moitié de l’Europe. 
Social Reality/Existence/Politics”,
Galerie nationale du Jeu de Paume,
Paris

ä‡ÒËÏË íÂÁËÂ‚
èÓ ·˙Î„‡ÒÍ‡Ú‡ ÒÎÂ‰‡ – 01, 2001.  
ñ‚ÂÚÂÌ Ï‡ÒÚËÎÂÌÓÒÚÛÂÌ ÔÂ˜‡Ú, 
5 ÓÚÔÂ˜‡Ú˙Í‡, ‚ËÒÓ˜ËÌ‡ 60 ÒÏ/
¯ËÓ˜ËÌ‡ ‚‡Ë‡˘‡
Krassimir Terziev
On the BG Track – 01, 2001 
Color inkjet print, 5 pieces, 60 cm
height/variable width
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ÍÛÎÚÛÌËfl ÍÓÌÚÂÍÒÚ Ì‡ Å‡ÎÍ‡ÌËÚÂ, Ë ÌÂÁ‡‚ËÒËÏÓ ÓÚ ÚÓ‚‡ ÌÂ ÔÓÎÛ˜Ë „ÓÎflÏÓ ÏÂ‰ËÈÌÓ
ÔÓÍËÚËÂ. Ç ÓÔÂ‰ÂÎÂÌ ÒÏËÒ˙Î ÍÛ‡ÚÓ˙Ú Ì‡ Ú‡ÁË ËÁÎÓÊ·‡ Ë Ì‡ ˆflÎ‡Ú‡ ÚËÎÓ„Ëfl ·Â
ÒÚË„Ï‡ÚËÁË‡Ì ÓÚ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡Ú‡ ÔÂÒ‡ Ì‡ á‡Ô‡‰Ì‡ Ö‚ÓÔ‡ Ë ÄÏÂËÍ‡ – ËÁÎÓÊ·‡-
Ú‡ ÔÓÎÛ˜Ë Ì‡È-Ï‡Î˙Í Ò·Ó ÍËÚË˜ÂÒÍÓ ‚ÌËÏ‡ÌËÂ ËÏÂÌÌÓ Á‡˘ÓÚÓ ·Â Ì‡È-‚ÌËÏ‡ÚÂÎ-
Ì‡Ú‡ Ë  ‚ ÏÌÓ„Ó ÓÚÌÓ¯ÂÌËfl Ì‡È-‰Ó·‡Ú‡ ÒÂ‰ ÌflÍÓÎÍÓÚÓ ·‡ÎÍ‡ÌÒÍË ÔÓfl‚Ë, ÔÓ‚Â-
‰ÂÌË ÔÂÁ ÔÓÒÎÂ‰ÌËÚÂ ‰‚Â „Ó‰ËÌË ËÁ Ö‚ÓÔ‡. ÅË Úfl·‚‡ÎÓ ‰‡ ÔË‚ÂÚÒÚ‚‡ÏÂ ◊Á‡‚˙-
˘‡ÌÂÚÓ“ Ì‡ êÂÌÂ ÅÎÓÍ Ì‡ Å‡ÎÍ‡ÌËÚÂ, ÍÓÈÚÓ ÓÚ‰ÂÎfl ÔÂÍ‡ÎÂÌÓ ÏÌÓ„Ó ‚ÌËÏ‡ÌËÂ Ì‡
ÒËÎÌÓ Ì˛‡ÌÒË‡ÌË ‰ÂÚ‡ÈÎË ÓÚ ËÒÚÓËflÚ‡ Ë ıÛ‰ÓÊÂÒÚ‚ÂÌËÚÂ Ô‡ÍÚËÍË Ì‡ Å‡ÎÍ‡ÌËÚÂ.
ÅËı ËÒÍ‡Î Ò˙˘Ó ‰‡ ·Î‡„Ó‰‡fl Ì‡ ç‡Ú‡¯‡ àÎË˜ ‚ ÓÎflÚ‡ π Ì‡ ÍÓÓ‰ËÌ‡ÚÓ Ì‡ ˆÂÎËfl
ˆËÍ˙Î ÔÓfl‚Ë ÓÚ ‚ÚÓ‡Ú‡ ˜‡ÒÚ Ì‡ ÚËÎÓ„ËflÚ‡, Ò˙·ËÚËflÚ‡, ÔÓ‚ÂÊ‰‡˘Ë ÒÂ ‚ „‡‰Ó‚Â
Ì‡ Å‡ÎÍ‡ÌËÚÂ.

ü‡ ÅÛ·ÌÓ‚‡: 
àÁ‚ËÌfl‚‡Ï ÒÂ Á‡ ÔÓÍ‡Á‚‡ÌÂÚÓ Ì‡ ÚÓÎÍÓ‚‡ Ó˜Â‚Ë‰ÌË ‡‚ÚÓË Ë ‡·ÓÚË – ÚÓ‚‡ Â, Á‡˘Ó-
ÚÓ „Ë Ó·Ë˜‡Ï. ÇË‰flÌ‡Ú‡ ÚÓÍÛ-˘Ó ÓÚ ‚‡Ò ÔÓÊÂÍˆËfl Ô‡ÍÚË˜ÂÒÍË Â Á‡ÏÂÒÚËÚÂÎ Ì‡ ËÁ-
ÎÓÊ·‡. í‡Í˙‚ ÏÓÊÂ ‰‡ Â ÓÚ„Ó‚Ó˙Ú Ì‡ ‚˙ÔÓÒ‡ Í‡Í ·Ë Úfl·‚‡ÎÓ ‰‡ ËÁ„ÎÂÊ‰‡ ·˙Î„‡-
ÒÍÓÚÓ ·‡ÎÍ‡ÌÒÍÓ ËÁÍÛÒÚ‚Ó, Í‡Í ·Ë ÒÂ ÒÎÛ˜‚‡ÎÓ ÚÓ, Í‡Í ·Ë Â‡„Ë‡ÎÓ Ì‡ ËÒÍ‡ÌÂÚÓ ‰‡
·˙‰Â ÔÂ‰ÒÚ‡‚ËÚÂÎÌÓ ·‡ÎÍ‡ÌÒÍÓ.

èÂÚfl ä‡·‡Í˜ËÂ‚‡: 
óÛ‚ÒÚ‚‡Ï ÒÂ ‰ÓÒÚ‡ ÒÚ‡ÌÌÓ ÚÛÍ, Ú˙È Í‡ÚÓ Ò˙Ï ÒÓˆËÓÎÓ„. çflÍ‡Í ÌÂ Ò˙Ï Ì‡ ÏflÒÚÓ.
çÓ Ó·Ë˜‡Ï ıÛ‰ÓÊÌËˆËÚÂ Ë ÓÒÓ·ÂÌÓ ÚÂÁË ıÛ‰ÓÊÌËˆË ÚÛÍ. í‡Í‡ ˜Â Ò˙Ï ÚÛÍ, Á‡ ‰‡ ÔÓ-
ËÁÌÂÒ‡ Â˜ ÌÂ ÁÌ‡Ï Á‡ Í‡Í‚Ó. ÇÂÓflÚÌÓ ÔÓ·ÎÂÏ˙Ú Â Í‡Í‚Ó ÚÓ˜ÌÓ ÁÌ‡˜Ë Ú‡ÁË ËÁÌ‡-
˜‡ÎÌ‡ ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ. ê‡Á„ÎÂ‰‡ı Í‡Ú‡ÎÓ„‡ ÓÚ ◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡Ì‡“ Ë ·flı
ÔÓÏÓÎÂÌ‡ ‰‡ „Ó ÍÓÏÂÌÚË‡Ï. í‡Í‡ ˜Â ÌflÍ‡Í ˘Â „Ó‚Ófl Á‡ ÚÓ‚‡ ˘Ó Â ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌ-
ÚË˜ÌÓÒÚ, ‡ÍÓ ËÏ‡ Ú‡Í‡‚‡, Ë Á‡ ÚÓ‚‡, ÍÓÂÚÓ ‚Ë‰flı ‚ Í‡Ú‡ÎÓ„‡.

á‡ ÏÂÌ ÔÓ·ÎÂÏ˙Ú Ì‡ Å‡ÎÍ‡ÌËÚÂ Â ‚ ÍÎË¯ÂÚÓ, ÔÂÁ ÍÓÂÚÓ ÚÂ Ó·ËÍÌÓ‚ÂÌÓ Ò‡ ‚Ë‰eÌË.
é·ËÍÌÓ‚ÂÌÓ ‰ÛÏ‡Ú‡ ◊Å‡ÎÍ‡ÌË“ ÒÂ Ò‚˙Á‚‡ Ò ÏÌÓÊÂÒÚ‚Ó ÍÓÌÙÎËÍÚË, ÔÂÍ‡ÎÂÌÓ Ò„˙Ò-
ÚÂÌÓ ÏflÒÚÓ Ë Í‡ÚÂ„ÓË˜ÌÓ ÓÚËˆ‡ÚÂÎÌÓ ‚ÔÂ˜‡ÚÎÂÌËÂ. ëÚ‡ıÛ‚‡Ï ÒÂ, ˜Â ÔÓÌ‡ÒÚÓfl˘ÂÏ

ü‡ ÅÛ·ÌÓ‚‡, èÂÚfl ä‡·‡Í˜ËÂ‚‡/Iara Boubnova, Petia Kabakchieva
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a pub – as it could be logically expected from an event conceived as chatting and pleas-
ant eating and drinking – should happen in a Balkan language. This was how it would
happen, ideally that is. Unfortunately, we don’t have one common Balkan language… 

Voice: 
English!

Well, yes, and this is exactly the language I’m using. We have this English language for
communication, which somehow alters our position as insiders. 

Luchezar Boyadjiev: 
Iara is obviously showing her favorite works and artists from our scene... But we know
these pieces for years and it makes me feel claustrophobic in a sense... I would like to
say – this pub is very tight; it’s so small, that it feels like a title for an artwork – this is an
“identity overkill” situation. There is too much Balkan identity around. The Balkans is a
very saturated space with many overlapping identities, claims, conflicts, dramas, and so
on. So, perhaps we owe you an explanation why the pub is so tight – because it match-
es the stigma, the stigma that the Balkans are a heavily congested space. Secondly,
I would like to remind you that this project here, in Sofia, is part of the trilogy, which
René Block started. And because we are supposed to be open and informal I would like
to say that I sympathize very deeply with René Block because his show was exceptional-
ly attentive to the practices and the cultural context of the Balkans, and yet it did not get
much media coverage. In a sense the art press in Western Europe and America stigma-
tized the curator of this show and of the whole trilogy. It was because the show that was
the most attentive and in many ways the best among several Balkan shows that took
place in the last two years in Europe, that it received the least amount of critical atten-
tion. We must welcome René Block’s “return” to the Balkans. And I feel that he is one
of us because he has been stigmatized as too much Balkan – giving too much attention
to very delicate details of the history and the current artistic practices on the Balkans.
I would also like to thank Natasha Ilic, who is the coordinator of the whole cycle of
events in the second part of the trilogy, all these events in the cities of the Balkans. 

Iara Boubnova: 
I apologize for showing these obvious artists and works, it’s because I love them.
What you just saw here is practically a projection to substitute a show. This could be the
answer to the question what Bulgarian Balkan art should look like, how it could happen,
how it could react to the demand to be a Balkan representation.

Petia Kabakchieva: 
I feel quite strange here because I’m a sociologist. Somehow it is awkward to be here.
But I love artists and particularly these artists here. So, I’m here to make a speech and
I’m not sure what it should be about. Probably the problem is what this original Balkan
identity means? I saw the catalogue of “In the Gorges of the Balkans” and I was asked
to comment on it. So, I will somehow speak about what Balkan identity is, if it exists, and
about what I’ve seen in the catalogue. 

For me the problem of the Balkans is the clichés that the Balkans are usually seen
through. Usually the word Balkan is associated with a lot of conflicts, a very tight space
and a definitely negative impression. I’m afraid that we have started replacing this image
with another homegrown image that is also somehow related to a cliché – the good
image of Southeastern Europe as opposed to the Balkan image. It is linked with eating a
lot of common food, a lot of drinking, and with the everyday level of culture, OK, here this
seems cool, we will be laughing and singing and drinking and so on and on. I like the
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ÒÏÂ ÒÂ Á‡ÂÎË ‰‡ Á‡ÏÂÌflÏÂ Ú‡ÁË ÔÂ‰ÒÚ‡‚‡ Ò ‰Û„‡, ‰ÓÏÓ‡ÒÎ‡ Ú‡Í‡‚‡, Ó·‚˙Á‡Ì‡ ÓÚ-
ÌÓ‚Ó ÌflÍ‡Í Ò ÍÎË¯Â – ‰Ó·‡Ú‡ ÔÂ‰ÒÚ‡‚‡ Á‡ û„ÓËÁÚÓ˜Ì‡ Ö‚ÓÔ‡ Í‡ÚÓ ÓÔÓÁËˆËfl Ì‡
ÔÂ‰ÒÚ‡‚‡Ú‡ Á‡ Å‡ÎÍ‡ÌËÚÂ. ë‚˙Á‡Ì‡ Â Ò fl‰ÂÌÂÚÓ Ì‡ ÏÌÓ„Ó Ó·˘Ë ı‡ÌË, Ò ÏÌÓ„Ó ÔËÂ-
ÌÂ, Ò ‚ÒÂÍË‰ÌÂ‚ÌÓÚÓ ÌË‚Ó Ì‡ ÍÛÎÚÛ‡Ú‡ – ‰Ó·Â, ÚÛÍ ÚÓ‚‡ ËÁ„ÎÂÊ‰‡ ıËÚÓ, ˘Â ÒÂ
ÒÏÂÂÏ, ˘Â ÔÂÂÏ Ë ÔËÂÏ Ë Ú. Ì., Ë Ú. Ì. ï‡ÂÒ‚‡ ÏË ‚Ë‰flÌ‡Ú‡ ÔÂÁ Í‡Ú‡ÎÓ„‡ ËÁÎÓÊ·‡,
Á‡˘ÓÚÓ ÔÓÍ‡Á‚‡ Ó·˙Ì‡Ú‡ ÔÂÒÔÂÍÚË‚‡, ÒÍ˙Ò‚‡ Ò˙Ò Ò‚˙Á‡ÌËÚÂ Ò Å‡ÎÍ‡ÌËÚÂ ÍÎË¯ÂÚ‡.
é·ËÍÌÓ‚ÂÌÓ Å‡ÎÍ‡ÌËÚÂ ÒÂ ÏËÒÎflÚ ÔÂÁ Í‡ÚÂ„ÓËflÚ‡ Ì‡ ÔÂÍ‡ÎÂÌÓ ÏÌÓ„Ó Ò˙·ËÚËfl –
ÔÂÌ‡ÒÂÎÂÌË Ò‡, ÔÂÚÓ‚‡ÂÌË Ò‡ Ò ËÒÚÓËfl, ÏÌÓ„Ó Ò‡ ıÓ‡Ú‡, ÍÓËÚÓ ÒÂ ÒÏÂflÚ, fl‰‡Ú,
ÔËflÚ, Û·Ë‚‡Ú ÒÂ Ë Ú. Ì. íÓ‚‡ ÍÓÂÚÓ ‚Ë‰flı ‚ Í‡Ú‡ÎÓ„‡ Ó·‡˜Â, ·Â Ò‡ÏÓÚÌÓÒÚÚ‡ Ì‡ ·‡Î-
Í‡ÌÒÍËÚÂ ıÓ‡, Ô‡ÁÌÓÚ‡Ú‡. í‡Í‡ ˜Â, ÔÓÚË‚ÓÔÓÎÓÊÌÓ Ì‡ ÔÂÌ‡ÒÂÎÂÌÓÒÚÚ‡ Ì‡ ÔÓÒÚ-
‡ÌÒÚ‚ÓÚÓ Ë ÔÂÚÓ‚‡ÂÌÓÒÚÚ‡ Ò ËÒÚÓËfl, ‚Ë‰flı ıÓ‡ – ‰‡ Â˜ÂÏ, ıÛ‰ÓÊÌËˆË ÓÚ Å˙Î-
„‡Ëfl – ÍÓËÚÓ Ì‡Ô˙ÎÌÓ ÔÂÌÂ·Â„‚‡Ú ËÒÚÓËflÚ‡. íÓ‚‡ ÌflÍ‡Í Â ÌÂÏËÒÎËÏÓ ‚ Í‡ÚÂ„Ó-
ËËÚÂ Ì‡ ·‡ÎÍ‡ÌÒÍÓÚÓ ËÁÍÛÒÚ‚Ó. Ç Ì‡È-‰Ó·Ëfl ÒÎÛ˜‡È ‚Ë‰flÌÓÚÓ ‚ Í‡Ú‡ÎÓ„‡ Â ËÓÌËfl
ÔÓ ÓÚÌÓ¯ÂÌËÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ, ‰‡ Â˜ÂÏ Ï‡˜ËÁ˙Ï, ËÎË ÌËÍÓ„‡ ‚Â˜Â ÔÂÒËÏËÁ˙Ï Ë Ú. Ì.
Ç ‰Û„Ë ÒÎÛ˜‡Ë ÔÓÒÚÓ ÒÂ ÙÓÍÛÒË‡Ú ÒÔÂˆËÙË˜ÌË ÎË˜ÌÓÒÚË, ‰ÂÚ‡ÈÎË, ÔÂ‰ÏÂÚË,
„‡‰ÒÍË/Û·‡ÌËÒÚË˜ÌË Ó·Í˙ÊÂÌËfl, Ë ÌËÍÓ„‡, ‰‡ Â˜ÂÏ, ÔÎ‡ÌËÌË ËÎË ÒÂÎÒÍË ‡ÈÓ-
ÌË. ÅËı Í‡Á‡Î‡, ˜Â ÚÓ‚‡ ·Â¯Â ËÁÌÂÌ‡‰‡ Á‡ ÏÂÌ Ë ÒÂ ˜Û‰fl Í‡Í‚Ó ÎË Â ·‡ÎÍ‡ÌÒÍÓÚÓ
‚ ‡·ÓÚËÚÂ Ì‡ ·˙Î„‡ÒÍËÚÂ Û˜‡ÒÚÌËˆË. í‡Í‡ ÒÂ ÓÚË‚‡ Í˙Ï ÒÎÂ‰‚‡˘Ëfl ‚˙ÔÓÒ: ÍÓfl
Ë‰ÂÌÚË˜ÌÓÒÚ ‚‡ÊË? Ç ÏÓÏÂÌÚ‡ ÒÂ Á‡ÌËÏ‡‚‡Ï Ò ÔÓÂÍÚ, Á‡Òfl„‡˘ ËÁÚÓ˜ÌËÚÂ Ë Á‡Ô‡‰-
ÌËÚÂ ÍÛÎÚÛÌË Ò·Î˙Ò˙ˆË, Ì‡È-‚Â˜Â ÚÂÁË ÏÂÊ‰Û ÔÓÎËÚË˜ÂÒÍËÚÂ Ë ·ËÁÌÂÒ ÂÎËÚË. Ç ÚÓÁË
ÔÓÂÍÚ ÒÂ ÓÍ‡Á‡, ˜Â ÒÓˆË‡ÎÌËflÚ ÒÚ‡ÚÛÚ ÚÂÊË ÔÓ‚Â˜Â ÓÚ ‚ÒÂÍË ‰Û„ ‚Ë‰ Ë‰ÂÌÚË˜ÌÓÒÚ.
çflÍÓË ÓÚ ÚÂÁË ÂÎËÚË ÒÂ ˜Û‚ÒÚ‚‡Ú ËÁˆflÎÓ Í‡ÚÓ... ‚ÒË˜ÍÓ, ÓÒ‚ÂÌ ·˙Î„‡ÒÍË. íÂ Ò‡ Â‚-
ÓÔÂÈˆË, ◊Á‡Ô‡‰ÌflˆË“ Ë Ú. Ì.; ÓÚ‚ÓÂÌË Ò‡ Í˙Ï ‚˙Ì¯ÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó ËÎË Ò‡ Ì‡ËÒ-
ÚËÌ‡ ÍÓÒÏÓÔÓÎËÚË; ‡ ÌflÍÓË ÓÚ ıÓ‡Ú‡, ÊË‚ÂÂ˘Ë ‚ ÓÚ‰‡ÎÂ˜ÂÌË ‡ÈÓÌË, ÒÂ ˜Û‚ÒÚ‚‡Ú
ÔÂÍ‡ÎÂÌÓ ÏÂÒÚÌË, Á‡˘ÓÚÓ Ò‡ ÔË‚˙Á‡ÌË, Ú‡Í‡ ‰‡ ÒÂ Í‡ÊÂ, Í˙Ï Ó·Í˙ÊÂÌËÂÚÓ ÒË.
á‡ ÏÂÌ ÚÓ‚‡ Â ‚˙ÔÓÒ˙Ú – Í˙Ï ÍÓfl Ë‰ÂÌÚË˜ÌÓÒÚ ÔËÌ‡‰ÎÂÊËÏ? ë˙„Î‡ÒÌ‡ Ò˙Ï Ò˙Ò Á‡-
·ÂÎÂÊÍ‡Ú‡ Ì‡ áË„ÏÛÌÚ Å‡ÛÏ‡Ì, ˜Â ‡ÍÓ ÔÓ·ÎÂÏ˙Ú Ì‡ ÏÓ‰ÂÌÓÒÚÚ‡ ·Â ‚˙‚ ÙËÍÒË‡-
ÌÂÚÓ Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚ ËÎË ‚ ÌÂÈÌÓÚÓ ÔÓÒÚÓfl‚‡ÌÂ – Ì‡È-‚Â˜Â Ì‡ Ì‡ˆËÓÌ‡ÎÌ‡Ú‡ Ú‡Í‡-
‚‡, ÚÓ ÔÓ·ÎÂÏ˙Ú Ì‡ ÔÓÒÚÏÓ‰ÂÌÓÒÚÚ‡ ÒÂ Ò˙ÒÚÓË ‚ ÂˆËÍÎË‡ÌÂÚÓ Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚË.
í‡Í‡ ˜Â ËÏ‡ÏÂ – Ë ÚÓ‚‡ Á‡ ÏÂÌ Â Ì‡È-‰Ó·ÓÚÓ – ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ËÁ·Ë‡ÏÂ Ì‡¯ËÚÂ
Á‡ÒÚ˙Ô‚‡˘Ë ÒÂ Ë ÔÓÌflÍÓ„‡ ÔÓÚË‚ÓÂ˜Ë‚Ë Ë‰ÂÌÚË˜ÌÓÒÚË. äÓ„‡ÚÓ „ÎÂ‰‡Ï ‡·ÓÚ‡ Ì‡
·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËÍ (Í‡Í‚ÓÚÓ Ë ‰‡ ÓÁÌ‡˜‡‚‡ ÚÓ‚‡), ËÎË Ì‡ ·˙Î„‡ÒÍË ıÛ‰ÓÊÌËÍ, ËÎË
Ì‡ ıÛ‰ÓÊÌËÍ Í‡ÚÓ ÛÌË‚ÂÒ‡ÎÌÓ ÔÓÌflÚËÂ, ËÌÚÂÂÒÌÓÚÓ Á‡ ÏÂÌ Â ‰‡ ÓÚÍËfl ÒÎÂ‰Ë,
ÁÌ‡ˆË Á‡ ‡ÁÎË˜ÌË Ë‰ÂÌÚË˜ÌÓÒÚË, ÍÓËÚÓ ÏÓ„‡ ‰‡ ÂËÌÚÂÔÂÚË‡Ï ÓÚ „ÎÂ‰Ì‡Ú‡ ÚÓ˜-
Í‡ Ì‡ ÒÓ·ÒÚ‚ÂÌ‡Ú‡ ÏË ‡ÁÎË˜Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚ. àÏÂÌÌÓ ÚÓ‚‡ Â ÔÂ‰ËÁ‚ËÍ‡ÚÂÎÒÚ‚ÓÚÓ –
ÒÏÂÒ‚‡ÌÂ Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚË ÔÓ-ÒÍÓÓ, ÓÚÍÓÎÍÓÚÓ ‚„Î˙·fl‚‡ÌÂ ‚ ÍÎË¯ÂÚÓ Á‡ Å‡ÎÍ‡ÌË-
ÚÂ. èÂ‰ÔÓÎ‡„‡Ï, ˜Â Á‡ ıÛ‰ÓÊÌËÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚÚ‡ Ì‡ ◊ıÛ‰ÓÊÌËÍ“ Â ÔÓ-ÒËÎÌ‡ ÓÚ Ë‰ÂÌ-
ÚË˜ÌÓÒÚÚ‡ Ì‡ ◊·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËÍ“. óÛ‰fl ÒÂ ‰‡ÎË ÌflÍÓÈ ÏÓÊÂ ‰‡ ÔÓËÁÌÂÒÂ
◊ÄÁ Ò˙Ï ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËÍ“ ËÎË ◊ÄÁ Ò˙Ï ·‡ÎÍ‡ÌÒÍË ÒÓˆËÓÎÓ„“. Ç˙ÁÏÓÊÌÓ Â, ÌÓ…

åË„ÎÂÌ‡ çËÍÓÎ˜ËÌ‡: 
ÇÁÂı Û˜‡ÒÚËÂ ‚ ËÁÒÎÂ‰Ó‚‡ÚÂÎÒÍË ÔÓÂÍÚ Á‡ ·˙Î„‡ÒÍË ÊÂÌË, ÏË„‡ÌÚË ‚ àÚ‡ÎËfl Ë
ïÓÎ‡Ì‰Ëfl. ÇÒflÍ‡, ÍÓflÚÓ Â ÏË„‡ÌÚ ‚ ïÓÎ‡Ì‰Ëfl – ‡ Ò˙˘ÓÚÓ ·Â ‚Ë‰ËÏÓ Ë ÒÂ‰ ÏË„‡Ì-
ÚËÚÂ ÓÚ ìÌ„‡Ëfl – ËÒÚËÌÒÍË ÒÂ ÓÔÎ‡Í‚‡¯Â ÓÚ ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ÒÂ˘‡ ıÓ‡ Â‰ËÌÒÚ‚Â-
ÌÓ Ì‡ ·‡Á‡Ú‡ Ì‡ ÔÂ‰‚‡ËÚÂÎÌÓ Û„Ó‚‡flÌÂ. ÖÚÓ Í‡Í‚Ó Í‡Á‡ Â‰Ì‡ ÓÚ ÚÂÁË ÊÂÌË: ◊å‡-
Áfl „Ó ÚÓÁË ◊‰ÌÂ‚ÂÌ Â‰“. à‰‚‡ Ì‡ÔËÏÂ Â‰Ì‡ ÊÂÌ‡, ËÒÍ‡ ‰‡ ÒÂ ‚Ë‰ËÏ Ë Í‡Á‚‡ – ‰‡
Â˜ÂÏ, ˜Â ÒÂ ÒÎÛ˜‚‡ ÔÂÁ ˛ÌË, Ú‡ Í‡Á‚‡, ÌÂÍ‡ ÒÂ ÒÂ˘ÌÂÏ ÔÂÁ ÓÍÚÓÏ‚Ë“. ÖÚÓ „Ó Ë
ÌÂÈÌËfl ÍÓÏÂÌÚ‡: ◊çËÚÓ ÁÌ‡Ï ‰‡ÎË ˘Â Ò˙Ï ‚ Ì‡ÒÚÓÂÌËÂ ÔÂÁ ÓÍÚÓÏ‚Ë, ÌËÚÓ ‰‡ÎË
˘Â Ò˙Ï ÚÛÍ, ÌËÚÓ ‰‡ÎË ˘Â Ò˙Ï ÊË‚‡, ÌÓ Úfl Í‡Á‚‡ – ‰‡ ÒÂ ÒÂ˘ÌÂÏ ÔÂÁ ÓÍÚÓÏ‚Ë“.
í‡Í‡ Ë‰ÂflÚ‡ Á‡ ÒÚ‡Ì‡, Ë‰ÂflÚ‡ Á‡ Ô‡ÚËÓÚËÁ˙Ï, ÍÓflÚÓ ÌËÍÓ„‡ ÌÂ ÒÂ ÒÔÓÏÂÌ‡‚‡ –
‰ÓË ‰ÛÏ‡Ú‡ ÌÂ ÒÂ ËÁÍ‡Á‚‡ ÓÚ ÏÎ‡‰ËÚÂ ÏË„‡ÌÚË, ‚Ò˙˘ÌÓÒÚ Â Ë‰Âfl Á‡ ÎÂÒÌÓ Ó·˘Û‚‡-
ÌÂ ÏÂÊ‰Û ıÓ‡Ú‡, ÔÓÒÚÓ ÌÂ˘Ó ‰‡ ÏÓÊÂ ‰‡ ÒÂ ÒÎÛ˜‚‡. àÏ‡ ÌÂ˘Ó ‚˙‚ ‚ÒË˜ÍÓ ÚÓ‚‡.
èÓ ‚ÂÏÂ Ì‡ ËÌÚÂ‚˛Ú‡Ú‡ Ò ÊÂÌËÚÂ ÏË„‡ÌÚË Ò‡Ï‡Ú‡ ‡Á Ò˙˘Ó ÏËÒÎÂı Ì‡ ÂÁËÍ‡ Ì‡
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exhibition I’ve seen through the catalogue because it shows a reversed perspective.
It breaks up with all the clichés related to the Balkans. Usually the Balkans are thought of
in the category of too many events – they are overcrowded, they are overloaded with his-
tory, with a lot of people who are laughing, eating, drinking, killing themselves and so on.
But what I saw in the catalogue is the loneliness of the Balkan people, the emptiness.
So, in opposition to the overcrowded space and the overload with history, I saw people –
artists from Bulgaria, let’s say – who totally neglect history. This seems somehow
unthinkable in the categories of Balkan art. What I saw in the catalogue is at best irony
towards the Balkans, let’s say machismo, pessimism no more and so on. In other cases
there is just a focus on specific persons, on details, on objects, on city/urban environ-
ment and not, let’s say on mountains or the rural areas. I would say that this was a sur-
prise for me and I wonder what’s Balkan about the works of the Bulgarian artists? This
leads me to the next question: which identity counts? I’m dealing now with a project con-
cerning Eastern and Western cultural clashes, mostly ones between the political and
business elites. In this project it turned out that social status matters more than any other
kind of identity. Some of these elites feel totally like... anything but Bulgarian. They are
European, Westerners and so on; they are open to the outside space or they are really
cosmopolitan; and some of the people living in remote areas feel too local because they
feel attached to their environment, so to say. For me this is the question – which identity
do we belong to? I agree with Zygmunt Bauman’s remark that if the problem of moderni-
ty was the fixing of an identity, or the construction of an identity – mostly the national –
then the problem of postmodernity concerns recycling identities. So, we have the oppor-
tunity – and this, I think, is the best – to choose our overlapping and sometimes contro-
versial, identities. When I see the works of a Balkan artist (whatever that is) or of a
Bulgarian artist or of an artist as a universal concept, the interesting thing for me is to
find traces, marks of different identities, which I can reinterpret from the perspective of
my own different identity. This is the challenge – mixing identities rather than focusing on
the cliché of the Balkans. I suppose that for the artists the identity of being an “artist” is
stronger than the identity of being a “Balkan artist”. I wonder whether one can say, “I’m a
Balkan artist” or “I’m a Balkan sociologist”. Probably yes but…

Miglena Nikolchina: 
I took part in a research project about Bulgarian migrant women to Italy and Holland.
Everybody who is a migrant to Holland – and we could see the same with Hungarian
migrants – was really complaining about meeting people only after making an appoint-
ment in advance. Here is what one of the migrants said: “I hate this “agenda”. For exam-
ple, a woman comes and wants to see me – let’s say this happens in June – and she
says “let’s meet in October”.” And this is her comment: “I don’t know whether I will be in
the mood in October, whether I’ll be here in October, whether I’ll be alive in October, but
she says let’s meet in October.” So, the idea of a country, the idea of patriotism, which is
never mentioned – the word is never mentioned by young migrants – is indeed the idea
of easy communication with people, that it can happen in a simple way. So, there must
be something about it. During the interviews with the migrant women I was also thinking
in terms of communication. In academic circles here in the 1980s communication was
the main topic and you could see this in a number of ways – let’s say in discussions on
Plato or in discussions on Tzvetan Stoyanov who died in the beginning of the 1970s, as
you remember, and his work began to be published much later. He was concerned very
much with the “genius of communication” and this could be understood best by the peo-
ple who knew him well, who talked with him and who attended his talks. My idea was
that communication also became important, so important in the 1980s also because of
the possibility to say things that you couldn’t write. Something which could not be pub-
lished – because real censorship existed, could be said when talking to other people.
You should know that this is no longer of much academic interest in the country right
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ÍÓÏÛÌËÍ‡ˆËflÚ‡. Ç ‡Í‡‰ÂÏË˜ÌËÚÂ ÒÂ‰Ë (ÚÛÍ) ÍÓÏÛÌËÍ‡ˆËflÚ‡ ·Â „Î‡‚Ì‡ ÚÂÏ‡ ÔÂÁ
80-ÚÂ Ë ÚÓ‚‡ ÏÓÊÂ ‰‡ ÒÂ ÔÓ‚ÂË ÔÓ ‡ÁÎË˜ÌË Ì‡˜ËÌË – ‰‡ Í‡ÊÂÏ, ‚ ‰ËÒÍÛÒËËÚÂ ÔÓ
èÎ‡ÚÓÌ ËÎË ‚ ‰ËÒÍÛÒËËÚÂ ÔÓ ñ‚ÂÚ‡Ì ëÚÓflÌÓ‚, ÍÓÈÚÓ, Í‡ÍÚÓ ÒË ÒÔÓÏÌflÚÂ, ÔÓ˜ËÌ‡ ‚
Ì‡˜‡ÎÓÚÓ Ì‡ 70-ÚÂ, ‡ ‡·ÓÚËÚÂ ÏÛ Á‡ÔÓ˜Ì‡ı‡ ‰‡ ÒÂ ÔÛ·ÎËÍÛ‚‡Ú ‰ÓÒÚ‡ ÔÓ-Í˙ÒÌÓ.
íÓÈ ·Â ÒËÎÌÓ Á‡ËÌÚÂÂÒÛ‚‡Ì ÓÚ ◊„ÂÌËfl Ì‡ ÍÓÏÛÌËÍ‡ˆËflÚ‡“, ÍÓÂÚÓ Ì‡È-‰Ó·Â ÏÓÊÂ ‰‡
·˙‰Â ‡Á·‡ÌÓ ÓÚ ÔÓÁÌ‡‚‡ÎËÚÂ „Ó ÓÚ·ÎËÁÓ, „Ó‚ÓËÎË Ò ÌÂ„Ó Ë ÒÎÛ¯‡ÎË „Ó ıÓ‡. à‰Â-
flÚ‡ ÏË ·Â, ˜Â ÍÓÏÛÌËÍ‡ˆËflÚ‡ ÒÚ‡‚‡ ‚‡ÊÌ‡, ÚÓÎÍÓ‚‡ ‚‡ÊÌ‡ ÔÂÁ 80-ÚÂ, Ò˙˘Ó Ú‡Í‡ Ë
Á‡‡‰Ë ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ÒÂ ËÁÍ‡Á‚‡Ú ÌÂ˘‡, ÍÓËÚÓ ÌÂ ÏÓÊÂ ‰‡ ÒÂ Ì‡ÔË¯‡Ú. çÂ˘Ó,
ÍÓÂÚÓ ÌÂ ÏÓÊÂ¯Â ‰‡ ÒÂ ÔÛ·ÎËÍÛ‚‡, Á‡˘ÓÚÓ ˆÂÌÁÛ‡Ú‡ Ì‡ËÒÚËÌ‡ fl ËÏ‡¯Â, ÏÓÊÂ¯Â
‰‡ ÒÂ ËÁÍ‡ÊÂ ‚ ‰ÛÏË Í˙Ï ÓÒÚ‡Ì‡ÎËÚÂ. ífl·‚‡ ‰‡ ÁÌ‡ÂÚÂ, ˜Â ‰ÌÂÒ Ú‡ÁË ÚÂÏ‡ ‚Â˜Â ÌÂ
Â ÓÚ ÒÂËÓÁÂÌ ‡Í‡‰ÂÏË˜ÂÌ ËÌÚÂÂÒ ‚ ÒÚ‡Ì‡Ú‡ – ÌËÍÓÈ ÌÂ ÔË¯Â Á‡ ÍÓÏÛÌËÍ‡ˆËflÚ‡,
ÌËÍÓÈ ÌÂ ËÁ„ÎÂÊ‰‡ ÓÒÓ·ÂÌÓ Á‡ËÌÚÂÂÒÛ‚‡Ì ÓÚ ÚÂÏ‡Ú‡, ÌÓ Úfl Â ÌflÍ‡Í ‚˙ıÓ‚Ó ‚‡ÊÌ‡
Á‡ ÊÂÌËÚÂ ÏË„‡ÌÚË. íÓ‚‡ Â Í‡ÚÍËflÚ ÏË ÍÓÏÂÌÚ‡, Í‡Í‚ËÚÓ Ë ÍÛÎÚÛÌË ‡ÁÎËÍË ‰‡
ËÁ„ÎÂÊ‰‡, ˜Â Ò˙Á‰‡‚‡ ÚÓÈ ÔÓ ÏÌÓÊÂÒÚ‚Ó ÔË˜ËÌË Ë Ò ‡ÁÌÓÔÓÒÓ˜Ì‡ ˆÂÎ. á‡ ËÌÚÂ-
ÎÂÍÚÛ‡ÎˆËÚÂ ÔÂÁ 80-ÚÂ ÍÓÏÛÌËÍ‡ˆËflÚ‡ ·Â ‡Á·Ë‡Ì‡ Í‡ÚÓ ÓÔÂ‰ÂÎÂÌ ÔÓÎËÚË˜ÂÒÍË
ËÁÍ‡Á, ÔÂ‚˙˘‡˘ ÒÂ ‚ ÔÓÎËÚË˜ÂÒÍ‡ ÚÂÏ‡. á‡ ÊÂÌËÚÂ ÏË„‡ÌÚË Úfl Â ÏÓÊÂ ·Ë Ó˙ÊË-
ÂÚÓ ËÏ Á‡ ÒÔ‡‚flÌÂ Ò ÓÍ‡Á‡ÎÓ ÒÂ ÔÂ‰ËÁ‚ËÍ‡ÚÂÎÌÓ Ë ÚÛ‰ÌÓ ÔÓÎÓÊÂÌËÂ. Ç Í‡fl Ì‡
Í‡Ë˘‡Ú‡ ÔÓ·ÎÂÏ˙Ú Á‡ ÏÂÌ Â ÌÂ ÔÓÒÚÓ ‚ Ì‡ÎË˜ËÂÚÓ Ì‡ ÍÛÎÚÛÌË ‡ÁÎËÍË – ÏÓÊÂ
·Ë „Ë ËÏ‡, ÏÓÊÂ ·Ë ÌÂ, ÔÓÌflÍÓ„‡ ËÁ„ÎÂÊ‰‡Ú ‚Ë‰ËÏË, ÔÓÌflÍÓ„‡ – ÌÂ. èÓ·ÎÂÏ˙Ú Â,
Á‡˘Ó ÒÂ ÌÛÊ‰‡ÂÏ ÓÚ Úflı ‚ ÓÔÂ‰ÂÎÂÌË ÒÎÛ˜‡Ë Ë ÌÂ ÒÂ ÌÛÊ‰‡ÂÏ ÓÚ Úflı ‚ ‰Û„Ë?
Ç ‰ÂÈÒÚ‚ËÚÂÎÌÓÒÚ ÔÓ·ÎÂÏ˙Ú Â, Á‡˘Ó ÌË Úfl·‚‡ ÚÓ˜ÌÓ ÒÂ„‡ ‰‡ „Ó‚ÓËÏ Á‡ ·‡ÎÍ‡ÌÒÍ‡
Ë‰ÂÌÚË˜ÌÓÒÚ? à ·Ëı ‰Ó·‡‚ËÎ‡ – ÌÂ ÁÌ‡Ï, ‰‡ÎË ÔËÏÂ˙Ú ˘Â ÒÂ ÒÚÓË ËÌÚÂÂÒÂÌ Ì‡
ıÛ‰ÓÊÌËˆËÚÂ, ÌÓ Â‰Ì‡ ÏÓfl ÍÌË„‡ ·Â Ì‡ÒÍÓÓ ÔÛ·ÎËÍÛ‚‡Ì‡ ‚ ëÄô. ÇÒ˙˘ÌÓÒÚ ÌËÍÓ„‡
ÌÂ Ò˙Ï ÒÂ ÒÂ˘‡Î‡ Ò ËÁ‰‡ÚÂÎËÚÂ π. ÇÒË˜ÍÓ ÒÂ ÒÎÛ˜Ë ÔÓ àÌÚÂÌÂÚ, ÌÓ Â‰ÌÓ‚ÂÏÂÌÌÓ
ÏÌÓ„Ó ÔÓ˘‡ ÒÂ ‡ÁÏÂÌË ÔÓ ÌÓÏ‡ÎÌË ÔÓ˘ÂÌÒÍË Ô˙ÚË˘‡. ÑÓÒÚ‡ ˜ÂÒÚÓ Úfl·‚‡¯Â ‰‡
ÏË ÔË¯‡Ú ‰Ó ëÓÙËÈÒÍËfl ÛÌË‚ÂÒËÚÂÚ, Å˙Î„‡Ëfl. Ä Ë ‚ ÍÌË„‡Ú‡ ÔË¯‡ ÏÌÓ„Ó Á‡ Å˙Î„‡-
Ëfl. à ‚ÒÂ Ô‡Í, ÍÓ„‡ÚÓ Ò‡ ÓÚÔÂ˜‡Ú‡ÎË ·ËÓ„‡ÙË˜Ì‡Ú‡ ÏË ·ÂÎÂÊÍ‡ Ì‡ ÍÓËˆ‡Ú‡, Ò‡
ÒÎÓÊËÎË, ˜Â ÔÂÔÓ‰‡‚‡Ï ‚ ◊ëÓÙËÈÒÍË ÛÌË‚ÂÒËÚÂÚ, ìÌ„‡Ëfl“…

Å‡¯‡Í ëÂÌÓ‚‡: 
ëÚÛ‚‡ ÏË ÒÂ, Á‡ ‚ÒË˜ÍË ÌË Â ÔÓ·ÎÂÏ‡ÚË˜Ì‡ Ú‡ÁË ıÓÏÓ„ÂÌÌ‡ ◊·‡ÎÍ‡ÌÒÍ‡ Â‡ÎÌÓÒÚ“.
ëÏflÚ‡Ï, ‡Á·Ë‡ ÒÂ, ˜Â ËÒÚÓËflÚ‡ Ì‡ ÍÛÎÚÛ‡Ú‡, ËÒÚÓËflÚ‡ Ì‡ Â„ËÓÌ‡ Ë ÒÓˆË‡ÎÌËÚÂ
Ì‡‚ËˆË Ò‡ ËÁÍÎ˛˜ËÚÂÎÌÓ ‚‡ÊÌË. çÓ ÒË ÏËÒÎfl, ˜Â ÓÒÌÓ‚ÌÓÚÓ, ÍÓÂÚÓ ÙÓÏË‡ ‡Á·Ë-
‡ÌÂÚÓ Á‡ ÊË‚ÓÚ‡, Â ÒÍÓÓ¯Ì‡Ú‡ ÒÓ·ÒÚ‚ÂÌ‡ ËÒÚÓËfl ËÎË ·ÎËÁÍÓÚÓ ‚Ë ÏËÌ‡ÎÓ. í‡Í‡
˜Â, ‡ÍÓ ÔÓ„ÎÂ‰Ì‡ Í˙Ï ÔÓÒÎÂ‰ÌËÚÂ 30 „Ó‰ËÌË, ·Ëı Í‡Á‡Î‡, ˜Â ‚˙‚ ‚ÒflÍ‡ ˜‡ÒÚ Ì‡ Å‡ÎÍ‡-
ÌËÚÂ ËÏ‡ÏÂ ‡ÁÎË˜ÂÌ ÓÔËÚ. çÂÁ‡‚ËÒËÏÓ ˜Â ÍÛÎÚÛ‡Ú‡ ËÏ‡ Â‰ËÌ Ë Ò˙˘ ÔÓËÁıÓ‰ Ë
ÒÔÓ‰ÂÎflÏÂ ÏÌÓÊÂÒÚ‚Ó Ó·˘Ë ÌÂ˘‡, ÔÂÊË‚flÌÓÚÓ Á‡ ÚÂÁË 30 „Ó‰ËÌË Â ‡·ÒÓÎ˛ÚÌÓ
‡ÁÎË˜ÌÓ. ÇÁÂÏ‡ÈÍË Á‡ ÔËÏÂ ·Ë‚¯‡ û„ÓÒÎ‡‚Ëfl, ËÎË íÛˆËfl, ËÎË Å˙Î„‡Ëfl, flÒÌÓ
‚ËÊ‰‡Ï ÍÓÎÍÓ ÒÂ ‡ÁÎË˜‡‚‡ ·ÎËÁÍÓÚÓ ÏËÌ‡ÎÓ. çÂ ÒÏÂ ËÏ‡ÎË ÍÓÏÛÌËÒÚË˜ÂÒÍÓ ÏËÌ‡-
ÎÓ ‚ íÛˆËfl, ÌÓ Ô˙Í ËÏ‡ıÏÂ ÚË ÔÂ‚‡Ú‡. àÏ‡ıÏÂ ‰Û„Ë ‚Ë‰Ó‚Â ÔÓÚËÒÌË˜ÂÒÚ‚Ó Ë
‰Û„Ë ÔÓÎËÚË˜ÂÒÍË Ë ÒÓˆË‡ÎÌË Ì‡ÏÂÒË. é·‚˙Á‚‡ÌÂÚÓ Á‡Â‰ÌÓ Ì‡ Â‡ÎÌÓÒÚËÚÂ ÌË Ë
ÓÔËÚ˙Ú ‰‡ ÒÂ ÓÚÍËÂ ıÓÏÓ„ÂÌÌ‡ ·‡ÎÍ‡ÌÒÍ‡ Â‡ÎÌÓÒÚ Ò‡ ÚÛ‰ÌË. çÓ ‚ Ò˙˘ÓÚÓ ‚ÂÏÂ
Ì‡ËÒÚËÌ‡ ÒÂ ‚˙ÁıË˘‡‚‡Ï Ì‡ ‚ÒË˜ÍË ÚÂÁË „ÓÎÂÏË ËÁÎÓÊ·Ë, ÔÓÒ‚ÂÚÂÌË Ì‡ Ò˙‚ÂÏÂÌ-
ÌÓ ËÁÍÛÒÚ‚Ó ÓÚ Å‡ÎÍ‡ÌËÚÂ, Ë ÒÔÂˆË‡ÎÌÓ, ÚÛÍ Ò˙Ï Ì‡Ô˙ÎÌÓ Ò˙„Î‡ÒÌ‡ Ò ã˙˜ÂÁ‡, Ì‡
Ú‡ÁË Ì‡ êÂÌÂ ÅÎÓÍ Í‡ÚÓ Ì‡È-‚ÌËÏ‡ÚÂÎÌ‡ ÒÂ‰ Úflı. åËÒÎfl, ˜Â ÚÂÁË ËÁÎÓÊ·Ë ‡·ÓÚflÚ Ë
Ò˙Á‰‡‚‡Ú ÔÓÎÁË ÔÓ Ó˘Â ÏÌÓ„Ó Ô˙ÚË˘‡. èÓ‰ ÔÓÎÁË ËÏ‡Ï ÔÂ‰‚Ë‰ ÚÓ‚‡, ˜Â ÒÂ ÒÔÓÏÂ-
Ì‡‚‡Ú „ÓÌËÚÂ ‡ÁÎË˜Ëfl Ë ˜Â ÒÂ ÔÂ‰ÒÚ‡‚flÚ ‡·ÓÚË ÓÚ ‡ÁÎË˜ÌË Â„ËÓÌË, ÍÓËÚÓ ÌË-
ÍÓ„‡ ÌÂ Ò‡ ËÏ‡ÎË ‚˙ÁÏÓÊÌÓÒÚ ‰‡ ·˙‰‡Ú ÔÓÍ‡Á‡ÌË – ‰ÓÒÂ„‡ ÌËÍÓÈ ÌÂ „Ó Â ·ËÎÓ „ËÊ‡.
íÓ‚‡ Â Ô˙‚‡Ú‡ ÏË ·ÂÎÂÊÍ‡. Ä ‚ÚÓ‡Ú‡ ÒÂ Ò˙ÒÚÓË ‚ ÚÓ‚‡, ˜Â ÒÔÓÂ‰ ÒÓ·ÒÚ‚ÂÌËfl ÒË
ÓÔËÚ Ò˙Ï ËÒÚËÌÒÍË Û·Â‰ÂÌ‡, ˜Â Â‰ÌÓ ÔÓÍÓÎÂÌËÂ ‚ÂÏÂ ‰‡‚‡ Ó„ÓÏÌ‡ ‡ÁÎËÍ‡ ÔÓ ÓÚ-
ÌÓ¯ÂÌËÂ Ì‡ ‡Á·Ë‡ÌÂÚÓ Ì‡ ÌÂ˘‡Ú‡. í˙„‚‡ÈÍË ÓÚ Ú‡ÁË „ÎÂ‰Ì‡ ÚÓ˜Í‡, Á‡Â‰ÌÓ Ò
Ö‰ÂÌ äÓÒÓ‚‡ ‡Á‚ËıÏÂ ÔÓÂÍÚ, ËÁÔ˙ÎÌÂÌ ‚ ‰‚‡ „‡‰‡ ÔÓ Ò‚ÂÚ‡ – Ô˙‚ËflÚ ·Â É‡ˆ,
Ë ÔÓÂÍÚ˙Ú ·Â¯Â ÓÒ˙˘ÂÒÚ‚ÂÌ ‚ ‡ÏÍËÚÂ Ì‡ ◊Å‡ÎÍ‡ÌÒÍÓÚÓ ÍÓÌÒÛÎÒÚ‚Ó“ (Ó„‡ÌËÁË‡-
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now – nobody writes about communication, no one seems to be very interested in this
topic, but somehow it is of great interest for migrant women. So, this is my brief com-
ment, whatever the cultural differences it may seem to create for various reasons and to
different ends. For intellectuals in the 1980s communication was understood as a certain
political atriculation, which was turning into a political topic. For the migrant women
communication is perhaps their weapon to deal with a situation that they find challeng-
ing and difficult. Ultimately, for me the problem is not simply the existence of cultural dif-
ferences – they might or they might not, they are probably visible sometimes, sometimes
they are not. The problem is: why do we need them in certain cases and why don’t we
need them in other cases? And the problem indeed is why do we need to talk about
Balkan identity right now? And I would also add one other thing, I don’t know whether
the artists would find this an interesting example, but a book of mine was recently pub-
lished in the United States. In fact, I never actually met the publishers. It all happened
through Internet, but at the same time a lot of mail went through the regular postal serv-
ice. Very frequently they had to write to me at “Sofia University, Bulgaria”. Also in the
book I wrote a lot about Bulgaria. And yet, when they put my biographical note on the
cover of the book, they wrote that I teach in “Sofia University, Hungary”... 

Basak Senova: 
It is problematic for all of us, I guess – this homogenous “Balkan reality”. Of course, the
history of culture, the history of the region and the social habits are of great importance.
But I think that what shapes your perceptions in life is the recent personal history or your
recent past. So, if I look at the last 30 years, I would say that in every region of the
Balkans we have had different experiences. Although the culture shares the same origin
and we have a lot in common, what we experienced in the last 30 years is totally differ-
ent. If I take former Yugoslavia or Turkey or Bulgaria as an example, I would clearly see
how different the recent past is. In Turkey we didn’t have the communist past but we had
three coups. We had different kinds of oppression and other political and social interfer-
ences. It’s very hard to link these realities and to try to find a homogeneous Balkan reali-
ty. But at the same time I really appreciate all of these big exhibitions on contemporary

åË„ÎÂÌ‡ çËÍÓÎ˜ËÌ‡, üÌ‡ ÉÂÌÓ‚‡/Miglena Nikolchina, Yana Genova
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ÌÓ ÓÚ <rotor> association for contemporary art ‚ É‡ˆ), ÒÎÂ‰ ÍÓÂÚÓ, ÔÓÏÂÌflÈÍË Ï‡Î-
ÍÓ ËÁÎÓÊ·‡Ú‡, fl ÔÂÏÂÒÚËıÏÂ ‚ àÁ‡ÂÎ. ÑÓ·Â ·Ë ·ËÎÓ ‰‡ ‚Ë ÔÓÍ‡Ê‡ ËÁ‚˙¯ÂÌ‡Ú‡
Á‡Â‰ÌÓ ‡·ÓÚ‡. à ‰‚ÂÚÂ ËÁÎÓÊ·Ë ·flı‡ ÓÔÂÌË Ì‡ àÒÚ‡Ì·ÛÎ, ÌÓ ‚Ò˙˘ÌÓÒÚ ÌÂ ÔÂ‰Ò-
Ú‡‚Îfl‚‡ı‡ ÔÂ‰ÒÚ‡‚ËÚÂÎÌË ÂÍÒÔÓÁËˆËË ÒÔflÏÓ „‡‰‡, ‡ ÔÓ-ÒÍÓÓ ˜‡ÒÚ ÓÚ ÔÓÂÍÚ,
ÓÒÌÓ‚‡Ì ‚˙ıÛ Â‰ÌÓ ÔÓÍÓÎÂÌËÂ – ÔÓÍÓÎÂÌËÂÚÓ, Á‡ÚËÒÌ‡ÚÓ ÏÂÊ‰Û ‰‚Â ‰Û„Ë – ÚÓ‚‡ ÓÚ
70-ÚÂ, ÒËÎÌÓ ‡Ì„‡ÊË‡ÌÓ ÔÓÎËÚË˜ÂÒÍË, Ë ÒÎÂ‰ ÌÂ„Ó ÔÓÍÓÎÂÌËÂÚÓ, ÍÓÂÚÓ ÌË ÒÎÂ‰‚‡ –
◊ÒÔfl˘ÓÚÓ ÔÓÍÓÎÂÌËÂ“, Í‡ÍÚÓ „Ó Ì‡Ë˜‡ÏÂ ÌËÂ. íÓ Ë‰‚‡ ÒÎÂ‰ Â‰ËÌ ËÁÍÎ˛˜ËÚÂÎÌÓ ‡-
‰ËÍ‡ÎÂÌ Á‡‚ÓÈ Í˙Ï ÌÂÓÎË·Â‡ÎËÁÏ‡. çËÂ ÒÏÂ ÔÓ ÒÂ‰‡Ú‡ Ë Ì‡¯ÂÚÓ ÔÓÍÓÎÂÌËÂ ÒÂ
ÓÚÎË˜‡‚‡ Ò ÚÓ‚‡, ˜Â Á‡ ÌÂ„Ó ÌË˘Ó ÌÂ Â ‰ÓÍÛÏÂÌÚË‡ÌÓ. í‡Í‡ ˜Â ËÁÎÓÊ·‡Ú‡, ˆÂÎËflÚ
ÔÓÂÍÚ ·flı‡ Â‰ÌÓ ÏÌÓ„Ó ‰Ó·Ó ËÁÒÎÂ‰‚‡ÌÂ ‚˙ıÛ Ò‡ÏËÚÂ Ì‡Ò. íÓ‚‡, ÍÓÂÚÓ ÏÓ„‡ ‰‡
ÔÓ‰˜ÂÚ‡fl ‰ÌÂÒ, Â, ˜Â ËÁÎÓÊ·‡Ú‡ ·Â¯Â ·‡ÁË‡Ì‡ ‚˙ıÛ Ï‡ÚÂË‡Î‡ ÓÚ Ì‡¯ÂÚÓ ÔÓÍÓ-
ÎÂÌËÂ, ÍÓÂÚÓ ËÏ‡ ÁÌ‡ÌËÂÚÓ Á‡ ÏÌÓ„Ó ÌÂ˘‡ – ÓÌÓ‚‡, ÍÓÂÚÓ Â ·ËÎÓ ÔÂ‰Ë. íÓ„‡‚‡ Â‡-
„Ë‡ıÏÂ ˜ÂÁ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡Ú‡ ÒË ÔÓ‰ÛÍˆËfl – ÌÂ ˜ÂÁ ·ÛÌÚÛ‚‡ÌÂ, ÌÂ ˜ÂÁ ‚ËÍ‡ÌÂ,
‡ ˜ÂÁ ÔÓÒÚÓflÌÌÓ ÔÓËÁ‚ÂÊ‰‡ÌÂ, ÔÓËÁ‚ÂÊ‰‡ÌÂ, ÔÓËÁ‚ÂÊ‰‡ÌÂ ÔÓ ÏÌÓ„Ó ÌÂÎÂ„‡ÎÂÌ
Ì‡˜ËÌ, ‚Ò˙˘ÌÓÒÚ ËÁÍÎ˛˜ËÚÂÎÌÓ ÒÏÂ¯ÂÌ, Á‡˘ÓÚÓ ·Â¯Â ÔÓ‚ÒÂÏÂÒÚÂÌ.

ëÂ„‡ ˘Â ‚Ë ÔÓÍ‡Ê‡ ‰‚‡ ‰ÓÍÛÏÂÌÚ‡ÎÌË ÍÎËÔ‡ ÓÚ ÚÂÁË ‰‚Â ËÁÎÓÊ·Ë, Í‡ÚÓ ÔÓ‚Â˜ÂÚÓ
Í‡‰Ë Ò‡ ÔÓÒ‚ÂÚÂÌË Ì‡ ÔÓËÁ‚Ó‰ÒÚ‚ÂÌ‡Ú‡ ËÏ Ù‡Á‡. ôÂ ‚Ë‰ËÚÂ ‚ÒË˜ÍË ÚÂÁË ÏÛÎÚË-
ÍÛÎÚÛÌË ÂÎÂÏÂÌÚË, ËÎË Í‡ÍÚÓ ·ËıÚÂ Â¯ËÎË ‰‡ „Ë Ì‡Â˜ÂÚÂ... ˆflÎ‡Ú‡ Ú‡ÁË ÒÏÂÒ ÓÚ
ıÓ‡, ‡·ÓÚÂ˘Ë Ì‡‰ Â‰ËÌ Ë Ò˙˘ ÔÓÂÍÚ, Ë ÂÁÛÎÚ‡Ú‡ ÓÚ ÚÓ‚‡. á‡‡‰Ë ÚÓÁË ÔÓÂÍÚ ‡-
·ÓÚËıÏÂ Ì‡‰ Ò˙Á‰‡‚‡ÌÂÚÓ Ì‡ ÒÔÂˆËÙË˜ÂÌ ‚ËÁÛ‡ÎÂÌ ÂÁËÍ, ÒËÌıÓÌËÁË‡Ì Ò ‡·ÓÚËÚÂ
‚ ËÁÎÓÊ·‡Ú‡. ÖÍÒÔÓÁËˆËflÚ‡, ÒÎÛÊÂ˘‡ Í‡ÚÓ ÂÍ‡ÌÌÓ ËÁÓ·‡ÊÂÌËÂ Ì‡ àÒÚ‡Ì·ÛÎ, ·Â
‡Á‚ËÚ‡ ‚ ÏÌÓÊÂÒÚ‚Ó ÔÓÒÓÍË – ÓÒÌÓ‚ÌËflÚ ÍÓË‰Ó ·Â ÔÂ‰Ì‡ÁÌ‡˜ÂÌ ‰‡ ÛÎÂÒÌË ËÁ-
Î˙˜‚‡ÌÂÚÓ Ì‡ ‡Û‰ËÓ, ‚ËÁÛ‡ÎÌ‡ Ë ÔËÒÏÂÌ‡ ËÌÙÓÏ‡ˆËfl Á‡ ‚ÂÏÂÚÓ; ˜ÂÁ ËÁÔÓÎÁ‚‡ÌÂ
Ì‡ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ ÒÚ‡flÚ‡ Ò ÍÓÏËÍÒË ‰ÓÒÚ‡‚fl¯Â ËÌÙÓÏ‡ˆËfl Ì‡ ÌË‚Ó ÛÒÂ˘‡ÌÂ; ‰‚Â-
ÚÂ Ì‡È-„ÓÎÂÏË ÔÓÏÂ˘ÂÌËfl ·flı‡ ÓÚ‚ÓÂÌË Â‰ÌÓ Í˙Ï ‰Û„Ó Ë Ò˙‰˙Ê‡ı‡ ‡·ÓÚË Í‡ÍÚÓ
Í‡ÚÓ ÍÛÎÚÛÂÌ, Ú‡Í‡ Ë Í‡ÚÓ ıÛ‰ÓÊÂÒÚ‚ÂÌ ÍÓÏÂÌÚ‡. ë‡Ï‡Ú‡ „‡ÎÂËfl ·Â ‡·ÒÓÎ˛ÚÌÓ
ÔÂÓ·‡ÁÂÌ‡ ˜ÂÁ ÒÚÓËÚÂÎÌË Ì‡ÏÂÒË, ˜ËflÚÓ ˆÂÎ ·Â ÌÂ ÔÓÏflÌ‡ Ì‡ ‡ıËÚÂÍÚÛ‡Ú‡ π,
ÍÓÎÍÓÚÓ ÔÂ‰ÒÚ‡‚flÌÂÚÓ Ì‡ Ì‡ÔÎ‡ÒÚfl‚aÌÂÚÓ Ë Ì‡ ‡·ÒÚ‡ÍÚÌËfl ÂÎÂÏÂÌÚ, ÔËÒ˙ÒÚ‚‡˘Ë
‚ àÒÚ‡Ì·ÛÎ. ëÎÂ‰ Á‡‚˙¯‚‡ÌÂÚÓ Ì‡ ÔÓÂÍÚ‡ ◊àÒÚ‡Ì·ÛÎ, ·ÎflÌ ÔÓ‰ Í‡‡ÌÚËÌ‡“ ‚

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚, Å‡¯‡Í ëÂÌÓ‚‡/Luchezar Boyadjiev, Basak Senova
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art from the Balkans because of many other reasons and especially – I really agree with
Luchezar on this – that René Block’s show was the most attentive one. I think that they
work and have had benefits in many other ways. By benefits I mean that it underlines
and presents the differences and also that they show works from different regions that
never had the chance to be shown – nobody would care about them before. That’s the
first point I wanted to make. And the second is that, from my personal experience, I truly
believe that a generation makes a big difference in terms of perception of things. So,

ê‡·ÓÚË, ÒÔÓÏÂÌ‡ÚË ÓÚ Å‡¯‡Í ëÂÌÓ‚‡:
Works, quoted by Basak Senova:

Extrastruggle, ä˙Ï ÒÚ‡Ì‡Ú‡ Ì‡ ÏÂ˜ÚËÚÂ, 1998.
àÒÚ‡Ì·ÛÎ, Ò˙ÌË˘‡ Ì‡fl‚Â ‚ ËÁÓÎ‡ÚÓ‡,
<rotor> É‡ˆ, 2003
Extrastruggle, Destination Dreamland, 1998.
Istanbul, Daydreaming in Quarantine, 
<rotor> Graz, 2003

ê‡ÁıÓ‰Í‡ ËÁ àÒÚ‡Ì·ÛÎ, ·ÂÎÂÊÍË ÓÚ ËÁÓÎ‡ÚÓ‡,
àÁ‡ÂÎÒÍË ˆÂÌÚ˙ Á‡ ‰Ë„ËÚ‡ÎÌÓ ËÁÍÛÒÚ‚Ó, 
ïÓÎÓÌ, 2003-2004
Walking Istanbul, Notes from Quarantine, 
the Israeli Center for Digital Art, Holon, 2003-2004

çÂÏËÌ Ö, É‡‰˙Ú, 2003.
ê‡ÁıÓ‰Í‡ ËÁ àÒÚ‡Ì·ÛÎ, ·ÂÎÂÊÍË ÓÚ ËÁÓÎ‡ÚÓ‡,
àÁ‡ÂÎÒÍË ˆÂÌÚ˙ Á‡ ‰Ë„ËÚ‡ÎÌÓ ËÁÍÛÒÚ‚Ó, 
ïÓÎÓÌ, 2003-2004
Nermin Er, The City, 2003.
Walking Istanbul, Notes from Quarantine, 
the Israeli Center for Digital Art, Holon, 2003-2004
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<rotor> ÔÂÁ 2003 „. ÓÒ˙˘ÂÒÚ‚ËıÏÂ ◊èÂÁ àÒÚ‡Ì·ÛÎ, ·ÂÎÂÊÍË ÓÚ ËÁÓÎ‡ÚÓ‡“ ‚ àÁ‡-
ÂÎÒÍËfl ˆÂÌÚ˙ Á‡ ‰Ë„ËÚ‡ÎÌÓ ËÁÍÛÒÚ‚Ó ‚ ïÓÎÓÌ ÔÂÁ 2003-2004 „. Í‡ÚÓ ÌÂ„Ó‚Ó ÔÓ‰˙Î-
ÊÂÌËÂ. Ç àÁ‡ÂÎ ËÁÎÓÊ·‡Ú‡ ·Â ÙÓÍÛÒË‡Ì‡ ‚˙ıÛ ‚ËÁÛ‡ÎÌË ·ÂÎÂÊÍË, ÓÚÏÂÚÍË, ÒÎÂ-
‰Ë ÓÚ „‡‰‡ Í‡ÚÓ ‡ÁÒ˙Ê‰ÂÌËÂ Á‡ Â‰ËÌ ‚˙ÚÂ¯ÂÌ Ò‚flÚ, ı‚‡Ì‡Ú ‚ Í‡Ô‡Ì‡ Ì‡ ÔËÁÂÏÂ-
Ì‡Ú‡, ÌÂÓÔËÚÓÏÂÌ‡ Â‡ÎÌÓÒÚ Ì‡ ÛÎËˆËÚÂ.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 
éÚÓÏ‡ÌÒÍ‡Ú‡ ËÏÔÂËfl Â ‰‡Î‡ ËÏÂÚÓ Ì‡ ÔÓÎÛÓÒÚÓ‚‡, ‡ÏÍË‡Î‡ Â ÍÛıÌflÚ‡ Ë ÏÌÓ-
ÊÂÒÚ‚Ó ‰ÛÏË, ‰‡Î‡ Â ÌÂ Â‰Ì‡, Ó·ËÍÌÓ‚ÂÌÓ ÒÔÓ‰ÂÎÂÌË, ◊ËÒÚÓËË ÓÚ ‰ÂÚÒÚ‚ÓÚÓ“... ÑÓÒ-
Ú‡‚ËÎ‡ Â Ì‡ÔËÏÂ ÏÌÓ„Ó ‰Ó·Ó ËÁ‚ËÌÂÌËÂ Á‡ ÎÂÌÓÒÚ, ÓÒÓ·ÂÌÓ Ì‡ ÒÚ‡ÌË, ÔÂÍ‡‡-
ÎË ÒÚÓÎÂÚËfl ÔÓ‰ ÓÚÓÏ‡ÌÒÍÓ ÛÔ‡‚ÎÂÌËÂ – ÓËÂÌÚ‡ÎÒÍËfl Ì‡˜ËÌ ÁÌ‡˜Ë Á‡ ÒÔÓÍÓÈÌÓ
‚˙ÁÔËÂÏ‡ÌÂ... Ñ‡Î‡ Â Ù‡ÏËÎÌÓÚÓ ÏË ËÏÂ, Í‡ÍÚÓ Ë Ù‡ÏËÎÌËÚÂ ËÏÂÌ‡ Ì‡ ‰Û„Ë ıÛ-
‰ÓÊÌËˆË ÓÚ Å˙Î„‡Ëfl Í‡ÚÓ ÚÂÁË Ì‡ çÂ‰ÍÓ ëÓÎ‡ÍÓ‚ Ë Christo (ü‚‡¯Â‚)... ç‡‰fl‚‡Ï ÒÂ
‚Â˜Â ‰‡ ÌË ÒÂ Ì‡ÏË‡Ú ÓÚÔÛÒÌ‡ÎË ÒÂ Ë Â‰ÌÓ‚ÂÏÂÌÌÓ ‡ÁÒ˙‰ÂÌË ÚÂÓÂÚËˆË, Ú‡Í‡
˜Â ‰‡ ÔËÍ‡Ìfl ÌflÍÓÈ Á‡ ËÁÍ‡Á‚‡ÌÂ Ò˙Ò ÒÎÂ‰ÌÓÚÓ: ÏÓÎfl, Ì‡ÔÓÏÌÂÚÂ ÌË – ‚ Ó˜‡Í‚‡ÌÂ
Ò˙·ÂÒÂ‰ÌËÍ˙Ú ‰‡ Â Ò ÍÎ‡ÒË˜ÂÒÍÓ Ó·‡ÁÓ‚‡ÌËÂ – Ì‡˜‡ÎÌÓÚÓ ÁÌ‡˜ÂÌËÂ Ì‡ ‰Â‚Ì‡Ú‡
„˙ˆÍ‡ ‰ÛÏ‡ ◊symposion“.

ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚: 
çÂ ˜Ûı ÍÎ‡ÒË˜ÂÒÍ‡Ú‡ ‰ÛÏ‡, Ú‡Í‡ ˜Â ÌflÏ‡ ‰‡ fl ÍÓÏÂÌÚË‡Ï. èÓ‰„ÓÚ‚ËÎ Ò˙Ï ÒÂ ‰‡ „Ó-
‚Ófl Á‡ ÌÂ˘Ó ‰Û„Ó. éÚÍ‡ÍÚÓ ·flı ÔÓÍ‡ÌÂÌ ‰‡ Ì‡Ô‡‚fl ÚÛÍ Í‡ÚÍÓ ËÁÍ‡Á‚‡ÌÂ Ë ÓÔËÚ-
‚‡ÈÍË ÒÂ ‰‡ Ò‚˙Ê‡ ÚÂÏ‡Ú‡ Ì‡ ÒÓ·ÒÚ‚ÂÌÓÚÓ ÒË ËÁÒÎÂ‰‚‡ÌÂ, ÔÓ‰ Ì‡Á‚‡ÌËÂ ◊Å‡ÎÍ‡-
ÌËÚÂ Ë ·‡ÎÍ‡ÌËÁÏ˙Ú“ Ò˙Ò ÒÓÙËÈÒÍ‡Ú‡, Ë ÌÂ Ò‡ÏÓ, ıÛ‰ÓÊÂÒÚ‚ÂÌ‡ Ó·˘ÌÓÒÚ, ÒÂ ˜Û‰fl
Í‡Í ‰‡ Á‡ÔÓ˜Ì‡. èÂ‰ÒÚ‡‚ÂÚÂ ÒË ÒÎÂ‰Ì‡Ú‡ ÒËÚÛ‡ˆËfl Ì‡ ‡ÁÏflÌ‡ Ì‡ ÔÓÒÎ‡ÌËfl –
Á‡˘ÓÚÓ ËÁÍÛÒÚ‚ÓÚÓ Â ÍÓÏÛÌËÍ‡ˆËfl, Í‡ÍÚÓ ‚Â˜Â Á‡fl‚Ë åË„ÎÂÌ‡, – Ú‡Í‡ ˜Â ÔÂ‰ÒÚ‡‚Â-
ÚÂ ÒË ÒËÚÛ‡ˆËflÚ‡, ÍÓ„‡ÚÓ Â‰ËÌ ıÛ‰ÓÊÌËÍ Â Ò˙Á‰‡Î ÔÓËÁ‚Â‰ÂÌËÂ Ò ÏÌÓ„Ó ÒÔÂˆËÙË˜-
ÌÓ ÔÓÒÎ‡ÌËÂ. çÓ ‚˙‚ ‚ÒflÍÓ ÔÓËÁ‚Â‰ÂÌËÂ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ ËÏ‡ Â‰ÌÓ ‰Û„Ó, ÒÍËÚÓ
ÔÓÒÎ‡ÌËÂ, ÍÓÂÚÓ Â ◊ÄÁ Ò˙Ï ıÛ‰ÓÊÌËÍ!“. àÁÔ‡˘‡ÚÂ ÓÒÌÓ‚ÌÓÚÓ ÒË ÔÓÒÎ‡ÌËÂ, ÌÓ Â‰-
ÌÓ‚ÂÏÂÌÌÓ ÔËÒ˙ÒÚ‚‡ Ë ÚÓ‚‡ – ◊ÄÁ Ò˙Ï ıÛ‰ÓÊÌËÍ!“. èÂ‰ÒÚ‡‚ÂÚÂ ÒË Â‡ÍˆËflÚ‡ Ì‡
ÔÛ·ÎËÍ‡, ÔÓ˜ÂÎ‡ Ô‡‚ËÎÌÓ Ô˙‚ÓÚÓ ÔÓÒÎ‡ÌËÂ Ë ÔÓ„Â¯ÌÓ ‚ÚÓÓÚÓ. à ‚ÏÂÒÚÓ Â‡Í-

ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚/Alexander Kiossev
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starting from this point of view together with Erden Kosova we developed a project that
was realized in two cities in two countries: one of them was in Graz and it was done in
the framework of the Balkan Consulate (organized by the <rotor> association for con-
temporary art in Graz) and then we moved the exhibition to Israel making a few changes.
It would be nice to show you the work we did together. These two exhibitions were
based on Istanbul but indeed these were not representative exhibitions with regard to
the city, rather they were parts of a project based on a generation – a generation that is
stuck between two generations. The generation of the 1970s that was highly engaged
politically, and then the generation after us, which is the “sleeping generation”, as we
call it. It comes after a very radical shift to neoliberalism. We are in the middle and what
makes us different from the others is that nothing about our generation has been record-
ed. So, for us the exhibition, the whole project was a very good research. What I can
emphasize now is that it was an exhibition based on our generation, and we know lots of
things about what was going on before, in the past. Then we reacted through our artistic
production – not through revolting, not through shouting – but by constantly producing
and producing and producing in a very underground way but very ironic too because it
was ubiquitous.

I’m going to show you now two documentary clips of these two exhibitions – most of the
shots are dedicated to the production phase. So, you will also witness all these multicul-
tural elements or however you may wish to name it... this whole fusion of people working
on the same project and the result of it. For the project, we worked on creating a specific
visual language that was in synch with the works in the exhibition. The project, which
serves as a backdrop to Istanbul, manifested itself in several ways: the main gallery was
laid out to facilitate the provision of audio, visual, and written information about the era.
The Comic room conveyed information by the usage of space on a perceptual level.
The two biggest rooms opened into each other, and contained works that were con-
ceived partly as cultural commentary, and partly as artistic. The gallery was totally trans-
formed by architectural interventions, the aim of which was not to change the identity of
the gallery but to articulate the layering and abstract elements present in Istanbul. After
completing the project “Istanbul, Daydreaming in Quarantine” in <rotor>, 2003, we real-
ized “Walking Istanbul, Notes from Quarantine” in the Israeli Center for Digital Art, Holon,
2003-2004 as the continuation of the project. In Israel, the exhibition focused on the visual
notes, remarks and traces of the city as the reflection of the inner-world that is trapped in
the mundane and untamed realities of the streets.

Luchezar Boyadjiev: 
The Ottoman Empire has given the name to the peninsula, it has given the framework of
the cuisine as well as many words, it has given a lot of “childhood stories”, which are
usually shared... It has provided, for instance a very good excuse for being lazy especial-
ly to countries that had been under the Ottoman domination for centuries, the Oriental
way, you know, as in take it easy... It provided my family name as well as the family
names for other Bulgarian artists such as Nedko Solakov, and Christo (Javasheff).
I hope that now there are theoreticians that are already relaxed and/or angry, so I would
like to ask the next speaker – hoping that they have a classical education – please,
remind us the original meaning of the ancient Greek word “symposion”. 

Alexander Kiossev: 
I haven’t heard thÂ classical word so I won’t comment on it. I have prepared for talking
about something different. I have been wondering how to start ever since I was invited
to give a short talk here, and I’m trying to link the topic of my personal research –
“The Balkans and Balkanism” – with the artistic community in Sofia, and not only in
Sofia. Imagine a situation of exchanging messages – because art is communication,
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ˆËfl, Ò˙ÓÚ‚ÂÚÌ‡ Ì‡ ◊é, ‚ËÂ ÒÚÂ ıÛ‰ÓÊÌËÍ!“, ˜ÛÂÚÂ Â‡ÍˆËfl, ÔÓ‰Ó·Ì‡ Ì‡ ◊éÚ Å‡ÎÍ‡ÌËÚÂ
ÎË ÒÚÂ?“. åÓÊÂÏ ‰‡ ÒË ÔÂ‰ÒÚ‡‚ËÏ Ë Ó˘Â ‚‡Ë‡ˆËË Ì‡ Ú‡ÁË ‚ÚÓ‡ Â‡ÍˆËfl: ◊çÓ ‚
ÒÎÛ˜‡È ˜Â ÒÚÂ ÓÚ ·‡ÎÍ‡ÌËÚÂ, Á‡˘Ó ÌÂ ÒÂ ‰˙ÊËÚÂ ÔÓ Ò˙ÓÚ‚ÂÚÂÌ Ì‡˜ËÌ?“. ì·Â‰ÂÌ Ò˙Ï,
˜Â ÚÓ‚‡ Â ·‡ÁËÒÌ‡, ÙÛÌ‰‡ÏÂÌÚ‡ÎÌ‡ ÒËÚÛ‡ˆËfl, ÍÓflÚÓ ·Ë ÌË ÔÓÏÓ„Ì‡Î‡ ‰‡ ‡Á·ÂÂÏ
ÍÓÈ Â Ì‡È-Ï‡ÎÍËflÚ Ó·˘ ÁÌ‡ÏÂÌ‡ÚÂÎ Á‡ ◊Å‡ÎÍ‡ÌËÚÂ“, Á‡ ‰ËÒÍÛÒ‡ Ì‡ Å‡ÎÍ‡ÌËÁÏ‡ –
‚Â˜Â ‰Ó·Â ËÁ‚ÂÒÚÂÌ Í‡ÚÓ ‰ËÒÍÛÒ Ì‡ ÒÚË„Ï‡ÚËÁ‡ˆËflÚ‡, Ë Á‡ ‚ËÁÛ‡ÎÌËÚÂ ËÁÍÛÒÚ‚‡.
íÓ‚‡ Â ÔÂÒÔÂÍÚË‚ÂÌ ÔÓ·ÎÂÏ. í˙È Í‡ÚÓ Ì‡ ıÛ‰ÓÊÌËˆËÚÂ ‚ËÌ‡„Ë ËÏ ÒÂ Ì‡Î‡„‡ ‰‡ ÒÂ
Ò·Î˙ÒÍ‚‡Ú Ò ÌflÍÓÈ ‚Ë‰ ÂÔÂÁÂÌÚ‡ˆËfl Ë ÔÂÒÔÂÍÚË‚‡ – ÔÂÒÔÂÍÚË‚‡Ú‡ Í‡ÚÓ ˜‡ÒÚ ÓÚ
‚ÒÂÍË ‚˙ÁÏÓÊÂÌ ‚Ë‰ ÂÔÂÁÂÌÚ‡ˆËÓÌÌ‡ ÒÚ‡ÚÂ„Ëfl. éÚ ‰Û„‡ ÒÚ‡Ì‡, ·‡ÎÍ‡ÌËÁÏ˙Ú
Í‡ÚÓ ‰ËÒÍÛÒ, Í‡ÚÓ ÒÚ‡ÚÂ„Ëfl Á‡ ÂÔÂÁÂÌÚ‡ˆËË, Â ‚ËÌ‡„Ë ◊ÔÂÒÔÂÍÚË‚ËÒÚÍË“ ‰ËÒ-
ÍÛÒ, ‚ËÌ‡„Ë ÔÂÁÂÌÚ‡ˆËfl Ë ÂÔÂÁÂÌÚ‡ˆËfl ‚  ÌflÍ‡Í˙‚ ‚Ë‰ ÔÂÒÔÂÍÚË‚‡.

èÂÒÔÂÍÚË‚‡Ú‡ ·Ë‚‡ „ÓÎflÏ‡ ÒËÎ‡ – Ú‡Í‡‚‡ Â ÔÂÒÔÂÍÚË‚‡Ú‡ Ì‡ ‚Î‡ÒÚÚ‡, Ë Å‡ÎÍ‡ÌËÚÂ
Ò‡ ÍÓÌÒÚÛË‡ÌË Í‡ÚÓ Â„ËÓÌ ËÏÂÌÌÓ Á‡‡‰Ë ÌflÍÓfl Ú‡Í‡‚‡, ‰‡ Â˜ÂÏ Á‡Ô‡‰Ì‡, ÏÓ-
„˙˘‡ ÔÂÒÔÂÍÚË‚‡ Ì‡ ÂÔÂÁÂÌÚ‡ˆËfl. í‡Í‡ ˜Â ËÏ‡ÏÂ ‰‚Â ÔÂÒÔÂÍÚË‚Ë: Ú‡ÁË Ì‡ ıÛ-
‰ÓÊÌËÍ‡ Ë Ú‡ÁË Ì‡ ‰ËÒÍÛÒ‡ Á‡ ·‡ÎÍ‡ÌËÁÏ‡. èÓ ÏÓÂ ÏÌÂÌËÂ Ì‡È-‚‡ÊÌÓ Â Ô˙‚Ó ‰‡
‡Á‚ËÂÏ ‡·ÒÚ‡ÍÚÂÌ ÚËÔ ÍÓÏ·ËÌ‡ÚÓÌÓ ÏËÒÎÂÌÂ – Í‡Í‚Ë Ò‡ ‚˙ÁÏÓÊÌËÚÂ ÍÓÏ·ËÌ‡-
ˆËË ÏÂÊ‰Û ÚÂÁË ‰‚Â ‚˙ÁÏÓÊÌË ÔÂÒÔÂÍÚË‚Ë. Ä ‚ÚÓËflÚ ‚˙ÔÓÒ Â Í‡Í‚Ë Ò‡ ÔÓÒÎÂ‰ÒÚ-
‚ËflÚ‡ – Í‡Í‚Ë ÏÓ„‡Ú ‰‡ Ò‡ ÚÂ ‚ ÂÁÛÎÚ‡Ú ÓÚ Ú‡ÁË ‚˙ÁÏÓÊÌ‡ ÍÓÏ·ËÌ‡ÚÓËÍ‡.

çÂÍ‡ Ô˙‚Ó ÒË ÔÂ‰ÒÚ‡‚ËÏ, ˜Â ÔÂÒÔÂÍÚË‚‡Ú‡ Ì‡ ıÛ‰ÓÊÌËÍ‡ Â ÛÌË‚ÂÒ‡ÎÌ‡. íÓÈ ËÎË
Úfl ÌÂ ÒÂ ˜Û‚ÒÚ‚‡ ·˙Î„‡ÒÍË ËÎË ·‡ÎÍ‡ÌÒÍË Ï˙Ê/ÊÂÌ‡, ‡ ÛÌË‚ÂÒ‡ÎÌ‡ ÎË˜ÌÓÒÚ, ËÁÔ-
‡˘‡˘‡ ÛÌË‚ÂÒ‡ÎÌË ÔÓÒÎ‡ÌËfl. Ö‰Ì‡ ‚Ó‰Â˘‡ ·‡ÎÍ‡ÌÒÍ‡ ÔÂÒÔÂÍÚË‚‡ ·Ë ÔÓÒÚ‡‚ËÎ‡
‚ ËÁ‚ÂÒÚÂÌ ÒÏËÒ˙Î ‚˙ÔÓÒ ÔÂ‰ ÔÓ‰Ó·ÂÌ ÔÓÚÂÌˆË‡Î. ÅË ÒÂ ÓÒ˙˘ÂÒÚ‚ËÎ Â‰ËÌ ‚Ë‰ ‚Â-
ÓflÚÂÌ ÍÓÌÙÎËÍÚ ÏÂÊ‰Û ÛÌË‚ÂÒ‡ÎÌ‡Ú‡ ÔÂÒÔÂÍÚË‚‡ Ì‡ ıÛ‰ÓÊÌËÍ‡ Ë ÌÂÛÌË‚ÂÒ‡Î-
Ì‡Ú‡ Ú‡Í‡‚‡ Ì‡ ÔÛ·ÎËÍ‡Ú‡, Ó˜‡Í‚‡˘‡ ÌÂ˘Ó ‡ÁÎË˜ÌÓ. çÓ ÏÂÊ‰Û ‰‚ÂÚÂ ÔÂÒÔÂÍÚË‚Ë
Ò˙˘ÂÒÚ‚Û‚‡Ú Ë ‰Û„Ë ‚˙ÁÏÓÊÌË ÍÓÏ·ËÌ‡ˆËË – Ì‡ÔËÏÂ Í˙ÒÚÓÒ‡Ì‡ ÔÂÒÔÂÍÚË‚‡:
ıÛ‰ÓÊÌËÍ˙Ú „ÎÂ‰‡ ‚ Â‰Ì‡, ‡ ÔÛ·ÎËÍ‡Ú‡ ‚ Ò˙‚ÒÂÏ ‰Û„‡ ÔÓÒÓÍ‡ Ë ÏÂÊ‰Û ‰‚ÂÚÂ ËÏ‡
ÌÂ˘Ó ÔÓ‰Ó·ÌÓ, ‰‡ Â˜ÂÏ, Ì‡ Ô‡‚ ˙„˙Î. Ç˙ÁÏÓÊÌ‡ Â Ë ÍÓÌÙÓÌÚ‡ˆËfl – Ì‡ÔËÏÂ
ÔÂÒÔÂÍÚË‚‡Ú‡ Ì‡ ÔÛ·ÎËÍ‡Ú‡ ‰‡ Â Ú‡ÁË Ì‡ ·‡ÎÍ‡ÌËÁÏ‡, ‰ÓÍ‡ÚÓ ÔÂÒÔÂÍÚË‚‡Ú‡ Ì‡ ıÛ-
‰ÓÊÌËÍ‡ ‰‡ Â Ì‡ ‡ÌÚË·‡ÎÍ‡ÌËÁÏ‡. à ÏÓÊÂÏ ‰‡ ÒË ÔÂ‰ÒÚ‡‚ËÏ ÏÌÓÊÂÒÚ‚Ó ‰Û„Ë ‚Ë-
‰Ó‚Â ‚˙ÁÏÓÊÌË ÍÓÏ·ËÌ‡ˆËË.

à Ú‡Í‡, Í‡Í˙‚ Â ‚‡ÊÌËflÚ ËÁ‚Ó‰ ÓÚ ˆflÎ‡Ú‡ Ú‡ÁË ËÒÚÓËfl, ÍÓflÚÓ ÒÂ ÓÔËÚ‚‡Ï ‰‡ ‚Ë ‡Á-
Í‡Ê‡ – Úfl·‚‡ ‰‡ ÒÂ Û˜ËÏ ‰‡ ÍÓÏÛÌËÍË‡ÏÂ. åË„ÎÂÌ‡ ÚÓÍÛ-˘Ó ÌË Í‡Á‡ ÍÓÎÍÓ ÚÓ‚‡ Â
‚‡ÊÌÓ Ë ˜Â Ú‡Í‡‚‡ Â ·ËÎ‡ Ë‰ÂÓÎÓ„ËflÚ‡ Ì‡ 80-ÚÂ, ÌÓ ‡Á Ò˜ËÚ‡Ï, ˜Â Ú‡ÁË Ë‰ÂÓÎÓ„Ëfl Â
‡ÍÚÛ‡ÎÌ‡ Ë ÏÌÓ„Ó ÁÌ‡˜ËÚÂÎÌ‡ Ë ‰ÌÂÒ. ífl·‚‡ ‰‡ ÒÏÂ ÒÔÓÒÓ·ÌË ‰‡ ÍÓÏÛÌËÍË‡ÏÂ Ë
‰‡ ËÁÔÓÎÁ‚‡ÏÂ ‚ÒË˜ÍË ‡ÁÎË˜ÌË ÍÓÏ·ËÌ‡ˆËË ÏÂÊ‰Û ‰‚ÂÚÂ ÔÂÒÔÂÍÚË‚Ë, Á‡ ‰‡ ËÏ‡-
ÏÂ Ì‡ËÒÚËÌ‡ ÛÒÔÂı, Á‡ ‰‡ ÏÓÊÂÏ ‰‡ ËÁÔ‡˘‡ÏÂ ÌÂ„Ó‚ËÚÂ ËÎË ÌÂÈÌËÚÂ ÔÓÒÎ‡ÌËfl. 

á‡˘ÓÚÓ Ô‡‚ËÎÌÓÚÓ ÔÓ‚Â‰ÂÌËÂ Â ‰‡ ÒÏÂ „˙‚Í‡‚Ë – ‰‡ ËÁÔÓÎÁ‚‡ÏÂ ‚ Â‰ËÌ ÒÎÛ˜‡È
ÍÓÌÙÓÌÚ‡ˆËÓÌÌ‡Ú‡ ‚˙ÁÏÓÊÌÓÒÚ, ‡ ‚ ‰Û„ ÛÌË‚ÂÒ‡ÎÌ‡Ú‡ ÔÂÒÔÂÍÚË‚‡, ‰‡ ÒÂ Û˜ËÏ
‰‡ ÔÓ‰‡‚‡ÏÂ ÔÓ‰ÛÍÚ‡ ÒË ÒÔÓÂ‰ ÂÍÁÓÚË˜ÌËÚÂ Ó˜‡Í‚‡ÌËfl Ì‡ ÔÛ·ÎËÍ‡Ú‡ ËÎË ÔÓÒÚÓ
‰‡ fl ÓÚË˜‡ÏÂ Ë ‰‡ ÒÏÂ ‡·ÒÓÎ˛ÚÌÓ ‡ÁÎË˜ÌË. Ö‰ËÌÒÚ‚ÂÌ ‚ÂÂÌ ÓÚ„Ó‚Ó ÚÛÍ ÌflÏ‡.
àÏ‡ ÏÌÓ„Ó ‚˙ÁÏÓÊÌÓÒÚË Ë Á‡‡‰Ë „˙‚Í‡‚ÓÒÚÚ‡ ‚ÒË˜ÍË ÚÂ Úfl·‚‡ ‰‡ ÒÂ ËÁÛ˜‡Ú.

ïËÒÚËflÌ è‡ÌÂ‚: 
çÂ ÏËÒÎfl, ˜Â ÒÂ Ì‡Î‡„‡ ‰‡ ÒÂ ‚˙ÌÂÏ ‚ 80-ÚÂ, Á‡ ‰‡ ÒÂ Û˜ËÏ ÓÚÌÓ‚Ó ‰‡ ÍÓÏÛÌËÍË‡-
ÏÂ. ëÚÛ‚‡ ÏË ÒÂ, ˜Â ÚÓ„‡‚‡ ÒÏÂ ÁÌ‡ÂÎË, ‡ Ë ÒÂ„‡ ÁÌ‡ÂÏ Í‡Í ‰‡ „Ó Ô‡‚ËÏ. çÓ Á‡‡-
‰Ë ÔÓÎÓÊÂÌËÂÚÓ ÔÂÁ 80-ÚÂ Ë Ì‡È-ÌÓ‚‡Ú‡ ËÒÚÓËfl Ï‡ÎÍÓ ÒÏÂ ÔÓÁ‡·‡‚ËÎË... àÎË ÒÏÂ
ÒÂ ÒÚÂÏËÎË ÚÓ‚‡ ‡Á·Ë‡ÌÂ ‰‡ ÒÂ Á‡·‡‚Ë. ÉÎÂ‰‡ÈÍË Ì‡Á‡‰, ·Ëı ‚ÁÂÎ Á‡ ÔËÏÂ
ÏÓÂÚ‡ ÒÂÏÂÈÒÚ‚Ó: ·‡˘‡ ÏË ÊË‚ÂÂ¯Â ‚ ‡Á‰ÂÎÂÌ‡ Ì‡ ‰‚Â Í˙˘‡. ÅÂ¯Â „ÓÎflÏ‡ Í˙˘‡
ËÌ‡˜Â. Ñfl‰Ó ÏË ·Â¯Â Ò‚Â˘ÂÌËÍ Ò ÏÌÓ„Ó ‚ËÒÓÍ Ò‡Ì – ÔÓÚÓÈÂÂÈ-ÒÚ‡‚ÓÙÓ. àÏ‡¯Â
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as Miglena already said. So, imagine a situation where the artist has created a work of
art with a very specific message. But in every work of art there is also an underlying
message, which is “I’m an artist”. You send your main message but at the same time
you have also this message – “I’m an artist”. Imagine the reaction of the public, who do
react, let’s say, correctly to the first message but wrongly to the second one. And imag-
ine that instead of a reaction corresponding to “Oh, you are an artist!”, you hear a reac-
tion such as “Are you from the Balkans?” Or we can also imagine different variations of
this second reaction: “But in case you are from the Balkans, why aren’t you behaving
like that?” And I believe that this is a basic situation, a fundamental one, which could
help us understand what is the lowest common denominator of “the Balkans”, of the
discourse of Balkanism – which is already very well known as a discourse of stigmatiza-
tion – and of visual arts. This is a problem of perspective. Because visual artists always
have to work with a certain type of representation and perspective – perspective is part
of every possible type of representation strategy. On the other hand, Balkanism as a
discourse, as a strategy of representation, is always a perspectivist discourse, always a
presentation and a representation from a certain type of perspective.

Perspective is very powerful – it is the perspective of power, and the Balkans are con-
structed as a region because of some such, let’s say Western, powerful perspective of
representation. So, we have two perspectives: that of the visual artist and that of the dis-
course of Balkanism. In my view the most important thing is to develop an abstract kind
of combinatory thinking first – to see the possible combinations between these two pos-
sible perspectives. And the second issue is the consequences – what could be the con-
sequences from these possible combinations.

First, let’s imagine that the perspective of the artist is a universal one. He or she does
not feel Bulgarian or Balkan but a universal person, who sends universal messages.
A Balkan perspective of the audience in front of him will, in a sense, put this potential
into question. There would be a potential conflict between the universal perspective of
the artist and the non-universal perspective of the audience that has different expecta-
tions. Imagine that the artist consciously plays the role of the Balkan artist. Then the per-
spective of the artist and the perspective of the expecting audience will be at least corre-
sponding to each other. There are also other possible combinations of the two perspec-
tives; for instance, a cross perspective: the artist is looking in one direction and the audi-
ence is looking in a totally different direction and there is a kind of, let’s say, a ninety-
degree angle between the two perspectives. A confrontation is also possible – for exam-
ple, the perspective of the audience may be that of Balkanism while the perspective of
the artist may be that of anti-Balkanism. And we can imagine a lot of other types of pos-
sible combinations.

So, the moral of this whole story that I’m trying to tell you – we have to learn to communi-
cate. Miglena just told us that this is very important and that such was the ideology of
the 1980s but I believe that this ideology is topical and very important today as well. We
have to be able to communicate and to use all the different combinations between the
two perspectives in order to be really successful, in order to be able to send his or her
messages. 

Because the right thing to do is to be flexible: to use the confrontation possibility in one
case, and the universal perspective in another one, to learn to sell one’s own product
according to the exotic expectations of the audience or to just deny it and be totally dif-
ferent. There is no single right answer. There are a lot of possibilities and in order to be
flexible one has to study all of them.
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Ó˘Â Â‰ËÌ ‚ıÓ‰ ÓÚ ‰Û„‡Ú‡ ÒÚ‡Ì‡ Ì‡ Í˙˘‡Ú‡, Í˙‰ÂÚÓ ÊË‚ÂÂ¯Â Â‰ËÌ ıÓ‰Ê‡. í‡Í‡ ‰Â-
ˆ‡Ú‡ Ì‡ ıÓ‰Ê‡Ú‡ Ë ·‡˘‡ ÏË Ò‡ ·ËÎË Ì‡È-‰Ó·Ë ÔËflÚÂÎË Ë Ò˙ÒÂ‰Ë, ‰ÂÎfl˘Ë Â‰Ì‡ ÔÓÒ-
ÚÓÈÍ‡. ïÓ‰Ê‡Ú‡ Ë Ò‚Â˘ÂÌËÍ˙Ú – ÔÂ‰ÒÚ‡‚ËÚÂÎË Ì‡ ‰‚Â ÚÓÎÍÓ‚‡ ‡ÁÎË˜ÌË ÂÎË„ËË,
Ó·ËÚ‡‚‡ı‡ Â‰Ì‡ Ë Ò˙˘‡ Í˙˘‡. à ÁÌ‡Âı‡ Í‡Í ÒÂ Ô‡‚Ë ÚÓ‚‡. ÑÛ„ ÔËÏÂ: ‚ å‡ÍÂ‰Ó-
ÌËfl ËÏ‡ÏÂ Â‰ËÌ ÔÓÙÂÒÓ ‚˙‚ îËÎÓÒÓÙÒÍËfl Ù‡ÍÛÎÚÂÚ, ÍÓÈÚÓ, ÔÂ‰ÔÓÎ‡„‡Ï, ‚Ë Â ËÁ-
‚ÂÒÚÂÌ – ËÏÂÚÓ ÏÛ Â Å‡ÌÍÓ ë‡Í‡Ìflˆ – ÙËÎÓÒÓÙ Ë ËÁÒÎÂ‰Ó‚‡ÚÂÎ Ì‡ ÔÓÎËÚËÍ‡Ú‡.
éÒ˙˘ÂÒÚ‚Ë ÔÓÂÍÚ ÔÓ‰ ËÏÂ ◊äÓÏ¯Û Í‡ÔË‰ÊËÍ“, ÚËÔË˜ÌÓ ÚÛÒÍË ËÁ‡Á, ÓÁÌ‡˜‡‚‡˘
‚‡ÚË˜Í‡ ‚ Ó„‡‰‡Ú‡ ÏÂÊ‰Û ‰‚‡ Ò˙ÒÂ‰ÒÍË ‰‚Ó‡. ÇÒÂ Ó˘Â ËÁÔÓÎÁ‚‡ÏÂ Ú‡ÁË ‰ÛÏ‡.
àÁÔÓÎÁ‚‡ÏÂ Ë ‰Û„Ë ÔÓ‰Ó·ÌË ‰ÛÏË, Ë ÚÓ‚‡ „Ó ‚˙ÁÔËÂÏ‡Ï Í‡ÚÓ ‰‡‰ÂÌÓÒÚ... àÁ‡Á˙Ú
·Ë Úfl·‚‡ÎÓ ‰‡ ÓÁÌ‡˜‡‚‡ ÌÂ˘Ó Í‡ÚÓ ◊Neighbor’s Domain“ – ÌÂ ·Ëı ÏÓ„˙Î ‰‡ „Ó ÔÂ‚Â-
‰‡ Ì‡ Ï‡ÍÂ‰ÓÌÒÍË, ÏËÒÎfl, Á‡˘ÓÚÓ Ë ‡Á ÛÔÓÚÂ·fl‚‡Ï ÚÛÒÍËfl ËÁ‡Á. àÁ‡ÒÌ‡Î Ò˙Ï Ò
ÌÂ„Ó, Ú‡Í‡ ˜Â ÌflÏ‡Ï ÔÓÌflÚËÂ Í‡Í ‰‡ „Ó ÔÂ‚Â‰‡. åÓÊÂÏ ‰‡ Ó·Ò˙‰ËÏ Ë Ó˘Â ‰ÛÏË,
Í‡ÚÓ ◊ÒÂË“ Ì‡ÔËÏÂ. ç‡ËÒÚËÌ‡ ÏË Â ÔÓ·ÎÂÏ ‰‡ ÌÂ ÒÂ ÓÔËÚ‚‡Ï... ‰‡ ÔÂ‚ÂÊ‰‡Ï,
‡ ÌflÍ‡Í ‰‡ Ó·flÒÌfl‚‡Ï Ì‡ ‡Ì„ÎË˜‡ÌË Í‡Í‚Ó ‚Ò˙˘ÌÓÒÚ ÓÁÌ‡˜‡‚‡ ◊ÒÂË“. ä‡Í ÚÓ˜ÌÓ ÒÂ
ÔÂ‚ÂÊ‰‡ ‰ÂÈÒÚ‚ËÂÚÓ ‰‡ ÒÔÂ¯ Ë ‰‡ Á‡„ÎÂ‰‡¯ ÌflÍÓ„Ó, ÍÓÈÚÓ ËÏ‡ ÔÓ·ÎÂÏ, Ë ‰‡ ÌÂ
ÏÛ ÔÓÏÓ„ÌÂ¯? çÂ Ò˙Ï ÒÔÓÒÓ·ÂÌ ‰‡ „Ó Ó·flÒÌfl. ç‡ Å‡ÎÍ‡ÌËÚÂ ‚ÒÂÍË ÒÎÂ‰‚‡ ÒÂË‡.
í‡Í‡, Á‡ ÚÓÁË ÔÓÂÍÚ, ◊äÓÏ¯Û Í‡ÔË‰ÊËÍ“... Ç Â‰Ì‡ ÓÔÂ‰ÂÎÂÌ‡ ˜‡ÒÚ Ì‡ éıË‰ ËÏ‡¯Â
Ï‡ÍÂ‰ÓÌˆË, „˙ˆË, ‚Î‡ÒË, ÚÛˆË, ˆË„‡ÌË – Ë ‚ÒË˜ÍË ÊË‚ÂÂı‡ ˘‡ÒÚÎË‚Ó. íÓ‚‡ ‰Ó
80-ÚÂ, ÍÓ„‡ÚÓ ÓÒ˙ÁÌ‡ı‡, ˜Â Ò‡ ÓÚ ‡ÁÎË˜ÌË Ì‡ˆËÓÌ‡ÎÌÓÒÚË Ë Ì‡Ó‰Ë. àÏ‡ı‡ ÒË Ë
ÔÓ·ÎÂÏË, ‡ÁÎË˜ÌË ÂÎË„ËË. çÓ ‚˙ÔÓÒ˙Ú ·Â¯Â ‚ ÚÓ‚‡, ˜Â ÍÓ„‡ÚÓ Ë‰‚‡¯Â äÓÎÂ‰‡
ËÎË ÇÂÎËÍ‰ÂÌ, ‚ÒÂÍË ÒÂ ÓÚÔ‡‚fl¯Â ‚ Ô‡‚ÓÒÎ‡‚Ì‡Ú‡ ËÎË Í‡ÚÓÎË˜ÂÒÍ‡Ú‡ ˆ˙Í‚‡ –
‚ÒË˜ÍË fl‰flı‡ flÈˆ‡ Ë ÌflÏ‡¯Â ÁÌ‡˜ÂÌËÂ Ï˛Ò˛ÎÏ‡ÌË ÎË Ò‡, ËÎË ÓÚ ‰Û„Ë ÂÎË„ËË.
à Ó·‡ÚÌÓÚÓ – ÍÓ„‡ÚÓ Ì‡ÒÚ˙ÔÂ¯Â ËÒÎflÏÒÍË Ô‡ÁÌËÍ, ‚ÒÂÍË ÓÚË‚‡¯Â ‰‡ fl‰Â ·‡ÍÎ‡‚‡ ‚
Ï˛Ò˛ÎÏ‡ÌÒÍËfl ı‡Ï. çflÏ‡¯Â ‡ÁÎËÍ‡... ÖÚÓ Á‡˘Ó ‚ÁÂı ÒÂÏÂÈÒÚ‚ÓÚÓ ÒË Á‡ ÔËÏÂ,
Á‡˘ÓÚÓ ·‡˘‡ ÏË ÒÂ ‰˙ÊÂ¯Â ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ Ò ÏÂÌ – ÌflÏ‡¯Â ÁÌ‡˜ÂÌËÂ, ˜Â ‰fl‰Ó ÏË
Â Ò‚Â˘ÂÌËÍ – Í‡Á‚‡¯Â ÏË: ◊ÑÓ·Â, ‚˙‚Ë ‰‡ ı‡ÔÌÂ¯ ·‡ÍÎ‡‚‡ Ë ÔÓÒÚÓÈ Ò ÔËflÚÂÎËÚÂ
ÒË“. íÓ„‡‚‡ ÚÓÈ ÁÌ‡Â¯Â ‰‡ „Ó‚ÓË ÚÛÒÍË, ÒÂ„‡ ÌÂ – ÓÚ‰‡‚Ì‡ ÌÂ „Ó Â ÛÔ‡ÊÌfl‚‡Î.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 
ÅÎ‡„Ó‰‡fl ÚË, ïËÒÚËflÌ. à ·Î‡„Ó‰‡fl Ì‡ å‡ÍÂ‰ÓÌËfl Á‡ ‰ÓÒÚ‡‚flÌÂÚÓ Ì‡ ‚ÒË˜ÍËÚÂ π
Ò˙ÒÂ‰ÌË ÒÚ‡ÌË Ì‡ ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ËÏ‡Ú ÔÂÚÂÌˆËË, ‰‡ Â‚ÌÛ‚‡Ú Ë ‰‡ Ì‡ÒÚÓfl‚‡Ú
Á‡ Ô‡‚‡ Ì‡‰ ÒÎÛ˜‚‡˘ÓÚÓ ÒÂ ‚ ÌÂfl. áÌ‡ÂÚÂ – ÔÓ-ÒÔÂˆË‡ÎÌÓ Å˙Î„‡Ëfl, É˙ˆËfl, ë˙-
·Ëfl, ÔÓ Ò‚ÓÈ Ì‡˜ËÌ ÄÎ·‡ÌËfl. ÇÒÂÍË ËÒÍ‡ Ô‡˜Â å‡ÍÂ‰ÓÌËfl.   

ÑË‡Ì‡ èÓÔÓ‚‡: 
ôÂ Á‡ÔÓ˜Ì‡ Ò˙Ò ÒËÎÌÓ ‚ÔÂ˜‡ÚÎËÎÓÚÓ ÏÂ ËÁÍ‡Á‚‡ÌÂ Ì‡ ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚. íÓÈ Á‡fl-
‚Ë, ˜Â ·‡ÎÍ‡ÌÒÍËÚÂ ıÛ‰ÓÊÌËˆË Úfl·‚‡ ‰‡ ÔÓÎÁ‚‡Ú ‚ÒË˜ÍË ÍÓÏ·ËÌ‡ˆËË ÏÂÊ‰Û ÔÂ‰Ò-
Ú‡‚ËÚÂ Á‡ ÛÌË‚ÂÒ‡ÎÂÌ Ë ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËÍ. íÓ‚‡ ÏË ÒÂ ÒÚÛ‚‡ ÔÂÍ‡ÎÂÌÓ ˆËÌË˜-
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Hristijan Panev: 
I think we do not have to go to the 1980s in order to learn to communicate again. I think
we knew then and we know now how to communicate. But because of the situation in
the 1980s and the very recent history we may have got a bit rusty... Or we would like this
understanding to be forgotten. Looking back in history, I’ll take my family as an example:
my father lived in a house divided in two parts. It was a big house. My grandfather was
a priest, a protoerei-stavrophor, which is a very high rank for a priest. On the other side,
there was a second entrance to the house where a hodja – a Muslim priest – lived. So,
the kids of the hodja and my father were the best of friends, neighbors sharing the same
house. The hodja and the priest, representatives of two religions that are so different,
lived in the same house. They did know how to live together. Another example: in
Macedonia there is this professor in the Faculty of Philosophy and you probably know
him. His name is Branko Sarkanjac. He is a philosopher and political scientist. He did a
project called “Komshu Kapidjik”, which is a typical Turkish word signifying the little door
in the fence between the yards of two neighbors. We still use this word. We use other
words as well but this one I take for granted... It means something like “Neighbor’s
Domain”, I think, though I couldn’t translate it into Macedonian because I use that same
Turkish expression. I grew up with it so I don’t know how to translate it. We could dis-
cuss more words, such as like “seir” for example. It really is a problem for me not to
translate, but somehow to explain to English people what “seir” really means. How do
you translate the situation where you stop to see that somebody has a problem, but you
don’t stop to help him or her? I couldn’t explain it. In the Balkans everybody is after the
“seir”. So, about this project “The Komshu Kapidjik”... In one particular quarter in Ochrid
there were Macedonians, Greeks, Valachians, Turks, Gypsies – and everybody lived hap-
pily. This was until the 1980s when they realized that they have different nationalities and
peoples. They had their problems too, and they had different religions. But the thing is
that when it was Christmas or when it was Easter, everybody went to the Orthodox or the
Catholic temple – they all ate Easter eggs, and it didn’t matter if they were Muslims or of
some other religion. And vice versa – when it was a Muslim holiday, everybody went to
the Muslim temple to eat baklava. There was no difference... That’s why I took my family
as an example because my father was the same with me – it didn’t matter that my grand-
father was a priest, my father would say: “OK, go and eat baklava, spend time with your
friends”. He could speak Turkish then, not now – his Turkish has got rusty, as he hasn’t
practiced for a long time.

ëÚ. 38.
äÌË„Ë, ÒÔÓÏÂÌ‡ÚË 
ÓÚ ïËÒÚËflÌ è‡ÌÂ‚
Ë Ù‡„ÏÂÌÚ ÓÚ ‡·ÓÚ‡Ú‡ 
Ì‡ íÓÏÂ Ä‰ÊËÂ‚ÒÍË
Ë ã˛·ÓÏË î˙˜ÍÓÒÍË
ÄıËÚÂÍÚÛ‡ Ì‡ ‡„ÂÒËflÚ‡, 2002
(Ì‡ ÒÚ. 39)

Page 38.
Books, quoted by Hristijan Panev
and fragment of Tome Adzievski
and Ljubomir Frckoski work
Architecture of Aggression, 2002
(on page 39)
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ÌÓ. ë˙‚ÂÚ˙Ú ÏÛ, ‰ÓÍÓÎÍÓÚÓ ‡Á·Ë‡Ï, Â ‰‡ ÔÓ‰‡‚‡ÏÂ ÚÂÁË ÍÓÏ·ËÌ‡ˆËË ÍÓ„‡ÚÓ Ë Í˙-
‰ÂÚÓ ÒÚ‡‚‡. ÅËı ‰Ó·‡‚ËÎ‡, ˜Â ÚÂ‡Ú‡ÎÌËÚÂ Ë ÍËÌÓÂÊËÒ¸ÓËÚÂ ËÁÔÓÎÁ‚‡Ú Ú‡ÁË ‚˙Á-
ÏÓÊÌÓÒÚ ÓÚ „Ó‰ËÌË. èÓ‰‡‚‡Ú ÒÔÂˆËÙË˜ÌË ·‡ÎÍ‡ÌÒÍË ÓÒÓ·ÂÌÓÒÚË Ì‡ÔËÏÂ ‚ ÉÂ-
Ï‡ÌËfl, Á‡˘ÓÚÓ ÉÂÏ‡ÌËfl Â ÏÓÊÂ ·Ë Ì‡È-Á‡ËÌÚÂÂÒÛ‚‡Ì‡ ‰‡ ‚Ë‰Ë Ú‡ÍË‚‡ ·‡ÎÍ‡ÌÒÍË
ÓÒÓ·ÂÌÓÒÚË. Ä ÍÓ„‡ÚÓ ÒÂ ‚˙˘‡Ú ‚ Å˙Î„‡Ëfl, Â ‰ÓÒÚ‡ Á‡·‡‚ÌÓ ‰‡ ÒÂ ‚Ë‰Ë ÍÓÎÍÓ
‚Ò˙˘ÌÓÒÚ ‰ÓÒ‡‰ÌË Ò‡ ÚÂÁË ËÏ ÔÓÒÚ‡ÌÓ‚ÍË. àÏ‡Ï ÔÂ‰‚Ë‰, ˜Â ÚÂÁË ÒÔÂˆËÙË˜ÌË ÓÒÓ-
·ÂÌÓÒÚË, ËÌÚÂÂÒÌË Ì‡ Ö‚ÓÔ‡, ÔÓÎÓÊËÚÂÎÌÓ ÌÂ Ò‡ ËÌÚÂÂÒÌË Û Ì‡Ò – ÔÓÁÌ‡‚‡ÏÂ „Ë
‰Ó·Â, Ú˙È Í‡ÚÓ ÏÂÊ‰Û‚ÂÏÂÌÌÓ Ò‡ ÒÂ ÔÂ‚˙Ì‡ÎË ‚ ÍÎË¯ÂÚ‡. Ä ˘ÓÏ Ò˙‚ÂÚ‚‡¯ ·‡Î-
Í‡ÌÒÍËÚÂ ıÛ‰ÓÊÌËˆË ‰‡ ËÁÔÓÎÁ‚‡Ú ‚ÒË˜ÍË ÚÂÁË ÍÓÏ·ËÌ‡ˆËË, Ë ÒÔÂˆË‡ÎÌÓ Ú‡ÁË ‰‡ Ë„-
‡flÚ ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËˆË, ·Ëı ÔÓÔËÚ‡Î‡, ‡ Í‡Í‚Ó Ò˙‚ÂÚ‚‡¯ ·‡ÎÍ‡ÌÒÍ‡Ú‡ ÔÛ·ÎËÍ‡?
ÅËı‡ ÎË ·ËÎË ËÌÚÂÂÒÌË Ë ‚‡ÊÌË ‚ Ò‡ÏËfl Â„ËÓÌ Ú‡Í˙‚ ÚËÔ ‡·ÓÚË?

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 
åÓ„‡ ‰‡ ÍÓÏÂÌÚË‡Ï ÔÓÍ‡Á‚‡ÌËÚÂ ‚ ÏÓÏÂÌÚ‡ ‡·ÓÚË. íÓ‚‡ Â ‡·ÓÚ‡ Ì‡ ıÛ‰ÓÊÌË˜Í‡
ÓÚ ÅÓÒÌ‡ – ÄÎÏ‡ ëÛÎÈÂ‚Ë˜. Ö‰ËÌ ‚Ë‰ Ô˙ÙÓÏ‡ÌÒ. ífl Â ÔÓÙÂÒËÓÌ‡ÎÌÓ Ó·Û˜ÂÌ ◊ÏË-
ÌÓ˜ËÒÚ‡˜“. é·ÂÁ‚ÂÊ‰‡ ÔÓÚË‚ÓÔÂıÓÚÌË ÏËÌË ‚ ÅÓÒÌ‡ Ë ‚ÒÂÍË Ô˙Ú, ÍÓ„‡ÚÓ ‡Á˜ËÒÚË
Í‚‡‰‡ÚÂÌ ÏÂÚ˙ ·ÓÒÌÂÌÒÍ‡ ÁÂÏfl ÓÚ ÏËÌË, ÔÓ‰‡‚‡ ÔÓ˜ËÒÚÂÌ‡Ú‡ ÁÂÏfl ‚ Ì‡ÈÎÓÌÓ‚Ë
ÚÓ·Ë. íÓ‚‡ Â ‡‚ÚÓÍ‡ ÓÚ Å‡ÎÍ‡ÌËÚÂ, ÔÓ‰‡‚‡˘‡ ÌÂ˘Ó ÏÌÓ„Ó ÍÓÌÍÂÚÌÓ – Ô‡˜ÂÚ‡
·ÎËÁÍÓ ÏËÌ‡ÎÓ. äÓÈ Â ÒÎÂ‰‚‡˘ËflÚ?

ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚: 
ëÏflÚ‡Ï, ˜Â ÏÂÒÚÌËflÚ Ô‡Á‡ ËÏ‡ Ò‚Ófl ÒÓ·ÒÚ‚ÂÌ‡ ÒÔÂˆËÙËÍ‡. èÂ‰ÒÚÓË ÌË ‰‡ ÓÚÍË-
ÂÏ Ì‡È-‰Ó·‡Ú‡ ‚˙ÁÏÓÊÌ‡ ÒÚÓÍ‡ Á‡ ÌÂ„Ó. éÚ ÏÓfl „ÎÂ‰Ì‡ ÚÓ˜Í‡ Úfl ·Ë ·ËÎ‡ Ó·‡ÁÂˆ
Ì‡ ÔÓ„ÎÂ‰‡ ÓÚ á‡Ô‡‰ – ‡ÁÎË˜ÌË ÔÓËÁ‚Â‰ÂÌËfl, ‰ÂÏÓÌÒÚË‡˘Ë Ë Ò˙‰˙Ê‡˘Ë Á‡-
Ô‡‰ÌËfl Ì‡˜ËÌ ‰‡ ÒÂ „ÎÂ‰‡ Ì‡ ÚÓ‚‡ ÏflÒÚÓ.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 
ëÂ„‡ Ë„‡Ú‡ Á‡„Û·fl – ‰‡ ÔÓ‰‡‚‡ÏÂ, ËÎË ÌÂ. íÓ‚‡ Â Ì‡ËÒÚËÌ‡ ÒÂËÓÁÂÌ ‚˙ÔÓÒ –
‡ÁÔÓ‰‡‚‡ÏÂ ÎË ÒÂ, ËÎË ÌÂ, ‡ Ë Í‡Í‚Ó ÏÓÊÂÏ ‰‡ ÔÓ‰‡‰ÂÏ? èÂ‰Ë „Ó‰ËÌË ÄÎÂÍ-
Ò‡Ì‰˙ ä¸ÓÒÂ‚ ·Â ˜‡ÒÚ ÓÚ Â‰ËÌ ËÁÍÎ˛˜ËÚÂÎÌÓ ‚‡ÊÂÌ Í˙„ ÓÚ ËÌÚÂÎÂÍÚÛ‡ÎˆË, Ì‡Â-
˜ÂÌ ◊ëËÌÚÂÁ“, Í‡ÍÚÓ ÒË ÒÔÓÏÌflÏ, ‡ Ë ‡Á ·flı Ò˙˘Ó Á‡ Í‡ÚÍÓ ˜‡ÒÚ ÓÚ ÚÓÁË Í˙„. åËÒ-
Îfl, ˜Â ·Â¯Â 1993 „., ÍÓ„‡ÚÓ ÒÂ ‚Ë‰flıÏÂ Ò ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚ ‚ å˛ÌıÂÌ, Í˙‰ÂÚÓ ËÏ‡ı
ËÁÎÓÊ·‡. ÑÓÈ‰Â ‰‡ ÏÂ ÔÓÒÂÚË ÓÚ É¸ÓÚËÌÚÂÌ, Í˙‰ÂÚÓ ÔÂÔÓ‰‡‚‡¯Â, Ë ÔÂÍ‡‡ıÏÂ ˜Û-
‰ÂÒÌÓ. àÌÚÂÂÒÌËflÚ ÏÛ ÍÓÏÂÌÚ‡ ÚÓ„‡‚‡ Ó·‡˜Â ·Â¯Â, ˜Â ‚ÒË˜ÍË ÌËÂ, ÍÓËÚÓ ÒÏÂ ‡-
·ÓÚËÎË ‚ Í‡fl Ì‡ 80-ÚÂ Ì‡‰ Â‡ÎÌÓÒÚËÚÂ Ì‡ Í˙ÒÌËfl ÒÓˆË‡ÎËÁ˙Ï, ÔÓ‰‡‚‡ÏÂ Ì‡ Á‡-
Ô‡‰Ì‡Ú‡ ÔÛ·ÎËÍ‡ Ô‡˜Â ÔÓ Ô‡˜Â ÚflÎÓÚÓ Ì‡ ÍÓÏÛÌËÁÏ‡. ÄÎÂÍÒ‡Ì‰Â, ·Ë ÎË ËÒÍ‡Î ‰‡
ÍÓÏÂÌÚË‡¯ ÚÓ‚‡? ëÔÓÏÌfl¯ ÎË ÒË „Ó?

ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚: 
ëÔÓÏÌflÏ ÒË. çÂ˘Ó ÒÂ ÔÓ‰‡‰Â, ‰Û„Ó – ÌÂ...

å‡Ëfl-í‡ÎËfl ä‡‡Ò: 
ÄÏË, ÒÂ„‡ ÓÚ ÔÂÒÔÂÍÚË‚‡Ú‡ Ì‡ É˙ˆËfl ÔÓ ÔÓ‚Ó‰ Å‡ÎÍ‡ÌËÚÂ... åËÒÎfl, ˜Â „˙ˆÍËÚÂ ıÛ-
‰ÓÊÌËˆË Ò‡ ‚ ÚÛ‰ÌÓ ÔÓÎÓÊÂÌËÂ, Á‡˘ÓÚÓ ˜Û‚ÒÚ‚‡Ú, ˜Â ÌÂ Ò‡ ÔÂ‰ÒÚ‡‚ÂÌË ÌËÚÓ Ì‡
Å‡ÎÍ‡ÌËÚÂ, ÌËÚÓ ‚ Â‚ÓÔÂÈÒÍËfl ÍÓÌÚÂÍÒÚ. íÓ‚‡ Â, ÍÓÂÚÓ ˜Û‚ÒÚ‚‡Ú – ‚ ÌflÍ‡Í˙‚ ‚Ë‰
ÍÓÌÒÔË‡ÚË‚ÌÓ ÏËÒÎÂÌÂ. çËÚÓ Ò‡ ÂÍÁÓÚË˜ÌË ÚËÔË˜ÌÓ ÔÓ ·‡ÎÍ‡ÌÒÍË, ÌËÚÓ ÔÓ Â‚Ó-
ÔÂÈÒÍË Ò‡ Ô‡Á‡ÌË – ÌÂ Ò‡ Ô‡Á‡ÌÓ‡‰ÂÍ‚‡ÚÌË Í‡ÍÚÓ ÓÒÚ‡Ì‡ÎËÚÂ ‚ Ö‚ÓÔ‡. í‡Í‡ ˜Â,
Ô‡‡‰ÓÍÒ‡ÎÌÓ, fl‰ÍÓ ·Ë‚‡Ú ‚ÍÎ˛˜‚‡ÌË ‚ „ÓÎÂÏËÚÂ ËÁÎÓÊ·Ë Í‡ÚÓ ÇÂÌÂˆË‡ÌÒÍÓÚÓ
·ËÂÌ‡ÎÂ Ë ÑÓÍÛÏÂÌÚ‡, ÌËÚÓ Ô˙Í Ò‡ ÔÓÍ‡Á‚‡ÌË ÔÓ‰ ÛÒÎÓ‚ËÂÚÓ ◊·‡ÎÍ‡ÌÒÍ‡ ‡ÏÍ‡“.
ÇÒ˙˘ÌÓÒÚ ÌÂ Â ÚÓÎÍÓ‚‡ ÁÎÂ, Á‡˘ÓÚÓ ÔÓ‚Â˜ÂÚÓ „˙ˆË ÌÂ ‚ËÊ‰‡Ú ÒÂ·Â ÒË ˜‡Í ÚÓÎÍÓ‚‡
Í‡ÚÓ ·‡ÎÍ‡ÌˆË. çÂ ·Ëı‡ Í‡Á‡ÎË, ˜Â ÒÂ ˜Û‚ÒÚ‚‡Ú Ú‡ÍË‚‡, ·Ëı‡ ÂÍÎË, ˜Â ÒÂ ˜Û‚ÒÚ‚‡Ú
Â‚ÓÔÂÈˆË. àÏ‡Ú flÒÌ‡ ÔÂ‰ÒÚ‡‚‡ Á‡ Å‡ÎÍ‡ÌËÚÂ – ÙËÁË˜ÂÒÍË, „ÂÓ„‡ÙÒÍË Ë Í‡ÚÓ ·ËÁ-
ÌÂÒ, ÌÓ ÌÂ ÒÂ ÛÒÂ˘‡Ú Ó·‚˙Á‡ÌË ÂÏÓˆËÓÌ‡ÎÌÓ Ò Úflı.
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Luchezar Boyadjiev: 
Thank you Hristijan. And thanks go to Macedonia for providing all of its neighboring
countries with the opportunity to have claims, to be jealous and to claim ownership over
what happens in Macedonia. You know, especially Bulgaria, Greece, Serbia and Albania
in a way. Everybody wants to have a piece of Macedonia...

Diana Popova: 
I’ll start with what Alexander Kiossev said which impressed me very much. He stated
that the Balkan artists should use all the combinations between the notions of a universal
artist and a Balkan artist. I think that this is too cynical. His advice, as I far as I could
understand, is to sell all these combinations when and where this is possible. I would
add that theatre and film directors have been using all these possibilities for years.
They are selling special Balkan features in Germany, for example, because Germany
probably has the greatest interest in special Balkan features. And when they come back
to Bulgaria, it is quite interesting to observe how really boring their plays actually are.
I mean that these special features, which are interesting in Europe, are definitely not
interesting in Bulgaria – we know them well because meanwhile they have turned into
clichés. And when you advise Balkan artists to use all the combinations and especially
to play Balkan artists I would ask what the advice would be to the Balkan public?
Would such works be also interesting and important for the region itself?

Luchezar Boyadjiev: 
I could comment on the works that are being shown now. This is a work by an artist
from Bosnia – Alma Sulijevic. It’s a kind of performance. She is professionally trained de-
miner. She is defusing land mines in Bosnia and as soon as she has defused one
square meter of Bosnian land from the land mines she sells the cleared soil in plastic
bags. This is an artist from the Balkans who is selling something very concrete – pieces
of recent history. Who is next?

Alexander Kiossev: 
I believe that the local market has its own specificity. We have to find the best possible
commodity for it. And to my mind that would be a specimen of the Western gaze – differ-
ent works of art demonstrating and embodying the Western way of looking at this place. 

Luchezar Boyadjiev: 
Now the game gets rough – to sell or not to sell. That is a really serious question – do
we sell out or do we not, and what is it that we can sell? Years ago Alexander Kiossev
was part of a very important intellectual circle called “Synthesis”, I believe, and I was
also part of this circle for a short time. I think it was in 1993 when Alexander Kiossev and
I were in Munich where I had an exhibition. He came to visit me from Goettingen where
he was teaching and we had a great time. But his interesting comment at the time was
that all of us who had worked in the late 1980s on the reality of late socialism were selling
the corpse of communism piece by piece to the Western audience. Alexander, would
you like to comment on that? Do you remember it?

Alexander Kiossev: 
I do. Something has been sold, something not...

Maria-Thalia Carras: 
Well, now from a Greek perspective in terms of the Balkans... I think Greek artists are in
a difficult situation because they feel that they are represented neither in the Balkans, nor
in a European context. That’s what they feel – in a conspiratorial way of thinking. They
are neither exotic in a typically Balkan way nor European in terms of being readily
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ôÂ ‚Ë ÔÓÍ‡Ê‡ ‡·ÓÚËÚÂ Ì‡ ‰‚‡Ï‡ ËÎË ÚËÏ‡ ıÛ‰ÓÊÌËˆË. íÂ Ò‡ ÏÌÓ„Ó ÏÎ‡‰Ë Ë ÔÓÎË-
ÚË˜ÂÒÍË ÏÌÓ„Ó ˜Û‚ÒÚ‚ËÚÂÎÌË. Ö‰ÌÓ ÌÓ‚Ó ÔÓÍÓÎÂÌËÂ „˙ˆÍË ıÛ‰ÓÊÌËˆË ÒÂ ÓÔËÚ‚‡ ‰‡
‡·ÓÚË ‚ ÒÚ‡Ì‡Ú‡, ‰‡ ÌÂ Ì‡ÔÛÒÍ‡ É˙ˆËfl, ÍÓÂÚÓ ·Â ÚÂÌ‰ÂÌˆËflÚ‡ ‚ ÔÓ‰˙ÎÊÂÌËÂ Ì‡
„Ó‰ËÌË. éÒ‚ÂÌ ÚÓ‚‡ ÚÂ ‚Â˜Â ÔËÚÂÊ‡‚‡Ú ◊ÛÌË‚ÂÒ‡ÎÂÌ“ ÂÁËÍ. ôÂ Á‡ÔÓ˜Ì‡ Ò Ç‡Ì„Â-
ÎËÒ ÇÎ‡ıÓÒ, ÍÓÈÚÓ ‡·ÓÚË ÔÂÁ ÔÓÒÎÂ‰ÌËÚÂ „Ó‰ËÌË Ì‡‰ ÔÓÂÍÚ, Ò‚˙Á‡Ì Ò ‡ÏÂËÍ‡Ì-
ÒÍÓÚÓ ÔÓÒÓÎÒÚ‚Ó ‚ É˙ˆËfl. ë„‡‰‡Ú‡ ÏÛ Â ÔÓÒÚÓÂÌ‡ ÓÚ ÉÓÔËÛÒ ÔÂÁ 50-ÚÂ. àÌÚÂ-
ÂÒÌÓÚÓ Á‡ ÌÂfl Â, ˜Â Â Ï‡ÏÓÌ‡ – ÓÚÔ‡ÚÍ‡ Í˙Ï „˙ˆÍËfl Ë‰Â‡Î ÒÔflÏÓ Ï‡ÏÓ‡ ‚
‰Â‚ÌÓÒÚÚ‡ – Ë ˜Â ÔËÚÂÊ‡‚‡ ËÁÍÎ˛˜ËÚÂÎÌÓ ÓÚ‚ÓÂÌ‡ ÒÚÛÍÚÛ‡. ç‡ ÔËÁÂÏÌËfl
ÂÚ‡Ê ËÏ‡¯Â ·Ë·ÎËÓÚÂÍ‡, Í˙‰ÂÚÓ ‚ÒÂÍË ·Â ‰Ó·Â ‰Ó¯˙Î. ë ÚÂ˜ÂÌËÂ Ì‡ ‚ÂÏÂÚÓ Ò„‡-
‰‡Ú‡ ‚ÒÂ ÔÓ‚Â˜Â Ë ÔÓ‚Â˜Â ÒÚ‡‚‡¯Â ‚˙ÚÂ¯ÌÓ Ò˙ÒÂ‰ÓÚÓ˜ÂÌ‡ Ë Á‡Ú‚ÓÂÌ‡ Á‡
ÓÍÓÎÌËfl Ò‚flÚ. åËÌ‡Î‡Ú‡ „Ó‰ËÌ‡ Ò˙ÒÂ‰ÌÓÚÓ Ì‡ ÔÓÒÓÎÒÚ‚ÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó ·Â ÔÂ‚˙-
Ì‡ÚÓ ‚ ÔÂ¯ÂıÓ‰Ì‡ ÁÓÌ‡ Ò Ó„ÎÂ‰ Ì‡ ‚˙ÁÏÓÊÌÓÒÚË Á‡ Óı‡Ì‡Ú‡ ÏÛ. èÓÎËˆ‡Ë Á‡ÔÓ˜Ì‡-
ı‡ ‰‡ ÍÓÌÚÓÎË‡Ú ‚Ò˙˘ÌÓÒÚ ˆÂÎËfl Á‡Ó·ËÍ‡Îfl˘ „Ó Í‚‡Ú‡Î. à Ú‡Í‡ Ç‡Ì„ÂÎËÒ ÇÎ‡ıÓÒ
Ò˙·‡ ‚ÒflÍ‡ Â‰Ì‡ ÒÚ‡ÚËfl ËÎË ‰ÓÍÛÏÂÌÚ, Ì‡ÔËÒ‡ÌË ËÎË ÔÛ·ÎËÍÛ‚‡ÌË ÔÓ ÔÓ‚Ó‰ Ú‡ÁË
Ò„‡‰‡. Ö‰Ì‡ ÓÚ Ô˙‚ËÚÂ ÏÛ Á‡‰‡˜Ë ·Â ‰‡ ÓÚ·ÂÎflÁ‚‡ ÔÓfl‚‡Ú‡ Ì‡ ‰ÛÏËÚÂ ◊‚Î‡ÒÚ“ ËÎË
◊ËÏÔÂË‡ÎËÁ˙Ï“ ‚ Ò˙·‡ÌËÚÂ ÚÂÍÒÚÓ‚Â. èÓÂÍÚ˙Ú, Ì‡‰ ÍÓÈÚÓ ÚÓÈ ‡·ÓÚË ÒÂ„‡, ÒÂ
Ò˙ÒÚÓË ‚ ÚÓ‚‡ ‰‡ ÔÂÒ˙Á‰‡‰Â ‡ıËÚÂÍÚÛÌËfl ÏÓ‰ÂÎ Ì‡ Ò„‡‰‡Ú‡ Ì‡ ÉÓÔËÛÒ. í‡Í‡, ÓÚ
Â‰Ì‡ ÒÚ‡Ì‡, ËÏ‡ÏÂ ‰ÓÍÛÏÂÌÚ‡ˆËflÚ‡, Ò˙·‡Ì‡ ÓÚ ÇÎ‡ıÓÒ, Ì‡ËÒÚËÌ‡ ÂÏÓˆËÓÌ‡ÎÌ‡ Ì‡
ÏÂÒÚ‡, Á‡Òfl„‡˘‡ Ì‡˜‡ÎÓÚÓ, ‡ ÓÚ ‰Û„‡ – ‡ıËÚÂÍÚÛÌËÚÂ ÏÓ‰ÂÎË, ÒÚÛ‰ÂÌË Ë ÒÚ‡ÚË˜ÌË. 

ÑÌÂÒ ËÏ‡ ‰ÓÒÚ‡ „˙ˆÍË ıÛ‰ÓÊÌËˆË, ÓÒÓ·ÂÌÓ ÊÂÌË, ÔÓÒ‚ÂÚËÎË ÒÂ Ì‡ Ô˙ÙÓÏ‡ÌÒ‡
Ë Û˜‡ÒÚ‚‡˘Ë Ú‡Ï Ò˙Ò ÒÓ·ÒÚ‚ÂÌËÚÂ ÒË ÚÂÎ‡. èÓ‚Â˜ÂÚÓ ‡·ÓÚflÚ ‚ ËÁ‚˙Ì„‡ÎÂËÈÌË
ÔÓÒÚ‡ÌÒÚ‚‡. ë‡ÏËÚÂ ıÛ‰ÓÊÌËˆË ÌÂ Ò‡ ‚ÍÎ˛˜ÂÌË ‚ ÒËÒÚÂÏËÚÂ Ì‡ „‡ÎÂËËÚÂ Ë ÏÛ-
ÁÂËÚÂ. ïÛ‰ÓÊÌË˜Í‡Ú‡, ˜ËÈÚÓ Ô˙ÙÓÏ‡ÌÒ ˘Â ÔÓÍ‡Ê‡, ÒÂ Í‡Á‚‡ ÉÂÓ„Ëfl ë‡„Ë. Ö‰ËÌ
ÓÚ ÔÓÂÍÚËÚÂ π ·Â ‰‡ Ó·ËÚ‡‚‡ Ï‡„‡ÁËÌ, ÔÓ-ÚÓ˜ÌÓ ‚ËÚËÌ‡Ú‡ ÏÛ ‚ ÚÂ˜ÂÌËÂ Ì‡ Â‰Ì‡
ÒÂ‰ÏËˆ‡. ífl Ò˙·Ë‡¯Â ÔË ÒÂ·Â ÒË ‚ÒÂ ÔÓ‚Â˜Â Ë ÔÓ‚Â˜Â ÔÂ‰ÏÂÚË, Ò ÍÓËÚÓ ·Ë ÊË‚fl-
Î‡, ÔÂ‰ÏÂÚË, Ò ÍÓËÚÓ ‚ÒÂÍË fl ‚ËÊ‰¯Â Í‡Í ÊË‚ÂÂ. ç‡Í‡fl, ‚ ÌÂ˘Ó Í‡ÚÓ ‡ÍÚ Ì‡ ‡„Â-
ÒËfl, Úfl „Ë Ò˙·‡ ‚ÒË˜ÍËÚÂ, Ô‡ÍÂÚË‡ „Ë ‚ Ì‡ÈÎÓÌÓ‚Ë ÚÓ·Ë Ë Á‡ÔÓ˜Ì‡ ‰‡ „Ë Ô˙ı‡ Ì‡
ıÓ‡Ú‡ ÓÚ ÔÂÏËÌ‡‚‡˘ËÚÂ ‡‚ÚÓÏÓ·ËÎË. ÑÛ„ Â‰ËÌ ÌÂËÌ ÒÍÓÓ¯ÂÌ ÔÓÂÍÚ ·Â ÓÒÓ·Â-
ÌÓ ÂÙÂÍÚÂÌ – Úfl ‚˙Á‡ ˙ˆÂÚÂ Ë Í‡Í‡Ú‡ ÒË Ë Ô˙ÎÁfl Ú‡Í‡ ÓÚ Ô‡Á‡‡ ‚ ˆÂÌÚ˙‡ Ì‡
ÄÚËÌ‡ ‰Ó ÔÎÓ˘‡‰ ◊éÏÓÌËfl“. íÓ‚‡ Â „‡‰ÒÍËflÚ ‡ÈÓÌ, ÔËÌ‡‰ÎÂÊ‡˘ Ì‡È-‚Â˜Â Ì‡
ÔÓÒÚËÚÛÚÍËÚÂ, Â‰ËÌ ÏÌÓ„Ó ÓÔ‡ÒÂÌ ‡ÈÓÌ, Ú˙ÔÍ‡Ì Ò Ì‡ÍÓÚËˆË Ë Ú. Ì. èÂÁ ˆflÎÓÚÓ
ÚÓ‚‡ ÔÓÒÚ‡ÌÒÚ‚Ó ıÛ‰ÓÊÌË˜Í‡Ú‡ ·ÛÍ‚‡ÎÌÓ ÒÂ ‚Î‡˜Â¯Â Ò ‚˙Á‡ÌËÚÂ ÒË ‚ ÒËÏ‚ÓÎË-
˜ÂÌ ÊÂÒÚ ˙ˆÂ Ë Í‡Í‡. éÚÌÂ π ÏÓÊÂ ·Ë ÚË ˜‡Ò‡... ê‡·ÓÚ‡Ú‡ Â ÓÚÔÂ‰Ë 6-7 ÏÂÒÂˆ‡...

ÉÂÓ„Ëfl ë‡„Ë
çÓ‚ËflÚ ‚Ë‰, 2003.
è˙ÙÓÏ‡ÌÒ

Georgia Sagri
The New Kind, 2003.
Performance
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involved in the market economy, they are not marketable like the rest of Europe. 
So, paradoxically, they are rarely included in large scale exhibitions such as the Venice
Biennale or Documenta, nor are they shown within a Balkan framework. And actually
that’s not so bad because most Greeks do not think of themselves as Balkan. They
wouldn’t say they feel very Balkan, they would say they feel European. They are aware of
the Balkans physically, geographically and in terms of business investments but emo-
tionally they do not feel so linked.

I will now show the work of two or three artists. They are young and very politically
aware. A new generation of Greek artists is trying to work in Greece and not to leave it,
which has been the trend for years. Moreover, they already have a “universal” language.
I’ll start with Vangelis Vlahos who has been working over the last few years on a project
that has to do with the American Embassy in Greece built by Gropious in the 1950s.
What is interesting about the building is that it is made of marble – a reference to the
Greek ideal of marble in ancient times – and that it had a very open structure. It had a
library on the ground floor, where everybody was welcome. As time went by, this building
became more and more introspective and closed to the outside world. Last year even
the area next to the embassy was turned into a pedestrian zone in order to protect it.
Indeed policemen have started to control the whole block around it. Vangelis Vlahos has
collected every single article or document that has ever been written and printed con-
cerning the embassy. One of his first projects was to note the appearance of the words
“Power” or “imperialism” in all the texts he had amassed. The project he is now working
on is recreating the architectural model of the building by Gropious. 

So, on the one hand we have the documentation which Vlahos has collected, which at
times is very emotional, and on the other hand there are these architectural models that
are cold and static.

There are a lot of Greek artists now, especially women, who work with performance and
use their bodies. Most of them work in non-gallery spaces. The artists are outside the
gallery and museum systems. The artist whose performance I’ll show, is called Georgia

å‡Ëfl-í‡ÎËfl ä‡‡Ò, ç‡Ú‡¯‡ àÎË˜/Maria-Thalia Carras, Natasa Ilic
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èÓ ‚ÂÏÂ Ì‡ Ô˙ÙÓÏ‡ÌÒ‡ ËÏ‡¯Â ıÓ‡, ÓÔËÚ‚‡˘Ë ÒÂ ‰‡ fl ÒÔ‡Ú, ‰‡ ÓÚ‚˙Ê‡Ú ˙ˆÂ-
ÚÂ π... èÓÎËˆËflÚ‡ ÌÂ Â‡„Ë‡, Ò‡ÏÓ Ì‡·Î˛‰‡‚‡¯Â Í‡Í ÒÂ ÓÔËÚ‚‡Ú ‰‡ fl ‡Á‚˙Ê‡Ú, ‡
Úfl ÌÂ „Ó ÔÓÁ‚ÓÎfl‚‡. Ä ÚÓ‚‡ Â ‰Û„‡ ÌÂÈÌ‡ ‡·ÓÚ‡ ÓÚ ÌÂÓÚ‰‡‚Ì‡ – Úfl ‡·ÓÚË ‚ ÚÂ˜ÂÌËÂ
Ì‡ ˆflÎ ÏÂÒÂˆ ‚ „‡ÎÂËflÚ‡ ◊É‡ÁÓÌ ÛÊ“. ïÓ‰Â¯Â Ú‡Ï ‚ÒÂÍË ‰ÂÌ ‚ ÚÂ˜ÂÌËÂ Ì‡
ËÁÎÓÊ·‡Ú‡ Ë ‚ Â‰ËÌ ÏÓÏÂÌÚ ·Â Á‡Ô˙ÎÌËÎ‡ ˆflÎÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ò ˜ÛÊ‰Ë Ì‡ „‡ÎÂËfl-
Ú‡ ÌÂ˘‡, ÂÒÚÂÒÚ‚ÂÌË Ï‡ÚÂË‡ÎË Í‡ÚÓ Ô˙ÒÚ Ë „ËÔÒ; ‚Ò˙˘ÌÓÒÚ ·Â ÔÓÍËÎ‡ Ò „ËÔÒ
ˆÂÎËfl ÔÓ‰ Ì‡ „‡ÎÂËflÚ‡ Ë ÒÎÂ‰ ÚÓ‚‡ ·ÛÍ‚‡ÎÌÓ Ò Ï˙Í‡ ÒË ÔÓ·Ë Ô˙ÚÂÍ‡ ÔÂÁ
ÔÎ‡ÒÚÓ‚ÂÚÂ ÏÛ, Á‡ ‰‡ ÏÓÊÂ ÙËÁË˜ÂÒÍË ‰‡ ÔÂÒÂ˜Â „‡ÎÂËÈÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó.

í‡Í‡‚‡ ıÛ‰ÓÊÌË˜Í‡ Ò˙˘Ó Â î‡ÌË ëÓÙÓÎÓ„Ë, ‡Á·Ë‡ ÒÂ ËÏ‡ Ë ‰Û„Ë, ÍÓËÚÓ ‡·ÓÚflÚ
Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ Ô˙ÙÓÏ‡ÌÒ‡, ÔÓ‚Â˜ÂÚÓ ÔÓ ÛÎËˆËÚÂ Ë ‚ ‰Û„Ë ÓÚÍËÚË ÔÓÒÚ‡ÌÒ-
Ú‚‡. íÓ‚‡, ÍÓÂÚÓ Ô‡‚flÚ, Â Ò‚˙Á‡ÌÓ Ì‡È-‚Â˜Â Ò ÄÚËÌ‡ Í‡ÚÓ Â‰ÌÓ ‰ÓÒÚ‡ ‡„ÂÒË‚ÌÓ Á‡
‡·ÓÚ‡ Ë ÊË‚ÓÚ ÏflÒÚÓ. 

ü‡ ÅÛ·ÌÓ‚‡: 
Ç ÚÓÁË Í‡È ËÏ‡ıÏÂ ‰ÓÒÚ‡ ËÌÚÂÌÁË‚Ì‡ ‰ËÒÍÛÒËfl, ‰ÓÍ‡ÚÓ „ÎÂ‰‡ıÏÂ ÔÓÊÂÍˆËflÚ‡.
ôÂ ÒÂ ÓÔËÚ‡Ï ·˙ÁÓ ‰‡ Ó·flÒÌfl Á‡ Í‡Í‚Ó ÒË „Ó‚ÓËıÏÂ... ÇÂÓÌËÍ‡ ñÂÍÓ‚‡ Ì‡ÔË-
ÏÂ, Û˜‡ÒÚÌË˜Í‡ ‚ Í‡ÒÂÎÒÍ‡Ú‡ ËÁÎÓÊ·‡, Ì‡ÒÚÓfl‚‡¯Â, ˜Â ÌÂ fl Â „ËÊ‡ ◊·‡ÎÍ‡ÌÍ‡“ ÎË
‚ËÊ‰‡ ‚ ÚÓ‚‡ ‚Ë‰ÂÓ, ËÎË ÌÂ. á‡˘ÓÚÓ ÚÓ‚‡ Â ÏÓÊÂ ·Ë ·‡ÎÍ‡ÌÒÍÓ, ÌÓ ÏÓÊÂ Ë ‰‡ ÌÂ Â.
á‡ÔËÚ‡ı fl, ÌÂ ÒÚ‡‚‡ ÎË ‰ÛÏ‡ Í‡Í ıÛ‰ÓÊÌË˜Í‡Ú‡ Ò‡Ï‡ ÒÂ ˜Û‚ÒÚ‚‡? àÏ‡ Ú‡ÍÓ‚‡ ÒÔÂˆË-
ÙË˜ÌÓ ÌÂ˘Ó – ◊Ô‡Á‡ÌÓÒÚ“, Ì‡È-Ì‡ÔÂ‰ Ì‡ Ë‰ÂË, Ë ‚ÚÓÓ, Ì‡ Â‡ÎÌËfl Ô‡Á‡, ‰‡ Â-
˜ÂÏ – Ë Ì‡ Ë‰ÂË, Ë Ì‡ ıÛ‰ÓÊÂÒÚ‚ÂÌË ÔÓËÁ‚Â‰ÂÌËfl. ç‡ËÒÚËÌ‡ ·Ëı ËÒÍ‡Î‡ ÇÂÓÌËÍ‡
Ò‡Ï‡ ‰‡ Í‡ÊÂ, ÌÓ ÌÂ˘Ó fl ÒÔË‡, ÓÚ„Ó‚‡fl Ò‡ÏÓ Ò ÔÓ Â‰Ì‡ ‰ÛÏ‡... á‡ÔÓ˜Ì‡ıÏÂ ÌflÍ˙-
‰Â ÓÚ Í‡Á‡ÌÓÚÓ ÓÚ å‡Ëfl-í‡ÎËfl, ÍÓÂÚÓ Ì‡ËÒÚËÌ‡ ÌË Á‡ËÌÚÂÂÒÛ‚‡ – ˜Â „˙ˆÍËÚÂ ıÛ-
‰ÓÊÌËˆË Ë „˙ˆÍÓÚÓ ËÁÍÛÒÚ‚Ó ÒÂ ˜Û‚ÒÚ‚‡Ú ÏÌÓ„Ó ÔÓ‚Â˜Â ÔÂ‰ÒÚ‡‚fl˘Ë Ö‚ÓÔ‡ Ì‡
Å‡ÎÍ‡ÌËÚÂ. ÄÒÔÂÍÚ˙Ú Â, ˜Â „˙ˆÍËÚÂ ıÛ‰ÓÊÌËˆË Ë „˙ˆÍ‡Ú‡ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡ ÒˆÂÌ‡ Ò‡
ÏÌÓ„Ó ÔÓ-Á‡ËÌÚÂÂÒÛ‚‡ÌË ‰‡ Ò‡ Â‚ÓÔÂÈÒÍË, ËÎË ‚Â˜Â ÒÂ ˜Û‚ÒÚ‚‡Ú Ú‡ÍË‚‡, ‰ÓË ·ÂÁ
‰‡ ÔÂ‰ËÁ‚ËÍ‚‡Ú Â‚ÓÔÂÈÒÍË ËÌÚÂÂÒ. ëËÚÛ‡ˆËflÚ‡ ‚ Ì‡¯Ëfl ÒÎÛ˜‡È ÚÛÍ Â ‡ÁÎË˜Ì‡,
Á‡˘ÓÚÓ ÌËÂ ÒÏÂ ÂÔÂÁÂÌÚË‡ÌË – ËÏ‡Ï ÔÂ‰‚Ë‰ ·˙Î„‡ÒÍÓÚÓ ËÁÍÛÒÚ‚Ó Ë ıÛ‰ÓÊÌË-
ˆË. çÂÍ‡ ÔËÂÏÂÏ, ˜Â ÒÏÂ ÏÂÊ‰ÛÌ‡Ó‰ÌÓ ÂÔÂÁÂÌÚË‡ÌË Â‰ËÌÒÚ‚ÂÌÓ Í‡ÚÓ ·˙Î„‡-
Ë, ÍÓÂÚÓ ÁÌ‡˜Ë ·‡ÎÍ‡ÌˆË, ÂÍÁÓÚË˜ÌË, ÒÔÂˆËÙË˜ÌË, Ï‡„ËÌ‡ÎÌË Ë Í‡ÍÚÓ Ó˘Â ËÒÍ‡ÚÂ.
çÓ ÌËÍÓ„‡ Í‡ÚÓ ÓÒÌÓ‚ÌÓ ÚÂ˜ÂÌËÂ, Í‡Í‚ÓÚÓ Ë ‰‡ ÁÌ‡˜Ë ÚÓ.

ÇÂÓÌËÍ‡ ñÂÍÓ‚‡: 
ç‡ ‚ÒflÍ‡ ‰ËÒÍÛÒËfl Á‡ Ú‡ÁË ·‡ÎÍ‡ÌÒÍ‡ ıÛ‰ÓÊÌË˜ÂÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ ÒÂ ˜Û‚ÒÚ‚‡Ï ÌÂ˘Ó
Í‡ÚÓ ËÁ„Ì‡ÌËˆ‡, Á‡˘ÓÚÓ Ò˙Ï ·ËÎ‡ ‚ ÔÓ‰Ó·Ì‡ ÒËÚÛ‡ˆËfl Í‡ÍÚÓ ‚ ÎË˜ÌËfl ÒË, Ú‡Í‡ Ë ‚
ÔÓÙÂÒËÓÌ‡ÎÌËfl ÒË ÊË‚ÓÚ. Ñ‡ Ò˙Ï Ú‡Í‡‚‡ ÒÂ Â ÔÂ‚˙Ì‡ÎÓ ‚ ÌÂ˘Ó ÌÓÏ‡ÎÌÓ, Ò ÍÓ-
ÂÚÓ ÒÂ Ò·Î˙ÒÍ‚‡Ï ‚ÒÂÍË ‰ÂÌ. ÖÚÓ Á‡˘Ó ÒÔÓ‰ÂÎËı Ò ü‡, ˜Â ÌÂ ÏË Â ÔÓ·ÎÂÏ, ˜Â ÏÂ
Í‡ÚÂ„ÓËÁË‡Ú Í‡ÚÓ ·‡ÎÍ‡ÌÒÍ‡ ıÛ‰ÓÊÌË˜Í‡, ‡ ÌÂ ÔÓ ‰Û„ Ì‡˜ËÌ. Ä ËÌ‡˜Â, ‡Á·Ë‡
ÒÂ, ˜Â Â ÔÓ·ÎÂÏ. á‡˘ÓÚÓ ÏË Ò˙Á‰‡‚‡ Ó˘Â ÌÂ˘‡ Á‡ ‚˙¯ÂÌÂ, ÌÂ Ò‡ÏÓ ‰‡ ‡·ÓÚfl
Í‡ÚÓ ıÛ‰ÓÊÌËÍ, ÌÓ Ë ‰‡ ‡·ÓÚfl, Á‡ ‰‡ ÔÂÏËÌ‡ Ú‡ÁË ·‡ËÂ‡. éÍ‡Á‚‡ ÒÂ ÍÓÌÙÛÁÌÓ,
ÔÓÌÂ Á‡ ÏÂÌ. ä‡Á‡ı π Ò˙˘Ó, ˜Â ÍÓ„‡ÚÓ ‡·ÓÚËı Í‡ÚÓ ıÛ‰ÓÊÌËÍ ‚ ˜ÛÊ·ËÌ‡, ·flı ‡Á„-
ÎÂÊ‰‡Ì‡ Í‡ÚÓ ·˙Î„‡Í‡. ä‡ÚÓ ·‡ÎÍ‡ÌÍ‡ – ÌÂ ÁÌ‡Ï, ÏÓÊÂ ·Ë ‰‡, ‚ ÌflÍÓË ÏÓÏÂÌÚË, ÌÓ
ÓÚÌÓ¯ÂÌËÂÚÓ ·Â¯Â ‡ÁÎË˜ÌÓ. éÚÍ‡Í Ò˙Ï ÒÂ ‚˙Ì‡Î‡ ‚ Å˙Î„‡Ëfl, Í‡ÚÂ„ÓË˜ÌÓ Ò˙Ï
ÓÔÂ‰ÂÎflÌ‡ Í‡ÚÓ ·‡ÎÍ‡ÌÍ‡. åÓÊÂ ·Ë ÒÂ ÒÎÛ˜‚‡ Ú‡Í‡, ÒÚÛ‚‡ ÏË ÒÂ, Á‡˘ÓÚÓ ‡·ÓÚ‡Ú‡
ÏË ÒÂ ÔÓÏÂÌË, Á‡˘ÓÚÓ Â ËÁ‚˙¯ÂÌ‡ ÚÛÍ Ë ÔÓËÁÎËÁ‡ ÓÚ Å˙Î„‡Ëfl. çÂ ÁÌ‡Ï. çÂ ËÒ-
Í‡Ï ‰‡ ÒÂ ÓÍ‡Ê‡ ÔÓÎËÚË˜ÂÒÍË ‡Ì„‡ÊË‡Ì‡. á‡ ÏÂÌ ˆflÎ‡Ú‡ Ú‡ÁË ËÒÚÓËfl Â ÔÓ-ÒÍÓÓ
ÎË˜Ì‡. Ç˙‚ ‚ÒÂÍË ÒÎÛ˜‡È ˜Û‚ÒÚ‚‡Ï ÒÂ ËÁ„Ì‡ÌËˆ‡ ‚ ÏÌÓ„Ó ÓÚÌÓ¯ÂÌËfl. äÓÈÚÓ ÏÓÊÂ ‰‡
„Ó ÔÓÌÂÒÂ – ÓˆÂÎfl‚‡, ÏËÒÎfl. äÓÈÚÓ ÌÂ ÏÓÊÂ... àÒÍ‡Ï ‰‡ Í‡Ê‡ ÌÂ˘Ó Á‡ ‡·ÓÚ‡Ú‡ Ì‡
à‚‡Ì åÛ‰Ó‚, ÍÓÎÂÍˆËflÚ‡, ÍÓflÚÓ Ò˙ÒÚ‡‚fl. ífl ÌÂ Â ÌÂ˘Ó, ÍÓÂÚÓ ÒÏflÚ‡Ï Á‡ ·‡ÎÍ‡ÌÒÍ‡
‡·ÓÚ‡. óÛ‚‡Î‡ Ò˙Ï Á‡ ‰Û„Ë, ÌÂ Ò˙‚ÒÂÏ ÔÓ‰Ó·ÌË ‡·ÓÚË, ‚ÒË˜ÍË ‰ÂÎÓ Ì‡ Á‡Ô‡‰ÌË
ıÛ‰ÓÊÌËˆË. ÅËı ÒÂ ÓÔËÚ‡Î‡ ‰‡ fl ÍÎ‡ÒËÙËˆË‡Ï Í‡ÚÓ ◊ıÛ‰ÓÊÂÒÚ‚ÂÌÓ-ËÌÒÚËÚÛˆËÓÌ‡Î-
Ì‡“, ÌÂ Í‡ÚÓ ·‡ÎÍ‡ÌÒÍ‡ ‡·ÓÚ‡.



45

Sagri. One of the projects she did was that she inhabited a shop, more precisely, its
shop window for one week. She kept on accumulating more and more objects, which
she would live with and which everybody has seen her live with. In the end, in something
like an act of aggression, she picked them all up, put them in plastic bags and started
handing them to people in the cars passing by. Another project she did recently was
very effective – she tied her hands and legs together and crawled from the market in
central Athens to Omonia Square. This is mostly a red-light district, an area with quite a
lot of drugs and so on. The artist litererally crawled trough this entire area with her hands
and legs tied up in a symbolic gesture. It probably took her about three hours... This
work was done about 6-7 months ago... During the performance there were people who
tried to stop her and to untie her hands... The police did not react, they just observed
what was happening and some people tried to untie her hands... but she did not allow
them. Here is another work she recently did – she worked for a whole month in a gallery
called Gazon Rouge. She went there every day throughout the duration of the exhibition 
and at some point she filled the whole space with materials that are alien to the gallery,
earthen materials like earth and plaster; indeed she covered the whole gallery floor with
plaster and then literally and painstakingly blew her path through the plaster so that she
could physically traverse the gallery space. 

Another artist is Fani Sophologi and of course there are others who work using the lan-
guage of performances, mostly on the streets and other open spaces. These works are
related to Athens as quite an aggressive city to live and work in.

Iara Boubnova: 
We had a very lively discussion in this corner while watching the video. I will try to
explain very briefly what we are talking about here... For example, Veronica Tzekova
here, who is a participant in the show in Kassel, insists that she does not care about the
artist being Balkan or non-Balkan. Because, as she said, something could be Balkan,
perhaps, but could just as well be non-Balkan. My question was if the point was not
about how the artist perceives herself. There is this specific thing – marketability – firstly,
in terms of the marketability of ideas and, secondly, the real market, let’s say in terms of
both ideas and works. I really would like her to say something but she is somehow
against it, she is answering with only one word... We started with a point that Maria-
Thalia made which grabbed our interest – that Greek artists and Greek art perceive
themselves as representing Europe on the Balkans. So, Greek artists and the Greek art
scene have a greater interest in being European or they already feel European even with-
out being of interest to Europe. In our case the situation is different because we are rep-
resented, I mean Bulgarian art and artists are. Let’s say that we are represented interna-
tionally only as Bulgarian, which means Balkan, exotic, specific, marginal, you name it.
But never as mainstream whatever it means. 

Veronika Tzekova: 
At any discussion about this Balkan artistic identity I feel like a sort of exile maybe
because I’ve been in such a situation both in my personal and in my professional life.
Being an exile has become something natural that I deal with on a daily basis. That’s
why I told Iara that for me it’s not a problem to be categorized as a Balkan artist and not
in another way. Otherwise, it is a problem, of course. Because it gives me another task
to work on, not only to work as an artist but also to work in order to break through this
barrier. It turns out to be awkward, at least for me. I also told her that when I worked
abroad as an artist, I was considered Bulgarian. I don’t know about Balkan, maybe at
certain times yes, but the attitude was different. Ever since I’m back in Bulgaria I’m defi-
nitely considered Balkan. Maybe because my work as an artist is changing, I guess;
because it is work made in Bulgaria and it is derived from Bulgaria (meaning the
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à‚‡Ì åÛ‰Ó‚: 
ê‡Á·Ë‡ ÒÂ, ˜Â ËÏ‡ ÌÂ˘Ó Í‡ÚÓ ÒÚËÍÂ Á‡ ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËÍ, ÔÓÎÂÔÂÌ ÔÓ ‚ÒË˜ÍË
ÌË. à Ì‡˜ËÌ ‰‡ ÒÂ ËÁ·Â„ÌÂ ÚÓ‚‡ ÌflÏ‡. í‡Í‡ ˜Â Â‰ËÌÒÚ‚ÂÌËflÚ Ì‡˜ËÌ ‰‡ ÒÂ ÒÔ‡‚ËÏ Â
‰‡ „Ó ËÁÔÓÎÁ‚‡ÏÂ. íÓ‚‡ Â. ä‡Á‚‡Ï, ˜Â ÌÂ˘‡Ú‡ ÍÓËÚÓ ıÓ‡Ú‡ Ó˜‡Í‚‡Ú ÓÚ Ì‡Ò – OK, ‚
Ì‡ÎË˜ÌÓÒÚ Ò‡. Ç Ì‡ÎË˜ÌÓÒÚ Ò˙Ï Í‡ÚÓ Å‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËÍ.

ü‡ ÅÛ·ÌÓ‚‡: 
ÇÒË˜ÍÓ, ÍÓÂÚÓ ËÒÍ‡Ú ÓÚ Ì‡Ò, Â ‚ Ì‡ÎË˜ÌÓÒÚ – ˜ÛıÚÂ ÎË ÚÓ‚‡? íÓ‚‡ Ò‡ ˜Û‚ÒÚ‚‡Ú‡ Ì‡
Â‰ËÌ ÏÎ‡‰ ıÛ‰ÓÊÌËÍ.

à‚‡Ì åÛ‰Ó‚: 
Ñ‡, ÚÓ‚‡ Â, ÍÓÂÚÓ ı‡ÂÒ‚‡Ï ‚ ÒÓ·ÒÚ‚ÂÌËfl ÒË ÔÓÂÍÚ – Í‡Ê·‡Ú‡ Ì‡ Ù‡„ÏÂÌÚË ÓÚ
ÔÓËÁ‚Â‰ÂÌËfl. ÖÚÓ „Ë ÚÂÁË ◊ÍÓÎÓÌË‡ÎËÒÚÒÍË“ ÌÂ˘‡, ÍÓËÚÓ Í‡‰‡ Ë ◊Ò˙ı‡Ìfl‚‡Ï“ ‚
◊ÏÛÁÂfl“ ÒË ‚ Å˙Î„‡Ëfl.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 
åËÒÎfl ‰‡ ÒÂ Á‡‚˙ÌÂÏ Í˙Ï ◊Ë‰ÂÌÚË˜ÌÓ-‚ÁË‚Ó-ÔÂÚÓ‚‡ÂÌËfl“ ‡ÒÔÂÍÚ. ëÚÛ‚‡ ÏË ÒÂ
ËÌ‡˜Â, ˜Â „Û·ËÏ ËÚ˙Ï. äÓÎÍÓÚÓ ‰Ó ◊ÇÒË˜ÍÓ, ÍÓÂÚÓ ËÒÍ‡Ú ÓÚ Ì‡Ò, Â ‚ Ì‡ÎË˜ÌÓÒÚ...“ Ì‡
à‚‡Ì åÛ‰Ó‚, ËÒÍ‡Ï ‰‡ ‰‡Ï ÔËÏÂ. íÓÈ Â Ò‚˙Á‡Ì Ò ˆÂÂÏÓÌËflÚ‡ ÔÓ ÓÚÍË‚‡ÌÂÚÓ,
„ÓÎflÏÓÙÓÏ‡ÚÂÌ ÔËÂÏ, Ì‡ Â‰Ì‡ ÓÚ Ì‡È-„ÓÎÂÏËÚÂ ËÁÎÓÊ·Ë Ì‡ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó
ÓÚ Å‡ÎÍ‡ÌËÚÂ, Ò˙ÒÚÓflÎ‡ ÒÂ ÔÂÁ ÔÓÎÂÚÚ‡ Ì‡ 2003 „. ‚ Ï‡ÎÍÓ „‡‰˜Â Í‡È ÇËÂÌ‡ ‚

à‚‡Ì åÛ‰Ó‚ 
î‡„ÏÂÌÚË, 2003-2004.
ê˙˜ÌÓ Ì‡Ô‡‚ÂÌË ÍÛÚËË,
ÓÚÍ‡‰Ì‡ÚË Ù‡„ÏÂÌÚË.

Ivan Moudov 
Fragments, 2003-2004. 
Hand-made boxes, stolen 
fragments.
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Balkans). I don’t know. I don’t want to be seen as so politically involved. For me this
whole story is rather personal. Anyway, I feel an exile in many ways. Whoever can handle
it, they can survive, I guess. And who cannot... I want to say something about Ivan
Moudov’s work, this collection that he is making. This is not what I consider a Balkan
work. I have heard of several not so similar works but all by Western artists. I would try to
categorize it as “institutional art” not as a Balkan piece.

Ivan Moudov: 
Of course, there is something like a label ‘a Balkan artist’ that is stuck to all of us. There is
no way to avoid this. So, the only way we can do it is to use it. That’s it. I mean that the
things that people expect from us, OK, they are available. I’m available as a Balkan artist.

Iara Boubnova: 
Everything they expect from us is available – did you hear this? This is how a young
artist feels.

Ivan Moudov: 
Yes, that’s what I like in this project of mine, the theft of fragments from artworks. These
are these “colonial” things that I steal and I “preserve” in my “museum” in Bulgaria.

Luchezar Boyadjiev: 
I would like to go back to the “identity overkill” aspect. Otherwise we are losing the
rhythm, I think. As for Ivan Moudov’s “whatever they expect from us, it’s available” I’d like
to give an example. It has to do with the opening ceremony, a big formal reception, for
one of the largest shows of contemporary art from the Balkans that took place in the
spring of 2003 in a small town near Vienna, actually in a private collection museum.  
It was a show titled “Blood and Honey”, which some people say is how the word Balkan
translates from Turkish. So, there was an opening reception, which was supposed to be
attended by the president of Austria. Before going to Vienna, all the participating artists,
who were invited to the opening, were asked to attend in evening dress. It was easy for
the female artists because they have nice dresses anyway. But for male artists it was
very difficult to find an appropriate suit. I don’t have such a suit and I borrowed one from

ÇÂÓÌËÍ‡ ñÂÍÓ‚‡/Veronika Tzekova
Sweetshirt, 2002
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˜‡ÒÚÌ‡ ÍÓÎÂÍˆËfl-ÏÛÁÂÈ. àÁÎÓÊ·‡Ú‡ ÌÓÒÂ¯Â Ì‡Á‚‡ÌËÂÚÓ ◊ä˙‚ Ë ÏÂ‰“, Í‡ÍÚÓ Á‚Û˜Ë
ÒÔÓÂ‰ ÌflÍÓË ıÓ‡ ÔÂ‚Ó‰˙Ú ÓÚ ÚÛÒÍË Ì‡ ‰ÛÏ‡Ú‡ ◊·‡ÎÍ‡Ì“. à Ú‡Í‡, ËÏ‡¯Â ÔËÂÏ,
Ì‡ ÍÓÈÚÓ ÒÂ Ó˜‡Í‚‡¯Â ÔÓÒÂ˘ÂÌËÂÚÓ Ì‡ ÔÂÁË‰ÂÌÚ‡ Ì‡ Ä‚ÒÚËfl. èÂ‰Ë ‰‡ ÔÓÚÂ„ÎflÚ
Á‡ ÇËÂÌ‡, ‚ÒË˜ÍË ÔÓÍ‡ÌÂÌË Ì‡ ÓÚÍË‚‡ÌÂÚÓ Û˜‡ÒÚÌËˆË ·flı‡ ÔÓÏÓÎÂÌË ‰‡ ÒÂ fl‚flÚ Ò
ÓÙËˆË‡ÎÌÓ Ó·ÎÂÍÎÓ. á‡ ÊÂÌËÚÂ ıÛ‰ÓÊÌË˜ÍË ·Â¯Â ÎÂÒÌÓ, ÒÎÂ‰ Í‡ÚÓ ‚ÒÂ Â‰ÌÓ ÔËÚÂ-
Ê‡‚‡Ú Í‡ÒË‚Ë ‰ÂıË. çÓ Á‡ Ï˙ÊÂÚÂ ıÛ‰ÓÊÌËˆË ·Â ÚÛ‰ÌÓ ‰‡ ÒÂ ÒÌ‡·‰flÚ Ò ÓÙËˆË-
‡ÎÌË ÍÓÒÚ˛ÏË. ãË˜ÌÓ ‡Á ÌflÏ‡Ï Ú‡Í˙‚ Ë ÏË ÒÂ Ì‡ÎÓÊË ‰‡ Á‡ÂÏ‡ Â‰ËÌ ÓÚ ·Ë‚¯fl ÍÛÎ-
ÚÛÂÌ ‡Ú‡¯Â Ì‡ Ä‚ÒÚËfl ‚ ëÓÙËfl. á‡ ÓÚÍË‚‡ÌÂÚÓ ÚÓÈ ÏË ‰‡‰Â Ì‡È-ıÛ·‡‚Ëfl ÒË ÍÓÒ-
Ú˛Ï, ÒÎÂ‰ Í‡ÚÓ Ò˙˘‡Ú‡ ‚Â˜Â ·Â Á‡ÂÚ Ò ÔÓÒÂ˘‡ÌÂÚÓ Ì‡ ÓÒ‚Ó·Ó‰ÂÌËÚÂ ‚ ÄÎÊË
‡‚ÒÚËÈÒÍË Á‡ÎÓÊÌËˆË. ífl·‚‡¯Â ‰‡ ıÓ‰Ë ‚ á‡Îˆ·Û„ Ë Ú‡Í‡ ÚÓÁË ÍÓÒÚ˛Ï ÓÒÚ‡Ì‡
Á‡ ÏÂÌ. Ç˙ÔÓÒ˙Ú Â ‚ ÚÓ‚‡, Í‡Í ÓÚ‚˙˘‡¯ Ì‡ Û‰‡‡, ÍÓ„‡ÚÓ ÒË ÒÚË„Ï‡ÚËÁË‡Ì?
à ÔËÏÂ˙Ú ÏË ÚÛÍ Â ÓÚ ÓÌÁË ÔËÂÏ. Ö‰ËÌÒÚ‚ÂÌËÚÂ ıÛ‰ÓÊÌËˆË ÓÚ Ï˙ÊÍË ÔÓÎ, ÔÓfl‚Ë-
ÎË ÒÂ Ú‡Í‡, Í‡ÍÚÓ ÒË ·flı‡, Ò ‰ÓÒÚ‡ ÍË˜ÓÁÌË ‰ÂıË, ·flı‡ ÏÎ‡‰ÂÊËÚÂ ÓÚ ÄÎ·‡ÌËfl –
ÄÌË ë‡Î‡ Ë Ö‰Ë åÛÍ‡, Í‡ÍÚÓ Ë ÓÚ äÓÒÓ‚Ó – ÖÁÂÌ òÍÓÎÓÎË Ë ëËÒÎÂÈ ÑÊ‡Ù‡. ÑÓÈ-
‰Óı‡ ·ÛÍ‚‡ÎÌÓ ÒflÍ‡¯ Ò‡ ÒÂ „Î‡ÒËÎË ‰‡ ıÓ‰flÚ ÔÓ Í˙˜ÏË ËÎË Ì‡Ò‡Ï-Ì‡Ú‡Ï. ífl·‚‡
Ó˘Â ‰‡ ÁÌ‡ÂÚÂ, ˜Â ·flıÏÂ ÔÂ‰ÛÔÂ‰ÂÌË – ‡ÍÓ ÌÂ ÒÏÂ Ò ÔÓ‰ıÓ‰fl˘ ÍÓÒÚ˛Ï – ÌflÏ‡ ‰‡
ÌË ‰ÓÔÛÒÌ‡Ú, ÌflÏ‡ ‰‡ ÌË ÔÓÁ‚ÓÎflÚ ‰‡ ÒÍ‡Ì‰‡ÎËÁË‡ÏÂ ÔÓ„ÎÂ‰ËÚÂ Ì‡ ‡‚ÒÚËÈÒÍËfl
ÔÂÁË‰ÂÌÚ Ë ‰Û„ËÚÂ ÓÙËˆË‡ÎÌË ÎËˆ‡. ÇÒÂ Ô‡Í, ˘ÓÏ ÚÂÁË ÏÎ‡‰ÂÊË ÒÂ ÔÓfl‚Ëı‡, ÂÒ-
ÚÂÒÚ‚ÂÌÓ, ˜Â „Ë  ‰ÓÔÛÒÌ‡ı‡. Ä, Ó·‡ÁÌÓ Í‡Á‡ÌÓ, ÏÓÊÂı‡ ‰‡ ·˙‰‡Ú ËÁËÚ‡ÌË – ÓÚÍ‡-
Á‡ÎË Ò‡ ‰‡ ‰ÓÒÚ‡‚flÚ ÓÌÓ‚‡, ÍÓÂÚÓ ËÏ Â ÔÓËÒÍ‡ÌÓ. èÓÒÚÓ ·flı‡ Â¯ËÎË ‰‡ Ë„‡flÚ
Ú‡Í‡, Í‡ÍÚÓ ËÏ ÒÂ ı‡ÂÒ‚‡. çflÏ‡Ï ÔÓÌflÚËÂ ‰‡ÎË ‚ÒË˜ÍÓ ÒÚ‡Ì‡ Ó„‡ÌËÁË‡ÌÓ – ÏËÒ-
Îfl, ˜Â ÌÂ ·Â¯Â ÒÎÛ˜‡ÈÌÓ. ëÏÂ¯ÌÓÚÓ Ó·‡˜Â ÒÂ ÒÎÛ˜Ë, ÍÓ„‡ÚÓ Ì‡ ÒÛÚËÌÚ‡ ÒÎÂ‰
ÓÚÍË‚‡ÌÂÚÓ ÒÂ ÔÓ‰„ÓÚ‚flıÏÂ Á‡ Ì‡ÔÛÒÍ‡ÌÂ Ì‡ ıÓÚÂÎ‡. ÑÓÍ‡ÚÓ Á‡ÍÛÒ‚‡ıÏÂ, Ú‡Ï Á‡-
·ÂÎflÁ‡ı, ˜Â Â‰ËÌ ÓÚ fl‚ËÎËÚÂ ÒÂ ÔÂ‰Ì‡Ú‡ ‚Â˜Â ÔÓ ÚÂÌËÒÍ‡ Ë ËÁÚ˙Í‡ÌË ‰ÊËÌÒË –
‡Î·‡ÌÂˆ˙Ú Ä‰Ë‡Ì è‡ˆË – ÒÂ fl‚Ë Ì‡ Á‡ÍÛÒÍ‡ Ò ÏÓ‰ÂÌ Í‡Ùfl‚ ÍÓÒÚ˛Ï, ÍÓÈÚÓ Â ÌÓÒÂÎ
Ò˙Ò ÒÂ·Â ÒË. èÓÏËÒÎËı ÒË, ˜Â ÚÓ‚‡ Â Â‰ËÌ ‚Ë‰ Ó·˙Ì‡Ú‡ ÒÚË„Ï‡ÚËÁ‡ˆËfl. àÏ‡Ï ÛÒÂ-
˘‡ÌÂÚÓ, ˜Â ÍÓ„‡ÚÓ ÒË ÒÚË„Ï‡ÚËÁË‡Ì, Â ÔÓ-‰Ó·Â ‰‡ „Ó ÔËÂÏÂ¯, ‡ ÒÎÂ‰ ÚÓ‚‡ ‰‡
ÔÓ·‚‡¯ Ó·˙˘‡ÌÂ. ëÓ·ÒÚ‚ÂÌ‡Ú‡ ÏË ÒÚ‡ÚÂ„Ëfl Á‡ Ó·˙Ì‡Ú‡ ÒÚË„Ï‡ÚËÁ‡ˆËfl Â, ˜Â ÍÓ-
„‡ÚÓ ÏË ÒÂ ÒÎÛ˜Ë ‰‡ Ò˙Ï ‚ ÌÂÏÒÍÓ„Ó‚Ófl˘‡ ÒÚ‡Ì‡, ÔÓÍ‡ÌÂÌ ‰‡ Û˜‡ÒÚ‚‡Ï ‚ ÍÓÌÙÂ-
ÂÌˆËfl ËÎË ÒËÏÔÓÁËÛÏ, ËÁÓ·˘Ó ‚ ÌÂ˘Ó, Ò‚˙Á‡ÌÓ Ò „Ó‚ÓÂÌÂ ÔÂ‰ ÔÛ·ÎËÍ‡, Ë ıÓ-
‡Ú‡ ËÁÔËÚ‚‡Ú ÚÛ‰ÌÓÒÚË ‚ ÔÓËÁÌ‡ÒflÌÂ Ì‡ ËÏÂÚÓ ÏË, Á‡ ‰‡ „Ë ÛÎÂÒÌfl, ÔÓÒÚÓ Í‡Á-
‚‡Ï, ˜Â ÒÔÂˆË‡ÎÌÓ Ì‡ ‰ÌÂ¯Ì‡Ú‡ ÍÓÌÙÂÂÌˆËfl ˘Â ÓÚ„Ó‚‡flÏ Ì‡ ËÏÂÚÓ ◊ïÂÎÏÛÚ“.
àÁ‚Â‰Ì˙Ê ‚ÒË˜ÍË Á‡ÔÓ˜‚‡Ú ‰‡ ÔÓËÁÌ‡ÒflÚ ËÏÂÚÓ ÏË Ô‡‚ËÎÌÓ... ä¸ÓÒÂ‚ ËÒÍ‡ ‰ÛÏ‡-
Ú‡, Ì‡‰fl‚‡ı ÒÂ Ì‡ ÚÓ‚‡.

ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚: 
Ö‰ËÌÒÚ‚ÂÌÓÚÓ, ÍÓÂÚÓ Ú‚˙‰flı, ·Â¯Â, ˜Â Ò˙˘ÂÒÚ‚Û‚‡Ú ‡ÁÎË˜ÌË ‚Ë‰Ó‚Â ÒÚ‡ÚÂ„ËË.

äËËÎ è‡¯ÍÓ‚: 
àÒÍ‡ı ‰‡ Â‡„Ë‡Ï ÔË ‚Ë‰ÂÓÚÓ, ÔÓÍ‡Á‡ÌÓ ÓÚ å‡Ëfl-í‡ÎËfl. éÚ ‰Û„‡ ÒÚ‡Ì‡, ‰ÛÏËÚÂ
Ì‡ ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚ – Ô˙‚Ó ÚÂÁË, ˜Â ÌÂ˘Ó ÒÂ ı‡˜Ë, ‰Û„Ó – ÌÂ, Ë ÒÂ„‡ Á‡ ‡ÁÎË˜-
ÌËÚÂ ÒÚ‡ÚÂ„ËË – Ò˙˘Ó Ë‰‚‡Ú Ì‡ ÏflÒÚÓ. èËÚ‡ı å‡Ëfl-í‡ÎËfl ‰‡ÎË Ô˙ÙÓÏ‡ÌÒ˙Ú Ì‡
ıÛ‰ÓÊÌË˜Í‡Ú‡ Ò ‚˙Á‡ÌË ˙ˆÂ Ë Í‡Í‡ Â ·ËÎ ‡ÁÂ¯ÂÌ. Ñ‡ÎË Â Â‡„Ë‡Î‡ ÌflÍ‡Í ÔÓ-
ÎËˆËflÚ‡? éÚ„Ó‚Ó˙Ú ·Â¯Â ◊ÌÂ“. Ç˙ÁÏÓÊÌÓ Â ÚÓ‚‡ ‰‡ Â ÔË˜ËÌ‡Ú‡ ‰‡ ÛÒÂÚfl, ˜Â Ô˙-
ÙÓÏ‡ÌÒ˙Ú ÒÂ Â ÒÎÛ˜ËÎ Ì‡ Å‡ÎÍ‡ÌËÚÂ. çflÍ‡Í ‚Î‡ÒÚËÚÂ Ò‡ ‰ÓÚÓÎÍÓ‚‡ ¯ÓÍË‡ÌË ÓÚ
ÚÓ‚‡ ‰ÂÈÒÚ‚ËÂ, ‚ËÊ‰‡Ú „Ó ‰ÓÚÓÎÍÓ‚‡ ÌÂÌÓÏ‡ÎÌÓ, ˜Â ÌÂ ÒÏÂflÚ ‰‡ Â‡„Ë‡Ú Ë ÓÒÚ‡‚flÚ
Ô˙ÙÓÏ‡ÌÒ˙Ú ‰‡ Á‡‚˙¯Ë ÎÓ„Ë˜ÌÓ, ·ÂÁ ‰‡ ÓÒÚ‡‚flÚ Ô˙ÒÚÓ‚ËÚÂ ÒË ÓÚÔÂ˜‡Ú˙ˆË ÔÓ
ÌÂ„Ó. çÂ Ò˙Ï ÓÒÓ·ÂÌÓ ÒË„ÛÂÌ, ˜Â ËÁ‚˙Ì Å‡ÎÍ‡ÌËÚÂ Ú‡Í˙‚ Ô˙ÙÓÏ‡ÌÒ ·Ë ËÏ‡Î Ò˙-
˘‡Ú‡ ◊Ò˙‰·‡“. ëÚÛ‚‡ ÏË ÒÂ ÒÏÂ ˜Û‚‡ÎË ‰ÓÒÚ‡Ú˙˜ÌÓ Á‡ ÒÔÂÌË ÓÚ ÔÓÎËˆËflÚ‡ Ô˙ÙÓ-
Ï‡ÌÒË ËÁ Â‚ÓÔÂÈÒÍË „‡‰Ó‚Â, ‡ÍÓ ÌÂ Â ËÏ‡ÎÓ ÒÔÂˆË‡ÎÌÓ Ë Í‡ÚÂ„ÓË˜ÌÓ ‡ÁÂ¯Â-
ÌËÂ Á‡ ÔÓ‚ÂÊ‰‡ÌÂÚÓ ËÏ. íÓ‚‡ Ô‡‚Ë ÚÓÁË ‡ÚËÌÒÍË Ô˙ÙÓÏ‡ÌÒ ÏÌÓ„Ó ·ÎËÁ˙Í ÚÛÍ,
Ú‡Í‡, Í‡ÍÚÓ ÏË ÒÂ ÒÚÛ‚‡, ˜Â ‚ ëÓÙËfl ÏÓ„‡ ‰‡ ÒË ÔÓÁ‚ÓÎfl ‰‡ Ô‡‚fl Í‡Í‚ÓÚÓ ÒË ËÒÍ‡Ï.
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the former Austrian cultural attaché in Sofia. He gave me his best suit for the opening
because that same evening he was involved with the release of the Austrian hostages
who came back from Algeria. He had to be in Salzburg and the suit was available for
me. The point is – how do you fight back when you are stigmatized? And my example is
from that reception. The only male artists who showed up as they were, in their rather
kitschy clothes, were the boys from Albania – Anri Sala and Edi Muka, as well as from
Kosovo, Erzen Shkololli and Sislej Xhafa. They came to the opening literally as they
were – the way they dress to go to pubs, or to just hang out. I should also tell you that
we had been warned – if we don’t have appropriate suits, we will not be allowed in, we
would not be allowed to offend the eyes of the Austrian president and the other officials.
However, when these guys showed up as they were, of course they were allowed in.
They could have been kicked out. In a way, they refused to deliver what was required.
They had simply decided to play it their way. I don’t know if that was spontaneous or
organized – I think it was organized. The funny thing, though, was that on the morning
after this opening we were preparing to leave the hotel in Vienna. We were having break-
fast in the hotel and I noticed that one of the artists who had come to the formal recep-
tion in a T-shirt and faded blue jeans, Adrian Paci from Albania, came to the breakfast
table dressed up in a very fancy dark brown suit, which he had had all along. I thought
that this was a kind of reversed stigmatization. I feel that if you are stigmatized it’s better
to accept the stigma and then to try to reverse it. My own private strategy for reversed
stigmatization is that whenever I am in a German speaking country and I’m asked to par-
ticipate in a conference or in a symposium or anything that has to do with speaking in
public and people have difficulties with pronouncing my name, in order to make it easier
for them, I just say that for this particular conference I would respond to the name
Helmut. And then all of a sudden they start pronouncing my name correctly. Kiossev
wants to say something, I was hoping for that.

Alexander Kiossev: 
I only said that there are different strategies.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚/Luchezar Boyadjiev
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èÓ ÚÂÏËÚÂ ◊ÌÂ˘Ó ÒÂ ı‡˜Ë, ‰Û„Ó – ÌÂ“ Ë ◊‚ÒË˜ÍÓ, ÍÓÂÚÓ Ó˜‡Í‚‡Ú ÓÚ Ì‡Ò, Â ‚ Ì‡ÎË˜-
ÌÓÒÚ“, ÚÓ‚‡ ÔÓ ‰ÛÏËÚÂ Ì‡ à‚‡Ì åÛ‰Ó‚. ëÔÓÏÌflÏ ÒË ‡·ÓÚ‡Ú‡, ˆËÚË‡˘‡ „‡ÙËÚË ÓÚ
ééç-ıÓÎ‡Ì‰ÒÍËÚÂ Í‡Á‡ÏË ‚ ëÂ·ÂÌËˆ‡, Ú‡ÁË Ì‡ òÂÈÎ‡ äÂÏÂË˜ – ◊ÅÓÒÌÂÌÒÍ‡ ‰Â-
‚ÓÈÍ‡“ (2003), Ò ËÁÔËÒ‡ÌÓÚÓ, ‰ÓÍÓÎÍÓÚÓ ÒË ÒÔÓÏÌflÏ: ◊ÅÂÁ Á˙·Ë...? åÛÒÚ‡Í‡Ú‡...? ëÏ˙-
‰Ë Ì‡ Î‡ÈÌ‡...? ÅÓÒÌÂÌÒÍ‡ ‰Â‚ÓÈÍ‡!“. íÓ‚‡ „‡ÙËÚË ·ÂÁ Ò˙ÏÌÂÌËÂ ÒÂ ÓÚÌ‡Òfl Í˙Ï
ÌÂ˘Ó ◊‚ Ì‡ÎË˜ÌÓÒÚ“ Á‡ ÚÂÁË ééç-ıÓÎ‡Ì‰ÒÍË ‚ÓÈÌËˆË ‚ ëÂ·ÂÌËˆ‡, ÔËÒÚË„Ì‡ÎË Ò
ˆÂÎ ‰‡ Á‡˘ËÚ‡‚‡Ú ıÓ‡Ú‡ ÓÚ ‡ÌÍÎ‡‚‡. ç‡ ‰Û„Ëfl ÔÓÎ˛Ò ËÏ‡ÏÂ Ú‚˙‰ÓÚÓ ÏÌÂÌËÂ Ì‡
ıÓ‡ ÓÚ á‡Ô‡‰Ì‡ Ö‚ÓÔ‡, ÔÓÒÂÚËÎË ëÓÙËfl Ë Â‡„Ë‡˘Ë Ì‡ Ó·ÎÂÍÎÓÚÓ Ì‡ ÏÎ‡‰ËÚÂ ·˙Î-
„‡ÍË – ‚ÒÂÍË Ô˙Ú ÏËÒÎflÚ, ˜Â ÏÓÏË˜ÂÚ‡Ú‡ Ò‡ Ó·ÎÂ˜ÂÌË Í‡ÚÓ ÔÓÒÚËÚÛÚÍË. í‡ÁË ‚‡Ë-
‡ÌÚÌÓÒÚ Ì‡ Ó˜‡Í‚‡ÌËflÚ‡ Á‡ ÔÂ‰Î‡„‡Ì‡ ÒÚÓÍ‡ Ë Ì‡ Ú˙ÒÂÌÓÚÓ Â Ì‡ËÒÚËÌ‡ ËÁÛÏËÚÂÎÌ‡.

ÇÎ‡‰Ëfl åËı‡ÈÎÓ‚‡: 
ëÂËÓÁÌËflÚ ‚˙ÔÓÒ Á‡ ÏÂÌ Â – Í‡Í‚Ó ‚Ò˙˘ÌÓÒÚ ÔÂ‰ÒÚ‡‚Îfl‚‡ ·‡ÎÍ‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜-
ÌÓÒÚ? Ñ‡ÎË Â Â‰ËÌ ‚Ë‰ ‡Ì‡, ËÎË Â ÒÔÂˆËÙË˜ÂÌ ÔÓ·ÎÂÏ ‚˙‚ ‚ËÁÛ‡ÎÌËÚÂ ËÁÍÛÒÚ‚‡?
åËÒÎfl, ˜Â ÔÓ·ÎÂÏ˙Ú ËÏ‡ Ò‚Ófl ÔÓÎËÚË˜ÂÒÍ‡ ÒÚ‡Ì‡, Á‡˘ÓÚÓ Â ÔÓ·ÎÂÏ Ë Ì‡ ÔÂÁÂÌ-
Ú‡ˆËflÚ‡. ëÚÛ‚‡ ÏË ÒÂ, ˜Â ‰˙Ê‡‚‡Ú‡ Ò˙˘Ó ÔÓËÁ‚ÂÊ‰‡ ÍÎË¯ÂÚ‡. èÓ·ÎÂÏ˙Ú ◊·‡Î-
Í‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ“ – ˘Ó Â ÚÓ Ë ÔËÚÂÊ‡‚‡ÏÂ ÎË Ú‡Í‡‚‡, Â ÔÓ·ÎÂÏ Ì‡ Ò˙Á‰‡‚‡ÌÂÚÓ
Ë ÂÔÓ‰ÛˆË‡ÌÂÚÓ Ì‡ ÍÛÎÚÛÌË ÍÎË¯ÂÚ‡. í‡Í‡ ˜Â fl‚fl‚‡ ÒÂ Í‡ÚÓ ÔÓ·ÎÂÏ Ë Ì‡ ÔÓÎË-
ÚËÍ‡Ú‡ ‚ ÍÛÎÚÛ‡Ú‡. çÂ ÒË ÒÔÓÏÌflÏ ‰‡ ÒÏÂ „Ó‚ÓËÎË Á‡ Ò˙Á‰‡‚‡ÌÂÚÓ Ì‡ ÍÎË¯ÂÚ‡ Ì‡
ÌË‚Ó ‰˙Ê‡‚‡ Ë ÓÒÓ·ÂÌÓ ‚ ÔÓÎÂÚÓ Ì‡ ÍÛÎÚÛÌ‡Ú‡ ÔÓÎËÚËÍ‡.

ìÓ¯ ÑÊÛË˜: 
àÒÍ‡ÚÂ ‰‡ ˜ÛÂÚÂ ÌÂ˘Ó Á‡ ÍÎË¯ÂÚ‡Ú‡, ÌflÍÓÈ ‰˙Î·ÓÍ ‡Ì‡ÎËÁ? Ö, ‡ÍÓ ÔËÚ‡ÚÂ ÏÂÌ, ÌÂ ÏÂ
Â „ËÊ‡ Á‡ Úflı, ÌÓ Â‰ÌÓ‚ÂÏÂÌÌÓ ÔÂÍ‡ÒÌÓ „Ë ÔÓÁÌ‡‚‡Ï. ê‡Á„Ó‚Ó Á‡ ÍÎË¯ÂÚ‡Ú‡,
ËÁ‚ÂÒÚÌË Ì‡ ‚ÒË˜ÍË ÌË, ·Ë ·ËÎ ËÁÍÎ˛˜ËÚÂÎÌÓ ÒÍÛ˜ÂÌ. äÎË¯ÂÚÓ Ò˙˘ÂÒÚ‚Û‚‡, Á‡ ‰‡
·‡Ì‡ÎËÁË‡ ÌÂ˘Ó ‚Â˜Â ·‡Ì‡ÎËÁË‡ÌÓ. çÂ ÏÂ ËÌÚÂÂÒÛ‚‡ Ë‰‚‡˘ËflÚ ÓÚÍ˙Ï ‰˙Ê‡‚‡-
Ú‡ ÒÚÂÂÓÚËÔ, ‡ Ù‡ÍÚ˙Ú, ˜Â ‰˙Ê‡‚‡Ú‡ Â Â‡ÎÌ‡ ˆflÎÓÒÚ Ë ˜Â ÌflÏ‡ Í‡Í ‰‡ ËÁ·Â„Ì‡
ÚÓ‚‡. ÇÒË˜ÍË ÒÏÂ ‚˙ÁÔËÚ‡ÌË ‚ ‰˙Ê‡‚Ì‡ Û˜ËÎË˘Ì‡ ÒËÒÚÂÏ‡ Ë ÔÓ‚Â˜ÂÚÓ ÓÚ Ì‡Ò Ò‡
ÔËÂÎË Ì‡Û˜Ì‡Ú‡ Ó·ÓÒÌÓ‚Í‡ Á‡ Ì‡ÎË˜ËÂÚÓ Ì‡ ÔÓ‰Ó·ÌË ÍÎË¯ÂÚ‡. àÒÚÓËflÚ‡ Í‡ÚÓ Ì‡Û-
Í‡ Â Â‰ËÌ ‚Ë‰ ‰Ó„Ó‚ÓÂÌÓÒÚ Ì‡ ÓÚ‰ÂÎÌË ÏÓÌÓÔÓÎËÒÚË ‰‡ ËÁÓ·‡Áfl‚‡Ú ÒÂ·Â ÒË Í‡ÚÓ
‰ÓÒÚ‡‚˜ËˆË Ì‡ ‡·ÒÓÎ˛ÚÌ‡ ËÒÚËÌ‡. çÓ ÒÂ ‚ËÊ‰‡ Í‡Í Ú‡ÁË ◊‡·ÒÓÎ˛ÚÌ‡ ËÒÚËÌ‡“ ÒÂ
ÔÓÏÂÌfl ÓÚ ‚ÂÏÂ Ì‡ ‚ÂÏÂ. íÓ‚‡ Ò‡ „ÎÛÔÓÒÚË. à ÔÓ‚Â˜ÂÚÓ ÓÚ ‚‡Ò ÁÌ‡flÚ Á‡˘Ó.

àÒÍ‡Ï ‰‡ ‚Ë ÓÚ‚Â‰‡ ‰Û„‡‰Â. èÓËÁıÓÊ‰‡Ï ÓÚ ë˙·Ëfl Ë, Í‡ÍÚÓ ÁÌ‡flÚ ÏÌÓ„Ó ÓÚ ÔË-
Ò˙ÒÚ‚‡˘ËÚÂ, ÒÂ Í‡Á‚‡Ï ìÓ¯ ÑÊÛË˜. ê‡·ÓÚ‡Ú‡ Â Ú‡Ï, ˜Â ÌÂ Ò˙Ï ÔÂ‰‚ËÊ‰‡Î ÊË‚Ó-
Ú˙Ú ÏË ‰‡ Â ÔÓ‰Ó·ÂÌ ı‡ÓÒ. äÓ„‡ÚÓ ·flı Ì‡ 20 Ë Ó˘Â Û˜Âı, ÏËÒÎfl, ˜Â ˆflÎÓÚÓ ÏË ÔÓÍÓÎÂ-
ÌËÂ ÓÚ ·Ë‚¯‡ û„ÓÒÎ‡‚Ëfl ÌÂ Â ÔÂ‰ÔÓÎ‡„‡ÎÓ Ú‡Í‡‚‡ ‡ÁÛı‡, Í‡Í‚‡ÚÓ ‚ÒË˜ÍË ÔÂÊË-
‚flıÏÂ. ê‡ÁÛı‡Ú‡ ÒÚ‡Ì‡ ‰Ó·Ó ÔÓÎÂ Á‡ Á‡‚˙˘‡ÌÂ Ì‡ ÔÓ‚Â˜ÂÚÓ ÍÎË¯ÂÚ‡, ‚Â˜Â ‚ Ì‡-
ÎË˜ÌÓÒÚ ÔÂÁ 19 Ë 20 ‚ÂÍ, Ë ÔÓÒÎÛÊË Á‡ ‰ÓÍ‡Á‡ÚÂÎÒÚ‚Ó, ˜Â ÔËÚÂÊ‡‚‡Ú Á‰‡‚‡ ◊Ì‡Û˜-
Ì‡“ ÓÒÌÓ‚‡. èÓ‰Ó·Ì‡ ‡ÁÛı‡ ‰ÓÒÂ„‡ ‚ ËÒÚÓËflÚ‡ ÌÂ Â ËÏ‡ÎÓ. ôÂ ÓÚ·ÂÎÂÊ‡, ˜Â ÍÓ-
„‡ÚÓ ·flı ÔÓÍ‡ÌÂÌ ÓÚ êÂÌÂ ÅÎÓÍ ‰‡ Û˜‡ÒÚ‚‡Ï ‚ ËÁÎÓÊ·‡Ú‡ ÏÛ, ËÁÓ·˘Ó ÌÂ Ò˙Ï ÒÂ ÏËÒ-
ÎËÎ Á‡ ÔÓÍ‡ÌÂÌ Í‡ÚÓ ÌflÍÓÈ, ÓÔËÎË˜ÂÌ Ì‡ ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËÍ. ç‡‰fl‚‡ı ÒÂ, Ë ÚÓ‚‡
Ò˙‚Ô‡‰‡ Ò ÏÓÂÚÓ Â„Ó, ˜Â Ò˙Ï ÔÓÍ‡ÌÂÌ, Á‡˘ÓÚÓ Ò˙Ï ‰Ó·˙ ıÛ‰ÓÊÌËÍ, Í‡Í‚ÓÚÓ Ë ‰‡
ÁÌ‡˜Ë ÚÓ‚‡. á‡˘Ó „Ó Í‡Á‚‡Ï? á‡˘ÓÚÓ Â ÓÚ ÍÎ˛˜Ó‚Ó ÁÌ‡˜ÂÌËÂ Á‡ ÏÂÌ. á‡˘ÓÚÓ, ÍÓ„‡-
ÚÓ ÏËÒÎÂı Á‡ ÒÂ·Â ÒË Í‡ÚÓ ıÛ‰ÓÊÌËÍ, ÌÂ Ò˙Ï ÓÔËÚ‚‡Î ‰‡ ÒÂ ÔËÚ‡Ï Á‡ ÍÓÌÚÂÍÒÚ‡, ËÁ„-
ÎÂÊ‰‡˘ ÚÓÎÍÓ‚‡ ‚‡ÊÂÌ ‰ÌÂÒ. íÓ‚‡ ‚‡ÊË ÓÒÓ·ÂÌÓ Á‡ ËÁÎÓÊ·ËÚÂ, ÍÓ„‡ÚÓ ·flı ÔÓ-ÏÎ‡‰
Ë ‚‡ÊÌ‡ ·Â ÔÓÏÓˆËflÚ‡. ëÂ„‡ ËÁÍÛÒÚ‚ÓÚÓ Â ÌflÍ‡Í ÔÓ‰˜ËÌÂÌÓ Ì‡ ÍÓÌÚÂÍÒÚ‡, ÍÓÈÚÓ ËÁ-
„ÎÂÊ‰‡ ‰‡ Â ÏÌÓ„Ó ÔÓ-‚‡ÊÂÌ ÓÚ Ò‡ÏÓÚÓ ËÁÍÛÒÚ‚Ó. çÂ ÏË ÔÛÍ‡ ‰‡ ‚Ë Í‡Ê‡ ËÒÚËÌ‡Ú‡.
ä‡ÚÓ „ÎÂ‰‡Ï ‚ÒË˜ÍË ÚÂÁË ·‡ÎÍ‡ÌÒÍË ËÁÎÓÊ·Ë, Ì‡ËÒÚËÌ‡ ÌÂ ÏÓ„‡ ‰‡ ÓÚ„‡ÚÌ‡ ÔË˜ËÌ‡-
Ú‡ ıÛ‰ÓÊÌËˆË ÓÚ ÌflÍÓÈ ÓÔÂ‰ÂÎÂÌ Â„ËÓÌ ‰‡ ·˙‰‡Ú ÔÓÍ‡Á‚‡ÌË Ë ËÁÍÛÒÚ‚ÓÚÓ ËÏ ËÁÎ‡-
„‡ÌÓ. èÂ‰Ë ÌflÍÓÎÍÓ „Ó‰ËÌË ·Â¯Â „ÓÎflÏ ıËÚ ‰‡ ÒÂ ÔÓÍ‡Á‚‡Ú ÒÍ‡Ì‰ËÌ‡‚ÒÍË ıÛ‰ÓÊÌË-
ˆË, ÌÓ ÌËÍÓÈ ËÁ ëÍ‡Ì‰ËÌ‡‚Ëfl ÌÂ Â ÔËÚ‡Ì Á‡˘Ó ÚÓ‚‡ ÒÂ ÒÎÛ˜‚‡. èÓÒÚÓ „Ó ÔËÂÏ‡ı‡.
åËÒÎfl, ˜Â ÔÓ‰Ó·ÌÓ ÔËÚ‡ÌÂ Â Ô˙ÎÌÓ ÌÂ‡Á·Ë‡ÌÂ Ò‡ÏÓ ÔÓ ÒÂ·Â ÒË. èÓ·ÎÂÏ˙Ú Ì‡
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Kiril Prashkov: 
I wanted to respond to the video shown by Maria-Thalia. On the other hand, the points
Alexander Kiossev made fit in very well obviously, firstly that something sells and some-
thing does not, and secondly, that there are different strategies. I asked Maria-Thalia if
the performance of the female artist who was moving through the city with her hands
and legs tied up, was permitted? Did the police do something? Her answer was no.
Maybe this was what made me think that the performance must have taken place on the
Balkans. The authorities were somehow so shocked by the act, they see it as something
so abnormal, that they don’t dare respond and they let the performance reach its logical
end without interfering. I’m not so sure that outside the Balkans such a performance
would have the same “fate”. I think that we have heard a lot about performances in
European cities, which had been stopped by the police if a special and definitive permis-
sion for the event to take place had not been obtained. This makes the performance very
close to the mentality here, just like I think that in Sofia I can do whatever I want. 

Further on, two topics – “something sells, something does not” and “everything they
want from us, it is available”, to use Ivan Moudov’s words. I remember the work, which
was quoting graffiti from the UN/Dutch barracks in Srebrenica, the work of Sejla Kameric
“Bosnian Girl” (2003) saying, as I remember: “No teeth...? A mustache...? Smells like
shit…? A Bosnian girl!”. The graffiti obviously “refers” to something that was “available”
to these Dutch UN soldiers who were in Srebrenica in order to defend the people in the
enclave. Then on the opposite end of the scale we have the firm opinion of people from
Western Europe who come to Bulgaria and respond to the way young Bulgarian women
are dressed. Every time they think that the young women are dressed like prostitutes.
The variability of the expectations about a commodity that is supplied, and of its
demand, is really amazing.

Vladia Mihailova: 
The big question for me comes down to what this Balkan identity actually is. Is it a kind
of a wound or specific problems in visual arts? I think that this problem has its political
side because it is also a problem of presentation. I think that the state also produces
clichés. The problem of Balkan identity – what it is and whether we have it, is a problem
of producing and reproducing cultural clichés. So, cultural policy emerges as a problem
as well. I think that we have not talked about the production of clichés on the level of the
state and especially in the field of cultural policy.

Uros Djuric: 
So, you want to hear something about the clichés, a comprehensive analysis? Well, if
you ask me I don’t care about them but I know them very well. It would be an extremely
boring conversation if we talk about clichés, which we all know. A cliché exists in order
to trivialize something that is already trivialized. I’m not interested in the stereotypes that
are coming from the state but in the fact that the state is a real entity and that this is
something I cannot avoid. We are all educated in the state school system and most of
us have accepted the scientific reasons for having such clichés. History as a science is
a kind of an agreement of certain monopolies to picture themselves as presenters of the
absolute truth. But you can see how this “absolute truth” changes from time to time.
All of that is rubbish. Most of you know why it is rubbish. 

I’d like to move on to something else. I come from Serbia and as most of you know, my
name is Uros Djuric. The point is that I didn’t expect my life to be such chaos. When
I was twenty and I was studying, most of the people from my generation in former
Yugoslavia, I think, didn’t expect this kind of destruction that we all experienced. This
destruction was a good field for the return of most of the clichés that already existed
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·‡ÎÍ‡ÌÒÍËÚÂ Ó·˘ÂÒÚ‚‡ Â, ˜Â Ò‡ÏËÚÂ Å‡ÎÍ‡ÌË Ë Ò‡ÏËÚÂ Ó·˘ÂÒÚ‚‡ Ò‡ ÌflÍ‡Í Ó·˘ÂÒÚ‚‡
Ì‡ Ï‡ÎÍ‡Ú‡ ÔÂ˜‡Î·‡. äÓ„‡ÚÓ êÂÌÂ ÅÎÓÍ ÏÂ ÔÓÍ‡ÌË... êÂÌÂ, ËÁÓ·˘Ó ÌflÏ‡ı ‚˙ÁÏÓÊ-
ÌÓÒÚ Ì‡ËÒÚËÌ‡ ‰‡ ÔÓ„Ó‚ÓËÏ – ÓÒÓ·ÂÌÓ ÒÎÂ‰ ÓÚÍË‚‡ÌÂÚÓ ·Â¯Â „ÓÎflÏ‡ ·˙ÍÓÚËfl Ë
ÌflÍ‡Í˙‚ ◊·Ó‰Ë„‡‰”, ‰Â„ËÁË‡Ì Í‡ÚÓ ·ÓÒÌÂÌÒÍ‡Ú‡ ıÛ‰ÓÊÌË˜Í‡ å‡fl Å‡ÈÂ‚Ë˜, ‰ÓÍÓÎ-
ÍÓÚÓ ÒË ÒÔÓÏÌflÏ, ÚÂ ·Â¯Â ÔÂ‚ÁÂÎ... èÓ-Í˙ÒÌÓ ‰ÓÒÚ‡ ‰˙Î„Ó ‡ÁÏËÒÎflı Ë ÒÂ ÓÔËÚ‚‡ı
‰‡ ÚË Ì‡ÔË¯‡ ÔËÒÏÓ, ÔË¯Âı „Ó ‚ „Î‡‚‡Ú‡ ÒË, Ë Ú‡Ï ËÒÍ‡ı ‰‡ ÚË Í‡Ê‡ ÍÓÎÍÓ ‚ÒË˜ÍÓ
ÏË Â ı‡ÂÒ‡ÎÓ. á‡˘Ó? á‡˘ÓÚÓ ÔÓ ‚ÂÏÂÚÓ, ÍÓ„‡ÚÓ ÏÂ ÔÓÍ‡ÌË ‰‡ ‰ÓÈ‰‡ Ë Û˜‡ÒÚ‚‡Ï ‚
ËÁÎÓÊ·‡Ú‡, ˜ÂÚflı ÏÓÌÓ„‡ÙËfl Ì‡ ÑÊÂÙ äÛÌÒ, ËÁ‰‡‰ÂÌ‡ ÓÚ Taschen. Ç˙ÚÂ ËÏ‡ ÏÓ˘-
Ì‡ ·Ë·ÎËÓ„‡ÙËfl Ë ‚Ë‰flı, ˜Â ÑÊÂÙ äÛÌÒ ÒÓ˜Ë Í‡ÚÓ ÍÎ˛˜Ó‚ ÚÂÍÒÚ Á‡ ËÁÍÛÒÚ‚ÓÚÓ ÒË
Â‰ËÌ Ú‚ÓÈ ÚÂÍÒÚ. çÂ ÏËÒÎfl, ˜Â ÑÊÂÙ äÛÌÒ ÒÂ Â ÔËÚ‡Î ·Ë‚‡ ÎË ‰‡ ÒÎÓÊË ‚ ·Ë·ÎËÓ„‡-
ÙËflÚ‡ ÒË ÚÂÍÒÚ Ì‡ êÂÌÂ ÅÎÓÍ. í‡Í‡ ˜Â ‡ÁÒ˙Ê‰‡‚‡Ï ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ Í‡ÚÓ ÌÂ„Ó, Ï‡-
Í‡ Ë ‰‡ ÌÂ Ò˙Ï ÏÓÊÂ ·Ë ‚ ÌÂ„Ó‚‡Ú‡ ÔÓÁËˆËfl ÔÓÌ‡ÒÚÓfl˘ÂÏ. åÓÊÂ ·Ë ÌËÍÓ„‡ ÌflÏ‡ Ë
‰‡ Ò˙Ï. çÓ Ë‰ÂflÚ‡ Â, ˜Â ËÒÍ‡Ï ‰‡ Ò˙Ï ÔÂÛÒÔfl‚‡˘ ıÛ‰ÓÊÌËÍ Í‡ÚÓ ÑÊÂÙ äÛÌÒ Ë ·Ëı
·ËÎ ‡·ÒÓÎ˛ÚÂÌ Á‡‰ÌËÍ ‰ÓË ‰‡ ÔÓÏËÒÎfl ‰‡ ÓÚı‚˙Îfl ÔÓÍ‡Ì‡Ú‡ ÚË. á‡˘ÓÚÓ fl ‚ËÊ‰‡Ï
Í‡ÚÓ ‚˙ÁÏÓÊÌÓÒÚ ÌÂ ÔÓ-Ï‡ÎÍÓ ÓÚ ÑÊÂÙ äÛÌÒ. çÓ ÌÂ„Ó Ô˙Í ÌËÍÓÈ ÌÂ „Ó ÔËÚ‡ Á‡˘Ó ÎË
fl ÔËÂÏ‡; Úfl ÔÓÒÚÓ ËÁ„ÎÂÊ‰‡ ËÁˆflÎÓ ÔËÂÏÎË‚‡. à ‚ÒÂ Ô‡Í, ‚ÒÂÍË ‡ÁÒÎÂ‰‚‡ Ú‡ÁË
ËÁÎÓÊ·‡ Ë ÏÂ ÔËÚ‡ Á‡˘Ó Ò˙Ï ÔËÂÎ ÔÓÍ‡Ì‡Ú‡ – ‡ÏË ÚÓ˜ÌÓ Á‡‡‰Ë ÚÓ‚‡! àÒÍ‡Ï ‰‡
Ò˙Ï ˜‡ÒÚ ÓÚ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡Ú‡ ÒˆÂÌ‡, ÔËÁÌ‡Ú Á‡ ‰Ó·˙ ıÛ‰ÓÊÌËÍ, ‡ „ÓÎÂÏËÚÂ ıÛ‰ÓÊ-
ÌËˆË „Ë ÔËÁÌ‡‚‡Ú Ì‡ „ÓÎÂÏË ËÁÎÓÊ·Ë, ‡ „ÓÎÂÏËÚÂ ËÁÎÓÊ·Ë ÒÂ ÒÎÛ˜‚‡Ú ‚ „ÓÎÂÏË ËÌ-
ÒÚËÚÛˆËË... Ä ÚÓ˜ÌÓ ÔÂ‰Ë 10 „Ó‰ËÌË ÊË‚ÓÚ˙Ú ÏË ·Â¯Â ‡‰. á‡ÚÓ‚‡ Ô˙Í 10 „Ó‰ËÌË ÒÎÂ‰
ÚÓ‚‡ ËÁÎ‡„‡Ï ‚ Kunsthalle Fridericianum ‚ ä‡ÒÂÎ. çÂ Â ÚÓÎÍÓ‚‡ ÁÎÂ. ê‡Á·Ë‡ ÒÂ, ˜Â
‚ÒÂÍË ÏËÒÎË ÔÓ ÚÓÁË Ì‡˜ËÌ. Ä ÒÂ„‡ ˘Â ‚Ë ÔÓÍ‡Ê‡ Â‡ÍˆËflÚ‡ Ì‡ Â‰ËÌ ÏÌÓ„Ó ÏÎ‡‰ ıÛ-
‰ÓÊÌËÍ, ÔÓÁÌ‡Ú Í‡ÚÓ á‡ÏÔ‡ ‰Ë ãÂÓÌÂ. ÇÒ˙˘ÌÓÒÚ ÌËÍÓÈ ÌÂ ÁÌ‡Â ÍÓÈ Â á‡ÏÔ‡ ‰Ë
ãÂÓÌÂ. ë˙Ò ÒË„ÛÌÓÒÚ ÊË‚ÂÂ ‚ ÅÂÎ„‡‰ Ë ÔÂÁ ÔÓÒÎÂ‰ÌËÚÂ 12 ÏÂÒÂˆ‡ ÌË ËÁÔ‡˘‡
ÔÓ ÂÎÂÍÚÓÌÌ‡ ÔÓ˘‡ ÏÌÓ„Ó ËÌÚÂÂÒÌË ÔÓÒÎ‡ÌËfl, ‚ ÍÓËÚÓ ÔÓ Ì‡ËÒÚËÌ‡ ËÌÚÂÎË„ÂÌÚÒÍË
Ì‡˜ËÌ, ÌÂ˘Ó Í‡ÚÓ ˆËÌË˜ÂÌ ·‡ÎÍ‡ÌÒÍË ÄÎÂÍÒ‡Ì‰˙ ÅÂÌÂ, ÒÂ ÓÔËÚ‚‡ ‰‡ ÒÂ ÔÓÚË‚Ó-
ÔÓÒÚ‡‚Ë Ì‡ ˆÂÎËfl ÍÓÌÚÂÍÒÚ ‰‡ ÒË ÔÂÛÒÔfl‚‡˘ ıÛ‰ÓÊÌËÍ. ÖÚÓ „Ó – ◊Ç Á‡‰ÌËÍ‡ Ì‡
Å‡ÎÍ‡ÌËÚÂ“, ÏÓÊÂÚÂ ‰‡ „Ó ‚Ë‰ËÚÂ Ë ÔÓ àÌÚÂÌÂÚ... áÌ‡ÂÚÂ ÎË Í‡Í‚Ó Â ‚Ò˙˘ÌÓÒÚ
Zampa di Leone? àÁ‚ÂÒÚÌ‡ ÒËÒÚÂÏ‡ Á‡ ÔÂ‰Ô‡Á‚‡ÌÂ Ì‡ ‡‚ÚÓÏÓ·ËÎË, ÌflÍ‡Í˙‚ ÔÂ‰-
Ô‡ÁÂÌ „‡Á ËÎË ÌÂ˘Ó ÔÓ‰Ó·ÌÓ. à Ú‡Í‡, ÚÓ‚‡ Â ‡ÌÚÓÎÓ„ËflÚ‡, ÓÁ‡„Î‡‚ÂÌ‡        
◊Ç Á‡‰ÌËÍ‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ“...

ìÓ¯ ÑÊÛË˜/Uros Djuric
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throughout the 19th and 20th century and it was a proof that the clichés have a sound
“scientific” basis. This kind of destruction has never happened in history. I want to point
out that when I was invited by René Block to participate in his show I didn’t think of
myself as someone who was invited because he was recognized as a Balkan artist.
I hoped, and the same goes for my ego too, that I was invited because I’m a good artist
whatever that means. Why am I saying this? Because this is of key importance for me.
Because when I was thinking about myself as an artist I never really tried to question the
context, which seems so important today. This is the case especially with the shows
when I was younger and promotion was important. Now art is somehow subordinated to
the context which seems to be much more important than art itself. I don’t particularly
care about telling you the truth.

When I see all the Balkan shows, I really cannot go into the reasons why artists from a
certain region are presented and their art promoted. A few years ago it was a big hit to
promote Scandinavian artists but no one in Scandinavia was asked why this was hap-
pening. They just accepted it. I think that such a question is a total lack of understand-
ing. The problem of Balkan societies is that the Balkans as well as the societies them-
selves are somehow societies of petty profit. When René Block invited me... René, 
I never had the opportunity to really talk to you, especially after the show, because it
was such a big mess and some “bodyguard” who was dressed and disguised like the
Bosnian artist Maja Bajevic, as I remember, was always around you... Afterwards I was
also thinking for a long time and trying to write you a letter, I was writing letters to you in
my head in which I wanted to say how much I liked everything. Why? Because some-
where around the time you invited me to come and participate in the show I was reading
a monograph on Jeff Koons published by Taschen. There is a big bibliography there 
and I saw that Jeff Koons refers to a text by you as one of the key texts about his art.
I don’t think that Jeff Koons wondered whether to take a text by Rene Block in his bibli-
ography or not. So, I’m thinking the same way as Jeff Koons, although maybe I’m not in
his position at the moment. Maybe I’ll never be. But the whole idea is that I want to be a
successful artist like Jeff Koons and I would be an ass to even think about rejecting your
invitation. Because I see that this is an opportunity as much as Jeff Koons would. But
nobody asks Jeff Koons why he accepts it; it’s just something acceptable. However,
everybody scrutinizes this show and why I accepted taking part in it. Well, it’s just
because of that! I want to be part of the art scene, recognized as a good artist, and
good artists are recognized in big shows, and the big shows happen in big institutions...
And just ten years ago my life was hell. But ten years after that I exhibit in the Kunsthalle
Fridericianum in Kassel. It’s not that bad.

Of course, not everybody think that way. So, now I’ll show you the reaction of a very
young artist who’s known as Zampa di Leone. In fact, no one really knows who Zampa
di Leone is. He is a guy based in Belgrade – this is for sure, and for the last twelve
months he has been e-mailing us with very interesting messages where in a very sophis-
ticated way, something like a cynical Balkan Alexander Brener, he is trying to challenge
the whole context of being a successful artist. There it is: “In the Arse of the Balkans”.
This is something that you can see on the Internet... You know what actually Zampa di
Leone is? It’s a famous protection system for cars, some protecting gas or something.
So, this is an anthology titled “In the Arse of Balkans”...

Iara Boubnova: 
Uros, what’s the conclusion?

Uros Djuric: 
There will be a conclusion...
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ü‡ ÅÛ·ÌÓ‚‡: 
ìÓ¯, Í‡Í˙‚ Â ËÁ‚Ó‰˙Ú?

ìÓ¯ ÑÊÛË˜: 
ôÂ ËÏ‡...

ü‡ ÅÛ·ÌÓ‚‡ Ë ‰Û„Ë „Î‡ÒÓ‚Â: 
◊ë˙Â‰ËÌÂÌËÂÚÓ Ô‡‚Ë ÒËÎ‡Ú‡“ Â Ì‡ÔËÒ‡ÌÓ ‚˙ıÛ ·˙Î„‡ÒÍËfl Ô‡Î‡ÏÂÌÚ.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 
Ñ‡ Ó·flÒÌfl Á‡ ˜ÛÊ‰ÂÒÚ‡ÌÌËÚÂ ÌË „ÓÒÚË – Ú‡Í˙‚ Â ÎÓÁÛÌ„˙Ú ‚˙ıÛ ·˙Î„‡ÒÍËfl Ô‡Î‡-
ÏÂÌÚ. çÓ ÏËÒÎfl, ˜Â Â ‚ÁÂÚ ÓÚ Ô‡Î‡ÏÂÌÚ‡ Ì‡ ÅÂÎ„Ëfl.

å‡Ëfl-í‡ÎËfl ä‡‡Ò: 
Ö‰ËÌ ÏÓÏÂÌÚ. äÓ„‡ÚÓ ÔÓÒÂÚËı ë˙·Ëfl, Â‰ËÌ ÓÚ ÔÓÍ‡Á‡ÌËÚÂ ÒËÏ‚ÓÎË ÒÂ ‚Ó‰Â¯Â Ù‡-
¯ËÒÚÍË – Í‡Í˙‚ Â ÍÓÏÂÌÚ‡˙Ú ÚË?

ìÓ¯ ÑÊÛË˜: 
ÄÏË, ÍÓ„‡ÚÓ ÔÓÒÂÚËı àÌ‰Ëfl... ä˙ÒÚ˙Ú ÏÓÊÂ ‰‡ Â ÁÌ‡Í Á‡ ‚ÒË˜ÍÓ. à Ú˙È Í‡ÚÓ ÒÓ˜ÂıÚÂ
Í˙Ï ÍÎË¯ÂÚ‡Ú‡, ÂÚÓ ÌË ÓÚÌÓ‚Ó Ú‡Ï. ÅÂÁ ÁÌ‡˜ÂÌËÂ ËÒÍ‡ÚÂ ÎË „Ó, ËÎË ÌÂ, ÍÎË¯ÂÚÓ Â ‚Ë-
Ì‡„Ë ËÁÔÓÎÁ‚‡ÌÓ, Á‡ ‰‡ Á‡‚Î‡‰fl‚‡, Á‡ ÔË·Ë‡ÌÂ Ì‡ Ô‡Ë ÔÓ Â‰ËÌ ËÎË ‰Û„ Ì‡˜ËÌ.
íÓÁË Ó·‡˜Â ÏË ı‡ÂÒ‚‡...

ü‡ ÅÛ·ÌÓ‚‡: 
çflÏ‡ı ÔÓÌflÚËÂ Í‡Í‚Ó ÓÁÌ‡˜‡‚‡ ÚÓÁË ÒËÏ‚ÓÎ, ÌÓ Á‡ ÌÂ˘‡ÒÚËÂ ÚÓÈ ÁÌ‡˜Ë ÌÂ˘Ó
ÚÓÎÍÓ‚‡ ÔÓÁÌ‡ÚÓ, ˜Â ÌÂ ÏÓ„‡ ‰‡ ÒÂ ‚˙ÁıËÚfl. åÓÊÂ ·Ë êÂÌÂ ÅÎÓÍ ˘Â ÓÚ„Ó‚ÓË ËÎË 
ÍÓÏÂÌÚË‡.

êÂÌÂ ÅÎÓÍ: 
Ñ‡, ˘Â ÍÓÏÂÌÚË‡Ï ‰ÛÏËÚÂ Ì‡ ìÓ¯, Á‡ ‰‡ „Ó Ó˘‡ÒÚÎË‚fl... ÇËÌ‡„Ë ÒË ·ËÎ Í‡ÌÂÌ Í‡ÚÓ
ÏÌÓ„Ó ‰Ó·˙ ıÛ‰ÓÊÌËÍ. çÂ Í‡ÚÓ Ò˙·ËÌ, ‡ Í‡ÚÓ ‰Ó·˙ ıÛ‰ÓÊÌËÍ. à ‰‡ ÚË Í‡Ê‡ – ÌË-
ÍÓ„‡ ÌÂ ÒÏÂ Í‡ÌËÎË ÑÊÂÙ äÛÌÒ ‚˙‚ Fridericianum... èÂ‰Ë ‰‡ Á‡ÔÓ˜Ì‡ ‰‡ ÔËfl, ÏÓÊÂ
·Ë Úfl·‚‡ ‰‡ ‚Ë ‡ÁÍ‡Ê‡ Â‰Ì‡ ËÒÚÓËfl Á‡ ÙÓÚÓ„‡ÙËflÚ‡. îÓÚÓ„‡ÙËflÚ‡ Â ÏÌÓ„Ó
‚‡ÊÌ‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ Ë, ËÁ„ÎÂÊ‰‡, ‚ Å˙Î„‡Ëfl Ò˙˘Ó. ëÎÛ˜Í‡ ÓÚ ‰ÌÂÒ: ÓÚË‰ÓıÏÂ Ò ç‡-
Ú‡¯‡ àÎË˜ Ì‡ ‡ÁıÓ‰Í‡ ËÁ ëÓÙËfl. Ç˙‚flıÏÂ ËÁ ÛÎËˆËÚÂ; Úfl Ì‡Ô‡‚Ë ‰ÓÒÚ‡ ÙÓÚÓ„‡-
ÙËË Ì‡ ËÌÚÂÂÒÌË ÒËÚÛ‡ˆËË. ëÎÂ‰ ÚÓ‚‡ ÒÂ Í‡˜ËıÏÂ Ì‡ Ú‡Ï‚‡È ‰‡ ÒÂ ÔË·ÂÂÏ.
ëÂ‰Ì‡ıÏÂ ‚˙ÚÂ; Ó·ËÍÌÓ‚ÂÌÓ ÒÂ ‚ÓÁËÏ Ì‡ Ú‡Ï‚‡È ·ÂÁ ·ËÎÂÚË. à Ú‡Í‡, ÒÂ‰Ì‡ıÏÂ Ë
ÒÂ ÔÓÎÛ˜Ë, ˜Â ‚Ë‰flı Í‡Í ÌflÍÓÈ ÍÛÔÛ‚‡ ·ËÎÂÚË ÓÚ ‚‡ÚÏ‡Ì‡ ÓÚÔÂ‰. ä‡Á‡ı ÒË, ‡ÏË ‰Ó·-
Â, Úfl·‚‡ ‰‡ ÓÚË‰‡ Ì‡ÔÂ‰ Ë ‰‡ ÍÛÔfl ·ËÎÂÚË. í‡Í‡ Ë Ì‡Ô‡‚Ëı. Ä ç‡Ú‡¯‡ ÏË ÔÓÍ‡Á‡
Ï‡ÎÍ‡ Ï‡¯ËÌÍ‡ Ì‡‰ „Î‡‚ËÚÂ ÌË. è˙ıÌ‡ı ‚˙ÚÂ ·ËÎÂÚ‡, ÌÓ ÌË˘Ó ÌÂ ÒÂ ÒÎÛ˜Ë. àÁ‚‡‰Ëı
„Ó. çÂ ÏËÌ‡ı‡ Ë 45 ÒÂÍÛÌ‰Ë Ë ÒÂ ÔÓfl‚Ë Â‰ËÌ ÚËÔ – ÍÓÌÚÓÎ¸Ó. èÓÍ‡Á‡ı ÏÛ ÚÓÍÛ-˘Ó
ÍÛÔÂÌËÚÂ ·ËÎÂÚË, ÚÓÈ „Ë ‚ÁÂ Ë ÌË ÔÓÍ‡Á‡ Í‡Í ‰ÂÈÒÚ‚‡ Ï‡¯ËÌÍ‡Ú‡. ëÎÂ‰ ÚÓ‚‡ ËÁ‚‡‰Ë
ÓÚ ‰ÊÓ·‡ ÒË ‰Û„Ë ‰‚‡ Ë Í‡Á‡: ◊Ten leva“, Á‡˘ÓÚÓ ÒÏÂ ·ËÎË Ô˙ÚÛ‚‡ÎË ·ÂÁ ·ËÎÂÚË. á‡-
ÔÓ˜Ì‡ıÏÂ ÚÂÊ˙Í ÒÔÓ. àÁÓ·˘Ó ÓÚÍ‡Á‡ıÏÂ ‰‡ ÔÎ‡ÚËÏ, Ú˙È Í‡ÚÓ ·flıÏÂ ÍÛÔËÎË ·ËÎÂÚË
Ë ÔÓÒÚÓ ÌÂ ÁÌ‡ÂıÏÂ Í‡Í ‰‡ „Ë ÔÂÙÓË‡ÏÂ... Ç ÌflÍ‡Í˙‚ ÏÓÏÂÌÚ Í‡Á‡ı Ì‡ ç‡Ú‡¯‡
‰‡ ËÁÎËÁ‡ÏÂ ÓÚ Ú‡Ï‚‡fl, ˜Â ÌÂ ÊÂÎ‡ÂÏ Ô‡‚Â˜Â ‰‡ Ô˙ÚÛ‚‡ÏÂ Ò ÚÓÁË Ú‡Ï‚‡È. Ä ÍÓÌÚ-
ÓÎ¸Ó˙Ú Â˜Â: ◊à‰‚‡Ï Ò ‚‡Ò; ˘Â ‚Ë ‚Ó‰fl ‚ ÔÓÎËˆËflÚ‡“. ëÎÂÁÂ Ò Ì‡Ò, ‰˙ÊÂÈÍË ÏÂ
Á‡ ˙Í‡Ú‡. í‡Ï ËÏ‡¯Â ˙„˙Î Ë ÍÓÎÓÌ‡. èËÚËÒÌ‡ ÏÂ Í˙Ï ÍÓÎÓÌ‡Ú‡ Ë ÔÓ‰˙ÎÊËıÏÂ ‰‡
ÒÂ ‡ÁÔ‡‚flÏÂ. íÓ„‡‚‡ ÏË ‰ÓÈ‰Â Ì‡ ÛÏ – ◊ç‡Ú‡¯‡, ÒÌËÏ‡È ÌË, ‡ÍÓ Ó·Ë˜‡¯“. ífl ËÁ‚‡-
‰Ë ‡Ô‡‡Ú‡ Ë ÌË ÒÌËÏ‡. íÓÈ ÒÚ‡¯ÌÓ ÒÂ ‡ÁÒ˙‰Ë, ÍËÂ¯Â ÒÂ Á‡‰ Ì‡Ò. ëÎÂ‰ ÚÓ‚‡
ËÁ·fl„‡. çËÂ Ò˙˘Ó Ú˙„Ì‡ıÏÂ, Á‡ ‰‡ ‡Á·ÂÂÏ ÒÎÂ‰ 50 ÏÂÚ‡, ˜Â ÒÏÂ ÚÓ˜ÌÓ ÔÂ‰ ıÓ-
ÚÂÎ‡ ÒË. óÛ‰ÂÒÌÓ ·Â¯Â. í‡Í‡ ˜Â, ÌÓÒÂÚÂ ‚ËÌ‡„Ë ÙÓÚÓÍ‡ÏÂ‡ Ò˙Ò ÒÂ·Â ÒË!
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Iara Boubnova and others: 
It says on the Bulgarian Parliament “In unity is power“. 

Luchezar Boyadjiev: 
Just to remind our foreign guests – on the Bulgarian parliament there is a slogan saying:
In unity is power. But it’s a quotation from the Belgian parliament, I believe.

Maria-Thalia Carras: 
Just one thing. When I was in Serbia that was a sign of fascism – how do you comment
on this?

Uros Djuric: 
Well, when I was in India... The cross can be a sign of whatever. And because you were
pointing out clichés, we are back there again. No matter whether you want it a cliché is
always used for conquering, for taking money in one way or another. I like this one,
though...

Iara Boubnova: 
I didn’t know what this symbol means but unfortunately it means something so familiar
that I’m not fascinated. Maybe René would answer or make a comment?

î‡„ÏÂÌÚË ÓÚ ÒÂËflÚ‡ Ì‡ á‡ÏÔ‡ ‰Ë ãÂÓÌÂ ÒÔÓÏÂÌ‡Ú‡ ÓÚ ìÓ¯ ÑÊÛË˜
Fragments of Zampa di Leone’s series, quoted by Uros Djuric
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 
íÓ‚‡ Â Ó·˙Ì‡Ú‡ ÒÚË„Ï‡ÚËÁ‡ˆËfl. êÂÌÂ, ÏÓÊÂÏ ÎË ‰‡ Á‡ÍÎ˛˜ËÏ, ˜Â ÒË ËÁÔËÚ‡Î ÒÔÓÌ-
Ú‡ÌÂÌ ‡ÍÚ Ì‡ Ó·‡ÚÌ‡ ÒÚË„Ï‡ÚËÁ‡ˆËfl? ëÚË„Ï‡ÚËÁË‡ÎË Ò‡ ÚÂ Í‡ÚÓ Ì‡Û¯ËÚÂÎ, Í‡ÚÓ
Ï˙ÒÂÌ ˜ÛÊ‰ÂÌÂˆ, Á‡ ÔÓÚÓÍÓÎ‡! íÓ‚‡ Â ÏÌÓ„Ó ‚‡ÊÌÓ. 

àÒÍ‡Ï ‰‡ ÓÒ‚Ó·Ó‰fl ÚÂÂÌ‡ Á‡ ÔÓÒÎÂ‰ÌËfl ÌË ◊Ò˙ÒÚÂÁ‡ÚÂÎ“ ÔÓ ·‡ÎÍ‡ÌÒÍ‡ ËÁ‚ÂÒÚÌÓÒÚ
Ë ÒÎ‡‚‡ – ıÛ‰ÓÊÌËÍ‡ ÓÚ êÛÏ˙ÌËfl Ñ‡Ì èÂÊÓ‚ÒÍË, ËÁ‚ÂÒÚÂÌ, ˜Â Ô‡‚Ë ËÒÛÌÍË Ì‡‚-
ÒflÍ˙‰Â ÔÓ Ò‚ÂÚ‡. êËÒÛÌÍËÚÂ ÏÛ Ò‡ ÏÌÓ„Ó ÍÓÏÛÌËÍ‡ÚË‚ÌË. Ñ‡Ì Ò˙˘Ó Â ËÁ‚ÂÒÚÂÌ Ò˙Ò
ÒÏÂÒÂÌËÚÂ ÒË ˜Û‚ÒÚ‚‡ Ì‡ Ë‰ÂÌÚËÙËÍ‡ˆËfl – ÍÓ„‡ÚÓ „Ó ÔËÚ‡Ú ◊ïÛ‰ÓÊÌËÍ ÎË ÒÚÂ?“, ÚÓÈ
ÓÚ„Ó‚‡fl – ◊çÂ, Í‡ËÍ‡ÚÛËÒÚ!“. Ä ÍÓ„‡ÚÓ „Ó ÔËÚ‡Ú ◊ä‡ËÍ‡ÚÛËÒÚ ÎË ÒÚÂ?“, ÓÚ„Ó‚‡fl
◊çÂ, ıÛ‰ÓÊÌËÍ Ò˙Ï!“.

Ñ‡Ì èÂÊÓ‚ÒÍË: 
ä‡ÍÚÓ ‚ËÊ‰‡ÚÂ, ÂÚÓ Ú‡Í‡ ÓÔËÒ‚‡Ï ÒÂ·Â ÒË. àÏ‡ ÏÌÓÊÂÒÚ‚Ó ÌÂ˘‡, ÍÓËÚÓ ÏË ÒÂ Ì‡Î‡-
„‡ ‰‡ Ô‡‚fl, Ë Ï‡ÎÍÓ ÌÂ¯‡, ÍÓËÚÓ ÏË ÒÂ Ô‡‚flÚ. àÌÚÂÂÒÛ‚‡Ï ÒÂ ÓÚ Â„ËÓÌ‡, Í˙‰ÂÚÓ
ÊË‚Âfl, Ï‡Í‡ ‰‡ Â ÚÓÎÍÓ‚‡ ‡Á‰ÂÎÂÌ ‰ÌÂÒ, ÌÓ Ò˙˘Ó Ú‡Í‡ ÓÚ ë˙Â‰ËÌÂÌËÚÂ ˘‡ÚË Ë
Ö‚ÓÔ‡. àÌÚÂÂÒÌË Ò‡ ÏË ÔÓ-ˆflÎÓÒÚÌË ÌÂ˘‡ Ë ÚÓ‚‡ Â, Á‡ ÍÓÂÚÓ ˘Â „Ó‚ÓËÏ ÔÓ-Í˙Ò-
ÌÓ. ôÂ ‚Ë ÔÓÍ‡Ê‡ ÔÓÂÍÚ, ÍÓÈÚÓ ËÁÔ˙ÎÌËı ‚ ÖÒÂÌ, ÉÂÏ‡ÌËfl, ÏËÌ‡Î‡Ú‡ „Ó‰ËÌ‡. íÓ‚‡
Â ·Ë‚¯‡ ÏËÌ‡ ‚ „‡‰ ÓÚ ÌflÍÓ„‡¯ÌËfl êÛ, Í˙‰ÂÚÓ ÏËÌËÚÂ Ò‡ Á‡ÍËÚË ÓÚ „Ó‰ËÌË, ÍÓÂÚÓ
Ô˙Í ÔÂ‰ÒÚÓË Ì‡ ÏÓflÚ‡ ÒÚ‡Ì‡ ÒÂ„‡.

ÖÚÓ Ú‡Í‡ ËÁ„ÎÂÊ‰‡ – Â‰ËÌ ‚Ë‰ Â‡ÍˆËfl ‚˙ıÛ ÏÂÊ‰ÛÌ‡Ó‰ÌË, Ì‡ˆËÓÌ‡ÎÌË, ÏÂÒÚÌË Ë
ÎË˜ÌË ÒÎÛ˜ÍË. ôÂ ÒÂ ÓÔËÚ‡Ï ‰‡ ÒÂ ÔÂ‰ÒÚ‡‚fl ÍÓÎÍÓÚÓ Â ‚˙ÁÏÓÊÌÓ ÔÓ-ÔÓÒÚÓ. ôÂ ÒÂ
ÓÔËÚ‡Ï ‰‡ „Ó‚Ófl Á‡ ÒÓ·ÒÚ‚ÂÌËÚÂ ÒË Ú‡„Â‰ËË Ë ÍÎË¯ÂÚ‡, ÌÓ Ë Á‡ Á‡Ô‡‰ÌËÚÂ Ú‡ÍË-
‚‡... íÓ‚‡, ÍÓÂÚÓ ‚ËÊ‰‡ÚÂ ‚ ÏÓÏÂÌÚ‡, ÒÂ ÒÎÛ˜‚‡ ÔÓ ÛÎËˆËÚÂ Ì‡ ä‡ÒÂÎ, Í˙‰ÂÚÓ ËÁ·‡ı
‰‡ Ò˙Ï ËÁ‚˙Ì ËÁÎÓÊ·‡Ú‡, ÔÓ ÛÎËˆËÚÂ, Ë Ú‡Í‡ ‰‡ ÌÂ ÏË ‰ÓÒ‡Ê‰‡Ú Ò ‚˙ÔÓÒË ‰‡ÎË Ò˙Ï
·‡ÎÍ‡ÌÒÍË, ËÎË ÌÂ. éÔËÒ‚‡Ï ÒÂ·Â ÒË Í‡ÚÓ ÔÓÎËÚË˜ÂÒÍË ıÛ‰ÓÊÌËÍ Ò ÔÓÎËÚË˜ÂÒÍË
‰ÌÂ‚ÂÌ Â‰, ÓÚ˜‡ÒÚË Á‡˘ÓÚÓ ÚÓ‚‡ Â ‡ÁÍ‡Á Á‡ ÏÓflÚ‡ ÒÚ‡Ì‡, ÌÂ Ò‡ÏÓ ÊË‚flÎ‡ ÔÓ‰
‰ËÍÚ‡ÚÛ‡, ÌÓ Ë ı‡ÂÒ‚Â˘‡ ‰ËÍÚ‡ÚÛ‡Ú‡. àÁ·‡ı ‰‡ Ì‡Ô‡‚fl Ú‡ÁË ÔÂÁÂÌÚ‡ˆËfl ÚÓÍÛ-
˘Ó, Á‡ ‚ÂÏÂÚÓ ‚ ÍÛÎÚÛ‡Ú‡ ÔË Ì‡Ò, ÍÓ„‡ÚÓ ËÁÍÛÒÚ‚ÓÚÓ ÒÂ Ò‡ÏÓËÌÒÚËÚÛˆËÓÌ‡ÎËÁË-
‡. êÂ‡ÎÌÓÒÚÚ‡ ‚ ÒÚ‡Ì‡Ú‡ ÏË ÒÂ„‡ Â, ˜Â ‰ÂÏÓÍ‡ˆËfl ÓÁÌ‡˜‡‚‡ ÂÍÎ‡Ïa Ì‡ ◊ÑÊÓÌË
ìÓÍ˙“ ‚˙ıÛ Ò„‡‰‡Ú‡ Ì‡ ·Ë‚¯‡Ú‡ ëÂÍÛËÚ‡ÚÂ. ä‡ÍÚÓ ÁÌ‡ÂÚÂ, ÔËÌ‡‰ÎÂÊ‡˘ÓÚÓ Ì‡
◊ÑÊÓÌË ìÓÍ˙“ ÎÓ„Ó Â ◊Keep walking“. á‡ ÏÂÌ ◊Keep walking“ Ì‡ Ú‡ÈÌËÚÂ ÒÎÛÊ·Ë Ë
‰ËÍÚ‡ÚÛ‡Ú‡ ÓÁÌ‡˜‡‚‡, ˜Â Ì‡È-ÛÊ‡ÒÌ‡Ú‡ Ò„‡‰‡ Ì‡ Ò‚ÂÚ‡, ‚ÚÓ‡ ÔÓ ‡ÁÏÂ Â‰ËÌÒÚ-
‚ÂÌÓ ÒÎÂ‰ èÂÌÚ‡„ÓÌ‡, ‰‚ÓÂˆ Ì‡ ‰ËÍÚ‡ÚÛ‡Ú‡ Ë Ô‡Î‡ÏÂÌÚ ÔÓÌ‡ÒÚÓfl˘ÂÏ, ‚ËÊ‰‡˘‡
ÒÂ ÓÚ ‚ÒË˜ÍË ‚˙ÁÏÓÊÌË ˜‡ÒÚË Ì‡ ÅÛÍÛÂ˘, ‰ÌÂÒ Â ÒÂ‰‡ÎË˘Â Ì‡ åÛÁÂfl Á‡ Ò˙‚ÂÏÂÌ-
ÌÓ ËÁÍÛÒÚ‚Ó ‚ Ò˙˘Ëfl „‡‰. Ä ÂÚÓ „Ó Ë ÚËÔa, ÍÓÈÚÓ Â¯Ë ÚÓ‚‡, ÔÂÏËÂa – ÏÌÓ„Ó ËÁ-
‚ÂÒÚÂÌ ÎÓ‚Âˆ, ÔËÎË˜‡˘ Ì‡ ‰Û„Ëfl ÎÓ‚Âˆ, ÁÌ‡ÂÚÂ – Ó˘Â ÔÓ-ËÁ‚ÂÒÚÌËfl...

ëÚ./Page 56-57.

Ñ‡Ì èÂÊÓ‚ÒÍË
ÅflÎ‡ ÍÂ‰‡ – ˜ÂÌË ‚˙ÔÓÒË, 2003. 
èÓÂÍÚ ‚ ‡ÏÍËÚÂ Ì‡ éÚ‚ÓÂÌ „‡‰ – Ì‡˜ËÌË Ì‡
ÛÔÓÚÂ·‡, ë˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó Ë ÍËÚËÍ‡ 
Kokerei Zollverein, ÖÒÂÌ, ÉÂÏ‡ÌËfl
(‰ÂÚ‡ÈÎË, ÙÓÚÓ„‡ÙËË ÄÌ‰Â‡Ò ÇËÁÂÌ) 

Dan Perjovschi
White chalk-Dark Issues, 2003. 
Project in the frame of Open City – Models for Use,
Zeitgenossische Kunst- und Kritik Kokerei Zollverein,
Essen, Germany 
(details photo Andreas Wissen)
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René Block: 
Yes, I’ll make a comment on Uros’ words to make him happy... You are always invited as
a very good artist. Not as a Serbian, but as a good artist. And, well, we have never invit-
ed Jeff Koons in Fridericianum. Maybe before I start drinking I should tell you a story
about photography. Photography is very important on the Balkans and in Bulgaria too it
seems. A story from today: I went with Natasha Ilic sightseeing in Sofia. We were walking
in the streets; she made a lot of photographs of interesting situations. Then we took the
tram to go back. We sat down in the tram; usually we go by tram without having tickets.
So, we sat down in the tram and for some reason I saw that somebody bought a ticket
from the driver in front. I said, well, I’d go and buy tickets in the front. So, I did. And
Natasha showed me a little machine above our heads. I put the ticket in but nothing hap-
pened. I took the ticket out. In about forty-five seconds a guy came, a ticket inspector.
I showed him the tickets I’d just bought, he took them and he showed us how it works.
And then he opened his pocket, took out two other tickets and said: “Ten leva” –
because we were traveling without tickets. So, we started a very heated discussion.

êÂÌÂ ÅÎÓÍ/René Block
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ Ë „Î‡ÒÓ‚Â: 
à Ì‡ ÜË‚ÍÓ‚...

Ñ‡Ì èÂÊÓ‚ÒÍË: 
óÂÚ‚˙Ú ÓÚ ÏÓfl ÅÛÍÛÂ˘ ·Â ‡ÁÛ¯ÂÌ‡, Á‡ ‰‡ ÒÂ ÔÓÒÚÓË Ú‡ÁË Ò„‡‰‡. çÂ Ò‡ÏÓ, ˜Â
„‡‰˙Ú ·Â¯Â ·ÛÚÌ‡Ú, ÌÓ ‡ıËÚÂÍÚËÚÂ Ë ıÛ‰ÓÊÌËˆËÚÂ ·flı‡ ËÁÔÓÎÁ‚‡ÌË Í‡ÚÓ Ó·Ë, Á‡
‰‡ ÒÂ Ò˙Ú‚ÓË ÚÓ‚‡ ÌÂ˘Ó. íÓ„‡‚‡, Í‡Í ÏÓÊÂ ÚÓ, ÔÂ‰ÒÚ‡‚Îfl‚‡˘Ó ÔÓÎËÚËÍ‡Ú‡ Ì‡
ÒÚ‡Ì‡Ú‡ ÏË, ‰‡ ÔÂ‰ÒÚ‡‚fl Ë ËÁÍÛÒÚ‚‡Ú‡? éÚ‚˙ÚÂ ËÁ„ÎÂÊ‰‡ Ú‡Í‡... ËÎË Ú‡Í‡...

èÂ‰Ë ÌflÍÓÎÍÓ ÏÂÒÂˆ‡ Â‰ËÌ ÓÚ ÔÓÚÂÒÚËÚÂ Ì‡ „‡Ê‰‡ÌÒÍÓÚÓ Ó·˘ÂÒÚ‚Ó ·Â Ì‡ÒÓ˜ÂÌ
Í˙Ï Ù‡ÍÚ‡, ˜Â ÓÚ‚‡flÌÂÚÓ Ì‡ ‡ıË‚ËÚÂ Ì‡ Ú‡ÈÌËÚÂ ÒÎÛÊ·Ë ‚ ÒÚ‡Ì‡Ú‡ ÏË ‚ÒÂ Ó˘Â ÒÂ
ÒÔ˙‚‡. èÓÚÂÒÚ˙Ú ÒÂ Ò˙ÒÚÓÂ¯Â ‚ ÔÓÒÚÓfl‚‡ÌÂ Ì‡ Í˙„ ÓÍÓÎÓ ÚÓ‚‡ Ó„ÓÏÌÓ, ‚ÚÓÓ ÔÓ
‡ÁÏÂ Ì‡ áÂÏflÚ‡, Á‰‡ÌËÂ. ìÒÔflı‡ ‰‡ Ì‡Ô‡‚flÚ ÌÂ˘Ó Í‡ÚÓ Í˙„, ÌÓ ÒÔÓÂ‰ ÒÓ·ÒÚ‚Â-
Ì‡Ú‡ ÏË ÙËÎÓÒÓÙËfl ÔÂ‰ÔÓ˜ËÚ‡ÏÂ Í˙„˙Ú ‰‡ Â ÚÓÁË...

èÓÍ‡Á‚‡Ï ‚Ë Ë ÌflÍÓÎÍÓ ÌÂ˘‡ ÓÚ ÔÓÂÍÚ, ÍÓÈÚÓ ÊÂÌ‡ ÏË, ãËfl èÂÊÓ‚ÒÍË, ËÁÔ˙ÎÌfl‚‡
ÔÂÁ ÔÓÒÎÂ‰ÌËÚÂ ‰ÂÒÂÚ „Ó‰ËÌË. àÏÂÚÓ ÏÛ Â ◊ÄıË‚ Á‡ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó“, ÍÓÂÚÓ
‚ ÓÒÌÓ‚‡Ú‡ ÒË ÓÁÌ‡˜‡‚‡ ◊á‡Ô‡Á‚‡ÌÂ Ì‡ ÔÓÒÚ‡ÌÒÚ‚Ó Á‡ ÍËÚËÍ‡ Ë Á‡ ‰Â·‡Ú“. Ç ÌÂ„Ó
ÒÂ ‰ÓÍÛÏÂÌÚË‡Ú ÔÓÒÂÚËÚÂÎËÚÂ Ì‡ ‡ÚÂÎËÂÚÓ ÌË ‚ ÅÛÍÛÂ˘, ÏÌÓÊÂÒÚ‚Ó ıÓ‡...
Ç ÔÓÂÍÚ‡ ËÁÍÛÒÚ‚ÓÚÓ Â ‚ËÌ‡„Ë ËÁÔÓÎÁ‚‡ÌÓ Í‡ÚÓ ÙÓÌ, ÌÓ ÚÓÈ Â Ì‡È-‚Â˜Â Á‡ Â‰ÌÓ
◊Ò‚ÓÂ“ ÔÓÒÚ‡ÌÒÚ‚Ó, Í˙‰ÂÚÓ Ò‚Ó·Ó‰ÌÓ ÏÓÊÂ¯ ‰‡ Ó·Ò˙Ê‰‡¯. Ç ÒÎÛ˜‡fl ÔÂ‰ ‚‡Ò Ó·-
Ò˙Ê‰‡ÏÂ Å‡ÎÍ‡ÌËÚÂ, Ó·ÂÁÒ˙˜‡‚‡˘Ë Ë ËÌÚÂÂÒÌË ‚ Ò˙˘ÓÚÓ ‚ÂÏÂ. èÓÒÎÂ‰ÌËflÚ Ó-
„‡ÌËÁË‡Ì ‡Á„Ó‚Ó ·Â Ò ÏÎ‡‰Ë ÛÏ˙ÌÒÍË ÍÛ‡ÚÓË Ë ıÛ‰ÓÊÌËˆË. äÓ„‡ÚÓ ÔÓ-Í˙ÒÌÓ
ÔÂ‰ÒÚ‡‚flıÏÂ ÚÂÁË ÏÎ‡‰Ë ıÓ‡ ‚˙‚ ‚ËÂÌÒÍËfl Museums Quartier, ÔÓÍ‡Á‡ıÏÂ Â‰ËÌ ‚Ë‰
ˆËÍ˙Î ÔÓ‰ÛÍˆËfl, Í‡ÚÓ Í‡ÚË˜ÍË, Í‡Ú‡ÎÓÁË Ë Ú. Ì., ÌÂ˘Ó Í‡ÚÓ Ï‡ÎÍË Ù‡„ÏÂÌÚË. á‡-
˘ÓÚÓ ÒËÎÌÓ ‚fl‚‡Ï, ˜Â ÒÏÂ ËÁÔ‡‚ÂÌË ÔÂ‰ ‚ÂÏÂ, ÍÓ„‡ÚÓ Úfl·‚‡ ‰‡ ËÁ·Ë‡ÏÂ
ÏÂÊ‰Û ËÌÒÚËÚÛˆËË, ÏÂÊ‰Û ÌÂ˘Ó Ë ÏÌÓ„Ó ‰Û„Ë Ï‡ÎÍË ÌÂ˘‡. èÓ ÏÓÂ ÏÌÂÌËÂ ‚ ÒÚ‡-
Ì‡Ú‡ ÏË, Í˙‰ÂÚÓ ÌËÚÓ ÊË‚ÓÚ˙Ú Â ÔËÎË˜ÂÌ, ÌËÚÓ ‡·ÓÚ‡Ú‡, ÌËÚÓ ËÏ‡ Í˙‰Â ‰‡ fl ÔÓÍ‡Á-
‚‡¯, Â‰ËÌ „ÓÎflÏ, ÏÌÓ„Ó „ÓÎflÏ ÏÛÁÂÈ Â ·ÂÁÒÏËÒÎÂÌ.

Ñ‡Ì èÂÊÓ‚ÒÍË, Å‡¯‡Í ëÂÌÓ‚‡/Dan Perjovschi, Basak Senova
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We refused to pay, because we bought tickets, we just didn’t know how to perforate
them... At some point I said to Natasha to get out of the tram, we didn’t want to go with
this tram any further. And the ticket inspector said: “I’ll come with you; I’m taking you to
the police”. So, he came out with us holding my arm. Then there was a corner and a col-
umn. He pressed me against this column and went on with our argument. Then I had
this idea – “Natasha, please make a photo of us”. She took out the camera and made a
shot of us. He was so angry, he hid behind us. Then he ran away. We went on too but
we realized after about fifty meters that we are just in front of our hotel. It was absolutely
perfect. So, always have a camera with you!

Luchezar Boyadjiev: 
This is a reversed stigmatization. René, can we summarize that you exercised a sponta-
neous act of reversed stigmatization? You were stigmatized as a violator, a bloody for-
eigner, for the record! 

I would like to give the floor to our last “competitor” for Balkan fame and glory – an artist
from Romania, Dan Perjovschi, who is famous for making drawings all over the world.
These are drawings that are very communicative. Dan is also known to have mixed feel-
ings of identity – when he is asked, “Are you an artist?” he says, “No, I’m a cartoonist!”
When he is asked, “Are you a cartoonist?” he says “No, I’m an artist!”

Dan Perjovschi: 
As you see, this is the way I describe myself. There are numerous things I have to do
and few things I like to do. I am interested in the region where I live, which is now so
splintered, but also in the United States and in Europe. But I’m also interested in more
general issues, and this is what we will be talking about in a moment. I will show you a
project that I did in Essen, Germany, last year. This was in a former colliery in a town in
the former Ruhr region where collieries have been shut down for some years, and that is
what my own country is facing now.

This is how it looks; it’s a sort of a response to international, national, local and personal
events. I’ll try to be as simple as possible. I’ll try to talk about my own tragedies and
clichés, but also about the Western ones... What you see now takes place in the streets
of Kassel where I chose to be out of the show, in the streets, so that nobody could both-
er me with questions about whether or not I am Balkan. I describe myself as a political
artist with a political agenda, in part because this is the story of my country, which not
only lived under a dictatorship but which also liked it. I chose to do the presentation you
saw a moment ago, about the time in our culture when art is institutionalizing itself. The
reality in my country is that now democracy means Johnny Walker being advertised on

ÑÊÓÌË ìÓÍ˙ ‚ ÅÛÍÛÂ˘.
îÓÚÓ„‡ÙËfl ãËfl èÂÊÓ‚ÒÍË
Johnnie Walker in Bucharest. 
Photography Lia Perjovschi
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Ç íËÏË¯Ó‡‡ ËÏ‡ Â‰ÌÓ ‰Û„Ó ÔÓÒÚ‡ÌÒÚ‚Ó, ‚Ó‰ÂÌÓ ÓÚ ÚË ÏÎ‡‰Ë ıÛ‰ÓÊÌË˜ÍË. ç‡-
Ë˜‡ ÒÂ ◊Karta“ Ë ÏÓÊÂÚÂ ‰‡ Ì‡ÏÂËÚÂ Ó˘Â Á‡ Úflı ÔÓ àÌÚÂÌÂÚ. íÓ‚‡ Â ÏÌÓ„Ó ÌÓ‚‡
ËÌËˆË‡ÚË‚‡ – ÛÂ·-ÒˆÂÌ‡, Ó„‡ÌËÁË‡Ì‡ ÓÚ Ì‡ËÒÚËÌ‡ ÏÎ‡‰Ë ÍÛ‡ÚÓË Ë ÚÂÓÂÚËˆË,
ËÁÔÓÎÁ‚‡˘Ë ÒÓ·ÒÚ‚ÂÌË ÒÂ‰ÒÚ‚‡. àÎË ÒÔËÒ‡ÌËÂÚÓ Ò Ì‡Á‚‡ÌËÂ ◊à‰Âfl, ËÁÍÛÒÚ‚Ó Ë Ó·-
˘ÂÒÚ‚Ó“ (◊Idea, Art and Society“), ËÁ‰‡‚‡ÌÓ ÓÚ Â‰ËÌ ÏÎ‡‰ ıÛ‰ÓÊÌËÍ ‚ äÎÛÊ – ÔÂÔÓ-
˙˜‚‡Ï ‚Ë „Ó „ÓÂ˘Ó. ÇÂ˜Â Â ËÁÎflÁ˙Î ‚ÚÓËflÚ ÏÛ ·ÓÈ. ñ‚ÂÚÓ‚ÂÚÂ ÏÛ, ˜Â‚ÂÌÓ, Ê˙Î-
ÚÓ Ë ÒËÌ¸Ó – ˆ‚ÂÚÓ‚ÂÚÂ Ì‡ ÛÏ˙ÌÒÍËfl Ì‡ˆËÓÌ‡ÎÂÌ ÙÎ‡„ – ÒÂ ‰˙ÎÊ‡Ú Ì‡ ÚÓ‚‡, ˜Â „‡-
‰˙Ú ÒÂ ÛÔ‡‚Îfl‚‡ ÓÚ Ì‡ˆËÓÌ‡ÎËÒÚË˜ÂÒÍË Ó·˘ËÌÒÍË Ò˙‚ÂÚ. àÒÍ‡Ï ‰‡ ÒÔÓÏÂÌ‡ Ó˘Â Ë
ÔÓÂÍÚ‡ Ì‡ ‡ÏÂËÍ‡ÌÒÍËfl ıÛ‰ÓÊÌËÍ òÓÌ ëÌ‡È‰Â – ÚÓÈ Ë‰ÂÌÚËÙËˆË‡ Â‰ËÌ ÛÏ˙Ì-
ÒÍË ÌÓ‚Ó·Ó„‡Ú‡¯, ÍÓÈÚÓ ÔÂÁ 80-ÚÂ Â ·ËÎ ‚Ï‡ÌË‡˜ÂÌ ÔÓ ‡ÏÂËÍ‡ÌÒÍËfl ÚÂÎÂ‚ËÁËÓÌÂÌ
ÒÂË‡Î ◊Ñ‡Î‡Ò“. íÓÁË ˜Ó‚ÂÍ Â ◊ÔÂÒ˙Á‰‡Î“ ‡Ì˜ÓÚÓ ÓÚ ◊Ñ‡Î‡Ò“ ‚ Â‰ËÌ ÓÚ ÛÏ˙ÌÒÍË-
ÚÂ „‡‰Ó‚Â. èÂÒ˙Á‰‡Î „Ó Â ÒÔÓÂ‰ Ì‡˜ËÌ‡, ÔÓ ÍÓÈÚÓ ËÁ„ÎÂÊ‰‡ ‚ ÚÂÎÂ‚ËÁËÓÌÌËfl
ÙËÎÏ, ÌÓ ÁÌ‡ÂÏ, ˜Â ÚÂÎÂ‚ËÁËÓÌÌ‡Ú‡ Í‡ÏÂ‡ Û‚ÂÎË˜‡‚‡ ÒÌËÏ‡ÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó –
Ú‡Í‡ ˜Â ÍÓÔËÂÚÓ Â ÔÓ-„ÓÎflÏÓ ÓÚ ÓË„ËÌ‡Î‡. Ä ÏÓ„‡ ‰‡ ‚Ë ÔÓÍ‡Ê‡ Ë ‡ÍÚ¸Ó‡, ËÁÔ˙ÎÌfl-
‚‡˘ „Î‡‚Ì‡Ú‡ ÓÎfl ‚ ÒÂË‡Î‡, ÔÓÒÂ˘‡‚‡˘ ÍÓÔËÂÚÓ... ë˙˘ËflÚ ˜Ó‚ÂÍ ÒË Â ÔÓÒÚÓËÎ Ë
ÄÈÙÂÎÓ‚‡ ÍÛÎ‡ – Ï‡ÎÍ‡ Ú‡Í‡‚‡. à ÂÚÓ, ˜Â ÒÂ ‚˙˘‡ÏÂ ÓÚÌÓ‚Ó Í˙Ï Ô‡Î‡ÏÂÌÚ‡ ‚
ÅÛÍÛÂ˘... åÛÁÂfl Á‡ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó – ÚÓ‚‡ Â Ò˙˘Ó ◊ÔÂÒ˙Á‰‡‚‡ÌÂ ‚ Û‚ÂÎË˜ÂÌ
‡ÁÏÂ“... àÁ„ÎÂÊ‰‡ Ú‡Í‡...

èÂÁ 1993 „. Ú‡ÚÛË‡ı Ì‡ ‡ÏÓÚÓ ÒË ËÏÂÚÓ Ì‡ Ò‚ÓflÚ‡ ÒÚ‡Ì‡ – ·Â¯Â Ì‡ Â‰ËÌ ÙÂÒÚË-
‚‡Î Ì‡ Ô˙ÙÓÏ‡ÌÒ‡ Ë ÔÓ ‚ÂÏÂ, ÍÓ„‡ÚÓ „Ó‚ÓÂıÏÂ ÏÌÓ„Ó Á‡ Ë‰ÂÌÚË˜ÌÓÒÚÚ‡. ÑÂÒÂÚ
„Ó‰ËÌË ÔÓ-Í˙ÒÌÓ, Ì‡ 4ÚÓ ËÁ‰‡ÌËÂ Ì‡ Ò˙˘Ëfl ÚÓÁË ÙÂÒÚË‚‡Î, Ó·Â˘‡ı Ì‡ ÍÛ‡ÚÓ‡ ‰‡
ÔÂÏ‡ıÌ‡ Ú‡ÚÛËÓ‚Í‡Ú‡. à „Ó Ì‡Ô‡‚Ëı. ç‡Ô‡‚Ëı „Ó ‚ ‡ÏÍËÚÂ Ì‡ ËÁÎÓÊ·‡Ú‡
◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡Ì‡“. éÒÚ‡Ì‡ÎË Ò‡ Ò‡ÏÓ ÌflÍÓË ÚÓ˜ËˆË... à ËÒÍ‡Ï ‰‡ ‰Ó·‡‚fl Ó˘Â
ÌÂ˘Ó – ÏËÒÎfl, ˜Â ÌflÍ‡Í‚‡ Ë‰ÂÌÚË˜ÌÓÒÚ Â ÔÓ-‰Ó·‡ ÓÚ ÌËÍ‡Í‚‡.

èÂÚfl ä‡·‡Í˜ËÂ‚‡: 
èËÚÂÊ‡‚‡ÏÂ ÔÓÒÚÍÓÏÛÌËÒÚË˜ÂÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ, ÔËÚÂÊ‡‚‡ÏÂ ÏÌÓ„Ó Ë‰ÂÌÚË˜ÌÓÒÚË –
ÚÓ‚‡ Â ÔÓ·ÎÂÏ˙Ú. íÓ Â Í‡ÚÓ ‰‡ ÒÂ ËÁ·Ë‡ ÏÂÊ‰Û ÍÓÏÛÌËÁ˙Ï/ÔÓÒÚÍÓÏÛÌËÁ˙Ï – Ì‡
ÍÓ„Ó ÏÛ Â ÔËÚfl·‚‡ÎÓ? èÓÒÚÓ Ë„‡ÂÏ Ò Úflı...

Å‡¯‡Í ëÂÌÓ‚‡: 
èÓÒÚÓflÌÌÓ ÌË ÒÂ ÒÎÛ˜‚‡Ú ‰‡ÏË, ‡ ÒÎÂ‰ Úflı ÔÂ‰ÔÓ˜ËÚ‡ÏÂ ‰‡ ÌË  ÔÓÒÂÚË ‡ÏÌÂÁËfl.
ëËÚÛ‡ˆËflÚ‡ Â ‚ÒÂ Ô‡Í ËÁ‚˙ÌÂ‰ÌÓ ¯ËÁÓÙÂÌË˜Ì‡. á‡ ‰‡ ÏË Â ÔÓ-ÎÂÒÌÓ ‰‡ ËÎ˛ÒÚË-
‡Ï ÒËÚÛ‡ˆËflÚ‡, ˘Â ËÁÔÓÎÁ‚‡Ï ‡·ÓÚ‡ Ì‡ Öı‡Ì åÛ‡ÚÓ„ÎÛ Ò Ì‡Á‚‡ÌËÂ ◊Blatta(nt)
Orientalis(t)“ ÓÚ 2003 „. íÓ‚‡ Â ÍÓÏÔ˛Ú˙ÌÓ „ÂÌÂË‡Ì‡ ‡ÌËÏ‡ˆËfl Ò Û„ÓÎÂÏÂÌË ÚËËÁ-
ÏÂÌË ıÎÂ·‡ÍË, ÓÔËÚ‚‡˘Ë ÒÂ ‰‡ Ì‡ÏÂflÚ Ô˙Ú ÔÂÁ ‰Ó„‡Ï‡, ‰‚ËÊÂ˘Ë ÒÂ ·ÂÁÒÏËÒ-
ÎÂÌÓ, ÒÚÛÔ‚‡˘Ë ÒÂ ÔÓ ˙„ÎËÚÂ, ÔËÎË˜‡˘Ë Ì‡ ÌÂÓ„‡ÌËÁË‡ÌÓ ÒÚ‡‰Ó. ç‡ËÏÂÌÓ‚‡ÌË-

Ñ‚ÓÂˆ Ì‡ Ì‡Ó‰‡/Ô‡Î‡ÏÂÌÚ‡ (ÂÍÒÚÂËÓ Ë ËÌÚÂËÓ) 
House of the People/Parliament (outside and inside views)
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the former Securitate (Secret Service) building. As you all know, Johnny Walker’s logo 
is “Keep Walking”. For me the “keep walking” of the Secret Service and the dictatorship
means that in the most horrific building on earth, second largest only to the Pentagon,
which is the palace of the dictatorship and which is the Parliament now, which is seen
from all parts in Bucharest, hosts now the Museum of Contemporary Art in Bucharest.
And this is the guy who made this decision, the prime minister, a very famous hunter,
who looks like the other hunter, the very famous one, you know...

Luchezar and others: 
And like Zhivkov too... (Todor Zhivkov, the last communist leader in Bulgaria. Tr.)

Dan Perjovschi: 
One quarter of my Bucharest was destroyed so that this building could be constructed.
Not only was Bucharest torn down but architects and artists were also used as slaves for
this thing to be created. So, how can this thing, which represents the politics of my coun-
try, also represent the arts? Inside it looks like this... or like this. 

Some months ago one of the protests of the civil society was addressing the fact that
even now the opening of the files of the Secret Service in my country is still hampered.
The protest involved making a circle around this huge building, the second largest on
Earth. They succeeded in making this kind of a circle but according to my own personal
philosophy we prefer a circle like this one...

Äëà, ÄıË‚ Á‡ Ò˙‚ÂÏÂÌÌÓ 
ËÁÍÛÒÚ‚Ó/ñÂÌÚ˙ Á‡ ıÛ‰ÓÊÂÒÚ‚ÂÌ
‡Ì‡ÎËÁ, ÅÛÍÛÂ˘ 
îÓÚÓ„‡ÙËfl ãË‡ èÂÊÓ‚ÒÍË

CAA, Contemporary Art Archive/
Center for Art Analyze, Bucharest
Photography Lia Perjovschi
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ÂÚÓ Â ÒÏÂÒÂÌÓ Ò ˜ÂÌËfl ıÛÏÓ, ÍÓÌÒÚÛË‡Ì ‚ ‡·ÓÚ‡Ú‡. Ç ÏÓÏÂÌÚ, ÍÓ„‡ÚÓ ËÒÚÓË-
˜ÂÒÍÓÚÓ ÏËÌ‡ÎÓ Ì‡ Â„ËÓÌ‡ ·Ë‚‡ ‚ÁËÏ‡ÌÓ ÔÂ‰‚Ë‰, ËÁ„ÎÂÊ‰‡, ˜Â ‚ÒÂÍË Ô˙Ú ËÁÌËÍ‚‡
ÌÂÓ·ıÓ‰ËÏÓÒÚ ‰‡ ÒÂ ËÁÎÓÊË ÌÂ˘Ó ÓÚÍ˙Ï íÛˆËfl. à ‚ÒÂÍË Ô˙Ú Ò˙˘ÂÒÚ‚Û‚‡ Â‡ÎÌÓ
ÔÂ‰ËÁ‚ËÍ‡ÚÂÎÒÚ‚Ó Ë ËÒÍ ‰‡ ÒÏÂ ÌÂÒÔÓÒÓ·ÌË ‰‡ ÔÂ‰ÒÚ‡‚ËÏ ÌÂ˘Ó, Ò˙ÓÚ‚ÂÚÒÚ‚‡˘Ó
Ì‡ Å‡ÎÍ‡ÌËÚÂ. ÇÂ˜Â ÒÏÂ ÚÓÎÍÓ‚‡ ÓÏÂÒÂÌË, Ì‡ÒËÎÂÌË ‚ÒË˜ÍÓ ‰‡ ÔÂÚÓÔËÏ, ‚ÍÎ˛˜Ë-
ÚÂÎÌÓ ‡ÁÎË˜ËflÚ‡ ÒË, ÔË ÛÌËÚ‡Ì‡Ú‡ ‰˙Ê‡‚Ì‡ ÔÓÎËÚËÍ‡. çÂ ÒÂ ÓÔ‡‚‰‡‚‡Ï.
çÓ Â‡ÎÌÓÒÚÚ‡, ÍÓflÚÓ ÊË‚ÂÂÏ, Â ‚ÂÏÂÌÌ‡.

Ç Ì‡ÒÚÓfl˘Ëfl ÍÓÌÚÂÍÒÚ ËÏ‡Ï Ë Â‰ÌÓ ÊÂÎ‡ÌËÂ – ·Ë ·ËÎÓ ËÁÍÎ˛˜ËÚÂÎÌÓ Î˛·ÂÁÌÓ ÓÚ
ÒÚ‡Ì‡ Ì‡ êÂÌÂ ÅÎÓÍ ‰‡ Í‡ÊÂ ÌÂ˘Ó ÔÓ ‚˙ÔÓÒ‡ Ì‡ ÒÔÂˆË‡ÎÌÓÚÓ ÒË Ò˙ÚÛ‰ÌË˜ÂÒÚ‚Ó
Ò ÏÌÓÊÂÒÚ‚Ó ÚÛÒÍË/Í˛‰ÒÍË ıÛ‰ÓÊÌËˆË ÓÚ ÑË‡·ÂÍË ‚ ·‡ÎÍ‡ÌÒÍ‡Ú‡ ÒË ËÁÎÓÊ·‡.
çflÏ‡Ï ÌË˘Ó ÔÓÚË‚ ÑË‡·ÂÍË, ÌÓ ‚ÒÂ Ô‡Í Ò˙Ï Û˜Û‰ÂÌ‡ Í‡Í˙‚ Â ÍÓÌÚÂÍÒÚ˙Ú, ÍÓÈÚÓ
‰‡‚‡ ‚˙ÁÏÓÊÌÓÒÚ ÚÓÁË ‡ÈÓÌ, ‡ÒÓˆËË‡Ì Ò˙Ò ëÂ‰Ì‡ ÄÁËfl, ‰‡ ÒÂ ‡Á„ÎÂÊ‰‡ Í‡ÚÓ
˜‡ÒÚ ÓÚ ·‡ÎÍ‡ÌÒÍ‡Ú‡ ÒˆÂÌ‡.

êÂÌÂ ÅÎÓÍ: 
íÓ‚‡ Â ÔÓÒÚÓ ˜‡ÒÚ ÓÚ ÍÓÌˆÂÔˆËflÚ‡ ÏË. àÏÂÚÓ Ì‡ ËÁÎÓÊ·‡Ú‡ Â ◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡-
Ì‡“. íÓ‚‡ Â ˆËÚ‡Ú ÓÚ ÏÌÓ„Ó ËÁ‚ÂÒÚÌ‡ ÍÌË„‡ Ò˙Ò Ò˙˘ÓÚÓ Á‡„Î‡‚ËÂ, ÍÓflÚÓ Ò˙Ï ˜ÂÎ Í‡ÚÓ
‰ÂÚÂ, Ì‡ÔËÒ‡Ì‡ ÓÚ ÔÓ˜ÛÚËfl ÔËÒ‡ÚÂÎ ÓÚ 19 ‚ÂÍ ä‡Î å‡È. àÒÚÓËflÚ‡ ‚ ÍÌË„‡Ú‡ Â Í‡Í
ÔÓÚÂ„Îfl ÓÚ ä‡ÈÓ, ÔÂÁ Å‡„‰‡‰ Ë ä˛‰ËÒÚ‡Ì, Ë Ì‡Í‡fl ÔËÒÚË„‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ. íÓ‚‡
Â ‚ÒË˜ÍÓ.

Öı‡Ì åÛ‡ÚÓ„ÎÛ/Erhan Muratoglu Blatta(nt) Orientalis(t), 2003
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I’ll show you some images from a project, which my wife Lia Perjovschi is doing in the
last ten years. It’s called “The Archive of Contemporary Art”, which basically means
“Reserving Space for Criticism and Debate”. It keeps record of the visitors to our studio
in Bucharest, a lot of people...

It’s a project always using art as a background but it is basically about an intimate
space where you can discuss freely. In our case, it is the Balkans, very frustrating and
very interesting at the same time. The last talk we did was with very young curators and
artists from Romania. When later on we presented these young artists in Museums
Quartier in Vienna, we presented a sort of production cycle, such as postcards, cata-
logues, etc., like little fragments. That’s because I strongly believe that this is a time
when we have to choose between institutions, between one thing and many little other
things. In my country where you don’t even have a proper life or production facilities
and you have nowhere to show, in my opinion having a big, very big museum is good
for nothing.

This is another space in Timisoara run by three young female artists. It is called “Karta”,
which in Romanian means, “Map”. And you find details on in that website. This is a very
new initiative – the web scene, which is organized also by very young curators and theo-
reticians by using their own money. This is an art magazine, a private one, published by
an artist in Cluj in Romania. It’s called “Idea, Art and Society” which I strongly recom-
mend to you. The second issue is already out now. By the way, this is the national flag
of Romania, the red, yellow and blue, and it is due to the fact that the city where the
magazine is published is run by a nationalist city council. I’d like to mention also Sean
Snyder’s project… He identified one of the nouveaux riches in Romania who in the 1980s
was obsessed by the American TV series “Dallas”. This man “recreated” the Dallas
ranch in a Romanian city. He recreated it the way it looks in the series but we all know
that the TV camera makes the space bigger – so, the copy is bigger than the original.
Here is the main actor from the TV series who was visiting this copy... The same person
also built up an Eiffel Tower – a little one. And I’m coming back to the Parliament in
Bucharest again... This is the Museum of Contemporary Art – here it is also recreated as
an enlarged version. Looks like that...

In 1993 I tattooed on my shoulder the name of my country – it was at a performance fes-
tival and it was a time when we talked a lot about identity. Ten years later at the same
festival, on its fourth edition, I promised the curator that I would take it away. And I did.
I did this within the show “In the Gorges of the Balkans”. There are just several dots left
now... I want to add one more thing – I think any identity is better than no identity at all.

Petia Kabakchieva: 
We have a post-communist identity, we have a lot of identities, and this is the problem.
This is somehow like the choice between communist/post-communist: why choose one
at all? We are just playing with them...

Basak Senova: 
We have catastrophes and traumas all the time and afterwards we prefer to have amne-
sia. Yet, it is a very schizophrenic situation. To illustrate this situation, there is a work by
Erhan Muratoglu called “Blatta(nt) Orientalis(t)”, 2003. It is a computer generated anima-
tion with 3D oversized cockroaches trying to find an exit in window frames, running
around hasty, gathering in corners and behaving like a herd with no organization. The
name of the work involves with a black humour built through the work. When the histori-
cal background of the region is taken into consideration, it seems that every time there is
a necessity to represent something from Turkey. And every time there is the real chal-
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äËËÎ è‡¯ÍÓ‚: 
ôÂ ÒË ÔÓÁ‚ÓÎfl ‰‡ ÒÂ Ì‡ÏÂÒfl. ÇÂ˜Â ÁÌ‡ÂÚÂ, ˜Â ü‡ Â ÓÚ åÓÒÍ‚‡ Ë ÌflÍÓË ÓÚ ·‡ÎÍ‡ÌÒ-
ÍËÚÂ Â‡ÎÌÓÒÚË ÌÂ π ·flı‡ ÚÓÎÍÓ‚‡ ·ÎËÁÍË, ÍÓ„‡ÚÓ ÔËÒÚË„Ì‡ ‚ Å˙Î„‡Ëfl. èÂÁ 1991 „.,
ÔÓ ‚ÂÏÂ Ì‡ Ì‡˜‡ÎÓÚÓ Ì‡ Ô˙‚‡Ú‡ ÇÓÈÌ‡ ‚ á‡ÎË‚‡, ËÏ‡¯Â ÍÓÏÂÌÚ‡ ÔÓ Ì‡¯‡Ú‡ ÚÂ-
ÎÂ‚ËÁËfl, ˜Â Ì‡È-·ÎËÁÍ‡Ú‡ ÚÓ˜Í‡ Ì‡ ·ÓÈÌËÚÂ ÔÓÎÂÚ‡ Â Ì‡ ÓÍÓÎÓ 1500 ÍÏ ÓÚ ëÓÙËfl.
íÓ„‡‚‡ ü‡, Ë‰‚‡˘‡ ÓÚ ÒÚ‡Ì‡, ÏÌÓ„Ó ÔÓ-„ÓÎflÏ‡ ÓÚ Å‡ÎÍ‡ÌËÚÂ ËÁÓ·˘Ó, Â‡„Ë‡:
◊ä‡Í‚Ó, Ò‡ÏÓ 1500 ÍÏ?“. á‡ ÏÓÒÍÓ‚˜‡ÌË ÚÓ‚‡ ÁÌ‡˜Ë, ˜Â ‚ÓÈÌ‡Ú‡ Â ÚÛÍ, Ì‡·ÎËÁÓ, ÔÓ˜-
ÚË ‚ „‡‰‡. éÔËÚ‚‡ı ÒÂ ‰‡ π Ó·flÒÌfl, ˜Â ÚÂËÚÓËËÚÂ Ì‡ äÛ‚ÂÈÚ Ë à‡Í, Í˙‰ÂÚÓ ÒÂ ‚Ó-
˛‚‡¯Â, ÔÂ‰Ë ÓÍÓÎÓ ‚ÂÍ Ò‡ ·ËÎË ˜‡ÒÚ ÓÚ Â‰Ì‡ Ë Ò˙˘‡ ËÏÔÂËfl Á‡Â‰ÌÓ Ò ÚÂËÚÓËfl-
Ú‡, Ì‡ ÍÓflÚÓ ÊË‚ÂÂÏ. óÂ ‚ „Î‡‚ËÚÂ Ì‡ ıÓ‡Ú‡ ÚÓ‚‡ ÏflÒÚÓ Â ·ÎËÁÍÓ, ÌÂÁ‡‚ËÒËÏÓ ˜Â Á‡
‡ÁÏÂ‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ ÚÓ Â ‰ÓÒÚ‡ ‰‡ÎÂ˜. í‡Í‡‚‡ ·Â¯Â Ë Â‡ÍˆËflÚ‡ ÏË, ÍÓ„‡ÚÓ ‚Ë‰flı
Í˛‰ÒÍË ıÛ‰ÓÊÌËˆË, ÔÂ‰ÒÚ‡‚ÂÌË ‚ Í‡Ú‡ÎÓ„ Ì‡ ·‡ÎÍ‡ÌÒÍ‡ ËÁÎÓÊ·‡. å‡Í‡ ‰‡ ÏËÒ-
Îfl, ˜Â Ó·flÒÌÂÌËÂÚÓ Â ÔÓ-ÒÎÓÊÌÓ Ë ˜Â ÌÂ ÏËÌ‡‚‡ Â‰ËÌÒÚ‚ÂÌÓ ÔÂÁ ÓÏ‡Ì‡ Ì‡ ä‡Î
å‡È – ÒÚÛ‚‡ ÏË ÒÂ, ˜Â ‰ÓÒÚ‡ ıÓ‡, ‚ÍÎ˛˜ËÚÂÎÌÓ Ë ÚË, êÂÌÂ, ‚ËÊ‰‡Ú ÔÓ‰Ó·ËÂ Ì‡
Ú‡‚Ï‡Ú‡...

ÑËÏËÚ˙ ä‡Ï·ÛÓ‚: 
íÓ‚‡, ÍÓÂÚÓ ÒÂ „ÓÚ‚fl ‰‡ Í‡Ê‡, ·Â ÔÎ‡ÌË‡ÌÓ Á‡ ÔÂ‰Ë¯ÂÌ ÂÚ‡Ô. óÛ‰Âı ÒÂ, Í‡Í‚Ó Â
Á‡ÎÓÊÂÌÓÚÓ ÁÌ‡˜ÂÌËÂ Ì‡ ‰ÛÏ‡Ú‡ ◊Ò˙·‡ÌËÂ“, ˜‡ÒÚ ÓÚ ËÏÂÚÓ  Ì‡ ÍÓÌÙÂÂÌˆËflÚ‡ –
◊Å‡ÎÍ‡ÌÒÍÓ Ò˙·‡ÌËÂ“. é˜Â‚Ë‰ÌÓ Â, ˜Â Ò˙˘ÂÒÚ‚Û‚‡Ú ‰‚Â Ì‡„Î‡ÒË ÔË ‡Á„ÎÂÊ‰‡ÌÂ
Ì‡ Ë‰ÂflÚ‡ Á‡ Ò˙·‡ÌËÂ. Ö‰Ì‡Ú‡ „ÎÂ‰‡ ‚ ÔÓÒÓÍ‡Ú‡ Á‡ Ò˙·Ë‡ÌÂ Ì‡ ÌÂ˘Ó ‡ÁÂ‰ËÌÂÌÓ,
‡ÁÏËÚÓ, Ë ÚÓ‚‡ Â Â‰Ì‡Ú‡ ÔÂÒÔÂÍÚË‚‡, ÓÚ ÍÓflÚÓ ÏÓÊÂÏ ‰‡ ‡Á„ÎÂÊ‰‡ÏÂ Ò˙·‡ÌËÂ-
ÚÓ – ÒflÍ‡¯ Â ËÏ‡ÎÓ ÌÂ˘Ó Í‡ÚÓ Ó·Â‰ËÌÂÌËÂ, ÍÓÂÚÓ Â ·ËÎÓ Á‡„Û·ÂÌÓ, Ë ‚˙ÔÓÒ˙Ú Â ‰‡
ÒÂ ‚˙ÁÒÚ‡ÌÓ‚Ë. çÓ ÚÓ‚‡ ËÁ„ÎÂÊ‰‡ Ì‡Ô‡‚Ó ‡·ÒÛ‰ÌÓ. á‡˘Ó? á‡˘ÓÚÓ, ‡ÍÓ „Ó‚ÓËÏ Á‡
ÌË‚ÓÚÓ Ì‡ ‚ËÒÓÍ‡Ú‡ ÍÛÎÚÛ‡, ÚÓ‚‡ ÌÂ Â ‚˙ÔÓÒ Ë ÌËÍÓ„‡ ÌÂ ÒÂ Â ÒÎÛ˜‚‡ÎÓ – ‰‡ ÒÏÂ
ËÏ‡ÎË ÌflÍ‡Í˙‚ ‚Ë‰ Ó·Â‰ËÌÂÌËÂ. à ‚ ÚÓÁË ÒÏËÒ˙Î ÌÂ ÏÓÊÂÏ ‰‡ ËÏ‡ÏÂ Ò˙·‡ÌËÂ –
Ú. Â. Ì‡ ÌÂ˘Ó, ÍÓÂÚÓ ÌËÍÓ„‡ ÌÂ Â ·ËÎÓ. éÚ ‰Û„‡ ÒÚ‡Ì‡, ‡ÍÓ ÓÚË‰ÂÏ, Ú‡Í‡ ‰‡ ÒÂ Í‡ÊÂ,
Ì‡ ÔÓ-ÌËÒÍÓ ÌË‚Ó, Ì‡ ÔÓ-ÌËÒÍ‡Ú‡ ˜‡ÒÚ ÓÚ Ó·Â‰ËÌÂÌËÂÚÓ ÌË – ÓÚÌÓ‚Ó ÌÂ ÏÓÊÂÏ ‰‡
ËÏ‡ÏÂ Ò˙·‡ÌËÂ, ÌÓ ÓÚ Ò˙‚ÒÂÏ ‡ÁÎË˜Ì‡ ÔÂÒÔÂÍÚË‚‡: ÚÓ‚‡ Ó·Â‰ËÌÂÌËÂ ÌËÍÓ„‡ ÌÂ
ÒÂ Â ‡ÁÔ‡‰‡ÎÓ Ë ‚ ÚÓÁË ÒÏËÒ˙Î Ò˙·Ë‡ÌÂÚÓ ÏÛ Â Ô‡Í ÌÂ‚˙ÁÏÓÊÌÓ. èÓÒÚ‡‡ı ÒÂ ‰‡

êÂÌÂ ÅÎÓÍ/René Block
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lenge and the risk of being incapable of presenting something that fits the Balkans.
We are so mixed up and we have already forced to fuse everything, including differences
under the unitarian state policy. I’m not being apologetic. But the reality we are living in is
temporary.

In this context, I have a question; it would be very kind of René Block to reflect on the
fact that he has particularly collaborated with lots of Turkish/Kurdish artists from
Diyarbakir in his Balkan show. I have no objection to Diyarbakir, yet I wonder in which
context such a region which is associated with the Middle East, could be considered as
a part of a Balkan Scene.

René Block: 
That is simply part of my idea. The title of the exhibition is “In the Gorges of the Balkan”.
It is a quotation from a very famous book I red as a child with the same title, written by a
very famous writer from the end of 19th c., Karl May. The story in the book is how he
started a journey from Cairo, via Baghdad and Kurdistan and then he ended up in the
Balkans. That’s all.

Kiril Prashkov: 
I’ll take the liberty to say a word. You know already that Iara comes from Moscow and
some of the Balkan realities were not so clear to her when she arrived in Bulgaria.
In 1991 when the first war in the Gulf started there was a comment on Bulgarian TV that
the nearest battle point of that war is around 1500 km from Sofia. Her response – as she
had come from a much larger country than the Balkans are – was: “What, only 1500
km?” For a Muscovite this means the war is very close, almost entering the city. I was
trying to explain to her that this territory in Kuwait and Iraq where the war was had been
part of the same empire about one century ago, together with the territory where we live
now. That somehow in people’s minds this is a place, which is very close even though
considering the size of the Balkans, it is quite far away. This was my response when 
I saw Kurdish artists presented in the catalogue of a Balkan show. But I think that the
explanation could be even deeper and not only through the novel of Karl May – I think
that somehow a lot of people, including you, René, see a similarity in the trauma...

Dimitar Kamburov: 
What I was going to say was intended for an earlier stage of this conference. I was won-
dering about the meaning of the word “reunion”, which is part of the name of the confer-
ence, Balkan reunion. It is quite obvious that there are two attitudes about the idea of a
reunion. One of them sees it as a reunion of something that has been separated, dissolved
and this is the first perspective – as if there was something like a union that has been lost
and the question is to recover this union. But it seems just absurd. Why? Because if we are
talking about the level of high culture, this has never been an issue, it never happened –
we never had any kind of union. And in this sense we couldn’t have a reunion – of some-
thing that never existed in the first place. On the other hand, if we are talking about the
lower level, so to speak, of our unification, it is again impossible to have a reunion, but
from a totally different perspective: this union has never been lost and in this sense again
re-union is impossible. What I was trying to think about was the implication of the title – 
I mean the creative mistake in the title is very much like looking for that part, which com-
bines the higher and the lower parts of our thinking, the mind and the lower parts of our
bodies, so to say. I’d say that this is probably art. But here the differences commence.

I have been working in the field of literature, film and music for quite some time. From my
perspective, I somehow try to avoid the visual arts. I would say that it is because my feel-
ing is that the issue of the Balkans is not posed in quite the same way both in visual arts,
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ÏËÒÎfl Á‡ ÌÂ‰ÓÏÎ˙‚Í‡Ú‡ ‚ Á‡„Î‡‚ËÂÚÓ – ËÏ‡Ï ÔÂ‰‚Ë‰, ˜Â Ú‚Ó˜ÂÒÍ‡Ú‡ „Â¯Í‡ ‚ Á‡„-
Î‡‚ËÂÚÓ ÔËÎË˜‡ ÏÌÓ„Ó Ì‡ ÓÌÁË ‡Á‰ÂÎ, ÍÓÈÚÓ Ó·Â‰ËÌfl‚‡ ‚ËÒÓÍ‡Ú‡ Ë ÌËÒÍ‡Ú‡ ˜‡ÒÚ
Ì‡ ÏËÒÎÂÌÂÚÓ ÌË, Ò˙ÁÌ‡ÌËÂÚÓ Ë ◊‰ÓÎÌ‡Ú‡“ ˜‡ÒÚ Ì‡ ÚÂÎ‡Ú‡ ÌË, Ú‡Í‡ ‰‡ ÒÂ Í‡ÊÂ. ÅËı
Í‡Á‡Î, ˜Â ÚÓ‚‡ Â, ‚ÂÓflÚÌÓ, ËÁÍÛÒÚ‚Ó. çÓ ÚÓ˜ÌÓ ÚÛÍ Á‡ÔÓ˜‚‡Ú ‡ÁÎË˜ËflÚ‡.

ê‡·ÓÚfl ‚ ÔÓÎÂÚÓ Ì‡ ÎËÚÂ‡ÚÛ‡Ú‡, ÍËÌÓÚÓ Ë ÏÛÁËÍ‡Ú‡, Ë ÚÓ ÓÚ ‰ÓÒÚ‡ ‚ÂÏÂ. éÚ ÏÓflÚ‡
ÔÓÁËˆËfl ÒÂ ÓÔËÚ‚‡Ï ÌflÍ‡Í ‰‡ ËÁ·Â„Ì‡ ‚ËÁÛ‡ÎÌËÚÂ ËÁÍÛÒÚ‚‡. ÅËı Í‡Á‡Î, ˜Â ÒÂ ÒÎÛ˜‚‡
Ú‡Í‡, Á‡˘ÓÚÓ ËÏ‡Ï ÛÒÂ˘‡ÌÂÚÓ, ˜Â ÚÂÏ‡Ú‡ Á‡ Å‡ÎÍ‡ÌËÚÂ ÌÂ ÒÚÓË ‚˙‚ ‚ËÁÛ‡ÎÌËÚÂ ËÁ-
ÍÛÒÚ‚‡ ÔÓ Ò˙‚ÒÂÏ Ò˙˘Ëfl Ì‡˜ËÌ Í‡ÍÚÓ ‚ ‰ËÒÍÛÒ‡ Á‡ ËÁÍÛÒÚ‚‡Ú‡, Ú‡Í‡ Ë ‚ ÒÓ·ÒÚ‚ÂÌÓ-
ÚÓ ÏË ÔÓÎÂ. ÅËı Í‡Á‡Î Ó˘Â, ˜Â ÒÚÂ „ÓÎÂÏË Í˙ÒÏÂÚÎËË – „Ó‚ÓÂÈÍË, ÏËÒÎÂÈÍË Ë Ò˙Á-
‰‡‚‡ÈÍË ËÁÍÛÒÚ‚Ó, ·‡ÁË‡ÌÓ ‚˙ıÛ ‚Ë‰ ·‡ÎÍ‡ÌÒÍ‡ Ë‰Âfl. á‡˘Ó? á‡˘ÓÚÓ ÔÂ‰ÒÚ‡‚flÌÂ-
ÚÓ ‚Ë Ò˙˘ÂÒÚ‚Û‚‡ ÓÔÂ‰ÂÎÂÌÓ Í‡ÚÓ ıÛ‰ÓÊÌËˆË, Ë ÚÓ ÚÓ˜ÌÓ ‚‡¯Â – Ì‡ Ò˙Á‰‡ÌËfl, Ë‰‚‡-
˘Ë ÓÚ Å‡ÎÍ‡ÌËÚÂ. à ÌË˘Ó ÔÓ‚Â˜Â. çÂ Ò˙˘ÂÒÚ‚Û‚‡ ÔÂ‰ÏÂÚ, ÙÓÏ‡ ËÎË Ò˙‰˙Ê‡ÌËÂ,
ÍÓÈÚÓ ‰‡ ÏÓÊÂ ‰‡ ÒÂ ÓÔÂ‰ÂÎË Í‡ÚÓ ÒÔÂˆË‡ÎÌÓ Ì‡ÒÓ˜ÂÌ Í˙Ï ·‡ÎÍ‡ÌÒÍ‡Ú‡ ÚÂÏ‡.

éÚ ‰Û„‡ ÒÚ‡Ì‡, ÌÂ Â ÚÓÎÍÓ‚‡ ÚÛ‰ÌÓ ‰‡ ÒÂ Ì‡Ô‡‚Ë Ò‡‚ÌÂÌËÂ ÏÂÊ‰Û Ì‡È-‰Ó·ËÚÂ
ÔÓËÁ‚Â‰ÂÌËfl ‚ ÎËÚÂ‡ÚÛ‡Ú‡, ÏÛÁËÍ‡Ú‡, ÍËÌÓÚÓ Ë ‚ËÁÛ‡ÎÌËÚÂ ËÁÍÛÒÚ‚‡. ÅË ·ËÎÓ
ÏÌÓ„Ó ÔÓÒÚÓ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ÒÚÂ ‰ÓÒÚ‡ ÔÓ-Ò‚Ó·Ó‰ÌË ‚ ÚÓ‚‡ ÓÚÌÓ¯ÂÌËÂ. ÅËı Í‡Á‡Î,
˜Â Ë‰ÂflÚ‡ ‰‡ ÒÂ ËÁÔÓÎÁ‚‡Ú Å‡ÎÍ‡ÌËÚÂ Ë ◊·‡ÎÍ‡ÌÒÍÓÒÚÚ‡“ ÔË ÔË·ÎËÊ‡‚‡ÌÂ Ì‡ ·‡Î-
Í‡ÌÒÍ‡Ú‡ ÚÂÏ‡ Â ‰ÓÒÚ‡ ÔÓ‰‡‚‡ÂÏ‡. çÓ Ò‡Ï‡Ú‡ Ë‰Âfl Á‡ ÔÓÒÚÓfl‚‡ÌÂ Ì‡ ÚËÔ ÏÂÒÚÌ‡
ÙËÎÓÒÓÙËfl ËÎË ÏÂÒÚÂÌ ÂÒÚÂÚË˜ÂÒÍË ‰ÌÂ‚ÂÌ Â‰ Â ÌÂ˘Ó, Ò ÍÓÂÚÓ ÌÂ ‚ËÊ‰‡Ï ‰‡ ÒÂ
ÒÔ‡‚flÚÂ ÚÓÎÍÓ‚‡ ‰‡·Â. á‡‚˙¯ÂÍ˙Ú ÏË ·Ë ·ËÎ Ú‡Í˙‚ – „Ó‚ÓËÏ ÏÌÓ„Ó Á‡ ÍÓÏÛÌË-
Í‡ˆËfl Ë ËÌÙÓÏ‡ˆËfl, Í‡ÚÓ ˜Â Ò‡ ÌÂ˘Ó ÔÓ Ô‡‚ËÎÓ ÔÓÁËÚË‚ÌÓ. íÓ‚‡ Â ÒÏÂ¯Ì‡ Ì‡„Î‡-
Ò‡ ÒÎÂ‰ ‚ÒË˜ÍË ÍÌË„Ë Ë ËÌÚÂÎÂÍÚÛ‡ÎÌË ÔÓÂÍÚË, „Ó‚ÓÂ˘Ë ËÏÂÌÌÓ Á‡ ÍÓÏÛÌËÍ‡ˆËÓÌ-
ÌË Ë ËÌÙÓÏ‡ˆËÓÌÌË ‚ÂË„Ë. ê‡Á·Ë‡ ÒÂ, ÁÌ‡ÂÚÂ Á‡ ÍÌË„‡Ú‡ ◊àÏÔÂËflÚ‡“ Ë ËÁÍÎ˛-
˜ËÚÂÎÌÓ ÌÂ„‡ÚË‚ÌÓÚÓ ÓÚÌÓ¯ÂÌËÂ, ËÁ‡ÁÂÌÓ Ú‡Ï ÔÓ ÔÓ‚Ó‰ Ì‡ÎË˜Ì‡Ú‡ ËÌÙÓÏ‡ˆËfl Ë
ÍÓÏÛÌËÍ‡ˆËfl. èÂÍ‡ÎÂÌÓ ÒÏÂ ‚ÔËÏ˜ÂÌË ‚ ÒÚÛÍÚÛËÚÂ Ë ËÌÙ‡ÒÚÛÍÚÛËÚÂ Ì‡ Ì‡-
¯Ëfl Ò‚flÚ, ÔÓÁËÚË‚ÌË Í˙Ï Ë Á‡‚Î‡‰ÂÌË ÓÚ Ë‰ÂflÚ‡ ‰‡ ÒÏÂ Á‡Â‰ÌÓ, ÍÓÏÛÌËÍ‡ÚË‚ÌË, ËÌ-
ÙÓÏ‡ÚË‚ÌË Ë Ú. Ì. éÚ ÏÓflÚ‡ ÔÓÒÓÍ‡ ËÒÚËÌÒÍËflÚ ÔÓ·ÎÂÏ ÌÂ Â, ˜Â Å‡ÎÍ‡ÌËÚÂ ÒÂ ‚˙Á-
ÔËÂÏ‡Ú Ò ÌÂ„‡ÚË‚ÌÓ ÓÚÌÓ¯ÂÌËÂ ËÎË Í‡ÚÓ ÌÂ„‡ÚË‚Ì‡ ÍÓÌÒÚÛÍˆËfl, – ÚÓÈ Â ‚ ÚÓ‚‡, ˜Â
ÚÂ ÌÂ Ò˙˘ÂÒÚ‚Û‚‡Ú, ÓÚÒ˙ÒÚ‚‡Ú, ˜Â Ò‡ Ô‡ÁÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÒÎflÔÓ ÔÂÚÌÓ. í‡Í˙‚ Â
ÔÓ·ÎÂÏ˙Ú Ì‡È-Ï‡ÎÍÓÚÓ ÓÚ ‰ËÒÍÛÒË‚Ì‡ „ÎÂ‰Ì‡ ÚÓ˜Í‡. éÚ ‚‡¯‡ ÒÚ‡Ì‡ ÌflÍ‡Í ÛÒÔfl-
‚‡ÚÂ ‰‡ ÒÂ ÒÔ‡‚ËÚÂ, ÔÓfl‚fl‚‡ÚÂ ÒÂ Í‡ÚÓ ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËˆË. íÓ‚‡ Â Â‰ÌÓ „ÓÎflÏÓ
ÔÂ‰ËÏÒÚ‚Ó Ò Ó„ÎÂ‰ ‰ËÒÍÛÒË‚Ì‡Ú‡ Â‡ÎÌÓÒÚ. í‚˙‰fl, ˜Â ÓÚ ÔÂÒÔÂÍÚË‚‡Ú‡ Ì‡ ë˙Â-
‰ËÌÂÌËÚÂ ˘‡ÚË ËÎË ÄÌ„ÎËfl ÔÓ ‚˙ÔÓÒ‡, ÒÚ‡ÌË, Í˙‰ÂÚÓ Ì‡ÒÍÓÓ ÔÂÍ‡‡ı ËÁ‚ÂÒÚÌÓ
‚ÂÏÂ, ÌËÂ ÔÓÒÚÓ ÌÂ Ò˙˘ÂÒÚ‚Û‚‡ÏÂ ÔÓ ÓÚÌÓ¯ÂÌËÂ Ì‡ ‰ËÒÍÛÒË‚ÌÓÚÓ ÔÓÎÂ Ì‡ Ú‡ÁË
·‡ÎÍ‡ÌÒÍ‡ Â‡ÎÌÓÒÚ. í‡Í‡ ˜Â ÔÓÒÚÓ ÒÚÂ Í˙ÒÏÂÚÎËË.

ìÓ¯ ÑÊÛË˜: 
åÓÊÂÚÂ ÎË ‰‡ ÌË Í‡ÊÂÚÂ, ‡ Í‡Í‚Ó Ò˙˘ÂÒÚ‚Û‚‡? ä‡Í‚Ó ‡Á·Ë‡ÚÂ ÔÓ‰ ·‡ÎÍ‡ÌÒÍ‡ Â-
‡ÎÌÓÒÚ ‚ ÄÏÂËÍ‡? çÂ „Ó ‡Á·Ë‡Ï. ÑÛ„Ó: ‡ÍÓ ÌÂ Ò˙˘ÂÒÚ‚Û‚‡, Í‡Í‚‡ Â ÚÓ„‡‚‡ Â-
ˆÂÔˆËflÚ‡, ‡ÍÓ ËÁÓ·˘Ó ËÏ‡ ÂˆÂÔˆËfl? á‡˘ÓÚÓ ÚÓ‚‡ Â ÍÎ˛˜Ó‚ËflÚ ‚˙ÔÓÒ: ËÏ‡ ÎË
ËÁÓ·˘Ó ÂˆÂÔˆËfl ‚ ÄÏÂËÍ‡?

ÑËÏËÚ˙ ä‡Ï·ÛÓ‚: 
íÓ˜ÌÓ ÚÓ‚‡ Ú‚˙‰fl. ëÏËÒ˙Î˙Ú Ì‡ ÌÂ„‡ÚË‚ÌÓÚÓ ÓÚÌÓ¯ÂÌËÂ Â ‚Ë‰ ÔÓÁËÚË‚ÌÓ ‚˙ÁÔËÂ-
Ï‡ÌÂ. éÚ Ì‡¯‡ „ÎÂ‰Ì‡ ÚÓ˜Í‡, ÒÔÓÂ‰ ÚÓ‚‡ Í‡ÍÚÓ ÌË ‚˙ÁÔËÂÏ‡ á‡Ô‡‰˙Ú, ÔÓ·ÎÂÏ˙Ú
Â, ˜Â ÔÓÒÚÓ ÌÂ Ò˙˘ÂÒÚ‚Û‚‡ÏÂ, ˜Â ÒÏÂ Ô‡ÁÌÓ Ë ÒÎflÔÓ ÔÓÒÚ‡ÌÒÚ‚Ó. íÓ‚‡ Â, ÍÓÂÚÓ
Í‡Á‚‡Ï. ëÎÂ‰‚‡ ÌÂ„‡ÚË‚Ì‡Ú‡ Ì‡„Î‡Ò‡. íÛÍ Â „ÓÎflÏÓÚÓ ‡ÁÎË˜ËÂ: Ó·˘ÌÓÒÚÚ‡ Ì‡ ıÛ-
‰ÓÊÌËˆËÚÂ Â ÔÂÏËÌ‡Î‡ „‡ÌËˆËÚÂ ÏÌÓ„Ó ÔÓ-ÛÒÔÂ¯ÌÓ, ÓÚÍÓÎÍÓÚÓ Ó·˘ÌÓÒÚËÚÂ ÓÚ
‰Û„Ë ÔÓÎÂÚ‡ Ë Ì‡ ‰Û„Ë ‰ËÒˆËÔÎËÌË – ÚÓ‚‡ Â, ÍÓÂÚÓ Ú‚˙‰fl.
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and in the discourse on arts as it is in my own field. I would also say that you are very
lucky – talking, thinking and creating art based on a kind of a Balkan idea. Why?
Because your representation definitely exists as one of artists and it is really yours, of
creatures coming from the Balkans and nothing else. There is no subject, form or con-
tent that could be defined as particularly focused on the Balkan issue.

On the other hand, it is not so difficult to make a comparison between the best works in
literature, music, and cinema and in the visual arts. It will be quite simple to say that you
are much freer in this respect. I’d say that the idea of using the Balkans and Balkanness
when you are approaching Balkan issues, is quite marketable. But the very idea of con-
structing a kind of local philosophy, or a local aesthetic agenda is something that I don’t
see you achieving that well. My final point would be – we are talking very much about
communication and information as if it was something that is positive by definition. It is a
funny attitude after all the books and intellectual projects that discuss exactly the chains
of communication, the chains of information. And of course you know about the book
“Empire” and the very negative attitude it expresses with regard to information and com-
munication that are available. We are much too much caught up in the structures, in the
infrastructures of our world by being so positive about and obsessed by the idea of
being together, being communicative, being informative and so on. From my perspective
the real problem is not that the Balkans are perceived negatively, or as a negative con-
struction – the problem is that they don’t exist, they are absent, they are an empty space,
a blind spot. This is the problem at least from a discursive point of view. From your point
of view, you somehow manage to deal with it, to make your case as Balkan artists. This
is a great advantage with regard to discursive reality. I propose that from the perspective
of the United States or England on the matter, where I spent some time recently, we just
don’t exist with regard to the discursive field of this Balkan reality. So, you are just lucky. 

Uros Djuric: 
Could you tell us what exists? What do you mean by Balkan reality in America? I don’t
understand this. Another thing: if it doesn’t exist, then what is its reception, if there is any
reception? Because this is the key point: is there any reception in America?

ÑËÏËÚ˙ ä‡Ï·ÛÓ‚, à‚‡Ì åÛ‰Ó‚/Dimitar Kamburov, Ivan Moudov
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Ñ‡Ì èÂÊÓ‚ÒÍË: 
èÂÍ‡ÎÂÌÓ Ò˙Ï ‚ ÏÂ‰ËËÚÂ, ‚˙‚ ‚ÂÒÚÌËˆËÚÂ, Ë ÒÔÓÂ‰ ÓÔËÚ‡ ÏË ÔÓ-‰Ó·Â Â ‰‡ ÌflÏ‡
ÌÓ‚ËÌË, Ú˙È Í‡ÚÓ ÌÓ‚ËÌËÚÂ ÓÚ ÚÓÁË Â„ËÓÌ Ò‡ ‚ËÌ‡„Ë ÎÓ¯Ë. í‡Í‡ ˜Â, ‡ÍÓ ÌflÏ‡ ÌÓ‚Ë-
ÌË, ÚÓ‚‡ ÁÌ‡˜Ë, ˜Â ‚ÒË˜ÍÓ Â éä. ÇÚÓÓ: ÔÂÁ ÔÓÒÎÂ‰ÌËÚÂ 15 „Ó‰ËÌË ÓÚ Ô‡ÍÚËÍ‡Ú‡ ÏË
Ò˙Ï ÒÏÂÌflÎ ÚÂÏËÚÂ, Â‡ÎÌÓÒÚÚ‡ ÏÂ Â ÔËÌÛÊ‰‡‚‡Î‡ ‰‡ ÒÂ Ó·flÒÌfl‚‡Ï. ÜÂÌ‡ ÏË Ë ‡Á
ÒÏÂ ÒÂ„‡ ‚ ÔÓ„‡Ï‡, Ì‡Â˜ÂÌ‡ ◊Dizzident“ – ÓÚ ◊dizzy“ (Á‡Ï‡flÌ) Ì‡ ‡Ì„ÎËÈÒÍË – Á‡-
˘ÓÚÓ ÌÂ ÁÌ‡ÂÏ ÍÓÏÛ ÚÓ˜ÌÓ ÒÂ ÔÓÚË‚ÓÔÓÒÚ‡‚flÏÂ, ‰ÌÂÒ ÒÏÂ ÒÚ‡Ì‡ÎË ÚÓÁË ÚËÔ ‰ËÒË-
‰ÂÌÚË.

ÑËÏËÚ˙ ä‡Ï·ÛÓ‚: 
ÉÎÂ‰Ì‡Ú‡ ÏË ÚÓ˜Í‡ Â Ó·‡ÚÌ‡ – ‚Â˜Â fl ËÁÍ‡Á‡ı. åÌÓ„Ó ÔÓ-‰Ó·Â Â ‰‡ Ò˙˘ÂÒÚ‚Û‚‡¯,
Ï‡Í‡ Ë ‚ ÌÂ„‡ÚË‚ÌÓ ÔÓÎÂ, ÓÚÍÓÎÍÓÚÓ ‰‡ ÌÂ Ò˙˘ÂÒÚ‚Û‚‡¯. ÅËı Í‡Á‡Î, ˜Â ÚÓ‚‡ Â ·˙Î-
„‡ÒÍË ÔÓ·ÎÂÏ, ÏÓÊÂ ·Ë ÔÓ‚Â˜Â, ÓÚÍÓÎÍÓÚÓ ÔÓ·ÎÂÏ Ì‡ ‚ÒË˜ÍË ÓÒÚ‡Ì‡ÎË ·‡ÎÍ‡ÌÒ-
ÍË ÒÚ‡ÌË ËÎË ÒÚ‡ÌË, ‰ÓÌflÍ˙‰Â ÔËÒ˙Â‰ËÌÂÌË Í˙Ï Å‡ÎÍ‡ÌËÚÂ. çÓ Ì‡˜ËÌ˙Ú, ÔÓ ÍÓÈÚÓ
ÌÂ Ò˙˘ÂÒÚ‚Û‚‡ÏÂ, Ì‡ËÒÚËÌ‡ Â, ·Ëı Í‡Á‡Î, ‰‡Ï‡ÚË˜ÂÌ.

ìÓ¯ ÑÊÛË˜: 
Ö‰ËÌ Ô‡‡ÎÂÎ, Ì‡ÏË‡Ï „Ó Á‡ ËÌÚÂÂÒÂÌ, Á‡˘ÓÚÓ ÏË ÒÂ „Ó‚ÓË Í‡ÚÓ ÂˆËÔËÂÌÚ.
åËÌ‡ÎËfl ÏÂÒÂˆ ËÏ‡ı ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ÔÂ‰ÒÚ‡‚fl ‚ ÅÂÎ„‡‰ Ú. Ì‡. ÏÎ‡‰Ë Nordic
literary people. ä‡ÍÚÓ Ë ‰‡ Â, ÌÓ Û Ì‡Ò ‚˙ÁÔËflÚËÂÚÓ ·Â¯Â ·ÎËÁÓ ‰Ó ÚÓ‚‡, ÍÓÂÚÓ á‡Ô‡-
‰˙Ú ËÏ‡ Á‡ Ì‡Ò. à Ú‡Í‡, ËÏ‡ÏÂ Ò‚ÓÂ ‚˙ÁÔËflÚËÂ Á‡ ÒÂ‚ÂÌËÚÂ ÒÍ‡Ì‰ËÌ‡‚ÒÍË ÒÚ‡ÌË.
èËÚ‡¯ Ë ‚Â‰Ì‡„‡ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ àÒÎ‡Ì‰Ëfl, îËÌÎ‡Ì‰Ëfl, ò‚ÂˆËfl, çÓ‚Â„Ëfl Ë Ñ‡ÌËfl –
ÔÓ‚Â˜ÂÚÓ ÓÚ Ì‡Ò ËÏ‡Ú ÚÓ˜ÌÓ Ú‡ÍÓ‚‡ Ó·˘Ó ÔÓÌflÚËÂ Á‡ ÒÂ‚ÂÌË ÒÚ‡ÌË. ì·Â‰ÂÌ Ò˙Ï,
˜Â ÌËÍÓÈ ÓÚ ÔËÒ˙ÒÚ‚‡˘ËÚÂ ÌÂ ÔÓÁÌ‡‚‡ ‰Â·ÌËÚÂ ‰ÂÚ‡ÈÎË, ÍÓËÚÓ „Ë ‰ÂÎflÚ. í. Â. Ò˙-
˘ÓÚÓ Â, ÌÓ Ì‡ÓÔ‡ÍË. èËÚ‡ı „Ë: ◊àÁÓ·˘Ó Ò˜ËÚ‡ÚÂ ÎË ÒÂ·Â ÒË Á‡ ÒÍ‡Ì‰ËÌ‡‚ˆË? ä‡Á‚‡-
ÚÂ ÎË – ÔÓËÁıÓÊ‰‡Ï ÓÚ ëÍ‡Ì‰ËÌ‡‚Ëfl?” éÚ„Ó‚‡flÚ ◊ÌÂ“. ÅËı‡ Í‡Á‡ÎË ◊Ë‰‚‡Ï ÓÚ
ëÚÓÍıÓÎÏ, ÓÚ ò‚ÂˆËfl, ÓÚ àÒÎ‡Ì‰Ëfl...“ Ë Ú. Ì. èÓÌflÍÓ„‡ Í‡Á‚‡Ú, ˜Â Ò‡ ÓÚ ÒÂ‚ÂÌËÚÂ
ÒÚ‡ÌË. ç‡ Ô‡ÍÚËÍ‡ ÌÂ ÚË ‚ÎËflÂ ÚÓÎÍÓ‚Ó ÒËÎÌÓ Í‡Í ‰Û„Ë Ì‡Ó‰Ë ‚ËÊ‰‡Ú Ú‚ÓflÚ‡ ÔÓ-
ÁËˆËfl. çÂ ÏÓÊÂ¯ ‰‡ ÔÓ‚ÎËflÂ¯ Ì‡ Ù‡ÍÚ‡ Í‡Í˙‚ ËÁ„ÎÂÊ‰‡¯ Ì‡ ÌflÍÓ„Ó. çÂ Â ÌÂ˘Ó, ÍÓ-
ÂÚÓ ‰‡ Â ‚˙ÁÏÓÊÌÓ ‰‡ ·ÛÚ‡¯ Ì‡ÔÂ‰.

çÓ ÌÂ Ò˙Ï Ò˙„Î‡ÒÂÌ Ò ‚‡Ò ÔÓ ËÒÚÓËflÚ‡ Á‡ ·‡ÎÍ‡ÌÒÍÓÚÓ Ò˙·‡ÌËÂ. ç‡ÏË‡Ï ÚÂÏË-
Ì‡ Á‡ ‰ÓÒÚ‡ ˆËÌË˜ÂÌ. Å‡ÎÍ‡ÌÒÍÓÚÓ Ò˙·‡ÌËÂ Â Â‰Ì‡ ËÒÚÓËfl ·ÂÁ Í‡È, ËÒÚÓË˜ÂÒÍË
‡ÁÔÓÎÓÊÂÌ‡ Ë ÓÔËÚ‚‡Ì‡ ÚÓÎÍÓ‚‡ ÏÌÓ„Ó Ô˙ÚË, ÓÒÓ·ÂÌÓ ‚˙‚ ‚ÂÏÂÌ‡Ú‡ Ì‡ „ÓÎÂÏËÚÂ
ËÏÔÂËË Í‡ÚÓ éÚÓÏ‡ÌÒÍ‡Ú‡ Ì‡ÔËÏÂ. ëÎÂ‰ ÌÂfl ËÏ‡ Ë‰Âfl Á‡ Å‡ÎÍ‡ÌÒÍË Ò˙˛Á ÔÂÁ
19 ‚ÂÍ; Ë‰Âfl Á‡ Ó·Â‰ËÌÂÌËÂ ÔÂ‰Ë è˙‚‡Ú‡ Ò‚ÂÚÓ‚Ì‡ ‚ÓÈÌ‡ (ÂÚÓ Á‡˘Ó ‚ÒË˜ÍË ÚÂÁË
Å‡ÎÍ‡ÌÒÍË ‚ÓÈÌË); ËÏ‡ÎÓ Â Ë‰Âfl Á‡ Ò˙˛Á ‰ÓË ÔÂÁ 1946-47 „., ÒÎÂ‰ ÇÚÓ‡Ú‡ Ò‚ÂÚÓ‚-
Ì‡ ‚ÓÈÌ‡. ä‡ÍÚÓ ÒË ÒÔÓÏÌflÚÂ, ËÏ‡ „ÓÎflÏ‡ Â‚ÓÎ˛ˆËfl ‚ É˙ˆËfl ÔÓ ÚÓ‚‡ ‚ÂÏÂ, ÍÓÏÛ-
ÌËÒÚË˜ÂÒÍ‡, „‡Ê‰‡ÌÒÍ‡ ‚ÓÈÌ‡... àÏ‡ Â‰ËÌ ‚Ë‰ Å‡ÎÍ‡ÌÒÍË Ò˙˛Á ‚ ÒÏËÒ˙Î Å‡ÎÍ‡ÌËÚÂ
Í‡ÚÓ ◊ÔÂÏ‡ÌÂÌÚÌÓ ÌÂÛÒÔÂ¯ÂÌ ÔÓÂÍÚ“.

ä‡ÒËÏË íÂÁËÂ‚: 
ÇË‰flı ‚ÒË˜ÍË ÔÓÊÂÍˆËË Ë ˜Ûı ÔÓÁËˆËËÚÂ, ÌÓ ÏË ÒÂ ÒÚÛ‚‡, ˜Â ÔÓ‚Â˜ÂÚÓ ÓÚ ÔÂ‰Ò-
Ú‡‚flÌËflÚ‡ ‚Ò˙˘ÌÓÒÚ ÔÓÍ‡Á‚‡ı‡ ÏÂÒÚÌËfl ÒË ÍÓÌÚÂÍÒÚ, ÎÓÍ‡ÎÌË ÚÂÏË. à ‰ÓË „Ó ‡Í-
ˆÂÌÚË‡ı‡. Ç Ò˙˘ÓÚÓ ‚ÂÏÂ ÒÏÂ ÒÂ Ò˙·‡ÎË ÔÓ‰ ·‡ÎÍ‡ÌÒÍË ÂÚËÍÂÚ, Á‡ ÚÂÏ‡Ú‡ ◊Å‡Î-
Í‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ“. óÛ‰fl ÒÂ, ‰‡ÎË Â‡ÎÌ‡Ú‡ ÒËÚÛ‡ˆËfl ÌÂ Â, ˜Â ‡·ÓÚËÏ ‚ ÏÌÓ„Ó
ÒÔÂˆËÙË˜ÂÌ ÎÓÍ‡ÎÂÌ ÍÓÌÚÂÍÒÚ Ë ‰‡ÎË ‚ÒÂÍË ÓÚ ÔËÒ˙ÒÚ‚‡˘ËÚÂ ıÛ‰ÓÊÌËˆË ÌÂ Â Á‡„-
ËÊÂÌ Á‡ Ò‚Ófl ÒÓ·ÒÚ‚ÂÌ ÍÓÌÚÂÍÒÚ – ÍÓÌÚÂÍÒÚ‡, ‚ ÍÓÈÚÓ ÚÓÈ/Úfl ‡·ÓÚË. Ñ‡ÎË Â ‚˙Á-
ÏÓÊÌÓ ‰‡ ÒÂ Ì‡Ô‡‚Ë ÓÚ ‚ÒË˜ÍË ÚÂÁË ÍÓÌÚÂÍÒÚË ËÁÎÓÊ·‡ ·ÂÁ ÂÚËÍÂÚ? ä‡Í‚Ó ‡ÍÓ ÌÂ
Ò˙˘ÂÒÚ‚Û‚‡ Ú‡ÍÓ‚‡ ÌÂ˘Ó Í‡ÚÓ ◊·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ“? óÛ‰fl ÒÂ, ‰‡ÎË Ò˙˘‡Ú‡
Ú‡ÁË ËÁÎÓÊ·‡ Â ‚˙ÁÏÓÊÌ‡ ·ÂÁ ËÏÂ Ë ÂÚËÍÂÚË – Í‡Í˙‚ ÎË ‚Ë‰ ËÁÎÓÊ·‡ ˘Â Â Úfl?
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Dimitar Kamburov: 
That’s what I’m saying. The point of the negative attitude is a kind of a positive percep-
tion. From our point of view, regarding the Western perception of us, the problem is that
we just don’t exist, that we are an empty and blind space. That’s what I’m saying. The
negative attitudes follow. This is the great difference: the community of visual artists has
passed through the borders much better than the other fields and disciplinary communi-
ties and that’s my point.

Dan Perjovschi: 
I’m very much involved with the media, the newspapers and from my experience it is bet-
ter to have no news because news from this area is always bad. So, if there is no news
it means that everything is OK. Second: in the last 15 years I’ve changed the subject
matter, reality has forced me to explain myself. My wife and I are now in a program
called “Dizzident” – from “dizzy” in English, because we don’t know who exactly we are
opposing, we are this kind of dissidents now.

Dimitar Kamburov: 
My point is just the opposite – I have already expressed it. It is much better to exist, even
in a negative way, rather than not to exist. I would say that this is a Bulgarian problem
maybe more than a problem for all the other Balkan countries or the countries, which are
partly affiliated to the Balkans. But the way in which we don’t exist is really dramatic, 
I would say.

Uros Djuric: 
There is one parallel, which is interesting because I would like to talk as a recipient. Last
month I had an opportunity to present in Belgrade the so-called young Nordic literary
people. Anyway, in Belgrade the reception was very close to the way the west perceives
us. So, we have our own perception of the Scandinavian countries. If you ask them, and
I’m talking about Iceland, Finland, Sweden, Norway and Denmark – most of us here have
this general view on them. I’m sure that no one here has any idea about the little details
that make them different. Like we know about such details between ourselves. So, it is
the same but the other way around. I asked  them: “Do you  consider yourselves
Scandinavians? Do you say about yourself – I come from Scandinavia?” They said:
“No”. They would say: “I come from Stockholm, from Sweden, from Iceland” and so on.
Sometimes they say that they are from the Nordic countries. In practice, you cannot real-
ly have such a big influence on how other people see your position. You cannot affect
the way you look to someone. This is not something that you could really push forward. 

But I disagree with you on the story about the Balkan reunion. I found this phrase quite
cynical. Balkan reunion is a never-ending story, which historically has been positioned and
tried out so many times, especially in the times of big empires like the Ottoman Empire.
Then there was the idea for a Balkan union in the 19th century; the idea of a union before
the First World War (that’s why there were all those Balkan wars); there was the idea of a
union even in 1946-1947 after Second World War. As you remember, in Greece there was a
very big revolution at that time, a communist revolution, and a civil war... There is some
kind of a Balkan union in terms of the Balkans as a Permanently Unsuccessful Project.

Krasimir Terziev: 
I saw the presentations and heard all the positions but I think that somehow most of the
presentations were actually showing local contexts, local issues. And they were empha-
sizing it. At the same time we have gathered here under the label of the Balkans, under
the topic of Balkan identity. I’m wondering whether the real situation is that we are work-
ing in a very specific local context and every one of the artists here is concerned about



70

ü‡ ÅÛ·ÌÓ‚‡: 
àÏÂÌÌÓ ÚÓ‚‡ Â Â‰ËÌ ÓÚ ‚˙ÔÓÒËÚÂ – ‚˙ÁÏÓÊÌÓ ÎË Â ‰‡ ÒÂ Ì‡Ô‡‚Ë ËÁÎÓÊ·‡, ‡ÍÓ Ìfl-
Ï‡ÚÂ ÔÓ‰ıÓ‰fl˘Ó ÔÂ‰‚‡ËÚÂÎÌÓ Û„Ó‚ÓÂÌÓ Á‡„Î‡‚ËÂ? éÚ ÏÓfl „ÎÂ‰Ì‡ ÚÓ˜Í‡ ÚÓ‚‡ ÌÂ Â
ÚÓÎÍÓ‚‡ ÎÂÒÌÓ. é·ËÍÌÓ‚ÂÌÓ ÒÂ ÔÂ‰ÔÓÎ‡„‡ Ì‡ÎË˜ËÂÚÓ Ì‡ Á‡„Î‡‚ËÂ. çflÍ‡Í ÒÂ ÒÎÛ˜Ë
Ú‡Í‡, ˜Â „ÓÎÂÏËÚÂ ·‡ÎÍ‡ÌÒÍË ËÁÎÓÊ·Ë ·flı‡ Ó„‡ÌËÁË‡ÌË ËÁ‚˙Ì ·‡ÎÍ‡ÌÒÍËfl Â„ËÓÌ.
Ñ‡ÎË Ô˙Í ÔÂÁ ‚ÒË˜ÍÓÚÓ ÚÓ‚‡ ‚ÂÏÂ ÌÂ ÒÂ ÓÔËÚ‚‡ÏÂ ‰‡ ÔÂÎ˙ÒÚËÏ ÇËÂÌ‡ Ë Ä‚ÒÚËfl,
˜Â Ò‡ ˜‡ÒÚ ÓÚ Å‡ÎÍ‡ÌËÚÂ, Í‡ÚÓ ËÒÚÓË˜ÂÒÍÓ ‚ÎËflÌËÂ ÔÓÌÂ?

á‡ ÏÂÌ ËÌÚÂÂÒÌËflÚ ÂÁÛÎÚ‡Ú ÓÚ ÚÓÁË ÔËflÚÂÌ ‡Á„Ó‚Ó Ì‡ Ï‡Ò‡, ÔÓ‰˙ÎÊËÎ ÔÓ‚Â-
˜Â ÓÚ 4 ˜‡Ò‡, Â – ˜ÂÒÚÌÓ, ÌÂ ÏÓ„‡ ‰‡ Ò˙Ï ÒË„ÛÌ‡, ˜Â ÏÓÊ‡ıÏÂ ‰‡ ÓÚ„Ó‚ÓËÏ Ì‡ ‚˙Ô-
ÓÒËÚÂ: ÍÓÂ Â ‰Ó·Â Ë ÍÓÂ ÁÎÂ; ËÏ‡ÏÂ ÎË ËÎË ÌÂ Ó·˘‡ ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ; ·Ë
ÎË ÏÓ„Î‡ ‰‡ ÒÂ ÔÂ‰ÒÚ‡‚Ë ËÒÚËÌ‡Ú‡ Á‡ Ú‡ÁË ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ Ú‡Í‡, ˜Â ‚ÒÂÍË
‰‡ Â ‰Ó‚ÓÎÂÌ ÓÚ ÚÓÁË ‚Ë‰ ÔÂ‰ÒÚ‡‚flÌÂ? ÄÁ ·Ëı ËÒÍ‡Î‡ ÔÓ-ÒÍÓÓ ‰‡ ‚˙‚Â‰‡ Ó˘Â
Â‰Ì‡ ÔÂ‰ÒÚ‡‚‡, ‡ÁÔÓÎÓÊÂÌ‡ ÔÓÌÂ Á‡ ÏÂÌ ÓÚ‚˙‰ ‚ÒflÍ‡ ÔÂ‰ÒÚ‡‚‡ Á‡ ÌÂÔÓ‰Ô‡‚Â-
Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚ – Ú˙È Í‡ÚÓ Â ÓÒÌÓ‚‡Ì‡ Ì‡È-‚Â˜Â ‚˙ıÛ ÒÔÂˆËÙË˜ÌË ‚˙ÁÍË. ífl ÔË-
Ì‡‰ÎÂÊË Ì‡ ÇËÍÚÓ åËÁË‡ÌÓ, ÏÓÒÍÓ‚ÒÍË ÍÛ‡ÚÓ, ÓÔËÒ‡Î ‚Â‰Ì˙Ê „ÛÔ‡ ıÛ‰ÓÊÌË-
ˆË, Ò ÍÓËÚÓ ‡·ÓÚË, Í‡ÚÓ ◊‰Ó‚ÂËÚÂÎÌ‡ Ó·˘ÌÓÒÚ“. íÓ‚‡ ÓÔËÒ‡ÌËÂ ÏÌÓ„Ó ÏË ‰ÓÔ‡‰‡.
ï‡ÂÒ‚‡ ÏË ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ËÁÔÓÎÁ‚‡Ï ÔÂ‰ÒÚ‡‚‡Ú‡ Á‡ ◊‰Ó‚ÂËÚÂÎÌ‡ Ó·˘ÌÓÒÚ“
Í‡ÚÓ Ó·˘ÌÓÒÚ, ÍÓflÚÓ ËÁ‚˙¯‚‡ ÚÓ˜ÌÓ Í‡Í‚ÓÚÓ ËÁ‚˙¯‚‡ÏÂ ÚÛÍ ÌËÂ.

éÔËÚ‚‡ÏÂ ÒÂ ‰‡ Ó·ËÒÛ‚‡ÏÂ Ì‡ ÍÓË ˜‡ÒÚ, ‚Ë‰, ÌÂ˘‡ ÔËÌ‡‰ÎÂÊËÏ, Á‡ ‰‡ ËÁÏÂÒÚËÏ
Ó˜‡Í‚‡ÌËflÚ‡ Ë Ì‡ÏÂÒËÚÂ, Ë‰‚‡˘Ë ÓÚ ‚˙Ì¯ÌËfl ◊‰Û„“. àÒÍ‡Ï ‰‡ ‚Ë ÔÓÍ‡Ê‡ Í˙Ò
Ù‡„ÏÂÌÚ ÓÚ ‡·ÓÚ‡ Ì‡ ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚, ‡·ÓÚËÎ ˆÂÎËfl ÚÓÁË ‰ÂÌ Í‡ÚÓ ÓÔÂ‡ÚÓ.
á‡„Î‡‚ËÂÚÓ Ì‡ ‚Ë‰ÂÓÚÓ Â “The Hot Soup and My Home Community”, Ì‡Ô‡‚ÂÌÓ Â
ÔÂ‰Ë ÌflÍÓÎÍÓ „Ó‰ËÌË. Ä‚ÚÓ˙Ú Â Á‡ÒÌÂÎ Û˜‡ÒÚÌËˆËÚÂ ‚ ÔÓÂÍÚ, ÍÓÈÚÓ ËÁÔ˙ÎÌËıÏÂ
‚ å˛ÌıÂÌ ÔÂÁ 1998 „Ó‰ËÌ‡. èË„ÓÚ‚Ë ÏÌÓ„Ó „ÓÂ˘‡ Ë ÓÒÚ‡ ÒÛÔ‡ Ë ÔÓÍ‡ÌË ‚ÒÂÍË
ÓÚ Ì‡Ò, Â‰ËÌ ÒÎÂ‰ ‰Û„, ‰‡ fl‰ÂÏ. á‡ÒÌÂ ÌË Ë Ò˙·‡ ‚ÒË˜ÍË 9 Û˜‡ÒÚÌËˆË ‚ Â‰Ì‡ ÔÓ-
ÊÂÍˆËfl. í‡Í‡ ˜Â ËÏ‡ÚÂ ‡ÁÎË˜ÌË ıÓ‡, fl‰fl˘Ë Ú‡ÁË ÒÛÔ‡. ÉÓ‚ÓËÎË ÒÏÂ ÏÌÓ„Ó Í‡Í-
‚Ó ÒÂ ÒÎÛ˜‚‡ ‚ Ú‡ÁË ‡·ÓÚ‡, Í‡Í ıÓ‡, ËÁ‚˙¯‚‡˘Ë Â‰ÌÓ Ë Ò˙˘Ó, ‚Ò˙˘ÌÓÒÚ ËÁ‚˙-
¯‚‡Ú ‡ÁÎË˜ÌË ÌÂ˘‡. äÓÎÍÓ ÚÓ‚‡ ÔÂ‰ËÁ‚ËÍ‚‡ ËÁÍÎ˛˜ËÚÂÎÌÓ ‰ÓÏ‡¯Ì‡ Ó·ÒÚ‡ÌÓ‚-
Í‡, ÚÓ‚‡ ÏÌÓ„Ó ÒÔÂˆËÙË˜ÌÓ ÛÒÂ˘‡ÌÂ Á‡ ÓÔËÚÓÏÂÌÓ ıÛ‰ÓÊÌË˜ÂÒÍÓ ÔÓ‚Â‰ÂÌËÂ, Á‡
Í‡Í‚ÓÚÓ „Ó‚ÓË Ë Î˛·ËÏ‡Ú‡ ÏË ◊‰Ó‚ÂËÚÂÎÌ‡ Ó·˘ÌÓÒÚ“.

ç‡‰fl‚‡Ï ÒÂ, ˜Â ËÁ‚˙Ì ÔÓÎËÚË˜ÂÒÍËÚÂ Ó˜‡Í‚‡ÌËfl Ë ÒÔÂˆËÙË˜ÌËfl ÚÓ‚‡ Ì‡ „ÂÓÔÓÎËÚË-
˜ÂÒÍËfl ËÌÚÂÂÒ, ‚ÒÂ Ó˘Â ÏÓÊÂÏ ‰‡ ‡Á‚ËÂÏ ÔÓÏÂÊ‰Û ÒË Ú‡Í‡‚‡ ◊‰Ó‚ÂËÚÂÎÌ‡ Ó·˘-
ÌÓÒÚ“ ÓÚ ıÓ‡, ÍÓËÚÓ ÊË‚ÂflÚ/‡·ÓÚflÚ ·ÎËÁÓ Â‰ËÌ ‰Ó ‰Û„ Ë ‰ÂÎflÚ Ó·˘‡ ı‡Ì‡, Û‰Ó-
‚ÓÎÒÚ‚Ëfl Ë Á‡·‡‚ÎÂÌËfl.

á‡ ÚÂÁË, ÍÓËÚÓ Ó˘Â ÌÂ „Ó ÁÌ‡flÚ – ÍÓÌÙÂÂÌˆËflÚ‡ ÌË ÔÓ‰˙ÎÊ‡‚‡ Ë ÛÚÂ. èÓÍ‡ÌËÎË
ÒÏÂ „ÓÒÚËÚÂ ÒË ‰‡ ÔÓÒÂÚflÚ ‰ÂÈÒÚ‚ËÚÂÎÌ‡Ú‡ ÔÎ‡ÌËÌÒÍ‡ ‚ÂË„‡ Å‡ÎÍ‡Ì ‚ Â‰ÌÓ‰ÌÂ‚Ì‡
ÂÍÒÍÛÁËfl. íÓ‚‡ Â ÏÌÓ„Ó ÒÔÂˆË‡ÎÂÌ ‚Ë‰ ÔÓÍÎÓÌÌË˜ÂÒÚ‚Ó. èÓÍ‡Ì‡Ú‡ Â ‚‡ÊÌ‡ Á‡ Ì‡Ò,
Á‡˘ÓÚÓ ‚ÒË˜ÍË ıÓ‡, ÍÓËÚÓ, „ÂÓÔÓÎËÚË˜ÂÒÍË, ÒÔÓÏÂÌ‡‚‡ÏÂ Í‡ÚÓ ·‡ÎÍ‡ÌˆË, ÌflÏ‡Ú
‚Ò˙˘ÌÓÒÚ ÔË‚ËÎÂ„ËflÚ‡ ‰‡ ËÏ‡Ú ‚ Á‡‰ÌËfl ÒË ‰‚Ó ÔÎ‡ÌËÌ‡Ú‡, ‰‡Î‡ ËÏÂ Ì‡ ˆÂÎËfl ÔÓ-
ÎÛÓÒÚÓ‚... í˙È Í‡ÚÓ ÔÎ‡ÌËÌ‡Ú‡ Å‡ÎÍ‡Ì Â ‡ÁÔÓÎÓÊÂÌ‡ Â‰ËÌÒÚ‚ÂÌÓ ‚ „‡ÌËˆËÚÂ Ì‡
Å˙Î„‡Ëfl...

ìÓ¯ ÑÊÛË˜ Ë ïËÒÚËflÌ è‡ÌÂ‚: 
å‡ÎÍ‡ ˜‡ÒÚ ËÏ‡ ‚ ë˙·Ëfl!

ü‡ ÅÛ·ÌÓ‚‡: 
Ñ‡, Ë ‚ ë˙·Ëfl – Ï‡ÎÍ‡... ä‡ÍÚÓ Ë ‰‡ Â, ÔÎ‡ÌËÌ‡Ú‡ ËÏ‡ Ë ËÏÂÚÓ ëÚ‡‡ ÔÎ‡ÌËÌ‡, ÌÓ
ÒË ÓÒÚ‡‚‡ Å‡ÎÍ‡Ì. à Ú‡Í‡, ÛÚÂ ˘Â ËÏ‡ÏÂ ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ÔÓÒÂÚËÏ Å‡ÎÍ‡Ì‡ – ÚÓ‚‡
Â ÌÂ˘Ó Í‡ÚÓ ÒËÏ‚ÓÎË˜Ì‡ ÒÚ˙ÔÍ‡, Á‡ ‰‡ ÒÂ ÔÓ‚ÂË „ÂÓÏËÚÓÎÓ„ËflÚ‡, ÒÚ˙ÔÍ‡ ‚ ÔÎ‡ÌË-
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his/her own context – the context in which he or she is working. Whether it is possible
to have a show of all these contexts without a label, what if there is no such thing as
Balkan identity? I wonder whether it is possible to have the same show without such a
title or a label – what kind of show it would be then?

Iara Boubnova: 
This is one of the issues – is it possible to have a show if you don’t have a proper pre-
arranged title? From my point of view it is not so easy. Usually you are supposed to have
a title. Somehow it happened that the big Balkan shows were organized outside the
Balkan region. I wonder if we are not all the time actually trying to seduce Vienna and
Austria into being part of the Balkans, at least as a historical influence? 

From my point of view the interesting realization after this nice table talk that we had for
more than 4 hours, is that, honestly, I’m not sure that we could answer the questions:
what’s good and what’s bad; whether we have a common Balkan identity or not;
whether we could have the reality of this Balkan identity represented so that everybody
is satisfied with the kind of presentation. I would rather like to introduce another notion,
which is situated for me beyond any notion of genuine identity – because it insists on
specific relationships. This notion belongs to Victor Miziano, a curator from Moscow,
who once described the group of artists he is working with as a “confidential communi-
ty”. I like this description very much. I like the possibility to use the notion of the “confi-
dential community” as a community, which, I think, is doing precisely what we are
doing here. 

We are trying to figure out what part, type and things we belong to beside the expecta-
tions and impositions coming from the external other. I would like to show you a short
fragment from a work by Kalin Serapionov who is working all day here as a camera-
man. The title of the video is “The Hot Soup and My Home Community” and he did it
some years ago. He filmed all the participants in one project we did in Munich in 1998.
He cooked for us a very hot and spicy soup and invited every one of us, one after the

ü‡ ÅÛ·ÌÓ‚‡, èÂÚfl ä‡·‡Í˜ËÂ‚‡/Iara Boubnova, Petia Kabakchieva



72

Ì‡Ú‡ Ë ÒËÏ‚ÓÎË˜Ì‡ ‰ÂÏÓÌÒÚ‡ˆËfl Ì‡ ÔËÌ‡‰ÎÂÊÌÓÒÚ Í˙Ï ‰‡‰ÂÌÓ ÏflÒÚÓ, ÏÂÚ‡ÙÓ‡,
ÔÓfl‚‡, ‡Á·Ë‡ÌÂ, ËÌÚÂÔÂÚ‡ˆËfl Ë Ú. Ì. í‡Ï Á‡ÔÓ˜‚‡ ÚÛËÁÏ˙Ú Ë ÔÓÎÛ˜‡‚‡ÏÂ ¯‡ÌÒ‡
ÏÂÍÓ ‰‡ ‰ÂÏËÚÓÎÓ„ËÁË‡ÏÂ ‰ËÒÍÛÒ‡ Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚÚ‡ – ÚÓ‚‡, Ò ÍÓÂÚÓ ÒÂ ÓÔËÚ‚‡ı-
ÏÂ ‰‡ ÒÂ ÒÔ‡‚ËÏ ÚÛÍ.

ÅÎ‡„Ó‰‡fl Ì‡ ‚ÒË˜ÍË, ÍÓËÚÓ ‰ÓÈ‰Óı‡ Ë „Ó‚ÓËı‡! ÅÎ‡„Ó‰‡ÌÓÒÚË Í˙Ï êÂÌÂ ÅÎÓÍ Ë
ç‡Ú‡¯‡ àÎË˜, Ì‡Ô‡‚ËÎË Ú‡ÁË ÒÂ˘‡ ‚˙ÁÏÓÊÌ‡! 

ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚ íÓÔÎ‡Ú‡ ÒÛÔ‡ Ë ÏÓflÚ‡ ‰ÓÏ‡¯Ì‡ Ó·˘ÌÓÒÚ, 1998.
ÇË‰ÂÓ, DVD, Pal, ˆ‚ÂÚÂÌ, ·ÂÁ Á‚ÛÍ, 9:15 ÏËÌ.
Kalin Serapionov The Hot Soup and My Home Community, 1998.
Video, DVD, Pal, color, silent, 9:15 min.
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other, to eat his soup. He filmed and put all nine of us on a single projection. So, you
have different people eating this soup. We talked a lot about how and what happens in
the work, and how people doing the same thing are actually doing something different.
How all of this generates a very homely feeling, this very specific feeling of domesticat-
ed artistic behavior, which is what my favorite “confidential community” is all about.

I hope that outside the political expectations and the specific burden of geopolitical inter-
ests we can still produce among ourselves a “confidential community” of people who are
living/working close to each other and who are sharing common food, pleasures and
entertainment.

For those who still don’t know our conference continues tomorrow. But tomorrow we
have invited our guests to visit the actual Balkan Mountain Range on a one-day trip.
This is a very specific pilgrimage. The invitation is very important to us because all those
people whom, geopolitically, we refer to as Balkanians, don’t actually have the privilege
of having the mountains that gave the name to the whole peninsula in their back yard...
It’s because the Balkan mountain is situated only within the borders of Bulgaria...

Uros Djuric and Hristijan Panev: 
A small part is in Serbia!

Iara Boubnova: 
Yes, in Serbia as well, a small part... Anyhow, the mountain also has a local name
“Stara Planina” but it’s still the Balkan. So, tomorrow we’ll have a chance to visit the
Balkan mountains – it’s like a symbolical step to verify the geo-mythology, a step on the
mountain and a symbolic demonstration of belonging to a place, a metaphor, an appear-
ance, an understanding, an interpretation and so on. This is where tourism starts and
where we have the chance to softly demythologize the discourse of identity – what we
have been trying to do here.

I would like to thank everybody who came and spoke here! I also thank René Block and
Natasha Ilic for making this meeting possible!

àÎ˛ÒÚ‡ÚË‚ÌËflÚ Ï‡ÚÂË‡Î ÓÚ
é·Â‰(ËÌËÚÂÎ)Ì‡Ú‡ ·‡ÎÍ‡ÌÒÍ‡
ÍÓÌÙÂÂÌˆËfl Â ÓÚ ÙËÎÏ‡ 
Balkan Reunion, 2004. 
ÇË‰ÂÓ„‡ÙËfl ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚

The visuals are from the 
Balkan Reunion/ 
Pub(lic) Conference film.
Videography Kalin Serapionov 
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åË„ÎÂÌ‡ çËÍÓÎ˜ËÌ‡

ä‡ÙÂÚÓ Ë Å‡ÎÍ‡ÌËÚÂ: 
ÌÓ‚ ÔÓ„ÎÂ‰
èË ˜ÂÒÚËÚÂ ÏË Ë ÔÓÌflÍÓ„‡ ÔÓÚÓ˜ËÎË ÒÂ Ô˙ÚÛ‚‡ÌËfl ÒÎÂ‰ Í‡fl Ì‡ àÁÚÓ˜ÌËfl ·ÎÓÍ –
ÍÓÈÚÓ Í‡È, Í‡ÍÚÓ å‡Ëfl íÓ‰ÓÓ‚‡ ÔÓÒÓ˜‚‡, ·ÂÎÂÊË Á‡‚˙˘‡ÌÂÚÓ Ì‡ ·‡ÎÍ‡ÌËÁÏ‡ –
Ì‡È-ÏÌÓ„Ó ÏË ÎËÔÒ‚‡ı‡ ‡Á„Ó‚ÓËÚÂ. í‡ÁË ÎËÔÒ‡ ÏÂ ÔÓ‡ÁË, Ú‡Í‡ ‰‡ ÒÂ Í‡ÊÂ, Ì‡Ò-
Â‰ ÌÂ‚ËÌÌÓÒÚÚ‡ ÏË – ÌËÍÓ„‡ ÌÂ ·flı ÔÓ‰ÓÁË‡Î‡, ˜Â ÚÓ‚‡ „Ó ËÏ‡Ï, ÔÂ‰Ë ‰‡ „Ó Ìfl-
Ï‡Ï. èË ÚÓ‚‡ ÎËÔÒ‚‡¯Â ÏË ÌÂ ÌÂ˘Ó ÒÔÂˆË‡ÎÌÓ (ËÎË ÔÓÌÂ Ú‡Í‡ ÏË ÒÂ ÒÚÛ‚‡¯Â) –
ÌÂ ‰ÓË Ë Ò‡ÏÓÚÓ ÌÂ˘Ó Í‡ÚÓ Ú‡ÍÓ‚‡, ‡ ˜ËÒÚÓ Ë ÔÓÒÚÓ Ì‡ÎË˜ÌÓÒÚÚ‡ ÏÛ, Ò˙ÁÌ‡ÌËÂÚÓ,
˜Â ÏÓ„‡ ‰‡ ÒË „Ó ÔÓÎÛ˜‡, Í‡ÚÓ ÔÓÒÚÓ ËÁÎflÁ‡ ÓÚ Í˙˘Ë. ÖÚÓ Á‡˘Ó ÍÓ„‡ÚÓ ÏË ÒÂ Û‰‡‰Â
ÒÎÛ˜‡È ‰‡ Û˜‡ÒÚ‚‡Ï ‚ Â‰ËÌ ËÁÒÎÂ‰Ó‚‡ÚÂÎÒÍË ÔÓÂÍÚ*, ÍÓÈÚÓ ‚ÍÎ˛˜‚‡¯Â, Ì‡Â‰ Ò
‰Û„Ë ÌÂ˘‡, ÓÍÓÎÓ ˜ÂÚËË‰ÂÒÂÚ ËÌÚÂ‚˛Ú‡ Ò ·˙Î„‡ÒÍË ËÏË„‡ÌÚÍË ‚ àÚ‡ÎËfl Ë
ïÓÎ‡Ì‰Ëfl (Úfl·‚‡ ‰‡ ÓÚ·ÂÎÂÊ‡, ˜Â ÌÂ ‡Á Ò˙Ï ‚ÁÂÏ‡Î‡ ËÌÚÂ‚˛Ú‡Ú‡, Ú‡Í‡ ˜Â ÒÔÂˆË-
ÙË˜Ì‡Ú‡ ÙÓÏ‡ Ì‡ ÏÓflÚ‡ ÌÓÒÚ‡Î„Ëfl ÌÂ ÏÓÊÂ ‰‡ Â ÔÓ‚ÎËflÎ‡ ‚˙ıÛ ‡ÁÍ‡ÁËÚÂ Ì‡ ËÌ-
ÚÂ‚˛Ë‡ÌËÚÂ), Á‡ÔÓ˜Ì‡ı ‰‡ ‰Â·Ì‡ Ú˙ÍÏÓ ÚÂÏ‡Ú‡ Á‡ ‡Á„Ó‚Ó‡. ëÓ·ÒÚ‚ÂÌËflÚ ÏË
ÔÓ·ÎÂÏ ·Â¯Â: ‰‡ÎË Ô˙Í ÏÓÂÚÓ ÎË˜ÌÓ ÔÂÊË‚fl‚‡ÌÂ ÌÂ Â ·ËÎÓ ÔÎÓ‰ Ì‡ ÏËÒÚÂËÓÁ-
Ì‡Ú‡ ÒÛ·ÒÚ‡ÌˆËfl, Ì‡Â˜ÂÌ‡ ÍÛÎÚÛÌ‡ Ë‰ÂÌÚË˜ÌÓÒÚ?

à – ÌËÍ‡Í‚Ó Ò˙ÏÌÂÌËÂ – Ú‡Ï ÒË ·Â¯Â, ‚ ËÌÚÂ‚˛ ÒÎÂ‰ ËÌÚÂ‚˛, ÔÓ‚Ú‡fl˘ÓÚÓ ÒÂ
Ì‡·Îfl„‡ÌÂ ‚˙ıÛ Û‰Ó‚ÓÎÒÚ‚ËflÚ‡ ÓÚ ‡Á„Ó‚Ó‡ Ë Ï‡ÎÍËÚÂ ÏÛ ËÚÛ‡ÎË (Í‡ÚÓ Ì‡ÔË-
ÏÂ ÔËÂÌÂÚÓ Ì‡ Í‡ÙÂ ËÎË ‡ÍËflÚ‡ Ò˙Ò Ò‡Î‡ÚÍ‡Ú‡). ê‡Á„Ó‚Ó˙Ú – ÚÛÍ Úfl·‚‡ ‰‡ ÔÓ‰-
˜ÂÚ‡fl, ˜Â ‚ ÚÓ‚‡ ÌflÏ‡ ÌË˘Ó ı‡·ÂÏ‡ÒÓ‚ÒÍÓ – ÒÂ ÔÓfl‚fl‚‡¯Â ‚ ËÌÚÂ‚˛Ú‡Ú‡ Í‡ÚÓ
ÙË„Û‡ Ì‡ Â‰ÌÓ Ò‚ÓÂÓ·‡ÁÌÓ ‡Á·Ë‡ÌÂ Á‡ ˘‡ÒÚËÂÚÓ – Á‡ ˘‡ÒÚËÂÚÓ Í‡ÚÓ ‰Ó·‡
ÔÓÒÚ‡‚ÂÌÓÒÚ ‚ Â‰Ì‡ ÔÓ‰‚ËÊÌ‡ „ÛÔ‡, Í˙‰ÂÚÓ ÏÓÊÂ¯ ‰‡ „Ó‚ÓË¯! ◊ÇËÌ‡„Ë ËÒÍ‡Ï ‰‡
ÔËÍ‡Á‚‡Ï, Ó·Ë˜‡Ï ‰‡ ÔËÍ‡Á‚‡Ï.“ íÛÍ ÌÂ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÔËflÚÂÎÒÚ‚Ó, Á‡ ‰˙Î·ÓÍÓ
‚Á‡ËÏÌÓ ‡Á·Ë‡ÌÂ, Á‡ ÎÓflÎÌÓÒÚ, Á‡ Ú‡ÈÌÓÒÚ, Á‡ ÔÓÏÓ˘ Ë ‚Á‡ËÏÓÔÓÏÓ˘, ÌËÚÓ
Ô˙Í ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÔÓÎÁË ËÎË Ô˙Í, Ì‡ÔÓÚË‚, Á‡ ‚ËÒÓÍ‡ Ì‡‚ÒÚ‚ÂÌÓÒÚ, ‡  ˜ËÒÚÓ Ë
ÔÓÒÚÓ Á‡ ·ÂÁ„ËÊÌÓÚÓ Ì‡ÎË˜ËÂ Ì‡ ıÓ‡, Ò ÍÓËÚÓ ‰‡ ÏÓÊÂ ‰‡ ÒÂ ‡Á„Ó‚‡fl.

àÒÍ‡Ï ‰‡ ËÁÚ˙ÍÌ‡ ÎÂÍËfl, ·ÂÁ„ËÊÂÌ ı‡‡ÍÚÂ Ì‡ ÚÓ‚‡ ◊Á‡Ô˙Î‚‡ÌÂ Ì‡ Ò‚Ó·Ó‰ÌÓÚÓ
‚ÂÏÂ Ò ıÓ‡“, ÔÓ ‰ÛÏËÚÂ Ì‡ Â‰Ì‡ ÓÚ ÊÂÌËÚÂ. é·˘Û‚‡ÌÂÚÓ ÌÂ Úfl·‚‡ ‰‡ ÒÂ ÔÎ‡ÌË-
‡, ‰Ó„Ó‚‡fl, ÔÓ‰„ÓÚ‚fl. çÂ„Ó‚‡ ÌÂÁ‡ÏÂÌËÏ‡ Ò˙ÒÚ‡‚Í‡ Â ÒÔÓÌÚ‡ÌÌÓÒÚÚ‡ – ‚˙ÁÏÓÊ-
ÌÓÒÚÚ‡ ‰‡ ÒÂ˘ÌÂ¯ ÌflÍÓ„Ó Ì‡ ÛÎËˆ‡Ú‡ Ë ‰‚‡Ï‡Ú‡ ‰‡ Â¯ËÚÂ ‰‡ ÔËÂÚÂ Í‡ÙÂ Á‡Â‰ÌÓ
‚Â‰Ì‡„‡, ·ÂÁ ‰Û„ËflÚ ‰‡ ‚‡‰Ë Í‡ÎÂÌ‰‡‡ ÒË Ë ‰‡ Í‡Á‚‡: ◊ëÚ‡‚‡ ÎË Á‡ ‰Û„Ëfl ÔÂ-
Ú˙Í?“ ◊á‡ ÏÂÌ Â ÏÌÓ„Ó ‚‡ÊÌÓ… ‰‡ ÏËÌÂ¯ ÔÓÍ‡È Â‰Ì‡ ÔËflÚÂÎÍ‡ Ì‡ Í‡ÙÂ, ·ÂÁ ‰‡
ÒÂ Ó·‡Ê‰‡¯ Ë ·ÂÁ Úfl ‰‡ ÒË ‚‡‰Ë Í‡ÎÂÌ‰‡‡, Ë: ◊ìÚÂ ÌÂ ÏÓÊÂ!“ åËÌ‡‚‡¯; ‡ÍÓ Â
Ú‡Ï, Òfl‰‡¯, ÔËÂ¯ Â‰ÌÓ Í‡ÙÂ; ‡ÍÓ ÌÂ – ÔÓ‰˙ÎÊ‡‚‡¯..“ ◊ÄÍÓ Ò˙Ï ÚÛÍ‡, ˘Â ÓÚ‚Ófl…“

Ç Â‰Ëˆ‡ ÓÚ ËÌÚÂ‚˛Ú‡Ú‡ ‚˙Áı‚‡Î‡Ú‡ Ì‡ Ú‡ÁË ‚ËÁËfl Á‡ ˘‡ÒÚËÂ, ÍÓÂÚÓ ÚË ÔÓÁ‚ÓÎfl-
‚‡ ‰‡ ÔËÂ¯ Í‡ÙÂ Ò ıÓ‡, ·ÂÁ ‰‡ ÒË ‚‡‰Ë¯ Í‡ÎÂÌ‰‡‡, Á‡ÒÂÌ˜‚‡ Î˛·Ó‚Ú‡, Á‡ÒÂÌ˜‚‡
ÔÓÙÂÒËÓÌ‡ÎÌ‡Ú‡ Â‡ÎËÁ‡ˆËfl, Á‡ÒÂÌ˜‚‡ Ï‡ÚÂË‡ÎÌËfl ÛÒÔÂı. éÚÒ˙ÒÚ‚ËÂÚÓ Ì‡ ‚Ë-

* European Commission Fifth Framework funded Project, Gender Relationships in Europe 
at the Turn of the Millennium: Women as Subjects in Migration and Marriage (GRINE), 
contract no. HPSE-CT-2001-00087; 1 ÓÍÚÓÏ‚Ë 2001 – 31 Ï‡È 2004.
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Miglena Nikolchina

Coffee and the Balkans: 
another look
In my frequent and sometimes prolonged traveling ever since the end of the Eastern
block system – which marked, as Maria Todorova pointed out, the return of Balkan dis-
courses – what I missed most was conversation. This lack struck me, so to say, in all
my innocence – I never suspected this thing was there until it was no longer there. 
I missed, moreover, nothing special about it (or this is how I felt about it) – not even
the thing itself, just its sheer availability, the awareness that I could have it at any
moment by just leaving my door. So when I had the chance to take part in a research
project* that involved, among other things, some forty interviews with Bulgarian
women-migrants to Italy and the Netherlands (it should be noted that it was not me
who took the interviews so my specific experience of nostalgia could not have inflected
the interviewees’ accounts), the topic of conversation and communication was what 
I began looking for. The question for me was: had my experience been the offspring of
the mysterious thing called cultural identity? 

And sure enough, there it was in one interview after another, a recurrent emphasis on
the joy of conversation and on its little rituals (like having coffee or rakia with salad).
Conversation – and I should emphasize here that there was nothing Habermasian
about it – emerged in the interviews as the figure of a specific understanding of happi-
ness – of happiness as essentially a good positioning in a fluctuating group where you
can talk! “I always want to talk. I love talking.” It was not a question of friendship, of
deep mutual understanding, of loyalty, of durability, or of being helpful and supportive;
it was not a question of usefulness and it was not a question of fine moral attitudes
but, rather, of a certain easy-going availability of people to whom one could talk. 

I want to emphasize this effortless, easy-going aspect of “filling one’s time with peo-
ple”, as one of the women put it. Communication should not be planned, negotiated,
prepared. Its indispensable component is spontaneity – the option of meeting some-
one in the street and deciding to have coffee together immediately, without the other
one taking out his/her calendar and saying “what about next Friday:” “It is very impor-
tant for me... to be able to drop in at a friend’s for coffee without me calling first and
she taking out her calendar “I’m busy tomorrow.” If she is in, in you go to have coffee,
if not – on you go.” “If I am in, I’ll open the door.”

In a number of the interviews, in terms of the praise it gets, this vision of happiness
where you can have coffee with people without taking out your calendar looms larger
than love, larger than the chance to follow one’s vocation, and larger than economic
success. The absence of the perpetually open horizon of spontaneous interaction
seems to make other achievements insufficient. “I always wanted to have a life. If there

* European Commission Fifth Framework funded Project, Gender Relationships in Europe 
at the Turn of the Millennium: Women as Subjects in Migration and Marriage (GRINE), 
contract no. HPSE-CT-2001-00087; duration: 1 Oct 2001 – 31 March 2004.
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Ì‡„Ë ÓÚ‚ÓÂÌËfl ıÓËÁÓÌÚ Ì‡ ÒÔÓÌÚ‡ÌÌÓÚÓ Ó·˘Û‚‡ÌÂ ÒflÍ‡¯ Ô‡‚Ë ‰Û„ËÚÂ ÔÓÒÚËÊÂ-
ÌËfl ÌÂ‰ÓÒÚ‡Ú˙˜ÌË. ◊àÁÓ·˘Ó ‚ËÌ‡„Ë Ò˙Ï ËÒÍ‡Î‡ ‰‡ ËÏ‡Ï ÌflÍ‡Í˙‚ ÊË‚ÓÚ. ôÓÚÓ Ìfl-
Ï‡Ï ÎË Ò ÌflÍÓÈ ‰Û„ ‰‡ ÒÂ ÒÂ˘Ì‡ Á‡ Í‡ÚËÌËÚÂ (ÏË)... ‰‡ Ó·Ò˙‰ËÏ, ÌÂ ÏË Â ıÛ·‡-
‚Ó...“ Å‡Í˙Ú Í‡ÚÓ ˜Â ÎË ÌÂ Á‡Ô˙Î‚‡ Ú‡ÁË ÎËÔÒ‡, Ï‡Í‡ ˜Â ‡·ÓÚ‡Ú‡ – Í‡Í‚‡ÚÓ Ë ‰‡
·ËÎÓ ‡·ÓÚ‡, ÍÓflÚÓ ÔÂ‰ÔÓÎ‡„‡ ‰‡ ÒË Ò ıÓ‡ – ·Ë ÏÓ„Î‡.  ä‡ÍÚÓ ÔÓÒÓ˜‚‡ Â‰Ì‡
ÂÌÂ„Ë˜Ì‡ ÏÎ‡‰‡ ÊÂÌ‡, ˜ËÈÚÓ ·‡Í ÚËÔ ◊ÁÎ‡ÚÌ‡ ÍÎÂÚÍ‡“ π ÔÂ‰Î‡„‡ Ú˙ÍÏÓ Ú‡ÁË ‰Ë-
ÎÂÏ‡, Úfl ·Ë ÔÂ‰ÔÓ˜ÂÎ‡ ‰‡ ‡·ÓÚË ‚˙ÔÂÍË ÓıÓÎÒÚ‚ÓÚÓ ÒË Í‡ÚÓ ÔÓ‰‡‚‡˜Í‡ ËÎË ‚
ÚÛËÒÚË˜ÂÒÍ‡ ‡„ÂÌˆËfl ◊Á‡ Â‰ÌË ˜ÂÚËË ˜‡Ò‡ ÔÓÌÂ ‰‡ ·˙‰‡ ÒÂ‰ ıÓ‡...“ ◊èÂ‰ÔÓ˜Ë-
Ú‡ı ‰‡ Á‡ÔÓ˜Ì‡ ‡·ÓÚ‡, ‰‡ ÌÂ ÒÂ‰fl ‚Í˙˘Ë... ÔÓÒÚÓ ‰‡ ËÏ‡Ï ËÁÎËÁ‡ÌÂ ÓÚ Í˙˘Ë Ë
‚˙˘‡ÌÂ Ó·‡ÚÌÓ...“

á‡ ÓÚ·ÂÎflÁ‚‡ÌÂ Â, ˜Â Ò‡ÏËÚÂ ËÌÚÂ‚˛Ë‡ÌË Ò‡ ÒÍÎÓÌÌË ‰‡ Ú˙ÎÍÛ‚‡Ú ÒÓ·ÒÚ‚ÂÌËÚÂ
ÒË Ì‡„Î‡ÒË ‚ ÍÛÎÚÛÌË ÚÂÏËÌË. Å˙Î„‡ËÚÂ Ò‡ ÔÓ-ÚÓÔÎË ÓÚ ıÓÎ‡Ì‰ˆËÚÂ Ë ÚÓÔÎË Í‡ÚÓ
ËÚ‡ÎË‡ÌˆËÚÂ – ËÎË Í‡ÚÓ ˛ÊÌflˆËÚÂ ËÚ‡ÎË‡ÌˆË, ÍÓ„‡ÚÓ ËÚ‡ÎË‡ÌˆËÚÂ ÓÚ ëÂ‚Â ÌÂ
‚˙¯‡Ú ‡·ÓÚ‡. íÂÁË ‚ÔÂ˜‡ÚÎÂÌËfl ˜ÂÒÚÓ Ô˙ÚË ÒÂ ÔÓ‰ÍÂÔflÚ ÓÚ Ë‰ÂËÚÂ ‚ ÒÚ‡ÌËÚÂ
‰ÓÏ‡ÍËÌË. ◊å˙Ê˙Ú ÏË, Í‡ÍÚÓ ÔÓ‚Â˜ÂÚÓ ıÓÎ‡Ì‰ˆË, Â ÒÚ‡ıÓÚÂÌ ÂÌÚÛÒË‡ÒÚ Á‡ Ú‡fl
·˙Î„‡ÒÍ‡ ÚÓÔÎËÌ‡, „ÓÒÚÓÔËÂÏÒÚ‚Ó Ë ¯ËÓÍÓ‰Û¯ÌÓÒÚ, Í‡ÍÚÓ ËÒÍ‡¯ „Ó Ì‡Â˜Ë, Ë
Á‡ÚÓ‚‡ ÚÓÈ ÒÂ Á‡ÌËÏ‡‚‡ Ò‡Ï ‰‡ Û˜Ë ·˙Î„‡ÒÍË. ÄÏË ÚÓ ÔÓÒÚÓ Ë‰Â ÓÚ ÏÂÌ!“ äÓÌÚ-
‡ÒÚ˙Ú ÏÂÊ‰Û ‚˙ÁÔËÂÏ‡ÌÂÚÓ Ì‡ àÚ‡ÎËfl Ë ïÓÎ‡Ì‰Ëfl Ò˙˘Ó ÔÓ‰ÍÂÔfl ÍÛÎÚÛÌ‡Ú‡
ÔÂÒÔÂÍÚË‚‡, ÓÒÓ·ÂÌÓ Í‡ÚÓ ËÏ‡ÏÂ ÔÂ‰‚Ë‰, ˜Â ÔÓÌflÍÓ„‡ ÓÔÎ‡Í‚‡ÌËfl ÓÚ Ò‡ÏÓÚÌÓÒÚ
Ë ÎË˜ÂÌ ÔÓ‚‡Î ‚ÒÂ Ô‡Í Ò‡ Ò˙ÔÓ‚Ó‰ÂÌË ÓÚ Ú‚˙‰ÂÌËfl, ˜Â ËÚ‡ÎË‡ÌˆËÚÂ Ò‡ ÓÚ‚ÓÂ-
ÌË Ë Ó·˘ËÚÂÎÌË.

Ç Ì‡¯Â ‚ÂÏÂ Ò„Ó‚Ó˙Ú ÏÂÊ‰Û ÏË„‡ÌÚËÚÂ Ë ÏÂÒÚÌËÚÂ ıÓ‡ ‚ Ú˙ÎÍÛ‚‡ÌÂÚÓ Ì‡ ‡Á-
ÎË˜ËflÚ‡ Í‡ÚÓ ÍÛÎÚÛÌË, ÂÚÌË˜ÂÒÍË ËÎË Ì‡ˆËÓÌ‡ÎÌË ÒÂ ÔÓ‰ÒËÎ‚‡ ÓÚ „ÓÒÔÓ‰ÒÚ‚‡˘ËÚÂ
ÚÂÓÂÚË˜ÂÒÍË ÔÂÒÔÂÍÚË‚Ë Ò ÚflıÌÓÚÓ Û‰‡ÂÌËÂ ‚˙ıÛ ÏÛÎÚËÍÛÎÚÛ‡ÎËÁÏ‡, ÂÚÌË˜-
ÌÓÒÚÚ‡, ÎÓÍ‡ÎÌÓÚÓ ÒÂ˘Û „ÎÓ·‡ÎÌÓÚÓ. ÄÍÓ Ó·‡˜Â ÔÓ‰ıÓ‰ËÏ Í˙Ï ‚ËÊ‰‡ÌËflÚ‡ Ì‡ ÏË„-
‡ÌÚÍËÚÂ Á‡ Ó·˘Û‚‡ÌÂÚÓ ÔÂÁ ÌflÍÓË ÔÓ-ÒÍÓÓ¯ÌË Ò˙·ËÚËfl, ·ËıÏÂ ÏÓ„ÎË ‰‡ ‡ÁÍ-
ËÂÏ ‰ËÌ‡ÏËÍË, ÍÓËÚÓ ÌÂ Ò‡ Ò‚Ó‰ËÏË ‰Ó ÔÓ·ÎÂÏËÚÂ Ì‡ ÍÛÎÚÛÌ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ.
èÓ Â‰Ì‡ ËÎË ‰Û„‡ ÔË˜ËÌ‡ Ó·˘Û‚‡ÌÂÚÓ ÒÂ ÔÂ‚˙˘‡ ‚ ‰ÓÏËÌ‡ÌÚ‡ Ì‡ ÔÓÒÎÂ‰ÌÓÚÓ
‰ÂÒÂÚËÎÂÚËÂ ÓÚ ÍÓÏÛÌËÁÏ‡ ‚ Å˙Î„‡Ëfl – Í‡ÚÓ ÚÂÓÂÚË˜ÂÌ ÔÓ·ÎÂÏ, ÌÓ Ò˙˘Ó Ë Í‡ÚÓ
ÏÓ‰ÛÒ ‚Ë‚ÂÌ‰Ë, ÍÓÈÚÓ Â‰ÌÓ‚ÂÏÂÌÌÓ ÓÚË„‡‚‡ Ë ‰˙ÊË Ì‡ ‡ÁÒÚÓflÌËÂ Ú‡‰ËˆËÓÌ-
ÌËÚÂ Ô‡ÍÚËÍË ‚ Â‰ÌÓ Ò˙ÁÌ‡ÚÂÎÌÓ ÛÒËÎËÂ Á‡ ÓÚ„‡ÌË˜‡‚‡ÌÂ ÓÚ ‰ËÒÍÛÒË‚ÌËfl ÏÓÌÓ-
ÔÓÎ Ì‡ ‰˙Ê‡‚‡Ú‡. Ñ‚Ë„‡ÚÂÎ Ì‡ Ú‡ÁË Ó·ÒÂ·ÂÌÓÒÚ ÓÚ ‡Á„Ó‚Ó‡ Â Ï˙Î˜‡ÎË‚ÓÚÓ ÁÌ‡-
ÌËÂ, ˜Â ÔË·fl„‚‡ÌÂÚÓ ‰Ó ÛÒÚÌÓÒÚÚ‡, ‰Ó „Ó‚ÓÂÌÂÚÓ, ‡ ÌÂ ‰Ó ÔËÒ‡ÌÂÚÓ, ‰Ó ËÁÍÛÒÚ‚Ó-
ÚÓ Ë ◊ÒÚËıËflÚ‡“ Ì‡ Ò˙·ÂÒÂ‰‚‡ÌÂÚÓ, ‰Ó „Î‡Ò‡, ÍÓÈÚÓ Û˜ÎÂÌfl‚‡ ÏËÒ˙ÎÚ‡ Ë Â Â‰Ì‡Í‚Ó
‚ËÚÛÓÁÂÌ ‚ ËÁÎ‡„‡ÌÂÚÓ Ì‡ ÒÓ·ÒÚ‚ÂÌ‡Ú‡ ÒË ÔÓÁËˆËfl Ë Ì‡ ÔÓÁËˆËflÚ‡ Ì‡ ÓÔÓÌÂÌÚ‡, Â
ÏÓÚË‚Ë‡ÌÓ ÓÚ ˆÂÌÁÛ‡, ÍÓflÚÓ ‚ÒÂ Ó˘Â ÍÓÌÚÓÎË‡ ÔÂ˜‡Ú‡, ÌÓ ÌÂ Ë ÛÒÚÌÓÚÓ ÒÎÓ‚Ó.
Ç ÂÒÂÚÓ ÒË ◊á‡ ıÛ·‡‚ËÚÂ ‡Á„Ó‚ÓË“, Ì‡ÔËÒ‡ÌÓ ÔÂÁ 1959 „., ÌÓ ÔÛ·ÎËÍÛ‚‡ÌÓ ÔÓÒ-
Ï˙ÚÌÓ Â‰‚‡ ÔÂÁ 1978 „., ‚ Ì‡‚Â˜ÂËÂÚÓ Ì‡ ‰ÂÒÂÚËÎÂÚËÂÚÓ, ÍÓÂÚÓ ˘Â ÔÓÏÂÌË àÁ-
ÚÓ˜Ì‡ Ö‚ÓÔ‡, ñ‚ÂÚ‡Ì ëÚÓflÌÓ‚ „Ó‚ÓË Á‡ ‡Á„Ó‚Ó‡ Ì‡ ◊ÔÓÚËÒÌ‡ÚËÚÂ Ë ËÁÏ˙˜‚‡ÌË-
ÚÂ, Ì‡‰ ÍÓËÚÓ ÚÂ„ÌÂ ÔËÁ‡Í˙Ú  Ì‡ ÌflÍÓfl ÁÎÓ‚Â˘‡ ÚË‡ÌËfl Ë Á‡ ÍÓËÚÓ Â ÓÔ‡ÒÌÓ
‰‡ÊÂ ‰‡ ÏÂ˜Ú‡flÚ Á‡Â‰ÌÓ – Ë ‚ÒÂ Ô‡Í ÓÚ ‚ÒflÍ‡ ÚflıÌ‡ ÒË˜Í‡ ÒÚÛË Ì‡‰ÂÊ‰‡…“
(ëÚÓflÌÓ‚ 1988: 69). çÂ‚˙ÁÏÓÊÌÓÚÓ Í‡ÚÓ Ì‡ÔËÒ‡ÌÓ ÏÓÊÂ ‰‡ ·˙‰Â ËÁ„Ó‚ÓÂÌÓ.

ÑË‡ÎÓ„˙Ú ÌÂ Ò‡ÏÓ ÒÂ ÓˆÂÌÌÓÒÚfl‚‡ ÚÂÓÂÚË˜ÂÒÍË, ÌÓ Ò˙˘Ó – ËÎË ÔÂ‰Ë ‚ÒË˜ÍÓ – 
ÒÂ ÓÚË„‡‚‡ Í‡ÚÓ ‡Á„Ó‚Ó. í‡Í‡ ÚÓÈ ÒÂ Á‡‚˙˘‡ Í˙Ï ÍÛÎÚÛÌËfl ÒÛ·ÒÚ‡Ú, Í˙‰ÂÚÓ –
Í‡ÍÚÓ ÚÂÓÂÚËˆËÚÂ ÏÛ ‰Ó·Â Ò˙ÁÌ‡‚‡Ú – ÒÂ Ì‡ÏË‡ ÌÂÔÓÒÂ‰ÒÚ‚ÂÌ‡Ú‡ ÏÛ ÔÓ‰ÍÂ-
Ô‡. çÓ ÌÂ ÌÂÔÓÏÂÌÂÌ. ÄÍÓ ÔÂÁ 60-ÚÂ „Ó‰ËÌË ‡Á„Ó‚ÓËÚÂ, Á‡ ÍÓËÚÓ ñ‚ÂÚ‡Ì ëÚÓfl-
ÌÓ‚ Â ‚˙Áı‚‡Îfl‚‡Ì ÓÚ ÔËflÚÂÎËÚÂ ÒË, Ò‡ ‚ÒÂ Ó˘Â ÌÂÙÓÏ‡ÎÌË Ë ÒÂ ÒÎÛ˜‚‡Ú ‚ ÌflÍÓË
Í‡ÙÂÌÂÚ‡ Ë ˜‡ÒÚÌË ‰ÓÏÓ‚Â, ÓÚ Í‡fl Ì‡ 70-ÚÂ ‰Ë‡ÎÓ„ËÁÏ˙Ú Á‡ÔÓ˜‚‡ ‰‡ ÔËÂÏ‡ ‚ÒÂ
ÔÓ-ˆÂÎÂÌ‡ÒÓ˜ÂÌË ÙÓÏË. ä‡ÍÚÓ ÓÚ·ÂÎflÁ‚‡ ÄÌ„ÂÎ ÄÌ„ÂÎÓ‚, ◊ÑË‡ÎÓ„˙Ú“ ·Â¯Â ıÛÏ‡-
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is no one to meet and discuss my pictures… I don’t feel good.” Marriage does not
seem to assuage such an absence, although work – any work that involves being with
other people – might. As one energetic young woman, whose “golden cage” marriage
seems to create precisely this type of dilemma, points out, she would prefer to work,
in spite of her being abundantly provided for, “as a shopkeeper or in a travel agency
just for the sake of being for at least four hours among people.” “I preferred working
rather than staying at home... just to have a reason to go out of the house and then
come back.” 

It should be noted that the interviewees tend to interpret their own attitudes to commu-
nication in cultural terms. The Bulgarians are warmer than the Dutch and as warm as
the Italians – or, perhaps, as warm as the South Italians in the case when Italians in
the North will not do. These perceptions are frequently endorsed by attitudes in the
host country. “Like most Dutch people my husband is a big enthusiast about this
Bulgarian warmth, hospitality, broadmindedness, whatever you call it... It just flows out
of me!” The disparity between the perception of Italy and the Netherlands reinforces
the cultural perspective, especially if we take into consideration the fact that com-
plaints about loneliness and personal failure in communication may still accompany
the conviction that Italians are open and communicative. 

Today, this complicity between the migrants and the hosts in conceiving differences 
as cultural, ethnic, or national is reinforced by current theoretical perspectives with
their various emphasis on multiculturalism, on ethnicity, or on the local versus the 
global. If, however, the migrant women’s emphasis on communication is unpacked
through an approach that takes into account certain comparatively recent contingen-
cies we might be able to uncover a dynamism that is not reducible to issues of cultural
identity. As it happened, communication became a dominant preoccupation in the last
decade of communism in Bulgaria – in theoretical terms but also as a modus vivendi
that simultaneously incorporated and kept its distance from traditional practices in a
conscious effort to differentiate itself from the discursive monopoly of the state. The
driving force of this preoccupation with conversation was the tacit knowledge that the
recourse to orality, to speaking rather than writing, to the art and the “element” of con-
versation, to the voice that articulates the thought and is equally good in presenting its
own position and the position of the other, was motivated by a censorship that could
still control publishing but no longer controlled speaking. In his essay “On Good
Conversations”, written in 1959 but published posthumously only in 1978, on the eve of
the decade that would change Eastern Europe, Bulgarian writer Tsvetan Stoyanov
speaks about “the conversation of the oppressed and the tortured, above whom there
weighs the shadow of a gloomy tyranny and for whom it would be dangerous to even
dream together – and yet, there is hope in each syllable they utter...” (Stoyanov 1988:
69) What was impossible in writing took place in talking.

Dialogue was hence not only valorized theoretically but was also – or, perhaps, pre-
dominantly – enacted as conversation. It thus returned to the cultural substratum 
where – its theoreticians were perfectly aware – it had its immediate support. But not
unchanged. While, in the 1960s, the conversations for which those who remembered
him praised Stoyanov were still informal and took place in selected cafés and private
apartments, from the late 1970s on dialogism turned into an increasingly deliberate
practice. As Angel Angelov (1997) put it, “Dialogue” was a humanitarian mind-set, nor-
mative and unattainable, that was cultivated in intellectual circles in the 1980s against
the complacent and monological institutionalized discourse of the state. This mind-set
presupposed the self-discipline of listening to the other while simultaneously neutraliz-
ing the noise of your internal authority.”
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ÌËÚ‡Ì‡ Ì‡„Î‡Ò‡, ÌÓÏ‡ÚË‚Ì‡, ÌÂÔÓÒÚËÊËÏ‡, ÍÛÎÚË‚Ë‡Ì‡ ‚ ÔËflÚÂÎÒÍË Í˙„Ó‚Â
ÔÂÁ 80-ÚÂ „Ó‰ËÌË ÒÂ˘Û Ò‡ÏÓ‰Ó‚ÓÎÌÓ ÏÓÌÓÎÓ„Ë˜ÌÓÚÓ ‰˙Ê‡‚ÌÓ (Ë ËÌÒÚËÚÛˆËÓÌ‡Î-
ÌÓ) ÒÎÓ‚Ó. í‡ÁË Ì‡„Î‡Ò‡ ÔÂ‰ÔÓÎ‡„‡¯Â ‚˙ÁÔËÚ‡‚‡ÌÂ ‚ ÒÔÓÒÓ·ÌÓÒÚÚ‡ ‰‡ ÒÎÛ¯‡¯
‰Û„Ëfl ÔË Â‰ÌÓ‚ÂÏÂÌÌÓÚÓ ÌÂÛÚ‡ÎËÁË‡ÌÂ Ì‡ ‚˙ÚÂ¯ÌËfl ÒË ‡‚ÚÓËÚÂÚ – ¯ÛÏ.“

íÓ‚‡ ÍÛÎÚË‚Ë‡ÌÂ Ì‡ ‰Ë‡ÎÓ„ËÁÏ‡ ÔËÂÏ‡ ÙÓÏ‡Ú‡ Ì‡ Â‰ÌÓ fl‚ÎÂÌËÂ, ÍÓÂÚÓ ·Â¯Â
Ì‡Â˜ÂÌÓ ◊ÒÂÏËÌ‡˙Ú“ (çËÍÓÎ˜ËÌ‡ 2002). ëÂÏËÌ‡˙Ú, ÍÓÈÚÓ Á‡ÔÓ˜‚‡ ‚ ÂÎËÚ‡ÌË
„ÛÔË, ‰ËÒÍÛÚË‡˘Ë èÎ‡ÚÓÌÓ‚ÓÚÓ ÌÂ‰Ó‚ÂËÂ Í˙Ï ÔËÒÏÂÌÓÚÓ ÒÎÓ‚Ó ËÎË ÇËÚ„ÂÌ˘‡È-
ÌÓ‚‡Ú‡ ÍËÚËÍ‡ Ì‡ ÂÁËÍ‡, Ì‡‡ÒÚ‚‡ ÔÂÁ ÏÌÓÊ‡˘Ë ÒÂ Í˙„Ó‚Â ÓÚ ıÓ‡ Ë Ò˙·ËÚËfl Ë
ÒÂ ÔÂ‚˙˘‡ ‚ Â‰Ì‡ ÓÚ flÍËÚÂ ı‡‡ÍÚÂËÒÚËÍË Ì‡ ÔÓÒÎÂ‰ÌÓÚÓ ‰ÂÒÂÚËÎÂÚËÂ Ì‡ ÍÓ-
ÏÛÌËÒÚË˜ÂÒÍËfl ÂÊËÏ ‚ Å˙Î„‡Ëfl. Ç Í‡fl Ì‡ 80-ÚÂ ÚÓÈ Ì‡ÔÛÒÍ‡ ÛÌË‚ÂÒËÚÂÚÒÍËÚÂ
‡Û‰ËÚÓËË Ë ÔÂÏËÌ‡‚‡ ‚ ÛÎË˜ÌË ‰ÂÈÒÚ‚Ëfl, ÍÓËÚÓ Ó·ı‚‡˘‡Ú ÒÚÓÚËˆË ıËÎfl‰Ë ıÓ‡.
í˙ÍÏÓ Ú‡Í‡ ◊ÒÚÛË ÓÚ ‚ÒflÍ‡ ÒË˜Í‡“ Ì‡‰ÂÊ‰‡Ú‡ Û ñ‚ÂÚ‡Ì ëÚÓflÌÓ‚: ◊äÓÎÍÓ ˜ÂÒÚÓ,
ÓÚÍ‡Í ËÏ‡ ˜Ó‚ÂÍ Ë ˜Ó‚Â¯Í‡ ËÒÚÓËfl, (ıÛ·‡‚ËÚÂ ‡Á„Ó‚ÓË) Ò‡ ÒÂ ÔÂÌ‡ÒflÎË ËÁ‚˙Ì
ÚÓÁË ÏËÍÓÍÓÒÏÓÒ, ÒÚ‡‚‡ÎË Ò‡ Ó„ÓÏÌ‡ Ó·˘ÂÒÚ‚ÂÌ‡ ÒËÎ‡! èÓ ˆflÎ‡Ú‡ ÔÎ‡ÌÂÚ‡ ‰ÌÂÒ
ÔËÔÎ‡Ï‚‡Ú Í‡ÚÓ ·ÎËÁÍË Ë ‰‡ÎÂ˜ÌË Ó„Ì¸Ó‚Â ıÛ·‡‚Ë ‡Á„Ó‚ÓË... ‡Á„Ó‚ÓË Ó˙-
ÊËfl... çË˘Ó ÌËÍÓ„‡ ÌÂ Â ·ËÎÓ Ò˙Ú‚ÓÂÌÓ ·ÂÁ ıÛ·‡‚Ë ‡Á„Ó‚ÓË – ÌËÚÓ Ò˙„‡Ê‰‡ÌÂ-
ÚÓ Ì‡ è‡ÚÂÌÓÌ‡, ÌËÚÓ Ò˙·‡flÌÂÚÓ Ì‡ Å‡ÒÚËÎËflÚ‡“ (ëÚÓflÌÓ‚ 1988: 70-1).

ÑÌÂÒ ·˙Î„‡ÒÍËÚÂ ËÌÚÂÎÂÍÚÛ‡ÎˆË Í‡ÚÓ ˜Â ÎË ÌÂ Ò‡ ÓÒÓ·ÂÌÓ ‡Ì„‡ÊË‡ÌË Ò ◊Ô˙ÎÌÓÚÓ
‡Á„˙˘‡ÌÂ Ì‡ ÒÎÓ‚ÂÒÌ‡Ú‡ ÒÚËıËfl“ (ÅÓfl‰ÊËÂ‚ 1984: 20) Ë Ò ‰Ó·Ó‰ÂÚÂÎËÚÂ Ì‡ ‰Ë‡-
ÎÓ„ËÁÏ‡. Çfl‡Ú‡ ‚ ÒÚÓÈÌÓÒÚÚ‡ Ì‡ Ó·˘Û‚‡ÌÂÚÓ Ó·‡˜Â Ò˙ÔÓ‚ÓÊ‰‡ Ì‡¯ËÚÂ ÏË„‡ÌÚ-
ÍË (Ë ÔË ÏÂÌÂ ÒÂ Á‡‚˙Ì‡ ‚ ÔÓ-‰˙Î„ËÚÂ ÏË Ô˙ÚÛ‚‡ÌËfl). Ñ‡ÎË ÏË„‡ˆËflÚ‡ ÌÂ Â ÔË-
˜ËÌ‡ Á‡ ÌflÍ‡Í‚Ó ËÁÓÒÚ‡‚‡ÌÂ ‚˙‚ ‚ÂÏÂÚÓ, ÍÓÂÚÓ Ò˙ı‡Ìfl‚‡ ÒÎÂ‰ËÚÂ ÓÚ ÔÓÎËÚË˜ÂÒ-
ÍÓÚÓ ÏËÌ‡ÎÓ Ì‡ ÒÚ‡Ì‡Ú‡? çflÍÓË ÓÚ ËÌÚÂ‚˛Ë‡ÌËÚÂ Ì‡ËÒÚËÌ‡ ÒÔÓÏÂÌ‡‚‡Ú Á‡·‡-
Ì‡Ú‡ ‚˙ıÛ Ó·˘Û‚‡ÌÂÚÓ (Ë ÒÔÂˆË‡ÎÌÓ Ó·˘Û‚‡ÌÂÚÓ Ò ˜ÛÊ‰ÂÌˆË) Ë ËÁÓÎ‡ˆËflÚ‡, Ì‡ÎÓ-
ÊÂÌ‡ ÓÚ ÒÚ‡Ëfl ÂÊËÏ, Á‡ ‰‡ ‰˙ÊË ıÓ‡Ú‡ ‚ ÌÂ‚ÂÊÂÒÚ‚Ó Ë ‰ÂÁËÌÙÓÏ‡ˆËfl.

éÚÌÓ‚Ó ‚ ÓÚ„Î‡Ò Ì‡ ËÌÚÂÎÂÍÚÛ‡ÎÌËÚÂ Ì‡„Î‡ÒË Ì‡ 80-ÚÂ „Ó‰ËÌË ‚ ËÌÚÂ‚˛Ú‡Ú‡ ÒÂ ÔÓ-
fl‚fl‚‡ ÓÒ˙ÁÌ‡ÚÓÒÚ Á‡ ◊‰Ë‡ÎÓ„Ë˜ÌËfl“ ‡ÒÔÂÍÚ Ì‡ Ó·˘Û‚‡ÌÂÚÓ Ë ÔÓ‚Ë¯ÂÌ‡ ˜Û‚ÒÚ‚ËÚÂÎ-
ÌÓÒÚ Í˙Ï ÎËÔÒ‡Ú‡ Ì‡ ‰Ë‡ÎÓ„ËÁ˙Ï Í‡ÚÓ ‚˙ÚÂ¯ÂÌ ÍÓÏÔÓÌÂÌÚ Ì‡ ÏËÒÎÂÌÂÚÓ. ◊ÇËÌ‡„Ë
ÒÂ ÓÔËÚ‚‡Ï ‰‡ ÏËÒÎfl ÌÂ Ò‡ÏÓ ÒÓ·ÒÚ‚ÂÌËÚÂ ÒË ÏËÒÎË, ÌÓ Ë ÏËÒÎËÚÂ Ì‡ ‰Û„Ëfl. åËÒ-
Îfl, ˜Â ÌÂ Â ıÛ·‡‚Ó ‰‡ ÒË ÒÎflÔ Á‡ ‰Û„ËÚÂ ÔÓÁËˆËË Ë ‰‡ ‚fl‚‡¯ Ò‡ÏÓ ‚ Ò‚ÓflÚ‡“ –
Í‡Á‚‡ Â‰Ì‡ ÓÚ ËÌÚÂ‚˛Ë‡ÌËÚÂ, ˜ËÈÚÓ Ï‡„‡ÁËÌ Á‡ ‰ÓÏ‡¯ÌË Î˛·ËÏˆË ‚ èËÁ‡ fl
Ò·Î˙ÒÍ‚‡ ˜ÂÒÚÓ Ò˙Ò Á‡˘ËÚÌËˆË Ì‡ Ô‡‚‡Ú‡ Ì‡ ÊË‚ÓÚÌËÚÂ. ífl Â ‡ÁÚÂ‚ÓÊÂÌ‡ ÌÂ ÓÚ
ÌflÍÓË ÚÂıÌË ÍÓÌÍÂÚÌË Ë‰ÂË, ‡ ÓÚ ÌÂÊÂÎ‡ÌËÂÚÓ ËÏ ‰‡ ‰ÓÔÛÒÌ‡Ú, ˜Â Ë ‚ ÔÓÁËˆËËÚÂ
Ì‡ ‰Û„ËÚÂ ÏÓÊÂ ‰‡ ËÏ‡ Ô‡‚ÓÚ‡. ◊çÂ ÏÓ„‡ ‰‡ ‚fl‚‡Ï ‚ ÒÓ·ÒÚ‚ÂÌËÚÂ ÒË Û·ÂÊ‰ÂÌËfl
ÚÓÎÍÓ‚‡ ÒËÎÌÓ, ˜Â ‰‡ ÌÂ ‰ÓÔÛÒÌ‡ ‚˙ÁÏÓÊÌÓÒÚÚ‡ Ë ‰Û„ËÚÂ ‰‡ Ò‡ Ô‡‚Ë. çÓ Ô‡‚‡
ÎË Ò˙Ï ‰‡ Ô‡‚fl Ú‡Í‡?“ – ÔËÚ‡ ÒÂ Úfl, ÓÚÂÍ‚‡ÈÍË Ì‡„Î‡ÒËÚÂ, ‡Á˜ÂÚÂÌË Û ñ‚ÂÚ‡Ì
ëÚÓflÌÓ‚ “…ÚÓÈ Ò ÎÂÍÓÚ‡ ÓÚ„‡Ú‚‡¯Â, ÔÓÌflÍÓ„‡ ÔÓ-‰Ó·Â ËÁ‡Áfl‚‡¯Â Ì‡¯ËÚÂ ÒÓ·ÒÚ-
‚ÂÌË ‚˙Á‡ÊÂÌËfl. ë ‚Ó‰ÓÔ‡‰ ÓÚ Í‡ÒÌÓÂ˜ËÂ ‡Á‚Ë‚‡¯Â ÍÓÌÚ‡‡„ÛÏÂÌÚËÚÂ Ì‡
ÒÓ·ÒÚ‚ÂÌÓÚÓ ÒË ÔÓÒÚÓÂÌËÂ. Ç ÒÎÓÊÌÓ, ÓÍÂÒÚÓ‚Ó ÔÓÒÚÓÂÌËfl ÏÛ ‰Ûı ÒflÍ‡¯ Â‰-
ÌÓ‚ÂÏÂÌÌÓ ÊË‚ÂÂı‡ Ë ÌÂ„Ó‚ÓÚÓ, Ë ÏÓÂÚÓ... “ (ÜÂ˜Â‚ 1978: 10).

Ä ÏÓÊÂ ·Ë ËÏ‡ ÌÂ˘Ó ‚ ÒËÚÛ‡ˆËflÚ‡ Ì‡ ÏË„‡ÌÚ‡, ÍÓÂÚÓ Û‰˙ÎÊ‡‚‡ ÊË‚ÓÚ‡ Ì‡ „ËÊË,
‚Â˜Â Á‡·‡‚ÂÌË ‚ ÒÓ·ÒÚ‚ÂÌ‡Ú‡ ÏÛ ÒÚ‡Ì‡? çÂ ÏËÌ‡Î‡Ú‡, ‡ Ì‡ÒÚÓfl˘‡Ú‡ ÏÛ ÒËÚÛ‡-
ˆËfl? Ö‰ÌÓ ÎÂÍÓ Ë ‚Â‰Ó ÓÚÌÓ¯ÂÌËÂ Í˙Ï ‰‚ËÊÂÌËÂÚÓ Â ÚËÔË˜ÌÓ Á‡ ÌÓ‚ËÚÂ ÏË„‡ÌÚ-
ÍË, Á‡ ÍÓËÚÓ ◊Ô‡ÚËÓÚËÁÏ˙Ú“ (Á‡ ‡ÁÎËÍ‡ ÓÚ ÒÚ‡ËÚÂ ÂÏË„‡ÌÚÍË, ÚÂ ÌËÍÓ„‡ ÌÂ ÛÔÓÚ-
Â·fl‚‡Ú ‰ÛÏ‡Ú‡) Â ‚˙ÔÓÒ ÌÂ Ì‡ „ÂÓ„‡ÙËfl, ‡ Ì‡ ÔË‚˙Á‡ÌÓÒÚ Í˙Ï ÓÔÂ‰ÂÎÂÌ ÚËÔ
ÒÓˆË‡ÎÌÓÒÚ, Í˙Ï ◊ÔÓÒÚÓ ‰‡ ÒÂ‰ÌÂ¯ Ì‡ Í‡ÙÂ Ò ıÓ‡“. Ñ‡ÎË ÎÂÍÓÚ‡Ú‡, ‚Â‰ËÌ‡Ú‡,
„‡ˆËflÚ‡ Ì‡ Ì‡„Î‡ÒËÚÂ Ì‡ ÌÓ‚ËÚÂ ÏË„‡ÌÚÍË ÌÂ ÓÚË„‡‚‡Ú Ù‡ÌÚ‡ÁËflÚ‡ Ì‡ 80-ÚÂ,
Ù‡ÌÚ‡ÁËflÚ‡ ‰‡ ÒÂ ‚ÍÎ˛˜Ë¯ ◊‚ ÏÂÊ‡Ú‡“ Ì‡ ◊·ÎËÁÍËÚÂ Ë ‰‡ÎÂ˜ÌË Ó„Ì¸Ó‚Â“ Ì‡ ıÛ·‡-
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The cultivation of dialogism took the form of what came to be designated as the semi-
nar. (Nikolchina 2002) The seminar, which began in elitist groups discussing Plato’s
distrust of writing or Wittgenstein’s critique of language, grew through proliferating cir-
cles of people and events and emerged as a major feature of the last decade of the
communist regime in Bulgaria. By the end of the 1980s it spilled over from University
auditoriums into street action involving hundreds of thousands of people. This was as
much as Tsvetan Stoyanov had hoped for: “How often, since there are human beings
and human history, have good conversations gone beyond their microcosm and turned
into a huge social force! Now close by, now far away, the fires of good conversations
are flickering all over the globe today... Conversations are weapons... Nothing was ever
done without a good conversation – neither the building of the Parthenon, nor the tear-
ing down of the Bastille.” (Stoyanov 1988:70-1) 

While no Bulgarian intellectual today seems to be particularly concerned with the
“complete unfurling of the element of speech” (Boiadjiev 1984: 20) or, indeed, with the
virtues of dialogism, the belief in the value of communication seems to have accompa-
nied migrant women (and it is my own sporadic situation as a migrant that took me
back to it). Is migration, by some sort of deferral, keeping the traces of the political
past of the home country? Some of the migrants do mention in their interviews the ban
on communication and the isolation imposed by the ancien regime in order to “keep
people in ignorance and disinformation”. 

In a further echo from intellectual attitudes in the 1980s, there is, in the interviews, an
awareness of the “dialogical” aspect of communication and a keen perceptiveness to
the lack of dialogism as an internal component of thinking. “I always try to think not
only my own thoughts but also the thoughts of the other. I don‘t think it’s good to be
blind to other positions and believe only in your own,” says one of the interviewees
whose pet shop in Pisa brings her in frequent debates with animal rights activists. 
She is worried not by their particular ideas but by their unwillingness to assume that
the other’s position might have legitimate claims to what is right. “I cannot believe my
own beliefs with such absolute conviction that I wouldn’t allow for the possibility that
the other might be right. But am I right in being like this?” – she asks echoing claims
about Tsvetan Stoyanov. “Easily, he guessed and sometimes expressed even better
our own objections. He developed the counterarguments to his own contention with a
torrent of eloquence. In his complex polyphonic mind, there lived both his and my
(position)...” (Zhechev 1978: 10)

Or is there, perhaps, something in the situation of the migrant that carries on preoccu-
pations already forgotten in the home country? Not their past but their very present sit-
uation. An easy-going, serene perception of movement is typical of new migrants for
whom “patriotism” (unlike older emigrants, they never use the word) is not a country
but the attachment to a certain type of sociality, to “just having coffee with people.” 
Are the lightness, the ease, the grace in the general attitude of new migrants to migra-
tion enacting the fantasy of the eighties, the fantasy of being “logged in” to the now
close, now distant fires of conversations flickering all over the globe? And could the
awareness of the values of understanding be the specific gift, to a world in flux, of this
light-hearted mobility which voices its plea for “continuous dialectical communication”
(Boiadjiev 1984: 21)?”

Last but not least, in the face of new challenges, could communication be the
Bulgarian migrant’s “weapon” in times of need? There are cultural differences, all right,
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‚ËÚÂ ‡Á„Ó‚ÓË, ÍÓËÚÓ ÔËÔÎ‡Ï‚‡Ú ◊ÔÓ ˆflÎ‡Ú‡ ÔÎ‡ÌÂÚ‡“? à ‰‡ÎË Ò˙ÁÌ‡ÌËÂÚÓ Á‡
ˆÂÌÌÓÒÚÚ‡ Ì‡ Ó·˘Û‚‡ÌÂÚÓ ÌÂ ÒÂ ÔÂ‚˙˘‡ ÚÓ„‡‚‡ ‚ ÓÒÓ·ÂÌËfl ‰‡ Á‡ Â‰ËÌ ÔÓÏÂ-
Ìfl˘ ÒÂ Ò‚flÚ ÓÚ ÒÚ‡Ì‡ Ì‡ Ú‡ÁË ·ÂÁ„ËÊÌ‡ ÔÓ‰‚ËÊÌÓÒÚ, ÍÓflÚÓ Ì‡‰Ë„‡ Ò‚Ófl „Î‡Ò ‚
Á‡˘ËÚ‡ Ì‡ ◊ÔÓ‰˙ÎÊËÚÂÎÌÓÚÓ ‰Ë‡ÎÂÍÚË˜ÂÒÍÓ Ó·˘Û‚‡ÌÂ“ (ÅÓfl‰ÊËÂ‚ 1984: 21).

ç‡È-ÒÂÚÌÂ ‚˙ÁÏÓÊÌÓ ÎË Â ‚ ÎËˆÂÚÓ Ì‡ ÌÓ‚Ë ÔÂ‰ËÁ‚ËÍ‡ÚÂÎÒÚ‚‡ Ó·˘Û‚‡ÌÂÚÓ ‰‡ ÒÂ
ÓÍ‡ÊÂ ◊Ó˙ÊËÂÚÓ“ Ì‡ ·˙Î„‡ÒÍËÚÂ ÏË„‡ÌÚÍË ‚ ÚÛ‰ÂÌ ˜‡Ò? äÛÎÚÛÌË ‡ÁÎËÍË Ì‡-
ËÒÚËÌ‡ Ò˙˘ÂÒÚ‚Û‚‡Ú – Ò ÚÓ‚‡ Ë ˘Â ÔËÍÎ˛˜‡ ÚÛÍ. çÓ ‰‡ÎË ‚ËÌ‡„Ë ÌË Â „ËÊ‡ Á‡
Úflı, Úfl·‚‡ ÎË ‚ËÌ‡„Ë ‰‡ ÌË Â „ËÊ‡ Á‡ Úflı? ÜËÁÌÂÌÓ‚‡ÊÌËflÚ ‚˙ÔÓÒ, ÍÓÈÚÓ Â
Ó·˙Ì‡Ú ÔÓ-ÒÍÓÓ Í˙Ï ÔÎ‡ÒÚË˜ÌÓÚÓ ·˙‰Â˘Â, ÓÚÍÓÎÍÓÚÓ Í˙Ï ÛÚ‡fl‚‡ÌËflÚ‡ Ì‡ ÏËÌ‡-
ÎÓÚÓ, Â Í‡Í‚Ó ÏÓ·ËÎËÁË‡ ÚÂÁË ‡ÁÎËÍË Ë Ò Í‡Í‚‡ ˆÂÎ ÚÓ ÔËÁÓ‚‡‚‡ ÚÂıÌËÚÂ ÔÓ‰-
‚ËÊÌË ÁÌ‡˜ÂÌËfl.
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and this is what I want to conclude with. But do we or should we always care about
them? The vital question that looks to the flexibility of the future rather than to the sedi-
ments of the past, is what mobilizes these differences and to what ends it summons
their shifting meanings. 
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èÂÚfl ä‡·‡Í˜ËÂ‚‡

◊Å‡ÎÍ‡ÌÒÍËÚÂ“ BG ıÛ‰ÓÊÌËˆË
ËÎË ıÛ‰ÓÊÌËˆËÚÂ ÒÂ˘Û 
◊Å‡ÎÍ‡ÌËÚÂ“
1. ◊àÒÚËÌÒÍËÚÂ“ Å‡ÎÍ‡ÌË – ÔÓ„ÎÂ‰˙Ú ÓÚ‚˙ÚÂ Ë ÓÚ‚˙Ì

ëÎÂ‰ ◊éËÂÌÚ‡ÎËÁÏ˙Ú“ Ì‡ Ö‰Û‡‰ ë‡Ë‰ Ë ◊Å‡ÎÍ‡ÌË – ·‡ÎÍ‡ÌËÁ˙Ï“ Ì‡ å‡Ëfl íÓ‰Ó-
Ó‚‡ ÔÓ·ÎÂÏ˙Ú Á‡ ‚˙ÚÂ¯ÌÓÚÓ Ë ‚˙Ì¯ÌÓÚÓ ÍÓÌÒÚÛË‡ÌÂ Ì‡ Â‰ËÌ Â„ËÓÌ ÔË‰Ó·Ë
ËÁÍÎ˛˜ËÚÂÎÌÓ ÁÌ‡˜ÂÌËÂ. ◊Å‡ÎÍ‡ÌËÚÂ“ Ò‡ ÔÂ‰Ë ‚ÒË˜ÍÓ ÍÓÌÒÚËÚÛË‡ÌË ÓÚ Â‰Ì‡ ‚˙Ì¯-
Ì‡, Á‡Ô‡‰Ì‡ ÔÂÒÔÂÍÚË‚‡, ˜ËËÚÓ ı‡‡ÍÚÂËÒÚËÍË Ò‡ Ò‚˙Á‡ÌË „Î‡‚ÌÓ Ò ◊·‡ÎÍ‡ÌËÁ‡-
ˆËflÚ‡“ – ÌÂÔÂÍ˙ÒÌ‡ÚË Í˙‚‡‚Ë ÍÓÌÙÎËÍÚË, Ì‡ÒËÎÒÚ‚ÂÌÓ ‡ÁÔÓÍ˙Ò‚‡ÌÂ Ì‡ ÚÂËÚÓ-
ËË, ÔÓ‚ÎË˜‡˘Ó ÛÏÌÓÊ‡‚‡ÌÂÚÓ Ì‡ Ì‡ˆËËÚÂ ‰˙Ê‡‚Ë. ôÓÏ Ó·‡˜Â  Ì‡ÏË‡˘‡ ÒÂ Ì‡
Å‡ÎÍ‡ÌËÚÂ ‰˙Ê‡‚‡ Á‡ÔÓ˜‚‡ ‰‡ Â¯‡‚‡ ÔÓ·ÎÂÏËÚÂ ÒË ÓÚÌÓÒËÚÂÎÌÓ ÏËÌÓ Ë ÍÓÚÍÓ
(Í‡ÚÓ É˙ˆËfl Ì‡ÔËÏÂ), Úfl ÒËÏ‚ÓÎË˜ÂÒÍË Ì‡ÔÛÒÍ‡ Â„ËÓÌ‡ Ë ÒÔÓÍÓÈÌÓ ÒÂ Ì‡ÒÚ‡Ìfl-
‚‡ ‚ Ö‚ÓÔ‡. ê‡‰ËÍ‡ÎËÁË‡ÌËÚÂ Ì‡ˆËÓÌ‡ÎËÁÏË – ÚÓ‚‡ Â ‚˙Ì¯Ì‡Ú‡ ÔÂÒÔÂÍÚË‚‡,
ÔÂÁ ÍÓflÚÓ Ó·ËÍÌÓ‚ÂÌÓ ÒÂ ÏËÒÎflÚ Å‡ÎÍ‡ÌËÚÂ. ◊àÁ·fl„‚‡ÈÚÂ Ô˙ÚÛ‚‡ÌÂ ‰Ó Å‡ÎÍ‡ÌËÚÂ“ –
ÚÓ‚‡ Â ◊ÚflıÌÓÚÓ“ ÔÓÒÎ‡ÌËÂ. 

ÑÌÂÒ ÒÏÂ Ò‚Ë‰ÂÚÂÎË Ì‡ ‰Û„‡ ÒÚÂÏËÚÂÎÌ‡ „ÂÌÂ‡ÎËÁ‡ˆËfl – Á‡ÏflÌ‡ Ì‡ Á‡Ô‡‰ÌËfl
Ó·Ó·˘ÂÌ Ó·‡Á Ò ÚÛÍ‡¯ÌÓ ÔÓËÁ‚Â‰ÂÌÓ, Ë Ò˙˘Ó ÚÓÎÍÓ‚‡ ÓÔÓÒÚÂÌÓ ËÁÓ·‡ÊÂÌËÂ,
ÍÓÂÚÓ ËÁ‚ÂÊ‰‡ Ì‡ÔÂ‰ ÔÓÁËÚË‚ÌÓÚÓ, ◊˛„ÓËÁÚÓ˜ÌÓÂ‚ÓÔÂÈÒÍÓ“ ÎËˆÂ Ì‡ Ò˙˘ËÚÂ ÚÂÁË
Å‡ÎÍ‡ÌË, ÌÓ ‚Ë‰ÂÌË ÔÂÁ ‚ÒÂÍË‰ÌÂ‚Ì‡Ú‡, ÒÔÂˆËÙË˜Ì‡, ı‡‡ÍÚÂÌ‡ Á‡ ˆÂÎËfl Â„ËÓÌ
ÍÛÎÚÛ‡. ÖÚÓ „Ó ‡‰ÓÒÚÌËfl Ë ıÂ‰ÓÌËÒÚË˜ÂÌ ÎËÍ – Á‰‡‚Ë, Í‡ÒË‚Ë Ï˙ÊÂ Ë ÔÂÍ‡ÒÌË
ÏÓÏË˜ÂÚ‡ Ú‡ÌˆÛ‚‡Ú Ë ÔÂflÚ, ı‡Ì‡Ú‡ Â ÓÒÚ‡ Ë Ò ‚˙ÁıËÚËÚÂÎÂÌ ‚ÍÛÒ, Ì‡ÔËÚÍËÚÂ – ÒËÎ-
ÌË Ë ‚˙Á·ÛÊ‰‡˘Ë, ÔËÓ‰‡Ú‡ – ‰Ë‚‡ Ë ‚ÂÎË˜ÂÒÚ‚ÂÌ‡. ◊ç‡ÒÎ‡‰ÂÚÂ ÒÂ Ì‡ ÊË‚ÓÚ‡ Ì‡
Å‡ÎÍ‡ÌËÚÂ“ – ÚÓ‚‡ Â ◊Ì‡¯ÂÚÓ“ ÔÓÒÎ‡ÌËÂ. 

à ‰‚ÂÚÂ ÍÓÌÒÚÛÍˆËË Ó·‡˜Â ÔÓÚË‚ÓÔÓÒÚ‡‚flÚ Å‡ÎÍ‡ÌËÚÂ Ì‡ á‡Ô‡‰‡,  ÔÂ‰ÒÚ‡‚flÚ ·‡Î-
Í‡ÌËÚÂ Í‡ÚÓ ‚ÒÂ Ó˘Â ‚‡‚‡ÒÍÓ ÏflÒÚÓ, Ò˙Ò ÒÔÂˆËÙË˜Ì‡ ÍÛÎÚÛ‡, ·ËÎÓ Ò ÔÓÁËÚË‚ÌË,
·ËÎÓ Ò ÌÂ„‡ÚË‚ÌË ÒÚ‡ÌË, ‰ÓÒÚ‡ ‡ÁÎË˜ÌË ÓÚ ÚÂÁË Ì‡ Á‡Ô‡‰Ì‡Ú‡ ˆË‚ËÎËÁ‡ˆËfl. (çÓ-
·ÂÚ ÖÎË‡Ò ·ÎflÒÍ‡‚Ó ÔÓÍ‡Á‡ ËÁ„‡Ê‰‡ÌÂÚÓ Ì‡ ‰ËıÓÚÓÏËflÚ‡ ◊Á‡Ô‡‰“ – ◊ËÁÚÓÍ“ Í‡ÚÓ
ÓÔÓÁËˆËfl ÏÂÊ‰Û ◊ˆË‚ËÎËÁ‡ˆËfl“ Ë ◊ÍÛÎÚÛ‡“). Å‡ÎÍ‡ÌÒÍËÚÂ Ó·˘ÂÒÚ‚‡ ÒÂ ÔÓÎ‡„‡Ú Í‡ÚÓ
‚ÍÓÂÌÂÌË ‚ ÔËÓ‰‡Ú‡, ÒËÎÌÓ Ú‡‰ËˆËÓÌÌË, ÒÔÓÌÚ‡ÌÌË, ÌflÏ‡˘Ë ÌË˘Ó Ó·˘Ó Ò „‡‰Ò-
ÍÓÚÓ ÓÚ˜ÛÊ‰ÂÌËÂ; ÏËÒÚÂËÓÁÌË, ÍËÂ˘Ë ËÁÌÂÌ‡‰Ë Ë Ú‡ÈÌË.

ÇÒÂ Ô‡Í Å‡ÎÍ‡ÌËÚÂ ÌÂ ËÁ„ÎÂÊ‰‡Ú ÚÓÎÍÓ‚‡ ˜ÛÊ‰Ë Ì‡ á‡Ô‡‰‡ Í‡ÚÓ éËÂÌÚ‡ – ÚÂ Ò‡
ÔÂÚÂÌ‰Ë‡˘ ‰‡ Â Ö‚ÓÔ‡ éËÂÌÚ ËÎË ÔÓ-ÚÓ˜ÌÓ éËÂÌÚ, ÒÚ‡‡Â˘ ÒÂ ‰‡ ‰Ó„ÓÌË
á‡Ô‡‰‡. çÓ ‚ ÒÍÓÓÒÚÌËfl ÒË ÓÔËÚ ‰‡ ÒÂ ËÁÏ˙ÍÌ‡Ú ÓÚ ÔËÓ‰‡Ú‡ Ë ‰‡ ‰ÓÒÚË„Ì‡Ú Á‡-
Ô‡‰Ì‡Ú‡ ˆË‚ËÎËÁ‡ˆËfl, Å‡ÎÍ‡ÌËÚÂ ÒÂ ÔÂÚÓ‚‡‚‡Ú Ò˙Ò Ò˙·ËÚËfl, Ò ‰ËÌ‡ÏË˜Ì‡, Ì‡Í˙Ò‡-
Ì‡, ·˙ÁÓ ÒÏÂÌfl˘‡ ÔÓÒÓÍ‡Ú‡ ÒË ËÒÚÓËfl. Ä Ì‡ÏË‡ÈÍË ÒÂ ‚ÒÂ Ó˘Â ‚ éËÂÌÚ‡, ÚÂ Ò‡
ÔÂÌ‡ÒÂÎÂÌË Ò ‚ËÍ‡˘Ë, ÒÏÂÂ˘Ë ÒÂ, fl‰fl˘Ë, ÔËÂ˘Ë, Û·Ë‚‡˘Ë ÒÂ Â‰ËÌ ‰Û„ ıÓ‡.
à Ú‡Í‡, Å‡ÎÍ‡ÌËÚÂ Ò‡ ¯ÛÏÌË, ‚˙Á·ÛÊ‰‡˘Ë, Ô˙ÎÌË Ò ÂÌÂ„Ëfl Ë Ò˙·ËÚËfl. 

ëÎÂ‰ ‚ÒË˜ÍË ÚÂÁË ‰ÛÏË Á‡ Úflı, ÌÂÍ‡ ı‚˙ÎËÏ ÔÓ„ÎÂ‰ ‚˙ıÛ ËÁÓ·‡ÊÂÌËflÚ‡ ËÏ, ÔÂ‰-
ÒÚ‡‚ÂÌË ‚ ËÁÎÓÊ·‡Ú‡ ◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“.
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Petia Kabakchieva

The BG “Balkan” Artists – 
the Artists against “the Balkans”

1. The “Real” Balkans – the External and the Internal Glance

After Edward Said’s Orientalism and Maria Todorova’s Imagining the Balkans the prob-
lem of internal or external construction of a region became extremely important. The
“Balkans” are well-known to have been constituted by an external Western perspective
that identifies them as an entity, whose common characteristic is predominantly associ-
ated with Balkanization, seen as constant bloody conflicts, violent sub-regionalization,
which entails multiplication of nation-states. Once a country, situated on the Balkans,
becomes relatively problem-free and peaceful (Greece, for instance), it symbolically with-
draws from the Balkans and calmly situates itself in Europe. Radicalized nationalisms:
this is the external perspective from which the Balkans are usually thought. “Avoid the
trip to the Balkans” – this image proclaims.

Nowadays we are witnessing another sweeping generalization – the Western generalized
image is replaced with a homegrown and just as generalized one that highlights the pos-
itive, “Southeast European” face of the selfsame Balkans at the everyday level of a spe-
cific regionally spread common culture. This is the joyful and hedonistic face of the
Balkans – strong handsome men and beautiful girls are singing and dancing, the food is
spicy and delicious, the drinks are strong and shooting, the nature is gorgeous and wild.
“Enjoy the life on the Balkans” – this image suggests. 

But both those constructions oppose the Balkans to the West; the Balkans are presented
as a still barbarian place with a specific culture having positive and negative aspects,
quite different from the Western civilization. (Norbert Elias has brilliantly shown the con-
struction of the dichotomy “West” and “East” as the opposition between “Civilization”
and “Culture”). The Balkan societies are embedded in the nature, they are quite tradition-
al, spontaneous, having nothing in common with the alienated urban life; they are myste-
rious, hiding secrets and surprises. 

Of course, the Balkans are not so exotic and alien to the West as the Orient; they are
Orient pretending to be Europe, or better Orient trying to catch up with the West. But in
their speedy attempt to get out from nature and reach civilization, the Balkans are over-
loaded with events, with a short-term, quickly changing direction history. Being still in the
Orient, they are overcrowded with people – shouting, laughing, eating, drinking, and
killing themselves. So, the Balkans are noisy, exciting, full of energy and events. 

After all these words about the Balkans let us have a look upon the images of the
Balkans presented in the exhibition In the Gorges of the Balkans. 
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2. ◊àÒÚËÌÒÍËÚÂ“ Å‡ÎÍ‡ÌË?“ – Ó·˙Ì‡Ú‡Ú‡ ÔÂÒÔÂÍÚË‚‡

äÓ„‡ÚÓ ÓÚ‚ÓËı Í‡Ú‡ÎÓ„‡ Ì‡ ËÁÎÓÊ·‡Ú‡ ◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“, ·flı ÒÚ‡¯ÌÓ Û˜Û-
‰ÂÌ‡ Ì‡È-‚Â˜Â ÓÚ ÔÓËÁ‚Â‰ÂÌËflÚ‡ Ì‡ ·˙Î„‡ÒÍËÚÂ ıÛ‰ÓÊÌËˆË. íÂıÌËÚÂ ‡·ÓÚË ·flı‡
Ì‡Ô˙ÎÌÓ ˜ÛÊ‰Ë Ì‡ „ÓÂÒÔÓÏÂÌ‡ÚËÚÂ ÍÎË¯ÂÚ‡ Á‡ Å‡ÎÍ‡ÌËÚÂ Ë ◊·‡ÎÍ‡ÌËÁ‡ˆËflÚ‡“.
ÇÏÂÒÚÓ ËÌÚÂÌÁË‚Ì‡ ÔÂÚÓ‚‡ÂÌ‡ ËÒÚÓËfl, ÌÂ‚ËÌÂÌ ıÂ‰ÓÌËÁ˙Ï, flÓÒÚÌË ÍÓÎÂÍÚË‚ÌË
ÚÂÎ‡, Í˙‚ Ë ÔËÓ‰‡, ÏÂ‰ Ë ÛÊ‡Ò Ë Ú.Ì., ‚ËÊ‰‡¯ Ò‡ÏÓÚ‡, Ô‡ÁÌÓÚ‡, ÙÓÍÛÒ˙Ú Â ‚˙ıÛ
ËÌ‰Ë‚Ë‰‡ ËÎË ‚˙ıÛ ‰ÂÔÂÒÓÌ‡ÎËÁË‡ÌËfl Ó·ÂÍÚ – „‡‰ÒÍË „ÎÂ‰ÍË, Í‡Ï˙ÌË ÓÚ Ì‡ÒÚËÎ-
Í‡. àÌÚÂÌÁË‚Ì‡Ú‡ ËÒÚÓËfl Â ËÁ˜ÂÁÌ‡Î‡, ÓÒÚ‡‚flÈÍË ÒÎÂ‰ ÒÂ·Â ÒË ËÁı‡·ÂÌË ÚÂËÚÓ-
ËË, Ë Â‰ËÌÒÚ‚ÂÌÓÚÓ, ËÏ‡˘Ó ÁÌ‡˜ÂÌËÂ, Ò‡ ÔÂ‰ÏÂÚËÚÂ, ÎË˜ÌÓÒÚËÚÂ, ‰ÂÚ‡ÈÎËÚÂ. ëfl-
Í‡¯ ·˙Î„‡ÒÍËÚÂ ıÛ‰ÓÊÌËˆË Ò‡ Á‡„Û·ËÎË ·‡ÎÍ‡ÌÒÍ‡Ú‡ ÒË Ë‰ÂÌÚË˜ÌÓÒÚ. àÎË fl ËÓÌË-
ÁË‡Ú, ÓÔËÚ‚‡Ú ÒÂ ‰‡ ÔÂÓ·˙Ì‡Ú Ó·‡Á‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ, ‰‡ ÔÂ˜ÛÔflÚ Ò˙˘ÂÒÚ‚Û‚‡˘Ë-
ÚÂ ÍÎË¯ÂÚ‡. ä‡Í‚Ó Â ÔÂÒËÏËÁÏ˙Ú, Ï‡˜ËÁÏ˙Ú, ·‡ÎÍ‡ÌÒÍÓÚÓ – Ì‡ÏË„‡Ú ·‡ÎÍ‡ÌÒÍËÚÂ
BG Ú‚Ó·Ë: ◊çËÍÓ„‡ ‚Â˜Â ÔÂÒËÏËÁ˙Ï“ (è‡‚‰ÓÎ˛· à‚‡ÌÓ‚), ◊éÔÎ‡Í‚‡ÌÂ Ì‡ Á‡„Û·Â-
ÌËfl Ï‡˜ËÁ˙Ï“ (äËËÎ è‡¯ÍÓ‚), ◊ÇËÒÓÍÓÏÂÌÓ ËÁÍÛÒÚ‚Ó“ (çÂ‰ÍÓ ëÓÎ‡ÍÓ‚) – Á‡˘Ó
‰‡ ÒÂ ÓÚÂ„˜‡‚‡Ï Á‡‡‰Ë ·‡ÎÍ‡ÌÒÍ‡ ËÁÎÓÊ·‡?“ Ç ‡·ÓÚËÚÂ Ì‡ ·˙Î„‡ÒÍËÚÂ ıÛ‰ÓÊÌË-
ˆË flÓÒÚÚ‡ Ë ‚ÓflÚ Ì‡ Å‡ÎÍ‡ÌËÚÂ „Ë ÌflÏ‡, ÓÚÒÚ˙ÔËÎË Ò‡ Ì‡ ÚË¯ËÌ‡Ú‡ Ë ËÓÌËflÚ‡. 

ä‡Í‚Ó ÓÁÌ‡˜‡‚‡ ÚÓ‚‡? åÓÊÂÏ ‰‡ ‰‡‰ÂÏ ÌflÍÓÎÍÓ Ó·flÒÌÂÌËfl. è˙‚ÓÚÓ Ë ÏÓÊÂ ·Ë
Ì‡È-‡ÁÔÓÒÚ‡ÌÂÌÓÚÓ Á‡Òfl„‡ ÓÏ‡ÌÚË˜Ì‡Ú‡ ÔÂ‰ÒÚ‡‚‡ Á‡ ıÛ‰ÓÊÌËÍ‡ Í‡ÚÓ Á‡‚ËÒÂ˘
Â‰ËÌÒÚ‚ÂÌÓ ÓÚ Ò‚ÓÂÚÓ ‚˙Ó·‡ÊÂÌËÂ Ë ÓÚ ÛÌË‚ÂÒ‡ÎÌËÚÂ ˆÂÌÌÓÒÚË, ‚ÒÚ‡ÌË ÓÚ ‚ÒÂÍË
ÒÔÂˆËÙË˜ÌÓ ◊Â„ËÓÌ‡ÎÂÌ ËÎË ÏÂÒÚÂÌ“ ÒÓˆË‡ÎÂÌ  ÍÓÌÚÂÍÒÚ. ÇÚÓÓÚÓ Ó·flÒÌÂÌËÂ ·Ë
ÏÓ„ÎÓ ‰‡ ÒÂ Ò˙ÒÂ‰ÓÚÓ˜Ë ‚˙ıÛ ÔÓÒÚÏÓ‰ÂÌ‡Ú‡ ◊ÏËÒËfl“ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ – ËÓÌËÁË‡-
ÌÂ Ì‡ ÍÎË¯ÂÚ‡, Ë„‡ Ò ‡ÁÎË˜ÌË Ó·‡ÁË, ÒÏÂÒ‚‡ÌÂ Ì‡ ÍÓÌÚÂÍÒÚË Ë Ó·˙˘‡ÌÂ Ì‡ ÔÂ-
ÒÔÂÍÚË‚Ë. íÂÚÓÚÓ ÔÓ·ÎÂÏ‡ÚËÁË‡ ÒÚ‡ÚÛÚ‡ Ì‡ ÔÓÒÚ‡ÌÒÚ‚ÂÌËÚÂ Ë‰ÂÌÚË˜ÌÓÒÚË –
Â„ËÓÌ‡ÎÌË, ÏÂÒÚÌË, Ì‡ˆËÓÌ‡ÎÌË – ‚ ÔÓˆÂÒ‡ Ì‡ „ÎÓ·‡ÎËÁ‡ˆËfl. ôÂ ÒÂ ÒÔ‡ Ì‡ ÚÂ-
ÚÓÚÓ ‚˙ÁÏÓÊÌÓ Ó·flÒÌÂÌËÂ.

3. ë˙˘ÂÒÚ‚Û‚‡ ÎË ÏÂÒÚÌ‡/Â„ËÓÌ‡ÎÌ‡ ÔÂÒÔÂÍÚË‚‡ ‚ ÔÓˆÂÒ‡ Ì‡ „ÎÓ·‡ÎËÁ‡ˆËfl?
óËfl/ÍÓfl Â ÁÌ‡˜ËÏ‡Ú‡ ÍÛÎÚÛ‡?

äÎ˛˜Ó‚ËflÚ ‚˙ÔÓÒ Ì‡ Ò˙‚ÂÏÂÌÌËfl Ò‚flÚ ÓÚ „Î.Ú. Ì‡ ·˙‰Â˘ÂÚÓ Â ‰‡ÎË „ÎÓ·‡ÎËÁ‡ˆËÓÌ-
ÌËÚÂ ÔÓˆÂÒË ÂÎËÏËÌË‡Ú ÁÌ‡˜ËÏÓÒÚÚ‡ Ì‡ Ì‡ˆËÓÌ‡ÎÌËÚÂ, ÎÓÍ‡ÎÌËÚÂ, Â„ËÓÌ‡ÎÌËÚÂ
‡ÁÎË˜Ëfl, ËÎË, Ì‡ÔÓÚË‚, „Ë Á‡ÒËÎ‚‡Ú. Ä‚ÚÓË Í‡ÚÓ å‡ÈÍ îÂ‰˙ÒÚÓÛÌ, ÑÊÓÌ‡Ú‡Ì
îË‰Ï‡Ì Ë êÓÎ‡Ì‰ êÓ·˙ÚÒ˙Ì ÔÓ‰‰˙Ê‡Ú ÚÂÁ‡Ú‡, ˜Â ‚ Ò˙‚ÂÏËÂÚÓ ÒÏÂ ‚ÒÂ ÔÓ‚Â˜Â
Ò‚Ë‰ÂÚÂÎË Ì‡ ◊„ÎÓ·‡ÎÌÓ ËÌÒÚËÚÛˆËÓÌ‡ÎËÁË‡ÌÂ Ì‡ ÊËÁÌÂÌËfl Ò‚flÚ Ë ÎÓÍ‡ÎËÁË‡ÌÂ Ì‡

„ÎÓ·‡ÎÌÓÒÚÚ‡“ (êÓ·˙ÚÒ˙Ì, 1992 „.). ä‡Á‡ÌÓ Ò ‰Û„Ë ‰ÛÏË, ÔÓfl‚fl‚‡ ÒÂ ÌÓ‚‡, „ÎÓÍ‡ÎÌ‡
Â‡ÎÌÓÒÚ, ÔÓÚËÒÍ‡˘‡ ‚ÒË˜ÍË ÔÂ‰Ë¯ÌË, Ì‡ˆËÓÌ‡ÎÌË Ë Â„ËÓÌ‡ÎÌË, Ë‰ÂÌÚË˜ÌÓÒÚË.

ÑÛ„Ë ‡‚ÚÓË Ì‡ÒÚÓfl‚‡Ú, ˜Â ÒÂ ÔÓfl‚fl‚‡ ÌÓ‚‡ ÍÓÒÏÓÔÓÎËÚÌ‡ Ë‰ÂÌÚË˜ÌÓÒÚ, ÌÓ Ò‡ÏÓ Á‡
ÂÎËÚË, ÒÔÓ‰ÂÎfl˘Ë Â‰ËÌ Ë Ò˙˘ ÒÓˆË‡ÎÂÌ ÒÚ‡ÚÛÒ, Ì‡ÔËÏÂ ‰ÂÈˆË ÓÚ ÌÂÔ‡‚ËÚÂÎÒÚ‚Â-
ÌË Ó„‡ÌËÁ‡ˆËË ËÎË ◊ËÌÚÂÎÂÍÚÛ‡ÎˆË Ë ÏÂ‰ËÈÌ‡ ËÌÚÂÎË„ÂÌˆËfl“ (îË‰Ï‡Ì, 1997 „.).
áË„ÏÛÌÚ Å‡ÛÏ‡Ì Ú‚˙‰Ë, ˜Â Ò‚ÂÚ˙Ú ÒÂ ÓÍ‡Á‚‡ ‡Á‰ÂÎÂÌ Ì‡ ıÓ‡ ·Ó„‡ÚË, ◊ÚÛËÒÚË“,
ÊË‚ÂÂ˘Ë ËÁÍÎ˛˜ËÚÂÎÌÓ ‚˙‚ ‚ÂÏÂÚÓ, Á‡ ÍÓËÚÓ ÏÂÒÚÓÌ‡ıÓÊ‰ÂÌËÂÚÓ Â ·ÂÁ ÁÌ‡˜ÂÌËÂ,
ÒÎÂ‰ Í‡ÚÓ ‡ÁÒÚÓflÌËflÚ‡ ÏÓ„‡Ú ‰‡ ÒÂ ÔÂÓ‰ÓÎÂflÚ ÏÓÏÂÌÚ‡ÎÌÓ, Ë Ì‡ ıÓ‡, ·Â‰ÌË, ÓË-
Ò‡ÌË Ì‡ ÎÓÍ‡ÎËÁË‡ÌÂ, Ú˙È Í‡ÚÓ ‚ÂÏÂÚÓ ËÏ Â Ô‡ÁÌÓ Ë ÌË˘Ó ÌÂ ÒÂ ÒÎÛ˜‚‡ (Å‡ÛÏ‡Ì,
1999). ë ‰Û„Ë ‰ÛÏË, Ò˙˘ÂÒÚ‚Û‚‡Ú ‰‚‡ ÓÒÌÓ‚ÌË ÚËÔ‡ ıÓ‡ – „ÎÓ·‡ÎÌË ÍÓÒÏÓÔÓÎËÚÌË
ÎË˜ÌÓÒÚË, ÍÓËÚÓ ÒË ÔËÎË˜‡Ú, Ë ıÓ‡, ÔËÍÂÔÂÌË Í˙Ï ÒÔÂˆËÙË˜ÌÓÚÓ ÒË ÏflÒÚÓ, Ú. Â.
Ó·‚˙Á‡ÌË Ò˙Ò ÒÔÂˆËÙË˜Ì‡Ú‡ ÒË ÍÛÎÚÛ‡. à‰ÂÌÚË˜ÌÓÒÚËÚÂ Ì‡ ÚÂÁË ‰‚‡ ÚËÔ‡ Ò‡ ‰Ë‡-
ÏÂÚ‡ÎÌÓ ÔÓÚË‚ÓÔÓÎÓÊÌË.

àÏ‡ Ë ÚÂÚ‡ ÚÂÁ‡, ÔÓ‰‰˙Ê‡Ì‡ ÓÚ ‡‚ÚÓË Í‡ÚÓ ë‡Ï˛ÂÎ ï˙ÌÚËÌ„Ú˙Ì, ÉÂÂÚ ïÓÙÒÚÂ‰Â
Ë ‰., Á‡ ÍÓËÚÓ ËÒÚÓË˜ÂÒÍË ÓÙÓÏÂÌËÚÂ, ÔÓÒÚ‡ÌÒÚ‚ÂÌÓ Ó„‡ÌËÁË‡ÌË (ÌÂÁ‡‚ËÒË-
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2. “The “Real” Balkans?” – the Reversed Perspective

When I opened the catalogue presenting the exhibition In the Gorges of the Balkans, the
works of the Bulgarian artists surprised me. Their works were totally alien to the above-
mentioned clichés of the Balkans and Balkanness. Instead of intense overcrowded histo-
ry, innocent hedonism, furious collective bodies, blood and nature, honey and terror etc.
you see loneliness, emptiness, the focus is on a single person or on depersonalized
objects like sights of a city, cobble stones. The intense history has disappeared, leaving
worn out territories; now the only things that matter are objects, persons, and details. It
seems that the Bulgarian artists had lost their Balkan identity. Or at least they are ironical
about it, they are trying to reverse the image of the Balkans, to break down the existing
clichés: Pessimism No More (Pravdoliub Ivanov); Lamentation for the lost machismo (Kiril
Prashkov), The Insolent Art (Nedko Solakov) – why should I bore myself with a Balkan exhi-

bition? In the works of Bulgarian artists the sound and the fury of the Balkans have dis-
appeared giving place to silence and irony.

What does this mean? There could be several explanations. The first one, probably the
most wide spread, concerns the romantic notion of the artist as dependent only on
his/her imagination and universal values, being irrelevant to any specific local – regional
or national – social context. The second one could be focused on the postmodern “mis-
sion” of the art – ironical treatment of clichés, playing with different images, mixing con-
texts, and reversing perspectives. The third explanation problematizes the status of spa-
tial identities – regional, local, and national – in the process of globalization. I prefer to
dwell a little longer on the third explanatory option.

3. Is there a local/regional perspective in the process of globalization? Whose cul-
ture matters?

The key question of the contemporary world, concerning its future development, is
whether globalization processes are reshaping the relationship between national, local,
and global towards elimination or, conversely, intensification of cultural differences. 

Authors like Mike Featherstone, Jonathan Freedman, and Roland Robertson uphold the
thesis that in the contemporary world we are increasingly witnessing ”global institutional-

ization of the life world and localization of globality” (Robertson 1992). Put in other words, a
new glocal reality is appearing, which blows out all old identities such as national and
regional ones.

Other authors argue that a new cosmopolitan identity appears but only for some elites
who share the same social status – for example, NGO activists or “intellectuals, media
intelligentsia” (Freedman 1997). Zygmunt Bauman states that the world is becoming
divided into people who are increasingly living in time and for whom location is irrelevant
because distances can be crossed instantaneously; and people doomed to be localized
because their time is empty, nothing happens (Bauman 1999). In other words, there are
two main types of people: global cosmopolitan individuals, who are alike; and people
doomed to their specific locality, this means bond to their specific culture. The identities
of these two types are diametrically opposite.

There is a third thesis uphold by authors like Samuel Huntington, Geert Hofstede for
whom the historically shaped spatially organized cultures (be they religious or national or
regional) still dominate over the other identifications, something more – the process of
globalization even intensifies these differences.
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ÏÓ ‰‡ÎË ÒÔÓÂ‰ ÂÎË„Ëfl, Ì‡ˆËfl ËÎË Â„ËÓÌ) ÍÛÎÚÛË ÔÓ‰˙ÎÊ‡‚‡Ú ‰‡ ‰ÓÏËÌË‡Ú Ì‡‰
ÓÒÚ‡Ì‡ÎËÚÂ Ë‰ÂÌÚËÙËÍ‡ˆËË Ë ‰‡ÊÂ ÔÓˆÂÒ˙Ú Ì‡ „ÎÓ·‡ÎËÁË‡ÌÂ Á‡ÒËÎ‚‡ Ó˘Â ÔÓ‚Â˜Â
‡ÁÎË˜ËflÚ‡ ËÏ.

ê‡Á„ÎÂÊ‰‡ÈÍË ‡·ÓÚËÚÂ Ì‡ ·˙Î„‡ÒÍËÚÂ ıÛ‰ÓÊÌËˆË, Á‡ ÏÂÌ Â flÒÌÓ, ˜Â Ë‰ÂÌÚËÙËÍ‡-
ˆËflÚ‡ ËÏ Ò „ÛÔ‡Ú‡ Ì‡ ıÛ‰ÓÊÌËˆËÚÂ Â ÏÌÓ„Ó ÔÓ-ÒËÎÌ‡, ÓÚÍÓÎÍÓÚÓ Ò ·‡ÎÍ‡ÌˆËÚÂ, ËÁ-
ÚÓ˜ÌÓÂ‚ÓÔÂÈˆËÚÂ ËÎË ·˙Î„‡ËÚÂ. ë‡Ï‡Ú‡ ‡Á Í‡ÚÓ ÒÓˆËÓÎÓ„, ‚ÒÂ Ô‡Í Ì‡Ô‡‚ËÎ‡ ‰ÓÒ-
Ú‡ ËÁÒÎÂ‰‚‡ÌËfl, ËÁÔËÚ‚‡Ï ÒÂËÓÁÌ‡ ÚÛ‰ÌÓÒÚ ‰‡ Í‡Ê‡ ˘Ó Â ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ
ËÎË Í‡Í‚Ë Ò‡ ÒÔÂˆËÙË˜ÌËÚÂ ÓÒÓ·ÂÌÓÒÚË Ì‡ ÚËÔË˜ÌËfl ˆÂÌÚ‡ÎÌÓÂ‚ÓÔÂÂˆ ÒÔflÏÓ
ÚÂÁË Ì‡ ËÁÚÓ˜ÌÓÂ‚ÓÔÂÂˆ‡, ‰ÓË Í‡Í ËÁ„ÎÂÊ‰‡ ÚËÔË˜ÌËflÚ ·˙Î„‡ËÌ. èÓ ÏÓÂ ÏÌÂÌËÂ
ËÏ‡ ÏÌÓ„Ó ÔÓ‚Â˜Â Ó·˘Ë ı‡‡ÍÚÂËÒÚËÍË ÏÂÊ‰Û ‚ÒË˜ÍË ◊˛ÔËÚ‡“ ËÎË ıÛ‰ÓÊÌËˆË, ËÎË
ÒÓˆËÓÎÓÁË, ËÎË ÙÂÏÂË (ÌÂ ÒÂÎflÌË), ÌÂÁ‡‚ËÒËÏÓ ‚ ÍÓfl ÒÚ‡Ì‡ ÊË‚ÂflÚ, ÓÚÍÓÎÍÓÚÓ
Ì‡ÔËÏÂ ÏÂÊ‰Û BG ◊˛ÔËÚÓ“, BG ıÛ‰ÓÊÌËÍ‡ Ë BG ÙÂÏÂ‡. ä‡Í‚Ó ‰‡ Í‡ÊÂÏ ÚÓ„‡‚‡
Á‡ ÍÛÎÚÛÌ‡Ú‡ – Ì‡ˆËÓÌ‡ÎÌ‡, Â„ËÓÌ‡ÎÌ‡ – ÒÔÂˆËÙË˜ÌÓÒÚ?

éÚÌÓ‚Ó ˘Â ˆËÚË‡Ï áË„ÏÛÌÚ Å‡ÛÏ‡Ì: ◊...‡ÍÓ ÏÓ‰ÂÌËflÚ ◊ÔÓ·ÎÂÏ Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚ-

Ú‡“ ·Â¯Â Í‡Í ‰‡ ÒÂ ÍÓÌÒÚÛË‡ Ë‰ÂÌÚË˜ÌÓÒÚÚ‡ Ë ‰‡ ÒÂ Á‡Ô‡ÁË Úfl ÒÓÎË‰Ì‡ Ë ÒÚ‡-

·ËÎÌ‡, ÔÓÒÚÏÓ‰ÂÌËflÚ ◊ÔÓ·ÎÂÏ Á‡ Ë‰ÂÌÚË˜ÌÓÒÚÚ‡“ Â ÔÂ‰ËÏÌÓ Í‡Í ‰‡ ÒÂ ËÁ·Â„ÌÂ

ÙËÍÒË‡ÌÂÚÓ π Ì‡ Â‰ÌÓ ÏflÒÚÓ Ë ‰‡ ÒÂ Á‡Ô‡ÁflÚ ‚˙ÁÏÓÊÌÓÒÚËÚÂ ÓÚ‚ÓÂÌË. Ç ÒÎÛ˜‡fl

Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚÚ‡… ÍÎ˛˜Ó‚‡Ú‡ ‰ÛÏ‡ Á‡ åÓ‰ÂÌÓÒÚÚ‡ ·Â¯Â ◊Ò˙Á‰‡‚‡ÌÂ“; ÍÎ˛˜Ó‚‡-

Ú‡ ‰ÛÏ‡ Á‡ èÓÒÚÏÓ‰ÂÌÓÒÚÚ‡ Â ◊ÂˆËÍÎË‡ÌÂ“ (Å‡ÛÏ‡Ì, 2001). ëÔÓÂ‰ ÏÂÌ ËÌÚÂÂÒ-
ÌÓÚÓ Â ‚ ÚÓ‚‡ ÔÂ‚˙ÁÏÓ„‚‡ÌÂ Ì‡ ÒÔÂˆËÙË˜Ì‡ ‰ÓÏËÌË‡˘‡ Ë‰ÂÌÚË˜ÌÓÒÚ – ÌÂÁ‡‚ËÒË-
ÏÓ ‰‡ÎË Â Ì‡ˆËÓÌ‡ÎÌ‡, Â„ËÓÌ‡ÎÌ‡ ËÎË ÔÓÙÂÒËÓÌ‡ÎÌ‡, ‚ ÌÂÔÂÍ˙ÒÌ‡ÚËÚÂ ‚Á‡ËÏÓ-
‰ÂÈÒÚ‚ËÂ Ë ÒÏÂÒ‚‡ÌÂ Ì‡ ‡ÁÎË˜ÌË Ë‰ÂÌÚË˜ÌÓÒÚË: ËÁÌËÍ‚‡ÌÂÚÓ Ì‡ ÒÚ‡Ë, ÂËÌÚÂÔ-
ÂÚË‡ÌË Ë‰ÂÌÚË˜ÌÓÒÚË, ËÁÏËÒÎflÌÂÚÓ Ì‡ ÌÓ‚Ë, ÍÓËÚÓ ◊ÔÓÌËÍ‚‡Ú“ ‚˙ıÛ ÔÓ-‡Ì¯ÌËÚÂ.
àÒÚËÌÒÍÓÚÓ ÔÂ‰ËÁ‚ËÍ‡ÚÂÎÒÚ‚Ó Ë Û‰Ó‚ÓÎÒÚ‚ËÂ Í‡ÍÚÓ Á‡ ıÛ‰ÓÊÌËˆËÚÂ, Ú‡Í‡ Ë Á‡ ÁË-
ÚÂÎËÚÂ Â ÚÓ˜ÌÓ ‚ Ú˙ÒÂÌÂÚÓ Ì‡ ÒÎÂ‰ËÚÂ Ë ÁÌ‡ˆËÚÂ Ì‡ ÚÂÁË ◊ÒÚ‡Ë“ – ◊ÌÓ‚Ë“ ‡ÁÎË˜ÌË
Ë‰ÂÌÚË˜ÌÓÒÚË Ë ÚflıÌ‡Ú‡ ÂËÌÚÂÔÂÚ‡ˆËfl ÓÚ „ÎÂ‰Ì‡Ú‡ ÚÓ˜Í‡ Ì‡ ÒÍËÚËÚÂ ÌË Ò‡ÏÓË-
‰ÂÌÚËÙËÍ‡ˆËË. ÄÁ, ÁËÚÂÎflÚ, ÔÓ˜Û‚ÒÚ‚‡ı ÚÓ‚‡ ÔÂ‰ËÁ‚ËÍ‡ÚÂÎÒÚ‚Ó Ë Û‰Ó‚ÓÎÒÚ‚ËÂ,
Ì‡·Î˛‰‡‚‡ÈÍË ÓÚ(Ò)ÍË‚‡ÌÂÚÓ Ì‡ ◊·‡ÎÍ‡ÌÒÍËÚÂ“ Ó·‡ÁË Ì‡ BG ıÛ‰ÓÊÌËˆËÚÂ ÚÛÍ Ë
Ú‡Ï ËÁ Û·‡ÌËÒÚË˜ÌËÚÂ ‰Â·Ë Ì‡ ◊Å‡ÎÍ‡ÌËÚÂ“.
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Looking at the works of the Bulgarian artists it is obvious for me that their identification
with the group of the artists is much more stronger then that with their Balkan mates, or
with the East Europeans or with the Bulgarians as a whole. I myself, as a sociologist,
who has made a lot of research, have great difficulty saying what Balkan identity means,
or what are the specific features of a typically Central European guy in comparison to an
Eastern European one, or even what does the typical Bulgarian look like. In my opinion
there is much more in common among all the Yuppies, or artists, or sociologists, or
farmers, no matter from which country they are coming, then between a BG Yuppie, a
BG artist and a BG farmer, for instance. What about the cultural/national/regional speci-
ficity then?

I shall cite again Zygmunt Bauman: ““if the modern “identity problem” was how to consti-

tute identity and keep it solid and stable, the postmodern “identity problem” is foremost how

to avoid fixing it in one place and how to keep possibilities open. In the case of identity – the

key word of Modernity was “building”; the key word of Postmodernity is “recycling””

(Bauman, 2001). In my opinion the interesting thing is the overcoming of a specific domi-
nant identity – be it national, regional, even professional; in that constant interplay and
mix of different identities: surfacing of old identities that are reinterpreted; imagining of
new ones that seem to spin off from the earlier ones. The real challenge and pleasure for
both the artists and the spectators is exactly the search for the traces, or signs of those
“old” – “new” different identities, and their reinterpretation from the point of view of your
own hidden identifications. I, a spectator, felt that challenge and that pleasure, looking at
the “Balkan” images of the BG artists (dis)appearing here and there in the urban gorges
of “the Balkans”.
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ÑË‡Ì‡ èÓÔÓ‚‡

◊...ëÚË„Ì‡ÎË ‰Ó ÖÌËÍ¸ÓÈ, ÔÂ‰ Ì‡Ò ÒÂ ÓÚÍË å‡ÏÓÌÓ ÏÓÂ. 
çflÍÓË ÓÚ ÏÓÏ˜ÂÚ‡Ú‡ ÏÂ Á‡Ó·ËÍÓÎËı‡ Ë ÔËÚ‡ı‡: ◊ä‡Í‚Ó Â ÚÓ‚‡ ÓÚÒÂ˘‡?“ 

ÄÁ ËÏ ÓÚ„Ó‚ÓËı: ◊éÚÒÂ˘‡ Â ÄÁËfl.“ – ◊Ä ÌËÂ Í‡Í‚Ó ÒÏÂ?“ – 
◊çËÂ ÒÏÂ Ö‚ÓÔ‡“ – Í‡Á‡ı ‡Á. 

íÓ‚‡ „Ë ı‚˙ÎË ‚ ·ÂÁÍ‡ÈÌÓ Û˜Û‰‚‡ÌÂ. éÚ ÚÓÎÍÓ‚‡ ‚ÂÏÂ ÚÂ ·flı‡ 
ÔÓÒÚÓflÌÌÓ ˜Û‚‡ÎË Á‡ Ö‚ÓÔ‡ Í‡ÚÓ Á‡ ÌÂ˘Ó ˜ÛÊ‰Ó Ë ‰‡ÎÂ˜ÌÓ ÓÚ Ì‡Ò...“

ëËÏÂÓÌ ê‡‰Â‚, ◊íÓ‚‡, ÍÓÂÚÓ ‚Ë‰flı ÓÚ Å‡ÎÍ‡ÌÒÍ‡Ú‡ ‚ÓÈÌ‡“

èÓ‚ÂÊ‰‡ÌÂÚÓ Ì‡ ÏÂÊ‰ÛÌ‡Ó‰Ì‡Ú‡ ÍÓÌÙÂÂÌˆËfl ◊Balkan Reunion“ ‚ „ÓÒÚËÎÌËˆ‡
◊êËÏÒÍ‡Ú‡ ÒÚÂÌ‡“ ÏÂ Ó·Ì‡‰ÂÊ‰Ë, ˜Â ËÁÏËÌ‡ÎËÚÂ Ì‡‰ 90 „Ó‰ËÌË ÓÚ ÒÎÛ˜Í‡Ú‡, ‡ÁÍ‡-
Á‡Ì‡ ‚ ÍÌË„‡Ú‡ Ì‡ ëËÏÂÓÌ ê‡‰Â‚, Ò‡ ÔÓÏÂÌËÎË ÌÂ˘Ó ‚ ÓÚÌÓ¯ÂÌËÂÚÓ ÌË Í˙Ï Ë Ò˙Ò
Ö‚ÓÔ‡. ë‡ÏÓÚÓ Ó·fl‚fl‚‡ÌÂ Ì‡ Ò˙·ËÚËÂÚÓ Í‡ÚÓ Pub(lic) Conference ËÓÌËÁË‡ Á‡Ô‡‰-
Ì‡Ú‡ ÔÂ‰ÒÚ‡‚‡, ˜Â Ì‡ Å‡ÎÍ‡ÌËÚÂ ıÓ‡Ú‡ „Î‡‚ÌÓ ÒÂ‰flÚ ‚ Í˙˜Ï‡Ú‡, fl‰‡Ú, ÔËflÚ, „Ó‚Ó-
flÚ Ë ÔÓ˜ÚË ÌË˘Ó ‰Û„Ó ÌÂ Ô‡‚flÚ. Ä Á‡Â‰ÌÓ Ò ÌÂfl ÔÓ‰Î‡„‡ Ì‡ Ò˙ÏÌÂÌËÂ Ë Ì‡¯‡Ú‡
ÔÂ‰ÒÚ‡‚‡, ˜Â Í‡Í‚ÓÚÓ Ë ‰‡ Ô‡‚ËÏ ÚÛÍ, Ì‡Í‡fl ÇÂÎËÍËÚÂ ÒËÎË ÒÂ Ò˙·Ë‡Ú Ë Â¯‡-
‚‡Ú Ò˙‰·‡Ú‡ Ì‡ Â„ËÓÌ‡, ÔË‰Ó·Ë‚‡ÈÍË Á‡Â‰ÌÓ Ò ÚÓ‚‡ Ë Ô‡‚ÓÚÓ ‰‡ ÓÔÂ‰ÂÎflÚ ·‡Î-
Í‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ.

éÍ‡Á‡ ÒÂ Ó·‡˜Â, ˜Â ÏÛÎÚË‰ËÒˆËÔÎËÌ‡Ì‡Ú‡ Ò·ËÍ‡, Ó·Ò˙Ê‰‡˘‡ Ì‡‡ÒÌ‡ÎËfl Ì‡ÔÓÒ-
ÎÂ‰˙Í Á‡Ô‡‰ÌÓÂ‚ÓÔÂÈÒÍË ËÌÚÂÂÒ Í˙Ï ËÁÍÛÒÚ‚ÓÚÓ Ì‡ Å‡ÎÍ‡ÌËÚÂ, ÓÒÚ‡Ì‡ Ò‡ÏÓ Ò Ì‡-
˜‡ÎÌ‡Ú‡ (Ò‡ÏÓ)ËÓÌËfl. äÛ‡ÚÓËÚÂ ÓÚ ÓÚ‰ÂÎÌËÚÂ ÒÚ‡ÌË ÒÂ ÓÔËÚ‚‡ı‡ ‚Òfl˜ÂÒÍË ‰‡
ËÁÚ˙ÍÌ‡Ú ÔÓÎËÚË˜ÂÒÍËÚÂ Ë ÒÓˆË‡ÎÌË ‡ÁÎË˜Ëfl ÓÚ ·ÎËÁÍÓÚÓ ÏËÌ‡ÎÓ Ë Ì‡ÒÚÓfl˘ÂÚÓ,
ÍÓËÚÓ Ó·ÛÒÎ‡‚flÚ Ò˙ÓÚ‚ÂÚÌÓ ‡ÁÎË˜ÌËfl ÓÔËÚ, ÏËÒÎÂÌÂ Ë Ô‡ÍÚËÍË Ì‡ ıÛ‰ÓÊÌËˆËÚÂ.
ëÂ˘Û Úflı ÒÂ ËÁÔ‡‚fl¯Â Í‡ÚÓ ÅÂÎËÌÒÍ‡ ÒÚÂÌ‡ Ó·˘ÓÚÓ ÓÔÂ‰ÂÎÂÌËÂ ◊·‡ÎÍ‡ÌÒÍË ıÛ-
‰ÓÊÌËÍ“, ÔÓ‰ÍÂÔÂÌÓ ÓÚ ‰ÓÒÚ‡ ˆËÌË˜ÌËÚÂ, ·Ëı Í‡Á‡Î‡, ‚˙Á„ÎÂ‰Ë Ì‡ ÚÂÓÂÚËˆËÚÂ.

ïÛ‰ÓÊÌËÍ˙Ú, ‰ÓË ‰‡ ÒÂ ˜Û‚ÒÚ‚‡ ÛÌË‚ÂÒ‡ÎÌ‡ ÎË˜ÌÓÒÚ, ◊Úfl·‚‡ ‰‡ Ë„‡Â ·‡ÎÍ‡ÌÒÍË
ıÛ‰ÓÊÌËÍ, ÍÓ„‡ÚÓ ÏÛ ÒÂ Ì‡Î‡„‡, Á‡ ‰‡ ·˙‰Â ÛÒÔÂ¯ÂÌ Ë ‰‡ ÒÂ ÔÓ‰‡‚‡“ – ·Â ÔÂÔÓ˙-
Í‡Ú‡ Ì‡ ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚. ÑËÏËÚ˙ ä‡Ï·ÛÓ‚, ‡ÁÚÂ‚ÓÊÂÌ Á‡ ·˙Î„‡ÒÍËÚÂ ıÛ-
‰ÓÊÌËˆË, ‡Á‚Ë ÚÂÁ‡Ú‡, ˜Â Â ◊ÔÓ-‰Ó·Â ‰‡ ËÏ‡¯ ÎÓ¯ ËÏË‰Ê, ÓÚÍÓÎÍÓÚÓ ‰‡ ÌÂ Ò˙˘ÂÒ-
Ú‚Û‚‡¯“. ÄÍ‡‰ÂÏË˜ÌËÚÂ ‚˙Á„ÎÂ‰Ë ÌÂÒ˙ÏÌÂÌÓ ÓÍÛ‡ÊËı‡ ıÛ‰ÓÊÌËÍ‡ à‚‡Ì åÛ‰Ó‚ ‰‡
Á‡fl‚Ë: ◊Whatever they want from us, we’ll respond“, Ú.Â. ◊ä‡Í‚ÓÚÓ Ë ‰‡ ÔÓËÒÍ‡Ú ÓÚ Ì‡Ò,
˘Â ÓÚÍÎËÍÌÂÏ“. å‡ÎÍÓ ÔÓ-Í˙ÒÌÓ Í˙Ï ÌÂ„Ó‚‡Ú‡ „ÓÚÓ‚ÌÓÒÚ ÒÂ ÔËÒ˙Â‰ËÌË Ë Ò˙·ÒÍËflÚ
ıÛ‰ÓÊÌËÍ ìÓ¯ ÑÊÛË˜.

íÂÁË ËÁÍ‡Á‚‡ÌËfl ·flı‡ Á‡ ÏÂÌ ÔÓ‚Ó‰ ‰‡ ÒÂ Á‡ÏËÒÎfl ‰ÓÍ˙‰Â ÒÂ ÔÓÒÚË‡ ÚÓ‚‡ ◊what-
ever“. Ñ‡ÎË ÌÂ ‚ÍÎ˛˜‚‡ Ì‡ÔËÏÂ Â‰Ì‡ ·˙Á‡ Ë ÒÔÂÚÌ‡Ú‡ Ï‡ÎÍ‡ ‚ÓÈÌ‡, ÍÓflÚÓ Ò
Â‰ËÌ Á‡Ï‡ı ˘Â Â¯Ë ‚ÒË˜ÍËÚÂ ÌË ÔÓ·ÎÂÏË. ôÂ Á‡‰˙ÊË ÔÓ-‰˙Î„Ó ‚ÌËÏ‡ÌËÂÚÓ Ì‡
Ö‚ÓÔ‡, ˘Â ÒÌ‡·‰Ë ıÛ‰ÓÊÌËˆËÚÂ Ò ‚˙ÎÌÛ‚‡˘Ë ÚÂÏË Á‡ ËÌÚÂÔÂÚ‡ˆËfl, ˘Â ËÏ ÔË‰‡-
‰Â ‡‚ÚÂÌÚË˜ÌÓÒÚ (ÍÓ„‡ÚÓ Ë„‡flÚ ◊·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËÍ“), ˘Â ‰ÓÔËÌÂÒÂ Á‡ ÏÂÊ‰ÛÌ‡-
Ó‰Ì‡Ú‡ ËÏ Í‡ËÂ‡ Ë ËÁ‚ÂÒÚÌÓÒÚ. Ä Ì‡Í‡fl, Í‡ÍÚÓ ÁÌ‡ÂÏ ÓÚ ËÒÚÓË˜ÂÒÍËfl ÒË ÓÔËÚ,
ÇÂÎËÍËÚÂ ÒËÎË ˘Â ÒÂ Ì‡ÏÂÒflÚ, ˘Â ÔÂÍ‡ÚflÚ ÍÓÌÙÎËÍÚ‡, ˘Â ÔÂÔÓÚ‚˙‰flÚ ÔÂ‰ÒÚ‡-
‚ËÚÂ ÒË Á‡ Å‡ÎÍ‡ÌËÚÂ Ë ˘Â ÒÂ ‚„ÎÂ‰‡Ú ÓÚÌÓ‚Ó ‚ Úflı, Î˛·ÓÔËÚÌË Í˙Ï ÍÓÂÌËÚÂ Ì‡
ÚÛÍ‡¯Ì‡Ú‡ ÂÍÁÓÚËÍ‡...

ÖÚÓ ÚÓ‚‡ Â, ˆËÌËÁÏ˙Ú Â Á‡‡ÁËÚÂÎÂÌ. ë˙‚ÒÂÏ ÌÂÓÚ‰‡‚Ì‡ ·Ëı ÒÂ ÛÊ‡ÒËÎ‡ Ò‡ÏÓ ÓÚ
·Â„Î‡Ú‡ ÏËÒ˙Î Á‡ Ú‡Í‡‚‡ ÔÂÒÔÂÍÚË‚‡, ‡ ÒÂ„‡ Ì‡È-ÒÔÓÍÓÈÌÓ fl ‡Á„ÎÂÊ‰‡Ï, ÔÂˆÂÌfl-
‚‡ÈÍË ÔÎ˛ÒÓ‚ÂÚÂ Ë ÏËÌÛÒËÚÂ Á‡ ·˙Î„‡ÒÍÓÚÓ ËÁÍÛÒÚ‚Ó – Á‡˘ÓÚÓ ÚÓ Â ÔÓÙÂÒËÓÌ‡Î-
Ì‡Ú‡ ÏË „ËÊ‡. Ç Ì‡˜‡ÎÓÚÓ Ì‡ 90-ÚÂ ·flı ÔÓÚÂÒÂÌ‡ ÓÚ ÒÚ‡‚‡˘ÓÚÓ ‚ ·Ë‚¯‡ û„ÓÒÎ‡-
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Diana Popova

“When we reached Enikoj, we saw the Sea of Marmara spread before us. 
Some of the boys gathered around me and asked: 

“What is on the other side?” 
“Asia is on the other side,” I said. “What are we?” “We are Europe.”

They were astonished. For such a long time they had been hearing that 
Europe was something alien and remote from us...”

Simeon Radev, What I saw from the Balkan War

The fact that the international conference Balkan Reunion took place – it was held at the
Roman Wall pub – made me hopeful that the 90 years that elapsed after the story narrat-
ed in Simeon Radev’s book have changed something about the way we relate and are
related to Europe. The very announcement of the event as a Pub(lic) Conference is ironic
with regard to the western notion that on the Balkans people mainly spend time in the
pub drinking, eating, chatting and doing little else. The announcement also questions our
notion that no matter what we do, at the end of the day it is the Great European Powers
that make the decisions about the future of the region, in the meantime acquiring the
right to define the Balkan identity as well. 

It turned out, however, that the multidisciplinary gathering, which discussed the recent
increase of Western European interest in the art of the Balkans, was left with the initial
(self) irony. The curators from the individual countries tried to emphasize in every possi-
ble way the political and social differences of the recent past and of the present, which
determine the different experience, backgrounds, and ways of thinking and practices of
the artists. They were confronted, as if with a Berlin wall, with the general description
“Balkan artist”, which was supported by the rather cynical, I felt, attitudes of the theoreti-
cally minded participants.

Even if an artist sees herself or himself as a universal person, “the part of a Balkan artist
has to be played when necessary in order to be successful and marketable”; this was a
recommendation coming from Alexander Kiossev. Dimitar Kamburov was concerned
about Bulgarian artists and suggested that it was “better to have a bad image than not to
exist at all”. The academic views undoubtedly encouraged the artist Ivan Moudov to say,
in English: “Whatever they want from us, we’ll respond.” After a while, the Serbian artist
Uros Djuric sided with his willingness.

These views made me think about how far this “whatever” goes, and whether it does not
include a quick and tidy little war that will resolve all our problems. It will keep Europe’s
attention for a longer period of time, it will provide the artists with exciting material for
interpretations, it will lend them authenticity (when they want to play “Balkan artists”), and
it will contribute to their international careers and fame. And at the end, as we know from
history, the Great Powers will intervene and end the conflict, they will reinforce their per-
ceptions of the Balkans and will look at them closely once more, curious about the roots
of the exotic Balkan qualities.

So there you have it, cynicism is contagious. Only recently I would have been terrified by
the very thought of such a prospect, and now I consider it quite rationally weighing the
pros and cons with regard to Bulgarian art because it is central to my professional con-
cerns. In the early 90s I was shocked by the events in former Yugoslavia realizing that in
a neighboring country people from my generation were killing other people, and that thus
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‚Ëfl, ‰‡‚‡ÈÍË ÒË ÒÏÂÚÍ‡, ˜Â ‚ Ò˙ÒÂ‰ÒÚ‚Ó ıÓ‡ ÓÚ ÏÓÂÚÓ ÔÓÍÓÎÂÌËÂ Û·Ë‚‡Ú, ˜Â Ò‡ ÏË-
Ì‡ÎË Ì‡È-‚‡ÊÌ‡Ú‡ ˜Ó‚Â¯Í‡ Ë ˆË‚ËÎËÁ‡ˆËÓÌÌ‡ „‡ÌËˆ‡, Ë ˜Â ‡Á ÌÂ ËÒÍ‡Ï ‰‡ ËÏ‡Ï
ÌË˘Ó Ó·˘Ó Ò Úflı. Ä ÔÓÒÎÂ ‚Ë‰flı, Í‡Í ÚÓ‚‡ ÔÂÏËÌ‡‚‡ÌÂ ÒÂ ÔÂ‚˙˘‡ ‚ ıÛ‰ÓÊÂÒÚ‚Â-
ÌË Ù‡ÍÚË, Í‡Í ÔË˜ËÌËÚÂ Ë ÏÓÚË‚ËÚÂ Á‡ ÌÂ„Ó ÒÂ ÔÂ‰ÒÚ‡‚flÚ Í‡ÚÓ ·ÂÎÂÁË Ì‡ ·‡ÎÍ‡ÌÒ-
Í‡ Ë‰ÂÌÚË˜ÌÓÒÚ, ÂÍÁÓÚË˜ÌÓ ÒÏÂÒÂÌË Ò Ú‡‰ËˆËË, ÙÓÎÍÎÓ, fl‰ÂÌÂ, ÔËÂÌÂ Ë ‚ÂÒÂÎËÂ.
ä‡Í Ú‡ÁË ÒÏÂÒ, ÎÛÍÒÓÁÌÓ ÓÔ‡ÍÓ‚‡Ì‡, ÒÂ ËÁÌ‡Òfl ‚ Ö‚ÓÔ‡ Ë ÔÂ˜ÂÎË Ó‚‡ˆËË, Ò˙Á‰‡-
‚‡ÈÍË Ó˜‡Í‚‡ÌËfl Á‡ Ó˘Â fl‰ÂÌÂ, ÔËÂÌÂ, ‚ÂÒÂÎËÂ Ë Û·Ë‚‡ÌÂ. ç‡Í‡fl, ÍÓ„‡ÚÓ ÌÂ Â‡„Ë-
‡ı Ì‡ ËÁÍ‡Á‚‡ÌÂ ÓÚ ÒÓÚ‡, ˜Â ËÁÍÛÒÚ‚ÓÚÓ Ì‡ Å‡ÎÍ‡ÌËÚÂ ÔÂ˜ÂÎË ÓÚ ‚ÓÈÌËÚÂ ‚ ·Ë‚¯‡
û„ÓÒÎ‡‚Ëfl, ‡Á·‡ı, ˜Â Ò˙Ï ËÁÏËÌ‡Î‡ ÔÓ‚Â˜Â ÓÚ ÔÓÎÓ‚ËÌ‡Ú‡ Ô˙Ú Í˙Ï ˆËÌËÁÏ‡.
Ä ÚÓ‚‡ ‚Ò˙˘ÌÓÒÚ Â Ô˙ÚflÚ ÏÂÊ‰Û Â‚ÓÔÂÈÒÍËÚÂ Ó˜‡Í‚‡ÌËfl Ë ÚÛÍ‡¯Ì‡Ú‡ „ÓÚÓ‚ÌÓÒÚ Á‡
ÓÚÍÎËÍ. Ç Í‡fl ÏÛ ‡Á ÌÂÒ˙ÏÌÂÌÓ ˘Â ÒÂ ÔÂ‚˙Ì‡ ‚ ˜Û‰Ó‚Ë˘Â Ë Ú‡Í‡ ÏÓÊÂ ·Ë ˘Â
ÔË‰Ó·Ëfl ÎÂÎÂflÌ‡Ú‡ ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ...

á‡ÚÓ‚‡ Á‡Ô‡‰ÌÓÂ‚ÓÔÂÈÒÍ‡Ú‡ Ë ÎÂÍÓ ÛÍÓËÁÌÂÌ‡ ÍÓÌÒÚ‡Ú‡ˆËfl, ˜Â ◊·˙Î„‡ÒÍËÚÂ ıÛ-
‰ÓÊÌËˆË ÌÂ ÔËÎË˜‡Ú Ò˙‚ÒÂÏ Ì‡ ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËˆË“ ‚˙ÁÔËÂı Í‡ÚÓ ËÁÍÎ˛˜ËÚÂ-
ÎÂÌ ÍÓÏÔÎËÏÂÌÚ – ÚÓ‚‡ Â ÒÎ‡ÏÍ‡Ú‡, Á‡ ÍÓflÚÓ ‚ ÏÓÏÂÌÚ‡ ÒÂ ‰˙Ê‡.
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they had crossed the ultimate human and civilizational border; I did not want to have
anything to do with them. And then I watched how this crossing of borders turned into
artistic facts, how the reasons and motives were presented as properties of the Balkan
identity and were mixed with traditions, folklore, eating, drinking and merry-making; how
this exotic admixture was then placed in a de luxe package and imported in Europe to
win applause and expectations for more eating, drinking, merry-making and killing.
Finally, when I did not react to a remark that Balkan art capitalizes on the wars in former
Yugoslavia, I realized that I had gone half the way to cynicism. In fact, this is the road
between European expectations and the local willingness to respond. Without a doubt, at
the end of this road I will turn into a monster and perhaps I will acquire this much
longed-for Balkan identity.

This is why I take the western – and somewhat reproachful – opinion that “the Bulgarian
artists don’t seem to be quite Balkan ones” as an exceptional compliment, the only life-
line in sight for me at the moment.
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ÅÓflÌ å‡Ì˜Â‚

çÂ‰Ó·ÓÌ‡ÏÂÂÌË ·ÂÎÂÊÍË
‚˙ıÛ ◊Å‡ÎÍ‡ÌËÚÂ“
äÓ„‡ÚÓ „Ó‚ÓËÏ Á‡ ◊Å‡ÎÍ‡ÌË“, ÌÂËÁ·ÂÊÌÓ „Ó‚ÓËÏ Á‡ ◊Á‡Ô‡‰ÌËfl ÔÓ„ÎÂ‰“. ê‡Á·Ë‡
ÒÂ, Å‡ÎÍ‡ÌËÚÂ Ò‡ ÔÓ‰ÛÍÚ Ì‡ Á‡Ô‡‰ÌËfl ÔÓ„ÎÂ‰. ë˙˘Â‚ÂÏÂÌÌÓ Ë‰ÂflÚ‡, ˜Â ÏÂÚ‡ÙÓ-
‡Ú‡ Å‡ÎÍ‡ÌË ‚˙‚ÂÊ‰‡ ÌflÍ‡Í˙‚ Ù‡ÌÚ‡ÁÏ‡ÚË˜ÂÌ ÍÛÎÚÛÂÌ Ë ‰ÓË ‡ÌÚÓÔÓÎÓ„Ë˜ÂÒÍË
ÑÛ„ (ÒıÓ‰ÂÌ Ò ◊éËÂÌÚ‡“ Ì‡ÔËÏÂ), Â Ú‚˙‰Â ÔÂÛ‚ÂÎË˜ÂÌ‡ Ë Úfl Â ÂÁÛÎÚ‡Ú Ì‡
Ú‡‚Ï‡ÚË˜ÌÓÚÓ ‡ÔÓÔËË‡ÌÂ Ì‡ ÚÓÁË ‚˙Ì¯ÂÌ ÔÓ„ÎÂ‰ Ì‡ Ò‡ÏËÚÂ ◊Å‡ÎÍ‡ÌË“. àÒÚÓ-
Ë˜ÂÒÍË ÔÓ„ÎÂ‰Ì‡ÚÓ, ◊Å‡ÎÍ‡ÌË“ Â ÔÓÌflÚËÂ, ËÎË ÔÓ-ÚÓ˜ÌÓ Í‡Á‡ÌÓ, ÙË„Û‡ Ò ÔÓÎËÚË-
˜ÂÒÍË ÍÓÌÓÚ‡ˆËË, ÍÓflÚÓ ÒÂ ÛÚ‚˙Ê‰‡‚‡ ·Î‡„Ó‰‡ÂÌËÂ Ì‡ ÊÛÌ‡ÎËÒÚËÍÓ-ÔÓÎËÚË˜ÂÒ-
Í‡Ú‡ ÏÛ ÂÍÒÔÎÓ‡Ú‡ˆËfl ‚ ÔÂËÓ‰‡ ÓÍÓÎÓ è˙‚‡Ú‡ Ò‚ÂÚÓ‚Ì‡ ‚ÓÈÌ‡. ë ‰Û„Ë ‰ÛÏË,
ÚÓ‚‡ Â ÙË„Û‡, ÍÓflÚÓ ÒÂ ÔÓfl‚fl‚‡ ‚ ÍÓÌÍÂÚÂÌ ËÒÚÓË˜ÂÒÍË Ë ÔÓÎËÚË˜ÂÒÍË ÍÓÌÚÂÍÒÚ
Ë ÚÓÁË ÍÓÌÚÂÍÒÚ ÏÓÚË‚Ë‡ Ë‰ÂÓÎÓ„Ë˜ÂÒÍËÚÂ π ËÏÔÎËÍ‡ˆËË. ç‡È-Ó·˘Ó Í‡Á‡ÌÓ, ÙË„Û-
‡Ú‡ Ó·ÓÁÌ‡˜‡‚‡ Ò˙Á‰‡‚‡ÌÂÚÓ Ì‡ Ï‡ÎÍË, ‚ÓÈÌÒÚ‚ÂÌË ‰˙Ê‡‚Ë  Ë ÌÂÒÎÛ˜‡ÈÌÓ ÒÚ‡‚‡
ÓÒÓ·ÂÌÓ ‡ÍÚÛ‡ÎÌ‡ ÔË ‡ÁÔ‡‰‡ Ì‡ Ä‚ÒÚÓ-ìÌ„‡ÒÍ‡Ú‡ ËÏÔÂËfl. Ä propos ◊Å‡ÎÍ‡ÌË-
ÚÂ“ ÓÒÚ‡‚‡Ú ÏÂÚ‡ÙÓ‡ Ò ËÁÍÎ˛˜ËÚÂÎÌÓ ˆÂÌÚ‡ÎÌÓ-Â‚ÓÔÂÈÒÍ‡ Ë ÌÂÍ‡ „Ó Í‡ÊÂÏ Ì‡Ô-
‡‚Ó – ÍÒÂÌÓÙÓ·ÒÍ‡ ‚‡ÎË‰ÌÓÒÚ; ÒÔÓÂ‰ Ò‚Ófl „ÂÌÂÁËÒ ÒÎÂ‰Ó‚‡ÚÂÎÌÓ ◊Å‡ÎÍ‡ÌË“ Â
ÍÒÂÌÓÙÓ·ÒÍ‡ ÙË„Û‡, ÍÓflÚÓ Â Û‰Ó·ÌÓ ‚˙ÁÒÚ‡ÌÓ‚ÂÌ‡ ÔÂÁ 90-ÚÂ „Ó‰ËÌË. ë ‰Û„Ë
‰ÛÏË, Ì‡Î‡„‡ÌÂÚÓ Ì‡ ‚˙ÔÓÒÌ‡Ú‡ ÙË„Û‡ ·ÂÁÒÔÓÌÓ ÔÂ‰ÒÚ‡‚Îfl‚‡ Ë ◊ÂÚÓË˜ÂÒÍË“
ÔÓÚÂÒÚ Ì‡ ◊ÇÂÎËÍËÚÂ ÒËÎË“ ÒÂ˘Û Ò‡ÏÓÓÔÂ‰ÂÎflÌÂÚÓ Ì‡ ÔÓ-Ï‡ÎÍË Ì‡ˆËÓÌ‡ÎÌË Ó·-
˘ÌÓÒÚË.

éÔÂ‰ÂÎÂÌËÂÚÓ ◊Å‡ÎÍ‡ÌË“ ÒÚ‡‚‡ ÌÂÂÎÂ‚‡ÌÚÌÓ Ë Â Ì‡Ô˙ÎÌÓ Ï‡„ËÌ‡ÎËÁË‡ÌÓ ÔÓ
‚ÂÏÂ Ì‡ ëÚÛ‰ÂÌ‡Ú‡ ‚ÓÈÌ‡. íÓ Ô‡‡‰ÓÍÒ‡ÎÌÓ – ËÎË ÌÂ ÚÓÎÍÓ‚‡ Ô‡‡‰ÓÍÒ‡ÎÌÓ – ÒÂ
‚˙Á‡Ê‰‡ ÔÓ ‚ÂÏÂ Ì‡ ‚ÓÈÌËÚÂ ‚ ·Ë‚¯‡ û„ÓÒÎ‡‚Ëfl. ÇÒ˙˘ÌÓÒÚ ‚ „ÓÎflÏ‡ ÒÚÂÔÂÌ
ÏÓÊÂ ‰‡ ÒÂ Ú‚˙‰Ë, ˜Â ◊Å‡ÎÍ‡ÌË“ ÒÚ‡‚‡ ÏÂÚÓÌËÏË˜ÌÓ Ì‡ËÏÂÌÓ‚‡ÌËÂ Ì‡ ·Ë‚¯‡
û„ÓÒÎ‡‚Ëfl, ÍÓÂÚÓ Ò˙˘Â‚ÂÏÂÌÌÓ ÔÂ‰Î‡„‡ Ë ËÏ‡ÌÂÌÚÂÌ ËÌÚÂÔÂÚ‡ÚË‚ÂÌ ÍÎ˛˜ Á‡
Ó·flÒÌÂÌËÂ Ì‡ ÔÓËÁÚË˜‡˘ËÚÂ ‚ û„ÓËÁÚÓ˜Ì‡ Ö‚ÓÔ‡ ÁÎÓ˘‡ÒÚÌË Ò˙·ËÚËfl. ëÔÓÂ‰
ÌÂ„Ó ÚÂÁË Ò˙·ËÚËfl Ò‡ ÂÁÛÎÚ‡Ú Ì‡ Â‰Ì‡ ‚ÓÈÌÒÚ‚ÂÌ‡, Ú‡‰ËˆËÓÌ‡ÎËÒÚË˜Ì‡, ÔÂ‰ÏÓ-
‰ÂÌ‡ ÍÛÎÚÛ‡ (ÒflÍ‡¯ Ì‡ˆËÓÌ‡ÎËÁÏËÚÂ Ò‡ ÔÂ‰ÏÓ‰ÂÂÌ ÙÂÌÓÏÂÌ): ËÌÚÂÔÂÚ‡ˆËfl,
ÍÓflÚÓ Â‰ÛˆË‡ Ë ‰ÓË ÒÍÓÚÓÏËÁË‡ ÍÓÏÔÎÂÍÒÌÓÒÚÚ‡ Ì‡ ÒÓˆËÓÍÛÎÚÛÌ‡Ú‡, ËÒÚÓË-
˜ÂÒÍ‡, ÔÓÎËÚË˜ÂÒÍ‡ Ë ËÍÓÌÓÏË˜ÂÒÍ‡ ÒËÚÛ‡ˆËfl ‚ Ú‡ÁË ˜‡ÒÚ Ì‡ Ö‚ÓÔ‡. íÓÁË ËÁÍÎ˛-
˜ËÚÂÎÂÌ Â‰ÛÍˆËÓÌËÁ˙Ï Ì‡ ÔÂ‰ÔÓÎ‡„‡ÂÏËfl ◊ÒÚ‡Ì‰‡ÚÂÌ“ Á‡Ô‡‰ÂÌ ÏÂ‰ËÂÌ ÔÓ„ÎÂ‰
ÔÓËÁ‚ÂÊ‰‡ Ë Â‰ËÌ ËÁÍÎ˛˜ËÚÂÎÌÓ ÓÔÓÒÚÂÌ Ó·ÂÍÚ. èÓ‰Ó·ÂÌ Â‰ÛÍˆËÓÌËÁ˙Ï Â Í‡ÚÂ-
„ÓË˜ÌÓ ÌÂ‚˙ÁÏÓÊÂÌ Ì‡ á‡Ô‡‰ ‰ÌÂÒ, ÍÓ„‡ÚÓ ÚÓÈ ÒÂ Ì‡ÒÓ˜‚‡ Í˙Ï ◊ÒÂ·Â ÒË“. ë ‰Û„Ë
‰ÛÏË, Á‡ Ô‡„Ï‡ÚËÍ‡Ú‡ Ì‡ Â‰ÛÍˆËÓÌËÒÚË˜ÌÓÚÓ Ó·flÒÌÂÌËÂ ÒÂ ÔÓËÁ‚ÂÊ‰‡ Â‰ËÌ
ÔÓÒÚ Ë ÒÚÂÂÓÚËÔÂÌ ◊Ï‡Î˙Í ÑÛ„“, ÍÓÈÚÓ ÔÓÎÛ˜‡‚‡ ËÏÂÚÓ ◊Å‡ÎÍ‡ÌË“. í‡Í‡ ÚÓÁË Ó·-
‡Á, Ó·‡Á˙Ú Ì‡ Â‰ÌÓ ÓÌÚÓÎÓ„Ë˜ÂÒÍË ÔÓ‚‡ÎÂÌÓ ÍÛÎÚÛÌÓ ·ËÚËÂ, Ó·ÒÎÛÊ‚‡ÈÍË Ë‰Â‡-
Î‡ Á‡ ÂÔËÒÚÂÏÓÎÓ„Ë˜ÂÒÍ‡ Ë ÔÓÎËÚË˜ÂÒÍ‡, ‡ Á‡˘Ó ÌÂ Ë ËÍÓÌÓÏË˜ÂÒÍ‡ ËÍÓÌÓÏËfl,
ÔÂ‰Î‡„‡ Û‰Ó·ÌÓ Ë ÎÂÒÌÓ Ó·flÒÌÂÌËÂ Ì‡ ÒÓˆË‡ÎÌËÚÂ, ËÍÓÌÓÏË˜ÂÒÍË Ë ÔÓÎËÚË˜ÂÒÍË
Ò˙ÚÂÒÂÌËfl ‚ Ú‡ÁË ˜‡ÒÚ Ì‡ Ö‚ÓÔ‡. 

ÇÂ‰Ì˙Ê ÔÓfl‚ËÎÓ ÒÂ Ì‡ „ÓÎflÏ‡Ú‡ ÂÚÓË˜ÂÒÍ‡ ÒˆÂÌ‡, Ô‡ÁÌÓÚÓ ÓÁÌ‡˜‡‚‡˘Ó Å‡ÎÍ‡-
ÌË, ‡Á·Ë‡ ÒÂ, Ú˙ÒË Ò‚Ófl Ô˙ÎÌÂÊ ÓÚ ◊ÒÏËÒ˙Î“. í‡Í‡ Á‡ÔÓ˜‚‡ Ë ÔÓËÁ‚Ó‰ÒÚ‚ÓÚÓ Ì‡
‚ÚÓË˜ÌË ‡ÌÚÓÔÓÎÓ„Ë˜ÂÒÍË ÏËÚÓ‚Â, ÔÓÒ‚ÂÚÂÌË Ì‡ ◊Ú˙ÏÌËÚÂ Å‡ÎÍ‡ÌË“. èÓËÁ‚Ó‰ÒÚ-
‚ÓÚÓ (ËÎË ‚˙ÁÔÓËÁ‚ÂÊ‰‡ÌÂÚÓ, ‚˙ÁÍÂÒfl‚‡ÌÂÚÓ) Ì‡ ‡ÌÚÓÔÓÎÓ„Ë˜ÂÒÍË ÏËÚÓ‚Â ‚
Í‡fl Ì‡ XX ‚ÂÍ Â ·ÂÁÒÔÓÌÓ Í‡ÈÌÓ ÔÓ·ÎÂÏ‡ÚË˜Ì‡ Ë ‡Ì‡ıÓÌË˜Ì‡ Ô‡ÍÚËÍ‡, ÍÓflÚÓ
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Boyan Manchev

Unfriendly notes on 
“the Balkans”
When we talk about “the Balkans”, we inevitably talk about “the western view”. 
Of course, the Balkans are a product of western perceptions. At the same time the
notion that the metaphor Balkans introduces a phantasmal cultural and even anthropo-
logical Other (similar to “the Orient”, for instance), is an exaggeration that results from
the traumatic appropriation of this external view into the space of “the Balkans”.
Historically, “the Balkans” is a concept, or, to be more precise, it is a figure with politi-
cal connotations, which asserted its presence due to politico-journalist exploitation at
the time of the First World War. In other words, it is a figure that emerges in a specific
historical and political context and this context motivates its ideological implications.
To put it in the most general terms, the figure signifies the creation of small, belligerent
states and it is not at all accidental that it becomes especially topical at the time of the
dissolution of the Austro-Hungarian Empire. A propos, “the Balkans” remains a
metaphor with a specifically Central European and, to use straightforward terms, xeno-
phobic validity; therefore, according to its genesis, “the Balkans” is a xenophobic fig-
ure, which is conveniently restored in the 90s of the 20th c. In other words, the enforce-
ment of this figure is undoubtedly a “rhetorical” protest, too, on the part of the “Great
powers” against the self-definition of smaller national communities.

The definition “the Balkans” becomes irrelevant and is completely marginalized during
the cold war. It is paradoxical – or perhaps not that paradoxical – that it is revived dur-
ing the wars in former Yugoslavia. In fact, it can be said that to a great extent “the
Balkans” becomes a metonymic reference to former Yugoslavia, which at the same
time offers an immanent interpretive key for explaining the wretched events taking
place in Southeastern Europe. According to the key, these events are the result of a
belligerent, traditionalist, pre-modern culture (as though nationalisms were a pre-mod-
ern phenomenon). This interpretation reduces and even degrades the complexity of 
the socio-cultural, historical, political and economic situation in this part of Europe. The
exceptional reductionism of what one presumes to be the “standard” view of the west-
ern media produces a simplified object. Such a reductionism, when it is self-referential,
is emphatically impossible in the west nowadays. In other words, for the pragmatics of
a reductionist explanation, a simple and stereotyped “small Other” is produced, and it
is given the name “the Balkans”. This image, the image of an ontologically failed mode
of cultural being, offers a convenient and easy explanation for the social, economic
and political turmoil in this part of Europe, and at the same time it serves the ideal of
an epistemological and political – and why not economic too – economy.

Once the empty signifier “Balkans” appeared on the big rhetorical stage, it started
searching for its filling, for its significance. This was how the secondary anthropologi-
cal myths, which were devoted to the “dark Balkans”, began to be produced. The pro-
duction (or reproduction, resurrection) of anthropological myths at the end of the 20th
c. is no doubt an extremely problematic and anachronistic practice, and it is the pro-
ducers of the myths that this practice characterizes, rather than their assumed phan-
tasmal object. Of course, myths are written within the space of the Balkans too, and
this is done by appropriating the Big foreign stigmatizing view, which, however, is not
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ı‡‡ÍÚÂËÁË‡ Ì‡ Ô˙‚Ó ÏflÒÚÓ ÔÓËÁ‚Ó‰ËÚÂÎËÚÂ Ì‡ ÚÂÁË ÏËÚÓ‚Â, ‡ ÌÂ ÚÂıÌËfl ÔÂ‰-
ÔÓÎ‡„‡ÂÏ Ù‡ÌÚ‡ÁÏ‡ÚË˜ÂÌ Ó·ÂÍÚ. ê‡Á·Ë‡ ÒÂ, ÏËÚÓ‚ÂÚÂ ÒÂ ÔË¯‡Ú Ë ◊‚˙ÚÂ“, Ì‡ Ò‡ÏË-
ÚÂ Å‡ÎÍ‡ÌË, ËÏÂÌÌÓ ˜ÂÁ ‡ÔÓÔËË‡ÌÂÚÓ Ì‡ ÉÓÎÂÏËfl ˜ÛÊ‰ ÒÚË„Ï‡ÚËÁË‡˘ ÔÓ„ÎÂ‰ –
ÍÓÈÚÓ Ó·‡˜Â Ò˙‚ÒÂÏ ÌÂ Â ˜ÛÊ‰, ‰ÓÍÎÓÍÓÚÓ Å‡ÎÍ‡ÌËÚÂ ÌËÍ‡Í ÌÂ ÏÓ„‡Ú ‰‡ ·˙‰‡Ú ‰Û„Ó
Ì‡ ◊á‡Ô‡‰‡“.1 ç‡ Úflı ÔÓ-ÒÍÓÓ ËÏ ÒÂ Ì‡Ú‡Ô‚‡ ÔÓÁËˆËflÚ‡ Ì‡ ÌÂÂ‰ÛˆËÛÂÏËfl Ó·ÒˆÂ-
ÌÂÌ ÓÒÚ‡Ú˙Í, ÌÂÓ·ıÓ‰ËÏ Á‡ ÔÓÎ‡„‡ÌÂÚÓ Ì‡ ‚ÒflÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ. 

ëÎÂ‰‚‡ÈÍË ÂÚÓË˜ÂÒÍËfl ÔÓ‚ÂÈ, („ÓÎflÏ‡ ˜‡ÒÚ ÓÚ) Á‡Ô‡‰ÌËÚÂ ËÌÒÚËÚÛˆËÓÌ‡ÎÌË ÏÂ-
ÊË, ÌÂÔ‡‚ËÚÂÎÒÚ‚ÂÌËÚÂ Ó„‡ÌËÁ‡ˆËË Ë Ò‚ÂÊËÚÂ Ô‡Ë Á‡ ËÁÒÎÂ‰‚‡ÌÂ Ë ‡Á‚ËÚËÂ Ì‡
ËÁÓÒÚ‡Ì‡ÎËÚÂ Å‡ÎÍ‡ÌË (ÌÂ‚ÓÎÌÓ) ÒÎÛÊ‡Ú Á‡ ‚ÚÓË˜ÌÓÚÓ ÔÓËÁ‚Ó‰ÒÚ‚Ó Ì‡ Â‰Ì‡
ÔÂ‰ÏÓ‰ÂÌ‡ ‡ÌÚÓÔÓÎÓ„Ë˜ÂÒÍ‡ ÍÛÎÚÛ‡. í‡Í‡ „ÓÎflÏ‡Ú‡ ˜‡ÒÚ ÓÚ ËÁÒÎÂ‰Ó‚‡ÚÂÎÒÍËÚÂ
ÔÓÂÍÚË ‚˙ıÛ ·‡ÎÍ‡ÌÒÍ‡Ú‡ ÍÛÎÚÛ‡ Ë ÒÚËÔÂÌ‰ËË Á‡ ·‡ÎÍ‡ÌÒÍÓ ËÁÍÛÒÚ‚Ó ‚ Ò‚ÓÂÚÓ
ÔÓÁËÚË‚ÌÓ ˆË‚ËÎËÁ‡ˆËÓÌÌÓ ÊÂÎ‡ÌËÂ (Í‡ÚÓ ÂÏ‡Ì‡ˆËfl Ì‡ ◊·flÎ‡Ú‡ ÚÂıÌËÍ‡ Ì‡ á‡Ô‡-
‰‡, ÛÌË˘ÓÊ‡‚‡˘‡ ÌÂÔÓÁ‡˜ÌËÚÂ Ó·ÂÍÚË Ì‡ Å‡ÎÍ‡ÌÒÍÓÚÓ ÊÂÎ‡ÌËÂ“, ÒÔÓÂ‰ ËÁ‡Á‡
Ì‡ áÎ‡ÚÓÏË áÎ‡Ú‡ÌÓ‚ ‚ ◊èÓÚÓÍÓÎË Á‡ ÑÛ„Ëfl“) ‰ÓÔËÌ‡ÒflÚ Á‡ Ò˙Á‰‡‚‡ÌÂÚÓ Ì‡
Ù‡ÌÚ‡ÁÏ‡ÚË˜ÌËfl Ó·‡Á Ì‡ Å‡ÎÍ‡ÌËÚÂ (Ú‡Í‡ Ì‡Ô. Ú‚ÓÂˆ˙Ú ËÎË ËÁÒÎÂ‰Ó‚‡ÚÂÎflÚ, ÔÓ-
ÎÛ˜ËÎ Ô‡Ë Á‡ ÔÓÂÍÚ/ËÁÒÎÂ‰‚‡ÌÂ Ì‡ ·‡ÎÍ‡ÌÒÍ‡ ÔÓ·ÎÂÏ‡ÚËÍ‡, ÓÔËÚ‚‡ÈÍË ÒÂ ‰Ó·-
ÓÒ˙‚ÂÒÚÌÓ ‰‡ ÓÚ„Ó‚ÓË Ì‡ Á‡‰‡‰ÂÌËÚÂ ÓÚ ÚÂÏ‡Ú‡ ËÁËÒÍ‚‡ÌËfl (Ò‡Ï‡Ú‡ ÔÂÒÔÂÍÚË‚‡
Ì‡ ÚÂÏ‡Ú‡ ˜ÂÒÚÓ Ô˙ÚË ÔÂ‰ÔÓÒÚ‡‚fl Â‰ËÌ ‰ËÒÍÛÒ ı‡‡ÍÚÂÂÌ Á‡ XIX ‚ÂÍ), ÔÓËÁ‚ÂÊ-
‰‡ ◊Å‡ÎÍ‡ÌË“: ÂÍÁÓÚË˜ÌË Ú‡‰ËˆËÓÌ‡ÎËÁÏË, ◊ÔËÓ‰ÌÓ“ Ò˙˘ÂÒÚ‚Û‚‡ÌÂ, ÙÓÎÍÎÓ,
Ô˙ÒÚ‡ Ë ¯ÛÏÌ‡ ÒÏÂÒËˆ‡ Ì‡ ÍÛÎÚÛË, ÂÚÌË˜ÂÒÍË ÒÚË„Ï‡ÚËÁ‡ˆËË Ë Ô., Ë Ô. ÂÚÓË-
˜ÂÒÍË Ë Ù‡ÌÚ‡ÁÏ‡ÚË˜ÂÌ ÓÚÔ‡‰˙Í). 

ÄÍÓ Úfl·‚‡ ‚ÒÂ Ô‡Í ‰‡ ÒÂ ÓÔËÚ‡ÏÂ ‰‡ ÓÔË¯ÂÏ ÌÓ‚Ëfl ÏËÚ Á‡ Å‡ÎÍ‡ÌËÚÂ, ‚ ÌËÍ‡Í˙‚
ÒÎÛ˜È ÌÂ Úfl·‚‡ ‰‡ ÒÂ ˜Û‚ÒÚ‚‡ÏÂ Ò‚˙ı‰ÂÚÂÏËÌË‡ÌË ÓÚ ÌÂ„Ó‚ËÚÂ ÔÓ‚˙ıÌÓÒÚÌË Ë
·‡Ì‡ÎÌÓ Ë‰ÂÌÚËÙËˆËÛÂÏË ÏËÚËÍÓ-‡ÌÚÓÔÓÎÓ„Ë˜ÂÒÍË ÔÓÒÚ‡ÌÓ‚ÍË, ‡ ‰‡ „Ó ‚Ë‰ËÏ
Í‡ÚÓ ÒËÏÔÚÓÏ Ì‡ ÒÓˆËÓÍÛÎÚÛÌ‡Ú‡ ÒËÚÛ‡ˆËfl, ‚ ÍÓflÚÓ ÚÓÈ ÒÂ ‡ÚËÍÛÎË‡, ÚÓÂÒÚ Í‡ÚÓ
˜ËÒÚ ÒËÌÚÂÚË˜ÂÌ ÔÓ‰ÛÍÚ Ì‡ Ò˙‚ÂÏÂÌÌÓÒÚÚ‡. àÏÂÌÌÓ ‚ Ú‡ÁË ÔÂÒÔÂÍÚË‚‡ ˘Â ÓÔÂ-
‰ÂÎfl ÌÓ‚Ëfl ÏËÚ Á‡ Å‡ÎÍ‡ÌËÚÂ Í‡ÚÓ ◊ÏËÚ Á‡ ÓÒÚ‡Ú˙˜Ì‡Ú‡ ·‡ÁÓ‚‡ Ó„‡ÌËÍ‡“. Ç ÓÒÌÓ-
‚‡Ú‡ Ì‡ ÚÓÁË ÏËÚ, ÏËÚ Ì‡ Â‰ÌÓ ‚ÒÂ ÔÓ-Ó·Î‡‰‡‚‡ÌÓ ÓÚ ÌÂÛÚ‡ÎÌ‡Ú‡ ‚Î‡ÒÚ Ì‡ ÌÂÓ„‡-
ÌË˜ÌÓÚÓ Ó·˘ÂÒÚ‚Ó2, ÒÚÓË ÒË„ÛÌÓÒÚÚ‡, ˜Â Ó„‡ÌËÍ‡Ú‡ Â (ÚÓÂÒÚ Úfl·‚‡ ‰‡ Â, ÔÓ ÌÂÓ·-
ıÓ‰ËÏÓÒÚ) ÌflÍ˙‰Â Ú‡Ï, ÒÍËÚ‡ ‰˙Î·ÓÍÓ, Í‡ÚÓ ËÁÌ‡˜‡ÎÂÌ ÓÌÚÓÎÓ„Ë˜ÂÒÍË ÂÁÂ‚Ó‡,
Í‡ÚÓ ‡ÔÓÎËÚË˜Ì‡ Ë ‡ÍÛÎÚÛÌ‡ ÔËÓ‰‡, Ò‚Ë‰ÂÚÂÎÒÚ‚Ó Á‡ Â‰ËÌ Ó·ÒˆÂÌÂÌ Ó„‡ÌË˜ÂÌ
ÔÓËÁıÓ‰. ◊Å‡ÎÍ‡ÌËÚÂ“ ÒÂ ÓÍ‡Á‚‡Ú ÒËÏÔÚÓÏ‡ÚË˜Ì‡ ÙË„Û‡ Ì‡ ÌÂ‚˙ÁÏÓÊÌÓÒÚÚ‡ Ì‡
„ÂÌÂÁËÒÌËfl ÏËÚ ‚ Ò‚ÂÚ‡ Ì‡ ÌÂÓ„‡ÌË˜ÌÓÚÓ. íÂ Ò‡ Ò‚˙Á‡ÌË Ò Ù‡ÒˆËÌ‡ˆËflÚ‡-ÓÚ·Î˙Ò-
Í‚‡ÌÂ ÓÚ ÌÂÏËÒÎËÏÓÚÓ Ó·ÒˆÂÌÌÓ Ì‡ ÔÓËÁıÓ‰‡ – ÔÓËÁıÓ‰˙Ú Í‡ÚÓ Ó„‡ÌËÍ‡, Í‡ÚÓ
ÔÂ‰ÍÛÎÚÛÌ‡ ÔËÓ‰‡. íÓÁË ÒËÏÔÚÓÏ ÔÓ‡Ê‰‡ ÌÓ‚ËÚÂ ÙË„ÛË Ì‡ Â‰ËÌ ÒËÌÚÂÚË˜ÂÌ
‡ÒËÁ˙Ï, ÚÓÁË ÌÓ‚ ‡ÒËÁ˙Ï, ÍÓÈÚÓ ÔÓËÁ‚ÂÊ‰‡ Ì‡ÔËÏÂ ÙË„Û‡Ú‡ Ì‡ ◊ÓÏËÚÂ“ –
ÚÓÂÒÚ Ì‡ Ï‡ÎˆËÌÒÚ‚ÓÚÓ Ò ÔÂ‰ÍÛÎÚÛÌ‡ ÒÔÂˆËÙËÍ‡. èÓ·ÎÂÏ˙Ú Â ‚ ÚÓ‚‡, ˜Â ÔÓÎËÚË-
˜ÂÒÍË ÍÓÂÍÚÌËflÚ Ë‰Â‡Î Á‡ ÔËÂÏ‡ÌÂ Ì‡ ÍÛÎÚÛÌËÚÂ ‡ÁÎË˜Ëfl ‚Ò˙˘ÌÓÒÚ ÔÓ ÌÂËÁ-

1 Ñ‡ ÒÂ ÔÂ‰ÔÓÎ‡„‡ ÌflÍ‡Í‚‡ ÍÛÎÚÛÌÓ ıÓÏÓ„ÂÌÌ‡ Â‡ÎÌÓÒÚ Í‡ÚÓ Å‡ÎÍ‡ÌË Â ÔÓÒÚÓ
ÌÂÎÂÔÓ. åÂÊ‰Û „˙ˆË Ë ı˙‚‡ÚË, ·˙Î„‡Ë Ë ÛÏ˙ÌˆË, ËÎË ÏÂÊ‰Û ÊËÚÂÎËÚÂ Ì‡ ëÓÎÛÌ,
íË‡Ì‡, ñÂÚËÌÂ, ã˛·ÎflÌ‡ Ë äÎÛÊ ËÏ‡ ÌflÍ‡Í‚‡ ÍÛÎÚÛÌ‡ Ó·˘ÌÓÒÚ ÚÓ˜ÌÓ ÚÓÎÍÓ‚‡,
ÍÓÎÍÓÚÓ ÏÂÊ‰Û ËÒÔ‡ÌˆË Ë ‡‚ÒÚËÈˆË, Ù‡ÌˆÛÁË Ë ¯‚ÂÈˆ‡ˆË, Ó·ËÚ‡ÚÂÎË Ì‡ ä‡ËÌÚËfl,
·‡ÒÍË, ÙÎ‡Ï‡Ì‰ˆË, Ô‡ËÊ‡ÌË Ë ‚ËÂÌ˜‡ÌË Ë Ú.Ì. Ä ˜Â ÍÛÎÚÛ‡Ú‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ Â
ÔÂ‰ÏÓ‰ÂÌ‡ ·Ë ·ËÎÓ ‚Â˜Â Í‡ÈÌÓ Ì‡ı‡ÎÌÓ Ú‚˙‰ÂÌËÂ, ‰ÓÍÓÎÍÓÚÓ Â‰ËÌ ÒÔËÒ˙Í Ì‡
„ÓÎÂÏËÚÂ ËÏÂÌ‡, Í‡ÍÚÓ Ë Ì‡ ÌflÍÓË ÓÚ Ì‡È-‡‰ËÍ‡ÎÌËÚÂ fl‚ÎÂÌËfl ‚ ËÁÍÛÒÚ‚‡Ú‡ Ì‡
‰‚‡‰ÂÒÂÚË ‚ÂÍ ·Ë ·ËÎÓ ‰ÓÒÚ‡Ú˙˜ÌÓ Í‡ÒÌÓÂ˜Ë‚Ó ÓÔÓ‚ÂÊÂÌËÂ Ì‡ ÌÂ„‡ÏÓÚÌË
Ò˙Ê‰ÂÌËfl, Ì‡ ÍÓËÚÓ Â ‰ÓË ÌÂÛÏÂÒÚÌÓ, ‰ÓÍÓÎÍÓÚÓ ·Ë ·ËÎÓ ËÁ‡Á Ì‡ ÎËÔÒ‡  Ì‡
Ò‡ÏÓÛ‚‡ÊÂÌËÂ, ‰‡ ÒÂ Ó·˙˘‡ ‚ÌËÏ‡ÌËÂ.
2 ìÔÓÚÂ·fl‚‡Ï ÙË„Û‡Ú‡ ◊ÌÂÓ„‡ÌË˜ÌÓ“ ‚ ÎËÌËflÚ‡ Ì‡ ÅÓ‰ÎÂ, ‡‰ËÍ‡ÎËÁË‡Ì‡ ÓÚ
ÅÂÌflÏËÌ Ë èÂÌËÓÎ‡.
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at all foreign insofar as the Balkans cannot be anything other to “the western world”1.
Rather, these myths are burdened with the role of the irreducible obscene residual nec-
essary for laying the foundations of any identity.

Following the rhetorical gust, (a large part of) western institutional networks, non-gov-
ernmental organizations and the fresh money intended for the exploration and develop-
ment of the backward Balkans (unwittingly) serve the secondary production of a pre-
modern anthropological culture. Thus, the majority of research projects about The
Balkan Culture and scholarships for Balkan Art – in their positive civilizational impulse,
(as an emanation of “the domestic electrical appliances of the western world destroy-
ing the non-transparent objects of the Balkan desire”, to use the words of Zlatomir
Zlatanov in “Protocols about the Other”) – contribute to the creation of the phantasmal
image of the Balkans (for instance, the artist or researcher with a grant to carry out a
project about the Balkans, diligently tries to match the set of requirements for the proj-
ect (often the very perspective of the topic suggests a discourse characteristic of the
19th c.) and thus produces “Balkans”: exotic traditionalisms, “natural” existence, folk-
lore, colorful and vibrant mixture of cultures, ethnic stigmatizations, so on and so forth
along the lines of rhetorical and phantasmal waste). 

If we really have to try to describe the new myth about the Balkans, we must under no
circumstances feel ultra determined by its superficial and commonly identifiable myth-
ic-anthropological tenets. Instead, we must see this myth as a symptom of the contem-
porary socio-cultural situation in which it is articulated i.e. as a pure synthetic product
of the present. It is in this perspective that the new myth about the Balkans will be
defined as “a myth about the residual basic organicity”. At the basis of this myth – the
myth of an entity increasingly permeated by the neutral power of inorganic society2 –
lies the certainty that the organic quality is (or, rather, should be by necessity) some-
where there, deeply hidden like an essential ontological reservoir, as an a-political and
a-cultural quality, as evidence of an obscene organic genesis. “The Balkans” turns out
to be a symptomatic figure of the impossibility of the myth of genesis in the inorganic
world. They are related to the fascination-repulsion of the unthinkable obscene of ori-
gin – origin as organicity, as pre-cultural nature. This symptom generates the new fig-
ures of a synthetic racism, the new racism that produces the figure of the Roma peo-
ple, for instance, i.e. of the minority with a pre-cultural specificity. The problem is that
the politically correct ideal for accepting cultural differences in fact inevitably produces
the idea about cultural residue, which is always identified with nature as obscenity. Its
unconscious aphorism is “The other culture is nature”. It is not accidental that the
Roma minority is produced entirely in the mode of representing group organicity, it
remains pure visual representation of a particular type of non-cultural organicity, and
it is identifiable only in the medium of corporeal performance (dance, music, bodies

1 To assume that there is a culturally homogenous reality such as the Balkans is simply pre-
posterous. If we could say that a cultural community exists and unites the Greeks and the
Croatians, the Bulgarians and the Romanians, or the citizens of Thessalonica, Tirana,
Cetinje, Ljubljana and Cluj, then we could say that a cultural community exists and unites
the Spanish and the Austrians, the French and the Swiss, the inhabitants of Carinthia, the
Basques, the Flemish, the citizens of Paris and of Vienna, and so forth. And to say that the
culture on the Balkans is pre-modern would be an outrageous statement given that the list
of the established names and of some of the most radical artistic phenomena clearly dis-
misses such inadequate assessments; it seems inappropriate to even pay attention to such
assessments, as this would suggest a lack of self-respect.
2 I use the word “inorganic” in a Baudelaire-like sense radicalized by Benjamin and
Perniolla.
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·ÂÊÌÓÒÚ ÔÓËÁ‚ÂÊ‰‡ Ë‰ÂflÚ‡ Á‡ ÍÛÎÚÛÂÌ ÓÒÚ‡Ú˙Í, ÍÓÈÚÓ ‚ËÌ‡„Ë ÒÂ Ë‰ÂÌÚËÙËˆË‡ Ò
ÔËÓ‰‡Ú‡ Í‡ÚÓ Ó·ÒˆÂÌÌÓÒÚ. çÂ„Ó‚ËflÚ ÌÂÒ˙ÁÌ‡ÚÂÎÂÌ ‡ÙÓËÁ˙Ï Â ◊‰Û„‡Ú‡ ÍÛÎÚÛ‡
Â ÔËÓ‰‡“. çÂÒÎÛ˜‡ÈÌÓ ◊ÓÏÒÍÓÚÓ Ï‡ÎˆËÌÒÚ‚Ó“ Â ËÁˆflÎÓ ÔÓËÁ‚Â‰ÂÌÓ ‚ ÏÓ‰ÛÒ‡
Ì‡ ÂÔÂÁÂÌÚ‡ˆËflÚ‡ Ì‡ „ÛÔÓ‚‡ Ó„‡ÌËÍ‡ ÚÓ ÓÒÚ‡‚‡ ˜ËÒÚ‡ ‚ËÁÛ‡ÎÌ‡ ÂÔÂÁÂÌÚ‡ˆËfl
Ì‡ ÓÔÂ‰ÂÎÂÌ ÚËÔ ÌÂ-ÍÛÎÚÛÌ‡ Ó„‡ÌËÍ‡, Ë Â ‡ÁÔÓÁÌ‡‚‡ÂÏÓ Â‰ËÌÒÚ‚ÂÌÓ ‚ ÚÓÁË
ÔÎ‡Ì, ‚ ËÁfl‚‡Ú‡ Ì‡ ÚÂÎÂÒÌÓÒÚÚ‡ (Ú‡ÌˆË, ÏÛÁËÍ‡, ÚÂÎ‡, ÌÓÒÂ˘Ë ÓÚÔÂ˜‡Ú˙Í‡ Ì‡ Ó„‡-
ÌË˜ÌÓÚÓ, ÚÓÂÒÚ ÌÂÁ‡ÒÂ„Ì‡ÚË ÓÚ Û‰Ó·ÒÚ‚‡Ú‡ Ì‡ ÌÂÓ„‡ÌË˜ÌËfl Ë‰Â‡Î Ì‡ ÍÓÁÏÂÚËÍ‡Ú‡,
ÏÓ‰‡Ú‡ Ë ·Ó‰Ë·ËÎ‰ËÌ„‡). á‡ÚÓ‚‡ Ë ◊ÓÏËÚÂ“ ÒÂ ÔÂ‚˙˘‡Ú ‚ ÍÎ˛˜Ó‚Ëfl Ó·‡Á Ì‡
Å‡ÎÍ‡ÌËÚÂ, ‚ ÏÂÚÓÌËÏËflÚ‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ. ëÚÂÂÓÚËÔÌÓÚÓ ÔÓÒÂ˘ÂÌËÂ Ì‡ ÂÍËÔ Ì‡ Á‡-
Ô‡‰Ì‡ ÏÂ‰Ëfl Ì‡ Å‡ÎÍ‡ÌËÚÂ ÔÂ‰ÔÓÎ‡„‡ ËÁ‰Ë‚‡ÌÂÚÓ Ì‡ ÓÏËÚÂ: ÚÂ Ò‡ Ú˙ÒÂÌË ÓÚ
‚ÒÂÓÒ‚ÂÚfl‚‡˘ËÚÂ ÏÂı‡ÌË˜ÌË Ó˜Ë, ÓÚ ‚ÒÂÔÓÌËÍ‚‡˘ÓÚÓ ÁÂÌËÂ Ì‡ Á‡Ô‡‰ÌËfl ÔÛ·ÎË-
˜ÂÌ ãÓ„ÓÒ Ò Û‚ÂÂÌÓÒÚÚ‡ ‚ ÒÍËÚ‡Ú‡ ÓÌÚÓÎÓ„Ë˜ÂÒÍ‡, ÒÛ·ÒÚ‡ÌˆË‡ÎÌ‡ Ì‡ÎË˜ÌÓÒÚ Ì‡
·ÂÁÙÓÏÂÌ‡Ú‡ Ó„‡ÌËÍ‡. í‡ÁË Ù‡ÒˆËÌ‡ˆËfl ÌÂ Â ◊ÏÂÚ‡‡ÒËÒÚÍ‡“, Úfl Â ÒËÌÚÂÚË˜Ì‡.
ífl Ò‚Ë‰ÂÚÂÎÒÚ‚‡ Á‡ Ì‡ÒÚ˙Ô‚‡ÌÂÚÓ Ì‡  Â‡Ú‡ Ì‡ ÒËÌÚÂÚË˜ÌËfl ‡ÒËÁ˙Ï, ËÎË Ì‡ ÒËÌÚÂ-
ÚË˜Ì‡Ú‡ Â‚„ÂÌËÍ‡ – ÌÂËÌ ıÓËÁÓÌÚ Â ÏÌÓ„Ó ÔÓ-ÍÓÏÔÎÂÍÒÌËflÚ Ò‚flÚ Ë ÙÓ·ËË Ì‡ Ò‚ÂÚ‡
Ì‡ ·ËÓÚÂıÌÓÎÓ„ËËÚÂ Ë ·ËÓÔÓÎËÚËÍ‡Ú‡. ífl ‰‡‚‡ ËÁ‡Á Ì‡ ËÌÚÛËˆËflÚ‡ Á‡ ËÏ‡ÌÂÌÚÂÌ,
˜ËÒÚ Ë „ÓÁÂÌ ÊË‚ÓÚ, ÍÓflÚÓ „‡‡ÌÚË‡ ‚˙ÁÏÓÊÌÓÒÚÚ‡ Á‡ ‡‰ËÍ‡ÎÌ‡ ÑÛ„ÓÒÚ Ì‡ ÌÂ-
ÛÚ‡ÎÌËfl Ò‚flÚ ·ÂÁ ‰Û„ÓÒÚ, Á‡ ‰Û„ÓÚÓ Ì‡ Ò‚ÂÚ‡ Ì‡ ÌÂÓ„‡ÌË˜ÌÓÚÓ Ó·˘ÂÒÚ‚Ó Ë ÌÂÓ-
„‡ÌË˜ÌËfl ÂÓÚËÁ˙Ï Ì‡ ÍÛÎÚÛÌÓÚÓ Ò˙˘ÂÒÚ‚Û‚‡ÌÂ ‰ÌÂÒ; ÚÓÂÒÚ ËÁ‡Á Ì‡ ‰‚ÓÈÌÓÚÓ ÓÚ-
‚‡˘ÂÌËÂ ÓÚ Ó„‡ÌË˜ÌÓÚÓ Ë ÌÂÓ„‡ÌË˜ÌÓÚÓ, ÍÓÂÚÓ ÒÂ Á‡Ú‚‡fl ÌÂ ÚÓÎÍÓ‚‡ ‚ ÏËÚË-
˜ÂÒÍË, ‡ ‚ ÒËÌÚÂÚË˜ÌË ‚ËÚÛ‡ÎÌË ÔÂ‰ÒÚ‡‚Ë. ÑÂÈÒÚ‚ËÚÂÎÌÓ ÛÔÓÚÂ·‡Ú‡ Ì‡ ‡ÌÚÓÔÓ-
ÎÓ„Ë˜ÂÒÍË ◊ÏËÚÓ‚Â“ Â Ò‡ÏÓ ÔÓ ÒÂ·Â ÒË ÂÚÓ„‡‰Ì‡ Ë ÏËÚËÙËˆË‡˘‡. XIX ‚ÂÍ ÔËÍ-
Î˛˜Ë. èÂ‰ÒÚÓflÚ ÒËÌÚÂÚË˜ÌËÚÂ ÏËÚÓ‚Â Ì‡ ‰‚‡‰ÂÒÂÚ Ë Ô˙‚Ëfl.
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bearing the imprint of the organic i.e. untouched by the comforts of the unlimited ideal
of cosmetics, fashion and body building). This is why Roma people become the key
image of the Balkans, the metonymy of the Balkans. The stereotypical visit of a west-
ern media team on the Balkans entails searching for Roma people: they are sought by
the mechanical eyes shedding light everywhere, by the all-penetrating sight of the
western public Logos with the certainty in the hidden ontological, substantive availabili-
ty of formless organicity. This fascination is not “meta-racist”, it is synthetic. It is evi-
dence for the approach of the era of synthetic racism or of synthetic eugenics; it has
as its horizon the much more complex world and the phobias of the world of bio-tech-
nologies and bio-politics. This fascination expresses the intuition about an immanent,
pure and ugly life as a guarantee for the possibility of a radical Otherness of the neu-
tral world without otherness, the possibility of the other for the world of unlimited socie-
ty and unlimited eroticism of cultural existence today. In other words, it is an expres-
sion of the double repulsion for the organic and the inorganic, which closes itself not
so much in mythical as in synthetic, virtual visions. Indeed the use of anthropological
“myths” is in itself backward and mythifying. The nineteenth century is over. Ahead of
us are the synthetic myths of the twenty-first century. 
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ÇÎ‡‰Ëfl åËı‡ÈÎÓ‚‡

óËÈ Â ÔÓ·ÎÂÏ˙Ú Ò 
·‡ÎÍ‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ?
èÓ·ÎÂÏ˙Ú Á‡ ·‡ÎÍ‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ ÌÂ ÒÂ Ò˙ÒÚÓË ‚ ÚÓ‚‡, ‰‡ÎË ËÏ‡ ËÎË ÌÂ Ú‡Í‡-
‚‡, ‡ Ì‡ Í‡Í‚Ó ÌË‚Ó Ò˙˘ÂÒÚ‚Û‚‡ Ò‡ÏËflÚ ÔÓ·ÎÂÏ, Á‡ ÍÓ„Ó ËÎË Í‡Í‚Ó ÚÓÈ Â Â‡ÎÂÌ
ÔÓ·ÎÂÏ. á‡‰‡‚‡Ï ‚˙ÔÓÒ‡ ÒË ÚÓÎÍÓ‚‡ ‰ËÂÍÚÌÓ ÔÓ‡‰Ë Û·ÂÊ‰ÂÌËÂÚÓ ÏË, ˜Â ·‡Î-
Í‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ Â ÔÓ·ÎÂÏ‡ÚË˜Ì‡ ‚ Â‰ÌÓ ÏÌÓ„Ó ÔÓ-¯ËÓÍÓ ÔÓÎËÚË˜ÂÒÍÓ ÔÓÎÂ,
ÓÚÍÓÎÍÓÚÓ ‚ ÎË˜ÂÌ, ÔÂÒÓÌ‡ÎÂÌ ÔÎ‡Ì, ËÎË Ô˙Í Á‡ ÍÓÌÍÂÚÌË ıÛ‰ÓÊÂÒÚ‚ÂÌË ÒÂ‰Ë.
◊Å‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ“ Â ÍÎË¯Â, „‡‚ËÚË‡˘Ó ‚ ÔÛ·ÎË˜ÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÍÓÂÚÓ
ÒÂ ËÁÔÓÎÁ‚‡ ÔÓ ı‡ÓÚË˜ÂÌ Ì‡˜ËÌ; Í‡ÚÓ ÔÂ‰ËÏÒÚ‚Ó, ÌÂ‰ÓÒÚ‡Ú˙Í, ËÁ‚ËÌÂÌËÂ,  ÎÂ„ËÚË-
Ï‡ˆËfl Ë Ú.Ì. íÓ ÒÂ ÔÂ‚˙˘‡ ‚ Û‰Ó·ÂÌ Ô‡‡‚‡Ì Á‡ ÎË˜Ì‡ ËÁ„Ó‰‡ ËÎË ÔÓÒÚÓ Á‡ ÔËÍ-
Ë‚‡ÌÂ Ì‡ ÌÂÍ‡‰˙ÌÓÒÚ. éÚ Ú‡ÁË „ÎÂ‰Ì‡ ÚÓ˜Í‡ ◊·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ“ Â Ô‡Á‡ÂÌ
ÏÂı‡ÌËÁ˙Ï, ÚÓ Â, Í‡ÍÚÓ Í‡Á‡ ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚ ◊marketable“ ÔÓÌflÚËÂ Ë ÂÚËÍÂÚ –
ÚÓ‚‡ ÒÂ ÔÓ‰‡‚‡, ÚÓ‚‡ ÒÂ ÔÂ‰Î‡„‡.

çÂ˘‡Ú‡ ÒÚ‡‚‡Ú ÏÌÓ„Ó ÔÓ-‡ÁÎË˜ÌË, ÍÓ„‡ÚÓ ÒÂ ÓÚÌÂÒ‡Ú Í˙Ï ‰˙Ê‡‚‡Ú‡ Ë ÍÛÎÚÛÌÓÚÓ
ÎËˆÂ, ÍÓÂÚÓ Úfl ËÁ„‡Ê‰‡ Á‡ ÒÂ·Â ÒË.  èÓ‰ ◊·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ“ ˜ÂÒÚÓ ÒÂ ËÏ‡
ÔÂ‰‚Ë‰ Ë ◊Ì‡ˆËÓÌ‡ÎÌ‡ Ë‰ÂÌÚË˜ÌÓÒÚ“ ËÎË ◊·˙Î„‡ÒÍ‡ Ë‰ÂÌÚË˜ÌÒÚ“. Ç˙ÔÓÒ˙Ú, Í‡Í‚‡
Â ·‡ÎÍ‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ Ë ËÏ‡ ÎË Ú‡Í‡‚‡, ÒÂ ÔÂ‚˙˘‡ ‚˙‚ ‚˙ÔÓÒ Á‡ ÍÛÎÚÛÌÓÚÓ
ÎËˆÂ Ì‡ ‰˙Ê‡‚‡Ú‡ Ë Ó·˘ÂÒÚ‚ÓÚÓ. èÂ‰ÒÚ‡‚‡Ú‡ Á‡ ◊ÂÍÁÓÚË˜ÌËÚÂ Å‡ÎÍ‡ÌË“ ÒÂ ÓÍ‡Á‚‡
Û‰Ó·ÌÓ ÍÎË¯Â, ‚ ÍÓÂÚÓ ÒÂ ‚ÏÂÒÚ‚‡ ·˙Î„‡ÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ Ë ÍÓÂÚÓ ËÏ‡ Á‡ ˆÂÎ ‰‡
ÔËÍËÂ ÎËÔÒ‡Ú‡ Ì‡ flÒÌÓ Á‡fl‚ÂÌÓ ÍÛÎÚÛÌÓ ÔËÒ˙ÒÚ‚ËÂ. èÓ·ÎÂÏ˙Ú Á‡ Ë‰ÂÌÚË˜ÌÓÒÚ-
Ú‡ ÒÂ ÓÍ‡Á‚‡ ÔÓ·ÎÂÏ Ì‡ ÔÂÁÂÌÚ‡ˆËflÚ‡ Ì‡ ‰˙Ê‡‚‡Ú‡, ‡ ÓÚÚÛÍ ÔÓ·ÎÂÏ Ì‡ ÍÛÎÚÛ-
Ì‡Ú‡ ÔÓÎËÚËÍ‡. é˜Â‚Ë‰ÌÓ Ó·‡˜Â ‰˙Ê‡‚‡Ú‡, ·˙Î„‡ÒÍ‡Ú‡ ‰˙Ê‡‚‡, ÌÂ ÒÂ ˜Û‚ÒÚ‚‡ ÌÂ-
Û‰Ó·ÌÓ ‚ Ú‡Í‡ Ì‡ÒÎÂ‰ÂÌ‡Ú‡ Ë ÔÓÒÚÓflÌÌÓ ÂÔÓ‰ÛˆË‡Ì‡ ÔÂ‰ÒÚ‡‚‡ Á‡ ÒÂ·Â ÒË, ‚ ÍÓ-
flÚÓ Ë‰ÂÌÚË˜ÌÓÒÚÚ‡ ÒÂ Ò‚˙Á‚‡ ÔÓ-Â‰ËÌ ‡·ÒÛ‰ÂÌ Ì‡˜ËÌ Ò ÏËÌ‡ÎÓÚÓ Í‡ÚÓ ˆflÎÓ, Ò Ú‡-
‰ËˆËflÚ‡ Ë ‰ÓË ÙÓÎÍÎÓ‡ Ë ·Â„ÎÓ Í‡Ò‡Â Ì‡ÒÚÓfl˘ÂÚÓ. ë˙˘Â‚ÂÏÂÌÌÓ Ò ÚÓ‚‡ ‚ Å˙Î„‡-
Ëfl ÒÂ ÒÎÛ˜‚‡Ú Ë Ô‡‚flÚ ÌÂ˘‡, ÍÓËÚÓ ÔÓ ÌËÍ‡Í˙‚ Ì‡˜ËÌ ÌÂ ÌÓÒflÚ ·ÂÎÂ„‡ Ì‡ ËÁÓÒÚ‡-
Ì‡ÎÓÒÚ, ÔÂËÙÂÌÓÒÚ, ËÎË Ô˙Í ÂÍÁÓÚË˜ÌÓÒÚ, Ò˙˘ÂÒÚ‚Û‚‡Ú Í˙„Ó‚Â Ë ıÛ‰ÓÊÌËˆË, ËÁ-
Ì‡Òfl˘Ë Ò‚ÓflÚ‡ ÔÓ‰ÛÍˆËfl ËÁ‚˙Ì ÒÚ‡Ì‡Ú‡ Ë Â‡ÎÌÓ ÔËÂÏ‡ÌË ‚ „ÎÓ·‡ÎÌ‡Ú‡ ÏÂÊ‡
Ì‡ Ó·ÏÂÌ Ì‡ ÔÓËÁ‚Â‰ÂÌËfl Ì‡ ËÁÍÛÒÚ‚ÓÚÓ ·ÂÁ ÔÓÏÓ˘Ú‡ ËÎË Ô˙Í Ô‡ÒË‚‡ Ì‡ ◊·˙Î„‡Ò-
Í‡Ú‡ ËÎË ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ“. è‡‡‰ÓÍÒ‡ÎÌÓ Ó·‡˜Â Á‡ ÚÂÁË ÌÂ˘‡ ‚ Å˙Î„‡Ëfl ÒÂ
ÁÌ‡Â Ú‚˙‰Â Ï‡ÎÍÓ (ËÏ‡Ï ÔÂ‰‚Ë‰ ËÌÙÓÏ‡ˆËfl ‚ ÔÛ·ÎË˜ÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó), Ó˘Â
ÔÓ‚Â˜Â ÓÚ Ú‡ÁË Ú‡Í‡ Ì‡Â˜ÂÌ‡ ¯ËÓÍ‡ Ó·˘ÂÒÚ‚ÂÌÓÒÚ. ãËÔÒ‡Ú‡ Ì‡ ÔÓÔÛÎflËÁË‡ÌÂ
Ì‡ ÚÂÁË Ò˙·ËÚËfl ËÎË ‰ÓË ÎË˜ÌÓÒÚË ‚Ó‰Ë ‰Ó ÔÓ„Â¯Ì‡Ú‡ ÔÂ‰ÒÚ‡‚‡ Á‡ Â„ËÓÌ‡ÎËÁ˙Ï
Ë ÌÂ‰ÓÒÚ‡Ú˙˜ÌÓÒÚ Ì‡ ÍÛÎÚÛÚ‡, ÍÓflÚÓ ÒÂ Ò˙Á‰‡‚‡ ‚ Å˙Î„‡Ëfl ËÎË Ô˙Í ‰Ó Ì‡Ú‡Ô‚‡ÌÂ
Ì‡ Â‰Ì‡ ÓÒÚ‡flÎ‡, Ú‡‰ËˆËÓÌÌ‡ ÔÂ‰ÒÚ‡‚‡ Á‡ ÌÂfl. 

èÓ·ÎÂÏ˙Ú Ò˙˘ÂÒÚ‚Û‚‡ ÓÒÌÓ‚ÌÓ ÔÓ ÓÚÌÓ¯ÂÌËÂ Ì‡ Ò˙‚ÂÏÂÌÌÓÚÓ, ÛÔÓËÚÓ Ì‡Ë˜‡ÌÓ
◊ÌÂÍÓÌ‚ÂÌˆËÓÌ‡ÎÌÓ“, ·˙Î„‡ÒÍÓ ËÁÍÛÒÚ‚Ó. èÓÒÚ‡ÌÒÚ‚‡Ú‡ Ì‡ ÌÂ„Ó‚ÓÚÓ Ò˙˘ÂÒÚ‚Û‚‡-
ÌÂ ‚ÒÂ ÔÓ‚Â˜Â ÌÂ Ò‡ ·˙Î„‡ÒÍË ÔÓÒÚ‡ÌÒÚ‚‡ ËÎË ÔÓÌÂ ÌÂ Ú‡ÍË‚‡, ÍÓËÚÓ ‰‡ ÓÒË„Ûfl-
‚‡Ú ÌÂ„Ó‚‡Ú‡ ¯ËÓÍ‡ ÔÛ·ÎË˜Ì‡ ÔÂÁÂÌÚ‡ˆËfl. ë˙˘Â‚ÂÏÂÌÌÓ ËÏÂÌÌÓ ÚÓ‚‡ ËÁÍÛÒÚ‚Ó
Â ÌÓÒËÚÂÎ Ì‡ Â‰Ì‡ ÌÓ‚‡ ◊ÔÂ‰ÒÚ‡‚‡“ Á‡ ·˙Î„‡ÒÍÓÚÓ, ÍÓflÚÓ Ì‡‰ÒÍ‡˜‡ „‡ÌËˆËÚÂ Ì‡
ÎÓÍ‡ÎÌÓ-Â„ËÓÌ‡ÎÌ‡Ú‡ ÍÛÎÚÛÌ‡ ÒÂ‰‡ Ë ÂÒÚÂÒÚ‚ÂÌÓ ÒÂ ËÌÚÂ„Ë‡ ‚ Â‚ÓÔÂÈÒÍËfl
ÍÓÌÚÂÍÒÚ. Ç Ì‡˜‡ÎÓÚÓ Ì‡ 90-ÚÂ Ú. Ì‡. ÌÂÍÓÌ‚ÂÌˆËÓÌ‡ÎÌË ËÁ‡ÁÌË ÒÂ‰ÒÚ‚‡ Ò‡ fl‰Ó-
ÚÓ, ‚ ÍÓÂÚÓ Ì‡È-‚Â˜Â ÒÂ Á‡‡Ê‰‡ ·ÛÌÚ˙Ú ËÎË ÓÚı‚˙ÎflÌÂÚÓ Ì‡ ‚Î‡ÒÚÚ‡ Ì‡ ÚÓÚ‡ÎËÚ‡-
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Vladia Mihailova

Whose is the problem with
Balkan identity?
The problem about Balkan identity does not lie in whether or not such identity exists,
but rather on what level the problem exists, for whom or what it is a problem. I state my
question in such a direct way because I believe that Balkan identity is problematic in a
wider political field rather than on a personal level or in particular artistic circles.
“Balkan identity” is a cliché which gravitates in public discourse and it is used in a
chaotic way: as an advantage, as a disadvantage, as an excuse, as validation, etc.
It is turning into a convenient screen concealing personal gain or simply incompetence.
From this perspective “Balkan identity” is a market mechanism; it is, as Alexander
Kyosev has said, a ‘marketable’ concept and label – this is what is on sale, this is what
is on offer. 

Things become much more different in the context of the state and the cultural face it
constructs for itself. “Balkan identity” often is used to refer to “national identity” or
“Bulgarian identity”. The question “What is Balkan identity and does it exist” becomes a
question of the cultural face of the state and society. The idea about “the exotic Balkans”
turns out to be a convenient cliché where Bulgarian identity fits in, which aims at con-
cealing the lack of a clearly defined cultural presence. The problem of identity turns out
to be a problem of the presentation of the state, hence it is a problem of cultural policy.
However, the Bulgarian state is obviously not feeling awkward in such an inherited and
constantly reproduced idea about itself in which identity is linked in a more absurd way
with the past as a whole, with tradition and even folklore, and only tangentially refers to
the present. At the same time in Bulgaria things happen, and are done, which certainly
do not bear the mark of backwardness, periphery, or the exotic, there are circles and
artists who export their product outside the country and who are really accepted in the
global network of exchange of art works  without the assistance or the liabilities of
“Balkan or Bulgarian identity”. Paradoxically, however, in Bulgaria very little is known
about these things (here I mean information in the public sphere), and even less is
known by the so-called general public. The lack of promotion of these events or even
individuals gives the wrong idea about regionalism and insufficiency of the culture creat-
ed in Bulgaria, or leads to emphasising an outdated, traditional idea about it. 

The problem exists mainly with regard to contemporary Bulgarian art which is stubbornly
called “non-conventional”. The spaces of its existence are less and less Bulgarian
spaces or at least not ones that ensure its wide public presentation. At the same time it
is this art that bears a new “idea” about the Bulgarian that exceeds the boundaries of the
local-regional cultural environment and naturally integrates itself in the European context.
At the beginning of the 1990’s the so-called non-conventional means of expression are
the core which generates the rebellion against, or the rejection of, power in the totalitari-
an state and of the party policy which turns art into ideology as regards the reaction in
the sphere of visual art. It is this art, however, which is accused of plagiarism, of copying
western models and of being non-Bulgarian, which seems to be perceived as non-
authentic, non-Balkan, a specifically deceptive presence in the Bulgarian cultural envi-
ronment. On the other hand, the idea about the Bulgarian overlaps much more with the
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Ì‡Ú‡ ‰˙Ê‡‚‡ Ë Ë‰ÂÓÎÓ„ËÁË‡˘‡Ú‡ ËÁÍÛÒÚ‚ÓÚÓ ÔÓÎËÚËÍ‡ Ì‡ Ô‡ÚËflÚ‡ – ˘Ó ÒÂ ÓÚÌ‡Òfl
‰Ó Â‡ÍˆËfl ‚ ÒÙÂ‡Ú‡ Ì‡ ‚ËÁÛ‡ÎÌÓÚÓ ËÁÍÛÒÚ‚Ó. àÏÂÌÌÓ ÚÓ‚‡ ËÁÍÛÒÚ‚Ó Ó·‡˜Â Â Ì‡È-
‚Â˜Â Ó·‚ËÌfl‚‡ÌÓ ‚ ÔÎ‡„Ë‡ÚÒÚ‚Ó, ÍÓÔË‡ÌÂ Ì‡ Á‡Ô‡‰ÌË Ó·‡ÁˆË Ë ÌÂ-·˙Î„‡ÒÍÓ, ÍÓÂ-
ÚÓ ÒÂ ‚˙ÁÔËÂÏ‡ ÒflÍ‡¯ Á‡ ÌÂ-‡‚ÚÂÌÚË˜ÌÓ, ÌÂ-·‡ÎÍ‡ÌÒÍÓ, ÔÓ ÒÔÂˆËÙË˜ÂÌ Ì‡˜ËÌ Î˙Ê-
ÎË‚Ó ÔËÒ˙ÒÚ‚ËÂ ‚ ·˙Î„‡ÒÍ‡Ú‡ ÍÛÎÚÛÌ‡ ÒÂ‰‡. éÚ ‰Û„‡ ÒÚ‡Ì‡, ÔÂ‰ÒÚ‡‚‡Ú‡ Á‡
·˙Î„‡ÒÍÓÚÓ ÒÂ ÔÓÍË‚‡ ÏÌÓ„Ó ÔÓ‚Â˜Â Ò Ú‡‰ËˆËÓÌÌÓÚÓ, ‰ÓË ‡ıÂÚËÔÌÓÚÓ. ◊åËÒÚÂ-
ËflÚ‡ Ì‡ ·˙Î„‡ÒÍËÚÂ „Î‡ÒÓ‚Â“ Ë ÊË‚ÓÔËÒÚ‡, ËÁÓ·‡Áfl‚‡˘‡ ÁÏÂÈÓ‚Â Ë Ò‡ÏÓ‰Ë‚Ë, ÒÂ
ÒÏflÚ‡ Á‡ ÌÂ˘Ó ÏÌÓ„Ó ÔÓ-ÂÔÂÁÂÌÚ‡ÚË‚ÌÓ Á‡ Å˙Î„‡Ëfl Ë ·˙Î„‡ÒÍÓÚÓ ÓÚ Ú‚Ó·ËÚÂ
Ì‡ çÂ‰ÍÓ ëÓÎ‡ÍÓ‚ Ì‡ÔËÏÂ. (åÌÓ„Ó ˜ÂÒÚÓ ËÏÂÌÌÓ ıÛ‰ÓÊÌËˆËÚÂ, Á‡ÌËÏ‡‚‡˘Ë ÒÂ Ò
Ú‡Í‡‚‡ ÊË‚ÓÔËÒ, Ì‡Ë˜‡Ú ÒÂ·Â ÒË ·˙Î„‡ÒÍË ËÎË Ú˙ÒflÚ Ò‚ÓflÚ‡ Ë‰ÂÌÚË˜ÌÓÒÚ ÔÂÁ
ÍÎË¯ÂÚÓ Í‡ÚÓ ◊·˙Î„‡ÒÍ‡“ ËÎË ◊·‡ÎÍ‡ÌÒÍ‡“ Ë‰ÂÌÚË˜ÌÓÒÚ.) ë˙˘Â‚ÂÏÂÌÌÓ Ò ÚÓ‚‡ ÔÓ-
ÎËÚËÍ‡Ú‡, ÍÓflÚÓ ‰˙Ê‡‚‡Ú‡ ÔÓ‚ÂÊ‰‡ ÔÓ ÓÚÌÓ¯ÂÌËÂ Ì‡ ÍÛÎÚÛÌ‡Ú‡ ÂÔÂÁÂÌÚ‡ˆËfl
Ì‡ Å˙Î„‡Ëfl, Â ÔÓ-ÒÍÓÓ Á‡Ú‚˙Ê‰‡‚‡˘‡ Ú‡Í‡ ËÁ„‡‰ÂÌ‡Ú‡ ÔÂ‰ÒÚ‡‚‡ Á‡ ·˙Î„‡ÒÍÓ-
ÚÓ – Ú‚˙‰Â Ú‡‰ËˆËÓÌÌ‡, ÍÓflÚÓ ‚˙ÁÔÓËÁ‚ÂÊ‰‡ ÍÓÏÔÎÂÍÒ‡ Á‡ ÍÛÎÚÛÌ‡ ÌÂ‰ÓÒÚ‡Ú˙˜-
ÌÓÒÚ Ì‡ ·˙Î„‡ÒÍÓÚÓ Ó·˘ÂÒÚ‚Ó, Ú˙ÒÂÈÍË ÓÒÓ·ÂÌÓÚÓ Ë ÛÌËÍ‡ÎÌÓ ·˙Î„‡ÒÍÓÚÓ ‚ ÂÍÁÓ-
ÚË˜ÌËÚÂ Ë ÌÂÔÓÁÌ‡ÚË Á‡ Â‚ÓÔÂÈÒÍÓÚÓ ÙÓÎÍÎÓÌÓ – ‡ıÂÚËÔÌË ‰˙Î·ËÌË. Ç Å˙Î„‡Ëfl
ÌflÏ‡ ÏÛÁÂÈ Á‡ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó, ÍÓÂÚÓ ÔÓÍ‡Á‚‡ ÎËÔÒ‡Ú‡ Ì‡ ÓÒ˙ÁÌ‡Ú‡ ÌÂÓ·ıÓ‰Ë-
ÏÓÒÚ ÓÚ Ò˙ı‡Ìfl‚‡ÌÂ Ì‡ ÚÓÁË ÚËÔ ËÁÍÛÒÚ‚Ó ËÎË ÏÓÊÂ ·Ë ÔÂÁÂÌÚË‡ÌÂÚÓ ÏÛ ËÏÂÌÌÓ
Í‡ÚÓ ·˙Î„‡ÒÍÓ ËÁÍÛÒÚ‚Ó?

éÔËÚ˙Ú Á‡ ÙÓÏË‡ÌÂÚÓ Ì‡ Ú‡Í˙‚ ÏÛÁÂÈ ‚ êÛÏ˙ÌËfl, ÍÓÎÍÓÚÓ Ë ‚Î‡ÒÚÓ‚Ë ÏÂı‡ÌËÁ˙Ï
‰‡ ÒÂ ÓÍ‡Á‚‡ ÚÓ‚‡ ÔÓ ÓÚÌÓ¯ÂÌËÂ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ, ÔÓÍ‡Á‚‡ ÔÓÌÂ „ÓÚÓ‚ÌÓÒÚÚ‡ Ì‡ ÒÚ‡-
Ì‡Ú‡ ‰‡ Á‡ÔÓ˜ÌÂ Â‰ÌÓ ÌÓ‚‡ Ì‡˜‡ÎÓ ‚ Ò‚ÓflÚ‡ ËÒÚÓËfl, ‰‡ Á‡„˙·Ë ÚÓÚ‡ÎËÚ‡ÌÓÚÓ ÒË
ÏËÌ‡ÎÓ Ë ‰‡ „‡‰Ë Ò˙‚ÂÏÂÌÌÓ ÍÛÎÚÛÌÓ ÎËˆÂ, Ò ÍÓÂÚÓ ‰‡ ÒÂ ËÌÚÂ„Ë‡ ‚ Â‚ÓÔÂÈÒ-
Í‡Ú‡ ÒÂ‰‡.

Ç˙ÔÓÒ˙Ú, ‰‡ÎË ËÏ‡ Ó·˘‡ ·‡ÎÍ‡ÌÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ, ‚ ÚÓÁË ÍÓÌÚÂÍÒÚ Â ËÂÎÂ‚‡ÌÚÂÌ,
ÔÓ‡‰Ë ÔÓÒÚËfl Ù‡ÍÚ, ˜Â ËÁ‚Â‰ÂÌÓ ÓÚ ÍÓÌÚÂÍÒÚ‡ Ì‡ ÍÓÌÍÂÚÌ‡Ú‡ ÍÛÎÚÛÌ‡ ÒÂ‰‡,
ÍÎË¯ÂÚÓ ◊·‡ÎÍ‡ÌÒÍË“ ÏÓÊÂ ‰‡ ÒÂ ÔÓÒÚ‡‚Ë Ì‡ ‚ÒflÍ‡Í˙‚ Ó‰ ÔÓfl‚Ë, ÒÎÛÊÂÈÍË Ì‡
‚ÒflÍ‡Í‚Ë ËÌÚÂÂÒË. Ç ÚÓÁË ÒÏËÒ˙Î ÚÓ ÌÂ Â ÌË˘Ó ÔÓ‚Â˜Â ÓÚ ÂÚËÍÂÚ. Ç ÍÓÌÚÂÍÒÚ‡ Ì‡
ÍÓÌÍÂÚÌ‡Ú‡ ÍÛÎÚÛÌ‡ ÒÂ‰‡, Ó˘Â ÔÓ‚Â˜Â Ì‡ ÔÓÎÂÚÓ Ì‡ ÍÛÎÚÛÌ‡Ú‡ ÔÓÎËÚËÍ‡, ÍÓflÚÓ
‰˙Ê‡‚‡Ú‡ ÔÓ‚ÂÊ‰‡ Á‡ ËÁ„‡Ê‰‡ÌÂ Ì‡ ÒÓ·ÒÚ‚ÂÌÓÚÓ ÒË ÍÛÎÚÛÌÓ ÎËˆÂ, ÔÓ·ÎÂÏ˙Ú
Á‡ ·‡ÎÍ‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ Â ÓÚ ÓÒÓ·ÂÌÓ ÁÌ‡˜ÂÌËÂ, Á‡˘ÓÚÓ ÚÓÈ ÔÂ‰ÓÔÂ‰ÂÎfl ÍÛÎ-
ÚÛÌ‡Ú‡ ËÌÚÂ„‡ˆËfl Ì‡ ‰‡‰ÂÌÓÚÓ Ó·˘ÂÒÚ‚Ó ‚ Â‚ÓÔÂÈÒÍËfl ÍÓÌÚÂÍÒÚ – Ó·˘ÂÒÚ‚Ó, ‡ ÌÂ
ÓÚ‰ÂÎÌ‡Ú‡ ÎË˜ÌÓÒÚ ËÎË Ó·˘ÌÓÒÚ! èÓ·ÎÂÏ˙Ú Á‡ ·‡ÎÍ‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ Â ÔÓ·ÎÂÏ
Á‡ Ó·˘ÂÒÚ‚‡Ú‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ, ‰ÓÍÓÎÍÓ Ë Í‡Í ÚÂ ÒÂ ·ÓflÚ ËÎË ÌÂ ÒÂ ·ÓflÚ Ò ÍÎË¯Ë‡-
ÌËÚÂ ÔÂ‰ÒÚ‡‚Ë Á‡ ÒÂ·Â ÒË. íÓÈ Â Ó·‡˜Â ÔÂ‰Ë ‚ÒË˜ÍÓ ÔÓ·ÎÂÏ Ì‡ ÔÓÎËÚËÍ‡Ú‡ Ë
ÏÌÓ„Ó ÔÓ-Ï‡Î˙Í ÔÓ·ÎÂÏ Á‡ ËÁÍÛÒÚ‚ÓÚÓ. àÏÂÌÌÓ ÔÓ‡‰Ë ÚÓ‚‡ ÔÓ‚Â‰ÂÌ‡Ú‡ ÍÓÌÙÂ-
ÂÌˆËfl ÔÓ ÔÓ‚Ó‰ ·‡ÎÍ‡ÌÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ ÔËÂ ‚Ë‰‡ Ì‡ ÏÌÓ„Ó„Î‡Ò, ‚ ÍÓÈÚÓ ÒÂ ÓÚÍ-
ÓËı‡ ÏÌÓ„Ó Ï‡ÎÍÓ ‰ÓÔËÌË ÚÓ˜ÍË. ë˙‚ÂÏÂÌÌÓÚÓ ËÁÍÛÒÚ‚Ó, ÍÓÂÚÓ ‚ Å˙Î„‡Ëfl ‚ÒÂ
Ó˘Â ÌflÍÓË Ì‡Ë˜‡Ú ÌÂÍÓÌ‚ÂÌˆËÓÌ‡ÎÌÓ, Ì‡‰ÒÍ‡˜‡ „‡ÌËˆËÚÂ Ì‡ Ì‡ˆËÓÌ‡ÎÌËfl Ë ÎÓ-
Í‡ÎÌËfl ÍÓÌÚÂÍÒÚ; ÌÂ ÚÓ ÒÂ ÌÛÊ‰‡Â ÓÚ ÎÂ„ËÚËÏ‡ˆËfl Ë Ë‰ÂÌÚËÙËÍ‡ˆËfl ËÎË Ë‰ÂÌÚË˜-
ÌÓÒÚ, ‡ ‰˙Ê‡‚‡Ú‡ Ë Ó·˘ÂÒÚ‚ÓÚÓ ÔÂÁ/ÔÓÒÂ‰ÒÚ‚ÓÏ ÌÂ„Ó. 



101

traditional, even the archetypal. “The Mystery of Bulgarian voices” and paintings depict-
ing dragons and fairy maidens are considered to be much more representative of
Bulgaria and Bulgarianness than Nedko Solakov’s works, for instance (very often it is the
artists who do this type of painting that call themselves Bulgarian or they are in search
of their identity through the cliché “Bulgarian” or “Balkan” identity). At the same time the
state policy with regard to the cultural representation of Bulgaria tends to reinforce the
accepted idea about what is Bulgarian; it is too traditional and reproduces the cultural
insufficiency complex of Bulgarian society by seeking the special and unique
Bulgarianness in the exotic and strange – for the European folklore – archetypal depths.
There is no contemporary art museum in Bulgaria and this shows the lack of awareness
of the necessity to preserve this kind of art, or perhaps its presentation precisely as
Bulgarian art?

The attempt to establish such a museum in Romania – however power-laden this mecha-
nism proved to be with regard to art – at least showed the readiness of the country to
make a new beginning in its history, to leave behind its totalitarian past and to create a
contemporary face with which to integrate in the European environment.

The question whether there is a common Balkan identity in this context is irrelevant
because of the simple fact that, once taken outside the context of the particular cultural
environment, the cliché “Balkan” can be attached to any kind of event thus serving any
interests. In this sense it is nothing more than a label. In the context of the particular cul-
tural environment, especially in the field of the cultural policy that a state carries out in
order to construct its cultural face, the problem of Balkan identity is of special signifi-
cance since it predetermines the cultural integration of a given society in the European
context, a society and not an individual or a community! The problem of Balkan identity
is a problem of the societies on the Balkans, to what extent and how they fight – or do
not fight – against the clichéd ideas about themselves. It is, however, above all a prob-
lem of policy and to a much lesser degree a problem of art. It is for this reason that the
Balkan identity conference took a polyphonic form in which few points of overlap
emerged. Contemporary art, which in Bulgaria some still call non-conventional, exceeds
the boundaries of the national and local context; it is not contemporary art that needs
legitimacy or identity, but the state and society through/by means of contemporary art. 
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ê‡ÁıÓ‰Í‡ ‰Ó Å‡ÎÍ‡Ì‡
30 Ï‡È 2004

Trip to the Balkan
Mountains
May 30, 2004 

Å‡ÎÍ‡Ì˙Ú
The Balkan Mountain Range

ç‡¯ËflÚ Ï‡¯ÛÚ
Our itinerary
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Ç‡˜‡ÌÒÍËflÚ ·‡ÎÍ‡Ì
The Balkan Mountain Range in the vicinity of the City of Vratza
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ç‡‰ ÔÓıÓ‰‡ Ç‡Úˆ‡Ú‡, ÂÍ‡ ãÂ‚‡ Ë ÒÂÎÓ á„ÓË„‡‰
Over the Vratzata Pass, the Leva River and the village of Zgorigrad
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ÅÎ‡„Ó‰‡ÌÓÒÚË:

êÂÌÂ ÅÎÓÍ, ç‡Ú‡¯‡ àÎË˜, àÒÍ‡ á‡ı‡ËÂ‚‡, ÑË‡Ì‡ èÓÔÓ‚‡

åÂÌ˛ÚÓ Ì‡ Å‡ÎÍ‡ÌÒÍ‡Ú‡ Ó·Â‰(ËÌËÚÂÎ)Ì‡ ÍÓÌÙÂÂÌˆËfl ·Â ÔÓ˙˜‡ÌÓ
ÓÚ äËËÎ è‡¯ÍÓ‚ Ò˙‚ÏÂÒÚÌÓ Ò å‡Ëfl Ç‡ÒËÎÂ‚‡.
ê‡ÁıÓ‰Í‡Ú‡ ‰Ó Ç‡˜‡ÌÒÍËfl ·‡ÎÍ‡Ì ·Â Ó„‡ÌËÁË‡Ì‡ Ë ‚Ó‰ÂÌ‡ ÓÚ
ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚.

kunst halle fridericianum
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