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BopsHa MeTkoBa e poaeHa npe3 1985 B CoduiA. Boryana Petkova is born in 1985 in Sofia.

=
=

Mpe3 2011 3aBbpwBa HauroHanHata XypoxectseHa Akagemusa B Codus, a npes
2015 AkapgemuATa 3a U3ALLHW N3KYCTBa BbB BaneHcreH (OpaHuua).
B MomeHTa xuBee 1 paboTu B Mapmk.

N36paHu n3nox6m ot nocnegHuTe roguHn: 2018 L'arbre de Darwin, FRAC Limousin,
OpaHuua, 2018 MucaHo(He)kasaHo, Contemporary space, BapHa, bbnrapus, 2017
Buenane Miony3, Mulhouse, ®paHuus, 2017 Let them draw, ranepua Capues,
Mnoeaue, bbnrapua, 2017 N3noxba Ha CbBpemMeHHa pucyHKa 6b, Saint Denis,
OpaHuuma, 2016 N3noxba Ha HOMUHMPaHUTE apTUCTU 3a HarpagaTa 3a CbBPEMEHHO
n3kyctBo BA3A, CI'XI,Codusa, bbarapua, 2016 N3noxba nés/remix ¢ ¢poTorpada
Ounun basaH, ranepus Le Corridor, B Cité Internationale des Arts, Mapwx, ®paHuns,
2016 Salon de dessin in situ, ranepus Linz, Mapwx, ®paHuusa, 2016 buexane 3a
cbBpemeHHO 13KycTBo Cachan, ®paHuus, 2015 M3nox6a A3, LeHTbp 3a N3KYCTBO
Juvenal, Benrus, 2015 n3nox6a Ha HOMUHMPaHWUTE apPTUCTY 3a Harpaaa Ha GoHAaLma
Pierre David-Weill, DpeHckua MHCTUTYT, AKageMua 3a N3ALLHN N3KycTBa B Mapiik

Homwunauun/Harpagn

2017 Naypeat brieHane Mionys, ®paHuusa

2016 HomrHauumA 3a HarpajaTa 3a CbBpeMeHHO 13KycTBo BA3A

2015 Tpeta Harpaja Ha ¢oHpauusa Pierre David-Weill, ®peHckua wnHCTUTYT,
Akafemuis 3a n3ALWHN 13KycTBa B Mapwx, OpaHyma

2013 Harpaga COW International design festival, kateropus Vnioctpauus, YkpaitHa

AHppe Cep-Munan (1965) e komno3utop. MNpoeKkTupa My3nKaaHV KOMNO3nLmum
KaTo pa3suMTaHeTO Ha HalMA CbBPEMEHeH CBAT W YOBELWKOTO CbCTOAHWE B
KOHTEKCTa Ha pa3bupaHe Ha CMUCHIa U Bb3MOXHOCTUTE Ha HalleTo Bpeme, KaTo
rnofeseH MoTeHUMan 3a CrogeneHo Obgeuje. HeroBute  KOMMO3WLMM
B3aVIMOAENCTBAT C APYrv XyAoKecTBeHU GopmMu — MbpPopMaHC, TaHL, TeaTbp,
MHCcTanaumm, dprnmu. Mon3sa HOBY TEXHONOTMW N TPAAULNOHHNTE MHCTPYMEHTH.

Mpe3 2006 e HocuTen Ha Harpaga oT SACEM. Mpe3 2003 n 2005 nonyyasa “Grand
Prix” n “Heart stroke” Ha “Academy Charles Cros”. Hocuten e Ha Harpagata “Villa
Medicis Hors les Murs” Ha ®peHcKua MHCTUTYT. IMa Harpaja 3a MHCTPYMeHTanHa
KOMMO3MLMA C eNeKTpoaKyCcTUYHa 1 KOMMIOTbPHa My3nKa B Knaca Manoury Ha
JInoHckaTa KoHcepBaTopuA. XyfoxecTBeH AupeKkTop e Ha acounauuata C.RE.A.
CoTpyoHnum Ha Art zoyd. YneH Ha “Futurs Composés”. PbkoBoauTen Ha
KOMMNO3MLMOHHNA oTAen Ha PemckaTta koHcepBaTopusa. YneH Ha SACEM un SACD.

In 2011 she graduated from the National Academy of Arts in Sofia and in 2015 the
Academy of Fine Arts in Valenciennes (France).
Currently she lives and works in Paris.

Selected exhibitions of recent years: 2018 L'arbre de Darwin, FRAC Limousin,
France, 2018 Written (not) Said, Contemporary space, Varna, Bulgaria, 2017
Biennial Mulhouse, France, 2017 Let them draw, Sariev gallery, Plovdiv, Bulgaria,
2017 Exhibition of contemporary drawing 6b, Saint Denis, France, 2016
Exhibition of artists nominated for the Contemporary Art BAZA Award, Sofia Art
Gallery, Sofia, Bulgaria, 2016 Exhibition nés/remix with photographer Philippe
Bazin, Le Corridor Gallery in Cité Internationale des Arts, Paris, France, 2016 Salon
de dessin in situ, Linz Gallery, Paris, France, 2016 Biennial for Contemporary Art
Cachan, France, 2015 Exhibition A3, Juvenal Art Center, Belgium, 2015 exhibition
of award-winning artists for the Pierre David-Weill Foundation Award, French
Institute, Academy of Fine Arts in Paris

Nominations / Awards

2017 prize winner of Biennial Mulhouse, France

2016 nominated for the Contemporary Art BAZA Award

2015 Third Prize of the Pierre David-Weill Foundation, French Institute, Academy
of Fine Arts in Paris, France

2013 COW Award International design festival, lllustration category, Ukraine

André Serre-Milan (1965) - composer, artistic director - designs musical composi-
tion as a reading of our contemporary world and the "human condition" :
understanding sense and potential of our time, and transcribing its music into useful
evidence for a shared and softened future. With this attitude, his compositions led
him to interact with other cultures and arts forms to realize concerts, shows (
including dance, theater, visual arts ), multimedia performances, installations,
records and films productions. New technologies are part of its instrumentation, as
well as traditional instruments. Featured at the International Rostrum of composers
2006-UNESCO (production for voice and orchestra of Radio France), SACEM 2006
price for educational score, "Grand Prix" and "Heart stroke" in 2003 and 2005 of the
"Academy Charles Cros", Award Winner "Villa Medicis Hors les Murs / FRENCH
INSTITUT". Price of instrumental composition, electroacoustic and computer music in
class Manoury the Lyons Conservatory. Artistic Director of C.R.E.A. Association, head
of the composition department of the reims conservatory, art collaborator of art
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zoyd (cross-border center of musical creation and production), member of "Futurs
Composés" / National Network of musical creation, member of the SACEM and SACD.
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H220cm

KypaTtop : VipnHa baTtkoBa

Hall-nakoHMYHOTO OMMCcaHne Ha PUCyHKaTa KaTo NMPOLeC € OCTaBAHE Ha criefia C N36paH OT XYA0XKHVIKa MHCTPYMEHT BbpXy OnpefesNieH 3a apTUCTUYHaTa Hameca matepman. PucyHkara e
Hal-KpaTKns 1 6bp3 HauMH 3a BM3yanm3aums Ha UAenUTe U B TO3M CMUCHS CMOHTaHHATa peakuus, Bofella A0 MosiBaTa Ha JIMHUMTE BbPXY PUCyBaTefiHaTa MOBbPXHOCT, KaKToO U
HenpeaHaMepeHUs »eCT ce 3amneyaTBaT AMPEKTHO B KpaliHWA pe3yntat. AMepuKaHcKaTta aHTpononoxka Enen [lecaHnek Gopmynupa npaBeHeTo Ha U3KYCTBO KaTo ,CMOCOOHOCT Aa ce
opopMmsA 11 MO TO3M HaUVH [ja Ce yrpa)KHsABa HAKaKBa CTeNeH Ha KOHTPOM BbpXy HeNnpuBReKaTenHua matepuan ot exefHesreTo". PrcyBaHeTo 3a bopsiHa MeTkoBa e akT Ha OCMUCTIAIHE Ha
CBETa, a He apTUCTMYHA NPaKTUKa C onpeaeneHa meavs. Ta JOKYMeHTMPa NpoLeca Ha PUCyBaHe OT PasNYHY FeAHV TOUKM — GU3NYECKOTO ABUXKEHME HA PbKaTa, B3aUMOAENCTBMETO C
apXMTEKTypaTa 1 HelHWTe MOBbPXHOCTY, 3BYLMTE, KOUTO MPOV3BEXAA PVCYBALUMA 1 NMPOV3BOAHUTE Ha Te3W 3ByUM My3uiKa WU KOMMIOTbPHO MOAENMpaHu TpumsmepHn bopmu,
cneuvdurkaTa Ha HabNIAEHNETO NPU PUCYBaHE UN HaKpaTKo bopsaHa aHany3npa cnocobHOCTTa Ha IMHMATA Aa ClefjBa ABVKEHUETO Ha MIUCHATA. B eAHO cBoe npoyuBaHe 6pUTaHCKUAT
aHTpononor Tum UHrona npeactaBs pasBUTMETO Ha MAeATa 3a NIMHWATA Npe3 MHAWAHCKTE CUCTEMW HAa KOMYHUKALWA Ype3 HULIKUTE B TbKaHUTE U KUMYCUTE, APeBHaTa Kepamuika,
aBCTPaANUINCKOTO abOPUIeHCKO M3KYCTBO, reorpadcknTe KapTu, HOTHOTO MUCMO, MMCMEHOCTTA U KanurpaduaTa, CXeMuTe Ha BPDB3KW, C KOUTO CU CIYXKaT HayyHUTe M3CnefBaHusA un
reHeanoruaTa 1 np. B 3aknioueHne eHa oT HErOBUTE KOHCTaTaLum e, ue, dparMeHTpaHaTta NoCTMOAEPHa IMHNUA He MPeMIHaBa NOCTeNeHHOo OT eAHa AeCTMHALMA KbM 4pYra, a OT efHa
TOUKa Ha pa3KbcBaHe o Apyra. Te3n TOUKM He ca MECTOMONOXKEHNS, a 3MECTBaHUA - 06bpPKaHU cermeHTI.” PbKaTa, KOATO bpKu MONMBa B paboTuTe Ha BopaHa He NPOCTo HaHacA IMHUN
no 6anarta NAOCKOCT, TA N3CNeABa TePUTOPUN, Cb3fjaBa MbTeKM, OCMUCAA NMOBbPXHOCTYW, OCTaBA Clefun oT paboTa B OrpaHMYeHn NPOCTPaHCTBa, CleAn, ONUCBaLLYM eMOLVIOHANHN
CbCTOAHNSA, CIEAN HA HEMOCPEACTBEHMN PeakLmuy KbM dpri3nyeckaTa Cpepa, CieAm oT yCUANETO fia ce NPeoAosABaT rpaHnLu.

B HOBMA NPOEKT, Cb3fafieH 3a NPOCTPAHCTBOTO Ha ranepus +359, bopsaHa opueHTpa paboTaTa Cvi OKONO 0COBEHOCTUTE Ha apXMUTEKTYpaTa Ha BOAHATA Ky/a, B YMUTO LEEHTBP CTOM KONOHa,
KOATO € rPpbOHAKbT Ha CbOPbXKeHMETO. [IBUXKEHNETO B CrpajaTta ce OCbLieCcTBABA MO CNUpanoBmaHa CTbiba, KoATo 0buKans To3u rpbOHaK AOCTUIaKK HeroBaTa Hal-BUCOKA TOUKa,
KbETO e CUTYMpaH pe3epBOapbT 3a BOAA. 3a Aa Ce 06X0AM LANOTO NPOCTPAHCTBO OT Bbpxa Ha KynaTa TpAbBa Aa ce ciese no Apyra cTbba 3a Aa ce JOCTUrHe MNOCefHOTO NOMELLEeHNE —
TOBa Ha pe3epBoapa. PucyHkute Ha bopsHa MeTkoBa cnepgar 103n fepuHUPaH OT apXUTEKTYpHATa Cpefa PUTHbM, Te CUHTE3MPAT BU3yallHO KaK ce pa3BMBa CEMaHTMKaTa Ha naesTa 3a
YOBELLKMA CTPEMEX HAarope — OT M3HAYaIHOTO YCUAVe TANOTO fja Ce AbPXKM U3MPaBEHO A0 METaGOPUYHUA 1 EKBMBANIEHT, ONWCBALL NIMYHNA XKUTENCKM MBT Ha 13KayBaHe No BepTMKana,
Mo KOATO Crlefl BCAKA AOCTUIHATA TOUKa CieiBa ABMXKEHVE HafoJy, AOKATO 6bAe AOCTMIHATa HavyanHaTa Touka 3a HOBO M3KauBaHe. JIMHMWTE, KOUTO OMMUCBAT TOBA ABMXKEHVE HA MPbB
norneg M3rnexaaT XaoTWYHN 1 Heoby3AaHuW, HO B HauMHa, MO KOWTO Ca HAHECEHW BbpXY CTEHUTE € 3aneyaTtaH NepCcoHanHuA eK3MCTEHLMANeH onuT Ha pucyBawms. bopsaHa MeTkosa
npeacTaBsa eaHa 6e3kpaliHa Anarpama OT BbPXOBE W CMafoBe, KOSATO, OCBEH GU3MUECKO NPOCTPAHCTBO, 06XBalla 1 3HaUMTeNeH CerMeHT OT ¢u3nuyecko Bpeme. Pednekcrara Bbpxy
NMYHaTa UCTOPUA e CBbP3aHa C NIMYHaTa NameT, a TA He e HaAEXAEH U3TOYHUK Ha 06eKTMBHa MHPOopMaLMA. 3aToBa, NOTbBAVKM B Te3U NMHeapHU MapLpyTn, bopaHa npocnegsasa
Bb3MOXHOCTTA 33 Bb3CTAHOBABAHE Ha IMMCBALLY BPB3KU MEXAY OTIOMKMTE Ha CNOMEHUTE, UM Pa3CbXAaBa BbpXy MpuuMHaTa 3a TAXHaTa 3aryba, B KOHTEKCTa Ha efuH BCe no
dparmeHTapHO 060CO6ABALY Ce CBAT, CbC CPefCcTBaTa Ha M3KycTBOTO. A To, cnopep »Kun [lenbos,, € Hali-AMPEKTHOTO MHTEH3NGMLUMPaHe Ha PE30HAHC U AUCOHAHC MeXAay TenaTa u
KOCMOCa, Mexay efHa cpefa uiv putbm 1 apyra.” B tosu cmucbn lenbos Buxaa dunocodrsta, KOSTO MOXeE [a NPEeLIoxKM N3KYCTBOTO ,He B TEOPUATA Ha N3KYCTBOTO, B U3MUCIIAHETO Ha
HeroBMTe MbYaNVIBU UM HEPA3BUTU KOHLIEMLMK, HO B TOBA KaKBa YacT Crnofenat punocoprata 1 N3KyCcTBOTO — TAXHATA KOPO3KA B Xaoca, CTOCOGHOCTTa UM Aa AXHAT BbJIHUTE Ha efjHa
BMOPALMOHHA BCeneHa 6e3 HanpaBeHne Uiu Len — HakpaTko, CTOCOBHOCTTa UM Aa Pa3sLUMPAT BCeneHaTa NocpecTBOM Bb3MOXHOCT HENHUAT MOTEHLMAN 4a Ce CIyun Mo APYr HAumWH,
na 6bfe oyepTaH upes KOHLENLUMM 1 Bb3AENCTBIA.* BU3yanHUAT pesynTaTt OT MHTepBeHUMATa Ha bopsaHa no cTeHWTe Ha BOAHATA KyJla CbyeTaHa CbC CayH[ MHCTanauvaTa, Cb3aafeHa B
konabopauus ¢ AHgpe Cep MunaH, ce poKycrpa eJHOBPEMEHHO BbpXy €CTECTBEHOTO YOBELLKO XeflaHue 3a KOHTPOS BbpXy 3a06MKanaLiata H1 XI13HeHa cpeaa upes 3aTBapsiHeTo 1 B
rpaHMLMTe Ha HalWTe YCTaHOBEHW NPEACTaBM 3a HesA, KAaKTO 1 BbPXY UAEATA, KOMKO WITIO30PHM N HECUTYPHM Ca Te3W rpaHuLM, CbOTBETHO M HallaTa Bb3MOXHOCT fla pasunTame Ha
CblyecTByBaHe B KOMPOPTHA 30HA OT YCTAHOBEHW MOHATUSA, KOUTO 3a[aBaT NMOCOKa Ha CTAaBUIHOCT N PAaBHOBECUE B XKWUTEWMCKUA HI MbT N KOHCTUTYMPAT €AVH NepCcoHaneH MUKPOCBAT,
KOWMTO He MOANEXW Ha CbMHeHve. CayHA MHCTanaumata BepmukasaHu cmenku NofCcUiBa TOBa YCELlaHe C HePaBHOMEPHMA 3BYK Ha CTBIKU, KOHCTPYMPaH Mo MeTofa Ha OKTODOHMATA,
perucTprpaLLm ABMKeHeTo Ha bopsaHa Harope v Hagosy No CTbAGUTE Ha KynaTta B MOMEHT Ha paboTa Bbpxy U3n0x6aTa, yNnaBaKki upes 3ByKa 0CBeH Gr3MYECKOTO yCuive CBbP3aHo C
LBVPKEHVIETO U Pa3NIYHN eMOLIMOHANTHN CbCTOAHMA Ha ABVKELLMA CE, KOUTO Ce C/IMBAT Taka Ye 3a CyLIaTesna Beye He e ACHO Jany MocoKaTa Ha [ABVXKEHIE e Harope v Hagony.

Lines :A brief history, Tim Ingold, First Published 2007 by Routledge
*Chaos, Territory, Art Deleuze and the Framing of the Earth, Elizabeth Grosz, Columbia University Press New York

H220CM BopsHa MNeTtkoBa, Up/Down nepdopmatriBHa pucyHKa, aetain, 2018
Curated by Irina Batkova Boryana Petkova, Up/Down, performative drawing, detail, 2018

The most laconic description of the drawing as a process is to leave a trace with a tool selected by the artist on a material specified for the artistic intervention. The drawing is the
shortest and quickest way to visualize ideas, and in this sense the spontaneous reaction leading to the appearance of lines on the drawing surface as well as the unintentional gesture
are sealed directly into the final result. The American anthropologist, Ellen Dissanayake phrases art making as “the ability to shape and thereby exert some measure of control over
the untidy material of everyday life". For Boryana Petkova, drawing is an act of rationalization of the world and not an artistic practice with a certain media. She documents the
process of drawing from different points of view - the physical movement of the hand, the interaction with architecture and its surfaces, the sounds produced by the graphic and the
derivatives of these sounds like music or computer modelled three-dimensional shapes, the specifics of observation in drawing, or briefly, Boryana analyses the line's ability to follow
the movement of thought. In one of his studies, the British anthropologist, Tim Ingold presents the development of the notion of the line through Indian communication systems,
through threads in the fabric and kipu, ancient ceramics, the Australian Aboriginal art, geographic maps, musical notation, the writing system and calligraphy, the schemes of
relationships employed in scientific research and genealogy, etc. In conclusion, one of his findings is that "the fragmented postmodern line does not move progressively from one
destination to another, but from one point of rupture to another. These points are not locations but dislocations, segments out of joint” The hand that holds the pencil in Boryana's
works does not just lay lines on the white surface, it explores territories, creates paths, makes sense of surfaces, leaves traces of work in confined spaces, traces describing emotional
states, traces of immediate reactions to the physical environment, of the effort to overcome borders.

In the new project, created for the space of Gallery +359, Boryana has focused her work on the peculiarities of the architecture of the building of the water tower, where in the centre
stands a column, which is the backbone of the facility. The movement in the building takes place on a spiral stairway that runs around this backbone reaching its highest point where
the water tank is located. In order to walk through the entire space from the top of the tower, it is necessary to go down another stairway to reach the last room - that of the tank.
Boryana Petkova's drawings follow this rhythm defined by the architectural environment; they visually synthesize how the semantics of the idea of human drive to move up unfolds.
From the initial effort to keep the body upright to the metaphorical equivalent, describing the personal life course of vertical ascent, where after each point reached follows a descent
to the starting point for a new ascent. At first sight, the lines that describe this movement seem chaotic and unrestrained, but in the way they are applied to the walls is sealed the
artist’s personal experience. Boryana Petkova presents an endless chart of ups and downs that, besides physical space, covers also a significant segment of physical time. Reflection
on the personal story is related to personal memory, which is not a reliable source of objective information. Therefore, by sinking into these linear routes, by means of art Boryana
tracks the possibility of restoring missing links between the debris of memories or reflects on the cause of their loss in the context of an increasingly fragmented world. And art,
according to Gilles Deleuze "is the most direct intensification of resonance and dissonance between bodies and space, between one medium or rhythm and another." In this sense,
Deleuze sees the philosophy that art can offer "not in the theory of art, in the fabrication of its silent or underdeveloped concepts, but in the part that philosophy and art share - their
corrosion in chaos, their ability to ride the waves of one a vibrational universe without direction or purpose - in brief, their ability to expand the universe by allowing its potential to
happen in another way, to be outlined by concepts and impacts."* The visual result of Boryana's intervention on the walls of the water tower combined with the sound installation
created in collaboration with André Serre-Milan focuses both on the natural human desire to control our surrounding living environment by enclosing it within the boundaries of
our established perceptions thereof, as well as on how illusory and uncertain these boundaries are, and respectively, our ability to rely on the existence in a comfort zone of
established concepts that set the direction of stability and balance in our life course, constituting a personal micro-world that is beyond doubt. The sound installation Vertical Steps
enhances this sensation with the uneven sound of steps structured by the method of octophony. It registers Boryana’s movement up and down the stairs of the tower during her
work on the exhibition, capturing through the sounds not only the physical effort associated with the movement, but also the various emotional states of the one who moves, and
these sounds merge so that it is no longer clear for the listener whether the direction of movement is up or down.

Lines :A brief history, Tim Ingold, First Published 2007 by Routledge
*Chaos, Territory, Art Deleuze and the Framing of the Earth, Elizabeth Grosz, Columbia University Press New York
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MpoeKTbT npefcTaBA  aBTOPWU, KOUTO MOAENupaTt u3nox6eHoTo
MPOCTPAHCTBO He camo upe3 O06GeKTUTe, KOWTO MpefcTaBAT
KOMYHVKALUMOHHWTE WM CTpaTerv, HO 1 upe3 TAXHaTa nwvnca,
pa3cbxpaBalku BbPXY BPbB3KUTE MEXAY BK3YyanHO M CMUCIOBO
cbabpKaHMe. Taka Cb3fgafieHnWTe May3u B eKcrosuuyumte 3ajaBat
onpegesieHn rnapameTpy Ha Bb3MpUATUE 1 MPOBOKMPAT BHUMATESIHO
OCMWCIIAAHE Ha KOHLENuUW CUTYUpaHu B cneunduyHoTO
apXMUTEKTYPHO MPOCTPAHCTBO Ha Crpafa, MocTpoeHa Aa CbXpaHsBa
OrpoMeH, HO Beye Npa3eH pesepBoap 3a BoAa.

The project presents authors who model the exhibition space not only
through the objects that represent their communication strategies but
also through the lack thereof, reflecting on the links between visual
and notional/semantic content. The so-created ‘breaks’ in the
expositions set certain perceptual parameters and provoke a careful
reflection of concepts located in the specific architectural space of a
building built to store a huge, but already empty water tank.
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