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ü‡ ÅÛ· ÌÓ ‚‡
åÄçàîÖëíÄ Ë ÌËÂ   

ÇÂ˜Â ÔÓ˜ ÚË ‰Â ÒÂÚ „Ó ‰Ë ÌË ÓÚ Í‡Í ÚÓ å‡ ÌË ÙÂÒ Ú‡, Ö‚ Ó ÔÂÈÒ ÍÓ ÚÓ ·Ë Â Ì‡ ÎÂ Á‡ Ò˙‚ -
Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó, ÔÓÒ ÚÓ flÌ ÌÓ Ë ÔÂ Ë Ó ‰Ë ̃ ÂÒ ÍË Â ÔÂ‰ ÏÂÚ Ì‡ Ì‡ ̄ Ë ÚÂ ÔÓ ÙÂ ÒË -
Ó Ì‡Î ÌË ‡Á „Ó ‚Ó Ë. ífl, Â‰ÌÓ ÓÚ Ì‡È-ÏÎ‡ ‰Ë ÚÂ ·Ë Â Ì‡ ÎÂ Ú‡, Á‡ fl ‚Ë ÒÂ·Â ÒË ‚ ÒÂ -
‰‡ Ú‡ Ì‡ 90-ÚÂ Í‡ÚÓ ◊ÌÓ‚Ó“, ◊ÓË ÂÌ ÚË ‡ ÌÓ Í˙Ï ÏÎ‡ ‰Ó ÚÓ ÔÓ ÍÓ ÎÂ ÌËÂ“, ◊Â ‡ „Ë ‡ -
˘Ó Ì‡ ÔÓ ÎË ÚË ̃ ÂÒ ÍË ÚÂ ÔÓ ÏÂ ÌË“, ◊Â‚ Ó ÔÂÈÒ ÍÓ“ Ò˙ ·Ë ÚËÂ. çÂfl fl Ô‡ ‚flÚ ◊ÌÓ‚Ë“,
◊ÏÎ‡ ‰Ë“, ◊Â‚ Ó ÔÂÈÒ ÍË“ ÍÛ ‡ ÚÓ Ë, ÒÂ‰ ÍÓ Ë ÚÓ ÏÌÓ „Ó ÊÂÌË Ë ÏÌÓ „Ó ËÁ ÚÓ˜ ÌÓ-Â‚ -
Ó ÔÂÈ ̂ Ë. ë ‚ÒË˜ ÍË ÚÂÁË ÌÂ˘‡ ËÒ Í‡ ÏÂ ‰‡ ÒÂ ‡ÒÓ ̂ Ë Ë ‡ ÏÂ ·ÂÁ Û„Ó ‚Ó ÍË. 

çÂ Á‡ ‚Ë ÒË ÏÓ ˜Â ÓÚ 1-ÚÓ ‰Ó 4-ÚÓ ËÁ ‰‡ ÌËÂ Ì‡ å‡ ÌË ÙÂÒ Ú‡ ÔÓ ÎË ÚË Í‡ Ú‡ Á‡ Ó·Â ‰Ë -
Ìfl ‚‡ ÌÂ Ì‡ Á‡ Ô‡‰ ÌÓ- Ë ËÁ ÚÓ˜ ÌÓ-Â‚ Ó ÔÂÈÒ ÍÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ‚ Ó·˘‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡
ÒˆÂ Ì‡ ÔÓ˜ Ì‡ ‰‡ „Û·Ë Ò‚Ó fl Ú‡ ‡Í ÚÛ ‡Î ÌÓÒÚ, ·Ë Â Ì‡ ÎÂ ÚÓ ‚ÒÂ Ó˘Â ÒÂ ‚˙Á Ô Ë Â Ï‡
Í‡ÚÓ Â‰Ì‡ ÓÚ Ï‡Î ÍÓ ÚÓ ÔËÒ ÚË Ò ‡ ‚ÂÌ ÒÚ‡Ú Á‡ ıÛ ‰ÓÊ ÌË ̂ Ë ÓÚ ◊Ú‡Ï“ Ë ÓÚ ◊ÚÛÍ“.
á‡ ‡Á ÎË Í‡ ÓÚ ÍÓ ÎÂ „Ë ÚÂ ‚ ã˛· Îfl Ì‡ ÔÂÁ 2000 „Ó ‰Ë Ì‡, ÌÂ ÒÏÂ ÔÂ ÊË ‚fl ÎË 
◊å‡ ÌË ÙÂÒ Ú‡ ‚ Á‡‰ ÌËfl ÌË ‰‚Ó“ 1 Ë Ò·Î˙ Ò˙ Í˙Ú Ò ◊˜ÛÊ ‰Ëfl“ ı‡ ‡Í ÚÂ Ì‡ ÔÓ ÂÍ Ú‡
ÌË ÍÓ „‡ ÌÂ Â ·ËÎ ‰Ë ÂÍ ÚÂÌ. à ‚˙Ô Â ÍË ˜Â Í‡ÚÓ ˜ÎÂÌ Ì‡ ÍÛ ‡ ÚÓ Ò ÍËfl ÂÍËÔ Ì‡
å‡ ÌË ÙÂÒ Ú‡ 4 ÔÂ Í‡ ‡ı ˜‡ ÒÓ ‚Â ‚ ‡Á Ô‡ ÎÂ ÌË ‰Â ·‡ ÚË Ì‡ Ú‡ÁË ÚÂÏ‡, ÔÓ ‰˙Î Ê‡ -
‚‡Ï ‰‡ Ú‚˙ ‰fl, ˜Â å‡ ÌË ÙÂÒ Ú‡ Â Ì‡È-Ì‡ ̄ Â ÚÓ ·Ë Â Ì‡ ÎÂ. Ä ÔÓ‰ ◊Ì‡Ò“ ËÏ‡Ï ÔÂ‰ -
‚Ë‰ Ó· ̆  ÌÓÒ ÚË ÚÂ, Ò‚˙ Á‡ ÌË Ò˙Ò Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ‚ ÒÚ‡ ÌË ÚÂ Ì‡ àÁ ÚÓ˜ -
Ì‡ Ö‚ Ó Ô‡, ËÎË ‡ÍÓ ËÒ Í‡ ÚÂ ‚ ÔÓÒÚ-ÚÓ Ú‡ ÎË Ú‡ ÌË ÚÂ ÒÚ‡ ÌË. é· ̆  ÌÓÒ ÚË, ‚ ÍÓ Ë ÚÓ
ÂÁË Í˙Ú, ËÌ Ù ‡Ò Ú ÛÍ ÚÛ ‡ Ú‡, Ò‡ ÏÓ Ò˙Á Ì‡ ÌË Â ÚÓ, „Â Ó Ë˜ ÌË ÚÂ Ë ÛÒ ÔÂ¯ ÌË ÙË „Û Ë ‚
Ú‡ÁË Ó· Î‡ÒÚ ÒÂ Ò˙Á ‰‡ ‚‡Ú, ÓÙÓ ÏflÚ Ë ‰ÓË ËÌ Ò ÚË ÚÛ ̂ Ë Ó Ì‡ ÎË ÁË ‡Ú ÔÂÁ 90-ÚÂ „Ó -

Iara Boubnova
MANIFESTA and us

Constantly and periodically for nearly ten years now Manifesta is the subject of our
professional debates. Manifesta, as one of the youngest biennials declared itself in
the middle of 1990ies as a “new”, “oriented towards the younger generation”, “react-
ing to the political changes”, “European” event. It is produced by “new”, “young”,
“European” curators among whom there are a lot of women and a lot of Eastern
Europeans. These are all things that we want to be unconditionally associated with. 

In spite of the fact that from the 1st to the 4th edition of Manifesta the politics of unit-
ing the Western and the Eastern European art into one common artistic scene start-
ed loosing its urgency, the event is still one of the few tracks where there is an equal
start for artists from “there” and “here”. Unlike our colleagues from Ljubljana in 2000
we did not experience “Manifesta in our Backyard” 1 and the encounter with the “for-
eign” character of the project was never direct. Although as a member of the cura-
torial team of Manifesta 4 I spent hours in heated debates over the subject, I am still
maintaining that Manifesta is the most “ours” biennial. By “ours” I have in mind the
communities of contemporary art in the countries of Eastern Europe, or the post-
totalitarian states, if you wish. The ones where the language, the infrastructure, the
self-consciousness, the heroic and successful figures in the field were built up, took
shape and were even institutionalized in the 1990ies. In a way we are of the same
generation as Manifesta. That’s why the expectations related to precisely this peri-
odical event are so specific.    

1 Manifesta in Our Backyard, Platforma SCCA, Ljubljana 2000
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èÂ‰ î‡ÌÍÂÌ˘‡ÈÌÂ ïÓÙ

In front of Frankensteiner Hof

Trespassing Space, ÏÒÚÓ Á‡ ÔÂÁÂÌÚ‡ˆËË Ë ‰Â·‡ÚË – 

‡·ÓÚ‡ Ì‡ Ñ‡ÌËÂÎ É‡ÒË ÄÌ‰Ûı‡

Trespassing Space, venue for presentations and debate,

the work of Daniel García Andújar

ÄÎÂ Í‡È å‡ÈÌ Ò ‡·ÓÚ‡Ú‡ Ì‡ üÒÔÂ ‚‡Ì ‰ÂÌ ÅËÌÍ

èÓÚÓÍ‡ÎË

Mainufer with the work of Jasper van den Brink Oranges

àÌÒÚ‡ÎË‡ÌÂ Ì‡ àÒÎ‡Ì‰ÒÍ‡Ú‡ ‡ÏË Ì‡ ÄÌÚ‡Î ã‡ÍÌÂ

Installation of The Icelandic Army by Antal Lakner

Problemmarket.com Ì‡ Ñ‡‚Ë‰Â É‡ÒË Ë à„Ó ôÓÏ‡ÈÂ 

‚ Trespassing Space 

Problemmarket.com by Davide Grassi and Jgor Stromajer 

in Trespassing Space

ÄÌÚÓÌ ãËÚ‚ËÌ ËÌÒÚ‡ÎË‡ ‡·ÓÚ‡Ú‡ ÒË Population Next

Anton Litvin installing his work Population Next

å‡ÌËÙÂÒÚ‡ 4 / Manifesta 4
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‰Ë ÌË. Ç ÓÔ Â ‰Â ÎÂÌ ÒÏË Ò˙Î ÌËÂ Ò å‡ ÌË ÙÂÒ Ú‡ ÒÏÂ ÓÚ Â‰ÌÓ ÔÓ ÍÓ ÎÂ ÌËÂ. ÇÂ Ó flÚ ÌÓ
Á‡ ÚÓ ‚‡ Ó˜‡Í ‚‡ ÌË fl Ú‡ ËÏÂÌ ÌÓ Í˙Ï Ú‡ÁË ÔÂ Ë Ó ‰Ë˜ Ì‡ ËÁ ÎÓÊ ·‡ Ò‡ ÓÒÓ ·Â ÌË.

íÛÍ ‚ Å˙Î „‡ Ëfl Ó˜‡Í ‚‡ ÌË fl Ú‡ Í˙Ï å‡ ÌË ÙÂÒ Ú‡ ÒÂ ÔÓ fl ‚Ë ı‡ ÓÚ Í‡Í ÚÓ ÔÂÁ 1994 „Ó ‰Ë -
Ì‡ Â‰ËÌ ÓÚ Ì‡Ò – ã˙ ̃ Â Á‡ ÅÓ fl ‰ÊË Â‚, ·Â ÔÓ Í‡ ÌÂÌ ‰‡ ÔÂ‰ ÎÓ ÊË Ë‰Â Ë ÚÂ ÒË Á‡
ÍÓÌ ̂ ÂÔ ̂ Ëfl Ì‡ ÌÓ‚‡ ÏÂÊ ‰Û Ì‡ Ó‰ Ì‡ ËÁ ÎÓÊ ·‡. íÂ ÒÂ ÓÍ‡ Á‡ ı‡ ÓÔ ‡‚ ‰‡ ÌË ‚ ÏÓ ÏÂÌ -
Ú‡, ‚ ÍÓÈ ÚÓ çÂ‰ ÍÓ ëÓ Î‡ ÍÓ‚ Â ‡ ÎË ÁË ‡ Ï‡ ̆ ‡ ·ÂÌ ÔÓÂÍÚ ‚ Ô˙ ‚Ó ÚÓ π ËÁ ‰‡ ÌËÂ ‚
êÓ ÚÂ ‰‡Ï ÔÂÁ 1996 (ÌÂ Á‡ ‚Ë ÒË ÏÓ ÓÚ ·ÂÁ Â ÁÛÎ Ú‡Ú ÌË ÚÂ ÏË ÓÔË ÚË ‰‡ Ì‡ ÏÂ fl ÏÂÒ Ú -
ÌË Ô‡Ë Á‡ “voluntary annual contribution”). ëÂ ̆ ‡ Ú‡ Ì‡ êÓ ·ÂÚ îÎÂÍ, Â‰ËÌ ÓÚ
ÍÛ ‡ ÚÓ Ë ÚÂ Ì‡ å‡ ÌË ÙÂÒ Ú‡ 2, Ò ÔÓ ‚Â ̃ Â ÓÚ 20 ıÛ ‰ÓÊ ÌË ̂ Ë ÓÚ ëÓ ÙËfl Ë èÎÓ‚ ‰Ë‚, Ë
Û˜‡Ò ÚË Â ÚÓ ‚ ÌÂfl Ì‡ ‰- É‡ ÎÂÌ ÚËÌ É‡ ÚÂ‚, Á‡ Ô˙ ‚Ë (Ë ÔÓÒ ÎÂ ‰ÂÌ) Ô˙Ú ÙË Ì‡Ì ÒÓ ‚Ó
ÔÓ‰ Í Â ÔÂ ÌÓ ÓÚ åË ÌËÒ ÚÂ Ò Ú ‚Ó Ì‡ ÍÛÎ ÚÛ ‡ Ú‡, Á‡Ú ‚˙ ‰Ë ÔÂ‰ Ò Ú‡ ‚‡ Ú‡ ÌË Á‡ ÁÌ‡ ̃ Â -
ÌË Â ÚÓ Ì‡ ·Ë Â Ì‡ ÎÂ ÚÓ. ◊êÂ ‰Ó‚ ÌÓ ÚÓ“ ÔË Ò˙Ò Ú ‚ËÂ Ì‡ Å˙Î „‡ Ëfl ‚ ÔÓÒ ÎÂ‰ ‚‡ ÎË ÚÂ å‡ -
ÌË ÙÂÒ ÚË Ë ‚˙Á ÏÓÊ ÌÓÒÚ Ú‡ Á‡ ËÌ Ò Ú Û ÏÂÌ Ú‡ ÎË Á‡ ̂ Ëfl Ì‡ ÚÂı ÌËfl, ‚Â˜Â „Û ÔÓ‚ ÓÔËÚ,
ÔÓ Ó ‰Ë Ì‡ ‰ÂÊ ‰Ë Á‡ Ó· ‡Ú Ì‡ ‚˙Á Í‡ Ë Ó˜‡Í ‚‡ ÌËfl Á‡ ‡‰ÂÍ ‚‡Ú ÌË Â ‡Í ̂ ËË Û ‰ÓÏ‡.

íÓ‚‡ ËÁ ‰‡ ÌËÂ ÒÂ Á‡ ÌË Ï‡ ‚‡ Ò ËÁ Ò ÎÂ‰ ‚‡ ÌÂ ÚÓ Ì‡ Ìfl ÍÓË ÓÚ Â ‡Í ̂ Ë Ë ÚÂ ‚ ÍÓÌ ÚÂÍ Ò Ú‡
Ì‡ ·˙Î „‡ Ò ÍË ÚÂ ÛÒ ÔÂ ıË ‚ å‡ ÌË ÙÂÒ Ú‡. à Ú˙È Í‡ÚÓ Ó˜‡Í ‚‡ ÌË fl Ú‡ ËÏ‡Ú ÏÓ ̆ ÂÌ ÔÓ -
ÚÂÌ ̂ Ë‡Î, ËÏ‡ ÒÏË Ò˙Î ‰‡ ÒÂ ÔÂ‰ ÔÓ ÎÓ ÊË, ˜Â ÔÓ Ú˙ ÒÂ ÌË ÚÂ ÓÚ Ì‡Ò ÓÚ „Ó ‚Ó Ë ˘Â
ÔÂı ‚˙ ÎflÚ ÚÓÔ Í‡ Ú‡ Ó· ‡Ú ÌÓ Í˙Ï ·Ë Â Ì‡ ÎÂ ÚÓ. á‡ ̆ Ó ÚÓ ÒÎÂ‰ ÔÓ˜ ÚË ‰Â ÒÂÚ „Ó ‰Ë ÌË
Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ å‡ ÌË ÙÂÒ Ú‡ Á‡ ÔÓ˜ ‚‡ ‰‡ „Û·Ë ÌÂ˘Ó ÓÚ Ô˙ ‚Ó Ì‡ ̃ ‡Î Ì‡ Ú‡ ÒË ÏÓ ÚË ‚‡ -
ˆËfl Ë ÒÏË Ò˙Î, Ú˙È Í‡ÚÓ ÒÂ ÔÓ ÏÂ ÌflÚ Í‡Í ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÚÓ, Ú‡Í‡ Ë Ò‚Â Ú˙Ú, ‚ ÍÓÈ ÚÓ
ÊË ‚ÂÂÏ. åÓ ‰Â Î˙Ú Ì‡ å‡ ÌË ÙÂÒ Ú‡ ÌÂ Ò‡ÏÓ, ˜Â ÒÂ ÔÓ ÏÂ Ìfl ‚ ‰‚Ë ÊÂ ÌËÂ, ÌÓ ÓÚ ̃ Ë Ú‡
Ù‡Í Ú‡ Ì‡ ÔÓ fl ‚‡ Ú‡ Ì‡ ÌÓ‚Ë ÙÓ Û ÏË, Ìfl ÍÓË ÓÚ ÍÓ Ë ÚÓ, Ì‡Ô Ë ÏÂ ·Ë Â Ì‡ ÎÂ ÚÓ íË ‡ -
Ì‡/è‡ „‡, Á‡ Â Ï‡Ú ‰ÓÒ Ú‡ ÓÚ ÚÓÁË ÏÓ ‰ÂÎ. å‡ ÌË ÙÂÒ Ú‡ ÒÂ„‡ Â ÔÓ-‡Á ÎË˜ Ì‡ ÓÚ ÚÓ‚‡,
ÍÓ Â ÚÓ ·Â¯Â... ◊é· ‡Ú Ì‡ Ú‡ ‚˙Á Í‡“ Ó·‡ ̃ Â ÔÂ‰ ÔÓ Î‡ „‡ ÔÓ Ïfl Ì‡ Ë ‚ ıÛ ‰Ó ÊÂÒ Ú ‚Â -
ÌË ÚÂ ÍÓÌ ÚÂÍ Ò ÚË, ËÒ Í Â ÌÓ ‚˙‚ ÎÂ ̃ Â ÌË Ë Á‡ ËÌ ÚÂ Â ÒÓ ‚‡ ÌË ÓÚ ÌÂfl. Ç ÚÓ‚‡ ‚ËÊ ‰‡ ÏÂ
ÒÏË Ò˙ Î‡ Ì‡ ÍÌË „‡ Ú‡.

Here in Bulgaria the Manifesta related expectations were born when one of us
(Luchezar Boyadjiev) was invited in 1994 to submit his ideas for the concept of a
new international art event. The expectations turned out to be justified the moment
when Nedko Solakov realized his ambitious project in the first event in Rotterdam in
1996 (in spite of my fruitless attempts to find local funding for the “voluntary annual
contribution”). The meetings of Robert Fleck, one of the curators of Manifesta 2, in
1997 with more then 20 artists from Sofia and Plovdiv, as well as the participation of
Galentin Gatev M.D. in the event supported financially for the first (and last) time by
the Ministry of Culture, confirmed our ideas about the importance of this biennial.
The “regular” presence of Bulgaria in the following Manifesta events and the oppor-
tunity to instrumentalize their by now group experiences, gave birth to the hope for
a feedback as well as for adequate reactions back home. This publication is inves-
tigating some of these reactions in the context of Bulgarian success in Manifesta.
In as much as the expectations have a powerful potential it makes sense to sup-
pose that the answers we are looking for will roll the ball back to Manifesta. Because
after nearly ten years of its existence Manifesta has started loosing something of its
initial motivation and meaning just like art and the world we live in are changing. 

The Manifesta model is not only changing along the way but it takes into account
the appearance of new forums some of which, like the Tirana/Prague Biennial, are
borrowing a lot from Manifesta. Manifesta now is different from what it used to be…
The feedback however, presupposes a change in the art scenes and context that
are sincerely involved and interested by the event. This is what we see as the
meaning of this book.
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äË ËÎ è‡¯ ÍÓ‚

à‰Â fl Ú‡ Á‡ Ú‡ÁË ÍÌË „‡ ÓÚ ‚˙Ô Ó ÒË Ë ÓÚ „Ó ‚Ó Ë ‚˙Á ÌËÍ Ì‡ ‚ ÂÛ ÙÓ Ë˜ Ì‡ Ú‡ Ó· Ò Ú‡ ÌÓ‚ Í‡
ÔÂ ‰Ë ÓÚ Í Ë ‚‡ ÌÂ ÚÓ Ì‡ å‡ ÌË ÙÂÒ Ú‡ 2002 – ˜ÂÚ ‚˙ ÚÓ ÚÓ ËÁ ‰‡ ÌËÂ Ì‡ Ö‚ Ó ÔÂÈÒ ÍÓ ÚÓ ·Ë Â Ì‡ -
ÎÂ Á‡ Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó. á‡ ËÌË ̂ Ë ‡ ÚÓ Ë ÚÂ Ì‡ ÓÚ ÔÂ ̃ ‡Ú ‚‡ ÌÂ ÚÓ π ·Ë Â Ì‡ ÎÂ ÚÓ ‚˙‚
î‡Ì Í ÙÛÚ Ì‡ å‡ÈÌ ËÁ „ ÎÂÊ ‰‡ ̄ Â Í‡ÚÓ Ò˙ ̆ ÂÒ Ú ‚ÂÌ ‡Í ̂ ÂÌÚ ‚˙ ıÛ ‰‚Ë ÊÂ ÌË Â ÚÓ Ì‡ Ò˙‚ Â -
ÏÂÌ Ì‡ Ú‡ ·˙Î „‡ Ò Í‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÒˆÂ Ì‡, ‰Ó ̄ ˙Î ‰‡ ÓÚ ·Â ÎÂ ÊË 10-„Ó ‰Ë¯ ÌË Ì‡ Ú‡ ÓÚ Ô˙ -
‚‡ Ú‡ π ‡ ÚË ÍÛ ÎË ‡ Ì‡ ÔÓ fl ‚‡ Ì‡ ÔËÁ Ì‡Ú ÏÂÊ ‰Û Ì‡ Ó ‰ÂÌ ÙÓ ÛÏ – àÒ Ú‡Ì ·ÛÎ Ò ÍÓ ÚÓ ·Ë Â Ì‡ -
ÎÂ ÓÚ 1992 „. éÒ ÔÓ ‚‡ ÌÓ ËÎË ÌÂ, ÚÓ‚‡ ‰‚Ë ÊÂ ÌËÂ ‰Ó ‚Â ‰Â ‰Ó ÔÓÒ ÚÓ flÌ ÌÓ ÔË Ò˙Ò Ú ‚ËÂ Ì‡
·˙Î „‡ Ò ÍË ‡‚ ÚÓ Ë Ì‡ ‚ÒÂ ÔÓ-„ÎÓ ·‡ ÎË ÁË ‡ ̆ ‡ Ú‡ ÒÂ ÒˆÂ Ì‡, ·Â Îfl Á‡ ëÓ ÙËfl Í‡ÚÓ ÔË ÏÂ ‚
Â „Ë Ó Ì‡, ÔÓ‰ ÚËÍ Ì‡ ËÁ ÏÂÒ Ú ‚‡ ÌÂ ÚÓ ‚ ÏÂÒ Ú ÌËfl „Ó ‚Ó Ì‡ Ò‡ ÏÓ ÚÓ ÔÓ Ìfl ÚËÂ ◊Ò˙‚ Â ÏÂÌ ÌÓ
ËÁ ÍÛÒ Ú ‚Ó“. á‡ ÚÂÁË ‰Â ÒÂÚ „Ó ‰Ë ÌË Â ‰Ë ̂ ‡ ÍÛ ‡ ÚÓ Ë Ë ıÛ ‰ÓÊ ÌË ̂ Ë ◊Á‡· ‡ ‚flÚ Ó‰ ÌËfl ÒË
ıÛ‰ÓÊÂÒÚ‚ÂÌ ÂÁËÍ“, Á‡· ‡ ‚flÚ Ë Ú˙ ÒÂ Ì‡ Ú‡ ‚ Ì‡ ̃ ‡ ÎÓ ÚÓ Ì‡ 90-ÚÂ ÔÓ Ïfl Ì‡; ÍÓ ÏÂÌ Ú‡ ˙Ú
ËÏ ÔÂÒ Ú‡ Ì‡ ‰‡ ÒÂ ËÌ ÚÂ Â ÒÛ ‚‡ ÓÚ ‡Ï Í‡ Ú‡ ◊Å˙Î „‡ Ëfl“; ÌÂ Á‡ ‚Ë ÒË ÏÓÒÚ Ú‡ ËÏ ÔÓ‰ Ë ‚ÎË -
fl ÌË Â ÚÓ Ì‡ ÓÒ Ú‡ Ú˙˜ Ì‡ Ú‡ ËÌ Ù ‡Ò Ú ÛÍ ÚÛ ‡ ‚ ÍÛÎ ÚÛ ‡ Ú‡ Ë ËÌË ̂ Ë Ë ‡ ÌÓ‚Ë ‚˙Á ÍË. áÌ‡ ̂ Ë ÚÂ
ÔÂ‰ „Ó ÌÓ ÚÓ ËÁ ÂÊ ‰‡ ÌÂ ÏÓ „‡Ú ÎÂÒ ÌÓ ‰‡ ÒÂ ÒÏÂ ÌflÚ, ˜‡Ò ÚË ÓÚ ÌÂ„Ó ÏÓ „‡Ú ‰‡ ÒÂ ÔÓÒ Ú‡ -
‚flÚ ÔÓ‰ Ò˙Ï ÌÂ ÌËÂ. ëÏËÒ ÎÂ ÌÓ ÚÓ Ó·‡ ̃ Â Â, ˜Â Ú‡ ÍË ‚‡ ‡‚ ÚÓ Ë ËÏ‡ Ë ˜Â ÚÂ ÛÒ Ôfl ‚‡Ú ‰‡ Ò˙ -
˘ÂÒ Ú ‚Û ‚‡Ú ÒÔÓ Â‰ Ô‡ ‚Ë Î‡ Ú‡ Ì‡ Ò˙‚ Â ÏÂÌ ÌËfl ıÛ ‰Ó ÊÂÒ Ú ‚ÂÌ Ò‚flÚ.

å‡ ÌË ÙÂÒ Ú‡ 4 ‰Ó Ô˙Î ÌË Û˜‡Ò ÚË Â ÚÓ Ì‡ çÂ‰ ÍÓ ëÓ Î‡ ÍÓ‚, ‰- É‡ ÎÂÌ ÚËÌ É‡ ÚÂ‚ Ë è‡‚ ‰Ó Î˛·
à‚‡ ÌÓ‚ Ì‡ ÔÂ ‰Ë¯ ÌË ÚÂ ÚË ·Ë Â Ì‡ ÎÂ Ú‡ Ò ÔÓ Í‡Ì ‚‡ ÌÂ ÚÓ ‚ ÔÓ ÂÍ Ú‡ Ì‡ ã˙ ̃ Â Á‡ ÅÓ fl ‰ÊË -
Â‚, ä‡ ÎËÌ ëÂ ‡ ÔË Ó ÌÓ‚ Ë à‚‡Ì åÛ ‰Ó‚. äÛ ‡ ÚÓ ˙Ú å‡ Ëfl Ç‡ ÒË ÎÂ ‚‡ ·Â ÔÓ Í‡ ÌÂ Ì‡ Ì‡ ‡ -
·Ó Ú‡ ÔÓ Ó „‡ ÌË Á‡ ̂ Ë fl Ú‡ Ì‡ ËÁ ÎÓÊ ·‡ Ú‡ ‚ Ì‡Ô Â„ Ì‡ ÚË ÚÂ ÏÂ ÒÂ ̂ Ë Ì‡ ÔÓ ‰Û ̂ Ë ‡ ÌÂ ÚÓ π. 
à, ÓÒ ÌÓ‚ ÌÓ, ‡Í ÚË‚ ÌÓÒÚ Ú‡ Ì‡ ÒˆÂ Ì‡ Ú‡ ÌË ÔÓ ÏÓ„ Ì‡ Á‡ ËÁ ·Ë ‡ ÌÂ ÚÓ Ì‡ Â‰Ì‡ ÓÚ ‚Ó ‰Â ̆ Ë ÚÂ
π Û˜‡Ò Ú ÌË˜ ÍË – ü‡ ÅÛ· ÌÓ ‚‡, ‚ ÂÍË Ô‡ ÓÚ ÚË Ï‡ ÍÛ ‡ ÚÓ Ë Ì‡ ËÁ ‰‡ ÌË Â ÚÓ ‚˙‚ î‡Ì Í -
ÙÛÚ, Á‡ Â‰ ÌÓ Ò çÛ Ëfl ÖÌ „Ë Ú‡ å‡ÈÓ ÓÚ Å‡ ÒÂ ÎÓ Ì‡ Ë ëÚÂ Ù‡ ÌË åÛ ‡ ‰ÓÌ í‡Ï · ÎÂ ÓÚ è‡ -
ËÊ, ÔÓÒ Ú‡ ‚flÈ ÍË ÍÛ ‡ ÚÓ ÓÚ ëÓ ÙËfl ‚ ÔÓ ÁË ̂ Ëfl ÓÚ ‚˙‰ ÔÂ‰ Ò Ú‡ ‚fl ÌÂ ÚÓ ‚ Ë Ì‡ ÒÚ‡ Ì‡ Ú‡.

í‡ ÍÓ ‚‡ Ï‡ ÒË‚ ÌÓ ÔË Ò˙Ò Ú ‚ËÂ/ÔËÁ Ì‡ ÌËÂ Ì‡ ‚˙Ì ÔË ÌÛ ‰Ë ÚÂÎ ÌÓ ÔÓÒ Ú‡ ‚fl ÔÓ ‚Â ̃ Â ‚˙Ô Ó ÒË
‚˙Ú Â ‚ Ò‡ Ï‡ Ú‡ ÒÚ‡ Ì‡ Í‡ÚÓ ¯‡Ì Ò˙Ú Â ‚ ËÁ ‚ÂÊ ‰‡ ÌÂ ÚÓ ËÏ ÓÚ Ú‡ Ú˙Í ÂÁ ÍË ÚÂ ÔÓ ÚË ‚Ó Â -
˜Ëfl Ì‡ 90-ÚÂ, ‚˙ Úfl ÎË ÒÂ ÓÍÓ ÎÓ Ò‡ ÏÓ ÚÓ Ì‡ ÎË ̃ ËÂ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó. í‡ Í‡ ‚‡ Á‡ -
‰‡ ̃ ‡ ÌÂ ËÁ „ ÎÂÊ ‰‡ ÎÂÒ Ì‡ ÒÎÂ‰ Í‡ÚÓ Ò˙ ËÁ ÏÂ ‚‡ ÌÂ ÚÓ Ò ÏÂÊ ‰Û Ì‡ Ó‰ Ì‡ Ú‡ Ó· ̆  ÌÓÒÚ Ì‡ ıÛ -
‰ÓÊ ÌË ̂ Ë ÚÂ, ˜Â Úfl ̆ Ó ÒÂ Ë ‚ Ú‡ÁË ÍÌË „‡, ‚˙ ‚Ë ÔÓ ÍÓ ÂÌ ÌÓ ‡Á ÎË ̃ ‡ ‚‡ ̆ Ë ÒÂ ÒÍ‡ ÎË. ÑÓË
ËÁ ÎÓÊ ·‡ Í‡ÚÓ å‡ ÌË ÙÂÒ Ú‡ 4, Ò˙Ò ÒÚ‡ ·ËÎ ÌÓ ÚÓ ÒË ÏflÒ ÚÓ ÒÂ‰ ÏÌÓ ÊÂÒ Ú ‚Ó ÔÓ fl ‚Ë, ÌÂ
ÒÔÓ ÎÛ ̃ Ë Ò ÔÓÒ ÚË „‡ ÌÂ ÚÓ Ì‡ ËÌ ÚÂ ÂÒ ÓÚ ÒÚ‡ Ì‡ Ì‡ ·˙Î „‡ Ò ÍË ËÌ Ò ÚË ÚÛ ̂ ËË Á‡ ‡Á ÎË Í‡ ÓÚ
ÚÂÁË Ì‡ ÌÂ ÔÓ-·Î‡ „Ó ‰ÂÌ Ò Ú ‚‡ ̆ Ë ÚÂ å‡ ÍÂ ‰Ó ÌËfl ËÎË êÛ ÒËfl Ì‡Ô Ë ÏÂ. 

ëÚ‡ Ì‡ ÚË ‚Ë ‡Î ÌÓ ‰‡ ÒÂ Ì‡ ÔÓÏ Ìfl, ˜Â ÚÂ Ë ÚÓ Ë fl Ú‡ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ‚ Å˙Î „‡ -
Ëfl ÔÂ‰ Ò Ú‡‚ Îfl ‚‡ ̄ Â ‚ Ì‡ ̃ ‡ ÎÓ ÚÓ Ì‡ ÔÂ ıÓ ‰‡ tabula rasa. è˙Î Ì‡ Ú‡ ÌÂ Á‡ ËÌ ÚÂ Â ÒÓ ‚‡ -
ÌÓÒÚ Ë ‰ÓË ‚‡Ê ‰Â· ÌÓÒÚ Ì‡ ‡Á Û ̄ ‡ ‚‡ ̆ ‡ Ú‡ ÒÂ ËÌ Ù ‡Ò Ú ÛÍ ÚÛ ‡ ‚ ÍÛÎ ÚÛ ‡ Ú‡ ËÁ ·Û Ú‡ -
ı‡ Á‡ ‰Ó· Ó Ë ÎÓ¯Ó ÌÂÏ ÌÓ „Ó ÚÓ ÏÛ ÔÓ ‚Ó‰ ÌË ̂ Ë Ì‡ ËÒ ÚË Ì‡ ‚ Ô‡Á ÌÓ Ú‡. á‡ ‰Ó· Ó, Á‡ ̆ Ó -
ÚÓ ÚÓ‚‡ ÔÓ‰ ÚËÍ Ì‡ Í˙Ï ÛÒ ‚Ó fl ‚‡ ÌÂ ÚÓ Ì‡ Ô‡Á ÌÓ Ú‡ Ú‡ ÓÚ ‰Ë Ì‡ ÏË˜ ÌË „Û ÔË ÍÛ ‡ ÚÓ Ë Ë ıÛ -
‰ÓÊ ÌË ̂ Ë, ÔÓ ̃ ÛÒ Ú ‚‡ ÎË ÒÂ ÌÂ Ó· ‚˙ Á‡ ÌË Ò Í‡Í ‚‡ ÚÓ Ë ‰‡ Â ÍÛÎ ÚÛ Ì‡ ÔÓ ÎË ÚË Í‡ ËÁ ‚˙Ì ÒÓ· -
Ò Ú ‚Â ÌË ÚÂ ÒË Ó· ̆  ÌÓÒ ÚË – ÌÂ˘Ó ÌÂ ̃ Û ‚‡ ÌÓ ‚ ÒÚ‡ Ì‡ Ú‡ ÓÚ ‰Â ÒÂ ÚË ÎÂ ÚËfl. ãÓ¯Ó – Á‡ ̆ Ó ÚÓ
ÓˆÂ Îfl ‚‡ ÌÂ ÚÓ ËÏ ‚ ÔÓ ÎÂ ÚÓ Ì‡ ‚Ë ÁÛ ‡Î ÌË ÚÂ ËÁ ÍÛÒ Ú ‚‡ ÒÂ ÔÂ ‚˙ Ì‡ ‚ ˜‡Ò Ú ÌÓ Á‡ ÌË Ï‡ ÌËÂ,
ÎÂ „Ë ÚË ÏË ‡ ̆ Ó ÒÂ Â‰ËÌ Ò Ú ‚Â ÌÓ ˜ÂÁ ÙÓ Û ÏË, ÔÓ ‰Ó· ÌË Ì‡ å‡ ÌË ÙÂÒ Ú‡. é˘Â ÔÓ-ÎÓ¯Ó –
Á‡ ̆ Ó ÚÓ ‰ÓÒ Ú‡ Ú˙˜ ÌÓ ÌÂ ËÌ ÙÓ ÏË ‡ Ì‡ Ú‡ ÔÛ· ÎË Í‡ Ì‡ ‚ÒË˜ ÍË, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ÓÙË ̂ Ë ‡Î ÌË Ë
ÔÓ ÙÂ ÒË Ó Ì‡Î ÌË ÌË‚‡, ÔÓ ̃ Â ÚÂ Á‡ ÌË Ï‡ ÌË fl Ú‡ Ò˙Ò Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó Í‡ÚÓ Ï‡ ÙË ÓÁ Ì‡
‰ÂÈ ÌÓÒÚ, Ì‡ ·Ë ‡ ÌÂ ÚÓ Ì‡ ÒÂ‰ Ò Ú ‚‡ Á‡ ÙË Ì‡Ì ÒË ‡ ÌÂ ÚÓ π – Í‡ÚÓ Ú‡ÂÌ Ò„Ó ‚Ó, ‰ÓË ÍÓ „‡ -
ÚÓ ÒÂ‰ Ò Ú ‚‡ Ú‡ Ò‡ ◊˜ÛÊ ‰Ë“, ‡ „Û ÔË ÚÂ – Í‡ÚÓ Ò˙· ‡ ÎË ÒÂ Ò ÌÂ· Î‡ „Ó ‚Ë‰ Ì‡ ˆÂÎ. àÌ ÙÓ -
Ï‡ ̂ Ë fl Ú‡ Ë ÍÓ ÏÂÌ Ú‡ ˙Ú ÒÂ ÔË‰ ‚ËÊ ‚‡Ú ËÎË Í‡ÚÓ ÒÂÌ Á‡ ̂ Ëfl, ËÎË ÓÚ ÛÒÚ‡ Ì‡ ÛÒÚ‡ Ë ÒÔÓ -
Ï‡ „‡Ú Á‡ Á‡ ‰˙ Ê‡ ÌÂ ÚÓ Ì‡ ‚Òfl Í‡ ÔÓ ‰Ó· Ì‡ ‰ÂÈ ÌÓÒÚ Ì‡ ˙·‡ Ì‡ ÌÂ Á‡ ÍÓÌ ÌÓÒÚ Ú‡. ìÒÂ ̆ ‡ -

***
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Kiril Prashkov

The euphoric atmosphere before the opening days of Manifesta 2002, the 4th edition of the
European Biennial for Contemporary Art, gave birth to the idea to publish this book of ques-
tions and answers. For its initiators the biennial in Frankfurt/Main looked like a major accent
on the development of the Bulgarian contemporary art scene that came to mark the 10th
anniversary from its first articulated appearance in a prominent international forum, the
Istanbul Biennial of 1992. Contested or not, this development brought about the constant
presence of Bulgarian artists on the ever more globalized scene. It marked Sofia as an exam-
ple to be followed in the region and triggered a shift in the local jargon concerning the very
concept of “contemporary art”. For these ten years a lot of curators and artists forgot their
“mothers art tongue” as well as the change they searched for in the early 1990ies. Their state-
ments stopped being restricted by the framework called “Bulgaria”, their independence sub-
verted the influence of the remnants from the old cultural infrastructure and initiated new con-
tacts. The list of the above-mentioned items could be interpreted in a negative way as well,
just like parts of it could be put to doubt. However, the relevant aspect is that there are such
artists and that they exist according to the rules of the contemporary art world. 

Manifesta 4 reinforced the participations of Nedko Solakov, Galentin Gatev M.D. and
Pravdoliub Ivanov in the first three biennials by inviting to the project Luchezar Boyadjiev,
Kalin Serapionov and Ivan Moudov. Maria Vassileva, the curator, was invited to work on the
organization of the event during the strenuous months of its production. Above all else, the
vitality of our scene was a factor in the selection of one of its leading members, Iara
Boubnova, for the team of three curators, together with Nuria Enguita Mayo from Barcelona
and Stéphanie Moisdon Trembley from Paris, for the Frankfurt event. Thus, 
a curator from Sofia was positioned beyond and outside of the country representation.   

Such massive presence/recognition outside the country however, necessarily leads to more
questions inside and the chance to have answers is in taking them beyond the heated con-
troversies from the 1990ies, which were centered on the very existence of contemporary art.
The task is not an easy one because the scaling up to the international community of artists,
which is visible in this book too, follows fundamentally different routes and criteria. Even an
event like Manifesta 4 with its prestigious status among many other, did not succeed in rais-
ing the interest of the Bulgarian institutions unlike it did with those of the not more prosperous
countries like Macedonia or Russia, for instance.

It’s trivial to keep on reminding that at the beginning of the transformation after 1989 the terri-
tory of contemporary art in Bulgaria was a tabula rasa. For good and bad the few proponents
of contemporary art were pushed into a real void by the total lack of interest and even hostility
from the collapsing infrastructure for culture. It was for good because this motivated some
dynamic groups of curators and artists to fill up the void. They did not feel restricted by any
other policies of culture outside of those of their own community, something unheard of for
decades; for bad because their survival within the context of visual arts was transformed into
a private enterprise, which is legitimized only through events like Manifesta. Still worse,
because the generally uninformed audience on all levels, including official and professional
ones, interpreted the involvement with contemporary art as a mafia activity, the fundraising as
a secret agreement even when funding came from “foreign” sources, and the groups as hav-
ing improper goals. The information and the commentary are either sensationalistic, or worth
of mouth, thus contributing to keeping any such work on the verge of illegality. The feeling of
“illegality” comes also from the necessity to constantly brake down some rules that are totally
unfit for the present situation as well as from the refusal to listen to explanations about some-
thing, which is officially always bypassed while being unofficially treated as useless. 

***
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ÌÂ ÚÓ Á‡ ◊ÌÂ Á‡ ÍÓÌ ÌÓÒÚ“ Ë‰‚‡ Ë ÓÚ ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ Ú‡ ÌÂÔ Â Í˙Ò Ì‡ ÚÓ ‰‡ ÒÂ Ì‡ Û ̄ ‡ ‚‡Ú ‡· -
ÒÓ Î˛Ú ÌÓ ÌÂÔ Ë „Ó‰ ÌË Á‡ Ò˙‚ Â ÏÂÌ Ì‡ Ú‡ ÒË ÚÛ ‡ ̂ Ëfl Ô‡ ‚Ë Î‡, Ë ÓÚ ÓÚ Í‡ Á‡ ‰‡ ÒÂ ËÁ Ò ÎÛ ̄ ‡
Ó·flÒ ÌÂ ÌË Â ÚÓ Á‡ ÌÂ˘Ó, ÓÙË ̂ Ë ‡Î ÌÓ ‚Ë Ì‡ „Ë Á‡ Ó ·Ë Í‡ Îfl ÌÓ, ‡ ÌÂ Ó ÙË ̂ Ë ‡Î ÌÓ – ÚÂ ÚË ‡ ÌÓ
Í‡ÚÓ ÌÂ ÌÛÊ ÌÓ.

ê‡Á ·Ë ‡Ï, ˜Â Ò˙Ï ‚Îfl Á˙Î ‚ Á‡Ú ‚Ó ÂÌ Í˙„ Ò ÔË Â Ï‡ ÌÂ ÚÓ Á‡ ÔÓ ÎÓ ÊË ÚÂÎ ÌÓ Ì‡ Ò˙ ̆ ÂÒ Ú -
‚Û ‚‡ ÌÂ ÚÓ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÒÂ‰ ÌÂ Á‡ ‚Ë ÒË ÏË „Û ÔË ÍÛ ‡ ÚÓ Ë Ë ıÛ ‰ÓÊ ÌË ̂ Ë, Ë
˜Â ÓÔË Ò‡ ÌÓ ÚÓ ÔÓ-„ÓÂ ÏÓÊÂ ‰‡ ÒÂ ‚Ë‰Ë Í‡ÚÓ Â ÁÛÎ Ú‡Ú ÓÚ ÔÓ Ó˜ ÌÓÒÚ Ú‡ Ì‡ Ú‡ÁË ÌÂ Á‡ ‚Ë -
ÒË ÏÓÒÚ. éÚ ‰Û „‡ ÒÚ‡ Ì‡ Ò˙Ï Û·Â ‰ÂÌ, ˜Â ÌÂ Á‡ ‚Ë ÒË ÏÓÒÚ Ú‡ Â Á‡ ‰˙Î ÊË ÚÂÎ ÌÓ Í‡ ̃ ÂÒ Ú ‚Ó,
ÔË ÎËÔ Ò‡ Ú‡ Ì‡ ÍÓ Â ÚÓ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÔÓÒ ÚÓ ÌÂ Â Ú‡ ÍÓ ‚‡. é˘Â, Í‡Í ÚÓ ÔËÒ‡
ÌÂ ÓÚ ‰‡‚ Ì‡ ÏÓÒ ÍÓ‚ Ò ÍË flÚ ÍÓ ÎÂ „‡ ÑÏËÚ ËÈ èË „Ó‚, ◊… Ú˙È Í‡ÚÓ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó
– “contemporary art” – Â ‚ÒÂ Ô‡Í ÙÂ ÌÓ ÏÂÌ Ì‡ Á‡ Ô‡‰ ÌÓ ÚÓ „‡Ê ‰‡Ì Ò ÍÓ Ó· ̆ ÂÒ Ú ‚Ó, ÌÂÍ‡
„Ó ÔÓ‰ ̃ Â Ú‡ÂÏ, Ë Ì‡ Ô‡ Á‡ ‡.“ – ÌÂ˘‡, ÍÓ Ë ÚÓ ÒÏÂ ÔË Â ÎË Í‡ÚÓ ˆÂÎ.

ëÚÛ ‚‡ ÏË ÒÂ, ˜Â Ú‡ ÍÓ ‚‡ ËÁflÒ Ìfl ‚‡ ÌÂ Ì‡ ÒÚ‡ ÚÓ ‚‡ Ú‡ ÚÓ˜ Í‡ Â Ì‡ ÎÓ ÊË ÚÂÎ ÌÓ, ÍÓ „‡ ÚÓ ÒÂ
„Ó ‚Ó Ë Á‡ Û˜‡Ò ÚË Â ÚÓ ‚ å‡ ÌË ÙÂÒ Ú‡ 4 Ì‡ ·˙Î „‡ Ò ÍË ‡‚ ÚÓ Ë – Úflı Ì‡ Ú‡ Â ‡Í ̂ Ëfl Í‡Í ÚÓ Ì‡
ËÁ ÎÓÊ ·‡ Ú‡, Ú‡Í‡ Ë Ì‡ ‚˙Ô Ó ÒË ÚÂ ‚ Ú‡ÁË ÍÌË „‡, ÒÚ˙Ô ‚‡ Ì‡ Ô‡ ‡ ‰ÓÍ Ò‡Î ÌËfl Á‡ ÒÚ‡ Ì‡ Ú‡
ÌË ◊˜ÛÊ‰“ ËÌ ÚÂ ÂÒ Í˙Ï ‡ ·Ó Ú‡ Ú‡ ËÏ, Ì‡ ÌÂ ÊÂ Î‡ ÌË Â ÚÓ ËÏ, ‡ ÏÓÊÂ ·Ë ‚Â˜Â Ë ÌÂÒ ÔÓ ÒÓ· -
ÌÓÒÚ Ú‡, ‰‡ ‚ËÊ ‰‡Ú ‰ËÒ Ú‡Ì ̂ Ëfl ÏÂÊ ‰Û ◊Ú‡Ï“ Ë ◊ÚÛÍ“, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ Ë Ì‡ ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â
ÍÓÎ ÍÓ ÚÓ Ë ‰‡ ÌË Â ÔÂ‰ Ì‡ ̃ Â Ú‡ Ì‡ ÔÓ Ïfl Ì‡, ÔÓ ÏÂ ÌflÚ ÒÂ Ë ÔÂ‰ Ì‡ ̃ Â Ú‡ ÎË ÚÂ fl. à Ú‡Í‡
ÒÂ ◊‚‡ ËÏ“ Ì‡ ‡‚ ÌÓ.

èÂ‰ ÎÓ ÊÂ ÌË Â ÚÓ ‰‡ ÒÂ Ú˙ ÒflÚ ıÓ‡, ÍÓ Ë ÚÓ ‰‡ Á‡ ‰‡ ‰‡Ú ‚˙Ô Ó ÒË Ì‡ ÍÛ ‡ ÚÓ Ë ÚÂ Ú˙„ Ì‡
ÓÚ ü‡ ÅÛ· ÌÓ ‚‡ Ó˘Â ÔË ÓÙÓ Ïfl ÌÂ ÚÓ Ì‡ Ë‰Â fl Ú‡ Á‡ Ò˙ Ô˙Ú Ò Ú ‚‡ ̆ Ëfl ËÁ ÎÓÊ ·‡ Ú‡ ‚˙‚
î‡Ì Í ÙÛÚ Í‡ Ú‡ ÎÓ„. ÇÂ Ó flÚ ÌÓÒÚ Ú‡ ÏÂÊ ‰Û ÔË Ú‡ ̆ Ë ÚÂ Ë ÓÚ „Ó ‚‡ fl ̆ Ë ÚÂ ‰‡ ÒÂ ÔÓ fl ‚Ë ‰Ë ÒÓ -
Ì‡ÌÒ Á‡ ÒÂ„ Ì‡ ‚ ‡Á ÎË˜ Ì‡ ÒÚÂÔeÌ Ë ÚË ÚÂ ÓÚ ÔÂ ̃ ‡ Ú‡ ÌË ÚÛÍ ËÌ ÚÂ ‚˛ Ú‡/‡Á „Ó ‚Ó ‡. ì Ì‡Ò,
Í˙ ‰Â ÚÓ ÓÚ ÌÓ ̄ Â ÌË fl Ú‡ ÏÂÊ ‰Û ‡Í‡ ‰Â ÏË˜ ÌË ÚÂ Ë ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌËÚÂ Ó· ̆  ÌÓÒ ÚË ÚÛ‰ ÌÓ ÔËÒ -
Ú˙Ô ‚‡Ú ÓÚ ‚˙‰ „‡ ÌË ̂ ‡ Ú‡ Ì‡ ‚Á‡ ËÏ ÌÓ ÌÂ ‰Ó ‚Â ËÂ, Úfl ÔÂ ‰ËÁ ‚Ë Í‡ ÊÂ Î‡ ÌË Â ÚÓ ‚˙Ô Ó ÒË ÚÂ
Ì‡ ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ ‰‡ ·˙ ‰‡Ú ‡Á „˙ Ì‡ ÚË ‚˙‚ ‚Ë‰‡ ÒË, ËÁËÒ Í ‚‡˘ Â ‡Í ̂ Ë fl Ú‡ Ë Ì‡
·˙Î „‡ Ò ÍË ÚÂ ıÛ ‰ÓÊ ÌË ̂ Ë, Û˜‡Ò Ú ‚‡ ÎË ‚˙‚ ‚ÒË˜ ÍË ËÁ ÎÓÊ ·Ë Ì‡ å‡ ÌË ÙÂÒ Ú‡. éÚ Ò˙Ò Ú ‚Ë Â ÚÓ
Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó (Ë ËÁÓ· ̆ Ó Ì‡ ÚÓ‚‡ ÓÚ ‚ÚÓ ‡ Ú‡ ÔÓ ÎÓ ‚Ë Ì‡ Ì‡ 20 ‚ÂÍ) ÓÚ
‚ÒË˜ ÍË ‚Ë ‰Ó ‚Â ËÌ ÙÓ Ï‡ ̂ Ë ÓÌ ÌË Ë Ó· ‡ ÁÓ ‚‡ ÚÂÎ ÌË ÔÓ„ ‡ ÏË ‰Ó ‚ÂÊ ‰‡ ‰Ó ÚÛ‰ ÌÓÒ ÚË
ÔË Á‡ ÔÓ˜ ‚‡ ÌÂ ÚÓ Ì‡ ‚ÒÂ ÍË ‰Ë ‡ ÎÓ„, ÔÓÒ Ú‡ ‚fl Ë ◊‰‚Â ÚÂ ÒÚ‡ ÌË“ ‚ ÌÂ ‡‚ ÌÓÔ ‡‚ ÌÓ ÔÓ ÎÓ -
ÊÂ ÌËÂ. ç‡ ‡Ò Ú ‚‡ ̆ Ë flÚ, ÔÓÌÂ Á‡ÒÂ„‡, ËÌ ÚÂ ÂÒ ÒÔfl ÏÓ Ò˙Á ‰‡ ‚‡ ÌÓ ÚÓ Ì‡ Å‡Î Í‡ ÌË ÚÂ Í‡ÚÓ
ÔÓ Â ‰ÂÌ Í˙Ò Â‚ Ó ÔÂ Ë ÁË ‡ ̆ ‡ ÒÂ Ö‚ Ó Ô‡, Ò‚‡ ‚‡ ÚÛ Í‡¯ ÌË ÚÂ ıÛ ‰ÓÊ ÌË ̂ Ë ËÁ ‚˙Ì Ó· ÒÂ „‡
Ì‡ ‡ ÚË ÍÛ Î‡ ̂ Ëfl ÓÚ ÒÚ‡ Ì‡ Ì‡ ◊·ÎËÁ ÍË ÚÂ“ ËÏ Ë Ú‡Í‡ ÔÓÒ Ú‡ ‚fl ÚÂ Ó Â ÚË ̂ Ë ÚÂ ‚ ÔÓ ÁË ̂ Ë fl Ú‡
Ì‡ ◊ÌÂ ‚fl ‚‡ ̆ Ë“ ‚ ‡Á Ï‡ ı‡ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ‚Ë ÁÛ ‡Î ÌÓ ËÁ ÍÛÒ Ú ‚Ó. íÓ‚‡ ‰ÓÔ Ë Ì‡ Òfl Ó˘Â
ÔÓ ‚Â ̃ Â Á‡ ÛÒÂ ̆ ‡ ÌÂ ÚÓ Ì‡ ÌÂ Á‡ ÍÓÌ ÌÓÒÚ, ÒÔÓ ÏÂ Ì‡ ÚÓ ÔÓ-„ÓÂ, ËÎË Ì‡È-Ï‡Î ÍÓ ÚÓ Ò‚ÂÊ ‰‡
Â‰ÌÓ ÎÓ „Ë˜ ÌÓ ‰‚Ë ÊÂ ÌËÂ Í˙Ï Ë„‡ Ë ‚Â ÏÂÌ ÌÓÒÚ. åÓÊÂ ·Ë Ò‡ÏÓ ÔÓ ‚Ó ‰Ë Í‡ÚÓ å‡ ÌË -
ÙÂÒ Ú‡ ÏÓ „‡Ú ‰‡ ‰Ó ‚Â ‰‡Ú ‰Ó ‚‰Ë „‡ ÌÂ Ì‡ ÎÂÚ ‚‡ Ú‡ Ì‡ Ò‡ ÏËfl ‡Á „Ó ‚Ó, ‰Ó ÔËÁ Ì‡ ‚‡ ÌÂ Ì‡
‡Á ̄ Ë fl ‚‡ ÌÂ ÚÓ Ì‡ ◊Á‡Ú ‚Ó Â ÌË ÚÂ Í˙ „Ó ‚Â“ ‚ ÔÓ ÒÓ ÍË, Ì‡‰ ı ‚˙ Îfl ̆ Ë ËÁ ÔÓÎ Á ‚‡ ÌËfl ‰Ó ÒÂ -
„‡ Â˜ ÌËÍ.

è‡ ‡ ÎÂÎ ÌÓÒÚ ‚ ◊„Ó ‚Ó Â ÌÂ ÚÓ“ Ì‡ ÚÂ Ó Â ÚË ̂ Ë Ë ıÛ ‰ÓÊ ÌË ̂ Ë ÒÂ ÔÂ‰ ÔÓ Î‡ „‡. ÇÂ Ó flÚ ÌÓ
ÚÓ‚‡ Â ÔÓ‰ ÚËÍ Ì‡ ÎÓ ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ ‰‡ ËÒÍ‡ ÓÚ ÔË fl ÚÂ ÎË ÚÂ ÒË ËÁflÒ Ìfl ‚‡ ÌÂ Ì‡ ÍÓÌ -
ˆÂÔ ÚÛ ‡Î Ì‡ Ú‡ ‡Ï Í‡ Ì‡ ÔÂ‰ Ò Ú‡ ‚fl ÌÓ ÚÓ ÓÚ Úflı. ëÍË ‚‡ ÌÂ ÚÓ ËÏ Á‡‰ Ù‡Í ÚÓ ÎÓ „Ë fl Ú‡ Ì‡ ‰Ó -
Í‡ ÁÛ Â ÏÓ ‡Í ÚË‚ ÌÓ ÚÓ ËÏ ◊Á‡ Ô‡‰ ÌÓ“ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ ËÎË Á‡‰ ËÓ ÌË fl Ú‡ Ì‡ ÌÂ Ò˙„ Î‡ ÒË Â ÚÓ
Ò‚ÂÊ ‰‡ Ô‡ ‡ ÎÂÎ ÌÓÒÚ Ú‡ Â‰ËÌ Ò Ú ‚Â ÌÓ ‰Ó ÊÂ Î‡ Ì‡. Ñ‡ÎË ËÏ‡Ï Ô‡ ‚Ó ‰‡ Ì‡Ò ÚÓ fl ‚‡Ï, ˜Â ‚
ÚÂ ̃ ‡ ̆ Ë ÚÂ ÔÓ ÏÂ ÌË ‚ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó (ÓÚ ÌÓ ‚Ó – ÌÂ Ò‡ÏÓ ÚÛÍ) ÒÂ ÓÒ˙ ̆ ÂÒ Ú ‚fl ‚‡
ÓÔ ‡‚ ‰‡ Ì‡ ÌÂ ÍÓ ÂÍ Ú ÌÓÒÚ ÒÔfl ÏÓ Â‰ËÌ ‰ÂÈÒ Ú ‚‡˘ ‚ÒÂ Ó˘Â ËÌ Ò Ú Û ÏÂÌ Ú‡ Ë ÛÏ? 

çÂ ·Ëı ËÒ Í‡Î ‰‡ ÔÓÁ ‚Û ̃ Ë, ˜Â ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ ÒÂ ÓÍ‡Á ‚‡Ú ‚Ó ‰Â ̆ Ë ‚ Â‰Ì‡ ◊Ì‡‰ Ô Â ‚‡ ‡“.
çÓ ÔÂ‰ Úflı ÌÂÔ Â Í˙Ò Ì‡ ÚÓ Ë Ù‡Í ÚË ̃ ÂÒ ÍË ÌÂ ËÁ ·ÂÊ ÌÓ ÒÚÓË ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ Ò Ú ‚Ó ÚÓ ‰‡ ÒÂ
‚ÔËÒ ‚‡Ú ‚˙‚ ‚˙Á ÏÓÊ ÌÓÒ ÚË ÚÂ, ‰ÓÒ Ú‡ ‚fl ÌË ÓÚ Ò˙‚ Â ÏÂÌ ÌËfl ıÛ ‰Ó ÊÂÒ Ú ‚ÂÌ Ò‚flÚ. Ç ëÓ ÙËfl
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I am aware that I have cornered myself by
accepting as a positive fact the existence of con-
temporary art in Bulgaria in the context of inde-
pendent groups of curators and artists. 
I know that what I have written so far might be
seen as the result of a wicked independence. 
On the other hand, I am convinced that inde-
pendence is a mandatory quality without which
contemporary art is not itself. Furthermore, as
Dmitrii Prigov, our colleague from Moscow, wrote
recently, “…because contemporary art is after all
a phenomenon of the Western civil society, and
let’s make it clear, of the market”, all these
things we seemed to have accepted as a goal of
our society. 

I think that this clarification of the starting position is necessary when discussing the par-
ticipation in Manifesta 4 of Bulgarian artists. Their reaction to the exhibition as much as to
the questions in the book, are based on the paradoxical in our country “foreign” interest
for their works. Their reaction is also based on their unwillingness or by now maybe also
inability, to see the distance between “here” and “there” including the feeling that no mat-
ter how much our transformation has been pre-designed for us, the designers are also
transforming. Thus we are “boiling” in our own juices side by side.  

While working on the idea for the catalogue of Manifesta 4 in Frankfurt Iara Boubnova
authored the suggestion to look for people who will put questions to the curators. In different
ways and to a different extent all three interviews/talks reprinted here are affected by the pos-
sibility that there will be dissonance between the asking and responding sides. The relation-
ships between the academic and the artistic communities in Bulgaria are hard to take across
the border of mutual mistrust. That is why it seemed natural to develop Alexander Kiossev’s
questions so these would demand a reaction from all Bulgarian artists who have participated
in all Manifesta events. The absence of contemporary art (and art from the second half of the
20th century) from all informational and educational programs makes it difficult to start any
debate and puts the “two sides” in unequal positions. The growing, at least for the time
being, interest towards art produced in the Balkans (as the next on line fragment of Europe
becoming itself) finds the artists here to be outside the sphere of articulation by their natural
“relatives” thus placing the theoreticians in the position of “disbelief” vis-à-vis the scope of
contemporary visual arts. The already mentioned feeling of illegality is reinforced or at least
the logical development is reduced to being a game and a transitory affair. Maybe only occa-
sions such as Manifesta could lead to raising the stakes in the debate, to widening the
“closed off circles” in ways that reach beyond the terminology used until now. 

A certain parallelism in the “speech” of theoreticians and artists is to be expected. That’s
probably why Alexander Kiossev wants his friends, the artists, to clarify the conceptual
framework for what they are showing. The fact that the artists are hiding behind the data
of their proven record of “Western” existence or behind the ironical disagreement trans-
forms the possible parallel into a wished for dream. I wonder if I can insist here that the
ongoing developments in contemporary art (again, not only here) are manifesting certain
justified lack of correctness for terminology that is still in use?  

I do not mean to say that the artists turn out to lead the “race”. However, they are actually
and unavoidably faced with the constant necessity to integrate themselves into the possibil-
ities offered by the contemporary art world. The views of the late Pierre Restani who in the
mid 1990ies visited several massive art events in Sofia are still remembered here. He saw in
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ÒÂ ÔÓÏ ÌË ÏÌÂ ÌË Â ÚÓ Ì‡ ‚Â˜Â ÔÓ ÍÓÈ ÌËfl èËÂ êÂÒ Ú‡ ÌË, ÔÓ ÒÂ ÚËÎ Ìfl ÍÓÎ ÍÓ Ï‡ ̆ ‡· ÌË ÏÂÒ Ú -
ÌË ÔÓ fl ‚Ë ‚ ÒÂ ‰‡ Ú‡ Ì‡ 90-ÚÂ – ËÁ ÎÓÊ ·‡ ÓÚ 30-ÚÂ „Ó ‰Ë ÌË ‚ çïÉ Ò ÊË ‚Ó ÔËÒ, Á‡ Í˙Ò Ìfl ‚‡ -
Î‡ ÒÔÓ Â‰ ÌÂ„Ó Ò ÔÓ ÎÓ ‚ËÌ ‚ÂÍ ÒÔfl ÏÓ Â‚ Ó ÔÂÈÒ ÍÓ ÚÓ ‡Á ‚Ë ÚËÂ; Ò˙‚ Â ÏÂÌ Ì‡ ÊË ‚Ó ÔËÒ ‚
ë˙ ̨  Á‡ Ì‡ ·˙Î „‡ Ò ÍË ÚÂ ıÛ ‰ÓÊ ÌË ̂ Ë – Á‡ Í˙Ò Ìfl ‚‡ ̆ ‡ Ò 3 ‰Â ÒÂ ÚË ÎÂ ÚËfl; Ë Â‰Ì‡ ÓÚ Ô˙ ‚Ë ÚÂ
„Ó ‰Ë¯ ÌË ËÁ ÎÓÊ ·Ë Ì‡ ñÂÌ Ú˙ ‡ Á‡ ËÁ ÍÛÒ Ú ‚‡ ◊ëÓ ÓÒ“ – ÔÓ ‰Û ÏË ÚÂ ÏÛ ‚Â˜Â Ì‡ 10 „Ó ‰Ë ÌË
ÓÚ Ò ÚÓ fl ÌËÂ. ëÍ˙ Òfl ‚‡ ÌÂ ÚÓ Ì‡ ‰ËÒ Ú‡Ì ̂ Ë fl Ú‡ ‚ ÔÓÒ ÎÂ‰ ÌËfl ÒÎÛ ̃ ‡È Ë‰‚‡, Ó·‡ ̃ Â, Â‰ËÌ Ò Ú ‚Â ÌÓ
˜ÂÁ Ò‡ ÏÓ Ó· ‡ ÁÓ ‚‡ ÌÂ Ë Ì‡ ·‡ Á‡ Ú‡ Ì‡ ·Ó ÎÂÁ ÌÂ ÌË Ë ˜ÂÒ ÚÓ ÌÂÔ Ó ‰ÛÍ ÚË‚ ÌË ÓÔ‡ ‚‡ ÌËfl.

éÚ „Ó ‚Ó ÔÓÌÂ Ì‡ Ìfl ÍÓË ÓÚ Á‡ ‰‡ ‰Â ÌË ÚÂ ‚˙Ô Ó ÒË ·Ë Úfl· ‚‡ ÎÓ ‰‡ ÒÂ ÓÚ Í Ë ‚‡ ‚ Ò‡ Ï‡ Ú‡
Ù‡Ì Í ÙÛ Ú Ò Í‡ ËÁ ÎÓÊ ·‡. å‡ Í‡ ËÁ ‚˙Ì Å˙Î „‡ Ëfl, ËÁ ÎÓÊ ·Ë Í‡ÚÓ ÌÂfl Ò‡ ◊Ì‡¯Ë“, „Ó ‚Ó flÚ
Ì‡ ÔÓ-·ÎË Á˙Í, ÓÚ ÍÓÎ ÍÓ ÚÓ ˜ÂÒ ÚÓ ÒË ÔÂ‰ Ò Ú‡ ‚fl ÏÂ, ÂÁËÍ. 

èÂÁ ˜Â ÚË Ë ÚÂ ÒË ËÁ ‰‡ ÌËfl å‡ ÌË ÙÂÒ Ú‡ ÌÂ ËÁ ÏÂÌ ÌÓ ÒÂ ‡Á „ ÎÂÊ ‰‡ Í‡ÚÓ ·Ë Â Ì‡ ÎÂ Ì‡
◊ÏÎ‡ ‰Ó ÚÓ“ Â‚ Ó ÔÂÈÒ ÍÓ ËÁ ÍÛÒ Ú ‚Ó. Ö‰ËÌ Ò Ú ‚Â ÌÓ ÚÂ ÚÓ ÚÓ, ‚ ã˛· Îfl Ì‡, ËÏ‡ ̄ Â ÓÚ ‰ÂÎ ÌÓ Á‡„ -
Î‡ ‚ËÂ – Borderline Syndrome. Energies of Defense, ÌÓ Í‡ÚÓ Ì‡ ̃ ‡Î Ì‡ ÓÒ Ú‡ ‚‡ Ô˙ ‚‡ Ú‡
Ë‰Âfl Á‡ Ó·Â ‰Ë ÌÂ ÌË Â ÚÓ Ì‡ ◊Ó˘Â Ë Ó˘Â“ ıÛ ‰ÓÊ ÌË ̂ Ë ÓÚ àÁ ÚÓ˜ Ì‡ Ë á‡ Ô‡‰ Ì‡ Ö‚ Ó Ô‡ (ËÎË,
ÓÚ Ú‡Ï, ÌÂ Ô˙Î ÌÓ Ú‡ Ú‡ Ì‡ ÚÓ‚‡ Ó·Â ‰Ë ÌÂ ÌËÂ). í‡Í‡ ËÁ „ ÎÂÊ ‰‡ ÎÓ „Ë˜ ÌÓ, ˜Â ÍÛ ‡ ÚÓ Ò ÍË ÚÂ
„Û ÔË ÒÂ ÓÚ Ô ‡ ‚fl ı‡ Ì‡ àÁ ÚÓÍ ‚ ‡Á „ ÎÂÊ ‰‡ ÌÂ Ì‡ ÒÍË ÚË ÚÂ ÏÛ ‰ÓÒ ÍÓ Ó ÒˆÂ ÌË Ë Ú‡Í‡
Ì‡Ô ‡ ‚Ë ı‡ å‡ ÌË ÙÂÒ Ú‡ ÏÌÓ „Ó ÔÓ-ËÁ ‚ÂÒ Ú Ì‡ Ú‡Ï, ÓÚ ÍÓÎ ÍÓ ÚÓ Ì‡ á‡ Ô‡‰. à Ï‡ Í‡ 3/4 ÓÚ
‰Ó ÒÂ „‡¯ ÌË ÚÂ ËÁ ÎÓÊ ·Ë – ‚ êÓ ÚÂ ‰‡Ï, ã˛Í ÒÂÏ ·Û„ Ë î‡Ì Í ÙÛÚ (‡ÍÓ ÔË Â ÏÂÏ ã˛· Îfl -
Ì‡ Á‡ ËÁ ÚÓ ̃ ÂÌ „‡‰), ‡ ÒÂ„‡ Ë ÔÂ Ú‡ Ú‡ – Á‡ 2004 ‚ ë‡Ì ëÂ ·‡Ò ÚË‡Ì, ‰‡ ÒÂ ÔÓ ‚Â ‰Ó ı‡
◊Ú‡Ï“, ÁÌ‡ ̃ Â ÌË Â ÚÓ ËÏ Á‡ ◊ÌÓ ‚‡ Ú‡ ˜‡ÒÚ“ Ì‡ Ö‚ Ó Ô‡ ÒÚ‡ Ì‡ Â ̄ ‡ ‚‡ ̆ Ó. íÛÍ ÓÚ ÌÓ ‚Ó ËÒ Í‡Ï
‰‡ ÔÓ‰ ̃ Â Ú‡fl Û·ÂÊ ‰Â ÌË Â ÚÓ ÒË, ˜Â ÔÓ ÏÂ ÌË ÚÂ, ÍÓ Ë ÚÓ ËÁÊË‚fl‚‡ÏÂ, ÌÂ ÒÂ ÓÚ Ì‡ ÒflÚ Ò‡ÏÓ
Á‡ àÁ ÚÓ Í‡. óÂÁ ÔË ÏÂ ‡ Ì‡ å‡ ÌË ÙÂÒ Ú‡ ÏÓÊÂ ‰‡ ÒÂ ‚Ë‰Ë ËÌ ÚÂ Â Ò˙Ú Ì‡ Ó· ̆  ÌÓÒ ÚË, Ì‡
ˆÂÎË „‡ ‰Ó ‚Â ‰‡ ÒÂ ÔË‰ ‚Ë Ê‡Ú Í˙Ï ÌÓ ‚‡ Ú‡ Â ‡Î ÌÓÒÚ.  

ê‡Á ÎË Í‡ Ò ‰Û „Ë ·Ë Â Ì‡ ÎÂ Ú‡ ‰‡‚‡ Ë ‚˙ ÚÂ ÌÂ ÚÓ Ì‡ ÂÍË ÔË Ì‡ ÏÎ‡ ‰Ë, ÌÂ Ì‡ ÚÓ ‚‡ Â ÌË Ò
ÔÂ‰ ‚‡ Ë ÚÂÎ ÌË Ó˜‡Í ‚‡ ÌËfl ÍÛ ‡ ÚÓ Ë. äÓÎ ÍÓ ÚÓ Ë ‰‡ Â ‰Ë Ì‡ ÏË˜ ÌÓ ÔÓ Í‡Á ‚‡ ÌÓ ÚÓ ÔÂÁ
ÔÓÒ ÎÂ‰ ÌÓ ÚÓ ‰Â ÒÂ ÚË ÎÂ ÚËÂ ËÁ ÍÛÒ Ú ‚Ó, Á‡Ú ‚‡ fl ÌÂ ‚ Ì‡ ·Ó ÓÚ ÍÓ ÂÍ Ú ÌË, ‡Á ̃ Ë Ú‡ ̆ Ë Ì‡
ÔË ‚Ë‰ ÌÓ ÛÒ ÔÓ ÍÓ fl ‚‡ ÌÂ ÚÂÏË, ÓÒÓ ·Â ÌÓ Ì‡ ÒÚ‡ Ì‡ ÎË ËÏÂ ÌË ÚË ÏÂÒ Ú‡, ËÏ‡. á‡ å‡ ÌË ÙÂÒ Ú‡
ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ‚Òfl ÍÓ ÓÚ ËÁ ‰‡ ÌË fl Ú‡ π Â ÌÓ ÒË ÎÓ ËÒÍ, ˜Â ÚÓÈ ÒÂ Â ÔÂ ‚˙ Ì‡Î ‚
ÁÌ‡Í Ì‡ ÔÓ ÂÍ Ú‡. 

á‡ î‡Ì Í ÙÛÚ ÔÂ‰ ÒÏÂ Ìfl ̆ Ë ÚÂ ÒÂ ÍÛ ‡ ÚÓ Ë ‚ÒÂ ÍË Ô˙Ú – ˜ÂÚ ‚˙ ÚË Á‡ Â‰‚‡ ÓÒÂÏ „Ó ‰Ë ÌË
– Á‡Ò Ú‡ Ì‡ ËÁ ÍÛ ̄ Â ÌË Â ÚÓ/Á‡ ‰˙Î ÊÂ ÌË Â ÚÓ ‰‡ Ì‡ ÁÓ ‚‡ ‚‡Ú ÌÓ‚Ë ËÏÂ Ì‡, ‡‰ÂÍ ‚‡Ú ÌË Ì‡ ÛÚ ‚˙ -
Ê ‰‡ ‚‡˘ ÒÂ ÏÂÊ ‰Û Ì‡ Ó ‰ÂÌ ÙÓ ÛÏ. éÚ ÚÛÍ ◊Ú˙ ÒÂ ÌÂ ÚÓ“ ÏÓÊÂ ‰‡ ÒÂ ÓÔ Â ‰Â ÎË Í‡ÚÓ ÓÒ -
ÌÓ‚ Ì‡ ÚÂÏ‡/ÔÓ· ÎÂÏ Ì‡ ˆfl Î‡ Ú‡ ËÁ ÎÓÊ ·‡. í˙ ÒÂ ÌÂ ÚÓ – ËÁ Ò ÎÂ‰ ‚‡ ÌÂ, research – Í‡ÚÓ
ÔÓ ̂ ÂÒ Ò ÚÓÎ ÍÓ ‚‡ ÏÌÓ „Ó ÌÂ ËÁ ‚ÂÒ Ú ÌË, ÍÓÈ ÚÓ ÌË ÍÓ „‡ ÌÂ ÏÓÊÂ ‰‡ ÒÂ Ì‡ ÒË ÚË Ò Ì‡ ÏË ‡ ÌÂ.
ç‡ ÏflÒ ÚÓ ÒÂ ÔÓ ̃ Â ÚÂ – Ì‡ ÏË ‡ ÌÂ ÚÓ ÒÔË ‡ Ú˙ ÒÂ ÌÂ ÚÓ, ÌÂ Â Á‡ ‰˙Î ÊË ÚÂÎ ÌÓ Ú˙ ÒÂ ÌÂ ÚÓ ‰‡
ÒÂ Û‚ÂÌ ̃ ‡ ‚‡ Ò Ì‡ ÏË ‡ ÌÂ. êËÒ Í˙Ú ‚ÎÂ ÁÂ Í‡ÚÓ ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ, Í‡ÚÓ Ò˙Ò Ú‡‚ Ì‡ ˜‡ÒÚ Ì‡ ËÁ -
ÎÓÊ ·‡ Ú‡. çÓ ÒÔ‡ ‚fl ÌÂ ÚÓ Ò ÌÂ„Ó ÌÂ ÏÓÊÂ, ÌÂ ·Ë‚‡ ‰‡ Â ËÏ ÔÂ ‡ ÚË‚ ÌÓ. èÓÒ Ú ‡Ì Ò Ú ‚Ó ÚÓ
Á‡ ‰‚Ë ÊÂ ÌËÂ, Á‡ ÔÂ „Ó ‚Ó Ë, ‡ÍÓ ËÒ Í‡ ÚÂ, ·Â ÔÓ‰ ̃ Â Ú‡ ÌÓ ‚Ë ‰Ë ÏÓ. à ‡ÍÓ Ú˙ ÒËÏ ÂÙÂÍ Ú‡
ÓÚ ËÁ ÎÓÊ ·‡ Ú‡, ÚÓ ‡Á Ô ÓÒ ÚË ‡ ÌÂ ÚÓ Ì‡ Ú‡ ÍÓ ‚‡ ÔÓÒ Ú ‡Ì Ò Ú ‚Ó Â ÏÓÊÂ ·Ë Ì‡È-‚‡Ê ÌÓ.

äÛ ‡ ÚÓ Ò Í‡ Ú‡ „Û Ô‡ ‚ÎÂ ÁÂ ‚ ÔÓ ÚË ‚Ó Â ̃ ËÂ Ò ‰Ó ÒÂ „‡¯ Ì‡ Ú‡ Ô‡Í ÚË Í‡ ‰‡ ‡ ·Ó ÚË Ò˙Ò
Ò˙„ Î‡ ÒÛ ‚‡ Ì‡/ÌÂ Ò˙„ Î‡ ÒÛ ‚‡ Ì‡ ‚˙Ú Â ‚ ÌÂfl ÔÂ‰ ‚‡ Ë ÚÂÎ Ì‡ ÍÓÌ ̂ ÂÔ ̂ Ëfl  (Ó·ËÍ ÌÓ ‚Â ÌÓ ‡ÙË -
¯Ë ‡ Ì‡ ‰ÓÒ Ú‡ Ú˙˜ ÌÓ „˙Ï ÍÓ), Á‡ ‰‡ ÓÒ Ú‡ ÌÂ ◊˜ËÒ Ú‡“ Ë ÓÚ ˜ÂÒ ÚÓ ÔÂ‚ ˙ ̆ ‡ ̆ ‡ Ú‡ ÒÂ ‚˙‚
‚Ó ‰Â ̆ ‡ ‚ÓÎfl Á‡ ÍÓÌ Ò Ú Û Ë ‡ ÌÂ ÓÚ ÒÚ‡ Ì‡ Ì‡ Û·Â ‰ÂÌ ÍÛ ‡ ÚÓ, Ë ÓÚ Ì‡„ Î‡ Òfl ÌÂ ÚÓ, ÒÔÓ ÎË -
Ú‡ ̆ Ó ÌÂ Ï‡Î ÍÓ ‡Á ‚Ë ‚‡ ̆ Ë ÒÂ ÒˆÂ ÌË ÔË ‚˙Á ÏÓÊ ÌÓÒÚ ‰‡ ÒÂ ÔÓ fl ‚flÚ. è‡ ‡ ‰ÓÍ Ò‡Î ÌÓÒÚ -
Ú‡ Ì‡ ÒË ÚÛ ‡ ̂ Ë fl Ú‡ ‰‡ ÒË Ì‡ÂÚ Á‡ ÌÂ Á‡ ‚Ë ÒËÏ ÍÛ ‡ ÚÓ, ËÁ Ú˙Í Ì‡ Ú‡ ÓÚ ü‡ ÅÛ· ÌÓ ‚‡ (‚Â Ó -
flÚ ÌÓ Á‡ ̆ Ó ÚÓ Ì‡ àÁ ÚÓÍ ÌË ÍÓÈ ÌÂ Ì‡ Â Ï‡ ◊ÔÓÒ ÚÓ Ú‡Í‡“ ÍÛ ‡ ÚÓ Ë), ÎÓ „Ë˜ ÌÓ ‚Ó‰Ë ‰Ó ‡Á -
ÂÁ Ò ÏÂ˜ Ú‡ Ú‡ Á‡ fl‚ÂÌ, ‰ÂÈÒ Ú ‚ÂÌ Ë ÓÚ ÚÛÍ ÔÂ‰ ‚Ë ‰ËÏ Â ÁÛÎ Ú‡Ú Ì‡ ‚ÒÂ ÍË Ó „‡ ÌË Á‡ -
ÚÓ/Ì‡ Â Ï‡ ÚÂÎ. á‡ å‡ ÌË ÙÂÒ Ú‡ 4 Â ̄ Â ÌË Â ÚÓ Ì‡ ÍÛ ‡ ÚÓ Ë ÚÂ Ò‚Â ‰Â ◊ÌÓ ‚Ë ÚÂ ËÏÂ Ì‡“ ‰Ó
◊‡‚ ÚÓ Ë ÔÂ ‰Ë Ô‡ Á‡ Ì‡ Ú‡ ËÏ Â ‡ ÎË Á‡ ̂ Ëfl“, ÍÓÎ ÍÓ ÚÓ Ë ‰‡ Â ÛÒ ÎÓ‚ ÌÓ ÔÓ ‰Ó· ÌÓ ÓÔ Â ‰Â -
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the National Art Gallery exhibition of Bulgarian art from the 1930ies and said that in his view
this art was 50 years late in comparison to the synchronous developments in Europe. He
saw a show of contemporary painting in the Union of Bulgarian Artists and said that it was
30 years late. While one of the first annual shows of contemporary art organized by the
Soros Center for the Arts that he saw in the Sofia Art Gallery stroke him as being only ten
years late. However, the shortening of the distance in the last case is due only to self-edu-
cation and to painful and often non-constructive experiences of try-and-fail.  
The answers to at least some of the questions should be possible to find in the Frankfurt
Manifesta. Although outside of Bulgaria, such events are in a way “ours” and they speak 
a language, which is closer to us, then we can often imagine. 

All four Manifesta events are always seen as biennials of the “young” European art. Only
the third one in Ljubljana in 2000 had a title - “Borderline Syndrome. Energies of Defense”.
Regardless, the basic initial idea to unify still “more and more” artists from Eastern and
Western Europe persisted (and because of that, the incompleteness of this unification).
So, it seemed logical that the curatorial teams should go East in research of its so far hid-
den scenes and thus made Manifesta a lot more popular there then in the West. Although
3/4 of the past events in Rotterdam, Luxembourg and Frankfurt (if we consider Ljubljana
an Eastern city), and now the fifth one in San Sebastian, took place “there”, the impor-
tance of Manifesta for the “new part” of Europe became decisive. I would like to stress
here once again my conviction that the changes we are living through do not apply only to
the East. Based on the Manifesta example, one can see how communities and cities are
striving to move on to the new realities.

Another difference from other biennials is provided in the case of Manifesta by the rotation
of teams of younger curators who are not burdened by a priory expectation. No matter
how dynamic the art exhibited during the last ten years is there is a degree of closing up
within a set of correct themes that count on claming down the situation, especially in
places that have high reputation. One can say about Manifesta that each one of its edi-
tions was marked by risk and this has become a trademark of the project. 

The always-changing curators, fourth team in only eight years, in Frankfurt were faced
with the temptation/obligation to find new names that would be adequate to this ever gain-
ing prestige international event. Thus, the “search” could be defined as the main
theme/problem of the whole exhibition. The search, the research is a process full of
unknowns that could never have an end or satisfaction. The finding stops the search; it is
not necessary that the search culminate in finding, that’s what one could read in the ven-
ues of Manifesta 4. The risk was accepted as a necessity and as an organic part of the
exhibition. However, dealing with risk could not be and should not be an imperative. So
the space left free and open for shifts and negotiations, if you want, was explicitly visible.
If one should look for the effects caused by the show the overflow of this space is maybe
its most important aspect.

The curatorial team contradicted the established practice to work with a pre-designed
coordinated or uncoordinated concept (usually manifested quite loudly). The team wanted
to stay “clear” from both the “will” to construct the show that often becomes the leading
motivation in the work of strong-minded curators, as much as from the danger of adapta-
tion to the concept which developing scenes often demonstrate when there is a chance
for them to show off. The paradoxical situation to be contracted as an independent cura-
tor, which Iara Boubnova is pointing out (maybe because in the East no one hires curators
“just like that”), leads logically to braking up with the dream to have a clear, functional and
thus predictable result that every organizer/employer wants to have. The choice of the
curators for Manifesta 4 reduced the “new names” to “artists before their market realiza-
tion” in spite of how arbitrary such a definition might be. The main selection criteria turned
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ÎÂ ÌËÂ. ëÔÓ ÒÓ· ÌÓÒÚ Ú‡ Á‡ ÒÎË ‚‡ ÌÂ Ì‡ ıÛ ‰ÓÊ ÌË Í‡ Ò˙Ò ◊ÒÎÛ ̃ ‡È ÌËfl“ „‡‰ Ë ÌÂ „Ó ‚Ë ÚÂ ÊË -
ÚÂ ÎË, ‚˙Á ÏÓÊ ÌÓÒÚ Ú‡ ‡ ·Ó Ú‡ Ú‡ ÏÛ ‰‡ ÒÂ ÓÒ˙ ̆ ÂÒ Ú ‚Ë Í‡ÚÓ ÌÓ Ï‡Î ÌÓ Ë Ú‡Í‡ ÌÂ ÓÚ ÏÂ ÌË ÏÓ
Ò˙ ·Ë ‡ Â ÏÓ ÔÓ Ô˙Úfl ËÏ, ÒÚ‡ Ì‡ ÓÒ ÌÓ ‚ÂÌ ÍË ÚÂ ËÈ ÔË ËÁ ·Ó ‡. ì˜‡Ò Ú ‚‡ ̄ Â Ë Â‰ÌÓ ÚÛ‰ -
ÌÓ Á‡ ÔÂ ‚Ó‰ ÔÓ Ìfl ÚËÂ – non-spectacular art (·Ëı Í‡ Á‡Î – ÌÂ-ÁÂ ÎË˘ ÌÓ, ÌÂ-‰Â ÏÓÌ Ò Ú ‡ -
ÚË‚ ÌÓ ËÁ ÍÛÒ Ú ‚Ó), ‚˙ ‚Â ‰Â ÌÓ ‚ ‡Á „Ó ‚Ó ‡ ÓÚ çÛ Ëfl ÖÌ „Ë Ú‡, ÍÓ Â ÚÓ ‰Ó· Â ËÎ˛Ò Ú Ë ‡ Á‡ -
‰‡ ̃ ‡ Ú‡, ÔÓÒ Ú‡ ‚Â Ì‡ ÒË ÓÚ ÍÛ ‡ ÚÓ Ë ÚÂ. à ‡ÍÓ ÓÚ ‚Ó ËÏ ‰ÛÏ‡ ÔÓ ÌÂ fl‰ ÍÓ ÒÂ ̆ ‡ ÌËfl ÍÓ -
ÏÂÌ Ú‡ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Í‡ÚÓ ÍË Â ̆ Ó ÒÂ ‚ ÂÎË Ú‡ ÌÓÒÚ, ÚÓ ‚ å‡ ÌË ÙÂÒ Ú‡ 4
ÏÓ ÊÂı ÏÂ ‰‡ ‚Ë ‰ËÏ ÔÓ-ÒÍÓ Ó ÔËÍ Ë Ú‡ ÂÎË Ú‡ ÌÓÒÚ. 

◊èÓ ‰ÛÍ Ú˙Ú“, ËÁ ÎÓ ÊÂÌ ‚˙‚ î‡Ì Í ÙÛÚ, ·Â ÒÚÓ ÂÌ ‚ ÔÓ ‚Â ̃ Â ÚÓ ÒÎÛ ̃ ‡Ë Ì‡ ÏflÒ ÚÓ, ÔË ‰Ë -
ÂÍ Ú Ì‡ ‚˙Á Í‡ ÏÂÊ ‰Û ‡‚ ÚÓ Ë ÒË ÚÛ ‡ ̂ Ëfl. ç‡Ò Î‡„ ‚‡ ÌÂ ÚÓ Ì‡ ÌÂ Á‡ ‚Ë ÒË ÏÓÒÚ ‚˙ ıÛ ÌÂ Á‡ -
‚Ë ÒË ÏÓÒÚ (Ú‡ÁË Ì‡ ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ Ò Ú‡ÁË Ì‡ ÍÛ ‡ ÚÓ Ë ÚÂ), ÓÔË Ú˙Ú Á‡ ÒÚË ‚‡ ÌÂ Ì‡ Ó˜Â Ú‡ -
ÌË fl Ú‡ Ì‡ ‡ ·Ó ÚË ÚÂ, ‚˙ ‚Â ‰Â ‚ ËÁ ÎÓÊ ·‡ Ú‡ ÌÂ˘Ó, ÍÓ Â ÚÓ Ì‡ ÏË ‡Ï Á‡ ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ ‚‡Ê -
ÌÓ – ÌÂ Á‡ ‚Ë ÒË ÏÓÒÚ Ú‡ Ì‡ ÁË ÚÂ Îfl. íÓÈ Ò˙˘Ó ÒÂ Á‡ ÌË Ï‡ ‚‡ ̄ Â Ò Ú˙ ÒÂ ÌÂ Ë Ì‡ ÏË ‡ ÌÂ, Ò
ÓÔ Â ‰Â Îfl ÌÂ Ì‡ „‡ ÌË ̂ Ë ÚÂ Ì‡ ◊ÔÓ fl ‚Ë ÎÓ ÚÓ“ ÒÂ ÌÂÔ Â ‰˙‚ Í‡ ÌÓ ËÁ ÍÛÒ Ú ‚Ó. àÁ ÍÛÒ Ú ‚Ó ÚÓ ÒÂ
ÒÎÛ˜ ‚‡, ÌÛÊ ÌÓ Â ‰‡ ÒÂ Ó„ ÎÂ ‰‡¯ Ë ‰‡ ÓÚ ·Â ÎÂ ÊË¯ ˜ÂÒ ÚÓ ÛÒ ÎÓ‚ ÌË ÚÂ ÏÛ, ÔÓ Ìfl ÍÓ „‡ ÔÓ‰ -
‚ËÊ ÌË ˙ ·Ó ‚Â, Ò flÒ ÌÓ ÚÓ ÛÒÂ ̆ ‡ ÌÂ, ˜Â ‰Û„ ÏÓÊÂ ‰‡ „Ë ÔÓ ÏÂ ÌË. ë Ú‡ÁË Ì‡„ Î‡ Ò‡ Í˙Ï
◊ÒÎÛ ̃ ‡È ÌÓÒÚ“ ÍÛ ‡ ÚÓ Ë ÚÂ Ì‡ å‡ ÌË ÙÂÒ Ú‡ 4 ËÁ Îfl ÁÓ ı‡ ËÁ ‚˙Ì Ó˜‡Í ‚‡ ÌË fl Ú‡ Ì‡ Í˙ „Ó ‚Â ÚÂ
Ì‡ ÍË ÚË Í‡ Ú‡ (‚ÔÓ ̃ ÂÏ, ÔÂ ̃ Â ÎË‚ ̄ Ë ÓÚ ÚÓ‚‡ ÒÂ ÓÍ‡ Á‡ ı‡ Ì‡È-‚Â˜Â ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ). ÇÒ˙˘ -
ÌÓÒÚ, ÔÂ ‚˙ Ì‡ Ú‡ Ú‡ ‚ ÍÓÌ ̂ ÂÔ ̂ Ëfl ◊ÎËÔ Ò‡ Ì‡ ÍÓÌ ̂ ÂÔ ̂ Ëfl“, ÓÚ Ò˙Ò Ú ‚Ë Â ÚÓ Ì‡ ◊Ï‡ ÌË ÙÂÒÚ“,
ÓÒË „Û Ë ı‡ Ò‚Ó ·Ó ‰‡ Ì‡ ‡ ·Ó ÚË ÚÂ, Á‡ ‰˙ Ê‡È ÍË „Ë ‚ ‡Ï ÍË ÚÂ Ì‡ ÔÂ‰ Ì‡ ÏÂ Â Ì‡ ÌÂ Ì‡Ú -
‡Ô ̃ Ë ‚ÓÒÚ. ÄÍÓ ÌÂ ‰Û „Ó, å‡ ÌË ÙÂÒ Ú‡ 4 ÛÒÔfl ‰‡ ËÁ ·Â„ ÌÂ Ì‡ ÏÂÍ Ì‡ ÚÓ ÚÓ ‚˙‚ ‚˙Ô Ó ÒË ÚÂ
Í˙Ï ëÚÂ Ù‡ ÌË åÛ‡ ‰ÓÌ í‡Ï · ÎÂ ÔÂ‚ ˙ ̆ ‡ ÌÂ Ì‡ ÌÂ Ï‡Î ÍÓ ·Ë Â Ì‡ ÎÂ Ú‡ Á‡ Ò˙‚ Â ÏÂÌ ÌÓ ËÁ -
ÍÛÒ Ú ‚Ó ‚ ÔÓ ÎÂ Ú‡ Ì‡ ÍÛ ‡ ÚÓ Ò ÍË ÂÍ Ò ÔÂ Ë ÏÂÌ ÚË.

çflÏ‡, ‡ Ë ÌflÏ‡ Í‡Í ‰‡ ËÏ‡ ÚÂÍÒÚ, ÍÓ ÏÂÌ ÚË ‡˘ Ú‡ÁË ËÁ ÎÓÊ ·‡, ÍÓÈ ÚÓ ‰‡ ÌÂ fl ÔÓÒ Ú‡ ‚fl
‚˙‚ ‚˙Á Í‡ Ò ÔÓ ‚Â Î‡ Ú‡ ÒÂ ÔÓ Ò˙ ̆ Ó ÚÓ ‚Â ÏÂ ‚ ä‡ ÒÂÎ, Â‰‚‡ Ì‡ ÒÚÓ ÚË Ì‡ ÍË ÎÓ ÏÂÚ ‡ ÓÚ
î‡Ì Í ÙÛÚ, ÑÓ ÍÛ ÏÂÌ Ú‡ 11. ÇÂ‰ Ì˙Ê Ì‡ ÔÂÚ „Ó ‰Ë ÌË ‚ ä‡ ÒÂÎ Á‡ Ì‡È-ÏÓ˘ Ì‡ Ú‡ ÔÓ fl ‚‡ Ì‡
Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó ÒÂ Ò˙ ·Ë ‡ ˆÂ ÎËflÚ ıÛ ‰Ó ÊÂÒ Ú ‚ÂÌ Ò‚flÚ. å‡ ÌË ÙÂÒ Ú‡ ‡Á ̃ Ë Ú‡ ̄ Â, ‡ Ë
ÒÂ ÒÚ‡ ıÛ ‚‡ ̄ Â, Ì‡ ÚÓ‚‡. èËÒ Ú ‡Ò ÚÂÌ Ò˙Ï Í˙Ï ÌÂ Á‡ ‚Ë ÒË ÏÓÒÚ Ú‡ Ì‡ ÍÛ ‡ ÚÓ ‡/ıÛ ‰ÓÊ ÌË -
Í‡/ÁË ÚÂ Îfl, Í˙Ï ÒÓ· Ò Ú ‚Â Ì‡ Ú‡ ÒË ÌÂ Á‡ ‚Ë ÒË ÏÓÒÚ ‚ Í‡È Ì‡ ÒÏÂÚ Í‡, Í˙Ï Ò‚Ó ·Ó ‰‡ Ú‡ ‰‡
‚Ë‰fl ËÎË ÌÂ, ‰‡ ÔË Â Ï‡ ËÎË ‰‡ ÓÚ Í‡ Ê‡. à ‡ÍÓ ËÏ‡ı ÔÓ· ÎÂÏ Ò ÔÓÒ ÎÂ‰ Ì‡ Ú‡ ÑÓ ÍÛ ÏÂÌ Ú‡
ÚÓÈ ·Â ËÏÂÌ ÌÓ ‚˙‚ ◊‚˙Á ‚‡ ÌÂ ÚÓ“ Ì‡ Ú‡ÁË ÏË Ò‚Ó ·Ó ‰‡, ‚ Òfl Í‡¯ ÔË ÌÛ ‰‡ Ú‡ Í˙Ï Û˜‡Ò ÚËÂ,
ËÁ ÒËÔ ‚‡ ̆ ‡ ÒÂ Í‡ ̃ ÂÒ Ú ‚Â ÌÓ ‚˙ ıÛ ÏË ‚ Ó Îfl Ú‡ Ì‡ Ï‡ Í‡ Ë ÚÂ ÌË ‡Ì ÁË ÚÂÎ. ê‡Á ·Ë ‡
ÒÂ, Ì‡ ̃ ‡Î Ì‡ Ú‡ Ë‰Âfl Ì‡ ‰‚Â ÚÂ ËÁ ÎÓÊ ·Ë Â Ò˙ ‚˙ ̄ ÂÌ ÌÓ ‡Á ÎË˜ Ì‡. èÂ ̂ Â ‰ÂÌ ÚË ÚÂ ËÏ –
Ò˙˘Ó. ÑÓ ÍÛ ÏÂÌ Ú‡ Â „‡Ì ‰Ë ÓÁ ÌÓ (‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ Ë Í‡ÚÓ Ó·ÂÏ), ÔÓ ÎË ÚË ̃ ÂÒ ÍÓ Ò˙ ·Ë ÚËÂ.
ë˙Á Ì‡ ÌË Â ÚÓ Á‡ ÒËÎ‡, Ì‡Ú Û Ô‡ ÌÓ Á‡ Ì‡‰ 50 „Ó ‰Ë ÌË Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ, ÒÂ ÓÚÎfl ÔÂÁ 2002 ‚
ÔÂ ÚÂÌ ̂ Ëfl Á‡ ÌÂ ÔÓÍ Î‡ ÚË Ï‡ ÔÂ ÙÂÍ Ú ÌÓÒÚ. éÍ ‚ÛË ÖÌ ‚Â ÁÓ, ÌË „Â ËÈÒ ÍÓ/‡ÏÂ Ë Í‡Ì Ò ÍË flÚ
ÍÛ ‡ ÚÓ Ì‡ ÔÓÒ ÎÂ‰ ÌÓ ÚÓ ËÁ ‰‡ ÌËÂ, ÔÓ Í‡ ‡ Ò Û‚Â Â Ì‡ ˙Í‡ ÍÓÌ ̂ ÂÔ ̂ Ë fl Ú‡ ÒË Á‡ ÍÂ Ó ÎË -
Á‡ ̂ Ë fl Ú‡ – Ò‚‡ fl ‚‡ ÌÂ ÚÓ ‚ Ó·˘ ÍÓ ÚÂÎ Á‡ ‡ ‰Ë ◊ÌÓ‚ Ï‡È ̃ ËÌ ÂÁËÍ“. á‡‰ ·Ó ‰‡ ÓÒ Ú‡ Ì‡ ı‡
ÚÂÁË, ÍÓ Ë ÚÓ ÌÂ Ò‡ ËÏ‡ ÎË ◊‚Â ÏÂ“ ‰‡ ÒÍÓ ̃ ‡Ú ‚˙Ú Â – ËÁ ÎÓÊ ·‡ Ú‡, ÔÂÚ‡, ÔÓÒ ÎÂ‰ Ì‡ ÔÎ‡Ú -
ÙÓ Ï‡ ÓÚ ÍÓÌ ̂ ÂÔ ̂ Ë fl Ú‡ Ì‡ ÔÓ ÂÍ Ú‡, ÔÂı ‚˙ Îfl˘ ÒÂ ÓÚ ÚÓ˜ Í‡ Ì‡ ÚÓ˜ Í‡ ÔÓ Ò‚Â Ú‡, ÒÂ
ÍÓÌ ̂ ÂÌ Ú Ë ‡ ÓÍÓ ÎÓ ÔË Â Ï‡ ̆ Ë ÚÂ/ÔÂ ÚÓ Ôfl ‚‡ ̆ Ë ÚÂ ˆÂÌ Ú ‡Î ÌË ÏÂÒ Ú‡, ÚÓÁË ÍÓ ÚÂÎ Ì‡ ÂÁË -
Í‡. àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡ – ÌÂÒ ÔÓ ÒÓ· Ì‡ ‰‡ ÒÂ Ë‰ÂÌ ÚË ÙË ̂ Ë ‡ ÌËÚÓ Ò ÓÚ ‰‡ ‚‡ ÌÂ, ÌËÚÓ Ò ÔË Â -
Ï‡ ÌÂ – ÔÓ˜ ÚË ÌÂ ÔÂ ‰ÓÒ Ú‡ ‚fl ı‡ Ì‡ Ì‡ Ú‡ Í˙‚ ÔÓÂÍÚ. ç‡ ÑÓ ÍÛ ÏÂÌ Ú‡ 11 ÌÂ ÒÂ ·Ó ‡ ‚Â ̄ Â
Ò ÍÓ ÎÂ ·‡ ÌËÂ, ‰ÓË Ë ‰‡ Â ÔÎÓ ‰ÓÚ ‚Ó ÌÓ – „‡Ì ‰Ë ÓÁ ÌÓÒÚ Ú‡, ÔÂ ÙÂÍ Ú ÌÓÒÚ Ú‡ Ì‡ ÍÓÌ ̂ ÂÔ -
ˆËfl Ë ÓÒ˙ ̆ ÂÒ Ú ‚fl ‚‡ ÌÂ Ì‡ ÌÂÈ ÌËfl Ò‚flÚ (ËÏ‡ ̄ Â „Ó, ·ÂÁ Ò˙Ï ÌÂ ÌËÂ) „Ó ËÁËÒ Í ‚‡Ú. 

ÇÂ Ó flÚ ÌÓ, ÊË ‚Â ÂÈ ÍË ‚ ÔÂ Ë ÙÂ Ë fl Ú‡, ÌË Â ÚÛ‰ ÌÓ ‰‡ ÔÓ ‚fl ‚‡ ÏÂ ‚ ‰Â ÏÓÌ Ò Ú ‡ ÚË‚ Ì‡ Ú‡
ÒË „Û ÌÓÒÚ Ì‡ Ò˙Á ‰‡ ÚÂ ÎË ÚÂ Ì‡ Ú‡ Í‡ ‚‡ ËÁ ÎÓÊ ·‡. ífl Ó·flÒ Ìfl ‚‡ ‰Ó „Ó Îfl Ï‡ ÒÚÂ ÔÂÌ Ë ÌÂ ÊÂ -
Î‡ ÌË Â ÚÓ ÁË ÚÂ ÎflÚ ‰‡ ·˙‰Â ÓÒ Ú‡ ‚ÂÌ Ò‡Ï ‰‡ ÒÂ ÓÔ ‡ ‚fl ‚ ÌÂÒ ‚˙ ̄  ‚‡ ̆ ‡ Ú‡ Â ‰Ë ̂ ‡ ÓÚ
◊·ÂÎË ÍÛ ·Ó ‚Â“ Ë ◊˜Â ÌË ÍÛ ÚËË“. é˘Â ÌÂ˘Ó, ÍÓ Â ÚÓ ÒË „Û ÌÓ Ò˙˘Ó ‚˙ ‚Ë ˙Í‡ Á‡ ˙Í‡ Ò
ËÁ ‚ÂÒ Ú ÌÓÒÚ Ú‡ Ë ÔÂ ÙÂÍ Ú ÌÓÒÚ Ú‡, ·Â Ì‡ Î‡ „‡ ÌÂ ÚÓ Ì‡ Í‡ ÒÓ Ú‡ Ú‡, ÓÚ ÍÓ fl ÚÓ ‡Á ÔÓÌÂ ÚÛ‰ ÌÓ
Ì‡ ÏË ‡ı ËÁ ıÓ‰. ífl Ó·Ë ‡ Ó·‡ ̃ Â ÂÎË Ú‡ ÌÓÒÚ Ú‡, ÔÂı ‚˙ Îfl ÁË ÚÂ Îfl ÓÚ ˜Û ‰Â ÌÂ ‚ Û˜Û‰ ‚‡ -
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out to be the ability of the artist to merge with the “accidental” city and its inhabitants, as
well as to incorporate his/her work as a natural and unavoidable point in their daily lives.
There was another hard to translate into Bulgarian concept, non-spectacular art, which
Nuria Enguita Mayo introduced and it illustrates well the task that the curatorial team
defined for itself. If we start discussing the quite common commentary that contemporary
art is hiding in elitism then we should point out that in Manifesta 4 we could see rather
some hidden elitism. 

The “product” on display in Frankfurt was in most cases constructed on location in direct
relation between artist and situation. The layering of independence on top of another inde-
pendence (of artists and curators), the attempt to dissolve the frames of the works, intro-
duced into the show something that I think is quite important – the independence of the
viewer. The viewer was also involved in searching and finding, in defining the limits of the
“emerging” undigested art. Art happens, you just need to look around and to detect its
often arbitrary and sometime shifting edges while being conscious that somebody else
can re-arrange these. This attitude of “chance” placed the curators of Manifesta 4 outside
of the expectations of the art critics (by the way, artists actually benefited the most from
this). The concept of “having no concept” and the absence of a “curatorial manifesto”
actually secured free space for the works while positioning them within the context of
intentional unobtrusiveness. If nothing else Manifesta 4 succeeded in avoiding turning
itself into a space for curatorial experimentation, which happens with a lot of biennials and
which is hinted in the questions to Stéphanie Moisdon Trembley.          

There couldn’t be and there isn’t a text discussing this event that is not at the same time
placing it in relation to the simultaneously taking place Documenta 11 in Kassel, only a 100
kilometers away from Frankfurt. The international art world is gathering together every five
years in Kassel for the most massive event of contemporary art. Manifesta was both
counting on this and was afraid of this. I am partial to the independence of the
curator/artist/viewer, to my own independence, and finally to the freedom to see or not to
see, to accept or to reject. If I had a problem with the last Documenta it was precisely the
way my freedom was “tied up” and I seemed to be forced to take part while the constraint
was pouring down in great quality over my role as a viewer, albeit trained one. Of course,
the initial idea behind the two shows is completely different; their precedents too.
Documenta is a grandiose (in scale too), political event. The awareness of the power of
this event, which has accumulated over the more then 50 years of its existence, material-
ized in 2002 into the claim to unfaltering perfection. Okwui Enwezor, the Nigerian/American
curator of the last edition materialized with a strong hand his concept of creolization – the
melting up in the common pot in favor of the “new mothers tongue”. All those who did not
have “time” to jump in were left out. The exhibition was the fifth and the final platform of
the whole project, which had been moving around the world from a point to a point where
there is concentration of accepting/melting places for this language pot. Eastern Europe,
which is incapable of identifying with either accepting or giving, offers little material for
such a project. Documenta 11 did not deal with hesitation even when it might be produc-
tive. The grandeur, the perfection of the concept and the realization of its world (which
was there beyond doubt) demanded it.    

Living on the periphery it might be hard for us to believe in the demonstrative self-confi-
dence of the creators of such a show. It largely explains the unwillingness to leave the
viewer navigate by him/herself in the never-ending succession of “white cubes” and
“black boxes”. Another aspect, which probably goes hand in hand with the fame and the
perfection of the event, was the imposition of beauty that at least I found hard to escape.
However, the beauty takes over elitism and transfers the viewer from wondering to aston-
ishment. It is pulling him/her into the exclusivity of the unique display, which while orches-
trating the reading of the works may deviate from the intended meaning. It looks like this is
also part of creolization. I was however left mainly with the feeling of being forced. It’s my



16

ÌÂ, ËÁ ‰˙ Ô ‚‡ „Ó ‚ ÒÔÂ ̂ Ë ‡Î ÌÓÒÚ Ú‡ Ì‡ ÔÓ Í‡ Á‡, ‚ ÌÂ „Ó ‚‡ Ú‡ ÛÌË Í‡Î ÌÓÒÚ, ‰Ë Ë ÊË ‡ ̆ Ë
ÔÓ ̃ ËÚ Ì‡ ‡ ·Ó ÚË ÚÂ, ÔÓ Ìfl ÍÓ „‡ ‡Á ÎË ̃ ÂÌ ÓÚ Ô˙ ‚Ó Ì‡ ̃ ‡Î ÌËfl ËÏ – ËÁ „ ÎÂÊ ‰‡ Ë ÚÓ‚‡ Â
˜‡ÒÚ ÓÚ ÍÂ Ó ÎË Á‡ ̂ Ë fl Ú‡. á‡ ÏÂÌ Í‡ÚÓ ÓÒ ÌÓ‚ ÌÓ ÛÒÂ ̆ ‡ ÌÂ, ‚ÒÂ Ô‡Í, ÓÒ Ú‡ Ì‡ Ì‡ ÚËÒ Í˙Ú.
èÓ· ÎÂ Ï˙Ú, ÂÒ ÚÂÒ Ú ‚Â ÌÓ ÒË Â ÏÓÈ, ÏÓÊÂ ·Ë Í‡ÚÓ Ì‡ Ë‰ ‚‡˘ ÓÚ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡, ËÁ ÊË -
‚fl ‚‡ ̆ ‡ ‡Á ÎË˜ Ì‡ Ú‡ ÒË ‰ÂÈÒ Ú ‚Ë ÚÂÎ ÌÓÒÚ. 

éÚ ÚÛÍ ÏÓ„‡ ÎÂÒ ÌÓ ‰‡ ÒÂ ‚˙ Ì‡ Í˙Ï å‡ ÌË ÙÂÒ Ú‡ – ÚÓÁË ÔÓÂÍÚ ÒÂ ËÌ ÚÂ Â ÒÛ ‚‡ ÓÚ ◊Ì‡Ò“,
Á‡ ÏÂ Ìfl Û‚Â Â ÌÓÒÚ Ú‡ Ò Î˛ ·Ó ÔËÚ Ò Ú ‚Ó. ç‡ ‰‡ ÎË Ìfl ÍÓÈ ·Ë Á‡ fl ‚ËÎ, ˜Â àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡ Â
„Ó ÚÓ ‚‡ Ò˙Ò Ò‚Ófl ÒÓ· Ò Ú ‚Â Ì‡ ÔÓ„ ‡ Ï‡ Ë ‚Â˜Â Â ËÁ ̃ ËÒ ÎË Î‡ ·˙ ‰Â ̆ Â ÚÓ ÒË. èÓ-ÒÍÓ Ó ÔÓ -
‰˙Î Ê‡ ‚‡ ‰‡ ÚÂ˜Â ÔÓ ̂ Â Ò˙Ú Ì‡ ÔÓ fl ‚fl ‚‡ ÌÂ, ◊ËÁ ÌËÍ ‚‡ ÌÂ“ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó.
◊èÓÒ ÚÓ ÚÓ Î˛ ·Ó ÔËÚ Ò Ú ‚Ó“ „Ó ÔÓ‰ ı ‡Ì ‚‡, ÓÒ ‚Ó ·ÓÊ ‰‡ ‚‡ „Ó ÓÚ Á‡ ‰˙Î ÊË ÚÂÎ ÌÓÒÚ, ‡Á ̄ Ë -
fl ‚‡ ÔÓÒ Ú ‡Ì Ò Ú ‚Ó ÚÓ ÏÛ. ëÚÂ ÏÂ Ê˙Ú ËÁ ÎÓÊ ·‡ Ú‡ ‰‡ ÔÓ ‰˙Î ÊË ‚ ÔÛ· ÎË Í‡ Ú‡, Î˛ ·Ó ÔËÚ Ò -
Ú ‚Ó ÚÓ ‰‡ ÒÂ ÔÂ ‰‡ ‰Â Ì‡ ÁË ÚÂ Îfl ÒÂ ÓÍ‡ Á‡ Ì‡È-Ò˙ ̆ ÂÒ Ú ‚ÂÌ ÏÓ ÏÂÌÚ ‚ ÔÓÒ Ú Ó fl ‚‡ ÌÂ ÚÓ Ì‡
ÂÍ Ò ÔÓ ÁË ̂ Ë fl Ú‡ ‚˙‚ î‡Ì Í ÙÛÚ. á‡ ÚÓ ‚‡ Í˙Ï å‡ ÌË ÙÂÒ Ú‡ 4 Ò˙Ï ÒÍÎÓ ÌÂÌ ‰‡ ÔË ÎÓ Ê‡ Ó˘Â
Â‰ÌÓ ÓÔ Â ‰Â ÎÂ ÌËÂ – ÂÒ ÚÂÒ Ú ‚Â ÌÓÒÚ. åÓÊÂ ·Ë Á‡ ̆ Ó ÚÓ ÚÓ Ò˙‚ Ô‡ ‰‡ Ò ÏÂ˜ Ú‡ Ú‡ ÏË ‡ ·Ó ÚË
‰‡ ÒÂ ÔÓ fl ‚fl ‚‡Ú ◊Ò‡ÏË“, Í‡ÚÓ ÓÚ ◊ÌË ̆ Ó ÚÓ“, Ò‡ÏÓ ÔÓ Ìfl ÍÓ „‡ Úfl· ‚‡ ‰‡ ËÏ ÒÂ ÔÓ Ï‡ „‡. ÖÒ -
ÚÂÒ Ú ‚Â ÌÓÒÚ ÏÓÊÂ ‰‡ ÒÂ Ì‡ ÏÂ Ë Ë ‚ ÔË Â Ï‡ ÌÂ ÚÓ ÔÓ Í‡ ÌÂÌ ‡‚ ÚÓ ‰‡ ÔÓ ‰‡ ‰Â Û˜‡Ò ÚË Â ÚÓ
ÒË, Ë ‚ „Ó ‚Ó Â ÌÂ ÚÓ Ì‡ ‚ÒÂ ‚˙Á ÏÓÊ ÌË ÂÁË ̂ Ë, ÒÚ‡ ‚‡ ̆ Ë ‡Á ·Ë ‡ Â ÏË ÓÚ ‚Â‰ Ì˙Ê, Ë ÓÒÓ ·Â -
ÌÓ ‚ Ì‡Ò Ú Ó Â ÌË Â ÚÓ ◊Á‡ ·Â ÎÂ ÊË ÏÓ/ÌÂ Á‡ ·Â ÎË ÊË ÏÓ“, Ò˙ Ô˙Ú Ò Ú ‚‡ ̆ Ó ˆfl Î‡ Ú‡ ËÁ ÎÓÊ ·‡.

ë Â‰Ì‡ ÓÚ Ì‡È-ÚÛ‰ ÌË ÚÂ Ë Í‡Ô ËÁ ÌË ÂÍ Ò ÔÓ ÁË ̂ Ë ÓÌ ÌË Á‡ ‰‡ ̃ Ë ‰ÌÂÒ – ‰Â ÏÓÌ Ò Ú ‡ ̂ Ë fl Ú‡ Ì‡
‚Ë ‰Â Ó ‡ ·Ó ÚË/ËÌ Ò Ú‡ Î‡ ̂ ËË, Á‡ ÍÓ Ë ÚÓ Ì‡ ÑÓ ÍÛ ÏÂÌ Ú‡ (600 ˜‡Ò‡ ‚Ë ‰ÂÓ!) ·flı‡ ÒÚÓ Ë ÎË ËÒ -
ÚËÌ Ò ÍË Á‡ÎË ‚ Á‡ ÎË ÚÂ ËÎË Ó· „ ‡Ê ‰‡ ̆ Ë Ó„ ÓÏ ÌË ÂÍ ‡ ÌË, ÒÔ‡ ‚fl ÌÂ ÚÓ Ì‡ å‡ ÌË ÙÂÒ Ú‡ 4
·Â ÓÒÓ ·Â ÌÓ ÔÓ Í‡ Á‡ ÚÂÎ ÌÓ. åÌÓ ÊÂÒ Ú ‚Ó ‡ ·Ó ÚË ·flı‡ Ò˙· ‡ ÌË ‚˙‚ ÇË ‰Â Ó-ÔÂÈÁ‡Ê Ë ÔÓ -
Í‡Á ‚‡ ÌË Á‡ Â‰ ÌÓ – Ì‡ 8 ¯‡ı Ï‡Ú ÌÓ ‡Á ÔÓ ÎÓ ÊÂ ÌË ÂÍ ‡ Ì‡ ‚ Â‰Ì‡ Á‡Î‡ Ì‡ ÏÛ ÁÂfl ◊ôÂ -
‰ÂÎ“. éÁ ‚Û ̃ ‡ ‚‡ ÌÂ ÚÓ Ë‰ ‚‡ ̄ Â ÔÂÁ ÒÎÛ ̄ ‡Î ÍË Ò˙Ò Á‡Ò Ú‡ ‚‡ ÌÂ ÚÓ ÔÂ‰ ‚ÒÂ ÍË Â‰ËÌ ÓÚ Úflı.
í‡ ÍÓ ‚‡ ◊Ò‚Ë ‚‡ ÌÂ“ ÔÓÒ Ú‡ ‚Ë ÔÓ ÊÂÍ ̂ Ë Ë ÚÂ Ò˙˘Ó ‚ ÔÓ ÎÓ ÊÂ ÌË Â ÚÓ ‰‡ ·˙ ‰‡Ú ËÁ ·Ë ‡ ÌË ÓÚ
ÁË ÚÂ Îfl, ÓÒË „Û Ë ÏÛ ÔÓ ‚Â ̃ Â ‡‚ ÌÓÔ ‡ ‚ËÂ ‚ ÒÂ ̆ ‡ Ú‡ Ò Ï‡„ ÌÂ ÚË˜ ÌÓ ‰ÂÈÒ Ú ‚‡ ̆ ‡ Ú‡ ‚Â -
ÏÂ ‚‡ ÏÂ ‰Ëfl. çÓ ‰ÓË ‚ ‡ ·Ó ÚË ÚÂ, ÔÂ‰ Ò Ú‡ ‚fl ÌË ‚ Ò‡ ÏÓÒ ÚÓ fl ÚÂÎ ÌË ◊˜Â ÌË ÍÛ ÚËË“ ‚ ‰Û -
„Ë ÚÂ ËÁ ÎÓÊ ·Â ÌË ÔÓÒ Ú ‡Ì Ò Ú ‚‡ (Í‡ÚÓ ÚÂÁË Ì‡ ã˙ ̃ Â Á‡ ÅÓ fl ‰ÊËÂ‚ Ë ä‡ ÎËÌ ëÂ ‡ ÔË Ó -
ÌÓ‚), ·Â ËÁ ·fl„ Ì‡ ÚÓ ÒÂ ̆ ‡ ̆ Ó ÚÓ ÒÂ ·ÂÁ ÔÓ ̆ ‡‰ ÌÓ ÔÓ„ Î˙ ̆ ‡ ÌÂ ‚ ÒÚË ıË fl Ú‡ Ì‡ ◊‰‚Ë ÊÂ ̆ ‡ Ú‡
ÒÂ Í‡ ÚË Ì‡“. 

ìÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ ÂÒ ÚÂÒ Ú ‚Â ÌÓÒÚ ÔÓ Ò‚ÓÈ Ì‡ ̃ ËÌ ÒÂ ÒÎfl ‚ ËÁ ÎÓÊ ·‡ Ú‡ Ò ‰‡ Ï‡ ÚËÁ Ï‡ Ì‡ ‚ÒÂ -
ÍË‰ ÌÂ ‚Ë Â ÚÓ. Ñ‡ÎË Á‡ ̆ Ó ÚÓ ◊Ô‡ ‚Â ÌÂ ÚÓ“ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó ‚ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡ ÌÂ
ÒÚË „‡ ‰Ó ÚÓ Ú‡Î ÌÓÒÚ (ÌÂ fl ËÒÍ‡?/ÌÂ fl ÏÓÊÂ?), ËÁ „ ÎÂÊ ‰‡ Ë ÚÂı ÌË ̃ ÂÒ ÍË Òfl Í‡¯ ÔÓ-Ó„ ‡ ÌË -
˜Â ÌÓ, ÌÓ ÏÌÓ „Ó ‡‚ ÚÓ Ë (‚ÔÓ ̃ ÂÏ, Ë ÓÚ Á‡ Ô‡‰) Ì‡ ÒÓ˜ ‚‡ ı‡ ‚ÌË Ï‡ ÌË Â ÚÓ ÒË ÔÓ ‚Â ̃ Â Í˙Ï
◊Ò˙ ·Ë ÚËfl“, Ó· ÎÂ ̃ Â ÌË ‚ Ó·ËÍ ÌÓ ‚Â ÌË ‰Â ıË. Ñ‡ Ï‡ ÚËÁ Ï˙Ú, ÚÂ ‡Ú ‡Î ÌÓ ËÁ ·fl„ ‚‡Ì, Ò ‰Â ÒÂ -
ÚË ÎÂ ÚËfl ‚ Å˙Î „‡ Ëfl Ì‡Ô Ë ÏÂ, ÒÂ ÔË‰ ‚Ë ÊË ÔÓ ÓÍÓÎ ÌË, ÌÓ Â‰ ÌÓ‚ Â ÏÂÌ ÌÓ ÔÓ-˜Ó ‚Â¯ ÍË
Ô˙ ÚË ̆ ‡. çÂÔ Ë ÌÛ ‰Â ÌÓ ÚÓ Òfl Í‡¯ ‡Á ‡ ‚fl ÌÂ Ì‡ Ó ÍÓ ÎÓ ËÁ Ï˙Í ‚‡ ‰ÓÒ ÍÓ Ó ÌÂ Á‡ ·Â ÎÂ ÊË ÏË,
ÌÂ fl‰ ÍÓ ÚÛ‰ ÌË ÓÚ ÌÓ ̄ Â ÌËfl Ë ‚Ò˙˘ ÌÓÒÚ ‰Ó Í‡Á ‚‡ ÍÓÎ ÍÓ ÚÓ‚‡ ◊Ì‡ Ó ÍÓ ÎÓ“ ÒÂ Â ‡Á ̄ Ë Ë -
ÎÓ. ÇÒÂ ÍË‰ ÌÂ ‚Ë Â ÚÓ ÌÂ ÏÓÊÂ ‰‡ ËÁ ·Â„ ÌÂ ÌËÚÓ ÍË ÎË fl Ú‡ Ì‡ âÓ ‰Ê‡ Î‡Ì, Ì‡Ò Ú‡ ÌË Î‡ ÒÂ Ì‡
ÓÒ Ú Ó‚ Ì‡ Â Í‡ Ú‡ å‡ÈÌ (ÑÊ‡ÌË åÓÚË), ÌËÚÓ Ô˙ ÚÂ ̄ ÂÒ Ú ‚Ë Â ÚÓ Ò Ï‡Î Í‡ ÎÓ‰ Í‡ ÔÂÁ Í‡ Ì‡ -
ÎË Á‡ ̂ Ëfl (ï‡ÌÒ ò‡·ÛÒ), ÌËÚÓ ÎÛ Ú‡ ÌÂ ÚÓ ËÁ Î‡ ·Ë ËÌÚ ÓÚ ÛÌË ÙÓ ÏÂ ÌË ÒÚ‡ Ë˜ ÍË Ò ÔÓ ÏÌÓ „Ó
‚‡ ÚË (åÓÌËÍ‡ ëÓÒÌÓ‚ÒÍ‡).

Ç˙Á ÏÓÊ ÌÓ Â ÌÂ Á‡ ‚Ë ÒË ÏÓÒÚ Ú‡, ‰Â ÏÓÌ Ò Ú Ë ‡ Ì‡ Ì‡ å‡ ÌË ÙÂÒ Ú‡, ‰‡ ÏÂ ÔË‚ ÎË ̃ ‡ ËÏÂÌ ÌÓ
Í‡ÚÓ ÌÂ „‡ ÚË‚ Ì‡ Á‡ ‚Ë ÒË ÏÓÒÚ Ú‡, ËÁ „ ÎÂÊ ‰‡ ̆ ‡ ÚÓÎ ÍÓ ‚‡ ÔÓÒ ÚÓ flÌ Ì‡ ÚÛÍ. èÓ Ò˙ ̆ Ëfl Ì‡ ̃ ËÌ
‚ËÊ ‰‡Ï Ë ÔÓ fl ‚Ë ÚÂ Ì‡ ÍÛ ‡ ÚÓ ËÚÂ Ë ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ ‚ Ú‡ÁË ÍÌË „‡ – ÚÂ ÌÂ Ú˙ ÒflÚ ‰Û„ ËÁ -
·Ó ÓÒ ‚ÂÌ ‰‡ ÒÚÓ flÚ ÍÓÌ ÚÂÍ ÒÚ ÚÛÍ Ë ÒÂ„‡. à, ‡Á ·Ë ‡ ÒÂ, ÍÓÎ ÍÓ ÚÓ ÔÓ-ÛÒ ÔÂ¯ ÌÓ ÚÓ‚‡ ÒÂ
ÒÎÛ˜ ‚‡, ÚÓÎ ÍÓ ‚‡  ÛÚÓ˜ Ìfl ‚‡ ÌÂ ÚÓ Ì‡ ÔÂ ̂ Â ‰ÂÌ ÚË ÚÂ ÏÛ ËÏ ÔË ÎË ̃ ‡ Ì‡ ‚Í‡ ‚‡ ÌÂ ‚ ÔÓ Â‰ Ì‡
Á‡ ‚Ë ÒË ÏÓÒÚ. éÚ ÌÓ ‚Ó – ÌÂ Ú‚˙ ‰fl, ˜Â Ò‡ ÌÂ ‚ËÌ ÌË, ÌÓ Ò˜Ë Ú‡Ï, ˜Â ÔÓÒ Ú ‡Ì Ò Ú ‚‡ Ú‡ Á‡ ÔÛ· -
ÎË Í‡, ÍÓ ÏÂÌ Ú‡ Ë ÍË ÚË Í‡ ÚÂ ÓÒ Ú‡ ‚flÚ ÛÏË¯ ÎÂ ÌÓ, ‡Á „ ÎÂÊ ‰‡Ú „Ë Í‡ÚÓ ÂÒ ÚÂÒ Ú ‚Â Ì‡ ˜‡ÒÚ ÓÚ
‡ ·Ó Ú‡ Ú‡ ÒË, ÍÓ Â ÚÓ, ËÒ Í‡ ÏÂ ÎË „Ó ËÎË ÌÂ, ÔÓ ‚ÂÊ ‰‡ Í˙Ï Ó˘Â ÌÂ Ó· ıÓ ‰Ë ÏË ÔÓ ÏÂ ÌË.    
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problem of course, and it might be it has to do with coming from Eastern Europe that is
living through its different reality.

Now it’s easy for me to go back to Manifesta because the project is interested in “us”, it
replaces confidence with curiosity. I do not think anybody will claim that Eastern Europe
has its own program and has calculated its future. There is rather an on-going process of
emergence and “springing up” of contemporary art. It feeds on “simple curiosity” which is
releasing it from the necessity and is widening its spaces. The show strived to transfer
itself into the audience, and the curiosity on to the viewer. This turned out to be the main
aspect when the building up the exposition in Frankfurt. That’s why I am inclined to apply
to Manifesta 4 one more definition – naturalness. Maybe because it coincides with my
dream that works appear “be themselves”, out of “nothing”, and they only need some
help from time to time. This naturalness is found in the willingness to accept when an invit-
ed artist sells his participation rights, as well as in the use of all kinds of languages that
are immediately comprehensible, but most of all in the “visible/invisible” attitude that
marked the whole show.     

The way Manifesta 4 handled one of the most difficult and capricious presentation tasks,
to demonstrate video works and installations, is most noticeable. By comparison, in
Documenta they built up real cinema halls within the exhibition spaces or huge surround-
ing screens for the nearly 600 hours of video on display. Numerous video works in
Manifesta were composed in the Video Landscape and were shown together in one of the
spaces of the Stadel Museum on eight screens placed in a check board formation. The
sound came from earphones when the viewer stood up in front of each screen. This “scal-
ing down” made it possible for the viewers to choose which projection to look at and
awarded him/her more equality when encountering the magnetic effects of the temporal
media. However, even the installation of the works presented in separate “black boxes” in
the other exhibition venues (the works of Luchezar Boyadjiev and Kalin Serapionov) avoid-
ed the merciless engulfment by the beastly “moving pictures” media. 

The naturalness and the drama of everyday life merged in the show in specific ways.
Whether because “making” contemporary art in Eastern Europe does not reach the level
of totality (nobody wants it?/nobody can do it?) or because it looks like it is technically
more restricted, but a lot of artists (from the West too) turned their attention to ordinary
events. The drama in the representation that in Bulgaria, for example was theatrically
avoided for decades, took elliptical yet more human ways. The seemingly informal looking
at “what’s just around” for themes is bringing up some unnoticeable until recently and
often difficult relations. It actually proves how much the surroundings have expanded. The
everyday life cannot avoid neither the cell of Öcalan that has landed on an island in the
Main river (Gianni Motti), nor the trip with a small boat through the sewage system (Hans
Schabus), nor the wandering around a labyrinth of uniformed rooms with a lot of doors
(Monika Sosnowska).     

It is possible that the independence demonstrated in Manifesta 4 is attracting me precisely
because it’s the opposite of the dependence that seems to be so permanent here. 
I understand in the same way the appearances of curators and artists in this book – they
are not looking for possibilities other then building up a context here and now. Of course,
the more they are successful, the more each attempt to clarify the precedents of the con-
text appears in their eyes as an attempt to push them into a new dependence. Once
again, I do not claim they are innocent. However, I think they are leaving unoccupied
space for audience, commentary and critique because they see those as an organic part
of their work which, whether we want it or not necessitates further change. 
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å‡Ëfl Ç‡ÒËÎÂ‚‡

ÇçàåÄçàÖ! FRAGILE!
àÎË Í‡Í‚Ó ÒÂ ÍËÂ Á‡‰ Ì‡ Â‰ÌÓ ·ËÂÌ‡ÎÂ 

ç‡ÒÍÓÓ ‚ ‡ÚÂÎËÂÚÓ Ì‡ çÂ‰ÍÓ ëÓÎ‡ÍÓ‚ ÒÂ Ì‡ÒÎ‡Ê‰‡‚‡ıÏÂ Ì‡ ÎÛÍÒÓÁÌËfl ‰˙‚ÂÌ
Ò‡Ì‰˙Í, ‚ ÍÓÈÚÓ Ò‡ ‚˙Ì‡ÚË ËÒÛÌÍËÚÂ ÏÛ, Û˜‡ÒÚ‚‡ÎË ‚ ËÁÎÓÊ·‡ ‚ åÛÁÂfl Á‡
Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó ‚ óËÍ‡„Ó. åÌÓ„Ó ˜ÂÒÚÓ ◊Á‡Ô‡‰ÌËÚÂ“ ÓÔ‡ÍÓ‚ÍË ÔÂ‰ËÁ‚ËÍ‚‡Ú Û
Ì‡Ò ËÒÚËÌÒÍË ‚˙ÁÚÓ„ Ë ÛÏËÎÂÌËÂ. èÓÌflÍÓ„‡ ÚÂ ÒÂ Ô‡ÁflÚ Ò „Ó‰ËÌË Ë ÌÂ fl‰ÍÓ
Ì‡‰ÊË‚fl‚‡Ú ËÁÍÛÒÚ‚ÓÚÓ, Ò˙ı‡Ìfl‚‡ÌÓ ‚ Úflı. éÚ Â‰Ì‡ ÒÚ‡Ì‡, Ò‡ÏË ÔÓ ÒÂ·Â ÒË ÚÂ ˜ÂÒÚÓ
Ò‡ ËÁfl˘ÌË Ó·ÂÍÚË. èÓ-‚‡ÊÌÓ Â Ó·‡˜Â, ˜Â ÒËÏ‚ÓÎËÁË‡Ú ˜ËÒÚËfl, ÔÓ‰Â‰ÂÌ Ë ÛÒÚÓÈ˜Ë‚
art world, Í˙Ï ÍÓÈÚÓ ‚ÒË˜ÍË ÒÂ ÒÚÂÏflÚ.                              

ÉÓÎÂÏËÚÂ ·ËÂÌ‡ÎÂÚ‡, ÚËÂÌ‡ÎÂÚ‡ Ë ‰Û„Ë ÏÂÊ‰ÛÌ‡Ó‰ÌË ÙÓÛÏË Ò‡ Ì‡È-Â‰ËÚÂ (heavy
duty, Í‡ÍÚÓ Í‡Á‚‡Ú ‡ÏÂËÍ‡ÌˆËÚÂ) Ë Î˙ÒÍ‡‚Ë Ò‡Ì‰˙ˆË Ì‡ ıÛ‰ÓÊÂÒÚ‚ÂÌËfl ÊË‚ÓÚ, ˘Â‰Ó
‡Áı‚˙ÎflÌË ËÁ ÔÂÚÚÂ ÍÓÌÚËÌÂÌÚ‡. á‡ Úflı ÚÛ‰ÌÓ ÏÓÊÂ ‰‡ ÒÂ ÛÔÓÚÂ·Ë ÚÂÏËÌ‡ Jack-
in-the-box. é·˘Ó ‚ÁÂÚÓ ÚÓ‚‡, ÍÓÂÚÓ ÒÂ ‚ËÊ‰‡ ‚˙ÚÂ, Â Ó˜‡Í‚‡ÌÓ Ë ‰ÓË ÔÂ‰‚Ë‰ËÏÓ. à
‚ÒÂ Ô‡Í ËÁÌÂÌ‡‰Ë ËÏ‡. à ÚÂ ÌÂfl‰ÍÓ Ò‡ Ò‚˙Á‡ÌË Ò ıÛ‰ÓÊÌËˆË ÓÚ ◊‰Û„Ëfl Ò‚flÚ“,
ÍÓËÚÓ Ò‡ ÂÒÔÂÍÚË‡ÌË ÓÚ ÓÔ‡ÍÓ‚Í‡Ú‡, ÌÓ ÌÂfl‰ÍÓ ÒÂ ÓÚÌ‡ÒflÚ ËÓÌË˜ÌÓ Í˙Ï
Ò˙‰˙Ê‡ÌËÂÚÓ.

ÅËÂÌ‡ÎÂÚÓ Á‡ Â‚ÓÔÂÈÒÍÓ ËÁÍÛÒÚ‚Ó å‡ÌËÙÂÒÚ‡ Â ÒÂ‰ Ì‡È-ÌÂ‚˙ÒÚÌËÚÂ ËÁÚ˙Ò‡ˆË ‚
Ó„ÓÏÌÓÚÓ ·‡„‡ÊÌÓ ÓÚ‰ÂÎÂÌËÂ ÓÚ ÏÂÊ‰ÛÌ‡Ó‰ÌË ÙÓÛÏË. çÂ Ò‡ÏÓ Á‡˘ÓÚÓ ‰ÓÒÂ„‡ Ò‡
ÔÂÏËÌ‡ÎË Â‰‚‡ 4 ËÁ‰‡ÌËfl, ÌÓ Ë ÔÓ‡‰Ë Ò‚ÓflÚ‡ ÒÔÂˆËÙËÍ‡ – ‰‡ ÔÂ‰ÒÚ‡‚fl ÏÎ‡‰Ë
‡‚ÚÓË Ë ‰‡ ÔÓ„ÎÂÊ‰‡ Í˙Ï ‚ÒÂ Ó˘Â ‰Â‚ÒÚ‚ÂÌËÚÂ ÚÂËÚÓËË Ì‡ ËÁÚÓ˜Ì‡ Ö‚ÓÔ‡.
á‡‡‰Ë ÒÍÓÏÌ‡Ú‡ ÒË ‚˙Á‡ÒÚ Ë ÌËÒ˙Í ·˛‰ÊÂÚ, å‡ÌËÙÂÒÚ‡ ÌÓÒË ‚˙ıÛ ÔÎÂ˘ËÚÂ ÒË
Ó˘Â ÔÓ-„ÓÎflÏ ÁÌ‡Í Fragile, Ò ÍÓÈÚÓ ÒÏÂ Ò‚ËÍÌ‡ÎË ‰‡ ÓÁÌ‡˜‡‚‡ÏÂ ÍÂıÍÓÚÓ
Ò˙‰˙Ê‡ÌËÂ Ì‡ Ô˙ÚÛ‚‡˘ËÚÂ ËÁ ˆÂÎËfl Ò‚flÚ Ò‡Ì‰˙ˆË Ò ËÁÍÛÒÚ‚Ó.

ä‡Í‚Ó Ó·‡˜Â ÒÂ ÍËÂ Á‡‰ Ú‡ÁË ÔË‚Ë‰ÌÓ ÌÂÊÌ‡ Ë ÛflÁ‚ËÏ‡ ÒÚÛÍÚÛ‡ Ì‡ å‡ÌËÙÂÒÚ‡?
çflÏ‡ „ÓÎflÏ ÏÂÊ‰ÛÌ‡Ó‰ÂÌ ÙÓÛÏ, ÍÓÈÚÓ ‰‡ Â ÔÓÒ‚ÂÚÂÌ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ Á‡‡‰Ë Ò‡ÏÓÚÓ
ËÁÍÛÒÚ‚Ó. èÓ‰Ó·Ì‡ Ë‰Â‡ÎËÒÚË˜Ì‡ ÔÂ‰ÒÚ‡‚‡ ·Ë ·ËÎ‡ Ì‡È-Ï‡ÎÍÓÚÓ ÌÂ‚flÌ‡. èÓ‚Â˜Â ÓÚ
‚ÒflÍÓ„‡ ËÁÍÛÒÚ‚ÓÚÓ Â Ò‚˙Á‡ÌÓ Ò ËÌÙÓÏ‡ˆËflÚ‡ Ë ÍÓÏÛÌËÍ‡ˆËflÚ‡. Ç˙ÁÍËÚÂ Ò
ÔÓÎËÚËÍ‡Ú‡ Ë ËÍÓÌÓÏËÍ‡Ú‡ Ò‡ ËÁÍÎ˛˜ËÚÂÎÌÓ ÒËÎÌË, ÍÓÂÚÓ – ÌflÏ‡ ‰‡ Â ÔÂÒËÎÂÌÓ ‰‡
ÒÂ Í‡ÊÂ – „Ó ÔÂ‚˙˘‡ ‚ ˜‡ÒÚ ÓÚ ÏÂı‡ÌËÁÏËÚÂ Ì‡ ‚Î‡ÒÚÚ‡. 

ã˛·ÓÔËÚÌÓ Â ‰‡ ÒÂ ÔÓÒÎÂ‰Ë Í‡Í‚Ó ÏÂÊ‰ÛÌ‡Ó‰ÌËÚÂ ÍÛ‡ÚÓË Ì‡ å‡ÌËÙÂÒÚ‡
ËÁ‚‡‰Ëı‡ ÓÚ ÍÛÚËflÚ‡ Ò ÂÚËÍÂÚ ◊Å˙Î„‡ÒÍÓ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó“. ç‡ Ô˙‚ÓÚÓ ËÁ‰‡ÌËÂ
ÔÂÁ 1996„. çÂ‰ÍÓ ëÓÎ‡ÍÓ‚ Û˜‡ÒÚ‚‡ Ò ‡·ÓÚ‡Ú‡ ÒË “This is me, too…” (◊íÓ‚‡ Ò˙˘Ó Ò˙Ï
‡Á“)1 – Ù‡ÌÚ‡ÒÚË˜ÂÌ Ë Á‡ÌËÏ‡ÚÂÎÂÌ ‡ÁÍ‡Á Á‡ ÊË‚ÓÚ‡ Ì‡ Â‰ËÌ ıÛ‰ÓÊÌËÍ, ÔÂÓ·‡ÁÂÌ
Í‡ÚÓ ‚Í‡ÏÂÌÂÎÓÒÚ, ÔÂÔ‡Ë‡Ì‡ Ô‡ÚËˆ‡, ÒÌÂÊËÌÍ‡, ıÂ·‡ËÁË‡ÌÓ ˆ‚ÂÚÂ Ë ‰.
Ú‡ÌÒÙÓÏ‡ˆËË, ÍÓËÚÓ ÓÚ‡Áfl‚‡Ú ÊÂÎ‡ÌËÂÚÓ Ì‡ ‚ÒÂÍË ‰‡ ·˙‰Â ÌflÍÓÈ ‰Û„. 
à Ì‡‰ÂÊ‰‡Ú‡ Ì‡ ‡‚ÚÓ‡, ˜Â ÏÓÊÂ ·Ë ÔÓ-ÚÓÁË Ì‡˜ËÌ ˘Â ÓÒ˙˘ÂÒÚ‚Ë ÔÓ-‡‰ÂÍ‚‡ÚÌË
ÓÚÌÓ¯ÂÌËfl Ò Ó·˘ÂÒÚ‚ÓÚÓ Ì‡ÓÍÓÎÓ.

èÂÁ 1998 „. ‚ ã˛ÍÒÂÏ·Û„ ‰- É‡ÎÂÌÚËÌ É‡ÚÂ‚ Û˜‡ÒÚ‚‡ Ò ‡·ÓÚ‡Ú‡ ÒË “Motor Engines
with a Regional Purpose. Evidence” (◊èÂ‚ÓÁÌË ÒÂ‰ÒÚ‚‡ Ò Â„ËÓÌ‡ÎÌÓ

1 ‚ËÊ: Manifesta 1, catalogue of the first edition of a new European Biennial of Contemporary Art,  
Rotterdam, the Netherlands, 1996
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Maria Vassileva

FRAGILE! HANDLE WITH CARE!
Or what’s behind a biennial

We were admiring in the studio of Nedko Solakov recently the luxurious wooden crate in
which his drawings had come back after a show in the Museum of Contemporary Art in
Chicago. Quite often the “western” packaging is triggering true enthusiasm and compas-
sion in us. Sometimes these are kept for years and often survive longer then the artworks
they are “housing”. On one hand, they are often fine objects by themselves. It’s more
important however, that they are a symbol of the clean, ordered and stable art world,
which everybody is aspiring for.    

The big biennials, triennials and other international forums are the largest (heavy duty, as
the Americans say) and shiniest “crates” of the artistic life generously scattered all over
the five continents. One can hardly say about them “Jack-in-the-box”. In general, what one
can see inside is expected and even predictable. However, there are surprises. Often
these are coming with artists from “the other world” that are impressed by the packaging
but are frequently ironical towards the content.  

Manifesta, the Biennial for European art, is among the youngest spring outs in the gigantic
fright compartment full of international forums. Not only because so far there have only
been 4 events but also because of its specifics – to present young artists as well as to
look into the still virgin territories of Eastern Europe. Because of its modest age and low
budget, Manifesta is marked by an even larger sized fragile sticker that we are used to
paste on crates traveling all over the world full of art. 

However, what is hidden behind the seemingly tender and vulnerable structure of
Manifesta? There is no large international event, which is dedicated to art for its own sake.
Such an idealistic concept would be untrue, to say the least. More then ever, art is related
to information and communication. The links to politics and economy are very strong and
it wouldn’t be an overstatement to claim that it has been turned into part of the mecha-
nisms of power. 
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ÔÂ‰Ì‡ÁÌ‡˜ÂÌËÂ. ÑÓÍ‡Á‡ÚÂÎÒÚ‚Ó“). íÓ‚‡ Â ‰Û„‡ ÔÓÎÛËÒÚËÌÒÍ‡-ÔÓÎÛÙ‡ÌÚ‡ÒÚË˜Ì‡
ËÒÚÓËfl Á‡ Ó·ËÍÓÎÍËÚÂ Ì‡ ˜ÂÚËËÏ‡ Ò‚Â˘ÂÌËˆË ‚ ÅÓÚÂ‚„‡‰ÒÍËfl ‡ÈÓÌ Ë
ÚÂıÌË˜ÂÒÍËÚÂ ÔÓ·ÎÂÏË ÓÍÓÎÓ ÚÂıÌËÚÂ ‚ÓÁËÎ‡ Í‡ÚÓ ÏÂÚ‡ÙÓ‡ Ì‡ ÔÓıÓÊ‰‡˘ÓÚÓ (ËÎË
Á‡Ô‡‰‡˘Ó) Ó·˘ÂÒÚ‚Ó. àÎË Í‡ÍÚÓ ÔË¯Â ‚ ÚÂÍÒÚ‡ Í˙Ï ‡·ÓÚ‡Ú‡ ÏÛ ıÛ‰ÓÊÌËÍ˙Ú
ÔÂ‰ÒÚ‡‚fl “daily madness of life in a post-communist country” 2. 

èÂÁ 2000 „. è‡‚‰ÓÎ˛· à‚‡ÌÓ‚ ËÁÎ‡„‡ ◊í‡ÌÒÙÓÏ‡ˆËflÚ‡ ‚ËÌ‡„Ë ÓÚÌÂÏ‡ ‚ÂÏÂ Ë
ÂÌÂ„Ëfl“ 3. Çfl˘‡Ú‡ Ë ÔÓÒÚÂÔÂÌÌÓ ÔÂ‚˙˘‡˘‡ ÒÂ ‚ Ô‡‡ ‚Ó‰‡ ÓÚ ‰ÂÒÂÚÍË ÚÂÌ‰ÊÂË
Ë ˜‡ÈÌËˆË Â ÂÎÂ„‡ÌÚÌ‡ ÏÂÚ‡ÙÓ‡ Ì‡ ‚ÂÏÂÚÓ, ‚ ÍÓÂÚÓ ıÓ‡Ú‡ ÓÚ Ì‡¯Ëfl Í‡È Ì‡ Ò‚ÂÚ‡
ÊË‚ÂflÚ.

2002 „. Â ÓÒÓ·ÂÌÓ ÛÒÔÂ¯Ì‡ Á‡ Å˙Î„‡Ëfl ÌÂ Ò‡ÏÓ Ò Û˜‡ÒÚËÂÚÓ Ì‡ ü‡ ÅÛ·ÌÓ‚‡ ‚
ÍÛ‡ÚÓÒÍËfl ÂÍËÔ Ì‡ å‡ÌËÙÂÒÚ‡ 4, ÌÓ Ë Ò ÔÂ‰ÒÚ‡‚flÌÂÚÓ Ì‡ ÚËÏ‡ ·˙Î„‡ÒÍË
ıÛ‰ÓÊÌËˆË 4. ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ Ò˙Á‰‡‚‡ Ì‡ ÏflÒÚÓ ‡·ÓÚ‡Ú‡ “I want you for M4” (◊ÄÁ
ÚÂ ËÒÍ‡Ï Á‡ å4“) – ‚Ë‰ÂÓÔÓÚÂÚË Ì‡ ‡ÌÓÌËÏÌË ÊËÚÂÎË Ì‡ î‡ÌÍÙÛÚ ‚ ÒÚËÎ‡ Ì‡
ÍÎ‡ÒË˜ÂÒÍËfl Ê‡Ì, ÌÓ Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ÌÓ‚ËÚÂ ÚÂıÌÓÎÓ„ËË. ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚
ÔÂ‰ÒÚ‡‚fl ‚Ë‰ÂÓÚÓ “Unrendered” 5. ç‡ ÓÊË‚ÂÌÓ ÏflÒÚÓ ‚ ñ˛Ëı ÚÓÈ Á‡ÒÌÂÏ‡ ıÓ‡Ú‡,
˜‡Í‡˘Ë Ì‡ ◊ÏflÒÚÓÚÓ Á‡ ÒÂ˘Ë“, ÓÔËÚ‚‡ÈÍË ÒÂ ‰‡ ÛÎÓ‚Ë ÚÛ‰ÌÓ ÍÓÌÚÓÎËÛÂÏ‡Ú‡
ÒËÚÛ‡ˆËfl Ì‡ Ô˙ÎÌÓÚÓ Ò ıÓ‡ Ó·˘ÂÒÚ‚ÂÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ë ‰‡ fl ÔÂ‚˙ÌÂ ‚
◊Î‡·Ó‡ÚÓÌ‡ ÒËÒÚÂÏ‡ ÓÚ ÂÎÂÏÂÌÚË, ÔË ÍÓflÚÓ ÌÂÓ·‡·ÓÚÂÌËflÚ, ‰ÓÍÛÏÂÌÚ‡ÎÂÌ
Ï‡ÚÂË‡Î ÒÂ ÔÂ‚˙˘‡ ‚ Ó·ÂÍÚ Ì‡ ÍÓÌÚÓÎË‡ÌÓ Ì‡·Î˛‰ÂÌËÂ“ 6. à‚‡Ì åÛ‰Ó‚ Â
‚ÍÎ˛˜ÂÌ ‚˙‚ ‚Ë‰ÂÓÔÓ„‡Ï‡Ú‡ Ì‡ ËÁÎÓÊ·‡Ú‡ Ò ‡·ÓÚ‡Ú‡ “Traffic Control” (◊í‡ÙËÍ
ÍÓÌÚÓÎ“), ‰ÓÍÛÏÂÌÚ‡ˆËfl Ì‡ Ô˙ÙÓÏ‡ÌÒ ‚ É‡ˆ, Ä‚ÒÚËfl ÔÂÁ 2001 „., Í˙‰ÂÚÓ ÚÓÈ
ÌÂÎÂ„‡ÎÌÓ Â„ÛÎË‡ ÓÊË‚ÂÌÓ Í˙ÒÚÓ‚Ë˘Â, Ó·ÎÂ˜ÂÌ ‚ ÛÌËÙÓÏ‡ Ì‡ ·˙Î„‡ÒÍË
ÔÓÎËˆ‡È. 

ÄÍÓ ‡Ì‡ÎËÁË‡ÏÂ ËÁ·Ó‡ Ì‡ ‡·ÓÚËÚÂ Ì‡ ·˙Î„‡ÒÍËÚÂ Û˜‡ÒÚÌËˆË ‚ ‰ÓÒÂ„‡¯ÌËÚÂ
ËÁ‰‡ÌËfl Ì‡ å‡ÌËÙÂÒÚ‡ ˘Â ÔÓÒÎÂ‰ËÏ ÓÔÂ‰ÂÎÂÌÓ ‰‚ËÊÂÌËÂ. éÚ Ú‚Ó·Ë, ËÁ‡Áfl‚‡˘Ë
ÏÂÒÚÌ‡Ú‡ ÒÔÂˆËÙËÍ‡ ËÁ·Ó˙Ú ÒÂ ‰‚ËÊË Í˙Ï Ú‚Ó·Ë Ò Ó·˘Ó Á‚Û˜ÂÌÂ. ÄÍÓ ÔÓÂÍÚ˙Ú Ì‡
çÂ‰ÍÓ ëÓÎ‡ÍÓ‚ Â ‰ËÂÍÚÌ‡ ÂÙÎÂÍÒËfl Ì‡ Â‰ÌÓ Á‡Ú‚ÓÂÌÓ Ó·˘ÂÒÚ‚Ó; ÚÓÁË Ì‡
É‡ÎÂÌÚËÌ É‡ÚÂ‚ Ó˘Â ÔÓ‚Â˜Â ÒÂ ËÁÓÎË‡ ‚ ‡ÏÍËÚÂ Ì‡ ˜‡ÒÚÌÓÚÓ; ÔË è‡‚‰ÓÎ˛·
à‚‡ÌÓ‚ Á‡·ÂÎflÁ‚‡ÏÂ ÓÚ‡Áfl‚‡ÌÂ Ì‡ ÏÂÒÚÌË ÔÓ·ÎÂÏË, Ï‡Í‡ Ë Ò ÏÂÚ‡ÙÓË˜ÌË
ÒÂ‰ÒÚ‚‡, ÚÓ ÔË ÒÎÂ‰‚‡˘ËÚÂ ÚË ÔÓÂÍÚ‡ ÓÔÎ‡Í‚‡ÌÂÚÓ Â Á‡·‡‚ÂÌÓ Ë ‰ÓË Á‡ÏÂÌÂÌÓ
Ò ËÓÌË˜Ì‡ ‡„ÂÒËfl ÔÓ ÓÚÌÓ¯ÂÌËÂ Ì‡ ◊‰Û„Ëfl Ò‚flÚ“. ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ ÔËÂÏ‡
ÓÎflÚ‡ Ì‡ ÔÒËıÓÎÓ„-‡Ì‡ÎËÁ‡ÚÓ, ÓÔËÚ‚‡˘ ÒÂ ‰‡ Ò˙Á‰‡‰Â ÔÓÚÂÚ Ì‡ Ò˙‚ÂÏÂÌÌËfl
„ÂÏ‡ÌÂˆ. à‚‡Ì åÛ‰Ó‚ ‰ËÂÍÚÌÓ Ì‡‚ÎËÁ‡ ‚ ÏÂ˜Ú‡ÌËÚÂ ÚÂËÚÓËË Ì‡ ◊á‡Ô‡‰‡“ Ë
Ô‡‚Ë ÓÔËÚ (ÔË ÚÓ‚‡ ÛÒÔÂ¯ÂÌ) ‰‡ Â„ÛÎË‡ ÛÎË˜ÌÓÚÓ ‰‚ËÊÂÌËÂ (Í‡ÚÓ ÒËÏ‚ÓÎ Ì‡
ÊË‚ÓÚ‡) Ú‡Ï. ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚ ‚˙Ó·˘Â ËÁÏÂÒÚ‚‡ ÔÓ„ÎÂ‰ ÓÚ ‰ËÎÂÏ‡Ú‡ ◊íÛÍ-í‡Ï“ Ë ÒÂ
Á‡ÌËÏ‡‚‡ Ò Ó·˘Ó˜Ó‚Â¯ÍË ÌÂ˘‡.

ë ÚÂ˜ÂÌËÂ Ì‡ „Ó‰ËÌËÚÂ ËÌÚÂÂÒ˙Ú Ì‡ ÍÛ‡ÚÓËÚÂ Ì‡ å‡ÌËÙÂÒÚ‡ Í˙Ï ÍÓÌÍÂÚÌ‡Ú‡
ÂÍÁÓÚËÍ‡ ÒÂ ËÁÏÂÒÚ‚‡ ÔÓ ÔÓÒÓÍ‡ Ì‡ ‚˙ÁÏÓÊÌÓÒÚËÚÂ Á‡ ‰Ë‡ÎÓ„, Í˙Ï ÚÓ‚‡, ÍÓÂÚÓ ü‡
ÅÛ·ÌÓ‚‡ Ì‡Ë˜‡ “in-between reality” 7 – ÏflÒÚÓ ÏÂÊ‰Û ÏflÒÚÓÚÓ, ÓÚÍ˙‰ÂÚÓ ‡ÚËÒÚ˙Ú
ÔÓËÁıÓÊ‰‡ Ë ‡·ÒÚ‡ÍÚÌÓÚÓ ÌÂ-ÏflÒÚÓ Ì‡ „ÓÎÂÏËfl „‡‰. à‰ÂflÚ‡ Â ÌÂ ‰‡ ÒÂ
ÔÓ‰˜ÂÚ‡‚‡Ú ‡ÁÎËÍËÚÂ, ‡ ‰‡ ÒÂ ËÌÚÂ„Ë‡Ú ‡ÁÎË˜ÌËÚÂ Ô‡ÍÚËÍË. íÓ‚‡ ‰‚ËÊÂÌËÂ

2 ◊‚ÒÂÍË‰ÌÂ‚Ì‡Ú‡ ÎÛ‰ÓÒÚ Ì‡ ÊË‚ÓÚ‡ ‚ ÔÓÒÚ-ÍÓÏÛÌËÒÚË˜ÂÒÍÓÚÓ Ó·˘ÂÒÚ‚Ó“, 
‚ËÊ: http://www.manifesta.org

3 ‚ËÊ: Manifesta 3, European Biennial of Contemporary Art, Ljubljana, Slovenia, 2000
4 ‚ËÊ: Manifesta 4, European Biennial of Contemporary Art, Frankfurt/Main, Germany, 2002
5 ÓÚ ‡Ì„Î. – ÌÂÔÂÒÏÂÚÌ‡ÚÓ, ÚÂÏËÌ ÓÚ ‚Ë‰ÂÓÏÓÌÚ‡Ê‡
6 EXPORT-IMPORT. ë˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó ÓÚ Å˙Î„‡Ëfl, ëÓÙËfl, 2003
7 Manifesta 4. Conversation Iara Boubnova, Nuria Enguita Mayo and Stéphanie Moisdon-Trembley,   
Frankfurt 18 May 2002
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It is interesting to follow what the international curators of Manifesta picked out of the
crate labeled “Contemporary Bulgarian Art”. The first event in 1996 saw the participation of
Nedko Solakov with his work “This is me, too…” 1, a fantasmagorical and entertaining nar-
rative about the life of an artist who has turned into a fossil, a stuffed duck, a snowflake, a
dried flower, and other transformations that are reflecting on everybody’s wish to be some-
body else. There is also the hope of the artist that this way he might be able to achieve
more adequate relations with the surrounding society. 

In 1998 in Luxemburg Galentin Gatev M.D. participated with his work “Motor Engines with
a Regional Purpose. Evidence”. This is another half-true, half-imagined story about the
rounds that four local priests are doing in the area of the city of Botevgrad, Bulgaria and
about the technical problems they are having with their vehicles as a metaphor for the tod-
dling (or deteriorating) society. Or as the catalogue text for his work says, the artists is
showing “daily madness” of life in a post-communist country” 2.  

In 2000 Pravdoliub Ivanov showed “Transformation always takes time and energy” 3. 
The boiling and slowly evaporating water from the dozens of pots and pans is an elegant
metaphor for the time people from our neck of the woods are living through. 
2002 was very successful for Bulgaria not only because of the participation of Iara
Boubnova in the curatorial team of Manifesta 4 but also because of the presentation of
three artists from Bulgaria 4. Luchezar Boyadjiev developed on location his work “I want
you for M4” – video portraits of anonymous people from Frankfurt in the style of the classi-
cal genre but using new technology. Kalin Serapionov showed his video “Unrendered” 5.
In a crowded place in Zurich he is filming the people waiting at a Meeting Point. He is try-
ing to capture the hard to control situation in a public space full of people while transform-
ing it into a “laboratory set of elements where the unrendered documentary material is
turning into an object of controlled surveillance” 6. Ivan Moudov takes part in the video
landscape of Manifesta 4 with the work “Traffic Control” which is a documentary about his
performance in Graz, Austria in 2001. Dressed up in the uniform of a Bulgarian traffic cop,
the artist is illegally regulating the car traffic at a busy intersection. 

We can detect a certain sequence if we were to analyze the selection of works from
Bulgarian artists in all Manifesta events. From works that refer to some local specifics the
choice is moving towards works with general impact. If Nedko Solakov project is a direct
reflection on a closed off society, the one of Galentin Gatev M.D. is removed even further
into the private domain. In the work of Pravdoliub Ivanov one can still see a reflection on
local problems although treated in metaphorical ways. The next three projects though, have
forgotten about complaining and have even replaced it with ironical aggression towards the
“other world”. Luchezar Boyadjiev is casting himself as a psychoanalyst who is trying to
build up a portrait of the German person of today. Ivan Moudov has entered straight into the
cherished territories of the “West” and is attempting (successfully at that) to regulate the car
traffic (as a symbol of life) there. Kalin Serapionov is altogether shifting his gaze form the
dilemma of “here and there” and is moving on to general human concerns. 

With time the interest of the Manifesta curators is shifting from the local exotics in the
direction of the possibilities for a dialogue, or to what Iara Boubnova refers to as “in-

1 See: Manifesta 1, catalogue of the first edition of a new European Biennial of Contemporary Art,  
Rotterdam, The Netherlands, 1996

2 See: http://www.manifesta.org
3 See: Manifesta 3, European Biennial of Contemporary Art, Ljubljana, Slovenia, 2000
4 See: Manifesta 4, European Biennial of Contemporary Art, Frankfurt/Main, Germany, 2002
5 Not yet calculated digital footage, a term from video montage 
6 EXPORT-IMPORT. Contemporary Art from Bulgaria, Sofia 2003
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ÓÚ‡Áfl‚‡ ÌÂ Ò‡ÏÓ ÒÓˆË‡ÎÌËÚÂ ÔÓÏÂÌË ‚ ‡ÁÎË˜ÌËÚÂ ÒÚ‡ÌË, ÌÓ Ë ˆflÎÓÒÚÌÓÚÓ
‡Á‚ËÚËÂ Ì‡ å‡ÌËÙÂÒÚ‡ Í‡ÚÓ ÙÓÛÏ, ÓÚ‡Áfl‚‡˘ ÚÂÁË ÔÓÏÂÌË. á‡ ÌÂ„Ó ‚ „ÓÎflÏ‡
ÒÚÂÔÂÌ ‚‡Ê‡Ú ‰ÛÏËÚÂ Ì‡ Ñ‡Ì ä‡ÏÂ˙Ì “We know that an exhibition is not the world, but
it addresses what the world is about” 8.  

å‡ÌËÙÂÒÚ‡ Â ÏÓÊÂ ·Ë Ì‡È-ÊË‚ÓÚÓ ÏÂÊ‰ÛÌ‡Ó‰ÌÓ ·ËÂÌ‡ÎÂ – ÔÓ‡‰Ë Ò‡‚ÌËÚÂÎÌÓ
Ï‡ÎÍËfl ÒË Ó·ÂÏ, ÔÓ‡‰Ë Ù‡ÍÚ‡, ˜Â ‚ÒÂÍË Ô˙Ú ÒÏÂÌfl ÏflÒÚÓÚÓ ÒË Ë ‡Á·Ë‡ ÒÂ, ÔÓ‡‰Ë
ÚÓ‚‡, ˜Â ‚ „ÓÎflÏ‡ ˜‡ÒÚ Â Ó·˙Ì‡ÚÓ Í˙Ï Ì‡È-·˙ÁÓ ÔÓÏÂÌfl˘Ëfl ÒÂ ÔÂÁ ÔÓÒÎÂ‰ÌËÚÂ 15
„Ó‰ËÌË ‡ÈÓÌ Ì‡ Ò‚ÂÚ‡. èÓ ÒËÎ‡Ú‡ Ì‡ ÍÛ‡ÚÓÒÍ‡Ú‡ ‚ÓÎfl Ë ÔÓ ‚˙ÚÂ¯Ì‡Ú‡ ÎÓ„ËÍ‡ Ì‡
ËÁÎÓÊ·ÂÌËfl ÏÂı‡ÌËÁ˙Ï ÚÓÁË ÙÓÛÏ ÒÎÂ‰‚‡, ‡ ÌÂ Ï‡ÌËÔÛÎË‡ Ò˙·ËÚËflÚ‡. Ç „ÓÎflÏ‡
ÒÚÂÔÂÌ ÚÓ‚‡, ÍÓÂÚÓ ÔÓÍ‡Á‚‡ Â ÚÓ‚‡, ÍÓÂÚÓ ÒÂ ÒÎÛ˜‚‡. éÒÓ·ÂÌÓ ÒËÎÌÓ ÚÓÁË Ù‡ÍÚ
ÔÓÎË˜‡ Ì‡ ÔÓÒÎÂ‰ÌÓÚÓ ËÁ‰‡ÌËÂ Ì‡ å‡ÌËÙÂÒÚ‡, ÍÓÂÚÓ ÓÒÚ‡‚Ë ËÁÎÓÊ·‡Ú‡ ·ÂÁ ÚÂÏ‡,
Ú.Â. ·ÂÁ ‡ÏÍ‡ Á‡ ‚˙ÁÏÓÊÌÓ Ì‡È-‰˙Î˙„ ÔÂËÓ‰. à‰ÂflÚ‡ Ì‡ ÍÛ‡ÚÓËÚÂ ·Â ÌÂ ‰‡
ÔÂ‰ÓÔÂ‰ÂÎflÚ ÌÂ˘‡Ú‡, ‡ ‰‡ „Ë ÓÒÚ‡‚flÚ ÚÂ Ò‡ÏË ‰‡ ÓÙÓÏflÚ Ó·˘Ëfl ‚Ë‰ Ì‡ ·ËÂÌ‡ÎÂÚÓ.
íÓ‚‡ Ó˘Â ‚Â‰Ì˙Ê ÔÓ‰˜ÂÚ‡ ‡ÍÚË‚Ì‡Ú‡ ÔÓÁËˆËfl Ì‡ Ò˙‚ÂÏÂÌÌÓÚÓ ËÁÍÛÒÚ‚Ó,  ÍÓÂÚÓ ‚

8 ◊áÌ‡ÂÏ, ˜Â Â‰Ì‡ ËÁÎÓÊ·‡ ÌÂ Â ˆÂÎËfl Ò‚flÚ, ÌÓ ÒÂ ÓÚÌ‡Òfl Á‡ ÚÓ‚‡ Í‡Í‚Ó Â Ò‚ÂÚ˙Ú“ ; ‚: Interviews   
with Ten International Curators by Carolee Thea, New York 2001, p. 101

èÓ‰ÂÊ‰‡ÌÂ Ì‡ ·Ë·ÎËÓÚÂÍ‡Ú‡ Ì‡ å‡ÌËÙÂÒÚ‡ 4

Preparation of the Book Collection of Manifesta 4 
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between reality” 7 – the place in between the artist’s place of origin and the abstract non-
place of the big city. The idea is not to underline the differences but to integrate the differ-
ent practices. This shift is not only reflecting the social changes in various countries but
also the allover development of Manifesta as a forum to reflect on these changes. The
words of Dan Cameron “We know that an exhibition is not the world, but it addresses what
the world is about” 8  are especially valid here.   

Manifesta is probably the most lively international biennial because of its relatively small
size, because of the fact that it changes its host city for every event, and naturally,
because it is also operating in the most dynamic part of the world in the last 15 years. By
the force of the curatorial will and by the inner logic of the exhibition mechanics, this
forum is following rather then manipulating the events. The fact was quite noticeable in the
last Manifesta event, which left the show without a theme, that is – without a framework
(label), for as long as possible. The idea of the curators was not to predetermine the way
things should be but rather to leave it up to all things define the allover image of the bien-
nial. Which is stressing once again the active position of contemporary art. In its many
guises it finds different ways to reach the viewer.   

7 Manifesta 4. Conversation Iara Boubnova, Nuria Enguita Mayo and Stéphanie Moisdon-Trembley,  
Frankfurt, 18 May 2002

8 In: Interviews with Ten International Curators by Carolee Thea, New York 2001, p. 101
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èÓÚËÍÛÒ Ò ‡·ÓÚ‡Ú‡ Ì‡ å‡Í Å‡ÈÎ Resist

Porticus with Resist by Marc Bijl

Ä‚ÚÓ·ÛÒÌ‡ ÒÔËÍ‡ ‚˙‚ î‡ÌÍÙÛÚ Ò ‡·ÓÚ‡Ú‡ Ì‡

ÄÌ‰Â äÛÎÛÌ˜Ë˜ ïÛ‰ÓÊÌËÍ ÓÚ ... (‰ÂÚ‡ÈÎ) 

Bus stop in Frankfurt with the work of Andreja Kuluncic

Artist from ... (detail)

óÎÂÌÓ‚Â Ì‡ „ÛÔ‡ ROR – Revolutions on Request ‚ ËÌÒÚ‡Î‡ˆËÚ‡ ÒË 

Ô‡˜Â ÔÓ Ô‡˜Â

Members of ROR – Revolutions on Request group in their installation 

piece by piece

É‡ÁË·Ó Ì‡ ë‡Ì˜Ó ëËÎ‚‡ Â ÔÓˆÂÒ Ì‡ ËÁ„‡Ê‰‡ÌÂ

Gazebo by Sancho Silva, construction process

î‡„ÏÂÌÚ ÓÚ ËÌÒÚ‡Î‡ˆËÚ‡ Ì‡ ãËÁ ï‡ÎÂ‚ 

Ñ‡ ÔÂ‰ÒÚ‡‚¯ Ò‚ÂÚ‡ 

Fragement from the installation of Lise Harlev 

To Represent the World

àÌÒÚ‡ÎË‡ÌÂ Ì‡ ‡·ÓÚ‡Ú‡ Ì‡ à·ÓÌ Ä‡Ì·ÂË

Installation of the work of Ibon Aranberri

å‡ÌËÙÂÒÚ‡ 4 / Manifesta 4
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ü‡ ÅÛ· ÌÓ ‚‡, ËÌ ÚÂ ‚˛ Ë ‡ Ì‡ ÓÚ 
ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ 
ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: åËÒ ÎË¯ ÎË, ˜Â åÂÊ ‰Û Ì‡ Ó‰ ÌËflÚ ·Ó‰ Ì‡ å‡ ÌË ÙÂÒ Ú‡ Â
Ì‡Ô ‡ ‚ËÎ ÎÓ „Ë ̃ ÂÌ ËÁ ·Ó Ì‡ „‡ ‰‡ î‡Ì Í ÙÛÚ Ì‡ å‡ÈÌ Í‡ÚÓ ‰Ó Ï‡ ÍËÌ Ì‡ ˜ÂÚ -
‚˙ ÚÓ ÚÓ π ËÁ ‰‡ ÌËÂ? åÌÓ „Ó „Â Ï‡Ì ̂ Ë Ì‡ Ë ̃ ‡Ú ÚÓÁË „‡‰ ◊Å‡Ì Í ÙÛÚ“. íÓÈ ÌflÏ‡
ËÏË ‰Ê Ì‡ ‡ ÚËÒ ÚË ̃ ÂÌ „‡‰ Í‡ÚÓ ä¸ÓÎÌ Ì‡Ô Ë ÏÂ, ÌËÚÓ ÒÂ ‡ÒÓ ̂ Ë Ë ‡ Ò „Ó ÎÂ ÏË
ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË ËÁ ÎÓÊ ·Ë, Í‡Í ÚÓ ä‡ ÒÂÎ ÒÂ ‡ÒÓ ̂ Ë Ë ‡ Ò ÑÓ ÍÛ ÏÂÌ Ú‡. éÚ ‰Û „‡ ÒÚ‡ -
Ì‡, ÌÂ ÏËÒ ÎË¯ ÎË, ˜Â ÍÏÂÚ Ò Ú ‚Ó ÚÓ Ì‡ î‡Ì Í ÙÛÚ ÔÓ Â Ï‡ ËÒÍ Ò ÚÂ· Ë Ú‚Ó Ë ÚÂ ÍÓ -
ÎÂ „Ë Í‡ÚÓ ÔÂ‰ Ò Ú‡ ‚Ë ÚÂ ÎË Ì‡ Ò˙‚ Â ÏÂÌ Ì‡ Ú‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÒˆÂ Ì‡? ç‡Í ‡Ú ÍÓ,
ÒÏfl Ú‡¯ ÎË, ˜Â î‡Ì Í ÙÛÚ Ë å‡ ÌË ÙÂÒ Ú‡ Ò‡ Ò˙ Â ‰Ë ÌË ÏË?

ü‡ ÅÛ· ÌÓ ‚‡: ëÚÛ ‚‡ ÏË ÒÂ, ˜Â ‚ ÒÎÛ ̃ ‡fl Ò å‡ ÌË ÙÂÒ Ú‡ ÎÓ „Ë ̃ ÂÌ Â ‚ÒÂ ÍË ËÁ ·Ó
Ì‡ „‡‰-‰Ó Ï‡ ÍËÌ. çÂ Ú‚˙ ‰fl, ˜Â ‚Ë Ì‡ „Ë Û˜‡Ò Ú ‚‡ Â‰ËÌ Ë Ò˙˘Ë ‚Ë‰ ÎÓ „Ë Í‡. í‡ Í‡ -
‚‡ Â ÓÒÓ ·Â ÌÓÒÚ Ú‡ Ì‡ Ô˙ ÚÛ ‚‡ ̆ ‡ Ú‡ ÔÓ fl ‚‡ – ‰‡ Â  ‡Á ÎË˜ Ì‡ Ì‡ ‚Òfl ÍÓ ÌÓ‚Ó ÏflÒ ÚÓ,
‡Á ÎË ̃ ËÂ, Û‰ ‚Ó fl ‚‡ ÌÓ Ò ËÁ ·Ó ‡ Ì‡ ÌÓ‚Ë ÍÛ ‡ ÚÓ Ë, ÓÚ ÌÓ ‚Ó Ë‰ ‚‡ ̆ Ë ÓÚ ‡Á ÎË˜ ÌË
ÏÂÒ Ú‡. ÇË ‰flÌ ÓÚ „ÎÂ‰ Ì‡ Ú‡ ÚÓ˜ Í‡ Ì‡ ÒÔÂ ̂ Ë ÙË Í‡ Ú‡ Ì‡ ‰‡ ‰Â ÌÓ ÏflÒ ÚÓ Ë ÌÂ „Ó ‚‡ Ú‡
ÍÛÎ ÚÛ ‡, ‚˙Ô Ó Ò˙Ú ÔÓ‰ ıÓÊ ‰‡ ËÎË ÌÂ Â‰ËÌ „‡‰ Á‡ ‰Ó Ï‡ ÍËÌ, „Û·Ë ÒÏË Ò˙ Î‡ ÒË.
èÓ· ÎÂ Ï˙Ú Â ‰‡ ÒÂ Ò‚˙ Ê‡Ú ËÁ ÎÓÊ ·‡ Ú‡ Ë ËÁ · ‡ ÌËflÚ ÍÓÌ ÚÂÍÒÚ. ä‡Í ÚÓ ÁÌ‡ÂÏ, ÏÓ -
„˙ ̆ ËflÚ ÍÓÌ ÚÂÍÒÚ Ì‡ àÒ Ú‡Ì ·ÛÎ, Ì‡Ô Ë ÏÂ, ‚Ë Ì‡ „Ë ÔÂ‰ ‚‡ Ë ÚÂÎ ÌÓ ◊Óˆ ‚Â Úfl ‚‡“
‚ÒÂ ÍË ÍÛ ‡ ÚÓ Ò ÍË ÔÓÂÍÚ Ì‡ ·Ë Â Ì‡ ÎÂ ÚÓ Ú‡Ï.
Ç Ì‡ ̃ ‡ ÎÓ ÚÓ, ÍÓ „‡ ÚÓ ·flı ÏÂ ◊ÒÔÛÒ Ì‡ ÚË“ ‚˙‚ î‡Ì Í ÙÛÚ, ÌÂ ÏÓ Ê‡ı ÏÂ ‰‡ ÔÓ ̃ Û‚ Ò Ú -
‚‡ ÏÂ ÏÂÒ Ú ÌËfl ÍÓÌ ÚÂÍ ÒÚ. çÂ Á‡ ·‡‚ ÌÓ Á‡ ÔÓ˜ Ì‡ı ÏÂ ‰‡ Ú˙ ÒËÏ ÏÂ Ú‡ ÙÓ ‡ Á‡ ÚÓÁË
„‡‰. éÍ‡ Á‡ ÒÂ, ˜Â ‰ÓË ÔÓ ̃ Û ÚË ÚÂ Ù‡Ì Í ÙÛ Ú Ò ÍË ÍÂÌ ‚Ë ̄ Ë ÔÓ ËÁ ÎË Á‡Ú ÓÚ
ÇË Â Ì‡... èÂ Í‡ ‡ı ÏÂ ÏÌÓ „Ó ‚Â ÏÂ ‚ Ú˙ ÒÂ ÌÂ Í‡Í ‰‡ ·Ó ‡ ‚ËÏ Ò ÏflÒ ÚÓ ÚÓ Ì‡ ◊ÔÂ -
˜‡ ̆ ‡ Ú‡“ ÒÂ ËÁ ÎÓÊ ·‡. í‡Í‡ Â ̄ Ëı ÏÂ ‰‡ ÔÂ‰ËÁ‚ËÍ‡Ïe ÍÓÌ ÚÂÍ Ò Ú‡, ‰‡ ÓÚ Í ËÂÏ

Iara Boubnova interviewed by 
Alexander Kiossev
Alexander Kiossev: Do you think that the International Board of
Manifesta made a logical choice of Frankfurt/Main to be the host city
for its fourth occurrence? Many Germans call this city “Bank-furt”. The
city does not have the artistic image of Cologne for instance, nor is it
associated with big art shows like Kassel is identified with Documenta.
On the other hand, don't you think that the Municipality of Frankfurt is
taking a risk with you and your colleagues as part of the contemporary
art scene? In short, do you think that Frankfurt and Manifesta can and
will fit together?

Iara Boubnova: I think that in the case of Manifesta any choice of a
host city is logical. I am not saying that in each case there is the same
kind of logic at play. This is the phenomenon of the traveling event that
is always different in each new place, a difference that is doubled up
each time by the choice of new curators who practically always come
from still different places. Thus, if seen from the point of view of the
specific location and its culture, the question about the suitability or
unsuitability of a host city looses its relevance. The problem is to
match the event with its context of choice. Because, as we know, the
powerful context of Istanbul, for instance, always already “colors” any
curatorial project for the Biennial there.
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Í‡Í ‚Ó, ÓÒ ‚ÂÌ ·‡Ì ÍË ÚÂ Ë ÎÂ ÚË ̆ Â ÚÓ, ÔÓÁ Ì‡ ÚË Ì‡ ‚ÒÂ ÍË, ÏÓÊÂ ‰‡
ÔÂ ‰ËÁ ‚Ë Í‡ Ò‡ ÏË ÚÂ Ì‡Ò. à ÒÚË„ Ì‡ı ÏÂ ‰Ó Á‡Í Î˛ ̃ Â ÌË Â ÚÓ, ˜Â Úfl· -
‚‡ ÔÓÒ ÚÓ ‰‡ ÔÓ ‚fl ‚‡ ÏÂ Ì‡ ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ. Ñ‡ ÔÓ‰ „ÓÚ ‚ËÏ ÛÒ ÎÓ ‚Ë -
fl Ú‡ Ë ‰‡ ÓÒ Ú‡ ‚ËÏ Ì‡ ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ Ô‡ ‚Ó ÚÓ ÚÂ ‰‡ ÒÂ ÔÓ ̃ Û‚ Ò Ú ‚‡Ú
ÔÓ ‚Ó ÍË ‡ ÌË ÓÚ ÍÓÌ ÚÂÍ Ò Ú‡. ä‡ÚÓ Â ÁÛÎ Ú‡Ú ‚ÒÂ Ó˘Â Ó˜‡Í ‚‡ ÏÂ Í‡ -
Í˙‚ ‚Ë‰ ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ Ò Ú ‚Ó ˘Â ÔÂ‰ ÎÓ ÊË „‡ ‰˙Ú. Ç Í‡fl Ì‡ Í‡ -
Ë ̆ ‡ Ú‡, ‚ÒÂ ÍË ‚Ë‰ Â ‡Í ̂ Ëfl, ‚ ÍÓ fl ÚÓ Â Á‡ ÏÂ ÒÂ ÌÓ Â‰ÌÓ ÏflÒ ÚÓ, Á‡ -
ÔÓ˜ ‚‡ Ë Á‡ ‚˙ ̄  ‚‡ Ò ıÓ ‡ Ú‡. àÏ‡ ÏÂ ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â Ò‡ ÌË ÌÛÊ ÌË
ÏÌÓ „Ó Ë ‡Á ÎË˜ ÌË ÊË ÚÂ ÎË Ì‡ î‡Ì Í ÙÛÚ. åÓ„‡ ‰‡ Í‡Ê‡, ˜Â ÔÓ -
ÂÍ Ú˙Ú ÌË ‡Á ̃ Ë Ú‡ Ì‡ ÒÂ ̆ Ë Ë ‰Ë ‡ ÎÓ„, ‡Í ÚË ‚Ë ‡ ÌË Ë ÓÚ ‰‚Â ÚÂ ÒÚ‡ -
ÌË. Å‡ÌÍ-ÙÛÚ ËÎË ÌÂ, „‡ ‰˙Ú ‚ÒÂ Ô‡Í ÔË ÚÂ Ê‡ ‚‡ 15 ÏÛ ÁÂfl, Â‰ËÌ
ÓÚ Ì‡È-ÔÓ ̃ Û ÚË ÚÂ ‚ Ö‚ Ó Ô‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË ËÌ Ò ÚË ÚÛ ÚË, Ìfl ÍÓÎ ÍÓ
ÔËÁ Ì‡ ÚË ËÁ ÎÓÊ ·Â ÌË ÔÓÒ Ú ‡Ì Ò Ú ‚‡, Ò˙Á ‰‡ ‰Â ÌË Ë ˙ ÍÓ ‚Ó ‰Â ÌË ÓÚ
ËÁ ‚ÂÒ Ú ÌË ÍÛ ‡ ÚÓ Ë. íÓ‚‡ Â ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ ÍÓÌ ÍÛ ÂÌ ÚÂÌ Á‡ Ò˙‚ Â -
ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó „‡‰. äÓÎ ÍÓ ÚÓ ‰Ó „‡‰ Ò ÍË ÚÂ ‚Î‡Ò ÚË Ë „‡ ‰‡ –
ËÒ ÍÓ ‚Â ÚÂ ÓÔ Â ‰Â ÎÂ ÌÓ Ò‡ ‰‚ÛÒ Ú ‡Ì ÌË.

Ä.ä.: åÓ ÊÂ¯ ÎË ‰‡ ÒË ÔÂ‰ Ò Ú‡ ‚Ë¯ å‡ ÌË ÙÂÒ Ú‡, ÔË Â Ï‡ Ì‡ ÓÚ „‡‰
‚ ÔÂ ıÓ‰ ÌÓ Ò˙Ò ÚÓ fl ÌËÂ, ‚ ı‡ÓÒ, ‚ ÒÓ ̂ Ë ‡Î Ì‡ Ì‡Ô Â„ Ì‡ ÚÓÒÚ Ë ÚÂ ‚Ó -
„‡, ÓÚ ÚËÔ‡, ÍÓÈ ÚÓ ˜ÂÒ ÚÓ ÒÂ ÒÂ ̆ ‡ ‚ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡, Ì‡Ô Ë ÏÂ ‚
ëÓ ÙËfl?

ü.Å.: ôÂ ÓÔË Ú‡Ï ‰‡ Ò˙Ï Ô‡Í ÚË˜ Ì‡ ‚ ÓÚ „Ó ‚Ó ‡ ÒË, Á‡ ̆ Ó ÚÓ, ÔÓ
ÔËÌ ̂ ËÔ, Ú‡ ÍÓ ‚‡ ÌÂ˘Ó ÏÓÊÂ ‰‡ ÒÂ ÒÎÛ ̃ Ë. ÇÒ˙˘ ÌÓÒÚ ËÏ‡ ̄ Â ÌÂ -
Ï‡Î ÍÓ Ó˜‡Í ‚‡ ÌËfl, ˜Â ÒÎÂ‰ ã˛· Îfl Ì‡ 2000 å‡ ÌË ÙÂÒ Ú‡ ˘Â ÒÂ ÓÚ Ô ‡ -
‚Ë Ó˘Â ÔÓ Ì‡ ËÁ ÚÓÍ. ÑÓ ÍÓÒ ‚‡¯ ‡Á ‰ ‚Ó Â ÌË Â ÚÓ ‚ ◊Ï‡ ÌË ÙÂÒ Ú Ò Í‡ Ú‡“
ÏË Ë‰ÂÌ ÚË˜ ÌÓÒÚ... éÚ „ÎÂ‰ Ì‡ ÚÓ˜ Í‡ Ì‡ å‡ ÌË ÙÂÒ Ú‡ Í‡ÚÓ ÏÂÊ ‰Û Ì‡ -
Ó ‰ÂÌ ÙÓ ÛÏ, ËÁËÒ Í ‚‡˘ ÔÂ ÙÂÍ Ú Ì‡ Ó „‡ ÌË Á‡ ̂ Ëfl Ë Ú. Ì. – ‚Â Ó flÚ -
ÌÓ ÌÂ ÒÚ‡ ‚‡. éÚ ÒÚ‡ Ì‡ Ì‡ ◊ÒËÒ ÚÂ Ï‡ Ú‡“, ÔÓ ËÁ ‚ÂÊ ‰‡ ̆ ‡ „Ó ÎÂ ÏË
ÏÂÊ ‰Û Ì‡ Ó‰ ÌË Ò˙ ·Ë ÚËfl, ÚÓ‚‡ Â Ì‡ ËÒ ÚË Ì‡ ÔÓ· ÎÂ Ï‡ ÚË˜ Ì‡ ÔÂ Ò -
ÔÂÍ ÚË ‚‡, Ú˙È Í‡ÚÓ ‚ Ú‡ ÍË ‚‡ „‡ ‰Ó ‚Â ÌflÏ‡ ‡‰ÂÍ ‚‡Ú Ì‡ ËÌ Ù ‡Ò Ú ÛÍ -
ÚÛ ‡, ÏÂ ‰ËÈ ÌÓ ÔÓÍ Ë ÚËÂ, ËÌ ‚ÂÒ ÚË ̂ ËË Ë, Ì‡Í ‡fl, ÌflÏ‡ ÌËÚÓ Â ‡Î -
Ì‡, ÌËÚÓ ÒËÏ ‚Ó ÎË˜ Ì‡ Í‡ ÔË Ú‡ ÎË Á‡ ̂ Ëfl.  
éÚ „ÎÂ‰ Ì‡ Ú‡ ÚÓ˜ Í‡ Ì‡ Ìfl ÍÓÈ, ÊË ‚ÂÂ˘ Ë ‡ ·Ó ÚÂ˘ ‚ Ï‡ „Ë Ì‡ ÎÂÌ
„‡‰, Í‡ Í˙‚ ÚÓ Â ëÓ ÙËfl, ·Ë Úfl· ‚‡ ÎÓ ‰‡ ÓÚ „Ó ‚Ó fl Ò ◊‰‡“. éÚ ÏÓfl
ÒÓ· Ò Ú ‚Â Ì‡ „ÎÂ‰ Ì‡ ÚÓ˜ Í‡ ◊ÒÓ ÙË Ë ÚÂ“ Ì‡ Ö‚ Ó Ô‡ ÔË ÚÂ Ê‡ ‚‡Ú ÚÓ˜ ÌÓ

In the beginning when we were “parachuted” into Frankfurt we couldn't feel the context of
the city. Immediately we started looking for a metaphor for Frankfurt. It turned out that even
the famous frankfurter sausage originated in Vienna... We spent a long time finding out how
to deal with the location for this event we were “cooking up”. So, we decided to challenge
the context. To see what, if anything, outside of the banks and the airport known to every-
one, could provoke us. We reached the conclusion that we should just trust the artists. We
would prepare the conditions and we would delegate to the artists the right to be provoked
by the context. As a result, we are still waiting for what types of potential provocation the city
would present. After all, any kind of provocation where a certain locality is involved begins
and ends with the people. We have the feeling that we do need a lot of different people from
Frankfurt. I can say that our project counts on dialogues and encounters, activated by both
sides. “Bank-furt” or not, the city nevertheless has fifteen museums, one of the most promi-
nent art schools in Europe, some of the best known exhibition spaces that are created and
curated by the best curators. It is a highly competitive city for contemporary art. As for the
municipality and the risk, well, the risks are perfectly reciprocal.
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ÚÓÁË ÚËÔ ÔÛ· ÎË Í‡, Í˙Ï ÍÓÈ ÚÓ å‡ ÌË ÙÂÒ Ú‡ ÒÂ Ó· ˙ ̆ ‡ Í‡ÚÓ ËÁ ÎÓÊ ·‡. à ÚÓ‚‡ ·Ë ·ËÎÓ ËÒ -
ÍÓ ‚‡ ÌÓ, ‡ ‰Ë Í‡Î ÌÓ Â ̄ Â ÌËÂ, ÔÓÚ ‚˙ Ê ‰‡ ‚‡ ̆ Ó ÒÔÂ ̂ Ë ÙË˜ ÌËfl ı‡ ‡Í ÚÂ Ì‡ å‡ ÌË ÙÂÒ Ú‡.
ÇËÊ ‰‡Ï Ì‡È-‚‡Ê ÌÓ ÚÓ ‚˙‚ ‚˙Ô Ó Ò‡ ÚË ‚ ‰Û „‡ Ò‚ÂÚ ÎË Ì‡. çÂ ˜Â ÌÂ Ò˜Ë Ú‡Ï Á‡ ‚‡Ê ÌÓ å‡ -
ÌË ÙÂÒ Ú‡ ‰‡ ÒÂ ÔÓ ‚Â ‰Â ‚ ëÓ ÙËfl. èÓ-ÒÍÓ Ó Ò‡ ÏË flÚ Ù‡ÍÚ, ˜Â Ó· Ò˙Ê ‰‡ ÏÂ ÚÛÍ ◊‡ÍÓ“ Ë ◊Í‡Í
·Ë“, „Ó ‚Ó Ë Á‡ ÌË ‚Ó ÚÓ Ì‡ Ì‡ ̄ Ë ÚÂ Ò‡ ÏÓ Û ‚‡ ÊÂ ÌËÂ Ë Ò‡ ÏÓ Ò˙Á Ì‡ ÌËÂ. èÓ ‚Ë ̄ Â ÌÓ ÚÓ Ò‡ ÏÓ Û -
‚‡ ÊÂ ÌËÂ ‰Ó ‚ÂÊ ‰‡ ‰Ó ÔÓ ÙÂ ÒË Ó Ì‡Î Ì‡ ÓˆÂÌ Í‡ Ë ÊÂ Î‡ ÌËÂ Û ‚˙Ì ̄  ÌË ÚÂ ÌË Ô‡ Ú Ì¸Ó Ë ‰‡
‚Ë ‰flÚ ‚ Ì‡Ò Ò˙Ú Û‰ ÌË ̂ Ë. Ö‰Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÒˆÂ Ì‡ ÏÓÊÂ ‰‡ Â ‡Á ‚Ë Ú‡, ÌÓ ‡ÍÓ ÌÂ ÔÓ -
Í‡Á ‚‡ ˜Û‚ Ò Ú ‚Ó Á‡ Ò‡ ÏÓ Û ‚‡ ÊÂ ÌËÂ – Ó· Â ̃ Â Ì‡ Â Ì‡ ÌÂ ‚Ë ‰Ë ÏÓÒÚ. åËÒ Îfl, ˜Â ÚÓ‚‡ ËÏ‡ ÌÂ˘Ó
Ó·˘Ó Ò ÏÂÒ ÚÂ ÌÂ ÚÓ Ì‡ å‡ ÌË ÙÂÒ Ú‡ ÓÚ ÏflÒ ÚÓ Ì‡ ÏflÒ ÚÓ – Ú‡Í‡ ÌÂ ̆ ‡ Ú‡ ÒÚ‡ ‚‡Ú ‚˙Á ÏÓÊ ÌË...
äÓ „‡ ÚÓ Ìfl ÍÓË „‡ ‰Ó ‚Â ‚ÎË Á‡Ú ‚ ÏÂÊ ‰Û Ì‡ Ó‰ ÌËfl ‰Â ·‡Ú Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, ËÁ -
‰Ë „‡È ÍË ıÛ ‰ÓÊ ÌË ̂ Ë, ÍÛ ‡ ÚÓ Ë, ÍË ÚË ̂ Ë, ÔË‚ ÎË ̃ ‡È ÍË ‡Í ÚË‚ ÌË ıÓ‡ – ÚÓ „‡ ‚‡ ÚÂÁË „‡ -
‰Ó ‚Â ÒÂ ÔÂ‚ ˙ ̆ ‡Ú ‚ ÔÓ ÚÂÌ ̂ Ë ‡Î ÌË ‰Ó Ï‡ ÍË ÌË Ì‡ å‡ ÌË ÙÂÒ Ú‡.

A.K.: Can you imagine Manifesta being hosted by a city in a state of
transformation, chaos, social unrest and frustration of the kind that
can often be observed in Eastern Europe, for instance in Sofia?

I.B.: I will try to be practical in my answer because in theory this
could happen. Actually there was a lot of expectations that after
Ljubljana in 2000 Manifesta would go further East. You are hitting on
an existing split in my “Manifesta” identity... From the point of view of
Manifesta, the international event that needs a lot of perfect organi-
zation and so on, maybe not. From the point of view of a “system”
that produces large international art events that's a very problematic
prospect because in such cities usually there is no adequate infra-
structure, media coverage, investments and at the end, no capital-
ization of either a real or symbolic kind.
From the point of view of somebody living and working in a margin-
al city such as Sofia, I would have to say “yes”. From my point of
view, the “Sofias” of Europe have exactly the kind of public that
Manifesta, as an event, is addressing. It would be a risk, a very rad-
ical decision that however would confirm the different character of
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Ä.ä.: çÂ Á‡ ‚Ë ÒË ÏÓ ÓÚ ÚÓ‚‡ ÍÓÎ ÍÓ Â‰Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÔÓ fl ‚‡ Â ËÌ ÚÂ„ Ë ‡ Ì‡
‚ ‰‡ ‰Â ÌÓ Â ‡Î ÌÓ Ó· Í ˙ ÊÂ ÌËÂ, Úfl „Ó Ì‡‰ Ò Í‡ ̃ ‡ Ë ÓÚË ‚‡ ÔÓ-‰‡ ÎÂ˜. ífl ÔÂ‰ Î‡ -
„‡ ‡Á ÎË˜ Ì‡ Ë Ú‡Ì Ò ̂ ÂÌ ‰ÂÌ Ú Ì‡ ‚Ë ÁËfl, ÔÓ ÂÍ ÚË ‡ ̆ ‡ „Ó ‚˙ ıÛ Ìfl Í‡Í ‚Ë ÌÓ‚Ë
ıÓ Ë ÁÓÌ ÚË. ä‡Í ‚‡ Â Ú‡ÁË ‚Ë ÁËfl ‚ ÒÎÛ ̃ ‡fl Ò å‡ ÌË ÙÂÒ Ú‡ 4? àÏ‡ ÚÂ ÎË Ú‡ Í‡ ‚‡?
ä‡Í ‚Ó ÒÂ ÓÔËÚ ‚‡ ÚÂ ‰‡ ËÁ Î˙ ̃ Ë ÚÂ Í‡Í ÚÓ Í˙Ï „‡ ‰‡, Ú‡Í‡ Ë Í˙Ï ÔÓ ÒÂ ÚË ÚÂ ÎË ÚÂ?
ê‡Á ·Ë ‡¯, ˜Â ‚˙Ô Ó Ò˙Ú ËÏ‡ Ë ÔÓ-‰˙Î ·Ó ÍÓ ÁÌ‡ ̃ Â ÌËÂ. ë˜Ë Ú‡¯ ÎË, ˜Â ËÁ ÍÛÒ Ú -
‚Ó ÚÓ ‰ÌÂÒ ËÏ‡ Ú‡ÁË ÙÛÌ Í ̂ Ëfl ‰‡ Ò˙Á ‰‡ ‚‡ ÁÌ‡ ̃ Ë ÏË ıÓ Ë ÁÓÌ ÚË, ‰‡ ÔÓ ËÁ ‚ÂÊ -
‰‡ ‚Ë ÁËË Ò˙Ò ÒÓ ̂ Ë ‡Î Ì‡ ‚‡ ÎË‰ ÌÓÒÚ, Ì‡‰ ı ‚˙ Îfl ̆ ‡ „‡ ÌË ̂ Ë ÚÂ Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â -
ÌËfl Ò‚flÚ?

ü.Å.: Ñ‡, Ò˜Ë Ú‡Ï. üÒÌË ıÓ Ë ÁÓÌ ÚË Á‡ ÏÂÌ Ò‡ ÔÂ Ï‡ı ‚‡ ÌÂ ÚÓ Ì‡ „‡ ÌË ̂ Ë ÚÂ –
ÓÚ ÔÓ ÎË ÚË ̃ ÂÒ ÍË ÚÂ Ë Ë‰Â Ó ÎÓ „Ë ̃ ÂÒ ÍË ÚÂ ‰Ó ÚÂÁË ÏÂÊ ‰Û ‚Ë ÁÛ ‡Î ÌË ÚÂ ÂÁË ̂ Ë Ë
ÒÚÛÍ ÚÛ Ë. ëÓ ̂ Ë ‡Î Ì‡ Ú‡ ‚‡ ÎË‰ ÌÓÒÚ ‚ ÚÓÁË ÒÎÛ ̃ ‡È ÒÂ ÔÂ ‰ÓÔ Â ‰Â Îfl ÓÚ ‚˙‚ -
ÎË ̃ ‡ ÌÂ ÚÓ Ì‡ „Ó ÎÂ ÏË „Û ÔË ıÓ‡, ÓÚ ËÁ ÔÓÎ Á ‚‡ ÌÂ ÚÓ ÓÚ ÒÚ‡ Ì‡ Ì‡ ıÛ ‰ÓÊ ÌË ̂ Ë -
ÚÂ Ì‡ ‡Á ÌÓ Ó· ‡ ÁËÂ ÓÚ ÏÂ ‰ËË Ë ÔÓ‰ ıÓ ‰Ë, ÓÚ ÛÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ Ò‚Ó ·Ó ‰‡, ÚÎ‡Ò -
ÌÓ ÚÓ ÓÚ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, Á‡ ̆ Ó ÚÓ Á‡ ÏÂÌ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Â
Ò‚˙ Á‡ ÌÓ ËÏÂÌ ÌÓ Ò˙Ò Ò‚Ó ·Ó ‰‡ Ú‡. í‡ ÍÓ ‚‡ ËÁ ÍÛÒ Ú ‚Ó ÔÂ‰ ÔÓ Î‡ „‡ ËÁfl ‚fl ‚‡ ÌÂ
Ì‡ ‡Á ÎË ̃ Ëfl, ÒÚÂ ÏË ÒÂ ‰‡ Á‡ ËÌ Ú Ë „Û ‚‡ (‰‡ Û·Â ‰Ë, ‰‡ ÔÂ Î˙Ò ÚË) ¯Ë Ó Í‡ Ú‡
ÔÛ· ÎË Í‡ Ë ‰‡ fl ÔÓ‰ ÚËÍ ÌÂ ‰‡ Ò‚ËÍ ÌÂ Ò Úflı. Ç Í‡È Ì‡ ÒÏÂÚ Í‡ – ‰‡ ‰Ó ‚Â ‰Â ‰Ó
ÔË Â Ï‡ ÌÂ Ë ‰Ó ÔÓ-‚Ë ÒÓ Í‡ ÒÚÂ ÔÂÌ Ì‡ ÚÓ ÎÂ ‡Ì Ú ÌÓÒÚ. ë˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú -
‚Ó ÔË ÚÂ Ê‡ ‚‡ ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ ÒËÎ Ì‡ ÍË ÚË˜ ÌÓÒÚ, ÍÓ fl ÚÓ ÔË‚ ÎË ̃ ‡ Ó˘Â ÔÓ ‚Â -

Manifesta. I see the important implications of your question going in a different direc-
tion. It's not that I think it is not important that Manifesta could be in Sofia. I mean, the
very fact that we are discussing here if(s) and how(s) comes to tell us something
about our own level of self-confidence and awareness. This higher level of self-confi-
dence leads as a matter of fact to professional appreciation and willingness from out-
side partners to see us as collaborators. An art scene might be highly developed but
if it does not project a sense of self-confidence it is doomed to invisibility. I think that
this has something to do with Manifesta moving from one place to another – because
of that things do become possible... So, when some cities and their art scenes enter
the international debate in contemporary art by projecting artists, curators, writers,
critics, etc., as well as attracting people to come to them, then such cities become
potential hosts for Manifesta.

A.K.: No matter how much an art event is integrated within a given real environment,
still it goes beyond and further then that. It offers a different and transcending vision
that projects the environment onto some new horizons. What is this vision in the case
of Manifesta 4? Do you have this vision? What are you trying to relate to the city as
well as to the visitors? You understand that this question has a deeper meaning. Do
you think that art today has this function of creating relevant horizons, of producing
visions that have social validity beyond the borders of the art world?

I.B.: Yes, I do. For me the relevant horizons are the opening of borders, from political
and ideological borders to borders between visual languages and structures. The
social validity in this case is predicated on the involvement of large groups of people,
on the use by the artists of a variety of media and approaches, on the liberating
impulses triggered by contemporary art because for me contemporary art is associ-
ated with freedom. This kind of art is meant to pin-point differences and it tends to
attract (seduce, negotiate) the general public into getting used to these differences
and ultimately, into acceptance and a higher degree of tolerance. Contemporary art
has a very strong critical power that is ever more easy to embrace because it tends
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˜Â Á‡ ‡ ‰Ë ÔË Ò˙ ̆ ‡ Ú‡ ÏÛ Ò‡ ÏÓ Ë Ó ÌËfl. ÑÓË Ò Ì‡È-ËÌ ÚÂ ÂÒ ÌË ÚÂ
(Ë Ì‡È-‰Ó· Ë) Ò‚ÓË ËÁfl ‚Ë, ‡‚ ÚÓ Ë, ÔÓ‰ ıÓ ‰Ë, ÚÓ ÌÂ Á‡ Â Ï‡ ÌËÚÓ
ÔÓ ÁË ̂ Ë fl Ú‡, ÌËÚÓ ÔÓ Á‡ Ú‡ Ì‡ ‚ËÒ¯ ‡‚ ÚÓ Ë ÚÂÚ ËÎË ÔÓÍ Ó ‚Ë ÚÂÎ.
ç‡Ô Ó ÚË‚, ÒÂ‰ Ò Ú ‚‡ Ú‡ Ë Ô˙ ÚË ̆ ‡ Ú‡ ÏÛ Ò‡ ˜ÂÒ ÚÓ Ô‡ ‚Ó ÔÓ ÚË ‚Ó -
ÔÓ ÎÓÊ ÌË Ì‡ ÔÓÁ Ì‡ ÚËfl ◊‡‚ ÚÓ Ë ÚÂ ÚÂÌ ÂÁËÍ“, Ì‡ Î‡ „‡Ì ÓÚ ÍÎ‡ ÒË -
˜ÂÒ ÍË ÚÂ ËÁ ÍÛÒ Ú ‚Ó Ë ıÛ ‰ÓÊ ÌË ̂ Ë. ÇÒ˙˘ ÌÓÒÚ, ÒÂ‰ Ò Ú ‚‡ Ú‡ Ë Ô˙ ÚË -
˘‡ Ú‡ ÏÛ ÍÎÓ ÌflÚ Í˙Ï ÒÂ‰ Ò Ú ‚‡ Ú‡ Ë Ô˙ ÚË ̆ ‡ Ú‡ Ì‡ ‚ÒÂ ÍË‰ ÌÂ ‚Ë Â ÚÓ.
Ç Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Í‡È ÌËflÚ ÔÓ ‰ÛÍÚ ÒÂ ÔÂ‚ ˙ ̆ ‡ ‚ ËÁ -
ÍÛÒ Ú ‚Ó ÌÂ Á‡ ̆ Ó ÚÓ ‡‚ ÚÓ ˙Ú Â ‚Ë‰ „Â ÌËÈ, Ì‡ ‰‡ ÂÌ Ò ËÁ Í Î˛ ̃ Ë ÚÂÎ -
ÌË ÒËÎ‡ Ë ‚Ë ÁËË. íÓ‚‡ ÒÚ‡ ‚‡, ‚ Ì‡È-‰Ó· Ëfl ÒÎÛ ̃ ‡È, ÍÓ „‡ ÚÓ ÍÓÌ -
ÚÂÍ Ò Ú˙Ú Ì‡ ÔÓ ËÁ ıÓ ‰‡ Ì‡ ‡‚ ÚÓ Ë Ë ‡ ·Ó ÚË Ò˙‚ Ô‡ ‰‡ Ò ˆÂ ÎÂ ‚Ëfl
ÍÓÌ ÚÂÍ ÒÚ Ì‡ ÏflÒ ÚÓ ÚÓ Ì‡ ÔÓ Í‡ Á‡.  
í‡Í‡ ˜Â, ÚÓ‚‡ Ò‡ ÌÓ ‚Ë ÚÂ ıÓ Ë ÁÓÌ ÚË Ë ÙÛÌ Í ̂ ËË, ÍÓ Ë ÚÓ ‚ËÊ ‰‡Ï.
ç‡ Ô‡Í ÚË Í‡ ÊÂ Î‡ ÌË Â ÚÓ ÌË Â Ò‚˙ Á‡ ÌÓ Ò ÓÔË Ú‡ ‰‡ ÔÓ Í‡ ÊÂÏ Ò˙ -
·Ë ÚË Â ÚÓ å‡ ÌË ÙÂÒ Ú‡ 4 Í‡ÚÓ Ò‡ ÏÓ ‡Á ‚Ë ‚‡˘ ÒÂ ÔÓ ̂ ÂÒ Ò ÓÚ ‚Ó ÂÌ
Í‡È, Í‡ÚÓ Ó· Ïfl Ì‡ Ì‡ Ë‰ÂË, ÏÌÂ ÌËfl Ë ÎË ̃ ÂÌ ÍÓÌ ÚÂÍ ÒÚ ˜ÂÁ/‚
Ú˙ ÒÂ ÌÂ Ì‡ ÒÔÓ ‰Â ÎÂ ÌË ˆÂÌ ÌÓÒ ÚË. èÓ ËÒ Í‡ı ÏÂ ÓÚ ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ
‰‡ ÔÓ Ú˙ ÒflÚ Ë Ì‡ ÏÂ flÚ ÒÂ·Â ÒË ‚ „‡ ‰‡ î‡Ì Í ÙÛÚ. ä‡ÚÓ „Ó ÎflÏ
Â‚ Ó ÔÂÈÒ ÍË „‡‰ ÚÓÈ Â ÒÂ‰ ÌÓÒ Ú‡ ÚËÒ ÚË ̃ ÂÒ ÍË, Ò ‚ÒË˜ ÍË ÔÓ ÁË -
ÚË‚ ÌË Ë ÌÂ „‡ ÚË‚ ÌË ‡Ò ÔÂÍ ÚË, Ë‰ ‚‡ ̆ Ë ÓÚ Ú‡ ÍÓ ‚‡ ÓÔ Â ‰Â ÎÂ ÌËÂ. Ç
ÒÏË Ò˙Î, ˜Â ËÏ‡ ÓÚ ‚ÒË˜ ÍÓ ÔÓ Ï‡Î ÍÓ – ÓÚ Ë‰ ‚‡ ̆ Ë ÚÂ/ÓÚË ‚‡ ̆ Ë ÒË
‚ÒÂ ÍË ‰ÂÌ ÒÎÛ ÊÂ ÚÂ ÎË Ë ÂÏË„ ‡Ì ÚË ÚÂ ‰Ó ·‡Ì ÍË ÚÂ Ë ÏÛ ÁÂ Ë ÚÂ, ÓÚ
ıÓÚ-‰Ó„ ‰Ó ı‡Ï ·Û „Â, ÔËˆ‡ Ë ÍÂ ·‡Ô... èÓ Í‡ ÌËı ÏÂ ıÛ ‰ÓÊ ÌË ̂ Ë,
„Ó ÚÓ ‚Ë ‰‡ ÔÓ Â Ï‡Ú ËÒÍ – ‰ÓË Ë ÚÓÁË ‰‡ ÌÂ Ì‡ ÏÂ flÚ ÒÂ·Â ÒË
Ú‡Ï... èÓÌÂ Ï‡Î ÍÓ ÔË Ú‡ÂÏ Ì‡ ‰ÂÊ ‰‡ ◊Å‡ÌÍ-ÙÛÚ“ ‰‡ ÒÚ‡ ÌÂ ◊ÄÚ-
ÙÛÚ“... Ä Í‡ÚÓ Ï‡Í ÒË ÏÛÏ ÒÂ Ì‡ ‰fl ‚‡ ÏÂ, ˜Â ˘Â ÒÂ ÔÓ ÎÛ ̃ Ë ‚Ë ÁËfl
Ì‡ ÔË Ì‡‰ ÎÂÊ ÌÓÒÚ ÌÂ Ò‡ÏÓ Í˙Ï ÏflÒ ÚÓ ÚÓ/ÏÂÒ Ú‡ Ú‡, ÓÚ Í˙ ‰Â ÚÓ ıÓ -
‡ Ú‡ Ò‡ ‰Ó¯ ÎË, ÌÓ Ë Ì‡ ÏflÒ ÚÓ ÚÓ/ÏÂÒ Ú‡ Ú‡, Í˙ ‰Â ÚÓ ËÏ ÒÂ ÒÎÛ˜ ‚‡
‰‡ ÓÚË ‰‡Ú – ÔÓ ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ, ÔÓ Í‡ Ì‡, ÔÓ ÎËÔ Ò‡ Ì‡ ‰Û „Ó...

to be self-ironical as well. However, in its most interesting (best) examples, artists and
approaches in contemporary art it occupies neither the position nor the attitude of some
higher patronizing authority. On the contrary, often its means and ways are quite oppo-
site to the traditional “voice of authority” employed by classical art and artists and tend
to be closer to the means and the ways of everyday life. In contemporary art the end-
product becomes art not because the author is some sort of a genius endowed with spe-
cial powers and visions. It's because, at its best, the context of origin of the artists and
their works coincides with the target context of where the works are being presented. 
That is actually the new horizon and function that I can see. The specific vision we have
has to do with our attempt to see the event of Manifesta 4 as an open-ended and self-
developing process that presents itself as an interchange of thoughts, opinions and per-
sonal contexts through and in search of shared values. We asked the artists to try and
find themselves in the city of Frankfurt. It is somehow the ultimate average for a large
European city with all the positive and negative aspects implied by such a statement. I
mean that there is a bit of everything there – from the commuters and the emigrants, to
the banks and the museums, from the ruins of the last World War to the high-tech sky-
line and urban planning, from the hot-dog to the hamburger, the pizza and the kebab...
We invited artists who can take a risk, even the risk of not finding themselves in
Frankfurt... At the very least, we hope that “Bank-furt” will become “Art-furt”… At the very
most, we hope that this will be a vision of belonging not only to the place(s) where peo-
ple come from but also to the place(s) where people happen to go to – by necessity, by
invitation or by default...
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Ä.ä.: óÛ‰fl ÒÂ ‰‡ÎË Ú‡ ‰Ë ̂ Ë ÓÌ Ì‡ Ú‡ ÙÛÌ Í ̂ Ëfl Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‰‡ Ó „‡ ÌË ÁË ‡ ÂÍ Ò Ú‡ -
ÚË˜ ÌË ÚÂ ÂÌÂ „ËË Ì‡ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ Ë Ì‡ ËÌ ‰Ë ‚Ë ‰‡ ÌÂ Ò‡ ÔÓ Â ÚË ‰ÌÂÒ ÓÚ ÓÌÓ ‚‡, ÍÓ Â ÚÓ
Ä‰Ó ÌÓ, ÅÂ Ìfl ÏËÌ, ã¸Ó ‚ÂÌ Ú‡Î Ë ‰Û „Ë ÚÓÎ ÍÓ ‚‡ Ò‡ ÔÂ ÁË ‡ ÎË – Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Ë
ÍÛÎ ÚÛ Ì‡ Ú‡ ËÌ ‰ÛÒ Ú Ëfl. íÂı ÌÓ-Ô‡ ÚË Ú‡ Ú‡ Ë ‡Ô-ÍÓÌ ̂ Â ÚË ÚÂ ÒÂ„‡ ËÁ Ô˙Î Ìfl ‚‡Ú Ó„ ÓÏ -
ÌË ÍÓÏ ÔÂÌ Ò‡ ÚÓ ÌË ÙÛÌ Í ̂ ËË. íÂ ÔÓ ËÁ ‚ÂÊ ‰‡Ú ÒÔÓ ‰Â ÎÂ ÌË Ë ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ ËÌ ÚÂÌ -
ÁË‚ ÌË ÂÏÓ ̂ Ë Ó Ì‡Î ÌË Ò˙Ò ÚÓ fl ÌËfl. ë˙Á ‰‡ ‚‡Ú ÔÂ‰ Ò Ú‡ ‚‡ Ú‡ Á‡ ÍÓ ÎÂÍ ÚË ‚ÂÌ Ë ËÌ ‰Ë ‚Ë ‰Û -
‡ ÎÂÌ ÂÍ Ò Ú‡Á Ë/ËÎË Í‡ Ú‡ ÁËÒ. íÂÁË ÂÏÓ ̂ Ë Ó Ì‡Î ÌË Ò˙Ò ÚÓ fl ÌËfl ÏÓ „‡Ú ‰‡ ÒÂ ÔÂ ‚˙ Ì‡Ú
‚ Ì‡ ̃ ËÌ Ì‡ ÊË ‚ÓÚ. Ç Ú‡ÁË ‚˙Á Í‡, Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ ËÏ‡ ÎÂÒ ÌÓ Ë‰ÂÌ ÚË ÙË ̂ Ë ‡ ̆ Ë
ÒÂ Ë ‚Ë ‰Ë ÏË ÒÓ ̂ Ë ‡Î ÌË ÙÛÌ Í ̂ ËË. åËÒ Îfl, ˜Â Ò˙ ̆ Ó ÚÓ ÚÛ‰ ÌÓ ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ Á‡
Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, ÍÓ Â ÚÓ ˜ÂÒ ÚÓ ÒÂ ÔË ‚ËÊ ‰‡ Í‡ÚÓ ÂÎË Ú‡ ÌÓ. èÛ· ÎË Í‡ Ú‡ ‡Á -
·Ë ‡ ÎË „Ó, ÌÂ ÒÂ ÎË Á‡Ú ‚‡ fl ÚÓ ‚ ÔÂ Í‡ ÎÂ ÌÓ ÂÁÓ ÚÂ Ë˜ ÌÓ ÂÍ Ò ÔÂ Ë ÏÂÌ ÚË ‡ ÌÂ, ‰ÓÒ -
Ú˙Ô ÌÓ Ò‡ÏÓ Á‡ Ï‡Î ̂ Ë Ì‡? ëÚÛ ‚‡ ÏË ÒÂ, ˜Â Ó·ËÍ ÌÓ ‚Â ÌËflÚ ÁË ÚÂÎ (Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË -
Í‡) ÌÂ ÔË ÚÂ Ê‡ ‚‡ ÌËÚÓ ‚Ë ÁÛ ‡Î ÌËfl, ÌËÚÓ ÍÓÌ ̂ ÂÔ ÚÛ ‡Î ÌËfl ÂÁËÍ, ÌËÚÓ Ô˙Í ËÌ Ò Ú Û ÏÂÌ -
ÚË ÚÂ Á‡ ‡Á ·Ë ‡ ÌÂ ÚÓ ÏÛ…

ü.Å.: íÓ‚‡ Â, ‡Á ·Ë ‡ ÒÂ, ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ ËÌ ÚÂ Â ÒÂÌ Ë ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂ ÎÂÌ ‚˙Ô ÓÒ.
è˙ ‚Ó, ÏËÒ Îfl, ˜Â Ï‡ ÒË ÚÂ, Á‡ ÍÓ Ë ÚÓ ÒÔÓ ÏÂ Ì‡ ÚË ÚÂ ‡‚ ÚÓ Ë „Ó ‚Ó flÚ, ‚Â˜Â ÌÂ Ò‡ Ò˙ ̆ Ë -
ÚÂ. ÑË ‡ ÎÂÍ ÚË˜ Ì‡ Ú‡ ‚Á‡ Ë ÏÓ‚ ˙Á Í‡ ÏÂÊ ‰Û Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Ë Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ -
ÍÛÒ Ú ‚Ó Â ÔÓ-ÒÍÓ Ó ‰Ë Ì‡ ÏË˜ Ì‡, ÏÌÓ „ÓÔ Î‡Ò ÚÓ ‚‡ Ë ◊ÛÏÌ‡“. ífl Â Í‡ÚÓ ÔË‚ ÎË ̃ ‡ ̆ Ó/ÓÚ -
· Î˙Ò Í ‚‡ ̆ Ó ÔË fl ÚÂÎ Ò Ú ‚Ó. ë˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Â ÔÓ‚ ÎË fl ‚‡ ÎÓ Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ -
‡ Ë Ó· ‡Ú ÌÓ ÚÓ. çfl ÍÓË ÓÚ  Ì‡Ô ‡‚ ÎÂ ÌË fl Ú‡ ÏÛ ËÁ ÔÓÎ Á ‚‡Ú ÂÁË Í‡ Ì‡ Ï‡ ÒÓ ‚‡ Ú‡ ‚Ë ÁÛ -
‡Î Ì‡ ÍÛÎ ÚÛ ‡ Ë ÚÓ‚‡ Â ÔË ̃ Ë Ì‡ Ú‡ ‰‡ ÏËÒ Îfl, ˜Â ÔÓÌÂ ‚ Ìfl ÍÓË ÒÎÛ ̃ ‡Ë ÔÛ· ÎË Í‡ Ú‡ ÔË -
ÚÂ Ê‡ ‚‡ ‚˙Á ÏÓÊ ÌÓÒÚ Ú‡ ‰‡ „Ó ÔÓ ̃ Â ÚÂ. ÇÒÂ Ô‡Í – Ë‰Â fl Ú‡ ÏÛ ÍÎÓ ÌË Í˙Ï Ò˙‚ ÒÂÏ ‰Û -
„Ó. ÄÍÓ Ò˙ ‰˙ Ê‡ ÌË Â ÚÓ Ì‡ Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Â ÚÓ‚‡ Ì‡ ‡Á ‚ ÎÂ ̃ Â ÌË Â ÚÓ, ÚÓ ÔË Ò˙‚ -
Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÔË Ì‡‰ ÎÂ ÊË Í˙Ï ‡Ì‡ ÎË Á‡. å‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ ÌflÏ‡ ÌË˘Ó
Ó·˘Ó Ò ÍÓ ÏÂÌ Ú‡ ‡, Ò ÍË ÚË Í‡ Ú‡. ë˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ËÏ‡. éÚ ‰Û „‡ ÒÚ‡ Ì‡,
Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Â Ì‡ ÒÓ ̃ Â Ì‡ Í˙Ï Ô‡ ÒË‚ ÌËfl Ì‡· Î˛ ‰‡ ÚÂÎ, ‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ -
Ú ‚Ó Ú˙ ÒË ‡Í ÚË‚ ÌËfl Û˜‡Ò Ú ÌËÍ – ‚ ‡Í ̂ Ëfl ËÎË ‚ ÔÓ ̂ Â Ò‡ Ì‡ ÔÓÒ Ú Ó fl ‚‡ ÌÂ Ì‡ ÍÓÌ ÚÂÍ -
ÒÚ Á‡ ‰‡ ‰Â ÌÓ Ú‚˙ ‰Â ÌËÂ.   

A.K.: I wonder if the traditional function of art to organize the ecstatic energies of soci-
ety and the individual has not been taken over today by that which Adorno, Benjamin,
Loewenthal and others despised so very much – mass culture and the culture indus-
try? Techno parties or rap concerts today fulfill gigantic compensatory functions.
They are producing shareable and extraordinarily intensive emotional states. They
are creating the form of the collective or individual ecstasy and/or catharsis. These
emotional states could become a way of life. In this respect mass culture has easily
identifiable and visible social functions. I think that we can hardly say the same for
contemporary art which is often said to be elitist. Does the audience understand it,
has this art closed itself off into much too esoteric experimentation that is accessible
only to just a few. It seems to me that the mass audience (general public) possess-
es neither the visual nor conceptual language, nor the tools for understanding...

I.B.: This is of course an extremely interesting and challenging question. First of all I
think that the masses these authors were talking about are no longer the same mass-
es. The dialectical interaction between mass culture and contemporary art is rather
dynamic, complex and sophisticated. It is a kind of a love-hate relationship.
Contemporary art has influenced and has been influenced by mass culture. Certain
trends in contemporary art utilize the language of mass visual culture and that's one
reason to think that at least in some cases the general public possesses the lan-
guage because it is the same language. However, the message tends to be com-
pletely different. Whereas the message of mass culture is that of entertainment, the



31

ÑËÒ ÍÛ ÚË ‡ı ÏÂ Ò çÛ Ëfl Ë ëÚÂ Ù‡ ÌË Í‡Í ‰‡ ·Ó ‡ ‚ËÏ Ò ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË ÔÓ fl -
‚Ë, „‡ ÌË ̃ Â ̆ Ë Ò ‡Á ‚ ÎÂ Í‡ ÚÂÎ ÌÓ ÚÓ. çÂ ÏËÒ Îfl, ˜Â Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Ë Ò˙‚ -
Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Ò‡ ÚÓÎ ÍÓ ‚‡ ÔÓ ÚË ‚Ó ÔÓ ÎÓÊ ÌË. ç‡È-ËÌ ÚÂ ÂÒ ÌËflÚ Á‡
ÏÂÌ ‡Ò ÔÂÍÚ Â Ì‡Ô Â ÊÂ ÌË Â ÚÓ Ë ◊ÓÚ˙ Í ‚‡ ÌÂ ÚÓ“ ÔÓ ÏÂÊ ‰Û ËÏ, Ë ÔÓ Ì‡Ò ÚÓ fl ̆ ÂÏ
Ò˜Ë Ú‡Ï, ˜Â ÚÂ ‚Á‡ ËÏ ÌÓ ÒÂ ‰Ó Ô˙Î ‚‡Ú. à ‰‚Â ÚÂ ÒÙÂ Ë ËÏ‡Ú ÒÔÓ ÒÓ· ÌÓÒÚ Ú‡ ‰‡
Ò‡ Á‡ ·‡‚ ÌË Ë ‡Á ‚ ÎÂ Í‡ ÚÂÎ ÌË, Ï‡ Í‡ Â‰ Ì‡ Ú‡ ‰‡ ÒÂ ‡Á ·Ë ‡ Í‡ÚÓ ÍË ÚË˜ ÌÓ
◊‡Á ‚ ÎÂ ̃ Â ÌËÂ“.  í‡Í‡ Â ̄ Ëı ÏÂ, ˜Â Ì‡È-‰Ó· Ó ÚÓ Â ̄ Â ÌËÂ Â ‰‡ Í‡ ÌËÏ ıÛ -
‰ÓÊ ÌË ̂ Ë, Á‡ ËÌ ÚÂ Â ÒÛ ‚‡ ÌË ÓÚ ‡ ·Ó Ú‡ ‚ Ó· Î‡ÒÚ Ú‡ Ì‡ ‰Ó ÔË ÏÂÊ ‰Û Úflı. ôÂ
‚Ë ‰ËÏ Í‡Í ‚‡ ÔÛ· ÎË Í‡ ˘Â ÒÂ ÔË Ò˙ Â ‰Ë ÌË.
ÖÒ ÚÂÒ Ú ‚Â ÌÓ, Á‡ ÚÓÁË ÚËÔ ËÁ ÎÓÊ ·‡, Í‡Í ‚‡ ÚÓ ÔÓ‰ „ÓÚ ‚fl ÏÂ, ·Ë ·ËÎÓ ÚÛ‰ ÌÓ ‰‡
‡Á ̃ Ë Ú‡ ÏÂ Ì‡ Ò˙ ̆ ‡ Ú‡ ‡Û ‰Ë ÚÓ Ëfl, ÍÓ fl ÚÓ ÔÓ ÒÂ ̆ ‡ ‚‡ ‡Ô-ÍÓÌ ̂ Â ÚË ÚÂ.  çÂ ËÒ -
Í‡Ï ‰‡ ÚÂ ‡ ÁÓ ̃ ‡ Ó ‚‡Ï, ÌÓ ÍÓÎ ÍÓ ÚÓ Ë ‰‡ ÒÂ Ï˙˜Ë ‰‡ Ò˙‚ Ô‡‰ ÌÂ Ò ‰Ë Ì‡ ÏË -
Í‡ Ú‡ Ì‡ ‰‡ ‰ÂÌ „‡‰, Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ‚ÒÂ Ô‡Í ËÁËÒ Í ‚‡ ÓÔ Â ‰Â ÎÂ ÌÓ
ÌË‚Ó Ì‡ ‡Á ·Ë ‡ ÌÂ Ë ÔÓ‰ „ÓÚ ‚Â ÌÓÒÚ ÓÚ ÒÚ‡ Ì‡ Ì‡ ÔÛ· ÎË Í‡ Ú‡. àÎË ÔÓÌÂ ÓÔ -
Â ‰Â ÎÂ ÌÓ ÓÚ ÌÓ ̄ Â ÌËÂ, ÍÓ Â ÚÓ ÌË Í‡Í ÌÂ Ò˙‚ Ô‡ ‰‡ Ò ı‡Ô ̃ Â ÚÓ ◊ÂÍ Ò Ú‡ ÁË“. Ç ËÁ -
‚ÂÒ ÚÂÌ ÒÏË Ò˙Î, ËÏ‡ ÌÂ˘Ó Í‡ Ò‡ Â ̆ Ó ◊ÛÒ ÔÂ ı‡“ Ì‡ Â‰ÌÓ Ò˙ ·Ë ÚËÂ Ë ‡Á ÎË Í‡ -
Ú‡ ÏÂÊ ‰Û ÛÒ ÔÂ ı‡ Ì‡ Ú‡ Í‡ ‚‡ ËÁ ÎÓÊ ·‡ Ë Ì‡ ‡Ô-ÍÓÌ ̂ Â Ú‡ ËÁ „ ÎÂÊ ‰‡ Ó˜Â ‚Ë‰ -
Ì‡. ë˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Â ÒÔÓ ÒÓ· ÌÓ ‰‡ Û‰Ë‚ Îfl ‚‡, ÌÓ ‚ Ì‡ ̄ Ëfl ÒÎÛ ̃ ‡È
ÔÓÌÂ ÌÂ ÒÚ‡ ‚‡ ‰ÛÏ‡ Á‡ Ï‡ ÒÓ‚ ‚Ë‰ Û‰Ë‚ ÎÂ ÌËÂ. èÓ fl ‚Ë Î‡ ÒÂ Â ‰˙Î ·Ó Í‡ ÔÓ -
Ô‡ÒÚ ÏÂÊ ‰Û ◊Ï‡ „Ë Ì‡Î ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó“ Ë ◊Ï‡ „Ë Ì‡Î Ì‡ Ú‡ ÔÛ· ÎË Í‡“.

message of contemporary art would be the one of analysis. Mass culture is not
really about comment or critique. Contemporary art is. On the other hand, mass
culture is for the passive observer, contemporary art looks for the active partici-
pant, be it in an action or in the process of building up a context for a certain
statement. 
We discussed with Nuria and Stéphanie how could we deal with artistic activities
bordering on entertainment culture. I do not think that mass culture and con-
temporary art are all that opposed each other. The most interesting aspect for
me is the tension and the friction between them and I actually think that they
complement each other. Both areas of activity could be amusing and entertain-
ing although one is intended as critical “entertainment”. So, we decided that the
best thing would be to invite artists who are interested in working in the area
where these two rub into one another. Let's see what kind of public will join us.
Of course, for the kind of art show we are preparing it would be hardly fair to rely
on the same type of audience that goes to rap concerts. I don't want to disap-
point you but no matter how much it is trying to coincide with the dynamics of a
given city, still contemporary art demands a certain level of understanding and
preparedness from its audience. Or at least a certain attitude that by no means
coincides with the ecstasy pill. In a way it has to do with the “success” of an
event, and the difference between the success of such a show and the success
of a rap concert seems to be obvious. Contemporary art is able to astonish but
at least in our case it is not a mass kind of astonishment. A great divide between
“marginal art” and “marginal public” has arisen. 

A.K.: Isn't this relation between the radical, hard experience of contemporary art
and the efficient financial and organizational network that transforms the mar-
ginal artistic experimentation into an industry paradoxical? How do you think the
principles of mass appeal, technology, success, organization (all of them princi-
ples of capitalism and the right) connect with the principles of radical question-
ing, marginal experimentation and revolutionary challenging of the existing
norms?
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Ä.ä.: çÂ Â ÎË Ô‡ ‡ ‰ÓÍ Ò‡Î Ì‡ ‚˙Á Í‡ Ú‡ ÏÂÊ ‰Û ‡ ‰Ë Í‡Î ÌËfl ÚÛ ‰ÂÌ ÓÔËÚ Ì‡ Ò˙‚ Â -
ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Ë ÂÙË Í‡Ò Ì‡ Ú‡ ÙË Ì‡Ì ÒÓ ‚‡ Ë Ó „‡ ÌË ÁÂ ̂ Ë ÓÌ Ì‡ ÏÂ Ê‡, ÔÂ‚ ˙ -
˘‡ ̆ ‡ Ï‡ „Ë Ì‡Î ÌËfl ıÛ ‰Ó ÊÂÒ Ú ‚ÂÌ ÂÍ Ò ÔÂ Ë ÏÂÌÚ ‚ ËÌ ‰ÛÒ Ú Ëfl? ä‡Í ÒÂ ÒÂ ̆ ‡Ú ÒÔÓ -
Â‰ ÚÂ· ÔËÌ ̂ Ë ÔË ÚÂ Ì‡ Ï‡ ÒÓ ‚Ó ÚÓ Ú˙ ÒÂ ÌÂ, ÚÂı ÌÓ ÎÓ „Ë˜ ÌÓÒÚ Ú‡, ÛÒ ÔÂ ı‡, Ó „‡ ÌË ÁË -
‡ ÌÓÒÚ Ú‡  (‚ÒË˜ ÍË ÚÂ ÔËÌ ̂ Ë ÔË Ì‡ Í‡ ÔË Ú‡ ÎËÁ Ï‡ Ë ‰ÂÒ ÌË ̂ ‡ Ú‡) Ò ÔËÌ ̂ Ë ÔË ÚÂ Ì‡
‡ ‰Ë Í‡Î ÌÓ ÚÓ Ò˙Ï ÌÂ ÌËÂ, Ï‡ „Ë Ì‡Î ÌÓ ÚÓ ÂÍ Ò ÔÂ Ë ÏÂÌ Ú‡ ÚÓ Ò Ú ‚Ó Ë Â ‚Ó Î˛ ̂ Ë ÓÌ ÌÓ -
ÚÓ ÔÓ ÚË ‚Ó ÔÓÒ Ú‡ ‚fl ÌÂ Ì‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ̆ ‡ Ú‡ ÌÓ Ï‡?

ü.Å.: íÓ‚‡ Â Ô‡ ‡ ‰ÓÍÒ, ÍÓÈ ÚÓ ËÁ ̂ fl ÎÓ ÌÂ ·Ëı ÏÓ„ Î‡ ‰‡ Ó·flÒ Ìfl, ÌÓ Ò˙Á Ì‡ ‚‡Ï ÒÂ -
Ë ÓÁ ÌÓÒÚ Ú‡ ÏÛ. àÁ „ ÎÂÊ ‰‡, Â‰Ì‡ ÓÚ ÔË ̃ Ë ÌË ÚÂ Á‡ Ó „‡ ÌË ÁË ‡ ÌÂ Ì‡ å‡ ÌË ÙÂÒ Ú‡
ÛÒ ÔÓ Â‰ ÌÓ Ò ÔÓ ̂ Â Ò‡ Ì‡ Ú‡Ì Ò ÙÓ Ï‡ ̂ Ëfl ‚ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡, ·Â ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ -
Ú‡ ‰‡ ÒÂ Ò˙Á ‰‡ ‰Â ÒÚÛÍ ÚÛ ‡, Á‡ ÌË Ï‡ ‚‡ ̆ ‡ ÒÂ Ò ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÔÂ ‰Ë Ô‡ Á‡ Ì‡ Ú‡ ÏÛ
Â ‡ ÎË Á‡ ̂ Ëfl. ÖÚÓ Á‡˘Ó å‡ ÌË ÙÂÒ Ú‡ 4 ÒÂ ÒÚÓË ÒÎÂ‰ Ì‡Ô Â„ Ì‡ ÚÓ ÚÓ Ú˙ ÒÂ ÌÂ, ÍÓ Â -
ÚÓ Úfl· ‚‡ ̄ Â ‰‡ ÔÂ‰ Ô Ë Â ÏÂÏ ËÁ ˆÂ ÎËfl ÍÓÌ ÚË ÌÂÌÚ, Á‡ ‰‡ ÒÂ˘ ÌÂÏ Ë ËÁ ·Â ÂÏ ÓÚ -
ÌÓ ÒË ÚÂÎ ÌÓ ◊ÌÂ ÔÓ‚ Â ‰Â ÌË“ ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË Ô‡Í ÚË ÍË Ë ÏÎ‡ ‰Ë ‡‚ ÚÓ Ë. ê‡Á ·Ë ‡ ÒÂ,
ËÏ‡ ÎÓ Â Ë ‰Û „Ë ÓÔË ÚË Á‡ ÓÚ „Ó ‚Ó Ì‡ ÚÓÁË Ô‡ ‡ ‰ÓÍÒ, Í‡ÚÓ Ô‡Í ÚË Í‡ Ú‡ Ì‡ ËÁ ÏÂÒ -
Ú ‚‡ ÌÂ Ó „‡ ÌË Á‡ ̂ Ë fl Ú‡ Ì‡ „Ó ÎÂ ÏË ÏÂÊ ‰Û Ì‡ Ó‰ ÌË Ò˙ ·Ë ÚËfl ‚ Ï‡ „Ë Ì‡Î ÌË ÏÂÒ Ú‡ ËÁ
ˆÂ ÎËfl Ò‚flÚ. èÓ ‰Ó· ÌË Â ̄ Â ÌËfl ‰ÂÈÒ Ú ‚‡Ú Á‡ ËÁ ‚ÂÒ Ú ÌÓ ‚Â ÏÂ Ë ÔÓÒ ÎÂ ·Ë ‚‡Ú ÔÓ „˙Î -
Ì‡ ÚË ÓÚ Ó· ̆ Ó ÚÓ ÚÂ ̃ Â ÌËÂ. åÓÊÂ ·Ë ÌÂ ÁÌ‡ Â¯, ÌÓ ÚÓ‚‡ Â ÓÒ ÌÓ‚ Ì‡ Ú‡ ÔË ̃ Ë Ì‡ Á‡
ÍË ÚË Í‡ ÒÔfl ÏÓ „Ó ÎÂ ÏË ÚÂ ËÁ ÎÓÊ ·Ë, „Î‡‚ ÌÓ Ú‡Í‡ Ì‡ Â ̃ Â ÌË ÚÂ ·Ë Â Ì‡ ÎÂ Ú‡. Ç ÚÂÍ Ò -
Ú‡ Ì‡ ÍÛ ‡ ÚÓ Ò Í‡ Ú‡ ÌË „Û Ô‡, ÔÂ‰ ıÓÊ ‰‡˘ å‡ ÌË ÙÂÒ Ú‡ 4, ‚ÍÎ˛ ̃ Ëı ÏÂ ÓÔ Â ‰Â ÎÂ -
ÌËÂ, ÔÓ‰ ̃ Â Ú‡ ‚‡ ̆ Ó ÔË ‚˙ Á‡ ÌÓÒÚ Ú‡ ÌË Í˙Ï ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË Ô‡Í ÚË ÍË, ÌÂ ‡Ô ÓÔ Ë -
Ë ‡ ÌË ÓÚ ◊‚ËÒ ̄ Ë ÚÂ“ ËÌ Ò ÚË ÚÛ ̂ ËË Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ Ú‡ Ó· ̆  ÌÓÒÚ. àÓ ÌË fl Ú‡ ÚÛÍ Â, ˜Â
å‡ ÌË ÙÂÒ Ú‡ Ò‡Ï‡ ÔÓ ÒÂ·Â ÒË Â Ò˙˘Ó ÔÓÏÓˆËfl, ËÁ ·ÛÚ ‚‡˘‡ Ì‡ ÔÓ ‚˙ ı ÌÓÒÚ Ú‡ ÏÌÓ -
„Ó ıÛ ‰ÓÊ ÌË ̂ Ë, Ë‰ ‚‡ ̆ Ë ÓÚ Ï‡ „Ë Ì‡Î ÌË ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË ÒˆÂ ÌË. é˘Â ÔÓ-ÎË ̂ Â ÏÂ ÌÓ
Â, ˜Â ÌËÂ, Í‡Í ÚÓ Ë ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ, ˘Â ÒÏÂ ‰Ó ‚ÓÎ ÌË ‡ÍÓ ÚÓ‚‡ ˘Â ÒÂ ÒÎÛ ̃ Ë... í‡Í‡
˜Â, ËÏ‡ ÏÂ ‚ÒË˜ ÍÓ ÚÓ‚‡ ÔÂ‰ ‚Ë‰.   
ë˙ ̆ Ëfl Ô‡ ‡ ‰ÓÍÒ „Ó ‚ËÊ ‰‡Ï Á‡ ÏÂ ÒÂÌ Ë ‚ ÍÛ ‡ ÚÓ Ò Í‡ Ú‡ ÏË ÔÓ ÁË ̂ Ëfl ÔÓ ÓÚ ÌÓ ̄ Â -
ÌËÂ Ì‡ å‡ ÌË ÙÂÒ Ú‡ 4. è‡ ‡ ‰ÓÍ Ò‡ ÎÂÌ Â Ù‡Í Ú˙Ú, ˜Â ·flı ÔÓ Í‡ ÌÂ Ì‡ (ÌÓ ÏË ÌË ‡ Ì‡, Ì‡ -
Â Ú‡, ‚˙ ̃ Â ÌË ÏË ·flı‡ ËÌ Ò Ú Û ÏÂÌ ÚË, Â ÒÛ ÒË Ë Ú.Ì.) ‰‡ Ò˙Ï ËÁ ̂ fl ÎÓ ÌÂ Á‡ ‚Ë ÒË Ï‡ ‚

I.B.: That's a paradox I can't explain in full, but it is a most serious one. It seems that
one of the reasons for establishing Manifesta in parallel with the process of transfor-
mation in Eastern Europe was the necessity to create a structure that deals with art
before its marketability. That's why Manifesta 4 is based on the extensive research we
had to do all over Europe in order to meet and select relatively “unspoiled” artistic
practices and younger artists. Of course, there have been other attempts to counter
this paradox such as moving the practice of organizing large international events to
marginal places all over the world. Such practice works as a solution for some time
and then it is incorporated into the mainstream. Maybe you do not know, but that's the
main reason for criticizing the system of big exhibitions, mainly the biennials. In our
curatorial text that prefaces Manifesta 4, we included a sentence that underlines our
interest in art practices that are not yet appropriated by the high profile institutions of
the art world. The irony is that Manifesta itself is also a promotional asset that helps
propel so many artists coming from the marginal art scenes. Even more “hypocritical”
is that we ourselves, as well as the artists, would be happy if this happens... We take
all that into account.
I see this paradox implicated also in my curatorial position regarding Manifesta 4. The
paradox is in the fact that I have been invited (nominated, contracted, given tools and
resources, etc.) to be completely independent in my judgments, professional choic-
es, practice, etc. up to the point of “facing the public” and taking full responsibility for
the event. It is the same with my colleagues. It seems that we have been invited/con-
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ÓÚ Ò˙Ê ‰‡ ÌË fl Ú‡ ÒË, ‚ ÔÓ ÙÂ ÒË Ó Ì‡Î ÌËfl ÏË ËÁ ·Ó, Ô‡Í ÚË Í‡ Ë Ú.Ì., ‰Ó ÚÓ˜ Í‡ Ú‡ ◊‰‡ ÒÂ
ËÁ Ô ‡ ‚fl ÔÂ‰ ÔÛ· ÎË Í‡ Ú‡“ Ë ‰‡ ÔÓ Â Ï‡ ÓÚ „Ó ‚Ó ÌÓÒÚ Á‡ ÒÚ‡ Ì‡ ÎÓ ÚÓ. ë˙ ̆ Ó ÚÓ ÒÂ ÓÚ Ì‡ -
Òfl Ë Á‡ ÍÓ ÎÂ „Ë ÚÂ ÏË. àÁ „ ÎÂÊ ‰‡ ÒÏÂ ·ËÎË ÔÓ Í‡ ÌÂ ÌË/Ì‡ Â ÚË ‰‡ ÒÏÂ ÌÂ Á‡ ‚Ë ÒË ÏË. äÛ -
‡ ÚÓ Ò ÍË flÚ ‰Ó „Ó ‚Ó Ì‡ ÚÓÎ ÍÓ ‚‡ „Ó Îfl ÏÓ ÏÂÊ ‰Û Ì‡ Ó‰ ÌÓ Ò˙ ·Ë ÚËÂ Â flÒÂÌ ÁÌ‡Í Ì‡
ÔË Ì‡‰ ÎÂÊ ÌÓÒÚ Í˙Ï ÒËÒ ÚÂ Ï‡ Ú‡ ËÎË ËÌ ‰ÛÒ Ú Ë fl Ú‡ – Í‡Í ÚÓ ÊÂ Î‡Â¯. Ç Ò˙ ̆ Ó ÚÓ ‚Â -
ÏÂ ÚÓÈ Â Â‰ËÌ Ò Ú ‚Â Ì‡ Ú‡ „‡ ‡Ì ̂ Ëfl Á‡ ÌÂ Á‡ ‚Ë ÒË ÏÓÒÚ, „‡ ‡Ì ̂ Ëfl ÒÔfl ÏÓ ÌÂ „‡ ÚË‚ ÌË ÚÂ
ÂÙÂÍ ÚË Ì‡ ÒËÒ ÚÂ Ï‡ Ú‡... è‡ ‡ ‰ÓÍ Ò‡Î ÌÓ Â Ë ÚÓ‚‡, ˜Â Ò˙ ·Ë ÚËfl Í‡ÚÓ å‡ ÌË ÙÂÒ Ú‡ ·Ëı‡
Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÎË ÚÛ‰ ÌÓ ËÁ ‚˙Ì ÚÓÁË Ô‡ ‡ ‰ÓÍÒ. çÓ Ò˙˘Ó Ú‡Í‡ ‚fl ‚‡Ï, ˜Â ‡ ·Ó ÚÂÈ ÍË
‚ ‡Ï Í‡ Ú‡ ÏÛ, Ò˙Ï ÒÔÓ ÒÓ· Ì‡ Ì‡ ÒÏËÒ ÎÂ Ì‡ ‚Ë ÁËfl Ë ÍË ÚË Í‡. 

Ä.ä.: é·ÂÁ ÔÓ ÍÓÂÌ Ò˙Ï ÓÚ ÚÓÁË ÚÂı ÌÓ/Â ‚Ó Î˛ ̂ Ë Ó ÌÂÌ, Í‡ ÔË Ú‡ ÎËÒ ÚË ̃ ÂÒ ÍË ‡‚‡Ì „‡ -
‰ÂÌ ÂÍ ÎÂÍ ÚË Á˙Ï. ífl· ‚‡ ‰‡ ÒÂ Á‡ ÏËÒ ÎËÏ Á‡ ÚÓ‚‡ Ó˘Â ÔÓ-Ì‡Ò ÚÓ fl ÚÂÎ ÌÓ ÒÎÂ‰ 1989,
ÍÓ „‡ ÚÓ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡ ÔÓ ËÁ ‚Â ‰Â Ô‡ ‡ ‰ÓÍ Ò‡Î ÌË Â ‚Ó Î˛ ̂ ËË – ÌÂÊ ÌË, ·ÂÁ ‡ ‰Ë -
Í‡Î ÌÓÒÚ ËÎË Ì‡ ÒË ÎËÂ, ÓÔË ÚË Á‡ ◊‚˙Á Ò Ú‡ ÌÓ ‚fl ‚‡ ÌÂ Ì‡ ÌÓ Ï‡Î ÌÓÒÚ Ú‡“, ‚Ò˙˘ ÌÓÒÚ
Á‡‚ ˙ ̆ ‡ ÌÂ Í˙Ï ÌÓ Ï‡Î ÌÓÒÚ Ú‡. çfl ÍÓË Ì‡ Ë ̃ ‡Ú ÚÂÁË ÓÔË ÚË ◊ÂÒ Ú‡‚ ‡ ̂ Ëfl Ì‡ Í‡ ÔË -
Ú‡ ÎËÁ Ï‡“. ä‡ Í˙‚ Â ÒÓ ̂ Ë ‡Î ÌË flÚ ÒÚ‡ ÚÛÒ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó? ä‡Í ÒÂ Ò˙ ÓÚ Ì‡ -
Òfl ÚÓÈ Ò „ÎÓ ·‡Î Ì‡ Ú‡ ÔÓ ·Â ‰‡ Ì‡ „ÎÓ ·‡Î ÌËfl ÔÓÒÚ-Í‡ ÔË Ú‡ ÎË Á˙Ï?

ü.Å.: àÁ „ ÎÂÊ ‰‡, ˜Â Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÌÂ ÔË ÚÂ Ê‡ ‚‡ ıÓ ÏÓ „Â ÌÂÌ ÒÓ ̂ Ë ‡ ÎÂÌ
ÒÚ‡ ÚÛÒ. ë˙ ̆ ÂÒ Ú ‚Û ‚‡ „Ó Îfl ÏÓ ‡Á ÌÓ Ó· ‡ ÁËÂ ÓÚ Ô‡Í ÚË ÍË ‚ ÌÂ ÔÓ-Ï‡Î ÍÓ ÏÌÓ ÊÂÒ Ú ‚Ó
‡Á ÎË ̃ ‡ ‚‡ ̆ Ë ÒÂ ÍÓÌ ÚÂÍ Ò ÚË. èÂ‰ ÔÓ Î‡ „‡Ï, ˜Â ÍÓÌ Í ÂÚ ÌË ÚÂ ÒÓ ̂ Ë ‡Î ÌË Ó· Ò ÚÓ fl ÚÂÎ Ò -
Ú ‚‡ Ë Ò‡ ÏË ÚÂ ıÛ ‰ÓÊ ÌË ̂ Ë ÔË ‰‡ ‚‡Ú Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÓÔ Â ‰Â ÎÂÌ ÒÚ‡ ÚÛÒ.
à ÚÓÁË ÒÚ‡ ÚÛÒ Â ‰ÓÒ Ú‡ ‚‡ ÊÂÌ ‚˙‚ ‚˙Á Í‡ Ò Ë‰Â Ë ÚÂ ÌË Á‡ Í‡ ÔË Ú‡ ÎËÁ Ï‡. Ç àÁ ÚÓ˜ Ì‡

tracted to be independent. The curatorial contract for this large international event
appears to be a clear sign of belonging to the system, or the industry, if you will. At
the same time it is the only guarantee of independence, a guarantee against the neg-
ative effects of the system... The paradox is that events like Manifesta could hardly
exist outside of and without this paradox. Yet, I believe that working from within the
paradox, I can still offer meaningful critique and vision. 

A.K.: I am upset with this techno/revolutionary, capitalist avant-garde eclecticism. We
have to think about this even more insistently after 1989 when Eastern Europe pro-
duced paradoxical revolutions – velvet, without either radicalism or violence, attempts
at “restoration of normality”, actually a return to normality. Some call these attempts
“a restoration of capitalism”. What is the social status of contemporary art? How
does it fit in with the global victory of global post-capitalism?

I.B.: Looks like contemporary art does not have a homogeneous social status. There
is a great variety of practices in as many different contexts. I guess the concrete
social circumstances as much as the artists define for contemporary art a certain sta-
tus. And this status is quite relevant for the concepts we have about capitalism. For
instance, in Eastern Europe we would never say that we already exist in a system of
capitalist relations. We might say however, that what we had was not really socialism
but some kind of “state capitalism”. On the other side, contemporary art tends to be
transnational in its reception. Thus, it could be seen as the most capitalistic part of
society here. This is also a rather relative statement...
It seems that after all, contemporary art is once again producing paradoxical rela-
tions with society. I already mentioned the critical potential of contemporary art. Yet,
it has been stated many times that capitalism is able to absorb anything, even the
most radical gestures. Ten-twelve years ago in Eastern Europe contemporary art had
the distinct status of avant-garde with the urge to demolish everything old, a vision
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Ö‚ Ó Ô‡, Ì‡Ô Ë ÏÂ, ÌË ÍÓ „‡ ÌÂ ·Ëı ÏÂ Í‡ Á‡ ÎË, ˜Â ‚Â˜Â ÊË ‚Â ÂÏ ‚ ÒËÒ ÚÂ Ï‡ -
Ú‡ Ì‡ Í‡ ÔË Ú‡ ÎËÒ ÚË ̃ ÂÒ ÍË ÓÚ ÌÓ ̄ Â ÌËfl. é·‡ ̃ Â ·Ëı ÏÂ ‰Ó ·‡ ‚Ë ÎË, ˜Â ÚÓ‚‡, ÍÓ -
Â ÚÓ ËÏ‡ı ÏÂ, ÌÂ ·Â¯Â ËÒ ÚËÌ Ò ÍË ÒÓ ̂ Ë ‡ ÎË Á˙Ï, ‡ Ìfl Í‡ Í˙‚ ‚Ë‰ ◊‰˙ Ê‡ ‚ÂÌ Í‡ -
ÔË Ú‡ ÎË Á˙Ï“. éÚ ‰Û „‡ ÒÚ‡ Ì‡, Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÒÂ ÒÚÂ ÏË Í˙Ï
Ú‡Ì Ò Ì‡ ̂ Ë Ó Ì‡Î ÌÓÒÚ ‚˙‚ ‚˙Á Ô Ë fl ÚË fl Ú‡ ÒË. í‡Í‡ ÚÓ ÏÓÊÂ ‰‡ ÒÂ ÔË Â ÏÂ
Í‡ÚÓ Ì‡È-Í‡ ÔË Ú‡ ÎËÒ ÚË ̃ ÂÒ Í‡ Ú‡ Ò˙Ò Ú‡‚ Í‡ Ì‡ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ Û Ì‡Ò. íÓ‚‡, ‡Á -
·Ë ‡ ÒÂ, Â ‰ÓÒ Ú‡ ÓÚ ÌÓ ÒË ÚÂÎ ÌÓ Ú‚˙ ‰Â ÌËÂ...
Ç Í‡fl Ì‡ Í‡ Ë ̆ ‡ Ú‡, ËÁ „ ÎÂÊ ‰‡, ˜Â Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÓÚ ÌÓ ‚Ó Ë ÓÚ -
ÌÓ ‚Ó ÔÓ ËÁ ‚ÂÊ ‰‡ Ô‡ ‡ ‰ÓÍ Ò‡Î ÌË ÓÚ ÌÓ ̄ Â ÌËfl ‚ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ. ÇÂ˜Â „Ó ‚Ó Ëı
Á‡ ÍË ÚË ̃ ÂÒ ÍËfl ÏÛ ÔÓ ÚÂÌ ̂ Ë ‡Î. Ç Ò˙ ̆ Ó ÚÓ ‚Â ÏÂ, ‰Ó Í‡Á ‚‡ ÌÓ Â ÌÂ ‚Â‰ Ì˙Ê,
˜Â Í‡ ÔË Ú‡ ÎËÁ Ï˙Ú Â ÒÔÓ ÒÓ ·ÂÌ ‰‡ ÛÒ ‚ÓË Í‡Í ‚Ó ÚÓ Ë ‰‡ Â, ‰ÓË Ë Ì‡È-‡ ‰Ë -
Í‡Î ÌË ÚÂ ÊÂÒ ÚÓ ‚Â. èÂ ‰Ë ‰Â ÒÂÚ-‰‚‡ Ì‡È ÒÂÚ „Ó ‰Ë ÌË Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú -
‚Ó ‚ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡ ËÏ‡ ̄ Â ˜ÂÚ ÎË ‚Ëfl ÒÚ‡ ÚÛÒ Ì‡ ‡‚‡Ì „‡‰ ‚ ÒÚÂ ÏÂ Ê‡ ‰‡
ÒÂ ‡Á Û ̄ Ë ‚ÒË˜ ÍÓ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ̆ Ó, ÔÂ‰ Ò Ú‡‚ Îfl ‚‡ ̄ Â ‚Ë ÁËfl Á‡ ·˙ ‰Â ̆ Â ÚÓ,
ÂÌÂ „Ëfl Á‡ ÔÂ ‰Â ÙË ÌË ‡ ÌÂ Ì‡ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ, ÔÂ ‰ÓÒ Ú‡ ‚fl ̄ Â ÛÏÂ ÌË Â ÚÓ ‰‡
ÒÂ ‚ÍÎ˛ ̃ ‡Ú ‚ ‰ÂÈÒ Ú ‚ËÂ „Ó ÎÂ ÏË „Û ÔË ıÓ‡. ëÔÓÏ Ìfl¯ ÎË ÒË ‚Â ÏÂ ÚÓ ÓÍÓ -
ÎÓ 1990/91, ÍÓ „‡ ÚÓ ÔÂ Ò‡ Ú‡ ÓÚ Ì‡ Òfl ̄ Â ‚ÒË˜ ÍË ÔÓ ÎË ÚË ̃ ÂÒ ÍË Ï‡ ÒÓ‚ ÍË ‚ ëÓ -
ÙËfl Í˙Ï ıÂ Ô˙ ÌËÌ „‡ Ë ÔÂ ÙÓ Ï‡Ì Ò‡? íÓ „‡ ‚‡ ·Â¯Â ÒÏÂ¯ ÌÓ, ÌÓ ‰ÌÂÒ ËÁ „ -
ÎÂÊ ‰‡, ˜Â Â ·ËÎÓ ·Â ÎÂ„ Ì‡ ‚Â ÏÂ ÚÓ ÒË... ëÂ„‡ ÒÚ‡ ÚÛ Ò˙Ú Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ
ËÁ ÍÛÒ Ú ‚Ó ‚ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡ Â ÔÓ-·ÎË ÁÓ ‰Ó ÚÓÁË ‚ Á‡ Ô‡‰ Ì‡ Ú‡ π ˜‡ÒÚ, Ò‚˙ -
Á ‚‡ ÒÂ Ò Ï‡ „Ë Ì‡Î ÌÓ ÚÓ, Ò ÍË ÚË Í‡ Ú‡, Ò˙Ò Ò˙Ï ÌÂ ÌË Â ÚÓ Ë ‡Ì‡ ÎË Á‡. çÂ Ò˙Ï
ÒË „Û Ì‡, ˜Â ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ ‰ÌÂÒ, Í‡Í ÚÓ Ì‡ ËÁ ÚÓÍ, Ú‡Í‡ Ë Ì‡ Á‡ Ô‡‰, ËÒ Í‡Ú ‰‡
ÔÓ ÏÂ ÌflÚ Ò‚Â Ú‡. èÂ Í‡ ÎÂ ÌË ÚÂ ÏÂ ÒË ‡ ÌËÒ Ú ÍË ËÎ˛ ÁËË, ‚ÌÂ ÒÂ ÌË ‚ ıÛ ‰ÓÊ ÌË -
˜ÂÒ ÍÓ ÚÓ ÏËÒ ÎÂ ÌÂ ÓÚ ÒÓ ̂ Ë ‡ ÎËÒ ÚË ̃ ÂÒ ÍÓ ÚÓ Ó· ̆ ÂÒ Ú ‚Ó, ‚ ÍÓ Â ÚÓ ÊË ‚Â Âı ÏÂ,
‚Â˜Â „Ë ÌflÏ‡. ç‡ ÎË˜ ÌÓ ÚÓ Â ÏÓÊÂ ·Ë ÔÓ-ÒÍÓÏ ÌÓ Ë ÔÓ-ÌÂ ‡Ï ·Ë ̂ Ë ÓÁ ÌÓ, ÌÓ
Ò˙Ò ÒË „Û ÌÓÒÚ ÔÓ-‰ÂÈÒ Ú ‚Â ÌÓ Ë „˙‚ Í‡ ‚Ó.

for the future, the energy to redefine society, the ability to organize larger groups
of people into action. Do you remember the time around 1990/91 when the press
used to refer to all the political rallies in Sofia as happenings and performances?
That was funny then but it seems now like it was a logical sign of the times... Now
the status of contemporary art in Eastern Europe is closer to the one in Western
Europe and it has to do with being marginal, with critique, questioning and analy-
sis. I am not sure that artists now want to change the world, neither in the Western
nor in the Eastern part of Europe. The overly Messianic illusions that were once
upon a time installed in the artists’ minds by the socialist society we used to live in,
are no longer there. What is there is maybe smaller and less ambitious but it is
surely more effective and flexible.
Actually, it is precisely the more traditional kind of art production that is now adver-
tised in Eastern Europe as “restoration” and a return to normality. Yet it is not clear,
return to what? The traditional approaches to art were so strongly imposed in
socialist times that they became an attribute of socialism. However, these
approaches do not fit in any way into the left-right schema you have in mind. The
art of “restoration”, the act of return to whatever, does not present a vision of its
own. On the contrary, it brings back old visions, something that can hardly be
associated with contemporary art. Maybe that's the case with the “velvet revolu-
tions” too. After all, they did not bring back the “bloody” ones from the past...
Maybe what’s happening in contemporary art now could be seen as a “restoration”
or a return to normalcy only from a certain theoretical viewpoint. However, I am not
sure that such point of view can accept the impossibility of art continuing its exis-
tence as some sort of “socialist avant-garde”.
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This is related to the paradox in your statement about “restoration” and the return
to normality. It seems that in the progressively normalized situation immense
efforts are needed to comprehend contemporary art as something normal...
However, contemporary art does not see itself as normal, and neither do you,
right? I simply think that it doesn't amount to a return and that's hardly worth argu-
ing about.
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ÇÒ˙˘ ÌÓÒÚ ËÏÂÌ ÌÓ Ì‡È-Ú‡ ‰Ë ̂ Ë ÓÌ Ì‡ Ú‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÔÓ ‰ÛÍ ̂ Ëfl ‚ àÁ ÚÓ˜ Ì‡
Ö‚ Ó Ô‡ ‰ÌÂÒ ÒÂ Ó·fl ‚fl ‚‡ Á‡ ◊ÂÒ Ú‡‚ ‡ ̂ Ëfl“ Ë ‚˙ ̆ ‡ ÌÂ Í˙Ï ÌÓ Ï‡Î ÌÓÒÚ Ú‡.
çÓ ÌË ÍÓ „‡ ÌÂ Â flÒÌÓ – Á‡‚ ˙ ̆ ‡ ÌÂ Í˙Ï Í‡Í ‚Ó? í‡ ‰Ë ̂ Ë ÓÌ ÌË ÚÂ ÔÓ‰ ıÓ ‰Ë ‚ ËÁ -
ÍÛÒ Ú ‚Ó ÚÓ ·flı‡ Ì‡ Î‡ „‡ ÌË Ò Ú‡ Í‡ ‚‡ ÒËÎ‡ ‚˙‚ ‚Â ÏÂ ÚÓ Ì‡ ÒÓ ̂ Ë ‡ ÎËÁ Ï‡, ˜Â ÒÂ
ÔÂ ‚˙ Ì‡ ı‡ ‚ ÌÂ „Ó‚ ‡Ú Ë ·ÛÚ. àÁ ÍÛÒ Ú ‚Ó ÚÓ Ì‡ ◊ÂÒ Ú‡‚ ‡ ̂ Ë fl Ú‡“, Á‡‚ ˙ ̆ ‡ ÌÂ ÚÓ
Í˙Ï Í‡Í ‚Ó ÚÓ Ë ‰‡ ·ËÎÓ, ÌÂ Ò˙Á ‰‡ ‚‡ ÒÓ· Ò Ú ‚Â ÌË ‚Ë ÁËË. ç‡Ô Ó ÚË‚, ÔË ÁÓ ‚‡ ‚‡
ÒÚ‡ Ë, Ú‡ ÍË ‚‡, ÍÓ Ë ÚÓ ÚÛ‰ ÌÓ ÏÓ „‡Ú ‰‡ ÒÂ ‡ÒÓ ̂ Ë Ë ‡Ú Ò˙Ò Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ -
ÍÛÒ Ú ‚Ó. åÓÊÂ ·Ë Ò˙ ̆ Ó ÚÓ ÒÂ ÓÚ Ì‡ Òfl Ë Á‡ ÒÎÛ ̃ ‡fl Ò ◊ÌÂÊ ÌË ÚÂ Â ‚Ó Î˛ ̂ ËË“ –
ÚÂ, ‚ÒÂ Ô‡Í, ÌÂ ‚˙Á ‚˙ Ì‡ ı‡ ◊Í˙ ‚‡ ‚Ë ÚÂ Â ‚Ó Î˛ ̂ ËË“ ÓÚ ÏË Ì‡ ÎÓ ÚÓ... àÁ „ ÎÂÊ -
‰‡, ˜Â ÒÎÛ˜ ‚‡ ̆ Ó ÚÓ ÒÂ ‚ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ·Ë ÏÓ„ ÎÓ ‰‡ ÒÂ ‡Á „ ÎÂÊ ‰‡
Í‡ÚÓ ◊ÂÒ Ú‡‚ ‡ ̂ Ëfl” Ë ‚˙ ̆ ‡ ÌÂ Í˙Ï ÌÓ Ï‡Î ÌÓÒÚ Ú‡ Â‰ËÌ Ò Ú ‚Â ÌÓ ÓÚ ÓÔ Â ‰Â ÎÂ -
Ì‡ ÚÂ Ó Â ÚË ̃ ÂÒ Í‡ „ÎÂ‰ Ì‡ ÚÓ˜ Í‡. çÓ ÌÂ Ò˙Ï ÒË „Û Ì‡, ˜Â ÓÚ Ú‡ Í‡ ‚‡ „ÎÂ‰ Ì‡ ÚÓ˜ -
Í‡ ÏÓÊÂ ‰‡ ÒÂ ÔË Â ÏÂ ÌÂ ‚˙Á ÏÓÊ ÌÓÒÚ Ú‡ ÚÓ ‰‡ ÔÓ ‰˙Î ÊË Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ ÚÓ ÒË
Í‡ÚÓ Ìfl Í‡ Í˙‚ ◊ÒÓ ̂ Ë ‡ ÎËÒ ÚË ̃ ÂÒ ÍË ‡‚‡Ì „‡‰“.  
íÓ‚‡ ·Â¯Â ÔÓ ÔÓ ‚Ó‰ Ô‡ ‡ ‰ÓÍ Ò‡ ‚ Ú‚˙ ‰Â ÌË Â ÚÓ ÚË Á‡ ◊ÂÒ Ú‡‚ ‡ ̂ Ë fl Ú‡“ Ë ‚˙ -
˘‡ ÌÂ ÚÓ Í˙Ï ÌÓ Ï‡Î ÌÓÒÚ Ú‡. ÇÒÂ Ô‡Í ‚ ÌÂÔ Â Í˙Ò Ì‡ ÚÓ ÌÓ Ï‡ ÎË ÁË ‡ ̆ ‡ Ú‡ ÒÂ
ÒË ÚÛ ‡ ̂ Ëfl ·Ëı‡ ·ËÎË ÌÂ Ó· ıÓ ‰Ë ÏË Ó„ ÓÏ ÌË ÛÒË ÎËfl, Á‡ ‰‡ ÒÂ ÔË Â ÏÂ Ò˙‚ Â -
ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Í‡ÚÓ ÌÂ˘Ó ÌÓ Ï‡Î ÌÓ... ë‡ ÏÓ ÚÓ ÚÓ ÌÂ ‚ËÊ ‰‡ ÒÂ·Â ÒË Í‡ÚÓ
Ú‡ ÍÓ ‚‡, ÌËÚÓ Ô˙Í ÚË, Ì‡ÎË? èÓÒ ÚÓ ÒË ÏËÒ Îfl, ˜Â ‚˙ ̆ ‡ ÌÂ ÚÓ ÌÂ ÒË ÒÚÛ ‚‡ Ë
Ì‡ ‰‡ ÎË ÒË ÒÚÛ ‚‡ Ë ÒÔÓ ˙Ú ÔÓ ÌÂ„Ó.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚
êÓ ‰ÂÌ ‚ ëÓ ÙËfl ÔÂÁ 1953 „.. ÑÓ ̂ ÂÌÚ ‚ Í‡ ÚÂ‰ ‡ ◊äÛÎ ÚÛ Ó ÎÓ „Ëfl“ ‚ ëì. ç‡ Û ̃ ÂÌ 
‰Ë ÂÍ ÚÓ Ì‡ ñÂÌ Ú˙ ‡ Á‡ ‡Í‡ ‰Â ÏË˜ ÌË ËÁ Ò ÎÂ‰ ‚‡ ÌËfl, ëÓ ÙËfl. ÑÓÍ ÚÓ Ì‡ Ì‡ Û ÍË ÚÂ.
èÂ ÔÓ ‰‡ ‚‡Î ·˙Î „‡ Ò Í‡ ÎË ÚÂ ‡ ÚÛ ‡ ‚ ëì, 1980 – 1988; Å˙Î „‡ Ò ÍË ÂÁËÍ, ÎË ÚÂ ‡ ÚÛ ‡ Ë
ÍÛÎ ÚÛ ‡ ‚ ìÌË ‚Â ÒË ÚÂ Ú‡ Ì‡ É¸Ó ÚËÌ „ÂÌ, ÉÂ Ï‡ ÌËfl, 1990 – 1994; äÛÎ ÚÛ Ó ÎÓ „Ëfl ‚ ëì,
1994 – 2002. êÂ ‰‡Í ÚÓ Ë ‡‚ ÚÓ Ì‡ Ò˙‚ ÏÂÒ Ú ÌÓ ÚÓ ËÁ ‰‡ ÌËÂ “Post-Theory, Games and
Discursive Resistance”, SUNY Press, NY, Albany, 1995; Ò˙ Â ‰‡Í ÚÓ Ë ‡‚ ÚÓ Ì‡ ÍÌË „‡ -
Ú‡ ◊Die Bulgarische Literatur in alter und neuer Sicht“, Harrassovitz Verlag, 1997.
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ëÚÂ Ù‡ ÌË åÛ ‡ ‰ÓÌ í‡Ï · ÎÂ, 
ËÌ ÚÂ ‚˛ Ë ‡ Ì‡ ÓÚ ÖËÍ íÓÌ ÒË
íÓÁË ‡Á „Ó ‚Ó Ò ÍË ÚË Í‡ Ë ÍÛ ‡ ÚÓ ‡ ÖËÍ íÓÌ ÒË ÒÂ Ò˙Ò ÚÓfl ÔÂÁ flÌÛ ‡ Ë 2002, ÍÓ „‡ -
ÚÓ ·flı ÏÂ ËÁ ÚÓ ̆ Â ÌË ÓÚ 9 ÏÂ ÒÂ ̂ ‡ Ô˙ ÚÛ ‚‡ ÌËfl. ÅÂ¯Â Ô˙Î ÌÓ Ò ËÌ ÙÓ Ï‡ ̂ Ëfl, Ò ÍÓ fl ÚÓ Úfl· -
‚‡ ̄ Â ‰‡ ÒÂ Á‡ ÌË Ï‡ ÂÏ, Á‡ ‰‡ ËÁ ·Ë ‡ ÏÂ, Ò˙ ̃ Â Ú‡ ‚‡ ÏÂ Ë ËÁ Í Î˛˜ ‚‡ ÏÂ. ÇÒÂ Ó˘Â ÔÂ‰ -
Ò ÚÓ Â ̄ Â ‰‡ ÙÓ ÏÛ ÎË ‡ ÏÂ Ó·˘ ÔÓ ÂÍÚ, Ì‡ ̃ ËÌ Á‡ ÔÂ Ó ‰Ó Îfl ‚‡ ÌÂ Ì‡ ‡ ÁÓ ̃ ‡ ‡ ‚‡ ÌËfl Ë
ÙÛÒ Ú ‡ ̂ ËË, ‰‡ ËÁ ·Â„ ÌÂÏ Ìfl ÍÓË ÍÓÏ Ô Ó ÏË ÒË.

í‡Í‡ ËÁ „ ÎÂÊ ‰‡ ̄ Â ÒË ÚÛ ‡ ̂ Ë fl Ú‡, ÍÓ „‡ ÚÓ „Ó ÔÓ ÏÓ ÎËı ‰‡ ÏË Á‡ ‰‡ ‰Â ÔÓÒ ÚË ‚˙Ô Ó ÒË, Í‡Í -
‚Ë ÚÓ ‚Â˜Â ÌÂ ÒÏÂÂÏ ‰‡ ÒË Á‡ ‰‡ ‚‡ ÏÂ, Á‡ ‰‡ ÏË ÔÓ ÏÓ„ ÌÂ ‰‡ Ì‡ ÏÂ fl ÌÛÊ ÌËfl Ì‡ ‡ ÚË‚.
ÇÂ˜Â ÁÌ‡Âı Á‡ ÔË Ò˙ ̆ Ó ÚÓ ÏÛ ÍË ÚË˜ ÌÓ ÓÚ ÌÓ ̄ Â ÌËÂ ÒÔfl ÏÓ ÍÓ ÎÂÍ ÚË‚ ÌË ÚÂ ÔÓ fl ‚Ë, ÔÓ
ÍÓÌ Í ÂÚ ÌÓ ÒÔfl ÏÓ ·Ë Â Ì‡ ÎÂ Ú‡ Ú‡ Ë ÍÛÎ ÚÛ ÌË ÚÂ ÔÓ ÎË ÚË ÍË ËÁÓ· ̆ Ó. Ç˙Ô Ó ÒË ÚÂ ÏÛ ÒÓ ̃ Â -
ı‡ „Î‡‚ ÌÓ Í˙Ï ÔÓ·ÎÂÏË Ì‡ ÏÂ ÚÓ ‰‡, Í˙Ï ÒÓ· Ò Ú ‚Â ÌËfl ÏË ÔÓ‰ ıÓ‰ Ë Í˙Ï ÍÓÌ ̂ ÂÔ ̂ Ë fl Ú‡
Ì‡ ËÁ ÎÓÊ ·‡ Ú‡, Í‡Í ÚÓ Ë Í˙Ï ÔÓ ÂÍ Ú‡, ÍÓÈ ÚÓ Ó˘Â ÌÂ ·Â¯Â ÓÔ Â ‰Â ÎÂÌ. 

ÖËÍ íÓÌ ÒË: ä‡Í ‚Ë ˆÂÎË ‚Ò˙˘ ÌÓÒÚ Ó· Ò ÎÛÊ ‚‡ å‡ ÌË ÙÂÒ Ú‡?

ëÚÂ Ù‡ ÌË åÛ ‡ ‰ÓÌ í‡Ï · ÎÂ: éÚ „Ó ‚Ó ˙Ú, ÍÓÈ ÚÓ Ô˙ ‚Ë ËÁ ÌËÍ ‚‡, Â Ì‡È-ÂÎÂÏÂÌÚ‡ÌËflÚ.
ÅËı Í‡ Á‡ Î‡, ˜Â å‡ ÌË ÙÂÒ Ú‡ Â Ì‡ ‡Ò Ú ‚‡ ̆ Ó ÔÓ ÎÂÁ Ì‡ Á‡ ◊Ô‡ Ú Ì¸Ó Ë ÚÂ“ ÒË. çÂ Â Á‡ ‰˙Î -
ÊË ÚÂÎ ÌÓ ‰‡ Â ËÁ „ ÎÂÊ ‰‡ Î‡ Ú‡Í‡, ÍÓ „‡ ÚÓ Â ÔÓ ıÓ ‰Ë Î‡, Á‡ ̆ Ó ÚÓ ÔË Ò˙Á‰‡‚‡ÌÂÚÓ π Ë‰Â -
fl Ú‡ Â ·ËÎ‡ ‰‡ ÒÂ ÏËÒ ÎË ÔÓ ‚Â ̃ Â Á‡ ÍË ÚË ̃ ÂÒ ÍË ÚÂ Ô‡Í ÚË ÍË (ÍÛ ‡ ÚÓ Ò ÍË Ë ‡ ÚËÒ ÚË˜ ÌË)
Ë ‰‡ ÒÂ ‚Ë‰Ë Í‡Í ˆË ÍÛ ÎË ‡Ú (ËÎË ÌÂ) ÏÂÊ ‰Û ‡Á ÎË˜ ÌË ÚÂ ÏÂ ÊË ËÌ ÙÓ Ï‡ ̂ Ë fl Ú‡, ËÒ -
ÚÓ Ë fl Ú‡, ÙÓ ÏË ÚÂ Ë ‰ËÒ ÍÛ ÒË ÚÂ. ä‡Í ‚Ë Ò‡ ‚ÂÍ ÚÓ Ë ÚÂ Ì‡ ËÌ ÚÂ„ ‡ ̂ Ëfl Ë ËÁ Í Î˛ ̃ ‚‡ÌÂ,
Í‡Í Úfl· ‚‡ ‰‡ ÒÂ ÔÂ ‰Â ÙË ÌË ‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ Ú‡ Ô‡Í ÚË Í‡ ÔÂ‰ ‰Ó ÏË ÌË ‡ ̆ Ë ÚÂ ÒÚ‡Ì -
‰‡ ÚË, ÍÓ Ë ÚÓ ÓÔ Â ‰Â ÎflÚ ÔÓ ‰ÛÍ ̂ Ë fl Ú‡ Ë ‡Á Ô ÓÒ Ú ‡ ÌÂ ÌË Â ÚÓ? íÓ‚‡, Ò ‰Û „Ë ‰ÛÏË, Â
·ËÎ ÔÓ‚Â˜Â ÔÓ ÎË ÚË ̃ ÂÒ ÍË ÔÓÂÍÚ, ‚ÒÂ Ô‡Í Ìfl Ï‡˘ ÔÓ ÎË ÚË ̃ ÂÒ Í‡ ÓÒ ÌÓ ‚‡, ‡ „Î‡‚ ÌÓ ÔÓ ÎË -
ÚË ̃ ÂÒ ÍË Ò˙ Ó· ‡ ÊÂ ÌËfl. ëÂ„‡, Ë ÔÓ-ÒÔÂ ̂ Ë ‡Î ÌÓ ‚˙‚ î‡Ì Í ÙÛÚ, Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ËÒ ÚËÌ Ò ÍÓ

Stéphanie Moisdon Trembley 
interviewed by Eric Troncy
This conversation with the critic and curator Eric Troncy took place in January, when
we were worn out from nine months of traveling. There was all this information to deal
with we had to choose, integrate, exclude. We still had to formulate a common proj-
ect, an economy to overcome disappointments and frustrations, to avoid certain
compromises.

This was the situation when I asked him to put to me the kind of simple questions we
no longer dare to ask, so as to help me find a narrative. I already knew about his crit-
ical attitude towards collective phenomena, towards biennials in particular and cul-
tural policies in general. His questions bore mainly on points of method, on my
approach and conception of the exhibition and on the project, which had still to be
defined.

Eric Troncy: What purpose does Manifesta serve?

Stéphanie Moisdon Trembley: The first answer that comes to mind is obviously the
simplest one. I would say that Manifesta is increasingly useful to its “partners”. That
wasn't necessarily the case when it started because, when Manifesta was created,
the idea was more to think about critical practices (curatorial and artistic) and to see
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how information, history, forms and discourses circulate (or don't) between different net-
works. What are the vectors of integration and exclusion, how should artistic practice be
redefined in the face of the standards governing the production and promotion of art? This,
in other words, was a much more political project, which as yet had no political grounding,
only political issues. Today, especially in Frankfurt, there is a real demand from the town and
its institutions. In fact, one would need to analyze this demand, to compare projections,
expectations and strategies. Today, in spite of its specificities and its differences, this bien-
nial is up there with the others: it “feeds” the cultural demand of local political authorities.
But let's make no mistake, a biennial or event of this importance always raises the question
of visibility and marketing. Still, there is a collective awareness both among those who
founded Manifesta and among those now working on it: the project needs to evolve, to be
repositioned. That seems normal enough after nearly ten years of existence, in a context that
has changed a great deal and where the emphasis is increasingly on these big communi-
cation machines. That said, we can allow that the pressure of the market and politics is
probably not as great for Manifesta as it is anywhere else. One should also say that if art is
increasingly a form of added value, responsibility for that is shared. 

E.T.: When you were invited to curate, what was your opinion of Manifesta?

S.M.T.: Based on a mixture of ignorance and mythology. I had seen only two of the three
editions, not the third, which in fact was apparently the most problematic. For me it was a
challenge, but I was worried about the context, both political and correct - this will to set the
“dominant” and the “dominated” parts of Europe face to face, to redress, I suppose, the bal-
ance regarding countries experiencing difficulty. I was frightened of that because while I
strongly believe that it's an interesting question – a fundamental one, even, I also think that
it doesn't always have much to with the foundations of art, and that it can be dangerous to
mix all these social, political and aesthetic parameters. I also think that this readjustment is
not a theoretical exercise, that you really need to know what's going on in all the territories.
I mistrust intentions and programs. Others have already gone astray with that kind of mili-
tant discourse.

Ú˙ ÒÂ ÌÂ ÓÚ ÒÚ‡ Ì‡ Ì‡ „‡ ‰‡ Ë ÌÂ „Ó ‚Ë ÚÂ ËÌ Ò ÚË ÚÛ ̂ ËË. ÇÒ˙˘ ÌÓÒÚ, ·Ë Úfl· ‚‡ ÎÓ ‰‡ ÒÂ
‡Ì‡ ÎË ÁË ‡ ÚÓ‚‡ Ú˙ ÒÂ ÌÂ, ‰‡ ÒÂ Ò‡‚ ÌflÚ ÔÓ ÂÍ ̂ Ëfl, Ó˜‡Í ‚‡ ÌÂ Ë ÒÚ‡ ÚÂ „Ëfl. ÑÌÂÒ, ‚˙Ô -
Â ÍË ÒÔÂ ̂ Ë ÙË˜ ÌÓÒÚ Ú‡ Ë ‡Á ÎË˜ ÌÓÒÚ Ú‡ ÒË, ÚÓ‚‡ ·Ë Â Ì‡ ÎÂ ÒÂ Ì‡ ÂÊ ‰‡ ÒÂ‰ ‰Û „Ë ÚÂ –
ÚÓ ◊Á‡ı ‡Ì ‚‡“ ÍÛÎ ÚÛ ÌË ÚÂ ËÁËÒ Í ‚‡ ÌËfl Ì‡ ÏÂÒ Ú ÌËÚÂ ÔÓ ÎË ÚË ̃ ÂÒ ÍË ‚Î‡Ò ÚË. çÓ ÌÂÍ‡ ÌÂ
„Â ̄ ËÏ – ·Ë Â Ì‡ ÎÂ ËÎË ÔÓ fl ‚‡ ÓÚ ÔÓ ‰Ó· Ì‡ ‚‡Ê ÌÓÒÚ ‚Ë Ì‡ „Ë ÔÓÒ Ú‡ ‚fl ‚˙Ô Ó Ò‡ Á‡ ‚Ë -
‰Ë ÏÓÒÚ Ú‡ Ë Ï‡ ÍÂ ÚËÌ „‡. ÇÒÂ Ô‡Í Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÍÓ ÎÂÍ ÚË‚ Ì‡ Á‡„ Ë ÊÂ ÌÓÒÚ, Í‡Í ÚÓ ÒÂ‰
ÓÒ ÌÓ ‚‡ ÚÂ ÎË ÚÂ Ì‡ å‡ ÌË ÙÂÒ Ú‡, Ú‡Í‡ Ë ÒÂ‰ Á‡ Â ÚË ÚÂ Ò ÌÂfl ‰ÌÂÒ, ˜Â ÔÓ ÂÍ Ú˙Ú Úfl· ‚‡
‰‡ ÒÂ ‡Á ‚Ë ‚‡, ‰‡ ÒÂ ÔÂ ÔÓ ÁË ̂ Ë Ó ÌË ‡. íÓ‚‡ ËÁ „ ÎÂÊ ‰‡ ÌÓ Ï‡Î ÌÓ ÒÎÂ‰ ÔÓ˜ ÚË 10 „Ó -
‰Ë ÌË ÊË ‚ÓÚ ‚ ÍÓÌ ÚÂÍ ÒÚ, ÍÓÈ ÚÓ ÒÂ Â ÔÓ ÏÂ ÌËÎ ‰Ó „Ó Îfl Ï‡ ÒÚÂ ÔÂÌ Ë ‚ ÍÓÈ ÚÓ ÙÓ ÍÛ Ò˙Ú
‚˙ ıÛ „Ó ÎÂ ÏË ÚÂ ÍÓ ÏÛ ÌË Í‡ ̂ Ë ÓÌ ÌË Ï‡ ̄ Ë ÌË Ì‡ ‡Ò Ú ‚‡. ä‡ Á‡ ÌÓ Ú‡Í‡, ÏÓ ÊÂÏ ‰‡ ÔË Â -
ÏÂÏ, ˜Â Ì‡ ÚËÒ Í˙Ú Ì‡ Ô‡ Á‡ ‡ Ë ÔÓ ÎË ÚË Í‡ Ú‡ ‚˙ ıÛ å‡ ÌË ÙÂÒ Ú‡ Â ‚Â Ó flÚ ÌÓ ÌÂ ÚÓÎ ÍÓ ‚‡
ÒË ÎÂÌ, ÍÓÎ ÍÓ ÚÓ ÒÂ ÒÎÛ˜ ‚‡ ‰Û „‡ ‰Â. åÓÊÂ ‰‡ ÒÂ ‰Ó ·‡ ‚Ë, ˜Â ‡ÍÓ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÒÚ‡ ‚‡ ‚ÒÂ
ÔÓ ‚Â ̃ Â ÙÓ Ï‡ Ì‡ ‰Ó ·‡ ‚Â Ì‡ ÒÚÓÈ ÌÓÒÚ, ÚÓ ÓÚ „Ó ‚Ó ÌÓÒÚ Ú‡ Á‡ ÚÓ‚‡ Â ÒÔÓ ‰Â ÎÂ Ì‡.

Ö.í.: äÓ „‡ ÚÓ ·Â ÔÓ Í‡ ÌÂ Ì‡ Í‡ÚÓ ÍÛ ‡ ÚÓ, Í‡Í ‚Ó ·Â ÏÌÂ ÌË Â ÚÓ ÚË Á‡ å‡ ÌË ÙÂÒ Ú‡?

ë.å.í.: íÓ ·Â¯Â ÓÒÌÓ‚‡ÌÓ ‚˙ ıÛ ÒÏÂ ÒË ̂ ‡ ÓÚ ÌÂÁ Ì‡ ÌËÂ Ë ÏË ÚÓ ÎÓ „Ëfl. Åflı ‚ËÊ ‰‡ Î‡
Ò‡ÏÓ ‰‚Â ÓÚ ÚË ÚÂ ËÁ ‰‡ ÌËfl, ·ÂÁ ÔÓÒ ÎÂ‰ ÌÓ ÚÓ, ÍÓ Â ÚÓ ‚Ò˙˘ ÌÓÒÚ Â ·ËÎÓ Ë Ì‡È-ÔÓ· ÎÂ -
Ï‡ ÚË˜ ÌÓ ÚÓ. á‡ ÏÂÌ ÚÓ‚‡ ·Â¯Â ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ Ò Ú ‚Ó, ÌÓ ·flı Ó·ÂÁ ÔÓ ÍÓ Â Ì‡ ÓÚ ÍÓÌ ÚÂÍ Ò -
Ú‡, Â‰ ÌÓ‚ Â ÏÂÌ ÌÓ ÔÓ ÎË ÚË ÁË ‡Ì Ë ÍÓ ÂÍ ÚÂÌ – ËÏ‡Ï ÔÂ‰ ‚Ë‰ ËÁ Ô ‡ ‚fl ÌÂ ÚÓ ÎËˆÂ ‚
ÎËˆÂ Ì‡ ◊‰Ó ÏË ÌË ‡ ̆ ‡ Ú‡“ Ë ◊‰Ó ÏË ÌË ‡ Ì‡ Ú‡“ ˜‡Ò ÚË Ì‡ Ö‚ Ó Ô‡, Á‡ ‰‡ ÒÂ ‚˙Á Ò Ú‡ ÌÓ ‚Ë,
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ÒÚÛ ‚‡ ÏË ÒÂ, ·‡ Î‡Ì Ò‡ ÔÓ ÓÚ ÌÓ ̄ Â ÌËÂ Ì‡ ÒÚ‡ ÌË ÚÂ, ËÁ ÔËÚ ‚‡ ̆ Ë ÚÛ‰ ÌÓÒ ÚË. Åflı ËÁ -
Ô Î‡ ̄ Â Ì‡, Ú˙È Í‡ÚÓ, ÒËÎ ÌÓ ‚fl ‚‡È ÍË, ˜Â ÚÓ‚‡ Â Â‰ËÌ ËÌ ÚÂ Â ÒÂÌ, ‰ÓË ÙÛÌ ‰‡ ÏÂÌ -
Ú‡ ÎÂÌ ‚˙Ô ÓÒ, Â‰ ÌÓ‚ Â ÏÂÌ ÌÓ Ò˜Ë Ú‡Ï, ˜Â ÚÛÍ ÌÂ ‚Ë Ì‡ „Ë ËÏ‡ ÌÂ˘Ó ÏÌÓ „Ó Ó·˘Ó Ò
ÓÒ ÌÓ ‚‡ ÌË fl Ú‡ Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ Ë ˜Â ÔÓ ‰Ó· ÌÓ ÒÏÂÒ ‚‡ ÌÂ Ì‡ ÒÓ ̂ Ë ‡Î ÌË, ÔÓ ÎË ÚË ̃ ÂÒ ÍË Ë
ÂÒ ÚÂ ÚË ̃ ÂÒ ÍË Ô‡ ‡ ÏÂÚ Ë ÏÓÊÂ ‰‡ ÒÂ ÓÍ‡ ÊÂ ÓÔ‡Ò ÌÓ. ë˙˘Ó Ú‡Í‡ ÏËÒ Îfl, ˜Â Ú‡ ÍÓ ‚‡
ÔÂ ÛÒ Ú ÓÈÒ Ú ‚Ó Â ÌÂ ÔÓÒ ÚÓ Â‰ÌÓ ÚÂ Ó Â ÚË ̃ ÂÒ ÍÓ ÛÔ ‡Ê ÌÂ ÌËÂ, ‡ ˜Â Ì‡ ËÒ ÚË Ì‡ ÒË
Á‡ ‰˙Î ÊÂÌ ‰‡ ÁÌ‡Â¯ Í‡Í ‚Ó ÒÂ ÒÎÛ˜ ‚‡ ‚˙‚ ‚ÒË˜ ÍË ÚÂÁË ÚÂ Ë ÚÓ ËË. çfl Ï‡Ï ‰Ó ‚Â ËÂ
Ì‡ Ì‡ ÏÂ Â ÌËfl Ë ÔÓ„ ‡ ÏË. ÑÛ „Ë ‚Â˜Â Ò‡ Ú˙„ ‚‡ ÎË Ì‡Í Ë ‚Ó Ò ÔÓ ‰Ó· ÌË ‚ÓÈÌ Ò Ú -
‚‡ ̆ Ë ‰ËÒ ÍÛ ÒË.

Ö.í.: ä‡Í ‚Ë ·flı‡ Ô‡ ‚Ë Î‡ Ú‡ Ì‡ Ë„ ‡ Ú‡ Ë ÚÂı ÌË ÚÂ Ó„ ‡ ÌË ̃ ‡ ‚‡ ̆ Ë ‡Ò ÔÂÍ ÚË ?

ë.å.í.: íÂ ÌÂ ·flı‡ flÒÌË, ÌÂ Ò‡ Ë ‰‡‰ÂÌÓÒÚ. íÓ‚‡ Â ÔÓÂÍÚ, ‚ ÍÓÈ ÚÓ Ô‡ ‚Ë Î‡ Ú‡ ÒÂ
‚˙ ‚ÂÊ ‰‡Ú ‚ÒÂ ÍË Ô˙Ú ÓÚ ÍÛ ‡ ÚÓ Ë ÚÂ. ÇÒÂ Ô‡Í, ÏÓÊÂ ‰‡ Ò‡ ·ËÎË ÌÂ„ Î‡Ò ÌË, ÌÓ Ó„ ‡ -
ÌË ̃ Â ÌË fl  Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ı‡. áÌ‡ÂıÏÂ, ˜Â Úfl·‚‡ ‰‡ ËÁ „ ÎÂÊ ‰‡ Í‡ÚÓ ·Ë Â Ì‡ ÎÂ. èËÂı ‰‡
Û˜‡ÒÚ‚‡Ï Ò ÏË Ò˙Î Ú‡, ˜Â Â‰ÌÓ ·Ë Â Ì‡ ÎÂ ÏÓÊÂ ‰‡ ·˙‰Â ‚Ë ‰fl ÌÓ Ë Í‡ÚÓ ËÁ ÎÓÊ ·‡ – Ò
‰Û „Ë ‰ÛÏË, Í‡ÚÓ ÏflÒ ÚÓ Á‡ ÓÔ Â ‰Â ÎÂ ÌËfl Ë ‰Ë ÙÂ ÂÌ ̂ Ë ‡ ̂ Ëfl. çÂ ËÁ ·Ë ‡¯ ÏflÒ ÚÓ ÚÓ
ËÎË „‡ ‰‡, ËÎË ÍÓ ÎÂ „Ë ÚÂ ÒË; Ìfl ÍÓË ÓÚ Ô‡ ‡ ÏÂÚ Ë ÚÂ Ò‡ ‚Â˜Â ÛÒ Ú‡ ÌÓ ‚Â ÌË. åË ÒË Ë ÚÂ
Ò‡ Á‡ „‡Ú Ì‡ ÚË: ËÏ‡ ÔÂ ̂ Â ‰ÂÌ ÚË. å‡ ÌË ÙÂÒ Ú‡ Â Á‡ ÏËÒ ÎÂ Ì‡ ÒÎÂ‰ Ô‡ ‰‡ ÌÂ ÚÓ Ì‡ ÅÂ -
ÎËÌ Ò Í‡ Ú‡ ÒÚÂ Ì‡ Ò Ì‡ ÏÂ Â ÌËÂ Á‡ ÔÂ ÙÓ Ï‡ ÚË ‡ ÌÂ Ì‡ ÍÛ ‡ ÚÓ Ò Í‡ Ú‡ Ë ÍË ÚË ̃ ÂÒ -
Í‡Ú‡ Ô‡Í ÚË ÍË. íÓ‚‡ Â ÂÙ ÎÂÍ ÒË ‚ÂÌ ÔÓÂÍÚ, ÓÒ ÌÓ ‚‡Ì Ì‡ Ò˙Ï ÌÂ ÌËfl, ÍÓÌ Ù ÎËÍÚ Ë
ÍÓÌ Ù ÓÌ Ú‡ ̂ Ëfl, ÍÓ Â ÚÓ ÓÁ Ì‡ ̃ ‡ ‚‡ ‰‡ Ì‡ Á‡ „Û· ‚Ë¯ ÂÙ ÎÂÍ Ò‡ ÒË Ë ‰‡ Á‡· ‡ ‚Ë¯ ÔÓÁ -
Ì‡ ÚÓ ÚÓ ‰Ó ÚÓÁË ÏË„. íÛÍ ÌÂ ÒÏÂ Á‡ ‰‡ ÍÓÎÂÍˆËÓÌË‡ÏÂ ËÁ ‚ÂÒ Ú ÌË ÔÓ‰ ÔË ÒË, ËÎË
‰ÓË ‰‡ Ô‡ ‚ËÏ ÚÓ‚‡, ÍÓ Â ÚÓ ÁÌ‡ÂÏ Í‡Í ÒÂ ÔÓÒ ÚË „‡. Ç Ú‡ Í˙‚ ÒÏË Ò˙Î å‡ ÌË ÙÂÒ Ú‡ Â
Â‰ÌÓ ÓÒÓ ·Â ÌÓ ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ Ò Ú ‚Ó. íÓ‚‡ Ì‡ ÚÂ Ê‡, ÍÓ „‡ ÚÓ Â ̄ Ëı ‰‡ ÔË Â Ï‡ ÔÂ‰ -
ÎÓ ÊÂ ÌË Â ÚÓ.

Ö.í.: ÇË Ì‡ „Ë Ò˙Ï Ò˜Ë Ú‡Î ÍÛ Ë ‡ ÌÂ ÚÓ Ì‡ ËÁ ÎÓÊ ·Ë ‚˙‚ ‚ËÒ ̄ ‡ ÒÚÂ ÔÂÌ Á‡ ÎË ̃ ÂÌ ‡ÍÚ
– ‚Ò˙˘ÌÓÒÚ, Í‡ÚÓ ÔË Ò‡ ÌÂ ÚÓ Ì‡ ÚÂÍ ÒÚ. ä‡Í ÒÂ ÔË ÏË Ë ‰‡ ‡ ·Ó ÚË¯ Ò Ó˘Â ‰‚‡ Ï‡
‰Û¯Ë, ÍÓ Ë ÚÓ ÌÂ Ò‡ Ú‚ÓÈ ËÁ ·Ó?

ë.å.í.: çÂ ÒÂ ÔË ÏË fl ‚‡¯, ‡ Ú˙ ÒË¯ Ô˙Ú Á‡ Ò‚˙ Á ‚‡ ÌÂ Ë Á‡ Ò‡ÏÓÛ·ÂÊ ‰Â ÌË Â, ˜Â
·Ëı ÚÂ ÏÓ„ ÎË ‰‡ ÒÂ ËÁ ·Â Â ÚÂ Â‰ËÌ ‰Û„. à ÚË ÚÂ ÒÂ ÓÔË Ú‡ı ÏÂ ‰‡ Ì‡Ô ‡ ‚ËÏ ÚÓ‚‡.
ç‡ ̃ ‡Î ÌËflÚ ‰ËÒ ÍÓÏ ÙÓÚ ÔÓÒ ÚÂ ÔÂÌ ÌÓ ÒÂ ÔÂ‚ ˙ ̆ ‡ ‚˙‚ ‚ÂÍ ÚÓ Ì‡ ‡ ·Ó Ú‡ Ú‡ ÚË.
ëÚ‡ ‚‡ ÔÓ ‰ÛÍ ÚË ‚ÂÌ. éÒ ‚ÂÌ ÚÓ‚‡ ÌÂ ‚ËÊ ‰‡Ï ËÁ ÎÓÊ ·‡ Ú‡ ÔÂ ‰Ë ‚ÒË˜ ÍÓ Í‡ÚÓ ÏflÒ -
ÚÓ Á‡ Ô‡Í ÚË ÍÛ ‚‡ ÌÂ Ì‡ ÏÓÂÚÓ ÎË˜ ÌÓ ÁÌ‡ ÌËÂ Ë Ì‡ ÒÓ· Ò Ú ‚Â ÌË ÚÂ ÏË ÒËÎË. èÂ‰ Ô‡Á -
ÎË ‚‡ Ò˙Ï ÒÔfl ÏÓ Ì‡ ̂ ËÒ ÚË˜ ÌËfl ÂÙÂÍÚ Ì‡ ÍÛ Ë ‡ ÌÂ ÚÓ, ÌÓ ÌÂ Ë ÒÔfl ÏÓ Ú‚Ó ̃ ÂÒ Ú -
‚Ó ÚÓ Ì‡ ÍÛ ‡ ÚÓ ‡ (ÚÛÍ ÌÂ Ò˙Ï Í‡ÚÓ ‡‰ ÏË ÌËÒ Ú ‡ ÚÓ, ÌËÚÓ Ô˙Í Í‡ÚÓ ÔÓÒ Â‰ ÌËÍ).

E.T.: What were the rules of the game and their constraints?

S.M.T.: The rules of the game were not clear; they are not a given. It's a project in which the rules
have to be set each time by the curators. However, they may be silent, but the constraints are
present. We know that it's going to look like a biennial. I accepted with the idea that one could
also see a biennial as an exhibition – in other words, as a place of definition and differentiation.
You do not choose the place or the town or your colleagues; some parameters are already set.
The missions are implicit: there are precedents, and Manifesta was conceived after the fall of
the Berlin Wall with a view to reframing curatorial and critical practices. It is thus a reflexive proj-
ect, based on doubt, conflict and confrontation, which means losing reflexes and forgetting what
you already know. We are not there to record famous signatures, or even to do what we already
know how to do. In that sense, Manifesta is a singular challenge. That counted when I decided
to accept the proposition.
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ä‡Í ÚÓ ÁÌ‡Â¯, ÔÓ˜ ÚË ‚Ë Ì‡ „Ë Ò˙Ï ‡ ·Ó ÚË Î‡ ‚ ÍÓ ÎÂÍ ÚË‚ ÌË ÒË ÚÛ ‡ ̂ ËË – ÌÂ Á‡ ̆ Ó ÚÓ ËÒ Í‡Ï
‰‡ ÒÂ ‡Á Ú ‚Ó fl ‚ Úflı, ‡ Á‡ ‰‡ ÒÂ ÓÔË Ú‡Ï ‰‡ Ì‡Í‡‡Ï Ó ÎË ÚÂ Ë ÙÛÌ Í ̂ Ë Ë ÚÂ Ì‡ ‚ÒÂ ÍË ‰‡
‚‡ Ë ‡Ú. íÓ‚‡ Â Ì‡ ̃ ËÌ Á‡ Ì‡‚ ÎË Á‡ ÌÂ ‚ Ò˙˘ÌÓÒÚÚ‡ Ë Í‡ ̃ ÂÒ Ú ‚Ó ÚÓ Ì‡ ÚÓ‚‡, ÍÓ Â ÚÓ Â ËÁ -
‚ÂÒ Ú ÌÓ Ì‡ ‚ÒÂ ÍË Â‰ËÌ.

Ö.í.: ä‡Í ‚Ó ˜Û‚ Ò Ú ‚Ó ËÁ ÔËÚ ‚‡¯, ‚Â‰Ì˙Ê ‚Â˜Â ÔËÂÎ‡ Ô‡ ‚Ë Î‡ Ú‡, ‰‡ ÒÂ ÓÍ‡ ÊÂ¯ Í˙Ò -
ÚÓÒ Ú ‚‡ ̆ ‡ Ö‚ Ó Ô‡ ‚ Ú˙ ÒÂ ÌÂ ÚÓ Ì‡ ÌÂ ËÁ ‚ÂÒ Ú ÌÓ Í‡Í ‚Ó?

ë.å.í.: èÓ Ìfl ÍÓ „‡ ÒÂ ˜Û‚ Ò Ú ‚‡¯ Á‡ ÓÔ Î‡Í ‚‡ ÌÂ, Í‡ÚÓ ˜ÛÊ‰ Ì‡‚ ÎÂÍ, ‰ÂÈÒ Ú ‚‡˘ ÔÓ ÔÓ ˙˜ -
Í‡ ·ÂÁ ÒÏË Ò˙ Î˙Ú π ‰‡ Â ËÁ ‚ÂÒ ÚÂÌ. èÂ ‰ËÁ ‚Ë Í‡Ì ÒË ÓÚ flÒÌË Ë ‰Ë ÂÍ Ú ÌË ‚˙Ô Ó ÒË – ä‡Í -
‚Ó Ú˙ ÒË¯? ä‡Í ‚Ó ËÒ Í‡¯ ‰‡ ‚Ë ‰Ë¯? ÑÓË Ì‡ Ì‡È-ÏÎ‡ ‰Ë ÚÂ Ò‡ ËÏ Ë‰Â ‡Î ÌÓ ËÁ ‚ÂÒ Ú ÌË
ÚÓÁË ‚Ë‰ ÓÚ ÌÓ ̄ Â ÌËfl: ÔÓÁ Ì‡ ‚‡Ú Á‡ ÍÓ Ì‡ Ì‡ Ú˙ ÒÂ ÌÂ ÚÓ Ë ÔÂ‰ Î‡ „‡ ÌÂ ÚÓ – ÌÂ˘‡, Ì‡ ÍÓ Ë -
ÚÓ ÚË ÌÂ ÏÓ ÊÂ¯ ËÒ ÚËÌ Ò ÍË ‰‡ ÓÚ „Ó ‚Ó Ë¯. à ÒË ÛflÁ ‚ËÏ, Á‡ ̆ Ó ÚÓ Ìfl Í˙ ‰Â ÔÓ Ô˙Úfl ÒË ËÁ -
„Û ·ËÎ ‡Á ÏÂÌ ÌË ÚÂ ÒË ËÌ Ò Ú Û ÏÂÌ ÚË. ëÎÂ ‰Ó ‚‡ ÚÂÎ ÌÓ ‚ÒË˜ ÍÓ Á‡ ÔÓ˜ ‚‡ ÓÚ ÓÚ Ò˙Ò Ú ‚Ë Â ÚÓ Ì‡
ÔÓÂÍÚ Ë ÓÚ Ï˙Î ̃ ‡ ÌË Â ÚÓ. ÄÍÓ Â ̄ Ëı ÏÂ ‰‡ Ô˙ ÚÛ ‚‡ ÏÂ, Ë ÚÓ ‰‡ „Ó Ô‡ ‚ËÏ Á‡ Â‰ ÌÓ, ÚÓ Â
Á‡ ̆ Ó ÚÓ ËÏ‡ı ÏÂ ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â ÌÂ ·Ë‚‡ ‰‡ ‰ÂÈÒÚ‚‡ÏÂ ÓÚ ‚˙Ì ̄  Ì‡ ÔÓ ÁË ̂ Ëfl, ‡ Ó˘Â ÔÓ-
Ï‡Î ÍÓ ‰‡ ÒÂ Á‡ ‰Ó ‚Ó ÎËÏ Ò ÓÔ Â ‰Â ÎÂÌ ÚËÔ ÎË ÚÂ ‡ ÚÛ ‡ ÔÓ „ÎÓ ·‡Î Ì‡ Ú‡ ÍÛÎ ÚÛ ‡. çfl Í˙ ‰Â
‚ Ú‡ÁË Ó· Î‡ÒÚ, ÍÓ fl ÚÓ Â Ö‚ Ó Ô‡, ˜Ë Ë ÚÓ „‡ ÌË ̂ Ë Ó·‡ ̃ Â ÌÂ ÔÓÁ Ì‡ ‚‡ ÏÂ, Ô˙ ÚÛ ‚‡ ÌÂ ÚÓ ÔÓ -
Ï‡ „‡ ‰‡ ÒÂ ÛÒÂ ÚË, ˜Â ÍË ÚË ̃ ÂÒ ÍË flÚ ‰ËÒ ÍÛÒ ‚˙ ıÛ „ÎÓ ·‡ ÎË Á‡ ̂ Ë fl Ú‡ Â ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ
ÎÂ ÒÂÌ Á‡ ‚˙Á Ò Ú‡ ÌÓ ‚fl ‚‡ ÌÂ Ë ÒÎÛ ÊË Á‡ ÂÍË ÔË Ó‚ Í‡ Ì‡ ÔÓ ÎË ÚË ̂ Ë ÚÂ. éÚ àÒ Ú‡Ì ·ÛÎ ÔÂÁ
èÓ ÚÓ ‰Ó êÂÈ Ífl ‚ËÍ ÏÎ‡ ‰Ë ÚÂ ËÁ ÔÓÎ Á ‚‡Ú Â‰ÌË Ë Ò˙˘Ë ËÌ Ò Ú Û ÏÂÌ ÚË, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ‡Ì „ -
ÎËÈÒ ÍËfl Ë i-book, ÌÓ ÔÓ ‡Á ÎË ̃ ÂÌ Ì‡ ̃ ËÌ. àÌ ÚÂ ÂÒ ÌÓ ÚÓ Â ÌÂ ‰‡ ÒÂ Ì‡· Î˛ ‰‡ ‚‡ ÚÓ‚‡ ÓÚ -
˜ÛÊ ‰‡ ‚‡ ÌÂ ÓÚ „ÎÓ ·‡Î Ì‡ Ú‡ ÍÛÎ ÚÛ ‡, ‡ ‰‡ ÒÂ ‚Ë‰Ë Í‡Í ‚Ó ÒÂ ÒÎÛ˜ ‚‡ ÏÂÊ ‰Û ÍÛÎ ÚÛ Ë ÚÂ,

E.T.: I have always found curating exhibitions to be an eminently personal act – like
writing a text, in fact. How did you reconcile yourself to working with two people you
didn't choose?

S.M.T.: You don't reconcile yourself, you look for a way of relating and convincing
yourself that you could have chosen each other. We all three of us tried to achieve
that. The initial discomfort gradually becomes a vector for your work. It becomes
productive. Besides, I don't think that an exhibition is primarily a place for working
out with your own personal knowledge and your own strengths. I am also wary of
the narcissistic effects of curating, not of the curator’s creativity, which I wholly sub-
scribe to (I am not here as an administrator or mediator). As you know, I have near-
ly always worked in collective situations – not because I want to disappear, but to
try to get people's roles and functions to permute. It's a way of calling into question
the quality and nature of what each person knows. 

E.T.: How does it feel, once you have accepted the rules, to find yourself traveling
around Europe searching for you don't know what?

S.M.T.: Sometimes you feel pathetic, an intrusive stranger acting on an assignment
without knowing its contents. You are confronted with clear, direct questions – What
are you looking for? What do you want to see? Even the youngest are perfectly
familiar with this kind of relation: they know the law of supply and demand – that you
can't really answer. So you are vulnerable, because somewhere on the way you lost
your tools for exchanging with. It all starts, therefore, with the absence of a project
and with silence. If we decided to travel, and to travel together, it is because we had
the feeling that we couldn't function from an outside position, even less be satisfied
with a certain kind of literature on global culture. Within this limit that is Europe,
whose limits we do not really know, traveling helps you to realize that the critical dis-
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ÔÓ fl ‚‡ Ú‡ Ì‡ ÚÂ ÚË Ô˙Ú, ‡Á ÎË˜ ÌËÚÂ ‚Ë ‰Ó ‚Â ÏÓ ‰Â ÌÓÒÚ. à Ó˘Â – Í‡Í ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ ÒÂ
ÒÔ‡ ‚flÚ Ò˙Ò Á‡ ÍÓ ÌË ÚÂ Ì‡ ÍÓÌ ÒÛ Ï‡ ̂ Ë fl Ú‡, Í‡Í ÔÂ‚ ˙ ̆ ‡Ú ‚ÒË˜ ÍË ÚÂÁË Á‡ ‰˙ ÌÂ ÌË
ÛÎË˜ ÍË ‚ ÔÓÒ Ú ‡Ì Ò Ú ‚‡ Á‡ Ë„‡ Ë ÔÂ „Ó ‚Ó Ë. ÇÒ˙˘ ÌÓÒÚ, Ì‡ ËÒ ÚË Ì‡ ËÏ‡Ï ÛÒÂ ̆ ‡ ÌÂ -
ÚÓ, ˜Â ÒÂ„‡ ËÏ‡ ÔÓ ‚Â ̃ Â ıÂ ÚÂ Ó „ÂÌ ÌÓÒÚ, ÔÓ ‚Â ̃ Â ‡Á ÎË ÍË, ÓÚ ÍÓÎ ÍÓ ÚÓ ÔÂ ‰Ë.

Ö.í.: ä‡Í ‚Ó ‚Ë ‰flı ÚÂ? 

ë.å.í.: çÂ ‚Ë ‰flı ÏÂ ÌË˘Ó ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ, ÌËÚÓ Ô˙Í Ìfl Í‡Í ‚Ë ÌÓ‚Ë Ô‡Í ÚË ÍË. çÂ Ú˙ -
ÒÂı ÏÂ ÔÂ‰ Ò Ú‡ ‚Ë ÚÂÎ ÌÓ ÚÓ ËÎË ÌÓ ‚Ó ÚÓ. óÂÒ ÚÓ ·flı ÏÂ ‡ ÁÓ ̃ ‡ Ó ‚‡ ÌË, ‡Á Ú˙ ÒÂ ÌË ÓÚ
ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â ÌË˘Ó ÌÂ ÒÏÂ ÓÚ Í Ë ÎË. ë˜Ë Ú‡Ï, ˜Â Á‡ ÚÓ‚‡ ËÏ‡ ÌÂ Ï‡Î ÍÓ ÔË ̃ Ë ÌË.
è˙ ‚Ó, Á‡ ̆ Ó ÚÓ Ó· Î‡ÒÚ Ú‡ Ì‡ ËÁ Ò ÎÂ‰ ‚‡ ÌÂ ÚÓ (ÏÎ‡ ‰Ë, ÌÂ ÓÒÓ ·Â ÌÓ ËÁ ‚ÂÒ Ú ÌË ıÛ ‰ÓÊ ÌË -
ˆË) Â ‚ ÔÓ ÚË ‚Ó Â ̃ ËÂ Ò˙Ò Ò‡ Ï‡ Ú‡ Ë‰Âfl Á‡ Ï‡ ÚÂ Ë fl Ú‡ Ì‡ Â‰Ì‡ ËÁ ÎÓÊ ·‡, Ò ÌÂ Ó· ıÓ ‰Ë -
Ï‡ Ú‡ ‰ËÒ Ú‡Ì ̂ Ëfl Á‡ Ò˙Á ‰‡ ‚‡ ÌÂ ÚÓ Ì‡ ÔÓ ÂÍÚ. é˘Â, ÔÓ-Ó·˘Ó Í‡ Á‡ ÌÓ, Á‡ ̆ Ó ÚÓ ‚‡Ê ÌË ÚÂ
ÓÚ Í Ë ÚËfl Ò‡ fl‰ ÍÓÒÚ. à Ì‡È-Ì‡Í ‡fl, Á‡ ̆ Ó ÚÓ Úfl· ‚‡ ‰‡ ÒÂ ÁÌ‡Â, ˜Â ÔÂ ‰Ë¯ ÌË ÚÂ ÍÛ -
‡ ÚÓ Ë Ì‡ å‡ ÌË ÙÂÒ Ú‡ Ò‡ Ô‡ ‚Ë ÎË ÔÓ˜ ÚË Ò˙ ̆ Ó ÚÓ ËÁ Ò ÎÂ‰ ‚‡ ÌÂ Í‡ÚÓ Ì‡Ò Â‰‚‡ „Ó ‰Ë Ì‡
Ë ÔÓ ÎÓ ‚Ë Ì‡ ÔÓ-‡ÌÓ Ë, Í‡Í ‚Ó ÚÓ Ë ‰‡ ÔË Í‡Á ‚‡Ú ÔÓ„ ‡Ï ÌË ÚÂ ÔÓ ËÁ ‚Ó ‰Ë ÚÂ ÎË Ë ÙËÍ -
Ò‡ ÚÓ Ë ÚÂ Ì‡ ÚÂÌ ‰ÂÌ ̂ ËË, Â‰Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÒˆÂ Ì‡ ËÎË ÍÓÌ ÚÂÍÒÚ ÌÂ ÒÂ Ó· ÌÓ ‚fl ‚‡Ú

course on globalization is extremely easy to recuperate and serves as a kit for politi-
cians. From Istanbul to Porto to Reykjavik, young people are using the same tools,
including English and the i-book, but in different ways. What is interesting is not to
observe this alienation by global culture, but to see what is going on between cultures,
the emergence of a third way, different kinds of modernities. And also to see how
artists cope, with the rules of consumption, how they turn all these dead ends into a
space for play and negotiation. In fact, I really do have the feeling that there is more
heterogeneity, more difference, than ever before.

E.T.: What did you see?

S.M.T.: We didn't see anything exceptional or any new practices. We weren't looking
for the spectacular or the new. We were often disappointed, shaken, with the feeling
we hadn't found anything. I think there are several reasons for that. First of all, because
the area of research (young, not very prominent artists) is in contradiction with the very
idea of the body of work, you need a certain distance to create a project. Also, more
generally, because important discoveries are rare. And finally, you have to realize that
the previous curators of Manifesta did almost exactly the same research as we did,
only just a year and a half before, and whatever cultural program makers and trend
spotters may say, an art scene, or context, doesn't renew itself that quickly. In fact, we
were more intrigued by projects in formation, in the process of definition, although we
know that time is incompressible. In a few years from now, all this will probably have
a real look and a meaning to it, and I think we'll have to come back to what we saw.
But here, there was nothing that really hit me, the way things sometimes have in the
past, as being almost self-evident. We could say that we saw what we were looking
for. You only ever see what you are looking for. But we met much more than one thou-
sand artists through the web of crisscrossing recommendations. Often, it was like
being at a casting session, in an absurd or superficial position, in unfamiliar contexts.
But one thing at least did emerge: what we saw above all were individuals, involved,
sometimes in a pretty incredible way, in artistic practices, out of necessity or by default
(there are places where you become an artist in order to survive). People who have
decided to break with the system, with the idea of work or leisure, who produce really
extravagant, outlandish objects. We had a vivid sense of a whole parallel community,
but working with reality. More and more, I think, art is a way of making reality accept-
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able. If there is one conclusion I can reach, it is that artistic activity constitutes a
break in people's lives, and that this way of being is often more interesting than the
result it produces. 

E.T.: I don't travel much, but I get the impression that artists choose their activity
mainly in order to change their social class. 

S.M.T.: There are countries, to the east and to the south, where there isn't really a
middle class. So changing class is an impossible leap. Individuals also, who find
themselves in an in-between state (between two countries, two identities, two types
of culture) become artists almost naturally. In Bosnia or the Basque region, decid-
ing to be an artist is deciding not to be on one side or another. 

E.T.: When did you start thinking about the form your exhibition might take?

S.M.T.: We're thinking about that right now – that's to say, just three months before
it opens. But it's a question that has been on our minds all the time, for all three of
us. That's why we rejected the thematic principle, which would have oriented our
research. Traveling has also been a way of putting off that constantly deferred dis-
cussion. Travel has been an escape. In the end we decided to do an exhibition,
although we could have envisaged other solutions – we articulated some of them in
a rather joking way: “it could be a website, a book, a White Cube, etc.” – but the

ÚÓÎ ÍÓ ‚‡ ÒÍÓ ÓÒ Ú ÌÓ. ÇÒ˙˘ ÌÓÒÚ, ·flı ÏÂ ÔÓ-Á‡ ËÌ ÚÂ Â ÒÛ ‚‡ ÌË ÓÚ ÔÓ ÂÍ ÚË ‚˙‚ Ù‡ Á‡ Ú‡ Ì‡
ÙÓ ÏË ‡ ÌÂ ÚÓ ËÏ, ‚ ÔÓ ̂ ÂÒ Ì‡ ‰Â ÙË ÌË ‡ ÌÂ, Ï‡ Í‡ ‰‡ ÒÏÂ Ì‡ flÒ ÌÓ, ˜Â ‚Â ÏÂ ÚÓ ÌÂ ÒÂ
ÔÓ‰ ‰‡ ‚‡ Ì‡ Ò‚Ë ‚‡ ÌÂ. ëÎÂ‰ Ó˘Â Ìfl ÍÓÎ ÍÓ „Ó ‰Ë ÌË ‚ÒË˜ ÍÓ ÚÓ‚‡ ˘Â ÔÓ ÎÛ ̃ Ë ËÒ ÚËÌ Ò ÍËfl
ÒË ‚Ë‰ Ë ÁÌ‡ ̃ Â ÌËÂ Ë ÏË ÒÂ ÒÚÛ ‚‡, ˜Â ˘Â ÒÂ Ì‡ ÎÓ ÊË ‰‡ ÒÂ ‚˙ ÌÂÏ Í˙Ï ‚Ë ‰fl ÌÓ ÚÓ. çÓ
ÒÂ„‡ Ìfl Ï‡ ̄ Â ÌË˘Ó, ÍÓ Â ÚÓ ‰‡ ÏÂ ÒÚÂÒ ÌÂ, Í‡Í ÚÓ ÏË ÒÂ Â ÒÎÛ˜ ‚‡ ÎÓ ‚ ÏË Ì‡ ÎÓ ÚÓ; Òfl Í‡¯
‚ÒË˜ ÍÓ ·Â¯Â Ó˜Â ‚Ë‰ ÌÓ. åÓ ÊÂÏ ‰‡ Í‡ ÊÂÏ, ˜Â ‚Ë ‰flı ÏÂ ÚÓ‚‡, ÍÓ Â ÚÓ Ú˙ ÒËı ÏÂ. çÓ Ô˙Í
ÒÂ˘ Ì‡ı ÏÂ ÏÌÓ „Ó ÔÓ ‚Â ̃ Â ÓÚ ıË Îfl ‰‡ ıÛ ‰ÓÊ ÌË Í‡ ˜ÂÁ ÏÂ Ê‡ Ú‡ ÓÚ Í˙Ò ÚÓÒ Ú ‚‡ ̆ Ë ÒÂ
ÔÂ ÔÓ ˙ ÍË. óÂÒ ÚÓ ËÁ „ ÎÂÊ ‰‡ ̄ Â Òfl Í‡¯ ÒÏÂ Ì‡ Í‡Ò ÚËÌ„, ‚ ‡· ÒÛ ‰ Ì‡ ËÎË ÔÓ ‚˙ ı ÌÓÒ Ú -
Ì‡ ÔÓÁ‡ ‚ ÌÂ ÔÓÁ Ì‡Ú ÍÓÌ ÚÂÍÒÚ. çÓ ÔÓÌÂ Â‰ÌÓ ÌÂ˘Ó Ì‡Í ‡fl ÒÂ ÔÓ fl ‚Ë – Í‡Í ‚Ó ÚÓ ‚Ë -
‰flı ÏÂ ·flı‡ ÔÂ ‰Ë ‚ÒË˜ ÍÓ ÎË˜ ÌÓÒ ÚË, ‚˙‚ ÎÂ ̃ Â ÌË ˜ÂÒ ÚÓ ÔÓ ÌÂÔ ‡‚ ‰Ó ÔÓ ‰Ó ·ÂÌ Ì‡ ̃ ËÌ ‚
‡ ÚËÒ ÚË˜ ÌË ÚÂ Ô‡Í ÚË ÍË, ÔÓ Ìfl ÍÓ „‡ ÔÓ ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ ËÎË Á‡ ‰Ó˜ ÌÓ (ËÏ‡ ÏÂÒ Ú‡, Í˙ ‰Â -
ÚÓ ÒÚ‡ ‚‡¯ ıÛ ‰ÓÊ ÌËÍ Á‡ ‡ ‰Ë ÒÓ· Ò Ú ‚Â ÌÓ ÚÓ ÒË ÓˆÂ Îfl ‚‡ ÌÂ). ïÓ‡, ÍÓ Ë ÚÓ Ò‡ Â ̄ Ë ÎË ‰‡
ÒÍ˙ Ò‡Ú Ò˙Ò ÒËÒ ÚÂ Ï‡ Ú‡, Ò ÏË Ò˙Î Ú‡ Á‡ ‡ ·Ó Ú‡ ËÎË Û‰Ó ‚ÓÎ Ò Ú ‚ËÂ, ÍÓ Ë ÚÓ ÔÓ ËÁ ‚ÂÊ ‰‡Ú
Ì‡ ËÒ ÚË Ì‡ ÂÍ Ò Ú ‡ ‚‡ „‡Ì Ú ÌË, ÌÂ Ó ·ËÍ ÌÓ ‚ÂÌ ÌË Ó·ÂÍ ÚË. àÏ‡ı ÏÂ ÊË ‚Ó ÚÓ ÛÒÂ ̆ ‡ ÌÂ Á‡ ˆflÎ‡
Ô‡ ‡ ÎÂÎ Ì‡ Ó· ̆  ÌÓÒÚ, ·Ó ‡ ‚Â ̆ ‡ Ó·‡ ̃ Â Ò Â ‡Î ÌÓÒÚ Ú‡. ëÚÛ ‚‡ ÏË ÒÂ, ˜Â ‚ÒÂ ÔÓ ‚Â ̃ Â Ë
ÔÓ ‚Â ̃ Â ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÒÚ‡ ‚‡ Ô˙Ú Á‡ Ì‡Ô ‡ ‚‡ Ú‡ Ì‡ Â ‡Î ÌÓÒÚ Ú‡ ÔË ÂÏ ÎË ‚‡. ÄÍÓ ÏÓ„‡ ‰‡
ÒË ÔÓÁ ‚Ó Îfl Â‰ÌÓ Á‡Í Î˛ ̃ Â ÌËÂ, ÚÓ Â, ˜Â ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ Ú‡ ‡Í ÚË‚ ÌÓÒÚ ÔÂ‰ Ò Ú‡‚ Îfl ‚‡
ÔÂ ̃ ÛÔ ‚‡ ÌÂ ‚ ˜Ó ‚Â¯ ÍËfl ÊË ‚ÓÚ, Ë ˜Â ÚÓÁË Ì‡ ̃ ËÌ Ì‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ Â ˜ÂÒ ÚÓ ÔÓ-ËÌ ÚÂ -
Â ÒÂÌ, ÓÚ ÍÓÎ ÍÓ ÚÓ ÔÓ ËÁ ‚Â ‰Â ÌËfl ÓÚ Ò‡ ÏËfl ÌÂ„Ó Â ÁÛÎ Ú‡Ú.

Ö.í.: çÂ Ô˙ ÚÛ ‚‡Ï ÓÒÓ ·Â ÌÓ ÏÌÓ „Ó, ÌÓ Ò˙Ï ÓÒ Ú‡ Ì‡Î Ò ‚ÔÂ ̃ ‡Ú ÎÂ ÌË Â ÚÓ, ˜Â ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ
ËÁ ·Ë ‡Ú Ì‡ ̃ Ë ÌË ÚÂ ÒË Á‡ ‰ÂÈÒ Ú ‚ËÂ Ò Ì‡ ÏÂ Â ÌË Â ÚÓ ‰‡ ÔÂ ÏË Ì‡Ú ‚ ‰Û „‡ ÒÓ ̂ Ë ‡Î Ì‡
ÍÎ‡ Ò‡.

ë.å.í.: ç‡ ËÁ ÚÓÍ Ë Ì‡ ˛„ ËÏ‡ ÒÚ‡ ÌË, Í˙ ‰Â ÚÓ ËÒ ÚËÌ Ò Í‡ ÒÂ‰ Ì‡ ÍÎ‡ Ò‡ ÌÂ Ò˙ ̆ ÂÒ Ú ‚Û -
‚‡. í‡Í‡ ˜Â ÍÎ‡ ÒÓ ‚‡ Ú‡ ÔÓ Ïfl Ì‡ Â ÌÂ ‚˙Á ÏÓ ÊÂÌ ÒÍÓÍ. éÚ ‰ÂÎ ÌËflÚ ˜Ó ‚ÂÍ, Ì‡ ÏË ‡˘ ÒÂ
‚ ÏÂÊ ‰ËÌ ÌÓ ÔÓ ÎÓ ÊÂ ÌËÂ (ÏÂÊ ‰Û ‰‚Â ÒÚ‡ ÌË, ‰‚Â Ë‰ÂÌ ÚË˜ ÌÓÒ ÚË, ‰‚‡ ‚Ë‰‡ ÍÛÎ ÚÛ ‡),
ÒÂ ÔÂ‚ ˙ ̆ ‡ ÔÓ˜ ÚË ÂÒ ÚÂÒ Ú ‚Â ÌÓ ‚ ıÛ ‰ÓÊ ÌËÍ. Ç ÅÓÒ ÌËfl, Ì‡Ô Ë ÏÂ, ËÎË ‚ ëÚ‡ Ì‡ Ú‡ Ì‡
·‡Ò ÍË ÚÂ Â ̄ Â ÌË Â ÚÓ ‰‡ ÒË ıÛ ‰ÓÊ ÌËÍ Â Â ̄ Â ÌËÂ ‰‡ ÌÂ ÒË ÌËÚÓ Ì‡ Â‰ Ì‡ Ú‡, ÌËÚÓ Ì‡ ‰Û -
„‡ Ú‡ ÒÚ‡ Ì‡.
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Ö.í.: äÓ„‡ Á‡ ÔÓ˜ Ì‡ı ÚÂ ‰‡ ÒÂ Á‡ ÏËÒ Îfl ÚÂ Á‡ ÙÓ Ï‡ Ú‡, ÍÓ fl ÚÓ ËÁ ÎÓÊ ·‡ Ú‡ Úfl· ‚‡ ‰‡ ÔË Â ÏÂ?

ë.å.í.: åËÒ ÎËÏ Á‡ ÚÓ‚‡ ÚÓ˜ ÌÓ ÒÂ„‡ – Ú.Â. Â‰‚‡ ÚË ÏÂ ÒÂ ̂ ‡ ÔÂ ‰Ë ÓÚ Í Ë ‚‡ ÌÂ ÚÓ. çÓ ‚˙Ô -
Ó Ò˙Ú ÔË Ò˙Ò Ú ‚‡ ̄ Â ‚ „Î‡ ‚Ë ÚÂ Ë Ì‡ ÚË ÚÂ ÌË ÔÂÁ ˆfl ÎÓ ÚÓ ‚Â ÏÂ. ÖÚÓ Á‡˘Ó ÓÚ ı ‚˙ ÎËı ÏÂ
ÚÂ Ï‡ ÚË˜ ÌËfl ÔËÌ ̂ ËÔ, ÍÓÈ ÚÓ ·Ë ÓË ÂÌ ÚË ‡Î ÔÂ‰ ‚‡ Ë ÚÂÎ ÌÓ ËÁ Ò ÎÂ‰ ‚‡ ÌÂ ÚÓ ÌË. è˙ ÚÛ ‚‡ ÌÂ -
ÚÓ ·Â Ò˙˘Ó Ì‡ ̃ ËÌ ‰‡ ÓÚ Ï‡ı ÌÂÏ Ú‡ÁË ÔÓÒ ÚÓ flÌ ÌÓ ÓÚ Î‡ „‡ Ì‡ ‰ËÒ ÍÛ ÒËfl. è˙ ÚÛ ‚‡ ÌÂ ÚÓ ·Â Â‰ÌÓ
·fl„ Ò Ú ‚Ó. ç‡Í ‡fl Â ̄ Ëı ÏÂ ‰‡ Ì‡Ô ‡ ‚ËÏ ËÁ ÎÓÊ ·‡, Ï‡ Í‡ ‰‡ ÓˆÂ Ìfl ‚‡ı ÏÂ Ë ‰Û „Ë ‚˙Á -
ÏÓÊ ÌÓÒ ÚË – ‡ ÚË ÍÛ ÎË ‡ı ÏÂ „Ë ÔÓ, Ó·˘Ó ‚ÁÂ ÚÓ, ¯Â „‡ ‰ÊËÈÒ ÍË Ì‡ ̃ ËÌ: ·Ë ÏÓ„ ÎÓ ‰‡ Â ÛÂ· -
Ò‡ÈÚ, ËÎË ÍÌË „‡, ËÎË ◊·flÎ ÍÛ·“ Ë Ú.Ì.; ÌÓ Â‰ËÌ Ò Ú ‚Â ÌÓ ÚÓ, ‚ ÍÓ Â ÚÓ Ë ÚË ÚÂ ‚fl ‚‡ı ÏÂ, ÒÚÛ -
‚‡ ÏË ÒÂ, ·Â ÒË ÚÛ ‡ ̂ Ë fl Ú‡ Ì‡ ËÁ ÎÓÊ ·‡. ê‡Á ÏË¯Îfl‚‡ıÏÂ ‰‡ÎË ‰‡ ÌÂ Ì‡Ô ‡ ‚ËÏ å‡ ÌË ÙÂÒ -
Ú‡ ‰Û „‡ ‰Â, ‰‡ ÔÂ Ì‡Ô ‡ ‚ËÏ ÔÂ ‰Ë¯ Ì‡ Ú‡ ËÎË ‰‡ Ò˙ ·Â ÂÏ Ì‡È-‰Ó· Ë ÚÂ ‡ ·Ó ÚË ÓÚ ‚ÒË˜ -
ÍË ÔÂ ‰Ë¯ ÌË ÂÍ Ò ÔÓ ÁË ̂ ËË. èÓ ÎÓ ÊË ÚÂÎ ÌÓ ·flı ÏÂ Ì‡ flÒ ÌÓ Ò ‡· ÒÛ ‰ ÌÓÒÚ Ú‡ Ì‡ Ú‡ÁË ÔÂ‰ ÔÓ -
Î‡ „‡ Â ÏÓ ◊ÓÚ ‚Ó Â Ì‡“ ÒË ÚÛ ‡ ̂ Ëfl. ë˙˘Ó Ú‡Í‡ ˜ÂÒ ÚÓ ÒË Á‡ ‰‡ ‚‡ı ÒÎÂ‰ ÌËfl ÓÒ ÌÓ ‚ÂÌ ‚˙Ô ÓÒ –
Á‡˘Ó ‰‡ ÒÂ Í‡ÌË ÏÎ‡‰ ıÛ ‰ÓÊ ÌËÍ, ÍÓÈ ÚÓ Â ‚Ë ‰Ë ÏÓ ÒËÎ ÌÓ ÔÓ‚ ÎËflÌ ÓÚ îË¯ ÎË/Ç‡ÈÒ, ‡ÍÓ
ÏÓ ÊÂ¯ ‰‡ ÔÓ Í‡ ÌË¯ Ò‡ ÏË ÚÂ îË¯ ÎË/Ç‡ÈÒ?

only thing that the three of us believe in, I think, is the situation of the exhibition. We
also considered doing Manifesta somewhere else, redoing the previous one, or tak-
ing all the best pieces from all the past Manifestas. We were certainly aware of the
absurdity of this supposedly “open” situation. Also, I often asked myself basic ques-
tions like, why invite a young artist who is manifestly strongly influenced by
Fischli/Weiss when you can invite Fischli/Weiss?

E.T.: Having talked with you about this lots of times, I thought we both believed that
biennials stopped being exhibitions a long time ago. 

S.M.T.: Most of the time, biennials are about zapping. You make a work visible, you
present it knowing that it's already sold, and generally without making the effort to
show what was done before, in what context it occurred. That's the problem with col-
lective exhibitions in general. We are wondering how far it is possible to overturn the
hierarchies between the monograph and the collective exhibition, perhaps by putting
monographs inside this collective exhibition. In which case Manifesta should be seen
not as an exhibition but as a series of exhibitions, because there can be no logical
link between these 70-odd artists. You could look for connections, artificial ones –
that's never impossible, and you'd certainly find them. But we will try to ensure that
each artist presents his or her own world. The montage will generate a meaning,
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inevitably. I don't know if we'll manage. I think it's plain good sense to admit that in
some cases the artists simply don't have a sufficiently significant body of work. 

E.T.: Was it difficult to choose?

S.M.T.: It's bound to be, but we all agreed about not playing along with the quota
system, apportioning in terms of identity or nationality, or playlists. When we talked
together about the work we like, we realized that it always had something to do with
questions of dwelling, of mobility and place. A lot of the work goes in that direc-
tion: dwellings, structures, machines, links, precarious spaces and urban perime-
ters. And of course, everything that contradicts that, too. 

E.T.: Didn't all those incongruities inevitably come out again at this moment of
making your choice – collective curatorship, with people who didn't choose to work
together, the lack of a clear goal, etc.?

S.M.T.: All the more so since we had skillfully avoided such matters, persuaded as

Ö.í.: ëÎÂ‰ Í‡ÚÓ ÒÏÂ „Ó ‚Ó Ë ÎË ÏÌÓ „Ó Ô˙ÚË Ì‡ Ú‡ÁË ÚÂÏ‡ ÏËÒÎÂı, ˜Â Ë ‰‚‡ Ï‡ Ú‡ ÒÏÂ Ò˙„ -
Î‡Ò ÌË, ˜Â ·Ë Â Ì‡ ÎÂ Ú‡ Ú‡ Ò‡ ÒÔÂ ÎË ‰‡ ·˙ ‰‡Ú ËÁ ÎÓÊ ·Ë ÓÚ ‰ÓÒ Ú‡ ‚Â ÏÂ Ì‡ Ò‡Ï.

ë.å.í.: Ç ÔÓ ‚Â ̃ Â ÚÓ ÓÚ ÒÎÛ ̃ ‡ Ë ÚÂ ÔË ·Ë Â Ì‡ ÎÂ Ú‡ Ú‡ ÒÚ‡ ‚‡ ‰ÛÏ‡ Á‡ ‡Á Û ̄ Ë ÚÂÎ ÌËfl ÂÙÂÍÚ.
èÂ‚ ˙ ̆ ‡¯ ‰‡‰ÂÌ‡ ‡ ·Ó Ú‡ ‚ Ó·ÂÍÚ, ÔÂ‰ Ò Ú‡ ‚fl¯ „Ó, ÁÌ‡ ÂÈ ÍË, ˜Â Â ‚Â˜Â ÔÓ ‰‡ ‰ÂÌ, Ë
Ó·ËÍ ÌÓ ‚Â ÌÓ ·ÂÁ ÛÒË ÎË Â ÚÓ ‰‡ ÒÂ ÔÓ Í‡ ÊÂ Í‡Í ‚Ó ÎÂÊË ÔÂ ‰Ë ÌÂ„Ó, ‚ Í‡ Í˙‚ ÍÓÌ ÚÂÍÒÚ ‡ -
·Ó Ú‡ Ú‡ ÒÂ Â ÒÎÛ ̃ Ë Î‡. íÓ‚‡ Â ÔÓ· ÎÂÏ ËÁÓ· ̆ Ó Ò ÍÓ ÎÂÍ ÚË‚ ÌË ÚÂ ËÁ ÎÓÊ ·Ë. óÛ ‰ËÏ ÒÂ ‰Ó
Í‡Í ‚‡ ÒÚÂ ÔÂÌ Â ‚˙Á ÏÓÊ ÌÓ ‰‡ ÒÂ Ó·˙ ÌÂ ÈÂ ‡ ıË fl Ú‡ ÏÂÊ ‰Û ÏÓ ÌÓ„ ‡ ÙË˜ Ì‡ Ú‡ Ë ÍÓ ÎÂÍ -
ÚË‚ Ì‡Ú‡ ËÁ ÎÓÊ ·Ë, ÏÓÊÂ ·Ë ‚ÏÂÒ Ú ‚‡È ÍË ÏÓ ÌÓ„ ‡ ÙË˜ Ì‡ Ú‡ ‚ ÍÓ ÎÂÍ ÚË‚ Ì‡ Ú‡. Ç Ú‡ Í˙‚ ÒÎÛ -
˜‡È å‡ ÌË ÙÂÒ Ú‡ ˘Â Úfl· ‚‡ ‰‡ ÒÂ ‡Á „ ÎÂÊ ‰‡ ÌÂ Í‡ÚÓ ËÁ ÎÓÊ ·‡, ‡ Í‡ÚÓ ÒÂ Ëfl ÓÚ ËÁÎÓÊ·Ë,
Á‡ ̆ Ó ÚÓ ÎÓ „Ë˜ Ì‡ ‚˙Á Í‡ ÏÂÊ ‰Û ÚÂÁË 70-ËÌ‡ ıÛ ‰ÓÊ ÌË ̂ Ë ÌÂ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡. åÓ „‡Ú ‰‡ ÒÂ Ú˙ -
ÒflÚ ·ÎË ÁÓÒ ÚË, ˜ÂÒ ÚÓ ËÁ ÍÛÒ Ú ‚Â ÌË – ÚÂ ‚Ë Ì‡ „Ë ÏÓ „‡Ú ‰‡ ·˙ ‰‡Ú Ì‡ ÏÂ Â ÌË, Ë ÔÓ ÎÓ ÊË ÚÂÎ ÌÓ
˘Â ·˙‰‡Ú. çÓ ÌËÂ ˘Â ÒÂ ÔÓ Ï˙ ̃ ËÏ ‰‡ ÒÏÂ ÒË „Û ÌË, ˜Â ‚ÒÂ ÍË ıÛ ‰ÓÊ ÌËÍ ˘Â ÔÂ‰ Ò Ú‡ ‚Ë
Ò‚Ófl ÒÓ· Ò Ú ‚ÂÌ Ò‚flÚ. åÓÌ Ú‡ Ê˙Ú Ò˙˘Ó ˘Â „Â ÌÂ Ë ‡ ÁÌ‡ ̃ Â ÌËÂ, ÚÓ‚‡ Â ÌÂ ÏË ÌÛ Â ÏÓ. çÂ
ÁÌ‡Ï ‰‡ÎË ˘Â ÛÒ ÔÂ ÂÏ. åËÒ Îfl, ˜Â Â ·ÎËÁ ÍÓ ‰Ó ÛÏ‡ ‰‡ ÒÂ ÔË Â ÏÂ, ˜Â ‚ Ìfl ÍÓË ÒÎÛ ̃ ‡Ë ıÛ -
‰ÓÊ ÌË ̂ Ë ÚÂ ÔÓÒ ÚÓ Ìfl Ï‡Ú ‰ÓÒ Ú‡ Ú˙˜ ÌÓ ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ ‡ ·ÓÚ ÌÓ Ì‡Ú ÛÔ ‚‡ ÌÂ.

Ö.í.: íÛ ‰ÂÌ ÎË ·Â¯Â ËÁ ·Ó ˙Ú?

ë.å.í.: èÂ‰ ÔÓ Î‡ „‡ ÒÂ, ˜Â ‰‡, ÌÓ ÒÂ Ò˙„ Î‡ ÒËı ÏÂ ‰‡ ÌÂ Ë„ ‡ ÂÏ ÔÓ Í‚ÓÚ Ì‡ Ú‡ ÒËÒ ÚÂ Ï‡, ÒÔÓ -
Â‰ ÒÏË Ò˙ Î‡ Ì‡ Ë‰ÂÌ ÚË˜ ÌÓÒÚ ËÎË Ì‡ ̂ Ë Ó Ì‡Î ÌÓÒÚ, ÌËÚÓ ÔÓ ÔÓ„ ‡ ÏÂÌ ÒÔË Ò˙Í. äÓ „‡ ÚÓ ÒË
ÔË Í‡Á ‚‡ı ÏÂ Á‡ Â‰ ÌÓ Á‡ ‡ ·Ó ÚË ÚÂ, ÍÓ Ë ÚÓ ÌË ‰Ó Ô‡ ‰‡Ú, ÓÒ˙Á Ì‡ı ÏÂ, ˜Â ÚÂ ‚Ë Ì‡ „Ë ËÏ‡Ú
ÌÂ˘Ó Ó·˘Ó Ò ‰ÓÏ, ÔÓ‰ ‚ËÊ ÌÓÒÚ Ë ÏflÒ ÚÓ. åÌÓ „Ó ÓÚ ‡ ·Ó ÚË ÚÂ ÒÂ ‰‚Ë Ê‡Ú ‚ Ú‡ÁË ÔÓ ÒÓ Í‡:
‰Ó ÏÓ ‚Â, ÒÚÛÍ ÚÛ Ë, Ï‡ ̄ Ë ÌË, ‚˙Á ÍË, ÌÂ ÒË „Û ÌË ÔÓÒ Ú ‡Ì Ò Ú ‚‡ Ë „‡‰ Ò ÍË ÔÂ Ë ÏÂÚ Ë. à,
ÂÒ ÚÂÒ Ú ‚Â ÌÓ, ‚ÒË˜ ÍÓ, ÍÓ Â ÚÓ ÔÓ ÚË ‚Ó Â ̃ Ë Ì‡ ÚÓ‚‡ Ò˙˘Ó.

Ö.í.: çÂ ÏË ÌÛ Â ÏÓ ÌÂ ÒÂ ÎË ÔÓ fl ‚Ë ı‡ ÓÚ ÌÓ ‚Ó ‚ ÏË„‡ Ì‡ ËÁ ·Ó ‡ ‚ÒË˜ ÍË ÌÂ Ò˙ ÓÚ ‚ÂÚ Ò Ú ‚Ëfl Ì‡
ÍÓ ÎÂÍ ÚË‚ ÌÓ ÚÓ ÍÛ Ë ‡ ÌÂ – ıÓ‡, ÍÓ Ë ÚÓ ÌÂ Ò‡ ÒÂ ËÁ ·Ë ‡ ÎË ‚Á‡ ËÏ ÌÓ, ÓÚ Ò˙Ò Ú ‚Ë Â ÚÓ Ì‡ flÒÌ‡
ˆÂÎ Ë Ú.Ì.?

ë.å.í.: é˘Â ÔÓ ‚Â ̃ Â, ÒÎÂ‰ Í‡ÚÓ ÛÏÂ ÎÓ ËÁ ·fl„ ‚‡ı ÏÂ ÔÓ ‰Ó· ÌË ÚÛ‰ ÌÓÒ ÚË Ë ·flı ÏÂ Û·Â ‰Â ÌË,
˜Â ÔÂ‰ Ò ÚÓ fl ̆ Ë flÚ ÓÔËÚ Á‡ Òfl „‡ ÒÔÓ ‰Â Îfl ÌÂ ÚÓ, ‚ÌË Ï‡ ÚÂÎ ÌÓ Á‡ Ó ·Ë Í‡ ÎflÈ ÍË ‚Òfl ÍÓ ÒÔÓ ÏÂ Ì‡ -
‚‡ ÌÂ Á‡ ÒÏË Ò˙ Î‡ Ë ÙÓ Ï‡ Ú‡ Ì‡ ·˙ ‰Â ̆ ‡ Ú‡ ËÁ ÎÓÊ ·‡. ÇÒË˜ ÍÓ, Ò ÏÂ ÒÂ ̂ Ë Ì‡ Ú˙Ô Í ‚‡ ÌÓ ÔÓ‰
ÍË ÎË Ï‡, Ì‡ ËÒ ÚË Ì‡ ÒÂ Á‡ ‚˙ Ì‡, ÌÓ ‚Â˜Â ËÏ‡ı ÏÂ ‡Á ÎË˜ ÌÓ ‡Á ·Ë ‡ ÌÂ Á‡ ÔÓ Ìfl ÚË fl Ú‡ Ë
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we were that this experience was about sharing, and having carefully avoided talking
about the meaning and form of the exhibition. Everything we swept under the carpet for
months did indeed come back, but we now had a different awareness of each other's
references and criteria. That made it easier to evaluate the importance of the debates
between us. There are some things I thought were important to me that fell away natu-
rally, thanks to this time we lived through, when I was able to admit that Iara or Nuria’s
decision was more to the point, better judged.
During all this I also understood how one comes to things with one's own closed world,
to a degree you can't imagine, and that the relation that one has with an artist as a cura-
tor or critic is based essentially on bad faith or desire.

Translation from French to English Charles Penwarden

Eric Troncy is a chief-editor of the magazine “Documents sur l’art”. Co-director of the art center
“Le Consortium” in Dijon. Publications: “Le colonel Moutarde dans la bibliothèque avec le chande-
lier (texts 1985-1998)”, 1998, Ed. Les presses du réel, “Claude Levêque”, 2001, Ed. Hazan. 
Art critic for different magazines (Art Press, Parkett, Flash Art). Curator and co-curator of the 
following exhibitions: French Kiss (Centre d’art contemporain, Geneva, 1990), No Man's Time
(Villa Arson, Nice, 1991), Il faut construire l’Hacienda (CCC Tours, 1992), Surface de Reparation 1
& 2 (Espace FRAC Dijon, 1994), Rewind (City Racing, London, 1995), Toys (Galerie Jousse
Saguin, Paris, 1995), Dramatically Different (Le Magasin, Grenoble, 1997), Weather Everything
(Galerie für Zeitgenössische Kunst, Leipzig, 1998), Dijon/Le Consortium Collections (Centre
Georges Pompidou, Paris, 1998), Urgent Painting (Musée d’Art Moderne de 
la Ville de Paris, 2002).

ÍË ÚÂ Ëfl Ì‡ ‚ÒÂ ÍË ÓÚ Ì‡Ò. íÓ‚‡ ÛÎÂÒ ÌË ÔÂ ̂ ÂÌ Í‡ Ú‡ Á‡ ‚‡Ê ÌÓÒÚ Ú‡ Ì‡ ‰Â ·‡ Ú‡ ÔÓ -
ÏÂÊ ‰Û ÌË. àÏ‡ ̄ Â Ìfl ÍÓË ÌÂ˘‡, ÍÓ Ë ÚÓ ËÌ‡ ̃ Â Ò˜Ë Ú‡ı Á‡ ‚‡Ê ÌË Á‡ ÒÂ·Â ÒË, ÍÓ Ë ÚÓ ÂÒ -
ÚÂÒ Ú ‚Â ÌÓ ÓÚ Ô‡‰ Ì‡ ı‡ ·Î‡ „Ó ‰‡ Â ÌËÂ Ì‡ ‚Â ÏÂ ÚÓ, ÔÂ ÊË ‚fl ÌÓ Á‡ Â‰ ÌÓ, Ë ÍÓ „‡ ÚÓ ·flı
ÒÔÓ ÒÓ· Ì‡ ‰‡ ÔË Â Ï‡, ˜Â Â ̄ Â ÌË Â ÚÓ Ì‡ ü‡ ËÎË çÛ Ë‡ Â ÔÓ-ÚÓ˜ ÌÓ, ÔÓ-‰Ó· Â ÔÂ -
ˆÂ ÌÂ ÌÓ.
Ç Ò˙ ̆ Ó ÚÓ ‚Â ÏÂ ‡Á · ‡ı ÍÓÎ ÍÓ ÒÂ Ó· ‚˙ Á ‚‡¯ Ò˙Ò ÒÓ· Ò Ú ‚Â ÌËfl ÒË Á‡Ú ‚Ó ÂÌ Ò‚flÚ –
‰Ó ÒÚÂ ÔÂÌ, ÍÓ fl ÚÓ ÌÂ ÏÓ ÊÂ¯ ‰‡ ÒË ÔÂ‰ Ò Ú‡ ‚Ë¯, Ë ˜Â ‚˙Á Í‡ Ú‡, ÍÓ fl ÚÓ ËÏ‡¯ Í‡ÚÓ ÍÛ -
‡ ÚÓ ËÎË Í‡ÚÓ ÍË ÚËÍ Ò ‰‡‰ÂÌ ıÛ ‰ÓÊ ÌËÍ ÒÂ ÓÒ ÌÓ ‚‡ ‚‡ „Î‡‚ ÌÓ Ì‡ ÌÂ ËÒ Í Â ÌÓÒÚ ËÎË
Ì‡ ÊÂ Î‡ ÌËÂ. 
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Levêque”, 2001, ËÁ‰. Hazan. èË¯Â ÍË ÚË Í‡ Á‡ ‡Á ÎË˜ ÌË ÒÔË Ò‡ ÌËfl (Art Press, Parkett, Flash
Art). äÛ ‡ ÚÓ Ë Ò˙ÍÛ ‡ ÚÓ Ì‡ ÒÎÂ‰ ÌË ÚÂ ËÁ ÎÓÊ ·Ë: French Kiss (Centre d’art contemporain, ÜÂ -
ÌÂ ‚‡, 1990); No Man’s Time (Villa Arson, çËˆ‡, 1991); Il faut cÓnstruire l’Hacienda (CCC Tours,
1992); Surface de Reparation 1 & 2 (Espace FRAC Dijon, 1994); Rewind (City Racing, ãÓÌ ‰ÓÌ,
1995); Toys („‡ ÎÂ Ëfl Jousse Seguin, è‡ ËÊ, 1995); Dramatically Different (Le Magasin, ÉÂ ÌÓ -
·˙Î, 1997); Weather Everything (Galerie für Zeitgenössische Kunst, ã‡ÈÔ ̂ Ë„, 1998), Dijon/Le
Consortium Collections (Centre Georges Pompidou, è‡ ËÊ, 1998); Urgent Painting (Musée d’Art
Moderne de la Ville de Paris, 2002).
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è˙‚‡Ú‡ ÔÂÒÍÓÌÙÂÂÌˆË Ì‡ å‡ÌËÙÂÒÚ‡ 4 

‚˙‚ î‡ÌÍÙÛÚÂ äÛÌÒÚÙÂ‡ÈÌ

First press-conference of Manifesta 4 in Frankfurter Kunstverein

î‡ÌÍÙÛÚÂ äÛÌÒÚÙÂ‡ÈÌ Ò ‡·ÓÚ‡Ú‡ Ì‡ éÎË‚ËÂ Åa‰ÂÌ

fatouhanalucienmariaasimanataliasadiyesona

Frankfurter Kunstverein with the work by Olivier Bardin

fatouhanalucienmariaasimanataliasadiyesona

äËÓÒÍ – ç‡˜ËÌË Ì‡ ÏÛÎÚËÔÎËˆË‡ÌÂ Ì‡ Revolver – 

Archiv für actuelle Kunst

Kiosk – Modes of Multiplication by Revolver – Archiv für actuelle Kunst

äËÓÒÍ – ç‡˜ËÌË Ì‡ ÏÛÎÚËÔÎËˆË‡ÌÂ, ·˙Î„‡ÒÍË ÔÛ·ÎËÍ‡ˆËË 

Kiosk – Modes of Multiplication, Bulgarian publications

èÂÁÂÌÚ‡ˆË Ì‡ å‡ÌËÙÂÒÚ‡ 4 Ë ·˙Î„‡ÒÍËÚÂ Û˜‡ÒÚÌËˆË ‚ Ö‚Ó-Å˙Î„‡ÒÍË ÍÛÎÚÛÂÌ ˆÂÌÚ˙, ëÓÙË, ÌÓÂÏ‚Ë 2002 

Presentation of Manifesta 4 and the Bulgarian participants in the Euro-Bulgarian Cultural Centre, Sofia, November 2002

å‡ÌËÙÂÒÚ‡ 4 / Manifesta 4
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ê‡Á „Ó ‚Ó Ì‡ çÛ Ëfl ÖÌ „Ë Ú‡ å‡ÈÓ 
Ò˙Ò ë‡Ì Úfl „Ó Ö‡ ÒÓ 
çÛ Ëfl ÖÌ „Ë Ú‡ å‡ÈÓ: ä‡Í ÚÓ ÒÔÓ ÏÂ Ì‡ı ÔÓ ÚÂ ÎÂ ÙÓ Ì‡, ·Ëı ËÒ Í‡ Î‡ ‰‡ ÔÓ ‚Â ‰ÂÏ ‡Á -
„Ó ‚Ó, ÍÓÈ ÚÓ ˘Â ·˙‰Â ÔÛ· ÎË ÍÛ ‚‡Ì ‚ Í‡ Ú‡ ÎÓ „‡ Ì‡ å‡ ÌË ÙÂÒ Ú‡ 4. éÚ Ò‡ ÏÓ ÚÓ Ì‡ ̃ ‡ ÎÓ ÒÂ
ÓÔËÚ ‚‡ ÏÂ ‰‡  Ó·ÓÁ Ì‡ ̃ ËÏ ‡ ·Ó Ú‡ Ú‡ ÒË Í‡ÚÓ ˜‡ÒÚ ÓÚ ÒÎÓÊ ÌË ‰ÂÈÒ Ú ‚Ëfl ‚ ‡Ï ÍËÚÂ Ì‡
ÏÂ Ê‡, ËÌ ÚÂ„ Ë ‡ ̆ ‡ ÏÌÓ „Ó ÓÚ ıÓ ‡ Ú‡, Ò˙Ú Û‰ ÌË ̃ ‡ ÎË ‚ ‰Â ÙË ÌË ‡ ÌÂ ÚÓ Ì‡ ÔÓ ÂÍ Ú‡.
ë‡ Ï‡ Ú‡ ‡Á ·flı ÒËÎ ÌÓ Á‡ ËÌ ÚÂ Â ÒÛ ‚‡ Ì‡ ‰‡ „Ó ‚Ó fl Ò ÚÂ· Á‡ Ì‡Ô Â ÊÂ ÌË fl Ú‡, „Â ÌÂ Ë ‡ -
ÌË ÔÂÁ ÔÓÒ ÎÂ‰ ÌË ÚÂ „Ó ‰Ë ÌË ‚ ‡ ·Ó Ú‡ Ú‡ ÚË Ò Arteleku, Í‡Í ÚÓ Ë Á‡ Ìfl ÍÓË ÔÓ ÂÍ ÚË, Ì‡‰
ÍÓ Ë ÚÓ ÒÏÂ ‡ ·Ó ÚË ÎË Á‡ Â‰ ÌÓ ‚ Ë ËÁ ‚˙Ì Ò˙ ÓÚ ‚ÂÚ ÌË ÚÂ ËÌ Ò ÚË ÚÛ ̂ ËË, ˜Ë fl ÚÓ ˜‡ÒÚ ÒÏÂ
·ËÎË, Ë ÍÓËÚÓ Ò‡ ‰ÓÔËÌÂÒÎË Á‡ ËÁ „ ‡Ê ‰‡ ÌÂ ÚÓ Ì‡ ÏÂ Ê‡, Í˙‰ÂÚÓ ‰‡ ÏÓÊÂ ‰‡ ÒÂ
‡Á ‚Ë ‚‡ ÌÓ‚ ÙÓ Ï‡Ú Ì‡ ÔÓ ‰Û ̂ Ë ‡ ÌÂ, ÔÂ ÁÂÌ Ú‡ ̂ Ëfl Ë ‡Á Ô ÓÒ Ú ‡ ÌÂ ÌËÂ.

ë‡Ì Úfl „Ó Ö‡ ÒÓ: ç‡È-ÔÓÒ ÎÂ ÒÂ ÔÓ fl ‚Ë ‚˙Á ÏÓÊ ÌÓÒÚ ‰‡ ÒÂ‰ Ì‡ ÔÂ‰ ÍÓÏ Ô˛ Ú˙ ‡ Ë ‰‡
Á‡ ÔÓ˜ Ì‡ Ì‡ ̄ Ëfl ‡Á „Ó ‚Ó. äÓ „‡ ÚÓ ÏË ËÁ Ô ‡ ÚË ÔËÒ ÏÓ ÚÓ ÒË ÏÓ Ê‡ı Ò‡ÏÓ ‰‡ „Ó ÔÓ -
˜Â Ú‡, Ë ÚÓ Í‡Í ÚÓ Ó·ËÍ ÌÓ ‚Â ÌÓ Á‡ ÔÓ˜ ‚‡ ÏÂ ‰‡ ˜Â ÚÂÏ – ·˙ ÁÓ, Ìfl Í˙ ‰Â ÏÂÊ ‰Û ÔÓ ‚ËÍ ‚‡ -
ÌÂ Ì‡ Ú‡Í ÒË Ë ı‚‡ ̆ ‡ ÌÂ Ì‡ ÔÓ ÎÂÚ, Ì‡ ÔÓ ÎÓ ‚ËÌ Ô˙Ú ÏÂÊ ‰Û ÚÂ ÎÂ ÙÓ ÌÂÌ ‡Á „Ó ‚Ó Ë ‡ -
·ÓÚ Ì‡ ÒÂ ̆ ‡. íÓ‚‡ ÏË ËÁ Í‡Á ‚‡ ÌÂ ÏÓÊÂ ‰‡ ËÁ „ ÎÂÊ ‰‡ ÔÂ Í‡ ÎÂ ÌÓ Ó˜Â ‚Ë‰ ÌÓ, ÌÓ Ò ÚÂ -
˜Â ÌËÂ Ì‡ ‚Â ÏÂ ÚÓ Ò˙Ï ‚ÒÂ ÔÓ ‚Â ̃ Â Û·Â ‰ÂÌ, ˜Â ÚÓ ÎÂÊË ‚ ÓÒ ÌÓ ‚‡ Ú‡ Ì‡ ÔÓ· ÎÂ ÏË ÚÂ
ÌË Ë ÓÚ Ú‡Ï – Ì‡ ÚÂÁË Ì‡ ËÌ Ò ÚË ÚÛ ̂ Ë fl Ú‡, Á‡ ÍÓ fl ÚÓ ‡ ·Ó ÚËÏ – ËÁ ÍÛÒ Ú ‚Ó ÚÓ. çfl Í‡Í ÌÂ ÒË
ÔÓÁ ‚Ó Îfl ‚‡ ÏÂ ‰‡ ÒÔÂÏ ‚Â ÏÂ ÚÓ, Á‡ ‰‡ ËÏ‡ ÔÓ ‚Â ̃ Â ÒÚ‡ ‡ ÌËÂ ‚ Ú‚Ó ̃ ÂÒ ÍËfl ÌË ÓÔËÚ.
à‰Â fl Ú‡ Á‡ ÔÓ ‚ÂÊ ‰‡ ÌÂ Ì‡ ‡Á „Ó ‚Ó ËÁËÒ Í ‚‡ Ì‡„ Î‡ Ò‡ Á‡ ‰Ë ‡ ÎÓ„. ãËÔ Ò‡ Ú‡ Ì‡ ÍÓ ÏÛ -
ÌË Í‡ ̂ Ëfl ‚ ÍÛÎ ÚÛ ÌËfl Ó· ÏÂÌ, Í‡Í ÚÓ Ë ‚ ËÌ ÚÂ ÎÂÍ ÚÛ ‡Î ÌË ÚÂ Ô‡Í ÚË ÍË, Â Â‰ËÌ ÓÚ ÍÎ˛ -
˜Ó ‚Â ÚÂ Í˙Ï ÍË Á‡ Ú‡, ‚ ÍÓ fl ÚÓ ÒÏÂ ÒÂ ÔÓ ÚÓ ÔË ÎË. èÓÁ Ì‡ ‚‡¯ ÔÓ-‰Ó· Â ÓÚ ÍÓÈ ÚÓ Ë ‰‡
Â Ì‡ÔÂÊÂÌËÂÚÓ, Ì‡ ÍÓ Â ÚÓ ÒË ·ËÎ‡ ÔÓ‰ ÎÓ ÊÂ Ì‡ ÔÂÁ ÔÓÒ ÎÂ‰ ÌË ÚÂ ÏÂ ÒÂ ̂ Ë ‚ ËÁ ÔËÔ -
‚‡ ÌÂ ÚÓ Ì‡ ‡ ·ÓÚ ÌÓ ÚÓ ‡Á ÔË Ò‡ ÌËÂ Ì‡ å‡ ÌË ÙÂÒ Ú‡ 4. à Ìfl Í‡Í ÒË, Í‡ÚÓ ÒÎÂ‰ Ò Ú ‚ËÂ Ì‡
ÚÓ‚‡ ·˙ Á‡ ÌÂ, ÒÂ ÔÓ fl ‚fl ‚‡ ‚Â ËÊ Ì‡ Â ‡Í ̂ Ëfl, Á‡ Òfl „‡ ̆ ‡ ˆfl Î‡ Ú‡ ÏÂ Ê‡ ÓÚ ÒÛ ·ÂÍ ÚË,
Û˜‡Ò Ú ‚‡ ̆ Ë ‚ ÔÓ ÂÍ Ú‡. Ç Í‡fl Ì‡ Í‡ Ë ̆ ‡ Ú‡, Í‡Í ÚÓ Ò‡Ï‡ ÓÚ ·Â ÎflÁ ‚‡¯, ‚ÁÂ ÚË ÚÂ Â ̄ Â -
ÌËfl ÔÓ ÔÓ ‚Ó‰ ÒÂ ÎÂÍ ̂ Ë fl Ú‡ Ì‡ ıÓ‡, Ò ÍÓ Ë ÚÓ ·Ë ËÒ Í‡ Î‡ ‰‡ ‡ ·Ó ÚË¯, Ò‡ Â ÁÛÎ Ú‡Ú ÓÚ
ÔË ·‡ ‚fl ÌÂ Ë ËÁ ‚‡Ê ‰‡ ÌÂ Ì‡ ‰‡Ì ÌË, Ò˙· ‡ ÌË ÔÓ Ô˙Ú, ÍÓÈ ÚÓ ÔÓÌÂ Ì‡ ÚÂ Ó Ëfl, Â ÓÔË -
Ò‡Ì Í‡ÚÓ ËÌ ÙÓ Ï‡ ̂ Ë Ó ÌÂÌ ÓÔËÚ. íÓ‚‡ Ô˙ ÚÂ ̄ ÂÒ Ú ‚ËÂ, ÔË ‚ËÊ ‰‡ ÌÓ Í‡ÚÓ ‰Û „‡ ÙÓ Ï‡

Nuria Enguita Mayo in conversation with
Santiago Eraso
Nuria Enguita Mayo: As I mentioned on the telephone, I would like to have a conver-
sation with you, which will be published in the catalogue for Manifesta 4. From the very
beginning we have attempted to distinguish our practice as a part of a complex frame-
work within a network integrating many of the people who have collaborated with us in
defining this project. In my case I was particularly interested in talking to you about the
tensions you have generated from Arteleku in recent years, and about some of the
projects we have worked on together, both from within and without the respective insti-
tutions we have formed a part of, that have contributed to setting up a network in which
to develop new formats for production, presentation and dissemination. 

Santiago Eraso: At last I'm able to sit down in front of the computer and begin our con-
versation. When you sent your message I was only able to read it as we usually do our
reading, in a rush, somewhere between getting a taxi and a plane, half-way between a
phone-call and a working meeting. This observation may seem obvious, yet as days
go by I am increasingly convinced that it lies at the base of many of our problems and,
by extension, of the institution for which we work: art. Somehow we do not allow our-
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Ì‡ ÁÌ‡ ÌËÂ Ë ÔÂ ‡ ·ÓÚ ‚‡ ÌÂ Ì‡ ËÌ ÙÓ Ï‡ ̂ Ëfl, Â ‚Ò˙˘ ÌÓÒÚ Ó „‡ ÌË ÁË ‡ ÌÓ Í‡ÚÓ ÏÂ -
Ê‡ ËÎË Í‡ Ú‡ ÓÚ ‚˙Á ÍË. à Û·Â ‰Â ÌË, ˜Â ‡‚ ÚÓ Ò Ú ‚Ó ÚÓ ÌË Â ‡Á Ú ‚Ó Â ÌÓ ‚ Ú‡ÁË ËÌ -
ÙÓ Ï‡ ̂ Ë ÓÌ Ì‡ ‡Ï Í‡, ÔË Â Ï‡ ÏÂ ÏÂ Ê‡ Ú‡ Í‡ÚÓ ÙÓ Ï‡ Ì‡ Ó „‡ ÌË Á‡ ̂ Ëfl Ë Í‡ÚÓ
ÔÓÒ Ú ‡Ì Ò Ú ‚Ó, ‚ ÍÓ Â ÚÓ ÒÂ ‰Â ÔÓ ÁË ‡Ú ‚ÒË˜ ÍË ‚Ë ‰Ó ‚Â ‰Ó ÍÛ ÏÂÌ ÚË (ÛÒ Ú ÌË, ÔËÒ ÏÂ ÌË,
‚Ë ÁÛ ‡Î ÌË). Ç ÚÓ‚‡ ÔË ÔÓÁ Ì‡ ‚‡ ÌÂ Ì‡ ÏÂ Ê‡ Ú‡ Í‡ÚÓ Â‰Ì‡ ÒÎÓÊ Ì‡ ‡Ï Í‡, Í˙ ‰Â ÚÓ
ÒÂ ‚ÁÂ Ï‡Ú Â ̄ Â ÌËfl, ÚË ÌË ÔÓÁ ‚Ó Îfl ‚‡¯ ‰‡ Á˙ ÌÂÏ ‚‡Ê Ì‡ ÍË ÚË ̃ ÂÒ Í‡ ÔÂ‰ ÔÓÒ -
Ú‡‚ Í‡ Á‡ Ó Îfl Ú‡ Ì‡ ÍÛ ‡ ÚÓ ‡ Í‡ÚÓ Í‡È Ì‡ ËÌ Ò Ú‡Ì ̂ Ëfl ÔÓ ÓÚ ÌÓ ̄ Â ÌËÂ Ì‡ Ò˙ ·Ë ÚË Â -
ÚÓ – ‚ ÚÓÁË ÒÎÛ ̃ ‡È å‡ ÌË ÙÂÒ Ú‡ 4 – Ë Í‡ÚÓ ‡‚ ÚÓ Ì‡ ‰ËÒ ÍÛ Ò‡. çflÏ‡ Í‡Í ‰‡ Â ‚Ë -
ÁË ‡ ÏÂ ÏÓ ‰Â ÌË ÚÂ Ë‰Â ‡ ÎËÒ ÚË˜ ÌË ÔÓÒ ÚÛ Î‡ ÚË, ÒÔÓ Â‰ ÍÓ Ë ÚÓ Â ÍÓÌ ÒÓ ÎË ‰Ë ‡ Ì‡ ÙË -
„Û ‡ Ú‡ Ì‡ ıÛ ‰ÓÊ ÌË Í‡, ·ÂÁ Ò˙ ̆ Ó ÚÓ ‰‡ Â Ì‡Ô ‡ ‚Â ÌÓ Á‡ Ú‡ÁË Ì‡ ÍÛ ‡ ÚÓ ‡, ÍÓÈ ÚÓ,
Í‡Í ÚÓ Ò‡Ï‡ ÒË „Ó ÔÓ‰ ̃ Â Ú‡ ‚‡ Î‡, ÛÒ Ú‡ ÌÓ ‚fl ‚‡ ÒÂ·Â ÒË ‚ Ó Îfl Ú‡ Ì‡ ‡‚ ÚÓ Ì‡
ÔÓÂÍÚ. ì‚Â Â ÌÓÒÚ Ú‡ ‚ Ú‡ÁË Ì‡ ̃ ‡Î Ì‡ ÚÓ˜ Í‡ Â Ô˙ ‚‡ Í‡˜ Í‡ ‚ ÔÓ ‚ÂÊ ‰‡ ÌÂ ÚÓ Ì‡
‰Â ·‡Ú, ÍÓÈ ÚÓ ÔÓ ÔÓ ‰Ó ·ÂÌ Ì‡ ̃ ËÌ ˘Â ÌË ÔÓÁ ‚Ó ÎË ‡Á ·Ë ‡ ÌÂ ÚÓ Ì‡ ‰ÌÂ¯ Ì‡ Ú‡ ÔÓ„ Î˙ -
˘‡ ̆ ‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ Ô‡Í ÚË Í‡. íÓÁË Ô˙Ú Ì‡ ‰ÂÈÒ Ú ‚ËÂ ÌË Á‡ ‰˙Î Ê‡ ‚‡ ‰‡ ‚ÁÂ ÏÂÏ
ÔÓ‰ ‚ÌË Ï‡ ÌËÂ ‚˙Ú Â¯ ÌÓ ÚÓ ‰Â ̂ ÂÌ Ú ‡ ÎË ÁË ‡ ÌÂ Ì‡ Ì‡ ̄ Ë ÚÂ ËÌ Ò ÚË ÚÛ ̂ ËË Ò ˆÂÎ ÔÓÒ -
ÚË „‡ ÌÂ ÚÓ Ì‡ „˙‚ Í‡ ‚Ë ÒÚÛÍ ÚÛ Ë Á‡ ÍÓ Ó ÔÂ Ë ‡ ÌÂ Ë ıÓ Ë ÁÓÌ Ú‡Î Ì‡, ÔÓ‰ ‚ËÊ Ì‡
‚Î‡ÒÚ; Ò˙Ú Û‰ ÌË ̃ ÂÒ Ú ‚Ó ÏÂÊ ‰Û Ï‡Î ÍË ËÌ Ò ÚË ÚÛ ̂ ËË, ÍÓÏ ·Ë ÌË ‡ ̆ Ë Â ÒÛ ÒË ÚÂ ÒË,

selves to suspend time in order to endeavor to intensely experience creativity. The
idea of holding a conversation requires a willingness for dialogue. The lack of
communication in cultural transactions and in intellectual practice is one of the
keys to the crisis in which we are immersed. You know better than anybody else
the haste with which you have been obliged to work during the past few months
on elaborating the working schedule for Manifesta 4. And somehow, behind that
urgency, a chain effect is produced that affects the whole framework of subjects
taking part in the project. 
Ultimately, as you yourself point out, the decisions made regarding the selection
of people you wish to work with are the result of adding or subtracting data accu-
mulated along a path that, in theory at least, is proposed as an informative expe-
rience. This journey, anticipated as another form of knowledge and processing of
information, is in effect organized like a network or a map of connections. And
aware as we are that our authorship is diluted in this informative framework, we
adopt the network as a form of organization and a space in which to deposit all
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Á‡ ‰‡ ‰ÓÒ ÚË „‡Ú ÔÓ-¯Ë ÓÍ, ‡Á ÌÓ Ó· ‡ ÁÂÌ Ë ‡Á Ô ˙Ò Ì‡Ú ‰flÎ „‡Ê ‰‡ ÌË, ÌÂ Á‡ ‰˙Î ÊË -
ÚÂÎ ÌÓ Ò‚˙ Á‡ ÌË Ò˙Ò Ò‡ Ï‡ Ú‡ ◊‡ ıË ÚÂÍ ÚÛ ‡“. íÓÈ Ò˙˘Ó ÌË Á‡ ‰˙Î Ê‡ ‚‡ ‰‡ Ú‡Ì Ò ÙÓ -
ÏË ‡ ÏÂ ‡‰ ÏË ÌËÒ Ú Ë ‡ ÌÂ ÚÓ Ì‡ Â ÒÛ ÒË ÚÂ ‚ ÓÔË Ú‡ ‰‡ ÒÂ ‡ ·Ó ÚË ‚ ÔÓ ÏÂÌ ÎË ‚‡ Ú‡ „Â -
Ó ÏÂÚ Ëfl Ì‡ ÍÓ Ó ÔÂ Ë ‡ ÌÂ ÚÓ Ë Ò˙ ÔÂ ÌË ̃ ÂÒ Ú ‚Ó ÚÓ ÒÔÓ Â‰ ‰‡ ‰Â ÌË ÏflÒ ÚÓ, ÔÓ ̂ ÂÒ Ë
ÔÓ ÂÍÚ. ëÚ‡ ‚‡ ‰ÛÏ‡ Á‡ Â‰Ì‡ „˙‚ Í‡ ‚‡ ‡Í ÚË‚ ÌÓÒÚ ÓÍÓ ÎÓ ÒÔÂ ̂ Ë ÙË˜ ÌË ÚÂ ‰ÂÈ ÌÓÒ ÚË,
ÔÂ‰ Ô Ë Â Ï‡ ÌË ÓÚ ÏÂ ÊË Ò ‡Á ÎË ̃ ÂÌ Ò˙Ò Ú‡‚ Ë ÔÓ ËÁ ıÓ‰. ë˜Ë Ú‡Ï, ˜Â ‰Ó ÒÂ „‡¯ ÌË flÚ
‚Ë‰ ÏÂÊ ‰Û ËÌ Ò ÚË ÚÛ ̂ Ë Ó Ì‡Î Ì‡ ÍÓ Ó ÔÂ ‡ ̂ Ëfl Úfl· ‚‡ ‰‡ ÒÂ Á‡ ÏÂ ÌË Ò ÌÓ‚Ë, ÍÓÌ Ò Ú Û Ë ‡ -
ÌË ÓÚ Ò‡ ÏË ÚÂ ÔÓ ÂÍ ÚË Ë ‰ÂÈÒ Ú ‚‡ ̆ Ë ÚÂ ËÏ ÎËˆ‡, ÓÚ ‡ ·Ó ÚË ÚÂ Ë ÓÚ ◊‡Í Ú¸Ó Ë ÚÂ“.

ç.Ö.å.: Ö‰Ì‡ „Ó ‰Ë Ì‡ ÓÚ Á‡ ÔÓ˜ ‚‡ ÌÂ ÚÓ Ì‡ Ò˙‚ ÏÂÒ Ú Ì‡ Ú‡ ÌË ‡ ·Ó Ú‡ Á‡ å‡ ÌË ÙÂÒ Ú‡ Ë
Â‰‚‡  ÚË ÏÂ ÒÂ ̂ ‡ ÔÂ ‰Ë ÓÚ Í Ë ‚‡ ÌÂ ÚÓ π ‚˙‚ î‡Ì Í ÙÛÚ, ÏÌÓ „Ó ÓÚ Ô‡Í ÚË ÍË ÚÂ Ë ÊÂ -
Î‡ ÌË fl Ú‡, ÍÓ Ë ÚÓ ‚˙Á Ì‡ ÏÂ fl ‚‡ı ÏÂ ‰‡ ÔÓÒ Ú‡ ‚ËÏ ‚ ‰‚Ë ÊÂ ÌËÂ, ‚ÒÂ Ó˘Â Ò‡ ÚÛ‰ ÌË. ä‡Í -
ÚÓ Í‡Á ‚‡¯, Ì‡ ÚËÒ Í˙Ú, ÔÓ‰ ÍÓÈ ÚÓ ‡ ·Ó ÚËÏ, Á‡Ô Î‡¯ ‚‡ ‡ ·Ó Ú‡ Ú‡ ‰‡ ÂÙ ÎÂÍ ÚË ‡ Â‰ËÌ -
Ò Ú ‚Â ÌÓ ÂıÓ ÚÓ ÓÚ ÒÓ· Ò Ú ‚Â ÌÓ ÚÓ ÌË ÔË Ò˙Ò Ú ‚ËÂ ‚ ‡Á ÎË˜ ÌË ÚÂ ÔÓ ÒÂ ÚÂ ÌË ÍÓÌ ÚÂÍ Ò ÚË,
‚ÏÂÒ ÚÓ ‰‡ ÔÓ ‚Ó ÍË ‡ ‰Ë ‡ ÎÓ„ ÏÂÊ ‰Û ‰ÂÈÒ Ú ‚‡ ̆ Ë ÚÂ ÎËˆ‡.
ç‡ ÏÂ Â ÌË Â ÚÓ ÌË Â ‰‡ ÒÚ‡ ÌÂ ‚Ë ‰ËÏ ‡ ·ÓÚ ÌËflÚ ÔÓ ̂ ÂÒ, Ò˙˘Ó Ë ‰Â ·‡ ÚË ÚÂ, „Â ÌÂ Ë ‡ -
ÌË ÓÚ ÔÓ ÂÍ ÚË ÚÂ, Í‡Í ÚÓ Ë ‚˙Á ÏÓÊ ÌÓ ÚÓ ËÏ ‡Á ÌÓ Ó· ‡ ÁËÂ. à Ú‡Í‡ ÒÂ ‚˙ ̆ ‡ ÏÂ Í˙Ï
ÒÔÓ ÏÂ Ì‡ Ú‡ Ú‡ ÓÚ ÚÂ· ÌÛÊ ‰‡ ‰‡ ÒË ‰‡ ‰ÂÏ ‚Â ÏÂ, ‰‡ ‰Â ÙË ÌË ‡ ÏÂ ÌÓ‚Ë ÏÂÒ Ú‡ Á‡ ‚Ë -
ÁÛ ‡Î Ì‡ ÍÛÎ ÚÛ ‡ - ‚˙Ô Ó ÒË, Á‡ Òfl „‡ ̆ Ë Ë ‰‚‡ Ï‡ ÌË. éÔË Ú˙Ú ÓÚ ÔÓ ̂ Â Ò‡ ÌÂ ÒÂ ‚Ë ÁÛ ‡ -
ÎË ÁË ‡ ‡‰ÂÍ ‚‡Ú ÌÓ ÌËÚÓ ‚ ÏÛ ÁÂ Ë ÚÂ, ÌËÚÓ ÔÓ „Ó ÎÂ ÏË ÚÂ ÏÂÊ ‰Û Ì‡ Ó‰ ÌË ÔÓ fl ‚Ë. íÓ‚‡
ÒÚ‡ ‚‡ ‚ ÏÂ ÊË ÚÂ ÓÚ ıÓ‡ Ë ÏÂÒ Ú‡, Í˙ ‰Â ÚÓ Ò‡ ÏË flÚ ÚÓÈ ÒÂ ÒÎÛ˜ ‚‡, Ë ‚ ‰ËÒ ÍÛ ÒË‚ ÌÓ -
ÚÓ ‡Á Ò ÎÓ fl ‚‡ ÌÂ Ò ÔÓ Â Ú‡Ô ÌÓ ‰ÂÈÒ Ú ‚ËÂ, ËÏ‡ ̆ Ó ÔÓ Ìfl ÍÓ „‡ ÔË ÌÓÒ Í˙Ï ÒÓ ̂ Ë ‡Î ÌËfl ÍÓÌ -
ÚÂÍ ÒÚ ˜ÂÁ ‰Ë ‡ ÎÓ „‡ Ì‡ ‡Í ÚË‚ ÌË ÚÂ ÒË Û˜‡Ò Ú ÌË ̂ Ë.
Ç ‡Á „Ó ‚Ó ‡ ÌË, ÍÓÌ Ò Ú Û Ë ‡Ì ‚˙ ıÛ Ó· Ïfl Ì‡ Ú‡ Ì‡ ÂÎÂÍ Ú ÓÌ ÌË ÔÓÒ Î‡ ÌËfl, ÒÚ‡ ‚‡
‰ÛÏ‡ Á‡ ÚÛ‰ ÌÓÒÚ Ú‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‰‡ ÓÌ‡„ ÎÂ ‰Ë ÒÂ·Â ÒË ÓÒ ‚ÂÌ ˜ÂÁ Ú‡ ‰Ë ̂ Ë ÓÌ ÌË ÚÂ
ÒÚÛÍ ÚÛ Ë Á‡ ÔÓ Í‡Á Í‡ÚÓ ÏÛ ÁÂ Ë ÚÂ, „‡ ÎÂ Ë Ë ÚÂ, ·Ë Â Ì‡ ÎÂ Ú‡ Ú‡ Ë „Ó ÎÂ ÏË ÚÂ Ô‡ Ì‡ Ë Ë.
ä‡Í ‰‡ ÔÓÒ ÚË„ ÌÂÏ ÊÂ Î‡ ÌÓ ÚÓ ÓÌ‡„ ÎÂ ‰fl ‚‡ ÌÂ ËÁ ‚˙Ì ÚÂÁË ‚Î‡Ò ÚÓ ‚Ë ÏÂÒ Ú‡? ä‡Í ‰‡

sorts of documents (oral, written and visual). In this recognition of the network as a
complex framework where decisions are made, you allow a glimpse of a meaningful
critical disposition regarding the role of the curator as the ultimate person in charge of
the event – in this case, Manifesta 4 – and as the author of the discourses. We cannot
pose a revision of modern idealist postulates on which the figure of the artist has been
consolidated without doing the same in the case of curators who, as you have often
pointed out, establish themselves as authors of the projects. To be sure of this point
of departure is the first step on the way to opening up a debate that, similarly, will
enable us to understand the present engrossed situation of artistic practice. This way
of proceeding obliges us to consider the internal decentralization of our institutions, in
order to adopt flexible structures of co-operation and horizontal, agile authority; the
collaboration between small institutions that combine their resources in order to reach
a much wider, diverse and dispersed range of citizens, not necessarily linked to the
very architecture. It also obliges us to transform the administration of resources in the
attempt to work within a variable geometry of co-operation and competition, accord-
ing to each place, process and project. It's a question of a flexible organization of
activity, constituted around specific processes undertaken by networks of varying
composition and origin. I believe that the old dynamics of inter-institutional co-opera-
tion must be replaced by others constructed from the projects and agents themselves,
from the works and their actors.

N.E.M.: It's now one year since we began our joint work for Manifesta, and three
months before its opening in Frankfurt, many of the practices and desires we intend-
ed to set in motion are still difficult. As you say, the pressure under which we have
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Ò˙Á ‰‡ ‰ÂÏ ÌÓ‚Ë ÙÓ Ï‡ ÚË Ë ‰‡ ÒÂ ÔÓ ÚË ‚Ó ÔÓÒ Ú‡ ‚ËÏ Ì‡ ËÌ ÚÂ Â ÒË ÚÂ Ì‡ ÍÛÎ ÚÛ -
Ì‡ Ú‡ ËÌ ‰ÛÒ Ú Ëfl, ‚Ë ‰fl Ì‡ Í‡ÚÓ ÙÂ ÌÓ ÏÂÌ Á‡ Ï‡ ÒË ÚÂ, ÒÔÂÍ Ú‡ Í˙Î ËÎË ÚÛ ËÒ ÚË -
˜ÂÒ Í‡ ‡Ú ‡Í ̂ Ëfl? èÂ ‰Ë ËÁ ‚ÂÒ Ú ÌÓ ‚Â ÏÂ Ì‡ ÔË Ò‡ı, ˜Â „Û ÔÓ ‚Ë ÚÂ ËÁ ÎÓÊ ·Ë Ò‡
‡ÌÚË-ÏÂÒ Ú‡, ‰Ó Í‡ ÚÓ ÒÂ„‡ ÏËÒ Îfl, ˜Â Ò‡ Ë ‡ÌÚË-‚Â ÏÂ, ÒÎÂ‰ Í‡ÚÓ ÒÂ ËÁ Ï˙Í ‚‡Ú
ÓÚ ÌÂ„Ó. ëÚÛ ‚‡ ÏË ÒÂ, ˜Â ‡ ·Ó Ú‡ Ú‡ ‚ ÔÓ ÒÓ Í‡ Ì‡ ÔÓ Ïfl Ì‡ Ì‡ „Ó ÌÓ ÚÓ Â Á‡ -
‰‡ ̃ ‡ Ì‡ ‚ÒË˜ ÍË ÔÓ ÂÍ ÚË ‚ ÍÛÎ ÚÛ ‡ Ú‡. å‡ ÌË ÙÂÒ Ú‡ ÔË ÚÂ Ê‡ ‚‡ ÔÓ ÚÂÌ ̂ Ë ‡ Î‡,
ÔÓÁ ‚Ó Îfl ‚‡˘ ÌË ‰‡ ‰Â ÙË ÌË ‡ ÏÂ ÌÓ‚Ë ‡ ·ÓÚ ÌË ÙÓ Ï‡ ÚË. ë‡ Ï‡ Ú‡ ·˙ ÁË Ì‡ Ì‡
‚Â ÏÂ ÚÓ ÌË ËÁËÒ Í ‚‡ ÌÓ‚Ë Â ̄ Â ÌËfl.

ë.Ö.: ë˙ ̆ ÂÒ Ú ‚Û ‚‡ Ó·‡ ̃ Â ËÒÍ, ÍÓ „‡ ÚÓ Ú‡ÁË ‰ÂÈ ÌÓÒÚ ËÁ ÎÂ ÁÂ Ì‡ fl ‚Â, ‰‡ ÌÂ
·˙‰Â ‚Ë ‰Ë Ï‡ ‚˙‚ ‚Ë‰ Ì‡ ËÁ ÍÛÒ Ú ‚Ó, ‡Á ·Ë ‡ ÌÓ Í‡ÚÓ ÍÛÎ ÚÛ ÂÌ ÂÙÂÍÚ, ÔÂ ‰ËÁ -
‚ËÍ ‚‡˘ ÓÔ Â ‰Â ÎÂ ÌÓ Ì‡Ô Â ÊÂ ÌËÂ ‚ „‡ ‰‡. á‡ ̆ Ó ÚÓ, ÒÎÂ‰ ˆfl ÎÓÒ Ú Ì‡ ÔÂ ̂ ÂÌ -
Í‡, ÚÓ‚‡  ÍÓ Â ÚÓ Ì‡ ËÒ ÚË Ì‡ ÏÂ ËÌ ÚÂ Â ÒÛ ‚‡, Â „Â ÌÂ Ë ‡ ÌÂ ÚÓ Ì‡ Ì‡Ô Â ÊÂ ÌËfl ‚
Ó· ̆ ÂÒ Ú ‚Ó ÚÓ, Ì‡Ô Â ÊÂ ÌËfl ÏÂÊ ‰Û ËÌ ‰Ë ‚Ë ‰Û ‡Î ÌÓÒ ÚË ÚÂ, ÒÔÓ ÒÓ· ÌË ‰‡ ÒÚÛÍ ÚÛ -
Ë ‡Ú ‡Ì Ú‡ „Ó ÌËÁ ÏË ÚÂ, Ó· Í ˙ Ê‡ ‚‡ ̆ Ë ‰Ó „Ó ‚Ó Ë ÚÂ Ë Á‡ ÍÓ ÌË ÚÂ, ÍÓ Ë ÚÓ Á‡Ú ‚˙ -
Ê ‰‡ ‚‡Ú ‰Â ÏÓÍ ‡ ÚË˜ Ì‡ Ú‡ ‡Ï Í‡. ÄÍÓ ÔÂ ÂÙ ‡ ÁË ‡ ÏÂ ò‡Ì Ú‡Î åÛÙ, ‰Â ÏÓÍ -
‡ ̂ Ë fl Ú‡ ÒÂ ÍÓÌ Ò Ú Û Ë ‡ ˜ÂÁ ‡ ÚË ÍÛ ÎË ‡ ÌÂ ÚÓ Ì‡ ‡Á ÎË ̃ ‡ ‚‡ ̆ Ë ÒÂ Ë‰ÂÌ ÚË˜ -
ÌÓÒ ÚË, ÔÓ ÚË‚ ÌË ̂ Ë, ÌÂ Ò˙ ÓÚ ‚ÂÚ Ò Ú ‚Ëfl Ë ÍÓÌ Ù ÎËÍ ÚË. Ç˙Ô Ó Ò˙Ú Â ‚ ‡Á ÔÓÁ Ì‡ ‚‡ -
ÌÂ ÚÓ Ì‡ Ì‡Ô Â ÊÂ ÌË fl Ú‡, ‰‡ ËÏ ÒÂ ÔË ‰‡ ‰Â ‚Ë ‰Ë ÏÓÒÚ ˜ÂÁ ËÁ ÍÛÒ Ú ‚Ó ÚÓ Ë ÍÛÎ -
ÚÛ ‡ Ú‡, ‰‡ ËÏ ÒÂ ÔÓÁ ‚Ó ÎË ‰‡ ÒÂ ÔÓ fl ‚flÚ ‚ ÔÎÛ ‡ ÎËÒ ÚË˜ Ì‡ ÒËÒ ÚÂ Ï‡, ÒÔÓ ÒÓ· -
Ì‡ ‰‡ ÒÂ ËÁ ÎÂÂ ‚ ‰Â ÏÓÍ ‡ ÚË ̃ ÂÌ ‰Ë ‡ ÎÓ„.

ç.Ö.å.: ê‡·ÓÚËÏ ‚˙ıÛ ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ Ú‡ ÚÓ‚‡ Ì‡Ô Â ÊÂ ÌËÂ ‰‡ ÏÓÊÂ ‰‡ ÒÂ
‡Á Ô ÓÒ Ú Â. î‡Í Ú˙Ú, ˜Â ÔÓ ‰Ó· ÌË ÔÓ ̂ Â ÒË Ò‡ ‰˙Î „ÓÒ Ó˜ ÌË, Â ÌÂ ̆ Ó ÚÓ, ÍÓ Â ÚÓ
ËÁËÒ Í ‚‡ ÔÓ Ïfl Ì‡. éÚ Ò‡ ÏÓ ÚÓ Ì‡ ̃ ‡ ÎÓ ÒÂ ÒÚÂ ÏËı ÏÂ ‰‡ ÔÓ ÁË ̂ Ë Ó ÌË ‡ ÏÂ å‡ -
ÌË ÙÂÒ Ú‡ Í‡ÚÓ ÔÓ ̂ ÂÒ ‚ ‰ÂÈÒ Ú ‚ËÂ, Ò‡ ÏË flÚ ıÓ‰ Ì‡ ÍÓÈ ÚÓ ˘Â „Â ÌÂ Ë ‡ Í‡È -
Ì‡ Ú‡ ÏÛ ÒÚÛÍ ÚÛ ‡. çfl Ï‡ ÏÂ ÏÌÓ „Ó ‚Â ÏÂ – Ì‡ ÏÂ Â ÌË fl Ú‡ ÌË ‰‡ ÛÒ Ú‡ ÌÓ ‚ËÏ
‚˙Á Í‡ ÏÂÊ ‰Û ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ Ë „‡ ‰‡, ‰‡ ÓÚ Í ËÂÏ ‰Â ·‡Ú, ËÁËÒ Í ‚‡ ‚Â ÏÂ. ÅË
Úfl· ‚‡ ÎÓ ‰‡ ÔÂ ‰ËÁ ‚ËÍ ‚‡ ÏÂ  ÏÌÓ „Ó ÔÓ ‚Â ̃ Â Ò·Î˙ Ò˙ ̂ Ë ÏÂÊ ‰Û ‚˙‚ ÎÂ ̃ Â ÌË ÚÂ
Û˜‡Ò Ú ÌË ̂ Ë. Ç ÔÓ ÂÍ Ú‡ ÒË ÒÂ ÒÚÂ ÏËı ÏÂ ‰‡ Ì‡ ÏÂ ËÏ ÒÓ· Ò Ú ‚Â ÌÓ ÚÓ ÏflÒ ÚÓ Ì‡

been working runs the risk of making our work reflect only the echo of our own pres-
ences in the different contexts we have visited, instead of provoking dialogue among
the actors. 
Our intention is to make the work processes visible, the debates that generate the proj-
ects and the variations these are subjected to. And so we come back to what you men-
tioned about the need to give ourselves time, and to define new places for visual cul-
ture, which are issues that concern both of us. The experiences of the process are not
adequately visualized either in museums or at great international events; but in the net-
works of people and places they are produced, and in a discursive sedimentation that
is gradually processed and that can have a bearing on a social context via the dia-
logue with their active agents.
In the conversation we had following this exchange of electronic messages we spoke
of the difficulty of art in making itself visible save through traditional structures of rep-
resentation like museums, galleries, biennials and large fairs. How can we achieve this
visibility outside hegemonic places? How can we engender new formats and fight
against the interests of the cultural industry, understood as a phenomenon for the
masses, a spectacle and tourist attraction? Some time ago I said in writing that group
shows were non-places, and now I think they are also non-time, for they avoid time. I
think working towards changing that should be the task of all cultural projects.
Manifesta has a potential that enables us to define new working formats. The very
speed of our time requires new solutions.
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‚ÒÂ ÍË ÒÛ ·ÂÍÚ – ˜ÂÒ ÚÓ, Í‡Í ÚÓ ÚË ÓÚ ·Â Îfl Á‡, ÍÓÌ Ò Ú Û Ë ‡ ÌÓ ˜ÂÁ ÌÓ Ï‡ ‰ËÁ Ï‡ – Ë ‰‡ -
‰Óı ÏÂ ÔË Ó Ë ÚÂÚ Ì‡ ÒÚÓ Ë ÎË ÚÂ ÌË ÒÂ ÒËÎ ÌË ÔÂ‰ ÎÓ ÊÂ ÌËfl ‚ ‡Á ÎË˜ ÌË ÍÓÌ ÚÂÍ Ò -
ÚË, ËÁ ·fl„ ‚‡È ÍË Ú‡ ÍË ‚‡, Ù‡ ‚Ó Ë ÁË ‡ ÌË ÓÚ „ÎÓ ·‡ ÎË ÁË ‡ ̆ Ëfl Ë ÒÚ‡Ì ‰‡ ÚË ÁË ‡ ̆ Ëfl
‰ËÒ ÍÛ ÒË. èÓ Ìfl ÍÓ „‡ ÔÓ ‰Ó· ÌË ÔÂ‰ ÎÓ ÊÂ ÌËfl ÒÂ Ï‡ ÚÂ Ë ‡ ÎË ÁË ‡Ú ÔÓ ËÁ Í Î˛ ̃ Ë ÚÂÎ -
ÌÓ ÌÂ Ï‡ ÚÂ Ë ‡Î ÌË Ô˙ ÚË ̆ ‡, Í‡ÚÓ ‚flÁ ‚‡ ÌËfl ‚ ÒÓ ̂ Ë ‡Î Ì‡ Ú‡ Ú˙ Í‡Ì, Á‡ ÔÂ‰ ÔÓ ̃ Ë Ú‡ -
ÌÂ ‚ „‡‰ Ò Í‡ Ú‡ ÒÂ ‰‡,  ÔÓ ‚Ó ÍË ‡ ̆ Ë ÔÂ Í˙Ò ‚‡ ÌËfl ‚  ÛÒ Ú‡ ÌÓ ‚Â ÌË ÚÂ Ô‡Í ÚË ÍË. Ç
Ìfl ÍÓË ÓÚ ÒÎÛ ̃ ‡ Ë ÚÂ ÚÂ Ò‡ ÏÌÓ „Ó ‰Ë ÂÍ Ú ÌË, ‰Ó Í‡ ÚÓ ‚ ‰Û „Ë ‡Á ·Ë ‡ ÌÂ ÚÓ ËÏ Â Ï‡ -
ÍË ‡ ÌÓ Ò ÔÓ ‚Â ̃ Â ÛÒ ÎÓÊ ÌÂ ÌÓÒÚ, Ï‡ Í‡ ‰‡ ÌË ÒÂ Ì‡ Î‡ „‡ ‰‡ Á‡Ò Ú‡ ‚‡ ÏÂ ÎËˆÂ ‚ ÎËˆÂ
Ò ‡· ÒÛ ‰ Ì‡ Ú‡ ÌÛÊ ‰‡ ‰‡ ÔÓ‰ ÔÓ Ï‡ „‡ ÏÂ Ôfl ÍÓ ÚÓ ËÏ ‚˙Á Ô Ë fl ÚËÂ. å‡ ÌË ÙÂÒ Ú‡ ÒÂ
‰‚Ë ÊË; ‚ÒÂ ÍË ‰‚Â „Ó ‰Ë ÌË Úfl  ÒÂ ÒÎÛ˜ ‚‡ ‚ ÌÓ‚ „‡‰ ‚ ‰Û „‡ ‰˙ Ê‡ ‚‡. ífl· ‚‡ ÔÓ -
‚Â ̃ Â ‰‡ ‡ ·Ó ÚËÏ ‚˙ ıÛ ‡Á ÎË ̃ Ë fl Ú‡, ‚Ë Ì‡ „Ë ËÁÛ ̃ ‡ ‚‡È ÍË  „ÎÓ ·‡Î ÌËfl ÔÓ ÚÂÌ ̂ Ë ‡Î Ì‡
ÎÓ Í‡Î ÌÓ ÚÓ Ë, ‡ÍÓ ÒÂ Ì‡ Î‡ „‡, ‰‡ ‚ÎË fl ÂÏ ‚˙ ıÛ ÍÛÎ ÚÛ Ì‡ Ú‡ Ú˙ Í‡Ì Ì‡ „‡ ‰‡ ˜ÂÁ ‡ -
·Ó Ú‡ Ò Ë Á‡ ‚ÒÂ ÍË „‡‰ ÔÓ ÓÚ ‰ÂÎ ÌÓ. çÂ Ó· ıÓ ‰Ë ÏÓÒÚ Ú‡ ÓÚ ÔÂ ‡Á „ ÎÂÊ ‰‡ ÌÂ Ì‡ ÒËÒ -
ÚÂ Ï‡ Ú‡ Ì‡ ‡Ò Ú ‚‡; å‡ ÌË ÙÂÒ Ú‡ 5, ÍÓ fl ÚÓ ˘Â ÒÂ ÔÓ ‚Â ‰Â ÔÂÁ 2004, ‰Â ÒÂÚ „Ó ‰Ë ÌË
ÒÎÂ‰ Ì‡ ̃ ‡ ÎÓ ÚÓ ÒË, Úfl· ‚‡ ‰‡ ÒÂ ÔÂ ‰Â ÙË ÌË ‡ ÔÓ ÓÚ ÌÓ ̄ Â ÌËÂ Ì‡ ‚˙Á ÍË ÚÂ Ò ÏÂÒ -
Ú ÌË ÚÂ Ë Â „Ë Ó Ì‡Î ÌË ÔÂ‰ Ò Ú‡ ‚Ë ÚÂ ÎË Ë Úfl· ‚‡ ‰‡ ÔÓ ‰˙Î ÊË Ú˙ ÒÂ ÌÂ ÚÓ Ì‡ ÌÓ‚Ë
ÙÓ ÏË Ì‡ ÔÓ ‰Û ̂ Ë ‡ ÌÂ, ÔÂ‰ Ò Ú‡ ‚fl ÌÂ Ë ‡Á Ô ÓÒ Ú ‡ ÌÂ ÌËÂ.

ë.Ö.: éÚ ÏÓfl „ÎÂ‰ Ì‡ ÚÓ˜ Í‡, å‡ ÌË ÙÂÒ Ú‡ 5 ·Ë Úfl· ‚‡ ÎÓ ‰‡ ‚˙Á Ó ‰Ë ËÌË ̂ Ë ‡ ÚË ‚Ë ÚÂ,
Á‡ ÎÂ„ Ì‡ ÎË ‚ ÓÒ ÌÓ ‚‡ Ú‡ Ì‡ Ë‰Â fl Ú‡, ‰‡ ·˙‰Â ‚Ë ‰fl Ì‡ Í‡ÚÓ ‚˙Á ÏÓÊ ÌÓÒÚ Á‡ ÔÓ Ïfl Ì‡
Ì‡ ‡Ì‡ı Ó ÌË˜ ÌË ÚÂ ÏÓ ‰Â ÎË Ì‡ Ó „‡ ÌË Á‡ ̂ Ëfl; Úfl ·Ë ÏÓ„ Î‡ ‰‡ ÒÂ ÒÚÛÍ ÚÛ Ë ‡ Í‡ÚÓ
Í‡ Ú‡ Ì‡ ‰ÓÒ ÚÓ ‚Â ÌË Ò˙Ú Û‰ ÌË ̃ ÂÒ Ú ‚‡, ÒÔÓ ÒÓ· ÌË ‰‡ ÔÂ ‡ ·ÓÚ ‚‡Ú ËÌ ÙÓ Ï‡ ̂ Ëfl Ë
ÁÌ‡ ÌËÂ ÔÓ ÌÓ‚ Ì‡ ̃ ËÌ. ÄÍÓ Ì‡ ËÒ ÚË Ì‡ ÒÂ ÔÂ Ì‡Ò Ú ÓËÏ Í˙Ï ‰Û „Ë ÓÔÂ ‡ ÚË‚ ÌË ÒÔÓ -
ÒÓ ·Ë, ÓÒ ÌÓ ‚‡ ÌË ‚˙ ıÛ ÍÓ ÏÛ ÌË Í‡ ÚË‚ ÌÓÒÚ Ú‡, ÒÔÓ ‰Â ÎÂ ÌÓ ÚÓ ‡‚ ÚÓ Ò Ú ‚Ó Ë ËÌ ÚÂ ÎÂÍ ÚÛ -

S.E.: But there is a risk of this activity being invisible, that it should not be visible
as art, understood as a cultural effect producing a certain tension in cities.
Because, all things considered, what I am really concerned about is generating
tensions in society, tensions among individuals capable of structuring these
antagonisms surrounding agreements and laws that strengthen the democratic
framework. To paraphrase Chantal Mouffe, democracy is constructed through the
articulation of differentiated identities, adversaries, discrepancies and conflicts.
It's a question of recognizing the tensions, of making them visible through art and
culture, and making it possible for them to appear in a pluralist system capable
of being moulded into a democratic dialogue.

N.E.M.: What we should work at is this tension, to make sure it expands. The fact
that such processes are long-term is what has to be changed. From the very
beginning, we have attempted to posit Manifesta 4 as a process in construction,
the very course of which will generate its final structure. We are short of time – our
intention of setting up relationships between the artists and the city, opening up
debates, requires time. We should be engendering many more encounters
between the parts involved. In our project we have endeavored to find each sub-
ject's own place – often constructed through nomadism, as you have mentioned
– and we have prioritized what we regard to be strong proposals in different con-
texts, fleeing from others favored by a globalizing and standardizing discourse.
Sometimes such proposals are materialized in very immaterial ways, as incisions
in the social fabric, preferably that of urban areas, provoking fractures within
established practices. In some cases they are very direct, while in others their
understanding is marked by a greater complexity, yet we still have to face the
absurd need to favor frontal understanding. Manifesta moves; every two years it
takes place in a different city, in a different country. We must work more on dif-
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‡Î Ì‡ Ú‡ ‚Á‡ Ë ÏÓ Á‡ ‚Ë ÒË ÏÓÒÚ, ÒËÒ ÚÂ Ï‡ Ú‡ Ì‡ ËÒ ÚË Ì‡ ˘Â ÒÂ ÔÓ‚ ÎË flÂ Ë ˘Â ÒÂ ÓË -
ÂÌ ÚË ‡ ÒÔÓ Â‰ Ú‚Ó ̃ ÂÒ ÍË ÚÂ ÔÓ ̂ Â ÒË Ë ÚÂÁË Ì‡ ÔÂ‰ Ò Ú‡ ‚fl ÌÂ ÚÓ, Í‡Í ÚÓ Ë ÒÔÓ Â‰
Ó· ÏÂ Ì‡ Ë ‡Á Ô Â ‰Â ÎÂ ÌË Â ÚÓ Ì‡ ÍÛÎ ÚÛ ÌË ÚÂ Â ÒÛ ÒË.  éÚ ÚÛÍ ı‡ ‡Í ÚÂ ËÒ ÚË ÍË ÚÂ
È, Ì‡ ̃ Ë Ì˙Ú Ì‡ ÙÛÌ Í ̂ Ë Ó ÌË ‡ ÌÂ, ËÌ ÙÓ Ï‡ ̂ Ë fl Ú‡ ˘Â ·˙ ‰‡Ú ÔÓ ÏÂ ÌÂ ÌË, Í‡Í ÚÓ ˘Â
ÒÂ ÔÓ ÏÂ ÌflÚ Ë Ì‡ ̄ ‡ Ú‡ ‡ ·Ó Ú‡ Ë ÔÓ‰ ıÓ ‰Ë Í˙Ï  ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ. 
ôÓ ÒÂ ÓÚ Ì‡ Òfl ‰Ó ÍÓÌ ÚÂÍ Ò Ú‡, ÌÂ „Ó ‚‡ Ú‡ ‚‡Ê ÌÓÒÚ Â ÓÚ ÓÒ ÌÓ‚ ÌÓ ÁÌ‡ ̃ Â ÌËÂ. é˘Â
‚Â‰ Ì˙Ê ÚÓÈ ÔÓ‚ ‰Ë „‡ ÒÂ Ë ÓÁ ÌË fl ‚˙Ô ÓÒ, ÔÓ ËÁ ÚË ̃ ‡˘ ÓÚ ÏÌÓ ÊÂÒ Ú ‚Â ÌÓÒÚ Ú‡ Ì‡
ÍÓÌ Ù ÎËÍ Ú‡, „ÂÌÂË‡Ì ÓÚ ÎÓ Í‡Î Ì‡ Ú‡/„ÎÓ ·‡Î Ì‡ ‰Û ‡ ÎËÒ ÚË˜ ÌÓÒÚ: ÚÛ‰ ÌÓÒÚ Ú‡ ÓÚ
Ò‡‚Ìfl‚‡ÌÂÚÓ Ì‡ Ìfl ÍÓË ÛÌË ‚Â Ò‡Î ÌË ÒÚÓÈ ÌÓÒ ÚË Ò˙Ò ÒÚ‡Ì ÌÓÒ ÚË ÚÂ, ÔË Ò˙ ̆ Ë
Ì‡ ‚ÒË˜ ÍË ˜Ó ‚Â¯ ÍË Ò˙ ̆ ÂÒ Ú ‚‡ ÔÓ ‚ÒË˜ ÍË Í‡ Ë ̆ ‡ Ì‡ Ò‚Â Ú‡. Ç ‡ ·Ó Ú‡ Ú‡ Ì‡ Ìfl -
ÍÓË ıÛ ‰ÓÊ ÌË ̂ Ë – Ú‡ Í˙‚ Â ÒÎÛ ̃ ‡flÚ Ò à·ÓÌ Ä‡Ì ·Â Ë Ë âÓÌ åË ÍÂÎ ÖÛ·‡ – ÚÓÁË
‰‚Ó ÂÌ Ô˙Ú Ì‡ Ò˙ ÁÂ ̂ ‡ ÌËÂ ÒÂ ÔÓ fl ‚fl ‚‡ ‰ÓÒ Ú‡ Ú˙˜ ÌÓ flÒÌÓ. éÚ Â‰Ì‡ ÒÚ‡ Ì‡ Úflı -
Ì‡ Ú‡ ÌÓ Ï‡‰ Ò Í‡, ÔÓ‰ ‚ËÊ Ì‡, Ô˙Ú ÌË ̃ ÂÒ Í‡ „Ó ÚÓ‚ ÌÓÒÚ „Ë ÒÌ‡· ‰fl ‚‡ Ò ÛÌË ‚Â Ò‡ ÎÂÌ
ÂÁËÍ, ÔÓ‰ ı ‡Ì ‚‡Ì ÓÚ ËÌ ÙÓ Ï‡ ̂ Ë ÓÌ ÌËfl ËÁ ‚Ó, ÍÓÈÚÓ ÔÓ ËÁ ÚË ̃ ‡ ÓÚ Ì‡È-Ó·ËÍ ÌÓ -
‚Â ÌË ÚÂ ÙÓ ÏË Ì‡ ËÌ ÚÂ Ì‡ ̂ Ë Ó Ì‡ ÎË Á˙Ï. éÚ ‰Û „‡ – Úflı ÌËflÚ ‰ËÒ ÍÛÒ Â, ‚ÒÂ Ô‡Í,
ÔÓ‰ ‚ Î‡Ò ÚÂÌ Ì‡ ÏÂÒ Ú ÌË ÍÓ ‰Ó ‚Â, Ú˙È Í‡ÚÓ ÌÂ ÏÓ „‡Ú ‰‡ ÓÚ Â Í‡Ú ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ Ú‡
‰‡ ·˙ ‰‡Ú ÔË ‚˙ Á‡ ÌË Í˙Ï ÒÔÂ ̂ Ë ÙË ̃ ÂÌ Ì‡ ·Ó ÔÓ· ÎÂ ÏË, ‚˙Á ÏÓÊ ÌË Á‡ ËÌ ÚÂ Ô -
Â Ú‡ ̂ Ëfl ˜ÂÁ ÛÌË ‚Â Ò‡ ÎÂÌ ÍÎ˛˜, ÍÓÎ ÍÓ ÚÓ Ë ‰‡ ÔË Ì‡‰ ÎÂ Ê‡Ú Ì‡ ÍÓÌ Í ÂÚ Ì‡ Ú‡
Â ‡Î ÌÓÒÚ. í‡ÁË ÎÓ Í‡Î ÌÓ/„ÎÓ ·‡Î Ì‡ ‰Û ‡ ÎËÒ ÚË˜ ÌÓÒÚ ÔÓÒ Ú‡ ‚fl Ë ‰‚‡ Ï‡ Ú‡, ËÁ Ô ‡ -
‚Â ÌË ÔÂ‰ ÔÓ ÂÍ ÚË ÚÂ ËÏ Á‡ å‡ ÌË ÙÂÒ Ú‡ 4, ‚ Á‡ ·Â ÎÂ ÊË ÚÂÎ Ì‡ ÔÓ ÁË ̂ Ëfl. Ç ‰Ó Ô˙Î -

ferences, studying in each case the global potential of the local and influencing,
if necessary, the cultural fabric of the city, working more with, and for, each city.
The urgency of reconsidering the approach is growing; Manifesta 5, which will
take place in 2004, its tenth year, must redefine itself in conjunction with local and
regional agents, and must proceed in its search for new formats of production,
presentation and dissemination. 

S.E.: From my point of view, Manifesta 5 should revive the initiative that charac-
terized its origins, and be seen as an opportunity to modify anachronistic models
of organization; it could be structured as a map of genuine relationships, capable
of processing information and knowledge in a new way. If we really were to adapt
other models of operating, based on communication, shared authorship and intel-
lectual interdependence, the system would be affected and would have a bearing
on all processes of creation and representation, as well as on the exchange and
distribution of cultural resources. Therefore the characteristics, the mode of func-
tioning, the information, would all be modified, just as our own work and our way
of relating to artists would also change.

èÓÂÍÚ Ì‡ ÂÍÒÔÓÁËˆËÚ‡

‚˙‚ î‡ÌÍÂÌ˘‡ÈÌÂ ïÓÙ

Display project for the 

Frankensteiner Hof
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ÌÂ ÌËÂ Í˙Ï ÍÓÌ ÚÂÍ Ò ÚÛ ‡ ÎË Á‡ ̂ Ë fl Ú‡ Ì‡ ÔÓ ËÁ ‚Â ‰Â ÌË fl Ú‡, ÌÂ ËÁ ·ÂÊ ÌÓ ÚÓ ÔË Ò˙Ò Ú ‚ËÂ
Ì‡ ÔÓÒ Ú ‡Ì Ò Ú ‚Â ÌÓ/‚Â ÏÂ ‚‡ Ú‡ Ë‰Âfl ‚˙‚ ÙÓ ÏÛ ÎË ‡ ÌÂ ÚÓ Ì‡ ‡ ·Ó ÚË ÚÂ Ë Ì‡ ıÛ -
‰Ó ÊÂÒ Ú ‚Â ÌË ÚÂ ÔÓ ÂÍ ÚË ÒÚ‡ ‚‡ ‚ÒÂ ÔÓ-Ó˜Â ‚Ë‰ ÌÓ.

ç.Ö.å.: ë˙„ Î‡Ò Ì‡ Ò˙Ï. àÏ‡ Ë ÓÔ Â ‰Â ÎÂ ÌÓ ˜ËÒ ÎÓ ‰Û „Ë ÒÎÛ ̃ ‡Ë, Ì‡Ô Ë ÏÂ Í‡ÚÓ
ÚÓÁË Ì‡ âÓÌ ÉÓ ‰Â ‡ ÌÛ ÓÚ êÛ Ï˙ ÌËfl, Â‰ËÌ ÓÚ ÓÒ ÌÓ ‚‡ ÚÂ ÎË ÚÂ Ì‡ The Construction &
Deconstruction Institute. ê‡ ·Ó Ú‡ Ú‡ ÏÛ ÓÚ „Ó ‚‡ fl Ì‡ ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ ÒÔÂ ̂ Ë ÙË˜ ÌË
‚˙Ô Ó ÒË, Ò‚˙ Á‡ ÌË ËÎË Ò Ô˙Î ÌÓ ÚÓ ÓÚ Ò˙Ò Ú ‚ËÂ Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚ÂÌ ÍÓÌ ÚÂÍÒÚ, ËÎË Ò
ÚÛ‰ ÌÓÒ ÚË ÚÂ, Ó· Í ˙ Ê‡ ‚‡ ̆ Ë ‡Á ‚Ë ÚË Â ÚÓ Ì‡ ÔÓ ‰Ó· Ì‡ ÒÂ ‰‡ ‚ ÒÚ‡ Ì‡ Ú‡ ÏÛ. å‡ -
Í‡ ‡‚ ÚÓ ˙Ú ‰‡ ‡ ÁË„ ‡ ‚‡ ‡‚ ÚÓ ·Ë Ó„ ‡ ÙË˜ ÌËfl ÍÎ˛˜, ÙÓ ÏË ‡ ÒÂ ˜‡ÒÚ ÓÚ Ò˙‚ ÒÂÏ
Ò˙‚ Â ÏÂ ÌÂÌ Ë ÛÌË ‚Â Ò‡ ÎÂÌ, Í‡Í ÚÓ ÔÓ ÙÓ Ï‡, Ú‡Í‡ Ë ÔÓ ÁÌ‡ ̃ Â ÌËÂ, ‡ ‰Ë Í‡ ÎÂÌ
‰ËÒ ÍÛÒ. í‡Í‡ Â Ë Ò ÏÌÓ „Ó ‰Û „Ë: ÄÌ ‰ Âfl äÛ ÎÛÌ ̃ Ë˜, éÎË ‚Â åÛ ÒÓ ‚ËÍ, ïÂ„˛ üÌ„,
îÂ Ì‡Ì ‰Ó Å‡ÈÒ, ÄÔ ÒÓ ÎÛÚ ÌÓ Ë Ú.Ì. ãË˜ ÌÓ ÔÂ‰ ÏÂÌ ÒÚÓË ÌÂ ÓÚ ÎÓÊ Ì‡ Ú‡ ÌÛÊ ‰‡ ‰‡
ÒÂ Á‡ ÔÓÁ Ì‡fl ÓÚ · ÎË ÁÓ Ò ‚ÒË˜ ÍÓ ÚÓ‚‡, Á‡ ̆ Ó ÚÓ ÚÓ ÔÓÁ ‚Ó Îfl ‚‡ ÛÌË ÙË ̂ Ë ‡ ̆ ËflÚ ‰ËÒ -
ÍÛÒ ‰‡ ·˙‰Â ÔÂ ÛÒ Ú‡ ÌÓ ‚ÂÌ, ‡ ÚÓ‚‡ ÓÚ Ò‚Ófl ÒÚ‡Ì‡ ÔÓÁ ‚Ó Îfl ‚‡ ÔÓ fl ‚‡ Ú‡ Ì‡ ‡Ì Ú‡ -
„Ó ÌËÁ ÏË.
ç‡ ̄ Â ÚÓ Ì‡ ÏÂ Â ÌËÂ ÔÓ ÔÓ ‚Ó‰ å‡ ÌË ÙÂÒ Ú‡ 4 Â ‰‡ Ò˙ ·Â ÂÏ ÚÓ‚‡ ‡Á ÌÓ Ó· ‡ ÁËÂ
ÓÚ ÍÛÎ ÚÛ ÌË Ô‡Í ÚË ÍË, ÔÓ ËÁ ÚË ̃ ‡ ̆ Ó ÓÚ ‡Á ÎË˜ ÌË ÍÓÌ ÚÂÍ Ò ÚË Ë Â ‡Î ÌÓÒ ÚË, Ú‡Í‡
˜Â ‰‡ ÛÒ Ú‡ ÌÓ ‚ËÏ ‰Ë ‡ ÎÓ„, ÒÔÓ ÒÓ ·ÂÌ ‰‡ „Â ÌÂ Ë ‡ Ì‡Ô Â ÊÂ ÌË fl Ú‡ ‚ ‰‡ ‰Â ÌÓ ÏflÒ -
ÚÓ Ë ‚Â ÏÂ – „‡ ‰‡ î‡Ì Í ÙÛÚ (ËÌ‡ ̃ Â „‡‰ „Î‡‚ ÌÓ Á‡ ÔÂ ÏË Ì‡ ‚‡ ÌÂ) ÔÂÁ Îfl -
ÚÓ ÚÓ Ì‡ 2002. ñÂÎ Ú‡ Â ‰‡ ÒÂ ‰Â ÙË ÌË ‡ ‡Á ÎË˜ ÌÓÒÚ Ú‡, ÏÌÓ ÊÂÒ Ú ‚Â ÌÓÒÚ Ú‡ ÓÚ ‰ËÒ -
ÍÛ ÒË Ë ËÁ Ô ‡ ‚fl ÈÍË „Ë ÎËˆÂ ‚ ÎËˆÂ Ì‡ Ó·˘‡ ÓÒ ÌÓ ‚‡, ‰‡ ÒÂ ÔÓÚ˙ÒË ÎÂ „Ë ÚËÏ -
ÌÓÒÚ ÓÚ ‚˙‰ „‡ ÌË ̂ Ë ÚÂ Ì‡ ÙËÍ ÒË ‡ ÌËfl, ÔÂ ‰ÓÔ Â ‰Â ÎÂÌ ‰ËÒ ÍÛÒ.

As for context, its importance is basic. Once again, it raises a very important
issue derived from the multiplicity of conflicts generated by the local-global dual-
ity: the difficulty of making certain universal values compatible with the peculiar-
ities inherent in all human beings, in all parts of the world. In the work of certain
artists – and this is the case with Ibon Aranberri and of Jon Mikel Euba – this
double way of contemplating things appears quite clearly. On the one hand,
their nomadic, itinerant, traveling readiness has provided them with a universal
language nourished by the sources of information stemming from the most
generic form of internationalism. On the other hand, however, their discourse is
subject to local codes, inasmuch as they cannot deny their need to be linked to
a specific set of problems that can be interpreted in a universal key despite
belonging inevitably to a concrete reality. This local-universal duality places
them in a prominent position from which to confront their projects at Manifesta
4. In addition and in relation to the contextualization of works, the inescapable
presence of the space-time concept in the enunciation of works and artistic proj-
ects is becoming increasingly obvious. 

N.E.M.: Yes, I agree. There is a number of such cases, like Ion Godeanu from
Rumania for instance, a founding member of The Construction &
Deconstruction Institute. His work responds to very specific issues linked to
either the total inexistence of an artistic context, or to the difficulties surrounding
the development of such a milieu in his country. Even though he plays auto-
biographical keys, they form a part of a very contemporary and universal radical
discourse, with regards to both its forms and its meanings. This is the case of
many others: Andreja Kuluncic, Oliver Musovik, Haegue Yang, Fernando Bryce,
Apsolutno, etc. In my own case the urgent need is to become familiar with all
this, because it allows the unifying discourse to be interrupted and favors the
surfacing of antagonism.
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ë.Ö.: ê‡Á ÌÓ Ó· ‡ ÁË Â ÚÓ ÓÚ ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË Ô‡Í ÚË ÍË Â ÒÂ Ë ÓÁ ÌÓ Á‡Ò Ú ‡ -
¯Â ÌÓ ÓÚ Í‡È ÌËfl ÏÂ Í‡Ì ÚË ÎË Á˙Ï Ì‡ ÍÛÎ ÚÛ ‡ Ú‡, ÍÓÈ ÚÓ ‡ ·Ó ÚË ˜ÂÁ ÍÓ -
ÏÂ ÒË ‡ ÎË Á‡ ̂ Ë fl Ú‡ Ì‡ ‚ÒÂ ÍË ÓÔËÚ ‚ Ú‡ÁË ÒÙÂ‡. íÂ ‚ÒË˜ ÍË Ò‡ Ì‡ ÔË ̂ ÂÎ
ÓÚ „Ó ÎÂ ÏË ÚÂ ÍÓÏ Ô‡ ÌËË, ÒÚÂ Ïfl ̆ Ë ÒÂ ‰‡ „Ë ‰ÓÒ ÚË„ Ì‡Ú Ë ‰‡ „Ë  Ú‡Ì Ò ÙÓ -
Ï‡ ̂ Ë ‡Ú ‚ ÔÓ ‰ÛÍ ÚË Á‡ ·˙ Á‡ ÔÂ ̃ ‡Î ·‡. Ö‰ËÌ ÓÚ ÓÒ ÌÓ‚ ÌË ÚÂ ‚˙Ô Ó ÒË ‚
·˙ ‰Â ̆ Â Â ‰‡ÎË ˘Â ÏÓ ÊÂÏ ‰‡ Ì‡‰ ÊË ‚Â ÂÏ flÁ ÍÓ ÚÓ Ò‚Ë ‚‡ ÌÂ Ì‡ ÒÙÂ ‡ Ú‡
Ì‡ ÔÛ· ÎË˜ Ì‡ Ú‡, ‰˙ Ê‡‚ ÌÓ ÙË Ì‡Ì ÒË ‡ Ì‡ ÍÛÎ ÚÛ ‡. Ç Ò‚flÚ, Í˙ ‰Â ÚÓ ‰ÓÒ Ú˙ -
Ô˙Ú ‰Ó ÍÛÎ ÚÛ ÌË ÚÂ ‡Á ÎË ̃ Ëfl Â ‚ÒÂ ÔÓ ‚Â ̃ Â ÓÔ Â ‰Â ÎflÌ ÓÚ „ÎÓ ·‡ ÎË ÁË ‡ ÌË
ÙË ÏË, ÔÓ-‚‡ ÊÂÌ ÓÚ ‚ Òfl ÍÓ „‡ ÒÚ‡ ‚‡ ‚˙Ô Ó Ò˙Ú Á‡ ËÌ Ò ÚË ÚÛ ̂ Ë Ó Ì‡Î Ì‡ Ú‡
‚Î‡ÒÚ Ë Ò‚Ó ·Ó ‰‡ Ú‡ Ì‡ ËÁ ·Ó. èÓ„ Î˙ ̆ ‡ ÌÂ ÚÓ Ì‡ ÔÛ· ÎË˜ Ì‡ Ú‡ ÒÙÂ ‡ ÓÚ ÍÓ -
ÏÂ ÒË ‡Î Ì‡ Ú‡ ÏÓÊÂ ‰‡ ËÏ‡ ÚÂ ‚ÓÊ ÌË ÔÓÒ ÎÂ ‰Ë ̂ Ë Á‡ ‰Â ÏÓÍ ‡ ÚË˜ ÌÓ ÚÓ
·˙ ‰Â ̆ Â Ì‡ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ. çÂ Ó· ıÓ ‰Ë ÏÓ Â ‡Á ‚Ë ÚË Â  Ì‡ ÔÎÛ ‡ ÎËÒ ÚË˜ ÌË
ÙÓ ÏË Ì‡ ÒÓ ̂ Ë ‡Î Ì‡ Ë ÔÓ ÎË ÚË ̃ ÂÒ Í‡ ‡Ì „‡ ÊË ‡ ÌÓÒÚ, ÍÓ Ë ÚÓ ˘Â Ù‡ ‚Ó Ë ÁË -
‡Ú Á‡ Ô‡Á ‚‡ ÌÂ ÚÓ Ë ‡Á ̄ Ë fl ‚‡ ÌÂ ÚÓ Ì‡ ·Ó „‡ ÚÓ ÍÛÎ ÚÛ ÌÓ ‡Á ÌÓ Ó· ‡ ÁËÂ
˜ÂÁ ÔÓ‰ Í Â Ô‡ Ú‡ Ì‡ ÔÓÒ Ú ‡Ì Ò Ú ‚‡ Ì‡ ÍÛÎ ÚÛ Ì‡ ‡Í ÚË‚ ÌÓÒÚ. Ç ÚÓÁË ÒÏË -
Ò˙Î å‡ ÌË ÙÂÒ Ú‡ Â Â‰Ì‡ ËÁ Í Î˛ ̃ Ë ÚÂÎ Ì‡ ‚˙Á ÏÓÊ ÌÓÒÚ Á‡ ‡Á ‚Ë ‚‡ ÌÂ Ì‡
ÒÏËÒ ÎË. èÂ‰ ‚Ë‰ Â ‡Î ÌÓÒÚ Ú‡ ÚÓ‚‡ ÏÓÊÂ ‰‡ ÒÂ ÓÍ‡ ÊÂ Â‰Ì‡ ÓÚ Ì‡È-‚‡Ê -
ÌË ÚÂ Á‡ ‰‡ ̃ Ë ‚ ·ÎËÁ ÍÓ ·˙ ‰Â ̆ Â, Ú˙È Í‡ÚÓ ÍÛÎ ÚÛ ÌÓ ÚÓ ÁÌ‡ ̃ Â ÌËÂ Ì‡ ÒËÒ ÚÂ -
Ï‡ Ú‡ ÏÓÊÂ ‰‡ ÒÂ ÔÓ ÏÂ ÌË ÒÔÓ Â‰ ‚Á‡ Ë ÏÓ ‰ÂÈÒ Ú ‚Ë Â ÚÓ Ì‡ Á‡ ËÌ ÚÂ Â ÒÛ ‚‡ -
ÌË ÚÂ ÒËÎË. ÄÍÓ ËÌË ̂ Ë ‡ ÚË ‚‡ Ú‡ ·˙‰Â ÓÒ Ú‡ ‚Â Ì‡ ‚ ÏÂ Í‡Ì ÚË ÎÌË ˙ˆÂ, ÛÌË -
ÙË ̂ Ë ‡ ÌÂ ÚÓ Ì‡ ÍÛÎ ÚÛ ÌËfl ÔÂÈ Á‡Ê ˘Â Â Ô˙Î ÌÓ Ë ‚˙Á ÏÓÊ ÌÓÒÚ Ú‡ Á‡ ÏÌÓ -
ÊÂÒ Ú ‚Â ÌÓÒÚ ˘Â ÒÂ Ò‚Â ‰Â ‰Ó ÏË ÌË Ï‡Î Ì‡ ËÁ ‡Á ÌÓÒÚ.
åÓ ‰Â Î˙Ú Ì‡ ·ËÁ ÌÂÒ-ÍÛÎ ÚÛ ‡ Ú‡, ÔË ÎÓ ÊÂÌ ‚ ÍÓÌ Ú Ó Î‡ Ì‡‰ ÏÂ ‰Ë Ë ÚÂ,
ÏÓÊÂ ‰‡ ËÏ‡ ÒÂ Ë ÓÁ ÌË ÔÓÒ ÎÂ‰ Ò Ú ‚Ëfl. éÚ ÚÛÍ ÒÂ ËÁ ‚ÂÊ ‰‡ ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ -
Ú‡ ÓÚ ÍÓÌ ÙË „Û Ë ‡ ÌÂ ÚÓ Ì‡ ÔÓÒ Ú ‡Ì Ò Ú ‚‡, ‚ ÍÓ Ë ÚÓ ÍÛÎ ÚÛ ‡ Ú‡ Ë ËÁ ÍÛÒ Ú ‚Ó -
ÚÓ ÏÓ „‡Ú ‰‡ ÔÂ‰ Ò Ú‡ ‚flÚ ‡Á ÌÓ Ó· ‡Á ÌË ‰ËÒ ÍÛ ÒË, ÔÓÁ ‚Ó Îfl ‚‡ ̆ Ë ÛÏ ÌÓ Ê‡ -
‚‡ ÌÂ ÚÓ Ì‡ ÙÓ ÏË ÚÂ Ì‡ Ò‚Ó ·Ó‰ Ì‡ Ú‡ Ë ‡‚ ÚÓ ÌÓÏ Ì‡ ÏË Ò˙Î. Ç ÔÓ ÚË ‚ÂÌ ÒÎÛ -

Our intention with Manifesta 4 is to assemble this diversity of cultural practices stemming
from different contexts and realities, so as to establish a dialogue capable of generating ten-
sions in a given place and time – the city of Frankfurt (basically a city for passing through)
in the summer of 2002. The issue is to define diversity, the multiplicity of discourses, and
bring these face-to-face in a common ground, searching for legitimacy outside the limits of
a fixed, pre-established discourse. 

S.E.: The diversity of cultural practices is seriously threatened by the definitive mercantilism
of culture, by means of the commercialization of all cultural experiences. They are all tar-
geted by large companies that try to gain access to them so as to transform them into prod-
ucts with instant profitability. One of the important issues for future years is examining
whether we can survive a broad reduction of the sphere of public, state-financed culture. In
a world in which access to cultural diversity is increasingly mediated by large global com-
panies, the question of institutional power and freedom of choice proves more important
than ever. The absorption of the public cultural sphere by the commercial one can have wor-
rying consequences for the democratic future of society. It is important to develop plural
forms of social and political commitment that favor the preservation and broadening of the
rich cultural diversity, promoting spaces of cultural fertilization. In this sense, Manifesta is an
exceptional opportunity for developing contents. Bearing reality in mind, this may well
become one of the most important tasks for the immediate future, given that the cultural
meaning of the system can be modified according to the relationship of forces established.
If all initiative is left exclusively in mercantilist hands, the unification of the cultural landscape
will be absolute and the possibility of diversity will be reduced to a minimum expression.
The model of business culture applied to the control of media can have important conse-
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˜‡È ÒÎÂ‰ ‚‡ ̆ ËflÚ ÂÚ‡Ô ÓÚ ÔÓ ÂÍ Ú‡ Ì‡ ‰Â ÏÓÍ ‡ ÚË˜ Ì‡ Ú‡ ‰Â„ ‡ ‰‡ ̂ Ëfl ˘Â ·˙‰Â ÍÓ -
ÏÂ ÒË ‡ ÎË Á‡ ̂ Ë fl Ú‡ Ì‡ ÔÓ ÎË ÚË Í‡ Ú‡ Ë Í‡ ÔË Ú‡ ÎË ÁË ‡ ÌÂ ÚÓ π ÓÚ ÍÓÏ Ô‡ ÌË Ë ÚÂ.

ç.å.: ç‡ Ô˙Î ÌÓ Ò˙Ï Ò˙„ Î‡Ò Ì‡ Ò ‚˙Ô Ó Ò‡, ÍÓÈ ÚÓ ÔÓÒ Ú‡ ‚Ë. èÓ ‰Ó· Ì‡ ◊ËÏ ÔÂ Ò Í‡“
ÒÚ‡ ÚÂ „Ëfl Úfl· ‚‡ ‰‡ ÒÂ ËÏ‡ ÔÂ‰ ‚Ë‰, ÍÓ „‡ ÚÓ ‡ ·Ó ÚËÏ Ò ‚˙Á ÏÓÊ ÌÓÒ ÚË ÚÂ Ì‡ ¯Ë -
Ó ÍÓ ÔÂ‰ Ò Ú‡ ‚Â Ì‡ ÌÂ Á‡ ‚Ë ÒË Ï‡ ÍÛÎ ÚÛ Ì‡ ÔÓ ‰ÛÍ ̂ Ëfl, ÒÔÓ ÒÓ· Ì‡ ‰‡ ÔÓ‚ ÎË flÂ ÏÂ -
ı‡ ÌËÁ ÏË ÚÂ Á‡ ÍÓÌ Ú ÓÎ Ë ÍÓ ÏÛ ÌË Í‡ ̂ Ëfl ‚ „ÎÓ ·‡Î ÌËfl ‰ËÒ ÍÛÒ, ÎÂ „Ë ÚË ÏË ‡˘ ÌÓ -
‚Ëfl Ò‚Â ÚÓ ‚ÂÌ Â‰. Ñ‡ ËÁËÒ Í ‚‡ ÏÂ ‚˙‚ ‚‡Ê ÌË ÚÂ ÔÓÒ Ú ‡Ì Ò Ú ‚‡ ‚Ë ‰Ë ÏÓÒÚ Á‡ ÂÍ Ò -
ÔÂ Ë ÏÂÌ Ú‡Î ÌË ÚÂ ÍÛÎ ÚÛ ÌË ÔÓ ÂÍ ÚË Â, ÒÔÓ Â‰ ÏÂÌ, ÓÒ ÌÓ‚ Ì‡ Ú‡ ÌË Á‡ ‰‡ ̃ ‡.
á‡ ‚˙ ̄  ‚‡Ï ÚÓÁË ‡Á „Ó ‚Ó ‚˙‚ î‡Ì Í ÙÛÚ Ì‡ Â‰ËÌ Ì‡Ô Â‰ Ì‡Î ÂÚ‡Ô ‚ ÔÓ ‰Û ̂ Ë -
‡ ÌÂ ÚÓ Ì‡ ÔÓ ÂÍ Ú‡ ÌË, ÍÓÈ ÚÓ, Í‡Í ÚÓ ‚Â˜Â Í‡ Á‡ı, Â ÔÓ ̂ ÂÒ ‚ ‰‚Ë ÊÂ ÌËÂ, ‰Â ÙË ÌË -
‡Ì ÓÚ ‰Ë ‡ ÎÓ„ Ë ÍÓÌ Ù ÓÌ Ú‡ ̂ Ëfl Ò ‚ÒÂ ÍË ÌÓ‚ Û˜‡Ò Ú ÌËÍ. ÇÂ˜Â ·flı ÏÂ Ó· ‚Ë ÌÂ ÌË
(ÔÂÁ Ï. Ï‡Ú) Á‡ ÓÚ Ò˙Ò Ú ‚Ë Â ÚÓ Ì‡ ÒÚÛÍ ÚÛ Ì‡ ÍÓÌ ̂ ÂÔ ̂ Ëfl. ãË˜ ÌÓ ‡Á ÒÂ„‡, ÍÓ „‡ -
ÚÓ ÔÓ ÂÍ Ú˙Ú Á‡ ÔÓ˜ Ì‡ ‰‡ ÒÂ ÓÙÓ Ïfl Ë Â ÁÛÎ Ú‡ ÚË ÚÂ ‰‡ ÒÂ ÔÓ fl ‚fl ‚‡Ú Ì‡ ÔÓ ‚˙ ı -
ÌÓÒÚ Ú‡, ÒÂ ˜Û‚ Ò Ú ‚‡Ï Û‰Ó‚ ÎÂÚ ‚Ó Â Ì‡, ˜Â ÒÏÂ ·ËÎË ‚˙ÁÔËÂÏ‡ÌË Í‡ÚÓ Á‡Ò Ú‡ Ì‡ ÎË
‚ ÔÓ ÁË ̂ Ëfl Ì‡ Ò˙Ô Ó ÚË ‚‡ Ë ÓÚ ÔÓ. ç‡ flÒ ÌÓ ÒË Ò ÓÚ ‚ ‡ ̆ Â ÌË Â ÚÓ ÏË Í˙Ï Í˙Ï „Ó ÎÂ -
ÏË ÚÂ ÍÛ ‡ ÚÓ Ò ÍË Ë‰ÂË, Ò‚ÂÊ ‰‡ ̆ Ë ËÌ ‰Ë ‚Ë ‰Û ‡Î ÌË ÚÂ Û˜‡Ò ÚËfl ‰Ó ˜ËÒ Ú‡ ËÎ˛Ò Ú ‡ -
ˆËfl Ë ÌÂ Û ‡ ÎË ÁË ‡˘Ë Ú‚Ó ̃ ÂÒ ÍËfl ÔÓ ÚÂÌ ̂ Ë ‡Î ˜ÂÁ ÔÓÒ Ú‡ ‚flÌÂ Ì‡ Ë‰Â Ë ÚÂ Ì‡
ıÛ‰ÓÊÌËˆËÚÂ ‚ ‡Ï Í‡ Ú‡ Ì‡ ÚÂ Ó Â ÚË ̃ ÂÒ ÍÓ ‡ÎË ·Ë, ÔÓ Ó˘ fl ‚‡ ̆ Ó ·˙ ÁËfl Ë ÎÂÒ ÌÓÒ -
ÏË Î‡ÂÏ ÔÓ ̃ ËÚ. ç‡ ̄ Â ÚÓ ‰ÂÈÒ Ú ‚ËÂ ·Â ‡Á ÎË˜ ÌÓ – Ú˙„ Ì‡ı ÏÂ ÓÚ ¯Ë Ó Í ÒÔÂÍÚ˙

quences. It seems necessary therefore to configure spaces in which culture and
art can propose differentiated discourses that allow the multiplication of forms of
free and autonomous thought. Otherwise, the following stage of the project of
democratic degradation will be the commercialization of politics and its capital-
ization by companies. 

N.E.M.: I agree completely with the issues you have raised, and such an “impe-
rial” strategy must be faced up to as we work on the possibility of an
autonomous cultural production with a strong presence, able to have a bearing
on the mechanisms of control and communication in the global discourse that
legitimates the new world order. To seek this visibility of experimental cultural
projects in hegemonic spaces is, in my view, our main task. I end this conver-
sation in Frankfurt, at an advanced stage in the production of our project, which,
as I said earlier, is a process in construction, defined by dialogue and con-
frontation with each new agent. We have already been accused (in March) of
lacking a structuring concept. Personally, now that the project is becoming
defined and the results are beginning to surface, I feel satisfied in realizing that

ÄıË‚ 

Ì‡ å‡ÌËÙÂÒÚ‡ 4 

Ò ‡·ÓÚË Ì‡ 

å‡ÚËÈÓ åÂÒËÂ 

Ë îÂÌ‡Ì‰Ó Å‡ÈÒ

Manifesta 4 archive 

with works by 

Mathieu Mercier and

Fernando Bryce
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ÓÚ ÒÎÛ ̃ ‡Ë, Á‡ ËÌ ÚÂ Â ÒÛ ‚‡ ÎË ÌË ÎË˜ ÌÓ, Á‡ ‰‡ ÓÚ Í Ë ÂÏ Ô˙ ÚË ̆ ‡ Ú‡, ÔÓ ÍÓ Ë ÚÓ ‰Û „Ë Ò‡ „Ë ‚˙ -
‚ÂÊ ‰‡ ÎË ‚ Ó· ‡ ̆ Â ÌËÂ. äÓÏ ·Ë ÌË ‡ı ÏÂ ÒÎÓÊ ÌË ‰ËÒ ÍÛ ÒË‚ ÌË ÔÓ ËÁ ‚Â ‰Â ÌËfl Ò ‰Û „Ë Ò
ÔÓ-ÒËÏ ‚Ó ÎË˜ Ì‡ ÔË Ó ‰‡, ‰‡ ÌÂ Á‡· ‡ ‚fl Ó˘Â ÏÌÓ „Ó – ÍÓ Ë ÚÓ ‡Á „ ÎÂÊ ‰‡Ú ÓÔË Ú‡ Ë ÍÓÌ Ò Ú -
Û Ë ‡ ÌÂ ÚÓ Ì‡ ËÒ ÚÓ Ë fl Ú‡ ÓÚ ÒÚ‡ Ì‡ Ì‡ ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ ÒÔÂ ̂ Ë ÙË˜ ÌË ÏÂÒ Ú‡ Ë ÍÓÌ ÚÂÍ Ò ÚË.
ä‡ÚÓ ÔÂ‰ ‚ËÊ ‰‡ ÌÂ Í‡Í ÚÓ‚‡ ÏÓÊÂ ‰‡ ·˙‰Â ‡ ÚË ÍÛ ÎË ‡ ÌÓ ‚˙‚ î‡Ì Í ÙÛÚ, flÒÌÓ ÒË ÔÂ‰ -
Ò Ú‡ ‚flÏ ·Ó „‡ Ú‡ Ú˙ Í‡Ì ÓÚ ÔÂ‰ ÎÓ ÊÂ ÌËfl, ÍÓ Ë ÚÓ ˜ÂÁ ËÌ ÍÓ ÔÓ Ë ‡ ÌÂ ÚÓ Ì‡ ‡Á ÎË˜ ÌË Â ‡Î -
ÌÓÒ ÚË, ˘Â Ì‡ ÔË Ô‡Ú ÔÛÍ Ì‡ ÚË ÌË ÚÂ ‚ ‡Ï ÍË ÚÂ Ì‡ ÚÓÁË „ÎÓ ·‡ ÎÂÌ ‰ËÒ ÍÛÒ, ÍÓÈ ÚÓ ÔÓÒ ÚÓ flÌ ÌÓ
ÒÂ ÒÚÂ ÏË ‰‡ ÓÒ ÚÓÈ ÌÓÒ Úfl ‚‡ Ò‡ ÏËfl ÒÂ·Â ÒË ‚ ÔÓ ̂ Â Ò‡ Ì‡ ‚˙Ú Â¯ Ì‡ Ú‡ ÒË ÍÓ ÏÛ ÌË Í‡ ̂ Ëfl.

ë‡Ì Úfl „Ó Ö‡ ÒÓ Â ÏÂ ÌË ‰Ê˙ Ì‡ ÍÛÎ ÚÛ ‡ Ú‡, Ó ‰ÂÌ ‚ ë‡Ì ëÂ ·‡Ò ÚË ‡Ì ÔÂÁ 1953, ÔÓ Ì‡Ò ÚÓ fl ̆ ÂÏ 
ÊË ‚Û˘ ‚ íÓ ÎÓ Ò‡ ‚ ëÚ‡ Ì‡ Ú‡ Ì‡ ·‡Ò ÍË ÚÂ. á‡ ‚˙ ̄  ‚‡ Ù‡ ÍÛÎ ÚÂÚ ÔÓ ËÁ ÍÛÒ Ú ‚‡  Ë ÔÂ ‰Ë ‰‡ ·˙‰Â 
Ì‡Á Ì‡ ̃ ÂÌ ÓÚ Diputacifin Foral de Gipuzkoa Á‡ ‰Ë ÂÍ ÚÓ Ì‡ Arteleku, ‡ ·Ó Ú‡ Ú‡ ÏÛ ÒÂ ÍÓÌ ̂ ÂÌ Ú Ë ‡
ÓÍÓ ÎÓ ‡‰ ÏË ÌËÒ Ú ‡ ̂ Ë fl Ú‡ Ì‡ ÔÛ· ÎË˜ Ì‡ Ú‡ ÍÛÎ ÚÛ ‡, Ò˙ ̃ Â Ú‡ Ì‡ Ò ÔÂ ÔÓ ‰‡ ‚‡ ÌÂ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ 
ËÁ ÍÛÒ Ú ‚Ó Ë ËÒ ÚÓ Ëfl.ê˙ ÍÓ ‚Ó ‰Ë Arteleku Art Center ‚ ë‡Ì ëÂ ·‡Ò ÚË ‡Ì ÔÂÁ ÔÓÒ ÎÂ‰ ÌË ÚÂ 15 „Ó ‰Ë ÌË,
‚ÁË Ï‡È ÍË ‡Í ÚË‚ ÌÓ Û˜‡Ò ÚËÂ ‚ ÏÌÓ ÊÂÒ Ú ‚Ó ÒÂ ̆ Ë Ë ÙÓ Û ÏË, ‰ËÒ ÍÛ ÚË ‡ ̆ Ë ‚˙ ıÛ Ò˙‚ Â ÏÂÌ Ì‡ Ú‡ ÏË -
Ò˙Î. Ö‰ ÌÓ‚ Â ÏÂÌ ÌÓ Ò˙Ú Û‰ ÌË ̃ Ë Ò ÏÌÓ „Ó ËÁ ‰‡ ÌËfl, ‰ÓÔ Ë Ì‡ ÒflÈ ÍË Á‡ ‰Â ·‡ Ú‡ ÓÍÓ ÎÓ ÙÛÌ Í ̂ Ë fl Ú‡ Ì‡
ËÁ ÍÛÒ Ú ‚Ó ÚÓ Ë ÍÛÎ ÚÛ ‡ Ú‡ ‚ ‰ÌÂ¯ ÌÓ ÚÓ Ó· ̆ ÂÒ Ú ‚Ó. èÓ Ì‡Ò ÚÓ fl ̆ ÂÏ Â ˜ÎÂÌ Ë Ì‡ ÔÓ„ ‡Ï Ì‡ Ú‡ „Û Ô‡ Ì‡
UNIA Arte y Pensamiento, ˜‡ÒÚ ÓÚ Universidad International de Andalucia.

we have been considered as occupying a position of resistance. You are well aware
of my aversion to the great curatorial ideas that reduce individual proposals to mere
illustrations, neutralizing the potential of meaning in each author and placing their
propositions under a theoretical alibi that encourages a quick, digestible reading. Our
process has been different; departing from a broad range of issues that interest us as
individuals we have sought out the ways in which others have introduced them into
their work. It is the search for shared authorship we were talking of earlier. We have
combined complex discursive works with others of a more symbolic nature, not to
mention many others that consider the experience and construction of history from
very specific places and contexts. As a projection of how this can be articulated in
Frankfurt I certainly envisage a rich fabric of proposals which, by means of incorpo-
rating different realities, will encourage keys of rupture within this global discourse that
is constantly validating itself in the process of its own communication.

Translation from Spanish to English Josephine Watson

Santiago Eraso is a cultural manager, born in San Sebastian in 1953 and currently residing 
in Tolosa, in the Basque Country. An arts graduate, until his appointment as Director of
Arteleku by the Diputacifin Foral de Gipuzkoa his work was centered on the administration of
public culture, a task he combined with the teaching of contemporary art and history. For the
past fifteen years he has run the Arteleku art center in San Sebastian, taking an active part in 
different encounters and forums to discuss the central issues of contemporary thought.
Likewise, he has collaborated with several publications, contributing to the debate 
on the function of art and culture in the society of our times. At present he is also a member of
the program team of UNIA Arte y Pensamiento, a section of the Universidad Internacional 
de Andalucia.
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Å˙Î„‡ÒÍËÚÂ Û˜‡ÒÚÌËˆË
The Bulgarian Participants
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çÂ‰ÍÓ ëÓÎ‡ÍÓ‚ / Nedko Solakov
å‡ÌËÙÂÒÚ‡ 1 êÓÚÂ‰‡Ï 1996
äÛ‡ÚÓË ä‡Ú‡ÎËÌ çË‡È, êÓÁ‡ å‡ÚËÌÂÒ, ÇËÍÚÓ åËÁË‡ÌÓ, ÖÌ‰˛ êÂÌÚÓÌ, 
ï‡ÌÒ-ìÎËı é·ËÒÚ
Manifesta 1 Rotterdam 1996
Curators Katalyn Neray, Rosa Martinez, Viktor Misiano, Andrew Renton, 
Hans-Ulrich Obrist

çÂ‰ÍÓ ëÓÎ‡ÍÓ‚, íÓ‚‡ Ò˙˘Ó Ò˙Ï ‡Á..., 1996, ÒÏÂÒÂÌ‡ (ÔÂÍ‡ÎÂÌÓ) ÚÂıÌËÍ‡,
‚ÒË˜ÍË ÍÓÒÚ˛ÏË, ÔÓÂÍÚË‡ÌË Ë ËÁÔ˙ÎÌÂÌË ÓÚ ëÎ‡‚‡ ç‡ÍÓ‚ÒÍ‡; ‚‡Ë‡˘Ë ‡ÁÏÂË
å‡ÌËÙÂÒÚ‡ 1, èËÓ‰ÓÌ‡Û˜ÂÌ ÏÛÁÂÈ, êÓÚÂ‰‡Ï, 1996 
äÓÎÂÍˆËfl ÑÂ îÎÂÂÒı‡Î, åË‰ÂÎ·Û„, ïÓÎ‡Ì‰Ëfl

Nedko Solakov, This is me, too..., 1996, mixed (too much) media,
all costumes designed and executed by Slava Nakovska; dimensions variable
Manifesta 1, Natural History Museum, Rotterdam, 1996
Collection De Vleeshal, Middelburg, The Netherlands
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ÑÂÚ‡ÈÎË ÓÚ ËÌÒÚ‡Î‡ˆËflÚ‡ Ì‡ çÂ‰ÍÓ ëÓÎ‡ÍÓ‚
‚ å‡ÌËÙÂÒÚ‡ 1
Details from the installation of Nedko Solakov
in Manifesta 1
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èÂ‚ÓÁÌË ÒÂ‰ÒÚ‚‡ Ò ÏÂÒ Ú ÌÓ ÔÂ‰ Ì‡Á Ì‡ ̃ Â ÌËÂ. ë‚Ë ‰Â ÚÂÎ Ò Ú ‚Ó,
1998, ÒÏÂÒÂÌ‡ ÚÂıÌËÍ‡

á‡ ÔÂ Ë Ó‰ ÓÚ Ìfl ÍÓÎ ÍÓ ÏÂ ÒÂ ̂ ‡ ‰- É‡ ÎÂÌ ÚËÌ É‡ ÚÂ‚ ÔÓÒ ÎÂ ‰fl ‚‡ Ô˙ ÚÛ ‚‡ ÌË fl Ú‡ Ì‡ ˜Â ÚË Ë Ï‡ Ò‚Â ̆ ÂÌ -
ÌË ̂ Ë ‚ ‡ ÈÓ Ì‡ Ì‡ ÅÓ ÚÂ‚ „ ‡‰, ‡Á ÔÓ ÎÓ ÊÂÌ Ì‡ 60 ÍÏ ÓÚ ëÓ ÙËfl. íÓÈ ÙËÎ ÏË ‡ Ô˙ ÚÂ ̄ ÂÒ Ú ‚Ë fl Ú‡ ËÏ,
Í‡Í ÚÓ Ë ‡Á ÌÓ Ó· ‡Á ÌË ÚÂ ÔÓ· ÎÂ ÏË, Ò˙ Ô˙Ú Ò Ú ‚‡ ̆ Ë ÚÂı ÌËfl ÚÂı ÌË ÍÓ-Ú‡Ì Ò ÔÓ ÚÂÌ ÌÂ ‰Ó Ë Ï˙Í, Á‡ ‰‡
ÔÓ Í‡ ÊÂ ËÁ · ‡ ÌË Ù‡„ ÏÂÌ ÚË ‚ ËÌ Ò Ú‡ Î‡ ̂ Ë fl Ú‡, Ì‡ Â ̃ Â Ì‡ ◊èÂ‚ÓÁÌË ÒÂ‰ÒÚ‚‡ Ò ÏÂÒ Ú ÌÓ ÔÂ‰ Ì‡Á Ì‡ -
˜Â ÌËÂ. ë‚Ë ‰Â ÚÂÎ Ò Ú ‚Ó“.
àÌ Ò Ú‡ Î‡ ̂ Ë fl Ú‡ Á‡ Â Ï‡ Ìfl ÍÓÎ ÍÓ ÚÓ˜ ÍË ‚ ÔÓ‰ ÁÂÏ ÌËfl Ô‡ ÍËÌ„ “Parking Rocade”. ë˙Ò ÚÓË ÒÂ ÓÚ ‚Ë ‰ÂÓ-
ÔÓ ÊÂÍ ̂ Ëfl – ÚÂ Ï‡ ÚË˜ ÌÓ ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ Ò Ú ‚Ó Í˙Ï Ó· ‡ Á‡, Í‡Í ÚÓ Ë ÓÚ Ï‡ ÌÂ ÍÂÌ, ÔÂ‰ Ò Ú‡‚ Îfl ‚‡˘
Ò‚Â ̆ ÂÌ ËÍ ‚˙ ıÛ ÏÓ ÚÓ, Òı‚‡ Ì‡Ú ‚ ÌÂÔ ÂÒ Ú‡Ì ÌÓ ‰‚Ë ÊÂ ÌËÂ.
ÖÍ ‡ Ì˙Ú Ó· ‡Á ÌÓ ‡Á ‰Â Îfl Ò‚fl ÚÓ ÚÓ ÓÚ Ò‚ÂÚ Ò ÍÓ ÚÓ ÔÓÒ Ú ‡Ì Ò Ú ‚Ó, Ò‚Â Ú‡ Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÓÚ ‚˙Á Ô Ë fl -
ÚË Â ÚÓ ÏÛ. íÓÈ ËÁÓ ÎË ‡ Ò‚Â ̆ ÂÌ Ë Í‡ ÓÚ Ô‡Ò Ú ‚Ó ÚÓ ÏÛ. ïÛ ‰ÓÊ ÌË Í˙Ú Â Á‡„ Ë ÊÂÌ Á‡ ÏÂ Ú‡ ÙÓ Ë ÚÂ, ÍÓ Ë ÚÓ
‚ ÚÓÁË ÒÎÛ ̃ ‡È Ò‡ ËÁ ÔÓÎ Á ‚‡ ÌË Ó·ËÎ ÌÓ.
Ñ- É‡ ÎÂÌ ÚËÌ É‡ ÚÂ‚ Â ËÁ ‚ÂÒ ÚÂÌ ÎÂ Í‡ ÓÌ ÍÓ ‰Â -
Ï‡ ÚÓ ÎÓ„. èÂ ‰Ë ‰‡ ÒÂ Á‡ Â ÏÂ Ò ÍÛ Ë ‡ ÌÂ Ì‡ ËÁ -
ÎÓÊ ·Ë ÚÓÈ ÍÓ ÎÂÍ ̂ Ë Ó ÌË ‡ Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú -
‚Ó, ÒÎÂ‰ ÍÓ Â ÚÓ ÒÚ‡ ‚‡ ıÛ ‰ÓÊ ÌËÍ, ÓÚ ‡ Áfl ‚‡È ÍË
◊‚ÒÂ ÍË‰ ÌÂ‚ Ì‡ Ú‡ ÎÛ ‰ÓÒÚ“ Ì‡ ÊË ‚Ó Ú‡ ‚ Â‰Ì‡
ÔÓÒÚ-ÍÓ ÏÛ ÌËÒ ÚË ̃ ÂÒ Í‡ ÒÚ‡ Ì‡. ïÛ ‰ÓÊ ÌË Í˙Ú ‡Á -
Í‡Á ‚‡, ˜Â ‚ Ì‡Ò ÚÓ fl ̆ ‡ Å˙Î „‡ Ëfl Ò‡ÏÓ ‰‚Â „Û ÔË
ÓÚ Ì‡ ÒÂ ÎÂ ÌË Â ÚÓ ËÁ ÔÓÎ Á ‚‡Ú ÎË ̃ ÂÌ Ú‡Ì Ò ÔÓÚ –
·ËÁ ÌÂÒ ÏÂ ÌË ÚÂ Ë Ò‚Â ̆ ÂÌ ÌË ̂ Ë ÚÂ; ÒÎÂ‰ Í‡ÚÓ Ì‡
‚ÚÓ Ë ÚÂ ËÏ ÎËÔ Ò ‚‡Ú Ô‡Ë, Á‡ ‰‡ ÒË ÍÛ ÔflÚ ‰ÂÈÒ -
Ú ‚‡ ̆ Ó ‚Ó ÁË ÎÓ, ÚÂ ˜ÂÒ ÚÓ Ò‡ ÔË ÌÛ ‰Â ÌË ‰‡ ÔÓÔ -
‡ ‚flÚ ÏÓ ÚÓ Ë ÚÂ ÒË ‚ ÓÚ Í Ë ÚÓ ÔÓÎÂ. 

Short Guide. Manifesta 2, Luxembourg 1998

Ñ- É‡ÎÂÌÚËÌ É‡ÚÂ‚ / Galentin Gatev M.D.
å‡ÌËÙÂÒÚ‡ 2 ã˛ÍÒÂÏ·Û„ 1998
äÛ‡ÚÓË êÓ·ÂÚ îÎÂÍ, å‡Ëfl ãËÌ‰, Å‡·‡‡ Ç‡Ì‰ÂÎËÌ‰ÂÌ
Manifesta 2 Luxembourg 1998
Curators Robert Fleck, Maria Lind, Barbara Vanderlinden

Motor Engines with a Regional Purpose. Evidence, 1998, mixed media

Over a period of several months Galentin Gatev M.D. has been following the jour-
neys of four priests in the Botevgrad region situated 60 km from Sofia. He filmed
their journey, as well as various problems linked to their vehicles’ technical defi-
ciencies, then selected excerpts to be shown in the installation called “Motor
Engines with a Regional Purpose. Evidence”.
The installation covers several spots of the underground car park “Parking
Rocade”. It consists of a video projection, a thematic evocation of the icon, as well
as a dummy representing a priest on a motorbike caught in perpetual rotation.
The iconic screen separates the sacred from the profane space, the art sphere
from its perception. It isolates the priest from his flock. The artist is concerned
with metaphors, which in this particular case are used excessively.
Galentin Gatev M.D. is a renowned doctor (oncodermatology). Before curating
exhibitions, he collected contemporary art, and then became an artist reflecting
the “daily madness” of life in a post-communist country. The artist explains that
nowadays in Bulgaria, only two groups of people use individual transport: busi-
nessmen and priests; since the latter lack money to buy themselves functioning
vehicles they are frequently compelled to repair their engines in the open field. 

Short Guide. Manifesta 2, Luxembourg 1998
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Ñ- É‡ÎÂÌÚËÌ É‡ÚÂ‚, èÂ‚ÓÁÌË ÒÂ‰ÒÚ‚‡ Ò ÏÂÒ Ú ÌÓ ÔÂ‰ Ì‡Á Ì‡ ̃ Â ÌËÂ. ë‚Ë ‰Â ÚÂÎ Ò Ú ‚Ó, 1998, 
ÒÏÂÒÂÌ‡ ÚÂıÌËÍ‡. å‡ÌËÙÂÒÚ‡ 2, ÔÓ‰ÁÂÏÂÌ Ô‡ÍËÌ„ Rocade, ã˛ÍÒÂÏ·Û„, 1998
Galentin Gatev M.D., Motor Engines with a Regional Purpose. Evidence, 1998, mixed media.
Manifesta 2, Parking Rocade, Luxembourg, 1998 
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éÚÂˆ ÄÎÂÍÒË / Father Aleksi éÚÂˆ ëÚ‡ıËÎ / Father Strahil
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éÚÂˆ Ñ‡ÏflÌ / Father Damyan éÚÂˆ ëÚÓflÌ / Father Stoyan
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è‡‚‰ÓÎ˛· à‚‡ÌÓ‚ / Pravdoliub Ivanov
å‡ÌËÙÂÒÚ‡ 3 ã˛·ÎflÌ‡ 2000
äÛ‡ÚÓË î‡Ì˜ÂÒÍÓ ÅÓÌ‡ÏË, éÎÂ ÅoÛÏ‡Ì, å‡Ëfl ïÎ‡‚‡ÈÓ‚‡, ä‡ÚËÌ êÓÏ·Â„
Manifesta 3 Ljubljana 2000
Curators Francesco Bonami, Ole Bouman, Mária Hlavajová, Kathrin Rhomberg

í‡Ì Ò ÙÓ Ï‡ ̂ Ë fl Ú‡ ‚Ë Ì‡ „Ë ÓÚ ÌÂ Ï‡ ‚Â ÏÂ Ë ÂÌÂ „Ëfl, 
1997-1998, ËÌ Ò Ú‡ Î‡ ̂ Ëfl

àÌ Ò Ú‡ Î‡ ̂ Ë fl Ú‡ ◊í‡Ì Ò ÙÓ Ï‡ ̂ Ë fl Ú‡ ‚Ë Ì‡ „Ë ÓÚ ÌÂ Ï‡ ‚Â ÏÂ Ë ÂÌÂ „Ëfl“ ‰Ó ÍÓÒ ‚‡ ÔÓ· ÎÂ Ï‡ Ì‡ ‡· ÒÛ -
‰ ÌÓÒÚ Ú‡ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ. èÓÒÚ-ÏÓ ‰Â ÌË flÚ „Â ÓÈ Â Ì‡Ò Ú‡ ÌÂÌ ‚ ˆ‡ Ò Ú ‚Ó ÚÓ Ì‡ Ó˜Â -
‚Ë‰ Ì‡ Ú‡ ËÒ ÚË Ì‡, ÒË ÏÛ Î‡ ̂ Ë fl Ú‡ Ë ‚Ë ÚÛ ‡Î ÌÓÒÚ Ú‡; ÚÛÍ ÔÓ‰ Ò˙Ï ÌÂ ÌËÂ Â ÔÓÒ Ú‡ ‚ÂÌ Í‡ Ô‡ ̂ Ë ÚÂ Ú˙Ú Ì‡ ÓÒ -
‚Â ‰Ó ÏÂ ÌÓÒÚ Á‡ Â ‡Î ÌÓÒÚ Ú‡, ‡ ◊Ò˙ ̂ Â ‚Ë Ì‡ Ú‡“ π Â ÔÂ Ï‡ı Ì‡ Ú‡ Ë Á‡· ‡ ‚Â Ì‡. ïÛ ‰ÓÊ ÌË Í˙Ú ‚ÁË Ï‡
ÚÓ‚‡ ÔÓ ÎÓ ÊÂ ÌËÂ ÔÂ‰ ‚Ë‰ Ë „Ó ÔÓ‰ ̃ Â Ú‡ ‚‡ ‚ Ú‚Ó ̃ ÂÒ Ú ‚Ó ÚÓ ÒË, ÌÓ ÔÂ‰ ÔÓ ̃ Ë Ú‡ ‰‡ „Ó ‡Á „ ÎÂÊ ‰‡ ÓÚ
‰ËÒ Ú‡Ì ̂ Ëfl. íÓÈ ËÁ „ ÎÂÊ ‰‡ Í‡Á ‚‡, ˜Â ÌflÏ‡ Ì‡ ÏÂ Â ÌËÂ ‰‡ ‡Á Â ̄ ‡ ‚‡ ÚÂÁË Á‡ ·˙ Í‡ ÌË ÔÓ· ÎÂ ÏË,
Á‡ ̆ Ó ÚÓ ÊË ‚Ó Ú˙Ú Â Ë„‡, ˜ËÈ ÚÓ ÒÏË Ò˙Î ÌË ÍÓ „‡ ÌÂ ˘Â ÔÓ Û ÏÂ ÂÏ ËÁ ̂ fl ÎÓ. àÌ Ò Ú‡ Î‡ ̂ Ë fl Ú‡ ÏÛ ËÁ ‚‡Ê -
‰‡ ÔÂ‰ ÁË ÚÂ Îfl ÓÍÓ ÎÓ 30 Ò˙ ‰Ë ÌË – ˜‡È ÌË ̂ Ë, ÚÂÌ ‰ ÊÂ Ë, Ì‡ ÏÂÒ ÚÂ ÌË ‚˙ ıÛ ÍÓÚ ÎÓ ÌË, Ò ‚Ó‰‡, ÍÓ fl ÚÓ
ÍËÔË ÎÂ ÌË ‚Ó, ı‡ ·ÂÈ ÍË ‚Â ÏÂ Ë ÂÌÂ „Ëfl. ÇÒË˜ ÍË ËÁ ÎÓ ÊÂ ÌË Ò˙ ‰Ó ‚Â ıÛ ‰ÓÊ ÌË Í˙Ú Â Á‡ÂÎ ÓÚ Ó‰ ÌË ÌË
Ë ÔË fl ÚÂ ÎË. ◊ê‡Á ÎË Í‡ Ú‡ ÏÂÊ ‰Û ÔÓ Ïfl Ì‡ Ë Ú‡Ì Ò ÙÓ Ï‡ ̂ Ëfl Â ‚ ÚÓ‚‡, ˜Â ÔÓ Ïfl Ì‡ Ú‡ ÌÂ Ò˙ ̆ ÂÒ Ú ‚Û -
‚‡. Ö‰ËÌ Ò Ú ‚Â ÌÓ Ú‡Ì Ò ÙÓ Ï‡ ̂ Ë fl Ú‡ Â ÔÂ Ì‡ ÚÓ ‚‡ Â Ì‡ Ë ÔÂ ÂÍ Ò ÔÓ ÌË ‡ Ì‡ ÓÚ Ó˜‡Í ‚‡ ÌË fl Ú‡ ÌË, ÓÚ Ò˙ -
ÌË ̆ ‡ Ú‡ Ë ‚ÒÂ ÍË‰ ÌÂ‚ ÌË ÚÂ ÌË Á‡ ‰˙Î ÊÂ ÌËfl.“ ë ÚÓ‚‡ ÒË ‰‚ÛÒ ÏËÒ ÎÂ ÌÓ ËÁ Í‡Á ‚‡ ÌÂ à‚‡ ÌÓ‚ ÔÓ ÒÓ˜ ‚‡
‡· ÒÛ ‰ ÌÓÒÚ Ú‡ Ì‡ Ìfl ÍÓË ·‡ ÁÓ ‚Ë ÔÓÒ ÚË ÊÂ ÌËfl Ì‡ Á‡ Ô‡‰ Ì‡ Ú‡ ˆË ‚Ë ÎË Á‡ ̂ Ëfl, Ú‡ ÍË ‚‡ Í‡ÚÓ Ì‡ Û˜ ÌËfl
ÔÓ„ ÂÒ ËÎË Ì‡ ̃ Ë Ì‡ Ì‡ ÛÒ Ú‡ ÌÓ ‚fl ‚‡ ÌÂ Ì‡ ÒÓ ̂ Ë ‡Î ÌË ‚˙Á ÍË. Ä· Ò Ú ‡Í Ú Ì‡ Ú‡ ÏÛ Â ÚÓ Ë Í‡ ÏÓÊÂ ÎÂÒ -
ÌÓ ‰‡ ÒÂ ÓÚ ÌÂ ÒÂ Í˙Ï ÍÓ fl ÚÓ Ë ‰‡ Â ÓÚ ÚÂÁË ‰‚Â Ó· Î‡Ò ÚË Ì‡ ˜Ó ‚Â¯ ÍË ÒÚÂ ÏÂÊ. èÓ Ò˙‚ Ô‡ ‰Â ÌËÂ Ó˜Â -
‚Ë‰ ÌÓ ÚÓ Ë ‡· ÒÛ ‰ ÌÓ ÚÓ ÒÂ ÔÓ fl ‚fl ‚‡Ú ‚ ÚÓÁË ÍÓÌ ÚÂÍÒÚ Í‡ÚÓ „Î‡‚ ÌË Â ÙÂ ÂÌ ̂ Ë ‡Î ÌË Ë ÍÓÌ Ú‡Í Ú ÌË
ÚÓ˜ ÍË ‚ ÍÓÌ ̂ ÂÔ ÚÛ ‡Î Ì‡ Ú‡ ÓÒ ÌÓ ‚‡ Ì‡ ËÌ Ò Ú‡ Î‡ ̂ Ë fl Ú‡ Ì‡ à‚‡ ÌÓ‚. ÇÚÓ Ó ÚÓ ÌË‚Ó Ì‡ ÂÍ Ò ÔÓ Ì‡ Ú‡, ÓÚ ÓÒÓ -
·Â ÌÓ ÁÌ‡ ̃ Â ÌËÂ Á‡ ‡‚ ÚÓ ‡, ÒÂ ÓÚ Ì‡ Òfl Í˙Ï ÔÓ· ÎÂ Ï‡ Á‡ ◊ÒÓ· Ò Ú ‚Â ÌÓÒÚ Ú‡“ Ì‡ readymade Ó·ÂÍ ÚË ÚÂ.
ä‡Í ÚÓ ÚÓÈ Ò˜Ë Ú‡, ÚÛÍ ÒÏË Ò˙ Î˙Ú Â ‚˙‚ ‚˙ ̆ ‡ ÌÂ ÚÓ Ì‡ ÒÓ· Ò Ú ‚Â ÌÓÒÚ Ú‡ Ì‡ readymade Ó·ÂÍ ÚË ÚÂ Ì‡ Ò‡ -
ÏË ÚÂ Úflı. ïÛ ‰ÓÊ ÌË ̂ ËÚÂ ËÏ „Ó ‰˙ÎÊ‡Ú. Ç Í‡fl Ì‡ Í‡Ë˘‡Ú‡ ÚÂÁË Ó·ÂÍÚË Ò‡ ·ËÎË ÎË¯ÂÌË ÓÚ
ÍÓÌÚÂÍÒÚ‡ ÒË Á‡ ÔÓ˜ÚË Â‰ËÌ ‚ÂÍ. ÇÒ˙˘ÌÓÒÚ ÚÂ Ò‡ ËÁÔÓÎÁ‚‡ÌË Á‡ ˆÂÎË, ‰‡ÎÂ˜ ÓÚ ÚÂÁË, Á‡ ÍÓËÚÓ Ò‡
Ò˙Á‰‡‰ÂÌË. 

Guidebook: Borderline Syndrome. Energies of Defence. 
Manifesta 3, Ljubljana 2000

è‡‚‰ÓÎ˛· à‚‡ÌÓ‚,
í‡ÌÒÙÓÏ‡ˆËflÚ‡ ‚ËÌ‡„Ë ÓÚÌÂÏ‡
‚ÂÏÂ Ë ÂÌÂ„Ëfl, 1997-1998,
ËÌÒÚ‡Î‡ˆËfl

ç‡ ÒÎÂ‰‚‡˘ËÚÂ ÒÚ‡ÌËˆË ÔÓÂÍÚ 
Ë ËÌÒÚ‡Î‡ˆËflÚ‡ ‚ ËÁÎÓÊ·‡Ú‡ 
Bulgariaavantgarde, å˛ÌıÂÌ, 1998

Pravdoliub Ivanov, Transformation
Always Takes Time and Energy,
1997-1998, installation

On the next pages project and 
installation view in
Bulgariaavantgarde, Munich, 1998
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Transformation Always Takes Time and Energy, 1997-1998, installation

The installation Transformation Always Takes Time and Energy touches on the problem of the
absurdity of contemporary existence. The post-modernist subject is placed in the realm of appar-
ent truth, simulation and virtuality; here the capacity for awareness of reality is brought into ques-
tion, and the “essence” is abolished or forgotten. The artist takes account of this situation and
suggests it in his art, but prefers to consider it from a distance. He seems to be telling us that he
has no intention of solving these intricate problems, because life is a game whose essence we
shall never completely fathom. His installation offers to the viewer approx. 30 receptacles –
teapots and pots placed on cookers in which water is boiling lazily, wasting time and energy. The
artist borrowed all of the exhibited pots and pans from his relatives and friends.
“The difference between change and transformation is that change does not exist. It is only trans-
formation which is overburdened and overexposed by our expectations, dreams and every day
obligations.” With this ambiguous statement Ivanov points to the absurdity of some of the funda-
mental achievements of Western civilization, such as scientific advances or the manner of estab-
lishing social relations. Its abstract rhetoric could just as easily refer to both of these areas of
human endeavour. Coincidence, the apparent and the absurd appear in this context as the fun-
damental referential points of contact of the conceptual background of Ivanov’s installation. The
second level of the exhibited work, which is of particular importance of the artist, concerns the
problem of “ownership” of readymade objects. As he puts it, at issue here is the return of the right
of ownership of readymade objects to themselves. Artists owe it to them. After all, these so-called
“pre-prepared” objects have been robbed of their context for almost a century. They are in fact
used for purposes, which are far from identical to those for which they have been created.         

Guidebook: Borderline Syndrome. Energies of Defence. Manifesta 3, Ljubljana 2000
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ / Luchezar Boyadjiev
å‡ÌËÙÂÒÚ‡ 4 î‡ÌÍÙÛÚ 2002
äÛ‡ÚÓË ü‡ ÅÛ·ÌÓ‚‡, çÛËfl ÖÌ„ËÚ‡ å‡ÈÓ, ëÚÂÙ‡ÌË åÛ‡‰ÓÌ í‡Ï·ÎÂ
Manifesta 4 Frankfurt 2002
Curators Iara Boubnova, Nuria Enguita Mayo, Stéphanie Moisdon Trembley

é· ˙ ̆ ‡È ÍË Ì‡ ̃ ‡Î ÌÓ ÚÓ ÔÂ‰ ÎÓ ÊÂ ÌËÂ ◊‰‡ ·˙‰Â Ìfl Í˙ -
‰Â“ ËÁ î‡Ì Í ÙÛÚ ËÎË ËÁ ËÁ ÎÓÊ ·‡ Ú‡, ÒÂ Ë fl Ú‡ ÓÚ „Ó ‚Ó -
Ë Ì‡ ã˙ ̃ Â Á‡ ÅÓ fl ‰ÊË Â‚ Á‡ ÔÓ˜ Ì‡ Ò ÔÂ Ï‡ı ‚‡ ÌÂ ÚÓ
ËÎË Ò ‡Á „ ÎÓ ·fl ‚‡ ÌÂ ÚÓ Ì‡ ˜‡Ò ÚË ÓÚ ÔË ÎÂ Ê‡ ̆ Ëfl ÍÓÌ -
ÚÂÍ ÒÚ. ã˙ ̃ Â Á‡ ÒÂ ËÌ ÚÂ Â ÒÛ ‚‡ ÓÚ ÒËÒ ÚÂ ÏË, ÓÚ ‚˙Ú Â¯ -
ÌË ÔÓ ÚË ‚Ó Â ̃ Ëfl Ë ÍÓÌ Ù ÎËÍ ÚË – Ò Â‰Ì‡ ‰ÛÏ‡, ËÌ ÚÂ Â -
ÒÛ ‚‡ ÒÂ ÓÚ ‰Û „Ë ÚÂ ıÓ‡. ÅÂÁ ÙËÍ ÒË ‡ ÌË ÏflÒ ÚÓ Ë ÒÚ‡ -
ÚÛÒ, ÔÂÍ ‡˜ ‚‡È ÍË ÓÚ ‚˙‰ ÏÓ ‰Ë ÚÂ Ì‡ Ô‡‚ ‰Ó ÔÓ ‰Ó· ÌÓÒÚ
Ë ÔËÁ Ì‡ ÌËÂ ÔÓ ÓÚ ÌÓ ̄ Â ÌËÂ Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ Ú‡ ÒË
Ô‡Í ÚË Í‡, ÚÓÈ ÔÓÒ ÚÓ ÒÂ ÔÓ fl ‚fl ‚‡ – ‰ÓÒ Ú‡‚ ̃ ËÍ Ì‡ ÛÒ -
ÎÛ „Ë. íÓÈ ÁÌ‡Â, ˜Â ÔÓ ‰Ó· Ì‡ ‚˙Á Ô Ë ÂÏ ̃ Ë ‚ÓÒÚ ËÏ‡ Ò‚ÓË
ˆÂÌ‡ Ë ÔË ÌÛ ‰‡, Ë ˜Â ÌÂ „Ó ‚Ë ÚÂ ÛÒ ÎÛ „Ë Ò‡ ÓÒ ÌÓ ‚‡ ÌË
‚˙ ıÛ ÔÂ ‚ÂÁ ÌÓÒÚ Ú‡ Ì‡ ÓÚ ÌÓ ̄ Â ÌË Â ÚÓ ÏÂÊ ‰Û Ú˙ ÒÂ ÌÂ
Ë ÔÂ‰ Î‡ „‡ ÌÂ. çÂ „Ó ‚ËflÚ ÔÓ ÂÍÚ Á‡ å‡ ÌË ÙÂÒ Ú‡ 
“I Want You for M4” ÒÂ Ò˙Ò ÚÓË ‚ ÔÂ‰Î‡„‡Ì‡Ú‡ ‚˙Á -
ÏÓÊ ÌÓÒÚ ÒÂ ̆ Û Á‡Ô Î‡ ̆ ‡ ÌÂ ‰‡ ÚË ÒÂ Ì‡Ô ‡ ‚Ë ÔÓ Ú -
ÂÚ. ëÏËÒ˙Î˙Ú ÏÛ ÒÂ ·‡ÁË‡ Ì‡ ÎËÔ Ò‡ Ú‡ Ì‡ Ó· ‡ ÁËÚÂ
Ì‡ ÓÌÂ ÁË ‡ÌÓ ÌËÏ ÌË ıÓ‡, ÍÓ Ë ÚÓ Ò‡ ËÒ ÚËÌ Ò ÍË ÚÂ ‰ÂÈÒ Ú -
‚‡ ̆ Ë ÎËˆ‡ ‚ Â‰ËÌ „‡‰. í‡ÁË ‡Í ̂ Ëfl ËÏ‡ ÌÂ˘Ó Ó·˘Ó Ò
ÙÓ ÚÓ „Â ÌË˜ ÌÓÒÚ Ú‡, ÙËÍ ̂ Ë fl Ú‡ Ë ÊÂ Î‡ ÌË Â ÚÓ, ÌÓ Ò˙˘Ó Ë Ò
Ó· ˙ ̆ ‡ ÌÂ ÚÓ Ì‡ ËÍÓ ÌÓ ÏË ̃ ÂÒ ÍË ÚÂ ÔÓ ̂ Â ÒË Ë ÓÒÓ ·Â ÌÓÒ -
ÚË ÚÂ Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ Í‡ÚÓ ÔË Ì‡ ‰Â Ì‡ ÒÚÓÈ ÌÓÒÚ.

ëÚÂ Ù‡ ÌË åÛ ‡ ‰ÓÌ í‡Ï · ÎÂ
Short Guide – English. Manifesta 4, Frankfurt 2002

Reversing the initial proposition to “be somewhere” in Frankfurt, or in the
exhibition, Luchezar Boyadjiev’s series of responses began by taking
away or dismantling bits of the set context – in other words, by finding him-
self a place by default or by subtraction. To say that his background (art
historian, curator and artist) is neither very specific nor very ordinary mere-
ly gives an idea of the open and divergent nature of his interventions.
Luchezar is interested in systems, in internal contradictions and productive
conflicts – in a word, he is interested in other people. Without a fixed place
or status, going beyond the modes of credibility and recognition affecting
his artistic practice, he simply makes himself available, a provider of serv-
ices. He knows that this receptiveness comes with a price and constraints,
and that his services are based on a perversion of the relation between
supply and demand.
For Manifesta, his project “I want you for M4” consists in offering the pos-
sibility of having a portrait done in exchange for payment. Its subject is the
lack of images of the anonymous people who are the city’s real actors.
This action has to do with photogenics, fiction and desire, but also with an
inversion of the economic processes and features of art as added value.

Stéphanie Moisdon Trembley
Short Guide – English. Manifesta 4, Frankfurt 2002 



71



72

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚
ÄÁ ÚÂ ËÒÍ‡Ï Á‡ å4, 2002, ‚Ë‰ÂÓËÌÒÚ‡Î‡ˆËfl, DVD, PAL, Á‚ÛÍ, 81 ÏËÌ.
é·fl‚Ë, ËÌÒÚ‡Î‡ˆËfl Ë Í‡‰Ë. å‡ÌËÙÂÒÚ‡ 4, î‡ÌÍÂÌ˘‡ÈÌÂ ïÓÙ, î‡ÌÍÙÛÚ, 2002

Luchezar Boyadjiev
I want You for M4, 2002, video installation, DVD, PAL, sound, 81 min.
Anouncements, installation view and stills. Manifesta 4, Frankensteiner Hof, Frankfurt, 2002
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ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚ / Kalin Serapionov
å‡ÌËÙÂÒÚ‡ 4 î‡ÌÍÙÛÚ 2002
äÛ‡ÚÓË ü‡ ÅÛ·ÌÓ‚‡, çÛËfl ÖÌ„ËÚ‡ å‡ÈÓ, ëÚÂÙ‡ÌË åÛ‡‰ÓÌ í‡Ï·ÎÂ
Manifesta 4 Frankfurt 2002
Curators Iara Boubnova, Nuria Enguita Mayo, Stéphanie Moisdon Trembley

In his works, Kalin Serapionov explores the possibility of finding a place as an artist, a citi-
zen and a subject, public and private, amidst a disperse and globalized contemporaneity.
His oeuvre records in a subtle and critical way, via metaphors on communication, movement
and dwelling, spaces of rupture and possible displacement within social and cultural con-
ventionalisms at a point in time defined by acceleration and energy flows, yet also by the sur-
veillance of all citizen action. In his work UNRENDERED, as the artist explains, “…the transi-
tory and uncontrolled situation of overcrowded, open public spaces is captured and translo-
cated into the closed system of a laboratory-like setting, where the unrendered, documen-
tary material becomes an object of controlled observation”.  

Nuria Enguita Mayo
Short Guide-English. Manifesta 4, Frankfurt 2002

Ç ‡·ÓÚ‡Ú‡ ÒË ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚ ËÁÒÎÂ‰‚‡ ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ Ì‡ÏÂË¯ ÏflÒÚÓÚÓ ÒË
Í‡ÚÓ ıÛ‰ÓÊÌËÍ, „‡Ê‰‡ÌËÌ Ë ÒÛ·ÂÍÚ, ÔÛ·ÎË˜ÂÌ Ë ˜‡ÒÚÂÌ ÒÂ‰ ‡ÁÔ˙ÒÌ‡Ú‡Ú‡ Ë
„ÎÓ·‡ÎËÁË‡Ì‡ Ò˙‚ÂÏÂÌÌÓÒÚ. çÂ„Ó‚ËÚÂ Ú‚Ó·Ë Á‡ÔÂ˜‡Ú‚‡Ú ÌÂÛÎÓ‚ËÏÓ Ë ÍËÚË˜ÌÓ
˜ÂÁ ÏÂÚ‡ÙÓË Ì‡ ÍÓÏÛÌËÍ‡ˆËflÚ‡ ‰‚ËÊÂÌËfl Ë ÊËÎË˘‡, ÔÓÒÚ‡ÌÒÚ‚‡ Ì‡ ÔÂ˜ÛÔ‚‡ÌÂ
Ë ‚˙ÁÏÓÊÌÓ ÔÂÏÂÒÚ‚‡ÌÂ ÒÂ‰ ÒÓˆË‡ÎÌ‡Ú‡ Ë ÍÛÎÚÛÌ‡ ÍÓÌ‚ÂÌˆËÓÌ‡ÎÌÓÒÚ ‚˙‚
‚ÂÏÂ‚‡ ÚÓ˜Í‡, ÓÔÂ‰ÂÎÂÌ‡ ÓÚ ÛÒÍÓÂÌËÂÚÓ Ë ÂÌÂ„ÂÚË˜ÌËfl ÔÓÚÓÍ, Ò˙˘Ó Ë ÓÚ
ÔÓÒÎÂ‰fl‚‡ÌÂÚÓ Ì‡ ‚ÒflÍÓ „‡Ê‰‡ÌÒÚ‚ÂÌÓ ‰ÂÈÒÚ‚ËÂ. Ç ‡·ÓÚ‡Ú‡ ÏÛ UNRENDERED,
Í‡ÍÚÓ Ó·flÒÌfl‚‡ ıÛ‰ÓÊÌËÍ˙Ú, ◊ÔÂıÓ‰Ì‡Ú‡ Ë ·ÂÁÍÓÌÚÓÎÌ‡ ÒËÚÛ‡ˆËfl Ì‡
ÔÂÌ‡ÒÂÎÂÌÓÚÓ, ÓÚ‚ÓÂÌÓ ÔÛ·ÎË˜ÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó Â ı‚‡Ì‡Ú‡ Ë ÔÂı‚˙ÎÂÌ‡ ‚
Á‡Ú‚ÓÂÌ‡ Î‡·Ó‡ÚÓÌ‡ ÒËÒÚÂÏ‡ Í‡ÚÓ ÔÓÒÚ‡ÌÓ‚Í‡, ‚ ÍÓflÚÓ ÒÛÓ‚ËflÚ ‰ÓÍÛÏÂÌÚ‡ÎÂÌ
Ï‡ÚÂË‡Î ÒÂ ÔÂ‚˙˘‡ ‚ Ó·ÂÍÚ Ì‡ ÍÓÌÚÓÎË‡ÌÓ Ì‡·Î˛‰ÂÌËÂ“.

çÛËfl ÖÌ„ËÚ‡ å‡ÈÓ 
Short Guide-English. Manifesta 4, Frankfurt 2002

ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚, Unrendered, 2001, ‚Ë‰ÂÓËÌÒÚ‡Î‡ˆËfl, DVD, 18.16 ÏËÌ. 
ä‡‰Ë ÓÚ ‚Ë‰ÂÓÚÓ Ë ËÌÒÚ‡Î‡ˆËflÚ‡. å‡ÌËÙÂÒÚ‡ 4, î‡ÌÍÙÛÚÂ äÛÌÒÚÙÂ‡ÈÌ, 2002 
(Ò˙Ò Ò˙„Î‡ÒËÂÚÓ Ì‡ Collegium Helveticum, ñ˛Ëı)

Kalin Serapionov, Unrendered, 2001, video installation, DVD, 18.16 min. 
Video stills and installation view. Manifesta 4, Frankfurter Kunstverein, 2002 
(Courtesy Collegium Helveticum, Zurich)



Ä‚ÚÓ˙Ú ËÁ‡Á‚‡ ·Î‡„Ó‰‡ÌÓÒÚ Ì‡ ‚ÒË˜ÍË, ÍÓËÚÓ ÌÂ‚ÓÎÌÓ Ò‡ ·ËÎË Á‡ÒÌÂÚË ‚ ÔÓˆÂÒ‡ Ì‡ Â‡ÎËÁ‡ˆË Ì‡ ÔÓÂÍÚ‡ 

The author expresses gratitude to all those who have been filmed inadvertently in the process of realization of this project
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à‚‡Ì åÛ‰Ó‚ / Ivan Moudov
å‡ÌËÙÂÒÚ‡ 4 î‡ÌÍÙÛÚ 2002
äÛ‡ÚÓË ü‡ ÅÛ·ÌÓ‚‡, çÛËfl ÖÌ„ËÚ‡ å‡ÈÓ, ëÚÂÙ‡ÌË åÛ‡‰ÓÌ í‡Ï·ÎÂ
Manifesta 4 Frankfurt 2002
Curators Iara Boubnova, Nuria Enguita Mayo, Stéphanie Moisdon Trembley

à‚‡Ì åÛ‰Ó‚, Traffic Control, 2001. 6 ÏËÌ. Í‡‰Ë ÓÚ ‚Ë‰ÂÓ
Ivan Moudov, Traffic Control, 2001. 6 min., video stills

Traffic Control Performance
12.10.2001, 5-5.20 pm, 
Intersection of Grieskai and Belgiergasse,
Graz, Austria

The artist is regulating the traffic dressed in
the authentic uniform of a Bulgarian traffic
policeman. The traffic lights at the intersection
are functioning. The performance lasts 20
minutes until the arrival of the real Austrian
traffic police. The action is illegal, there is no
permission from the city authorities.

è˙ÙÓÏ‡ÌÒ Traffic Control,
12.10.2001, 17.00-17.20 ˜‡Ò‡,
ä˙ÒÚÓ‚Ë˘Â ◊ÉËÁÍÂ“ Ë
◊ÅÂÎ„ËÂ„‡ÒÂ“, É‡ˆ, Ä‚ÒÚËfl

ïÛ‰ÓÊÌËÍ˙Ú Â„ÛÎË‡ ÛÎË˜ÌÓÚÓ
‰‚ËÊÂÌËÂ, Ó·ÎÂ˜ÂÌ ‚ ‡‚ÚÂÌÚË˜Ì‡
ÛÌËÙÓÏ‡ Ì‡ ·˙Î„‡ÒÍË ÔÓÎËˆ‡È.
ë‚ÂÚÓÙ‡ËÚÂ Ì‡ Í˙ÒÚÓ‚Ë˘ÂÚÓ
‡·ÓÚflÚ. è˙ÙÓÏ‡ÌÒ˙Ú
ÔÓ‰˙ÎÊ‡‚‡ 20 ÏËÌÛÚË ‰Ó
ÔËÒÚË„‡ÌÂÚÓ Ì‡ ‡‚ÒÚËÈÒÍ‡Ú‡
Ô˙ÚÌ‡ ÔÓÎËˆËfl. ÄÍˆËflÚ‡ Â
ÔÓ‚Â‰ÂÌ‡ ·ÂÁ ‡ÁÂ¯ÂÌËÂ Ì‡
„‡‰ÒÍ‡Ú‡ ÛÔ‡‚‡.
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ÇË‰ÂÓ-ÔÂÈÁ‡Ê (‚ Îfl‚Ó à‚‡Ì åÛ‰Ó‚ Traffic Control). å‡ÌËÙÂÒÚ‡ 4, àÌÒÚËÚÛÚ Á‡ ËÁÍÛÒÚ‚‡
ôÂ‰ÂÎ, î‡ÌÍÙÛÚ, 2002
Video Landscape (left Ivan Moudov Traffic Control). Manifesta 4, Städelsches Kunstinstitut,
Frankfurt, 2002



Ç˙ÔÓÒË, ÓÚ„Ó‚ÓË, 
·ÂÎÂÊÍË Ë ÍÓÏÂÌÚ‡Ë

Questions, Answers, 
Notes and Comments
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Çöè êé ëà à Ñé èöã çÖ çàü
ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚

á‡Ò ÎÛ Ê‡ ‚‡ ‰‡ ÒÂ Í‡ Ê‡Ú ‰‚Â ‰ÛÏË Á‡ ÚÓ‚‡ Í‡Í ‚˙Á ÌËÍ -
Ì‡ ı‡ ‰ÓÎ ÌË ÚÂ ÔË Ú‡ ÌËfl. ë ü‡ ÅÛ· ÌÓ ‚‡, ÍÛ ‡ ÚÓ Ì‡
å‡ ÌË ÙÂÒ Ú‡ 4, ÔÓ ‚Â ‰Óı ÏÂ ‡Á „Ó ‚Ó, ÍÓÈ ÚÓ ·Â¯Â ÔÛ· -
ÎË ÍÛ ‚‡Ì ‚ Í‡ Ú‡ ÎÓ „‡ Ì‡ ËÁ ÎÓÊ ·‡ Ú‡. ê‡Á „Ó ‚Ó ˙Ú ÌÂ
·Â¯Â ÓÚ ÎÂÒ ÌË ÚÂ – ÌÂ Ú˙„ ‚‡ ̄ Â ÓÚ Ó˜Â ‚Ë‰ ÌË ‡Á ·Ë ‡ -
ÚÂÎ Ò Ú ‚‡ Ë ÌÂ Á‡ ‚˙ ̄ Ë Ò ˘‡Ò Ú ÎË ‚‡ ı‡ ÏÓ ÌËfl. ü‡ ÏÂ
Ó· ‚Ë ÌË Ò ÓÒ ÌÓ ‚‡ ÌËÂ ‚ ÌÂ ‚Â ÊÂÒ Ú ‚Ó ÔÓ ÓÚ ÌÓ ̄ Â ÌËÂ Ì‡
Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁÓ· ‡ ÁË ÚÂÎ ÌÓ ËÁ ÍÛÒ Ú ‚Ó. ÄÁ Ô˙Í ÒÂ
ÓÔË Ú‡ı ‰‡ ËÁ ‚ ÎÂ Í‡ ËÁ „Ó ‰Ë ÓÚ ÌÂ ‚Â ÊÂÒ Ú ‚Ó ÚÓ. í˙È Í‡ÚÓ
‡Á „Ó ‚Ó ˙Ú Á‡ ÏÂÌ ·Â¯Â ÔÓ ‚Ó Í‡ ÚË ‚ÂÌ Ë ÌÂ Á‡ ‚˙ -
¯ÂÌ, ÔÓ ‰˙Î ÊËı ‰‡ ÒË ÏËÒ Îfl Á‡ ÌÂ„Ó Ë ÒÎÂ‰ ÚÓ‚‡. èÓ
ÏÓÎ ·‡ Ì‡ Ò˙Ò Ú‡ ‚Ë ÚÂ Îfl Ì‡ ÚÓ‚‡ ËÁ ‰‡ ÌËÂ äË ËÎ è‡¯ -
ÍÓ‚ Ì‡ ÔË Ò‡ı Ìfl ÍÓË ‰Ó Ô˙Î ÌÂ ÌËfl Í˙Ï Ì‡ ̃ ‡Î ÌË ÚÂ, ÔÓ-
ÍÓÌ Í ÂÚ ÌË ‚˙Ô Ó ÒË, Í‡ÚÓ ‚Â˜Â „Ë ÓÚ Ô ‡ ‚Ëı Í˙Ï ÔÓ „Ó -
Îfl Ï‡ „Û Ô‡ – ·˙Î „‡ Ò ÍË ıÛ ‰ÓÊ ÌË ̂ Ë, Û˜‡Ò Ú ÌË ̂ Ë ‚˙‚ ‚ÒË˜ ÍË å‡ ÌË -
ÙÂÒ ÚË. Ñ‡ÌÓ ÏÓ Ë ÚÂ ÔË fl ÚÂ ÎË ÌÂ „Ë ÔË Â Ï‡Ú Í‡ÚÓ Ìfl Í‡Í ‚‡ ÌÂÒ Ô ‡ -
‚Â‰ ÎË ‚ÓÒÚ ËÎË – ÌÂ ‰‡È ÒË ·ÓÊÂ – Í‡ÚÓ Ó·Ë ‰‡. ÄÍÓ ‚˙‚ ‚˙Ô Ó ÒË ÚÂ
ÏË ÔÓ ÁË ‡ ÌÂ ‰Ó ‚Â ËÂ Í˙Ï Ìfl ÍÓË ÌÂ˘‡, ÍÓ Ë ÚÓ ÚÂ ÒÏfl Ú‡Ú Á‡ Ó˜Â -
‚Ë‰ ÌË, ˘Â ÒÂ ‡‰ ‚‡Ï, ÌÂ ‰Ó ‚Â Ë Â ÚÓ ÏË ‰‡ ÒÂ ÓÍ‡ ÊÂ ·ÂÁ ÓÒ ÌÓ ‚‡ -
ÌËÂ. è˙Í Ë Ò˙Ï „Ó ÚÓ‚ ‰‡ ÒÂ Û˜‡  (‰Ó· ‡ Ú‡ ÌÓ ‚Ë Ì‡ Â, ˜Â Á‡ Â‰ ÌÓ
‚˙Á Ì‡ ÏÂ fl ‚‡ ÏÂ ‰‡ Á‡ ÔÓ˜ ÌÂÏ Â‰Ì‡ ◊Ó· ‡ ÁÓ ‚‡ ÚÂÎ Ì‡“ ÙÓ Ï‡, Ì‡ Â -
˜Â Ì‡ ◊ÇË ÁÛ ‡ ÎÂÌ ÒÂ ÏË Ì‡“).  

è˙ ‚Ó Ì‡ ̃ ‡Î ÌË ‚˙Ô Ó ÒË 
(ÓÚ Í‡ Ú‡ ÎÓ „‡ Ì‡ å‡ ÌË ÙÂÒ Ú‡ 4, 2002)

åËÒ ÎË¯ ÎË, ˜Â åÂÊ ‰Û Ì‡ Ó‰ ÌËflÚ ·Ó‰ Ì‡ å‡ ÌË ÙÂÒ Ú‡ Â
Ì‡Ô ‡ ‚ËÎ ÎÓ „Ë ̃ ÂÌ ËÁ ·Ó Ì‡ „‡ ‰‡ î‡Ì Í ÙÛÚ Ì‡ å‡ÈÌ Í‡ÚÓ ‰Ó Ï‡ -
ÍËÌ Ì‡ ˜ÂÚ ‚˙ ÚÓ ÚÓ π ËÁ ‰‡ ÌËÂ? åÌÓ „Ó „Â Ï‡Ì ̂ Ë Ì‡ Ë ̃ ‡Ú ÚÓÁË „‡‰
◊Å‡Ì Í ÙÛÚ“. íÓÈ ÌflÏ‡ ËÏË ‰Ê Ì‡ ‡ ÚËÒ ÚË ̃ ÂÌ „‡‰ Í‡ÚÓ ä¸ÓÎÌ Ì‡Ô -
Ë ÏÂ, ÌËÚÓ ÒÂ ‡ÒÓ ̂ Ë Ë ‡ Ò „Ó ÎÂ ÏË ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË ËÁ ÎÓÊ ·Ë, Í‡Í ÚÓ
ä‡ ÒÂÎ ÒÂ ‡ÒÓ ̂ Ë Ë ‡ Ò ÑÓ ÍÛ ÏÂÌ Ú‡. éÚ ‰Û „‡ ÒÚ‡ Ì‡, ÌÂ ÏËÒ ÎË¯ ÎË,
˜Â ÍÏÂÚ Ò Ú ‚Ó ÚÓ Ì‡ î‡Ì Í ÙÛÚ ÔÓ Â Ï‡ ËÒÍ Ò ÚÂ· Ë Ú‚Ó Ë ÚÂ ÍÓ ÎÂ „Ë
Í‡ÚÓ ÔÂ‰ Ò Ú‡ ‚Ë ÚÂ ÎË Ì‡ Ò˙‚ Â ÏÂÌ Ì‡ Ú‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÒˆÂ Ì‡? ç‡Í -
‡Ú ÍÓ, ÒÏfl Ú‡¯ ÎË, ˜Â î‡Ì Í ÙÛÚ Ë å‡ ÌË ÙÂÒ Ú‡ Ò‡ Ò˙ Â ‰Ë ÌË ÏË?

åÓ ÊÂ¯ ÎË ‰‡ ÒË ÔÂ‰ Ò Ú‡ ‚Ë¯ å‡ ÌË ÙÂÒ Ú‡, ÔË Â Ï‡ Ì‡ ÓÚ
„‡‰ ‚ ÔÂ ıÓ‰ ÌÓ Ò˙Ò ÚÓ fl ÌËÂ, ‚ ı‡ÓÒ, ‚ ÒÓ ̂ Ë ‡Î Ì‡ Ì‡Ô Â„ Ì‡ ÚÓÒÚ Ë
ÚÂ ‚Ó „‡, ÓÚ ÚËÔ‡, ÍÓÈ ÚÓ ˜ÂÒ ÚÓ ÒÂ ÒÂ ̆ ‡ ‚ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡, Ì‡Ô Ë -
ÏÂ ‚ ëÓ ÙËfl?

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ –
1./ÒÚ. 94

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ –
2./ÒÚ. 94

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ –
3./ÒÚ. 94

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ –
4./ÒÚ. 96

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ –
5./ÒÚ. 96

à‚‡Ì åÛ‰Ó‚ –
1./ÒÚ. 112

à‚‡Ì åÛ‰Ó‚ –
3./ÒÚ. 112



83

QUESTIONS AND FOLLOW-UPS 
Alexander Kiossev 

It is worth mentioning how these questions originated. Iara
Boubnova, curator of Manifesta 4 in Frankfurt (2002), and me had a
conversation, which was published in the catalogue of the exhibition.
The conversation was not an easy one. It did not start from evident
mutual understanding nor did it end with a happy harmony. Iara
accused me, rightly so, of ignorance concerning contemporary visual
arts whereas I tried to benefit from my ignorance. I went on thinking
about our talk afterwards because for me the conversation was both
provocative and unfinished. Then after a request from Kiril Prashkov,
the editor of this publication, I wrote some follow-up additions to the
initial, rather concrete, questions. These I put to a larger group of
artists, all the Bulgarian participants in all of the Manifesta events. 
I hope my friends, the artists, will not take these questions as some
kind of injustice or, God forbid, an offence. If in my questions there is
a degree of suspicion about certain things they consider self-evident,
well then I would be glad should my suspicions turn out to be
groundless. Besides, I am willing to learn (the good news is that
together we intend to start a new educational forum titled “Visual
Seminar”). 

Initial questions
(from the Manifesta 4, 2002, catalogue)

Do you think that the International Board of Manifesta made
a logical choice of Frankfurt/Main to be the host city for its fourth
occurrence? Many Germans call this city “Bank-furt”. The city does
not have the artistic image of Cologne for instance, nor is it associat-
ed with big art shows like Kassel is identified with Documenta. On
the other hand, don't you think that the Municipality of Frankfurt is
taking a risk with you and your colleagues as part of the contempo-
rary art scene? In short, do you think that Frankfurt and Manifesta
can and will fit together?

Can you imagine Manifesta being hosted by a city in a state
of transformation, chaos, social unrest and frustration of the kind that
can often be observed in Eastern Europe, for instance in Sofia?

Luchezar Boyadjiev –
1./page 95

Luchezar Boyadjiev –
2./page 95

Ivan Moudov –
1./page 113

Ivan Moudov –
3./page 113

Luchezar Boyadjiev –
3./page 95

Luchezar Boyadjiev –
4./page 95

Luchezar Boyadjiev –
5./page 97
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çÂ Á‡ ‚Ë ÒË ÏÓ ÓÚ ÚÓ‚‡ ÍÓÎ ÍÓ Â‰Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÔÓ fl ‚‡ Â
ËÌ ÚÂ„ Ë ‡ Ì‡ ‚ ‰‡ ‰Â ÌÓ Â ‡Î ÌÓ Ó· Í ˙ ÊÂ ÌËÂ, Úfl „Ó Ì‡‰ Ò Í‡ ̃ ‡ Ë ÓÚË -
‚‡ ÔÓ-‰‡ ÎÂ˜. ífl ÔÂ‰ Î‡ „‡ ‡Á ÎË˜ Ì‡ Ë Ú‡Ì Ò ̂ ÂÌ ‰ÂÌ Ú Ì‡ ‚Ë ÁËfl, ÔÓ -
ÂÍ ÚË ‡ ̆ ‡ „Ó ‚˙ ıÛ Ìfl Í‡Í ‚Ë ÌÓ‚Ë ıÓ Ë ÁÓÌ ÚË. ä‡Í ‚‡ Â Ú‡ÁË ‚Ë ÁËfl ‚
ÒÎÛ ̃ ‡fl Ò å‡ ÌË ÙÂÒ Ú‡ 4? àÏ‡ ÚÂ ÎË Ú‡ Í‡ ‚‡? ä‡Í ‚Ó ÒÂ ÓÔËÚ ‚‡ ÚÂ ‰‡
ËÁ Î˙ ̃ Ë ÚÂ Í‡Í ÚÓ Í˙Ï „‡ ‰‡, Ú‡Í‡ Ë Í˙Ï ÔÓ ÒÂ ÚË ÚÂ ÎË ÚÂ? ê‡Á ·Ë ‡¯,
˜Â ‚˙Ô Ó Ò˙Ú ËÏ‡ Ë ÔÓ-‰˙Î ·Ó ÍÓ ÁÌ‡ ̃ Â ÌËÂ. ë˜Ë Ú‡¯ ÎË, ˜Â ËÁ ÍÛÒ Ú ‚Ó -
ÚÓ ‰ÌÂÒ ËÏ‡ Ú‡ÁË ÙÛÌ Í ̂ Ëfl ‰‡ Ò˙Á ‰‡ ‚‡ ÁÌ‡ ̃ Ë ÏË ıÓ Ë ÁÓÌ ÚË, ‰‡
ÔÓ ËÁ ‚ÂÊ ‰‡ ‚Ë ÁËË Ò˙Ò ÒÓ ̂ Ë ‡Î Ì‡ ‚‡ ÎË‰ ÌÓÒÚ, Ì‡‰ ı ‚˙ Îfl ̆ ‡ „‡ ÌË -
ˆË ÚÂ Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌËfl Ò‚flÚ?

óÛ‰fl ÒÂ ‰‡ÎË Ú‡ ‰Ë ̂ Ë ÓÌ Ì‡ Ú‡ ÙÛÌ Í ̂ Ëfl Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‰‡
Ó „‡ ÌË ÁË ‡ ÂÍ Ò Ú‡ ÚË˜ ÌË ÚÂ ÂÌÂ „ËË Ì‡ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ Ë Ì‡ ËÌ ‰Ë ‚Ë ‰‡ ÌÂ
e ÔÓ Â Úa ‰ÌÂÒ ÓÚ ÓÌÓ ‚‡, ÍÓ Â ÚÓ Ä‰Ó ÌÓ, ÅÂ Ìfl ÏËÌ, ã¸Ó ‚ÂÌ Ú‡Î Ë ‰Û „Ë
ÚÓÎ ÍÓ ‚‡ Ò‡ ÔÂ ÁË ‡ ÎË – Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Ë ÍÛÎ ÚÛ Ì‡ Ú‡ ËÌ ‰ÛÒ Ú Ëfl.
íÂı ÌÓ-Ô‡ ÚË Ú‡ Ú‡ Ë ‡Ô-ÍÓÌ ̂ Â ÚË ÚÂ ÒÂ„‡ ËÁ Ô˙Î Ìfl ‚‡Ú Ó„ ÓÏ ÌË ÍÓÏ -
ÔÂÌ Ò‡ ÚÓ ÌË ÙÛÌ Í ̂ ËË. íÂ ÔÓ ËÁ ‚ÂÊ ‰‡Ú ÒÔÓ ‰Â ÎÂ ÌË Ë ËÁ Í Î˛ ̃ Ë ÚÂÎ ÌÓ
ËÌ ÚÂÌ ÁË‚ ÌË ÂÏÓ ̂ Ë Ó Ì‡Î ÌË Ò˙Ò ÚÓ fl ÌËfl. ë˙Á ‰‡ ‚‡Ú ÔÂ‰ Ò Ú‡ ‚‡ Ú‡ Á‡ ÍÓ -
ÎÂÍ ÚË ‚ÂÌ Ë ËÌ ‰Ë ‚Ë ‰Û ‡ ÎÂÌ ÂÍ Ò Ú‡Á Ë/ËÎË Í‡ Ú‡ ÁËÒ. íÂÁË ÂÏÓ ̂ Ë Ó Ì‡Î -
ÌË Ò˙Ò ÚÓ fl ÌËfl ÏÓ „‡Ú ‰‡ ÒÂ ÔÂ ‚˙ Ì‡Ú ‚ Ì‡ ̃ ËÌ Ì‡ ÊË ‚ÓÚ. Ç Ú‡ÁË
‚˙Á Í‡, Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ ËÏ‡ ÎÂÒ ÌÓ Ë‰ÂÌ ÚË ÙË ̂ Ë ‡ ̆ Ë ÒÂ Ë ‚Ë ‰Ë -
ÏË ÒÓ ̂ Ë ‡Î ÌË ÙÛÌ Í ̂ ËË. åËÒ Îfl, ˜Â Ò˙ ̆ Ó ÚÓ ÚÛ‰ ÌÓ ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ
Á‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, ÍÓ Â ÚÓ ˜ÂÒ ÚÓ ÒÂ ÔË ‚ËÊ ‰‡ Í‡ÚÓ ÂÎË Ú‡ -
ÌÓ. èÛ· ÎË Í‡ Ú‡ ‡Á ·Ë ‡ ÎË „Ó, ÌÂ ÒÂ ÎË Á‡Ú ‚‡ fl ÚÓ ‚ ÔÂ Í‡ ÎÂ ÌÓ ÂÁÓ -
ÚÂ Ë˜ ÌÓ ÂÍ Ò ÔÂ Ë ÏÂÌ ÚË ‡ ÌÂ, ‰ÓÒ Ú˙Ô ÌÓ Ò‡ÏÓ Á‡ Ï‡Î ̂ Ë Ì‡? ëÚÛ ‚‡
ÏË ÒÂ, ˜Â Ó·ËÍ ÌÓ ‚Â ÌËflÚ ÁË ÚÂÎ (Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË Í‡) ÌÂ ÔË ÚÂ Ê‡ ‚‡
ÌËÚÓ ‚Ë ÁÛ ‡Î ÌËfl, ÌËÚÓ ÍÓÌ ̂ ÂÔ ÚÛ ‡Î ÌËfl ÂÁËÍ, ÌËÚÓ Ô˙Í ËÌ Ò Ú Û ÏÂÌ ÚË ÚÂ
Á‡ ‡Á ·Ë ‡ ÌÂ ÚÓ ÏÛ…

çÂ Â ÎË Ô‡ ‡ ‰ÓÍ Ò‡Î Ì‡ ‚˙Á Í‡ Ú‡ ÏÂÊ ‰Û ‡ ‰Ë Í‡Î ÌËfl ÚÛ ‰ÂÌ
ÓÔËÚ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Ë ÂÙË Í‡Ò Ì‡ Ú‡ ÙË Ì‡Ì ÒÓ ‚‡ Ë Ó „‡ -
ÌË Áa ̂ Ë ÓÌ Ì‡ ÏÂ Ê‡, ÔÂ‚ ˙ ̆ ‡ ̆ ‡ Ï‡ „Ë Ì‡Î ÌËfl ıÛ ‰Ó ÊÂÒ Ú ‚ÂÌ ÂÍ Ò ÔÂ -
Ë ÏÂÌÚ ‚ ËÌ ‰ÛÒ Ú Ëfl? ä‡Í ÒÂ ÒÂ ̆ ‡Ú ÒÔÓ Â‰ ÚÂ· ÔËÌ ̂ Ë ÔË ÚÂ Ì‡ Ï‡ -
ÒÓ ‚Ó ÚÓ Ú˙ ÒÂ ÌÂ, ÚÂı ÌÓ ÎÓ „Ë˜ ÌÓÒÚ Ú‡, ÛÒ ÔÂ ı‡, Ó „‡ ÌË ÁË ‡ ÌÓÒÚ Ú‡
(‚ÒË˜ ÍË ÚÂ ÔËÌ ̂ Ë ÔË Ì‡ Í‡ ÔË Ú‡ ÎËÁ Ï‡ Ë ‰ÂÒ ÌË ̂ ‡ Ú‡) Ò ÔËÌ ̂ Ë ÔË ÚÂ
Ì‡ ‡ ‰Ë Í‡Î ÌÓ ÚÓ Ò˙Ï ÌÂ ÌËÂ, Ï‡ „Ë Ì‡Î ÌÓ ÚÓ ÂÍ Ò ÔÂ Ë ÏÂÌ Ú‡ ÚÓ Ò Ú ‚Ó Ë
Â ‚Ó Î˛ ̂ Ë ÓÌ ÌÓ ÚÓ ÔÓ ÚË ‚Ó ÔÓÒ Ú‡ ‚fl ÌÂ Ì‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ̆ ‡ Ú‡ ÌÓ Ï‡?

é·ÂÁ ÔÓ ÍÓÂÌ Ò˙Ï ÓÚ ÚÓÁË ÚÂı ÌÓ/Â ‚Ó Î˛ ̂ Ë Ó ÌÂÌ, Í‡ ÔË Ú‡ -
ÎËÒ ÚË ̃ ÂÒ ÍË ‡‚‡Ì „‡ ‰ÂÌ ÂÍ ÎÂÍ ÚË Á˙Ï. ífl· ‚‡ ‰‡ ÒÂ Á‡ ÏËÒ ÎËÏ Á‡
ÚÓ‚‡ Ó˘Â ÔÓ-Ì‡Ò ÚÓ fl ÚÂÎ ÌÓ ÒÎÂ‰ 1989, ÍÓ „‡ ÚÓ àÁ ÚÓ˜ Ì‡ Ö‚ Ó Ô‡ ÔÓ -
ËÁ ‚Â ‰Â Ô‡ ‡ ‰ÓÍ Ò‡Î ÌË Â ‚Ó Î˛ ̂ ËË – ÌÂÊ ÌË, ·ÂÁ ‡ ‰Ë Í‡Î ÌÓÒÚ ËÎË
Ì‡ ÒË ÎËÂ, ÓÔË ÚË Á‡ ◊‚˙Á Ò Ú‡ ÌÓ ‚fl ‚‡ ÌÂ Ì‡ ÌÓ Ï‡Î ÌÓÒÚ Ú‡“, ‚Ò˙˘ ÌÓÒÚ
Á‡‚ ˙ ̆ ‡ ÌÂ Í˙Ï ÌÓ Ï‡Î ÌÓÒÚ Ú‡. çfl ÍÓË Ì‡ Ë ̃ ‡Ú ÚÂÁË ÓÔË ÚË ◊ÂÒ -
Ú‡‚ ‡ ̂ Ëfl Ì‡ Í‡ ÔË Ú‡ ÎËÁ Ï‡“. ä‡ Í˙‚ Â ÒÓ ̂ Ë ‡Î ÌË flÚ ÒÚ‡ ÚÛÒ Ì‡ Ò˙‚ Â -
ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó? ä‡Í ÒÂ Ò˙ ÓÚ Ì‡ Òfl ÚÓÈ Ò „ÎÓ ·‡Î Ì‡ Ú‡ ÔÓ ·Â ‰‡ Ì‡
„ÎÓ ·‡Î ÌËfl ÔÓÒÚ-Í‡ ÔË Ú‡ ÎË Á˙Ï?
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No matter how much an art event is integrated within a
given real environment, still it goes beyond and further then that. It
offers a different and transcending vision that projects the environ-
ment onto some new horizons. What is this vision in the case of
Manifesta 4? Do you have this vision? What are you trying to relate to
the city as well as to the visitors? You understand that this question
has a deeper meaning. Do you think that art today has this function
of creating relevant horizons, of producing visions that have social
validity beyond the borders of the art world?

I wonder if the traditional function of art to organize the
ecstatic energies of society and the individual has not been taken
over today by that which Adorno, Benjamin, Loewenthal and others
despised so very much – mass culture and the culture industry?
Techno parties or rap concerts today fulfill gigantic compensatory
functions. They are producing shareable and extraordinarily intensive
emotional states. They are creating the form of the collective or indi-
vidual ecstasy and/or catharsis. These emotional states could
become a way of life. In this respect mass culture has easily identifi-
able and visible social functions. I think that we can hardly say the
same for contemporary art, which is often said to be elitist. Does the
audience understand it, has this art closed itself off into much too
esoteric experimentation that is accessible only to just a few. It
seems to me that the mass audience (general public) possesses nei-
ther the visual nor conceptual language, nor the tools for understand-
ing...

Isn't this relation between the radical, hard experience of
contemporary art and the efficient financial and organizational net-
work that transforms the marginal artistic experimentation into an
industry paradoxical? How do you think the principles of mass
appeal, technology, success, organization (all of them principles of
capitalism and the right) connect with the principles of radical ques-
tioning, marginal experimentation and revolutionary challenging of
the existing norms?

I am upset with this techno/revolutionary, capitalist avant-
garde eclecticism. We have to think about this even more insistently
after 1989 when Eastern Europe produced paradoxical revolutions -
velvet, without either radicalism or violence, attempts at “restoration
of normality”, actually a return to normality. Some call these attempts
“a restoration of capitalism”. What is the social status of contempo-
rary art? How does it fit in with the global victory of global post-capi-
talism?

Luchezar Boyadjiev –
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Ç˙Ô Ó ÒË, ÍÓ Ë ÚÓ ÔÓÒ ÎÂ‰ ‚‡ ı‡

Ñ‡ÎË Ú‡ ‰Ë ̂ Ë ÓÌ ÌË ÚÂ ÙÛÌ Í ̂ ËË Ì‡ ÍÎ‡ ÒË ̃ ÂÒ ÍË ÚÂ ËÁÓ· ‡ ÁË -
ÚÂÎ ÌË Ë ‰Û „Ë ËÁ ÍÛÒ Ú ‚‡, ÏÓ „‡Ú ÏÌÓ „Ó Ó„ Û ·Â ÌÓ ‰‡ ÒÂ Ò‚Â ‰‡Ú ‰Ó
ÚË? è˙ ‚‡ Ú‡ – ‰‡ ÂÔ Â ÁÂÌ ÚË ‡Ú Ë Â‰ ÌÓ‚ Â ÏÂÌ ÌÓ ‰‡ ÔÓ ‚Ó ÍË ‡Ú
ÒËÏ ‚ÓÎ Ì‡ Ú‡ Ë ‚Î‡Ò ÚÓ ‚‡ ÒÚÛÍ ÚÛ ‡ Ì‡ Â‰ÌÓ Ó· ̆ ÂÒ Ú ‚Ó; ‚ÚÓ ‡ Ú‡ –
‰‡ ‚˙Á ÔË Ú‡ ‚‡Ú ÂÒ ÚÂ ÚË ̃ ÂÒ ÍË ËÌ ‰Ë ‚Ë ‰‡ (ÒÔÓ Â‰ ÔÓ„ ‡ Ï‡ Ú‡ Ì‡
îË‰ Ëı òË ÎÂ); ‡ ÚÂ Ú‡ Ú‡ – ‰‡ Ó „‡ ÌË ÁË ‡Ú ÂÏÓ ̂ Ë Ó Ì‡Î ÌË ÚÂ Ë
ÂÍ Ò Ú‡ ÚË ̃ ÂÒ ÍË ÂÌÂ „ËË, Í‡Í ÚÓ ÍÓ ÎÂÍ ÚË‚ ÌË ÚÂ, Ú‡Í‡ Ë Ì‡ ÓÚ ‰ÂÎ ÌËfl
ËÌ ‰Ë ‚Ë‰, ‚ ÒÚÛ ‰Â ÌËfl, ‡ ̂ Ë Ó Ì‡ ÎÂÌ Ò‚flÚ Ì‡ Í‡ ÔË Ú‡ ÎËÁ Ï‡. ÅËı ËÒ Í‡Î
ÚÛÍ ‰‡ Ó„ ‡ ÌË ̃ ‡ ‚˙Ô Ó Ò‡ ÒË ‰Ó ÚÂ Ú‡ Ú‡ ÙÛÌ Í ̂ Ëfl. Ñ‡ÎË Úfl  ‰ÌÂÒ ÌÂ
Â ÔÓ Â Ú‡ ÓÚ ÓÌÓ ‚‡, ÍÓ Â ÚÓ Ä‰Ó ÌÓ, ÅÂ Ìfl ÏËÌ, ã¸Ó ‚ÂÌ Ú‡Î Ë ‰Û „Ë ÚÓÎ -
ÍÓ ‚‡ Ò‡ ÌÂ Ì‡ ‚ËÊ ‰‡ ÎË – ÓÚ Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Ë ÍÛÎ ÚÛ Ì‡ Ú‡ ËÌ ‰ÛÒ Ú -
Ëfl? ÑÌÂÒ ‰ËÒ ÍÓ ÚÂ ÍË ÚÂ, techno-party-Ú‡Ú‡, heavy metal Ë ‡Ô-ÍÓÌ -
ˆÂ ÚË ÚÂ ÔÓ Ìfl Í‡ Í˙‚ Ì‡ ̃ ËÌ ËÁ Ô˙Î Ìfl ‚‡Ú  „Ë „‡Ì Ú Ò ÍË ÍÓÏ ÔÂÌ Ò‡ ÚÓ ÌË
ÙÛÌ Í ̂ ËË. ä‡Í ÚÓ ÎË ÚÂ ‡ ÚÛ ‡ Ú‡, ËÁÓ· ‡ ÁË ÚÂÎ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ËÎË
ÓÔÂ ‡ Ú‡ Ìfl ÍÓ „‡, ÚÂ ÔÓ ËÁ ‚ÂÊ ‰‡Ú ÒÔÓ ‰Â ÎË ÏË Ë ËÁ ‚˙Ì Â‰ ÌË ÔÓ Ò‚Ó -
fl Ú‡ ËÌ ÚÂÌ ÁË‚ ÌÓÒÚ ÂÏÓ ̂ Ë Ó Ì‡Î ÌË Ò˙Ò ÚÓ fl ÌËfl – Ò˙Á ‰‡ ‚‡Ú ÙÓ Ï‡ Ú‡ Ì‡
ÍÓ ÎÂÍ ÚË ‚ÂÌ ËÎË ËÌ ‰Ë ‚Ë ‰Û ‡ ÎÂÌ ÂÍ Ò Ú‡Á Ë/ËÎË Í‡ Ú‡ ÁËÒ. íÂÁË ÂÏÓ -
ˆË Ó Ì‡Î ÌË Ò˙Ò ÚÓ fl ÌËfl ÏÓ „‡Ú ‰‡ ÒÚ‡ Ì‡Ú ÒÚËÎ Ì‡ ÊË ‚ÓÚ. áÌ‡ ̃ Ë ‚ ÚÓÁË
ÒÏË Ò˙Î Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ ËÏ‡ ‡· ÒÓ Î˛Ú ÌÓ ‚Ë ‰Ë ÏË ÒÓ ̂ Ë ‡Î ÌË ÙÛÌ Í -
ˆËË. Ñ‡ Í‡ ÊÂÏ ıÓ‡, ÍÓ Ë ÚÓ ˆflÎ‡ ÒÂ‰ ÏË ̂ ‡ ‡ ·Ó ÚflÚ, ‚ Â‰ËÌ ÏÓ ÏÂÌÚ
„˙Î Ú‡Ú ı‡Ô ̃ Â Ú‡ ecstasy, ÓÚË ‚‡Ú Ì‡ Ò‚Ófl ÚÂı ÌÓ-ÍÛ ÔÓÌ, ÍÓÈ ÚÓ Ú‡Â 12
˜‡Ò‡, Ú‡Ï Ú‡Ì ̂ Û ‚‡Ú Í‡ÚÓ ÎÛ‰Ë, ˜Û‚ Ò Ú ‚‡Ú ÒÂ ‡Á ÚÓ ‚‡ Â ÌË Ë ÊË ‚Â Â -
˘Ë ‚ Ìfl Í‡ Í˙‚ ‰Û„ Ò‚flÚ, ÔÂ ÊË ‚fl ‚‡Ú ÓÒÓ ·Â ÌË ÂÏÓ ̂ ËË, Á‡ ÍÓ Ë ÚÓ
ÌËÂ ÏÓ ÊÂÏ Ò‡ÏÓ ‰‡ ÒÂ ‰Ó ÒÂ ̆ ‡ ÏÂ, ÒÎÂ‰ ÍÓ Â ÚÓ ÒÂ ‚˙ ̆ ‡Ú Ì‡ ‡ ·Ó -
Ú‡. í‡Í‡ ‰‡ ÒÂ Í‡ÊÂ, ÚÓ‚‡ Á‡ Úflı Â Â‰ËÌ ‚Ë‰ ˆË Í˙Î, ÍÓÈ ÚÓ ÊË ‚ÂflÚ
Á‡ ‡ ‰Ë Ò‚Ófl weekend.

ÑÓ Í‡ ÚÓ Ò˙ ̆ Ó ÚÓ Ò˙‚ ÒÂÏ ÌÂ ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ Á‡ Ú.Ì‡.
ÂÎË Ú‡ ÌÓ ËÁ ÍÛÒ Ú ‚Ó. íÓ ËÁ „ ÎÂÊ ‰‡ Á‡Ú ‚Ó Â ÌÓ ‚ Ò‚ÓË ÒÔÂ ̂ Ë ‡ ÎË ÁË ‡ -
ÌË ÏÂ ÊË ÓÚ ÔÓ ‰Û ̂ ÂÌ ÚË, „‡ ÎÂ ËÒ ÚË, ÍÛ ‡ ÚÓ Ë, ‡‚‡Ì „‡ ‰ËÒ ÚË,
ÌÂÓ-‡‚‡Ì „‡ ‰ËÒ ÚË, ÌÂÓ-ÌÂÓ-‡‚‡Ì „‡ ‰ Ò ÚË, ˆÂ ÌË ÚÂ ÎË, ÒÌÓ ·Ë, ÂÍ Ò -
ÔÂ ÚË, ÍË ÚË ̂ Ë Ë ‰Û „Ë, Ë Ì‡ Ô˙‚ ÔÓ„ ÎÂ‰ ËÁ „ ÎÂÊ ‰‡ Á‡ „Û ·Ë ÎÓ
‚˙Á Í‡ Ò Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË Í‡, ÌÂÒ ÔÓ ÒÓ· ÌÓ ‰‡ ÔÓ ËÁ ‚ÂÊ ‰‡ ÒÏË Ò˙Î
Ë ÂÏÓ ̂ Ëfl Á‡ ÌÂfl. à Ì‡È-‚‡Ê ÌÓ ÚÓ – ËÁ „ ÎÂÊ ‰‡ ÒÚÛ ‰Â ÌÓ. ÄÁ ÒË ÒÔÓÏ -
ÌflÏ Í‡Í ÔÓ ÙÂ ÒÓ Ë ÔÓ ËÁÓ· ‡ ÁË ÚÂÎ ÌË ËÁ ÍÛÒ Ú ‚‡, ÂÒ ÚÂ ÚË Ë ˆÂ ÌË ÚÂ -
ÎË ÏÓ „‡Ú ‰‡ ÒÂ Á‡ı Î‡Ò ‚‡Ú ÔÓ Â ÌÂ Ò‡Ì ÒÓ ‚Ë ÙÂÒ ÍË, ÔÓ Ó Ï‡Ì ÚË -
˜ÂÒ ÍË ÔÂÈ Á‡ ÊË Ë Â ‡ ÎËÒ ÚË˜ ÌË ÔÓ Ú Â ÚË… ÑÌÂÒ ÂÏÓ ̂ Ë Ó Ì‡Î Ì‡ Ú‡,
Ò‰˙ Ê‡ Ì‡ Ë ‰ËÒ Ú‡Ì ̂ Ë ‡ Ì‡ ÍÛÎ ÚÛ ‡ Ì‡ ÂÒ ÚÂ ÚË ̃ ÂÒ Í‡ Ú‡ Ò˙ ÁÂ ̂ ‡ ÚÂÎ -
ÌÓÒÚ ËÁ „ ÎÂÊ ‰‡ Ï˙ Ú ‚‡ – ÚÓ‚‡ Òfl Í‡¯ ÒÚ‡ Ì‡ flÒÌÓ Ó˘Â ÓÚ ‡ ‰Ë Í‡Î -
ÌË ÚÂ Ë ÒÍ‡ Ì‡ ‰‡Î ÌË ÔÓ ÂÍ ÚË Ì‡  ÙÛ ÚÛ ËÁ Ï‡, ÚÂ ‡ Ú˙ ‡ Ì‡ ÊÂÒ ÚÓ ÍÓÒÚ -
Ú‡, Ô˙ ÙÓ Ï‡Ì ÒË ÚÂ, ‡Í ̂ Ë Ó ÌËÁ Ï‡ – ˜‡Í ‰Ó Ò˙‚ Â ÏÂÌ ÌË ÚÂ Ò‚˙ı Ô -
Ó ‚Ó Í‡ ̂ Ë ÓÌ ÌË ÂÍ Ò ÔÂ Ë ÏÂÌ ÚË Ì‡ ·Ó‰Ë-‡Ú‡. íÂÁË ÔÓ ÂÍ ÚË Ú˙ ÒÂ ı‡
ÂÍ Ò Ú Â ÏË Á˙Ï Ì‡ ˜Û‚ Ò Ú ‚‡ Ú‡ Ì‡ ‚Òfl Í‡ ˆÂÌ‡ – Òfl Í‡¯  ËÒ Í‡ ı‡ ‰‡ Ì‡ -
·‡ ‚flÚ ÓÚ ÌÓ ‚Ó ◊ÌÂ ÔÓÒ Â‰ Ò Ú ‚Â ÌË ÚÂ ÂÍ Ò Ú‡ ÁË“ Á‡ Ú.Ì‡. ÂÎË Ú‡ ÌÓ ËÁ -
ÍÛÒ Ú ‚Ó. Ñ‡ÎË ÛÒ Ôfl ı‡? íÓ‚‡ Ò˙Ò ÒË „Û ÌÓÒÚ ÛÒ Ôfl ‚‡ ‰‡ Ì‡Ô ‡ ‚Ë ÚÂ -
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Follow-up questions

I wonder if the traditional functions of the visual and other
arts cannot be summarized, very roughly, down to three? The first
one is to represent and at the same time to provoke the symbolic
and power structures of society; the second is to educate aestheti-
cally the individual (according to Friedrich Schiller’s program); and
the third would be to organize the emotional and ecstatic energies of
the collective as well as of the individual in the cold and rational
world of capitalism. I would like to limit the question here to the third
function. I wonder if it has not been taken over today by that which
Adorno, Benjamin, Loewenthal and others despised so very much –
mass culture and the culture industry? In whatever way discothe-
ques, techno parties, heavy metal or rap concerts today fulfill gigan-
tic compensatory functions. As in the past literature, visual arts or
opera, they are producing shareable and extraordinarily intensive
emotional states. They are creating the form of the collective or indi-
vidual ecstasy and/or catharsis. These emotional states could
become a way of life. In this respect mass culture has easily identifi-
able and completely visible social functions. Let’s say people who
use exstasy. They work the whole week and at some point swallow
these pills of exstasy, then go to their techno party that lasts for
twelve hours. There they dance like crazy, feel relieved and living in a
different world altogether, experience some sort of strange emotions
which we can only guess about, and then go back to work. For them
this is some kind of a cycle, so to say, they live for their weekend. 

I think that we can hardly say the same for the so-called elit-
ist art. It appears to be closed off in its own specialized networks of
producers, gallerists, curators, avant-garde and neo-avant-garde and
neo-neo-avant-garde artists, connoisseurs, snobs, experts, critics
and so on. At first glance it seems that contemporary art has lost
contact with the so-called mass audience and is incapable of pro-
ducing meanings for her. Most importantly, it looks cold. I remember
how the Renaissance frescoes, the Romantic landscapes and the
realistic portraits could enchant visual art and aesthetics professors
as well as connoisseurs. Today the emotional but restrained and dis-
tanced culture of the aesthetic contemplation seems to be dead. This
somehow became obvious ever since the radical and scandalous
projects of Futurism, Theater of Cruelty, Performance Art, Actionism,
all the way to the current super provocative experiments of body art.
Those were searching for the extreme emotion at all costs as if to
accumulate all over again the “immediate ecstasies” of the so-called
elitist art. Have they succeeded? For sure the TV video clip for
instance, could do that. However, to what extent is this achieved by
the contemporary visual arts? It is not interested in the mass audi-
ence while the mass audience is not interested in it, is it simply
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ÎÂ ‚Ë ÁË ÓÌ ÌËflÚ ÍÎËÔ, Ì‡Ô Ë ÏÂ, ÌÓ ‰Ó ÍÓÎ ÍÓ ÒÂ Û‰‡ ‰Â Ì‡ Ò˙‚ Â ÏÂÌ -
ÌÓ ÚÓ ËÁÓ· ‡ ÁË ÚÂÎ ÌÓ ËÁ ÍÛÒ Ú ‚Ó? íÓ ÌÂ ÒÂ ËÌ ÚÂ Â ÒÛ ‚‡ ÓÚ Ï‡ ÒÓ ‚‡ Ú‡
ÔÛ· ÎË Í‡, ‡ Ô˙Í Ë Úfl ÌÂ ÒÂ ËÌ ÚÂ Â ÒÛ ‚‡ ÓÚ ÌÂ„Ó, ‰‡ÎË ÔÓÒ ÚÓ Á‡ ̆ Ó -
ÚÓ ÌÂ ‡Á ÔÓ Î‡ „‡ Ò ‚Ë ÁÛ ‡Î Ì‡ Ú‡ Ë ÍÓÌ ̂ ÂÔ ÚÛ ‡Î Ì‡ ‡Á ·Û Í‡ Á‡ Â‰ÌÓ
ÒÎÓÊ ÌÓ, ¯ÍÓ ÎÛ ‚‡ ÌÓ ‚˙Á Ô Ë fl ÚËÂ? í‡Í‡ ˜Â, Í‡Í ‚‡ Â ‚˙Á Í‡ Ú‡ Ì‡ ‚Ë -
ÁÛ ‡Î ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó  Ò  ‡Á ÌÓ Ó· ‡Á ÌË ÚÂ Ó· ‡Á ÌË Ï‡ ÚÂ Ë ‡ ÎË – ·ËÎ-
·Ó ‰Ó ‚Â, ÂÍ Î‡ ÏË, Ò‚ÂÚ ÎË ÌË, ˆ‚Â ÚÓ ‚Â Ë ÙÓ ÏË – ÍÓ Ë ÚÓ ÔÓÒ ÚÓ
◊Ó· ÒËÔ ‚‡Ú“ „‡ ‰‡? ä‡Í Û‰˙ Ê‡ ÚÓ Ì‡ Úflı Ì‡ Ú‡ ·Û Ú‡Î Ì‡ ÍÓÌ ÍÛ ÂÌ -
ˆËfl (‰Û Ï‡ Ú‡ ·Û Ú‡Î ÌÓÒÚ ËÁ „ ÎÂÊ ‰‡ ÓÒÓ ·Â ÌÓ ÔÓ‰ ıÓ ‰fl ̆ ‡ Á‡ ·˙Î „‡ -
Ò ÍË ÚÂ ÂÍ Î‡ ÏË ‚ ÏÓ ÏÂÌ Ú‡). éÚ ‰Û „‡ ÒÚ‡ Ì‡ – Í‡Í ‚‡ Â ‚˙Á Í‡ Ú‡
ÏÛ Ò Ú. Ì‡. life style, ‰‚Ë ÊÂ ÌËÂ, ÍÓ Â ÚÓ ·ÂÁ ‰‡ ÔÓÁ Ì‡ ‚‡Ï ‚ ‰Â Ú‡È ÎË
Ìfl Í‡Í ÔÂ‰ ‚‡ Ë ÚÂÎ ÌÓ ÌÂ ÏË ‰Ó Ô‡ ‰‡, Á‡ ̆ Ó ÚÓ ÏË ÒÂ ‚ËÊ ‰‡ Í‡ÚÓ ‰Ë -
Á‡È ÌÂ Ò Í‡ ‰ËÍ Ú‡ ÚÛ ‡, Ô‡Ì-‚Ë ÁÛ ‡ ÎË Á‡ ̂ Ëfl Ë ÂÒ ÚÂ ÚË ̃ ÂÒ ÍË ‚ÒÂ-ÍÓÌ Ú -
ÓÎ Ì‡‰ ‚ÒÂ ÍË‰ ÌÂ ‚Ë Â ÚÓ Ë ÌÂ „Ó ‚Ë ÚÂ Ï‡Î ÍË Ò‚Ó ·Ó ‰Ë? à Ó· ̆ Ë flÚ
‚˙Ô ÓÒ: ‚˙Á ÏÓÊ ÌÓ ÎË Â Ìfl Í‡Í ‚Ó Í˙ÒÓ Ò˙ Â ‰Ë ÌÂ ÌËÂ ÏÂÊ ‰Û Ï‡ ÒÓ ‚‡ -
Ú‡ ÍÛÎ ÚÛ Ì‡ ËÌ ‰ÛÒ Ú Ëfl Ë ÂÎË Ú‡ ÌË ÚÂ ‚Ë ÁÛ ‡Î ÌË ÂÍ Ò ÔÂ Ë ÏÂÌ ÚË ‚
ÚÓ˜ Í‡ Ú‡ Ì‡ ÂÍ Ò Ú‡ Á‡, ÂÍ Ò Ú ÂÏ Ì‡ Ú‡ ÂÏÓ ̂ Ëfl, ÒÔÓÌ Ú‡Ì Ì‡ Ú‡ ‡ ‰ÓÒÚ ÓÚ
ÚÓ‚‡, ˜Â ‚ËÊ ‰‡¯?

ôÂ ÔÓ ‰˙Î Ê‡ „Ó ÌËfl ‚˙Ô ÓÒ ‚ ‰Û „‡ ÔÓ ÒÓ Í‡ (ÚÓÈ ÔÓ ‰˙Î -
Ê‡ ‚‡ ‚˙Ô Ó Ò‡ Á‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ Ë Ô‡ Á‡ ‡ ÓÚ ËÌ ÚÂ ‚˛ ÚÓ Ò ü‡) –
‰‡ÎË Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ÌÂ ÒÂ Â Á‡Ú ‚Ó Ë ÎÓ ‚ Ú‚˙ ‰Â ÂÁÓ ÚÂ -
Ë˜ ÌË ÂÍ Ò ÔÂ Ë ÏÂÌ ÚË Ë ıÂ ÏÂ ÚË˜ ÌË ÔÓÒ Ú ‡Ì Ò Ú ‚‡? Ñ‡ÎË ÌÂ Â ÒÚ‡ -
Ì‡ ÎÓ ‚‡ ÎË‰ ÌÓ Ò‡ÏÓ  ‚ ÓÔ Â ‰Â ÎÂ ÌË  ◊‚Ë ÁËÓ-Ï‡Ì Ò ÍË“ (ËÁ ÍÓ ‚‡ı Ú‡ÁË
‰ÛÏ‡ ÔÓ ‡Ì‡ ÎÓ „Ëfl Ò ◊ÏÂ ÎÓ Ï‡Ì Ò ÍË“) ÒÂ ‰Ë,  ‰ÓÒ Ú˙Ô ÌË Ë ËÌ ÚÂ ÂÒ ÌË
Á‡ Ï‡Î ̂ Ë Ì‡? Ç ÔÂ ‰Ë¯ ÌË ‚Â ÍÓ ‚Â ‰ÂÈÒ Ú ‚Ë fl Ú‡ Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‚Ë Ì‡ -
„Ë Ò‡  ÔÓ ÚË ̃ ‡ ÎË ‚ Ìfl Í‡Í ‚Ë ‚Â Ë „Ë ÓÚ ÍÓÌ Í ÂÚ ÌË ıÓ‡, ÍÓ Ë ÚÓ ‚Á‡ -
ËÏ ÌÓ Ò‡ ÒË ÔËÁ Ì‡ ‚‡ ÎË Ô‡ ‚Ó Ì‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ Ë Ò‡ ÒÂ ÌÛÊ ‰‡ Â ÎË
Â‰ÌË ÓÚ ‰Û „Ë – ıÓ‡, ÍÓ Ë ÚÓ Ë ÒÛ ‚‡Ú Í‡ ÚË ÌË, ıÓ‡, ÍÓ Ë ÚÓ ÍÛ ÔÛ ‚‡Ú
Í‡ ÚË ÌË, ıÓ‡, ÍÓ Ë ÚÓ ÔÓ ‰‡ ‚‡Ú ÚÂÁË Í‡ ÚË ÌË, ÁË ÚÂ ÎË, ÍÓ Ë ÚÓ ËÏ
ÒÂ Ì‡Ò Î‡Ê ‰‡ ‚‡Ú ËÎË ÌÂ ËÏ ÒÂ Ì‡Ò Î‡Ê ‰‡ ‚‡Ú, „‡ ÎÂ ËË, ÍÓ Ë ÚÓ „Ë
ÔË ·Ë ‡Ú ËÎË ÌÂ „Ë ÔË ·Ë ‡Ú, ÏÛ ÁÂË, ÍÓ Ë ÚÓ „Ë ËÁ Î‡ „‡Ú ËÎË ÌÂ „Ë
ËÁ Î‡ „‡Ú Ë Ú. Ì. Ç Ò˙ ‰˙ Ê‡ ÚÂÎ ÌÓ ÓÚ ÌÓ ̄ Â ÌËÂ ‚Ë ÁÛ ‡Î ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó
ÔÂ ‰Ë ÙÓ ÚÓ„ ‡ ÙË fl Ú‡, ‡ÍÓ ÏË Â ÔÓÁ ‚Ó ÎÂ ÌÓ ‰‡ ÒÂ ÔÓ ÁÓ ‚‡ Ì‡ Ü‡Ì
î‡Ì ÒÓ‡ ãË Ó Ú‡, Â ËÏ‡ ÎÓ ‚‡Ê Ì‡ ÒÓ ̂ Ë ‡Î Ì‡ ÙÛÌ Í ̂ Ëfl. ë˙Ò Ò‚Ó fl Ú‡
ÓÔ ÚË ̃ ÂÒ Í‡ „Â Ó ÏÂÚ Ëfl, Ò ÔÎ‡ ÚÓ ÌË ̃ ÂÒ Í‡ Ú‡ ÒË ÈÂ ‡ ıËfl Ì‡ ˆ‚Â ÚÓ ‚Â -
ÚÂ, Ò Û·ÂÊ Ì‡ Ú‡ ÚÓ˜ Í‡, ÍÓ fl ÚÓ ÔÓ Ô‡ ‰‡ ‚ ◊ÓÍÓ ÚÓ“ Ì‡ ‚Î‡ÒÚ Ú‡, Ò Ó· ‡Á -
ˆÓ ‚Ë ÚÂ ÒË ÏË ÚÓ ÎÓ „Ë ̃ ÂÒ ÍË Ò˛ ÊÂ ÚË ÚÓ Â ÛÎÂÒ Ìfl ‚‡ ÎÓ Ë‰ÂÌ ÚË ÙË Í‡ ̂ Ë -
fl Ú‡  Ì‡ ÌÓ ‚Ë ÚÂ ÔÓ ÎË ÚË ̃ ÂÒ ÍË Ó· ̆  ÌÓÒ ÚË („‡ ‰‡, ÏÓ Ì‡ ıË fl Ú‡, Ì‡ ̂ Ë Ó -
Ì‡Î Ì‡ Ú‡ ‰˙ Ê‡ ‚‡), ◊‰‡‚‡ ‚˙Á ÏÓÊ ÌÓÒÚ Ì‡ ‚ÒË˜ ÍË ˜ÎÂ ÌÓ ‚Â Ì‡ Ó· ̆  -
ÌÓÒÚ Ú‡ ‰‡ Ë‰ÂÌ ÚË ÙË ̂ Ë ‡Ú Ò‚Ó fl Ú‡ ÔË Ì‡‰ ÎÂÊ ÌÓÒÚ Í˙Ï ÚÓÁË ‚ÒÂ -
ÏË“ – ÔË¯Â ãË Ó Ú‡. 

í. Â. ËÁ ÍÛÒ Ú ‚Ó ÚÓ Â ·ËÎÓ ÍÓÏ Ô ÎÂÍ ÒÂÌ ÙÂ ÌÓ ÏÂÌ, ˜Ë Â ÚÓ ‚˙Á -
‰ÂÈÒ Ú ‚ËÂ Â ·ËÎÓ ÓÔÓÒ Â ‰Â ÌÓ ÓÚ ‡‰ Ò ÍË ÏÌÓ „Ó ÌÂ˘‡, ÌÓ ‚ ÔÓÒ ÎÂ‰ Ì‡
ÒÏÂÚ Í‡ Â ˆÂ Îfl ÎÓ ‰‡ ·˙‰Â ÓÚ ‚Ó Â ÌÓ, ‰‡ ‚˙Á ‰ÂÈÒ Ú ‚‡ ÍÓÎ ÍÓ ÚÓ Â ‚˙Á -
ÏÓÊ ÌÓ Ì‡ ÔÓ-„Ó ÎÂ ÏË Ï‡ÒË, ‰‡ Ó „‡ ÌË ÁË ‡ ‚Ë ÁÛ ‡Î ÌÓ ËÌ ÚËÏ ÌÓ-ÔÂ -
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because the mass audience has neither the visual nor conceptual
language, nor the tools for some sophisticated and schooled recep-
tion? So, what is the connection between visual art and the diverse
visual material of billboards, advertisements, lights, colors and
shapes that are “showering” the cities? How is contemporary art
holding up to their brutal competition (the word brutal seems espe-
cially appropriate for the Bulgarian advertisement practice)? On the
other hand, what is the connection of visual art with the so-called life
style movement which myself, without knowing in detail, I somehow I
do not like so much to begin with because I see it as some kind of a
designers’ dictatorship, pan-visualization and aesthetic control over
the everyday life and its small freedoms? And there is the general
question: is some kind of a short circuit possible between mass cul-
ture industry and the elitist visual experimentation at the point of
ecstasy, extreme emotion, spontaneous joy of seeing?   

I will take this question in a different direction (as a continu-
ation of the question about art and the market from the catalogue
interview with Iara). Has contemporary art closed itself off into much
too esoteric experimentation and hermetic spaces? Is it only valid
within certain “visio-maniac” (I have coined the word by association
with “melo-maniac”) circles that are accessible only to just a few? In
times past the art activities were always flowing through some chains
of concrete people who awarded each other the right of existence
and needed each other. These were people who paint pictures; peo-
ple who buy pictures; people who sell these pictures; viewers who
enjoy or do not enjoy the pictures; galleries that keep or do not keep
the pictures; museums that show or do not show the pictures and so
on. In terms of content visual art before photography, if I may quote
Jean François Lyotard here, had an important social function. With its
optical geometry, with the platonic hierarchy of colors, the vanishing
point coinciding with the “eye” of power and the exemplary mytholog-
ical subjects, visual art made easier the identification of the new polit-
ical communities (city, monarchy, nation state) by “providing a possi-
bility for all members of the community to identify their way of belong-
ing to this universe”, according to Lyotard.   

So, art was a complex phenomenon whose impact had
been mediated by a whole lot of things. However, at the end it aimed
at being open, at influencing as large a mass of people as possible,
at organizing visually the intimately experienced culture of the mass-
es (incidentally, Hegel as well as many others, have pointed out the
closeness between this kind of art and religion).   

Later on, during the epoch of the nations, the social func-
tions of art become rather more evident. If I could paraphrase here a
thought of Ernest Gellner I would be able to say that the nation actu-
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ÊË ‚fl ‚‡ Ì‡ Ú‡ ÍÛÎ ÚÛ ‡ Ì‡ ÚÂÁË Ï‡ÒË (ÌÂÒ ÎÛ ̃ ‡È ÌÓ ïÂ „ÂÎ, ‡ Ë ÏÌÓ ÁË -
Ì‡ ‰Û „Ë ÏËÒ ÎË ÚÂ ÎË, Ò‡ ÒÓ ̃ Â ÎË ·ÎË ÁÓÒÚ Ú‡ ÏÂÊ ‰Û ÚÓ‚‡ ËÁ ÍÛÒ Ú ‚Ó Ë
Â ÎË „Ë fl Ú‡).

èÓ-Í˙Ò ÌÓ, ÔÂÁ ÂÔÓ ı‡ Ú‡ Ì‡ Ì‡ ̂ Ë Ë ÚÂ, ÒÓ ̂ Ë ‡Î ÌË ÚÂ ÙÛÌ Í ̂ ËË
Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ Ò‡ Ó˘Â ÔÓ-Ó˜Â ‚Ë‰ ÌË. ÄÍÓ ÔÂ ÂÙ ‡ ÁË ‡Ï ÚÛÍ Ì‡Í -
‡Ú ÍÓ Â‰Ì‡ ÏË Ò˙Î Ì‡ öÌÒÚ ÉÂÎ Ì˙, ·Ëı ÏÓ „˙Î ‰‡ Í‡Ê‡, ˜Â Ì‡ ̂ Ë fl -
Ú‡ ‚Ò˙˘ ÌÓÒÚ ÔÂ‰ Ò Ú‡‚ Îfl ‚‡ ÂÎË Ú‡ Ì‡ ÍÛÎ ÚÛ ‡ (Ë ÚÓ‚‡ ‚ÍÎ˛˜ ‚‡
ËÁÓ· ‡ ÁË ÚÂÎ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, ÎË ÚÂ ‡ ÚÛ ‡ Ú‡ Ë Ô.), ÍÓ fl ÚÓ Úfl· ‚‡ ‰‡
ÒÂ ÔÂ ‚˙ ÌÂ ‚ Ï‡ ÒÓ ‚‡ ÍÛÎ ÚÛ ‡. á‡ Ú‡ÁË ˆÂÎ ÂÎË Ú‡ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó
Â ·ËÎÓ ‡Á Ô ÓÒ Ú ‡ Ìfl ‚‡ ÌÓ ˜ÂÁ Ó· ‡ ÁÓ ‚‡ ÚÂÎ Ì‡ Ú‡ ÒËÒ ÚÂ Ï‡, ˜ÂÁ
‚ÂÒ Ú ÌË ̂ Ë, ˜ÂÁ ÏÂ Ê‡ Ú‡ ÓÚ ËÁ ‰‡ ÚÂÎ Ò Ú ‚‡, ÔÂ ̃ ‡Ú ÌË ̂ Ë, ˜ÂÁ Ï‡ ÒÓ -
‚Ë ÁË ‡ Ì‡ Ú‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÎË ÚÂ ‡ ÚÛ ‡, ˜ÂÁ „‡ ÎÂ ËË Ë Ú. Ì. Ç Ú‡ÁË
ÂÔÓ ı‡, ÔÓ-flÒÌÓ ÓÚ ‚Òfl Í‡ ‰Û „‡, ÓÌÓ ‚‡, ÍÓ Â ÚÓ ÔÂÁ ÙÂ Ó ‰‡ ÎËÁ Ï‡ Ë
Â ÌÂ Ò‡Ì Ò‡ Â ·ËÎÓ ÍÛÎ ÚÛ ‡ Ì‡ ÏÓ Ì‡ ı‡, ‰‚Ó ‡ Ë Ì‡ ˜‡ÒÚ ÓÚ ÙÂ Ó -
‰‡Î Ì‡ Ú‡ ÔÓÒ ÎÓÈ Í‡ (Ë ˜Ë fl ÚÓ ÂÎË Ú‡ ÌÓÒÚ ÔÂ ‰Ë Â ·ËÎ‡ Ò˙Á Ì‡ ÚÂÎ ÌÓ
ÔÓ‰ ‰˙ Ê‡ Ì‡ Ò ÍÛÎ ÚË ‚Ë ‡ ÌÂ Ì‡ ‡ËÒ ÚÓÍ ‡ ÚË ̃ ÂÌ ‚ÍÛÒ), ËÁ ‚Â‰ Ì˙Ê
ÒÂ ÓÍ‡ Á‡ ÎÓ ‡Á Ô ÓÒ Ú ‡ ÌÂ ÌÓ Ë ÔÂ ‚˙ Ì‡ ÚÓ ‚ Ó· ̆ Ó Á‡ ‰˙Î ÊË ÚÂ ÎÂÌ
ÍÛÎ ÚÛ ÂÌ ÍÓ‰ Á‡ Â‰Ì‡ Ó„ ÓÏ Ì‡ Ï‡Ò‡ ÓÚ ıÓ‡, Ì‡ Â ̃ Â Ì‡ Ì‡ ̂ Ëfl.

èÓ-Í˙Ò ÌÓ, ÔÂÁ ÂÔÓ ı‡ Ú‡ Ì‡ ‰‚‡ Ú‡ ‡‚‡Ì „‡ ‰ËÁ Ï‡  (1910-
1930 Ë 1950-1960/70) ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌÓ ·Ë‚‡ ÔÓ ‚Ó ÍË ‡ Ì‡ Ò‡ Ï‡ Ú‡ ËÌ Ò -
ÚË ÚÛ ̂ Ëfl Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ. èÓ ‚Ó ÍË ‡ fl Ó·‡ ̃ Â Ë‰Â fl Ú‡ Á‡ „ÎÓ ·‡Î Ì‡
Â ‚Ó Î˛ ̂ Ëfl – Ú‡ÁË Â ‚Ó Î˛ ̂ Ëfl Â Úfl· ‚‡ ÎÓ ‰‡ ·˙‰Â Í‡Í ÚÓ ÔÓ ÎË ÚË -
˜ÂÒ Í‡, Ú‡Í‡ Ë ÂÒ ÚÂ ÚË ̃ ÂÒ Í‡, ÌÂ Ò‡ÏÓ ◊Â ‚Ó Î˛ ̂ Ëfl ·˛ ı‡, ÌÓ Ë Ó -
‚Ó Î˛ ̂ Ëfl ‰Ûı‡“, Í‡Í ÚÓ Â Í‡ Á‡Î Ç‡ ‰ËÏ òÂ ̄ Â ÌÂ ‚Ë˜, ‚Ó ‰‡˜ Ì‡ ÛÒ -
ÍËfl ËÏ‡ ÊË ÌË Á˙Ï ÔÂÁ 1918 „. èÓ ÚÓ‚‡ ‚Â ÏÂ Ò‡ ÏÓ ÚÓ Â ‚Ó Î˛ ̂ Ë ÓÌ -
ÌÓ ÔÂ Ó ÙÓ Ïfl ÌÂ Ì‡ Ò‚Â Ú‡ ÒÂ ÏËÒ ÎË Í‡ÚÓ ÂÒ ÚÂ ÚË ÍÓ-ÚÂ Ó ËÒ ÚË˜ Ì‡
Ë ‰Â ÏË Û „Ë˜ Ì‡ ‰ÂÈ ÌÓÒÚ, ÍÓ fl ÚÓ ÌÂ ‚˙Á ÔË Ú‡ ‚‡, ‡ Ì‡Ô ‡ ‚Ó ‚˙‚ ÎË ̃ ‡
Ó„ ÓÏ ÌË Ï‡ÒË ‚ Â ‚Ó Î˛ ̂ Ë ÓÌ ÌÓ-ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË ÚÂ ÔÓ ̂ Â ÒË. íÓ „‡ ‚‡
ÎÂ „Ë ÚËÏ ÌÓÒÚ Ú‡, ÓÒ ÌÓ ‚‡ ÌË Â ÚÓ Á‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ, Ó·ÓÒ ÌÓ‚ Í‡ Ú‡ Ì‡
‡‚‡Ì „‡ ‰ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Â ËÏÂÌ ÌÓ ÚÓÁË ‡ ‰Ë Í‡ ÎÂÌ Â ‚Ó Î˛ ̂ Ë Ó ÌÂÌ
ÔÓÂÍÚ. çÓ ÌÂ„Ó ÓÚ ‰‡‚ Ì‡ „Ó ÌflÏ‡ – ÊË ‚Â ÂÏ ‚ ÍË Á‡ Ì‡ Â ‚Ó Î˛ ̂ Ë -
ÓÌ ÌË ÚÂ ÂÌÂ „ËË Ë ÛÚÓ ÔËË, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ Ë Ì‡ ÂÒ ÚÂ ÚË ̃ ÂÒ ÍË ÚÂ Ú‡ ÍË -
‚‡. ä‡Í ‚Ó ÚÓ „‡ ‚‡ ÔÂ‰ Ò Ú‡‚ Îfl ‚‡ ÓÒ ÌÓ ‚‡ ÌË Â ÚÓ Á‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ Ì‡
Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ‚Ë ÁÛ ‡Î ÌÓ ËÁ ÍÛÒ Ú ‚Ó? ÑÌÂÒ ÏÓ ÊÂÏ ‰‡ ÒÂ ÔË Ú‡ ÏÂ
‰‡ÎË ÔÓ ‰Ó· ÌË ÓÔÓÒ Â ‰fl ‚‡ ÌËfl, ÓÚ ‚‡ fl ÌËfl, ÔÓ ‰Ó· Ì‡ Ì‡ ÏÂ Ò‡ ‚ ÒÔÓ -
‰Â ÎÂ ÌËfl ÍÛÎ ÚÛ ÂÌ ÍÓ‰, ‚˙ Ó· ̆ Â ÔÓ ÚË ̃ ‡Ú. 

ëÚÛ ‚‡ ÏË ÒÂ, ˜Â ‚Ë ÁÛ ‡Î ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ‰ÌÂÒ
‚ Á‡Ú ‚Ó Â ÌË ÌË¯Ë Á‡ ÔË ‚Ë ÎÂ „Ë Ó ‚‡ ÌË ÔÓÒÚ-‡‚‡Ì „‡ ‰ËÒ ÚË, Ò‡Ò -
Ì‡ ÚË Ò˙Ò ÒÂ ‰‡ Ú‡ ÓÚ ÏÂ ̂ Â Ì‡ ÚË, ÍÛ ‡ ÚÓ Ë, ÒÔÓÌ ÒÓ Ë, ÍË ÚË ̂ Ë Ë „‡ -
ÎÂ ËÒ ÚË, ÔÂÒ Ú‡ Ì‡ ÎÓ Â ‰‡ ˆÂÎË ‚˙Á ‰ÂÈÒ Ú ‚ËÂ, ÓÒ ‚ÂÌ ‚˙ ıÛ ÙÓ ÍÛÒ -
Ì‡ Ú‡ ÒË ÔÛ· ÎË Í‡. íÓ‚‡ Â Ìfl Í‡ Í˙‚ Í˙ ÒÂÌ, Ó·ÂÁ Ì‡ ‰ÂÊ ‰ÂÌ ÂÎË Ú‡ Ë -
Á˙Ï – ‡Á ÎË ̃ ÂÌ Ë ÓÚ ‡ËÒ ÚÓÍ ‡ ÚË˜ ÌËfl, Ë ÓÚ Ì‡ ̂ Ë Ó Ì‡Î ÌËfl, Ë ÓÚ
‡‚‡Ì „‡ ‰ËÒ Ú ÍËfl.
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ally represents elitist culture (visual arts and literature included, etc.)
that has to turn into mass culture. To this purpose elitist art was dis-
tributed through the educational system, the newspapers, the net-
work of publishing houses, printing shops, the mass fiction literature,
the numerous galleries and so on. During this epoch, more clearly
then at any other time in history, that which in medieval times and the
Renaissance had been the culture of the monarch, of the court and
part of the feudal aristocracy (whose elitist nature had been con-
sciously maintained before by the cultivation of the aristocratic taste),
all of a sudden turned out to have been distributed and transformed
into a mandatory cultural code for a huge mass of people called “a
nation”.     

Later still, at the time of the two avant-gardes (1910-1930 and
1950-1960/70), the very institution of art had been artistically chal-
lenged. However, the challenge was the idea of the global revolution
which had to be political as much as aesthetical, not only a “revolu-
tion of the belly but a revolution of the spirit as well” in the words of
Vadim Shershenevitch, the leader of the Russian Imaginism in 1918.
At the time the very revolutionary transformation of the world is con-
ceived as an aesthetically terrorist and demiurgic activity that does
not educate but directly involves huge masses of people in the revo-
lutionary/artistic process. The legitimacy, the motivation and the rea-
son of existence of avant-garde art at the time were precisely this
radical revolutionary project. But it is long gone; we are living through
a crisis of the revolutionary energies and utopias, including aesthetic
ones. What is it then that, which provides the motivation and the rea-
son of existence of contemporary visual art? Today we may ask our-
selves whether such mediations, openings and intrusions into the
shared cultural code are taking place at all.    

It seems to me that visual art today exists in some secluded
niches for privileged post-avant-garde artists who have coalesced
with the environment of supporters, curators, sponsors, critics and
gallerists. It has stopped striving for impact outside of its target audi-
ence. This is some kind of a desperate elitism different from all of the
aristocratic, the nation, and the avant-garde ones.

To what extent and how is contemporary visual art trans-
ferred to other not “visio-manic” and non-expert people, to what
extent does it become part of their thoughts, feelings and percep-
tions, to what extent is it capable of interfering with their processes of
identification and of “exercising command” over the spaces of their
eyes and hearts? I suspect that closed off in its own hermetic net-
works of curators, gallerists, producers, supporters, and sponsors,
etc., it does not fulfill the function it has had before.        
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ÑÓ Í‡Í ‚‡ ÒÚÂ ÔÂÌ Ë Í‡Í Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ‚Ë ÁÛ ‡Î ÌÓ ËÁ ÍÛÒ Ú ‚Ó
ÒÂ ÔÂ ‰‡ ‚‡ Ì‡ ‰Û „Ë, ÌÂ ‚Ë ÁËÓ-Ï‡Ì Ò ÍË Ë ÌÂÒ ÔÂ ̂ Ë ‡ ÎË ÁË ‡ ÌË ıÓ‡,
‰Ó Í‡Í ‚‡ ÒÚÂ ÔÂÌ ÒÚ‡ ‚‡ ˜‡ÒÚ ÓÚ Úflı ÌÓ ÏËÒ ÎÂ ÌÂ, ˜Û‚ Ò Ú ‚‡ ÌÂ Ë ‚˙Á Ô Ë -
fl ÚËÂ, ‰Ó ÍÓÎ ÍÓ Â ‚ Ò˙Ò Úfl ÌËÂ ‰‡ ÒÂ Ì‡ ÏÂ ÒË ‚ ÚÂı ÌË ÚÂ Ë‰ÂÌ ÚË ÙË Í‡ ̂ Ë -
ÓÌ ÌË ÔÓ ̂ Â ÒË, ‰‡ ◊ÛÔ ‡‚ Îfl ‚‡“ ÔÓÒ Ú ‡Ì Ò Ú ‚‡ Ú‡ Ì‡ ÓÍÓ ÚÓ Ë Ò˙ ̂ Â ÚÓ
ËÏ?… ÄÁ ÒÂ ÛÒ˙Ï Ìfl ‚‡Ï, ˜Â Á‡Ú ‚Ó Â ÌÓ ‚ Ò‚Ó Ë ÚÂ ıÂ ÏÂ ÚË˜ ÌË ÏÂ ÊË
ÓÚ ÍÛ ‡ ÚÓ Ë, „‡ ÎÂ ËÒ ÚË, ÔÓ ‰Û ̂ ÂÌ ÚË, ÏÂ ̂ Â Ì‡ ÚË, ÙË Ì‡Ì ÒËÒ ÚË, ÚÓ
‚Â˜Â ÌÂ ËÁ Ô˙Î Ìfl ‚‡ Ú‡ÁË ÙÛÌ Í ̂ Ëfl, ÍÓ fl ÚÓ Â ËÁ Ô˙Î Ìfl ‚‡ ÎÓ ÔÂ ‰Ë.

ÑÓ· Â, ÏÓÊÂ ·Ë ÚÓ ËÏ‡ ÌÓ‚Ë ÙÛÌ Í ̂ ËË – ÌÓ Í‡Í ‚Ë Ò‡ ÚÂ? 
Ç Ò˙ ̆ Ëfl Ò‚ÓÈ ÚÂÍ ÒÚ ãË Ó Ú‡ Ú‚˙ ‰Ë, ˜Â ‡‚‡Ì „‡ ‰ Ì‡ Ú‡ Ë ÔÓÒÚ-‡‚‡Ì -
„‡ ‰ Ì‡ ÊË ‚Ó ÔËÒ ÔÂı ‚˙ ÎflÚ ÊË ‚Ó ÔËÒ Ú‡ ÓÚ ÔÓ ÎÂ ÚÓ Ì‡ ÔÂÍ ‡Ò ÌÓ -
ÚÓ ‚ ÔÓ ÎÂ ÚÓ Ì‡ ‚˙Á ‚Ë ̄ Â ÌÓ ÚÓ – Úfl Á‡ ÔÓ˜ ‚‡ ‰‡ ËÁÓ· ‡ Áfl ‚‡ ÓÌÓ ‚‡,
ÍÓ Â ÚÓ ÌÂ ÏÓÊÂ ‰‡ ÒÂ ËÁÓ· ‡ ÁË, ÔÂ ‰Â ÎË ÚÂ, Ò‡ ÏË ÚÂ Ú˙Ï ÌË „‡ ÌË ̂ Ë
Ì‡ ˜Ó ‚Â¯ ÍÓ ÚÓ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ, Ù‡Ì Ú‡ ÁËfl Ë ËÁÓ· ‡ ÁË ÚÂÎ Ì‡ ÒÔÓ ÒÓ· -
ÌÓÒÚ. à ˜Â ‚ Ú‡ Í‡ ‚‡ ÒË ÚÛ ‡ ̂ Ëfl ÓÒ ÌÓ ‚ÂÌ ‚˙Ô ÓÒ ÒÚ‡ ‚‡Ú Ò‡ ÏË ÚÂ ÛÒ -
ÎÓ ‚Ëfl Ì‡ ËÁÓ· ‡ ÁË ÚÂÎ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó. éÚ „Ó ‚Ó ˙Ú Ì‡ ‚˙Ô Ó Ò‡ ◊ä‡Í -
‚Ó ÔÂ‰ Ò Ú‡‚ Îfl ‚‡ ÊË ‚Ó ÔËÒ Ú‡ Ë ‚Ë ÁÛ ‡Î ÌÓÒÚ Ú‡?“ ÒÚ‡ ‚‡ ˆÂÌ Ú ‡Î Ì‡
„Ë Ê‡ Ì‡ Ò‡ ÏÓ ÚÓ ‚Ë ÁÛ ‡Î ÌÓ ËÁ ÍÛÒ Ú ‚Ó. Ö ‰Ó· Â, ‡Á ËÏ‡Ï Ô‡ ‚Ó ‰‡
ÔÓ ÔË Ú‡Ï ÔÓ Ù‡Ì Ò ÍË – Á‡ ÍÓ„Ó Ó·‡ ̃ Â Â ‚‡ ÊÂÌ ÚÓÁË ‚˙Ô ÓÒ? äÓÈ „Ó
ÍÓÌ ÒÛ ÏË ‡, ÍÓÈ ‚Î‡ „‡ ÂÏÓ ̂ Ë Ó Ì‡Î ÌË Ë Ë‰ÂÌ ÚË ÙË Í‡ ̂ Ë ÓÌ ÌË ÂÌÂ „ËË
‚ ÌÂ„Ó Ë ‚ ÌÂ „Ó ‚Ëfl ‚˙Á ‚Ë ̄ ÂÌ ÓÚ „Ó ‚Ó? Ñ‡ÎË ÒÔ‡ ÒÂ ÌË Â ÚÓ Ì‡ ËÁÓ· -
‡ ÁË ÚÂÎ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ‚ ÔÓ ÒÓ Í‡ Í˙Ï ÔÓÒ Ú ÏÓ ‰Â Ì‡ Ú‡ ◊‚˙Á ‚Ë ̄ Â -
ÌÓÒÚ“, ÍÓ Â ÚÓ ÔÂ‰ ÔÓ Î‡ „‡ ãË Ó Ú‡, ÒÍË ÚÓ ÌÂ ÔÂ‰ ÔÓ Î‡ „‡ ÒÚ‡ ‡ Ú‡
ÛÌË ‚Â Ò‡Î Ì‡, ÔÓ ̃ Ë Ú‡ ̆ ‡ ÔÛ· ÎË Í‡, ÍÓ fl ÚÓ ÔËÌ ̂ ËÔ ÌÓ Ë ÔÂ‰ ‚‡ Ë -
ÚÂÎ ÌÓ ÔË Â Ï‡ ‡· ÒÓ Î˛Ú Ì‡ Ú‡  Ó Ï‡Ì ÚË ̃ ÂÒ Í‡ ˆÂÌ ÌÓÒÚ Ì‡ ◊ËÁ ÍÛÒ Ú ‚Ó -
ÚÓ“, ◊Ú‚Ó Â ̂ ‡“, ◊Ú‚Ó ·‡ Ú‡“, ÍÓ fl ÚÓ ÔÂ‰ ÔÓ Î‡ „‡ Ë‰Â ‡Î ÌË Ë ‡· ÒÓ Î˛Ú -
ÌË ÔÓÒ Ú ‡Ì Ò Ú ‚‡, ‚ ÍÓ Ë ÚÓ ◊ÔÓÒ ÚË ÊÂ ÌË fl Ú‡“ ÒÂ ˆÂ ÌflÚ ·ÂÁ Ó„ ÎÂ‰ Ì‡
◊Ú˙Î Ô‡ Ú‡“? çÓ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÎË ‰ÌÂÒ Ú‡ÁË ÔÛ· ÎË Í‡ ÓÚ Ó Ï‡Ì ÚË ̃ ÂÒ ÍË
ËÁ · ‡ ÌË ̂ Ë? Ñ‡ÎË ÔÓÒ Ú ÏÓ ‰Â ÌÓ ÚÓ ÒÔ‡ ÒÂ ÌËÂ Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÌÂ Â
·Â ÏÂÌ ÌÓ Ò Ú‚˙ ‰Â Ú‡ ‰Ë ̂ Ë ÓÌ Ì‡ Ó Ï‡Ì ÚË ̃ ÂÒ Í‡ Ë‰Â ‡ ÎË Á‡ ̂ Ëfl Ì‡
Ò‚Ó Â ÚÓ ÔË ‚Ë ÎÂ „Ë Ó ‚‡ ÌÓ ÏflÒ ÚÓ ‚ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ, Ú. Â. Ò˙Ò Á‡ Í˙Ò ÌflÎ
ıÛ ‰Ó ÊÂÒ Ú ‚ÂÌ Ì‡ ̂ Ë ÒË Á˙Ï? Ñ‡ÎË ‚ ÚÂ Ó Ë fl Ú‡ Ì‡ ÔÓÒ Ú ÏÓ ‰Â Ì‡ Ú‡
‚˙Á ‚Ë ̄ Â ÌÓÒÚ ÌÂ ÒÂ Â ‚Ë ÁË ‡ ÔÓ Ìfl ÚË Â ÚÓ Á‡ ËÁ ÍÛÒ Ú ‚Ó, ‰Ó Í‡ ÚÓ ÔÓ -
Ìfl ÚË Â ÚÓ Á‡ ÔÛ· ÎË Í‡ ÒÂ ËÁ ‰Ë „‡ Ì‡È-ÏÌÓ „Ó ‰Ó ‡‚ ÌË ̆ Â ÚÓ ◊‰‡ ÂÔ‡ ÚË -
‡ ÏÂ ·Û ÊÓ ‡ ÁË fl Ú‡“?… ÅÂ‰ Ì‡ Ë ÒÍÛ˜ Ì‡ ÔÂ‰ Ò Ú‡ ‚‡, ÍÓ fl ÚÓ ÌÂ ÒÂ ËÌ -
ÚÂ Â ÒÛ ‚‡ Í‡Í ‚Ó ÒÚ‡ ‚‡ Ò Ú. Ì‡. ÔÛ· ÎË Í‡ ËÁ ‚˙Ì Á‡Ú ‚Ó Â ÌË ÚÂ ‚Ë ÁÛ -
‡Î ÌÓ-ÂÍ Ò ÔÂ Ë ÏÂÌ Ú‡Î ÌË ÒÂ ‰Ë…

çflÏ‡ Ò˙Ï ÌÂ ÌËÂ, ˜Â ÚÓ‚‡ Ò‡ ÔÓ Ù‡Ì Ò ÍË ‚˙Ô Ó ÒË Ì‡ ˜Ó ‚ÂÍ,
ÍÓÈ ÚÓ Â ËÁ ‚˙Ì ÚÂÁË ÒÂ ‰Ë – ‰ÓË ÍÓ „‡ ÚÓ ËÏ‡ ÔË fl ÚÂ ÎË ÒÂ‰ Úflı.
çÓ ÚÂ ÚÓ˜ ÌÓ Ú‡ ÍË ‚‡ ËÒ Í‡Ú Ë ‰‡ ·˙ ‰‡Ú.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ –
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ –
27./ÒÚ. 108
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ –
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Well, OK, maybe it has new functions but what are these? In
the same text Lyotard claims that the avant-garde and post-avant-
garde painting are pushing art from the field of the beautiful into the
field of the sublime. They are beginning to represent that which can-
not be represented, the very limits, and the very dark borders of
human existence, fantasies and depictive ability. He also claims that
in such situation the main question turns out to be the very condi-
tions of the visual art. The question “What is painting and what is
visuallity” becomes the central concern of visual art itself. Well then, I
am entitled to ask the profane question: for who is this question rele-
vant? Who is consuming it? Who is investing emotional and identifi-
cation energies in both the question and its elated answer? I wonder
if the salvation of visual arts in the direction of postmodern “sublimi-
ty” which is presumed by Lyotard, does not secretly presuppose the
old universal adoring audience which is accepting by default and a
priory the absolute romantic value of “art”, “artist”, and “artwork”
which, on its turn, presupposes some ideal and absolute spaces
where “achievement” is treasured regardless of the “crowd”? But
does it exist today this audience of romantic few? Is it possible that
the postmodern salvation of art is pregnant with the much too tradi-
tional romantic ideal of its own privileged status in society, that is to
say, with delayed artistic narcissism? Is it possible that the theory of
the postmodern sublimity is revising the concept of art while actually
elevating the concept of the audience only to the level of “épater le
bourgeois”? A poor and dull concept which is not interested in what’s
happening with the so-called audience outside of the closed off visu-
al/experimental circles…  

There is no doubt that these are profane questions from a
man who is outside of these circles even though he has friends
there. But that’s precisely what the questions strive to be. 

Pravdoliub Ivanov
7./page 111

Ivan Moudov –
12./page 115

Luchezar Boyadjiev –
24./page 105

Luchezar Boyadjiev –
25./page 105

Luchezar Boyadjiev –
26./page 105

Luchezar Boyadjiev –
27./page 105

Luchezar Boyadjiev –
29./page 105

Luchezar Boyadjiev –
28./page 105

Pravdoliub Ivanov
8./page 111
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ã˙ ̃ Â Á‡ ÅÓ fl ‰ÊËÂ‚
äÓ ÏÂÌ Ú‡ Ë ÚÂ ÔÓ-‰ÓÎÛ ÌÂ Ó· ‚˙ Á ‚‡Ú
ÌË ÍÓ„Ó, Á‡ ÌË Ï‡ ‚‡˘ ÒÂ Ò˙Ò Ò˙‚ Â ÏÂÌ -
ÌÓ ËÁ ÍÛÒ Ú ‚Ó, ÌËÚÓ ÓÚ ‡ Áfl ‚‡Ú ‚˙Á „ ÎÂ -
‰Ë ÚÂ Ì‡ ÍÓ „Ó ÚÓ Ë ‰‡ ·ËÎÓ, ÓÒ ‚ÂÌ Ì‡
ÏÂÌ Ò‡ ÏËfl.

1. óÛ‰fl ÒÂ, Í‡Í‚Ë ÎË ËÁ„Ó‰Ë ÏÓ„‡Ú 
‰‡ ÒÂ ËÁ‚ÎÂÍ‡Ú ÓÚ ÌÂ‚ÂÊÂÒÚ‚ÓÚÓ?
åÌÓ„Ó ËÌÚÂÂÒÌÓ! à ‡Á ÏÓ„‡ ‰‡ ÒÂ
Ô‡‚fl Ì‡ ÌÂ‚ÂÊÂÒÚ‚ÂÌ...

2. èË Ú‡Ï ÒÂ, ‰‡ÎË Â ÚÓ ̃ ÂÌ ‡‰ Â Ò‡ Ú˙Ú Ì‡ ÚÂÁË ‚˙Ô Ó ÒË? ïÛ ‰ÓÊ ÌË ̂ Ë ÚÂ
ÏËÒ ÎflÚ ÔÓ ÚÂÁË ÔÓ· ÎÂ ÏË ËÎË ˜Â Ú‡Ú ËÁ ‰‡ ‰Â ÌÓ ÚÓ ‚ ÔÓ ÎÂ ÚÓ Ì‡ ÚÂ Ó Ë fl Ú‡ Ì‡
‚Ë ÁÛ ‡Î ÌË ÚÂ ËÁ ÍÛÒ Ú ‚‡, ÌÓ ÌÂ ÏËÒ Îfl, ˜Â ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ Ò‡ ÚÂÁË, ÍÓ Ë ÚÓ Úfl· -
‚‡ ‰‡ ÓÚ „Ó ‚‡ flÚ ÔËÒ ÏÂ ÌÓ. ç‡È-Ï‡Î ÍÓ ÚÓ, ÌÂ „Ó ‚ËÊ ‰‡Ï ‚ÍÎ˛ ̃ Â ÌÓ ‚ Ì‡ ·Ó -
‡ ÚÂıÌË ÔÓ ÙÂ ÒË Ó Ì‡Î ÌË Á‡ ‰˙Î ÊÂ ÌËfl. í‡ ÍË ‚‡ ÓÚ „Ó ‚Ó Ë, ‡ÍÓ ËÁÓ· ̆ Ó
‰ÓÈ ‰‡Ú ÓÚ ıÛ ‰ÓÊ ÌË ̂ Ë, Ó·ËÍ ÌÓ ‚Â ÌÓ ÒÂ ‰ÓÒ Ú‡ ‚flÚ ÓÚ ‡ ·Ó ÚË ÚÂ ËÏ. åÓÊÂ ·Ë
ÔÓ-Í˙Ò ÌÓ ÚÂ Ó Â ÚË ̂ Ë ÏÓ „‡Ú ‰‡ „Ë ËÁ ‚Â ‰‡Ú ÓÚ ÔÓ ËÁ ‚Â ‰Â ÌË fl Ú‡, ÌÓ ÌÂ Ë ‰‡
‰ÓÈ ‰‡Ú ‚ Ó· ‡ ÚÂÌ Â‰ – ÓÚ „Ó ‚Ó, ‡ ÒÎÂ‰ ÌÂ„Ó Ô‡Í ÚË Í‡ Ú‡... àÁ „ ÎÂÊ ‰‡, ˜Â
ÓÚ „Ó ‚Ó Ë Ì‡ ‚˙Ô Ó ÒË ÚÂ Ì‡ ä¸Ó ÒÂ‚ ÎÂÒ ÌÓ ÒÂ ÓÚ Í Ë ‚‡Ú ‚˙‚ ‚Â˜Â ÔÛ· ÎË ÍÛ -
‚‡ ÌË ÚÂÍ Ò ÚÓ ‚Â, ˜‡ÒÚ ÓÚ ‡Á „Ó Â ̆ Â ÌËfl ‰ËÒ ÍÛÒ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú -
‚Ó (ÏÓÎfl, ‚Ê. ÌÂÔ Â ÚÂÌ ̂ Ë ÓÁ ÌËfl ÒÔË Ò˙Í ˜Â ÚË ‚‡ ‚ Í‡fl). àÏ‡ ÏÌÓ „Ó Ú‡ ÍË -
‚‡ – ÒÎÂ‰ ‚‡ ̆ Ë Ô‡Í ÚË Í‡ Ú‡ Ë Á‡ ÚÓ ‚‡ ˜ÂÒ ÚÓ ÔË Ò˙Ò Ú ‚‡ ̆ Ë ‚ Â ̂ ÂÌ ÁËË Ë
‰Â ·‡ ÚË ‚˙ ıÛ ÚÂ ÍÛ ̆ Ë ËÁ ÎÓÊ ·Ë. ífl· ‚‡ ‰‡ ‰Ó ·‡ ‚fl, ˜Â ÓÚ „Ó ‚Ó Ë ÓÚ ̃ ‡Ò ÚË
Ë‰ ‚‡Ú Ë ˜ÂÁ ‰ÂÈ ÌÓÒÚ Ú‡ Ë ÚÂÍ Ò ÚÓ ‚Â ÚÂ Ì‡ ÍÛ ‡ ÚÓ Ë. çÂ Ò˙Ï ÌÂ ÌÓ, Á‡ ‰‡ ÒÂ
ËÁ ‚ ÎÂ ̃ Â Í‡Í ‚Ó ÚÓ Ë ‰‡ Â, ÔÓ„ ÎÂ ‰˙Ú ÒÔfl ÏÓ ‡ ·Ó ÚË ÚÂ Úfl· ‚‡ ‰‡ Â ÏÌÓ „Ó
·ÎË Á˙Í, ÔÓ ‰˙Î ÊË ÚÂ ÎÂÌ, Ò ¯Ë Ó ÍÓ ÓÚ ‚Ó Â ÌË Ó˜Ë/Ò˙Á Ì‡ ÌËÂ, ÓÒ ‚Ó ·Ó ‰Â ÌÓ
ÓÚ ı‚‡Ú Í‡ Ú‡ Ì‡ ÔË Â Ú‡ Ú‡ ÚÂ ÏË ÌÓ ÎÓ „Ëfl. çÂ ÓÚ ‰‡‚ Ì‡¯ ÌË, ÒÚ‡ Ì‡ ÎË ÔÓ ̃ Û ÚË
‰ÛÏË Ì‡ ë‡ ‡Ú å‡ ı‡ ‡ ‰Ê, ÔÓ ÙÂ ÒÓ ÓÚ Goldsmiths College ‚ ãÓÌ ‰ÓÌ Ë
ÓÒ ÌÓ ‚ÂÌ ÚÂ Ó Â ÚË ̃ ÂÌ ‡‚ ÚÓ Ë ÚÂÚ/ÍÛ ‡ ÚÓ Á‡‰ ÑÓ ÍÛ ÏÂÌ Ú‡ 11 ‚ ä‡ ÒÂÎ ÔÂÁ
2002, Í‡Á ‚‡Ú: ◊...ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‡Á ‰ Ó ·fl ‚‡ ÚÂ Ó Ë fl Ú‡“. èÂ‰ ÔÓ Î‡ „‡Ï, ˜Â ‚˙Á -
Ò Ú‡ ÌÓ ‚fl ‚‡ ÌÂ ÚÓ Ì‡ ÚÂ Ó Ë fl Ú‡, ÒÎÂ‰ Í‡ÚÓ Â ·ËÎ‡ ‡Á ‰ Ó ·Â Ì‡, ÌÂ Â ÎÂÒ ÌÓ,
ÌÓ ÔÓÌÂ Úfl· ‚‡ ‰‡ ÒÂ ÓÔË Ú‡. 

3. íÛÍ ˘Â ˆË ÚË ‡Ï ·ÎÂÒ Úfl ̆ Ó Ì‡· Î˛ ‰Â ÌËÂ Ì‡ Ò‡ ÏËfl ä¸Ó ÒÂ‚ ÓÚ Ô Â ‰Ë „Ó -
‰Ë ÌË: ◊ëÚÛÍ ÚÛ ‡ Ú‡ Ì‡ ÔÓ ‰ÓÁ Â ÌË Â ÚÓ ÓÚ ‡ Áfl ‚‡ ÒÚÛÍ ÚÛ ‡ Ú‡ Ì‡ ÎË˜ ÌÓÒÚ -
Ú‡“...  í‡ ÍÓ ‚‡ Ì‡ ÏÂ Â ÌËÂ Á‡ Ó·Û ̃ Â ÌËÂ ËÁ „ ÎÂÊ ‰‡ ÔÓ· ÎÂ Ï‡ ÚË˜ ÌÓ. èË ÎË -
˜‡ ÏË ÔÓÒ ÚÓ Ì‡ ÔËÍ Ë ÚËÂ Ì‡ ËÒ ÚËÌ Ò ÍÓ ÚÓ – ‰‡ ÒÂ ÔÂ ÔÓ ‰‡ ‚‡, ‚˙Á ÔË Ú‡ -
‚‡, ‰‡ ÒÂ ÔË ÚËÒ Ì‡Ú ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ ‰‡ ÔË Â Ï‡Ú Ì‡ ·Ó ÓÚ ÔÂ‰ ÔÓÒ Ú‡ ‚Â ÌË
ÚÂ ÏË ÌË, Ë‰ÂË Ë ÍË ÚÂ ËË, ‡Á ÎË˜ ÌË ÓÚ ÚÂÁË Ì‡ ÒÓ· Ò Ú ‚Â Ì‡ Ú‡ ËÏ Ô‡Í ÚË -
Í‡, Á‡ ‰‡ ‡Á Í Ë flÚ, ˜Â ÌÂ ÁÌ‡ flÚ ◊ÚÓ‚‡“ ËÎË ◊ÓÌÓ ‚‡“. ë˙ ̆ ÂÒ Ú ‚Â ÌË ÚÂ ‚˙Ô -
Ó ÒË ËÁ „ ÎÂÊ ‰‡ Ò‡ ◊ç‡ flÒ ÌÓ ÎË ÒÚÂ Í‡Í ‚Ó ‚Ò˙˘ ÌÓÒÚ Ô‡ ‚Ë ÚÂ? éÚ „Ó ‚Ó ÌË
ÎË ÒÚÂ Á‡ ‡ ·Ó Ú‡ Ú‡ ÒË?“ èÓ ‰Ó· ÌË ‚˙Ô Ó ÒË Ò‡ ÎÂ „Ë ÚËÏ ÌË, ÌÓ ÓÚ Ô ‡‚ Ì‡ Ú‡
ËÏ ÚÓ˜ Í‡, ‡ÍÓ Ìfl ÍÓÈ Ì‡ ËÒ ÚË Ì‡ ËÒÍ‡ ‰‡ ÒÂ Ó· ‡ ÁÓ ‚‡, ‡ ÌÂ ‰‡ ÔÓ Û ̃ ‡ ‚‡, ËÁ -
„ ÎÂÊ ‰‡ ÔÂ Í‡ ÎÂ ÌÓ Á‡Ú ‚Ó Â Ì‡, ÔÂ ‰ÓÔ Â ‰Â ÎÂ Ì‡ Ë ÔÂ‰ Ì‡ ÏÂ Â Ì‡. ÄÍÓ
ÊÂ Î‡Â¯ ‰‡ ÒÂ Ó· ‡ ÁÓ ‚‡¯, ÓÚ ‚‡ fl¯ Ò˙Á Ì‡ ÌË Â ÚÓ ÒË, Ì‡ÎË? Ä Ú‡Í‡ Ì‡ ÏÂ -
Â ÌË Â ÚÓ ËÁ „ ÎÂÊ ‰‡ ÔÓ-ÒÍÓ Ó ‰‡ ÒÂ ÔÂ ‰ËÁ ‚Ë Í‡Ú, ‡ ÔÓÒ ÎÂ Ë Ì‡ Í‡ ‡Ú ıÛ -
‰ÓÊ ÌË ̂ Ë ÚÂ ‰‡ ÔË Â Ï‡Ú Â‰ËÌ ‚Ë‰ ÌÂ Û ÍÓÒÚ Ë ÎËÔ Ò‡ Ì‡ Ò‡ ÏÓ Ò˙Á Ì‡ ÌËÂ Á‡
‡ ·Ó Ú‡ Ú‡ ÒË, ËÎË, ÅÓÊÂ ÓÔ‡ ÁË, ‰‡ ÔËÁ Ì‡ flÚ Ìfl ÍÓË Ï˙ ÌË˜ ÍË ◊Ò‡Ï ÌË“
Ú‡È ÌË, ÌÂ˘Ó Í‡ÚÓ ÔË ‰˙ Ê‡ ÌÂ Í˙Ï ÓÚ ÏË Ì‡ ÎË Ô‡ ‡ ‰Ë„ ÏË Á‡ ÒÓ· Ò Ú ‚Â ÌËfl
ÒË ÒÚ‡ ÚÛÒ, Ô‡Í ÚË Í‡ Ë Ó˜‡Í ‚‡ ÌËfl. ÅËı ÒÂ ‡‰ ‚‡Î ‡ÍÓ „Â ̄ ‡.

ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚ –
ÒÚ. 81

ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚ –
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ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚ –
ÒÚ. 81
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Luchezar Boyadjiev
All of the comments bellow are not binding on any other person involved
with contemporary art, nor do they express the views of anybody else but
myself.

1. I wonder what the benefits of ignorance might be? Sounds interesting! 
I can pretend to be ignorant too…

2. I wonder if the addressee of these questions is the right one? Artists think
about those things, or read what writers in the field of theory of visual arts
have written, but I do not think artists should write the answers. At least I do
not see this as part of an artist's professional set of obligations. The answers,
if at all available from artists, are usually provided in the works. Maybe later on
are derived from the practice of the artists by theoreticians, but not the other
way around (answers first and then practice...). It seems that the answers to
Kiossev's questions are easy to find in already existing writings that are part
of the heated discourse on contemporary art (Please, refer to the humbly sug-
gested list of readings at the end!). There are a lot of those and they do follow
the practice, that's why they are often found in reviews and debates on cur-
rent shows. Here I must add that the answers come, in part, from the practice
and writing of curators as well. Admittedly, in order to derive anything one has
to look at the works a lot closer, longer and with an open eye/mind, which
has been relaxed from the grips of accepted terminology. A recent famous
quote from Sarat Maharaj, the professor from Goldsmiths College in London
and the main theoretical authority/curator behind the Documenta 11 in Kassel
2002: “…art is a shredder of theory”. I guess it must be quite hard to recon-
struct theory once it has been shredded but one could at least try. 

3. I will quote here the brilliant observation by Kiossev himself from a few
years ago: “The structure of suspicion reflects the structure of the suspect-
ing individual”… This willingness to learn is a bit problematic. It seems to me
that it is just a gimmick to camouflage the real intention which is to teach,
educate, put some pressure on the artists to accept a set of predetermined
terms, concepts and criteria that are not the ones of their practice while
expecting the artists to reveal that they do not actually know “this” or “that”.
The bottom line question seems to be – are you aware of what you are actu-
ally doing? Are you responsible for your works? It’s a legitimate question but
the starting premise, if one claims to be willing to learn rather then teach,
looks a bit too closed off, predetermined and prejudiced. If you want to
learn you are supposed to be open minded, right? Thus, it seems the inten-
tion is rather to challenge, and then force artists to admit to some sort of
ignorance or lack of awareness about their practice, or God forbid, to some
dirty little secret like being partial to outdated paradigms of their own status,
practice and expectations. I would be happy if I am proven wrong... 

4. They seemed to fit in with each other... As far as “Bank-furt” goes, 
I remember the answer that one of the people I interviewed in my work for
Manifesta 4 (titled “I Want You for M4”, DVD, 81 min long film) gave me
when I asked him about that famous “Bank-furt” image... He said: “So what,
it's part of Frankfurt as much as Wall Street is part of New York...” They do
important shows in New York regardless the fact that it’s the financial capital
of the globalized world.

Alexander Kiossev –
page 83
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4. àÁ „ ÎÂÊ ‰‡ ı‡ Ô‡Ò ‚‡ ̆ Ë ÔÓ ÏÂÊ ‰Û ÒË... ÑÓ ÍÓÎ ÍÓ ÚÓ „Ó ‚Ó ËÏ Á‡ ◊Å‡Ì Í -
ÙÛÚ“, ÒÔÓÏ ÌflÏ ÒË ÓÚ „Ó ‚Ó ‡ Ì‡ Â‰ËÌ ÓÚ ËÌ ÚÂ ‚˛ Ë ‡ ÌË ÚÂ ‚ ‡ ·Ó Ú‡ Ú‡ ÏË
Á‡ å‡ ÌË ÙÂÒ Ú‡ 4 (“I Want You for M4”, DVD, 81 ÏË ÌÛ ÚÂÌ ÙËÎÏ), ÍÓ „‡ ÚÓ „Ó
ÔÓ ÔË Ú‡ı Á‡ ÚÓÁË ◊·‡Ì ÍÓ‚ ËÏË‰Ê“... ä‡Á‡: ◊óÂ Í‡Í ‚Ó – ˜‡ÒÚ Â ÓÚ î‡Ì Í -
ÙÛÚ, ÍÓÎ ÍÓ ÚÓ Ë ìÓÎ ëÚËÈÚ Â ˜‡ÒÚ ÓÚ ç˛ âÓÍ...“ à ‚ ç˛ âÓÍ ÒÂ ÒÎÛ˜ -
‚‡Ú ‚‡Ê ÌË ËÁ ÎÓÊ ·Ë, ÌÂ Á‡ ‚Ë ÒË ÏÓ, ˜Â Â ÙË Ì‡Ì ÒÓ ‚‡ ÒÚÓ ÎË ̂ ‡ Ì‡ „ÎÓ ·‡ ÎË -
ÁË ‡ ÌËfl Ò‚flÚ.

5. ëÚÛ ‚‡ ÏË ÒÂ, ÏÓÊÂ Ë ‰‡ „Â ̄ ‡, ˜Â ÓÒ ÌÓ‚ Ì‡ Ú‡ ÔË ̃ Ë Ì‡ ‰‡ ËÏ‡ ÒÔÓ -
ÎÛ˜ ÎË ‚Ë ËÁ ÎÓÊ ·Ë ËÎË ‰ÂÈÒ Ú ‚Â Ì‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ÒˆÂ Ì‡ ‚ Ìfl ÍÓÈ „‡‰, ÌÂ -
Á‡ ‚Ë ÒË ÏÓ ÓÚ ÒÔÂ ̂ Ë ÙË˜ ÌË ÚÂ ÏÛ „Â Ó„ ‡Ù Ò ÍË ı‡ ‡Í ÚÂ ËÒ ÚË ÍË, Ò‡ ËÌ ÚÂ ÂÒ -
ÌË ÚÂ Ë‰ÂË Ë ‰Ó· Ë ‡ ·Ó ÚË ‚ ÂÍ Ò ÔÓ ÁË ̂ Ëfl Ë/ËÎË Ú‚Ó ̃ ÂÒ Í‡ Ú‡ ÂÌÂ „Ëfl Ì‡
ÒˆÂ Ì‡ Ú‡. çÂ Â ÎË Ú‚Ó ̃ ÂÒ Í‡ Ú‡ ÂÌÂ „Ëfl ÓÒ ÌÓ‚ Ì‡ ÔË ̃ Ë Ì‡ ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ ‰‡
‡ ·Ó ÚflÚ Ë ÍÛ ‡ ÚÓ Ë ÚÂ ‰‡ Ô‡ ‚flÚ ËÁ ÎÓÊ ·Ë? åÓ ÚË ‚‡ ̂ Ë fl Ú‡ ÏÓÊÂ ‰‡ ‚‡ Ë -
‡ Ë ‰‡ ÔË ÚÂ Ê‡ ‚‡ ‡Á ÎË˜ ÌË ‡Ò ÔÂÍ ÚË, ÌÓ Ì‡Í ‡fl ‚Ë Ì‡ „Ë ◊‚Ó Îfl Ú‡ Á‡ ËÁ -
ÍÛÒ Ú ‚Ó“ (Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó, ‡ÍÓ ËÒ Í‡ ÚÂ) Â ÚÓ‚‡, ÍÓ Â ÚÓ ‰‚Ë ÊË ÌÂ ̆ ‡ Ú‡.
ë˙ Ê‡ Îfl ‚‡Ï, ‡ÍÓ Á‚Û ̃ Ë ÔÂ Í‡ ÎÂ ÌÓ ÒÚ‡ Ó ÏÓ‰ ÌÓ... í˙È ˜Â, å‡ ÌË ÙÂÒ Ú‡ ‚
ëÓ ÙËfl Â ‚˙Á ÏÓÊ Ì‡, Í‡Í ÚÓ Ë ‚ ë‡ ‡ Â ‚Ó, âÂ Û Ò‡ ÎËÏ ËÎË Ìfl Í˙ ‰Â ‰Û „‡ ‰Â.
í‡Í‡ Â ÔÓ ÔËÌ ̂ ËÔ, Í‡Í ÚÓ Ë Á‡ ̆ Ó ÚÓ ÍÓÌ Í ÂÚ ÌÓ ÚÓ Â ̄ Â ÌËÂ Á‡ „‡‰-‰Ó Ï‡ -
ÍËÌ Á‡ ‚Ë ÒË ÓÚ ÅÓ ‰‡ Ì‡ å‡ ÌË ÙÂÒ Ú‡ (ÎË˜ Ì‡ Ú‡ ÏÛ ÔÂ ̂ ÂÌ Í‡, ÒÔÂ ̂ Ë ÙË˜ ÌË
ÏÓ ÚË ‚Ë, ˆÂÎË Ë Ú. Ì.) Ë ÔÂ „Ó ‚Ó Ë ÚÂ Ò ‰‡ ‰Â ÌÓ ÏflÒ ÚÓ. ÇÒË˜ ÍË ÚÂÁË Â ̄ Â -
ÌËfl/ÔÂ „Ó ‚Ó Ë Ò‡ Ò˙˘Ó ˜‡ÒÚ ÓÚ ÔÓ ÂÍ Ú‡ å‡ ÌË ÙÂÒ Ú‡, ÌÂ „Ó ‚Ó ÚÓ ÏË Ì‡ ÎÓ Ë
‚˙Á ‰ÂÈÒ Ú ‚ËÂ, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ Ë Â ̄ Â ÌË fl Ú‡ Ì‡ ÍÛ ‡ ÚÓ Ò ÍËfl ÂÍËÔ Ë Û˜‡Ò Ú ‚‡ -
˘Ë ÚÂ ıÛ ‰ÓÊ ÌË ̂ Ë. ÖÒ ÚÂÒ Ú ‚Â ÌÓ, ÚÓ‚‡ Ò‡ ÚÂÏË Á‡ ‡Á Ò˙Ê ‰Â ÌËÂ ÔÂ ‰Ë Ë Á‡
ËÌ ÚÂ Ô Â Ú‡ ̂ Ëfl ÒÎÂ‰ Ò˙ ·Ë ÚË Â ÚÓ.

6. ÑÓ ÍÓÎ ÍÓ ÚÓ „Ó ‚Ó ËÏ Á‡ ◊ÒÓ ̂ Ë ‡Î Ì‡ ‚‡ ÎË‰ ÌÓÒÚ“ Ì‡ ‚Ë ÁË Ë ÚÂ... åËÒ Îfl, ˜Â
‰‡ – Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ËÏ‡ Ú‡ Í‡ ‚‡ ÙÛÌ Í ̂ Ëfl, Ï‡ Í‡ Úfl Ò˙Ò ÒË „Û -
ÌÓÒÚ ‰‡ ÌÂ Â ÏÂ ÒË ‡Ì Ò Í‡. íÓ ÔÓ-ÒÍÓ Ó ÓÔÂ Ë ‡ Ì‡ ÏËÍ Ó-ÌË ‚‡ Ú‡ Ì‡ ÍË -
ÚË Í‡ Ú‡, ‰Ó ÍÛ ÏÂÌ ÚË ‡ ÌÂ ÚÓ, ÒÂ ÎÂÍ ̂ Ë fl Ú‡, ÔÓ‰ Ë‚ Ì‡ Ú‡ ‰ÂÈ ÌÓÒÚ, ÒË ÏÛ ÎË ‡ -
Ì‡ Ú‡ Â ‡Î ÌÓÒÚ, ÔÓ ‚Ó Í‡ ̂ Ë fl Ú‡, ÓÚ ÍÓÎ ÍÓ ÚÓ Ì‡ ÚÓ‚‡ Ì‡ ◊‚Ë ÁË fl Ú‡“. çflÏ‡
ÌËÚÓ ‚Â ÎË ÍË ‚Ë ÁËË, ÌËÚÓ ‚Â ÎË ÍË ÓÚ „Ó ‚Ó Ë – ËÏ‡ ÔÓÒ ÚÓ ÔÂ‰ ÎÓ ÊÂ ÌËfl,
ÍÓ Ë ÚÓ ÔÂ ‰ËÁ ‚ËÍ ‚‡Ú Ë ÒÂ Ì‡ ‰fl ‚‡Ú ‚ÌË Ï‡ ÚÂÎ ÌÓ Ë ÒÔÓ ÍÓÈ ÌÓ ‰‡ ‡Á ̄ Ë flÚ
Ò˙Á Ì‡ ÌË Â ÚÓ Ì‡ ÁË ÚÂ Îfl. í˙È Í‡ÚÓ ÌÂ ÏÓ ÊÂÏ ‰‡ ÒÂ Ì‡ ‰fl ‚‡ ÏÂ Ì‡ ËÒ ÚË Ì‡ ‰‡
ÁÌ‡ ÂÏ ÓÚ „Ó ‚Ó Ë ÚÂ...  

7. á‡˘Ó Ò‡ÏÓ ÚÂ Ú‡ Ú‡? ä‡Í ‚Ó ËÏ Â Ì‡ Ô˙ ‚Ë ÚÂ ‰‚Â? ÑÌÂÒ ÚÂ ËÁ „ ÎÂÊ ‰‡Ú
ÌÂ ÔÓ-Ï‡Î ÍÓ ‚‡ ÎË‰ ÌË Á‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, ÌÓ Ì‡ ÏËÍ Ó-ÌË‚‡. à
‚˙Á ÔË Ú‡ ÚÂÎ ÌË flÚ ‡Ò ÔÂÍÚ ÌÂ Â ÚÓ˜ ÌÓ ÂÒ ÚÂ ÚË ̃ ÂÒ ÍÓ ‚˙Á ÔË Ú‡ ÌËÂ, ‡ ÔÓ-ÒÍÓ Ó
◊ÚÂ ÌË ‡ ÌÂ“ Ì‡ ‡Á ̄ Ë fl ‚‡ ̆ Ë Ò˙Á Ì‡ ÌË Â ÚÓ ÚÂı ÌË ÍË, Í˙ ‰Â ÚÓ Í‡ ÒÓ Ú‡ Ú‡ Ì‡
ÂÔ Â ÁÂÌ ÚË ‡ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Â ÓÚ Ì‡È-„Ó Îfl Ï‡ ‚‡Ê ÌÓÒÚ... à ÚË Ï‡ Ú‡ ÏËÒ -
ÎË ÚÂ ÎË, ÔÂ ÁË ‡ ̆ Ë Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡, Ò‡ ËÏ‡ ÎË ·ÂÁ Ò˙Ï ÌÂ ÌËÂ Ò‚Ó Ë ÚÂ
‰Ó ‚Ó ‰Ë. çÓ Úfl· ‚‡ ÎË ‰‡ ÒÂ ˜Û‚ Ò Ú ‚‡Ï Á‡ ‰˙Î ÊÂÌ Ë Ó„ ‡ ÌË ̃ ÂÌ ÔÓ Ìfl Í‡ Í˙‚
Ì‡ ̃ ËÌ ÓÚ Í‡Í ‚Ó ÚÓ Ò‡ ˜Û‚ Ò Ú ‚‡ ÎË, ÏËÒ ÎË ÎË ËÎË ÔË Ò‡ ÎË? ê‡Á Â ̄ ‡ ‚‡ ÎË ÏË
ä¸Ó ÒÂ‚ ÒÓ· Ò Ú ‚ÂÌ ËÁ ·Ó? ÇÚÓ Ó, ÌÂ ‚fl ‚‡Ï Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó ‰‡
ÒÂ ÒÚÂ ÏË ‰‡ Ó „‡ ÌË ÁË ‡ Í‡Í ‚Ë ÚÓ Ë ‰‡ Ò‡ ÂÍ Ò Ú‡ ÚË˜ ÌË ÂÌÂ „ËË, ÔÓÒ ÚÓ
Á‡ ̆ Ó ÚÓ, ÔÓÌÂ ‚ Ì‡¯Ë ‰ÌË, ÚÓ Â ÔÓ ÚË ‚Ó ÔÓ Í‡Á ÌÓ Ì‡ ÂÍ Ò Ú‡ Á‡. ãË˜ ÌÓ ‡Á ı‡ -
ÂÒ ‚‡Ï Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Ë ÍÛÎ ÚÛ Ì‡ Ú‡ ËÌ ‰ÛÒ Ú Ëfl, Ú˙È Í‡ÚÓ ÏÂ Ò‚‡ ÎflÚ ÓÚ
ÍÛ Í‡ Ú‡ Ë ÌÂ ÏË ÒÂ Ì‡ Î‡ „‡ ‰‡ ‰ÓÒ Ú‡ ‚flÏ ‡Á ‚ ÎÂ ̃ Â ÌËfl Ì‡ Ï‡ ÒË ÚÂ ËÎË ‰‡ ÒÂ
ÚÂ ‚Ó Ê‡ Á‡ Ò‚Ó ·Ó‰ ÌÓ ÚÓ ËÏ ‚Â ÏÂ. Sorry boys!

8. Ñ‡, ËÏ‡ Ë ÒÎ‡ ‚‡ ÅÓ„Û. íÓÎ ÍÓ ‚Ó Â ÔÓ-‰Ó· Â ‰‡ çÖ ÒË ÓÚ „Ó ‚Ó ÂÌ Á‡ ÔÓ -
‰Ó· ÌË ÌÂ˘‡. ãÂÒ ÌÓ ‚Ë ‰Ë ÏË ÚÂ ÒÓ ̂ Ë ‡Î ÌË ÙÛÌ Í ̂ ËË Ì‡ Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ ‡ Ò‡
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5. I think, maybe I am wrong, that the main reason why there are successful
shows or a lively art scene in a city, regardless the specific characteristics
of the urban location is the interesting idea and good works in a show
and/or the creative energy of the scene. The creative energy is also the
main reason why artists make works and curators make shows, isn’t it so?
The motivation may vary and have different aspects but at the end it’s
always the “will to art” (contemporary art, if you wish) that makes things
happen. I am sorry if this sounds too old fashioned… So, Manifesta in Sofia
is possible as it is possible in Sarajevo or Jerusalem or elsewhere. That is
so in principle as well as because the concrete decision on the host city
depends on the Manifesta Board (their discretion, specific motives, objec-
tives, etc.) and the negotiations with the host city. All of these
decisions/negotiations are also part of the Manifesta project and its back-
ground and impact, as much so as the decision on the curatorial team and
the participating artists. Of course, these are subject to consideration
beforehand and a matter for interpretation afterwards.

6. As far as the “social validity” of the visions goes… I think that yes, con-
temporary art has this function although it is certainly not a messianic one.
Rather it operates on micro levels of critique, documentation, selection, sub-
version, simulation of reality, provocation rather then a “vision”. There are
neither grand visions nor answers, there are just propositions meant to chal-
lenge and hopefully, carefully, gently expand the mind of the viewer.
Because we cannot hope to really know the answers… 

7. Why only the third? What’s wrong with the first two? They seem to be
equally valid for contemporary art today but on micro levels. And the educa-
tional aspect is not really aesthetic education but more like “training” in
mind-expanding techniques where the beauty of the presentation of the art-
work is of utmost importance… The three thinkers who despised mass cul-
ture had no doubt their good reasons. But should I feel myself in any way
bound and restricted by what they felt or thought or wrote? Does Kiossev
allow me the right to make my own choices? Plus, I do not think contempo-
rary art wants to organize any ecstatic energies simply because it’s antitheti-
cal to ecstasy, at least these days. I personally like mass culture and culture
industry because they get me off the hook and I do not have to either pro-
vide entertainment to the masses or worry about their leisure time. Sorry
boys!

8. Yes, it does and thank God for that. It’s so much nicer NOT to be held
responsible for those things. The social functions of mass culture that are
so easy to observe are related to control and conformism. I wouldn’t want to
mess up with that either. Let them be.

9. Yes, once again, thank God for that! Contemporary art is indeed elitist, at
least in this equation… This way it can preserve a degree of critical efficien-
cy. So much the worse then for the exstasy popping people… I am strongly
opposed to comparing and confusing these two fields in such a way on the
level of theoretical reflection because then we should all just start working in
discotheques only to try and reach the dancing mass while theory of the
Kiossev type is satisfied. That’s not interesting. I want to “catch” the party-
goer at the point when he is either entering the party or just out of the disco
and preferably has a hangover…

Alexander Kiossev –
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Ò‚˙ Á‡ ÌË Ò ÍÓÌ Ú ÓÎ Ë ÍÓÌ ÙÓ ÏË Á˙Ï. çË Í‡Í ÌÂ ·Ëı ËÒ Í‡Î ‰‡ ËÏ‡Ï ÌÂ˘Ó
Ó·˘Ó Ò ÚÓ‚‡. Ñ‡ ÒÂ ÓÔ ‡ ‚flÚ Ò‡ÏË.

9. é˘Â ‚Â‰ Ì˙Ê – ‰‡, Ë ÓÚ ÌÓ ‚Ó ÒÎ‡ ‚‡ ÅÓ„Û! ë˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Ì‡ ËÒ -
ÚË Ì‡ Â ÂÎË Ú‡ ÌÓ, ÔÓÌÂ ‚ ‰‡ ‰Â ÌÓ ÚÓ Û‡‚ ÌÂ ÌËÂ... í‡Í‡ ÚÓ ÛÒ Ôfl ‚‡ ‰‡ Ò˙ı ‡ -
ÌË „‡ ‰Û Ò‡ Ì‡ ÍË ÚË˜ Ì‡ Ú‡ ÒË ÂÙË Í‡Ò ÌÓÒÚ. íÓÎ ÍÓ ‚‡ ÔÓ-ÁÎÂ ÚÓ „‡ ‚‡ Á‡ ÔÓ„ -
Î˙ ̆ ‡ ̆ Ë ÚÂ ÂÍ Ò Ú‡ ÁË ıÓ‡... ëËÎ ÌÓ Ò˙Ï ÔÓ ÚË‚ Ò‡‚ ÌÂ ÌË Â ÚÓ Ë ÒÏÂÒ ‚‡ ÌÂ ÚÓ
ÔÓ ÔÓ ÒÓ ̃ Â ÌËfl Ì‡ ̃ ËÌ Ì‡ ÌË‚Ó ÚÂ Ó Â ÚË ̃ ÂÒ Í‡ ÂÙ ÎÂÍ ÒËfl Ì‡ ÚÂÁË ‰‚Â Ó· -
Î‡Ò ÚË, Á‡ ̆ Ó ÚÓ ‚ Ú‡ Í˙‚ ÒÎÛ ̃ ‡È ‚ÒË˜ ÍË ˘Â Úfl· ‚‡ ‰‡ Á‡ ÔÓ˜ ÌÂÏ ‡ ·Ó Ú‡ ÔÓ
‰ËÒ ÍÓ ÚÂ ÍË, Ò‡ÏÓ Ë Ò‡ÏÓ ‰‡ ‰Ó ÍÓÒ ÌÂÏ Ú‡Ì ̂ Û ‚‡ ̆ Ë ÚÂ Ï‡ÒË, ‰Ó Í‡ ÚÓ ÚÂ Ó Ë fl -
Ú‡ ÚËÔ ä¸Ó ÒÂ‚ ·˙‰Â Û‰Ó‚ ÎÂÚ ‚Ó Â Ì‡. çË Í‡Í ÌÂ Â ËÌ ÚÂ ÂÒ ÌÓ. àÒ Í‡Ï ‰‡
“Á‡ ÎÓ ‚fl” Ô‡ ÚË-Û˜‡Ò Ú ÌË Í‡ ÚÓ˜ ÌÓ ‚ ÏË„‡, ÍÓ „‡ ÚÓ ‚ÎË Á‡ ËÎË ÚÓ˜ ÌÓ ÍÓ „‡ ÚÓ
ËÁ ÎË Á‡ ÓÚ ‰ËÒ ÍÓ ÚÂ Í‡ Ú‡ Ë ÔÓ ‚˙Á ÏÓÊ ÌÓÒÚ Â Ï‡ı ÏÛ ÎËfl... 

10. íÓÎ ÍÓ ‚‡ ÏÌÓ „Ó Ë ÔÓ ‚Â ̃ Â ÚÓ ÌÂ ‡ ‰ÂÍ ‚‡Ú ÌË ÚÂ ÏË ÌË. Ä ·Ë ÎË ‰Ó ·‡ ‚ËÎ
ıÛ ‰ÓÊ ÌË ̂ Ë Ë ÔÛ· ÎË Í‡, ÍÓÎ ÍÓ ÚÓ Ë ‰‡ Â Ó„ ‡ ÌË ̃ Â Ì‡? é˘Â ‚Â‰ Ì˙Ê – ÔÓ ‰Ó· -
ÌÓ Û‡‚ ÌÂ ÌËÂ ÏÂ Í‡‡ ‰‡ Ì‡Ò ÚÓ fl ‚‡Ï, ˜Â ‚ Ò‡‚ ÌÂ ÌËÂ Ò Ï‡ ÒÓ ‚‡ Ú‡ ÍÛÎ ÚÛ -
‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÌÂ Ò‡ÏÓ Úfl· ‚‡ ‰‡ ËÁ „ ÎÂÊ ‰‡, ÌÓ Ì‡ ËÒ ÚË Ì‡ ‰‡ Â ÂÎË Ú‡ ÌÓ.
◊åÂ ÊË ÚÂ“ ËÎË Ò‡ Á‡Ú ‚Ó Â ÌË, ËÎË ÌÂ, ‡ ÒË ÏËÒ Îfl, ˜Â Ò‡ ÌË ÔÓ ‚Â ̃ Â, ÌË
ÔÓ-Ï‡Î ÍÓ Á‡Ú ‚Ó Â ÌË ÓÚ ÚÂÁË Ì‡ ‚Òfl Í‡ ÔÓ ÙÂ ÒË Ó Ì‡Î Ì‡ Ó· ̆  ÌÓÒÚ, ÒÔÓ ‰Â -
Îfl ̆ ‡ Â‰ Ì‡Í ‚Ë ËÌ ÚÂ Â ÒË, ÓÔ‡ ÒÂ ÌËfl, ÏÓ ÚË ‚‡ ̂ Ëfl, ÔË Ó Ë ÚÂ ÚË Ë Ú. Ì. à
ÏÓÊÂ ÎË ‰‡ Â ‰Û „Ó? çÓ ‚ Ò‡‚ ÌÂ ÌËÂ Ò ÔÓ ‚Â ̃ Â ÚÓ ÏÂ ÊË, Ú‡ÁË ËÏ‡ ÔÓ ‚Â -
˜Â Ë ÔÓ-ÏÓ˘ ÌË ÔÛ· ÎË˜ ÌË ÙÓ Û ÏË. ç‡ ËÒ ÚË Ì‡ ÎË Ì‡ ÏË ‡Ï ÔË ä¸Ó ÒÂ‚ ËÁ -
‚ÂÒ Ú Ì‡ ÒÚÂ ÔÂÌ Ì‡ Ó·Ë ‰‡? åÓÊÂ ·Ë ÒÂ Â ÓÔËÚ ‚‡Î (·Â ÁÛÒ ÔÂ¯ ÌÓ) ‰‡ ÒÂ
‚ÌÂ‰ Ë ‚ ◊ÏÂ ÊË ÚÂ“? Ö, Ù‡Í Ú˙Ú, ˜Â ÌÂ Ò˜Ë Ú‡¯ ÒÂ·Â ÒË Á‡ ÔË Ì‡‰ ÎÂ Ê‡˘
Í˙Ï Ú‡ ÍË ‚‡ ◊ÏÂ ÊË“ ËÎË ◊Í˙ „Ó ‚Â“, ÌÂ ÓÁ Ì‡ ̃ ‡ ‚‡ Á‡ ‰˙Î ÊË ÚÂÎ ÌÓ, ˜Â ÚÂ Ò‡
Á‡Ú ‚Ó Â ÌË. ç‡ ‰fl ‚‡Ï ÒÂ, ‡Á ·Ë ‡¯ „Ó.

íÛÍ ˘Â ÒÂ Ó·˙ Ì‡ ÔÓ-Ì‡ ̄ Ë Ó ÍÓ Í˙Ï ˜ÂÒ ÚÓ ÛÔÓÚ Â ·fl ‚‡ Ì‡ ‰‚ÓÈ Í‡ ÚÂ ÏË ÌË
– ◊ÏÂ ÊË“ Ë ◊Í˙ „Ó ‚Â“, Á‡ ̆ Ó ÚÓ, ËÁ „ ÎÂÊ ‰‡ ÚÂ ‰ÓÒ Ú‡ ÚÂ ‚Ó Ê‡Ú ä¸Ó ÒÂ‚. Ç
‡Ì Ì‡ ‚Â ÒËfl Ì‡ ‚˙Ô Ó ÒË ÚÂ ËÏ‡ ̄ Â Ë ÚÂ ÏËÌ ◊Á‡Ú ‚Ó Â ÌË ıÛ ‰Ó ÊÂÒ Ú ‚Â -
ÌÓ/ÂÍ Ò ÔÂ Ë ÏÂÌ Ú‡Î ÌË Í˙ „Ó ‚Â“ – Ì‡‰ ÌÂ„Ó Ò˙˘Ó ÏËÒ ÎËı ‰˙Î „Ó. ìÒÂ ÚËı, ˜Â
ÌÂ ·flı ˜Û ‚‡Î ÔÓ-‡ÌÓ Á‡ Úflı Ë ÏÓÊÂ ·Ë ä¸Ó ÒÂ‚ Â ËÁ ÍÓ ‚‡Î ÌÓ‚ ÚÂ ÏËÌ,
ÍÓÈ ÚÓ ‚ÒÂ Ô‡Í ·Ë Úfl· ‚‡ ÎÓ ‰‡ ÏË Â Ó·flÒ ÌÂÌ ÔÓ-Ó· Ò ÚÓÈ ÌÓ Ë ÔÓ ÎÓ ÊË ÚÂÎ ÌÓ
Ò ÔÓ ‚Â ̃ Â ËÌ ÚÂ Ô Â Ú‡ ÚË‚ Ì‡ ÓÚ „Ó ‚Ó ÌÓÒÚ. á‡ ̆ Ó ÚÓ ·Ëı ËÒ Í‡Î ‰‡ ÁÌ‡Ï: Í‡Í
Ò‡ ÔÓ ÁË ̂ Ë Ó ÌË ‡ ÌË ÚÂÁË ÏÂ ÊË Ë Í˙ „Ó ‚Â Í‡ÚÓ ÏflÒ ÚÓ Ë ‰ÂÈÒ Ú ‚‡˘ Ò˙Ò Ú‡‚;
‰‡ÎË ÚÂÁË ÏÂ ÊË Ë Í˙ „Ó ‚Â ÒÂ ‰Â ÙË ÌË ‡Ú Ò‡ÏË Í‡ÚÓ Ú‡ ÍË ‚‡ ËÎË ÚÓ‚‡ Â
ËÌ Í Ë ÏË ÌË ‡ ̆ ‡ ‰Â ÙË ÌË ̂ Ëfl, Ë ‡ÍÓ Â Ú‡Í‡ Í‡Í ‚Ó ‚Ò˙˘ ÌÓÒÚ Â ËÌ Í Ë ÏË ÌË -
‡ ÌÓ ÚÓ; Í‡Í ‚Ë Ò‡ Ô‡ ‚Ë Î‡ Ú‡ Ë ËÌ ÚÛ Ë ̂ Ë Ë ÚÂ, ‡Á ·Ë ‡ ÌË fl Ú‡, Ò˙„ Î‡ ̄ Â ÌË fl Ú‡
Ë, ÏÓÊÂ ·Ë Ú‡È ÌË ÚÂ, ÍÓ Ë ÚÓ ÛÔ ‡‚ Îfl ‚‡Ú „Â ÌÂ ÁË Ò‡, Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ ÚÓ Ë ÙÛÌ -
Í ̂ Ë Ó ÌË ‡ ÌÂ ÚÓ Ì‡ ÚÂÁË ÏÂ ÊË Ë Í˙ „Ó ‚Â, ‡ÍÓ Ì‡ ËÒ ÚË Ì‡ „Ë ËÏ‡; Í‡Í ÒÂ Á‡ -
‡Ê ‰‡Ú Ë ÔÓ Í‡ Í˙‚ Ì‡ ̃ ËÌ ÒÚ‡ ‚‡¯ ÚÂ ıÂÌ ˜ÎÂÌ; Í‡Í ◊Á‡ ÒË ̃ ‡ ÏÂ“ Ë Úflı, Ë
˜ÎÂ ÌÓ ‚Â ÚÂ ËÏ; Í‡Í ‚Ó Â ÂÍ Ò ÔÂ Ë ÏÂÌ Ú˙Ú ‰ÌÂÒ Ë ‰‡ÎË ÔËÁ Ì‡ ‚‡ ÌÂ ÚÓ ÏÛ Á‡
Ú‡ Í˙‚ Á‡ ‚Ë ÒË ÓÚ ÔÂ‰ ıÓ‰ ÌÓ ÁÌ‡ ÌËÂ Ë Ú. Ì.?    

ÑÓ Î‡ ‚flÏ ‚ÒÂ Ô‡Í, ˜Â Ì‡È-·ÎËÁ ÍË flÚ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡˘ Ë ÍÓ ÂÍ ÚÂÌ ÚÂ ÏËÌ Á‡
ÚÓ‚‡, ÍÓ Â ÚÓ ä¸Ó ÒÂ‚ ÒË „Û ÌÓ ËÏ‡ Ì‡ÛÏ, ÍÓ „‡ ÚÓ ËÁ ÔÓÎ Á ‚‡ ‰Û ÏË ÚÂ ◊ÏÂ ÊË“
Ë/ËÎË ◊Í˙ „Ó ‚Â“ Ë Á‡ ÍÓÈ ÚÓ ÏÓ„‡ ‰‡ ÒÂ ÒÂÚfl, Â ◊ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË flÚ Ò‚flÚ“.
Ç˙‚ ‚ÒÂ ÍË ÒÎÛ ̃ ‡È Ú‡Í‡ ÒÂ ÔÓ ̃ Ë Ú‡ ‚ ËÁ ‰‡ ‰Â Ì‡ Ú‡ ‚ Í‡ Ú‡ ÎÓ„‡ ‚Â ÒËfl Ì‡
Ô˙ ‚Ó Ì‡ ̃ ‡Î ÌË ÚÂ ‚˙Ô Ó ÒË. Ç˙Á ÏÓÊ ÌÓ Â ‡Á Ò‡ ÏËflÚ ‰‡ ÔË Ì‡‰ ÎÂ Ê‡ Í˙Ï
◊ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌËfl Ò‚flÚ“, Ï‡ Í‡ ‰‡ ÒÂ Ì‡ Î‡ „‡ ‰‡ Á‡ fl ‚fl, ˜Â ÌË ÍÓÈ ÌÂ ÏÂ Â
ÔË Â Ï‡Î Ú‡Ï, ÌËÚÓ Ò˙Ï ˜Û ‚‡Î Ìfl ÍÓÈ ‰Û„ ‰‡ Â ·ËÎ ÔË ÂÚ Á‡ ÌÂ „Ó‚
◊˜ÎÂÌ“... çÂ Á‡ ‚Ë ÒË ÏÓ ˜Â ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË flÚ Ò‚flÚ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡, ÚÓ‚‡ Â ÔÓ-
ÒÍÓ Ó ËÁ ‡Á, Í‡ Ò‡Â˘ ÌÂ ÓÔ Â ‰Â ÎÂÌ, ÚÛ ‰ÂÌ Á‡ Ó· ‚˙ Á ‚‡ ÌÂ, ‰ÓÒ Ú‡ ‡Á ÌÓ -
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10. So many terms, most of them inadequate. Maybe add artists and audi-
ence as restricted as it might be? Once again, the equation urges me to
claim that in comparison to mass culture art should not only appear but
should be elitist indeed. Whether the “networks” are closed off or not, I think
they are neither more nor less closed off then any professional community of
people who share same interests, concerns, motivation, priorities, etc. How
could it be otherwise? But in comparison to most these have more and
stronger public outlets. Do I detect in this question a degree of offense taken
by Kiossev? Maybe he tried but failed to infiltrate the “networks”? Well, the
fact that you think you do not belong in these “networks” or “circles” does
not necessarily mean that they are closed off. I hope you realize that.

I will address at more length here the “networks” and the often used “cir-
cles” pair of terms because they seem to bother Kiossev a lot. In an early
draft version of the questions there was a term “closed off artistic/experi-
mental circles” here and I thought about it a lot too. I realized that I have not
heard of these so it might be that Kiossev coined a new term, which, howev-
er, I needed to be explained at more length and certainly with more interpre-
tive responsibility. Because I would like to know: how is he positioning these
networks and circles as to their location and personnel involved; are these
networks and circles defining themselves as such or is this an incriminating
definition and if so, what ‘s being incriminated; what are the rules and the
intuitions, understandings, agreements and maybe secrets that govern the
genesis, existence and functioning of these networks and circles, provided
they exist; how is one initiated and how does one belong there; how do we
detect these and their members; what is an experiment today and does rec-
ognizing it as such depend on previous knowledge, etc.? 

However, I guess the nearest correct and existing term I can think of to what
Kiossev probably has in mind when he is using the words “networks” and/or
“circles” is “the art world”. In any event it appears in the edited catalogue
version of the initial questions. It is possible that I myself belong to “the art
world”, however I must admit that nobody has ever initiated me nor do I
know of anybody having been initiated into “membership”... Regardless, the
art world exists and it's rather an expression that refers to a non-defined,
hard to pin down, quite diverse, fluctuating and internationally discursive
context that has to do with across-the-field professional people and institu-
tions, events and other sorts of affiliation to the practice of contemporary art
and its issues, priorities, standards, ways of communication, etc. The “art
world” is something that people feel and know to exist but are having diffi-
culties to define. One can see it though in action at, for example the open-
ing days of the Venice Biennial or Documenta, or Manifesta for that matter. 

The most important aspect here seems to be that the “art world”, whatever it
might be, is certainly not more or less closed off then the world of acade-
mia, literature and literary circles, cinema producers or historians in the field
of Balkan studies, and so on. Actually, considering the attendance figures of
a large international event or a good show in a local institution, considering
the circulation figures of the catalogues of those major events, considering
the various aspects of negotiating and materially realizing the actual event in
a specific place as well as the talks needed for sponsorship, let’s say, it
might be that the “art world” is rather open. At least because through shows
and works it faces a much larger audience then any academic event or
product could ever hope to face. Or because through doing the concrete

Alexander Kiossev –
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Ó· ‡ ÁÂÌ, ÚÂ ̃ ‡˘ Ë ÏÂÊ ‰Û Ì‡ Ó‰ ÌÓ ‰ËÒ ÍÛ ÒË ‚ÂÌ ÍÓÌ ÚÂÍÒÚ, ÍÓÈ ÚÓ ËÏ‡ ÓÚ ÌÓ -
¯Â ÌËÂ Í˙Ï ¯Ë ÓÍ Í˙„ ÓÚ ÔÓ ÙÂ ÒË Ó Ì‡Î ÌË ıÓ‡ Ë ËÌ Ò ÚË ÚÛ ̂ ËË, Ò˙ ·Ë ÚËfl Ë
‰Û „Ë ‚Ë ‰Ó ‚Â ÔË Ì‡‰ ÎÂÊ ÌÓÒ ÚË Í˙Ï Ô‡Í ÚË Í‡ Ú‡ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú -
‚Ó Ë ÌÂ „Ó ‚Ë ÚÂ ÔÓ fl ‚Ë, ÔË Ó Ë ÚÂ ÚË, ÒÚ‡Ì ‰‡ ÚË, ÍÓ ÏÛ ÌË Í‡ ̂ Ë ÓÌ ÌË Ô˙ ÚË ̆ ‡
Ë Ú. Ì. ◊ïÛ ‰Ó ÊÂÒ Ú ‚Â ÌË flÚ Ò‚flÚ“ Â ÌÂ˘Ó, ÍÓ Â ÚÓ ıÓ ‡ Ú‡ ÛÒÂ ̆ ‡Ú Ë ÁÌ‡flÚ Í‡ÚÓ
Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ̆ Ó, ÌÓ ËÏ Â ÚÛ‰ ÌÓ ‰‡ ‰Â ÙË ÌË ‡Ú. çÓ ÚÓÈ ÏÓÊÂ ‰‡ ·˙‰Â ‚Ë -
‰flÌ ‚ ‰ÂÈÒ Ú ‚ËÂ Ì‡Ô Ë ÏÂ ‚ ‰ÌË ÚÂ Ì‡ ÓÚ Í Ë ‚‡ ÌÂ Ì‡ ÇÂ ÌÂ ̂ Ë ‡Ì Ò ÍÓ ÚÓ ·Ë Â -
Ì‡ ÎÂ ËÎË ÑÓ ÍÛ ÏÂÌ Ú‡, ËÎË å‡ ÌË ÙÂÒ Ú‡ ‚ Ì‡ ̄ Ëfl ÒÎÛ ̃ ‡È.

íÛÍ Ì‡È-‚‡Ê ÌËflÚ ‡Ò ÔÂÍÚ ËÁ „ ÎÂÊ ‰‡ ‰‡ Â, ˜Â ◊ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË flÚ Ò‚flÚ“, Í‡Í -
‚Ó ÚÓ Ë ‰‡ Â ÚÓÈ, Ò˙Ò ÒË „Û ÌÓÒÚ ÌÂ Â ÔÓ ‚Â ̃ Â ËÎË ÔÓ-Ï‡Î ÍÓ Á‡Ú ‚Ó ÂÌ ÓÚ
‡Í‡ ‰Â ÏË˜ ÌËfl Ú‡ Í˙‚, ÚÓÁË Ì‡ ÎË ÚÂ ‡ ÚÛ ‡ Ú‡ ËÎË ÎË ÚÂ ‡ ÚÛ ÌË ÚÂ Í˙ „Ó ‚Â,
Ì‡ ÍË ÌÓÔ Ó ‰Û ̂ ÂÌ ÚË ÚÂ ËÎË Ì‡ ËÒ ÚÓ Ë ̂ Ë ÚÂ ‚ Ó· Î‡ÒÚ Ú‡ Ì‡ ËÁÛ ̃ ‡ ‚‡ ÌÂ ÚÓ Ì‡
Å‡Î Í‡ ÌË ÚÂ Ë ‰Û „Ë. ÇÒ˙˘ ÌÓÒÚ, ‡ÍÓ ÔÓ„ ÎÂ‰ ÌÂÏ ˆËÙË ÚÂ Ì‡ ÔÓ ÒÂ ÚË ÚÂ ÎË ÚÂ
Ì‡ „Ó ÎÂ ÏË ÏÂÊ ‰Û Ì‡ Ó‰ ÌË ÔÓ fl ‚Ë ËÎË ‰Ó· ‡ ËÁ ÎÓÊ ·‡ ‚ ÏÂÒ Ú Ì‡ ËÌ Ò ÚË ÚÛ -
ˆËfl, ‚ÁÂ Ï‡È ÍË ÔÂ‰ ‚Ë‰ ÚË ‡ Ê‡ Ì‡ Í‡ Ú‡ ÎÓ ÁË Ì‡ Ú‡ ÍË ‚‡ Ò˙ ·Ë ÚËfl, ‡Á „ -
ÎÂÊ ‰‡È ÍË ‡Á ÌÓ Ó· ‡Á ÌË ÚÂ ‡Ò ÔÂÍ ÚË Ì‡ ‰Ó „Ó ‚‡ fl ÌÂ Ë Ï‡ ÚÂ Ë ‡Î ÌÓ Â ‡ ÎË -
ÁË ‡ ÌÂ Ì‡ ‰‡ ‰Â Ì‡ ÔÓ fl ‚‡ Ì‡ ‰‡ ‰Â ÌÓ ÏflÒ ÚÓ, Ì‡Ô Ë ÏÂ ÌÂ Ó· ıÓ ‰Ë ÏË ÚÂ Á‡
ÒÔÓÌ ÒÓ Ò Ú ‚Ó ÔÂ „Ó ‚Ó Ë, ÏÓÊÂ ‰‡ ÒÂ ÓÍ‡ ÊÂ, ˜Â ◊ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌËflÚ Ò‚flÚ“ Â
ÔÓ-ÒÍÓ Ó ÓÚ ‚Ó ÂÌ. èÓÌÂ Á‡ ̆ Ó ÚÓ ˜ÂÁ ËÁ ÎÓÊ ·Ë Ë ‡ ·Ó ÚË ÚÓÈ ÒÂ ̆ ‡ ÏÌÓ -
„Ó ÔÓ-¯Ë Ó Í‡ ÔÛ· ÎË Í‡, ÓÚ ÍÓÎ ÍÓ ÚÓ Ú‡ÁË, Ì‡ ÍÓ fl ÚÓ ÍÓ Â ÚÓ Ë ‰‡ ·ËÎÓ ‡Í‡ ‰Â -
ÏË˜ ÌÓ ÚÓ Ò˙ ·Ë ÚËÂ ËÎË ÔÓ ‰ÛÍÚ ÏÓ „‡Ú ËÁÓ· ̆ Ó ‰‡ ÒÂ Ì‡ ‰fl ‚‡Ú. àÎË Á‡ ̆ Ó ÚÓ
‚ ÔÓ ̂ Â Ò‡ Ì‡ ÙË ÁË ̃ ÂÒ ÍË ÚÛ‰ ÔÓ Â ‡ ÎË Á‡ ̂ Ë fl Ú‡ Ì‡ ÔÓ ÂÍÚ, ˆÂ ÎË flÚ ·Û ÍÂÚ
‚ÍÎ˛ ̃ Â ÌË ‚ ÌÂ„Ó ıÓ‡ ÓÚ ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌËfl Ò‚flÚ ÒÂ ̆ ‡Ú ÔÓ ÌÂ Ó· ıÓ ‰Ë ÏÓÒÚ
(ËÎË ÔÓ ÌÂ ËÁ ·ÂÊ ÌÓÒÚ) Ï‡Ò‡ Ó·ËÍ ÌÓ ‚Â ÌË ÏÂÒ Ú ÌË ıÓ‡ – ÁË ÚÂÎ Ò ÍËfl Ï‡ ÚÂ -
Ë ‡Î. Ñ‡ ÌÂ Á‡· ‡ ‚fl ÏÂ ÍÓ ÎË ̃ ÂÒ Ú ‚Ó ÚÓ ‡ ·ÓÚ ÌË ÏÂÒ Ú‡, ÍÓ Ë ÚÓ „Ó Îfl ÏÓ ÏÂÊ -
‰Û Ì‡ Ó‰ ÌÓ Ò˙ ·Ë ÚËÂ ÔÓ ‡Ê ‰‡ ‚ ÏflÒ ÚÓ ÚÓ-‰Ó Ï‡ ÍËÌ. íÓ‚‡ ÎË Â Á‡Ú ‚‡ fl ÌÂ?
éÚ ‰Û „‡ ÒÚ‡ Ì‡ ÔÓ fl ‚Ë ÚÂ Ë ◊ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌËflÚ Ò‚flÚ“ ÒÂ ÔÓ‰ ı ‡Ì ‚‡Ú ‚Á‡ -
ËÏ ÌÓ; ÚÂ ÌÂÔ ÂÒ Ú‡Ì ÌÓ „Â ÌÂ Ë ‡Ú Ë Â „Â ÌÂ Ë ‡Ú ÂÌÂ „Ë fl Ú‡ Ë ÒÏË Ò˙ Î‡ Ì‡
Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ ÒË Â‰ËÌ ‚ ‰Û„.

11. óÛ‰fl ÒÂ, Í‡Í ‚‡ ÎË Â ÂÏ ÔË Ë˜ Ì‡ Ú‡ ÓÒ ÌÓ ‚‡ Á‡ ÚÓ‚‡ Ú‚˙ ‰Â ÌËÂ? Ñ‡ ÌÂ
·Ë ‰‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ „Û Ô‡ ÚÂÍ Ò ÚÓ ‚Â, ÍÓ Ë ÚÓ Ò˙Ï ÔÓ ÔÛÒ Ì‡Î? á‡ ̆ Ó ÚÓ, ÔË
ÔÓ-‚ÌË Ï‡ ÚÂÎ ÌÓ ‚„ÎÂÊ ‰‡ ÌÂ, ·ÓflÚ ÔÓ ÒÂ ÚË ÚÂ ÎË Ì‡ ËÁ ÎÓÊ ·Ë (ÌÂÒ ‡‚ ÌËÏ,
ÂÒ ÚÂÒ Ú ‚Â ÌÓ, ÌËÚÓ Ò ÓÍ-ÍÓÌ ̂ Â ÚË ÚÂ, ÌËÚÓ Ò éÍ ÚÓ ·Â-ÙÂÒÚ ‚ å˛Ì ıÂÌ ËÎË
Ò ÑËÒ ÌË ÎÂÌ‰), Í‡Í ÚÓ Ë ÏÂ ‰ËÈ ÌÓ ÚÓ ÔÓÍ Ë ÚËÂ „Ó ‚Ó flÚ ‰Û „Ó.

12. Ö, ÚÓ‚‡ ÚÛÍ Â ÌÂ Ò˙‚ ÒÂÏ ˜ÂÒ Ú ÌÓ... ü‚fl ‚‡Ú ÎË ÒÂ ÔÓ ÙÂ ÒÓ Ë ÚÂ (ËÎË ‰Ó -
ˆÂÌ ÚË ÚÂ ‚ Ì‡ ̄ Ëfl ÒÎÛ ̃ ‡È) ÔÓ Ìfl Í‡ Í˙‚ Ì‡ ̃ ËÌ ˜‡ÒÚ ÓÚ Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË Í‡?
èÓÁ Ì‡ ‚‡Ï ‰Û „Ë ÔÓ ÙÂ ÒÓ Ë, Ó˜‡ Ó ‚‡ ÌË ÓÚ ‡ ·Ó ÚË Ì‡ ÑÊÂÙ ìÓÎ Ë ä‡ Ò -
ÚÂÌ ï¸Ó ÎÂ. óËË ÔÓ ÙÂ ÒÓ Ë Ò‡ ÔÓ-‰Ó ·˙ ÔË ÏÂ? Ñ‡ ÌÂ ÒÔÓ ÏÂ Ì‡ ‚‡Ï
ÔÓ ÙÂ ÒÓ ÓÚ ãÓÌ ‰ÓÌ, Ó˜‡ Ó ‚‡Ì ÓÚ ÏÓ Ë ÚÂ ‡ ·Ó ÚË...

13. èË ÏÂ Ë ÚÂ Ò‡ ÎÂÍÓ ÓÒ Ú‡ fl ÎË – ‚ÒÂ ÓÚ ÏÛ ÁÂfl Ë ‡Í‡ ‰Â ÏË fl Ú‡.

14. ÇÒÂ ÍË ‚Ë ‰Â ÓÍ ÎËÔ ÎË? ïÓ ‡ Ú‡ ‚ÒÂ Ó˘Â ÔÓ ÒÂ ̆ ‡ ‚‡Ú ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË ËÁ -
ÎÓÊ ·Ë Ë ÔÂ Í‡ ‚‡Ú Ú‡Ï ËÁ ‚ÂÒ Ú ÌÓ ‚Â ÏÂ. ÇË ‰Â ÓÍ ÎË Ô˙Ú Â ÌÂ˘Ó, ÍÓ Â ÚÓ ÒÂ
„ÎÂ ‰‡ Ì‡È-ÏÌÓ „Ó 3-5 ÏË ÌÛ ÚË, Á‡ ̆ Ó ÚÓ ÚÓÎ ÍÓ ‚‡ Â ÔÓ ‰˙Î ÊË ÚÂÎ ÌÓÒÚ Ú‡ ÏÛ.
ëÎÂ‰ ÚÓ‚‡ ÓÚ ‰ÂÎ ÌË flÚ ÍÎËÔ ÒÂ Á‡· ‡ ‚fl – ÔÓ-ÒÍÓ Ó ÓÒ Ú‡ ‚‡ ÒÔÓ ÏÂ Ì˙Ú Á‡
◊·ÓÏ ·Â ÌËfl ÍË ÎËÏ“ ÓÚ ‚Ë ‰Â ÓÍ ÎË ÔÓ ‚Â. à Ò ÌÂ„Ó, ‚fl ÌÓ, ÌÂ ÏÓ„‡ ‰‡ ÒÂ Ò˙Ò -
ÚÂ Á‡ ‚‡Ï. åÓ„‡ Ò‡ÏÓ ‰‡ ËÁ Í Î˛ ̃ ‡ ÚÂ ÎÂ ‚Ë ÁÓ ‡. çÓ, ‡ÍÓ ‚Ë ‰Â ÓÍ ÎË Ô˙Ú Â Ì‡ -
ËÒ ÚË Ì‡ ÒÔÓ ÒÓ ·ÂÌ Ì‡ ‚ÒË˜ ÍÓ ÚÓ‚‡, Á‡˘Ó Ë ‡Á ‰‡ Ô‡ ‚fl Ò˙ ̆ Ó ÚÓ? ÅË ·ËÎÓ
Á‡ „Û ·Â ÌÓ ‚Â ÏÂ. åÌÓ „Ó Â ÔÓÒ ÚÓ – ËÒ Í‡Ï ‰‡ ÒÂ Ó· ˙ ̆ ‡Ï Í˙Ï ıÓ‡, ÒÔÓ -
ÒÓ· ÌË ‰Ó ËÁ Í Î˛˜ ‚‡Ú ÚÂ ÎÂ ‚Ë ÁÓ ‡.
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physical work on the realization of the event the whole bunch of art world
people involved are meeting by necessity (and by default) a whole lot of reg-
ular, “audience material” local people. Not to mention the quantity of jobs a
large international event generates in its host location. Is that a closed off
thing then? On the other hand, events and the “art world” feed off each
other; they constantly generate and re-generate each other’s energies and
reasons of existence.

11. I wonder what is the empirical basis for this claim? Or may be there is a
body of writing I have missed? Because at a second glance attendance fig-
ures for exhibitions (incomparable of course, to either a rock concert or the
Octoberfest in Munich, or Disneyland) as well as press coverage speak oth-
erwise.

12. That’s a bit unfair… Professors or docents for that matter, are they by
any chance part of the mass audience? I know other professors who are
enchanted by works of Jeff Wall and Carsten Höller. Whose professors are
better examples? Not to mention a professor from London who is enchanted
by my works…

13. Examples are a bit outdated; these are all “museum” and academia
items. 

14. Each and every video clip? People still go to art exhibitions and they
spend time there. A video clip is not something you look at for more then 3-5
min because that’s how long it lasts. Then you forget the individual clip, it’s
rather the “carpet bombing” of video clips that one might remember. And
there I can’t compete indeed. I can just switch off the TV set. But, if a video
clip can do all these things why should I try to do the same? It would be a
waste of time. I want to relate to people who can switch off the TV set, as
simple as that.  

15. True! I am not interested in the mass audience; I am interested in my
audience… The point is that a level of initial training in history of art as well
as 20th century art is needed. But then again, the “horizons” in this case are
related to the whole spectrum of basic and specialized education on culture
and all, constructed by a given society. In Bulgaria it’s rather limited and
poor. By comparison, kids in London aged between 6 and 18 are taken
every week for custom (age) fit lectures in front of specific artworks at the
National Gallery of Art… When they encounter a work by Damien Hirst, for
instance, they might be scandalized or not, but will certainly not have ques-
tions like why there is this ugly black shape right in the middle of a Picasso
painting. Of course, it is possible that the kids I have seen come from the
upper classes of society, I simply do not know.

Anybody could do some level of mathematics as long as they have some
initial training. It’s strange to suppose that anybody could take in art, con-
temporary or not, without any training whatsoever or with just the level of 5th
grade watercolor lessons by mediocre primary school teachers, as is the
case in Bulgaria… Are you sure that the mass audience has the visual and
conceptual language as well as the tools for sophisticated and schooled
reception of the Mona Lisa? Are you going to tell me that simply because an
early 21st c. regular, average, mass viewer can recognize that there is a cow
painted in a 17th century Dutch landscape everything about that painting, as
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15. í‡Í‡ Â! çÂ ÏÂ ËÌ ÚÂ Â ÒÛ ‚‡ Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË Í‡; ËÌ ÚÂ Â ÒÛ ‚‡ ÏÂ ÏÓ fl Ú‡
ÔÛ· ÎË Í‡... Ç˙Ô Ó Ò˙Ú Â, ˜Â ·‡ ÁÓ ‚Ó ÌË‚Ó Ì‡ Ó·Û ̃ Â ÌËÂ ÔÓ ËÒ ÚÓ Ëfl Ì‡ ËÁ ÍÛÒ -
Ú ‚Ó ÚÓ, Í‡Í ÚÓ Ë Ì‡ ÚÓ‚‡ Ì‡ 20 ‚ÂÍ, Â ÌÂ Ó· ıÓ ‰Ë ÏÓ. çÓ Ë ÚÓ „‡ ‚‡ ◊ıÓ Ë ÁÓÌ -
Ú˙Ú“ Â Ò‚˙ Á‡Ì Ò ˆÂ ÎËfl ÒÔÂÍ Ú˙ ÓÒ ÌÓ‚ ÌÓ Ë ÒÔÂ ̂ Ë ‡ ÎË ÁË ‡ ÌÓ Ó· ‡ ÁÓ ‚‡ -
ÌËÂ Ë ÔÓ ÍÛÎ ÚÛ ‡, Ë ÔÓ ‚ÒË˜ ÍÓ ÓÒ Ú‡ Ì‡ ÎÓ, ÔÓÒ Ú Ó Â ÌÓ ÓÚ ‰‡ ‰Â ÌÓ Ó· ̆ ÂÒ Ú ‚Ó.
Ç Å˙Î „‡ Ëfl ÚÓ Â Ó„ ‡ ÌË ̃ Â ÌÓ Ë ÒÎ‡ ·Ó. á‡ Ò‡‚ ÌÂ ÌËÂ ‰Âˆ‡ ÏÂÊ ‰Û 6 Ë 18
„Ó ‰Ë ÌË ‚ ãÓÌ ‰ÓÌ ÓÚË ‚‡Ú ‚Òfl Í‡ ÒÂ‰ ÏË ̂ ‡ Ì‡ ÔÓ‰ „ÓÚ ‚Â ÌË Á‡ ‚˙Á ‡ÒÚ Ú‡ ËÏ
ÎÂÍ ̂ ËË ÔÂ‰ ÓÔ Â ‰Â ÎÂ ÌË ÔÓ ËÁ ‚Â ‰Â ÌËfl ‚ ç‡ ̂ Ë Ó Ì‡Î Ì‡ Ú‡ „‡ ÎÂ Ëfl... äÓ „‡ -
ÚÓ ‚ ·˙ ‰Â ̆ Â ÒÂ Ò·Î˙Ò Í ‚‡Ú Ò ‡ ·Ó Ú‡ Ì‡ ÑÂÈ ÏË ̇ Ì ï˙ ÒÚ, Ì‡Ô Ë ÏÂ, ÏÓ „‡Ú
‰‡ Ò‡ ÒÍ‡Ì ‰‡ ÎË ÁË ‡ ÌË ËÎË ÌÂ, ÌÓ ÔÓ ÎÓ ÊË ÚÂÎ ÌÓ ÌflÏ‡ ‰‡ Á‡ ‰‡ ‚‡Ú ‚˙Ô Ó -
ÒË ÓÚ Ó‰‡ Ì‡ ◊Á‡ Í‡Í ‚Ó Â Ú‡ÁË „ÓÁ Ì‡ ˜Â Ì‡ ÙÓ Ï‡“ ‚ ˆÂÌ Ú˙ ‡ Ì‡ ÊË ‚Ó -
ÔËÒ Ì‡ ‡ ·Ó Ú‡ Ì‡ èË Í‡ ÒÓ. Ç˙Á ÏÓÊ ÌÓ Â, ‡Á ·Ë ‡ ÒÂ, ‰Â ̂ ‡ Ú‡, ÍÓ Ë ÚÓ Ò˙Ï
‚ËÊ ‰‡Î, ‰‡ ÔÓ ËÁ ÎË Á‡Ú ÓÚ „Ó ÌË ÍÎ‡ ÒË Ì‡ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ – ÔÓÒ ÚÓ ÌÂ ÁÌ‡Ï.

ÇÒÂ ÍË ÏÓÊÂ ‰‡ Ô‡ ‚Ë ÌÂ˘Ó ÔÓ Ï‡ ÚÂ Ï‡ ÚË Í‡ ÒÚË „‡ ‰‡ ËÏ‡ Ìfl Í‡Í ‚Ó Ó· ‡ -
ÁÓ ‚‡ ÌËÂ. ëÚ‡Ì ÌÓ Â ‰‡ ÒÂ ÔÂ‰ ÔÓ Î‡ „‡ Ìfl ÍÓÈ ‰‡ Ô‡ ‚Ë ÌÂ˘Ó Ò ËÁ ÍÛÒ Ú ‚Ó -
ÚÓ ·ÂÁ ÌË Í‡Í ‚Ó Ó· ‡ ÁÓ ‚‡ ÌËÂ ËÎË Ò ÌË‚Ó ÓÚ ÛÓ ̂ Ë ÚÂ ÔÓ ‡Í ‚‡ ÂÎ ‚ 5-Ë
ÍÎ‡Ò Ë Ò ÔÓÒ Â‰ Ò Ú ‚Â ÌË Ì‡ ̃ ‡Î ÌË Û˜Ë ÚÂ ÎË, Í‡Í ÚÓ Â ÒÎÛ ̃ ‡flÚ Û Ì‡Ò... ëË „Û -
ÂÌ ÎË ÒË, ˜Â Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË Í‡ ÔË ÚÂ Ê‡ ‚‡ ‚Ë ÁÛ ‡Î ÌËfl Ë ÍÓÌ ̂ ÂÔ ÚÛ ‡ ÎÂÌ
ÂÁËÍ, Í‡Í ÚÓ Ë ËÌ Ò Ú Û ÏÂÌ ÚË Á‡ ÔÓ‰ „ÓÚ ‚Â Ì‡ Ë ÒÓ ÙËÒ ÚË ̂ Ë ‡ Ì‡ Â ̂ ÂÔ ̂ Ëfl Ì‡
åÓÌ‡ ãËÁ‡? çËÏ‡ ˘Â ÏË Í‡ ÊÂ¯, ˜Â ˘ÓÏ ÌÓ Ï‡Î ÌË flÚ ÒÂ ‰ÂÌ Ï‡ ÒÓ‚ ÁË -
ÚÂÎ ÓÚ Ì‡ ̃ ‡ ÎÓ ÚÓ Ì‡ 21 ‚ÂÍ Â ÒÔÓ ÒÓ ·ÂÌ ‰‡ ‡Á ÔÓÁ Ì‡Â Í‡ ‚‡ ‚ ıÓ Î‡Ì ‰ Ò ÍË
ÔÂÈ Á‡Ê ÓÚ 17 ‚ÂÍ, ‚ÒË˜ ÍÓ Á‡ Ú‡ÁË ÊË ‚Ó ÔËÒ, Í‡Í ÚÓ Ë ◊‚Ë ÁË fl Ú‡“ Ë ◊Ò‚Â Ú˙Ú“,
Í˙Ï ÍÓ Ë ÚÓ Úfl ÒÂ ÓÚ Ì‡ Òfl, ÏÛ/È ÒÚ‡ ‚‡Ú ÌÂ Á‡ ·‡‚ ÌÓ flÒÌË? íÛÍ ‰ÓË ÏÓÊÂ ‰‡
ÌË ÔÓÒ ÎÛ ÊË Ë ‡ ·Ó Ú‡ Ì‡ ë‚ÂÚ ÎËÌ êÛ ÒÂ‚. é· ÒÂ ·ÂÌ Ò˙Ï ÓÚ ÚÓÁË ‚˙Ô ÓÒ...
ïÓ ‡ Ú‡ ‚ Å˙Î „‡ Ëfl Ó·ËÍ ÌÓ ‚Â ÌÓ ËÏ‡Ú 11 „Ó ‰Ë ÌË Û˜Ë ÎË˘ ÌÓ Ó· ‡ ÁÓ ‚‡ ÌËÂ
ÔÂ ‰Ë ÛÌË ‚Â ÒË ÚÂ Ú‡ Ë Ì‡ ‚ÒÂ ÍË ÌÂ „Ó‚ ÂÚ‡Ô Û˜‡Ú ÎË ÚÂ ‡ ÚÛ ‡ (·˙Î „‡ Ò Í‡ Ë
Ò‚Â ÚÓ‚ Ì‡) Ë ·˙Î „‡ Ò ÍË ÂÁËÍ. çÓ ÍÓ „‡ ÚÓ ÓÚË ‚‡Ú Ì‡ ÓÚ Í Ë ÚËfl ÍÌË ÊÂÌ Ô‡ -
Á‡ Ì‡ ÔÎ. ◊ëÎ‡ ‚ÂÈ ÍÓ‚“ ÌÂ Ì‡ ÏË ‡Ú (ËÎË ÌÂ ÍÛ ÔÛ ‚‡Ú ‰‡ÊÂ Ë ‰‡ Ì‡ ÏÂ flÚ)
ÍÎ‡ ÒË ̂ Ë Ë ÒÂ Ë ÓÁ Ì‡ ÎË ÚÂ ‡ ÚÛ ‡ – ÒÚ‡ ‡ ËÎË Ò˙‚ Â ÏÂÌ Ì‡ (Ó˘Â ÔÓ-Ï‡Î ÍÓ
ÔÓ Â ÁËfl), ·˙Î „‡ Ò Í‡ ËÎË ˜ÛÊ ‰‡ (‰‡ Â ̃ ÂÏ íÓÎ Ò ÚÓÈ)... ä‡Í ·Ë Ó·flÒ ÌËÎ
ÚÓ‚‡ ÒÎÂ‰ 11-„Ó ‰Ë¯ ÌÓ ÚÓ ËÏ Ó·Û ̃ Â ÌËÂ? çÂ Ò˙Ï Û·Â ‰ÂÌ, ˜Â ·Ë ËÏ‡ ÎÓ Ìfl -
Í‡Í ‚‡ ‡Á ÎË Í‡ ‰ÓË Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË Í‡ ‰‡ ÔË ÚÂ Ê‡ ‚‡ ̄ Â ËÌ Ò Ú Û ÏÂÌ ÚË Ë
ÔÓ‰ „Ó ÚÓ‚ Í‡. åËÒ Îfl, ˜Â ÔÛ· ÎË Í‡ Ú‡ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Â Ó„ ‡ ÌË ̃ Â -
Ì‡ ÔÓ Ì‡ ̃ ‡ ÎÓ, Ú‡Í‡ Í‡Í ÚÓ ËÏ‡ ıÓ‡, Ó·Ë ̃ ‡ ̆ Ë ÏÛ ÁË Í‡, ÌÓ ÌÂ ı‡ ÂÒ ‚‡ ̆ Ë
‚Ë ÁÛ ‡Î ÌË ËÁ ÍÛÒ Ú ‚‡. íÛÍ Ó˘Â Â ‚‡Ê Ì‡ Ë ‚˙Á ‡ÒÚ Ú‡.

16. Äı Ú‡ÁË ÚÂ ÏË ÌÓ ÎÓ „Ë˜ Ì‡ ÛÔÓ Ë ÚÓÒÚ... ◊ÂÎË Ú‡ ÂÌ ‚Ë ÁÛ ‡ ÎÂÌ ÂÍ Ò ÔÂ Ë -
ÏÂÌÚ“ – ˘Ó Á‡ ·‡ ‰‡Ú ÚÂ ÏËÌ? ä‡Í ÚÓ Ë ‰‡ Â – ‚˙Á Í‡ Ú‡ ÓÚ „ÎÂ‰ Ì‡ ÚÓ˜ Í‡
Ì‡ Ó·ËÍ ÌÓ ‚Â ÌËfl ÁË ÚÂÎ Â, ˜Â Ó·Ë Ú‡ ‚‡ ÏÂ Â‰ËÌ Ë Ò˙˘ ÙË ÁË ̃ ÂÒ ÍË Ò‚flÚ...
àÏ‡ ÌÂÔ Â Í˙Ò Ì‡ ÚË ÔÂ ÒË ̃ ‡ ÌËfl, ‚ÎË fl ÌËfl, ÍÓ ÏÂÌ Ú‡ Ë, ◊Á‡ ÂÏ ÍË“ Ë Ú. Ì.
ÇÔÓ ̃ ÂÏ, ‡ÍÓ Ìfl ÍÓÈ ÌÂ ÔÓ ÒÂ ̆ ‡ ‚‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â ÌË ËÁ ÎÓÊ ·Ë, ÚÓÈ/Úfl ˘Â
ÔÂ ·Ë ‚‡ ‚‡Ú ‚ ÌÂÁ Ì‡ ÌËÂ Á‡ ÚÓ‚‡. çË˘Ó ÌÂ ÁÌ‡Ï Á‡  ◊life style“ ‰‚Ë ÊÂ ÌË Â -
ÚÓ Ë ·Ëı ÚÂ ÔÓ Ò˙ ‚ÂÚ ‚‡Î ‰‡ ÌÂ ÚË ÔÛÍ‡ Á‡ ÌÂ„Ó – ÌÂ ÒË Á‡ ‰˙Î ÊÂÌ, ‡ÍÓ ÌÂ
ÚË ı‡ ÂÒ ‚‡. àÎË Ô˙Í ‰‡ „Ó ËÌ ÚÂ Ô Â ÚË ‡¯. çÂ ÏÓ ÊÂ¯ ‰‡ ÒË ÓÚ „Ó ‚Ó ÂÌ
Á‡ ˆÂ ÎËfl Ò‚flÚ, ÌËÚÓ ‰‡ ÒÔ‡ ÒË¯ ÌÂ„Ó Ë Ì‡ ÒÂ ÎÂ ÌË Â ÚÓ ÏÛ ˜ÂÁ ÔÓ ÒÓ˜ ‚‡ ÌÂ
Ì‡ ÎÓ ̄ Ó ÚÓ ÓÚ Ò‚Ófl „ÎÂ‰ Ì‡ ÚÓ˜ Í‡. ◊ÑË ÂÍ Ú Ì‡ Ú‡ ‚˙Á Í‡“, ÍÓ fl ÚÓ ËÒ Í‡¯ Â
‚˙Á ÏÓÊ Ì‡ Ë ÒÂ ÒÎÛ˜ ‚‡ ‚ ÏÌÓ „Ó ÓÚ Ô‡Í ÚË ÍË ÚÂ. çÓ ‚ÒÂ Ô‡Í, Úfl ÌÂ Â Ú‡Ï,
Í˙ ‰Â ÚÓ fl Ú˙ ÒË¯... ífl Â ‚ ÔËÔ Î˙Á ‚‡ ÌÂ ÚÓ Ì‡ ÁÌ‡ ̃ Â ÌË fl Ú‡, ‚ ÔÂ ‰ËÁ ‚Ë Í‡ -
ÚÂÎ Ò Ú ‚‡ Ú‡ Í˙Ï ÛÒ Ú‡ ÌÓ ‚Â ÌË ÔÓ Ìfl ÚËfl Ë ÌÂÍ Ë ÚË˜ Ì‡ Ú‡ ËÌ ÚÛ Ë ̂ Ëfl; ÏÓÊÂ ‰‡ Â
‚ Ú˙ ÒÂ ÌÂ ÚÓ Ì‡ ÔÂ Í˙Ò ‚‡ ÌËfl ‚ ÒÓ ̂ Ë ‡Î Ì‡ Ú‡ Ú˙ Í‡Ì Ë Ú. Ì. àÒ Í‡Ï ÔÛ· ÎË Í‡ Ú‡
ÏË ‰‡ ◊ÏËÒ ÎË“ Ò Ó˜Ë ÚÂ ÒË, ‡ ÌÂ ‰‡ ËÁ Ô‡ ‰‡ ‚ Ú‡ÌÒ ÓÚ Ô˙ ‚Ó ÒË„ Ì‡Î Ì‡
Ë‰ÂÌ ÚË ÙË Í‡ ̂ Ëfl Ò ÛÒ ÔÂ ı‡ Ì‡ ÓÍ-ÔÂ ‚Âˆ.      
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well as the “vision” or “world” it refers to, is immediately transparent to
him/her? It could be a painting by Svetlin Roussev too for that matter. I am
fascinated by this question… People in Bulgaria have basically 11 years of
school education before college and at every level they study literature
(Bulgarian and world) and Bulgarian language. Yet when they go to the
book stands on the open air market on Slaveikov Sq. in Sofia they do not
find, nor do they buy if they find, the classics of serious literature both old
and contemporary (least of all poetry), Bulgarian and international (Tolstoy,
that kind of stuff)… Explain that, provided the 11 years of schooling they
have gone through! I am not sure that even if the mass audience had the
tools and the schooling it would make much of a difference. I think it’s a lim-
ited audience for contemporary art anyway just like there are people whom
like music but dislike visual art. It has to do with age as well.  

16. A-h, the persistence of terminology… “elitist visual experimentation”,
what kind of a hairy term is this? Anyhow, the connection from the point of
view of the regular viewer is that it’s the same physical world we all live in.
There are mutual crossovers, influences, comments, “borrowings”, etc.
Although if one does not attend art shows he/she wouldn’t be aware of that.
I do not know anything about the “life style” movement and I would advise
you not to worry about it, you do not have to accept it if you do not like it. Or
interpret it for that matter. You can’t be responsible for the whole world, nor
can you save the world and its people by pointing out the bad stuff (from
your point of view). The “short cut” you want is possible and it happens in a
lot of practices. However, it’s not where you are looking for it… It’s in the
shifts of meaning, in the challenges of the accepted notions and unques-
tioned intuitions; it might be in looking out for inconsistencies of the social
fabric and so on. I want my audience to “think” with its eyes, not to faint in
frenzy because of some primordial identification with the success story of a
rock singer.

But I like Sting, Madona (who is a much larger phenomenon then just a
musical one, ask any American specialist in feminist studies…) and the
Matrix… I expect you to be aware of the fact that within the context of con-
temporary art, even Bulgarian, there are various trends, some are more
entertaining, and some are more critical. 

17. “Visio-manic” is a candy kind of a term, congratulations! But there
seems to be a contradiction here… If you claim that in contemporary art
there are closed off “circles of…” and “networks of…” then it follows that
these are also people who need each other and award each other the right
of existence thus forming the circles and chains of interdependence, right?
The chains from times past are here today as well – there are people who
make installations (or drawings, digital prints, photographs, video, etc.),
people who buy installations (believe it or not…), people who sell these
installations, people who enjoy (hard to swallow, sorry!) or do not enjoy the
installations (I know you enjoy at least some installations and contemporary
artworks), galleries that keep or do not keep the installations, museums that
show or do not show the installations (and buy them too, except in Bulgaria)
and so on… Although this has little to do with the Bulgarian context, still it is
a reality though one distanced from Sofia. I think at least that should be
beyond any doubt otherwise you would have to maintain that there can’t
possibly be any Venice Biennial or Documenta because the works there do
not relate to the mass audience, that there are no galleries or museums with
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ï‡ ÂÒ ‚‡Ï, Ó·‡ ̃ Â, ëÚËÌ„, å‡ ‰Ó Ì‡ (ÍÓ fl ÚÓ Â ÏÌÓ „Ó ÔÓ ÁÌ‡ ̃ Ë Ï‡ ÓÚ ÏÛ ÁË Í‡Î -
ÌÓ fl‚ ÎÂ ÌËÂ – ÔË Ú‡È ‚ÒÂ ÍË ‡ÏÂ Ë Í‡Ì Ò ÍË ÒÔÂ ̂ Ë ‡ ÎËÒÚ ÔÓ ÙÂ ÏË ÌËÒ Ú ÍË ËÁ Ò -
ÎÂ‰ ‚‡ ÌËfl...) Ë å‡Ú Ë ̂ ‡ Ú‡... ç‡ ‰fl ‚‡Ï ÒÂ ‰‡ ÒË Ì‡ flÒ ÌÓ Ò Ù‡Í Ú‡, ˜Â ‚ ÍÓÌ -
ÚÂÍ Ò Ú‡ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, ‰‡ÊÂ Ë ‚ Å˙Î „‡ Ëfl, ËÏ‡ ÏÌÓ ÊÂÒ Ú ‚Ó
ÔÓ ÒÓ ÍË, Ìfl ÍÓË ÔÓ-‡Á ‚ ÎÂ Í‡ ÚÂÎ ÌË, ‰Û „Ë ÔÓ-ÍË ÚË˜ ÌË.

17. ◊ÇË ÁËÓ-Ï‡Ì Ò ÍË“ Â ÒÎ‡ ‰˙Í ÚÂ ÏËÌ – ÔÓÁ ‰ ‡‚ ÎÂ ÌËfl! çÓ, ÚÛÍ Í‡ÚÓ ˜Â ÎË
ËÏ‡ ÔÓ ÚË ‚Ó Â ̃ ËÂ... ÄÍÓ Ú‚˙ ‰Ë¯, ˜Â ‚ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Ò˙ ̆ ÂÒ Ú -
‚Û ‚‡Ú ◊Á‡Ú ‚Ó Â ÌË Í˙ „Ó ‚Â Ì‡...“ Ë ◊ÏÂ ÊË ÓÚ...“, ÚÓ ÓÚ ÚÛÍ ÒÎÂ‰ ‚‡, ˜Â
ÚÓ‚‡ Ò‡ ıÓ‡, ËÏ‡ ̆ Ë ÌÛÊ ‰‡ Â‰ËÌ ÓÚ ‰Û„ Ë ÔËÁ Ì‡ ‚‡ ̆ Ë Â‰ÌË Ì‡ ‰Û „Ë
Ô‡ ‚Ó ÚÓ ‰‡ „Ë ËÏ‡, Ò˙Á ‰‡ ‚‡È ÍË Ú‡Í‡ Í˙ „Ó ‚Â Ë ‚Â Ë „Ë Ì‡ ‚ÁË ÏÓ Á‡ ‚Ë ÒË -
ÏË ÏÓÒÚ, Ì‡ÎË? ÇÂ Ë „Ë ÚÂ ÓÚ ÏË Ì‡ ÎÓ ÚÓ „Ë ËÏ‡ Ë ‰ÌÂÒ – ıÓ‡, ÍÓ Ë ÚÓ Ô‡ ‚flÚ
ËÌ Ò Ú‡ Î‡ ̂ ËË (ËÎË Ë ÒÛÌ ÍË, ‰Ë „Ë Ú‡Î ÌË ÓÚ ÔÂ ̃ ‡ Ú˙ ̂ Ë, ÙÓ ÚÓ„ ‡ ÙËË, ‚Ë ‰ÂÓ Ë Ú.
Ì.), ıÓ‡, ÍÓ Ë ÚÓ ÍÛ ÔÛ ‚‡Ú ËÌ Ò Ú‡ Î‡ ̂ ËË (‡ÍÓ ˘Â¯ ‚fl ‚‡È...), ıÓ‡, ÍÓ Ë ÚÓ
ÔÓ ‰‡ ‚‡Ú ÚÂÁË ËÌ Ò Ú‡ Î‡ ̂ ËË, ıÓ‡, ÍÓ Ë ÚÓ ÒÂ ‡‰ ‚‡Ú (ÁÌ‡Ï – ÚÛ‰ ÌÓ ÒÏË Î‡ -
Â ÏÓ Â, Ò˙ Ê‡ Îfl ‚‡Ï) ËÎË ÌÂ Ì‡ ËÌ Ò Ú‡ Î‡ ̂ Ë Ë ÚÂ (ÁÌ‡Ï, ˜Â ÚË ı‡ ÂÒ ‚‡Ú ÔÓÌÂ
Ìfl ÍÓË ËÌ Ò Ú‡ Î‡ ̂ ËË Ë Ò˙‚ Â ÏÂÌ ÌË ÔÓ ËÁ ‚Â ‰Â ÌËfl), „‡ ÎÂ ËË, ÍÓ Ë ÚÓ Ò˙ı ‡ -
Ìfl ‚‡Ú ËÎË ÌÂ ËÌ Ò Ú‡ Î‡ ̂ ËË, ÏÛ ÁÂË, ÍÓ Ë ÚÓ „Ë ÔÓ Í‡Á ‚‡Ú ËÎË ÌÂ (Ë Ò˙˘Ó „Ë
ÍÛ ÔÛ ‚‡Ú, Ò ËÁ Í Î˛ ̃ Â ÌËÂ Ì‡ Å˙Î „‡ Ëfl) Ë Ú. Ì... å‡ Í‡ Ë ‰‡ ÌflÏ‡ Ó·˘Ó Ò
·˙Î „‡ Ò ÍËfl ÍÓÌ ÚÂÍ ÒÚ, Ú‡ Í‡ ‚‡ Â Â ‡Î ÌÓÒÚ Ú‡, ÍÓÎ ÍÓ ÚÓ Ë ‰‡ ÎÂ˜ Ì‡ ÓÚ ëÓ ÙËfl.
åËÒ Îfl, ÚÓ‚‡ ÒÎÂ‰ ‚‡ ‰‡ Â ËÁ ‚˙Ì Ò˙Ï ÌÂ ÌËÂ – ËÌ‡ ̃ Â ˘Â Úfl· ‚‡ ‰‡ ÔÓ ‰˙ -
Ê‡¯, ˜Â ÌflÏ‡ ÌË Í‡Í ‚Ó ÇÂ ÌÂ ̂ Ë ‡Ì Ò ÍÓ ·Ë Â Ì‡ ÎÂ ËÎË ÑÓ ÍÛ ÏÂÌ Ú‡, Á‡ ̆ Ó ÚÓ ‡ -
·Ó ÚË ÚÂ Ú‡Ï Ìfl Ï‡Ú ÓÚ ÌÓ ̄ Â ÌËÂ Í˙Ï Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË Í‡, ˜Â ÌÂ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡Ú
„‡ ÎÂ ËË Ë ÏÛ ÁÂË Ò˙Ò Ò˙‚ Â ÏÂÌ ÌÓ ËÁ ÍÛÒ Ú ‚Ó, Á‡ ̆ Ó ÚÓ ÚÓ ÌÂ ÔË Îfl „‡ Ì‡ ÏÛ -
ÁÂË Ë Ú. Ì. çÂ „Ó Á‡ fl ‚fl ‚‡¯, ÒÎ‡ ‚‡ ÅÓ„Û! çÓ ‚ÒÂ Ô‡Í ÒË ÔÓ ÚË ‚Ó Â ̃ Ë¯.

18. íÓ‚‡ Â ÓÚ ‚ ‡ ÚË ÚÂÎ ÌÓ! çÂ ÏÓ„‡ ‰‡ ÔÓ ÌÂ Ò‡ ÚÓ‚‡, ÍÓ Â ÚÓ Ô‡ ‚fl, ‰‡ ËÏ‡
Í‡ÚÓ ÓÒ ÌÓ‚ Ì‡ ÙÛÌ Í ̂ Ëfl, ˜Â Úfl· ‚‡ ‰‡ ÒÎÛ ÊË Á‡ Ë‰ÂÌ ÚË ÙË Í‡ ̂ Ë Ó ÌÂÌ ËÌ Ò Ú -
Û ÏÂÌÚ Ì‡ ÍÓ „Ó ÚÓ Ë ‰‡ Â, ÓÒ ‚ÂÌ Ì‡ ÔÛ· ÎË Í‡ Ú‡ ÏË, Ú‡ Í‡ ‚‡ ÔÓ Ò‚ÓÈ ËÁ ·Ó,
Ë Ì‡ ÏÂÌ Ò‡ ÏËfl. Ç‡Ê Ì‡ Ú‡ ÒÓ ̂ Ë ‡Î Ì‡ ÙÛÌ Í ̂ Ëfl, ÓÔË Ò‡ Ì‡ ÓÚ ãË Ó Ú‡, Â
‚Ò˙˘ ÌÓÒÚ ‚‡Ê Ì‡ Á‡ ÒÓ ̂ Ë ‡ ÎË Á‡ ̂ Ë fl Ú‡, Ì‡ÎË? àÁ ÍÛÒ Ú ‚Ó ÚÓ ‚ ÛÒ ÎÛ „‡ Ì‡
ÌÂ˘Ó ‚˙Ì ̄  ÌÓ, Á˙· ̃ ‡ ÚÓ ÍÓ ÎÂ ÎÓ ‚ ÒÓ ̂ Ë ‡Î Ì‡ Ú‡ Ë„‡ Ì‡ ‰Ó ÏË Ì‡ ̂ Ëfl Ë ÍÓÌ Ú -
ÓÎ, ÔÓÒ ÚÓ ËÌ Ò Ú Û ÏÂÌÚ Ì‡ ‚Î‡Ò Ú‡ ‚ Â‰Ì‡ ÔÓ-¯Ë Ó Í‡ ÒıÂ Ï‡? à Ó˜‡Í ‚‡¯
‰‡ ÒÂ ÔË Ò˙ Â ‰Ë Ìfl Í˙Ï Ú‡ ÍÓ ‚‡ Ú‚˙ ‰Â ÌËÂ ËÎË ÔÓÌÂ ‰‡ ËÁ ÔËÚ ‚‡Ï ÌÓÒ Ú‡Î -
„Ëfl ÔÓ Á‡ „Û ·‡ Ú‡ ÏÛ? çÂ Ò˙Ï „Ó Ó˜‡Í ‚‡Î ÓÚ ÚÂ· – ˜Ó ‚ÂÍ ÚÓÎ ÍÓ ‚‡ ËÌ ÚÂ Â ÒÛ -
‚‡˘ ÒÂ ÓÚ åË ̄ ÂÎ îÛÍÓ... éÚ Í‡Á ‚‡Ï ÔÓ ‰Ó· ÌË ÙÛÌ Í ̂ ËË ‰‡ ÒÂ ÔË Í‡˜ ‚‡Ú
Í˙Ï ‡ ·Ó ÚË ÚÂ ÏË!

çÓ ËÏ‡ Ë ‰Û„ Ì‡ ̃ ËÌ ‰‡ ÒÂ ÏËÒ ÎË „Ó ÌÓ ÚÓ. é·‡ ̃ Â ˘Â Úfl· ‚‡ ‰‡ „Ó ËÁ ‡ -
·Ó ÚË¯ Ò‡Ï ˜ÂÁ ‡Ì‡ ÎËÁ, Í‡ Í˙‚ ÚÓ ‡Á ÌÂ Ò˙Ï ‚ Ò˙Ò ÚÓ fl ÌËÂ ‰‡ ÔÂ‰ ÎÓ Ê‡.
åËÒ ÎË¯ ÎË, ˜Â Â ‚˙Á ÏÓÊ ÌÓ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó Ì‡ ËÒ ÚË Ì‡ ‰‡ ‰ÂÈÒ Ú -
‚‡ ‚ ÔÓÎ Á‡ Ì‡ ÒÓ ̂ Ë ‡ ÎË Á‡ ̂ Ë fl Ú‡ (Ï‡ Áfl ÒÂ Á‡ ÚÂÁË ‰ÛÏË), Ï‡ Í‡ Ë ‚ Ó· -
‡Ú Ì‡ ÔÓ ÒÓ Í‡ – ‰‡ Â ̃ ÂÏ, ˜ÂÁ ‡Ì ÚË ÒÓ ̂ Ë ‡ ÎË Á‡ ̂ Ëfl ÔÓÒ Â‰ Ò Ú ‚ÓÏ ÍË ÚË Í‡
Ì‡ ÒÓ ̂ Ë ‡Î Ì‡ Ú‡ Ú˙ Í‡Ì? èÓÒ ÚÓ ÔË Ú‡Ï...

19. àÁ ‚˙Ì ÒÓ· Ò Ú ‚Â ÌËfl ÚË Ì‡ ̃ ËÌ Á‡ ‚˙Á Ô Ë Â Ï‡ ÌÂ Ì‡ ÔÓ ËÁ ‚Â ‰Â ÌËfl Ì‡
Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, Í‡Í ‚Ó ÚÂ Í‡‡ ‰‡ ÏËÒ ÎË¯, ˜Â ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‰ÌÂÒ
ÌÂ Â ÍÓÏ Ô ÎÂÍ ÒÂÌ ÙÂ ÌÓ ÏÂÌ? Ñ‡ ÒË ˜ÂÎ ÌÂ˘Ó ÔÓ ‰Ó· ÌÓ ÔË Û‚‡ Ê‡ ‚‡ ÌË
Û˜Â ÌË/ÏËÒ ÎË ÚÂ ÎË? ä‡Í ÚÓ Ë ‰‡ Â, ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‰ÌÂÒ ËÁÓ· ̆ Ó ÌÂ ˆÂÎË ‰‡ Ó -
„‡ ÌË ÁË ‡ ◊‚Ë ÁÛ ‡Î ÌÓ ËÌ ÚËÏ ÌÓ-ÔË ÊË ‚fl ‚‡ Ì‡ Ú‡ ÍÛÎ ÚÛ ‡ Ì‡ ÚÂÁË Ï‡ÒË“. à
ÌË ÍÓÈ ÌÂ Â ÔË Ò‡Î ÔÓ ÚË‚ ÌÓ ÚÓ. èË Â Ï‡¯ ËÎË ÌÂ. íÓ‚‡ Â ÔÓ ÎÓ ÊÂ ÌË Â ÚÓ Ë
ÒË ÏËÒ Îfl, ˜Â ‡ÍÓ Ìfl ÍÓÈ ÒÂ Û˜Ë, ÔÓ-ÔÓ ‰ÛÍ ÚË‚ ÌÓ ˘Â ·˙‰Â ‰‡ ÒÂ ÍÓÌ ̂ ÂÌ Ú -
Ë ‡ Ì‡‰ ‚˙ÔÓÒ‡ Á‡˘Ó ÚÓ‚‡ Â Ú‡Í‡.
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collections of contemporary art because this kind of art is not fit for muse-
ums, etc. Which you are not doing, thank God! Still, you are contradicting
yourself. 

18. This is disgusting! I hate to think that what I am doing must have the
main function to serve as an identification tool for whomever except my
audience that is such by its own choice and myself. This important social
function Lyotard speaks of is important for socialization, right? Art being a
servant of something external to it, a gadget in a social game of dominance
and control, just a tool for power in a much larger scheme? And you expect
me to adhere to such a notion or at least to be nostalgic about loosing it? I
did not expect this from you, the person who is so much interested in
Michel Foucault… I refuse to have such functions attached to my works! 

But there is another way to see the matter. However, you are going to have
to work it out by yourself through analysis that I am not fit to provide. Do you
think it might be possible that contemporary art indeed functions in favor of
socialization (I do hate to say this) although in reversed mode, let’s say via
anti-socialization through critique of the social fabric? It’s just a question…   

19. Outside of your own way of perceiving works of contemporary art, what
makes you think art now is not a complex phenomenon? Have you red
something written by respected writers/thinkers to that effect? However it
might be, art today simply does not at all aim to organize “visually the inti-
mately experienced culture of the masses”. Nobody has written otherwise.
Take it or leave it. That’s the case and I think that if one is learning it’s more
productive to concentrate on why this is so.  

20. It’s not my job to work out what is the social function of art today espe-
cially not on such a grand scale. I presume that there must be something
like a social function because they keep on asking me to take part in shows
here and there, even in Bulgaria. These shows are often funded (not in
Bulgaria) by public funds or otherwise. So, you tell me what that function is
because all I can tell you is that there are still shows, works and artists, as
well as museums (not in Bulgaria), etc. the public cares about and often
pays for.

21. Motivation? As always – to make sense of the world we live in. Reasons
of existence? As usual – because there are people who make installations,
people who buy… and so on. “Meditations, openings and intrusions into the
shared cultural code…” – yes, they are taking place. We have to make
together more educational slide lectures about contemporary art. I think this
part of the question is just the result of your stated ignorance, and a simple
deficit of relevant data to consider.

But, it’s not my fault that the meaning awarded to the term “art” in classical
terminology (as well as the whole apparatus of classical aesthetic theory)
does not appear to fit in with the contemporary art practices. It’s not my job
to either find a new term or adapt the old one to the current practices. But
for sure if one is trying to squeeze contemporary practices and phenomena
from whatever field into terminology from 200 or 300 years ago, one is bound
to encounter severe terminological problems. I sympathize with you and any
other confused theoretician. However, these are terminological problems,
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20. çÂ ÏË Â ‡ ·Ó Ú‡ ‰‡ ËÁ ̃ ËÒ Îfl ‚‡Ï Í‡Í ‚‡ Â ÒÓ ̂ Ë ‡Î Ì‡ Ú‡ ÙÛÌ Í ̂ Ëfl Ì‡ ËÁ -
ÍÛÒ Ú ‚Ó ÚÓ ‰ÌÂÒ, ÓÒÓ ·Â ÌÓ ÚÓÎ ÍÓ ‚‡ Ì‡ Â‰ Ó. èË Â Ï‡Ï Á‡ ‰‡ ‰Â ÌÓ, ˜Â ËÏ‡
ÌÂ˘Ó Í‡ÚÓ ÒÓ ̂ Ë ‡Î Ì‡ ÙÛÌ Í ̂ Ëfl, Á‡ ̆ Ó ÚÓ ÔÓ ‰˙Î Ê‡ ‚‡Ú ‰‡ ÏË ËÁ Ô ‡ ̆ ‡Ú ÔÓ -
Í‡ ÌË Á‡ Û˜‡Ò ÚËÂ ‚ ËÁ ÎÓÊ ·Ë ÚÛÍ-Ú‡Ï, ‰ÓË Ë ‚ Å˙Î „‡ Ëfl. íÂÁË ËÁ ÎÓÊ ·Ë
˜ÂÒ ÚÓ Ò‡ ÙË Ì‡Ì ÒË ‡ ÌË (ÌÂ Ë ‚ Å˙Î „‡ Ëfl) Ò Ó· ̆ ÂÒ Ú ‚Â ÌË ËÎË ‰Û „Ë ÒÂ‰ Ò -
Ú ‚‡. í‡Í‡ ˜Â ÚË ˘Â ÒË ÚÓÁË, ÍÓÈ ÚÓ ˘Â ÏË Í‡ÊÂ Í‡Í ‚‡ Â ÙÛÌ Í ̂ Ë fl Ú‡, Á‡ ̆ Ó -
ÚÓ Â‰ËÌ Ò Ú ‚Â ÌÓ ÚÓ, ÍÓ Â ÚÓ ‡Á ÏÓ„‡ ‰‡ Í‡Ê‡ Â, ˜Â Ó˘Â ËÏ‡ ËÁ ÎÓÊ ·Ë, ‡ ·Ó ÚË
Ë ıÛ ‰ÓÊ ÌË ̂ Ë, Í‡Í ÚÓ Ë ÏÛ ÁÂË (ËÁ ‚˙Ì Å˙Î „‡ Ëfl), ÓÚ ÍÓ Ë ÚÓ ÔÛ· ÎË Í‡ Ú‡ ÒÂ ËÌ -
ÚÂ Â ÒÛ ‚‡ Ë Á‡ ÍÓ Ë ÚÓ ˜ÂÒ ÚÓ ÔÎ‡ ̆ ‡.

21. åÓ ÚË ‚‡ ̂ Ëfl? ä‡Í ÚÓ ‚Ë Ì‡ „Ë – ÓÒ ÏËÒ Îfl ÌÂ Ì‡ Ò‚Â Ú‡, ‚ ÍÓÈ ÚÓ ÊË ‚Â ÂÏ.
ëÏË Ò˙Î Ì‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ? ä‡Í ÚÓ ‚Ë Ì‡ „Ë – Á‡ ̆ Ó ÚÓ ËÏ‡ ıÓ‡, ÍÓ Ë ÚÓ Ô‡ -
‚flÚ ËÌ Ò Ú‡ Î‡ ̂ ËË, ıÓ‡, ÍÓ Ë ÚÓ ÍÛ ÔÛ ‚‡Ú... Ë Ú. Ì. ◊...ÓÔÓÒ Â ‰fl ‚‡ ÌËfl, ÓÚ ‚‡ fl -
ÌËfl, ÔÓ ‰Ó· Ì‡ Ì‡ ÏÂ Ò‡ ‚ ÒÔÓ ‰Â ÎÂ ÌËfl ÍÛÎ ÚÛ ÂÌ ÍÓ‰...“ – ‰‡, Ò˙ ̆ ÂÒ Ú ‚Û ‚‡Ú.
ífl· ‚‡ ‰‡ ÔÂ‰ Ô Ë Â ÏÂÏ Á‡ Â‰ ÌÓ ÔÓ ‚Â ̃ Â Ó· ‡ ÁÓ ‚‡ ÚÂÎ ÌË ÎÂÍ ̂ ËË Á‡ Ò˙‚ -
Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó, ÔË‰ Û ÊÂ ÌË Ò ÔÓ ÊÂÍ ̂ ËË. åËÒ Îfl, ˜Â Ú‡ÁË ˜‡ÒÚ ÓÚ
‚˙Ô Ó Ò‡ ÚË Â Â ÁÛÎ Ú‡Ú ÓÚ Á‡ fl ‚Â ÌÓ ÌÂÁ Ì‡ ÌËÂ Ë Ó·ËÍ ÌÓ ‚ÂÌ ‰Â ÙË ̂ ËÚ Ì‡ Ò˙ -
˘ÂÒ Ú ‚Â ÌË ÔË ÏÂ Ë.

çÓ ÌÂ Â ÏÓfl ‚Ë Ì‡ Ú‡, ˜Â ÁÌ‡ ̃ Â ÌË Â ÚÓ, ‚Î‡ „‡ ÌÓ ‚ ÚÂ ÏË Ì‡ ◊ËÁ ÍÛÒ Ú ‚Ó“ ‚ ÍÎ‡ -
ÒË ̃ ÂÒ Í‡ Ú‡ ÚÂ ÏË ÌÓ ÎÓ „Ëfl (Í‡Í ÚÓ Ë ˆÂ ÎË flÚ ‡Ô‡ ‡Ú Ì‡ ÍÎ‡ ÒË ̃ ÂÒ Í‡ Ú‡ ÂÒ ÚÂ -
ÚË Í‡) ÌÂ ÛÒ Ôfl ‚‡ ‰‡ Ô‡Ò ÌÂ Ò Ô‡Í ÚË ÍË ÚÂ Ì‡ Ò˙‚ Â ÏÂÌ ÌÓ ÚÓ ËÁ ÍÛÒ Ú ‚Ó. çÂ
ÏË Â ‡ ·Ó Ú‡ ÌËÚÓ ‰‡ Ì‡ ÏË ‡Ï ÌÓ‚Ë ÚÂ ÏË ÌË, ÌËÚÓ ‰‡ ÔË „‡Ê ‰‡Ï ÒÚ‡ Ë -
ÚÂ Í˙Ï ‡Í ÚÛ ‡Î ÌË ÚÂ Ô‡Í ÚË ÍË. çÓ Ò˙Ò ÒË „Û ÌÓÒÚ, ÍÓ „‡ ÚÓ Ìfl ÍÓÈ ÓÔËÚ ‚‡ ‰‡
Ì‡ ÚË Í‡ Ò˙‚ Â ÏÂÌ ÌË Ô‡Í ÚË ÍË Ë fl‚ ÎÂ ÌËfl ÓÚ ÍÓ fl ÚÓ Ë ‰‡ ·ËÎ‡ Ó· Î‡ÒÚ ‚ ÚÂ -
ÏË ÌÓ ÎÓ „Ëfl ÓÚ Ô Â ‰Ë 200 ËÎË 300 „Ó ‰Ë ÌË, ˘Â ÒÂ Ò·Î˙Ò Í‡ Ò˙Ò ÒÂ Ë ÓÁ ÌË
ÚÂ ÏË ÌÓ ÎÓ „Ë˜ ÌË ÔÓ· ÎÂ ÏË. çÓ ÚÓ‚‡ Ò‡ ÔÓ· ÎÂ ÏË Ì‡ ÚÂ ÏË ÌÓ ÎÓ „Ë fl Ú‡, ‡
ÌÂ Ì‡ Ô‡Í ÚË Í‡ Ú‡. è‡Í ÚË Í‡ Ú‡ fl ËÏ‡, Á‡ ‰Ó· Ó ËÎË ÎÓ¯Ó, Ú‡Í‡ ˜Â, ÏÓÎfl,
Ò‚˙ ̄ Ë Ò‚Ó fl Ú‡ ˜‡ÒÚ ÓÚ ◊Ò‰ÂÎ Í‡ Ú‡“ Ë Ì‡Ô ‡ ‚Ë ÚÂ Ó Â ÚË ̃ ÂÒ Í‡ Ú‡ ÂÙ ÎÂÍ -
ÒËfl, Á‡ ÍÓ fl ÚÓ ÒË ÏÌÓ „Ó ÔÓ-ÔÓ‰ „ÓÚ ‚ÂÌ ÓÚ ‚ÒÂ ÍË ıÛ ‰ÓÊ ÌËÍ.   

22. Ñ‡, Ú‡Í‡ Â. å‡ Í‡ Ì‡ ËÒ ÚË Ì‡ ‰‡ ÌÂ ‡Á ·Ë ‡Ï, Á‡˘Ó ‚ËÊ ‰‡¯ ÚÓÁË
ÂÎË Ú‡ Ë Á˙Ï Í‡ÚÓ ◊Ó·ÂÁ Ì‡ ‰ÂÊ ‰ÂÌ“? åÓflÚ ÎË ̃ ÂÌ ÓÔËÚ ÔÓ ‚˙Ô Ó Ò‡ Â ‰ÓÒ Ú‡
‡Á ÎË ̃ ÂÌ.

23. èÓ ‰ÓÁ Â ÌË Â ÚÓ ÚË Â ÓÔ ‡‚ ‰‡ ÌÓ – ÚÓ ÌflÏ‡ ÙÛÌ Í ̂ Ë fl Ú‡, ÍÓ fl ÚÓ Â ËÏ‡ ÎÓ
ÔÂ ‰Ë. à Í‡Í ‚Ó ÓÚ ÚÓ‚‡? á‡˘Ó Úfl· ‚‡ ‰‡ ÒÂ ·ÂÁ ÔÓ ÍÓ ËÏ? ÑË ÌÓ Á‡‚ Ë ÚÂ
Ò˙˘Ó Ò‡ ËÁ ̃ ÂÁ Ì‡ ÎË... çÓ ËÏ‡ ‰Û „Ë ÊË ‚ÓÚ ÌË, Ò ÍÓ Ë ÚÓ ‰Â ÎËÏ ÔÎ‡ ÌÂ Ú‡ Ú‡.
Ç˙Ô Ó Ò˙Ú ÚË ÏË Ì‡ ÔÓÏ Ìfl Á‡ ÓÌÁË ˜Ó ‚ÂÍ ÓÚ ÒÂÎÓ Í‡È ëÓ ÙËfl, ÍÓÈ ÚÓ ÔÓ ÒÂ -
ÚËÎ áÓ Ó ÎÓ „Ë ̃ ÂÒ Í‡ Ú‡ „‡ ‰Ë Ì‡ Ë ‚Ë ‰flÎ ÊË ‡Ù. ÉÎÂ ‰‡Î „Ó ‰˙Î „Ó Ë Í‡ Á‡Î:
◊çÂÏ‡ Ú‡ ÍÓ ‚‡ ÊË ‚ÓÚ ÌÓ“. Ä ÏÓÊÂ ·Ë ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‰ÌÂÒ ËÏ‡ ÌÓ‚Ë ÙÛÌ Í ̂ ËË?
èÓ ÎÓ ÊË ÚÂÎ ÌÓ, ÌÂ ÏÓ ÊÂ¯ ‰‡ ÓÚ Â ̃ Â¯ Ô‡ ‚Ó ÚÓ Ì‡ Ò˙ ̆ ÂÒ Ú ‚Û ‚‡ ÌÂ Ì‡
ÌÂ˘Ó, Ò‡ÏÓ Á‡ ̆ Ó ÚÓ ÒÔÓ Â‰ ÚÂ· ÚÓ Â Á‡ „Û ·Ë ÎÓ ÔÂ ‰Ë¯ ÌË ÚÂ ÒË ÙÛÌ Í ̂ ËË.
äÓ „‡ ÚÓ ÒÚ‡ ÌÂ¯ Ì‡ 90, ÌËÏ‡ ˘Â ËÁ ı ‚˙ ÎË¯ ◊ÓÌ‡ ÁË ÒË ‡ ·Ó Ú‡“ Ò‡ÏÓ Á‡ ̆ Ó -
ÚÓ ÌÂ ËÁ Ô˙Î Ìfl ‚‡ ÙÛÌ Í ̂ Ë Ë ÚÂ, ÍÓ Ë ÚÓ Â ‚˙ ̄ Ë Î‡ Ìfl ÍÓ „‡? Ä ÏÓÊÂ ·Ë ËÁ ÍÛÒ Ú -
‚Ó ÚÓ ‰ÌÂÒ ÌÂ ÊÂ Î‡Â ÒÚ‡ Ë ÚÂ ÒË ÙÛÌ Í ̂ ËË?

24. íÓ‚‡ ‡Á Úfl· ‚‡ ‰‡ ÓÔ Â ‰Â Îfl ‚˙‚ ‚Ë ÁÛ ‡Î ÌÓ ÚÓ ÒË ÔÓ ËÁ ‚Ó‰ Ò Ú ‚Ó, ‡ ÚË
‰‡ ÓÚ Í ËÂ¯ ˜ÂÁ ‡Ì‡ ÎË ÚË ̃ ÂÌ Ë ËÌ ÚÂ Ô Â Ú‡ ÚË ‚ÂÌ ÚÂÍÒÚ, ÓÒ ÌÓ ‚‡Ì Ì‡ ÔÓ -
Û˜ ‚‡ ÌÂ Ë ‡ ·Ó ÚË ÚÂ ÏË (Í‡Í ÚÓ Ë Ì‡ ‰Û „Ë ‡‚ ÚÓ Ë). ÑËÒ ÍÛ Ò˙Ú Â Ò˙ ̆ ËflÚ, ÌÓ
ÓÚ „Ó ‚Ó Ë ÚÂ ÌÂ Ò‡ Û ÏÂÌ. í‚Ó flÚ ¯‡ÌÒ Â ÔÓ „Ó ÎflÏ – ËÁ ÔÓÎ Á ‚‡È „Ó...

25. àÏ‡ ÎË ÁÌ‡ ̃ Â ÌËÂ Á‡ ÚÂ·, ˜Â ãË Ó Ú‡ „Ó Â Ì‡ ÔË Ò‡Î ÔÂ ‰Ë 10-20 „Ó ‰Ë ÌË;
ËÎË ˜Â ÊË ‚Ó ÔËÒ Ú‡ Ë ËÌ Ò Ú‡ Î‡ ̂ Ë fl Ú‡ Ò‡ ÌÂ˘Ó ‡Á ÎË˜ ÌÓ? ä‡Í ‚Ó ÚÂ Í‡‡ ‰‡
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not problems of practice. The practice is there for good or bad, so please
deliver your part of the “bargain” and do the theoretical reflection for which
you are anyway much better equipped then any artist.   

22. Yes, this is so. Although I really can’t see why do you see this elitism as
“desperate”? I have other experiences with it.

23. Your suspicion is justified; it does not have the functions it has had
before. So what? Why should we worry about it? There are no longer
dinosaurs either… But there are other animals we share the planet with. Your
question reminds me of this local man from a small village near Sofia who
went to the Zoo and saw the giraffe. He looked on and on, until he finally
said: “There is no such animal”. Maybe art today has other functions?
Surely you cannot deny the right of existence to something just because you
think it has lost its old functions. When you will be 90, would you through
away your “thing” simply because it can no longer perform the functions it
did before? Maybe art today does not want to have the old functions?

24. That’s for me to define in visual artworks and for you to find out in ana-
lytical and interpretive text based on your expertise and my works (others
too). It’s the same discourse but I do not have the answers. You have a bet-
ter chance - use it…

25. Does it matter to you that Lyotard probably wrote this 10-20 years ago;
or that a painting and an installation are somewhat different? What makes
you think that artists or people from the “closed off circles” identify with and
accept this definition? It seems rather arrogant to incriminate and impose a
description given by a single person on a whole big context of people, local
contexts, practices and works. At the end, why don’t you ask Lyotard about
it? You seem to have plenty of respect for theoretical authority where I have
none. For the opinions, yes, but I just do not take any theoretical word as a
binding final truth, it’s just one of many possibilities. Not only do I not identi-
fy with the above definition by Lyotard but also I refuse to be responsible for
other peoples’ comments and metaphors. 

26. How about “épater l’establishment”? Political, institutional, academic,
that of the moral majority, educational, visual… Yes, I like that, “the visual
establishment”, that’s what I like to “épater”, a lot. After all, I am just a visual
artist…

27. I can live with that. 

28. A-h, those infamous “closed off visual/experimental circles” again… 

29. So, be it! Welcome to the “circle”. 
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ÏËÒ ÎË¯, ˜Â ıÛ ‰ÓÊ ÌË ̂ Ë ÚÂ ËÎË ıÓ ‡ Ú‡ ÓÚ ◊Á‡Ú ‚Ó Â ÌË ÚÂ Í˙ „Ó ‚Â“ ÒÂ Ë‰ÂÌ -
ÚË ÙË ̂ Ë ‡Ú Ò Ú‡ÁË ‰Â ÙË ÌË ̂ Ëfl Ë fl ÔË Â Ï‡Ú? àÁ „ ÎÂÊ ‰‡ ‰ÓÒ Ú‡ ‡Ó „‡Ì Ú ÌÓ
‰‡ ÒÂ ËÌ Í Ë ÏË ÌË ‡ Ë Ì‡ Î‡ „‡ ÓÔË Ò‡ ÌËÂ, ‰‡ ‰Â ÌÓ ÓÚ Â‰ËÌ ˜Ó ‚ÂÍ Ì‡ ˆfl ÎÓÒ -
ÚÂÌ Ó· ̄ Ë ÂÌ ÍÓÌ ÚÂÍ ÒÚ ÓÚ ıÓ‡, ÎÓ Í‡Î ÌË ÍÓÌ ÚÂÍ Ò ÚË, Ô‡Í ÚË ÍË Ë ÔÓ ËÁ ‚Â -
‰Â ÌËfl. à Ó˘Â – Á‡˘Ó ÌÂ ÔÓ ÔË Ú‡¯ ãË Ó Ú‡ Á‡ ÚÓ‚‡? àÁ „ ÎÂÊ ‰‡ ‰‡ ÒË ËÁ -
Ô˙Î ÌÂÌ Ò Û‚‡ ÊÂ ÌËÂ Í˙Ï ÚÂ Ó Â ÚË˜ ÌËfl ‡‚ ÚÓ Ë ÚÂÚ, Í‡Í ‚Ó ÚÓ ‡Á ÌÂ ËÁ ÔËÚ ‚‡Ï.
åÌÂ ÌËfl – ÔË Â Ï‡Ï, ÌÓ ÌÂ Ë ÚÂ Ó Â ÚË˜ ÌÓ ÚÓ Í‡ÚÓ Ó· ‚˙ Á ‚‡ ̆ ‡ Í‡È Ì‡ ËÒ -
ÚË Ì‡, ‡ Í‡ÚÓ Â‰Ì‡ ÓÚ ÏÌÓ „Ó ‚˙Á ÏÓÊ ÌÓÒ ÚË. çÂ Ò‡ÏÓ ˜Â ÌÂ ÒÂ Ë‰ÂÌ ÚË ÙË ̂ Ë -
‡Ï Ò „Ó Ì‡ Ú‡ ‰Â ÙË ÌË ̂ Ëfl Ì‡ ãË Ó Ú‡, ÌÓ Ë ÓÚ Í‡Á ‚‡Ï ‰‡ ·˙‰‡ ‰˙ Ê‡Ì ÓÚ -
„Ó ‚Ó ÂÌ Á‡ ÍÓ ÏÂÌ Ú‡ Ë ÚÂ Ë ÏÂ Ú‡ ÙÓ Ë ÚÂ Ì‡ ‰Û „Ë ıÓ‡.

26. ä‡Í ‚Ó ˘Â Í‡ ÊÂ¯ Á‡ ◊ÂÔ‡ ÚË ‡ ÌÂ Ì‡ ËÒ Ú‡· ÎË¯ Ï˙ÌÚ-‡“? èÓ ÎË ÚË ̃ ÂÒ ÍËfl,
ËÌ Ò ÚË ÚÛ ̂ Ë Ó Ì‡Î ÌËfl, ‡Í‡ ‰Â ÏË ̃ ÂÒ ÍËfl, ÚÓÁË Ì‡ ÏÓ ‡Î ÌÓ ÚÓ ÏÌÓ ÁËÌ Ò Ú ‚Ó, Ó· -
‡ ÁÓ ‚‡ ÚÂÎ ÌËfl, ‚Ë ÁÛ ‡Î ÌËfl... ÖÚÓ ÚÓ‚‡ ÏË ı‡ ÂÒ ‚‡ – ◊‚Ë ÁÛ ‡ ÎÂÌ ËÒ Ú‡· ÎË¯ -
Ï˙ÌÚ“, ÚÓÁË Ó·Ë ̃ ‡Ï ‰‡ „Ó ÂÔ‡ ÚË ‡Ï, ‡Ï‡ ÏÌÓ „Ó. Ç Í‡fl Ì‡ Í‡ Ë ̆ ‡ Ú‡ Ò˙Ï
ÔÓÒ ÚÓ Â‰ËÌ ıÛ ‰ÓÊ ÌËÍ...

27. ôÂ „Ó ÔÂ ÊË ‚Âfl.

28. Ä-‡-‡, Ô‡Í ÚÂÁË ÔÂ ̃ ‡Î ÌÓ ËÁ ‚ÂÒ Ú ÌË ◊Á‡Ú ‚Ó Â ÌË ‚Ë ÁÛ ‡Î ÌÓ/ÂÍ Ò ÔÂ Ë ÏÂÌ -
Ú‡Î ÌË ÒÂ ‰Ë“...

29. í‡Í‡ ‰‡ ·˙‰Â! ÑÓ· Â ‰Ó ̄ ˙Î ‚ ◊Í˙ „‡“.
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çÂÔÂÚÂÌˆËÓÁÂÌ ÒÔËÒ˙Í Ì‡ ˜ÂÚË‚‡:

List of humbly suggested readings:

Documenta 11_Platform 5. Catalogue. Hatje Cantz Verlag, Ostfildern,
2002 (ISBN 3-7757-9086-1)

Documenta 11_Platform 4. Under Siege. Four African Cities. Hatje Cantz
Verlag, Ostfildern, 2002 (ISBN 3-7757-9090-X)

Documenta 11_Platform 3. Créolité and Creolization. Hatje Cantz Verlag,
Ostfildern, 2002 (ISBN 3-7757-9084-5)

Documenta 11_Platform 2. Experiments with Truth: Transitional Justice
and the Processes of Truth and Reconciliation. Hatje Cantz Verlag,
Ostfildern, 2002 (ISBN 3-7757-9080-2)

Documenta 11_Platform 1. Democracy Unrealized. Hatje Cantz Verlag,
Ostfildern, 2002 (ISBN 3-7757-9082-9)

Politics-Poetics. Documenta X – the Book. Cantz Verlag, Ostfildern,
1997 (ISBN 3-89322-909-4)

Irit Rogoff. Terra Infirma. Geography’s Visual Culture. Routledge,
London and New York, 2000 (ISBN 0-415-09616-2)

Nicolas Bourriaud. Relational Aesthetics, 2002 (ISBN 2-84066-060-1)

Catalogue. Berlin Biennale 2001. Saskia Bos (Ed.), Daniel Birnbaum,
Annie Fletcher, Charles Esche, Nicolas Bourriaud. Oktagon, 2002 
(ASIN: 3896110977) 
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è‡‚‰ÓÎ˛· à‚‡ÌÓ‚
íÓ‚‡ Â ÔÓ-ÒÍÓÓ ◊Ô‡˜Û˙Í“ ÓÚ ÎË˜ÌË ÂÔÎËÍË Ë
ÏÌÂÌËfl, ·ÂÁ ‚Ë‰ËÏ‡ ‚˙ÁÍ‡ ÔÓÏÂÊ‰Û ËÏ, ÍÓËÚÓ ÌÂ
ÏÓ„‡Ú ‰‡ ÒÂ ‡Á·Â‡Ú ·ÂÁ ‰‡ ÒÂ ÔÓ˜ÂÚÂ ÚÂÍÒÚ‡ Ì‡
ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚.

1. …çÂ, ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÌflÏ‡ Ó „‡ ÌË Á‡ ̂ Ë ÓÌ ÌË ÙÛÌ Í ̂ ËË Ô˙Í ·ËÎÓ ÚÓ Ë Á‡ ◊ÂÍ Ò -
Ú‡ ÚË˜ ÌË ÚÂ ÂÌÂ „ËË Ì‡ Ó· ̆ ÂÒ Ú ‚Ó ÚÓ“.

2. ...äÓÎ ÍÓ ÚÓ ‰Ó ◊ÚÓ‚‡, ÍÓ Â ÚÓ Ä‰Ó ÌÓ, ÅÂ Ìfl ÏËÌ Ë ã¸Ó ‚ÂÌ Ú‡Î Ò‡ ÌÂ Ì‡ ‚ËÊ -
‰‡ ÎË“, ÏÓ „‡Ú ‰‡ ÔÓ ‰˙Î Ê‡Ú ‰‡ „Ó ÌÂ Ì‡ ‚ËÊ ‰‡Ú Ï‡ Í‡, ˜Â ÌËÒ Í‡ Ú‡ Ë ‚Ë ÒÓ -
Í‡ Ú‡ ÍÛÎ ÚÛ ‡ ‰ÌÂÒ Ò‡ ‰ÓÒ Ú‡ ÓÚ ÌÓ ÒË ÚÂÎ ÌË Ë ÓÒ ÏÓ ÁË ‡ ÌË ÔÓ Ìfl ÚËfl, ÓÒÓ ·Â ÌÓ
‚˙‚ ‚Ë ÒÓ ÍË ÚÂ ÒË ˜‡Ò ÚË.

3. …◊íÓ (ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‰ÌÂÒ) ÌÂ ÒÂ ËÌ ÚÂ Â ÒÛ ‚‡ ÓÚ Ï‡ ÒÓ ‚‡ Ú‡ ÔÛ· ÎË Í‡…“.
è˙ ‚Ó - ÍÓ„‡ ÒÂ Â ËÌ ÚÂ Â ÒÛ ‚‡ ÎÓ? (ÅÂ Ú ‡Ì ê˙ ÒÂÎ ÔË¯Â, ˜Â êÂ ÌÂ Ò‡Ì Ò˙Ú
ÒÂ Â ÓÒ˙ ̆ ÂÒ Ú ‚ËÎ ‚ ÚÂ ÒÂÌ Í˙„ ÓÚ ÔÓÒ ‚Â ÚÂ ÌË, ˆË ÚË ‡Ï ÔÓ Ô‡ ÏÂÚ); Ë ‚ÚÓ Ó
- Í‡Í ‚Ó ÁÌ‡ ̃ Ë ◊Ï‡ ÒÓ ‚‡ ÔÛ· ÎË Í‡“? å‡ ÒÓ ‚‡ Â Ò‡ÏÓ Í‡ ÁË ÓÌ Ì‡ Ú‡ ÔÛ· ÎË Í‡, ‡
ÌÂfl Ô˙Í Ò˙‚ ÒÂÏ ÌflÏ‡ ÍÓÈ ‰‡ fl ÏËÒ ÎË.

4. …Ñ‡, ‚˙Á ÏÓÊ ÌÓ Â ◊Í˙ÒÓ Ò˙ Â ‰Ë ÌÂ ÌËÂ…“, ÌÓ ÌÂ ‚ ÚÓ˜ Í‡ Ú‡ ◊Ì‡ ÂÍ Ò Ú‡ Á‡,
ÂÍ Ò Ú ÂÏ Ì‡ Ú‡ ÂÏÓ ̂ Ëfl, ÒÔÓÌ Ú‡Ì Ì‡ Ú‡ ‡ ‰ÓÒÚ ÓÚ ÚÓ‚‡, ˜Â ‚ËÊ ‰‡¯“, ‡ ÔÓ-ÒÍÓ -
Ó ‚ ÚÓ˜ Í‡ Ú‡ Ì‡ ÓÚ ÏÂÒ Ú ‚‡ ÌÂ ÓÚ ËÁ · Ó Â ÌË ÚÂ ÌÂ˘‡, ‚ ÚÓ˜ Í‡ Ú‡ Ì‡ ÔËÔ Î˙Á -
‚‡ ÌÂ, Ò ÔÓ‰ Î‡ Ë Ò˙Á Ì‡ ÚÂÎ Ì‡ ÔÓ‰ Ïfl Ì‡. 

5. …çÂ˘Ó Í‡ÚÓ ÍÓÌ Ú ‡-‚˙Ô ÓÒ: ä‡Í ÒÂ ÔË Î‡ „‡ ÌÂ Ó ÎÓ „ËÁ Ï˙Ú ◊‚Ë ÁËÓ-Ï‡Ì -
Ò ÍË“ Í˙Ï Â‰Ì‡ ÒÂ ‰‡ ·ÂÁ ÌË Í‡Í ‚‡ ıÛ ‰Ó ÊÂÒ Ú ‚Â Ì‡ ËÌ Ù ‡Ò Ú ÛÍ ÚÛ ‡, ·ÂÁ Ô‡ -
Á‡, ‚ ÍÓ fl ÚÓ ‚˙Ô Â ÍË ‚ÒË˜ ÍÓ ÒÂ Ò˙Á ‰‡ ‚‡ ÔÓ ‰ÛÍÚ, Ì‡ ÔÛÍ Ì‡ Á‰‡ ‚‡ Ú‡ ÎÓ -
„Ë Í‡?

6. ◊…Á‡Ú ‚Ó Â ÌÓ ‚ Ò‚Ó Ë ÚÂ ıÂ ÏÂ ÚË˜ ÌË  ÏÂ ÊË ÓÚ ÍÛ ‡ ÚÓ Ë, „‡ ÎÂ ËÒ ÚË, ÔÓ -
‰Û ̂ ÂÌ ÚË, ÏÂ ̂ Â Ì‡ ÚË, ÙË Ì‡Ì ÒËÒ ÚË…“. Ö, ÔÓ ÔÛÒ Ì‡Î Â ıÛ ‰ÓÊ ÌË ̂ Ë, ‡ ‡Á ·Ëı
‰Ó ·‡ ‚ËÎ Ë ÔÛ· ÎË Í‡. äÓÈ ÚÓ ÌÂ ‚fl ‚‡ ‰‡ ÓÚË ‰Â ‚ Ò˙ ·Ó Ú‡ ËÎË ÌÂ ‰Â Îfl ‚ óÂÎ ÒË,
ç˛ âÓÍ ËÎË ‚ ‡ ·Ó ÚÂÌ ‰ÂÌ ‚ 10 ˜‡Ò‡ ÒÛÚ ËÌ Ú‡ ÔÂ‰ ÅÓ ·Û ‚ è‡ ËÊ! á‡
Í‡ Í˙‚ ıÂ ÏÂ ÚË Á˙Ï ÒÚ‡ ‚‡ ‰ÛÏ‡ ÌÂ ÏÓ„‡ ‰‡ ‡Á ·Â ‡? í‡ ËÁ · Ó Â ÌË ÚÂ ÓÚ
ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ „Û ÔË ÓÚ ıÓ‡ Â‰ ‚‡Ï ÒÂ Ò˙ ·Ë ‡Ú Ì‡ Â‰ËÌ Â‰! ôÓ Á‡
ıÂ ÏÂ ÚË Á˙Ï? ä‡Í ÚÓ ÒÂ Í‡Á ‚‡: ‰‡È ÅÓÊÂ ‚ÒÂ ÍË ÏÛ Ú‡ Í˙‚ ıÂ ÏÂ ÚË Á˙Ï! 

7. …◊ËÁ ‚˙Ì Á‡Ú ‚Ó Â ÌË ÚÂ ‚Ë ÁÛ ‡Î ÌÓ-ÂÍ Ò ÔÂ Ë ÏÂÌ Ú‡Î ÌË ÒÂ ‰Ë…“. ÄÁ Á‡ Ú‡ -
ÍË ‚‡ ÒÂ ‰Ë ÌÂ Ò˙Ï ˜Û ‚‡Î, ÌÂ Ò˙Ï ˜Û ‚‡Î Ë Á‡ ÂÍ Ò ÔÂ Ë ÏÂÌ Ú‡Î ÌÓ ËÁ ÍÛÒ Ú ‚Ó,
Ò˙ Ê‡ Îfl ‚‡Ï… åÌÓ „Ó ·Ëı ÒÂ ‡‰ ‚‡Î ‰‡ ÒÂ Á‡ ÔÓÁ Ì‡fl Ò ıÛ ‰ÓÊ ÌËÍ-ÂÍ Ò ÔÂ Ë -
ÏÂÌ Ú‡ ÚÓ, Í‡Í ÚÓ Ë Ò ÍË ÚËÍ-ÂÍ Ò ÔÂ Ë ÏÂÌ Ú‡ ÚÓ.

8. éÒ ÌÓ‚ ÌËflÚ ‚˙Ô ÓÒ, ÍÓÈ ÚÓ ÒÔÓ Â‰ ÏÂÌ ÔÓÒ Ú‡ ‚fl ÚÂÍ Ò Ú˙Ú Ì‡ ÄÎÂÍ Ò‡Ì ‰˙
äÓ ÒÂ‚ Â ÚÓÁË Á‡ çÛÊ ‰‡ Ú‡, Á‡ çÂ Ó· ıÓ ‰Ë ÏÓÒÚ Ú‡ Ì‡: ËÁ ÍÛÒ Ú ‚Ó ÚÓ ÓÚ „Â ÌÂ ‡ -
ÎË ÁË ‡ ̆ ‡ ÍÓÌ ̂ ÂÔ ̂ Ëfl/ÛÚÓ ÔËfl; Ì‡ ıÛ ‰ÓÊ ÌË Í‡ ÓÚ ÔÛ· ÎË Í‡; Ì‡ Ï‡ ÎÓ· ÓÈ Ì‡ -
Ú‡ ÔÛ· ÎË Í‡ ÓÚ ÍÓ ÎË ̃ ÂÒ Ú ‚Ó, Á‡ ‰‡ ÒÚ‡ ÌÂ Ï‡ ÒÓ ‚‡; Ì‡ Ï‡ ÒÓ ‚Ëfl ÍÓÌ ÒÛ Ï‡ ÚÓ
ÓÚ ÒÂ ÎÂÍ ÚË ‚ÂÌ ËÁ ·Ó; Ì‡ ËÁ ÍÛÒ Ú ‚Ó ÚÓ ‰‡ ÒÂ Ò˙Ò ÚÂ Á‡ ‚‡ Ò˙Ò Á‡ ·‡‚ Îfl ‚‡ ̆ ‡ Ú‡
ËÌ ‰ÛÒ Ú Ëfl Á‡ ◊ÔÓÒ Ú ‡Ì Ò Ú ‚‡ Ú‡ Ì‡ ÓÍÓ ÚÓ Ë Ò˙ ̂ Â ÚÓ Ì‡ ıÓ ‡ Ú‡“; Ë Ú.Ì.
ÅËı ÒË ÔÓÁ ‚Ó ÎËÎ ‰‡ Ó·˙ Ì‡/ÔÓ ‰˙Î Ê‡ ‚˙Ô Ó Ò‡ Ú‡Í‡: Ä, ËÁÓ· ̆ Ó, ËÏ‡ ÎË
ÌÛÊ ‰‡ ÓÚ çÛÊ ‰‡ Ú‡, ‚ ÒÏË Ò˙ Î‡ Ì‡ ËÁ · Ó Â ÌÓ ÚÓ ‰Ó ÚÛÍ? 

ÅÂ ÎÂÊ Í‡: ÑÛ ÏË ÚÂ ‚ Í‡ ‚Ë˜ ÍË Ò‡ ÓÚ ÚÂÍ Ò Ú‡ Ì‡ ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚
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Pravdoliub Ivanov
This is a patchwork of private comments and opinions that are not linked in
any obvious way and can not be grasped without reading the text of
Alexander Kiossev first. 

1. ...No, art does not have any organizational functions even for the “ecstat-
ic energies of society”. 

2. As far as “that, which Adorno, Benjamin and Loewenthal had despised”
goes, they can go on despising it although the high and the low culture are
today rather relative and conjugated concepts especially in their upper levels.

3. …“It (art today) is not interested in the mass audience...”. Firstly, when
has it been interested? (Bertrand Russell writes that the Renaissance has
happened within a closed circle of initiated individuals, I am quoting from
memory). And secondly, what does it mean “mass audience”? Mass audi-
ence is only the establishment audience, and I think there is no one interest-
ed in reflecting on it.  

4. ...Yes, a “short cut...” is possible but not at the point of “ecstasy, extreme
emotion, spontaneous enjoyment of the act of seeing”. Rather, at the point
where all these things are shifting, where they slip away, through a clairvoy-
ant and conscious replacement.

5. ...Something like a counter-question: how is it possible to apply the neo-
logical expression “visio-maniacal” to a context deprived of any artistic infra-
structure, market, etc.? Where however, in spite of everything artworks are
being produced as if in defiance of sound logic?

6. ...”enclosed in its own hermetic networks of curators, gallerists, produc-
ers, mecenats, sponsors...”. Well, he has missed out artists and I would add
audience. If you do not believe me, just go on a Saturday or Sunday to
Chelsea in New York, or on a weekday in front of Baubourg in Paris at 10
am! What kind of hermeticism are we talking about here? I do not under-
stand. The groups of people listed by Kiossev could hardly fill up one raw of
seats. What is this hermeticism? As they say, may God award such hermeti-
cism to all!

7. ...”outside of the closed off visual-experimental groups...”. I have not
heard of such groups, nor have I heard of experimental art, sorry! I would
be very glad to meet an artist-experimentalist, as well as an art critic experi-
mentalist. 

8. The main question posed by Kiossev's text is the one about the Need, the
Necessity: for art to have a generalizing concept/utopia; for the artist to
have an audience; for the limited audience to gain quantity in order to
become a mass audience; for the mass consumer to have selective atti-
tudes; for art to compete with the entertainment industry for command over
the “space of the eyes and the heart of the people”, etc. However, I would
take the liberty to transform/develop the question in the following manner: is
there any necessity at all for the Need as described here so far?  

Note: the passages in quotation marks are taken from the text of 
Alexander Kiossev.
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à‚‡Ì åÛ‰Ó‚
1. Ñ‚ÂÚÂ ËÁÎÓÊ·Ë, ÍÓËÚÓ ÒÔÓÏÂÌ‡‚‡¯,
ÌflÏ‡Ú ÌË˘Ó Ó·˘Ó ÔÓÏÂÊ‰Û ÒË. ÇÒÂ Ô‡Í
ÑÓÍÛÏÂÌÚ‡ Â Ì‡ 50 „Ó‰ËÌË, ‚ÒÂ ˘Â Úfl·‚‡
‰‡ Â ÒÚ‡Ì‡Î‡ ÌflÍ‡Í‚‡ ÒÔÓÈÍ‡ Ò „‡‰‡.
å‡ÌËÙÂÒÚ‡ Â Ô˙ÚÛ‚‡˘Ó ·ËÂÌ‡ÎÂ, ÍÓÂÚÓ
ÁÌ‡˜Ë, ˜Â ÌÂÈÌ‡Ú‡ ÒÔÓÈÍ‡ Ò „‡‰‡ ÓÒÚ‡‚‡
Ì‡ ‚ÚÓÓ ÏflÒÚÓ. 

2. ÇÒË˜ÍË ÚÂÁË ÌÂ˘‡ ·Ëı‡ Ì‡Ô‡‚ËÎË
ËÁÎÓÊ·‡Ú‡ ÔÓ-ÎÂÒÌÓ ËÁÔ˙ÎÌËÏ‡, ÌÂ ÔÓ-
‰Ó·‡.

3. Ñ‡, ‚Â˜Â ËÏ‡¯Â å‡ÌËÙÂÒÚ‡ ‚
ËÁÚÓ˜ÌÓÂ‚ÓÔÂÈÒÍË „‡‰, ÒÏÂfl ‰‡ Ú‚˙‰fl – ÛÒÔÂ¯Ì‡. éÔÂ‰ÂÎÂÌÓ
ã˛·ÎflÌ‡ ÌflÏ‡ ÌË˘Ó Ó·˘Ó Ò˙Ò ëÓÙËfl. çflÏ‡ ÌË˘Ó Ó·˘Ó Ó·‡˜Â Ë Ò
êÓÚÂ‰‡Ï, ã˛ÍÒÂÏ·Û„ Ë î‡ÌÍÙÛÚ. àÒÚËÌÒÍËflÚ ÔÓ·ÎÂÏ Â, ˜Â
Â‚ÂÌÚÛ‡ÎÌÓ, ·Ó„‡ÚËÚÂ ÍÛÎÚÛ-‚˙‚ÂÎË ˘Â „Ë Â ÒÚ‡ı ‰‡ ‰ÓÈ‰‡Ú ‚ ëÓÙËfl,
‡ ÚÓ‚‡ ˘Â Â ‡‚ÌÓÒËÎÌÓ Ì‡ ÔÓ‚‡Î. çÂÓÚ‰‡‚Ì‡ ·flıÏÂ Ò‚Ë‰ÂÚÂÎË Ì‡
‡Î·‡ÌÒÍÓ ·ËÂÌ‡ÎÂ (Ë ÚÓ ÌÂ ÎÓ¯Ó) ‚ íË‡Ì‡. ÇflÌÓ, ˜Â Á‡‰ ÌÂ„Ó ÒÚÂ¯Â
ËÚ‡ÎËflÌÂˆ Ë Ò˙‚ÒÂÏ ‰Û„Ë, ÔÓÎËÚË˜ÂÒÍË, ÔÓ‰·Û‰Ë, ÌÓ ‚ÒÂ Ô‡Í ÒÔÓ‰ÂÎflÏ
Ó·˘Ó·˙Î„‡ÒÍ‡Ú‡ ÔÓÁËˆËfl, ˜Â ÒÏÂ Ï‡ÎÍÓ ÔÓ-‰Ó·Â ÓÚ ÄÎ·‡ÌËfl. ä‡ÚÓ
Í‡Á‚‡Ï Ï‡ÎÍÓ, ËÏ‡Ï ÔÂ‰‚Ë‰ Ì‡ËÒÚËÌ‡ Ï‡ÎÍÓ – ÒÚ‡‚‡ ‚˙ÔÓÒ Á‡
ËÌÙ‡ÒÚÛÍÚÛ‡. àÌ‡˜Â ÒÏflÚ‡Ï, ˜Â ‡Î·‡ÌÒÍËÚÂ ıÛ‰ÓÊÌËˆË ÒÂ ‡‰‚‡Ú Ì‡
ÔÓ-„ÓÎflÏ ÛÒÔÂı ÓÚ ·˙Î„‡ÒÍËÚÂ.

4. Ñ‡ ÌÂ ÒÂ „ÓÚ‚Ë¯ ‰‡ ÒÚ‡‚‡¯ ÍÏÂÚ?

5. ÄÏË ˜Â ‚ÁÂÏË „Î˙ÚÌË Â‰ÌÓ ÂÍÒÚ‡ÁË, Í‡ÍÚÓ ÒÂ Í‡Á‚‡ ◊ÓÚ ‚Â‰Ì˙Ê
ÔÂ‰Â‡ÒÚ ÌÂ ÒÂ ÒÚ‡‚‡“. åÓÊÂ ·Ë ˘Â ‡Á·ÂÂ¯, ˜Â Ì‡ÍÓÚËˆËÚÂ ÌÂ
Â¯‡‚‡Ú ÔÓ·ÎÂÏËÚÂ, ‡ Ò‡ÏÓ „Ë Ô‡‚flÚ Ì‡ ÍÓ¯Ï‡Ë. íÓÁË Ì‡˜ËÌ Ì‡
ÊË‚ÓÚ Â Ò‡ÏÓ ÂÚ‡Ô. íÓ‚‡, ˜Â ÌË ÛÔ‡‚Îfl‚‡ ÔÓÍÓÎÂÌËÂÚÓ Ì‡ 60-ÚÂ ÌÂ
Ì‡Ô‡‚Ë Ò‚ÂÚ‡ ÔÓ-ıÛÏ‡ÌÂÌ, Ò‡ÏÓ ÔÓ‚ÎËfl Ì‡ ÔÂ‰ËÁ·ÓÌËÚÂ ÔÓÒÎ‡ÌËfl.

6. à ÒÎ‡‚‡ ·Ó„Û. å‡ÒÓ‚‡Ú‡ ÔÛ·ÎËÍ‡ Ú˙ÒË Ò‡ÏÓ Ò‡ÔÛÌÂÌË ÓÔÂË, Ì‡ ÌÂfl
π ‚ÎËflflÚ ÂÍÎ‡ÏËÚÂ, ·˙ÁÓ ÒÏÂÌfl˘ËÚÂ ÒÂ Í‡‰Ë Ë ÂÙÂÍÚË Ì‡
ıÓÎË‚Û‰ÒÍËÚÂ ÔÓ‰ÛÍˆËË (‰‡ÎÂ˜ Ò˙Ï ÓÚ ÏËÒ˙ÎÚ‡, ˜Â Ì‡ ÏÂÌ Ò˙˘ËÚÂ ÌÂ˘‡
ÌÂ ÏË ‚ÎËflflÚ ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ), ÌÂ˘Ó Í‡ÚÓ ÂÍÒÚ‡ÁË, ÌÓ Á‡ ÛÔÓÚÂ·‡ ÒÎÂ‰
‡·ÓÚ‡, Á‡ ÓÚÏÓ‡ – ÔÓ-ÒÍÓÓ Í‡ÚÓ ı‡¯Ë¯. äÓÎÍÓÚÓ ‰Ó ÒÚÛ‰ÂÌËÌ‡Ú‡ ÒË
‡·ÒÓÎ˛ÚÌÓ Ô‡‚. èÓ-Ô‡‚ËÎÌÓ ·Ë ·ËÎÓ ‰‡ ÒÂ Ì‡Â˜Â ÒÛıÓÚ‡ – Í‡ÚÓ ÒÂ
ÓÁÓ‚‡ ‚ „‡ÎÂËfl ÔÓ-„ÓÎflÏ‡ ÓÚ ÒÚÓ Í‚‡‰‡Ú‡ ÏË ÒÂ ‰ÓÒÔË‚‡. á‡ÚÓ‚‡ ÒË
ËÏ‡Ï Í‡ÏÂ‡ – Úfl ÏË ‰‡‚‡ ‚˙ÁÏÓÊÌÓÒÚ ‰‡ ‡Á„ÎÂÊ‰‡Ï „ÓÎÂÏËÚÂ
ËÁÎÓÊ·Ë Û ‰ÓÏ‡, ‚ ÎÂ„Ì‡ÎÓ ÔÓÎÓÊÂÌËÂ. ëË„ÛÂÌ Ò˙Ï, ˜Â ‡ÍÓ ÔÓÒÂÚË¯
ËÁÎÓÊ·‡ Ì‡ Ö‚ËÌ ÇÛÏ ˘Â ÚË ÒÂ ÒÚÓË ÒÛı‡, ÌÓ Ò˙˘Ó Ú‡Í‡ ÒÏflÚ‡Ï, ˜Â
ÚÓÈ Â Ì‡È-ÔÓÔÛÎflÌËflÚ ıÛ‰ÓÊÌËÍ ‚ ÏÓÏÂÌÚ‡ ÒÂ‰ MTV-ÙÂÌÓ‚ÂÚÂ ÌÂ Á‡
‰Û„Ó, ‡ Á‡˘ÓÚÓ Red Hot Chili Peppers Ò‡ ÒÂ ‚‰˙ıÌÓ‚ËÎË ÓÚ ÌÂ„Ó‚‡
‡·ÓÚ‡ Ë Ò‡ ÒÌËÏ‡ÎË ÔÓÒÎÂ‰ÌËfl ÒË ÍÎËÔ ‚ ÒÛı‡ „‡ÎÂËÈÌ‡ ÒÂ‰‡ ÏÂÊ‰Û
ÌÂ„Ó‚Ë ‡·ÓÚË. äÎËÔ˙Ú Á‡‚˙¯‚‡ Ò ‰ÛÏËÚÂ ◊‚‰˙ıÌÓ‚ÂÌ ÓÚ Â‰ÌÓÏËÌÛÚÌËÚÂ
ÒÍÛÎÔÚÛË Ì‡ Ö‰‚ËÌ ÇÛÏ“. íÓ‚‡, ‡Á·Ë‡ ÒÂ, ÌÂ Ô‡‚Ë ÌÂ„Ó‚ËÚÂ ‡·ÓÚË
ÔÓ-‰Ó·Ë, ÔÓ-ÎÓ¯Ë, ÔÓ-ÒÛıË ËÎË ÔÓ-ÏÓÍË, Ô‡‚Ë „Ë Ò‡ÏÓ ÔÓ-ÔÓÔÛÎflÌË.

7. çÓÏ‡ÎÌÓ Â. ÇÒË˜ÍË ÒÂ Á‡ıÎ‡Ò‚‡ÏÂ.
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Ivan Moudov
1. The two exhibitions you are mentioning have nothing in common. After
all, Documenta is 50 years old and it seems that some kind of fusion with
the city must have developed. Manifesta is a traveling biennial which means
that its relation to the host city is of secondary importance.

2. All these things might make the show easier to install and realize but not
necessarily better.

3. Yes, there was already a Manifesta in a Eastern European city and I
would say, it was successful. For sure Ljubljana has nothing in common
with Sofia but it has nothing in common with Rotterdam, Luxembourg and
Frankfurt either. The real problem is that it's possible the rich cultural
tourists will be afraid to come to Sofia and that would be disastrous.
Recently we saw a biennial in Tirana, Albania (and it was good). True, there
was an Italian organizer behind it as well as completely different political
motivation. However, I share in the all-Bulgarian view that we are a bit better
off then Albania. When I say “a bit” I really mean “a bit” because I am talk-
ing about the infrastructure. Otherwise, I think that the artists from Albania
as a whole have more success then the ones from Bulgaria. 

4. Are you considering running for a mayor?

5. Well, then you might try poping in a pill of ecstasy for once... As they say,
“you don't become gay from only once”. Maybe then you will see that drugs
do not solve problems but just turn them into nightmares. This way of life is
only a stage. The fact that we are ruled by the generation of the 1960ies did
not make the world more human, it just influenced the ellection campaign
slogans.

6. Thank God for that! The mass audience is looking only for the soap
operas. It is influenced by the commercials, by the fast changing shots and
special effects of the Hollywood productions (I am far from saying that the
same things do not influence me in the same way), by something like ecsta-
sy but to be used after work, for relaxation, rather more like hashish. As far
as coldness goes, you are absolutely right. It would be better to say dry-
ness. When I am in a gallery larger then 100 m2 I start feeling drosy. That's
why I have a camera. It gives me the opportunity to see the big shows at
home while lying in bed. I am sure that if you see a show of Erwin Wurm you
will think it’s dry but at the same time I know that at the moment he is the
most popular artist among the MTV fans. For nothing else but the fact that
the Red Hot Chili Peppers got inspired by his works and and have shot their
newest clip in the dry gallery space among his works. The clip ends with the
credit line “inspired by the one-minute sculptures of Edwin Wurm”. That of
course, does not make his works any better, worse, dryer or wetter. It just
makes them more popular.

7. That's OK. We are all enchanted.

8. That fact that our professors are not enchanted tells us a lot of bad
things about the academic situation in the country. Luckily this only happens
in Bulgaria and a few other provinces.
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8. íÓ‚‡, ˜Â Ì‡¯ËÚÂ ÔÓÙÂÒÓË ÌÂ ÒÂ Á‡ıÎ‡Ò‚‡Ú, „Ó‚ÓË ÏÌÓ„Ó ÁÎÂ Á‡
‡Í‡‰ÂÏË˜Ì‡Ú‡ ÌË ÒËÚÛ‡ˆËfl. á‡ ˘‡ÒÚËÂ ÚÓ‚‡ ÒÂ ÒÎÛ˜‚‡ Ò‡ÏÓ Û Ì‡Ò Ë Ó˘Â
ÌflÍÓÎÍÓ ÔÓ‚ËÌˆËË.

9. êÂÍÎ‡Ï‡Ú‡ ÒÎÛÊË Á‡ ‰‡ ÔÓ‰‡‚‡ Ì‡È-‡ÁÎË˜ÌË ÔÓ‰ÛÍÚË – ‰‡ÏÒÍË
ÔÂ‚˙ÁÍË, Ò‡Ì‰‚Ë˜Ë, ÔÂÁÂ‚‡ÚË‚Ë, ‰ÂıË, ÍÓÁÏÂÚËÍ‡, ÍÎËÏ‡ÚËˆË Ë Ú.Ì.
èË ‚Ë‰ÂÓÍÎËÔÓ‚ÂÚÂ, ÔÂ‰ÔÓÎ‡„‡Ï, Â flÒÌÓ Ò˙˘ÓÚÓ, Í‡ÚÓ ÔË ÂÍÎ‡Ï‡Ú‡.
à Ò˙‚ÂÏÂÌÌÓÚÓ ËÁÍÛÒÚ‚Ó ‰Ó „ÓÎflÏ‡ ÒÚÂÔÂÌ Â Ò˙˘Ó ÂÍÎ‡Ï‡ – ‚ÒË˜ÍÓ
Úfl·‚‡ ‰‡ ÒÂ ÔÓ‰‡‚‡ Ë ÍÛÔÛ‚‡, ËÌ‡˜Â ÒËÒÚÂÏ‡Ú‡ ÚÂ ËÁı‚˙Îfl. 

◊èÓ·ÎÂÏ˙Ú Ò ◊ÂÎË„ËÓÁÌÓÚÓ ËÎË ÂÌÂÒ‡ÌÒÓ‚Ó ËÁÍÛÒÚ‚Ó“, ÍÓÂÚÓ Ò˙˘Ó Â
‰ÓÒÚ‡ ÂÎË„ËÓÁÌÓ, Â, ˜Â ÒÂ„‡ ÌÂ˘‡Ú‡ ÒÂ Ò‚ÂÊ‰‡Ú ‰Ó Ô‡Á‡ Ë ÚÓÈ ‰ËÍÚÛ‚‡
‚ÒË˜ÍÓ. ì˜ÂÌË, ÎËÚÂ‡ÚÓË Ë ıÛ‰ÓÊÌËˆË Ò‡ ÔËÌÛ‰ÂÌË ‰‡
ÔÓÔÛÎflËÁË‡Ú Ë‰ÂËÚÂ ÒË, Á‡ ‰‡ ÏÓ„‡Ú ‰‡ „Ë ÔÓ‰‡‚‡Ú. ÖÒÚÂÒÚ‚ÂÌÓ, ‰‡ ÒÂ
·ÓË¯ Á‡ ‚ÌËÏ‡ÌËÂÚÓ Ì‡ Â‰Ì‡ ◊„ÎÓ·‡ÎËÁË‡Ì‡“ ÔÛ·ÎËÍ‡ ÔË
ÔÓÎÓÊÂÌËÂ, ˜Â ÒÂ Á‡ÌËÏ‡‚‡¯ Ò ÌÂ˘Ó ‚ÒÂ Ô‡Í ÚflÒÌÓ ÔÓÙËÎË‡ÌÓ, Â
‰ÓÒÚ‡ ÚÛ‰ÌÓ. í‡Í‡ ˜Â, Í‡ÚÓ ÂÙÂÍÚ ÓÚ „ÎÓ·‡ÎËÁ‡ˆËflÚ‡ ‰ÓÒÚ‡ Ó·Î‡ÒÚË ÒÂ
◊Á‡Ú‚‡flÚ“ ‚ ÚÂÒÌË Í˙„Ó‚Â Ë ÚÓ‚‡ Â Â‰Ì‡ ÂÒÚÂÒÚ‚ÂÌ‡ Â‡ÍˆËfl Ì‡
ıÓ‡Ú‡“. (ÔÓ ÑÂÒËÒÎ‡‚‡ ÑËÏÓ‚‡)

10. êÂÎË„ËflÚ‡ Ë ÏÓÌ‡ıËflÚ‡ ÌÂ ËÁ˜ÂÁÌ‡ı‡ ÓÚ ÊË‚ÓÚ‡ ÌË Á‡˘ÓÚÓ
ıÛ‰ÓÊÌËˆËÚÂ ÒÔflı‡ ‰‡ ËÒÛ‚‡Ú ÂÎË„ËÓÁÌË Í‡ÚËÌË, ‡ Ó·‡ÚÌÓÚÓ –
ÒÓˆË‡ÎÌ‡Ú‡ ÔÓ˙˜Í‡ ‚Â˜Â Â ‰Û„‡ Ë ÒÂ ËÁÔ˙ÎÌfl‚‡ ÔÓ-‰Ó·Â ÓÚ
Ï‡ÒÏÂ‰ËËÚÂ, ËÁÍÛÒÚ‚ÓÚÓ Â ÌÂÌÛÊÌÓ ‚ Ï‡ÒÓ‚ ÔÎ‡Ì. íÓ ÔÓ-ÒÍÓÓ Â
„ÂÌÂ‡ÚÓ Ì‡ Ë‰ÂË, ÍÓËÚÓ ‡ÌÓ ËÎË Í˙ÒÌÓ ˘Â ·˙‰‡Ú ‡ÒËÏËÎË‡ÌË.

11. èÂ‰ÔÓÎ‡„‡Ï, „Ó‚ÓË¯ Á‡ ÔÓÔ‡„‡Ì‰‡. ÅËı ÒÂ ‡‰‚‡Î ‰‡ ÏË
ÓÚ„Ó‚ÓË¯ Í‡ÚÓ ÔÂÔÓ‰‡‚‡ÚÂÎ Á‡˘Ó ËÒÚÓËflÚ‡ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ ‚
·˙Î„‡ÒÍ‡Ú‡ ïÛ‰ÓÊÂÒÚ‚ÂÌ‡ ‡Í‡‰ÂÏËfl Ò‚˙¯‚‡ Ò ÇÚÓ‡Ú‡ Ò‚ÂÚÓ‚Ì‡
‚ÓÈÌ‡? á‡ ‰Û„ËÚÂ Û˜Â·ÌË Á‡‚Â‰ÂÌËfl ÌÂ ÁÌ‡Ï, ÌÂ ÒÏÂfl Ë ‰‡ ÔÓÏËÒÎfl.

12. ê‡‰‚‡Ï ÒÂ, ˜Â ÏÓ„‡ ‰‡ ÚË ÓÚ„Ó‚Ófl Ò Â‰ËÌ ÌÂ ‰ÓÚ‡Ï Á‡‰Ó‚ÓÎËÚÂÎÂÌ
ˆËÚ‡Ú ÓÚ ÙÂÌÒÍËfl ÍÛ‡ÚÓ ÄÏË Å‡‡Í – ◊ë˙‚ÂÏÂÌÌÓÚÓ ËÁÍÛÒÚ‚Ó Â
ÚÓ‚‡, ÍÓÂÚÓ Ò˙‚ÂÏÂÌÌËÚÂ ıÛ‰ÓÊÌËˆË Ô‡‚flÚ“. èËÂÏË ÌÂ˘‡Ú‡ Ú‡ÍË‚‡
Í‡Í‚ËÚÓ Ò‡ Ë ÓÒÚ‡‚Ë Ì‡ ‚ÂÏÂÚÓ ‰‡ Í‡ÊÂ ÔÓÒÎÂ‰Ì‡Ú‡ ‰ÛÏ‡.
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9. Advertisement is there to sell all sorts of products, from ladies pads and
sandwishes, to condoms, clothes, cosmetics, air conditioners, etc. I sup-
pose it is clearly the same with video clips as with comercials.
Contemporary art is also to a large extent advertisment since everything has
to be sold and bought, otherwise the system kicks you out. 

“The problem with “religious or renaissance art”, which is also quite reli-
gious, is that now things are down to the market and it is dictating every-
thing. Academics, writers and artists are forced to make their ideas more
popular in order to sell them. Naturally, it is quite hard to fight for the atten-
tion of the “globalized” audience when you are dealing with something that
has a quite discrete profile after all. So, as an effect of the globalization a lot
of fields become “closed off” in circles and that is one quite natural human
reaction”. (after Dessislava Dimova)

10. Religion and monarchy disappeared from our lives not because artists
stopped painting religious paintings. On the contrary, the social demand is
different now and it is satisfied better by the massmedia in which context art
is not needed. Art is rather a generator of ideas that will be assimilated
sooner or later.

11. I suppose you are talking about propaganda? I woud be happy if you
answer me as a teacher, why art history education in the National Art
Academy in Sofia stops at around World War II? I do not know about the
other schools, I don't even dare asking... 

12. I am glad I can answer with one not entirely satisfactory quotation by
Ami Barak: “Contemporary art is what contemporary artists are doing”.
Accept things as they are and let time provide the final judgement.
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ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚

ÉÓ‰ËÌ‡ ÒÎÂ‰ ÓÚÍË‚‡ÌÂÚÓ Ì‡ å‡ÌËÙÂÒÚ‡ 4. Ñ˙Î„Ó
‚ÂÏÂ ÒÂ ÓÔËÚ‚‡ı ‰‡ ‡ÁÒ˙Ê‰‡‚‡Ï ‚˙ıÛ ‚˙ÔÓÒËÚÂ,
Á‡‰‡‰ÂÌË ÓÚ ë‡¯Ó (ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚). óÂÚflı „Ë Ë „Ë
ÔÂÔÓ˜ËÚ‡ı, Ë ÌÂ ÛÒÔfl‚‡ı ‰‡ ÒÂ ÍÓÌˆÂÌÚË‡Ï
Ï‡ÍÒËÏ‡ÎÌÓ, Á‡ ‰‡ ‰‡Ï ÏÓfl ÓÚ„Ó‚Ó. ëÚÓËı‡ ÏË ÒÂ
ÌflÍ‡Í ÒË ÒÍÛ˜ÌË, Í‡ÚÓ ÔÓÂ‰ÂÌ ÓÔËÚ Á‡ ÙÓÏÛÎË‡ÌÂ
Ì‡ Ó·flÒÌÂÌÓÚÓ. åÓÊÂ ·Ë Á‡˘ÓÚÓ ıÛ‰ÓÊÌËÍ˙Ú
‡Ò˙Ê‰‡‚‡  ‚˙ıÛ Ò˙˘ËÚÂ ÚÂÏË, ÌÓ Ó·ËÍÌÓ‚ÂÌÌÓ
‚ËÁÛ‡ÎËÁË‡ Ò‚ÓflÚ‡ ÔÓÁËˆËfl. Ä Ë ‚ÂÏÂÚÓ ‚˙‚Ë
ÚÓÎÍÓ‚‡ ·˙ÁÓ, ˜Â ‚ ÏÓÏÂÌÚ‡ ‚ ÍÓÈÚÓ ÒÂ ÔÓfl‚Ë
ÌflÍ‡Í‚‡ ıÛÏÍ‡, ‰ÓÍ‡ÚÓ ·˙‰Â Â‡ÎËÁË‡Ì‡ ‚Â˜Â Â
ÔÓÓ‚ÂıÚflÎ‡. ä‡ÚÓ ˜Â ÎË ÌÂ˘‡Ú‡ ÒÂ ÔÂ‡ÁÔÂ‰ÂÎflÚ ‚
ÔÓ-Ï‡ÎÍË ÒÚÓÈÌÓÒÚË, Ó·ÂÏ‡Ú Ò‚Ó·Ó‰ÌË ÌË¯Ë ËÎË
ÔÓ‰ÏÂÌflÚ Ò˙˘ÂÒÚ‚Û‚‡˘Ë ÓÔÂ‰ÂÎÂÌËfl, ÌÓ ÌÂ ÏÓ„‡Ú ËÁˆflÎÓ ‰‡ ÒÂ ı‡‡ÍÚÂËÁË‡Ú
Í‡ÚÓ ÂÏ·ÎÂÏ‡ÚË˜ÌË. Ñ‡ÎÂ˜ Ò˙Ï ÓÚ ÏËÒ˙ÎÚ‡, ˜Â ˘Â ÛÒÔÂfl ‰‡ ‰‡Ï ÌflÍ‡Í‚Ó ÙËÎÓÒÓÙÒÍÓ
ÓÔÂ‰ÂÎÂÌËÂ Ì‡ Û˜‡ÒÚËÂÚÓ ÏË ‚ å‡ÌËÙÂÒÚ‡ 4 ËÎË Ì‡ ·˙Î„‡ÒÍËÚÂ Û˜‡ÒÚËfl ‚
å‡ÌËÙÂÒÚËÚÂ ‰Ó ÒÂ„‡. á‡ ÏÂÌ ÚÓ ·Â¯Â ÎË˜ÂÌ ÛÒÔÂı Ë ÂÁÛÎÚ‡Ú ÓÚ Ó·˘ËÚÂ ÛÒËÎËfl Ë
ÓÔËÚ‡ ÓÚ ÙÓÏË‡ÌÂÚÓ Ì‡ ıÛ‰ÓÊÂÒÚ‚ÂÌËfl ÍÓÌÚÂÍÒÚ.

åÓÊÂ ·Ë ÌÂ‚ÓÎÌÓ ËÎË ÌflÍ‡Í ÒË ÔÓ‰Ò˙ÁÌ‡ÚÂÎÌÓ ÓÚÎ‡„‡ı ‰‡‚‡ÌÂÚÓ Ì‡ ÏÓfl ÓÚ„Ó‚Ó, ÌÓ
ÚÂÁË ‚˙ÔÓÒË ÒÚÓflı‡ ‚ ÏËÒ˙ÎÚ‡ ÏË ÔÓÒÚÓflÌÌÓ ÔÂÁ ˆflÎÓÚÓ ÚÓ‚‡ ‚ÂÏÂ. ïÛ‰ÓÊÌËÍ˙Ú
Úfl·‚‡ ‰‡ ÛÏÂÂ ‰‡ Á‡fl‚Ë Ò‚Ófl statement, ÚÓ‚‡ ÔÓÌflÍÓ„‡ Ú‡Í‡ ‰ÓÒ‡‰ÌÓ ÚÂÍÒÚ˜Â Ò
Ï‡ÍÒËÏÛÏ ‰Ó 200 ‰ÛÏË, ÍÓÂÚÓ ÒÂ ËÁËÒÍ‚‡ ÔÓ˜ÚË ‚˙‚ ‚ÒÂÍË ÔÓÂÍÚ. ä‡ÚÓ ÂÁÛÎÚ‡Ú ÓÚ
ÏÓÂÚÓ ◊ÌÂ‚ÓÎÌÓ“ ‡ÁÒ˙Ê‰‡‚‡ÌÂ ‚˙ıÛ ‚˙ÔÓÒËÚÂ Ì‡ ë‡¯Ó, Û ÏÂÌ ÒÂ ËÁ·ËÒÚË
Á‡‰‡‰ÂÌÓÚÓ ‚Â˜Â Á‡„Î‡‚ËÂ Ì‡ Ú‡ÁË ÍÌË„‡ ◊å‡ÌËÙÂÒÚ‡ Ë ÌËÂ“ Ë ÔÓ ÒÍÓÓ ‰ÛÏË˜Í‡Ú‡
◊ÌËÂ“. á‡˘Ó Í‡Á‚‡ÏÂ ◊Ë ÌËÂ“? ÇÂÓflÚÌÓ ÌÂ Ò‡ÏÓ Á‡˘ÓÚÓ å‡ÌËÙÂÒÚËÚÂ Ò‡
Â‰ËÌÒÚ‚ÂÌËflÚ Ú‡Í˙‚ Ï‡˘‡·ÂÌ ÔÓÂÍÚ, ÍÓÈÚÓ ‚˙‚ÎË˜‡ Ì‡È-„ÓÎflÏ ·ÓÈ ·˙Î„‡ÒÍË
Û˜‡ÒÚÌËˆË. çÂ ÏÓ„‡ ‰‡ „Ó ‡ÁÚ˙ÎÍÛ‚‡Ï, ÌÓ ÚÓ‚‡ ÏË Á‚Û˜Ë ÔÓ ÒÎÂ‰ÌËfl Ì‡˜ËÌ:

ÌËÂ, ÌËÂ, ÌËÂ, ÌËÂ, ÌËÂ, ÌËÂ,ÌËÂ,ÌËÂ,ÌËÂ,

ÌËÂ,ÌËÂ,ÌËÂ,ÌËÂ,ÌËÂ,

ÌËÂ, ÌËÂ................
à Ú‡Í‡, ‚ ÏÓÂÚÓ Ò˙ÁÌ‡ÌËÂ Ú‡ÈÌÓ ÒÂ Ì‡Ò‡‰Ë ÛÒÂ˘‡ÌÂÚÓ Á‡ ÏÌÓÊÂÒÚ‚ÂÌÓÒÚ. 
à ·ÂÁÒÔÓÌÓ „ÓÎflÏ Â ÍÂÙ˙Ú, ˜Â ‡Á Ò˙Ï ˜‡ÒÚ ÓÚ Ú‡ÁË ÏÌÓÊÂÒÚ‚ÂÌÓÒÚ.

à Ú‡Í‡, ÓÚ ÚÛÍ Ì‡Ú‡Ú˙Í ‚Â˜Â ÒÂËÓÁÌÓ ÏÓ„‡ ‰‡ ‡ÁÒ˙Ê‰‡‚‡Ï ‚˙ıÛ ‰ÛÏË˜Í‡Ú‡ çàÖ, ‰‡
‡Á„‡‰‡‚‡Ï ÌÂÈÌËfl ÍÓ‰, ‰‡ fl ‚ÔÎËÚ‡Ï ‚ ‡ÁÎË˜ÌË ÒÏËÒÎÓ‚Ë ÍÓÌÙË„Û‡ˆËË, ‰‡
ÒÚÂÔÂÌÛ‚‡Ï ÒÚÓÈÌÓÒÚÚ‡ Ì‡ ÌÂÈÌÓÚÓ ÁÌ‡˜ÂÌËÂ, ‰‡ fl ÛÔÓÚÂ·fl‚‡Ï ·ÂÁ Á‡‰˙ÎÊËÚÂÎÌÓÚÓ
ÌÂÛ‰Ó·ÒÚ‚Ó. á‡˘ÓÚÓ Í‡ÍÚÓ Ë ‰‡ fl ‚˙ÚË¯, Úfl ‚ËÌ‡„Ë ˘Â ÒÂ ‡Á˜ËÚ‡ Í‡ÚÓ çàÖ.
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Kalin Serapionov

One year after the opening of Manifesta 4. For a long time I was trying to think about the
questions posed by Sasho (Alexander Kiossev). I was reading and re-reading them and I
still couldn't concentrate hard enough to provide my answers. I thought the questions are
a bit boring for they seem to try and formulate what already has been explained. Maybe
that's because an artist reflects on the same issues but usually the answers come through
the visualisation of the artist's position. Besides, time flies so fast that the moment you
have an idea by the time it is realized, it seems a bit outdated already. It seems to me that
things do fall into smaller compartments, take up the free niches or replace the existing
deffinitions but can not be characterized entirely as emblematic. I do not think I will be
able to offer any sort of a theoretical definition for my participation in Manifesta 4 or for the
participation of Bulgarian artists in the previous Manifesta shows. For me it was a person-
al success and a result of some collective efforts and experiences in building up of the
artistic context. 

Maybe by chance or somehow subconsciously I was procrastinating with my answers.
However, the questions were in my mind all through these last months. An artist should be
able to formulate a statement, this sometimes boring text of maximum 200 words which
nearly every project asks for. As a result of my “subconscious” thinking about the ques-
tions of Sasho, I was able to clarify for myself the already existing working title of this pub-
lication “Manifesta and We”. Rather the word “we”. Why do we say “...and We”? Maybe
not because the Manifesta events are the only international event of this scale with a con-
stant presence of Bulgarian artists. I can't interpret it but it sounds to me like this:

we, we, we, we, we, we, we, wÂ, we, wÂ,

wÂ, wÂ,wÂ,wÂ,wÂ,

wÂ........................
Thus, my mind incorporated the feeling of multiplicity in a solid way. 
Doubtless, I am extremely pleased that I am part of this multiplicity.

So, from now on I can seriously reflect on the word WE. I can decode its meaning, I can
weave it into various semantic configurations, I can grade the worth of its meanings, I can
use it without the mandatory feeling of unease. Because no matter how one is twisting the
word it will always be red like WE.
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Sofia
03.02.2003

Dear Sasho,

Due to my inability to come up with meaningful answers to your ques-
tions related to Manifesta, I am sending you my selected CV and
Bibliography that cover my work in the period after June 1996, the time of
Manifesta 1 in Rotterdam, where I participated as a snowflake with a
melting down tendency.

Yours,

Nedko 

çÂ‰ÍÓ ëÓÎ‡ÍÓ‚/Nedko Solakov
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NEDKO SOLAKOV

1957 born in Cherven Briag, Bulgaria
Studies at Academy of Fine Arts, Sofia
1981 Graduation in Mural Painting – Prof. Mito Ganovski
2001 works in Stockholm by a grant of IASPIS
2002 works in Japan by a grant of CCA Kitakyushu

Selected One Person Exhibitions

2004  - “12 1/3 (even more) Year Survey”, Rooseum Center for 
Contemporary Art, Malmö (C)*; O.K. Centrum für 
Gegenwartskunst, Linz (C)*

2003  - “12 1/3 (even more) Year Survey”, Casino Luxembourg   
- Forum d’art Contemporain, Luxembourg (C)*
- “Advertisement”, Sint-Lukasgalerij, Brussels (C)*
- The Israel Museum, Jerusalem (C)*
- “Negotiations”, Dvir Gallery, Tel Aviv*
- “Seaweeds”, Base, Florence (with Slava Nakovska)
- “Romantic Landscapes with Missing Parts”, Espacio Uno,          

Museo Nacional Centro de Arte Reina Sofia, Madrid (C)*      
- “Mirrors”, Galerie Georges-Philippe & Nathalie Vallois,   

Paris
2002 - “A High Level Show with a Catalogue”, Center for 

Contemporary Art, Kitakyushu, Japan (C)
- “Mess”, Stichting De Appel, Amsterdam (C)
- “Nature People”, Museu do Chiado, Lisbon (C)
- “Studies for Romantic Landscapes with Missing  

Parts”, Galerie Arndt & Partner, Berlin 
- “Romantic Landscapes with Missing Parts”, Neuer 

Berliner Kunstverein, Berlin; Ulmer Museum, Ulm (C)
- “20.10.2001”, Galerie Erna Hecey, Luxembourg 

2001 - “Chat”, The Royal Academy Sculpture Hall/IASPIS 
Gallery, Stockholm (C)

- “Vitiligo People”, Galleria Laura Pecci, Milano
- “Marginalia”, Modulo Centro Difusor de Arte, Lisbon
- “A (not so) White Cube”, P.S.1 Special Projects 

Program, P.S.1 Contemporary Art Center, New York
- “Anywhere”, Tanya Rumpff Gallery, Haarlem, NL

2000 - “Stories 1”, Center for Contemporary Art, Ujazdowski  
Castle, Warsaw (C)

- “Squared Baroque – Baroqued Square”, Ikonen-
Museum / Portikus, Frankfurt am Main (C)

1999 - “…….” #2, Galerija Dante Marino Cettina, Umag, Croatia 
- “Announcement”, as the official participation of Bulgaria,  

La Biennale di Venezia, Venice (C)  
- “…….”, ATA Center for Contemporary Art, Sofia (C)

1998 - “A Christmas Show”, Galerie arsFutura, Zurich 
- “Silly”, Galerie Arndt & Partner, Berlin 
- “Sea Show”, Ted Gallery, Varna (with Slava Nakovska)
- “A Quiz”, De Vleeshal, Middelburg, NL 
- “Thirteen (maybe)”, Musee Nationale d’Historie et d’Art,  

Luxembourg (C) 
1997 - “Yellow”, Galerija Anonimus, Ljubljana

- “The Paranoid Man”, Galerie Georges-Philippe &   
Nathalie Vallois, Paris 

- “The Absent-Minded Man”, FRAC Languedoc- 
Roussillon, Montpellier 

- “Wars”, Galerie Erna Hecey, Luxembourg 
- “Somewhere (under the tree)”, Deitch Projects, New York
- “By the way”, Art Connexion, Lille (C)

1996 - “Semipoor-Semirich”, The Swiss Ambassador’s 
residence, Sofia

Selected Group Exhibitions

2003  - “Art Focus 4”, Underground Prisoner’s Museum,  
Jerusalem (curators Suzanne Landau, Yidal Zalmona) (C)*

- 2nd Biennale of Ceramic in Contemporary Art, Albisola 
(curators Vasif Kortun, Tiziana Casapietra, Roberto 
Costantino) (C)*

- “In den Schluchten des Balkan. Kunst aus dem 
Südosten Europas”, Fridericianum, Kassel
(curator René Block) (C)*

- “Temporary Spaces”, Charlottenborg Exhibition Hall, 
Copenhagen (curator Charlotte Brandt) (C)*

- Bienal da Maia, Maia, Portugal (curator Jürgen Bock) (C)*
- “Utopia Station”, 50 Esposizione Internazionale d’Arte, 

La Biennale di Venezia, Venice (curators M. Nesbit, 
H. U. Obrist, R. Tiravanija) (C)*

- “Attack! Art and War in the Times of the Media”, 
Kunsthalle Wien, Vienna (curators Gabriele Mackert, 
Thomas Miessgang) (C)

- “Performance Area”, 18th Festival a/d Werf, Utrecht, NL 
(curator Moritz Kung) (C)

- “Home”, Galerie Georges-Philippe & Nathalie Vallois, 
Paris

- “Videoscreeing 04”, Galerie Martin Janda/Raum 
aktueller Kunst, Vienna

- “Blut & Honig/Zukunft ist am Balkan”, 
Sammlung Essl, Klosterneuburg, Vienna
(curator Harald Szeemann) (C)

- “Das Lebendige Museum”, Museum für Moderne 
Kunst, Frankfurt (curator Udo Kittelmann)

- “Salon des Refusés”, Fondazione Bevilacqua La Masa, 
Venice (curators Roberto Pinto) (C)

- “False Innocence: Exploring the Fundamental Issues 
of Contemporary Art”, Joan Miro Foundation, Barcelona 
(curator David G. Torres) (C)

- “Telling Stories”, Vedanta Gallery, Chicago
- “Export – Import. Contemporary Art from Bulgaria”, 

Sofia City Art Gallery, Sofia (curator Maria Vasslieva) (C)
- “Durchzug/Draft”, Kunsthalle Zürich 

(curator Beatrix Ruf) (C)
- “Propositions”, Galerie Erna Hecey, Luxembourg

2002  - “The 80s: Known Unknown Forgotten”, National Gallery   
for Foreign Art, Sofia (curators S. Kuyumdzhieva, 
V. Nozharova) (C)

- “Hans Stalder, Nedko Solakov, Julie Mehretu”, 
Kunstmuseum Thun, (curator Madeleine Schuppli) (C)

- “Livres illustrés et livres d'artiste”, Bibliothèque nationale
de Luxembourg, Luxembourg (curator Malou Georges)

- “In Search of Balkania”, Neue Galerie am 
Landesmuseum Joanneum, Graz (curators R. Conover, 
E. Cufer, P.Weibel) (C)

- “Power”, Casino Luxembourg – Forum d’art  
Contemporain, Luxembourg (curators Doreet Le Vitte 
Harten, Enrico Lunghi) (C)

- “Das Museum, die Sammlung, der Direktor und seine 
Liebschaften”, Museum für Moderne Kunst, Frankfurt 
(curator Udo Kittelmann) (C)

- “2000+ Arteast Collection”, Cifte Amam Art Gallery, 
Skopje (curator Zdenka Badovinac) (C)

- “Loop – Back to the Beginning”,  Contemporary Arts 
Center, Cincinnati, Ohio (curator Klaus Biesenbach) (C)

- “10 Years arsFutura”, Galerie arsFutura, Zurich
(curator Simon Maurer)

- “August in Arts”, The Municipal Gallery Varna, Varna 
(curator Roumen Seraphimov)
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- “Homeless”, Palazzo Bice Piacentini Centro d'Arte 
Contemporanea, San Benedetto del Tronto 
(curator Gloria Gradassi) (C)

- “Reconstructions”, 4th Cetinje Biennial, Cetinje (curators
Iara Boubnova, Andrej Erofeev) (C)

- “Frenetic Interferences – Memory/Cage Editions”, 
The New Museum of Contemporary Art, New York 
(curators D. Kurjakovic, A. Notz)

- “De Gustibus”, Centro d’Arte Contemporanea, Palazzo 
delle Papesse, Siena (curators Achille Bonito Oliva, 
Sergio Risaliti) (C)

- “Cadavre exquis”, Galerie George-Philippe & 
Nathalie Vallois, Paris

- “Nature”, Tanya Rumpff Gallery, Haarlem, NL
- “Pause”, 4th Gwangju Biennale, Gwangju (curators 

Wag-kyung Sung, Charles Esche, Hou Hanru) (C)
- “Basics”, Kunsthalle Bern, Bern 

(curator Bernhard Fibicher) (C)
- “Socle du Monde”, Herning Art Museum, Herning, 

Denmark (curator Holger Reenberg) (C)
- “Marchands de souvenirs”, Musee de l’Abbaye Sainte-

Croix, Les Sables d’Olonne (curator Benoit Decron) (C)
- “Selfportrait”, Rayko Alexiev Gallery, Sofia (curator 

Vesela Christova-Radoeva)
2001  - “Arteast Collection 2000+”, Orangerie Congress 

Innsbruck, Innsbruck (curators Zdenka Badovinac, 
Peter Weibel) (C)

- “Marking the Territory”, Irish Museum of Modern Art, 
Dublin (curator Marina Abramovic) (C)

- “Loop – Alles auf Anfang”, Kunsthalle der Hypo-
Kulturstiftung, Munich; P.S. 1, New York 
(curator Klaus Biesenbach) (C)

- “Total Object Complete with Missing Parts”, Tramway, 
Glasgow (curator Andrew Renton) (C)

- “A World within a Space”, Kunsthalle Zurich, Zurich 
(curator Daniel Kurjakovic) (C)

- “Wir sind die Ander(en)”, various sites, Herford 
(curator Jan Hoet) (C)

- “Devoler”, Institute of Contemporary Art in    
Villeurbanne, Lyon (curator Ami Barak)

- “Empathy – Beyond the Horizon”, Pori Art Museum, 
Pori, Finland (curator Marketta Seppala) (C)

- “Plateau of Humankind”, 49 Esposizione Internazionale 
d’Arte, La Biennale di Venezia, Venice 
(curator Harald Szeemann) (C)

- “Locus/Focus”, Sonsbeek 9, Arnhem, NL 
(curator Jan Hoet) (C)

- “Question Choix Multiple”, FRAC Languedoc-Roussillon 
at Clos de la Fontaine, Lycee Clemenceau, FLER, 
Montpellier

- “Reality Watch”, ICA Sofia at The Municipal Gallery 
Rousse, Rousse (curator Iara Boubnova)

- “Ghost”, Galleria Gian Ferrari Arte 
Contemporanea/Ciocca, Milano

- “Every Day There Is Something Different”, 
Galerie Erna Hecey, Luxembourg 

2000  - “IRWIN, Solakov, Zvezdotchotov”, Regina Gallery, 
Moscow

- “Bricolage?”, FRAC Bourgogne/Musee des Beaux-Arts, 
Dijon (curator Emmanuel Latreille) (C)

- “The Last Drawing of the Century (A Window onto 
Venus)”, Zerynthia, 6th Biennale of Havana (C)

- “At Room Temperature”, Golash #28, Sofia 

(curator Dessislava Dimova)
- “Leaving the Island”, Pusan Metropolitan Art Museum, 

Pusan, Korea (curators Rosa Martinez, Hou Hanru, 
Young Chul Lee) (C)

- “After the Wall”, Ludwig Museum Budapest; Hamburger
Bahnhof, Berlin (curators Bojana Pejic, David Elliott) (C)

- “Waterfront/Cultural Bridge 2000”, various sites, 
Helsingborg/Helsingor, Sweden/Denmark 
(curator Pontus Kyander) (C)

- “Amorales, Melgaard, Rawanchaikul, Solakov, 
Ozawa, Xhafa”, Galleria Laura Pecci, Milano

- “Zeitwenden”, Museum Moderner Kunst Stiftung Ludwig
Wien, 20er Haus, Vienna (curators committee) (C)

- “Premio Michetti 2000”, Fondazione Michetti, Francavilla
al Mare, Chieti, Italy (curator Gianni Romano) (C)

- “Storm Centers – Poeziezomers Watou”, Watou, 
Belgium (curator Jan Hoet) (C)

- “Partage d’exotismes”, 5e Biennale de Lyon, Lyon
(curator Jean-Hubert Martin) (C)

- “Arteast 2000+/The New Collection”, Moderna Galerija,   
Ljubljana (curator Zdenka Badovinac) (C)

- “Urbanites” (from the collection of FRAC Languedoc- 
Roussillon), MCA Skopje; Artexpo Bucarest 
(curator Ami Barak) (C)

- “3 Räume – 3 Flüsse”, various sites, Hann. Münden, 
Germany (curator Jan Hoet) (C)

- “The Arsfuturashow”, Galerie arsFutura, Zurich 
- “On the Other Hand...”, ATA Center for Contemporary 

Art, Sofia (curator Dessislava Dimova) (C)
- “46th International Short Film Festival Oberhausen”, 

Oberhausen, Germany (curator Marina Grzinic) (C)
- “Drawing on the Figure: Works on Paper of the 1990s 

from the Manilow Collection”, MCA Chicago 
(curator Staci Boris) (C)

- “L’Autre moitie de l’Europe”, Jeu de Paume, Paris 
(curators Lorand Hegyi, Viktor Misiano, 
Anda Rottenberg) (CD-ROM catalogue)

- “Video Positive 2000: The Other Side of Zero”, FACT, 
Liverpool (curators committee) (C)

- “Cruce de caminos/Crossroads”, Sala Plaza de España, 
Madrid (curator Pablo Llorca) (C)

1999  - “Jahresgaben”, Frankfurter Kunstverein, Frankfurt am 
Main (curator Nicolaus Schafhausen) (C)

- “Zeitwenden– Looking forward into the next millennium”, 
Kunstmuseum Bonn, Bonn (curators committee) (C)

- “Unconditional Love 2”, Norsk Anarkistisk Fraksjon, Oslo
- “Locally Interested”, ICA/National Gallery for Foreign 

Art, Sofia (curator Iara Boubnova) (C)
- “After the Wall”, Moderna Museet, Stockholm 

(curators Bojana Pejic, David Elliott) (C)
- “Turning the Page,” Apollonia Festival of Arts, Sozopol 

(curator Dessislava Dimova) (C)
- “Faiseurs d’histoires”, Casino Luxembourg – Forum d’art      

Contemporain, Luxembourg (curators committee) (C)
- “Together III”, Evangelischer Kunstdienst Erfurt, various 

churches/Andreaskirche, Erfurt (C)
- “Communication Front”, Center for Contemporary Art, 

Plovdiv (curators committee) (C)
- “Fauna”, The Zacheta Gallery of Contemporary Art, 

Warsaw (curators Mindlin, Rottenberg, Kardasz) (C)
- “Alternative Galeries of the 90’s”, 

Center for Contemporary Art/ATA, Plovdiv (curators 
Galina Lardeva, Dessislava Dimova)



121

- “Vendegjatek”, Museum of Contemporary Art/Ludwig 
Museum/Csikasz Galeria, Budapest 
(curator Krisztina Szipocs) 

- “Recipes”, Institute of Contemporary Art, Sofia 
(curator Maria Vassileva)

- “Photographies 2”, Galerie Erna Hecey, Luxembourg
- “Rondo”, Ludwig Museum/Museum of Contemporary 

Art, Budapest (curators Katalin Neray & team) (C)
- “Un certain art de vivre” (from the collection of FRAC 

Languedoc-Roussillon), Ata Center for Arts, Ata-Ray, 
Sofia (traveled) (C)

- “1999 Ways to Weimar”, Weimar – Capital of 
Culture/3sat, Weimar (curators committee) (C)

1998  - “MoneyNations@access”, Shedhalle, Zurich 
(curator Marion von Osten) (C)

- “Magic Carpet”, Malmö Konstmuseet, Malmö 
(curators Charles Esche & team)

-  7. Triennale der Kleinplastik, Züdwest LB, Stuttgart 
(curator Werner Meyer) (C) 

- “Revolution – Terror”, ISEA’98, Liverpool/Manchester, 
Castlefield Gallery, Manchester (curator Charles Esche) (C)
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Joseph Backstein) (C) 

- “Kräftemessen 2: Bulgariaavantgarde”, Künstlerwerkstatt
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- “A Century of Artistic Freedom”, Wiener Secession, 
Vienna; Helsinki City Art Museum, Helsinki 
(curator Robert Fleck) (C)

- “New Ways of Expression”, Municipal Art Gallery, 
Dimitrovgrad, BG 

- “Resolution”, Galerie Arndt & Partner, Berlin
1997  - “Der rettende Engel”, ACC Galerie, Weimar

- “a vendre:”, Galerie Erna Hecey, Luxembourg
- “Heaven – Private View”, P.S.1 Contemporary Art 

Center, New York (curator Joshua Decter)
- “Unmapping the Earth”, Kwangju Biennale‘97, Kwangju 

(curator Sung Wan Kyung) (C)
- “Splash! – N. Solakov, P. Sorin, G. Wearing”, ACC 

Galerie, Weimar (curators Motz, Dietrich, Hopkins)
(CD-ROM catalogue)

- “Ars Ex Natio”, SCA, The Old City of Plovdiv 
(curators Iara Boubnova, Maria Vassileva) (C)

- “Around Us, Inside Us”, Boras Konstmuseum, Boras 
(curators Elisabet Haglund, Carlos Capelan) (C)

- “S/light”, Malmö Konstmuseet, Malmö 
(curator Peter Herbstreuth) (C)

- “Beyond Belief”, Joslyn Art Museum, Omaha 
(curator Laura J. Hoptman) (C)

1996  - “Enclosures”, The New Museum of Contemporary Art, 
New York (curator Dan Cameron) (C)

- “The Scream/Borealis 8”, Arken Museum of Modern 
Art, Copenhagen (curator Kim Levin) (C)

- “Bulgarian Glimpse Show”, BCIC, Moscow 
(curator Iara Boubnova) (C)

- “Evidence: The Real Diversity”, SCA/Sofia City Gallery 
(curators Gatev, Minchev, Stefanov, Tcherkelov) (C)

- “The Image of Europe”, Milos Art Space, Thessaloniki 
(curator Gianni Romano) (C)

- “Inklusion : Exklusion”, Künstlerhaus Graz, Steirischer 
Herbst’96, Graz (curator Peter Weibel) (C)

- “Instant Replay”, Galerie Arndt & Partner, Berlin
- “Madame ma conscience”, Galerie Georges-Philippe 

Vallois, Paris
- “Manifesta I”, Natuur Museum, Rotterdam (curators 

R. Martinez, V. Misiano, K. Neray, H.U.Obrist, A. Renton) (C)

*      forthcoming exhibitions (last updated February 3rd, 2003)
(C)    a catalog published

Selected Lectures and Symposiums

2002 - Lecture, Center for Contemporary Art, Kitakyushu, Japan
- “Polyphony of Voices” conference, Bunkier Sztuki,   

Cracow (panel discussion)
- Lecture, Frankfurt Städelschule, Frankfurt
- Lecture, De Appel Curatorial Program, De Appel,   

Amsterdam 
- “Lava” program, Academie Beeldende Kunsten 

Maastricht, Maastricht (lecture)
- Lecture, Galerie Arndt & Partner/NBK, Berlin
- “What discourses is art creating?” conference, La Caixa 

Foundation, Barcelona (lecture/panel discussion)
- Project tutor, National Higher Institute for Fine 

Arts/HISK, Antwerp 
- “Reality’s Desire” program, Comune di Milano, Milano 

(lecture)
2001 - Workshop tutor, Royal College for Fine Arts, Stockholm 

- Lecture, IASPIS program, Stockholm
- Lecture, De Appel Curatorial Program, De Appel, 

Amsterdam  
- Project tutor/lecture, National Higher Institute for Fine 

Arts/HISK, Antwerp 
2000 - Workshop tutor/lecture, Hochschule für Künste, Bremen 

- Lecture, Center for Contemporary Art, Ujazdowski  
Castle, Warsaw

- “Art Exchanges in South-East Europe” conference, 
Apolonia, Thessaloniki, Greece (panel discussion)

- Lecture, First School for Visual Arts Curators, ICA/SCA, Sofia
- Lecture, Academy of Fine Arts, Vienna
- Project tutor/lecture, National Higher Institute for Fine 

Arts/HISK, Antwerp 
1999 - “Locally Interested” project, ICA/Academy of Fine Arts,  

Sofia (lecture)
- Lecture, Liverpool Art School, Liverpool
- Project tutor/lecture, National Higher Institute for Fine 

Arts/HISK, Antwerp 
- Lecture, Sandberg Institute, Amsterdam

1998 - Lecture, Frankfurt Städelschule, Frankfurt
- Lecture, Sandberg Institute, Amsterdam
- Lecture, Arnhem Ateliers, Arnhem
- “Art and its mediation in countries of...” conference, 

Künstlerhaus Stuttgart/ifa, Stuttgart (lecture)
- “MoneyNations@access” project, Shedhalle/Galerie 

arsFutura, Zurich (panel discussion/lecture)
- Lecture, Ted Gallery/Varna Municipal Gallery, Varna, BG 
- IKT (International Association of Curators) Annual 

Conference, Budapest (lecture)
1997 - Lecture, Moderna Galerija, Ljubljana
1996 - Lecture, Academy of Fine Arts, Sofia

- “Enclosures” project, The New Museum of Contemporary
Art/The Drawing Centre, New York (panel discussion/lecture)
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Selected Public Collections

Center for Contemporary Art, Ujazdowski Castle, Warsaw
De Vleeshal, Middelburg, NL
Fonds National d’Art Contemporain, Paris
FRAC Bourgogne, Dijon
FRAC Languedoc-Roussillon, Montpellier
Herning Kunstmuseum, Herning, Denmark 
Ludwig Museum, Budapest
Moderna Galerija, Ljubljana
Musee d’Art contemporain de Lyon
Museum für Moderne Kunst, Frankfurt am Main
Museum moderner Kunst Stiftung Ludwig Wien, Vienna
National Gallery of Fine Arts, Sofia
Natuur Museum, Rotterdam
Sammlung Hauser und Wirth, St. Gallen 
Teyler Museum, Haarlem, NL
The Museum of Modern Art, New York
The National Library, Luxembourg
The New Museum of Contemporary Art, New York
Ulmer Museum, Ulm
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ıÓËÁÓÌÚ‡ÎÌ‡Ú‡ ÓÒ Ò Ú‡ÌÒÙÓÍ‡ÚÓ.

ÄÈÌ¯ÌËÚ: Ù‡Ò‡‰‡Ú‡ Ì‡ ÂÒÚÓ‡ÌÚ ◊çÓ·ËÎËÒ“. àÌÚÂËÓ. Ç˙ÚÂ¯ÌÓÍ‡‰Ó‚ 
ÏÓÌÚ‡Ê. é„ÓÏÌ‡ Á‡Î‡, Ó·Á‡‚Â‰ÂÌ‡ ‚ ÂÍÎÂÍÚË˜ÂÌ, ÌÂÔÓÁÌ‡Ú ÒÚËÎ. Ç Â‰ËÌËfl 
˙„˙Î – ÂÒÚ‡‰Ì‡ ÒˆÂÌ‡, ‚˙ıÛ ÍÓflÚÓ ËÏ‡ Ò‡ÏÓ Â‰ËÌ ÏËÍÓÙÓÌ. èÓÒÂÚËÚÂÎËÚÂ 
ÒÂ ·ÓflÚ Ì‡ Ô˙ÒÚË, ÔÓ‚Â˜ÂÚÓ ‰ÂÏ‡Ú. Ö‰ËÌ-Â‰ËÌÒÚ‚ÂÌ ÍÂÎÌÂ ·ÂÁˆÂÎÌÓ ÒÂ 
¯ÎflÂ Ò ˙ˆÂ ‚ ‰ÊÓ·Ó‚ÂÚÂ. Ç˙ıÛ ÌflÍÓË ÓÚ Ï‡ÒËÚÂ ËÏ‡ Ò‚Â˘Ë, ÌflÍÓË ÓÚ 
Ò‚Â˘ËÚÂ ‰ÓË „ÓflÚ. èÓ ÁÂÏflÚ‡ ÒÂ Á‡·ÂÎflÁ‚‡Ú ÓÒÚ‡Ú˙ˆË ‡ÁÏ‡Á‡Ì‡ ı‡Ì‡. 
Å˙Á ‰Ë‡„ÓÌ‡ÎÂÌ ÓÚÂÁ‰ Ì‡ Í‡ÏÂ‡Ú‡. Ñ˙Î„ÓÙÓÍÛÒÂÌ Ó·ÂÍÚË‚ (f=80mm). 
ñÂÎËflÚ Í‡‰˙ ‰Ó ÚÓÁË ÏÓÏÂÌÚ Â ·ËÎ Á‡ÒÌÂÚ ‚ Ó„ÎÂ‰‡ÎÌ‡ ÒÚÂÌ‡. î‡Ú ÔÓ 
ÓÔÚË˜ÂÒÍ‡Ú‡ ÓÒ. á‡Ô˙Î‚‡˘‡ Ò‚ÂÚÎËÌ‡. Ç Â‰ÌÓ ÒÂÔ‡Â ‰Ó ÔÓÁÓˆËÚÂ Ò‡ 
ÒÂ‰Ì‡ÎË ífl Ë íÓÈ (ü‡ ÅÛ·ÌÓ‚‡ Ë  ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚ – Ë ‰‚‡Ï‡Ú‡ ÌÂ ÒÂ 
ÌÛÊ‰‡flÚ ÓÚ ÔÂ‰ÒÚ‡‚flÌÂ). ëÚÓÔ-Í‡‰˙. àÁÔËÒ‚‡ ÒÂ Á‡„Î‡‚ËÂÚÓ. ífl Ë íÓÈ Ó˘Â 
ÌÂ Ò‡ ÔÓ˙˜‡ÎË. Ç˙ıÛ Ï‡Ò‡Ú‡ ËÏ‡ 3 Á‡Ô‡ÎÂÌË Ò‚Â˘Ë. î‡Ú ‰Ó ‰ÂÚ‡ÈÎ: 
ÌÂÈÌ‡Ú‡ ‰flÒÌ‡ ˙Í‡, ÔÓÒÚ‡‚ÂÌ‡ ‚˙ıÛ ÔÓÍ‡Ì‡ Á‡ å‡ÌËÙÂÒÚ‡ 4.

ífl (ÒÚÂÏfl˘‡ ÒÂ ‰‡ Â ÒÂËÓÁÌ‡, ‰ÂÎÓ‚‡): ê‡‰‚‡Ï ÒÂ, ˜Â ‰ÓÈ‰Â Ì‡ ÒÂ˘‡Ú‡! (ÂıË‰Ì‡
ÛÒÏË‚˜Ëˆ‡; ‚˙Á·Û‰ÂÌÓ ‚˙ÚÂÌÂ Ì‡ Ó˜Ë˜ÍË; Ò‚‡Îfl Ó˜ËÎ‡Ú‡ ÒË, ÍÓËÚÓ Ò‡ Ò ‰Â·ÂÎË ̃ ÂÌË
Ó„Ó‚Ë ‡ÏÍË Ë ÒÂ ÓÔËÚ‚‡ ÛÊ ÌÂ‚ÓÎÌÓ ‰‡ „Ë Ì‡ÚËÍ‡ ‚ ÔÓÎÂÁÂÌËÂÚÓ ÏÛ). 

íÓÈ (¯ËÓÍÓ ÛıËÎÂÌ, Ì‡ÏÂÒÚ‚‡ÈÍË Ó˜ËÎ‡Ú‡ ÒË Ë Á‡„Î‡Ê‰‡˘ ÔÂ˜ÂÏ‡ ÒË Ò ÔÂÙÂÍÚÌÓ
Á‡Û˜ÂÌË, ÂÎÂ„‡ÌÚÌË ‰‚ËÊÂÌËfl): ê‡‰‚‡Ï ÒÂ, ˜Â ËÁ·‡ ÚÓÁË ÂÒÚÓ‡ÌÚ! ä‡Í ÒË? íË
fl‰ÍÓ ‚Â˜Â ÒË ‚ Å˙Î„‡Ëfl.

ífl: íË Ô˙Í ÒË ‚ÒÂ ÔÓ-˜ÂÒÚÓ ÒÂ‰ ◊„ÓÎÂÏËÚÂ“ ‚ Å˙Î„‡Ëfl, ÔÓÙÂÒÓÂ!

ÄÏÂËÍ‡ÌÒÍË ÔÎ‡Ì Ì‡ ‰‚‡Ï‡Ú‡. åÓÌÚ‡ÊÂÌ ÔÂıÓ‰: ÔÎ‡Ì-ÍÓÌÚ‡ÔÎ‡Ì, ÓÒ‚ÂÌ ‡ÍÓ 
ÌÂ Â ÛÍ‡Á‡ÌÓ ‰Û„Ó.
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NO ANSWER
Screenplay for a short feature film

Author: Galentin Gatev M.D., 
Dermatology/Gynecology, practicing in Bulgaria

Featuring:
Iara Boubnova, as herself 
Alexander Kiossev, as himself
Waiter, part played by an actor

The action takes place in our time, in a large city. Panoramic view of the city along the
horisontal axis with a transfuser. 

Einschnitt: the facade of the Nobilis restaurant. Interior. Interframe montage. 
Huge hall furnished in an eclectic, unknown style. In one corner a stage for 
singing with only one microphone. There are few  customers, most of them 
are napping. One single waiter is wandering  aimlessly around with hands in 
his pockets. There are candles on some of the tables and some are even 
burning. There are left over bits of smeared food on the floor. A fast diagonal 
draw back of the camera. Telephoto lense (f=80 mm). The whole footage 
until now has been shot in a mirrored wall. Fart along the optical axis. Fill-in 
light. In a booth next to the window are sitting She and He (Iara Boubnova 
and Alexander Kiossev, both need no introduction). Freeze frame. The title 
flashes on the screen. She and He have not ordered  yet. There are three 
burning candles on the table. Fart to detail: her right hand resting on the 
invitation for the Manifesta 4 opening. 

She (trying to be serious and down to business): I am glad you came for this 
meeting! (malicious smile, excited eyes roaming around; takes off her thick black 
tortious shell glasses and tries to push them within his sight, as if by chance).

He (wide smile, positioning his glasses and brushing his hair with perfectly mastered, elegant
movements): I am glad you chose this place! How are you? You are so rarely in
Bulgaria now.

She: But why, you are more and more often among the “greatest” in Bulgaria,  
professor! 

American angle on both of them. Montage sequence: view-counterview, 
unless otherwise specified. 
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éÒ‚ÂÚÎÂÌËÂ: ÚÂÎ‡ ◊ÄËÎ‡ÈÚ“, 4ı750 w (ÒËÌ ÙËÎÚ˙) + 2ı1500 w (ÒËÌ ÙËÎÚ˙) 
+ ‚‡Ì‡ ÙÓÌÚ‡ÎÌÓ ÓÚ„ÓÂ. 2 ÊË‡Ù‡, 2 ÔÓ‰Ò‚ÂÚÍË. ê‡Á‡·ÓÚÍ‡ ‚˙ıÛ 
ÒÚÂÌ‡Ú‡ Ì‡ ÒÂÔ‡ÂÚÓ Á‡‰ ü‡ ÅÛ·ÌÓ‚‡. á‡‰ ÔÓÁÓˆËÚÂ Â ËÁ„‡‰ÂÌ‡ 
‡ÏÂËÍ‡ÌÒÍ‡ ÌÓ˘.

íÓÈ (ÌÂ‚ÌÓ ı‡ÔÂ˘ ÛÒÚÌË Ë ÔÓ˜ÛÍ‚‡˘ Ò Ô˙ÒÚË ÔÓ ˙·‡ Ì‡ Ï‡Ò‡Ú‡): ï‡È‰Â, ËÁÔÎ˛È
Í‡Ï˙˜ÂÚÓ, Á‡˘Ó ÏÂ ÔÓÍ‡ÌË Ì‡ ÂÒÚÓ‡ÌÚ Ë ÚÓ Í‡Í˙‚ ÂÒÚÓ‡ÌÚ?

ífl (‚ÌÂÁ‡ÔÌÓ ÒÚ‡‚‡ ÏÌÓ„Ó ÒÂËÓÁÌ‡): ëÔÓÍÓÈÌÓ, ˘Â ‡Á·ÂÂ¯.

íÓÈ (Á‡ÏËÒÎÂÌ): ïÏ-Ï…

á‡·ÂÎÂÊÍ‡ Í˙Ï ÂÍ‚ËÁËÚ‡: ‰‡ ÒÂ ÔÂ‰‚Ë‰flÚ ÌflÍÓÎÍÓ ÔÂÛÍË Ò ‡ÁÎË˜ÂÌ 
ˆ‚flÚ Á‡ ü‡ ÅÛ·ÌÓ‚‡ ËÎË ÙËÁ¸Ó Á‡ ·Ófl‰ËÒ‚‡ÌÂ Ì‡ ÍÓÒ‡Ú‡, Á‡˘ÓÚÓ ·ÂÎËÚÂ 
ÍË˜ÛË ̆ Â Ò˙Á‰‡‚‡Ú ÔÓ·ÎÂÏË Ò ÓÒ‚ÂÚÎÂÌËÂÚÓ. ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚ ‰‡ ËÁ·fl„‚‡ 
‰‡ ÒË ‚‰Ë„‡ ÔÓ„ÎÂ‰‡ Í˙Ï Ú‡‚‡Ì‡ Ë ‰ÓË ‰‡ ËÁ·fl„‚‡ ‰‡ „ÎÂ‰‡ ü‡ ÅÛ·ÌÓ‚‡ (Ì‡È-
‰Ó·Â ‰‡ „ÎÂ‰‡ ÌÂÔÂÍ˙ÒÌ‡ÚÓ ‚ Ï‡Ò‡Ú‡ ÔÓ ‚ÂÏÂ Ì‡ ‰Ë‡ÎÓ„‡), Á‡ ‰‡  ÌÂ ÒÂ 
ÔÓÎÛ˜‡‚‡Ú ·ÎËÍÓ‚Â ‚ Ó˜ËÎ‡Ú‡ ÏÛ ÓÚ ÔÓÊÂÍÚÓËÚÂ.

ífl: ç‡ÎË Ò˙Ï ÍÛ‡ÚÓ Ì‡ å‡ÌËÙÂÒÚ‡ 4.

íÓÈ (Â‰‚‡Ï Û‰˙Ê‡˘ ÚÂÔÂÂÌÂÚÓ ÒË): Ñ‡, ÁÌ‡Ï Ë Í‡Í‚Ó?

ç‡ÒÂ˜ÂÌ ÏÓÌÚ‡Ê Ì‡ Â‰Ë ÔÎ‡ÌÓ‚Â Ì‡ ÎËˆ‡Ú‡ ËÏ. òËÓÍÓ˙„˙ÎÂÌ Ó·ÂÍÚË‚ Á‡ 
Ó·˘ËÚÂ ÔÎ‡ÌÓ‚Â. í˛Ú˛ÌÂ‚ ÙËÎÚ˙. éÚ ÚÛÍ ‰Ó Í‡fl Ì‡ ÙËÎÏ‡ Á˙ÌÓÚÓ Ì‡ 
ÂÏÛÎÒËflÚ‡ ‰‡ ÒÂ ̃ ÂÚÂ.

ífl: àÒÍ‡Ï ‰‡ ÏË ÔÓÏÓ„ÌÂ¯ Á‡ ÔÂ‰ÒÚ‡‚flÌÂÚÓ ÏË ‚ Í‡Ú‡ÎÓ„‡ Á‡ å‡ÌËÙÂÒÚ‡ 4 Í‡ÚÓ
ÏË Á‡‰‡‰Â¯ ÌflÍÓÎÍÓ ‚˙ÔÓÒ‡.

íÓÈ (‰˙Î·ÓÍÓ ÔÓÎ‡ÒÍ‡Ì, ÌÓ ÒÂ Ô‡‚Ë Ì‡ ËÁÌÂÌ‡‰‡Ì): á‡˘Ó ÚÓ˜ÌÓ ‡Á?

ífl (Î˙ÒÚË‚Ó): á‡˘ÓÚÓ ÒÏÂ ‰ÛÊÍË ÓÚ‰‡‚Ì‡ Ë ÒË „ÓÎflÏ‡ ‡·ÓÚ‡.

◊êË·Â¯ÍÓ ÓÍÓ“ Á‡ Ó·˘ËÚÂ ÔÎ‡ÌÓ‚Â, Á‡ÒÌÂÚË ‚ ÓÒÚË „ÓÌË ‡ÍÛÒË. 
èÂÂÍÒÔÓÌË‡ÌÂ Ò 2 ·ÎÂÌ‰Ë. ê‡Á‡·ÓÚÍ‡Ú‡ Ì‡ ÒÚÂÌ‡Ú‡ ËÁ˜ÂÁ‚‡. ÇËÒÓÍ‡  
ÍÎ˛˜Ó‚‡ Ò‚ÂÚÎËÌ‡.

íÓÈ: ÑÓ·Â, ÌÓ ‚˙ÔÓÒËÚÂ ÏË ˘Â Ò‡ ÔÓ‚Â˜Â ÎËÚÂ‡ÚÛ‡, ÓÚÍÓÎÍÓÚÓ ‚˙ÔÓÒË!

ífl: à Í‡Í‚Ó ÓÚ ÚÓ‚‡!

íÓÈ (ÔË‰Ó·Ë‚‡˘ ‚ÒÂ ÔÓ‚Â˜Â Ò‡ÏÓÛ‚ÂÂÌÓÒÚ): Ñ‡, ÌÓ ÔÓÁËˆËflÚ‡ ÏË ‚ Úflı ˘Â ·˙‰Â
ÔÓ‚Â˜Â  ËÁÓ·‡ÁËÚÂÎÌ‡, ÓÚÍÓÎÍÓÚÓ ‚ËÁÛ‡ÎÌ‡.

ífl: óÛ‰ÂÒÌÓ!

íÓÈ (Ì‡‚ÂÎ ÒÂ ÒËÎÌÓ Ì‡ÔÂ‰. èÂÁ ÒÛ·ÂÍÚË‚Ì‡ Í‡ÏÂ‡ Ì‡ ü‡ ÅÛ·ÌÓ‚‡. ÑÓÎÌÓ ËÒÛ‚‡˘Ó
ÓÒ‚ÂÚÎÂÌËÂ ÓÚ Ò‚Â˘ËÚÂ): íË  Ò˙„Î‡ÒÌ‡ ÎË ÒË, ˜Â ‚ÒË˜ÍÓ ËÌÚÂÂÒÌÓ, ÍÓÂÚÓ ÌË
Á‡Ó·ËÍ‡Îfl (ÍÓÂÚÓ Â Ì‡Ô‡‚ÂÌÓ), Â  ÔÓËÁ‚Â‰ÂÌËÂ Ì‡ artist-a, ÍÓÈÚÓ ÏÂÊ‰Û
‰Û„ÓÚÓ ÒÂ ÔÓ‰‚ËÁ‡‚‡ Í‡ÚÓ ÔËÒ‡ÚÂÎ, ‡ıËÚÂÍÚ, ‰ËÁ‡ÈÌÂ, ÂÊËÒ¸Ó, ıÛ‰ÓÊÌËÍ?
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Lighting: spots “Airylight”, 4 x 750 W (blue filter) + 2 x 1500 W (blue filter) + 
tray right on top, frontal. 2 giraffes, 2 reflectors. Detail on the wall of the 
booth behind Iara Boubnova. Behind the windows an American night is 
constructed.

He (nervously biting his lips and tapping the edge of the table with his fingertips): Come now,
spit it out, why did you invite me to this restaurant and what a restaurant this is!

She (suddenly she is very serious): Easy, you will find out!

He (thoughtfully): Well…

Note to the props department: several wigs of various colors should be 
available for Iara Boubnova, or a hairdresser to dye her hair, because the 
white locks will be a problem for the lighting. Alexander Kiossev should avoid 
lifting up his eyes to the ceiling and should even avoid looking at Iara 
Boubnova (best if he always looks down at the table during the dialogue) so 
that there are no reflections from the lighting on his eyeglasses.

She: Well, I am a curator of Manifesta 4.

He (barely able not to tremble): Yes, I know, so what?

Fast cut montage of close ups of their faces. Wide-angle lens for the general 
views. Tobacco filter. From here until the end of the movie the grain of the 
emulsion should be visible. 

She: I want you to help me present myself in the Manifesta 4 catalogue by 
asking me several questions. 

He (genuinely flattered but pretends to be surprised): Why me?

She (mischievously): Because we have been palls for a long time and you are quite
something.

“Fish eye” for the general views, shot with sharp high point angles. Over 
exposure by two shutter release steps. The detail on the background wall 
disappears. High key light. 

He: Good, but my questions will be more like literature then questions!

She: That’s OK!

He (ever more self-confident): Yes, but my questioning position will be more 
pictorial rather then visual.

She: Brilliant! 

He (sharply bending forward; camera view through Iara Boubnova’s eyes; lower 
depictive light from the candles): Do you agree that everything interesting 
surrounding us (things that have been made) is the work of an artiste who, by the
way, can incarnate as a writer, architect, designer, director, artist?
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ífl (ÔÂÁ ÒÛ·ÂÍÚË‚Ì‡ Í‡ÏÂ‡ Ì‡ ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚. ç‡ÒÓ˜ÂÌ‡ ÔÓÒ‚ÂÚÍ‡ ‚˙ıÛ Ó˜ËÚÂ
È. ê‡ÁÒÂÈ‚‡ÚÂÎ ‚˙ıÛ Ó·ÂÍÚË‚‡): åË…, ÁÌ‡Ï.

íÓÈ (Â‰˙ ÔÎ‡Ì. ä‡¯Ë‡ÌÂ Ì‡ Í‡‰˙‡ ÚËÔ ◊ËËÒ“): Ä ÔËÂÏ‡¯ ÎË, ˜Â ‚ Ò˙‚ÂÏÂÌÌËfl
„ÎÓ·‡ÎÂÌ Ò‚flÚ  ÔÓ·ÎÂÏ˙Ú Â ‚ ÚÂÓËÁÏ‡, Ô‡‰ÓÌ ÍÛ‡ÚÓËÁÏ‡, ˜ËÈÚÓ
ËÌÙ‡ÌÚËÎÂÌ ÔÓ‰·Ó Ì‡ ‡‚ÚÓË (ËÌÒÚËÚÛˆËÓÌ‡ÎÂÌ) Â „ÓÎflÏ‡ ˜‡ÒÚ ÓÚ ÂÍÎÂÍÚË˜ÌÓÚÓ
ÌË Ì‡ÒÚÓfl˘Â?

Ö‰ÌÓÒÂÍÛÌ‰ÂÌ ̃ ÂÂÌ ·Î‡ÌÍ.

ífl: åÓÊÂ ·Ë. à Í‡Í‚Ó ÓÚ ÚÓ‚‡?

Ö‰ÌÓÒÂÍÛÌ‰ÂÌ ·flÎ ·Î‡ÌÍ.

íÓÈ (‰Ó‚ÓÎÂÌ): ÑÓ·Â, ÚÓ„‡‚‡ ÔËÂÏ‡Ï ‰‡ ÚË Á‡‰‡Ï ‚˙ÔÓÒËÚÂ, ÌÓ ÔË Â‰ÌÓ
ÛÒÎÓ‚ËÂ!

ífl: ä‡Í‚Ó Â ÚÓ?

íÓÈ: óÂ ˘Â Ó„‡ÌËÁË‡ÏÂ ◊ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡“.

ífl (·ÂÁ‡ÁÎË˜Ì‡): ÑÓ·Â. à Í‡Í‚Ó ÓÚ ÚÓ‚‡?

ëÚËÒÍ‡Ú ÒË ˙ˆÂÚÂ. ä‡¯Ë‡ÈÍË Í‡‰˙˙Ú, Ë‰‚‡ ÍÂÎÌÂ˙Ú.

äÂÎÌÂ: ÄÂ! ÄÂ! äÓÈÚ'¯' ÔÓ˙˜‚‡, ‰‡ ÔÓ˙˜‚‡, ˜Â ÒÍÓÓ ¯Â ÏÂÚÂÏ!

èÓ˙˜‚‡Ú ÔÓ Â‰Ì‡ ÙÂÌÒÍ‡ Ï‡ÒÚËÍ‡ (ÒÔÓÂ‰ Ì‡ÎË˜ÌÓÚÓ ‚ ÂÍ‚ËÁËÚ‡).
é·˘ ÔÎ‡Ì Ì‡ ÒÂÔ‡ÂÚÓ. îÓÌÚ‡ÎÂÌ ÓÚÂÁ‰. îÎÛ. ê‡ÔË‰Ì‡ ÒÌËÏÍ‡ (64 
Í‡‰˙‡/ÒÂÍ.). á‡Ú˙ÏÌÂÌËÂ.

äêÄâ
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She (camera view through Alexander Kiossev’s eyes; pointed lighting on her eyes; difusser
over the lens): Well, yes…, I do know.

He (close up; “iris” pasting of the frame): But do you agree that in the globalized world
of today the problem of terrorism, sorry, of curatorism whose infantile selection
(institutiomnal) of artists is a large part of our present?

One second black blank.

She: Maybe. So what?

One second white blank.

He (satisfied): Good, then I accept to ask you my questions though under one 
condition!

She: What’s that?

He: That we will organize a “Visual Seminar”.

She (indifferent): Well, yes, sure. So what?

They shake hands. Pasting the frame there comes the waiter.

Weiter: Come on, come on then! You wonna order, you order, ‘cause we’ll be 
sweeping the floor soon!

They order a round of Pernod (or whatever is available).
General view of the booth. Frontal camera draw back. Floo. Rapid shot (64 
frames per second). Fade out.

END
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