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UMUTALUWA

M3noxba Ha [lapuHa MNeesa v Jopa CnaBoBa

N3KyCTBOTO € Nofe, B KOETO B3aMMOAEHCTBAT YTBbPLEHN MOLENN
Ha MUC/IeHe W AeiCTBME C HeOOMYaHU, HETUMNYHM N HOBATOPCKM HAUMHM
Ha CMecBaHe Ha MO3HATOTO. B Ta3n KOrHMTMBHA pamka MOXeMm [a
MocouMM MOCHK rpaHuumn. OT efHaTa CTpaHa ce pasnosara nbjHata
“MUTaLWs, @ OT ipyrata OPUIMHANHOCTTA. TakaBa abCTpaKTHA AnHeHa
CTPYKTypa He MOXe Aa Ce OTKpue B YMCT BUA. Bcsika HOBOCT, KOSITO
npremMame, ye MbpPBOHAYAHO HAMA aHAION, MOXe Aa Ce YTBbPAM W [a
CyXK 3a mMogen. ToBa BKIOYBA M Bb3MOXHOCTTA 3a JIMLLIEHA OT Len
MMUTALMS HA OpUrMHAna. MpeKkbCcBaHe HA Ta3n 3aBUCMMOCT MOXE Aa MMa
camo ako npuemem, Ye NpupopaTa 3aaBa npasuaata Ha U3KYCTBOTO.
MMeHHO KaHT B ,KpMTMKA HA CNOCOOHOCTTA 3a ChXaeHMEe” MOCoYBa, Ye:
,0€3 Npeaxox.aLlo NpaBuIo eHO NPOU3BEEHNE HIKOTA HE MOXe Aa Ce
Hapeye M3KyCTBO, TO npupopata B cybekTa (M 4pe3 CbraacyBaHe Ha
HerosuTe cnocobHOCTH) TpsbBA Aa fafie Ha M3KYCTBOTO npanmom”.1 B
TO3W CMUCHA NPOM3BEJEHNSTA HA M3KYCTBOTO ca ,00pa3uu’, KOUTO He ca
Cb3[aJeHN Ype3 nojpaxaHue, HO CyXarT ,3a MEpPUIO UAW NPaBWUIO 3a
npeLieHka’’ 3a Cb3gaBaHeTo Ha NPOM3BEAEHNs Ha M3KYCTBOTO Ce M3MCKBA
reHuin. Ho KaHT ot6ens3Ba, ve: ,B eiHO Npov3BeaeHue, koeTo TpsibBa Aa
ce cmsTa MpoM3BefeHNe Ha U3SLWHOTO M3KYCTBO, YeCTO MOXe Ja ce
3abenexu renuii 6e3 BKyc, a B Apyro — BKyC 6e3 renuit”; C ToBa KaHT
A0Nycka Bapuauymn. Bee nak, TpsibBa Aa OTFOBOPUM [Janu CbBPEMEHHUTE
pa3bvpaHus ca B CUHXPOH C KAaHTMAHCKATA [1efjHa TOUKa 3a reHus, ypes
KOMTO ,MpVMpofiaTa Npeanmcea NpaBuaoTo ... Ha M3KyCTBOTO': HeAKoM
TeopuK OTCTOSBAT Te3aTa, Cropes KOSTO MO3HABATESHWUAT U TBOPUYECKM
npouec Ce OCbHLLECTBSBA Ype3 aKTa Ha B3aMMHO HEMOCPeACTBEHO
[EViCTBUE MEeX[y XMBUS OPraHW3bM W HeroBata Cpefa - aBTOMOE3NC.
CbrnacHo nocoyeHarta nepcnekTuBa, Cb3HAHWETO € CbCTABEHO
MaTepuaaHO OT MOAMHOXECTBO aBTOMOETUYHM MpOLEeCH, KOMTO ca
W3HECEeHW ,HaBbH’, 1 Ca B KOHTAKTHATa 30HA MEeXAY MHAMBKAA U camaTa
cpena’ [IHeC ycrewHo ce pa3BMBA HOB KJOH B eCTeTMKATa, HapeyeH
eHakTuBHa ecteTuka (Enactive Aesthetics u Embodied Aesthetics)®

1 KaHT, E. KpuTtnka Ha cnocobHocTTa 3a chxaenue, bAH, 1993, ¢.198

2 fak Tam, c. 199

3 Mak Tam, c. 205

4 Tlak Tam, c. 199

5 Bux: ToTnsikoB, A. CbBpeMeHeH aTOMUCTIYEH MOAEN Ha U3KyCTBOTO. (YacT mbpBa), Bu3yanHu nscnenamms,
6p. 1/2022, BTY ,C.. c8. Kupun n Metoauit’, . 16 - 34

6 CnesBaiiku nparmaTmyHata ectetika Ha [KOH [lion, BbMIbTeHaTa eCTeThKa pasriexn ia ecTeTMyeckoto
NpeXuMBsBaHe KaTo MHTerpupaHe Ha BCUUKM eNeMeHTH OT 0OMKHOBEHOTO NpexuBsiBaHe, KOeTo npuaasa Ha
NPeXMBABAHETO MO-TONAMO YCellaHe 3a UsNOCTHOCT B MHTEPAKTUBHMUA MOTOK OT TPAH3aKLMN MeXy
OpraHu3bM 1 cpefia. CumnTa Ce, Ye Tasu NpeXxmBsHA LUAAOCT NpefaBa ecTeTUYecKOTO Ka4eCTBO Ha eAHO
npexussBaHe. HeroBuaT napagurmaTnyeH Cyyaii e Cb3laBaHeTo Ha CMUCHT B U3KYCTBOTO, & HeroBaTa
TeopeTHyHa OCHOBA e Te3aTa 3a BbMAbTeHNs yM.” To31 NOAXO0L, OTXBbp/S ecTeTuyeckara Teopus Ha E. KaHT.
Scarinzi, A. Embodied Aesthetics Meets Enactivism
https://www.sites.google.com/site/enactiveaesthetics/embodied-aesthetics-meets-enactivism

IMITATION

Exhibition of Darina Peeva and Dora Slavova

Art is a field where established models of thinking and acting
interact with unusual, atypical and innovative ways of mixing the known.
In this cognitive framework we can point out polar boundaries. At one end
is the complete imitation, and at the other is the originality. Such an
abstract linear structure cannot be found in its pure form. Any novelty that
we first think has no analogue, can be validated and serve as a model. This
includes the possibility of a purposeless imitation of the original. This
dependence can only be broken if we assume that nature sets the rules of
art! Itis Kant in Critique of Judgment, who points out that: “a product can
never be called art unless there is a preceding rule, it follows that nature in
the individual (and by virtue of the harmony of his faculties) must give the
rule toart”. In this sense, the works of art are "models" that are not created
by imitation, but serve “as a standard or rule of estimating™ The creation of
works of art requires genius. But Kant notes that: ‘and so in a would-be
work of fine art we may frequently recognize genius without taste, and in
another taste Withoutgenius”.zWith this Kant allows variations. However,
we must answer whether the modern understandings are in line with the
Kantian view that “genius is the talent (natural endowment) which gives
the rule to art”. Some theories maintain the idea that the cognitive and
creative process is carried out through the act of mutual immediate
interaction between a living organism and its environment - autopoesis.
According to this perspective, consciousness is composed materially of a
subset of autopoetic processes that are "exported” and are in the contact
zone between the individual and the environment itself’ Today, a new
branch of aesthetics called Enactive Aesthetics and Embodied Aesthetics
is successfully developing

1 Kant, E. Critique of Judgement, BAN 1993, p. 198

2 1bid p. 199

3 Ibid, p. 205

“ 1bid, p. 199

5 See: Totlyakov, A. Contemporary Atomistic Model of Art. (Part one), Visual research, no. 1/2022, VTU “St. St.
Cyril and Methodius ”, pp. 16 - 34

“Following John Dewey's pragmatist aesthetics, embodied aesthetics considers an aesthetic experience to be
the integration of all the elements of ordinary experience that gives the experience a larger feeling of
wholeness in the interactive flow of organism-environment transactions. This experienced wholeness is
considered to convey the aesthetic quality of an experience. Its paradigmatic case is meaning-making in art
and its theoretical background the embodied mind thesis”. This approach rejects E. Kant's aesthetic theory.
Scarinzi, A. Embodied Aesthetics Meets Enactivism

https://www.sites.google.com/site/enactiveaesthetics /embodied-aesthetics-meets-enactivism




Ta ce ocHoBaBa Ha TeopudTa 3a pasLUMpPeHns 1 BbMIbTEH B cpeaarta yM.
EcTeTnyecknTe OTTOBOPU HE CA CUMNTOMM Ha PeakLm NN HEM3MEHUVBU
KOTHUTUBHM CTPYKTYpK, a Ca [LENCTBUS B CbCTOSHME Ha OOMEH W
cbyyactue. Mpon3BefeHNATa HA M3KYCTBOTO ca 00eKT/cyDeKkTHM
MaTepuanHn 1 NOerHN KOHCTPYKTW, KOMTO Ca M3XO[4HA TOYKa 3a
OMHAMWUYHO MepuenTMBHO MNPexXMBABAHE M aKTMBHO B3aMMOAEWCTBUE
Mex [y CbLLecTBOTO M Herosma CBaT. [pou3BefeHndTa Ha M3KYCTBOTO
PeOpraHM3nparT exefaHeBHNUS HW OMUT, KOMTO cam Mo cebe cu e CbCTaBeH
OT CNefiBaHe W NOBTApsHEe HA MOLENN, TeleCHN peakuUumn, CXOLACTBA B
NOBELEHNETO, TUMNYHN EMOLMOHANHN OTroBOpU. LleneHacoyeHuTte
NpoMeHy B cpefiaTa, ba3npaHn Ha HeobMYANHOTO CbYeTaHWME Ha MO3HATY
o0pasun n npegmeT U M30CTPEHOTO BHUMAHWE BbPXY TAX, MOpaxaar
peakuus B HabnwopasawmTe. B 1a3n cutyaums cnepsa fa gobaBum u
KaTeropMyHo TbpCeHe Ha OTroBOP Ha KOHKPETEH BbMpoc. Ton Moxe aa ce
popmynnpa Taka: [laam npomeHuTe B cpefata NerMTMMHO NPUHALIEXAT
Ha M3KYCTBOTO? HampeXeHWeTo Ce MOBWLIABA, aKO MPeay3BMKBALLUTE
npomeHnTe CybeKTU HACTOABAT 32 TOBA, Ye BCBLIHOCT MPOMeHUTe Ca
nMuTaums. feneprpame oLle no-CaokHa cuTyaums, Korato ¢ ngeata 3a
MMUTaLMA HAaTOBapBaMe KOHKPETHM XyLOXeCTBeHW npounsseneHuns. B
TO3W CNyYal ce Hyxaaem OT cneundryHa npoLefypa 3a B3emMaHe Ha
pelleHne 3a npegoctaBaHe Ha OTroBop. Cblo Taka 3Haem, Ye camuTe
ecTeTUyeckn yoexaeHns ce yTBbPXK4ABaT Ype3 HEECTETUUECKM, BbHLLHK
3a M3KYCTBOTO MHCTPYMEHTWU. KOHTPONBT BbpXYy MpMHALNEKHOCTTA Ce
OCblUecTBABA Ype3 GUHAHCOBM M A[AMWHUCTPATUBHU (BAACTOBMK)
CTUMY/IM, KAKTO M OT 3arnsiaxata ot uskaoysaHe. CounanHnTe ncmxonosn
COYaT, Ye aKo NonafHaT B Apyra rpyna, CKIOHHUTE KbM KOHOPMU3BM
VHOMBWAM NpUemar € 1ekoTa HopMuTe Ha HoBaTa rpyna. Tosa ce ciyyBa
ype3 COUMaNHOTO NojpakaHue. Bup coumanHa Mmutaums, KoATo B
W3KYyCTBOTO Ce MpOosiBABA KAaTO NMPOM3BOACTBO HA HarnefHu nopobws,
3aMeCcTBaLLM CTpeMeXa KbM MHAMBUAYANHU (OTANYUMU, OPUTUHATHN)
XyL4OXKeCTBEeHM npoun3seneHns. OTroBOpK Ha NMOCTABEHMTE BbMNPOCK AaBat
CbBpemMeHHuTe BM3yanHn aptuctn [lapuHa feesa n [lopa CnasoBa.
TexHUAT CbBMeCTeH NpoekT Mmutaums’ ce peanmsnpa B 3anata Ha
[lpyXecTBOTO Ha Oyprackute XygoxHuuu. OTnpaBHa Touyka 3a
BMU3Ya/IHUTE M MPOCTPAHCTBEHMN XYA0XXECTBEHM HAMeCn Ha TBopuuTe e
CbBPEMEHHOTO ,HanperHato” TbAKyBaHe HA CMECBAHETO Mexnay
NONNTMNYECKA, PEeNUrMo3Ha M MKOHOMMYecKa BAacCT C no3vumata Ha
XY[LOXXKHUKA B CbBPEMEHHOTO 00LLeCTBO. APTUCTUTE CMOAensT, ye B
MbPBOHAYAIHOTO HAMEPEHWE CTOM MMUTALMATA KATO peakums, KOHTpa-
OTroBOp, JOPU OTMblUeHMe. ToBa e ,cnoTaeHa’ No3uLmMs, KOSTO 0CTaBa
CKpMTa 3ap[ cepua OT NOPTPETM HA AHOHMUMHWU OMKTATOPMU,
TpaHchopmupaHa TpubyHa 3a MOAUTWUYECKM OpaTOpW, MbT, BOAeL A0
HUKbAe, NCEeBAO-PENUrMO3HM apTedakTu, HUWM 3a CnojensiHe Ha
be3cmucieHa MHPOpMALMA U CUHTETUYHA ,NAHA” OT TOMKM 3a KONeLHa
yKpaca. AKLEeHT MoCTaBAT JIeTALM B NPOCTPAHCTBOTO CanyHeHn Mexypu
0T MHCTanaumata Ha [leeBa, KOUTO Ca MNPOTMBOMOCTABEHM HA
Pa3npbCHATM MO XOPMU30HTAHATA NOBLPXHOCT GUIypH HA amypyeTa ot
nHcTanaumata Ha CnasoBa. Te ca MO-CKOPO MPOHWA, OTKOJIIKOTO MpsKa
aHanorns C paskputa UCTMHA W HeTpaiHa umutaums.lictopudra Ha
CrpafiaTta, B KOSTO Ce peann3npa u3noxobara, e AonbAHUTeNeH HOCUTEN Ha
HanpexeHue. ABTOpUTE MPELM3HO Ca M3Y4MIM HEMHOTO MUHAN0 U
YCMeLHO BKMOYBAT B TO3M KOHTEKCT CBOETO XyAOXKECTBEHO HaMepeHue.
OT 1930 r. MACcTOTO Ha u3noxbaTa e baHka 3emMefencku KpeauT,
TpaHchopMMpaHa MO KbCHO B 3a/a, KOATO € MOo/i3BaHa OT rpajckus
KomuTeT Ha bKTl. 1 B aBaTa cnydyas ctaBa Ayma 3a Bractta ja gaBall
kpeout, 6e3 3HaueHMe fanu TOW Ce CbCTOM OT MKOHOMMUYECKM WK
NONNTUYECKN Kanutan.llo Bpeme Ha KOMYHUCTUYECKMSA pexum B
bbarapus MMeHHO Npef Tasu 3a1a ce NpoBexaaT MaHudecTaumu. NMoTok
0T XOpa, YNATO eHeprus e BKIYeHa B pUTya Ha MOYUT KbM U3ONUTHATH B
KynT Avua. BbTpe B crpagara, 3aj TpuOyHa ca CTOS/AM MOAUTUYECKM
nponaraHaycTyi, NPoBeXaaLLn CbbpaHus.

It is based on the theory of the mind extended and embodied in the
environment. The aesthetic responses are not symptoms of reactions or
unchanging cognitive structures, but actions in a state of exchange and
complicity. The works of art are object-subject material and ideological
constructs, which are the starting point for a dynamic perceptual
experience and active interaction between the being and its world. The
works of art reorganize our daily experience, which in itself consists of
following and repeating patterns, bodily reactions, similar behavior, and
typical emotional responses. The purposeful changes in the environment,
based on the unusual combination of familiar images and objects and the
sharpened attention to them, provoke a reaction in the observers. In this
situation, we should also add a definite search for an answer to a specific
question. It can be formulated in the following way: Do changes in the
environment legitimately belong to art? The tension rises if the subjects
causing the changes insist that the changes are in fact an imitation. We
generate an even more complex situation when we load specific works of
art with the idea of imitation. In this case, we need a specific decision-
making procedure to provide a response. We also know that the aesthetic
beliefs themselves are reaffirmed through non-aesthetic, external to art
tools. Control over affiliation is exercised through financial and
administrative (power) incentives, as well as the threat of exclusion. Social
psychologists point out that if individuals prone to conformity join a
different group, they easily accept the norms of the new group. This
happens through social imitation. A kind of social imitation, which in art is
expressed as production of visual similarities, replacing the desire for
individual (distinctive, original) works of art. The contemporary visual
artists Darina Peeva and Dora Slavova try to answer these questions. Their
joint project Imitations is presented in the exhibition hall of the Society of
Burgas Artists. The staging ground for the visual and spatial artistic
interventions of the two artists is the modern "tense" interpretation of the
mixing of political, religious and economic power with the position of the
artist in modern society. The artists share that the original intention is the
imitation as a reaction, counter-response, even revenge. This is a "covert"
position that remains hidden behind a series of portraits of anonymous
dictators, a transformed podium for political speakers, a road to nowhere,
pseudo-religious artifacts, niches for sharing of meaningless information
and synthetic “foam” of Christmas balls. The emphasis are the soap
bubbles floating in the air from Peeva's installation, which are opposed to
the cupid figurines scattered on the horizontal surface from Slavova's
installation.They are rather an irony, than a direct analogy with revealed
truth and impermanent imitation. The history of the building where the
exhibition takes place is an additional source of tension. The authors have
carefully studied its past and successfully include their artisticintention in
this context. In 1930, the building is Bank for Agricultural Credit, later
transformed into a hall, which was used by the city committee of the
Bulgarian Communist Party. In both cases, it represents the power to grant
credit, be it of economic or political capital. During the communist regime
in Bulgaria, party-organized processions used to pass in front of this hall. A
flow of people whose energy is harnessed into a ritualistic cult-of-
personality worshiping. Inside the building, behind the podium, stood
political propagandists holding meetings.

MoTBbpXAeHne 3a 00BbP3BAHETO HA ABTOPCKATA MHTEHLMA C
MCTOPUYECKOTO HACIeCTBO OTKpKBaMe B lyMUTe Ha MNeeBa:

,MO€TO yyacTue B 3anata e C MHCTanaLUmus — cnogens Ts - KosiTo
YC/IOBHO Bb3CTAHOBSIBA pefja OT eHO Bpeme. KaTeapata e obneneHa B
xonorpadckn MaTepuan, KOMTO CMeHs npeacTaBata 3a 00ekTa, Cnpsimo
CBeT/IMHATA. HaumH Bcekun Aa Npuno3Hae NpaBoTo Ha CBOS NO3ULMS, LBAT
Ha CBOS no/suTMyecka uaes. CBeTAMHATA Nof onpefeneH brba W
WHTEH3MBHOCT NpaBu 06ekTa c1B 1 Ge3LiBeTeH. [InaroHanHo Ha cTeHaTa B
ABHOTO MMA CBETNMHEH Hagnuc ,never mind”. Cnopes MeH TOW roBopu 3a
HUXWMAN3BM WAN OTYAsHUE, Ye He CMe CNOCOOHM Aa BAUSIEM Ha NMpoLiec,
KOMTO Ca 3a710KeHN B Pa3BMTMETO Ha YOBELLKOTO 06LLECTBO, MpoLecy,
YMUTO 3aKOHOMEpPHOCTW He BWxaame. M300pbT Ha xonorpadckms
MaTepuan e OCHOBHA 4acT OT npoekTa. EdekT, wn3non3BaH npu
BaHKHOTUTE M ApYrv odULMANHY OKYMEHTH.”

AOymute Ha [lapuHa [lleeBa egHOBPEMEHHO Ca OMMCaHWe Ha
NPOCTPAHCTBEHOTO Pa3NoO/NOXEHMEe U TexHWyeckata CTpaHa Ha
Npou3BedeHnsTa, KaKTo ¥ SCHO MOCOYBAHE HA BOAELATA MUCBHA MpU
TAXHOTO Cb3faBaHe. ,HAMa 3HayeHue” CTaBa OCTPO MOCNAAHWE, KOETO
Hax1yBa HAaTpanuMBO B Norfaeda Ha 3puTens. HEOHOBUAT HaAmuc,
MMUTMPALL, MHOXECTBO CBETIMHHW peKnamu, M3Bewpaa MHCTanaumsTa
KbM HOB BWf, MApPKETMHT, TO3M HAa OTYASHMETO U Be3cnnneTto. Bbnpeku
OCb3HaTaTa HEBB3MOXHOCT XYAOXKHMKBLT [a MOBAMSE HA CBETOBHMUTE
npoLecy, 3pUTensT MHTYUTUBHO Bb3NpueMa YOb/DKEHOTO YyceluaHe oT
,CKbpLIaHe CbC 301" N HEPBHO HanpexeHue. MopTPeTUTe Ha AMKTaTOpH,
kouTo [NeeBa NpeacTaBss, He ca Oe3nnyHK, BbMPEKM Ye anuata UM HaMat
TeNeCHN YepTu. Bcekn eayH OT TAX e C INLEe HA XaMeNeoH, MPOMeHsL
UBeTa CM B 3aBUCMMOCT OT noriefa Ha Habapasawms. CUAHO
BMeyaTNeHne NpaBm BUAEOTO C ABVKEHME MO MbTS, KOETO 3a pa3nnka ot
[EeVICTBUTENHOCTTA € eHOBPEMEHHO B [jBe MPOTWBOMOAOXHU MOCOKM.
MAy Hawarta peasHOCT e TOYHO TakaBa — 3aCTMHAN Kagbp C efga
3a0enexnmMo aBuKeHue.

B Hepa3puBHa Bpb3Ka C AMCKYTMPaHWTE NpoM3BeAeHMs ca
nHCTanatneHute pabotn Ha [lopa CnaBoBa. ABTOpKaTa M3rpaxpa
WPOHWYEH ONTap Ha Penrvo3HWs Ku4. B Hero mMoxem [a OTKpUem
MHOXECTBO MONYSPHW e1eMeHTU KaTo eBTUHM GUIYPKW Ha aHrenyeta,
GanlmBmM pennrmo3Hm CLEHN 1 CNALHNKABK MHTepRpeTaLmm Ha PaiickaTa
rpafuHa. MHctanaumsta Ha ChaBoBa e 0CTpa KpUTHKA Ha MLeMepHuUTe
BAPBaHWs, 00xBaHaM Lsnata noTpebutencka Kyntypa. Ha to3m ontap ce
noyMTa UMUTALMSTA HA TENECHOTO, HEXMBOTO, INLIEHOTO OT XYMAHN3bM
MAacTMacoBo Ts/10. [POM3BELEHNETO 3BYUM KATO 0NMP 40 HeeCTeCTBeHa
KOXa, N1acka OT MexaHW4Ha npote3a. KomOuHauusaTa ot NoaMTUYECKH 1
PeNNrMo3HN CUMBO/IU, NOHECEHN MO OPUTMHANEH HAUMH, Cb3/1aBaT HOBA
nocoka Ha mucneHe. ToBa e cnvpana oT nponasfaHe B UMUTATVUBHOTO, B
KOSTO cybnMMaLMaTa CTaBa HEBb3MOXHA. PasiT € HENOCTVXMM, HO TOBa
HsIMa 3HauyeHWe, 3alOTO CTOMM HA MSCTO, BbMPEKW Ye MMUTUpaMe
ABWXeHVe. IMUTpame Tena, NoNTUKK, BAPBaHWS, L0py cebe cu.

Mpou3BesfeHnsTa o1 usnoxobara ,Mmutaums” He ca obpasum Ha
BEYHW CTOWMHOCTW, Te Ca KAaTeropuyHo BbMIbLIEHME HA Hawarta
KYITYPONOrMYHA, COLMAHA, MKOHOMUYECKA M XyLOXecTBeHa cpefa B
ceralwHo Bpeme. CbBMeCTHO AeiiCTBME HAa MO3bUM, Tena, Hewa,
NPOCTPAHCTBEHN KOMMOHEHTH, MPOM3BOANTENN HA CrieLnpryHN 00pasm
 NpeAMeTH, PELIMMNEHTU, KOUTO Cby4aCTBAT B XyA0XeCTBeHUs npoLiec. C
YBEPEHOCT MOXeM [a KaXeM, ye NpefCTaBeHOTO B 3anaTa Ha
JIpY)KeCTBOTO Ha byprackute XyAOXHWULM, € SIBNEHNE B XYA0XKECTBEHUS
)KMBOT Ha CTpaHaTa. be3kopucTHO nocnaHue, 13BeAeHo C ,Mekata’ cuna
Ha JapuHaleesan Jopa Chasosa.

Jou. aH AtaHac TOTAsKOB

The connection of the authors' intention with the historical heritage is
confirmed by the words of Peeva:

“My participation in the hall is with an installation, which
conditionally restores the order of the past. The podium is covered with
holographic material that changes the perception of the object in relation
to the light. Away for everyone to recognize their right of opinion, the color
of their political idea. At a certain angle and intensity the light makes the
object gray and colorless. Diagonally on the wall at the other end thereis a
light sign “never mind”. In my opinion, it speaks of nihilism or despair that
we are unable to influence processes that are embedded in the
development of the human society, processes whose patterns we fail to
see. The choice of holographic material is a key part of the project. An
effect used on banknotes and other official documents”.

Darina Peeva's words are both a description of the spatial location
and the technical aspect of the works, as well as unambiguous statement
of the leading thought in their creation. Never Mind becomes a sharp
message that intrusively invades the viewer's eyes. The light sign, imitating
many neon advertisements, brings the installation to a new kind of
marketing, that of despair and helplessness. Despite the realized
impossibility of the artist to influence the global processes, the viewer
intuitively perceives the prolonged feeling of “teeth grinding” and nervous
tension. The portraits of dictators that Peeva presents are not impersonal,
although their faces do not have bodily features. Each of them has the face
of a chameleon, changing its color depending on the perspective of the
observer. Very impressive is the video with movement on the road, which,
unlike the reality, is simultaneously in two opposite directions. Or maybe
our realityis just like that - a still frame with barely noticeable movement.

Dora Slavova's installation works are inextricably linked with the
discussed works. The author builds an ironic altar of religious kitsch. In it
we can find many popular elements such as cheap angel figurines, fake
religious scenes and tasteless interpretations of the Garden of Eden.
Slavova's installation is a sharp criticism of the hypocritical beliefs that
pervade the entire consumer culture. At this altar is worshiped the
imitation of the corporeal, inanimate, dehumanized plastic body. The work
sounds like a touch of unnatural skin, a caress by a mechanical prosthesis.
The combination of political and religious symbols, presented in an original
way, open a new line of thought. This is a spiral falling into the imitative, in
which sublimation becomes impossible. Paradise is unattainable, but it
doesn't matter (never mind) because we stand still, even though we imitate
movement. We imitate bodies, policies, beliefs, even ourselves.

The works included the exhibition “Imitation” are not examples of
eternal values, they are unconditional embodiment of our cultural, social,
economic and artistic environment in the present time. Joint action of
brains, bodies, things, spatial components, producers of specific images
and objects, recipients who are accomplices in the artistic process. We can
say with confidence that the exhibition in the hall of the Society of Burgas
Artists is a phenomenon in the artistic life of the country. A selfless
message delivered with the "soft" power of Darina Peeva and Dora Slavov

Assoc. Prof Atanas Totlyakov, PhD



M3rnen ot nsnoxobara
View of exposition




[letaiin / Paiicka rpapmuHa /2022 Paiicka rpapmnHa /2022
Part / Garden of Eden /2022 Garden of Eden /2022




[letaiin / Paiicka rpagmHa / 2022 Paiicka rpasuHa /2022
Part / Garden of Eden /2022 Garden of Eden /2022



ObekT /2022 /PVC, xonorpadcka xaptnsa /120 x 60 x 50 cm
Object /2022 /PVC, holographic paper/ 120 x 60 x 50 sm




[unkTatop 1 /2022 / konax /50 x 40 cm
Dictator 1 /2022 / collage/ 50 x 40 sm
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[unkTtatop 2 /2022 / konax / 50 x 40 cm
Dictator 2 /2022 / collage/ 50 x 40 sm



AnkTtatop 3 /2022 /Konax /50 x40 cm
Dictator 3 /2022 / collage/ 50 x 40 sm



LiseTa 5 /2022 / purutaned npuHT Ha PVC /75 x75x8cm
Flowers 5 /2022 / digital print on PVC /75 x 75 x 8 sm



CBeTely HeOHOB Haanuc /2022 /40 x 140 cm
Glowing neon /2022 / 40 x 140 sm






JlapuHa MeeBa e Xy#OXHUK, poaeHa npe3 1972 r. B rp.byprac. XXuee 1 pabotu B
bbsrapua n Asctpusa.

OO6pa3oBaHue:

2002-2003 locT-C/yLiarten B akagemMumaTa 3a NpuaokHU 13KycTBa B Kaaca Ha
npod. 3. LLleHk, BueHa, ABCTpus.

1999-2000 CnefanmnioMHa creuyanm3aums no UaocTpaums n opopmaeHne Ha KHUrata
npu npod. Xp.Herikos, BTY “CB. CB. Knupun n Metoguit”, bbarapus.

1993-1998 [lleparorvka Ha oby4eHneTo No M306pasnTeNHO U3KYCTBO (rpaduka),

BTY “Cs. CB. Kupun n Metognit”, Bennko TbpHOBO, bbarapus.
1986-1999 XynoxecTBeHa rMMHa3us , AKaaeMuK [leuko Y3yHoB', KasaHabk, bbarapus.

N36paHn camMoCTOATENHN U3N0KOM:

2014 “Xonozpamu®, Kapn- PeHHep VHCTUTYT, BueHa, ABCTpus.

2012 “HeectectBenn katactpogu”, ranepus G69 pati, ABCTpys.

2009 ,Kytuata Ha laHgopa'; ranepus dopym, Benc, ABCTpus.

2009 ‘TeHeTunka”, ranepus Ha rpynata Ha BUEHCKUTE XYLOXHULM, BueHa, ABCTpUS.

MU36paHn KONEKTUBHU yyacTus:

2022 ,[1prpoga MpocTpaHcTBo [paguHm’ fom ButreHwaiiH, BueHa, ABCTpus.

2021 21-B0 MeXAyHapoaHo bueHane Ha rpadmkata, BapHa, bbarapus.

2021 MposuHumanuct , CbX , Codus.

2019 8-M0 MexayHapoaHo TpueHane Ha rpadukarta, Codus, bbarapus.

2019 Tractatus Logus , lom BuTreHuaiH, Buera, ABCTpus.

2017 ,CBeria matepus’, ranepus Ha YH1BepcUTeT BAyMUHITBbH, MHanaHa, CALLL.

2016 SAMHAMUYHN BpeMeHa“, ranepus Kusnttempe, Kacen, lepmaHus.

2015 ,30Masy MeyTuTe; ChbBpeMeHHN Obarapcku apTucTy, Konekumus Mundi, Utanus.

2014 Tell me what you want /AapuHa lNeesa 1 Muxaen Berepep/, ranepus Ha
BUEHCKMTE XYJOXHMLM, BueHa, ABcTpus.

2014 Konekumsi Hoswn rpadmkm B IPCNY, Hio l7|opK, CALL.

2014 fpadmyHa n3nox6a, ranepus FAB, YHusepcutet Anbepta, EoMoHA, KaHaga.

2013 “in.print.out - Grafik in/auswendig’, ranepns Ha BUEHCKMTE XYLOXHULM, BreHa,
ABCTpUS.

2012 MexnayHapoaHo TpueHane Ha rpadukara, Kpakos, Monwa.

2011 MexayHapoaHa nsnoxba rapduka, Yukaro, CALL.

2011 “OTBopy cb3HaHmeTo cu”, ranepus Kro Art, BueHa, ABCTpus.

2010 ,MH0200pO¥iH1 BbApOCK-2paduyHm KoHuUernwumm § Kunstlerhaus, ABcTpus.

2009 . MexayHapodHo TpueHane Ha rpadukara, Kpakos, Moawa.

2007 KOHKYpC 32 MAaamn XyLoXxH1LM Ha GpoHpaums ,C. CB. Kupua n Metoauid',
ranepust Lnnka 6, Copus, Bbarapus.

2006 M-TEL Harpa 3a CbBpeMeHHO ObArapcko U3KycTBo, raiepus LLinnka 6, Codus,
bbvarapua.

2005 KoHKypC Ha 1nmeTo Ha BanTep KowatLku, My3ei 3a CbBpeMEHHO M3KYCTBO,

BueHa, ABcTpua
MU36paHu Harpaam:

2019 Harpaga Ha MexayHapogHo 6reHane Ha rpadukarta - Litho Kielce, Monwa.

2017 Grand Prix Ha 1-To MexayHapoaHo bueHane Ha rpadukara, ApMeHus.

2016 Moyveten aunnom- Litho Kielce, Monwwa.

2012 Harpazia Ha pekTopa Ha akafgemusiTa 3a U3sLLHW M3KYCTBA BbB Bpowyias,
MexlyHapoaHo TpueHane Ha rpagukara, Kpakos, Monwa.

2009 Harpazia Ha pekTopbT Ha akagemusata Andrzej Frycz Modrzewski B Kpakos,
MexlyHapoaHo TpueHane Ha rpagukara, Kpakos, Monwa.

2009 Harpapa Ha umeto Ha MpeHe un Metep Jltoasur, Buena, ABCtpus.

2008 Il Harpaaa 3a rpaduka,koHKypc Ha GoHpaLwms ‘Anous 3eHedensep’, fepManms.

2005 MbpBa Harpaja 3a rpadmka Ha KOHKYPC 3a MAaan XYAOKHNULM HA
doHpauma“ Ca. CB. Kupun n Metoanii, Copus.

2004 Grand Prix Ha 4-To Mex/yHapofiHo TpueHane Ha rpadmkara, Copus.

TBopuecku pe3naeHuun:

2013 Women's Studio Workshop, Hio Mopk, CALL.

20Mm Nelemakka Museum, ®uHnanaus.

2009 Frans Masereel Centrum, benrus.

2007 UY/ieH Ha APY)KECTBOTO Ha BUEHCKUTE XYA0XKHULIMN.

Darina Peeva is an artist, born 1972 in Bulgaria,based in

Bulgaria and Austria.

Education

2002-2003 Guest auditor at the University of Applied Arts, Vienna Austria.

1999-2000 Magister Artium Illustration and book design, University V.Tarnovo,
Bulgaria.

1993-1998 Pedagogy of Fine Art Education (Printmaking), St. Cyril and St. Methodius
University of Veliko Turnovo, Bulgaria.

1986-1991 National High School of Plastic Arts and Design “Academician Dechko
UzunoV’, Kazanlak, Bulgaria.

Selected solo exhibitions

2014 Exhibition Holograms , Renner-Institut, Vienna, Austria.

2012 Unnatural disaster, Gallerie G69, Graz, Austria.

2009 Biichse der Pandora,Galerie Forum Wels, Austria.

2009 Genetic, Passagegalerie Kiinstlerhaus, Austria.

Selected group exhibitions:

2022 Nature Space Garden, Wittgenstein house, Vienna, Austria.

2021 21th International Biennial of Graphic Art , Varna, Bulgaria.

2021 Provincialists, UBA, Schipka 6 Gallery, Sofia, Bulgaria.

2019 8th International Triennial, Sofia, Bulgaria.

2019 Tractatus Logus, Wittgenstein house, Vienna, Austria.

2017 Light Matter, Indiana University Bloomington, USA.

2016 Dynamische Zeichen, Kusnttempel, Kassel, Germany.

2015 Save the Dreams, Contemporary Bulgarian artists, Mundi collection, Italy.

2014 Tell me what you want / Darina Peeva / Michael Wegerer / Kiinstlerhaus
Vienna, Austria.

2014 New Summer Prints Exhibition, New York, USA.

2014 FAB Gallery, University of Alberta, Edmonton, Canada.

2013 “in.print.out - Grafik in/auswendig”, Kunstlerhaus, Vienna,
Austria.

2012 International Print Triennial, Krakow, Poland.

2011 Printmaking competition , Chicago Printmakers Collaborative, Chicago, USA

2011 “open your mind”, KroArt Galery,Vienna, Austria.

2010 ,multiple matters-Grafische Konzepte®, Kunstlerhaus, Vienna, Austria.

2009 Internationaf Print Triennial, Krakow, Poland.

2007 Exhibition by “ St.St.Kiril and Metody “ Foundation,National Galery,
Sofia, Bulgaria .

2006 M-TEL competition-exhibition, Gallery Shipka 6, Sofia,
Bulgaria.

2005 Walter Koschatzky Exhibition, Museum of Contemporary Art,

Vienna, Austria.
Selected Awards

2019 Special award, Litho Kielce/ Poland

2017 Grand Prix International Grafik Biennale, Armenia

2016 Honorable Mention/ Litho Kielce/ Poland

2012 Award of the Rector of the Academy of Fine Arts in Wroctaw, Int Print Triennial,
Krakow, Poland.

2009 Award of the Rector of the Andrzej Frycz Modrzewski Krakow University, Int
Print Triennial, Krakow, Poland.

2009 Irene und Peter Ludwig Award, Vienna, Austria.

2008 Senefelder second prize, Germany

2005 First price for graphics in the exhibition for young talents,,St. Kiril Metody”
Foundation, Sofia, Bulgaria.

2004 Grand Prix-4th International Print Triennial, Sofia.

Artists in Residence

2013 WWS - New York.

2011 Nelemakka Museum, Finland.

2009 Frans Masereel Centrum, Belgium.=

2007 Member Wiener Kiinstlerhaus, Vienna.




[lopa CnaBoBa e XyAoXHWK, pofieHa npe3 1968 1. B rp. Codus, bbarapus.
YKusee u paboTn B bbarapus. bakanasbp no n306pasnTenHo U3KyCTBo.

XyaoxecTBeHa JeHOCT:

0T 2000  YneH Ha Cbto3a Ha ObarapckuTe XygoxHuum. / CbX

ot 2007 YneH Ha [lpyecTBOTO Ha Oyprackute xynoxHuuu. /X

MU30paHn CamOCTOATENHN U3N0XKOM:

2016 3abpaHeHo 3a Beautapuaryym, fanepws ,Hecu"

2017 3akycka B Tugarm, Tanepus ,Hecn*

2018 Ha macata - otBopeHo cTyamo B CITE DES ARTS, Mapux

2019 [laHag -3ana Ha 1bX

2020 [eiictButeneH cnyyaii, fanepus ,Hecu*

2021 MutepseHumm - 3ana [1bX

MpoekTn:

2018 Kpbe - bX

2021 ApxuBy - LIeHTbp 33 CbBpeMeHHO M3KycTBO 1 6ubanoTeka, byprac
2021 [posuHymanmctn - CbX

2021 Hebe - [bX

2022 Cengu- LieHTbp 3a CbBPeMeHHO U3KycTBO U 6ubanoteka, byprac
2022 21- W3nox6a Tekctun, CbX

00w M310KO0M :

AHkapa , Typuus
diopeHums, Ntanuns

I gaHck, Nonwa

M36panu Harpagu:

2016 Btopa Harpaga Ha HaunoHaneH KoHKypc AJIMAHC, bbarapua

2017 [TbpBa Harpapa ApT koaax, [noBoms, bbarapua

2018 MbpBa Harpaga Ha ApT ranepus “One“Hio [xbpcu -bruanane ,MOPE®
2020 [TbpBa Harpaga 3a HEKOHBEHLMOHA/NIHO M3KYCTBO,

HALUMOHATHA N3TOXBA N30BPA3NTEIHO N3KYCTBO - CJINBEH

TBOpUECKN pe3naeHunu:
2018 CITE DES ARTS, MNapwx

Dora Slavova is an artist, born 1968 in Sofia, Bulgaria. Live and work in Bulgaria. Bachelor of Fine Arts

Artistic activity:

ot 2000

ot 2007

MEMBER OF THE UNION OF BULGARIAN ARTISTS

Member of Artist's Society-Burgas

Selected solo exhibitions

2016
2017
2018

2019

2020

2021

Projects:

NO VEGETARIANS, Gallery NESI, Burgas
BREAKFAST AT TIFFANY Gallery NESI, Burgas
AT THE TABLE OPEN STUDIO CITE DES ARTS, Paris

DANAYA - Artist's Society-Burgas

ACTUAL CASE, Gallery NESI, Burgas

INTERVENTIONS - Artist's Society-Burgas

2018

2021

2021

2021

2022

2022

PROJECT "CIRCLE", Artist's Society-Burgas
ARCHIVES PROJECT - Art Center Library
PROVINCIALISTS PROJECT , UNION OF BULGARIAN ARTISTS
SKY, Artist's Society-Burgas r
SELFIE PROJKCT, Art Center Library

21, Art Textile , UNION OF BULGARIAN ARTISTS

General exhibitions:

ANKARA TURKEY

FLORENCE ITALY

GDANSK POLAND

Selected Awards

2016 SECOND PRIZE OF NATIONAL COMPETITION ALLIANCE , BULGARIA

2017 FIRST PRIZE ART COLLAGE PLOVDIV ,BULGARIA

2018 FIRST PRIZE "ONE" ART GALLERY FIRST AWARD NEW JERSEY BIANALE "SEA"
2020 FIRST PRIZE FOR UNCONVENTIONAL ART, ,SLIVEN, NATIONAL EXHIBITION
Artists in Residence .

2018 CITE DES ARTS, Paris
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