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MAHUOECTALUU HA TINYHOTO
Credka LlaHeBa

KoHuenuuaTa,MaHndecTaumm Ha IMYHOTO” 3a Ta3rogMIHOTO U3faHue Ha Codua Kynvp
®opym poinae [o ronsmMa CTeneH OT NaHenHaTa anckycua  Monutuka - ApT - Ikenabp”’,
VHMLMUPaHa No NoBOf MbPBOTO M3aaHMe Ha dopyma npe3 2012 r. u nybnnKyBaHa B OH-
nanH cnncanveto baucmep. EQnH OT CnopHWTE MOMEHTU B ANCKYCUATa belle, ye cek-
CyasIHOCTTa 1 NnonoBaTa UAEHTUYHOCT Ca HEeLo JIMYHO M KaTo TaKKBa Ca W anoanTUYHN
- KaTo BKYyCa 3a jpexu, XpaHa uim my3suka. B 3aknoueHmne efuH ot yyacTHULMTE B ANCKY-

cuATa CTUrHa Ao NUTaHeTo: ,3aLo Aa NoAMTU3NpPame anonTUYHOTO?" .

[a, Bbnpocute Ha nosa, NosoBaTa MGEHTUYHOCT 1 CeKCyanHOCTTa MoraT Aa 6bAaTt Bb3-
NpUeTy Kato NINYHK (1 anofMTUYHN?), HO CaMO B efjHa UAeanHa cpefa, fvlieHa OT KOH-
dnukTn. QakT e 0baue, ue He X1Beem B TakaBsa. TyK v cera (B Bbnrapus, EBpona, ceeTa,
MaKap v B pasfnyHa CTereH) ¥Ma YCTaHOBEHW 1 MOHAKOra M3rnexhaliy HenoKnaTumm
Mo3MLUMIK, KaKTo NoBenABa xetepoHopmata. OTKNOHABANKM Ce AU He Mpremaiiki f,
VHAVBUABT HaBMM3a B NPSAK KOHOIUKT C MOPaNHN 1 MHCTUTYLMOHANHN NPEAnncaHus,
umeTo NpeKpayBaHe e Her3MeHHO ,MOANTUYHO". Korato roBOpuM 3a Kynbp, COBAIMMHUAT
MOMEHT Ha MaHudecTauraTa Ha IMYHOTO (T.e. MPEBPbLYAHETO My B NYy6ANYHO) € HaCHUTEH
C KOHGVKTU U MPOTVUBOPEUMA N UMEHHO Ta3un MbAHOTA HAa CMUC/Y, 3HAYEHNA U UHTepP-
npetaumn e 06eANHABALLMAT MOTVB B Ta3roguULLHMA GOPYM.

+~MaHndectaunn Ha NMYHOTO" € eAUH BU MPOBOKALNA - OrOfIBaHe 1 paskpuBaHe, Cb3-
faBaHe Ha MHOXeCTBO CrofeNeHN NUYHN NPOCTPaHCTBA. [TPOTMBOPEUMBIM 1 Pa3HOMO-
COYHM ,IHTUMHW" ce6e/n3pa3ABaHnA Ha eAVHALECET aBTOPU, HAKOU OT KOWTO BIrTbOEHO
n3cniefBaT cobCcTBeHaTa CU ChLYHOCT, APYrY ce 3aHMMaBaT ¢ GeMUHU3BM, penurua u de-
TULWIM3BM, TPETU MbK U3XOXKAAT OT JIMYHATA CM CTOPUA B TbpCeHE Ha 6a3nCHUA BbMPOC
3a npeponpefeneHocTTa. He e ciyyaiiHo, ye B n3nox6bute B pamKute Ha dopyma npe-
o6nafaBaT aBTO/MOPTPETUTE, KOUTO NPefn BCMUKO NpeAcTaBNABaT CaMmo/Cb3epLaHmne 1
camo/aHanu3npaHe.

Usnox6ata B ranepus ,Backa EmaHynnoBa” Bkniousa paboture Ha CBeTo3apa
Anekcanpgposa, Kupun bukos, BoiiH e BoitH, AHTOHMA MNopKoBcKa, UBo Aum-
yeB, CtaHka KoneBa, KpaceH KpbcreB & Mayn JyHka, Jly6pu, bopsiHa Pocca n
Hatanua TopopoBa.

Taka Hanpumep BoiiH ge BoiiH npaBu eanH cBoeobpa3eH NoOpTPET Ha Malka 1 B Tbp-
ceHe Ha dakTopuTe, KOUTO Ca Mpeponpenenvy HeroBaTa JIMYHOCT U CEKCYaNHOCT.
CTpemeXxbT My KbM OCb3HaBaHe Ha Bpb3KaTa C MalikaTa U HEMHOTO 3HayeHue 3a op-
MUPaAHETO My M1HABa NMpe3 JIMYHUA My apXUB OT CHUMKM 1 CMIOMEHM 1 JOCTWra CBOATa
BPBXHA TOUKA B XUMHOTUYHNA CEAHC, Ype3 KOMTO TOV TOTaNTHO MU3/ara Ha noKas cBosTa
Hall-NnYHa, JOpW 338 CamMUA Hero Hernogo3npaHa o MOMeHTa, cTpaHa. C gpyr 6a3unceH
npobnem Ha cekcyanHaTa MAEHTUYHOCT ce 3aHumaBa bopsHa Pocca - ngeanute 3a
KpacoTa, KOUTo 00yCnaBAT XXeHCKOTO TAno. ,MaHudectaymaTa Ha NMMYHOTO” Ha Pocca
e CBbp3aHa C HeHOTO ,HOBO TANIO, KOETO HAMA FbpAn” (KaKTo camaTa TA Ka3Ba) - Ma-
HudecTaLms, KOATO Cce NpeBpbLLa B NOUTMYECKO M3Ka3BaHe Cpelly cTepeoTunumTe 3a
YKEHCKOTO TANO, BCNIEACTBME Ha KOWTO ,pa3NinyHuTe” Tena ca HeBMAUMY B 06LLEeCTBOTO.
KoHuenuuAaTa 3a ,HOBOTO” TANO NperpbLya 1 BKIOYBA ,Pa3/IMYHOCTTA” - TANOTO He e

1 Bx.usAnarta guckycus Ha agpec: www.blistermagazine.com/en/naHenHa-guckycus-Ha-6nmcrep-
MOMINTNKA; KaKTO U U3BAAKMTE B TO3U KaTasor.



onpefeneHo ot 6|/|HapHI/ITe no3nynm Ha XeTePOHOPMATUBHOCTTa U HenHuTe npeann-
CaHNA, KOeTO CTOM B OCHOBATa 1 Ha LAnaTta n3noxoa.

CbLUo € MOHATMETO 3a KpacoTa ce 3aHnmaBa 1 CBeTo3apa AnekcaHApPOBa, KOATO B pa-
6oT1aTa cv Memaghusuka Ha kpacomama V3non3Bsa ApPYr efleMeHT, CBbP3BaH C KeHCTBe-
HOCTTa - HOKTWTe. Ype3 oTaaneyaBaHeTo Ha aTpubyTa 3a pa3KpacsBaHe OT HEroBus
06eKT paboTaTta NocTaBs Nof BbNPOC He CAMO 3HaYEHMETO My B KOHTEKCTa Ha cTepe-
OTUMKMTE 3@ KPacoTa, HO U HeroBoTO NonoBo afpecupaHe. Gotorpadunte Ha CraHkKa
KoneBa HamoMHAT Ha Knacuyecky ron NOpPTPET, MPU KOMTO MBXKOTO OKO Habniofasa
cbbnasHuTenHa xeHa. Owe noseye, Ye ecTeTrKaTa Ha KoneBa u knacuuecknte ¢o-
TorpadCcky MeToam, KOUTO M3MON3Ba, 3aCUIBaT YCELLAHETO 3a paHHUTe doTorpadpcku
noptpetu ot 20-Te roanHu. CHUMKMTE obaye ca BCbLHOCT aBTOMOPTPET, KOETO npe-
BpbLLa paboTaTa, HO 1 aKTa Ha Cb3[aBaHeToO I, B efUH BUJ 0CBOOOXKAEHME OT Knacuue-
CKaTa BU3yanHa Tpaguums, JOMUHMPaHa OT MbXKWUA nornea u nepcnektusa. C knacu-
yeckn 06pasy U NPeoCMUCIIAHETO M Ce 3aHUMaBa U Jlybpu cbe cBouTe doTorpadum.
fonuTe eHn Ha KnacmyeckaTa »KMBOMWC Ca 3aMEHEHM OT FoNN MbXe, KOUTO HOCAT
XeAOHVUCTUYHWA ByX Ha MbiHaTa 0cBo6oAeHOCT. CBPbXCeKCYyaNHOCTTa Ha rofiotata e
6anaHcpaHa oT NpuKpuUTKA nos. VIMeHHo nuncaTta Ha non cb3faBa ¥ YyBCTBOTO 3a
ocBoboxeHue. MiBo [lumues e cblyo npeactaBeH ¢ doTorpadum - UHTVMHU aBTOMOPT-
peTy, Bb3Npom3BeKAaLLM OTHOBO MOTMBA 3@ HECTIOKOMHOTO TbPCEHE 1 MpeAn3BrKa-
TENCTBOTO KbM XETEPOHOPMATUBHOCTTA.

Opyr Knio4yoB MOTUB € pennrnaTa U NPoTMBOpPeYMBaTa Bpb3Ka C efHa BAPa, YNATO
L'bpKBa OTXBbPAA NO CbLUA NPUHLMUM, NO KOWTO XeTEPOHOPMATMBHOCTTa OTXBbPA
BCAKO OTKJ/IOHEeHMe oT HopmaTa. KpaceH KpbcTes m Mayn [lyHKa He ce oTKasBsart oT pe-
JINTUATA, HO KaTO XOMOCEKCYaJHM Ca OTXBbPJIEHN OT LibpKBaTa, KOETOo r'vi BOAM TO TOBa,
ye Te caMu M3rpakaaT CBOV MOAEPHM PUTYann U OTHOLUEHNE KbM CBELLEHN MOTUBN,
MeCTa U efIeMeHTU - PUTYasnu, KOUTO Ca KPUTUYHW, XU3HEHN N UCKPeHU. [Togo6HOo Ha
TAX 1 Knpun BrKoB He ce 0TKa3Ba OT penuruaTa - TouHo obpatHoTo. CeKcyanHocTTa
My rO Tlacka KbM HEWHOTO M3cfieBaHe U aHanu3upaHe. To TbpCu aHano3n Mex-
oy penurusaTta 1 GeTUWNCTKATE CeKCyallHu NpakTKW. Taka Hanpumep rno Bpeme Ha
TalHaTa Beuepa Vicyc ymrBa KpakaTa Ha CBOUTE YYeHUUW KaTo aKT Ha MpeyncrBaHe
1 BbPXOBHO Benukogylime. B cbloTo Bpeme cTbMnanata ca egHa oT Hal-betnwmsn-
paHUTe YacTy Ha TANOTO, KOETO € U LeHTpaneH MOTVB B paboTtaTa Ha Kupun Brkos.
OcCBeH NOSINTUYECKUN 11 eMOLMOHANHO 3apeAeHunTe ,pa3roneaHna” n ,MaHudectaunn’,
C KOWTO aBTOpUTE Npegnarat OTrTOBOPMW Ha BbMPOCKTE 3a CeKCyasIHOCTTa 1 rnonoBara
NOEHTUYHOCT, B M3/10)K6aTa NPUCHbCTBa U abCTpaKUKMATA, YNETO MbJIHO OTAaNleyaBaHe
oT GyKBanm3ma NoATUKBa KbM camopednekuna n BrabbeH camoaHanui. PaboTata Ha
HaTanna TogopoBa npeanara pasnmMyHmy NepcrnekTnsm, BKIUYNTENHO U KbM CaMUA Ha-
6ntofaten, KOWTO, BIMeXAaliKy ce B KapTuHaTa, BUXKAA U COBCTBEHOTO CU OTPaXKeHwue.
Opyr e BbNPOCHT Aann Kyubp MAEHTUYHOCTTA Ha XYA0KHU-Ka/-uKaTa e BUHarn npeg-
CTaBeHa B paboTaTta My. Kak TBop6aTa roBopu 3a cBos/Ta aBTop-/Ka? Taka Hanpumep
abcTpakTHaTa XKMBONUC Ha AHTOHMA NTOPKOBCKa, M3Mb/IHEHA CbC CMUCIIY, 3HAYEHNA 1
VHTEpNpeTaumnm, e CbNnpoBofeHa OT BUAEO, MOCTaBALLO akTa Ha e4HO camooYepTaBaHe
Ha npefeH nnaH. KaptuHnTe 1 BUZeoTo, abCTPaKTHOTO 1 BYKBANHOTO, Ce [OMbIIBaT, 3a
[a cb3fajaT ycellaHe 3a 4bnboKa UHTUMHOCT. 3a MaHUdecTaL s Ha JINYHOTO.
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MANIFESTATIONS OF THE PERSONAL
Stefka Tsaneva

The concept of this year’s Sofia Queer Forum, Manifestations of the Personal, results
mainly from the “Politics - Art - Gender” panel discussion’ initiated after the forum’s first
edition in 2012 which was published in the online magazine for art and criticism Blister.
A contentious issue that arose in this discussion was that sexuality and sexual identity
are something personal and, as such, are apolitical just as one’s taste for clothing, food or
music is apolitical. In the conclusion one of the participants in the discussion raised the
following question: “Why politicize the apolitical?”

Indeed the issues of gender, gender identity and sexuality can be perceived as personal
(and apolitical?) but can only be so in an ideal environment free from any conflicts. It is
a fact, however, that we are not living in such an environment. Here and now (in Bul-
garia, Europe, the world, albeit to different extents) there are established and sometimes
seemingly unshakable standpoints prescribed by the heteronorm. In deviating from the
heteronorm or not accepting it, an individual comes into direct confrontation with moral
and institutional prescriptions, the transgression of which is invariably “political”” Speak-
ing about the notions of queer and the sublime moment of manifesting the personal
(i.e. its becoming public) is saturated with conflicts and contradictions; it is precisely this
fullness of senses, meanings and interpretations which unites the themes of this year’s
forum.

Manifestations of the Personal is a kind of provocation, an exposure and disclosure, a cre-
ation of multiple shared personal spaces. Contradictory and multidirectional “intimate”
self/expressions by eleven artists, some of whom are engrossed in explorations of their
own nature; others deal with feminism, religion and fetishism, and still others proceed
from their personal stories in search of the basic question of predetermination. It is not
by chance that this exhibition is dominated by self/portraits which represent most of all
self/contemplations and self/analyses.

The exhibition at Vaska Emanouilova Gallery features works by the artists Sveto-
zara Alexandova, Kiril Bikov, Voin de Voin, Antonia Gurkovska, lvo Dimchev, Stanka
Koleva, Krassen Krastev & Paul Dunca, Lubri, Boryana Rossa and Natalia Todorova.

Voin de Voin, for example, has created a particular kind of portrait of his mother, in
search of those factors which have determined his personality and his sexuality. The art-
ist’s urge to understand his relationship with the mother and its significance for his for-
mation goes through his personal archive of photos and memories and reaches its peak
in the hypnosis session, through which he completely exposes a deeply personal side of
which he himself has been previously unaware. Boryana Rossa tackles another funda-
mental issue of sexual identity: the ideals of beauty with which a woman'’s body is associ-
ated. Rossa’s “manifestation of the personal”is connected with her“new body, which has
no breasts” (as the artist herself says), a manifestation that becomes a political statement
directed against stereotypical perceptions of the female body which cause “different”
bodies to be invisible to the public. The concept of the “new” body embraces and in-
cludes “difference”; the body is not determined by the binaries of heteronormativity and
its prescriptions any more and this is a concept fundamental to the entire exhibition.

1 See the discussion (in Bulgarian only) at: www.blistermagazine.com; as well as the excerpts in
this edition.



The concept of beauty is addressed also by Svetozara Alexandrova who in her work
Metaphysics of Beauty uses another element expressive of femininity: the nails. By dis-
tancing the beautifying attribute from its object, the work calls into question not only
its significance in the context of beauty stereotypes but also the way that it is referred
to in terms of genders.

Stanka Koleva’s photographs are reminiscent of classic nude portraits in which the male
eye observes a seductive woman. Moreover, Koleva's aesthetic approach and the classi-
cal photographic methods she employs give a stronger sense of the early photographic
portraits of the 1920s. The photographs, however, are actually a self-portrayal which
makes the work, as well as the act of its creation, a kind of liberation from the classical
visual tradition dominated by the male gaze and perspective. Classic images and their
reconsideration are also the theme of Lubri’s photographs. The nude women of classical
painting have been replaced by nude men bearing the hedonistic spirit of full liberation.
The hyper-sexuality of nakedness is counterbalanced by the concealed sex. The invisibil-
ity of the sex creates a sense of liberation. lvo Dimchev presents intimate photographic
self-portraits reproducing once more the motifs of a restless search and challenge to
heteronormativity.

Another key theme is religion and its controversial relationship with the church which
rejects any deviation from the norm. Krassen Krastev and Paul Dunca do not re-
ject religion but, being homosexual, they are banned from the church, which makes
them build their own modern rituals and attitude to sacred motifs, places and ele-
ments, rituals that are critical, vital and sincere. Similarly, Kiril Bikov has not given
up on religion. On the contrary, his sexuality urges him to explore and analyze it. He
searches analogues between religion and sexual fetish practices. For example, dur-
ing The Last Supper Jesus washed his disciples’ feet as an act of purification and su-
preme magnanimity. At the same time, feet are among the most common sexual fe-
tishes related to the body and this represents the central theme in Kiril Bikov's work.
As well as the politically and emotionally charged “nakedness” and “manifestations”
used by the artists in proposing answers to the questions about sexuality and gender
identity, the exhibition includes abstract work which in its complete departure from
literalism drives toward self-reflection and thoughtful self-observation. The work of
Natalia Todorova offers a view from multiple perspectives, including one to the view-
ers themselves who, while closely observing her work, see their own reflection in it.
Another question altogether is whether an artist’s queer identity is always presented
in his/her work. In what way does a work speak about its author? For example, Antonia
Gurkovska's abstract paintings which are full of senses, meanings and interpretations,
are displayed along with a video that brings out the act of self-depiction. The paintings
and the video, the abstract and the literal, complement each other to create a sense of
deep intimacy. This is to manifest the personal.
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PABEHCTBOTO HA NOJIOBETE B BbJIFTAPUA:
AKTUBU3bM, KOUTO HE FTOBOPU AHTNTUNCKWU, HE E AKTUBU3DM'
bopsaHa Pocca

KakBa Lie 6bae peakumsaTa Ha eBponeel, nonagHan B M3oMpaHa LMBMAM3aLna, Koroto
nocpewat ¢ Bepcus Ha Mectbpaen”? Cobe CUTYPHOCT LLUe e yyyABaHe, ako O4aKBaHETO e
6110 Ta3y UMBMAM3aLMA Aa e n3onupaHa. Ho ,MecTbpaeii” we yTbnue mbTa KbM CbpLETO
Ha TO31 eBponeeL. Taka TOI Le ce CBbpPKe MNO-NIECHO C Ta3n UHaYe Hepa3brpaema LnBu-
NN3aumA 1 MOXe 1 a He My OCTaHe BpeMe Aia ce BITbOM B MecTHaTa My3KKa, KakTo U B
MeCTHWTE CaHTUMEHTU, Cb3Aany Mo APYro Bpeme fpyra neceH 3a KoHuenuuATa ,B4epa’;
6e3 KakBOTO 1 Aia 61no 3ByKonoapaxaHue Ha buntbnc. Han-tpyaHoto, pasbupa ce, e, ue
L,KOHLIENUMATa 3a OTMMHaNMA AeH” MOXe a Ce OKaxke TOKOBa pasnnyHa ot ,Vlectbpaelt’,

ue fa TpA6Ba Aa 6bhe crneymanHo UsyyaBaHa, 3a Aa 6bae NoHe Masko NOHATHA.

3aToBa, JOPV 1 ia Ma XeNaHure Aa A U3yyu, NO-NECHO 3a HalLUA eBponeeL| Lie e NPoCcTo
[a ce oTAafe Ha NoboNUTCTBOTO, Kak TOYHO Ta3u NeceH e JoLlia Ha MACTO C pa3finyHa
KyNTypHa Tpaguuus, KoAaTo He 61 Morna Aa Npon3Befe TOYHO TakbB MO CTWM MPOAYKT,
3aLoTo My3MKasiHaTa i KynTypa e NnoABnacTHa Ha CbBcem Apyru popmupatuy Gakropu.
Paz6uipa ce, npuumnHaTta e e HAKora 3abnyaun ce B MeCTHUTe 3eMU GpuTaHeL C KuTapa
B pbKa, e4vH Bua buntbnckn ,MmncroHep”. A nocne eBponeeubT We CvM OTuae BKbLUK U
e pa3kasBa KakBo e uyn: Mectbpaein” oT HenosHaTa LMBUAM3ALMS; @ MECTHUTE, ako
nckat Aa oblyBaT C Apyru eBponeiiuy, e HabnerHaTt Ha U3CBMpBaHeTo Ha Mlectbpaen”
C MOBeYe UHCTPYMEHTMN.

Taka ce cflyyBa 1 C HallaTa KOHLENUUA 3a paBeHCTBO Mexay nonosete. Ho Tyk ponsa ur-
pae He CamMO HaUBHUAT-KONIOHWANUCT eBponeeL, a CamuTe HME, Camoonpeaenanky ce KaTo
MapruHasHa 4yacT Ha eBponelckaTa UMBuIn3aLUmsa, C yHUKanHu yepTu. YyBaiku Hanprumep
3a,pemunnzbm” unm JIFBT npaBa’, unu MbK ,Kynbp', HUE CU Ka3BaMme: TOBA LUe [ja € Helwo
KaTo BriTbIIC, HME TakoBa HAMaMe, xalige Aa npobeame fa Hanogobvm. MaBaT MyucnoHe-
pute 1 Ka3Bart:,Kbae Bu e peMnHM3MBT? Kbie BY € reli akTuBu3mbT? Kbae BY e AncKycusTa
3a nonoBo pa3sHonpasue?’. Hne Ka3game - ,AMKN H/e HAMaMe, He CMe flopacu, HO cnef
KaTo NonuTaxTe, Ce 3acpaMUxXMe 1 peLLnNXMe, KaTo UCTUHCKU eBponernyun, Aa ce noyymm ot
BaLLMA ONKT, Ye Aa He cMme 3a cmAX". Taka, 6e3 MHOro Aa My MUCIMM, YTBbPXKAaBame, ue y
Hac NpaBOTO »eHWTe Ja NoJlyyaBaT 0bpa3oBaHMe 1 [1a rNacyBaT el Taka cu e gowo, 6e3
[EMHOCTTa Ha MHOXECTBO XEHUW YUUTENKN 1 aKTUBUCTKN U TEXHUTE APYXKECTBa; eMaHLUu-
NMpaHnAT 0bpa3 Ha XeHaTa el Taka ce e nosswun, 6e3 ga cme Manu 6OroMUNCKK ngeu,
6e3 eHn BOeBOAKY, 6e3 XeHr NapTU3aHKu; AbpKaBHaTa NonTiKa 3a eMaHUMnaums ce e
nosBewna, 6e3 fa ma coumanucTyeckn GemrHu3bM, 63 NHTEpPHaLMOHaneH obmeH. Mak
6e3 MHOTO 1a My MCIIMM, 3a4epKBame ¢ fiebena yepTta Masiko M3cnefBaHus, HO CbLecT-
ByBaLL| MOAMOJIEH CBAT HA HEMPUETUTE ,Pa3inyHIN’, TEXHUTe Brorpadun, TEXHUTE ONUTK
[a N3pasAT HAKaK, YeCTO MHOCKA3aTesTHO, MOHSAKOra Upes U3KYCTBO TPYAHOCTTa Aia 6baeL
ZpYr, Aia ce UyBCTBaLl OTXBbPJIEH. TEXHO 1 MOXe 61 CTPaHHO, HO CbC CTaHOBULLETO ,aMU
HMe HAMame"” HVe NOBTapAME M3KJTIYMTENHO IYMNaBoTO U3Ka3BaHe Ha KmeTa Ha Coum no
Bpeme Ha 3umHaTa onumnuaga 2014:,B Coun xomocekcyanuctu Hama".

3aLo npaByM ToBa? 3alL0TO CME PELLMN a Hapuyame ,rei akTMBru3bM” caMo nofoous
Ha CToyHyon, a,peMMHN3BM” - CaMO rOpeHeTo Ha CyTreHu npes 60-Te. Hapuiyame , g>keH-

1 Mepundpasa Ha NpPon3BeLEHNETO Ha XbPBATCKUA XyAOXKHUK MnageH CTunuHoBuY XyOoXHUK,
Kolmo He 3Hae aHenulicKU, He e XyOOXHUK, 1994.



Obp aKTMBM3BM” CaMO 3aMMCaHOTO OT HAKOW Ha 3anaf B HEroBUTe eHUMKIoNeann, Kouto
npeTeHAMpaT Aa 6bAaT CBETOBHO yHMBEpPCanHW. Hawmte cv Helwa cv ocTaBaT pasnap-
YeTOCaHW U Her3yyeHw, 3aLl0To, 3a fla ce HaBpaT B 3anagHaTa Teopus, TpA6Ba HAKOW OT
Hac Aa ce NOTPyAM MbPBO Aa M cbbepe, Nocsie Aa ri aHanmsmpa v Hakpas Aa rv Hapeue
»PEMUHN3BM” NN, KyNbP aKTUBN3bM', aAaNTUPANKM M KbM Yy>KANUTE TepMUHW. 3a TOBa
Ce U3MCKBa MHOTO TPYA, CMeNOCT (3a 3almTa Ha PasfIMyHOTO OT eHLMKIoNeAnYHaTa KOH-
BEHLMA) 1 3HAHMe Ha YyXAan e3mLM (3a fa ce NpeBefie Ha e3rKa Ha KonoHm3aTtopa). Owe
noBeye CMeNIoCT Ce N3NCKBa [ja Ce HanpaBy TakbB aHann3, oT KOWTO f1a NPOM3MA3aT HOBK
MOHATUA, HOBM TEPMUHWN C MECTEH U3TOYHMK W Te3M TEPMUHN Aa ce flermTummnpar nak
npea To31 KOSIOHM3ATOP, KOUTO HMEe Bb3npremame KaTto yumten. A Haln-MHOro ce U3nc-
KBa, 3a ja Ce NpeAsioxaT Ha CBeTa PasfIyHN UCTOPUYECKN U AHELLHN MOAeN 3a JOCTU-
raHe Ha MoOJsI0BO PaBHOMPaBKe, Ha KyWbp MUCIIEHE, HAPEYEHUN NN He CbC CbOTBETHUTE
MIMEHa OT HAKOW Ha 3anag.

M3nu3a, ye cme kepTBa Ha,HapMUaHETO"” Ha HelLaTa, Ha TOBa, Ye ETUKETUPAHETO VM 1 Mo-
Nynapu3aLusaTa Ha eTUKETHTE e No-BaXKHa OT N3MbJIBaHETO CbC CbAbpPXKaHuve. Hali-uecto
TOBa Ce MNojlyyaBa B MOMEHTA, KOraTo HAKakbB ¢peHOMeH TpsAbBa Aa Nonyyun cBosTa Jie-
rutumanms. Jlerutumauus, B Halle Bpeme, Ce NosyyBa npean BCUUKO OT MCMEHN N3TOY-
HMLM, KOUTO MOTaT Aa 6bJaT UMTMPaHU. AKO HAMA KHUra - HAMa 1 deHomeH. ' UctopunaTa’
MbJ1UV, KOTraTo UCTOPULINTE He i1 JaBaT fymaTa”2 ToBa Ha MeCTHa NoyBa NpaBAT MECTHUTE
MbJiyawy ncropuum. Ho cbyo 3Haem MHoro fobpe, ye ,An Artist Who Can Not Speak
English Is No Artist’, 1 CbOTBETHO aKTUBUCTKA NPAKTUKa, KOATO HE TOBOPU aHINIACKU,
He e aKTUBMCTKA NpaKTuKa. MexxgyHapoaHUTe NCTOPULIM LLie MBJIUAT, aKO HAMAT NMUCMEH
M3TOYHUK MOHE Ha arfinincKm, Ha KOMTO Aa ce no3oBar. Taka ue KHUrata He camo Tpsibea
Ja 6bae HanvcaHa, Ho 1 Aa 6bie Ha aHIMINCKY, 3a la MOXe NlIerTMMmMpaLliaTa 3anagHa

2 Kpacumupa [ackanoBa, ,KeHute B Obnrapckute yuyebHuuy no uctopus’, B: Kpacumupa
HackanoBa u KopHenua CnaBoBa (cbCT.), KeHcku udeHmuyHocmu Ha bankanume, Codua: Monnc,
2004.
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,YHUBEPCANUCTKA" MalLMHA, KOATO Ma BNacTTa 4a PerucTpupa HOBM MHEHUS U NHTep-
npeTaumu, ia OTKpKe, Ye KOHLENUMATa 3a,MONOBO PaBEHCTBO” MOXe 61 Ma apyri 13-
MepeHus 1 GopmMM, OCBEH TPAANLIMOHHO NonynspHaTa pedpepeHumns Kbm 60-Te 1 70-Te n
,3anaga”. JINuHMTe NPeXMBABaHUA Ca TOBa YHUKAJTHO HELLO, KOETO, BAIA3/0 B peructpure
Ha UCTopuATa, MOXe Aa onpeaens GeHOMEHUTE B KOHKPETHO Bpeme 1 MACTO. JIuHuTe
NPEeX1BABaHWA Ca Ta3u CbBKYMHOCT OT CBUAETENCTBA, KOMTO, aKo Ce NoApeanT B Heo6-
XOAMMaTa NIorvka, NpeacTaBnABaT HeCbMHEHa NOAUTMYECKA PeanHocT. Te3n IMUHK, HO
NOUTNYECKN CBUAETENCTBA Ca TOBA, KOeTo Ta3roaulwHuaTt Codpums Kymbp opym cbbpa,
3a fa aeduHMpPa HOBOTO MPOCTPAHCTBO, B KOETO Ce MOBAMraT BbNPOCUTE 3a MONOBO-
TO PaBeHCTBO. Mnu mMoxe 61 No-CKopo GOPYMBT OTKPU CTapoTO, Beye CbLLecTBYBaLLO
NPOCTPaAHCTBO U Upe3 METOAOOrMA TPbIrBalla OTAOY Harope, OT Xxopata KbM AedrHN-
LMATa, OT IMYHOCTTA M O6LIECTBOTO KbM MPUHLUMNANHWTE N3BOAM, MOCOUUN MOSIMTUKATA
B CMOAENSAHETO HA IMYHNTE MPEXUBABAHWSA, HA TE3M NPEXMBABAHUA, KOUTO AeduHMpaT
COLMANHY rpynm n GpemomeHM!.

Cnep KaTo Cb3pem Tasu NOUTUKA B IMYHOTO, UMA rofisiMa BEPOATHOCT HAKAK Aia Npeo-
fgoneem 6e3cmucnieHaTa gunema B HalWTe MaBy OTHOCHO ,KO€ U Kbie MbPBO Ce € Mnos-
BMNO" 1 ja 20 BUAUM, fia pa3bepem, ue TYK 1 Npefm 1 cera To € CbLiecTBYBaso, Makap 1
pasnnuHO OT LLapyBaLLOTO KOJTIOHM3ATOPCKO Knuwle. MIi3MyHanu mbTs Ha CaMOKONOHNM3a-
LuATa, Npe3s ernTrMalmaTa oT rocnofCTBaLLMA 3anaeH AUCKYPC, HO C HamepeHue aa A
npeofosieem, Hall-CeTHe Llie MOXe [1a Ce Bryiefjame B COOCTBEHUTE CU HYXAW U TAXHOTO
nocpeLyaHe Ype3 HeobXoAMMMTE MM MECTHU MPAKTUKK. Torasa Lie 6baem AeCTBUTENTHO
nosnesHu Ha cebe c1 1 HAMA NPOCTO Aa U3Mb/IHABaME ,€BPOMEeCKIsA NIaH o npasaTta Ha
yoBeKa’, 3all0TO HyX[AaTa, KakTo 1 afleKBaTHOTO i MocpellaHe, e 6be HaMepeHa Ha
MeCTHa rnoyBa. Brnexxgankuy ce B Ta3u Halla UCTVMHCKA HYX[a, B CJyyasl CBbp3aHa C pa-
BEHCTBOTO MEX[Y NMOJNIOBETE, U pa3bupalkmy HeiHaTa NOAUTUYHOCT, HAMA [1a U3TpuBame
COBCTBEHWA CY OMUT U UCTOPUA B UMETO Ha KIMLLETO, MbK 6110 TO U CBETOBHO MpPU3Ha-
TOTO, a Le MOXEM fAia Ce CbCPeAOTOUNM Haf peanHy nameHeHus. CNsAnoTo BHacsHe Ha
MOZENN OT ApYyrafie - KOETO He BMHary e epeKTVBHO, 3aL0TO TPYLAHO Le HaMepu Noysa
B MECTHUA KOHTEKCT - e 6bJe NpPeofoNiAHO KaTo NpaKkTrka. Camo ToraBa Moxe 6u e
ycneem ja HAMepPVIM MACTOTO CU B HalllaTa cCO6CTBEHA NCTOPUS, BbB B3aIMOJENCTBIYE C
APYry UCTOPWM, HO HE M AOMUHMPAHM OT TAX.



GENDER EQUALITY IN BULGARIA:
AN ACTIVISM WHICH CAN NOT SPEAK ENGLISH IS NO ACTIVISM'
Boryana Rossa

What is going to be the reaction of a European when stranded in an isolated civilization
and welcomed with the cover of The Beatles'“Yesterday”? Bewilderment, to be sure, if
the expectation was that the civilization was isolated. But “Yesterday”is going to “pave”
the way toward the European’s heart. He will now relate much more easily to such
an, otherwise unintelligible, civilization and he might end up staying in this comfort
zone of already established connection through something familiar to him, not having
the need to spend the time contemplating the local musical tradition, or the local
sentiments that created at a different time another song on the notion of “yesterday,”
with no sound imitation of The Beatles’ whatsoever. The hardest thing is, of course,
that this local “notion of the days past” could appear so different to that of “Yesterday”
that our European should spend special time studying it so he begins to understand
it at least a little bit.

This is why even if our European has the desire to study this local notion of “yesterday,”
it will be much easier to justimmerse himself in the simple curiosity about how exactly
the song “Yesterday” appeared in a place with a different cultural tradition that could
not create a product like this, since its musical culture is being shaped by entirely
different factors. Of course, the reason for“Yesterday”and its presence at this place, will
appear to be some British man with a guitar, lost in these lands - a Beatles “missionary”
of sort. And then the European will go home and tell what he has heard: “Yesterday”
performed by unknown civilization; and the locals, should they want to communicate
with other Europeans in the future, would practice on playing “Yesterday” with more
instruments.

This also happens with our (local) notion of gender equality. Butin this, we ourselves,
and not only the naive colonial European, have a role to play, by defining ourselves
as a marginal part of the European civilization, with unique features. When hearing
about, for example, “feminism” or “LGBT rights,” or “queer,” we tell ourselves: this
should be something like The Beatles, we do not have anything of the kind, let’s
try and imitate it. Then the missionaries arrive and say: “Where is your feminism?
Where is your gay activism? Where is your debate on gender equality?” And we say:
“Well, we do not have ones, we have not matured enough, but now that you have
asked we feel ashamed and resolve, as true Europeans, to teach ourselves based on
your experience, so that we are not a laughing-stock.” In this way, without giving
it too much thought, we affirm that here women’s rights to education or voting
have arrived just like that, without the activities of numerous women teachers
and activists and their associations; that the image of an emancipated woman has
appeared just like that, without the ideas of the Bogomils, without the Voivoda
women, without women partisans; that the state’s policy of emancipation has
appeared without socialist feminism, without an international exchange. Again,
without giving it too much thought, we boldly erase the less studied, but existing
and underlying world of the unaccepted “others,” their biographies, their attempt to
somehow express - often allegorically, sometimes through the arts - the difficulty
of being different, of feeling rejected. It is sad and perhaps strange, but by the

1 A periphrasis of Croatian artist Mladen Stilinovi¢’s work An Artist Who Can Not Speak English Is
No Artist, 1994.
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statement “we do not have it” we repeat the extremely asinine statement of Sochi’s
mayor during the Winter Olympics 2014:“In Sochi there are no homosexuals.”

Why do we do this? Because we have decided to call “gay activism” only Stonewall’s
lookalikes, and “feminism” only the bra burning of the 60s. We call “gender activism” only
what was written by someone from the West in their encyclopedias, which pretend to
be world-universal. Our own things remain dilapidated and understudied, because, for
these phenomenas to be driven in Western theory, someone from us should first try and
gather, then analyze, and finally call them “feminism” or “queer activism,” by adapting
to the foreign terms. This demands a lot of labor, courage (to defend what is different
from the encyclopedia convention) and knowledge of foreign languages (in order to
be translated into the colonizer’s language). And even more courage is needed to do an
analysis that would generate new concepts, new terms with local sources and then to
legitimize these terms again in front of that colonizer whom we perceive as a teacher.
And the biggest courage is to be able to offer the world different historical and current
models of achieving gender equality, of queer thinking, no matter if“labeled” (or not) as
such by some Western expert.

It turns out that we are victims of the “naming” of things, of the fact that their labeling
and the labels’popularization is more important than providing contents. This happens
most often when a phenomenon should be legitimized. Today, legitimation is granted
mostly via written sources that are quotable. No book, no phenomenon. “History’ is
silent when historians do not let it speak.”? This is what the local and silent historians
do here. But we also know that “An Artist Who Can Not Speak English Is No Artist,”
and that respectively an activist practice, which does not speak English is no activist

2 Krassimira Daskalova, “Zhenite v bulgarskite uchebnitzi po istoriya” [“Women in Bulgarian
History Text-books"], in: Krassimira Daskalova i Kornelia Slavova (eds.), Zhenski identichnosti na
Balkanite [Female Identities in the Balkans], Sofia: Polis, 2004.




practice. International historians will remain silent if they have no written source, at
least in English, to be quoted. So the book has not only to be written, but be written
in English for the legitimizing Western “universalist” machine, which has the power
to register new opinions and interpretations, to discover that the notion of “gender
equality” might have other dimensions and forms besides the traditionally popular
reference to the 60s and the 70s and the “West." Personal experiences are that unique
thing which, once in the registries of history, can define phenomena in a given time
and space. Personal experiences are that totality of testimonies which, if ordered in the
logic that provides knowledge of the local context, represent an undoubted political
reality. These personal as well as political testimonies are what this year’s Sofia Queer
Forum gathered in order to define a new space where the questions of gender equality
can be raised. Or, perhaps, the forum rather discovered the old, already existing space
and through a bottom-up methodology - from the people to the definition, from the
personality and society to the principled conclusions - pointed at the politics within
the sharing of personal experiences, of those experiences that define social groups
and phenomena.

After we catch a glimpse of this politics in the personal, there is a great possibility to
somehow overcome the senseless dilemma in our heads about “which comes first and
where” and see it, understanding that here, both before and now, forms of gender
struggles have existed, albeit in a manner different from the reigning colonizer’s cliché.
We have gone through the path of self-colonization, through the legitimization of the
reigning Western discourse, but with the intention to overcome it we can finally look at
our own needs and meet them through the necessary local practices they need. Only
then we will be finally useful to ourselves, and will not just implement “the European
human rights agenda,” because the need, as well as its adequate fulfillment, will be
found locally. By looking at this true need of ours, which in this case is connected to
gender equality, and understanding its political potential, we won not erase our own
experience and history in the name of a cliché, world-renowned as it may be; instead,
we will be able to concentrate on the real changes. The blind import of models from
elsewhere - not always effective because it hardly finds ground in the local context -
will be an abandoned practice. It is only then that we may succeed in finding our place
in our own history, and in interaction with other histories, but not being dominated
by them.
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NOoNbT NWHEFOBUTE U3NMBJIHEHUA B USTOYHA EBPONMA!

Eamn Bpuyren

YBopa

MNpencTaBata 3a ¢emuHm3ama B LleHTpanHa, M3touHa u lOxHa EBpona npeau 1989 1. e
YCIIOXHEHa OT paKTa, ue Ha odprLMaNIHO paBHULLE NPEeAN TO3M NEePUOS KEHCKUAT Bb-
Npoc ce pa3rnexgalle Ao rofisiMa cTerneH KaTo, paspelueH”? [lokato B CeBepHa AMepuKa
bEeMUHNCTKOTO ABUXKeHMe OyulyBalle npe3 60-Te, a GEMUHNCTKOTO Xy00XXKeCmeeHOo [iBU-
MeHue cu CTbNBalle Ha KpakaTa npe3 70-Te, »keHuTe oT V3TOKa, Nnon3salym ce oT paBHU
TPYAOBU Bb3MOXHOCTM U PaBHO 3anallaHe, He ce GyHTyBaxa. Bbnpeku ye B goMallHaTa
chepa kbaeTo 6uBaxa NogAbpPXKaHV TPAAVLVNOHHUTE MOJIOBU POJM, CMTyauusTa belue
[OCTa pas3NnyHa, B couyuasnHata chepa,beMUHN3MBT” ce cumTalle 3a HEeHYXeH, 3a Jjoca-
ZeH BHOC OT 3anaga. TnacbKbT fja ce KopernpaT HemnpaeauTe B YacTHaTa cdepa bele
JOMB/IHATENHO Bb3MNPENATCTBAH OT COLMONONUTAYECK 06CTOATENCTBA Ha M3ToK. Kak-
To MapTuHa MNaxmaHoBa 06ACHSBA, TaM, KbETO Abp)KaBaTa YyrNpaXkHsABa KOHTPOJ Bbp-
Xy FOfIIMa YacT OT BCEKMAHEBUETO, OOLUUAT ,Bpar” 3a BCUUKU € TOTANIMTapHUAT PEXUM,
,CPeLLy KOWTO >KEHUTE U MbXXeTe OT KOHTPaKyNTypaTa ce 60pAT". Pazbupa ce, He BCUYKK
ob6aue ca 6unu cbrnacHu, ye GeMrMHU3MBT e HeHyxeH. Hanpumep npes 70-Te roguHu
XYLAOXHUUKM KaTo AHa Xebnwucka, Hatanusa J1. J1. u CaHa ViBekoBWY Cb3LaBaT NMMOHEPCKU
paboTu, KOUTO NOCoUBaT NPOGIEMM Ha NOJa M XKEHCTBEHOCTTA.

B mocTcoumanuctryeckns neprog obiMUOBKATa Ha eranntapuama, KOWTo pexmmuTe
yX npegnaraxa, 6bp30o ce nponyka, 0CTaBAlKM 3af cebe cu naTpuapxanHoTo obLLecTBo,
KOETO BUHAru e CbLeCTBYBaso nog Hes. Mpun ToBa He ce NoABABA HNKAKBA HOBA Bb/HA
Ha GeMMHN3Ma, KOSTO fja ce NPebopU C HOBMTE CUMM HA KOHCEPBATUBHUTE AECHUYAPCKU
NPaBUTENCTBA, HUTO MbK C Bb3POAMUA Ce MacC Ha UbpkBaTa. bosHa Menny npegnara,
ue B 6uBWA lOrocnaBrsa Hanpumep OTBPaLLEHMETO OT GeMUHU3MA B MOCTCOLMANINCTH-
UecKusa Neprog e CBbP3aHo C KenaHreTo Aa ce 3abpaBy MUHANOTO Ha Orocnaeusa cnep
ropumBuUTe BOMHK OT 90-Te*.

B ppyru ctpaHu LibpkBaTta 3ameHn abpKaBaTa KaTo aBTOPUTAPEH Fnac U NPOABbIKA Aa
HacbpyaBa TPaguLMOHHMTE NonoBu ponu. Hewo noseve, B LleHTpanHa EBpona xeHute
BMXKAaXa »KEHCTBEHOCTTa KaTo HOBO NPaBo, KOeTo Aia 6ble ynpaxHABaHO cnef XOMo-
reH13auuaTa Ha nona u 3agylaBaHeTo Ha XeHCTBEHOCTTa B MoJi3a Ha obpasa Ha npo-
neTapckaTa Maika B HOBOOCHOBaHaTa couManucTuyecka abprkasa. M3abena Koeanumk
OTMBa JOTaM [a NPefioxKu, Ye B COLMANNCTMUECKMA Neprof KpacoTaTa e NoapuBHa Ka-
Teropus®, camo Ye a3 6ux gobasuna, ye ocobeHo B MbpdOpMaHC U3KYCTBOTO 1 Npw nep-

1 Jlekuwmsn, nponsHeceHa Ha 3 loHn 2014 r. B the fridge u CouymnaneH ueHTbp ,Xacnen’, nocnepgaHa
OT NaHenHa AUCKYCKA C yYacTmeTo Ha Jibuesap bospxnes n CHexaHka MuxaiinoBsa; 6en. peg.

2 Bx.Bojana Peji¢,“Eppur su muove - Introduction,”in: Bojana Peji¢ (ed.), Gender Check: Femininity
and Masculinity in the Art of Eastern Europe, Cologne: Buchhandlung Walter Konig, 2010, p. 21.

3 Martina Pachmanova, “In? Out? In Between?,"in: Bojana Peji¢ (ed.), Gender Check: Femininity and
Masculinity in the Art of Eastern Europe, Cologne: Buchhandlung Walter Kénig, 2010, p. 39.

4 Bx.Bojana Peji¢,"The Morning After: Plavi Radion, Abstract Art and Bananas,”in: Bojana Peji¢ (ed.),
Gender Check: Femininity and Masculinity in the Art of Eastern Europe, Cologne: Buchhandlung Walter
Kénig, 2010, p. 109.

5 lzabela Kowalczyk, “The Ambivalent Beauty,” in: Bojana Peji¢ (ed.), Gender Check: Femininity and
Masculinity in the Art of Eastern Europe, Cologne: Buchhandlung Walther Kénig, 2010, p. 39.
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dopmMaTUBHUTE XKECTOBE NOJTBT U CEKCYaNHOCTTa Ca CbAbPXKanu eAHaKBO NOAPUBEH No-
TeHUMan, KOMTO YeCTo CTaBa BUAMM, LLIOM U3KYCTBOTO Ce npeceye ¢ NybnunyHata cdepa.

MbpdopmaHC N3KyCTBOTO € MPeANoUnNTaH KaHp cpef XyaoxHNYKnTe B CeBepHa Amepu-
Ka, KOUTO paboTAT BbB Bpeme, Korato MbppopMaHChT 6bP30 CTaBa KOHBEPTUPYEM KaK-
TO CPeA MbiKeTe, Taka U CPef XKeHWTe XyAOXKHUYKNM, NpefocTaBAliki nnatdpopma, ocrno-
cobnaBallua feAtenHocTTa [agency] B XyAoXeCcTBEHOTO Npoun3BefeHne - 0cobeHo B efHa
ernoxa Ha nosIMTUYECKM akTMBU3bM. MbpPopMaHCHT 0cnocobaBa XeHuTe fa ce NpeBbp-
HaT B aKTUBHM Cy6eKTN Ha XYA0KEeCTBEHOTO Npon3BefeHre, BMECTO Aa 6bAaTt nacrBHA
TakuBa®. Hello noBeye, KaTo CpaBHUTENHO HOBa XyfAoXecTBeHa Gpopma, MbpdOopMaHCHT
u3rnexmaa npepasiara HOBU Bb3MOXHOCTU. Taka Hanpumep PobuH BpeHTaHo TBbpaY, Ye
Mo TOBa Bpeme ,ce HOCeLle yCellaHeTo, Ye N3KyCTBOTO MOXe fla OoNpUHece 3a coumarn-
Ha NPOMAHA, KaTo NPOMeHA Cb3HAHUEmMOo ¥ KaTo onepupa u3gsH UHCMUMYYUOHAIHUMe
02PAHUYEHUA Ha XYROXKECTBEHNA eCTabNULIMBHT, KbETO MOXe fja LOCTUrHE 10 He-Xy0o-
XxecmeeHa nybnuka"’.

AMepuKaHcKaTa XygoxHuuKa Ixyamn Yukato ctaptrpa nbpeata OeMUHNCTKA XYA0XKeCT-
BeHa nporpama B KanudopHuiickus wartckn yHnsepcuteT BbB OpecHo, KanudopHusa
npe3 1970 r. CnepBawiata rogrHa Yukaro 1 6nmskata i xygoxHuuka Mupuram Wanvpo
ocHoBaBaT PeMUHKCTKaTa Xy#oXKecTBeHa nporpama B KanudopHUNCKAA UHCTUTYT No
W3KyCTBaTa U JHeC UkoHu4yHata Womanhouse n B T031 KOHTEKCT 6VBa Cb3fafeH evH
KonabopaTrBeH PeMVHUCTKUN XyLOKECTBEH NPOEKT, BK/OYBALLY MHCTanaumm n nbpodop-
MaHcu. B CeBepHa AMepuiKa Te3n pa3Butua BbB GEMUHICTKOTO M3KYCTBO MABAT BCNes-
CTBUE fleceTUNIeTUETO Ha 60-Te, KOETO CTaBa CBUAETEN Ha ABVXXEHMETO 3a XKEeHCKM NpaBa,
0of06pABaHETO Ha NMEepPOPasIHOTO KOHTPaLeNTUBHO Xanye oT cTpaHa Ha MepepanHata
areHuma no nekapcrteata (1961 r.) n 3akoHa 3a paBHOTO 3annawaxe (1963 r.). ®emu-
HWCTKOTO M3KYCTBO € MO TO3W HauMH NOC/EACTBME U NPOABIKEHNE HA ABUXEHNETO 3a
rpakaaHCcKy npaea ot 60-Te. KaTto nocTuraTt paBeHCTBO (MOHE HOMMWHAIHO U Ha TeEOPUS)
BbB BCEKUOHEBMETO, XeHnTe XyAOKHUYKM npecneasaT cxofHa Luen B obnacTta Ha 13-
KyCTBOTO, OTAABHAa JOMVHUPAHO OT MPAKTUKYBaLU/Te U3KYCTBO MbXe - eAUH 0cobeHOo
ouebueH npobnem, NokasaH oT yKOpa, OTNpaBeH KbM MOHATUETO 1 dUrypata Ha MbXKK1s
#XYBOXHUK reHun” npes 50-Te.

B nbpdopmaHca ot 1975 1. Ha Kaponu LWHeemaH BempeweH ceumek [Interior Scrolll Ha-
nprMep XyAoXKHMYKaTa 3Ba)a TeKCT OT BariHaTa c/ 1 3arnousa fja ro yeTe - ocnocoba-
BalKW XeHCKMA NOMOB opraH, B NPoTBONOCTaBka Ha danoca, aa rosopu. lonama vact
OT cecunTe 3a NOBMLIABaHE Ha CAMOOCH3HATOCTTa, KOMTO Ce C/TyYBaT B KOHTEKCTa Ha de-
MUWHUWCTKOTO M3KYCTBO M akTMBM3bM OT 70-Te, ce poKycmnpat BbpXy AaBaHe rnacHOCT Ha
MEHCKM BbNpocu. YecTo M3Non3BaHmAT cloraH Ha $eMUHUCTKOTO U3KYCTBO ,JINYHOTO €
nonnTMYecko” nogyepTaBa Tasu naen, ye UHAUBUAYaNHUTE Npobnemu, Npes KouTo xe-
HWTe ce M3MpPaBAT B O6LECTBOTO, KOMTO KbM OH3M MOMEHT Ca [0 rofifiMa CTerneH UrHo-
pUpaHn 1 He ce 0BCHXKAAT, CbOTBETCTBAT HA NONUTUYECKUTE ANCKYCUW MO OTHOLLEHUe
Ha mona 1 TANOTO B O6LECTBOTO, U Ye XKeHWTe MaT NPaBOTO fa ro KOHTponMpaT 1 Aa
3aKOHOAaTeNCTBaT.

Hewo noseue, Bcneactsue Ha 6yHToBeTe oT CToyHyon npe3 1969 r., OTKpUTO rei Xy-
LOXHMUM KaTo PobbpT Meinbntopn, Kunt Xapunr n Jensug BoHaposny 3anoysaT ga
npaBaT paboTu, KOUTO U3PMYHO NOCOYBAT NPOBIEMUTE HA XOMOCEKCYaTHOCTTa Y XOMO-

6 Makap ue, Hanpumep, TO31 Bb3rnes e Ao rosifiMa cTeneH ocnopeH ot Amenunsa ﬂ)KOyHC.

7 Jayne Wark, Radical Gestures: Feminism and Performance Art in North America, Canada: McGill-
Queen’s University Press, 2006, p. 32
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epoTMYHOCTTa. [PaduT N3KYCTBOTO U CTEHONMCUTE Ha XapUHT, BUAUMIM NO yNMuuTe Ha
Hio Mopk Cutn 1 no meTposnakoseTe npes 80-Te, pyHKLUMOHMPAT KaTo Ny6anyeH nonu-
TUYECKM NPOTECT cpelly HeKagbpHOCTTa Ha PelirbHoBaTa agmuHucTpauma npu CMAH
Kpwr3aTa U HacouBaT BHUMaHMETO KbM NPo6aeMmn Ha YOBeLLKUTe NpaBa B M3KycTBaTa.

B Ta3n nekuua 6vx nckana fa vcnenBam HauviHa, NO KOMTO XYAOXKHWUYKM OT U3TOouHa
EBpona usnonssat mbpdopmMaHC N3KycTBOTO, 3a fia M3CeABaT, M3/10XKaT Ha NMoKas 1 npe-
AU3BUKAT TPAAMLIMIOHHUTE MONIOBU Ponv, 0cobeHOo upe3 GOKyC BbpXy penpeseHTaLum
Ha Mb»KeCTBEHOCTa, »KeHCTBEHOCTTa 1 NpefCcTaBuTe 3a KpacoTa. [lokaTo B M3TouHa EBpo-
na He MOXeM Aia roBOPYM 3a GEMUHUCTKO XyL[0KECTBEHO ABVKEHNME, TO N3CNefBaHNATa
Ha nona B U3KYCTBOTO CbLUECTBYBAT KaTo CBUAETENCTBO 3a NPONYKUTE B MOHONIMTHUA
ronam paskas 3a TPagMLMOHHNTE XeTePOHOPMATVBHM MOJIOBY PONU, NOAAbPXKaHN OT
AbpkasaTa. KakTto TBbpam MNboTp MboTPOBCKK, COLMANUCTUUECKNTE N KOMYHUCTUYECKN
pexumm B MI3TouHa EBpona ca 3aBucenu ot nogabpKaHeTo Ha Te3n nososu ponu. o
HeroBuTe Jymu ,BCAKa CMCTEMa Ha aBTOPUTET, BK/IIOUMTEIHO TOTaMTapHaTa cmctema,
KOATO e HeliHa KpaliHa Bepcusa, MOXe Aa CbluecTByBa Heobe3noKoAaBaHO camo npu yc-
NOBUSA, KOWUTO MOACUIYpPABaT CTabWIHOCTTa Ha MiepapxnyHo AeduHMpaHaTa couuanHa
CTPYKTypa, OCHOBaHa Ha danoLeHTpu3Ma...; U CNefoBaTesHO ,NPefn3BMKaTeNCTBO, Koe-
TO € OTNPaBEHO KbM Te31 NMPUHLMMK, OTNPABA NPeAnN3BUKaTENICTBO U KbM TOTaNUTapHNA
pexnm”®, B To31 TeKCT TBbpASA, Ye Makap U Aa e HAMano (1 Ja npoabikasa Aa HsAMa)
CMMOTEHO COLUMANTHO WNW Xy[OXeCTBEHO GeMUHMCTKO ABMXeHue B M3TouHa EBpona,
M3y4yaBaHeTO Ha MoJla OT XYAOKHUUKUTE 1 XYAOKHULMTE, KOWTO Lie 06Cbaa TyK, npes-
CTaBnABa €AHO OTSINUUTENIHO MPEeAN3BMNKATENCTBO KbM CTabBUNHOCTTa Ha MepapXnyHo
AedvHMpaHaTa coumanHa CTpyKTypa.

Penpeseu'ral.wm Ha XXeHU n npeacrtaBn 3a KpacoTta

B coumnannctnuecka lOrocnasus, KOATO ycnABa fa CcbuyeTae notpebutencka Kyntypa
c ngeonorus, e 6una HanMYyHa AOCTaTbYHO Ha3pAna CUTyauma, 3a fa ce KPUTUKYBa
KynTypaTa Ha cnekTakbia, pendrkaumaTa Ha XeHCKOTO TANO U MbXKua nornep. CaHa
MBekoBUY HanpuMep pasrnexaa ot6an3o Te3m gelcTBaLLy MeXaH3MM B MacMeauunTe,
M3naraiky Ha MoKas HauMHa, No KONTO XXEHCTBEHOCTTA 1 NpeAcTaBMTe 3a KpacoTa ce
KOHCTpyupaT. B HellHuA Buaeo nbpdopmaHc oT 1976 r. C 2pum, 6e3 epum [Make-Up,
Make-Down] HaHacAHETO Ha rpuma e ¢eTuwnsnpaHo, brBak NoKasaHoO KaTto NMibT-
CKKM aKT. Kamepata ce poKycrpa Bbpxy LienkaTa Ha 610cTa 1 pbLeTe Ha XeHCKNA Cy-
6eKT (MueTo 1 He e BUAUMO), KOUTO 6aBHO MaHUMNYNUpaT W ranAaT pas3nnyHu obekTy,
CbAbPXKaLM FPUM: CTUKOBE YEepPBUIO U FPUM 3a MUK, ByTUNKa IOCUOH N T.H. Ta3un
paboTa e nocnepBaHa oT mbpdopmaHca Un Jour Violente, KbaeTo HaHacA rpum un ce
obnnua cnopep egHa peknama B cnuncaHue Marie Claire, KOeTo Ka3Ba Ha »KeHUTe Kak
[a BojAT 6n1ACKaB XUBOT Upe3 TexHuA cTun. B xoaa Ha nbpdopmaHca, B TpU pasnmyHm
NPOCTPaHCTBa, TA HaHacA rPMM BbPXY TPU PasfNyHM ,BbHLIHN BMAA", NpenopbyaHm
OT CMUCAHUNETO: HEXEH, KapPbK 1 MOTaeH, KaTo Ce oNuTBa Aa Ce NPeBbpHe uUnn ga ce
BYLLE B penpe3eHmayusama Ha XeHaTa.

bnunso Tpu pecetunetna no-kbcHo, Npes 2009 r. bopaHa Mppaxa ot baHa Jlyka, bocHa n
XepueroBuHa, Npofb/xKaBa ToBa NPen3nMTBaHe Ha obpasa 1 KOHCTPYMPaHETO Ha Kpa-
cotaTa. BbB Baeo nbppopmaHca Moumu ceewvplueHa meopba [Almost Perfect Work] xy-
JAOXKHMYKaTa HaHacA YepBUIIO, M3MON3BaNKMN CNeLnanHo KOHCTPyUpaHa pbkaBuLa, Kak-

8  Piotr Piotrowski, Art in the Shadow of Yalta, London: Reaktion, 2009, p. 385.
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TO U1 uyBaLl ce BbB GOHa 3BYK OT CTPOUTENHA NJIOLWaAKa, KONTO NOTBbPXKAaBa AeHOCTTa
KaTo TakaBa. Tyk Mpg»ka npeobpblua NIbTCKMA akT Ha MIBEKOBMY Ha MaHuMnynvpaLwmTe
bannuHm pnakoHy rprm B HENOBBK aKT, ThiA KaTo e TPYAHO pbKasuLaTa Aa 6bae 13nons-
BaHa rpaLMO3HO 3a HaHaCcAHe Ha YepBUNIO. BMeCTOo LienKa Ha 6I0CT 1 KPeXKu ABUXKEHNS,
3pUTENAT BIKAA YCUIEHNA TPYA U yCbPAMETO, KOETO OTHeMa fa ce paskpacuu. o on-
pepeneHn HauMHU To3n NbpdpopMaHc e jour violente Ha Mppaxa, nofcKasBalku, Ye Tasu
6opba cpelly obpasa e npeacToALa. Helo noseye, npecb3aaBaHeToO Ha T3 XKeCToBe
AEMOHCTPMpPa NpoAb/xaBallata yMECTHOCT Ha M3y4aBaHETO M.

BopsaHa Mppska (BocHa n XepuerosuHa), lloumu udeanHa paboma, suaeo nbpdopmarc, 2009

Borjana Mrda (Bosnia and Herzegovina), Almost Perfect Work, video performance, 2009

WHcTanauuata Ha bopaHa Pocca oT cepunaTa AMasoHcka 6poHA, NoKa3aHa B KOHTEKCTa
Ha Coduna Kymbp Qopym (2014), Baura netsata, KaTo OTnNpaBs Npeanu3BUKaTeNICTBO
KbM MacMefMINHOTO pernpe3eHTMpaHe He CamMo Ha Mona, HO U Ha eJHOCTPAHYUBOTO My
NpoMoTUpaHe Ha KpacoTa U cekcyanHocT. B atmocdepata Ha nuwieH 6ynoap, Bbpxy
AVBaH e pa3nosioXKeHa cepyrA OT NOoAKaHALM Bb3rnaBHULUM. Ha Bb3rnaBHuuuTe - KOU-
TO Npecb3faBaT 3aKPbrNEeHOCTTa U MeKoTaTa Ha MbPAU - UMa u3obpaxeHnsa Ha Pocca
cnep ABONHATA 1 MaCTEKTOMMSA, Ha KOWUTO COBCTBEHNTE I MbPAY Ca UTPUBO 3aMecTeHN
OT COYHU NNOJOBE U 3eNeHYYLU, KaKTO 1 Apyrv npeameTu. Nokassanku Te3n nsobpa-
XKeHWA, TA NoBAMra BbNpocK, nogobHn Ha Te3un Ha Visekosuny n Mppaka no oTHoleHne
Ha rpuma: KoW pellaBa KakBO € KpacMBO M KaKBa pernpeseHTalusa Ha KpacoTtaTa Aa
ce npomoTupa? B gHelwHNTe Megumn npeobnagaBaT KOMMTbPHO obpaboTeHn obpa-
31 Ha M3HayanHo cnabu Tena CbC CbBbPLUEHA KOXa U ronemu ropau. MpoekTsbT Ha
Nbuesap Boagxunes ot 2005 r. Paam Ha 6unbopoa [Billboard Heaven] noTebpaaBa
TOBa B HEFOBOTO MPOYYBaAHE Ha YecTo CpellaHy MefniHKM 06pasn N3 CbBPEMEHHUA
nensax Ha bbnrapma. HeroBute komnioTbpHO 06paboTeHn maHMnynauum Ha Tesu
06pasun nokaseBaT efjMH JUCTONMNYEH CBAT, KbAETO CEKCHT HAaMbJIHO OTKPUTO HaxJlyBa
BbB BM3YyaJIHNA HU CNeKTbp. KaTo npepocTaBa HOBM MOAeNn Ha KpacoTa, Pocca npep-
nara antepHaTMBa Ha 06pa3nTe Ha CbBbPLUEHCTBOTO, B KOUTO HUTO eAVNH HANBUS He
MOXe fAa ce BruLue.

MKeHckarta CeKCyaJIHOCT N npecnvyaHeTo " cbC CTPYKTYpU Ha Abp>KaBHaTa B/1acT

Jokato KoBanuuk TBbpAW, Ye KpacoTaTa e 6unia NogpviBHa KaTeropus, TO BCbLYHOCT
Ta3u EHCKa CEKCYaSTHOCT, LWOM Ce npeceye C BNACTOBUTE CTPYKTYPU U UHCTUTYLMW Ha
AbpKaBaTa, ce AOKa3Ba eAHOBPEMEHHO KaTo 3amalunTesiHa 1 OManBalya, KakTo fJobpe
LAEMOHCTPMPa No3HATUAT MbpdopMaHc Ha CaHa MiBekoBnY oT 1979 1. TpuvewsiHuK. U3na-
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3na Ha cBoA GankoH Mo Bpeme Ha Bu3uTaTa Ha [eHepan TuTo B 3arpeb, Korato nogobHa
[eHOCT e 3abpaHeHa, TS 3arnouBa [a YeTe KHWra, e YUCKU 1 ce NpecTpyBa, Ye mac-
Typ6urpa, B KOVITO MOMEHT €AWH OT CNYXXMTENWTE MO CUTYPHOCTTa AONY Ha ynuuarta, 6e3
CbMHeHUe MHPOPMUpPaH 3a He3aKOHHaTa M AEeMHOCT OT Pa3mnooXEHN Ha NMOKPKBa Ha
Crpaparta oTcpella Apyru CyXMTeNuU No CUrypHOCTTa, NMOYyKBa Ha BpaTtaTa i U f Mo
[a pa3uncTu,BCUYKM ula 1 npeaMmeTn” ot 6ankoHa. Mo gymute Ha MbOTPOBCKY, C TO3U
nbpdopmaHc ViBekoBrY pasKkprBa ,0CHOBaBallaTa Ce Ha BMU3yasHOTO AUCLUMNIUHA, Ha
KOATO TANOTO, U Haf, BCUYKO XKEHCKOTO TANO W >KeNlaHus, ca NoguMHeHn".

Ha cnepBawata rogvHa, B KOMyHuUCTUYecKa YHrapua tOgut Kene nsnonsea ob6siBa BbB
BECTHUK, 3a 1a Ce NPefyIoXU Ha Tbpr B MapuxkoTo breHane u,pasbepe Konko ctpysa”’®
KaTo XyAoKHMYKa. T 6ViBa NpofaZieHa KaTto NpeaMmeT, KOWTo Aa bble ,npuTexxaBaH” 3a ne-
puog oT Bpeme, paBeH Ha 3arniaTeHaTa Cyma, KOeTo Boam Ao 6pak ¢ dpaHLy3H, TaHLbop,
KOWTO e rei. Taka 1 fBamata morat fja npoueaupart ¢ 6paka cv no HauvH, KOUTO HAMa fa
MOAIOXKIM Ha KOMMPOMMC JIMYHMS UM XKMBOT M CbLLO TaKa LLie NOMOrHe Ha Kene fia emurpu-
pa Ha 3anag. Kato npasu TANOTO C/ JOCTBIHO He CaMo 3a 06LLEeCTBEHO NOTPebIeHE, HO
1 3a NMOKYTKa, XyAOXKHNYKaTa 61Ba cnocobHa fja U3ron3sa CNOHCOPMPaHKA OT AbpKaBaTa
MeXaHV3bM 3a KOHTPOJ Haf TANOTO - 6paka - B HelHa non3a. [Iee aeceTnnetus no-KbCcHO
cpbbCKaTa xynoxkHYKa TaHsa OCTomy 3aroyBa CXOAHO NPUKIIYEHKE, Camo Ye MOTMBaLW-
ATa i1 € Masiko no-pasnunyHa. PpycTpupaHa ot NoAPO6HUTE, OTHEMALLM BPEME U YCIIOKHE-
HV NpoLueaypu, Npe3 KOWUTo Ta TpAbBa Ja NpeMUHE B ONUTa CU Aa MOMyYU B/3a 3a UyKOWHa,
3a [1a MoKax<e 1 roBopw 3a paboTaTa cu, Ta Ce pellaBa fa Cb3fafe paboTaTta B mepceHe Ha
cenpyz ¢ nachopm om EC [Look(ing) for a Husband with an EU passport], HO T031 nbT ©3-
nosn3Baliky MHTEPHET, @ Ha BECTHMK, 3a la peknamupa anena cu. Kakto pabotata Ha Kene,
1 HeliHaTa MPUKJIIIoUBa C 6pakK, KaKTo U C BM3a Aa OCTaHe Ha 3anag. M aBeTe npov3BeaeHus
- OT COLMANNCTNYECKOTO MUHAMO W OT KanmnTaNMCTUUYECKOTO HACTOSILLE - U3/1araT Ha NMokas
B/IACTOBUTE CTPYKTYPU, HA KOUTO € NOJUYVHEH BCEKUAHEBHUAT HU XIMBOT, KOUTO Hanpas-
NABaT MOBEAEHMETO U NIErMTUMMPAT BPb3KY, KaTo YeCTo NpeaonpemensaT Kbae MOXeM Aa
XKVBeeM 1 Mopaau Kakea npuumHa. Te usnarat Ha NOKas 1 efjHa HeflbraBa CUCTEMa, KOSITO
YKEeHUTe U3MOoN3BaT - JHOBPEMEHHO B TSIXHA MOJI3a 1 BPeAa, - 3a ia MoJlyyaT JOCTbN Ao, re-
orpaduru Ha 6narofeHCTBNETO", KaTo YeCTO CKIHOUBAT JINLLEHN OT S060B 1 HaCUITHUYECKN
6pakoBe, 3a Aa BOAAT ,N0-406bP XKMBOT". [lopaay COLMONKOHOMUYECKN U MONIUTUYECKN
NPVYVHM Ta3u MUrPaLMs ce CllyyBa NpeammHo oT M3Tok Ha 3anag.

W nokato eauH ,banwmns” 6pak 3a MUrPaLNOHHN LieNIN He NPUBANYA BHUMAHUETO Ha
BnacTute, To eBporawmTte Ha Octouy ycnagat ga ro HanpasATt. Qotorpaduata n ot
2004 r. be3 3aznasue/lNo Kypbe n3obpasnsa camaTa XyfoOKHMUKa, Npecb3asalla no-
3aTa Ha mMofena, NokasaH oT Kypb6e B KapTuHata my ot 1866 r. L'Origine du monde,
KaTo TO3U MbT KEHCKUTE FeHUTa N He ca MOoKa3aHW, a MOKPUTK CbC CBETIOCMHM
ralwiy, yKkpaceHu ¢ NpbCTeH OT 3Be3An, HanoMHsAL, 3HameTo Ha EC. KoraTto ce nosswm
no 6un6opauTe B Mpay npes 2006 r., N306paxxeHNeTo Npean3BuKa OrpoMHa BpABa,
KaTo BCUYKM - aBCTPUINCKOTO MOPATHO MHO3MHCTBO, MacMeamnm U NonnuTmuum, o6sasu-
Xa paboTaTa 3a HeMopaJsiHa 1 00MHa 3a )KeHUTe 1 B KpallHa CMeTKa TA belue cBasieHa.
Cnopen MapuHa pxnHuy obaue, paboTaTa e ckaHfanHa He 3aloTo e amopasnHa, a
3aL0To ,€e ‘CKBEPHOCIOBHO' MOpasiHa CNpsAMO ABONCTBEHMUTE MOANTUYECKM (NOYTU

9 Ibid, p.358.

10 Beata Hock, “Agency Gendered: Deconstructed Marriages and Migration Narratives in Contem-
porary Art," in: Art Margins (8 1onn 2011): www.artmargins.com/index.php/2-articles/636--marriag-
es-and-migration-in-art (ocTbn: 6 toHN 2014).
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amMopasHu) NPOTOKON U MPOLEAYPU OTHOCHO PeryinpaHeTo Ha MOGUIHOCTTA B 1 MO
rpaHuymTe Ha EC oT nonutuymTe cu ... [1] ... HanpaBu 06LWECTBEHO BUAVMY UMEHHO
NMOVMANHANHO CKBEPHUTE OTHOLIEHUA MeXAy HeonmbepanHaTta Kanutanuctnyecka
CMCTEMA, NONMTMKATa U MHCTUTYUMWUTE Ha XypaoxKecTBeHus nasap”''. C gpyru gymu,
KaTo nojKonasa MorfeAa u ro 3aBpblya OTHOBO npu TaAX, OcTony ce KOHPPOHTHpPa
CbC CaMuTe NONNTHLM, Cb3AaBalyM U MOAABPKALLM TE3M CTPYKTYPU Ype3 06pas, Kon-
TO me ca Cb3Aanu, KaTo rm Kapa Aa NpeoCMUCTIAT U NpepasrneaaT MexaHusmmuTe, yn-
paBnABaLy TANOTO, U KaTo NOACKa3Ba NOTEHLMANHOTO UM CHeMaHe. M3kapBalku Ha
npefeH MiaH XeHcKaTa CeKCYanHOCT 8U3yadsiHO obaue, HelHNTe eBporalyy ce oKas-
BaT NO-MOAPUVBHY OT AENCTBUTENIEH NPECTOPEH OpaK, KOMTO Ha NpaKTKa MaHWUMyn-
pa 1 BCbLHOCT OCyeTABa YCTaHOBEHMTE MPOTOKONN Ha chucTemara.

TaHa Octouny (Copbua/Tepmanus), bes 3aznasue/lo Kypbe (L “Origine du monde), upeTHa poTorpadus 46x55 cm., 2004
dorto: laBug Pux, © Octonu/Puix

Tanja Ostoji¢ (Serbia/Germany), Untitled/After Courbet (L “Origine du monde), colour photo 46x55cm, 2004
photo: David Rych, © Ostoji¢/Rych

HpeAwssuKaTencha npepa nosna v nosioBuTe ponn

MpoeKkTnpaHnuTe OT MegMnTe NPeacTaBn 3a KpacoTa Y NPUEMSINBO TANIO Ca He caMo
PEeCTPUKTMBHM NO OTHOLUEHWe Ha Mona, HO 1 Bb3pacTTa. Tomucnas loToBal npasu
TOBa oyeBUAHO BbB GoTO cepusATa My focnoduH Jlucuk [Foxy Mister], B koaTo 3acTapsa-

11 Marina Grzini¢, “De-coloniality of Knowledge,” in: Tanja Ostoji¢, Integration Impossible?, Berlin:
Argo Books, 2009, p. 189.
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JIOTO My TAJIO 3aeéMa No3n " No3nynm Ha moaennm OT NOPHO CNnCaHnA. BcbuwHoCT 3a-
rMaBMETO Ha CEPUATa € B3€TO OT MMETO Ha CNMNCAaHUNETO, MO KOETO Ca n |/|306pa>KevaTa
- Foxy Lady. TyK [oToBaL NnocTaBA nog BbNpPoC HE CaMO TPaaANLUMNOHHUTE NOJIOBU PONN,
KaTO MOCTaBA roJIOTO MbXXKO TAJIO B MOKOPHATa POJiIA Ha EeHCKNA 06€eKT, roToBO Aa
6bne NPOHUKHATO, HO N NOCTaBA NoL BbNpocC eNIKNCTKMTE Harmacu CnpAMO CeKCy-
aAJTHOCTTa U KpacoTaTa, BHyIJJaBaVIKVI, ye oCTapAnoTo, Ha6pquaHo N N3KPUBEHO TANIO
CbLO MOXKe Aa 6'bp,e KpacnBo " MIIBTCKO. |-|0,E|,06H0 Ha Pocca, Ton npepnara HOB 1 NO-
BKJIKOYBaLl moAen.

B nepunopga 2007-2010 r. xbpBaTcKaTa XyaoxkHMYKa [luHa PoHueBny npemmHasa npes
npekeanudukauyma, 3a Aa cTaHe aBTOMEXaHUK KaTo YacT OT Xy[OXKeCTBeH MpoekT. Bb-
MPeKn Ye rMa akaieMUYHa CTeneH Mo BM3yasH1 U3KYCTBa, NpekBanudukKaumaTa e yact
OT Cb3HaTesieH U360p Aa ce NpoBepy Kak Ta b1 morna aa,cu nskapsa npexpaHaTa” kato
XYAOXKHMYKA. XyAOXKHMYKaTa TpeTMpa npekBanudmukaumaTa Ao ronsama cTeneH Kato npo-
BaJl, MOHEXe He yCnABa B AeNCTBUTENIHOCT Aja CTaHe MexaHuK. [punyrHaTa 3a ToBa uma
MasnKo 0610 C yMeHMATa UK TanaHTa 1 1 NOBeYe C OTHOLLEHNETO KbM XEHUTE U CTPUKT-
HaTa iepapxusa Ha NONOBKTE PONK B XbpBaTUA KbM OH3V MOMEHT. Hanpumep no Bpeme
Ha 3aAb/HKMTENHOTO YMPAYECTBO TA Ce 030BaBa BbB BpaxkaebHa cpefa, KaTo HUTO einH
OT MBbXKeTe He BAPBA, Ye e CnocobHa Aa paboTun Tam, 1 i GMBAT NOBEPABaHN CaMo CNly-
MMHCKM 3afiauu, KaTo MOYMCTBaHe WM 3aKynyBaHe Ha YacTu, U B pe3ynTaT Ha ToBa TA
npvao6rBa Manko NpakTUYeCcKy OnunT, 3a la CTaHe MeXaHKK.

Bmecto ga nopeme nmpaBHM OeCTBUA 3apagn AUCKPMMUHALMA Ha PabOTHOTO MACTO,
KOeTo 61 A OCTPaKMpano AOMbAHUTENHO OT HEMHUA AOMUHVPAHUA OT MbKe CBSAT, B KO-
TO Ce OMNWTBaA Aa HaBMe3e, TA U3N13a C APYru peLleHuns, Hanpumep ¢ JekoHcmpykyuu Ha
kona [Car Deconstructions], NpoOeKT, B KOWNTO TA U rpyna MOMMYeTa pa3rnobasat Kona unm
ApYru NpeBo3HU cpefcTBa. MigesaTa e, Ue BMECTO Aa ce onvTBa Aa OTKpMe Kak pabotu
[BUraTenAT, KaTo ro crinobu, Ta OTCTPaHABa HaMpeXeHNETO OKONO HeO6XoAMMOCTTa Aa
TpabBa fa ce Npom3Befe Hewo 1 Kapa MOMUYeTaTa ia OTKPUAT TallHUTE Ha ABUraTens,
KaTo ro pasnapuyetucar. POHUeBUY Npean3BMKBaA T3 MOMUYETA @ BUAAT OTBbA rpa-
HULWTE Ha JOCTBMHUTE 3a TAX MOAENU - OHe3W, U306pa3nBaLLy MbXKeTe KaTo MexaHuLu,
a >KeHUTe - KaTo orpaHMYeHn Ao AoMaluHaTa chepa Hanpumep. B pesynTat Ha ToBa mMo-
MUYeTaTa 3arnoyBaT fa HaTPynBaT MHTEPeC U CaMOYBEPEHOCT B TO3U MeXaHNYeCKu CBAT,
B KOWTO, B MO-rofiiMaTta My 4acT, Te CMATaT, Ye HAMAT MACTO, U A0 KOWTO YecTo HAmaT
[OCTDBI, KOETO Ce Ob/KM Ha CXBallaHVA 3a NOJIOBUTE POSIN B CbBPEMEHHOTO 06LLecTBO.
B T031 Manbk MMKPOKOCMOC Ha cBeTa Ha [lnHa, Te3n nepdbopmaTrBHM 1 BKITIOYBALLN pa-
60TV ycnsABaT Aa NopoaAT NPexoa KbM CaMOOCH3HATOCT, MOHe Cpef YYaCTHUYKNTE.

[JlokaTo PoHUeBMY OTKpMBa anTepHaTMBEH MapLUpPyT, KOraTo TO3M KbM aBTOMeXaHWKa-
Ta e 3aTBOpPEH 3a Hefl, eCTOHCKaTa XyaoxHuuka Ono Kaceapy, 3aefiHo ¢ yeTrpu gpyru
XYAOXHWYKM, cb3aasaT Ceama How [Holy Night], kato camopednektrBeH nbpdopmaHc
1 pelleHne Ha npobnema Kak Aa GyHKLMOHUPALL 1 KaTo XYAOXKHUYKA, U KaTo Maika B
AHelwHuA cBAT. [NeTTe XeHW NpPaBAT NMbPGOPMaHC Ha CLeHa, KbAeTo CrinobasaT Kona -
CUMBON Ha TAXHaTa cBobopa, - AOKaTo AeLaTa UM M MpMApY»KaBaT Ha peneTuuunTe u cu
UrpanT BCTPaHW Ha cLeHaTa.

CBeTbT, B KONTO POHYEBMY ce 030BaBa B MbpPBOTO AeceTUneTe Ha 21 BeK, € 4OCTaTbUeH,
3a fla HaKapa xbpBaTcKaTa i Konexka xyfokHnyka Cangpa Crepne aa ce pasbonee ¢u-
3unvecku. B nbppopmaHca fadere [Nausea] (2008), koinTo ce cnyysa 3a NpbB NbT B CNau,
XYAOXHMWYKaTa MOBPDbLLA - UK Ce ONMUTBA Aa MOBBbPHE, - JOKATO Ce YyBa neceHTa ,Mbxe-
Te Ha [lanmaumA HOCAT Ha BpaToBeTe c1 Bepurin” oT Muwwo Kosay, KynToBa MKOHa Ha Xbp-
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BaTCKaTa GONKIOpPHa My3rKa. 3a XyJO)KHUYKaTa NeceHTa NpefCTaBABa NaTpuapxanHa-
Ta KynTypa Ha [anmauus, KoaTo MPOeKTbT Ha POHUeBUY leMOHCTPMPa, Ye ce NpocTrpa
Ao cTonMuaTta Ha HauwmATa. Kakto nuwe VBaHa baro, ,[KlaTo ny6nnyHo npepnn3BuKBa
noBpbLLaHe 1 n306pa3ssaBa No3uLMATa C Ha 06e3BNACTEHOCT B IMLIETO HA HOPMUTE Ha
COLMANTHOTO MHO3MHCTBO, Xy OXKHUYKaTa nonara cebe cu Kato 6yHTyBalL, ce cybeKkT"'2.

[nHa PoHueBuny (XbpBatus), JekoHcmpykyuu Ha Kona, nbpdopmaHc, 2007-2010
doro: Pitchwise Festival, CapaeBo, bocHa 1 XepuerosuHa, 2013

Dina Roncevic (Croatia), Car Deconstructions, performance, 2007-2010
photo: Pitchwise Festival, Sarajevo, Bosnia and Herzegovina, 2013

KaTtapxnHa Ko3upa cbLio cTaBa 6yHTyBaly ce cy6eKT, KoraTto cu criara ¢panoc 1 Biv3a B
MBXKOTO OTAeNeHNe Ha 6aHsTa fenept” B Byganelua, YHrapus, BbB BUaeo mbpdopmMaHca
n ot 1999 r. Mexxkama 6aHa". PaboTaTta npepacTass MNonwa Ha BeHeuuwaHckoTo 6rieHane
npe3 1999 r. u B MeanUTe N3pUrBa NoNEMKa OTHOCHO parnoca 1 BUCOKaTa My CTOMHOCT 3a
JaHbkonnatyuTe. [lokato TBop6aTta Ha Ko3upa gemoHcTpurpa naesta Ha IxyauT butibp
3a nona [gender] KaTo u3N®/IHeH™, NPOTNBONOCTaBEHO Ha BUONOTMYHUA NN BPOAEHUA, TO
TOBa NOHATME Gelle YyJo 3a No-rofsAMarta YacT OT MacoBaTa nybnuka B MNonwa no Hero

12 Ot TeKkcT Ha WBaHa baro, untupan B Cargo Collective: www.cargocollective.com/sandrasterle/
Nausea (gocTbn: 6 toHK 2014)

13 3a uanocTHo obcbxkAaaHe Ha Moxkama 6aHa n XKeHckama 6aHsa Ha Ko3umpa, mons Bx. “Filming
Young Girls and Older Men: Performing Gender in Poland’, koeTo e rn. 3 oT kHurata mu: Amy Bryzgel,
Performing the East: Performance Art in Russia, Latvia and Poland since 1980, London: IB Tauris, 2013,
pp. 147-221.

14 Bx. Judith Butler, Gender Trouble: Feminism and the Subversion of Identity, New York: Rout-
ledge, 1990 [Bx. 6bAT. U34.: [XXyanT BbTbp, beanokolicmeama okono podosus nos, npesog uaHa
3axapueBa, Codus: Kputuka n XymaHnsbm, 2003; gymata,,M3nmb/iHeH" nfBa OT,M3MbJiIHeHKE” (CbOTB.
aHrn. performance); 6en. npes.].
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Bpeme, KOATO, cief] KaTo 61Ba NOAJSIOKEHA HA U3C/efBaHe, NOTBbPXKAABA YOEeXKAEHNETO
CU, Yye NONTBT e NPOoCTo 6uonorudeH’. MNpean3BrKBaNKN CTABUNHOCTTA Ha GUHAPHOCTTA
MBXKKO-KEHCKO, AbJIr0 NOAAbPMKAHA MbPBO OT KOMYHUCTUYECKOTO NPABUTENCTBO, a Noc/e
OT KaTofiMueckata LibpKBa, NoJsiemMrKaTta OKoslo nmbppopmaHca Ha Ko3upa noTebpkaasa
TBbPAEHNETO Ha NbOTPOBCKM, Ue Te3M CUCTEMU Ha BNACT 3aBUCAT OT OCHOBABALLA Ce Ha
danoueHTpU3Ma KynTypa 1 Ye BCAKO OCMOPBAHE HA TO3M MPUHLMM 3ansalBa CTaTyKBO-
T0. B cnyyas Ha lNoswa ToBa e NoaAbp»KaHOTO OT KaTonmnyeckaTa LibPKBa CTaTyKBO, KOETO
CbMbTCTBA HALUMATA MPE3 MoBeYe OT eAVH BEK TepUTOpranHy Noasanbm 1 nosioBuH BeK
KOMYHUCTNYECKO ynpaBnieHve. Moxkama 6aHs e NpeaxofeH OT Bim3aHeTo Ha Kosumpa B
)KEHCKaTa 6aHsA, iBe roAnHMN No-paHo, KbAETO 3aCHEMA KEHUTE BbTPE N eCTECTBEHOTO UM
ObpkaHve, 6e3 Haa30pa Ha MbXKKA nornes, AokaTto Kosupa e cpep Tax. ToBa, KOETO Xy-
JOXHMUKaTa Hay4yaBa Mpu CPAaBHEHMETO Ha Te3u [Be CUTYauuu, e, Ye UMa efHaKbB Wn
MOHEe CXOAEH HATUCK BbPXY MbXKETE [1a Ce MPUAbPXKAT KbM OnpeaeneH ctaHaapr. Mo ay-
MUTE 1, MMa HELLO B OBLLECTBOTO HI, KOETO Ka3Ba, Ye MbXeTe TpA6Ba Aa n3rnexaat fobpe,
Aa n3Kapeat gobpu napu. Tpsabsa Aa ro NpassT, 3a Aa U34bpKaT ceMencTeaTta cu ... Tpsabea
1 Aa 6bAaT B FOTOBHOCT CEKCYASHO ... EQUHCTBEHATa pasfvika e, e MbXKeTe HauCTUHa He
pasnonaraT C KakBo fia Ce 3aLWTAT, Thil KaTo KEHWTE 3anoyHaxa Aa ce 3almuTaBar ¢ pemu-
HM3Ma ... HO a3 MUCISA, Ye 1 MbXKeTe TpsA6Ba [la 3arMoYHaT fia 3awmTasar cebe cn”',

ToBa TBbpAEHVE HaMUPa OT3BYK B MAeuTe 3af NPoeKTa Ha ObArapckna XyaoHWK BeH-
uMcnae 3aHKOB Bcuuko 3a Mexa, KOWTO 1Ma 3a Lien Aa Aafe rMacHOCT Ha MbXKUTe npo-
6nemMmn B CbBpeMeHHOTO O6LIECTBO 1 fia MPOBOKMPa ANCKYCWA OTHOCHO NPOMEHALLUTE ce
ponu Ha MbXeTe B 0OLLECTBOTO CNief nonuTmyeckarta TpaHcpopmarms ot 1989 r.

MpoekTbT Kopekyuu Ha 6bnrapckna XygoxxHUK Pacm feMoHCTpUpa ToBa, KoeTo Kosumpa
Habntopaea B 6aHATa. B npogbmkeHne Ha ABe rogvHW Tol npaBu Kopekyuu Ha TANOTO
Cu, KaTo cnefiBa cTpora 6oaAM6MNAVHI NporpamMa u aneta. XyAoXKHVKBT 3asBABa, Ye TO31
NPOEKT OTXBbPIA ,POMAHTUYHMA MOAEN 3a XyLOXHIMKA, KOWTO BCe olle npeobnagasa
B bbnrapus: cnab, ¢ gbnra Koca u nuue, 6ensa3aHo oT 6e3CbHHN HowmM"", KaTo BMECTO
TOBa UMa 3a Uen aa TpaHchopmupa TANOTO cv B 06eKT Ha M3KycTBoTo. Cnefl mpoeKTa
XYAOXHUKBT OTOENA3BA, e TANOTO My, HOCeLle OT/INYUTENTHUTE XapaKTepUCTUKM Ha Kpa-
coTaTa OT woy mHAycTpuaTa”'®. MogobHo Ha MBekoBuy 1 Mppxa, npoekTsT Ha Pacum
AEMOHCTpUpPA YCuUnHaTta paboTa, KOATO TANIOTO U3BBPLLBA, 3a la MOXe Ha MpaKT/Ka Aaa ce
BNuLle B MacMeanNHNA ngean. BCbLHOCT noaabpKaHeTo Ha TO3U TefleceH obpas e 6un
TONIKOBa MbYEH, Ye B KpaliHa CMeTKa TOW MpeKpaTaBa pexuma. Korato npasu ToBa, T4-
NOTO My CU Bb3BPbLUA NpefunwwHMTe nponopumn. MbpdpopmaHcbT My gonbiBa TBopbHaTa
oT 1972 I. Ha aMmepurKaHCKaTa XyfoXH1YKa EneaHop AHTUH M3salisaHe - mpaduyuoHHa
ckynnmypa [Carving - A Traditional Sculpture], B KoTO Tsi ce nognara Ha CTpora gveTa 3a
Tpu cegmmum, oTorpadurpainkn TanoTo cn Bcekn aeH. lMogobHo Ha Pacum, Ta nsnonsea
TANOTO CU KaTo MaTepuan v ro CKynnTupa, 3a Aa ce BryLe B COLMANHO Bb3npueTaTa
npepcTaBa 3a KpacoTa. ToBa, KOeTo 1 ABaTa NpoeKTa UNIOCTPUPAT, € HEBb3MOXKHOCTTA 1
3a AiBaTa rnona Aa ce U3BMCAT [0 ¥ Aa Ce BNuMLIAT B CTaHAAPTUTE Ha KpacoTaTta U Npomo-
TUPaHUA OT MacMeannTe obpas.

15 Mira Marody and Anna Giza-Poleszczuk, “Changing Images of Identity in Poland,” in: Susan Gal
and Gail Kligman (eds.), Reproducing Gender: Politics, Publics, and Everyday Life after Socialism, New
Jersey: Princeton University Press, 2000, p. 151.

16 OT MHTepBIo Ha aBTOpKaTa ¢ KatapxuHa Kosnpa, 22 centemspu 2007 T.
17 KakTo e 3aABeHO Ha caliTa Ha Xy[OXKHIKa: www.rassim.com/atareview2.html (gocTbn: 6 toHn 2014).

18 [MMak Tam.
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JlokaTo NpoeKTbT Ha Pacm npoyyBa Bpb3KkaTa MeXay ponATa My Ha XYAOXKHVK 1 Ta3n Ha
rona My, XbpBaTcKaTa XyAoXKHNYKa Bnacta XKaHuu ce onutea fa AxHe Te3n ABe No3numn B
nmbpdopmaHca n Poxama [RoZatal, B KOMTO TA cepBMpa HAKONKO OFPOMHM MJiata OT Xbp-
BaTCKW fecepT (roZata), nopobeH Ha Kpem bptone, eneraHTHO 13paboTeH Taka, Ye fa Ha-
nofo6aBa CKyNNTypHO NPOU3BEAEHNE Ha N3KYCTBOTO, 1 MOCTaBA BCEKM AeCepT Ha nocTa-
MeHT B rasiepuaTa. Y goma cv KaHn4 U3MbJIHABa PONATa CU Ha Xy[OXKHUYKA, KaTo Cb3faBa
Te3n Npoun3BeAeHVA Ha N3KYCTBOTO, HO B rasiepuaTa noema JoMalliHaTa posia KaTo rotBay-
Ka 1 AOMaKVHSA, CepBMpPaliKy Te3n BKYCHU NPOV3BeAeHNA Ha U3KYyCTBOTO Ha NMoceTUTenuTe.
Kato pa3BofHABa rpaHuLaTa Mexy XyAoXKHNYKa U AOMaKUHSA, TA MOXe fja CbyeTae KakTo
[lOMalLlHaTa, Taka 1 npodecnmoHanHata cu ponu, 6e3 aa TpAbBa fja NoxepTBa eAHaTa B MMe-
TO Ha ApyraTa. Brxxaame Ta3v 6op6a Ha NPOTMBOPEYaLLM C1 POV NPpefCTaBeHa B HCTasNa-
umATa Ha JapviHa Anctep MynimuxeHd TyK B MPOCTPaHCTBOTO Ha the fridge n ,Xacnen” (B
KoHTeKcTa Ha Codua Kyubp Qopym 2014), KOATO NpaBu BUANMUN Pa3INYHMTE acnekTu Ha
JIMYHOCTTA I, KAaKTO 1 Pa3fINyHUTE,,COLMANHO Npef3afafeHmn ponn”'?, Kouto e HaToBapeHa
fa n3nbnHABa. CbyeTaBaHETO Ha BCUYKM Te3W POSY € AeCTBUTENIHO HEBB3MOXHO - Te Ca
TOJIKOBA M3MCKBALLM, KOJIKOTO € 1 3a Pacum aa nofabpKa CbBbPLUEHO V3BAsAHO TANO - U
€AVIHCTBEHWAT HauunH Aa 6GbAell BCUYKM Te3M Hella € id CM MHOTOPBbKO CbLUECTBO UK Cy-
neprepoi, cakaw cv Supermatka, unn cynepmaiika, MOHATUE Ha NoCTCoLManmncTMyecKara
noncka marika Enzbeta A6noHcKa, UMoCTpUpaHo B eIHOMMEHHATa i poTo cepusi ot 2003 T.

[a ce BbpHem KbM MbpdopmMaHca Ha KaTapximHa Ko3upa: Tas3um pabota e npotuBopeursa
1 nopagm gpyra npuyrHa obave 1 T4 € CBbp3aHa ¢ obLata nMnca Ha 3HaHue 3a CbBpe-
MEHHOTO M3KYCTBO U CbBPEMEHHMUTE XYAOMECTBEHN NPaKTUKKM, KOWTO ca 6unu, o 90-Te
FOAVIHU, CNOAENAHN CPeA 3aTBOPEHU rPYNi OT XyAOXKHMLM 1 NPAKTULIM Ha M3KYCTBOTO. 90-
Te roavHy B Nonwwa ca HapyyaHu, AeceTuneTye Ha nonemMmKara’, Kato pabotata Ha Kosnpa
He e eUHCTBEHaTa, KOATO MOBAMIa BbMPOCK OTHOCHO eCTECTBOTO Ha CbBPEMEHHOTO U3KY-
cTBO. Taka mbpdpopmaHcsT oT 2008 1. Ha CTepiie MpUBMYA FOIAMO BHUMAHUE B MaCMeanm-
Te 1 coLMaNIHNTe MeANK, NOPaXxAalKy pa3roBopu U3 YaT CTan He OTHOCHO naTpriapxanHa-
Ta KynTypa, KbM KoATo CTeprne HacouBa BHMMAHMETO, @ OTHOCHO »aHpa Ha MbppopmMaHC
U3KYCTBOTO, KOWTO TA M3Mon3Ba. XyAoXHNYKaTa JOKYMEHTUPA Te3n ANCKYCMU U M 13J1ara
Hapepa C AoKyMeHTauuATa Ha MbpdopMaHca. B Tesn gBa nprmepa BTPELIHOTO eCTecTBO
Ha MbpdOpPMaHC N3KYCTBOTO flaBa Bb3MOXHOCT Ha Te3n paboTu, Hapep C NonosuTe Bb-
npocK, KOUTO NOBAWIa, Ad AOCTUIHE A0 He-XyAOoXKeCcTBeHa MybnmKa, KOeTo BePOATHO CbLLO
[laBa pe3ynTaT B NPOMSAHa Ha Cb3HaHMETO No Bpeme Ha To3u npouec. CneymnanHo cinyyasTt
Ha Kosumpa gemMoHcTpurpa HaumHa, No KOWTO TO3U ANCKYPC - BbPXY MO, CeKCyanHOCTTa 1
TANOTO - HaBNM3a B NybnnyHaTa chepa: He KaKTO B 3aMafHaTa KynTypa, Ypes akafeMunyeH
LUCKYPC UKW akTYBM3bM, @ Ype3 TPETUA CEKTOP 1 KyNTypHUA TepeH?. Tosn peHoMeH, Koi-
TO CMATaM 3a MHOIO OCOOeH NPU NOCTKOMYHMCTUYecKa V3TouHa EBpona, AeMoHCTprpa He
camo cunara, noteHumana n epmKacHoOCTTa Ha U3KYCTBOTO, HO U rofiAiMaTa OTrOBOPHOCT,
KOATO CbBPEMEHHOTO M3KYCTBO HOCY Ha NieLyuTe cu.

ﬂpeAmBMKaTencma npepj xerepoHOpMaTMBHOCTTa

Bnagncnas Mamuwes ce npepbniatABa KaTo MepVIJ'IVIH MOHpO 3a NPbB NbT B KpaA Ha
80-Te, KaTo Ce BAbXHOBABA OT (I)I/IJ'IMa Hakou 2o npeanoqumam 2opewo, KOWTO CY CMOMHH,
ye e rmefan no Hero Bpeme Ha KMHO, N B KOWTO y4yacTtBat MepVIHI/IH MOHpO KaTo LUyrbp

19 Bx. onucaHneTo Ha MHCTanaumATa i B canta Ha Codua Kynbp Gopym: www.xaspel.net/queer/
bg/10-news/71-installation-darina-alster (goctbn: 6 toHn 2014).

20 ToBa e aprymMeHTbT, KOUTO NpaBsA B KHUraTa Mu, cpB. Performing the East (Bx. 6en. 12).
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KenH KoBancku - Bogela nesurua B U3LANO XeHCKa rpyna, - HO 1 ToHn KbpTtunc n Ixak
JleMbH, NnpeobneyeHn Kato xeHu. Mpe3 1986 r. MamuLieB 61Ba YBOJIHEH OT apMUsATa 1
BbABOPEH B NCUXMATPUUHA KIUHWKA, Clefl KaTo ce npeobnnya kato Mepunux MoHpo,
M3MoN3BalKun Koca OT KyKnK, 3a fia cv odopMm Nepyka, 1 NPekposABaiKkn 3aBecy 3a poK-
ns. Mpe3 1989 r. MammwweB-MoHpPO ce NosiBABa Ha OTKPMBAHETO Ha M3NIoXK6aTa, Hapeue-
Ha ,’KeHnTe B U3KycTBOTO” B JlIeHUHrpag, obneueH Kato MepunuH, KOeTo npean3BuKBa
CKaHgan no TeneBunsnATa U B MaCMeaunTe 1 KaTo pe3yntaT CMbPTHU 3amniaxy Kbm Xy-
JOXHVKa. HeroBaTa ynotpe6a Ha KOCTIOMM € HapuYaHa,, Tepanus Ha BEPOATHO MHOXEeCT-
BEHO Pa3CTPONCTBO Ha NMMYHOCTTA"?' oT Onecs TypKMHA, a 3MOJI3BaHETO MY Ha KOCTIOM 1
Zern3vpoBKa My Nomarat fja ce OpveHTMpPa CNopes 0C, KOATO € HEMOKOPHO Pa3nosnoxe-
Ha He caMo MeX Ay MosoBeTe, HO 1 Mexay M3Tok 1 3anag. Mo gymnte My n3non3saHeTo
Ha KOCTIOM M NMPOMEHSALLM Ce UAEHTUYHOCTW 13pPa3ABa >KenaHNeTo My ,Aa BbMabTA Yo-
BEYECTBOTO B LANIOTO My MHOroo6pasue, camyAT a3 ia M3nuTamM BCUUKK Te3n cbabu, aa
rnoema Bbpxy cebe cu Te3n rpexoBe 6e3yeT, a HeyTpanusmpam Te3u 6es3kpainH obpu
Zena, fia eNnvMUHUpaM CEKCYanHNUTe, HaUMOHaNHW, COLMANHN 1 ApYyrv pa3nnuyma n a oc-
TaHa cam cebe 1 B TOBa eANHCTBEHO MHOroobpasune”?,

Mpe3 2010 r. MamuwweB e rpy6o HanagHaT B Pycus no Bpeme Ha rein no6ou Hag Hero. Ton
JOKYMEHTMPa paHuTe 1 Bb3CTaHOBABaHeTO cv BbB Facebook - olwe BepgHbX ce npeBpbLya
B MepuvnuH MoHpo, n3non3sariky nybnnyHaTa cu IMYHOCT KaTo roBOPUTEN 3a reil npasara.
Mpe3 2013 r. ymupa TparnyHo NofgobHO Ha HeroBaTa CbYMEHHMWYKA, 1 MPY ejHaKBO NOAOo-
3pUTeNHN 06CTOATENCTBA, YAABAWKM Ce B HAKOIIKO CAaHTUMETPa BoAa B xoTena My B banu.

bbnrapckata xygoxHuuka bopsHa Pocca cblio e oTnpaBsna npeav3BMKaTencTBa Kbm
NnonoBuTe GUHAPHOCTU B MHOTO OblboKO-TenecHata i pabota ot 2004 r. [TocieoHusm
K/1anaH, KoraTo, No BpemMe Ha MbppOopMaHC B HEMHMA anapTamMeHT, 3aluK1Ba BynBaTa Cu C
XNPYPruyeckn KoHum. Kato npasu ToBa, T Bb36paHaBa JOCTbMNa Ha danoca Ao TANOTOo cu,
KaTo ro 3aneyarBa. TA CblUo Taka OTNPaBsA NPeaM3BUKATENCTBO Y KbM NaTpUapxanHuTe
Harnacy Cnpsamo Nona, KaTo cu urpae ¢ ¢ppasara,3alumnTta NyTka', HameKBaLla 3a purmaHa
KEHa, KOATO He BUHAryi aBTOMaTUYHO Ce NPefoCTaBA Ha MbXeTe 3a CEKC, KaTo ByKBanm3u-
pa Tasuv no3uuus. AKLMATa 1 NoACKa3Ba eauH 6bell CBAT, CBOOOAEH OT NONOBU Pa3rpaHu-
UEeHVIA, NPOBMXKAANKM O6LLECTBO, KOETO , e Bb3Nprieme No-nnacTyyHN NpesCcTaBy 3a nos
1 pogos non [gender], Aa nperbpHe MHOroo6pa3smMeTo 1 Aa He ro NpoksHa“. MNonosata
" ABONCTBEHOCT HAMOMHS Ha Ta3u Ha MamuLeB, OKOSIKOTO U TON Cb3HATENHO 3ana3Ba
MBXKKUA C1 NON, BUONOTMUECcKH, BbNPEKMN Ye MMa BbHLUHUA BUA Ha >KeHa.

AKTBT Aa 3awmell cebe cu, nnn ga cmbnumnw cam cebe cu, e popma Ha npotecT. Bmec-
TO Aa ,0CTaBM BarnMHaTa Aja roBopun’, Kakto Buaaxme B pabotaTta Ha LLIHeemaH, nonbT Ha
Pocca octaBa cmbnuaH. TBopbata HanomHA 3a obpasa Ha [densug BolHapoBuMY OT Ka-
abp ot dunma TuwuHa = CMapm, [OKyMeHTaneH Gunm, B KONTO ce NokKasBaT peakuumTe
Ha xynoxHuumTe kbM CMWH Kpusata B Hio Mopk Cuti. TyK Xy[OXKHUKBT 3aliMBa ycTaTa
U, UMUTMPANKN MbBNYaNMBOTO OTHOLLEHME Ha WATCKOTO NPaBUTENCTBO KbM 6onecTTa,
KOeTOo camo 130cTpA Kpu3aTa. [Mpes onn 2012 r. pycknaT nbpdopmaHc XyaoxHUK NboTp
MaBneHcku 3actaBa npep KasaHckua cbbop B CaHKT MNeTepbypr cbC 3aWnTK YCTHY, B
nofkpena Ha uneHkute Ha,llycn PanbT’, cpeLly KOUTO KbM HEro MOMEHT ce Bogelue npo-

21 Olesya Turkina, “Russia in Search of New Identity: Art Identities in Conflict” (1998), in: Klys, www.
klys.se/worldconference/papers/Oleysa_Turkina.htm (gocTbn: 6 toHn 2014).

22 Vladislav Mamyshev-Monroe, “Where the Heck Am I? Where Are My Things?,"in: Laura Hoptman
and Tomas Pospiszyl, Primary Documents, Boston, Massachusetts: MIT Press, 2004, pp. 234-35.

23 bopsHa Pocca B HeliHUA caiiT: www.boryanarossa.com/the-last-valve (goctbn: 6 1oHU 2014).
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uec. Makap 4e Npu Te3n XeCToBe XyAOKHULMTE OTKa3BaT Aa FOBOPAT, AeWCTBUATA UM
MO>Xe 61 MOoraT fja MMaT Mo-rofifiMa PEeNeBaHTHOCT B CBAT, KOWTO, KAaKTO ce HafABaMm, ue
Ta3w Npe3eHTaums e AeMOHCTPUPana, CUIHO ce OBePsiBa Ha BU3YasIHOTO 3a UCTUHATA.

3akniouyeHune

JokaTo npeacTagaTa 3a GeMVHM3bM NPOAbIIKABA Aa € NpobiemMaT!yHa B NOCTCOLManiic-
TYecKna M3ToK, GeMUHUCTKITE XKecToBe 61BaT KapTorpadurpaHm No YHUKaIHU HAUMHW B
cdepata Ha CbBPEMEHHOTO U3KYCTBO. Ha 3anag pemMMHUCTKITE XYLOKHNYKI ce NosBABaT
npes 70-Te, 3a [a NOBULLAT OCH3HATOCTTA 33 MPUHOCA Ha KEHUTE KbM V3KYCTBOTO U NPO-
6r1emuTe Ha >eHuTe. B OTCbCTBMETO Ha KaKBOTO 1 Aa 61io KognduumpaHo GemmHIUCcTKo
XyAOXKeCTBeHO ABMKeHve B M3TouHa EBpona, pasfimyHmn n HECbU3MEPHIMM KECTOBE KAKTO
OT MbKe, TaKa Y OT KEHW XYAOXKHUYKU, U B COLMANMICTUYECKUA, U B MOCTCOLMANNCTAYECKUA
Neprioaw, ce NoABABAT, 3a 4a U3MI0XKAT Ha MOKa3, U3CNefBaT U NPeAN3BIKAT TPAANLIMOHHN-
Te U ycefHanm NpeacTaBy 3a MosioBa UAEHTUYHOCT U CEKCYANHOCT. KaTo npasAT ToBa, Te
npegsiarat Bb3MOXXHOCTTa AUCKYPCa BbPXY MOJf1a 1 NoJioBaTa MAEHTUYHOCT fa ce pa3sue B
KynTypHaTa chepa, 06paTHO Ha akagemuuyeckaTta Takaea. PasnuuHmTe Nogxoau Kbm nosa
1 NOMIOBaTa UAEHTUYHOCT, KAKTO OT MbXKE, TaKa 1 OT XKeHU XYAOXKHUYKY, NPABU Bb3MOXKHO
TOBa, KOeTo Pocca Hapuya ,Kynbp HauvH Ha MUCTIEHE"?, NPW KOMTO MOXEM [a 3anouHem
[a ce NpuaBUXBaMe OTBb GMHAPHOCTUTE Ha TPAANLIMOHHITE MCTOPUYECKN HapaTuew. B
MHOTO C/lyyau, KaTo Ce M3Mon3eaT MbpdopmaHca 1 nephopMaTUBHUTE KECTOBE, BCUYKU
TE31 XYJOXKHUYKIN/XYLOKHNLM €4HOBPEMEHHO Ca MOBULIMAN 1N NPOMEHUAN Cb3HAHUETO
KaKTO Ha nMy6iMyHaTa, Taka v Ha YacTHaTta cdepa. B yacTHOCT TOBa, KOETO MHOIO OT MoKasa-
HUTe TYK NPUMEpPY B KOHTEKCTa Ha TasroamnwHus Codpumn Kyubp Qopym - ,MaHudecTaumm
Ha IMYHOTO" - Pa3KPUBAT, €, Ye IMYHOTO € BCE Taka A0 rosiAiMa CTerneH nofnTUYecKo.

24 Boryana Rossa, “Performance Documentation, Gender and Myth in the Age of Mobile Internet,”
Herny6nuKyBaH pbkonuc (nog neyvar).
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PERFORMING GENDER IN EASTERN EUROPE’
Amy Bryzgel

Introduction

The notion of feminism in Central, Eastern and Southern Europe prior to 1989 is compli-
cated by the fact that, during that time, the women'’s question, on an official level, was
considered largely to have been “resolved.”? While the feminist movement raged in North
America in the 1960s, and a feminist art movement began on its heels in the 1970s, wom-
en across the East, benefiting from equal job opportunities and equal pay, did not revolt.
Even though in the domestic sphere, the situation was quite different, with traditional gen-
der roles being maintained, in the social sphere, “feminism” was considered unnecessary,
an annoying import from the West. The drive to rectify inequities in the private sphere was
further hampered by socio-political circumstances in the East. As Martina Pachmanova
has explained, in places where the state exercised control over much of everyday life, the
common “enemy” for all was the totalitarian regime, “which women and men in the coun-
terculture fought against”® Of course not everyone, however, agreed that feminism was
unnecessary. For example, in the 1970s, artists such as Jana Zelibska, Natalia L.L., and Sanja
Ivekovi¢ created pioneering works that addressed issues of gender and femininity.

In the post-socialist period, the veneer of egalitarianism that the regimes purported to of-
fer quickly crumbled, leaving behind the patriarchal society that had always been present
beneath. That said, no new wave of feminism emerged to combat the new forces of con-
servative right-wing governments, nor the reinvigorated voice of the Church. Bojana Peji¢
has suggested that in the former Yugoslavia, for example, the aversion to feminism in the
post-socialist period relates to a desire to forget the shared past of Yugoslavia following
the bitter wars of the 1990s.*

In other countries, the Church replaced the state as the authoritarian voice, and continued
to uphold traditional gender roles. Furthermore, across Central Europe, women saw femi-
ninity as a new right to exercise, following the homogenization of gender and stifling of
femininity in favor of the image of the proletarian mother of the newfound socialist state.
Izabela Kowalczyk has gone so far as to suggest that in the socialist period, beauty was a
subversive category;® however, | would add that especially in performance art and per-
formative gestures, gender and sexuality contained equally subversive potential, which
often became evident when art intersected with the public sphere.

Performance art was a preferred genre among feminist artists in North America who were

working at a time when performance was rapidly gaining currency among both male and
female artists, providing a platform that enabled agency in the artwork, especially in an era

1 Lecture delivered on 3 June 2014 at the fridge and Social Center Haspel, followed by a panel
discussion with the participation of Luchezar Boyadjiev and Snejanka Mihaylova; editors’ note.

2 See Bojana Peji¢,“Eppur su muove - Introduction,”in: Bojana Pejic (ed.), Gender Check: Femininity
and Masculinity in the Art of Eastern Europe, Cologne: Buchhandlung Walter Konig, 2010, p. 21.

3 Martina Pachmanova, “In? Out? In Between?,"in: Bojana Peji¢ (ed.), Gender Check: Femininity and
Masculinity in the Art of Eastern Europe, Cologne: Buchhandlung Walter Kénig, 2010, p. 39.

4 See Bojana Peji¢, “The Morning After: Plavi Radion, Abstract Art and Bananas,” in: Bojana Peji¢
(ed.), Gender Check: Femininity and Masculinity in the Art of Eastern Europe, Cologne: Buchhandlung
Walter Kénig, 2010, p. 109.

5 lzabela Kowalczyk, “The Ambivalent Beauty,” in: Bojana Peji¢ (ed.), Gender Check: Femininity and
Masculinity in the Art of Eastern Europe, Cologne: Buchhandlung Walther Konig, 2010, p. 39.
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of political activism. Performance enabled women to become active subjects, as opposed
to passive objects of the artwork.® Furthermore, as a relatively new art form, it seemed to
offer new possibilities. For example, Robyn Brentano has argued that at this time, “there
was a sense in the air that art could contribute to social change by changing consciousness
and by operating outside the institutional confines of the art establishment where it could
reach a non-art public!”

The American artist Judy Chicago started the first Feminist Art Program at California State
University in Fresno, California, in 1970. The following year fellow artist Miriam Schapiro es-
tablished the Feminist Art Program at the California Institute of the Arts, and the now-iconic
Womanhouse, a collaborative feminist art project, including installation and performance,
was created in this context. In North America, these developments in feminist art followed
on from the decade of the 1960s, which witnessed the women's rights movement, the FDA
approval of the combined oral contraceptive pill (1961) and the Equal Pay Act (1963). Femi-
nist art was thus a consequence and continuation of the civil rights’movements of the 1960s.
Achieving equality (at least in name and in theory) in everyday life, women artists sought a
similar goal in the realm of art, long dominated by male practitioners (an especially salient
issue since the reprise of the concept and figure of the male “artist genius”in the 1950s).

In Carolee Schneeman’s 1975 performance Interior Scroll, for example, the artist pulls a text
from her vagina, and proceeds to read it, enabling the female sex organ, as opposed to the
phallus, to speak. Much of the consciousness raising sessions that took place in the context
of feminist art and activism in the 1970s were focused on giving voice to women's issues.
The often used slogan of the feminist movement, “the personal is political,” underscores
this idea that the individual issues that women faced in society, which were at that point
largely ignored and not discussed, were relevant to political discussions regarding gender
and the body in society, and who has the right to control and legislate it.

Furthermore, following the Stonewall Riots of 1969, openly gay artists such as Robert Map-
plethorpe, Keith Haring and David Wojnarowicz began to create works that specifically
addressed themes of homosexuality and homoeroticism. Haring’s graffiti art and murals,
seen throughout the streets of New York City and on subway cars in the 1980s, functioned
as public political protests against the Reagan administration’s mishandling of the AIDS
crisis, and brought attention to human rights issues through the arts.

In this paper | would like to explore the manner in which artists from Eastern Europe used
performance art to explore, expose and challenge traditional gender roles, especially by
focusing on representations of masculinity, femininity and notions of beauty. While in East-
ern Europe we cannot speak of a feminist art movement, the explorations of gender in art
exist as evidence of cracks in the monolithic grand narrative of traditional heteronormative
gender roles supported by the state. As Piotr Piotrowski has argued, the socialist and com-
munist regimes in Eastern Europe depended on the maintenance of these gender roles.
In his words, “any authority system, including the totalitarian system that is its extreme
version, can function safely only under conditions that ensure the stability of the hierarchi-
cally defined social structure based on phallocentrism...”and therefore “a challenge posed
to those principles also posed a challenge to the totalitarian regime.” In this paper | argue
that although there was (and remains) no cohesive social or artistic feminist movement

6  Although this notion has largely been contested by Amelia Jones, for example.

7 Jayne Wark, Radical Gestures: Feminism and Performance Art in North America, Canada: McGill-
Queen’s University Press, 2006, p. 32

8  Piotr Piotrowski, Art in the Shadow of Yalta, London: Reaktion, 2009, p. 385.
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in Eastern Europe, the probing of gender by the artists | shall discuss represents a distinct
challenge to the stability of the hierarchically defined social structure.

Representations of women and notions of beauty

In socialist Yugoslavia, which succeeded in combining consumer culture with ideology, the
situation was ripe for critique of the culture of the spectacle, the reification of the female
body and the male gaze. Sanja Ivekovi¢, for example, scrutinized these mechanisms at
work in the mass media, exposing the manner in which femininity and notions of beauty
are constructed. In her 1976 video performance, Make-Up, Make-Down, the application of
make-up is fetishized, by being shown as a sensual act. The camera focuses on the female
subject’s cleavage and hands (her face is not visible), which slowly manipulate and caress
various objects containing make-up: tubes of lipstick and mascara, a bottle of lotion, etc.
She followed this piece with the performance Un Jour Violente, where she applied make-
up and dressed according to an advertisement in Marie Claire, which told women how to
live glamorous lives through their style. In the course of the performance, in three different
spaces, she applied three different “looks” provided by the magazine: tender, violent and
secret, attempting to become or align with the representation of woman.

Nearly three decades later, in 2009, Borjana Mrda, from Banja Luka, Bosnia and Herzego-
vina, continues this interrogation of the image and the construction of beauty. In the video
performance Almost Perfect Work, the artist applied lipstick using a specially constructed
glove, the tips of which contained tubes of lipstick. In this piece, the artist’s face became
the work surface, and the sounds of a construction site, heard in the background, confirm
the activity as such. Here, Mrda has turned Ivekovic's sensual act of manipulating phallic
tubes of makeup into an awkward one, as the glove is difficult to use gracefully as a lipstick
applicator. Instead of cleavage and gentle movement, the viewer sees the hard work and
toil that it takes to beautify oneself. In some ways, this performance is Mrda'’s jour violente,
suggesting that this struggle against the image is ongoing. Furthermore, the reconstitu-
tion of these gestures demonstrated the continued relevance of their examination.

Boryana Rossa’s installation, from the series Amazonian Armor, displayed in the context of
the Sofia Queer Forum (2014), raises the stakes by challenging the mass media’s represen-
tation not only of gender, but its one-sided promotion of beauty and sexuality. In a sump-
tuous boudoir setting, a series of inviting pillows are placed on a sofa. The pillows - which
evoke the roundness and softness of breasts - contain images of Rossa following her dou-
ble mastectomy, playfully substituting luscious fruits and vegetables, among other items,
for her own breasts. In providing these images, she raises similar questions that Ivekovi¢
and Mrda did with regard to makeup: who decides what is beautiful, and what represen-
tation of beauty are they promoting? Predominant in today’s media are photoshopped
pristine slim bodies with perfect skin and large breasts. Luchezar Boyadjiev’s 2005 pro-
ject, Billboard Heaven, confirms that, in his examination of common media images found
throughout the contemporary landscape of Bulgaria. His photoshopped manipulations
of those images shows a dystopian world where sex completely and overtly invades our
visual frame. In providing new models of beauty, Rossa offers an alternative to the images
of perfection that no individual can live up to.

Female sexuality and its intersection with state power structures

While Kowalczyk maintained that beauty was a subversive category, it is this female sexu-
ality, in fact, that has proven to be both threatening and tantalizing when it intersects with
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state power structures and institutions, as demonstrated in Sanja Ivekovi¢’s well-known
1979 performance Triangle. Appearing on her balcony during the arrival of General Tito
in Zagreb, when such activity was forbidden, she proceeded to read a book, drink whisky,
and pretended to masturbate, at which point one of the security guards from the street
below, who had no doubt been informed about her illicit activity by the security officers
stationed on the roof of the building across the street, knocked on her door and asked
her to remove “all persons and things” from the balcony. In Piotrowski’s words, with this
performance, Ivekovi¢ revealed the “visually based discipline to which the body, above all
the female body and her sexual desires, is subjected.”

The following year, in communist Hungary, Judit Kele used a newspaper advertisement to
auction herself off at the Paris Biennale to “learn what she was worth"'° as an artist. She was
sold as an object to be “owned” for a period of time, relative to the amount that was paid,
which resulted in a marriage to a French man, a dancer, who was gay. In this way both could
proceed with the marriage in a way that would not compromise their personal lives, and
would also enable Kele to emigrate to the West. By making her body not only available for
public consumption but also for purchase, the artist was able to use the state-sponsored
mechanism of control over the body - marriage - to her advantage. Two decades later,
Serbian artist Tanja Ostoji¢ embarked on a similar journey, but her motivation was slightly
different. Frustrated by the elaborate, time-consuming and complicated procedures that
the artist needed to go through to obtain a visa to travel abroad, to exhibit and speak
about her work, she decided to Look(ing) for a Husband with an EU passport, this time using
the Internet, as opposed to the newspaper, to advertise her plea. Like Kele's piece, hers
ended in a marriage, as well as a visa to remain in the West. Both pieces, from the socialist
past and the capitalist present, expose the power structures to which our daily lives are
subjected, which govern behavior and legitimize relationships, often determining where
we can live and for what reason. It also exposes a flawed system that women use - both
to their advantage and detriment - to gain access to “affluent geographies,” often entering
into loveless and abusive marriages in order to have a“better life!” For socio-economic and
political reasons, this migration occurs primarily from East to West.

While a “fake” marriage for the purposes of migration did not attract the attention of the
authorities, Ostoji¢'s Euro-panties did. Her 2004 photograph, Untitled/After Courbet, de-
picts the artist herself recreating the pose of the model captured by Courbet in his 1866
painting L'Origine du monde, and this time the female genitalia is not exposed, but covered
with bright blue panties adorned with a ring of stars, evoking the EU flag. When the im-
age appeared on billboards in Graz in 2006, it sparked a huge outcry, with the Austrian
moral majority, mass media, and politicians all declaring the work immoral and offensive
to women, and eventually the work was taken down. According to Marina Grzini¢, how-
ever, the work was scandalous not because it was amoral, but because “it was ‘obscenely’
moral about dubious political (almost amoral) protocols and procedures regarding the
regulation of mobility within and at the borders of the EU by its politicians... [and]... made
publicly visible precisely the libidinal obscene relations between the neo-liberal capital-
ist system, politics and the institutions of the art market"" In other words, by subverting

9 Ibid, p.358.

10 Beata Hock, “Agency Gendered: Deconstructed Marriages and Migration Narratives in Contem-
porary Art," in: Art Margins (8 July 2011), www.artmargins.com/index.php/2-articles/636--marriag-
es-and-migration-in-art (accessed June 6, 2014).

11 Marina Grzini¢, “De-coloniality of Knowledge,” in: Tanja Ostoji¢, Integration Impossible?, Berlin:
Argo Books, 2009, p. 189.
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the gaze and returning it back to them, Ostoji¢ confronts the very politicians creating and
maintaining these structures with an image they have created, forcing them to reexamine
and revisit these mechanisms governing the body, and suggesting their potential over-
throw. In foregrounding female sexuality visually, however, her Euro-panties proved more
subversive than an actual sham marriage that in fact manipulated and actually defeated
the protocols held in place by the system.

Challenging gender and gender roles

The media-projected notions of beauty and the acceptable body are not only restrictive
with regard to gender, but also to age. Tomislav Gotovac makes that apparent in his Foxy
Mister photo series, in which his aged body adopts the poses and positions of models seen
in porn magazines. In fact, the title of the series is taken from the name of the magazine
on which the images were based: Foxy Lady. Here, Gotovac challenges not only traditional
gender roles, placing the naked male body in the submissive role of the female object,
ready to be penetrated, but he also challenges ageist attitudes toward sexuality and beau-
ty, suggesting that the aged, wrinkled and distorted body can also be beautiful and sen-
sual. Like Rossa, he offers a new and more inclusive model.

From 2007-2010, Croatian artist Dina Roncevi¢ underwent re-training to become an auto
mechanic, as part of an artistic project. Although she had an academic qualification in
visual art, the retraining was part of a conscious effort to see how she could “make a living”
as an artist. The artist considers the retraining to have been largely a failure, because she
did not manage to actually become a mechanic. The reason for this has less to do with her
skills or talent than with the attitude toward women and a strict hierarchy of gender roles
in Croatia at the time. For example, during her obligatory apprenticeship, she found herself
in a hostile environment, as none of the men believed her capable of working there, and
only entrusted her with menial tasks, such as cleaning up or going to get parts. As a result,
she gained little practical experience to become a mechanic.

Instead of taking legal action for discrimination in the workplace, which would have fur-
ther ostracized her from the male-dominated world that she was trying to enter, she came
up with different solutions, for example Car Deconstructions, a project in which she and a
group of girls dismantle a car or other vehicle. The idea was that instead of trying to figure
out how an engine worked by putting one together, she removed the pressure of having
to produce something, and had the girls discover the engine’s secrets by taking it apart.
Roncevic challenged these girls to see beyond the limits of the models available to them,
those that depict men as mechanics and women as confined to the domestic sphere, for
example. As a result, the girls started to gain interest and confidence in this mechanical
world that, for the most part, they believed they had no place in, and are often denied
access to, owing to conceptions regarding gender roles in contemporary society. In this
small microcosm of Dina’s world, these performative and participatory pieces did generate
a shift in consciousness, at least among the participants.

While Roncevi¢ forged an alternative path when the one toward auto mechanic was
closed to her, Estonian artist Flo Kasearu, together with four other female artists, created
Holy Night as a self-reflexive performance and solution to the problem of how to function
both as an artist and mother in today’s world. The five women enact a performance on
stage where they put together a car - a symbol of their freedom - while their children ac-
company them to rehearsals, and play on the side of the stage.

The world that Roncevi¢ found herself in the first decade of the 21 century was enough
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to make fellow Croatian artist Sandra Sterle physically ill. In Nausea (2008), which she
first performed in Split, the artist vomited - or attempted to vomit - while the song “A
Dalmatian Man Wears a Chain Around his Neck” by Miso Kovag, a cult icon of Croatian
folk music, plays in the background. For the artist, the song represents the patriarchal
culture of Dalmatia, which Roncevic¢’s project demonstrates extends to the nation’s capi-
tol. As lvana Bago has written, “[b]y publicly inducing vomiting and displaying her own
position of powerlessness in the face of the norms of the social majority, the artist con-
stitutes herself as a subject in rebellion."'?

KaTtapuiHa Kosunpa, Mexkama 6aHs, Bupeo nHctanauus, 1999, bnarogapeHue Ha poHaauma,KatapxvHa Kosmpa”

Katarzyna Kozyra, The Men’s Bathhouse, video installation, 1999, courtesy of the Katarzyna Kozyra Foundation

Katarzyna Kozyra also became a subject in rebellion when she put on a fake phallus and
entered the men’s section of the Gellert Bathhouse in Budapest, Hungary, in the 1999 vid-
eo performance, The Men’s Bathhouse.” The piece represented Poland at the 1999 Venice
Biennale, and a controversy erupted in the media surrounding the phallus and its great
cost to the taxpayers. While Kozyra's piece demonstrated Judith Butler’s idea of gender
as performed,'* as opposed to biological or inherent, this concept was foreign to most of

12 From a text by lvana Bago, quoted on Cargo Collective: www.cargocollective.com/sandrasterle/
Nausea (accessed June 6,2014)

13 Forathorough discussion of The Men’s Bathhouse and The Women's Bathhouse by Kozyra, please
see “Filming Young Girls and Older Men: Performing Gender in Poland,” which is chapter three of
my book: Amy Bryzgel, Performing the East: Performance Art in Russia, Latvia and Poland since 1980,
London: IB Tauris, 2013, pp. 147-221.

14 See Judith Butler, Gender Trouble: Feminism and the Subversion of Identity, New York: Routledge, 1990.
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the general public in Poland at the time, who, when surveyed, affirmed that they believed
gender to be simply biological." In challenging the stability of the male-female binary that
had long been upheld first by the communist government and then later by the Catholic
Church, the controversy surrounding Kozyra's performance confirms Piotrowski’s claim
that these authority systems depend on a culture based in phallocentrism, and any con-
testation of that principle threatens the status quo. In the case of Poland, this is the status
quo maintained by the Catholic Church, which got the nation through over one century of
partitions and a half-century of communist rule.

The Men’s Bathhouse was preceded by Kozyra’s entrance into a women’s bathhouse, two
years earlier, where she filmed the women there acting naturally, outside the male gaze,
Kozyra among them. What the artist learned, in comparing these two situations, was that
there is an equal or at least similar pressure on men to conform to a certain standard. In
her words “there is something in our society that says that men have to look good, earn a
good living. They have to in order to support their family... They also have to be sexually
ready... The only thing is that men don't really have anything to protect themselves with,
because women have started to protect themselves with feminism... but | think that men
should start to protect themselves as well."®

This statement echoes the ideas behind Bulgarian artist Ventsislav Zankov's project All
About Him, which aimed to give voice to men’s issues in contemporary society, and pro-
voked discussion surrounding the changing roles of men in society following the political
transformation of 1989.

The project Corrections, by Bulgarian artist Rassim (Rassim Krastev) demonstrates what
Kozyra had observed in the bathhouse. Over the course of two years, the artist made Cor-
rections to his own body, by following a rigorous body-building program and diet. The
artist stated that this project rejects “the romantic model of the artist still prevalent in Bul-
garia, thin, with long hair and face marked by the sleepless nights,"”” and instead aims to
transform his own body into a work of art. After the project, the artist remarked that his
body“carried the marks of the beauty of the show industry."'® Like with lvekovi¢ and Mrda,
Rassim’s project demonstrates the hard work that it takes for a body to in fact conform to
the mass media ideal. In fact, maintaining this body image was so arduous that he eventu-
ally stopped the regime. When he did, his body resumed its previous proportions. His per-
formance complements American artist Eleanor Antin’s 1972 piece, Carving - A Traditional
Sculpture, wherein she subjected herself to a strict diet over the course of three weeks,
photographing her body each day. Like Rassim, she uses her body as the material and
sculpts it to conform to the socially accepted notion of beauty. What both projects illus-
trate is the impossibility for either gender to live up to and conform to the standards of
beauty and image promoted by the mass media.

While Rassim’s project probed the relationship between his role as artist and that of his
gender, Croatian artist Vlasta Zani¢ attempted to straddle these two positions in her per-
formative piece RoZata, in which she made several large servings of a Croatian dessert
(roZata) that is similar to créme brilée, elegantly crafted so as to resemble a sculptural

15 Mira Marody and Anna Giza-Poleszczuk, “Changing Images of Identity in Poland,” in: Susan Gal
and Gail Kligman (eds.), Reproducing Gender: Politics, Publics, and Everyday Life after Socialism, New
Jersey: Princeton University Press, 2000, p. 151.

16 Katarzyna Kozyra, in an interview with the author, September 22, 2007.
17 As stated on the artist’s website: www.rassim.com/atareview2.html (accessed June 6, 2014).
18 Ibid.
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work of art, and placed each on a pedestal as such in the gallery. At home, Zani¢ performed
her role as artist by creating these works of art, but in the gallery assumed a domestic
role as chef and hostess, serving these delicious artworks to the guests in attendance. In
blurring the lines between artist and host, the artist is able to combine both her domestic
and professional roles, not having to sacrifice one for the other. We see this struggle with
conflicting roles represented in Darina Alster’s installation at the space of the fridge and
Haspel (in the context of Sofia Queer Forum 2014), Multi-Woman, which makes visible the
various aspects of her personality, as well as the various “socially predetermined roles""
that she is burdened to perform. The combination of all of these roles is virtually impos-
sible - as demanding as it is for Rassim to maintain a perfectly chiseled body - and the only
way to be all of these things is to be a several-handed creature or a superhero, similar to
Supermatka, or supermom, a concept of the post-socialist Polish mother which Elzbieta
Jabtonska illustrated in her 2003 photo series.
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Tio6omunp ApmyTnmnes (Bbnrapus), llopmpem Ha Mux, 061e4eH 8 meHucka 38 (Moden: BeHyucnas 3aHKos),
6unéopp, 2007, B NpoeKTa Bcuyko 3a Mexa ¢ KypaTop BeHurcnas 3aHkos (Bbnrapus)

Ljubomir Armutiev (Bulgaria), Portrait of a Man Wearing a T-Shirt 38 (Model: Ventsislav Zankov),
billboard, 2007, in the project All About Him curated by Ventsislav Zankov (Bulgaria)

Returning to Katarzyna Kozyra's performance, this piece was controversial for another
reason, however, and that has to do with the general lack of knowledge regarding con-
temporary art and contemporary art practices which had, until the 1990s, been shared
among closed groups of artists and art practitioners. The 1990s in Poland has been called
the “decade of controversy,”and Kozyra's piece was not the only one that raised questions
as to the nature of contemporary art. Likewise, Sterle’s 2008 performance attracted a great
deal of attention in the mass media and on social media, generating conversations in chat
rooms not about the patriarchal culture that Sterle called attention to, but about the genre
of performance art that she used. The artist documented these discussions, and exhibited
them along with the documentation of the performance piece. In these two examples, the
visceral nature of performance art enabled these works, along with the gender issues they
raised, to reach a non-art public, which also perhaps resulted in a change of consciousness
along the way. Kozyra'’s case, especially, demonstrates the manner in which this discourse
- on gender, sexuality and the body - entered into the public sphere: not, as in Western
culture, through academic discourse or activism, but through the third sector or cultural
domain.? This phenomenon, which | believe is very particular to post-communist Eastern

19 See the description of her installation on the Sofia Queer Forum website: www.xaspel.net/
queer/en/10-news/72-installation-darina-alster-en (accessed June 6, 2014).

20 This is the argument that | also made in my book, cf. Performing the East (see footnote 12).
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Europe, demonstrates not only the power, potential and efficacy of art, but also the great
responsibility that contemporary artists bear on their shoulders.

Challenging hetero-normativity

Vladislav Mamyshev first became Marilyn Monroe in the 1980s, taking inspiration from the
film Some Like it Hot, which he recalls seeing in theaters at that time, and which features not
only Marilyn Monroe as Sugar Cane Kowalski - the lead singer in an all-female band - but
also Tony Curtis and Jack Lemon in drag. In 1986 Mamyshev was discharged from the army
and committed to a psychiatric hospital after he dressed up as Marilyn Monroe using hair
from dolls to fashion a wig and altering curtains for a dress. In 1989 Mamyshev-Monroe ap-
peared at the opening of an exhibition entitled Women in Art in Leningrad dressed as Mari-
lyn, which caused a scandal on television and in the mass media, resulting in death threats
to the artist. The artist’s use of disguises has been called a“therapy of possible multiple-per-
sonality disorder”' by Olesya Turkina, and Mamyshev’s use of costume and disguise helps
him orient himself on an axis that is defiantly between not only gender binaries, but also
between East and West. In his words, his use of costume and alternate identities expresses
his desire “to embody mankind in all its variety, experience all these destinies myself, take
on myself all these countless sins, neutralise these countless good deeds, eliminate sexual,
national, social and other differences and remain myself in this singular variety.">

In 2010, Mamyshev was violently attacked in Russia in an act of gay bashing. He docu-
mented his injury and his recovery on Facebook; he became Marilyn Monroe once again,
using his public personality as a spokesperson for gay rights. In 2013, he died as tragically
as his namesake, and under equally suspicious circumstances, drowning in a few inches of
water at his hotel in Bali.

Bulgarian artist Boryana Rossa has also challenged gender binaries in her very visceral piece
from 2004, The Last Valve, when, in a private performance in her apartment, she sewed shut
her vulva with surgical thread. In doing so, she denies access to her body through the phallus
by sealing it closed. She also challenges patriarchal attitudes toward gender by playing on
the phrase “stitched up cunt,’ referring to a woman who is frigid and doesn't always auto-
matically make herself available to the male for sex, by literalizing this position. Her action
suggests a future world that is free of geander distinctions, envisioning a society that will
“accept more flexible notions of sex and gender, to embrace diversity and not to curse it"?
Her gender ambiguity resembles Mamyshev’s, insofar as the artist deliberately maintained
his male gender, biologically, despite having the outward appearance of a female.

The act of sewing oneself shut, or silencing oneself, is a form of protest. Instead of “letting the
vagina speak,” as we saw in Schneeman’s work, Rossa’s sex remains silent. The piece recalls
the image of David Wojnarowicz in a film still from the movie Silence = Death, a documentary
featuring artists'reactions to the AIDS crisis in New York City. Here, the artist sewed his mouth
shut, mimicking the US government’s tight-lipped attitude toward the disease, which only
exacerbated the crisis. In July 2012, Russian performance artist Petr Pavlensky stood in front
of St. Petersburg’s Kazan Cathedral with his lips sewn shut, in support of the members of
Pussy Riot who were on trial at that time. Although in these gestures the artists refuse to

21 Olesya Turkina, “Russia in Search of New Identity: Art Identities in Conflict” (1998), in: Klys, www.
klys.se/worldconference/papers/Oleysa_Turkina.htm (accessed June 6, 2014).

22 Vladislav Mamyshev-Monroe, “Where the Heck Am I? Where Are My Things?,"in: Laura Hoptman
and Tomas Pospiszyl, Primary Documents, Boston, Massachusetts: MIT Press, 2004, pp. 234-35.

23 Boryana Rossa, on her website: www.boryanarossa.com/the-last-valve (accessed June 6, 2014).
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speak, their actions can perhaps have more relevance in a world that is, as | hope this essay has
demonstrated, heavily reliant on the visual for truth.

Conclusion

While the notion of feminism continues to be problematic in the post- socialist East, feminist ges-
tures are mapped in unique ways in the sphere of contemporary art. In the West, feminist artists
emerged in the 1970s to raise awareness of women’s contributions to art and women’s issues. In
the absence of any codified feminist art movement in Eastern Europe, various and disparate ges-
tures, by both male and female artists, in both the socialist and post-socialist periods emerged
to expose, explore and challenge traditional and received notions of gender identity and sexu-
ality. In doing so, they offer the opportunity for the discourse on gender and gender identity
to develop in the cultural sphere, as opposed to the academic one. The varying approaches to
gender and sexual identity, by both male and female artists, enables what Rossa has called a
“gqueer mode of thinking,"**in which we can begin to move beyond the binaries of traditional his-
torical narratives. In many cases, by utilizing performance and performative gestures all of these
artists have both raised and changed consciousness in both the public and private spheres. In
particular, what many of the examples seen here in the context of this year’s Sofia Queer Forum,
Manifestations of the Personal, reveal, is that the personal is still very much political.

BbopsHa Pocca n YITPAOYTYPO (bbnrapus), lTocnedHusm kaandaH, nbpdopmaHc, 2004,
¢doto: Anna leopruesa

Boryana Rossa and ULTRAFUTURO (Bulgaria) The Last Valve, performance, 2004,
photo: Alla Georgieva

24 Boryana Rossa, “Performance Documentation, Gender and Myth in the Age of Mobile Internet,
unpublished manuscript (forthcoming).
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KOMEHTAP
Ha CHeXkaHKa MuxaiinoBa

LLle 3anoyHa ¢ npobnema 3a UCTOPUUYECKOTO PEKOHCTPyUpaHe. ToBa, KOETO e Hanuue,
e Konekums oT cbbutua nnm xectose. MicTopuunTe HU pas3kasBaT M3KYCTBOTO KaTo
KONEKLMOHVPaHe Ha »KecToBe, a apTUCTHTE YeCTO Ce OTHACAT KbM paboTaTa cv KaTo KbM
XecT. OThaneumnnm cMme ce oT OTHOLEHMETO KbM U3KYCTBOTO KaTo KbM XIKBa Gopma, KaTo
pacteHue. MucbnTa B T031 CMUCHN KaTo dopma Ha »KMBOT. DaKTbLT Ha OCb3HaBaHETO
Ha onnTa He Me OTAeNA OT M3XKMBABAHETO, OT TOBa fa CbM B Kopenauus. Mbpeuat
BBNPOC € Kak UCTOpMATa HaBNN3a B TO3U NO-KPeXbK TEPEH Ha KopenaLuuaTa, KOATOo e no-
HecTabunHa, NO-TPYLAHO YeTUMA, KaK MCTOPUYECKUAT UCKYPC MOXe ia Ce CbMpOoTMBAABA
Ha cobcTBeHaTa CU CKJIOHHOCT Aa cTabnnmsnpa u cb3pasa Nepapxun? M Kakbs e To3m
e3UK, KONTO MOXe [la n3roBapa HecTabunHocTTa? Pasbupa ce, UHOMPEKTHO NpenpaLiam
N KbM CMJIHO MPUCHCTBALLOTO ycellaHe 3a IUMCca Ha NOAUTUYECKN MOZeN, Uaev unm
[BVKEHMNE, KOeTo e CMOCO6HO a u3pasu Ta3u Kopenaumsa 1 Aa A Hanpasy onepaTnBHa,
OTBbA, pa3bupa ce, NUUHUTE N UHAUBULYANHWN pelleHnA. [TbPBUAT MU KOMeHTap: Kak
TOBa, KOETO M3XMBABaMe, NPO3BYyyYaBa NonuUTUYeCKH, 6e3 No HeobXxoAMMOCT Aa TpabBa
fJa cMe cnocobHu pa ctabunusvMpame JUCKYPC Ha efHa OTCbCTBAalla McTopuyecka
KOXEPEHTHOCT?

A ToBa BOAW AMPEKTHO 1 0 BTOPOTO MU HablogeHWe Mo OTHOLLEHUE Ha MbpdopMaHca.
B nekumsTa cu BbBexgaTe MbpdopmMaHca B KOHTEKCTa Ha nona Kato ,[NibpdopmaHCbT
0CcnocobsBa XeHNUTe fja ce MPEBbPHAT B aKTUBHMW Cy6eKTW Ha XyoXKecTBeHaTa TBop6a, B
NPOTUBOMOCTABKa Ha NacVBHY Takuea”. Moxe 61 eanH NpobniemM B AeNCTBUTENHOCT TYK €
CbluaTta OHa3v NpeacTaBa 3a CybeKT, fobaBeHaTa CTOMHOCT Ha GbAEHETO aKTUBEH CY6eKT.
[JHelwHOTO 13pa3sBaHe, MaKap v Aa *KMBeem C MOCTMOAEPHA NpefcTaBa 3a cy6ekT, Bce
olle e uspasnBaHe, JO onpefeneHa cTeneH CBbP3aHO C Ta3u CUHA MoAepHa naes 3a
aKTVBHUA CYOEKT, MbX NN XKeHa, KOWNTO e cBOBOAEH, JOKATO O61Ba akTUBHO aHraXKMpaH B
aKT Ha penpe3eHTMPaHe WM aHraXnpaH KpUTUYECKN NPy N3pa3faBaHETo CU, Hal-yecTo
¢ pymu. To3n KapTe3raHCK MOZEN, NPV KONTO BBTPELUHNUAT HU XKUBOT W OMUT HE MOXe
fa 6bae ocBOOOAEH OT CbLIOTO OHOBA aKTMBHO MUCIIEHE, KOETO B KpaliHa CMeTKa ce
pa3rnexxpaa KaTo akT Ha penpeseHTrpaHe. ToBa, KOETO Me NHTepecyBa B MbpdopmaHca,
€ NofpUBHaTa Bb3MOXKHOCT, Upe3 KOATO MbPPOPMAHCHT TPABBa ia CUTYrPa MUCIIEHETO
N3BbH T031 Moges. CUTYMpaHOTO MUCSIEHE NPaBU OYEBULHO TOBA, Y€ 1a CE MUCIUN He e
no Heo6XOAMMOCT [la Ce OpraHn3Mpa UCKYPC, ia Ce MUCIY He e MO HEOOXOAUMOCT fia ce
MWUCIIN C iyMK, la CE€ MUC/IN He e MO HEOBXOANMOCT [ia CU akTUBEH, U Ye MUCIIEHETO € U
peLenTUBHOCT, YyBCTBaHe, cylyllaHe. Taka Ye Bb3MOXKHOCTTa [ia Ce pasLunpu 1 Moxe 6u
[a ce CTUrHe A0 OMNUT Ha MUCHTA, B KOWTO a3 He CbM B POJIATa Ha eMaHLMMMpaHaTa XeHa
(He3aBMCMMO OT KakbB non e Ta3un ¢urypa), 3a Aa Cbm cBobofHa unu ceobogeH, a no-
CKOPO CbM B €[IHO CbCTOSAHUE Ha YyBCTBAHE 1 MUCJIEHE, KOETO MOTa [la CMOAeNs C Apyrua,
6e3 cybeKTBHaTa My OTTOBOPHOCT Aia CTabunusupam. M TyK M3HUKBa pasnimkata Mexay
JAMCKypca 1 ToBa fia 6baell cobcTBEHUAT cu rnac. MbpdopmaHCHT He e No Heo6XoAMMOCT
aKTUBHO M3pa3sBaHe B Ta3M CTereH, a € noBeye onpefeneHo nNpeapasnonoxeHve u
n3cnenBaHe. 3alo0To, ako penpe3eHTauuaTa He e Beye Tam, KbAeTo MoNuTMKaTa MoXe
Ja 6bae npexusaBaHa 1 CNofensAHa, BbMPOCHT € Kak ToBa aKyCTUYHO NPOCTPaHCTBO
Ha XKMBOTa, KOETO CBbP3Ba MUCHITA, TANOTO, YyBCTBOTO, HE CTpafa OT OCTaTbLUuTe Ha
MoAepHaTa CybeKTHOCT, a IMa CBOETO C/ MACTO B efIMH MOZYC Ha B3aUMHO Npu3HaHue?
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COMMENTARY
by Snejanka Mihaylova

The first question is the one of historical reconstruction. We have collections of events or
gestures. | am often thinking about maybe exiting the historiographical idea of art as the
collection of gestures and approaching art as living form, as a plant, which lives with its
environment, but also where the experience of it is not distinguished from it. Cognition
in this sense would be seen as a form of life. The fact that | am aware of certain experi-
ences does not separate me from experiencing, from being in a correlation. So, how
does history enter this more fragile terrain of the correlation which is more unstable, less
readable? How can historical discourse resist its own tendency to stabilize and create
hierarchies of what is to be included, which ultimately creates opacity? And what is this
language which can speak of instability? Of course | am also indirectly referring to the
absolutely defused sensation of a lack of political models, ideas or movements, which is
able to express this correlation and make it operative on a larger scale, outside personal
and individual decisions. And this is then the first comment: How is what we are living
still politically relevant, without necessarily stabilizing a discourse?

And this relates directly also to my second observation in relation to performance. In
the lecture you are introducing performance in the context of gender as “[p]erformance
[which] enabled women to become active subjects, as opposed to passive objects of the
artwork” Maybe one problem is actually, the same notion of the subject here, the plus
value of being an active subject. Today’s expression, even though we are living with a
post-modern notion of the subject, is still an expression to a certain extent related to
this strong modern idea of an active subject, a man or woman, a subject which is free,
whereas actively engaging in an act of representing or critically engaged in a produc-
tion of discourse. This Cartesian mode, in which our inner life and experience cannot
be disentangled from the same active thinking which ultimately is viewed as an act of
representing. So what interests me in performance is the subversive possibility which
performance has to situate thinking. The situated thinking makes evident that to think
is not necessarily to organize a discourse, to think is not necessarily to think in words, to
think is not necessarily to be active, and thinking is also receiving, feeling, listening. So
there is a possibility to extend and maybe to arrive at an experience of thought in which |
am not the emancipated woman, but more in a state of being, something | can share but
without necessarily feeling a responsibility to stabilize. And here emerges the difference
between practices of discourse and the experience of having a voice or being a voice.
Performance is not necessarily an active expression to this extent, but more a certain
acoustic disposition. Because if representation is not where politics can be experienced
anymore and shared, the question is how this acoustic space of life is not sealed in the
residues of modern subjectivity, but has its place within a mode of mutual recognition?
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KOMEHTAP

Ha JTbuesap boagxnes

3apa,q|/1 HallaTa JIEKTOPKa AHeC e roBopA Ha aHrnuMncku. [la ce HagABame, Ye TO3U Na-
Hen we 3anoyHe eanH MHOIO HY»KeH JJ,E6aT B anrapvm OTHOCHO nbpcbopmch N3KYCTBO-
TO N Npoun3sxoda My TYK, KaKTO 1 BPpb3KaTa My CbC COLMaiHaTa c¢epa.

KonkoTo 1 aa Mpa3sa 61MHapHM ono3uuuu, Te ca Heobxoaumu. Mo oTHoLWEeHVe Ha Mbpdop-
MaHC U3KyCTBOTO, 1 0cob6eHo B bbnirapus, Tpabsa Aa cvi NPUNOMHUM NOHE TPY GUHapHU
ono3uuuu. MbpBaTa e pasnukata Mexay CBUAETeN 1 y4acTHVK. HuKakbB mbpdopmaHc
He e Bb3MOXeH, ako HAMa CBUAeTen, nHave wwe cv 6bhe NpocTo Cbbutre OT XKMBOTA U
HAKaKDbB BUA NPaKTUKa - Taka Ye HAMa fa 6bae 3anoMHEH, XopaTa HAMa Aa roBOpAT 3a
Hero, HAMa Aa e Bb3MOXHO MO-KbCHO Aa Ce NMoKa3Ba npes,CBUAETENCKY NoKasaHua” (no-
KyMeHTaLs), KakTo e npu Tasu Nekums. ToBa e BaXHO 1 MoHexe B bbnrapuwa nbpdop-
MaHCBT KaTo TaKbB e TpyfeH 3a AeduHMpPaHe - TOW UK e CBbP3aH C TeaTbpa U CLEHaTa;
nnv e NbpdopMaHC 3a BUAEO KamepaTa uim 3a potorpadckara kamepa. Ho gopu n3sbH
Bbnrapua yecto NbpdopPMaHC akLMmMTe, HANPUMEP KaKTo B MPaKTUKaTa Ha CioMeHaTus
B NekumnTa Tomucnae foToBaL, ce OKa3BaT NPeACcTaBAHN BNOC/EACTBUE KaTo BUAEO U
doTorpadckn npovizBegeHMa Ha N3KyCTBOTO.

BtopaTa, 1 No mMoe BmKAaHe, MHOTO NMo-BaxHa 6rHapHa ono3numa nMa obLwo ¢ nctopu-
yeckus ¢oH - Han-mankoTo B bbnrapua, Ho BepoATHO 1 B UAna M3toyHa EBpona. Vctopu-
yecku nornegHaro, npes nocnegHute 25-30 roAMHNY MMa MHOTO 6M3Ka Bpb3Ka MeXay
npepcrtaBata 3a cBobofa - KakTo Ts 6e cxBallaHa npean 1989 r., KakTo belue Bb3npue-
MaHa He3abaBHo cnep 1989 r. n nagaHeTo Ha bepnvHcKaTa CTeHa 1 KaKTo ce pasrnexaa
AHecC, OT efjHa CTPaHa; 1 OT Apyra CTPaHa - TANOTO, YOBELLKOTO TAJIO, KaTo YacT OT KOJeK-
TUBHOTO TANO Npean 1989 r.; unu KaTo NHAMBUAYANHO TANO NO-KbCHO; UK KaTo noeau-
HUYHO COLMANTHO TANO, KaTo MPOTECTMPALLO TANO, KaTO apPTUCTUYHO TAMO U T.H.

W TpeTtnAT, 1 Han-mManko BaXKeH acmekT - CM MUCAA (HO 3a MeH e MOCT KbM TOBa, Aa BU
[aMm npumMepwu) - e pasnmkaTa, Korato ce rosopu 3a nos v pogos non [gender], pasnu-
KaTa mexgy buonormueckn acnekt 1 nepopmaTnusHu acnekTtu. MNepdopmaTnBHuTe
acnekTy 6mBaT oTpa3eHun B couymanHata chepa v ca BUAMMM camo B Tasm coepa, Mucna
cu. MprmepuTe, KOUTO UCKaM Aa BY am, Ca CBbP3aHM C MbXe apTUCTU 1 C NMoJa KaTo
npobnem 3a Mba, KaKTo 1 3a »KeHaTa B Ta3un CTpaHa. Mimano e npumepu Ha nbpdopmaHc
N3KYCTBO, JOKYMeHTpaHo B bbnrapua npes nocnegHute 10-15 roguHmn nnm noseuve, Ha-
npvmep HAKou paboTn Ha VnnaH Jlanes. Toii e N3BeCTeH apTWCT, KOMTO MbPBO Ce 3anuc-
Ba Ha ypouw, 3a ia cTaHe 60KCbop (C KOeTo ce 3aHMMaBalLe 1 6e3 ToBa B HAKaKbB eTarn
oT XMBoTa cn). [locne, n NO-BaXKHOTO, Ce 3anmnca Ha Kypc, KaTo apTUCTUYHA akuus, 3a Aa
CTaHe roTBay 1 Taka fja AeKOHCTPYMpPa MbXEeCTBEHOCTTa, KaTo ce MMa NpeaBuj B CbLIOTO
BpEeMe 1 Ye TOW € OYEBUHO MHOMO MbXKECTBEH, CbBCEM MbX CU €.

MHoro no-paHo, npe3 1995 r., cnen HAKou ebatn B apTUCTUUYHNTE KPbroBe 1 MO-TOY-
HO B VIHCTWTYTa 3a cbBpemeHHO M3KycTBO - Codus, Haw Konera, KanuH CepanvoHoB,
B3e yyacTue B JebaTi OTHOCHO TOBa, Ye HAKAK C/ BbB BM3YyasHWTe U3KyCTBa B bbnrapus
OTCbHCTBA NPAKTUKA, CBbP3aHa C XOMOCEKCYalIHOCTTa KaTo TakaBa, U B n3KycTBata. Mu-
cnA, Ye belle KomeHTap Ha flpa By6HoBa - OTHOCHO NMNcBaLMA 06pa3 Ha XoMoCceKcyar-
HOCTTa, MbXKKa WN »KEHCKa, B U3KYCTBOTO, 0Koso 1995 r. CepanvoHOB HAMaLLE OnuT B
TOBAQ, HO 3a LennTe Ha AebaTa cb3faae efHa GOTOMHCTaNaums, HapeyeHa Jlunceawjama
Kamezopus, N BbNpOCHT, KOWTO nocTtasy, 6e: 3awio nuncea? Kato ce nma npeasus, ye Cb-
OTBETHaTa XM3HeHa CUTyauusa cu A umaule, a B Codus no CbLoTo BpeMe 1Malle MHOMO
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XKU3HeHa reii 06WHOCT; No Hero Bpeme B Codus rmalle 1 ApKa TpaBecTUTCKa KiybHa
cLeHa. KOHTaKTbT HY € Ta3m YacT oT copuicKaTa afiTepHaTBHA CLEHA KbM OH3U MOMEHT
6ewe npe3 Mapvena lemuiueBa - MOAHa An3aiHePKa, KOATO NpPaBeLLe aBaHrapAHN Mof-
HV NpeaCTaBNeHNA, MOCTaBALWM NOA BbNPOC MeAniiHMA o6pas Ha eHaTta npes 90-Te (au
[IHEC), KakTo 1 Npobnemu Ha nona upes mogarta. Ta Gelue 0 rofsaMa cTeneH BbBieyeHa B
reil v TpaBecTuTCKaTa CLEeHN B cpefaTta Ha 90-Te 1 KbM Kpas UM. Ho Te3n cpepu He 6sxa
BUAVMY B XyROXKEeCTBEHaTa NPaKTUKa 1 OPU U AHeC ca HeBUAUMU. A olle, pa3bupa ce,
“MMame 1 nprmMepa C NPOeKTa Bcuuko 3a Mvxa Ha BeHuncnas 3aHKOB, KOWTO NOCTaBA
nof BbMpoc He peMrHI3MA, @ TOTasHaTa JIMMCa Ha HErOBUA MbXKKW aHanor B bbnrapus.

Camo ye ronemMusAT NpUMep, KOMTO NCKaM fa BY AaMm, NABa OT COGCTBEHMS MU OMUT MO
OTHOLLEHVE pa3nivKkaTa Mexay nepdopmMaTUBHUTE 1 BMONOrMYECKN acnekTu Ha nona,
W e CBbP3aH C NpousBefeHe, KOeTo B KpaliHa cMeTKa 6e nokasaHo Ha 6unboppa, Kato
doTorpadcka TBopba, HO MbPBOHaYaNHO bGelle NPOU3BeAEHO KaTo eviH BUA Mbpdop-
maHc. Tosa e pabota Ha Kupun lNpalukos ot npeau noseye ot 10 rognHn. O6pasbT BbpXy
6unboppa npeacTaBnsABa ClefHUAT TeKcT: JHec e TpyaHo fa 6baew mayo”. HomepsT e
B TOBaQ, Ye TeKCTbT BUANMO e,,HanvlcaH” CbC CI'IELWI(I)I/I‘-IHO Xb/ITEHNKaBa TEYHOCT - BCblLL-
HOCT € NNKHA BbPXY CHAT.

Ta 3Hauw, 3a fa ce NpounsBefe TO3M TEKCT 1 3a Aa ObJe JoKa3aHa NoaHTaTa, ye gHecC e
TPpyAHO Aa 6baeww Mayo (Mrcns, Ye ToBa Gelue B Havanoto Ha 2002 r.), Mpalikos 3aBege
yeTupuma aywm, Tol, a3, NMpasaonio6 IBaHOB 1 UeTBBbPTU YOBEK B €fjHA Kosa (KakTo 1
MHoro 61pa, npes siHyapw, CTPaHHO...) Ha €4HO MHOTO CTYAEeHO, 3aCHEXEeHO MACTO U3BBH
CoduA, B NOKpanHMHMTE Ha rpaga. MNpemuHaxme 1 Manko npes Butola B TbpceHe Ha
WCTUHCKW CHAT, BbPXY KOMTO Ce ONMTBaxMe fja Npon3BeemM TEKCTa, KaTo nrexme bupa un
nocse nMKkaexme Bbpxy 6envs CHAr, AOKATO ce onunTBaxme Aa,Hanuwem, Kato n3pucyBsa-
Me"” no 6ykBa, MOXe 1 uana agyma, no To3u crneymnaneH HauvH...
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W TaKka, cnep BTopata 6yTunka 6upa 3abpasaw 3a nona cu... Cnep tpetata byTunka cv mu-
CANLL, Ye CU YacT OT HAKaKBa BOJOMPOBOAHA CUCTEMA, TV CY BOAOMPOBO/, Beye He ...
BeYe He KOMaH/BaLl COGCTBEHOTO cu TAO. [IpobnembT Gelle 1 B TOBa, Ye ciep TpeTaTta
6yTuNKa 6upa NMKHATA NoBeYe HsAMa UBAT. M KaKTo ce 0Ka3a, rMaBHUAT MOMEHT €, Ye 6e3
3HaYeHUe Janu Cv MbX, UK XKeHa, T TpAGBa NoHe eaHa G6yTuKa, 3a Aa Nnpou3Begell
efHa 6ykBa, eanH cmBon. Ta M3uncreTe KOIKO OT Hac ca Gunm Tam 1 KONKo ByTuku
TpA6GBaxa v T.H.... B KpaliHa cmeTKa NpobnembT, ako MOXKeM Taka fia ro Ka)<eM, 3a OCb3Ha-
TOCTTa Ha U34e3BaLLOTO TU TANO, KAaKTO U 3a LiBETOBaTa HAaCUTEHOCT, belle pa3peLleH ot
MNpalwkoB. Kato onuteH rpaduyeH amnsaiHep Tol HX 3aMONK Aa HanpPaBUM NPOCTO pas-
NINYHN KOMMOHEHTUN OT rpadnyHM CUMBONN - KPbI, KPMBA, TOUYKa U T.H.; Ta3n UIn OHasu
dopma. MNMocne Bcruko ToBa bGellie 3aCHETO 1 BMOCNEACTBME AUMMTANN3MPaHO, Npeobpa-
3yBaHO BbB BEKTOPHaA rpaduika, OT KOATO MOXe fa ce npounsBefe WpndT, 6yKBa, TEKCT.

3a MeH KOHKPEeTHO Ta3u paboTa e csAKall a3 npaBex HeLo KaTto mbpdopmaHc. QakTbT cu
CbLUECTBYBA - OCBEH Ye ako He BM KaXka MCTOpUATa Ha,MPOM3BOACTBOTO” Ha Tasu paboTa,
HAMa [ja MOXeTe [la 3HaeTe HULLO OTHOCHO NepdpopMaTrBHATA M YaCT, KaTo caMo rnepate

doTorpadusTa Ha Gunbopaa. M B ToBa ce CbCTOM NoaHTaTa Ha TOBA, ja MMa KaKTo cBuje-
Ten, Taka v U3MbIHUTEN Npu XyaoXKecTBeHaTa dopma Ha nbpdopmaHca. B TeaTbpa Te3m
byHKUMM 1 ,006ycnaBaAWmn” nonoxeHna/cpeacTsa 6UBaT NpefocTaBeHn OT CLUEHaTa, 3a-
BecaTa U T.H. B TeaTbpa BCUKo ToBa ca 6enesun Ha cuctemata Ha TeaTbpa; npu mbpdop-
MaHca KaTo Gpopma Ha BU3yaNHKTE N3KYCTBa HE € TOIKOBa NPOCTO, MHOIO MO-CJIOXHO €.

Lo ce oTHaca pgo cuTyaumaTa B bbarapus, 6ux uckan ga npegnoxa 6bp3 NcTtopryecku
npernes oTHOCHO TOBa, KaK Ta3u PassivKa, eflHa BaXKHa pa3nunKa 3a N3KyCTBOTO U Hero-
BaTa COLMANHA MHTerpauus - pasnukaTta Mexay 61uonorniecknte acnektu n neppopma-
TVBHUTE acneKTy, - KaK TA € Bb3HVKHaNa TyK Npes3 nociegHuTe AeCeTUNETHSA B KOHTEKCTa
Ha npepncTasara 3a cBobofa, 1 no-crneumanHo - ceoboaarta Ha TAnoTo. LLe BM paskaxa
ToBa nop ¢opmata Ha npumep ot 80-Te, OT T.HAP. MNIAXKHA KynTypa No 6barapckoTo
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YepHoMOpUe; MO KbMMUHTUATE, AUCKOTEKNTE, MasKuTe 6apoBe 1 HYANCTKUTE MIaXoBe.
ToBa MUHMNPOCTPaHCTBO Ha cneunduyHa popmMa Ha coumanHa opraHn3aLys Helle Kato
Ly6exuiue” Ha ceobogaTa - Xopa OT Leiua CbBETCKM BJIOK NpeKapBaxa BPEMETO CU Ha
nnaxa 3aefHo 1 ToBa GeLue Helwo, KoeTo 6elle BCe MO-TPYAHO 1 NO-TPYAHO Aa 6bae KOH-
TponupaHo ot BnacTute. OT HauyanoTo Ao Kpas Ha 80-Te no 6bArapckoTo YepHomopue
HAMaLLe 3HaueHve Jan CU MBX WIIN XKeHa, TaKbB UM OHAKbB; NPOCTO U GeLle o ro-
nAMa CTeneH MeXAYHapO4HO NPOCTPaHCTBO, NPEANMHO B PaMKUTE Ha CbBETCKMSA GOK,
HO MO HAKaKbB HauVH beLue 1 PaBHOMOCTaBEHO, TOYHO Criopes 06pa3LoBOTO obellaHve
Ha oH3u coumaneH mogen. CnomeHaBaM TOBa CaMo 3alLOTO MU € NoTpebHo, 3a Aa BM fam
€4ViH Apyr Npumep oTnpeaw 3 1nm 4 rogHn No-KbCHO, OT HauanoTo Ha 90-Te, KoraTo He
CaMo Ye HelljaTa 3aMoyHaxa fa eckanmpar ApacTUUHO 3a LANOCTHUSA HauMH Ha XMBOT
W coumanHa opraHusaums, a 1 3aWoTo yX MMalle MHOro noBeye cBo6OAa HaBCAKbAE.
Belwe Beue cnep nafaHeTo Ha bepnuHckaTa cTeHa U KbM OH3M MOMEHT cBo6ofaTa be
HeLwo, KoeTo ce 6a3upalle Ha TOBa, KOETO CY rnefan Nno amepukaHckute dunmu. Toa
611xa Bb3MpUeTUTE NPeCTaBY - eJUH BUA MblBa 6€3 K13HEeH onuT 3af HeA. ToBa He 6sxa
npeacTaBy, oTpaboTeHM B TOBa KOHKPETHO 06LecTBO B bbarapus, NoHe He v Bce oLle
KbM HauanoTo Ha 90-Te. [lHeC e pa3nnyHO - MMa NoBeYe OCBH3HATOCT, CAKALL Ye CBOGO-
[laTa e He camo abCTPaKTHO NOHATHE, @ € MoBeYe KaTo 06LIECTBEH JOrOBOP MOHE Ha HU-
BOTO Ha 3aKOHa, KOHCTUTYLUATA. HO KaTo Ye in KbM ieH JHELLEeH 3HaeM, Ye e HY>KHO Aa
paboTuw Bbpxy cBO6OAATa, HYXKHO e Mpe3 UANoTO BpeMe Aa NpeforoBapsll KakBo €
cBo6ogaTa v LsAnaTa rofiaima UCTopus 3aj BCMUKO TOBa.

Ho KakTo 1 fa e, npumepbT MU e CBbp3aH C GaKTa, Ye B HA4YanoTo Ha 90-Te Nno yepHo-
MOPCKMTE MyiaxoBe cBoO6OAaTa Ha TANOTO (KOATO, MUCIIA, Ye e Hy>KHaTa NpefnocTaBka,
3a Ja vMa nbphOPMaHC KaTo XyaoxecTBeHa popma Ha CbBPEMEHHOTO M3KYCTBO) Beye
He ce NpeXuBsBaLle B MEXXAYHAPOAEH KOHTEKCT Ha MOJIOBO PABEHCTBO U HAKAKbB BUA
CeKcyasiHa HeBMHHOCT... aXke HaMBHOCT. KbM HauanoTo Ha 90-Te cBo6oaaTa Ha TANOTO
ce ,MpexmnBABaLLe” B KOHTEKCTa Ha T.Hap. KOHKypcr ,Mrnc MoHoKMHU" n ,,Muctbp lonam
Kyp”, KboeTo, MUCAA, Ye OCBEH BCUMUYKO APYro Ce POAU pasfimkaTa Mexay CBUOeTen u
u3nbsiHuTen. Tam 1 Toraea, OT MaXHaTa KynTypa Ha 80-Te, ce NosBU AAICHO CKbCBaHe U
oTrpaHMyaBaHe OT OTMUHANUTE MPeACTaBU U NPaKTUKW. He e BaXKHO KoM TOYHO ca u3-
MbAHUTENNTE, KOU Ca,3Be3auTe” B KOHKYpCHTe, CbCTe3aBalLMTe Ce Tefa, Makap Ye Toraea
npefcTaBara 3a,06pa3L0BOTO", ,3Be34HO" TANO Ce poAK B Ta3u CTpaHa 1 Cbluo Helue oT-
pa3fBaHa oT MmeguuTe. ICTUHCKM BaXKHOTO Helwo Gelle ny6nvKkaTa B pasfiniuneTo cu Kato
LASIO OT yyacTBalMTe KaHAMAAT/K/U - ToBa Gelle ny6sivKa OT CEMeNCTBa, B KOATO AeliaTa
cefAxa o 6abu, Maliki 1 TaTKOBLW, HabN04aBaKM 3aeHO U3M0XKEHUTE Ha MOKa3 LuLl-
Ku 1 KypoBe. ToraBa nybnunyHata chepa 1 yacTHaTa coepa, KakTo 1 MeauiiHaTa chepa
KaTo yacT oT nybnuyHaTa chepa, 3anoyHaxa fa ce OoTrpaHMyaBaT egHa ot apyra, Cblo
TOraBa ce NnosiBU 1 NpejcTaBaTa 3a TAOTO-MOAEN, KaKTo U NpefcTaBaTa 3a U3Mb/HUTENS,
HabniogaTtens, MeAUNHOTO OKO, AOKYMEHTUPALLO BCMYKO TOBa U T.H. B KpaliHa cmeTKa TyK
6r1xMe MO ia OTKprEeM, B cllyyas Ha Bbnrapus, npousxofa Ha pasnukata Mexgy 6vo-
noruyeckute 1 nepdopmaTUBHNTE acneKkTy Ha MbpdopmaHca 1 0co6eHo B coLmanHara
My pesieBaHTHOCT, NPo6yieMu Ha nona v T.H.

B Kpas Ha 90-Te uMaLLe ABe Ba>KHN TBOPOM OT ObJITAPCKM apTUCTU, KOUTO 32 MeH 0603Ha-
yaBaT NPUCTUrAHETO Ha Ta3n HOBO, POAEHA" pa3fivKa CNPAMO BU3YasIHUTE M3KYCTBa, AHEC
ri Bmxaame nog dopmara Ha Bugeo. EfHata e Beue cnomeHatata Kopekyuu Ha Pacum,
KOATO MMa U1 Apyra umnaukaums. Toi nonsgalle 3anafHuU Nnapw Kato CNOHCOPCTBO OT
eauH ot my3seute FRAC BbB ®paHuus, FRAC Languedoc-Roussillon B MoHnenwve. lokato
npecb3gaBalle TAIOTO CU KaTo TPaella BbB BPEMETO MbpPpOopMaHC TBop6a, Tol Cbllo

41



OLOHhUL BH unheLdaduHey /// 10z wAdo@ danky sudpod

Taka cnasu obelyaHneTo, koeto M3TouHa EBpona, n cneymanHo bbnrapus, BCbLHOCT He
cnasBalle - nonyyaBaHe Ha prHaHCOBa nomouy oT 3anaf Cc naedATa 3a TpaHchopmaLma n
npomsHa. Toin cnasu obeLlaHneTo, HO KaTo LANIO FrofifiMa YacT OT 3anagHuTe napu 6axa
npaxocaHu B 3touHa EBpona cneg 1989 r. upes kopynumsa, NOWO ynpasneHune, NpucBo-
ABaHMA U T.H. KakTo 1 aa e, Pacum npecb3pape tanoTo cu. Ole npean ToBa TOM Ka3Balle
Ha BCMYKM, Ye e Han-fobpuAT 6bNrapckmn apTuCT; Ka3Balle Ha BCUYKKM 1 Ye e apT 3Be3fa
- HUKOW He 3Haelle CbBCeM 3alLo, HO Cfief, KaTo MHOTOKpPaTHO MOBTOPU, Ye e 3Be3fa U,
HeLlo NoBeye, CNIef, KaTo NPOM3BeAe TANOTO CM KaTo TBOpOa Ha MbpPOpPMaHC U3KYCTBO-
TO, HVKOW He ce CbMHABaLLe B Hero. Pacvm npoun3sBexpallue coO6CTBEHNA CU CBUAETEN B
cTeneHTa, B KOATO Npoun3Bexjalle 1 TBopbaTta Ha N3KYCTBOTO CU.

Mo covuoTo Bpeme bopsHa Pocca cb3page egHo GPUAAHTHO BUAEO, KOETO CbM UMan
LIaHca Aa 13non3Bam B eaHa Mosi pabota ot 2004 r. ToBa e KoMnunauums oT BUAeo pabotu
ot 15 6bArapcky apTmcTu, KaTo Helle nokasaHa 3a nNpbB NbT B bepnvH Ha egHa 13nox6a,
HapeueHa [TocmkomyHucmuyeckama cumyayus. Lianata komnunauua Hocn nmeto Ceo-
600a (e) 3a HayuHaewu 1 13MNoN3Ba BAea Hall-Beye oT MbpdopmaHcu. Ta cnegsa eBo-
niouuMATa Ha NpefcTaBaTa Kakeo e ceobopata B bbnrapua cnep 1989 r. B XyAoKecTBeHU
BmAaeo pabotu. PaboTarta Ha Pocca ce ka3Ba Mex0dy siyHama u c/ieHYemo vi ToBa, KOeTo ce
B/XJa BbB BUAEOTO, € Kak HaHacA rpMm BbpXy 4YacTu oT TAnoTo cn. Camo ye ToBa He e
rpvM 3a pa3KkpacABaHe; BCbLHOCT TA CUMYNMPA CUHUHM 1 3HaLM 3a JOMALLHO Hacunme,
KOETO He 3HaeM CNy4Ynso N Ce € UK He. 3a MeH TOBa € NMPOTUBOMOJNIOXKHOTO CbOTBET-
ctBre Ha Kopekyuu Ha Pacim. B OH31 MOMEHT TA OCBeH TOBa npenpalyaile 1 KbmM TOBa
PasnUuYHO NPOCTPAHCTBO Ha TANOTO - BUONOTMUYHOTO 1 NepdOPMATUBHOTO BELHO.

W cera ronam ckok 10 roguHn no-kbcHo n 2005 r. ... Enmn bpuuren Toky-wo nokasa
paboTata My Paam Ha 6unbopoa ot 2005 r. ToBa 6elle MOMEHTBT Ha MHOFO BYIrapHO
n3nmnyaBaHe Ha Ny6/IMYHOTO NPOCTPAHCTBO OT KOMepPCManHu 06pasu; Ha HAaCUTHNYECKO-
TO NpeB3emMaHe Ha Ny6MYHOTO MPOCTPAHCTBO OT YaCTHUA MHTepec. ToraBa Aunemara
MeXJy CBULAETENA U U3MbJIHUTENA CTaHa YacT OT BU3yanHua nHTepdeiic Ha rpaga, Ha Bu-
3yanHo Bb3npuemMaHnTe NpoLecn B o6LLEeCcTBOTO Taka, KakTo brBaxa 0TpassABaHu BbpPXy
nHTepdeica Ha Codus. B bbnrapnsa ToBa 6elue CBbp3aHO 1 C eBONOUUSATA HAa MEANIAHO-
TO NPOCTPAHCTBO - B OH3V MOMEHT peKiaMaTa 3arnoyHa Aa NpearnocTaBa HAKakBa ornosu-
uma Kbm nybnmnuHata coepa B bbnrapus; 3anoyHa fa npenpaiia KbM OTAENHUA NOoTpe-
6uTen, elVH HOB BMA HEOKANUTANNCTUYECKN CYOeKT, KOHCYMMpPaLL ,FPaXaaHuH", KOUTO
CTaHa MHOrO NO-B/AUM MO OHOBa BPeMe B CPaBHEHME C MPOCTPAHCTBOTO Ha CaMuA rpag.
[Hec e opyro, Tbil KaToO peKnamara e no-Masko, HO Ma noBeyve ANCKYCUM OTHOCHO rpa-
[1a, KOWTO € MHOTIO MO-BUAMM KaTo TakbB 3a obutatenute cu. To3n momeHT oT 2004-2005
I. €, KOraTo MOXelle BCbLIHOCT Aa ce 3arnoyHe KpUTUKa Ha MeguiiHuTe obpasu. Mucns,
Ye BCHLUHOCT HE € Bb3MOXHO HUKaAKBO MbpdOopMaHC M3KYCTBO, 0cObeHO 3a Kamepara,
OCBEH aKo HfAIMa MefveH 06pa3, KbM KOMTO fa ce oTnpalla. ToBa e HY>KHO Haf BCUYKO,
3a fa 0603HaumTe pasnmKaTa Mexay CBuaeTens v U3NbAHUTENA. A apTUCTBT MMa Tasu
NOCTOSIHHA MO3ULKMA Ha NPEBKIIOYBaHE MEXAY CBUAETEN Ha HeLlo, CyYBaLlo Ce B COo-
umanHata coepa, 1 nocne fa ce HamecBa KaTo U3MbHWTEN 1 Torasa fa TpaHchopmmpa
BCUYKMN OCTaHanun KaTo Heros/HeuH cauaeten. iIMeHHo npu Te3n nyKTyaumm ce nossa-
Ba Ta3u AUHaMMKa Ha TOBA, KaTo Kak MOXeLlU Aia MOBMAELU Ha HeLlo B couunanHaTa chepa.

KpaﬂT Ha M3Ka3BaHETO MM € CBbP3aH C nocnegHnuTe ase i Tpu rogunHn, Korato pas-
nonarame C 4pyro npeskntovYBaHe No oTHOWeEHMEe CTaTyca Ha TANIOTO Y Hac, 0ocobeHo Ta-
JIOTO B I'Iy6J'II/NHOTO NPOCTPAHCTBO M NO-CNeynanHo - TANO0TO NO ynnunTe BbB BpeMe Ha
nporecTuy, 6e3 3HauYeHue KakK ce ObpPXKULW Ha ynuuyata No BpemMe Ha NnpoTecT (a Te, KakTO
BCUYKN 3HaeTe, Ca MHOIo nonynAapHW B Ta3n CTpaHa npe3 nociegHuTe 3 roguHw); 6e3
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3HaYeHMe KakBa No3nuymAa 3alimntaBall nnm npencraBAll; 6e3 3HaueHVe OT KaKBa nap-
TNA Nnn Ae6aT CK YacTt - O6LI.|,OTO BrneyamieHne e, 4e BCUYKMN Te3N NPOTECTU Ca MHOIO
I'Iep(IJOpMaTVIBHVI. He camo B anrapvm, HO TOYHO Cera ropopA 3a Ebnrapvm. Mwucnex cn,
3awo ToBa e Taka? M 3a wactne mMmucns, Ye nMa HAKaKbB BUA 006siICHEHME 1 eposirouuna,
KOATO MOXe fa Ce MUCIIN N 3a KOATO fa Ce roBopu. Moxe na 6'b,D,e OCb3HaBaHeETO, Ye
BCUNYKO TOBa € 4YaCT OT M€H, TOYHO KaKTO a3 CbM Y4acCT OT TOBa (Fpa)KﬂaHCKO) 06LU,€CTBO.
Mwucns, ue Tasm n3BbHpPEeaHoO I'Iep(I)OpMaTVIBHa CK/MIOHHOCT B NOBEAEHNETO Ha XOopaTa B
I'Iy6J1I/ILIHOT0 NPOCTPaAHCTBO Ce poAn OT TOBa, Ye XOpaTa NoeXa MHOIo noeevye OoTroBop-
HOCT 4pe3 TenaTta Cu. Camo 4ye 0CBeH aKko HAMa KOHKPETHO N0Ka3aTeNCTBO, KOETO MOXe
Aa 6'b,D,e npencTtaBeHoO, Ye ToBa Ce aJiyyBa, HAMamMm no6pa naeA Kak No-HatTaTbK Aa 3allinTA
noaHTaTa Cn.

MwuHanoto nAaTo, no Bpeme Ha npotectuTe oT 2013 . - ¥ OTHOBO, He rOBOPA 3a NOAUTUNYe-
CKUTe 3aBMCMMOCTU Ha Ta3u WM OHAa3W JIMYHOCT UM Ta3y UM OHa3n NpOoTeCcTHa akuus,
TYK MMalle HAKOM MHOrO BYNrapHU Npumepwy, 3a CbXaneHue. Mimale 1 MHoro fobpu
npumepw 3a TO3V HOB BUA NOBEAEHME Ha TANIOTO B MyOAMYHOTO NPOCTPAHCTBO, KOETO
MHOIO CUITHO Hanof#obsaBa NbppopmaHc. loBops 3a efuH Haw Konera, Npasgonto6 Mea-
HOB, YMeTO NoBefeHUe B Ny6ANYHOTO MPOCTPAHCTBO CTaHa,IMLETO Ha NpoTecTuTe” C He-
rOBUWTE JIO3YHI Y, KOUTO AibpPXKeLle BUCOKO BbB BAMIHaTUTE cU pbLe. NpeHebpersaiiku 3a
MOMEHT NOANUTMYECKaTa My MO3MLKWA, KaKTO 1 AYXOBUTUTE N peHOMeHanHO edeKTNBHM
TEKCTOBe OT NIO3YHIUTe, Lie Kaxa, ue TOl ce AbprKelle KaTo efiviH BUJ NaMeTHUK, nose-
[leHNeTo My KaTo npoTecTrpaly 6elle MHOro noBeye KaTo MOBeAEHNETO Ha U3MbIHUTEN-
NpoTecTMpaLL, KaTo HAKOW, KOWTO OCb3HaBa, Ye UMa CBUAETEN, Ye UMa HAKOW, KOWTO ro
rnepa. Toli cb3HaBalle, Ye rnefaluAaT ro cybeKkT e UM OKOTO Ha MeanATa, UK OKOTO
Ha BlacTTa 1 aBTOPMTETa, OKOTO Ha MOMMNLMATA, OKOTO Ha Apyrute npotectmpaiiy, Ha
NPOTVMBHMKOBUA Narep v T.H.

W TaKka, B bbnrapusa noHe, nctopusaTta Ha NbpdopmaHca, NCTOPUATA Ha NOANTUYECKUTE
nocneauuy N NPUNOXeHNA Ha MbppopMaHca e CBbp3aHa C MHOFO APYru onpesensLyu
XaHpa Hewa. CBbp3aHa e C AOKYMEHTaUMATa Ha BCUYKU MbpdOpMaHCK; cBbp3aHa e
C MeAuNHUTe penpe3eHTaLun Ha coupanHaTa PenieBaHTHOCT, HO U C MEAVINHUTE per-
pe3eHTaLMmn Ha apTUCTMUYHMTE akToBe. W Hakpas AHeC NpeMuHaBa, Mo BpPeMe Ha ToBa
nocnefHo NpeBKIOYBaHe, Npe3 Ny6nnyHNA NpoTecT Ha ynuuuTe. [la ce HagaBame, ye
3a B GbAeLLe apTUCTUTE, KOMTO Ca COLMANHO OCBH3HATK U MOXe 61 aKTUBUCTU, MOXeE U
[la Pa3BUAT MHOTO MO-OCb3HATW HauMHW Ha AbpXKaHue 1 neppopmMaTBHO AeiCTBUE Mo
BPeMe Ha NMPOTECTU, KOETO MOXE Aa MMa MHOTO Mo-BaAUAHW MNOCNEANLM 3a ponATa Ha
W3KYCTBOTO B O6LLECTBOTO.
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COMMENTARY
by Luchezar Boyadjiev

For the sake of our lecturer tonight | will speak in English. Hopefully this panel will start
a much needed debate in Bulgaria about performance art and its origin here as well as
its relation with the social sphere.

As much as | hate binary oppositons, they are needed. With performance art, and specifi-
cally in Bulgaria, we need to remember at least three sets of binary oppositions. Number
one is the difference between the witness and the participant. No performance is pos-
sible unless there is a witness, otherwise it would just be a life event and some kind of
practice; without a witness it will not be remembered, people will not talk about it it will
not be possible to show it later on via “witness accounts” (documentation) like at this lec-
ture. This is also important because in Bulgaria performance as such is hard to define: it
is either related to theater and the stage; or it is performance for the video camera or for
the photographic camera. But even outside of Bulgaria very often performance actions,
for instance like in the practice of Tomislav Gotovac mentioned in the lecture, they end
up being presented afterwards as video or photographic artworks.

The second and, in my view, much more important binary opposition, has to do with the
historical background, at the very least in Bulgaria but possibly in all of Eastern Europe.
Historically, in the last 25 to 30 years there is a very close relationship between the no-
tion of freedom (as it was conceived before 1989, as it was perceived immediately after
1989 and the fall of the Berlin Wall and as it is seen nowadays) on the one side and on
the other side the body (the human body, as part of the collective body before 1989; or
as an individual body later on; or as a single-item social body, as a protesting body, as an
artistic body and so on).

And the third and least important aspect | think (but for me it is a bridge to give you
examples), is the difference, when talking about sex and gender, the difference between
biological aspects and performative aspects. The performative aspects are reflected in
the social sphere and they are only visible in that sphere, | think. The examples | want to
give you have to do with male artists and they have to do with gender as a problem for
the man, as well as for the woman here in this country.

There have been such examples of performance art documented in Bulgaria in the last
10 to 15 or more years, for instance some works of Iliyan Lalev. He is a famous artist who
first took a course and became a boxer (which he was doing anyways at some point in
his life). Then, more importantly, he took a course, as an artistic action, to become a cook
and thus deconstruct his maleness, provided that he is at that same time obviously very
masculine, very much male.

Much earlier in 1995, after some debates in artistic circles and more specifically within
the Institute of Contemporary Art - Sofia, a colleague of ours, Kalin Serapionov, took
part in debates suggesting that somehow there is a missing practice in visual arts in
Bulgaria concerning homosexuality as such and in the arts. | think it was lara Boubnova’s
comment - about the lacking image of homosexuality, male and female, in art around
1995. Serapionov did not have experience in that but for the sake of the debate he cre-
ated a photographic installation titled The Wanted Category, and the question he posed
was why is it missing? Given that there was certainly the life situation, and there was a
vibrant gay community in Sofia at the time; there was also a lively transvestite club scene
in Sofia at the time. Our contact to that part of the Sofia alternative scene at the time
was through Mariela Gemisheva - a fashion designer who was doing avantgarde fashion
shows questioning the media image of the woman in the 90s (and nowadays) as well as
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gender issues via fashion. She was very much involved in the gay and transvestite scenes
in the mid- and late 90s. But these were not visible in the art practice and even now it is
still invisible. And then of course is the example of the project All About Him by Ventsislav
Zankov questioning not feminism but the total lack of the opposite thing in Bulgaria.
However, THE example | want to give you from my own experience concerning the dif-
ference between the performative and the biological aspects of gender, has to do with
an artwork that ended up being shown on a billboard, as a photographic work, but it
was originally made as a kind of performance. This is a work by Kiril Prashkov from more
than 10 years ago. The image on the billboard represents a text, which reads:“It is hard to
be a macho nowadays."The trick is that the text is visibly “written” by a specific yellowish
liquid (it is actually pee on snow).

So, in order to produce this text and to prove the point that it is very hard to be a
macho nowadays (I think this was in early 2002), he took four of us, Prashkov, myself,
Pravdoliub Ivanov and a fourth person with one car (as well as plenty of beer in January,
strange...) to a very cold, snowy location outside of Sofia in the outskirts of the city. We
went through the Vitosha Mountain looking for pristine snow where we were trying to

produce this text by drinking beer and then peeing on the white snow while trying to
“draw-write” a letter, maybe a whole word in this special way...

Now, after the second bottle of beer you forget all about your gender... After the third
bottle you think you are just a part of some piping system, you are a pipe, you are no
longer... you are no longer in command of your own body. The problem was also that
after the third bottle there is no colour in the pee. And as it turned out, the main thing is
that no matter whether you are male or female, you need at least one bottle to produce
one letter, one character. So, calculate how many of us were there and how many bot-
tles were needed and so on ... Ultimately, the problem of the, shall we say, disappearing
body awareness as well as colour saturation, was solved by Prashkov. As an experienced
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graphic designer he asked us to just make different components for the characters - a
circle, a hook, a dot, etc,; this form or that form. Then all of this was photographed and
then digitized, transformed into vector graphics from which one can produce a font, a
letter, a text.

This particular work, for me, was like | was performing something. There is the fact that
unless | told you the story of the “production” of this work you would not be able to
know anything about the performative part of it only from looking at the photograph
on the billboard. And that is the point about having both the witness and the performer
in the art form of the performance. In theater these functions and “framing” conditions/
devices are provided by the stage, the curtain, etc. In theater all these are marks of the
system of the theater; in performance as a form of visual arts it is not as simple as that,
it is more complex.

Concerning the situation in Bulgaria, | would like to offer a brief historical background
about this difference, an important difference for art and for its social integration, the
difference between the biological aspects and performative aspects, and how it evolved
here in the last decades in the context of the notion of freedom, and more specifically
the freedom of the body. | will tell you this in the form of an example from the 80s,
from the so-called beach culture on the Black Sea coast of Bulgaria: in the campsites,
the discotheques, the small bars and on the nudist beaches. This mini-space of specific
form of societal organization was like a “pocket” of freedom - people from all over the
Soviet block would spend time on the beach together and that was something that the
authorities found progressively less and less possible to control. By the early to mid-80s
on the Black Sea coast of Bulgaria it did not matter whether you are male or female, this
or that; it was simply very much international, within the Soviet block mostly, but it was
also equal in a way.

I am mentioning this only because | need to give you another example from just 3 or 4
years later, from the beginning of the 90s, when things not only started evolving drasti-
cally for the whole way of life and societal organization, but also because supposedly
there was much more freedom all over. It was already after the fall of the Berlin Wall
and freedom was by then something that you based on what you had seen in American
movies. Those were the accepted notions - a kind of hearsay with no life experiences
behind it. Those were not notions that were worked out in this particular society in Bul-
garia, at least not yet at the time of the early 1990s. Nowadays it is different; there is more
awareness, it seems, that freedom is not only an abstract notion but is more like a social
contract at least on the level of the law, the constitution. But it seems we also know by
now that you need to work on it, you need to renegotiate all the time what freedom is,
though there is also the heavy-duty philosophical notion of what freedom is and the
whole big history behind that.

Anyway, my example has to do with the fact that in the very early 90s freedom of the
body (which I think is the prerequisite needed in order to have performance as an art
form of contemporary art) was no longer experienced on the Black Sea beaches in an in-
ternational context of gender equality and some kind of sexual innocence, even naiveté.
By the very early 90s freedom of the body was being “experienced” in the context of
the so-called “Miss Monokini” contests, “Mister Big Dick” contests, where | think, among
other things, the difference between the witness and the performer was born. A clear
break and a distinction with the past notions and practices appeared then and there fom
the beach culture of the 1980s. It is not important who exactly are the performers, who
are the “stars” in the contests, the competing bodies, though this is when the notion of
the“sample,”the “star” body was born in this country and also reflected in the media. The
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really important thing was the audience in its difference as a whole from the perform-
ing contestants - that was a family audience where children sat next to grannies, moms
and pops, altogether observing tits and dicks on display. This is when the public sphere
and the private sphere, and also the media sphere as part of the public sphere, started
being distinguished from one another. This is also when the notion of the model body
appeared, as well as the notion of the performer, the observer, the media eye document-
ing all of that and so on. Ultimately, this is where we might be able to find, in the case
of Bulgaria, the origin of the difference between the biological and the performative
aspects of performance and especially in its social relevance, gender issues, etc.

Now, in the mid-90s there were two important works from Bulgarian artists that for me
signify the arrival of this newly “born” difference to visual arts. Now we see them in the
form of video. One is the already mentioned Corrections by Rassim, which has also an-
other implication too. He used Western money as sponsorship from one of the FRAC
museums in France, the FRAC Languedoc-Roussillon in Montpelier. While he redesigned
his body as a long-term performance piece of work, he also delivered on the promise
that Eastern Europe, and Bulgaria specifically, actually did not do: gettting financial assis-
tance from the West with the idea of transformation and change. He did it but in general
a lot of Western money was wasted in Eastern Europe after 1989 by corruption, misman-
agement, misappropriation and so on. Anyway, Rassim redesigned his body. Even before
that he was telling everybody that he is the best Bulgarian artist; he was also telling eve-
rybody that he is an art star; nobody knew quite why, but after he repeated many times
that he was a star and further after he produced his body as a work of performance art,
nobody doubted him. Rassim was producing his witness as much as he was producing
the work of his art.

At the same time Boryana Rossa made a brilliant video, which | have had the chance to
use in a work of mine from 2004. It is a compilation of videos by nearly 15 artists from
Bulgaria, and it was shown first in Berlin at an exhibition called The Post-Communist Con-
dition. The whole complilation is titled Freedom Is for Beginners, and it uses videos of per-
formances mostly. It follows the evolution of this notion of what freedom is in Bulgaria
after 1989 in video artworks. Rossa’s work is titled Between the Moon and the Sunshine
and what you see on the video is how she is putting make-up on parts of her body. How-
ever, it is not beauty make-up; she is actually simulating bruises and signs of domestic
abuse, and we do not know if it really happened or not. For me this is the counterpart
to Rassim’s Corrections. She was also referring to that different space of the body at the
time, to the biological and the performative together.

Now a big jump to 10 years later and 2005: Amy Bryzgel just showed here my work
Billboard Heaven from 2005. That was the moment of very vulgar erasing of public space
by commercial images, of the violent overtaking of public space by private interest. This
is when the dillema between the witness and the performer became part of the visual
interface of the city, of the visually perceptable processes in society as reflected on So-
fia’s interface. In Bulgaria this was also related to the evolution of media space - this is
when advertisement started implying some opposition to the public sphere in Bulgaria;
it started referring to the single consumer, a new kind of a neo-capitalist subject, a con-
suming “citizen” who became much more visible at the time than the space of the city
itself. Now it is different as there is less advertisement but more debate about the city
which is much more visible as such to its inhabitants. This moment in 2004-2005 is when
one can actually start criticizing the media images. | think that in fact no performance
art, especially for the camera, is possible unless there is a media image to refer to. Most of
all you need that in order to designate the difference between a witness and a perfomer.
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And the artist has this constant position of switching between being a witness to some-
thing that is happening in the social sphere and then interfering as performer and then
transforming everybody else as his witness. It is in these fluctuations that there appears
this dynamic of how you can influence something in the social sphere.

The end of what | am going to say has to do with the last two or three years, when we
have another switch concerning the status of the body here, especially the body in pub-
lic space, and more specifically the body on the streets at times of protests. No matter
how you behave on the street during a protest (and they are very popular in this country
for the last 3 years, as you all know), no matter what position you defend or present,
no matter what kind of party or debate you are part of, the general impression is that
all these protests are very performative. Not only in Bulgaria, but | am talking about
Bulgaria right now. And | have been thinking why is that so? And luckily, there is some
sort of, | think, explanation and evolution one can think of and talk about. It could be the
realization that this all is part of me, just like | am part of this (civil) society. | think this
overly performative inclination of people’s behavior in public space is born because of
people taking much more responsibility for their own bodies. However, unless there is
a concrete proof that one can present that this is happening, | have no good idea as to
how to defend the point further.

Last summer during the protests of 2013 - again, | am not talking about the political al-
legiances of this or that person or this or that protesting action, there were some very
vulgar examples here, regretfully. There were also very good examples for this new kind
of body behavior in public space that is strongly performance-like. | am talking about a
colleague of ours, Pravdoliub Ivanov, whose behavior in public space became “the face
of the protests” with his slogans held high up in his outstretched hand. Disregarding for
the moment his political position as well as the witty and phenomenally effective texts
of the slogans, | will say that he was behaving as a kind of monument; his behavior as a
protester was much more like the behavior of a performing protester, as somebody who
is aware that there is a witness, that there is somebody looking at him. He was aware
that the subject looking at him is the eye of the media, the eye of power and authority,
the eye of the police, the eye of the other protesters, of the opposing camp, and so on.
So, in Bulgaria, at least, the story of performance, the story of political implications and
applications of performance, is related to many other things that define the genre. It
relates to the documentation of all performances; it relates to media representations of
social relevance but also to media representation of artistic acts. And it goes ultimately
nowadays, during this last switch, through the public protest on the streets. Hopefully in
the future artists who are socially aware (and maybe activists) might develop much more
conscious behaviors and performative actions during protests that could have much
more valid implications in terms of the role of art in society.
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MAHU®ECTALUU HA JINYHOTO
rpynosa n3nox6a
29 man - 5 onn 2014, ranepus ,Backa EmaHynnosa”

MANIFESTATIONS OF THE PERSONAL
group exhibition
29 May - 5 July 2014, Vaska Emanouilova Gallery

CBeTo3apa AneKkcaHapoBa
Memadpuzuka Ha Kpacomama
2014

KONaX OT U3KYCTBEHWN HOKTU

Pabotata Ha CBeTo3apa AnekcaHapoBa NpeacTaBnaBa GuHa MaHAana oT U3KYCTBEHU
HOKTV B Pa3fivyHU LBETOBE 1 rOfIeMUHI. B apTCTMUHaTa c1 npakTuKa AnekcaHapoBa
M3XOX[Aa OT ecTeTrKaTa Ha CbLUeCTBYBaHETO B €4HO KOMepCuasnHo obuectso. Temata
Ha npoekTa i e GoKycMpaHa BbpXy *KeHCKaTa UAEHTUYHOCT, MOAHY TEHAEHLUMN U CamMo-
yBepeHOCT. Hait-BaxkHaTa 4acT OT MHAUBKAYANHOCTTA U CaMoYyBCTBUETO ce 6asupat
BbpXy camoyBepeHocTTa. OCHOBaTa Ha CaMOYBEPEHOCTTa, KOATO ANleKCaHAPOBa Tbpcy,
e 6anaHCbT MeXay IMYHOCT, XapaKTep ¥ BbHLIEH BUA. Bcekn cn nMa cneumnaneH putyan
KaK la ce U3oKapa, Kak Aa ce Xxapeca, Kak fa 6bge cebe cu. MouTn HaBCAKbAE ApexuTe
1 BbHLUHUAT BN Ca U3KIOUNTENHO BaXKHU 33 COLMANHUTE B3aMMOOTHOLIEHUA 1 YCMEeX.
B pa6oTaTa c1 AnekcaHApOBa U3MOM3Ba Te3n eIEMEHTU OT XKeHCKaTa BbHLIHOCT, KOUTO
nopaxpaaT 0CobeHO ycellaHe 3a LANoCT Ha 06pasa Ha XeHara.

Svetozara Alexandrova
Metaphysics of Beauty

2014

collage made of artificial nails

Svetozara Alexandrova’s work is a fine mandala made of plastic nails in different colours
and size. In her artistic practice Alexandrova draws on the aesthetics of existence in a
commercial society. Her project’s theme is focused on female identity, fashion trends
and self-confidence. The most important parts of individuality and self-confidence are
based on self-determination. The basis of self-determination, which Alexandrova ex-
plores, is the balance between personality, character and appearance. Everyone has a
special ritual regarding how to make oneself beautiful, how to be likeable, how to be
oneself. AlImost everywhere clothes and appearance are extremely important for social
relations and success. In her works Alexandrova uses these elements of female appear-
ance which generate a peculiar feeling of completeness of the female image.
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Knpun bukos

Jllo6o8eH npasHuk

2014

WHCTanauua

AUrvTaneH NPYHT, KOPUTO, CTON, Kbpra, canyH

A npedu npasHuka Ha nacxama, Yicyc, 3Haeliku, 4e e HacmaHan yacem My 0a npemuHe om mo3u
csam ksm Omuya, kamo bewie 8v3/1106un Coume, Koumo 6sxa Ha ceemad, 00 Kpati 2u 8v3/1106U.
(MoaH 13:1)

Mocne Hans 800a 8 yMUBAIHUKA U NOYHA Oa Mue Ho3eme HA y4eHuyume u 0d 2u u3mpuea c
npecmusikamd, ¢ KOAMo 6e NPenacax.

(MoaH 13:5)

B cBATa pabota Knpun BUKOB Tbpcy HOBM MHTEPMPETaLUN Ha PENUrMO3H MOTUBK Y
puTyanu Kato MbpBoo6pa3s Ha CeKCyasHU NPaKTUKK 1 ¢eTrwwn. Toih npaBm ymen napa-
nen mexgy penurmosHus CTpemeXk KbM pas, HUpBaHaTa, BbPXOBHOTO MpPeyYncTBaHe U
(meHTanHaTa 1 $ur3nyecka) Hacnaaa, KOATO TANOTO Npefnara. B nHcranauuata cu Jlo-
608eH npasHUK BUKOB n3cnepBa puTyana C yMMBaHETO Ha KpakaTa, KOWTO patupa ot
Hall-OpeBHV BpeMeHa 1 e CBbp3aH C NpeyncTBaHe n cmmpeHme. Mo Bpeme Ha TaliHaTa
Beueps Vicyc ymmBa KpakaTa Ha CBOWTE YUYeHULM U TU Yuu, Ye ,Crlyrata He e No-ropeH oT
rocnofaps c1, HUTO NPAaTEHUKBT @ NO-TOPEH OT OH3MU, KOITo ro e nanpatun” (MoaH 13:16).
Bukos pasrnexxaa 61Mbneickma MOTMB KaTo OCHOBA Ha €fjHW OT Hali-pa3npoCcTpaHeHuTe
CeKCyaJTHN NPaKTUKK - U30CTPAHETO Ha OTHOLLEHUATA JOMUHUPALL-AOMUHMPaH 1 deTu-
LIM3aumATa Ha Kpakara.

Kiril Bikov

Love Feast

2014

installation

digital print, trough, chair, towel, soap

Now before the feast of the passover, when Jesus knew that his hour was come that he should depart
out of this world unto the Father, having loved his own which were in the world, he loved them unto the
end.

(John 13:1)

After that, he poured water into a basin and began to wash his disciples’ feet, drying them with the
towel that was wrapped around him.
(John 13:5)

In his work Kiril Bikov is looking for new interpretations of religious motifs and rituals as
the arche-images of sexual practices and fetishes. He makes a skilfull parallel between
the religious striving toward heaven, nirvana, supreme purification and the (mental and
physical) enjoyment that the body offers. In his installation Love Feast Bikov investigates
the ritual of feet-washing, which dates as early as ancient times and is related to purifica-
tion and humility. During the Last Supper, Jesus washed his disciples’ feet and taught
them: “Verily, verily, | say unto you, The servant is not greater than his lord; neither he
that is sent greater than he that sent him” (John 13:16). Bikov sees this Bible motif as the
basis for one of the most widespread sexual practices: the exacerbation of the relation-
ships between the dominating and the dominated and the fetishization of feet.
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BoiiH ge BoiH

Femmely

2014

WHCTanauua

dotorpacus, obekTn, BUAEO

Mopnaraiiku cebe cu Ha xMMNHO3a, BolH Ae BoiiH ncka fa BHYKHe B AbNOMHWTE Ha Cb3-
HaHVETO CU B TbpCeHe Ha NoBeye MHPopMaLMaA 3a KOJOBETE Ha UAEHTUYHOCT U CEKCY-
anHocT. M3non3gankn n npeanusnpariku obpasa Ha MalikaTa KaTo abconoTHNA MoAaen
3a »KEeHCTBEHOCT M KpacoTa, U HeWH IYEH CHUMKOB apXuB, »KeNlaHNeTo My € fia AeKOH-
CTpyMpa peanHoTo Bpeme (cera), TbPCenku 3Hauu U NocoKu, B KOUTO To 61 oCb3Han
cob6CcTBEHOTO c1 dopMMpaHe Ha UAEHTUYHOCT, NABaLla OT BbHLUHAaTa AeACTBUTENHOCT
KbM GEHOMEHMNTE Ha BBTPELLIHUS CBAT.

Voin de Voin

Femmely

2014

installation

photography, objects, video

By undergoing hypnosis, Voin de Voin wants to reach deeper into his consciousness,
searching for more information about the codes of identity and sexuality. Using and ide-
alizing the image of the mother as the absolute model of femininity and beauty, as well
as her photo archive, his desire is to deconstruct real time (the now) in search of signs
and directions where he would become aware of his own identity formation, which
comes from outside reality towards the phenomena of the internal world.
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AHTOHUA NOpPKOBCKa
Drawing 2x2.2m

2013

YyepHo-65110 BHAeo, 30

Henocunsama nekoma Ha 6umuemo

2014

Macno, akpw, emaisiHa 608, rpaduT, cnpen, Konax
65Xx65 cM. + 65x65 cMm. + 3527 cm.

Teop6ama e camouspazsgare. ... CamouspasaeaHemo e HeusbexHo.
ArHec MapTuH, The Perfection Underlying Life (1973)

B »unBonucHata cu pabota AHTOHUsA MopKoBCKa HabenA3Ba OTNPaBHY TOUKM, ABUXN Ce
MeXy NMPOCTPAHCTBEHN N MEHTaIHUN HIBA, KOWTO HACcNoABa U BbPXY KOWUTO HaHacA 60-
ne3HeHn pa3pesu, 3eeLy NPasHy 1 N3rexaally NPeHacuTeHN CbC 3HaYeHNA B CbLLOTO
Bpeme. PaboTaTa n HenocunHama nekoma Ha 6umuemo e CbCTaBnABaHa OT TPU NNaTHa,
6a3upaHun Bbpxy efHOMMeHHNA pomaH Ha MunaH KyHaepa. TpyTe KapTyuHW Mmar 3a uen
Aa obOpPMAT 1 NpepsioxKaT Bpb3Ka NOMEXAY CY, U3NON3BalKM KaKTO *KUBOMUCHNA CMo-
c06, Taka 1 AnpeKkTHaTa pedpepeHLna. KapTuHWTe ca Cb3aafeHn 3ae[HO U ca npefBuae-
H¥ aa 6baaT Nokas3BaHU Taka.

Bugeoto Drawing, 2x2.2m e CioGNIMIMH/AT MOMEHT Ha MHTMMHOCT Ha Komno3uyusTa. To
npeacTaBnABa 3anuc OT U3MbJIHEHMETO N OCTAaBAHETO Ha Clean U oYepTaHnsA OT TAIOTO
Ha camaTta apTVCTKa BbPXY XapTuUA 3a pucyBaHe C TOYHMA pa3mep, KOWTO TANIOTO MOXe Aa
o6xBaHe. He cb3pgafieHaTa prCyHKa, a BUAEOTO € eAVHCTBEHOTO [10Ka3aTeNCTBO, KOETO
OCTaBa 3a N3BbPLUEHOTO JeNCcTBue.

Antonia Gurkovska
Drawing 2x2.2m

2013

black-and-white video, 30’

The Unbearable Lightness of Being

2014

oil paint, acrylic paint, enamel paint, graphite, spray, collage
65x65cm + 65x65cm + 35x27cm

The work is self-expression. ... Self-expression is unavoidable.
Agnes Martin, The Perfection Underlying Life (1973)

In her paintings, Antonia Gurkovska marks points of departure, moving between spaces
and mental levels such as being bedclothed and undergoing painful incisions, gazing
emptily and looking as if oversaturated with meaning at the same time. Her work The
Unbearable Lightness of Being is composed of three paintings based on the novel with
the same title by Milan Kundera. The three paintings aim at forming and offering a con-
nection between themselves by using the method of painting as well as one of direct
referencing. Her paintings are made together and are meant to be seen that way.

The video Drawing, 2x2.2m is the sublime moment of the composition’s intimacy. It is a
recording of the performing and making of marks and lineaments from the artist’s own
body on the drawing paper which trace the exact size that her body would cover. It is
not the drawing but the video which serves as the only proof left behind for the action
performed.
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Meo fiumues
Mucneliku (bptokcen)
2013

dotorpadus

B ouakeaHe Ha 2ocmume (BueHay)
2013
dotorpadusa

PabotaTta Ha MBo [lnuMueB, He3aBUCMMO Aanu B chepata Ha U3MbIIHUTENCKNTE N3KYCTBa,
Xunsonucta unu ¢otorpadunTa, e 6enAasaHa oT NpoTUBopeUns, 6one3HeHa OTKPOBEHOCT
1 TbPCEHE 1 NPEOTKPUBaAHE Ha HOBW 11 HOBU MAEHTUYHOCTU. B n3nox6aTta To ce npes-
cTaBu ¢ poTorpaduu, 3aCHETV B AOMa MY, UHTVIMHU aBTOMOPTPETM, Bb3MPOU3BeXaaLLu
OTHOBO MOTMBA 33 HECMOKOMHOTO TbPCEHE 1 NPeau3BMKaTeNICTBOTO KbM XeTEPOHOPMa-
TVBHOCTTA.

Ivo Dimchev
Thinking (Brussels)
2013

photography

Waiting for the Guests (Vienna)
2013
photography

Whether in performance arts, painting or photography, lvo Dimchev’s work is marked by
contradictions, painful openness and the search for and rediscovery of yet new identi-
ties. In the exhibition he presented photographs made at his home, intimate self-por-
traits reproducing yet again the motif of the hectic search and the challenge to hetero-
normativity.
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CraHka KoneBa
Epomuka

2013

¢dotorpadus, Chinon CE4

B o2nedanomo He Moemo msJio 8udsx, a ceéemyuHa
2013
¢dotorpadusa, Chinon CE4

DoTorpadunTe Ha CTaHKa KoneBa npefcTaBAT Ha NPbB Nornes TpaauLMoHeH epoTUYeH
NOPTPET, B KOWTO NO3ULMUTE HA MbXKa 1 XKEHaTa ca ICHO 1N HenoKnaTMmo aedpuHupa-
HW: XeHaTa - rofla 1 cbbnasHuTeNHa npes 06eKTUBa, MbXbT - HabnloaaTenaT, KOMTo A
Cb3epuaBa npes newlata Ha ¢oToanapata. AHanoroBaTa TEXHVKa oOLie NoBeye 3acuiBa
ycelaHeTo 3a ¢poTorpadckarta TpaaMumMa OT HauyanoTo Ha Beka. PakTbT, e dpoTorpadu-
UTe Cca BCbLIHOCT aBTOMOPTPETH, HEOYaKBaHO Npeobpblia CMUCHA 1 Bb3NPUEMaHeTo
UM - XeHaTa Beye He e 06eKT Ha Heume »enaHune, a CBob0oAHa KeHa, U3passBalla cBoATa
CeKCyasnHoCT 1 enaHue 6e3 aa TpsabBa aa 6bae Heunsa My3a Uiy moaen.

Stanka Koleva

Erotica

2013

photography, Chinon CE4

In the Mirror | Saw My Body Not, But Light
2013
photography, Chinon CE4

At first sight, Stanka Koleva's photographs represent a traditional erotic portrait, where
male and female postures are clearly and firmly defined; the female is naked and seduc-
tive in front of the camera and the male is the contemplating observer behind the cam-
era. The analogue technique augments even further the feeling for turn-of-the-century
photographic traditionalism. The fact that the photographs are self-portraits unexpect-
edly reverses the meaning of their being perceived: the female is no longer the object
of someone’s desire but is a free woman, expressing her sexuality and desire without
having to be someone’s muse or model.
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KpaceH KpbcteH n Mayn [lyHka
PRIESTESSA #4 e Laboratorium eve BeHeyus
2013

Buaeo, 3.25’

Mayn n KpaceH ca xoMoceKcyanHu Mbxe, pofieHM B iBE M3TOYHOEBPOMENCKM NpaBoC/aB-
HW CTPaHW, B KOUTO XoModOoOUATa e N3KITIUNTENHO pa3npocTpaHeHa. Kakto B PymbHus,
Taka u B Bbnrapusa penuruata urpae onpepfeneHa couvanHa 1 nonutuyecka pons. He-
npreTn Kato HOPMaJiHN YNeHOBe Ha CBOWTE HaLMOHaNHW 1 TPAgULMOHHN LibPKBY, HO
CbLUO M He UCKaly fia ce OTKaxaT oT penuruaTa, fyoto PRIESTESSA pa3paborsa cBoA
cobcTBeHa cnupuTyanHa dunocodus, CUITHO CBbP3aHa C TEXHUTe Tena 1 6asmpalla ce Ha
Kyubp Teonoruu. Mpe3 2013 r. ;BaMaTa TaHLIOBM apTUCTY peluaBaT Aa n3cneaBat penu-
rvaTta nog umeTo PRIESTESSA.Tbin KaTo He XMBEAT B efiHa U CblLUa CTpaHa 1 He mMoraT Aa
HamepAT no-gobpa nnatdopma 3a paboTa, ABaMaTa apTUCTM Cb3aBaT CBOUTE BuAea B
pasnuuHM eBPOMencKy rpagoBe 1 r'v pasnpocTpaHABaT 6e3niaTHO B HTEPHET.

Krassen Krastev and Paul Dunca
PRIESTESSA #4 in Laboratorium in Venezia
2013

video, 3.25'

Pauland Krassen are homosexual men, born in two different East-European and orthodox
countries, where homophobia is extremely prevalent. Both in Romania and in Bulgaria
religion plays a certain social and political role. In 2013 the two dance artists decided
to investigate religion under the name PRIESTESSA. Unaccepted as normal members of
their national and traditional churches, but also not wanting to give up their religion, the
duo PRIESTESSA works out their own spiritual philosophy, closely bound to their bodies
and based on queer theologies. Since they do not live in the same country and cannot
find a better work platform, the two artists create their videos in various European cities
and distribute them for free on the Internet.
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Jly6pu

Mem 2onu mena (3/5)
2013

doTorpacduum

Pa6otaTa Ha Jlybpu e npean BCMUKO CBbp3aHa C ToTanHa cBobopaa. CBeTwT Ha Jlybpu e
NINLLIEH OT CTEPEOTUNY 1 3afiPBXKKI. [onnTe My NOPTPETU HAa MbXKe OT eflHa CTPaHa OTHO-
BO HOCAT XeAOHMCTUYHUA AyX Ha Mb/IHaTa cekcyanHa csobopa. OT Apyra cTpaHa CbAbp-
Xart B cebe cv NapafgoKcuTe 3a CBPbX CeKCyanHOCTTa U eJHOBPeMEeHHO nuncaTa Ha nor,
KaKTO 1 3a NMO3ULMOHNPAHETO Ha MbXKe B TPAANLNOHHO EHCKN epOTUYHO-CbONasHU-
TenHu nosu. Gotorpadunte ca cblo Taka 1 pedepeHLMn KbM KnacnyeckaTta »KUBOMMC
- Hanpumep MKaH-OrocT-JoMHKK EHIp.

Lubri

Five Nudes (3/5)
2013
photographs

Most of all, Lubri’s work has to do with total freedom. Lubri’s world is devoid of stereotypes
and restraints. On the one hand, his nude male portraits bring the hedonistic spirit of full
sexual freedom. On the other hand, they contain the paradoxes of hypersexuality and
at the same time the lack of gender, as well as the positioning of men in traditionally
female erotic and seductive postures. His photographs also refer to classical paintings,
for example those of Jean-Auguste-Dominique Ingres.
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BbopsaHa Pocca

Ama3oHcka 6poHsa

2014

WHCTanauua

doTorpacdus, neyat Ha NnaT 1 KaHaBaLa, Bb3rnaBHULN

AMA30HcKa 6poHA e cepusi OT NMPOEKTU, pasrnexaaliy Bb3MOXKHOCTTa 3a XapecBaHe Ha
Tena C pasnunyHa aHaTomuA. Ypes XxyMopucTnyHM aBTobrorpadpuuHu nmbpdopmaHc,
boTo cepun, pucyHku n obektr BopsaHa Pocca npepcTaBAa HOBOTO Cv TANO, KOETO HAMA
ropav (cnep onepauus, NpefoTBpaTABALLA Pak Ha rbpAaTa), U3MbJHABALLO CLIeHapWK,
B KOWUTO KpacoTaTa Ha »KeHCKOTO TAMO e NpeAcTaBeHa KaTo Bb3MOXHa gopu 1 6e3 to3u
6e3CnopHO NPUET 1 Bb3XBansABaH aTpPUOYT Ha KEHCTBEHOCTTA.

Pocca ce 6a3vpa Ha ApeBHVSA MUT 3a aMa30OHKMTE, KOUTO OTPA3BaNM MbpAuTe C1, 3a Aja He
UM npeyat npu cTpenbata ¢ bK. XyJoXKHMYKaTa Cb3AiaBa HOBO OOLIECTBEHO NPOCTPaH-
CTBO, B KOETO XOpaTa fa 6baaT npeAcTaBeHn Npef Bb3MOXKHOCTU PA3/INYHM OT CTpaxa U
KpUEHETO Ha ,HOBOTO" TANI0 6e3 Mbpau - CLieHapvK, NO3HATX HU B Nogo6bHa cuTyauus. 3a-
TOBa TA KaHW 3puTeNuTe Aa M3Mnos3BaT MHTUMHOTO AMBaHYe, NOKa3aHO B €KCNo3nUUATa,
NMOKPUTO C Bb3MMaBHMLW, HA KOUTO Ca HarnevaTaHn n3o06paxKeHuns OT HelHUTe pa3paboTKm
no Temata. Tam Te ce cpeLuaT ¢ nybnnyHaTa MaHudecTaLums Ha TO3U ,JInYeH", HO BCbLUHOCT
obLecTBeH Npobnem, KoATo MaHnbecTaumsa Cb3aasa NoUTUYECKN 3apedeHo NpPoCTpaH-
CTBO 3a NPEXMBABAHE Ha Pa3/IMYHOTO TAJIO, aKO He 1 3a aKTVBHA JUCKYCUA OKOJIO HEro U1
HeroBOTO MpUeMaHe KaTo IErMTUMHO B, XpamMa Ha obLionpueTaTa KpacoTa”

Boryana Rossa

Amazonian Armor

2014

installation

photography, prints on textile and buckram, pillows

Amazonian Armor is a series of projects treating the possibility of liking bodies with dif-
fering anatomies. By using autobiographical performances, photo series, drawings and
objects, Boryana Rossa presents her new body with no breasts (after a preventive sur-
gery for breast cancer) which rehearses scenarios where the beauty of the female body
is represented as possible even without this undoubtedly common and praised attribute
of femininity.

Rossa is basing her work on the ancient myth of the Amazons who would cut off their
breasts in order to better shoot their arrows. The artist creates a new social space where
people would face various scenarios that differ from the fear of and hiding of the “new”
breastless body. This is why she invites viewers to use the loveseat, part of the exhibition
and the work, covered with pillows containing printed images of her works on the sub-
ject. There the viewers meet the public manifestation of this “personal,”but indeed social
problem, and the manifestation creates a politically charged space for experiencing the
different body, if not an active discussion around it and its perception as a legitimate one
in the “temple of the commonly-accepted beauty.”
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Hatanua TogopoBa

Topceliku 0608, Hamépu 3abpaHeHus ekcmas
2014

Xnsonuc

npursrpaLla ocHOBa 1 BaKca

PaboTata Ha HaTtanua TogoBopa e BABbXHOBEHA OT ,CE€H3aUMOHHATA” KHUra Ha [JopuH
B. Knapk Bachelor Girl (1954), koaTo noBKo 60paBu C pe3ynTatute oT NPOyYBaHMATA Ha
Andpen KuHcn 3a MbXKKaTa M »KeHckaTta cekcyanHocT (1948 n 1953 r.). Kniouosa ¢pa-
33, CBbp3aHa C KHUraTa U HeHOTO npuemaHe cpef nybnukara, e:,Ta Tbpcelue no6os,
a Hamepy 3abpaHeHNA eKcTas’, KOeTo B KOHTEKCTa Ha KHUraTa O3HauyaBa, Ye MbXbT e
no60oBTa, a ApyraTta XeHa -,3abpaHeHnAT ekcTas”. HecnyyaliHo 3arnasuneTto Ha paboTaTa
Ha TogopoBa € NosI0BO HEYTPasHO - TA YMULLIEHO 3a/IyaBa MeCTOUMEHUATA, CTPeMeli-
KU ce fa 06e3cMncnv TpaguLMoHHNTe pasbrpaHus 3a ceKCyanHoCT 1 nos. MIMeHHo Ha
06€3CMUCIAHETO U Pa3MMBAHETO Ha FpaHMLM ce 6a3npa 1 camata TBop6a UNCTO Bu3yan-
Ho. 3acTaHan npep NaaTHOTO 3PUTENAT BKAA MHOXECTBO MUMONETHY LIBETOBE, KOUTO
NnoTbBaT 1 M3M/yBaT B YepHaTa OCHOBa NpW Hali-Masikata npomsHa B nosuuuaTa. Kap-
TUHaTa Ha ToopoBa BHYLLABa AMHAMMKa CbC CBOETO MOCTOAHHO NPeMUHaBaHe OT efuH
LBAT B APYr (Wnn OT efjHa MAEHTUYHOCT B Apyra?).Togoposa He 6opasu ¢ GykBanusmu,
NnoaxoabT 1 e 06bpHaT KbM camnA HabnogaTen, KonTo TpAbBa Aa Bb3npremMa TBopba-
Ta He KaTo roTOBO 3HaYeHue, a KaTo eMouroHaneH GakTop 3a efHO No-3afbnboyeHo
BrNeXaaHe B camua cebe cu.

Natalia Todorova

Looking for Love, Finding the Forbidden Ecstasy

2014

painting

erasing basis and blacking

Natalia Todorova’s work is inspired by Dorine B. Clark’s “sensational” book Bachelor Girl
(1954), which aptly works with Alfred Kinsey’s investigations into and results about male
and female sexuality (1948 and 1953). The key phrase related to the book and its recep-
tion is: “She was looking for love but found the forbidden ecstasy,” which in the context
of the book means that man is the love, and the other woman is the “forbidden ecstasy.”
It is not by chance that Todorova’s work’s title is gender neutral; it deliberately erases
pronouns in striving to make traditional notions of sexuality and gender senseless. It is
exactly this making senseless and the blurring of boundaries that serves as the basis of
the work visually. In facing the painting, the viewer sees a variety of transient colours
that sink and emerge in the black basis even at the tiniest change in the observing posi-
tion. Todorova'’s painting suggests a dynamics with its persistent shifting of one colour
to another (or from one identity to another?). Todorova does not work with literalisms
and her approach is turned towards the viewer alone, who has to perceive the work not
as having a ready-made meaning but as an emotional factor for a deeper look at oneself.
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Komno3uyun HA BACKA EMAHYUNOBA
Bnagns MuxannoBa

CepuviATa OT epOTUYHM CKYNNTYpu, obeauHeHn ¢ NpocToTo 3arnaBue Komnosuyuu, ca
cpep Hai-yHTepecHUTe paboTy B TBOPUECTBOTO Ha Backa EmaHymnoBa. Te ca cb3gageHu
3a KpaTbK nepuog ot Bpeme mexay 1939 n 1940 r., KoraTto Xy[oXHNYKaTa nonyyasa cTu-
neHamA 3a TPU meceyeH npectou B [lapmK 1 ocTaBaT HENOBTOPUMM B NO-HaTaTblUHATA 1
paboTa. EAMHCTBEHMAT ONUT B Ta3M NOCOKa e paboTa N3MbJIHEHA B TEPAKOTa OTHOBO CbC
cbloTo 3arnasue ot 1979 r. Ta obaue cnefBa U3LANO Ayxa Ha PaHHWUTE NPOU3BELEHMS,
KOUTO AiHEC Ca NpuTeaHue Ha Atenmne-konekuuna ,CeetnuH Pyces”.

Komnosuyuu-Te Ha Backa EmaHynnoBa CTOAT NO CTpaHeH HauyMH eQHOBPEMEHHO B Ha-
YaNoTo 1 B Kpas Ha TBOPYECTBOTO M. Te ca Cb3fafeHn BbB BPEMETO Ha HOBU uaen n
TbpPCeHWA, TOraBa, Korato CKyNNTopKaTta e UfieH Ha [lpy»KecTBOTO Ha HOBUTE XyAOXKHULMY,
nokasBa cBou paboTu 1 ¢ [Ipy»ecTBOTO Ha HE3aBUCUMUTE XYLOKHULM, N aKTUBHO yyacT-
Ba B UHTENEKTYaNHWA, NAB, MOAEPEH XyAOXKeCTBEH XUBOT B cTpaHaTa. OT Agpyra cTpaHa,
obaue, Te cToAT B Kpas. Torasa, KOraTo noJsiyyaBart 3a MbpBU MbT Ny6ANYEH XKUBOT U NpK-
CbCTBUe cflief cmbpTTa n npe3 1985 r. v cneg nonutTuyeckata npomsaHa ot 1989 r.

Komno3uunnTe He moraT fa 6baaT HapeyeHy magnum opus Ha TBOPYECTBOTO Ha Backa
EmaHynnoBa, Ho Te ouepTaBaT MHTEPEC U NMoYepK, KOUTO Moxe Ja 6bae npocnedeH B
MHOFO HelHW Npov3BeaeHna. TBbpae necHo 61 6uno Aa Kaxem, ye TO e CBbp3aH Camo
C TemaTa 3a rosioTo TAJO, C rofieMmTe obpasLm Kato PofieH, YneTo BAVAHWE 1 JOPU ONUT
3a NpeTBOpsBaHe CbBCEM OUYEBMAHO NPUCHCTBA. YcellaHeTo 3a epoTuKa, obauve, 3a 6nu-
30CT, 3@ HEeMOCPEeACTBEH XKMBOT, 3ae[{HO C AbJIFO 3ana3eHaTta UM, TaiHa" npasu paboTute
JINYHU 1 MM oTpexpa cneuuduryHo macto. He popmata, HO MMEHHO YycellaHeTo, KOeTo
KOMMO3MLUNTE HOCAT, NPUCHCTBA, KAaKTO B NPOV3BEAEHNA KaTo MankaTa cKynntypa Ap-
xauka (1942 r.) unu paboTtata JlecHana xeHa (noquska) (1938 r.)(yuacTBana B MHOrobpom-
HU NpefCcTaBUTENHN 3a OBIrapPCKOTO M3KYCTBO M3N10X6OM) Taka U B KbCHU paboTh KaTo
OvakeaHe (ecku3s) unun Kenewu ce ot 1978 1.

MpuncbcTBreTo Ha Komnosuyuu-Te B MOCTOAHHATa eKCNO3MUKMA Ha ranepus ,Backa Ema-
HyunnoBa” BbB Bpb3Ka ¢ nsnoxbarta Ha Codua Kynbp Gopym 2014 - MaHndecTauum Ha
JIMYHOTO MOCTaBA NOBeYe BbMPOCK, OTKONKOTO fa AaBa oTroBopw. To e NnpeausBuKaren-
CTBO 3a TbpceHe. He TonkoBa Ha No6ONMTHY pa3kasy OT KMBOTa Ha XYAOXKHMYKATa, a Ha
OHe3U GaKTOPU B KYNTYPHUA 1 NMOMUTUUECKN XKMUBOT Ha CTPaHaTa, KOMTO Npes roanHuTe
BAVAAT Ha (MUncaTta Ha) Ny6NUMYHOTO NPUCHCTBUE HA PAbOTHTE N HA HErNacHOTO Cb3-
JaBaHe Ha NCTopuYecKa ,NpaBAa’, KakTo 3a TBOPYECTBOTO Ha CKYNMNTOpKaTa, Taka U 3a
6bNIrapCKOTO M3KYCTBO.

1. OuaksaHe (ecku3), 1978, Tanepus ,Backa EmaHynnosa” 2. Apxauka, 1942, Atenne konekuus,CeetnvH Pyces” (2,3 n 4)
1. Anticipation (Working Model), 1978, Vaska Emanouilova Gallery 2. Archaic, 1942, Atelier-Collection Svetlin Roussev (2, 3 and 4)
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VASKA EMANOUILOVA’'S COMPOSITIONS
Vladiya Mihaylova

The series of erotic sculptures united by the simple title Compositions are among the
most interesting works in Vaska Emanouilova’s oeuvre. They were created in a brief pe-
riod of time between 1939 and 1940 when the artist received a three-month scholar-
ship in Paris and they remain unique when viewed alongside her later work. The only
other attempt in this direction is a 1979 terracotta work with an identical title. This work,
however, is immersed entirely in the spirit of the early works, which are today owned by
Atelier-Collection Svetlin Roussev.

Vaska Emanouilova’s Compositions hold a peculiar position in terms of both the early and
late years of her work. They were created in a time of new ideas and quests, when the sculp-
tor was a member of the Association of New Artists, showing her works also with the Associ-
ation of Independent Artists, and actively participating in the intellectual, left-wing, modern
art life in the country. On the other hand, however, they belong to the late years when they
were granted public life and presence for the first time after her death in 1985, and after the
political changes in 1989.

The Compositions cannot be called the magnum opus of Vaska Emanouilova’s oeuvre, but
they do delineate an interest and signature which could be traced in many of her works. It
would be all too easy to say this signature is related only to the subject-matter of the naked
body, with the great specimens of Rodin, whose influence and even attempted recreation
is clearly present. The sense of erotica, however, of proximity, of ingenious life, along with
these works’ being long kept in secret, makes them personal and grants them a specific
place. Itis not the form, but precisely the sense which the compositions bear on, that is pres-
ent both in works such as the small sculpture Archaic (1942) or the work Reclining Woman
(Rest) (1938) (which has been included in many exhibitions representative of Bulgarian art)
and in later works such as Anticipation (Working Model) or Bathing Women (1978).

The Compositions’ presence within the constant exhibition of the sculptor in Vaska Ema-
nouilova Gallery and their related exhibition at the Sofia Queer Forum 2014 - Manifesta-
tions of the Personal has more to do with posing questions rather than giving answers.
Itis a challenge to a quest. It is not so much about curious stories of the artist’s life, but
about those factors in the country’s cultural and political life which throughout the years
have influenced the (lack of) public presence of these works and the tacit making of
historical “justice” both for the sculptor’s oeuvre and for Bulgarian art.

3. JleeHana xeHa (no4ueka), 1938 4. Kenewu ce, 1978
3. Reclining Woman (Rest), 1938 4. Bathing Women, 1978
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LapuHa Ancrep (Yexus)

Mynmuxena

2014

MHCTanauus, MyiT1KaHaiHO BUAEO, AUTUTANEH MPUHT

30 matii - 13 toHun 2014, the fridge & CouuaneH ueHTbp ,Xacnen”

WHcTanauyuata Ha JapriHa Anctep MysimuxeHa e CbCTaBeHa OT TpU NpoeKTa, 06eAHEHN OT KOH-
uenuuata MaHugpecmayuu Ha nuyHomo: bop6a c aHeen, KepmunHu susuu n MHozopwska xeHa. Tpute
paboTun pasrnexgat NonyAapHN CTEPEOTUNI, PasfIMuHN PO 1 NPEBbIUTbLIEHNA Ha XeHaTa, HO 1
NpeAcTaBAT IMYHaTa MHTepnpeTauma U TbPCeHNA Ha ANCTep KaTo XeHa 1 Maiika.

MHozopwvKka XeHa 3afaBa MOTVBA 3a ,MyNTUOYHKUMOHANHaTa” XeHa, KoATo TpAbBa Aa U3MbHABA
MHOXeCTBO OT COLManHo npeaonpeaeneHnTe N 1 4YecTo NPoTUBOpeYaLLmn c1 3agayn. CbuetaBaHeTo
Ha BCUYKM Te€3U POV € HEBB3MOXKHO 1 ANICTEP NPaBY MPOHNYHA anio3nsa MeXAay ,BCMUKonpaBsella-
Ta" KeHa 1 HepeanncTUYHNTE Cyneprepon oT KOMMNITbPHUTE Urpw. bopba c aHeen bk ce 3aHMMaBa
C BbTPELIHNTE MPOTNBOpeYMs 1 60pbu, CiyuBalLm ce Ha MEHTaNHO HMBO Y XKeHaTa - ja 6bae CUiHa,
BNaCcTHa M arpecrBHa um tobsLa u cnokonHa. PaboTtaTa e efHO BIbOEHO N3CNeaBaHe Ha BbTpeLl-
HU KOHGAMKTY, MPOU3XOXKAALLM OTHOBO OT CouMasiHaTa AeTepMUHUPaAHOCT. MpoeKkTbT KepmusiHu
8U3UU TemMaTM3Mpa BPb3KaTa Ha »eHaTa C AeTeTo NOCPeACTBOM aKTa Ha KbpMeHeTo - TyK AncTtep
OTHOBO M3MON3Ba apXeTUnu, KOUTO NHTeprpeTMpa npe3 ycelaHeTo 3a camata cebe cu 1 cBosATa
pons KaTo »eHa.

BVI3yaJ1HVIﬂT 31K Ha AncTep e N3KMIOYNTENTHO CUJIEH 1 cTuMynmpaty B'b06pa>KeHVIeTO, KaTo npu HeA
Ca u3non3BaHM MoTuBn N 06pa3V| OT Pa3INYHN PeNUrnn n Kyntypw. OT epHa cTpaHa, Anctep npega-
cTaBs eguH o606LlaBaLy o6pa3 Ha XeHaTa OTBbA KOHKPETHUA coumnaneH nnmn spemMmeBn KOHTEKCT.
ot Apyra cTpaHa, No TO31 HAa4YWNH TA ce BrnbbABa B cebe cu 1 B COBCTBEHOTO CM M3CNEeABAHE Ha a3-a
ypes aHaNn3npaHeTo Ha pasnnvyHu nonynapHu o6pa3|/| Ha XeHaTa. B To31 cmucbn pa60TaTa Ha An-
CTep He e reHepannsnpalla, a npean BCVILIKO,,MaHVI(I)eCTaLlVIﬂ Ha NINYHOTO".

Cebumuemo ce ocoujecmau ¢ ilobe3Hama nookpena Ha Yewku ueHmvp - Cogpus.
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Darina Alster (Czech Republic)

Multi-woman

installation, two-channel video, three-channel video, digital prints
30 May - 13 June 2014, the fridge & Social Center Haspel

Darina Alster’s installation Multiwoman is composed of three projects united by the concept Mani-
festations of the Personal: Wrestling with the Angel, Breast-feeding Visions and Multi-handed Woman.
The three works treat popular stereotypes of various women’s roles, but they also present Alster’s
personal interpretations and searches as a woman and a mother.

Multi-handed Woman riffs on the motif of the “multifunctional” woman, burdened with performing
a socially predetermined multiplicity of roles, often in contradiction with each other. Since combin-
ing all of these roles is impossible, Alster makes an ironic allusion to the “all-performing” mother and
the unrealistic super-heroes from PC games. Wrestling with the Angel deals with the internal contra-
dictions and struggles going on mentally inside a woman: being strong, powerful and aggressive
or loving and calm. This work is a contemplative investigation of internal conflicts that spring out of
social determinations. The project Breast-feeding Visions thematizes the relationship between the
woman and the child through the act of breast-feeding; here again Alster uses archetypes which
are interpreted through her own self-experiencing and her role as a woman.

Alster’s visual language is extremely strong and stimulates the imagination, as she uses motifs and
imagery from various cultures and religions. On the one hand, Alster presents a generalized image
of the woman beyond the specific social or temporal context. On the other hand, it is in this way
that she contemplates herself and her own investigations of the self by analyzing various popular
images of the woman. In this sense Alster’s work is not one of generalization, but most of all a
“manifestation of the personal”

The event was made possible with the kind support of the Czech Center in Sofia.
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EmoyuoHanHu obekmu #2
akuua/nsnoxoba
30 malh - 13 toHu 2014, the fridge & CoumaneH ueHTbp ,Xacnen”

EmoyuoHanHu obekmu e akums 3a CbbrpaHe Ha 06eKTY, pa3KasBalLy IMYHU KyUbp UCTO-
pyK, 1 MO TO3M HAUMH € OMUT 3a Cb3JaBaHe Ha eHO,,CMOAESNIEHO JINYHO MPOCTPAHCTBO". TA
ce npoBepe 3a BTOPW MbT, TO3U MbT B pamkute Ha Codusa Kynbp Oopym, mexay 30 maii 1
13 toHu B the fridge & CoumaneH UeHTBbp ,Xacnen’, kbaeTo belle cb3gafeH cBoeobpaseH
My3ell Ha eMOLMOHaNHUTE BeLUW, Ha CIOMEHITE, Ha UCTOPUITE 3a OTXBBPIISAIHE HA YCTaHO-
BEHUTE COLMAHM NO3ULMM 33, UK MbK NPrieMaHe Ha NoJ, CeKCYaHOCT, MOI0Ba UAEHTHY-
HOCT nnu cebenspasnBaHe.

B n3nox6ara 6sxa BKJIOUEHU OGEKTW, MPEfOCTAaBEHUN OT TEXHU NpuTexaTtenu ot lMnos-
ame, Codus, KaKTo 1 OT HAKOJKO eBPOMNENCKY ObpKaBMu.

MoxeTe aa pasrnepate uyanaTa usnox6a Bbe Facebook ctpaHuuata Ha EMoyuoHamHU
o6exkmu: www.facebook.com/emobjects.

MapTHbOp Ha cbbuTneTo JINBT Mnosaws.

YELLOW
CARD

DO NOT IGNORE
THE HOMOPHOBIA

A b R XU T LA
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Emotional Objects #2
action/exhibition
30 May - 13 June 2014, the fridge & Social Center Haspel

Emotional Objects was an action to collect objects that tell queer personal stories and was
thus an attempt to create a “shared personal space!” It took place for the second time,
now framed within the Sofia Queer Forum between 30 May and 13 June in the fridge &
Social Center Haspel. Here a makeshift museum of emotionally charged objects was made
including objects of memories, histories of denial and acceptance, all speaking about es-
tablished social positions of sex, sexuality, gender identity or self-expression.

The exhibition featured objects given by their owners from Plovdiv, Sofia, as well as sev-
eral other European countries.

You can see the entire exhibition on the Facebook page of Emotional Objects:

www.facebook.com/emobjects.

Partner of the event is LGBT Plovdiv.
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Ounmosa cenekumna Ha Mesunatpa Kynbp Ounm Qect (Yexns)
NPOXEKLMA Ha KbCOMETPaXKHUN GpUnMmn
31 mait 2014, the fridge & CounaneH ueHTbp ,Xacnen”

Me3unaTpa (B npeBog, - ,nonyetax’, MEXANHHO NPOCTPAHCTBO) € Haln-ronemuAaTt oun-
MOB Kynbp ¢dectmBan B Yexusa, KONTO 3a nocnegHute 12 roguHU ce yTBbPAU KaTo
e[lHO OT Hall-BaXKHWTe CbOMTMA Ha Ta3u TeMaTrKa B EBpona. Me3unaTtpa 3anousa KaTto
nbpBuA GUIMOB reii n necbuinckn dectusan B bbpHo. OTTOraBa Tol HEMpPEeCTaHHO ce
pa3pacTBa 1 OBNaAABa HOBW TEMATUYHW, XaHPOBU 1 reorpadcku npoctpaHcTga. [Mpes
2010 r. opraHmM3aTopuTe peLlasar fa pa3WwmnpAT TeMaTUYHMA CNEKTbP M Ce CbCPeaoTo-
YyaBaT BbpXy Kynbp TemaTuKaTa.

[Hec Me3unaTpa ce cnyysa 0cHOBHO B [1para 1 bBbpHO, KaTo BKtOUBA CbMBTCTBALLM Cb-
6uTuA B oLwe ocem rpaga B Yexums. 3a roguHMTE Ha CBOETO CbliecTByBaHe GecTnBambsT
npuenuya nybnmka ot Hag 95000 Aywy € roaguWHO nocelyeHne ot Hag 10000 gywn 3a
nocnegHuTe cu n3ganus. Hapepn ¢ npoxekuunTe Ha GUNMm OT LAN CBAT, MEXAYHapOA-
HaTa GMNIMOBa Harpaga v CpeLy C PeXncbopu 1 apTUCT! GecTMBanbT BKIOYBA OLle
n3n10X61, nekuun, paboTUNHULM U JUCKYCMU, NPEBPBLIANKM Ce B MaLlabHO MHTepanC-
LUUMNAMHAPHO CbOMTME Ha KyWbp TemMaTuka.

Mo nokaHa Ha Codusa Kynbp Qopym 2014 Me3sunaTtpa npeactaBu cenekums oT KbCome-
TpaxHu dunmun ot M3TouHa EBpona:

- Yenyskama (pex. ®unun lMmengoH, Monwa, 2013)

- CepxaHm (pex. Hnkona Jioka, Cop6bus, 2011)

- He paz6busati moemo myp6ocorsnk copue (pex. MuoHa borosuy, Cbpbus/Tepmanus, 2011)
- fla npo6eaw xy6asa poknsa (pex. Aky6 Lmna n MuwHyna, Yexna/Cnosakusa, 2012)

- 7 OHu (pex. Jlykaw Byxap, Yexus, 2011)

Cobumuemo ce ocsujecmau ¢ itobe3Hama nookpena Ha Yewku yeHmuap - Cogpus.
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Mezipatra Queer Film Fest (Czech Republic) - Film Selection
screening of short feature films
31 May 2014, the fridge & Social Center Haspel

Mezipatra (meaning “half-floor’, an interstitial space) is the biggest queer festival in the
Czech Republic which has established itself for the last twelve years as one of the most
important events of its sort in Europe. Mezipatra began as the first gay and lesbian festi-
val in Brno. Ever since then it has grown and embraced new thematic, generic and geo-
graphic spaces.In 2010 the organizers decided to widen the spectrum and concentrated
on the queer problematic.

These days Mezipatra takes place mainly in Prague and Brno, but also hosts numerous
other events in eight more cities. During its years of existence, the fest has drawn more
than 95000 visitors with an annual estimate of 10000 visitors for the last few festivals.
Along with screenings from all over the world, the international film award and the
meetings with directors and artists, the fest also includes exhibitions, lectures, work-
shops and discussions, thus becoming a major interdisciplinary queer event.

Upon the invitation of Sofia Queer Forum 2014, Mezipatra presented a selection of short
feature films from Eastern Europe.

- The Kiss (dir. Filip Gieldon, Poland, 2013)

- Sergeant (dir. Nikola Ljuca, Serbia, 2011)

- Dont brejk maj Turbofolk hart (dir. Miona Bogovi¢, Serbia/Germany, 2011)

- Trying On a Beautiful Dress (dir. Jakub Smid and Musnula, Czech Republic/Slovakia, 2012)
- 7 Days (dir. Lukas Buchar, Czech Republic, 2011)

The event was made possible with the kind support of the Czech Center in Sofia.
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BnyoHu cuHoge (pex. Kum6bpnu Puiig, CALL, 2008)
NpoXKeKums Ha Gunm
19 1oHK 2014, the fridge & CoumaneH ueHTbp ,Xacnen”

bnyOHU cuHoge e BbIIHYBAWMAT pa3ka3 Ha Kumobpnu Puiig 3a HEMHOTO 3aBpbluaHe y
[AOMa 1 TbpPCeHe Ha OTFOBOPMU OTHOCHO ceMeliHaTa M MCTOPUWA 1 B3aUMOOTHOLUEHMATa C
6nuskute i.

M3kntoumtenHaTa nctopua Ha Kumobpnv 3anousa olle npean HemHoTo paxkaaHe npes 60-
Te, Korato ciej MHOXeCTBO HeyCrneLwHN OnnT Aa umat aeTe pogunutennTe pelwaBat ga ocu-
HOBAT MOMueHLeTo Mapk. BnocneacTeue ce okasBa, ue malikata Kepbn e 3abpemeHsna ¢
Mon - n To TouHO B AeHs, B KoTo Mapk npurctura B Joma nm. CKopo CemMelicTBOTO e C oLle
efHo fete - Toa. bayoHu cuHoge obaue He e TMNMYHaTa NCTOPUA 3a TPKMa bpaTs.

Mon e egHO OT Ham-NonNynApHWUTE MOMYETa B yunnuule. Bbnpocute, Kouto cv 3agasa ot
Hall-paHHa Bb3PacT, HAMMUPAT CBOS OTFOBOP, KOraTo pas3bupa, ye e TpaHcnonos. fognHn
no-kbcHo Mon e Beue Kumbbpnu, xusee B Hio Mopk 1 pabotn Kato pexkmcbopka. Mo cny-
yail rogMLWHWHA OT 3aBbPLUBAHETO Ha NMHA3WATa TA PeLLaBa [a ce 3aBbpHe Y ioMa CU 1
[a HanpaBy AOKYMeHTaneH GpuimM 3a HeMHOTO ceMelncTBo. Tam T NPeoTKprBa bpaTtaTa cu
- Ton, KOWTO € XoMoceKcyaneH, n Mapk, KOMTO He MOXe Ja A Bb3rnpreme Kato »eHa. McTo-
pusiTa CTaBa OLLE NO-HEBEPOATHA, KOraTo Ce OKa3Ba, Ye OCUHOBEHUAT MapK e BCbLUHOCT
Henpu3HaTUAT BHYK Ha €fiHa OT Hall-rofieMuTe fiereHamn Ha aMepPUKaHCKOTO KUHO...

bryoHu cuHose e HocuTen Ha Harpaawm oT pecTuanuTte B Hewsun n ®nopupa, pectreana
3a JOKYMeHTanHo KnHo B ConyH 1 dectneanute 3a JINBT kKuHo B KoneHxareH n NewFest
B HioMopk.

Cobumuemo ce ocsujecmau ¢ iobe3Hama nookpena Ha ¢poHoayus ,Cnekmpa” u
AMepuKaHcko nocosicmeo - Cogpus.
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Prodigal Sons (dir. Kimberly Reed, USA, 2008)
film screening
19 June 2014, the fridge & Social Center Haspel

Prodigal Sons is the moving story of Kimberly Reed and her homecoming in search of
answers about her family history and her closest ones.

Kimberly’s incredible story begins in the 1960s, when after numerous attempts to have
a child the parents decide to adopt one, the little boy Mark. It then turns out that Carol,
the mother, has gotten pregnant with Paul exactly the same day as Mark has arrived in
his new home. Soon the family will have one more child named Todd. Prodigal Sons is,
however, not a typical story of three brothers.

Paul is among the most popular boys in school. The questions he asks himself from
early on find their answer when he figures out he is transgendered. Years later Paul is
now Kimberly, living in New York and working as a director. On the occasion of her high
school reunion she decides to come back home and make a documentary about her
family. She rediscovers her brothers: Todd, who turns out to be homosexual, and Mark,
who cannot perceive her as a woman. The story becomes all the more incredible when
it turns out that the adopted Mark is actually the unrecognized grandson of a major
American cinema legend...

Prodigal Sons has won awards at the Nashville and Florida film festivals, the Thessaloniki
Documentary Film Festival and the LGBT cinema festivals in Copenhagen and NewFest
in New York.

The event was made possible with the kind support of Spectra Foundation and
the American Embassy - Sofia.
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Hama macmo 3a Hoeume Ky4yema (pex. Oner MaepomatTu n PO98, CALL, 2014)
npemMmepHa NpoXeKuuna N ANCKycma
26 toHn 2014, LleHTbp 3a KynTypa 1 gebat,YepBeHaTa KbLya”

Hama macmo 3a Hosume kyyema e HoB dunm Ha Oner MaBpomattvi n PO98, HanpaBeH ¢
MaTepuanu oT Baeo 6nora Ha Cepreii AcTaxos - cynep 3Be3fa B pyckata 6norocdepa.

AcCTaxoB e XOMOCeKCyasieH, YNNTO POAUTENN Ce ONUTBAT Aa ro ,NpeBb3nuTaT” 1 Hanpa-
BAT XeTepoCeKCyasieH, KaTo ro BKIOUYBAT B PENNIMO3HUN FPynin 3a NpeBb3nuTaHme n My
HamupaTt npuaTtenka. Bbe Braeata, komto nybnukysa B YouTube, ActaxoB npocnefaBa
TO3U MpOLEC, KaTo CHMa He camMo cebe cu, HO 1 MecTaTa, B KOUTO XOAU, poauTenuTe u
npuaTtenuTe cu. o Bpeme Ha TO3M NpoLec OT OTKPUT reil ACTaxoB ce NpeBpbLUa B XeTe-
poceKcyaneH NpPaBoOCNaBeH aHTU-Te U NPO-NYTUHCKM aKTUBUCT. Te3n ABe NaeHTUYHO-
CTW He ce NpecunyaT U He MPor3TMYaT efHa oT Apyra. Hanprumep cnen KaTto npuATenkara
Ha ACTaxoB, C KOSITO ca ro Hakapanu fa 6bpe, ro oCcTaBs, TOW NPEeXuBABa CPUB, Clief,
KOETO CTapaTa My MAEHTUYHOCT Ce BpbLUa U M34Ye3Ba 3a OKOJIO Tpy Meceua ot YouTube.
MNosaBABa ce HaCKOPO OTHOBO B NATPMOTMYHOTO CU MPEBBMIbLUEHME U KOMEHTMPA CUTYa-
uunaTa B Kprm, KakTo 1 KynTypaTta Ha MOJIOBETE - IoOUMMAT My Mon €,,3naTeH BaBuoH’, a
NOBUMUAT My MarasuH B HEro e ,MpaBOC/iaBHaTa nadka’, oT KOATO Toi,peJOBHO KynyBa
351aT0 1 Cpebpo”.

Mpes Tasmn NCTopuis Ce BUMKAA KaK JINUHMAT XKNBOT Ha ACTaxoB € AUPEKTHO MOBUAH OT
N3MEHEHMATA B MONIUTNYECKMA KMMAT Ha Pycus. Bbe Bugeata My e cbbpaHa eceHuuATa
Ha CbBpEMEHHaTa pycKa MOMNTMKA - COUMAHA U PEIMIMO3HA, KaKTO JIOKAsHa, Taka U
rno6asnHa, n3paseHa Ypes HEroBuTe CJIOBECHU AeKNapaLuym, npucTpactus n aenctens. C
eAHa Ayma, ACTaxoB e JTaKMYCbT Ha CbBPEMEHHOTO PYCKO O6LLEeCTBO.
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No Country for Young Men (dir. Oleg Mavromatti and PO98, USA, 2014)
premiere screening and discussion
26 June 2014, The Red House Center for Culture and Debate

No Country for Young Men is a new film by Oleg Mavromatti and PO98, made of found foot-
age from the video blog of Sergei Astahov, who is a super star in the Russian blogosphere.

Astahov is a homosexual whose parents are trying to “cure” him and make him hetero-
sexual, by finding him a girlfriend and involving him with groups for religious conver-
sion. In his YouTube videos Astahov follows this process, shooting not only himself,
but also the places he goes to with his parents and friends. During this process from
an openly gay person Astahov converts to a heterosexual Orthodox Christian and
anti-gay pro-Putin activist. These two different identities do not cross or evolve from
each other. For instance when Astahov’s girlfriend, with whom he was forced together,
abandons him, he has an anxiety attack and his old identity returns; Astahov then
disappears from YouTube for about three months. Recently he reappeared now in his
patriotic incarnation, commenting on the events in Crimea as well as the emerging
culture of “the mall”in Russia. His favorite shopping mall there is“The Golden Babylon,”
and his favorite store is the Orthodox Christian Pavilion, where he “regularly buys gold
and silver”

Through this story one can see how Astahov’s personal life is directly affected by the
changes in the political climate in Russia. His videos capture the essence of contempo-
rary Russian politics: social and religious, local and global and these are expressed by
his verbal declarations, affections and actions. In a word Astahov is the litmus paper of
contemporary Russian society.
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BusyanHa mysuka ot Dreamachine FEAR NO MORE

DJ cetoBe Ha Vice de Vice, XKynuera UHtepranakruka n Emil Doesn’t Drive
nMbpdopMaHC 1 odULMaNHO OTKPUBALLO NapTy

31 mai1 2014, kny6 ,Kyn BepH”

Dreamachine e npoekt Ha BoiiH e BoiiH 1 [xoy3ed Mapuona, Bu3yanHu apTucTu, Kou-
TO U3CnefBaT BPb3KUTE MeXAy 3BYK U KapTUHA, WM KaKTO Te ro Hapuiar - Bu3yasnHa
My3uKa. Te 3a4aBaT BbMPOC KakBO e MbPBOTO - KApTMHaTa WY 3BYKbT? 3a oprLManHoTo
napTu no cny4ar otkpusaHeto Ha Codua Kyubp Qopym Te cv napTHUpaxa ¢ poTorpa-
¢da Jlybpwu, n3nonseaiikm HeroBute GpoTorpadu, KOUTO ce NpPeBpPbLUAT B NapTUTypa 1
TeKcT 3a woyTo FEAR NO MORE. B Ta3n KoHouUrypauma gBamarta apTUCTV U3cnefBar Kak
Bb3HMKBA €3UKbT. ToBa € CbL0 eKCrneprIMeHT CbC Cb3fjaBaHETO Ha HapaTMBM Ype3 aco-
LMaTMBHY MOACH3HATENHN peakuuy Ha MO3bKa U MMacoBuA anapat, Korato TpsAb6sa Aa
pearvpat Ha n3obpakeHue.
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Visual music by Dreamachine FEAR NO MORE

DJ sets by Vice de Vice, Julieta Intergalactica and Emil Doesn’t Drive
performance and official opening party

31 May 2014, Julles Verne Club

Dreamachine is a project by Voin de Voin and Joseph Marzolla, two visual artists explor-
ing the connections of sound and image, or as they call it visual music, posing the ques-
tion as to what came first: the image or the sound? For the evening at Sofia Queer Forum
they collaborated with the photographer Lubri, taking his images to become the score
and the lyrics for the show FEAR NO MORE. In this mode the two artists explore how
language appears and comes to life. This is also an experiment of creating narratives
through associative subconscious reactions of the brain and the vocal apparatus when
exposed and reacting to an image.
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MbpdopmaHc Ha UnuaHa Neopruesa n CredaH [loHueB
Manugpecmayus na nuuHocmma

DJ cetoBe Ha Kynueta UHTepranaktuka n Ekj Nogdm
nbpdopMaHC 1 0dULMANIHO 3aKPUBALLO NApPTX

5 tonn 2014, the fridge & CounaneH ueHTbp ,Xacnen”

cono nbpdopMaHc, Yeno 1 coptyep

nbpdopmaHc 1 KoHuenums: MnusHa leopruesa - ILI G
yeno: Unuaxa leopruesa - ILI G

UHTepaKTuBeH An3aiiH: CtedaH [loHueB
kocTiomorpadus: EBa BeHToBa

ILI G e opKecTbp OT efjMH YoBeK. 3a MocneAHUA C1 NPOeKT cneuranHo 3a Copua Kyubp
®opym 2014 3aegHo cbc CTedaH [JoHUEB KaTo MHTEPAKTUBEH AU3aliHep TS 3anmncBa Clou
BbPXY CJI0M 3ByLM OT Yeslo, KaTo Taka Cb3/iaBa CJIOXKEH, HaTpanyuBs 1 3aBnajABall 3BYK.

lMpoexmwsm ce peanusupa cneyuasHo 3a Cogusa Kyuop @opym 2014 -
Ma+ugecmayuu Ha nudHomo.
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Performance by lliyana Georgieva and Stefan Donchev
Manifestation of Personality

DJ sets by Julieta Intergalactica and Ekj Nogdm
performance and official closing party

5 July 2014, the fridge & Social Center Haspel

solo performance, cello and software
performance and concept: lliyana Georgieva - ILI G
cello: lliyana Georgieva - ILI G

interactive design: Stefan Donchev

costume design: Eva Ventova

ILI G is a one-woman orchestra. For this project in the frame of Sofia Queer Forum 2014,
together with Stefan Donchev as interactive designer, she recorded layer upon layer of
cello sound, creating intricate, haunting and compelling music.

The project is specifically designed for Sofia Queer Forum 2014 -
Manifestations of the Personal.
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NPUNOXEHUE
APPENDIX

MaHugecmayuu Ha nU4HOMO He e NPOCMOo abCMpakmHa KOHYeNnyus, a onum 3a cs30d-
8aHe HA cnodesieHO JIUYHO NPOCMPAHCMBO MeX0y y4acmHuyume 88 hopyma u nybnuka-
ma. Xy0oxHuUyume cmaHaxa 4acm om moeda npocmparcmao Ypes pabomume cu, a HAKoU
opmynupaxa omHoweHUemo cu KoM (hopyma u Hezosume yesu U KoHyenyus masu 200u-
Ha u upe3 Oymu - cnodesisiHe, pa32080pU, U3A8/IeHUA, MeKcmoege, Koumo ca 6usiu OCHOBHO
80vXHOBEHUE U/IU OMNPABHA MoYKd 3a pabomama um no ussiox6ama. Tesu mekcmose
Mozam 0a 6s0am HamepeHuU MyK.

Bwnpocume 3a0ade Cmedhka LaHesa.

Manifestations of the Personal is not just an abstract concept, but an attempt to create a
shared personal space between the forum’s participants and the audience. The artists be-
came part of that space through their works, and some of them formulated their attitudes
to the forum, its aim and this year’s concept also with words — by sharing, conversations,
statements, texts that served as crucial inspiration or starting point for the work they present.
These texts can be found here.

Questions by Stefka Tsaneva.
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AHTOHMA NOPKOBCKA
ANTONIA GURKOVSKA

- Mi3yakan. Xange, ApMCTPOHT. 3Haeww nn Hewo 3a Mnp?

- Munp nn, Cop? Mup KaTo NpuUcTaH.

- Kaxu My - npoabnku CTUBBH, KaTo CpbUYka MOMYETO B Fpbb C KHWraTa, - KakBo e
npucTan?

- MpwcTaH, cbp - 3ano4Ha APMCTPOHT, - amy Helwo Ao MmopeTo. Hewlo Kato mocT. Kato
npucTtaHa KuHrcTayH, cbp.

- Npuctana KnHrctayH - nostopu CTBbH. - [la, e4nH pa3oyapoBaH MOCT.

Ixenmc Oxkoinc, Oduced, 1922 r. (npeBoa;: Mrnuka Bacunesa)

- Wait. You, Armstrong. Do you know anything about Pyrrhus?

- Pyrrhus, sir? Pyrrhus, a pier.

- Tell me now, Stephen said, poking the boy’s shoulder with the book, what is a pier.

- A pier, sir, Armstrong said. A thing out in the water. A kind of a bridge. Kingstown pier, sir.
- Kingstown pier, Stephen said. Yes, a disappointed bridge.

James Joyce, Ulysses, 1922
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CBETO3APA AJIEKCAHAPOBA

KakBo e 3a 1e€6 ,Kynbp”?

CBeTosapa AHEKCBHAPOBa: XOMOCGKcyaﬂHOCTTa, CEeKCyanHOCTTa 1 nonoBaTta NAEHTNY-
HOCT Ca TeMU, KOUTO BNIN3aT B NOHATUETO KYyUbpP, HO a3 JINYHO HaMnpam B TO3N TEPMUH
€HO APYro 3Ha4yeHne 1 ToBa € Aia U3pasnll pasInyHOCTTa Cn. Oa 6'bﬂ,e|JJ nHamneuayaneH
Nnn pasnnyeH ot MacaTta CbC CBOUTE Npeapascbabun 1N KNnweTa € CMeNoCT. W Tb11 KaTo
Pa3nnyHaTa cekCyasjiHa OpreHTaymA € CbLlo HELWOo HeENPUETO OT 06u40np|/|eT|/|Te HOpMWU,
TO CbOTBETHO Nonaga B TO31 MaHI/I(I)eCT. CmAaTtam, ue Kyunbp pasrnexja eqHa I'IO-,D,'bJ'I60Ka
TeEMaTMKa OT XOMOCEKCYaJIHOCTTa U CeKCyaJsiHaTa MAEHTUYHOCT U TOBa € CBO6OJJ,aTa Aa
6'b}J,eUJ APYyr N TONEPAHTHOCTTA Aa NpMemMall HANBUAYaNTHOCTTa Ha Jpyrua.

3auo ce BKAo4M BbB popyma 1 Kak pasbupaiu KoHuenuuata Manugpecmayuu Ha
JIU4HOMoO?

C. A.: MoeTto yuactue B Codusa Kyubp Qopym e ¢ pabotata mu Memacusuka Ha Kpa-
comama, KoATO NpeAcTaBABa N3006paxeHNe Ha MaHAana OT Pa3HOLBETHU MN3KYCTBe-
HY HoKTK. C TO31 06pa3 HacouBaM MUC/IUTE CY B MOCOKA Ha BBHLIHOCTTA U KaK TOBa
BAUAE AN HW NoAnoMara fja u3pasvm MHAUBMAYANHOCTTa CU UK NPUHAANEXHOCTTA
CU KbM onpeaeneHu rpynu n pasérpaHua. BbHIWHOCTTa € BCbLHOCT MACTOTO, KbAETO
rokasBaMe Ha OKOJIHWTE CBOATa YHUKANHOCT 1 e MbpBUAT COMbCbK ¢ nnyHoTo. C ToBa
cMATaMm, Ye TemuTe, NO KOUTO paboTa, CbBMaAaT C KoHuenuuAta Manugecmayuu Ha
JIUYHOMO 1 Ce B3aUMOAOMDBJIBAT B ANAJNION C OCTaHANIMTE yYaCTHULM.

KakBo cmATall 3a 3a/10)KeHUTE B KOHLeNUUATa NPOTUBONOCTaBAHUA , JINYHO-NY6-
NINYHO", ,MONINTUYHO-aNONNTNYHO"? CMATaL NK, Ye NoNBbT, CeKCYyalHOCTTa U No-
NoBaTa UAEGHTUYHOCT NPUHAANEeXaT Ha cdpepaTta Ha IMYHOTO Win o6paTHoTo? Te
MOANTUYHW Nn ca?

C.A.: CEKcyaHHOCTTa € JINYHO CaMonpeXxnBAaBaHe N 6u Tpﬂ6Ba!’I0 Aa OCTaHe B rpaHn-
yMTe Ha MHTUMHOTO. C ,,pa3ern0cmBaHeTo" Ha 06U.leCTBOTO CeKCyanHOCTTa BCe Mno-
BeYye M3NbKBa B NOKA3HOCT, HEOrPaHNYEHO Ce NOoABABAT KNNLWNPaHn o6pa3|/| Ha ronun
CeKCn Tena, HO B CaMaTta C/ CbLLHOCT C€ AEMOHCTPUPA OrPaHNYEHOCT Ha pa36|/|paHeTo
3a noJia 1 NOJIOBOTO CamoornpeaenAaHe n BKapBaHETO MM B TECHUN PaMKWM Ha KOHCepBa-
TUBHO OTHOLLUEHME CNPAMO XEHCKNA CceKCanun n o6pa3a Ha CUNTHNA MYCKynecT mayo.
Moka3sHocTTa obaye He e PaBHO3Ha4YHa Ha TOJIEPAHTHOCT N pa36|/|paHe Ha CeKCyaJlHOC-
TTa 1N Ccnopej MeH ToraBa ce noABABa AnnemMarta JOKOJIKO IMYHOTO NO0BO CaMmoonpe-
AenAaHe ce 3aABABa ny6n|/|qu. [o KakBa cTeneH KOHd)J'II/IKT'bT Aa Cn pa3sinyeH B o6u4e—
CTBOTO NoOMara nnum npeynm Ha NMYHOTO CamoonpenenaHe, MoXxxe 61 3aBuCK OT cpenata,
3aUl0To, cnopen MeH, KOJTIKOTO € NMo-ronAama O6LI.I,ECTBeHaTa rpyna, TOnNKoBa nNo-ronamo
€ HaTPynBaHETO Ha PasnnyHn NHANBNAN N TONEPAHTHOCT, N 06paTHO, B MaNnknTe Hace-
NeHWn MeCTa HaTUCKbBT Aa 6'b,D,eUJ CbLMAT € [OCTa NO-CUNEH.

KakBo mucnv 3a pa36upaHunaTa u OTHOLLEHMETO KbM ,Kynbp” B Bbnrapua?

C. A.: BCMUKO pasnunyHO 13NCKBa ycunusa, 3a aa 6bae pasbpaHo 1 OCMUCIEHO, N CMS-
TaM, Ue MHEePTHOCTTA Ha MacaTa 1 [0 M3BeCTHA CTeneH KOHCePBaTMBHOCTTA Ha obuye-
CTBOTO B Bbrapus He nokasea HVMKaKbB UHTEPEC KbM JIMUHOTO, APYrOTO, UHANBUAY-
anHoTo. Mo-yao6Ho e Aa ce ABMKULL 6e3KOHPINKTHO B 0OLONPUETUTE PaMKK, BMECTO
[la TbpCULL CBOATA UAEHTUYHOCT U ja NPOBOKMPALL TONIePaHTHOCTTa Ha 06L4eCTBOTO.
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SVETOZARA ALEXANDROVA

What is “queer” for you?

Svetozara Alexandrova: Homosexuality, sexuality and gender identity are subjects
covered by the concept queer, but | personally find another meaning in this term, which
is to express your difference. Being individual and differing from the masses with its
prejudices and clichés is crucial. And since different sexual orientations are also something
unaccepted by common norms, queer is located in their manifestation. | find that queer
treats subject matter deeper than homosexuality and sexual identity and this is the
freedom of being other and the tolerance of accepting the individuality of the other.

Why did you take part in the forum and how do you understand its concept
Manifestations of the Personal?

S. A.: My participation in Sofia Queer Forum includes my work Metaphysics of Beauty,
which represents a mandala image made of multi-coloured artificial nails. With this
image | am moving my thinking in the direction of one’s appearance and how it
influences or supports us in expressing our individuality or belonging to a given group
and conceptions. Appearance is actually the place where we show those around us our
uniqueness and is the first encounter with the personal. | find that the topics | work on
coincide with the concept Manifestations of the Personal and complement each other in
a dialogue with the other participants.

How do you see the divides “personal-public” and “political-apolitical”? Do you
think that gender, sexuality and gender identity belong to the personal sphere or
vice versa? Are they political?

S. A.: Sexuality is a personal self-experiencing and it should remain in the confines of
the intimate. With society’s “liberation” sexuality looms ever more largely in the open,
clichéd naked sexy bodies appear without limit, but essentially what is demonstrated
is a limitation of understandings of gender and gender self-determination and their
confinement in the narrow frames of conservative attitudes towards female sex-appeal
and the image of the strong muscled macho. This openness, however, does not equal
tolerance and understanding of sexuality and in my opinion it is then that the dilemma
appears: to what extent does personal gender self-determination declare itself as
public? The extent to which the conflict of being different helps or hinders personal self-
determination may be dependent on the surrounding, because | think the bigger the
social groups is the bigger the number of different individuals and tolerance. Contrarily,
in less inhabited places the pressure of being the same is much stronger.

What do you think about the understandings and the attitude towards “queer” in
Bulgaria?

S. A.: Everything different requires effort in order for it to be understood and thought of
and I think that the masses’inertness and, to some extent, the conservatism of society in
Bulgaria does not reveal any interest towards the personal, the different, the individual.
It is more comfortable to move with no conflict in the common frames instead of
searching for your own identity and provoking society’s tolerance.

89



OLOHhUL BH unheLdaduHey /// 10z wAdo@ danky sudpod

BOWH AE BOVH

Kakgeo e 3a 1€6,,Kynbp”?

BoiiH ge BoiiH: 3a meH ,Kynbp” e nornes. EgMH ocobeH nornep, KONTO MMa XenaHve n
noTeHuUuana fa pasyynu KOHBEHUMMTE U Aa Cb3hajle HOBO aBTOHOMHO NMPOCTPAHCTBO,
KbAETOo e3UK, 06pas, NOIUTUYECKO U JINYHO Ca 34PaBO CBbP3aHMW.

3awo ce BKNOUM BbB Ppopyma 1 Kak pa3bupalu KoHuenuuata MaHugpecmayuu Ha
JIU4HOMO?

B. B.: Bkniouux ce BbB $popyma, 3alloTO maenATa 3a MaHUPecTa Ha NMMYHOTO MHOTO Me
NPOBOKMPA... MO-CKOPO FO BUAAX KAaTo Bb3MOXHOCT fa AoKapam cebe cu A0 efHa
rpaHula, 8O KOATO He 6AX CTvran npefu.. U Aa NpeBb3MOrHa cTpaxa 1 cpama, KomTo
06LLeCcTBOTO CaMO YaKa Aa Tv NenHe...

KakBo cmATawl 3a 3anoXeHUTe B KOHUENUWATa MPOTMBOMOCTAaBAHMUA ,JINYHO-
ny6aAnyYHO’, ,MONNTNYHO-aNONNTUYHO"? CMATaLI NK, Ye NOMNBbT, CeKCyanHocTTa u
nosioBaTa MAEHTUYHOCT NPUHAAJEXKaT Ha cpepaTa Ha IMYHOTO UM o6paTHoTo? Te
MONUTNYHMN Nn ca?

B. B.: He mucna, ye B Ta3m KoHuenuua nma NPOTNBOMOCTABEHOCT... TA HE MOX€e Oa
cbLlecTByBa 6e3 Tasn cn NONAPHOCT... U B TO3N CN MEXAaHU3bM, B KOWTO JINYHOTO U
NOMINTMYECKOTO TOJIKOBA CM Bb3eNcTBaT ef4Ho Ha AOPYyro - NpoTnBONOCTAaBEHOCTTa Ce €
n3Tpuna C BPpeEMETO... a3 BUXAaM No-CKOpPO €4HOo 06e,D,VIHeHVIe B JINYHOTO, I'Iy6J1I/ILIH0T0
1 NOJINTUYHOTO - HULWO HE € aNOJINTUYHO... aKO HaMepUTe, MOJA, CBbpXKeTe Ce C MEH... B

KakBo mucnvu 3a pa36upaHuATa Ha U OTHOLLIEHNETO KbM ,,Kyubp” B Bbnrapus?

B. B.: /Ima y>kacHO MHOTO MpUMepH, HO NPOCTO He IO HapKyaT Taka... KOeTo BCe OLLe 1Ma
CBOfA vap...
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VOIN DE VOIN

What is “queer” for you?

Voin de Voin: To me “queer” is a vision. It is a peculiar vision, having the desire and
potential to break conventions and create new autonomous space, where language,
images, the political and the personal are strongly related.

Why did you take part in the forum and how do you understand its concept
Manifestations of the Personal?

V. V.: | participated because the idea of the personal’s manifestation provoked me a lot
or rather | saw it as an opportunity to bring myself to a frontier where | had not been
before and to overcome the fear and shame which society is on the look-out to label
you with.

How do you see the divides “personal-public” and “political-apolitical”? Do you
think that gender, sexuality and gender identity belong to the personal sphere or
vice versa? Are they political?

V.V.:1do not think there is a juxtaposition and it could not exist without this polarity; and
in its mechanism of influencing each other, the juxtaposition has been erased with time.
Rather, | see a unity in the personal, the public and the political; nothing is apolitical... if
you find something please get in touch with me... ;)

What do you think about the understandings and the attitude towards “queer” in
Bulgaria?

V. V.: There are an extreme number of examples, but they are simply not called “queer”
in this way which still has its own charm.
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KPACEH KPbCTEB U MAYN1 AYHKA

KakBo e 3a Bac,Kynbp”?

KpaceH KpbcreB: [lBukeHue, Teopus, MAEONOrMa 1M npounme, CBbpP3aHU C rer u
necbuiickata Teopus 1 NONOBA MAEHTUYHOCT.

Mayn lyHka: TepMmnHbT ,Kyubp” 0CTaBa 3a MEH MHOTro oTBOpeH. OuapoBaH CbM OT Hero
BCeKkM AeH. Tol NpeacTaBA 3a MeH BCUYKO, KOETO He € BKJIIOYEHO B ,HOPMAanHoTo", n
BVHary noegura Bbnpoca:,KakBo e HopManHo?’, KOETo € U MOAT Hal-Nt6MM BbNPOC.

3awo ce BKNIOUMXTe BbB popyma 1 Kak pasbupare KoHuenuusata MaHugecmayuu
Ha nu4yHomo?

K. K.: Bkntouux ce BbB Gopyma no npenopbka Ha Mol Ao6bp NpUATEN U apTUCT, KOTOTO
o6uyam - BoiH ae BoliH. A 0THOCHO KoHUenuuaTa MaHugecmayuu Ha IUYHOMO - TOBa
3a MEH € MOMEHTBT, B KOMTO KaTo apTUCT CJlaraM Ha NpefeH MiaH B paboTaTta cv IMYHK
N MHTUMHW CbCTOAHNUA.

M. A.: YyactBax BbB ¢$opymMa, 3awoTo KpaceH KpbcTeB, MOAT GbArapcku mainka-
balla-cecTpa-6paT B M3KYyCTBOTO, MU Mpeasnioxu no Bawa nokaHa. KoHuenuusTa
Maxugecmayuu Ha nU4HOMO e MHOro 6;aM3Ka [0 MeEH, 3al0TO MUCAA, Ye BCMYKO,
KOETO YOBEK Cb3[laBa M NoKa3Ba Mpef CBeTa, 1fBa OT HEroBaTa JinyHa BCeneHa, KoATo
€ NoBAWAHA 1 OT APYrnTe, U € OPUrMHaHa, OTYasHa, 6nackaBa UK ceprosHa. AKO He
nokasBame HaLleTo SINYHO, HeLlaTa NPOCTO HAMA fa Ce ABMXaT.

KakBo cmATaTte 3a 3anoxeHmTe B KOHLEMNUUATa NMPOTMBOMOCTAaBAHUA ,JINYHO-
ny6nnyHo’; ,MOANTUYHO-aNOANTUYHO"? CMATaTe NK, Ye MONDBT, CeKCyaNHOCTTa N
nosoBaTta NAEHTUYHOCT NpUHaA/eXaT Ha cpepaTta Ha IMYHOTO WM obpaTtHoTo? Te
NOAUTUYHM NM ca?

K. K.: Cnopeg meH, NonbT, ceKCyanHOCTTa 1 NosioBaTa MAEHTUYHOCT NpUHagiexaT Ha
cdepata Ha NMYHOTO, HO TOBA He 03HauaBa, Ye TPA6Ba Aa 6bAAT CKPUTU N HeCcnogeneHn
KaTo Temu. HanpoTuB, AHEC KaTo apTMCT YyBCTBaM Hy»[aTa Aa roBopsA, CNogenam u o
HAKaKBa CTeneH Ja oTBapsAM AebaT TOUHO BbpXy Te3u cloxeTu. Bcuuko, KoeTo e nnmyHo,
Moxe fa 6bae 1 Ny6nmyHo, ako ro UCKaMm, 1 3a MeH TOBa e CuaTa Ha BCeKM apTUCT - B
MOMEHTA, B KOWTO ycnee fia NpeBbpHe IMYHOTO U MHTUMHOTO B 13KYCTBO. Cnopes MeH,
Te He ca NOJINTUYHK, HO Ca CBbP3aHN C NMONUTMKA A0 HAKAKBa CTEMeH.

M. A.: Bapsam - NonbT € fInyeH, HO CbC CUMYPHOCT NOAMTUYEH. [ooBaTa MAEHTUYHOCT e
JINYHA, HO Ce Hy>KAae oT Ny6NMYHOCT 1 TpsA6Ba Aa ObAe HaMbIHO anoIUTUYHA, KOETO BCe
ole He e Taka. [la 6beLl rein B PyMbHMA NpaBu MOETO (CeKCyanHo) »enaHue noanTnyHo.

KakBo mucnute 3a pasbmpaHuATa U OTHOLIEHUWETO KbM ,Kynbp’, CbOTBETHO B
Bbarapua n PymbHua?

K. K.: He xunBeewkn B bbnrapna ot ABageceT rognHu, He Mora ja OTroBOPSA Ha TO3Y BbNPOC
C TOYHOCT, HO HabnioaeHMATa M1 13 EBpona Hanprmep ca, ye nma gocTa Kyubp dectrBany,
KomTo 06xBaLLaT MbpdopPMaHC, N3KYCTBO, KUHO 1 T.H. ToBa, pa3brpa ce, AONPUHACA MHOTO
3a pa3bupaHuATa 1 NONOKNUTENHO OTHOLLUEHWE KbM ,KyUbp” KaTo ABUXKeHMe 1 npoune. U
BbMNPEeK/ BCe Olle CbluecTByBallaTa B JOCTa CTpaHu xomodobus, JINBT acoumnauyumute ¢
[OCTa ycuneHa noHsikora 6opba ycnsgart fja ce cnpassaT 6e3ynpeyHo ¢ npobnemure.

M. A.: B PymbHMA TepMUHDBT , Kynbp” efBa cera ce 3apaxa, HoO N3pacTBa U3KIYNUTENTHO
6bp30. TaM ToW BKIIIOUBA BCUUKO, KOETO ce 6opu C xeTepoHOpMaTrBHaTa cuctema. basHo
3anoysa Aa 6bae BbnpuemMaH 1 NprYieMaH, HO BCE OLLe HIMa OTHOLLIEHME KbM HEro.
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KRASSEN KRASTEV AND PAUL DUNCA

What is “queer” for you?

Krassen Krastev: It is a movement, theory, ideology, etc., related to gay and lesbian
theory and gender identity.

Paul Dunca: To me the term “queer” remains all too open. | am charmed by it every day.
To me it represents all which is not included in the “normal” and always raises the ques-
tion: “What is normal?” which is my favorite question.

Why did you take part in the forum and how do you understand its concept Mani-
festations of the Personal?

K. K.: 1 took part in the forum after a recommendation by a good friend of mine, an artist
who | love: Voin de Voin. And as for the concept Manifestations of the Personal, to me this
is the moment where | as an artist put forth in my work personal and intimate situations.
P. D.: | took part in the forum because Krassen Krastev, my Bulgarian mother-father-sister-
brother in art, asked me, after your invitation. The concept Manifestations of the Personal
is very close to me, because | think that everything one creates and reveals to the world
comes from one’s personal universe, which is influenced by others, and it is original, des-
perate, glamorous and serious. If we do not reveal the personal, things will not move.

How do you see the divides “personal-public” and “political-apolitical”? Do you
think that gender, sexuality and gender identity belong to the personal sphere or
vice versa? Are they political?

K. K.:In my opinion gender, sexuality and gender identity belong to the personal sphere,
but this does not mean that they have to be hidden and not shared as subjects. On the
contrary, today as an artist | feel the need to speak, share and to some extent open a
debate exactly on these parables. Everything personal could be public, if | want it to be
so, and for me this is the power of every artist, the power in that moment when the art-
ist transforms the personal and the intimate in art. For me they are not political, but are
related to politics to some extent.

P. D.: | believe in this: gender is personal but it surely has to be political. Gender identity
is personal, but it needs publicity and it has to be entirely apolitical, which is still not the
case. Being gay in Romania makes my (sexual) desire political.

What do you think about the understandings of and the attitude towards “queer”
in Bulgaria and, respectively, Romania?

K. K.: Not living in Bulgaria for the last twenty years, | cannot answer this question ac-
curately, but my observations from throughout Europe are that there are quite a lot of
festivals that cover performance, art, cinema, etc. This, of course, contributes a lot to
these understandings and the positive attitude towards “queer” as a movement and so
on. And despite the still existing homophobia in quite a lot of countries, LGBT associa-
tions, with a sometimes very hard fight, manage to handle the issues beyond reproach.
P. D.: In Romania, the term “queer” is still coming into existence, but it is growing ex-
tremely fast. There it includes everything fighting with the heteronormative system.The
term is being slowly perceived and accepted, but there is still no attitude towards it.
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BOPAHA POCCA

AMA30HCKa 6poHA e cepus OT NPOEKTU, Pa3rnexaalyn Bb3MOXKHOCTTA 33 XapecBaHe Ha
Tena C pas3nnyHa aHaTomus. Ypes XyMopucTnyYHM aBTobrorpaduruHy nbpdopmaHcy, Go-
Torpaduu, pUcyHkr 1 o6eKTn a3 NpeAcTaBAM HOBOTO CU TAMO, KOETO HAMA Mbpau, Us-
MbAHABALLO CLIeHapUK, B KOUTO KpacoTaTa Ha »KEHCKOTO TANIO € Bb3MOXHa Aopu 1 6e3
TO31 6€3CNOopPHO NPUET 1 Bb3XBaABaH aTPUOYT Ha XKEHCTBEHOCTTA.

B npoueca Ha cb3aBaHETO Ha Te3U NPOU3BEAEHNS, a3 BKITIOUMX CBOW NPUATENN, KAaKTO
1 3puTennTe Ha MbpdopmaHcuTe. [IBoiiHaTa MacTeEKTOMUSA Gelle Heo6XOANMA MeAULIMH-
CKa VIHTepBeHL A, 3a MPeAoTBPaTABAHE HA paKa, KOWTO Belle OTKPUT B MOETO TANO. 3a
pasnvKka oT APYrn XEHWU, KOUTO NPEANOYNTAT fja 3aMeHAT MbPAUTE CU CbC CUIIMKOHOBU
WNK Ce ONUTBAT Aja CKPUAT TOBA M3MEHEHWE Ha TANIOTO CU1, a3 PeLIrX Aa He MM Bb3CTaHo-
BABaM. HanpaBuix pelieHneTo cu BUAMM NOAUTNYECKU anen 3a NpreMaHe Ha ToBa TANO
He CaMO KaTo Bb3MOXKHO, HO 11 KaTo KPacuBo.

B CALL guckycusaTa 3a 6anaHca Mexay ecTeTrKaTa 1 Cbobpa)keHUATa 3a 34PaBeTo Ha na-
LINEHTKUTE Ce BOAM HE CaMO B MEAVLIMHCKITE KPbIroBe, HO 1 Ha defepanHo HIBO, KOETO
€ [I0BesIo A0 AbPKaBHO CMOHCOPUPaHe Ha NnacTMyHaTa XMpypriis 3a Bb3CTaHOBSBaHE
Ha 6tocTa. B KpaiiHa cmeTKa ecTeTMueckuTe CbobpaxeHns ca HaaAeneny Hag MeguLnH-
cKuTe. HAMa HUMLLO NTOWO B TOBa MHOTO XEHW Aa Bb3CTAaHOBAT Nofobre Ha rbpanTe cun
Ha HUCKa LieHa. Ho No-uHTepecHOTO e Kou ca dpakTopuTe, Aanu Bb3MOXKHOCT TOBa fAa ce
cnyumn. BeposATHO Ha MbPBO MACTO € CUITHOTO NO6M Ha MNACTUYHKTE XUPYP3K, KOWUTO Taka
MMaT noBeue rapaHTMpaHa pabora. Ho ybeamTtenHocTTa Ha ToBa 1061 oueBUAHO e 6a3u-
paHa v Ha CTaHAAPTUTE 3a KPacoTa, Bb3NPUETUN OT O6LIECTBOTO KaTo LiAno. 3aTtoBa MoATa
paboTa e HacouyeHa KbM pa3HOObpa3sABaHe Ha TOBa O6LLECTBEHO MHEHNE, KbM Pa3HO00-
pasnBaHe Ha Bb3MOXHWTE eCTETUKIN Ha TANOTO.

Btopata mos uen e fa oTnpassA NPeAu3BMKaTEeNCTBO KbM YHUPMLMPaAHOTO pa3bupaHe
3a TOBa KaKBO TpAOBa [a e MOBeAEHNETO Ha »KEHMTe C TakaBa onepauua. Tesm eHu
CbBCEM He Ca Manko 1 Ce paBaT Ha Ab/br XMBOT. HO TAXHaTa HEBUAMMOCT Ce OAbJIXKU
Hall-Beue Ha CTUrMaTU3auuaTa Ha TAXHOTO ,Kyubp” TANO, ,3arybuno” eHCTBeHOCTTa 1
ceKcyanHocTTa cu. MHOro Manko OT Te3u XeHu NoKa3BaT TenaTta Cu UM roBOPAT 3a Tex-
HUTE NpeXxnBABaHMA. AKO MbK TOBa Ce CNlyyn, MeAMINHOTO NpefCcTaBAHE Ha TakoBa TANO
OTAaBa NpegnoynTaHme Ha NPeKPacHOTO CUIMKOHOBO Bb3CTaHOBABAHE Ha NpeauLLIHaTa
KeHCcTBeHOCT (AHIKenvHa >konu). 3a cbKaneHne, Bb3CTaHOBABAHETO Ha TakaBa - NoA-
yepTaBam - NPeAUnLLHA XXEHCTBEHOCT € 60Me3HEHO, MCUXONOTMYECKN TEXKO U He BUHAru
KpacmBo. Ho 06LWecTBOTO, KaKTo 1 MOBEYETO XKEHWN C MAaCTEKTOMUSA, N3UCKBAT NOJOOHO
Ha MeAUNHOTO NpefCcTaBAHEe KaTo TOBa Ha [XKonu, 3a fja MOXKe BCUYKU [a ce YCMOKOAT,
ye BCUYKO ,MOXe [1a € KaKTo npean’, xopata OKOMO Te3U »KeHW fa M Bb3npremaT Kato
LMIPeAnLIHNTE", N HAN-BaXXHOTO, KaTo ,HOPManHU". To3n TeKbK NCUXONOrMYECKN HaTUCK
€ OTXBbPJIEH OT YaCT OT XKeHMTe C MacTeKTOMUA Ype3 camopas3rofiBaHe, Noka3BaHe Ha
6ene3nte 1 Ha ,HOBOTO" M TANO, N Hal-BaXXHOTO, Ype3 cMAX. ToBa € U LefiTa Ha MoATa
apTCTMYHa paboTa - NPUCHeVHABANKM Ce KbM Te3M >KeHU, C FOJIIMO YyBCTBO 3a XyMOP
fa,pasrona” npobnema, fAa NoKaxka TANOTO CU KAaTO CMeeLLo Ce, KaTo KPacuBO U CEKCU.

basupaiiku ce Ha ApPeBHUA MUT 3a aMa30OHKITE, KOUTO OTPA3BaNy MbpauTe Cu, 3a a He M
npeuvat npu cTpenbata € bk, a3 NCKam Ja Cb3AaM BCe OLLe NIMMNCBALLO 06LLeCcTBeHO Npoc-
TPaHCTBO, B KOETO XopaTa fAa 6bAaT NoCTaBeHW Mpef Bb3MOXHW APYri CLieHapuu, pas-
JIMYHK OT CTPAxa OT N KPUEHETO Ha ,HOBOTO" TANO 6e3 rbpau. 3aToBa KaHA 3puTenuTe ga
M3Mon3BaT UHTUMHOTO AMBaHYe, NMOKa3aHO B €KCMO3MLUMATA, MOKPUTO C Bb3rNMaBHMLM, Ha
KOWTO Ca HaneyaTaHU KapTUHKI OT Pa3fIMYHMTE MOU pa3paboTKu no Temata. Tam Te ce cpe-
wat ¢ ny6bnnyHata MaHndecTauma Ha To3u ,JIMYeH’, HO BCHLLHOCT O6LecTBeH Npobnem,
KOATO MaHuecTauma Cb3faBa NOAUTUYECKN 3apeAeHO NMPOCTPAHCTBO 3a NpeXmBABaHe
Ha Pa3fIMYHOTO TANO, aKO He U 3a aKTUBHA AUCKYCKSA OKOJO HEro 1 HeroBOTO NMpueMaHe
KaTo NermTyMHO B, XpamMa Ha obLionpreTaTa KpacoTa” (MOCNeAHMAT N3pas € UPOHNYEH).
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BORYANA ROSSA

Amazonian Armor is a series of projects that looks at the possibilities for bodies with vari-
able anatomies to be appreciated. Through humorous autobiographical performances,
photographs, drawings and objects | present my new body, which has no breasts, pro-
posing scenarios in which the beauty of the female body is possible even when this
undoubtedly accepted and praised attribute of femininity is missing.

I included in the process of creating these works my friends and viewers of the perfor-
mances. The double mastectomy was a necessary medical intervention for preventing
the cancer which had been found in my body. Differently to other women, who prefer to
make silicon reconstructions or try to hide these bodily changes, | decided not to go for
either of the two. | made this a visible political decision appealing for acceptance of this
type of body not only as possible but also as beautiful.

In the USA discussions about the balance between aesthetics and concerns about the
health of the patient exists not only in medical circles, but on a federal level, which has
led to state-sponsored breast recreation plastic surgery. The aesthetic concerns took
over the medical ones. There is nothing wrong in the fact that many women are recon-
structing a similitude of their breasts at a low price. But more interesting is what the
factors are which create the possibility for this to happen. Possibly this is due to the
strong lobby of the plastic surgeons who as a result will have more work. But the persua-
siveness of this lobby is obviously based on the beauty standards of society as a whole.
Therefore my work aims at diversification of this common opinion and diversification of
possible body aesthetics.

My second aim is to challenge the expectation of unified behavior of women who have
gone through a surgery like this. These women are not just a few, as we can imagine,
and they live long lives. But their invisibility is due to the stigma concerning their“queer”
body that has“lost”its femininity and sexiness. Very few of these women show their bod-
ies or talk about their experience. And if this ever happens, the media representation of a
body like this is usually focused on the wonderful silicon recreation of the previous femi-
ninity (Angelina Jolie for example). Unfortunately though, the recreation of this previous
and | would like to underscore previous femininity is painful, psychologically traumatic
and not always beautiful. But society, as well as most of the women with mastectomies,
require a media representation like that of Jolie, so everybody calms down that every-
thing “will be as it was” and people around these women will perceive them “as they
previously were” and, most importantly, as “normal.” This heavy psychological pressure
has been rejected by some of the women with mastectomies, through self-exposure,
flashing the scars of the “new” body and most importantly through laughter. This is the
purpose of my artistic work as well: joining these women with a great sense of humor,
to “strip down” the problem, to show my body as a laughing one, as beautiful and sexy.
Using as a basis the ancient myth about the amazons, who cut their breasts off to better
steady their bows, | want to create the still inexistent social space where people can
be introduced to new possible scenarios, different to the fear and hiding of the body
without breasts.

Therefore | invite the audience to use this intimate loveseat, shown at this exhibition
and covered with pillows, on which pictures from my work have been printed. At this
place the audience meets the public manifestation of the “personal,” but actually meets
a wider social problem in which manifestation creates a politically charged space for
experiencing the different body, for the purposes of having an active discussion around
this body and its legitimization in the “temple of commonly-accepted beauty” (this last
expression is ironic).
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CBeTo3apa AnekcaHgpoBa (3apa) e xy-
OOXHMYKa, nobeguTesika B KOHKypca Ha
fayneHy Pyd 3a mnagy XyaoxHuum npes
2007 r.; nonyyaBa BTOpa Harpaja 3a »u-
BOMWC B KOHKypCa Ha MexpayHaponHaTa
doHgauus ,Cs. CB. Kupun n MeTtognin” 3a
MNagu XyaoXxHuUUM n Kputuum npes 2003
r, BTopa Harpaga ot Gesellschafter ART.
AWARD, Aktion Mensch und ART. FAIR 21,
EXPO XXI, KbonH, lepmanuna, 2009.

Svetozara Alexandrova (Zara) is an
artist, also a winner of the Gaudenz Ruf
Award for young artists, 2007;winner of
second prize for painting in the Young Art-
ists and Critics Competition of “St. St. Cyril
and Methodius” International Foundation,
2003; second prize of Gesellschafter ART.
AWARD, Aktion Mensch und ART. FAIR 21,
EXPO XXI, Cologne, Germany, 2009.

www.zara-alexandrova.com

[apuHa Ancrep e XyfoXKHWYKa, n3gaTen-
Ka 1 negaroxka. *Kneee n pabotu B Mpa-
ra. MaBHWTe TeMy B HEMHOTO TBOPYECTBO
ca penurua, UAEHTUYHOCT, CeKCyanHoCT
W coumanHa Kputuka. Anctep ekcnepu-
MEHTUPa Hall-Beye C HOBWU MeAuu, KOM-
GUHMpPANKK ' C acTPONIOrus, Tapo KapTy,
MUTOJIOMV U PESTIUTUN U NPUKa3Ku. Hsakon
OT HeWHWTe npoeKkTn ca: Treasure, Pieta,
Confessional, Personal Tarot, Naked Lunch,
Bianca Braselli, Fembot, Thelematrix, The
Monument to Victims of Capitalism, Imago
Dei.

Darina Alster is a visual artist, publisher

and educator. Lives and works in Prague.
The main topics of her artistic work are
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religion, identity, sexuality and social criti-
cism. She mostly experiments with new
media, combining it with astrology, Tarot,
old mythologies and religions and fairy-
tales. Some of her projects are: Treasure,
Pieta, Confessional, Personal Tarot, Naked
Lunch, Bianca Braselli, Fembot, Thelema-
trix, The Monument to Victims of Capital-
ism, Imago Dei.

www.artlist.cz/?id=5731&lang=1

Kupun BukoB e popgeH B byprac, cnen-
Ba BM3yasiHM M3KycTBa B HoB 6bnrapcku
YHVBepCUTeT, X1Bee n pabotn B bepnuH.
Cneumnanusmpaiikn BbB doTorpadusara,
HeroBaTa AuMnioMHa pabota uw3cnepsa
pasnnyHN apTUCTUYHN MeAnM, BKOYM-
TEJIHO MPOCTPAHCTBEHW WHTEPBEHLUN,
MbpPopMaHC U3KyCTBO 1 MHCTanauua. Pa-
6oTaTa Ha brkoB oTpasaBa KpuTUyeckaTa
My aHraXXMpaHOCT C TaHaTosnoruaTta (Hay-
KaTa 3a CMbpTTa), EBPEeNCKO-XPUCTUAHCKN
MUCTULM3BM 1 €POTU3BM.

Kiril Bikov was born in Bourgas, studied
Visual Arts at the New Bulgarian Univer-
sity, lives and works in Berlin. Specializing
in photography, his Bachelor’s degree ex-
plored diverse range of artistic mediums,
including spatial interventions, perfor-
mance art and installation. Bikov’s recent
work reflects critical engagement with
thanatology (the study of death), Judeo-
Christian mysticism and eroticism.

www.bikov.de

Jlbuesap boapnes e Xyao>KHUK, KONTO
Xusee n pabotn B Copua. 3aHMmaBa ce
C NINYHWTE WHTeprpeTaunMm Ha nyénuu-
HOTO MPOCTPAHCTBO W BM3YasHOCTTa Ha
rno6anHnTe rpafjose; ¢ Ny6nYHO cpelly


http://www.zara-alexandrova.com/
http://www.artlist.cz/?id=5731&lang=1
http://www.bikov.de/

YacTHO BbB BBTPELWHUA CBAT Ha apTu-
CTa; N C HaCcbpyaBaHe BK/IOYBAHETO Ha
nybnukute upes pasyynBaHe Ha pasge-
NleHnATa NokanHo/rnobanHo, akTuseH/
MacMBEH YYaCTHUK, U XYAOXHUK/My6nu-
Ka. CKOpoOLWHW usnoxou: Msnsyu ce! ...
u 3a0dpwx!, ranepus One Night Stand,
Codus, 2014; Not a Library Artist Either,
SALT Galata, VictaHbyn, 2013; The Best of
Times, the Worst of Times, 1-Bo 6ueHane,
Knes n The Eye Never Sees Itself, 2-po 6u-
eHane, EkatepuHrbypr, 2012; The Global
Contemporary, ZKM, Kapncpye, 2011.

Luchezar Boyadjiev is an artist based in So-
fia. His work is about private interpretations
of public space and visuality of global cities;
about the public vs. private in the artist’s
inner world; and about fostering involve-
ment with audiences through breaking up
the divides local/global, active/passive par-
ticipant, and artist/audience. Recent exhibi-
tions: Stand Out! ... & Standstill!, One Night
Stand Gallery, Sofia (solo); Not a Library Art-
ist Either, SALT Galata, Istanbul, 2013 (solo);
The Best of Times, the Worst of Times, 1st Bien-
niale, Kiev and The Eye Never Sees tself, 2nd
Bienniale, Yekaterinburg, 2012; The Global
Contemporary, ZKM, Karlsruhe, 2011.

www.ica-sofia.org/bg/ica-sofia/members/
item/25-luchezar-boyadjiev

Eiimn Bpuuren 3awmraBa fJOKTOpaTa Cv B
YHusepcuteTa Purrbpc (Hio Oxxbpcn, CALL)
npe3 2008 I. 1 e neKTopKa No NCTopuA Ha
U3KYCTBOTO B YHMBepcuTeTa Ha AGbpamninH
ot 2009 r. i3cnepgBaHmATa 1 ca HacOYeHU
KbM CbBPEMEHHOTO M3KYCTBO OT /3TOuHa
EBpona, KaTto npenopaBa KypcoBe BbpXy
MOZLEPHO M CbBPEMEHHO M3KYCTBO, BKIIO-
UATENHO PYCKO U M3TOHYHOEBPOMENCKO.
Hackopo ny6nukysa kHurata cu Performing

the East: Performance Art in Russia, Latvia
and Poland Since 1980 (IB Tauris, 2013). MNo-
HacToAleM pa3wupsaBa U3CnenBaHUATA
n, C uen aa npoussene nusyepnaresnHo ns-
CnefBaHe Ha NPaKTUKUTE Ha MbPPOPMBHC
U3KYCTBOTO B OGUBLLUTE KOMYHUCTAYECKM 1
COLMANNCTMYECKN CTpaHu oT LleHTpanHa,
M3touHa 1 tOxHa EBpona.

Amy Bryzgel received her PhD from Rut-
gers University (New Jersey, USA) in 2008,
and has been lecturer in History of Art at
the University of Aberdeen since 2009. Her
research focuses on contemporary art from
Eastern Europe, and she teaches courses
on modern and contemporary art, includ-
ing Russian and Eastern European art. She
has just recently published a book entitled
Performing the East: Performance Art in Rus-
sia, Latvia and Poland Since 1980 (IB Tauris,
2013). She is currently expanding her re-
search to produce a comprehensive study
of performance art practices throughout
the former communist and socialist coun-
tries of Central, Eastern and Souther Europe.

www.abdn.ac.uk/sdhp/history-art/
profiles/a.bryzgel
www.performingtheeast.com

BoiitH ge BoliH e Xy#OXHWK XuBeely ©
pabotewy B bptokcen. B bbnrapus Tol pa-
60T c ranepus,Capues”. Yuun e n3KycTso
1 TaHy B Amctepgam, JloHgoH n Mapwmx.
Pabotata My KOMOMHMpa NbpdOPMaHC,
WHCTanauma n counanHy eKCcrnepumeHTu.
Pabotute My ca mokasBaHU B pasfinyHK
dectmsanu n mecta kato NYLO - Living Art
Museum, Wcnangua; Museum Quartier,
BueHna; Tanya Leighton Gallery, bepnuH;
MoMA, Hio Mopk; Istanbul Contemporary;
Documenta 13 and gpyru.
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Voin de Voinis an artist who lives and works
in Brussels. He is represented by Sariev Gal-
lery in Bulgaria. Studied Art and Dance in
Amsterdam, London and Paris. His work is
a combination of performance, installation
and social experiments. His work has been
shown in various festivals and places like
NYLO - Living Art Museum, Iceland; Muse-
um Quartier, Vienna; Tanya Leighton Gallery,
Berlin; MoMA, New York; Istanbul Contem-
porary; Documenta 13 and others.

www.voindevoin.andharbor.com

Unuana TeoprueBa (ILI G), popgeHa
B8 Mnosgue, xuneee n pabotn B Codua
KaTo xopeorpadka M M3NbAHWTENKa Ha
cBob6ofHaA npaKTuKa. 3aBbpluBa Hauwuo-
HanHata My3uKanHa akapgemusa ,lMpod.
MaHyo Bnagurepos” kato yenuctka. Ta
€ 1 CbOCHOBATeNIKa Ha »KeHCKOTO Ayo U
anTepHatusHa rpyna Vagina Crew 3aeg-
Ho ¢ Mopwua lMeTkoBa. ILI G e no3HaTta n
3apafn cBovTe MbpPPOpPMaHCK 1 XOpeo-
rpadus, KakTo 1 CbC CBMPEHE Ha Yesio Ha
XKMBO, CUJTHO Ce acouumnpa C Kyubp ABU-
»KeHueTo, KaTo NnyHa dasa Ha nscnegsa-
He Ha TANOTO 1 orpaHnyeHnATa.

lliyana Georgieva (ILI G) was born in Plo-
vdiv, lives and works in Sofia as a freelance
choreographer and performance artist.
She graduated from the National Music
Academy “Prof. Pancho Vladigerov”as a cel-
list. She is also a co-founder of the female
duo and alternative group Vagina Crew,
together with Gloria Petkova. ILI G is also
known for her performance, choreography
and cello on-stage and strongly associates
herself with the queer movement, as a per-
sonal stage of exploration of the body and
limitations.

www.totallyevents.net
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AHTOHMA TlOpKOBCKa mMonyyaBa 6aka-
naBbpckata cu cTeneH npes 2008 r. oT
HauwnoHanHaTta xygoxecTBeHa akagemus,a
nocne nevyenu crtuneHpusATta ,Oynbpant’,
3a fia 3aBbpLUM MarncTpaTtypa B Ymkarckua
WHCTUTYT no m3KycteaTta. [pe3 2011 r. 3a-
BbpLIBa C oTimume. Mpe3 cblyata roguHa
npeactasa MiHctutyTa Ha ApT Ekcno, Ynka-
ro, KbfeTo e cenekTMpaHa 1 KypupaHa ot
Cio3bH le3. Hain-3HaummuTe oT HelHuTe 13-
noxo6wm ca: Irritable Abstraction Julius Caesar,
Yukaro, 2011; Changing States of Matter,
Brand New Gallery, Mwunano, Wranus,
2012; The Question of Their Content B Zolla/
Lieberman Gallery, 2012; The Skin I Live In,
Kavi Gupta, bepnwH, 2013; Armory Show,
Hio Mopk, 2012-2013; Art Miami|Basel,
2013.

Antonia Gurkovska received her BFA
from the National Academy of Arts in So-
fia in 2008, than she won Fulbright Grant
to pursue her MFA at School of the Art In-
stitute of Chicago, which she graduated
from in 2011 with distinction. The same
year she represented the Art Institute at
Art Expo, Chicago, selected and curated
by Suzanne Ghez. Most notable shows: Ir-
ritable Abstraction Julius Caesar, Chicago,
2011; Changing States of Matter, Brand
New Gallery, Milan, Italy, 2012; The Ques-
tion of Their Content at Zolla/Lieberman
Gallery, 2012; The Skin I Live In, Kavi Gupta,
Berlin, 2013; Armory Show NY, 2012-2013;
Art Miami|Basel, 2013.

www.gurkovska.com

MBo iumues e xopeorpad 1 nbpdopmaHc
apTuCT. TBOPUYECTBOTO My € eKCTpemMHa U
MHOrOCTpaHHa KOMOGVHaUWs oT mbpdop-
MaHC, TaHU, TeaTbp, My3VKa, p1UCyBaHe u
doTorpadus. Mpenogasa MaNCTOPCKX Kna-
coBe B HauuoHanHaTa TeaTpanHa akape-


http://www.voindevoin.andharbor.com/
http://www.gurkovska.com

mua B bypaneula; KpanckaTa TaHLOBa KOH-
cepBaTtopua Ha benrusa, AHTBepn; BucleTo
yunnuie no uskyctsa B bepH; DanceWeb,
BueHa. OcHoBaten n gupekTop Ha ¢oH-
Jaums ,Xymaptc” MNpe3 2009 r.,, 3aBbpLuBa
MarucTpatyparta v no mbp¢popMaHC N3Ky-
cTBa B akagemuaTta DasArts B AMcTepgam n
ce mectu B bprokcen, KbeTo oTBapsa cob-
CTBEHO NPOCTPAHCTBO 3a MbpdOpPMaHC 13-
kyctBo Volksroom. OT siHyapu 2013 r. MBo
[mmueB 3anoyBa pes3nfeHTHa Nporpama B
Kaaitheater, bptokcen 3a 4 roguHm.

lvo Dimchev is a choreographer and per-
formance artist. His work is an extreme
and colourful mixture of performance art,
dance, theater, music, drawings and pho-
tography. He has given master classes at
the National Theater Academy in Buda-
pest; the Royal Dance Conservatorium of
Belgium, Antwerp; Hochschule der Kiin-
ste, Bern; DanceWeb, Vienna, etc. Founder
and director of the Humarts Foundation
in Bulgaria. After completing his MA in
performing arts at DasArts Academy, Am-
sterdam in 2009, he moved to Brussels
where he opened his own performance
space Volksroom. From January 2013 Ivo
Dimchev will be Artist in Residence in
Kaaitheater, Brussels for 4 years.

www.ivodimchev.com

CredaH [loH4eB e XyJOXHWK Ha CBO-
6ofHa NpakTMKa. 3aBbpLuBa cpefHO 06-
pa3soBaHue B NN, MBaH XagxmeHoB” B rp.
KaszaHnbK. lunnomupa ce Kato 6akana-
Bbp BbB BTY ,CB. CB. Kupnn n Metoguin’,
cneymanHocT nnakat, n npe3 2012 r. B
MarncTbpckaTta nporpama no AUrnTanHu
n3kycTBa, HXA. Mpe3 2011 r. cTaBa yacT
oT ekuna Ha 1011 n nHTepaKTNBHaTa NH-
ctanauma CedHu&3sy4qu. B3ema yuactue
B CTyAeHTCKM ¢pectmBan LWax ¢ newkara,

dectmBan 3a pgurutanHu mskycrtsa DA
¢dect 1 nsnoxbarta Hello World 8 Codus
n BapHa.

Stefan Donchev is a freelance artist. He
graduated from the High School of Arts
“lvan Hadzhienov” in Kazanlak. He then
graduated Poster Design from Veliko Tar-
novo University “St. St. Cyril and Metho-
dius” and in 2012 finished his MA at the
Digital Arts programme in the National
Academy of Arts. In 2011 he became
part of the team of 1011 and the interac-
tive installation Sit&Sound. He took part
in the student festival Check with Pawn,
the festival of digital arts DA Fest and the
exhibition Hello World in Sofia and Varna.

Kynuneta UHTepranakrtuka e nsmmncneH
nepcoHax, Cb3fjafeH OT XyJOXHUKa AceH
3rypoBcku. 3Be3paTa i Usrpasa C OTKpu-
BaHeTO Ha KyntoBua Knyb ,Cnaprtakyc” B
Kpaa Ha fileBeTAeceTTe, KOraTo 3aefjHo C
muc boHn, Mepes, Cecun, Jla Kocta, Pe-
6eKa 1 Ypcyna nocTaBAT Hauyano Ha gpar
KynTypaTta Mo pofHWTE LWNPUHW 1 BHACAT
HOB 6/1ACHK B KNYOHWA XNBOT.

Julieta Intergalactica is a fictional char-
acter created by the artist Yasen Zgu-
rovski. Her star rises with the opening of
the cult night club Spartacus at the end
of the 1990s, when, together with Miss
Bony, Medea, Cecile, La Costa, Rebecca
and Ursula they found the drag culture in
Bulgaria, bringing a new sense of glamour
in the club life.

www.facebook.com/julietaintergalactica
CraHka KoneBa e pogeHa B byprac, pa-
60TV 1 xmBee B bepnuH, fepmanusa. MNpes
2000 r. 3arnouBa Aa ce 3aHUMaBa ¢ $oTo-

rpadva B poOAHWA CU rpaj NoOA MEHTOop-
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cTBOTO Ha b. MeHKoB. 3a oTneyaTBaHeTO Ha
doTorpaduute cu TA nonsea cpebbpHO-
XenatuHoB npouec. MNpe3 2005 r. neyenn
crneumanHaTta Harpaga Ha »KypuTo OT KOH-
Kypca,byprac npe3 o6ektusa”. YuactusaTa n
B 131061 BKNtouBat: Consciousness, AKA
Gallery, bepnuH, 2012; Bounded, bepnuH,
2009; Trapdoor, Marquee Bar and Artspace,
BepnuH, 2012; International Photo Festival,
Moptyranus, 2008; eXpressioni // arte
giovani, itanus, 2007.

Stanka Koleva was born in Burgas works
and lives in Berlin, Germany. In 2000 she
took up photography in her hometown
with B. Penkov as her tutor. She prints her
images by using gelatin silver process.
Stanka Koleva has presented her works in
individual and group exhibitions in Bulgar-
ia and other countries in Europe. In 2005,
she won the special jury prize Bourgas
Through the Lens. Her exhibitions include:
Consciousness, AKA Gallery, Berlin, 2012;
Bounded, Berlin, 2009; Trapdoor, Marquee
Bar and Artspace, Berlin, 2012; Internation-
al Photo Festival, Portugal, 2008; eXpres-
sioni // arte giovani, Italy, 2007.

www.stankakoleva.com

KpaceH KpbcrteB e duHanuct B Mex-
OYHapoAHMA KOHKYPC MO CbBpeMeHeH
TaHy B Mapux npe3 1992 r. Cnepg Kato
npe3 1993 r. Cb3gasa ,AmMapaHT” - Nbp-
BOTO CTyAMO 3a CbBpPeMeHeH TaHL B
bbnrapua 3aegHo ¢ Teogopa lMNonosa n
JNlnunna Creduesa, Tol Nnpoab/xaga 06y-
yeHneto cu B Rudra-Béjart B Jlo3aHa.
Mpe3 1996 r. ce npucbeamHABa KbM rpy-
nata ,JIuHra” Kato TaHUbOP U aCUCTEHT.
Mpe3 2004 r. paboTu c AneH Bydap KaTo
cbTpyaHuK Ha DanceWeb, ¢ bpyc Jlepy
n Continuum vzw (Bbptokcen) paboTu
o1 2005 ., a o1 2011 . CK CBTPYAHWYUM C
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Mayn [lyHKa. Herosu npoekTu ca npeg-
cTaBeHu Ha ImPulsTanz Festival Festival,
BueHa; Les Printemps de Sévelin; Jlo3a-
Ha, The Volksroom, Bptokcen; The Balkan
Dance Platform, Jlio6nsaHa; YepBeHaTta
kbwa, Copua; George Apostu Cultural
Center, bakay; SubRahova Art Space,
Bykypeuw; eXplore Dance Festival, Byky-
pew u Festival Les Urbaines, Jlo3aHa.

Krassen Krastev is a finalist of the Interna-
tional Contemporary Dance Competition
in Paris, 1992. In 1993, after creating Ama-
rante Dance Studio - the first contempo-
rary dance company in Bulgaria, together
with Teodora Popova and Lilia Stefcheva,
he continued his training at Rudra-Béjart,
in Lausanne. In 1996 he joined the compa-
ny Linga as a dancer and assistant. In 2004
he worked with Alain Buffard as a Dance-
Web scholar; he collaborated with Bruce
Leroux and Continuum vzw (Brussels) in
2005 and in 2011 he starts collaborating
with Paul Dunca. His projects have been
presented at ImPulsTanz Festival Festival,
Vienna; Les Printemps de Sévelin, Laus-
anne; The Volksroom, Brussels; The Balkan
Dance Platform, Ljubljana; The Red House,
Sofia; George Apostu Cultural Center in
Bacau; SubRahova Art Space, Bucharest;
eXplore Dance Festival, Bucharest and
Festival Les Urbaines, Lausanne.

www.krassenkrastev.ch

Mayn [lyHka xvBee u pabotu B bykypeLy,.
Cnep KaTo 3aBbpluBa xopeorpadua B Ha-
LMOHANHNA YHMBEPCUTET MO TeaTpasHu
n dunmosm uskyctea . J1. Kaparusane” n
yun fpamatyprua B bykypeuy, Toi Taka 1
He ce Hay4yaBa Aa Ka3Ba,HE" ETo 3awo pa-
60TaTa My € MHOTO eKNneKTUYHa 1 BKNoYBa
LUIMPOK CMEKTbP OT PasINiHUN eKcrpecum:
OT CEepPBUTbOPCTBO 0 cobcTBeHO MTV
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Oy, OT KBapTa/lHO W3KYCTBO O NapTut
TaHUbOp M MbppopMaHc BbB BeHelyaH-
CKOTO GveHane B PyMbHCKWS MaBUVOH
1 npegcTaBsHe Ha paboTata my B Hauvo-
HaNHWA TaHUOB LeHTbp B bykypew, Ao
yuactue 8 Judson Church, Hio Mopk. Kato
uano Mayn ce 4yBCTBa WACTIMB, KOTraTo My
ce oTgage ciydai fja 6bae nonesex.

Paul Dunca lives and works in Bucharest.
After graduating from the National Uni-
versity of Drama and Film “I. L. Caragiale”
in Choreography and studying Playwrit-
ing at UN.A.T.C. Bucharest, he never said
“NO! That is why his work is very eclectic
and includes a very large diversity of ex-
pression: from waiting tables to his own
MTV show, from community art and go-go
dancing to performing at the Venice Bien-
nal in the frame of the Romanian Pavilion
and performing his work at the National
Center of Dance, Bucharest and showing
it in the Judson Church, New York. All in
all he is happy whenever he can be useful.

www.facebook.com/pages/PaulDun-
ca/61366422457

JNly6pm e popeH B Codua n npasu nbp-
BaTa C/ CaMOCTOATeNIHA n3nox6a Momuye-
mama He nnadyam B ranepusa ,lMuctonet”.
MpencTaBeH e Ha cnefgHUTe CHOUTUA W
usnoxbu: nnatpopmata @OH: Mnaodu
asmopu Ha lanepusa ,Capunes’, [lnosaus;
Photonic Moments, JliobnsHa, 2007; Me-
cey Ha doTorpadmaTta BbB BreHa, 2007;
A.A.H. [All About Him] (Bcuuko 3a Mwxa),
Coodus, 2008; MepcoHa, NHCTUTYT 3a Cb-
BpemeHHo u3kyctBo - Codusa, 2010; The
End and Beyond, LleHTbp 3a cCbBpemeH-
Ho 13KycTBO - baHa CrapuHHa, Mnosaus,
2011; dectusan pag v ny6bnnyHn npoc-
TpaHcTBa, Mnosgus, 2012, n e npeacra-
BEH B KHuruTe: Future Images - A collection

of the World’s Best Young Photographers,
Mario Cresci and Radu Stern, lItaly,
2010; Selected Works and Events by Edno
Magazine 2002 - 2009, Sofia, 2009; The
Bulgarian Nouvelle Vague, Sofia, 2012.

Lubri was born in Sofia and makes his
first solo exhibition, Boys Don't Cry, at
Pistolet Gallery in 2007. His work is pre-
sented at the following events and exhi-
bitions: Sariev Contemporary’s platform
Background: Young Artists; Photonic Mo-
ments, Ljubljana, 2007; Month of Pho-
tography, Vienna, 2007; A.A.H. [All About
Him], Sofia, 2008; Persona, Institute of
Contemporary Art - Sofia, 2010; The End
and Beyond, Center for Contemporary Art
- Ancient Baths, Plovdiv, 2011; City and
Public Spaces Festival, Plovdiv, 2012 and
in the following books: Future Images - A
collection of the World’s Best Young Photog-
raphers, Mario Cresci and Radu Stern, Italy,
2010; Selected Works and Events by Edno
Magazine 2002-2009, Sofia, 2009; The Bul-
garian Nouvelle Vague, Sofia, 2012.

www.photo.lubri.org
www.lubrikante.blogspot.com

Oner MaBpomaTtTu e WHTEpAUCLUNAN-
HapeH XYJOXHUK U KMHO pexuncbop. [lo
2000 r. xmBee n pabotn B Mocksa. Cb-
waTa roguHa ce npemecrtsa B bbarapus,
a o1 2005 r. paboTtn egHoBpemeHHO B Co-
dua 1 Hio Mopk. MaBpomaTTyi e eanH ot
Han-ApKUTe nNpeacTaBUTeNM Ha pPyCcKuA
akumoHmsbm. Mpe3 90-Te ToM yuyacTBa B
HAKOJIKO apTUCTUYHK rpynu KaTo Ekcnpo-
npuaumna Ha TepuTopmuATa Ha U3KYCTBOTO
(ETW) n Heue3nyamk, 3aefHO C Xy[OXHW-
un kato AHatonum OcmonoBcKu, Anek-
caHabp bpenep, Amutpui MumeHos u ap.
Mpe3 1996 r. ocHoBaBa GpUIMOBMA CblO3
CYMNEPHOBA. Ounmute My ca nokassaHu
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Ha MexpayHapopHusa ¢éunmos dectusan
B Mocksa, kny6 CrHedpaHTOM, Mocksa 1
ap. Mpe3 2004 r. 3aegHo ¢ bopsaHa Pocca
ocHoBaBa rpynata YJITPAQYTYPO. Pa6o-
T!Te My ca nokasBaHu Ha bueHaneTo 3a
eneKTPOHHM 13KycTBa B [TbpT, ABCTpanus;
O6LiecTBO 3a M3KYCTBO W TEXHOMOIUW,
MoHpean; Ekaut ApT, Hio Mopk 1 ap.

Oleg Mavromatti is an interdisciplinary
artist and filmmaker. Until 2000 he lived and
worked in Moscow. Since then he moved to
Bulgaria and since 2005 he lives and works
both in Sofia and New York. Mavromatti is a
prominent representative of the Russian ac-
tionism. In the 1990s he participated in sev-
eral Moscow art collectives such as Expro-
priation of the Territory of Art (ETI) and Net-
seziudik with artists Anatolii Osmolovski,
Alexander Brenner, Dmitry Pimenoy, etc. In
1996 he established the film union SUPER-
NOVA. His films participate in the Moscow
International Film Festival, Cinephantom
Club, etc. In 2004, together with Boryana
Rossa, he established the collective ULTRA-
FUTIRO. His works have been shown at Bi-
ennial for Electronic Art, Perth (BEAP); Soci-
ety for Art and Technology (SAT), Montreal;
Exit Art, NY, etc.

www.olegmavromatti.com

PO 98 abpXn fa ocTaHe aHOHMMEH Ha
BCMYKM HMBA. EgnHCcTBEHaTa MHPopmaumsa
MN3BECTHA 3a Hero e HeroBMAT NPAKOP.

PO 98 insists on keeping anonymity on
all levels. The only information available
about him is his nickname.

CHexxaHKa MuxaiinoBa paboTu B npece-
YHOCTTa Ha dunocoduaTa n MbPPOPMBH-
ca, MUCNEeHeTO U TeaTbpa. 3aBbplunna e
dunocodpua Ha esmka U xepMeHeBTUKa
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B YHuBepcuteTa Ha ®nopeHuuna, Utanua
(1996-2001), KakTo M Maructpatypa no
TeaTpanHu msKyctea B DasArts, AmcTep-
nam. lNpe3 2012 r. e rocTyBala apTnCTKa
B akagemuaTta Jan van Eyck, MaactpuxT.
Knurata n Teamspsm Ha mucsama, ny6-
NMKyBaHa oT wm3patenctso ,Kputuka u
XymaHu3bM', e buna npeacTaBAHa B LieH-
Tbpa MNomnugy, Napwx n e XaneH, Xaap-
nem, n mHoro apyru. Mpes 2012 r. ny6nu-
KyBa KHurata [lpakmuydecku mpeHuHz no
MucsieHe N BOAW CEMWUHAP B AManor CbC
cnoBeHckusa ¢unocod MnageH Jonap B
my3ua Stedelijk, Amcteppam.

Snejanka Mihaylova’s practice is located
at the intersection of philosophy and per-
formance, thinking and theatre. She holds
a degree in philosophy of language and
hermeneutics from the University of Flor-
ence, Italy (1996-2001), as well as MA in
theatre at DasArts, Amsterdam. In 2012,
she was a resident at the Jan van Eyck
Academie, Maastricht. Her work Theatre
of Thought, published with Critique and
Humanism Publishing House has been
performed at Centre Pompidou, Paris, De
Hallen, Haarlem, and many others.In 2012
she published the book Practical Training
in Thinking and led a seminar in dialogue
with the Slovenian philosopher Mladen
Dolar at the Stedelijk Museum, Amster-
dam.

www.dutchartinstitute.eu/page/4829/
snejanka-mihaylova

Knm6bpnun Puing e popeHa kato [lon
MakKepoy. Ta e TpaHCOXeHObP pexu-
CbOpKa, pefakTopka ” NpoAayLeHTKa,
n3BecTHa e ¢ punmuTe cn byoHu cuHose
(2008), Mon [yomaH npomeHu xusoma mu
(2011) n Film Hawk (2014). ma 6akana-
BbpCKa CTeneH no KUHO B yHMBepcUTeTa
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B bbpknu n marnctbpcka B CaH OpaHuu-
cko. buna e rnaBHa pepakTopka Ha DV
Magazine n ce e Hanoxuna Kato peao-
BEH rOBOPUTEN 1 YeCTo UnThpaH Guimos
eKCrnepT B pasnuuHy nybnukauum B The
New York Times n USA Today. Yetupu no-
penHn roanHK yyacTea ¢ paboTtata cv Ha
IFP’s Independent Film Week. Filmmaker
Magazine a obsaBsABa 3a efHO OT 25-Te
HOBW 1L Ha HE3aBVICUMOTO KUHO.

Kimberly Reed was born as Paul
McKerrow. She is a transgender film
director, editor and producer, known
for her films Prodigal Sons (2008), Paul
Goodman Changed My Life (2011) and Film
Hawk (2014). Reed studied cinema at UC
Berkeley (BA) and San Francisco State
University (MA). She was editor-in-chief
of DV Magazine, and established her
reputation as a frequent speaker and
oft-quoted digital filmmaking expert in
publications like The New York Times and
USA Today. Her work has been featured
for four consecutive years at IFP’s
Independent Film Week, and she was
named one of Filmmaker Magazine's 25
New Faces of Independent Film.

www.prodigalsonsfilm.com

BopsaHa Pocca xuBee u pabotn B Co-
¢dua n Hio Mopk B npeceyHaTa TOUHKa Ha
nbpdopmaHca, KUHOTO, doTorpaduaTa,
OVUTUTaNHUTE M3KYCTBa, a CbLO NpaBu
cobCTBEHN KypaTopcku npoekTun. [Mpo-
n3BefeHnATa 1 ca nokassaHu B Mysen
3a mofepHo m3kyctBo (MYMOK), BueHa;
BpyknuHckna mysen, Hio Mopk; Haumo-
HanHa XypoxecTBeHa ranepusa 3axerta,
Bapuwaga; 180 1 2po MockoBcKo bueHane;
180 bankaHcko 6ueHane, ConyH; Myseii 3a
cbBpemeHo u3KycTBo KopeaHa, Ceyn u ap.
MNpe3 2004 roguHa 3aegHo ¢ Oner MaBpo-
MaTTu ocHoBaBa rpynata YJITPAOYTYPO.
lpynata pabotn B obnactta Ha mbpdop-

MaHca, n3cnefBaikny COLManHOTO 3Haue-
HVe Ha HayKaTa U TexHonormute. Hackopo
Pocca 3aBbpLuBa gncepTauuaTta cu llossm
cned CmydeHama 8oUHA B YH/BepCHTeTa
PeHcenaep, Hio Mopk. Pocca npenopasa
TpaHcmeana B CMpaky3Kua yHUBEPCUTET,
Hio Vopk. Ta e 1 efuH OT AUpeKTopuTe Ha
Coodua Kynbp Qopym.

Boryana Rossa lives and works in Sofia
and New York in the cross-section of per-
formance art, film, photography, media
arts and curating. Her works have been
shown at the Museum of Modern Art
(MUMOK), Vienna; Brooklyn Museum,
New York; National Art Gallery Zacheta,
Warsaw; 1st and 2nd Moscow Biennial;
1st Balkan Biennial, Thessaloniki; Coreana
Museum of Contemporary Art, Seoul, etc.
In 2004 together with Oleg Mavromatti
she established the art-collective ULTRA-
FUTURO. The group works in the field of
performance, investigating the influence
of science and technology in society. Re-
cently Rossa finished her dissertation Gen-
der after the Cold War at Rensselaer Insti-
tute, Troy, NY. Rossa is an Assistant profes-
sor of Transmedia at Syracuse University,
New York. She is also one of the directors
of Sofia Queer Forum.

Www.boryanarossa.com

Hartanua TopopoBa crneyunanusupa neHp
apT/cmeceHa TexHuKa/ckynnTtypa B lOeH-
cy, OuHnanama npes 2004, a npe3 2007 r.
3aBbpluBa HauuoHanHaTa xygoxecTBeHa
aKafemus cbc cneumanHoct meTan. OcHo-
BaTesika e Ha the fridge - koHuenTyanHo
NPOCTPAHCTBO 33 eKCMepUMEHTaNHO U3-
KyctBo. OT 2010 r. e uneH Ha CbX, noHac-
TOSILLEM XKMBee 1 pabotn B Codus. MNpep-
cTaBA 3a MbpBU NbT bbarapua B obnacTrta
Ha CTBKNOTO Ha European Glass Context,
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[Hanna, 2008. Mpe3 2011 r. yyacTBa BbB
QecTrBan Ha gurutanHute nskycrea, Co-
dua n Tanzquartier, BueHa; kakto n B Co-
dus Kynbp Oopym, Codus, 2012 1 mexay-
HapoAHuA apT npoekT Air Time B pamkuTe
Ha pectuBana TpaHceBpona, 2013.

Natalia Todorova specialized in Land Art/
Mixed Media/Sculpture in Joensuu, Finland
in 2004, and in 2007 graduated in Metal
from the National Academy of Arts. She
is the founder of the fridge - a conceptual
space for experimental art and young art-
ists’ platform. As of 2010, she is a member
of the Union of Bulgarian Artists and is cur-
rently living and working in Sofia. Natalia
has represented Bulgaria for the first time
in the area of Glass Art in the European
Glass Context, Denmark, 2008. In 2011 she
participated in the Digital Art Festival, Sofia
and presented her work at Tanzquartier, Vi-
enna; Sofia Queer Forum, Sofia, 2012 and
in the international art project Air Time in
the frames of Transeuropa Festival.

www.nataliatodorova.carbonmade.com
www.the--fridge.blogspot.com

Dreamachine e npoekt Ha BoiiH fie BoiH
n Oxxoy3ed MapLiona, BU3yanHu apTucTy,
KOWTO U3CneaBaT BPb3KUTE MEXAY 3BYK 1
KapTVHa Wn KaKTo Te ro Hapuyat - BU3y-
anHa mysuka. xoysed Mapuona e cbLyo
YacT OT WWW.Zazazozo.com

Dreamachine is a project by Voin de Voin
and Joseph Marzolla, two visual artist ex-
ploring the connections of sound and im-
age, or as they call it visual music. Joseph
Marzolla is also part of www.zazazozo.com.

Ekj Nogdm, nnu npocto nogdm, e poge-

Ha B Codus. 3aabnboYeHNAT UHTEPEC KbM
My3/iKaTa € eAUHCTBEHOTO CbCTOSHNE,
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KOeTo No3HaBa, Ho Mpuema, Ye TakoBa OT-
HOLLEHMe He e 3aAb/HKNTENHO 3a BCUYKM.
3aToBa HeKa 3HaeluTe ce CbIo3AT C MoXe-
WyTe 1 nomarat Ha nobonuTHute. My3su-
KaTa TpAbBa Aa Kapa xopaTa Aa TaHLyBaT.

Ekj Nogdm, or simply nogdm, is born in
Sofia. Her profound interest in music is the
only state she knows, but she also admits
that such attitude towards music is not
the obligation of all. Hence, let the know-
ing unite with the mighty and help the cu-
rious. Music should make people dance.

Emil Doesn’t Drive e pogeH B Codus,
Bbbnrapus, a npes 2004 r. ce mectu B bep-
nuH. Ckopo 3anoyBa Aa cu Kynysa disco,
italo, spacedisco, wave & new beat BUH®-
JIN 1 Ce HayyaBa Kak Aa MUKC/pa pasnuny-
HV 3BYLIM U CTWJIOBE.

Emil Doesn’t Drive was born in Sofia, Bul-
garia, then moved to Berlin in 2004. Soon
he started buying disco, italo, spacedisco,
wave & new beat records and taught
himself how to mix different sounds and
styles.

www.residentadvisor.net/dj/emildoesnt-
drive

Credpka LlaHeBa 3aBbpliBa cneymnanHo-
CTV CKaHAVHaBUCTUKa/ceBepHoeBponei-
CKU HayKy Y MeOUNHW HayKu B YHUBeEp-
cuteta Xym60nT B bepnuH. MoHacToswem
cnefiBa KyNnTypeH 1 meaneH MeHUAKMbHT
BbB Brcweto yunnuuie 3a mysuka u Tea-
Tbp B Xambypr. Pegaktopka Ha oHnaliH
CNUCAHNETO 3a N3KYCTBO U KpUTKKa biuc-
mep, KaKTo 1 CbaBTOPKa Ha NpeAaBaHeTo
3a KynTypa u mysumka ,MonecknH” B edpu-
pa Ha Pagmo Mnoeaue. PaboTnna e kato
acuCTeHTKa Ha Kypatopute Akob Jlnunemo-
ce (TpaHcmenunane, bepnuH, 2013) n Bepa
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MneueBcka (dectuBan lpag v ny6nmuHm
npocTpaHcTBa: Pumyanu Ha obuyatiHomo,
Mnoegme, 2012), KaKTO 1 MO Pa3NYHU
npoektn Kato Macaga Bupgeo DectmBan
(Mnosawme, 2010), Apt Mo3utus (Mnos-
v, 2011), pectman Ynuua Otey Mauncui
(Mnospgus., 2013).

Stefka Tsaneva graduated in Scandi-
navian Studies/North-European Stud-
ies and Media Studies at the Humboldt
University of Berlin. Currently she studies
cultural and media management at the
High school of Music and Theatre in Ham-
burg. Editor of the online magazine for
art and criticism Blister and co-author of
the broadcast Moleskin on Radio Plovdiv.
She has worked as assistant of the cura-
tors Jakob Lillemose (transmediale, Berlin,
2013) and Vera Mlechevska (City and Pub-
lic Spaces Festival: Rituals of the Habitual.
Plovdiv, 2012), as well as different projects
such as Facade Video Festival (Plovdiv,
2010), Art Positive (Plovdiv, 2011), Otets
Paisiy Street Festival (Plovdiv, 2013)

www.blistermagazine.com

CraHumup [MaHamoToB e 3aBbpLIUA
dunocodua (Coduinckn yHmepcutet) u
Maructpatypa no éunocodua u [KeH-
abvp unscnepgsanna (MHctutyT EBpo-ban-
KaH", Ckonue, MakenoHus), a B MOMeHTa
e [OKTOpPaHT MO CPaBHUTENHW OXKEeHAbP
uscnenBaHva B LleHTpaneH eBponeii-
CKn yHuBepcuteT, bypanewa, YHrapus.
WNHTepecyBa ce OT U MMa ONUT B Kynbp
TeopuATa M aKTUBU3MA, KOHTMHEHTasHa
dunocodusn, NocT/mMapKc3bM, KpUTUYe-
cKa W nocTMopepHa Teopus, gender n3-
cnefBaHuA, NUcaHe Ha noesus. Yact ot
ekunute Ha HoBu neBu nepcnekTBy U
CouuaneH ueHTbp ,Xacnen” B Copus n Ha

IPAK Center B benrpag, Kbaeto e cbopra-
HM3aTop Ha JIATHOTO yumnuile 3a cekcyan-
HOCTW, KyNnTypu 1 MONUTUKK. Toll e n eaunH
ot gupekTopute Ha Codpusa Kynbp Qopym.

Stanimir Panayotov (1982) holds a BA
in Philosophy (Sofia University, Bulgaria)
and MA in Philosophy and Gender Studies
(Euro-Balkan Institute, Skopje, Macedo-
nia), and is a PhD student in comparative
gender studies at Central European Uni-
versity, Budapest, Hungary. He has inter-
est in and experience with queer activism
and theory, continental philosophy, post/
Marxism, critical and postmodern theory,
gender studies, and writes poetry. He is
also part of the teams of New Left Per-
spectives and Social Center Haspel in So-
fia and of IPAK Center in Belgrade, where
he co-organizes the Summer School for
Sexualities, Cultures and Politics. He is also
one of the directors of Sofia Queer Forum.

www.gender.ceu.hu/profiles/phd-stu-
dent/stanimir_panayotov
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Codua Kymbp Qopym 6e cbbutue, KoeTo upes
cpefcTBaTa Ha CbBPEMEHHOTO M3KYCTBO ce OKY-
cMpa BbpXy MOJa U CeKCcyasHOCTTa KaTo napanen-
HW cMcTeMM, MPe3 KOUTO oLeHsABame cebe cu 1
apyrute. Te3m cuctemm oTgaBHa YMpaxHABaT
CUJTHO BNUSIHME BbPXY BCUUKU acNeKTn Ha KynTy-
paTa u obwectBoTo. BnusaHmeTo, pa3dupa ce, e
[BYCTpaHoO. 3aToBa BbB POKYC CbLLO € MOCTaBEHO
N U3MEeHEeHMEeTO Ha MOoHATUATA “non” n “cekcyan-
HOCT” B 3aBUCMMOCT OT COLMANHUTE, MONIUTAYECKHU,
KYNTYPHU U MeQnUMHCKU daKTopu, MPUCHILM 3a
onpepfeneHo Bpeme 1 MACTO.

Sofia Queer Forum was an event that investigated,
with the means of contemporary arts, gender and
sexuality as parallel systems through which we
value ourselves and the others around us. These
systems have a strong influence on all aspects of
culture and society. The influence is, of course,
two-sided. This is why in focus here is also the
changing of the concepts “gender” and “sexuality”
depending on social, political, cultural and medical
factors that are inherent in a given time and space.

XASPEL.NET/QUEER
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