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Kamen CrosHos me sanosHa cee CriebH [epmbp npes 2008. Mrpaxme dyt6on B nap-
ka o Mparepa. CuebH Hut Gelwe Bpatap... sarybuxme!

2009 69x BB Buera npu Kamen, nokasa mu Buaeo, B koeto Gelwe cHiman CTuebH
KaK cW MeuTae Ha rac 3a ranepus Hapedexa Ogms....g- Guermeur, m- Moudov, s-
Stoyanov, a Hynata otnpen 3a Aa 6baena asby4Ho ranepmsTa BUHAT HA MbPBO MSCTO.
MocnepHoTo mu ce cropw 3a6asHo!

B nocneacaie KameH nokasa BaeoTo B HIKOMKO M3NIOXOM M HE3HAMHO KAK PeLUMXME,
e TPSIGBA HAMUCTMHA 10 HAPABMM rANEPUSTA.

Kamen sanenn tabena "Ogms Office” Ha Bpatata Ha anaprametTa cu & Brewa.
Monutax Apa by6Hosa fanu He Moxe Aa M3NoN3BaMe KyxHsiTa Ha ranepusta Ha MCU-
Codus 3a nanoxbero npoctparctso Ha Ogms B Codus. Kasa mu aa nutam Hepko
Conakos.

Ha Henko My ce Bias npekaneHo aa okynMpame Lsinara KyxHsi M H1 NPERIOXM Aa ce
HOCTAHMM B YEKMEIKETO, KbETO CE/sXA HOXOBETE M BANMLMTE.

Mprexme npepnioxermeTo...

Mean Mynos

Kamen Stoyanov introduced me to Steven Guermeur in 2008. We played football in
the Prater Park.

Steven was the goalkeeper... we lost!

2009 | was in Vienna with Kamen; he showed me a video where he had filmed Steven
while he is dreaming out laud about a gallery called Ogms... g-Guermeur, m-Moudov,
s-Stoyanov, while the zero at the front would put the go||ery (:||W0ys on the first p|oce
alphabetically.

That was amusing, | thought!

Later on Kamen showed the video in a few shows and without actually knowing how but
we decided that we must open the gallery.

Kamen put up a plate “Ogms Office” on the door of his apartment in Vienna.

| asked lara Boubnova if we could use the kitchen of the ICA-Sofia gallery as an
exhibition space for Ogms in Sofia. She told me to ask Nedko Solakov.

Nedko thought that it would be too much if we occupied the whole kitchen and he
offered us to take up the drawer where the knives and forks were.

We accepted the suggestion...

Ivan Moudov



Kamen Crosros, Mean Myaos, CrvesH lepmbp, MnaHose 3a ranepus ,Ogms”, 2009, eugeo, 9'09"
Kamen Stoyanov, Ivan Moudov, Steven Guermeur, The Plans of the Gallery Ogms, 2009, video, 9'09"

3aeaHo ¢ Mobanu3auMsTa HA CBETA HA WM3KYCTBO HAPACTBA M WIIO3MATA 30 AEMO-
KPATUYHOCTTA Ha [OCTbra. M3npaseHn cme npen HOBA YTOMMS 34 yCrexd, KOsTo
BbPBM PbKA 30 PbKA C MAEATA 30 BCEOBLIA KPEATUBHOCT U C MEYTATd, BbMILTEHA B
npeacTasata 3a cBoboAa M NPECTUX, KOSTO BCE OLe Obrpblla GpUrypata Ha Xy[ox-
HWKO. YBEMYABAHETO HA JOCTLNA AO MPABEHETO HA M3KyCTBO obaye BbpBM M C yC-
KOPEHWUETO Ha Heo-NMBEPanHUTE MPOLECH HA MPEBPBLLAHETO My B MHBECTULMS. TO
nopaxaa HeobXoAUMOCTTA OT NPEroBAPSIHETO HA BBMPOCA, KAKBA € PONATA HA M3Ky-
cTBOTO M AanK 3arybuxme “npeana”? Kak, 3a koro 1 kbae To ce cnyuBa , HaucTUHA"

Kato komeHTap BbpXy BCUYKO TOBA M C HE MQSIKO MPOHMS 3AMOMBA M CbBMECTHMST
npoekt Ogms mexay Tpumara xygoxuuum CrvebH lepmbp, Kamen CrosiHos 1 Mean
Myagoe. Toi 3anousa ¢ BBOBPAXEHUETO, NOPOAEHO OT HA NPbB MOMES, HEOrPaHHMYe-
HWTEe Bb3MOXHOCTM, A Ce Cb3AAAE ranepws, KOSTO AQ Ce MHTerpupa B rnobanHata
Mpexa Ha obmeH: B camoTo Hadano Ha Ogms cron BupeopaboTa, B KOSTO, ONPsH HA
KkyxHeHcku nnot, CTuebH [epMbp MMNPOBM3MPA CIMCBK C NAHAMPH 30 M3KYCTBO, KOMTO
Ca MOTEHLMANHM MECTA 30 YHACTUE Ha eaHa HoeooTkpuTta ranepwus. (Camo)mporms-
TG HA TO3K NAGH 30 MOBANHA PEANU3aLMS, HAMPABEH CAKALL HA LIErd, MO YEXM, ce
BbMLLLABA B camoTo 1me Ha Ogms. T ce cbabpXa B HyNaTa, CTOALA NPEA MHULMA-
nMTe oT GAMMIHUTE MMEHA HA TPMMATA XyAOXHMUm-ocHosatenu: [epmbp, Mygos,
Crostog. 1o To31 HQYMH, M3BbH BCAKAKLE A36y4eH ped, ranepusTa e BUHAr Mbpea
BbB BCEKM CMIMCBK B KATANIO3M HO NAHAMPH M APYTH NNATGOPMM 30 M3KYCTBO.

3Haem Hai-mankoTo cren otkpueareTo Ha The Wrong Gallery s Hio Mopk, ye arec
[OPM 3QAHMAT BXOL, HA ranepusta Bopy Bee Hakbae. C tasn muckn sanousa n Ogms,
3QMOYBA KATO NAPA3MTHA KETKA B MEXAyHAPOAHATA MPEXQa OT OPraHM3aLyH, MH-
CTUTYUMM, NNATPOPMM M NAHAWPK. VIHULMAnUTE HO TPMMATA XyAOXHMKA CTOSIT eauH
[0 ApYr, TAKA KAKTO M MOHSKOrA MPOTUBOPEYMBUTE MM MAEH, KOKBO CW MPEACTABST 1
KQKBM CO MOTMBMTE MM AQ YHYOCTBAT: XENAHMETO 30 BKIIOYBAHE B NA3APA HA U3KYCTBO,
30e[1HO CbC CTPEMEXA Aa Ce OTKPME M3NOXEEHO MPOCTPAHCTBO W MHTEpeca Ad ce
Pa3MrPaBAT MO MbPGOPMATUBEH HAYMH PABAMYHM MHCTUTYLIMOHAHW (GOPMM, M3rPaX-
AaT oL NPEACTABA W BAMSST BbPXY Ha4MHA, no koitto Ogms dyHKupMoHMpa.

Vpesita pa ce cbapape ranepus, ce NPeBpbLLA B IPOLEC HA MyBnuMKyBaHE M HanaraHe
Ha ,mapkara”. Ot roguHata Ha ceoeto ceapasaqe 2009 (e kosiTo Bupeopabortara Ha
Kamen CrosiHOB y4acTBa KaTo CbBMECTEH MPOEKT HA TPUMATA XyAOXHMKA Bbe Vienna
Art Week), npes MHOXECTBO MHMUMATHBM, M3NOXEM 1 yHOCTHS, FANepHUATA MMA Pa3any-



Ogms yekme/pke, NaPA3MTUPALLIO MO LGHAG HA ranepwst ,Skuc”, ViennafFair, 2010
Ogms drawer paraziting under the desk of Skuc Gallery, ViennaFair, 2010
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HM HOPMM 1 Ce HOMMPA HA PA3HM MecTa. XyLOoXHMUMTe cb3aasaT nbpso Ogms rane-
pus-uekmemke, a npes 2011 . oTKPUBAT M CAMOCTOSITENHO U3NIOXOEHO NPOCTPAHCTBO
B Codusi, KATO [IBETE ChLUECTBYBAT YCTIOPEAHO C OTAEIHA NPorpama. Yekmemketo oba-
4e OCTABA HAM-NPOABIXUTENHATA UM MHULMATMBA IO MOMEHTA M CbLUEBPEMEHHO Hai-
MOABMXHATA B NPOCTPAHCTBOTO POPMA HA FANEPHAITA, Cama ro cebe cu mbpdopmaTe-
Ha 1 B1IM3Ka A0 XyOXECTBEH MPOEKT. To € 4acT oT , 063ABEXAAHETO” M KOHCTPYKUMSTA
HQ NPOCTPAHCTBATA, KOSITO Ce NPEBPbLLA B LIEHTBP CbC COBCTBEH KMBOT 1 EHEPTHSI.

3a mbpau T Yekmepxeto Ogms yuactsa ¢ pabota Ha Taio Kumypa B naxamnpa
3a uakycreo ViennaFair, napasutpaitku nog wanna Ha ranepus ,Ckyy”, Jlio-
6nsHa. Ckopo cnea Toea, npes mait 2010 ce oTKpHBA W NO-NOCTOSHHATA My TepH-
TOpUS — B KyXHSTA HO ranepusta Ha MHCTUTYT 3a cbBpemerHo makyctso, Codus.
OrTorasa NokasBaHETo HA pPaBOTH B YeKMemke Ce Cly4Ba MO PA3AMYHU MOBOAMU M
cvbutus ot Buena, npes Codus, Liopnx, no Amcrepaam, Haroita, Dxakapra u gp.

MapasuTsT € opraHmnabm, KOMTO Ce XpaHHu OT TANOTO Ha roctonpremHmrka. Cbe cbluya-
ta nornka, Ogms-dekmepxe B kyxtsta Ha MICU 8 Codus cnepsa paboTHoTo Bpeme 1
NpaBM OTKPMBAHMS HO M3NOXGM, CHBMNAAALLM C Te3un B ranepusta-gomakmt. Karto ca-
MOCTOSITENEH OPraHN3bm 06aye, TO MMA CBOSI MPOTPAMA M € BIIMCAHO KATO OTAEHA
ranepus B CNPABOYHUTE M3AAHWS 30 KyNTypHWS XMBOT Ha ctonuuata. Mrpaeitku cu
He camo ¢ GpoPMATa, HO M € MyBNUYHOCTTA HA raNepUsTa, B HErOBA 3ANA3EHA Map-
KA Ce MPEeBPbLA TOBA 3PUTENMTE AA 3HOAT, HYe TAM CE CIYYBA HELO MHTEPECHO, HO
Aa ca o6bPKaHK, Kbae AA OTMAAT M KaK morat aa ro eupar. ,[a ce otkpue pabora-
Ta” € [OMbIHWTENHO, 3APABOCIOBHO YCHIWE, CXOQHO C XECTA HA OTBAPSHE HA Yek-
MEXeTO — BWHAMM MMma m3HeHapal VIMeHHO M3HeHana M yyyaBaHe NpPeAWsBUKBAT
1 noee4eTo paboTh, NOKA3aHM B Hero. [MouTH BCUUYKM Te ca Ch3AAAEHM 30 KOHKPET-
HoTo msicto. OTaenHUTe XyAOXHMUM HOMMPAT HOYMH 4Q BMECTST ronemmn malabu e
MQIKOTO MPOCTPAHCTBO, AQ O M3MOA3BAT KATO 4e fIM 30 aTenue, ceprus, ToaneTHo
wkadye, Kys 3a poTorpadmm, ceprus 3a BECTHMUM, Kydap 30 aMOYAQHTHA Tbp-
roBus, rpaanHa min GykeanHo aa ro npopbHat. C paboTute ci Te YecTo npespbLLAT
CaMOTO Yekmemxe B OBEKT M M3MON3BAT OKOMHATA CPeAd, 30 Aa Ch3AAAAT Onpepe-
neta atmocepa. Chlyata Tasu atmocdepa ce NPeHacs U B APy ranepuitkii npoc-
TPAHCTBA NOA POPMATA HA LKA C HETUPK OTAENHM YEKMELXETA, KOMTO Xy[OXHUKLT
MeaH Mygos nokassa B pamkute Ha cBoM M3nox6u. Benpocst ,koit e astopbTe”
B C/ly4Qst € AMH OT MHOTOTO C [ABOMHCTBEH CMMCBII, KOMTO Morat aa 6baat sapape-
Hu 3a Ogms. 3aepHo ¢ ToBa, AGNM rANEPUSTA € NPEAM BCMYKO KOMEPCHANeH NpoeKT
MM Xy[OXECTBEH, HETOBMST OTrOBOP Ce Kpue B BeskpaiHa sepura Ha (pe)anpo-
NpUMaLMK, (pe)KOHTEKCTYanM3aLAM M LSAOCTHO MPOHWYEH NOAXOA, KbM MHCTUTYLIMMTE.

Axo nybmmkara Ha Ogms e aBCTPaKTHA M HEMPEKbCHATO MPOMEHSILLA Ce Tpyna ot
XOpA — OT LWMPOKATA CPEAA HA TaNepucTH, KOMEKUMOHEPH, Kypatopu W moban-
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IMbpsa uanox6a Ha Ogms vekmenxe B kyxtsita Ha MC-Codms, 2010
First exhibition of Ogms drawer at ICA-Sofia kitchen, 2010

HM TYPWUCTM, [0 PO3NMYHM YACTHM MyBrmKM, TO GBTOPUTE HO TONEPUSTA CO Mpe-
AMMHO MIaaM XymoxHUuM. [loseueTo oT Tsx XuBesT M pPABOTAT B [BETE OCHOBHM
Mecta Ha cbagasaxe Ha Ogms — Buera u Codus. B texnure pabotm TpyaHo morar
AQ CE BMAST PA3NMKM B MOEHTMYHOCTTA, MOPOAEHM OT NAMETTA WMIM WUCTOPHSIT.
MpuHaanexenkn KoM MOBANHOTO CbBPEMEHHO MOKOMIEHME, BEYe NPOPECHOHA-
NM3MPAHOTO MONE HA W3KYCTBO M OBWIATA BUTKA 30 PA3NO3HABAHE, TOBA, KOETO
csikall T 0BeaMHSIBA € XENAHUETO Ad Ce NOSIBST, AA BbAAT BUAMMM 1 TIXHATA mef-
Ha Touka Aa Buae pasnuuena. Ogms-yekMemke He CaMO € TEPUTOPMSTA, HO KOSITO
TOBO XENOHME CE PEanM3UpPa, HO CAMOTO TO MPOM3XOXAG OT MopoBeH CTPEMex.

Mocneprust npoekt 3a Ogms-4eKMeaXeTO B KyxHSIT HA ranepusta Ha MHCTUTYT 30
cbBpemeHHo nakyctso, Codus Ha JTbuesap bosmxues — , Komepeunanen npoexr ¢ nae-
anHa uen”, U3passiea M NAPAROKCA HA CbBPEMEHHMS CBSIT HA M3KYCTBO, B KOWTO AO6pH-
Te Maeu 3aBbPLUBAT Ha nasapa. Bee nak 1 Bee olwe ¢ npusunervsTa Ha ToBa Aa Gbaar
BBIUTLLEHME HO MUCTH, BLOBPAXEHME M OCTPO HYBCTBO 301 COLMAIHA, KyNTYPHG M Y-
Ha pednekcns. Ako npoekTst Ogms-4ekMemke MMA KPUTUYECKO M3MEPEHHE, TO TO &
MMEHHO BbB BOJISITA 40 PEANIM3MPA TA3M NPMBUNENMS MOUTH KATO KOMEPCHAIEH NPOEKT.

Bnagus Muxaitnosa

The globalization of the world of art brings about the ever growing illusion of democratic
access. We are facing a new utopia of success that goes hand in hand with the idea
of all-encompassing creativity and the dream embodied in the nofion for freedom and
reputation, which is still enveloping the figure of the artist. The increased access to the
producfion of art however goes together with the accelerating of the neo-liberal process
of turning it info a field of investment. That leads us to the necessity to think over the
question about the role of art and weather we have lost the “ideal” or not?2 How, for
whom and where does art happen indeed?

As a commentary on all of the above and not without a healthy chunk of irony started the
Ogms, a joint project between Steven Guermeur, Kamen Stoyanov and Ivan Moudov.
The project started with a vision, born out of the seemingly unlimited potential, to start a
gallery that might integrate within the global network of exchange. At the start of Ogms
there is a video work where Steven Guermeur is standing up and while leaning on the
kitchen desk he is improvising a list of art fairs where a newly opened art gallery might
potentially participate. The self-irony of such a global plan for realization though jokingly
concocted, as if in while home in sleepers, is witnessed by the very name of the gallery
- Ogms - the zero standing in front of the three founding artists” initials. That step secures
the always first place alphabetically in the list of galleries in any and every catalogue of
an art fair or another art platform.

We know from the experience of the Wrong Gallery in New York that today even the
back door of a gallery always leads somewhere. With this bright notion in mind started
the Ogms Gallery as a parasite cell within the international network of organizations,
institutions, platforms and art fairs. The initials of the three founding artists stand next to
each other just like their sometimes contradicting ideas about what to do or what's the
motive to take part. Their desire to partake in the art market together with the drive to open
an exhibition space and the interest to play out as performance a variety of institutional
forms are structuring a shared notion and are influencing the way Ogms funcfions.

The idea to start an art gallery turns into a process of publishing and establishing the
trademark. From the year of its foundation 2009 (when the video work by Kamen
Stoyanov is participating as a joint project in the Vienna Art Week), through a number
of initiatives, participations and shows the gallery takes on various forms and could be



Ogms vexmemxe Ogms drawer
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[pynosa uanox6a 8 Ogms yekmemxe, 2012 Group Show af Ogms drawer, 2012
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found in different places. At first the artists are opening a gallery in a drawer and then
in 2011 they are opening a space of their own in Sofia while the two exist in parallel
but with separate programs. The Ogms drawer gallery is however their longest surviving
inifiative fo day and at the same fime the most flexible form of spatial existence of the
gallery, which is in itself quite performative and very much like an arfistic project on its
own. The Ogms gallery in a drawer is part of the set up and the construction of the spaces
where it is fo be found while turning into a sub center with its own life and energy.

For the first time the Ogms drawer takes part in the ViennaFair in 2010 with a work by
Taiyo Kimura as a parasite within the stand of the Skuc Gallery from Ljubljana. Soon after,
in May 2010, the gallery in a drawer opens its more permanent space — in the kitchen
of the ICA-Sofia (Institute of Contemporary Art) gallery. Since then the presentation of art
works in a drawer takes place at different forums and events in Sofia, Vienna, Zurich,
Amsterdam, Nagoya, and Djakarta and so on.

The parasite is an organism which feeds on the body of the host. Following this logic the
Ogms gallery in a drawer in the ICA-Sofia Gallery kitchen cabinet is using the working
hours as well as sharing the openings of the host gallery. As an independent organism
the drawer gallery has its own program which is listed as a separate gallery in the guides
about the cultural life in Sofia. Playing around not only with the form but also with the
pub|ic status of the gu”ery the know|edge that the viewer could go somep|ace where
something interesting is happening but without ever being sure where exactly to go
or where exactly to find the “show” on display, is turning info a trademark of Ogms.
The action of “discovering the work” is an additional healthy effort which is similar to
the effort of opening the drawer — there is always a surprise waiting in there! Surprise
and wonderment are the sensations most often triggered by the projects in the gallery
drawer. Almost all are conceived for the specific location. The artists are inventing
ways to accommodate large scale into a small space. To use it as a studio, a stand, a
bedside cabinet, a box for photographs, a newsstand, a suitcase for street frade, a park
or to literally make it bottomless. With their works the artists are often transforming the
very drawer into an object while using the environment around for creating a specific
atmosphere. The same atmosphere is sometimes fransported info other gallery spaces
in the form of a stand-alone cabinet with four separate drawers which the artist lvan
Moudov is showing in his own one-arfist shows. The question “who is the author2” is in
this case one of the many dual meaning questions that might be asked of Ogms. At the
same time the question about the commercial or the artistic status of the project and its
answers are hidden in the endless chain of (re)appropriating, (re)contextualizing and the
allover ironical attitude to the institution.

If the audience of Ogms is an abstract and ever shifting group of people - from the
gallerists, collectors, curators and global tourists to the various private audiences than
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Tanepus Ha UCU-Coua ICA-Sofia Gallery

the authors of the gallery are primarily young artists. Most of them are living and working
in one of the two main locafions for Ogms - Vienna and Sofia. One can hardly detect in
their works the differences in identity born out of either memory or history. Being part of
the global contemporary generation and already professionalized within the art world
and the genero| battle for recogpnition, 1hey are probcb\y united by the drive to emerge,
to be seen and for their point of view fo be counted. The Ogms gallery in a drawer is not
only the territory where this drive is being realized but it is itself predicated on a similar
strive.

The last project for the Ogms-darwer in the kitchen of the gallery space of the ICA-Sofia
is by Luchezar Boyadjiev. Tifled “Commercial Show with a Nonprofit Goal” it is an
expression of the paradox of the contemporary art world where the good ideas end
up on the market; ideas that are however privileged to be the embodiment of thinking,
imagination and acute sense of social, cultural and personal reflection. If the project
Ogms-drawer has a critical dimension it is exactly in this will to materialize this privilege
as an almost commercial project.

Vladiya Mihaylova

OGMS LLKA®D

MNean Myp,OB Be4Ye roauHu Hapea 13cneapa MeXaHU3MmITe, KOMTO M3rPaXaaAT CBETA HA
M3KYCTBOTO. Or CMMYyNauM[aTa Ha OTKPMBAHE HA My38|71, [0 BMHOTO 3Q BEPHUCAX, Npe3
Cb3AABAHETO HA KOJNEKUUS, ENIEMEHT NO ENeMEHT UHCTUTYLIMMUTE HA M3KYCTBOTO M TEX-
HUTE COLUMANHU KOAOBE C€ M3UTPAHM OTHOBO, HO TO3M MbT HA TEPUTOPUATA HO CAMOTO
npoussenexHne, NoJ4nHeHn Ha HOBKU NpaBMna.

Caupetenyt cMe Ha eMH HECBMHEHO HOB TUM MHCTUTYLIMOHAIHA KPUTMKA, KOWTO npes
NOCNEAHUTE IECETUNETHS! CTAHA Bb3MOXEH B1IaroaapeHme Ha MPMUChEAMHSIBAHETO KbM
JUEHTPanHMs", 3anaaeH AMCKYPC M CUCTEMA HO M3KYCTBO HQ BCE MOBEYE XYAOXHHLN
or ,nepudepusaTa”, KLAETO POMSTA HA U3KYCTBOTO € YECTO AANEY OT HANIOXEHUTE 3-
NanHU TPOAULMM.

Tasu HOBG KPUTHMKA PASMEXAA HE COMO MHCTATYLMSTA KATO BAGCTOBA CTPYKTYPd, HO
PA3KPMBA M AOMUHWPALLATA NO3WLIMA HO COMMS 3AMALEH MOAEN Ha kpuTuka. He cny-
4QIHO TOASIMA YOCT OT AEMCTBMATA W MPOW3BEAEHMSTA HA HOBATA MHCTUTYLMOHQNHA
KPUTUKQ, KOSTO MPAKTUKYBAT XyAOKHMUM KaTO MygoB, M3rmexaaT ckaHaanHu 1 npo-
teopeumsn. Cammat MyaoB LIeneHaCoYEHO MX C KPAMHA M306peTaTenHoCT atakysa
QnapaTa Ha CAMOKPMTHKA, KOWMTO YECTO MPUMKPWBA BUHATA 30 MHHOMPABHOTO y4ac-
THe Ha M3KYCTBOTO B CLUECTBYBALLATA NA3APHA W BIACTOBA cUcTema. Taka Hanpumep
,Pparmert” (2002-2007) ce chcToeLe OT KPAREHH ENEMEHTH OT NPOU3BEAEHMS Ha
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Mean Mygos, Ogms ukad 1, 2011, ckvua Ivan Moudov, Ogms cabinet 1, 2011, skeich

— o —
CbBPEMEHHOTO W3KYCTBO, M3NIOXKEHM B MPECTIXHW CBETOBHW MHCTUTYLMM. XyAOKHMKLT
HEe CaMO NOCTABM MO, CbMHEHME MCTOPHATA HA 3ANCAHMTE MCTOPHUHECKU M OPXEONOr-
4ECKM KONEKLMM HO U3KYCTBO (C apTedaKTH, MPUCBOEHHM NO BPeMe HA BOEHHM MOXOAM
MK QPXEONOTMYECKM eKCMIeANLIMM), HO W NPoBaema 30 QBTOPCTBOTO M KAKBO Onpeaent
CTOMHOCTTA Ha TBOPGATA AHEC.

OGMS e epnH OT HAM-MQNKO NPOBOKATUBHMTE MPOEKTM, B KOMTO € BbBReveH MeaH
Myagog, Ho 3a cMeTka Ha ToBa epuH oT Hait-edukackmte. 3aearHo ¢ Kamen CrosHos
n CriitebH [epMOp, XyAOXHMKBT Cb3[ABA KOHLEMUMS 30 KOMEPCMONHA ranepus 3a
M3KYCTBO M PA3BMBA €[HU OT HEMHMTE MPOSIBM - rANEpMs C pasmepa U GOpMaTa Ha
yekmemke. M3nox6ute Ha ranepusiTa NPeACTABST NPEAYMHO NPOM3BEAEHMS HO MIGLM
XYLOXHWLYM, KOWUTO TPABBA A CE NOMECTSIT B YeKMeAXeTo. To OT CBOS CTPAHA «napa-
3UTMPAY» B CbLUECTBYBALLM MPOCTPAHCTBA 30 M3KYCTBO, Bb3MON3BAMKM CE HE CAMO OT
TexHuTe Mebenn (KyXHeHcko Yekmemke, B cyyas Ha ranepusta Ha MCU, Codus, Ha-
NPMMEP), HO M MPOrPaMa, KOMyHMKaumst W nybnuka. Mpeay ussectHo speme OGMS
ce caobu CbC CAMOCTOSITENEH WM HAOPOYHO HAMPABEH 34 LEATA KA C YETUPH YeKMme-
[XeTa, KOMTO Ce NpeBpbLLa B 06EKT — MPOM3BEAEHUE HA M3KYCTBOTO CaM Mo cebe cu;
B HErO MOrAT [0 CE NOKA3BAT PABOTUTE HA YETUPMMA MICAM BTOPM MO €0HO M ChILO
BPEME.

MpencrassiHeto Ha OGMS B apyr XynoXecTBeHM MPOCTPEHCTBA KATO CAMOCTOSITENHA
nsnox6a Ha xyaoxHuka Mean Mynos Moxe fa ce ThiiKyBA B CBETIMHATA HA MPef-
MOYUTAHMETO HA My[0B KbM KOMSIEKCHU CHTYQLMM M YCIIOXHSIBAHE HA KOHTEKCTA HA
bYHKUMOHMPAHE HA PaBoTaTA 10 EBEHTYANHOTO MBIHO OBBPKBAHE HA NOCOKATA HOl
kputnieckms xect. [anepus OGMS crasa npoussepere OGMS u obparHo npous-
BEMIHMETO MPUIOBUBA PyHKLMM, HOAXBBPAALLM OBUUAMHO OTpeaeHata My pons. To
MOEMA OTTOBOPHOCT HE CAMO 30 COBCTBEHOTO CY ChLLECTBYBAHE M KOHTEKCTYANM3MPA-
He, HO 1 30 BUOMMOCTTA M KOHTEKCTYQUIM3ALMATA U HA NPOU3BEAEHMSTA, KOUTO M3Nara.
OGMS e onuT 30 peasnHo OCILECTBABAHE HA CHCTEMA 30 B3AMMHG MOAKPENA B CBETA
HQ M3KYCTBOTO.

PasmmBaHeTo HO GBTOPCTBOTO € Cb3HATENHO TbPCEHO TyK M BbMPOCHT, KOM B KPAMHA
cMeTKa e aBTopbT Ha uanoxbata — Mean Mygos, Tpumara xyaoxHuum 3ag OGMS
WM YETUPUMATA BTOPM, MPEACTABEHN B YEKMEKETATA - OCTABA OTKPMT. ToM He npu-
TECHSBA OCOBEHO CAMMTE XYAOXHMLM M MOXE AA OBbPKA EAMHCTBEHO €BEHTYQNHOTO
NoCNeaBaLLO COLMANM3UPAHE HA PaBOTATA KATO YACT OT KONEKLMS — OBLLECTBEHA MK
4OCTHA - KBAETO MMETO W MOAMMCHT HA XYAOXHWKA MPOABIXABAT AG CO OCHOBEH paK-
TOP 30 ONpeaensiHe Ha CTOMHOCTTA HA MPOM3BELEHHETO.

Lecucnasa Oumosa
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Ogms ukad 2, 2011, lanepus Capmes, Mnosars Ogms cabinet 2, 2011, Sariev Gallery, Plovdiv

Ogms wkad 3, 2011, W139, Amcrepaam Ogms cabinet 3, 2011, W139, Amsterdam

OGMS CABINET

Ivan Moudov is a shrewd observer of the mechanisms operating in the art world today. In
his simulation of a museum of contemporary art in Sofia (2005), his wine tasting session
at the opening of the Venice Biennial (2007), as well as in other works, including the
creation of entirely new collections, all the elements of the social codes of the institution
of art are played out again this time infroducing a new set of rules.

Moudov's work is evidencing a new type of institutional critique, which developed in the
last decades with the inclusion of more and more “peripheral” artists within the “central”
discourse and system of Western art. These artists come from countries where the social
role of art is often very different from the one in the Western tradition.

This new critique addresses not only the art institufion as a power sfructure but exposes
the dominant position of the Western notion of critique itself. It is, therefore, not surprising
that the gestures and artworks associated with the practice of such critical arfists as Ivan
Moudov appear to be controversial, even scandalous. Moudov purposefully and
resourcefully attacks the apparatus of self-critique practiced by Western artists as an
attempt to assuage the feeling of guilt resulting from their participation in the existing
market and power systems. “Fragments” (2002-2007), for example, is a collection of
stolen fragments from artworks owned by some of the most prestigious art institutions in
the world. In this work the artist questions the history of Western art collections (many of
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which were assembled from artifacts acquired during war conflicts and archeological
expeditions) and raises the issue of authorship and value attribution.

OGMS is one of the least provocative of lvan Moudov's projects, but it is also one
of his most effective. With Kamen Stoyanov and Steven Geurmeur, Moudov has
conceptualized a commercial art gallery in the shape and the size of a drawer. The
drawer project has a symbiotic relationship with existing art spaces, making use of their
concrete sets of furniture (the project started with a cupboard drawer in the kitchen of the
Institute of Contemporary Artin Sofia), as well as their program, communication channels
and audiences. The “gallery” presents mostly works by young artists — works that must
fit the size of the drawer. Recently OGMS has acquired a custom-made cupboard of its
own — an art object in itself. It has four drawers, thus enabling the gallery to present the
work of up to four young artists at the same fime.

The appearance of OGMS as Moudov's solo exhibition in art insfituions can be
interpreted in the light of his preference for complicating the context within which the
work functions in order to misguide the final direction of his own critique. In the context
of a solo show OGMS gallery turns into an artwork, and as an artwork it acquires the
significance of an art insfitution. In addition to taking care of its own existence and
contextualization, it takes on the responsibility for the visibility and contextualization of
the artworks it contains. Among other things OGMS is an attempt for creating a mutual
support system for artists within the world of art.

The blurring of authorship in OGMS is intenfional. The question about the show’s author —
whether it is Moudov himself, the three artists behind OGMS or the four arfists presented
in the drawers — remains open. It clearly worries none of the parficipants and could only
be a source of confusion, if and when the artwork is socialized within a public or private
collection, since the artist’s name and signature continue to be a decisive factor in the
atiribution of artistic value.

Dessislava Dimova

MHTEPBIO
INTERVIEW
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B (APT) BM3HECA TPAEBA JA CE PUCKYBA....

WHrepsio ¢ [perop MNoaHap

Kak 61xre KOMEHTUPQNN GKTMBU3MPAHETO HA NA3CPA HA M3KYCTBO B NOCEAHUTE
ropyHn?

AKO MMQ CKTUBM3MPOHE HA MA30PA TO TOBA € BCLLHOCT nonspuaaLyst. [onsmite nmMeHa ce
ﬂpO,ELGBGT 34 oLe No-ronamm CyMM, HO 3a NOBEYEeTO MANK1 U cpep,Ho ronamm FQI'IEPI/IM TOBQ
€ MHOro prJJ.GH npou.ec HQ ouensasaHe. CbI.I.LO KQAKTO C MOPKOBQTG Mopa — 6ch,uoaeTe Bbp-
BAT, KQYECTBOTO — He BUHAM. [JHec ranepumre Tpsbea AG MPMCACTBAT HA APT NAHAMPKTE MO
Liens1 CBSIT, O TOBO € OFPOMEH NPOBAEM Thit KATO MHBECTULAM €Al MUraHTCKM!

Cpeluare nu 3aTpyAHEHNs B NPEACTABSHETO HA XyAOXHUUM oT MatouHa Espona?
Mma nu Bce oLe cneuyidpuueH CErMeHT 3a TEXHUTE NMPOM3BEaEHMs Ha nasapa?
}IMalLLe HSIKOMKO BBIHA MOPKETMHI HA M3KyCcTBO OT MatouHa Espona kato ce 3anoute ot
Hauanoto Ha 1990-Te ao axec. Beska nasapHa cucrema TpsbBa HENpeKLCHATO AQ MPOMO-
TUPQ TEYEHS! U HOBM TEPUTOPMK. MUCnS, Ye [HEC Beue M3KyCTBOTO OT M3TOMHATA HACT Ha
Espona He urpae BaxHa ponst Kato npobriem B MexayHApoaHms KoHTekcT. Hesasucumo ot
TOBQ, HAMOCNEAbK FONSIMUTE My3eM 3aMOYHOXA Ad OBOTATABAT KOMEKLMMTE C1 C U3KYCTBO
oT Tasu yacT Ha Espona, koeto abiro Bpeme He Gelle B LEHTLPA HA BHUMAHMETO M. ToBa
e HeLwo Heobxoprmo 1 Aobpe powno. Ot mos rmepHa Touka (1 npodecroHanta) e Aobpe,
4e reorpadCKMST MPOU3XOA HE € B LIEHTbPA HA BHUMAHMETO Thit KATO M3KYCTBOTO CeABA Ad
6bae onpeaensiHO OT KAYECTBO, A He OT reopradCki MK APYTH KPUTEPMH, MO MpuHLMN. He
KA3BOM, Y€ LOMUHUPALLMTE MAEM 301 LIEHTBPA 1 NEpUPEPHSTA BEYE HE CLLECTBYBAT.
Pasbupa ce, Tean XyAOXHMLY 1 TEXHWTE ThPrOBLIM, KOUTO MMAT CUIEH MECTEH Na3ap 304,
cebe ci ca B No-[06pO MONOXEHHE B CPABHEHUE C TE3M, KOMTO HSIMAT TaKOBA Helwo. Mo-
JIECHO € 30 XyLOXHUK, KOMTO MMQ MOAIPEXKATA HA CBOS KOHTEKCT B, Aa Kaxkem, Hio Mopk
1n JIoHBOH, OTKONKOTO 30 OH3M, KOWTO 3ano4sa kapuepara cu s [Mopro, Knyx, unm lNa-
NIEPMO — BCE OLLIE MEXIYHAPOIHMSIT A3AP HE MOXeE AA Gbe EMAHLMMMPAH OT HyXXIATA AA
MG CHNEH HOLMOHANEH Mu MecTeH nasap. Pasbupa ce napameTpuTe ca nPOMEHSTT M MHOTO
OT npomeHuTe ca cyyear u3sbH Espona 1 CesepHa Amepuka, TaKa KaKTO v B apyruTe cer-
MEHTV HQ CBETOBHATA MKOHOMMKA. HO BCe Nak MpaBmiaTa Ha nasapa He ca ce POMEHHIN.
3a MeH e npobriem, Ye NPEACTABMABAM XyOOKHML, KOUTO HAMAT CHIeH MECTEH Nasap 307
rp6A €1, 3ALLOTO YCELLAM TOBHA KATO HEAOCTATLK. B TO3M cMuchn Hama sHaueHme aanm
CTABA SyMa 30 MOV XyAOXHMK OT LLIBeLts vnm YHrapus; 1 B iBaTa city|as Mora Ad niacipam
paboTHTe MM CaMO HA MEXTYHAPOAHMS NA3AP Thil KATO Te HAMAT noakpena no mecta. Ho
Cb3HOHMETO 301 TOBA, Y€ EMH XyAOXHMK MMA CbLLECTBEH NA3AP HA MSICTO, MOMArd MHOTO B
MEXIyHAPOAEH MNAH — KIMEHTLT LUE 3HAE, Ye eAHA MHBECTULIS Lue Bbae NOAKpeneHa oLue
HQ HUBOTO HA MECTHUS WHTEpec. [Ipyr BOeH eNeMeHT e NapTHLOPCTBOTO B MPEXA C APYTH
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ranepui. [IHec e Tpy[HO 301 €HQ raniepysi CaMA AQ MOIBPXA MOSMUMSTA HO XyMOXHMKT;
4OBEK Ce HyXKae OT NOAXOAsLLM NAPTHEOPM,/ TANEPMM MOMOXEHH B APYTU MECTA — 1 TOBA
ChLIO HOMONSIBA 3HAYEHMETO HA NPOM3XOAA HA XyoxHuKa. LLle ce BbpHA KbM BBNpOCT
BU — CrOPE/, MOR OMUT € MO-TPYAHO AC CE MPECTABISBAT XyAOKHMLM, KOMTO He Crieasar
onpefesneHk TEHASHLMM, OTKOMKOTO XyZ[OXHMLYM, MABALWM OT onpaeneHo mscro. Hapgsam
Ce, Ye HSIMQ CETMEHT OT Ma3apa CreLMAnto 3a M3kycTeo ot MatouHa Espona; Taka kakto
Ce HOfISIBAM, Ye HAMA TaKMBA CcermeHTH 3a uakyctso ot CALLL unm ot no-6eanue paitorm Ha
3anagHa Espona, Hanprmep.

Mwucnure nm, Ye CLLIECTBYBAT YCIIOBUSITA 30 PA3BUTME HA PEMMOHAIEH NA3TP HA U3-
Kycr8o? Kakeo 61 MOMOrHQmo nim nooLpmsio Tosu npouec

KuBeem BbB BpEME, KOTQTO ,MHBECTULMA” € MO-MEYENMBLLA flyMa OTKOJIKOTO ,KysTyPeH
QHraXMMeEHT” MK, konekupormrpare”. Hapsisam ce, ye xopara no Tean mecta Ha Espona
LLie MOMEXAT KbM MANTKOTO PErMOHAHM KONEKLMOHEPH, KOKTO M HAMPABO KbM M3BECTHUTE
KONeKLMH B YyxBuHa. Te TPSBBA 4G C1 AQACT CMETKA, Y& EHTYCUASMBT HQ TAKMBA KOMEK-
LMOHEPH, 30PaZN KOWTO MM Ce NOMIPABAXA B MOCTEAHNTE ABe AECETUNETHS, € [OBeN 10
MOKAHBAHE HA PMHAHCOBATA CTOMHOCT HA TEXHUTE MexayHapopHn kopekuyn. Ocobeto B
CPABHEHHE C KATACTPOANHIMTE MHBECTULMOHHN PE3yNTaTU HA BOPCOBMTE NASAPH B TE3N
ctpann Hanocnek. Moxe 61 To3u dakT Moxe A ce M3NON3Ba KaTo CTUMyN B yBexaa-
BOHETO HA 3AMOXHM XOPQ I ,MHBECTUPAT B CLBPEMEHHO M3KYCTBO; MMA HOLEXAT, Ye
HSIKOM OT THX LLE CTAHAT W KONEKLWOHEPH, KOWTO THPCAT W KyNTTYpHMUTE CTOMHOCTU B M3Ky-
crsoto. O Apyra cTpaka, YoBek He G1Ba Aa GopCHPa HewATa 1 TPSGBA A Ce 3anMTame
[T MECTHUTE TQNEpMK, KypaTopH, XyAOKHMLM 1 ADYTM GIMMHUCTPOTOPM CA AOCTATBYHO
NPOGECHOHANHM 30 A YLPXAT €IMH CEPUO3EH MECTEH NA3AP; YOBEK HE MOXE AQ BIHM
HECBLUECTBYBALLYS KONEKLYOHEP, Y€ HE KyMyBa TOABA, KOTATO, M MHOFO HeCTO, 3aBMCH-
MOCTTA HQ CLIEHOTA HA W3KYCTBOTO OT obluecTBeHn doraose (Mapu Ha AaHbKonnaTLyTe)
HE € MPOMMCIEHA M M3HMCTEHA MPM AOCTATBYHO Mpo3padHocT. B (apt) GusHeca Tpsbea
[0 ce puckysa (HOpM M AQ M3XAPUMIL COBCTBEHMTE C1 CMECTSIBAHMS); B TO3M MNQH [bp-
XOBHATA MOAKPENA MOXe A Gblle COMO CTWMyN B 30MOYBAHETO HA €OHO HAUYMHAHME...

Kak pabomure ¢ xypoxHuumre cn? MIMa nm Hsikakbe 0cob6eH HaumH, No-KOWMTO ,, Ho-
BOTO” MOKONEHME M3NU3d Ha nasapa?

Mmam cn Mos criepidmueH HaUMH AOTONKOBA, AOKONKOTO paboTs Beye OT Ao Bpeme C
rPYNa XyAOXHULM; BCEKM HOB XyAOXHWK TPSIOBA O CE BIMCBA B KOHLIENLMATA M LIENNTE Ha
ranepwsTa. Bb3apacTTa He BUHAM e OT PeLLaBALLO 3HAUEHHE; NOHIKOra TPFBBA AC Ce BIOXH
roBeve eHepris B paboTuTe HA eAHW MO-Bb3PACTEH OBTOP OTKONKOTO HA HAKOM Mo-miag,
KO#TO PaBOTH MHOTO MPeLaHO. Hama obLLO MPaBMIO, Thil KATO OT 3HAUEHHE € CaMO pesyn-
TaTa. 3HAM, Ye 3BY4d KATO ,BCE3HAMKO”, HO C& HOMSIBAM, Y€ LLE MOTd [0 AOKAXKA TOPHOTO
1 ¢ GaeLup PrHAHCOBM ycriexu. MHaue MHOTO NecHO Ce OKa3BAME U3XBBPAEHM OT NA3apa.

tOnu, 2013

IN (ART) BUSINESS YOU HAVE TO RISK

An interview with Gregor Podnar

How do you reflect the current growth of the art market?

If there is a growth of the market than it is more a kind of polarization. The bigger names
go for even more money, but for most smaller and middle-size galleries it is a very fight
survival process. It is like with brands in fashion: names go, quality maybe. Galleries
have to be on art fairs nowadays all around the world, and this is a big pressure as the
investments are enormous!

Do you meet difficulties representing artists from Eastern Europe? Is there still a
specific sector on the market for their works?

There were several waves of marketing art from Eastern Europe, considering beginning
of 90s until now. Each market system need constantly to promote trends and new
territories. Today | believe the issue of art from Eastern part of Europe is not playing
an important part in an infernational context anymore. However, lately big museum
institutions started to enrich their collections also from these parts of Europe which for
long time was not under attention. This is a necessary and welcoming development.
From my point of view (and of profession) it is good that the geographic origin is not the
main focus as art should be classified by quality and not by geographic or other criteria,
ideally speaking. | am not saying that the hegemonic concepts of center and peripheries
are not existing anymore.

Of course artists and their dealers who have a strong local market behind are in
advantage fo those who have not such a context . It is more easy for an artist who is
supported by his or her let's say New York or London context in comparison to one
who started carrier in Porto, Cluj, or Palermo, as still the international market you can not
separate from needs of strong national and local markets. Although parameters have
changed and many shifts happen nowadays outside of Europe and Northern America
as in other segments of world economy, but rules of the market did not change. For me it
is an issue that | am representing artists who have not a strong local market behind which
| feel as disadvantage. In that respect it does not matter if it is my artist from Sweden
or from Hungary, in both cases it is the international market only where | can place
their work as locally they have no support. But knowing that an artist has an important
local market would help internationally as well, as the international client would know
that a certain investment would be granted already by local interest. Another important
element is the collaboration with a net of other galleries. Nowadays it is difficult for a
gallery to hold a position of an artist by your own, you need appropriate collaborators /
galleries in other places which also diminishes the importance of the origin of an artist. To



come back to your question, it is more difficult to represent artists who are not following
cerfain trends than artists of an particular area, by my experience. And | hope there is not
a specific sector on the market for art from Eastern Europe, as | hope there is no specific
sector for art from USA or from impoverished parts of Western Europe, for instance.

Do you think that there are conditions for the development of a regional art
market? What will help or accelerate this process?

We are living in a time where ,investment” is a more successful word than ,,cultural
engagement” or ,collecting”. | hope that people in these parts of Europe through an
eye on these few collectors from these regions or directly to well established collections
abroad. They should realize that the enthusiasm of these collectors for which they where
ridiculed in the last two decades lead to a certain financial grow of their internationally
based collections. Particularly if you compare the disastrous investment results of the stuff
exchange markets in these countries lately. Maybe this fact could be used as a trigger
to convince people with financial means to ,invest” into contemporary art and there is
a certain chance that some of them would also become collectors seeking for cultural
values in art, too. On the other side one should not force it, and we should ask ourselves
if the local galleries, curators, artists, and other administrators are professional enough
to sustain a profound local art market, as one can not blame a non existing collector to
buy if very often even the dependance of the art field towards public funds (tax payers’
money) is not cleared up and transparently thought trough. In (art) business you have
to risk (to spend also your own savings) and in this respect state support can be only a
trigger to start an enterprise...

How do you work with young artists? Is there a specific way the “new”
generation enters the market?

There is my specific way since | am working with a group of arfists already for a longer
time and each new entry has fo fit into the concept and goals of the gallery. The age is
not crucial always, sometimes there is more energy needed fo put into the work of an
already older artist than of a young, very precisely working one. There is no general
rule, as the result counts. This sounds now very know-it-all, but | hope that in my case |
can prove that by financial success in the future as well; otherwise we are easily off (the
market).

July, 2013

XPOHOJ10IM4
CHRONOLOGY
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OGMS XPOHOJ10MN4

2009
Bupeopabora Ha Kamen CrosiHos ¢ yuactieto Ha CruebH [epmbp, KosiTo ce 3aHMmaBa
C NAHAMPMTE 30 M3KYCTBA KATO MOBANHA MPEXA B CbBPEMEHHMS CBSIT HA M3KYCTBO.

16 — 22 Hoemepu 2009
MpencrassHe Ha upeopabotara Ha Kamern CTOsHOB KATO CbBMECTEH NPOEKT MEXAY
Tepmbp, Mynos, CrostHos B pamkure Ha Vienna Art Week.

2009 (no 2010)
Orkpusane Ha oduc Ha Ogms BB BreHa. Mbpeu cnivcbk ¢ xyaoxHuum: Axa Bur, bepha
Onin, Ounara Mavynua, Ectep Kemnd, Taito Kumypa.

28.01.2010, ranepwus ,, Whitespace”, Bankok

Orkpueare Ha nanox6ara ,0gms” ¢ kypatop CrvsbH [epmbp; XyaoxHuum: Aapuan
Tuptuito, Ana Bur, Beprg Onn, Ouana Mavynuna, Ecrep Kemnd, Mean Mygos, Ka-
meH CrosHos, Tarto Kumypa.

06 — 09 maii 2010
Yuactvie 3a mbpBu MbT Ha Yekmemxeto Ogms B PAMKMTE HO LIECTOTO W3AAHWE HA
ViennaFair Ha wanaa Ha ranepus , Skuc”, NiobnsiHa ¢ pabota Ha Taito Kumypa.

20 maii 2010

[MepBO OTKPUBAHE HA M3NOX6A B KyXHEHCKOTO YeKMeke HA ranepusTa Ha MHcTuryTa
3a chBpemeHHo uakyctso, Codus ¢ pabota Ha Aapuan Tuptuito. Hekmepxeto dyHk-
LMOHMPA KQTO PETYmSPHO U3NOXBEHO MPOCTPAHCTBO.

21 main — 06 1oun 2010
Yuactme Ha Ogms & nanox6ara , Swallow it, dog!” & MnctuTyTa 3a chepemeHHo naky-
creo HiotayH (I.C.AN.), Cughn.

10 tonm (mo 11 centemspu) 2010
Ortkpuea ce u3nox6a B enHo oT yekmenxetara Ha marasuHa Ha Cabaret Voltaire &
Litopux ¢ pabora Ha Ectep Kemndp.

07 aerycr — 07 centemepu

Manox6a , Kaewp sepcia Ogms” (kypatop Bnaans Muxaiinoea) B pamkmre Ha Manox-
6ata ,lonsmata swana” (kypatop Mapwus Bacunesa), lpancka xyaoxectseHa rane-
pusi, Bapra

Xynoxwuum: Agpan Tuptuito, beprg Onn, Ectrep Kemnd, Mean Mygos, Kamen Crosi-
Hoe, Taito Kumypa
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Ogms & ranepws , Whitespace”, Barkok, 2010 Ogms at Whitespace Gallery Bangkok, 2010

Ogms uexmepxe B pamkute Ha Aichi Triennale, Haros, 2010 Ogms drawer in Aichi Trienale, Nagoya, 2010

33—
24 aeryct — 31 okTomepu

Yuactme Ha yekmenxeto Ogms B pamkute Ha Aichi Triennale, Haros, Sinowus & uncra-
naupsita , Kynrypra mycaka” Ha Kamen CrosiHos. Xynoxwmk Tarto Kumypa.

14 anpun — 14 maii 2011

Ogms wkad 8 usnox6ara Ha Mean Myanos , Enun keappaten metsp” & ranepus “Hilger
Contemporary”, Buena; Xynoxnuum: Ecrep Kemnd, Memsp Ppuruensantep, Crena
Bacuneea, Taito Kumypa.

03 mait — 17 1oun 2011
Ogms wkad s nanox6ara Ha Mearn Mygos , Camoctosenta nanox6a”, ranepws , Capues”,
Mnoeaus; XyaoxHuum: Avren MNetkos, Bukerm Komueku, Uekpa Bnaroesa, Crbun Bacunes.

8 centemepu 2011
OrkpuBaHe Ha camocTositentHo npoctparcteo Ha [anepust Ogms 8 Codus Ha yr. ,JTio-

6ex Kapasenos”, 12 # 11.

14 oktomepu — 20 Hoemepu 2011
Ogms wkag 8 nsnoxbara Ha Mean Mygos , %" 8, W139", Amcrepaam; XynoxHuum:
Bukertn Kommreku, Kocra Tones, Jlazap Jliorakoe, Cradanms batoesa.

15 pexemepu — 15 aHyapu 2012
Yuactre Ha yekmepxeto Ogms 8 14-1o Buenane 8 [Ixakapra, 8 uHcranaupsta Ha Kei-
mxupo Cysyku; Xynoxnuk Kocta ToHes

21 centemspu — 22 okromepu 2012

Ogms wkad B nanox6ata Ha Meax Myaoe ,Performing Time”, ranepus , Prometeo”,
Mranms; Xysoxuuum: Bukentn Komutekm, Kocra Towes, Jlasap Jliotakos, Cradparms
Baroesa.

01 mapr — 22 mapt 2013

Yuactve Ha yekmemxeto Ogms B 13nox6a, NOCBETEHA HA MPOCTPAHCTBA 30 U3KYCTBO,
pasemBaHu oT xyaoxHuum B ranepus , Verkligheten”, Ymea, LLseuns; XynoxHuk Mak-
cummnman MpamaTapos.

02 okromspm 2013
OrkpueaHe Ha apnroTpaitkia npoekT Ha JTbuesap bosimxues , KomepeuaneH npoekt ¢
npeanHa uen” 8 yekmemketo B kyxtsta Ha MCU-Codus.

15 Hoemspum — 13 pekemspu 2013
Ogms wkag B uanoxbara Ha Mean Mynos ,bes sarnaeme”, lanepwus [perop Mograp,
Jliobnsua; Xynoxnuum: 3opan [eoprmes, Oummtbp Conakos, Jly6pu, Boitt ae BoitH.



Ogms yexmepxe B marasma Ha Cabaret Voltaire, Ljopux, 2010 Ogms drawer at Cabaret Voliaire Shop, Zurich, 2010

Ogms yexkmenpke B pamkure Ha 14-1o 6uenane 8 xakapra, 2012 Ogms drawer in 14th Djokaria Biennial, 2012
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OGMS CHRONOLOGY

2009
Video work by Kamen Stoyanov with the participation of Steven Guermeur which deals
with the art fairs as a global network within the contemporary art world.

16 — 22 November 2009
Presentation of the videowork by Kamen Stoyanov as a collaborative project between
Guermeur, Moudov and Stoyanov within the Vienna Art Week.

2009 (to 2010)
Opened office of Ogms in Vienna. First list of gallery artists: Anna Witt, Bernd Oppl,
Diana Machuling, Esther Kempf, Taiyo Kimura.

28.01.2010, Gallery Whitespace, Bangkok

Opening of the show “Ogms” with Steven Guermeur as curator; artists: Adrien Tirtiaux,
Anna Witt, Bernd Oppl, Diana Machulina, Esther Kempf, Ivan Moudov, Kamen
Stoyanov, Taiyo Kimura.

06 — 09 May 2010
First participation of the Ogms drawer within the framework of the 6th edition of the
ViennaFair with the stand of the Skuc Gallery, Ljubliana with the work of Taiyo Kimura.

20 May 2010

First opening of the Ogms gallery in a drawer in the kitchen of the Institute of Contemporary
Art-Sofia Gallery space with work by Adrien Tirtiaux. The drawer starts functioning as
a permanent space.

21 May - 06 June 2010
Participation of Ogms in the exhibition , Swallow it, dog!” in the Institute of Contemporary
Art Newtown (.C.AN.), Sydney.

10 June (until 11 September) 2010
Opening of a show with works by Esther Kempf in one of the drawers of the gallery shop
of Cabaret Voltaire in Zurich.

07 August — 07 September

Exhibition “Cover Version Ogms” (curator Vladiya Mihaylova) within the exhibition “The
Big Wave” (curator Maria Vassileva), City Art Gallery, Varna. Artists: Adrien Tirfiaux,
Bernd Oppl, Esther Kempf, Ivan Moudov, Kamen Stoyanoyv, Taiyo Kimura.



Orkpueareto Ha ranepus ,Ogms”, Codus, 2011 The opening of Ogms Gallery, Sofia, 2011
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24 August — 31 October

Participation of the Ogms drawer within the framework of the Aichi Triennale in Nagoya,
Japan within the installation by Kamen Stoyanov. Artist Taiyo Kimura.

14 April - 14 May 2011
Ogms cabinet in the lvan Moudov show “One Square meter” in the Hilger Contemporary
Gallery, Vienna. Atfists: Esther Kempf, Peter Fritzenwallner, Stela Vasileva, Taiyo Kimura.

03 May — 17 June 2011
Ogms cabinet in the lvan Moudov “One-artist Show”, Sariev Gallery, Plovdiv. Arfists:
Angel Petkov, Vikenti Komitski, Iskra Blagoeva, Sibin Vassilev.

08 September 2011
Opening of the Ogms Gallery space in Sofia at 12 Lyuben Karavelov St., # 11.

14 October — 20 November 2011
Ogms cabinet in the lvan Moudov show , %" at ,W 139", Amsterdam. Artists: Vikenti
Komitski, Kosta Tonev, Lazar Lyutakov, Stefania Batoeva.

15 December — 15 January 2012
Participation of the Ogms drawer in the 14th Djakarta Biennial within the installation of
Keijiro Suzuki; artist: Kosta Tonev.

21 September — 22 October 2012
Ogms cabinet in the lvan Moudov show , Performing Time” at , Prometeo” Gallery, Italy.
Artists: Vikenti Komitski, Kosta Tonev, Lazar Lyutakov, Stefania Batoeva.

01 Mart - 22 Mart 2013
Participation of the Ogms drawer in the show dedicated to the arfists-run spaces in the
,Verkligheten” Gallery in Umea, Sweden. Artist: Maximilian Pramatarov.

02 October 2013
Opening of Luchezar Boyadiiev's long term project “Commercial show with a nonprofit
goal” in the kitchen drawer at the ICA-Sofia.

15 November — 13 December 2013
Ogms cabinetin the lvan Moudov show “Untitled” at Galerija Gregor Podnar, Ljubljana;
Artists: Zoran Georgiev, Dimitar Solakov, Lubri, Voin de Voin.



XYOOXHNLUMN
ARTISTS
2010-2013

Tekcrose ot Bnogms Muxainosa, acoummpat kyparop kbm Ogms uekmemke
Texts by Vladiya Mihaylova, associated curator to Ogms drawer
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AOPUAH TUPTUNO ADRIEN TIRTIAUX

3A0GMS FOR OGMS
KYXHATA HA MCN-CODPUA THE KITCHEN AT ICA-SOFIA
20.05.-01.07.2010 20.05.-01.07.2010

Paborara , MoeTo MacTo nog cibHLETO” TPAHCHOPMUPA W MO MrPOBM HaUMH ByKBaK-
3upa nonynspHata $ppasa, M3passBaLLa KOMPOPT M YAOBNETBOPEHME — , AQ CH HOME-
pUL MSICTO NOp, cibHLETO” . pes Npo3opeLa Ha XMAMLWHAG CrPaAd € NPOKAPAHA rpe-
AQ, B YWIMTO KPQM € NOCTABEH CTO, BbPXY KOMTO QBTOPBT Ceau B COKOMHA noaa. Taka,
4pes AENUKATEH M HECHIYPEH XEeCT Ha MbppopMbp, GanaHeMpaly, Ha pEA, XyAOXHK-
KbT C& 3aHWMABA C M3CNIEABAHE HO B3AMMOOTHOLLEHMSTA ¢ NybnuuHaTa cpepa. Pabo-
TATA € CBBP3AHA M C MHTEPECA HA OBTOPA KbM KOMMKCHTE, KaTo (cskall) npeacTaenssa
enu3op, oT NpopbxasaLy, Gbaew paskas. ,Hue npexvessame exoposeTe, BpaTuTe 1
CTbNBMLLATA TaKA, KOKTO NPEXWBSBAME MPENMCTBAHETO HA KHUFA C KOMUKCH”, Ka3Ba
Tuptuito. , EnHoBpemeHHO ocTaBsMe Hello 304 cebe c1 M O4aKBAME C HaMpexXeHue U
MHTEPEC OHOBA, KOETO NPEAcTou.”

The work “My place under the Sun” transforms and interprets in a playfully literal way
the popular saying about comfort and satisfaction — “to find your place under the sun”.
There is a beam sticking out through the window of some building and there is a chair
at its end where the artist is sitting in peace. Through the delicate and fragile performing
action of balancing on the edge of the beam the artist is investigating attitudes to the
public environment. The work follows from his interest in the comics; it looks like an
episode from an ongoing narrative. He says: “We are experiencing entrances, doors
and staircases in the same way we are experiencing leafing through a book of comics”;
“We are leaving something behind while at the same time we are waiting in suspense
for what s still to come”.

Anpua Tuptiito, MoeTo MAcTo nopa cmbHLETo, ..., Biaeo 1'34"" Adrian Tiriaux, My Place in the Sun, ..., video 1734"
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C paboture cn Aaprat TUPTUIO HOMMPA HAUKH CAkaL A, OTKpKe” 1, A0CTPOM” eauH Beve
MO3HAT M MPE3ACTPOEH CBSIT: U3FPCKAC MOCTOBE MEXTY Crpaiy KATo MeTadopa HA NOCTb-
NATENHOTO PA3BMTUE HA KAPMEPATA HA XyAOXHMKA; MPOMEHS MOCOKM W MEeAKM; METyBa C
NOMKM, HAMOMHSIKM 30 UICTOPMYECKU MOFENHM HA Kopabu; Npokapea msTekw. Jleku, Hanpa-
BEHM YECTO OT APBO, HETOBMTE KOHCTPYKLMK CA KATO BPEMEHHM MOCTPOMKM HA 3ACEHMLA.
He obaue Hosara Amepyka , 3aBnapsiea” XyRoxHMKLT, a crapara EBpona; ¢ HeftHara Texka
(kynTypHa) ncTopws, criea MHAYyCTPHANHA MycToTa M Heo-MMbepanta ceaba. MpouaseaeHm-
ATQ My MOTaT A0 GBAAT OKLMKM, NOKA3aHM Mog GOPMATA HA BMAEA, OBEKTH, , APXUTEKTYPHW”
HOMECH, MHCTANALMKM, O CbLLO M kmBormc. ,Hakbae otTyk” e pabota, ocbluecTseHa B eaHa
oT Beve HedyHKLMOHWPALLYTE oxnaautentu kynu B LLlapnepoa. Tuptuito noctposisa nit ot
€AMHMS 7 KPQi KbM LIHTBPA, CNEf, TOBA O AEMOHTMPA M OT HYOCTUTE My M3MPAKAA 30CTOH
TOUYHO Mog, 0TBOPa Ha kynara. Mo cobcTaermTe My AyMi, TOBA € , HOUMH AC BU3YQnM3Mpa
repmarckara ayma Ehrgeiz”, kosito 3a Hero napassisa Helwo mexay , aMbuums v ropaoct”.
Ha cueHara Ha senuyectBeHaTa, NpAsHa MHOYCTPHATHA MOHYMEHTAHOCT, $urypata Ha
XYAOXKHMKA M3MIEXAA COMOTHA, HO He W HeaHaumTenHa. CKall AeMCTBIMETO MPOABIKABA OT
MbPBATA NOCTPOitKa (B MocTpoiikara), otHauano. , The Great Cut” e apyra mawwabHa pabota
BbB BLTPELUHOCTTA HA CrPAACTA HA LIBHTBPA 30 APXMTEKTYPA U Makyctso Stroom Den Haag.
[IbpBEHA KOHCTPYKLS MPOrPECHBHO MPEMPAXAC ETAXMTE HA LEHTLPA, KaTO oTHema 2 1% ot
HeroBaTa oL, ToBa € TOYHMST MPOLIEHT HA CKPALLEHMSTA B BIOIXKETA 301 Ky Ty B CUIA OT
2013 r. ABTOPBT KOMEHTMPA HACTOSILLETO HA MPOMEHSILLATA C& MKOHOMUHYECKA M COLMAIHA
PEQNHOCT, KOSITO MPEKPOSBA OBLLECTBEHOTO MPOCTPAHCTEO.

With his works Adrien Tirtiaux has found a way to “discover” and “complete” a world, which
is already too well known and overbuilt: he is consfructing bridges between buildings as a
metaphor for the accelerating career of the artist; changing directions and views; fraveling
with boats that remind us of the historical models of ship; and laying new tracks. Light, often
wooden his constructions are like temporary huts of seftlers. However, itis not the new America
but the old Europe that the arfist is conquering — with its heavy (cultural) history, post-industrial
emptiness and neo-liberal destiny. His works could be actions shown in video form, objects,
“architectural” interventions, installafions and paintings. “Where do | go from here” is a work
that was realized in an abandoned cooling tower in the city of Charleroi. Tirtiaux built a road
from one of its ends towards the center and then he dismantled it while using the parts to
consfruct a shelter right under the opening of the fower. In his words — this is “a way fo visualize
the German word Ehrgeiz”, which for him signifies something between “ambition and
pride”. On the sfage of the maijestfic, empty industrial monument the figure of the artist looks
lonely but not unimportant. Itis as if the action continues from the first structure all over again.
“The Great Cut” is another massive work in the inferior of the center for architecture and artin
The Hague — Stroom Den Haag. The wooden consfruction is progressively blocking the floors
of the center while taking away 21 % of each floor surface. That is exactly the percentage of
budget cuts for culture enacted since 2013. The artist is commenting on the current stafe of the
fast changing economic and social reality which rearranges public space.

Anpuan Tupmiiio, Haksae otryk, 2010, suaeoctn, DV-Pal, 9'37", C 6naropaprocr Ha lanepus Maptik Skaa, Buera
Adrien Tirtiaux, Where do | go from Here, 2010, videostill, DV-Pal, 9'37"’; Courtesy Galerie Martin Janda, Vienna

Anpuan Tuptuito, Benmkust paspes, 2012, urtepeerus s crpagata Ha Stroom Den Haag (mbpeo, pastoobpastin
mebenn), kaapp ot aamckata ToaneTHa, doto Epuk ae Bpuiic, C Bnaropaproct Ha astopa Adrien Tirfiaux, The Great Cut,
2012, intervention at Stroom Den Haag (wood, diverse fumniture), installation view of the ladies” bathrooms, photo Eric de
Vries; Courtesy of the arfist
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AHTEJ1 METKOB ANGEL PETKOV

3A0GMS FOR OGMS

OGMS LLKA® 2, TAJTEPUA CAPUEB,  OGMS CABINET 2, SARIEV GALLERY,
MNOBAOMB, 03.05. - 17.06.2011 PLOVDIV, 03.05. - 17.06.2011

,Mpoaasa ce” e pabota, koSTO MPeBPBLLA NPOCTPAHCTBOTO Ha ranepus Ogms B ak-
Bapuym. Bmecto snatHa prbka obave, B Hero ninysa obekT ¢ popMaTa HA HOBELLKM
66pek, KOITO Ce NOABABA HA MOBLPXHOCTTA HA BOAATA MPM BCAKO OTBAPSHE HA YeKMe-
IXETO. XyAOXHUKLT afpecpa Npobnema 3a TbProBusiTa C OPraHm, KATO KOHKPETHATA
paboTa e peakuusi Ha pasneneHa obsiBa OT YoBeK, JOBPOBONHO NPOAABALL, CBOS Bb-
6pex. YymoBMILHOCTTA HA MEAKATA MPH OTBAPSHE HA YEKMEMXETO OBPBLUA BHAMAHME
BbPXY 6€AHOCTTA 1 OTYASHMETO B 30YLIHATA, OFPAHMYEHA CPEAA HA NA3APA, B KOSITO
XOPATA €A PA3AENEHN HA IOHOPHU M KIMEHTU. [IBIKEHMETO Ha kepammuHus GuBpek e
meTadopuuHo. Toit ce aKTMBMPA OT Bb3flyXA MPU OTBAPSHETO HA YEKMEIXKETO, KATO
TAKQ AABA M3PA3 HA ChCTOSHUETO HA GE3MOMOLLHOCT M OTHASHATA HOAEXAA 30 U3XOA.

“For Sale” is a work which transforms the space of the Ogms gallery into an aguarium.
Butinstead of the golden fish there is an object shaped like a human kidney floating there.
It comes to the surface each time the drawer is opened. The artist is addressing the trade
in human organs while this concrete work is a reaction to the public announcement by a
man who is offering his kidney for sale. The monstrosity of the view in the drawer draws
attention to poverty and despair within the suffocating and limited market environment
where people are divided into donors and clients. The movement of the ceramic kidney
is mefaphorical. It is activated by the air when the drawer is opened and thus it gives
expression fo the feeling of helplessness and desperate hope for deliverance.
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Awren Merkos, Mpopasa ce, 2011 Angel Petkoy, For Sale, 2011



3A XYOOXHNKA

Awren lNetkoe paboTi Ha rPAHMLATA MeXay M3KYCTBO WM AM3QHH 30eAHO C rpynara
, KnHeTnk crypmo”, kosTo 0cHOBABA M € KOSTO CMIOAENs MHTEPECa CU KbM KMHETHKA-
Ta M ckynnTypata. Herosute npoekTi CbYeTaBAT MPUHLMAKTE HA ABUKELMA ce ObekT
C WHTEPAKTUBHMTE Bb3MOXHOCTM HO CbBPEMEHHWTE TEXHONOMMM. Te Ca CBbP3GHM C
NPEOCMUCSHETO HA CTATYCA HA NPOW3BEAEHWETO B CbBPEMEHHATA KyNTypa, B KOSTO
TEXHONOTMMTE CMIOMArAT 30 MPEBPLLIAHETO HA 3PUTENS HA WU3KYCTBOTO B KPEATHBEH
yuacthuk (103bp). Cpen nocnegnute uaen Ha Anren lNetkos, paspaboTeHa 1 uanbi-
Hewa ot , Kunetnk cryamo”, e pabortara , KonoHukaums”, umeto sarnasue cbyetasa B
cebe c1 efHOBPEMEHHO AyMaTa ,KonoHa” u , komyHukauus”. Biokaame pasnminm no
pasmep 06eKTH, KOWTO ca Cb3RAAeHHM Ha 6a3aTa Ha GyHAAMEHTANHATA 30 MOAepHATA
abctpakTHa ckynnTypa dopma Ha , beskparittata konorna” Ha Bpankycu. Mmerno Hes
QBTOPMTE MPEOCMMCIIAT OT FMEAHA TOYKA HA CbBPEMEHHOCTTA, KATO NOCTABSAT AKLEHT He
BbPXY yTONMATA Ha/ 30 6e3kpaitHus nporpec (pUTMUUHKTE hOpMM, YMETO HaCAArBaHe
MOe 0 NPOABXHM KONIOHATA BbB BEPTUKANA HEOTPAHWYEHO),  BbPXY KOMYHWKALMSTA
1 CpPeaaTa, B KOSTO Ce HaMMpa npousseaeHneto. PopmaTa v LBETLT HA KOSIOHWTE Ha
, KMHETUK cTyano” ce MpoMeHsT NocpeacTBOM CEH30PH, KOWTO YNABST ABUXEHWETO 1
EMOLMKTE HA 3pUTENKTE B M3NoXEEHOTO NpocTpaHcTBo. Moxe Aa ce kaxe, Ye npoek-
BT , 3arbP6BA” MOAEPHOTO BLOBPAXEHMe 3a Be3KpaitHO Pa3BUTHeE, 30 Aa Ce OTHece
KbM HOBQTA (AM3QHH) yTOMMS 301 CEH3UTUBHO MOAENMPAHE HA CBETA.

Kuretnk Cryamo (pes n anaaiin Arren Metkos), KOJTTOHMKALIAS, 2013-2014, KOMMO3ULMS OT NET MHTEPAKTMBHM
obexTa, anymuHuit, nnactmaca, Tekern; 3D susyanmsaus Aren Metkos

Kurervk Cryamo (naes n anaaitn Arren Metkos), KOJTOHMKALIVS, 2013-2014, KoMO3ULMS OT NET MHTEPAKTMBHM
obexTa, anymuHuit, nnactmaca, Teken; Mpepacrassve 8 Coeneiuse, Codust; doto Lipeta Bupesa
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AHTOH TEP3MEB ANTON TERZIEV

3A0GMS FOR OGMS
KYXHATA HA MCN-CODPUY, THE KITCHEN AT ICA-SOFIA,
28.10.-04.12.2010 28.10.-04.12.2010

Paborata , ChBpemenHn ceunBa Ha TPYAa — MATpMLA” MPEACTABNABA OTMEYATbK Ha
06eKT (TPUOH, YMHTO 3bBLI CA 3AMEHEHHM C OTNEYATBLM OT HYOBELLKM 3b6H), KOMTO KbM
MOMEHTA Ha M3nox6aTa B ranepmsTa-yekmenxe Bee olue He e M3paboteH. ABTopsT ro
30BbLPLUBA W NOKA3BA B CBOSITA NPEACTOALLA Clief, OKOSO FOAWHA 13nox6a B ranepusta
Ha MHeTuTyT 30 chBpemenHo makyctso-Codus, B umato KyxHs ce Hammpa Ogms, kato
M0 TO3M HOYMH CBLP3BA CLOUTMATA B ABETE NPOCTPAHCTBA. HekMemXeTo e NpesbpHATO
8 atenue. OBEKTBT, YMATO MATPHULIA XyAOXKHWKLT NPEACTABS, MPUTEXABA MKOHOTpadwus,
KOSITO MOXe i Ce OTKpHE B MHOXECTBO [PYTH HEroBM NponsseaeHms. Toea e cypoea
0Bpa3HOCT, CBLP3AHA C 0COBEHA, 3HAKOBA ECTeTU3aLMs Ha BONKATA, KOSTO ABTOPBLT
NPEBPbLUA B CUMBON HA BICCTOBMTE B3AUMOOTHOLLEHMS B OBLLECTBOTO M HOCUIMETO B
NONWTUYECKOTO ChLLECTBYBAHE HA HOBEKA.

The work “Modern Tools of Labor — the Matrix” is an imprint of an object (a saw with
teeth replaced by human teeth), which had not yet been produced at the time the show
opened. The artist will make it and show it about a year later in his upcoming one-artist
show in the gallery of the ICA-Sofia where in the Ogms drawer-gallery is located. Thus
he is linking the two spaces; the drawer is transformed into a studio. The object whose
matrix (mold) the artist is showing possesses an iconography that is present in many of
his works. This is raw imagery related to the specific/symbolic aesthetics of pain that the
author is fransforming into a symbol for the power relations in society and the violence in
the political existence of the human being.
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Anron Tepanes, CoepemenHm ceunsa Ha Tpyaa — marpuua, 2010
Anton Terziev, Modern Implements of Labor — A Matrix, 2010
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3A XYOOXHNKA ABOUT THE ARTIST

Awron Tepavies yecto u3nonaea cobcTBeHOTO cv Tano (kpbBTa M BonkaTal), 3a Aa pearpa Ha
nonuTUYeCkM OBCTOSTENCTBA MM A 30ACAE MOPAIHM W EK3UCTEHLMANHH Bbnpocy. lonama
4aCT OT CBOVTE MPHOPMAHCH M AKLIMM TOM PEanM3vpa KaTo YieH Ha rpynara , YatpadyTy-
po”, CNopensiviku1 MHTepeca Kbm NPOBAEMMTE HA HOBEKA,/ MALLMHATA, TEXHO -  B1o-eTMKaTa.
ABTOPET Ce 3aHMMABA M CbC COLAHATA 1 AyXOBHA MHCTUTYLS HO LIbPKBATA B YCSIOBMSTA
HQ CBBPEMEHHOTO MeANiItHO OBLLECTBO M kynTypa. PaBotite My noctassT BbApOCH 3 Bsi-
PaTa, UCTUHATA, TBXATG, NIMLEMEPHETO, KEPTBATA, KOMTO TOM OTHACS KbM HOBELLKATA CH-
Tyauus, BETPAHM OT OPUUMATHUTE AyXOBHM MHCTUTY LK. [ToHsKOra mbpdOpMaTMBHOCTTA €
COMO ENIEMEHT OT MPOLIECA HA Cb3ABAHE HO HETOBMTE MPOM3BEAEHHMS, KOUTO NPEACTABISBAT
TEKCTOBE, KAPTUHM Wi 0bekTH. ABTOpT M3paboTBa KpbeT (,YepeeH Kpber”) ot crbknern
TP6M, B KOWTO 3aMeHs PyHKLMATA HA lyMUHOPOPA (CBETELL, MPaX) CbC CHMBOMMYHO KonMYe-
CTBO OT KPBBTA CH, CIIEA, KOETO My MOCTABS ENEKTPOAY W FO M3MBIBA C HEOHOB raa. B peaynrar
OT KPbBTQ, LIBETHT HA CBETIMHATA Ce MPOMEHSt M BMECTO B XAPAKTEPHMS 30 HEOHA YepBeH
LBSIT, KPBCTBT 30MOYBA AAQ CBETU B CTyAeHO ciHbo. OUepTaHMSTA My MOTPENBAT M ce U3Me-
HSIT. Biokaame 06pasa Maruecki HepeaneH, CAKALL Ha eKPaH, C KOETO XyAOXHUKET NOCTaBs
BBMPOCA €AHOBPEMEHHO 3 TSNOTO M CTATYCA HA PenurMo3HmTe obekTi (0bpasm) B KoHcy-
MATOpCKOTO 06LLECTBO. [PAHMLIATA MEXaY MPEACTABATA 30, MCTMHA”, YCTIOBMSTA HA penpe-
3EHTALMSTA M MONUTUYECKOTO ChLUECTBYBAHE HO YOBEKA, KOSITO O 30HMMABG, MPMCBCTBA M B
paboTa, cBbP3AHA HenocpeacTBeHo ¢ apvxermeto , Okionaii” 8 Hio Mopk — (“Whatis your
occupation?”) 6sna, MbXKA P13, BbpXy MPEAHATA YACT HA KOSTO C KPBBTA CM TOM M3M1CBA
swnpoca: C kakso ce saHumaeaww? / Kakea e noauupsta e

Anton Terziev is often using his body (blood and pain) in order to react to the poliical
circumstances or o ask moral and existential questions. Many of his perfformances and actions
are redlized as a member of the arfists’” group Ulirafuturo where he shares the interest in the
problems of the human,/machine, the techno- and bio-ethics. The author is also concerned with
the social and spiritual institution of the church as embedded in the current media society and
culture. His works are questions about faith, truth, lie, hypocrisy, and sacrifice that he is relating
to the human condition away from the official insfitutions of the spirit. Somefimes performance is
just an element from the process of creation of his works that might be texts, paintings or objects.
He has produced a cross (“Red Cross”) from glass tubes where the function of the luminophore
(light-emanafing dust) has been replaced by a symbolic quantity of the arfist's blood. He then
hooks the tubes to electrodes and fills them in with neon gas. As an effect of the blood the color
of the light is changing and instead of the typical for neon red color, the cross is glowing in @
kind of cool blue. lts outlines are shimmering and shifing. We see an image that is magically
unreal, as if projected on a screen. The artist is asking the question about the body as well as
the status of religious objects (images) in a consumer society. The border between the nofion
of “truth”, the conditions of representation and political existence of man, that he is interested
in, is present also in the work directly related to the Occupy movement in New York — “What
is your occupation?” — a man’s white shirt is adorned with the fifle/quesfion — what is your
occupation, whatis your position, which is stained with the blood of the artist on the front.

Aiton Tepaves, C kakso ce sannmasaw? / Kakea e nosmupstam?, 2011,
6sna puaa, kpbe; doto Kam [JamsHosa
Anton Terziev, What s your occupation2, 2011, white shirt, blood;
photo Kafia Damianova

Aon Tepaves, Hepser kpsct, 2001, mspdopmarc (¢ nomowra Ha
Oner Maspomarmi 1 Kars [JamsHosa); doto Kars JamsHosa
Anton Terziev, Red Cross, 2001, performance (with the assistance of
Oleg Mavromatii and Katia Damianovay); photo Katia Damianova
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BEPHA OMMJ1 BERND OPPL

3A0GMS FOR OGMS
KYXHATA HA MCN-CODPUY, THE KITCHEN AT ICA-SOFIA,
07.12.2011-21.01.2012 07.12.2011-21.01.2012

Anaprament” e Mofen Ha COBCTBEHMSI ANAPTAMEHT HA XyAOXKHMKA, M3PSI3aH NpeLm3-
HO B HOTPYNAHK eauH BbPXY ApYr 6enu nuctose xaptus, popmar A4. MpomsHata Ha
MalLaba HA MPOCTPAHCTBOTO € M CMSIHA HA TIGAHATA TOYKA, HA NEPCNEKTMBATA CMPSIMO
BCEKMHEBHATA CPEAA HA OBUTABAHE. B MMHMMANMCTUYHMS, ToMU3MEPEH Mopen Npu-
no61Ba ABNBOYMHA OBEKTUBUPAHMAT M AMCTAHLMPQH MOMES, HO ABTOPA BbPXy COBCT-
BEHOTO My MPOCTPAHCTBO HA XXMBEEHE, KOETO 61 MOMO A € MPEACTABATA 30 [AOM.
OraentuTe NNACTOBE XAPTHMS CA KATO HATPYNAHM EHA BLPXY APYrd GAHKM NAMET, OT-
MEPBALLM NPEXMBSHOTO BPEME W NPEBLPHATUTE B HEPASTMUUMU APXMBHM EAMHULIA OT
CMOMEHM 1 CbOUTHS. Ha FPAaHULIATA MeXiy APXUTEKTYPEH MAKET M XyOXeCTBEH OBeKT,
paboTaTa MPABK BUAMMA THHKATA TPAHMLA MEXAY MPOAyKTd, KOKBBTO € BCeKM emH
QNAPTAMEHT 1 EMOLIMOHAIHOTO, YOBELLKO OGXMBSIBAHE HA MPOCTPAHCTBOTO.

The “Appartment” is a model of his own apartment that has been cut with great precision
into the pile of white sheets of A4 paper. The change of scale of the space is also a
change of perspective and viewpoint to the mundane living environment. The objectified
and distanced gaze of the author over his own living space becomes ever deeper in
the minimal, three-dimensional model of the notion for home. The single layers of paper
are like piled up databases of memory that are counting the lived fime while becoming
undistinguishable units in the archive of memories and events. On the border between
architectural model and artistic object the work makes visible the thin line between the
apartment as a product and the emotion-filled human-lived space.
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Beprn Onn, Anapramert, 2012 Bernd Oppl, Flat, 2012



3A XYOOXHNKA

[MoHsikora knoyctpodobuuHm mn crpaxosutn pabotute Ha beprp Onn nokasear mar-
HETWU3MO Ha MPA3HMS CBST Ha NpeameTHTe. B Hero nepcoHaxmre oTcheTBaT 30 CMETKA Ha
SBREHMSTA” . Xy[JOXHMKBT Cb3[0BA APXUTEKTYPHM MOAENM C TECHU KOPMOOPH, BPATH,
NABMPHHTHI NPOCTPAHCTBA W PASNMYHM MHTEPUOPH. Te YECTO CO 3AMMCTBAHM OT NO3HA-
M GUIMOBM NPOMYKLMM. ABTOPBT MM 30CHEMA M MOKA3BA KATO POTOrPADMM; MOBEUETO
B MQIKM PA3MEPH W B ANGOKM YEPHU KyTWM WM MM NPEBPbLUQ B ABIKEL CE MALLMHM,/
ckynnTypu. Mpomersiiki MaLwaba Ha 06PA3a M YCELLGHETO 30 MPOCTPAHCTBO, TOM BKITIOU-
BA TE3M , CKYNNTYPK” B MHCTANALMM, KOTO YPE3 KaMepa MPeaCTaBs ABMXEHUETO UM B pe-
anto speme. Pabotute My ca OpraHMiHO CBBP3AHM C €3UKA HA KMHOTO M TEXHMKMTE Ha
MoHTaxa. Onn obaye 3aMecTBa BCEBUXAALLOTO OKO HA (KiHO) kamepata ¢ Gesctpact-
HATQ IMEAHA TOYKA HA Kamepata 3a Habnoperme. ToBa & HOBELIKOTO OKO, M3MPABEHO
Npef, MALUMHKTE, Mpou3BexaaLy obpasu. Ha Tosu npuHLMn ca cbapapenm M paborara
,3akschsina cras”, u ,Posik”. [1seTe cbiuectsysar nog popmara Ha poTorpadmit U MHCTA-
NALMM C BMAEQ B PEQNHO Bpeme. 3aAAAEHMAT MEXAHW3bM HO BBPTEHE HO MOZIENA € TOBA,
KOETO 30/IBUKBA IEHCTBUETO BLTPE B HEro. [osBABAT Ce HEOBSCHNMM, HENMOTMYHM 1 CSIKaLL
HEYOBELLIKM ENIEMEHTH, SIBNIEHMS! WM NAPAAOKCH HA MPOCTPAHCTBOTO. XyIOXKHMKBT M3CTe-
BO BP3KATA Mexzy o6pasuTe W 4oseLukuTe emoym,/cbctoskms. [onyotsopera spara
M 4aCT OT KOPMIOP, BOAELLA KbM APYTd MOMOTBOPEHA BPATA € EAUHCTBEHMST ENEMEHT,
YMHOXeH 10 6e3KPAHOCT B , 3aKbCHSNA CTas” . 3ABBPTAHETO HA MOAENA Cb3AABA YCELLA-
HE 30 MAHMAKAITHO MOBTOPEHME, TAKA, KAKTO MOSEMBALLMTE YEPHM YACTMLM MO BPATUTE M
npo3sopuprte B ,Posik” - 3a norHyca u ctpax. Te xunHoTM3Mpar sputens.

Bepra Onn, 3akscrsna cras, 2012, MOP monen, motop, kamepa, saeonpoektop, 80x120x80 cm, nyn & peanto
peme, 4:3, uepHo&6ano; kamwp o anoxba e “ZMYKO", Forum Stadtpark, fpaw, 2012

Beprn Onn, Posik, 2011, cepus ot wect dotorpadmn 40x30 em / paborara karo supeouHcranaums — Posi, 2012,
MP mopen, MoTop, kamepa, BUREONPOeKTOp, Nyn B peanto speme, 4:3, yepHo&Eano
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BUKEHTM KOMWTCKM VIKENTI KOMITSKI

3A0GMS FOR OGMS
KYXHATA HA MCN-CODPUY, THE KITCHEN AT ICA-SOFIA,
10.09.-23.10.2010 10.09.-23.10.2010

OGMS LLUKAD 2, TANEPUA CAPUEB,  OGMS CABINET 2, SARIEV GALLERY,
MIOBOMB, 03.05. - 17.06.2011 PLOVDIV, 03.05. - 17.06.2011

OGMS LLKA® 3, W139 OGMS CABINET 3, W139,
AMCTEPOAM, 14.10.-20.11.2011  AMSTERDAM, 14.10.-20.11.2011

, TalHa rppaguHa” e XyMraHeKa aKLys MO 30CAXAAHE HA CTPBK KAHABMC B YEKMELXETO
Ha Ogms. Pabotata e eaHo oT TpuTe HEroBU NPOM3BEAEHHMS, MOKA3BAHW NPE3 PA3IMUHO
BPEMe B ranepusta. BbB BCMUKM TSX MMA HOXOAKA, KOSTO OBTOPBT PA3BMBA B KOHKPET-
HUSI MOMEHT, KATO TaKA Cb3fasa ,6bpan” npomsseneHms, Hocelwy atmocdepara Ha
CbBPEMEHHATA MONYSAPHA KyNTYpa M XAOCA OT OFPOMHOTO KOSIMYECTBO MHpOpMALWS:
,1:200” e komeHTap kbM MaLABa HA ranepusTa — B HAM-MANKOTO M3NOX6eHo npoc-
tpancteo B Codus (Ogms), e BMecTeH MakeT HO HQ-ronAMATa MO NAOLY, ranepus B
rpana. , Combebk” MbK € ayaropaboTa, B KOSTO 3pUTENMTE HyBAT PASNMYHM MENOAMM
B [1BETE CM YLIM: OCHOBHATA Tema Ha [xepamte ot dpunma , Mexay3sesnHu BoiHM”
- ,Hosa Hapexaa” v ,Mapwnt Ha Mmnepusta”. ConbebkbT Ha MenopuuTe ce ochb-
LLECTBSBA HQ CETMBHO HMBO, BYKBAMHO B [MABATA HA 3PUTENS, MEXMY ABETE CIYLICIKH.

The “Secret Garden” is a hooligan acfion to plant and grow a spray of cannabis in the
Ogms drawer. The work is one of the three works that he has shown at different imes in
the gallery. Each one is an idea that the arfists is developing in the concrete time while
creating “fast” artworks full of the atmosphere of contemporary popular culture and the
chaos of information overload. The piece “1:200” is a commentary on the scale of the
gallery — the smallest exhibition space in Sofia (Ogms) is hosting the scale model of the
biggest gallery in the city. “Crash” is an audio piece where the viewer is listening to
two different tunes with his/her two ears — the main theme of the Jedi from Star Wars
(New Hope) is played opposite the March of the Empire. The crash of the two tunes
is performed on a sensory level literally inside the head of the viewer and between the
two earpieces.
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Bukern Komurcru, Comscuk, 2011 Bukert Kommrekm, TaiHa rpogmia, 2011
Vikenti Komitski, Crash, 2011 Vikenfi Komitski, Secret Garden, 2011

Bukenm Komureku, 1:200, 2010 Vikenti Komitski, 1:200, 2010



3A XYOOXHNKA ABOUT THE ARTIST

Bukerm Komuteku e astop, wmnto pabotn npepcraenssar 6e3kpaitti anponpuaumn. Te
Ce MOSiBSIBAT OT GPMKONAX Ha 06PA3M W MHBOPMALS, M3TPAKAMKM MPEACTABA 30 PONSTA
HQ XyAOXHMKA KATO 30 crielmdmieH , penaktop” BbB Bi3yanHaTa cpeaa. [pes HamepeHm
0BeKTH, YCBOEHN OBPA3M OT KUHOTO M MHTEPHET, TEKCToBE, GOTOPADMM, MHCTANALMM,
PMCYHKM, HOANMCU B IPAACKATA CPEAA W T.H. GBTOPLT HEMPEKLCHATO HW M3NPAaBs Mpeq, 3a-
ry6eHaTa GBTOHOMHOCT HQ , POM3BEAEHMETO” B CBETA, YNPABIABAH OT NPOCTMTE KOMOHIM:
KOMH, NENCT W apnniAT. HerosuTe paBoti 4ecTo ca HANpaBeHK TAKa, Ye Aa MoraT Aa GbaaT
DEKOMMO3MPAHM BELHATG CNIEA M3NOXEATA, NPEBPLLLANKA Ce B ChBCEM OBMKHOBEHM NPE-
Metn. Te ca HecTaBWIHM, BPEMEHHM OBPAa3YBAHMS HA CMMCHI, KOUTO W3PA3SIBAT XAPaK-
TEPUCTMKMTE HA CbBPEMEHHATA KyNTypa HO ABIKEHME, EPMMEPHOCT M ,KysTT KbM BCEKM
CRIeABaLL, HOCTOSILL, MOMEHT. B camusi HauyH, Mo KOITO ca Cb3AaAeHH Ce ChabPXa Neperek-
TMBATA 301 XyAOKHMKA KATO SIOLLO MNGTEH KynTypeH paBOTHUK M 30 IPABEHETO HA M3KYCTBO
MO-CKOPO KATO EHTYCUACTKM XECT HA KPEATMBHOCT. YCBOSIBARMKM Ta3M MeaHa TouKa, BukerTy
KoMuTCKM OTNpaBs KOMEHTOP KbM €MTAPHATA TEPUTOPMS HA MPOM3BOACTBO HA U3KYCTBO.
,HesbamoxHocTTa sa 6espaboriua B cbanameTo Ha pabotewys” (2013) e pennuka kbm
mssectHara pabota Ha JeimubH Xsper , Prsnieckara HeBb3MOXHOCT HO CMBPTTA B Cb3HA-
HMETO Ha XuBisi”. TSt MPEACTABNABA AKBAPHYM, B KOWTO € NOCTABEHA pUBa-umcTay. ABTOpST
HIM MPE/CTOBS ChLLECTBYBAHETO HA HOBEKA OT MIEAHA TOYKA HA BA3MCHATA HEOBXOAMMOCT
30 MKOHOMMYECKO OLEISIBHE, KOSITO MOAMEHs Camust XuBoT. HetpaitHocTta u nmncara Ha
CTABUAHOCT, KOWTO MPOMEHST MPEACTABATA 30 Bpeme (3 JKMBOTA M CMBPTTA), €O OCHOBEH
npobnem v 8 pabortara , Kot ucka aa xueee seuro?” (2010).

Vikenti Komitski is an artist whose works form a chain of endless appropriations. They are
springing out of a mixture of images and information; they are building up the notion of the
artist as a specific “editor” in the visual environment. Using found objects, images picked up
from movies or the Internet, texts, photographs, installations, drawings, signage in the urban
space, efc. the artist is always confronfing us with the lost autonomy of the artwork in a world
ruled by simple commands — copy, paste, and delete. His works are often made so that they
could be de-composed as soon as the show is over, reverting back to ordinary things. They
are unstable, femporary formations of meanings expressing the features of contemporary
culture of movement, transience and the “cult” for the next moment. The very make up of
the works contains the notion of the artist as a poorly paid cultural worker and of art as @
rather enthusiastic gesture of creativity. Adopting such a viewpoint the arfist is addressing his
comments to the elite territories for art production. “The Impossibility of unemployment in the
mind of somebody working” (2013) is a replica on the famous work by Damien Hirst fifled
“The physical impossibility of death in the mind of somebody living”. The work is an aquarium
with a fish-cleaner living/working in it. The author is presenting the existence of man from the
point of view of the basic necessity for economic survival, which is subsfitufing for life itself. The
impermanence and the lack of stability that are changing the nofion of fime (of life and death)
are also a leading issue in his work “Who wants fo live forevere” (2010).

Bukerm Kommreki, Kot neka aa xusee seuro, 2010, nanatku ot nonumectep, BAPUPALLM Pa3MepH; Kaabp OT MIOWIOAA
npen Hauvorankms peopet Ha kynypara, Codws, 2012; doto Mean-Anekcarmep Vsaros Vikenfi Komitski, Who
Wants to Live Forever, 2010, polyester tents, dimensions variable, installation view in front of the National Palace of

Culture 2012; photo Ivan-Aleksandar Ivanov

M
Bukerm Kommrekin, HesbamoxHocTra 3a 6e3pabotiua B Ch3HAHWETO Ha paboTeLus, ..., Kambp OT u3noxba B ranepus

MCW-Codpms; doto Iummmsp Conakos Vikenti Komiski, The Impossibility of Unemployment in the Mind of Someone
Working, 2013, ..., installation view at the ICA, Sofia; photo Dimitar Solakov
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BOWMH OE BOMH VOIN DE VOIN

3A0GMS FOR OGMS
OGMS LLIKAD 4, OGMS CABINET 4,
TAJTEPMA TPETOP MOOHAP, GALERIJA GREGOR PODNAR,
JIIOBJIAHA, 15.11.-13.12.2013 LUUBLJANA, 15.11.-13.12.2013

Mma nu Hewwo no-Tpusranto ot ,npupoaara’ Ha voselwkoTo? Cskall oTerdyeH or Hes,
BoitH ae BoitH ce Bnycka B CTPAHHO HaUMHAHWE MexXay GHUNOCOPUATA U LLOYTO AA Tbp-
cn apy ,npupopin” mogenn. CoBite MOXe W AQ CO CUMBOM HA MBAPOCTTA, HO HUMA
morat fa 6vaat mopen? Olwe cbe 3amasueTo Ha kpatkata supeopabota (,Cosute
He ca mogenn”), aBTOPBT M3MeXaa AABA OTFOBOP, HO M Cb3AABA CTPAHHA 3abnyaq.
Bixname ro obriedeH kato B KykneHo Wwoy, - ole eauH repoit ot , Ynuua Cesam”, ¢
wnndep M ¢ ,masa’ Ha COBA AQ CE& PA3XOXAA BbPXY MOKPHB, MMUTUPQIKH XQOTMHHM
ABMKEHMS HO MTULA — ThPFBA B €4HA NOCOKA, NOCAE B APYFd, KL BbPXY A1H KOMMH, a
crnep ToBa BbpXy APYT M NIEKO Noonpass nepyLumHa. [pobnemsT e B TOBA, Ye 3rnexaa
MO HELLIO HAMIACEHO: TBPAE TMXO € U TBLPAE YUCTO, MyXMTE XyXbT NPeKaneHo 6a13o
[0 KOMEPATA M KOMUHBT Ce CPYTBA NP MbPBMS ONKT 30 MONMTAHE. 3aAABAMKM KATO Ye
71 FONIEMMUS BBMPOC 30 YOBELLKOTO, OBTOPLT NOATLIBA 3PUTENNTE M M1 3ABEXAA NPeq
CLEHATA, HA KOSITO CSKALL COBMTE HE CO MOAENM, 3ALLOTO CbBCEM HE YMesIT AQ No3npaT
nobpe, a KAMO v A NETSIT.

Is there anything more trivial than the “nature” of humanity2 As if bored by this “nature”
Voin de Voin is entering a strange undertaking between philosophy and spectacle in
order to search for other “natural” models. The owl might be a symbol for wisdom but
are they fit to be such a model2 The author provides the answer in the tifle of his work
(“The Owls are not a Model”) but at the same time he is creating a strange deception.
We see him dressed as if in a puppet show — just another Sesame Street character — with
a rain coat but with a “head” of an owl to walking along the roof mimicking the chaotic
movements of a bird — staring in one directfion, then another; perching on a chimney
then on an another while slightly rearranging his plumage. The problem is that there
is obviously something prearranged in all of this — it's too calm and too clean; the flies
are whizzing too close to the camera and the chimney collapses at the first attempt of
a takeoff. While asking the grand question about humanity, the author is tricking the
viewers and taking them in front of a stage where the owls seem not to be the models
because they cannot pose at all, let alone to fly.

Cosure He camopenu, 2013, suneo, 1'42"'; c Gnaropaproct Ha lanepust Capues
Owls Aint Models, 2013, video, 1'42"; courtesy Sariev Contemporary
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3A XYOOXHNKA

,Kakeo e npocroro?” — ToBa e eguH ot BbpocHTe B Mbpdopmarca , Punocodeko kasmHo” .
B Hero yuacTeaT HSIKONKO YoBeKa, obnedeHn KaTo B ,kapHasan” (B CMUCHAQ HO M3BLHPEA-
HQ CUTYQLWSI), HO MO € KOSIKMPAHA CEepist OT YMACIA KATO MPU AOMA M CE UTPae Urpa, B
kosiTo TpBBA AQ Ce M3BMPa MeXay PasinuHK Gprnocodcki Bbnpoc 1 chxaerms. Kakso
MO-NPOCTO OT TOBA, O MMEHHO — drnocodusita aa Bbae , ceeneHa’ A0 MHAYCTPMS HA LWAHCA,
Ao kasuHo? 3anorst obave e apyrage. ABTOPET M3CNENBA Bb3MOXHOCTMTE HA M3KYCTBOTO
AHEC [0 NOPCXAA CMUCTW M A MPeobpbLUa , o4eBMaHITe” 3HaueHMs. Kiioyos MHCTpyMeHT
30 MOCTUFGHE HA TOBA € MbPOPMATUBHATA CUTY ALY, ASHCTBUETO — KOKTO TOBA HA aBTOpPa,/
M3MBAHMTENS, TOKA M Ha camata nybnmka. Hacurern ¢ mHoxectso 0bpasu, kouto 6bp3o
ce npomeHsiT, pabomte Ha Boik e BoitH ca bTpeluHo doTorpadcki, AOpH U Korato He
ca otorpadmm. AcoumapsTa e ocHoBEH ,ncuxonoryecki” npuHLN. BbamoxHoctuTe
30 PA3NMYEH CMMCBI, C& THPCAT HA MPUHLYNG HA MO3HATOTO, MMMTATMBHOTO, TOBQ, C KOETO
3pUTENMTe Ca CBUKHAM 1 KOETO ABTOPBT NPeobpbiud. 3aToBa W MbPpOpMAHCHTe My MoraT
AC HANOROGSBAT PONEBY MrPH, A U3MEXAAT CAHTUMEHTAHM, MPEKOMEPHO EMOLIMOHAIHM,
CTPAHHO HEBUHHM Mk NOpoUHM. XKenaHWeTo e He Aa ce ycrokom nybamkata, a Ad ce Bb3-
Gynu; na Gbae Npeay3smMKaHa [a BUAW ,HyAOBMLLA" B BAHANHOTO Wik (€31KOBHM) KEHTABPH
B siBHM Byksanamu. Obexmst , CoLmanto UyaoBuiLe” e 3HAKOB MPUMEP 30 NOCEAHOTO.
,Bronusaiiki1” gea vepena eguH B apyr, Boit ae Boik cbanasa napapokcaneH obpas my-
TanT , Coumanto vyaosmwe”. Pabotara Mamexaa conmaHa v TexKa, NoKAa3aHa e KaTo yse-
KOBEUeH My3eeH 0BeKT, OBPATHOTO HA BCMUKM OYAKBAHMS (11 TEOPMH) 30 XMBMA OPraHW3bM
Ha oBLLecTBOTO.

“What is simplicitye” this is one of the quesfions asked in the performance “Philosophical
Casino”. Several persons take part, and they are dressed as in a camival (meaning — an
unusual situation); a set of numbers are collaged on the floor like in the game of hopscotch; and
a game is played out where one must choose between various philosophical quesfions and
statements. What might be simpler than that — to reduce philosophy to the industry of chance,
to a casino? The stakes are elsewhere though. The author is invesfigating the potential of art
today to generate meaning and to flip the “evident” nofions. A key instrument to achieve this
is the performative situation, the action — the one of the author/performer, as well as of the
audience ifself. Saturated with a multitude of fast changing images, the works of Voin de Voin
are internally photographic even when they are not photographs. The association is the main
“psychological” principle. The possibilities for a different meaning are searched for within the
familiar, the imitative, that which the viewer is used o and which the author is flipping around.
This is why his performances may look like role games, o appear to be sentimental, overly
emotional, strangely innocent or wicked. The wish is not to calm the audience down but to
arouse it; to challenge the audience fo see “monsters” in the banal or (language) centaurs
in the obviously literal. The object “Social Monster” is a strong example for the latter. By
“gripping” two skulls one with another Voin de Voin is creafing a paradoxical mutantimage —
“a social monster”. The work looks solid and heavy, displayed like an ancient museum arfifact
contrary to all expectations (and theories) about the living social organism.
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Dunocodpeko kasuro, 2013, urrepaktmeer mpdopmanc; Coupanen uertsp , Xacnen”, Codust; Yuacthuup: CHexaka
Muxaitnosa, Arapro Ppemara — Cwut, Credarm banantaitk, Bopsta Pocca, Minnaka leopriesa, Becenuna Capuesa,
Bacwn Mnues, Crarmmup Mararioros, MNasnmna Kpscresa, Hatanvs Mopaarosa; doto Jly6pu
Philosophical Casino, 2013, inferacfive performance; Social Center “Haspel”, Sofia; Parficipants: Snejanka Mihaylova,
Andrew Fremond — Smith, Stephanie Ballanfine, Boryana Rossa, lliana Georgieva, Vesselina Sarieva, Vassil lliev, Stanimir
Panayotov, Pavlina Krasteva, Natalia Jordanova; photo Lubri
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FPYNMOBA MN3JTOXBA GROUP SHOW

3A0GMS FOR OGMS
KYXHATA HA MCN-CODI, THE KITCHEN AT ICA-SOFIA,
01.02.-10.03.2012 01.02.-10.03.2012

C sbrpoca , Kaksa pucyHka 61xa cnoxunu B Yekmemke?” aBTopHTe Ce M3NPaBsIT npes,
304040TA A0 PA3POBSIT IM4HKMTE CU , cknapose” 1 pabothu npoctpakctea. danu tam
CO HON-CTAPUTE CKULIMA MM PUCYHKM — TE3M, KOUTO CA HEYCMELLHM, U1 HAM-LIEHHM, O
MOXe 61 HEMPUMUHM MW MbK BeYe 30BPABEHM — ONPEaENs PASNMKUTE B NOAXOAA HA
XyAOXHULMTE: OT TOBA A0 C& M306pA3M CAMOTO AEHCTBIME PASIMEXAAHE HA PUCYHKM,
no nokassaxeto Ha , KapTa 3a nonuueiicka peructpauus Ha smue”. Hact ot pabotu-
Te Ca CMEUManHoO Cb3AAAEHM 30 COMTUETO, APYM CA M3BAAEHM OT MPETLPLIYBOHNTE
YEKMEKETA M MOKA3aHM 3a Mbpay mbT. M3nparenu no nowara, $akca mim JoHeceHm
HQ PBKA, HAGBLP30 HAMPABEHM UM CTAPATENHO MNOATOTBEHM, PUCYHKMTE ABAT Bb3MOX-
HOCT HO 3pUTENsi AQ Ce PA3POBM B OCTABALLOTO B NOBEYETO Cly4am CKPUTO MPOCTPAH-
CTBO HO YEKME/KETO.

Kypatopu: Bnagms Muxarinosa 1 Mean Myros

The question “What kind of a drawing would you put in a drawer2” makes the artists
participating in the exhibition face the task to ransack their personal “storage” and work
spaces. What these spaces hold - their earliest skefches and drawings, the worthless
ones or the most valuable ones, the indecent or probably the forgotten by now -
determines the different ways of approaching the task: from the choice of representing
the action of reviewing the drawings to the act of exhibiting a Police Registration Card
of an individual. Part of the works have been created for the event, others have been
taken out of the rummaged drawers and shown for the first time. Send by mail, faxed or
delivered by hand, hastily made or carefully prepared, the drawings allow the viewer
to look inside the space of the drawer that in most cases remains hidden and closed.

Curators: Vladiya Mihaylova and Ivan Moudov

Wekpa Braroesa, Besiko nponssesieHie Ha M3KyCTBOTO € Heu3BbpLLEHO npecTbrnetme, 2012
Iskra Blagoeva, Every Work Of Art Is Uncommitted Crime, 2012

Mpasaonio6 Vsaros, beskpaiito crpaaatie, 2012 Pravdoliub Ivanov, Endless Suffering, 2012
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Kupun Kyamaros, Heosamasero, 2012 Kiril Kuzmanov, Uniifled, 2012

YunpusiH Mypewan, Heosamasero, cropubopa 3a suaeo, 2010
Ciprian Muran, Untifled, storyboard for a video,2010

Credanms baroesa, Owxa, 2011 Stefania Batoeva, Rain, 2011
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Hukon Mpyy, Murpupare, 2012 Nicole Prutsch, MiGrafing, 2012
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Mura Muros, Heosarnaeero, 2009 Mind Minov, Uniitled, 2009

ko6 LLke, PrcyHKa Ha Boniki xopa, B KOMTO i 611 TaiiHo BioGeH Be3 Aa CrOMEHABAM HIKOTa Ha HiKoro 3a Tosa, 2012
Jakob Schiecke, Drawing Of All The People | Was Secretly In Love With And Never Told Anyone About, 2012

R

&E! {iﬂ'ewh’

Anpuen Tuptito, Cruua 3a “Potato City”, 2010 Adrien Tirfiaux, Study for “Potato City”, 2010

Bukertn Komureku, 3raeww, 2011 Vikenti Komitski, You Know, 2011
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3A N3NTOXBATA

B [pyriosarma vanox6a ysacTeaT GBTopH, KOMUTO paBoTsT B pasniiiHy obnact - CkymTypa, XMBOMAC,
WHCTONOLYS, BUEeO. acT oT Tx Beve MPEACTaBMXA CBOM MPOM3BEAEHHS B POMKMTE HO COMOCTOS-
TenHmM Manoxom B uexmemketo Ha Ogms: Bukermt Komureru, Crena Baanesa 1 Kupun Kyamarios.
CamaTa MHALYIOTVBA 301 FONIEPHTA B HYEKMEKE 3AMOHHA NP MOBEYE OT FOMHA C M3NoX6a Hal
MGV CBCTPMIACKM XyIOXHWK Arioren Trpmiito. A cper Hal-HENocpencTBeHMTe 1asiBu 6e yuacTveTo
Ha Ogms B TasropywHoTo BreHane B xakapra ¢ euaeoto Ha Kocra Tores , CamopocTarsiHa Ma-
wwra” (2009), npeactasero ot Kedtmpo Cyaywn. , Kpacorara He yers aa criaon ceeta” (2011)
Ha Wekpa Briaroesa u , Cer” (201 1) Ha Credparms Batoesa Gsxa nokasaru e [nosmye v Am-
crepaam karo yact ot Ogms Cabinet — paGora Ha Vear Myaos, B pamkste Ha KosTo Toi npeactass
MPOM3BELEHHST HOL YT XyHOKHMLM, 3CMA3BOIKM (POPMOTT HO YEKMEKETO.

30 HACTOSLLIATA M3NOXGA CELANHO Cal MOKAHEHM MosHaTUTe Ha Mybnikara [Mpasnoniob Meatos,
Kpacmmp Tepanes 1 Bepornka Liekosa, a cbLuo 1 noseuimre ce oTckopo Ha copmickaTa CLgHa
Mita Muros 1 HR-Stamenov - nocregrms paGom npemm-o B Mranvs 1 Tasi roguHa nosysii
Harpapara , Trieste Contemporanea” 3c Mo, EBpOMeNcki XymoxHMK. Manoxbara BroHBa npoma-
BeZeHMst M Ha ABama asTopw ot Buera — Hikon Mpys 1 fkob LLnke. Crewptanto 3a cobvmveto e
M YMOCTUETO HOl PYMBHCKUS XYFOXHNK Sinpis MypeLuaH, Y To pucyHKi HecTo ca npeprcyBai
PENPOYKLIN HQ M3BECTHM MPOM3BEREHNS OT KHIAM W KTQMO3W MW TOKMBO, B KOWTO Ce MOSBSIBAT
06PN 1 PUIYPH, CBLPIAHN ChC COLMAITUCTUHECKO MUHAO. SQUABAIKI 11O TO3M HAUMH BBPOCA 301
QBTEHTVYHOCTTAl HO MPOM3BEAEHMETo, PaBOTHTe Ha MypeLLIGH MPEACTORNABAT HOXORUMBH Pe-KOH-
TEKCTYQnH3ALYM HO OBPA3H, MBPOBEHH OT KySTTYPHATA W BU3YQITHA MAMET.

The Group Show features arfists working across a range of mediainduding sculpture, painfing, installafion
and video. Some of them, among whom Vikenti Komitski, Stela Vasileva and Kirl Kuzmanov, have
already presented their works in solo exhibiions in Ogms Gallery-Drawer. The idea to set up the gallery in
adrawer was infiated more than year ago with an exhibiion of the young Ausfrian arfist Adrien Tirfiaux,
one ofthe most recent events being the participation of Ogms inthis year’s Jakarta Bienncle with the video
Self-sufficient Machine, 2009 by Kosta Tonev, presented by the artist Keiiro Suzuki.

Beauty Failed To Save The World (201 1) by Iskra Blagoeva and Shades (201 1) by Stefania Batoeva
were exhibited in Plovdiv and Amsterdam as part of Ogms Cabinet — a project by van Moudov within
the framework of which he shows works by other arfists while preserving the exhibifion space of the
drawer. Spedidlly invited fo foke part in the present show are Pravdoliub vanov, Krassimir Terziev and
Veronika Tzekova who have been known to the public, as well as the newly emerging artists atthe Sofia
art scene Mind Minov and HR-Stamenov. The latter works primarily in ltaly and this year received the
Trieste Confemporanea Award for young European artist. Among the invited are also two young arfists,
Nicole Prutsch and Jakob Schieche, who work mainly in Vienna.

A special pariicipantin the event s the Romanian arfist Ciprian Mure an whose drawings often represent
redrawn from publications in books and catalogues famous art works, or works featuring images and
figures related fo the socidlist past. By raising the issue about the authenticity of an art work, the Mure an'’s
works are bright recontextudlizations of images that have been as though dug up from the cultural and
visual memory.
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HR-Stamenoyv, Punto di entrata (Touka Ha Bmsare), 2012 HR-Stamenov, Punto di enfrata (Point of Eniry), 2012
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Bepouka Liekosa, Tasn crpana Harope, 2012 Veronika Tzekova, This Side Up, 2012

Crena Bacunesa, Kamuon 1 yosek Ha 6sin dpor, 2012 Stela Vasileva, A Truck And A Man On White Background, 2012
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INMUTBP COJTAKOB DIMITAR SOLAKQOV

3A0GMS FOR OGMS
KYXHATA HA MCN-CODPUY, THE KITCHEN AT ICA-SOFIA,
22.03.-04.05.2013 22.03.-04.05.2013
OGMS LLKA®D 4, TANEPAA TPETOP OGMS CABINET 4, GALERIJA
MOOHAP, JTOBJIAHA, GREGOR PODNAR, LJUBLJANA,
15.11.-13.12.2013 15.11.-13.12.2013

Paborara , Exhibition View” uanonssa cpencrsara Ha dotorpadusta, nocrassitku
Moy, CbMHEHWE MPEACTABATA 3 Hest KATO MHCTPYMEHT 30 Cb3AABAHE HA |, JOKYMEHTH” .
AsTopbT cbapasa dotorpadus Ha doTorpadeka M3nox6a, KoSTo NOKA3BA KATO KbCa
KMHONEHTA, NPEBBPTALLA CE HEMPECTAHHO HA KOHCTPYMPAH OT HEFO MEXAHW3bM. 3pH-
Tenute pasnonarar ¢ 360° naHopama Ha usnoxba Ha camus Jumuep Conakoe B
ranepusta Ha MHctuTyTa 30 cbBpemeHHo m3kyctBo, Codums, Ha KOSTO eKCMOHMPaHM
BbPXY CTEHWTE HA FANEPMSITA MOFAT [0 CE PA3NMYAT HAKOM OT NO3HATUTE A0 TO3M MO-
MeHT doTorpadun Ha asTopa. Benpocurte, panu Toea e peanHo mnu Bbobpaxaemo
CbOUTUE, M AANM NOKA3AHATA B YEKMEMXKETO PABOTA € JOKyMEHTALMs OT U3NoX6a min
COMOCTOSITESHO MPOM3BEMIEHME, OCTABAT OTBOPEHM. PeanHoTo TpumamepHo npoctpaH-
ctBo Ha ranepusita Ha MCM-Codus e npeBbpHATO B ABYM3MEPEH NEM30X, BMECTEH B
ranepusITa-4ekMeke.

“Exhibition View" is using the means of photography in order to question the nofion of
photography as an instrument for the creation of “documents”. The author has made
a photograph of a photographic exhibition, which is shown as a short roll of film that
is constantly rotating on a specially constructed mechanism. The viewers can see a
360° panorama of a show of the artist in the ICA-Sofia gallery where one can see
as-if-hung-on-the-walls of the gallery some of the already known photos of the author.
The questions about the event — real or imagined; the show — is the work shown in the
drawer a documentation of a show or a work on its own, remain wide open. The real
three-dimensional space of the ICA-Sofia gallery is transformed into a two-dimensional
landscape squeezed into the drawer gallery.
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Lumurep Conakos, Exhibifion View, 2013 Dimitar Solakov, Exhibifion View, 2013
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Oummmep Conakos cbapasa cepun oT 0b6pasm ¢ OTBOPeH Kpai. Te 3anousar aa ce
PA3BMBAT OT KOHKPETHA WMAEs — HOCTPOEHME, CbCTOSHME, AETAMN UM OCOBEHOCT Ha
cpenara, u Ha 6asata Ha ToBa akymynupar obpasu. Pabotute My ,chluectaysar” B
CbCTOSHME HA MOCTOSHHA MPOMSIHA U Bb3MOXHOCT 30 NPEHAPEXAAHE B KOHKPETHOTO
NMPOCTPAHCTBO, B KOETO €A MOKA3AHM. Te ca BIexXaaHus B 6AHANHOTO, NOPTPETH, Cb-
3ePLAHKS, KOWTO MOKA3BAT E/IEMEHTU OT FPAACKATA MM NpupopHaTa cpeaa. B uacr ot
TAX U3PA3HKTE CPEACTBA HAa poTorpadmsTa 1 BUReoTo ca obeamHer. AsTopsT fobass
enemeHTa Bpeme kb 0bpasnTe, a TaxHoTo yabmxasare (,Extended Images”) e onmr
He TONKOBA 301 BIMEXAAHE, KOSIKOTO 30 BTPEHYBAHE B ONPEMENEHO ChCTOSIHWE MK Kap-
mHa. Cepusita ot dpotorpadun , Mnagoct” e cpen nbpsute My pabotu. Ta ce passusa
B KPAYKA C AMHOMUKATA HO XMBEEHE HO XOPATA 3aCHETM Ha doTorpadumte 1 npea-
CTOBASIBA KCXMBMLMOHUCTUHEH QKT HA XYAOKHMKA, KOMTO CHUMA COBCTBEHMS CU XMBOT
u npusitenn. Kynonure, KpbBTa, LENYBKUTE M MOBPBLUAHETO CE& CMECBAT C MPUPOAHM
neisaxu u potorpapuparn yboneuku. Mpespbluaiikv B cBos Tema mnagoctra, [u-
MuTbp COonakos roBopH eAHOBPEMEHHO 30 MHGAHTUNHOCTTA 1 cBOBOAHOTO BpeEMe, 3a
COLMQNHATA QNMEHALYs, HO W 30 YCELLaHeTo 3a 3aegHocT u cnopeneroct. Cepusita
,Ant Guy”e cpeg HerosuTe Hai-HoBu pabotn. OTaenHuTe Buaea B Hes ca obeanHeHN
oT M360pa HA MEAHA TOYKA, HA ONTUKA CMPSIMO CBETA, KOSITO Aedopmupa obpasa.
Ta NpeBpbLLA PEQNHOCTTA B KOMUKC, BbB BLOBPAKAEM CBSIT, B KOUTO , ABTOPLT” XMBEE.

Dimitar Solakov is creating series of open-ended images. They commence with a
concrefe idea — a mood, a state of mind, a detail or specific setting. On such basis
images are accumulated. His works “exist” in a state of constant change and possibility
to be rearranged in the concrete space where they are shown. The works are acts of
looking into the banal, portraits, contemplations and so showing elements from the
urban or natural environment. In some works the means of video and photography are
united. The artist is adding the element of time to the images while their “prolongation”
(,,Extended Images”) is an attempt not so much to peer but actually to stare info a certain
condition or picture. One of his earliest works is the cycle “Youth”. It is evolving in tune
with the life dynamics of the people in the photographs; an exhibitionistic act on the part
of the artist who is shooiing his own life and friends. The parties, the blood, the kisses and
the puking are mixing with the landscapes and the close ups of bugs. Transforming youth
into a theme, the artist is speaking equally of infantilism and free time, of social alienation
but also of the feeling of being together and of sharing. The cycle “Ant Guy” is a new
work. The single videos from the cycle are united by the choice of viewpoint and of optics
when seeing the world — both are deforming the image. The approach is transforming
reality into comics, an imaginary world where the author is living.
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Ant Guy (2012 - npomenxasawwa). Mucranaums; eset eunea, 16:9, HD eupeo nyn
Go Bike (2012), yacr ot eupeomtcranaumsta ‘Ant Guy”
Ant Guy (2012 — ongoing]. Installation nine videos, 16:9, HD video looped
Go Bike (2012), part of the "Ant Guy” video installation

Mnapocr (2009 - npomsmxasalua), cepus oT poTorpadmi, BAPUPALLX PasMepH
Youth (2009 - ongoing), series of photographs, dimensions variable
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ECTEP KEMIN® ESTHER KEMPF

3A0GMS FOR OGMS
MATA3MH HA CABARET VOLTAIRE, THE SHOP OF CABARET VOLTAIRE,
LIKOPMX, 10.06. - 11.09.2010 ZURICH, 10.06.-11.09.2010
OGMS LLUKAD 1, TANEPUA HILGER OGMS CABINET 1, HILGER
CONTEMPORARY”, BMEHA CONTEMPORARY GALLERY,
14.04.-14.05.2011 14.04.-14.05.2011

“L'Adultera” e caitr-cneundumura pabota sa yekmemxeto Ha Ogms B MarasvHa Ha
Kabape Bontep & Lliopux. M3cnensaitki Bb3MOXHOCTUTE M XAPAKTEPUCTUKMTE HA
$U3MYECKOTO NPUCBCTBME HA OBEKTUTE, XYAOXHWYKATA OCTABS CAMO POAMKATA HA
YEKMEKETO, B KOSTO Cb3AABA KOHCTPYKLMS OT npeameT. Beuukute Te npuHagnexar
KbM HEMOCPEACTBEHATA MATEPUANHA CPEAA HA MACTOTO. ABTOPKATA M KOMNO3WUPA Ha
npuHUMNG Ha BanaHca, cumeTpusTa, obema, Cb3RABAiKM CBOEOBPA3HA CKynnTypd,
KOSITO 3PMUTENMTE Bb3MPMEMAT KATO KOMGX OT OTAENHM, PPArMEHTAPHM ENEMEHTM.
Yekmenxero Ha Ogms e eaHo oT MHoxXecTBoTO B MarasuHa. OTeapsiiiku ro, 3putenure
MMQT YCELLaHETO 30 HAPYLLEHWE, 30 CTPAHHO NPentoboaeicTBo, KOETO e 3araTHaTo B
camoto 3armasue Ha pabortara.

“L' Adultera” is a site-specific work for the Ogms drawer in the gallery shop of Cabaret
Voltaire in Zurich. Investigating the potential and physical presence of the objects, the
artisthas kept only the frame of the drawer where she is creating a construction of objects.
All of them belong to the immediate material surroundings. The artist is composing them
according the principles of balance, symmetry, and volume, while creating a strange
sculpture that visitors may see as a collage of fragmented elements. The Ogms drawer
is one of many in the sfore. By opening it the viewer has the feeling of disturbance, of a
strange adultery, which has been referred fo in the fitle itself.

Ecrep Kemnd, MpenioGopeiika, 2010 Easther Kemp, L' Aduliera, 2010 (Tifle in English: Adulteress)



3AXYOOXHNKA ABOUT THE ARTIST

Pabomire Ha Ecrep Kemnd ca cakail MOMEHTHM Cb3epLAHMS, MEOHM TOUKM, YNOBEHO
BPEME, KOETO € , 3aMPA3EHO” B CTATUYHM ChYETAHMs OT NpeameTu. [osede mnm no-manko
CIIOXHM YMPAKHEHMS! MO FPABMTALMS, BANAHC, NEPCMEKTMBA, XAPMOHMS, Te MPENONPEX-
aat, pascebnmyar, ,06enBat’ MM LOM3MMACTST HENOCPEACTBEHMS CBSIT, KATO Cb3AABAT
HErNoao3MPaHM BPb3KM MeXMy HelaTa B Hero. EnHa ronsma yact ot Tax ca cBbP3aHH ¢
MHTEPEC KbM CBETIIMHATA U BPEMETO, KOUTO MPOMEHSIT HE CAMO 3PUTENHMS brbll, HO M XO-
PAKTEPMCTUKMTE, 1 0BPA3a Ha TOBA, KOETO BUxaame. Bua potorpadusita , Heosamasera
(MiMmoxoaom)” xyAoKHUHKATG M3NON3BA MMEHHO ECTECTBEHATA IHEBHA CBETNMHA, 30 A
PA3KPHE MUMOTIETHOTO B3AMMOOTHOLLIEHWE Mexly npeameThTe. To e Nofo6HO Ha MOMEHT
HQ BIOGBAHE, KOWTO Ce NOSBBA CIYHAMHO, Cb3AABA HEYIOBUMA TOYKA HO MPECHYAHE
M34E3BA C NPOABIKEHNETO HA AeHs. [leTannmTe ca U3KTIOUMTENHO BAKHM 3a paBoTuTe Ha
XyAOoXHMYKaTA. TsiX MOXEM f10 OTKPMEM M B MPOCTPAHCTBEHMTE I MHCTANALMM, MOBEYETO
3QMOYBALLY OT HAKAKBA KOHKPETHA MAEs), KOSITO BUXIAME , APTUKYIMPAHA” B MPOCTPAH-
creoto. ,3a Punomera” e pabota, KOSITO NPECb3AABA NPOCTMS KECT HA MOBAMIOHE HA
MPEAMETH NPM MOYMCTBAHE HA KbLUATA. Tsi HOCU MMETO HA XKEHATA, FPVXELLA Ce 3 YMCTO-
TaTa B ranepusta. [poCTPAHCTBOTO € MPEBBPHATO B AOMALLIEH MHTEPMOP, KBAETO € MOMec-
TEHA KOHCTPYKLMS OT PasiniHmM obekti. Benuki Te ca B3aMMOCBLP3aHM, BanaHc1paHm
€I/1H C IPYT M MPOBECEHM OT TABAHA TAKA, Y€ 1O C& HAMMPAT HA PABHM OTCTOSIHMUS OT MOAC.
[MpeMecTBAHETO HA 6HA KHMFA OT JIABALIATA B1 PA3PYLUMIO KOHCTPYKUMSTA. XyaoKHNY-
KOTQ M3MOMI3BA PABUTALMATA M BCEOBLLIOTO MPMBAIMHAHE HA TEIATA, 30 AC Cb3AAAE KPACH-
BA NPOCTPAHCTBEHA METAPOPA HA 30€AHOCTTA, YCELLAHETO 30 IOM, M IPMXATA.

The works of Esther Kempf are like momentary contemplations, viewpoints, and fime
captured “frozen” in stafic arrangements of objects. As more or less complex exercises in
gravitation, balance, perspective, and harmony they are rearranging, disrobing, peeling off
or rethinking the immediate world while establishing surprising links between the things in it.
Quite a lot of them are rooted in her inferest for light and time that are changing not only the
angle of vision but also the characterisfics and the look of what we see. In a photograph filed
“Untifled (En passant)” the arfist is using natural day light to reveal the transient interrelation
between objects. It seems like the moment of falling in love which happens accidentally,
creates an elusive point of intersection and disappears with the day unfolding. The details
are extremely important for the works of this arfist. We can find them in her spatfial installations
that usually start from a concrete idea later on arficulated in space. “Fiir Filomena” is a piece
that inferprets the simple acfion/gesture of lifting objects while cleaning the house. The work
is named dfter the cleaning lady of the gallery. The space is transformed into a domestic
interior where the composition of various objects is positioned. They are all inferrelated,
balances and suspended from the ceiling so that they stay at an equal distance from the
floor. The shifting of a single book would destroy the balance. The artist is using gravitation
and the mutual atiraction of objects in order to create a beautiful space metaphor about
being together, the sense of home and caring.

Ecrep Kemnd, 3a Dunomenia, 2009, urctanauys, (fanepus Bpurvre Baiitc, Liopux); maca, asa crona, mamsk ckpus,
MO, KHWrK, YaLwm 30 BUHO, KoLLMe 3a GOKITYK, CTAMHO PACTEHME, PAMKUPAHO M30BPKEHHE, AbPBEHN NETBH, AbPBEHM
KnuHose, Bixerta.  Esher Kempf, Fiir Filomena / For Filomena, 2009, installation (Galerie Brigitte Weiss, Zurich); table, two chairs,
small ches, chipboard, books, wine glasses, wastepaper basket, pottet plant, framed image, wood slats, wooden wedge, cord

Ecrep Kemnd, Heosarnasera (Mumoxonom), 2011, ugeten
npuit, 30x22 em  Esther Kempf, Uniifled (from the series En
passant / In Passing), 2011, color print, 30x22 cm
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3OPAH TEOPTUEB

3A0GMS

KYXHATA HA MCN-CODPUY,
08.11.-21.12.2012

OGMS LLKA®D 4, TANEPAA TPETOP
MNOOHAP, JIOBJIAHA, 15.11. -
13.12.2013

ZORAN GEORGIEV

THE KITCHEN AT ICA-SOFIA,
08.11.-21.12.2012

OGMS CABINET 4, GALERIJA
GREGOR PODNAR, LJUBLJANA,
15.11.-13.12.2013
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B ,Kanuren” e 13nonseaH npuHUMMBT HO MMPaXa, 3d Aa Cb3faae GpoKyc, MPK KOUTO
MasTbK CyBEHMP-KAMUTEN B LEHTBPA HA YEKMEIXKETO Ce OKA3BA Be3MTbTeH TPMU3MEPEH
06pas. Ypes M3MecTBAHETO 1, BYKBASHO, CKPUBAHETO HA PEQHMsS OBEKT, ABTOPLT CU
Mrpae ¢ NPeacTaBuTe 30 TEXECT M NIEKOTA, KATO MPEANOoNAaraeMara MACHBHOCT M MiTbT-
HOCT HO OPXMTEKTYPHHMS ENIEMEHT € 3AMEHEHA C IEKOTATA HO HEMATEPHAHMS, TPENTLL,
KaTo xonorpama obpas. Pabotara ce otHacs KbM NpobnemmTe, ChabPXALLYM Ce B Mae-
SITA 30 KyNTypHO HacneacTso. [peacTaBaTa 3a nemMeTHULMTE HA KyNTypaTa KaTo JoKy-
MEHTM HQ BPEMETO M MCTOPMYECKATA , UCTUHA" € CbOTHECEHA C HAYMHA, MO KOWTO Te
ce ynoTpebsBaT B CbBPEMEHHOCTTA W Ce EKCTIOATUPAT OT TPUCTUHECKATA MHAYCTPHS.
Ha rpanmnuata Ha knua , Kanuren” sbnnbluasa naesta 3a KynTypeH nonynmsbm, KOUTO
KpMe NOTEHUMANHO B cebe CU U [Py NONUTUYECKN NPe-pasnpeneneHms.

In the “Capital” is used the mirage principle in order to concentrate on a small souvenir
-capital in the center of the drawer, which turns out to be an immaterial three-dimensional
image. By displacing and literally — hiding the real object, the author is playing with the
notion of weight and lightness; the supposed mass and volume of the architectural detail
is replaced with the immaterial, oscillating-like-a-hologram image. The work is referring
to the problematic notion of cultural heritage. The notion of the monument of culture as
witnessing the time and the historical “truth” is compared with the way in which the past
is used by the present while also exploited by the tourist industry. On the verge of kitsch
“Capital” embodies the idea of cultural pluralism, which is full of potential for alternative
arrangements.

3opa leoprres, Kanuren, 2012 Zoran Georgiev, Capital, 2012
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MbJIHA CTPAHMUA

FULL PAGE

Mear Mynos, Menka crpariua, 2012, npurexarie
Ivan Moudov, Full Page, 2012, courtesy Marco Serraglio

Mean Mygos npeanara ctpatmua ot katanora Ha Ogms Ha 6naroTBopuTenHms Thpr
BID FOR BUILD, opranmamnpan ot Ponpaums ,Cassa di Risparmio di Modena” v ra-
nepus ,Civica di Modena” ¢ uen cbbupaHe Ha CPenCTBA 30 Bb3CTAHOBSBAHETO HA
obnactute, 3acerHatu ot semeTpeceHneto B Emunua-Pomans npes mar 2012. Opra-
HW3QTOp Ha TbPra e aykupoHHaTa kbia , Cotbuc”, KaTo BCUUYKM PasXoan ca NOKPUTH
ot Pongaus , Cassa di Risparmio di Modena”.

KynyBausT Ha CTPaHMLATG 61 MOTBA 10 51 M3MON3BA MM O0HOPMM MO COBCTBEHO Xena-
HWe, 0 5t OCTABM NPA3HA, A4 A06ABM MHGOPMALKS 30 NPUTEXAHME, OBPA3 MM NOAMMC.

Ivan Moudov offered a page from Ogms catalogue at the charity auction BID FOR
BUILD, organized by Fondazione Cassa di Risparmio di Modena and Galleria Civica
di Modena to raise funds for the reconstruction of the areas affected by the earthquake in
Emilia Romagna in May 2012. The aucfion house Sotheby’s organized the event while
all the costs were covered by Fondazione Cassa di Risparmio di Modena.

The buyer of the page may use or design the page as he / she wishes, leaving it blank,
adding a courtesy, an image or a sign.
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3A XYOOXHNKA

Kak ce cb3nasa MUHANO B HOCTOALLETO, KAKBO M HOM-BEYe Yhe MMHANO Le Ebae 1o 3opaH
feopries ce 3aHMMABA € TE3W BBNPOCH B HACT OT CBOUTE PABOTH, CBBP3AHM C PAAUHM YO~
Tpebu Ha , cTOpHUEcKM s’ OBEKT B ChBPEMEHHATA KyITypa HA GbP3d XPAHA, EBTUHMU CyBEHM-
pv 1 BocTbneH auaaiiH. OBexTuTe W/ unu BReaTa My ca npeay BCUuKo koHTekcTyanku. Te ce
OTHACST KbM KyTTypHWTE MOMMTMKM HO NAMETTa B chpemerHa Makenowus n benrapus, kb-
AETO HEOBXOAMMOCTTA OT Cb3AABAHE Ha HOBM (MocT- 1989) naeHTuHOCTM M NpeocmmcnsHe
HQ MMHQIOTO, BOAAT Cries, cebe c1 GOPMM HO HOLMOHANMIBM W HOBM BM3MM 30 OBLLecTBO,/
0BLHOCT. XyAOXKHMKET M3MNON3BA HOM-BEYE e31Ka Ha pean-Meraa. B , Touymdst Ha MuHano-
70" TOM MOCTABS CyBEHUP (yMQNEHO KOMME HO HOBOM3AMTHATMA NAMETHWK HO AneKCaHasp
Makegorcku B uerTspa Ha Ckonve) Ha MACTOTO Ha NoBeauTens BbPXY POBHATA MOBLPXHOCT
Ha oBbpHAT nocTameT. Pabotata noptepTasa paniua, ChCTeaaTenHOCTTA M KM4a B AbpXAaB-
HATA MOMMTUKA HA CTPOMTENCTBO HA MHCTUTY LM (MaMeTHMLM 1 My3en). KaTo e nm cimeo-
NMKATA HA ,HOBOTO” MMHAIO HE € HMLLIO MOBENE OT CKBIMO CTPYBALLL AEKOp HA GONMBYACKa
(6ankan-syacka) npopykums. C maesta, ye uma Helwo (Hepo-JHanpasewo & ,uctopusta” e
cebp3aHa 1 paborara ,Kymsra Ha Marpopa”. Bepxy konmuka ca HapeaeHn opuritHantm
KyTu 3a 4actn ot Mkest, kato aBTopsT A06aBS HAAMMEA HA NPoAyKTa — Mysel Ha ceBpemeH-
HOTO BbArapcKo M3kycTBo. OBEKTLT ce OTHACS AMPEKTHO KbM MPOABLIKMIMS FOAMHA HAPER,
KO3yC 30 Cb3AABAHETO HA TAKbB My3€H, KOWTO HAMMPA paspeLLeHie B HABbP30 HaMpaBeH
MPOEKT, 4acT oT NoaobHA WpokomawabHa (HauoHanHa) nonvmika. Onpoctem kato
bopma n anpekTHi pabotute Ha 3opaH leopries , PAsCENMUAT KMUQ BbB BU3YQIHWS €3KK
HQ NONYMCTKMS HOLMOHANM3bM YPE3 HEMOAMPABEHA W HIKAK CyPOBA MPEAMETHOCT.

How does one create the past in the present, what kind of and, above all, whose pastthatwould
be? Zoran Georgiev is concemed with these quesfions in works that are based on the use of
“historical” items in the modern culture of fast food, cheap souvenirs and accessible design. His
obijects and/or video works are above all contextual. They refer to the cultural policies of current
Macedonia and Bulgaria where the necessity to create new (post-1989) identities and to re-
think the past are leading to new forms of nationalism and visions of society and community. The
arfistis using the language of the ready-made. In “The friumph of past” he has placed a souvenir
(reduced copy of the newly erected monument of Alexander the Great in Skopje) where the
winner in a sports competiion would be though the winners’ stand is tumed upside-down. The
work is underlining the hollowness, the competifiveness and the kitsch in state policies aimed at
construction of insfitufions (monuments and museums). As if the symbolism of the “new” past is
nothing more than expensive décor for a Bollywood (rather a Balkany-wood) producfion. The
idea thatthere is something not quite yet produced in “history” is present also in “Pandora’s Box”.
Original parts from an IKEA product are placed on top of a wheel barrow and the artisthas added
asign — Museum of Contemporary Bulgarian Art. The object refers to the age-long debate about
the foundation of such a museum in the country, a debate that culminated with the construction of
an unfinished and hasfily produced surrogate, which is part of a hollow national policy for culture.
With simplified form and direct appeal the works of this artist are “unmasking” the kitsch in the
visual language of populist nationalism through a kind of authentic and raw obijectivity.
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3opat leopryes, TpuymdsT Ha muHanoto, 2012, wnepnnatosn nnockoct, Hamepe obexT (cysernp), 50x150x82
Zoran Georgiev, The Triumph of the Past, 2012, plywood boards, found object (a souvenir), 50x150x82 cm

3opat eoprues, Kymnusita Ha Marpopa, 2012, konuuka 3a nasapysake Mkes, wnepnnatosm nnockocti, 3 niocku ona-
KOBBYHM KyTHK, Konena 3a mebenm, MHCTpykLyn 3a mortaxk, 100x80x113 em Zoran Georgiev, Pandora’s Box, 2012,
lkea shopping cart, plywood boards, 3 flat packs, furniture casters, assembly instructions, 100x80x113 cm
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MCKPA BJTATOEBA ISKRA BLAGOEVA

3A0GMS FOR OGMS

OGMS LLKAD 2, TANEPUA CAPUEB,  OGMS CABINET 2, SARIEV GALLERY,
MIOBOMB, 03.05. - 17.06.2011 PLOVDIV, 03.05. - 17.06.2011

,Kpacorara e ycns aa cnacu ceeta” e pabota, Hocela NOeTMIHO 3arnaB1e 3a Npo-
BANA HA WAEANQ, BLIUTBLIEHME HO EAUHCTBOTO MEXAY WCTWHA, RObpo 1 kpacota. Xy-
HOXHM4KaTa NpedopmynMpa nssectHata $pasa Ha JocToescku oT pomara , Mamot”,
KATO Pa3MEXAa BLNPOCA 30 KPACOTATA OT FeAHA TOYKA HA CbBPEMEHHATA MHAYC-
Tpus. Bupxy light box, kato Ha BuTpMHG, B YekmemkeTo ca NoapeneHU CHANKOHOBM
MMMAGHTA 30 MPAK. VI3KyCTBEHATA, CTyAEHA CBETNMHA, NPO3MPALLA NPEe3 CUMKOHA,
Cb3AGBA YCELLAHETO 3a OTYyXaeHa, 6esnnbTHa kpacota. [octasenu eput Ao apyr 8
ABE peauum 1 ,CTerHaTn” B paMKATA HO YEKMEMXETO, OBEKTUTE €A , AUCLMMIMHUPaHN"
OT XyAOKHUHKATA MO creupmdrieH HaunH. TbpCeHMsT nepheKLMoHM3bm cam no cebe cu
€ KOMEHTAp KbM HOCMAMETO HA CbBBPLUEHATA MNCA HA AedeKTH.

“Beauty failed to save the world” is a work with a poetic fitle. It is referring to the failure
of the ideal, which was the embodiment of unity between fruth, good, and beauty. The
arfist is reformulafing the famous Dostoevski words from the novel “Idiot”. She is looking
at the notion of beouty from the viewpoint oFToday's induslry. As if on a window dispby
in the drawer she has arranged silicone breast implants on a light box. The artificial, cold
light coming through the silicone is creafing the sensation of defached immaterial beauty.
Placed in two rows next to each other and “clasped” by the drawer frame, the objects
are sfronge\y discip\\'ned. The level of per{ecﬁon isitself a commentary on the violence of
the perfect lack of deficiencies.

e R ey

Wexpa Bnaroesa, Kpacorara He yens pa cnacu ceeta, 2011 Iskra Blagoeva, Beauty Failed to Save the World, 2011



3A XYOOXHNKA ABOUT THE ARTIST

B ronsima wact ot ceoute pabotn Mckpa Bnaroesa ce 3aHMMABA CbC CBPEMEHHATA MH-
OyCTPMs HO KPACOTA KATO HECTO W3MON3BA MPEAMETHYS CBSIT HO KO3METUYHUTE CANOHM 1
KIMHMKATE 301 ECTETAYECKA MEAMLIMHA. XY[OXHUUKATA Ce CTPEMM [ HAMPABM BMOMM NCK-
XOSIOMMYECKYst MPOGMI HA SIMYHOCTTA, KOHTO MPEAONAra Tasu KysTypd B CbBPEMEHHOCTTA
KQTO NOAYepTaE MHPAHTMIHOCTTA U CyeTaTd, BBPXY KOUTO CO M3MPGEHN PEKNAMHITE Moc-
NAHMA 30 YAOBOSICTBME, OCBLLIECTBSIBAHE M ycrex. B nero ¢ syHanperen matpak (4muto ust
HAMOMHsi Pa3TONeHN GOHGOHM M BAHWIOB CIGRONE) CA BIPCAEHM ENMIIGTOPH, BRITIONBALLM
Ce C eaHO MPOCTO HaTMcKaHe Ha GyToH. OBekTsT , MoxeLu i1 Aa MovyBCTBALL TOBA, MPMH-
ueco?” e ¢ Gopma, NOfOBHA HA MO3HATUTE NEMA OT NMPOHM HA BOKYCHULMTE M Cb3ABA
MPE[ICTABA EIHOBPEMEHHO 30 AUCKOMAOPT, GONKa U BaeTUHEHa HamerocT. PaGotata e kato
MOTEPMANM3MPQU Ce KOLIMAP, KOMTO GBTOPKATG MPECTABS MO 306QBEH HAUMH, OTMPOBSIMKM
MPOHMYEH KOMEHTAP KbM paHTasmeHs cesit Ha |, bapbu” kynrypara. 3a Mckpa Braroesa
TOBQ NMPE/ACTABNISIBA HE TONKOBA KPMTUKA, KOIKOTO BITEXMAHE B AIOMUHUPALLIATE MPEACTABM
301 xeHcTBeHOCT. PaBotie i ca HaBniofeHHs Bbpxy 06pa3a HA KEHATA, 30 KOMTO M3NON3sa
PA3AMYHU MATEPMAUTU MPE3 MUTOSTOTHSITA M POIKIIOPA, A €31KA Ha Nad CTaitn dotorpa-
usiTa u peknamara. [oBEHETO OT TX Ca KAPTHHKM, KOWTO HECTO M306PASBAT MAHUAKATHM
nMUA 1 urypu. )KMBOMMCTTA 1 AGNEYHO HAMOMHS OMPOCTEHATA SICHOTA HOl PEHECAHCOBMTE
MOPTPETH, KOSTO XY[OKHMUKATA CHHETABA C XMMEPPEQNMCTUYHOCTTA HA JUMUTCNHMTE O6-
paszu. ,Obuuait cebe cu” e (kaTo ye 1) aBTONOPTET, B KOMTO EHO OT HAK-MONYNSIPHUTE
MOCGHMS! HO CEBPEMEHHATA KyNTTYPa € AOBEAEHO 10 KPAMHOCT B HOPLACTUYEH KECT HA aB-
TOKAHUBQNA3BM.

In many of her works Iskra Blagoeva is dealing with the current beauty industry. She is often
using the object world of cosmetic saloons and clinics for aesthetic medicine. The artist is trying
to make visible the psychological profile of the person that predicates this culture today; she is
underlining the infantile and vain basis for the advertisement messages of pleasure, fulfillment
and success. A bed with a foam matiress (colored like melted candy or vanilla ice-cream) is
implanted all over with epilators that are switched on by a simple push of one button. The
object “Can you feel this Princess2” is shaped like a bed with nails of a fakir while insinuafing
discomfort, pain and atthe same fime infantile naiveté. The piece is like a nightmare come true,
which the author is presenting in an amusing way; it is an ironic comment on the phantasmal
world of Barbie culture. For Iskra Blagoeva thatis not so much a picture but a process of looking
into the dominant notions for femininity. Her works are observations on the image of the woman
for which she is using various materials from the domain of mythology and folklore, all the
way to the language of life-style photography and adverfisement. Most of them are pictures
representing manic faces and figures. Her paintings are vaguely reminiscent of the simplified
clarity of early Renaissance poriraits combined with the hyper reality of the digital image. “Love
Yourself” is (maybe) a self-portrait where one of the most popular messages of current culture is
brought to extremes in the narcissistic gesture of self-cannibalism.
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Mexpa Braroesa, Moxeww nu aa novyscteaw Tosa, npuHueco?, 2013, , dokyctHuuecko nerno”, 180x80 cm, matpak
nsiHa, 28 enwnatopa  Iskra Blagoeva, Can you feel this, princess?, 2013, “fakir bed”, 180x80, foam maitress, 28 epilators

Mexpa Bnaroesa, O6uuaii cebe cu, 2009, akpuniin Gow supxy nnatHo, 30x30 cm

Iskra Blagoeva, Love Yourself, 2009, acrylic on canvas, 30x30 cm
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KAMEH CTO49HOB KAMEN STOYANOV

3A0GMS FOR OGMS
KYXHATA HA MCN-CODPUY, THE KITCHEN AT ICA-SOFIA,
08.07.-01.09.2010 08.07.-01.09.2010

Paborara ,Manka ucropust 3a ,KYJITYPA” e cebp3aaHa ¢ noutm eamHcTBeHus cep-
MUYHMK 30 KynTypa M mkycteo & buarapus — . ,Kyntypa”. AsTopst nsnonsea eaHo
M3AAHME HO BECTHMKA, M3TPUBA MHPOPMALMATA OT HEroBATA 3AMMCBHA CTPAHMLA W
BMECTO Hesl HanewaTsa KpaTka uctopus. Ta e paskas Ha xeHa (kypatop B cyuas), kos-
TO NPEAN roAMHM, MO HACTOSBAHE HA MAMKWS CM NAEMEHHMK, MCKana AQ Kynu HAKAKbB
BecTHuK. Tsi NoMcKana oT NPOAABAYKATA TAKBB, KOMTO NPOAABA PSAKO M HAM-BEPOSTHO
Le M3XBBPAW MK BbpHE 06paTHO. BecTHukebT, koiTo nonyumna, 6un e. ,Kyntypa”. Mo
MPOHMYEH HOYMH B paBOTATA CU Xy[OXHWUKBT NPEBPbLUA CAMATA UCTOPMS B AOKYMEHT
1 5 NybNMKyBA HA 3AMNABHATA CTPAHMLA KATO BoAelLo cubuTie. Taka npobnemsTt 3a
NOTPeBHOCTTA OT KYNTYPa € M3BEAEH HA MPEAEH NAAH, A CAMMST BECTHUK & NPEACTABEH
KaTo ,enuTapHa” TepuTopHs, cpeluala 6e3pasnMyneTo Ha Macoeata nybauka.

“A small story about ‘Kultura'” is related to the only weekly for art and culture in
Bulgaria - the Kultura newspaper. The author is using a copy of the newspaper to erase
the information from its front page and to print instead another short story. It is the story
of a woman (in this case a curator) who wanted to buy some newspaper after the wish
of her young nephew. She asked the seller for a newspaper that does not sell much
and might be discarded or returned later. She got a copy of Kulture Weekly. Ironically
the artist is 1ronsforming the very story into a document, which is pub|ished on the front
page as a lead story. Thus the problematic need for culture is highlighted while the very
newspaper is treated as elite ferritory encountering the indifference of the mass audience.
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Kamen Crosros, Manka mcropws sa , KYJTTYPA”, 2010
Kamen Stoyanov, A Small Story About “KULTURA”, 2010
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3A XYOOXHNKA ABOUT THE ARTIST

Mosxem nm aa NpersTHEM OULMANHATA KyNTypHA NOMTMKA — € BBMPOC, OTBbA Npobnema
30 upeHTiHocTTa, KoMto Kamen CTosiHOB OTHACS KbM MHCTPYMEHTOIA3UPAHETO HA XyAOX-
HMKQ KATO KyNTTypeH npouasogyen. Ypes abeypaHv HaumHU Ha ynotpeba Ha gymara ,Ky-
Typa”, GBTOPBT PA3KA38A MCTOPMK HA MPAHMLATA C MPOHMYHW KoMeHTapw. B mpdopmaca
TpeHacsiikn kynmypa” Tol WM3NON3Ba eyH OT HOW-NO3HATUTE MPOMYKTH 3Q MPEACTABSHE
Ha ,6BArapPCKOTO” — KMCENOTO MASIKO, PA3KA3BAMKM 30 MOMYAM3MA W OBE3LEHSBAHETO Ha
xynoxectseHus npoayKT. [opobHo Ha Thprosed, Ha ApebHo, 3a ceos uanoxba 8 Maprbop
msTyBa ¢ kona o Codus, YnKTO BArXHMK € MbAEH C MPEABAPHTENHO 3aKYMEHO KWCENO Msi-
ko, Cultura”. Ha otkpuBaHeTo ce npencTass 3a peknamHo Nuue M NPoaaBaY Ha Gwarapcka
culture”, a nocetuTenyTe MoraT Aa c1 B3emaT KOPUUKa MISIKO 30 | €BPO WK MOANMCaHa 3a
2 eBpo. BbnpocsT, 301U MAPKATA € M3MMCAHA HA NATUHMLA, BMECTO HA KMPMIMLID, € CaMO
eamH oT abCypauTe, PAsKa3aHK B MPQOPMAHCA, ,PAsUrpaH” KaTo nonuTiiecka campa. B
paboTHTe CH XyAOXKHMKBT M3NON38a NOROBHM , HaMepeHu” NapaRoKaH (Taka, KakTo U obexTH
WM MECTA B FPAACKOTO MPOCTPAHCTBO), 3aNA3BAMKW NOMYMSPHMS GOPMAT M €31KA HA Meayn-
Te. ,KynTypHa mycaka”, Hanpumep, e B1AeO MPOU3BEAEHHE BbB BUAQ HA TB KySIMHOPHO LLOY,
B YMSITO OCHOBA CTOW PEATHOTO MPENIOXEHME HA BBAAPCKOTO NOCONCTBO B SIMoHMA Aa ro
MOAKPENH 30 y4aCTUETO My B TpHeHaneTo B Haros kaTo uanpamm roteay 3a oTkpusaHeTo. Bs
BWAEOTO HENenaTa Clly4ka & PA3KA3aHA MEXAY PEATHOCTTA M PUKLMATA, KATO 3a OTNPABHA
TONKA € M3NON3BAH M3BECTHMA Guarapcku cymo Bopew, Kotoolwy, umeto nobumo sicive e my-
cakata. Banaaiii B ponsta Ha roteaya, CTOSHOB ce CbnocTaBs KATO XyAOXKHMK CbC CIOPTHCTAl
110 OTHOLLIEHHE HA , 3HAYEHMETO” C1 30 BLAFAPCKATA AUMIIOMALAS.

Can we swallow the official cultural po|icies is a question, which beyond the prob|em of
identity, is located by Kamen Stoyanov in the zone where artists are instrumentalized as cultural
producers. The author is narrating stories that sound like ironical comment where the absurd use
of the word “culture” is the main hero. In his performance “Bringing Culture” he is using one of
the most familiar label-products signifying The Bulgarian — yogurt, while speaking of populism
and the devaluation of the arfistic product. Just like a sfreet vendor he fraveled by car from Sofia
to Maribor, Slovenia for his show. The trunk was full of “Cultura” labeled yogurt jars. At the
opening he was playing the role of an advertisement agent promoting and selling Bulgarian
“culture” while the audience could buy a jar of yogurt for 1 Euro or with a signature — for 2 Euro.
The question is why the label is in Latin instead of Cyrillic and that is just one of the many absurd
sketches played out and told by the artist performing in the genre of polifical safire. In his other
works the arfist is often using “found” paradoxical stories (just like objects or places in the city)
while saving the popular format and language of media. For instance, “Cultural Mousaka” is
video work in the form of a TV cooking show. It is rooted in the real proposition by the Bulgarian
Embassy in Tokyo to support the parficipation of the artist in the friennial in Nagoya (Japan) by
sending a special cook for the opening. In the video the lame sfory is told between reality and
fiction; its starting point is the famous Bulgarian Sumo wrestler Kotooshu, whose favorite dish is
the Mousaka. Playing the role of a cook, Stoyanov is comparing himself as an ariist to the athlete
in terms of the significance either one of them has for the Bulgarian diplomats.

Kamen CrosiHos, Mperacsiiku kynmypa, 2010, mpdopmaric Kamen Stoyanov, Bringing Cultura, 2010, performance

Kamen CrosiHos, Kynypra mycaka, 2010,
suneocrn ot Buneo 945", dotorpadmm, 2 macnenn kapmmkm (scsika 30x40 em)
Kamen Stoyanov, Cultural Mouscka, 2010, videostll from video 9" 45"; photos, 2 ail paintings (each 30x40 cm)
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KMPUIT KY3MAHOB KIRIL KUZMANQOV

3A0GMS FOR OGMS

KYXHATA HA MCN-CODPUY,
26.05.-25.07.2011

THE KITCHEN AT ICA-SOFIA,
26.05.-25.07.2011

,(Mpu)BMAHOCTTA HO CHABPXAHMETO” € MUHMMANEH XECT HO HAMECA B MPOCTPAHCTBO-
10 Ha ranepus Ogms. XyAOXHWKT NPEMAXBA ILHOTO HA YEKMEAXKETO, KATO TaKA W3-
NpaBs 3pUTENNTE NPEL NPA3HMS, CUB NOA HA KYXHSITA M ChABPXAHWETO HA Wkada, Yact
OT KOJTO & CaMOTO Yekmemxe. B OTKpUTOTO 0TAONY NPOCTPAHCTBO ChBCEM HEHAAEHHO
CTOBAT BMAMMM PA3HW He-u3noxbern npeametu. [pomsHata Ha ,nepcnektmsara”
MOAYEPTABA MHCTUTYLIMSTA KATO PAMKA Ha npowuseeaeHueto. Pabotara nposokupa
CbMHEHWE B HABMUMTE HQ FeAaHe: AOKbAe ,CTMra’ ranepusta W otkbae ,3anoysa”
yekmepxeTo? ABTOpLT paskonebaea 3puTens B TOBA, KOETO TO BIXKAA KATO MO TO3M
HQYMH NOCTABS BBMPOCA 30 ChABPXAHWETO, HEOTMEHHO CBLP3AH C GOPMATA HA NPes-
cTaBsiHe W ¢ BUAA Ha HewaTa. , ([pu)BraHOCTTa Ha ChABPXAHMETO” € KOMEHTAP KbM
O4AKBAHMATA, C KOUTO XOPATA ChLUECTBYBAT M HATOBAPBAT CBETA OKONO cebe .

“The (dis)Appearance of the Content” is a minimalistic gesture of intervention in the
space of the Ogms gallery. The artist has removed the bottom of the drawer. The viewer
is confronted with the blank grey floor of the kitchen and the contents of the cabinet, part
of which is the drawer itself. In the space revealed beneath there are all sorts of none-
exhibition kind of objects. The change of “perspective” is pointing out fo the institution as
a frame of the work. It is provoking suspicion in the habits of looking: how far does the
gallery “go” and where does the drawer “start”2 The author is confusing the viewer in
what she/he sees while posing a question about the content, a question closely linked to
the form of presentation and the look of things. “The (dis)Appearance of the Content” is
a commentary on the expectations that people have and impose on the world around.
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Kupun Kyamaros, (Mpm)snarocrra Ha camepxarmeto, 2011 Kirll Kuzmanov, The (Disjappearance of the Content, 2011
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3A XYOOXHNKA

Kupin KyamaHoB HecTto cbanaBa BU3yariHi 1 CMACTOBI NOPAAOKCH, M3CTIEABAMKM Bb3MOXHOCT-
MTe MPOM3BEAEHMETO HAl M3KYCTBOTO A0l ChLLIECTBYBA MOFOBHO HAL, FPELLIK B cucTemaTa’” Kao (He)
yHKuyioHaneH obex, (He)maTeprantocT/aes, ,wmcto” otpaxene 1 op. Mocpencteom pas-
nM4HM Menn (ot doTorpadms, BUAEO 1 0BEKTH, A0 AKLMW 1 HOMECH), HYpes TEKCT WK JeiCTB1e
XyBOXKHMKET PASKIALLC Peaa B ,, (MPM)BUaHATA” KAPTUHA 1 AOMVHWPALLMTE O4aKBaHKs. CMsHaTa
HQ MEePCTIeKTMBATA OTBAPS BL3MOXXHOCT 30 MPepasnpeneNnsHe Ha BPb3KiTe Mexay HeLuara. Pabo-
TTE My Ce 3aHUMOBAT C YCTIOBMSITA 1 MEPAPXMTE HAl BIACTTA, (MOMMTMUECKOTO) ChLLIECTBYBAHE H
yoBeka, opmHTE HA OBLLHOCT M Ap. HacT OT TX MMAT 30 OCHOBA KPATKM DPA3M M PUTOPHUHN
BbNpOCH — akuysTa,/Buaeo , Kol kortponmpa kortponmpauyme?” (2009-2011). Astoper or-
MPQES! TAKMBA MMATCHKS KM KOHKPETHM CUTYALIM, HO M MOCTABA M KATO BLIPOCH 301, MACHNA’” Ha
M3KyCTBOTO, OTHAGHAKM C& C MPOHKS! K OBOBLLIEHUATA M MeTa-paskaame. , OTToBOpST HA BUKA
BBPOCH” € BAEO-NIOPTPET, B KOMTO HOlyBA KAPHABAIHA CBUPKA, YUHTO MPOHM3BALL, 3BYK M34eprT-
BO BB3MOXHMS cMCHI. OTBLE, CHIBPXAHWETO OCTABA POPMATA HA MPELACTOBSHE HA M3KYCTBOTO,
KOSITO XyZOXKHHKET M3CTIEABO MEXy BCEKUIHEBHMS XMBOT, TEPUTOPHSTO HO HCTUTYLIATG, MAMETTA
W onuTa Ha apuTenmTe. TexHiTe Tena, yuacTHs,/AeCTBIA 1 CETMBHM YCELLOHMA YECTO IOBbPLLBAT
npov3BeneHmsTa. 3a AC BIA3AT B M3NOXBEHATa 3ana, HAMpUMep, Te TPSGBA A MPEOAONET Cb-
MPOTUBIEHMETO HA ABMKELLIA Ce B 0BpaTHa nocoka metea (,Heosamasen obexr”, 2012). Mo-
CTOBEHA HO BXOAQ, PABOTATA EAHOBPEMEHHO KOMEHTVPQA KOHKPETHATA! MHCTUTYLIMOHQUTHA CPEAc
M HM KOPA A0 MMCTIMM 30 YCTIOBHOCTTA HO MPEACTABATA 301 M3KYCTBO, KOSTO Ce MPOMEHs! CIIpSIMO
MONMATUKIATE, OMEPTABAILL PPCHNLATE CASHCTBUTENHOCTTA.

Kirl Kuzmanov is often creating visual or semantic paradoxes. Thus he is invesfigating the potential
of an arwork to exist much like the “fault in the system” as a (nonjfunclional object, a (im)material/
idea, a “pure” reflection and so on. While using a variety of media (from photography, video and
objedts to actions and inferventions), through text or acfion the artist is disturbing the order of the “(in)
visible” picture and dominant expectations. The change of perspeciive opens up possibiliiies to
redefine relations between things. His works are dedling with the condiions and hierarchies of power,
the (polifical) existence of man, the forms of communality and so on. Some works are based on short
phrases or thetorical questions, for instance the action,/video “Who controls the Controllers2” (2009-
2011). Here the author is asking quesfions in specific circumstances but he is also posiioning them
as questions about the “meaning” of art, while keeping his ironical stand towards generalizations
or mefa-naratives. “The answer o all questions” is a video-portrait where he is blowing a camival
whistle; ifs piercing sound is exhausfing all possible meanings. Beyond content there is left the form of
representation of art— the arist is investigating it in the area between the everyday life, the ferritory of
the insfitufion, the memory and the experiences of the viewers. Their bodies, parficipation, actions and
sensory sensations are often completing his works. In order to enter the exhibifion space somefimes
the viewers must overcome the resistance of a moving frack that aims to fransport them back out of
the space (“Untifled Obiject”, 2012). Posiioned at the entrance of a space, this work is at the same
fime a commentary on the specific insfitutional environment while atthe same fime itis forcing us to think
about the relafivity of presenting art — the conditions are changing depending on the politics defining
the border between art and reality.
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L
Kupun Kyamarios, OtrosopsT Ha Beuki Bbripocy, 2009-2010, 2 kamspa ot euaeo, DVD, NTSC, 4:3, 3syk, 30", nyn
Kiril Kuzmanov, The Answer to All Questions, 2009-2010, 2 sfillimages, video on DVD, NTSC, 4:3, sound, 30", loop

P
Kupun Kyamarios, Heosarnasen obekr, 2008-2012, obexr 16x300x 140 pasnonoxeH Ha BXoaa Ha M3noxB6eHo npoc-
TPAHCTBO; TPAHCMIOPTHA NIEHTA (ABMXELL! Ce OBPATHO HA MOCOKATA HA BM3AHE € 4.5. KM. B HOC), METANHA KOHCTPYKLYS,
€NeKTPUYECKU MOTOP C PeyKTOp, WNEpAaT; amep ot uanox6a 8 Copuitcka rPagCKa XyOKeCTBeHa ranepms
Kiril Kuzmanov, Untiled Object, 2008-2012.Object 16x300x140 at the entrance of the exhibition space; industrial texiile
rubber band (moving opposite to the entry with 4.5. km per hour), steel elements, electric motor with reducer, plywood;
installation view:Sofia City Art Gallery
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KOCTA TOHEB KOSTA TONEV

3A0GMS FOR OGMS

OGMS LLIKAD 3, W139, OGMS CABINET 3, W139,
AMCTEPOAM, 14.10.-20.11.2011 AMSTERDAM, 14.10.-20.11.2011

,Camo-pgocTaTbyHa MawmHa” e BraeopaboTta, B KOSITO C KUHEMATOTPAUUEH NOAXOL,
XYLOXHMKBT OKA3BA NPOCTO W Harnen abcypaHo aencteme. By Buaeoto Toi nounctsa
CTAPA MPAXOCMYKAYKA, MPUAMYALLA HA MaTbk poboT oT peTpo sci-fi punm, cue cober-
BEHMS M MAPKyY. TaKO GBTOPBT MOCTABS OKLEHT BbPXY XAPAKTEPHUCTMKUTE HA 0BeKTa,
BMECTO BbPXY HEroBoTo npegHasHadeHne. OBpPbLIAHETO HA MPAXOCMYKAYKATA KbM
CaMaTa Hesl B Cy4as e 6a3nceH Noaxop Ha eCTETU3ALMS, MPK KOSITO MPELMET OT Be-
KMAHEBHATA CPEAC € NULLEH OT CBOATA PyHKLMA 1 € NPEeBbPHAT B 06EKT Ha,/3a M3Ky-
ctB0. B kOMNO3MLMST, PAsKpMBALLA CE NPES CTATUYHATA KAMEPJ, MO MbPGOPMATUBEH
HOYWH € BKIIIOYEHO M TANOTO Ha xynoxHuka. Paborara npeacraenssa cbaepuatenHo
camo-niobyBaHe Ha AENCTBMETO KATO ByKBANM3MPAHA METAPOPA 30 CAMOAOCTATHY-
HOCTTA HO M3KYCTBOTO.

“The Self-sufficient Machine” is a video work where the cinematographic means are
used to show a simple and nearly absurd action. In the video the artist is cleaning up an
old vacuum cleaner with its own hose; the gadget looks like a small robot from a retro
sci-fi film. He is emphasizing the characteristics of the object, not its funcfion. The turning
of the vacuum cleaner back on itself is a basic way to aestheticize the object from the
everyday life, which is detached from its function and transformed into an object of/
for art. The composition in front of the static camera involves the performing body of the
arfist. The work is a contemplative act of self-enjoyment; it is seen as a literal metaphor
for the self-sufficiency of art.
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Kocra Tores, Camopoctamsuka mauwmta, 2009 Kosia Tonev, Self-sufficient Machine, 2009



3A XYOOXHNKA

ChYeTaBAHETO HA €3MKA HA KMHOTO C TO3M HA KMBOMMCTA BbB BMAEO MPOU3BEASHMS MK
doTorpadumn e XapakeTpHO 3a HauMHa, no koito pabotn Kocta ToHes. XynoxHUKsT ce
MHTEPECYBA OT BPb3KATA MexXy 06pa3 M TEKCT (CbBCEM MPEKTHO MPUCHCTBALLA B HAKOM
OT HErOBMTE KAPTMHM), KATO Cb3AABA PASAMYHM YCIIOBMS 301, MPOUMT” HO MPOM3BEAEHUETO.
Bikname nycr, cpefiHolueH acdanToB MbT, A HA HEro — MOHAN HACTPAHM BEOCUNEN, C
BLPTALO ce koneno. Kamepara 6aBHO ce NprBIMKXaBa KbM BENOCHNENQ, NPUMITb3eaii-
KM CE HQ BMCOYMHA MQIIKO HOJL ACPQITA M HOKPASH C& KOHLIEHTPMPA BbB BLPTALLATA Ce
cnmua. Tam ce pasnmyasa Habpakmus 40 MOMeHTa kunometpax. Buaeoto ,Cmeptra Ha
BenocuneancTa’ e Konkoto pabota 3a 6aHANHATa Be3NMIHOCT HA CMBPTTA, TOSIKOBA M
CLIEHQ, M3BAAEHA OT KPUMMHAIIEH MW XOPBP GHiM. XyAOXKHUKBT THPCK TA3M BPB3KA Ypes3
M3GMPAHETO HA Brb/IA HA KAMEPAT, KOMMO3ULMSTA HO KOIbPA, CBETIIMHATA M Hal-BEYe
3BykoBuTe edekT. VIHTepechT KbM BPEMETO M MPEAMETHOCTTA Ha 0Bpasa BbB BMAEO
QpTA, CA CYETAHM C MOAYEPTAHA CLIEHUYHOCT KATO 3HAK 301 BPL3KATA MEXAY M3KYCTBOTO U
KnHo-WHaycTpusiTa. PasnosHaeame (npoumntame) o6pasm, KOUTO Bede Ca BLITLTEHM B CO-
upanHoto,/ KynTypHo BboBpaxetme. OTHeceHa Kbm KOHUENTyanuama, pabotire Ha bpyc
Hayman v Mivepo MaHuonK, dotorpadusta , Mamdecka ocHosa” oTHOBO npegrnonara
BM3YQIHATA MAMET W ONMUT Ha 3puTenst. Ta e, ckynnTypHa” (pe)komnosiLys, B KosiTo Tsino-
TO HA XyAOXHMKA Mo I'I'bp¢OpMOTMBeH HA4YMH 3amecTea O6eKTG HQ M3KYyCTBO, NOBAMUIHAT
HQ MAIMYeCKATa OCHOBA - NOCTAMEHT. ABTOPBT aKLEHTUPA BbPXY cpeaata / ,aekopa” 1
MOKA3BA KAK , CAMOCTOSITENHMAT €31K HQ M3KYCTBOTO MOXe A0 Gbie edekT oT camopoc-
TATLYHOCTTA HA KySITYPHUTE MALLMHM, MPOM3BEXAALLM PECSTHOCTTA.

Kocra Tones, Maryecka ocrosa, 2010-2013, potorpadms, 80x110 cm

Kocra Tones, Cmbptra Ha Benocunemycta, 2013, euneoctn ot eupeo 3’5", petaitn
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JIA3AP JTIOTAKOB LAZAR LYUTAKOV

3A0GMS FOR OGMS

OGMS LLIKAD 3, W139, OGMS CABINET 3, W139,
AMCTEPOAM, 14.10.-20.11.2011  AMSTERDAM, 14.10.-20.11.2011

Pabotara “KomdpopTsT Ha no-Mankus” e CrneumanHo HaNpaBeHa 3a YEKMEMKETO HA
Ogms. B Hest xyAOXHUKBT M3MON3BA ABA PA3AMYHM MO PA3MEP MOAENA HA MbPBMS MAACT-
MQCOB CTON B CBETA, MPOEKTMPAH OT 3BECTHMS AATCKM An3aiiHep Beprep NawHtoH npes
1959/60 r. Moctaseru eamH BbPXy APYr B KOMMO3MLMS, AANEYHO HANOMHaLWA |, [The-
1a” Ha MukenaHaxeno, Te ca NPeACTaBEHN HA FPAHWLIATA MEXAY AM3AIHA, CyBEHUPa
1 HaMepeHust 0BeKT Ha 3kycTBO. PaboTaTa e cebp3aHa ¢ MHTEPECa Ha XYAOXHMKA KbM
M3CneaBaHe Ha NPEAMETH HA AM3ANHA, OT MeAHA TOYKA HA KySTYPHMTE, COLMANHM 1
MKOHOMMHYECKM B3AMMOOTHOLLEHMS, BLIITbTEHM B Tsix. B ciiyyas ToBa e, kynTosust” cron
TMaHTOH, KOMTO AHEC e AocTbeH B e-bay 1 Moxe Aa Gbae BMECTEH AOPH B YeKMEaXe.
Ha np1HLMnG Ha MATPLOLLKATA MANKMST CTON € BbPXY NO-FONeMMs, HOMMPALL, CE B YeK-
MemXeTo-ranepus, KOeTo e YacT oT WKada-ranepus, NOKA3aH B MPOCTPAHCTBOTO HA
ranepus W139 8 Amcrepaam.

“The comfort of the small one” is made specifically for the drawer of Ogms. The artist
is using two different size models of the first ever plastic chair, which was designed by
the famous Danish designer Verner Panton in 1959/60. Placed one on top the other
the composition of the chairs reminds us of the Pieta by Michelangelo. The objects are
presented on the border between the design, the souvenir and the found object. The
work exemplifies the interest of the arfist in the investigation of objects of design from
the viewpoint of the cultural, social and economical relations embodied in such objects.
In this case it is the cult Panton chair, which is available today on e-bay and could be
placed even in a drawer.

Jazap Jliotakos, Kompopret Ha no-mankus, ase nnactmacosu cronseta, 2011
Lazar Lyutakov, The comfort of the small one, two miniature plastic chairs, 2011
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3A XYOOXHNKA

Marnexpa cakaw Jlasap Jliotakos HY NoKassa ,cBeTa” TaKbB, KAKLBTO €: CTonoBe, 0byB-
KW, IGMMH, UCTUHCKM YyLLKONELM, opurHaneH kapate ¢dunm 1 TH. [Mpeametn (1 obpasm)
OT BCEKMAHEBMETO CA HEMOKBTHATO MPEHECEHH B M3NOXEEHOTO IPOCTPAHCTBO. 30, pasTo-
BAPEHATA OT YCIIOBHOCTM W ECTETU3ALIM MPOCTOTA 06a4e Ce KpUe MHTEpPEC Kb 0BeKTHTe
(Mpenu Bc1uKo NPeAMETH HA AM3AIHA) M KbM XMBOTA, KOMTO Te BbTbLUABAT. ABTOPLT ce
30HMMABA C TSIX HO-BEYE B KAYECTBOTO MM HA KYSTYPHM MPOLAYKTH, PASKPUBALLM CrieLpt-
DUUHM MKOHOMMHECKH 1 COLMAHI MEXTHM3MM, MOKA3BAMKM MPOMSIHATA B CTOMHOCTTA MM,
30BMCMMA OT BPEMETO, MACTOTO M TIXHATA HenocpeacTeeHa ¢yHkums. , Peitioe” e nony-
NSPHA MApKa cropTHK obyskw, npoussexaaly ce B Kurait ot cpeaata Ha 20-1 ek, Kb-
[eETO ce ynoTpebsBaT Hait-Beye OT NPAKTUKYBALLMTE GOMHM M3KYCTBA. XyAOKHMKBT MOKA3-
BA LIECT YWTA, KOWTO CIEABAT OPUMMHANG, HO CA HAMPABEHHM OT PA3AMYHI KOMNAHWM 1 30
paznnunm nasapu: OT eBTUHM UMUTALMK 3Q BBTPELLIMSI KUTAMCKM Na3ap, AO PA3npocTpa-
HEHATA MO Lsin CBSIT ppeHcka Mapka, oTkynuna npasara npes 2006 r. Conoctassitkm pas-
JIMKUTE B IM3CAIMHA M NPESHA3HAYEHMETO, B LIGHATA M MALABA HA PA3NPOCTPAHEHUE Ha
0BYyBKMTE, OBTOPLT PA3KPUBA HKOM OT YCTIOBMSTA HA CbBBPEMEHHMTE MoBasHM NasapH,
HQ KOUTO KyNTypHUTE CrieLyidmuki ce eKCNoaTMPAT KATO eK30TUKA M Ce KAaNUTanM3upar
ot 3anaaa. MNopobHa Bpb3Ka CTOM 1 B OCHOBATA HA CEPMSI OT JIAMMH, M3PABOTEHM OT Xy-
AOXHMKA MO MOAENH , HAMPABM Ci cam”, MyBMKYBAHHM B CbBETCKA KHUMA 3a goma. Jlasap
JlioTakoB noctassi BbNpoca 30, YHUKANHOCTTA” Ha 0BeKTHTe MeXay , MKOHOMMKATA” Ha
cBOBOAHOTO BPEME, MOAATA HA PELIMKIMPAHHUTE MPEAMETH 1 COMOAENEH AM3AMH, U (MpK-
AO6KTA) CTOMHOCTTA HO XyAOXECTBEHO MPOM3BEAEHME.

It looks like Lazar Lyutakov is showing us the “world” as it is: chairs, shoes, lamps, actual
pepper roaster, original karate film and so on. The objects (and images) from the everyday
life are fransported into the gallery space. Behind the simplicity relieved of either conditions
or anesthefization, there is an interest for things (mainly objects of design) and the life they
exemplify. The author is concerned with them mainly in their substance of products of culture
that are revealing specific economical and social mechanisms. He is demonstrating the
change in their value depending on the time, the place and theirimmediate function. “Feiyue”
is a popular brand of sports shoes manufactured in China since the middle of the 20th century
where they are used mainly by people practicing martial arts. The arfist is showing six pairs of
shoes that are following the original model but are made by different companies for different
markets: from the cheap imitations made for the infernal Chinese market o the international
French brand, which bought the frademark in 2006. By comparing differences in design and
function, in price and scale of distribution, the artist is revealing the conditions of the current
global market where cultural specificity is exploited as exotics and to be capitalized on by
the West. Similar relations are embedded in a cycle of lamps made after “make yourself”
models from a Soviet-fime book for the home. Lazar Lyutakov is asking quesfions about the
“uniqueness” of objects located between the economy of free time, the fashion trend of
recycling and self-made design, as well as the (acquired) value of the artwork.
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Tlazap Miotakos, Bes sarnasme (Peitioe), 2013, wect undra croprHn obyeku Hanpaserm s Kirait
Lazar Lyutakov, Untitled (Feiyue), 2013, six pairs of sport shoes made in China

TNasap Jiorakos, bes samasie (Cepms ot namnm), 2008-npomsmxasalua, kaben, enekTpUUecki KpyLLKH, MACTMAcoBu
acT; kamep ot uanox6a s SongSong, Buera, 2012 Lazar Lyutakov, Unfifled (Lamps series), 2008-ongoing, cable, light
bulbs, plastic parts, installation view at SongSong, Vienna, 2012
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JIYBPU LUBRI

3A0GMS FOR OGMS
OGMS LLIKAD 4, TANEPUA TPETOP OGMS CABINET 4, GALERIJA
MOOHAP, JITOBJIAHA, GREGOR PODNAR, LJUBLJANA,
15.11.-13.12.2013 15.11.-13.12.2013

Huma e Bb3amoxHO Bce olle Aa ce cbapasar ,Hosu” obpasn? He ca nm te pobpe
3a6paBeHMTE, KONAXMPAHM, NPETBOPEHH, CUMYIMPAHM, TEATPANU3UPAHK CTapu 06-
pasun? MUanox6ara Ogms Crops B YeKMemKETO-ranepmsi CbC CUrypHOCT He e u3nox6a
Ha ,HoBu” obpasu. Ta e ,kponHaTa” pPeTpoCneKkTMBA OT Beye ChlLECTBYBALLM paBo-
™; ,OU3PSI3AHO” M HAOMECTEHO B MPOCTPAHCTBOTO MOBTOPEHME - HELLO KATO ,BTOPA
npupopa” (ako M3nonseame 3arIABMETO HA EAHA OT NOCNEAHNTE CAMOCTOSTENHMU W3-
nox6u Ha astopa). C ronsma [03a MPOHWS GBTOPBT M3PA3ABA PA3GMPAHETO CH 30
doTorpaduaTa — He KaTo , OTKPHUBATENCTBO” M CbC CUIYPHOCT He KaTo TBop6a, Hocelwa
ycelaHe 3a yHukanHoct. Hanpotis, potorpadmsra e HaumMH Aa BUAMIL CBETA KATO
B ,PA3MA3AHO" OFMEAANo: TOM M3MEXAA NO3HAT, 0BPAsLT My Ce NOBTAPS, HO HIKAK
O APYT HAYMH — NEKO 3aMBITIEH, MANKO Pa3GbPKAH, KPACKHBO MM MbK OTBPATUTENHO
pasnMyeH.

Is it still possible to create “new” images? Aren't they the well forgotten, the recreated,
the simulated, the theatrical old images2 The show Ogms Crops in the drawer gallery is
for sure not a show of “new” images. It is a “cropped” retrospective of already existing
works; “cut again” and squeezed into space repetition — something like a “second
nature” (to use the title of one of the last solo shows of the artist). With a lot of irony the
author is expressing his view on photography; itis not one of “discovery” and for sure not
one of a work of art that carries the mark of uniqueness. On the contrary, photography is
a way of seeing the world as if in “smeared” mirror: the world looks familiar, its image is
repeated but in a different way — slightly “fogged up”, somewhat confused, beautifully
or repulsively different.
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Crops 3a Ogms, 2013; mHoxectso dotorpadum  Crops for Ogms, 2013; various photographs
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Dotorpacmmrte Ha Jlybpu ca KaTo KMBOTA — He TO3M, KOWTO KMBEEM, O OH3M, KOMTO
banTasmpame. KOCMOMONMTHUST CBAT HA NAPTH KyNTyPATA, HA XOMO M METPO CEKCYarl-
HOCTTA, Ce CIIMBA C BCEKMAHEBUETO M B PABOTUTE My € MPEACTABEH TAKQ, Y€ A MOKAXE,
KOJKO MHOTO HMLLIO YOBELLKO He Hi € Yyxi0. Benpeku ToBa obave aBTOpLT CbBCEM He
MCKO 10 KOXE, Y€ BCUYKM CME PABHM, IOPU HAMPOTMB — BLTPELLHUTE HEPAPXMM CO EMO-
LMOHQSTHU 1 HEMPEKBCHATO ce npomeHsiT. JTyGpu HU MokasBa He NpocTo non obpasm, a
KOK T€ MPOHMKBAT B TBKAHTA HOl BCEKMAHEBHMS! CBAT M rO NpeobpbLuar. ToBa, KOETO BUX-
[AOMe € XMBOTLT HA CLIEHA 6e3 SICHU OYEPTAHMSI, KOSITO MUTHOBEHHO CE MPe-KONaXMpa.
HaunHeT o HY NpeBbpHE B 3pUTENN HA TOBA, KOETO CHUMA € AQ HM BbBIIEYE EMOLIMO-
HanHo i Byksanto aa i1 ,Happyca”. O6pasute BbB GOTOrPAPUMTE My MMAT CSIKALL
[OCTATbYHATA CBOGOAA G C& CAMO-Chb3AABAT — 14 CE NPEBPLLUAT B TOBA, KOETO MCKAT
A0 6BAAT AHEC 1 KOETO MOXE A0 € PA3IMYHO OT OHOBA APYrO, KOETO BMXA MCKAM Ad
6uaar ytpe. Heycrommoto xenaHue 30 camo-NpeacTassHe GBTOPBT HU NOKA3BA KATO
M3MON3BA KPAMHOCTU — OT CbCTOsIHME HA BeaTernosHocT fo oprasbm. Potorpadumre
My YNQBSIT MHOXECTBO PA3MIMUHI EMOLIMM, HO HEM3MEHHO M 3aCMNBAT M Xunepbonu-
3upar. Cb3naBa ce ycelaHe 30 MOCTOSIHHO TpaeLa ekcTaTuyHocT. CamoTo 3acHema-
He Ha KagpuTe W3mexaa kato pednekc. Haxopkara e B GbpanHaTa HA ynassHe Ha
MOMEHTQ — OH3M, KOMTO MOXE f10 30fIbPXM YCELIAHETO 3a MPEXOf, M MUTHOBEHHOTO
cebe-(npe)-komnosmpare.

Lubri’s photographs are like life itself — not the one we are living but the one we fantasize
about. The cosmopolitan world of party culture, of homo and metro sexuality, is merging
with the everyday life and in his work it is represented so that it is obvious that nothing
human is beyond us. However, the artist does not want to say that we are all equal,
not at all; it's actually the opposite — the inner hierarchies are emotional and they are
constantly changing. Lubri is showing us not simply the pop images but the way they
infiltrate the fabric of the everyday world to turn it upside down. What we see is life on
a stage with no clear outlines that are instantly reconfigured. He is making is viewers of
what he is photographing by involving us emotionally or even literally “drugging us”.
The images in his photographs seem to have enough freedom to redefine - to turn into
what Ihey want to be 1odoy provided that it mighf be different from that other Thmg,
which they would want to be tomorrow. The irrepressible desire for self-representation is
shown by the author while using exiremes — from the state of weightlessness to orgasm.
Lubri’s photographs capture a multitude of emotions while constantly reinforcing and
hyperbolizing them. The sensation of permanent ecstasy is achieved. The very act of
shooting seems like a reflex. The key is in the speed of capturing the moment — the one
that is able to hold on to the feeling of transition and instant self-(re)-configuration.

Or cepusita ,Muiin woy 8, Kyn Bepr””, 2013, wwwilubrikante.com
From series “Jules Verne Peep Show”, 2013, www.lubrikante.com

Or cepusita , Yepro wecteie”, 2013, wwwilubrikante.blogspot.com
From series “Black Procession”, 2013, www.lubrikante.com



MAKCUMUITMAH MAXIMILIAN
NMPAMATAPOB PRAMATAROV
3A0GMS FOR OGMS

KYXHATA HA MCN-CODI, THE KITCHEN AT ICA-SOFIA,
06.02.-16.03.2013 06.02.-16.03.2013

,He rnepnara Touka, a mepkata” BkloYBa YeTMPK NONAPOUAHN PoTOrpadUM, CBBP-
3aHM C KPATBLK TEKCT (€AHOBPEMEHHO M 3arasme Ha paboTara). ABTOpBT MCKa Aa Ha-
COUM BHUMAHWETO OBPATHO KbM CAMOCTOSITESNHMSI €3UK HO GOTOrPAPMSTA M CIIOXKHATA
7 BPB3KA C peanHocTTa. Toi aKUEHTUPA BbPXY KOHKPETHMS 0Bpa3s Ypes rpaduyHo
nobasern GPS koopamHati BbpXY PABOTMTE, KOMTO B Clly4asi CO PASYETUMM €aMH-
CTBEHO OT PM3MIECKM HEBLIMOXHA 3a HabnopaTens megHa Touka. Mpeocmmcnsiiikm
B3AUMOBPB3KMTE MeXly OBGEKTUBA M CBETA, OBTOPLT OTHEMA MIEAHATA TOYKA HA 3pH-
Tens (ckpuBa obekTMBA), 30 4A O BbPHE OGPATHO KbM MMEAKATA M peanHocTTa. Ako
NpMEMEM, Y€ KOHLIEMTYQNHMS NOAXOA, , PA3YMTA” 0BPA3A KATO TEKCT, O AUTUTANHMS O
ne/ pe-komnosupa B nukcenn, To pabotute Ha Makcmunnar Mpamatapos kKomeHTH-
paT W BATA, BPBLUAMKM CE KbM ,,CTAPATA” MPEACTABA 30 GOTOrPAGHSTA KATO YNOBEHO
BPEME M IOKYMEHT Ha ,normeaa”’, paskpu1eaLL, cBeTa.

“It's Not the Viewpoint, It's the View” involves four Polaroid photographs that are linked
by a short text (which is also the title of the piece). The author Maximilian Pramatarov
aims to point out once again the autonomous language of photography and its complex
links to reality. He is focusing on the concrete image by adding GPS coordinates fo the
works. These however, are only visible from viewpoints physically impossible for the
viewer. Rethinking the relation between the lens and the world, the author takes away the
viewpoint of the viewer (by hiding the lens) and is turning him/her back to the view and
the reality. If we accept that the conceptual approach is reading the image as a text while
the digital is de/recomposing it into pixels then the works of Maximilian Pramatarov are
commenting on both while going back to the old notion of photography as captured fime
and a document for the “gaze” that reveals the world.

Makermmnman Mpamarapos, He mepHata touka, a mepakara, 2013
Maximilian Pramatarov, If's not the Viewpoint, If's the View, 2013




3A XYOOXHNKA ABOUT THE ARTIST

Makeumunman Mpamarapos 1anonssa Gorar M PAsHOPOaEH MHCTDYMEHTAPHYM — OT MOSIAPOM-
M 10 OMTAYECKM TEXHOMOMM 30 AHMMMPaHe Ha obpasuTe. Potorpadmmte My ce aOGMXABAT
A0 NpenAcTasaTa 3a ,MyHkTym” Ha Ponara Bapt™, KosTo XyAoKHUKET MHTEprpE™pa KaTo TOUKa
HQ MPeCcHUaHe MEXy PECITHO 1 BLOBPCKAEMO W MPEBPbLUA B CBOS MHTyWLYs 3 doTorpadus. B
MONTU BOHUK HEroBW PaBOTH BOLELLIO € YCELLAHETO 30 XAPMOHYS 1 CUHXPOH Mexgy (muuHo) vys-
CTBOTO, BpeMeTo W 0bpasa: , Hamopmopm” Ha LIBETS, ONPAHMHUTENHU SIEHTU MU, 4T MOPCKHA
Me3cDkM BbPXY MONAPOWIN; MHTEPUOPH HA M3OCTABEHM CTPAEM, MPEBBPHATH B KMBOMMCHM KOM-
Mo3MLM; POTOMPAMK, MPH KOUTO OBPASLT CE MPOMEH! CABKEHHETO HA 3PUTENS — KbLLI CBETBA
C YepBEHQ CBETIIMHA, MPOBNSIcBAT apOBE HA KONQ, MOSBSBAT C& CTPAHHM, CBETIHHIM ebeKTH B
PeQHU MPMPORHH NEM3CKM; HOBMIOABAT Ce UrPK € POKyCa U TH. M136opLT Ha KoHKpeTeH doTo-
rPAdCKM MOAXOL, M M3PA3HW CPEACTBA KATO TEKCT, UBST, ABWKEHME, Ce OMPEMENs OT ChHETAHUETO
Mexy MSCTOTO 1 0BeKTal BbB BCeki otaeneH kambp. PaBommre Ha Mpamarapos npocto ce |, no-
nysasar”. Te ca (M4HM, MOHSIKOTA MHTMMHM) CBETOBE, KOUTO TOM CTIOLENSs HYpe3 BLOBPCKEHUETO M
AHTABMATA, TAKA Ye A0 MPELTIOX HAKOKBB MMAMMHEPEH BTOPK P, APYT MIQH, KOMTO HOPXBbPIIS
peanHocTTa. VMEHHO B TOBQ Ce ChCTOM KPEXKATA BPb3Ka HA GBTOPCTBO MeXy YepHO Genvs, csi-
KOILL AOKYMEHTQIEH, KOIbP HO MOMUHE B NIGPK, OT YYMTO PhLIE MNM3AT CBETKABULYA W (poTorpadm-
sma Ha ,poToTaneT” € HOLLIBH IPAECKM MEM3DK (Moxe B meaka oT MPO3opeLY), 3arieneH Ha CTeHa
TAKa, Ye FPyBATa MATEPMAITHOCT HO KOHTOKTH W A pe ByKBaHO Aa Mpecuia , mepkara”.

* My HKTyMm € [eTaiiN B KAEHPQ, KOITO MPUBINNQ BHUMOHMETO HO 3PMTENS 1 € MPECEUHT TOHKA MEXy CUMBONHMS /KyTTypeH pen,
HQ 0BPA3a M HEYTIOBUMIS SIAYEH YCET.

Maximilian Pramatarov is using rich and varied set of instruments — from the Polaroid photograph, to
opfical devices and technologies for animating the image. His photographs are close fo the notion of
punctum coined by Roland Barthes™, whichthe arfistis inferprefing asa point ofintersection betweenthe

real and the imaginary; this notion is his own infuition about phofogruphy. Almost all of his works share
the leading feeling for harmony and synchrony between the (persondl) feeling, fime and image: “Still-
lifes” offlowers; restricting lines or “pure” seascapes on Polaroid photographs; interiors of abandoned
buildings ransformed into paintery compositions; photographs where the image is changing with the
movement of the viewer along ifs surface — a house blinks with red light, the headlights of a car are
flashing, strange lighting effects are seen in actual views of nature; a lot of playing around with focusing
and many others. The choice of a concrete photographic approach and means of expression such as
text, color, and movementis defined by the combination of place and objectin each single frame. The
works of Pramatarov seem fo “justhappen”. They are (personal and somefimes infimate) worlds that
he is sharing with imagination and fantasy so that he can offer some kind of a secondary imaginary
p|une, thatis Trunscending reu|ily. And thisis predse\y where the delicate links between the ouihorship
of vastly differentimages is contained — the black-and-white almost documentary photograph of a gil
in the park from whose hands emit lightning(s) and the photograph of a “photographic wallpaper”
with a night cityscape (or maybe a view through the window) g\ued on a wall so that the rough
moTenollty oflight switches and beamsiis literally Trespossmg the “view”.

Pundum is a detailin the image whid \soﬁmcﬁr\g he attenfion oﬁhewewerond is the crossing point between the symbolic/cuttural
order ofthe image and the impercepiible individual intuifion.

Makenmunmar Mpamarapoe, Mmam ceetmnm, 2012, 110x100 em
Maximilian Pramatarov, I've Got Headlights, 2012, 110x100 cm
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Makemmunnan Mpamarapos, 3actpensH rpag ll, 2011, 60x90 cm
Maximilian Pramatarov, Shoot City Il, 2011, 60x90 cm




MAPUESTA TEMMLLEBA MARIELA GEMISHEVA

3A OGMS FOR OGMS
KYXHATA HA UICN-CODUG, THE KITCHEN AT ICA-SOFIA,
19.10.-26.11.2011 19.10.-26.11.2011

B npoekra c1 ,Guns and Roses Oil” femmwesa nanonssa apomara kato cpeacTeo
30 M3PA3SBAHE HA YCEWaHE 30 KpacoTta u Hacunue. Yekmenxeto Ha ranepust Ogms
e uanbnHeHo ¢ natponu 3a astomar Kanawnnkos AK 47, B kouto e Hansto umncto
PO30BO MACHO, MPUMECEHO C MANKO KONMYecTBO 6apyT. [MonyyeHHsT no To3u HaumH
,Napdiom” e NPeAcTaBeH B CNELManHo AepOPMMPAHM 30 MPOEKTA MATPOHM, KOMTO
30MECTBAT TPOANLIMOHHUTE MyCKANW. [POBMPAHETO HA MMETO HA ABTOPKATA M HA MPO-
€KTQ BbpXy TAX € eAHOBPEMEHHO NOAMMC BbPXY MPOM3BEAEHMETO, HO M MOAHA MAPKA.
[lBOMHMAT My CTATYT, XAPAKTEPEH 3a HauMHA, o koiTo Mapwena lfemuwesa paboty,
BPBLUG KbM PA3CLXAEHMETO 30 CTOMHOCTTA HA XyAOXECTBEHOTO NPOM3BEAEHNE CPE,
MHOXECTBOTO OT 0BEKTU M QTPMBYTH HA CbBPEMEHHATA MOAHA MHAYCTPHS.

In her project “Guns and Roses Oil” Gemisheva is using the aroma as means of evoking
the sense of beauty and violence. The drawer of Ogms gallery is full of bullets for the
Kalashnikov AK47 machine gun. Pure rose oil, mixed with a little bit of gun powder,
is poured into the cartridges. The “perfume” thus produced is presented in specially
deformed bullets and cartridges that are substituting for the traditional phials. The names
of both author and project are engraved on the cartridges — at the same time a signature
and a frademark. The dual status of the object, typical for the work of the arfist, brings
back the debate on the value of the work of art among the multitude of ob{ecfs and
attributes of the current fashion industry.

Mapyena lemmwesa, Guns and Roses Oil, 2011; doro: Jummrsp Ounkos
Mariela Gemisheva, Guns and Roses Oil, 2011; photo: Dimitar Dilkoff



3A XYOOXHNKA

[lMpeKTHY, NPOBOKUPALLM 1 NOAYEPTAHO , TYKCO3HW " MOLHMTE 1 APTUCTUYHM MbPGOPMAH-
€M, XyROXeCTBEHN 06eKTH 1 NpoekTM Ha Mapuena lemMMLLEBa ca U3MbAHEHH C yceLuaHe 3a
MULLHOCT 1 OCOBEHO THPXKECTBO HA MMYHOCTTAL. Te M3rPaKAAT OnpeaeneHa NpeacTasa 3a
cmn, kato aTpubyTiTe, 0BPA3MTE M ArPECMBHOCTTA HO MOLATA €A CIIOXEH €31K 30 Cb3fa-
BAHE W M3PA3SBAHE HA MHOMBMOYANHOCT. ABTOPKATA PABOTH HA MPAHMLIATA MEXY MOAA
1 M3kycTBo, fedune 1 MPGOPMAHC, akcecoap 1 xyaoxectseH obexT. Ta yecto uanonsea
CpeAcTBaTa Ha moaHata ¢otorpadus, 3a Aa Cb3aaae 06pa3m, B KOUTO EAHOBPEMEHHO
pasgens 1 cebupa , life” (xueot) u ,style” (ctun). Mpoussenenmsta i ca bopma Ha cebe-
OTKPMBAHE M criopensiHe. B Tsx BUXAGME KATO Ye M COMOAOCTATBYHMS CBSIT HO AOMMHM-
PALLQ XEHCTBEHOCT, KOSITO Ce ONpPenens OT HEBUAMMMS PEQIIEH XMBOT 30 0BEKTMBA Ha
kamepara. OTCbCTBALLOTO, MMNCBALUMTE PEaHit BUTYPH, KbM KOMTO CE OTHACS, XyA0X-
HMYKATO 30MECTBA CbC COBCTBEHMS cM 0BPA3 — MPOMEHEH, MOCTABEH B PA3NMYHM PONU
201171 ﬂeﬁCTBMﬂ, HACNOXEH eauH Bbpxy p,pyr 21171 MyﬂTMI'IJ'IMLlMpOH B I'IpOCTpOHCI'BOTO. E,ElMH
ot nocneaHuTe M mpdopmarcn , Multi-Me” napasssa npesta sa camocTosTenHms xeHcku
CBSIT, KOTO M3MON3BA 30 TOBA UMEHHO CTUNA — MopHaTa mapka , Mapuena lemuwesa”. Xy-
AOXHUHKATA yABOSIBA 06PA3A CH1 B KECT HA CAMO-060XaHHE. 3a A MOBTOPH 1 PA3MHOXM
OBpBLIAHETO KbM cebe CH, T Cb3AABA CBOM , KITOHMHTM” B MPOCTPAHCTBOTO — B Cily4as
HeHUTE yueHWLy, obnevenn B modenda Ha ppexara ot ¢otorpadmsta. [MbpdopmatcsT
e cBbp3aH ¢ pabot kato , M3ebH cebe cu” (2002), B kosiTo T ce , Brexaa” B pazmuHm
XEHCKW NEPCOHAXM U rppanmyHaTa pabota , Astonoprpet” (2008).

Mapyena lemmwesa, Mulii-Me, 2012, dpotourcranaums n mpdopmaric, potorpadms 182x95,

cepem mopena /ysactHiup, poro: bost Metpywescku , Anekcanapp Huwukos
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MMUXAES BAMOXODEP MICHAEL WEIDHOFER

3A0GMS FOR OGMS
KYXHSATA HA UICN-CODIS, THE KITCHEN AT ICA-SOFIA,
02.07.-20.07.2011 02.07.-20.07.2011

Paborara ,bes samasne” e HaMeca Cbe CBETAMHA B KOHKPETHA NPOCTPAHCTBEHA Cpe-
0. Xy[OXHMKBT CBLP3BA YEKMEAXETO, KbaeTo ce Hamupa Ogms, ¢ opuca Ha UncturyT
30 CbBPeMeHHO M3kycTBO-Codus: HACOYEH NA3APEH JTbY, YMIATO U3TOUHMK € CKPUT B
HEKMEKETO, MPEMUHABA NPE3 flyNKa B CTEHATA MEXY KyXHSTA M oduca, kaTo nonaaa
BbPXY CTyUQiHM NPEAMETH M XOPA, M NPUACBMBA PASAMYHA BUIAMMOCT B 30BUCMMOCT OT
YCIIOBMSITA B OKOMHATA cpeaad. MuHUManucTyHa no Gopma, pabotara e pasrbpHaTa
B MPOCTPAHCTBOTO PUCYHKA, 30 KOSITO CA M3MON3BAHM OCHOBHM E/IEMEHTH KATO TOYKA,
nMHMs 1 BT, TS O4epPTaBA MPAHMLA B MPOCTPAHCTBOTO, KATO Y€ M C XENAHWETO A
M3rpaaM CTPAHHA M 306UBHA OXPAHMTENHA CUCTEMA HA AOCTLI OkONO ranepus Ogms.

The “Untitled” piece is intervention with light in the concrete spatial situation. The artist is
linking the drawer where Ogms is with the office room of ICA-Sofia. A precisely directed
laser beam, whose source is hidden inside the drawer, “cuts” across the wall separating
the kitchen from the office and landing on accidental objects and people. It also changes
depending on the conditions in the space. The minimal form of the work is evolving in
space as a drawing for which some basic elements are used — point, line, and color.
The beam is defining a border in space as if trying to build up some strange yet amusing
security system for access to Ogms.

e rvnnyy

Muxaen Baiiaxodep, bes samasie, 2005 Michael Weidhofer, Uniifled, 2005
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MutmmanmeTunm no popmara cu pabotre Ha Muxaen Baitoxodep manonssar oc-
HOBHM €/IEMEHT KQTO TOYKG, JIMHMS M LIBSIT, 301 Il O4EPTABAT IPAHMLM B MPOCTPAHCTBO-
70. ToBO MOTAT G CO KOPAK, NIEHTH, MPOBECEHM ENIEKTPUYECKM KPYLLKH, GOSANCAHN B
YEPHO; 1M1, HAPUCYBAHM C TeBELIMP MK C rPAHT. XyAOXKHUKLT JOBA BbIMOXKHOCT AC
,fopucyame” ToBa, koeTo Bikaame. Csikaw Helo, KOeTo e OTHETO Moxe Aa Gbae
HOMePEeHO OTHOBO. Kilo4oB eNleMeHT 30 TOBA € SIMHMSTA, KOSITO ABTOPBT U3MON38A KATO
YHMBEPCASIHA , IPAMATMYECKA” €AMHMLA UM MHCTPYMEHT 30 Cb3ABAHE HA 0BPA3M 1
npeameTn. JTuHmusTa € opreHTHp. T MOXe AQ HANPABU BUAMMO PA3CTOSHUETO MEXIY
ABeTe HAW-OTAANEYEHM TOYKM HO ANAPTAMEHTA My M TOKA 0 Cb3fI0fle FEOMETpMS, B
KOSITO 10 C& BMECTM XM3HEHOTO NpocTpaHcTeo. OT TO3M ONUT HA Xy[OXHMKA 0 Cb3-
ACBOHETO HA OBEKTH, KOMTO NPEACTABSBAT NETTE NIATOHOBYM TENA, CBbP3AHU CbC CTU-
XWUTE HO 3eMSTA, BOAATA, Bb3My X, OrbHS M HA KOCMOCO KATO LSO, MMA CSKALL CAMO
efHa kpauka. He e v ToBa 30BPBLIAHE KbM OTAGBHA OCTAPENHS, HO MPOCT U SICEH e3KK
Ha reometpusTa? Makap 1 cebpaaHa ¢ abeTpakups B paboTite My Ts € No-CKOPO ONMT
30 NPUBNMKABAHE 10 HEMOCPEACTBEHOCTTA HA CBETA.

The minimalistic works of Michael Weidhofer are using basic elements such as point,
line and color to define borders in space. These might be fishing cords, bands,
suspended electric bulbs painted black; arcs in chalk or graphite. The artist provides
us the opportunity to finish what we see. It seems something that has been taken away
might be found again. A key element for this is the line which the author is using as a
universal “grammatical” unit or a tool for the creation of images and objects. The line is
a reference point. It could make visible the distance between the two most distant points
in his apartment and thus to create geometry for the living space itself. From here to the
creation of objects referring to the elements of earth, water, air, fire and the cosmos as a
whole there is only one step, it would seem. Is not this a return to the good old, simple and
clear language of geometry? Although connected with abstraction, in the works of this
artist geometry is more of an attempt to approach the immediacy of the world.

Muxaen Baitpxodep, IMet tena (Mnatowosu), 2012
[TeTpaenbp: 30BAPeHa CTOMAHEHA KOHCTPYKLMA OT BIAQ, M3NON3BAH 30 Xene3obeToH; Vkocaemsp: ropeLuo nenex kap-
ToH; [lopexaebp: NNaCTMACOBH NOCTABKM 30 LIBETS (MOCTABEHM BbPXY MIACTMACOBM CAKCH), CBLP3AHM 6AHN KbM APy
b cTomareHa Ten; OKTaebp: TMNCOKAPTOH, NENEH CbC CTPOUTENHO NENMIO, LINAKIOBAH 1 M3LKypeH; Ky6: neHonnacros
M3ONALMOHEH MATEPMAN 3 CTPCM, NIENEH, LINAKTOBAH BLPXY YKPEMEHMTE bk M Mpexal]
Michael Weidhofer, Fife Solids (Platonic), 2012
ncrete; lcosahedron: hotglued cardboard; Dodecahedron

[Tetrahedron: welded construction steel as used for Reinfor

siting on top of a plastic pot) wired together with vire; Octahedron: plaster drywall connected

plasfic plantsuppo
with consfruction adhesive, spackeled with a filler and sanded; Cube: syrofoam house insulation glued together, spackeled

ontop of comer protecfion and net]

Muxaen Batnxodep, Hait-auirara Bb3mMoxHa IMCTAHLIS MeXTy ABE Touky B MOst anapTameHT (892 cu),

2004-2007, nam6aa npuHt 107x30 cm

Michael Weidhofer, Gr|Btm gliche Distanz zweier Punkte in meiner Wohnung (892 cm), 2

lambdaprint

107x30 cm, (Title in English: Longest possible distance between two points in my apariment (892 cm))
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METEP ®PUTLIEHBAJTHEP PETER FRITZENWALLNER

3A0GMS FOR OGMS
KYXHATA HA UICN-CODUY, THE KITCHEN AT ICA-SOFIA,
15.12.2010-15.01.2011 15.12.2010-15.01.2011
OGMS LLKAD 1, TANTEPUA , HILGER OGMS CABINET 1, HILGER
CONTEMPORARY”, BMEHA, CONTEMPORARY GALLERY,
14.04.-14.05.2011 14.04.-14.05.2011

B pabotara cu , 3HaST K Te Helwo, KOeTo Hue He 3HaeM?” XyAOXKHMKBT M3rpaXaa me-
XQHM3bM, KOMTO YHKLMOHMPA TAKA, Y€ 3PUTENUTE BUKAAT PE3YNTATA, HO HE 1 MPMuM-
HOTa 30 ONpefaeneHo aeicTame. B uekMemXETO e CKPUT BLPTSILL C& MArHMT, KOWTO Npu-
BAIMYA M MECTU APEBHM NPeAMETH, NOCTABEHM BbPXY KyXHEHCKMst noT. Te notpensar u
neko ce uamecTsar 6e3 BramMa npuunHa. Pabotata akterpa 3putens, KaTo Lenu aa
NPEAN3BMKA M3HEHAAA, KOSITO XYAOXKHMKBT CbOTHACS C MCHXONOMMUYECKOTO ChCTOSHME
HQ OYOKBAHE. , SHAST JIM TE HELLO, KOETO HUe He 3HaEeME” e BBNPOC, CBLP3AH CbC CTPYK-
TYPATA HA NOAO3PEHMETO. SOMICMIEH MO MPOHUUEH HAYMH, TOW CE OTHACS Ha-BeYe KbM
06061LEHATA NPECTaBA 30 3pUTENst B CbBPEMEHHATA KyNTypd, M3MOM3BALLA YECTO
edeKTH U TPUKOBE, 30 A0 UHCTPYMEHTANIM3UPA HOBELLKOTO BHAMAHME.

In his piece “Do they know something we don't2" the artist has constructed a mechanism
which functions in such a way that the viewer can see the result but not the cause of
the particular acfion. A rotating magnet is hidden inside the drawer; it is attracting and
moving around small objects placed over the kitchen cabinet. The objects are trembling
slightly and moving lightly without any obvious reason. The work is activating the viewer
by triggering a surprise similar to the psychological state of suspense. “Do they know
something we don’t know2"” is a question connected fo the structure of suspicion. Asked
ironically, it refers mostly to the generalized notion of the viewer in contemporary culture,
which is often using effect and trick to instrumentalize human attention.
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Metep purueHsantep, HasT M Te HELo, KOeTo Hue He 3Haem?, 2011
Peter Fritzenwallner, Do They Know Something We Don’t2, 2011
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Kaksa e Bpb3kata Mexay ABUXeHMe, AeicTBue 1 30bpakeHme? MMa v MexaHusbm 3a
cb3naBaHe Ha (aBerpakTHal) xueonmc? Kuae e rppaHmMLaTa mexay ecteTiieckus NpoekT 1
akupsta? Pabomute Ha [Netep PpuTieHBANHEP MOHSKOT MPOM3TUYAT OT HSIKAKBA QHQMM-
TUYHA 301040, KOSITO XyAOXHUKBT CU MOCTABSL. Te €O MALLIMHM, MEXAHM3MH, MbPGOPMAHCH, B
KOMTO MMQ yceLLaHe 3a aBCypA M roNnsima 030 XyMop. ABTOPBT CAKALL MPOCTO Ce LLEryBa C
ny6aMKaTa, ¢ TPAAULIMITE B CBETA HA M3KYCTBO, C NA3APA M C MPUHLMNMTE HA XyAOXEeCTBe-
HO MPOM3BOACTBO; KAKTO M C urypata Ha camus , Bopell”. [pousseaeHmsTa my aanesHo
HOMOMHSIT MPOHMSTA M MbpdOPMATUBHOCTTA Ha [koH Bok 1 akupoHmcTkMs MomeHT B pabo-
ute/mHctpymertn Ha Cynepdnexc. Te ca oTebA KAPTUHATA, KATO 3ATBOPEH B cebe cu CasT
M Cref, BTOHOMHOCTTA HQ M3KYCTBOTO, MPEMTIETEHO B CbBPEMEHHOCTTA C HOBM COLMAIHM M
KynTypHi 0bpasosanms 1 mpexu. Enra ot nocneprmre My pabotn ,KapmiHa, cecrasera
OT MHOXECTBO (POPMM, HOCEHO OT MHOXECTBO XOPA” CBYETOBA WU3CTIEABAHETO, APXMBA U
KONEKTUBHOTO Cb3AABAHE Ha , kuBomnc” (MpousseeHie) ¢ peanHaTa ynuuHa akuys. Ppur-
LieHBQJTHEP PELLABA 0 M3BAIM He APYTO, O MMEHHO 30BPABEHMUTE KOHCTPYKTMBUCTKM GBTOPM
OT CTPAHMLYTE HO PENPOAYKLIMM M KHUW. TON KaHW CBOM NpusiTentt 4a n3bepat onpeaeneHa
bopma ot kaTanoau 1 nybamkaLi B Grbnotekara Ha YHUBEPCUTETA MO MPMIOKHM HU3KY-
CTBQ, KOSITO C/ef, TOBA A0 Bb3MPOW3BEAAT M 40 MPEHECaT Ha ynuuyTe BbB Brena. Hay4asare-
TO WM MPUMOMHSHETO Ce NPEBPLLLA B pearnto (xyaoxectseHo) aeiictame. Pabotata e apxu-
BEH MAHWECT Ha 3aryBeHaTa PEeBONIOLY KATO OMMT 30 MPOMSIHA HA AercTBUTENHOCTTA. Ta
KOMEHTUPA FPAHMLIATA MEXy COLIMANHATA aKLA 1 YMCTO (ecTetmyeckis) mpdopmaTieeH
€MIEMEHT MPM CbBPEMEHHMTE (POPMI HA MPOTECT.

What is the connection between motion, action and image? Is there a mechanism for the
creation of (absfract) painfing2 Where is the border between aesthefic project and action?
The works of Peter Fritzenwallner sometimes follow from an analyfical task which the artist
has imposed on himself. They are machines, mechanisms, performances full of a sense for
the absurd and a great deal of humor. It seems the author is just joking with the audience, with
the fraditions in the art world, with the market and with the principles for artistic production; as
well as with the figure of the “artist” as such... His works are a distant reminder of the irony and
performative qualities in the works of John Bock as well as the acfionist aspect in the works/
devices of Superflex. They are beyond the picture as a closed-in world, and past the autonomy
of art intertwined with new social and cultural formations (and nefworks) today. One of his
newest works “Painting composed of many forms, carried by various people” is combining
research, archiving and the collective creafion of “painting” (art work) with the actual street
acfion. Fritzenwallner has decided to take out of the books the forgotten constructivist artists. He
is inviting his friends to choose a form from catalogues or other publications in the library of the
University for Applied Arts in Vienna. The form is then re-made and carried around the sfreets
of Vienna. The leaming or the remembering is fransformed info a real (arfistic) acfion. The work
is an archival manifest for the lost revolution as an attempt to change redlity. It is a comment
on the border between the social action and the purely (aesthefic) performafive element in
contemporary forms of protest.

Metep PpuLersantep, KapmHa, cbcraseHa o MHOXECTBO GOpMK, HOCeHa OT MHoXecTBo xopa, 2012, Buexa
Peter Fritzenwallner, A painfing, consisting of various forms, carried by various people, 2012, performance, Vienna

Metep @puruersantep, KapmHa, chcraera o MHOXeCTBO GopMu, HOCeHa oT MHoxecTo xopa, 2012, mpdopmarc,
Buena; yuacthik: [perop Mipep LLloyc, ¢ dopma, nssnedena or Kapn Lilaitep “Sol Parfume”, 1929 (s, Kapn LLlaitep
TerperLyn Ha 20-Te ropnm”) Peter Frizenwallner, A painfing, consisting of various forms, carried by various people,
2012, performance, Vienna; Participant. Gregor Pirer Shows, with a form, extracted from Karl Steiner “Sol Parfume”, 1929
(in “Karl Steiner Tendenzen der Zwanziger Jahre”)
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CHMBMH BACUJIEB SIBIN VASSILEV

3A0GMS FOROGMS

OGMS LLKAD 2, TANEPUA CAPUEB,  OGMS CABINET 2, SARIEV GALLERY,
MNOBOMB, 03.05. - 17.06.2011 PLOVDIV, 03.05. - 17.06.2011

Paborara ,Mysa & kyTis” e Cb3nOaAEHA OTHACTM HA MPMHLMNGA, MO KOMTO AeLaTa yna-
BSIT MACKM BpBMEAPH, MHYENH 1 APYTU HOCEKOMM B KUBPUTEHM KYTHM M CLLEBPEMEHHO
npenpaLLa KbM NOMyNapHATa GOpMA HA My3WKanHM kyTuu. Ts e sound MHCTanaums.
B Ogms ca nocrtaBeHm KOSIOHM, OT KOUTO Ce YyBa 3BYK HA XYXALLA MyXQ, YAPSLLA ce
B CTEHMTE HQ YEKMEIKETO. 3ArMABUETO € MPOHUYHO — CSKALL My3dTa MOXe Aa Gbae
3arsopeHa B kyTusi?! Jlekoto oTBpalLEeHme, KOETO 3pUTENNUTE UINUTBAT OT AOCAAHMS
3BYK HO MyXQTa, MPEBPbLUA XUNOTETUYHMSA CMOMEH 30 AETCKATA Mrpa (Mm acoumaums-
TA C HEXHA MENOAMS) B HACTOALLO MHPAHTMAHO 3AHUMAHKE Ha Bb3PACcTHW. OnuTLT Aal
ce 30abPXM My3aTta (Myxata) He camo e BaaneH, Ho 1 apastelw, PaBotata e wera,
3060BNABALLA CE C KIMLLETO 30 U3BBHPEHMS, , CBPBXECTECTBEH M3TOUYHMK HA TANCHTA.

The piece “Muse in a Box” follows the line of children’s action in catching a beetle, a
bee or another insect and putting it inside a matchbox; at the same fime it references
the popular form of the music box. The piece is a sound installation. There are loud
speakers positioned in the Ogms; the sound of a buzzing fly is heard while the insect is
“crashing” on the walls of the drawer. The title is ironical - as if a muse might be caught
in a box2! The slight revulsion experienced by the viewer at the annoying sound of the
fly, transforms the hypothetical memory of the children’s game (or the association with a
nice melody) info an infantile time passing for grown-ups. The attempt to hold on to the
muse (the fly) is not only banal but also annoying. The piece is a joke building up on the
cliché of the extraordinary, supernatural source of artistic talent.
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Cubu Bacunes, Mysa e kyms, 2011 Sibin Vassilev, Muse in a Box, 2011
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CBUKHANM CMe A Bb3NPHEMAME €31KQ KATO OBEKT — B KHWMM, HOAMMCH, BBITBTEH B M3pe-
YeHWst Ha eKPaHA Ha KoMnioTbPa Mk Tenedora. C paboture ci obade CrbmH Bacunes ce
OMWTBA AQ H BbPHE KbM AHA Mo3a6paBeHa Bpbaka. Tam, KBAETO TANO W e3uK ca Hepasaen-
HM M Cb3RABAT MPEACTABA 30 BPEME, YCELLAHe 30 AeNCTBUTENHOCT, BL3NPUATME 30 CBETA U
3a cebe on. Toit npasm ToBA Mo ABCTPaKTeH HaumH. [Mokassa HM B ManoxbeHaTa sana He
Tena, a rMacose, PUTMMKK, 3ByKoBH nosen. OnuTBaMKM ce cskaw Aa usberHe obpasa, Hu
BBBEXAQ B 3BYKQ, CBbP3AH C ABUXEHWETO Ha XHBoTo Tano. Pabotara , Infrasonic Variations”
M3MON38a MHPPA3BYK, KATO Ce 6A3MPA HA PUTMUKMTE HA TPORMLMOHHA PONKITOPHA My3K-
ka. Heaocmiximm 30 YOBELLKOTO yxO, 3BYKBT NPOW3BEXAA EAUHCTBEHO TPEMTEHE HA KOO-
Hata W ,urpa” Ha nocTasenmTe B Hest MbHKCTA. [poM3BEaEHUETO NPEACTABNSBA 38yKOBA
abcTpakums Ha GonKnopHKTe 0bpa3M, MPeACTaBeHa Ha 6a3aTa HO HENOCPEACTBEHOTO
npeaMeTHo/TenecHo ycelae. MIMeHHO Bpb3KaTa € TNOTO € TOBA, KOETO HAii-Bede MH-
TepecyBa aBTOpA, HO B paboTuTe My TA He e HenocpeacTsena. , Tonschleuse” npencraens-
Ba GYKBANHO TyHEN OT ABMXELLM Ce 3BYL, NOCTABEH HQ BXOAA HA Hemckms ctopruecky
My3eit. [TPeM1HABAIIKM MPEe3 HEro, 3pUTeNnKTe HeyCeTHO MOTLBAT B MCTOPHSTA HO HEMCKHS!
€311k, NPEACTABEHA YPe3 CIIOKHO M3rpapeHa 3sykosa cpead. CubuH Bacunes obeayhsisa
MHTEPECA C1 KbM CEMAHTMKATA M 3BYKQ, 301 40 MOKAXE PA3HOOBPASMETO HA E3KKA; XAPro-
HI M CTApK GOPMM HA MPOU3HACSHE; AKLEHTH BLPXY BAMLLBAHE W M3AMLLIBAHE NPM U3FOBA-
PSHETO HA AyMM 1 Ap. ABTOPBT NOKA3BA HEOYAKBAHOTO, CTPAHHOTO, 306pABEHOTO, 3a AQ
HM BbPHE KbM OBTEHTUYHATA BPb3KA MEXAy TANO — e3MK (3ByK) — Bpeme M cBsT.

We are used fo see language as an object — in books, signs, embodied in sentences on
the computer screen or the telephone. With his works though Sibin Vassilev is frying to bring
us back to another forgotten link — there where body and language are inseparable while
creating the nofion of ime, the feeling for reality and the perception of both the world and the
self. Vassilev is doing this in an abstract way. In exhibition spaces he is showing not bodies
but voices, thythms, and acoustic allusions. As if trying to avoid the image, he is infroducing
us fo sound in relation to the mofions of the living body. His work , Infrasonic Variations” is
using infrasound while based on the rhythms of folk music. Unavailable to the human ear,
the sound is only producing trembling of the speaker and the “play” of the beads positioned
there. The work is a sound abstraction of folk images represented with regard to immediate
object/ corporeal sensations. Indeed it is the link to the body which interests the arfist the most,
though in his works this link is not direct. , Tonschleuse” is literally a tunnel of moving sounds
positioned at the enfrance to the German Museum of History. Going through the tunnel, the
viewers are immersing themselves into the history of the German language which is presented
through a complex sound environment. Sibin Vassilev has united his interest in semantics
and sound in order to demonstrate the diversity of language; of jargon and old forms for
pronunciafion; of accents on breathing in and out when saying certain words and so on. The
author is showing the unexpected, the weird, and the forbidden so that we can go back to the
authentic connecfion between body — language (sound) — time and the world.

Cu6mH Bacines, CayHarpak, 2009, kagsp ot nanox6a s Hemckms nctopuyeck myseit
Sibin Vassilev, Tonschleuse, 2009, mixed media, installation view Deutsches Historisches
Museum 2009 (Title in English: Soundlock, 2009)

CubmH Bacines, Midpassykosn sapuaumn, 2008, cmecern meami; kambp oT Manox6ara s ranepwst
, Paiiko Anexcres”, Codws, 2008 Sibin Vassilev, Infrasonic Variations, 2008, mixed medio; Installation
view: Raiko Alexiev Gallery, Sofia 2008



CTEJTA BACUJIEBA

3A OGMS

KYXHATA HA UICN-CODUG,
01.03.-11.04.2011

OGMS LLUKAD 1, TANTEPUA , HILGER
CONTEMPORARY”, BUEHA,
14.04.-14.05.2011

Pa6otara ,Mone” cbapgasa nnto3msTa 3a HENPEKLCHATA PABHWHA, KATO 3Q/IMHABA rPa-
HULMTE HO PEANTHATA M3NOXBEHA MO, HA CaMOTO MscTO. Bbpxy yetpuTe BbTELLHM
CTPAHM (CTEHM) HO POMKATA HO YEKMEZXETO Ca MOCTABEHW MTLTHO OFEAANA, KOWUTO
6e3kpaitHo pasmHoxasar neHtn ot LED ocsetnenue, HapeneHu B pepnuku Ha gbHO-
TO HA MPOCTPAHCTBOTO. TaKA XyAOXHMUYKATA Cb3[ABA BrEYATIEHME 30 Be3KPANHOCT,
HEOTPAHUYEHOCT 1 MALLAB, KATO ONTUYECKM NPEBPBLLA TPUM3MEPHOTO MPOCTPAHCTBO
Ha Ogms B ABYM3MEPHQ NOBBPXHOCT. TBMHMHATA HO YEKMEXKETO € 3AMEHEHA OT SIPKa
HEOHOBA CBETAMHA. 3PUTENMTE HOAHWKBAT CSKALL BbB BBTPELUHOCTTA Ha CBeTewa (pe-
KIIGMHQ) KyTWsi C IMNCBALL, KANAK, KOSTO ce NpeBpblua B 6e3kpaitHo 38e3aHo Hebe nu
B 6€36peXHA MIOLAAKA HA OMYCTSIIO CPEAHOLLHO NIETULLE.

Crena Bacunesq, Mone, 2011



—130—

3A XYOOXHNKA ABOUT THE ARTIST

He e BaxHO kaKBa e PyHKUMATA HA HELLATA MK CPEAATa, B KOSITO Ce NOSIBBAT, BAXEH
€ HOYMHBT, MO KOMTO M BUxXAaMe. Hesasucmo panm ca dotorpadum, MHCTanaumm,
obekTH unn pucyHku, pabotute Ha Crena Bacunesa ca Mbnyanye HaumH fa ce ocmuc-
nv cBeTa Npes3 LpeTa, GOPMATa, PUTLMA, CHIyeTUTe U oTpakeHusTa. [MpounseeaeHmsTa
7 4ECTO CO CBBP3AHM C MPOCTPAHCTBA 1 OBEKTH, B KOMTO XMBEE, C KOUTO PaBOTH MK
BIKAA NPe3 Npo30opeLd ci — pABOTUNHMLM, UrPHLLA 30 6ACKeTEO, LWMBALLKM LEXO-
BE, [IETCKM MIOLAAKM U T.H. [ToBeueTo ot Tix ca pucyHku. ABTOpKATA yaBsi OTAENHM
MOMEHTHM ABMXEHMS, PUrypU MM MPEAMETH, KOMTO MPEHACS C MAPKEPH HA JINCTA,
ocTaesiiiku ronemm, 6enn npoctparctaa. Ha eara ot pucyHkute (,fosopew xopa”)
XyAOXHUUYKATA PA3NONAra peamLa OT HOBELKM GUrypH B rpbd, KOUTO €A OTpA3eHu
B HEBMAMMA BOJHA NOBBPXHOCT: ABAMG CM FOBOPST, APYMM CA CENHANM, TPETU U Me-
AQ, YETBBPTM rOBOPH MO TenedoH. Te CKALL Ce PEAsT HA OMALLKA, HYOKAT BAAK MM MbK
ydactear B mppopmarc. CamaTa pucyHKa € KATo MUHUATIOPA, M306passBaLLA CIIOX-
HOTO BPB3KA MEXMY PEASHOCT M BBOBPUXEHUE OT MMEAHA TOYKA HA FEOMETPMATA Ha
NPOCTPAHCTBOTO, B KOSITO [1BE YCNOPEAHM MPABM HUKOTA HE Ce MPEeCHHaT, 0COBEHO aKo
€[HATA € OTPAXEHWE Ha ApyraTa. MHTepec kbM TOBA [ CE M3MOM3BA €3MKA HA TOUKM,
NMHMK, penedu, 0Bemm 1 CEHKM NPUCBCTBA U B CEPMS MMHUMAIUCTUYHIA KOMMO3MLMM
ot ctponop. TexHuTe GpopMU ca KATO OTIOCTIEHU PPATMEHTH, OCTATBLM, 61O To OT
paboTeH NPoLEeC, ONAKOBKM WK OT ThHKO MOKPUTHE B bITIUTE HA NPOCTPAHCTBOTO.

It is not important what the functions of things or of their surroundings are, the important
thing is the way we see them. Regardless what they are — photographs, installations,
objects or drawings, the works of Stela Vasileva are a quite way for knowing the world
through color, form, rhythm, silhouettes, and reflections. Her works are often related to
spaces and objects where she lives, which she sees or uses — workshops, playgrounds
for basketball, seamstress’ shops, and children’s playgrounds and so on. Most works
are drawings. The author is capturing momentary movements, figures or things in order
to transport them via markers on the sheet of paper while leaving large white areas
empty. On one of her drawings (“People Speaking”) she has positioned a row of human
figures seen from the back that are reflected in an unseen water surface: two are talking;
others are sitting; another one is looking atthem; somebody else is using his phone. It's as
if they are cuing, waiting for the train or taking part in a performance. The drawing itself is
like a miniature depicting the complex relations between reality and imagination from the
viewpoint of the geometry of that space where two parallel lines never meet, especially
if one is a reflection of the other. This same interest in using the language of points, lines,
reliefs, volumes, and shadows is also present in a cycle of minimalistic compositions
made out of Styrofoam. Their forms are like stripped off fragments — remnants from
either a working process or packaging or some kind of thin cover over the edges of the
exhibition space.
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Crena Bacunesa, losopeww xopa, 2012, uetHn mapkepy, xaptis, 50x60 cm
Stela Vasileva, People Speaking, 2012, color markers, paper, 50x60 cm

Crena Bacinesa, Bes samasme 02, 2012, cepus ot aecet obexTa, CTvponop, Bap1paLy pasmepu
Stela Vasileva, Untitled 02, 2012, series of ten objects, Styrofoam, dimensions variable
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CTE®AHNA BATOEBA STEFANIA BATOEVA

3A0GMS FOR OGMS

OGMS LLKA®D 3, W139, OGMS CABINET 3, W139,
AMCTEPOAM, 14.10.-20.11.2011 AMSTERDAM, 14.10.-20.11.2011

Kakeo apyro aa ce cnoxu B yekMemke, ako He crapa cHumka? B cyuas ¢ paborara
,CeHkn” ToBa € HamepeHa YepHO-6s1a poTorapdms, KOSTO XyAOKHUYKATA NPEBPbLLA
B PUCYHKQ, KaTo AOBaBS YEPHW O4Mna Ha 3acHeTute xopa. KokTeimst nnm moxe 6w,
rONSIMATA FOAMILHG KOPMOPATMBHA BEYEPS,, KAKBOTO BEYATIEHHE Cb3ABA O6PASLT OT
dboTorpaduaTa, ca NPeBbPHATH OT ABTOPKATA B CPELLA HA TAMHO obLuectso. MHanem-
AyQNHOCTTA HA OTAESHUTE MLA € 3ANMYEHA, 30 CMETKA Ha YHUPOPMATA, a YCeLLaHeTo
30 KOHCMIUPATUBHOCT AOMBIHUTENHO CE YBENM4YABA NpH ,CKpUBaHeTo” Ha pabotara B
yekMemxeto. Makap B ciyyasi Aa e M3Mon3BaHa Meausta Ha potorpadmsta, , Cen-
k1" HONOAOBABA M3PSA3AH KAABLP OT CTAPA KMHOMEHTA, koiTo batoesa e npesbpHana e
€MM30[, OT QHUMALIMOHEH BUIIM M KOMUKC, C AEHCTBUE, OTBOPEHO 3a MHTEPNPETALMM
1 BOTaTKM.

What else may one put in a drawer if not an old photograph? In “Shades”, the piece
by Batoeva, the photograph is a found object which the artist has transformed into a
drawing by the addition of sun glasses on all faces. The cocktail party, or maybe the
annual corporate dinner, which is the impression left by the image on the photo, is
transformed info a meeting of a secret society. The individuality of each face is erased
at the expense of the uniform; the feeling of conspiracy is further amplified by hiding the
work inside the drawer. Although in this case a photograph is used, the object/image
looks like a frame from an old film, which the arfist has transformed into an episode from
an animated movie or comics with action open for interpretation or guesswork.
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Credarms Baroesa, Cetikun, 2011 Stefania Batoeva, Shades, 2011
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3A XYOOXHNKA ABOUT THE ARTIST

[Moeeueto ot paBommte Ha Credams batoesa npunmMyaT HA PasrbPHATH B MPOCTPAHCTBOTO
XAMKY PUCYHKM. XyAOXKHAYKATA U3MON3BA CBETIMHA MM CHKA, OTNEYATbL, CBHETAHMS KATO
JIEKO 1 TEXKO, IIGAKO M IPAMCBO, YCTOMUYMBO M KPEXKO, PA3NMUHM LIBETOBE M [IBUXEHMS, 30
AC M3PA3W M3HEHAAQ, O4aKBAHE, CBOBOAA, NPOTMBOpPEUME, ChMHeHe 1 T.H. ,Kakso npa-
B/ TOBA CHHBO Helwo Tyk” e paboTa, KosTo No popMATa ci G1 MOMA A HAMOMHS PA3HM
6uToBM MHcTpymerTH. Kato ye nu B nanoxGeHara 3ana e 3a6paseHo camopenHo rpebno
30 CHSIF UK ypep, 3a MoYMCTBaHe Ha npo3opLm. Kpexkust matepran obade HY paskoneba-
BQ, Ye OBEKTET MOXE A4 MMa onpeaeneHa PpyHKLyS. ABTOpKATa pa3ToBAPEA MOMEAd CU OT
MHEPLIMSTA M Ce BTPEHYBA B CHHBOTO KATO B LIBETA HO HEBETO, MGHUHCKO €3€PO MW MPOCTO
B MOHMOKQIHOTO M HEOBSICHMMO CMHLO (oM mbk He B Toea Ha Me Knaine). Octaeeroto
MPOCTPAHCTBO 30 ACOLMALIAM € CAMMSIT MPUHLIAM, MO KOMTO €A HanpaseHu paboture. Toi e
BOZELL, M 30 MOPEAMLIATA OT MPOM3BEAEHHS, AANIEYHO MPENPALLALLM KbM €3WKA HA PAHHMS
Biaeo apt 1 paborara Ha Ham [xyH MNarik B cbuetaBaHeTo Ha BiMaeo o6pasa ¢ pasnmyHm
obexti. batoesa ce 3aHUMABA HAlt-BEYE C PUTBMA HA MEAAHE, OMPEAENSILLLCE OT MEXAHWKA-
TA MPM MPOMSHA HA KAPTHHMTE. , VABAMKM 1k OTUBAIKK” € BUAEO KONAXK OT KPATKM CLIEHN
HQ NOMYASIPHU PUIMM, KOMTO MOKA3BAT MPHABMXBAHE, TMMAHE, BbPBEHE M T.H. AEHCTBYS B ABE
MPOTUBOMONOXKHM NOCOKH. XyAOKHMHKATA NOCTABS BPXY EKPAHA HO MOHATOPA METPOHOM,
YMKTO TOKT CMEHS MOCOKATA HA ABMXEHMETO BbB BraeoTo. ChananeHa ¢ MHOro BKyC v Gorata
HO MPENPATKM M AcoLMaLmMM, paboTaTa e KaTo 3aCTUHAN BbB BPEMETO MOMEHT HO €AHAKBO
Bb3MOXHM , 30" M ,npoTve”, ,naBo” U, ASCHO”, B KOITO Pa3BMTUETO HA AeiicTBMeETO (nobe-
auTenmTe 1/ UM NoBeIeHNTE) BCe OLLE CA HEM3BECTHM.

Most of the works of Stefania Batoeva look like haiku drawings unfolding in space. The artist
is using light or shadow, imprints, combinations such as light and heavy, smooth and rough,
stable and fragile, various colors and movement, and so on in order to express surprise,
expectafion, freedom, contradiction, doubt, etc. “What's that blue thing doing here” is @
work, which might remind us of various domestic utensils. It looks like somebody has left over
a self-made snow shovel or a gadget for window cleaning. The fragile materials however
discourage the thought that such objects might have a defined function. The artist has freed
her gaze from inerfia and is staring into the blue as if it is the color of the sky, a mountain lake
or just an unexplainable manic blue (might it be the Yves Klein blue?) The space left free for
associafion is the very principle upon which her works rely. It is the leading one for a cycle
vaguely referring to the language of early video art and some works of Nam June Paik -
whenever the video image is combined with various objects. Batoeva is concerned above all
with the thythm of viewing which is defined by the mechanics of the changing picture. “Coming
orgoing” is a video collage of short scenes from popular movies showing moving, running, or
walking, efc. in two opposite direcfions. The artist has put a mefronome over the screen of the
monitor and its beat is alternating the direction of the movement in the video. Made with a lot
of taste and rich in references and associations, the work is like a moment frozen in time where
equally possible are “for” and “contra”, “left” and “right”, and where the story might go either
way — the winners and/or the losers are not yet known.

Credparms Baroesa, Kakso npasy Tosa ciHbo Hewwo Tyk, 2013, nonvemnes, maHL, xpomvpata Tpsba, keo, 70x36x10 cm
Stefania Batoeva, What's That Blue Thing Doing Here, 2013, polythene, gloss paint, chrome tube, tape, 70x36x10 cm

Credanns batoesa, Vnsaiiki mnv OTUBAMKM, CMECEHA TEXHMKA, METPOHOM, Biaeo 10017
Stefania Batoeva, Coming or Going, 2012, mixed media, metronome, video 10°01"
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TAMO KMMYPA TAIYO KIMURA

3A0GMS FOR OGMS
VIENNAFAIR, 06 - 09.05.2010 VIENNAFAIR, 06 - 09.05.2010
AICHI TRIENNALE, AICHI TRIENNALE,
24.08.-31.10.2010 24.08.-31.10.2010
OGMS LLKAD 1, TANTEPUA , HILGER OGMS CABINET 1, HILGER
CONTEMPORARY”, BMEHA, CONTEMPORARY GALLERY,
14.04.-14.05.2011 14.04.-14.05.2011

,Feel Your Gravity” e pabota, & koso Taito Kumypa npeunsHo u3pasea cTpaHmumTe Ha
MOJHM CTIMCAHMS TAKA, Y€ A HANPABM BULMMM OUMTE OT poTOrpadMM, MyGIMKYBAHM B
x. XKecTbT Ha 0CBOGOXAABAHE, BCBLIHOCT NPEAM3BMKBA YCELLAHE 30 Yy[OBULLHOCT.
Chlps IOAXOA GBTOPLT NPUAATd M B APYrM CBOM NPOM3BEMIEHNS, BOAEH OT MHTEPECA CH
KbM HOBELLKOTO TSIO M HETOBOTO OMPEAMETABAHE B Macata. M3bnewsaHeTo Ha ounTe
B CIly4OS € HAYMH 10 CE M3TPOfIM MPEACTOBA 30 ,KMBO”, HO HEMHAMBMAYANIM3UPAHO U
6e3nmko MHoxectso. Ouure , Npo-mexaar” npes KopuLATa Ha cncarmeTo. Mntepec
KbM Cb3[CBAHETO HA PENedHOCT Ha ABYM3MepHUS poTorpadckm 0bpas Mma 1 B pabo-
TaTa My (,3eneHunup Bbpxy cncanme”), nokasaxa B Ogms-yekmemke KATO YaCT OT
uncranaupsta Ha Kamen Crosros , KyntypHa mycaka”. B Hes Toi gobaes pasnminm
MO LBSIT 3€MIEHYYLM BbPXY HACTM OT poTorpadms, MyGnmMKyBaHa HA KOPULIATA HA CMK-
caHve.

“Feel Your Gravity” is a work where Taiyo Kimura has precisely cut the pages of fashion
magazines in such a way as fo make visible the eyes in the photos printed there. The
liberating gesture is actually triggering the sense of monstrosity. The artist has used
the same approach in other works too being interested in the human body and its
objectification in the mass. The goggling eyes are in this case a way to build up the idea
for a “living” yet faceless and none-individualized multitude of people. The eyes are
“sneaking through” the pages of the magazine. There is a similar interest in the creatfion
of relief for the two-dimensional photographic image in his work “Vegetables on a
magazine”, shown in the Ogms drawer as part of the installation by Kamen Stoyanov
tiled “Cultural Mousaka”. He is adding differently colored vegetables over parts of a
photograph published on the magazine cover.
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Taito Kumypa, 3enenuyk supxy cricarime, 2003 (8 urcranawsa , Kynypra mycaka” Ha Kamen CrosiHos)
Taiyo Kimura, Vegetable on Magazine, 2003 (in the installation “Cultural Mousaka” by Kamen Stoyanov)

Taito Kimypa, Mouyscreait rpasuraupsta cu s none, 2010 Taiyo Kimura, Feel Your Gravity in a Field, 2010
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3A XYOOXHNKA ABOUT THE ARTIST

B earo ceoe uHTepsio Tario Kumypa kassa, e 3a Aa AOCTUIHE NCUXONOMATA HA 3puTens
HeroBute paboT He TPsBBA AA GBAAT ,HUTO MPEKASIEHO TEXKM, HUTO MPEKANEHO Neku” .
IMpou3BeaeHUSTa My NPEaV3BMKBAT PEAKLYM HO M3HEHOAQ, CTPAX W OTBPALLEHWE, O CbLUO
M cMsIX, CbBNa3bH MK Bb30YAQA. XyAOXHUKBT M3MON38A ,€BTMHM” MATEPUANU M HOMEPEHH
06eKTH, KOUTO MPENPALLAT Kbm PrpMeHaTa (odwc) peanHocT u/ v obpasiTe Ha AMoHCKa-
Ta MO KyNTypa, MAHTA 1 My31Ka. B paboTite My HOBELLKOTO TS0 HECTO € NPEACTABEHO KATO
MPEMET, YaCT OT CPEAATd, 3a 44 U3PA3M B3AMMOOTHOLLEHMSTA MEXY YOBEKA M MACATA.
Buxaame obaue He ,Apamara” Ha MHAMBMAC (B 30NAAHMS CMUCHA KOTO NPEXMBABAHE Ha
ZlyXQ UK Cb3HOHMETO), O HIKOKBO HEMOCPEACTBEHO, TENECHO YCWIME 30 MHIMBMIYQIHW3M-
PaHe W CaMOCTOSTENHO ChlLiecTByBaHe. To AaBA M3pa3 Ha NpobnemmTe B OBLLECTBOTO, Chye-
TABALLO B cebe Ci TPORMLMMTE C MOAEPHUTE TEXHONOMMM M HAUMH Ha XWBoT. 3a pabotara
,Hve 3Haem, ye TM 3HaeL, Ye Hie 3HaeM TBOETO YAOBONCTBUE, KOETO T HUKOT He 3Haeww”
asropsT Mapabotaa 600 kepamnikm (cuen) mbba, KATO HA MACTOTO HA IAIGBMTE WM NOCTABS
konena. MokasaHh Bbe popmaTa Ha sITo, Te 0BPA3yBAT NOBLPXHOCT (CAKALL BTOPM NOpA) OT
MHOXecTBO urypki. Hact ot paboTata e 1 KonnuKa, KOSTO Moxe Aa Gbae MPUABKKBAHA
BbPXY [MOBMTE-KONENA Ha rbbbuTe. , YAOBONCTBUETO” OT THPKAHETO M ThPKANSHETO obade
He BOfM A0 HUKAKBO aercTaue. [Tiupte He nommrar. Mogo6Ho ycellake 3a ,Hie” kato ab-
CTPOKTHA, 6E3AMKA LAOCT, KOSTO NOAYMHABA OTAEAHATA eAMHULA MMa u B pabotara , Tn
[oaaaa”, NpeacTaBnsBALLA COMOAEIHA MIPAYKA, 30 KOSTO € M3MON3BAHA KONOXKMPAHA do-
TOrpadms OT CKOHMPAHOTO NMLE HA XYAOXHMKA. PazaeneHa Ha Ase W ThpKAnNSHA OT 3puTent-
Te B NPOCTPAHCTBOTO ,MABATA” HEMPEKBCHATO Ce MOKMALLA € KECT HA ChIMacke.

In an inferview Taiyo Kimura is saying that in order fo reach out to the psychology of the
viewer his works should never be “neither too heavy, nor too light”. His works trigger reacfions
of surprise, fear and revulsion but also of laughter, temptation or arousal. The artist is using
“cheap” materials and found objects that are referring to the corporate (office) reality and/
or the images of Japanese pop culture, of Manga comics and music. In these works the
human body is often represented as an object, part of the environment, in order fo express the
relationship between the human being and the mass. We see though not the “drama” of the
individual (in the Western sense of experience of the spirit and consciousness) but some kind of
immediate, corporeal effort to achieve individuation and autonomous existence. That is giving
"voice” to the problems of society, which has internalized tradiion with modem technology
and ways of life. For his work “We know you know we know your pleasure which you never
know" the artist produced 600 grey ceramic doves. Instead of their heads he has placed
wheels. Shown as a flock they form a surface (like a second floor) of many figures. Part of
the work is a cart that could be wheeled around over the heads/wheels of the doves. “The
pleasure” of rubbing and rolling does not however lead to any action — birds would not fly.
A similar notion for what is “us” - an abstract, faceless whole, which is overriding the single
individual, is present also in the work “You Yesyesyes”. That is a self-made toy over which the
scanned photograph of the face of the artist has been collaged. Divided in two and rolled
around the space by the viewers, the “head” is always “nodding” in agreement.
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Tavto Kimypa, T danana, 2010, urpavka, potorpadis Ha CKAHMPAHO NuLie, cveceHa Texkmka, 45x45x60 cm
Taiyo Kimura, You Yesyesyes, 2010, toy, photo of scanned face, mixed media, 45x45x60 cm

Tarto Kimypa, Hue 3Haem, de T 3HaeLw, Ye Hie 3HOEM TBOETO YIOBOSICTBIE, KOETO T HUKOTA He 3HaELL”, BapMpaLLyt
pasmepu; poto Ppatik Knaitbax Taiyo Kimura, We Know You Know We Know Your Pleasure You Never Know,
1998, dimensions variable; photo Frank Kleinbach
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JTBHE3AP BOAOXMEB LUCHEZAR BOYADJIEV

3A0GMS FOROGMS

Taka, KakTo B Hayanoto Ha Ogms CTOM MAESTA 30 Cb3AABAHE HA raNepMs, O YeKMeKe-
T0 € PpopMa, kosiTo MBarn Myaos npeBpbLLa B CBOM MPOEKT; B KPS HA MEPMOAA MEXIY
2010 1 2013 r. ranepusta-dekmepxe B UCM-Codus Byksanto sanoctea ,Bpat” ¢
eant apyr npoekT/upes. JTvuesap bosmkies npespbLUa odULMANHMS KynTypHO-NONM-
THUYECKU PeyHMK B aBCypaeH e31KOB NAPAROKC KATO HO30BABA CBOSTA UHTEPBEHLMS B
sekmemxeto , Komepcuanen npoekt ¢ upeanta uen”. LLlerosurata mporms B 3ama-
BMETO HA PABOTATA KOMEHTUPA MO MPMHLMN MPOEKTO-NPABEHETO, KOETO BNPUMUBA
M3KyCTBOTO B PA3HM HACTOSILLM NOMMTUKM Ha dpuHaHcupake. o noaxopswy, 3a cpena-
TO HOYMH, BCE NOK AQ He ce 3a6paBs, Ye TOBA € CbBCEM WUCTMHCKA KyXHs, aKumsTa/
npou3BeaeHMe MMa 1, KyxHEeHCKM” acnekT. Toit ce CbCTOM BbB B3AMMOOTHOLLEHMSITA
Haemaren — Haemogaten (MCU-Codus — Cem. Conakosm) u npeexcrionmpa napa-
3UTUPALLATA CTPATETMS HO YEKMEKETO — TO € 3AIOCTEHO M HE MOXE A Ce OTBOPM;
B KYXHEHCKMs MSIOT HOf, HETO € HAMPABEH MATbK OTBOP, B KOMTO Ce MyCKAT MOHETH M
6aHkHOTM. Taka YekMeaxXeTo e npeBbpHATo (Mo M36op Ha 3puTens) B KacMuka, cnec-
ToBEH Brlor, AapwuTenckn dowHp unn cerd. Cpeactarta ce cbbUpar 3a nonpassHe Ha
NNOTA M NOAABPXKAHE HA M3PSIHM B3AMMOOTHOLLIEHMS MEX/Y HOEMATEN 1 HIEMOAATEN.
[anu, obave Tasu Len e KOMEPCHANHA MM MAEANHA, € CSKAL OTBOPeH Bbnpoc. [Mpu
TOBA, CbBCEM HE TONKOBA , KyXHEHCKM, KONKOTO M3rnexaa. 1o Bu3yanHo MuHumaneH,
HO KOHLenTyanHo Gorar HaurH pabotata Ha JTbuesap Bosmkmes BbMbLIGBA MaesiTa
30 0COBEHATA CAMOAOCTATBYHOCT HA U3KYCTBOTO B TAKA HApEUeHHs roGaneH casT (Ha
u3Kycrsoto). Mexay HeobxoanmocTTa Aa ce BrMlLe B HEroBaTa creLydUIHA MKOHO-
MUKQ M MaeanHata , 6e3uenHoct” Ha BLOBPAXEHHETO HA XyAOKHMLMTE € PA3BOEH HE
CAMO MPOEKTA 30 FANepHs B YEKMEXE, HO U MHOTO APYTU PaBOTH U MaEM.

Just like at the beginnings of Ogms there was the idea for establishing a gallery and
the drawer was the form, which lvan Moudov transformed into a project of his own,
at the end of the period 2010-2013 the gallery-drawer in the kitchen of ICA-Sofia is
literally “shutting” down with another project/idea. Luchezar Boyadijiev is transforming
the official lingo of culture/politics into an absurd language paradox by filing his
intervention in the drawer “Commercial Show with a nonprofit goal”. The jocular irony
in the fitle of the piece is a general comment on project-making, which enslaves art to
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various current policies for funding. In a way fitting the circumstances (let's not forget
that the setting is a real kitchen) the action/artwork has an insiders’ “kitchen” aspect of
its own. That consists of the landlord-tenant relations (the Solakov family vs. ICA-Sofia)
and the overexposure of the parasite sirategy of the drawer — it is “locked” and it cannot
be opened; the kitchen cabinet desk on top has been drilled through with a small hole
where one may drop bills and coins. The drawer is transformed into a “piggy bank”, a
savings account, a donor fund or a safety deposit box depending on the reading of the
viewer. “Funds” are collected for the reparation of the cabinet desk and for preserving the
correct relations between the landlord and the tenant. However, is this goal commercial
or not-for-profit — that is a question, which (as if ...) remains unanswered? And it is not
all that “kitchen” kind of a question either. In a visually minimal but conceptually rich
way the piece by Luchezar Boyadijiev embodies the specific autonomy of art in the so
called global world. Not only the project for the drawer-gallery but many of his other
contemporary projects and ideas are split between the necessity to fit info the global
world (of art) and its specific economy, and the ideal “purposelessness” of the arfists’
imagination.
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BUOTPADNM / XYOOXHNLM

BIOGRAPHIES / ARTISTS

AIPUAH TUPTUIMO
ADRIEN TIRTIAUX

Aapvan Tuptuiio (p. 1980) xueee w
pabotv B benrusi 1 Buera. 3aebplusa
Apxurextypa B benrust u Akagemusita 3a
M3SILLHM M3KYCTBA BbB BueHa.

Adrien Tirtiaux (b. 1980) lives and works
in Belgium and Vienna. Graduated
Architecture from Université Catholique
de Llouvain-la-Neuve as well as the
Academy of Fine Arts in Vienna.

Mupmenpyanin nanoxbu / One-artist
shows: Die weif3 en Wénde der Welt, Villa
Merkel, Esslingen am Neckar (2012);
The Great Cut, Stroom Den Haag, Den
Haag (2012); L'assaut de la menuiserie,
Saint-Etienne  (2012);  Monumentale
Académie, Ecole Supérieure des Beaux-
Arts de Tours, Tours (2012).

Tpynosu uanox6u / Group shows:

Young Belgian Art Prize 2013, Centre
for Fine Arts (Bozar), Briissel (2013);
Residue, Wiels, Briissel (2013); 24
SPACES - A Cacophony, Malr
Konsthall, Malm (2013); Adrien Tirtiaux,
llke De Vries, Paul Hendrikse: Prijs
Beeldende Kunst Provincie Antwerpen,
Cultuurcentrum  Mechelen, Mechelen
(2013);  Sleepwalking Berlin,  Freies
Museum Berlin (2012); Bird"s eye view
of..., Palais des Beaux-Arts de Charleroi,
Charleroi (2011); Le chant des possibles,
Hotel Charleroi, Charleroi (2011).

AHTEJTMETKOB
ANGEL PETKOV

Awren Metkos (p. 1989) xueee u paboty
8 Codus. 3asbplisa HauporanHara xy-
poxectseHa akapemmns B8 Codus; unen-
ocHosarten Ha ,Kuetnk cryamo” (saea-
o cbe Crena CroitHoea m MeaH JHkos).

Angel Petkov (b. 1989) lives and works
in Sofia. Graduated from the National
Art Academy in Sofia; founding member
of Kinefic Studio (together with Stela
Stoynova and Ivan Yankov)

Yuacrsa & / Participation in: Kinefica Art
Fair, Kinetica Museum, London (2012);
MAD Museum, Stratford (2012); 2-po
Buerane Ha Gwarapckis ansaiti / 2nd
Biennial of Bulgarian Design (2011).
C ,Kunetuk crymmo” & / With Kinetic
Studio in: , Kononukaums” / Kolonikacia,
Suspacious, Cous (2013); Mysukan-
s dectusan / Music festival “Elevation”
(2012); 3-m ,Tparcdopm”, ConyH /
3rd Transforum, Thessaloniki (2012);
8/ in: HEINEKEN “The Date Place”
(2012); “Industrialna 11" Gallery; Sofia
(2011); International Digital Art Festival;
Sofia (2011); “Small Season”, Sfumato
Theater, Sofia (2010); “Bridge Festival”;
Vidin (2010).

www.kineticbg.com
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AHTOH TEP3MEB
ANTON TERZIEV

™ 8 Codus. 3asbplra HauroranHara
xypoxecreeHa akanemms B Codusi.

Anton Terziev (b. 1977) lives and works
in Sofia. Graduated from the National Art
Academy in Sofia.

Whpmenayaniu manoxbu / One-artist
exhibitions:  CvepemenHn ceursa Ha
tpyaa, ICH, Codus / Modern Tools
of Labor, ICA, Sofia (2012); Imagine,
Apt Uentsp, Codus / Art Center, Sofia
(2008), Disconnected People, rane-
pus ,Kopugop”, Mnospye / Gallery
Koridor, Plovdiv (2009); Cenektpara
npupopa, benrapckn Kynrypen Muctm-
1y1, bpamcnasa / Selected Nature,
Bulgarian Cultural Insfitute, Brafislava
(2009); Oeicreait no unctmhkT / Act on
Instinct, Hewlett Packard, Codus / Sofia
(2006); Menxaporepanus, CIXI, Codbus
/ Psychotherapy, City Art Gallery, Sofia
(2004); Moptpet, ranepus ,bosen”,
Mnoepne / Portraits, Bovel Gallery,
Plovdiv (2004); Jukenpaums, Ppen-
ckn Uucturyr, Codus /  Liquidation,
French Institute, Sofia (2004); Bcuuko
e nog koHtpor, ranepus ,XXL”, Codust
/ Everything under control, XXL Gallery,
Sofia (2003).

Tpynoen manoxéu / Group exhibifions:
Crep noneta, MICW, Codusa / After
the Flight, ICA, Sofia (2012); WE ARE:
NurtureArt, Brooklyn, NYC (2009); The
Presence of The Body, Troy, NY (2007);
On Difference 2, Goethe Institut, Sofia

(2006); Donumenta, Perenctypr, lep-
mams / Regensburg, Germany (2005);
We get-to-cease to be?, ranepus ,Cu-
6ank”, Codus / SiBank Gallery, Sofia
(2005); Murmanmon, MCH, Codus /
Pygmalion, ICA, Sofia (2005).

Harpaay / Prizes: BA3A / BAZA Award
for Contemporary Art (2010), Harpaaa
3a pgebiot Ha RFI / Prize for Debut from
RFI (2004).

www.antonterziev.com

BEPHI OrJ1
BERND OPPL

Beprn Onn (p. 1980) xwusee n paboti
BbB Buera. 3aebplisa Akagemmsta 3a
M3SLLHM M3KYCTBA BbB BreHa.

Bernd Oppl (b. 1980) lives and works in
Vienna. Graduated from the Academy for
Fine Arts in Vienna.

Muameupyaniu manoxéu / One-artist
exhibitions: Bernd Oppl >constants are
changing, Neue Galerie Innsbruck
(2012);  ,Delay  Room”,  k/haus
Videogalerie, Vienna (2011); Bernd
Oppl, AQ - Artist Quarterly, Sotheby's,
Vienna (2010); Bernd Oppl/Liddy
Scheffknecht, bb15, Llinz (2010);
Point of View, Art Foundation [das
weisse haus],Vienna (2009); ,In den
kleinen weiBen Zellen”, DEMORAUM,
Academy of Fine Arts, Vienna (2009)

Harpagu 1 rpanToee / Prizes and grants:
RLB Art Price, Kiinstbriicke, RLB Tirol AG,
Innsbruck (2012); Sponsorship Award
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for Contemporary Art of the state of Tyrol
(2008); Working grant of the Federal
Ministry of Education, Science and
Kulture (2008,/09);

Paboti B konekummte Ha / Works in the
collections of: Ursula Blickle Video Archiv
/ Kunsthalle Vienna; Artothek of the
Federal State of Austria; Contemporary
Art Collection of the Tyrolean State
Museum Ferdinandeum Innsbruck; Lentos
Art Museum Linz.

BMKEHTM KOMUTCKM
VIKENTI KOMITSKI

Bukert Komurckn (p. 1983) xueee u
pabot B bepinn u Codus. 3asbplu-
Ba ckynntypa B HauponanHata xygo-
xecteeHa akagemus, Codus.

Vikenti Komitski (b. 1983) lives and
works in Berlin and Sofia. Graduated in
Sculpture from the National Art Academy,
Sofia (2006).

Whpmenayaniu msnoxbu / One-artist
exhibitions: New Poor, ICA, Sofia
(2013); Subjective Geography, Sariev
Contemporary  (2011); No  Image
Available, The Fridge, Sofia (2010);
#1, Vaska Emanuilova Gallery, Sofia
(2009). M3bpanu rpynoeu  manox-
6u / Selected group exhibitions:
Overlapping Biennial-Biennial of Young
Artists, Bucharest (2012); 1st Sofia
Contemporary Festival, Sofia (2012);
Go Westl Muzeon Art Park, Moscow,
special project for Moscow Young Art
Biennal (2012); Is It Free2, NutureArt

gallery, NYC (2012); Together Again,
Radiator Gallery, NYC (2012); East of
Best, Roodkapie, Rotterdam (2011); The
End And Beyond, Bania Starinna Center
for Contemporary arts, Plovdiv (2011);
An Elusive Object of Art, Galerie Dana
Charkasi, Vienna (201 1); Beyond Credit,
Antrepo 5, Istanbul (2010); Breaking
Walls Building Networks, Macedonian
Museum of Contemporary Art, Tesaloniki
(2010); From Ideology to Economy, The
State Central Museum of Contemporary
History of Russia, Moscow (2009);
Biennale for Young Artists from Europe
and the Mediterranean, Bari (2008).
Harpaan / Awards: BAZA Award, Sofia
(2011).

BOWH [IE BOMH
VOIN DE VOIN

Boin pe Boin (p. 1978) xusee u pa-
6o B Codusi n bepnu. 3asbplusa
Axkapemmsta ,feput Putsena” B Am-
crepaam, MexayHapogHoTto  $unmoso
yunnmwe Ha Mapux (EICAR); Mhuctu-
TyTa 30 MbPPOPMATMBHM  M3KYCTBA

(DASARTS), Amcrepaam.

Voin de Voin (b. 1978) lives and works
in Sofia and Berlin. Graduated from
Gerrit Ritveld Academie, Amsterdam;
The International Film School of Paris
(EICAR); Institute for Advanced Studies in
Performing Arts (DASARTS), Amsterdam.

Mhupmenpyanin manox6u / One-artist
Shows: Oximoron Moi, Atelier de
Vertus, Paris (2013); Andy#s Dream,
Hamburger Bahnhof - Museum for

— 147 —

Gegenwart, Berlin (2013); Help Center
(installation and  performance), Szene
Art Lab, Brussels (2013); 33° Cesep -
33° Uarok, lanepus Capwmes, Mnosame
(2012) / 33° North - 33° East, Sariev
Contemporary, Plovdiv (2012).

Tpynoewn nanox6u / Group Shows:

120 minutes to paradise, Neue
Gesellschaft fir Bildende Kunst (NGBK),
Berlin  (2013); If not, tomorrow,
Atitude VEE., Berlin (2013); Para dice,
Ausgbourg Kunsiverein (2012); Round
Robin (performance, part of Critical Art
Ensamble Program, JdOCUMENTA (13))
(2012); Cereopsieare Ha muta, Codus
Kyvbp @opym 2012, Coduitckn Apce-
Han - Myseit 30 cbBpEMEHHO M3kyCTBO
(CAMCH), Codusa (2012) / Creating
the Myth, Sofia Queer Forum, Sofia
Arsenal Museum for Contemporary Art
(SAMCA), Sofia (2012); begeH, Ho cek-
cu, Tanepus Capues, Mnosame (2011)
/ Poor but sexy, Sariev Gallery, Plovdiv
(2011); Holly Shit, PSM Gallery, Berlin
(2010); Dr. Strangelove (installation
/  performance),  Batiment  d'art
contemporain (BAC), Geneve (2010)

TpanTose / Grants: Mondrian Fondation
for Visual Arts, Amsterdam (2008);

Das Arts Stichting for the Arts (2006-
2008)

IMMUTBEP COJIAKOB
DIMITAR SOLAKOV

Oumursp Conakos (p. 1987) xueee 1 pa-
60t1e Codus. 3aebplusa “Potorpadms”
8 Hos Gwnrapcku ynusepcuter, Codus.

Dimitar Solakov (b. 1987) lives and works
in Sofia. Graduated “Photography” from
New Bulgarian University, Sofia.

MHpverpyantu W rpynoeu manox6éu /
One-artist and group exhibitions: -
nox6a HA HOMMHUPQAHWTE 30 HarpaaaTa
"BA3A", CTXI, Codusa / BAZA Short-list
Show, City Art Gallery, Sofia (2013);
CantumentanHa  manoxba,  Sariev
Contemporary, Mnoeave / Senfimental
Show, Sariev Contemporary, Plovdiv
(2013); CerawHo  npombmXMTENHO,
1-8n dectmsan Sofia Contemporary,
Codus / Present Unlimited, 1st Sofia
Contemporary Festival, Sofia (2012); Pu-
Tyanu Ha obuuaitHoto, dectmean “lpag
u ny6anunn npoctparctea”, Mnoeams /
Rituals of the Ordinary, fesfival City and
Public Spaces, Plovdiv (2012); ®oro-
rpadcko buenane GRID, Amcrepaam /
GRID Photo Biennial, Amsterdam (2012);
The Power of Doubt, Times Museum,
Tyaumxoy / Guangzhou (2011); In
Defence of Delicateness, 11-to Buenane,
Kyenka / 11th Biennial, Cuenca (2011);
The Power if Doubt/Interfaces, Portraiture
and  Communication,  PHotoEspana,
Maapua / Madrid (2011).
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ECTEP KEMIN®
ESTHER KEMPF

Ecrep Kemnd (p. 1980) xueee u pa-
6ot & Lleenuapus. 3aebpwsa Aka-
pemmns Gerrit Rietveld 8 Amcrepaam.

Esther Kempf (b. 1980) lives and works
in Switzerland. Graduated from the Gerrit
Rietveld Academie, Amsterdam.

Mupvenpyanin nanoxbu / One-artist
exhibitions: Gallery Brigitte Weiss, Zurich
(2013); Diskrete Topologie, exhibition
space De Tribune, Amsterdam (2011);
CARAVAN  3/2010: Esther Kempf,
Aargaver Kunsthaus, Aargau (2010);
C'est quoi, ton prénomg, Institute for
Modern Art, Nurnberg (2010). Tpyno-
Bu nanoxbu / Group shows: Learning
from Warsaw, CCA Ujazdowski Castle,
Warsaw (2013); Swiss Art Awards
2013, Messe Basel (2013); ..wie der
Schatten das Licht..., Kunstmuseum Olten
(2012); Space Odyssey, art space
Maerz, Llinz (2011); Im Angesicht der
Tatsache, Stadtgalerie Bern (2011)

IpaHtose / Grants: Canton of Zurich
(2012); Heinrich Danioth Foundation,
Canton Uri (2012); Canton of Zurich
(2010); Promotion grant UBS Culture
Foundation (2010); (Ateliersfipendium),
Binz39 Foundation, Zurich (2009).
Harpaau / Awrads: Award of the Kiefer
Hablitzel Foundation (2008); Award
of the Dr. Georg und Josi Guggenheim
Foundation (2008)

3OPAH FEOPTMEB
ZORAN GEORGIEV

3opatleoprues (p. 1985)xueee upabo-
™ B Codumsi. 3aebpluea Hauporantara
xymoxectseHa akapemus, Codus.

Zoran Georgiev (b. 1985) lives and
works in Sofia. He graduated from the

National Art Academy in Sofia (2012).

Wuameupyaniu manoxbu / One-artist
exhibitions: Temporary, but permanent,
Sariev Contemporary, Plovdiv (2012).
Tpynosu manox6u / Group exhibitions:
ESSL ART AWARD CEE “Transcending
Cultures”, Essl Museum, Klosterneuburg/
Wien (2013); Never Ending Story,
Rakursi Gallery, Sofia (2013); Short-
list for BAZA Award, City Art Gallery,
Sofia (2013); ESSL ART AWARD CEE
2013 Nominees’ exhibition, Academia
Gallery, Sofia (2013); Llove, Rayko
Aleksiev Gallery, Sofia (2012); Short-
list for the “Gaudenz B. Ruf” Award,
Rayko Aleksiev Gallery, Sofia (2011);
Museum Souvenirs, ICA, Sofia (2010).
Harpaan / Awards: Essl Art Award CEE
(2013); Award for Painting, International
Foundation “St. st. Cyril and Method”
(2011).
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MCKPA BJTATOEBA
ISKRA BLAGOEVA

Wckpa Bnaroesa (p. 1978)
xupee 1 pabotn B Codus.

Iskra Blagoeva (b. 1978)
lives and works in Sofia.

M3bpanm  wmanoxbu /  Selected
exhibitions: BAZA Award, Sofia City
Gallery (2013); The Suspense or How
to Hide a Bomb Under the Table, Vaska
Emanouilova Gallery, Sofia (2013);
Near, Closer, Together, 2nd Fesfival
Sofia  Contemporary (2013);  Sofia
Underground, Sofia Arsenal (SAMSI),
Sofia (2013); New Acquisifions for
the Collection, National Art Gallery,
Sofia (2013); After the Apple in the
Grass  (solo), Vaska  Emanouilova
Gallery, Sofia (2013); Exhibitions of
the Grant Holders of the International
Art House ,Villa Waldberta”, galerie
GEDOKmuc, Munich (2012); Reactions,
Vaska  Emanouilova  Gallery,  Sofia
(2012); Group Show, Ogms Drawer,
Sofia (2012); STILL LIFE (solo), Pistolet
Gallery, Sofia (2011); Tierisch, Haus der
Kunst, Munich (2011); Solo Exhibition,
European Center for Culture and Debate
,GRAD", Belgrade (2010); Breathe in-
Breath out-, Cultural Migration Today,
Goethe-Institute, Sofia (2010); Thumb
(solo), Ex- Garaza, Maribor (2009); 1
(solo), Varna City Gallery (2009)

KAMEH CTOAHOB
KAMEN STOYANOV

Kamen Crosros (p. 1977) xueee u pa-
6011 BbB Buera n Codus.

Kamen Stoyanov (b. 1977) lives and
works in Vienna and Sofia.

Mhpmenpyanin manox6u / One-arfist
exhibitions:  Something from Nothing,
Rousse Art Gallery, Rousse, BG (2013);
Stoyanov’s Tomato Products, Credo
Bonum Gallery, Sofia (2013); IT 1S NOT
SO HARD TO MAKE SOME ART, Inda
Gallery, Budapest (2013); Looking
for an Art Piece, Kunstverein Salzburg
(2009); At Arm’'s” Length, MUMOXK,
Vienna (2008). [pynosu wsnox6u /
Group shows: Near, Closer, Togheter,
2nd Festival Sofia Contemporary, Sofia
(2013); 17th Biennale, Sydney (2010);
Aichi Triennial, Nagoya, Japan, (2010);
August in Art Biennal, Varna (2010);
MANIFESTA 7, Trentino, ltaly (2008).

Harpagn / Awards: MAK  Schindler
Artists  and  Architects-in-Residence
Program in Los Angeles (2012); The
Sovereign European Art Prize (2011);
Otto Maver Prize (2011); Alexander
Resnikov  Award (2010); Kunstpreis
Europas Zukunft, MCA, Leipzig (2008);
MUMOK Prize for the Zonel at the
VIENNAFAIR (2007).

Cyv-ocHosaten Ha Ogms, Codus / Co-
founder of Ogms, Sofia / www.Ogms.
com
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KNPMJTKY3SMAHOB
KIRIL KUZMANOV

Kupun Kyamaros (p. 1981) xueee 1 pa-
6011 B Codusi. Toit sabpusa Hauponan-
Hata xyaoxectseHa akagemus, Codus.

Kiril Kuzmanov (b. 1981) lives and works
in Sofia. Graduated from the National Art
Academy, Sofia.

Mpoektn u wanoxbu / Projects and
shows: [Mpoekr O, ksapran Kanawa,
Mnosaus, B cuTpyannuectso ¢ Poraa-
uma Oresopenn WMakyctea / Project O,
Kapana District, Plovdiv, in collaboration
with Open Arts Foundation (2010 - );
Mon Ttpaduka, Mepnoscka peka, Co-
¢dus (2011), Bnaparicka peka (2013)
/ Under the Trofick, Perlovska River,
Sofia (2011), Vladayska River (2013);
Kol  koHTponupa  koHTponupalmte
(2009-2011), TueHarmeH, [MekuH /
Who Controls the Controllers (2009-
2011), Tiananmen, Beijing; Heomnuto-
MM e BsiTbpbT (2008-2010-), neyBane
u uscneneaHe B Typums, Kupruscraw,
Kazaxcran, Pycus, Antait, Mowronms,
Kurar, Tuber, Henan, kpancteo Jlo
Matranr, Uupms, Kawmrp / Wild is the
Wind (2008-2010 - ), research frip in
Turkey, Kirgizstan, Kazakhstan, Russia,
Altai Republic, Mongolia, China, Tibet,
Nepal, Kingdom Lo Mantang, Indig,
Kashmir)

MH,uMBM,uyanHM U3NOX6M / One-artist
exhibitions: Mapnwaii, ranepus ,Paiiko
Anekcnes”, Codus / Exhale, Rayko
Aleksiev Gallery, Sofia (2011); Mupr-

Ba maea, ranepus ,Backa Emanym-

nosa”, Codus / Feeder Head, Vaska
Emanuilova  Gallery, Sofia (2010).
Tpynoeu usnox6u / Group exhibitions:
Harpapa ,Basa”, CIXI, Codua /
BAZA Award, City Art Gallery, Sofia
(2013); Changing Perceptions, EBRD,
Jlonmon (2012); 1-8u decmsan Sofia
Contemporary /st Fesfival Sofia
Contemporary (2012); 5-to  6uena-
ne Ha mnomu xymsoxHuuu, bykypew, /
5th Young Artists Biennial, Bucharest
(2012);  Fragile, ~Atelier Tarwewijk
Mijnsherenlaan, Rotterdam (2012).

Harpagn / Awards: BA3A / BAZA
Award for Contemporary Art (2013); To-
nsmara Harpaga Ha Ponpaups |, Ce. Ce.
Kupun n Metogmit” / Grand Prix from
the St. st. Cyril and Method Foundation
(2006).

www.kirilkuzmanov.com

KOCTA TOHEB
KOSTA TONEV

Kocra Towes (p. 1980) xusee n paboti
BbB Buena. 3asbpwsa Hauponanta-
Ta xypoxecteeHa akopemus, Codus
(2004) 1 AkapemmsTta 3a M3ALLHM M3Ky-
ctea BbB Buena (2008).

Kosta Tonev (b. 1980) lives and works
in Vienna. Graduated from the National
Art Academy, Sofia (2004) and the
Academy for Fine Arts, Vienna (2008).

Mhpmenpyanin manox6bu / One-artist
exhibitions: The Heavenly Bodies, Once
Thrown Into a Certain Definite Mofion,
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Always Repeat, GEMAK, Hague
(2013). M3bparm rpynosu manox6bu /
Selected group exhibitions: 5th Biennial
of Young Atfists, Bucharest (2012);
Contemporary Icons, Webster University,
St. Louis, USA (2012); Me & I. Self-
portraits from the Collection, Museum der
Moderne Salzburg, Salzburg (2012);
Why Duchampg, Sofia Arsenal (SAMSI),
Sofia (2012); ArteCitta, Cittadellarte
- Fondazione Pistoletto in Biella, ltaly
(2011); Central Europe Revisited Il
Esterhdzy Palace, Eisenstadt, Austria
(2010). Kypatop Ha / Curated: It's
About Time at the e-flux Time/Bank, The
Hague (2013). www.kostatonev.com

JTA3AP JTIOTAKOB
LAZAR LYUTAKOV

Nasap Jliotakos (p. 1977) xueee u
pabotn BbB Buena. Yum B Hauponan-
Hata xypoxectseHa akapemus, Co-
dua 1 3aBbpLBA AKQEEMMSTA 30 M3-
SLLHM M3KYCTBA BbB BreHa.

Lazar Lyutakov (b. 1977) lives and works
in Vienna. Studied in the National Art
Academy, Sofia and graduated from the
Academy for Fine Arts, Vienna.

Whpmenayaniu msnoxbu / One-artist
exhibitions: Lazar Lyutakov, Lamps, Song
Song, Vienna (2012); Lazar Llyutakov,
Werkbank Lana, Lana, IT (2011); Fruits,
Flowers and Clouds Art Fair, with Galerie
Winiarzyk, MAK, Vienna (2011). Tpy-
nosu uanox6u / Group exhibitions: The
Program, Gallery 400, Chicago (2013);
<wtorkowy wieczor>, GGM2, Gdansk

(2013); Bad chemistry, BOKU, Vienna
(2013); Dada da academy, Galerie
Guido van Rats, Vienna (2013); Toys,
Gallery Akademia, Sofia (2012); Ich
bin meine Welt, mo.e Vienna (2012);
Kunstgastgeber Gemeindebau,
KOR Vienna (2012); Humanimals,
Baba Vasa's cellar, Shabla, Bulgaria
(2012); Montag ist erst Ubermorgen,
Kupferstichkabinett, ~ Vienna  (2012);
Inclusion. East- European artists based
in Vienna, Kunstraum am Schauplatz,
Vienna (2012); Poor but sexy, Gallery
Sariev, Plovdiv (2011); NeoSI #2
Schattendorf, A (2011); After the Flight,
ICA Gallery, Sofia (2011); SUB, Rayko
Aleksiev Gallery, Sofia (2011).

JTYBPU

Ny6pu (p. 1977) xueee u pabotn & Co-
¢us. 3asbplea , KommiotbpHu Hayku” B
Hos 6wnrapcku yHusepcurer, Codusi.

Lubri (b. 1977) lives and works in Sofia.
Graduated Computer Science in New
Bulgarian University, Sofia.

Mhupmenpyanin manox6u / One-arfist
shows:

Bropa npupona, [anepus  Capues,
Mnosame (2013) / Second Nature,
Sariev Confemporary, Plovdiv (2013);
Pon: Mnaan astopu Backup, lanepus
Capwues (2011) / Background Young
Artists Backcup, Sariev Contemporary
(2011); Momuetara He nnauar, lanepus
Muctonet, Codusa (2007) / Boys don't
cry indeed, Pistolet Gallery, Sofia (2007).
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Tpynosu usnox6u / Group shows:
Putyanu Ha obuuarHoto, Pectusan
Ipan u My6nuunm npoctpatctsa, Mnos-
e (2012) / Rituals of Habitual, Festival
City and Public Spaces, Plovdiv (2012);
Kpast 1 oteba, LleHtsp 3a cbBpemerHo
nskyctso — bans Crapuhha, [Mnosgyms
(2011) / End and Beyond, Center for
Contemporary Art — The Ancient Bath,
Plovdiv (2011); BeneH, Ho cekcy, fane-
pus Capwues, Mnosaus (2011) / Poor
but sexy, Sariev Gallery, Plovdiv (2011);
Mepcona, fanepus MCU-Codus (2010)
/ Persona, ICA-Sofia Gallery (2010);
Photonic Moments, Ljubljana, Slovenia
and Month of Photography, Vienna
(2007).

MAKCUMUITMAH MPAMATAPOB
MAXIMILIAN PRAMATAROV

Makeumunuan Mpamarapos (p. 1980)
xusee v paboty ebe Brera n Codus. Toit
sasbpwsa ,borocnosne” 8 Coduitcku
Yhueepeuret ,Ca. Knument Oxpupckn”
(2002) u ,Potorpadus” B Yrusepcure-
TA MO NPUNOXHU M3KYCTBA, Brena (2012).

Maximilian  Pramatarov  (b.  1980)
lives and works in Vienna and Sofia.
Graduated in Theology from the Sofia
University (2002) and Photography from
the University of Applied Arts, Vienna.

MH,uMBM,uyanHM U3NOX6M / One-artist
exhibitions: Maryben tursp u ,nonobpe-
u" pabotn, Ogms Gallery, Codus /
Lost tiger and “improved” works, Ogms,
Sofia (2013); Tpu eniobenn akynm,
Edition Photo, Buena / Three Sharks

in Love, Edition Photo, Vienna (2012).
Tpynoeu usnox6u / Group exhibitions:
Buarapcku xynoxHuum ebs Bruena, CIXI,
Codus / Bulgarian Artists in Vienna, City
Art Gallery, Sofia (2013); Fashion!!!
- what a coincidence!, fotoK, Vienna
(2013); Maruut 1 antumarkmt, UCH,
Coduss / Magnet and Anfi-magnet,
ICA, Sofia (2012); Kniouankata Ha
Butrenwarn, [dom ButrenwaiH, Bu-
eHa / Wittgenstein's Keyhole, Haus
Wittgenstein, Vienna (2012); Inklusion,
Kunstraum am  Schauplatz,  Vienna
(2012); Happy Forever, Foto-Raum,
Vienna (2012); Metat Ha pppsoto, 3a-
mbk Ewen6epr, Aectpus / The Road
of the Tree, Eshelberg Casfle, Austria
(2011); blue skie’d And clear, carbon
12, Dubai (2010); The Gap between
two Houses, Nha San Duc Studio, Hanoi,
(2009). Toit e cpen HoMWHUpPaAHMTE Xy-
poxXHWUM 3a Harpaaata BA3A / BAZA
Award short-list (2012).

MAPUENA TEMULLIEBA
MARIELA GEMISHEVA

Mapuena lemmwesa (p. 1965) xwu-
see u pabotn 8 Codus. Ts e poktop
no suayanHn mskyctsa (2007) w npe-
nogaea B HauonanHata  xymoxect-
seHa akapemms, Codus.

Mariela Gemisheva (b. 1965) lives and
works in Sofia. Holder of a Ph.D. in Visual
Arts she is teaching in the Natfional Art
Academy, Sofia.

Mhupmeuayanin manoxbu / One-artist
exhibitions: Hoe 6ysoap or Mapwuena
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[emmwesa, ranepusi ,lOsuna”, Codusi
/ Mariela Gemisheva's New Boudoir,
Yuzina Gallery, Sofia (2013); Multy-Me,
MopeH mbpdopmanc, Yewku ueHtbp, Co-
dua / Multy-Me, fashion performance,
Czech Center, Sofia (2012); ,My
Favorite  Boudoir”, ranepus ,Capu-
es”, Mnosame / Sariev Gallery, Plovdiv
(2010); ,Astonoptpetr”, dotonHcTa-
naums, Yewkn uentsp, Codus / Self-
portrait, photoinstallation, Czech Center,
Sofia (2008); Out of Myself, doto u Bu-
aeomnctanaums, CIXT, Codpus / Out of
Myself, photo and video installation, City
Art Gallery, Sofia (2002)

M3bpanu rpynosu usnoxbu / Selected
group exhibitions: Assembly 7 dectu-
san, [pay / Assembly 7 Festival, Graz
(2012); Aksapuym, lanepus , Anma Ma-
Tep”, Codua / Aquarium, Alma Matter
Gallery, Sofia (2010); Ot uaeonorus
KbM MKOHOMMKG, LbpXaBeH LeHTpaneH
My3e 3a CbBpemeHHa uctopus Ha Pycis,
Mocksa / From Ideology to Economy,
State Central Museum of Contemporary
History of Russia, Moscow (2009); Tex-
Huku, MICU, Codus / Techniques, ICA,
Sofia (2009); Huto 6an ky6, HuTo YepHa
kytns, CIXT, Codmsa / Neither a White
Cube nor a Black Box, City Art Gallery,
Sofia (2006); YmHoxaeare Ha otpaxe-
wusta, CIXI, Codmsa / Multiplication of
the Reflections, City Art Gallery, Sofia
(2006); Art That Talks / Catch Mel,
46-11 okTomspuiicku canow, benrpapn /
46th October Salon, Belgrade (2005);
Donumenta,  Regensburg, Germany
(2005). Aetop Ha koctiomute 3a ,Ca-
nome”, Coduiicka Onepa u baner, kon-
poaykumst ¢ ,Llentpanen 1 Matouroes-

poneiickn Myaukanen tearsp”, Codust
/ Costume Designer for “Salome”, Sofia
Opera and Ballet, a co-production with
the Central and East European Musical
Theater, Sofia (2009). Ynen Ha Muctu-
TyT 30 cbBpemeHHo nakyctso, Codus /
Member of Institute of Contemporary Art,
Sofia. www.marielagemisheva.com

MWXAEN BAUOXODEP
MICHAEL WEIDHOFER

Mwuxaen Baiiaxodep (p. 1980) xusee 1
pabotm Bue Buena. 3asbpiusa Akanemu-
SITQ 30 U3SILHK M3KycTBa, BueHa.

Michael Weidhofer (b. 1980) lives and
works in Vienna. Graduated from the
Academy for Fine Arts, Vienna.

MN3bpann  mHamemayantn manoxbu /
Selected one-artist exhibitions: 35,5 m3 /
2237,14 € / 9 monate, Privatwohnung,
Frankfurt am Main (2005); Sammlung
Weidhofer, Swingr, Vienna (2006);
Installation bei Michael Part, du trottoir
ver (2008). Masbpawn rpynoeu wms-
nox6u / Selected group exhibitions:
UND_#2, Plattform zur Présentation von
Kunstinitiativen, Karlsruhe (2007); FAT
PLANTS (with K.Fauchard, L. Lyutakov),
Pistolet Gallery, Sofia (2007); Hidden
Track I, Boltenstern.Raum / Galerie
Mayer Kainer, Vienna (2008); Calamari
Union , PraterstraBe, Vienna (2008);
The Gap between two Houses, Nhasan
Studio, Hanoi, Vietnam (2009); The
Center of Atftenfion. Art as Sociofopia,
Vienna Art Week 09 (2009); ,Ich bin
meine Welt’, mo.g, Vienna (2012).
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METEP ®PUTLIEHBAJIHEP
PETER FRITZENWALLNER

Metep Pputuensantep (p. 1983) xueee
1 paboy BB Buena. 3asbplusa Yhueep-
CMTETa 30 NPUAOXHW M3KycTea, BueHa.

Peter Fritzenwallner (b. 1983) lives and
works in Vienna. Graduated from the
University for Applied Arts, Vienna.

Whupmenayaniu msnoxbu / One-artist
exhibitions: Why doesn’t ever anybody
interrupt my Monologue?, Kunstraum
Nieder sterreich, Vienna (2013);
Creatures, whose shadows couldn’t
be distinguished and identyfied by the
people in Plato’s Cave, Lust Gallery,
Vienna (2013); An image inside the
CultCafe,  Salzburger  Kunstverein,
Salzbgurg (2013); Who is afraid of
YMCK?, Alinder Gallery, Salzburg
(2010) Tpynoen uanoxéu / Group
exhibitions: Every wall is a door,
Jahresausstellung Salzburger Kunstverein
(2012); 8h29 Salzburg-Bremen,
Kunshalle Bremen (2012); 88 attempts
(performance)  Artissima Turin (2012);
Final Projects, MAK -center for art and
architecture Los Angeles (2011) display
Praterstern, FLUC, Vienna (2010); lpak-
ToBe u Harpaan / Grants and Awards:
MAK-Schindler scholarship Los Angeles
CA (2011) Rookie-Art-award for fine
Arts by the city of Vienna (2012 ); h13
award for Performance  Kunstraum
Nieder sterreich (2013).

CHBMH BACUJIEB
SIBIN VASSILEV

Cubun Bacunee (p. 1974) xueee u
pabotn B bepnuH. Mysukannata my
KApWEePa 3aMoYBa KaTo 6ac KUTAPKCT B
Hauanoto Ha 1990-te, korata cTaea cb-
ocHoBaren Ha Gearapckara pok rpyna
Rag Dolls. Mo Bpeme Ha yuermeto cu B
Beprmnn n 8 EXPO 2000 B XaHosep Toit
M3CNeaBa  B3AMMOMENCTBMETO  Mexay
NPOCTPAHCTBO, APXMTEKTYPA W 3BYK, @
ChILO M TOBA KAK WAEM M TeMM MoraT Aa
6b0aT POPMUPAHM W MOACUIIEHM HYPE3
ayavo cpepata. Paboture My ce nosesi-
BT B NaBMAKMoHMTe Ha Bpar a Cronosa-
1a Koct 1 Benun, kakro u Ha CeeTosHarta
6anka. Cnen 2003 r. Toit npogyLmpa my-
31KQ M 3BYKOBM MHCTANALMM 3 TeaTpan-
HU M MyNTUMEAMIAHU CEKTAKIM.

Sibin Vassilev (b. 1974) lives and works in
Berlin. His musical career began as bass
guitar player in the early ninefies when
he co-founded the Bulgarian rock band
Rag Dolls. During his studies in Berlin
he explored at EXPO 2000 in Hanover
interactions between space, architecture
and sound, and how concepts and
themes can be shaped and enhanced
through audio environments. His work
appeared in the pavilions of C te d'Ivoire,
Benin, and the World Bank. From 2003
onwards he has been producing music
and sound environments for theatre plays
and mulfimedia performances.

MpoekTv u yuactus & uanox6u / Projects
and pareticipations in exhibifions: Sound-
Lite-Installation EDISON  (collaboration
with Fabian Bleisch), Digital Arts Festival,
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Sofia (2013); Man ex Machina (in
collaboration with  Venelin  Shurelov;
the surround soundtrack), International
Theatre  Festival,  Varna  (2011);
Andropolaroid, Yui Kawaguchi’'s award
winning dance performance (mulichannel
sound environment) (2010); Tonschleuse
(16-channel sound installation), German
Historical Museum, Berlin  (2009);
Infrasonic  Variations, Rajko  Alaxiev
Gallery, Sofia / Young Artists Biennale
Bucharest (2008); Guide (work by Ivan
Moudov, sound), Sofia City Art Gallery
(2006)

CTEJTA BACUIIEBA
STELA VASILEVA

Crena Bacunesa (p. 1983) xusee u pa-
60tne Codusi. 3asbpiuea HaumonanHara
xynoxectseHa akagemusi, Codust.

Stela Vasileva (b. 1983) lives and works
in Sofia. Graduated from the National Art
Academy, Sofia.

Mupvenpyanin manoxbu / One-artist
exhibitions:  Tanepus ,Mucna”, Obp-
XaBeH kynTypeH uHctutyt, MHeP /
Mission Gallery, State Cultural Institute,
Sofia (2012); As a Soup, [anepus
Mucroner, Codus / As a Soup, Pistolet
Gallery, Sofia (2011); Popmanto, Ta-
nepus Backa Emanyunoea, Codus /
Formally, Vaska Emanuilova Gallery,
Sofia (2010). [pynoeu nanox6u / Group
exhibitions: Short-list BAZA  Award for
Contemporary Art, City Art Gallery, Sofia
(2013); Contemporary Art from Belarus,
Croafia and Bulgaria, Vienna (2012);

Raw Art Fair, Holland (2012); EAST of
BEST, Roodkapije Rof(t}terdam, Holland
(2011); AKTO5, Contemporary Art
Festival, Bitola, Macedonia (2010). Ha-
rpaau / Awards: The “Gaudenz B. Ruf”
Award for Young Atfist, Sofia (2010);

CTEPAHNA BATOEBA
STEFANIA BATOEVA

Credanms baroesa (p. 1981) xueee u
pabotn & JlonpoH. B MomeHTa cnepsa
maructbpekata nporpama , Ckynntypa”
8 Royal College of Art, Jlongon (2014)

Stefania  Batoeva (b. 1981) lives
and works in London. Currently she is
attending the MA Sculpture course at the
Royal College of Art, London (2014).

Whupmeuayanin manoxbu / One-artist
exhibitions: IN CONTROL, Galerie
Koal, Berlin (2012), Unstoppable,
Sariev Contemporary, Plovdiv (2012);
Suspended Disbelief, Vaska Emanouilova
Gallery, Sofia (2010). [pynoeu usnox6m
/ Group exhibitions: Biennale Online
(2013); Scattered Showers - Forms of
Weather, Frankfurter Kunstverein (2013);
Words to Be Spoken Aloud, Turner
Contemporary, Margate (2013); WIP
show, RCA, Llondon (2013); Changing
Perceptions, EBRD, Llondon (2012);
Overlapping Biennial, Biennial of Young
Artists, Bucharest (2012); Machine Fest,
V22, Llondon (2012); Why Duchampg,
Sofia Arsenal (SAMSI), Sofia (2012);
East of Best, Roodkapje Gallery,
Rotterdam (2011); An Elusive Object
of Art, Galerie Dana Charkasi, Vienna
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(2011); Distances, Le Guern Gallery,
Warsaw (2011); Photo | - Photo You,
CALVERT 22 Gallery, London (2010).
Harpaan / Awards: The “Gaudenz
B. Ruf” Award for Young Artist, Sofia
(2009); short-listed BAZA Award (2011)
and M-tel Award (201 1) both in Sofia.

TAMO KMMYPA
TAIYO KIMURA

Taito Kumypa (p. 1970) xueee u pabo-
™ B dnoHus. 3aebplBa AkaaemusTa 3a
M3SLLHM M3KYCTBA M AM3AIH Sokei, Tokuo.
Taiyo Kimura (b. 1970) lives and works
in Japan. He graduated from Sokei
Academy of Fine Art and Design, Tokyo.

Mabpaun  wmsnoxbu /  Selected
exhibitions: Taiyo Kimura - new works,
nca | nichido contemporary art, Tokyo
(2012); The milk-white darkness, Osaka
Seikei University Gallery, Osaka (2012);
Propagation, Branch Gallery, North
Carolina, USA (2008); Unpleasant
Spaces Wuerttembergischer Kunstverein,
Stutigart  (2004). Group  exhibitions:
Expo 1: New York, MoMA PS1, NYC
(2013); Curate NYC 2013, Gallery at
60 Bay NYC (2013); Constellations,
NARS Foundation Gallery, NYC (2013);
Borderline Collection 2, 21st Century
MCA, Kanazawa (2013); theatre of
the world, Museum of Old and New
Art,Tasmania  (2013-2012);  Gray,
Kamiya Community Center / Beppu
Art Month program, Beppu (2012);
The RECORD:Contemporary ARTand
VINYL, North Carolina (2010) / Boston
(2011); Miami (2012); Henry Art

Gallery, Seatfle (2011); “"EMPORIUM”
Museo Nazionale della Scienza e
della Tecnologia “Leonardo da Vinci,”
Milano (2009); 10th Istanbul Biennial,
istanbul Foundation For Culture and Ats,
istanbul (2007). Harpamm 1 rpaxtose /
Grants and Awards: Fellowship Grant,
Asian Cultural Council (2013); Gotoh
Memorial Foundation Most Promising

Talent Prize (1999).
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JTBHE3AP BOAKMEB
LUCHEZAR BOYADJIEV

Jleuesap bosmxues (p. 1957) xu-
Bee u pabon B Codus. 3asbplu-
Ba  HawoHanHata  xymoxecTseHa

akapemms, Codua (1980).

Luchezar Boyadjiev (b. 1957) lives
and works in Sofia. Graduated from the

National Art Academy, Sofia (1980).

Mabpanmnmanox6u / Selected exhibitions:
in 2013: “Time Cube”, 2nd Biennial
D-0 ARK Underground, Tito's Nuclear
Bunker, Konijic, Bosnia and Herzegoving;
“Economics in Art”, MOCAK, Cracow,
Poland;  “Self-government:  cultural
evolution vs. revolution”, 1st Biennale
of Contemporary Art, MCA, Odessa,
Ukraine; “Not a Library Afist Either...”,
SALT Galata, Istanbul (solo). In 2012:
“Present Unlimited”, Sofia Contemporary
(festival), various venues and city, Sofia;
“A Possible History. Bulgarian Art through
the Sofia City Art Gallery Collection”,
Sofia City Art Gallery, Sofia; “The Eye
Never Sees ltself’, 2nd Ural Industrial
Biennial, Yekaterinburg, Russia; “The
Best of Times, the Worst of Times”, Kiev;
“Why Duchamp?”, Sofia; “Siyah /
White”, CDA-Projects, Istanbul. In 2011:
“The Global Contemporary”, Karlsruhe;
“Roaming  Images”,  Thessaloniki;
“local Warming”, Rouse (solo). In
2010: “Luchezar Boyadjiev: Artist in the
Storage”, City Art Gallery, Sofia (solo);
“Thank You for Your Understanding”,
Antakya; “The Fate of Irony”, Dusseldorf;
“Our 20 Years in Contemporary Art”, ICA
Gallery, Sofia; “Beyond Credit”, Istanbul.

In 2009: “Common History and its Private
Stories”, MUSA, Vienna; “Weadlth of
Nations”, Novi Sad; “liquid Fronfiers”,
Lille; “Bad Times/Good Times”, Prague.
In 2008: “Art, Price and Value”, Palazzo
Strozzi, Florence; “Wonder”, Singapore;
“The Jerusalem Show”, Al-Ma'mal,
Jerusalem; “Eurasia”, MART, Rovereto;
“Lucky Number Seven”, Santa Fe, USA;
“Land of Human Rights”, <rotor>, Graz;
“Brave New World..."”, IFA Gallery,
Berlin/Stuttgart. In 2007: 3rd Biennial,
Prague; ‘Affitude  2007”, CAMK,
Kumamoto, Japan; “Footnotes”, 2nd
Biennial, Moscow; “5 Views to Mecca
(and other scapes)”, Feinkost Gallery,
Berlin (solo).
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BNIAOMI MUXAMITOBA
VLADIYA MIHAYLOVA

Lorem ipsum dolor sit amet, consectetur
adipiscing elit. Maecenas quis convallis
nulla, vitoe varius mauris. Donec
consectetur ac nisi ut eleifend. Etiam
et scelerisque elit. Etiam eros ligula,
commodo a euismod in, luctus eu
augue. Ut venenatis purus bibendum
ligula viverra, vel blandit augue ultrices.
Pellentesque a nibh vel leo egestas
tincidunt nec ac lacus. Nunc sit amet libero
et odio placerat vehicula nec sed massa.
Morbi urna metus, semper ac odio vel,
lobortis consequat elit. Quisque quis leo
commodo, ornare metus quis, suscipit
est. Curabitur nibh mauris, gravida at
enim accumsan, laoreet lobortis felis.
Pellentesque lacinia commodo ipsum, sit
amet tempor arcu fringilla eu. Vestibulum
vehicula nisl sit amet nunc ornare, sit
amet porta elit cursus. Vivamus vitae
turpis id sapien bibendum pharetra sed
id tortor. Curabitur id ultricies lectus, at
pellentesque nunc. Maecenas sit amet
nisl malesuada, fringilla metus luctus,
adipiscing arcu. Proin mollis tortor et ante
luctus, a rhoncus nunc vehicula.

HNECNCITABA OMMOBA
DESSISLAVA DIMOVA

Suspendisse  adipiscing  euismod
vulputate.  Suspendisse  consequat
egestas risus quis rutrum. Aenean
adipiscing ultrices pharetra. Pellentesque
pretium orci enim, in posuere neque
aucfor posuere. Duis aliquam tempor
nisi, nec euismod velit malesuada eget.
Quisque commodo, elit vitae viverra
gravida, leo orci sodales risus, vitae
imperdiet massa mi ut tellus. Morbi varius
ipsum tellus, in lacinia nisl facilisis quis.
Suspendisse pharetra sem sed lacus
convallis, et vulputate lectus convallis.
Ut ultrices est quis odio accumsan, sed
fringilla ipsum imperdiet. Ut rhoncus risus
vel libero gravida, non sagittis lectus
ultricies. Nam  laoreet tempus posuere.
Donec porttitor ipsum eu tristique porttitor.
Donec fermentum a velit et dignissim.
Aliquam feugiat tellus vitae lectus porta
elementum. Curabitur lobortis erat at arcu
ultrices suscipit. Morbi a enim non metus
feugiat tempus id rhoncus odio.
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TPETOP NMOOHAP
GREGOR PODNAR

Etiam aliquam ultricies ante at auctor.
Suspendisse lacinia fincidunt fellus a
commodo. Sed tincidunt tortor est, a
dictum arcu sagittis quis. Donec placerat
mi dictum, pretium nulla id, eleifend nisi.
Donec quis leo lorem. Ut at mi eget neque
congue fringilla. Aliquam quis semper
purus. Phasellus in nunc arcu. Nullam vel
cursus magna. Fusce sed ornare turpis.
Vivamus pharetra, risus id condimentum
pretium, metus felis suscipit nisl, quis
feugiat justo est eget arcu. Morbi tempus
convallis placerat. Aenean  hendrerit
volutpat arcu in ornare. Sed consequat,
risus at molestie gravida, leo est dapibus
justo, vitae ultrices est arcu eu lorem.
Praesent semper vulputate nunc, sed
varius leo laoreet sed.

Vesfibulum ante ipsum primis in faucibus
orci luctus et ultrices posuere cubilia
Curae; Phasellus ullamcorper justo et dui
lobortis, a fringilla ipsum rutrum. Nulla
tempus nulla vitae purus porttitor, vel
adipiscing libero fermentum. Quisque
ut mi justo. Mauris molesfie rutrum
eleifend. Aenean in cursus odio, sit amet
commodo mi. Ut thoncus est nulla, sed
mollis dui fringilla et. Donec gravida elit ut
malesuada rutrum. Nulla id ullamcorper
risus, at fermentum nulla. Phasellus libero
tellus, tristique nec quam fristique, rhoncus
interdum eros.

Donec nulla sem, hendrerit et adipiscing
a, eleifend fermentum justo. Donec
adipiscing pharetra nisl, a accumsan
tortor aliquet nec. Praesent non velit
in enim tempus adipiscing suscipit vel
lectus. Morbi sed tortor ante. Quisque
id bibendum turpis, ac vehicula turpis.
Lorem ipsum dolor sit amet, consectetur
adipiscing elit. Pellentesque aliquet arcu
tincidunt urna  pharetra  ullamcorper.
Ut ipsum eros, porta vel magna vel,
sollicitudin sagittis ipsum. Fusce commodo
elit vitae felis sodales, quis gravida ipsum
aliquet. Duis faucibus venenatis lacus,
at pulvinar urna egestas sit amet. Nam
accumsan tellus metus, in faucibus nibh
rutrum vel. Sed vel sem nunc. Quisque ac
tristique dolor, vitae consequat leo.
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