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A snApshot of the ContemporAry Art sCene in BulgAriA
This publication is dedicated to the 5th anniversary of the Sariev Gallery in Plovdiv, Bulgaria. It includes articles by art historians and critics, as well as interviews with 
curators and cultural managers which outline the Bulgarian contemporary art scene and Sariev’s contribution to it.
The Sariev Gallery was founded in 2004 by Vesselina and Katrin Sarievi and in the five years since, has set a new standard for a small private gallery in Bulgaria, 
presenting art with strong conceptual underpinnings and wide public significance. In the space at 10 Otets Paisiy St. in Plovdiv, the Sariev Gallery has shown a total 
of 43 exhibitions by established and emerging artists from Bulgaria and abroad. 
The gallery seeks an active engagement of the Plovdiv community in the arts and has implementated a number of public projects, the biggest of which is the 
organisation of the annual Night of Museums and Galleries (since 2005). In 2008, in a space adjoining the exhibition area, the gallery opened the Аrtnewscafe, a 
place for coffee, art information and live urban events. 



GAllerieS: the BulGAriAn 
experience

What is the definition of a private 
gallery in Bulgaria? Different 
people will have a different 
answer, but if we approach the 
question statistically, the answer 
is likely to be something like “a 
souvenir shop with paintings of 
middle quality, especially well-
stocked during the Christmas 
season”. 
Unfortunately, quality art 
galleries in Bulgaria are few and 
far between, and many of the 
existing ones survive for limited 
periods of time, not without a lot 
of compromise. (1) 
The list of the problems faced by 
Bulgarian galleries today includes 
an undeveloped market and a 
lack of appreciation for art on 
behalf of the clients, and poor 
communication with artists as 
well as a lack of marketing and PR 
skills on behalf of some galleries. 
All of these can perhaps be 
explained with the background 
of those who form the clientele 
and the public for art in Bulgaria 
today: the generations who 
were brought up during the 
communist period when art 
belonged to the textbooks or 
decorated public facades in the 
form of frescos, at most. The art in 
these history books was as recent 
as Repin and Ayvazovski. (2) 
Contemporary art in Bulgaria 
(3) today is thus the territory 
of a small group of people – a 
niche audience formed mostly 
by art school graduates, whose 
information sources include the 
internet, foreign TV programmes 
and international travel. The 
number of those in the public 
who are willing to invest in 
contemporary art is small. 
Of course, the demand for 
galleries is directly related 
to the demand for artworks. 
Unfortunately, most collectors 

then, photography had been 
shown rarely in private galleries 
while ceramics was, for the most 
part, the territory of souvenir 
shops. 
Vesselina and Katrin Sarievi’s 
plan included the introduction of 
new artists working with the two 
media (4), the presentation of 
Bulgarian artists abroad who are 
little known at home (5), as well 
as import of established (6) and 
young (7) Balkan and European 
artists. 
The Sarievs see exhibitions as 
interactive processes. Their 
gallery is not just a shop but a 
place where clients can seek 
information on the history of the 
artworks, the artist and current 
art trends. Exhibitions are often 
accompanied by educational 
efforts, such as workshops. 
Of the two media – ceramics and 
photography – Sariev has put 
greater emphasis on the former. 
Ceramics is an applied art, but 
the Vesselina and Katrin have 
sought to break the traditional 
line between the “applied” 
and the “fine” arts. A look at 
the gallery’s portfolio reveals 
a modern attitude to form, an 
emancipation of the medium 
from its utilitarian nature, which 
often results in high designs of 
reduced or non-existent function 
and enhanced aesthetics. 
Curiously, in some of the 
exhibitions the starting point for 
artistic interpretation was exactly 
the function of objects in daily 
life, such as cup, teapot, plate. 
But even in these shows, some 
of the end products have little to 
do with the original function. The 
emphasis is on experimentation 
and the exhibitions often have a 
sting in the tail.   
The Sariev Gallery makes a point 
of identifying problems and 
finding unusual solutions, and 
that means carefully selecting its 
artists and themes (8). In a few 

in Bulgaria believe that value 
lies almost exclusively with the 
works of the so-called “Bulgarian 
Old Masters”, and hence they are 
abundantly supplied. Isolated 
attempts at auctions to sell more 
recent works and art by unknown 
artists, along with work by 
well-known artists, are typically 
unsuccessful. The bitter truth is 
that some of the best collections 
of Bulgarian art, including works 
by contemporary artists, are 
located outside Bulgaria. 
The situation is not helped by the 
state which shows little interest 
in collecting contemporary 
art and has no policy for 
developing a taste for it in the 
younger generations. The only 
art institution with a consistent 
policy in this respect is the Sofia 
City Gallery. 
Against this background, the 
notion of a “private gallery for 
contemporary art” in Bulgaria 
sounds as exotic as a “museum 
for contemporary art”. It’s as if 
everyone knows what it is, but no 
one has seen it.  

Global vs. local
Galleries around the world 
function within a well-established 
hierarchy of values. Of course, 
souvenir shops exist everywhere, 
but there is also a class of “shops” 
for more sophisticated clients. 
Most collectors tend to invest in 
art with a safe market value, as 
they do in Bulgaria, but there are 
exceptions to the general rule. 
Galleries [in the West] usually 
work with a circle of artists with 
whom they have an exclusive 
relationship. For artists, entering 
the artist list of a gallery can be 
a life goal, as they know that 
the gallery will then make an 
effort to present and sell their 
work, to make them known and 
appreciated. That is not yet the 
case in Bulgaria. On the one 
hand, gallery owners do not 

want to “limit their choices” to a 
number of artists; on the other, 
those who do, have a hard time 
persuading the artists that an 
excusive relationship is in their 
interest. Limited by the lack of 
consistent policy and secure 
artist relationships, few Bulgarian 
galleries have made successful 
presentations at international art 
fairs. 
In addition, most gallery 
owners have no training in art 
management and are used to 
learning on the job. Until there is 
a strategy for building up a class 
of professional art managers and 
consultants, the situation is likely 
to remain unchanged.  

the Bulgarian contemporary 
art scene
Historically, there is a very 
limited number of galleries, art 
centres and NGOs in the last 20 
years whose focus has been on 
contemporary art. Those include 
Studio Specter in the early 90s, 
XXL Gallery, ATA Centre for 
Contemporary Art, Irida Gallery 
(for part of its lifetime), the Red 
House for Culture & Debate, ARC 
Projects, all of them in Sofia, and 
The Ancient Baths – Centre for 
Contemporary Art in Plovdiv. 
There are also the Bulart Gallery 
in Varna and the Art Alley in Sofia, 
both of whom work with a more 
hybrid art mix. Finally, there are a 
few galleries with uneven output, 
like Pistolet in Sofia, which 
usually remain on the fringes of 
public attention.

Sariev: the gallery as cultural 
haven  
In this context, the Sariev Gallery 
in Plovdiv stands out by its 
approach, programme, public 
initiatives and implementation. 
It was founded in the autumn of 
2004 with a clearly stated profile 
– “a gallery for contemporary 
ceramics and photography”. Until 

Svetla Petkova 

Svetla Petkova graduated in Art History and Criticism from the National Academy of Arts in Sofia (2001). She 
is the editor for visual arts of the Kultura weekly (since 2003), and has also published in Altera magazine, Pet 
Zvezdi magazine, Ek magazine and others. She is the author of art criticism for several exhibition catalogues. 
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cases, the gallery has worked 
with artists who experiment 
with media different from 
photography and ceramics, e.g. 
hand-made paper (Re-paper I, 
2004 and II, 2006), cloth (Rossen 
Rashev-Roshpaka), stitching 
(Stitch, 2005) and occasionally 
video. But most of the art in the 
gallery’s portfolio is objects and 
installations, with a special place 
reserved for unconventional 
accessories and jewellery. (9)
What distinguishes Sariev from 
many other galleries in Bulgaria 
is its ambition to provoke. Before 
anyone else, Vesselina and 
Katrin Sarievi seek to provoke 
themselves by continually 
coming up with new ideas, new 
engaging work and intriguing 
ways of presentation. But they 
also constantly seek to provoke 
the artists to experiment with 
novel points of view.    
Another important aspect of their 
work is the provocation of local 
taste in a city where practically 
all galleries (possibly the largest 
number in any Bulgarian city) 
are loyal to the tradition of the 
so-called “Plovdiv school” [of oil 
painting]. At the beginning, the 
reception their idea received was 
less than friendly and it took time 
for them to prove the seriousness 
of their intentions. But the gallery 
gradually created its circle of 
fans and friends and developed a 
micro-market for contemporary 
art. It has practically set a new 
standard for running a private 
gallery in Bulgaria.

Branching out
In search of new audiences and 
greater impact, Vesselina and 
Katrin Sarievi have organised 
events outside their city: in 
Bourgas (P.K. Yavorov Regional 
Library, 2008), Strasbourg 
(Bulgarian Days at the European 
Parliament) and Bela Rechka, 
Northwestern Bulgaria, where 

they participated in the 
GOATMILK Festival with the 
workshops Dear Memory (2007) 
and New Bulgarian Souvenir 
(2008). In 2005 they started the 
first annual Night of Museums 
and Galleries in Bulgaria in their 
native Plovdiv. The initiative 
has been a resounding success, 
attracting huge audiences 
(25 000 in 2007) of various ages 
and backgrounds. 45 museums, 
galleries and other institutions 
have annually participated in the 
event. Sariev even organised a 
workshop for managers of other 
galleries, with training modules 
in event management and work 
with the public and the media. 
Another project is the 
Artnewscafé which opened in 
a space adjoining the gallery 
in 2008. With its mission to 
provide clients with up-to-
date information in the form 
of international art magazines, 
Bulgarian cultural periodicals and 
books, and stylish, welcoming 
interior, it is a hot spot on the arts 
map of Bulgaria’s second largest 
city. 
  
new plans
Vesselina and Katrin Sarievi 
have recently announced their 
plans to widen the scope of 
their work. They believe that 
they’ve somewhat exhausted the 
exclusive photography&ceramics 
format of the gallery and 
although the focus on the 
two media will be preserved, 
they intend to show a wider 
range of contemporary artists 
and genres. The emphasis on 
unconventional artistic approach 
and experimentation will remain.

Translated by Boris Deliradev

Svetla Petkova, 2009

(1) These are not just galleries for contemporary art, but more generally galleries who sell 
quality work by living artists.
(2) Unfortunately, Bulgarian schools today are no more capable of cultivating a taste for 
the arts, and students continue to perceive art classes as entertainment time. 
(3) By contemporary art I understand art which, unlike the traditional fine arts, provokes 
audiences with new ideas and aims to contribute to a change of the environment; it is an 
art form with a message, which looks at life from unexpected angles and offers unusual 
interpretations.
(4) Yana Yunakova, Rada Dicheva, Background (2005, 2006).
(5) Photography by Iskra Tzankova-Siama, Monkeys (2005); Albena Mihaylova-Benji, The 
Code (2008).
(6) Dutch Design: Just Arrived, ceramics, 2007 – Ineke Hans, Demakersvan, Marcel 
Wanders, Bertjan Pot and Richard Hutten; Changing  Place – objects by Claire McLaughlin 
(Ireland), 2008.
(7) Presentation of Studio 91/1, contemporary ceramics from Belgrade, Serbia: Alexander 
Vats, Ana Yakic, Bilyana Milenovic, Maria Milin.
(8) Bulgarian artists Bojidar Bonchev, Monika Popova, Dimitar Delchev, Krassimir 
Djidrov, Elena Panayotova, Adelina Popnedeleva, Ekaterina Lachova, Yana Yunakova, 
Rada Dicheva, Rossen Rashev-Roshpaka, Emil Mirazchiev, Nikolai Surdumov, Tsvetelina 
Alexieva, Leda Ekimova, Assadour Markarov, Albena Mihaylova-Benji, Stefan Lyutakov, 
Georgi Georgiev, Dimitar Petrov and Kamen Tsvetkov.
(9) Nikolai Sardamov, Tsvetelina Alexieva, Dimitar Delchev, Lili Ploskova.
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how to uSe A GAllery

A serious analysis of the place of 
galleries in the art world implies a 
broader analysis of the role of art 
in contemporary life. The problem 
is that Adorno’s observation – that 
“nothing in art is self-evident 
anymore – not its inner life, not 
its relation to the world, not even 
its very right to exist” – has never 
been more valid. (1) 
How can we define the role of the 
gallery as a social institution when 
the very role of art in society is 
under question?
In the Bulgarian context – where 
art is the victim of ideological use 
in the past and the lack of a proper 
market today – the question can 
be paraphrased like this: how 
can we legitimise the gallery 
when art as a social activity is so 
marginalised?   
The mission of the gallery in 
Bulgaria today can only be 
outlined with a fair amount of 
uncertainty, itself the result of the 
uncertainty of the function of art in 
the general Bulgarian context.
A caveat has to be made here. 
To imagine that there is a clear 
and stable situation in the wider 
world that Bulgaria can aspire to is 
simply unrealistic. An expectation 
that a “normalisation” of the local 
context will lead to a complete 
and lasting resolution of all and 
everything can only indicate a 
lack of sufficient insight into the 
problems. Their complexity can 
only be understood properly when 
we consider the disparity between 
the local history and dynamics 
and the global problem of the 
social role of art, as inherited from 
Western modernism.  
The role of the gallery in 
facilitating this comparison 
between global and local is 
greater than can be imagined at 
first sight. The gallery, more than 
any other player in the art world, 
personifies the paradoxical nature 
of contemporary artistic life.
Quite broadly, the history of 
contemporary art’s conflicted 
evolution can be summarised 
in the following, sometimes 
overlapping stages: emancipation 
of art from governments 
and religions as a result of its 
commodification; historic role of 
the gallery in supporting the 20th 
c. avantgarde movements; the 

gradual replacement of the gallery 
in this role by the museum; the 
contribution of art criticism as a 
force opposing the influence of 
the market;  and last but not least, 
the concurrent and pandemic 
commercialisation of all aspects of 
art, critical or political.

A short history 
We couldn’t begin to think about 
the role of galleries in the art world 
without looking at the historical 
processes which have shaped the 
social function of art. The growing 
economic and social strength 
of the bourgeois classes (2) has 
gradually led to the emancipation 
of art from government and 
religious authorities. At some point 
individual artists and artworks 
entered the free market and 
became self-sufficient. At the 
same time, the aesthetic values 
and categories governing the arts 
were always shaped in a process 
separate from that of the market, 
with the active help of a body of 
legitimising art institutions.
Art cannot do without the market, 
if it insists on being independent, 
and yet the market itself can be a 
source of dependence too. Adorno 
sees this as an opportunity for art 
to be free through and despite 
the limitations of the market, 
with the artwork providing social 
critique and a model for a better 
future. In his view, art is a special 
type of commodity whose use 
comes from its uselessness (as all 
cultural output is beyond society’s 
basic needs). It is only through the 
market that art becomes a real 
part of society and thus acquires 
the right to social critique. The 
autonomy of an artwork is thus 
guaranteed by virtue and in the 
framework of the dominant socio-
economic relations. (3) The neo-
avant-garde movements of the 
40s and 50s initially drew on this 
twofold nature of art, but they 
soon found that they had depleted 
its potential. The balance between 
mere-commodity and not-just-
commodity is delicate, and if taken 
too far, artworks risk being seen as 
the former. So artists of the 60s and 
70s began to look for new ways to 
avoid commercialisation, such as 
performances and the other “de-
materialised” forms. Since then, 
all art with any ambition for social 
critique has had to position itself 

as a reaction to the dependence of 
art on the market.     
Paradoxically, though, it was 
the commercial galleries which 
provided institutional support 
not only for the development of 
the neo-vanguard movement but 
also of the conceptual movement 
which followed. During this 
period – the end of World War 
II and the 70s – the museums 
were inaccessible for most 
contemporary artists. It was later, 
most noticeably in the 90s, that 
the museum turned into what we 
now know it to be – a place not 
only for legitimisation but also for 
experimentation. A place where 
new talent is discovered and new 
trends are conceptualised. Post-
war museums, however, were very 
different places and the vanguards 
sought the support of commercial 
galleries, which they used along 
with their own experimental 
spaces.  
A good case in point is Leo 
Castelli’s role in the export and 
promotion of American post-
war art in Europe and in some 
of the key artistic initiatives of 
the 50s, 60s and 70s. Yves Klein’s 
exhibition “Vide” (“Empty”) of 
1958, in which the artist emptied 
a whole gallery and painted its 
interiors a neutralising white, 
was organised in the Paris space 
of the Iris Clert Gallery. Similarly, 
Joseph Beuys’ performance “I like 
America and America Likes me” of 
1974 – where Beuys, wrapped up 
in a felt blanket, spent a few days 
locked up in a space with a coyote 
– was staged in René Block’s 
gallery in New York. Almost every 
important initiative of the period 
was supported by a private gallery 
in one way or another, a practice 
which other, more bureaucratic art 
institutions were to adopt much 
later.  

the contemporary situation 
In today’s world, galleries are no 
longer the centre of artistic life. 
They were pushed out of the way 
by dynamic and forward-thinking 
museums whose preeminence 
has, in turn, been eclipsed by 
the proliferation – both in time 
and space – of international 
mega exhibitions. Contemporary 
galleries have again been reduced 
to the status of art dealers.    
The global trend of the mega 

exhibition is most expressly 
manifest in the institution of 
international biennials. Due to 
their specific geopolitical nature, 
they are in a position to focus the 
attention of the public on the big 
issues of the day – global political 
and economic trends, local crises, 
the defense of human rights 
and democracy, [the interaction 
between] transnational interests 
and local cultures. (4) 
Just as in the 60s and 70s, the 
art shown at these exhibitions 
continues to be political, often 
playing opposition to the forces of 
the market. It defies formalism and 
decries it as a bourgeois choice, 
believing that the problems of the 
post-colonial world are in conflict 
with the precepts of classical 
Western modernism.
The realities, of course, are more 
complex, as some works with a 
political or post-colonial agenda 
can sell just as well (or even 
better) than abstract paintings 
do. But there is no doubt that the 
tension exists, and the biennial 
and the gallery are often seen as 
opposites: the former looks at the 
problematic relationship between 
global and local in a decentralised 
contemporary world, while the 
latter embodies the oppressive 
heritage of Western capitalism – 
the-artwork-as-commodity. The 
vigorous growth of the art market 
in the last decade has certainly 
contributed to this artificial 
division.     
The truth, of course, is that 
neither the biennials and political 
art are beyond the interest of 
liberal global markets, nor art-
as-commodity has entirely lost 
its potential for social critique. 
Both the biennial and the gallery 
have an important role to play 
in the socialisation of art. And 
that’s what makes the gallery such 
an interesting place. It has the 
advantage and disadvantage of 
concerning itself with the market 
value of art, and at the same time 
is the institution with the most 
direct contact with artists, and 
as such can influence the (geo) 
political content of contemporary 
art. On this territory, the argument 
that commercially succesful art has 
no potential for social and political 
critique is untenable and even 
naïve. 
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the Bulgarian situation 
The social role of art in Bulgaria 
is especially problematic, as 
Bulgarian art has not been 
through the evolution of the 
artwork as market commodity. 
After the liberation of Bulgaria 
from Ottoman rule in 1878, the 
country’s artists sought (and to 
some extent received) the financial 
support of the state, and later, with 
the advent of communism (1944), 
art was reduced to a propaganda 
tool of the new elite. Apart from 
the big general exhibitions and 
the didactic monumental pieces 
commissioned by the communist 
state, the public had little contact 
with other artistic output. The key 
art collector was the state itself, 
while the public was seen as “the 
masses”; individual consumers of 
art were unimportant. 
In Bulgaria’s contemporary market 
economy, this amounts to a lack 
of “bourgeois” sensibility and 
presents a major problem in 
the socialisation of art. The old 
institutional forms for presentation 
have fallen apart and the public 
does not know another way to 
establish contact with the artistic 
output. Of course, in any time and 
country this contact has never 
been completely direct. Since the 
European Enlightenment aesthetic 
perception has been shaped by 
the institutions of the critics and 
the museum. In other words, 
there has always been a degree of 

mediation. 
What is different about the 
Bulgarian situation, however, 
is that there are practically no 
institutions who can legitimise 
the social role of art and so 
artists find themselves working 
in a hyper-abstract field that is 
totally separate from the rest 
of life. It is a strangely distorted 
version of what Herbert Marcuse 
has called affirmative culture. (5) 
Bourgeois culture, he proposed, 
is the embodiment of people’s 
idealistic and spiritual aspirations, 
but it exists separately from the 
empirical world. It is disjointed 
from the real social conflicts 
and constitutes an ideal, a 
mere way to escape. It allows 
existing antagonisms to carry on, 
undisturbed by artistic critique, 
and is, therefore, affirmative of the 
status quo.  
Art in Bulgaria today has achieved 
an unbelievably high level of 
affirmative power – it is seen as an 
abstract, spiritual and voluntary 
occupation, so distinct from every 
day life that that it has become 
invisible. Whatever the critical 
intentions and strategies of the 
artists, their efforts are made 
mute by the lack of socialisation 
for the arts in general. Adorno’s 
concern that institutions can have 
a neutralising effect on the social 
impact of the arts is reversed: in 
Bulgaria it is the lack of institutions 
that has a numbing effect.    

In this context, private galleries 
have an unusually important and 
difficult role to play. The realities of 
artistic life demand that galleries 
take on many of the tasks of 
dysfunctional institutions. Private 
galleries in Bulgaria have the 
mission to legitimise, promote, 
show and sometimes sell art, and 
in the process educate the public. I 
am tempted to paraphrase Adorno 
and say that galleries in Bulgaria 
criticise society by their very 
existence. Their strange hybrid 
nature and the very fact that they 
are around, despite the lack of a 
market, is a source criticism for a 
society which has no place for art.
Yet if galleries in Bulgaria are 
to acquire a truly effective role, 
their commercial aspect has to 
be understood and affirmed, 
as should be their historic role 
in supporting the avantgarde. 
I wouldn’t go as far as saying 
that we could simply imitate the 

situation in post-war Western 
Europe, 20 years after the fall 
of communism. A creative and 
specific approach is needed. But 
if galleries could contribute to 
the development of an art market 
and simultaneously continue to do 
innovative work as forward-thinking 
institutions, there is a chance that 
contemporary art in Bulgaria will 
one day be successfully socialised. 
In the absence of a Museum, the 
Gallery is potentially the most 
capable social mediator of art in 
the country today.  

Translated by Boris Deliradev

Brussels, August 2009

(1) Theodor W. Adorno, Aesthetic Theory (1970), trans. Robert Hullot-Kentor, Athlone 
Press, London, 1997, p. 1. 
(2) Here and later in the text, the term “bourgeois classes” is used to denote the classes 
that acquired significance following the Middle Ages and became upper classes in the 
wake of the so called “bourgeois revolutions” in 18 c. France and America. 
(3)Theodor W. Adorno, Aesthetic Theory
(4) On the role of biennials in the contemporary art world, see Bruce W. Ferguson, Reesa 
Greenberg and Sandy Nairne, “Mapping International Exhibitions”, B. Vanderelinden 
and E. Filipovic, eds., The Manifesta Decade, MIT Press, 2006, and Peter Osborne, “Art 
Industry”, Zones of Contact, 15th Bieniale of Sydney, 2006
(5) Herbert Marcuse, „The Affirmative Character of Culture”, Negations, Penguin Books, 
1968
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 Мястото в Пловдив за качествени италиански мебели 
 и осветление с гарантиран произход.



1. Rada Dicheva, Retro dreams, porcelain 
from The Porcelain Dreams of a  Drawn-up  Sheep, an exhibition by Rada Dicheva,
1 September – 28 September 2006

2. Rossen Rashev-Roshpaka, Good and evil in man, fireclay
Noah’s Boat, an exhibition by Rossen Rashev – Roshpaka, 3 April – 15 May 2007. 

3. Ekaterina Lachova, from Clean, porcelain
Clean, an exhibition by Ekaterina Lachova, 27 February – 30 March (3d edition of Background – young artists exhibitions) 

4. Ivanka Sokerova, Cretan dance, ceramics
From The World of Ivanka Sokerova, 12 November – 15 December 2008

5. Monika Popova, Still life with hearts, ceramics
From Sariev Gallery’s Opening exhibition, 28 September – 30 October 2004

6. Demakersvan, Lucky charm, porcelain
From Just Arrived - Dutch design, 28 September – 30 October 2007

7. Maria Milin, no name, porcelain
From Studio 91/1 – Contemporary Balkan ceramics, focus: Belgrade, 13 June – 31 July 2006

8. Adelina Popnedeleva, Self-portrait with meaningless plantation, mixed technique 
from Re-paper II, 10 February – 10 March 2006 

9. Dimitar Delchev, Wedding rings, rubber, plastic 
from 1 Euro, an exhibition by Dimitar Delchev, 1 July – 31 July 2008

10. Assadour Markarov, Prickly, paper and bamboo 
from Re-Paper II, 10 February – 10 March 2006

11. Leda Ekimova, Trucks, embroidery
From Stitch – embroidery practices in contemporary art, 1 April – 3 May 2005

1

4
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10 11

8 9

5 6
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what should a modern gallery be like?

It should guard itself against pathos and be 
capable of irony and self-doubt. It should be 
ready to give up some of its territory, too. A 
modern gallery is like a little grey mouse in a 
glass bowl full of white ones, the public stares at 
the glass bowl 24 hours a day. The very nature of 
contemporary art is to destroy – or if you prefer, 
to deconstruct – the stage on which it appears. 
There is nothing personal in this, these are simply 
the rules of the craft. At least since Duchamp’s 
Fountain. Incidentally, if he were to live today, he 
would probably be showing paintings in public 
lavatories instead of urinals in galleries; he would 
be making use of public lavatories before they 
disappear once and for all. 

what is the role of the gallery in contemporary 
society?

A seller of eyeglasses for art, working under cover. 
The chances of being able to see art with naked 
eyes are greatly diminishing. In line with her 
undercover mission, the gallery manager could 
be a gun-chewing, boot-wearing teenager, or a 
member of the gender movement awaiting her 
U.S. work visa. There are many possible scenarios… 
If the manager can sell you an artwork piggyback 
with the glasses – a work by Zlatyu Boyadjiev, for 
example – then she is likely to be from Plovdiv.   

can audiences be educated?

Even if they can, they shouldn’t be! We live in a 
post-ideological, post-heroic, post-authoritarian 
time, after all. Let he who considers himself 
educated throw the first stone. In the windows of 
the former residence of the Central Committee of 

the Bulgarian Communist Party, now the National 
History Museum, if possible. 

what is the role of the media in educating the 
public’s taste for art and what types of media 
could have an impact? in what way?

The media are the least qualified to educate the 
public – you might as well ask the student with 
the worst grades to teach the lesson. What they 
can do is report and reflect on artistic life, they can 
validate it in this way. Contemporary art – or post-
art – is in a privileged position, because it readily 
gives up the sacred space in favour of existing 
in a time continuum, and it is the galleries who 
facilitate this process. To go back to your question, 
without the small-circulation media of high taste, 
the rest of the media environment will look like 
a sun-baked village piazza with military marches 
blaring over it.   

what prevents the emerging of a market for 
contemporary art in Bulgaria and when is it 
likely to develop?

Any market for contemporary art is born out of 
the wedlock between big money and harmless 
personal madness. For the time being big money 
in Bulgaria is made by way of fraud and theft, and 
so if the judicial system were working properly, 
we would be seeing the emerging of a market 
for contemporary art in the prisons, which, 
incidentally, would be a great statement to make. 

Are there potential collectors of contemporary 
art in Bulgaria?

No, and there won’t be any until survival 
continues to be at the top of the nation’s priority 
list. Contemporary art is not concerned with 

Culture in action
survival. Neither its truths, nor its media are about 
survival. You might as well be asking someone 
to collect ice. It’s simply beyond the mentality of 
gangster businessmen, they much prefer Thracian 
treasures. 

how can you explain the lack of initiative for 
large-scale cultural projects in Bulgaria?

I can explain it with a deep-seated nostalgia for 
the [small-scale] cultural activities during the 
Bulgarian Revival [late Ottoman Empire] and the 
lack of solid link between culture and freedom. 
Culture is still often seen as a tool for ideological 
repression of the individual. Let’s not forget that 
communism thought of itself as a large-scale 
cultural project. To paraphrase Atanas Slavov a bit 
frivolously, the initiative for large-scale cultural 
projects will emerge when Bulgarians realise that 
the Roma man with the dancing bears in front of 
the Ministry of Culture is as important for culture 
as the Minister of Culture. Incidentally, Atanas 
Slavov’s first wife, the historian and novelist Vera 
Moutafchieva – may she rest in peace – turned 
out to be a collaborator of the communist secret 
services, while Mr. Slavov has moved back to 
Sliven from the United States, continuing to write. 
He doesn’t publish any more, but sends me his 
writing in A4 envelopes. This is initiative for a 
large-scale cultural project, wouldn’t you agree? 

what, do you think, is the attraction of the 
night of Museums and Galleries in plovdiv, 
why is the public so active?

There is good conceptual thinking behind it, and 
[intelligent] use of performance-based art and 
new media. These components have turned the 
Night into an interactive space – the first example 
for interactivity in the sphere of the arts in Bulgaria. 
The time of the event is also important – desires 
are limited by little else during the night.

what is your opinion of the Sariev Gallery?

Probably Bulgaria’s most successful gallery using 
the post-art formula that the more you turn away 
from the centre, the nearer to the centre you are.

Georgi Lozanov is a Bulgarian media and journalism 
analyst. He teaches at the Faculty of Journalism and Mass 
Communication at Sofia University, as well as at the New 
Bulgarian University and the National Theatre and Film 
Academy in Sofia. Lozanov is the author of more than 100 
academic and 200 journalistic articles on the electronic 
and print media, as well as on cultural studies, philosophy, 
aesthetics, literature and the arts.



what do you think of the cultural scene in 
Bulgaria? Do you think it’s vibrant enough and 
what steps could be taken to improve it?

It’s definitely not vibrant and everybody knows it. 
It’s in the air. I think that public-private partnership 
is the only way to implement substantial projects 
in the sphere of culture – projects which can 
be noticed beyond the Danube, [beyond our 
borders]. It means a partnership between private 
producers, local authorities and the Ministry of 
Culture who should work together to raise funds, 
including funds from the EU. Bulgaria is practically 
the only country in the region that in the last 20 
years has been unable to produce a cultural event 
of international magnitude.
there are some isolated examples, but yes, 
most of the time art events here are either not 
well organised or their impact is limited.

It all depends what you compare them with and 
whether we are able to learn from what’s around 
us. When I say around us, I don’t even mean 
Western Europe, but our neighbours – Romania, 
Serbia, Greece and, of course, Turkey whose 
cultural output is greater than all these countries 
put together. 
I think that the only way to move forward is to 
assess the realities objectively in the context of the 
world or at least that of the region, and to accept 
them. I am firmly of the opinion that our cultural 
output is inferior to our neighbours’. And I believe 
I am not underestimating the country’s potential, 
either. I don’t know what it is but in the last 20 
years the Ministry of Culture has not had a vision 
of what Bulgaria’s competitive advantage should 
be, its brand in the sphere of culture, its potential 
to attract international audiences. Bulgaria’s idea 
of an international cultural event is signing up a 
few international artists for a festival; but notice 
that this does not include attracting international 

audiences. In my book an international project 
is by definition something that can draw the 
attention of the rest of the world. And that has 
happened in the past. The International Ballet 
Competition in Varna, for example, as you know, 
was the first ballet competition in the world. But 
it’s barely surviving. The state support for it is 
perfunctory and hypocritical – it is insufficient and 
inefficient. 
And how do you attract the attention of the 
world?

You’ve got to have a quality product and be able 
to communicate it effectively, in a modern way. 
These are the key things. And let’s not deceive 
ourselves – quality culture is rarely produced in 
Bulgaria. The recent reports of people waiting in 
line in front of a Sofia gallery to see an exhibition 
are nothing more than an indication that the need 
for quality culture is there. Although, as you know, 
the exhibition I am referring to is not exactly about 
the here and now of the art world (1).
that’s what i was going to say, that the 
exhibitions that come to Bulgaria are tuned 
to the taste of a more general public. And if it 
was someone less known than leonardo, it’s 
doubtful that the interest would be there, even 
if this someone was internationally recognised.  

It’s a fact of life – our distance from the cultural 
scene in Western Europe makes the situation 
very difficult. There is a vacuum [of knowledge 
and information] in more than one area [of the 
arts] and that vacuum cannot be made up for 
overnight. Just imagine someone trying to bring 
over a super-hot, award-winning music band 
from Western Europe. Chances are that it won’t be 
easy to fill up the venues, even if your advertising 
is strong. That’s how the media environment is 
constructed in Bulgaria – it has no use for anything 
that’s not popular taste. You need to be very 

careful when choosing artists and projects that 
are lesser known to the general public and you’ve 
got to work towards brand building. Festivals 
can be very useful in this way. If you build a good 
name for yourself as a festival, you will then be 
allowed to introduce the kind of artists you are 
asking me about. But building a [festival] brand, so 
that your audience trusts you with new and lesser 
known artists is a long and complicated process. 
It’s not something that happens overnight. In 
the sphere of the visual arts – the living visual 
arts – I honestly don’t see a forthcoming solution, 
given that the only state-run gallery with space 
for contemporary work [in Sofia] is the City 
Gallery and their resources are quite limited. The 
recent idea for a Museum of Contemporary Art 
is… [nothing more than a good example for] 
provincialism, cynicism and petty charlatanism. 
The “concept” of this pseudomuseum can tell 
us a lot about where we are. What they’ve said 
they are going to do is renovate a ridiculously 
small building, with foreign money, and it’s not 
even clear why they’ll be using people who do 
not specialise in renovation. They’ve already 
announced they won’t be running the museum 
themselves after the renovation is over. So it looks 
like a substantial amount of money – at least for 
our standards – will be spent in what is going to 
be an empty stage set. It’s an impossible task. As 
you know, showing contemporary art adequately 
requires a lot of money and lot of expertise, which 
the people behind this project definitely lack. The 
most important thing in a museum like this, of 
course, is the collection. And in this case, we don’t 
even know how it will be financed. We may end 
up with bullshit art with a price tag of a few tens 
of thousands Euro while its real worth may be a 
few thousand; and the consultancy fees may go 
towards the construction of houses with plastic 
windows on the last remaining virgin beach on 
the Black Sea. But bubbles sooner or later burst.   
[To go back to the question] the two key things 
are content and communication. We rarely 
offer quality content to the public and even 
more rarely communicate it effectively. I believe 
that communication is at least as important as 
content. Because even when quality content is 
imported, no one will know it happened, if it’s 
not communicated professionally. It’s crucial 
that we keep widening the circle of people with 
expectations in the cultural sphere – those who 
have a need for cultural output and are able to 
take joy in it. I’ve never bought the argument that 
chalga (2) is the real problem in Bulgaria, as is often 

Assen Assenov is founder of 1 Magazine and producer 
of Sofia Dance Week, Sofia Design Week and Sofia 
Architecture Week.



culTure IN acTION 11

repeated. Chalga is a legitimate phenomenon, it 
has its audience. We cannot and should not deny it. 
The real problem is the lack of a strong alternative 
output. And that’s one reason not to be afraid of 
a more commercial approach in communicating 
cultural events and products.
So what’s the place to start? how do we build 
the foundations?

A good place to start may be to organise an event 
that will stand out in the region – something 
that’s worth the joint effort of cultural managers, 
producers, as well as state and local authorities. 
A big project requires numerous resources – and 
not all of them financial – and the only way to 
provide them is to join forces across the sector, to 
restore its unity. We have to decide on the kind of 
event that can draw attention across Europe and 
make us stand out among our neighbours. It has 
to be well thought-out, we must know what we 
want and why we want it, and to be professional 
and passionate about it.  
how about support for the arts from the 
private sector?

My experience is that the private sector is willing 
to support the arts. If you are pro-active and you 
have a quality product and a good communication 
strategy, chances are that you will get support. In 
our experience, the private sector has been more 
responsive than the Ministry of Culture. We’ve also 
had great support and understanding from the 
foreign cultural centres and embassies in Sofia, 
more than we have from the ministry. We can 
only dream about a relationship with the ministry 
that resembles our relationship with the French 
Cultural Institute, for example.
what do you think is the reason behind the 
ministry’s poor job?

First and foremost, it’s the lack of strategic 
thinking, of vision and priorities. If there is a 
consensus on the priorities, decisions wouldn’t be 
so subjective. There is also a very obvious lack of 
experience in cultural management and – we’ve 
already talked about it – the country’s isolation 
from the European cultural scene; they have no 
clue as to what could position the country on the 
international arts map.
the Sariev Gallery in plovdiv is an example for 
successful private initiative, but it doesn’t look 
like the state shows any interest in supporting 
them.

The Sariev Gallery in Plovdiv is… I am trying to find 
words to describe adequately what Vesselina and 

Katrin Sarievi have achieved… it’s an incredibly 
innovative approach, especially against the 
background of the arts scene in Plovdiv, where the 
temperature in the last 20 years has fallen below 
zero. The Sariev Gallery and artnewscafé are now a 
haven for those who still breathe, think and move 
in Plovdiv. It’s crucial for places like Sariev to exist 
– they are a source of creative energy that you can 
identify with and generate a sense of belonging to 
a community.
Vesselina Sariava is also a good example for the 
kind of visionary thinking that we already talked 
about. She single-handedly started the Night of 
Museums and Galleries in Plovdiv. It’s a gigantic 
effort to be running a city project like this on 
your own, not to mention that she annually loses 
money from it. And all of this is in the name of 
the community and in the name of the change 
everybody says they want to see happen. I’ve 
never seen a livelier and more enthusiastic 
Plovdiv than on the first Night of Museums and 
Galleries [in 2005]. But where was the town hall 
of Plovdiv and the Ministry of Culture in all this? 
When you do something like this for a few years 
and no gives you a hand despite your obvious 
success, you begin to lose faith, you feel lonely 
and your energy dries up. It is shocking that there 
has been no governmental support – at the state 
and the local level – for a private initiative that 
has literally woken the city up and attracted so 
much attention. This is a terrible hypocracy on 
behalf of the authorities and it is very difficult not 
to lose your enthusiasm. We all know that state 
funding is limited but this lack of interest is simply 
unacceptable. The lack of reaction on behalf of the 
Ministry of Culture means one – inadequacy, writ 
large, with spaces between the letters and three 
exclamation marks. The former minister of culture 
[Stefan Danailov] did not even bother to attend, 
at least once, for the sake of seeing what it was all 
about.
what is the role of lifestyle magazines in 
attracting audiences?

You might as well ask me what is the role of 
advertising. The word is media – it has a clear 
etymology and answers your question. 
i asked the question because Magazine 1, which 
you founded, has also initiated and produced 
some of the most interesting art events in 
recent years, such as Sofia Dance week, Sofia 
Design week, as well as a few exhibitions.

The truth is that we did not start to produce 
culture through choice. What happened is that for 

a long time we wrote about what excited us – but 
it all happened far away from here, outside the 
country. We realised we wanted to see these things 
happen in Bulgaria, to experience them at close 
range, and that’s what made us take the leap. We 
started with parties, introducing a new, imported 
sound and then moved on to concerts, and 
finally to exhibitions… Then we realised that the 
organisation of a single event requires stupendous 
efforts which dry up your energy and do not pay. 
That’s when we started setting up the festivals -- 
Sofia Dance Week, Sofia Design Week and Sofia 
Architecture Week. The brands will allow us to 
showcase avantgarde art much more successfully 
than single events.  I’ve heard people say that this 
and that exhibition was commercial, that it was 
art for the masses… But how can you have elite 
culture without culture for the masses? There is an 
underlying logic to every move we make. If you’ve 
had a vacuum for as long as we have, you don’t 
start by bringing the hottest thing from London or 
Berlin. Audiences should be educated and the only 
way to get where you want to be is to be patient. 
You’d better not make abrupt moves. If you do, if 
you show something that’s totally unrelated to 
the context, it’s more likely that you will alienate 
the public. We shouldn’t accuse the audience [of 
ignorance]. It’s simply that audiences were raised 
here and not in Western Europe where the quality 
of what’s on offer has been high for decades and 
people are quite knowledgeable.    
i’ve never thought about it, but it strikes me as 
a very good point.

When we started Sofia Dance Week last year, the 
audience for contemporary dance in Sofia was 
between 150 and 250 people. We managed to 
attract a total of 10 000 who attended our events, 
of whom 5  000 had probably never seen dance 
theatre in their lives. But all these people came 
out of the venues excited and energised. And that 
really motivated us. The energy of the whole thing 
was terrific and definitely worth the effort. 
Based on your experience, what further steps 
should be taken?

Public-private partnership. It’s the key. The only 
successful example in recent Bulgarian history that 
I know of is the Red House [for Culture & Debate 
in Sofia]. To be successful in a big cultural project 
you need a clear vision and a good strategy. The 
Slovenes have decided that their thing is dance. 
We might decide that ours is theatre or music, 
or something else. But to make an informed 
decision, we need to be literate and know 



what happens where. And we should identify 
a niche we can fill in. In other words, we cannot 
make this decision without looking at the regional 
context – the Balkan countries. It wouldn’t be 
a good idea, for example, to make a biennial of 
contemporary art in Sofia, as Istanbul already has 
a very strong one. Ours is unlikely to be stronger. 
A question that’s often asked is whether we need 
a ministry of culture at all. Of course, we do. But 
only if it’s a ministry that’s capable of thinking 
globally, a ministry that has a strategy and a 
vision of how we can make better use of our 
joint resources, of how we can make beneficial 
moves in a common direction. If that strategy is 
only based on the local context, we will continue 
to be provincial, to be “misunderstood”; we will 
continue to be proud of our small projects but no 
one beyond the Danube will want to hear of them. 
We live in an open world. The fact that we haven’t 
quite realised it yet is perhaps understandable. It 
takes a long time. But in order to quicken the pace 
a little and make things the way we want them to 
be, we need stimulation. There are such sources 
of stimulation and the Night of Museums and 
Galleries is definitely one. The state should react 
and respond to the organisers of such initiatives 
instead of coming up with strategies developed 
by people who sit behind desks all day. If the state 
simply keeps track and supports these efforts, 
they will be more and more successful and visible. 
It’s easy to say “there is no money” and close the 
subject. But I believe that if the resources of the 
Ministry of Culture are managed adequately, the 
outcomes will be visible very soon. Someone has 
to take the first step in the right direction, a pilot 
project produced with the right kind of attitude 
and the joint efforts of people who are competent 
in their fields. And these people are here, they are 
here.

(1) Leonardo: Scientist and Innovator, Sofia City Gallery, 

January – March 2007.

(2) The Bulgarian pop-folk music industry.

what is the overall level of private galleries in 
Bulgaria? which are the galleries that stand 
out?

The overall level is mediocre. There is a lack of a 
real market in Bulgaria, which means that what’s 
on offer is basically low-priced souvenir art. 
This, in turn, perpetuates a sentimental, kitschy 
notion of art and keeps the criteria low. There are 
exceptions, of course – those who try to work with 
minimum compromise. And those exceptions are 
the galleries sought by artists and curators, but 
they are in constant risk of shrinking their circle of 
clients too much. Sariev is one of those galleries 
and, in the last five years, it has quite consciously 
born the consequences of its ambition and 
enthusiasm.
At the same time, I believe that the so-called 
“general public” is catching up on information and 
will be raising the expectations. We might have a 
chance of changing the status quo, if we succeed 
in educating the public.  

what is the role of private galleries in cultural 
life?

We must have a good definition of a private gallery 
to answer this question, and the definitions in 
Bulgaria are often vague. Many NGO’s, for example, 
are also privately held, but their spaces are not 
purely commercial. A private gallery implies some 
commercial intent, participation in the market, a 
circle of regular artists and clients, presentations 
at art fairs and auctions, and import and export of 
art, etc. The role of the private gallery is to serve 
as a mediator, a motor, a source of stimulation, a 
producer… That’s how it is around the world. But 
in Bulgaria, for the time being, this role is distorted 
and operations are sometimes of speculative or 
even criminal nature. 

what are the main problems in organising an 
exhibition in Bulgaria?

First and foremost, they are financial. But that’s not 
just in Bulgaria. Another, more specifically local 
problem is the lack of interest and cooperation on 

behalf of key institutions and persons, as well as a 
hopeless lack of professional behaviour.  

how would you evaluate the work of the 
institutions who fund art in Bulgaria, their 
mechanisms?

The number of sources is diminishing and the 
grants are symbolic. The application and evaluation 
process is usually slow, bureaucratic and irrational. 
There are even funds that remain unused due to 
bad administration and poorly formulated calls. 
The system is not flexible enough. Sometimes this 
can be a plus, not a minus, as the real goal of the 
project may become so obscure – after numerous 
summaries, photo copies, descriptions, etc. – that 
even the most narrow-minded committee will 
OK it or redirect it to a different budget centre. It 
depends how good you are at making your idea 
follow the requirements of the call. 
Sometimes the implementation of art projects 
is a long-drawn process of bargaining and 
manipulation between curators, sponsors, 
foundations, partners and even artists. The most 
ironic thing is that with a scene as small as ours, 
every one knows what they are getting themselves 
into, but they do it nonetheless. This element of 
outwitting each other seems to be an indelible 
part of our work. At the end of the day, the limited 
budgets mean that projects are completed with 
voluntary work. The funding mechanisms are also 
an environment that nourishes corruption.  

in Bulgaria, we are used to thinking about 
contemporary art galleries as non-profit 
organisations. is a commercial gallery for 
contemporary art a possibility at all? what is 
the place of Bulgarian contemporary art on the 
world market?   

Bulgarian contemporary art has a place on the 
world market in the face of a few artists, some of 
whom are successful and a few are very successful. 
But their work is sold through foreign galleries.

On the question about commercial galleries, I 
would very much like to say yes, but it will take 

Svetlana Kuyumdjieva is a curator and art critic. She 
graduated in Art History and Criticism from the National 
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the magazines LIK, Edno, Intro and Capital Light. She has 
curated a number of exhibitions in Bulgaria.
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another few years before I know the answer. I have 
some hope.

it’s been said that contemporary art has to 
make itself more attractive, to appeal to the 
public… what do you think is behind the 
public’s lack of interest?

I don’t know if “attractive” is the right word. I 
associate it with low-quality entertainment. I 
believe that the public does take an interest in 
the arts, and that was certainly so at several very 
successful touring exhibitions and curatorial 
projects in recent years. But it’s a fickle kind of 
interest, very susceptible to media influences. 
From my daily contact with the public, I can 
say that what people are attracted to is a good 
presentation, irrespective of the nature of the art. 
Most galleries in Bulgaria do not bother much 
about presentation. What people want is to hear 
a story, to be given background. They want to be 
part of a process, a conversation, a discussion. 
That’s how interest is generated. Contemporary art 
in Bulgaria continues to look down on the public, 
while the presentation of the traditional arts is 
often traditionally sloppy. This drives audiences 
away and in some cases even provokes hostility.   

can art criticism influence the public’s tastes, 
or the artists and the big picture processes? 

I would like to believe it can, as I’ve recently been 
doing more and more of it. I am always happy 
when I get feedback from an article. But on the 
other hand, art criticism is also a creative effort in 
and of itself. And like any other creative effort there 
is something self-sufficient about it, too. The most 
avid readers of criticism are the critics themselves. 
Artists like to be written about, it’s important for 
their ego, but most of them react inadequately to 
criticism. It might be due to lack of exposure. After 
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all, for more than 50 years it was all ideological 
clichés and praising the government’s favourites. 
Art criticism is a young discipline, the foundations 
are not solid. For the time being, it has more effect 
on the personal relationships between critics 
and artists than it does on the creative processes, 
which is very provincial, I would even say, absurd.

what’s a good gallery manager like?

Good looking! (I am joking.) Perhaps the most 
desirable things in a gallery manager are 
experience, communication skills and tact. A 
manager should be demanding and self-critical in 
equal measure. It wouldn’t hurt them if they had an 
eye for art. They should have good management 
skills and a network of contacts in the right places.   

what is the role of the curator in the art scene?

Curators have a key role, a lot of responsibility. 
And very conveniently so for everyone else, as 
they are the ones who seem to take the bulk of 
it – the work, the special requests, the intrigue 
and, in the end, the criticism. There are those who 
blush at the sound of the word (1) and those who 
wouldn’t hear of “various curators” telling them 
what to do. This might be one of the reasons why 
we are where we are.

what is the role of the curator in the work of 
the gallery?

In Bulgaria the roles of the curator and the gallery 
manager often overlap. We don’t have such a 
clear breakdown of responsibilities. I don’t think 
we can afford it. That said, the curator should be 
the creative engine of the gallery, the mediator 
between the rational goals of the owners and the 
creative instincts of the artist.

is there a place for niche galleries in Bulgaria?

Why not? It’s a viable strategy. As long as the gallery 

can avoid repeating itself. Whatever the case, a 
gallery should have clearly stated priorities. 

how would you evaluate Sariev’s contribution 
to the Bulgarian art scene, and specifically to 
the scene in plovdiv?

I am afraid I can’t be objective. I am biased. For 
me, the Sariev Gallery is a friend and a partner. 
What makes them special is the ambition to set a 
different standard, in Plovdiv and elsewhere. I’ve 
often commented on their contributions. They’ve 
developed a lot since the beginning. They are 
now a very successful mix between a private 
gallery and a non-profit organisation. I think 
they are one of the key players on the Plovdiv art 
scene. The precocious child of our time, very pro-
active and adaptive. I am convinced they are the 
surviving type and have a bright future in front 
of them. These five years – with all the events 
and initiatives they’ve supported – it’s only the 
beginning. 

(1)Kur is Bulgarian slang for penis.
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1. Richard Hutten, Homage I, porcelain
from Just Arrived - Dutch design, 28 September – 30 October 2007

2. Albena Mihaylova – Bendji, Book, printing techniques
from The Code, an exhibition by Albena Mihaylova, 1 September – 26 September 2008

3. Yana Yunakova, no name, porcelain 
from Free Geometry, an exhibition by Yana Yunakova, 11 May – 12 June 2006

4. Yana Yunakova, no name, porcelain 
from Free Geometry, an exhibition by Yana Yunakova, 11 May – 12 June 2006

5. Prof. Bojidar Bonchev, Tooth, porcelain
from Caries, prof. Bojidar Bonchev, 29 September – 7 November 2006

6. Monika Popova, Lectures in Egyptology, porcelain
from Text and Ceramics, 6 November – 18 December 2007

7. Rossen Rashev – Roshpaka, SMS to my beloved, textile, embroidery
from Noah’s Boat, an exhibition by Rossen Rashev – Roshpaka, 3 April – 15 May 2007

8. Elena Panayotova, Troyanska Slivova and mezze, 15 objects, ceramics
from Fruits of St. Spiridon, 14 November – 12 December 2007 

9. Claire Mclaughlin, origami boxes, paper 
from Changing Place, an exhibition by Claire Mclaughlin, 30 March – 10 May 2009



This issue is supported by:

sariev gallery
40 otec paisiy str.
4000 plovdiv
+359888520375;+359888221302
www.sariev-gallery.com

working time
thuesday - saturday
12.00 - 19.00
on monday and sunday by appointments
office@sariev-gallery.com


