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Tbpcum emoumsi, GanaHcupame BpeMeTo, KOeTO rpekapBame B caMoopraHusauusi B
cucTtemaTa OT MOCTOSIHHO pasBMBalljata ce npekapusauusi. Ek30TaMbT kato marusi Ha
YY)XOOTO U CblLEBPEMEHHO HOBOTO € CBbp3aH C HapOAHOCTHOTO MUCIEHEe 3a PasfIMYHOTO, C
NCTOPUSATA Ha KOMOHM3auMATa M pasBUTUMETO Ha wumnepuanuama. Moxem obGave pfa
M3rnon3samMe MOHSATMETO 3a €K30TMYHO OObPHATO HaoMakM, KaTo HELo, KOeTO HaAMa Aa Hu
Bb30yAM CbC CBOSITA HEOYAKBAHOCT, C BHE3anHWsi NMOTOK OT HEU3BECTHOTO, a CbC CBOsTA
nnaHupaHocT. MoxeMm a ce oTHacsiMe C HEro kaTo C pasBrieyeHune, Aa ro u3nosiaBame karto
Bb3CTaHOBsAIBaHe, kKaTo CPeACTBO 3a 3anasBaHe Ha 3[paBeTo M eCTeCTBEHOCTTa WM KaTto
Ha4MH 3a Ono3HaBaHe Ha CKpUTUTe, BCe oLle Taby Unu rpeLlHO MHTePNPEeTUPaHK SBNEHMSI.

Pabotnte Ha gBamarta xyaoxHuum BonH ge BounH n JlyGpu, kouto Tpsabea aa cv npusHas
no3HaBam OT edHa eguHCTBeHa m3noxba B [para m oT cTpaHuuuTe Ha ranepus ,Sariev
Contemporary“, me nHTepecyBaT MMEHHO OT acrnekta Ha nepdgopmaTtmMBHaTa CNOHTAHHOCT.
[lBamata MmaT MHOro obwo — npeam BCUYKO M3TOYHMKA, OT KOUTO 4epnsaT, npodecuara,
HauMHa Ha pasBfievYeHne, CTuna U EeCcTeTUYECKUTE nMpeanoynTaHusd. Bbnpekn uye
MOoTMBaUuaTa MM e pasnuyHa — BonH ge BoWH wmn3scnegBa MexaHU3MuTe, MNpUYUHKUTE,
CUCTEMUTE, MUMUKPUMTE WU KOHUENUMUTE OT MMETO Ha OTAEeNHUTE OOLECTBEHM MPOSBU,
Jlybpn no-ckopo ynaBsa MNOBbpPXHUMHATA Ha OHE3M OOLWECTBEHW, HO CbLUO CEMENHU W
NPUATENCKN CbOMTUS B pa3nnyHn popmun. Korato roBopst 3a NnoBbpxHUHATa, HIMaMm npeasua
NOBBbPXHOCTTA.

Owe 3urcppua Kpakayep, HEMCKM M aMepuKaHCKM OUNMOB M KyNTYpPEH KPUTUK, TEOPETUK,
coumonor W nucaten, ce 3aemMa C [MOBULIEHO, [OpU €eTHOrpadpCKo BHUMAHWE C
npocnegsiBaHeTO Ha MOBbpPXHMHATa Ha obuwectBeHuTe sBneHus. Jlybpu rosopu 3a
mMeTacpopaTa Ha 3aMbINEHOTO orfiedano, B KoeTo obLiecTBOTO ce OTpa3siBa B HeErosBute
doTorpacun, KOUTO B CbLLOTO BPEME HE Ca JOKYMEHTaneH kaabp, a CBbp3aH CBAT, ,BTOpa
npupoaa“ — Me Ha eiHa OT HEroBUTE U3N0XOM, KOETO YECTO Ce CNoOMeHaBa B TEKCTOBETE 3a
Jly6pu. WManonaea momeHTa, kKorato doTorpadpckuaT obpa3 cbhb3gaBa HoOBa eHeprus,
ocurypsiBalla Ha cBeTa Ha poTtorpacdumaTa noBeye XMBOT, MOBEYE EMOLMSA OTKOMKOTO B
NUCTUHCKMS TakbB. MMpuHYy>K4aBa BCUYKK, KOUTO HE ca OTBbPHAaNM NypuUTaHCKU norneg ot TsX,
[a ce 3aMuCrnAT Haj TOBA, 3@ XXMBOTa KOMTO BOAAT MMM CaMO [a CPaBHAT XMBOTA B U npefq,
CcHumMmKaTa. T ,BTopaTa npupoga“ He e npupogarta Ha xopaTa npef KameparTa, a Ha JyoBeka
3ag Hes. [Mo3BonsiBa My BTOPW XXMBOT, BTOPU MNOrned, BTOPWU CBAT, HO HE MO Ha4yMHa, KaKTo
Korato dotorpadpbT — cybekT gebHe mHTepecyBalmnsa ro 00EKT, CbLLO HE W napanesiHo
koraTto cybekTbT (TBOpeu) b6ara B gpyra peanHoct. OTBaps My, a KOCBEHO W Ha Hac, Apyr
YOABIDKEH >KMBOT, peaneH BbMApekn npeobnuyaHmaTa, no3ute, eKCTpaBaraHTHOCTTA,
npeacTaBsHETO, urpata U MackMpaHeTo, NoA KOMTO eCTECTBEHOTO OXMBSBA, HEOOBbLP3aHO
oT 6e3KpanHMsa CaMOKOHTPO.

Jly6pu 3acHema cbbUTUA, KOUTO LOEWCTBUTENHO Ce CriydyBaT — MOXe Ou C U3KMYEeHME Ha
HSAKOSKO CLIEHM 3a MOAHW U nandcrann cnucaHus. B cboTo Bpeme, obade, n3dbupa Takmea
NposiBU, KOUTO MO CBOSATA CbLUHOCT MMaT nepdopMaTUBEH XapaKTep, 3a KOUTO CMe
CBUMKHanNu ga ce nogroreamMe, Aa OTAENMM BpeEME 3a TAX U BpEME 3a Bb3CTaHOBSABaHe cnepn
TOBa, Aa ce obnedvem, fa ovakBame, HaAKpaTKO TakmBa OT KOMTO OYaKBaMe MNpexuBsiBaHe.



doTorpacdmmte My He nogfexaT Ha HUKakBa nepapxusi, aBTOPbT HMKOra He Kassa: TOBa €
N3KYCTBO, @ TOBa € CaMO CHMMKa OT BakaHUMsTa UM OT BeyepHaTta 3abasa. Tasu nunca Ha
onpegensdiia no3uLmMs e xapaktepHa B MoparHarta nfocKOCT, KoraTo TOM ce uHTepecysa OT
pa3HOObpa3HK, 3a HAKOrO W KpavHM YOBELLKM MNPOSIBM M acnekTu Ha obuwecTsaTta,
MHOroofpasmeTo nm, CXoACTBO U 0CcOBeHOCTU. He ca npeameT Ha peLleHne OT HSAKOMW, KOWTO
ynpaBnsiBa fageHnss MOMEHT C HaTUCcKaHe Ha cnycbka. Jlybpu ce oTkasBa OT no3vumdaTta ga
BnacTBa 3aj dooToanaparta n nsbupa ga ce criee ¢ kamepara.

Bugeata u nbpgopmaHcnte Ha BomH ge BowH m3cnegBaT BUCOKUTE W3UCKBAHUS KbM
nepgopmaTMBHOCTTa Ha HalMs XMBOT. B TaAX ce cmecBaT enemMeHTM OT couuanHu u
NMCUXONOMMYECKN aHanu3n oT CUCTEMHUTE MOAENM Ha OOLECTBOTO C HEFOBMUTE MpaLMOHANHK
nposen. CvbutnaTa ca Npuapy>KEHM OT LEenusi CUMBOMIMYEH anapaT, KOUTO MOoHsIKora mva
OykBanHu 3Ha4yeHus u ynotpedbu, a gpyr NbT No-cBOOOAHM N €CTETUYECKN KayecTBa, U €
CbCTaBeH OT MHAUBMAOYaNHUTE BKYCOBE Ha yvacTHUKa. B cnyyada ¢ ABamarta aBTopu, €3UKbT
Ha KOCTIOMUTE W MacKUTe MMa OTHOLUEHWE KbM HOBUA WHTEpec KbM obnactra
MOEHTMYHOCTTA, KM4YoBaTa TeMa 3a MPOCTPAHCTBO Ha OGuBLuMs m3TodeH 6nok B 90-Te
rogMHM Ha MMHanug Bek. [JHelHaTa NaeHTUYHOCT € BCe No-3aBMcuMa OT NMPOMEHSILLOTO ce
OTHOLWEHne Ha cybekta u obekTa, N NpeMMHaBaHETO Ha CybekTa B CbCTOsiHME Ha OOekT.
3artoBa e BaXHO ga oTbenexunm, Ye BonH ae BoiH He e caMo NpoTaroHNCT B COOCTBEHUTE
cn nbpcopmaHcy, kouto JlyGpu 4ecTo CHMMa, HO CbLUO Taka akTbOp B CBOUTE BuAea wu
yecTo 06ekT BbB hoTorpacdumte Ha Jlybpw.

BovH npocnegsBa pasnuyHu oOLLECTBEHWM NPOsIBU — OT TakuBa, KOMTO Hanopobssat
OKYNTHW, CEeKCyariHn u KapHaBanHu putyanu, RPG (ponesu urpun) unu pegnekcun Ha nasarta
dunocodud. OT opmanHa rnegHa Touyka BoWH ce uMHTepecyBa OT XaHpoBeTE Ha
nbpdopmaHca, My3uMKanHusa Knun, wurpute, Bugearta, oT crtuna ,Tableau vivant” c
NPUNOKPMBAHETO MY B XMBaTa U €JHOBPEMEHHO C TOBa MHCLiEHWpaHaTa OEeACTBUTENHOCT.
NHTepecyBame uMeHHO ycunueTo ga ce pasbepe T03n cpaBHUTENHO HOB heHOMEH (Makap 1
C MNpOTOTUNM B [OEKaJEeHTCTBOTO), OpraHusvpaH B pearnHocTTa, Korato uenu rpynu ot
0o6LecTBOTO MMaT FOTOBHOCT [a >XMBEAT CBOSATA XMBa KapTWHa B cBeTa. 9 Moxe aa
n3rnexga Kato perpecusi KbM LEeTCTBOTO WM NOTPEOGHOCT Aa ce AOMbfHW MOHOTOHHUAT
XMBOT B YoBeka. OBMKHOBEHO TOBa ce Cry4yBa NiaHnpaHo, He3aBMCUMO danu nog dopmarta
Ha wurpu, pasenekatenHa ynotpeba Ha HapkKOTUMLM UMM agpeHanvHOBO MPUKIIOYEHME W
cnopT. TeaTpanHUAT 1 3penulleH akueHT Ha nbpdopmaHcuTe Ha BonH oe BonH cb3paBa
HanpexeHne mexagy obuyamHata cuTyauus M crneumanHoTo npexussiBaHe. CnopagunyHarta
CINOXHOCT U HETOYHOCT Ha M3MbIHEHMETO U ApamMaTypruyHuTe NpPonykn npeaynpexaasart 3a
TOBa aMOMBaNeHTHO OTHOLLUEHME Ha peariHoCTTa, KOHCTpyMpaHaTa UKUMS 1 uMuTauuaTa.
BonH e BowH ce onuTBa Aa kaxe, 4Ye cTapute TeopeTUdHU Moaenu, uacnensallm ToBa Kak
dyHKUMOHMpPamMe, TpsabBa Aa HamMepAaT ornopa B eMNUPUYHUTE METOAM, C KOUTO M3KYCTBOTO
He TpsAbBa Aa 6opasu, HO MOXE Aa NoKaXKe TAXHaTa eqPeKTUBHOCT.

Manoxbata e 4acT OT no-ronsM pasMeHeH MPOEKT, B KOWUTO MnaHuMpam Aa npeacraBs
HSIKOJSTKO OTKposABaLLM ce TBopum oT Yexna n bbnrapus. lNpes mecew, mapT B HelKnsa LeHTbPp
B Codua Oewe nokasaHa wusnoxbata Ha Baunae lupca ,Cectpu, goa ce AObpXum®.
EaoHoBpemeHHo ¢ ,All Tomorrow Exotic*, B ranepus ,Jlactuun® B NNnosame nma exkcrnosnyus
Ha gBama uJewkn coTtorpacdm Jlykaw HAcaHckm n MapTtuH MNonak ¢ HasBaHue “Libpkeu un
pUCYHKW’, a B ranepus ,Sariev Contemporary® B [nosaus nanoxbata Ha Upxun KosaHaa
"Nothing in the Middle". NMpe3 okTOMBpU NPeacTon MPOEKTbT Ha Mpaxkata XyooXeCcTBeHa
rpyna ,Rafani“ B codunckaTta ranepusa ,The Fridge“ n nanox6arta Ha 36uHek banagpaH B
MHCTUTYyTa 3a CbBPEMEHHO N3KYCTBO OTHOBO B Codmsa. CrieaBa npoabiikeHue. ..

Enut VepxabkoBsa, Kypatop



We are looking for emotions, we are trying to balance time spent on self-organization in the
system of loosening the traditional nine-to-five jobs. Exotism as magic of the foreign and
therefore new is associated with the idea of ethnic differentiation, with history of colonization
and imperialistic evolution. Yet, perhaps there is another way to use the concept of the
exotic, not as something that excites us by its suddenness, unexpected influx of unknown,
but by its planned appearance. We can handle exotic recreationally, use it for recovery, as a
tool for maintaining health and nature, or as a way of learning about the hidden, still taboo
and poorly interpreted phenomena.

The work of two artists Voin de Voin and Lubri — whom | knew until recently only from one
exhibition in Prague and Sariev Contemporary Gallery website — interests me precisely for
this aspect of performative spontaneity. They both have a lot in common — particularly the
source of their art manifestations, profession, forms of entertainment and their styling and
aesthetic preferences. Nevertheless, their motivations distinctly differ — while Voin de Voin
examines mechanisms, causes, systems, mimicry and concepts for social manifestations,
Lubri captures rather the surface of the social, but also family and friends events in a variety
of forms. When | speak of the surface, | do not mean superficiality.

Sigfried Kracauer, German and American film critic and cultural theorist, sociologist and
writer, already devoted increased, almost ethnographic attention to monitoring the surface of
social and cultural living. Lubri himself speaks of the metaphor of a foggy mirror where the
society is reflected through his photographs, but his photos do not serve as a documentary,
they are a related world itself, "second nature" — based on the name of one of his exhibitions,
often cited in the texts about Lubri. The artist uses the moment when the photographic image
creates a new energy, the moment which gives the world of the photograph more life, more
emotion than it has outside of the photograpph. It makes us who do not turn away from the
sometimes explicite content of his photos to think about the life the photos themselves live
and to compare the life on the photograph and in front of it. This "second nature" therefore is
not the nature of people in front of the camera, but of the man behind the camera. It gives
him a second life, second look, second world, quite the same like when the photographer is
stalking the object of his interest, which is not a parallel world for the artist to escapeto. It
opens to him (and indirectly also to us) another expanded life, very real despite all masking,
posing, extravagance, performance, playing and camouflaging under which the nature
revives, not bounded by the infinite self-control.

Lubri shoots events that are actually happening — except for some scenes for fashion and
lifestyle magazines. At the same time, he often bases his work on these events — which by
their nature have a performative character to which we are accustomed to prepare, dedicate
special time for viewing and for recovery, to which we dress up and look forward to, from
which we expect an excitement. His photographs are not subject to any hierarchy, the author
never says: this is art and this is only vacation or party photos. And this lack of evaluating
position is also characteristic on the moral level when he is interested in various and for
some people extreme manifestations of human activities and community aspects, their
plurality, similarity and peculiarity. They are not subject to judgement of someone who
controls a given moment by pressing a shutter button. Lubri gives up this power position
behind the camera and choses merging with the camera instead.

Voin de Voin videos and performances examine the high demands on the performativity of
our lives. They mix elements of social and psychological analysis of systematic society
designs with its irrational manifestations. The events are accompanied by the entire symbolic
apparatus that sometimes has precise meanings, but other times has more independent and
aesthetic qualities and it is composed from individual tastes of their participants. This talk of
costumes and masks relates (for both artists) to a renewed interest in the idea of identity, a
key theme of the former Eastern Bloc in the nineties. Today's identity is increasingly linked
with the changing relationship between the subject and object, and transition of the subject
into a state of the object. It is therefore quite significant that Voin de Voin is an actor in his
own videos, but also the protagonist in his performances, which are often photographed by
Lubri, so he is a frequent object of Lubri‘s photos.



Voin monitors various social phenomena, ranging from those which take form of occult,
sexual and carnival rituals and RPG games to those which reflect leftist philosophy and
modernity. Formally, Voin is interested in the relationship between the genres of
performances, music videos, games and tableaus vivant with their overlaps into the lived as
well as dramatically staged reality. It is this effort to understand this relatively new behavior
(albeit with prefigurations in decadence) — the reality of the staged — when the society groups
set up to live their picture of the world. It may seem like a regression to childhood or a need
for adventure as a complement to the monotonous working life. However, this happens most
of the time by planning, either games, recreational drugs or adrenaline sports and
entertainment. Theatricality and spectacularity of Voin de Voin's performances create tension
between the usual situations and special experience. The occasional complexity, imperfect
execution and dramaturgic gaps refer to this ambivalent relationship between reality,
designed fiction and imitation. Voin tries to say that the old theoretical models of examining
our operations must be changed. It is necessary to rely more on empirical methods, to which
the art is not meant to serve, but can reveal their efficiency.

The exhibition is part of a larger exchange project, by which | plan to introduce several
distinctive artists from the Czech Republic and Bulgaria. The exhibition entitled "Sisters, Stick
Together" by the Czech artist Vaclav Girsa already took place in the Czech Centre gallery in
Sofia in March. Simultaneously with the exhibition "All Tomorrow Exotic", the show
"Churches and Drawings" by two Czech participating photographers Lukas Jasansky and
Martin Polak is taking place in the Rubber Gallery in Plovdiv. At the same time in Sariev
Contemporary Gallery in Plovdiv, there will be Jifi Kovanda's show "Nothing in the Middle". In
October, this will be followed by an exhibition project of the Prague art group Rafani at The
Fridge in Sofia and Zbynek Baladran’s exhibition at the ICA gallery also in Sofia. Other
events will be announced later.

Edith Jerabkova, curator



