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Konieieuima
ocTunHMua ,Pumckara creHa”,

BankaHcka obep(nHnTen)Ha

Balkan Reunion/Pub(lic)
Conference

Codusa

Hes3aBncumo ot CbCEeACTBOTO U KyNTypHa-
Ta cn 6nM30cCT gHewHnTe bankaHn Bce
OlLle ca paseguHEHN KaTto HUKOS apyra
yacT Ha EBpona. 3a ToBa nma MHoro npu-
UYMHW N NMOBEYETO OT TAX Ca CBbpP3aHu C
apesHarta, no-HosaTta n cbBCeM HOBa UC-
Topus. bankaHuTte moraT ga ca cTurma,
aHTMpeKnama unm pakera HocuTen B Ka-
pueparta Ha MECTHW XyOOXXHULM, KypaTopu
n TeopetTnun. KbMm 18X NHTEpEeC nma n oT-
BbTPE, U OTBbH. TO3M NPOEKT u3cnensa
L3alo” n ,Kak".

Bcuuko, koeTo BMHaru Bu ce e uckasno ga
rnonutarte, HayunTe, KaXKeTe 1 NnokaxeTe
no noeog bankaHute (M3KyCcTBOTO/KYNTY-
para/ncropusita M), HO BU € 61no cTpax
0a ro cTopute Ha HebankaHcka 3emsl...

BankaHckumsaT o6en(UHUTEN)EeH NPOEKT
Lienn aa ocurypu nNpocTpaHCTBO U eCTecT-
BEH KOHTEKCT 3a efHa BcebankaHcka npo-
TUBOOTUYXXOMTENHA akums. KypaTtopu, xy-
OOXKHULM, TEOPETULM OT pPermoHa ce cbobu-
pat B bbnrapus, 3a aa yyactsaTt B HeLLO,
CUJIHO HAMOMHSLLIO CeMenHa cpeLia.

BbankaHcka obeg(uHumeA)Ha KOH@epeH-
yus e yacm om ,,B epagoBeme Ha
Bankanume*®, Bmopu eman om npoek-
ma ,bankaHcka mpunoausn“, opeaHu3u-
paH om Kyncmxane dpugepuyuansym c
nogkpenama Ha PegepanHa ¢oHgauyus
3a kyamypa, l'epmaHus.

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

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.

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



CnyuasTt ce CbCTOM OT:

a) KoHdepeHUMs BbpXy ,HeynobHuTe" ac-
NeKTU Ha N3KyCTBOTO, KynTypaTa 1 UCTo-
pusTa Ha 6ankaHCKMTe CTpaHu, YecTo
npeHeb6persaHn B cBbp3aHuTe ¢ bankaHu-
Te BbHLUHM NPOEKTW UK NpemMbiyasaHm
OT 6ankaHckKuTe npeacraBmTeny nopagu
Bb3MOXXHOCTTA [la Ce OKaxKaT npeKaneHo
pUCKOBY;

6) cbo6LLEeHNs (No 15-20 MVH.) 1 BU3yasHu
npeacTaBsHNs Ha CbBPEMEHHO N3KYCTBO
(ovanosnTvem unu Buaeo martepuan) ot
6ankaHCcKu cTpaHu BbB dopmata Ha 6aunL-
N3NOX6U;

B) HEMOBTOPVMA MUTOMOMMYHO NoayepTa-
Ha (M1 OeKOHCTpyMpalLa) pa3xoaka oo
BankaHa (nnaHuHCKa Bepura, eAUHCTBEHO
HanuuHa B Bbnrapus, KoaTo npecuya
CTpaHaTa OT 3anag Ha U3ToK U A pa3gens
Ha ceBepHa U IoXHa 4acT), KosTo aaBa
Bb3MOXXHOCT [1a C€ CMOXWN KpaK Ha MACTO-
TO, 4arno UMETO Ha PEermoHa;

r) npenopbumTenHa 6uénuoTteka (npegoc-
TaBeHW OT yyacTHULWTE MaTepuanu);

O) nyénvkaumsa nog dopmara Ha KHura-
n/vnn CD-ROM cnpaBoyHUK, NpencTaBs-
LA TEKCTOBE, AENCTBUETO B pe3tome, 616-
nmorpadunm 1 XyaoXKHUUM ¢ No egHa pabo-
Ta, KakTo 1 npusitenickaTa o6en(nHmuTen)Ha
aTmocdepa Ha cpeLiaTta.

Benexka: HanmeHoBaH/eTo Ha Ta3u yact
oT cbbuTneTo e O6en(MHuTen)Ha KoHbe-
PEHLMS, KOATO EOHOBPEMEHHO LLIE CE Bb3-
nonssa oOT/Le AEKOHCTpympa eBponenc-
KaTa Kntoka, ue xopara Ha bankaHute
npekapear NnoBeye BpeMe B NpUKasku u
nneHe Ha kade, OTKONKOTO B pa6oTa.

CnyxoBe Mo HaweHCKN

BankaHcknaT o6en(MHUTEN)EH NPOEKT €
onuT 3a 0606LLaBaHe Ha NPaKTUUYECKN 1
KOnekTuBeH onuT. FnaBHOTO My Hamepe-
Hue o6aue e B Npeanonaraemara aTmMmoc-
depa Ha 6e3rpwxune, fganey ot CTporus
nornen Ha 3anagHus CBSIT, HA HErOBUTE
TEOPETULIM, KypaTopKn, KpUTMLK, EKCNEPTN,
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The event consists of:

a) 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);

€) 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 reg-



aHanms3aTtopn n 1. H. Hano»xutenHo e nos-
TOPHOTO, 6€3 yuyacTne Ha NoCpPeaHnLN, yc-
TaHOBSBAHE Ha XyAOXXeCTBEHWUTE BbTPeLU-
HOGasIKaHCKN BPb3K/ Aa uma Hedbopma-
NEeH ayX, Npu KOUTO HabnsAraHeTo BbpPXy
6anKkaHCcKuns ,BKyC” Ha BCUYKW NpeacTase-
HW BU3yasiHU 1 TEKCTOBM Marepuani e
Ce OKyparkasa, Mokpan o6CTaHOBKaTa Ha
cpewiara, A0 CTeNeH BKOYBaHe Ha Chny-
XOBe (MO HalleHCKK), MpekomMepHa rop-
OOCT W/UAN KIIOKN HapaBHO C yCTaHoBe-
HWUTe Teopusi, aHanM3 n KomeHTtap. Mopo6-
Ha aTmocdepa 6u npensna N3BbH KOHdpe-
peHuusTa n gebara, OTBbA Npe3eHTauuuTe
1 Ny6nukauunTe, JOPU 1 cned eKcKyp3us-
Ta o bankaHa.

Llenta B cny4yasa e oa ce AaeKoHCcTpyupart
MUTONOIrMn 4Yypes3 npepasrnexpgaHe Ha oT-
puuatenHu GankaHCKM KayecTaa 1 CBbp-
3aHUTe C TAX eBPONenCKN JOHOCK KaTo:

a) Ha bankaHuTe xopaTa npekapsat nose-
ye BpeMe B NpMKas3Ku 1 NUeHe Ha kKade,
OTKONKOTO B paboTa;

6) Ha bankaHuTe cbliecTByBaT MHOrOBE-
KOBH CbMEPHUYECTBA, BPaXKau, TEXKN Te-
necHu metadopu 1 T. H., KOUTO Npeyar Ha
OTXBbPSIHETO HA MUHANOTO W U3NpaBsHe-
TO Npef HaCTOSLETO Ha CBETA.

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.



PUMCKATA
CTEHA

loctunHuua ,Pumckara cteHa“, Codus
“Gostilnica Rimskata Stena” (Roman Wall Pub), Sofia
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Sslpa By6HoBa, Jlbuesap bospxnes

KakBo e,
KOEeTO npaBu gHeLllHuTe bankaHu
TONKOBa OCOOEHMN,

Taka npuenexkaTenHn?
I

Ye kakBo Au He eu npaBu makuBa...?!? Matuman 6e...

— 3awo bankaHunte?
- A 3awpo He...?

Jopwu cnen TonkoBa MHOroO U3NOX6M* Taka 1 He cTaHa sacHo... Moxxe ga e 6uno cbena-
LEHNEe; MOXXe fja Ce e NposiBuna KoméuHaumsa ot Hacnareawum ce daktopu. BbB BCekn
cnyyan mexxay nponetra Ha 2002 n kbcHaTa eceH Ha 2003 r. ce 3abenasealle nocre-
NEeHHO HapacTBaHe Ha HaNPEeXeHNeTo U3 XyaoXecTBeHuTe bankaHu, n He No-masnko 13
rpagoBeTe, KbAETO U3NoX6UTE ce cnyumxa. He moxe aa ce kaxe, ye nvalle n3HeHaau,
TbI KaTo egHa n3nox6a, 6nm3ka No pasmepa cu Ha 6ueHane (owe noseye Tpy Hakym,
Cb6paHI/I B rognHa un I'IOJ'IOBI/IHa), OTHeMa ObJIro BpemMe 3a NoarotoBka n 4YoBek B Kpa|7|Ha
CMeTKa CBMKBa C nosisata n. B HAKOW MOMEHTW NoaroTBUTENHUTE NPOLECU Ce 3acTbrl-
Baxa, ga peyem okono anpun-man 2003 rogmHa. B mHOro ot cnyyaute yyactBalumre Xy-
LOXHNLUW, paboTuTe 1 CbTPYOHUUMTE MO MecTa cbBnagaxa. Makap cblo ga e BApHO,
ye BCAKa OT U3NoX6MTe 6e AoCTa pasfnuyHa OT gpyrute, TONKOBa, KONKOTO ca pasnny-
HU 1 NoaxoauTe, MeToauTe, NPUopUTETUTE N NMYHOCTUTE Ha BodeLwmTe KypaTopu. 1 Bce
nak BbMNpOCUTE BUCAT: 3aLL0 cera? 3allo ean-Kbae cu? 3allo TOUYHO Te3un KypaTopu?
HMe MbK 3aLo?

Heka onutame ga noragaem manko, a? M taka, KakBo kapa TprumMa BOAEeLM KypaTtopu 1
NIMYHOCTU OT rope-Josy eanH NOKOSIEHYECKN 06XBaT, 1 TprMaTa rno BbPXOBETE Ha MNpo-
decunTa n nepapxusta Ha XyLoXXECTBEHWS CBAT, C UKIOUMTENHN 6uorpadumn, penyta-
LU 1 NPUHOC, C KPaHO akTUBEH OHEBEH pefn OT MPOEKTU U T. H. U T. N., U3BEAHbX (1
HaNCTMHA NN U3BEAHDBXX?) HE CaMO [a PasBUST IMUEH UHTEPEC CMPSMO CbBPEMEHHUS
XYOOXKECTBEH KOHTEKCT Ha bankaHuTe 1 MHOXXECTBOTO UM XYAOXKHULIM — AOKa3aHU UK
n3rpsisaliy, No-Mnagm uam no-Bb3pacTHu (C MHOMO OT KOMTO Beve ca paboTuiun no pas-
NNYHU NOBOAW), HO 1 NYBMYHO Aa AEMOHCTPUPAT yBReYeHve, oopu npuctpacrme cnps-
MO e[IMH U Cbll, KOHTEKCT B HEroBara LsfioCT, CIOXHOCT 1 eHeprus? MornegHeTe ope6-
HUTE YNVKK, nofa3arnasusta, CO6CTBEHOTO UM MUHaNo — npu MeTep Banéen u ekmuna my
e ,TbpceHe"; npu Xapang 3eemaH ,bbaeweto e B bankanute“; npn PeHe bnok ,B ne6-

* EceHta Ha 2002: , B TbpceHe Ha bankaHua“, Hosa ranepusa Ha My3sen
Noaneym, Mpau, ABcTpus, c Kypartopu MeTep Bait6en, Popxbp KoHoBbp,
Ena Yydep; nponerra Ha 2003: ,,KpbB n mepn/Bbaewerto e B BankaHute®,
Konekunsa Ecen, KnoctepHonoypr/Buena, ABcTpus, ¢ Kypatop

Xapanp 3eemaH; eceHta Ha 2003: ,,B ne6pute Ha BankaHuTte*,
KyHcTtxane ®pupepuumnanym, Kacen, FepmaHus, c kypatop PeHe Brok.



lara 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.



puTe Ha BankaHute“ 6ue kambaHaTa Ha OETCTBOTO, Ha Bb3XuLieHneTo ot Kapn Man n
MNbTA KbM HENo3HaTu 3eMU, Mb/IHW C NPUKIIOYEHNS U CTPACT, KOUTO BbMPEKN TOBA HE e
nocetun (Kapn Mawn ge).

OTraTBaHeTO MOXXE Aa NPOABLIMKN C Manko BbTpelHa nHdopmaums: ,,CnycbkbT* Ha Ban-
6en 6e HaTUCHAT OT ekuna My, 1 No-ToYHo oT Pomxbp KOHOBBP, KOMTO OLLEe Npe3 siHya-
pu 1999 r. o6ukanswe bankaHnTe KaTo ,Tbpcay Ha CbKPOBMLLA“ B KAYECTBOTO CU Ha pe-
paktop ot MIT Press ot Kenmbpnmk, Macauysertc, nognomorHar (M 4opv HacTaensaBaH
B CNOXXHOCTUTE Ha pernoHa) v Toraea, 1 NO-KbCHO OT MecTeH xwuTten — Ena Yydep ot
Jlio6nsaHa. Mpy To3n cnyyan nmalle egHo 6aBHO M3rpaXkaaHe Ha HaMepeHUe, naH u
pencteue. NonesHo e ga cu NpunoMHUM, Ye ABCTpus 1 B YacTHocT lpau, nokasan ,B
TbpceHe Ha bankaHna“, ca no-611M30 oo bankaHute OT MHOro Apyru panoHu Ha Eepona.

3eemaH 6e ,moarpaT” No BpeMe Ha CTpPaHeH 3a obuyaHata My cpefa CUMMNo3uyM Bbp-
Xy HOBUTE MEAMUN B XbpBaTtckusa rpaf JlaémH. CunHO 3aMeceH ce oKkasBa 3aHumaBaluaT
ce ¢ Tax MeneHTtne MaHgunoscku, kypatop oT Ckonue. Cnopen enekTpoHHaTa nowua,
CbOGLLEHMATA MO KOATO NpunopBaxa XyaoXH/UM Aa n3npawlat BudyasneH marepuan Ha
TOKY-LLO ,,3apubeHns” NpoYyT KypaTop, ToBa TpsitBa fAa ce e cryunno okono 2000 rogm-
Ha... Pa3ymHMTE XyOoXKHMUM HE NMOCTbMUXa Taka, CNnef KaTo YNpakKHABaHETO Ha HATUCK
6e BMOMMO 6€3CMUCIIEHO, OLLE MOBEYE Ye YOBEKDLT 6€ AbIGOKO NOTbHAN MEXAy ABa
nocnepnoBaTenHy BeHeumaHckn ,ractpona“. Cnep ToBa N3HNKHA BCEU3BECTHUAT Cnyvan
C NPUCBOEHOTO/NPUCNOCOGEHO HAa3BaHWe 3a usnoxoéarta u T. H. bescnopHo Npes KbcHa-
Ta 2002 nnu paHHata 2003 r. Ha cueHara ce nosisu Konekumata Ecen kpan BueHa, koaTo
npeaocTaBy MOMELLEHMS 1 BCUYKU CE CMPEeTHaXMme 3a Tam...

Mo-ycnoxxHeH nsrnexxga cnyyast ¢ PeHe bnok, TpbrHan ga gencrsa no-paHo ot apyruTe.
Mpes3 1995 r. Ton Kypupa 6ueHaneto B VictaHbyn u npekapa gocra Bpeme B TO3U rpag.
MNo-kbCcHO, Npes3 eceHTa Ha 2001 r., 3anoyHa Aa 3afaea Bbnpocu 3a bankaHute, 3a0CT-
peHn BbpXy NCTOPUSATA, AETCKATE CMOMEHM, B3aMOBPbL3KUTE U T. H., OTHA4Yano Heodu-
umanHo, nocne cucTemaTtuyHo, 1 Hakpas, Ha ¢uHana Ha 2001 r., 065BU CEPUO3HUTE CU
HamepeHunsa Ha npodecroHanucTuTe B permoHa. Bee nak, korato npes nponetra Ha 2003 r.
TOW YTOUYHM HE CaMO U3NOX6EHOTO NPOCTPaHCTBO, HO U Aatarta Ha OTKPVBAHETO, APYri-
Te ABe 6ankaHCKu M3NoXX6u Beye 6sxa ny6aMyHO M3BECTHU 1 $akT 3a cneunann3upaHm-
Te n3gaHus. Toea nsrnexpjaile eqHOBPEMEHHO 1 KaTo NPOKNsATMe, U KaTo 6narodar.
M3nox6ara Ha PeHe Brnok, BepoATHO Han-BHUMATeNHaTa KbM LSNOCTHUA 6anKaHCKK
KOHTEKCT, Mosyyn Han-masko OCBEeTNsiBaHe U MeaMNHO BHUMAHMe...

Cera nnm HuKora...

C egHa gyma He narnexxga Tesu KypaTtopu fa ca pelumnv OoTBeOHbX ,aa xBaHaT bankaHa“.
MpodecnmoHanHuTe UM peLleHnsa He N3HMKHaxa n3HeBmaenuua, a B pesynrar Ha crnobs-
BaHe Ha UHpopmauua, MoTMBaums, KOHTakT 1 T. H. OT gpyra cTpaHa, ToBa He ca 1 Mbp-
BUTE, KOHLIEHTPUPaHN BbPXY CbBPEMEHHO U3KYCTBO OT 6aNKaHCKUTE CLIEHN U3NOXON.
HuTo nNbk ca BKNIOYMNN MHOMO NOBEYE HEN3BECTHU A0 MOMEHTa XYOOXHULM 1 aBTOPW.
EnvH 6bp3 npernen Ha CnoMeHuTe LWe n3sagn 4OCTaTbyYHO MECTHM MHUUMaTUBK, Tpbream-
K oT Kpasi Ha 1998 r. — n3noxéata Ha Egn Myka ,lMocTtosiHHa HecTabunHocT" B TupaHa,
npes ,3mucnsaHe Ha Hapog” ot 1999 r. n ,MpespbliaHna® ot 2001 r., CAy4nn ce B HAKOU
rpagoBse Ha NonyocTpOoBa; nocne nHuumatmeara bankaHcka xynoXxecTseHa Mmpexka u

T. H., n T. H. OT Hawa rnegHa TouKa He No-Masiko Cu CTpyBa CoMeHaBaHeTo Ha lVicTan-
6yNCKOTO 6reHane oT 1992 r. 1 TekcTa B Katanora 0kosio 6b/rapckoTo yuactue, MoXXe 61
MbPBUSAT B XyOOXXECTBEHUS KOHTEKCT, GOKYCMpaH BbpXy CTPaHHUA CTaTyT Ha pPermoHa.
ChbLLOTO CbOUTHE € CBbP3aHO 1 C YCTAHOBABAHETO HA HAKOU HauasnHu NnpodecrnoHanHm
KOHTaKTN MEeXOy XyOOXHALM 1 KypaTopu OT efHa obLo6ankaHcka NnoKoneHyecka rpyna.
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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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Bce nak BCMYKO TOBa MO HMKAKbB HaunH He 6€ OCHOBAHO Ha Maes 3a o6Llua NAEeHTNY-
HOCT 1NN MecTeH ,nadapeH” eTukeT. Moxe 61 ce Habnogasalle N3BecTHa yao6Ha ynoT-
pe6a Ha TepMUHONOMATA C LIeN YNIeCHABAHE Ha BPb3KUTE MexXay NpodecnoHanmcT B
cbcefHu ueHTpoBe. Makap ToBa ga 6e NOo-CKOPO TaKTUYECKM, OTKONKOTO MAEHTUYHOCTHO
6a3upaH Xof — Npu OTCbCTBUE Ha afeksBaTHa NHGPaCTPyKTypa N3 Lenns peruoH, noema-
HETO Ha HellaTa B CBOU pblLe 1 OENCTBMETO U3rnexaaxa no-normyHo OTKONKOTO U3yak-
BaHeTo. Moxxe fa ce Kaxe, ue TpuTe ronemu nsnoxém ot 2002/2003 r. He ce cnyynxa
BbB BakyyM, a cnep evH rnoHe YetTmpun-neT roguLleH Nepuo Ha akTMBHOCT Mo MecTa,
TBbpAE HacuTeH, 3a Aa 6baat n3bpoeHy BCUUKKN Nposieu. Cbllo Taka € BAPHO, Ye nose-
YeTO OT TAX He MPUBMSKOXa TONKOBA BHUMaHWE, KOJIKOTO 61xa MOrfv, OT CTpaHa Ha
XyOoXecTBeHus cBAT. C KOHKPETHY MpUMEPK MOXXE ia Ce HacTosBa, Ye OT cpefara Ha
90-Te MHOXXECTBO XyAOXHULM, NOBaLLW OT GanKaHCKN rpagoBe, Beye nosyynxa BHUMa-
HVMe 1 ce pagBaT Ha MexgyHapogHa kapuepa. [TokasaTtenHo e obauve, ye ToBa CTaHa 6e3
Ha aBTOpUTE 3a0b/MKUTENHO Oa UM € CIIOXKEH BankKaHCKN ,eTUKeT" HUTO Toraea, HUTO
cera. CbLOTO BaXkM U 32 M3BECTEH BPOW MEXOYHAPOOHO aKTUBHU KypaTtopu OT pernoHa.

M Bce nak, ako ce BbpHeM kbM 2002/2003 r. — 3aLlo HewaTa ce Cnyyuxa Taka HarbcTo,
MoBAMYANKX CNEKynaumn cpeq XyaoxecTBeHaTa O6LLHOCT 3a HOBa KypaTopcka TeHAeH-
uma? Ham-mankoTo — HUe He MMCnnM, Ye NogobHa TeHAeHUMs cbluecTByBa. Moxxe ga e
61no eanH BMA MMNync. Ton ce nsuepna — gHeC AOPU CNOMEeHaBaHeTo Ha ,,CbBPEMEHHO
N3KYyCTBO OT bankaHute“ B MeXxxayHapoaeH XynoXXeCTBeH KOHTeKCT € Beve [oCTaTbyHO
3a nNpeansBMKBaHe Ha MPOHUYHK norneau... HUWo ot ToBa He npegnara 3acny>kasatl,
A0oBepyie OTroOBOP, 3aLO0TO IMYHOCTHO UAW HEe, AbArO OTIEXOAaHO MK croped MOMEHTHa
noabyaa, BCAKO KypaTopCKO peLleHne aa ce nocTpoun nsnoxeéa Ha AageHo N3KycTBo, Ha
TO3U NN OH3U XYAOXXHUK, BUHArn 3aBMCU OT MHCTUTYLUMOHaNHaTa noaapbxka, 06LLlOTO
duvHaHCcUpaHe, oyakBaHUATa Ha nyb6nmnkara u owe MHoro ¢akTopu U3BbH KypaTopckarta
npuymuua. Taka ce Hamecsa no-ronsmarta kapTuHa.

MecTHMTe nHMLMATUBU B CbBPEMEHHOTO U3KYCTBO Ha bankaHnTe ctbneat ot 1998 r. Ha-
CaM Ha cneluHaTa Hy>kga OT MPOTMBOMNOCTaBsAHE Ha BMHArK HeagekBaTHata uHdpacTpyk-
Typa 1 NOCTOSIHHO HecTabunHata noaMTnyecka peanHoct. ,bapyTHusaT norpe6 Ha EBpo-
na“ 6e B 6bpkoTMa (Makap BonHMUTE B 6uBLa KOrocnaeus ga 6sxa TOUHO BOVHM B GuBLUA
lOrocnasus, a He 06LLO6ANKAHCKU, OTPAXXEHNETO UM 6e CUSTHO MOYYBCTBAHO OT KyNTyp-
HUTE O6LLHOCTM 13 Lenns pernoH). Ho narnexpaa, ye KonkoTo no-npobneMHo HacuTeHa
cTaBalle peanHaTa cutyauus, TONIKOBa No-akTUBHW U OENCTBEHN CTaBaxa KOHTAKTUTE 1
o6wuTte nHuumatnemn. Kom kpas Ha 90-Te Xyno)kecTBeHuTe cueHn Ha bankaHuTe 6sxa ns-
MbIHEHN CbC CBEXXA EHeprna u cuna, pesyntaT Han-seye OT NoeMaHeTo Ha Hewara B
co6cTBeHM pbLe. EcTecTBeHo, ToBa 61 Ce Cnyyuno MHOro no-TpyaHo 6e3 nogromMaraHe
OT MHO>XECTBOTO YCTaHOBWN CE B PErMoHa uy>xgectpaHHu doHgauun. Bece nak, nHnuma-
TMBWTE 1 PaCTEXbT NABaxa OTBbTPE, 1 TO3M GakT ce OCHOBaBa MNoBeYe Ha HaCTOSTENHW-
Te NIUNCY B HACTOSAILLETO, OTKOSIKOTO Ha APEBHU MUTONOTMUM U ,6anKaHcka HocTanrms®...

B cboTtBETCTBUE C gOMUHMPALLOTO Knuwe EBpona rnmegawe Ha bankaHnTe kato Ha

[leTe — HE MOXXE @ Ce KaKe, Ye cTurmarta Ha ompasa 1 y>kac, KOHGNUKTHOCT 1 6pyTan-
HW OEeNCTBMS HE OTroBaps Ha UCTUHATa, HO T8 € CamOo 4acT OT ronsMara KapTuiHa U CbC
CUMYPHOCT HSIMA HULLO OBLLO C XyOOXXECTBEHUSA XUBOT Ha MAcTo. O6partHo, cueHuTe
651xa 6peMeHHN C noTeHuman 1 notTucHaTa eHeprus. TpyaHOCTATE HA BPEMETO 1 YecTa-
Ta nunca Jopy Ha OCHOBHM €IEMEHTMN OT XXM3HEHa HEO6XOQUMOCT ce aybnnpaxa oT He-
cbliecTByBallaTa nHGpPacTpykTypa. /1 B CblOTO BpemMe He NMpUCHhCTBALLE KaTo BUA HU-
KOSl OT XapakTepuCTMKMTE Ha 3anagHaTa XyaoXKecTBeHa peanHocT. ,TaxHaTa (Ha 3anag-
HWUTE XyOOXKHULM) MOrb/HATOCT OT HE3HAUYUTENHM Hella KaTo NPon3BOACTBO, peknama,
ranepunHa cuctema, My3enHa cuctema, cbCcTesarenHa cuctema (Ko aa e nopsu),
npeamMeTHaTa M 3arpryXeHOCT — BCUYKO TOBa 1 OTaaneyasa OT Mbp3ena, OT U3KyCcTBO-
TO. KakTo napuTe ca NnpocTo xapTus, Taka u ranepusta € camo nomeLleHme. ..
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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
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XynoxxHuumte oT M3Toka 65xa Mbp3enusu 1 6edHn, Tbil KaTo usanaTa Tasum cuctema ot
He3HauuTenHn dakTopu A HAMALle HMKakBa“ — Hanuca B MpoHMYHara cu ,Bb3xsana Ha
mbp3ena“ (1993 r.)* MnapgeH CTunuHOBMY.

Makap ¢ norneg Ha3af ToBa ga 3ByY/ Manko CUHO, B ONpeaeneH MOMEHT 6ankaHCcKuTe
CueHu (1 He camo cLeHuUTe Ha 6uBLia KOrocnaeus) 6sxa CBbp3aHy OT OBLLHOCTHO YyBCT-
BO, MPUSTENCTBA U CbTPYAHUYECTBO, B3aVMHO YBaXKEHNE 1 NMOAAPBXKKA, U Han-BeYye OT
OTCbCTBMETO HA MOBEYETO OT TPAAULMOHHUTE 38 XYOOXKECTBEHUS CBAT HEMPUSA3bH U Cb-
nepHu4ecTBO. VI3kylwasallo e Aa ce Mucnu, Ye NoJo6HO NMosIoXKeHe BnevaTnun noHe
eauH OT ropecnomMeHaTuTe Kypatopu. [JoctaTbyHO e Aa cv NpurnoMHUM Macarta Ha yyac-
THUUWTE crnep OTKprBaHEeTo Ha B ne6bpute Ha BankanuTe” B Kacen ot kpasi Ha aBryct
2003 r., 3a A4a oueHMM OCBOGOAeHaTa, NpuATencka, ,nanasa“ u eoHOBPEMEHHO Bb36YXK-
falla TBopyecka atMocoepa, HanoMHsLwa 3a Bpemeto Ha Pnykeyc...

HaTiopmopTbT Beue He e ,,MOpT" —
paBaifTe KpbBTa N Mefa, HO MbPBO YePHUA APO6 1 NYenuTe...

CnomeHatuat no-rope Tekct Ha MnageH CTUNMHOBUY e AO6PO HANOMHSIHE BCe Mak 3a
owe eaunH acnekt. CueHnTe Ha bankaHnTe cnep 2000 r. 65xa €AHOBPEMEHHO AEBCTBEHU
N pasBpaTteHy — JOCTaTbUYHO HAsACHO C LIANIOCTHOTO MOMOXEHNE B XYOOXKECTBEHNS CBAT

1 cBeTa Kato uano. Bonpekn obwms TpaBmatuueH 1 NOCTTpaBMaTUyeH OnnuT MOXXe AOHS-
Kbe UMHWYHO Oa ce 3asBu, Ye HanpaseHOTo OT lNepecTponkarta B kpas Ha 80-Te 3a
npuBnYaHe Ha BHUMAHMETO KbM cLeHaTa B MockBa 6e N3BbpLUEHO 3a 6ankaHCKuTe
cueHu ot ¢drHana Ha BonHuTe B 6uBwa lOrocnasus. LLle nanese, ye Ha HUBO XyOOXKECT-
BEHO MPOCTPAHCTBO NO-CKOPO TpaHchopmMaLmsaTa OT BOMHA KbM MUP, OTKOSIKOTO INYHA-
Ta MOTMBaUMA Ha KypaTopuTe, € OTbens3ana 3HauMTenHara npomsiHa BbB Bb3rpruemMaHe-
TO Ha BbankaHnTe. PermoHbT cTaHa n3o06L0 NpuBneKaTeneH, BCTPaHy 1 BbH OT NPSKO
XY[OOXXECTBEHUTE MHTEPECU N AENHOCTU. TakbB TpsabBa Oa ce e okasan pewnTenHnaT
dakTop, Hanpasu Bb3MOXXHW PasroBopuTe C NOTEHUMAaNHW CrOHCOPY 1 Ny6nKa no no-
BOA, ronisiMopopmaTHi N310XK61 Ha CbBPEMEHHO N3KYCTBO OT TOBa MSICTO. BogeHeTo Ha
NnoJo6HN pasroBopu, ECTECTBEHO, Npeanonara Npo6brBHa rpyna, npuMaminemu n3pasm u
HaMMEHOBaHUS C Len ,Mpojaxoara” Ha n3noXx6eHus NpoekT. M Torasa, He NoO-Manko
€CTeCTBEHO, U3HUKBAT HEMUHYEMUTE, B TO3M Cyyan JO6pOHaMepeHu, KnuweTa, CTUrmm
M T. H. ... CTaBa Taka, 4ye TepMuHbT ,BankaHun®, ¢ uenma My macvBeH KOHOTaUMOHEH ana-
part, ce nsrpaxaa oo naeHTMdnKaumoHeH eTUKET KaTo ye nn ,no nogpaséupaHe”.

BaxkHusaT pakypc Bce nak, makap ga e TpygHo ga ce cnopu ¢ metadopara oT HaTiop-
MopTa B ,KPbB U Meg”, e, ue 6uxme ce KOHLEHTpMpanu noseye Bbpxy OHOBA, KOETO
npeaxoxxpga TenecHara acoumaums — ,YepHusa opo6” u ,nuenute” Kato cb3gaTenn u
[JencTealy mua B egHa AuHaMyyHa coumarnHa u KyntypHa cpega. Karo npumep 3a Ta-
KbB MOOXOA MOXe Aa nocnyxu TekcTbT Ha Kenabn Mibpce ,lpon3sBeneHneTo B CbCTos-
Hye Ha uarHaHune” (B: Munuua Tomny, HaunoHaneH naBunuoH, BeHeunaHcko 6reHane,
BeHeuns, 2003 r.), KbAETO Ce Habnsara Ha U3KyCTBOTO B XXN3HEHUSI My KOHTEKCT. ABTOPbT
BbBEXOa TEPMMHA ,pPeannu3bM Ha XXU3HEHNS ONUT“, KOUTO YyAECHO Ce CbyeTaBa C MHOro
HacKopo nosieunu ce nponsseneHuns ot Copbus, bocHa, Kocoso 1 T. H. Ho T03u TepmuH
MOXXe fa NOCNy>XM 3a OCHOBA 1 3a OLLe pa3CbhXAeHUs Nno BbnNpoca KakBo e, KOeTo npa-
BU OHELLHOTO U3KYCTBO OT bankaHuTe , TonkoBa OCOGEHO, Taka NpPUBNEKaTeNnHO“ N3BbH
KaKTO HacTosLaTa, Taka U UCTOPUYECKN NMOHEeCeHaTa TpaBma.

* 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
naive 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: | can
straightaway fix an attitude and cope with what | see; | don’t need to preconceive and
speculate over plot and process, medium and structure; | see no use for discernible
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Moxxe 61 ToBa e cBo6oaara OT orpaHuveHns? B mexxayHapoaeH KOHTEKCT XyAoXHUUMUTE
oT bankaHuTe HeoduuManHo ce pasrnexxaar Masiko Kato ,HefenHn" Taknea, NPOBOAHM-
UM Ha HanBHO U3KYCTBO U T. H. TOBa BEPOSATHO Ce Cny4Ba, 3awoTo B paboTuTe UM pear-
HOCTTa u3rnexpga BuasHa no eanH noutu ,HepunTpupaH” HauvH, n3BbH pednekcuara un
CbC ,,CBEX NOMbX“ HA HENpUKpuUTa nNpamoTta. Taka B MHOrO Cryyaun ce Hanara CTaHOBU-
LLEeTO, Ye ca Hanmue XyaoXKHULM, HepasBpaTeHn OT 3anagHarta cucTemMa Ha Teopusita
npakTukara, Kato B pa6oTuTe 1M ,MoYTK eBponenckara” peanHocT MMHaBa rno Beye He-
[OCTbMHU 32 3anagHOEeBPONencKUTE UM Koneru nbtiwa. BapHo unm He, NOQoO6HO TBbP-
[EeHVe e U3BbH NpegmeTa HK Tyk. 3rnexxaa, ye XyooXHUUMTE OT permoHa BapBear B Cro-
CO6HOCTTa fja Ce 3aHMMaBaT C BCMUKO 1 MO BCAKAKbB yO06€eH 3a cebe CU HaunH, 6e3
OrpaHVyeHuaTa, HanaraHu ot npodecuu, 3HaHns, yMeHns unm cpeacTtea. lNognaneH e
€dViH BN TBOPYECKU OMbH Ha paboTta 1 NPon3BOACTBO, KATO BMA MUCNEHE 6MU3bK Ha
rpafckus ¢onknop — Mora BegHara aa cu u3rpags MHeHve 1 a ce 3aHMMaBaM C OHOBA,
KOETO BIKOAM; HAMaM Hy>X[a OT OMOCPEACTBALLO Pa3ChXAEHNE MO CIOXXeTa U N3rpax-
[JaHeTo My, cpefcTBarta U CTPyKTypaTa; HamMa CMUCHI OT pasufieHNMY NO3ULMKN, MHEHNS
1 cTparteruun, NoaabpXkaHy Npes3 Nepuop OT Bpeme/Kapmepa, KOUTO NPaBaT XyAOXHMKa 1
pa6oTuTe My NPOCTU 3a pasno3HaBaHe, knacudrkaums u BkoysaHe B cuctemara. Mivia
camo CTpacTHa, TN ,HaMBHO N3KYCTBO", peakLuus CNpsmMo BUOSHOTO...

Mpo6nembT €, ye ganey He BCEKM OT BKIIOUYEHNTE B NMpoLEeca ce YyBCTBa OCO6EHO ,6arn-
KaHCKM“, KaKBOTO M Aa 3Hauu ToBa... BegHbxx no npes3ymnumsa Ha3oBaHu Taka, Hanara
HW ce Aa ro Mame Npensua 1 a UsscHsaBame Janv € Bb3MOXXHO M Kak fa ctaHe (unu
[la ce OTXBbpJIM) CaMOOMNpPeNENsHETO HN KaTo 6ankaHum. OcHoBHaTa Tema Ha bankaHc-
kata o6ep(nHuten)Ha koHbepeHuus B Codus (loHn 2004 r., yacT OT BTOpUS eTan Ha Tpu-
norusita ,B neépute Ha bankaHute“, HapeueHa ,B rpaposeTte Ha bankaHute), 6e TOUHO
Tasn — HapeKIn ca Hu 6ankaHuu, 4O6pe Ae, KAKBO OT TOBa, HEKA caMu A2 BUAMM KakBO
TONKOBA HU € 6aNKaHCKOTO; fanu ctasa gyma 3a bankanute kato EBpona, unu 3a npo-
TMBOMOCTABSAHE; LLE Ce 3aAbpXKu NN CTUrMaTa, ako S NpMemMem 3a AafeHOoCT 1 ce onuTa-
Me Ja g pasHuLWMM cnopeq cobCTBeHMTE N npasuna. PesyntatbT nsrnexxgalwe taka, cs-
Kall HUKOW NCTMHCKM He NpYeMa [a € eaMHCTBEHO 6ankaHeL, U HUWo apyro. Mima npeka-
NEHO MHOTO U pa3nnyHK YCIIOXKHEHNS B HACTOALLETO, 3a Aa ce cnyum ToBa. Ho Bcekmn uns-
rnexpalle cbrraceH, Yye apyr ¢opmar He CbLIeCTBYBa Han-MankoTo 3apagu nonutuyec-
Knsi NO6MU3bM 1 O6Kp‘b)KeHI/|e, n3non3saumn cturmaTta 3a nopeneH not.

Korarto ta3u ny6nukaumsi ce NnogroTesAwe 3a nevar nounHa Xapang 3eemaH. CmbpTra My
CNoXku Kpaw Ha egHa enoxa. Vickame pga nspasum abnéokara cu noymt KbM padoTarta my,
NPOPECMOHANHUA MY NMPUHOC 1 CaMUS HErO KaTo U3KMIoUNTENHa IMYHOCT, YNATO eHeprus
e 6bae BMHary npumep 3a BCUYky HKU. Bnaropapum Tn, Xapn!

MHcTutyT 3a cbBpemeHHo uskycteo — Copus
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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, naive 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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bankaHcka o6en(nHuTen)Ha
KOHdepeHuns

FoctunHunua ,,Pumckara creHa“, Cojpumsa

29 man 2004

flpa by6HoBa:

Mckam pa Hacova BHMMaHMETO BU KbM TOBA, Ye cutyaumaTa TyK He e TUNuYHa 3a egHa
koHdepeHuuns. brux ce pageana, ako cpeq Bac MMa OrfagHenu, KouTo eAHOBPEMEHHO
e Ce XpaHAT, 3a Aa Aadem HayanoTo Ha Ny6rnmyHaTa H1M KOHpepeHUmMs — Kpbumapcka
Takasa, nof Ha3saHneTo bankaHcka o6en(nHuTen)Ha KoHdepeHums.

MbpBO TPsAGBa fa CNOMEHa, He KaTo Npu3HaHme, a No-CKopo Kato 3asiBlieHue, Ye He
npuHapiexxa 6e3ycrnoBHO, HaMbJIHO, HUTO MbK MO MPOM3XOA, Ha TO3K pernoH. MNpocTo He
CbM pofeHa Tyk. Ho xuBes B bvnrapus, Ha bankaHCKua nonyocTpoB, BeYe noseye ot
20 roguHn. ImeHHO TyK NpeMuHax npes3 nocnegHuTe cnagky MUroBe Ha KbCHUSI couma-
NU3bM U LEeNua neprop Ha npoMeHn. Taka ye ce YyBCTBaM He camo Habnopjaren —
onuteam ce un ga yyactsam. OTHOWEHNETO MU OHEC KbM bankaHute n HaceneHmeTo um
€ MHOrO MO-pasnuyYHoO OT MOHATUATA, KOUTO Umax 3a bankaHckms nNonyocTpos, KoraTo
3a NpbB NbT gonaox B bvarapus.

Bux nckana camo pa otéenexa, ye MbPBOTO MW, CBbp3aHO ¢ bankaHute npodpecuoHan-
HO cbbpaHue, 6e cpen Han-NPUATHUTE MEXOY Te3n, Ha KOMTO CbM NpucbeTBana. Cnyuu
ce B TvpaHa npe3 1998 r., kbaeTo nogpexkaaxme nsnoxxéara ,,locTosHHa HecTabun-




Balkan Reunion/Pub(lic)
Conference

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

May 29, 2004

lara Boubnova:

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

I would only like to mention that the first professional Balkans-related gathering that

| attended was among the most pleasant meetings | 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 | understood that the Balkan peoples are really one good family —
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HocT*, KypupaHa ot Egn Myka. Mpean oTkpMBaHeTo, eCTECTBEHO, Ce Cbbpaxme B Kpbu-
Ma — CUTyaumaTa MHOMO HarmoMHsLe Ta3u OT HacToAWwmMa MOMeHT. Torasa pas6pax, ue
HapoauTte Ha BankaHute ca HaucTMHa egHO [O6PO CEMENCTBO — aKo HE Yak CEMENCTBO,
TO NMOHEe 6NN3bK KOMLWYIbK. LISsnoTo Bpeme npekapaxme B onNutu Aa CUHXPOHM3Mpame
UMeHa Ha XpaHu 1 NUTUeTa, B ONUTU Aa CU NPeacTaBuUM Ha KOSt CTpaHa 1 KynTypHa Tpa-
anuma npuHagnexart. Bcuuko ce 6elwe 06bpkano ToTanHo, HO CU JOCTaBsixMe yaoBOJICT-
B/E NMOBEeYe, OTKOJIKOTO BbB BCSAKa Apyra nofobHa cutyauums.

lMpe3 nocnepgHara rognHa n3noxou ot bankaHute — mam Npeasua npeacraButTenHuTe
6ankaHCKu n3noxe6m — ce opraHm3mpaxa Han-4ecTo U3BbH permoHa. CamuTe Te npeAac-
TasnsaBaT cneundryeH TUN ovakBaHWs, Ha KOUTO 6brapck1Te XyaoXHNULM, CPed MHO-
)KECTBOTO CU 6ankaHCKn Koneru, ce npegnonara ga gagar OTroBOp MO-HAKaKbB HAUVH.
BbnpochT e, KakBy ca Te3n BbHLUHM OYaKBaHUs CNpsMO XyOoXecTBeHarta penpeseHTa-
uMsa Ha 6ankaHckua permoH? BegHbx ce onutax ga M3nonssam MOeETO... J06pe, BCbLU-
HOCT BCMYKO OHOBA, C KOETO paboTAT KypaTtopuTte, B eaHa 6ankaHcka usnoxoa — kora-
TO 3amucnaxme oTaeneHaTa 3a 6ankaHCcKu XyaoXXHuUmM vacT ot brueHaneto B LleTuHe
npe3 2002 rognHa. OnuTax ce Hewo Aa uskaxa 4ypes nokaHBaHeTo Ha pasfinyHu Xy-
AOXKHMUW, Cb3AaBalKy M Bb3MOXHOCT Aa KOMYHMKUPAT C 6a/IKaHCKOTO OGKpbXeHne
1 6ankaHckaTa cutyauus. Vimame HAKOM U3KNIOUNTENHO MHTEPECHMW HAGMIOAeHUs 3a
Hac camuTe, 1 €4HO OT TAX €, Ye € MHOro NO-IECHO a Ce CBbPXKEeLl, paboTull, 06CHX-
faLl, n306L0o Aa ce BMbKHELL BbB BCSAKaKbB crieunduyeH auckKypc, Korato ci Ha maca.
B LletuHe npekapBaxme NpusSTHO, WOM 61XMe cegHanu Taka — saeviku, Nuenkn, YyBcT-
BalKu ce JOBOMHM 3aedHo. A nMalle 4oCTaTb4yHO NPOGIeMU 3a pellaBaHe — Ha U3nox-
6ara KaTto usno, C NpocTpaHcTBarta, BbB BPb3KUTe, NbTuWaTa, npasunara u T.H. V3knio-
UYNTENHO CbM BrevaTneHa OT Bb3MOXXHOCTTA 3a HedopMasnHO npeacTaBsHe Ha KOeTo 1
Aa e aBTEHTNYHO M3KYCTBO 6narogapeHne Ha eauH NPOEKT Ha 6bNrapckKus XyaoXHUK
JTbuesap bospxues. Hapuua ce ,XyooxHuk(um) B atenve-nporpama”, n ce e criyuun
npe3 2000 r. B KOHTEKCTA Ha ronsma nanoxxoa B Mapwk. Toa 6ele MHOro 0CO6eHO 1
TpaBMaTU4yHO Bpeme 3a BCUMUKN HU — rognHute 1999-2000. JTbuesap nssbplm HaucTnHa
Heo4yakBaH XeCT — HeovakBaH OT CTpaHa Ha XyAOXXHULM, YMATO Harnaca, kakTto ce
npegnonara, e ga ce Braexgart B camute cebe cu. Tow NOKaHu B NpoekTa cu 1 cnoge-
N NpefocTaBeHOTO My MPOCTPAHCTBO, BPEME N CPEACTBa, KaKTO M NPe3eHTaUNOHHUTe
CW CNOCOBHOCTU, C NPUATENN/XYOOXKHULM OT CbCceaHn cTpaHn — Kocoso, Cbpbus, Ma-
KenoHus n AnaHus. ToBa MU HanmoOMHS KONKO MO3WUTUBHW HEeLa Morar fa ce NposiBaT,
KoraTo ce Crnyum HAKoW Aa oTaenu ceée cu oT opuumanHara cuctema u ot CUCTemuTe,
MABaLLM OT LIKOMICKMTE KHUMK. Taka npeasioxnxme To3u TUM CborpaHe — NpoabiikeHne
Ha Tpunoruata ,B nebpute Ha bankaHa“, 3amucneHa ot PeHe bBnok, kato copumncko
pas3BuTMe Ha BTOpara 1 yacT — ,B rpagoseTe Ha BankaHute®. Tasm yacT e HaucTHa
MHTepecHa 3a paboTa, Tbil KaTo Mpednonara ThackaHe Hanped Ha pernpe3eHTaunoHHa-
Ta cuTyauus Ha ,poaHa 3ems“.

Ho wom 3anoyHaxme 06ChXAaHETO Ha Bb3MOXXHOCTUTE ia OpraHn3upame guckycusta
B KpbuMa, 61X y6eanTenHo paskputukyBaHa OT equH OT Hall-yBa)KaBaHUTE UNeHOBE Ha
akagemuyHara o6LHOCT y Hac — Anekcanabp Kboces. Tow HacTos, ye Mucnum npes
TPaBMaTVYHN KIWLLETA, Ye He Ce onuTBame Ja Ble3em B KOMMIEKCHOCTTa Ha CUTyaums-
Ta 1 Aa U3BbPLIMM MHOMO MO-MbJIHA N Ha MO-BUCOKO HUBO pernpeseHTauma Ha bankaHu-
Te. HesaBncumo oT Nnpenopbkute My, peLrx ga s Hanpass, Aa NpobBaM Kak ce cryysat
HellaTa, ako SAeM U Nem 1 Korato cme GopmanuanpaHy Manko no-manko OT 06MKHO-
BeHO. LLle ce onutam n ga roBops Manko No-masiko OT O6UKHOBEHO... Bcnukn pasbpax-
Me BCe Mak, Ye Hal-BaXKHOTO € He NMPOCTO Aa CbbepeLl XyAOXHULM U Xopa OT CbBpe-
MEeHHaTa KynTypHa UHGpacTpyKTypa, a pa3roBopbT Aa Ce opraHu3upa Ha Myntuancumn-
NIMHAPHO HUBO, TbI KaTO XopaTta OT pasnyHu Npodecumn n ¢ pasnmyHo obpas3oBaHne
MoraT Aa ca Hu B MOMOL, U fa cb3aanaT U3BbHPEOHM MbTULA.
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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 | 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? | 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, | 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. | 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 Boyadijiev. 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,

| 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. | 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. | 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 | would really like to apol-
ogize for using the English language here... Initially my dream was that this conference in
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LLle 3anoyHa ¢ npeacTaBsaHETO Ha LKL paboTn OT CbBpeMeHHaTa 6birapcka xyaoxec-
TBEHA clLieHa. Konerute ot cbcefHuTe CTpaHu, KOMTO CMe MOKaHUIW, e pa3kaxkar U Lwe
nokaxkaT Hella OT CBOUTe MecTa 1 rpagose. Ho MbpBO HaMCTMHA MU ce LWe aa ce U3BW-

HS1 32 FOBOPEHETO TYK Ha aHrMUACKN... NMoHavano meytata My 3a KOHPepeHUNs B Kpby-

Ma — KaKTo 61 610 OrMYHO 3a HEeLo, 3aMUCTEHO KaTo nad-MoabeT cpen NpUsSTHO sae-
He 1 nueHe, 61 TPSGBAO Aa Ce OCbLUECTBU Ha GankaHCKK e3uk. T. e. TakaBa 6eLle Mey-
Tata Mu. 3a >KanocT HIMame CU eAMHEH 6aNKaHCKWN e3uK...

nac:
AHrnuncku!

E, n ToBa e TOUHO €31KbT, KOUTO n3rnon3sam. iMame ro 3a KOMyHUKaLNS, KOETO HAKaK
nogmMmeHsa no3numaTta HA Ha I/IHC&I?Iﬂ'prI.

JTbuesap Bospxues:

flpa ABHO nNokasBa N6MMUTE C PpaboTn 1 XyOdOXKHMLUM OT Hawara cueHa... Ho Te3u pa-
60TW rM 3Haem OT roAMHU U Me Kapart Aa ce YyBCTBaM KnaycTpodpOo6UYHO B M3BECTEH
cMUCHA... Bux nckan ga Kaxa — tasm Kpbuma € rnpekaneHo TACHa, TOIKOBa € Maska, ye
n3rnexpga Kato Ha3BaHMe Ha XyooXKHMYecka paboTta — ToBa € ,,MAeHTUYHO-B3PUBO-Npe-
ToBapeHa“ cutyauus. lNpekaneHo MHOro 6ankaHcka MaeHTUYHOCT HaoKono. bankaHute
ca NpeHacuTeHO NPOCTPaAHCTBO C MHOXXECTBO Hacnarsawm ce MOeHTUYHOCTU, MPETEH-
N, KOHGAMKTUA, ApamMun 1 T. H. 3aToBa BEPOATHO BU AbJ/HKMM O6SCHEHME 3aLl0 € TONKO-
Ba TACHA KpbuMaTta — 3aLl0TO CbOTBETCTBA Ha CTUrMaTta, cturmata Ha bankaHute kaTto
CUITHO 3aApPbCTEHO MACTO. BTOPO, 6Ux uckan ga HanoMHs, Ye NpoeKkTbT TyK, B Codus,

€ yacT OT TpunorusTa, 3anoyHara ot PeHe bnok. U 3awioTto ce oyakea fa cme oTBOpe-
HU 1 HeodMUManHu, 6ux Kasan, Ye Abn60KO CbuyBCTBaM Ha PeHe Bnok, Thi Kato us-
noxxé6ara, KOSiTO TON NOCTPOU, 6eLle USKMIOUNTENHO BHUMATENHA CMPAMO NPaKTUKUTE 1

Crp. 25. Pa6oTu, cnomeHaTun ot Spa by6HoBa:
Page 25. Works, quoted by lara Boubnova:

Hepnko Conakos

A Life (Black & White), 1998-2001,
yepHa 1 6sna 60s; ABama
pa6oTHULM Npe6osanceaTt 6e3
npekbcBaHe B YepHO 1 6510
CTEHWTe Ha NoMeLleHne npes
LANOTO Bpeme Ha nanoxeéara

(5 meceua), oeH cnep geH
(cnepBanku eauH apyr);

Bapupalumn pasmepu.

MNanox6a: “Plateau of Humankind”,
49-To BeHeunaHcko 6uenHane, 2001.
Konekuun: MNetep Kornep, BueHa;
Susan and Lewis Manilow, Yukaro;
Sammlung Hauser und Wirth, CeHT
laneH; Mysein 3a mogepHo
n3kycTBo, MOpaHkdypT.

CbC cbrnacueTto Ha aBTopa.
®otorpadun Hegko Conakos
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
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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 fir
Moderne Kunst, Ffankfurt.
Courtesy the artist.

Photography Nedko Solakov

MpaBponio6 BaHoB

Hukora noeeue necumnsbm, 2002.
Bun6oppa, 300x400 cm

Pravdoliub Ivanov

Pessimism No More, 2002.
Billboard, 300x400 cm

Kupwun Mpawkos

HauuoHnaneH nnopa, 1992. O6ekT
Kiril Prashkov

National Fruit, 1992. Object

INbuesap bBospxnes

Artist(s) in Residence Program, 2000
(B CbTPYAHNYECTBO CbC

CnaBuua SAHewnuesa, Ckonue;

Cokon Beunpu, MpuwmHa;

Ypouw xypuu, bBenrpapn; An6aH
XavnguHaw, TupaHa)

Nsnox6a: ,dpyrata nonosunHa Ha
Espona. CounanHa peanHoct/
JKneeeHe/Monutuka*“, HaunoHanHa
ranepus Jeu de Paume, Mapwx
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 I'Europe.
Social Reality/Existence/Politics”,
Galerie nationale du Jeu de Paume,
Paris

Kpacumup Tep3nes

Mo 6vnrapckarta cnepa — 01, 2001.
LiBeTeH macTuneHocTpyeH neuar,
5 oTneuartbka, BUCOUYMHA 60 cm/
LIMpOUMHa BapvpaLia

Krassimir Terziev

On the BG Track — 01, 2001

Color inkjet print, 5 pieces, 60 cm
height/variable width
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flpa By6HoBa, NMeTa Kabakunesa/lara Boubnova, Petia Kabakchieva

KYNTYpHUSI KOHTEKCT Ha bankaHuTte, n He3aBMCKMMO OT TOBA He MOJyYn rofiiMoO MEANNHO
nokpuTue. B onpepeneH cMncobn KypatopbT Ha Tasu M3noxkéa 1 Ha uanata Tpunorus 6e
cTurMaTmM3npaH OT Xyao)KecTBeHaTa npeca Ha 3anagHa EBpona n Amepuka — n3noxoa-
Ta Nosly4n Ham-manbk C60p KPUTUYECKO BHUMaHME UMEHHO 3aLl0To 6e Hal-BHUMAaTES-
HaTa U B MHOMO OTHOLLEHWS Hal-go6parta Cpef HAKONKOTO 6ankaHCKU NposiBx, NpoBe-
[EeHW Npe3 nocnepHuTe Aee roavHu n3 Eespona. bu Tpaéeano pa npueeTcTBame ,3aBpb-
waHeto“ Ha PeHe Brnok Ha BankaHute, KOUTO OTAENS MPEKaNeHO MHOrO BHUMaHMe Ha
CUNHO HIoAaHCKUpaHn ueTaMnm OT NCTOpUATa N XyAOXKEeCTBEeHUTE NPaKTUKN Ha BankaHute.
Bux nckan coluo ga 6narogapsa Ha Hatawa Mnny B ponata n Ha koopauHaTop Ha Lenus
LMKbBS NPOSBK OT BTOpaTa YacT Ha TpUnornsaTa, CbeutusTa, NpoBexaalln ce B rpagose
Ha bankaHuTe.

flpa by6HoBa:

M3BUHsIBaM ce 3a NOKa3BaHETO Ha TOMKOBAa OUYEBMOHW aBTOPU 1 paboTy — ToBa €, 3allo-
TO 1 o6mnyam. BupsHaTa TOKY-LLO OT BaC NPOXKEKUMSA NPaAKTUYECKN € 3aMECTUTEN Ha N3-
noxoa. TakbB MOXe a e OTrOBOPbLT Ha BbMpoca Kak 61 Tpsa6eano aa usrnexaa éwarap-
CKOTO 6asikaHCKO M3KYyCTBO, Kak 61 ce CryuyBano To, kak 61 pearmpano Ha UCKaHeTo aa

6bAie NpeacTaBUTENIHO GankaHCKO.

Mera KabakuneBa:

YyBcTBam ce JocTa CTpaHHO TyK, TbI KATO CbM coumornor. Hakak He CbM Ha MSCTO.

Ho o6buyam XyooXXH1UMTE 1 0CO6EHO Te3n XyaoXKHULM TyK. Taka ye CbM TyK, 3a Aa npo-
n3Heca pey He 3Ham 3a KakBO. BeposiTHO Mpo6nemMbT € KakBo TOYHO 3HauW Ta3un U3Ha-
yanHa 6ankaHcka ngeHtTuyHocT. Pasrnegax karanora ot B ne6pute Ha BankaHa“ n 65x
nMomMosieHa Aa ro KoMeHTMpaMm. Taka ye HAKak Lie roBops 3a ToBa WO e 6ankaHcKa naeH-
TUYHOCT, @Ko MMa Takaea, U 3a TOBa, KOEeTO BMAAX B KaTanora.

3a MeH npobnembT Ha bankaHuTe e B KNMLWETO, Npe3 KOETO Te O6MKHOBEHO ca BUAEHW.
O6ukHoBEHO fymata ,bankaHu“ ce cBbp3Ba C MHOXECTBO KOHGNMKTUN, NPEKASIEHO CrbC-
TEHO MSCTO U KaTeropMyHo oTpuLaTenHo BneyatneHne. CtpaxyBam ce, e NOHACTOSALLEM
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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:

lara 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... | 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 | would like
to say that | 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 | 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.

| would also like to thank Natasha llic, 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.

lara Boubnova:

| apologize for showing these obvious artists and works, it's because | 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:

| feel quite strange here because I'm a sociologist. Somehow it is awkward to be here.
But | 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? | saw the catalogue of “In the Gorges of the Balkans” and | was asked
to comment on it. So, | 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. | like the
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CMe Ce 3aenu ga 3ameHsiMe Tasu NpeacTasa ¢ apyra, foMmopachna takasa, 06Bbp3aHa oT-
HOBO HsIKaK C Knuwwe — go6parta npeacrasa 3a lOronstouHa EBpona kato onosvums Ha
npencrasaTa 3a bankaHute. CBbp3aHa € ¢ AAeHeTo Ha MHOTO O6LLM XpaHu, C MHOTO nue-
He, C BCEKMOHEBHOTO HUBO Ha KynTypaTa — fobpe, TyK ToBa U3rnexxaa xuTpo, LWwe ce
CMeeM, LIe Neem 1 NMem un T. H., U T. H. XapecBa M1 BuasHaTa npes Katanora n3noxoa,
3all0TOo Nokasea o6bpHaTa NepCrneKkTrBa, CKbCBa CbC CBbp3aHuTe ¢ bankaHute knuwera.
O6ukHoBeEHO BbankaHute ce MUCHAT NPe3 KaTteropusaTa Ha npekaneHo MHOro CbouTus —
npeHaceneHn ca, NPeToBapeH ca C NCTOPUSi, MHOTO Ca Xxopara, KOUTO Ce CMeNT, Saar,
nusT, yomear ce 1 T. H. ToBa KOETO BUASAX B KaTasiora obaye, 6e caMOTHOCTTa Ha 6arn-
KaHCKUTe xopa, npasHoTtara. Taka ue, NpOTUBOMOMOXHO Ha NpeHaceneHocTTa Ha npocT-
pPaHCTBOTO 1 NPETOBapPEHOCTTa C UCTOPUS, BUASX XOpa — Aa peyemM, XyaoXKHUUmM oT bbn-
rapvisi — KOUTO HambJIHO NPeHe6peresar uctopuaTa. ToBa HAKaK € HEMUCIIMMO B KaTtero-
punTe Ha 6anKaHCKOTO U3KYCTBO. B Han-gobpus cnyyan BUOAHOTO B Karanora € NpoHus
no oTHoweHne Ha bankaHuTe, Aa peyemMm Maun3bM, UIN HUKOra BeYe NeECMMU3bM U T. H.
B npyru cnyyan npocto ce pokycupat cneuuduyHn nMyHoCcTu, Aetanam, NnpeamMmeTu,
rPafackun/yp6aHNCTUUYHN OBKPBXXEHNS, 1 HAKOTa, Aa peyem, NiaHnHU uim Cenckn pamo-
HW. Bux kasana, ye ToBa 6eLle 3HeHaaa 3a MeH 1 Ce Yyas KakBo /M € 6ankKaHCKOTO

B paboTnTe Ha 6bArapckuTe yyacTHUUM. Taka ce oTMBa KbM CriefBallmsi BbMPOC: KOs
WOEHTMYHOCT BaXkn? B MOMeHTa ce 3aHMMaBam C NPOEKT, 3acarall, U3TOYHUTE 1 3anag-
HUTE KyNTYPHW CH6TbCbLUY, Han-Beve Te3n Mexay NONUTUYECKNTE 1 BU3HEC ennTn. B To3n
NPOEKT Ce 0Kasa, Ye CouManHUAT CTaTyT TEXMN NoBeye OT BCEKW APYr BUO UOAEHTUYHOCT.
Hakown oT Te3u ennTtn ce YyBCTBAT U3LANO KaTo... BCUUKO, OCBEH 6barapcku. Te ca eB-
ponenuy, ,3anagHaumn® u T. H.; OTBOPEHM Ca KbM BbHLUHOTO MPOCTPAHCTBO UK ca Hauc-
TMHA KOCMOMOINTK; @ HAKOW OT Xopara, )XMBeeLLu B OTAaNe4YeHn panoHmn, ce YyBcTBar
npekasneHo MeCTHY, 3all0TO ca NpMBbP3aHU, Taka aa ce Kaxxe, KbM O6KPbXXEHUNETO CU.
3a MeH ToBa € BbMpPOChT — KbM KOSl UAEHTUYHOCT npuHagnexumm? CbrnacHa CbM CbhC 3a-
6enexxkara Ha 3urMmyHT BaymaH, ye ako Npo6neMbT Ha MoAepPHOCTTa 6e BbB durKcupa-
HETO Ha MOEHTUYHOCT UM B HENMHOTO MNOCTPOSIBAHE — Hal-BEYE Ha HaLMOHanHaTa Taka-
Ba, TO NPO6NEMBT HA MOCTMOAEPHOCTTA CE CbCTOM B PELIMKIMPAHETO HA MAEHTUUHOCTW.
Taka ye Mame — 1 ToBa 3a MEH € Han-4O6POTO — Bb3MOXXHOCTTA Aa M36bmpame Hawute
3acTbnBaLLy CE M NOHAKOra NpoTnBopeunBmn nageHtmyHoctu. Korato rnegam pa6éora Ha
GankaHCKN Xy#OXHWK (KaKBOTO U a O3HauyaBa TOBa), Un Ha 6brapCKy XyAOXHNWK, Un
Ha XyOOXHVK KaTo YHUBEPCasiHO MOHATME, MHTEPECHOTO 3a MEH € Aa OTKpus cneaw,
3HauM 3a pasfnnyHN NOEHTUYHOCTM, KOUTO MOra Aa pevmHTepnpeTipam OT riegHara Tou-
Ka Ha cobcTBeHaTta My pasfnyHa MOEHTUYHOCT. VIMeHHO TOBa € Npean3BuKaTencTBoTo —
CMeCBaHe Ha MOEHTUYHOCTY MO-CKOPO, OTKOJIKOTO Brib6siBaHe B knuweTo 3a bankaHu-
Te. MNpegnonaram, ye 3a XyAOXKHMKA MOEHTUYHOCTTA Ha ,XYAOXHUK® € NO-CunHa oT NaeH-
TUYHOCTTa Ha ,6ankaHCKM XyOoXKHUK". Yyaa ce gann HAKOM MoXXe Aa npousHece

~A3 CbM 6ankKaHCKUN XyaoOXHUK" nnn ,A3 cbM 6ankaHcky coumonor”. Bb3MoXHO e, HO...

MwurneHa HukonunHa:

Baex yuacTue B uscnenoBatencku NpoekT 3a 6bArapcku XxeHn, MurpaHtu B tanus n
XonaHgmsi. Beska, KOATo € MUrpaHT B XonaHaous — a CbloTo 6e BUAMMO 1 CPef MurpaH-
TUTE OT YHrapusa — UCTMHCKWN Ce OrnJiakBalle OT Bb3MOXXHOCTTA fa cpella xopa eanHcTBe-
HO Ha 6a3ara Ha npeaBapuTenHo yroBapsHe. ETo kakBO kasa egHa OT Te3u xeHu: ,Mpa-
34 ro T03u ,AHeBeH pen”. MigBa Hanpumep efHa XeHa, ncka aa ce BUAMM U Ka3ea — Aaa
peuewm, ue ce criyuBa npes IoHW, Ta Ka3Ba, Heka ce cpelHeM npe3 okTomspu®. ETo ro u
HenHNA KOMeHTap: ,HuTo 3Ham ganu we CbM B HACTPOEHME NMPE3 OKTOMBPW, HATO Janu
e CbM TYK, HATO Janu e CbM )KMBA, HO T4 Ka3Ba — Aa Ce CpelHeM npe3 OKTOMBpU®.
Taka npesrta 3a cTpaHa, ngesrta 3a NnaTpmoTn3bM, KOATO HUKOra He ce cromMeHasa —
[OpW oymata He ce n3kasBa OT M1aguTe MUrPaHTX, BCbLHOCT € naes 3a JIeCHO o6LLyBa-
He mMexXxay xopara, MPOCTO HELo Aa MOXXe [a ce cnyysa. Vima Hewo BbB BCUYKO TOBA.
Mo Bpeme Ha nHTepBIOTaTa C )XEHUTE MUrPAHTU camarta a3 CbLUO MUCEX Ha e3nKa Ha
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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 | 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, | saw people -
artists from Bulgaria, let’s say — who totally neglect history. This seems somehow
unthinkable in the categories of Balkan art. What | 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. | would say that this was a sur-
prise for me and | 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? | 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, | think, is the best — to choose our overlapping and sometimes contro-
versial, identities. When | 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 | 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. | suppose that for the artists the identity of being an “artist” is
stronger than the identity of being a “Balkan artist”. | wonder whether one can say, “I'm a
Balkan artist” or “I’'m a Balkan sociologist”. Probably yes but...

Miglena Nikolchina:

| 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: “| 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 | 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 | 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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KOMyHUKaumsaTa. B akagemuuHuTe cpeau (Tyk) KOMyHuKauuaTa 6e rnasHa Tema npes
80-Te 1 TOBa MOXXe fja ce NPOBepU Mo PasMUHM HAYUHN — Aa KaXkeM, B AUCKycunTe no
MnaTtoH unu B anckycuute no LisetaH CTOSHOB, KOWTO, KAKTO CW CMIOMHATE, NoYnHa B
HayanoTo Ha 70-Te, a paboTute My 3anoyHaxa fa ce nybnukysaT f4ocTa Nno-KbCHO.

Town 6e cuNHO 3anHTepecyBaH OT ,FeHUs HA KOMyHUKaumsATa®, Koeto Han-gobpe Moxe ga
6bge pa3bpaHo OT MO3HaBanuTe ro OT6/IM30, FOBOPUIM C HEro 1 cnywanu ro xopa. ge-
ATa My 6e, Ye KOMyHUKauusTa cTaBa BaXkHa, TOIKOBa BaxkHa npes 80-Te, CbLLo Taka u
3apanun Bb3MOXKHOCTTa Aa Ce N3Ka3BaT Helua, KOUTO He MOoXKe da ce Hanuwart. Heuo,
KOETO He MOXKelle fa ce ny6avKyBa, 3awoTo LeH3ypaTta HaucTnHa g nvalle, MoXxelle
[a ce n3kaxe B gymu KbM octaHanute. Tpsabsa Aa 3HaeTe, ye gHeC Ta3u Tema Beuve He
€ OT Cepro3eH akagemMnyeH NHTepec B CTpaHarta — HKOWN He Mnuwe 3a KOMyH/UKaumsTa,
HUKOW He n3rnexaa 0CO6eHO 3anHTepecyBaH OT TemMaTa, HO TS € HKak BbPXOBO Ba)kHa
3a XeHnTe MUrpaHTu. ToBa e KpaTKuAT MU KOMEHTAap, KAKBUTO 1 KYNTYPHU pasnukn ga
narnexpaa, ye cb3gasa Ton No MHOXXECTBO MPUYMHN 1 C pa3HONOCOYHa Len. 3a nHTe-
nektyanumte npes 80-Te KOMyHMKaumsaTa 6e pasbrpaHa KaTto onpeneneH NoIUTUYECKn
n3kas, NpespbluaLl ce B NOAUTUYECKa TeMa. 3a XKXEeHUTE MUrPaHTU TS € MOXXE 61 OPbXKU-
€TO MM 3a cnpaBssHe C 0Ka3ano ce npeansBukaTenHo 1 TPYAHO nonoxeHue. B kpas Ha
Kpauwara npo6aemMbT 3a MEH € He MPOCTO B HANNMYUETO Ha KYNTYPHU Pasnukn — MoXe
61 M Uma, MoXxe 61 He, MOHAKOra M3rNeXxaart BuAMMU, NOHAKora — He. MpobnemsT e,
3aLlo ce HyX/aaem OT TAX B ONpeaeneHn criyyam u He ce Hyxxaaem OT Tax B Apyrun?

B nencteBuTENHOCT NPOGNEMBT €, 3aLl0 HU TPSGBa TOYHO cera Aa roBopuM 3a 6ankaHcka
ngeHTnyHocT? U 6ux po6asuna — He 3Ham, fanu NpUMEpPHT LLe Ce CTOPU NHTEPECEH Ha
XYQOXKHWULMTE, HO egHa Mosi KHura 6e Hackopo ny6nukyeaHa B CALLL. BeblwHOCT Hukora
He CbM ce cpeliana ¢ nsgarenute n. Bcuuko ce cnyun no VIHTepHeT, HO eAHOBPEMEHHO
MHOrO MoLLa ce pasMeHun No HOpManHy MoLeHCKM NbTuwa. [locta yecTo Tpséealle aa
mMu nuwat go Codurnckus yHusepcuteT, Bbarapus. A n B kHurarta nuwa MmHoro 3a bBuira-
pus. /1 Bce nak, korato ca otnevaranu éuorpapuuHata mu 6enexkka Ha kopuuara, ca
cnoxunu, ye npenogasam B ,Codunnckn yHusepcutet, YHrapums©...

Bawak CeHoBa:

CTtpyBa My ce, 3a BCUYKM HU € NpoGieMaTnyHa Tas3n XOMOreHHa ,,6ankaHcka peanHocT”.
Cwmsatam, paséupa ce, ye NCTopusaTa Ha KynTypaTa, ICTOpUSTa Ha permoHa 1 coumnanHmiTe
HaBMLUM Ca M3KIIIOYMTENHO BaXKHU. HO Cu Mucns, ye OCHOBHOTO, KOeTo dopmupa paséu-
paHeTo 3a »KMBOTA, € CKOpPOLUHAaTa CO6CTBEHA UCTOPUA NN 6NIN3KOTO B MUHano. Taka
ye, ako nornegHa kbm nocnegHuTe 30 roamHK, 6Mx kasana, ye BbB BCAKa yacT Ha banka-
HUTE NMame pasnuuyeH onut. HesaBucmMMo Ye KynTypaTa nMa eaviH U Cbll Npou3xon v
crnogensime MHOXeCTBO O6LUM Hella, NPeXnBaHOTO 3a Te3un 30 rognHu e abContoTHO
pasnunyHo. Bsemanku 3a npumep 6uswa lOrocnasus, nnu Typums, nnn Bonrapus, SCHO
BIKOAM KOJIKO Ce pasnnyasa 6mM3koTo MuHano. He cMme umanu KOMyHUCTUYECKO MUHA-
no B Typuus, HO MbK UMaxme Tpu npespara. Mimaxme aopyru BUoOBE NOTUCHWYECTBO U
APYr1 NOAUTMYECKN 1 coumanHn Hamecu. O6Bbp3BaHETO 3aedHO Ha PeanHOCTUTE HU U
ONMTLT Aa Ce OTKPME XOMOreHHa 6ankaHcka peanHocT ca TpyaHu. Ho B CcbloTo Bpeme
HaNCTMHa Ce Bb3XMLLaBaM Ha BCUYKM TE3U FONeMn N310X61, MOCBETEHN HA CbBPEMEH-
HO M3KyCTBO OT bankaHuTe, 1 cneunanHo, TyK CbM HambfHO CbrnacHa ¢ Jlbuesap, Ha
Ta3u Ha PeHe Bnok kato Han-BHUMaTenHa cpeg Tax. Mucns, ye Te3n n3noxom paboTaT un
cb3aasar non3u no owe MHoro nbTuwa. MNog nonsm nvam npegsua Toea, Ye ce criome-
HaBaT ropHUTE pasnnunsa 1 Ye ce NPEeACcTaBAT paboTu OT Pa3NUYHU PErMOHN, KOUTO HU-
Kora He ca nmanu Bb3MOXXHOCT a 6baart nokasaHu — JoCera HUKOW He ro e 61no rpmxa.
ToBa e nbpBarta My 6enexxka. A BToparta ce CbCTOM B TOBa, Ye cropen CO6CTBEHUS Cn
ONNT CbM UCTUHCKN Y6eaeHa, Ye eOHO NOKOoNeHe Bpeme JaBa OrpoMHa pasnuka rno ot-
HOLUEHME Ha pa3bupaHeTo Ha HellaTa. Tpbreavku OT Tasu rnegHa Touka, 3aedHo C
EpoeH KocoBa pa3Buxme NpoeKT, 3MbJIHEH B AiBA rpaga no cBeta — MbpBuaT 6e pa,

N NPOEKTLT 6€eLle OCbLECTBEH B pamMKMTe Ha ,bBankaHCKOTO KOHCYNCTBO® (opraHu3mpa-
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MwurneHa HukonunHa, SiHa l'eHosa/Miglena Nikolchina, Yana Genova

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 | would also add one other thing, | 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, | 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 | wrote a lot about Bulgaria. And yet, when they put my biographical note on the
cover of the book, they wrote that | teach in “Sofia University, Hungary”...

Basak Senova:

It is problematic for all of us, | 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 | think that what shapes your perceptions in life is the recent personal history or your
recent past. So, if | look at the last 30 years, | 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 | take former Yugoslavia or Turkey or Bulgaria as an example, | 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 | really appreciate all of these big exhibitions on contemporary
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Ibuesap bospxues, bawak CernoBa/Luchezar Boyadjiev, Basak Senova

HO OT <rotor> association for contemporary art B 'pau), cnen KoeTo, MPOMEHANKN Man-
KO n3noxxéara, s npemectnxme B Vspaen. [Jo6pe 61 61no Aa Bu nokaxka n3sbplueHaTa
3aefHo pa6oTa. U geete n3noxx6u 6sixa onpeHn Ha lictaHbyn, HO BCbLUWHOCT He Npeac-
TaBnsBaxa NpeacTaBUTENHN EKCNO3NLMM CAPSIMO rPaaa, a no-CKoOpo YacT OT NPOEKT,
OCHOBaH BbpXY €HO MOKOJSIEHWE — MOKOSIEHNETO, 3aTUCHATO MexXay ABE Apyru — ToBa OT
70-Te, CUJTHO aHraXxMpaHo MOSINTUYECKM, 1 CNed HEro NMOKONEHNETO, KOETO HU crnedsa —
,CMSILLIOTO NOKOMEHNE", KAKTO FO Hapuyame Hue. To nasa cnep eauH U3KIUNUTESTHO pa-
AVKaneH 3aBon KbM Heonuéepanuama. Hue cMe no cpenaTa u HalweTo NoKoNeHne ce
OTNMyaBa C TOBA, Ye 3a HEro HULLO He € JOKYMEHTMpaHO. Taka ve nsnoxxéara, Lennar
NPOEKT 65xa egHO MHOro 0O6PO M3cneaBaHe Bbpxy camuTe Hac. ToBa, KOeTo mora aa
nopuepTas gHec, e, Ye nsnoxxéara 6elle 6asmpaHa Bbpxy Matepuasna oT HalleTo NoKo-
NEeHne, KOETO MMa 3HAHWETO 3a MHOMO Hella — OHOBA, KOETOo e 6uno npeau. Torasa pea-
rMpaxme ypes XyOoXecTBeHaTa Cy NPOAyKUMsS — He upe3 BYHTyBaHe, He Upe3 BUKaHe,

a upe3 NOoCTOSIHHO NPOM3BEXAaHe, MPou3BeXXaaHe, NPoON3BeXkaaHe No MHOro HeneraneH
HauVH, BCbLHOCT U3KIIOUMTENTHO CMELLIEH, 3aLL0TO 6eLle NOBCEMECTEH.

Cera Lie BU MOKaxxa ABa AOKYMEHTANHM Kuna OT Te3un ABe N3N0X6u, KaTo NoBeyeTo
Kagpwu ca nocseTeHn Ha npon3soacTeeHarta nm ¢a3a. LI.le BManTe BCUYKN TE€3N MynTn-
KYNTYPHU €NIeMEHTU, UK KaKTO 6UXTE pelunsin Ja rm HapeueTe... usanaTta Tasu cMec ot
Xopa, paboTelm Haf eOuH U Cbll NPOEKT, U pe3ynTarta oT ToBa. 3apaan TOo3u NpPoekT pa-
60TMXMEe Haj Cb3[aBaHeTo Ha CrneunduyeH Bu3yaneH e3uk, CUHXPOHM3NpaH ¢ paéotute
B n3noxk6ata. Ekcnosnumsara, cnyxxewa kaTto eKpaHHO n306paxkeHne Ha VictaHéyn, 6e
pasBuTa B MHOXECTBO MOCOKM — OCHOBHUST KOPUAOP 6€ NpefHasHayeH aa ynecHu ns-
NbYBaAHETO Ha ayamo, Bu3yanHa v nucMeHa nHpopmaums 3a BpEMETO; Ypes 13Non3BaHe
Ha NPOCTPaHCTBOTO CTasTa C KOMUKCY AOCTaBsLe NHGOPMaLWs Ha HUBO ycellaHe; aBe-
Te Han-ronemMu NnomeLleHns 6sxa OTBOPEHN eOHO KbM APYro 1 CbAbp)Kaxa paboTn KakTo
KaTo KyNnTypeH, Taka 1 KaTo XyLoXXecTBeH komeHTap. Camara ranepus 6e a6ConoTHO
npeo6paseHa Ypes3 CTPOUTENHN HAMECH, UMATO Lien 6e He NPOMSHA Ha apxuTekTyparta 1,
KOMKOTO NPeACTaBAHETO Ha HanIacTABaHETO 1 Ha a6CTPaKTHUS eNeMeHT, MPUCHCTBALLM
B VictaH6yn. Cnen 3aBbplUBaHETO Ha npoekTa ,VIcTaHbyn, 6nsH Nog KapaHTuHa“ B
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art from the Balkans because of many other reasons and especially — | really agree with
Luchezar on this — that René Block’s show was the most attentive one. | think that they
work and have had benefits in many other ways. By benefits | 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 | wanted to make. And the second is that, from my personal experience, | truly
believe that a generation makes a big difference in terms of perception of things. So,

istanhul,

daydreaming in quarantine hotes from the quarantine

% Balkan Konsulat

proudly presents:

Istanbul

Pa6oTn, cnomeHatun ot bawak CeHoBa:
Works, quoted by Basak Senova:

Extrastruggle, Kbm cTpaHaTa Ha meutuTe, 1998.
VcTaHbyn, cbHUWA HasBe B n3onaropa,
<rotor> lpau, 2003

Extrastruggle, Destination Dreamland, 1998.
Istanbul, Daydreaming in Quarantine,

<rotor> Graz, 2003

Pa3xopka n3 licraH6yn, 6enexxkmn ot nsonaropa,
M3paencku LUeHTbp 3a AUruTanHo U3KycTBso,
XonoH, 2003-2004

Walking Istanbul, Notes from Quarantine,

the Israeli Center for Digital Art, Holon, 2003-2004

HepmuH Ep, pagbT, 2003.

Pa3xonka n3 VictaHbyn, 6enexxkn oT nsonaropa,
MN3paencku LieHTbp 3a AUrnTanHo U3kycTso,
XonoH, 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> npe3 2003 r. ocbluecTBuxme ,[pes VictaHbyn, 6enexkn ot nsonaropa“ B M3pa-
efiCKUs LeHTbp 3a AurutanHo U3KycTBo B XonoH rnpes 2003-2004 r. KaTo Heroso npopabI-
xeHune. B Uspaen nsnoxeéara 6e pokycrpaHa BbpXy BU3yanHu 6enexkun, OTMeTKM, cre-
AV OT rpaja Kato pascbXAeHne 3a equH BbTPeLleH CBAT, XBaHAaT B KanaHa Ha npuseme-
HaTa, HeonMTOMeHa peanHocCT Ha ynuuuTe.

JTbuesap Bospxues:

OTomaHckarta nvnepus e gana MMeTo Ha NoslyoCTpOBa, pamMKmpana € KyxHsTa n MHO-
)KeCTBO AyMu1, Aana e He efiHa, OGUKHOBEHO cnogenenu, ,uctopum oT aeTcTeoTo... [loc-
TaBuna e Hanpumep MHOro 406p0 U3BUHEHWE 3a NEHOCT, 0CO6EHO Ha CTpaHu, Npekapa-
NN CTONETUA NOf, OTOMAHCKO YNpPaBfieHne — OPUEHTANCKNS HAYMH 3HAuM 3a CMOKONHO
Bb3npuemaHe... [lana e $amMnnHOTO MU UME, KakTo 1 pamMuiHUTe MMeHa Ha apyru xy-
[OXXHMUM OT Bbbvnrapus kato Te3n Ha Hepko Conakos 1 Christo (ABawes)... Hapssawm ce
BeYe Aa HM ce Hamupart OTrnycHanm ce n e4HOBPEMEHHO pPa3CbpAeHN TeopeTuLn, Taka
ye [la NpUKaHsA HAKOW 3a M3ka3BaHe CbC CNEAHOTO: MOJS, HAMOMHETE HU — B OYaKBaHe
CbbecefHUKbT fa e C KNnacuyecko o6pa3oBaHme — HaYanHOTO 3HaJYeHne Ha JpeBHaTa
rpbuka gyma ,symposion®.

AnekcaHpbp Kboces:

He uyx knacuueckara gyma, Taka ye Hama Aa g KoMeHTupam. [oaroTeun cbm ce ga ro-
BOpA 3a Hewo apyro. OTKaKTo 65X NOKaHEeH Aa HanpaBss TYK KpaTko U3KassaHe 1 onut-
Ballkn Ce Aa CBbpyka TemaTa Ha CO6CTBEHOTO CU u3cnensaHe, Nof Ha3eaHue ,banka-
HUTE N 6ankaHN3MbT" CbC coduinckarta, u He caMo, XyOOXKeCTBEHa OBLLHOCT, Ce uyas
Kak ga 3anouHa. lNMpeacraBeTe cu cnegHaTa cMTyaums Ha pasmsHa Ha NocnaHus —
3aLl0TO U3KYCTBOTO € KOMYHMKaLUWs, KakTo Beve 3aaBu MurneHa, — Taka ye npegcrase-
Te Cu cuTyaumaTa, Korato eanH XyooXXHUK € Cb3aan npovnssefeHme ¢ MHoOro cneunduy-
HO nocnaHne. Ho BbB BCSKO NPOM3BEAEHNE Ha N3KYCTBOTO MMa e4HO APYro, CKpUTo
nocnaHue, Koeto e ,,A3 CbM XyAOXHUK!“. I3npalwiate OCHOBHOTO CU NocnaHne, HO ef-
HOBpPEMEHHO NpucbCTBa 1 ToBa — ,A3 CbM XyaoXXHUK!“. MNMpencraBete cun peakumsaTa Ha
ny6nuka, npoyesia NpaBuiHO MbPBOTO MOCaHMe U NOrpeLwHo BTopoTo. W BMecTo peak-

Anekcanabp Kboces/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 | 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 | 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:

| haven't heard the classical word so | won’t comment on it. | have prepared for talking
about something different. | have been wondering how to start ever since | 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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uma, cboteeTHa Ha ,O, Bue cTe XyaoxkHuk!“, uyete peakuus, nogoéHa Ha ,, Ot bankaHute
nun cte?“. Moxxem Aa cu npeacTasnm v OLWe Bapuaummy Ha Ta3u BTopa peakums: ,Ho B
cfyyam ye cTe OT GankaHnTe, 3allo He Ce ObPXXUTE MO CbOTBETEH HaunH?“. Y6eaeH CbM,
ye ToBa e 6a3ncHa, dyHOaMeHTanHa cutyaums, KoaTo 61 HU nomorHana ga paséepem
KOW e Han-mankumsT o6l 3HameHaTen 3a ,bankaHuTte®, 3a auckypca Ha bankaHuama —
Beue fJobpe N3BECTEH KaTo AMCKYPC Ha CTUrMaTusaumsaTa, U 3a BUu3yanHute NU3Kyctsa.
Tosa e nepcnekTMBeH Npo6iem. Tbil KaTo Ha XyAOXHULWTE BUHArM UM Ce Hanara ga ce
COMbCKBAT C HAKOW BUA penpeseHTaums 1 nepcnexktusa — nepcnekTneara kato 4acTt ot
BCEKVN Bb3MOXXEH BUA, pernpe3eHTaunoHHa ctpaterna. OT gpyra ctpaHa, 6ankaHu3mbT
KaTo AMCKYpC, KaTo cTpaTterusi 3a penpeseHTauum, e BuHarum ,nepcrneKkTMBncTkn® amc-
KypC, BMHar/ npeseHTaums 1 penpeseHTauns B HAKaKbB BUA NepcrnekTnsa.

MepcnekTnuBaTta 6uBa ronama cuna — Takaea € nepcrnekTneaTa Ha BnacTtra, u bankaHute
Ca KOHCTpyUpaHu KaTo permoH UMeHHO 3apagu HAKOS Takasa, Aa peyem 3anapHa, Mo-
rblia NepcrnekTBa Ha penpeseHTauns. Taka ye nvame OBe NepcrnexkTMBy: Ta3mn Ha Xy-
OOXHMKA 1 Tadun Ha AncKypca 3a 6ankaHnama. 1o moe MHeHre Han-BakHO € MbpBO Aa
pasBneM abCTpakTeH TUM KOMBMHATOPHO MUCNEHE — KaKBU Ca Bb3MOXXHUTE KOMGUHA-
uumn Mexxay Te3un ABe Bb3MOXXHU NepcrnekTuBu. A BTOPUAT BbNPOC € KakBu ca NoCcneacT-
BMATA — KaKBU MOraT fa ca Te B pe3ynTaT OT Ta3u Bb3MOXKHa KOMGUHATOpKKa.

Heka nbpBo cv npeacTaBum, Ye NepcnekTBarta Ha XyaoXHVKa € yHuBepcanHa. Ton unu
TS HE Ce YyBCTBa 6bArapCcku NN 6ankaHCKN MbX/XKeHa, a yHuBepcasnHa JIMYHOCT, U3n-
pawawa yHusepcanHu nocnaHus. EgHa sBogella 6ankaHcka nepcrnekTmsa 6u nocrtasuna
B M3BECTEH CMIWCHI BbMPOC Npeq nogobeH noteHuman. bu ce ocblecTsnn egvH Byg Be-
POSiITEH KOHPIIMKT MEXAY YHUBEpcanHaTa nepcnekTBa Ha XyaoXXH1UKa 1 HeyHmBepcan-
HaTa TakaBa Ha nyénukara, oyakBalla Hewo pasnuyHo. Ho mexxgy ABeTe nepcnekTnsn
CbLLECTBYBAT N APYr Bb3MOXHW KOMBMHALMK — HANPUMEpP KPbCTOCaHa nepcrnekTmea:
XYOOXKHVKDBT rfieda B eaHa, a nybnunkara B CbBCEM Apyra Nocoka 1 Mexay ABeTte nma
HeLo Noao6Ho, Aa peyem, Ha Npas brb/l. Bb3MOXHa € 1 KOHPPOHTaUMa — Hanpumep
nepcrekTysara Ha nyénvkara ga e Tasu Ha 6ankaHu3ma, JoKaTo nepcrnekTusara Ha xy-
AOXXHUKa Aa e Ha aHTubankaHnsma. Ml moxxem ga cv npegctaByM MHOXKECTBO APYrv BU-
A0BE Bb3MOXKHV KOMGUHALIMN.

M Taka, KakbB € BaXXHUAT U3BOA OT LanaTa Ta3u UCTopusl, KOATo ce onuTeam Ja Bu pas-
Kaka — TpAbBa Aa ce yumm Aa KomyHukupame. MurneHa Toky-wo HU Ka3a KOMKO ToBa e
Ba)XXHO U Ye Takaea e 6una ngeonorusaTa Ha 80-Te, HO a3 cyuTam, Ye Tasu Maeonorns e
akTyanHa n MHOro 3HauuTenHa u gHec. Tpsabsa ga cMe CnocOo6HU Aa KOMyHUKMpame 1
fa uanonssame BCUYKM pasnuyHn KomorHaumy Mexay ABeTe nepcrnekTrsn, 3a aa uva-
Me HanCTuHa ycrnex, 3a Aa MOXXeM Aa m3npalliame HeroBuTe Unn HemHUTe NocnaHus.

3alloTo NpaBuUIHOTO NOBEAeHMe e Aa CMe MBKaBu — Aa 13rof3save B efuH cryyan
KOHGbPOHTALUMOHHATA Bb3MOXKHOCT, a B ApYr yHMBEpcanHaTa nepcrnekTrea, a ce yumm
Aa npogaBame NpogykTa cu criopen eK30TUUYHUTE OYaKBaHWs Ha ny6nukaTa unm npocTo
Aa s oTpuyame 1 fa cme abCosOTHO pasnuyHu. EQUHCTBEH BEpEH OTrOBOP TyK HsMA.
Mma MHOro Bb3MOXXHOCTM 11 3apaay MBKABOCTTa BCUYKK Te TpsiGBa Ja ce uayuar.

XpuctusH MNaxHes:

He mucns, ye ce Hanara ga ce BbpHem B 80-Te, 32 fa ce yumMM OTHOBO Ja KOMYHUKUpa-
me. CTpyBa MM ce, Ye ToraBa CMe 3Haenu, a 1 cera 3Haem kKak ga ro npasum. Ho 3apa-
AN nonoxeHuneto npe3 80-Te 1 Han-HOBaTa UCTOPUA Manko cme nosaépasunu... Vinu cmwe
ce CTpemuv ToBa pa3bupaHe ga ce 3abpasu. [nepankn Ha3ag, 6ux B3en 3a npumep
MO€eTa CemMelnCcTBO: 6alla M1 X1BeeLle B pasfeneHa Ha ase kbla. bewe ronama kouia
nHave. 1940 Mu 6elle CBEWEHK C MHOMO BUCOK CaH — npoTonepen-ctaspodop. Vimawe
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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 | 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 | 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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olLLe eAuH BXO[ OT AapyraTta CTpaHa Ha Kbluara, KbAeTo XMBeelle eanH Xxomka. Taka ae-
uaTa Ha xomkara 1 6alla My ca 6unu Han-go6pu NPUATENN 1 cbecegu, Aensdwm egHa noc-
Tponka. Xomkara 1 CBELLEHNKBLT — NPEOCTaBUTENN Ha ABE TONIKOBA PasfiMyHN PENUriu,
ob6uTaBaxa egHa 1 cblua kbla. 1 3Haexa kak ce npasu ToBa. Opyr npumep: B Makeno-
HVs UMame eauH npodecop BbB Punocodcekus bakynTer, KOMTo, Npeanonaram, By e 13-
BeCTeH — nmeTo My e bpaHko CapkaHsu, — ¢unocod n nscnegosaren Ha nonuTukara.
OcnbluecTBM NPOEKT Nofa ume ,Komily Kanumkmk®, TMMMYHO TYpPCKX M3pas, 03Havasalll
BpaTunyka B orpagata Mexay ABa CbCeacku ABopa. Bce owe nanonssamve tasw gyma.
M3non3eame 1 gpyrn Nogo6HN gymu, U TOBa ro Bb3Npremam Kato AafaeHocT... 13pasbt
6u Tpsa6eano aa o3Havasa Hewo kato ,Neighbor’s Domain® — He 6ux Morbn Aa ro npese-
Ja Ha MakKegoHCKM, MUCHS, 3aLL0TO U a3 ynotpebsasam Typckus udpas. MispacHan cbm C
Hero, Taka 4e Hamam MOHATME Kak Aa ro npeseda. Moxxem ga o6cbaym 1 OLe aymu,
kaTo ,cenp“ Hanpumep. HanctmHa mu e Nnpo6siem aa He ce onuTeaMm... Aa NpeseXxaam,

a HAKak ga 06sCHABaM Ha aHrMuaHn KakBo BCbLUHOCT O3HavaBa ,ceup”. Kak TouHo ce
npeeexxaa AeNCTBUETO Aa CMpeLl 1 Aa 3arnefall HAKoro, KOMTo uma npo6nem, u aa He
My nomorHew? He cbm cnocobeH aa ro o6scHs. Ha bankaHute Bcekn cnepga cevpa.
Taka, 3a T031 NpoekKT, ,Komwy kanumxmk®... B eaHa onpepgeneHa vact Ha Oxpug uvaue
MakedoHUM, Mbpum, Bnacu, Typuy, LMraHn — 1 BCUYKKN XMBeexa Wwactnmeo. Toea Ao
80-Te, KOraTo OCb3Haxa, Y€ ca OT pPasfiMyHN HaLUMOHaNHOCTK 1 Hapoau. Mimaxa cu un
npo6énemu, pasnuuHy penurun. Ho BbNpocsT 6elue B TOBa, Ye koraTto nasawe Konepa
unn BenukaeH, BCeKn ce OTrNpaesLle B NpaBocnaBHaTa unm katonuyeckara ubpkea —
BCUYKM AAsXa AnLa N HAMaLle 3Ha4YeHVe MIOCIONIMaHu N ca, UK OT APYr Penuruu.

1 06patHOTO — KOraTto HacTbneLle UCNSIMCKI NMpa3HUK, BCEKN OTuBalle fa sae 6aknasa B
MIOCIOSIMaHCKKMSA Xpam. Hamalle pasnuka... ETo 3alo B3ex CeEMeNCTBOTO CU 3a Npumep,
3aLloTo 6alla My ce ObpXKeLle No Cblyns HauMH C MEH — HAMalle 3HaveHue, Ye Asao Mu
€ CBeLleHNK — Kassawe mu: ,Jlobpe, BbpBU da xanHew 6aknasa 1 NOCTON C NpusTennTe
cun“. ToraBa Ton 3Haelle oa roBopu TYpPCKK, cera He — OTAaBHa He ro e ynpakHasarn.

Jlbuesap Bospxunes:

Bnaropaps 1, XpuctnsaH. M1 6narogapsi Ha MakegoHus 3a JOCTaBSAHETO Ha BCUYKUTE 1
CbCE[HN CTPaHM Ha Bb3MOXXHOCTTA [a MMaT NpeTeHUM, Oa PEBHYBAT 1 fa HacTossar
3a npasa Hapj Cny4yBalloTo Ce B Hes. 3HaeTe — no-cneuuwanHo bovnrapus, Mpums, Cop-
6us, No ceon HaunH AnbaHus. Becekn ncka napue MakepoHus.

OwnaHa MNMonosa:

LLle 3ano4yHa cbC CUHO BNeYaTnnioTo Me n3kaseaHe Ha AnekcaHobp Kboces. Ton 3as-
BU, ye 6ankaHckuTe XyJJO)KHI/ILI,I/I Tpﬂ6Ba 0a non3BaTt BCUYKN KOM6I/IHaLLI/II/I Me»(ny npeac-
TaBUTE 3a yHUBEpPCASIEH 1 6ankaHCKU XyAOXHUK. ToBa My ce CTpyBa npeKaneHo LnHNY-
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Hristijan Panev:

| think we do not have to go to the 1980s in order to learn to communicate again. | 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 | take for granted... It means something like “Neighbor’s
Domain”, | think, though | couldn’t translate it into Macedonian because | use that same
Turkish expression. | grew up with it so | 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? | 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 | 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.
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Ho. CbBETBLT My, JOKONKOTO pas3éupam, e fa npogasame Te3n KOMGUHALMKN KOraTto U Kb-
peto ctaBa. bux no6asuna, ye TeaTpanHUTE N KNHOPEXNCbOPUTE N3MON3BaT Ta3n Bb3-
MO>XHOCT OT roauHu. Npopaeat cneundryHn 6ankaHckn ocobeHOCTM Hanpumep B ep-
MaHus, 3awoTo MepmaHns e Moxxe 61 Han-3anHTepecyBaHa Aa BUAU TakmBa GankaHCKu
0cobeHoCTU. A Korato ce Bpbliat B bbarapus, e gocta 3a6aBHO Aa ce BUan KOSIKO
BCBLUHOCT IOCaAHN ca Te3n UM NOocTaHoBKKW. Vimam npeasug, ye Te3u cneunduyHn oco-
6eHOCTU, UHTepeCcHW Ha EBpona, MONOXUTENHO He Ca MHTEPECHU Y HaC — No3HaBame
[06pe, Tbi KATO MEeXOYBPEMEHHO Ca Ce MpeBbpHanuM B Knuwera. A Wwom cbeeTBall 6an-
KaHCKUTEe XyaoXXHUUW aa n3non3saTt BCUYKU Te3n KOM6I/IHaLlI/II/I, 1N cneumanHo Ta3n ga ur-
pasT 6ankaHCKN XyaoXKHULM, 6UX nonuTana, a kKakBo CbBeTBall 6ankaHckara nyénuka?
Burxa nm 6unmM MHTEPECHN 1 BaXXKHW B CaMUsi PEFMOH TakbB TUM pa6oTn?

Jlbuesap Bosapxunes:

Mora fa KomMmeHTUpam nokassBaHuTe B MOMeHTa paboTu. ToBa e paboTa Ha XyAoXKHUYKa
oT bocHa — Anmva Cyniesny. EonH Bug nbpdopmaHc. Ta € npopecuoHanHo obyyeH ,Mu-
HouncTau“. O6e3Bpexaa NPOTUBOMNEXOTHM MNHM B BOCHa 1 BCEKM MbT, KOrato pasuncTu
KBagpaTeH MeTbp 60CHEHCKA 3eMsi OT MUHW, Npofasa NpoYncTeHaTa 3ems B HannoHOBU
Top6u. ToBa e aBTopKa OT bankaHnTe, NpogaBalla Hewo MHOIO KOHKPETHO — napyeta
6n13ko MmuHano. Kom e cnegsawmar?

AnekcaHpgbp KboceB:

CmsaTam, ye MECTHMAT Nas3ap uma cBosi co6cTBeHa crneunduka. MpegctTon HU ga oTKpK-
eM Hav-gobpara Bb3MOXHa CToka 3a Hero. OT mMos rmefHa Touka Ta 61 6una obpaseL,
Ha nornepa ot 3anaf — pasnuyH NPON3BEAEHNsl, AEMOHCTPMpPALLM U ChabpXKally 3a-
nagHua HaYMH ga ce rnepa Ha ToBa MACTO.

JTbuesap Bospxues:

Cera vrpaTta 3arpy6si — ga npogasame, Uiy He. ToBa € HaucTuHa Cepro3€eH BbMPOC —
pasnpogaBame nn ce, Unn He, a 1 KakBo MoXxeM Aa npopagem? MNMpeaw rognHn Anek-
caHabp KboceB 6e yacT OT eanH U3KITIUNTENHO BaXKEH KPblr OT MHTENeKTyanuu, Hape-
yeH ,,CnHTE3", KaKTO CU CMOMHSIM, a U a3 65X CbLLO 3a KpaTko 4YacT OT To3u Kpbr. Muc-
ns, ye 6ewe 1993 r., korato ce Bugaxme ¢ Anekcanabp KboceB B MIOHXEH, KbAETO MMax
nsnoxoa. Jonge ga me nocetu ot MbOTUHTEH, KbAETO Npenofasatlle, u npekapaxme uy-
pecHo. VIHTepecHUsST My KOMeHTap Torasa o6adye 6eLle, Ye BCUUKK HMe, KOUTO CME pa-
60TMNM B Kpas Ha 80-Te Hap peanHOCTUTE Ha KbCHUS coumann3bM, Npoaasave Ha 3a-
nagHarta nyénuka napye rno napuye TAnoTo Ha KOMyHU3Mma. AnekcaHgpe, 6u nu uckan ga
komeHTupaw Tosa? CnomHsaLW nm cu ro?

AnekcaHpbp Kboces:
CnomHam cu. Hewwo ce npopape, Apyro — He...

Mapusa-Tanna Kapac:

Awmu, cera ot nepcnekTmeaTa Ha bpunsa no noson bankanute... Mucns, ye rpbUKnTE Xy-
OOXHWLUM Ca B TPYAHO MOSIOXKEHME, 3al0TO YyBCTBAT, Y€ He Ca NpeacTaBeHn HUTO Ha
BaﬂKaHI/lTe, HUTO B eBpOI'IeI7ICKI/Iﬂ KOHTeKcT. ToBa €, KOeTO YyBCTBaT — B HAKaKbB BUA
KOHCMMpaTUBHO MUCneHe. HATO ca eK30TUYHM TUMMYHO MO GankaHCKW, HUTO Mo eBpo-
Nenckn ca nasapHy — He ca NasapHoafdeKBaTHN KakTo ocTaHanuTe B EBpona. Taka ue,
napagokcanHo, psako 6uBaT BKMIOUBAHW B rofieMuUTe U3noXéu kato BeHeunaHckoTo
6ueHane n [JoKkymeHTa, HUTO MbK Ca NOKa3BaHW NOf YCOBUETO ,6ankaHcka pamka“.
BcblHOCT He e TonkoBa 3ne, 3aL0To NOBEYETO MpUM HE BUXAAT cebe CU Yak TOnKoBa
Kato 6ankaHuu. He 6uxa kasanu, ye ce UyBCTBaT TakMBa, 61xa peknu, Ye ce YyBCcTBaT
esponenumn. Vimat sicHa npenctasa 3a bankaHuTe — ¢pusnuecku, reorpapckn 1 Kato 6ms-
Hec, HO He ce ycewaT 06Bbp3aHy eMOLMOHANHO C THAX.
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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. | think that this is too cynical. His advice, as | far as | could
understand, is to sell all these combinations when and where this is possible. | 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.

| 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 | 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:

| 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:

| 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”, | believe, and | was
also part of this circle for a short time. | think it was in 1993 when Alexander Kiossev and
I were in Munich where | 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:
| do. Something has been sold, something not...

Maria-Thalia Carras:

Well, now from a Greek perspective in terms of the Balkans... | 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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LLle B nokaxka paboTuTe Ha ABaMa Unn Tprma XyaoxxHuuy. Te ca MHOro Mnagy 1 nonu-
TUYECKN MHOro YyBCTBUTENHWU. EAHO HOBO MOKONEHME PbLKU XyOAOXKHULM Ce onuTBa Aa
pa6oTu B cTpaHara, Aa He Hanycka Mbpuusi, KoeTo 6e TeHAeHUMsATa B MPOOb/KEHNE HA
roaomHu. OCBEH TOBa Te BEYe nputexxaear ,yHuBepcaneH” e3uk. LLle 3anouHa c BaHre-
nmc Bnaxoc, KoTo pa6oTu Npe3 NocnegHuTe roanHn Had NPOEKT, CBbp3aH C aMepuKaH-
cKoTo noconcTteo B bpuma. Crpagata My e noctpoeHa ot 'ponuyc npea 50-te. UHTe-
PECHOTO 32 Hesd €, Ye € MpamMopHa — OTrpaTka KbM rPbLKUS Ugean cnpsmo Mpamopa B
[APEBHOCTTA — W Ye NpuTeXxasa U3KIIUYNTENTHO OTBOPEHA CTPYKTypa. Ha npnusemHus
eTax uvalle 6ubnmnoTeka, KbaeTo BCekn 6e Ao6pe aowbs. C TeueHne Ha BpeMeTo crpa-
AaTa BCe MoBeYe 1 NMoBeye CcTaBalle BbTPELHO CbCpeaoToueHa 1 3aTBOpeHa 3a
OKOJIHUA cBAT. MuHanaTa rogMHa cbCeHOTO Ha NOCOJICTBOTO NPOCTPAHCTBO 6€ NPEBbP-
HaTo B MeLlexofHa 30Ha C orfes Ha Bb3MOXKHOCTM 3a oxpaHata mMy. [Monvuamn 3anoyHa-
Xa fla KOHTpOonMpaT BCbLUHOCT Lenus 3ao06ukansu, ro ksaptan. W Taka BaHrenuc Bnaxoc
cbbpa BCsKa efHa cTtaTtvsl UM AOKYMEHT, HarnucaHu unm ny6MkKyBaHu rno noBopg, Tasu
crpaga. EgHa ot nbpBuTe My 3apaumn 6e a oTéensssa nossara Ha oymuTe ,Brnact” unm
LMMneprannsbm® B cbbpaHnTe TekcToBe. [poekTsT, Hag KOWTO Ton paboTu cera, ce
CbCTOV B TOBA [a Npecb3nafe apxXuTekTypHUs Mofen Ha crpagaTa Ha ponuyc. Taka, ot
efHa cTpaHa, MMame JOKYMeHTauusTa, cbbpaHa oT Bnaxoc, HaucTuHa emMouuoHasnHa Ha
MecTa, 3acsralla HauasnoTo, a OT Apyra — apXUTEKTYPHUTE MOAENN, CTYAEHN N CTATUYHM.

[Hec nma gocTa rpbLKN XYOOXKHULM, OCOBEHO XEHU, MOCBETUNN Ce Ha MbpdopmMaHca

M yyacTBalLM TaMm CbC CO6CTBEHUTE cU Tena. MoBeyeTo paboTaT B M3BbHranepuiitHmn
npocTpaHcTBa. CamnTe XyOOXKHULM HE Ca BKITIOUYEHN B CUCTEMUTE Ha ranepumTe n My-
3euTe. XygoXKHMUKaTa, umito nbphopMaHC Lie nokaxka, ce kassa leoprusa Carpu. EquH
OT NpoeKkTUTE N 6e fa obuTaBa MarasuH, NO-TOYHO BUTPUHATA My B TeueHue Ha egHa
cegmuua. Ta cbbupalle npu ce6e cu BCe NMOBEYE M NOBEYE NPEAMETH, C KOUTO BU XXNBS-
na, NPeaMeTU, C KOUTO BCEKM 91 BIKALLE Kak »XuBee. Hakpas, B HELLO KaTo aKT Ha arpe-
cus, TA M Cbbpa BCUYKNTE, NAKeTNPAa ' B HAWNOHOBM TOP6Y 1 3an0oyHa aa ri mbxa Ha
xopara OT npemMuHaBaliMTe aBToMo6unu. Opyr eanH HEMH CKOPOLLEH NPOEKT 6e oco6e-
HO edeKTeH — TS Bbp3a pbLETE U KpakaTta Cu 1 NMbn3s Taka OT nasapa B LieHTbpa Ha
AtnHa po nnowan ,OmoHuA“. ToBa e rpaacKmaT panoH, NpuHaaiexaty Han-Beve Ha
NPOCTUTYTKWTE, EAMH MHOTFO OMAaceH pavioH, TblNKaH C HAPKOTMLUM U T. H. pes uanoto
TOBa NPOCTPAHCTBO XyAOXXHMNYKATa BYKBaNHO Ce Biayelle ¢ Bbp3aHUTe CU B CUMBOSM-
YeH XKecT pbLe 1 kpaka. OTHe n MoXXe 61 Tpu vyaca... Pa6otata e otnpeaun 6-7 meceua...

Feoprusa Carpm
HoBusT BUYA, 2003.
MbpdopmaHc

Georgia Sagri
The New Kind, 2003.
Performance
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Mapus-Tanus Kapac, Hartawa Wnnu/Maria-Thalia Carras, Natasa llic

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 i,
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
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Mo Bpeme Ha nbpdopmaHca nmalle xopa, ONUTBaLLM Ce Aa A cnpar, Aa OTBbpXXaT pbLie-
Te n... MonuumaTta He pearnpa, camo HabnoaaBalle Kak ce onuTBaTt fAa A pasBbpkarT, a
TS He ro no3Bosisiea. A ToBa e Apyra HelHa pa6oTa OT HEOTAABHA — T PaboTu B TeYeHne
Ha uan mecew, B ranepusTa ,l[a3oH pyx"“. Xogele Tam BCEKM OEH B TEUEHUE HA
nsnoxeéarta 1 B eAuH MOMEHT 6€e 3anbiHuNa LUAnoTo NPOCTPaHCTBO C YyXau Ha ranepus-
Ta Hella, eCTECTBEHN MaTepuanu KaTto NPbLCT U FUMNC; BCbLLHOCT 6€ NoKpuna ¢ runc
Lenns NoA Ha ranepusaTta 1 crnef, ToBa 6yKBaslHO C Mbka CY MPO6M nbTeka npes
nnacToBeTe My, 3a Aa Moxe GM3nyeckmn fa npeceye ranepuinHoTo NPOCTPaHCTBO.

TakaBa xyaoxHuuka cblo e @ann Codornoru, paséupa ce uma U Apyru, KOUTO Pa6oTAT
CbC CpeacTBarta Ha nbpdpopmaHca, MOBEYETO MO YINUUTE U B APYrA OTKPUTK NPOCTPaHC-
TBa. TOBa, KOETO MPaBAT, € CBbP3aHO Hal-Beve ¢ ATHA KaTo eHO JoCTa arpecrBHO 3a
paboTa 1 XXMBOT MSCTO.

Slpa By6HoBa:

B 1031 Kpan numaxme focTa MHTEH3MBHA AUCKYCUSA, OKATO rnejaxme npoXkekumsTa.
LLle ce onntam 6bP30 Aa 06ACHSA 3a KakBO CU roBopuxme... BepoHuka Liekosa Hanpu-
Mep, yyacTHUUKA B Kacenckara u3noxoa, HactosBalle, uYe He 5 e rpuxa ,6ankaHka” nu
BVXOA B TOBA BUAEO, UM He. 3aloTo ToBa € MOXXe 61 6ankaHCKo, HO MOXKe 1 Aa He e.
3anuTax s, He cTasa v Ayma Kak XyaoXKHuukara cama ce yysctea? Vva takosa cneuu-
®UYHO Hewo — ,Nas3apHOCT®, Han-HaMNpea Ha naen, n BTOpO, Ha peanHus nasap, aa pe-
yYem — 1 Ha ugewu, N Ha XyaoXecTBeHn nponsseaeHus. HanctuHa 6mx uckana BepoHuka
cama da Kaxxe, HO HeLLo 5 crupa, OTroBapsa camo C Mo egHa gyma... 3anoyHaxme Hskb-
Ae oT KasaHoTo oT Mapusa-Tanus, KOeTo HaNCTUHA HW 3auHTepPecyBa — Ye rPbLKNUTe Xy-
AOXHULN U TPBLUKOTO U3KYCTBO Ce YyBCTBAT MHOIO noseve rnpencrasawn EBpona Ha
BankaHuTte. ACNeKTbT e, Ye rpbLKUTE XYOOXKHWULM 1 rpbLKaTa XyaoXKecTBeHa cLeHa ca
MHOrO Mo-3anHTepecyBaHy Aa ca eBpOMnencKkun, Uan Beye ce YyBCTBAT Takuea, Aopu 6e3
Aa Npean3BuKBaT eBPONenckn nHTepec. CutyauuaTa B HaWuWs crnyvanm TyK e pasnnyHa,
3all0TO HMUe CMe penpe3eHTupaHn — nmam npensung 6‘bJ‘IFapCKOTO N3KYCTBO N XyOO>XKHU-
un. Heka npuemem, 4ye cme MeXgyHapOAHO penpe3eHTMpaHn eAUHCTBEHO KaTo 6bira-
pY, KOETO 3HauM GankaHuW, eK30TUYHW, CREeLMPUYUHA, MaprMHaNHN 1 KakTo OLLe UcKaTe.
Ho HmKora KaTo OCHOBHO TEeUYEHMe, KAKBOTO U Aa 3Hauu To.

BepoHuka LiekoBa:

Ha Bcska anckycus 3a ta3u 6ankaHcka XyaoXKHUYecka UAEHTUYHOCT Ce YyBCTBaM HeELLO
KaTo M3rHaHuua, 3awoTo CbM 6una B Nogo6Ha CcuTyauus KakTo B IMYHNSA CU, Taka 1 B
npodecuoHanHns cun XmnBoT. [la CbM TakaBa Ce € NpeBbpHano B HeLo HOpMasHo, C Ko-
€70 Ce C6/ibCcKBaM Bceku AeH. ETo 3awo cnopenux ¢ Spa, ye He My e Npobrem, Yye me
KaTteropusunpar KaTo 6ankaHcka XyaoXXHMNYKa, a He No Apyr HauuH. A nHave, paséupa
ce, ye e npo6nem. 3aloTo MM Cb3[aBa OLLEe Hella 3a BbpLIEHe, He caMo aa pa6oTs
KaTo XyAOXXHWK, HO 1 Aa paboTs, 3a aa npemnHa Tasu 6apuepa. Okassa ce KOHPY3HO,
noHe 3a MeH. Kasax 1 cbLo, Ye KoraTo paboTux KaTo XyAOXHUK B Yy»K6MHa, 65X pasr-
neXxgaHa kato 6bnrapka. Kato 6ankaHka — He 3HaMm, MoXe 61 fa, B HAKOW MOMEHTM, HO
OTHOLWEHneTOo 6ewe pa3nuyHo. OTkak CbM ce BbpHana B bbarapus, kateropnyHo cbm
onpepensHa kaTo 6ankaHka. Moxxe 6u ce cnyusa Taka, CTpyBa Mu Ce, 3al0To paboTaTta
MW CE NMPOMEHM, 3aLL0TO € U3BbPLUEHA TyK 1 Npouanusa ot bvarapus. He 3Ham. He nc-
Kam fa ce okaxka MofMTUYECKN aHraxkupaHa. 3a MeH uanata Tas3u UCTopusl € No-CKOpo
nuyHa. BbB BCeKku cnyyan YyyBCcTBaM Ce M3rHaHuua B MHOrO OTHOLIEHUS. KonTo Moxe aa
ro NoHece — ouensaea, mucns. Konto He moxe... VIckam ga kaxka Helwo 3a pabortaTa Ha
MBaH MypnoB, KonekuusTa, KOSTO CbCTaBs. TS He e Helo, KOETO CMaTaM 3a 6afikaHcka
pa6oTa. YyBana cbm 3a opyru, He CbBCEM MOAOBHM Pa6oTu, BCUYKM OENO HA 3anagHu
XyooHuUKM. Brux ce onuTtana ga g knacuduumpam Karto ,XyA0XKeCTBEHO-MHCTUTYLMOHA-
Ha“, He kaTo bankaHcka paboTa.
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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.

lara Boubnova:

We had a very lively discussion in this corner while watching the video. | 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. | 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, | 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 | 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 | deal with on a daily basis. That’s
why | told lara 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. | also told her that when | worked
abroad as an artist, | was considered Bulgarian. | 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, | guess;
because it is work made in Bulgaria and it is derived from Bulgaria (meaning the
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NBaH Mypos:

Pas6upa ce, ye uma Hewwo KaTo CTUKEP 3a 6aIKaHCKUN XYA0XHUK, MOMENEH MO BCUYKU
HW. I HauuH pa ce n3berHe ToBa HaAMa. Taka ye eouHCTBEHUST HAUMH fa ce CnpaBuM e
fa ro nsnonssame. Toea e. Kassam, ye Hewara KOUTo xopara oyaksar oT Hac — OK, B
HanU4YHocCT ca. B HanMyHOCT cbM KaTo bankaHCKn XyQoXKHUK.

Slpa By6HoBa:
Bcuruko, KOeTo nckar OT Hac, € B HanMYHOCT — uyxTe N ToBa? Tosa ca uyBcTBara Ha
eaunH mnang Xy,ElO)KHVIK.

NBaH Mypos:

[Ja, ToBa e, KOeTo xapecBam B CO6CTBEHUS CU MPOEKT — kpaxkbaTa Ha dparmeHTn OT
npousseneHus. ETo rm Tesn ,KonoHManMCcTCKn® Hewwa, KOMTO Kpapa 1 ,,CbXxpaHsBam® B
~My3esa“ cu B Bvarapus.

Jlbuesap bospxunes:

Mwvcnsa ga ce 3aBbpHEM KbM ,AEHTUYHO-B3PUBO-NpeToBapeHna“ acnekt. Ctpyea mMu ce
nHaue, ye ry6um putbm. KonkoTo o ,BCcuuko, KoeTo nckar oT Hac, € B HalIMYHOCT..." Ha
MBaH Mynos, uckam ga gam npumep. Tor e CBbp3aH C LepemMoHnaTa No OTKPUBAHETO,
ronsgmodopmaTteH Npuem, Ha egHa OT Han-rofnemMmnTe N3n0X6M Ha CbBPEMEHHO N3KYCTBO
oT bankaHuTe, cbeTosina ce npes nponetra Ha 2003 r. B Manko rpagyve kpan Bruena B

NeaH Mypnos
®parmeHTu, 2003-2004.
PbuHO HanpaseHu KyTuu,
OTKpagHaTh GpparmMeHTu.

Ivan Moudov
Fragments, 2003-2004.
Hand-made boxes, stolen
fragments.
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BepoHuka LlekoBa/Veronika Tzekova
Sweetshirt, 2002

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

lvan 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. | mean that the
things that people expect from us, OK, they are available. I'm available as a Balkan artist.

lara 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 | like in this project of mine, the theft of fragments from artworks. These
are these “colonial” things that | steal and | “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, | 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. | don’t have such a suit and | borrowed one from
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yacTHa Konekuma-mysen. 1snoxxéata Hocelwe Ha3BaHueTo ,KpbB 1 Mefn’, Kakto 3By4un
Cropef HAKOM Xxopa NPeBoabT OT TYPCKM Ha gymara ,6ankaH”. U Taka, nmawle npuem,
Ha KOMTO Ce oYakBalle MoceLleHNeTo Ha npe3ugeHTa Ha AscTtpus. lMNpean pga noternat
3a BueHa, BCMYK/ NOKAHEHN Ha OTKPUBAHETO YYaCTHULM 65Xa MOMOSIEHN Aa ce ABAT C
odurumanHo 061ekno. 3a XXeHnTe XyOdOXKHUYKK 6eLle NecHOo, Cnep KaTo BCe eaHO npute-
»KaBaT Kpacusu gpexu. Ho 3a MbxeTe XyaoXHuUM 6e TPyAHO da ce cHabasaT ¢ oduum-
anHu KocTioMu. JInYHO a3 HAMam TakbB U MU Ce HanoXu ga 3aema eaviH OT GUBLLS Ky-
TypeH artawe Ha ABctpusi B Codus. 3a OTKpUBaHETO TOM MU Aafe Han-xy6aBus cu Koc-
TIOM, Cfef, KaTo CcbliaTa Bevep 6e 3aeT C nocpeLlaHeTo Ha ocBo6oaeHnTe B AmKmp
aBCTPUNCKMN 3anoxHuum. Tpsa6salue ga xogm B 3anubypr 1 Taka To3u KOCTIOM ocTaHa
3a MeH. BbrnpochbT e B TOBa, Kak OTBpbLUALL HA yAapa, Korato Cy CTUrMmatnuanpaH?

M npumepbT MU TYK € OT OH3M nprem. EQHCTBEHNTE XYAOXKHNLM OT MbXXKW MOS, NOsSBU-
NN ce Taka, KakTo cu 6gxa, C 4ocTa KUYO3HN Apexu, 6axa mnapgexute ot AnéaHums —
Anpu Cana n Egn Myka, kakto n ot Kocoso — Ep3eH LLkononu n Cucnen Oxada. Jon-
Aoxa 6yKBanHO csikall ca ce rnacunm ga XogsT no KpbuMu UM Hacam-HaTam. Tps6sa
oLle fa 3HaeTe, ye 6axme npepynpeaeHn — ako He CMe C MNOAXOAALL, KOCTIOM — HAMa fa
HU gonycHat, HAMa aa HM NO3BONAT Aa CKaHfanusnpawme nornegute Ha aBCTpVII7ICKI/Iﬂ
npes3ngeHT u gpyrute opuumanHn nuua. Bece nak, Wom Te3n Mnagexu ce nossuxa, ec-
TECTBEHO, Ye MM JonycHaxa. A, 06pasHO ka3aHo, MoXXexa Aa 6baart 3puTaHu — oTka-
3anu ca ga [ocTaBaT OHOBA, KOETO UM e nouckaHo. [pocTo 6sxa pewnnun aa urpast
TaKa, KakKTo MM ce XapecBa. Hsamam noHaTtue Aann BCUYKO CTaHa opraHn3npaHo — Muc-
ns, ye He Gewe cnyyanHo. CMeWHOTO 06aye ce Chyyn, Korato Ha CyTpuHTa cneg
OTKPMBAHETO Ce MOAroTBAXME 3a HamyckaHe Ha xoTena. [lokato 3akycBaxme, Tam 3a-
6enssax, ye eauH OT ABUINTE Ce NpefgHaTa Beyep Mo TEHNCKA Y U3TbPKaHWN [IMXKUHCH —
an6aHeubT AgpuaH lMNaun — ce 98K Ha 3aKycka C MOAEH KapsB KOCTIOM, KOATO € Hocen
cbe cebe cu. NMommcnux cu, ye ToBa € eAuH BUA o6bpHaTa cTurmatusaums. Mimam yce-
LaHeTo, Ye KoraTo Cu CTUrMaTu3upax, e no-gobpe ga ro npvemell, a crnep Tosa aa
npo6eall o6pbluaHe. Cob6CcTBEHATA MM CTpaTerna 3a obbpHaTta cTurmaTmsauns €, ye Ko-
rato mm ce criyum na CbM B HEMCKOrosopsliia CcTtpaHa, nokaHeH aa yyactsam B KOH(I)e-
peHums Unu CMMNo3nyM, M306LLO B HELLO, CBbP3aHO C rOBOPEHe npeq nybnuka, n xo-
parta n3nuTBaT TPYAHOCTM B MPOU3HACSHE Ha MMETO MK, 3a Aa M1 ynecHs, NpocTo Kas-
BaM, 4e CreumanHo Ha QHellHaTa KOHpEepeHUMs e OTroBapaM Ha UMETO ,XenmyT*.
|/|3BeJJ,H'b)K BCUYKM 3anoyBaTt ga npon3HacAaT MMeTo M1 npaBuHo... KboceB ncka ayma-
Ta, HagaBax ce Ha ToBa.

AnekcaHpgbp KboceB:
E,EI,I/IHCTBGHOTO, KOETO TBbpAsX, 6eme, ye CblluecTByBaT pas3siMyH BUOOBE cTpaTernn.

Kupun lMNpawkos:

Vckax na pearvpam npu Bugeoto, nokasaHo ot Mapus-Tanusa. Ot gpyra ctpaHa, oymnTe
Ha AnekcaHabp KboceB — MbpBO Te3U, Ye HeLLo Ce Xxapuu, ApYro — He, U cera 3a pasnny-
HWUTE cTpaTernn — Cbo nagaT Ha MsAcTo. MNMutax Mapusa-Tanua gann nbppopmaHChT Ha
XyOOXHMUKaTa C Bbp3aHU pbLe N Kpaka e 6un paspelleH. Janu e pearnpana HiKkak no-
nuupmaTa? OTroBopsT Gele ,He“. Bb3MOXHO e ToBa Aa e npuunHarta fa yceTs, ye nbp-
dopmaHchT ce e cnyuun Ha bankaHuTte. Hakak Bnactute ca OTONKOBA LOKMPaHN OT
TOBa AENCTBME, BKAAT rO OTOSIKOBA HEHOPMASHO, Ye He CMEeST Aa pearnpar U ocTaBsT
nMbpdbOpMaHCHT Aa 3aBbpLuM NIOMMYHO, 6€3 fa OCTaBSAT NPbCTOBUTE CY OTNeYaTbuy Nno
Hero. He cbm 0COGEHO cUrypeH, Ye n3BbH bankaHnTe TakbB MbpdopmMaHC 61 nvan Cb-
wara ,cbgba“. Ctpysa Mu ce cme yyBany 4OCTAaTbYHO 3a CNPEeHn OT noavumaTa mbpdop-
MaHC1 U3 eBPOMNenNCcKN rpafoBe, ako He e MMasno CreunanHo U KaTeropuyHo paspelle-
HMe 3a NPOoBEeXOaHeTo M. ToBa NpaBun TO3K aTUHCKK MbPPOPMaAHC MHOIO 6/IM3bK TYK,
Taka, Kakto Mu ce cTpyBsa, ye B Codus mora ga cvm no3sons ga npass KAaKBOTO CU UCKaM.
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JTbuesap bospxues/Luchezar Boyadjiev

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. | 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. | don’t know if that was spontaneous or
organized - | 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 | 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. | thought
that this was a kind of reversed stigmatization. | 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 | 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, | just say that for this particular conference | would respond to the name
Helmut. And then all of a sudden they start pronouncing my name correctly. Kiossev
wants to say something, | was hoping for that.

Alexander Kiossev:
| only said that there are different strategies.
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Mo TemuTte ,Hewwo ce xapun, ApYro — He“ n ,BCUYKO, KOETO O4akBaT OT Hac, € B Hanmu-
HocT, ToBa no aymute Ha MeaH Mynos. CnomHam cu paéoTara, uutupaiia rpaduTi ot
OOH-xonaHackute kazapmu B CpebpeHunua, Ta3u Ha Lenna Kemepuu — ,bocHeHcka pe-
Bomka“ (2003), ¢ 3nNMcaHOTO, JOKONKOTO CY CNOMHSM: ,Bbe3 3b6u...? MycTakara...? Cubp-
On Ha namnHa...? bocHeHcka nesonkal”. Toea rpadutn 6€3 CbMHEHNE Ce OTHACs KbM
HeLlo B HannuyHocT" 3a Te3n OOH-xonaHackn BonHMLM B CpebpeHnLa, NpucTurHanu ¢
uen Ja sawumrasar xopara OT aHknaea. Ha gpyrusa nonoc nmame TBbpaoTo MHEHME Ha
xopa ot 3anagHa Espona, nocetunn Codus u pearnpawiy Ha 06MeKNOTO Ha MiagnTe 6bi-
rapku — BCEKWN MbT MUCAAT, Ye MOMMUYETATa Ca O6JIeUeHN KaTo NPOCTUTYTKWU. Tasu Bapu-
aHTHOCT Ha oYakBaHWATa 3a npegnaraHa CToka U Ha TbpCEHOTO € HaucTuHa N3yMuTesHa.

Bnapmna Muxannosa:

CepmosvaT BbMpoC 3a MeH e — KaKBO BCbLHOCT npeacrtasiidaBa 6ankaHckaTa NnaeHTn4Y-
HocT? [anu e eguH BUA paHa, unun e cneundmnyeH Nnpobnem BbB BU3yarHUTE U3KYCTBa?
Mwucns, ye Npo6nembT Ma CBOSA MONUTUYECKA CTPaHa, 3awoTo e Npo6nem 1 Ha Npes3eH-
TaumaTa. CTpyBa Mu Ce, Ue obp)kaBaTa CbLUO Npou3Bexxaa knuiwera. [poénemst ,6an-
KaHCcKa MOEHTUYHOCT" — WO e TO 1 NpuTe)xaBame N Takasa, € Npo6sieM Ha Cb3AaBaHETO
N penpopyumMpaHeTo Ha KynTypHU KnuweTa. Taka ye siBsiBa ce KaTto Npo6siemM 1 Ha Nonu-
TMKarta B Kyntyparta. He cu cnomHsam oa cme roBopuiv 3a Cb3[aBaHeTo Ha KnuweTa Ha
HMBO Obp>kaBa 1 OCOGEHO B MOJMIETO HA KyNTypHaTa nonmTrka.

Ypouw [xypuu:

Vckate pa uyeTe Hewo 3a KnuweTaTa, HAKOM Abn6ok aHanu3? E, ako nutate MeH, He Me
e rpwxa 3a TsX, HO eQHOBPEMEHHO MPEeKpacHo MM no3Hasam. Pasrosop 3a knuwerara,
N3BECTHU Ha BCUYKWN HW, BU BUN M3KMIOYUTENHO CKyyeH. KnuweTo cbliecTByBa, 3a aa
6aHanu3unpa Hewwo Beve 6aHann3vpaHo. He me nHTepecysa naBawmaT OTKbM Obpikasa-
Ta cTepeoTun, a GakTbT, Ye AbpKaBaTta e peasnHa UsnocT 1 Ye HaMa Kak Aa nséerHa
ToBa. Bcuukn cme Bb3nuTaHM B AbpyKaBHa yuunmLiHa cMcTema 1 MoBeyeTo OT Hac ca
nprenu HayyHata 060CHOBKA 3a HanMUMeTo Ha NoJo6HM KnuweTa. VictopusaTta kaTo Hay-
Ka e ednH BUA QOrOBOPEHOCT Ha OTAESNHM MOHOMONNCTM Aa n3obpasssar cebe cu Kato
AOCTaBUMLM Ha abcontoTHa UcTHA. Ho ce Bkaa kak Tasu ,a6CconioTHa UCTuHa ce
NpoMeHs OT Bpeme Ha Bpeme. ToBa ca riynocTu. I noBeueTo oT Bac 3HasT 3aLuo.

Vckam pa Bu otBepa gpyrape. Npousxoxpam oT Cbpbusi U, KakTo 3HAAT MHOMO OT Mpu-
cbCTBaWMTE, Ce Ka3eam Ypouw [xypuu. PaboTtarta e Tam, Ye He CbM NpenBmKaan XnBo-
TbT MU fa € nogobeH xaoc. Korato 6ax Ha 20 1 owwe yyex, MUCNA, Ye Usa10TO My MOoKone-
Hue oT 6mBLa lOrocnasus He e Npegnonarano TakaBa pa3pyxa, KakBaTo BCUYKM NPexu-
Bsxme. Pa3pyxarta ctaHa go6po nose 3a 3aBpbliaHe Ha NMOBEYETO KNMLWETA, BEYe B Ha-
nuyHocT npe3 19 1 20 Bek, 1 NOCY)XM 3a A0Ka3aTeNICTBO, Ye NpUTexXasar 34pasa ,Hayu-
Ha“ ocHoBa. [Mogo6Ha paspyxa gocera B Uctopusita He e nvano. Llle otéenexa, ue Ko-
rato 6sx nokaHeH ot PeHe Bnok pa yuactsam B nsnoxeéara my, M306LU0 He CbM Ce MUC-
NN 3a NOKaHEeH KaTo HAKOWM, ONpuiMyeH Ha 6ankaHCcKn XyooxxHuK. Hagseax ce, u Toea
CbBMnaga c MOETO ero, Ye CbM MOKaHEH, 3aL0TO CbM A06bp XyAOXHUK, KAKBOTO 1 Aa
3Hauu ToBa. 3allo ro ka3sam? 3alloTo € OT K/IIDYOBO 3HaUeHne 3a MeH. 3aLloTo, Kora-
TO MUCEx 3a cebe Cu KaTo XyAOXKHUK, He CbM ONuUTBas Aa ce NuTam 3a KOHTEKCTa, U3r-
neXxpaly, ToNKoBa BaXkeH AHec. ToBa BaXknm 0CO6EHO 3a U3NoX6UTe, KoraTto 65X No-Mnag
1 BaxkHa 6e npomouusaTa. Cera N3KyCTBOTO € HSIKakK MOAYUMHEHO Ha KOHTEKCTa, KOWNTO U3-
rnexga oa e MHOro no-BaXkeH OT CaMOTO M3KyCTBO. He My nyka fga Bu Kaxka uctuHara.
Kato rnegamMm BCUYKU Te3n 6ankaHCcKun VI3)'I0)K6I/I, HaUCTUHa He mMora ga otratHa npuynHa-
Ta XyOoXKHULUM OT HSIKOWN ONpefeneH perMoH aga 6baat nokassaHu U M3KYCTBOTO MM M3na-
raHo. lMpeny HAKONKO roguHn GeLle ronsam XuT fa ce nokassaT CKaHOUHABCKN XYLOXHU-
un, HO HuKon n3 CkaHaMHaBKSA He e NTaH 3awo ToBa ce cnyysa. [1pocTo ro npmuemaxa.
Mwucns, ye Nnogo6HO NTaHe e MbIHO Hepa3bupaHe camo no ceée cu. MNMpobnemsbT Ha
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Kiril Prashkov:

| 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. | 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”. | 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 | think that in Sofia | can do whatever | 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. | remember the work, which
was quoting graffiti from the UN/Dutch barracks in Srebrenica, the work of Sejla Kameric
“Bosnian Girl” (2003) saying, as | 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? | think that this problem has its political
side because it is also a problem of presentation. | 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. | 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 | don’t care about them but | 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 | 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. | come from Serbia and as most of you know, my
name is Uros Djuric. The point is that | didn’t expect my life to be such chaos. When

| was twenty and | was studying, most of the people from my generation in former
Yugoslavia, | 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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Ypouw [xypuu/Uros Djuric

6ankaHckuTe obLlecTBa e, ye camute bankaHu n camuTe obLLECTBa ca HAKaK o6LlecTBa
Ha mankarta nevan6a. Korato PeHe Bnok me nokaHu... PeHe, n306L10 HIMax Bb3MOX-
HOCT HamcTuHa fa NOroBOpPMM — OCOGEHO Clef OTKPMBAHETO GELLE rofigma 6bpKoTus 1
HSIKaKbB ,.60auUrapn”, nerm3mpaH kato 60CHeHcKarta xyaoxHuuka Mas banesuu, nokon-
KOTO CU CMOMHSAM, Te 6ewle npeB3en... [Mo-KbCHO [OCTa Ab/ITO Pa3MUCSX U Ce OnuMTBax
Ja T Hanuwa nmcmo, nuuwex ro B rmaBata Cu, 1 TaM UCKaxX a TU KaKa KOJTIKO BCUYKO
MU e xapecano. 3awo? 3aloTo No BpeMeTo, Korato Me NoKaHu Aa gonpga u yyactsam B
nanoxoara, yetax moHorpadpus Ha xed KyHc, nsgapeHa ot Taschen. Bbtpe nva moLu-
Ha 6ubnuorpadus n Buasx, ye hked KyHC Coum KaTo KoUOB TEKCT 3@ N3KYCTBOTO CU
eavH TBon TekcT. He mucns, ve xed KyHc ce e nutan 6uBa nu aa cnoxu B 6ménmorpa-
dusaTa cu TekcT Ha PeHe bnok. Taka ye pascbxgaBam Mo CbLUMS HAYMH KaTo Hero, Ma-
Kap u ga He CbM MOXe 61 B Herosara no3uums noHactoswem. Moxxe 61 H1Kora Hsima 1
fa cbM. Ho npesra e, ye uckam ga Cbm npeycnsasal, XyaoXHnK kato [hked KyHc n 6ux
6uUn abcontoTeH 3aAHMK OOPU Aa NMOMUCHS Aa OTXBbPAsS NokaHaTa TW. 3awoTo A Buxaam
KaTo Bb3MOXXHOCT He Nno-manko ot [hxked KyHc. Ho Hero mbk HMKOWM He ro nuta 3ailo nu
A Npuema; Ta NPOCTO U3MMexxaa nu3uano nprvemnmea. M Bce nak, Bcekn pascnensa 1asu
n3noxkéa n Me nuTa 3aLlo CbM Mpren nokaHara — amm TOYHO 3apaau Toea! Vickam ga
CbM 4acT OT XyAOXXeCTBeHaTa CLeHa, Np13HaT 3a A06bp XYAOXKHUK, a roneMnuTe Xyaox-
HULM TV NPU3HAaBAT Ha rofieMmn N3noXou, a roneMmTe N3noXxx6m ce cryysaT B ronemm nH-
cTuTyumu... A TouHo npean 10 roguHN XXMBOTBLT MU 6elle af. 3atosa nMbk 10 roanHu cnep
ToBa usnaram B Kunsthalle Fridericianum B Kacen. He e Tonkosa 3ne. Paséupa ce, ye
BCEKMN MUCIIN MO TO3MN HauuH. A cera e B/ NoKa)ka peakuuata Ha egnH MHOro mnap, Xxy-
OOXXHUK, nNo3HaT kaTto 3amna au JleoHe. BCbLHOCT HUKOM He 3Hae Kou e 3amna au
JleoHe. Cbec curypHocT »xmBee B benrpap n npes nocnepHuTe 12 mecela HU uanpawa
Mo efIeKTPOHHA Mol MHOrO MHTEPECHM MOCNaHNs, B KOUTO MO HANCTUHA NHTENUTEHTCKIN
HauuH, HeLWo KaTo UMHNYeH 6ankaHcku AnekcaHabp BpeHep, ce onuTea aa ce NpoTuBo-
NMoCTaBU Ha LeNIns KOHTEKCT Aa Cu NpeycnsaBaly, XyooxxHuk. ETo ro — ,B 3agHuka Ha
BankaHnTe®, moxxeTe oa ro Bugmte u no VIHTepHeT... 3HaeTe N KakBo € BCbLUHOCT
Zampa di Leone? 13BecTHa cucTema 3a npennassaHe Ha aBTOMOGWIN, HKAKbB Npea-
naseH ras unm Hewo Noao6Ho. U Taka, ToBa e aHTonoruaTa, o3arnaBseHa

,B 3agHunka Ha BankaHute“...
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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. | want to point
out that when | was invited by René Block to participate in his show | didn’t think of
myself as someone who was invited because he was recognized as a Balkan artist.

| hoped, and the same goes for my ego too, that | was invited because I'm a good artist
whatever that means. Why am | saying this? Because this is of key importance for me.
Because when | was thinking about myself as an artist | never really tried to question the
context, which seems so important today. This is the case especially with the shows
when | was younger and promotion was important. Now art is somehow subordinated to
the context which seems to be much more important than art itself. | don’t particularly
care about telling you the truth.

When | see all the Balkan shows, | 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. | 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 | remember, was always around you... Afterwards | was
also thinking for a long time and trying to write you a letter, | was writing letters to you in
my head in which | wanted to say how much | liked everything. Why? Because some-
where around the time you invited me to come and participate in the show | was reading
a monograph on Jeff Koons published by Taschen. There is a big bibliography there
and | saw that Jeff Koons refers to a text by you as one of the key texts about his art.

| 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 | want to be a
successful artist like Jeff Koons and | would be an ass to even think about rejecting your
invitation. Because | 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 | accepted taking part in it. Well, it’s just
because of that! | 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 | 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”...

lara Boubnova:
Uros, what'’s the conclusion?

Uros Djuric:
There will be a conclusion...
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flpa by6HoBa:
Ypolu, KakbB € u3BoabT?

Ypouw [xypuu:
LLe nma...

Slpa by6HoBa n gpyru rnacose:
»CbeOMHEHMETO NpaBu cunarta“ e HanMMcaHo BbpXy GbMrapCcKus NaprameHT.

Jlbuesap Bosapxues:
[a 065cHS 3a uy>KOecTpaHHUTE HU FOCTY — TakbB € JIO3YHIbT BbpPXy 6birapckus napna-
MeHT. Ho mncns, ye e B3eT OT napnameHTta Ha benrus.

Mapua-Tanna Kapac:
EpovH momeHT. Korato nocetnx Cbpbus, egnH OT NokasaHuTe CUMBONN ce Bodelle da-
LUINCTKN — KAKbB € KOMEHTapbT T?

Ypouw xypunu:

Awmu, korato nocetux MHams... KpbCTbT MOXe fa e 3Hak 3a BCuyko. U Tbin kaTo couexte
KbM KnvlieTaTa, eTo HM OTHOBO TaM. be3 3HaueHune uckarte nu ro, NN He, KNULLETO € BU-
Haru n3non3saHo, 3a fa 3aBnagssa, 3a npuéupaHe Ha napw No eanH Uam gpyr HauvH.
Tosn obaye Mu xapecsa...

Slpa by6HoBa:

Hsimax noHsATMe KakBO 0O3HauyaBa TO3M CMMBOJI, HO 3a HellacTue TON 3Hauyn Hello
TOSIKOBa No3Hato, Ye He mMora fa ce Bb3xuTs. Moxe 61 PeHe Bnok e otroBopu nnm
KOMEHTUpA.

PeHe Bnok:

Ja, we KomeHTMpam gymute Ha Ypoll, 3a ga ro owactimes... BuHarn cn 6un kaHeH kato
MHOrO IO6bP XyAOXHUK. He KaTto CbpbyH, a kaTo 4O6bP XYAOXKHUK. V1 aa Tn Kaka — Hu-
kora He cme kaHunu xed KyHc BbB Fridericianum... MNpean aa 3anoyHa ga nus, Moxxe
61 TpsA6Ba fa BM paskaxka egHa uctopus 3a potorpadusTta. Qotorpadusta e MHOro
Ba)kHa Ha bankaHute u, nsrnexaa, B bbnrapumsa cowo. Cnyyka ot gHec: oTnpoxme ¢ Ha-
Tawa Wnunu Ha pasxopgka n3 Codus. Bopesixme u3 ynuuuTe; T8 Hanpaeu gocrta doTorpa-
dumn Ha nHTepecHu cutyaumun. Cnep ToBa ce kaumxme Ha TpamBan fa ce npuéepem.
CepHaxme BbTpe; OGMKHOBEHO Ce BO3UM Ha Tpamean 6e3 6unetu. M Taka, cegHaxme u
ce nony4u, Yye BUASX Kak HAKOW KyrnyBa 6unetn ot BatMaHa otnpen. Kasax cu, amu fo6-
pe, TpsIGBa fa oTuaa Hanpeq u aa kyna 6unetn. Taka n Hanpasux. A Hatawa mu nokasa
Masnka MallunHKa Hapg rnaBute Hu. [bxHax BbTpe 6uneTa, HO HULLO He ce cryuun. i3Bagux
ro. He muHaxa u 45 cekyHan n ce NosiBN eauH TUMN — KOHTPOsbop. MNokasax My TOKy-LO
KyrneHute 6uneTn, Ton rv B3e 1 HX Nokasa Kak gencrsa mawmHkara. Cnep ToBa n3saau
OT Hkoba cu opyru Asa 1 kasa: ,Ten leva“, 3aworto cme 6unu nbTyBanu 6e3 6unetu. 3a-
NMoyYHaxme TeXXbk crnop. /130610 oTkasaxme Aa nnatum, Tbil Kato 6axme Kynunm 6unetn
1 NPOCTO He 3Haexme Kak ga rm nepdopupame... B HakakbB MOMEHT Ka3ax Ha Hatawa
fda nsnu3ame oT TpamBasi, Ye He XXenaem naseye Aa NbTyBame C TO3U TpamBan. A KOHT-
ponbopbT peue: ,oBam ¢ Bac; we Bu Boasa B nonuumsaTa“. Cnese ¢ Hac, ObpXXenkn me
3a pbkarta. Tam umalle brbf 1 KofioHa. MNputucHa Me KbM KosioHaTa 1 Npoabihkuxme aa
ce pasnpassme. Toraga My gonge Ha ym — ,Harawa, cHumam Hu, ako obuyalw“. Ta n3ea-
Ou anapaTta 1 H1 cHma. Ton CTpalwHo ce pa3cbpau, Kpuelle ce 3ag Hac. Cnep Toea
n3bgara. Hue cblo TperHaxme, 3a aa paséepem cnep 50 meTpa, Yye CMe TOUHO npes Xo-
Tena cu. YynecHo 6ewwe. Taka ue, HoceTe BuHarn GpoTokamepa cbe cebe cu!
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OparmeHTn ot cepusTa Ha 3amna an JleoHe cromeHaTa ot Ypou [hxypuy
Fragments of Zampa di Leone’s series, quoted by Uros Djuric

lara 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, | believe.

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

Uros Djuric:

Well, when | 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. | like this one,
though...

lara 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?
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Jlbuesap Bosapxues:

ToBa e o6bpHaTa cTurmatudauus. PeHe, MOXXeM N Aa 3akmioumm, Ye CU U3nuTasn CroH-
TaHeH akT Ha o6partHa cTurmatmdaumsa? CturmatTmaupany ca Te Kato HapyLwuTen, KaTo
MPBbCEH Yy>KaeHeL, 3a npoTokona! ToBa € MHOro BaXkHO.

Vickam pa ocBo6ogs TepeHa 3a nocnegHust H1 ,cbecTe3aren” no 6ankaHcka NU3BecTHOCT
1 cnaea — XyaoXHuKka ot PymbHus [aH MNep>XoBCKW, N3BECTEH, Ye NpaBn PUCYHKN HaB-
caKkbae no ceeta. PUCyHKMTE My ca MHOrO KOMYHUKATUBHW. [JaH CbLUO e N3BECTEH CbC

CMeCeHUTE CU YyBCTBA HA MOEHTUPUKALMSA — KOraTo ro nuTaT ,XyAOXHWK nn cTe?, Ton
oTroeaps — ,He, kapukatypucT!“. A korato ro nutat ,KapukatypucT nun cte?*, otroBaps
~He, XyooXHnK cbm!“.

HaHn Mep>xoBCcKM:

KakTo BmxaaTe, €To Taka onnceam ceée cu. Mima MHOXeCTBO Hella, KOMTO MU ce Hana-
ra ga npass, 1 Masnko Hela, KouTo My ce NpasaT. VIHTepecyBam ce OT permoHa, KboeTto
)XMBES, Makap Oa e TONKOBa pasfeneH OHEC, HO CbLo Taka oT CbeguHeHNTe Wwatn n
EBpona. VIHTepecHn ca My No-UsANOCTHU Helwla 1 ToBa €, 3a KOETO e roBOPUM MO-KbC-
Ho. LLle BU nokaxka NpoekKT, KoUTo n3nbiHux B EceH, N'epmaHunsa, MuHanaTa roguHa. Toea
€ 6VBLIa MUHA B rpaf OT HAKorawHus Pyp, KbOeTo MUHWTE ca 3aKpUTW OT FOAUHN, KOETO
MbK NPEACToN Ha MosITa CTpaHa cera.

ETo Taka uarnexaga — eguH Bua peakuus Bbpxy MexXayHapoaHW, HaUMOHaNHN, MECTHU 1
M4YHK cnydku. e ce onntam ga ce NpeacTaBs KOKOTO e Bb3MOXKHO Mo-npocTo. Lle ce
onnTam ga roBopsi 3a CO6CTBEHUTE CU Tpareamun 1 KNUWeTa, HO U 3a 3anagHuTe Taku-
Ba... ToBa, KOETO BiKAATe B MOMEHTA, ce crnyysa no ynuuute Ha Kacen, kbaeto nsépax
Aa CbM N3BbH n3noxbara, No ynuuuTe, 1 Taka fa He My focaxaaT ¢ BbMpOCU Aanu Cbm
6ankaHcku, unn He. Onuceam ce6e Cy KaTo NOIUTUYECKUN XYAOXKHUK C NOSIUTUYECKN
[OHEBEH pef, OTYaCTX 3aW0To TOBA € pa3kal 3a MosiTa CTpaHa, He camo XXuBsina nog,
avkTatypa, HO 1 XxapecBella auktatypaTa. I36pax ga Hanpassa Ta3un npe3eHTauuns TOKy-
L0, 32 BPEMETO B KynTypaTa Npu Hac, Korato U3KyCTBOTO CE CAaMOUHCTUTYLIMOHANN3K-
pa. PeanHocTTa B cTpaHata MU cera e, Ye AeMoKpaLuus o3HavaBa peknamva Ha ,,J>KoHu
Yokbp“ Bbpxy crpaparta Ha 6uswata Cekypurarte. KakTo 3HaeTe, npyHaanexxaoTo Ha
~PKOHU Yokbp“ noro e ,Keep walking“. 3a meH ,Keep walking® Ha TanHute cnyxéuv n
JvKTaTyparta o3HavaBa, Ue Ham-y)KacHaTa crpafa Ha CBeTa, BTopa Mo pa3mep eanHCT-
BeHO cnef MNeHTaroHa, ABOpeL, Ha AuKTaTypaTa 1 napfamMeHT NoHaCTOsLWEM, BuKaaLla
Ce OT BCMUKM Bb3MOXXHU YacTn Ha bykypeLl, aoHec e cepanuuie Ha My3es 3a CbBpeMeH-
HO M3KYCTBO B CbLUMs rpag. A eTo ro 1 Tina, KOUTo peLwn ToBa, NpeMuepa — MHOro 13-
BECTEH NOBEL, Npunyaly Ha apyris NnoBeL, 3HaeTe — OLe No-U3BECTHUS. ..

Crp./Page 56-57.

OaH MepxxoBCcKN

Bana kpepa — yepHu Bbnpocu, 2003.

[MpoekT B pamkute Ha OTBOPEH rpag — HauMHN Ha
ynotpe6a, CbBpeMeHHO N3KYCTBO U KpUTUKa
Kokerei Zollverein, EceH, l'epmaHus

(netannu, ¢otorpadun AHapeac Busen)

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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PeHe Bnok/René Block

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 | start drinking | should tell you a story
about photography. Photography is very important on the Balkans and in Bulgaria too it
seems. A story from today: | went with Natasha llic 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 | saw that somebody bought a ticket
from the driver in front. | said, well, 'd go and buy tickets in the front. So, | did. And
Natasha showed me a little machine above our heads. | put the ticket in but nothing hap-
pened. | took the ticket out. In about forty-five seconds a guy came, a ticket inspector.

| 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.

CEBRING [ WG
AN ESTERN JALVES

;?'3,:::{\1
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HaH Meprxxoscku, bawak CeHosa/Dan Perjovschi, Basak Senova

Jlbuesap BospxneB n rnacose:
N Ha >KunBkos...

HaH MNepxxoBcKu:

YeTtBbpT OT MOsi Bykypely 6e pa3pylieHa, 3a ga ce nocTpou Ta3u crpaga. He camo, ue
rpagbT Gelle 6yTHAT, HO apPXUTEKTUTE U XYAOXKHULMTE 65iXa M3Mon3BaHn KaTto pobu, 3a
[la ce CbTBOpM TOBa Hewlo. Toraea, Kak MOXe TO, MPeacTaBnaBallo nonMTnkara Ha
cTpaHarta My, fa npeacrtass n nskyctesara? OTBbTpe U3MMeXxaa Taka... Unm Taka...

Mpenun HAKONKO Meceua eanH OT NPOTECTUTE Ha rPaXKAAaHCKOTO OBLECTBO 6e HacoueH
KbM akTa, Ye OTBapPSHETO Ha apXMBUTE Ha TalHWUTE CNY>X6M B CTpaHaTa My BCE OLUe ce
cnbBa. NpoTecTbT ce CbCToeLe B MOCTPOSIBAHE HA KPbI OKOJIO TOBa OFPOMHO, BTOPO MO
pasmep Ha 3emaTa, 3aaHue. Ycnsxa ga HanpassaT HeWwo KaTo Kpbr, HO CNopen Co6CTBe-
HaTa Mu ¢punocodus npegnounTamMme KpbroT Aa € To3MW...

[MokaseBam BU 1 HAKOSIKO Hella OT NPOEKT, KOUTO >KeHa Mu, Jnsa NMep>koBCKu, nanbiHasa
npes nocnegHuTe gecet roguHu. Mimeto my e ,ApxvB 3a CbBPEMEHHO N3KYCTBO®, KOETO
B OCHOBaTa CU 03Ha4aBa ,3ana3BaHe Ha NPOCTPaHCTBO 3a KpuTuka u 3a geéat”. B Hero
Cce [OKYMEeHTUparT NoceTuTennTe Ha atenmeTo Hu B Bykypell, MHOXXeCTBO xopa...

B npoekTa n3kyctBoTO € BUHary n3non3saHo kaTo ¢oH, HO ToN e Han-Beye 3a egHOo
»CBO€“ NPOCTPaHCTBO, KbAETO CBOGOAHO MOXEL Aa o6Ccwkxpawl. B cnyyas npen Bac 06-
cbxpame bankaHute, o6e3cbpyaBaliy 1 MHTEPECHU B CbLOTO Bpeme. [MocnenHusT op-
raHM3npaH pas3roBop 6e C Miagy PyMbHCKM KypaTopu 1 XyaoxHuLmM. KoraTo no-KbCHO
npeacTassaxme Te3n mnaam xopa BbB BrueHckns Museums Quartier, nokaszaxme evH Bug,
LNKbBI I'IpO}:lyKLLI/IFl, KaTo KapTU4ykun, Katasio3n 1 T. H., HEWO KaTo MaJikm q)parl\neHTm. 3a-
LLIOTO CUTHO BSIpBaM, Ye CMe u3npaBeHy Npea Bpeme, koraTo Tpsabsa aa nsbrnpave
MEXAY MHCTUTYLMW, MEXOY HELWO 1 MHOro ApYri Manku Hewa. 1o moe MHeHne B cTpa-
HaTa MU, KbOETO HUTO >XXMBOTLT € NMPUIMYEH, HATO pabéoTaTa, HUTO MMa KbAe fa s Nokas-
Ball, e4VH rofismM, MHOro rofsim My3en e 6€3CMUCTIEH.
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We refused to pay, because we bought tickets, we just didn’t know how to perforate
them... At some point | 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 | 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 | describe myself. There are numerous things | have to do
and few things | like to do. | am interested in the region where | 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. | will show you a
project that | 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 | chose to be out of the show, in the streets, so that nobody could both-
er me with questions about whether or not | am Balkan. | 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. | 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

xoHun Yokbp B Bykypel,.
Qortorpadus Nus Mepxosckn  Elm y X

Johnnie Walker in Bucharest. e
Photography Lia Perjovschi



B Tummwoapa uma eqHo apyro NpocTpaHCTBO, BOAEHO OT TPU MNaamn XyooXKHUYKW. Ha-
puua ce ,Karta“ n moxxeTte fa HamepuTe oLlle 3a Tax no ViHTepHeT. ToBa € MHOro HoBa
nHMUMaTuBa — yeb-cLueHa, opraHm3npaHa OT HaucTMHa Mnagy KypaTtopu 1 TeopeTuum,
n3nonsealm co6eTBeHU cpeacTaa. Vinu cnmcaHueTo ¢ Ha3eaHue ,Vpes, u3kycTeo u 06-
wecTBo“ (,ldea, Art and Society“), nsgasaHo oT eauH mnag XyaoXxHuK B Knyx — npeno-
pbuBam BU ro ropeLo. Beue e nanaswn BTopuat My 6pon. LieTosete My, YepBEHO, Xbil-
TO U CUHBLO — LIBETOBETE HA PYMbHCKUS HaUMOHaneH ¢nar — ce Ab/kar Ha ToBa, ye rpa-
ObT Ce ynpasnssa OT HALMOHANIMCTUYECKN OBLUMHCKM CbBeT. Vickam aa cnomeHa oe u
NnpoeKTa Ha amepurkKaHcKua XyaoxxHuk LLloH CHavnpep — Ton ngeHtnéuumpa egnuH pyMbH-
CKM HoBOGoraraw, konto npe3s 80-Te e 611 BMaHMayeH No aMmepuKaHCKns TeNeBU3NOHEH
cepuan ,Jdanac“. To3n 4yoBek e ,Mpecb3gan’ paH4yoTo oT ,Janac” B eauH oT pyMbHCKU-
Te rpapgose. Npecb3gan ro e cnopea HauvHa, No KOUTO U3IMeXAa B TeNEeBU3NOHHNSA
dunm, HO 3Haem, Yye TeneeBn3noHHaTa kamepa ysenmyasa CHUMaHOTO NPOCTPaHCTBO —
Taka ye KOMMWeTo e Mo-rofsiMo OT opuriHana. A mora fa By Nokaxka 1 akTbopa, U3MbIHs-
BaLll, rlaBHaTa pons B cepuana, noceliasaly, KOnmeTo... CbLUMAT YOBEK CU € NOCTPOUs U
Andenosa kyna — manka takasa. /1 eTo, ue ce BpblLuamMme OTHOBO KbM NnapfiaMeHTa B
Bykypeuu... My3es 3a cCbBpeMeHHO N3KyCTBO — TOBa € CbLUO ,Npecb3aaBaHe B yBenmyeH
pasmep“... 3rnexpa Taka...

Mpe3 1993 r. TaTynpax Ha pamoTo C/ MMETO Ha CBOsiTa CTpaHa — 6ewwe Ha egnH GecTu-
Ban Ha NbpdopmaHca 1 Nno Bpeme, KoraTo roBopexmMe MHOro 3a UaeHTuYHocTTa. [ecet
rOAMHU NO-KbCHO, Ha 4TO N3aaHne Ha cblums To3n decTuBan, o6eLlax Ha KypaTtopa aa
npemaxHa TatympoBkara. / ro Hanpasux. Hanpasux ro B pamkute Ha n3noxoara

,B nebpute Ha bankaHna“. OctaHann ca camo Hakou Tounum... I nckam na no6aes owe
Hewo — Mucna, 4ye HAKaksa NOeHTUNYHOCT e no-):lo6pa OT HNKaKBa.

Meta KabakuneBa:

MputexxaBame NOCTKOMYHUCTUYECKA UOESHTUYHOCT, NpUTEXXasame MHOIO WAEHTUYHOCTY —
TOBa e Npo6nembT. TO e KaTo aa ce u3brpa Mexxgy KOMyHU3bM/MOCTKOMYHN3bM — Ha
Koro my e nputpsésano? lNpocTto urpaem ¢ Tax...

Bawak CeHoBa:

[NocToAHHO HK ce cnyysat gpamu, a cnen tax npegnoymntame oa HM nocetn amHe3ns.
Cutyaumsita e BCe Nak n3BbHpegHo Wn3odpeHnyHa. 3a ga My e no-necHo aa unocTpu-
pam cuTyaumsTa, e nanons3sam paéorta Ha EpxaH MypaTorny ¢ Ha3BaHue ,Blatta(nt)
Orientalis(t)“ ot 2003 r. ToBa € KOMMIOTbPHO rEHEpPUPaHa aHMMauus ¢ yroneMeHn Tpumns-
MepHU xne6apku, ONMTBALLM Ce Aa HaMepsaT MbT Npe3 JorpamMa, ABVXKELLM ce 6e3cMuc-
NIeHO, CTpynBaLy ce Mo brauTe, NpuaMyally Ha HeopraHusmpaHo ctago. HammeHoBaHu-

[Bopeu Ha Hapopa/napnaMeHTa (EKCTEPUOP 1 UHTEPUOP)
House of the People/Parliament (outside and inside views)
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ACW, ApxnB 3a CbBPEMEHHO
n3KycTBO/LIeHTbp 3a XyA0XKecTBeH
aHanus, bykypeuy

Ootorpadus Nna MeprkoBCKu

CAA, Contemporary Art Archive/
Center for Art Analyze, Bucharest
Photography Lia Perjovschi

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...
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€TO € CMEeCEeHO C UepHUst XyMOp, KOHCTPYMpaH B paboTarta. B MOMeHT, Korato ucropu-
YecKOTO MUHAJIO Ha pervoHa 6uBa B3UMaHO NPeaBud, U3rnexana, Ye BCekn NbT U3HUKBA
Heo6XoaMMOCT Aa Ce U3N0XN Hewwo OTKbM Typums. 1 Bceku MbT CblUecTByBa peasiHo
Npeau3BUKaTENCTBO U PUCK Aa CMe HECTNOCO6HU Aa NPeACTaBUM HeLo, CbOTBETCTBALLO
Ha BankaHuTte. Beue cme TONKOBa OMeCceHM, HaCcueHn BCUYKO Aa NPeTonuM, BKoUU-
TENHO pasnuuuaTa cu, Npu yHUTapHaTa agbpXkaBHa nonuTtuka. He ce onpaegasaw.

Ho peanHocTTa, KOSITO XXBEEM, € BPEMEHHA.

B HacToALLMS KOHTEKCT MMaM 1 edHO »XenaHue — 61 610 U3KNIOUNTENTHO NO6Ee3HO OT
cTpaHa Ha PeHe Bnok oa kake Hello no Bbnpoca Ha CneunanHoTo CU CbTPYOHNYECTBO
C MHOXXECTBO TYPCKW/KIOPACKN XyaoXHUUM OT [uapbekup B 6ankaHckara cu n3noxoa.
Hamam Huwo npoTre [uap6eknp, HO BCE MaK CbM yvyoeHa KakbB € KOHTEKCTbT, KOUTO
faBa Bb3MOXXHOCT TO3U pawnoH, acouunpaH cbe CpeaHa A3usi, oa ce pasrnexaia kato
YyacT OT 6bankaHckara cLeHa.

PeHe Bnok:

ToBa e NpoCTO YacT OT KoHuenumusaTa mu. imeto Ha nsnoxoéara e ,B nebpute Ha banka-
Ha“. ToBa e uuTaT OT MHOIO U3BECTHA KHUra CbC CbLLOTO 3arnaBune, KOSATO CbM Yen Kato
[eTe, HanucaHa oT npoyyTusa nucarten ot 19 Bek Kapn Man. Victopusita B kHurata e kak
noterna ot Kanpo, npe3 baraaa n KiopgnctaH, n Hakpasa npuctura Ha bankaHute. Tosa
€ BCUYKO.

Epxan Myparorny/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
Quatrtier in Vienna, we presented a sort of production cycle, such as postcards, cata-
logues, etc., like little fragments. That’s because | 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 | 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 | 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, | promised the curator that | would take it away. And | did.

I did this within the show “In the Gorges of the Balkans”. There are just several dots left
now... | want to add one more thing — | 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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PeHe Bnok/René Block

Kupun lMNpawkos:

LLle cn no3Bonsa pa ce Hamecs. Beue 3HaeTe, yue fApa e oT MockBa 1 HAKOU OT GankaHc-
KWUTe peanHoCTn He 1 6sxa TONKOoBa 6/M3KKM, koraTo npucturHa B bonrapus. Mpes 1991 r.,
no Bpeme Ha HauvanoTo Ha nmbpeBaTa BonHa B 3anuBa, umaile KomeHTap no Hawara Te-
neBu3wns, Yye Han-6rnm3kara Touka Ha 60MHUTe noneta e Ha okosio 1500 km ot Codus.
Torasa {pa, nggalla OT cTpaHa, MHOro no-ronsama ot bankaHute n3obuo, pearvpa:
»KakBo, camo 1500 km?“. 3a MOCKOBYaHN TOBA 3HauW, Ye BONHaTa € TyK, Habnn3o, Nou-
Tn B rpaga. OnuTtBax ce aa n obsacHs, ye Teputopumute Ha KyesenT u Vpak, kbaeTto ce Bo-
loBalle, Mpeamn OKOMO BEK ca 6uny 4acT OT edHa 1 Cblua MMNepus 3aegHo ¢ TepuTopus-
Ta, Ha KOATO XuBeeM. Ye B rnaBute Ha xopaTa ToBa MACTO € 6/IM3K0, HE3aBNCUMO ye 3a
pasmepa Ha bankaHute TO e gocTa faneu. Takasa 6eLle n peakumsTa Mu, Korato Buasax
KIOPOCKM XYAOXHWLUM, MPeacTaBeHn B KaTanor Ha 6ankaHcka n3noxeéa. Makap pa muc-
nsi, ye OBSICHEHMETO € MO-CIIOXKHO M Ye He MUHaBa eAUHCTBEHO Npe3 pomaHa Ha Kapn
Mai1 — cTpyBa Mu ce, ye gocTa xopa, BKIIOUUTENHO U Tv, PeHe, BrxaaTt nogoéue Ha
TpaBmara...

Aumntbp Kambypos:

ToBa, KOETO ce roTBs Aa Kaxa, 6e NnaHupaHo 3a npeauweH etan. Yynex ce, Kakso e
3anoXXeHOTO 3HauYeHne Ha oymaTta ,CbbpaHue”, yacT OT MMETO Ha KoHdepeHuusTa —
~banKaHCcKo cbbpaHme”. OueBNAHO €, Ye CbLUECTBYBAT ABE Harfnacy Npu pasrnexxgaHe
Ha ngesTa 3a cbbpaHue. EqHaTa rnega B nocokaTa 3a cbbupaHe Ha Hewo paseanHeHo,
pas3mnTo, 1 TOBa € egHaTa NepcrekTBa, OT KOSITO MOXKEM fa pasrnexname cbopaHue-
TO — CSKall € MMaso Hewo KaTo o6eanHeHre, KOeTo e 6o 3ary6eHo, U BbMNPOCHT € Aa
ce Bb3CcTaHOBW. Ho ToBa m3rnexaa Hanpaeo abcypaHo. 3awo? 3aLoTo, ako roBopuM 3a
HMBOTO Ha BMCOKaTa KynTypa, ToBa He e BbMpPOC U HKOra He Ce € C/lyuBasio — Aa cMme
nMann HaKakbB BUA o6ednHeHre. /1 B TO3M CMUCHIT HE MOXXEM [a MMame CbbpaHue —

T. €. Ha HeLOo, KOETO HUKOra He e 6uno. OT apyra cTpaHa, ako OTUAEM, Taka fia ce Kaxe,
Ha Nno-HNCKO HMBO, Ha NO-HUCKaTa 4yacT OT 06e£l,l/IHeHI/IeTO HW — OTHOBO HE MO>XeM aa
nmame cbb6paHne, HO OT CbBCEM pas3nnyHa NepcrekTBa: ToBa 06eMHEHNE HKOra He
ce e pasnagasno U B TO31 CMUCHI Cb6UPaAHETO My € Nak HEBb3MOXXHO. MocTapax ce ga
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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, | 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. | have no objection to Diyarbakir, yet | 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 | 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 lara 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. | 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

| saw Kurdish artists presented in the catalogue of a Balkan show. But | think that the
explanation could be even deeper and not only through the novel of Karl May — | think
that somehow a lot of people, including you, René, see a similarity in the trauma...

Dimitar Kamburov:

What | was going to say was intended for an earlier stage of this conference. | 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 | 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.

| have been working in the field of literature, film and music for quite some time. From my
perspective, | somehow try to avoid the visual arts. | 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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MUCNS 3a HEAOMITbBKATA B 3arnaBneTo — UMaM npeasu, Ye TBopUeckara rpellka B 3ar-
naBMeTo NpuMya MHOro Ha OH3U pa3saesi, KOMTO 06ednHsaBa BrcoKaTta U HucKarta yacT
Ha MUCMIEHETO HW, Cb3HAHMETO U1 ,[0MHaTa“ YacT Ha Tenarta Hu, Taka fa ce Kaxe. bux
Kasas, ue ToBa e, BepOsiTHO, M3KYCTBO. HO TOUHO Tyk 3anoysar pasnmuusTa.

Pa6oTs B noneto Ha nutepatypara, KUHOTO 1 My3ukaTa, 1 To oT gocTta Bpeme. OT mosTa
no3uuus ce onuTBam HsKak ga nsberHa BudyanHute uskyctea. bux kasan, ye ce cnyusa
Taka, 3awWwoTo umam ycelaHeTo, Ye Temarta 3a bankaHute He CTOu BbB BU3yasHUTE 13-
KyCTBa MO CbBCEM CbLUMA HAYMH KaKTO B AMCKypca 3a U3KyCcTBaTa, Taka 1 B CO6CTBEHO-
TO Mu none. brux kasan owe, Ye CTe rofleMn KbCMETNNN — FOBOPENKUN, MUCIIENKN U Cb3-
[aBalku U3KycTBo, 6a3mpaHo Bbpxy BuA 6ankaHcka nges. 3awo? 3awoTto npeacraBsHe-
TO BW CbLUECTBYBA ONPEAENEHO KaTo XyAOXHNLM, 1 TO TOYHO Balle — Ha Cb3[aHus, naga-
wwu ot bankaHute. N H1WO noBeyve. He cbliecTByBa NnpegmeT, dpopma 1nu cbabpxaHue,
KOMTO @ MOXXe ija ce onpenenu Kato crneumanHo HacOYeH KbM 6ankaHckara Tema.

OT ppyra cTpaHa, He e TOfIKOBa TPYOHO Aa Ce HanpaBu CPaBHEHUE MexXay Han-goépute
nponsseneHus B nutepartyparta, My3ukaTa, KUHOTO 1 BU3dyanHute uskyctea. bu 6uno
MHOrO MPOCTO Aa Ce Kaxke, Ye CTe JocTa No-CBO6oAHM B TOBA OTHOWeHue. bux kasan,
ye vpedTa aa ce nsnonseart bankaHute n ,6ankaHckocTTa® Npy NpubamKaBaHe Ha 6an-
KaHckaTa Tema e gocTa npogasaema. Ho camara nges 3a NnocTposBaHe Ha TMn MecTHa
dunocodus nnNn MeCcTeH ecTeTMUYecKn AHEBEH Pef € HeLo, C KOETO He Bukaam aa ce
cnpassTe Tonkosa gabpe. 3aBbplUEKbT MU 61 61N TaKbB — FTOBOPMM MHOTO 38 KOMYHU-
kaumsa n nHdopmaLms, KaTto Ye ca HeLlo Mo npaBuiio NO3UTUBHO. TOBa € CMeLUHa Harna-
ca cnep BCUUKW KHUMU U UHTENEKTYaNHN NPOEKTU, FOBOPELLM MMEHHO 3@ KOMYHVKaLNOH-
HU 1 nHbopmaunoHHM Bepurn. Paséupa ce, 3Haete 3a kHurarta ,Vimnepuara® n nsknio-
YATENHO HEraTUBHOTO OTHOLLUEHWE, U3pa3eHo Tam No NoBof HannuHarta nHoopmaLms n
KOMyHUKaums. NpekaneHo cme BNpUMYEHn B CTPYKTypUTe N NHGPACTPYKTYpUTE Ha Ha-
LINS CBAT, MO3UTUBHU KbM U 3aBNafeHn OT naesTta Aa CMe 3aefHO, KOMYyHUKaTUBHM, WH-
dopmaTnBHM 1 T. H. OT MOsiTa MOCOKa NCTUHCKNAT Npobnem He e, ye bankaHuTte ce Bb3-
npuemar C HeraTVBHO OTHOLUEHWE WU KaTo HeraTMBHa KOHCTPYKLMS, — TOW € B TOBa, Ye
T€ He CbLUEeCTBYBaT, OTCbCTBAT, Ye Ca NPa3HO NPOCTPaAHCTBO, CNAMO NETHO. TakbB e
Npo6neMbT Han-MankKoTo OT AUCKYPCUBHA rnegHa Touka. OT Bawa cTpaHa HaKak ycrs-
BaTe fa ce crnpasuTte, NposBABaTE Ce KaTo 6anKaHCKN XyOoXHUUM. ToBa € eOHO rofisamo
NPeauMCTBO C orfeq ANCKypCrBHaTa peanHocT. TBbpas, ve oT nepcrnekTtusara Ha Cbe-
OVHEHUTE Watn unym AHIUS No BbNpoca, CTpaHu, KbAETO HACKOPO Npekapax N3BecTHO
BPEME, H/E NPOCTO HE CbLLECTBYBaMe MO OTHOLLUEHWNE Ha AVCKYPCUBHOTO MOJe Ha Tasu
6ankaHcka peanHocT. Taka ye NpocTO CTe KbCMETNN.

Ypouw [hxypuu:

MoxxeTe nn ga HM KaxxeTe, a KakBo cbliecTByBa? KakBo pasbupare nog 6ankaHcka pe-
anHoct B Amepuka? He ro paséupam. [pyro: ako He CbLLEeCTBYBa, KakBa € Torasa pe-
uenuuaTa, ako n3obLwo nva peuenums? 3awoTo ToBa e KIoUYOBMSAT BbNPOC: MMa nn
n306LWwo pevenuus B Amepurka?

Oumuntbp Kambéypos:

TouHo ToBa TBbpAs. CMUCHTLT HA HEraTVBHOTO OTHOLLEHME € BUA NO3UTUBHO Bb3rpue-
maHe. OT Hawa rnefgHa Touka, Criopef ToBa KakTo HU Bb3npuema 3anafbT, Npo6remMmbT
€, Ye NPOCTO He CbLLECTBYBAME, Y€ CMe MPa3HO 1 CRsSNO NPOCTPaHCTBO. ToBa e, KOeTo
kassam. Cnepgpa HeraTMBHaTa Harnaca. Tyk € ronsamMmoTo pasnuumne: O6LWHOCTTa Ha Xy-
OOXHALMTE € NPeMUHana rpaHuumUTe MHOrO NMo-yCreLwHo, OTKOSIKOTO OBLHOCTUTE OT
ApYrv noneta u Ha Apyru AUCUMNIMHA — TOBa €, KOETO TBbPAS.
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Aunmutep Kaméypos, MeBan Mypos/Dimitar Kamburov, lvan Moudov

and in the discourse on arts as it is in my own field. | 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 | 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. | propose that from the perspective
of the United States or England on the matter, where | 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? | 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?
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DaHn MNep>xoBCcKM:

lMpekaneHo cbm B MeaunTe, BbB BECTHULMTE, U Coped onuta My no-goépe e ga Hama
HOBWHW, TbI KATO HOBMHWTE OT TO3W PErvOH Ca BMHary nowu. Taka ye, ako Hama HOBU-
HK, TOoBa 3Hauu, ye Bcuyko e OK. BTopo: npe3 nocneaHuTe 15 roguHM OT NpakTukata My
CbM CMEHAN TeMWTE, peanHocTTa Me e NpuHyXXgasana Aa ce obscHaBam. KeHa Mmu 1 a3
CMe cera B nporpama, HapeyeHa ,Dizzident* — ot ,dizzy“ (3amasH) Ha aHrMCKN — 3a-
LLOTO He 3HaemM KOMY TOYHO Ce MPOoTUBOMOCTaBsMe, AHEC CMe CTaHanu To3u Tun Aucu-
AEeHTW.

Aumuntbp Kambypos:

[mepHaTta My Touka e o6paTtHa — Beue s u3kasax. MHoro no-go6pe € Aa CbluecTByBaLll,
Makap 1 B HEraTMBHO MOJie, OTKONKOTO Aa He cbluecTByBall. bux kasan, ye ToBa e 6bi-
rapcku npoéniem, Moxxe 61 noseuye, OTKONKOTO NPOBEM Ha BCUUKM OCTaHanu 6ankaHc-
KN CTpaHu Unn CTpaHu, AOHSAKbAE NpucbeanHeHn kbM bankaHute. Ho HAUMHbBT, MO KOWNTO
He CblLUECTBYBaME, HaUCTWHA e, 6UX Kasan, apamaTnyeH.

Ypouw [xypuu:

EpnvH napanen, Hammpam ro 3a MHTEpeCeH, 3aLl0To MU Ce roBOpU KaTo peumnmneHT.
MwuHanusa mecel, max Bb3MOXXHOCTTa fa npencrtass B benrpan 1. Hap. mnagy Nordic
literary people. Kakto u ga e, HO y Hac Bb3npuATUETO 6elwe 6nn3o o Tosa, koeTo 3ana-
ObT UMa 3a Hac. U Taka, nmame cBoe Bb3NpusTUE 3a CEBEPHUTE CKaHOUHABCKM CTPaHW.
Mutaw 1 BegHara ctasa gyma 3a Wcnangua, OuHnaHgms, LWeeunsi, Hopeerust n JaHus —
MOBEYETO OT HAaC UMAT TOYHO TaKOBa OBLLO MOHATUE 3a CEBEPHU CTPaHU. Y6eaeH CbM,
ye HMKOM OT NPUCHCTBALLMTE HE MO3HaBa Ape6bHNTe AeTannm, KouTo rm genar. T. e. Cb-
LOTO e, Ho Haonaku. MuTax rn: ,M306Wo cuntate nn ceée cn 3a ckaHamHaBuUM? Kassa-
Te nu — npomsxoxaam ot CkaHanHasna?” OTrosapsT ,He“. buxa kasanu ,ugsam ot
Crokxonm, ot LBeuuns, ot VicnaHgusa...“ n T. H. MNoHsKora Ka3eaT, ye ca OT CEBEPHUTE
CTpaHu. Ha npaktuka He Tv Bnnsie TOIKOBO CUIHO Kak Apyri HapOam B kaaT TBOsATa Mno-
3uumsa. He moxkew aa noesnusiew Ha dakra KakbB U3rnexaail Ha Hsikoro. He e Hewo, Ko-
€TO [a e Bb3MOXXHO fa 6yTall Hanpen.

Ho He cbm cbrnaceH ¢ Bac no uctopusaTa 3a 6ankaHCKOTO cbbpaHue. Hammnpam tepmu-
Ha 3a gocTa umMHnYeH. bankaHCcKoTO cbbpaHue e egHa uctopus 6e3 Kpam, NICTOPUYECKN
pasnonoxeHa 1 onuTBaHa TONKOBa MHOrO MbTW, OCOGEHO BbB BpeMeHarta Ha rofemmrte
umnepun kato OTomaHckarta Hanpumep. Cnen Hest va naes 3a bankaHcku cblo3 npes
19 Bek; npges 3a obeanHeHue npean MNbpBata cBETOBHA BOMHA (ETO 3aLl0 BCUYKM TE3N
BankaHckn BOMHK); nmano e nges 3a cbio3 gopu npes 1946-47 r., cnen Bropara ceetos-
Ha BoMHa. Kakto cu CnomHsTe, nma ronama pesonouns B Mpuma no ToBa BpeMe, KOMy-
HUCTMYECKa, rpaxkaaHcka BomnHa... Vima eagnH Bup bankaHckn cbio3 B cmucbn bankannte
KaTo ,,MepMaHEHTHO HEYCMeLIEeH NPOeKT".

Kpacumunp Tep3ues:

Bupsax BCMUKM NPOXKEKLMN U YyX NO3ULMUTE, HO MU CE CTPYBa, Ye NMOBEYETO OT Npeac-
TaBsiHMATA BCbLHOCT NOKa3Baxa MECTHUSI CM KOHTEKCT, NokanHu Temn. VI popu ro ak-
ueHTMpaxa. B cbwoTo Bpeme cme ce cbbpanu nod 6ankaHCcKu eTukeT, 3a TemaTa ,ban-
KaHcKa ngeHTuyHocT". Yyas ce, ganu peanHarta cutyaumsl He €, e paboTM B MHOIO
cneumdunyeH nokKaneH KOHTEKCT 1 fanu BCEKM OT MPUCHCTBALLUTE XYOOXKHULMN HE e 3ar-
PWKEH 3a CBOSI COBCTBEH KOHTEKCT — KOHTEKCTa, B KOMTO TOW/TA pa6oTu. [Jann e Bb3-
MOXXHO a Ce HanpaBW OT BCUYKM Te3UN KOHTEKCTN M3noxba 6e3 eTnket? KaksBo ako He
CblUEeCTBYyBa TakoBa HeLo KaTo ,6ankaHcka ngeHtTnyHocT“? Yyaa ce, nanu coluarta
Ta3n n3noxxba e Bb3MOXXKHA 6€3 Me 1 eTUKETU — KaKbB N BUA, N3N0X6a Lie e Ta7?
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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 | 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 — | have already expressed it. It is much better to exist, even
in a negative way, rather than not to exist. | 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,

| would say.

Uros Djuric:

There is one parallel, which is interesting because | would like to talk as a recipient. Last
month | 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. | asked them: “Do you consider yourselves
Scandinavians? Do you say about yourself — | 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 | disagree with you on the story about the Balkan reunion. | 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:

| saw the presentations and heard all the positions but | 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
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flpa by6HoBa:

IMeHHO TOBa € eivH OT BbNPOCUTE — Bb3MOXKHO I € la CE HanpaBu N310X6a, ako Hs-
Marte NoaxoasLlo NpeaBapuTenHO yroBopeHo 3arnaesune? OT Mos refHa Touka ToBa He e
Tonkosa necHo. OBUKHOBEHO ce npefnonara HanMumMeTo Ha 3arnaeue. Hakak ce cnyun
Taka, ye ronemute 6ankaHCKun U3noXxx6u 6saxa opraHn3mpaHn U3BbH GaNKaHCKNS PervoH.
Janu nbk Npes3 BCUYKOTO TOBA BPEME HE Ce onuTBame Aa npenbctum BrueHa n AscTpus,
ye ca vacTt oT bankaHuTte, Kato UCTOPUYECKO BAMSHUE MOHE?

3a MeH UHTepecHUaT pesynTart OT TO3W NPUATEH Pa3roBOp Ha Maca, NPOAL/KNM NoBe-
ye OT 4 yaca, e — YeCTHO, He Mora a CbM CUIypHa, 4e MoXKaxme Aa OTrOBOpPMM Ha BbMl-
pocuTe: koe e Jo6pe 1 Koe 3Me; nmame nnm unn He oblia 6ankaHcka MAEHTUYHOCT; 61
nn Morna ga ce npeacTaBu UCTUMHATA 3a Tadu 6ankaHcka MOEHTUYHOCT Taka, Ye BCEKU
[da e JOBOJIEH OT TO3M BUA npeacrtassaHe? A3 61X uckana no-CKopo Aa BbBeda oule
efHa npefgcTasa, pasnosioXeHa noHe 3a MeH OTBbJ, BCAKa NpedcTaBa 3a Hernoanpase-
Ha MOEHTUYHOCT — Tbl KATO € OCHOBaHa Hamn-Beye BbpXy cneunduyHn Bpb3ku. Ta npu-
Hagnexxun Ha Buktop MusnaHo, MOCKOBCKM KypaTtop, Onucan BEOHbX rpyna XyaoXKHW-
UK, C KOUTO paboTu, KaTo ,AoBepuUTenHa o6wHocT . ToBa onnucaHue MHOro Mu gonaaa.
XapecBa M1 Bb3MOXHOCTTa fa U3nons3esam npegcrasara 3a ,40BepuUTesiHa o6LHOCT
KaTo O6LIHOCT, KOSITO N3BbpLUBA TOYHO KAKBOTO M3BbpLUBAME TYK HUE.

OnutBame ce fa o6pucyBame Ha KOW 4YacT, BUA, Helwa npuHaanexum, 3a ga u3smecTtuv
oyakBaHusTa U HAMecuTe, nasaliy OT BbHLWHMUSA ,Apyre. Vickam ga By nokaxa Kbe
¢dparmeHT OT paboTa Ha KannH CepanvoHoB, pa6oTun Lenus To3u OeH KaTo oneparop.
3arnasuneTto Ha BugeoTo e “The Hot Soup and My Home Community”, HanpaBeHo e
npean HAKONKO roanHu. ABTOpr € 3acHen yyYyacTHMuuTe B NPOeKT, KOWTO U3MNbJIHUXME
B MioHxeH npe3 1998 rognHa. MNpuroTem MHOrO ropetua u ocTpa cyna v NokaHu BCEKM
OT Hac, eaviH cnep apyr, Aa saem. 3acHe HU 1 cbbpa BCUYKM 9 yyacTHUUM B egHa npo-
Xekums. Taka ye umaTe pasnuuHn xopa, a4sLWwm Ta3u cyna. FoBopuam cMe MHOrO Kak-
BO Ce cnyyBa B Ta3u paboTa, kKak xopa, N3BbpLUBaLLy eOHO U CbLLO, BCbLHOCT U3BbP-
wBaT pasnuuHn Hewa. Konko ToBa Npean3BrKBa U3KMIOUYNTENHO JOMaLlHa 06CTaHOB-
Ka, ToBa MHOro cneuuduyHo ycellaHe 3a ONUTOMEHO XyOOXXHUYECKO NOBedeHne, 3a
KaKBOTO roBOpY U niobumarta My ,4OBepUTENHA OBLLHOCT".

HapsiBam ce, ye U3BbH NOMUTUUYECKUTE OYaKBaHUS U cneunduyHna ToBap Ha reononnTu-
YEeCKUsi MHTEPEC, BCE OLLE MOXEM Aa pa3BUEM NMOMEXIY CU Takasa ,A0BEpPUTENHA O6LL-
HOCT“ OT XOpa, KOUTO XUBEAT/PaboTAT 65IM30 eavH A0 Opyr 1 OenaT o6wa xpaHa, yao-
BOJICTBMS 1 326aBNeHUs.

3a Te3u, KouTo OLLE He ro 3HaSAT — KOHPepPeHUMATa H1 Npoabmkasa u ytpe. MNMokaHunm
CMe rocTuTe CU Aa NoCceTAT AeCTBUTENHATa NnaHnHCKa Bepura bankaH B egHogHeBHA
eKCKyp3usi. ToBa € MHOro cneumaneH Bua NOKNOHHNYeCTBO. MokaHaTta e BaxxHa 3a Hac,
3all0TO BCUYKM XOpa, KOUTO, reonofinTuyYecku, crnomeHaBame KaTo 6ankaHum, Hamat
BCBLUHOCT MpuBUAErMaTa ga umart B 3agHus Cu OBOpP MnaHvHara, fgana nMe Ha uenus no-
NyocCTpOB... Tbl KaTo NnaHuHaTa bankaH e pasnonoXeHa eavHCTBEHO B rpaHuuUnTe Ha
Bvnrapus...

Ypouw bxypuy n XpnctuaH MNMaxes:
Manka vact nva B Cbpous!

flpa by6HoBa:

Ja, n B Copbusa — manka... Kakto n ga e, nnaHuHata nva n umeto Ctapa nnaHuHa, Ho
cu octaBa bankaH. M Taka, yTpe we nmame Bb3MOXHOCTTa Aa nocetum bankaHa — ToBa
€ HeLlo KaTo CUMBOJIMYHA CTbIKa, 32 Aa Ce NPOBEPU reOMUTONONNATa, CTbIKa B MiaHu-
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flpa by6HoBa, NMeTa Ka6akunesa/lara Boubnova, Petia Kabakchieva

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? | 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?

lara 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. | 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. | 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”. | like this description very much. I like the possibility to use the notion of the “confi-
dential community” as a community, which, | 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. | 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
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KanunH CepannoHoB Tonnara cyna u Mosita AoMatlHa o6LHocT, 1998.
Bupeo, DVD, Pal, useTeH, 6e3 3ByK, 9:15 MUH.

Kalin Serapionov The Hot Soup and My Home Community, 1998.
Video, DVD, Pal, color, silent, 9:15 min.

HaTa N CMMBOJIMYHA AeMOHCTpauna Ha NnpuHagne>XxHoCT KbM AaaaeHo MACTO, MeTad)opa,
nosBsa, pas6|/|paHe, nHTEPpNpEeTauna n T. H. Tam 3anousa TYPU3MbT N NonyvyaBamMme WaHca
MeKO Aa agemmTtonorn3npame guckypca Ha MaeHTUYHOCTTa — TOBa, C KOeTO Ce onuteax-
Me Oa ce cnpaBuM TyK.

Bnaropapst Ha Bcuuku, kouto gorpgoxa u rosopuxa! bnarogapHoctu kbM PeHe Bnok n
Harawa Wnwy, Hanpasunu Tasn cpewa Bb3MoxxHa!
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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.

| 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!

lara 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! | also thank René Block and
Natasha llic for making this meeting possible!

WnioctpatnBHMAT matepuan ot
O6en(nHuten)Harta 6ankaHcka
KOHbEpeHLMS e oT punma

Balkan Reunion, 2004.
Bupeorpagus KanuH CepannoHos

The visuals are from the
Balkan Reunion/

Pub(lic) Conference film.
Videography Kalin Serapionov
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MwurneHa HukonumnHa

KadeTto n bankaHute:
HOB norneq

|_|pl/l 4yecTuTe MM 1N NOHAKOra NpoTounnn ce NbTyBaHUA cnen Kpas Ha N3TOUHMA 6MnoK —
KouTo Kpau, kakto Mapus TogopoBa nocousa, 6enexkm 3aBpblUaHeTo Ha 6ankaHn3ma —
Han-MHOro My nunceaxa pasrosopute. Tasm nunca mMe nopasu, Taka Ja ce Kaxe, Hac-
pen HeBMHHOCTTA MU — HUKOra He 69X nogosunpana, 4e Toea ro nmam, npean na ro Ha-
mam. [Mpy ToBa nMNcBaLle MU He HELLO CneumanHo (Uv NoHe Taka My ce CTpyBalle) —
He Jopy 1 CaMOTO HELLO KaTo TakoBa, a YACTO U NPOCTO HaNNYHOCTTa My, Cb3HAHNETO,
Ye Mora fia cu ro rnonyva, Kato NpPoOCTo U3na3a oT Kby, ETo 3awo korato mu ce yoane
cllyyanm fa yyacteam B €AuH 13CNiefoBaTeNcKy NPOEKT*, KOWTO BKIOYBalle, Hapes C
APYrn Hewa, OKOMO YeTupunaeceT NHTEPBIOTA C 6bArapckn uMurpaHTku B tanus n
XonaHgunsa (Tpsa6ea ga otéenexa, ye He a3 CbM B3eMana MHTepBloTaTa, Taka ye cneuu-
duryHaTa popma Ha MosiTa HOCTaNTNA He MOXXe Aa e NoBnMana Bbpxy paskasute Ha WH-
TepBlonpaHnTe), 3anoyHax ga gebHa TbKMo Temara 3a pasrosopa. CO6CTBEHUSAT MU
npo6nem 6GeLle: gany NbK MOETO NUYHO NPEXMBABAHE HE € 610 Nof Ha MUCTEPUO3-
HaTta cybCcTaHuus, HapeyeHa KynTypHa WAEHTUYHOCT?

N — HMKaKBO CbMHEHNE — Tam Cu 6eLle, B UHTEPBIO C/eA NHTEPBIO, MOBTAaPALLOTO Ce
HabnsraHe BbpXy yOAOBONCTBUATA OT pasroBopa v Mankute My putyanu (kato Hanpu-
Mep NUeHeTo Ha kade unm pakusTa cbC canaTkara). PasroBopbT — Tyk TpsabBa ga noa-
yepTasd, Ye B TOBa HAMaA HULLO Xa6epMaCOBCKO — Ce nogdegBalle B MHTepBlOTaTa Kato
¢durypa Ha egHO cBOeO6pa3HO pasbrpaHe 3a WacTneTo — 3a LWacTmeTo KaTto goépa
NOCTaBeHOCT B eAHa NnoaBMKHa rpyna, Kbaeto MmoXxelwl aa FOBOpVILIJ! ,,BI/IHaFI/I ncKam ga
npukassam, obuyam ga nprkaseam.“ Tyk He cTaBa ayma 3a NpUSTencTBo, 3a AbI6OKO
B3aUMHO pasbupaHe, 3a NOSNHOCT, 3a TPanHOCT, 3a NOMOLL, 1 B3aMOMOMOLL, HATO
MbK CTaBa Ayma 3a nonsu nnun nok, HanpoTus, 3a BUCOKa HPaBCTBEHOCT, @ 4YNCTO U
NPOCTO 3a 6e3rPWKHOTO HaNMuue Ha xopa, C KOUTO Aa MOXXe Aa ce pasrosaps.

Vickam pa n3tbkHa nekusl, 6e3rpmkeH xapaktep Ha ToBa ,3anbiBaHe Ha CBO6OAHOTO
Bpeme c xopa“, no gymuTe Ha egHa ot xeHute. O6LLyBaHETO He TpabBa Aa ce nnaHu-
pa, poroeaps, noaroTeAa. HeroBa He3ameHMMa CbCTaBKa € CMOHTAHHOCTTa — Bb3MOXX-
HOCTTa [a CpeLlHeLl HAKOro Ha ynuiuara u gpamara fa pelwute ga nuete kade 3aegHo
BegHara, 6e3 opyruaT ga Bagu kaneHgapa cu v aa kasea: ,CtaBa nv 3a gpyrus ne-
Tbk?“ ,3a MEH € MHOro BaXXHO... a MUHELL NOKpan egHa npuaTenka Ha kade, 6e3 ga
ce obaxkpalwl 1 6e3 Ta ga cu Baau KaneHgapa, u: ,Ytpe He moxe!“ MuHaBaw; ako e
Tam, capall, nuew egHo Kade; ako He — Npoab/kaeauw..“ ,AKO CbM Tyka, Lie oTBopS..."

B penuua ot nHTepBioTaTa Bb3xBanara Ha Ta3u BU3usl 3a LacTne, KOeTo T NO3BOJs-
Ba fa nuew kade ¢ xopa, 6e3 ga cu Bagull KaneHgapa, 3aceHysa NioboBTa, 3aceHuBa
npodecnoHanHata peannsaums, 3aceHusa matepuanHusa ycnex. OTCbCTBMETO Ha BU-

* 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 oktomBpu 2001 — 31 maw 2004.
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Miglena Nikolchina

Coffee and the Balkans:

another look
I

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 | missed most was conversation. This lack struck me, so to say, in all
my innocence — | never suspected this thing was there until it was no longer there.

I missed, moreover, nothing special about it (or this is how | felt about it) — not even
the thing itself, just its sheer availability, the awareness that | could have it at any
moment by just leaving my door. So when | 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

| 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 | 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. | 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.

| 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 | 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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Hary OTBOPEHWS XOPU3OHT Ha CMOHTAHHOTO O6GLLyBaHe CAKall npasu ApyruTe nocTmxe-
HUS HepocTaTbyHU. ,I306L0 BUHArK CbM UCKana aa uMaMm HsKakbs XXUBOT. LLLloTo Ha-
MaMm N1 C HAKOW Apyr Aa ce cpellHa 3a KapTuHute (Mu)... Aa 06CbauM, He M1 € Xy6a-
BO...“ BpakbT KaTo Ue N He 3anbnBa Tasy nunca, makap yYe paborara — Kakesato 1 ga
6mno paboTa, KoATO Npegnonara aa cu ¢ xopa — 6u morna. Kakto nocousa egHa
eHeprmyHa Mmnaga »xeHa, YMnTo 6pak Tun ,3naTtHa Knetka“ n npegnara TbKMo Tasu ou-
nema, Ta 61 npegnoyena ga paéoTu BbMPEKN OXOCTBOTO CU KaTo npojasavka unm B
TYpUCTUYECKa areHums ,3a efHn YeTnpu yaca noHe ga 6bga cped xopa...“ ,lNpegnoyn-
Tax ga 3anoyHa paboTa, oa He ceas BKbLUM... NPOCTO Aa MMaMm U3nnsaHe oT Kby 1
BpbLLaHe o6parHo..."

3a oTbenaseaHe e, Ye camnTe MHTEPBIOVMPAHN Ca CKIOHHW Aa TbiKyBaT CO6CTBEHMTE
CV Harnacu B KynTypHU TepMuHn. BbarapmTe ca no-tonnu oT xonaHauuTe 1 TONAn Kato
uTanmaHumTe — UM Karto IoKHALMTE utanuaHum, korato utannadumTe ot Cesep He
BbpLiaT pa6oTa. Te3n BneyaTneHns YecTo MbTU Ce NOAKPENAT OT uaenTe B CTpaHuTe
AOMaKMHK. ,MbXXbT M1, KAKTO MOBEYETO XONaHALUM, € CTPaxXOTeH eHTyCcnacT 3a Tas
6barapcka TonaMHa, rocTonpPUeMCcTBO 1 LWMPOKOAYLWHOCT, KAKTO MCKall ro Hapeun, u
3aroBa TOM Ce 3aHMMaBa caMm fa yuun 6barapcku. AMmu 1o NpocTo uae ot meH!“ KoHT-
pacTbT Mexay Bb3npuemaHeTo Ha Mtanusa n XonaHaua cbluo NOAKpens KynTypHarta
nepcnekTrBa, 0CO6EHO KaTto Mmame npeasuf, Ye NOHAKOra onnakBaHus OT CaMOTHOCT
1 IMYEeH NpoBas BCe Nak ca CbMpPOBOAEHW OT TBbPAEHUS, Ye utanMaHumTe ca oTBope-
HU 1N OBGLLUTENHMN.

B Halwe Bpeme CroBopbT Mexay MUrpaHTUTE N MECTHWUTE XOpa B TbiKyBaHETO Ha pas-
nmynaTa Kato KynTypHW, eTHUYECKN Uan HaluMoHanH1 ce nogcunsa OT rocrnoacTealmTe
TEOpEeTMUYECKN NEePCreKTUBN C TAXHOTO YAapeHne BbpXy MyNTUKyNTypannsma, eTHuY-
HOCTTa, NOKaNHOTO CpeLly rno6anHoTo. AKO o6aye NOAXOAMM KbM BVDKOAHUSATA HA MUT-
paHTKNTE 3a OGLLYBaAHETO NPe3 HAKOMW MO-CKOPOLIHW CbOUTUS, BUXME MOrnun aa pask-
puem guHaMnKm, KOUTo He ca CBOAMMUW A0 NPOGRnemMnTe Ha KynTypHata uaeHTUYHOCT.
Mo egHa unu gpyra npyynHa obLlyBaHeTo ce npesBpblia B AOMUHAHTa Ha NOCNeqHOTO
geceTtuneTne OT KOMyHU3Ma B bbnrapus — kato TeopeTnyeH Npo6nem, HO CbLIO 1 KaTo
MOAYC BUBEHOW, KONTO €0HOBPEMEHHO OTUrpaBa 1 AbpXKnU Ha pas3cTosHMe TPaamLNOH-
HUTE NPaKTUKN B €0HO Cb3HATENHO yCcunme 3a oTrpaHnvyaBaHe OT AUCKYPCUBHUS MOHO-
non Ha gbpykaeaTta. [ipuraren Ha Ta3y 06Ce6eHOCT OT pa3roBopa e MbYyanmMBoTO 3Ha-
HuWe, Ye NPUGArBaHeTo A0 YCTHOCTTa, A0 FOBOPEHETO, a He A0 NMCaHEeTo, A0 U3KYCTBO-
TO 1 ,CTUXMATA" HA CbbeceaBaHeTo, A0 rnaca, KOMTO yuneHsaBa MUCHITa U € e0HaKBO
BMPTYO3€EH B U3N1araHeTo Ha Co6CTBEHATa C1 NO3nUMs U Ha NO3MLMATA HA OMNOHEHTa, €
MOTMBMPAHO OT LeH3ypa, KOATO BCE OLle KOHTponupa nevara, HO He 1 YCTHOTO CJIOBO.
B eceTo cun ,3a xy6aBuTe pasrosopu®, HanncaHo npes 1959 r., HO Ny6AMKyBaHO Noc-
MbPTHO efBa npe3 1978 r., B HaBeUepuneTo Ha OeCEeTUNeTMETO, KOETO e npomeHn W3-
TouHa EBpona, LisetaH CTosHOB roBopu 3a pasroBopa Ha ,oTUCHaTUTe 1 U3MbYBaHM-
Te, Hafl KOUTO TEerHe NPM3pakbT Ha HAKOS 3M0BeLla TUpPaHMs U 3a KOUTO € OnacHo
Jaxke Aa meuTaaT 3aefHO — U BCE Nak OT BCAKA TAXHa Cpuyka CcTpyu Hagexaa...
(CtosHoB 1988: 69). HEBL3MOXXHOTO KaToO HanMcaHO MOXXE Aa 6bAe N3roBOPEHO.

JunanorsT He camMo Cce OLEHHOCTABA TEOPETUYECKMN, HO CbLUO — WU NPean BCUYKO —

ce oTurpasa Kato pa3roBop. Taka Tov ce 3aBpblla KbM KyNTypHUS Ccy6CTpaT, KbOeTo —
KaKTo TeopeTnumMTe My 0O6pe Cb3HaBaT — Ce HaMupa HENocpeacTBeHara My NoaKpe-
na. Ho He HenpomeHeH. Ako npe3 60-Te roguHn pasrosopuTe, 3a kouto LisetaH Ctos-
HOB € Bb3xBaJisiBaH OT NpUATENNTE CU, Ca BCe owe HedopMasnHmn 1 ce ClyuBaT B HAKOU
kadeHeTa U YyacTHM JOMOBE, OT Kpas Ha 70-Te Ananorn3mMbT 3anoysa fa npuema Bce
no-ueneHacouyeHn popmu. Kakto ot6ensssa AHren AHrenos, ,[Jduanorbt” 6ewwe xyma-
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is no one to meet and discuss my pictures... | 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 ltalians 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 ltaly 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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HUTapHa Harnaca, HopMmaTtmeHa, HenoCTWXKumMma, KyntTuempaHa B NpuUATeNCKn Kpbroee
npe3 80-Te roanHn cpeLly caMOAOBOMHO MOHOMOMMYHOTO AbPXAaBHO (M UHCTUTYyUMOHAN-
HO) cnoso. Tasu Harnaca npegnonaraile Bb3nuTaBaHe B CNOCOGHOCTTA Aa cnywat
APYrus Npyu eqHOBPEMEHHOTO HeyTpanu3vpaHe Ha BbTPEeLHNS C aBToOpUTeT — Wym.

ToBa KynTuBMpaHe Ha ananoru3ma nprvema dopmara Ha efHo SiBiEHNE, KOeTo 6elle
HapeueHo ,cemnHapbT* (HukonumHa 2002). CeMmuHapbT, KOMTO 3anoysa B ennTapHu
rpynu, ouckytumpaiwm NnatoHoBOTO HEOOBEPUE KbM NMUCMEHOTO CMOBO uUnu ButreHwanm-
HOBaTa KpMTMKa Ha e3uKa, HapacTsa Npe3 MHOXAaLM Ce KPpbroBe OT Xopa U CbouTus 1
ce NpeBpbLLA B e4Ha OT APKUTE XapaKTEPUCTUKN HA NOCNEAHOTO AECETUNETME Ha KO-
MyHUCTUYECKMNS pexxuMm B Bbnrapus. B kpas Ha 80-Te Tol Hanycka yHUBEPCUTETCKUTE
ayouTopum 1 NpeEMrHaBa B YIMYHW OENCTBUS, KOUTO 06XBaLlaT CTOTULM XUnaam xopa.
TbKMO Taka ,,CTpymM OT BCsKa cpuuyka“ Hapexpara y LisetaH CtosiHoB: ,,Konko vecTo,
OTKaK 1MMa YOBEK U YOBeLLKa nctopus, (Xy6asute pasroBopm) ca ce npeHacsnm N3BbH
TO3U MUKPOKOCMOC, CTaBasnu ca orpomHa o6uiectseHa cunal Mo uysnara nnaHeTa gHec
npunnameart KaTto 613Ky 1 AaneyvyHn OrHboBe Xy6aBu pasroBOpU... pa3roBopu Opb-
Xus... HuWwo Hmkora He e 6Uno CbTBOPEHO 6e3 Xy6aBy pa3roBOpu — HATO ChrpaXkaaHe-
TO Ha [NapTeHoHa, HUTO cbbapsHeTo Ha bacTunuara“ (CtosHos 1988: 70-1).

[lHec 6bnrapckuTe MHTENEKTyanum KaTo Ye nu He ca OCO6EHO aHraXKmpaHu ¢ ,MbAHOTO
pasrpbllaHe Ha crnoBecHaTta ctuxua“ (bosmxnes 1984: 20) n ¢ po6poneTenute Ha gua-
norm3ma. Bsipata B cToMHOCTTa Ha O6LUyBaHETO 06aye CbNPOBOXAa HALLUUTE MUTPAHT-

KU (U MpW MeHe ce 3aBbpHa B MNO-AbrMTE MU NbTyBaHus). [anm murpaumsta He e npu-
UMHa 3a HSIKaKBO M30CTaBaHe BbB BPEMETO, KOETO CbXpaHsiBa creamTe oT nonuTnyec-

KOTO MMHano Ha ctpaHaTta? Hsakou OT MHTepBioMpaHUTe HanCTMHa CnomMeHaBaT 3a6pa-
HaTa Bbpxy O6LLyBaHETO (M CreumnanHo O6LYyBaHETO C YyXKOEHUM) U n3onauusaTa, Hano-
>KeHa OT CTapus pexxuM, 3a Aa ObpXKu XopaTa B HEBEXXECTBO 1 Ae3nHpopMaums.

OTHOBO B OTrNac Ha MHTeNeKTyanHuTe Harnacu Ha 80-Te roanHW B MHTEpBIOTaTta ce no-
ABABa OCb3HATOCT 3a ,ANanornyHmsa” acnekT Ha O6LLyBaHETO U NOBULIEHA YyBCTBUTEN-
HOCT KbM fiMncara Ha Ananorn3bm Kato BbTpeLlleH KOMMNOHEHT Ha MUCNeHeTo. ,BuHaru
ce onnTBam Aa MUCASA He caMO COB6CTBEHUTE CUM MUCAN, HO U MUcauTe Ha apyrua. Muc-
nf, Yye He e Xxy6aBOo Ja Cu cnan 3a Apyrute nosuuum 1 aa Bapeall camo B cBosita“ —
KasBa efjHa OT MHTepBIOMpaHUTe, YNATO MarasvH 3a gomatuHu noéumum B MNnsa s
CH6NMbCKBA YECTO CbC 3alMUTHULM HA NpaBaTa Ha XXMBOTHUTE. TS € pa3TpeBoXXeHa He OT
HSIKOW TEXHW KOHKPETHU MAen, a OT HeXXenaHmeTo UM Aa AornycHar, Yye 1 B nosmuunte
Ha gpyrute MoxXe fa uma npasoTta. ,He mora aa Bapeam B COGCTBEHUTE CU y6exaeHus
TONKOBA CWUMHO, Ye Ja He AonycHa Bb3MOXKHOCTTA U apyrute aa ca npasu. Ho npaea
N1 CbM fa npassa Taka?“ — nuta ce T4, OTEKBANKW Harnacute, pasveteHn y LigetaH
CTosHOB “...TOM C NlekoTa oTrarealle, NoHaKora no-go6pe napassisalle HawmnTe cob6CT-
BeHM Bb3paxeHus. C Bogonaa oT KpacHopeuyne pasBuBalle KOHTpaapryMeHTuTe Ha
COBCTBEHOTO CU NOCTpOeHne. B cnoXxHo, opkecTpoBO NOCTPOEHUS My OyX CAKall ef-
HOBPEMEHHO XXUBEexXa U HeroBoTo, u MoeTo... “ (PKeues 1978: 10).

A MOXXe 61 Ma HeLLo B CMTyaumsaTa Ha MUrpaHTa, KOeTo yaob/hkasa XXNBoTa Ha rpuKiu,
Beue 3abpaBeHn B cob6CTBEHATa My cTpaHa? He muHanaTa, a HacToswara My cutya-
uns? EQHO neko n BeApO OTHOLLEHWNE KbM ABMXXEHWNETO € TUMUYHO 3a HOBUTE MUTPaHT-
KM, 3a KOUTO ,NaTpuoTU3MbT" (3a pasnmka OT CTapuTe EMUrpaHTKKU, TE HUKOra He ynoT-
pebaar gymarta) e BbMpocC He Ha reorpadus, a Ha NPUBbP3aHOCT KbM ONpeaeneH Tun
coumanHocT, KbM ,MPOCTO Aa cefHelw Ha kade ¢ xopa“. [Janu nekotaTa, BegpuHara,
rpauusaTa Ha HarnacuTe Ha HOBUTE MUrPaHTKU He oTurpasat ¢aHTasusTa Ha 80-Te,
daHTas3usTa ga ce BKoUMwW ,B Mpexara“ Ha ,6rM3K1Te 1 faneyHn orHboBe” Ha xy6a-
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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. | 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 | wouldn’t allow for the possibility that
the other might be right. But am | 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,

79



BMTE pa3roBopu, KOUTO Npunaamear ,no uanara nnaHeta“? Ml panu cb3HaHneTo 3a
LieHHOCTTa Ha 0O6LLYyBaHETO He Ce MpeBpblla Torasa B 0CO6eHNs aap 3a eauH npome-
HAILL, Ce CBAT OT CTpaHa Ha Ta3u 6e3rpwxHa NoABUXKHOCT, KOSTO Hagura CBos rnac B
3awyTta Ha ,MPOAb/KUTENHOTO AnanekTuyecko oobllysaHe“ (Bosmkues 1984: 21).

Han-ceTHe Bb3MOXHO /i1 € B NIMLETO Ha HOBW Npean3BuKaTencTsa obLlyBaHeTo Ja ce
OKaXke ,,0pbXMeTo” Ha 6bArapCKUTe MUrPaHTKK B TPYAEH Yac? KynTpyHu pasnukum Ha-
NCTUHA CbLLECTBYBAT — C TOBA U e npuknioya Tyk. Ho ganu BuHarn H1 e rpuxa 3a
TAX, TPA6BA N BUHArn Aa Hu e rpmxka 3a Tax? XXn3HeHOBaXXHUAT BbNPOC, KOUTO e
06bpHAT NO-CKOPO KbM NAACTUYHOTO GbAeLle, OTKONKOTO KbM yTasBaHMATa HA MUHA-
NoTO, e KaKBO MO6UIM3Mpa Te3n pasnnk 1 C Kakea Len To Npu3oBasa TexHuTe nog-
BVKHW 3HAYeHus.
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and this is what | 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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Meta KabakuneBa

,bankaHckute” BG xyooxxHuum
NN XYOOXKHULNTE CpeLLy

,bankaHute”
- e

1. ,cTnHckunTe*“ BankaHm — nornegbT OTBbTPE N OTBbH

Cnen ,,OpuentanusmbT” Ha Epyapn Cauvp v ,bankann — 6ankaHn3bm® Ha Mapwusa Togo-
poBa NpPO6MeEMbT 32 BbTPELIHOTO U BLHLUHOTO KOHCTPyMpaHe Ha eAuH PervoH npupoéu
N3KNIOYNTESNHO 3HaYeHue. ,bankaHute” ca npegn BCUYKO KOHCTUTYMPaHU OT eAHa BbHLU-
Ha, 3anagHa NepcnekTuBa, YNMTO XapakTEPUCTUKN Ca CBbP3aHu MaBHo C ,6ankaHn3a-
umMaTa“ — HeNPeKbCHaTV KbpBaBU KOHPVMKTI, HACUICTBEHO Pa3noKbCBaHe Ha TepuTo-
pun, NOBAMYALLIO YMHOXXaBaHETO Ha HauuuTe abpxasu. LLlom obave Hamupalia ce Ha
BankaHnTe Oobp>xaBa 3amnoysa fga pellasa Npo6JeMUTE C OTHOCUTETHO MUPHO U KPOTKO
(kaTto Mpuma Hanpumep), TS CUMBOJIMYECKN HamMycKa pPermoHa n CNoKOMHO Ce HacTaHs-
Ba B EBpona. PagukanusvpaHnte HaumoHann3mm — ToBa € BbHLIHATa NepcrneKkTnaa,
npes KosiTO 06UKHOBEHO ce Mucnat bankanute. ,/136arsante nbryBaHe Ao bankaHute" —
TOBa e ,TAXHOTO" MocnaHue.

[lHec cme cBuaeTenun Ha apyra cTpemuTesniHa reHepanusaumns — 3amsaHa Ha 3anagHus
0606LLeH 06pas C TyKawHO NPOM3BEAEHO, M CbLLO TOIKOBA ONPOCTEHO N306paxeHune,
KOeTO n3Bexga Hanpepg no3nTUBHOTO, ,lOrOM3TOYHOEBPOMNENCKO® NULE Ha CbluuTe Tesn
BankaHu, HO BuaeHn nNpes3 BCekngHeBHara, cneunduyHa, xapaktepHa 3a Lenns pernoH
KynTypa. ETo ro pagocTHna 1 xeAOHUCTUYEH NK — 34paBu, KPacuBy MbXXe 1 MpeKpacHm
MoMu4yeTa TaHuyBaT U NeqaT, XpaHata € oCTpa U C Bb3XUTUTENeH BKYC, HannTkKnTe — CUn-
HV 1 Bb36Y>KAALLM, MpMpoAaTa — AMBa U BenuyecTBeHa. ,Hacnagerte ce Ha XMBOTa Ha
BankaHute“ — ToBa e ,HalleTo" nocnaHue.

W pBete KOHCTpyKUMM obaye NpoTMBOnocTaeaT bankaHute Ha 3anaga, nNpencTaBaT 6an-
KaHWTe KaTo BCE OLLE BApBaPCKO MSACTO, CbC cneuudunuHa Kyamypa, 6uno ¢ no3uTUBHW,
GUNO C HEraTUBHU CTPaHW, JOCTa pasnuyHK OT Te3n Ha 3anagHara umsunusaums. (Hop-
6epT Envac 6nsckaBo nokasa nuarpakgaHeTo Ha guxoTomumaTa ,3anag” — ,M3Tok" Kato
ono3uumns Mexxagy ,umsunnsaumns“ n ,kyntypa‘“). bankaHcknte obLiectsa ce nonarart kato
BKOPEHEH B Npupoaarta, CUTHO TPaAULIMOHHM, CMIOHTaHHW, HAMALLM HULLO O6LLO C rpajc-
KOTO OTUY>XXAEHNE; MUCTEPUO3HU, KPUELLM NSHEHAAN U TAVHW.

Bce nak bankaHuTte He n3rnexxgar Tonkosa uykayn Ha 3anaga kato OpueHTa — Te ca
npeteHgupaly ga e EBpona OpueHT unm no-TouHo OpureHT, cTapaely, ce Aa JoroHu
3anapa. Ho B CKOpPOCTHMS C1 ONWT Aa ce U3MbKHAT OT npupogarta 1 fga gocTurHar 3a-
napHata umeunnsauus, bankaHute ce npetoBapsaTt CbC CbOUTUSA, C AMHAMWNYHA, HAKbCa-
Ha, 6bP30 CMeHsLLa nocokaTa cu nctopusi. A Hammpankm ce sce owe B OpueHTa, Te ca
npeHacesieHn ¢ BUKaLy, CMeeLLm ce, aasawm, NueLm, yéusalum ce eamH gpyr xopa.

W Taka, bankaHuTe ca WymMHKW, Bb36Y)XAALW, MbAHWN C EHEPTUSA U CHOUTHS.

Cnepn BCUYKKM Te3M Qymun 3a TAX, HEKa XBbPAUM NOrnen BbpXy N306paxxeHusTa um, npea-
cTaBeHu B n3noxobarta ,B nebpute Ha bankaHute®.
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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. ,UctnHcknte“ bankaHn?“ — o6bpHaTata nepcnekTnBa

KoraTo oTBOpux katanora Ha nanoxéara ,B ne6pute Ha bankaHuTe®, 64X CTpaLIHO yuy-
[leHa Han-Beye OT NPOM3BEOEHNATA Ha 6bIrapCKUTE XyOOXKHNULM. TexHuTe paboTtn 6axa
HaMb/IHO YY)KAN Ha ropecrnomeHaTnTe KnuweTa 3a bankanute n ,6ankaHusauusTa®.
BmecTo nHTEH3MBHA NpeToBapeHa NCTOPUS, HEBUHEH XEOOHN3bM, APOCTHN KONEKTUBHM
Tena, KpbB 1 NpUpoaa, Med 1 y>kac 1 T.H., BUOKAALW caMoTa, Npa3HoTa, GOKYCbT € BbpXY
WHOMBMAA UMM BbPXY AENEePCOHaNM3NpaHns 06eKT — rpaacku rneaku, KaMbHU OT HACTUM-
ka. lHTeH3mBHaTa nctopus e n3yesHana, octaBanku cnep cebe cu nsxabeHn TepuTto-
pun, 1 eQMHCTBEHOTO, MMALLO 3HaYeHve, ca NpeamMeTuTe, NMYHocTuTe, aetannure. Ca-
Kawl 6bnrapckute XyooXKHUUM ca 3arybunu 6ankaHckara cu geHTuYHocT. nn g upoHu-
3uparT, onuTBarT ce Aa npeo6bpHaT obpasa Ha bankaHuTe, oa NpeuvynsaT cbllecTByBaLL-
Te KnuweTta. KakBo € NeCUMU3MbT, Maun3MbT, 6ANIKAHCKOTO — HAMUraT 6ankKaHCKuTe
BG tBOP6M: ,Hunkora Beye necumusbm® (Mpasgonio6 VsaHos), ,OnnakeaHe Ha 3ary6e-
HU1a maundbm“ (Knpun lMpawkos), ,BucokomepHo nskyctso” (Hegko Conakos) — 3allo
[la ce oTeryaBam 3apagm 6ankaHcka nsnoxéa?“ B paboTnte Ha 6bLArapCKUTE XyOOXKHU-
Uy ApocTTa 1 BosT Ha bankaHuTe rn HMa, OTCTbNMAM Ca Ha TULWMHATa U NPOHKATA.

KakBo o3HauaBa ToBa? Mo)xem Aa Aanem HSKONKO 065iCHeHUs. MbpBOTO 1 MOXe 61
Hal-pa3npoCTPaHEHOTO 3acsAra poMaHTUJYHaTa NpeacTaBa 3a XyaoXHUKa Kato 3aBuceLl
€AVMHCTBEHO OT CBOETO BbOGPaKeHVEe U OT yHUBEPCaSHUTE LeHHOCTU, BCTPAHW OT BCEKU
crneunduyHo ,pernoHaneH UM MecTeH" coumaneH KOHTEKCT. BTopoTo o6scHeHue 6u
MOTNIO a Ce CbCPefoToUM BbpXy NnocTMoaepHara ,Mucus“ Ha U3KycTBOTO — MPOHU3Mpa-
He Ha KnuwieTa, urpa ¢ pasnuyHi 06pasun, CMecBaHe Ha KOHTeKCTU 1 o6pbliuaHe Ha nep-
cnektusu. TpeToTo NpoénemaTtranpa ctaTtyTa Ha NPoCTPaHCTBEHNUTE MOEHTUYHOCTN —
pervoHasnHu, MecTHU, HaUMOHaHK — B Npoueca Ha rnoéanusauus. Lle ce cnpa Ha Tpe-
TOTO Bb3MOXXHO OBSICHEHME.

3. CbluecTBYBa NI MecTHa/pernoHanHa nepcnekTnBa B npoweca Ha rno6annsauma?
Yua/kona e sHaummara Kynrtypa?

KnouoBuST BBNPOC Ha CbBPEMEHHUS CBAT OT IN.T. Ha 6GbAELLETO € Janu rnoéannsalmnoH-
HUTE NpOoLEeCH eNUMMUHUPAT 3HAYMMOCTTA Ha HAUWOHANMHUTE, NOKaNHUTEe, pernoHanHuTe
pasnuuus, unu, HanpoTuB, rm 3acunear. ABTopu kato Mak QeabpcToyH, [koHaTaH
®OpuomaH 1 PonaHo Po6bpTCcbH NogabpKaT Tesara, ue B CbBPeMrUeTo CMe Bce noseve
CBUOETENN Ha ,,2A06aAHO UHCMUMYUUOHaAU3UPAaHE Ha XU3HEHUs cBam u AokaAu3upaHe Ha
enobanHocmma* (Po6bpTChbH, 1992 r.). KasaHo ¢ apyrv oymu, nosssiBa ce HOBa, rinokanHa
peanHoCT, NoTUCKaLla BCUYKU NpeanilHn, HaLMOHANHU U PerMoHasnHu, UAEHTUUYHOCTN.

[pyrn aBTopn HacToaBaT, Ye ce nosssBa HoBa KOCMOMONMNTHA NAEHTUYHOCT, HO camo 3a
ennTn, CnogjensLy eanH 1 Cbll, coumarneH crtaTyc, Hanpumep genumy oT HernpasuTencTee-
HW opraHu3auum unn ,MHTeNeKTyanum n meguinHa nHtenureHumsa” (Gpuaman, 1997 r.).
3urmyHT BaymaH TBbpAKM, Ye CBEeTLT Ce Oka3Ba pasfenieH Ha xopa éoratu, , TypucTun®,
YKUBEEeLLM N3KITIOYUTENHO BbB BPEMETO, 38 KOUTO MECTOHAXOX/AEHNETO e 6e3 3HaUeHne,
cnep Kato pascTtosHusTa Morat fa ce NpeoponesT MOMEHTanHo, 1 Ha xopa, 6egHu, opu-
CaHun Ha nokanuaupade, Tbil KaTo BPEMETO UM € NpasHo 1 HULLO He ce cnyusa (baymaH,
1999). C gpyru aymu, CbluecTByBaT ABa OCHOBHW TuMa xopa — rino6anHu KOCMOMOUTHU
NIMYHOCTN, KOUTO CU MPUnYaT, 1 Xxopa, NPUKpeneHn KbM cneumeuyHoTo Cu MACTO, T. €.
06Bbp3aHN CbC cneumduyHara cu Kyntypa. lgeHTmyHocTuTe Ha Te3u asa Tuna ca gua-
MeTpPasiHoO MPOTUBOMOOXHW.

Mwma n Tpeta Te3a, nogabpxkaHa oT asTopu kato Camioen XbHTUHITHH, eepT XodcTtene
1 gp., 3a KOUTO NCTopuveckn obopmeHNTe, NPOCTPAHCTBEHO OpraHn3upaHn (HesaBucu-
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2. “The “Real” Balkans?” — the Reversed Perspective

When | 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 | 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. | 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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MO Janu criopeg penurus, Haums UM permoH) Kyntypu npogbsikasar Aa JOMUHMpaT Haf,
ocTaHanute ugeHTUGUKaLMm n aaxke NPOLIECHT Ha rnoéanusnpaHe 3acussa oLle NoBeve
pasnuuusta um.

Pasrnexxpanku pabotute Ha 6bArapcknTe XyaoXHNLUM, 32 MEH € ACHO, Ye naeHTuduka-
uMsTa UM C rpynara Ha XyAoXKHULIMTE € MHOrO Mo-CUHa, OTKOJSIKOTO € 6ankaHuuTe, ns-
TOYHOeBponenumTe unu 6barapute. Camara a3 KaTto CouMonor, BCe Nak Hanpasuaa Aoc-
Ta nscrneasaHus, N3NMTBaM Cepuo3Ha TPYAHOCT Aa Kaka Lo e 6ankaHcKa WAeHTUYHOCT
UNn KakBK ca cneunduyHnTe 0CO6EHOCTN Ha TUMNYHWSA LIeHTpanHoeBponeeL, cnpsamo
Te3un Ha N3ToyHoeBponeeLa, Aopu Kak narnexxaga TUNUYHUAT 6barapuH. Mo moe MHeHue
“MMa MHOrO NnoBeyYe O6LUM XapaKTepUCTUKN MEXOY BCUYKU ,onnTa“ unm XygoXKHULM, Unm
couunonosu, unu pepmepu (He censHun), He3aBMCMMO B KOSi CTPaHa XXMBEST, OTKOSIKOTO
Hanpumep mexay BG ,tonuto, BG xynoxHuka n BG ¢epmepa. KakBo ga Kaxxem torasa
3a KynTypHaTa — HaumoHarnHa, pervoHanHa — cneunguyHocT?

OTHOBO wWe uutupam 3urMyHT bayman: ,,...ako MogepHuUsSm ,npo6Aem Ha UgeHmu4YHocm-
ma“ 6ewe kak ga ce KOHCmMpyupa ugeHmuyHocmma u ga ce 3anasu ms CoAugHa u cma-
6UAHE, NOCMMOGEPHUSM ,NPOBAEM 38 UgEHMUYHOCMMa*“ e NpeguMHO Kak ga ce usbezHe
¢ukcupaHemo U Ha egHo MACcMo U ga ce 3ana3sim Bb3moxHocmume omBopeHu. B cayuas
Ha ugeHmu4Hocmma... knlodoBama gyma 3a MogepHocmma 6ewe ,,cb3gaBaHe”; kao4oBa-
ma gyma 3a lNocmmogepHocmma e ,peuukaupare” (baymaH, 2001). Cnopef MeH nHTepec-
HOTO e B TOBa NpPeBb3MOreaHe Ha cneuuduyHa JOMUHMPALLA OAEHTUYHOCT — HE3aBUCK-
MO Janu e HauvoHasHa, pervoHanHa unu npopecrnoHanHa, B HenpeKbcHaTUTe B3avmo-
AencCTBME 1 CMeCBaHe Ha pPasfiyHN MOEHTUYHOCTU: N3HWKBaHETO Ha CTapu, penHTepn-
peTrpaHn AEHTUYHOCTU, MSMUCIIIHETO Ha HOBW, KOMTO ,,MOHMKBAT" BbPXY MO-PaHLIHUTE.
VICTUHCKOTO Npeam3BrKaTencTBo U yOOBOMCTBME KAKTO 3a XyAOXKHULMTE, Taka 1 3a 3pu-
TenuTe e TOYHO B TbPCEHETO Ha CeauTe 1 3HauuTe Ha Tesun ,ctapu” — ,HOBU® pasnnyHun
WOEHTUYHOCTY 1 TAXHATa peuHTeprperaums OT rinegHara Touka Ha CKpUTUTE HU camou-
peHTnoukauun. A3, 3puTensT, NodyBCTBax TOBa NPean3BNKaTeNICTBO W yO0BONCTBUE,
HabnogaBanky OT(C)KpUBaHETO Ha ,6ankaHckuTe” o6pasu Ha BG xygoxxkHuuuTe TyK 1
Tam u3 yp6aHncTnyHuTEe 0eébpmn Ha ,bankanunTte”.
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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. | 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?

| 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. |, 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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OwnaHa MonoBa

»...CTUrHanM o EHunkbon, npen Hac ce oTkpu MpamopHO Mope.

Hsakoun ot momueTaTa me 3a06ukonuxa u nutaxa: ,Kakeo e ToBa otcpewa?”
A3 um otrosopux: ,,Otcpelta e Asus.“ — ,A H1e KakBo cme?” —

~Hue cme EBpona“ — kasax as.

ToBa rn xBbpnu B 6e3kparniHo yuyasaHe. OT TonkoBa Bpeme Te 6sxa
NOCTOSAHHO YyBanu 3a EBpona kaTo 3a Hewwo Yy)KAo 1 AaneyHo ot Hac...”

CumeoH Papes, ,,ToBa, koeTto Buasax ot bankaHckara BonHa“

lMposexxpaHeTo Ha MexxayHapopHata koHpepeHums ,Balkan Reunion® B roctunHuua
~PrMckarta cteHa" Mme o6Hafexau, ye uammHanute Hag 90 roguHn OT cnyykaTa, paska-
3aHa B kHurata Ha CumeoH PafeB, ca MpOMEHWUN HELLO B OTHOLLEHWNETO HU KbM U CbC
EBpona. CamoTto o6saBsBaHe Ha cb6utneTo kato Pub(lic) Conference nponnsmupa sanag-
HaTa npeacrtasa, 4e Ha BankaHuTe XopaTta rnaBHO cegdaT B KpbumMarta, aaat, NnmaTt, roeo-
PSAT 1 NOYTM HULLO APYro He NpaBsT. A 3aefHO C Hesl mofgJiara Ha CbMHEHME 1 HallaTa
NnpeacTasa, Ye KakBoTO U Aa NpasBuM TyK, Hakpas Benukute cunu ce cobupat u pelsa-
BaT CbabaTa Ha pervoHa, Npuoobusanky 3aegHo C ToBa M NPaBOTO Aa onpenensaT 6an-
KaHCKaTa MaeHTU4YHOCT.

Okasa ce obaue, ye MynTuaMcUMNIMHapHaTa céupka, o6cbxaalla HapacHanus Hamoc-
neabK 3anagHOEBPONENCKN UHTEPEC KbM M3KYCTBOTO Ha bankaHuTe, octaHa camo C Ha-
yanHara (camo)npoHus. Kypartopute oT OTAENHUTE CTpaHu ce onMTBaxa BCAYECKUN aa
N3TbKHAT MOSINTUYECKUTE U COLIMANTHU pPas3nnums oT 61IN3KOTO MMUHASO U HACTOSALLETO,
KOWUTO 06YCnaBaT CbOTBETHO PA3NIUYHUS OMNUT, MUCNEHE U NPAKTUKN Ha XYAOXKHULIMTE.
Cpelly Tx ce n3npassile kato bepnuHcka cTeHa 06WOTO ONpeaeneHne ,,6ankaHcKn xy-
JZLO)KHVIK“, noakpeneHo ot gocta UMHUYHNTE, 6ux Kasana, Bb3rnean Ha teopetuunTe.

XyOOXHUKBLT, OOPU fa Ce YyBCTBa YHUBEpPCasnHa NMYHOCT, ,Tps6Ba fa urpae 6ankaHcKm
XYOOXHWK, KOraTo My ce Hanara, 3a fa 6bae ycneweH u ga ce npogasa‘“ — 6e npenopb-
kata Ha AnekcaHobp Kboces. Jumntbp KambypoB, pa3TpeBOXeH 3a 6bArapckuTe Xy-
LOXHWUKM, pa3Bu Te3ara, Ye e ,No-4o6pe Aa Mmall oW UMUK, OTKOSIKOTO Aa He Cbluec-
TByBaLW". AKaOeMUYHNTE Bb3INean HECbMHEHO OKypaxkuxa XyaoxHuka ieaH Mynos na
3asBu: ,Whatever they want from us, we’ll respond*, T.e. ,KakBoTO 1 ga nouckar ot Hac,
e OTKNMKHeM. Masko no-KkbCHO KbM Herosarta roTOBHOCT C€ MPUCHLEANHUN U CPLOCKNAT
XYOOXHUK Ypou [hxypuy.

Te3un n3kasBaHua 65xa 3a MEH NMOBOJA Aa Ce 3aMucia JOKbae ce npocTupa Toea ,what-
ever”. [lann He BKOUYBa Hanpumep egHa 6bp3a 1 CnpeTHaTa Masnka BonHa, KOsiTo ©
edVH 3amax Lie pewn BCUYkute H1 npoénemu. LLe 3aabp>xu No-ab/aro BHUMaHUETO Ha
EBpona, Lie cHa6an XyooXXHMLMTE C Bb/IHYBALLM TEMY 3@ MHTEpnpeTauus, LWe 1M npuia-
[le aBTEHTUYHOCT (KOraTo urpasiT ,6ankaHCKy XyaoXHUK"), We AornpuHece 3a MexayHa-
poaHaTta nm Kapumepa n n3BeCTHOCT. A HakKpas, KaKTo 3HaemM OT UCTOpUYeCKna cu onuT,
Benukute cunum we ce HamecsT, LWe NpekpaTaT KoHGNNKTA, We NpenoTBbpasT npencTa-
BUTE cu 3a bankaHuTte u Wwe ce Brnegat OTHOBO B TAX, JIIO60MUTHU KbM KOPEHUTE Ha
TyKalHaTta ek30TuKa...

ETo TOBa €, UMHN3MLT e 3apas3uTteneH. CbBCeM HeOTAaBHa 6MX Ce y)kacuna camo oT
6ernata MUCbN 3a Takaea MepCreKTBa, a Cera Han-CnokKoMHO s pasrnexapam, npeLeHs-
BalKM MIOCOBETE U MUHYCUTE 3a 6bJITAPCKOTO N3KYCTBO — 3aLl0TO TO € npodecuoHarn-
HaTa My rpwka. B Hauanoto Ha 90-Te 61X NnoTpeceHa OT cTaBawloTo B 6uswa tOrocna-
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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,” | 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 | 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, | 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 lvan 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 | would have been terrified by
the very thought of such a prospect, and now | 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 | 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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BUWSi, AaBalKn CU CMETKA, Ye B CbCEACTBO XOpa OT MOETO MOKOJIeHWe y6uBar, ye ca Mu-
Hanu Ha-Ba)kHaTa YoBeLlKa U LMBUIN3auMOHHa rpaHnLa, 1 ye a3 He ucKam aa mmam
HULLO O6LLO C Tax. A nocne BuAsX, kak ToBa NPeMUHaBaHe Ce NPeBpbLLA B XyA0XKeCTBe-
HY $aKTh, Kak MPUYUHMTE 1 MOTUBUTE 3a HETO Ce NPEeACTaBsAT KaTo 6enesn Ha 6ankaHc-
Ka WAEHTMYHOCT, EK30TUYHO CMECeHU C Tpaauumm, Gosnkiop, SAeHe, NeHe 1 Becenme.
Kak Tasn cmec, NykCO3HO onakoBaHa, ce u3Hacs B EBpona n neuenn osaumu, cb3pa-
BalKN OuYaKBaHWA 3a oLle SAeHe, nueHe, Becenve n yéusare. Hakpas, koraTo He pearu-
pax Ha n3kasBaHe OT COopTa, Ye N3KYCTBOTO Ha bankaHuTe neyenn ot BOMHWUTE B 6GMBLUA
IOrocnaBus, pasépax, 4e CbM N3MMHANA NOBeYE OT NMosioBMHaTa MbT KbM LIMHM3MA.

A TOBa BCBLUHOCT € MbTAT MEXAY EBPOMNencK1Te oyakBaHus 1 TyKallHaTa roTOBHOCT 3a
OTKNUK. B Kpas My a3 HECbMHEHO LUE Ce NPEBbPHA B YyAOBULLE U TaKa MOXXE 61 Lue
npupo6us nenesHaTa 6ankaHcKa MOEeHTUYHOCT...

3artoBa 3anagHoOeBpoOnenickaTa u JIEKO YKOPU3HEeHa KoHcTaTauus, Yye ,,6birapckuTe Xy-

AOXKHUUWM He npunnyaTt CbBCEM Ha GankaHcKm XyJJ,O)KHI/ILI,I/I" Bb3Mpuex Kato nskniouunTte-
JIeH KOMMNNIMMEHT — TOBa e CllaMKaTta, 3a KOATO B MOMeHTa Ce Abpxka.
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they had crossed the ultimate human and civilizational border; | did not want to have
anything to do with them. And then | 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 | did not react to a remark that Balkan art capitalizes on the wars in former
Yugoslavia, | realized that | 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 | will turn into a monster and perhaps | will acquire this much
longed-for Balkan identity.

This is why | 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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BosaH MaHueB

HenobpoHamepeHn 6enexxku
BbpXy ,bankaHurte”

Korato roBopum 3a ,,bankaHn®, Hen36exxHo rosopum 3a ,3anagHus nornen”. Paséupa
ce, bankaHute ca npoaykT Ha 3anagHua nornen. ColieBpPEMEHHO naesTa, ue metado-
pata bankaHn BbBexxaa HAKakbB GaHTa3MaTUYeH KynTypeH 1 JOpy aHTPOMONOrMyeckuy
Opyr (cxopeH ¢ ,OpneHTa“ Hanpumvep), e TBbpae NpeyBenuyeHa u Ta e pe3ynTar Ha
TpaBMaTUYyHOTO anpornpunpaHe Ha To3u BbHLLEH nornen Ha camute ,bankaHn®. VcTo-
puyeckn nornegHaro, ,bankaHn® e noHaTMe, NNn NO-TOYHO KasaHo, purypa ¢ NoNUTK-
YeCKM KOHOTauum, KOSITO Ce yTBbprkaasa 6narogapeHne Ha XXypHanncTUKo-nonnTnyec-
Kara My ekcnnoaraumsi B nepuoga okono lNMbpsarta ceetoBHa BonHa. C gpyru gymu,
TOoBa € PpuUrypa, KoaTo ce nosessa B KOHKPETEH NCTOPUYECKN 1 MOAUTUYECKN KOHTEKCT
N TO3M KOHTEKCT MOTMBMPA naeonornyeckute n nMnamkaumm. Ham-o6wo kasaHo, oury-
pata o603HavyaBa Cb3aBaHeTO Ha Manku, BONHCTBEHMW ObpXXaBU W HECnyyarnHo cTasa
0COGEHO akTyasnHa npu pasnapa Ha AscTpo-YHrapckara umnepus. A propos ,bankaHu-
Te“ octaBat metadopa C U3KMIOUUTENTHO LIEeHTPa/THO-EBPOMENCKa 1 HeKa ro Kaxem Har-
paBo — KCeHOPOBCKaA BaMAHOCT; cnopep CBOs reHe3unc cneposartenHo ,bankaHn® e
kceHodobCcka durypa, KosiTo € ygo6HO Bb3cTaHoBeHa npe3 90-Te roamHu. C apyru
AyMu, HanaraHeTo Ha BbnpocHaTta ¢urypa 6e3cnopHo npeacrasnssa u ,petopuyeckun”
npoTecT Ha ,BenuknTe cunn® cpelly camoonpefensHeTo Ha No-Mankn HaumoHasHu 06-
LHOCTHW.

OnpepeneHueTo ,bankaHn® ctaBa HEPENEBAHTHO 1 € HaMbJIHO MapryHanM3npaHo no
Bpeme Ha CtygeHarta BonHa. To napagokcanHo — uam He TONKOoBa napagokcanHo — ce
Bb3pakaa no Bpeme Ha BovHMTE B 6uBLia KOrocnaeus. BeblHOCT B ronsma cteneH
MO>XXe fa ce TBbpau, ye ,bankaHn“ ctaBa METOHVMWYHO HaMMEHOBaHNe Ha 6uBLla
lOrocnaBus, KOETO CbLIEBPEMEHHO Npeanara 1 MMaHeHTEH NHTEPNpPEeTaTNBEH KIloY 3a
06siCHeHue Ha npousTtuyawmTe B KOronstouHa EBpona 3nowacTtHu cbeutus. Cnopen
Hero Te3un cbuUTUs ca pesdynTaT Ha egHa BOMHCTBEHA, TPaauLMOHaNMCTUYHa, Npeamo-
[epHa KynTypa (cskaw HauMoHanu3MuTe ca npeamopepeH GeHOMEH): nHTepnperauus,
KOSITO pegyuvpa 1n JOpu CKOTOMM3MpPa KOMMIEKCHOCTTa Ha COLMOKYNTypHaTa, MCTopu-
yecka, NoAMTNYecKa U MKOHOMMYECKa CuUTyauuns B Tadum yacT Ha EBpona. Tosn nsknio-
yuTeneH pedykKUMOHM3bM Ha npegnonaraemusa ,,CTaHaapTeH” 3anageH megueH norneq
npounssexaa u eanH U3KMIUNTENHO ONPOCTEH 06eKT. MNono6eH peayKUMOHU3bM € KaTe-
ropuyHO HEBL3MOXKEH Ha 3anap OHec, KoraTto TOoW Ce HacouBa KbM ,cebe cu”. C gpyrn
OyMu, 3a nparmaTvkara Ha pegyKUMOHUCTUYHOTO O6SICHEHUE Ce NPou3BeXxaa eamnH
NPOCT 1 CTepeoTuneH ,Manbk Opyr®, kKonTo nonyyasa nmeto ,bankaHn®. Taka TO31 06-
pas, 06pa3bT HAa €0HO OHTOJIONMYECKN NPOBASIEHO KYNTYPHO 6MTHE, OBCNYXBaNKn naea-
na 3a enuCcTeMonorMyecka 1 NONUTMYECKa, a 3aLlo HE U UKOHOMUYECKa NKOHOMMUS,
npeanara yao6HO 1 NECHO 0BACHEHME Ha CcouManHuTe, MKOHOMUYECKU U NOAUTUYECKN
CbTpeceHus B Ta3n yacTt Ha EBpona.

BegHbX NOABMUNO Ce Ha ronamara petopuyecka cueHa, Nnpas3HoTo o3Havasauwo banka-
HK, pasbupa ce, TbPCU CBOS MbJIHEX OT ,CMUCBLA®. Taka 3anouysa 1 NPOU3BOACTBOTO Ha
BTOPUYHN aHTPOMOSIOrMYeCckn MMTOBE, MOCBETEHM Ha , TbMHUTE BankaHu®. NpounssoacT-
BOTO (UN1 Bb3NPON3BEXXAAHETO, Bb3KPECABAHETO) HA aHTPOMNOIOMMYECKN MATOBE B
kpas Ha XX BeK e 6€3CNopHO KpanHO Npo6nemarnyHa u aHaxpoHMYHA NPakTKa, KOATO
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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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Xapaktepunsnpa Ha nbpBo MACTO npoun3soanTeninTe Ha Te3snm MUToBe, a He TexXHUa npen-
nonaraem ¢daHTasmaTnueH obekT. Paséupa ce, MutoBeTe Ce nuwar u ,BbTpe”, Ha camu-
Te bankaHu, nMeHHO Ype3 anponpuupaHeTo Ha Fonemua vyxg cTurmaTmaupaly norneg —
KONTO 06aye CbBCEM HE € Uy, AOKNOKOTO bankaHute Hukak He morat ga 6baaT apyro
Ha ,3anafga“.' Ha Tax no-ckopo 1M ce HaTparnea no3uuusTa Ha Hepegyumpyemusi oécLe-
HEeH ocTaTbK, HEOGXOAUM 3a MoNaraHeTo Ha BCAKA MOEHTUYHOCT.

CnegBanku petopuyeckus nosen, (ronsimMa yacT OT) 3anagHUTe MHCTUTYLIMOHANHN Mpe-
XKW1, HENPaBUTENCTBEHMTE OpraHn3aLmnn 1 CBEXNTE napy 3a n3cneasaHe u pas3Butme Ha
nsoctaHanute bankaHu (HEBONHO) cny>kaT 3a BTOPMYHOTO NPOU3BOACTBO Ha edHa
NpeaMofepHa aHTpononornyecka Kyntypa. Taka ronsimara yacT OT n3cnegoBaresickuTe
NPOEKTN BbpXy HankaHckaTa Kyntypa u CTuneHgun 3a 6ankaHCKo U3KyCTBO B CBOETO
NO3NTUBHO LIMBUIN3ALMOHHO XenaHne (kato emaHaums Ha ,6anaTta TexHuka Ha 3ana-
[a, YHULWOXKaBalla Henpo3payHnTe 06ekTn Ha bankaHCcKOTO »xenaHue"“, cnopeq nspasa
Ha 3naTtomup 3naTtaHoB B ,[MpoTokonu 3a [dpyrna“) oponpmHacaT 3a Cb3gaBaHEeTo Ha
daHTasmatuyHus o6pas Ha bankaHuTe (Taka Hanp. TBOpeUbT Unu n3cnegoBaTensT, no-
nyynn napv 3a NpoeKT/m3cnensaHe Ha 6ankaHcka npobnemartika, onuTBankm ce go6-
pPOCBBECTHO Aa OTrOBOPM Ha 3ajafdeHnTe OT TemaTa M3MUCKBaHWA (camara nepcrnexkTusa
Ha Temara YecTO MbTW NPeanocTaBs eanH AMCKYPC XxapakTepeH 3a XIX Bek), Npons3Bex-
pa ,bankaHn®: eK30TNYHN TpaguuMoHanM3Mu, ,MPUPOAHO" ChlueCTBYBaHe, GONKNIop,
nbCTpa 1 WymMmHa cMmecuua Ha Kyntypu, eTHM4eCkun cturmatmsadmin u np., n np. petopu-
yeckun 1 paHTasmaTuyeH oTnagbk).

Ako Tpsi6Ba BCe MakK aa ce onuMtame aa onuwlem HoBusi MUT 3a BankaHuTe, B HUKaKbB
CJ'IyLII7I He Tpﬂ6Ba aa ce \-IyBCTBaMe cBpbXxaeTepmMmmnHmnpaHun ot HeroeutTe NOBbPXHOCTHU U
6aHanHoO NaeHTUONLMPYEMIN MUTNKO-aHTPOMOMOMMYECKN MOCTAHOBKY, a Aa ro BUAUM
KaTo CMMMNTOM Ha COLMOKYNTypHaTa CUTyauus, B KOATO TON ce apTUKynupa, TOeCT Kato
UYNCT CUHTETMYEH NPOJYKT HA CbBPEMEHHOCTTA. VIMEHHO B Ta3n nepcnekTmea Lue onpe-
gens HoBua muT 3a bankaHute kato ,MUT 3a ocTaTbyHaTa 6a3oBa opraHuka“. B ocHo-
BaTa Ha To31 MWUT, MUT Ha edHO BCe No-o6nafaBaHo OT HeyTpasnHaTa BnacT Ha Heopra-
HWUYHOTO O6LLECTBO®, CTOW CUTYPHOCTTA, Ye opraHukara e (ToecTt Tps6Ba Ja e, no Heob-
XOAMMOCT) HSIKbJE TaM, CKpuTa AbN6OKO, KaTo M3HauaneH OHTONIOrMYecKn pesepsoap,
KaTo anonuThyHa 1 akynTypHa npvpoga, CBUOETENCTBO 3a eanH 06CLEHEH OpraHuyeH
npousxop. ,bankaHute" ce okaseart cumnToMaTyHa Gpurypa Ha HeBb3MOXKHOCTTa Ha
reHe3NCHNS MUT B CBETa HA HEOPraHNYHOTO. Te ca CBbp3aHu ¢ dacLMHaLUATa-0TOIbC-
KBaHe OT HEMUCIMMOTO O6CLIEHHO Ha NPOU3xoaa — MPOM3XOAbT KaTo opraHnka, KaTo
npeakynTypHa npupoga. To3u cMMATOM nopakaa HoBUTE GUrypu Ha eguH CUHTETUYEH
pacun3bM, TO3M HOB pacu3bM, KOWTO Npoun3sexxaa Hanpumep éuryparta Ha ,pomuTe” —
TOECT Ha ManuMHCTBOTO C NPeaKyNnTypHa crneunduka. Npo6nemsT e B TOBa, Ye NonnTH-
UYECKN KOPEKTHUAT naean 3a npueMaHe Ha KynTypHUTE pasfinumsi BCbLHOCT MO HEU3-

' [la ce npeanonara HAKaKBa KynTypHO XOMOreHHa peanHoCT KaTto bankaHu e npocTo
Heneno. Mexxgy rbpuy 1 XbpBaTu, 6barapn 1 pyMbHUW, AN Mexay xutenute Ha ConyH,
TupaHna, Lietuxe, JliobnsHa n Knyx nma Hakaksa KynTypHa O6LLUHOCT TOYHO TOJIKOBA,
KONKOTO MeXay McnaHuy 1 asctpunum, GpaHuysun 1 Wweenuapum, obutateny Ha KapuHtus,
6acku, GpnamaHgum, napwwkaHn 1 BUeH4YaHn u T.H. A ye kyntypata Ha bankaHute e
npeamopepHa 61 61no Beye KpamHO HaxanHo TBbPAEHME, AOKOKOTO eMH CMIUCHK Ha
ronemMnTe MeHa, KakTo U Ha HKOW OT Hav-paguyKanHuTe ABNeHus B U3KycTBarta Ha
[BageceTn BeK 61 61no 4OCTaTbYHO KPAaCHOPEUMBO ONPOBEPXKEHNE Ha HErpamoTH
CbXXAEHWS, HA KOUTO € 0PV HeyMeCTHO, AOKONKOTO 61 610 n3pas Ha nunca Ha
camoyBaXKeHue, fa ce obpblia BHUMAHME.

? Ynotpe6ssam ¢purypara ,HeopraHuuHO" B NuHuATa Ha Bognep, pagukanuaupada ot
BeHsmuH 1 MNepHuona.
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at all foreign insofar as the Balkans cannot be anything other to “the western world”".
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 society’ -
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. lts
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

' 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.

? | use the word “inorganic” in a Baudelaire-like sense radicalized by Benjamin and
Perniolla.
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6EeXXHOCT NPOU3BEXaa ugesTa 3a KynTypeH oCTaTbK, KOUTO BUHAruM ce naeHtuduumpa c
npupogaTa Kato 06CLEeHHOCT. HeroBumsaT Hecb3HaTteneH adopusbmM e ,apyrara Kyntypa
e npupoga“. HecnyyanHo ,pOMCKOTO ManuuHCTBO" e N3LUsAno NnpoussegeHo B Mogyca
Ha pernpes3eHTauusTa Ha rpynoBa OpraHuka TO OcTaBa yncTa BusdyanHa penpeseHTtauus
Ha onpepfeneH TN He-KynTypHa opraHuka, u € pasno3HaBaeMo eQuHCTBEHO B TO3U
nnaH, B n3sBara Ha TenecHocTTa (TaHuu, My3uka, Tena, Hocely oTrneyarbka Ha opra-
HUYHOTO, TOECT He3acerHaT oT yno6cTBaTa Ha HeOpraHUYHUA naean Ha KO3MeTukara,
MopaTa u 6ogubunamHra). 3atoea u ,pomuTe” ce NPeBpbLUAT B KIOYOBMSA 06pa3 Ha
BankaHute, B MeToHUMUATA Ha BankaHuTe. CTEpeoTUNHOTO NOCEeLEeHNE Ha eKnn Ha 3a-
nagHa meamsa Ha bankaHuTe npegnonara U3oUPBaHETO HA POMUTE: Te Ca TbPCEHU OT
BCEOCBETABALLUTE MEXAHNYHN 04U, OT BCENMPOHUKBALLOTO 3pEHNE Ha 3anagHnsa ny6nu-
yeH Jloroc ¢ yBepeHOCTTa B CKpuTata OHTONOrMyecka, cybctaHumanHa HanmuHoCT Ha
6e3dopmeHaTa opraHuka. Tasum dacumHaumus He e ,MeTapacucTka“, T8 € CUHTETMYHA.
Tsa cBmpeTencTea 3a HACTbMBAHETO Ha epaTa Ha CUHTETUYHMS Pacu3bM, UM HA CUHTE-
TMYHaTa EBreHnKa — HEUH XOPU3OHT € MHOTO MO-KOMMAEKCHMAT CBAT 1 Go6un Ha ceeTa
Ha 6ruoTexHonorniTe 1 6mononuTnkara. Ta gasa n3pas Ha UHTYUUMATa 3a MMaHEHTEH,
UNCT M rPO3€EH XXMBOT, KOSITO rapaHTpa Bb3MOXXHOCTTa 3a pagvkanHa OpyrocT Ha He-
yTpanHus cBST 6€3 ApYyrocT, 3a ApYroTo Ha CBeTa Ha HEOPraHMYHOTO O6LLECTBO U HEOp-
raHNYyHNsA epoTU3bM Ha KyNTYpHOTO CbLUECTBYBAHE OHEC; TOECT N3pa3 Ha OBOMHOTO OT-
BpaLleHne OT OPraHNYHOTO M HEOPraHMYHOTO, KOETO Ce 3aTBaps He TONKOBa B MUTU-
UecKu, a B CUHTETUYHW BUPTYanHu Nnpeactasu. JencTeBuTenHO ynotpeéarta Ha aHTpomno-
nornyeckn ,MUToBE“ € camo Mo cebe cu petTporpagHa u mutuunumpalua. XX sek npumk-
moun. NpeacToaT CUHTETUYHMTE MUTOBE Ha ABafeCeT 1 MbpBUS.
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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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Bnapna MwnxainnoBa

Yuin e NnpobnemsT C
oankaHckarta ngeHTUYHoOCT?

[Mpo6nembT 3a 6ankaHcKara AEHTUYHOCT HE Ce CbCTOU B TOBA, Aanu Uma Wi He Taka-
Ba, @ Ha KaKBO HMBO CbLLECTBYBA CaMUsAT NPOBMEM, 32 KOTO U KakBO TOW e peaneH
npo6nem. 3agasam Bbpoca Cu TONKOBA AMPEKTHO NMOPaau y6exxaeHneTo mu, ve 6an-
KaHcKaTa MOEHTUYHOCT € NpobremaTuyHa B €0HO MHOTO MO-LUMPOKO MOMUTMYECKO Mone,
OTKOJKOTO B JIUYEH, MEPCOHANEH MfaH, UM MbK 3a KOHKPETHU XYOOXXECTBEHU Cpeau.
~DankaHcKa NOeHTUYHOCT e Knuwe, rpaBnTnpaLLo B Ny6IMYHOTO NPOCTPAHCTBO, KOETO
Ce 13Mon3Ba Mo XaoTWYEeH HAUYMH; KaTo NPEAMMCTBO, HEAOCTaTbK, U3BUHEHNE, NErUTU-
mMaumsa 1 T.H. To ce nNpeBpbLLa B yao6eH NapaBaH 3a NuyHa n3rofga uav npocTo 3a Npuk-
puBaHe Ha HekagbpHOCT. OT Tasu rnegHa Touka ,6ankaHcka MoeHTUYHOCT e na3apeH
MeXaHn3bM, TO e, KakTo ka3a AnekcaHabp Kboces ,marketable noHsTne n etuker —
TOBa ce npojasa, ToBa ce npegnara.

Hewara ctaBaT MHOro no-pasnunyHn, Korato ce OTHecaT KbM ObpxkaBaTa 1 KynTypHOTO
nmue, KoeTo T narpaxaa 3a cebe cu. llop ,6ankaHcka MOEHTUYHOCT® YUeCTo ce nma
npeasua 1 ,HaumoHanHa UAEHTUYHOCT" nnn ,6birapcka UAeHTUYHCT . BbnpochT, kakBa
€ bankaHckaTa MOeHTUYHOCT 1 MMa N Takasa, Ce NPeBpPbLLAa BbB BMPOC 3a KYNTYpHOTO
nvue Ha obpXkasaTta u o6wecTBoTo. [peacrasara 3a ,,ek30TuyHuTe bankaHn® ce okassa
YOOGBHO KruMLie, B KOETO Ce BMeCTBa 6bhrapckara MaeHTUYHOCT 1 KOeTO nmMa 3a uen ga
NPUKpUE nuncarta Ha sICHO 3asIBEHO KyNTypHO npucbcTtaue. Mpo6nemsT 3a MOEHTUYHOCT-
Ta ce OKa3Ba Npo6nem Ha npes3eHTaumsaTa Ha obp)kaBaTa, a OTTyK NpPo6rem Ha KynTyp-
HaTta nonutuka. OueBMaHO O6ave OAbp)Kasara, 6birapckara abpXasa, He ce YyBCTBa He-
YOOGBHO B Taka HacnegeHaTa 1 NOCTOSIHHO penpopyuvpaHa npeacrasa 3a ceée cu, B KO-
ATO MOEHTUYHOCTTA Ce CBbp3Ba MNo-eAnH abCypaeH HauYMH ¢ MMHANOTO KaTto Usno, ¢ Tpa-
avumata u gopu ponknopa n 6erno kacae HactosaweTo. ColieBpeMeHHO ¢ Toea B bbnra-
pus ce crnyyBaT 1 NPaBAT HeLa, KOUTO MO HMKaKbB HauvH He HOCST 6enera Ha n3ocTa-
HanocT, NepudepHOCT, NN MbK EK30TUYHOCT, CbLLIECTBYBAT KPbrOBE U XYAOXKHULM, U3-
HacsLLM CBOsATa NPOAYKLMS M3BbH CTpaHaTta 1 peanHo npvemaHun B rinobanHata mpexxa
Ha O6MeH Ha NMPOU3BEAEHNS HA M3KYCTBOTO 6€3 NOMOLLTa UMK MbK nacusa Ha ,6barapc-
Kata unm 6ankaHcka ngeHTnyHocT . MNMapapokcanHo obaye 3a Te3u Hewa B bvnrapus ce
3Hae TBbpAe Manko (uvam npensug nHdopmauus B ny6an4HOTO NPOCTPAHCTBO), OLLe
noseuve OT Ta3u Taka HapeuyeHa LWMpoKa obecTBeHOCT. Jluncara Ha nonynspusnpaHe
Ha Te3u CboUTUS UM OOPU IMYHOCTU BOAM [0 MorpeluHaTa npeacrasa 3a permoHann3bm
M HEQOCTATbUYHOCT Ha KYNTypTa, KOATO Ce Cb3aaBa B bbnrapus unm nbk oo HatpansaHe
Ha egHa ocTapsna, TpaauuMOHHA NpeacTaBa 3a Hesl.

Mpo6nemMbT CbLLECTBYBa OCHOBHO MO OTHOLUEHME Ha CbBPEMEHHOTO, YNOPUTO HApUYaHo
,HEKOHBEHLMOHAITHO®, 6b/ITapCKO U3KYCTBO. MpocTpaHcTBaTa Ha HEroBOTO ChlUECTBYBa-
He BCe NoBeYe He ca 6blrapcku NPOCTPaHCTBa UMK MOHE He TaKunBa, KOUTO Aa OCUrypsi-
BaT Herosara WMpoKa nyénnuHa npeseHtauus. CblieBpeMeHHO UMEHHO TOBa U3KYCTBO
€ HocuTes Ha eflHa HoBa ,NpeacTaBa“ 3a 6bNrapckoTo, KOATO HAACKava rpaHuumTe Ha
NoKaJHo-permoHanHarta KyntypHa cpeaa u eCTeCTBEHO Ce MHTerpupa B eBponemnckus
KOHTEKCT. B Hauanoto Ha 90-Te T. Hap. HEKOHBEHLIMOHAIHU U3pa3Hu CpeacTea ca sapo-
TO, B KOETO Hal-Beue ce 3apakaa 6YHTbT UM OTXBLPJISHETO Ha BRacTTa Ha ToTanutap-
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Vladia Mihailova

Whose is the problem with

Balkan identity?
I

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. | state my
question in such a direct way because | 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 | 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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HaTa Obp)xaBa 1 ugeonormampallara n3kycTBoTO NOMNTMKA Ha NapTusaTa — Lo Ce OTHacCH
[0 peakuus B chepara Ha BU3yasHOTO U3KYCTBO. IMEHHO TOBa N3KyCTBO 06aue e Hal-
Beye 06BMHSBAHO B NarnaTcTso, KONupaHe Ha 3anagHyn o6pasum u He-6brapcko, Koe-
TO Ce Bb3npuema cakall 3a He-aBTEHTUYHO, He-6aKaHCKo, MO CneunduyeH HaurH bx-
N1BO NpUCbCTBUE B 6bfirapckara KyntypHa cpega. OT gpyra cTpaHa, npegcrasarta 3a
6bNrapckoTO Ce NOKpKYBa MHOTO MOBEYE C TPAAULMOHHOTO, JOpY apxeTunHoTo. ,Mncre-
pusiTa Ha 6bArapckKuTe rmacoBe” n XXMBOMKUCTa, N306pas3sBalla 3MenNoBe U CaMOANBY, Ce
CMsiTa 3a HeLOo MHOrO Mo-penpe3eHTaTnBHO 3a bbnrapusa n 6bArapckoTo OT TBOPGUTE
Ha Hepko Conakos Hanpumep. (MHOro 4eCTo UMEHHO XyOOXXHUUMTE, 3aHMMaBalLm ce C
Takasa >XUBOMUC, Hapuyat ce6e cu 6brapcky UM TbPCAT CBOSITA MAEHTUYHOCT Npes3
KNMLWETO KaTo ,6barapcka” unu ,6ankaHcka” naeHTmyHocT.) CblueBpeMEHHO € ToBa Mno-
nuTMKaTa, KOSTO Obp)XaBara NpoBeXaa Mo OTHOLLEHME Ha KynTypHaTa penpeseHTaums
Ha Bbnrapus, e no-ckopo 3aTBbprkAaBalla Taka u3rpageHarta npeacrasa 3a 6barapcko-
TO — TBbPAE TPaAMUMOHHA, KOSITO Bb3MNPOM3BeXaa KOMMeKca 3a KynTypHa HegocTaTby-
HOCT Ha 6bNrapcKOTO O6LLECTBO, TbPCENKM OCO6EHOTO U YHNKANHO 6b/IrapCKOTO B €K30-
TUYHUTE N HEMO3HATK 3a EBPOMENCKOTO PONKNOPHO — apxeTnnHu abnbuHu. B Boarapus
HAMa My3el 3a CbBPEMEHHO N3KYCTBO, KOETO MOKa3Ba iuncara Ha ocb3HaTa Heobxoau-
MOCT OT CbXpaHsiBaHe Ha TO31 TN U3KYCTBO WM MOXKe 61 MPEe3eHTUPAHETO MYy NMEHHO
KaTo 6bNrapcko M3KycTBo?

OnuTLT 3a GOPMUPaHETO HA TakbB My3ell B PyMbHUS, KOSIKOTO 1 BNACTOBU MEXaHU3bM
[ia Ce Oka3Ba TOBa MO OTHOLUEHWE Ha M3KYCTBOTO, MOKa3Ba NMOHe roTOBHOCTTA Ha cTpa-
HaTa fa 3arnoyHe efHO HOBa Hauaso B CBOsITa UCTOPWS, Aa 3arbpbu TOTaNUTapHOTO CU
MVHaNOo 1 Ja rpagy CbBPEMEHHO KyNTYpHO NUE, C KOETO Aa Ce MHTerpvpa B eBponeic-
KaTta cpepa.

BbnpochT, gann nma oélua 6ankaHcka MAEHTUYHOCT, B TO3U KOHTEKCT € NPENeBaHTEH,
nopaam npoctus ¢akT, vye N3BEAEHO OT KOHTEKCTA HA KOHKpPETHaTa KynTypHa cpeaa,
KNMLWeTo ,6ankaHcku“ Moxe aa ce NocTaBy Ha BCAKAKbB POM MPOSBU, CNY)XENKN Ha
BCSIKaKBU UHTEpPECH. B TO3u cMmcbn TO He e HULLO NoBeYe OT eTUKET. B KOHTEKCTa Ha
KOHKpeTHaTa KynTypHa cpefa, OLie NMoBeYe Ha MofieTo Ha KynTypHaTta nonnTuKa, KosTo
Obp)kaBaTta NpoBeXxxaa 3a U3rpakgaHe Ha CO6CTBEHOTO CU KyITYPHO SMUE, NPO6AeMbT
3a 6ankaHckaTa MOeHTUYHOCT € OT OCO6EHO 3HaYeHNe, 3aWoTo ToM Npegonpenens Kys-
TypHaTa UHTerpauus Ha 4afgeHoTo O6LLECTBO B EBPOMNENCKUS KOHTEKCT — OGLLECTBO, a He
oTaenHarta fIMYHOCT unu o6wHocT! Mpo6nembT 3a 6arnkaHckaTa UAEHTUYHOCT € NPo6GIeM
3a obwecTtBaTta Ha bankaHuTe, OOKOMIKO U KaK Te ce 60PST Un He ce BopSAT C Knuwnpa-
HUTe npepncTasn 3a cebe cu. Tonm e obade npean BCUYKO NPO6iemM Ha nonutmkara u
MHOrO MO-ManbK Npo6sieM 3a N3kycTBoTO. MIMeHHO nopaam ToBa npoBeeHaTta KoHde-
peHuMst Mo NOBOA 6ankaHckaTa MAEHTUYHOCT Npve BUAa Ha MHOrorfiac, B KOMTO CE OTK-
povixa MHOro Manko AOMNMPHK Toukn. CbBPEMEHHOTO M3KYCTBO, KOETO B Bbnrapus Bce
oule HAKON HapuyaTt HeKOHBEHUWOHaTHO, HaacKava rpaHuunTe Ha HaumoHanHua n no-
KasIHUS1 KOHTEKCT; HE TO Ce Hy)aae OT ferntumaums n ngeHtndnkaumns nam noeHTny-
HOCT, a Abp)kasara 1 06LLEeCTBOTO NPe3/NocpencTBoOM Hero.
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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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Pa3xopka npo bankaHa
30 manm 2004

Trip to the Balkan
Mountains
May 30, 2004

BankaHbT
The Balkan Mountain Range

\—~

Hawwar mapwpyt
Our itinerary
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BpauaHckusaT 6ankaH
The Balkan Mountain Range in the vicinity of the City of Vratza
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Hap npoxopa Bparuara, peka Jlesa n ceno 3ropurpag
Over the Vratzata Pass, the Leva River and the village of Zgorigrad
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