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7ipa Ey6lvl%ﬁ-?l/lCDECTA N HUe

Beue noutu pecet roguHn otkakto MaHudecta, EBponenckoTo 6reHane 3a CbB-
PEMEHHO U3KYCTBO, MOCTOSHHO U NEPUOANYECKMN € NPeQMET Ha HaluTe npodecu-
OHanHu pasrosopu. T4, eAHO OT Han-mnaguTe GueHaneTa, 3asBu ceée cu B cpe-
pata Ha 90-Te Karto ,HOBO®, ,,OpMEHTMPAHO KbM MadoTo NOKoneHne", ,pearvpa-
L0 Ha NONMTUYECKUTe NPOMEHN”, ,eBponencko” cobutue. Hes a npasar ,HoBU®,
~-Mnagn“, ,eBponenckn® Kypatopu, cpeg KouTo MHOrO XXeHW N MHOro U3TOYHO-EB-
ponenum. C BCMUKM TE3M HELLa UCKame aa ce acouumpame 6e3 yroBopku.

Hesasucumo ve ot 1-1o go 4-10 n3gaHue Ha MaHudecTta nonutukara 3a o6eau-
HsIBaHe Ha 3anagHo- N N3TOYHO-EBPOMENCKOTO N3KYCTBO B O6LLA XyA0XKECTBEHA
CueHa noyHa Ja rybu cBosTa akTyanHoCT, GUeHaneTo BCce ole ce Bb3nprema
KaTo efHa OT MasKoTO NUCTM C PaBeH CTapT 3a XyAOXHUUM OT ,Tam“ 1 oT ,TyK".
3a pasnuka ot Konerute B JllobnsaHa npes 2000 rognHa, He cMe NPEeXuBAm
~MaHudecTa B 3agHUsa HM ABOP“ ' 1 COTLCBKBLT C ,UyKOUA“ XapaKTep Ha NpoekTa
HUKOra He e 6un aupekTeH. Ml Bbnpekun ue KaTto YieH Ha KypaTopCKus eKun Ha
MaHudecTta 4 npekapax yacoBse B pasnaneHn gebat Ha Tasu Tema, Nnpogbka-
Bam fa TBbpas, ye MaHudecta e Han-HaweTo 6ueHane. A nopg ,Hac” nvam npeg-
BU OBLUHOCTWTE, CBbP3aHN CbC CbBPEMEHHOTO M3KYCTBO B CTpaHuTe Ha M3Tou-
Ha EBpona, nnu ako nckarte B NocT-TotanutapHute ctpaHn. O6LWHOCTH, B KOUTO
€3VKbT, MHPPACTPYKTypaTa, CaMOCb3HAHNETO, rePONYHNTE 1 yCnewHn burypu B
Tasu obnacT ce cb3gasart, opoOpPMAT U OOPW MHCTUTYUMOHanu3upaT npes 90-Te ro-

E—
lara BoubRoVIFESTA 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” ' 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 | spent hours in heated debates over the subject, | am still
maintaining that Manifesta is the most “ours” biennial. By “ours” | 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.

'Manifesta in Our Backyard, Platforma SCCA, Ljubljana 2000



ManudecTa 4 / Manifesta 4

MOen OOankeHwaiHel Xod AuToH JlutBuH uHctanula Oa6otata cu Population Next
In front of Frankensteiner Hof Anton Litvin installing his work Population Next

o
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Trespassing Space, mOcTo 3a nle3eHTauum u ge6atn — Problemmarket.com va [lasune acu u Wrol LL{0omaitell

Oa6ota Ha Januen Talcul Axpyxal B Trespassing Space
Trespassing Space, venue for presentations and debate, Problemmarket.com by Davide Grassi and Jgor Stromajer
the work of Daniel Garcia Anddjar in Trespassing Space
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Anel kOait Maitn ¢ Oa6otara Ha ficnell BaH neH bOunk WHcTannlaHe Ha MeaaHgekama allmull Ha Antan Nakwel
omokanu Installation of The Icelandic Army by Antal Lakner
Mainufer with the work of Jasper van den Brink Oranges
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avHn. B onpepnenieH CMUCbn Hne C MaHMd)eCTa CMe OT edHO MNokKoJieHne. BepomHo
3aTtoBa Oo4YakBaHUATa MMEHHO KbM Ta3n nepunogmnyHa n3noXk6a ca 0Co6eHu.

Tyk B Bbnrapusa ovaksaHusTa kbM MaHndecTa ce nosisrxa OTKakTo npes 1994 rogu-
Ha eguH OT Hac — Jlbuesap bosmxumes, 6e NoOkaHeH oa NPensioXu ngeute cu 3a
KOHLIeNuUua Ha HOBa MexXxayHapoaHa n3noxéa. Te ce okasaxa ornpaBaaHu B MOMEH-
Ta, B KoTo Hepko ConakoB peanv3npa MawabeH NpoekT B MbPBOTO U N30aHne B
Potepaam npes 1996 (He3aBUCKMMO OT 6e3pe3ynTaTHUTE M1 ONUTK Aa Hameps MecT-
HK napu 3a “voluntary annual contribution”). Cpewiata Ha Po6ept ®nek, eanH ot
kypatopute Ha MaHudecta 2, ¢ noeue ot 20 xynoxHuum ot Codus u MNMnosams, 1
yyacTneTo B Hes Ha A-p ManeHTuH Mates, 3a MbpBuY (M NOCNeneH) NbT GUHAHCOBO
nogkpeneHo oT MMHNCTEPCTBO Ha KynTypaTa, 3aTBbpay npeacrasara Hu 3a 3Have-
HMETO Ha 6ueHaneto. ,PenoBHOTO" NpucbcTBUE Ha Bvnrapus B nocnepsanute Ma-
HUPECTN N Bb3MOXKHOCTTA 32 MHCTPYMEHTaNM3auns Ha TEXHUS, BEYe rpyrnos OnuT,
NOpoaMN HadeXxam 3a obparHa Bpb3Ka 1M OYaKBaHus 3a afekBaTHU peakuun y ooma.

ToBa n3gaHue ce 3aHNMaBa C U3Cle0BaHETO Ha HAKOW OT peakumMuTe B KOHTEKCTA
Ha 6bnrapckuTe ycnexu B MaHudecTa. Ml Tbih Kato ouyakBaHusATa MMaT MOLLEH MO-
TeHUuWasn, Ma CMUCHI Aa ce NPEeAnonoXu, Ye noTbpCeHTE OT HaC OTrOBOPM Lue
NPexBbpsAT Tornkara 06paTHO KbM 6ueHaneto. 3awoTo cnen noytu oeceT roanHn
cbuiectByBaHe MaHundecTta 3anousa fa ryéu Hewo OT MbpBOHAvyanHata cu MoTUBa-
LMS U CMUCDHA, T KATO CE MPOMEHSAT KaKTO U3KYCTBOTO, Taka U CBETBLT, B KOWTO
xmBeem. Mopenst Ha MaHudecTa He camo, Ye ce MPOMEHS B ABWKEHNE, HO OTunTa
dakTa Ha nosieaTa Ha HOBM GOpPyMM, HSKOU OT KOUTO, Hanpumep 6ueHaneTo Tupa-
Ha/lpara, 3aemar gocta oT 1031 mofen. MaHudecTa cera e no-pa3nuyHa oT TOBa,
koeTo 6eule... ,O6paTHaTa Bpb3Ka“ obaue npegnonara NnpoMsaHa n B XyLOXXeCTBe-
HUTE KOHTEKCTW, ICKPEHO BbBIIEUEHN 1 3anHTEpPecoBaHu OT Hes. B ToBa Bmxaoave
CMucCb/a Ha KHUrarta.

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.



* % % Kupun lNpawkos
-

MpesTa 3a Ta3u KHUra OT BbNPOCU U OTFTOBOPY Bb3HMKHA B eydopunuHaTa 06CTaHOBKA
npeau otkprueaHeTo Ha MaHudecTa 2002 — 4eTBbPTOTO U3AaHNE Ha EBponenckoTo 6rueHa-
ne 3a CbBPEMEHHO N3KYCTBO. 3a MHMUMATOpUTE Ha OTrevaTBaHeTo 1 GueHaneTo BbB
®paHkdypT Ha ManH nsrnexxpalle KaTo CbLUECTBEH aKLEHT BbPXY ABVKEHNETO Ha CbBpe-
MeHHaTa 6birapcka XygoXKecTBeHa CLeHa, Oowbn Aa otéenexu 10-rogiwHmHaTa ot nbp-
BaTa 1 apTUKynupaHa nosisa Ha npusHaTt MexxgyHapoaeH ¢opym — VIcTaHBynCKOTO 6ueHa-
ne ot 1992 r. OcnopBaHO Nnn He, TOBA ABWKEHME OOBeAe A0 NOCTOSAHHO NPUCHLCTBUE Ha
6bnrapckn aBToOpy Ha BCe no-rnodanuavpaliara ce cueHa, 6enasa Coodus kato nprmep B
pervoHa, noaTMkHa N3MecTBaHETO B MECTHUSI TOBOP Ha CaMOTO MOHSATUE ,,CbBPEMEHHO
N3KyCcTBO". 3a Te3n OeceT roguHn peanua KypaTopu n XygoXXHUUM ,3a6paBsaT pogHus Cu
XyOOXXECTBEH e31K", 3a6paBaT 1 TbpceHaTa B Hayanoto Ha 90-Te NpoMsHa; KOMEHTapbT
UM npecTaHa fa ce nHTepecysa OT pamkara ,bbarapua“; HesaBucumocTTa UM nogpu Bnu-
SIHMETO Ha ocTaTbyHaTa nHdpPaCTPyKTypa B KynTypata u MHALMMpa HOBU BPb3KW. 3HauuTe
Nnpef ropHOTO U3PEeXXAaHe MoraTt NIeCHO [a Ce CMEHST, YacTu OT Hero Morar ga ce rnocra-
BAT oA CbMHeHne. CM1CNeHoTO obave e, Ye Taknsa aBTopy MMa 1 Ye Te ycnasaT ga Cb-
iecTsyBat cnopep npasunnarta Ha CbBpeMeHHNA Xyao>XeCTBeH CBAT.

MaHundecTa 4 ponbnHu yyactueto Ha Hepko Conakos, o-p ManeHtuH lates n MNpaegonio6
BaHOB Ha npeanwHNTE TpK 6GreHaneTa ¢ NokaHBaHeTo B NpoekTa Ha Jlbuesap bosmxku-
eB, KannH CepannoHos u MsaH Mygos. KypatopbT Mapus BacuneBa 6e nokaHeHa Ha pa-
60Ta No opraHu3auuaTa Ha n3noxoara B HanperHatutTe Meceuy Ha NpoayLMpaHeTo 1.

1, OCHOBHO, aKTMBHOCTTA Ha CLieHaTa H/ MOMOrHa 3a n36MpaHeTo Ha egHa OT BogeLwnTe
" yyacTHUYKK — Slpa By6HOBa, B eKnna oT TprMa Kypatopu Ha n3aaHneto BbB PpaHk-
odypT, 3aegHo ¢ Hypusi EHruta Mawmo ot bapcenoHa n CtedparHn MyapnoH Tpaméne ot [Na-
pwX, nocTaBanky kypatop ot Codusa B No3uums OTBbA NPeACTaBAHETO B 1 HA CTpaHaTta.

TakoBa MacvBHO NPUCHCTBME/MPU3HAHNE HaBbH MPUHYANTENHO NOCTaBsA MOBEYe BbMPOCK
BbTpe B camMaTa CTpaHa KaTo LWaHCbT € B N3BEeXXAaHEeTO UM OTTaTbK Pe3KNUTe NpoTuBOpe-
uns Ha 90-Te, BbPTANMN Ce OKOMO CaMOTO Hanuune Ha CbBPEMEHHO N3KYCTBO. Takasa 3a-
[aya He U3rnexxaa necHa cnep Kkato CbU3MepPBaHETO C MeXXAyHapoaHaTa O6LHOCT Ha Xy-
AOXKHNLMTE, YETALLO Ce U B Ta3n KHWra, BbPBY MO KOPEHHO pasnuyasalum ce ckanu. Jopu
nanoxxoéa kato MaHudecta 4, CbC CTABUIHOTO CU MSCTO CPEA MHOXXECTBO NPOABU, HE
CMOMyYn C MOCTUIAHETO Ha MHTEPEC OT CTPaHa Ha 6bArapCcky MHCTUTYLMKN 3a pasnuka ot
Te3un Ha He no-6naropgeHcTBawmTe MakenoHus nnu Pycus Hanpumvep.

CrtaHa TpuBManHo ga ce HanoMHs, Ye TepUTopumsTa Ha CbBPEMEHHOTO N3KYCTBO B bbnra-
pus NpeacTasnsBalle B HA4anoTo Ha npexoda tabula rasa. MbnHata He3anHTepecoBa-
HOCT 1 OpU BPaXKAE6GHOCT Ha paspyluaBallata ce nHbpacTpykTypa B Kyntyparta nséyrta-
Xa 3a Jo6pPO U I0WO HEMHOrOTO My NMPOBOAHMLM HAUCTUHA B NpasHoTa. 3a 0o6po, 3aLlo-
TO TOBa NOATUKHA KbM yCBOABAHETO Ha npa3HoTaTta OT AMHaAMUYHKN Tpynn KypaTtopu 1 xXy-
[AOXXHULM, NMOYYCTBanu ce HEO6BbP3aHN C KakBaTo U Aa e KyNTypHa Nonutuka U3BbH co6-
CTBEHWTE CU OBLLHOCTM — HELLO HeUYyBaHO B CTpaHaTta oT AeceTunetus. JIowo — 3aoTo
OUensaBaHeTO UM B NMONETO Ha BU3yasIHUTE M3KYCTBA CE NPEBbPHA B YaCTHO 3aHUMaHue,
NernTMMnpaLLIo ce eanHCTBEHO Ype3 popymn, nogobHn Ha MaHudecrta. Ouwe no-nowo -
3allL0TOo A0CTaTbYHO HEMHPOpPMUpaHaTa ny6nnka Ha BCUUKK, BKIOUUTENHO OpULIManHA 1
npodecnmoHanHn HMBa, NpoYeTe 3aHUMaHUATa CbC CbBPEMEHHO U3KYCTBO KaTo Maduno3Ha
OEeNHOCT, HabrpaHeTo Ha CPeacTBa 3a GUHAHCMPAHETO N — KaTo TaeH CroBop, AOPW Kora-
TO cpefcTsara ca ,uyxam“, a rpynute — kaTo cbbpanu ce ¢ HebnarosuaHa uen. VIHpop-
MaumsTa 1 KOMEHTapPbT Ce NPUABMXKBAT UM KaTo ceH3auus, Uin oT ycTa Ha ycTa 1 crno-
mMaraTt 3a 3aabp)KaHeTo Ha BCsika NoJo6Ha AENHOCT Ha pbba Ha He3aKoHHOCTTA. Ycelua-
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* %% Kiril Prashkov
I

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 Boyadijiev,
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, lara
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.



HeTO 3a ,HE3aKOHHOCT" MAaBa 1 OT HEOGXOAMMOCTTa HEMPEKbCHATO Aa ce HapylasaT a6-
COMIOTHO HEMPUrOOHM 32 CbBPEMEHHATA CMTyaumsi NpaBuna, 1 OT oTkasa aa ce uscnywa
OBGSICHEHNETO 3a HeLo, oduLManHo BUHArn 3a06mnkansHo, a HeopuumanHo — TPETUPaHo
KaTO HEHY>XHO.

Pas6upam, Yye cbM BNSI3b/1 B 3aTBOPEH KPbI C MPUEMAHETO 32 NONOXKUTESTHO Ha CbLUEeCT-
BYBAHETO HA CbBPEMEHHOTO U3KYCTBO CPef HE3aBUCUMU TPYNN KypaTopu U XyOOXKHULN, U
ye OMNMCcCaHOTO MO-TOPe MOXXEe Aa Ce BMAM KaTo pe3ynTaT OT MOPOYHOCTTa Ha Ta3n He3aBu-
cumocT. OT apyra cTpaHa CbM y6efeH, Yye He3aBMCMMOCTTa € 3adb/KUTENHO KayecTBo,
npu nuncata Ha KOeETO CbBPEMEHHOTO U3KYCTBO NPOCTO He e TakoBa. Olle, KakTo nuca
HeoTOoaBHa MOCKOBCKUAT konera Amutpui MNpuros, ... Tbil KATO CbBPEMEHHOTO U3KYCTBO
— “contemporary art” — e BCce nak ¢peHOMeH Ha 3anagHOTO rpakaaHCKO O6LLECTBO, HEKa
ro nogyepTaem, U Ha nasapa.”“ — Hella, KOUTo cMe NpUenu KaTo Len.

CTtpyBa Mu ce, Ye TakoBa M3ACHSABaHE Ha CTapToBaTta TOUKa € HaNoXXMTENHO, KoraTo ce
rosopu 3a yuyactneto B MaHudecTa 4 Ha 6birapcky aBTopu — TaxHaTa peakumns KakTo Ha
nanox6éara, Taka U Ha BbNpPOCUTE B Ta3n KHUra, CTbMBa Ha NapagokcanHus 3a cTpaHarta
HU ,UyXKO“ MHTEPEC KbM paboTara MM, Ha HEXXeNaHNETO 1M, a MoXe 61 Beue 1 HeCrnocob-
HOCTTa, Aa BWKAAT AUCTaHLMS MEXOY ,Tam“ 1 ,TyK", BKIIIOUATENHO N Ha yCeLlaHeTo, Yye
KONKOTO U fa HU e npegHayepTaHa NpoMsHa, NMPOMEHAT ce 1 npegHavepTanuTe 9. M Taka
ce ,Bapum“ HapaBHO.

MpennoXxeHWeTo ga ce TbpCAT Xopa, KOUTO fAa 3ajajat BbMNpoCU Ha KypaTopuTe TpbrHa
oT Slpa by6HoBa oule nNpu oboOpMSHETO Ha MAesTa 3a CbMbTCTBALMA U3NoXk6aTa BbB
®paHkdypT KaTanor. BeposaTHocTTa Mexxay nuTaluTe 1 OTroBapsAwMTe aa ce nosieu anco-
HaHC 3acerHa B pasnunyHa CTeneH 1 TpUTe oTnevataHn TyK UHTepBIOTa/pasrosopa. Y Hac,
KbAETO OTHOLLEHUATA MEXOY aKaaeMUYHUTE 1N XyO0XKEeCTBEHNTE O6LLHOCTM TPYOHO NpUC-
TbnBaT OTBbA rpaHuuaTa Ha B3anMHO HeloBepue, T4 npean3snka XeslaHMeTo BbnpocuTe
Ha AnekcaHabp KboceB Aa 6baaT pasrbpHaTtil BbB BuAa CU, M3UCKBALL, peakumaTa U Ha
6bArapckuTe XyooXKHULM, yyacTBanu BbB BCUYKN N3N0X6U Ha MaHndecTa. OTCbCTBUETO
Ha CbBPEMEHHOTO U3KYCTBO (M 30610 Ha TOBa OT BTOpara nofiosuHa Ha 20 BeK) oT
BCUYKM BUAOBE NHGOPMaUMOHHN 1 06pa3oBaTefiHi NporpaMm AoBexaa Ao TPYAHOCTH
npu 3ano4yBaHeTo Ha BCEKW auanor, nocTass 1 ,ABeTe CTpaHn" B HepaBHOMPAaBHO MoJo-
»keHue. HapactBalumsT, noHe 3acera, MHTEPEC CNpsMO Cb3[aBaHOTO Ha bankaHute KaTto
nopeneH KbC eBponeusupalla ce EBpona, ceapsa TyKalHUTE XyOOXHNLM N3BbH o6cera
Ha apTuKynaums oT cTpaHa Ha ,6nmn3kuTe” UM 1 Taka NocTaBs TEOpPeTULMTE B No3uumaTa
Ha ,HeBsipBalM”“ B pa3mMaxa Ha CbBPEMEHHOTO BM3yanHO U3KYCTBO. ToBa AonpuHacs oLe
noBeye 3a yCelaHeTo Ha HE3aKOHHOCT, COMEHATO MO-TOPE, UNN Hal-MankoTo CBeXaa
€[0HO NOrMYHO ABKEHME KbM Urpa 1 BpemeHHocT. Moxke 6u camo nosoan kato MaHu-
¢decTa morat Aa foBefat oo BAUraHe Ha neteaTta Ha camusl pa3roBop, A0 Npu3HaBaHe Ha
pasLwupsBaHeTo Ha ,3aTBOPEHUTE KPbroBe“ B NOCOKWU, HAAXBbPSISILLM U3MNON3BaHNs foce-
ra peyHuK.

MapanenHocT B ,FOBOPEHETO“ HA TEOPETULIM U XyAOXKHULUM ce npegnonara. BepoaTtHo
TOBa € NoATMKHaNo AnekcaHabp KboceB oa ucka oT NpUsSTeNnuTe Cu U3SICHSBaHE Ha KOH-
uenTyanHaTa pamka Ha npeacTaBsHOTO OT Tax. CkpuBaHeTo UM 3ad dakTonorusTa Ha go-
Ka3yemo aKTVBHOTO VM ,3anafHo” CblUeCTByBaHe UK 3af MPOHUATA Ha HEeCbrnacueTo
cBeXaa napanenHocTTa eAuHCTBEHO A0 XenaHa. [lanu umam npaeo Aa HacTosBam, Ye B
TeyalmTe NPOMEHN B CbBPEMEHHOTO U3KYCTBO (OTHOBO — HE CaMO TYK) Ce OCbLLeCcTBsIBa
onpasgaHa HEKOPEKTHOCT CMPSIMO eMH OeCTBaLll, BCe OLLE MHCTPYMEHTapuym?

He 6u1x nckan aa npo3By4n, Ye XyaoXKHULMTE Ce OKasBaT BOAelm B efHa ,Haanpesapa‘“.
Ho npeq Tax HenpekbCcHATO U GpakTNUYeckn Hen36eXXHO CToM NPeaM3BUKaTENCTBOTO Aa ce
BMMCBAaT BbB Bb3MOXXHOCTUTE, AOCTABSAHN OT CbBPEMEHHNS XyA0XXeCTBEH CBAT. B Codus
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| am aware that | 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.

| know that what | have written so far might be
seen as the result of a wicked independence.

On the other hand, | 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.

| 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 lara 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-U-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. | wonder if | 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?

| 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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Ce MOMHN MHEHNETO Ha BeYe NokonHus MNuep PectaHu, NOCETUN HAKOKO MalabHu MecT-
HV NposiBu B cpepara Ha 90-te — n3nox6éa ot 30-Te rognHn B HXT € »XnBonuc, 3akbCHsBa-
nia criopeq, Hero ¢ NOMOBUH BEK CMPSIMO €BPOMNENCKOTO pa3BUTME; CbBPEMEHHA XMBOMUC B
Chbio3a Ha 6bnrapckute XyaoXHULUM — 3aKbCHsIBaLLa C¢ 3 AeCETUNETUS; U edHa OT MbpBUTe
roOMLLIHM N3N0XX6M Ha LleHTbpa 3a nskyctea ,Copoc” — no aymute My Beye Ha 10 roauHu
oTcTosHue. CKbCABaAHETO Ha AMCTaHUMATa B NOCNeaHns cnyyan naea, obave, eqMHCTBEHO
ype3 camoobpasoBaHe 1 Ha 6a3aTa Ha 60Me3HEeHN 1 YECTO HENPOAYKTVBHY OnapBaHus.

OTroBop NoHe Ha HAKOW OT 3aAafeHnTe BbNpocK 61 TpAGBaNo Aa ce OTKpMBa B camaTta
dpaHkdypTCcKa n3noxba. Makap n3sbH Bbnrapus, n3noxeém KaTo Hes ca ,Hawn®“, roBopsT
Ha No-6nM3bk, OTKOSIKOTO YECTO CU NpeacTassme, e3uK.

Mpe3 vetupute cn nspnaHna MaHudecta HEN3MEHHO Ce pasrnexaa Kato 6rueHane Ha
~MNagoTo” eBponencko n3kycTso. EanHcTBeHO TpeToTo, B JlI06ngHa, umalle OTAeNnHo 3ar-
nasue — Borderline Syndrome. Energies of Defense, HO kaTto HauanHa octaea nbpBara
naesa 3a 06eguHEHNETo Ha ,oLle 1 owe” xyooxxHuum ot N3touHa n 3anagHa Eespona (nnu,
oTTam, HeMmbiHoTaTa Ha ToBa O6eAMHEHNE). Taka nsrnexxga NorMyHo, Ye Kypatopckute
rpynu ce otnpaBsixa Ha VI3Tok B pasrnexaaHe Ha CKpUTUTE My OCKOPO CLEHM 1 Taka
Hanpasnxa MaHudecTa MHOro No-n3BecTHa Tam, OTKONKOTO Ha 3anag. W makap 3/4 ot
poceralHnuTe n3noxeéun — B Potepaam, Jliokcemeypr n OpaHkoypT (ako npremem Jio6ns-
Ha 3a U3TOYEH rpap), a cera u netara — 3a 2004 8 CaH CebacTtuaH, na ce nposegoxa
~Tam“, 3HaueHneTo UM 3a ,Hosarta vyacT" Ha EBpona ctaHa pelwasauo. Tyk OTHOBO UCKaM
[a nogyepras y6exaeHneTo cu, Ye NPOMEHNTE, KOUTO U3XKMBABaME, HE Ce OTHACsAT camo
3a M3Ttoka. Ypes npumepa Ha MaHudecta moxke ga ce BMAN MHTEPECHT Ha OBLLHOCTM, Ha
Lenu rpafoBe ga ce NpuaBmKaT KbM HOBaTa peasiHoCT.

Pasnuka c gpyrv 6reHaneTa JaBa 1 BbpTEHETO Ha eKUMU Ha Mnaav, HEHATOBapEHU C
npenBapuTeNHn oyakBaHus KypaTtopu. KonkoTto 1 aa e AMHaMmMyHoO nokas3BaHoTo npe3
nocnegHoTo AeceTuneTie N3KyCcTBO, 3aTBapsiHe B HA60P OT KOPEKTHU, pasunTalum Ha
NPUBUOHO YCMOKOsSiIBaHe TEMU, OCO6EHO Ha CTaHanu UMEHUTW MecTa, uma. 3a MaHudecTa
MOXXe [1a Ce Karke, Ye BCSKO OT U3OaHuaTa € HOCUMO PUCK, Ye ToW ce e NpeBbpHarn B
3HaK Ha npoekTa.

3a OpaHKPypT Npea CMeHSLLMTE Ce KypaTopy BCEKW MbT — YETBbPTU 32 eBa OCEM FOAVHN
— 3acTaHa U3KyLeHeTo/3aab/HKeHNEeTO Aa Ha30BaBaT HOBM UMEHa, afekBaTHN Ha yTBbP-
Xaaealy, ce mexxayHapoaeH dopym. OTTyK ,, TbpCEHETO  MOXe fAa ce onpeneny Kato oc-
HOBHa Tema/npo6nem Ha usanarta usnoxo6a. TbpceHeTo — uscnenBaHe, research — kato
NpoLec C TOIKOBa MHOTO HEM3BECTHU, KOWTO HUKOra He MOXXe fla Ce HacuTu C HaMmupaHe.
Ha mscTo ce npoyeTe — HaMMPaHETO Cnpa TbPCEHETO, HE € 3aAb/IKNTENHO TbPCEHEeTO Ja
Ce yBeHuaBa C HamupaHe. PUCKbT Bne3e KaTto He06X0aMMOCT, KaTto CbCTaBHa YacT Ha 13-
noxoéara. Ho cnpaBsiHETO C HEro He MOXe, He 61Ba fa e uMnepaTuBHO. MpocTpaHCTBOTO
3a ABWKEHUe, 3a NPeroBopu, ako uckarte, 6e noguepTaHo BMauMO. U1 ako Tbpcum edekTa
OT u3noxoéara, To pa3npPoCTUPaAHETO Ha TaKOBA MPOCTPaHCTBO € MOXE 61 Haw-BaXkHO.

KypaTtopckaTta rpyna Bne3e B NpOTMBOPEYNE C AOCeralwHarta npaktuka ga paboTtu cbe
cbrnacyBaHa/HecbrnacysaHa BbTpe B Hesl MpeaBapuTenHa KoHuenunus (06UKHOBEHO adu-
LUMpaHa gocTaTbyHO NPbMKO), 3a Aa OCTaHe ,uncTa“ n OT YeCTO NpeBpbLLaLlaTa Ce BbB
BOfeLLA BOJA 3a KOHCTPyMpaHe OT CTpaHa Ha y6efeH Kypatop, 1 OT HarnacsiHeTo, Crnosnu-
TalWo He Manko pa3BuBally Ce CLEHN Npy Bb3MOXHOCT fia ce nposiBaT. [NapagokcanHocT-
Ta Ha cuTyauuaTa oa Cu HaeT 3a He3aBUCKM KypaTop, U3TbkHaTa oT fApa by6HoBa (Bepo-
ATHO 3aWo0TO Ha MI3TOK HMKOM He Haema ,MPOCTO Taka“ Kyparopu), NOrMYHO BOAW A0 pas-
pe3 c mMeuTaTta 3a fiBeH, AENCTBEH 1 OTTYK NPeaBManM pe3ynTaT Ha BCEKM opraHu3a-
Top/Haematen. 3a MaHudecTa 4 pelueHMeTO Ha KypaTopuTte cBede ,HOBUTE uMeHa“ o
,aBTOPW Npean nasapHara um peannsaumsa”, KOIKOTO U Aa € YCNoBHO Nogo6HO onpene-
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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. | 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 lara 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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neHune. Cnoco6HOCTTa 3a CIMBaHe Ha XyOOoXHMKa CbC ,,ClyYanHus“ rpag U HeroBuUTe Xu-
TENU, Bb3AMOXKHOCTTa pa6oTata My fia Ce OCbLUECTBU KaTO HOPMAasIHO U Taka HEOTMEHUMO
CbbMpaemMo no MbTS UM, CTaHa OCHOBEH KpUTEPWI Npu u3bopa. YuacTealle 1 eaHo Tpya-
HO 3a NpeBop NoHATUE — non-spectacular art (6ux kKazan — He-3penuLLHO, He-AeMOHCTpa-
TUBHO N3KYCTBO), BbBEAEHO B pasdroBopa oT Hypusi EHruta, koeto no6pe unioctprpa 3a-
favara, noctaBeHa cu OT KypatopuTe. I ako oTBOpPUM fyma Mo HEPSOKO CPELLAHNS KO-
MeHTap Ha CbBPEMEHHOTO M3KYCTBO KaTo KPUELLO Ce B enMTapHocT, To B MaHudecTa 4
MOXXexmMe Aa BUOUM MO-CKOPO MpUKpUTa enmnTapHoCT.

L,I1pOOyKTLT", n3noxxeH BbB MpaHkodypT, 6 CTPOEH B MOBEYETO CllyYau Ha MSCTO, NMpu Ax-
peKTHa Bpb3ka Mexay aBTop 1 cuTyaums. HacnarsaHeTo Ha He3aBMCMMOCT BbpXy Hesa-
BUCMMOCT (Ta3n Ha XyAOXKHMLMTE C Ta3n Ha KypaTtopuTe), OonuTbT 3a CTpuBaHe Ha oyepTa-
HUsTa Ha paboTnTe, BbBede B M3N0)K6aTa HeLlo, KOeTO HaMmpam 3a U3KNIOUNTENHO Bax-
HO — HEe3aBMCUMOCTTa Ha 3puTens. Ton CbLUO Ce 3aHMMaBalle C TbpCeHe N HaMupaHe, ¢
onpepensHe Ha rpaHnumMTe Ha ,NoABUIOTO" Ce HenpeabBKaHO N3KYCTBO. I3kycTBOTO Ce
CNyuBa, HY)KHO € Aa ce ornegall 1u aa oToenexuil 4ecTo YyCNoBHUTE My, NOHAKOra nop-
BVKHM pbBOBE, C ICHOTO ycellaHe, Ye Apyr Moxxe ga rm npomeHn. C Ta3n Harnaca Kbm
~CnyyanHocTt® kypatopute Ha MaHudecTa 4 n3na3oxa N3BbH OYaKBaHUATA Ha KPbroBeTe
Ha KpuTukara (Bnpoyem, neyenmsLIN OT TOBA Ce OKasaxa Han-seve XyaoXxHuumte). Beblu-
HOCT, NpeBbpHaTarTa B KOHUENuus ,mnca Ha KoHuenuma“, OTCbCTBMETO Ha ,MaHUdpecT”,
ocuryprxa ceo6oga Ha paboTute, 3agbpKanku rM B paMkuTe Ha npegHamepeHa HeHaT-
panumsocT. Ako He gpyro, MaHndecTa 4 ycns aa n3berHe HaMekHaToTO BbB BbpOCUTE
kbm CtedaHn MyagoH Tpambéne npespbluaHe HA HEMAIIKO 6reHaneTa 3a CbBPEMEHHO 13-
KYCTBO B nofieTa Ha KypaTopCKu eKCrnepumMeHTH.

Hsama, a n HAMa Kak fa uma TeKCT, KOMEHTUPALL Ta3u u3noxkéa, KONTo Aa He s nocTass
BbB BPb3Ka C nposesnara ce rno cbwoTto Bpeme B Kacen, easa Ha CTOTMHA KuiomeTpa oT
®paHkdypT, JokymeHTa 11. BegHbx Ha NeT rogvHy B Kacen 3a Han-moluHarta nposisa Ha
CbBPEMEHHO U3KYCTBO Ce Cbbupa LenusaT XynoXkecTseH cBsAT. MaHudecrta pasuntalle, a u
ce cTpaxyBalle, Ha Toa. [1pncTpacTeH CbM KbM HE3aBUCMMOCTTa Ha KypaTtopa/XyaoXHu-
Ka/3putens, KbM CO6CTBEHaTa C1M HE3aBUCMMOCT B KpanHa CMeTKa, KbM cBo6oaara fa
BUOA UK He, Aa npvema unu aa otkaxa. M ako nmax npoénem ¢ nocnegHara [JokymeHTa
TON 6€ MMEHHO BbB ,BPb3BaHETO" HA Ta3n MU CBO6G0OAR, B CAKall NpuHyaaTta KbM yyacTue,
n3cunealla ce Ka4yecTBEHO BbpXy MU B pOnsiTa HA Makap u TpeHupaH 3puten. Paséupa
ce, HavanHaTa uges Ha ABeTe U3NoXX6M € CbBbPLUEHHO pasnuyHa. MNpeuepneHTnTe M —
cbLwo. [lokyMeHTa € rpaHauo3HO (BKIIOUUTENHO M KaTo 06emM), MONNTUYECKO CbounTHe.
Cb3HaHMeTo 3a cuna, HaTpynaHo 3a Hafg 50 roguHu cbliecTByBaHe, ce oTns npes 2002 B
npeTeHUus 3a Henoknatuma nepdektHocT. OkByn EHBE30Op, HUrEpMINCKO/aMepuKaHCKUAT
KypaTop Ha NocnegHoOTO u3faHue, Npokapa C yBepeHa pbka KOHLUenuusTa cu 3a Kpeonu-
3aumsiTa — ceapsiBaHeTo B O6LL KOTEN 3apaan ,HOB MalumH e3uk”. 3ap 6opaa octaHaxa
Te3u, KOUTO He ca Umanu ,Bpeme” fa ckouat BbTpe — u3noxxéara, neta, nocnegHa nnar-
dopma OT KOHLeNuUMaTa Ha NPoeKTa, NPEXBBLPJISLL CE OT TOYKa Ha TOUKa Mo CBETa, ce
KOHLEHTPMpa OKONO NpremMaliTe/npeTonaBalumTe LeHTPanHn MecTa, TO3u KOTes Ha e3u-
ka. N3touHa EBpona — Hecnoco6Ha aa ce nageHtudnumpa HATO ¢ OTAaBaHe, HATO C npue-
MaHe — MoYTK He NPeaoCcTaBs XpaHa Ha Takb NpoekT. Ha [JokymeHTa 11 He ce 6opaBelue
C koneb6aHve, Jopu 1 a e NIogoTBOPHO — MPAaHANO3HOCTTA, NepdEKTHOCTTa Ha KOHLUEN-
LS N OCBbLLECTBSIBAHE Ha HeHMA CBAT (Mmalle ro, 6e3 CbMHEHWE) ro N3UCKBarT.

BeposaTHo, xuBeenkn B nepudepnsTa, H1 € TPYQHO Aa NoBspBamMe B 4EMOHCTpaTMBHATA
CWUIYPHOCT Ha Cb3paTtennTe Ha TakaBa U3noxeéa. T 06sicHsABa OO rofnsMa CTeneH n Hexe-
naHneTo 3puTensT Aa 6be OCTaBeH cam Ja ce Onpass B HECBbpLUBaLLaTa peauua ot
,0€nn Ky6oBe“ 1 ,4epHn KyTnm“. OLle Hewo, KOeTO CUNYPHO CbLLO BbPBY PbKa 3a pbka C
N3BECTHOCTTa 1 NepdeKTHOCTTa, 6e HanaraHeTo Ha KpacoTaTta, OT KOSITO a3 NoHe TPYAHO
Hamupax n3xoq. Ts o6upa obaye ennTapHOCTTa, MPEXBbPAS 3PUTENS OT YydeHe B yuyasa-
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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 | 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. | 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 | had a problem with the last Documenta it was precisely the
way my freedom was “tied up” and | 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 | 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. | was however left mainly with the feeling of being forced. It's my
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He, N3ObprBa ro B CreumanHocTTa Ha nokasa, B HerosaTa yHUKarHOCT, AMPKMPaLLN
NpouuT Ha pPaboTMTe, NMOHAKOra pasfnuyeH OT MbPBOHAYANHWS UM — U3FNEXAa U ToBa e
yacT OT Kpeonm3aumsaTa. 3a MeH KaTo OCHOBHO ycellaHe, BCe Nak, OCTaHa HaTUCKBT.
Mpo6nembT, eCTECTBEHO CU € MOW, MOXe 61 KaTo Ha nagawy, ot VI3touHa EBpona, nau-
BsiBallla pasnuyHarta cu OefiCTBUTENHOCT.

OTTyK MOra necHo fa ce BbpHa kbM MaHudecTa — To31 NPOEKT Ce nHTepecysa oT ,Hac®,
3amMeHsi yBepeHoCTTa ¢ niobonuTcTBo. Hapganu Hakon 6u 3asseun, vye VistouHa Espona e
rotoBa CbC CBOSI COBCTBEHA Mporpama v Beye e naumcnuna 6baeeTo cu. Mo-ckopo npo-
Ob/hKaBa [a Teye NpoLechbT Ha NosiBsBaHe, ,U3HNKBaHE" Ha CbBPEMEHHO N3KYCTBO.
,I1POCTOTO NIO6ONUTCTBO” rO NOAXpPaHBa, 0CBOG6OXKAABA O OT 3aAb/MKUTENHOCT, pasLwin-
psiBa NPOCTPaHCTBOTO My. CTpeMexxbT n3noxbara aa Nnpoabiiky B nybnukara, no6onuTc-
TBOTO [a Cce npefafe Ha 3puTens ce okasa Han-CbLeCTBEH MOMEHT B NMOCTPOSIBAHETO Ha
ekcrnoauumata BbB OpaHkdypT. 3aToBa kbM MaHupecTa 4 CbM CKIIOHEH Aa NpuioXka oLule
€[0HO onpepaeneHne — ectecTBeHOCT. Moxke 61 3aW0TO TO CbBMaga ¢ Meyrara My pa6oTu
[a ce NosBABarT ,caMu”, KaTo OT ,HMLLIOTO", caMo MOoHsiKora Tpsiéea aa um ce nomara. Ec-
TECTBEHOCT MOXXE ja CE HaMepu 1 B NpYEMaHETO NOKaHEH aBTOP Aa NPOoAaae yyacTmeTo
CU, N B TOBOPEHETO Ha BCEBBL3MOXXHU €3ULN, CTaBalum pas3éupaemMm OTBEOHbX, U 0cobe-
HO B HACTPOEHUNETO ,,3a6ENMEXXNMO/HE3ABENVKMMO”, CbMbTCTBALLO LdniaTa n3noxoa.

C egHa OT HaW-TPYyOHUTE M KanpuU3HM eKCNo3ULMOHHN 3a4a4n OHEC — AEMOHCTpaumsaTa Ha
BUAeopaboTn/MHCTanaumm, 3a kouto Ha JokymeHra (600 yaca Bugeo!) 6axa ctpovnu nc-
TUHCKM 3anu B 3a1Te Unm O6rpakaaluy orpoMHM ekpaHu, cnpaesHeTo Ha MaHndecTa 4
6e ocobeHo nokasarenHo. MHoxxecTBo pa6oTu 6sxa cbbpaHu BbB Buaeo-nensax u no-
KasBaHu 3aedHO — Ha 8 WaxmaTHO pa3nosioXKeHN ekpaHa B eaHa 3ana Ha my3ses ,Llle-
pen®. O3ByyaBaHeTO naBalle Npes Cnylankyu CbC 3acTaBaHEeTO Npen BCEKU eAUH OT TAX.
TakoBa ,,CBMBaHe" NOCTaBN NPOXXEKLMNTE CbLUO B MOIOXKEHNETO Aa 6baaT n3bmpaHu ot
3puTens, ocurypu My rnosede paBHoMpasye B cpeLlaTa ¢ MarHeTMYHO gencrealiara Bpe-
mMeBa Meausl. Ho nopu B pa6oTtute, NpeacTaBsHU B CAMOCTOATESHU ,4EPHU KyTUK® B OpY-
ruTe n3noX6eHn NpocTpaHcTBa (kaTto Te3n Ha Jlbuesap bosmxues n KanmH Cepanvo-
HOB), 6€ U3GArHaTo CPELLALOTO Ce 6e3NOoLLanHO MOriblaHe B CTUXMATA Ha ,ABMmKelara
ce KapTnHa“.

YcelwaHeTo 3a eCTECTBEHOCT MO CBOW HAUVH Ce CNa B U3N10xbara ¢ gpamatu3mMa Ha Bce-
kmgHesreTo. dann 3awoTo ,MpaBeHeTo” Ha CbBPEMEHHO U3KYCTBO B I3TouHa EBpona He
cTura o ToTasHOCT (He 5 ucka?/He 1 MOXXe?), U3rnexxaa u TEXHUYECKN cskall no-orpaHu-
YEeHO, HO MHOro aBTopu (BMNPOYEM, 1 OT 3anaj) HacouyBaxa BHUMAHUETO CU NMOBEYE KbM
,CbBUTMS®, OBNIeUEHN B OBUKHOBEHN Apexu. [JpamatnambT, TeatpasHo n3bsarsaH, ¢ gece-
Tunetnsa B bonrapnsa Hanpumep, ce NpyUaBMKU NO OKOMTHU, HO €OHOBPEMEHHO MO-YOBELLKM
nbTUwa. HenpuHyaeHoTo cakal pa3paBsiHe HA0KOMI0 U3MbKBa [OCKOPO He3a6eneXxxmmu,
HEpPSAOKO TPyOHW OTHOLLIEHMS 1 BCbLLHOCT JOKa3Ba KOMKO ToBa ,HAOKOJ0" ce e paswmpu-
no. BceknaHeBNeTo He MOXe [1a U36erHe HUTO KunuaTa Ha MlompkanaH, HactTaHuna ce Ha
OoCTpoB Ha pekata ManH (JyxaHn MoTn), HUTO NMbTELECTBMETO C Marnka fiogka npes KaHa-
nu3auma (XaHc Laéyc), HUTO nyTaHeTo U3 NabupPUHT OT YHNPOPMEHU CTANYKU C MO MHOIO
Bpat (MoHnka CocHoBCKa).

Bb3MOXXHO e He3aBMCMMOCTTa, AEMOHCTpMpaHa Ha MaHudecTa, na me npyueaMya MMEHHO
KaTo HeratuB Ha 3aBUCUMOCTTA, U3rnexgatla T1oJikoBa NnocTtosgaHHa TyK. Mo Cblnd HAYNH
BKO2M 1 NPOSIBUTE HA KypaTopuTe N XyOOXKHULIMTE B Tasn KHUra — Te HE TbpCAT ApYr U3-
60p OCBEH fia CTPOSAT KOHTEKCT TyK 1 cera. U, paséumpa ce, KONKOTO Mo-yCrneLHo ToBa ce
Cly4yBa, TONKOBA YTOYHSBAHETO Ha NPELedeHTTE My UM NpuMya Ha BKapBaHe B NopeaHa
3aBucumocTt. OTHOBO — He TBbPAS, Ye Ca HEBMHHU, HO CuMTaMm, Ye NpocTpaHcTeara 3a ny6-
NMKa, KOMEHTap 1 KpUTUKa Te OCTaBAT YMULLNIEHO, pasrnexaar M Kato ecTeCTBEHA YacT OT
paboTata cu, KOeTO, UCKaMme Jiv FO MU He, NMOBEXAA KbM OLLE HEOBXOANMU NMPOMEHN.
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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. | 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 | 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 Ocalan 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.

| 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, | do not claim they are innocent. However, | 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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Mapua Bacunesa
-

BHUMAHWE! ERAGILE!
nn kakBo ce Kpue 3aa Ha eqHO 6ueHane

Hackopo B atenueTto Ha Hegko ConakoB ce HacnakgaBaxme Ha JIyKCO3HUS ObpBeH
caHfObK, B KOWTO Ca BbpHATU PUCYHKUTE My, yuacTBanu B n3noxoa B My3es 3a
CbBPEMEHHO M3KYyCcTBO B Ynkaro. MHoro uecto ,,3anagHnte“ onakoBKu Npeau3BuKear y
HaC UCTUHCKWN Bb3TOPr U yMI/IJ'IeHI/Ie. lNoHsikora Te ce nNas3aT ¢ roanHn n He pagko
HaPKUBSBAT N3KYCTBOTO, CbXpaHsiBaHo B Tax. OT eaHa cTpaHa, camu o ce6e cu Te YecTo
ca n3awHn o6ekTn. MNo-BaxxHO e obave, Ye CMMBONU3MPAT YACTUSA, MOOPENEH N YCTONUNB
art world, KbM KOUTO BCUYKWN CE CTPEMST.

lonemute 6ueHaneTa, TpueHaneTa u apyru mexxgyHapoaHu ¢opymun ca Hai-egpute (heavy
duty, KakToO Ka3BaT aMepuKaHLUTE) N MbCKaBW CaHAbLM Ha XyO0)KECTBEHUS XKMNBOT, LLeapo
pa3xBbpNsSHN N3 NETTE KOHTUHEHTA. 3a TAX TPYAHO MOXe fa ce yrnoTpe6u TepmuHa Jack-
in-the-box. O6LWwo B3€TO TOBa, KOETO Ce BUXAa BbTPE, € OYakBaHO U oopu npeasuammo.
BCE Nnak n3HeHaam nma. M Te Hepagko ca CBbp3aHu C XyAOXKHULUM OT ,ApYyrus CBAT,

KOUTO Ca pecrneKkTnpaHn OT OMakoBKaTa, HO HEPSAKO Ce OTHACAT UPOHUYHO KbM
CbAbpPXKaHNETO.

BreHaneto 3a esponencko n3kyctso MaHudecTa e cpen Han-HEBPbLCTHUTE U3Tbpcaum B
OrPOMHOTO 6araXkHO OTAENeHne oT MexxgyHapoaHu ¢opymn. He camo 3awoTo gocera ca
npemunHanu easa 4 nspaHns, HoO 1 Nopaaun ceosTa cneunduka — ga npeacTass Mnagn
aBTOpPY 1 Aa nornexaa KbM BCE OLle AEBCTBEHUTE TepuTopun Ha n3toyHa Espona.
3apaaun cKpomHaTa cv Bb3pacT 1 HUCHK 6logkeT, MaHndecTa Hocy Bbpxy NieLwmTe cu
owle no-ronsm 3Hak Fragile, c KOMTo cme CcBMKHaNM Aa 03HayaBame KpPexkoTo
CbAbpXKaHve Ha NbTyBalmTe U3 Lenns CBAT CaHAbLMN C N3KYCTBO.

KakBo o6aue ce Kpue 3ag Ta3u NpMBMOHO HEXHA U ya3BMMa CTPykTypa Ha MaHudecra?
Hsma ronsm mexxgyHapogeH ¢opyM, KOMTO fa e MOCBETEH Ha U3KYCTBOTO 3apaau camoTo
n3kycTBo. lNopno6Ha npgeanuctuyHa npencrtasa 6u 6una Ham-mankoTo HesspHa. [oseue oT
BCSKOra U3KyCTBOTO € CBbpP3aHO C MHpopMaLMATa 1 KOMyHUKauusaTa. Bpb3kute ¢
nonnTMKaTa u NKOHOMKMKAaTa ca U3KIUMTENTHO CUTHK, KOETO — HAMA Aa € NpecuneHo aa
Ce Kaxke — ro npespblLa B YaCT OT MEXAHU3MUTE Ha BRacTTa.

JTiobonnTHO € ga ce Nnpocneamn KakBo MexgyHapoaHuTe Kypatopu Ha MaHndecTta
n3Baguxa oT KyTuaTa C eTUKeT ,Bbnrapcko cbBpeMeHHO U3KycTBoO“. Ha mbpBOTO n3gaHue
npe3 1996r. Hegko ConakoB yyacTtBa ¢ pabotarta cu “This is me, t0o...” (,ToBa CbLLO CbM
as“)' — ¢paHTaCTUUYeH 1 3aHMMaTeNeH pa3kas 3a XXMBOTA Ha eduH XyA0XKHWK, Npeo6paseH
KaToO BKaMEHenocT, npenapupaHa natmua, CHeXXMHKa, xepbapusnpaHo LuBeTe 1 ap.
TpaHchopmaLmm, KOUTO OTPa3aBaT XenaHWeTo Ha BCEeKU aa 6bae HAKOM Opyr.

N HapexxpaTta Ha aBTopa, Ye MOXXe 61U MO-TO3M HAUMH e OCbLLECTBU NO-afeKBaTHU
OTHOLIEHNS C 06LLECTBOTO HAOKONO.

Mpe3 1998 r. B Jliokcembypr A-p ManeHTnH Mates yuactea ¢ pabotaTa cu “Motor Engines
with a Regional Purpose. Evidence” (,lpeBo3Hn cpeacTsa ¢ pervioHanHo

' Bx: 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
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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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npegHasHaveHune. Jokasartenctso®). Tosa e gpyra nonyncTuHcKa-nonydpaHtacTmyHa
NCTOPUA 3a OBUKONKUTE Ha YeTuprma ceeLleHuumM B boTeBrpaackms pavoH u
TEXHUYECKUTE NPOBNEeMn OKONO TEXHUTE BO3MNa KaTo metadpopa Ha NPoXoXaaLoTo (Mm
3anajallo) obLecTBo. /nm KakTo nuwe B TeKCTa KbM paboTaTa My XYAOXHUKbT
npenctassa “daily madness of life in a post-communist country” °.

Mpe3 2000 r. MpaBpontob MeaHos n3nara , TpaHchopmaumaTa BuHarn OTHEMa BpeEME U
eHeprua“ °. Bpsiwara 1 nocTeneHHo nNpespbLIaLLa Ce B Napa BoAa OT AeCETKN TeHKepu
M YanHuUM e eneraHTHa metadopa Ha BPEMETO, B KOETO Xoparta OT Haluua Kpan Ha cBeTa
KMBEsT.

2002 r. e ocobeHo ycnellHa 3a Bbnrapus He camo ¢ yyactTueTo Ha fApa by6HoBa B
Kypatopckus ekun Ha MaHundecTa 4, HO 1 C NPeACTaBsHETO Ha TpyUMa Gblrapckm
XyaoxHuum . JTbuesap Bosmxres cb3masa Ha MAcTo padotata “| want you for M4” (,A3
Te uckam 3a M4“) - BUOeonoTpeTn Ha aHOHUMHW XuTenn Ha PpaHkoypT B cTna Ha
Knacun4yeckuna »xaHp, HO CbC cpeacTteaTta Ha HOBUTE TEXHOMNOINN. KanuH CepaI'II/IOHOB
npencrtassa Buaeoto “Unrendered” °. Ha oxxuBeHo msacTo B Lilopux Ton 3acHema xoparta,
yakalm Ha ,MsCTOTO 3a CpeLun”, onUTBarKy ce Aa ynoBu TPYAHO KOHTponupyemara
CuUTyauuns Ha Mb/IHOTO C XOpa O6LEeCTBEHO NPOCTPAHCTBO 1 Aa A NPEBbPHE B
»l1abopaTopHa cucTeMa OT €fIEMEHTU, NPU KOATO HEO6Pa6OTEHUAT, OOKYMEHTaNeH
maTepuan ce npespblia B 06EKT Ha KOHTPONMpaHo HaénoaeHue” °. isaH Mynos e
BKJIIOUEH BbB BuAeonporpamara Ha nsnoxéata ¢ paborara “Traffic Control” (,Tpaduk
KOHTpON®), QOKyMeHTaumsa Ha nbpdopmaHc B pan, Asctpus npes 2001 r., KbAETO TON
HeneranHo perynmpa OXXUBEHO KPbCTOBMLLE, 06neYeH B yH1Udopma Ha 6brapcku
nonuuan.

AkO aHanusupame n36opa Ha paboTuTe Ha 6bArapCcKUTe y4acTHULUM B AOCEraliHnTe
n3naHus Ha MaHudecTa we npocneaum onpeaeneHo AsuxkeHne. OT TBop6U, n3pasasalum
MecTHaTa cneumndpuka n36opbT Ce ABMXN KbM TBOP6M C 0610 3BYYEHE. AKO MPOEKTLT Ha
Hepnko ConakoB e anpekTHa pednekcns Ha egHO 3aTBOPEHO OBLLECTBO; TO3U Ha
laneHTnH MaTeB oLe noseve ce N3onMpa B pamkuTe Ha 4YacTHOTO; npu NpaBponio6
ViBaHOB 3a6ensa3Bame OTpassBaHe Ha MECTHU Npo6nemu, Makap 1 ¢ metadopuyHm
CpefcTsa, TO Npu criegalLmTe Tpy NPOEKTa OnflakBaHETO € 3abpaBeHo 1 OPU 3aMEHEHO
C VUPOHWYHA arpecus no oTHOLEeHUE Ha ,apyrus cBaT . Jlbuesap bosmxues npreva
ponsTa Ha NCUXONOor-aHann3arTop, ONUTBaLL Ce Aa Cb3[aae NOPTPET Ha CbBPEMEHHNS
repmaHel. VisaH MynoB AnpekTHO HaBnu3a B MeyTaHuTe Teputopun Ha ,3anaga“ un
npasu onuT (MpW TOBa yCreLleH) Aa perynupa ynmyHoTo ABKeHne (KaTo CMMBOS Ha
»xmBoTa) Tam. KannH CepannoHoB Bbo6LLe namecTsa norneq ot gunemara ,Tyk-Tam“ u ce
3aHMmaBa C O6LLOYOBELLKUN Hella.

C TeueHue Ha roouMHUTE NHTEPECHT Ha KypaTtopuTe Ha MaHudecTa KbM KOHKpeTHaTa
€K30T/Ka Ce M3MeCcTBa Mo MNOCOKa Ha Bb3MOXHOCTMTE 3a Ananor, KbM TOBa, KOeTo Sipa
By6HoBa Hapuua “in-between reality” ' — MACTO MeXay MACTOTO, OTKbAETO aPTUCTLT
NPon3xoXaa n abCTPaKTHOTO He-MACTO Ha ronemus rpad. Mipeata e He pa ce
nogyepTasar pasnuknTe, a Ja ce NHTerpupar pasnumuHuTe NpakTuku. ToBa OBUXEHME

? ,BCEKWOHEeBHATa flyAOCT Ha XXMBOTA B MOCT-KOMYHUCTUYECKOTO O6LLECTBO",
BV http://www.manifesta.org

° Bx: Manifesta 3, European Biennial of Contemporary Art, Ljubljana, Slovenia, 2000

‘“ Bx: Manifesta 4, European Biennial of Contemporary Art, Frankfurt/Main, Germany, 2002

° OT @Hrn. — HENMpPecMeTHaTO, TEPMUH OT BUAEOMOHTaXa

® EXPORT-IMPORT. CbBpemeHHO 13KycTBO OT Bbnrapus, Codus, 2003

’ Manifesta 4. Conversation lara 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...” ', 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

” 2

showing “daily madness” of life in a post-communist country” °.

In 2000 Pravdoliub Ivanov showed “Transformation always takes time and energy” °.

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 lara
Boubnova in the curatorial team of Manifesta 4 but also because of the presentation of
three artists from Bulgaria ‘. Luchezar Boyadjiev developed on location his work “l 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” °.
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” °. lvan 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 lvanov 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. lvan 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 lara Boubnova refers to as “in-

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

*See: http://www.manifesta.org

°See: Manifesta 3, European Biennial of Contemporary Art, Ljubljana, Slovenia, 2000

*See: Manifesta 4, European Biennial of Contemporary Art, Frankfurt/Main, Germany, 2002

°Not yet calculated digital footage, a term from video montage

*EXPORT-IMPORT. Contemporary Art from Bulgaria, Sofia 2003
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oTpasfsa He caMo couuanHuTe NPOMEHW B pasfnyHUTE CTPaHU, HO U LSNOCTHOTO
passuTue Ha MaHudecTa kato popym, oTpassasaly, Te3n NPOMeHW. 3a Hero B ronava
cteneH Baxkart gymute Ha JaH KamepbH “We know that an exhibition is not the world, but

”» 8

it addresses what the world is about” °.

MaHudecTa € Moxe 61 Han-KNBOTO MEXOYHAPOOHO 6ueHane — Nopaan CPaBHUTENHO
Mankusa cum obem, nopagm ¢akTa, Ye BCEKM MbT CMEHS MACTOTO CU 1 paséupa ce, nopaau
TOBA, Ye B rofismMa 4acT e 06bpHaTO KbM Han-6bP30 NPOMEHSLLMS Ce Npe3 nocnegHuTe 15
roavHU panioH Ha ceeTa. o cunarta Ha KypatopckaTa BoJs U Mo BbTpellHaTa forvka Ha
N3NoXX6EHNA MexaHn3bM To31 GOopyM crnefga, a He MaHunynupa cebutunaTa. B ronsva
CTeneH TOBa, KOETO MoKa3Ba e TOBa, KoeTo ce cnyysa. OCO6eHO CUINHO TO3n dakT
nponunya Ha nocnegHoTo n3gaHue Ha MaHudecTa, koeTo ocTaBu usnoxéara 6e3 Tema,
T.e. 663 pamMKa 3a Bb3MOXXHO Ham-abnbr nepuopg. Vipeata Ha kypatopute 6e He ga
npenonpenensT HelaTta, a Aa rv ocTasAT Te camu fa obopmMAT o6Lms Bua Ha 6ueHaneTo.
ToBa owe BeOHbX NogyvepTa akTMBHaTa No3numMs Ha CbBPEMEHHOTO N3KYCTBO, KOETO B

® ,3Haem, ye efiHa 13N0XK6a He e Lienus CBAT, HO Ce OTHACH 3a TOBa KakBo e CBeTbT" ; B: Interviews
with Ten International Curators by Carolee Thea, New York 2001, p. 101

MonlexpaHe Ha 6ubnuotekara Ha Maxudecra 4
Preparation of the Book Collection of Manifesta 4
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» 7

between reality” “— 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” ® 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.

"Manifesta 4. Conversation lara Boubnova, Nuria Enguita Mayo and Stéphanie Moisdon-Trembley,
Frankfurt, 18 May 2002
®In: Interviews with Ten International Curators by Carolee Thea, New York 2001, p. 101
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olukyc ¢ Ja6otara Ha Malk baiin Resist
Porticus with Resist by Marc Bijl

ManudecTa 4 / Manifesta 4

s

Installation of the work of Ibon Aranberri

AsTo6ycHa cnulka sbB Mlankdylr ¢ Dabotara Ha
Anplel KynyHuny XygoxHuk om ... (neTaiin)

Bus stop in Frankfurt with the work of Andreja Kuluncic
Artist from ... (detail)

la3u60 Ha Canyo Cunea e nlouec Ha usrdaxnaHe
Gazebo by Sancho Silva, construction process
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Ynenose Ha rllyna ROR — Revolutions on Request B uHcTanaunlra cu
nallue no nallve

Members of ROR — Revolutions on Request group in their installation
piece by piece

THAT I REPRESENT
MY NATIVE COUNTRY
WHEN I EXHIBIT

ABROAD « ALTHOUGH
ThE FEELING TH
I sHOULD IS QUITE
STRONG

(®Oarment o1 uHctanaunlra Ha Jus Xalnes
Ja nlegemaBlw cBema

Fragement from the installation of Lise Harlev
To Represent the World



Adpa bybHoBa, nHTEepBlonpaHa oT
AﬁechHﬂbp Kboceg P

Anekcangbp KboceB: Mucnuw nu, yue MexgyHapoaHusat 6opa Ha MaHudecTa e
HanpaBu floruyeH n36op Ha rpaga @paHkdypt Ha MailH KaTo AOMakuH Ha yeT-
BbPTOTO 1 n3paHue? MHoro repmaHum Hapuuat To3u rpag ,baHkeypT”. Ton Hama
UMUIK Ha apTUCTUYEeH rpad kato KbofH Hanpumep, HUTO Ce acouumnpa C ronemm
XYOOXXECTBEHU N3N0X6U, Kakto Kacen ce acoummpa ¢ JlokymeHTta. OT gpyra cTpa-
Ha, HE MUCMNLL N, Ye KMeTCTBOTO Ha PpaHKkdypT noema puck ¢ Teé 1 TBOUTE KO-
nern Kato MpepacTaBUTENy Ha CbBPEMEHHATa XygoXkecTBeHa cueHa? Hakpartko,
cvsTaw nu, ye OpankodypT u MaHudecrta ca cbeanHUMN?

fpa By6HoBa: CtpyBa mu ce, ye B cnyyas ¢ MaHndecTa noruueH e Bcekun nséop
Ha rpag-oomMakuH. He TBbpas, ye BUHaru yyactsa equH 1 CbLUM BUA Norvka. Taka-
Ba € 0OCO6EHOCTTa Ha MbTyBallaTa nNpossa — Aa € pasnuyHa Ha BCSKO HOBO MSICTO,
pasnuuue, yaBosaBaHO C U36opa Ha HOBU KypaTopu, OTHOBO uAaBaLy OT PasfinyHu
MecTa. BuasH oT rmepHarta Touka Ha cneundurkaTa Ha A4afeHo MSCTO U HeroBaTta
KYNTypa, BbNpOCHT NOAXOXAA WK He edvH rpag 3a AOMakuH, ryéu cMmucbna cu.
Mpo6nembT e ga ce CBbpXKaT n3noxxbara n n3bpPaHUsT KOHTEKCT. Kakto 3Haem, mo-
MbWUAT KOHTEKCT Ha VicTaH6yn, Hanpumep, BUHAry nNpeaBapuTeNnHo ,ouseTssa”
BCEKUN KypaTOpPCKU NPOEKT Ha 61meHaneTo tam.

B Hauanoto, korato 6axme ,crnycHaTun“ BbB OpaHkpypT, HE MOXaxme Aa nouyscT-
BamMe MECTHUS KOHTEKCT. He3abaBHO 3anoyHaxme ga TbpcuM mMetadopa 3a To3u
rpag. Okasa ce, ye gopu npouytTute GpaHKPYpPTCKN KPEHBMPLUM Npou3nn3ar ot
BueHa... Mpekapaxme MHOro BpeMe B TbpPCEHE Kak fa 60paBuM C MSICTOTO Ha ,ne-
vawaTa“ ce n3noxo6a. Taka pelwmxme fa Npean3BrKamMe KOHTEKCTa, Aa OTKpUEM

lara 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?

lara Boubnova: | think that in the case of Manifesta any choice of a
host city is logical. | 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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KakBO, OCBEH GaHKWUTe 1 NETULLETO, MO3HATM Ha BCEKM, MOXe Aa
npegv3BuKa camuTe Hac. Ml cTurHaxme oo 3akniouyeHneTo, ue Tpsb-
Ba MPOCTO Aa NoBspBamMe Ha XynoXxHMUmMTe. [la NoaroTBUM YCHoBU-
ATa 1 [a OCTaBUM Ha Xy#OXXHMLMUTE MPaBoToO Te Aa ce NnouvyBcTeaTt
MPOBOKUPaHK OT KOHTEKCTa. KaTo pe3ynTar Bce Olle o4yakBame Ka-
KbB BUA NPEAU3BMKATENCTBO Lie NPeanoxu rpagbT. B kpas Ha kpa-
viwaTa, BCEKN BUA, peakuus, B KOSTO € 3aMEeCEHO efHO MSCTO, 3a-
nousa 1 3aBbplUiBa C xopaTa. imame ycellaHeTo, ye ca HU HyXXHU
MHOIO 1 pasnuuHu xutenn Ha Oparkoypt. Mora ga kaxa, ye npo-
€KTbT HI pa3unTa Ha CPeLLM 1 auanor, akTMB1paHu 1 OT ABETe CTpa-
Hu. BaHk-pypT unu He, rpadbT BCe nak nputexxasa 15 my3es, eavH
oT Ham-npouytute B EBpona XyOoXKecTBeHW WHCTUTYTU, HSKOMKO
NpU3HaTM U3NOXG6EHN NPOCTPAHCTBA, Cb3OAAEHN U PbKOBOAEHU OT
M3BECTHU KypaTopu. ToBa e N3KIIIOUYNTENHO KOHKYPEHTEH 3a CbBpe-
MEHHOTO M3KycTBO rpad. KonkoTo go rpapgckuTe BnacTu v rpapa —
pYICKOBETE OMpeeneHo ca AByCTpaHHU.

A.K.: Moxew nn pa cu npegcrtasuw MaHudecta, npremaHa ot rpag
B NMPEXOOHO CbCTOSHME, B Xa0C, B CoUManHa HanperHaTocT 1 TPeBo-
ra, oT TMna, KOUTO YecTo ce cpewa B 13TouHa EBpona, Hanpumep B
Codua?

A.B.: LLle onutam ga cbm MpakTuyHa B OTroBOpa Cu, 3aloTo, no
NPUHLMM, TaKOBa HELO MOXe Aa ce cnyyn. BeblHOCT umalwe He-
Masiko oyakBaHus, ye cnepn JiobnaHa 2000 MaHudecTa e ce otnpa-
BW oLLe No Ha M3ToK. [lokocsBall pa3faBoeHeTo B ,MaHupecTckaTa“
MU npgeHTnYHoCT... OT rmegHa Touka Ha MaHndecTta kaTo MmexayHa-
poneH dopym, nsmckealy, nepdekTHa opraHn3aums 1 T. H. — BEPOSIT-
HO He cTaBa. OT cTpaHa Ha ,cuctemarta“, Npou3Bexxaalia ronemmu
MEXOYHAPOAHU Cb6UTKS, TOBA € HaucTMHa npob6nemartuyHa nepc-
NeKTUBa, Tbl KaTo B TaKnBa rpafoBe HAMA afekBaTtHa UHGPacTpykK-
TYypa, MGJJI/II?IHO NnoKpuTne, NHBeCTUUnnN 1, Hakpas, Hama HUTO pean-
Ha, HATO CMMBOJNYHA KanuTanuaaums.

OT rnegHaTa TOUKa Ha HSKOW, »XMBeeL, 1 paboTell B MapruHaneH
rpag, kakosTo € Codus, 6u Tpabsano ga orrosops ¢ ,4a“. OT mos
Cob6CTBEHA rnegHa Touka ,codunnTte“ Ha EBpona nputexxaBaT TOUHO

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. | 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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TO31 TN Ny6nuka, kbM konto MaHudecTa ce 06pbLia kaTo nsnoxéa. I toea 6u 6mno puc-
KOBaHO, pagvKasnHo pelleHne, NoTBbpXKAaBawo cneunduyHus xapaxkrep Ha MaHudecTa.
Bmxgam Han-Ba)xHOTO BbB BbNpoca TW B Apyra ceetnvHa. He ue He cuutam 3a BaxHo Ma-
HudecTa aa ce nposege B Codus. MNMo-ckopo camusT GakT, ye o6ChKaame TyK ,ako“ 1 ,,Kak
61"“, roBOpY 3a HMBOTO Ha HAaWMTE CaMOYBaXKEHUE 1 caMOCb3HaHue. [MoBUWEHOTO camoy-
BaXkeHve foBexaa Ao npodecnoHasnHa OuUeHKa U XXenaHne y BbHLLIHUTE HU NapTHbOpW Aa
BUOAT B HAC CbTpyaHuUM. EQHa Xyao)KecTBeHa cueHa MOXe fa e pas3BuTa, HO ako He Mo-
Ka3Ba UyBCTBO 3a CaMOyBa)KeHUe — 0bpeyeHa e Ha HesuaumocT. Mucns, ye ToBa uma Hewlo
06LLO C MecTeHeTo Ha MaHudecTa OT MSACTO Ha MSICTO — Taka Hellata CTaBaT Bb3MOXHU...
KoraTo Hsikou rpagoBe BIvM3aT B MexayHapoaHus neéar Ha CbBPeMEHHOTO U3KYCTBO, 13-
Aurankyn XygoxxHuum, Kypartopu, Kputuum, NpUBAMYankn akTuBHM Xopa — Torasa Tesu rpa-
[OBe ce NpeBpbLUaT B NOTEHUMANHN fOMakuH1 Ha MaHudecTa.

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.: | 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, | 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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A.K.: He3aBucrmo oT ToBa KOJIKO eHa Xy0XXEeCTBEHA NposiBa € UHTErpmpaHa
B [aEHO peasiHO O6KpbXEHWe, TS ro Haackaua u otuea no-ganed. Ta npegna-
ra pasfvyHa u TpaHCLUEHOEHTHA BU3Ks, NPOEeKTUpaLLa ro Bbpxy HKakeu HOBU
XOpu30HTU. KakBa e Ta3un Bu3us B cnyyas ¢ Manndecta 4? imate nu Takaea?
KakBo ce onutBaTe fa U3nbumte KakTo KbM rpaja, Taka v KbM nocetutennre?
Pas6upalu, ye BbNPOCHT MMa ¥ MNO-AbMIGOKO 3HauyeHne. Cuutall m, ye n3kKycT-
BOTO AHEC uma Tasu GyHKUMSA Oa Cb3aaBa 3HauMMy XOPU3OHTU, Aa NPON3BEX-
[a BM31M CbC coumanHa BannmaHOCT, HaaXBbprisilia rpaHuLMTe Ha XynoXKecTBe-
Hua cBaT?

A.B.: [la, cuntam. ACHM XOPU3OHTU 3a MEH ca NpPemMaxBaHeTO Ha rpaHuunTe —
OT NOJINTUYECKNTE N NOaeonornyecknTe 0o Te3n mMexay BusdyasHutTe e3nun u
cTpykTypu. CoumanHaTa BafMOHOCT B TO3M cryyar Ce Npeaonpenens ot BbB-
NNYaHETOo Ha rofieMu rpynmn Xxopa, OT N3MNON3BaHETO OT CTpaHa Ha XyOOoXKHULU-
Te Ha pasHoo6pasue OT Meaun 1 MOoAXoau, OT ycellaHeTo 3a cBoboaa, Tnac-
HOTO OT CbBPEMEHHOTO N3KYCTBO, 3aLL0TO 32 MEH CbBPEMEHHOTO U3KYCTBO €
CBbP3aHO MMEHHO CbC cBobogarta. TakoBa U3KYCTBO Mpedrnonara n3sesisaHe
Ha pasnuuusa, CTpeMU ce Aa 3anHTpuryea (oa ybenw, fa npenbcTy) Wupokarta
ny6avka n ga s NoATvKHe Aa CBUKHe € TaX. B kpaiiHa cmeTka — ga posepe 80
npunemaHe 1 0o No-Bnucoka cteneH Ha ToNnepaHTHOCT. CbeeMeHHOTO N3KYyCT-
BO MpuUTeXaBa N3KIOUNTENHO CUMHA KPUTUYHOCT, KOSTO NPUBAMYA OLLE NOoBe-

Manifesta. | see the important implications of your question going in a different direc-
tion. It's not that | think it is not important that Manifesta could be in Sofia. | 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. | 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, | 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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ye 3apaam npucbLiaTa My caMoupoHus. [lopy ¢ Han-MHTepecHuTe
(» Han-po6pun) cBOM M3ABKM, aBTOPMW, NOOXOAW, TO HE 3aema HUTO
no3numsaTa, HUTO no3arta Ha BUCLI aBTOPUTET WU MOKPOBUTEN.
HanpotuB, cpeacteara u nbTuwara My ca 4ecTo npaso NPOTUBO-
NOSIOXKHM Ha No3HaTus ,aBTOPUTETEH €3KK", HanaraH oT Kracu-
YeCcKNTe N3KYCTBO U XyOooXxHuUW. BeblHOCT, cpencTeara n mbtu-
wara My KNOHAT KbM CpeacTBaTa v mbTuwarta Ha BCEeKUOHEBMETO.
B cbBpeMEeHHOTO U3KYCTBO KPanHUAT NPOAYKT Ce NpeBpblua B U3-
KYCTBO He 3aLl0TO aBTOPbT € BUL reHnin, HAJapeH C U3KIoYnTeN-
HU cuna n Bu3un. ToBa cTaBa, B HaM-go6pus cryyam, Korato KOH-
TEKCTbT Ha npon3xona Ha aBTopu U paboTh CbBraga C Lenesus
KOHTEKCT Ha MACTOTO Ha NMOKas3a.

Taka ue, TOBa Ca HOBUTE XOPU3OHTU U QYHKLIMKN, KOUTO BIHKOAM.
Ha npakTtuka »>xenaHneTo H1 e CBbP3aHO C ONuTa Aa NoKaXKem Cb-
6utneto MaHndecTa 4 kaTo camopasBuBaLL, Ce NPoLEeC C OTBOPEH
Kpa|7|, KaTo obmsHa Ha mnoen, MHeHna n nNnM4yeH KOHTEeKCT HpGS/B
TbpPCEHE Ha crnofeneHn LeHHoCcTU. [onckaxme OT XyooXKHUUUTE
[a NoTbpCAT U HamepsT ce6e cu B rpana OparkeoypT. KaTto ronam
€BPONeNCcKN rpag TON € CPeaHOCTaTUCTUYECKN, C BCUYKM NO3U-
TMBHW 1N HEraTVBHW acnekTu, nasaluy oT TakoBa onpepeneHve. B
CMWCDHIT, Ye MMa OT BCUYKO MO Maniko — OT UaBalLuTe/oTuBalLLm cu
BCEKU [IEH CNY)XXETENN N EMUrPaHTUTE A0 6aHKWUTE U My3eunTe, OT
XOT-O0r A0 xambyprep, nuua n Keéan... [lokaHuxme XyaoXxHuuu,
roToBM ga noemaT pUCK — AOpM M TO3U Aa He HamepsiT cebe cu
Tam... [loHe manko nutaem Hagexpa ,baHk-bypT* ga ctaHe ,ApT-
dypT“... A KaTo MakCcUMymMm Ce HagsBame, ye Lie Ce Monyyn BU3us
Ha NPUHALNEXXHOCT HE CaMO KbM MACTOTO/MecTaTa, OT KbAETO XO-
parta ca [owWnun, HO U Ha MSICTOTO/MecTaTa, KbAeTo UM ce CryuBa
[Ja oTMgart — no Heo6xoaMMOCT, NMoKaHa, Mo nunca Ha apyro...

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 | 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. |
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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A.K.: Yyna ce gann TpaguumoHHaTa GyHKUMS Ha U3KYCTBOTO Aa OpraHu3upa ekcrta-
TUYHWUTE EHEePrn Ha OBLLECTBOTO M HA MHAMBMAA HE ca MOETU AHEC OT OHOBA, KOETO
ApopHo, beHsmuH, JlboBEHTanN 1 opyry TONKOBa ca npe3upanu — MmacosaTta Kyntypa u
KynTypHaTta nHaycTpus. TexHo-naptutarta 1 pan-KoHUEpTUTE cera U3nbiHsaBaT OrpoM-
HY KOMMeHcaTopHn ¢GyHKUMK. Te Npou3BeXxaaTt CroaeneHn 1 U3KIIUNTENTHO NHTEH-
3MBHM eMOLIMOHANTHKN cbCTosHMS. Cb3naBaT npeacTaBaTa 3a KOIEKTUBEH U UHANBUAY-
aneH ekcras u/wnu katap3uc. Tesn emounoHanHN CbCTOAHMSA MOraT fa ce NpeBbpHaT
B HA4MH Ha XXMBOT. B Ta3m Bpb3ka, MacoBaTa Kyntypa uma necHo ngeHtnduumpaim
ce 1 BUAMMU coumanHn ¢yHkumn. Mucns, ye cbLLOTO TPYOHO MOXXEe Ja ce Kaxe 3a
CbBPEMEHHOTO U3KYCTBO, KOETO YECTO Ce NpUBWKAA Kato enutapHo. MNyénnkara pas-
6upa N1 ro, He ce N 3aTBaps TO B MPEKaNeHO €30TEPUYHO eEKCNEPUMEHTPaHE, [OC-
TbMHO camo 3a manumHa? CTtpysa Mu Ce, Ye OBUKHOBEHUAT 3puTen (macosarta nyénm-
Ka) He NpuTe)xaBa HUTO BU3YanHWs, HUTO KOHLENTYaNTHNS €3UK, HUTO MbK MHCTPYMEH-
TMTE 3a pas6bmpaHeTo Mmy...

A.B.: ToBa e, pa3dupa ce, USKIOUUTENIHO UHTEPECEH 1 NPean3BUKaTeNEeH BbMPOC.
MbpBO, MUCNS, Ye MacuTe, 3a KOUTO CNIOMEHATUTE aBTOPW FOBOPSAT, BEYE HE Ca CbLUU-
Te. [lnanekTnyHaTa B3aMMOBpPb3Ka MeXay mMacoBarta Kyntypa U CbBPEMEHHOTO 13-
KYCTBO € MO-CKOPO AMHaMWNYHa, MHOronnactosa u ,ymHa“. Ta e kato npueBnnyailo/oT-
6nbekBaLo npuaTencTso. CbBPEMEHHOTO M3KYCTBO € MOBAUSiBano mMmacoBaTta KysnTy-
pa 1 06paTHOTO. Hakou OT HanpasfneHusTa My M3Mon3BaT e3nka Ha MacoBarta BU3Y-
anHa Kynrtypa v ToBa e npuymHara aa MUCHS, Ye NoHe B HAKOW cnyyan nyénukara npu-
TeXXaBa Bb3MOXXHOCTTA fa ro npoyete. Bce nak — ngesra my KnoHU KbM CbBCEM APY-
ro. AKO Cbabp>KaHNETO Ha MacoBaTa KynTypa e ToBa Ha pa3Bfie4YeHNeTo, TO Npu CbB-
PEMEHHOTO N3KYCTBO TO NMPUHAONEXN KbM aHanm3a. MacoBarta KynTypa Hama HULLO
06LLO C KOMeHTapa, ¢ kputukaTta. CbBpeMeHHOTO 13KycTBo uma. OT gpyra cTpaHa,
MacoBara Kyntypa € HacoyeHa KbM NacvBHUA HabniogaTen, a CbBPEMEHHOTO N3KyC-
TBO TbpPCU aKTUBHNA YYAaCTHUK — B akKUUAa UK B nNpoLueca Ha NoCcTposBaHe Ha KOHTEeK-
CT 3a JafeHo TBbpAEHNE.
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A.K.: | 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. | 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 |
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



HOuckytnpaxme ¢ Hypusa n CtedaHn kak oa 60paBnmM ¢ XyOoXXECTBEHU MPOosi-
BU, FPaHnyeLLM C pa3BrekarefnHoTo. He mycns, ye macoBaTa KynTypa 1 CbB-
PEMEHHOTO U3KYCTBO Ca TONKOBa MPOTMBOMONOXHW. Han-uHTepecHunaT 3a
MEH acrnekT € HanpeXeHNeTo U ,,0TbPKBAHETO" MOMEXIY UM, 1 MOHACTOALEM
cumTam, ye Te B3auUMHO ce pgonbneart. U aeete chepu nmat cnoco6HocTTa aa
ca 3a6aBHM 1 pa3BneKkaTenHu, Makap egHarta fia ce paséupa Kato KpUTUyYHO
~paseneueHne”. Taka pewwnxme, ye Han-goO6pPOTO pelleHne e Aa KaHuM Xy-
OOXHNUM, 3aMHTepecyBaHn OT paboTta B obnactra Ha gonup mexay Tax. e
BUOUM KakBa My6svKa Lie ce NMpUCbeanHu.

EctecTtBeHO, 3a TO3U T!N U3N0XX6a, KakBaTo NOAroTesiMe, 61 61no TpyaHo aa
pasunMTame Ha CbLuaTta ayamTopus, KOSITO nocelasa pan-koHuepTtuTte. He mc-
Kam ga Te pa3ovyapoBam, HO KOMKOTO U Aa Ce Mbui Aa CbBnagHe ¢ AnHamu-
Kata Ha fafeH rpag, CbBpEMEHHOTO M3KYCTBO BCE Mak U3NCKBaA ONpeneneHo
HMBO Ha pa36upaHe 1 NOAroTBEHOCT OT CTpaHa Ha nyb6nukara. /nn noHe on-
peneneHo oTHOLWEHMe, KOETO HMKaK He CbBraga ¢ xan4yeTo ,ekcrtasun‘. B ns-
BECTEH CMICBJI, MMa HELLO Kacaello ,ycnexa“ Ha eaHo Cbbutme 1n pasnuka-
Ta MeXxay ycrnexa Ha Takaea U3noxxéa 1 Ha pan-KoHLepTa n3rnexapa oveBuna-
Ha. CbBpPEMEHHOTO N3KYCTBO € CMOCOGHO Aa yaMBAABa, HO B Hawusa ciyyan
MoHe He cTaea Jyma 3a MacoB BuA yaueneHue. [Nossuna ce e abnbéoka npo-
nacTt mexay ,,MapruHanHoTO U3KYCTBO“ U ,MapruHanHara nyénuka“.

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. | 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 | 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. | 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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A.K.: He e nu napafokcanHa Bpb3kaTa Mexay paavkarnHus TpyaeH OnuT Ha CbBpe-
MEHHOTO 13KYyCTBO U edukacHaTa GUHaHCOBa U OPraHN3eLMOHHa Mpexa, NPeBPb-
LaLla MapruHanHus XyooXKeCTBEH EKCNepUMeEHT B uHaycTpusa? Kak ce cpewar crno-
pen Te6 NPUHUMNUTE HA MACOBOTO TbPCEHE, TEXHOMOMMYHOCTTA, YCrexa, opraHn3u-
paHocTTa (BCUYKM Te MPUHLMNM Ha KanuTanuama v AecHuuata) ¢ NpUHLANMTE Ha
pPafuKanHOTO CbMHEHWE, MAPIMHANHOTO eKCNEPUMEHTATOPCTBO U PEBOSIOLUOHHO-
TO NPOTUBOMOCTAaBsIHE Ha CbLLECTBYBAaLlaTa Hopma?

A.B.: ToBa e napagokc, KOUTO M3UAI0 He 61X MOrna ga 06sicHs, HO Cb3HaBaMm Cce-
puo3HocTTa My. M3rnexxga, egHa OT nNpuumMHUTE 3a opraHusupaHe Ha MaHundecTa
yCrnopenHo € npoueca Ha TpaHcdopmauus B N3touHa EBpona, 6e Heo6xoanmocT-
Ta fa ce cb3gage CTPyKTypa, 3aHMMaBalla ce C U3KyCTBOTO npean nasapHara My
peanuzauus. ETo 3awo MaHudecTa 4 ce cTpom crnep HanperHaTtoto TbpCeHe, Koe-
TO TpsAGBaLLe fa npeanpuemMemM U3 Lenns KOHTUHEHT, 3a Aa CpeLHeM u n3éepem ot-
HOCUTESTHO ,HEMOBPEAEHN" XyOOXKECTBEHU NPaKTUKN 1 Mnaaun asTopu. Paséupa ce,
“masno e n apyru onuTy 3a OTTOBOP Ha TO3M Napafoke, KaTto npakTmkara Ha u3mec-
TBaHe opraHn3auuaTa Ha rosieMm MeXxayHapoOaHU CbeUTUA B MapruHanHi MecTa 13
uenus ceaT. Noao6HM pelleHns oencTeart 3a U3BECTHO BPEME 1 Nocne 6mBaT norbi-
HaTn OT O6LOTO TeueHne. Moxe 6u He 3Haell, HO ToBa € OCHOBHAaTa npuynHa 3a
KpUTUKa CNpPsSIMO rofeMmTe N3noXxéu, rMaeHO Taka HapeueHuTe 6ueHaneTa. B Tekc-
Ta Ha Kypatopckara Hu rpyna, npeaxoxgal, MaHudecta 4, Bknounxme onpepnene-
HMe, NogyepTaBallo NPUBb3aHOCTTa HU KbM XyOOXKECTBEHWN NPaKTUKK, Heanponpu-
upaHmn oT ,BUCINTE" MHCTUTYLMW HA XyOo)KecTBeHaTa O6LWHOCT. VipoHusiTa Tyk e, ue
MaHndecTa cama no cebe cu e CbLo NpomMoLuus, N36yTeaLla Ha MOBbPXHOCTTA MHO-
ro XyaoXKHUUM, nasawy oT MapruHanHu XygoXXecTseHu cueHn. OLle no-nmuemepHo
€, Ue HMe, KaKTo 1 XyOoXXHMUMTE, LWe CMe AOBOMHM ako ToBa e ce Chyyun... Taka
ye, MMame BCUYKO TOBa Npensua.

CbLLlI/Iﬂ napanoke ro smxgam 3ameceH 1 B Kypartopckara My no3muma no oTHoLle-
Hue Ha MaHudecrTa 4. NMapagokcaneH e GpakTbT, Ye 63X NokaHeHa (HOMUHUPaHa, Ha-
€T1a, BpbYeHN M1 6s9Xxa MHCTPYMEHTW, PECYPCU 1 T.H.) Aa CbM U3LANO HE3aBUCMMa B

I.B.: That's a paradox | can’'t explain in full, but it is @ 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.

| see this paradox implicated also in my curatorial position regarding Manifesta 4. The
paradox is in the fact that | have been invited (hominated, 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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oTCbXAaHusATa cu, B NpodecuoHanHns M n36op, npakTrka u T.H., 40 ToukaTa ,4a ce
n3npaes npeg nyénukara“ n ga noema OTroBOPHOCT 3a cTaHanoTo. CbLIOTO Ce OTHa-
cs 1 3a konerute mMu. Mi3rnexxga cme 6unu nokaHeHn/HaeTn ga cme Hesasucumn. Ky-
pPaTOPCKUAT AOroBOP Ha TONKOBA FOMSIMO MeX/AyHapoAHO Cb6uTME e SiCEH 3HaK Ha
NPUHaANEXHOCT KbM CUCTEMATa WM MHAYCTPUATa — KakTo »kenaell. B cbloTo Bpe-
Me TOM € eAMHCTBEeHaTa rapaHums 3a HE3aBMCUMOCT, rapaHLMs CNPsSMO HEraTMBHUTE
edekTn Ha cuctemara... [apagokcanHo e u ToBa, Ye cbbuTusa kato MaHudecrta 6uxa
CblUECTBYBanu TPyOHO M3BbH TO3M Napafdokc. Ho cblLyo Taka BApBaMm, e paboTenkiu
B pamkara My, CbM CMOCOGHAa Ha CMICNIeHa BU3USi U KPUTKKA.

A.K.: O6e3M0KOeH CbM OT TO3U TEXHO/PEBOSMIOLIMOHEH, KanuTaniCTMYeCKn aBaHrap-
[OeH eknekTn3bM. Tpabsa oa ce sammucnvm 3a ToBa Olle No-HacTosTenHo cnep 1989,
korato /13TouHa EBpona npon3seae napagokcanHu peBOMIOLIMN — HEXXHU, 63 paau-
KanHOCT uUnM Hacunue, onuTnu 3a ,Bb3CTAHOBSIBAHE HAa HOPMAnHOCTTa“, BCbLUHOCT
3aBpbliaHe KbM HOPManHOCTTa. Hakou Hapuyar 1e3m onutu ,pectaBpauns Ha Kanu-
Tanuama“. Kakbs e coumanHuaT cTatyC Ha CbBPEMEHHOTO U3KYCTBO? Kak ce CboTHa-
csl Ton ¢ rno6anHata nobena Ha rno6anHus NocT-kanuTanm3bm?

5.B.: MIarnexpga, Ye CbBPEMEHHOTO U3KYCTBO HE MPUTEXaBa XOMOreHeH couunaneH
ctaTyc. CbliecTByBa rofiiMo pa3Hoo6pasune OT NPaKTUKU B HE NO-Manko MHOXXECTBO
pasnuuasaly ce KoHTekcTu. MNpeanonaram, Ye KOHKPETHUTE COLMAaNHN 06CTOATENC-
TBa U camuTe XyAOXKHULM NPUAABAT HA CbBPEMEHHOTO U3KYCTBO OMPERENeEH cTaTyc.
M TOo3Kn cTatyc e gocTa BaXkeH BbB Bpb3ka C ngente Hu 3a kanutanuama. B 3touna

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, | believe that working from within the
paradox, | can still offer meaningful critique and vision.

A.K.: | 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. | 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. | 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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EBpona, Hanpymep, HUKOra He BUXME Kasanu, Ye Beye XXUBEEM B CUCTEMA-
Ta Ha KanuTanucTnyeckn otHolweHus. Obaye 6uxme 0o6aBunn, Ye ToBa, Ko-
€TO MMaxme, He 6eLle NCTUHCKM COLManm3bM, a HAKaKbB BUA ,,AbpP)KaBeH Ka-
nutanudbm®. OT gpyra cTpaHa, CbBPEMEHHOTO M3KYCTBO CE CTPEeMM KbM
TpaHCHaLMOHANHOCT BbB Bb3MpuaTUsSTa CU. Taka TO MOXe Ja ce npueme
KaTo Ham-kanuTanucTuyeckaTa CbCTaBka Ha O6LLEeCTBOTO Y Hac. Toea, pas-
6upa ce, e 4OCTa OTHOCUTENHO TBbPAEHMUE. ..

B Kpasa Ha KpauuaTta, nsrnexmna, 4e CbBpeMeHHOTO U3KYCTBO OTHOBO U OT-
HOBO NPOV3BEXaa NapafoKcanHM OTHOLEHUS B 06LLeCTBOTO. Beue roBopux
3a KpUTMYeckns My noteHuman. B cbloTo Bpeme, [OKa3BaHO € HEBEOHDbX,
ye KanuTann3mbT € CNoCO6EH Aa YCBOW KaKBOTO U Aa e, Aopuv 1 Han-pagu-
kanHute »kectose. [pean necer-gBaHanceT roguHN CbBPEMEHHOTO U3KYCT-
BO B I3TOuHa EBpONna nmatle YeTnuBms CTaTtyc Ha aBaHrapg B CTpemMexxa aa
Ce paspyLun BCMYKO CbLUECTBYBALLO, MPeacTaBnsBalle BU3uns 3a 6baeLleTo,
eHeprus 3a npegedrHupaHe Ha obLeCcTBOTO, NpeaoCcTaBslle YMEHNETO aa
Ce BK4aT B ).'J,GI?ICTBVIe ronemMmu rpynm xopa. CnomHsALW nn cun BpPemMmeTO OKO-
no 1990/91, koraTto npecarta oTHacsLe BCUUKN NONUTUYECK MacoBkmu B Co-
dura KbM xenbHUHra 1 nepdopmaHca? Torasa 6elle CMELHO, HO OHEC U3r-
nexkga, ye e 6uno 6ener Ha BpemeTo cu... Cera CTaTtyCbT Ha CbBPEMEHHOTO
n3KycTBso B I3TouHa EBpona e no-61130 4o TO3M B 3anagHarta n vyacT, CBbp-
3Ba Ce C MapruHasnHoTo, C KpUTUKaTa, CbC CbMHEHNETO 1 aHanm3a. He cbm
CUTYpHA, Ye XyOOXHMLMTE OHEC, KAKTO Ha N3TOK, Taka 1 Ha 3anag, nuckart ga
NPoOMeHSAT cBeTa. [pekaneHnTe MecuaHUCTKn Nnio3nmn, BHECEHN B XYOOXKHM-
YECKOTO MUCMIEHE OT COLManUCTMUYECKOTO O6LLECTBO, B KOETO >XMBEEXME,
Beye rm Hama. HannmyHoTo € MoXke 61U NO-CKPOMHO 1 MO-HEaMBMUMO3HO, HO
CbC CUIYPHOCT NO-AENCTBEHO 1 MBKaBO.

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. | 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, | 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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BCbLUHOCT MMEHHO HaW-TpaaMuMOHHAaTa XyOoXXecTBeHa npoaykums B MsTouHa
EBpona gHec ce 06sBsiBa 3a ,pectaBpauua” u BpbllaHe KbM HOpPMasHOCTTa.
Ho Hukora He e SiCHO — 3aBpbliaHe KbM KakBo? TpaanMuMOHHUTE NOAXOAM B U3-
KYCTBOTO 65Xa HanaraHu C TakaBa cuna BbB BPEMETO Ha coumanuama, ye ce
npeBbpHaxa B HEroB aTpubyT. I3KyCTBOTO Ha ,pecTaBpaumaTa”, 3aBpbllaHeTO
KbM KakBOTO 1 fa 6150, He cb3aaBa CO6CTBEHN BU3un. HanpoTue, npu3oBasa
cTapu, Takmea, KOUTo TPyAHO MoraT fa ce acoummpar CbC CbBPEMEHHOTO 13-
KycTBO. MOXXe 61 CbLLOTO Ce OTHacCs U 3a criyyas C ,HeXHUTe pesonoumm® —
Te, BCe Nak, He Bb3BbpHaxa ,KbpBaBUTE PEBOIIOLUN® OT MUHANOTO... M3rnex-
[a, ye CrnyyBalloTO Ce B CbBPEMEHHOTO U3KYCTBO 61 MOIJIO Aa Ce pasrnexaa
KaTo ,pectaBpauynsa” n BpbllaHe KbM HOPMASIHOCTTa eAMHCTBEHO OT onpepene-
Ha TeopeTnyecka rnegHa Touka. Ho He cbM curypHa, Ye oT TakaBa rnegHa Tou-
Ka MOXke fia Ce NpremMe HEBb3MOXXHOCTTA TO Aa NPOABLIKA CbLLECTBYBAHETO CU
KaTo HSIKaKkbB ,,couManncTuyeckn asaHrapa”.

ToBa 6eLle No NoBoA Napanokca B TBbPAEHNETO T 3a ,pecTaBpaumaTa’ u Bpb-
LaHeTO KbM HopManHocTTa. Bce nak B HenpekbcHATO HOpManuaupaiiaTta ce
cutyaumsa 6uxa 6unm HEOH6XOAMMU OrPOMHU YCunus, 3a Aa ce npueme CbBpe-
MEHHOTO M3KYCTBO KaTo HeLLo HopmanHo... CamoTo TO He Bxaa cebe cu kaTto
TakoBa, HUTO MbK TW, Hanu? MNMpoCTO Cn MUCNS, Ye BPBLLLAHETO HE CX CTPyBa U
Haganu cu cTpysa 1 ChopbT MO HEro.

AnekcaHpbp Kboces

Popen B Codusa npes 1953 r.. foueHT B kKategpa ,Kyntyponorua“ B CY. HayueH
ovpekTop Ha LleHTbpa 3a akagemuyHn nacnegsaHus, Codus. [lokTop Ha HaykuTe.
MpenopaBan 6bnrapcka nutepartypa B CY, 1980 — 1988; bvnrapcku e3uk, nutepartypa u
KynTypa B YHuBepcuteTa Ha IboTuHreH, Nepmanus, 1990 — 1994; Kyntyponorus B CY,
1994 — 2002. PepakTop 1 aBTop Ha CbBMECTHOTO usgaHue “Post-Theory, Games and
Discursive Resistance”, SUNY Press, NY, Albany, 1995; cbpegaktop u aBTop Ha KHura-
Ta ,Die Bulgarische Literatur in alter und neuer Sicht“, Harrassovitz Verlag, 1997.

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? | simply think that it doesn’t amount to a return and that’s hardly worth argu-
ing about.
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CredaHn MyanoH Epalvl6ne
VHTEPBIOMpPAaHa OT EpuK TpoHCcH

To3n pasrosop ¢ KpuTrka n kypatopa Epuk TpoHcu ce cbeTos npes sHyapu 2002, kora-
TO 6siXMe M3TOLLEHN OT 9 MeceLa NbTyBaHus. belwe nmbnHO ¢ uHGopmaums, ¢ KOoATo Tpsb-
Balle Aa ce 3aHMMaem, 3a ga u3bupame, cbyetaBame n nskniousame. Bece owe npega-
cToele Aa popmMynMpame obLy, MPOeKT, HA4YMH 3a NPeoaonsBaHe Ha pasoyapaBaHusa
dpycTpauun, ga N3GerHem HAKON KOMMPOMUCHU.

Taka nsrnexxgatle cutyaumsTa, korato ro noMonaux aa My 3agage nNpocTy BbNpOCK, Kak-
BWTO BEYE HE CMEEM [a CU 3aJaBame, 32 fia My MOMOTHE Ja HaMeps HY)KHUA HapaTuB.
Beue 3Haex 3a NPUCHLLOTO MY KPUTUYHO OTHOLLEHMNEe CNpPAMO KOJIEKTUBHUTE NpodaBun, Nno
KOHKPETHO Cnpsamo 6ueHaneTaTa u KynTypHUTe NoanTukn M3o6Luo. BonpocuTe My coue-
Xa rnaBHO KbM NPOGieMU HA MeToaa, KbM COGCTBEHMS MU MOOXOA U KbM KOHUENUMsATa
Ha n3noX6aTta, KakTo 1 KbM NMPOEKTa, KONTO OLle He 6elue onpeneneH.

Epuk TpoHcu: Kakeu uenu BCbWHOCT o6cnyxBa MaHudpecta?

Credanun MyanoH Tpam6ne: OTroBOpbT, KOUTO MbPBU U3HUKBA, € Hal-eNeMeHTapHUAT.
Bux kasana, ue MaHudecTta e HapacTBallo nonesHa 3a ,napTHbopute” cu. He e 3agbn-
XKUTENHO [ia e n3rnexxaana taka, korato € Npoxoauna, 3awoTo Npu cb3naBaHeTo 1 uae-
ATa e 6una ga ce MUCNV NOBeYe 3a KPUTUYECKNTE NPAaKTUKKN (KypaToOpCKu 1 apTUCTUYHN)
1 [0a Ce BUAM KaK UMpPKynupar (Wuv He) MexOy pasnuuyHuTe Mpexxn nHdopmaumuata, muc-
TopusaTa, popmuUTe N ANCKypcuUTe. KakBu ca BEKTOPUTE HA MHTErpaums 1 n3kmoysaHe,
Kak Tpsibea aa ce npegeduHnpa Xygo)KecTBeHaTa npakTuka npes AOMUHNPALLMTE CTaH-
JapTy, KOUTO ONPEeRensAT NPOoOyKUMsATa 1 pasnpocTpaHeHneTo? ToBa, C opyrn gymu, e
6un noBeye NONUTUYECKM NPOEKT, BCE NaK HAMALL, MONNTNYECKA OCHOBA, a rMaBHO Nonu-
TUYeckn cbobpakeHus. Cera, 1 no-cneunanHo BbB MpaHKPypT, CbLUECTBYBA UCTUHCKO

Stephanie Moisdon_Trembley
interviewed by Eric Troncy

36

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 | 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. | 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. | 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



TbpCEHE OT CTpaHa Ha rpaga u HeroBuTe MHCTUTYUMK. BeblHOCT, 61 TpsiGBano aa ce
aHanusnpa ToBa TbpPCEHE, Aia Ce CPaBHST NPOEKLs, 0YakBaHe 1 cTpaterus. [Hec, Bbn-
peku crneumduyHoOCTTa 1 pas3MYyHOCTTa Cu, ToBa BMeHane ce Hapexxaa cpen apyrute —
TO ,3axpaHBa” KynTypHUTE U3NCKBAHUS HA MECTHUTE NonNuTUYeckn snactu. Ho Heka He
rpewnm — 6meHane unu Nposisa oT Nogo6Ha BaXKHOCT BMHArK NocTaesi Bbnpoca 3a Bu-
OMMOCTTa 1 MapKeTuHra. Bce nak CblUeCTBYBaA KONEKTUBHA 3arpuKeHOCT, KakTO Cpef,
ocHoBarenute Ha MaHudecTa, Taka n cpep 3aeTnTe C Hes OHEC, Ye MPOEKTbT Tps6Ba
pa ce pasBuBa, Aa ce npenosuumoHnpa. Tosa nsrnexaa HopmanHo cneg noytu 10 ro-
LOMHN )KUBOT B KOHTEKCT, KOWTO C€ € MPOMEHWUN A0 rofisiMa CTeneH U B KOUTO GOKYCbT
BbPXY rofleMmTe KOMyHUKaLMOHHU MalinHW HapacTea. KasaHo Taka, MoXXeM fa npue-
MEM, Ye HaTUCKbT Ha nasapa u nonuTrkara Bbpxy MaHndecTa e BEpoSTHO He TONKoOBa
CuneH, KOJIKOTO ce cnyysa apyrane. Moxxe aa ce no6aBw, Ye ako N3KYCTBOTO CTaBa BCe
noeeve ¢opma Ha Jo6aBeHa CTOMHOCT, TO OTFTOBOPHOCTTA 3a TOBa € CrofesieHa.

E.T.: Korato 6e nokaHeHa Kato KypaTop, KakBo 6e MHeHneTo T1 3a MaHudecTa?

C.M.T.: To 6elle oCHOBaHO BbpXy CMecuua OT He3HaHWe 1 mutonorus. bax Buwxkoana
camo [Be OT TpUTE u3gaHus, 6e3 NocnegHoOTo, KOETO BCBLLHOCT e 61no 1 Han-npoéne-
MaTUYHOTO. 3a MEH TOBa 6eLle Npean3BUKaTENCTBO, HO 63X 06€3MOKOEHa OT KOHTEKC-
Ta, eAHOBPEMEHHO MONUTU3NPAH N KOPEKTEH — MMaM NpeaBua U3npaBsiHeETO NULE B
nnue Ha ,JoMuHMpaiiara“ n ,AoMmHupaHaTa“ yactu Ha Espona, 3a oa ce Bb3CTaHOBM,

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. | 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 | 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, | suppose, the bal-
ance regarding countries experiencing difficulty. | was frightened of that because while |
strongly believe that it's an interesting question — a fundamental one, even, | 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. | also think that this readjustment is
not a theoretical exercise, that you really need to know what's going on in all the territories.
| mistrust intentions and programs. Others have already gone astray with that kind of mili-
tant discourse.
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CTpyBa MU ce, 6anaHca No OTHOLIEHUE Ha CTPaHNTE, U3NUTBALLM TPyOHOCTU. Bax 13-
nnaweHa, Tbil Kato, CUIIHO BAPBAWKW, Ye ToBa € eduH NHTepeceH, fopu dyHaameH-
TaneH BbMpoC, eAHOBPEMEHHO CUMTam, Ye TYK HEBMHAru 1via HeLWo MHOro 06Lwo C
OCHOBaHUATa Ha N3KYCTBOTO U Ye NOJOGHO CMEeCBaHe Ha CoumanHu, NoAMTUYECKN 1
€CTETUYECKM NapaMeTpy MOXe Aa ce Okaxke onacHOo. Cbluo Taka MUCHS, Ye TakoBa
NpPeycTpONCTBO € He MPOCTO €OHO TEOPETUYECKO YNParKHEHWE, a Ye HaucThHa cu
3aAb/MKEeH Ja 3Haell KakBo ce ClyyuBa BbB BCUYKM T€3U TepuTopumn. Hamam gosepue
Ha HamepeHus 1 nporpamu. [pyru Beye ca Tpbreann HakKpuBO C NOJOGHW BOWMHCT-
BalLLM OUCKYPCU.

E.T.: KakBu 651xa npaBunara Ha urparta 1 TEXHUTE OrpaHuyaBall acnekTn ?

C.M.T.: Te He 65xa AcHU, He ca 1 gageHocT. ToBa e NpoeKT, B KOUTO npaBuiaTa ce
BbBEXOAT BCEKM MbT OT Kypatopute. Bce nak, Moxe ga ca 6uny HernacHu, Ho orpa-
HUYEHWS CblUeCTBYBaxa. 3Haexme, Ye TpAbsa aa usrnexga karo 6ueHane. Npuex oa
yyacTBam C MUCBJITa, Ye eqHO GreHane MoXxe Aa 6bae BUASHO 1 KaTo uanoxeéa — ¢
ApYr1 oymMu, KaTo MSCTO 3a onpepeneHns n audbepeHumaums. He nsdupais mMsactoto
UV rpaga, Unm KonernTe Cu; HIKOW OT napameTpuTe ca Beye yctaHoBeHu. Mucunte
ca 3aratHaTtu: uma npeuegeHtn. MaHndecTta e 3amucneHa cnep nagaHeTo Ha bep-
NIMHCKaTa CTeHa C HamepeHue 3a npedopmMaTMpaHe Ha Kypartopckara u Kputuiec-
kata npakTuku. Toea e pednekCuUBeH NPOEKT, OCHOBaH Ha CbMHEHMS, KOHPNKT 1
KOHpPOHTaUWs, KOETO 0O3HauYaBa Ja Ha 3ary6suLl pednekca cu 1 ga 3aépasuil nos-
HaToOTO A0 TO3M MUr. TyK HE CMe 3a Aa KOMEeKUMOHVpamMe U3BECTHU Nnoanvcu, unm
[OOpU Aa npaBuM TOBA, KOETO 3HaeM Kak ce noctura. B Takb cmucbn MaHudecTa e
€0HO 0CO6EeHO Npeau3BMKaTeNCTBO. TOBa HaTexa, Korato pewnx ga npuema npeg-
NOXXEHMNETO.

E.T.: BuHaru cbm cuutan KyprpaHeTo Ha M3N0XX6M BbB BMCLUA CTEMNEH 3a NINYEH aKT
— BCBLUHOCT, Karo NM1CaHeTo Ha TekcT. Kak ce mpumupun ga pa6otuw c olwe Asama
OyLUKN, KOUTO He ca TBOW n3bop?

C.M.T.: He ce npumupsiBaLl, a TbpCULl MbT 3a CBbP3BaHe U 3a camoy6exaeHune, ye
6uxTe MOrnu ga ce ulbeperte eavH apyr. M Tpute ce onntaxme ga Hanpasum TOBa.
HauanHuat auckomdopT NOCTENEHHO Ce MPeBpblua BbB BEKTOP Ha pa6oTtara Tu.
Crasa npopgykTtneeH. OCBEH TOBa He BKAam M3noxxéaTta npean BCUYKO Kato MsC-
TO 3a NpakTnkyBaHe Ha MOeTo JINYHO 3HaHne N Ha COBCTBEHUTE MU CUMN. I‘Ipep,nas-
NMBa CbM CMPSIMO HAPLMCTUYHNSA eDEKT Ha KypPUPaHETO, HO HE U CNPSIMO TBOPYECT-
BOTO Ha KypaTtopa (TyK He CbM Kato agMWHUCTPATOP, HUTO MbK KaTo MOCPEOHUK).

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. | 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 | decided
to accept the proposition.
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KakTo 3HaeLl, NoyTy BUHArM cbM paboTuna B KONEKTUBHN CUTyaLMn — He 3aL0To UCKam
[a ce pa3TBOPSA B TAX, a 3a a Ce ONMTaM Aa Hakapam ponute U GyHKLUUMTE Ha BCeKn aa
BapupaT. ToBa e HauMH 3a HaBMM3aHe B CbLIHOCTTa 1 KAYeCTBOTO Ha TOBA, KOETO e 13-
BECTHO Ha BCEKU eauH.

E.T.: KakBo uyBCTBO U3nNnTBaLl, BEOHbXX BeUe npresa npasunara, Aa Ce oKakell Kpbc-
TocTBawa EBpona B TbpCEHETO HA HEN3BECTHO KakBO?

C.M.T.: MNoHsikora ce yyBCTBaLU 3a OMfakBaHe, KaTo Yy>KA HaBfEeK, AENCTBALL, MO NOPbY-
Ka 6€3 CMUCHNBLT 11 Aa € N3BecTeH. [peans3BuKaH cu OT ICHU 1 AUPEKTHM Bbnpocu — Kak-
BO Tbpcuw? Kakeo nckaw ga sugmw? [opu Ha Han-mnagute ca UM uaeanHo U3BEeCTHU
TO31 BUA OTHOLLEHWSA: NMO3HABAT 3aKOHa Ha TbPCEHETO 1 npepgJiaraHeTo — Hewa, Ha Kou-
TO TV HE MOXXELL UCTUHCKM Aa oTroBopull. A cn ya3smMm, 3all0TO HAKbAE MO MbTA CU U3-
ryé6un pasmeHHUTe cu MHCTpPyMeHTU. CnegoBaTenHO BCMUKO 3anoysa OT OTCbCTBUETO Ha
NPOEKT 1 OT Mb/lYaHMETO. AKO pelmxme aa nbTyBame, 1 TO Aa ro npasum 3aegHo, To e
3aoTo nMaxme ycelaHeTo, Ye He 6uBa fa Aenctsame OT BbHLUHA NO3MLMS, a oLwwe Mno-
MaJiko fia ce 3a0BOJIMM C ONpeneneH TUn nutepaTypa no rnobanHara Kyntypa. Hakoae
B Ta3u obnacT, KoTo e EBpona, yuunto rpaHnum obave He no3HaBame, MbTyBaHETO Mo-
Mara fa ce yceTtu, Ye KpUTUYECKMAT AMCKYPC BbpXy rnoéanusauusta e N3KoUunTenHo
NIeCeH 3a Bb3CTaHOBSIBAHE U CMyXXKM 3a ekunuposka Ha nonutuuute. OT VictaHbéyn npes
MopTo po PenksBuK MnaguTe N3NoN3BaTt €4HU Y CbLUWM UHCTPYMEHTU, BKIIIOUUTENTHO aHr-
MNCKna 1 i-book, HO No pasnuueH HaunH. VIHTEPECHOTO € He Ja ce Habnogasa ToBa oT-
uy)xgaBaHe OT riobanHarta Kyntypa, a oa ce BUAaM KakBO Ce CnyvBa Mexmy Kyntypure,

E.T.: | 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, | don'’t think that an exhibition is primarily a place for working
out with your own personal knowledge and your own strengths. | am also wary of
the narcissistic effects of curating, not of the curator’s creativity, which | wholly sub-
scribe to (I am not here as an administrator or mediator). As you know, | have near-
ly always worked in collective situations — not because | 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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noasaTta Ha TpeTu NbT, pa3nnyHnTe BMaose MOOEpPHOCT. M owe - kak XyooXXHuuuTe ce
CrnpaBAaT CbC 3aKOHUTE Ha KOHCyMauuATa, KakK npeBpblaT BCUYKN Te3n 3aAbHeHU
YNNYKM B NPOCTpaHCTBa 3a urpa 1 nperosopu. BCbLUHOCT, HAUCTUHA UMaMm yceulaHe-
TO, Ye cera nma noeeye xeTeporeHHOCT, noseye pasnnkn, OTKOJIKOTO npeaun.

E.T.: KakBo Bupsaxre?

C.M.T.: He Bugsaxme HMLLO N3KAIOUNTENHO, HATO MbK HAKAKBU HOBUW NPaKTUKKW. He Tbp-
cexme MPeacTaBUTENHOTO UM HOBOTO. YecTo 6dxme pa3oyapoBaHu, pa3TbpCeHn OT
yCeLlaHeTo, Ye HULWO He cMme OTKpuan. Cumtam, ye 3a ToBa MMa HEMANKO MPUUMHW.
MbpBO, 3awWoT0 o6nacTra Ha u3cnegBaHeTo (Mnagu, He 0COBGEHO N3BECTHUN XYOOXKHM-
uM) e B MpOTMBOPEUMNE CbC camara naesa 3a matepusaTa Ha egHa u3noxkéa, C Heo6xoam-
mMara guctaHuma 3a cb3gaBaHeTo Ha npoekT. Oule, No-06L0 Ka3aHo, 3aloTo BaXKHUTE
OTKpPUTUSA ca pAAKocT. M Han-Hakpas, 3awoTo Tps6ea Aa ce 3Hae, Ye NpeauLHnTe Ky-
patopu Ha MaHudecTa ca npasuamn NOYTH CbLLOTO U3cneaBaHe KaTto Hac easa rogmHa
1 NONOBMHA NO-PaHO 1, KAKBOTO U Aa NpuvkassaT NporpamMmHuTe NPou3BoamMTeny n Guk-
caTopuTe Ha TeHOeHUMW, edHa XyOoXeCTBeHa CLeHa WM KOHTEKCT He ce o6HoBsBaT

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, | 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. | 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 | 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, | think, art is a way of making reality accept-
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TOSIKOBa CKOPOCTHO. BCbLHOCT, 6sXMe No-3anHTepecyBaH OT NPOEKTU BbB dasaTa Ha
dbopMUpaHeTo UM, B NpoLiec Ha AepuHUpaHe, Makap fa CMe HasiCHO, Ye BPEMETO He ce
nopaasa Ha cemBaHe. Crief, oLle HSKOSIKO FOAMHU BCMUKO TOBA LUe MOJyYn NCTUHCKKSA
CW/ BMAO N 3HaYeHne n My ce CTpyBsa, 4ve e ce HanoXkn ga ce BbpHemM KbM BUOAHOTO. Ho
cera HsmMalle HULLO, KOEeTO fa Me CTPECHE, KaKTO MU ce € C/lyYBano B MUHANIOTO; csikall
BCUYKO 6elle oueBnaHO. MoxkeM oa Kaxkem, ue Buasxme Toea, KOeTo Tbpcuxme. Ho nbk
CpelLHaxMe MHOro NMoBeYe OT XUsiaa XyAoXKHUKA Ype3 MpexkaTta OT KpbCTOCTBALLM ce
npenopbKun. YecTo n3rnexgawe cgakawl cme Ha KaCTuHr, B a6cypuHa NN NOBbLPXHOCT-
Ha No3a B HEMO3HAT KOHTEKCT. Ho noHe efHO HeLo Hakpas ce NpPosiBU — KaKBOTO BU-
asxMe 6sxa npeay BCUYKO NIMYHOCTW, BbBMEUYEHN YECTO MO HEMPAaBOONOA06EH HAUMH B
apTUCTUYHUTE NPAKTUKK, MOHSKOra No HEO6XOAMMOCT UMM 33404HO (MMa MecCTa, Kbae-
TO CTaBall XyAOXHMK 3apaan COGCTBEHOTO CU ouenasaHe). Xopa, KoMTo ca pemnu aa
cKbcaT CbC cucTemaTa, C MUCHLATA 3a pa6oTa WUnv yaoBONCTBUE, KOUTO MPOU3BeXaaT
HancTVHa eKcTpaBaraHTHN, HEOBUKHOBEHHM 06eKTU. iIMaxme XUBOTO ycellaHe 3a usna
napanenHa o6LHOCT, 60pagella obaye ¢ peanHocTTa. CTpyBa mMu ce, ye BCe noBeye n
noBeye M3KYCTBOTO CTaBa MbT 3a HanpasaTta Ha peanHocTTa npuemnuea. Ako Mora aa
CU No3BOMA efHO 3ak/ioyeHne, TO €, Ye XyOoXKecTBeHaTa akTUBHOCT MnpefcTaBnssa
npeyvynBaHe B YOBELLKNS XXMBOT, U Y€ TO3M HAUMH Ha CbLLECTBYBAHE € YECTO MO-MHTe-
peceH, OTKONKOTO NPOou3BeAeHNs OT caMusi HEro pesynTar.

E.T.: He nbTyBam 0CO6EHO MHOrO, HO CbM OCTaHan C BreYyaT/eHNETo, Ye XyaoXKHULNTE
n3bupaT HauUMHUTE CU 3a AeNCTBUE C HaAMEepPeHUETO Oa MpeMuHaT B gpyra coumanHa
Knaca.

C.M.T.: Ha n3TOK 1 Ha tor nma cTpaHu, KbOeTo UCTUHCKA CPefHa Knaca He CblUeCTBy-
Ba. Taka ye knacosara npomMaHa € HEBb3MOXXEH CKOK. OT,D,eﬂHI/IFIT yoBeK, Hamunpatll ce
B MEXOVNHHO MOSoXKeHUe (Mexxay ABe CTpaHu, ABE WAEHTUYHOCTW, ABa BUOA KynTypa),
Ce NpeBpbLLA NOYTM ECTECTBEHO B XYAOXKHUK. B BocHMs, Hanpumep, nnu B CTpaHarta Ha
6acKuTe pPeLLeHNETO Aa Cu XyOOXKHIK € peLLeHNe fia He CU HATO Ha egHarta, HUTO Ha apy-

rata cTpaHa.

able. If there is one conclusion | 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.: | don'’t travel much, but | 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
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E.T.: Kora 3anouHaxte fa ce 3amucnsarte 3a popmara, KoaTo nsnoxxéara Tpsésa aa npreve?

C.M.T.: Mucnum 3a TOBa TOYHO cera — T.e. efBa TPy Meceua npean oTkpmeaHeTo. Ho BbM-
pPOCBLT MPUCBLCTBALLE B FNABNTE U HA TPUTE HY NpPe3 LAnoTo Bpeme. ETo 3auo oTxBbpamxme
TeMaTUYHUA NPUHLMM, KOUTO 61 OPUEHTUpan NpeasapuTenHo nscneasaHeTo Hu. MutysaHe-
TO 6€ CbLLO HAYMH 2 OTMaxHeEM Ta3u NOCTOSIHHO OTnaraHa auckycus. MbTyBaHeTo 6e egHO
6arcTBo. Hakpas pewuxme ga HanpaBum n3noxx6a, Makap ga oueHsiBaxme U Opyru Bb3-
MO>XHOCTMW — apTUKynnpaxme ri rno, o6Lo B3ETO, LWEeraikUNCKn HaunH: 61 Mormno ga e ye6-
cauT, U KHWra, unm ,,65n Ky6“ n T.H.; HO €QMHCTBEHOTO, B KOETO 1 TpUTE BApBaxme, CTpy-
Ba Mu ce, 6e cutyaumata Ha usnoxxéa. Pasmumwnasaxme ganu ga He Hanpasum MaHudec-
Ta gpyrage, Aa npeHanpasumM nNpeguiHaTa unv aa cbbepem Han-go6pute paboTu OT BCUY-
KU NpeauLwHn ekcrnoauumn. NMonoxutenHo 6saxme HasicHO C abCypaHOCTTa Ha Tasu npegno-
naraemo ,,0TBopeHa“ cutyaums. Cbluo Taka YecTo CU 3agaBax CriedHUs OCHOBEH BbMNPOC —
3all0 fa ce KaHu mMnag XyaoXKHUK, KOMTO € BMAMMO CUIHO NoBnusH oT Puwinu/Baiic, ako
MOXKeLL fa nokaHuw camute Quunn/Bainc?

only thing that the three of us believe in, | 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, | 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, | 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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E.T.: Cnen kato cme roBopuin MHOIO MbTW Ha Ta3n Tema MUCNEX, Ye U ABamaTa CMe Cbr-
nlacHu, ye bueHaneTarta ca cnpenu aa 6baaT n3noXxoy OT JocTa BpeMe HacaMm.

C.M.T.: B noBeueTo OT cnyyanTe npu 6rieHaneTara ctaBa ayma 3a paspylumtesiHus edexT.
MpeBpbluaw fageHa pabota B 06eKT, NpeacTaBsll ro, 3Haelrky, Ye € Beye NpopafeH, n
OBUKHOBEHO 6€3 YCUNMUETO fa Ce MOKaXke KakBO NEXXu Npean Hero, B KakbB KOHTEKCT pa-
6oTaTa ce e cnyunna. ToBa e npobnem n306Lo C KONEKTUBHUTE N3NoX6u. Yyaomm ce oo
KakBa CTerneH € Bb3MOXXHO [1a Ce 06bpHe epapxusata Mexay MoHorpaduyHaTta u Kosek-
TUBHATa U3N1I0XK6K, MOXXe 61 BMECTBaNKN MoHorpadunyHaTa B KofekTneHaTa. B TakbB chny-
yan MaHudecrTa we Tpsa6Ba fa ce pasrnexxaa He Kato U3noxba, a kaTo cepus OT U3NoXxeu,
3alloTOo NornyHa Bpb3ka Mexay Te3un 70-nHa XyaoXHuUUmM He cbluecTsyBa. Morat ga ce Tbp-
cAaT 6J'II/ISOCTVI, 4YeCTO N3KYCTBEHN — Te BMHarn morat ga 6b,ElaT HamepeHn, N NoONOXXNTESTHO
Wwe 6baat. Ho Hue e ce noMbuMM Aa CMe CUTYpHU, YE BCEKU XYyOOXKHUK e NpencTasu
CBOs CO6CTBEH CBAT. MOHTa)KbT CbLUO Lle reHepupa 3HauveHune, ToBa € HemuHyemo. He
3Ham pganu we ycneem. Mucns, ye e 61M3Ko A0 yma fa ce npueme, Ye B HAKOM Cryyam Xy-
OOXXHULUNTE NPOCTO HAMAT A0CTaTb4YyHO 3HAYNUTENTHO pa6OTHO HaTpyneBaHe.

E.T.: TpyoeH nu 6ewe n36opsT?

C.M.T.: Mpepnonara ce, ye fa, HO Ce Cbracuxme aa He urpaem rno KBoTHaTa cuctema, crno-
pen cMucbia Ha WOEHTUYHOCT MM HAUMOHAMHOCT, HATO NO NporpameH cnucbk. Korato cu
npukassaxme 3aefgHoO 3a paboTuTe, KOUTO HX Jonagart, OCb3HaxMme, Ye Te BUHarum nmat
Hewo 06O C AOM, MOABMWKHOCT 1 MAcTo. MHOro ot pabotnTte ce ABWKaT B Ta3u Nocoka:
OOMOBE, CTPYKTYPW, MaLUNHW, BPb3KW, HECUTYPHW NPOCTPAHCTBA 1 rpadcku nepumetpu. U,
€CTECTBEHO, BCMYKO, KOETO NPOTUBOPEUMN HA TOBA CbLLO.

E.T.: HemuHyemo He ce nu nposiBuxa OTHOBO B Mura Ha n36opa BCUYKN HECbOTBETCTBUSA Ha
KOJIEKTVBHOTO KypupaHe — Xxopa, KOUTO He ca ce n3énpanu B3anMHO, OTCbCTBUETO Ha siCHa
uen n T.H.?

C.M.T.: Owe noBeue, crneg KaTo ymesno n3bsarsaxme nogobHN TpyaAHOCTU 1 6AXMe ybeneHu,
ye NpeacToAawmaT onnTt 3acdra cnogenaHeTo, BHUMaTenHo 3a061KananKm BCSIKO CrOMeHa-
BaHe 3a cMucbia U popmaTa Ha 6bfellata usnoxéa. Benuko, ¢ Mmeceuy HaTbNKBaHO Mo
KunMma, HaucTMHa ce 3aBbpHa, HO BeYe MMaxme pasnnyHo pasbupaHe 3a MOHATUATA U

inevitably. | don’t know if we’ll manage. | 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
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KpuTepunsi Ha BCEKU OT Hac. ToBa ynecHU npeleHkaTta 3a BaykHOCTTa Ha ge6ara no-
mMexay Hu. Vimale HsKou Hella, KOUTO MHaue cunMTax 3a BaXkHU 3a ce6e Cu, KoUTo ec-
TECTBEHO OTnagHaxa 6narojapeHve Ha BpemeTo, NPEXMBSAHO 3aedHo, N Korato 65X
cnoco6Ha ga nprema, ye pelweHneTo Ha Apa nnm Hypua e no-touHo, no-gobpe npe-
LieHEeHO.

B cbLoTo Bpeme pasbpax KOKo ce 06Bbp3Ball CbC COGCTBEHUS CY 3aTBOPEH CBAT —
A0 CTerneH, KOSTO He MOXKeLL ia CU NPefcTaBuLy, 1 Ye Bpb3Kara, KOSTO MMaLLl KaTo Ky-
paTop nnn KaTo KPUTUK C AaaeH XynooXXH1UK ce ocHoBaBa rmaBHO Ha HEUCKPEHOCT unn
Ha >xenaHue.

Epuk TpoHcm e rnaeeH pegaktop Ha cnucaHmeTo “Documents sur I'art”. CbampekTop Ha Xyao-
»xecTBeHus LeHTbp “Le Consortium” B OvxxoH. My6nnkaumn: “Le colonel Moutarde dans la biblio-
theque avec le chandelier (TekctoBe ot 1985 — 1998)”, 1998, n3n. Les Presse du réel; “Claude
Levéque”, 2001, u3g. Hazan. MNuwe kpuTrka 3a pasnnuHu cnucaxus (Art Press, Parkett, Flash
Art). KypaTop u cbkypartop Ha cnegHute nanoxou: French Kiss (Centre d’art contemporain, XKe-
HeBa, 1990); No Man’s Time (Villa Arson, Huua, 1991); Il faut construire 'Hacienda (CCC Tours,
1992); Surface de Reparation 1 & 2 (Espace FRAC Dijon, 1994); Rewind (City Racing, JloHOoH,
1995); Toys (ranepus Jousse Seguin, Mapwx, 1995); Dramatically Different (Le Magasin, 'peHo-
6bn, 1997); Weather Everything (Galerie flir Zeitgendssische Kunst, Nannuur, 1998), Dijon/Le
Consortium Collections (Centre Georges Pompidou, Mapux, 1998); Urgent Painting (Musée d’Art
Moderne de la Ville de Paris, 2002).

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 | thought were important to me that fell away natu-
rally, thanks to this time we lived through, when | was able to admit that lara or Nuria’s
decision was more to the point, better judged.

During all this | 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 I'art”. Co-director of the art center
“Le Consortium” in Dijon. Publications: “Le colonel Moutarde dans la bibliotheque avec le chande-
lier (texts 1985-1998)”, 1998, Ed. Les presses du réel, “Claude Levéque”, 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 I’'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 fur Zeitgendssische Kunst, Leipzig, 1998), Dijon/Le Consortium Collections (Centre
Georges Pompidou, Paris, 1998), Urgent Painting (Musée d’Art Moderne de

la Ville de Paris, 2002).
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ManudecTa 4 / Manifesta 4

» . e 3 :
MolBara nleckondeleHunl Ha Manndecra 4 (MOankylred Kynctdelaitn ¢ Da6otara Ha Onueue balneH
BbB POankdylreld KyHctdelaiiH fatouhanalucienmariaasimanataliasadiyesona
First press-conference of Manifesta 4 in Frankfurter Kunstverein Frankfurter Kunstverein with the work by Olivier Bardin

fatouhanalucienmariaasimanataliasadiyesona

Kuock — Hauuru Ha myamunauyulare Ha Revolver — Kuock — Hauuru Ha myamunauyulare, 6bnrallckn ny6nmkaummn
Archiv fiir actuelle Kunst Kiosk — Modes of Multiplication, Bulgarian publications
Kiosk — Modes of Multiplication by Revolver — Archiv fir actuelle Kunst

Presentation of Manifesta 4 and the Bulgarian participants in the Euro-Bulgarian Cultural Centre, Sofia, November 2002
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PasrqQBop Ha H gvm EHruta Mano
cbe CaHraro Epaco

Hypusa EHrura Mano: Kakto cnomeHax no tenedpoHa, 61ux uckana ga nposenem pas-
roBOp, KOWTO LU 6bae Ny6rnMkyBaH B katanora Ha MaHudecta 4. OT camoTo Hayano ce
onuTBame Ja 0603HauMM paboTaTta Cu KaTo YacT OT CHOXHU AENCTBUS B paMKUTE Ha
Mperka, MHTerpupatia MHOro OT Xopara, CbTpyaHuYanu B AepuHNpaHeTo Ha NpoeKTa.
Cawmarta a3 65x CUNHO 3anHTepecyBaHa fa roBops € Teb 3a HanpeXxeHusTa, reHeprpa-
HW Npe3 nocrnegHUTe roavHK B paéotata 1 ¢ Arteleku, KakTo 1 3a HIKOW NPOEKTH, Haf,
KOWTO CMe paBoTunM 3aefHO B U U3BbH CbOTBETHWUTE WHCTUTYLMW, YMSITO YacT CMe
6Un, 1 KOUTO Ca AOMPUHECNM 3a U3rPaXXOaHeTo Ha Mpexa, KbAeTo fa MoXke Ja ce
pas3suBa HOB ¢dopmMaT Ha NpoayumpaHe, Npe3eHTaums 1 pasnpocTpaHeHue.

CaHraro Epaco: Hair-nocne ce nosiBu Bb3MOXXHOCT fja cefHa npen Komniotbpa 1 aa
3anoyHa Hawwmsa pasrosop. Korato mu n3npatyi nMcMoTO CU MOXKax camo fa ro npo-
yeTa, 1 TO KaKTO 06VKHOBEHO 3arnouyBame na yetem — 6bp30, HAKbAE MeXay NoBuKBa-
He Ha TakCu U XBallaHe Ha MoJIET, Ha MOMIOBUH MbT MeXAy TenedoHeH pa3roBop 1 pa-
60THa cpewa. ToBa MU n3Ka3BaHe MOXe fa U3rnexxaa npexkaneHo 0YeBNAHO, HO C Te-
YeHne Ha BPEMETO CbM BCe MoBeye y6eneH, Ye To Niexxu B OCHOBaTa Ha npoénemure
HN 1 OTTaM — Ha Te3n Ha MHCTUTyuunATa, 3a KoOATo pa6OTI/IM — U3KYCTBOTO. Hsikak He cu
no3BofisiBaMe Aa Crpem BPEMETO, 3a a Uma noseve ctapaHne B TBOPUYECKUS HU OMUT.
MpesTa 3a npoBexgaHe Ha pa3roBop M3UCKBa Harnaca 3a guanor. Jiuncara Ha Komy-
HUKaUMs B KyNTYPHUS OBMEH, KAKTO 1 B UHTENEKTyanHUTe NPakTuKW, € eAuH OT KIo-
YoBETE KbM Kpn3ara, B KOSITO cMe ce notonunu. No3Hasalw no-goépe oT KoUTo 1 aa
€ HanpeXXeHMeTo, Ha KOETO CU 6una NoaJiIoXKeHa Npes NocnegHUTe Meceum B U3Nun-
BaHETO Ha paboTHOTO pa3nucaHue Ha MaHudecTa 4. U Hsikak cu, KaTo CneacTeue Ha
TOBa 6bp3aHe, ce NposABsABa BEPYKHA peakuys, 3acsarawa uanara Mmpexa ot Cy6ekTtu,
yyacTtsalm B npoekTa. B kpas Ha kpawvwiarta, Kakto cama OT6ens3Ball, B3eTute peLue-
HMUS NO NOBOQ, CENEeKUMATa Ha Xopa, C KoUTo 61 uckana ga paéoTuu, ca pesdynrtart ot
npuéaBsHe N U3BaXXOaHe Ha OaHHW, Cb6paHN Mo MbT, KOWTO NMOHE Ha Teopwus, € onu-
caH KaTo MHPopmaLUMOoHeH onnT. ToBa MbTewecTBre, NPUBMKAAHO KaTo apyra ¢opma
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Nuria Enguita Mayo in conversation with
Santiago Eraso

Nuria Enguita Mayo: As | mentioned on the telephone, | 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 | 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 | 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-



Ha 3HaHue 1 NpepaboTBaHe Ha MHbOpMAaLKS, € BCbLLHOCT OPraHn3upaHo Kato mMmpe-
»Xa unm Kapra ot Bpb3ku. U yéeneHn, ye aBTOPCTBOTO HU € pa3TBOPEHO B Ta3un WH-
dopmaumoHHa pamKa, npuemame mpexkara kato ¢Gopma Ha opraHusaums u Karto
NPOCTPAHCTBO, B KOETO Ce Aeno3npar BCUYKU BUAOBE AOKYMEHTMN (YCTHWU, MUCMEHN,
BU3yanHu). B ToBa npuno3HaBaHe Ha Mpe)kaTa KaTto efHa CoXHa pamka, KbOeTo
Cce B3emar peLleHns, T HU NO3BONSABaLl Aa 3bpPHEM BaXKHa KpuUTMYecka npeanoc-
TaBKa 3a ponsTa Ha KypaTtopa Karto KpanHa WHCTaHUUS MO OTHOLLEHME Ha CbouTre-
TO — B TO03U cnyyan MaHudecTa 4 — n KaTto aBTOp Ha anckypca. Hama kak ga pesu-
3UpamMe MOAepHNTE UaeanMCTUYHN NOCTyNaTn, CMOpen KOUTO € KoHconuaupaHa ¢u-
rypata Ha XyaoXXHuka, 6e3 CbLLOTO Aa € HafnpaBeHO 3a Ta3u Ha KypaTtopa, KOWTo,
KaKkToO cama Cu ro noguyeprasasna, yCTaHOBsBa ce6e Cu B ponsdta Ha aBToOp Ha
NpOoeKT. YBEpPEHOCTTa B Ta3n HavanHa Touka € MbpBa Kpauyka B NPOBEXOAHETO Ha
[ebart, KOWTO Mo NOJ06EH HAYMH e HY NO3BOMN pa3brpaHeTo Ha AHELIHaTa Morfib-
Lwauia XyaoXKecTseHa npakTtika. To3u nbT Ha AeNCTBUE HU 3aabihkaBa fa B3eMeMm
noA BHUMaHWE BbTPELIHOTO AeLeHTpanM3mpaHe Ha HawuTe MHCTUTYUMA C Len noc-
TUraHeTO Ha IMbBKABM CTPYKTYpU 3a KoonepupaHe 1 XOpU3OHTanHa, noasukHa
BNIACT; CbTPYAHMYECTBO MeXOY MasKi MHCTUTYLMKU, KOMBMHMpALLWM pecypcuTe cu,

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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3a fja gocturar no-wmMpoK, padHoobpaseH 1 pasnpbcHAT AN rpaxkaaHu, He 3a0bimKu-
TeNHO CBbp3aHu CbC camarta ,apxutekTypa“. Ton Cblo HU 3adbmkasa aa TpaHcdop-
Mupame agMUHUCTPUPAHETO Ha pecypcuTte B onuta fa ce paboTu B NpoMeHnnBara re-
OMETPUS Ha KOOMepupaHeTo U CbMEpPHNUYECTBOTO Cropen AafeHn MsACTO, npouec u
npoekt. CTaBa gyma 3a efHa rbBkaBa akTMBHOCT OKOJIO crieunduyHuTe OENHOCTH,
NpeanpueMaHn OT MPEXn C pasnmyeH cbetas 1 npomusxon. Cuntam, ye gocerawHnaTt
BV MEXOYUHCTUTYLMOHANHa Koonepaums Tpsiéea fa ce 3amMmeHn C HOBUW, KOHCTpyMpa-
HW OT camnTe NPOEKTU N AeNCTBaLLMTE UM Nnua, OT paboTuTe U OT ,aKTbopuTe®.

H.E.M.: EgHa rogmHa OT 3anouyBaHeTo Ha CbBMeECTHaTa Hu pa6oTa 3a MaHudecTa un
efBa Tpu Meceua Npean OTKpMBaHETO 1 BbB PDpaHKdypT, MHOMO OT NMPaKTUKNTE 1 XKe-
JlaHnATa, KOUTO Bb3HaMepsaBaxmMme aa noctaBuMm B ABMXXeHne, BCe OLlle ca TpyaHW. Kak-
TO Ka3Ball, HaTUCKbT, NOA KOWTO paboTum, 3annaliBa pabortara aa pednekrtupa eamH-
CTBEHO €XOTO OT COGCTBEHOTO HU MPUCLCTBME B Pa3NUYHUTE MOCETEHN KOHTEKCTH,
BMECTO [a NpOBOKUpa Avanor Mexxay AencTeawute nmua.

HamepeHuneTo Hu e Aa cTaHe BUAMM paboTHUAT NPOLIEC, CbLUO 1 ae6atute, reHepupa-
HW OT NPOEKTUTE, KAKTO U Bb3MOXXHOTO UM pasHoobpa3sue. U Taka ce Bpbluame KbM
crnomeHarara o1 Te6 Hy)xaa fa cu Jagem Bpeme, Aa aepuHvpame HOBU MecTa 3a Bu-
3yanHa KynTtypa - Bbnpocu, 3acarawmy n gsama Hu. OnuTbT OT npoueca He ce Bu3ya-
nnsnpa agekBaTtHO HUTO B My3ente, HUTO No ronemMutTe me>xayHapoaHn npoasu. ToBa
cTaBa B MpeXuTe OT Xxopa 1 MecTa, KbAeTO CaMusT TON Ce ClyyBa, U B ANCKYPCUBHO-
TO pascnosiBaHe C NoeTarnHo AeNCTBUE, MMALLO MOHSAKOra NPUHOC KbM COLMANHNS KOH-
TEKCT Upe3 amanora Ha aKTUBHUTE CW YYaCTHULN.

B pasroBopa HW, KOHCTpyMpaH BbpXy O6MsHATa Ha €NeKTPOHHM MOoCnaHus, ctasa
OyMa 3a TPyAHOCTTa M3KYCTBOTO Aa oHarfean cebe cu OCBEH UYpe3 TpaguuUOHHUTE
CTPYKTYpM 3a MOoKa3 kaTto My3euTe, ranepuute, bueHaneraTa n ronemMmute naHavpu.
Kak ga nocTurHem >KenaHoTo oHarneasBaHe M3BbH Te3W BnacTtoBu mecta? Kak na
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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. | 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



Cb3AafemM HoBY popMaTi 1 aa ce NPOTMBONOCTaBMM Ha UHTEPECUTE Ha KYNTyp-
HaTa uHOYCTpUs, BuasHa kato GeHOMEH 3a MacuTe, CNekTakbil Un TypucTu-
yecka atpakuua? MNpean n3BeCcTHO BpeMe Hanucax, Ye rpyrnoBuTe n3noxxeém ca
aHTV-MecTa, JoKaTo cera MUCAS, Ye ca 1 aHTU-Bpeme, cred KaTo Ce M3MbKBat
oT Hero. CTpyBa MU Ce, Ye paboTaTa B MOCOKA Ha MPOMsiHA Ha FOPHOTO € 3a-
fava Ha BCUYKU MPOEKTU B kynTypaTta. MaHudecTta nputexxasa noTeHumana,
no3sonsBal, H1 ga aeduHnpame HoBu paboTHu popmaTtn. Camara 6bp3vHa Ha
BpemMeTo HN n3nckea HOBW peLleHns.

C.E.: CowectByBa 06aue puUCK, Korato Tasu OEVHOCT U3Ne3e Hasse, Ja He
6bAe BMaMMa BbB BUA Ha N3KYCTBO, pa3bupaHo Kato KynTypeH epekT, npeans-
BMKBaLL, ONMPEeAENeHo HanpexxeHne B rpaga. 3awoTo, cnep UsanocTHa npeueH-
Ka, ToBa KOETO HaWCTMHa Me UHTEPECYBa, € reHepUpPaHeTo Ha HaNpexxeHus B
O6LLECTBOTO, HAMNPEXXEHUS MeXXaY NHONBUAYANHOCTATE, CMNOCOBHMN Aa CTPYKTY-
puypaTt aHTaroHN3MnTe, O6KPbXKaBaLLy AOFOBOPUTE Y 3aKOHUTE, KOUTO 3aTBbp-
)xpaBart gemokpartuyHata pamka. Ako nepedpasupave LaHtan Myd, nemok-
paumsTa ce KOHCTpympa Ypes3 apTUKYNMpaHeToO Ha pasnnyasBally ce MAeHTUY-
HOCTW, NPOTUBHULM, HECbOTBETCTBUS U KOHGSIMKTW. BbNpochT e B pa3nosHasa-
HETO Ha HanpeXxeHusTa, Aa UM ce Npuaane BUOMMOCT Ype3 N3KYCTBOTO U KyI-
Typata, 4a UM ce No3BONM Aa ce NPOABAT B NypanncTMyHa cuctema, cnocobé-
Ha foa ce nsnee B AEMOKpATUYEH Ananor.

H.E.M.: Pa6otum Bbpxy HEO6XOAMMOCTTa TOBa HaMpeXxeHue ga Moxke fa ce
pasnpocTpe. QakTbT, ue NOA06HY NPOLIECU Ca AbATOCPOYHM, € HELLOTO, KOETO
n3unckea npomsiHa. OT camOTO Hayano ce cTpeMunxme ga nosuumoHupame Ma-
HudecTa KaTto npouec B AeNCTBUE, CAMUAT XOO HAa KOWTO LLe reHepupa Kpan-
Hata My CTpykTypa. Hamame MHOro Bpeme — HamepeHusiTa Hu ga yCTaHOBUM
Bpb3ka MeXay XyOoXXHULWTE U rpafa, oa oTKpuem aebar, nsnckea speme. bu
Tps6Bano Aa npeavM3BUKBaMe MHOMO MOBEYE COHMLCHLUM MEXOY BbBIEUYEHUTE
yyacTHuum. B npoekTta cu ce cTpeMuxme oa Hamepum COH6CTBEHOTO MSCTO Ha

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 | said in writing that group
shows were non-places, and now | think they are also non-time, for they avoid time. |
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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BCEKU CYGEKT — YECTO, KAKTO TV OTHENNA3a, KOHCTPYMPaHO Ype3d Homaam3ma — 1 fa-
OOXMe NPUOPUTET Ha CTOPUNNTE HU CE CUMHU NPEOIOXKEHUS B Pa3fNYHN KOHTEKC-
TV, N3BSArBanKu Takmea, GaBopu3npaHn oT rnobann3npalums 1 ctaHaapTnanpawms
anckypcu. NoHsKora Nogo6HW NpensioXKeHnsl ce marepuanna3upar no U3KoumTen-
HO HemaTepuanHu NbTuLLa, KaTo BPsA3BaHUS B coumanHara TbKaH, 3a npegnouuta-
He B rpajckaTa cpefa, NpoBOKMpaLuy NPeKbCBaHWA B YCTAHOBEHUTE NpakTuky. B
HSIKOW OT ClyyauTe Te ca MHOro ANPEKTHW, AOKaTO B Apyri pa3brupaHeTo nm e map-
KMpaHo C rnoseYe YCIOXXHEHOCT, Makap Aa HU Ce Hanara fa 3actasame nuue B nuue
C abcypaHaTta Hyxga ga nognomarame npsikoto um Bb3npustue. MaHudecTa ce
LBVKM; BCEKMN OBE roaviHu T Ce CllyyBa B HOB rpaj B Apyra obpx<asa. Tps6sa no-
Beye fa paboTum BbpPXy pasnunumnaTa, BUHarn nudyyaBsavky rnoéanHus noteHuman Ha
NOKanHoTO 1, ako Ce Hanara, Aa Bnnsem BbpXy KynTypHaTa TbKaH Ha rpaja vpes pa-
60Ta C 1 3a BCEKM rpag nooTaenHo. HeobxoammocTTa OT npepasrfiexaaHe Ha cuc-
TemaTa HapacTtsa; MaHundecTa 5, KosiTo We ce nposefe npe3 2004, geceT rognHN
cnep HayanoTo cu, TpA6ea Aa ce npegedrHupa no OTHOLEHME Ha BPb3KNTE C MeC-
THUTE U PErMoHanHN NpeacTaBuTeNn 1 Tps6Ba aa NPOAL/MKU TbPCEHETO Ha HOBWU
dopmu Ha npogyuupaHe, NpeacTaBsiHe U PasnpocTpaHeHue.

C.E.: Ot most rnegHa Touka, MaHndecTa 5 61 Tpsa6sano ga Bb3poan MHULMATMBIUTE,
3anerHanv B OCHOBaTa Ha upgesiTa, aa 6bae BuasHa Kato Bb3MOXXHOCT 3a NpoMsiHa
Ha aHaxpPOHWYHUTE MOMENN Ha opraHM3aums; Ta 61 Morna ga ce CTpyKTypupa kaTto
KapTa Ha [OCTOBEPHU CbTPYAHMYECTBA, CNOCO6HM Aa npepaéoTeat nHbopmaums n
3HaHWe Mo HOB HauMH. AKO HaUCTMHa Ce NPEeHaCcCTPOMM KbM APYri onepaTuBHM CMo-
CO6U, OCHOBAHN BbPXY KOMYHUKATUBHOCTTA, CNOAENEHOTO aBTOPCTBO U MHTENEKTY-
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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 | 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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anHarta B3aMmo3aBMCHMOCT, CUcTeMaTa HancTuHa Lie ce NoBnuse u Wwe ce opu-
eHTupa crnopepn TBOpYECKUTE NPoLEecK 1 Te3n Ha NPEACTaBAHETO, KakTo 1 cnopep,
obMeHa 1 pasnpeaeneHneTo Ha KyntypHute pecypcun. OTTyK xapakTepucTukute
N, HAYUHDBT HA PYHKLUMOHUPaHe, MHPopMaumsaTa e 6baaT MPOMEHEHU, KaKTo Lwe
Ce NPOMEHSAT 1 HawaTa paboTa 1 NoaXOAu KbM XyOOXHUUUTE.

LLlo ce oTHacs 00 KOHTEKCTa, HeroBara BaXKHOCT € OT OCHOBHO 3HaueHue. Oue
BEOHbXX TOW NoBAMra Cepuo3HMs BbMPOC, Mpou3Tuyall, OT MHOXXECTBEHOCTTa Ha
KoH®NVKTa, reHeprpaH OT nokanHarta/rnobanHa AyanMcTUYHOCT: TpyaHocTTa oT
CPaBHSIBAHETO Ha HAKOW YHMBEpPCasiHW CTOMHOCTU CbC CTPaHHOCTUTE, MPUCHLLN
Ha BCUYKM YOBELLKM CbLLECTBA MO BCUYKU KpauLwia Ha ceeTa. B pa6orarta Ha Hs-
KOW XY[OXHULIM — TakbB € crnyyast ¢ 6oH ApaH6epu n MoH Muken Ey6a — To3u
[ABOEH MbT Ha Cb3epLaHue ce nNposssaBa AOCTaTbyHO ACHO. OT egHa cTpaHa Tax-
HaTa HOMafckKa, NOABMKHA, MbTHUYECKA rOTOBHOCT MM cHa6asBa C yHMBepcaneH
€3UK, NogxpaHBaH oT MHGOPMaLMOHHNSA N3BOP, KONTO NPOU3TUYa OT HaN-06MKHO-
BeHUTe GOpMU Ha NHTepHaunoHanu3bm. OT apyra — TAXHUAT AMCKYPC €, BCe Nak,
noaBsnacTeH Ha MeCTHW KOJOBe, Tbil KaTO He MoraTt fa oTpekaT Heo6XxoaMmocTTa
Aa 6baat npuBbp3aHy KbM cneunduyeH Habop Npobnemm, Bb3MOXXHN 3a UHTEpPI-
peTauusa ypes yHuBepcaneH KoY, KOIKOTO 1 Aa NpuHaanexar Ha KOHKpeTHaTa
peanHocT. Ta3n nokanHo/rno6anHa ayanMcTMYHOCT NOocTass U Asamara, usnpa-
BEHU Npepn npoekTuTe um 3a MaHudecTa 4, B 3a6enexurenHa nosuums. B gonbn-

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.
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HeHMe KbM KOHTEKCTyanm3aumsaTa Ha Npon3BeaeHusTa, HeN36eXHOTO NPUCLCTBYE
Ha NpPOCTPaHCTBEHO/BpeMeBaTa uaes BbB GOPMYNMPaHETO Ha paboTuTe 1 Ha Xy-
LOXXECTBEHUTE MPOEKTN CTaBa BCE MO-OYEBUIHO.

H.E.M.: CbrnacHa cbm. Vima 1 onpegeneHo 4ynMcno gpyru ciyyam, Hanpumep Kato
To3u Ha Vo lopeaHy ot PymbHUA, eanH oT ocHosaTenuTe Ha The Construction &
Deconstruction Institute. Pa6otata my OTroBaps Ha W3KMIOYMTESNTHO CrieumduyHn
BbMNPOCU, CBbP3aHN UM C MbJIHOTO OTCHCTBME HA XyOOXECTBEH KOHTEKCT, Unu C
TPYQHOCTUTE, OGKPbXaBaly pa3BMTUETO Ha NoJobHa cpeda B cTpaHarta my. Ma-
Kap aBTOpbT fa pasurpaea asTobuorpaduyHms KoY, Gopmmpa ce YacT oT CbBCEM
CbBPEMEHEH 1 yHMBEpCaneH, Kakto No ¢opma, Taka 1 no 3HayeHue, pagukaneH
auckypc. Taka e n ¢ mHoro apyri: AHgpes KynyHuny, Onnsep MycoBuk, Xerto SHr,
®epHaHpo Bpaiic, ANconyTHO U T.H. JINYHO Npea MeH CTOU HEOTNIOXKHATA Hy>XAa Aa
Ce 3ano3Has oT6Nn30 C BCUYKO TOBA, 3aL0TO TO MO3BONABA YHUGULMPALLMAT AnC-
Kypc da 6bae npeycTaHOBEH, a ToBa OT CBOS CTpaHa Nno3Bosissa nossara Ha aHTa-
FOHU3MW.

HaweTto HamepeHune no nosog MaHudecTta 4 e ga cbbepem ToBa pasHoobpasue
OT KYNTYPHW NPaKTVKK, MPON3TUYALLO OT Pa3fIMyHN KOHTEKCTU U peanHoCTu, Taka
Yye Aa ycTaHOBUM AMasor, CNocobeH Aa reHeprpa HanpexeHusta B AafeHo Msc-
To 1 Bpeme — rpaga OpaHkoypT (MHave rpan rmaBHO 3a NPeMUHaBaHe) Npes ns-
TOTO Ha 2002. LlenTta e ga ce gepunHupa pasnmyHoCcTTa, MHOXXECTBEHOCTTa OT ANC-
KypCcu 1 N3MNpaBsanku r nvue B Nvue Ha ob6Llia OCHOBA, Aa Ce NOTbPCY NernTum-
HOCT OTBbf, rpaHuUMTe Ha PUKCUpaHns, npeaonpeneneH AMCKypcC.

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, | agree. There is a number of such cases, like lon 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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C.E.: Pa3Ho06pa3uneTo OT XyAO)KeCTBEHN MPaKTUKN € CEPUO3HO 3acTpa-
LIEHO OT KpamHUs MEepPKaHTUNN3bM Ha KynTyparta, KOUTo paboTu ypes Ko-
MepcuanM3aumsaTa Ha BCEKM OnuT B Tasn chepa. Te BCUUKM ca Ha npuuen
OT rofeMuTe KoMnaHuy, CTPEMSLLM Ce Aa rm AOCTUrHaT 1 ga rm TpaHcdop-
Maumpat B NpoayKTU 3a 6bp3a neyan6a. EQMH ot ocHOBHWTE BbNPOCK B
6bOelle e Jjanu Wwe MOXXeM [a HamKMBEEeM PA3KOTO CBUBaHe Ha coepara
Ha nyénuuyHara, ObpXXaBHO dUHAHCHMpaHa Kyntypa. B cBAT, kbaeTo ooCTb-
MbT 0O KYNTYPHUTE pasnnuns e BCce NnoBeye OnpeaensH oT rnodannsnpaHu
dupMKn, no-BaXkeH OTBCSAKOra CTaBa BbMPOCHT 3a WHCTUTYLMOHAnHata
BnacT u cesobopara Ha n36op. MornbliaHeTo Ha ny6aMyHaTa chepa oT Ko-
mMepcuanHata Moxe Oa uma TPeBOXKHW Mocneamum 3a OeMOKpaTUYHOTO
6bOelle Ha o6LecTBOTO. Heobxogumo e pasBuTME Ha NAypannucTuyHu
dopmMmM Ha coumanHa u NOANTUYECKA aHTaXXMPaHOCT, KOUTO e daBopusu-
paT 3ana3BaHeTo 1 paslMpsBaHeTO Ha 60rato KynTypHO pasHoob6pasue
ypes nogkpenara Ha NPOCTPaHCTBA Ha KyNnTypHa akTMBHOCT. B To3n cmu-
cbn MaHudecTta e egHa M3KNoUMTENHA Bb3MOXXHOCT 3a pas3BuBaHe Ha
cmucnu. MNpeaBua peanHocTTa ToBa MOXE [1a Ce OKaXKe efHa OT Hal-Baxk-
HWTe 3agaumn B 6NM3KO GbJeLle, Tbil KaTo KyNTypHOTO 3HAUYEHME Ha cucTe-
mMaTa MOXXe Aa ce NPOMEHU CNoper, B3aMOAENCTBUETO Ha 3auHTepecyBa-
HUTE cunu. AKO nHuumaTmearta 6be OCTaBeHa B MEPKaHTUIIHN pblUe, YHU-
buLMpaHeTo Ha KyNTypHUS NeN3ax e e MbAHO U Bb3MOXXHOCTTa 32 MHO-
YKECTBEHOCT LLe Ce CBefe A0 MUHMMAanHa n3pasHocCT.

MopenbT Ha GM3Hec-KynTyparta, MpPUIOXKeH B KOHTpONa Hap meguute,
MOXKe Aa uma cepuosHu nocneacTens. OTTyK ce u3sexaa Heo6xoaAMMOCT-
Ta OT KOHOUIYPUPaHETO HA MPOCTPAHCTBA, B KOUTO KynTypaTa 1 N3KycTBo-
TO MoOraT Ja NpefcTaBsAT pa3Ho06pasHN ANCKYPCH, MO3BOSABALLY YMHOXKA-
BaHEeTo Ha popmuTe Ha CBOGOAHaTa U aBTOHOMHA MUCHAI. B npoTueeH cny-

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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yan crneaBalUMAaT eTan OT NpoeKTa Ha JemMoKpaTuyHaTa gerpagauus e 6bae Ko-
MepcunannsaumaTta Ha nonnTnkaTta n Kanntann3mpaHeTo " OT KOMMNaHuuTe.

H.M.: HanbnHO cbm cbrnacHa ¢ Bbrpoca, KouTo noctaeun. Mogo6Ha ,umnepcka“
cTpaterus Tpsiéea fa ce vMa nNpeasug, Korato paboTM C Bb3MOXKHOCTUTE Ha LK-
pOKO NpefcTaBeHa He3aBKUCMMA KyNTypHa NpodyKLums, CNoco6Ha Aa noenusie me-
XaHU3MWUTE 32 KOHTPOM U KOMYHMKaumMs B rnoGanHus QMCKypC, NermtuMmmpaly, Ho-
BMS CBETOBEH pef. [a n3ncksame BbB BaXKHWUTE MPOCTPaHCTBa BUAMMOCT 3a eKC-
nepuMeHTanHuTe KynTypHU NPOEKTU e, cropeg MeH, OCHOBHaTa Hu 3apava.

3aBbpLuBam To31 pasroBop BbB PpaHKdypT Ha euH HanpeaHan eTtan B NpoayLim-
paHeTo Ha MPOEKTa HW, KONTO, KAKTO Beue kasax, € MpoLec B ABVKeHWe, AeduHu-
paH OT amanor n KOHGPOHTaLusi C BCEKM HOB Y4yacCTHUK. Beue 6axme 06BUHEHN
(Npe3 M. MmapT) 3a OTCbCTBMETO Ha CTPYKTYpHa KoHuenuus. JInuHo a3 cera, Kora-
TO NPOEKTLT 3anoyHa aa ce ohopms 1 pe3ynTatuTe fa ce nosissiBat Ha NoOBbPX-
HOCTTa, ce YyBCTBaM yOOBMIETBOPEHA, Ye CMe 61K Bb3MNPUEMaHn KaTo 3actaHanm
B NO3MLKMS Ha CbMNPOTMBA 1 OTNOP. HascHO cu ¢ OTBpaLLEeHNEeTO MU KbM KbM rone-
MUTE KypaTOpCKX naen, CBeXAaLuM MHABUOYyaNHUTE y4acTus 4O YncTa unicTpa-
LUMs 1 Heypanuauvpally TBOPYECKWs MOTeHUMan ypes rocTaBsHe Ha Uaeute Ha
XyOOXXHULIMTE B paMKaTa Ha TEOpPETNYECKO anvéu, NooLpsiBaLLo 6bp3Ks U IeCHOC-
Munaem npount. HaweTo aencrere 6e pas3MyHO — TPbrHaxme OT LUMPOK CMeKTbP
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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.: | 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. | end this conver-
sation in Frankfurt, at an advanced stage in the production of our project, which,
as | 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, | feel satisfied in realizing that



OT Cllyyau, 3aMHTEPECYBaN HM NINYHO, 3@ Aa OTKPMEM MbTULLATA, MO KOUTO APYri ca M Bb-
BeXganu B o6patleHne. Kom6uHrpaxme CNoXHU AUCKYPCUBHW NPOW3BEREHUS C APYTA C
Mo-CMMBOJSIMYHA NPUPOoJa, Aa He 3a6paBs OLLe MHOrO — KOMTO pasriexmaT onmTa U KOHCT-
pyvpaHeTo Ha MCTopusTa OT CTpaHa Ha WU3KMIOUMTENHO CreunMdUUYHN MecTa U KOHTEKCTU.
Kato npeaBmxaaHe kak ToBa Moxe fa 6bae apTukynmpaHo BbB OpaHKdypT, AICHO cv npeq-
cTaBsM 6oraTa TbKaH OT MPEANOXKEHNS, KOUTO YPE3 MHKOPTOPUPAHETO Ha pasnunyHy pean-
HOCTM, LLe HanunaT NyKHaTUHKTE B paMKUTe Ha TO3U ro6arneH AMCKYPC, KOUTO MOCTOSIHHO
ce CTpemy 1a OCTOMHOCTsBa camus cebe Cu B NpoLeca Ha BbTpellHaTa Cyi KOMyHUKaums.

Cantsaro Epaco e meHnmxbp Ha Kyntypara, pogeH B CaH CebactuaH npes 1953, noHacTosLem
Byl B Tonoca B CTpaHaTa Ha 6ackute. 3asbpluBa $pakynTeT no U3KycTea u npeav aa 6bae
Ha3HaueH ot Diputacifin Foral de Gipuzkoa 3a aupekTop Ha Arteleku, pabotata My ce KOHLeHTprpa
OKOMNO aAMUHUCTPaUMATa Ha NyGnnyHaTa Kyntypa, cbyetaHa ¢ npenojaBaHe Ha CbBPEMEHHO
n3kycTBo u ncrtopus.Pbkosoam Arteleku Art Center B CaH CebactuaH npes nocnegHute 15 roguHm,
B3MManKy aKTUBHO y4acTne B MHOXKECTBO CPeLUM U GOopyMu, AMCKYTMPALLM BbPXy CbBPEMeHHaTa Mu-
cbn. EQHOBpPEMEHHO CbTPYAHMYM C MHOIO M3AaHus, 4ONPUHAcCANKYU 3a Aebata okono ¢yHKumMaTa Ha
N3KYCTBOTO U KyNnTypaTa B AHELHOTO o6LwecTBO. [ToHacTosLWeM e YneH 1 Ha NporpamHaTra rpyna Ha
UNIA Arte y Pensamiento, uact ot 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 | 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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Hepko Conakos / Nedko Solakov

PoTepnam 1996
Kypatopu KatanuH Hupan, Po3a MaptuHec, Buktop MusunaHo, EHgpto PeHTOH,
XaHc-Ynpux O6puct

DN TETTTE ] Rotterdam 1996
Curators Katalyn Neray, Rosa Martinez, Viktor Misiano, Andrew Renton,
Hans-Ulrich Obrist

Hepko ConakoB, ToBa CbLO CbM a3..., 1996, cMeceHa (npekaneHo) TexHNKa,

BCWYKM KOCTIOMM, MPOEKTNPpaHU 1 n3nbnHeHn ot Cnasa HakoBcka; Bapupaluy pasmepu
ManwndecTa 1, MpupopgoHayueH my3en, Potepaam, 1996

Konekuusa Oe ®neecxan, Mugenéypr, XonaHaus

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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[etannm ot nHctanaumsta Ha Hegko Conakos
B MaHudecTa 1

Details from the installation of Nedko Solakov
in Manifesta 1
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O-p FaneHTnH lFares / Galentin Gatev M.D.

MiokcemGypr 1998

Kypatopu Po6ept Pnek, Mapus JluHp, Bap6apa BaHpepnuHaeH

SNTENTIEEE Luxembourg 1998

Curators Robert Fleck, Maria Lind, Barbara Vanderlinden

MpeBO3HM cpeacTBa ¢ MECTHO NpefHa3Ha4yeHne. CBnpeTencrso,
1998, cmeceHa TexHuKa

3a nepuog, oT HAKONKO Meceua A-p FaneHTuH FaTeB npocneasBsa NbTyBaHUATA HA YETMPUMA CBELLEH-
HVUUM B pavioHa Ha botesrpap, pasnonoxeH Ha 60 km oT Codus. Ton Gpunmupa NbTelecTBrATa UM,
KaKTO 1 pa3Hoo6pasHMTe Npo6aemMn, CbbTCTBALLM TEXHNS TEXHUKO-TPAHCMOPTEH HEAOVMMbK, 3a Aa
noKake n3bpaHu eparMeHTn B MHCTanaumata, HapeyeHa ,[1peBo3HM cpeacTea ¢ MECTHO NpeaHasHa-
yeHne. CBuaeTencTeo”.

MHcTanauusta 3aema HAKOMKO TOUKU B noa3emHust napkuHr “Parking Rocade”. CbcTom ce oT Bugeo-
NPOXeKLUMs — TEMaTUYHO NPean3BMKaTENICTBO KbM 06pasa, KakTo 1 OT MaHeKeH, NpeacTasnssaly,
CBELLEHVK BbpXy MOTOP, CXBaHaT B HEMPECTAHHO ABVKEHNE.

ExpaHbT 06pa3Ho paspensi CBATOTO OT CBETCKOTO NMPOCTPaHCTBO, CBETA Ha U3KYCTBOTO OT Bb3MNpus-
TMeTo My. Ton n3onmpa CBeLleHNKa OT NacTBOTO My. XyAOXKHUKBT € 3arpukeH 3a metapopuTe, KOUTo
B TO3W Cnyyan ca M3nonssaHy 06uHo.

[-p MNaneHTnH F'aTeB e N3BeCTEH NeKap OHKOAEep-
matonor. Npeaou fa ce 3aeme ¢ KypupaHe Ha 13-
JIOXK6U TON KONEKUMOHNPA CbBPEMEHHO U3KYCT-
BO, Cflefl KOETO CTaBa XyAOXHWK, OTpasaBanku
,BCEKMAHeBHaTa nyfocT" Ha XuBoTa B eaHa
NMOCT-KOMYHUCTMYECKA CTpaHa. XyAOXHVKbT pas-
Ka3Ba, ye B HacToswa bbarapus camo ggse rpynu
OT HaceneHneTo N3Mnon3Bar NMNYeH TPaHCMopT —
6U3HECMEHUTE U CBELLEHHNLUNTE; CNeq, KaTo Ha
BTOpPUTE UM NUNCBAT Napwu, 3a Aa Cu KynaT geunc-
TBaLLO BO3WIIO, Te YEeCTO ca NpuHyAeHn aa non-
paBaT MOTOPUTE CK B OTKPUTO Mone.

Short Guide. Manifesta 2, Luxembourg 1998

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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O-p FanenTtunH lMates, MNpeBO3HN cpeacTBa ¢ MeCTHO npepHasHaveHne. Ceupgetencrao, 1998,
cmeceHa TexHuka. MaHndecTa 2, nog3emeH napkuHr Rocade, Jliokcem6ypr, 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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Orteu Anekcu / Father Aleksi Orteu Ctpaxun / Father Strahil
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Orteu JamsaH / Father Damyan Orteu CrosH / Father Stoyan
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MpaBponto6 MiBaHoB / Pravdoliub Ilvanov

flio6nara 2000

Kypatopu PpaHuecko BoHamu, One BoymaH, Mapus XnaBaiosa, KatpuH Pom6epr
Ljubljana 2000
Curators Francesco Bonami, Ole Bouman, Maria Hlavajova, Kathrin Rhomberg

TpaHcdopmaumsaTa BUHaru oTHeMa Bpeme N eHeprus,
1997-1998, nHcranauuna

MHcTanauuata ,TpaHchopmauuaTa BuHarn oTHema Bpeme 1 eHeprus® gokocsa npobénema Ha abeyp-
OHOCTTa Ha CbBPEMEHHOTO CbluecTBYBaHe. [10CT-MOOEPHUST repoit € HacTaHeH B LLAPCTBOTO Ha oue-
BUAHaTa UCTVHA, CUMynaumsaTa 1 BUpTyanHOCTTa; TyK Nof CbMHEHWE € NMOCTaBeH KanauuteTbT Ha Oc-
BEOOMEHOCT 3a peasiHocTTa, a ,CbpLeB/HaTa“ 1 e npemaxHara 1 3abpaBeHa. XyOooXHVKbT B3umMa
TOBa MOMOXXeHWe NPeasua 1 ro NogyepTasa B TBOPYECTBOTO CU, HO MpeanouynTa ga ro pasrnexpa oT
amctaHums. Ton narnexxaa Kasea, ve HAMa HamepeHve Aa paspeluasa Te3un 3abbpkaHu npoénemu,
3alL0TO XXMBOTLT € Urpa, YNATO CMUCHI HUKOTa He Lie npoymeem nsusano. VIHctanaumsata My nssax-
na npepn 3putens okosno 30 CbAnHW — YanHULM, TeHIKEPW, HAMECTEHN BbPXY KOT/IOHU, C BOAA, KOATO
KUMNW NEHNBO, Xabenkn BpeMe 1 eHeprus. BCUUkn U3NoXeHn CbaoBe XyAOXKHUKBT € 3aen OT POAHMHU
1 npusATenu. ,Pasnukara mexgy npomsHa u TpaHcpopmMauys € B TOBa, Ye NpomMsHaTa He CbLLeCTBY-
Ba. EAuMHCTBEHO TpaHchopmauuaTa e npeHatoBapeHa 1 NpeeKkcrnoHnpaHa OT 0YakBaHUAaTa Hu, OT Cb-
HULWaTa 1 BCEKMOHEBHNTE HY 3agbmkeHus.” C ToBa cu ABYCMUCNEHO n3ka3BaHe /IBaHOB nocousa
abcypaHOCTTa Ha HAKOWM 6a30BMW MOCTVKEHMS Ha 3anagHarta LMBUIM3aums, Taknea Kato HayuHus
NPOrpec Uam HauvMHa Ha yCTaHOBSIBAHE Ha coumanHy Bpb3ku. AGCTpakTHaTa My peTopuka MOXXe nec-
HO Ja ce OTHeCe KbM KOSTO 1 Aa € OT Te3un ABe 0651acTy Ha YoBELLKM cTpemex. 1o cbBnageHwe oye-
BUAHOTO 1 abCypAHOTO Ce NPOosBABAT B TO3U KOHTEKCT KaTo rnaBHu pedepeHumaniHi 1 KOHTaKTHN
TOUKM B KOHLENTyanHaTa OCHOBa Ha MHcTanaumsaTta Ha iBaHoB. BTopoTo HMBO Ha ekcnoHara, oT 0co-
6eHO 3HaueHMe 3a aBTopa, Ce OTHacs KbM npob6nema 3a ,,co6cTBeHoCTTa" Ha readymade o6ekTuTe.
KakTo Tor cuuta, TyK CMUCBHBLT € BbB BPbLUAHETO Ha CO6CTBEHOCTTA Ha readymade o6ekTute Ha ca-
MuTe TaX. XyAOKHULMTE UM ro Ab/mkat. B kpas Ha kpauvwara Tesn 06ekTu ca 6unm nuweHn ot
KOHTEKCTa C1 3a NoyTu eavH Bek. BCblUHOCT Te ca n3non3eaHu 3a uenu, ganey ot Tesu, 3a KouTo ca
Ccb3pdafeHu.

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

MpaBponio6 MBaHoB,
TpaHchopmauuaTa BuHarn otHema
Bpeme 1 eHeprus, 1997-1998,
MHCTanauus

Ha cnepsawumre cTpaHuLy NpoexT
N VHCTanauusaTa B nanoxoéara
Bulgariaavantgarde, MioHxeH, 1998

Pravdoliub lvanov, 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 lvanov 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. lts 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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Jlbuezap bospxunes / Luchezar Boyadjiev

Opaikdypr 2002

Kypatopu Slpa by6HoBa, Hypusa EHruta Maino, Credann MyapoH Tpamb6ne

' ERNESERL Frankfurt 2002

Curators lara Boubnova, Nuria Enguita Mayo, Stéphanie Moisdon Trembley

O6pbluankn HauyanHoTo NpeanoXkeHue ,aa 6bae HiKb-
ne“ n3 OpaHkdypT nnm 13 Usnoxoéarta, cepusTa OTroBo-
py Ha JTbuesap bosmkmes 3anoyHa ¢ npemaxBaHeTo
Unn C pasrnoGsBaHETO Ha YacTu OT NpUNeXallys KOH-
TekcT. Jlbuesap ce nHTepecyBa OT CUCTEMU, OT BbTpeLL-
HW NPOTUBOPEUNSA N KOHPANKTU — C efHa ayma, uHTepe-
cyBa ce oT apyrute xopa. bes ¢pukcunpaHn mMacTo u cra-
TyC, NpeKkpayBanky OTBbA MOAUTE Ha NPaBAONoAo6HOCT
1 NpU3HaHWe Mo OTHOLLEHME Ha XyAo)KecTBeHara cu
npakTuka, TONn MPOCTO Ce nosdBsBa — A0CTaB4YMK Ha yC-
nyrn. Ton 3Hae, Yye Nogo6Ha BbL3NPUEMYMBOCT MMa CBOU
LeHa 1 npuHyaa, n 4e Herosmute ycnyru ca oCHoBaHu
BbPXY NepBEpP3HOCTTa Ha OTHOLLUEHNETO MeXay TbpCeHe
1 npegnaraHe. HerosusT npoekT 3a MaHudpecrta

“l Want You for M4” ce cbcToM B NpegnaraHata Bb3-
MO>KHOCT CpeLly 3annallaHe aa T ce Hanpasu nopT-
peT. CMncLABLT My Ce 6a3upa Ha nuncaTa Ha obpasuTe
Ha OHe3W aHOHWMHU XOpa, KOUTO Ca UCTUHCKWUTE AenCT-
Baly nvua B eavH rpad. Tasu akums uma Hewo o6Lwo ¢
¢doToreHnyHoCTTa, GUKLMATA 1 XKENaHNETO, HO CbLUO 1 C
06pbLIAHETO HA UKOHOMUYECKWTE NPOLECU 1 OCOBGEHOC-
TUTe Ha N3KYCTBOTO KaTo npuHageHa CTOWHOCT.

e s ————
gerne auch
Bewerbungen (auch telefonis

Metzgerel Richard Kiein, Limbui
Tel.: 06173/61227 - E-Malil: it

100 Euro

fir lhr Portrait!

Werden Sie Tell der Européischen
Biennale fiir zeitgendssische
Kunst, Manifesta 4
(25. 5. - 25, 8, 2002
in Frankfurt/Main).

20 Kandidaten haben die Chance
sich von Luchezar Boyadjiev per
Video portraitieren zu lassen.
Wer zuerst anruft gewinnt und be-

kommt fir die Teilnahme 100 Euro.

Anrufen und Termin vereinbaren

unter 069/40 58 95-970
ab Fr., 26. 5., 10 Uhr
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Credann MyanoH Tpamone p Zuverldssige
Short Guide — English. Manifesta 4, Frankfurt 2002 t Reinigungskraft
| l&ngerfristig fir Blroraume
CH i pacEEosueham gasucit

Reversing the initial proposition to “be somewhere” in Frankfurt, or in the
exhibition, Luchezar Boyadijiev’'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
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Jlbuesap Bospxnes
A3 Te nckam 3a M4, 2002, sugeouHctanaums, DVD, PAL, 3ByK, 81 MuH.
O6sBu, nHcTanauusa n kagpu. Manudecra 4, OpankeHwwanHep Xod, paHkdpypT, 2002

Luchezar Boyadjiev
| want You for M4, 2002, video installation, DVD, PAL, sound, 81 min.
Anouncements, installation view and stills. Manifesta 4, Frankensteiner Hof, Frankfurt, 2002




Fwant to know L | want fo meet L and talk to U, | want to make YOUR portrait in a video film...
And | will pay YOU 100 Euro to get what | want!

Artisls usually gef paid fo make
somabady’s pertrat, [ wil pay
yau fo make YOUR partraift
“fou fust have fo e me Know
that you want ta tadk fo me
and pase for me for about

30 min, AND that you want
the 100 Euro cash!

L ocran o acpee 08 This is & kmiled offer! Oniy
20 candidates wil enjoy the
chance i have their partraits
in e art show fo be sean by

WANT all friends and neighbours!
Candidates will be seleciod
an lhe basis of who you ane

and haw fasf you apply’

il for detais: (D049 69) 408 #58-970 i

por#es Tha messags i trosght o you by

Tor ¥R LUCHEZAR BOYALUEY, st

Wardasia & <5 Kumshernauus Mousembars
Wndechesidtey. 4, 0 - G318 Frauet

EURDFEAN BIEWNIAL OF CONTEMPORARY ART
5 May-29 August 2002, Framkfurt/lain ke
i s R ey o maridsts e
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KanuH CepanunoHos / Kalin Serapionov

Opakdypr 2002

Kypatopu Slpa by6HoBa, Hypusa EHruta Maio, Credann MyapoH Tpamb6ne

' ERNES ERL Frankfurt 2002

Curators lara Boubnova, Nuria Enguita Mayo, Stéphanie Moisdon Trembley

B pa6otarta cu KannH CepannoHoB n3cneaBa Bb3MOXKHOCTTA fa HaMepuLl MSICTOTO CX
KaTo XyOOXHUK, FPaXaaHnH 1 Cy6eKT, Ny6rinyeH 1 YacTeH cpen pasnpbcHartarta u
rno6annsvpaHa CbBpeMeHHOCT. Herosute TBOp6M 3aneyarsar HeynoBUMO N KPUTUYHO
upes MeTacbopm Ha KOMYHUKaLMATa ABKEHUA U XuUnuua, NnpocTpaHCTBa Ha npevynsaHe
1 Bb3MOXXHO NpemecTBaHe Cpef, coumanHara u KynTypHa KOHBEHLIMOHANHOCT BbB
BpemeBa Touka, onpeneneHa oT YCKOPEHUETO Y eHEPreTUYHNS MOTOK, CbLLO 1 OT
npocreasBaHETO Ha BCSKO rpaxaaHCTBeHO faencteue. B pa6otata my UNRENDERED,
KaKTO 06CHABA XyAOXKHNKDBT, ,NpexoaHarta n 6e3KOHTPONHA CuTyaums Ha
npeHaceneHoTo, OTBOPEHO My6NMYHO NPOCTPAHCTBO € XBaHaTta W NpexBbpreHa B
3aTBOpeHa nabopaTtopHa crcTema KaTto MOCTaHOBKA, B KOSTO CYPOBUSAT AOKYMEHTaNeH
maTepuan ce npeBpblia B 06EKT HA KOHTPOIMPaHO Ha6noaeHne" .
Hypusa EHrura Maino
Short Guide-English. Manifesta 4, Frankfurt 2002

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

Kanun CepanunoHoB, Unrendered, 2001, BuaeonHcTanauus, DVD, 18.16 MUH.
Kapgpw oT BuaeoTto n nHctanauusTta. Manudecta 4, QpaHkdyprep KyHcTdepaiiH, 2002
(cve cvrnacueto Ha Collegium Helveticum, Liiopux)

Kalin Serapionov, Unrendered, 2001, video installation, DVD, 18.16 min.
Video stills and installation view. Manifesta 4, Frankfurter Kunstverein, 2002
(Courtesy Collegium Helveticum, Zurich)
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AgTtollbT n3laslea 6naropallHOCT Ha BCHUKM, KOUTO HEBOMHO ca 6unu 3acHetn B nloueca Ha Deanusauml Ha nloekTa
The author expresses gratitude to all those who have been filmed inadvertently in the process of realization of this project









NeaH Mypos / lvan Moudov

Opaikdypr 2002

Kypatopu Slpa by6HoBa, Hypusa EHruta Maio, Credann MyapoH Tpamb6ne

' ERNES ERL Frankfurt 2002

Curators lara Boubnova, Nuria Enguita Mayo, Stéphanie Moisdon Trembley

NeBan Mypos, Traffic Control, 2001. 6 M1H. Kagpu OT BUAEO
lvan Moudov, Traffic Control, 2001. 6 min., video stills

Mbpdopmanc Traffic Control,
12.10.2001, 17.00-17.20 vaca,
KpbcToBuwe ,Ipuske” n
~benrneprace“, lpau, ABcTpus

XYOOXXHUKBT perynunpa yamyHoTo
OBWKEHWe, O6NneyYeH B aBTEHTUYHA
yHudopma Ha Gbarapcku nonuuan.
CeeTtodapunTe Ha KPbCTOBULLETO
pa6otar. MNbpdopmaHchLT
npogbmkasa 20 MUHYTU 00
NPUCTUraHeTo Ha aBcTpunckKara
nbTHa nonuuus. AkumsTa e
nposefeHa 6e3 paspelueHune Ha
rpaackara ynpasa.

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.
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Bupeo-nensax (s naso Visan Mynos Traffic Control). MaHndecTa 4, IHCTUTYT 3a n3kycTea
LWenen, ®paxkdypT, 2002

Video Landscape (left Ivan Moudov Traffic Control). Manifesta 4, Stddelsches Kunstinstitut,
Frankfurt, 2002




Bbnpocu, OTFOBOADI/I,
6enexkn n kKoMmeHTapu

Questions, Answers,
Notes ana Comments



RJ]_?I'IPOCI/II/I OIMbJIHEHWA
ekcaHobp KboceB

3acnyxaBa oa ce KakaT ABE OyMu 32 TOBa Kak Bb3HUK-
Haxa ponHute nutaHus. C fpa bybHoBa, KypaTop Ha
MaHudecTa 4, npoBegoxme pas3roBop, KOUTO 6ele ny6-
NUKyBaH B Karasnora Ha nsnoxoara. Pa3roBopbt He
GeLle OT IeCHNTE — He TPpbrealle OT O4YeBUAHN pas3dupa-
TENCTBa U He 3aBbpLUM C LIACTIMBA XapMOHUs. Apa me
06BUHMN C OCHOBaHNE B HEBEXXECTBO MO OTHOLUEHME Ha
CbBPEMEHHOTO U306pa3uTENIHO N3KYCTBO. A3 MbK Ce
onnTax foa M3BfeKka M3roam oT HEBEXXECTBOTO. Tbil KaTo
pa3roBOpbLT 32 MEH GeLLEe MPOBOKATUBEH N HE3aBbpP-
LIEeH, MPOAb/IKUX Aa CU MUCASA 3a Hero u cnep Ttoea. Mo
Mon6a Ha cbCcTaBuTens Ha Toea nspaHne Knpwun MNpaw-
KOB Hanmcax HAKOW OOMbAHEHNS KbM HauanHuTe, no-
KOHKPETHW BbMPOCU, KaTo BeYe M1 OTnpaBux KbM Mo ro-
nsma rpyna — 6bArapcky XyooXHUUM, y4acTHALM BbB BCUYKN MaHu-
decTn. [JaHo MouTe NPUATENN HE T NPUEMAT KaTo HsIKakBa Hecrnpa-
BEAUIMBOCT U — HeJam cu 6oxXe — Kato 06uaa. AKO BbB BbNIPOCUTE
MW Npo3upa HEQOBEPME KbM HSIKOW HELLa, KOUTO Te CMATaT 3a ove-
BMOHW, LLE Ce paaBaM, HEJOBEPUETO MU a Ce Okarke 6e3 OCHOBa-
Hue. [TbK 1 CbM rOTOB fa ce yya (go6para HOBMHA €, Ye 3aegHo
Bb3HamepsBame [a 3anoyHem egHa ,0bpasosaTenHa” popma, Hape-
yeHa ,BugyaneH cemuHap®).

MbpBOHauanHM BbNpocu
(ot katanora Ha MaHndecTa 4, 2002)

Mwucnnw nu, ye MexxagyHapogHusT 60pa Ha ManudecTa e
HanpaBun floruyeH u36op Ha rpapa Ppaxkdypt Ha MaiiH kaTto goma-
KVMH Ha YeTBbPTOTO N nsgaHne? MHOro repmaHum Hapuuar To3u rpag
~DaHKPypT*. TON HAMA UMUK HA apTUCTUYEH rpag KaTto KbonH Han-
pUMep, HUTO Ce acouumpa C ronemMmn XyaoXXecTBEHN U3N0XK6M, KakTo
Kacen ce acounnpa ¢ JokymeHTta. OT gpyra cTpaHa, He MUCAWLL Nn,
ye KMeTCTBOTO Ha PpaHKPypT noema puck ¢ 1e6 1 TBOUTE KOneru
KaTo NpeacTaBUTENU Ha CbBPEMEHHATa XyaoXXecTBeHa cueHa? Hak-
patko, cmsTaw nu, ye OpaxHkdypTt n MaHudecTta ca cbegmHUMmn?

Moxew nu pa cu npeacrasnw MaHndecTa, npnemaHa ot
rpag B NPEXOOHO CbCTOAHME, B XaoC, B COLMaHa HanperHaTocT u
TpeBora, OT Tuna, KOMToO 4ecTo ce cpewa B VI3TtouHa EBpona, Hanpu-
mep B Codpus?
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AND FOLLOW-UPS

RIU ESTIO
lossev

exander

It is worth mentioning how these questions originated. lara
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. lara
accused me, rightly so, of ignorance concerning contemporary visual
arts whereas | tried to benefit from my ignorance. | 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, | wrote some follow-up additions to the
initial, rather concrete, questions. These | put to a larger group of
artists, all the Bulgarian participants in all of the Manifesta events.

| 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 | would be glad should my suspicions turn out to be
groundless. Besides, | 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?
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HesaBucumo OT ToBa KONMKO efAHa XydoXeCTBeHa nposBsa e
WHTerprvpaHa B JageHo peasiHo O6Kpb)KeHue, T ro Haackaua u otu-
Ba no-ganey. Ta npegnara pasnnyHa 1 TpaHCLEeHAeHTHA BM3us, Npo-
eKTupalLa ro BbpXy HAKakBu HOBM XOpn30oHTW. KakBa e Ta3un Bu3us B
cnyyas ¢ Manndecta 4? Vimate nn Takasa? Kakso ce onuTteaTe aa
U3bunTE KakTo KbM rpaja, Taka 1 KbM nocetutenute? Pasbupady,
ye BbMPOCHT MMa 1 NO-Ob/IGOKO 3HaveHue. CunTall nu, vye N3KycTBo-
TO AHec uma Tasn GyHKUMS ga Cb3gaBa 3HAUYMMU XOPU30HTU, Aa
npom3Bexga BU3nKM CbC coumanHa BanmaHOCT, HaaXBbpsLa rpaHu-
LMTe Ha XyOo)KeCTBEHUs CBAT?

Uyns ce manu TpaguumoHHata GpyHKUMS Ha U3KYCTBOTO Aa
OpraHu3npa eKCTaTUyHUTE eHepruy Ha O6LLECTBOTO M Ha UHAVMBUAA HE
€ noeTta fHec OT OHOBa, KOeTo AfOpHO, BeHsMuH, JlboBeHTan u apyru
TOSIKOBa ca Npe3unpanu — MacosaTa KynTypa 1 KyntypHaTta UHOycTpus.
TexHo-napTuTaTa u parn-KoHLUEepTUTE cera U3MbHABAT OrPOMHI KOM-
neHcaTopHu GyHKUMK. Te NPoM3BEXAAT CNOAENEHN 1 U3KITIOUUTENHO
VHTEH3VBHI EMOLIMOHANHN cbeTosiHUsA. Ch3aaBaTt npeacTaBarta 3a Ko-
NEKTVBEH 1 MHOMBWAyaNeH ekcTas u/unu katapauvc. Teau emoumoHarn-
HM CbCTOSIHMSA MOraT [ia ce NPEeBbpHAT B HAUMH Ha XXMBOT. B Tasn
Bpb3Ka, MacoBara KynTypa uma fnecHo ugeHTuduLmpallm ce n Bugm-
MK coupmanHn GyHkumn. Mucns, ye CbLoTO TPYOHO MOXE [a Ce KaxKe
3a CbBPEMEHHOTO M3KYCTBO, KOETO YECTO Ce NMPUBMXAA KaTo enuTap-
Ho. MNy6nukaTa paséupa n ro, He ce Nn 3aTBaps TO B NPEKaNeHo e30-
TEPUYHO EKCNEePUMEHTMPAHE, AOCTLIMNHO camo 3a ManumHa? Ctpysa
MK Ce, ue 06UKHOBEHUSAT 3puTen (Macosata ny6nuka) He NpuTexxasa
HUTO BU3YanHWsl, HUTO KOHLENTyanHus 31K, HUTO MbK UHCTPYMEHTUTE
3a pa3bupaHeTo My...

He e nu napapokcarnHa Bpb3kaTta Mexxay pagukanHis TpyoeH
OMUT Ha CbBPEMEHHOTO N3KYCTBO 1 edukacHaTa GpuHaHCoBa 1 opra-
HM3aUMOHHa MpeX<a, NpeBpbLLaLla MapruHaHNS XyLOXECTBEH eKcre-
pyMeHT B nHaycTpus? Kak ce cpeliar cnopen 1e6 NpUHLMNMTE Ha Ma-
COBOTO TbpPCEHE, TEXHOJIOMMYHOCTTA, YCrexa, OpraHu3upaHocTTa
(BCUUKM T€ NPUHLMNK HA KanuTanMa3Ma 1 ecHuLaTa) ¢ NpUHLMNuTe
Ha pagvKanHOTO CbMHEHMWE, MaprHaIHOTO EKCNEPUMEHTATOPCTBO U
PEBOJIIOLIMOHHOTO NPOTMBOMNOCTaBsAHE Ha CblLEeCTByBaLlaTa Hopma?

0O6Ee3MNOKOEH CbM OT TO3U TEXHO/PEBOSIOLMOHEH, KanuTa-
NIMCTUYECKN aBaHrapfeH eknekTusbM. Tps6Ba fa ce 3aMuUc/iMMm 3a
TOBa olle no-HactoaTenHo cnepn 1989, korato M3touHa Espona npo-
n3BeAe NapagokcasnHyu peBoNioLMN — HEXXHU, 6e3 pagnKanHoCT unm
Hacwunue, onNuTK 3a ,Bb3CTAHOBSIBAHE HA HOPMANHOCTTa“, BCbLUHOCT
3aBpbllaHe KbM HOpMasHoCcTTa. Hsakon Hapuyar Tesu onuTn ,pec-
TaBpauma Ha KanuTanu3ma“. Kakbs e coumanHusaT ctaTtyc Ha CbBpe-
MEHHOTO n3KycTBO? Kak ce cboTHacsa Tom ¢ rnobanHarta noéega Ha
rno6anHus NocT-KanuTann3bm?
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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 Luchezar Boyadjiev —
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?

lvan Moudov —
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| 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 1./page 111
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. | 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?
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Bbnpocwn, konto nocnepsBaxa

Jann TpagnuMoHHNTE GYHKLMM Ha KnacuyecknTte n3obpasu-
TENHW 1 Jpyrn n3kKycTea, MoraT MHOro orpy6eHo ga ce csegart Ao
Tpu? MNMbpBaTta — ga penpeseHTNparT 1 eqHOBPEMEHHO Aa NPOBOKMpaT
CYMBOMHAaTa 1 BNactoBa CTPYKTypa Ha egHo o6LecTBO; BTopara —
Aa Bb3nuTaBaT ecTeTUYeCKn UHAMBMEA (cnopeq nporpamara Ha
Opuppux Wunep); a Tpetata — Aa opraHU3npaT EMOLMOHANHUATE 1
eKCTaTNYeCKN eHeprum, KakTo KONeKTMBHUTE, Taka 1 Ha oTaenHus
WHOMBWA, B CTYOEHNS, paumoHaneH CBAT Ha kanuTtanusma. bux nckan
TYK Aa orpaHunya Bbrnpoca cu o Tperara yHkuma. Janu 19 gHec He
e rnoeta OT OHOBAa, KoeTo AfopHO, BeHamuH, JboBeHTan n gopyru Ton-
KOBa ca HeHaBwmxaanu — OT MacoBaTa Kyntypa v KyntypHara nHgycr-
pus? OHec onckoTekmTe, techno-party-tata, heavy metal n pan-koH-
LepTMTe MO HAKAKbB HAYMH U3MbAHABAT MMraHTCKM KOMMEHCATOPHU
dyHKUMK. Kakto nuteparyparta, n3o6pasuTesIHoTO U3KyCTBO 1N
onepara Hsikora, Te Npou3BexgaT CrnogenvMm u N3BbHPEAHN No CBO-
ATa NHTEH3VBHOCT EMOLMOHANHN CbCTOAHMS — Cb3aasar popmara Ha
KONEKTUBEH UV UHAVBUAYaneH ekcTas u/wnn katap3suc. Tesn emo-
LMOHANHN CbCTOAHMS MOraT Aa CTaHaT CTW Ha >XMBOT. 3Haun B TO3U
CMWCBI1 MacoBara Kyntypa nma abCcosnioTHO BUAMMMW COLManin GyHK-
ummn. Ja Kaxem xopa, KouTo usana cegMmuua paboTaT, B eOUH MOMEHT
rbATaT xanueta ecstasy, oTMBaT Ha CBOSI TEXHO-KYMOH, KOUTO Tpae 12
yaca, Tam TaHuyBaT KaTo Niyau, YyBCTBaT Ce pa3TOBapeHn 1 xusee-
LM B HAKAKbB APYr CBAT, MPEXMBABAT OCO6GEHN emMmoLmnn, 3a KOUTO
H/e MOXXeM camo Aa ce jocellame, Cfef KOeTo ce BpbLiaTt Ha pabo-
Ta. Taka ga ce Kaxe, ToBa 3a TAX € edMH BUA LMKbI1, KONTO XXUBESAT
3apagu csosi weekend.

[lokKaTo CbLLOTO CbBCEM HE MOXE A Ce Kake 3a T.Hap.
ennTapHo U3KycTBO. To N3rnexxaa 3aTBOPEHO B CBOU crieuuanuaupa-
HU MpeXu OT NPOAYLIEHTU, ranepucTui, KypaTopu, aBaHrapaucTm,
Heo-aBaHrapamcTu, Heo-Heo-aBaHrapacTy, LEHUTENN, CHOBU, ekc-
nepTn, KPUTULM 1 ApYrU, U Ha NPbB MOrNen U3rnexxaa 3ary6uno
Bpb3Ka C MacoBara ny6vKa, HECMNOCO6HO Aa NPOU3BEXAA CMUCHJT
1 emouus 3a Hesl. W Hail-BaXKHOTO — u3rnexaa cTyaeHo. A3 cu crom-
HAM Kak npodecopyu No n3o6pasuTeniHi U3KyCTBa, eCTETU 1 LieHUTe-
Ny MoraT fa ce 3axyacsar Mo PeHecaHcoBU Gpecku, Mo POMaHTU-
UECKM MEN3aXN 1 PEanMCTUYHU NOPTPETU... [IHEC eMoLmMoHanHara,
CAbpXKaHa 1 gncTaHuMpaHa KynTypa Ha ecTeTuyeckara cb3epuaren-
HOCT 13rnexaa MbpTBa — TOBA CsAKall CTaHa sICHO OlLe OT paaukan-
HUTE U CKaHafarnHy NpoeKkT! Ha GyTypr3ma, TeaTbpa Ha XEeCTOKOCT-
Ta, MbppOpMaHCUTE, aKLMOHN3Ma — YaK O CbBPEMEHHNTE CBPbXI-
POBOKaLIMOHHM eKCNEPUMEHTU Ha 6oau-apTa. Tesu NPoeKTM Thpcexa
EKCTPeMM3bM Ha YyBCTBaTa Ha BCSKA LieHa — cakall uckaxa fa Ha-
6aBST OTHOBO ,,HEMOCPEACTBEHNTE EKCTA3U" 3a T.HAP. eNUTapHO U3-
KyctBo. [anu ycnsixa? ToBa CbC CUTYPHOCT yCnsiBa Aa Harnpasu Te-
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Follow-up questions

| 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. | would like to limit the question here to the third
function. | 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.

| 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. | 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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NEBU3VNOHHUAT KNUM, HanpumMmep, HO JOKOMKO Ce yAaAe Ha CbBPEMEH-
HOTO M306pa3nTeNHO U3KYCTBO? TO HE Ce UHTEpPECYBa OT MacoBaTta
ny6nuka, a MbK 1 T HE Ce MHTEpecyBa OT HEro, Aanu NPocTo 3allo-
TO He pasnonara Cc Bu3yanHaTta 1 KoHUenTyanHa aséyka 3a eHO
CNOXKHO, LIKOJyBaHO Bb3npuaTue? Taka ue, kakBa e Bpb3kaTta Ha BU-
3yanHoTO U3KYCTBO C pa3HO06pas3HuTe 06pasHy maTepuanm — 6us-
60paoBe, peknamu, CBETNUHU, LLBETOBE U GOPMU — KOMTO MPOCTO
~06cuneBaT” rpapa? Kak yabpyka To Ha TaxHaTta 6pyTanHa KOHKYPEH-
uMsa (Qymarta 6pyTanHOCT M3rnexna ocobeHo noaxopswia 3a 6barap-
ckute peknamu B momeHTa). OT gpyra cTpaHa — kaksa € Bpb3karta
My C T. Hap. life style, oBM>XeHue, KoeTo 6e3 Aa No3HaBam B AeTannm
HSiKaK NpeaBapuTENHO HE MM OoMnaja, 3awWoTo MU Ce BUKAA KaTo au-
3ariHepcka ouKTatypa, NaH-Bu3yanm3aums n eCTETUYECKUN BCE-KOHT-
pon Hap BCEKUOHEBMETO U HErOBUTE Manku ceso6oamn? N obwmat
BbMNPOC: Bb3MOXHO N € HAKAKBO KbCO CbeAUHEHNE MEXOY MacoBa-
Ta KynTypHa UHAYCTPUS N eNMTapHUTE BU3YyaliH1 EKCNEPUMEHTN B
TOuKaTta Ha ekcTasa, eKCTpPeMHaTa emMoLmsi, CroHTaHHaTa pagocT OT
TOBa, Ye Bmxgaw?

LLle npoagbmka ropHusi BbNPOC B Apyra nocoka (Tov Npoabn-
>KaBa BbMpoca 3a U3KyCTBOTO U nasapa OT MHTEPBIOTO ¢ Apa) —
fanu CbBPEMEHHOTO U3KYCTBO He Ce e 3aTBOPWNO B TBbpae e30Te-
PUYHN EKCNIEPUMEHTUN 1 XePMETUYHU NpocTpaHcTea? Janu He e cTa-
Hano BanugHO camo B OMpefeneHn ,BU3NO-MaHCKK® (M3KoBax Tasmu
Ayma Mo aHanorus ¢ ,MefnoMaHCK1“) Cpeaun, AOCTbIHW U UHTEPECHM
3a manuuHa? B npegmwHn BeKoBe OeNCTBUSATA HA N3KYCTBOTO BUHA-
M1 ca MpoTMYanu B HKAKBW BEPUrM OT KOHKPETHW Xopa, KOWUTO B3a-
MMHO ca C/ Npu3HaBanv NpaBo Ha CbLUECTBYBaHE 1 ca Ce Hy)kaaenu
edHU OT Apyr — Xopa, KOMTO pucyBaTt KapTUHW, Xopa, KOUTO Kynysat
KapTUHW, XOpa, KOUTO NPOAABAT Te3N KapTuHU, 3pUTeNn, KOUTO UM
Ce Hacnakgasar Uin He UM ce Hacnaxgasart, ranepum, KouTo rv
npuémpar uam He rm Npuémpar, My3eun, KOMTo 1 usnarart uim He
uanarat u T. H. B cbabpxaTenHo oTHOLEeHWe BU3yanHOTO N3KYCTBO
npean ¢otorpadusTa, ako M1 e NO3BOJNEHO Aa ce No3oBa Ha JKaH
®paHcoa MnoTap, e umano BaxkHa couuanHa ¢yHkums. Cbe cBosTa
onTuyecka reomeTpus, ¢ NnatoHNJYeckaTa cu nepapxvs Ha uBeToBe-
Te, C y6e)kHaTa Touka, KosiTo nonaga B ,,OKOTO" Ha BnacTTa, ¢ 06pas-
LIOBUTE CU MUTOMNOTMYECKUN CIOXKETMN TO € YNecHABano ugeHTnouxkauu-
ATa Ha HOBUTE MOSIMTUYECKUN OBLLYHOCTU (rpaga, MOHapXuaTa, Haumo-
HanHarta Obp)asa), ,4aBa Bb3MOXHOCT Ha BCMYKMN UNeHOBE Ha O6LL-
HOCTTa Aa naeHtuduumpart cBosiTa NPUHALANEXHOCT KbM TO3U BCe-
Mup“ — nuwe Jlnotap.

T. e. U3KYCTBOTO € 610 KOMMJIEKCEH PpEHOMEH, UMETO Bb3-
AencTBre e 610 ornocpeneHo OT afAcku MHOro Hella, HO B nocnegHa
cmeTKa e Lensano fa 6bae OTBOPEHO, Aa Bb3AeNCTBA KOKOTO € Bb3-
MOXXHO Ha Mo-roflieMun Macu, aa opraH3upa BU3yanHoO MHTUMHO-TIpe-
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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, | somehow |
do not like so much to begin with because | 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?

| 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 lara). 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 | may quote
Jean Francois 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 | could paraphrase here a
thought of Ernest Gellner | would be able to say that the nation actu-
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>KUBSIBaHaTa Kyntypa Ha Te3un macu (HecnyyanHo Xeren, a U MHO3u-
Ha gpyrn MUCNMTenNun, ca covenm 6nm3ocTTa Mexxay ToBa U3KyCcTBO U
penurusTa).

Mo-kbCcHO, NPe3 enoxara Ha HauuuTe, coumanHuTe GpyHKLUM
Ha M3KYCTBOTO Ca OLLe No-oueBuaHU. AKo nepedpasmpam TyK Hak-
paTko efiHa MUCH Ha bpHCT FenHbp, 61X MOMb Aa KaXka, Ye Hauus-
Ta BCbLUHOCT NpefCcTaBnsBa enuTapHa KynTypa (1 ToBa BKouBa
1306pa3nTeNHOTO U3KYCTBO, NUTEpaTyparta 1 np.), KoaTto Tpséea aa
ce NpeBbpHE B MAcoBa KynTypa. 3a Ta3u Luen enMrapHoTo U3KYCTBO
€ 610 pasnpocTpaHsaBaHO upe3 obpal3oBaTenHara cuctema, upes
BECTHULW, Upe3 MpexxaTta OT U3AaTencTsa, nevaTHuLmM, Ypes Maco-
BU3MpaHaTa XyaoXecTBeHa nuteparypa, Ypes ranepum u T. H. B Tasu
ernoxa, no-siCHO OT BCsika [pyra, OHOBa, KOETo npe3 dpeoganusma u
peHecaHca e 6uIIo KynTypa Ha MoHapxa, ABopa 1 Ha 4YacT oT deo-
[arnHata npocronka (M YusTo enuTapHOCT Npeay e 6una Cb3HaTenHo
noanbpyxaHa C KynTuBMpPaHE Ha apuCTOKpaTUUeH BKYC), N3BEOHBXK
ce oKasasno pasnpoCTPaHEHO 1 NMPEBbPHATO B 06LL03a0b/KUTENEH
KYNTYPEH KOL, 32 elHa OrpoMHa Maca OT X0pa, HapeueHa Hauus.

[Mo-kbCcHO, Npe3 enoxarta Ha asarta aBaHrapam3ma (1910-
1930 1 1950-1960/70) xyaoecTBeHO 6/Ba NPOBOKMPaHa camaTa UHC-
TMTYLUMS HA U3KyCcTBOTO. [poBOKUpa 5 ob6aye naesTa 3a rnobanHa
peBonioumMs — Ta3n PeBONOLMS € TpsS6Baso aa 6bae Kakto NonuTu-
yecka, Taka 1 ecTeTmyecka, He caMmo ,peBONIIOLUS 6ptoxa, HO 1 po-
BOMOUMA ayxa“, KakTto e kazan Bagum LeplieHesuy, Bogay Ha pyc-
K1 UMaXxnHm3bm npes3 1918 r. o ToBa Bpeme camoTo peBONOLIMOH-
HO npeodopMaHe Ha CBeTa ce MUCN KaTo eCTETUKO-TEPOPUCTUYHA
1 gemMuypruyHa AenHOCT, KOSTO He Bb3nuTasa, a Hanpaso BbBAnYa
OrpOMH/ Macu B PeBOSIIOLNOHHO-XyOOXECTBEHUTE npoLecu. Torasa
NernTMMHOCTTa, OCHOBAHMETO 3a CbLUECTBYBaHe, 060CHOBKATa Ha
aBaHrapgHOTO U3KYCTBO € UMEHHO TO3U pagukaneH peBosiioLUMOHEH
npoekT. Ho Hero otTaaBHa ro HAMa — XMBEEeM B Kp13a Ha peBonioLu-
OHHUTE eHeprumn 1 yTonuu, BKMIOUYUTESHO 1 HA eCTETUYECKUTE TaKK-
Ba. KakBo Torasa npeacrasnsiBa OCHOBaHUETO 3a CbLUECTBYBaHe Ha
CbBPEMEHHOTO BM3yanHo U3kyctBo? [lHEC MOXkeM fa ce nutame
janu nopo6Hu onocpeasBaHns, 0TBapsHUS, NogobHa Hameca B Cro-
[eneHns KynTypeH Kof, BbobLle npoTunyar.

CTpyBa My ce, ue BU3yasIHOTO N3KYCTBO CbLUECTBYBA AHEC
B 3aTBOPEHW HULLIM 33 NPUBUNIErMPOBaHN NOCT-aBaHrapamcTu, cpac-
HaTu CbC cpefara OT MeLeHaTu, KypaTopu, ClIOHCOPW, KPUTWLM 1 ra-
nepurcTun, NpecTaHano e aa Lenm Bb3OencTBrE, OCBEH BbpXy (OKYC-
HaTta cu nyénuka. ToBa e HsKakbB KbCEH, 06€3HaAeXAeH enutapu-
3bM — pa3fiyeH U OT apUCTOKPATUYHUS, U OT HALMOHASHMS, 1 OT
aBaHrapaucTKus.
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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? | 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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[lo KakBa CTeneH N Kak CbBPEMEHHOTO BU3YanHO U3KYCTBO
ce Npegasa Ha Apyru, He BU3MO-MaHCKM 1 HecneumanuampaHmn xopa,
[0 KaKBa CTereH CTaBa 4yacT OT TAXHO MUCIIEHe, YyBCTBaHe 1 Bb3npu-
ATVe, OOKOMKO € B CbCTAHME [a Ce HamMecu B TeXHUTE naeHTUdMKaum-
OHHU NpoLecu, fa ,ynpasnsasa“ NPocTpaHCTBaTa Ha OKOTO U CbPLETO
nm?... A3 ce YCbMHsIBaM, Ye 3aTBOPEHO B CBOUTE XEPMETUUHI MPEXN
OT Kypartopw, ranepucTu, npogyLeHTy, meLeHaTtu, pUHaHCUCTH, TO
BeUe He U3MbIHABA Ta3un QyHKUYS, KOSTO e M3Nb/HABANo npeaw.

[o6pe, MoXxe 61 TO nMa HOBY PYHKLIMN — HO KakBu ca Te?
B cbwms ceom TekcT JInoTtap TBbpaAM, Ue aBaHrapgHarta U nocT-aBaH-
rapgHa >X1BOMuC NPEXBBbPIAT XXMBOMMCTA OT MNOMETO HA NPeKpacHo-
TO B MOMETO Ha Bb3BULLEHOTO — TS 3anoysa Aa n3o6passsa OHOBa,
KOETO HE MOXKe ia ce n3obpasu, npegennTte, cCamuTe TbMHU rpaHnLm
Ha YOBELLKOTO CbLUECTBYBaHe, GpaHTasns n n3o6pasuTesnHa cnocob-
HocT. U ye B TakaBa cuTyaums OCHOBEH BbMNPOC CTaBaTt caMuTe yc-
noBus Ha N306pa3mnTeNIHOTO N3kKycTBO. OTroBOpPBLT Ha Bbhpoca ,Kak-
BO NpefcTaBfsBa XUBONUCTA 1 BU3yanHocTTa?“ ctaBa LeHTpanHa
rpmxa Ha camoTO BU3yasnHo M3KycTBo. E nobpe, a3 nmam npaso fa
nonuTtam npodaHcky — 3a Koro o6aye e BaXkeH To3n Bbnpoc? Kown ro
KOHCYMUMpa, KO Bnara eMouMOHaHN U UAEHTUOUKALMOHHN eHeprimn
B HErO U B HETOBMSI Bb3BULLEH OTroBOop? [Janu cnaceHmeTo Ha n306-
pa3nTEeNHOTO N3KYCTBO B NMOCOKa KbM NMOCTMOZEpHATa ,Bb3BULLE-
HOCT", KOeTo npegnonara Jinotap, CKpUTO He Npegnonara ctapara
yHMBEpPCarnHa, nounTalia ny6amka, Kosto NpUHUUMHO 1 NpeaBapu-
TEIHO NpuemMa abconoTHaTa poMaHTUYecKa LEEHHOCT Ha ,U3KYCTBO-
TO", ,TBOpeua“, ,TeopbaTa”, KoATo Npeanonara naeanHn n abconioT-
HU NPOCTPaHCTBA, B KOUTO ,,MOCTVIKEHNATA" Ce LIEHAT 6€3 ornen Ha
~,Tbnnata“? Ho cblecTByBa N AHEC Ta3u Ny6nuka oT pOMaHTUYECKN
n36paHuumn? [dann noCTMOAEPHOTO CMaceHne Ha U3KYCTBOTO He e
GpPEMEHHO C TBbpAE TPaaMUMOHHA pOMaHTUYeCKa naeanusaums Ha
CBOETO MPUBWErMPOBAHO MSICTO B OBLLECTBOTO, T. €. CbC 3aKbCHAN
XYOOXXECTBEH Hapumncu3bm? [Janu B TeopuaTa Ha nocTMogepHarta
Bb3BULLEHOCT HE CE pEBMU3MPA NOHATUETO 3a U3KYCTBO, AOKaTO Mo-
HATMETO 3a Ny6svKa ce N3amra Han-MHOro 40 PaBHULLETO ,Aa enaTu-
pame 6ypxxoa3usta“?.. begHa n ckyyHa npepcTtaBa, KOSITO HE CE WH-
TepecyBa KakBO CTaBa C T. Hap. Ny6/Mka N3BbH 3aTBOPEHNTE BU3Y-
aJIHO-eKCMNEPUMEHTANHN CpeaMn...

Hama cbmHeHue, ye ToBa ca I'Ipoq)aHCKVI BbMNpoCK Ha YOBEK,

KOWTO € U3BbH TE3N cpean — oopun Korato nma npudartenn cpen Tax.
Ho Te TouHO TakuBa nckat 1 ga 6baart.
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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, |
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? | 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.
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JTbuesap bosapxunes

KomeHTapuTe no-gony He o6Bbp3Bat
HMKOro, 3aHMaBall, Ceé CbC CbBpPEMEH-
HO M3KYCTBO, HUTO OTpa3siBaT Bb3rie-
QUTE Ha KOroTo 1 Aa 610, OCBEH Ha
MeH camus.

1. Yyna ce, kaksu N1 nsrogn morat

Oa ce U3BfeKaTt OT HEBEXXECTBOTO?

MHoro nHtepecHo! U a3 mora pa ce
npaBsi HA HEBEXXECTBEH...

2. NuTtam ce, panu e TOYEH agpecaTbT Ha Te3n BbNpocu? XyooXHUUMTE
MUCHIST NO Te3n Npo6nemu nnu Yyetat U34aAeHOTO B NOMETO Ha TeopusTa Ha
BU3yanHUTE N3KYyCTBa, HO HE MICNA, Ye XyAOXKHULMTE ca Te3un, KOUTo Tps6-
Ba [la OTroBapsAT NUCMEHO. Han-mankoTo, He ro BumxaaMm BKIOYEHO B HA60-
pa TexHn npodecrnoHanHn 3aabmKkeHus. Taknsa OTroBOpUY, ako U3obLo
[OMAaT OT XyOOXHUUM, OBMKHOBEHO Ce OOoCTaBsAT OT padotute um. Moxe 61
No-KbCHO TEOPETULIM MOraT fa ri n3senar oT Npou3BEAEHNATa, HO He 1 aa
ponpgar B obparteH pef, — OTroBOp, a Cnef Hero npaktukata... srnexxpa, ve
OTroBOpY Ha BbrpocuTe Ha KbOCEB NECHO Ce OTKpUBAT BbB BeYe My6nuKy-
BaHN TEKCTOBE, 4YacT OT pa3ropeLleHns ANCKYPC Ha CbBPEMEHHOTO U3KYCT-
BO (MONS, BX. HEMPETEHLMO3HMS CNINCBK YeTmBa B kpasi). Mima MHOro taku-
Ba — CnefBally npakTikaTa 1 3aToBa YecTo NPUCHCTBALLM B PELIEH3UN 1
pebaTtn Bbpxy TEKyLM n3noxxéu. Tpsabsa aa no6ass, ye OTrOBOPY OTYacTu
naBat 1 ypes AenHoCTTa 1 TEKCTOBEeTe Ha Kypatopu. HecbMHeHO, 3a Aa ce
N3BfieYe KaKBOTO U Aa €, NOrneabT CNpsMo paboTuTe Tps6Ba Aa € MHOro
6IN3bK, MPOOBLIPKATENEH, C LUIMPOKO OTBOPEHUN 0YM/Cb3HaHKE, 0CBO60OEHO
OT XBaTKara Ha npuerara TepMuHonorus. HeotaaBHallHW, cTaHany npoyyTu
oymn Ha Capat Maxapapx, npodecop ot Goldsmiths College B JloHaoH 1
OCHOBEH TEOPETMNUEH aBTopuTeT/KypaTop 3an [okymeHTta 11 B Kacen npes
2002, ka3BarT: ,,...U3KyCTBOTO pa3gpobsasa TeopuaTa“. NMpepgnonaram, ye Bb3-
CTaHOBSBAHETO Ha TeopusTa, cnea Karto e 6una pas3gpobeHa, He € NecHo,
HO MNoHe Tpsi6Ba Aa ce onuTa.

3. TyKk we umtnpam 6nectawo HabmopeHue Ha camnsa Kboces oTnpean ro-
anHun: ,,CTpyKTypaTa Ha NoJo3peHneTo oTpasssa CTPyKTypaTa Ha NMYHOCT-
Ta“... TakoBa HamepeHve 3a 0byyeHne nsrnexaga npooénematuyHo. Mpunu-
ya MU NPOCTO Ha MPUKPUTNE Ha NCTUHCKOTO — da ce npenogasa, Bb3nura-
Ba, Aa Ce NpuUTUCHAT XyAOXHUUMTE Aa Npuemar Habop OT NpeanocTaBeHn
TEPMUHW, NOEN N KPUTEPUK, PasfNyHN OT Te3N Ha CObCTBeHarTa M npakTu-
Ka, 3a 4a pasKpusaT, 4ye He 3HaAT ,ToBa“ unu ,,oHoea“. CbLEeCTBEHUTE BbI-
pocu nsrnexpa ca ,HascHo nn cTe KakBo BCbLWHOCT npasute? OTroBOPHM
nn cTe 3a pabotarta cu?“ NMogobHM BbNPOCK ca NErMTUMHK, HO OTrpaBHaTa
UM TOYKA, aKO HAKOM HanUCTUHA 1cka aa ce obpasosa, a He Aa rnoydasa, 13-
rnexaa npexkaneHo 3aTtBopeHa, npegonpegeneHa n npegHamepeHa. Ako
)Kenaew Aa ce o6pa3osall, OTBapsLW Cb3HAHWETO Cu, Hannu? A Taka Hawme-
peHneTo n3rnexxga no-CKopo Aa ce Npeans3BuKaT, a nocre u Hakapar Xy-
AOXXHULMTE Aa npremart eavH By HEeyKOCT 1 ninnca Ha caMoCb3HaHne 3a
pa6oTara cu, unu, boxxe onasu, oa NPU3HaAT HAKOU MbHUYKA ,CPaMHKN"
TavHW, HELLO KaTo NpuabpXKaHe KbM OTMUHAIN NapagurMm 3a CO6CTBEHMS
Cu cTaTyc, NpakTnka n oyaksaHus. brux ce pagean ako rpeuua.
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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. | wonder what the benefits of ignorance might be? Sounds interesting!
| can pretend to be ignorant too...

2. | 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 | do not think artists should write the answers. At least | 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 | 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”. | guess it must be quite hard to recon-
struct theory once it has been shredded but one could at least try.

3. | 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. | would be happy if | am proven wrong...

4. They seemed to fit in with each other... As far as “Bank-furt” goes,

| remember the answer that one of the people | interviewed in my work for
Manifesta 4 (titled “I Want You for M4”, DVD, 81 min long film) gave me
when | 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.
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4. Il3rnexxgaxa nacealum nomexxay cu... [lokonkoTo rosopum 3a ,baHk-
dypT“, CNOMHAM CK OTrOBOpa Ha €MH OT MHTEPBIOMPaHNTE B paboTtata Mu
3a ManwndecTa 4 (“I Want You for M4”, DVD, 81 muHyTeH ¢unm), korato ro
nonuTtax 3a To3u ,6aHkoB umumk“... Kasa: ,Ye kakBo — yact e oT DpaHk-
¢ypT, KONKoTo 1 Yon Ctpunt e yacT oT Hio Mopk...“ U B Hio Mopk ce cnyu-
BaT BaXKHW N3N0XX6M, HE3aBNCKMO, Ye € dpuHaHcoBa cTonuua Ha rnobanu-
31paHus CBAT.

5. CTpyBa Mu ce, MOXe 1 Aa rpewa, Ye OCHOBHAaTa NpuunHa ga uma cno-
NyYnuBm M3NOX6M MNn AencTseHa Xyao)KecTseHa CLeHa B HAKOW rpag, He-
3aBUCMO OT cneumduyuHUTEe My reorpadCkn XapakTepucTku, ca nHTepec-
HWUTE ngen 1 go6pu paéoTy B EKCNO3NLUMS 1/unm TBOpUYecKaTa eHeprus Ha
cueHaTta. He e nu TBopueckara eHepris OCHOBHa MpUYMHa XyOdOXXHUUMTE Aa
paboTaT 1 KypatopuTe Aa npassAT udnoxéu? MotusaumsaTa Moxxe oa Bapu-
pa 1 ga nputexkasa pasnunyHu acnekTu, HO HakKpas BUHaru ,BonsTa 3a us-
KyCTBO“ (CbBPEMEHHO U3KYCTBO, aKO MCKaTte) € TOBa, KOETO ABWKM Hellara.
CoxansiBam, ako 3By4u NpeKaneHo cTapoMOaHo... T ue, MaHudecTa B
Codus e BbaMOXKHa, KakTo U B Capaeso, Mlepycanum unn Hakbae apyrane.
Taka e No NpUHLMM, KaKTO 1 3aL0TO KOHKPETHOTO peLueHne 3a rpag-aoma-
KWH 3aBucu ot bopaa Ha MaHudecTa (nmuHaTa My npeueHka, cneunduyHn
MOTUBW, LESIN U T. H.) N NPeroBopuTe ¢ JageHo MAcTo. Benukn Tesn pewe-
HMs/NperoBopy ca CbLLUO YacT oT npoekta MaHndecTa, HeroBoTo MMUHaNo n
Bb3OENCTBUNE, BKNIOUNTENHO U PELLEHNATA HA KypaToOpCKuUa eknn 1 yyactsa-
wmTe XyooxxHuum. EctectseHo, ToBa ca TeMu 3a pasChxaeHve npeau n 3a
WHTepnpeTauus cneg CbouTneTo.

6. [1JOKONKOTO roBOpUM 3a ,couunanHa BanngHocT Ha Bnauute... Mucns, ve
[a — CbBPEMEHHOTO M3KYCTBO UMa Takasa QyHKLUS, Makap T8 CbC CUTyp-
HOCT fia He e MecuaHcka. To No-CKOpOo onepupa Ha MUKPO-HMBaTa Ha Kpu-
TUKaTa, JOKYMEHTMPAHETO, CENEKLUMATA, NOApVBHATA AENHOCT, CUMynupa-
HaTa peanHoCT, NPOBOKauusTa, OTKONKOTO Ha ToBa Ha ,Bu3usaTta“. Hama
HUTO BENMMKN BU3UN, HUTO BEJTMKK OTrOBOPU — MMa MPOCTO NpeasyioXKeHus,
KOWUTO Npean3BrKBaT U Ce HafsBaT BHUMATENTHO 1 CMOKOMHO Aa paswmpsT
Cb3HAHMETO Ha 3putens. Tbll KATO HE MOXKEM Aa Ce HafasBame HaucTuHa fa
3HaeMm OTroOBOpUTE...

7. 3awo camo TpeTtaTta? KakBo um e Ha nbpBuTe Ase? [Hec Te nsrnexxpar
He Mo-Manko BannaHN 32 CbBPEMEHHOTO U3KYCTBO, HO Ha MUKPO-HKBa. U
Bb3MMTaTESHUAT acrekT He € TOYHO eCTETUYECKO Bb3MNuTaHue, a No-CKopo
»,TPEHNpaHe" Ha paswmpsaBaLly Cb3HAHMETO TEXHUKWN, KbOETO KpacoTara Ha
penpes3eHTUPaHOTO N3KYCTBO € OT Hal-rofisiMa BaXHOCT... /I Tpumarta muc-
nuTenu, Npesupawiy Macosata Kyntypa, ca umanu 6e3 CbMHeHUe CBouTe
posou. Ho TpsibBa nv Aa ce YyBCTBaM 3afb/DKEH U OrPaHNYEH MO HAKaKbB
HauMH OT KaKBOTO Ca 4yyBCTBanu, Mmcnunnn nnan nucann? PaspeLuaBa nnm Mun
KboceB co6ctBeH U360p? BTOpo, He BSpBam CbBPEMEHHOTO M3KYCTBO Aa
ce CTpemMun Ja opraHnsvpa KakBuTo 1 Ja ca eKCTaTUyYHWU eHeprim, NpocTo
3aLoTOo, MOHEe B HALUW AHKW, TO € MPOTNBOMNOKAa3HO Ha ekcTasa. JInuHo a3 xa-
pecsBam macoBaTta Kyntypa 1 KyntypHata UHOycTpus, Tbil KaTo Me CBansT oT
KykaTa U He MU ce Hanara fa JocTaBsM pa3BrieYeHns Ha MacuTe unu ga ce
TpeBOXa 3a CBO6OOHOTO UM Bpeme. Sorry boys!

8. [la, nma n cnasa bory. Tonkoso e no-po6pe aa HE cu otroBopeH 3a no-
[O06HM Hewa. JlecHo BUAUMUTE coumanHmn ¢yHKLMU Ha macoBata Kyntypa ca
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5. | think, maybe | 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. | 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... | 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 | 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, | do not think contempo-
rary art wants to organize any ecstatic energies simply because it’s antitheti-
cal to ecstasy, at least these days. | personally like mass culture and culture
industry because they get me off the hook and | 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. | 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... | 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. | 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...
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CBbP3aHU C KOHTPOS 1 KoHPOpMU3bM. HuKak He 61X uckan aa nMam Hewo
o6Lwo ¢ ToBa. [la ce onpaBaT camu.

9. Owe BegHbX — Aa, u oTHoBO cnasa bory! CbBpeMeHHOTO M3KYCTBO Hauc-
TUHAa € eNIMTapHo, NOHE B AafEHOTO ypaBHEHME... Taka To ycrnsBa Aa Cbxpa-
HU rpagyca Ha KpuTuyHaTa cu edurkacHocT. Tonkosa no-3ne Toraesa 3a nor-
nbwawmTe ekcrasm xopa... CUnHo CbM NPOTMB CPaBHEHNETO 1 CMECBAHETO
Mo NOCOYEHUS HAUYNH HA HMBO TeopeTmuecka pednekcus Ha Te3mn Ase 06-
nacTu, 3aWoTo B TaKbB Cllyyarl BCUYKK LWe TpsA6Ba Aa 3anoyHem paéota no
OMCKOTEKM, CamMo 1 caMO [a AOKOCHEM TaHLyBallMTe Macu, 4OKaTo Teopus-
Ta Tvn Kboces 6bae ynoBnetBopeHa. Hukak He e nHtepecHo. Vickam ga
“3anoBs” NapTu-yyacTHUKA TOYHO B MUra, Korato BM3a uim TOYHO Korato
n3nmn3a oT guckoTekaTa 1 Mo Bb3MOXXHOCT € Maxmypsivs...

10. TonkoBa MHOrO 1 NOBEYETO HeadeKBaTHN TEPMUHN. A 61 N 4OGaBwN
XYOOXHMLM 1 Ny6nuvka, KONKoTo 1 aa e orpaHudeHa? Owe BeaHbX — Nofo6-
HO ypaBHEHME Me Kapa [a HacTosiBam, Ye B CPaBHEHVE C MacoBaTa KynTy-
pa U3KyCcTBOTO He camo TpsbBa Aa U3rnexxaa, Ho HaucThHa fa € enuTapHo.
~MpexuTe® unn ca 3aTBopeHu, UM He, a CU MUCASA, Y€ Ca HU NMoBeYe, HN
Nno-mManko 3aTBOPEHU OT Te3U Ha BCsKa npodecrnoHanHa o6LwHOCT, cnoge-
nswa egHakBU MHTEPECH, OnaceHunsl, MoT1Bauns, NpUopuTeTM N T. H. U
MO>XXe Nn fa e gpyro? Ho B cpaBHEHME C MOBEYETO MPEXM, Ta3n 1Ma nose-
ye 1 No-MOLWHN Ny6nnyHKM Gopymn. HanctmHa nm Hammpam npu Kboces ns-
BeCTHa cTerneH Ha o6upa? Moxxe 61 ce e onutean (6e3ycneLHo) aa ce
BHeOpwu B ,Mmpexute“? E, dakTbT, e He cunTall cebe cu 3a NpuHaaIexaltly
KbM TakmBa ,Mpexu“ nnu ,Kpbroee“, He 03HavaBa 3afdb/HKUTENHO, Ye Te ca
3arBopeHn. Hapseam ce, paséupad ro.

TyK Wwe ce o6bpHa NO-HALINMPOKO KbM YECTO yNoTpe6siBaHa ABONKA TEPMUHN
- ,Mpexun“ n ,Kpbroee*, 3awoTo, n3rnexxga Te gocta Tpesoxart Kboces. B
paHHa BepCUs Ha BbMNPOCUTE UMALLe U TEPMUH ,3aTBOPEHN XYAOXKEeCTBe-
HO/eKCNepUMEHTaTHN KPbroBe" — Haf Hero CbLOo MUCINX Ab/ro. YceTux, ve
He 65X YyBan Nno-paHo 3a TAX U Moxe 61 KboceB e n3kosan HOB TEPMUH,
KOWNTO BCE Nak 6u TpsS6Bano Aa My € 065CHEH MO-06CTONHO 1 MONIOXKNTENHO
C MoBeYe MHTEpPNpeTaTuBHa OTrOBOPHOCT. 3aLoTo 61X NCKan ga 3HaMm: kak
ca No3nuMoHnpaHn Te3n Mpexxm n Kpbroee Kato MACTo U J.'J,GI?ICTBaLLL CbCTaB,;
Janu Te3n Mpexu 1n Kpbroee ce aedrHupar camy Kato Takusa unm Tosa e
VHKpUMUHMpaLLa AedUHNLIMSA, N aKo € Taka KakBO BCbLUHOCT € UHKPUMUHU-
pPaHOTO; KakBK ca npasunata u MHTyuuunTe, pasébupaHusaTa, CbrnaweHusata
N, MOXXe 61 TanHNTe, KOMTO YNpaBnsaBaT reHe3mnca, CbLuecTByBaHETO U pyH-
KLMOHMPAHETO Ha TE3U MPEXM N KPbroBe, ako HaucTuHa M uma; Kak ce 3a-
pakoaT 1 MO KakbB HauvH CTaBalll TEXEH YNeH; KakK ,3acuyame” n Tsx, u
UNEHOBETE VM; KAKBO € EKCMEePUMEHTBT AHEC 1 Oanu Npu3HaBaHeTo My 3a
TakbB 3aBWCK OT NpeaxongHo 3HaHne N T. H.?

[onaBsm Bce nak, Yye Han-61IN3KUAT CbLUECTBYBALL N KOPEKTEH TEPMUH 3a
TOBa, KOeTO KbOCEB CUIypHO UMa Haym, Korato u3non3sa oymute ,Mpexm”
n/vnn ,Kpbroee“ 1 3a KOUTO Mora a ce CeTsl, € ,XyAOXXECTBEHUAT CBAT".
BbB BCEKM cnydyanm Taka ce npounTa B M3fageHarta B Kartanora Bepcusi Ha
MbpBOHAYanHUTE BbNPocKu. Bb3MOXXHO e a3 camuAaT oa nprHagnexa Kbm
»XYOOXXECTBEHUS CBAT", Makap Aa Cce Hanara ga 3asBs, Y€ HIKOW He Me e
npuemMan Tam, HATO CbM YyBas HSKOW APYr Aa € 6un npueT 3a Heros
L4neH”... He3aBucmmo ye xyno)XecTBEHUST CBAT CbLUECTBYBA, TOBA € Mo-
CKOpO 13pas, Kacaell HeonpeaeneH, TPYAeH 3a 06Bbp3BaHe, 4OCTa pa3Ho-
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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, | 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 | 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. | hope you realize that.

| 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 | thought about it a lot too. | realized that | have not
heard of these so it might be that Kiossev coined a new term, which, howev-
er, | needed to be explained at more length and certainly with more interpre-
tive responsibility. Because | 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, | guess the nearest correct and existing term | 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 | myself belong to “the art
world”, however | must admit that nobody has ever initiated me nor do |
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
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o6pa3zeH, Tevall, 1 MexxayHapoaHO ANCKYPCUBEH KOHTEKCT, KONTO MMa OTHO-
LIEHME KbM LUIMPOK KPbr OT NPOdECHOHANHN Xopa U UHCTUTYLIMKN, CbOUTNSA 1
OPYr1 BUOOBE NPUHAANEXHOCTM KbM MpakTkaTa Ha CbBPEMEHHOTO N3KYCT-
BO N Herosute nposasu, NpnopuTeTn, ctTaHaapT, KOMyHUKAUNOHHN NMbTULllAa
N T. H. ,XyOOXXECTBEHMAT CBAT" € HELLO, KOETO XoparTa ycellaTt 1 3HasaT KaTo
CbLLECTBYBALLO, HO M € TPyaHO aa aedbuHnpat. Ho Ton moxe pa 6bae Bu-
OSH B JeNCTBME Hanpumep B OHUTE Ha OTKpuBaHe Ha BeHeumaHCKOTO 6ue-
Hane vnu JlokymeHTa, unm MaHudecTa B Hawma cnyyan.

TyK Han-BaXKHUAT acnekT uarnexxga fa e, ye ,XyooXXeCcTBEeHUST CBAT", Kak-
BOTO U A& € TOW, CbC CUIYPHOCT HE € NOBEeYe UM No-Masnko 3aTBOPEH OT
akageMnyHma TakbB, TO3W Ha nuTepaTtypaTta uin nutepatypHuTe Kpbrose,
Ha KMHOMPOJYLIEHTUTE UM Ha UCTOpULMTE B 06nacTTa Ha n3yvyaBaHeTo Ha
BankaHuTe n gpyrn. BeblHOCT, ako nornegHem undpuTe Ha noceTuTenuTe
Ha ronemy mMexxgyHaponHu NposiBu unu Joépa n3noxxéa B MectHa UHCTUTY-
uuAa, B3eMamnku npeasna TMpaka Ha Katajio3m Ha TakmBa Cb6I/ITI/Iﬂ, pasr-
neXxxpankn pa3Hoo6pasHUTe acnekTn Ha AoroBapsiHe U MaTepuanHo peanu-
31paHe Ha fageHa Nposiea Ha JafeHo MSCTO, HanprUMep Heo6XxoauMuTe 3a
CMOHCOPCTBO MPEroBOpU, MOXXE a Ce OKaXKe, Ye ,XyAOXKECTBEHUSAT CBAT e
No-CKOpO OTBOPEH. NMoHe 3aWwoTo Ypes3 n3noxxe6m n paboTn Ton cpeLla MHO-
ro no-wmpokKa nyéamka, OTKONKOTO Ta3u, Ha KOATO KOEeTo 1 Aa 6uno akage-
MUYHOTO Cb6MTME UM NPOJYKT MOraTt n306LLo aa ce Hagsaear. Vinu 3aworto
B npoueca Ha Gpu3nyeckn Tpya no peanusaumsata Ha NPOEKT, LenuaT Gyket
BK/OYEeHN B HEro Xxopa oT Xyao>XeCTBeHusA CBAT cpeLwlat no HeO6XO}J.I/IMOCT
(M1 No HeN36eXHOCT) Maca OBUKHOBEHW MECTHU XOpa — 3pUTENICKUS MaTe-
puwan. [la He 3a6paBsiMe KONMYECTBOTO PabOTHN MECTa, KOUTO rofIIMO MEX-
OyHapOOHO Cb6UTUE NOopaXkaa B MACTOTO-AOMakUH. ToBa v e 3aTBapsiHe?
OT gpyra cTpaHa nposiBuTe N ,XyoOXKeCTBEHUAT CBAT" Cce noaxpaHsaT B3a-
WMHO; T€ HENMPECTaHHO reHepupaT 1 pereHepupar eHeprusaTa u cMUcbia Ha
CbLLECTBYBaHe CU €NH B APYT.

11. Yyns ce, kakBa nu e emnupuyHaTa oCHoOBa 3a ToBa TBbpaeHne? [la He
61 Oa cbluecTByBa rpyna TEKCTOBE, KOUTO CbM MpornycHan? 3aloTo, npu
No-BHMMATESTHO BrMeXXAaHe, 6POST MOCETUTENMN HA N3N0X6M (HECPaBHUM,
€CTECTBEHO, HUTO C POK-KOHUepTuUTe, HUTO ¢ OkTo6ep-decT B MioHXxeH nnn
¢ AncHWneHn), KakTo 1 MeAUNHOTO MOKPUTNE rOBOPSAT APYro.

12. E, TOBa TyK € HEe CbBCEM YECTHO... iBABaT nu ce npodecopute (Mnn Jo-
LEeHTWUTE B HaWMsa Cny4van) rno HAKakbB HAuMH YacT OT macosaTa ny6nmka?
Mo3Hasam gpyru npodecopu, ouapoBaHu oT pa6otn Ha [xed Yon n Kapc-
TeH Xbonep. Ynm npodecopu ca no-gobbp npumep? Ja He cnomeHasam
npodecop ot JIoOHOOoH, oYapoBaH OT MouUTe pPaGoTHu...

13. NpumepunTe ca neko ocTapsanu — BCce OT My3esl 1 akagemusTa.

14. Bcekun B1geoknun nu? Xopara Bce oLle NoceLlaBaT Xyoo)KeCTBEHN N3-
JIOXK6M 1 NpekapBaT TaM N3BECTHO Bpeme. BugeoknunbT e Hewo, KOeTo ce
rnepa Han-mHoro 3-5 M1HYTK, 3a0TO TOMKOBA € NPOAb/MKUTENHOCTTa My .
Cnepn ToBa OTAENHUAT KNIMN Ce 3a6paBs — NO-CKOPO OCTaBa CMOMEHBLT 3a
,OOMBEHNS KUNMM® OT BUAEOKNMMOBE. M ¢ Hero, BpHO, HE Mora Aa ce CbC-
Te3aBam. Mora camo ga u3knova Tenesnsopa. Ho, ako BUOEOKIMMBLT € Ha-
NCTMHa cnocobeH Ha BCUYKO TOBa, 3all0 1 a3 Aa npass cbloTo? bu 6uno
3ary6eHo Bpeme. MHOro e NpocTo — nckam fga ce obpbliamM KbM XOpa, Cro-
COGHM 0O U3KNIOYBAT TENeBn3opa.
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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. | wonder what is the empirical basis for this claim? Or may be there is a
body of writing | 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? | know other professors who are
enchanted by works of Jeff Wall and Carsten Holler. 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 | can’t compete indeed. | can just switch off the TV set. But, if a video
clip can do all these things why should | try to do the same? It would be a
waste of time. | want to relate to people who can switch off the TV set, as
simple as that.

15. True! | am not interested in the mass audience; | 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 | have seen come from the
upper classes of society, | 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. Taka e! He me nHTepecyBa macoBaTa ny6nvka; MHTepecysa Me Mosita
ny6nuka... BbnpocsT e, ye 6a30BO HMBO Ha OBYYEHNE MO UCTOPUS HA N3KYC-
TBOTO, KaKTo 1 Ha ToBa Ha 20 Bek, e Heobxogumo. Ho u Torasa ,,XOpr30H-
TbT“ € CBbP3aH C Lienns CNeKTbP OCHOBHO U crneuvann3mpaHo obpasoBa-
HUE 1 MO KyNTypa, 1 N0 BCUYKO OCTaHasIo, MOCTPOEHO OT AafeHO OBLLECTBO.
B Bvnrapus 10 € orpaHnyeHo u cna6o. 3a cpaBHeHre oeua mexay 6 1 18
roavHu B JIOHOOH OTMBAT BCAKa cegmuLa Ha NOAroTBEHU 3a Bb3pacTra nm
nekuMn npeq onpegeneHy nponseegeHns B HaunoHanHata ranepwus... Kora-
TO B 6bJelle ce cbrbekBat ¢ paboTa Ha [leMubH XbpcT, Hanpumep, Mmorat
[a ca cKaHZann3upaHu uam He, HO MOJSIOXKMTENHO HAMAa Aa 3aaasart Bbpo-
CK OT popa Ha ,3a KakBO € Ta3u rpo3Ha yepHa dopma“ B LeHTbpa Ha »XXNBO-
nucHa pa6ota Ha lMnkaco. Bb3amoxxHO e, pa36upa ce, geuara, Kouto CbM
BKOAs, Aa Npom3nu3art OT FopHM Knacu Ha O6LLECTBOTO — MPOCTO HE 3HaM.

Bcekun moxxe ga npaeu HeLo No Maremartuka ctura fa uma HakakBo obpa-
3oBaHve. CTpaHHO e Ja ce npegnonara HAKoW Aa nNpasn Hewo € N3KyCTBO-
TO 6€3 HMKaKBO 06pa30BaHNE UMM C HUBO OT ypouuTe Mo akeapen B 5-n
Knac 1 ¢ NOCPEACTBEHN HaYaslHU yunTeNn, KakTo e cnyyasTt y Hac... Cury-
PEH nn cx, Ye macoBaTa ny6avkKa NpuTexxasa BU3yarnHusa 1 KOHUenTyaneH
€31K, KaKTO 1 MHCTPYMEHTU 3a NoaroTeeHa u copucTuumpaHa peuenuma Ha
MoHa Jlnza? Huma e Mun KaxxeLl, Ye oM HOPMasHUSAT CPeaeH MacoB 3pu-
Ten OT HauyanoTo Ha 21 BeK e CNoco6eH fa pa3no3Hae KpaBa B XONnaHOCKN
nen3ax ot 17 BeK, BCUUKO 3a Ta3u XXNUBOMUC, KaKTo 1 ,BU3nATa“ n ,CBeTbT",
KbM KOUTO TSl Ce OTHacs, My/i cTaBaTt He3a6aBHO AcHU? Tyk Jopu MoXXe fa
HU nocnyxn n paéota Ha CeetnuH PyceB. O6Cce6eH CbM OT TO3U BbPOC...
Xoparta B bbnrapus 061kHoBeHO umart 11 roguHn yunnuiHo o6pasoBaHue
NPean yHnBepcuTeTa U Ha BCEKM HEroB eTan y4yat nuteparypa (6bnrapcka un
CBETOBHA) U 6brapckn e3nk. Ho Kkorato oTMBaT Ha OTKPUTUSA KHIDKEH na-
3ap Ha nn. ,CnaBenkoB® He Hamupar (UM He KynyBaT Aaxke 1 ga HamepsT)
Knacuum 1 cepunosHa nutepartypa — ctapa Win CbBpeMeHHa (OLle no-Masnko
noeswus), 6bnrapcka unm yyxga (oa peyem Toncrton)... Kak 6u o6acHun
ToBa cnep 11-rogMwHOTO UM 06y4YeHne? He cbm ybeaeH, Ye 61 umano Hs-
KakBa pasnvka Jopu MmacosaTta ny6fvka oa nputexxasalle UHCTPYMEHTU 1
nogroTtoeka. Mucns, ye ny6nukara Ha CbBPEMEHHOTO U3KYCTBO € OrpaHmnye-
Ha Mo Hauarno, Taka KakTto uma xopa, obuvaliy My3uka, HO He xapecBalun
BU3yanHn N3kyctea. TyK OLLe e BaXKHa 1 Bb3pacTra.

16. Ax Ta3n TEPMUHONOINYHA YNOPUTOCT... ,eIMTapPEH BMU3yarneH ekcrnepu-
MEeHT* — WO 3a 6pagjaT TepMnH? KakTo u ga e — Bpb3Kara OT rfiegHa Touka
Ha OBMKHOBEHNA 3puTen e, Ye obuTaBame eanH U Cbll, GU3NYECKUN CBAT...
Mima HenpekbCcHaTK NpecuyaHns, BANSHUS, KOMEHTaApW, ,32EMKU“ 1 T. H.
Brnpouewm, ako HIKOM He nocellaBa Xya0XKeCTBEHN N3MI0XK6M, TOW/TS Lwe
npeéuBaBar B He3HaHuWe 3a ToBa. Huwo He 3Ham 3a life style* pBxeHune-
TO 1 6UX Te NOCbBETBAN Aa He TV MyKa 3a Hero — He CU 3ab/KEH, ako He
Tn xapecsa. /inu nbk ga ro uHtepnpetupall. He Mmoxeww ga cu oTroBopeH
3a uenns CBSIT, HATO A CnacuLl HEero 1 HaceneHMeTo My Ypes3 NocoyvBaHe
Ha NOLIOTO OT CBO#A rfedHa Touka. ,[npekTHaTa Bpb3Ka“, KOSTO Uckaw e
Bb3MO)XHa 1 ce CliyduBa B MHOIo OT NPaKTUKnTe. Ho Bce nak, T4 He e TaM,
KbETO 51 TbPCULL... TS € B MPUNIb3BAHETO Ha 3HAYEHWATa, B Npean3BuKa-
TencTBata KbM YCTAHOBEHU MOHATUS U HEKPUTUYHATA MHTYULMS; MOXE Oa €
B TbPCEHETO Ha NPEKbCBaHUA B coumanHara TbkaH 1 T. H. Vickam nyénukara
MW ga ,,MI/ICJ'IVI“ C ounte Ccu, a He Oa n3naga B TpaHC OT NMbpBOCUTrHaNHa
npeHTuduKaums ¢ ycnexa Ha pok-neBeLl.
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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. | 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! | am not sure that even if the mass audience had the
tools and the schooling it would make much of a difference. | 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.
| do not know anything about the “life style” movement and | 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. | 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 | like Sting, Madona (who is a much larger phenomenon then just a
musical one, ask any American specialist in feminist studies...) and the
Matrix... | 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. | 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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XapecBam, ob6aue, CtuHr, MagoHa (KoATo € MHOro rno 3HauvMmMa oT My3uKar-
HO SIBMIEHME — NUTan BCEKN aMEPUKAHCKN CNeunannucT no ¢eMmHUCTKN n3c-
nepeaHus...) n Matpuuara... Hagssam ce aa cu HascHo ¢ dakTa, Ye B KOH-
TeKcTa Ha CbBPEMEHHOTO U3KYCTBO, Aaxke 1 B bbarapus, nma MHOXeCTBO
NMOCOKM, HSKOW NO-pa3BreKaTenHun, Apyrn no-KpUTUYHM.

17. ,Busmno-maHckn® e cnagbk TepmnH — no3gpasneHns! Ho, Tyk kato ye nu
nma npoTuBopeUmne... AKO TBbpaUL, Ye B CbBPEMEHHOTO M3KYCTBO CbLLECT-
BYBAT ,,3aTBOPEHUN KPbroBe Ha...“ n ,Mpexu OT...“, TO OT TyK cneasa, ye
TOBa Ca Xopa, MMaLLW HY>XAa eAnH OT APYr U NpU3HaBaluy egHy Ha opyru
npaBoTO Aa v 1ma, Cb3faBariky Taka KpbroBe 1 BEpUrn Ha B3MMO3aBUCU-
MUMOCT, Hann? Bepurute oT MUHANOTO ' UMa U OHEC — XOpa, KOUTO npaBsiT
WHCTanaumm (Unu pucyHKKU, AUrUTanHn otneyarsuy, dotorpaduu, BUOEO 1 T.
H.), XOpa, KOUTO KynyBaT MHCTanauun (ako el BapBan...), Xxopa, Kouto
npopasar Te3u MHcTanaumm, Xxopa, Konuto ce pagsar (3Ham — TPyAHO cMuna-
€eMO e, CbXKansiBam) UM He Ha HCTanauuute (3Ham, Ye T xapecsar rnoHe
HSIKOW MHCTanaumm n CbBPEMEHHN MPON3BELEHNS), ranepum, KOUTO Cbxpa-
HSBAT UM HE MHCTanauum, My3eu, KOUTO ' Nokassar uav He (1 CbLUO 1
KynyBaT, C U3KnoueHne Ha bonrapus) n 1. H... Makap n ga Hama o6Lwo C
6b/IrapCKnsa KOHTEKCT, TakaBa e peasiHOCTTa, KONKOTO 1 aaneyHa ot Codwust.
Mucns, ToBa cnegBa fa e U3BbH CbMHEHUE — MHAYe e Tps6Ba aa noabp-
)Kall, ye HaIMa HUKaKBO BeHeumaHcko 6rueHane nnu JokymeHTa, 3awoTo pa-
60TMTE TaM HAMAT OTHOLLEHME KbM MacoBaTa ny6nvKa, Ye He CblLeCTByBaT
ranepum n My3emn CbC CbBPEMEHHO U3KYCTBO, 3allOTO TO HE Mpuasra Ha My-
3en n 1. H. He ro 3aaeasaw, cnasa bory! Ho Bce nak cu npotusopeuuLu.

18. Toea e oTBpatutenHo! He mora na noHeca ToBa, KOETO npass, Aa uma
KaTo OCHOBHa QYHKUMS, Ye TpsbBa Aa CnyXu 3a MOeHTUONKaUMOHEH UHCT-
PYMEHT Ha KOroTo 1 Aa e, OCBEH Ha ny6nukara Mu, Takasa no cBoW n3bop,
1 Ha MeH camusi. BaxkHata coumanHa ¢yHkuus, onvucaHa ot Jlnotap, e
BCBLUHOCT BaXKHa 3a coumanunsaunsra, Hann? VI3kycTBOoTO B ycnyra Ha
HELLO BbHLUHO, 3b64aTo KOJMEeNo B coumanHaTa nurpa Ha AoMuUHauUms U KOHT-
pos, MPOCTO MHCTPYMEHT Ha BfacTa B egHa no-wmpoka cxema? U oyakeaw
[a ce NpUCbeanHs KbM TakoBa TBbPAEHWE UM NMOHE Aa U3nuTeam HocTarsl-
rma no 3ary6ata my? He cbMm ro oyakean OT Teb — YOBEK TOIKOBA UHTEPECY-
BaLy ce oT Muwen ®yko... OTkazBam Nogo6HN GyHKUMK Aa ce npukaysat
KbM paboTtute mu!

Ho vma v gpyr HauvH ga ce mucnu ropHoTo. Obauve we Tpséea aa ro nspa-
60TUL caM Ype3 aHann3, KakbBTO a3 He CbM B CbCTOsIHVE Ja Npeanoxa.
Mucnuw nn, ye e Bb3MOXHO CbBPEMEHHOTO N3KYCTBO HaNCTMHA Aa AEnNCT-
Ba B Mos3a Ha coupannsaumsaTa (Mpass ce 3a Te3u oymu), Makap 1 B 06-
paTtHa nocoka — fa peyem, Ypes aHTucoumanm3aums NocPeacTsoM KpUtnka
Ha coumnanHara TbkaH? pocTo nuTam...

19. 13BbH COBCTBEHUS TV HAUMH 32 Bb3MNpreMaHe Ha Npon3BeaeHns Ha
CbBPEMEHHOTO N3KYCTBO, KAKBO Te Kapa Aa MUCAULL, Ye N3KyCTBOTO AHEC
He e KomnnekceH peHomeH? [la cu ven Hewo NOJo6HO Npu yBarkaBaHu
yuyeHn/mucnutenn? Kakto u ga e, M3KyCTBOTO AHEC M306LLO He Lenu Ja op-
raHusupa ,,Bu3yanHo MHTUMHO-MPWXKMBSIBaHATa KynTypa Ha Te3n macu®. U
HWKOWN He e nucan NpoTuBHOTO. MNpremalu uamn He. ToBa e NONOXKEeHNETO 1
Ch Mmuchnsa, 4ue ako HAKOW ce y4yun, No-NnpoOayKTUBHO Le 6b,£l,e Aa ce KOHLUEHT-
pvpa Hag Bblpoca 3allo ToBa e Taka.
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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! | hate to think that what | 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? |
did not expect this from you, the person who is so much interested in
Michel Foucault... | 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 | 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 | 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. | 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 | 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. | 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. | sympathize with you and any
other confused theoretician. However, these are terminological problems,
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20. He mu e pa6oTa oa n3uncnssBam Kakea e coumanHarta GyHKums Ha ns-
KyCTBOTO AHEC, 0OCO6eHO Tonkosa Haeapo. [Npremam 3a gageHo, ye uma
HeLLo KaTto coumanHa GyHKuMs, 3alloTo NpoabrKasar aa My nsnpatuar no-
KaHuW 3a yyacTve B U3noxeém Tyk-Tam, jopu u B bunrapus. Tean nsnoxxém
yecTo ca puHaHcupaHu (He n B Bbnrapusa) ¢ o6LWeCcTBeHN Uy apyru cpeac-
TBa. Taka ye TU LLe CU TO3M, KOWTO LLEe MU KaxKe KakBa e dyHKuMaTa, 3aLo-
TO eAMHCTBEHOTO, KOETO a3 Mora [a Kaxka e, Ye oLue nma nsnoxeou, paboTu
N XyOOXKHULM, KaKTO 1 My3en (U3BbH Bbnrapus), ot KOMTO ny6nukaTa ce WH-
TepecyBa 1 3a KOWTO YeCcTo nnaiua.

21. MotnBauma? Kakto BUHarn — ocMUCisiHe Ha CBeTa, B KONTO »XUBeeM.
Cmucbn Ha cbuecTeyBaHe? KakTo BUHary — 3awoTo nva xopa, KouTo npa-
BAT MHCTanauum, Xxopa, KoUTo KynysarT... U T. H. ,....ONOCPEeAsABaHNs, OTBapS-
HUS, NOJO6BHa Hameca B CNofeneHus KynTypeH kog...“ — aa, cbllecTByBar.
Tpsi6Ba Aa NpeanprvemMemM 3aefHO NoBeve 06pa30BaTeNHN NEKUMN 3a CbB-
PEMEHHOTO M3KYCTBO, NPUAPYXEHU C nNpoxxekuun. Mucns, ye Tasm vact ot
BbNpoca T € pe3ynTaTt OT 3afBEHO HE3HAHME U O6MKHOBEH AedULUT Ha Cb-
LLECTBEHN NPUMEPUN.

Ho He e mos BMHaTa, Ye 3HaYeHNeTo, BnaraHo B TepMuHa ,M3KycTBO® B Kna-
cuyeckaTa TepMmHonorus (Kakto 1 LENUST anapar Ha Knacudyeckara ecte-
TUKa) He ycnsBa Ja nacHe C NpakTUKUTe Ha CbBPEMEHHOTO N3KycTBO. He
MU e paboTa HUTO Aa Hamypam HOBW TEPMWHU, HATO da npuraxaam ctapu-
Te KbM aKTyanHute npakTuku. Ho CbC CUrypHOCT, KOraTo HAKOW onuTea aa
HaTUKa CbBPEMEHHMW NPAKTUKN U SIBIEHNS OT KOATO U Aa 6una obnact B Tep-
MuHonorus otnpeamn 200 nnu 300 roguHK, Wwe ce cbabcka CbC CEPUO3HNA
TEPMUHONOIMYHN Npo6nemn. Ho ToBa ca Npo6remMn Ha TEPMUHONOIMATA, a
He Ha npakTukara. [pakTukara s umva, 3a 4o06pPO UMK NOLLO, Taka 4e, Mofs,
CBbpLUK CBOSITA YacT OT ,caenkara“ n Hanpasu TeopeTnyeckara pednek-
cus, 3a KOATO CY MHOTO MO-MOATrOTBEH OT BCEKN XYAOXHUIK.

22. 1a, Taka e. Makap HancTHa fa He pas6upam, 3aLlo Bmkaall To3u
enMTapusbm KaTo ,06e3HagexaeH”“? Mot nnyeH onut No BbnNpoca e gocta
pasnunueH.

23. Mopo3peHneTo T e onpaBaaHo — TO HIMa GYHKLMATA, KOSITO € Marso
npeaun. M kakBo ot ToBa? 3awo Tps6Ba ga ce 6esnokoum? [AnHo3aBpute
CbLLUO ca uauesHanu... Ho nma pgpyrv XXMBOTHW, C KOUTO OENUM MNfiaHeTara.
BbnpochbT T MU HANOMHS 3@ OH3K Y0BeK OT ceno kpan Codus, KOUTO noce-
Tun 3oonoruyeckaTa rpaguHa u Bugsan xxupad. Mnegan ro obAro n kasan:
»Hema TakoBa XXMBOTHO". A MOXXe 61 N3KYCTBOTO AHEC MMa HOBU PYHKLMN?
MonoXxnTenHo, He MOXXELL fa OTpeyeLl NPaBoTo Ha CbLUECTBYBaHE Ha
HeLlo, camo 3aLoTo crnopen 1e6 To e 3arybuno npeguwHMTE Cn GyHKLMK.
KoraTo ctaHew Ha 90, HMMa LWe U3XBbpnuL ,,0Hasn cu paéoTa“ camo 3aLlo-
TO He N3MbJHABa GYHKLUNTE, KOUTO € BbpLumna Hakora? A moxe 61 N3KycT-
BOTO OHEC He Xenae ctapute cu GyHKuum?

24. ToBa a3 Tpsi6Ba oa onpegens BbB BU3YyarHOTO CU NPOM3BOACTBO, a Tn
[a OTKpMeLl Ype3 aHanuTUYeH U NHTepnpeTaTuBeH TEKCT, OCHOBaH Ha npo-
yuBaHe 1 paboTnTe My (KakTo 1 Ha apyru astopu). JMCKypCbT € CbLUMAT, HO
OTroBOPUTE HE ca y MeH. TBOAT LWaHC € No ronsam — U3nonssaw ro...

25. Vima nn 3HauyeHune 3a 1e6, ye Jlnotap ro e Hanucan npegu 10-20 roguHu;
U Ye XUBOMUCTA 1 MHCTanauuaTa ca Hewwo pasnnyHo? Kakso Te kapa aa



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.

I ERCEIENEEEEY 22, Yes, this is so. Although | really can’t see why do you see this elitism as
LRl “desperate”? | 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?
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ey 24. That's for me to define in visual artworks and for you to find out in ana-

etk vtical and interpretive text based on your expertise and my works (others
t00). It's the same discourse but | do not have the answers. You have a bet-
ter chance - use it...

PN 25. Does it matter to you that Lyotard probably wrote this 10-20 years ago;

EeEkes| O 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 | have
none. For the opinions, yes, but | just do not take any theoretical word as a
binding final truth, it’s just one of many possibilities. Not only do | not identi-
fy with the above definition by Lyotard but also | refuse to be responsible for
other peoples’ comments and metaphors.

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

Alexander Kiossev —
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page 93 27. | can live with that.

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

N S o 29. So, be it! Welcome to the “circle”.

page 93
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MUCNULL, Ye XyOOXKHULMTE Unn xopaTa oOT ,3aTBOPEHNTE KPbroBe" ce UaeH-
Tmduumpar ¢ Tasu gedbuHnums n 9 npuemat? srnexpa gocta aporaHTHO
Aa ce MHKPMMMHMPA 1 Hanara onncaHue, AaaeHo OT ednH YOBEK Ha Lsanoc-
TeH o6m|/|peH KOHTEKCT OT X0pa, JIOKaliHNn KOHTEKCTU, NPaKTUKN 1 Npon3se-
peHns. U owe - 3awo He nonutaw Jlnotap 3a ToBa? V3rnexpga na cu us-
MbIHEH C YyBaXXEHME KbM TEOPETUYHNSA aBTOPUTET, KAKBOTO a3 HE U3NUTBaM.
MHeHus — npuemam, HO He 1 TEOPETUYHOTO KaTo 06Bbp3BaLla KpanHa uc-
TWHA, a KaTo efHa OT MHOro Bb3MOXKHOCTU. He camo ue He ce ngeHtTupuum-
pam c ropHata geduHuumsa Ha Jlnotap, HO 1 0Tka3Bam Aa 6baa ObpXKaH OT-
roBOpPEH 3a KOMeHTapuTe 1 metadopuTe Ha apyru xopa.

26. KakBo Lie Kaxkel 3a ,enaTMpaHe Ha NcTabnuwmbHT-a“? MNonutuueckus,
WHCTUTYLUMOHASTHUS, aKafeMUYeCKns, TO3U Ha MOPaNHOTO MHO3MHCTBO, 06-
pasoBaTenHus, BudyanHus... ETo ToBa My xapecsa — ,BU3yaneH ncraénuil-
MBHT", TO3K 06UYaM ga ro enaTMpam, ama MHOro. B kpas Ha Kpauwara CbMm
NPOCTO EAUH XYAOXKHUK...

27. lLe ro npexuses.

28. A-a-a, nak Te3un nevasHo U3BECTHU ,3aTBOPEHN BU3yasiHO/eKcrnepumeH-
TanHm cpeamn”...

29. Taka pa 6bae! [lo6pe pownn B ,Kpbra'.



Hel'lpeTeHLl,IIIO3eH CNNCHK Ha yeTnBa:

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)

109



[MpaBoontob eaHoB

ToBa e No-ckopo ,navybpk” OT IMYHU PENNKA 1
MHeHWs, 6e3 BUaMma Bpb3Ka NOMeXXay UM, KOUTO He
MoraT aa ce pasbepar 6e3 fa ce npoyeTe Tekcta Ha
AnekcaHobp Kboces.

PVEDGELT NIl 1. ...He, n3KyCcTBOTO HiMa opraHm3aunoHHN GyHKUMK MbK 610 TO 1 3a ,eKc-
oMl TaTUYHNTE eHeprin Ha obLLeCTBOTO".

A ENCETIN NGl 2. ... KONKOTO A0 , ToBa, KoeTo AQOpHO, BeHamuH 1 JIboBeHTan ca HeHaBX-

eyl fanu®, moraT ga npodbshKaT Aa ro HeHasvkAaT Makap, Ye Huckara u BUCo-
Karta Kyntypa gHec ca [ocTa OTHOCUTESIHM U OCMO3UPaHN NMOHATUS, OCOGEHO
BbB BMCOKWTE CU YacTu.

EDGEGT oMol 3. ..., TO (M3KYCTBOTO AHEC) HE Ce MHTepecyBa OT Macosara nyénuka...”.

eent:ts| [MbpBO - Kora ce e nHtepecysano? (beptpaH Pbcen nuuwe, ye PeHecaHcbT
C€E € OCbLUECTBUN B TECEH KPbI OT NOCBETEHM, LUTMPaM MO NameT); U BTOPO
- KaKBO 3Haun ,macoBa ny6nuka“? Macosa e camo ka3noHHara nybnuka, a
Hesl MbK CbBCEM HsIMa KO fa s MUCHIN.

PV RGETN S N el 4. ... [la, Bb3BMOXKHO € ,,KbCO CbefMHEHME...”, HO He B TOUKaTa ,Ha eKcTasa,

o] eKCTpeMHaTa emoLuus, CoHTaHHaTa pagocT OT ToBa, Ye Bukaall®, a no-cko-
po B TOUKaTa Ha OTMECTBaHe OT U3BPOEHUTE Hella, B Toukarta Ha npunib3-
BaHe, C noasia 1 cb3HaTenHa nogMsiHa.

INETGET ol (Clelel=:88 5. ...Helo kaTo KoHTpa-Bbnpoc: Kak ce npunara HEONorn3mbT ,,BU3NO-MaH-

iRty CKM“ KbM efHa cpefa 6e3 HMKakesa XyaoXkecTseHa nHopacTpykTypa, 6e3 na-
3ap, B KOSITO BbNPEKMN BCUYKO CE Cb3[daBa NpOoJyKT, Ha NyK Ha 3gpasarta Jo-
rmka?

VNELCERT oM (GOl 6. ,,...3aTBOPEHO B CBOUTE XEPMETUYHIN MPEXN OT KypaTopw, ranepucTi, npo-
yielielt] AyLeHTn, meueHaTn, puHaHcueTu... . E, nponycHan e XxygoXHuum, a a3 6ux
po6asun n nyénmka. Konto He BApBa fa otTuae B cbboTa unv Hegens B Yencu,
Hio Mopk nnwn B pa6oTeH feH B 10 yaca cyTtpuHTa npen Go6yp B Mapux! 3a
KakbB XepMETU3bM CTaBa AyMa He Mora fa pastepa? Ta nsépoeHute ot
Anekcanabp Kboces rpynu oT xopa efiBam ce cvoupart Ha eguH peq! Lo 3a
xepmeTn3bM? Kakto ce ka3ga: fgan boxke BCekumy TakbB XepmeTu3bm!

PEDGEGT NIl 7. ... ,M3BbH 3aTBOPEHNTE BU3yasiHO-eKCnepumeHTanHn cpeau...“. A3 3a Ta-

[ijelieZ] KMBa Cpedmn He CbM 4YyBasl, He CbM YyBas U 3a eKCNepyMEHTaNHO N3KYCTBO,
cbxanssam... MHoro 61x ce pagsasn fa ce 3ano3Has C XyOoXHUK-eKcnepu-
MEHTaTOP, KaKTo 1 C KPUTUK-EKCMEPUMEHTATOP.

INETET ol (Clelel-:88 8. OCHOBHUWST BbMPOC, KOMTO Criopeq MeH NocTaBs TEKCTLT Ha AnekcaHabp
iRzl Koces e To3n 3a Hy)xgaTa, 3a HeobxoammocTTa Ha: N3KyCTBOTO OT reHepa-

nu3npawla KoHUEeNUMs/yTonns; Ha XyaoXKHUKa OT Ny6nuka; Ha manobpoiHa-
Ta ny6nmka oT KONMYeCcTBO, 3a Ja CTaHe MacoBa; Ha MacoBUs KOHCYMaTop
OT CeNeKTVBEH M360p; Ha N3KYCTBOTO Aa Ce CbCTe3aBa CbC 3abapnsBaliara
MHAYCTpMS 3a ,MPOCTPaHCTBaTa Ha OKOTO M CbPLETO Ha xopaTta®; u T.H.
Bux cu no3sonun fa o6bpHa/Mpoabmka Bbrpoca Taka: A, n306LLo, uva nm
Hy>xga oT HyxxgaTa, B CMycbna Ha n36poeHoTo A0 Tyk?

Benexka: [lymnTte B KaBNYKKU ca OT TekcTa Ha AnekcaHgobp Kboces
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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.

AEYERCERNGEEEAS 1. ...No, art does not have any organizational functions even for the “ecstat-
eElelN:E] iC energies of society”.

INEYEWEIRNGEEEAS 2. As far as “that, which Adorno, Benjamin and Loewenthal had despised”
oelelieyd 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.

INEDEREERNGEEEVA 3. ..“It (art today) is not interested in the mass audience...”. Firstly, when

WLl has it been interested? (Bertrand Russell writes that the Renaissance has
happened within a closed circle of initiated individuals, | am quoting from
memory). And secondly, what does it mean “mass audience”? Mass audi-
ence is only the establishment audience, and | think there is no one interest-
ed in reflecting on it.

NCYERCEIRNNEEEYAS 4. ... Yes, a “short cut...” is possible but not at the point of “ecstasy, extreme

SELX:E] 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.

INDEREERNGEEEVAE 5. ...Something like a counter-question: how is it possible to apply the neo-

oElelX:] 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?

AEYEWGEIRNGEEEYAS 6. ... enclosed in its own hermetic networks of curators, gallerists, produc-

eElelICll ers, mecenats, sponsors...”. Well, he has missed out artists and | 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? | 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...”. | have not
INEYEWCEIRNCEEEAS heard of such groups, nor have | heard of experimental art, sorry! | would

eelelck| be very glad to meet an artist-experimentalist, as well as an art critic experi-
mentalist.

INSEREERNGEEEA] 8. The main question posed by Kiossev's text is the one about the Need, the
oeleleiek] 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, | 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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BaH Mypnos

1. [lBete n3noxe6m, KoMTo CrioMmeHaBall,
HSMaT HMLLO 06Lo nomexay cu. Bce nak
JokymeHTa e Ha 50 roguHu, Bce Lwe TpséBa
[0a e cTaHarna HaKakBa crnownka c rpaga.
MaHwndecTa e nbTyBaLWo 6meHane, KOeTo
3Hauu, Ye HerHaTta crnouka c rpaga ocrtasa
Ha BTOPO MSCTO.

2. Bcuukm Te3n Hela 6rxa Hanpasuim
n3noxk6arta rno-n1ecHo n3mnbfHuma, He no-
po6pa.

3. [a, Beue nmawe MaHudecta B

N3TOYHOEBPOMNENCKN rpaf, cMen Aa TBbpaa — ycnewHa. OnpegeneHo
Jlio6naHa HaAMa HuWo o6wo cbe Codusa. Hama Huwo obLo obave u ¢
PoTtepaawm, Miokcembypr u GpaHkoypT. ICTUHCKUST Npo6nem €, ve
€BEeHTyaslHo, 6oraTuTe KynTyp-BbpBeENN Le 1 e cTpax ga pongat B Codus,
a ToBa LLe € paBHOCWUNHO Ha npoBas. HeotaaBHa 6saxme CBUOeTeNnn Ha
an6aHcko 6ueHane (1 To He nowo) B TupaHa. BsapHo, ue 3ag Hero cTewwe
uTanusHew, 1 CbBCEM APYrn, NOAUTUYECKN, NOAGYAN, HO BCE Mak Cnoaensim
obLo6barapckara nos3uuus, Ye cme Manako no-goépe ot AnéaHus. Karto
KasBam Manko, Mam NpeaBuf, HaucTHa Masiko — cTaBa BbMpoc 3a
nHdpacTpykTypa. IHaue cmatam, ye anbaHcKuTe XyooXXHULM Ce paaBaT Ha
Mo-rofisiM ycrnex oT 6bJirapckuTe.

4. [la He ce roTeuLL Aa cTasalwl KMeT?

5. AMy ye B3eMM IMbTHU €0HO eKCTas3u, KakTo Ce Ka3Ba ,,0T BeOHbX
negepact He ce ctasa“. Moxe 6u Le pasbepeLl, Ye HApPKOTULMTE He
peluaBat Npo6nemMuTe, a camo M NPaBsT Ha Kowmapu. To3u HauMH Ha
YKUBOT € camo eTan. ToBa, Ye HM ynpaBnsBa NOKONEHNETO Ha 60-Te He
Hanpasu CBeTa No-XyMaHeH, Camo MOBMMS Ha NPeAn360pHUTE NOCNAHNS.

6. U cnasa 6ory. Macosata ny6nvka TbpCy camo canyHeHu onepu, Ha Hest
" BAMSST peknamuTe, 6bp30 CMEHALWMTE Ce Kaopy 1 edekTn Ha
XONMBYACKNTE NPOAYKUMM (Daney CbM OT MUCBHATA, Y€ Ha MEH CbluuTe Hela
He MV BAUSST MO CbLUMS HauKH), HeWO KaTo ekcTasu, HO 3a yrnoTpe6a cnef
pa6oTa, 3a 0TMOpa — NO-CKOPO KaTo xaluiw. KonkoTo Ao CTyAeHMHaTa cu
a6conoTHo npas. Mo-npaBunHo 61 6UNO oa ce Hapeye cyxoTa — KaTo ce
030Ba B ranepus no-ronsma ot CTO KBagparta Mu ce gocnusa. 3arosa cu
MmMaMm Kamepa — T8 M1 JaBa Bb3MOXHOCT Aa pasrnexxaam ronemmre
U306 ¥ AOMa, B fierHano nonoxeHue. CUrypeH cbM, 4ye ako noceTui
n3noxx6a Ha EpsuH Bypm e T ce cTopy cyxa, HO CbLUO Taka cMmsaTaM, ye
TOW € Han-nonNynsAPHUST XyOOXHNK B MOMeHTa cpen MTV-deHoBeTe He 3a
apyro, a 3awoto Red Hot Chili Peppers ca ce BabxHOBUAM OT Herosa
pa6oTa U ca CHUMarnu nocnefHus cu Knvn B cyxa ranepuinHa cpega Mmexay
HeroBu pa6oTu. KnunbT 3aBbpluBa ¢ JyMUTE ,BAbXHOBEH OT EAHOMUHYTHUTE
ckynntypu Ha EgBuH Bypwm“. ToBa, pa3bupa ce, He NnpaBu HeroBuTe paéoTu
no-go6pu, NO-A0LWK, NO-CYXW UMK NO-MOKPW, NPasu M camo Mo-nonynspHu.

7. HopmanHo e. Bcuukun ce 3axnacsame.
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Ilvan 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 |
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 ltalian organizer behind it as well as completely different political
motivation. However, | share in the all-Bulgarian view that we are a bit better
off then Albania. When | say “a bit” | really mean “a bit” because | am talk-
ing about the infrastructure. Otherwise, | 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 | am in a gallery larger then 100 m® | start feeling drosy. That's
why | have a camera. It gives me the opportunity to see the big shows at
home while lying in bed. | am sure that if you see a show of Erwin Wurm you
will think it's dry but at the same time | 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. ToBa, e HawwnTe Npodecopmn He ce 3axsiacsBar, FoBOpY MHOMO 3/e 3a
akagemuyHaTa Hu cutyauus. 3a wacTre ToBa ce CllyuBa camo Yy Hac 1 oule
HAKONKO NPOBUHLUMN.

9. Peknamara cnyxu 3a Aa npoaasa Han-pasfiuiHn NPoayKTY — JAMCKM
NPEeBPb3KU, CaHABWYY, NPE3EPBATUBY, APEXMU, KO3METVKA, KITMMATULM 1 T.H.
Mpw BUOEOKNMNOBETE, NPeQnonaram, € SCHO CbLIOTO, KaTo Npu peknamMarta.
M cbBpeMeHHOTO M3KYCTBO [0 ronsiva CTerneH e CbLio peknama — BCUUYKO
Tpsi6Ba fa Ce Npoaasa v KynyBa, nHaye cucteMara Te U3XBbpIs.

L[ 1POBNEMDBT C ,,pENNIMO3HOTO UM PEHECAHCOBO N3KYCTBO®, KOETO CbLLO €
[OCTa pPenurnosHo, e, Ye cera Hewata ce CBexXxaar [0 nasap 1 To AMKTyBa
BCWYKO. YUeHU, NnTepaTopu 1 XyAOXKHULM ca NPUHYOEeHN aa
nonynspuampar ugenTe cu, 3a ga morat aa ru npopasart. EctectseHo, fa ce
60puL 3a BHMMAHNETO Ha edHa ,rnoéanusnpana“ nyénuka npm
NnonoXkKeHne, Ye ce 3aHUmaBall C Helo BCe Nak TACHO npodunupaHo, e
pocTa TpyaHo. Taka ue, kato epekT oT rnobansaumsita gocTa o6nacTi ce
,3aTBapAT" B TECHN KPbroBE U TOBA € eHA eCTECTBEHA peakuus Ha
xopara“. (no Oecucnaea dnmosa)

10. PenurusTa 1 MOHapxusTa He 1n3uyesHaxa OT >KMBOTa HU 3aLl0To
XYOOXXHULIMTE CrpsiXxa [a pUcyBaT PENUIMO3HN KapTHW, a8 06paTHOTO —
coumarnHara nopbyka Beue e apyra u ce n3mnbiHssa no-qoépe ot
MacMmegunTe, U3KYCTBOTO € HEHY)XKHO B MacoB nnaH. To No-ckopo e
reHepaTop Ha UAeu, KOUTO PaHO WU KbCHO Le 6bAaT acUMUIMPaHu.

11. MNMpepgnonaram, roeopuwl 3a nponaranga. bux ce pagsan ga mu
OTroBOPWLL KaTo NpernogaBartes 3alio UCTopUsiTa Ha U3KYCTBOTO B
6bnrapckata XynoXecTBeHa akagemusi CBbpLuBa ¢ BropaTa cBeToBHa
BOVHa? 3a gpyrute yuebHu 3aBefeHns He 3HaM, He CMest 1 fa NOMKCHS.

12. PagBam ce, ye mora fga Tm OTroBOpS C eAvH He AoTam 3a40BonuTeneH
uutat oT dpeHckus kypatop Amn bapak — ,,CbBpeMEHHOTO U3KYCTBO e
TOBAa, KOETO CbBPEMEHHUTE XyOOXXHUUM NpaBaT”. [Npuemun HewaTa Takmsa
KaKBMTO Ca 1 OCTaBM Ha BPEMETO fAa Kaxke nocnegHara ayma.
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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. | 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. | suppose you are talking about propaganda? | 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 11?7 | do not know about the
other schools, | don’t even dare asking...

12. | am glad | 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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KanuH CepanvoHoB

loguHa cnep otkpusaHeTo Ha MaHudecTa 4. Obnro
BpEME Ce OnuTBax fAa paschXxaaBam BbpXy BbMpoOCUTE,
3apapeHn ot Cawo (AnekcaHobp KboceB). YeTtsax i n rm
npenpounTax, u He ycnaBax Aa ce KoHUeHTpupam
MakcuMasHo, 3a fa nam mos otrosop. Ctopuxa mMu ce
HSIKaK CM CKYYHW, KaTo nopeaeH onut 3a GopmynupaHe
Ha 06ACHeHOTO. MoXKe 61 3aL0TO XYAOMKHUKBLT
pacb)xgaBa BbpXy CbLUUTE TEMU, HO O6MKHOBEHHO
BM3yanuaupa cosita no3muus. A n BpeMeTo BbpBU
TONKoOBa 6bP30, Ye B MOMEHTA B KOUTO Ce MosiBU
HSiIKaKBa XpyMKa, AOKaTo 6bAe peann3upaHa Beve e
noosextsana. Kato ue nn HewaTta ce npepasnpenensT B
no-marsnku CTOMHOCTW, 06eMaT CBO6OAHN HULLN U
NMOAMEHST CbLUECTBYBALLM ONPEAENEHNs, HO HE MOraT U3UAano aa ce xapakrepuauvpar
KaTto embrnematuyHu. laney Cbm OT MUCHNTA, Y€ LLe yCres Aa Aam HAKakBo ¢punocopcko
onpeneneHune Ha yyactneto mu B MaHudecTa 4 nnu Ha 6barapckuTe yyactus B
MaHundecTtnte fo cera. 3a MeH TO GeLe NNYEH YCNeX 1 pe3ynTaTt OT o6LnTe yCunms n
onuTta ot GOPMUPAHETO Ha XYAOXXECTBEHMNS KOHTEKCT.

Mo>ke 61 HEBOJSTHO UNK HSKaK CY NOACH3HATENHO OTnarax AaBaHeTo Ha MOsi OTrOBOP, HO
TE31 BbMNPOCK CTOsIXa B MUCHIITA MU NMOCTOSHHO Npe3 LANoTo ToBa Bpeme. XyAOXKHUKLT
Tps6Ba ga ymee fa 3asBu cBOS statement, TOBa NOHAKOra Taka 4OCagHO TEKCTYE C
Makcumym oo 200 gymu, KOeTO Ce N3KNCKBa MOYTU BbB BCEKM NPOekT. KaTto pe3yntar ot
MOETO ,HEBOSIHO" pa3Ch)XaaBaHe BbpXy BbrnpocuTe Ha Callo, y MeH ce n3euctpu
3a[aeHoTOo Beye 3arnaBune Ha Tasu kHura ,MaHndecTta n H1e” 1 No CKopo aymuykarta
~Hue". 3awo kassawme 1 HMe*? BepoaTHo He camo 3awoTo MaHndectute ca
€OVHCTBEHUAT TaKbB MallabeH NpPOeKT, KOWTO BbBMUYA HAW-FrONsSM 6pon 6barapcku
yyacTHUUN. He mora [a ro pa3toiikyBam, HO ToBa M1 3By4n NO CneaHna Ha4vynH:

Hue, HUe, HUe, HNe, HNe, Hl/le, Hl/le, HVIe, HI/Ie,

Hne, Hne, Hne, Hne, He,
Hne, HUe................

N Taka, B MOETO Cb3HaHMe TpanHO ce Hacaau ycewaHeTo 3a MHOXXECTBEHOCT.
n 663CI'IOpHO ronsam e KedbT, Ue a3 CbM YaCT OT Ta3u MHOXXECTBEHOCT.

W Taka, OT TyK HaTaTbK BeYe Cepuo3HO Mora fa pascbhxaasam Bbpxy gymuukara HAE, na
pasragasam HenHus Kof, Aa f BNauTam B pasnnyHy CMUCNIOBU KOHUrypaumu, aa
CTeneHyBaM CTOMHOCTTa Ha HEMHOTO 3HauyeHue, Aa A ynoTpeéssam 6€3 3aab/HKUTENHOTO
Heyno6CTBO. 3all0TO KaKTo U Aa f BbPTULL, TS BUHaru e ce pasuuta kato HUE.
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Kalin Serapionov

One year after the opening of Manifesta 4. For a long time | was trying to think about the
questions posed by Sasho (Alexander Kiossev). | was reading and re-reading them and |
still couldn’t concentrate hard enough to provide my answers. | 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. | do not think | 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 | 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, | 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. | can’t interpret it but it sounds to me like this:

we, we, we, we, wWe, We, We, We, We, We,

we, we,we,we,We,

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

So, from now on | can seriously reflect on the word WE. | can decode its meaning, | can
weave it into various semantic configurations, | can grade the worth of its meanings, | 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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Henko Conakos/Nedko Solakov
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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, | 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 | participated as a snowflake with a
melting down tendency.

Yours,

Nedko



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, Malmé (C)*; 0.K. Centrum fir
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; Uimer 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”7, Center for Contemporary Art, Ujazdowski

Castle, Warsaw (C)

“Squared Baroque — Baroqued Square”, lkonen-

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)

s ”, 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”7, 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
Siidosten Europas”, Fridericianum, Kassel
(curator René Block) (C)*
“Temporary Spaces”, Charlottenborg Exhibition Hall,
Copenhagen (curator Charlotte Brandt) (C)*
- Bienal da Maia, Maia, Portugal (curator Jiirgen 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 fiir 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 Ziirich
(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”, Bibliothéque 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 fiir Moderne Kunst, Frankfurt
(curator Udo Kittelmann) (C)

“2000+ Arteast Collection”, Cifte Amam Art Gallery,
Skopije (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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2001

2000
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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

lara 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 I’Abbaye Sainte-

Croix, Les Sables d’Olonne (curator Benoit Decron) (C)

“Selfportrait”, Rayko Alexiev Gallery, Sofia (curator

Vesela Christova-Radoeva)

- “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 lara Boubnova)

“Ghost”, Galleria Gian Ferrari Arte

Contemporanea/Ciocca, Milano

“Every Day There Is Something Different”,

Galerie Erna Hecey, Luxembourg

- “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,
0zawa, 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 Skopije; Artexpo Bucarest

(curator Ami Barak) (C)

“3 Rdume - 3 Fliisse”, various sites, Hann. Miinden,
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 I’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 Espafa,
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 lara 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 IlI”, 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)



1998 -

1997 -

1996 -

“Vendegjatek”, Museum of Contemporary Art/Ludwig - “Instant Replay”, Galerie Arndt & Partner, Berlin

Museum/Csikasz Galeria, Budapest - “Madame ma conscience”, Galerie Georges-Philippe
(curator Krisztina Szipocs) Vallois, Paris

“Recipes”, Institute of Contemporary Art, Sofia - “Manifesta I”, Natuur Museum, Rotterdam (curators
(curator Maria Vassileva) R. Martinez, V. Misiano, K. Neray, H. U. Obrist, A. Renton) (C)

“Photographies 2", Galerie Erna Hecey, Luxembourg
“Rondo”, Ludwig Museum/Museum of Contemporary * forthcoming exhibitions (last updated February 3rd, 2003)

Art, Budapest (curators Katalin Neray & team) (C) (C) a catalog published

“Un certain art de vivre” (from the collection of FRAC

Languedoc-Roussillon), Ata Center for Arts, Ata-Ray, Selected Lectures and Symposiums
Sofia (traveled) (C)

- “1999 Ways to Weimar”, Weimar — Capital of 2002 - Lecture, Center for Contemporary Art, Kitakyushu, Japan
Culture/3sat, Weimar (curators committee) (C) - “Polyphony of Voices” conference, Bunkier Sztuki,
“MoneyNations@access”, Shedhalle, Zurich Cracow (panel discussion)

(curator Marion von Osten) (C) - Lecture, Frankfurt Stadelschule, Frankfurt

“Magic Carpet”’, Malmo Konstmuseet, Malmé - Lecture, De Appel Curatorial Program, De Appel,
(curators Charles Esche & team) Amsterdam

7. Triennale der Kleinplastik, Ziidwest LB, Stuttgart - “Lava” program, Academie Beeldende Kunsten

(curator Werner Meyer) (C) Maastricht, Maastricht (lecture)

“Revolution - Terror”, ISEA’98, Liverpool/Manchester, - Lecture, Galerie Arndt & Partner/NBK, Berlin

Castlefield Gallery, Manchester (curator Charles Esche) (C) - “What discourses is art creating?” conference, La Caixa
“Landscape”, Sofia City Gallery, Sofia Foundation, Barcelona (lecture/panel discussion)
(curator Philip Zidarov) - Project tutor, National Higher Institute for Fine
“Medialization”, Edsvik Konst. Kultur, Sollentuna, Arts/HISK, Antwerp

Stockholm; Eesti Kunstimuuseum, Tallinn (curator - “Reality’s Desire” program, Comune di Milano, Milano
Joseph Backstein) (C) (lecture)

“Kraftemessen 2: Bulgariaavantgarde”, Kiinstlerwerkstatt 2001 - Workshop tutor, Royal College for Fine Arts, Stockholm
Lothringerstrasse, Munich (curator lara Boubnova) (C) - Lecture, IASPIS program, Stockholm

“A Century of Artistic Freedom”, Wiener Secession, - Lecture, De Appel Curatorial Program, De Appel,
Vienna; Helsinki City Art Museum, Helsinki Amsterdam

(curator Robert Fleck) (C) - Project tutor/lecture, National Higher Institute for Fine
“New Ways of Expression”, Municipal Art Gallery, Arts/HISK, Antwerp

Dimitrovgrad, BG 2000 - Workshop tutor/lecture, Hochschule fiir Kiinste, Bremen
“Resolution”, Galerie Arndt & Partner, Berlin - Lecture, Center for Contemporary Art, Ujazdowski

“Der rettende Engel”, ACC Galerie, Weimar Castle, Warsaw

“a vendre:”, Galerie Erna Hecey, Luxembourg - “Art Exchanges in South-East Europe” conference,
“Heaven - Private View”, P.S.1 Contemporary Art Apolonia, Thessaloniki, Greece (panel discussion)
Center, New York (curator Joshua Decter) - Lecture, First School for Visual Arts Curators, ICA/SCA, Sofia
“Unmapping the Earth”, Kwangju Biennale'97, Kwangju - Lecture, Academy of Fine Arts, Vienna

(curator Sung Wan Kyung) (C) - Project tutor/lecture, National Higher Institute for Fine
“Splash! — N. Solakov, P. Sorin, G. Wearing”, ACC Arts/HISK, Antwerp

Galerie, Weimar (curators Motz, Dietrich, Hopkins) 1999 - “Locally Interested” project, ICA/Academy of Fine Arts,
(CD-ROM catalogue) Sofia (lecture)

“Ars Ex Natio”, SCA, The Old City of Plovdiv - Lecture, Liverpool Art School, Liverpool

(curators lara Boubnova, Maria Vassileva) (C) - Project tutor/lecture, National Higher Institute for Fine
“Around Us, Inside Us”, Boras Konstmuseum, Boras Arts/HISK, Antwerp

(curators Elisabet Haglund, Carlos Capelan) (C) - Lecture, Sandberg Institute, Amsterdam

- “8/light”, Malmé Konstmuseet, Malmo 1998 - Lecture, Frankfurt Stddelschule, Frankfurt
(curator Peter Herbstreuth) (C) - Lecture, Sandberg Institute, Amsterdam
“Beyond Belief”, Joslyn Art Museum, Omaha - Lecture, Arnhem Ateliers, Arnhem
(curator Laura J. Hoptman) (C) - “Art and its mediation in countries of...” conference,
“Enclosures”, The New Museum of Contemporary Art, Kiinstlerhaus Stuttgart/ifa, Stuttgart (lecture)

New York (curator Dan Cameron) (C) - “MoneyNations@access” project, Shedhalle/Galerie
“The Scream/Borealis 8”, Arken Museum of Modern arsFutura, Zurich (panel discussion/lecture)

Art, Copenhagen (curator Kim Levin) (C) - Lecture, Ted Gallery/Varna Municipal Gallery, Varna, BG
“Bulgarian Glimpse Show”, BCIC, Moscow - IKT (International Association of Curators) Annual
(curator lara Boubnova) (C) Conference, Budapest (lecture)

“Evidence: The Real Diversity”, SCA/Sofia City Gallery 1997 - Lecture, Moderna Galerija, Ljubljana

(curators Gatev, Minchev, Stefanov, Tcherkelov) (C) 1996 - Lecture, Academy of Fine Arts, Sofia

“The Image of Europe”, Milos Art Space, Thessaloniki - “Enclosures” project, The New Museum of Contemporary
(curator Gianni Romano) (C) Art/The Drawing Centre, New York (panel discussion/lecture)

“Inklusion : Exklusion”, Kiinstlerhaus Graz, Steirischer
Herbst'96, Graz (curator Peter Weibel) (C)
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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 fiir 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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BE3 OTIOBOP
|

CueHapuin 3a KbCOMETPaXkeH urpaneH ¢punm

rerop: [1-p [aneHTuH laTes.,

npakTrKyBaLy AepmaTtoeHeponor B bbnrapus

HenctBawm nuua:

Sslpa By6HoBa, n3urpaHa oT camara Hes
AnekcaHpbp KboceB, 13nrpaH ot camust Hero
KenHep, n3urpaH ot aktbop

[elicTBMETO Ce pa3BMBa B CbBPEMEHHOCTTa, B ronsam rpafd. MNaHopama Ha rpaga no
XOpU30HTasHaTa oc ¢ TpaHcohokaTop.

AuHwHUmM: ¢pacagama Ha pecmopasm ,,Hobuauc*. ViHmepuop. BbmpewHokagpoB
moHmaxx. O2pomHa 3ana, 063alegeHa B ekAeKmuyeH, Heno3Ham cmua. B eguHus
bebA — ecmpagHa CuyeHa, Bbpxy Kosimo uma camo eguH MUKpo@oH. [locemumenume
ce 6posm Ha npbcmu, noBeyemo gpemam. EguH-eguHcmBeH KkeAHep 6e3UeAHo ce
wase ¢ poye B8 gxoboBeme. Bbpxy Hakou om macume uma cBewu, HIKou om
cBewume gopu eopsam. o 3emama ce 3abersizBam ocmambyu pasmasaHa xpaHa.
bbp3 guazoHaneH ome3g Ha kamepama. [br2opokyceH obekmuB (f=80mm).
Lleausm kagbp go mo3u MomMeHm e 6uA 3acHem B oenegasHa cmeHa. @apm no
onmuyeckama oc. 3anbABawa cBemauHa. B egHo cenape go nposopuume ca
cegHanu Ta u Tou (Spa by6HoBa u AnekcaHgbp KboceB — u gBamama He ce
Hy»gasm om npegcmaBsHe). Cmon-kagbp. VisnucBa ce 3aenaBuemo. Ta u Tou owe
He ca nopbyaiu. Brpxy macama uma 3 3anareHu cBewu. @apm go gemadia:
HeuHama gsacHa pbka, nocmaleHa Bbpxy nokaHa 3a MaHugpecma 4.

Ta (cmpemawa ce ga e cepuosHa, geroBa). Papsam ce, ye poinge Ha cpelarta! (exugHa
yemuByuua, Bb36ygeHo BbpmeHe Ha o4udku; cBarsi oyurama cu, Koumo ca ¢ gebeau YyepHu
poeoBu pamku u ce onumbBa yx HeBoAHO ga au Hamuka B8 noAe3peHuemo my).

Tolu (wupoko yxuneH, HamecmBauku oyuAama cu U 3azhaxgawl nepyema cu ¢ neppekmHo
3ay4eHu, eneeaHmMHU gBuxeHus): PapBam ce, ye n3bpa To3n pectopanT! Kak cu? Tn
psanko Beue cu B bbnrapums.

Ta: Tn NbK cn BCe NO-4ecTo cpen, ,ronemurte” B Bbnrapusa, npogecope!

AMepUKaHCKU nAaH Ha gBamama. MoHmaxeH npexog: nAaH-KOHMpanaaH, ocBer ako
He e ykazaHo gpyeo.
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NO ANSWER
|

Screenplay for a short feature film

author: Galentin Gatev M.D.,

Dermatology/Gynecology, practicing in Bulgaria

Featuring:

lara 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 (lara 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): | 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): | 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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OcBemneHue: meaa ,Apuraum®, 4x750 w (cuH ¢puambp) + 2x1500 w (cuH purmsbp)
+ BaHa ¢ppoHmanHo omeope. 2 xupaga, 2 nogcbemku. Paspabomka Bbpxy
cmeHama Ha cenapemo 3ag fpa bybHoBa. 3ag npo3opyume e u3epageHa
amepukaHcKa HoW.

Tou (HepBHO xanew| ycmHu U no4yykBawj ¢ npbcmu no pvba Ha Macama):. Xange, u3nnon
KaMbyeTo, 3all0 Me NokKaHN Ha PecTopaHT 1 TO KakbB pecTopaHT?

Ta (BHe3anHo cmaBa MHo20 cepuo3Ha): CNOKOIHO, Wwe pa3bepell.

Tou (3amucaeH). Xm-w...
3abenexka kbm pekBusuma: ga ce npegBugam HKOAKO NEPYKU C PasAuvyeH
uBsm 3a Apa bybHoBa unu Ppu3bop 3a 6osgucBaHe Ha kocama, 3aujomo 6eaume
Ku4yypu we cb3gabam npobaemu ¢ ocBemnaeHuemo. ArekcaHgbp KboceB ga u3bsizba
ga cu Bguea noenega kbMm mabBaHa u gopu ga usbsaeba ga enega Apa bybHoBa (Hau-
gobpe ga anega HenpekbcHamo B8 macama no Bpeme Ha guanoza), 3a ga He ce
noayyaBam 6AukoBe B8 ouurama My Om NPOXXEKMopume.

Ta: Hann cbm kKypatop Ha MaHundecra 4.

Tou (egBam ygbpxaw, mpenepeHemo cu). a, 3Ham 1 KaKkBo?
HaceueH moHmax Ha egpu naaHoBe Ha auyama um. LLlupokobebreH 06ekmuB 3a
o6wume naaHoBe. TiomioHeB puanmbp. Om myk go kpas Ha ¢uama 3bpHOMO Ha

emyAcusma ga ce yeme.

Ta: ickam pa myn nomorHell 3a nNpeacTtaBAHETo MU B katanora 3a MaHudecra 4 kato
MU 3afafeLl HAKOMKO Bbhpoca.

Tou (gpA60OKO norackaH, Ho ce npabu Ha usHeHagaH): 3awo TOYHOo a3?

Ta (\bcmuBo): 3awW0TO CMe APYXKN OTAaBHa U cu ronsma pa6ora.
»Pubewko oko“ 3a obwume naaHoBe, 3acHemu B8 ocmpu 20pHU pakypcu.
lNpeekcnoHupaHe ¢ 2 6reHgu. Paspabomkama Ha cmeHama u3yesba. Bucoka
KAtoYoBa cBemauHa.

Tou: Jo6pe, HO BbNpOCUTE MU e ca NoBeYve nuTepartypa, OTKONKOTO Bbnpocu!

Ts: 1 kakBoO ot TOBa!

Tou (npugo6buBaw Bce noBeve camoyBepeHocm): Oa, HO NO3NLUMATA MU B TAX LWe 6bae
noseye M306pa3unTesiHa, OTKOJIKOTO BuU3yasiHa.

Tsa: YypecHo!
Tou (HaBex ce cuaHo Hanpeg. Npes cybekmuBHa kamepa Ha Spa by6HoBa. [oaHo pucyBauio
ocBemaerHue om cBewjume): T cbrnacHa nm cu, Ye BCUYKO MHTEPECHO, KOETO HU

3ao06uKana (KoeTo e HanpaBeHO), e npou3BegeHne Ha artist-a, konto mexxpy
ApYroTo ce noaBM3aBa KaTo nucares, apXuTeKT, An3aiiHep, pexuncbop, XyA0XKHNK?
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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 lara 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 lara Boubnova, or a hairdresser to dye her hair, because the
white locks will be a problem for the lighting. Alexander Kiossev should avoid
litting up his eyes to the ceiling and should even avoid looking at lara
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, | am a curator of Manifesta 4.

He (barely able not to tremble): Yes, | 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: | 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 lara 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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Ta (npe3 cybekmuBHa kamepa Ha ArekcaHgbp KboceB. HacoueHa npocBemka Bbpxy ouyume
U. PasceuBamen Bbpxy o6ekmuBa): Mu..., 3Ham.

Tou (egbp naaH. KawupaHe Ha kagbpa mun ,upuc*): A npnemaiw nn, Ye B CbBPeMEHHUA
rno6aneH CBAT NPOGNeMbT € B Tepopu3ma, NapaoH Kypatopu3ma, YninTo
nHdaHTUNEeH Noa6op Ha aBTopy (MHCTUTYLMOHANEH) € FofiiMa YacT OT eKNEeKTUYHOTO
HM HacToswe?

EgHOCceKyHgeH YepeH 6AaHK.
Ta: Moxe 6u. N kakBo ot TOBa?

EgHocekyHgeH 65 6AaHK.

Totui (goBoseH): Dobpe, ToraBa npuemam ga T 3agaM BbnNpocute, HO Npu egHO
ycnoBue!

Ts: Kakso e 10?

Tou: Ye we opraHnsnpame ,,BusyaneH cemunHap®.

Ta (6e3pasruyHa). Bobpe. N kakBo oT TOBa?
Cmuckam cu pbyeme. Kawupauku kagbpbm, ugba keAHepbm.

Kennep: Ape! Ape! Kont'w' nopbyuBa, ga nopbysa, 4e CKOpo wwe metem!
lMopbuBam no egHa gpeHcka macmuka (cnopeg HaaudHomo B pekBusuma).
06w naaH Ha cenapemo. @poHmanreH omedg. @ay. PanugHa cHumka (64

Kagbpa/ceK.). 3ambMHEHUe.

KPAU
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She (camera view through Alexander Kiossev’s eyes; pointed lighting on her eyes; difusser
over the lens): Well, yes..., | 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 | 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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