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KpacumMup Tep3ueB

CYTNEPHOSMUMI

fOguUUIHG U3AOYKOEeHa Npo2pama

Ha UHCmMumyma 3a cbBpemeHHouszkycmBo — Codpud

2021

foguwHaMa u3AoXkbeHa NPo2pa-
Ma Ha UCU-Codug “Cynepnosuuuu”
ce pvkoBogu om pa3zbupaHemo, ye
UHMepPguUCUUNAUHOpHOCMMA €
ocHoBeH Bekmop B coBpemeHHUMe
xygorkecmBeHu npakmuku. CaegBau-
ku moBa pa3bupaHe Nnpoekmupaxme
NPo2paMa ¢ AabopamopeH xapak-
mep, B kogmo aBmopume Moaam ga
ekcnepumMeHmMupam c esuuu, bopmMu
U mexHuku, koumo Bce oude He ca
gedUHUPAHU, HO koumo uMam no-
MeHUUaAd ga onpegenam bbgeule-
Mo HA Npakmukama Ha HOB MmepeH.
NMopeguuama u3lnoXkOuU pazaaeykgam
Bpw3kume Mevkgy uzkycmBo u Hayka/
MexHOoAO2UU; uskycmBo u nonyagapHa
kyamypa; uskycmBo U NOA/COUUAA-
HU gBukeHus; uskycmBo u ekonozaug;
uszkycmBo u Mmuzpauuu, uskycmBomo
kamo Bv3en Mmeykgy noaumuyeckomo
U noemuyeckomo. AuckypcuBHu-
me gBouku (uzkycmBo u..) om cBosa
CMPAHA ce o2AeXkgam B cmpykmy-
pama Ha Becaka uzaoykba - guanoe
Mexkgy gBama aBmopu - eguH om
BoA2apud u eguH 2o0cm.

Pabomelku B8 ocobeHusa kaumam
Ha 2021, npu Hakoako BbAHU HO enu-
geMuama om KoBug-19, pazBuBauwju
Ce C PA3AUYHA guHamMuka 8 pa3AuYHU
Mecma no cBema, He Moykexme ga He
B3emMeM nog BHUMAHUE U pagukaAHO
PO3AUYHOMA CUMYyaUUus HO NPOo2Pa-
MUpPOHe U npegcmaBgaHe Ha u3ky-
cmBo u paboma ¢ xygoXkHuyume.
Ta3u cumyauusa HaAoku noBuuwueHa
cmeneH Ha goBepue (B nepuogume,

B8 koumo nbomyBaHemo npe3 2pa-
HUUU e HeBow3MoXkHo, Bceku aBmop
MEabtBa ga ce goBepu HA U3NbAHE-
HUeMmo Ha paboMmama cu om guc-
MaHUUS, d Yecmo U ga npexkuBaBa
U npegcmaBa npoekma cu u3usaAo
OHAQUH), HO coAaugapHocm (ouenaBa-
Hemo e Npsako cBvpP3aHO CbC 3a4UMa-
HemMmo Ha gpyaug). Tasu cumyauyusa
akmyaau3zupa Bonpocume oKoAo MU-
cAeHemo Ha Bbgeudemo, HO ymonu-
ume u HYykgama om npomMaHa. Tasu
cumyauus, Hal-cemHe, obocmpu
ycema 3a kpexkomo coulecmByBaHe
U BAAQHC B egHA CAOYKHA 2A00aAHA
ekocucmema, kogamo Bceku nperku-
BaB8a AuuHoO B pamMkume Ha AokaaHUA
CU nepuMembE, HO B cbuuomo Bpeme
e B kBaHmoBo npenAumaHe ¢ xopa
U cbbumua Ha HenpegBuguMu guc-
MAOHUUU OM MOo3u NapaMembp.
KBaHmoBa cynepno3uuus e GyH-
gaMeHMOaAeH NpuHUUN Ha kKBaHmMo-
Bama duzuka, cnopeg koumo Bcaka
eAeMeHMAaPHAa Yacmuuad, Cbuecm-
ByBa yacmuuHo BB Bcuukume cu
mMmeopeMuYHO Bb3aMoXkHU cbcmogaHu4a
egHoBpeMeHHO; HO koeamo ce u3lmMep-
B8a uAu HabAlogaBa, gaBa pesyamam,
kopecnoHgupaul HO CaMO egHa
Bo3mMorkHa koHbuaypauua. 3aem om
nonemo Ha kBanmoBama duzuka u
pekoHmekcmyaauzupaH B cBema Ha
uszkycmBomo, mepMUuHbM NPpUgobu-
B8a HeouakBaHa cmoUHocm U Bb3-
MOYKHOCMU ga onuude ocobeHomo
cbCMosgHuUe Ha xygoykecmBeHume
npakmuku.
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Krassimir Terziev

SUPERPOSITIONS

Annual programme

of the Institute of Contemporary Art — Sofia

2021

The annual programme of
exhibitions of the ICA-Sofia
builds on the understanding that
interdisciplinarity is the major vector
of contemporary artistic practices.
This recognition resulted in setting
up a laboratory-like programme
offering artists the opportunity to
experiment with languages, forms
and techniques which may not
have even been established yet but
might indeed have the potential of
defining the future of practices amidst
ad new field. The series of exhibitions
investigate the relations betuseen
art and science & technology;
art and popular culture; art and
gender & social movements; art and
environment; art and migration; art as
the knot betuween politics and poetry.
The discourse pairs (art and...) are
respectively reflected in the structure
of each of the exhibitions which are
set up as dialogues between two
artists — one from Bulgaria and a
visiting artist.

Working in the special
circumstance of 2021 with several
waves of Covid-19 developing at
different pace across the world,
uJe could not afford to not consider
the radically different conditions
for programming and presenting
art and working with artists. The
situation enhanced the level of trust
(over periods of international travel
limitations each of the artists had to
trust from a distance that their works

would be produced to expectations,
as well as often experience and
present their projects fully online),
and of solidarity (survival directly
relates to respecting the other). The
situation highlighted the relevance of
rethinking the future, of utopias and
the need for change. Ultimately, the
situation sharpened the auwareness
of the fragility and balance in the
complicated global ecosystem,
which one has personal experience of
within the framework of one's local
perimeter, but at the same time is in
guantum entanglement with people
and events at unpredictable distances
from that same perimeter.

The quantum superposition is a
fundamental principle in quantum
physics and it claims that any
elementary particle exists partially
in all of its theoretically possible
states simultaneously: but uuhen
studied or observed it produces
results relating to a single possible
configuration only. Borrowed from
the field of quantum mechanics and
recontextualized within the world
of art, the term gains unanticipated
value unlocking opportunities to
describe that extraordinary state of
artistic practices.
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BosH MaHu4eB

CYHNEPHOSNLNI:

KPVTUHECKA PELLUNTEARHOCT
[PEA HEPELLNMOTO

MNopeguuama u3lnoXkou ,Cynepno-

3UUUU® usNnuMBa BvamMoykHOCMUMe

Ha cbBpemeHHomo uskycmBo B egHa
PAgUKAAHO NPOMeHeHa cumyauus.
Kypamopckuam npoekm Ha UHCMuU-
Myma 3a coBpemMeHHo uskycmBo

- Coduga obaye He npocmo gelicmBa
peakmuBHo HO Ma3u cumyauud —
koHkpemHama cumyauus Ha NAH-
geMmuama om KoBug-19, a g 83uma
kamo npemekcm 3a u3caegBaHe

Ha kpumuyeckudg NoMeHUUaA Ha
cbBpemeHHomMo uzkycmBo He camo
ga ce cbomHacd ¢ akmyaaHocmma
(koemo, goHakoge maBmoao2uyHo,
NPegnNoAd2a COMOMO ONpegeAeHue
,CbBpeMeHHO"), HO U ga NPeoCMUCAU U

npegeduHUPa cobcmBeHumMe cu 2pd-
HUUU, Koumo ca u 2paHUUU HO OMHO-
uleHuemo koM cBema u gBurkewyume
20 CUAU. B mo3u cMmucba kpumuuec-
kama pamMka uAu, Heulo noBeue, kpu-
mudeckomo ycaoBue Ha u3aokbume,
Ca 30gageHuU egHoBpeMeHHO npeyus-
HO U NpoBokamuBHo: me nocmaBam
kamo HauvaAHO ycroBue cumyauuga-
mMa, kogmo yecmo Nnbmu e ouakBa-
Ha kamo edpekm uAu pesyamam Ha
gelcmBuemo Ha cbBpemMeHHuUMe
xygorkecmBeHu mBopbu. Kpuzama

e npepabomena kamo kpumuuecka
Bo3mMorkHocmM: maka u HeegHokpam-
HO ombeAd3B8aHamMa emMmuMOoAO2U-
vecka Bpwvika Mmexkgy noHamuama

3a ,kpu3a” u ,kpumuka” (u gBeme
NPOU3AU3AULU OM 2pbukus 2Aa20A
krinein, 6ykBaAHo ,npemeaaam”,
,npoemMmepBam”, a ommam, kocBeHo — u
,pa3genam”, a B lopuguueckua uguom
— ,omcwkgam”’) ce uzaBaBa npogyk-
MmuBHo. Taka aBmopbm Ha Npoekma
Kpacumup Tep3ueB, nognoMozHam
oM NpuUCbeguHUAUME ce kypamo-
PU HO oMmgeAHUMe U3A0XKOU KaAUH
CepanuoHoB u NpaBgoalot UBaHOS,
kakmo u Bcuuku nokaHeHu 30 ydac-
mue xygoykHuuu, ,u3obpemaBam”
ycaoBue, koemo cumMyaupa u3aBa-
ma Ha kpumudecku npepabomku Ha
MeguUHama ,Mamepusa u dopma”,
kakmo u Ha dyHkuUOHUPAHEMO Ha
ecmemuyeckume pexkumMu.
BvnpocHomo ycaroBue e 3agageHo
Ha NLEBO MACMO oM UEHMPAAHOMO
noHAMuUe Ha Npoekma, gaAo U HAU-
MeHoBaHuemo My: Cynepno3uyuu.
B kBanmoBama mexaHuka, cnopeg
NPUHUUNG HO cynepno3uuyusma,
egHO U Cbwo kBaHmMoBo cocmogaHue
Moyke ga uMa HakoAko croudHocmu
30 onpegeAeHd HabalogaBaHa Beau-
yuHa. Taka HanpuMep B8 cbcmModaHue
HO cynepno3uUUS egHAO U CbUld Yac-
mMuua Moyke ga 6bge HabalogaBaHa
egHoBpeMeHHO, C pa3AUYHA Bepoam-
Hocm, Ha Hakoako Mecma. IMpocAo-
Bym NnpumMep 30 CoCMOFHUEMO HA
cynepno3luuuda e MucAroBHuUamM ekcne-
puMeHmM Ha LLpboguHzep, uzBecmeH
kamo komkama Ha LllpboguHeep,
cnopeg koumo komkama e egHoBpe-
MeHHO »kuBa u MbpmBa. (EgBa Au e
cAyYalHO, Ye Hackopo eguH om ky-
pamopume Ha npoekma, Kpacumup

Tep3ueB, npegcmaBu coBMecmHo ¢
Yenko TepzueB uznoykbama ,Kom-
kama Ha LLpboguHaep” B 2anepus
+359 BB BogHama kyaa 8 Coduq.)
EguHcmBeHo uzMepBaHemo cBeykga
Bekmopa, npegcmaBaaBaul, Bcuuku
Bo3MOXKHU NO3UUUU — cynepno3uyus-
ma, go MOYHA NO3UUUS.

Taka HavyaAHOMO ycaoBue Ha Npo-
ekma ,Cynepno3uuuu” e kakmo u3n-
paBaHemo Ha Bcaka no3uyuda npeg
HelUHAMa 02AegaAHa, pedarekcuBHa
cmpykmypa, maka u usacgzaHemo U
Ha HeUHaMAa PAagukaAHO Heno3HaMA
gpyzaocm. B cayuag kypamopume
Ha Npoekma nocMaBam HA NobE-

Bo Macmo camama npakmuka Ha
cbBpemMeHHoMo uzkycmBo B cbom-
HoUWleHUe C gpyau onpegensauiu 3d
cbBpeMeHHocMMa Nnpakmuku: HaOyu-
HU, MeguUHU, durocodcku, noAuMmu-
yecku. Om gpyeza cmpaHa, ycroBu-
emo Ha npoekma e u cmpykmypHo:
8 noBeuemo cayuau mo BvBerxkga
npaBuAomo 3a koHdpoHMauus —
cynhep-nozuyus 8 bykBaaHua cMu-
CbA HO AMuHCckama gyma — Ha gBe
cybekmuBHU MBopuecku no3uyuu
(eguH 6br2apcku xygorkHuk / eguH
20CM); Mo e cpewa Ha gBe xygo-
kecmBeHu npakmuku, cvbzgaBaulo
ycnaoBue 3a komnaekcHa cumyauus
Ha B3aumogelcmBue, pecnekmuBHo
30 MPAHCHOPMUPAHE HO CMUCAOBU-
mMme OMHoWweHUs —ecmemuyecku,
noAuMmuyecku u emudecku. He Ha
NoCAegHO MAacmMo, cBvp3BaHemo Ha
JAabopamopHa” ekchepuMeHMaAHaO
pamka u xygorkecmBeHu ekcnepu-
MeHMUu Bogu go cb3igaBaHemo Ha
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cnoykeH 6aaaHc, kolmo nogemMa Ha-
kou om Hal-nAogoMmBopHUME AUHUU
Ha cbBpemMeHHomo uzkycmBo, cBvp3-
Bauwiu Hay4HU ¢ xygorkecmBeHu
dopMamMu (B AUHUAMA HAO Napague-
MamuyHamMa u3AoXk6a Ha Pudapg
XaMuAMmbH ,RPacmeyk u cuna”, Growth
and Form, 8 ICA AoHgoH npe3 1951) .
He3zaBucumo ve cumyauuama Ha
cynepno3uyus e BuHoz2U HepewuMda,
B8 Hega ce 9B8aBa cmpykmypHUamM Mo-
MeHM Ha egHAa NbpBuYHa cybekmuB-
HOCM, HO egHAa ,NpomMo-cybekmuB-
Hocm”, kogmo o3HauyaBa HU noBeye
HU No-MaAko B3uMaHe Ha peudeHue.
Cybekmbm ce 98g98a c peuweHuUemo.
BonpocHama duaocodpcka mesa, koa-
mo ymBovprkgaBam 8 nopeguua om
CbyUHeHUs, Ha NbpBo Macmo B8 ,Ho-
Buam AmaHop” (2019) u L'altération
du monde (2009 / 2020), u 8 kogmo
peuleHuemo e npegcmaBeHo kamo
kalouoB MmomMeHmM Ha cybekmuBauu-
aMma, HOMUPA 3HAYUM ekchepuMeH-
maneH napanen B8 ,Cynepno3uuuu’”.
3aaBeHuam B npozpaMamMa UH-
mepec kbM Bpblkume coc cbBpe-
MeHHama Hayka no3BoaaBa ga ce
nocmaBu B8 wupoka pamka npobae-
Mamukama Ha cybekmuBauuama
He camMo kamo HayueH, noAumudecku
u emudyecku, Ho U kamo ecmemu-
yecku Bvnpoc. Camama akmyaaHa
cumyauyuda Ha kpuza® ce 0308aB8a
8 ambuBaaeHMHa ,cynepno3luyug’
cnpaMo ecmemuyeckama cumyauua
Ha coBpemMeHHomo ulkycmaBo. Taka
HapedeHama kpu3a paskpuBa MHo20
no-gbAbokama kpula Ha peykuMume
HQ Op2aHU3AUUa HO MeAama, Ha Ma-

MEePUAAEH U HeMamepuaAeH 0OMeH,
Ha gudyzHomMo npouzBogcmBo Ha
cmouHocm Ype3 NpuBugHO Heo2pa-
HU4YeHOMO ckopoCcMHO pa3NEPbLCBaHe
HO MOMEePUAAHU cmMoku U HeMame-
pUaAAHU kanumaau. Ckopocmma Ha
30p030Ma e caMama 300a3d: NoYMuU
maka, kakmo AHMoHeH ApMo onuc-
8a gedcmBuemo Ha yymama kamo
ncuxudecko pazcmpoldcmBo, koemo
NopaYkga PeaAHOCM Ype3 guCMmaH-
UUOHHO gelcmBue. NogobHo Ha
yymama Ha Apmo, KoBug-kpuzama
pa3kpuBa umMaHeHMHaMa Kpula Ha
pexkuma, koumo g npaBu BvamorkeH
CbC cobcmBeHamMa cu NAMOAO2US.
Cumyauuama Ha cynepno3uyus,
8 koamo ce 0308aBa ecmemuuecku-
am pexkuM gHec, paskpuBa Ha cBolU
peg HezoBama uMaHeHmMHa kpu3la.
UMaHeHmMHama kpu3a e cBop3aHa
C He30AUYUMaMAa gucmaHuusg Mexk-
gy Haaneg u noHasmMue — KaHmoBu-
am pa3puB, koumo caaza kpad Ha
gucno3zumuBa Ha kaacudeckomo
uszkycmBo u pazmBapsa xuamyca
Ha MogepHocmmMa. Kpumuyeckuam
uMnepamMuB, ulguaHaA ce go cma-
Myca Ha HOPMA 30 CbBpeMeHHOMOo
uzkycmBo, ce onumBa ga npeobovpHe
kpu3zucHama cumyauyuda npogyk-
mMuBHo. Koumuueckomo ycaoBue,
3aAe2HAA0 kamo HopMamuBHO U3uUC-
kBaHe B8 coBpemerHHomo uzkycmaBo, e
kaHmuaHcko no cBoga xapakmep. To
canegBa uHMyumuBHo KaHmoBug pe-
BoalouuoHeH obpam, cnopeg kolmo
3agayama Ha puaocoduaMa e He gda
ce pa3zkpuBa cobuyHOCMMA HO Heula-
mMa, a ga ce uzcAregBam ycaoBuama

UM Ha BoamMoykHocm. YcroBuama Ha
Bov3mMoxkHocm B cbBpemeHHocmma
obaue ca B cumyauusa Ha pa3puB. B
mMax ce pa3MBapa HenpPeogoAUMAMAa
gucmaHuuga Mexkgy MamepuaAHO ec-
memudecko npouzBogcmBo U Npou3-
BogcmBo HO HeMamepuaAHa cmoU-
Hocm. B uscaregBaHemo Ha mo3u
PO3PUB UAAD egHA AUHUS HO Mmbpce-
HuUa B coBpemeHHoMoO u3zkycmBo ce
onumBa ga ocvulecmBaBa npeHoc
om eguH ecmemuuecku pexkum kom
gpye, 30 ga oBAagee npoueca Ha
npou3BogcmBo Ha 3HaueHue/cmoU-
HOCM U NO MO3U HAOYUH ga oBAagee
camama kpu3sa. Ho 8 cayuada kpusa-
ma, koamo MmpabBa ga 6bge oBAaga-
Ha, e kpuzama Ha camama kpumuka.
ToBa, yuamo cmMoUHOCM U 3HAYeHuUe
mMpabBa ga 6bge oBAagaHo, e camMa-
ma Bv3MoykHocm 3a kpumuuecko
npou3BogcmBo Ha 3HAYeHUe, Bb3-
MoXkHOocmma 3a oBAragaBaHe Ha eH-
mMponuama Yype3 npeocbpbulaHeMo U
8 gpyea dopmMa HAO opa2aHU3aUUS.

B pamkume Ha koHkpemHume
xygorkecmBeHu npoekmu, Bkaloue-
HU B8 nopeguuama ,Cynepno3uuuu’,
mMa3u NnpobAaeMamuka ce nocmaBsa
Ha NbPBo MacmMo ype3 Bonpocume
30 coyuaAnHoMo B3aumogelcmBue,
obuwyBaHemo, HO U 3a pa3AUYUEeMo —
CoUUaAHO, ukoHoMuuecko, kKyamypHo,
noaoBo, ¢ pokyc Bopxy npobreMmamu-
ka Ha adekma u namemma, kamo
MbKAH HO COUUOAHUME OMHOUJeHUS
U MmaxHama ycmouyuBocm. Onumu-
me 30 NpeogoAdBaHe HaO ecmemu-
yeckug pa3puB Ha npouzBogcmBo Ha
3HaueHue/cmoutHocm ce cBexkgam

obukHoBeHO go ,XO0PU30HMAAHU"
MpPEaHchepu —om eguH ecmemuyec-
ku pexkumM koM gpyz, om egHo MmeguU-
HO Nnpou3BogcmBo koM gpyzo, om
eguUH ceMaHMuU4eH pe2UoH koM gpye.
B nopeguuama om u3Aroxkou ,Cynep-
no3uyuu” ule 3abereykumM Baecmauiu
NnPpuMepU 30 hogobeH mpaHcdep,
OCMUCAeH kamo waHc 30 ygopykaHe
u oBAracmaBaHe Ha BvaMoXkHocmma
3a kpumuuecko nopaykgaHe Ha 3Ha-
yeHue, myk obaue me3u mpaHcdepu
Ca MOBUAU3UPAHU U BbB Bepmukan-
HOMO, NAPAAEAHO U3MepeHUe Ha
cynepnozuuusgma. Taka 8 npoekma
Ha Yaapb Capal egHA NO Colle-
cmBo guazpaMaMmuyYHa cucmema
om uzobpaszumenHu cpegcmBa u3-
BopwBa cpe3 Ha ,apxeoro2uama Ha
cmouUHocmma®, 8 cAydaa oHazAege-
Ha kamo apxumekmypeH pexkum Ha
nopaXkgaHe U ygoprkaHe Ha xe2eMo-
HeH noAumuko-ecmemuyecku guc-
kypc. To3u mpaHchep e usznokeH Ha
kpumuyeckama xunome3a Ha egHa
ceusmoezpadua Ha pucka, B kogmo
He CaMO MamepuaAHaMa apxumek-
MypEa, HO U apxumekmoHuama Ha
3HAYeHUAMa 6uU MO2AC ga Ce C2pOMO-
ASICA UAU NOHEe ga ce mpaHchopMuUpa
pagukaaHo.

BonpocHuamM umMaHeHmMeH pa3puB
B8 copueBuHama Ha akmyaaHocmma
e Bv3ynpoulBegeH kamo cynepno-
3UUUSMA UAU HepeuduMocmma Ha
ecmemudeckua pazpuB 8 ecmemu-
yeckuga perkuM Ha cbBpemMeHHoCcMMA,
CcBvpE30H C PAgUKAAHOMO 02PAHU-
yaBaHe u MpaHchopMUPAHEMO Ha
Bv3mMoykHOCMMA 30 MOMepudAeH 06-
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MeH, 30 gupekmeH cbAbCbk HO MeAa-
ma, 3a komyHukauua u edpekmuBeH
mopaHchep B cumyauusma Ha kpu3la.
Taka kakmo cumyauugma Ha Ko-
Bug-19 HOoAC2a pa3zgeAdHe HO MeAd-
ma 4ype3z dopMu Ha BuonoAumMudecku
koHMpPoA, maka u cbBpemMeHHUamM
ecmemuuecku peXkumM HaAa2a U30AU-
paHe HO Meguume u npouzBogcmBo
Ha cMuUcAOBU uguocuHkpa3luu, He3a-
Bucumo om uAlozugma 3a MmaxHama
Bceobwia gudysud, B koamo Bcouwl-
HOCM NPONAgAd UMEHHO 0bMeHbM

u npou3zBogcmMBomo Ha 3HaYeHue
cmaBa HeBv3mMoykHO. Ako NnpubeaHeM
go pevHuka Ha cumyauuoHucmume,
BuxMe Mo2AU ga kaykeM, ve B cvBpe-
MeHHOMa cumyauusa UMeHHO cumy-
ayugma kamo npou3zBogcmBo Ha
aBmeHMUYHU COUUOAHU OMmHouwle-
HuUg, kamo gedcmBumeneH »kuBom,
8 npomuBoBec Ha ,He->kuBoma" Ha
cnekmakbaa, cmaBa HeBob3MoXkHa.
ToBa e npuyuHaMA, Nopagu kogmo
peg BkaloueHu 8 ,Cynepno3luyuu”
pabomu ce onumBam ga MucAamM
kpumuyecku u uzkuBaBaHemo Ha
pa3puBa Ha komyHukauyuama, Ha
6AU30CMMA HO MeAdMa, Ha cnoge-
AeHocmmMa, 6e3 Npu MoBa ga BvuBexk-
gam caHmumMeHmMmaAHama dukuyua
3a HakakobB nvpBouzMmouHuk Ha
yoBewka cnanomeHocm, Ha NPUMU-
MUBHCG NbPBUYHA XOPMOHUS, 30 U32y-
beHua 3AameH Bek Ha ,npeg-kpu3uc-
Hug" cBam.

B nopeguuama cu B kpag Ha
geHga", KaauH CepanuoHoB, npegadza
Bo3mMoykHOCM 30 cb3gaBaHe Ha 3Ha-
yeHue U bauzocm, koamo He e npoc-

ma pekoHcMpykuuga Ha 3a2ybeHama
adpekmuBHa ,npapoguHa” HaO egHA
koHkpemHa voBeuika Mukpo-obul-
Hocm, d Bvbobpa3zaBa, Ype3z camume
,Meguu Hao gucmaHuuama’“, moecm
Ha kpuzama, Bo3MoykHOoCM 30 NoPaXK-
gaHe Ha 6bauzocm u komyHukauyugs 8
caMama gucmaHuyuga. HecayuyalHo
mMoU u3BvpwBa mpaHchep Mexkgy
egHa ,apXaudyHa" MamMmepuaAHa mex-
Huka Ha u3zo0bpa3aBanHe — ckuuupa-
HeMmo ¢ MOAUB (Yuemo MaMmepuUaAHO
NnpucbcMBue e XunepMPoPuUPAHO
om 38ykoBama uHMepBeHuua Ha
AHeeAn CuMmumuyueB) u egHa ,06pa3-
UoBa"“ coBpemMeHHa Megua HA guau-
mMaAHaMa ualozua 3a 6Auzocm — Bu-
geokomMyHukauugma ype3 oHAQUH
NnAamMdopMu. XygorkecmBeHuam
mpaHchep nouzBexkga HeouakBaHa
ceMaHMUYHAa guaz2pama UAU Bepba-
AEH peg — onucaHusa Ha obpazume

HO PeaAHU CbbecegHUUU/gu2UManHu
gBouHuuu, koemo B8 kpadHa cmem-
ka ce npeBpvwia B HoBa BuzyaaHa
abcmpakmHo-ceMaHMu4YHa koMno-
3uyud, koamo npegcmaBaaBa dopma
HO gu2UMAAHA 2paduUYHA Noe3ud
uAu »kuBo-nuc vpez gymu. Nopmpe-
mMmume Ha CepanuoHoB ca ocobeHa
PopMA HO MHEMOHUYHA mexHuka,
koamo npou3Berkga ,B8 kpaa Ha geHga"
HoBa mexHuka, kogmo He e camMo Na-
AUCMUB HO cemuBHAMa namMem, HO
e U aHamHesa B NAaamoHoBus cMUCHA
- NPUNOMHSAHE Ha 3a6paBeHo uc-
MUHHO 3HOHUE, koemo u3zobpemdaBa
cBog ,nucMeHocM” UAU ,HOBa Meguga”.
Pabomama Ha CepanuoHoB cb3lgaBa
ocobeHo NnpogykmuBHO omHouleHue

C Ma3u Ha Hez2oBug ,NaPMHLOP NO
cynepno3uuuga”’, AnekcaHgope LLeaoy,
8 pamkume Ha uznok6ama ,PekoH-
cmpyupaHe Ha »kuBoma" 8 UCU,
kypupaHa om Kpacumup Tep3ueB. B
Sequences #1 - #163 LLlenoy koHCMpPy-
upd daHMaAcMuYHU ,pomozpadpcku”
u3zobpaykeHUs — cumyauuu, koumo
HAMAM peaAeH Nnpomomun, HO kou-
Mo npou3Berkgam BuzyaAHaMa cu
Mamepua Kamo MHeMoHU4YeH apxuB.
Te kKoHCMpPyupam naMmem Hacpeg
NEA3HOMO, Kpuzama, eHMmponuaMa.
TaxHama kpumudecka onepauuga 3a-
cd2d UMeHHO u3AudaBaHemo, cBexk-
gaHemMo go HUWo, reductio ad nihilo.
Te npugaBam oHMoAoz2u4ecku cma-
mMym Ha omxBbpAaeHUa om MAamMoH
daHMA3bM UAU NpU3pAYeH 06pa3.
Ta3u mpaHchopMaAUUa He e egUH-
cmBeHo MpaBMamuyHO MbpceHe
HA 302ybeHomMo, d e UMEeHHO Bb3MOoXk-
HOCM 30 CeMaHMUYHAO peop2aHU3a-
Uud U gopu MHEMOHUYHAa ,cybAuMa-
uuga” Ha MpPaBMaMmuYyHUAa onuMm om
cMmpykmypHama aAueHauus — Npu-
HYguMeAHOMo pa3mMpo2B8aHe Ha
gupekmuuga yoBeulku koHmMakm, Ha
moBa, koemo Nu Aebop u koneaume
My Hapudam ,cumyauyua”.

Taka npoekmom ,Cynepno3u-
uuu” cakaw ce onumBa ga MucAu
Bo3amMoXkHOCMUMe He NPocMo 3a
cumyayuu, a 3a ,Memacumyauuu”
Ha Bb3MoykHOCMUMe 3a cobulecmBy-
BaHe. Memacumyauyugma 8 mo3u
CMUCbA NpegcmaBaaBa kpumuuecku

NnpepabomeHa HOYaOAHO cumyauus,
8 kogmo cvulecmByBaHemo cmaBa
Bo3mMoXkHO HO gpye0o paBHuuwle. Kpu-
Mudeckume apmucmuYyHU onuMu

8 pamMkume Ha ,Cynepno3uuu’ ce
OMHACAM UHMYUMUBHO UAU Cb3HO-
MeAHO kbM NogobHO MuvpceHe. Ako
mMyk ce BbpHeM kbM ceMaHmMu4YHUA
NOMeHUUaA HO NpegAoXkeHaMma om
kypamopume Ha Nnpoekma Hayu4Ha
ugesd 30 cynepno3luuud, mo Bepoam-
HO ocHOBHUAM He camMo durocodcku
U noAuMmudecku, Ho U ecmemu-

ucku npobaem npeg Becaka egHa om
BkaloueHume B8 npoekma u3AoXkou, e
NPobAeMbM 30 peweHUemMo, a CAego-
BameaHo u 3a cybekmuBHocmma. B
Me3u apMuCMUYHU cynepno3uyuu
ce po3uU2PaBa HONBAHO CEPUO3HO
Bonpocom 30 peweHuemo B
kpuszucHama cumyauua Ha akmy-
anHocmma: kak ga pewum? U cae-
goBamenaHo, kak ga (ce) pecybekmu-
Bupame B cumyauuama Ha NPpuHYyga,
HO ONUMA 30 CMPYKMYPHO U3AUYA-
BaHe Ha cybekmHocmma? Kak ga
omcmosaBame BvamMoxkHocmma 3a
gpye0 peudeHue UAU gopu 30 Hepe-
uwumMocm B nopomuBoBec HaO xe2eMOoH-
HUa Bekmop Ha npou3BogcmBo Ha
cmoUHOCMU U 3HaYeHUd, Ha HOPMU U
nopagbk? Kol e (xygoxkecmBeHuam)
cybekm, koumo pewaBa gHec — myk,
ceea?
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Boyan Manchev

SUPERPOSITIONS:

CRITICAL RESOLVE TOWARDS

THE UNSOLVABLE

The exhibition series Superpositions
challenges the possibilities of
contemporary art in a radically
altered situation. Nevertheless, the
curatorial project of the Institute
of Contemporary Art - Sofia does
not simply react to this situation
— the specific situation of the
Covid-19 pandemic — but uses it
as a pretext to explore the critical
potentiality of contemporary art
to not only correspond to reality
(which, somewhat tautologically,
presupposes the very definition of
“‘contemporary”), but also to rethink
and redefine its own boundaries that
are also boundaries of the relationship

with the world and its driving

forces. In this respect, the critical
framework and, furthermore, the
critical condition of the exhibitions are
set up both subtly and provocatively:
they stipulate as an initial condition
the situation that is often expected

as the effect or result of the way
contemyporary artworks operate.

The crisis is remolded into a critical
possibility: accordingly, the frequently
noted etymological relation between
the terms “crisis” and “critique” (both
stermming from the Ancient Greek
verb kpivw, literally “assess”, “weigh”
or “measure”, hence the indirect
meaning of “divide” or “distinguish’”,

and in juridical terms — “decide”
or “judge”) is also productively
manifested. Consequently, the project
creators Krassimir Terziev, assisted by
associate curators of the individual
exhibitions Kalin Serapionov and
Pravdoliub Ivanov, along with all
the artists usho were invited to
participate, “invent” a condition
that stimulates the manifestation of
critical revisions of media “matter and
form”, as well as the functioning of
aesthetic modes of operation.

The condition in question is
primarily set by the project’s
central concept that serves as its
title: Superpositions. According
to the superposition principle in
guantum mechanics, one and
the same quantum state can
have several values for a certain
observable quantity. For example,
in a state of superposition, one and
the same particle can be observed
simultaneously in several places with
differing probability. A prominent
example of the superposition state
is Erwin Schrodinger's thought
experiment known as Schrodinger's
cat, according to which the cat is
simultaneously alive and dead. (It is
hardly an accident that one of the
project curators - Krassimir Terziev,
in collaboration with Jelko Terziev
- recently presented the exhibition
Schrodinger’s Cat in +359 Gallery,
Sofia). Only the measurement
reduces the vector that represents all
possible positions — the superposition
— Lo one exact position.

In this way, the initial condition of
the project Superpositions consists in
both confronting each position with
its reflective structural counterpart
and exposing it to its ouwn radically
unknown otherness. In the present
case, the project curators assign a
primary role to the very practice of
contemporary art in correlation with
other modern practices: scientific,
media, philosophical, political. On
the other hand, the project condition
is a structural one as well: in most
cases, it introduces the principle of
confrontation, super-position, in the
literal sense of the Latin term — of
tuso subjective creative positions
(one Bulgarian artist / one guest);
it represents an encounter of two
artistic practices, generating a
condition for a complex situation
of interaction, respectively for the
transformation of meaning relations
- aesthetic, political and ethical. Last
but not least, the correlation betuween
an experimental “lab” framework
and experimental artworks leads to
the emergence of a complex balance
that takes up some of the most
productive veins of contemporary art
that establish connections betueen
scientific and artistic formalts
(following the pattern of Richard
Hamilton’s paradigmatic exhibition
Growth and Form at ICA, London,
1951).

Although the situation of
superposition is always unsolvable,
it brings about the structural
moment of a primal subjectivity, a
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“proto-subjectivity”, which no more
or less stands for decision making.
The subject emerges along with

the decision. This philosophical
proposition which I have been
professing in a series of works, chiefly
in The New Athanor (2019) and
L'altération du monde (2009 /2020,
in Japanese), and which postulates
decision as a crucial moment of
subjectivation, stands parallel to the
project Superpositions in terms of
significance and experimental value.
The interest in the relationship with
contemporary science stated in the
project allows for broadening the
problematic scope of subjectivation
not only as a scientific, political and
ethicalissue, but an aesthetic one as
well. The actual “crisis” situation itself
proves to subsist in an ambivalent
“superposition” in relation to the
aesthetic situation of contemporary
art. The so-called crisis lays bare

the much deeper crisis of body-
organizing regimes, of material and
immaterial exchange, of diffuse
production of value by means of the
seemingly unlimited acceleration

in the distribution of tangible and
intangible assets. The speed of
infection is the infection itself: just as
Antonin Artaud virtually describes
the effect of the plague as a mental
disorder which produces reality
through remote action. Like Artaud'’s
plague, the Covid-19 crisis lays bare
the immanent crisis of the regime
that made it possible through

its ouwn pathological state.

Likewise, the situation of
superposition that presently envelops
the aesthetic mode of operation
lays bare its immanent crisis. This
immanent crisis is related to the
irreducible distance betuween intuition
and concept — the Kantian rupture
that puts an end to the dispositive of
classical art and opens up the hiatus
of modernity. The critical imperative,
elevated to the level of norm for
modern art, attempts to productively
reverse the crisis situation. The critical
condition established as a normative
requirement for contemporary art
is essentially Kantian. It intuitively
follows the path of the Kantian
revolutionary turn uhereby the task
of philosophy is not to reveal the
essence of things, but to investigate
their conditions of possibility. The
conditions of possibility in modern
times, however, are undergoing
disruption. There is within them an
insurmountable rift between material
aesthetic production and production
of intangible value. By examining
this rupture, an entire investigative
vein in contemporary art strives to
achieve transfer from one aesthetic
mode of operation to another, in
order to gain control over the process
of meaning/value production and
thus gain control over the crisis itself.
In this case, howsever, the crisis to
be controlled is the crisis of critique
itself. The thing whose value and
significance must be gained is the
very possibility of critical production
of meaning, the possibility of gaining

control over entropy through its
transformation into another form of
organization.

WJithin the scope of the specific
artistic projects featured in the series
Superpositions, the aforementioned
problematics is initiated primarily
through the issues of social
interaction, of communication,
but also of difference — social,
economic, cultural, sexual — with
further focus on the problems of
affect and memory, functioning
as the fabric of social relations
and their stability. The attempts to
overcome the aesthetic disruption
of meaning/value production are
usually reduced to “horizontal”
transfers — from one aesthetic mode
of operation to another, from one
media production to another, from
one semantic sphere to another.
The exhibition series Superpositions
displays wonderful examples of such
a transfer, rationalized as a chance
of sustaining and empowering the
possibility of critical production
of meaning; in the present case,
however, these transfers are also
mobilized along the vertical and
parallel dimension of superposition.
For instance, in Cagri Saray's project,
an essentially diagrammatic system
of expressive means performs a
cut section of the “archaeology of
value” that in the present case is
visualized as an architectural set of
principles that generates and sustains
a hegemonic political-aesthetic
discourse. This transfer is exposed to

the critical speculation of a certain
seismography of risk where not only
the tangible architecture, but also the
architectonics of meaning could crash
down, or at least transform radically.
This immanent rupture at the
heart of actuality is reproduced as
the superposition or insuperability
of the aesthetic rift in contemporary
aesthetic mode of operation related
to the radical restriction and
transformation of the possibility for
material exchange, for direct collision
of bodies, for communication and
effective transfer in a crisis situation.
Just as the Covid-19 situation imposes
separation between bodies through
biopolitical forms of control, the
contemporary aesthetic mode of
operation likewise imposes isolation
on the media and the production
of conceptual idiosyncrasies,
irrespective of the illusion of their
common diffusion wuhich, in fact, is
precisely what causes exchange
to fail and meaning production to
become impossible. If we resort
to the lexicon of situationists, we
could argue that in the modern
situation it is namely the situation
as production of authentic social
relations, as real life — as opposed to
the “non-life” of the spectacle — that
pbecomes impossible. This is why a
number of artworks from the project
Superpositions also aim to reflect
critically on the experience of rupture
in communication, of proximity
of bodies, of sharing, without
ever introducing the sentimental
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fiction of any primary source of
human solidarity, of a primitive and
primordial harmony, of the long lost
Golden Age of “pre-crisis” existence.
In his project series “At the End
of the Day”, Kalin Serapionov offers
the possibility for meaning creation
and proximity which is no simple
reconstruction of the lost affect-
dependent “ancestral homeland” of a
particular human micro-community,
but invents through the very “media
of distancing” (i.e. the media of
crisis) an opportunity for generating
closeness and communication within
the distance itself. It is not by accident
that he achieves transfer betueen
an “archaic” physical technique of
visual representation — the pencil
sketch (whose material presence
is hypertrophied by the acoustic
intervention of Angel Simitchiev)
and a “model” contemporary
medium associated with the
digital illusion of proximity — online
video communication. The artistic
transfer produces an unexpected
semantic diagram or verbal order
—descriptions of images of real
interlocutors/digital doubles - which
ultimately transforms into a new
visual abstract-semantic composition,
representing a form of digital graphic
poetry or word-painting via verbal
means. SerapionoV’'s portraits
are a special form of mnemonic
technigue that “at the end of the
day” produces a new technique that
is not only a palliative of sensory
memory, but also an anamnesis

in Plato's terms — remembrance
of a forgotten true knowledge
which invents its own “writing” or
“Nnew medium”. SerapionoVv's usork
generates a uniquely productive
relationship with the work of his
“superposition partner”, Alexander
Schellow, included in the exhibition
Reconstructing Life at the ICA - Sofia
and curated by Krassimir Terziev. In
his Sequences #1 - #163, Schellow
constructs fantastic “photographic”
images - situations with no real
prototype, developing their own
visual matter into a mnemonic
archive. They generate memory

amidst the void, the crisis, the entropy.

Their critical operation deals with
the obliteration, the annihilation

- reductio ad nihilo. They lend
ontological ground to the phantasm
or the phantom image rejected by
Plato. This transformation is not
only a traumatic search for ushat

is lost, but is namely the possibility
for semantic reorganization, or

even mnemonic “sublimation” of
the trauma induced by structural
alienation - the forced dissolution of
unmediated human contact, or what
Guy Debord and his colleagues call
“situation”.

Along these lines, the project
Superpositions seemingly attempts
to reflect not just on the possibilities
for situations, but rather on the
“meta-situations” of the possibilities
for existence. In this sense, the
meta-situation is a critically revised
initial situation, in which existence

becomes possible on another

level. The critical artistic initiatives
within the framework of the

project Superpositions intuitively or
intentionally refer to such kind of
investigation. If we go back to the
semantic potentiality of the scientific
idea of superposition proposed by
the curators, then perhaps the main
philosophical, political, as well as
aesthetic problem, confronting

each of the exhibitions included in
the project, is the problem about
decision, hence about subjectivity.
These artistic superpositions quite
seriously act upon the question of
decision making in the crisis situation
of actuality: how to decide? Therefore,
how to re-subjectivize (ourselves)

in a situation of coercion, of an
attempt to structurally eradicate
subjectivity? How to stand up for the
possibility for a different decision or
even non-decision, as opposed to the
hegemonic vector of meaning/value
and norm/order production? UJho

is the (artistic) subject that decides
today — here, now?
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MapuHa lNeHoBa | Yaapb Capau

PEBISMA

Kypamop Kpacumup Tep3ueB

15 cenmemBpu - 27 okmomBpu 2021 2.

XKuBeem B8 MoMeHM, xapakmepu-
3upaul, ce ¢ nogkonaHo goBepue kbMm
aBmopumemu, uHcMmumMyuuu, kaHo-
HUYHU pa3ka3u u ukoHu. Cmpemexkume
3a peBu3uga Ha MUHaAOMO UugBam om
Bcuuku va2Au Ha noaumuyeckud cnek-
Mop. ABukeHuemo Black Lives Matter
pa3PyuaBa naMeMmHUUU Ha Ucmopu-
yecku AuYHOCMU, KOUMO Ca U2PAAU POAS
8 koAnoHUOAHOMO NnoMmucHuU4ecmMBo. BvB
Bcuuku cmpaHu om 6uBwuga UsmoueH
6n0k NnpogbakaBam ga ce yHuwokaBam
naMemMmHuuu om koMyHucmudeckomo
MUHAOAO 30 20gUHU cAeg hagaHemMo Ha
BepauHckama cmeHa. Teopemuuume Ha
koHCcNupauuamMa npepazaAekgam ucmo-
pusamMa, 30 ga HaMepam yauku, Bogeuiu
go yygoBuuiHu cBemoBHu 3a20B80pu. B
BoAzapuga B mo3u MOMeHmM cmpaHHamMa
gyMa uzyeebpomBaHe (Ha NpeguuIHOMO
npaBumeacmBo u napmMuumMme 30g Hea20)
ce npeBovpHa B AaUmmomuB. Kak maka
ucmopuama omHoBo ce npeBbpHa B
monkoBa ocnopBaHo U 20peuUlo MACMo,
kogemo nomMupeHuemo u3z2Aaexkga HeBb3-
MoXkHO? OueBugHo pukuyuume Ha ucmo-
pudeckume paszkasu, ¢ koumo Baacmma
onepupa, Beue ca 302ybuau ycmoulyu-
Bocm u koMno3uuuuMe om npegMemu,
Mecma u du2ypu om MUHAAOMO MpEa6-
B8a ga Gbgam peadHUMUPAHU.

Usnoykbama ,PeBusuga” npegcmaBa
gBama xygoykHuuu: MapuHa leHoBa (Co-
dudg) uYaapwv Capall (UcmarH6bya), koumo
npepa3aAaekgam MoMeHMU U 06pa3u om
MUHOAOMO, 30 ga pa3zmbpcam 3aBape-
HUMe Ugeu U CMonam CoAUgHAMa Ae2U-
MuUMaUUAa HO Xe2eMoHHUMe pa3kasu.

B nopeguuyume cu ,[Mpaz Ha 306pa-
BaHe" u ,NpocmpaHcMBa Ha naMemma®,
npucocmMBaulu 8 usnoykbama, Yaapo Ca-
pal peaHUMUPA ucmopudecku apxu-
mekmypHuU UKOHU, 3HAYUMU 3a u32pak-
gaHemMo HA HAUUOHAAHOMA UgeHmMuy-
HOCM Ha MOogepHa Typuua. B nopegu-
uamMa ca uzobpa3eHU cepagume Ha
gBopeua AoaMabaxue, UcmarHbyackusa
yHUBepcumem, Ucmarnbyackusa myzed
Ha »kuBonucma u ckyanmypama, AKM,
2apama Xaugapnauwda. Te ca aHUMUpPaO-
HU Ype3 cneuuaaeH Memog Ha pucyBa-
He, kolmo xygorxkHukbm uznoa3Ba, kamo
npaBu Hakoako AuHUU 3a Becaka dopma,
cb3gaBalku B8 pesyamam uzobparkeHue,
koemo e B nocmosaHHo gBurkeHue, cakauw
pO3MbPCEHO OM 3eMempeceHue.

MapuHa leHoBa npucBoaBa »kaHpa
,deHMB3U, U3NOA3BALLO PEAAHU Nepco-
HOYKU", 30 ga opa2aHuU3uUpd Boobparka-
eMu pa3zzoBopu Mexkgy eMbAaeMamuyHU
ucmopudecku nepcoHayku. B HelHU-
me cnekyaamuBHu closkemu peaaHu

ucmopudecku AudHocmMu BAauzam B8
guaA02 C AUMepaMypPHU 2epou, koumo
noHakoza npecudam uenu BekoBe, 3a ga
ce cpeulHam. B ,Joan & Jo" MumuyHama
AUYHOCM HA XXaHa g'Apk pazz2oBapa ¢
2epouHdamMa Ha AUH PaHg AykoaH Xap-
guHez (MepBeHa neuwuka, 1932), gokamo
B8 ,Forever Dolphin Love" 2onemuam
ucnaHcku uHmMenekmyaney Xoce Opme-
2a u f[acem, aBmop Ha ecemo ,3a AoBa*,
CNOPU C gpecbopd HA geAnduHU, npe-
BopHaA ce B akmuBucm, 3auwumaBau
npaBama Ha kuBomHume Puk O'Bapu.
B ,Ako me3u oz2pagu Buxa Mo2AU gd 20-
Bopam* MapuHa leHoBa nocpegHuyu B

MapuHa leHoBa

LMokoaH & Axko, 2021, uHCmMaaauua
Marina Genova

Joan & Jo, 2021, installation

NEogbAkaBaHemMo Ha gebama Mexkgy
Clo3bH 30HMAa2 U EUgPUBLH Pudy, 3aN0YHAA
Ha cMpaHuyume Ha ,New York Review
of Books" npe3 1975 e.

B mBopbume Ha gBamMama xygoyk-
HUUU MUHOAOMO U HOCMOAULemo ca
B83aumMocBobp3aHU No 6e36poU HAYUHU.
Te menbpBa ue 6bgam u3zcaegBaHU U
Bonpeku MoBa Bcuuku Bogam B8 6bge-
ulemo kamo npoekuuu, koumo uzzpark-
gam, Nno gymume Ha Mo b. lNpecuago,
,0MBopeHU, AHMUMOHYMEeHMAAHU Gop-
MU B paMkume Ha cbuwlecmByBaulume
UHCMUMYyUUoOHAAHU pyuHU® (IMpecuago,
2017).
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Marina Genova / Cagri Saray

REVISIONS

Curated by Krassimir Terziev
September 15 - October 27, 2021

We live in a moment characterised by
eroded trust in authorities, institutions,
canonical narratives and icons. The drive
to revise the past comes from all corners
of the political spectrum. The Black Lives
Matter movement destroyed monuments
to colonial oppression. All over the former
Soviet Bloc countries monuments from
the communist past are still being
destroyed more than 30 years after the
Fall of the Wall. Conspiracy theorists
revisit history to find clues leading to
monstrous plots. In Bulgaria now the
weird word uzueabpmBaHe (scrapping) of
the previous government and the powers
behind it, became a leitmotif. How
come history is again a contested and
heated field where reconciliation seems
impossible? It is obvious that fictions in
historical narratives with which pouwer
operates are no longer sustainable,
that the configuration of objects, places
and characters of the past must be
reanimated.

The exhibition ReVisions presents
two artists: Marina Genova (Sofia) and

Cagri Saray (Istanbul), who both revisit
moments and images of the past, thus
shaking received ideas and melting
hegemonic narratives, once dominant.
In his series “Threshold of Forgetting”
and “Spaces of Memory”, presented at
the exhibition, Cagri Saray reanimated
historical architectural icons, significant
for the building of national identity of
modern Turkey. The buildings of the
Dolmabahce Palace, the Istanbul
University, the Istanbul Painting and
Sculpture Museum, the AKM, and
Haydarpasa Train Station, among others
are portrayed in the series. They are
animated by a special drawing method
that the artist is using, making multiple
lines for each shape, which in result
creates an image that is constantly
moving as if jolted by an earthquake.
Marina Genova appropriated the
genre of “real person fiction in fantasy” in
order to stage imaginary conversations
between iconic historical figures. In her
speculative plots real historical figures
enter into a dialogue with fictional

characters, sometimes crossing entire
centuries in order to meet. In “Joan & Jo"
the mythical persona of Jeanne d'Arc

is having a small talk with Ayn Rand's
character Joan Harding (Red Pauwn, 1932),
while in “Forever Dolphin Love” the great
spanish intellectual Jose Ortega y Gasset,
author of the essay “On Hunting", argues
with the dolphin-trainer-converted-
animal-rights-activist Rick O'Barry. In

“If these fences could talk” the artist
mediates a continuation of the debate
between Susan Zontag and Adrien Rich,

MapuHa leHoBa

Forever Dolphin Love, 2021, uHacmanayus
Marina Genova

Forever Dolphin Love, 2021, installation

that started on the pages of The New
York Review of Books in 1975.

In the works of both artists past and
present are interconnected in myriad
ways. They are yet to be explored, and
yet are all leading into the future as
projections for a potential path forward,
in order to, in the words of Paul B.
Preciado “build open, anti-monumental
forms within the existing institutional
ruins” (Preciado, 2017).
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AA

Yaapmv Capadl,
MoocmpaHcmBa
Ha namemma
2014, uHCMaAauus, 6 Nnpeze
2paBlopu, 360x180x20 cm

AA

Cagdri Saray

Spaces of Memory

2014, intallation, 6 etchings,
100x70 cm each

A

Yaap®b Capati

lMpae Ha 3a6paBgaHe: Kapma
2017, UHCMaAauy U4,

280x345 cm

Yaap®b Capall »»

[Mpae Ha 3a6paBsHe, 2017
mMapkep B/y xapmus,
160x210 c™m

Cagri Saray »»
Threshold of Forgetting
2017, marker on paper,
160x210 cm

MapuHa leHoBa »
Ako me3u oepagu Moxkexa

ga 2o08opsgm, 2021
uHCMaAauus

Marina Genova »
If these fences could talk,
2021, installation

A

Cagdri Saray

Threshold of Forgetting: Map
2017, intallation,

280x345 cm
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Yaapv Capat

MoocmpaHcmBa Ha hamemma
2014, uHCMaAauug,

2paBlopu, 360x180x20 cm, gemada

Cagri Saray

Spaces of Memory
2014 intallation, etching,
360x180x20 cm, detail
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MapuHa leHoBa
Forever Dolphin Love
2021, gemaua

Marina Genova
Forever Dolphin Love
2021, Detail
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Hukoc Xapanambuguc

[TPOEKT ABA CTOAA

Kypamopu: NpaBgonlo6 UBaHoB8 u Kpacumup Tep3ueB

15 cenmemBpu - 27 okmomBpu 2021 2.

Ako npuemeM 30 BapHa Mmemadopa-
ma, npegroykeHa om Hukoaa bypulo, 3a
cbBpeMeHHUa xygoyxkHuk kamo gugykel,
Mukcupaul, ceMNAU oM peaAHoCMMa U
yoBeuwkama kyamypa - omMuHaAd U
HacmMogauld, Mo Hukoc Xapaarambuguc
e eguH BupmyoseH BuzyaaeH gugrkel,

C U3HeHagBaulu koMBUHAUUU U CMeAU
ukoHozpadcku ckpeuvoBe. HezoBama
Heu3luepnaemMa daHmMa3lua Mukcupa gBa
OCHOBHU pedepeHmMHU MacuBa, gBa
2u2aHMcku koHMpanyHkma - mpagu-
uus u MogepHocm, BB Bcuukume um
uzMepeHUda U 0bpa3HU MpaHchopMayuU:
om 6uma, kyamypama, uskycmBomo,
noAumukama, guszalHa u Bcuuko, koe-
Mo Moyke ga nocmaBu HaO uzNuMaHuUe
cnocobHocmMMa Ha 3puMmend ga gekogu-
P4 eguH napagokcaneH cBam, kolmo e
egHoBpeMeHHOo U No3Ham, U abcypgeH,
nogab2B8aul, ¢ pa3no3HaBaemMu apxemus-
Nu, HO Yecmo ¢ NpeobvpHamMa Uepap-
xug, BpemeBu napanakcu u HeouwakBaHu
obpamu.

3a npegcmaBanemo cu 8 UCU-Co-
dud, Hukoc Xapaaambuguc e aganmu-
PAA NONYAapHU cBou npoekmu, kakmo
U U3USAO Cb3gageHU 3a u3anokbama u

6oneapckua koHmekem npou3BegeHus.
BcbuuHocm, xygoykHukbm BuHaz2u gbpyku
mBopbume My ga ce 3ap08am 8 Aokana-
HOMAO cuMyauusa U ga ocbudecmBam
koMyHukauua ¢ MecmHume npoaBaeHuq
HO ONUCaHUMe No-20pe koHMpanyHkmu
u ckpumume B max HanpeykeHua. Bcuduku
ampubymu Ha mpaguuuama ¢ koHkpe-
mukama Ha BumoBume u kyamypHu-
me pedepeHuUU ca MecmHuU, Gba2apcku
MUKkcUpaHU ¢ UkoHUYHU 06pa3uU Ha egHA
HOQHAUUOHOAHO MOgepHoCcM.

Liaanama MmHoz2onAacmoBa kyamyp-
Ho-ucmopuyecka wapaga, koamo Hu-
koc Xapaaambuguc cb3zgaBa om ceMnAU
HO HOBO U CMAPO, MOMEePUAAU3UPA-

HO B8 MOWIHU, abcypgHU, HO BU3YAAHO
ycmoUluuBu obekmu u koaarku, 8 kpalHa
cMemka Moyke Bu HeycemHo HU Bogu go
me3ama Ha bpyHo Aamyp, ye “Hukoza
He cMe BUAU MogepHU” - 3apagu koMnpo-
Mucume c bumuemo, 3apagu omkasa
ga npu3HaeM xubpugHume uarocmu, 8
koumo maka uAu uHa4e coulecmByBa-
Me, a Moyke BU U 3aw,omo kamo xopd He
MoykeM ga »kuBeem B yucmu, ymonuyHu
koHcmpykuuu, Bonpeku ye HenpekbcHa-
Mo ce cmpeMuM kbM max.

Om paHHUMe My npoekmu B kpags
HO oceMgecemme 20gUHU, Xygorkecm-
BeHama npakmuka Ha Hukoc Xapaaam-
buguc e dokycupaHa Bbpxy COUUAAHA-
Ma aHz2aXkupaHOCM U NoAuMuYeckume
Hamecu B nybAuvHamMa chepd, 2AaBHOo
8168 BoeHHU Mepumopuu, bydepHU 30HU
U ocnopBaHu paloHu No ueAusa cBam.
€gHa om Hal-xapakmepHuUMe aHMu-
BoeHHU uHMepBeHuuu Ha xygoxkHuka e
npegcmaBeHa Ha bueHaremo B Cao lMNa-
ynao 2006: ,Kak ga »kuBeem 3a0egH0”. Careg
yYCbpgeH, HOCMosiMmeAeH U Yecmo Bones-
HeH npouec Ha Npe2oBopu ¢ MecMmHuMme

cuAu Ha OOH u kunbpckama Baacm,
Xaparambuguc ycnaBa ga geMoHmMu-
pa Mpu 6apukagu, ocHOBHU YacmMuU HaA
pa3geaumenHama cmeHa B8 Kunvbp, 3a ga
u32PAgu eMbAeMaMuUYHUME CU UHCMa-
Aduuu B8 Cao lNMayao. OmmozaBa me3u
geMoHMuUpPaHU 6apukagu ca pazpeude-
HUaAmM Bxog B gpyaama yacm Ha ocmpo-
8a, crneg nacnopmHa npoBepka. Mpo-
goumkaBauwama 6opba Ha xygoykHuka
30 cbBMecmHo cbulecmByBaHe e moBa,
koemo goMuHUpPauWlo ce ompa3saBa u B
Hacmoauwua ,lNMpoekm ABa crmoaa®,
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Nicos Charalambidis

TWO CHAIRS PROJECT

Curated by Pravdoliub Ivanov and Krassimir Terziev

June 30 - August 15, 2021

If we accept as true the metaphor
proposed by Nicolas Bourriaud in his
book ,Postproduction” (2002) to look
at the contemporary artist as a DJ
mixing samples of reality and human
culture - past and present, then Nicos
Charalambidis is a virtuoso visual D]
with surprising combinations and bold
iconographic scratching. His inexhaustible
imagination mixes two main reference
arrays, tuo giant counterpoints - tradition
and modernity, in all their dimensions
and figurative transformations, from a
way of life, culture, art, politics, design,
and anything that can test the viewer's
ability to decode one paradoxical
world that is both familiar and absurd,
deceiving with recognizable archetypes,
but often with an inverted hierarchy,
temporal parallaxes and unexpected
tuists.

For his presentation at ICA-Sofia,
Nicos has adapted his popular projects,
as well as works created entirely for the
exhibition and the Bulgarian context.

In fact, the artist aluays wants his

usorks to be buried in the local situation
and to communicate with the local
manifestations of the counterpoints
described above and the tensions hidden
in them. All attributes of the tradition,
with the specifics of the everyday cultural
references are local Bulgarian mixed

with iconic images of a supranational
modernity.

The whole multi-layered, cultural-
historical charade that Nicos Charalambidis
creates from samples of new and old
materialized in powerful, absurd, but
visually stable objects and collages in
the end perhaps imperceptibly leads us
to Bruno Latour's thesis that “UJe have
never been modern"” because of the
compromises with being, because of the
refusal to recognize the hybrid uholes
in which we exist anyway, and perhaps
because as human beings we cannot live
in pure, utopian structures even though
uJe are constantly striving towards them.

Since his very early projects in the late

eighties, Nicos Charalambidis' artistic
practice, has been focused on social
engagement and political interventions
in public sphere, mainly in war territories,
buffer zones and contested areas all over
the world. One of the most characteristic
antimilitaristic interventions of the

artist has been presented in Sao Paolo
Biennale 2006: “How to Live Together”.
After a painstaking, insistent and often
painful process of negotiating with the
local forces of the United Nations and the

Cypriot authority, Charalambidis had
eventually accomplished to dismantle
three barrel barricades, main parts of
the dividing wall in Cyprus, in order to
construct with the barrels his emblematic
installations in Sao Paolo. Since then,
those dismantled barricades are the
permitted entrance to the other part of
the island, after a passport control. The
artist's persisting struggle for coexistence
is what dominantly reflected also in the
current, “Two Chairs Project”.
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AAnekcaHgep Wenoy | KaAuH CepanuoHoB

PEKOHCITPYWPAHE NG
HA XKVBOTA R

Alexander Schellow | Kalin Serapionov

NEGIOASIRNVIGIRINIC
LIFE
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AnekcaHgep LWenoy | KaAuH CepanuoHoB8

PEKOHRCTPYVPAHE HA XXMBOTA

Kypamop Kpacumup Tep3ueB
28 anpua - 5 loHu 2021 2.

Qu3uuume kazBam, ye koeaamo ce
NnpubAuwkumMe go vepHa gynka, Bpememo
U npocmMpaHcmMBomo Bu ce pazmeaaam
monkoBa MHo20, Ue gBurkeHuemo npec-
maBa ga ce yceulda. Heulo nogobHo ce
CAYYU Ha Bcuuku Hac B HaOuaAoMo Ha
2020 2. HeBuguMa 3anAaxa HU XBbpAu
BHe3zanHOo B cbcmosaHue BAU30 go Xopu-
30HMA HA cbbuMmuamMa - 2pAHUUD, OM-
Bbg kosmo cobumuama He Mo2am ga
3acezHaAmM HabAlogamend. MpaBumauu-
AMa HA YacmMHUMe HU ByHkepu cmaHa
monkoBa cuaHa, ye cBemauHamMa oMBoH
3anoyYHa ga u3bgz28a pegyuupaHume
Mmpaekmopuu Ha gBuykeHue.

U kozamo cmumyaume om BoHuUIHUS
cBam u3yezHam u 3ano4YHemMe ga »ku-
Beeme B cmeHumMe Ha cobcmBeHud cu
yepen, Ho Bue cme Bu3yaAHO MUCACUIO
M&ano, m.e. xygorkHuk, Bue 3anouBame ga
pe-aHUMupame cBema om moBa, koe-
Mo Bce oule uMame Ha pa3NoAoYkeHuUe
- naMemma.

ABeme cepuu om gBurkewiu ce ob6pa-
3U, NpegcmaBeHu B8 Masu u3Aoykb6a om
AnekcaHgobpe Lenoy u KaauH Cepanuo-
HOB, ce nogBaBam no Bpeme Ha NbpBomo
3amBapsaHe npe3 npoaemma Ha 2020 2.

U gBeme umam nybAaudHO npucbcmBue
B8 couuanHUMe Meguu kamo eguHcmMBe-
HUga kaHaA 30 MeXkgyAuuHocmHa koMy-
Hukauusa, ocmaHaA epekmuBeH npe3
moBa Bpeme Ha uzonauuda. U gBamama

pekoHcmMpyupam ,cB8am”“ om ppazmeH-
mu, oCMaMbUU U CMPAHUYHU edbekmu
kamo mepaneBmuueH Ha4YuH ga ocma-
HaM C YMa cu U ga noggbpykam cBema
HOBoH.

Ha 22 mapm 2020 2. ArekcaHgep
LLlenoy nybAaukyBa Ha crneHama cu 818
Facebook chnegHua camyc:

PekoHcmpykyuume no namem ¢ no-
MowIMa Ha Yucma pucyHka/aHuMayus
uzerexkga npugobuBam HoBo 3HaYeHue
B HawUu gHU - QHU, NbAHU C U30AQUUS
U NnapaHos, koumo ca Hanvm ga npe-
BvpHamM ¢puzudeckomo NnybAu4HO NPocC-
mpaHcmBo 8 yucma ¢ukyusga. 3ano4yB8am
ga pucyBam u nybrukyBam nopeguya
om kpamku aHumMaQuuu - NAQHUPAHU ga
U3AU30M NO egHAa HA geH...

To3u Nnocm cAOXKU HAYAAOMO HA
exkegHeBHOMO NybaukyBaHe Ha HeBepo-
amHa koaekuug om yampakbcu aHUMU-
PAHU CUEHU - ,spots”, kakmo a2u Hapuya
aBmopbm, koemo mpasd wecm Meceuad
UAU 179 gHU go 9 cenmemBpu 2020 2., ko-
20mo ce nosaBu caegHama nybaukauus:

# 165 YKuBomwvm noHsakoza e cme-
weH. OcobeHo koecamo ce okaxke ,moa-
euyeH" YmHoxkeH no gBe, Had-Aowuam
cyeHapul npeBovuia Au ce B8 gobvp? BbuB
Bceku chyuat mo3u geH e B3en pewueHue
Bmecmo meH ... MHozo om Bac 3Haam, ye
B8 moama npakmuka egHoO Heujo npegu
Bcuyko e npakmuyecku HeBwv3morkHo: ga

ce Hamepu cMmucreH Koad. [Moocmo ga
cnpa UuAu ga npogvrxka 6e3koalHo ... 3a
noymu Bcuuku npoekmu moBa pewie-
Hue e no-ckopo npou3BorHo. TakvB bewue
CAYYAAaM U CbC cepuama nybaukauyudy,
koumo Hakou om Bac chnegaxa pegoBHo
B8 npogvkeHue Ha meceyu. 3anoYHax g
om umMnyanca Ha 3amBapgHemo 300agu
COVID-19 u om gocma Bpeme obMUCAIM
Bv3moxkeH umnyac, kolmo moxke ga cho-
»ku koad. Taz3u cympuH Boememo godge:
mBvpoguam guck, Ha kolimo 6ax Cbx-
©OaHUA Becudku ppaameHmu, koumo b65x
CckaQHUPAA U nogpegur nocregoBamenHo
npe3 nocregHumMe meceyu 3a 6vgewyu
nybaukayuu, Beye He ce omBapsa. AaHHU-
me ca HeBv3cmarHoBumu ... Voila!

Bceku aHUMUpPAH cnom om nopegu-
uama e gbAba okoAao 3 cekyHgu U ce Cbce-
Mou oM oKoAO 36 pucyHKku ¢ uepeH myuwd.
3a xygorkHuka moBa e MuHUMaAHamMma
NPOgoAKUMEAHOCM HA HAOCMOoAULEMO,
koamo e HeBow3MoXkHO ga ce pa3geau (8
npomuBoBec Ha Bpememo u NPoCMPAaH-
cmBomo, cnopeg bepacoH). Mo napa-
gokcaaeH Ha4yuH mou pekoHcmMpyupa
,/Hacmoawemo”, koemo e couwecmByBa-
AO B onpegeneHO MUHAAO B naMemma,
koemo My npugaBa xapakmep Ha duk-
uusa. MogobHO HA OHEe3U ApPXauYHU MBo-
peHua B paHHOMO NPUMUMUBHO KUHO,
npegu MoHMaXkbMm ga e cbudecmByBan
kamo koHuenuuga, koamkume aHuMauuu
ca omBbg pazkasa, HO ca ,6peMeHHU” ¢
paszkas.

KaauH CepanuoHoB npegcmaBu
nopeguuama cu B kpaga Ha geHa” coulo
npe3 npoAremma Ha 2020 2. 8 paMmkume
Ha OHAQUH Nnpoekma ,#sarievselfisolation®
Ha 2aAepuga CapueB, INMaoBguB.

Mo Ha4uH, 6AU3BLK go No-paHHAMA
My paboma ,Pyca »keHa B uepBeHa pokad
u apko yepBuno 208o0pu No meaedoHa U
Nnyuwiu yuzaapa“ (2016), kegemo nopmpe-
Mbm Ha YoBek e HopucyBaH om uBem-
HaMa ocuuAc2paduUd Ha codmyepa 3a

BugeomoHmMark, koamkume aHuMauuu

B8 nopeguuama omHoBo ca nopmpemu
(omkogemo ugBa nopmpemHuam dop-
Mam Ha ekpaHa).

TecmBaulku ozpaHuveHUMe Bo3MoXk-
HOCMU NPU COMOU30AAUUS, XYygoykHUKbmM
NnEaBu ,6bPE3uU PUCYHKU" HO xopaMa, C
koumo e pa3zoB8apan oHAAUH Npe3 geHsq,
gokamo e 6un B uzoaauud. 3a ga 3ana-
3U U34Ye3HaAOMOo Ha ekpaHa u3zobparke-
HUe Ha YoBeka, pvkama Ha xygoxkHuka
dukcupa 0bpaza Ha xapmusa. AkmMbm Ha
pucyBaHe obaye npousBerkga camo 38ykK,
HO He U u3obpaykeHue. YyBame 38yka,
koUumo MoAuBom u3zgaBa npu Hamucka
MYy Bbpxy xapmusama, Ho He Buykgame u3-
obparkeHuemMo, koemo ce noaBaBa.
O6pa3zbm ocmaBa BupmyaaeH, Npugpy-
»keH BuzyaAHO om gyMu, AHUMUPAHU Ha
ekpaHa, onucBauwiu xapakmepucmuku-
me Ha nepcoHayka, kolmo ce u3zobpassa-
Ba 8 MoMeHmMa. Ta3u NOCMOAHHA U guHa-
MUYHCO NpoMaHa Mexkgy BoHulHUS Bug u
omcbcmBuemo cb3gaBa GukyuoHAAHU
nopMpemu, cbudecmByBawiu camo BbB
BvobparkeHuemMo Ha HabAlogameaume,
xopeozpadupaHu om 38yk u gymu.

UHMepeceH e napaseAbm, kodmo
Moyke ga ce HanpaBu Mexkgy npakmu-
kume Ha me3u xygoXkHUUU U Hacmo-
auiama npomMaHa B8 pomozpaduama,
nopogeHa om codmyepHusa obpam,
koamo xygorkHukom AeliBug Kaepbaym
Hapeuve ,TUULIUHOMA Ha obekmuBa“. B
Ma3uU NapaguaMamuYHa NPoMsaHa Go-
mozpadckama megug, kogmo npegu e
6una puszudecku omneyamuvk Ha cBema,
npeB3ema om codbmyepa, ce npeBpoula
8 Megud 30 pekoHcMpyupaHe Ha cBema
He upe3 pedaekcuume Ha cBemauHaMa,
a cnopeg MamemMamudecku Mmogeau, ko-
guUpPAaHU B MaMpuuamMa HA anapamMa.

fanepua UCU-Codua npegcmaBa mesu
mMBopbu kamMo YHUKAAHO CUHXPOHHO U3AB-
ASHUe, OMHACAULO ce go MoBa cneuudAHo
BpemMe B Hacmoaulama HuU ,ucmopusa®,
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Alexander Schellow | Kalin Serapionov

RECONSTRUCTING LIFE

Curated by Krassimir Terziev
April 28 - June 5, 2021

Physicists say that when you
approach a black hole your time and
space stretch so much that movement
becomes imperceptible. Something
similar happened to all of us with the
start of the year 2020. An invisible threat
threw us abruptly into a state close to
an event horizon - a boundary beyond
which events cannot affect an observer.
The gravity of our private bunkers
became so strong that light from outside
started escaping the reduced trajectories
of movement.

And when the stimuli from the outside
world vanish and you start living inside
the walls of your own skull but you are a
visually thinking body i.e. artist, you start
reanimating the world from what you
still have at your disposal — memory.

The two moving image series
presented in this exhibition by Alexander
Schellow and Kalin Serapionov, appeadred
during the first lockdouwn in the spring
of 2020. They both had public presence
in social media as the only channel
of interpersonal communication left
effective during that time of self-isolation.
They both reconstructed “a world” of

fragments, leftovers and side-effects as a
therapeutic way to stay sane and keep
the world running.

On March 22nd 2020 Alexander
Schellow posted on his Facebook wall the
following status:

Plain drawing/animation (re)

construction from memory seems

to gain a new meaning these days

- days of isolation and paranoia

that tend to render physical public

space into pure fiction. I start to draw

and post a series of little animation
sequences - planned to be one per
day...

That post was the start of a daily
release of an incredible collection of ultra-
short animated sequences - “spots” as the
artist calls them, lasting six months or 179
days up until September 9th 2020, ushen
the following post popped up:

#165 Life is funny sometimes.

Especially when it comes across as

Jtragic” Is a double worst case a good

case? In any case, this day has taken

a decision away from me.. Many

of you know that in my practice

one thing above all is practically

impossible: to find a meaningful

end. To simply stop or to continue

indefinitely.. For almost all projects

this decision is rather arbitrary. This
was also the case with the posts that
some of you followed regularly over
months. I started it out of the impulse
of the COVID-19 lockdown and I have
been reflecting for quite a while now
about a possible impulse that could
end it. This morning the time had
come: the hard drive on which I had
stored all the fragments, that I had
scanned and put into the timeline over
the past months for future posts, no
longer opens. Data is irrecoverable...

\Voila!

Each spot in the series is about 3
seconds long and consists of about 36
drawings in black ink. For the artist
this corresponds to the minimum
duration, which is impossible to divide (in
opposition to time and space, according
to Bergson). In a paradoxical way, it
reconstructs a “present” that exists at a
certain past in memory, which gives it
a character of fiction. Like those distant
creations in early primitive cinema before
montage existed as a concept, the short
animations are beyond narrative but are
narrative ‘pregnant’.

Kalin Serapionov presented his series
“At the End of the Day"” also in the spring
of 2020 within the frames of the online
project “#sarievselfisolation” by Sariev
Gallery, Plovdiv.

In a manner following his earlier work
“A Blonde Woman in a Red Dress and
Bright Lipstick is Talking on the Phone
and Smoking a Cigarette” (2016), ushere
the portrait of a person was drawn by
the color oscillograph of the video editing
software, the short animations in the
series are again portraits (hence, the

portrait format of the screen).

Exploring the constrained options
in self-isolation, the artist made “quick
drawings” of the people with whom he
talked online while in isolation. In order
to save the vanishing image of the person
on the screen, the hand of the artist saves
the image on paper. But the drauwing
produces only sound, not image. Ue hear
the sound, which the pencil produces
while pressing the paper, but ue do not
see the resulting image. That is left virtual
and accompanied visually by words
animated on the screen describing the
features of the character being portrayed
at the moment. This constant and
dynamic shift between appearance and
absence creates fictive portraits existing
only in the beholders’ imagination,
choreographed by means of sound and
usord.

It is an interesting parallel to draw
between these artists’ practices and the
current shift in photography driven by the
advent of computation, uwhich the artist
David Claerbout named “The Silence
of the Lens". In that paradigmatic shift
the medium that used to be a physical
imprint of the world, is being taken over
by softuware turned into a medium for
recreating the world not by reflection
of light, but according to mathematical
models encoded in the matrix of the
apparatus.

The ICA-Sofia Gallery is presenting
these works as a unique synchronous
statement concerning this special time in
our current “history”.
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AnekcaHgbp LLenoy
49 aHumMayuu om cepugma “Spots”

2005-2020, Bapupauwla gomkuHa, HD, 4.6,
6e3 38yk

Alexander Schellow
49 animations from the series “Spots”

2005-2020, variable length, HD, b&u,
no sound



Gard r
Nt eav
ha/r }g‘% @
,i’,eif/%
Le ts:deChe { a%%e

7IC Che

mok §'

%s,ﬁand i
/ aret eng ket

.':," &, K ¢

n%) QF th%g

G/aq%q(ss
Wﬁgg Fe%bones

Slightly crooked
Cheekn.o eW/de

2020, uukbA om 8 Bugea, Bapupaula goAkUHa,
4K, 38yk

Kalin Serapionov
At the End of the Day

{ 2020, a cycle of 8 short videos, variable lengths,

4K, sound

\



cyriepnosuuu

60

el L] 5 STRAIGHT
TI0Y ke
rR‘E

'w- "

: B e BN EYE
! Wi fame Rt S
It! iﬁgl;erﬁ B& '/{Jj P H‘?} p

9‘)7}’) R:gh alf FRES hege, ngg R!Ls

Le,fct ’dec&eeﬁtm?; "’7{;’.4?5'75‘{ veSfuu;:"’ss"‘
,S‘“ 0 '[é ngrk d

!
J&ma,gg’ JdL d

Right Eye

ggce ide al,
hose
N? al'c:ne
o p‘%?ﬂg

<

5
¥
|

-
- h.'l
L -
¥ R
T2 ah
‘){V‘H 9

—

y

-

KaAuH CepanuoHo8

At the End of the Day

2020, installation views d
. + L+ hoar



62

AnekcaHgbp Llenoy
49 aHumayuu om cepusgma “Spots”

2005-2020, UHCMAAGUUOHHU U32Aegu

Alexander Schellow
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AHMOHU RPalhkekoB

[TPEMBAYUMTEAV

Kypamopu: KaauH CepanuoHoB u Kpacumup Tep3ueB

5Mapm —14 anpuna 2021 2.

AHMoHU PalrkekoB e eguH om Manko-
Mo aBmopu BB BuzyaaHumMe uzkycmBa B8
BoAcapusa (ga He kaykeM eguHcmMBeHuam),
kolUmo ce dpokycupa Bopxy paboma cbC
38yk. Ag, ocBeH pa3zAUYHUME MPAgUUUOH-
HU MexHUku 30 cb3gaBare Ha u3obparke-
Hug, 38ykbm, coBcem cemuBHo U Npoc-
mMpaHcMBeHo, e B cbcmoaHue ga u3BukBa
06pa3U, cueHU U nel3ayku NO HAYUH He
no-manko obemeH, BbzgelcmBauwy, u 06pa-
3eH om Bu3zyanHumMe meguu. DopMamovm
HA AYguo UHCMAAAUUAMA ¢ MHoYkecmBo-
MO CUHXPOHU3UPOHU Ayguo U3MOoYHUUU,
¢ kolUmo AHMOoHU pabomu B mo3u npo-
ekm, NnpegAa2a USAOCMHO NoMansHe Ha
msaaocmMo B noocmpaHcmBomo Ha 38yka
8 HuuuamMa 3emMa Mexkgy BupMmyaAaHOMO U
MOMePUAAHOMO.

3B8ykoBama uHcmaaauus ,MNpeMbAYU-
meAU” cb3gaBa eguH cBoeobpazeH ,xop HA
NEeMbAdaHOMO", YulMmo 2AdcoBe NPUHAg-
Aexkam Ha BaykeH nepuog om 6AU3koMo
MUHOAO HO BoA2apus - m.H. NpexogeH ne-

puog (0om 1989 2. go HacMmoguLua MoOMeHM).

Tougecem omBopeHu koHcepBerHu kymuu
Cogbpykam BucokozoBopumeau, koumo

Bv3npousBerkgam obpabomeHu uHMep-
Bloma Ha kalouoBu duaypu om noAauMmude-
ckua u obuiecmBeHua kuBom B Bvazapus
om nepuoga Ha npexoga. Beaka kymus
Hocu emukem ¢ uMemo Ha 2o0Bopeudus.
Pevyume Ha 208opeudume ca npembpne-
AU Npouec Ha nocmnpogykuusd, 8 kolmo
Ca NpeMaxHaMmuU gymMume u ca ocmaBe-
HU camMo Bb3kauuaHus, Bbaguuuku, Heuae-
HOPO3geAHU 38YyuuU Ha HeygobecmBo uau
makuBa, nogckazBauyu npemMbvadaBaHe,
kamo obaude e 30Na3eHo OpU2UHAAHOMO
BpemempaeHe Ha Bceku pazzoBop. Becuu-
ku koHcepBeHu kymuu 38yuam egHoBpe-
MEHHO - CbC CbbecegHuka, noMexkgy cu u ¢
nybaukama 8 uzaok6ama.

AHMOHU PalykekoB uzbupa ga pabo-
MU C egHA ocobeHo BblgelcmBauid HA
yoBeuskomo Bw3znpuamue yacm om 38yko-
Bua cnekmbp - YoBeuukus enac. ObukHoBe-
HO cBbp3Bame aaactm ¢ 2080p0q, ¢ uzkazBa-
Hemo, ¢ komyHukauuama, c neeHemo, ako
wieme. B mo3u npoekm Ha PalirkekoB oba-
ve ce cbrbckBame ¢ 2anaca npegu, NoMexkgy
U omBbg e3uka, 30 ga omkpuem gebpume
HA Heu3ka3aHOMO, HO NPEMBAYCHOMO,

HA oMmka3zaHoMo-ga-6bge-u3ka3aHo UAU
Ha oHoBa, koemo e HeBb3MoykHO ga Bbge
uzkazano. Taka kakmo aHmMmponoAoczuMme
ce poBam 8 omnagouume Ha 2pagoBeme,
30 ga HU paskpusam Bcuyku oHe3u cmpaHu
oM HAYUHA HU Ha »kuBom, koumo He cMme
2omoBu ga npu3HaeM, koumo YmMuuiAeHO
UAU HeBoaHo usmaackBame Hakbge gba-
60ko B8 0bulecmBeHOMO HeCkL3HABAHO,
aBmopbm ce poBu B ocmambuume UAU
U3AUWbUUME Ha peuma ¢ ybedkgeHuemo,
ye Mme Mo2am ga HU kaykam noBeue 30
CbCMoaHUEMOo HA NYbAudHOMO 2080peHe,
omkoAkomo HaAUYHOMO CbgbpykaHue Ha
noAnumuueckomo 2o08opeHe B MeguldHOMO
npocmMpaHcMBo.

Mo eguH gupekmeH HavyuH aBmo-
pbm 30984a8a: Pabomama egHoBpemeH-
Ho apxuBupa u ekcnoHUEA ,NPEMBbAYHA-
Homo", nocmaBgalku 2o kamo egHa om

-

Bb3MOoXkHUME NPUYUHU 3 CbCMOSHUEeMO
Ha gboskaBama, kakmo u kamo me-
magopa 30 OHACAEGEeHOMO MBAYAHUE,
ampoguoarume NYGAUYHU Meguu U
mpygHocmma 3a cay4B8aHemo Ha gemo-
KoamuyHu npouecu 6e3 npeogonsgBaHe Ha
moBa maka cheyuduyHO , HAUUOHAAHO
npembrdaBaHe”.

Usroxkbama “MpemMobAduMmenu” ce cay-
4u No BpeMe Ha egHA oM npegu3zbopHUME
kaMnaHUU Npe3 2oguHaMa, 6e3 cNeyUaAHO
ga cMe NAaHUPAAU MmoBa. Ebekmobm om
cbBnageHuemo goBege, pazbupa ce, go
noBuuldeHa BugumMocm Ha xygoskecmBe-
Hug npoekm. ToBa camo no cebe cu Moyke
ga 6bge NoBog 30 pagocm, HO U MykHA
paBHocMemka 30 HaYuHUMe Ha B3aUMHO
BAauaHue Mexkgy nonemo Ha uskycmBomo
u obudecmBeHusa noAumudecku »kuBom 8
BoAzapug.
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Antoni Rayzhekov

THE EVASIVE CHOIR

Curators: Kalin Serapionov and Krassimir Terziev

March 5- April 14, 2021

Antoni Raizhekov is one of the few
authors in the visual arts in Bulgaria who
has focused his work predominantly
on sound. Yes, in addition to the various
traditional techniques for creating
images, sound - quite sensually and
spatially, is able to evoke images,
scenes, and landscapes in a way
no less voluminous, impactful, and
imaginative than visual media. The
format of the audio installation with
many synchronized audio sources offers
complete immersion of the body in the
acoustic space located in the no man's
land, somewhere betuleen the virtual
and the material.

The sound installation “The Evasive
Choir"” creates a kind of “chorus of the
muffled”, uhose voices belong to an
important period in the recent past of
Bulgaria - the so-called transition period
(from 1989 to the present). Thirty open

tin cans contain speakers that reproduce
processed interviews of key figures
in political and social life in Bulgaria
from the transition period. Each box
bears a label with the speaker's name.
Speakers’ speeches have undergone
a post-production process in which all
words have been removed and only
exclamations, sighs, inarticulate sounds of
discomfort or those suggesting reticence
have been left, but the original duration
of each conversation has been preserved.
All cans sound simultaneously - with the
interlocutor, with each other, and with
the audience in the exhibition.

Antoni Raizhekov chooses to work with
a part of the sound spectrum that has a
special impact on human perception - the
human voice. UWe usually associate the
voice with speech, with speaking, with
communication, with singing, if you will.
In this project of Rajzekov, houwever, we

encounter the voice before, betuween and
beyond language, in order to discover the
depths of the unspoken, of the concealed,
of the refused-to-be-expressed or of that
which is impossible to be expressed. Just
as anthropologists dig into the waste

of the cities to reveal to us all those
aspects of our way of life that we are
unwilling to admit, that we intentionally
or involuntarily push someuwhere deep
into the collective unconscious, the author
digs into the remnants or excesses of
speech. with the conviction that they

can tell us more about the state of public
speaking than the available content of
political speech in the media space.

In a rather direct way, the author
states: The work simultaneously archives
and exposes the process of passing
over in silence thus setting it as one of
the possible reasons for the condition
of society, as well as a metaphor for

the inherited silence, atrophied public
media and the difficulty of democratic
processes happening without
overcoming such a specific kind of
“national silence”.

The “The Evasive Choir” exhibition took
place during one of the parliamentary
election campaigns of the year, without
us deliberately planning it so. The effect
of the coincidence led, of course, to an
increased visibility of the art project. This,
in itself, can be a cause for joy (we all
struggle for visibility in the economy of
affect), but also a sad recapitulation for
the ways of mutual influence betuween
the field of art and public political life in
Bulgaria.
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Muu Bpe3yHek

KAK AA CTAHELL

HA CBETA

HAVI-AOBPUA XYAOXKHMK

Kypamopu: NMpaBgoalod UBaHoB u Kpacumup Tep3ueB

15 aHyapu — 26 dpeBpyapu 2021 2.

Mpe3 2020 2. Muu bpe3zyHek npa-

Bu uzpanHuUa cu duAM “Kak ga crmanewl
Hal-gobpua xygoskHuk Ha cBema” (35
MUH., HD, 4:3). DuAMbmM e U2paAeH He
camo 3apagu dukuuoHaaHUA cloxkem

U npeBounAbuEeHUSMA HA 2epoume, HO

U 30pagu u2pama ¢ popMamume Ha
cbBpemMeHHua MmapkemuHe, 8 koumo
PEeAU2UO3HU, MEXHOAO2UYHU UAU PUHOH-
coBu 2ypyma npegrazam yygogelHu
peuwleHUsa Ha 3anAemeHuUMme npobAaemMu
HO CAOXKHUSA cbBpeMeHeH cBam. YemuBa,
koumo vecmo ca BecmceAbpu U NPUBAU-
yam MacoBu Nnybauku.

BB duama, caegBauwy, »kaHpoBama
cmuAucmuka Ha Bugeo pvkoBogcmBo,
2AaBHUAM 2epol - Malcmopbm Ha XKu-
Bonucma Abe (B poadma: eguHcmMBeHu-
am npodecuoHareH akmoop B8bB duama -
Baayko Hukoauud) obeulaBa ga npeBobpHe
koUmo u ga e 3pumen 8 Hal-gobpus Xy-
goykHUk Ha cBema B pamMkume Ha camo
gecem ypoka. Aecemme ypoka 3acaeam
BavkHuMe u3zbopu, koumo eguH Xygoyk-
HUk MpPabBa ga HanpaBu B8 cBema Ha

uzkycmBomo: Meguama, ugeama, memu-
me, uBemoBeme, gpeckogom, puckom,
Nna3apbmM, UHMepHem, YkeHama. Bcuuku
me3u BaykHu U3bopU Ca UHCUEHUPOHU
HO2AegHO oM Abe ¢ acucmeHmeHuusama
Ha He2oBuga cuH (B8 poagma: xygoxkHukom
Boako HobaHoB) ¢ 2onamo koaudecmBo
obekmu, Hakou om koumo uzpaam po-
ASMa Ha npou3BegeHua Ha uzkycmBo-
Mo, d gpyau ca npocmo uHBeHmap. Te3u
obekmu umam gBolHa ugeHmMuYHocM.
Om egHA cMpPaHa Me ca 06pa3u, NPU30-
BaHu om BvbobparkeHUeMo Ha aBmopd
koM ekpaHeH »kuBom. Om gpyaa cmpa-
HO, CNOPeg MAxHAMA MaMmepUaAHOCM,
CeEMUOMUYHU pedepeHUUU U BAu3oCcm C
OPU2UHAAHUA NnoYepk Ha aBmopa, cno-
koUHo MoykeM ga pazzaeykgame me3u ap-
medakmu kamo xygorkecmBeHu npous-
BegeHusa camu no cebe cu, aBMOHOMHU,
maka kakmo noBeaaBa Anozukama Ha u3-
kycmBomo om MogepHoCcmMmMa go gHec.
Hakou om obekmume ca »kuBonucHu
NACMHQ, UAlocmpupauwlu Memogume u
memMume Ha 20AemMus Malcmop; goyau

Ca geMoHCMAauuoHHU mabaa (kak Ha-
npuMep noAydyaBame vepBeH UuBam npu
cMecBaHeMo HA CUHbO U YKbAMO), Mpe-
mMu - ckyanmypu u nepdopMamuBHU UH-
CMAaAaUUU, YemBobpmu - UHCMPEYMeHmMuU
Ha xygoykHuka u cHumMauHuga ekun, koc-
mlomu, akcecoapu u m.H.

Uzpama Ha ompaykeHusa, gBolHuUU
U MUpayku, npegulBukaHa om cbabcoka ¢
me3u xubpugHU obekmu, e obekm Ha Ha-
cmogulama u3Aoxkba, koamo ysk maka,
neko mexkgy HacMeuwkama u abecypga,
ce onumBa ga 3agaBa 6oaezHeHU Bonpo-
CU 30 cucmemMama Ha dyHkuyuoHupaHe
Ha uskycmBomo B8 ycroBuama Ha 2A0-
6aAHUA Na3ap Ha adekma u rkecmoka

koHkypeHuua 3a Bugumocm. Cucmema,
caMa no-cebe cu HacuMeHad ¢ Napagok-
cu, omparkeHusd u gBoUHuuu. Cucmema, 8
kosgmo kpumukama, 6yHMbmM, pagukan-
HuUmMe ykecmoBe coxkumeacmBam (a no-
Hakoaa cbBnagam) ¢ nazapHu MpukoBe,
cxeMu U MapkemuHa paHmMacMa20puU.

B kypca Ha uznoykbama bewe
npegcmaBeH u HoB AuMumupaH koaek-
uuoHepcku mupayk Ha puaMa Ha Muy
Bpe3zyHek “Kak ga crnarHeuwd Hal-gobpud
xygokHuk Ha cBema” B usHeHagBauuua
(gobpe-306paBeH) popmam Ha VHS Bu-
geo kacema B8 opuauHaaHa kymuga u aB-
mopcka kHuxkka.
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Mitch Brezounek

HOW TO BECOME

THE BEST ARTIST
IN THE WORLD

Curators: Pravdoliub Ivanov and Krassimir Terziev

January 15th - February 26th, 2021

In 2020, Mitch Brezunek made his
feature film “How to Become the Best
Artist in the World” (35 min, HD, 4:3).

It is a feature film, not only because

of the fictional plot and the play of
incarnations of the characters, but also
because of the play with the formats of
modern marketing, in which religious,
technological or financial gurus offer
miraculous solutions to the tangled
problems of the complex contemporary
world. Readings that are often bestsellers
and attract mass audiences.

In the film, following the genre
stylistics of the video tutorial, the main
character - the master of painting Doug
(featuring the only professional actor in
the film - Blazo Nikoli

) promises to convert any vieuser into
the best artist in the world in just ten

lessons. The ten lessons are structured
according all the important choices an
artist must make in the art world: the
media, the idead, the themes, the colours,
the dress code, the risk, the market, the
Internet, the woman. All these important
choices are visually staged by Doug,
with the assistance of his son (featuring
the artist Valko Chobanov) with a large
number of weird objects, some of which
play the role of works of art, while others
are just inventory. These objects have a
dualidentity. On the one hand, they are
images evoked by the artist's imagination
for screen life. On the other - according to
their materiality, semiotic references and
closeness to the author's original style,
uwe can safely consider these artefacts as
works of art, in themselves, autonomous,
as dictated by the logic of art from

modernity to the present day.

Some of the objects are paintings
illustrating the methods and themes
of the great master; others are
demonstration boards (houwy, for
example, we get red when mixing blue
and yellow), others - sculptures and
performative installations, or tools of
the artist and the film crew, costumes,
accessories, etc.

The play of reflections, doubles and
mirages caused by the encounter with
these hybrid objects is the subject of
this exhibition, which, in a deceivingly
easy-going way between ridicule and
absurdity, actually asks very painful
guestions about the ways in which the

system of art is functioning under the
conditions of a global market of affect
and fierce competition for visibility.

A system, in itself, saturated with
paradoxes, reflections and doubles. A
system in which criticism, rebellion and
radical gestures coexist (and sometimes
coincide) with market tricks, schemes,
and marketing phantasmagorias.

A new limited, collector's edition of
Mitch Brezunek's film “Houws to Become
the Best Artist in the World" in the
surprising (well-forgotten) VHS video
cassette format in an original box and
author's book was presented in the
course of the exhibition.
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2pynoBa u3noXk6a

CYBEHVIP OT bbAELLETO

21 Aek, 2020 -9 AH, 2021

Apmucmu: AkcuHug MedueBa, AnekcaHgbp BoaueB,
AHMOHU PalrkekoB, BaneHmuHa apa, BeHema AHgpoBa,
BukeHmu Komumcku, BoUH ge BoUH, Bvako HYobaHOS,

AaH MepykoBcku, AeHuua MuayuleBa, Aumumbp CorakoB,
AumMumbpe LLonoB, 3apa AaekcaHgpoBa, 3opaH leopaues,
UBaH MygoB, Uckpa baazoeBa, Kaaun CepanuoHOoS,
KaAnuHa AumMumpoBa, Kupua MpawkoB, Kpacumup Tep3ueB,
Aapc Hopgbu, Aybpu, Avuezap boagrkueB, Mapueaa lfemuwieBa,
Mapuga HaabaHmMoBa, MapmuH MNeHeB, MapmuHa BaueBa,
MupsaHa TogopoBa, Muu bpe3zyHek, HeBena EkumoBa,
Hegko ConakoB, Hukoaa MuxoB, MNpaBgoalob UBaHOS,
PagocmuH CegeBueB, Pygu HuHoB, Codusa NobHUapoBAa,
Cmena BacuneBa, CmedaH HukoaaeB, TuxoMmup CmMosaHoB,

Apa bybHoBa, AceH 32ypoBcku

Bceku nocemumen uje moxke ga
npugobue npouzBegeHue om eguH
om ydacmHuyume 8 uznoxké6ama,
HO 6e3 ga 3Hae Jyue npouzBegeHue
nony4aBa. 3pumenume uje umMam
Bu3mMoykHoCM ga u3bupam mexkgy
ugeHmu4yHuU onakoBaHu nogapbyHU
kymuu, 8 koumo ce HamMupam nb3e-
AU C popmam 29,7x21 cm., cbkcmaBe-
HuU om 120 napyema, 8 mupaxk om 3
6p09. Bceku apmucm e npegocma-
Bun uzobparkeHuemo, ¢ koemo ucka
ga yyacmBa, Ho me camume cbUo
HIMQ ga 3Hagm kou ca nb3eaume

um. Cbbumuemo uje ce cbkcmou Ha
21.12.2020, 8 3aBucumocm om npo-
muBoenugemudyHumMme mepku mo uje
6bge unu npucbcmBeHo, uAU OHAQUH.
- OMm aHOHCA 30 U3Aok6ama

Kakmo Bcaka 2zoguHa om 2010-ma
HACaM 2aAepuamMa Ha UHCmMumyma
3a cbBpemeHHo uzkycmBo op2aHuU3U-
pa cBoama koaegHa U3A0XKOa, npegAaa-
20Wla Ha nybaukama npousBegeHusa
oM peguuad coBpeMeHU xygoXkHuUuU,
UAeHOoBe U NpuaMmeAUu Ha UHCMuUMy-
ma. “CyBeHupHUAM" xapakmep Ha

npou3BegeHusamMa, MunuyeH 30 Mme3u
cobumug, npegnoaaaa dopmMam, yec-
Mo obekmeH u muparkeH, kolmo ga

e gocmvbneH kamo pasmep U ueHa, u
maka npou3BegeHuemo ga ce NpBop-
He B nogxogaul nogapbvk 3a ugBauwume
NEA3HUUU.

MNocaegHOMO u3pedeHuUe om kpam-
kuga aHoHc 3a u3AoXk6ama npe3z 2020-Mma,
a UMEHHO, Ye cbbumuemo ule ce Cbob-
pO3U Cc npomuBoenugeMudyHume mepku,
kakBumo u ga ca me B8 geHa Ha omkpu-
BaHemo, noguepmaBa u cneuuduyHUA
xapakmep Ha NaHgeMUYHAMA 20gUHd,
8 kogmo uzrokbama ce cayuBa. U maka,
8 moH cbc cBemoBHamMa obcmaHoBka,
u3zHeHagama cmaBa gBuykewua cuna u B
konegHama u3Aoykb6a Ha UCU. Mocemu-
meAam, nomeHuuaAeH kynyBau, Hama
NbAeH KOHMPOA Bbpxy cAyuBaulomo ce.
U3bopbm Ha aBmop, a u Ha koHkpemHo
npou3lBegeHue BuBamM onpegeaeHuU om
cAydalHocmma . A camume cyBeHu-

PU - Nb3eAU, NPegnoAd2amM 3pumeaam
ga noAoXkU akmuBHO ycuaue u napye No

napue ga cbbepe npouzBegeHuemo B
egHO USAAO.

Oakmbm, 4e nocemumeaume He
Mo2am ga ce cgobuam ¢ npoulBegeHue-
Mo Ha aBmop no cBol u3zbop, a MEatBa
ga meaaam »kpebul, nocmaBa Bcuuku
yyacmBawu xygoXkHUUU, npegcma-
Bumeau Ha pa3AuYHU NokoAaeHud, yms-
BopgeHu u gocma no-mMAagu aBmopu, 8
egHa PaBHUHAa.

MHoxkecmBomo HenpegBugeHu
npegu3zBukameacmBa, npeg koumo u3-
MUHaAamMa 2020-ma 2oguHa u3npaBu
Bcuuku HU, omekBam B enemMeHMa Ha
uzHeHagama B u3arokbama. 3a pazauka
om BbHWHUMe obcmosgamencmBa obaue,
cAyyalHocmma B8 “CyBeHupu om Gvge-
ulemo” He Hocu pa3ovapoBaHue, a Ha-
npomMuB - gobaBeHama cmolHocm Ha
BoAHeHUemo Npeg onakoBaHua nogapbk
U uzHeHagama om moBa koe npou3Be-
geHue ce e NOgHAAO HOCAM NPA3HUYHO
yceuwlaHe u npaBam ulaoykbama ocobe-
HO NONYAAPHA U YCneuldHd.
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group show

SOUVENIRS

FROM THE FUTURE

Dec 21,2020 - Jan 9, 2021

Artists: Aksiniya Peicheva, Alexander Valchev, Antoni Rayzhekov,
Valentina Sciarra, Veneta Androva, Vikenti Komitski,

Voin de Voin, Valko Chobanov, Dan Perjovschi, Denica Milusheva,
Dimitar Solakov, Dimitar Shopov, Zara Alexandrova,

Zoran Georgiev, Ivan Moudov, Iskra Blagoeva, Kalin Serapionoy,
Kalina Dimitrova, Kiril Prashkov, Krassimir Terziev, Lars Nordby,
Lubri, Luchezar Boyadjiev, Mariela Gemisheva, Maria Nalbantova,
Martin Penev, Martina Vacheva, Miryana Todorova,

Mitch Brezounek, Nevena Ekimova, Nedko Solakov, Nikola Mihoy,
Pravdoliub Ivanov, Radostin Sedevcheyv, Rudi Ninov,

Sophia Grancharova, Stela Vasileva, Stefan Nikolaey,

Tihomir Stoyanov, Iara Boubnova, Yasen Zgurovski

Each visitor will be able to acquire

a work from one of the artists in the
exhibition, but without knowing
whose work they will receive. Viewers
will have the opportunity to choose
between identical packaged gift
boxes, which contain puzzles in the
format of 29.7x21 cm, consisting of 120
pieces, in an edition of 3 pieces. Each
artist has provided the image that
they would like to participate with,
but they themselves will not know in
which of the packages their puzzles
are. The event will take place on

December 21, 2020, depending on the
anti-pandemic measures, it will be
either online or at the gallery.

- From the exhibition announcement

As every year since 2010, the gallery
of the Institute of Contemporary Art
organizes its Christmas exhibition, offering
works by a number of contemporary
artists, members and friends of the
institute. The ,souvenir” nature of
the works, typical for these events,
presupposes a format, often an object
produced in an edition, that is accessible

in size and price and thus the work
becomes a suitable gift for the upcoming
holidays.

The last sentence of the short
announcement for the exhibition in 2020
namely that the event will comply with
anti-pandemic measures, ushatever
they are on the day of the opening,
emphasizes the specific nature of the
pandemic year in which the exhibition
takes place. And so, in tune with the
world situation, the surprise becomes a
driving force in the Christmas exhibition
of the ICA gallery. The visitor, a potential
buyer, does not have complete control
over what is happening. The choice of
an author, and of a particular work, is
determined by chance. And the souvenirs
themselves - puzzles, suggest the viewer
to make an active effort and to bring the
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work together piece by piece .

The fact that visitors cannot get the
work of an author of their choice, but
have to draw lots, puts all participating
artists, representatives of different
generations, established and much
younger authors, in one plane.

The numerous unforeseen
challenges that all of us have faced
in the past 2020 echo in the element
of surprise in the exhibition. Unlike the
external circumstances, however, the
unpredictability in ,Souvenirs from the
Future"is not disappointing, but on the
contrary - the added value of excitement
over the packaged gift and the surprise
from the work of art inside bring a
festive feeling and make the exhibition
especially popular and successful.
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ENOTPADUN

MUY BPE3YHEK (p. DpaHuus,
1989 2.) »kuBee u pabomu B8 MAoB-
guB. 3aB8vpwBa NAacMuYHU
u3zkycmBa 8 Beaux Art Academy
8 NopueHm, O®paHuud. U3noa3Ba
PO3AUYHU Meguu B8 pabomHus
cu npouec kamo kepamuka,
»kuBonuc, Bugeo uHCMaaauug,
aHuMauus, pucyHka. Muu Bpesy-
Hek e uneH Ha xygoxkecmBeHus
konekmuB Ouest Fisting Aopu-
eHm (2013 - 2017). KonekmuBobvm e
yacm om 2paduUYHOMA bHYbP-
2payHg kyamypa c peH3uH, cu-
moneuam, DYE, Bugeo u gpyau.
Mpe3 2017 2. FEther Codua npeg-
cmaBa caMmocmosmeAHaMa My
u3noxk6a Incubus ¢ kypamop
BoUH ge BouUH. Npe3 2018 2.creg-
Ba camocmosmeAaHama My
u3noyk6a Venus Ritual B 2czanepus
L'Union, MAoBguB u yuacmue-
mo My B uznoykbama Shock und
Schrecken B8 'bome-uHCcMuMym
Boazapua ¢ kypamop Cmedka
LlaHeBa. Mpe3 2019 e yacm om
usnoxkbama Art Start B 2anepus
Credo Bonum, kypupaHa om
Becena HoxkapoBa u Cmedka
LlaHeBa; Cmokume Ha Bpememo,
Meome-uHCMuUMym BobAz2apuda ¢
kypamop AHacmacus CkBopu.o-
Ba; )KuBom 8 nnacmmaca, Kade
Artnews, NMaoBguB, kypupaHa
om 2aaepud CapueB; QoH mMaag
xygoxkHuk, AaH4yoBama kbuid,
MAoBguB, kypupaHa om 2ane-
pua Capue8; Sofia Art Week,
Underground Gallery, Codusq,
kypamop Voin de Voin. Npe3
2020 2. yyuacmBa omHoBo B Sofia
Art Week B AEther Codug, kbge-
mo noka3Ba 3a NnpbB NbmM duama
cu Kak ga cmaHew Had-gobpu-
am xygoxkHuk Ha cBema.

MAPUHA F’EHOBA (1989) 3a-
BbpuwiBa cueHuYeH U ekpaHeH
gu3alH 8 HATOUS3 ,Kp. Capa-
¢do8" u guaumanHu uzkycmeBa 8
HauuoHaAHama xygoxkecmBeHa
akagemua u gBeme 8 Codusg,
Boa2apus. HeliHU pabomu ca no-
ka3zBaHu B8 uznoxkbu kamo Ckok
8 noazHomo (2021, Nleome-uH-
cmumym Boazapus, Codus);
SHOOTING GHOSTS // ®uAMu U
Bugeo Ha BbA2apcku XygoXkHU-
uu, kypamopu: KaanuH Cepanuo-
HOB u KpacumMup Tep3ueB (4yacm
om npoekm Ha Nbome-uHcmMu-
mym ,Moving Images Bulgaria-
Germany', 2020); ,,OcobeH uM-
nyac* (2020, Fluca - ABcmputicku
kyamypeH naBuauoH, NaoBguB);
Tyk xoaHama He ce pazBang
(2020, 2anepusa ,fanepuqa”, Codus)
u gp. B cBosma paboma leHoBa
uzcaegBa BAusHUemMo Ha 6bp30
pa3BuBaw,ume ce mexHoOAO2UU U
Mpexku Bbpxy ugeonozudeckume,
ukoHoMuuyeckume u noAumuye-
ckume cmpykmypu.

MNMPABAOAIOB UBAHOB (1964)
e xygoykHuk 6a3upaH B Codugq,
Boazapugq. Tol e gokmop Ha
uszkycmBama koM HauyuoHaA-
Hama xygoxkecmBeHa akage-
mugq, Codusga (2015). UBaHoB e
yuyacmBaa 8 MHo20 MeykgyHa-
POgHU u3A0X6U kamo: Mixed
Zone. Dialoge Zwischen Kunst
Und Design, Neues Museum,
HlopHb6epz, lfepmanuga (2021), The
Restless Earth, Fondazione N.
Trussard u Fondazione Triennale
di Milano (2017); Symptoms

of Society, The Guangdong
Museum of Art, Kumau (2017);
The Travellers. Voyage and
Migration in New Art from
Central and Eastern Europe,
Zacheta-National Gallery of Art,
BapwaBa (2016); Sport in Art,
Museum of Contemporary Art
in Krakow, Moawa (2012); Who
Killed the Painting?, works from
Block Collection, Neues Museum,
HlopHb6epz, l’epmaruga (2009); No
New Thing Under the Sun, Royal
Academy of Arts, AoHgoH (2011);
L' Europe en devenir, Centre
Culturel Suisse, Mapwk (2007).
MNocrnegHaMaA My camMocmos-
meAHa u3noXkba XKuBombm Ha
gpyeume e Hakak cu no-neceH

e B8 My3zesam 3a cbBpeMeHHO u3-
kycmBo “ApceHan” B Baaucmok,
MoAwa. YuacmBan e B cregHU-
me BbueHaAema: 52. BeHeuuaH-
cko 6ueHane (2007); 4. BepAuH-
cko 6ueHane (2006); 14. BueHane
CugHu, ABcmpaaug (2004); 3.
MaHudecma, AlobasHa, CAao-
BeHuga (2000); 4. UcmaH6yacko
6ueHanae (1995). Pabomume Ha
M. UBaHoB ca yacm om nybAuu-
HumMe koaekuuu Ha EIB, Alokcem-
6ype; Kontakt-Collection, AB-
cmpug; Art Collection Telekom,
lfepmaHug; Vehbi Koc collection,
UcmaH6ya,; Npagcka 2aaepusd,
Codusa u gpyau.

BOSIH MAHYEB (Codusi, 1970) e
dunocod, pabomeuy, 8 noremo
HO OHMOoAO2USAMAd, GuAoCOPUSA-
ma Ha uzkycmBomo u noAnumu-
veckama dunocoduqa. Aupekmop
HO Npozpama u BuBuw Buuenpe-
3ugeHmM Ha MexkgyHapogHua
dunocodcku konexk B Mapurk
(2004-2010), MaHueB npenogaBa
8 HBY (om 2002) u BepauHckusa
yHuBepcumem 3a uzkycmBa
(om 2010). Tocm-npodecop B
YHuBepcumema XoAUHC

(om 2014).

BoaH MaHuyeB e aBmop Ha nem-
Halcem kHuau Ha 6bA2apcku,
$peHcku, aHaaulcku, umanu-
aHcku u nopmyzancku e3uk,
Mexkgy koumo CBoboga Bvnpe-
ku Bcuuko. CBpbxkpumuka u mo-
ganHa oHmonoaus (Coousda, 2021),
HoBusm AmaHop. EneMeHMU HA
purocopckama paHmacmuka
(Ounocodcka daHmacmuka, m.
1, Codusg, 2019), O6rayu. Quro-
cogusg Ha cB060gHOMO MSAO
(Codus, 2017; aHaAulcko uzga-
Hue 2019), Aoeuka Ha hoAaumu-
yeckomo (Codus, 2012), Miracolo
(Milano, 20M), L'altération du
monde (Paris, 2009; anoHcku
npeBog 2020), La métamorphose
et l'instant — Désorganisation de
la vie (Paris, 2009), HeBbob6pa-
3umomo (Codugq, 2003), kakmo

U Ha 6AU30 MpUCMAa cMyguu

U cmamuu, nybaukyBaHu Ha
6vba2apcku, ppeHcku, aHaaulicku,
Hemcku, umaAuaHcku, ucnaHcku,
nopmyzancku, anoHcku, ku-
malcku, pycku, wBegcku, cpbb-
cku, chnoBeHcku u gpyau e3uyu.

AHTOHU PAUDKEKOB e uHMep-
gucuUuUNAUHApPeH apmucm (p.
1980, Codus), >kuBeeuwy, Mexkgy
BueHa u Coduda. Pabomu Ha
2paHUUamMa Mexkgy nepdpopma-
muBHume, 38ykoBume u Buly-
aAnHUmMe uzkycmBa. Yuyu meam-
PAAHAa peXkucypa u akmoop-

cko maticmmopcmBo 8 HATOU3
(2001-2008), g»ka3z umnpoBu3za-
uuda Bv8 Vienna Konservatorium
(2008-2013) U UHDOPMAUUOH-

HU MexXHOAO2UU - B cepua om
npodecuoHaAHU kypcoBe kbm
LearningTree, AOHQOH.

He2oBu mMBopbu ca npeg-
cmaBeHu B MHoXkecmBo Medk-
gyYHOPOgHU Uu3A0XK6U, decmu-
Baau u dpopymu, Mexkgy koumo:
European Forum Alpbach (2019),
EXPERIMENTA Biennale (2018)

- F'peHo6bA, KLANGMANIFESTE
Festival (2018) - BueHa, Akademie
Schloss Solitude (2017) - LLlym-
2apm, ACT Festival (2016) -
KyaHgrky, KOckHa Kopesq, ARS
Electronica Center, Intermedia
Body (2016) - AuHu, Kunstlerhaus
Mousonturm - NODE (2015) -
Opankdypm, MNpagcka 2anepud
3aaubypa (2013 u 2018) u gp.

Om 20T12. PalirkekoB e acouuu-
pPaH NnpenogaBamen no ekcne-
pUMeHMaAHU Meguu B kamegpa
»,Meguga u gu2umaAHU MexHo-
Ao2uU” koM YHUBepcumema 3a
NpuAoXkHU Hayku 8 CaHkm MboA-
meH (ABcmpusd),a om 2016 2. e
20cm-npenogaBamen no ,Auau-
manHu U3zkycmBa“ 8 HauuoHaA-
Hama xygorkecmBeHa akagemus
— Coodud, kbgemo 8 MomMeHMa e
gokmopaHm.

4yAaAPDb CAPAU (1979) »kuBee

u pabomu B UcmaHByYA. Ao-
ueHm e B yHuBepcumema
Mapmapa. CkopouuHuMe My
caMocmosMmeAHU U3noXkbu
BkalouBam: Places with Suitable
Temperatures (2020, Vision Art
Platform, UcmaH6ya), ,Der
Himmel Uber Berlin* (2018, Pilot
Gallery, UcmaH6ya), ,Spaces of
Memory* (2017, Jonkopings Lans
Museum, UoHwbonuHz, LLIBe-
uuq), ,Threshold of Forgetting”
(2017, Pilot Gallery , UcmaHByYA),
+HamanaBaw,o Bpeme” (2015

2., HauaaHo 2pbuko yuuauuwie,
UcmaH6bya), ,Outsider” (2015

2., Kuad Gallery, UcmaH6yA).
Cpeg MeXkgyHapogHUmMe u3-
AOXk6U, B koumo yuyacmBa, ca:
.Feel Like I've Been Here Before*
(2018 2., Bilsart, UcmaH6yAa),
L~Appropriation? Hal mi?” (2018
2., Yapi Kredi Cultural Activities
and Art, UcmaHBbyAa), .4 -mo
6ueHane MapguH" (2018 2.,
Alman Karargahi, UcmaH6yAa),
LPrevantorium® (2018 2., Kasa
Gallery, UcmaH6ya), ,Home"
(2017 2., €vliyagil Museum,
AHkapa), ,Past, in Each of its
Moments, be Citable*, (2016 2.,
Depo, Tophane, UcmaHByYA).
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KAAUH CEPAMUOHOB (p. 1967,
Bpaua) »kuBee u pabomu B
Codus. 3aHuUMaBa ce ¢ Bugeo,
kamo uHMepecbmM My e HacoueH
npeguMHo kbM cnocobHocmma
Ha Bugeomo ga npou3Beykga
cbcneHc, 6e3 ga ,nponaga“ B
HapamuBHUMe NnoxBamu Ha
KuHOMO; oMmHouweHUemMo Ha
BugeouHcMaAauusmMa ¢ NPoc-
mpaHcMBomo; npoueca Ha npe-
BpbuwiaHe Ha egHO U306paXkeHUe
8 cMucoA. Mpoekmume my ce
omHacam koM koHmekem, Bpe-
Me, obcmoamencmBa, namMem,
Mecma u cbbumug u mexHume
3Ha4yeHus. U3lcaegBa paszAuyHU-
me yoBeuwsku omHowleHus, xa-
pakmepu, obuiHOCMU, HaBuUUU,
noBegeHue, cbBpeMeHHUs 2pag
U Ha4YUHa Ha »kuBeeHe.
YuacmBan e 8 2pynoBu uznoxk-
6u kamo: After the Wall: Art

and culture in post-communist
Europe, Moderna Museet,
Cmokxoam (1999); Manifesta 4,
OparHkdypm/MalH (2002); Blood
& Honey. Future's in the Balkans,
konekuusa Ecen, BueHa (2003);

In the Gorges of the Balkans,
Kunsthalle Fridericianum, Kacea
(2003); Humo 6an ky6, HUMOo Yyep-
Ha kymusg. Ucmopus B ceeaud-
Ho Bpeme, CIXT, Coduga (2006);
Heterotopias, 1. BueHaAe Ha
cvBpemeHHo uzkycmBo, ConyH
(2007); Sounds & Visions, My3zeu
30 cbBpemMeHHo uckycmBo, Tea
ABuUB (2009); Site Inspection,
My3el AygBue, byganewa
(2011); Grammar of Freedom /
Five Lessons: TBop6u om konek-
uuama Arteast 2000+, My3el 3a
cobBpemMeHHo uzkycmBo rapak,
MockBa (2015); U3kycmBo 3a
npomsaHa 1985-2015, CI'XT, Coduda
(2015); @opmu Ha cbBmMecmHO Cb-
wecmByBaHe, 2anepusa Cmpyk-
mypa, Codusa (2018); Festival of
the Regions 2019, Mepea-LpygeH-
2ay, ABcmpusg; Open Art Files:
3anucku u 6erexkku nog AuHuS,
2aAepusa KanaHa, NaoBguB
(2019).

KPACUMUP TEP3UEB (p.1969) e
UHMEPgUCUUNAUHAPEH XYgok-
HUK U uzcaegoBamen, Yusmo
paboma ob6xBaula paA3AUYHU
Meguu, uzcaegBalku Hanpexke-
HUSMa MeXkgy 2A06aAu3uUpaHUS
cBam Ha obpa3zume u HezoBume
MamepuaAHU ocHOBU B mexHo-
AO2U4YHUS, duszuvecku u yoBew-
ku ,xapgyep“.

Tep3ueB uma gokmopcka cme-
neH no KYyAmypHa aHMpono-
noz2ua om Codulickusa yHuBep-
cumem (2012). MocregHUMe
u3noXk6u, B koumo e yuacmBana
ca: 25 e2oguHu u 5 memu no-koc-
Ho. PempocnekmuBa Ha UCU

— Cogusi, HauuoHaAHa 2arepust /
ABopeua, 2020; “From Matter to
Data: Ecology of Infrastructures”,
'post’: the MoMa online
platform, 2020, curated by Inga
Lace u Lukas Brasiskis; “Keeping
the Balance. Works from the

Art Collection Telekom”, My-

3el AygBue Byganewa, 2020,
kypamopu PalHang LLiymaxep

u Hamaau Xouoc. NMNocregHUMe
MY caMoCcmosimeAHU U3A0XK6U
BkalouBam: HoB cBemoBeH peg,
2anepusa Cmpykmypa, Codus,
2020, kypamop Mapuda Bacune-
8a; “Future Unforgettable”, Versus
Art Project, UcmaH6ya, 2019,
kypamop Qupam Apanoaay.
MNpou3BegeHusamMa My ca yacm
om nybauyHUMe koaekuuu

Ha Centre Pompidou/mnNAm,
Mapuyk; Arteast 2000+ Collection,
Moderna Galerija, AlobAgHa; Art
Collection Telekom, BoH; Codulc-
ka epagcka xygorkecmBeHa 2a-
Aepusa U gp.

HUKOC XAPAAAMBUAUC ¢
pogeH B Kunbp npe3 1969 2., Ho
uzpacmBa B8 Hio Uopk, kbge-

mo ceMmeldcmBomo My HaOMUPA
yberkuule caeg mypckama
okynauuga Ha ceBepHama yacm
Ha ocmpoBa Npe3 1974 2. Om
kpaga Ha oceMmgecemme 20gUHU
wupokoMaulabHUMeE UHCMAAQC-
UuUu Ha XapaaamMbuguc, cb3lga-
geHu om pa32A0beHU eneMeHmMuU
HO goMa My, ca pa3zpabomeHu
kamo noanumuuecku HamoBape-
HU NAGM@OPMU 30 UHMepguc-
UUNAUHOPHO cbmpygHuvecmBo,
akmuBu3upaw,u uzocmaBeHu
npocmpaHcmBa B8 6ydepHuU
30HU No ueAusa cBam. U3npeBap-
Bauku apmucmuyHUMe MmeH-
geHuuu om nepuoga, HezoBume
pagukaAHU NbpPOPMAHCU U
HaMecu B 3eAeHaMa AUHUSA HA
Kunbp u napanenHu geticmBuga 8
gpyau BoeHHU 30HU U ocnopBa-
HU paloHu B AuBaH, NMaaecmu-
Ha, Cupugq, UpAaaHguda u [a3a ca
BUAU Npe3 20gUHUME eMUAACH,
npegocmaBauw, HoBamopcku
apxemunoB mogeA Ha akmuBu-
3bM HO NO-MAAgOMO NokoAeHue
XYgoXKHUUU. EGHO OM NOCAegHU-
me My naAamdaopmMu e Philoxenia
Campus, kolmo ce cbcpegomo-
uaBa Bbpxy 6erkaHuume u
gpyau COUUOAHO-NoAUMuUYecku
npobaemu, kamo noBuwaBa 06-
ulecmBeHama ocBegomeHocm
Nno me3u Bvnpocu. MopBuam
npumep Ha kornabopamuBHa
npakmuka, Mmyszeasm Rambling
uAu Rumbling, ocHoBaH npe3
1994 2. u wupoko npegcmaBeH
Ha BueHanemo BoB BeHeuusa
npe3 2003 2., BcbulHOCM e MPAaH-
chopmMmayuama Ha HezoBama
cobcmBeHa kvwia B8 nybAu-

UeH MexaHU3®bM, ompassaBauy,
302ybama Ha cemMelHuUa My

goMm B okynupaH Kunbp, Yepnu
BgbxHOBeHUe om »kuBoma my
kamo eMuzpaHmM u om npexku-
BaBaHuama My kamo 6exkaHeu.
®okycupaiku ce Bbpxy NnogobHU
memMu u koHmekecm merkgy goma

u poguHama, Hollow Airport
Museum e gpyaa naAamdaoopma
30 compygHudyecmBo, nog dop-
MamMa HaO eMBAeMaMUYHO Y4yu-
AUWe 3a uskycmBa, HaMUPAW,O
ce Ha uzocmaBeHomMo MeXkgy-
HapogHo Aemuwle 8 Huko3ua B8
pamMkume Ha koHMpoAupaHamMa
om OOH 30Ha 8 Kunbp. Hollow
Airport Museum umMa 3a ueA ga
uz2pae poAdaMa Ha o6pazoBame-
AEH U UHMenekmyaaeH ueHmMbp,
Mdacmo 3a cpewa, koemo obegu-
HABa XygoXkHUUU om cmpaHu-
me om U3zmouyHomo CpeguzeM-
HoMopue kamo Cupuq, U3paen,
MaaecmMuHa, Eaunem U AuBaH.
Ta3u 2eonoAumuyecku Hanpea-
Hama obAacmM, cMpagauw,d om
npogbakaBauiu koHbdAukmu u
BoUHU, Nog uMemo XaM, CUH Ha
Hol u npapogumen Ha me3u
Hapogu. NMpe3 2010 2. XapaAaM-
6uguc ocHoBaBa BueHanemo
White House, koemo 8 mexkgyHa-
pOgeH NAJH e NbpBama guau-
MAaAHA dopMa Ha BueHaAe.
Hukoc Xapaaambuguc e no-
kazBaa pabomume cu no

uenuda cB8am B noBeue om 60
CAMOCMOAMEAHU U3A0KOU

8 Mopuusa U uy>kbuHa (Centre
Pompidou, Mapuwk, Turner
Contemporary, AoHgoH, Palazzo
Querini Stampalia, BeHeuus u
gp.), U e yyuacmBan B8 MHoxkec-
mMBo MexkgyHapogHU 2pynoBu
u3A0XkK6U, cpeg koumo ca Ha-
konko BueHarema kamo: [2011]
BueHane B AMuHaQ; [2006] Bue-
HaAe Ha UpaaHgug; [2006] Sao
Paulo; [2004] BueHane Tel Aviy;
[2003] BueHaAe Ha BeHeuus;
[2001] BueHane Tirana Venice;
[1997] BueHaAe Ha BeHeuus; EVA
International; [1994] BueHane
Ostende u gp.

AAEKCAHA®LP LLEAOY npocae-
gaBa ombAu30 Bpoikume Mexkgy
npocmMpaHcmMBo, Bvanpuamue u
geucmBue Ha kpbcmonbms Ha
xygorxkecmBeHume U HOYyHUMe
uzcnegBaHuda. HezoBama pabo-
ma ce pa3BuBa okono Bv3amork-
Hocmma 30 gokymMeHmauua Ha
opueHMAUUSMA UAU HOYUHUMeE,
no koumo BHUMaHUemMo ce pPa3-
npbckBa B gageHu npocMpax-
cmBa. Om 1999 2. mol pabomu ¢
npouecu Ha pekoHcmpykuyusa Ha
namMemma, 6a3UpaHU Ha exkeg-
HeBHa npakmuka Ha pucyBaHe.
ToBa 2eHepupa PA3AUYHU POpP-
Mamu, koumo yecmo ce pa3Bu-
Bam B npogbaXkeHUe HO gbAb2
nepuog om Bpeme.
MocaegHUMeE MY U3AOXKGU U
npoykekuuu BkalouBam: [2020]
FID, Mapcuausg; [2019] BueHa-

Ae CONTOUR, MeweneH; My-
3eu Iziko Ha KOYkHa Adpuka,
KeUnmayH; WIELS, Bplokcen,
[2018] AyBuop, Mapuwk; Khiasma,
Mapuwxk; BueHane Internationale
de Casablanca, Kazabaarka;
Musée d'art contemporain
[MAC], AuoH; My3el 30 cbBpe-
MeHHO u3zkycmBo, Beazpag;

Pro Arts, Oakland CA; [2017]
Animasivo - Mekcuko; Sommets
du cinéma d'animation - MoH-
pean; Insomnia - MockB8a; Nlbome
uHcMmumym, Mekcuko Cumu;
Taline 6ueHaAe - Taline; [2016

] Musée d'art de, TYAoH FR;

Art Brussels; Video and Music
Festival, Kyana Aymnyp mys;
Maison de la Poesie, Mapuk;
[2015] Galerie Parduhn, Alocen-
gop@; Centre Charlie Chaplin,
AUOH; Museo nazionale delle
arti del XXI seculo [MAXXI], Pum;
Tulla Artcenter, TupaHa; [2013 ]
Centre Pompidou Metz; NGBK,
BepauH; 30. Dokfest Kassel;
Metropoliz, Pum; Petit Palais,
Mapuxk; Ars Electronica, AuHU;
Institute for Contemporary Arts —
CuHza2anyp; bueHane LWapgka.
Om 2013 2. LLlenoy pvkoBogu ge-

NApMAMeHMa NO dHUMAaUUA U
BpemeBu Meguu B erg - école de
recherche graphique B8 Bplokcena.
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MITCH BREZOUNEK (b.

France, 1989) is based in Plovdiyv,
Bulgaria. He graduated Plastic
Arts in Beaux Art Academy

of Lorient, France. In his work
he uses various media such as
ceramic, drawing, painting, video
installation, animation. He was
a member of the art collective
Ouest Fisting from Lorient (2013
- 2017). The collective is part of
the underground graphic culture
with fan zine, silkscreen print,
DYE, video and other..

In 2017 FEther Sofia presented
his solo show Incubus, curator
Voin de Voin. In 2018 Gallery
L'Union presented his solo show
Venus Ritual in Plovdiv. He was
part of the group show Shock
und Schrecken in Goethe-Institut
Bulgaria, curated by Stefka
Tsaneva. In 2019 he was part of:
Art Start, Credo Bonum Gallery,
curated by Vessela Nohzarova
and Stefka Tsaneva; The Goods
of Time, Goethe-Institut Bulgaria,
Sofia, curated by Anastasya
Skvortsova; Life in Plastic,
Artnews Cafe, Plovdiv, curated
by Sariev Gallery; Background
Young Artist, Danchovata
House, Plovdiv, curated by
Sariev Gallery; Sofia Art Week,
Underground Gallery, Sofia,
curated by Voin de Voin. In 2020
as part of Sofia Art Week in
fEther Sofia, Mitch Brezounek
presented for the first time his
film How to Become the Best
Artist in the World.

NICOS CHARALAMBIDIS was
born in Cyprus in 1969, yet he
grew up in New York, where his
family found a refuge, after the
Turkish occupation of the north
portion of the island in 1974. Since
the late eighties, Charalambidis’
large scale installations,
articulated by dismantled
elements of his home have been
developed as politically charged
platforms of interdisciplinary
cooperation, activating abandon
spaces in buffer zones and
contested areas. Ahead of the
artistic tendencies of the time,
his radical performances and
interventions in Cyprus’ Green
Line and the parallel actions in
other war zones and contested
areds in Lebanon, Palestine,
Syria, Ireland and Gaza, have
been a benchmark, providing
an innovating archetypical
model of activism to the younger
generation of artists. One of his
recent subversive platforms is
the Philoxenia Campus, which
concentrates on the refugee and
other sociopolitical problems,
raising public awareness on
these issues. The Rambling or
Rumbling Museum, founded in
1994 and extensively presented
in Venice Biennale 2003, was
actually the transformation

of his own house into a public
mechanism that reflecting the
loss of his family home in the
occupied Cyprus, was drawing
inspiration from his life as an
emigrant and his experiences

as a refugee. Focusing on
similar themes, and context
between home and homeland,
the Hollow Airport Museum

is also another collaborative
platform, that take the form of an
emblematic Art School, housed

at the abandoned International
Airport of Nicosia within the
UN-controlled area in Cyprus.

In 2010, Charalambidis founded
the White House Biennial, which
was internationally, the first
digital form of Biennial.

He has exhibited his work
worldwide in more than 60

solo exhibitions in Greece and
abroad (Centre Pompidou, Paris,
Turner Contemporary, London,
Palazzo Querini Stampalia,
Venice etc.), and has participated
in numerous international group
shows, among which are several
Biennales such as: Sao Paulo
2006, Athens Biennale, 2011,
Venice Biennale 2003, Tirana
Biennale 2001; Venice Biennale
1997, EVA International, Ireland's
Biennale 2006, Tel Aviv Biennale

2004, Ostende Biennale 1994, etc.

MARINA GENOVA (1989)
graduated in “Stage and
screen design” at NATFA ,Kr.
Sarafov” and “Digital Arts” at
the National Academy of Arts,
both in Sofia, Bulgaria. Her
works have been shown in
exhibitions such as “Leap into
the void” (2021, Goethe-Institut
Bulgaria, Sofia); SHOOTING
GHOSTS // Films and videos

of Bulgarian artists, curators:
Kalin Serapionov and Krassimir
Terziev (part of a project of the
Goethe-Institut “Moving Images
Bulgaria-Germany”, 2020);
Particular Impulse (2020, Fluca
- Austrian Cultural Pavilion,
Plovdiv); Here the Food Never
Spoils (2020, Gallery Gallery,
Sofia) and others. In her work,
Genova explores the impact of
the rapidly evolving technologies
and networks on ideological,
economic and political
structures.

PRAVDOLIUB IVANOV (1964) is
an artist based in Sofia, Bulgaria.
He holds a Ph.D. in Fine Arts
from National Academy of Arts,
Sofia (2015). Ivanov participated
in many international shows

as Mixed Zone. Dialoge
Zwischen Kunst Und Design,
Neues Museum, Nirnberg,
Germany (2021), The Restless
Earth, Fondazione N. Trussardi,
and Fondazione Triennale

di Milano (2017); Symptoms

of Society, The Guangdong
Museum of Art, China (2017)

The Travellers. Voyage and
Migration in New Art from
Central and Eastern Europe,
Zacheta-National Gallery of

Art, Warsaw (2016); Sport in Art,
Museum of Contemporary Art
in Krakow, Poland (2012); Who
Killed the Painting?, works from
Block Collection, Neues Museum,
Nuremberg, Germany (2009); No
New Thing Under the Sun, Royal
Academy of Arts, London (2011);
L' Europe en devenir, Centre
Culturel Suisse, Paris, France
(2007), His latest solo exhibition,
,The Lives of Others Are
Somehow Easier,“ was shown in
the Museum of Contemporary
Art “Arsenal”, Bialystok, Poland.
Ivanov took part in the following
biennials: 52nd Venice Biennial,
Italy (2007); 4th Berlin Biennial
(2006); 14th Sydney Biennial,
Australia (2004); 3rd Manifesta,
Ljubljana, Slovenia (2000);

4th Istanbul Biennial (1995).
Ivanov's works are part of public
collections as €IB, Luxembourg;
Kontakt-Collection, Austria; Art
Collection Telekom, Germanuy;
Vehbi Koc collection, Istanbul;
City Gallery Sofia and others

BOYAN MANCHEYV (Sofia,

1970) is a philosopher working
in the field of ontology,
philosophy of art and political
philosophy. Program Director
and former Vice President of
the International College of
Philosophy in Paris (2004-2010),
Manchev teaches at NBU (since
2002) and the Berlin University
of the Arts (since 2010). Visiting
Professor at Hollins University
(since 2014).

Boyan Manchev is the author
of fifteen books in Bulgarian,
French, English, Ttalian and
Portuguese, including Freedom
in spite of everything. Surcritique
and Modal Ontology (Sofia,
2021), The New Athanor.
Prolegomena to Philosophical
Fantastic (Philosophical Fiction,
vol. 1, Sofia, 2019), Clouds.
Philosophy of the Free Body
(Sofia, 2017; English edition 2019),
Logic of the Political (Sofia,
2012), Miracolo (Milano, 2011),
L'altération du monde (Paris,
2009; Japanese translation 2020),
La métamorphose et L, instant

- Désorganisation de la vie
(Paris, 2009), The Unimaginable:
Essays in Philosophy of

Image (Sofia, 2003), as well

as nearly three hundred book
chapters, catalogues and

other publications published

in Bulgarian, French, English,
German, Italian, Spanish,
Portuguese, Japanese, Chinese,
Russian, Swedish, Serbian,
Slovenian and other languages.
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ANTONI RAYZHEKOV is an
interdisciplinary artist born in
Sofia, 1980 and living between
Vienna and Sofia. He is working
at the border between the
performing, sound and visual
arts. He studied theater directing
and acting at the National
Theater and Film Academy —
Sofia, Jazz Music Improvisation
at the Vienna Konservatorium
and Informational Technologies
- as a vocational training at the
LearningTree, London.

His artworks have been
presented at many international
exhibitions, festivals and forums,
including: European Forum
Alpbach (2019), EXPERIMENTA
Biennale (2018) - Grenoble,
KLANGMANIFESTE (2018) -
Vienna, Akademie Schloss
Solitude (2017) - Stuttgart, ACT
Festival (2016) - Guangzhou,
South Korea, ARS Electronica
Center, Intermedia Body (2016) -
Linz, KUnstlerhaus Mousonturm -
NODE (2015) - Frankfurt, Salzburg
City Gallery (2013 and 2018) and
others.

Since 2011 Rayzhekov is Associate
Professor of Experimental Media
at the Department of Media
and Digital Technologies at the
University of Applied Sciences

in St. Polten (Austria), and since
2016 he is a Guest-Lecturer in
Digital Arts at the National
Academy of Arts, Sofia, where he
is currently also a postgraduate
student.

CAGRI SARAY (1979), lives and
works in Istanbul. He is Assoc.
Prof. in Marmara University.
His recent solo exhibitions
include: Places with Suitable
Temperatures (2020, Vision Art
Platform, Istanbul), Der Himmel
Uber Berlin (2018, Pilot Gallery,
Istanbul), Spaces of Memory
(2017, J6nkopings Lans Museum,
Jonkoping, Sweden), Threshold
of Forgetting (2017, Pilot Gallery,
Istanbul), Diminishing Time
(2015, Primary Greek School,
Istanbul), Outsider (2015, Kuad
Gallery, Istanbul). Among the
international exhibitions he
was part of are: Feel Like I've
Been Here Before (2018, Bilsart,
Istanbul), Appropriation? Hal
mi? (2018, Yapi Kredi Cultural
Activities and Art, Istanbul),
“4th. Mardin Biennial” (2018,
Alman Karargahi, Istanbul),
Prevantorium (2018, Kasa
Gallery, Istanbul), Home (2017,
evliyagil Museum, Ankara),
Past, in Each of its IMoments, be
Citable (2016, Depo, Tophane,
Istanbul).

ALEXANDER SCHELLOW deals
closely with relations between
space, perception and action

at the junction of artistic and
scientific research. His work
revolves around a possible
documentation on questions

of orientation, or of the ways
attention is scattered and
distributed into given spaces.
Since 1999, he has been working
on reconstruction processes
from memory, based on an
ongoing daily drawing practice.
This generates different formats
often evolving over a long period
of time. They build series of
drawings, animations, archives,
installations, performances and
texts.

His recent exhibitions and
screenings include: [2020] FID,
Marseille FR; [2019] CONTOUR
Biennale, Mechelen BE; WIELS,
Brussel BE; [2018] Le Louvre,
Paris; Khiasma, [Kollektiv] >
Territoire Etendus — PUTSCH
gallery, Brussels; Biennale
Internationale de Casablanca,
Casablanca MA ; Musée d'art
contemporain, Lyon; Museum
of Contemporary Art, Belgrade;
Pro Arts, Oakland CA; [2017]
Sommets du cinéma d'animation
—Montreal CA; Festival de

Bruz - Rennes FR; Insomnia —
Moskau; Goethe Institut, Mexico
City; Videodrome, Marseille;
Taipei Biennale — Taipei; [2016 ]
Art Brussels; Video and Music
Festival, Kuala Lumpur; Maison
de la Poesie, Paris; LeBal,

Paris; [2015] Galerie Parduhn,
Duisseldorf; Centre Charlie
Chaplin, Lyon; Museo nazionale
delle arti del XXI seculo [MAXXT],
Rom; Tulla Artcenter, Tirana;
[2013 ] Centre Pompidou Metz;
NGBK, Berlin; 30. Dokfest Kassel
— Kassel; Metropoliz, Rom; Petit
Palais, Paris; Ars Electronica, Linz;
Institute for Contemporary Arts —
Singapur; Sharjah Biennal.

Since 2013 Schellow directs the
department for animation and
time-based media at erg - école
de recherche graphique in
Brussels.

KALIN SERAPIONOV (b.1967)

is an artist from Sofia. He works
with video and his interest is
focused on the ability of this
media to generate suspense
without sliding into the
narrative devices of cinema.
The relationship of video and
video installations with space,
the process of turning an

image into a meaning and

the effect of visual impact. His
projects are related to context,
time, circumstances, memory,
locations and events and their
significance. He explores different
human attitudes, characters,
communities, habits, behavior
and relationships, contemporary
cities and ways of life. He has
participated in exhibitions such
as: After the Wall: Art and culture
in post-communist Europe,
Moderna Museet, Stockholm
(1999);: Manifesta 4, Frankfurt/
Main (2002); Blood & Honeuy.
Future’s in the Balkans, €ssl
Collection, Vienna (2003); In the
Gorges of the Balkans, Kunsthalle
Fridericianum, Kassel (2003);
Neither a White Cube nor a
Black Box. History in Present
Time, Sofia Art Gallery (2006);
Heterotopias, 1-st Bienntial of
Contemporary Art, Thessaloniki
(2007); Sounds & Visions. Artists’
Films and Videos from Europe,
Museum of Contemporary Art,
Tel Aviv (2009); Site Inspection,
Ludwig Museum, Budapest
(2011); Grammar of Freedom /
Five Lessons: Works from the
Arteast 2000+ Collection, Garage
Museum of Contemporary Art,
Moscow (2015); Art for Change,
Sofia Art Gallery (2015); The
Image is no Longer Available,
Credo Bonum Gallery, Sofia
(2017); Forms of Coexistence,
Structura Gallery, Sofia (2018);
Festival of the Regions 2019 —
Social Warmth, The Region
Perg-Strudengau, Austria; Open
Art Files: Notes and Footnotes,
Kapana Gallery, Plovdiv (2019).

KRASSIMIR TERZIEV (b. 1969)

is an interdisciplinary artist and
researcher whose work spans a
diversity of media, exploring the
tensions between a globalized
world of symbolic imagery,

and its material groundings

in technological, physical and
human ‘hardware’.

He holds a Ph.D. in Cultural
Anthropology from Sofia
University (2012). His work was
shown internationally at: 25
years and 5 themes later. ICA

— Sofia Retrospective, National
Gallery/ The Palace, Sofia, 2020;
From Matter to Data: Ecology of
Infrastructures, 'post’, the MoMa
online platform, 2020, curated by
Inga Lace and Lukas Brasiskis;
Keeping the Balance. Works
from the Art Collection Telekom,
Ludwig Museum Budapest,
2020, curated by Nathalie Hoyos
and Rainald Schumacher. His
recent solo exhibitions include:
“New World Order”, Structura
Gallery, Sofia, 2020, curated

by Maria Vassileva; Future
Unforgettable, Versus Art Project,
Istanbul, 2019, curated by Firat
Arapoglu. Terziev's works are
part of the public collections

of Centre Pompidou/mnAm,
Paris; Arteast 2000+ Collection,
Moderna Galerija Ljubljana; Art
Collection Telecom, Bonn, Sofia
City Art Gallery, Sofia; among
others.
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