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2017 marks the roth anniversary of the
admission of Bulgaria and Romania into
the European Union. The anniversary
has become an occasion for balances,
conferences, round tables and reports.
But all of these inquiries fail to give us

a clear answer to the questions: Are 10
years enough, have we become Europeans
during this period, and what does

this really mean within the dynamic
geopolitical landscape of today?

Plovdiv and Timisoara are two cities
which have won the prestigious title

of European Capital of Culture and
simultaneously pass through the
challenging and exciting experiences

of the EU's largest cultural project.

The anniversary of this European
membership coincides with the most
dynamic phase of the preparation

in Plovdiv, as well as with the initial
preparatory work in Timisoara.
Throughout this difficult process, the two
cities will encounter European maturity
and gain experience from society and the
institutions of both countries. In order
to achieve their new goals, to change
established models and stereotypes, they
will use cultural resources to pave the
way for even the most immovable public
attitudes and to fulfil their mission of

introducing suitable European practices
and models within the local context.
Although there is no universal criterion
for measuring their success, both cities
are relatively close and share a similar
destiny. However, the two countries they
represent are particularly unique and
infinitely different, just as the European
culture is in its entirety.

Plovdiv 2019 and Timisoara 2021 have
united in order to further get to know
each other and briefly present the
development of the cultural scenes in
Romania and Bulgaria, ten years later.
Designed initially as an informative
brochure, this initiative has gradually
grown into an extensive anthology,
following a clear and simple format —
10x10 —, where ten authors from both
countries share their views on the
progression and change during this ten
year period, focusing on ten different
areas of culture. Its purpose is to give a
general idea of the processes that took
place within the cultural spheres of these
foreign countries. The joint effort is

also an opportunity for the two cities to
present the European Capital of Culture
as a national initiative, whose aim is just
as overwhelming as the very philosophy
of an EU membership.

BG

Mpes3 2017 roguHa ce HaBbpieat 10 rogMHK OT NPUEeMaHeTo Ha
bbnrapusa n PymbHMa B EBponenckus cbtos. loguilHuHaTa ce
npeBbpHa B MOBOZ, 32 paBHOCMETKU, KOH(DEepPeHLMN, KpbITiM Macu 1
Joknagun. Ho BCnyku Tesn aHanusu He ycnseart fa gagar eqHOo3HaueH
OTroBop Ha Bbrpoca: MHoro unv manko ca 10 roguHun, ocb3Hanum nu
CMe ce KaTo eBponenLn 3a To3n Nnepuos U KakBO 03HayaBa BCbLUHOCT
TOBa B AMHAMUWYHUA reononMTUYECKM nensax gHec?

MnoegyvB n TuMnLoapa ca ABaTa rpajia HOCUTENY Ha NMpecTuXHaTa
TuTna EBponericka cTonuua Ha KynTyparta, KOMTO MMHaBaT noYvtu
eJHOBPEMEHHO Npes3 npean3BuKaTeHUs U BbJIHYBaLL, ONUT C HaW-
rosieMmmna KynTypeH npoekT Ha EC. NoguwHnHaTa oT eBpONencKoTo
YNIEHCTBO CbBMagHa C Har-gMHaMu4yHaTa asa oT Nogrotoekara

Ha MNMnoBAmB 1 ¢ HayanoTo Ha pa6oTaTta B Tumuwoapa. B To3u

HeseK NnpoLec ABaTta rpaja ca Ha NbT Aa M3NuUTaT Ha NpakTuKa
eBponeinckaTta 3pssiocT M ONUT Ha OBLLLECTBOTO U HA MHCTUTYUUNUTE B
[BeTe Abp)KaBu; Aa NOCTUrHAT CBOMUTE HOBU BOLOLENN; Aa MPOMEHAT
yCTaHOBEHWN MOLENM 1 CTEPEOTUNY; CbC CPeACcTBaTa Ha KynTypaTta ga
NponpaBsaT NPOXOAM U B Hal-HenpobruBaemMuTe 06LLEeCTBEHN Haracy;
Ja U3MbHAT MUCKATA CU U fa BbBeaaT fobpuTe eBponenckm
NPaKTUKN U MOLENN B MECTHUSA KOHTEKCT. HsimMa yHMBepcaneH
KpUTEpWIA, C KOMTO Aa ce n3amepu ycnexsbT uMm. Makap ga ca 651130

M fa cnofensit cxofHa uctopuyecka cbaba gBarta rpaja u aBeTe
ObpXXaBu, KOUTO Te NPeACTaBAT, Ca YHUKaIHW, HEMOBTOPUMMN U
6e3KpaiiHO pa3/siMyHK, TOYHO KaKBaTo e U eBponenckaTta KynTypa B
CBOSATa LUAMOCT.

Mnoegme 2019 n Tumnwoapa 2021 obepmHMxa ycunus, 3a ga ce
OMNO3HasAT B3aMMHO ¥ fila NPeACTaBAT Npes, BbHLIHNUS YnTaTen
HaKpaTKo KYNTypHUTE cLeHn B PyMbHUS 1 Bbarapmsa gecet roguHu
No-KbCHO. 3aMuMcrieHa MbpBOHaYyanHo Kato nHbopmMaumnoHHa
6poLuypa, pa3pacHasna ce NoCTeneHHO [0 06eMncTa aHTo1I0rus, Tasu
nyéavkKaums cnensa npocT n siceH popmat - 10X10. JeceT aBTopa



The similarities and differences

between them emerged during the very
coordination of the publication, with the
same clarity that can be found in both
texts. It is evident that ten years proved
to be the exact time necessary to raise
confidence and courage, to learn more
about ourselves and each other, and to
communicate this knowledge to others.

Svetlana Kuyumdzhieva
Artistic Director Plovdiv 2019 Foundation

OT BCsIKa Abp)XaBa CMofensaT cBoATa rfiefHa To4Yka 3a pa3BUTMETO
M NPOMEHUTE B AeCeT passimyHu chepu Ha KynTypaTa npes To3u
nepuog. Llenta 1 e na gafe makap 1 o6Lla nbpBoHavasnHa npeacraBa
3a MpoLecuTe, KOUTO NPOTMYAT B Ky/ITypaTa Ha Te3n Heno3HaTu 3a
MHO3MHa gbp)KaBu. CbBMecTHaTa MHMLMaTUBa € U Bb3MOXHOCT

3a ABaTa rpaja fa npeacrtaBsTt EBponeiicka cTonuua Ha KynTypara
KaTO HauCTMHa HauMOoHasHa Kay3sa, YMSTO LieNl e TOYHO TOJIKOBa
HapgJ/10KasHa, KOJIKOTo 1 camarta dunocodus Ha YneHcTBoTO B EC.

CxopcTBaTa M pa3nnuunsita moMexay UM ce oyepTaxa B camaTa
KOOpAUHALMS Mo peannsnpaHeTo Ha Tasu Ny6ymKaLusa cbe cblliata
APKOCT, C KOSITO Ce YeTaT M B TeKCTOBETE B A1BeTe i1 YyacTu. Ho ABHO
JleceT roguHN ce okasaxa TOYHO HEOBXOAUMMUAT Nepuo, 3a Aa
HabepeM caMOYyBCTBUE Y CMEJIOCT, ia Ce O6GbPHEM eAnH KbM APy,
[la Hay4yuMm rnoseuye 3a cebe CU 1 [a pa3KaXKeM M Ha ocTaHasuTe.

CseTnaHa Kyloma)xueBa
ApTtucTtuyeH Oupektop, PoHgaums MNMnoegme 2019
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Two European Capitals of Culture -
Plovdiv 2019 and Timisoara 2021 — have
joined their will to create a collective
volume to highlight the common
richness and diversity of Europe, and

to give a voice to the artists and people
working in culture in these places in the
context of a heavily challenged Europe.
Two countries, Bulgaria and Romania,
celebrate in 2017 ten years since they
have joined the European construction,
with turbulent changes and reforms,
failures and achievements.

A dream at which they aimed decades
ago, the European Project is confronted
today with a deep crisis of values:
migration and refugees, lack of
confidence in democratic institutions,
populism, raise of nationalism. The
fragile European construction seems

to need more than ever inspiration,
flexibility, reconnection with its basic
principles, assumed participation of its
citizens in political decisions, courage,
optimism, energy, that is, the ingredients
which led it at the beginnings. Today,
within the new global context, more
integration than ever is needed. And
culture must and can take over this role;
it can create bridges of dialogue and

exchanges. Culture is made by and for
people.

In this context, Timisoara and Plovdiv
have taken the courage to bring people
together to what the road of making two
European Capitals of Culture means,
repositioning the common values of
Europe. The situation of our continent,
10 years after the two countries have
joined the EU, requires a new type of
dialogue and a critical, yet constructive
attitude of its citizens to reinvent the
Europe we are dreaming about. The two
cities have assumed the role of cultural
leaders, not only in the name of the
citizens they are representing, but also

in the name of Europe; and not only in
2019 and, respectively, in 2021, but long
after that, as the legacies of the European
Capitals of Culture years will last forever.

The present volume offers different views
of the past decade, 10 in Bulgaria and 10
in Romania, an overall look on how these
two countries went through their first
decade of the EU integration process.
However, as the landmarks of cultural
history cannot be roughly established,
the 10x10 contributions are flexibly

moving in time, sometimes crossing

RO

Doua capitale europene ale culturii — Plovdiv 2019 si Timisoara 2021
- si-au unit fortele intr-un volum colectiv pentru a sublinia bogatia

si diversitatea comune Europei si a da glas artistilor si oamenilor

de cultura ai acestor locuri in contextul unei Europe greu incercate.
Doua tari sarbatoresc, in 2017, zece ani de la intrarea in constructia
europeang, cu tumultuoase schimbari si reforme, esecuri si realizari.

Un vis la care acestea au aspirat cu decenii in urma, Proiectul
European, se confrunta in ziua de azi cu o profunda criza a valorilor:
migratia si refugiatii, scaderea increderii populatiei in institutiile
democratice, populismul si nationalismul. Fragila constructie
europeana pare sa aiba nevoie mai mult ca oricand de inspiratie,
flexibilitate, reconectare cu principiile fundamentale, participare
asumata a cetatenilor la deciziile politice, curaj, optimism, energie,
adica de elementele care au calauzit-o la inceputuri. Astazi, in noul
context global, este nevoie de o mai mare integrare. lar cultura poate
juca un nou rol, poate cladi punti de dialog si schimburi. Cultura este
conceputa de si pentru oameni.

in acest context, Timisoara si Plovdiv si-au asumat curajul de a atrage
oamenii spre ceea ce inseamna drumul catre doua capitale europene
ale culturii, care au menirea de a readuce valorile comune ale Europei
in centrul atentiei. Situatia continentului nostru, la 10 ani de la aderarea
in Uniunea Europeanad, impune restaurarea artei dialogului si a unei
atitudini critice, insa constructive, pentru a reinventa Europa la care
visdm. Cele doua orase si-au asumat rolul de lideri culturali, nu doar

in numele tarilor pe care le reprezinta, dar si al Europei, si nu doar in
2019 si, respectiv, in 2021, ci si mult dupa aceea, pentru ca mostenirea
capitalelor culturale europene va ramane pentru totdeauna.

Volumul de fata propune perspective diferite asupra ultimului



the 2007-2017 period and questioning
various movements on the Bulgarian and
Romanian cultural scenes in their full
development.

The readers will find analyses dedicated

to film, visual arts, architecture, design,
literature, media, publishing, photography
and theatre, introduced by an ample

text meant to set the context. The 10x10
authors succeed to highlight various
analyses concerning certain fields about
which many things were written in the
past decade, from overall perspectives
about a certain field of culture to personal

testimonies and niche stories.

The anthology is far from being an
exhaustive report or a classical historical
overview of a decade of cultural life of the
two countries, though. It is rather about
10x10 personal perspectives suggested

by Plovdiv 2019 and Timisoara 2021, two
entities which have assumed the journey
of becoming European Capitals of Culture
and leaving behind a legacy for a more
stable and more integrated free Europe.
The volume is therefore a tribute to those
who have contributed to this freedom.

Simona Neumann

Director-General Timisoara 2021

deceniu, 10 din Bulgaria si 10 din Romania, o privire de ansamblu
asupra modului in care au traversat cele doua tari primul deceniu al
integrarii in Uniunea Europeand. Ins&, cum bornele istoriei culturale
nu pot fi asezate ,brutal”, cele 10x10 contributii se misca generos

pe axa timpului, extinzand adesea granitele intervalului 2007-2017 si
investigand diferite miscari prezente pe scenele culturale din Bulgaria
si Romania in intreaga lor desfasurare.

Citiorii vor regasi in volum analize dedicate filmului, artelor vizuale,
arhitecturii, designului, literaturii, mediei, publishing-ului de carte,
fotografiei si teatrului, prefatate de un amplu material introductiv menit
sa aseze datele in context. Cei 10x10 autori reusesc sa aduca in prim-
plan analize variate asupra unor domenii despre care s-a scris mult in
ultimul deceniu: de la perspective panoramice cu privire la un anumit

domeniu al vietii culturale pana la marturii subiective si povesti de nisa.

Antologia este departe de a se constitui intr-un raport exhaustiv

sau intr-o istorie clasica a unui deceniu de viata culturald a unui stat
membru al UE: putem mai curand sa vorbim despre 10x10 perspective
subiective propuse de céatre cele doua entitati — Plovdiv 2019 si
Timisoara 2021 — care si-au asumat calatoria crearii celor doua
Capitale Europene ale Culturii si @ mostenirii pentru o Europa libera
mai integrata si mai stabila. Volumul este, prin urmare, un tribut adus
tuturor acelora care au contribuit la aceasta libertate.

Simona Neumann
Director general Timisoara 2021
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Dimitar Stoyanovich: Let’s
begin with the fundamental
question: Bulgaria has been a
member of the European Union
for ten years now — what has
this decade brought and what it
hasn’t to the country and to us,
the Bulgarians?

Haralan Alexandrov: We can approach
this topic from a few different angles. The
infrastructural approach is a favourite
one among the politicians. The idea is
that the material infrastructure of the
country is beginning to approximate the
European and this process will somehow

result in the expected Europeanisation.

European sophistication and culture
will flow together with the cars on

the new motorways. This “transport”
hypothesis might turn out to be valid
to a much larger extent than I expected.
The motorways and the low-cost airlines
transformed Sofia and Plovdiy, together
with Varna and Burgas, into sought-
after tourist destinations. As you have
certainly noticed, the streets and the
pubs we remember from our childhood
are already populated with noisy
English-speaking, Spanish-speaking
and other young foreigners. This is
beneficial for the country, although I
personally see myself deprived from
access to my favourite bar, completely

BG

Oumutbp CTosHOBUY: Heka 3ano4yHeMm oT
6a3oBusA BbNpoOC: cnep aeceTt roguHN B
EBponeickus cbio3 KakBoO ce ciyuu ¢ bbnrapus
M Hac, 6bArapuTe, U KakBO He ce cnyun?

XapanaH AnekcaHZpoB: Bb3MOXHM ca HAKOJIKO MOAX0A4a
KbM Tasu TeMa. Han-nonynsapeH cpef nonntuumTte e
NMHbPaCTPYKTYPHUAT noaxod. MaenTa e, ye matepuanHarta
MHPpPaCTPyKTypa Ha cTpaHaTa 3anoysa fa ce
JobnuxaBa [0 eBporneiickaTa U OT TOBa HSIKaK CH Liie
npousTeye eBponensaunsTa. LLle notekat no HoBuTe
MarucTpanv eBponencka LUMBUIN30BaHOCT U KynTypa.
»TpaHcrnopTHaTa" xMnoTesa Lie B3eMe [a Ce OKa)ke BspHa
B MO-TofiiMa CTeMeH, OTKONKOTO oYyakBax. Maructpanute
N HUCKOBOKETHUTE aeponuHUmM npeBbpHaxa Codusa

u MNnoeaue Hapep ¢ byprac n BapHa B enaHu
TYPUCTUYECKU AeCTUHAUNN. KakTo CbC CUMYPHOCT CU
3abensisan, ynmumuTe Ha HaleTo AETCTBO U KpbYMUTE, B
KOWUTO CMe n3pacnu, Beye ca OKynupaHu oT LWYMHW aHrno-,
ncnaHo- 1 Npoyee roBopsiLLM Mnagm xopa. ToBa e gobpe
3a CTpaHaTa, BbMNpekn Ye B JINYEH NaH 3arnoysam Ja ce
npexmnBaBam KaTo rybeLy, no cunarta Ha npocTusi ¢hakT, ye
He Mora fia ce BpeAs B Nto6uMunsi cu 6ap oT orpomMHara
yy>Koe3nyHa TbJina, KosiTo ro e o6ceduna. Ho Taka nnu
MHaye ToBa ce cnyun, Codus, NMnosane, byprac, BapHa ca
Ha KapTaTa Ha eBpOMNencKnTe rpasoBse.
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Haralan Alexandrov & Dimitar Stoyanovich

Introduction
BbBegeHune

—
~

packed with people — a foreign crowd
which has taken it over... Anyway, this
has happened: Sofia, Plovdiv, Varna and
Burgas are already on the European city

map.

D.S.: I see your point. In a
strange “transport” way, the
latent Bulgarian belonging to
Europe which has always existed,
if we look at the matter from

a historical and civilisational
point of view, suddenly emerges
at the forefront, defeating the
aggressive provincial greyness of
socialism. The presence of “the
European” on the streets of Sofia
or Plovdiv changes the social
culture attitudes.

H.A.: That’s right. The European part of
our cultural identity has been liberated
and invigorated by the tourism market,
beginning to take over our oriental
identity, and it is likely to experience
further development. There is something
else as well. I think that the ugliness
epidemic — our intense desire to deface
the most beautiful places in Bulgaria

by pouring concrete over them — is
slowing. I am referring to the crazy

and uncontrolled construction boom,
which started at the beginning of the
post-1989 transition period and literally
materialised and visualised the vulgar
inner world of its creators. Miraculously,
the urban European spirit defeated this
barbarian impulse and, if we are lucky, it
might even completely eradicate it. I am
talking about cultural transformations
in a broad sense — mentality, worldviews,
social organisation, interpersonal
relationships and so on. In my opinion,
we are going through a very interesting
period of crisis and rearrangement of
the elements of our cultural identity,
which can progress in very different and
unexpected directions. Or maybe we
should not think of this as a temporary
phenomenon, but as a sustained hybrid
situation, typical for all peripheral
cultures: the tense ambivalent attitude
towards the high European civilisation:
finding out how much of it we like, how
much we do not like, which part of it
we want to accept and which part — to
refuse.

D.S.: In this line of thought, the
other big question would be the
identity issue, or rather what
issues we need to overcome in

Pas6upam Te3ara Tu. [0 HAKaKbB CTpaHeH
»TPaAHCMOpPTEeH" HAUMH Ta3u NlaTeHTHa
6barapcka npuHagieXxHocT KbM EBpona,
KOSAITO U B UICTOPUYECKU U B LUBUIN3ALLUOHEH
nnaH BMHaru e 6una TyK, U3Be4Hb)XX 3ano4yea
Aa U3n13a Ha NpepeH NnaH, HagaensaBanku
Hap, arpecMBHaTa NPOBUHLMANIHA CUBOTA Ha
couuanusma. NpucbcTBueTo Ha ,,eBponeeua”
no copMncKuTe UM NNOBAUBCKUTE YINLU
Hanara npoMsiHa B HpaBUTe U LsanaTa
obw,ecTBeHa KynTypa.

ToyHo Taka. EBponenckaTa yacT OT HallaTa KynTypHa
NOEHTUYHOCT e ocBoboAeHa U AUHaMU3npaHa ot
TYPUCTUYECKMSA Nasap, 3anoysa fa B3numa rnpesec

HaJ, OpMeHTasickaTa 1 BEPOSATHO LLe NPOAbIXKU Aa

ce passuBa. Mima 1 Helwo gpyro. Mucnsa cu, 4ye seye
npeMunHaBa enuvemMusaTa Ha rposotaTa — HEMCTOBUA
CTpemex fa 6eToHMpamMe 1 3arpo3nM Hai-kpacuBuTe
MecTa B bbnrapus. Mmam npeasug 65CHOTO U
pasto3faHo CTPOUTESICTBO OT Ha4yanoTo Ha rnpexoja,
KoeTo 6yKBasfiHO MaTepuanuaupa v Busyanuampa yborus
BbTpeLLEeH CBAT Ha CBOUTe Cb3gaTtenn. Ho no HAKakBo
4yy[0 rpafCKUAT, eBPONENCKN AyX YAbpXa Ha BapBapCKus
NPUCTBM 1 NPU WACTIMBO pa3BUTMe AOPU MMa LIaHC fa
B3eMe Bpbx. CTaBa Ayma 3a KynTypHuTe TpaHchopmauun
B LUMPOKMSA CMUCHJ1 — MaHTaNNTETa, 06SICHEHUsITa 3a
CBeTa, couunanHaTta opraHmsaLms, YOBELLIKUTE OTHOLLEHUS
n np. Cnopep MeH npeMnHaBamMe npes3 MHOro UHTepeceH
nepuop Ha Kpusa u npenogpexaHe Ha KynTypHara
NMOEHTUYHOCT, KOATO MOXe fla NoemMe B pas/inyHu u
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order to connect to the European
identity once and for all.

H.A.: Firstly, we must overcome or
rather cure ourselves from the traumatic
attitude towards the Ottoman period

of our history. I am not suggesting

that we must like it, but if we try to
comprehend its significance outside of
the nationalistic canon and integrate it
within the narrative of our identity, it
will be much easier to find our place in
modern civilisation. But it seems that
touching on this issue is still painful and
the topic remains trapped in ideological
clichés. In this sense, we are stuck
halfway through our history. The cultural
trauma inflicted by socialism and earlier
national catastrophes will be healed
only when we feel secure enough to
reconnect to our past, without denying
or glorifying it. If we kick the habit to
conceal a part of the truth for the sake
of our own comfort, the process of the
rediscovery of our European identity will

develop more successfully.

D.S.: I sense in you a dose of
certainty that, after all, we will
find our place in history and the
sense of belonging of our value

system...

H.A.: At the moment, an intensive
process of a reassessment of the national
identity within the context of European
culture is taking place. It is facilitated by
the experience of living abroad, chosen
by a great number of Bulgarians, many
of them young and proactive. For the
first time in our history, so many people
have the opportunity to travel freely
across Europe, to work in different
places, to study at European universities
and this is one of the benefits of the

EU membership. These people acquire
first-hand experience of what it means
to be Bulgarian and European at the
same time, to be a European citizen
from a poor country; to be somewhere
halfway on the road to integration in the
global civilisation. These compatriots
begin to rediscover Bulgaria and to
reassess its culture in the new light of
their experience. This helps them to
connect with the country in a new, better
informed, more balanced and healthier

way.

D.S.: I agree with you. Moreover,
there is a relatively recent
impression of Bulgaria as a place

HeoYyaKBaHU NMOCcoKu. A Moxe 61 He TpsGBa Aa ro MUC/TUM
KaTo HeLlo BPEMEHHO, a KaTo yCToMYMBa XMbpugHa
CUTyaLus, XxapakTepHa 3a nepudepHnUTe KynTypuy: ToBa
HarnperHaTo aM6yBaneHTHO OTHOLLUEHME KbM BMCOKaTa
eBporeicka UMBUIN3aLnsa — KOJIKO OT Hesl xapecBaMme,
KOJIKO HE XapecBaMe, KOMIKO U KaKBa 4acT OT Hesl CKame
Ja npuemMame v KakBa uckame fja OTXBbpIIvM.

OpyraTta ronsima TemMa B TO34 pef, Ha MUC/N 6U
TpA6Bano aa e ugeHTUYHocTTa. U no-ckopo
OHOBa, KOeTo TpsibBa Aa npeojoneem, 3a a
ce CBbpPXXeM OKOHYATesHO C eBporneicKaTa
MAEHTUYHOCT.

Ha nbpBo MsicTo Tpsi6Ba @ NpeososieeM, Un Nno-CKopo
[a ce usnekyBame, oT TPaBMaTUYHOTO OTHOLLEHUE KbM
OCMaHCKMs Mepuog, B HallaTta uctopusi. He kassam,

ye TpsiIGBa fla ro xapecBaMe, HO ako ce onuTame ja ro
pas6bepeM OTBbJ HaLMOHANUCTUYECKNS KaHOH 1 a ro
MHTerpMpame B paskasa 3a HallaTa MAEHTUYHOCT, e
HW € MHOTO MO-JIECHO Jia Ce BNuLeM B CbBpeMeHHaTa
uMBUIM3aLms. Ho SBHO JOKOCBaHeTO O Tasn Tema

BCe OLLe e 60Me3HeHO 1 TS 0OCTaBa 3aTBOPEHa B
nheonornyecku Knuwera. B Tosm cmucbn ce Hammnpame
no cpefara Ha uctopusaTa. KynTypHuTe TpaBMu OT
TOTanuTapuama v oT NpeauLLIHUTE KaTacTpodu e 6baat
N351eKyBaHU, KOraTo 3arnoyHeM Aa Ce CBbp3BaMe C
MMWHANIOTO CMOKOWHO, He OT Mo3uLMsATa Ha OTpUYaHE Un
Bb3BeNMYaBaHe. AKO ce 0CBOGOAUM OT BPELHUS HAaBUK
[a npeMbliyaBaMe YacT OT UCTUHATA 33 COGCTBEHO
yLO6CTBO, NMPOLIECHT Ha NPEeOTKPMBaHe Ha HallaTa
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where one can lead a relaxed
and even perhaps decent life;
one knows what is like to live
abroad, but is free from the
“inferiority” complex which
tormented us so badly before we

joined the EU.

H.A.: Precisely. The degree of this
yearning for positive identity varies
according to the potential and the
abilities of the specific individual and

of the community. It can range from the
touching rediscovery of the national folk
dances to the desire of keeping the spaces
around people’s houses tidy and pleasant.
I see many well kept gardens and pots

of flowers on people’s window sills and
balconies — I take this as a sign that more
Bulgarians accept this country as their
home, not as a hateful territory which
must be robbed, left and forgotten. Since
people are regaining control over the
physical space surrounding them, soon
they will want to regain control over the
public life as well.

D.S.: From a historical point of
view, ten years are too short a
period, but it seems that the
first decade of Bulgaria’s EU

membership has been extremely
important, symbolically and
psychologically, no matter how
long the future process is going
to be.

H.A.: Of course. The simple fact that

we do not have to stand in the non-EU
queues at the airports, that we can travel
using our Bulgarian ID cards, is boosting
our self-confidence. We are no longer
automatically rejected, suspected and
despised as shady Balkan individuals,
and this allows us to connect with our
own brighter Balkan identity. This
identity, of course, will remain Balkan,
but on a more European scale. At the
moment, the community is mobilising
all its resources to construct this new
identity. Regardless of what the prophets
of the national apocalypse tell us, this
time the world is on our side. Unless
this healing process of self-knowledge

is attacked, blown up or betrayed from
the inside, it will inevitably lead to a
cultural transformation. And to a more
profound, better informed and not so
much ideology-laden perspective of the

big world and of our valuable place in it.

D.S.: However, there is another

eBpOI'IeIZCKa NOEHTUYHOCT LWe ce pa3Bue Mno-Criosly4simeo.

Ycew,am y Te6 nasectHa y6efeHocCT, ye B
KpaiiHa cMeTKa Li,e HaMepUM CBOETO TOUYHO
MSAICTO B UCTOPUATA U LLEeHHOCTHATa HU
NpUHaAJIeXXHOCT.

B MOMeHTa ycuiieHo Teye npoLiec Ha NPeocMUCsiHE

Ha HaLMOHanHaTa AEHTUYHOCT B KOHTEKCTa Ha
eBponerickaTa KynTypa. OCHOBHUAT pecypc 3a ToBa

€ OMUTBT OT XXMUBOT U3BBH CTPaHaTa Ha OrPOMHO
KOJIMYeCcTBO 6bJirapy, MOBEYETO OT KOUTO ca MS1agm U1
aKTUBHW. 3a MbPBU MbT B HallaTa UCTOPUA TOJIKOBA
MHOIO XOpa MMaT Bb3MOXHOCT fia MbTyBaT CBO60AHO

B EBpona, fla paboTAT Ha pa3NnyHKU MecTa, fa ydaT

B €BPOMNENCKN YHUBEPCUTETH, U TOBA € ejHa OT
NpuBWUIErnnUTe OT YNeHCcTBOTO B EC. Te umart 6orat

ONWT OT MbpBa pbKa KakBO 03HaYaBa Aa Cy 6bJIrapuH u
eBporeel eIHOBPEMEHHO; ia CU rpaXkaaHunH Ha EBpona,
HO OT 6eflHa AbPXKaBa; la CY HsIKbAE Mo cpefaTa Ha

NbTA B MHTerpauuaTa B rnobanHarta UnBmnnsauus. Tesu
HalLX CbHApOAHMLM 3anoyBaT fa NpeoTkpueat bbarapus
1 Aa NPeoCMUCTAT HelHaTa KynTypa UMEHHO oT
repcrekTuBaTa Ha To3u onuT. U fa ce cBbp3BaT C Hes Mo
HOB, No-MHMOPMUPaH, No-6anaHcupaH 1 34PaBOC/IOBEH
HaYMH.

CobrnaceH cbM c Teb6. OLLe noBeye, 4e UMa egHoO
CpaBHUTENTHO HOBO yceliaHe 3a bbarapusa kato
MSACTO, KbZA€TO MOXKXELU Aa BOAMULU CMIOKOEH U
BOPU AOCTOEH XXMBOT, 3HAENKMN KaKBO Te YaKa
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fundamental question: what
will happen after these first ten
years?

H.A.: The moment we relax about who
we are and why we are the people we are,
we will have to decide what to do with
our country, which is wonderful to live

in but dangerously depopulated. We need
to invite people, to welcome them, but
we must learn how to live with them. The
sullen attitude towards migrants aptly
demonstrates that this will not be an easy
process. However, the cultural change

is happening and its marks are visible
everywhere. Patrons flock to the theatres,
bookshops multiply and Bulgarian films
are made. A noticeable urban culture

is emerging; the youth subcultural life

is flourishing. City municipalities have
learned to act as adequate partners

in this spontaneous process — Sofia’s

cultural calendar, rich in events, and the
resurrection of the “Kapana” as Plovdiv’s
artistic hub are apposite examples. The
gloomy forecasts for total victory of
vulgarity, the “chalgisation” (translator’s
note: “chalga” is an infamous pop-folk
music genre, combining ethno musical
motifs with vulgar lyrics and licentious
appearance of the singers) did not
materialise, high culture turned out to be
surprisingly resilient. In the wake of the
disaster, civilisation is slowly returning to

our land. So, I am a moderate optimist.

HaBbH, HO JIMLLIEH BeYye OT KOMIMJIeKCUTe Ha
Tasu ,BTOPOPa3pAQHOCT", KOATO HU Mbyelle
TONIKOBA MHOIO NpeAy NpUeMaHeTo HU B
EBponeickus cbio3s.

MMeHHO. To31 KOMHEX Mo NO3UTUBHA UAEHTUYHOCT
Bapvpa crnopej Bb3MOXHOCTUTE M KanauuTeTa Ha
CbOTBETHMUSA YOBEK M 06LHOCT. OT TporaTesiIHOTO
3aBpblllaHe Ha XopaTa 1 pbyeHuULMTe 40 CTPEMEXa Aa
nogpeamil U paskpacuil NPOCTPaHCTBOTO OKOJI0 loMa
cu. Bce no-4ecTo BMXAaM NoaabpXKaHW rpaguHKu 1
CaKCUU C LiBeTS, OKauyeHu Ha npo3opuuTe. Narnexna Bce
noseye 6barapu npuemMar, ye ToBa € TEXHUAT A0M, a He
oMpasHa TepuTopusi, KOSITo TpsbBa Aa 6bae orpabeHa,
HanycHaTa v 3abpaBeHa. Cref, kaTo 3anoyeart a cu
BpbLUAT KOHTPoNa BbpXy G13NYeCKOTO MPOCTPAHCTBO,
CKOPpO LLie NoucKaT Aa Ch BbPHAT U KOHTPONa BbpXy
Ny6ANYHNSA KMBOT.

LeceT roguHu ca TBbpAe YCIOBEH NepUo,

OT UCTOpPUUECKA rNeHa TOUKa, HO KaTo ye

NV Te3n MbpBU AeceT 6bArapcku roguHu B

EC ca U3KouYnTeTHO BaXXHU, CUMBOJIHO U
NCUXONIOrMYECKU BaXKHU, KOJIKOTO U AbAbr Aa e
NpeACTOALLMAT npoLec.

Pas6upa ce. CamuaT haKT, Yye Ha NeTULLLETO TU e
CMEeCTEHO [la Ce peAuLL Ha onallKaTa 3a HeeBponenun un
MOXXelW Aa NbTyBall cCaMo C JInYHaTa CU KapTa, Bevye Tu
[laBa [Ipyro camo4yBcTBMe. Beue He cMe aBTOMATUYHO
OTXBbpPJIEHN, 3aN0403PEHN U NPE3PEHN KAaTO TbMHU
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6anikaHCKKN Cyb6eKTU, KOeTO NO3BOJIABA Aja CE CBbPXKEM

C HallaTa no-ceeTna 6ankaHcKa CbLHOCT. TA, pasébupa
ce, Le Npoab/Xu aa e 6ankaHcka, Ho B No-eBponenaHus
pernctbp. B MomMeHTa 06WHOCTTa MOGUNN3MpPa BCUYKM
pecypcu 3a KOHCTpyMpaHe Ha Tasu HoBa UAEHTUYHOCT.
KakBoTO 1 1a roBOPSIT NPOPOLINTE Ha HAaLMOHAa HUSA
anoKasnurncuc, To3u NbT CBETHT € Ha Halla cTpaHa.

AKO TO3M NpoLec Ha 03apaBUTENIHO ceGerno3HaHne He
6bjle aTaKyBaH, B3pUBEH WM NpefafieH OTBbTpe, To
Hen36eXXHO Le AoBeAe A0 KyNTypHa TpaHcdopmaums. U
[0 efiHa No-3aA4bn604YeHa, No-MHGopmMmupaHa, He ToNIKoBa
naeosiormampaHa NepcnekTMBa KbM rofnemMus CBAT U
HaleTo AOCTOMHO MACTO B Hero.

Mma obaue u eguH apyr, 6a3aMcHO BaXkeH
BDBMPOC: KaKBO NPeACTOU fia ce C/yuu cnep,
Te3u NbpBU AeceT roguHn?

B MOMeHTa, B KOWTO Ce YCMOKOMM OKOJI0 TOBa KOU CMe

1 3alllo CMe TaKMBa, e TpsAbBa Aa pelurMM KakBo Ja
npaBUM C HallaTa TepuUTopUs, KOSITO e TBbpAe Ao6pa

3a XXuBeeHe, HO e onacHo obesntogeHa. Heobxoamumm

ca Xopa, KoMTo fla 6bAaT NoKaHeHU Aa XUBEAT TyK, U

HVe TpsibBa [a Ce HayuyMM [a CbhXXUTeSICTBaMe C TAX.
MpUCKBbPEHOTO OTHOLLIEHWE KbM MUIPaHTUTE NOKasBa, Ye
TOBa HsIMa Aa e JieceH npouec. Ho KynTypHaTa npoMsiHa
BeuYe e B X0/ U HellHWUTe 6eie3n ca HaBCAKb/e OKOJ0
Hac. TeaTpuTe ca MbJIHW, KHUXXAPHULMTE Ce MHOXaT,
cHMMaT ce 6bnrapcku punmu. NosiesBa ce BUANUMA
rpagcka KynTypa, npoubdTaBa MAafgeXXKUAT CyOKynTYpeH
>KMBOT. OBLUMHCKMTE B/IAaCTU Ce Hayuuxa fa naptHupar

Ha TO3M CMOHTaHEH MNPOoLeC — KOHKPETHW NpUMepK ca
60raTuaT KyNnTypeH KaneHgap Ha Codus, Bb3KpbCBaHETO
Ha KanaHa KaTo apTUCTMYEH LeHTbp Ha [MnoBame u
MHOro Apyru. MpayHuTe NPOrHo3u 3a NoBCEMECTHA
Yyanrusauusi He ce ornpaBpaxa, BUcokaTta KynTypa ce
OKasa M3HeHafBalo yctonumea. begcremeTo 3anoysa
Ja oTWyMsBa, UMBUIM30BAHOCTTa 6aBHO Ce 3aBpbLua no
HalwuTe 3eMU. Taka Ye a3 CbM YMEPEH ONTUMMCT.



:smcmeonxEEN.wmo&quoxm:<Im:QOx m::w_.,\mmpm A<v
Y2100UPL0JS ADJIUICT & AOPUDXI]Y UDDIDE] uononpoxnuy d

Kapana Creative District, 2016

visitkapana.bg
Courtesy of Violeta Dincheva

Plovdiv 2019 Foundation




ootece’

e e e e e e

g, S
wﬁ%% M egodLMnnly eaagoHa | 81g.108AhOWED.0G0H 0.— OHUN.0L0MOdeIIrag /l_u
DAQAJIUIL(] PAIA0UIL) BUIDULD UeLIeS[ng oY) JO 30Uspyuod-J[35.Mau Y, ol




The new self-confidence of

the Bulgarian cinema
Bb/IrapcKoToO KMHO — C HOBO

caMoOuJyBCTBUE

ince 2007 we felt — physically,
financially and creatively —
unrestrained by the borders
in Europe, and even though the
Bulgarian democracy sometimes
seems to be limping and the European
self-consciousness has become all but
a desired cliché, Bulgarian cinema
has emerged as the most sensitive
aesthetic radar, capable of detecting the
existential moods here and abroad. The
ten years of EU membership have been
decisively favourable for the Bulgarian
cinema. In fact, the decade marks our
film industry’s biggest achievements
since the democratic changes in 1989.
The participation in festivals and the

organisation of pan-European awards

in the cultural sector are made possible
thanks to EU funding programmes;
various film productions — feature films,
documentaries, animations — benefit

from cofinancing.

However, it should be made clear that
the Bulgarian cinema emerged not
only as the most apposite of all arts

in terms of its ability to depict and
understand the endless transition from
one form of government to another in
all its tragicomic essence; it pioneered
the way to our cultural presence in the
big family of the old continent. Since
1993, Bulgaria has been a member of

BG

Ot 2007 r., korato puanyecku, GUHAHCOBO 1 TBOPYECKMU
ce NnoyyBcTBaxme xopa 6e3 rpaHuum B EBpona, gopu
MOHsAKOra Aa Kyua 6bnrapckaTa geMokpauus, a
€BPOMNENCKOTO caMOCb3HaHMe Aa ce e NpeBbpHano

B KOMHEXHO KNMLLE, 6brapCKOTO KMHO KaTo Ye n

Ce oKasa Hal-4yBCTBUTE/IHUAT eCTETUYECKM pagap

3a ynaBsiHe Ha eK3UCTeHUWanHUTe HaCTPOEHUS TYK U
HaBbH. [leceTTe HM rOANHM YIeHCTBO B EBponenckus
CbHO3 Ca peLunTenHo 61aronpusaTHU 3a Hero. ToBa e
BCBLUHOCT Hal-CUSTHUAT My Nepuoj cnep npoMeHuTe ot
1989 roauHa. Mo eBponencky nporpamu ce GuUHaHcUpar
yyacTus Ha ecTmBanu, o6LL0eBPONENCKN Harpaau B
obnacTTa Ha KynTypaTa, Cb@UHaHCMpaT Cce pasinyHu
GUNMOBMK NPOAYKLMU — N UFPANTHU, U [OKYMEHTATHN, U
aHMMaLMOHHWN.

Ho BegHara e He06x0ANMMO YTOUYHEHME — 6bArapcKoTo
KWHO Ce OKa3a He caMO Haln-afleKBaTHOTO OT U3KycTBaTa
B M306pa3siBaHETO M OCMUCIISIHETO Ha HECKOHYaeMus
npexop B usfata My TparmkoOMmMyHa CbLLHOCT, @ U MMOHep
B KYNITYPHOTO HW MPUCHCTBUE B rOJIIMOTO CEMENCTBO

Ha CTtapusa KOHTUHEHT — oT 1993 r. bbnrapus yneHysa B
naHeBponenckus GoHA 3a nogkpena Ha KONpoAyKLmMm

W pasnpocTpaHeHune Ha eBponencku dunmu Eurimages
kbM CbBeTa Ha EBpona. B rogMHuTe Ha YNeHCTBOTO

Hu B EC ca nogkpeneHn okono 15 MaxoputapHu
KONPOAYKLUMM 1 651M30 TOSIKOBa MUHOPUTapHU. BaxkHa e 1
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Eurimages, the council of Europe’s
pan-European cinema coproduction
and distribution support fund. Since
the beginning of our EU membership,
over fifteen major and almost the same
number of minor productions have
been supported. Another important
initiative is the “Creative Europe”
programme, which merged the former
“Media” and “Culture” programmes
and was launched by the European
Parliament in 2013. Since 2003, its
Bulgarian office is the place where

our filmmakers communicate directly
with Europe even when their projects
are still at a pre-production stage. The
programme supports primarily small-
scale productions that explore human
sorrows and joys, experiences and worlds,
consolidating authors and producers
with diverse viewpoints about life and

art.

As far as Bulgarian film is concerned, the
works of both newcomers and established
masters show diversity in terms of style
and genre configurations and look at

life from different angles. The first to get
noticed were several uncompromising
debuts, included in various competitions

at esteemed international festivals

(among these are Ziff, directed by Javor
Gardev, Eastern Plays by Kamen Kaley,
Avé by Konstantin Bojanov, Sneakers by
Ivan Vladimirov and Valeri Yordanov
Alienation by Milko Lazarov, Viktoria
by Maya Vitkova, The Lesson by Kristina
Grozeva and Petar Valchanov); some

of the above became the recipients of
notable international awards.

In 2010, the year of protest initiated

by the Bulgarian filmmakers against

the failure to enforce the film industry
legislation, there was a number of film
debuts, which gave hope for the birth

of a new “angry young” film wave.
However, in 2016, there were only two,
but nevertheless valuable, European
coproductions, dominated by the forceful
preoccupation with the misery, the
poverty and the multifaceted problems
of our society. The hellish dissection of
life Godless (Bulgaria / The Netherlands /
Italy) by Ralitza Petrova became the first
Bulgarian film to be awarded the “Golden
Leopard” at the Locarno festival and
won numerous other awards. The even
more stunning Hristo by Grigor Lefterov
and Todor Matsanov (Bulgaria / Italy),
focusing on the life of a young tramp,
was screened in Warsaw. Following the

nporpama ,TBopuyecka EBpona“, npueTta ot EBponerickus
napnameHT npes 2013 r. n o6eauHUNa AoceraluHaTa
,Megana“n ,Kyntypa“. Benrapckoto 1 6topo oT 2003 r.

e MSICTOTO, KbAleTO GUIMOBUTE HM aBTOPU 06LLYBaT
AVpeKTHo ¢ EBpona ole npeau fa ca cb3ganu punmure
cn. lNporpamarta nogkpens NpeaAnMHO CKPOMHKN hramu,
KOWUTO POBAT U3 TErobu 1 pafoCcTu, NpeXxmnBsaBaHus

N CBETOBE, KOHCONNAMPAnu aBTopu 1 NPOAyLEHTU C
pasINYHM XXMTENCKM U TBOPYECKM Harnacwu.

LLlo ce oTHacAa A0 6b/rapcKoTO UrpasiHO KMHO,
3arfiaBusATa U Ha HAYMHAELLM 1 Ha MalCTopK ca
pa3HO06pa3H, B PasIMYHN CTUIIMCTUKU U XKaHPOBMU
KOH(Urypaumm, nokassaLlM pasHu pakypcu KbM
YXUBEEHETO HU.

MbpBO 651Xa 3a6ennA3aHn OTAEHU 6€3KOMMPOMUCHMU
[e6H0TH, BKJTFOUEHM B PA3/IMYHN KOHKYPCU Ha MPECTUXKHU
MexayHapoaHu dhecTtuanu (cped kouto 43T Ha ABop
Mpae., ,M3TouHn nuecn” Ha KameH Kanes, ,ABe" Ha
KoHcTaHTuH BoxkaHos, ,KeloBe” Ha MiBaH Bnagumupos

n Banepu MoppaaHos, ,0TuyxaeHve” Ha Munko Jlasapos,
,BrKTOpUMS" Ha Maiist BUuTkoBa, ,Ypok"“ Ha KpuctumHa
lposeBa v MeTbp BbayaHoB), @ HAKOW OT TsIX o6paxa U
Cepuo3HM MeXAyHapoaHW Harpagu.

Ako npes 2010-a, B roguHaTa Ha npoTecTa Ha
6bIrapckoTo KMHO CPeLLy HEU3MBbIIHABAHETO Ha 3aKkoHa
3a unmoBaTa MHAYCTPUS Ce NOSIBM rpyna febroTy,

KOATO Aaje Hagexxa 3a Maga HefJoBOJIHa BbJiHa B
KMHOTO y Hac, npe3 2016-a 65ixa caMo [iBe, HO KAaYeCTBEHU
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international success of her indie debut,
The Lesson (20124, Bulgaria / Greece),
telling the story of a wretched teacher
who robbed a bank, Kristina Grozeva’s
second film, Glory (Bulgaria / Greece),

is a low-budget feature based on a true
story and deals with the degrees of
manipulation. Unlike her first film, the
wit of Grozeva’s Glory gives us the chance
to take a fresh breath. The film also won
a number of prizes. The accolades our
cinema received made it recognisable.
And yet, our first big hit was Stephan
Komandarev’s second film The World is
Big and Salvation Lurks Around the Corner,
(2008, Bulgaria / Germany / Hungary /
Slovenia), based on Ilija Trojanow’s novel;
the film was the first ever Bulgarian entry
to be included in the 2009 Academy
Awards shortlist. The cinematic narrative
soars backwards and forwards in time,
exploring the notions of past, roots,
emigration and return. Emotions and
reason swirl in a carousel ornamented
with signs of the modern Bulgarian
history. The journey through Europe,
undertaken by the grandfather and his
grandson on their way home, with a
yellow flower adorning their tandem
bicycle, is the most beautiful and striking
part of the film. In 2014 Komandarev

presented The Fudgment (Bulgaria /
Germany / Croatia / Macedonia), an
exciting story about refugee trafficking
across the Rhodope Mountains, based
on real events and people, a film which
attempts to probe the feeling of guilt. The
panel of judges at the national “Golden
Rose” festival (including international
European representatives for the first
time that year) awarded the film the
Grand Prix and the Best Actor prize

for Assen Blatechki’s performance. Last
year, Stephan Komandarev and Katya
Trichkova participated in the “Un
Certain Regard” competition at the
Cannes film festival with the Romanian
coproduction Dogs by Bogdan Mirici.
The film won the FIPRESCI award. This
year, their low-budget film Directions
(Bulgaria / Germany / Macedonia) is
among the sixteen titles included in the
same competition and the first Bulgarian
entry since 1988. This is an exceptional
achievement of Bulgarian cinema.
Speaking about Directions during the
7oth Cannes festival press conference,
Thierry Frémaux, the executive director
of the festival, said: “Not just Iranians
make films which take place in cars and
taxis, the Bulgarians do too, especially
Stephan Komandarev... And we are

€BpOMenckn KonpoayKunm, LOMUHMPAHN OT CUTIOBOTO
3aHWMaHWe C AbHOTO, MU3epUsATa U MHOroo6pas3HUTe
npo6sieMn Ha HaleTo 06LecTBO. AACKUAT pa3pes Ha
XuseeHeTo ,besbor” (Bbnrapusi/Xonanana/dpanHums)
Ha Panuua MNeTpoBa cneyenu 3a NbpeuM NbT ,3naTeH
neonapA” 3a KUHOTO HUM B JlokapHO 1 olle Hag 20
MeXayHapoaHu Harpagu. Oue no-noTpecHuAT ,XpucTo”
Ha Mpurop JledTepos n Togop MauaHoB (Bbnrapus/
Ntanusa), bokycupaH B Mnag, Knowap, 6e nokasaH BbB
Bapwasa. Cneg mexxayHapogHusl ycrnex Ha He3aBUuCUMns
" pe6roT ,Ypok" (2014, Bbonrapus/Mbpums), hokycupaH
BbPXy KJIeTa yunTenka, obpana 6aHKOB KJIOH, BTOPUAT
¢wnnm Ha KpuctuHa Mposea ,Cnaea” (bbnrapus/
MbpuMsi) € HUCKOBHOAXKETEH, Cb3laAeH CbLLO Mo
JeNCTBUTENEH CllyYai U 3aHMMaBalLL, Ce C U3MepeHusiTa
Ha MaHunynaumaTa. 3a pasnuka oT MbpBUs To AaBa
Bb3MOXXHOCT 3a NMoeMaHe Ha Bb3yX Npe3 OCTPOyMUETO.
,CnaBa"“ cblL0 3aBOIOBa fOCTa Harpaau. Hatpynaxa ce
noxeasin 3a KUHOTO HM 1 TO CTaHa pa3no3HaBaeMo.

M BCe nak NbpBUAT HW ronaM yaap e ¢ BTopust punm

Ha CtedaH KomaHpgapeB ,CBETHT € ronisaM 1 cnaceHume
fAebHe oTBCSAKbAE" MO pomaHa Ha Mnust TposiHos (2008,
Bbnrapus/lepmanust /YHrapua/CnoBeHus), KONTO

3a MbpBU MbT B UCTOPUATA HA KMHOTO HU CTUTHA A0
wopTtnuctaTa Ha ,Ockap” npe3 2009 rognHa. PuamMoBuAT
paskas KpbXu Hasaf-Hanpes BbB BPEMETO, MOKa3Banku
MWHaso N KOPEeHW, eEMUIpaLmsa 1 3aBpbLyaHe. EMoLmm n
pasyMm ce NMoNesaT BbB BbpTefieXxka OT 3HaLM B HoBaTa
6bnrapcka nctopmsi. A MMHaBaHeTo npes EBpona KbM
JOMa OT AAL0 U BHYK C XXbATO LIBETE BbpPXY KONENO
TaHLEeM e Hall-XUBOMMUCcHaTa 1 BHYLUMTENHA YacT oT
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pleased to present a rare country —
Bulgaria”. This breakthrough is the result
of the efforts of Komandarev but also of
the Bulgarian festival background, as well
as the European self-confidence of our

cinema.

I recall Javor Gardev’s statement: “The
European cinema is striving to become
ever so transnational, to open its

borders. It insists, as much as possible,

on liberating itself from its national
characteristics and the next thing that
happens is that these are ascribed to it as
its specific traits”. Wim Wenders is even
more extreme in his opinion: “Actually,
European art exists and it uses a common

language par excellence: European film”.

Following the successes of the feature,
documentary and animated films, it is
high time for the Bulgarian politicians
and audiences to overcome their
indifference to Bulgarian cinema. After
all, it represents a part of our national
memory. It is the cinema that articulates
the big problems of our time. And the
more confused, desperate and unable

to see the horizon in this ramshackle
country we are, the more adequately
films reflect the Bulgarian living. And the
difficult future of our European Union —
shared and important for all of us.

dwunma. MNpes 2014 r. KomaHgapes nokasa ,Cbaunuweto”
(Bbnrapusi/Tepmanus/XbpeaTusi/MakegoHus) —
Bb/IHYBaL, hunMm 3a Tpaduk Ha 6exxaHum B PogonuTe,
6asvpaH BbpXy peasiHu C/ly4YKKM 1 Xopa, onuTBaLl, Aa
paspaBsi BUHW. Ha HaumoHanHusa dectuBan ,3naTHa posa”
YXypUTO 6€ 3a MbpBY NMbT EBPOMNENCKO U My NPUCHAN
lonsiMaTa Harpagja 1 3a Mb)Kka posis Ha AceH bnaTeuku.
Cnep kato MnHanarta rognHa CtedpaH KomaHgapes n KaTs
TpnukoBa yyacTBaxa B KOHKypca Ha ,0cobeH nornen”

B KaH ¢ pyMbHcKaTa konpogykuus ,Kyyeta“ Ha borgaH
Mwupuka n dunmbT cnedenn HarpagaTa Ha FIPRESCI, cera
HOBUSIT UM HUCKOBOIKeTeH hunm ,Mocokn” (Bbnrapus
/TepMannsa/ MakefioHus) e cpeg, 16-Te 3arnaBus TaM 3a
NbpBu NbT cneq 1988 roguHa. ToBa € nsktounTeneH
ycrex 3a 6bIrapckoTo KMHO. Ha npeckoHbepeHunsTa

3a 70-0T0 n3gaHue Ha KaH N3nb/AHUTENHUAT OUPEKTOP

Ha decTmnBana Tuepu ®pemo kaza no noeog ,lMocokmn”:
,He camo npaHuute npaBaAT GUAMM B KONU U TaKCUTA,

HO 1 6bnrapuTe, B YacTHocT CTedaH KomaHaapes... U
HWe cMe LOBOJIHW Aa NpefCTaBUM efiHa psgKa cTpaHa —
Bbnrapus”. Tosn npobus e creacTBME KaKTo Ha yeunusaTa
Ha camusa KomaHzapeB v Ha 6barapckus gectmBaneH
6eKrpayHp, Taka 1 Ha eBpOMencKoTo caMovyBCTBUE Ha
KMHOTO HW.

U ce cellam 3a nskaspaHeTo Ha ABop Mbpaes: ,KMHOTO
B paMKuTe Ha EBpona ce cTpemu ga 6bAe Bce no-
TpaHCHaLMOHaHO, Aa OTBOPY rpaHnumTe cu. ToecT

TO CaMOTO MaKCMMaJsHO HacTosiBa fa ce ocBo6oam ot
HaLUMOHa/IHUTE CM XapaKTEPUCTUKN U B CrieABaLms
MOMEHT Te My Ce Npunucear KaTo crneyndunyHa
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Eastern Plays,
director Kamen Kalev, 2009

ocobeHocT". BuMm BeHaepc e olle no-KpaeH: ,B
[EeNCTBUTENHOCT CbLLEeCTBYBa €BPOMENCKO N3KYCTBO U
006LL, e31K Nnap eKceslaHC: eBPONENCKUAT hunam”.

KpaVIHO BpeMe e crie yCcnexmte Ha UrpasiHoTo,
OOKYMEHTaJIHOTO U aHUMaLUUNOHHO KMHO 6bﬂrapCKVITe
NOJINTULUN U 3pUTENNTE Aa Npeononedar 6e3pa3nmqmeTo
CU KbM Hero. 3alloTo KUHOTO HU € YacT OT NaMeTTa Ha
HauusTa. TbKMO npes3 Hero ce apTukynupart ronemMumTe
ﬂpOéﬂeMM Ha HalleTO BpeEME. N konkoTo cme O6praHV|,
OTyYyasiHu, 6e3 XOPU3OHT B Ta3u OJ1loLEeHa AbpXKaBa,
TOJIKOBa Ca afjeKBaTHU 6'bf|l'apCKI/ITe CI)VIJ'IMVI Ha
6bﬂrapCKOTO »XuBeeHe. N Ha TPYAHOTO 6'b£l,eLLl,e Ha HallunA
O6LLI, M TOJIKOBa Ba>XeH 3a BCUYKN HU EBpOI‘IeI;ICKVI Cblo3.
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A territory with fewer

borders

TePUTOpPUA C NO-MaJsiko rpaHuLn

uring the last few years,

Bulgaria has become one of

the interesting photographic
territories of Europe. This is not so
much due to the existence of esteemed
schools, traditions or examples which
foreign camera colleagues should look
up to, but rather to the thriving diversity
of practices. Authors who break the
mould of the photographic education
and the journalistic canon often emerge
here. This tendency began back in the
1990s, but the accession of Bulgaria
to the European Union increased the
influences of contemporary photography
and expanded the opportunities for
self-expression. Although an exhaustive

analysis is not possible here, an outline
of selected festivals and authors will
demonstrate how these constructive
tendencies are represented effectively.
Fortunately, these examples are strong
enough to overshadow the problems
caused by the imitation, wrapped in
the fancy packaging of the pretence of
originality, the light-hearted discarding
of history and the popularisation of
photographs selected according to

dubious and unclear criteria.

The changes began with the radical
reassessment of the limits of
photography. What is photography?
What makes an image worthy of public

BG

MNpe3 nocnegHuTe roguMHu bbnrapus e egHa ot
MHTepecHUTe TepuTopum Ha hoTorpadCckm XXMBOT B
EBpona. He TonkoBa cbC CONUAHM LLIKOMU, TPAAMLUK

nnu obpasum 3a ApyroesnyHuTe Kosierm no kamepa,

a C XXMBOTO pasHoob6pasme oT NpakTUKK. Tyk yecTo

ce nosiBABaT aBTOPM, Pas3IMyHM OT Kanbrna Ha
tdoTorpadckoTo o6pa3oBaHMe U KAHOHUTE Ha penopTaxa.
Tasu cuTyaumsa 3ano4ysa aa ce hopmMumpa oLle npes

90-Te roanHu Ha XX BeK, a NpUCbeAMHSAABAHETO Ha
Bbbnrapus kbM EBponenckus cbros 3acuniv BANAHUATA
Ha cbBpemMeHHaTa poTorpadus, KakTo 1 paswwmnpu
Bb3MOXXHOCTUTE 3a U3sBa. bes fa e Bb3MOXKeH
n34yepnaTesieH 0630p, MoraT a ce NocovaT HSIKOJIKO
dbecTnBana v aBTopu, KOUTO Jo6pe NpeacTaBaAT
rpaAvBHUTE TEHAEHUUN. 3a pafoCT Te ca AOCTAaTbYHO
CWJITHK, 3@ Aa HaaAenesT Hag, Npo6aeMnTe — HaMYneTo
Ha nogpakaTesiIcTBO, ONMaKoBaHO B MpeTeHLMs 3a
OPWIMHANHOCT, IEKOBATOTO OTXBbPJIIHE Ha UCTOpUATA
Unu HanaraHeTo Ha doTorpadus, cenekTMpaHa no HesiCHK
KpuTepum.

MNpoMeHWTe 3amnoyBaT ¢ pagnKasHoOTO MPEOCMUCTIAHE
Ha rpaHuLmMTe Ha doTorpaduaTa. Kakeo e ToBa
doTorpadums? KakBo npaBu egHa CHUMKa JOCTONHA
3a npepacTaBsHe npep ny6nuka? Tesu BbNpocu
oThAaBaHa HAMaT eHO3HayeH oTroBop. oTorpadusTa
[106V1 aBTOHOMHOCT CMpsiMO TeOpUATa U KpUTHUKaTa.
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display? These questions have long lost
their singular answer. Photography
acquired autonomy from the theory

and the critics. The function of a
photograph is not restricted to its

power to communicate a message, or to
the aesthetic conventions of the visual
culture. The established photographers
are no longer just photojournalists

or portrait artists who focus their
cameras on the political celebrities or
the representatives of the art guilds. A
whole new wave of contemporary and
conceptual photography flowed into
Bulgaria. Dozens of authors came of

age and found their niche by combining
local roots with international currents —
such are the Missirkov/Bogdanov duo,
Vesselina Nikolaeva, Nikola Mihov,
Antoni Georgiev, Leda Vaneva, Dimitri
Stefanov (ranked by the World Press
Photo as one of the twelve most talented
artists of 2011). Catching up with the
Western European art models established
during the 1970s, their work follows the
logic set by the world of art. Another big
change in Bulgarian photography is the
historically well-known “museification of
photography” — over the past decade, the
active display of photographs in museums
and galleries has been happening in

Bulgaria as well. The frequency and the
quality of photographic exhibitions
matched those of art exhibitions in the

big galleries and museums.

Meanwhile, in Bulgaria, traditional
themes found place in the socially
engaged photography, exemplified

by series dedicated to poor working
conditions, life in the desolated villages
and the problems of the socially
disadvantaged people. A good example
of modern influences on the subject of
social photography is the series “Portraits
of Shame” by Ivaylo Petrov, included in
the “Beyond the portrait” exhibition at
Vivacom Art Hall. The series consists of
colour photographs, taken at a scripted
photo session, featuring Bulgarian
rowing champions photographed in the
abandoned rowing canal near Vidin.
The champions Bogomil Petrov, Boris
Nedyalkov, Tsvetelina Tsvetanova and
Stefan Iliev pose wearing their medals,
while covering their faces with their
hands. Ivaylo Petrov has arranged the
shots according to a conceptual model
and has succeeded in finding the difficult
balance between photographs and text.

The important aspects of the

PonsiTa Ha CHMMKaTa B CBeTa HATO Ce OrpaHMyaBa o
HelHaTa CbOobLUTENHA MOLL, HUTO [0 ECTETUYECKUTE
KOHBEHLUWN Ha BU3yasHaTa KynTypa. YTBbpAeHUTe
doTorpadm Beye He ca eANHCTBEHO (POTOPENOPTEPH,
HUTO NOPTPETUCTU, HOKYyCHMpann CUNHUTE Ha LeHs

WK HAKOS OT apTUCTUYHUTE runguu. Liana egHa

BbJIHa CbBPEeMEeHHa 1 KOHLienTyasiHa Xy4oXXecTBeHa
tdoTtorpadwms ce Bna B bbnrapus. [leceTkn aBTopu

ce popMupaT, cbyeTaBamKm JIOKasHU KOPEHN U
WMHTEpHaLUMOHa HM Te4yeHus, KaTo TaHgema Mucupkos/
borpaHoB, BecennHa Hukonaesa, Hukona Munxos,
AHTOHU [eoprues, Jlega BaHeBa, Aumutpu CtedaHoB
(onpepeneH 3a egunH oT 12-Te Hall-roneMu TanaHTu 3a
2011 r. ot World Press Photo). [loroHBaiiku mogena Ha
3anagHoOeBPONENCcKOTO N3KYCTBO, HanoxXun ce npes 70-Te
roAvHK, TEXHUTE N3KABM NOBEYE criefBaT Slormkara Ha
cBeTa Ha U3KycTBOTO. M ToBa e apyra ronsima npomMsiHa B
6bnrapckata gpotorpacdus. Taka M3BecTHaTa B UCTOpUSITa
»My3endukauma Ha doTorpadmaTa”“ — HEMHOTO aKTUBHO
npeacTaBsHe B My3euTe U rafiepumnTe, npes nocnegHoTo
JeceTunetne akTUBHO ce ciyyBa v B bbnrapus.
YecToTaTa M KauyecTBOTO Ha poTorpadckute n3noxeom
[OCTUrHaxa XMBOMUCHUTE AOPY B FrOSIEMUTE ranepum u
My3ewu.

CbLieBpeMeHHO B bbnrapus ce pa3suxa TpaguLUUOHHM
TEMM B cOLMaANHO aHraxxmpaxara doTtorpadus. Takvea ca
rnopeauLunTe, MOCBETEHU Ha BOLLIEHUTE YCNOBUS Ha TPYA,
Ha XXVMBOTA B 3anycTABaLLMTe Cenmwa u npobnemMuTe

Ha couuanHo cnabute. Jo6bp NpMMEp 3a CbBPEMEHHMU
BNUSIHWSA BbPXY couuanHaTa goTtorpadus e nopeguuara
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People inmovement,
Fotofabrika / Stoyan Nenov

Courtesy of Fotofabrika Festival
fotofabrika.org / Stoyan Nenov
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Ten snaps from Prague,
Fotofabrika / Missirkov / Bogdanov

Courtesy of Fotofabrika Festival fotofabrika.org /
Missirkov / Bogdanov (missirkovbogdanov.com)

,J1opTpeTn Ha cpama“ Ha Meawno lMeTpoB., YacT oT
nanoxobata ,0TBBbA NopTpeTa” BbB BuBakom Apt Xon.
PeXxXucmpaHu LUBETHU CHUMKM NPeACTaBAT Ob/IrapcKu
LLamMnuoHu no rpebaHe B 3aHeMapeHaTa rpebHaTa 6a3a
Kpa BuguH. LlamnunoHuTte boromun MNeTtpos, bopuc
Hepsnkos, LiBeTenuHa LiBetaHoBa n CtedaH Mnnes

Ca 3aCHeTU CbC CBOUTE MeJasn, HO ca CKpUun nuuaTta
cu ¢ pbka. Meainno lNMeTpoB KOHCTpyMpa Kagbpa no
KOHLenTyasieH MOLeN 1 e Hamepun TpygHus 6anaHc
MeXay CHUMKU N TeKCT.

lonAmMaTta Tema 3a pa3BUTMETO Ha CbBpeEMeEHHaTa
6bnrapcka gotorpadus mexay TpaauummMTe N HoOBUTE
TeHAeHUUN ce dopmupa oT cbbuTKsa kaTto Meceua Ha
doTorpadumsaTa, konTto ot 2010 r. Hacam ce npoexaa
€XEerofHo npes HW. Bbrnpekn ye MeceubT He e
MHCTUTYLMOHANHO CBbp3aH ¢ EBponerickusa mecel,

Ha doTorpadumaTa, nposexaaH B ATUHa, bepnuH,
Bypanewa, Jltokcembypr, Mapux 1 BueHa, cboutneTo
HOCW rpaguBHMTE NPaKTUKKN Ha Tasn pecTmBanHa
dbopma — nekunm, ceMmHapu, TBOpYECKU paboTUITHULIN,
AVCKYCUMW 1 n3noxeéun. OpraHnsaTtopute ot HaumMoHanHo
capyxeHue ,dotorpadcka akagemumsa AHka Kropkunesa”“
ce MpUAbPXaT KbM NPONOPLMOHANHOTO NpeacTaBsaHe
Ha 6bsrapcku n yyxam dotorpaduun. TaxHaTa No3nums
cbyeTaBa fo6po No3HaBaHe Ha UCTOpUSITa Ha
6bnrapckata potorpadms ¢ KPUTUYECKN N aHaANUTUYEH
nornep KbM yTBbpAeHUTe 3anagHu @otorpadu, KOUTo e
rpafvBHO fa 6bAaT NpeAcTaBeHu y Hac.

BbnHaTa cbBpemMeHHa doTorpadus nopogm u



development of contemporary Bulgarian
photography, oscillating between the
traditions and the new tendencies, are
shaped by events such as the Month of
Photography, an annual event taking
place every June since 2010. Although the
Bulgarian “Month” is not institutionally
connected to the European Month

of Photography which takes place in
Athens, Berlin, Budapest, Luxembourg,
Paris and Vienna, the event has adopted
the creative practices of this European
festival form and consists of lectures,
seminars, creative workshops, discussions
and exhibitions. The organisers from

the “Academy of Photography Yanka
Kyurkchieva” national association adhere
to a balanced mixture of Bulgarian and
foreign photographs. Their attitude
combines a good knowledge of the
history of Bulgarian photography

with a critical and analytic look at the
established photographers of the West,
whose work is constructive enough to be

presented in our country.

The new wave of contemporary
photography also generated an
aggressive enforcement of imitations.
The mechanisms serving as a connection

between the galleries and the institutions

allowed the introduction of copycat
conceptual “tricks”. Such is the
decontextualisation for its own sake of all
kinds of objects, the intrusive alteration
of the viewing angle, the adherence

to the modern “blurred aesthetics”,

the deliberate taking of meaningless
photographs, devoid of narrative. This
local phenomenon reveals that the
techniques of the newly introduced
modern photography are still very
much at a phase of basic and literal

comprehension.

The awareness of the progress became
more acute thanks to a few other
festivals, which became popular with

the general public. These are the
international photography meetings in
Plovdiv (held since 1980), the Fotofabrika
Festival in Sofia, the “Master of
Photography” series and the experimental
European Month of Photography
(2011-2014). The activity of the artists

is also stimulated by the international
biennale of the “FODAR” foundation,
the competitions of BG Press Photo,
FIAP and Canon. Tsvetan Tomchev has
contributed to the continuation of the
history of the Bulgarian photojournalism
with the book The great Bulgarian

arpecnMBHOTO HaJlaraHe Ha UMUTauua. MexaHnamuTe,
CBbp3Baliu rasiepmnm n UHCTUTYUnK, gorycHaxa
NTaHCUPaHeTO Ha A0CJI0OBHO Bb3rNpounssexgaHu
KOHUenTyasHn ,,TpVIKOBe". TakmBa ca caMOLENTHOTO
n3BaxxgaHe OoT KOHTEKCT Ha BCAKaKBU 06eKTH,
HaTpanyumBaTa NnpomMdaHa Ha 3pUTEJTHNUA bIb/l,
npuaobp>XXaHETO KbM MO epHaTa ,eCTeETUKa Ha
HesicHOTaTa“, TeHAEHLUNO3HOTO 3aCHEMaHe Ha
6E3CHOXKETHMU, HeO3Ha4aBally HNLLO CHUMKMN.

To3u nokaneH d)eHOMeH n3naBa, 4e noxpaTuTe Ha
HOBOHaB/dA3/1aTa CbBpPEMEHHa CI)OTOFpaCbVIFI Ca BCe oule
MbpBOCUIHaA/IHO 1 A OCJZTOBHO yCBOABaHMW.

YcelaHeTo 3a pa3gBuKBaHe ce 3aCU/n C OLe HAKOJSKO
dhecTmBana, nonynapHU cpes Wwmpokarta nybnvka. Toea
ca MexayHapoaHute goTorpadckm cpewm B [Nnosaus
(cbwecTByBaLm oT 1980 r. Hacam) U cODUUCKUAT
dectuean ,PoTtodabpuka“, nopeguuaTa ,Marictopu

Ha doTorpadumsTa“, EkKcnepMMeHTanH1sa eBponencKu
Mecel, Ha doTorpadusTa (2011--2014). AKTUBHOCTTA
Ha doTorpaduTe ce NPoBOKMpPa 1 OT MEXAYHAPOAHOTO
6ueHane Ha poHgauus ,POLAAP", koHkypcuTte br Mpec
®oTo, FIAP, Canon. 3a npofgbikeHUeTo Ha UCTOpUsTa Ha
6bnrapckaTa GoTOXYpPHaNMCTMKa 3HAYNUM NPUHOC UMaT
fABaTa Toma ,[onemuTte poTtopenopTtepu Ha bbnrapus®,
cbcTaBeHu OT LiBeTaH ToMmueB. KHurute npepcraBaT
npeg mnaau v apenun gotorpadu HAKOM OT Halk-fobpuTe
6b/IrapCcKy CHUMKM, HanpaBeHu B nepunoga 1912-1989
I. ¥ CNy>aT 3a OPUEHTUP B U3rpaXK4aHETO Ha YCTONYMBMY
doTorpadckm LEeHHOCTH.
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Portraits of Shame,
Ivaylo Petrov

Bogomil Petrov

Born on the 20th of November 1939 in Vidin. In May 1964 he

set the first world record for the Bulgarian weightlifting and first
record for the country after WWII. In Sofia’s regional weightlifting
tournament, he overcame the weight of 140 kg, which is more
than the Russian record in the “lifting” discipline - cat. 67.5 kg.
He had been a national competitor for 8 years, took part in 101
tournaments, of which he won 67. Graduated the National Sports
Academy with a pedagogic and a weightlifting trainer profile. He
had numerous rowing achievements. In 1977 he traveled non-stop
for 300 km in a boat, from Vidin to Ruse, which he managed to do
in 41 hours and 40 minutes. He rowed in a kayak for the whole
distance of the river Danube’s springs in Germany to its delta by
the Romanian city Sulina.

Courtesy of Ivaylo Petrov / ivaylopetrov.eu

Portraits of Shame,
Ivaylo Petrov

Boris Nedyalkov

He was born on the 25th of June 1993 in Vidin. Rower for the
kayak clubs “Bdin” and “Vanto - Vidin". Currently a rower for the
SC Levski, Sofia. Eight time republican champion of Bulgaria in
the single kayak — in 2007, 2009, 2010, 2011, 2012, 2013, 2014
and 2015. The only Bulgarian competitor in the Junior Olympics
in Singapore 2010. Ranked 6th in the European championship
in Croatia in 2011 for juniors and 10th in the Junior World
Championship in 2012.

Courtesy of Ivaylo Petrov / ivaylopetrov.eu




Portraits of Shame,
Ivaylo Petrov

Tsvetelina Tsvetanova

She was born on the 27th of February 1996 in Vidin. Competes for
SC “Wrestling, Sambo, Judo” - Vidin. Four times world champion
in Sambo for girls under 18. Two times European champion

for girls in Sambo. Two times bronze medalist in Judo in the
European and the World championships. In 2012 she won the title
of European Champion for girls under 16, the same year she won
the first place in the Balkan championship for Judo. Gold medalist
and owner of the European cup for Judo in 2012 and 2015.

Courtesy of Ivaylo Petrov / ivaylopetrov.eu

Portraits of Shame,
Ivaylo Petrov

Stefan lliev

He was born on the 21st of April 1954 in Vidin. He is a canoe
competitor in the clubs “Bdin”, CSKA and “Akademik” - Sofia. He
started his sports career in the “Bdin” club of Vidin, where he won
numerous titles in the National competitions. He has participated in
multiple World and European tournaments, a bronze medalist in two
seated canoe from the World Championship in Belgrade in 1975 with
the marathon’s distance of 10 km. He had been working as a trainer in
“Bdin” — Vidin, "Akademik” - Sofia and Pleven. Currently a trainer for
the “Vanto - Vidin” club. Master of sports.

Courtesy of Ivaylo Petrov / ivaylopetrov.eu
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photojournalists. By presenting some of
the best Bulgarian photographs created
during the period 1912-1989, the two-
volume collection appeals to both young
and mature photographers and acts as a
beacon for the nurturing of sustainable
photographic values.

Thanks to the opening of the borders,
dozens of world famous photographers
have visited Bulgaria. Public lectures

by Cristina Garcia Rodero and Chema
Madoz were included in the programme
of the Fotofabrika Festival, and “Masters
of Photography” featured exhibitions

by Ryan McGinley, Harry Benson and
Steve McCurry. The Bulgarian audience
had two opportunities to meet Attila
Lorant, famous for his photographs
featuring in The Explorer, National
Geographic and Greenpeace. In 2010, The
Hungarian Cultural Institute presented
his exhibition “Cultural diversity”,
dedicated to the tolerance between small
communities in East Africa, the Andes
and Amazonia. The reportage photos
are infused with human and creative
purity. Their appeal stems from the
photographer’s extraordinary sensitivity
to the emotional nuances of the exotic
peoples and their culture, without

crossing the ethical borders or seeking
the sensational. Lorant’s visits in 2010
and 2013 took the form of an informal
dialogue between the photographer and
the audience. Such kind of meetings

is facilitated by the open European
borders and creates the living tissue

of the cultural dialogue. The question
of borders became ever so topical in
2015, when Stoyan Nenov, a Bulgarian
photojournalist working for Reuters,
won the Pulitzer Prize in the “Breaking
News Photography” category. His
images of the refugees’ “Balkan route”
illustrate the conflict on the roads and
at the barriers of the European Union.
However, it is more important that
these images pose questions about the
invisible cultural borders and the ability
of photography to remove them.

BnarofapeHue Ha OTBOPEHUTE FPaHNLN fLeCETKN
CBETOBHO oKasaHu poTtorpadu roctysaxa B bbnrapus.
B pamkuTe Ha decTuBana ,Potodabpumka“ ce nposogexa
oTBOpeHu nekumn Ha KpuctuHa MNapcma Pogepo n HYema
Magoc, a B paMkuTe Ha ,MaicTtopu Ha dpoTorpadusaTa”
6s1xa NpeficTaBeHn U3NoX6u Ha PaiibH MakruHnum, Xapu
BeHcbH, CTMB Makkbpu. bbnrapckaTa ny6nuka ycns
ABYKpaTHO Aa ce cpellHe ¢ ATuna JlopaHT, U3BECTeH C
doTtorpadummTe cun B The Explorer, National Geographic,
Greenpeece. pe3 2010 r. YHrapCKuAT KyNTYPEH UHCTUTYT
npefcTaBu HeroeaTa usnoxéa ,KynTtypHo MHoroo6pasme”,
nocBeTeHa Ha TONIePaHTHOCTTa Mexay MankuTe

KynTypu B U3TouHa Adpwuka, AHanTe 1 AMasoHKa.
PenopTaxHWTe CHUMKM Ca HarnpaBeHN C YoBeLlKa U
TBOpYecka unMcToTa. Te Bb3[eicTBaT C U3K/OUMUTENHATA
YyBCTBUTENHOCT Ha poTorpada KbM eMOLNOHANHNTE
HKOAHCK Ha HEMo3HaTUTe Xopa M TAXHaTa KynTypa, 6e3 aa
NpUCTBbNBAT €TUYHUTE FPaHNLN UK Ja TbPCAT CeH3auus.
MoceleHuaTa Ha JlopaHT npe3 2010 1 2013 r. npoTekoxa
CcbC CBO6OAEH Ananor Mexay GoTtorpada n sputenuTe.
TakuBa cpeluy ca NpeanocTaBeHN OT OTBOPEHUTE
rpaHmumM Ha EBpona n cb3gasaT XuBaTta NiabT Ha
KynTypHus guanor. TemaTa CcTaHa oLle no-akTyanHa npes
2015 r., korato CTosiH HeHOB — 6barapcku hotopenopTep
Ha Reuters, cneuenu ,Mynuubp” B KateropusaTa ,CHUMKHM
OT ropeLyn HoBMHKU". HeroBuTe Kagpwm oT ,6ankaHCcKus
MapLUpyT" Ha eMUrpaHTUTe NoKa3BaT KOHM/IMKT B
nbTuUlLaTa 1 6apuepuTe B EBponeickus cbro3. Ho no-
BaXHO €, Ye MoBAMraT BbMPOCK 3a HEBUAMMUTE KYNTYPHU
rpaHnum
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1t's too early to say
Bce oule e npeKaneHo paHo

fla ce KaXke

uring Richard Nixon’s visit to

Beijing in 1972, the Chinese

premier, Zhou Enlai, was
asked about the impact of the French
Revolution. Zhou famously commented
that it was “too early to say”, though he
might have misunderstood the question,
confusing the events in France that took
place in 1789 with those of 1968. In any
event, when a country has survived quite
a few centuries with its own name and
territory, though not necessarily with its
own political independence, a period for
recapitulation of only ten years is indeed

“too early to say”.

The general feeling in the field of visual

arts concerning the period of the last 10
years is (arguably) positive, no question
about it. But it could have been a lot
and a lot better... Why it is not better —
for that we blame the political and the
business elites. There were too many
administrative misfires and too much
lack of initiative. The mood of the state
is to maintain the status quo, to hark
back to the times of ancient Thrace and
the First/Second Bulgarian Empire. This
has been a powerful drawback working
against the progress and the benefitting
from the EU membership. They could
have used the unique chances provided
by the European common home in
order to fast forward the country’s

BG

Mo BpeMe Ha noceleHneTo Ha Puyapg HUKCHH B

MNeknH npes3 1972 r. KUTancknAT npemmep Yxoy EHnamn

€ NonuTaH KakBO MUC/M 3a BNIMSIHWMETO Ha peHcKaTa
peBontouns. EHnanm gaBa n3BeCcTHUsSI CU OTroBOp, Ye ,BCe
OlLle e NpeKasieHo paHo Aa ce Kaxke", BbMpeku ye Moxe
61 e 06bpKan ABe PEBOSIIOLNOHHM CHOUTUS, CITYYUITU

ce BbB ®paHuma — npe3 1789 v npes 1968 roguHa. U
TakKa, Korato efjHa Abp)KkaBa e oLensina MHOro BEKOBE,
3anasuna e CO6CTBEHOTO CU MMe U TEPUTOPUS], Makap U
He 1 NonMTUYyeckKaTa Cn He3aBMCMMOCT, Mepunog, oT geceT
rOAMHW € HaUCTMHa TBBbPAE KpaTbK, 3a Aa ce NpaBu
pekanuTynaums.

06LoTO ycelaHe B o6nacTTa Ha BU3yaslHATE U3KYCTBa
OTHOCHO nepuoaa Ha nocfieaHUTe AeceT roAnHN e
(OTHOCKTENHO) NMOJIOXUTENHO, HAMa crop. Ho 61 Morno
[la e MHOro, MHOro no-gobpe. 3aLo He e no-gobpe — 3a
TOBA e 06BUHUM MONUTUYECKUTE U BU3HEC ennuTu. Mma
npeKasieHo MHOIo aAMUHUCTPATUBHU CMTbHKM M Nurca
Ha MHMLUMaTuBa. [lbp)XaBaTa e HacTpoeHa Aa noaabpxka
CTaTyKBOTO, fla ce o6nsra Ha apeBHa Tpakusi n MbpBoTO/
BTopoTo 6barapcko uapcteo. ToBa e cepnosHa 6apuepa,
KOATO Cnupa nporpeca u orpaHuyaBa nonsuTe, KOUTO

HW HocK YneHcTBoTO B EC. [Ibp)xaBaTa 61 Morna ga
N3non3Ba yHUKanHUTe LWaHCOoBE, fafeHN OT 06 1S HY
€BpOMnenckun AoM, 3a fa YCKOPU KYNTYPHUSI CU XXUBOT
OHEC - kaTo cTapTMpa AeMOKPaTUYHW, TMGepanHu,
BU3YyasHW U KYNTYpHU MHUUMaTnBn. Hanpumep bbnrapus
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cultural life of TODAY - by kick-starting
democratic, liberal, visual and cultural
initiatives. For instance — Bulgaria is
not represented at the La Biennale di
Venezia with its own pavilion; there are
very small countries participating, there
are failed states presenting their current
art there, but a country that is due to
chair the EU in 2018 has not made any
sustained effort to become visible in the
most important art event in the global
world. In the eyes of the world, Bulgaria
does not exist as a visual arts country.
Against this background, it seems like
there is not so much to talk about on
the topic of 10 years of Bulgaria in the
EU. As it stands, the state establishment,
rather than the independent sector of
groups and individuals, is more to blame
for the stalemate — the country has the
creative potential but it does not have
the state support to make a stand on
the global (visual) art scene of advanced
contemporaneity. The “good” news is
that this status quo has not changed for
a lot longer than just the last 10 years.
The bad news is that there are few
indications it might change any time
soon. Let’s enumerate some items from
the mixture of grievances and elations,

of missed chances and newly available

opportunities in the visual arts sector.

The good news is that the small

e but sustainable non-governmental
sector in the visual arts has not only
survived but prospered, creatively at
least. Artists’ groups and associations,
collectives, spaces, galleries and the new
breed of initiatives or visual art festivals
are modestly but constantly springing up
(sometimes with only a few editions) in
the larger cities of Sofia, Plovdiv, Veliko
Tarnovo, Varna, Ruse, and Blagoevgrad
among others. These, as well as those
surviving from the mid-to-late 1990s
(Sofia Underground Festival, Art Today
in Plovdiv, ICA-Sofia), have always
ideas to realise and work at the highest
level; they have grown to conceptualise,
fundraise, realise projects and collaborate
in the national and international arena.
For them and their audience, the EU
membership has opened many doors —
creatively, financially and legally. The
most positive example here is the Open
Arts Foundation in Plovdiv offering a
whole range of activities: educational
programs, all night festivals, artistic and

cultural events, publishing, etc.

He e npefcTaBeHa Ha bueHaneTo BbB BeHeuus cbe
CO6CTBEH NaBUANOH. MHOro Manku abp)xaBu otTb6ensissaT
y4yacTue, ,npoBaneHn” CTpaHu NpeacTaBaT CbBPEMEHHOTO
CY M3KYCTBO, HO Abp)XaBaTa, KOATO Le npeacenaTencTea
EC npe3 2018 r., He e HanpaBuJla HUKaAKBO NO-CEPUO3HO
ycunve, 3a fia ce U3siBu B Hail-3HaYMMOTO CbOUTUE B
cBeTa. B ounTe Ha cBeTa bbnrapus He cbllecTBYBa KaTo
cTpaHa Ha BM3yasnIHOTO M3KycTBO. Ha To3u dhoH nsrnexaa,
Ye HAMa KaKBO TOJIKOBA Aa Ce Ka)ke no Temarta ,Jecet
roguHn bbnrapus B EC”.

KakTo nsrnexmna, AbpXXaBHOTO YCTPOWCTBO, a He
He3aBUCUMMSAT CEKTOP, CbCTOSALL, Ce OT rpynu U
OTAENTHU XOpa, € BUHOBHO 3a Ta3uW naTtoBa CUTyauua —
CTpaHaTa MMa TBOpPYECKU NOoTeHLUMas, HO He NnoJiy4yaBa
rogkpenara Ha AbpykaBaTa, 3a [ja ce OTKPOM Ha
nporpecuBHaTa CbBpeMeHHa CLieHa Ha CBETOBHOTO
(BM3yanHo) nskycTtBo. ,[lo6paTa“ HOBUHA €, Ye ToBa
CTaTYKBO He Ce e MPOMEHSJIO B NMPOAb/IKEHUNE Ha
MHOIo noBeYye OT Te3n aecet rognHn. JlowaTta HOBUHA
e, Ye MMa MaJiko MHOUKaLKnn 3a CKOpPOLLUHa npoMdaHa.
Heka pasrnename HAIKOM efleMeHTH OT cMecuuaTa oT
onslakBaHuAa n BboayLleB/e€HUA, MponycHaTu WwaHcoBe
M HOBOBb3HWKHAaIM Bb3MOXHOCTU B 06n1acTTa Ha
BU3yas/THUTE U3KYCTBA.

[o6paTa HOBMHA €, Ye MaJIKUAT, HO YCTONYMB
1 e HEMpPaBUTENICTBEH CEKTOP Ha BM3yasIHATE U3KYCTBA
He camo e oLenNan, Ho U Npocnepupa, NoHe oT TBopYecka
rnefHa Touka. Xy0)KeCTBEeHU rpynu 1 acoumanum,
KONEKTUBM, NPOCTPAHCTBA, ra/iepun 1 HOB BUJ
UHULMATUBY Unn hecTMBanu Ha BU3yasniHUTE U3KYCTBA
CKPOMHO, HO MOCTOSIHHO ce nosBaBaT (MOoHsAKora ce
peanuaupaTt camo HAAKOJIKO U3[aHus) B rofieMmTe
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~ Pravdoliub Ivanov « * .

- “' - Memory is a Muscle, 2007
-~ resin; silicone, polycarbonate~. -
~ . .100x 100 x 300 cm
52nd Venice Biennale, Bul
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The even better news is that there is

e a new energy. Younger generations
are coming of age with or without the
benefit of the EU membership. However,
the simple fact of the generally improved
legal and economic climate which is more
stable, though not necessarily more fair,
enables them to look for jobs and to travel
for educational and / or professional
purposes much more easily. This allows
new initiatives to come to the fore —
partnerships with equally precarious
and flexible younger generation and
groups from all over the EU are now
easier to form even with the negligible
local funding options. The new festivals
in Sofia and Plovdiv are witnesses to the

process.

The old news is that the values

e and benefits of contemporary
approaches to art — the emphasis to what
is happening here and now in life, society
and culture — have not caught on with
the elite in politics and business. The
process is a see-saw of back-and-forth
with the responsible state institutions,
such as the Ministry of Culture and
the National Art Gallery, mostly unable
to take decisive, irreversible steps in
support of contemporary art practices

and their representation both here,

in public and private collections,

and abroad, at top biennales where
national representation is a bit like the
Olympics — you have to be “in” if you
want to be heard and acknowledged...
There are two examples. The positive:

in 2007, with the EU membership just
around the corner, Bulgaria was given
the chance by UNESCO to exhibit

in Venice, in the Palazzo Zorzi. The
impact of the collaboration between the
state institutions (with the enlightened
decisions made by responsible officials at
the time) and the independent sector —
curators, artists, collaborators, sponsors

— resulted in a highly professional,
relevant and memorable national pavilion
of contemporary art. The negative: in
2011, the new Ministry leadership at
the time nominated for participation at
the same forum the project of a curator
with much more financial resources
than either curatorial experience or
presence in the Bulgarian art scene. This
misfire, however, energised a unique
gathering of groups and individuals from
the visual arts scene to protest against
the unmotivated, unprofessional and
irresponsible decision. The signatories
to the letter of protest were numerous

rpagoBe kato Codwus, NMnosane, Benvko TbpHOBO, BapHa,
Pyce, bnaroeBrpag v gpyru. Tesn, KakTo u ouenenute ot
cpefiaTa v kpasi Ha geseTaeceTTe (Cobust bHABPrpayHa,
decT, U3kycTBOTO fHec B [Mnoeaue, MHCTUTYT 3a
CbBpPEMEHHO U3KYcTBO B Cotusi), BUHArn umaT HoBuU
npev 3a peanusauus v pabortata UM e Ha Haln-BUCOKO
HWBO; Te 6enexart pa3BUTUE U KOHLeNTyanusupar
NpPOeKTH, CbbupaT CpeacTBa, OCbLLEeCTBABAT UAEUN U
CbTpyAHMYECTBA Ha HAUMOHAaMHO U MexayHapogHo
HMBO. 3a opraHM3aLuM KaTo TSX U 3a TaxHaTa nybavka
4YNeHCTBOTO HKM B EC 0OTBOPM MHOIO BpaTu — TBOPYECKM,
(bvHaHCOBM 1 3aKOHOBMW. Han-MonoXXMTenHUaT Nnpumep e
dboHzaums OTBOpeHn M3KycTBa B [noBAuB, Npegnaraia
LLUMPOK CMEKTbP OT AeNHOCTK: 06pa3oBaTesiHu NporpamMu,
HoLLHM hecTnBanm, Xy4OXECTBEHU N KyNTYPHU CbOUTHS,
naparesnicka eNHOCT U T.H.

Oue no-gobpaTa HOBMHA €, Ye OMpefesnieHo ce

e ycellla efHa HOBa eHeprus. [Mo-MnaanTe NoKoNeHUs
Cb3psABaT CbC MM 6e3 NoN3nTe OT YNEHCTBOTO HU
B EC. Bbnpekn ToBa No-61aronpusiTHUAT 3aKOHOB U
MKOHOMWYECKM KJTUMAT, KOMTO € 1 No-CTabuseH, BbMNpeku
ye MOXKe 61 He Mno-cnpaBeA iMB, UM MO3BOJISIBa MHOTO Mo-
NIeCHO [ila TbPCAT paboTa u Aa NbTyBaT C 06pasoBaTesiHu
nnun npodecunoHanHu Lenun. Tosa gaBa Bb3MOXHOCT
3a HOBM MHMLMATMUBK Aa ce MOsIBAT Ha NpefeH niaH —
NapTHbOPCTBA CbC CbLLO TOJIKOBA HECUTYPHU U MbBKaBM
MJ1aZy NOKOJIEHUS U FPynu OT Lenuns EBponencku cbios
Beye ce popmMupaT No-NeCHO BbMPEKM OrPaHUYEHUTE
BapuaHTU 3a MecTHO PpuHaHcupaHe. Hosute pectuBanu B
Codusa n NMnosaune ca cBUAETENM HA TO3M NPOLIEC.



Pravdoliub Ivanov

Loaded, 2010

installation art, suitcases, intervention
dimensions variable

Courtesy of Tiroche DeLeon Collection
& Art Vantage
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Emil Mirazchiev

Wag The Dog. Interactive video-installation, 2000
European Month of Culture - Plovdiv

Center for Contemporary Art — Ancient Bath
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Photo credit: Emil Mirazchiev archive




and varied. For the first time in living
memory, a professional consensus at a
national level was reached. The defect
was transformed into an effect, although
the concrete results are yet to come...

The good news is that there are
e new museums on the block.

The bad news is that they are largely
dysfunctional as far as contemporary
visual art practice is concerned —
after a museum reform, the largest
museum-level national institutions in
the capital Sofia were united under
a huge umbrella of 9 institutions of
various sizes, histories and profiles.
The conglomeration has a pyramid-
like hard-to-manage structure with
little space provided for autonomous
initiatives. For instance, SAMCA - the
Sofia Arsenal Museum of Contemporary
Art - is a museum in name but in fact is
just a space for temporary exhibitions
of the National Gallery of Art. The first
stage of the reconstruction of the small
historical building was funded by a
grant from Norway under the European
Economic Area (EEA) program. Though
expectations are still not fulfilled, the EU
membership has enabled this step in the
right direction.

The old news is that the National
o Art Gallery is not collecting

new art, with the exception of a single
rushed campaign at the end of 2012. One
suspects that it was a politically crucial
moment. The “good” news is that it is not
collecting old art either. It is just there
to stand guard at the gates of tradition
and the EU membership has done
little to change that attitude. The Sofia
Municipality has grown to a level which
meets the expectations and is providing
limited funding for building up the
collection of contemporary Bulgarian
art at the Sofia City Art Gallery. The
program started before 2007 and yet
in the last few years it is accompanied
by efforts to make it adequate to the
international standards. As a result, there
is at least one public institution one can
rely on. Unfortunately, the situation is
not all that rosy in the other cities of
Bulgaria.

6 One thing has changed for the

e better, for sure. The rush of
investment in new corporate building
construction and advertisement between
2003 and 2008 changed the visual
interface of Bulgarian cities. This was
triggered by the expected membership

CtapaTta HOBWHa €, Ye LLeHHOCTUTE, BbNIBTEHN B

e CbBpEMEHHUTE NoxXBaTu B U3KYCTBOTO, U MONI3UTE OT
TAX — OTpPas3sABally KakBO Ce C/lyvBa TYK U Cera B XXMBOTAQ,
06LLEeCTBOTO M Ky/ITypaTa — BCe OLLe He ca AOCTUTHaNu
[0 NONMTUYECKMA N 6usHec enunT. TOBa, KOETO Ce C/YYBa,
€ NMpexBbpJIsiHe Ha ToMKaTa, a B Ta3u Urpa OTrOBOPHUTE
ObpXXaBHUTE MHCTUTYLMN KaTO MUHUCTEPCTBOTO Ha
KynTypaTta u HaumoHanHaTa XygoxXecTBeHa rasiepus Kato
L0 He MOraT fa HanpaBAT peLunTenHn, HeobpaTumMm
CTBMNKM B NoAKpena Ha CbBPEMEHHUTE XyL0XKECTBEHMU
NPaKTUKN U TAXHOTO NpeAcTaBsiHE KaKTo TyK, B
O6LLECTBEHUN Y YAaCTHU KOMEKLMM, Taka 1 B YY)XXOMHa,
Ha peHOMMpaHu bueHaneTta, KbLeTo y4acTUeTo Ha
eHa Hauus e Nogo6HO Ha TOBA Ha ONIMMMUACKN UTpU
— TpsibBa ga cv TaMm, 3a a 6bAell 3abensi3aH U NpuerT.
MoraT fa ce npunoxaT ABa npumMepa. NMonoXuTenHuaT:
npes 2007 r., Ha Npara Ha 4YneHcTBoTO HM B EC KOHECKO
Jafje waHc Ha bbnrapus ga ce npepcrtasu B [Manayo
30p3u BbB BeHeuns. EQeKTHT OT CbTpyAHNYECTBOTO
Mexay AbpyXXaBHUTE UHCTUTYL MK (6narogapeHue
Ha BLbXHOBEHMWTE PeLUEHMS, B3ETU OT OTFOBOPHUTE
PBbKOBOAUTENM MO OHOBA BPeME) U HE3aBUCUMMUSI CEKTOP
— KypaTopW, XyAOXKHULMN, CbTPYAHULIN, CIOHCOPU —
JoBefe [0 M3rpaXkAaHeTo Ha BUCOKO NpodecrMoHaneH,
CMMCIIEH U 3aMOMHSILL, Ce MaBUJIMOH, NpeLCTaBALL
CbBPEMEHHO 6b/IrapCcko U3KycTBo. OTpuLaTeNHUAT
npumep: npes 2011 r. ToraBalHOTO HOBO YyripaBrieHne
Ha MUHUCTEPCTBOTO HOMMHMPA 3a y4acTue B CbLus
(opyM NpOEeKT Ha KypaTop, YMIATO PUHAHCOB pecypc
6€e MHOI0 MO-TO/IAAM OT ONuTa My UM NPUCBHCTBUETO
Ha 6b/irapckaTa apT cleHa. Tosu npoBan obaye
Jaje Tnacbk Ha HeobMyarHO CbbMpaHe Ha rpynu
W OTAENHN TMYHOCTHM OT obiacTTa Ha BU3yanHuTe
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in the EU. It was fuelled by direct

capital investment and it made for a
very aggressive, even vulgar, visual
environment in Sofia, Plovdiv, Varna
and elsewhere. But the 2008 global
financial crisis put an end to that and
that was good news. More recently,
however, the ambitions of ex-advertisers
gave rise to the construction of quite a
number of magnificent monuments. The
visual presence of aggressive corporate
headquarters or fancy billboards is

now replaced by monuments. For some
time it seemed there would be no

end to the proliferation of evermore
Disneyland-like public art in the city
environments. Although the monument-
erection process never reached the
incredible levels of a neighbouring
country’s capital, still there is a trend to
create new monuments with glowing
eyes in the dark, singing hooves and
all-around souvenir-like visual appeal.
People seem to like that, but we think

it is ill-conceived and inconsiderate.

Yet, it is far more preferable to have a
few funny monuments here and there
than aggressive corporate advertisement
everywhere. We think that the EU-
backed legislature has regulated the
process and now public space in the
cities is better protected than before. Of
course, that is so only until somebody
finds a way to open a few back doors and
have an eye-popping skyscraper in a place
where there were only modest and cosy

city neighbourhoods in the past.

One thing the EU membership
7 e has not changed is the scarcity of
new private collections of contemporary
art. In fact, there are hardly 2 or 3 or
less. In fact, no state-level incentives
exist for either private or public art
collecting. One might have expected
that the civilisational example of the
art-collecting practices and art-sharing
ways tried out in the EU find fertile
ground here... No way, we are alone with
our own unenlightened elites that are
neither supported when they need it, nor
encouraged when they deserve it.

The really good news of the last 10
e years is that membership in the

EU has facilitated the free movement
of people (read that as art students,
artists and curators, dealers and critics,
art lovers and just about anybody),
goods (thank God there is no longer
the irksome red tape when doing shows
in Berlin or Malta) and ideas! Being an
international artist or a curator based
in Bulgaria is now infinitely easier than
ever before! Yet one wishes to have more
and more attractive art events locally;
events that would bring in international
audiences, or at least international artists,
curators and art lovers. That would make
the status of being in the EU reciprocal.
Yet, even the possibility to travel at will

(money questions presumably solved

M3KYCTBa, 3a ja NPOTECTUPAT CPeLLY HEMOTUBUPAHOTO,
HernpodecnoHanHo 1 6e30TrOBOPHO peLleHre. MHOro u
pasfIMYHKU Xopa NoCTaBUXa MMeHaTa CU B MPOTECTHOTO
nMcMo. 3a MbpBM MbT OT HE3aNoOMHEHU BpeMeHa 6e
LOCTUIHAT NpodecroHaneH KOHCEHCYC Ha HaLMOHasHO
HMBO. [ledeKTbT ce NpeBbpHa B eheKT, BbMNPeku ye
KOHKPETHWTE pe3ynTaTh BCe OLLe NPesCToNT.

[obpa HOBUHa e, Ye ce cpobuBame C HOBM

e My3eMu. JlowaTa HOBUHa €, Ye Te KaTo LSO ca
HedyHKLUMOHANHM OT rnegHa To4Ka Ha BU3yanHuTte
n3KycTBa — cnep pedbopma B My3enTe Ha-ronemmuTe
HaLMOHaTHN MHCTUTYLIMM Ha HUBO My3eii B Codus
6s1xa cbbpaHu NnofJ efHa apka, o6egmHsaBaLla AeBeT
WHCTUTYLMX C Pas3In4yHu pa3Mepu, UCTOpUs 1 Nnpodunu.
KoHrnomepauusita ¢ nupammuganHa CTpykTypa 6eLue
TpyAHa 3a yrnpas/ieHne 1 0CTaBn Masiko MACTO 3a
camMocToATeNnHU nHnymatneu. Hanpumep CAMCH
(Codhmiickun apceHan — Myseit Ha CbBPEMEHHOTO
M3KYCTBO) € My3€eli caMo Mo UME, @ B AENCTBUTENHOCT
€ MPOCTPaHCTBO 3a BPEMEHHU eKCMO3ULNN KbM
HauunoHanHata xygoxkecTBeHa ranepus. [bpBuAT eTan
OT PEKOHCTPYKLUMATa Ha MankKaTta uctopuyecka crpaga
6e dmHaHcupaH oT cybenaus ot Hopserus no nporpama
Ha EBponerickaTta ukoHoMu4Yecka 30Ha. Bbripeku ye
OoYyakKBaHWATa BCe OlLLe He ca YA0BNEeTBOPEHW, YSTIEHCTBOTO
Hu B EC nognomMorHa tasm Kpadka B npaBuiHaTa nocoka.

CtapaTa HOBMHa €, Ye HaumoHanHaTa Xy4oXXeCcTBeHa
e rasiepusi He ce oboraTsiBa C HOBO U3KYCTBO C

N3KJ/OYEHME Ha efHa NpuUnpsiHa KaMnaHus B Kpas Ha
2012 roguHa. JlecHo e fa ce 3anofospe, Ye Toea e 6un
KJIFOYOB MOMIUTUYECKM MOMEHT. ,JlobpaTa“ HOBMHa €, Ye
He Npuao6muea n cTapo U3KYCTBO. TS Nasu NopTuTe Ha
TpagmumsTa u 4neHcTBoTo HKM B EC e HanpaBuno marsko,
3a [a ce NPOMeHU ToBa OTHolleHne. CTonmMyHaTa obLlmHa
e JoCTUrHana HMBo, KOETO Aa OTroBaps Ha 04akBaHUATA,
N ocurypsiea orpaHn4yeHo dmMHaHcMpaHe 3a nognomaraHe



i
— = |
- i
i =

I

.!"ﬁlr'

HEw™
MEFY

e |
NN ™

Luchezar Boyadjiev
JTbyesap bosigxunen

WHAT GOES P MUST COME DOWN

)
x
<
X
@
o
©
IS4
)
I
<
Q
[}
I
)
IS
<
X
)
Q
=
o
o
El
S
)
o

a3}

It’s too early to say

A Place You Have Never Been Before, Bulgarian Pavilion at the Stefan Nikolaev, What Goes Up Must Come Down, 2007, bronze,
52nd International Art Exhibition - La Biennale di Venezia aluminium, gas generated flame, 440x232x230 cm, Venice, Palazzo
Artists: Pravdoliub Ivanov, Ivan Moudov and Stefan Nikolaev Zorzi - cortile

Curator: Vessela Nozharova
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Gagarin in Space,

Luchezar Boyadjiev, 2011
Installation art; inflatable
object, paper collage, gallery
corner; app. 150x60x50 cm.
Installation view: “After the
Flight” (Show dedicated to the
50th anniversary of Gagarin's
1961 flight in outer space), ICA
Gallery, Sofia, 2011. Curator:
lara Boubnova.

Photograph: Kalin Serapionov
Collection: EVN, Vienna

Ha cbupKaTa Ha CbBpPeMeHHO 6bIrapcKo U3KYCTBO B
CodwmiickaTa rpagcka ranepus. Mporpamarta 3anoyHa
npean 2007 r., HO B NOCMEAHUTE HAKOJSIKO FOAMHUN TA ce
npuapy>xaBa oT yCUNUs fa oTroBaps Ha MexayHapogHuTe
cTaHAapTu 1 B U3noxbeHaTta AeAHOCT Ha ranepusTa. B
pesynTaT Ha ToBa MMa MOHe efiHa Ny6NYHA MHCTUTYLMS,
Ha KOATO MOXKe fja ce pasuuTa. 3a asnocCT cuTyaumnsaTa He
e Taka po3oBa B ApyruTe 6barapcku rpaoBse.

6 EfHO Hewwo ce e NPOMEHU0 KbM No-406po CbC

® CUrypHOCT. M36NNKBT Ha MHBECTULMK B HOBOTO
KOPMopaTUBHO CTPOMTENCTBO M pekslaMa B nepuoga
2003-2008 npomMeHn BU3yanHus uHTepdenc Ha
6bnrapckuTe rpagoBe. Ta3u genHoCT 6elle 3aBUXKeEHA
OT 04aKBaHOTO YsieHcTBO B EC, 6eLle nogabpyxaHa oT
AVPEKTHM KanuTanoBu MHBECTULMN U [ONPUHECE 3a
Cb3[aBaHETO Ha MHOIMO arpecuBHa, LOpPU By/rapHa
BM3yanHa cpega B Codus, MNnosaus, BapHa u gpyru
rpagoBe. Ho rno6anHata ¢pmHaHcoBa Kpusa npes 2008 r.
CIIOXW Kpal Ha ToBa — 1 TOBa Beyve 6elle fo6pa HOBUHA.
Hackopo o6aye ambuLmnTe Ha BUBLLMTE peKknamoaaTenu
ce Haco4ymxa KbM MOHYMEHTaIHUTE KOHCTPYKLMK.
Bn3yanHOTO NpUCHCTBME Ha arpecrBHU KOPMOPaTUBHU
LWaboBe NN NTYKCO3HM 6UI6OPAOBE Cera € 3aMeHeHO

OT NaMeTHMLUN. 3a N3BECTHO BpeMe U3rnexaalue,
csiKal HAMAa fa MMa Kpaw Ha pasnpocTpaHeHWeTo Ha
BCe noBeye ny6MYHO U3KYCTBO TUMN [ANCHUNEHA B
rpagckara cpefa. Bbnpeku ye npouechT Ha 3guraHe
Ha MOHYMEHTW He ycnsi fa fLOCTUIHe HEBEPOSTHUTE
HMBa Ha CTo/MLATa Ha eHa Halla cCbCcefHa AbpyKaBa,
BCe MakK M y Hac uMa Mofa fa ce usgurat TakuBa C 04,
CBeTeLM B Mpaka, NneeLuy KonuTa n LanocTeH CyBEeHUPEH
06/MK. XopaTa usrnexga ru xapecnaT, HO Hue Tn



somehow...) is a blessing.

Due to all of the above, the good
9 e and the bad news — nowadays
Bulgaria has a large and active, young
and energetic, optimistic and workaholic
Visual Diaspora! If you want to research
the young artists Bulgaria has to offer
(young being defined as anywhere
between 20-30 and 40-50), you better
go to Vienna, Berlin, Brussels, Paris,
New York, London and Moscow, and
so on. The Bulgarian art scene will
never be big enough, with or without
EU membership, to offer proper
opportunities for young artists. So, it is
great that the EU membership has made
it possible for all those ambitious young
artists to either stay or go, to study /
work here or work / study there. No
matter where you live and work, you
can still go back and forth to take part
in various activities, debates and art
scenes. Moreover, the living / working in
the larger art capitals of Europe exposes
the artists to international standards
and contexts. When they travel back
to Bulgaria for projects or anything
else, that enhances the exposure of
the Bulgarian art scene itself to the

international art context. Even more

importantly, it all happens in a natural
way; it is based not on official cultural
exchanges and it does not depend on
official cultural policies (of which there
are currently none relevant enough

to speak of...). The Visual Diaspora

of Bulgaria is a tangible force to be
reckoned with and that is the best news
in the visual arts since 2007.

1 In the summer of 2016, after
O e only 9 years in the EU, Bulgaria
finally recognised and reunited with
Christo. This was prompted by The
Floating Piers, a project by Christo and
Jeanne-Claude for Lake Iseo in Italy:
never before had there been so many
Bulgarians visiting the installation,
working, watching footage about it on
TV or taking a stand (pro or con, or
really bad...) on Christo’s art. As they say,
better late than never. This may have little
to do with the EU membership itself, but
we hope it will be a good way to reunite
with contemporary art and the concerns
it is able to voice out to the public both
here and there.

HaMupaMe 3a JI0LLO 3aMUCNEHN 1 Henpuemnmem. U sce
nak e 3a npeanoyntaHe ga uMamMe HAKOJIKO CTPaHHO-
3a6aBHV MOHYMeHTa TyK-TaMe, OTKOJIKOTO arpecuBHa
KopriopaTUBHa pekfiama HaBcaKbAe. CMATaMe, ve
3aKOHOAATeSICTBOTO € perynnpano Tasm AenMHOCT U cera
ny6/MYHOTO NMPOCTPAHCTBO B rpafioBeTe € Mo-3allMTEHO
oT npeau. Pasbupa ce, TOBa € Taka CaMo [JOKaTO HAKOW He
HaMepun Ha4nH ga oTBOPU HAKOJIKO 3aAHU BpaTu n ycnee
[la U3AUrHe HAKOM yMornoMpaumuTesieH He6ocTbpray Ha
MSCTO, Kb/IETO B MUHAIOTO € UMasio CKPOMEH M YIOTEH
KBapTarn.

EfHO OT HellaTa, KoUTo YneHcTBoTo B EC He e

e YCMAMO Aa NPOMEHMU, e NiuncaTa Ha HOBU YacTHU
KOJIEKLMM Ha NMPOU3BeEeHNS Ha CbBPEMEHHOTO U3KYCTBO.
B MOMeHTa 1Ma fBe-TpU UM No-Manko. BCbLHOCT Ha
ObPXKaBHO HMBO HAMA CTUMYIK, KOMTO [la Bb3gencrear
Ha YaCTHOTO MW MYGIMYHO apT KONEKLMOHEPCTRO.
Buxme Mornu aa oyakBame, Ye UMBUIN3ALUOHHNUAT
NpUMep Ha KONeKLMOHEPCKUTE NPAKTUKM U MeToAMTE Ha
cnofensiHe Ha NPOU3BELEHUS HA U3KYCTBOTO, Bb3MPUETU
B EC, e HaMepsAT nnogopogHa noysa y Hac... He cTaBa,
HVEe CMe CaMU C HalLMUSi HEMPOCBETEH efInT, KOMTO
HWUTO e NOAKPENSH, KOraTo Ce HyXJae OT TOBa, HUTO €
OKypa)kaBaH, KoraTto e 3aciyXuJl.

MHoro fo6paTta HOBMHa OT NOCNELHUTE fleceT
e FTOAMHM €, Ye MpUCbeMHABAHETO HU KbM EC
Hanpaeu Bb3MOXHO CBOGOAHOTO ABUXKEHME Ha XopaTa
(cTymeHTU B 06nacTTa Ha U3KyCTBaTa, apTUCTU, KypaTopu,
TbProBUY ¥ KPUTULM, TFOBUTENN Ha U3KYCTBOTO U BCUYKU
ocTaHanu), ctoku (cnaea bory, Beye HAMa focafHu
6HOpPOKPATLLMHW, KOraTo ce npefcTaBsive B bepnuH
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unu ManTa) v ugeun! [la cu XyLoXHUK Un KypaTop,
pa6oTeLl Ha MeXAyHapoAHO HUBO, HO 6a3upaH B
Bbnrapus, e HemamMepmnmo no-necHo ot npeau! U Bce nak
6UXMe Xenanu fa uMame rno-aTpakTUBHU apT CboUTHS
Ha MECTHO HMBO; CbOUTMSA, KOUTO B1xa NPUBIEKIIU
MeXAyHapogHa ny6svKa Unm noHe MexayHapogHu
TBOPLX, KypaTopu 1 NHOBUTENM Ha N3KYCTBOTO. ToBa 61
HanpaBuWI0 eBPOMNENCKMUS HU CTaTyT PELIMIPOYEH C TO3MU
Ha ocTaHanuTe 4yfieHoBe. Bbnpeku ToBa fopu U camo
Bb3MOXHOCTTa fja MbTyBame cBO60HO (Mpuemaitku,
ye DMHAHCOBUTE HY NPOBSIEMU Ca PELLIEHM HAKAK) €
6naropar.

BcnencTeue Ha BCUYKM Te3n J0O6pY 1 oK

e HOBMHW AHecC bbnrapms uma ronsima n aKkTUBHa,
MJ1aZia U eHeprnyHa, oNnTUMUCTUYHA U pabOoTOXONIMYHA
Bu3yasiHa guacnopa! AKo nckarte ga npoyuurte
MaauTe TBopuM Ha Bbnrapusa (kato noa ,mnagun” ca
NPUBMKAAHN XyOOXHULNTE B AnanasoHa oT 20-30 go
40-50 roavHLIHKTe), No-fo6pe noTbpceTe BbB BueHa,
BepnuH, Bprokcen, Mapux, Hio Mopk, JlonaoH, Mocksa
M T.H. BbarapckaTa apT cLeHa HMKora Hama ga 6bae
JOCTaTb4YHO rosigiMa, CbC UK 6e3 YneHCcTBOTO HU B EC,
3a Ja gage Bb3MOXHOCTU Ha MiiaguTe TBopun. Tbin ve e
npeKpacHo, Ye npucbegmHsaBaHeTo HU KbM EC Hanpasu
Taka, Yye BCMYKM Te3n aMbMLMO3HN Mnaau aBTopu aa
MoraT fa pelwaTt Aaau fa ocTaHar, v Aa 3aMuHar, aa
yyaT/paboTAaT TyK nnm fa paboTaTt/y4yaT B Yy>kbmHa. bes
3HayeHue Kbje YoBeK XM1Bee 1 paboTu, MOXe fa ce
OBVDKM OT €LHO MSICTO Ha [pYro, fa y4yacTBa B pa3/iMyHu
JeNHoCTH, febaTh U TBOPYECKHM CLeHU. B gonbnHeHue,
paboTaTa/>)XMBOTHLT B MO-roJieMUTe CTOULN Ha
N3KyCTBOTO Ha EBpona nsnara TBOpuuTe Ha BIUAHNETO

Ha MeXAyHapoaHWUTe cTaHAapTu 1 cpean. Korato Te

ce BpbLwat B bbarapusa, 6uno 1o 3apagm NpoeKkTU Uim
KaKBOTO U fa 61no gpyro, Ypes Tsix 6barapckarta apT
CLieHa ce 0TBaps KbM MexJyHapogHata. OLle no-BaxHo,
BCUYKO TOBA Ce C/ly4yBa MO eCTECTBEH HAYMH; OCHOBaBa
ce He Ha oduuManeH KyNnTypeH o6MeH U He 3aBUCU OT
ohULManHu KynTypHU NOAUTUKK (Cpes, KOUTO B MOMEHTa
HsiMa Tak1Ba, KOUTO Aa ca AOCTaTb4yHO afleKBaTHU U Ja
3acny)kaBarT ga ce otbenexar). BusyanHarta guacnopa
Ha Bbnrapusi e ocesaema cuna, KOATO U3UCKBa fa ce
Ccbob6passiBaT C Hess — TOBa e Hal-gobpaTa HOBMHA B
ob6nacTTa Ha BU3yanHuTe nskyctea ot 2007 r. Hacam.

1 [Mpes natoTto Ha 2016 r., caMmo cnepg geseT

e roanHn yneHcteo B EC, bbnrapus Han-ceTHe
npue n ce nomupu ¢ Kpucto. ToBa 6e NOATUKHATO OT
MnaBawuTe KenoBe — NpoeKkT Ha KpucTo n Xan-Knog B
e3epoTo MN3eo B UTanus. Hukora gocera He 6e nmano
TONIKOBA MHOIO 6bJirapy, KOUTO NoceTuxa MHCTanauusTa,
paboTuxa, rnefgaxa rno TefieBU3MATa U B3exa OTHOLLEeHUE
Mo TemaTa 3a U3KyCTBOTO Ha KpucTo (3a uim npoTuB unm
MHOro oTpuLiaTeNHo). KakTo ce KasBa, No-Ao6pe KbCHO,
OTKOJIKOTO HMKOra. YneHcTBOTO HM B EC MoXke 61 nma
MaJIKO OTHOLUEHME KbM TOBA, HO HME ce HaasiBaMe, Ye Liie
6bAe [oObp HAaYMH Aa HY NPUOBLLN KbM CbBPEMEHHOTO
N3KYCTBO U BbMNPOCUTE, HA KOMTO TO AaBa rMacHOCT B
06LEeCTBOTO — U TYK, U TaMm.



Focus Bulgaria at viennacontemporary 2015

Curators: lara Boubnova, Vessela Nozharova, Dessislava Dimova
Publication: Boris Kostadinov

Organised by Open Arts Foundation, Plovdiv

Photo credit: viennacontemporary / Alexander Murashkin
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10 years of Bulgarian
architecture in the European

Union

10 roguHM 6 bNrapcka
apXUTeKTypa B eBpOnencKus

CDblo3

EN
istorically speaking, a decade in
the field of architecture can be
a long but also a short period
of time.

The major part of the reconstruction of
Warsaw’s Old Town after the Second
World War was completed within just
seven years; this marks an unprecedented
effort of a nation determined to restore
the historical tissue of its city which was
almost completely destroyed. Exactly ten
years were necessary for the building of
the new concert hall Elbphilharmonie

in Hamburg (it was inaugurated in 2017,
after many controversies, legal disputes
and finally, a uniform international

applause). Ten years were not enough
for the completion of the new Library of
Alexandria in Egypt.

A common approach to writing
architectural history (regardless of
whether it encompasses a decade or

a period of a thousand years) entails
the distinction between different
architectural styles, types of buildings
or locations. However, most interesting
are the studies which make a deep cut,
as it were, and consider the architectural
developments in the light of the events
in society in general. After all, “pure
architecture” no longer exists — its
elements should be examined and

BG

OT UcTopuyecKa rnefHa TouKa eceT roavHu B
ApXUTEKTypaTa MoraT Aa ca U rosiam, n MmanbK nepumoj ot
BpeMme.

OcHoBHaTa 4acCT OT peKOHCTpyKLMsTa Ha CTapusa rpag
BbB BapluaBa cnep kpas Ha BTopaTa cBeTOBHa BOWMHa €
3aBbplUeHa caMo 3a CeleM roaunHM rnpu 6eanpeueseHTHO
ycunve Ha egHa Haumsa ga Bb3CTaHOBM UCTOpUYecKaTa
TbKaH Ha rpaga cu No4TuK oT Hyna. TOYHO AeceT roguHu
651Xxa HY>XHW Ha rpag Xambéypr, 3a fa NOCTpoM HoBaTa

cM KoHuepTHa crpaaa Elbphilharmonie (odumumnanHo
oTkpuTa npe3 2017 r. cneg Kyn ckaHganu, cbaebHm
Jlena v Hakpas noj BCeobLiy CBETOBHU anlofIUCMEHTH).
[eceT roguMHun He CTUrHaxa 3a 3aBbpLUBAHETO Ha HOBaTa
AnekcaHapuiicka 6uénuoteka B Eruner.

KoraTo ce nuie apxuTeKTypHa uctopusi (HeaaBucMMo
Janv 3a geceTt UIu Xunsiga rogMHyn Hasan) obudariHa
npakKTMKa e apxuTeKTypaTa fia ce pa3fesisi Ha CTUIIOBE,
Ha Tunose crpagu unn Ha nokauuun. Han-mHTepecHu
ob6aye ca OHE3UN UCTOPUK, B KOUTO Ce NpaBu Ab/I60K
cpes, Hacnareall, C/lyYKMTe B apxuTeKTypaTa C OHOBa,
KOeTo cTaBa B 06L,eCcTBOTO BbobLle. B KpaliHa cmeTKa
,4NCTa apxXnTEKTypa"“ OTAaBHa BeYe He CbLLEeCTBYBA,

TA TpsAA6Ba fa 6b/e uscrnefBaHa v TbilKyBaHa B
KOHTEeKCTa Ha Nepuoaa, B KOWTO Ce e NOosiIBUIA, @ He KaTo
n3oMpaHo ABneHne. ETo 3aLo B TO3M TEKCT BCsIKa OT
JeceTTe roanHu, KouTo Bbarapus U3)KMBS KaTo UJieH Ha
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interpreted within the context of the
period when they were created, and not
taken to be an isolated phenomenon.
Therefore, in this essay, the example of a
single architectural event, tendency or a
key building is chosen to illustrate each
year of the Bulgarian EU membership. All
these instances shape the colourful story
of our recent architectural history.

2007. The construction boom

Bulgaria joined the EU in the midst of
an international construction boom
which transformed forever the face of
the country’s architecture. Buildings were
constructed quickly, in great numbers,
everywhere — on the Black Sea coast, in
the mountain resorts, in new residential
areas. The quality was low and there was
no substantial architectural debate to
examine the issues. As a result, the first
architectural blogs, which tried to shed
light on the problems of architecture
and to engage new audiences, emerged
precisely in 2007.

2008. The Venice Biennale

The year marked Bulgaria’s first
ever participation at the prestigious

architecture Biennale in Venice. As

a counterpoint to the speculative
investment design which was widespread
in the country, the Bulgarian pavilion
was entitled “The Young Architects” and
presented a few “boutique” architectural
studios in an attempt to match up to the

international standards.
2009. The economic crisis

The global financial crisis of 2007-2008
officially affected Bulgaria and dealt a
heavy blow to the construction industry.
A number of projects were put on hold;
many architects found themselves with
too much time on their hands. That is

why in...

2010. The architects became
publicly engaged professionals

...and started reacting in non-standard
ways against the irritants in their
environment: they organised various
activities and created installations
(shelters for the homeless, local
playgrounds, green parking lots), they
worked with their hands and tried ways
to interact with the institutions. The
first to engage in such activities was the

EBponeiickus cblos, e 6bae NpeacTaBeHa ¢ Nno efHo
apXUTEKTYpPHO CbBUTUE, TEHAEHUMS UK KTHOYOBa crpaja.
Bcuukn Te 3aegHo hopmMuUpaT LWapeHust paskas 3a Hai-
6/1M3KaTa HU apXUTEKTYPHA UCTOPUS.

2007. CTpouTenHuaT bym

Bbnrapus Bnusa B EC B pasrapa Ha CBETOBEH CTPOUTENEH
6yM, KONTO 3aBMHarn NPpoOMeHsi apXMTEKTYPHOTO nmLe

Ha cTpaHaTta. Cpou ce 6bp30, MacoBO 1 HaBCSIKbAE —
4YepHOMOPCKO Kpanbpexue, N1aHUHCKK KYpopTU, HOBU
XWULWHKW KBapTann. HUBOTO e HUCKO, a KayeCcTBeH
apxuTeKTypeH aebat novTu nuncea. B pesyntat uMeHHO
npes 2007 r. y Hac ce nosiBMuxa MbpBUTE apXUTEKTYPHMU
6510roBe, KOMTO ONUTaxa Aa cb3gajaT HoBa nybnmka 3a
apXuTeKTypHUTE npobnemu.

2008. BeHeLlmaHCKOTO bueHane

Bbnrapus yyactsa 3a NpbB MbT B CBOATA UCTOPUSA Ha
NPEeCTMXHOTO BeHeLaHCKO apXMTEKTYPHO BueHarne.
KaTo KOHTpanyHKT Ha CneKynaTMBHOTO MHBECTULMOHHO
NpOeKTUpaHe, KOETO Liapu B CTpaHaTta, 6b/rapckusT
naBUNMOH e KpbCTeH The Young Architects n npeacrtass
HSAIKONKO ,6yTUKOBU" apXxUTEKTYpHU 6topa B ONKUT fa
NMOCTUrHe CBETOBHA afieéKBaTHOCT.

2009. UkoHOMMYECKaTa Kpu3a

CeeToBHaTa dmHaHcoBa Kpu3sa ot 2007-2008 odpuumnanHo
focTtura bbnrapus n ygps ctpountenctesoto. MHoro
NPOeKTN Ca 3aMpaseHun, MHOrO apXMTeKTK Ce OKasBarT C
[OCTaTbYyHO CBOOGOAHO BpeMe. ETo 3awo, npes...
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Architectural Studio AEDES
Courtesy of Minko Minev
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“Transformatori” association, followed
by many others.

2011. The good European taste in
Bulgaria

Bulgaria took one more step towards
becoming more global: it welcomed

a popular European furniture brand,
famous for its quality products, simple,
clean design and affordable prices.

The introduction of the brand might
seem all too mundane to mention, but
it was crucial for the development of
the architectural environment on a
micro-level. Cheap, but masterfully
designed furniture has the power to
influence people’s lives and tastes much
more effectively than any architecture
conference or exhibition.

2012. European funding

The results of the first European funding
period on Bulgaria’s architecture became
visible and they do not look good. The
country missed its chance to create
emblematic public buildings, which could
be the result of an active architectural
contest. The competitions were way

too formal and devoid of transparency.

A year later, the small paleontological
museum in the village of Dorkovo caught
the eye of the international media — its
simple architecture and photogenic
outline became the closest Bulgaria got to
adequate assimilation of the EU financial
support.

2013. Bulgarian cities enter the
European Capitals of Culture
competition

No fewer than eight Bulgarian cities put
forward their candidature to the 2019
European Capital of Culture scheme.
Plovdiv won the race; however, even
more important were the candidatures
themselves, because they led to the
organisation of interesting initiatives
and to a healthy and creative competition

between the cities.

2014%. Residents protest in
demand for a better city
environment

In 2014, more people began to manifest
their attitude towards the environment
they live in and react to various problems,
absurdities and cases of corruption.

Since 2014 our country boasts the new

2010. ApxuTeKTUTe cCTaBaT 06LL,eCTBEHULU

W 3anouBaT fa pearvpar no HecTaHAApTHN HauYMHM Ha
ApasHuTenuTe B cpefarta okono cebe cu: NpaBAT akLum
U MHcTanauun (MoAcnoHM 3a 6e340MHMLN, KBapTaiHu
UrpuLLLa, 3efIeHN NapKUHIK), paboTAT C pbLieTe CU U
npo6BaT Aa B3auMoAencTBaT C UHCTUTYyLuuTe. MbpBur
6s1xa capykeHue , TpaHchopmaTopm®, cneg Tax ce
nosiBuxa MHOIO ApPYru.

2011. [obpuaT eBponencku BKyc B bbnrapus

Bbnrapus ctaBa ¢ egHa uges no-rnobanHa c nosisata
ronynsipHa eBporercka Mapka 3a Me6enu, M3BecTHa

CbC CBOETO KQYeCcTBO, UBUUCTEH AM3alH U JOCTbMHU
ueHun. Cbbutme Ha NpbB Nornes abcypaHo Cbe

CBOSAITa NPO3aUYHOCT, HO KJTHOYOBO 3a PasBUTMETO Ha
apxuTeKTypHaTa cpefia Ha MUKPO HUBO. EBTMHUTE Mebenu
C A06bp AM3aliH uMaT cunaTa fa BAUSAT Ha 6uta u

BKyCa Ha MHOTr0 NMoBeYye Xopa, OTKOJIKOTO KOSITO U fia e
apXUTEKTypHa KOHbepeHUMs Umn nanoxea.

2012. EBpodoHpoBeTe

KbM Kpas Ha MbpBuA NporpamMeH nepuof Ha
eBpoduHaHcKpaHe 3a bbnrapusa apxuTeKTypHUTE
pesynTaTu OT Hero ctaBaT BUAUMU. U He uarnexapaT
no6pe. ManycHaTa e Bb3MOXKHOCTTa 3a Cb3faBaHe
Ha eM6sieMaTUYHM O6LLECTBEHM CrPpaau, pesynTaTt oT
aKTUBHa apXUTEKTYpHa KOHKypeHLMsA. KoHKypcuTe
ce npasaT GpopMasHo, Mpo3payvyHoCT nuncea. EgHa
rof¥Ha no-KbCHO YyXXANTE MEANMN 06UKON MaNKUAT
naneoHTosIorMyeH Myseii B cefio [JopkoBO, KOWTO CbC
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“Kvadrat 500” national gallery; built as a
result of an open competition, it is well-
planned, meticulously constructed and

culturally connected to its surroundings.

2015. The debate about the
fortresses

A serious discussion about the
attitude towards the country’s cultural
heritage took place in 2015. Bulgarian
municipalities invested heavily in
reconstructions of medieval fortresses
and the restoration of ancient ruins,
including putting new construction
layers on top of the ancient ones;
ordinary citizens and experts reacted
sharply to the bogusness of the
reconstructions and the falsification of
the cultural legacy.

2016. Sofia rediscovers the
skyscrapers

With the rekindling of market optimism,
the Bulgarian capital began to transform
its uniform skyline. The new skyscrapers
in Sofia, however, spring up at random
places, do not conform to a general city
planning concept and, as a rule, ignore
the character and the city outline.

In lieu of a summary

The typical Bulgarian building
constructed in the past decade is
rectangular, with glass balustrade
balconies with tube top rails, built of
cheap materials and an abundance of
imitation of wood. The 1990s kitsch and
the pseudo-postmodernism are gone. The
buildings are the result of an aspiration
to measure up to the rest of the world,
but there is no unique hallmark to make
them appealing on an international level
while remaining distinctively Bulgarian

and recognisable in Europe.

Despite the pessimistic conclusion,

this is nevertheless an optimistic essay.
Bulgarian architecture went through
many tribulations in the past decade but
after all these rises and falls, disputes
and collisions, it emerged transformed
and slightly more European. This is why
we should be more lenient towards our
mistakes and more courageous in our
dreams. And let us hope that more good

architecture is yet to come.

cemnaTa cu apxuTeKkTypa U GOTOreHnYeH CUIyeT cTaHa
Han-6IM3KOTO A0 NPUIMYHO YCBOSIBAaHE Ha eBponapu y
Hac.

2013. bvarapckuTte rpapoBe ce cbCcTe3aBar 3a
EBponeicka KynTypHa cTonuua

Llenn ocem 6bnrapcku rpafa 6sixa kKaHangaTh 3a
EBponencka ctonuua Ha kyntypaTa 2019. Mobeau
MnoBguMB, HO NO-BaXkeH 6e NpoLechT 3aoTo Tesun
KaHangaTypu AoBefoxa A0 MHTEPECHU MHULMATUBK U
3[paBOC/IOBHA KOHKYPEHLMSA MEXAY rpajoBeTe.

2014. Npa)kpaHu npoTecTUpaT 3a no-gobpa
rpajacka cpepa

Mpe3 2014 r. nocTeneHHO BCe MNoBeYye xopa 3anoysar ga
nMmat OTHOLLEHNE KbM cpefaTa, KOITo 06uTaear, 1 aa
pearvpaT Ha NnpobsemMu, HeAOMUCTTULA U KOPYMLMOHHM
NPaKTUKK. A CTpaHaTa HY MOXKe a Ce NoxBanau ¢ HoBaTta
HaunoHanHa ranepus ,Keagpat 500, noctpoeHa

chnef OTKPUT KOHKYPC, f,06pe NpoeKTupaHa, npeLmsHo
N3nbJiHEHA U KYNTYpPHO CBbp3aHa C OKoJIHaTa cpefa.

2015. [le6aTbT 32 KpenocTuTe

Mpe3 2015 ce npoBefe roneMusT pasroBop 3a
OTHOLLEHNETO KbM KyNTYPHOTO Hac/lle4CTBO B
cTpaHaTa. bbnrapckute o6LWMHN MHBECTMPAT MacoBO
B PEKOHCTPYKL MM HAa CPEAHOBEKOBHU KPEMOCTU U
HaZACTposiBaHe Ha aHTUYHU PYMHW, @ TPaXKgaHu un
eKCrnepTu pearmpaT oCTpo Ha 6yTadopHOCTTa Ha
Bb3CTaHOBKUTE U panwmndukaymsaTa Ha HacneLCcTBOTO.
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One Architecture Week Plovdiv,
ONE Foundation for Culture and Arts

Plovdiv, Bulgaria, 2016

Photo credit: Lina Krivoshieva
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Slight slope long house,

Targovishte, Bulgaria, started in 2010,
completed in 2014

1/0 Architects

Photo credit: Assen Emilov

2016. Codusa npeoTKpuBa HebOCTHprauuTe

C Bb3cTaHOBSIBaHE Ha NasapHus ONTUMU3bM
6bnrapckaTta ctonuua Codus 3anoysa ga ce oTbpcBa oT
paBHOMepHaTa cv rpajicka 3acTpoiika. HoeBute coduiicku
HeboCcTbpraym obaye ce NOSIBSIBAT Ha Cly4YalHN MecCTa,
6e3 06LLla rpafoyCcTPONCTBEHa BU3KMSA U MO NpaBusio
UrHopupar xapakTepa v cuiyeTa Ha rpaga.

BmecTo 0606LLeHNe

TununyHaTa 6bsirapcka crpazia oT nocneaHuTe gecet
rOAVHU N3rnexaa Taka: NpaBObIb/IHA, CbC CTHKJIEHU
6anKoOHU N TPBOHU NapaneTun, C EBTUHU MaTepuranui u
MHOr0o UMUTaLMs Ha AbpBO. HaMa ro Beye KMYbT oT 90-
Te, HAMa ro NceBAOMNOCTMOAEPHM3MBT. B crpagute uma
YKenaHue 3a Cbn3MepBaHe C 0OCTaHanus CBAT, HO HAMA
YHMKaseH noyepk, KOWTO Aa rv npaBu e4HOBPEMEHHO
rno6asHu 1 pasno3HaBaeMu KaTo 6bJirapckuy B Lsna
EBpona.

N makap ¢h1HanbT ga He e ONTUMUCTUYEH, TOBA
BCBLLHOCT € e[IMH ONTUMUCTUYEH TeKCT. bbnrapckara
apXUTEKTypa NPexuBs MHOO Npes NnocneaHuTe gecet
FOAMHU, HO Clejfl BCUYKM Bb3XOAM U MafeHNs, CropoBe U
Cc6bCBLM U3/1Ie3€e OT TAX MPOMEHEeHa 1 efiHa uaesi no-
eBporelicka. 3aToBa No-Ao6pe fa 6bAeM CHU3XOAUTENHN
KbM FpeLlKnTe CU 1 CMeNn B MeuTuTe cu. M aaHo Hu ce
CJTy4M olLle MHOTro lo6pa apxMTeKTypa Mo nbTs.

YEARS
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Bulgarian design —
aspirations and reality
BbbnrapckuaT Au3auH — XXenaHus

N peasiHoCT

s a cultural, public and
economic phenomenon, design
is connected to the creative
environment which conceives it as
well as to the level of economic and
industrial development of the country
it originates from. Despite its nature of
commercial product, it upholds creativity
as its fundamental characteristic;
people appreciate design in a different
way, compare to the other marketing
products — it is something beautiful
which they bring into their homes and
lives. This inherent dualism of design
and the necessity to develop its both
sides simultaneously determines the level
of its maturity and the character of its

expressions and success. What do we
understand by the term “design” and why
is it important for the Bulgarian society
and for the image of the country within
the context of the contemporary cultural

life in Europe?

Design is an instrument which shapes
every aspect of our lives. Regardless of
its scale, it influences the visible and the
invisible and is integral to our everyday,
leisure, public structures, communication
and even personal relationships. This is
the reason behind the designers’ ability
to contribute to the changes in society.
The acceptance of Bulgaria as a full
member of the EU gave our country’s

BG

KaTto KynTypeH, o6L1,eCcTBEeH U MIKOHOMUYECKN heHOMEH
OVN3aliHbBT € CBbP3aH KaKTo C KpeaTMBHaTa eHeprust Ha
cpepjarta, KOATO ro Cb3faBa, Taka U CbC CTeneHTa Ha
MKOHOMMYECKO M MHAYCTPManHO pa3BUTUE Ha CTpaHaTa.
OT egHa cTpaHa KoMepcuasneH NpoaykKT, Ton 3anassa
TBOpYecKaTa CM MpMpofa KaTo OCHOBHa XapaKTepucTuka
— XopaTa xapecBart Au3aiiHa Mo pas3finyeH HauuH, He
KaTo oCcTaHannTe MapKeTUHrOBM NPOAYKTU; TON € HeLLo
KpacuBo, KOeTo MoraT fa B3emMaT B JOMOBETE U B XXMBOTA
cu. [lyanusmbT B HeroeaTta npupoga u HeobxogumMocTTa
[BeTe My CTpaHu Aa ce pa3BuBaT 3aefHO onpeaensTt

M CTeNeHTa My Ha 3pANoCT, MPOSABMEHNATA U ycrnexuTe
My. KakBO pasbvpame nog NoHATUETO ,An3aiiH" 1 3aL0
TOW € Ba)KeH 3a 06LLEeCTBOTO M 3a UMUKA Ha CTpaHaTa
B KOHTEKCTa Ha CbBPEMEHHUSA eBPONENCKMN KyNTypeH
XUBOT?

[n3aiHBbT € MHCTPYMEHT, KOWTO gaBa dopma Ha

BCEKM acnekT oT XXMBOTa HU. Ton Busie Ha BUAUMOTO

N HEBMAMMOTO HE3aBMCUMO OT Malllaba v e NpUCHLL
€/TEMEHT OT HaLLEeTO eXeIHEBUE, CBOOOHO BpeMe,
obLlecTBeHa opraH13auns, KOMyH1KaL s, KOHCyMaLus
1 SOPWY JIMYHK OTHOLWEHMSA. ToBa e U NpuymnHaTa
AnsanHepuTe fa [OMPUHACAT 3a MPOMEHUTE B
obwecTtBoTO. lNpuemaHeTo Ha bbnrapusi 3a NbaHoMNpaBeH
uneH Ha EC paskpu Bb3MOXHOCT KyNnTypHaTa
WOEHTUYHOCT Ha CTpaHaTa HU [la ce NpeBbpHe B YacT OT
KynTypHus npouec Ha EBpona, aa nokaxe ,Ha cBeTno"
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cultural identity the chance to become

a part of the European cultural process
and to bring to light the skills of the
Bulgarian designers. At a time of massive
globalisation, free information exchange,
mobility, opportunities for distance work
and the blurring of the borders within
the European Union, there is a tendency
towards universalisation of values and
attitudes. At the same time, every nation
is striving to retain its identity and to
express its individuality. This is most
easily achievable by the popularisation

of its culture and the development

of design with a unique character. At

the beginning of the past decade, all
attempts to encompass, analyse and
exhibit Bulgarian design were limited

to annual (or biannual) exhibitions,
organised by the design department of
the Union of Bulgarian Artists (UBA).
The impact of these has not managed

to reach beyond evoking the feeling of
delight in remembering familiar products
of the socialist past and the first steps
taken by Bulgarian design; thus, emphasis
was placed on the achievements of the
Bulgarian industrial design of the past.

One of the major tasks which
contemporary Bulgarian design faced

when the country became a member
of the EU was the changing of the
old-fashioned idea about design which
had led to a lack of understanding and,
eventually, to a lack of support for the
new generation of Bulgarian artists.
The difficulty posed by this task led

to a contradiction, related to design’s
existence as a social and cultural
phenomenon. On one hand, its
presence is becoming more visible in
the public sphere: there is already a
design community, albeit consisting

of separate groups and organisations;
Bulgarian authors working in all fields
of design — product, interior, graphic —
win international awards; their products
and concepts participate in renowned
international design fairs. On the other
hand, these achievements are the result
of the work of individual professional
groups and platforms; design keeps
being neglected by the government
institutions, and this hampers its
development and the realisation of its
full potential. A quick flashback takes
us a few years ago, to one of the first
product design exhibitions in Bulgaria,
entitled “Bulgarian product design:
does it exist?” (2011, curated by Adriana
Andreeva, organised as part of Sofia

Bb3MOXHOCTUTE Ha 6b/iIrapckute AmMsanHepu. Bbe
BpeMeHaTa Ha MacoBarTa rfio6anvsauus, CBo604HUSA
06MeH Ha HGOopMaLusi, MOBUITHOCTTa, Bb3MOXHOCTTa
3a paboTa OT pasCTosiHNE, pa3MMBAHETO Ha rpaHuLuTe B
pamMkuTe Ha EBponeinckusi cbio3 ce 3abenssBa TeHAEHLMA
Ha yHMBepcanuampaHe Ha LleHHOCTU U Bb3rneaun.
CblueBpeMeHHO BCEKM Hapog, ce CTpeMU Ja 3anasu
CBOSITa MAEHTUYHOCT U fia U3ABU MHAMBUAYANTHOCTTA CH,
a ToBa e Hall-fIeCcHO MOCTMXXMMO Ypes nonynspusnpaHe
Ha HeroBaTa KynTypa U pa3BMBaHe Ha An3aliH CbC
cob6CTBEH 06/IMK. B Ha4anoTo Ha MUHaNOTO AeceTuneTume
onuTuTe fa 6bae 06xBaHaT, aHann3upaH v nokasaH

Ce orpaHu4yaBaT [0 rofvLUHN (MM Ha ABE FrOfLUHW)
N3N0XK6K, OpraHnsnpaHn ot cekums ,JAnsanH" Ha Cbrosa
Ha 6barapckute xygoxuuum (CBX), kouTto He ycnsBaT aa
oTUAaT OTBbA YMUIEHNETO OT NPUMOMHSIHE Ha NO3HaTK
NPOAYKTM OT COLMANUCTUYECKOTO MUHAIO U MbpPBUTE
CTbHMKWN Ha POAHUA AN3aliH; aKLUEHTbT € MOCTaBsAH BbpPXy
MOCTMXKEHWATa Ha 6bArapCckusa MHAYCTpPUaneH AM3aiH B
MMHanNoTo.

Cnepn npvemaHeTo Ha Bbnrapus B EC eiHa OT OCHOBHUTE
3ajauv npen CbBpeMeHHUA 6brapcku An3aliH ce okasa
Jla ce NPOMEHN CTapOMOJHOTO CXBalllaHe 3a TOBa Lo €
JM3aiiH, KOeTo Boau A0 nurca Ha pasbupaHe, a oTTam U
Ha MoJKpena 3a HOBOTO NMOKOJieHMe 6bIrapCcku apTUCTH.
CnoXxHoCTTa Ha 3agavaTa foBeje L0 NpoTMBOpeYne,
CBbP3aHO CbC CbLLECTBYBAHETO MY KaTO COLIMANHO U
KYNTYPHO AAB/IeHWe — OT eflHa CTpaHa, Npes nocnegHnTe
JleCceT roAnHM NPUCHCTBUETO MY KaTo TemMa BCe noBeyve
ce 3a6enA3Ba B 06LLECTBEHOTO MPOCTPAHCTBO; Cb3aaje
ce An3aliH 06L,ecTBO, MaKap U OT OTAEHU rPynu 1
opraHusauuu; 6barapcku aBTopyu OT BCUYKM 061aCTh Ha
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Vello Bike,
Valentin Vodev
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Design Week). This existential question
demonstrated that Bulgaria’s opening

up to Europe accelerated the realisation
that design was lagging behind and
highlighted the lack of understanding of
its significance, function and meaning
for the improvement of our environment

and everyday life.

The example provided by countries

on the forefront of design, but also by
others where design is successfully being
developed, indicate the prerequisites for
its existence: a well-developed industry,
quality design schools (education),
institutional support, international
events and adaptable style — one that
preserves the national character,
traditions, crafts and culture. This is

the only environment which can create
products meeting the modern criteria
for functionality and aesthetic appeal,

as well as foster designers who are

good enough to work for high-quality
Bulgarian and international brands. All
the problems of Bulgarian design stem
from the fact that most of the conditions
listed above are not satisfied — the lack of
political intention and goodwill to create
and develop a beneficial environment

are at the heart of Bulgaria’s struggle

to succeed and to the country’s weak
presence on the map of contemporary
European design. Education is a crucial
factor for the current state of Bulgarian
design and its future. Offered at The
National Academy of Art, The University
of Architecture, Civil Engineering and
Geodesy, The Technical University and
The Universiy of Forestry, it seemingly
meets all the criteria of contemporary
European design schools. Judging by the
comprehension and skills of the students
who graduate from these institutions,
they have clearly acquired knowledge
about technologies and materials, and
are capable of conceptual thinking. At
the same time, the connection between
education and the real production
environment is non-existent and this
makes it impossible for the ideas to be
put into practice and, typically, dooms
them to remain as 3D images.

However, the enthusiasm, talent and
creativity of the young designers,

who seek opportunities to showcase
their work and to receive feedback

on their ideas and the products they
create, cannot be disregarded. The high
technologies, global communications and
our membership in the EU enable them

An3aiHa — NPOAYKTOB, UHTEPUOPEH, rpadnyeH, nevensT
MeXAYHapoaHWN OTANYUS; NPOAYKTUTE U KOHLUenuunTe
WM yyacTBaT B MPECTMKHU MeXAYHapOOHN U3M0XEHUSA
3a gusanH. OT gpyra — BCUYKO TOBa e pesynTtar oT
OeNCcTBUSATa Ha OTAENHU NPO(ECUOHANHN TPy U
nnathopmu; Au3anHbLT NPoAbAXKaBa fa e NoALeHABaH
OT 6b/rapckuTe NPOM3BOAUTENN U HEFNIMXKMPAH OT
ObpXXaBHUTE MHCTUTYLIMKN, KOETO HE MYy NO3BOSABA Aa ce
pasBuBa MbJIHOLIEHHO U [la peanunsupa cBos noteHuunarn.
Bbp3sa peTpocnekumsa HAKOKO roAuHU Hasaz, BoAU KbM
eflHa OT MbpBUTE U3NOXOUN Ha MPOAYKTOB AN3aliH y HaC,
Hape4yeHa ,BbnrapckuAT NpoAyKToB An3anH: MiMa nu ro,
unu ro Hama" (2011 r., kypaTop AgpuaHa AHapeeBa, B
pamkuTe Ha Sofia Design Week). Tosu eksucTeHumnaneH
BbIMPOC Nokasa Kak oTBapsiHeTo Ha bbnrapus

KbM EBpona yckopwm rpoLeca Ha ocb3HaBaHe Ha
n3ocTaBaHeTo B chepaTa Ha Au3aiiHa 1 HepasbupaHeTo
Ha CMWUCDBIIa, pofisiTa M 3HaYeHMETO My 3a NofobpsBaHe
Ha cpepfaTa, B KOATO XXUBEEM, U Ha BCEKMAHEBHWS XXUBOT.
[pUMepbT Ha CTpaHUTE C PasBUT UM YCNELLHO pa3BMBalLL
Ce in3aiH ACHO NnokasBa KakBK ca NpeAnocTaBkKuTe 3a
CblLLEeCTBYBaHETO My — pa3BuTa UHAYCTPUSA, KAYECTBEHHN
yynnuwia 3a an3aiiH (o6pasoBaHue), UHCTUTYLMOHA Ha
noAkKpena, MexayHapoaHu CbOUTUS, KOHBEPTUPYEM
CTWUN — CbC 3anaseH HauuoHaseH xapakTep, Tpaauuum,
3aHaaATu, kynTtypa. CaMo B TakaBa cpefia € Bb3MOXHO
[la ce NosABAT MPOAYKTH, OTroBapsALLM Ha CbBPEMEHHUTE
KpuTepun 3a QYHKLMOHANMHOCT M eCTETMKA, KaKTo

N An3anHepu, paboTeLum 3a JoO6pu 6brapckum u
CBeTOBHM 6paHaoBe. OTTYK 3anoyBat 1 npobnemMuTe Ha
6bnrapckma AnsanH — nuncaTta Ha NoBeYeTo OT Tean
YCNOBWS U Ha NONNTUYECKA BOJSA 3@ TAXHOTO Cb3faBaHe
M pa3BMBaHe e B OCHOBATa Ha TPYAHWUSA MY MbT KbM
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to participate in various international
competitions and fairs. The Bulgarian
interior, graphic and product design has
been granted important international
awards. The name of Svetoslav Todorov
(Studio Mode) became the synonym

for high-quality design after his studio
won the 2011-2012 best bar award in

the independent British ranking of the
Restaurant and Bar Design Awards; this
was followed by the prize Popular Choice
Winner at the Architizer A+ Awards.

The designer Ilian Milinov received the
prestigious European prize Red Dot
Design Award in 2012. More examples of
success and recognition are: Vello Bike
by Valentin Vodev (2015), Halfbike by
Martin Avramov (2015), Petar Zaharinov
(studio PRAKTRIK), who won the A+
platinum award, Konstantin Achkov’s
own successful furniture brand Lock
Furniture... During the period 2010-
2016, Bulgarian designers and architects
received twenty one awards at the
international A’ Design Award and
Competition. Bulgaria ranked thirty
seventh, according to the competition’s
World Design Rankings, thanks to the
following achievements: one platinum
award, three gold awards, eleven silver
and four bronze awards, two distinctions

in different design areas. In 2017, the
design group “Cherga” is participating
in the most prestigious Milan Furniture
Fair with a separate stall and products,
displayed in the young designers section
Salone Satellite.

Curatorial initiatives and exhibitions
organised by Studio Komplekt are

also a significant contribution to

the development and the promotion

of Bulgarian design: the exhibition
“Compositions: Contemporary Bulgarian
Design” featuring Bulgarian designer
products — interior objects, fashion
accessories, jewellery — was presented

at the Fuori Salone section at the Milan
Furniture Fair in 2015. A crucial role

for the change in the attitude towards
design in our country had the launch

of the first international design festival
in Bulgaria in 2008: SOFIA DESIGN
WEEK. Currently in its eighth year, the
event has been taking place in Plovdiv
(One Design Week) for the past three
years. Incorporating different initiatives —
exhibitions, discussions and workshops,
— the festival endeavours to reflect the
contemporary state of design and the
directions for future development of the
fields of the interior, graphic, fashion and

peanusaumsa U Ha He[OCTaTbYHOTO NpeAcTaBsHe Ha
Bbnrapus Ha eBponenckarta KapTa Ha CbBpeMeHHUs
AnsaiiH. CblLeCTBEH e/IeMEHT OT CeralHoTO CbCTOSAHNE

1 NepcrnekTMBUTE Npef 6barapckusa AnsanH e
06pa3oBaHMETO — OCbLUECTBABaHO B HaunoHanHaTa
Xy[0XeCTBeHa akafemus, YHUBepcuTeTa Nno apxuTeKkTypa,
cTpouTencTso u reogeaus (YACI), TexHU4eckus
YHUBEpPCUTET, BUCLUMA NEeCOTEXHUYECKN YHUBEPCUTET, TO
NPUBUAHO OTroBaps Ha KPUTEPUUTE Ha CbBPEMEHHUTE
€BPOMNeNCKN BUCLLM yYunuuia no AnsamH. Cbaenku no
3HaHUATa U YMEHWsITa Ha CTYLEHTUTE U 3aBbpLunanTe
Tesun cneunasHoCT, O4eBUHa e MoAroToBKaTa UM

B 06/1aCTTa Ha TEXHOIOTMNUTE U MaTepuanuTe, KakTo

M KOHLeNnTyanHOTO MucneHe. B cbLoTo Bpeme

NMNcBa Bpb3KaTa MeXxay 06pa3oBaHMETOo U peanHaTa
Npou3BOACTBEHa cpefa — 1 ToBa BOAU A0 HEBb3MOXHOCT
naeuTe fga 6baaT peanvsMpaHn U Han-4ecTo ocTaBaT KaTo
3D n3obpaxeHus.

B cbLloTO BpemMe He MoraT fia ocTaHaT Hesabens3aHu
N HEOLEHEHUN EHTYCMa3MbT, TalaHTbT U KpeaTMBHOCTTA
Ha MnaaunTe An3amHepu, KOMTO TbPCAT Bb3MOXHOCTU
3a U3siBa W OLlEHKa Ha naenTe n NpoayKTuTe, KOUTO
cbafaBar. BucokuTte TexHonoruu, rnobanHuTe
KOMYHMKaLMM 1 YNTIeHCTBOTO HU B 06eauHeHa EBpona
UM NPefoCTaBAT Bb3MOXHOCT 3a y4acTue B PasfinyHu
MeXAyHapOAHWN KOHKYPCU 1 U3NOXeHUA. bbarapckmaT
WHTEPUOpPEH, rpadrMyeH 1 NPOAYKTOB AM3aliH € HoCUTeN
Ha NPEeCTUXHU MeXAYHapo4HM Harpaam — UMEeTO Ha
CseTtocnae Togopos (Studio Mode) cTaBa CMUHOHUM Ha
KayeCTBEHM AM3alNHEPCKM pPeLLEHNS, Crief KaTo CTyANOTO
My CTaBa HOCWUTeN Ha Harpaja 3a Hail-go6bp 6ap 3a
2011-2012 r. B He3aBMCUMATa BpUTaAHCKa Kacauus
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textile design, children’s environmental
design, computer tools, architecture,
“green” practices in these areas, as well
as sustainable development concepts.
During this period, a number of young
designers’ professional associations were
created: the “Cherga” design group,
Dibla.com association, “Transformatori”
association, the Bulgarian Design Group
social network. They create designer
products, actively seek communication
with the manufacturers and the clients,
organise events and projects, popularise
the profession of the designer and, as
aresult, improve the level of Bulgarian
design.

In this way, despite the problems clearly
outlined above, design in Bulgaria
succeeds in achieving a remarkable
presence within the European cultural
context. However, the point is clear — a
lot of work, an understanding of the

role and the importance of design, and
institutional support are needed to
ensure that the successes of the Bulgarian

designers do not remain occasional and

isolated.

Restaurant and Bar Design Awards, nocnegsaHa ot
Popular Choice Winner ot HarpaguTte Architizer A+
Awards. nzanHepbT UnnsH MnMnmHoOB e OTIMYEH C
npecTmxHaTa eBponericka Harpaga Red Dot Design
Award 2012 r. Owie npuMepwu 3a ycriexu 1 npusHaHue:
Velo Bike Ha BaneHTuH Boges (2015), Halfbike Ha
MapTuH ABpamoB (2015), nnaTuHeHa Harpaga A+
Award Ha MNeTbp 3axapuHoB (cTyano PRAKTRIK),
ycneliHaTa cob6cTBeHa Mapka 3a Mebenu Lock Furniture
Ha gusariHepa KoHcTaHTUH A4KoB. B nepuoga mexay
2010 1 2016 . 6bIrApCKM AU3aiHEPU U apXUTEKTK ca
OTNNYeHU ¢ 271 Harpaaun B MeXAyHapoaHUS KOHKYPC 3a
ansanH A’ Design Award and Competition. ToBa noctass
Bbnrapus Ha 37-0 MACTO B paHrnucTarta 3a AusanH
(World Design Ranking) Ha KoHKypca — ¢ efjHa N/laTUHEHa,
Tpu 3naTHK, 11 cpebbpHU, 4 GPOH30BU U 2 OTINYUTENHU
Harpaav B pasnunyHu cepu Ha AmsanHa. MNpes 2017 T.
AnsanHepckaTta rpyna ,Yepra“ yyactBa cbC CBOW LaHA
N MPOAYKTU B HaW-3HAYMMOTO N3NOXEHUE 3a AM3alH

- Milano Furniture Fair, B yacTTa 3a Mnagu gusanHepu
Salone Satelite. CbLLeCcTBEH NPUHOC 32 pa3BUTUETO

1 NPOMOTUPAHETO Ha 6GbArapckmsa An3anH nmat
KypaTOpCKMTE UHULIMATUBU U U3NTOXOM, OpraHM3npaHm
oT Ctyano KomnnekT — ¢ uanoxbéarta ,Komnosnuum:
CbBpemeHeH 6barapcku ansaiiH” (2015) 6barapcku
ON3anHepCcKu NPoayKTM — NpeaMeTu 3a MHTepMopa,
MOAHM akcecoapu, buxyTa — 6sixa NpeAcTaBeHM Ha
Milano Furniture Fair B yacTTa Fuori Salone.

CobliecTBeHa ponsi 3a MPOMsiIHA B OTHOLLIEHMETO

KbM Aun3aliHa y Hac usurpa nosisata Ha NbpBUs
MeXayHapoeH decTuBan 3a gusaliH B bbnarapusa npes
2008 r. — Sofia Design Week. Cb61THETO Ce NpoBexa oT



0CEeM FOAMHM, KaTo NOCNegHNTE TpU OT TAX 6a3upaHo B
Mnoeave (One Design Week). Ypes peavua nHMLMATUBM
= U3n0X6M, AMCKyCcUW, paboTUIHULK, hecTUBaNbT e
ONUT Aa ce 06xBaHaT CbBPEMEHHOTO CbCTOSIHUE U
NMOCOKMTE Ha pa3BUTME B 06/1acTTa Ha UHTEPUOPHUS,
rpa@uyHmnsl, MOGHUS U TEKCTUNHUS AU3aiiH, u3aiiHa

3a JeTcKa cpefa, KOMMNITbPHUTE CPeACcTBa B AN3aliHa,
apXMTEKTYypaTa, 3e/IeHNTE NPaKTUKN B CbOTBETHUTE
06/1aCTH, KaKTO 1 KOHLENUUNTE 3a yCTONYMBO pa3BUTHE.
B 1031 nepuog ce cbagagoxa n npodecroHanHu
COPY)XeHUS Ha MNagu An3anHepu — gu3aiHepcka

rpyna ,Yepra“, opraHusauusTa Dibla.com, CapyxeHue
»TpaHchopmaTopu”, counanHaTa mpexa Bulgarian Design
Group, KOMUTO Cb3faBaT AN3aHEPCKMN MPOAYKTU, aKTUBHO
TbPCAT BPb3Ka C MPOU3BOAUTENUTE U KPAHUTE KITUEHTMU,
opraHuaupart CboUTKS U MPOEKTU, Nonynsipusupar
An3aiiHepckaTta npodecust n KaTo pesynTar nosuLiaBar
HMBOTO Ha AM3alrHa B CTpaHarTa.
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Taka BbMpeKy oyepTaHuTe TyK Npob6riemMun 6bnarapckuaT

AW3aliH ycnaBa ga NocTUrHe 3abeneXxnumMo npucbeTeue

B €BPOMENCKUS KYNTYPEeH KOHTEKCT. HO M3BOALT € iceH

— Heob6xoAMMa e MHOro paboTa, pa3bupaHe Ha ponsaTa u
3HaYeHMeTOo Ha Au3ariHa U UHCTUTYLUMOHaNHa NoAKpena,
3a [la He OCTaHaT ycnexuTe Ha 6birapckuTe Au3anHepu
€AVHUYHU 1 N30SIUPaHM.

Bulgarian design — aspirations and reality
BbarapckuAT an3aiiH — xenaHus M peasHocT

Chair Electron,
Konstantin Achkov / Lock Furniture
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Bulgarian literature in the

past decade

6bnrapckarta nurtepartypa npes
nocnegHoTo AeceTuneTue

n order to comprehend the state

of current Bulgarian literature, we

must take a step back in time. Before
the fateful democratic changes, which
transpired in November 1989, literature
and art in general had a clearly expressed
double meaning. To read a good book
was to engage in a form of solidarity
with the others and, most importantly
and pricelessly, it was a clandestine
resistance against the mediocrity and the
vulgarities of the system. Even though
it might sound absurd today, the desire
to write well was a form of protest and
this protest was made possible by the use
of the so-called Aesop language, which
every writer had created and developed

in his oeuvre. I will add only that the
spiritual nature of every genuinely
talented author is prone to doubt,
rejection and disagreement. Even the
most democratic and just public system
is incapable of satisfying the desire for
inner freedom of the writer, or any
true creator, and provokes his distrust,
opposition and ethical objections.

Following the democratic changes in
Bulgaria, which brought awe, shared
excitement, but also sorrow, the most
priceless human possessions — the
freedom of speech and the personality
rights — were restored. Anything could
be said in the media, any grievance,

BG

3a fa ce pa3bepe KakBO ce ClydBa Hamnocneabk B
6bnrapckaTa nMTepaTtypa, TpsibBa fa ce BbpHeEM

Masnko no-Hasaf BbB BpemeTo. [Tpean cba6oBHUTE
JeMOKpaTUYHM NpoMeHU npes HoemBpu 1989 roguHa T,
MbK U U3KYCTBOTO B CBOSATA LIAASIOCT MMaxa ICHO U3paseHo
[OBONCTBEHO 3HaYyeHMe. [la yeTel xyb6aBa KHura belue
(hopMa Ha cbrpuyacTume ¢ gpyrute U Hai-BaXKHOTO, Hat-
6e3LeHHOTO, Ha CroTaeHa CbMpPOTMBA CpeLLy MoLIoCTUTe
n ckygoymmueto Ha Cuctemara. KonkoTo n gHec ga

3BYYM abCYpPAHO, CTPEMEXDBT Aa ce nuLle xybaBo belue
(opma Ha NpOTECT, a TO3M NPOTeCT 6eLle Bb3MOXEH C
NMOMOLLTA Ha €30MOBCKUS €31K, KOWTO BCEKM nNuUcaTten

cv cb3jaBalle W pa3BuBalLie B CBOETO TBOpYecTBo. Lle
npubaBs camo, Ye Mo camaTta CBOSl yXOBHA Npupoaa
WUCTUHCKUAT TanaHT e YCTPOEH TakKa, Ye HOCK CbMHEHME,
oTpuLaHue 1 Hecbrnacue. [Jopu Ha-AeMoKpaTUYHaTa

M cnpaBef/iMBa 06LLLeCcCTBEHA CUCTEMA He € B CbCTOsHME
[a yooBNeTBOpM BbTpellHaTa cBo6oga Ha nucaTens,

Ha BCEKW UCTUHCKM TBOPEL, U Npean3BMKBa HEFOBOTO
HefoBepue, CbNPOTUBA U XYMAHHUTE MYy Bb3paXKeHus.

Cnep “3nb/IHEHUTE C TONIKOBA BbJIHYBALL, Bb3TOPr, CbC
cnofenieHn naTtocu, HO 1 C NOKpyca AeMOKPaTUYHN
npomMeHu B bbnrapus 6elle Bb3CTaHOBEHO Halt-
6€e3L,eHHOTO YOBELLKO NpuTeXKaHne — ceobogaTta Ha
CNOBOTO M Ha NIMYHOCTTA. Beye BCMUKO MOXKeLle fa ce
n3Kaxe ny6anyHo B MeguuTe, Bcsika 605Ka, MoMTUYecko
yb6exJeHne 1 Hecbrlacue MOXeLLe a Ce U3KpeLUuy, a
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political position and opposition could
be shouted in public, and this had a
immense impact on the development of
the Bulgarian literature. The freedom of
expression changed it and confronted

it with new demands; many writers
were left perplexed and their work was
doomed to remain associated with the
socialist era.

Indeed, literature lost much of its
radiance and its public halo. Its social
function decreased rapidly but its

spiritual, aesthetic significance increased.

A new generation of young, impatient
authors emerged, the majority of

whom showed considerable talent but
many others were unable to rise above
mediocrity. Since their past had not been
affected by the totalitarian regime, they
decided that the future was entirely in
their hands. Just because they were born

“democrats”.

I would like to point out another
important factor which changed the
landscape of our national literature.
Book circulation fell drastically by tens
of times. The reasons behind this are all
too clear — Bulgarian literature entered
a gruelling competition against the

myriads of new media. Today, there are
over hundred and twenty television
channels, the majority of which
superficially entertaining. An enormous
amount of foreign literature is being
translated into the Bulgarian — crime
fiction, mawkishly-romantic thrillers
with mediocre artistic value. The life

of the new generation of Bulgarians

has been invaded by the internet, the
immeasurable and enticing space of

the virtual world offering ellusive
information, forgetfulness and, most
importantly, bringing entertainment
without demanding any responsibility.
Book circulation dropped down to the
critical five hundred issues (for poetry)
and one thousand (for novels), and this
has a direct impact on the authors. When
a writer is deprived of the chance to
communicate with a readership that is
diverse in terms of it taste and aesthetic
judgment, he subconsciously begins to
work to secure the appeal of fewer and
more spiritually elevated readers.

The profound significance of all socio-
psychological changes, discussed above,
is related to the fact that contemporary
literature subconsciously grew to be
more mindful of itself, more intellectual,

TOBa OKasa OrPOMHO BIMSIHWE BbPXY Pa3BUTUETO Ha
6bnrapckaTa nuTepaTtypa. [lpoMeHu 51, nocTaBu npeg Hes
HOBM U3NCKBaHUSA, 06bpKa rosiiMa 4yacT oT nucaTenute

N csIKall 3aBUHAarM OCTaBM TSAX U TAXHOTO TBOPYECTBO B
ernoxaTa Ha couumanuama. Taka e, nuTepaTtypaTa 3aryém
OrpoMHa 4YacT OT CUSTHUETO CU, OT O6LLLECTBEHATa CH
OCBETEHOCT, coLManHaTta i pons psa3ko HamMmarns, HO ce
NOBULLW fyXxOBHAaTa i, ecTeTnyeckarta h 3Ha4MMOCT.
HaBnese HOBO NOKOSIeHNE MNaAW, HETbPMNENnBHY,
NoBeYeTOo TaNaHT/IMBN, HO U A0CTa NOCPEACTBEHU aBTOPY,
KOUTO HAMaxa MMUHano B roANHUTE Ha TOTaMTapmMsbM U
Mo Tasu NPUYMHa peLunxa, Ye UsnoTo Bb3MOXHO 6baelle
e TAXHo. [poCTo 3aL,0TO ca pofeHn ,AeMokpaTn®.

Bux nckan ga ce cnpa Ha ole e4HO BaXKHO
06CTOSITENCTBO, KOETO NMPOMEHM MNei3axka Ha
HauMoHanHaTa nuTepaTypa. Tupaxxute Ha KHUruTe psi3ko,
ApPacTUYHO, B AECETKM MbTU cnagHaxa. MpuiynHuTe

ca npefienHo sicHU — 6bairapckaTta nuTepaTypa

BJie3e B MbUMTeNIHa KOHKYpeHLUsi ¢ 6e36pos Ha
HOBOBb3HMKHaNUTe Meann. TeneBU3nOHHUTE KaHanw,
rofisiMa 4acT OT KOMTO NOBbPXHOCTHO 3aHUMATESTHU, AHEC
ca noBeye OT CTO M ABajeceT. [peBexaa ce HECMETHO
KONIMYECTBO Yy)K[a iMTepaTypa — KPUMUHAHW,
CrnagHUKaBo-t060BHU TPUTbPY C NMOCPEACTBEHM
XYLOXeCTBEHM KayecTBa. B 6uTa ocobeHo Ha

MJ1af0TO NOKOJIeHNe 6bJirapy MOLLHO U MOMMUTALLO Ce
HaMeCTU UHTEPHET — HEU36POAMMOTO U NPUMAMITUBO
NMPOCTPaAHCTBO Ha BUPTyasiHMA CBAT, KOETO npegnara
Heo603puMa MHhopMaLms, 3abpaBa, HO — Hal-BaXXHOTO
— e B CbCTOsIHME fia TU [loHece 3abaBrieHue, 6e3 fa
HOCULL OTrOBOPHOCT 3a HULLLO. TUpaXunTe 4OCTUrHaxa
KPUTUYHUTE 3a CTUXOCOUPKNUTE NETCTOTUH BPOIKM, 3a
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better connected with the current
European literary trends, but at the same
time became more hermetic, more self-
contained, as it were. The attention given
to the form prevailed over the meanings
and the messages transmitted by the
contents. These are my observations.
Finally... As a rule of thumb, fateful
historical events, problems, mindsets

and feelings of his contemporaries are
invisibly interwoven in the literary works
of any fiction writer or poet. The author
is a true biographer of his times, but he
narrates his present through the prism
of human nature, through the dramatic
fate of his characters. This is why his
emotion-filled story remains topical and
does not lose its public and, of course,
aesthetic importance even when, after
many years, his text inevitably becomes a
story of the past, because good literature
subjects the events and the burning
issues to the profound knowledge of
human nature. The knowledge of the
outrageousness, the tragedy and the
greatness that humanity embodies, the
knowledge of the infinity of the human
being! In this sense, every work of fiction
is a historical text of the future, but in
this already “historical” book the reader
can find the problems, the ideas and the

typical traits of his time, of his seemingly
different modernity.

It is appropriate now to mention the
names and the literary merits of some
of the most fascinating contemporary
poets and novelists, who personify the
dignity and shape the landscape of our
modern literature, set the tendencies

in its developments and determine

its future. Obviously, this selection
necessarily remains incomplete; to some
extent it responds to the public attitudes
and views, but, above all, it reflects my

personal opinion.

The most remarkable poetry boom
took place in the 1990s and led to the
rise of authors whose names are now
paragons of the poetic genre, which

is deeply ingrained in our national
psyche: Ani Ilkov, seen to this day as
one of the “fathers of postmodernism”,
Edvin Sugarev, Mirela Ivanova, Kristin
Dimitrova, Sylvia Choleva, Georgi
Gospodinov, Plamen Doynov, Boyko
Lambovski. Popular nowadays are also
young authors such as Olya Stoyanova,
Galina Nikolova, Ilian Lyubomirov,
Konstantin Trendafilov, Dimana
Yordanova.

POMaHUTE XUNIAAA, KOETO NPSAKO BMAE BbpXy NucaTtens.
KoraTo e nuiieH oT pa3Hoo6pasHUA KaTo BKYC M ecTeThKa
yuTaTen, NMcaTensaT NoACb3HATENHO 3anoYBa Aa TBOpw
3a Mo-Marsko 1 No-BUCOKOAYXOBHU Xopa.

ObN6UHHUAT CMUCHN Ha BCMYKO CMIOMEHATO MO-TOope,

Ha U3BbPLLUEHUTE COLMAITHO-NICUXOSIOTMYECKM NMPOMEHMU
ce CbCTOM B TOBQ, Ye CbBpeMeHHaTa nnteparypa
HeoCb3HaTO cTaHa Nno-BMUCIieHa B cebe cu, Nno-
WHTEeNeKTyasHa, No-CBbp3aHa C MOAEpHUTE NMTepaTypHU
TeueHusi B EBpona, HO 1 No-XepMeTUYHa, No-3aTBOpPeHa
csiKalll, B Hess BHUMaHMeTo KbM opMaTa npeobnajaBa
HaJZ CMUCNUTEe M NocaHusATa B CbAbp)KaHUeTo. MNoHe
TakuBa ca MouTe HabItoeHNS.

M nocnepgHo. Mo NpaBuno B XyA0XKeCTBEHUTE TBOPOHM

Ha nucaTens (nNoet unu 6eneTpucT) Hezabenexrmo ca
BMJIETEHU HSAAKOM OT CbAG0BHNUTE NCTOPUYECKN CHOUTUS,
Npo6emMuTe, HauMHa Ha MUCIIEHE 1 YyBCTBaHe Ha
HeroBusi CbBpeMeHHUK. MNucaTensaT HaucTuHa e 6uorpad
Ha BPEMETO CH, HO TOM paskasBa C/ly4BaLloTo Ce B
CBOETO HaCTOsLLe Ypes3 YOBELLKUTE XapaKTepy, Ypes
JpamMaTunyHaTta cbaba Ha onncaHuTe OT Hero repon. ETo
3all0 pa3Bb/IHYBaAHUAT My pa3kas ocTaBa akTyaseH u
He ry6bu obuiecTBeHaTa cy, eMOLMOHanHa 1, pasébupa
ce, ecTeTUYecka 3Ha4YMMOCT JOPWU Cllef, MHOMO FOANHY,
KOraTo TeKCTbT My HEMUHYEMO Ce MPeBbPHE B paskas
3a MUHanoTo, 3alLoTo AobpaTa MTepaTypa NogYMHsBa
CbOUTUATA U 3N10604HEBNETO HA AbJIBUHHOTO NO3HAHUe
3a yoBeka. [1o3HaHneTo 3a 6e306pa3HOTO, TPArMYHOTO
1 BENNYABOTO Y YOBEKa, 3a 6e3KpaHOCTTa Ha YyoBekal!
B TO3M cMUCB BCSIKA XYA0XKECTBEHA KHUIa B HAKAKBO
6bAellle ce NpeBpbLLa B UCTOPUYECKM TEKCT, ana B Tasu
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Prose writing also paved important
ways: interesting and noteworthy
novels were written by Milen Ruskov
(Summit), Georgi Gospodinov (The
Physics of Sorrow), Alek Popov (The
Black Box), Teodora Dimova (Mothers),
Zachary Karabashliev (18% Gray),
Nedyalko Slavov (Bell), Vesela Lyahova
(Refugees). Apart from the already
mentioned authors, the short story and
novella writers, such as Deyan Eney,
Palmi Ranchev and Zdravka Evtimova,
have decisively established themselves.

I was pleasantly surprised by Alice and
Friday Night by the newcomer Desislava
Nikolova, an author who, in my opinion,
has a promising future ahead of her.
Even though it went through a painful
process, Bulgarian literature, somewhat
shyly and neglected by the state
institutions, nevertheless succeeded

in overcoming the international

competition and entered the European
market. Authors such as Dimitré Dinev
(he writes in German and is considered
one of the most prominent German-
language writers!), Georgi Gospodinov,
Alek Popov, Teodora Dimova, Mirela
Ivanova, Zachary Karabashliev are
known, read and valued in all European
countries. And this is an enormous,
inspiring achievement of our national
presence in the vast and not always
friendly to us Bulgarians, present-day
world.

Be4ye ,,I/ICTOpI/ILIeCKa" KHUra YnuTaTtendaTt MoXke a OTKpue
I'IpO6J'IeMVITe, naoente n TMNU4YHNTE YepTn Ha AHELLHNUA CH
O€EH, Ha CBOETO NpnBMNAHO NPOMEHEHO CbBpPEMMUE.

Cera e pefiHO fja U36posl UMeHaTa 1 nuTepaTypHuTe
JIOCTOMHCTBA Ha HEKONLMHA OT CbBPEMEHHUTE HU MOETH
N 6ENeTPUCTH, KOUTO NPaBAT HaW-APKO BnevaTieHune,
cb3gaBaT AOCTONENUETO U Nersaxa Ha MogepHaTa

HW NUTepaTypa, oyepTaBaT TEHAEHLUNUTE B HEMHOTO
pasBuTUE N 6bhelle. OUeBUOHO TO3M CMIMCHK HAMa Aa
6ble MbJieH, AOHSKbAE TO OTroBapsi Ha 06LLeCTBEHUTe
Harnacu u NpeLeHKK, HO Hali-Beye Ha MOsl JINYEH BKYC.

Han-spkoTo nsbyxeaHe Ha noesusita 6e npes 90-Te
rOAVHWN N TO YTBBHPAU UMEHA, KOUTO U Cera ca 3HaKoBU
3a TO3M MHOrO CbLLHOCTEH B HALMOHANIHOTO HU flyXOBHO
6uTUne XaHp: AHM MnKoB, Bb3npruemMaH 1 o AHeC KaTo
eauH oT ,6almTe Ha nocTMofepHu3ama“, EasuH Cyrapes,
Mwupena MeaHoBa, KpuctnH AumntpoBa, Cuneus
Yonesa, leopru l'ocnoanHos, NnameH [JonHos, bonko
JTamboBcku. [IHec ca nonynsipHyU U UMeHaTa Ha Mnaamn
aBTopu KaTo Ona CtosiHoBa, NanuHa HukonoBa, UnusaH
Jlto6omumpoB., KoHcTaHTUH TpeHgadwunos, AumaHa
WoppaHoBa.

Mpo3aTa CbLLO NPONpaBy BaXKHW MbTULLA: UHTEPECHMU

1 3HAaYMMM poMaHu Hanucaxa MuneH Pyckos
(,Bb3BULIEHNE"), eopru MocnoanHoB (,Punsnka Ha
TbraTa”), Anek Nonos (,YepHata kyTna“), Teogopa
Oumosa (,Maiiknte"), 3axapu Kapabawwnues (,18%
cuBo"), Hepgsanko Cnaeos (,Kamb6aHaTa"), Becena J1axoBa
(,BexxkaHumn"). B kbcusa paskas 1 HoBeslaTa OCBEH Beve
cromeHaTuTe aBTOPY OKOHYaTeSIHO Ce YyTBbpaMxa
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umeHata Ha [esiH EHeB, Nanmn PaH4yeB 1 3gpaBka
EBTMoOBa. bsix NpuATHO n3HeHagaH oT pomaHa ,Anuca
M NeTbK Beyep” Ha HanNb/IHO Hen3BecTHaTa [ecucnasa

HuvkonoBa, KOATO cnopef MeH UMa obellaBallo 6baeLle.

Makap v focTa MbYUTENTHO, HAKAK CPaMEeXJINBO,
3arbpbeHa OT AbpXXaBHUTE MHCTUTYLMK, NNLLEHA OT
efleMeHTapHa Abp)XaBHa Nogkpena, 6barapckara
nuTepaTypa ycns ga npobue B HeBeposiTHaTa CBETOBHA
KOHKYpeHLMS U u3nese Ha eBpornenckus nasap. ABTopu
KaTto Aumutbp [MHeB (TOM NULLE HAa HEMCKM 31K U ce
CMfATa 3a eVH OT Hal-APKUTE CbBPEMEHHMW NUcaTenm
B HeMcKoe3nYyHaTa nutepaTypa!), lfeopru focnofnHoB,
Anek lNonos., Teogopa umoBa, Mupena MeBaHoBa,
3axapu Kapabalunmes ca No3HaTH, YETEHN U LIEHEHU

B usana EBpona. Y ToBa e orpoMHO, BboAyLLEeBABALLO
JOCTUXKEHME Ha UANOTO HU HaLUMOHaNHo NpucbCcTBmne

B 6€36peXXHUs U He 0COBEHO NPUBETINB KbM Hac,
O6b/rapuTe, CbBPEMEHEH CBAT.
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Media paradoxes
MeAUNHU NnapajoKCcu

can say, not without a sense of self-

irony, that the first time I felt that

Bulgarian media have truly become
European media was as late as 2016,
when “post-truth” was announced as
the Oxford Dictionary Word of the
Year. While we were never successful
in adopting their good practices, it
appeared that they have managed to
adopt our bad ones: bypassing real facts,
randomness of opinions, stirring up
collective emotions, making and sharing
false news... All this is too familiar to us
since the communist era, when we used
to live not just in post-truth but in a clear
lie.

The big paradox, however, is that after
the fall of the communism the state of
media in Bulgaria worsened precisely
when we joined the European Union:
the country experienced a dramatic drop
in the international freedom of speech
rankings by 8o points for the last ten
years. It is a double paradox because the
reason for this collapse is, to an extent,
the EU itself, or rather the mythological
image we have of it. Understandably for
our long-oppressed society, the Union
appeared to us as a utopia, in which all
our desires — material and spiritual —
were to be satisfied unconditionally to
make us the people who we thought we

deserved to be. The European utopia

BG

KasaHo He 6e3 caMOMpOHMSA, 3a MbPBYU NBT YCETUX,

Yye 6b/IrapckuMTe Meguu LencTBUTENTHO ca CTaHanm
eBponencku, egea korato npes 2016-a OkchopackuaT
peyYHUK 0651BM ,MOCTUCTMHA" 3a AyMa Ha roguHarTa.
[lokaTo Hue Bce He ycnsiBaxme [ja BbBeAeM TeXHUTe
[06pu NpaKTWKK, Cce OKa3Ba, Ye Te ca ycnenu ga sbegaT
HalLWTe NOLWWN: NpeHebpereaHe Ha GakKTUTe, MPOU3BOJ

Ha MHeHUWATa, pa3nasiBaHe Ha KOMEKTUBHM eMOLMK,
NPOU3BOACTBO M pa3npoCcTpaHeHne Ha hannem
HOBMHMU... Ha Hac BCMYKO TOBa HU € TBbPAE NO3HATO OLLe
OT KOMYHWU3Ma, KOraTo XXuBeexme AOpU He B MOCTUCTUHA,
a B OTKPOBEHaA JTbXa.

FoneMusT napafokc obaye e, Ye crnef nagaHeTo
KOMYHM3Ma CbCTOSAHMETO Ha MeuuTe B CTpaHaTa ce
BIOLUM TBbKMO C BNIU3@HETO HKN B EBpONencKns Cbtos:
3anoyYyHaxMe fa ce cpMBamMe B MexayHapogHuTe
Knacaumu 3a cBo60o4a Ha ClIOBOTO — 3a AeCeT roAnHM
o6L0 ¢ okono 80 nyHKTa. MNapafoKChT € ABOEH, 3aLL0TO
npuyMHaTa 3a cpMBaHeTo JOoHSAKbAe e camuaTt EC —
MWUTOSIOTUYHUAT HAUMH, NO KOMTO ro Bbarnpuemame. Ton,
pa3bupaemMo 3a efHO AbJIrO MOTUCKAHO O6LLECTBO, HU
ce sIBM KaTo yTOMus, B KOSITO Ce 04akBa OT caMo cebe
CU Ja ce peanuaupar XenaHusata — u MmatepuasnHure,

N OyXOBHUTE, N HaW-Moce CTaBall TakbB, KAKbBTO
3acny)xaBall ga 6baell. Ts AOHAKbAE Npunyalle

Ha KOMYHMCTMYeCKaTa, HO 3a passfiMka oT Hes belle
obutaema. M npe3 2007-a NpoCcTO Ce HaHECOXME B
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resembled the communist one but, unlike
it, it was inhabitable. And so, in 2007 we
moved into the new utopia, but our state
did not fulfil the necessary conditions to
create a Bulgarian reality within it (and
it still has not achieved that, according
to various monitoring sources). For the
institutions and the business sector, this
was and probably still is a chance which
encourages them to outdo themselves.
For the media, however, this only poses a
risk, because when they have to present
a coverage of the utopia as reality their
professional mechanisms come to a

grinding halt.

The result is: daily journalistic
investigations which have no social
effect; lurid scandals remembered

only until the next sensation comes
around; a crushing denunciation of
corruption of the political elite, without
a single member of it standing trial for
corruption; the venting of anger against
the vulgarity of the tabloids and the
entertainment reality TV formats, which
only contributes to their popularity;
exposure of the media monopoly which
does not lead to legislation for its
restriction; compromising information

which, despite being blatantly clear as

such, nevertheless reach their goals, and

SO O1.

The media manifestations of the
representation of the utopia as real, or
rather the pretence that what did not
happen has actually happened, practically
“cemented” the model of governance
regardless of any opposition it provokes.
Disagreements do not remain hidden, on
the contrary — however, they lose their
meaning when reflected in the “reverse
perspective” created by the media.

Of course, this is not the result of the
deliberate intent of the people working
in the media, but happens through a
pressure usually inflicted by the media
owners who forget their specific business
interest (it has been substantially limited
by the crisis anyway — the majority of
the media in the country are “in the
red”). The influence exercised over the
media content is not aiming at higher
circulation, ratings, revenues, etc. but at
affecting parallel spheres and relations;
media are used to deal with unwanted
competitors, political adversaries,
representatives of the judicial system and
so on. As a result, “media wars” often
break out; although called “media”, these

wars engage corporate interests, which

HoBaTa yTonus, 6e3 Abp)kasaTta [a e U3nbaHuna (1
[l0Cera, KakTo covat pasfinyHuTe GopmMu Ha MOHUTOPUH)
Heo6XxoAMMKUTeE YCIIOBUS, KOETO Ja Aafe 6barapcka
peasiHoCT Ha yTonuATa. 3a UHCTUTYLUKUTE 1 6u3Heca

TOBa BEPOSAITHO 6eLle 1 NPoAb/XKaBa [a e LaHC, KOWTO

MM Kapa [la ce onuTBaT Ja Ce U3NpeBapsaT camu cebe

cu. 3a MeaunTe obaye e eAVHCTBEHO PUCK, 3aLLLOTO,
KoraTo Tpa6Ba Aa oTpassaBaT yTonuaTa KaTo peasiHoCT,
npodecroHasHUTE UM MeXaHU3Mu 610Kupar.

MonyyaBa ce cnefHaTa KapTUHa: BCEKUAHEBHM
YKYPHaNUCTUYECKN pasciefiBaHns], KOUTO He
npeavsBUKBAT colmasneH edhekT; LyMHU CKaHaanm, Kouto
ce NMOMHSAT caMo [0 Clie[Ballus; pa3rpoMsaBalLn KPUTUKN
3a KOpYnuusi Ha NOJIUTUYECKUS enunT, 6€3 HUTO enH
HeroB NpeACTaBUTEN [la € OCbEeH 3a KOPYMNUMUS; THSIB
CpelLly MOLLIOCTTa Ha Xb/TaTa Npeca U pasBriekaTeIHUTe
dbopmMaTu, OT KOETO eANHCTBEHO HapacTBa
MonyssipHOCTTa UM; U306/IMYaBaHe Ha MOHOMOJHNUTE
nosuuun B MeJuUnTe, KOETO He BOAM A0 3aKOHOAATETHOTO
MM OrpaHuYyaBaHe; KOMNPOMaTK, 3a KOUTO BCUUYKM 3HAAT,
ye ca TakuBa, HO BbMNPeKK ToBa CU NOCTUraT LenuTe, u
T.H.

MeauiiHnTe NposiBM Ha NPeACTaBAHETO Ha YTOMUYHOTO
3a peasiHO UM NO-TOYHO Ha HECMYYMUIIOTO Ce 3a Cy4Yuno
ce Ha npakTuka ,UMMeHTMpaT" Moaena Ha ynpaBreHue
Ha cTpaHaTa, KakBMTO U HE,OBOCTBA a NpeM3BUKBa
TOW — Te He ocTaBaT CKPUTU, HAMpPOTUB, HO B oYepTaHaTa
,00paTHa nepcnexkTMea“ Ha MeAUMNHOTO CK OTpa3siBaHe
MPOCTO ry6AaT CMUCHIN.

Pa36upa ce, ToBa He cTaBa [OOGPOBOJIHO OT CTpaHa
Ha paboTeLinTe B MeAUUTE, a Ypes3 HaTUCK BbPXY TAX



Protest of Kremikowzi workers in Sofia, 2009

Courtesy of Krasimir Yukseliev / Dnevnik
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lie behind the media but have no relation
to its policy; they dictate the policy but
are not a result of it. Media are not the
perpetrator — they have been abused and
used against society in order to inflict

on it the utopian idea that the Bulgarian
society exists in the only possible world,
and that world bears the EU stamp of

approval.

Media wars appear local only when
looked from the inside; when reframed
within a wider context, they turn out
to be a part of a hybrid war, with trolls,
haters, spammers, fakes, etc. fighting on
its fronts. This is a war primarily waged
online, but often penetrating the field of
traditional media. There, its soldiers are
wearing the “uniforms” of professional
journalists, legitimately elected
politicians and prominent experts.

On a geopolitical scale, the hybrid war
denotes the conflict between the value
systems of the East and the West and
between the authoritarian regimes and
the liberal democracy; I am pleased to
find out that despite all that has been
said about the media so far, media

have created an elite of presenters and
commentators, who, entering a personal

“heroism of speech” mode, defend the

Euro-Atlantic orientation of the country
competently and earnestly enough to
distinguish themselves as the leaders of
popular opinion. Thanks to them, the
Bulgarian citizens, despite the attacks

of the nostalgic left and the xenophobic
right, did not doubt that the EU
membership is the only unconditional
success achieved by the transition period.
Nor did the people abandon their
endeavours to appropriate the belonging
to Europe as their own contemporary
cultural identity (even utopian images
have a real effect on that).

So, here is an encouraging European trait
which is evident in Bulgarian media:
their liberal elite. Its representatives
appear on breakfast TV and socio-
political discussions on the major private
electronic media, on more exclusive
programmes focused on personified
discussion, in a few newspapers

and magazines (the crisis was most
destructive for the press), in blogs and
social networks... But their proper

place remains the public media where
their positions are very much in line
with the editorial policies. Apropos, the
development of the public broadcasting
and the keeping of its maximum

Hal-Beye npe3 cCoO6CTBEHOCTTa, KOSATO JIECHO 3abpaBs
KOHKPETHUSA CU BU3HEC nHTepec (Tol e 6e3 apyro

6e 3HaYUNTeNHO OrpaHUYeH OT Kpu3aTa — NoBEeYeTO
MeZMM B CTpaHaTa ca Ha YepBEHO), U BNUsie BbpXy
CbAbPXKAHMETO He TOJIKOBA C LieNl TUpax, PENTUHT,
NpYXoAM 1 MNp., KONIKOTO 3apagu ebekTuTe B NapanesHu
cepu 1 OTHOLLIEHMST; U3N0N3Ba MeannTe 3a pasnpasa C
KOHKYPEHTU, NONIMTUYECKM NPOTUBHULN, NpeacTaBUTeNu
Ha cbaebHaTa cuctema u np. B pesynTat yecTo

n36yxBaT MeAMINHN BONHU, KOUTO Ce Hapu4aT Taka, HO

He ca TO/IKoBa MeXay caMuTe Meamu, KOSIKOTO MexXay
KOprnopaTuBHUTE NHTEPECH, KOUTO CTOAT 3a[ TAX U HAMAaT
Bpb3Ka C MoNuTMKaTa Ha MeanaTa, AUKTYBAT fl, HO He
npousTnyaT oT Hes. 3noynoTpebaTa He € Ha MeauuTe, a c
MeauuTe cpeLly 06LLecTBOTO, 3a Aa NOyyYn YyTONUMYHOTO
y6exxaeHue, ye XvnBee B eANHCTBEHNSI Bb3MOXEH CBAT,
npu ToBa ¢ neyat Ha EC.

MeauitH1Te BOWHM U3rNeXaaT MECTHM caMo MNorneaHaTm
OTBbTPE, BUAEHM B MO-LUMPOK KOHTEKCT, Te ce OKasBaT
YyacT OT XMbpuaHaTa BOMHa, M0 YMUTO DPOHTOBETE

ce cpa)kaBarT TPOJIOBE, XeNTbpu, cnaMbpH, dheikose

1 np. TA OCHOBHO Ce BOAW B UHTEPHET, HO YecTo
NMPOHMKBA M B TPAAULUMOHHUTE MeAUU, KbAETO 6ounTe

i ca nakeTUpaHu KaTo NpodecroHanHu XXypHanucTH,
NErmTUMHO M36paHN NONUTULLM, aBTOPUTETHU eKCNepTH.

B reononuntnyeckn maiab xmbpugHaTa BoHa € Mexay
MN3Toka n 3anaga KaTo LLeHHOCTHU OpUeHTauuu, Mexay
aBTOpPUTapPHUTE PEXUMU 1 NnbepanHaTa AeMoKpaums 1
TpsibBa C yAOBOJICTBME @ KOHCTaTMpaM, Ye He3aBUCUMO
OT Ka3aHoTO JOTYK 3a MefuuTe Te ca Cb3gann eauH
€NnnT OT BOZELLN M KOMEHTATOPH, KOUTO B PEXUM Ha
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independence in the past decade is
the second most important European
achievement in the field.

In addition to professionalism, good taste
and relationship with creative milieus
and citizen movements, the Bulgarian
National Television and Radio retained
that certain quality of the information
which, if lacking, makes it a work of
propaganda: the plurality if viewpoints
(political, cultural, social, ethnic, etc.)...
It is true that this plurality is protected
by law, but it takes editorial stamina,
will and programming abilities to find
the right balance in an environment of
ruthless conflicts.

Of course, there have been exceptions
but, generally speaking, the managements
and the journalists of the Bulgarian
National Television and the National
Radio showed their mettle and made the
politicians and the corporative circles
more cautious in their demands from the
public media.

After the prompt sharp reactions that
have met any attempt of interference
over the years (manifestos, protests,
strikes), the song “Let it be” traditionally
played on air as the anthem of resistance
has become an inhibitor of the ruling
classes’ attempt to determine the media’s
behaviour.

The existence of a liberal media elite

and independent public media leads to
another Bulgarian media paradox — the
peaceful combining of bad practices with

European values.

We can only hope that one day each
paradox will explain the other.

nepcoHareH ,repon3bM Ha rOBOpPeHeTo" oTcTosiBaT
eBpoaTnaHTMyeckaTa OpueHTaUma Ha CTpaHaTa, npu
TOBa AOCTATbYHO Y6eEeHO M KOMMETEHTHO, 3a Aa ca
nnaepu Ha 06LLecTBeHOTO MHeHuWe. bnarogapeHue

Ha TSIX 6bArapCKUAT rpaXkAaHUH BbMPEKUN aTakUTe Ha
HOCTaNrMYHOTO NISIBO U KCEHODOOBCKOTO ASICHO He ce
YCbMHMU, Ye uneHcTBoTO B EC e eAMHCTBEHUAT 6e3cnopeH
ycnex Ha npexoga. HuTo ce oTkasa oT cTpemMerka cu ja
NnpeBbpHE Ta3un NPUHALANIEXHOCT B CBOS CbBPEMEHHA
KYNTYpHa MAEHTUYHOCT (3a Hest Aopu YTOMMYHMTe o6pasu
BbpLUAT peanHa paboTa).

Taka ye eTo efjHa OKypaXKaBallya eBpornencka yepra Bbpxy
NMLETO Ha 6birapckuTe Meauv — NM6epanHUaT envT B
TAx. [pegcraBuTENMTE MY NPUCHCTBAT B CYTPELLUHUTE
6/710KOBE M Ny6ANUUCTUYHUTE NpefaBaHns Ha roieMuTe
YaCTHW eNeKTPOHHU MeaunK, B MO-6YTUKOBM MporpamMm

C MHTepec KbM NepcoHNGULMPaHOTO rOBOPEHeE, B
OTAENHM NevyaTHU n3gaHus (B npecaTta KpusaTa e Hai-
YHULLLOXXWTENHA), B 6/10rOBE U COLMANHU MPEXU...

Ho Hall ca MAICTOTO cU B 06LL,ECTBEHUTE MeNK,

KbAETO NO3MLMUTE UM YyBCTBUTESTHO Ce CONMXKaBaT C
pefakuMOHHUTE NONNTUKKU. BnipoyemM pasBnTueTo Ha
06LLeCTBEHNTE MeIMM 1 3anas3BaHeTo Ha MakcUMarnHa
He3aBMCUMOCT Mpes3 NocnegHoTo feceTunetTme e BTopoTo
3HaYMMO eBPOMENCKO NOCTUXKEHNE B CEKTOpaA.

MN3BbH npodecnoHannsma, obpus BKyC U
B3anMMOLENCTBMETO CU C TBOPYECKMN CPean U rpaxk4aHCKu
nsmxeHns bHP n BHT 3anasunxa oHoBa Ka4yecTBO

Ha MHbopMaLMATa, 6e3 KOeTOo TA Ce NpeBpbLla B
nponaraHfa — rjaypanunama Ha rinefHuTe TOUKK
(nonuTHYeckusi, KyNnTypHUSI, COLMaNnHNUS, ETHUYECKUS U
T.H). BSpHO Ye npu TAX TOI € 3aLLMTEH MO 3aKOH, HO &



Protest of doctors and patients in Sofia, 2010

Courtesy of Georgi Kozhuharov / Dnevnik
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Heob6xoaMMa pefakLUMoHHa BOMSA U NporpamMeH KanauuTerT,
3a Ja HaMepuLl BepHUTe 6anaHcu, U To B aTMocdepa Ha
6€3MUTOCTHM NPOTUBOMOCTABAHMS.

Pasbupa ce, MMalle U3KJHOYEHMS, HO Ka3aHo Ha eapo,
pbKOBOACTBaTa U Ha XXypHanucTute Ha bHP 1 BHT
nposiBuxa xapakTep, KOWTO Hakapa NonnTuumTe n
KOpnopaTuBHUTE KPbroBe fa cTaHaTt npeanasnusemn

B MpeTeHuunTe cn KbM TAX. Cref He3aKbCHsSBaLLUTE
OCTpU peaKkLumu Npu BCEKU ONUT 3a HamMeca npes
roguHuTe (M3sIBIeHUs, NPOTECTH, CTauKuM) neceHTa Let

It Be, TpaguLMOHHO 3ByYalla B edump KaTo n3pas Ha
CbMNpPOTUBA, Ce NpeBbpHa B KOMMJIEKC Ha ynpaBnsaBalLmte
MHO3MHCTBA CMpSAMO O6LLLECTBEHUTE MEANN, B 3aApbXKKa
Ja UM OUKTyBaT NOBELEHMeE.

CblLecTByBaHETO Ha NMbepasieH MefueH enunuT 1 Ha
He3aBMCUMM OBLLLECTBEHM MeAUN BOAW A0 OLLE e4uH
napagokc — 6e3KOH(MIMKTHOTO CbyYeTaBaHe Ha JIoLLM
NPaKTUKN C EBPOMENCKN LLEHHOCTM B HaLLUTE MeaMUM.
Moxke fa ce HagsiBaMe camo, Ye eiVH AeH NapafoKcuTe
B3aWMHO LLie ce 0BACHAT.



Protest of Kremikowzi workers
in Sofia, 2009

Courtesy of Krasimir Yukseliev
/ Dnevnik
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ook publishing is a business like
any other, but it is also something
different. Why? If you want
to make money, book publishing is
definitely not the best way to get rich.
This is usually the first thing I say to my
students at the University.

Looking into the matter of what has
transpired in Bulgarian book publishing
over the past ten years would equal a
cross-section of the entire Bulgarian
society. The literary context is the air
which literature breathes and real

life —society, politics, economy, social
relationships and mentality — forms
part of this context. These aspects give

shape to the Bulgarian literature and the
national culture at large, and inevitably
influence the book publishing sector.

When Bulgaria became a member of
the European Union on January 1st
2007, I had the great pleasure, as a
member of the board of directors of
the Bulgarian Book Association, to
represent the country in the Federation
of European Publishers which we joined
as a result of our EU assent. We learned
a lot and we expanded our vision for
new opportunities. The membership of
the Bulgarian Book Association in the
Federation of European Publishers is
an important process in itself, which

KHuUromsgaBaHeTo e 6U3HeC KaTo BCEKW APYT, HO U HELLLo
pasnnyHo. 3allloTo, ako UCKaTe [Aa nedyenuTe napw,
KHUron3gaBaHEeToO CbBCEM He e Haill-no6pusaT HaunH. Taka
06MKHOBEHO 3anoYyBam JIEKLUNTE CU C MOUTE CTYZIEHTU B
YHUBepcUTeTa.

[a ce pa3rnefa KakBo ce C/ly4u npes nocnefHunTe

JeceT roauHN B 6b/IrapCKoOTO KHUroMsgaBaHe

BCBLLHOCT € CeyeHne Ha LsanoTo 6brapcko o6LweCcTBO.
3aLL0To NUTEePaTyPHUAT KOHTEKCT € Bb3AyXbT, KOWTO
NuTepaTypaTta AuLLIa, @ YacT OT INTepaTypHUS KOHTEKCT

€ peasiHUAT XXMBOT — 06LLECTBOTO, MONMTUKATA,
MKOHOMMKATa, CoLMasHUTE OTHOLLEHUS, MaHTaNNTeTa.

Te bopmupaT 6b/IrapckaTa nutepaTypa u BbobLe
HaLMoHanHaTa KynTypa, OT KOeTO KHUrom3gaBaHeTo Hama
Kak Aa He ce nosnuse.

Korato Ha 1 saHyapu 2007 r. Bbnrapusa ctaHa 4seH Ha
EBponenckus cbos, uUMax OrpoOMHOTO YAOBOJICTBUE KaTO
Y/eH Ha yrnpaBuTENHUA CbBET Ha Acoumauunsa ,bbarapcka
KHUra“ ga A npeacraenseam BbB Pefepaumsara Ha
€BpONenckuTe nsgaTenu, 4acT OT KOSITO HUe CTaHaxMe

C NpYeMaHeTo HU. Hayuymxme MHOro, OTBOpUXMe
NoJsIE3PEHNETO CU 3a PasIMYHN Bb3MOXKHOCTH.
YneHcTBOTO Ha Acounauuns ,bbnrapcka KHura“ BbB
depepaumaTa Ha eBpPOMNeENCKUTE n3gaTenm cam rno cebe
CU € N3KJTHYUTENHO BaXXeH NpoLLeCc, KOUTO NOMOrHa

Ha Hac, KHuronsgartenute B bbnrapus, fa cb3peem A0
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helped us, the Bulgarian publishers,

to mature and to acquire new insights
about our own work. It helped us

to understand the meaning of the
unification, the common interests and
the collaboration, the importance of the
legal frame, the European tendencies,
the concept of receiving assistance from
the other members, and that we are part
of something bigger which makes us
responsible not just for ourselves. Not
all of us succeed in being a part of the
European family and in appropriating
the European values; some of us achieve
this only partially, and therefore I think
that there is much more to be done after
this first decade.

Let’s begin with the transition years,
the 1990s, a period marked by a terrible
nihilistic attitude towards the Bulgarian
literature and its authors. The Bulgarian
publishers did not want to publish
Bulgarian books because they thought
that the Bulgarian readers would not
want to read them and the media
refused to mention Bulgarian literature
because they assumed that it would not
be interesting for the audience. During
that period, the publishing houses which
published Bulgarian literature were

no more than five, but thanks to them
literature managed to survive.
Afterwards, the situation changed.

Over the past decade, both the book
publishing and the concept of Bulgarian
literature have come a long long way. The
most important factor for this progress
is the growing prestige of the Bulgarian
authors and the publishers focused on

Bulgarian literature in recent years.

The tendency toward steady growth
of the book market began in 2005 and
continued until 2008. The field was
stable and successful, and had reached
comfortable levels, both economically
and financially. New publishing houses

and new authors emerged.

However, 2008 marked the dawn of the
big financial crisis, which prompted

a more than 30% decline in the book
market within three years — 2009, 2010,
2011 —, and it was only around 2012 when
the Bulgarian market managed to reclaim
its 2007 figures. It was not until the last
two or three years that the Bulgarian
book publishing business reached the
financial results and the stability of 2008,
which had been the most successful year
in the Bulgarian book publishing. Since

e[lHO HOBO No3HaHMWe 3a co6cTBeHaTa cu paboTa. [a
pasbepeM cMUCba Ha 06eAUHEHNETO, O6LLIUTE MHTEPECH,
CbBMECTHUTE AeNCTBUSA, BaKHOCTTa Ha JierasiHaTta
paMKa, eBponencKUTe TEHAEHLMN, MOMOLLTA OT ApYruTe,
pa36upaHeTo, Ye CY YacT OT HeLLO MO-FOSIIMO M HOCULL
OTFOBOPHOCT He camo 3a cebe cu. Bce olie He Hamb/IHO

U He BCUYKM ycnisBame Aa 6beM YacT OT eBPOMNeNCKOTO
CeMencTBO U eBPOMneicKMTe LIeHHOCTH, 3aToBa CMATaM,
Ye criefl Te3u MbpBM AeCeT FrOAMHN BCE OLLLEe MMa MHOTo
KakBo Aa 6be HarnpaBeHo.

[a 3ano4yHem oT roguHuTe Ha npexopa, 90-Te, koraTo
HUXUNN3MBT MO OTHOLLEHWE Ha 6b/irapckaTa nMTepaTypa
N 6bnrapckuTe aBTopu bGelle yxxacsBal,. bbnarapckuTe
n3garTenun He UCKaxa fia usgaBaTt 6bJIrapcky aBTopw,
3alL0TO cMsAATaxa, Ye 6barapckute YmTaTenm He nckar ga
rM yeTaT, a MeaunTe oTKa3Baxa fa oTpassBaTt 6b/rapcka
nMTepaTypa, 3aL0TO CMATaxa, Ye He e MHTepecHa 3a
nybnukarta. B T031 nepuof cbliecTByBaxa He NoBeye

OT NeT n3gaTencTea, KONTo e4UHCTBEHM U3aBaxa
6bnrapcka nutepaTypa u 6narogapeHue Ha KouTo TA
CbyMs fa ouenee.

BrniocneacTeue HelllaTa ce npomeHuxa. [Mpes nocnegHuTe
JleceT rognHu N3MUHAXMe MHOIO0 MHOTO AbJTbl MbT B
KHUronsgaBaHeTo M B pa3bupaHeTo 3a 6birapckara
nuTepatypa. Hait-Ba)KHOTO, KOETO Ce C/lyum B
6brapckoTo KHUromMsgaBaHe, € UMeHHO NMopacHasnuaT
NMPecTMX Ha 6bJIrapcknTe aBTOPY U Ha U3aTencTBaTa,
KOWUTO M3aaBaT 6b/irapcka nutepaTtypa npes nocrieaHuTe
FOAMHN.

TenpeHumATa, 3anovHana ot 2005 r., KbM NOCTOSAAHEH
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Literature club Peroto,

NDK, Sofia

Courtesy of Peroto
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2014, there is a tendency toward steady

increase.

That period saw the opening of new
bookstores and bookshop chains which
managed to secure a relatively good book
supply in Bulgarian cities and to provide
a solid foundation of book distribution
in Bulgaria.

One of the specific traits of Bulgarian
book publishing is its nature of a family
business. Even today, perhaps 90-95%

of the publishing houses are managed
personally by their owners, who make the
key decisions. The access of newcomers
is severely restricted and at this time
publishing is establishing itself as the
most conservative business in Bulgaria
in terms of management and mode

of supervision. A change is necessary,
not least because we are already living
in a digital era and Bulgarian book
publishing is lagging behind in the
digitalisation sphere, while electronic
books and textbooks have already
become commonplace in most European

countries.

An important aspect of these ten years
is a disproportion, exemplified by the

widening gap between the big and the
small publishers. Over the years, around
a hundred mid-range publishers formed
the backbone of Bulgarian publishing;
however, at present there are almost no
mid-range publishers. A dozen large
publishing houses account for around
50% of the books sold in Bulgarian
bookstores. All other publishers produce
around ten-fifteen titles per year; the
publication of between twenty and forty
titles is considered a lot, but these figures
can be achieved by no more than twenty
publishers. The remaining publishers
from around 400 active publishing
houses produce fewer than ten new titles

per year.

This is the place to point out one of the
biggest problems of the Bulgarian book
publishing: the lack of enough spaces
where books can be displayed. A large
number of books is being published in
Bulgaria — nearly 10 0oo new titles have
been printed last year. For the modest
Bulgarian market, this is an impressive
quantity. However, what is typical of
these books? Strange as it may seem,
the majority of these books are written
by Bulgarian authors, but this is not
actually noticeable in the book market.

PBbCT Ha KHWKHWUA Nasap Npogb/xu n ao 2008

r., 6paHLLBLT ce YyBCTBaLle CTabuseH, yCneLweH 1
MKOHOMMYECKHN, N PUHAHCOBO, KOMPOPTHO. [NosiBuxa ce
JOCTa HOBM n3gaTencrtea v HOBM aBTOPM.

OT 2008 r. o6aye 3amnoyHa rosissmaTta Kp1sa, cnag c
noseye oT 30% B paMKUTE Ha TPU FOAUHU B KHXKHUS
nasap. Egea okono 2012 r. 6barapckust nasap ycns
a ce BbpHe KbM rpaHuumte ot 2007-a. EgBa npes
nocneaHuTe ABe-TPU FOANHN B 6brapCKust KHUXXEH
6u3Hec ce gocTuraT PUHAHCOBUTE pe3ynTaTu 1
cTtabunHoctTa ot 2008 r., KoATo 6eLle Ha-gobpaTa
roguHa B 6b/IrapcKoTo KHUronsaaBaHe 40 MOMEHTA.
Cera, o1 2014 r., TeHAEHLUMATA € KbM NOCTOSAHHO
yBesinyaBaHe.

3a T03u nepuop belle xapakTepHa ¥ nosieata Ha
KHUXXaPHULM U KHUXXHU BEPUTY, KOUTO ycnsaxa Aa
OCUTYpSIT CPABHUTENHO J06PO NPUCHCTBUE HA KHUTUTE B
6bnrapckuTe rpafoBe 1 Aa gafaT cTabuiHa OCHOBa Ha
KHUropasnpocTpaHeHneTo B bbnrapus.

EpHa oT cneundnyHMTE YepT Ha KHUroMsgaBaHeTo B
Bbnrapus e cemeiiHocTTa B 6M3Heca. Bece owe Moxe
61 90—-95% o1 usgartencTeara ce ynpasnasBaT JIMYHO

OT CBOMUTE COOCTBEHMLN, Te Ca XopaTa, KOUTO BaumaT
KJIHOYOBUTE pelleHns. [LocTbMbT Ha HOBM Nl € CUITHO
OrpaHMYeH 1 Ha TO3M eTan KHUrousaaBaHeTO Ce oYepTaBa
KaTo Hall-koHCepBaTUBHUA 6u3Hec B bbarapus no
OTHOLUEHNE Ha MEHUIXKMDBHT Y HAYMH Ha yNpaB/ieHune.
Camo 4ye npomMsiHaTa e HeobxoauMa Hal-MankoTo
3allloTO BeYye CMe B gurutanHaTta epa, a 6barapckoTo
KHUromnsgaBaHe e TBbpAe Ha3aj C AurntanmsaumsaTa, ¢
€NIEKTPOHHNUTE KHUTU U eNTIEKTPOHHUTE y4EOHULN, KOUTO
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The question is: what is the reason
behind this invisibility? A large portion
of book publishing in Bulgaria is in

fact self-publishing, with books being
disguised as the product of established
publishers. People who pay for their
books to get published simply pay the
publishing house so that an esteemed
logo is placed on the spine of their book.
Ultimately, this is self-publishing. And I
maintain that self-publishing definitely
accounts for 30 to 40% of the entire
book production in Bulgaria. A large
portion of the self-published books

does not make it to the market. Usually,
200-300 copies are made and the author
distributes them among friends and

at book launches. So, the competition
between the publishers to reach the
market and their struggle to publicise
their products become very difficult and
are a major problem for the entire sector,
because despite the growing numbers of
large bookstores, at the moment, there is
no facility which can handle the entire
book produce. There are approximately
60 000 titles currently on the market,
while 95% of the bookshops can
accommodate between 5 000 and 7 000
titles.

At the same time, many of the small
publishing houses continue to reduce
their production; they publish only books
which are expected to make profit, the
internal debt within the sector is often
significant, including outstanding debts
to printers and literary agencies, traders-
publishers obligations, fees to be paid

by the publishers to authors, translators
and members of staff; low wages also
constitute a huge problem. It is also of
vital importance that the state looks
after the tragically neglected libraries
across the country. The libraries, which
in most civilised countries receive a 15

to 30% share of the market, barely reach
1% in Bulgaria. According to a new
library regulation, introduced in 2015,
0.1 books per capita are to be received by
the libraries, which means that 80oo ooo
new titles must be added to the library
collections every year. This percentage
ranks among the lowest in Europe but

is nevertheless a promising start. The
problem is that even this standard is not

met.

In fact, over the ten years of our EU
membership, we have received serious
opportunities, but benefited from only
a few of them. Bulgaria emerged as

oTAaBHa ca GakT B MOBEYETO eBPOMNENCKM AbpyKaBu.
Ba)xHaTa 0CO6EeHOCT Ha Te3un AeCeT roAuHU e pasnymeTo
1 BCe No-pasTBapsLlaTa ce HOXuLa Mexay ronemure

N MasnkuTe usgaTesnicTBa. AKO Npes roAnHuTe cpefHuTe
nsgatencrea 6sixa rpbOHAKbLT HA KHUTOM34aBaHEeTO B
Bbnrapus, okono ctoTMHa Ha 6poi, B MOMEHTA CPeHU
nspaTencTea NoyTu Hama. OTinyaBar ce geceTunHa
MHOrO rofieMu n3gaTencTea, KOMTO ca KOHLEHTpUpanu

B ce6e cv okono 50% oT npoayKuusaTa B 6bArapckute
KHWXapHUUM B Bbnrapus. Bcuukun octaHanu nsgartencraea
npaeaT mexay 10 n 15 3arnaBusa roguiuHo, mexay 20 u
40 Beye e HaUCTMHa MHOTO, HO ToBa ca He noseye oT 20
nspatenctea. Bcuuku octaHanu ot akTuBHUTE okoso 400
nspatenctea npasAT nog 10 HOBWU 3arnaBus rOAULLHO.

TyK naBa MSCTOTO U Ha efMH OT Hall-ronemuTe NpobaemMu
Ha 6b/ITapCKOTO KHUroMsaaBaHe — BCe Olle HAMaA
[OCTaTb4yHO 06EMHMN MECTa, B KOUTO KHUIUTe ga 6baar
nanoxexu. B bbnrapus nsanmsat orpomeH 6por HoBK
3arnaBusa — nocnegHaTa rogmHa 6nmso 10 000. ToBa e
BHyLLMTeNHa 6polika 3a CKpOMHUSA 6b/rapckuy nasap.
KakBo o6aye e xapakTepHO 3a Tsx? Ko/IKoTo 1 cTpaHHO
[la 3By4u, rofiiMa 4yacT OT TsX ca Ha 6b/irapCcKu aBTOpM.
ToBa peasiHO He ce BMXAa Ha nasapa. 3allo e Taka?
3awoTo B bbarapus orpoMHa 4acT OT NpoOM3BOACTBOTO

e camm3gaT — 3aMacKupaH KaTo Npon3BOACTBO Ha
pasnuyHu nsgartencrea. [MpocTo xopaTa, KOUTO Cn
nnaiaT TEXHUTE KHUTK Aa 6bAaTt usgajeqHu, nnawaTt Ha
n3paTencTBo, 3a a MOXe MapKaTa Ha U34aTeNiCTBOTO Aa
cean Ha KopuuaTa Ha KHuraTta. Ho camo no cebe cu ToBa
e camunzgart. U TBbpas, Ye CbC CUTYPHOCT caMusfaTsbT

B bbnrapus e 30 go 40% oT yanata KHMXXHa NPOAYKLINS.
MHoOro ronsiMa 4yacT OT TO3M caMum3gaT He gocTura
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one of the countries which have made
most effective use of the opportunities
provided by the EU funding schemes
such as the literary translation
programme, the “Horizon 2020”
programme and other programmes
relating to book publishing or
translation. However, the funding in
question is limited and subsidises only
specific publishers.

Of course, the problem is much more
fundamental and concerns the right

evaluation of the relationships between
the publishing and the publishers,
between the business, the readers and
the state. There is room for improvement
and change, and change may happen. The
optimistic plan for the future prioritises
cooperation between publishers, authors,
translators, readers, the state and its
institutions. Because this is a business
like any other, but it is also something
different.

[0 nasapa 1 ToBa e ¢dakT. OTneyaTsat ce 200—-300
6POINKM, KOUTO aBTOPBLT pasfaBa Ha NPUATENN UK MO
npeacTaBaHus. Taka 6opbaTta Mexay nsgartencrearta

3a fjocTuraHe o nasapa v 6opbarta 3a NO3ULMOHUPaHe
CTaBa U3KJIHUYNTENHO TPYAHa, NpeBPbLLAanKu ce B
OCHOBEH MPO6IEM 3a Liennsi 6paHLL, 3aLL0TO BBMPEKU
TeHAeHUMsITa 3a NosiBaTa Ha rofieMu KHKapHULM Bce
olle HAMa TakaBa KHWKapHULa, KOATO Aa noemMe yanara
KHWKHa NpoayKumsa B MoMeHTa. CTaBa fyma 3a okosno 60
000 3arnaBus Ha Nasapa, a 95% oT KHWKapHULMTe umat
BBb3MOXHOCT 3a 5 0 7 Xunaau 3arnaBsus.

B cbLl0TO BpemMe MHOro OT MankuTe nsgaTtescTea
npoab/KaBaT fa CBMBAT NPOAYKLUUSTA CU, u3gaBaT
eJMHCTBEHO KOraTo MMaT Bb3BPaLLLaeMOoCT Ha napuTe,
BbTpellHaTa 3aA/TbXXHSAOCT B 6paHLUa NOHsAKora e
MHOTO CUJIHA, 3abJDKEHNS KbM MevyaTHULUM, NnTepaTypHM
areHuuu, 3agb/HKEHNA Ha TbProBLM KbM U3aatenu,

Ha u3gaTtenv KbM aBTOpU, MPeBOAAYMN U CITYXKUTENN,
HWCKM 3ansaTu, TOBa € BCe OLLe ejMH OFPOMEH
npo6aeM. M3KNHOUNTENHO BaXXHO € U AbpyKaBaTa

[a U3nbHsiBa cBoATa GYHKLMSA MO OTHOLLEHME Ha
Tparn4yHo npeHebpereaHnTe 6UGINOTEKM B CTpaHaTa.
BnénnoTeknTe, KOMTO B MOBEYETO LIUBUIN30OBAHM
ObpkaBu umat gan mexay 15 n 30% ot uenus nasap,

B bbnrapus egsa cturaT 1%. Npes 2015 r. 6e npuet
CTaHAapT 3a 6UOIMOTEKUTE, CMOPES, KOMTO 3a BCEKM
6barapcku rpaxgaHnH B 6ubnmoTekmTe TpabBalle aa
Bnmusar no 0,1 3arnaBus, KOETO 03HayaBa, Ye BCAKa
roauHa B 6UbMoTeKUTe Tpabea Aa noctbneaT 800 000
HOBM KHUIW. ToBa € eAuH OT Hal-Hall HUCKUTE MPOLLEHTU
B EBpona, HO Bce nak 6elle fo6po Havano. NpobnemMsbr e,
Ye OpPM TO3M CTaHAAPT He Ce U3MbJIHABA.



BcblLHOCT B Te3M feceT rogMHu YneHcTBo B EBponeiickus
CbHHO3 MOJTYYNXME CEPUO3HU BB3MOXXHOCTM, OT KOUTO
ob6aye paAKo ycnsiBaxMe fia ce Bb3nosnssame. B
eBpornencku nporpamu kato lNMporpama ,Kyntypa“ 3a
npesog, nporpamata ,Xopu3oHT 20 20“ u apyrv Takuea no
OTHOLLIEHNE Ha KHUron3aaBaHeTo Unun npesoaa bbnrapus
Ce OKasa efjHa OT CTpaHuTe, Hali-fo6pe Bb3MoJ13BaLlm

ce OT Bb3MOXHOCTUTE, HO B C/ly4ast cTaBa BbMNpocC 3a
HaMCTUHA CKPOMHMU CPeICTBA, HACOUYEHN KbM eIUHUYHM
nagaTesncrea.

Mpo6nembT, pasbupa ce, € MHOro No-rnobaneH u

TOW e B NpaBuHaTa NpeLeHkKa Ha OTHOLLEHUATa

MeXAy KHUroM3aaBaHeTo v KHUromsgaTenuTe, Mexay
Cco6CTBEHMA BUBHEC, UNTaTeNnnuTe U AbpXkaBaTa. Mma
KaKBO [a ce NPOMeHU U Nofo6pu, Bb3MOXHO € U fia ce
cnyyn. ONTUMUCTUYHUAT NS1aH 3a 6bAeLLEeTO BKIIHOYBA

Ha MbpPBO MACTO 06eIHEHNe Ha U3aaTenu, aBTopy,
npeBofayu, YaTaTenu 3aefgHo C MHCTUTYLUUTe 1
ObpyaBaTa. 3all0To ToBa e 6U3HEC KaTo BCEKU ApYr, HO U
HelLLLo passIUyHo.
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The art of balance
M3KYCTBOTO Ha 6anchupaHeTo

t was only ten years ago when

Bulgarian theatre was still existing

in a state of phantasmagorical
intoxication by the prospects of its
European integration. Contrary to
reality, it behaved as if it was enough to
grit its teeth and pull through the muddy
transitional period, to plug its nose and
to wobble its way through the stinking
cesspit between two utopias so it could
finally reach the promised land of Europe
and dedicate itself to the final touches of
its ideological and aesthetic integration.
Once that was completed, the bliss of
the reached aim would resemble a sweet
slumber in Fukuyama’s promised end of
history. Instead, during the past decade

theatre was forced to return to reality
and learn how to deal with it.

Bulgaria joined the European Union

in one lucky accident — dreamed and
defended but nevertheless accidental;
deplored and hated, yet a lucky one.
Bulgaria set foot on the promised shore,
celebrated the event, but the morning
after it woke up pretty much unchanged -
its soft consensual authoritarianism, its
gossipy mundane micro-management,
its pretence of hard work, its puny
administrative inefficiency, its hidden
mechanisms for behind-the-scenes
pressure and its clumsy procedural
democracy were still intact. The
country rubbed its eyes and, instead of

BG

Camo gonpeawn feceT roAnHN 6bArapCKUST TeaTbp
ycnsiBalle fa CbllecTByBa BbB haHTacMaropuyHo
OMNUsIHEHWE OT NepcrneKkTUBUTE 3a cebe CU, CBbP3aHK

C eBporenckaTta My uHterpaums. NpoTuBHO Ha
0YEBUAHOCTTA TOM Ce AbpXKeLle Taka, cakall e
JOCTaTbyHO Aa CTUCHE 3b6M U MULLILKM, Aa YCTUCKA
KasnHus npexopg, Aa npeaxana cbcC 3anyLleH HOC
BOHSILLLATa KJloaka Mexxay ABe yTonuu, 3a Aa nonagHe
Hali-HaKpas B o6eToBaHUTe nons Ha EBpona u

CMOKOMHO fa ce oTAafLe Ha [OBbPLUNTENHN paboTy No
npeonornyeckaTta n ecteTmyeckara Cu MHTerpaums.
OTTaM HaTaTbK Csikall ocTaBalle caMo 6/1aXXEHCTBOTO
Ha nocTurHaTtaTa Len — ceoeobpasHa cnajka gpsiMka

B ob6elaHuns oT ykysimMa Kpail Ha uctopusita. Bmecto
TOBa Npes NocfieHOTO AeceTuneTne My ce Hasnoxu ga ce
3aBbpHe B peasniHOCTTa U fa npornegHe 3a Hesl.
BnusaHeTto Ha Bbnrapus B EBponenckusa cbros ce cnyuu
KaTo LWacTnunBa cnyyanHocTt. MeuyTaHa 1 OTCTOsIBaHa, HO
BCe nak cnyyanHocT. O6pyraBaHa u HeHaBMXAaHa, HO
BCe Nak LWacTimBa. bbnarapusa cTbny Ha 06eToBaHUSA 6psir,
oTnpasHyBa CbOMTUETO, HO Ha cleABaLLust AeH ce CbOyan
cbllaTa — C MeKUsi CU KOHCEHCYCEH aBTOPUTaAPU3BM,

C KJIFOKAPCKUSI CU BUTOB MUKPOMEHUIKMBHT,

¢ (hacagHaTa cu OTPYAEHOCT, C BAaTa cu
agMUHUCTpaTMBHA Hee(eKTUBHOCT, CbC CKPUTUTE CU
MexaHM3MU 3a 3agKySIMCEH HAaTUCK U TpoMaBaTa cu
npouenypHa geMokpaums. Pastpu oun 1 npoTUBHO

Ha caM03anbrealloTo OYakBaHe Ha creyvesneHus paw
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the self-deceiving expectation of the
gained paradise, it faced a particularly
contradictory, conflicting and
multifaceted reality, in which the unified
ideological and aesthetic systems, as well
as the cosiness of the collective subject
belonging to the days of the omnipotent
state, were irrevocably lost.

Hell lost (or the Egyptian
oppression)

What did we lose? During the post -
WWII period, the Bulgarian theatre still
favoured the good old Enlightenment
project, in the celebrated back then
communist interpretation. Within this
late reverberation of the Enlightenment,
theatre had a task and a mission: to
educate, propagate, convince and use
secular ways to sustain the spiritual
development of the socialist nation.

In order to do that — according to

the totalitarian model — the theatre
system was organised, in a firm and
austere hierarchy. Alternative creative
interpretations and any liberties taken
with dramatic narrative and content
were watched closely and were liable to
control and sanctions — sometimes heavy,

sometimes light, but demotivating in

any case. The critics’ institution played a
decisive role in the theatrical processes.
On the one hand, it determined what
was deemed valuable in any given
theatre production and classified it

in a uniform aesthetic hierarchy; on

the other, it exercised ideological

control over it. All those involved in

this system enjoyed social security but
were unsatisfied as artists. They had

the comfort of the collective safety but
this was accompanied by a neurotic

fear of behind-the-scenes repression.
There was bread on the table but the
dignity was in pain. The risk of offending
the higher hierarchic levels was more
acute than the risk of displeasing the
audience. Compliance with the central
planning and acceptability of the system,
not popularity and the tastes of the
audience, were decisive for the financial
provision of the theatrical process.
Although the state was spreading

its ideological influence, it tactfully
respected the traditional cultural settings
of the populace, refrained from cultural
provocations which could disrupt the
indolent masses; this is why it often
muzzled any attempt for aesthetic
modernisation that came across as

too audacious. It kept the theatrical

ce v3rnpaBu npepj egHa 0CoOH6eHO NPOTUBOPEUNBA,
KOH(MNNKTHA U MHOrO3HaYyHa peasnHocT, KbAeTo eAUHHUTE
NOE0NOrMYECKN N ECTETUYECKN CUCTEMMU, KAKTO U YIOTHT
Ha KONEKTUBHUSA CY6EKT OT BpeMeHaTa Ha BeafecbliaTa
Abp)xaBa, 6sixa Beye 6e3Bb3BPATHO U3Try6eHN.

U3ry6eHunaT ag (mnm EruneTckoTo po6cTBO)

KakBo usryéuxme? B cnegBoeHHaTa enoxa B 6b/irapckusi
TeaTbp Ha JHEBEH pefl Bce olle belle JO6pUAT cTap
NpoeKT Ha [NMpocBeLLeHNETO B akTyasiHaTa ToraBsa
KOMYHMCTMYECKa MHTepripeTauus. B paMkute Ha To3u
KbCEH OTr/lac Ha NPOCBELLEHNETO TeaTbpbT 6eLle
CHabfeH cbC 3ajia4ya M Mucus: ga obpa3oBa, aruTmpa,
y6exxaaBa 1 Nno CBETCKM HaYMH Aja 0yxoTBOpsiBa
coLMannMcTUYecKus Yosek. 3a Tasu Liesl — Mo ToTanuTapeH
obpasel — TeaTpasiHaTa cMcTeMa 6eLle opraHusnpaHa

B CTpora v TBbp/ia iepapxus. AnTepHaTUBHUTE
TBOPYECKW UHTEPMNPETALIUM Y BOSTHOCTUTE MO OTHOLLIEHWE
Ha CbAbp)KaHWETo ce Hab/oaBaxa BHUMATESTHO U
nojJsieXxaxa Ha KOHTPOJI U CaHKLUW — MOHSAKOra TBbpaY,
MOHAKOra MeKW, HO BbB BCEKM Clyyaii AEMOTUBMPALLN.
MHCTUTYTBT Ha KpUTMKaTa MMalle Bb3n0Ba posis B
TeaTpanHuTte npouecu. OT efiHa CTpaHa, onpeaensiie
CTOMHOCTHOTO B TeaTpasiHaTa NpoAyKLusa 1 ro
noapexjalle B eMHHa ecTeTMYecKa mepapxus, a oT
Jpyra, oCblUeCcTBsIBaLLIE UAEe0/T0OrMYECKN KOHTPO

Haj, Hero. YyacTHULUTe B cucTeMaTa 6axa coLmanHo
o6e3rnevyeHu, Ho TBOPYECKM HeyloBNeTBoOpeHN. Mmaxa
ycellaHe 3a KOJIeKTUBHA CUTYPHOCT, CbMPOBOEHO C
HEeBPOTUYEH CTpax OT 3afKy/IMCcHa penpecus. HacbLHUAT
6elle o6e3rneyeH, HO JOCTOMHCTBOTO CTpajalle.
CbluecTByBalLE PUCK OT TBOPYECKM MPOBaJsl Mo-CKOpo



A Behanding in Spokane,
stage director Javor Gardev

Courtesy of The National Theatre “lvan Vazov”

U3KycTBOTO Ha 6aaHcMpaHeTo

The art of balance

People of Oz,
stage director Galin Stoev
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The Government Inspector,
stage director Marius Kurkinski

Courtesy of The National Theatre “Ilvan Vazov”

The Miser,
stage director Lilia Abadjieva

Courtesy of Little City Theatre “Off The Channel”



avant-garde at the periphery of the
Bulgarian stage. The legislation which
restricted Sofia citizenship as well as the
compulsory three year placements of the
young actors at various state theatres
across the country prevented an excessive
centralisation of the cultural life and
managed to create thin cultural layers

of the so-called artistic and creative
intelligentsia in the provincial cities. As
a result of this social engineering, the
system of repertoire theatres in the cities
of Bulgaria was regularly infused with
new blood. The theatre was the home of
the big, full-time state supported family
of the theatre company. The theatre
professionals were united by a sense of
communal belonging, but concealed an
inner dissatisfaction with the centralised
ideological and administrative control
which, in the hands of their superiors,
was often used as a pretext for personal
revenges and ad hominem Balkan-style
administration. The general feeling was
of a life of collectivism in a straitjacket.
The individual dreamed of his/her
emancipation from the collective, craved
for the freedom paradise.

The muddy pond of the
transition (or the parting of the
Red Sea)

What did we go through? Freedom
appeared out of nowhere. It was not won
in battle but given — like a parcel which
had unexpectedly reached a random
recipient, like an aftershock of a distant
historical and geopolitical earthquake.
A sharp cadre change at the very top of
the political ladder shook the theatre
hierarchy as well. The totalitarian
building did not collapse but remained
menacingly tilted, like the leaning tower
of Pisa. Destabilised clerks started
running around, carrying documents
that had to be burned and briefcases

full of banknotes. The audience left the
theatres and took to the city squares.
With the spectators gone for a while,
theatre rushed to catch up on what it
had missed out during the Egyptian
slavery. It gulped down the absurdist
dramaturgy, forbidden until then, as
well as all the echoes of the 1980s avant-
gardism. Many young actors and directors
emigrated — physically; many others also
did so — mentally. Globalisation knocked
the local playwrights down and, to this

day, they still cannot recover from the

npes no-BUCOKUTE HUBA B iepapxusita, OTKONKOTO Npes
nyénukaTta. LleHTpanHoTo nnaHMpaHe 1 CUCTEMHOTO
CbOTBETCTBUE, @ HE NMOCELLLAEMOCTTA U BKYCOBETE Ha
nybnvkaTta 6sixa perynupaty dakTop BbB (GMHAHCOBOTO
obesnevaBaHe Ha TeaTpanHusa npouec. HaumoHanHaTta
Ibp>xaBa NpokapBalle MAE0NI0NMYECKOTO CU BIIUSIHUE,
HO TaKTMYecKM yBakaBalle 1 TPaguLMOHHUTE KYNTYPHU
HaCTPONKM Ha HaCeNeHNETO, Bb3abpiKalle ce OT
KYNTYpHM NPOBOKaLMK CNPSIMO UHEPLIMOHHUTE Harnacu
Ha MacwuTe, MOpaAM KOeTOo M YeCTO craralle HaMOpPAHUK
Ha NpeKaneHo pe3K1Te ONUTKU 3a ecTeTMYeCKa
MogZepHu3auusa. [Ibpxelle TeaTpanHusa aBaHrapg no-
CKOpO B nepudepHaTa 30Ha Ha ussiea. OrpaHUYUTENHOTO
3aKOHOAATesICTBO MO OTHOLLEHWE Ha 3acesiBaHeTo

B CTOJIMYHUSA rPaj, KakTo U 3ab/IHKUTENHOTO
TPUrOAULLHO pa3npefeneHne Ha MaguTe akTbopu B
ObpXKaBHUTE TeaTpy M3BDBH CToNMLaTa Bb3npensaTcTBaxa
CBPBbXLEHTpanu3aumaTa Ha KynTypHUs XXMBOT 1 ycrnsiBaxa
[la uarpaxxaat B NPOBUHLMANTHUTE rPafoBe ThHKU
KYNTYPHM NPOC/IONKM Ha T.Hap. XyA0XXeCTBEHOTBOPYECKa
WHTeNUreHuus. B pesynTaT Ha ToBa coumanHo
WHXXEHEPCTBO cMCTeMaTa OT penepToapHu TeaTpu B
6brapckuTe rpajoBe CUCTEMHO Ce 3axpaHBalle CbC
cBeXKa KpbB. TeaTbpbT beLle OM, a TpynaTa — rofiiMo
LLaTHO cemMelncTBO. TeaTpasHOTO CbCIIOBUE MpUTEXKABaLLe
KOMYHanHo ycellaHe 3a 06LLHOCT, HO Taelle BbTPELLIHO
HeyZOBJIETBOPEHME OT LIEHTPaHUSA AE0NOrNYECKHN

M aiMUHUCTPATUBEH KOHTPOJ1, KOMTO HEepsAAKO ce
n3nosnsBalle OT KOMaHAHWUTE HUBA B MepapxusaTa KaTto
MPEeTEeKCT 3a IMYHKN camopasnpasK, 3a 6aiKaHCKO
agMuHucTtpupare ad hominem. 06L0TO ycelaHe

6eLle 3a KOJIEKTUBEH XWUBOT B yCMUPUTENHA pM3a.
NHavBuayanHuaT cyb6ekT MeyTaelle 3a eMaHumMnaumaTa
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blow. The critics lost the ground under
their feet and lost their newspaper
columns. Once out of control, the strong
hierarchy softened. The postmodern
outlook began to level the ground of
the cultural landscape. The Bulgarian
theatrical community gradually stopped
feeling like a single organism and fell
disintegrated into separate individuals
and small groups, existing either in quiet
warfare or in a temporary cease-fire.
When the individual lifted his head

up, the collective was crisis-hit. Dance
theatre entered the battle for territory.
Independent projects emerged. The
theatre and performance professions
lost their reputation and the companies
began to attract fewer people. Many
waved off their craft and decided to
abandon it. Slowly, the theatre which
used to be a home to the actors began to

transform itself into an inn.

Return to reality (or the
entrance to Canaan)

Where are we today? In the lush
grasslands of the Promised Land, the
roller of globalism levelled the ground
of the ubiquitous supply and left the
Bulgarian theatre to fight for a place

under the sun in a tough competition
against numerous other shades in the
Platonic cave of the world. The cosiness
of the fenced off zone was replaced by
a windy territory, where the audience,
your own until recently, could any
moment be snatched away in all sorts
of cultural nomad raids. Neither state
subsidies and certified professionalism,
nor private investment and commercial
artistry are guarantees of success on
this slippery terrain. Here, the worldly
popularity overtakes the talent, and the
emancipated creative individual can
quickly reach a complete loss of contact
with the meaning while he scores great
approval in the virtual zones of the
pathological narcissism. We are at a place
where commercial aims obliterate any
subtlety and crush the delicate meaning
of the theatrical communication,

while the claim for creating high art
ruthlessly cuts the already weakened
connection with the audience. We are
at a place where one has a better chance
of becoming popular not with what one
does best. Standing on such an insecure
ground, one can easily confuse one’s
own trauma with the pain of the world
and can spend all his revolutionary
pathos at a virtual barricade without

CU OT KOJIEKTUBHUA, 6neHyBau.|e paa Ha C|306o,ana.

KannaTta Baga Ha npexopa (wnu PaspgensHeTto
Ha YepBeHo Mope)

KakBo npebpoanxme? CBobogaTa Aonae N30THUKBbAE.
He oTBOlOBaHa, a noslyyeHa. Kato KoneT cbe criyyaeH
appecart; KaTto nepudepeH ocTaTbyeH TPYC OT BbHLLHO
NCTOPUYECKO U reonoIMTUYECKO 3eMETPECEHME.

Cnyuu ce c psaska KagpoBa NpoMsiHa Ha caMusi BpbX

Ha nonuTU4yeckaTa CTbN6MLA, KOUTO Pa3TbpCcu U
TeaTpasiHaTa Nepapxusa. TotannTapHaTta crpaja ce

KWJTHa HacTpaHu, HO He NajHa, a yBUCHA 3acTpaLlMTesTHO
KaTo HakJIoHeHaTa Kyna B [113a. [1o eTaxuTe i ce
pasTuyaxa AecTabuimsanpaHn YAHOBHULM C LOKYMEHTU
3a uarapsiHe u kydapyeta ¢ 6aHKHOTU. MNy6nnkKaTa nsnese
OT TeaTpuTe M OTUAE Ha NoLwaanTe. BpeMeHHO nuieH
OT MPUCHCTBUETO 1, TeaTbPbT Ce BTypHa Aa HaBakKca
N3nycHaToOTO No BpeMe Ha ErmnetckoTo po6cTBo. Ha
eWH AbX Norb/iHa 3abpaHeHaTa foToraea Apamaryprus
Ha abcypauama 1 BCMUKKTE OTriiacu OT aBaHrapaa

Ha ocempeceTTe. MHOXeCTBO M1aAun aKTbOpU U
pexuncbopu emurpmpaxa bunsmyecku, gpyrata nosoBmMHa
— McuMxm4yeckun. nobanusaumsaTa NoBaanm MecTHUTE
ApamaTypsu B HOKZayH, OT KOWTO He MoraT fa ce CBeCcTAT
n po aHec. Kputukara 3arybu nouysa noj Kpakarta cu

N MSICTO MO CTPaHMULMTE Ha BeCTHMLMTE. U3nycHaTtu

OT KOHTpoNna 1, TBbpAUTE Nepapxumn oMmekHaxa.
[MocTMOZEepHOTO CBETOYCELLLaHe 3anoYHa Aa H1UBenmpa
KYNTypHUS nensax. bbnrapckarta TeatpanHa 06LWHOCT
neka-noJieka npecTtaHa fa ce ycella KaTo egMHHO Lo 1
ce pasrnajHa Ha eauHaum U Manku rpynu, CbllecTByBaLLm
Ty B TMXa MeXayocobHa BOWHa NOMeXAy Cu, Ty BbB
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leaving the couch in his living room.

The Bulgarian theatre is in a noisy
Balkan marketplace where there is too
much shouting and no listening, much

is being written but little is being read,
there are many performances but few of
them are properly watched. During the
past decade, Bulgarian theatre has been
struggling with a stressful balancing

act. It constantly balances between

the global and the local, between high
and low, between the elitist and the
populist, between the progressive and
the retrograde, between the intuitive and
the conceptual, between the dramatic
and the postdramatic, between the

professional and the amateur, between
the full-time and the freelance, between
the public and the private, between
becoming reformed and remaining
unreformed. Whenever it goes off-
balance, theatre begins to lean to one
side; but then, startled, it pulls itself
together and just before it collapses,
restores its balance. Then, it does it again.

And again...

BPEMEHHO NpumMupue. MHAMBUAYaNHUAT Cy6eKT csikall
HagurHa rnaea, a KoJIEKTUBHUAT HaB/ese B Kpusa.
TaHLIOBMAT TeaTbp BCTbNM B 60p6Ha 3a 3aBOKOBAHE Ha
MECTHa TepuTopus. Bb3HWKHaxa He3aBUCUMWUTE NMPOEKTMU.
MpecTMXbT Ha TeaTpanHuTe Npodecun cnagHa u Tpynute
3anovHaxa fla opefasart. MHO3MHa MaxHaxa C pbKa U
3apsizaxa 3aHasTa cu. TeaTbpbT AOM MJ1ax0 U MyLHO
3arnoy4Ha fa ce nNpeBpblia B TeaTbp CTPaHHONPUEMHMLA.

3aBpblu,aHe B peanHocTTa (MM BxoabT B
XaHaaH)

Kbae cMme aHec? B Ty4HuTe nons Ha ob6eToBaHaTa 3eMsi
rno6anHuUaT BaNsK Aon3paBHM TepeHa Ha BCeo6XBaTHOTO
npegnaraHe n ocTaBu 6b/Irapckus TeaTbp Aa ce 6opu

3a MSICTO B HaMnperHaToTo cbCTe3aHne C HeU36pouMHU
Opyrn ceHku B cBeToBHaTa lnaToHoBa newepa. YioTbT
Ha orpajeHaTa 30Ha OTCTbMNM MSICTO Ha MPOBETPMBA
TepuTopUs, KbaeTo cob6CcTBEeHaTa TU JOCKOPO Ny6/nKa
BCEKWN MU MOXe f.a 6be OTMbKHaTa oT HabesauTe Ha
BCSIKAKBU KyNTYpHU HOMaguW. Ha To3u xnb3raB TepeH
HUTO AbpXXaBHaTa Cy6cuams U cepTuGULnpaHusT
npodecnoHanM3bMm, HUTO MbK YacTHaTa MHBECTULMS U
KOMepCcUHanHUAT apTUCTM3bM ca rapaHums 3a ycnex. Tyk
cBeTcKaTa MonysisipHOCT BCe Mo-4ecTo e C NPpeauMCcTBO
npea TanaHTa, a eMaHUUNMPaHUAT TBOPYECKU UHANBUA
MOXe 6bp30 Aa 4OCTUIHE A0 Mb/iHa 3ary6a Ha KOHTaKT
CbC CMUCBNA, JOKATO OTYMTA MMIraHTCKO 0f06peHMe BbB
BUPTYasIHUTE 30HM Ha NATONIOrMYHNUST HApUUCU3bM. TaMm
CMe, KbAETO KOMEPCUANHNUTE LieNIn 3aMyaBaT HoaHCuTe
M MaykaT PUHMUA CMUCDHN Ha TeaTpasiHOTO O6LLyBaHe,

a NbK NpeTeHLMsATa 3a BUCOKO U3KYCTBO HEYMOJIUMO
KbCa M3TbHeNNTe BPb3KK ¢ nybnukaTa. Tam cMe, KbaeTo
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BCe NoBeYye MMaLl LaHca fja CTaHeL MonysipeH He ¢
TOBQ, KOETO MOXeLl. Ha TakbB HECUIYPEH TEPEH MOXKELL
Jla 06bpKall IMYHaTa cM TpaBMa CbC CBETOBHATa

60J1Ka U ia noxap4uLL PeBOJIFOLUOHHMS CU NaToC Ha
BUPTyanHa 6apukaga, 6es3 ga ctaBall OT AMBaHa BKbLUW.
BbnrapckusiT TeaTbp € Hacpep ornyLmnTenHa 6ankaHcka
CTbrAa, KbAETO MHOIMO Ce BMKa 1 Masko ce ClyLla, MHOro
ce nuLLe 1 Masko ce YeTe, MHOIO Ce nrpae 1 Marsko ce
rnena. B nocnegHoTo fecetunetTne 6bArapckuSAT TeaTbp
€ B MOCTOSIHEH eKBUNBPUCTKM CcTpec. To NOCTOSIHHO
6anaHcupa Mexay rnobanHo 1 I0KasHo, MeXAy BUCOKO
N HUCKO, MeXAy eNIMTUCTKO M NOMYNCTKO, MeXay
NPOrpecuBHO U PETPOrpajHoO, MeXay UHTYUTUBHO U
KOHLENTYanHO, Mexay ApamMaTUyHO M MOCTAPaMaTUYHO,
Mexay npodecroHanHoO 1 aMaTbOPCKO, MeXAy

LLLaTHO U HeWaTHO, Mexay Ny6/MYHO 1 YaCcTHO, Mexay
pedopmupaHo 1 HepedopmMupaHo. U korato 6anaHcbT
3aMnoyYyHe Aa ce HapyLlaBa B Mof3a Ha efiHa OT Te3n
MOCOKM, TeaTbPbT Ce CENBa, OKONUTBA ce 6bpP30 M Masiko
npeau fa ce CrpoMoriaca, OTHOBO yabpyka 6anaHca. U
nak. N nak.
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Introduction
BBLBEJEHUE

Haralan Alexandrov
XapanaH AnekcaHzpoB

Is a Bulgarian anthropologist who
teaches at the New Bulgarian University.
His research interests are in the field
of social anthropology, social policy
and organisational research. He is the
founder and a member of the non-profit
association Transparency International
Bulgaria; he is a member of the Bulgarian
Institute for Human Relations, the
Balkan anthropological association, the
social workers association and the board
of trustees of the Bulgarian Open Society
foundation.

e 6bnrapcku aHTpononor,
npenopaBaTen B HoB 6barapcku
YHUBEPCUTET, C Hay4YHU NHTepecu

B 0o6nacTTa Ha couumanHaTta

aHTpOoMosiorus, counanHaTa nomTmka
M OpraHM3auMOoHHUTE U3cneaBaHus.
Yupeputen v yneH Ha acounauns
L,I1po3payHocCT 6e3 rpaHuumn” —
Bbnrapwus, yneH e Ha IHCTUTyTa 3a
B3aMMOOTHOLLEHUSI MEXAY XopaTa,
Ha AcouuaLus no aHTponosorus
Ha bankaHuTe, Ha AcoumaumaTa
Ha couuanHuTe paboTHULM M Ha
HacTosATeNICTBOTO Ha hoHaaLmus
,OTBOpeHo 06LecTBO” — Bbarapus.

P.13

Introduction
BBLBEJEHUE

Dimitar Stoyanovich
Onmutbp CTOSIHOBMY

Is a historian, journalist and scriptwriter
for over forty documentaries and feature
films. He is the author of hundreds of
television programmes, including the
highly successful national campaigns
(in collaboration with the BBC) Tke Big
Read, The Great Bulgarians and others.
Stoyanovich is the editor-in-chief of the
most influential Bulgarian periodical:
L’Europeo magazine and the recipient
of numerous national and international
awards.

€ UCTOPUK, Ny6AULMCT, cLeHapucT
Ha noseye oT 40 JOKYMEHTaNHN U
urpaniu gpunma. ABTOp € Ha CToTULM
TeNeBM3NOHHM NpefaBaHus, Cpea
KOWUTO U3KJTOUMTENHO yCNeLHNUTe
HaLMoHaHW KamnaHum (B
Kona6opauus ¢ 6putaHckaTa bu bu
Cu) ,lonsiMoTo YeTeHe", ,Benukurte
6bnrapu” u ap. MnaeBeH pefakTop Ha
Hal-aBTOPUTETHOTO MNY6ANLUCTUYHO
cnucaHve B bbnrapus — LEuropeo.
HocuTen Ha MHOXeCTBO HaLMOHaHU U1
MeXAYHapPOAHMW OTNYKS.
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Cinema
KWHO

Genoveva Dimitrova
[eHoBeBa [JumuTpoBa

Is among the leading Bulgarian film
critics. She holds a degree in Russian
philology from Sofia University St.
Kliment Ohridski and a film studies
degree from The Krastyo Sarafov
National Academy for Theatre and Film
Arts. She obtained her PhD in film
studies in 2010 (Bulgarian Academy of
Sciences). The author of many books
and research projects, Dimitrova teaches
film studies at Sofia University St.
Kliment Ohridski. She is a member of
the Union of Bulgarian Filmmakers,
the Union of Bulgarian Journalists and
the international federation of film
critics (FIPRESCI) and frequently sits
on the judges panels for national and
international festivals.

e cpep BofeLmuTe 6barapcku
hunMoBM KpUTULM. 3aBbpLuMia e
pycka dunonorus B CY,CB. KnumeHT
Oxpuackun” n knHosHaHne B HATOU3
+KpbcTbo CapadoB”, foKTOp No
KuUHO3HaHue oT 2010 r. (Bbnrapcka
aKajieMusi Ha HaykuTe). ABTOp
Ha MHOXECTBO KHUMM U Hay4YHU
nscnepaBaHus. MNpenogasaten No KUHO
B CY ,CB. KnumeHT Oxpuackmn”. YneH
Ha Cbto3a Ha 6barapckute GuIMoBU
nenium, Cbrosa Ha 6barapckuTe
XypHanucTtu n Ha ®UMPECCU
(MexpyHapogHaTa acoumaums Ha
hunmoBUTe KPUTULIM), peAOBEH
YYaCTHUK B XXypUTa Ha HaLMOHasHU 1
MeXayHapofHu hecTuBanu.

P.24




Photography
OOTOMrPADUA

Liliana Karadzhova
Jlnnana Kapag)xoBa

Is a photographer and journalist. She
holds a PhD in art and teaches a course
in theory, history and development of
photography at the National Academy of
Arts in Sofia. She is a contributor to the
L’Europeo, Izkustvo I kritika, Bravacasa,
Amica and Abitare magazines and Kultura
newspaper. Between 2008 and 2016 she
was a columnist for the culture section
of the Novinar newspaper. Karadzhova
is the author of numerous photographic
exhibitions and projects which have
generated great public interest and
acclaim.

e poTorpad 1 XXypHanucT, [OKTOp
Nno U3KYCTBO3HaHWe, Npenogasaren
no Teopwusi, UCTOPUS U Pa3BUTHE Ha
doTorpadusTa B HaumoHanHaTa
XyfloXxecTBeHa akagemusi — Cocus.
ABTop e B cn. LEuropeo, B. ,KynTypa“,
cn. ,3KycTBO 1 KpuTMKa"“, B Nepmoaa
2008-2016 r. e KONYMHUCT B OTAEN
,KynTypa“ Ha B. ,HoBuHap", cbTpyAHUK
Ha cn. Bravacasa, Amica, Abitare.
MpefcTaBsina @€ MHOrOKpPaTHO CBOM
aBTOpCKM poTorpadckm N3noxe6u
1 MPOEKTH, KOUTO ce paaBaT Ha
Cepuo3eH 06LLECTBEH UHTEPEC U
npu3HaHue.
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Visual Arts
BU3YAJIHN N3KYCTBA

Luchezar Boyadjiev
Jlbuesap bosgxmes

Is among the best known contemporary
Bulgarian conceptual artists and one
of the founders of the Institute of
Contemporary Art in Sofia. His work
is focused on personal interpretations
of public processes, urban visuals and
intervention in the public space. He has
participated in numerous international
competitions, exhibitions and
performances in Germany, Great Britain,
Russia, USA, Singapore, Turkey, Brazil,
Hungary, Italy, etc.

€ eINH OT Hal-n3BeCTHNTe
CbBpeMeHHU 6b/irapcku
KOHLenTyasHn apTucTu. Ton e cpep
ocHoBaTenute Ha MHcTuTyTa 3a
CbBpeMEHHO 13kycTBo — Codus.
PaboTu c NINYHM MHTeprpeTaLunn Ha
o6LLecTBeHM npoLecy, ¢ rpaacka
BW3yasiHOCT U Hameca B Ny6n4YHOTO
NPoOCTpaHCTBO. YyacTBan e B
MHOXECTBO MeXAYyHapOAHW KOHKYPCH,
n3noxo6u, nbpdopmMaHcu — MepmaHus,
Benuko6putanus, Pycus, CALL,
Cunranyp, Typuus, Bpasunus, YHrapus,
WTtanua vn gp.
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Architecture
APXUTEKTYPA

Aneta Vasileva
AHeTa BacuneBa

Is an architect, architecture critic
and journalist, a member of the
architecture group WhATA. She teaches
at the University of Architecture, Civil
Engineering and Geodesy in Sofia and
holds a PhD in history and theory of
architecture with specific focus on the
second half of the twentieth century.

€ e[IVH OT HaW-U3BeCTHUTE
CbBpEMEHHU Gbirapcku
KOHLenTyanHu aptTuctu. Toi e cpea
ocHoBaTenuTe Ha MHCTUTyTa 3a
CbBPeMeHHO n3KycTBo — Codus.
Pa6oTu ¢ nn4HM HTeprpeTauumn Ha
06LLEeCTBEeHM NpoLecy, € rpajcka
BW3YasIHOCT U Hameca B Ny6JIM4YHOTO
NpoCTpaHCTBO. YyacTBasn e B
MHOXeCTBO MeXAyHapOoAHN KOHKYpPCH,
n3noxou, nbpdopmarcu — Nepmanus,
Benuko6puTtaHus, Pycus, CALL,
Cwunranyp, Typuus, Bpasunus, YHrapus,
Wtanus v gp.
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Design
AN3ANH

Lidia Manolova
Jinana MaHonoBa

Is a journalist and editor at the Bulgarian
edition of the Bravacasa magazine.
She writes about architecture, design
and lifestyle since the launching of the
magazine in 2005. Her reports, articles,
interviews and analyses cover events
taking place in the fields of international
and Bulgarian design. Her texts have
been published in numerous periodicals,
including Bravacasa Italia, Amica,
L’Europeo and Capital newspaper.

€ XXypHanuCT 1 peiakTtop B CrmcaHue
Bravacasa Bulgaria. Muwe 3a
apXUTEKTYpa, AM3alH 1 nandcrtann
OT OCHOBaBaHeTO Ha CNucaHneTo
npes 2005 roanHa. PenoptaxwuTe,
cTaTumTe, UHTepBIOTaTa U aHannsnTe n
oTpasfBaT CbOUTUATA Ha CBETOBHaTa
cueHa Ha AusaiHa n B bbnrapus.
HeliHn TekcToBe ca Ny6/nKyBaHu B
cnucaHunATa Bravacasa ltalia, Amica,
LEuropeo, B. ,Kanutan“wv gp.
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Literature
JINTEPATYPA

Vladimir Zarev
Bnagumunp 3apes

Is one of the most celebrated
contemporary Bulgarian authors whose
work has also attracted considerable
international interest. Zarev holds a
degree in Bulgarian philology from Sofia
University St.Kliment Ohridski. He is
the author of nearly twenty works of
literature, translated into all European
languages. His novel Decay has become
a bestseller in Germany and the USA.
Zarev is the editor-in-chief of the
influential literary journal Savremennik.

€ efINH OT Hal-U3BECTHUTE
CbBpeMeHHM 6b/irapcku nucaTeny,
pajBaLL ce ¥ Ha U3KJTOYNUTENTHO
CEpUO3eH MeXAYHapOAEH UHTepeC.
3aBbpLmn e 6barapcka punonorvs B
CY ,CB. KnumeHT Oxpuacku”. ABTop
€ Ha MoYTn ABafeceT IMTepaTypHu
npousBeAeHus, NpeBeAeHN Ha BCUYKM
eBponencku esanun. HeroBnsit poma
,Pa3pyxa”“ ce npeBpblua B 6ecTcenbp B
lepmanus n CALLL. MaBeH pegakTop Ha
aBTOPWUTETHOTO JIMTEPaTypPHO CriMcaHne
,CbBpPEMEHHUK",
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Media
MEONN

Georgi Lozanov
[eopru JlosaHoB

Is a philosopher, journalist, writer, and
one of the most prominent Bulgarian
media experts. He has written over 100
research papers and over 200 specialised
publications on the topic of electronic
media and the press, cultural studies,
philosophy, aesthetics, literary criticism
and art studies. He was a member of the
Bulgarian media regulatory body since
its founding in 1997 until 2016. He holds
an associate professorship in journalism
since 1994.

e punocod, XypHanucT, nucaten, eanH
OT Hall-aBTOPUTETHUTE GbNArapCKn
MeauHM ekcnepTu. ABTOp e Ha
noseye oT 100 Hay4yHM CTYAUN 1
noseuye o1 200 cneumanmanmpaHu
ny6mKaLum no BbNpocuTe Ha
€NTEeKTPOHHUTE U NevaTHUTe Meauu,
KynTyponorusTa, punococdusa,
ecTeTukaTa, niuTepaTypHaTa KpuTuka
1 U3KYCTBO3HaHWETO. YneH Ha
MeJMINHUA perynaTtopeH opraH B
Bbnrapua ot caMoTo My ocHoBaBaHe
npe3 1997 r. go 2016 roguHa. [oueHT
no XypHanucTtuka ot 1994 roguHa.

P. 88




Book Publishing
KHUITON34ABAHE

Svetlozar Zhelev
CeeTnosap >Kenes

Is one of the most distinguished
specialists in the field of Bulgarian book
publishing and contemporary Bulgarian
literature. He was the editor-in-chief of
Ciela Publishing House for many years,

an editor at Colibri Publishing House,
the editor-in-chief of the first six issues
of the acclaimed literary magazine
Granta, a director of the National Book
Centre at the National Palace of Culture
in Sofia. Zhelev is a lecturer at Sofia
University St. Kliment Ohridski.

€ eAVH OT aBTOPUTETHUTE
cneumanucTu B obnacTtra Ha
6bIrapCcKOTO KHUrom3saaBaHe u
CcbBpeMeHHaTa 6b/rapcka nmtepaTypa.
ObnroroguileH rnaBeH peaakTop
Ha nagaTencTso ,Cuena“, pegaktop
B U3gaTtencreo ,Konuépu“, rnaBeH
pefakTop Ha NbpBUTE LIECT 6post
Ha yBa)aBaHOTO JIUTepaTypHO
cnucaHue ,lpaHTa"“, AUPEKTop Ha
HauuoHanHusi LeHTbp Ha KHUraTa KbM
HauuoHanHus gBopel Ha KynTypata —
Codus, npenogasaten B Coduiickus
yHuBepcuteT ,CB. KnuMeHT Oxpuacku”.

P. 98

Theatre
TEATBP

Javor Gardev
fABop Mbpaes

Is among the leading Bulgarian theatre
directors, whose stage and screen work
has received international acclaim. He

holds a degree in philosophy from Sofia
University St. Kliment Ohridski and a
degree in directing from The Krastyo
Sarafov National Academy for Theatre

and Film Arts. Gardev has directed

nearly forty stage productions in Sofia,

Varna, Berlin, Paris, Lille, Bern, Gdansk,

Moscow, St. Petersburg, Lisbon, etc. His

feature film debut Ziff won nineteen
prestigious national and international
awards.

e cpefi BogeLuTe 6bJIrapckm
TeaTpasHU PEeXUCbOPU, UBKTHOUYUTENHO
LEHEH U Ha MeXayHapoaHaTa
TeaTpanHa u GuIMoBa cleHa.
3aBbpmn e punocodus B CY ,Ca.
KnumeHT OXpuackun” u pexxucypa
B HATOU3 ,KpbeTio Capados”.
Pexwucbop e Ha 6n1n3o 40 TeaTpanHu
NOCTaHOBKM, UrPaHMK Ha CLieHUTe
B Codusn, BapHa, bepnuH, Mapwx,
Jlvn, BepH, NoaHck, MockBa, CaHKT
MeTepbypr, JIncaboH 1 MHOIO ApYyru.
HeroBusT fe6roTeH urpaneH Gunm
LA3ndT neyenn 19 NpecTmxHM
HaLMOHaNHN U MeXayHapoaHu
oTINYUA.
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Introduction
Introducere

Romania and Bulgaria:

Between the Balkan Past and the European Future

Ithough the elites of south-

eastern Europe have a number of

distinct features, their tendency
to associate themselves with the cultural
values of the West dates to the
premodern era. And although the ethnic
and national histories of the nineteenth
century do not coincide with those of
western Europe, the period preceding the
idea of nation and nation state was one
in which the small lay intellectual class
accepted the cultural code of western
Europe. The Romanian and Bulgarian
nations emerged in the context in which
the dominant powers in south-eastern
Europe — that is, in the so-called Balkans
— were the Ottoman, Russian and

Austro-Hungarian empires. For centuries,
the empires in question played a role in
organising and administering the region,
not only pursuing their own policies and
interests, but also influencing socio-
economic and cultural life, shaping

the mental reflexes of the region’s
inhabitants.

Romania and Bulgaria discovered the
fact of their belonging to Europe before
taking into account the imperial legacy.
They became independent nation states
and adopted nationalist policies in the
second half of the nineteenth century.
The intellectual classes of the two states
had leapt ahead in the period from 1830

Romania si Bulgaria:
intre trecutul balcanic si viitorul european

RO

Cu toate ca elitele din sud-estul continentului au cateva
trasaturi particulare, tentatia asocierii lor la valorile
culturale ale Occidentului este una care dateaza din epoca
premoderna. Desi istoriile etnonationale si nationale de
secol XIX nu coincid cu acelea ale Europei occidentale,
timpul care a premers ideii de natiune si de stat national

a fost unul in care mica intelectualitate laica a receptat
codul cultural al Europei occidentale. Natiunile roméana si
bulgara apar in contextul in care puterile dominante din
sud-estul continentului — asa-numita regiune a Balcanilor —
erau imperiile otoman, tarist si austriac. Vreme de secole,
amintitele imperii au jucat un rol nu numai in organizarea si
administrarea zonei, nu doar in beneficiul propriilor politici
si interese, ci si in influentarea vietii social-economice si
culturale, in formarea reflexelor mentale ale locuitorilor
zonei.

Romania si Bulgaria si-au descoperit apartenenta la
Europa fara a lua in considerare mostenirile imperiale.
Ele au devenit state nationale independente si parte

a politicilor national-nationaliste in a doua jumatate a
secolului al XIX-lea. Intelectualitatea celor doua entitati
statale a ars etapele in anii 1830-1860, descoperind si
cultivand diferentele comunitare pe baza de limba3, religie,
cultura si istorie. Atunci s-a nascut o noua identitate
politica. Aproape sigur asa se explica ignorarea unei
parti insemnate a mostenirilor, a propriilor trasaturi
cosmopolite si ecumenice, a vechii si bogatei diversitati,
a tolerantei si a armoniei dintre comunitatile regiunii. A

=
f=
©
S
=}
(]
=
=
o
)
kS
>

Introduction
Introducere

127



c
c
E
>
=
k
[e]
S
g
>

Introduction
Introducere

123

to 1860, discovering and cultivating
community differences based on
language, religion, culture and history.
It was then that a new political identity
had been born. This almost certainly
explains their ignorance of a significant
part of their own cosmopolitan and
ecumenical legacy of diversity, tolerance
and harmony between the communities
of the region. It was a time when the
transition to modernity had begun and
when the elites, by attending western
schools, became more receptive in their
ideas and behaviours to novelties based
on Enlightenment and, in particular,
Romantic thinking. On the other

hand, the peasantry — the largest social
segment — continued to be excluded
from public life. Likewise, a new type
of relations between communities,
between majorities and minorities,
took shape, with tensions becoming
obvious in the interbellum decades

and above all under the dictatorial
fascist and communist regimes. Despite

drawbacks, Romania and Bulgaria rapidly

proceeded to modernisation of the state.
They cultivated the idea of European
integration long before joining the
European Union and today are two states
representative of what we call South-

Eastern Europe.

What has happened since 1989 and in
the last decade in particular? What

has EU membership meant for the two
states? The decision to join the EU was
taken unreservedly by the political class,
supported by the majority of voters in
the two countries. Even the nationalist
parties voted in this direction. Romania
and Bulgaria made remarkable efforts

to be recognised as member states of

the EU From the official application to
join, continuing with the negotiations
that began in 2000 and culminated with
membership of the EU from January

1st 2007, Romania and Bulgaria made
political and administrative preparations.
Their main objective was and remains
European integration. In the ten years
since they joined the EU, Romania and
Bulgaria have sent representatives to all
the European institutions and Romanian
and Bulgarian citizens have become
citizens of Europe. An important and
tangible step was made in the process of
adopting a new European identity and
values. It was an auspicious start for both
national communities. They gained the
right to sit at the same table as European
policymakers. Influenced by states

with advanced economies, with high-

fost perioada in care a debutat tranzitia spre modernitate
si cand, prin frecventarea scolilor occidentale, mintea si
comportamentul elitelor au devenit receptive la innoirile
bazate pe ideile iluministe si, mai cu seama, pe acelea
romantice. Pe de alta parte, in aceeasi perioadd, taranii —
segmentul social majoritar — au continuat sa fie exclusi
din viata publica. De asemenea, s-a conturat un nou tip
de relatii intre comunitati, intre majoritati si minoritati,
tensiunile devenind evidente in deceniile interbelice si mai
ales sub regimurile de dictatura fascista si comunista.

in pofida neajunsurilor, Romania si Bulgaria au parcurs
rapid traseul modernizarii statale. Ele au cultivat ideea
integrarii europene cu mult inainte de aderarea la Uniunea
Europeana, astazi fiind doua state reprezentative pentru
ceea ce numim Europa de Sud-Est.

Ce s-a intdmplat dupa 1989 si mai ales in ultimul deceniu?
Ce ainsemnat aderarea celor doua state la UE? Decizia de
a adera la Uniune a fost luata fara nici o retinere din partea
clasei politice, sustinuta de masa de alegatori din cele
doua tari. Chiar si partidele nationaliste au votat pentru
aceasta orientare. Romania si Bulgaria au facut eforturi
remarcabile pentru a fi recunoscute ca state membre

ale UE. De la cererea oficiala de aderare, continuand cu
negocierile incepute in anul 2000 si pana la primirea in

UE, la 1 ianuarie 2007, Roménia si Bulgaria au parcurs
pregatirile politice si institutional-administrative. Principalul
lor obiectiv a fost si a rdmas integrarea europeana. In

cei zece ani de |la aderarea la UE, Romania si Bulgaria
si-au trimis reprezentanti in toate institutiile europene, iar
cetatenii romani si bulgari au devenit cetateni ai Europei.
S-ainregistrat un pas important si concret in procesul

de insusire a valorilor si a noii identitati europene. A fost
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performance administrative cultures and
legal systems, with strong democratic
institutions, the two states made
significant progress. Having once been
pejoratively called “Balkan countries” by
the international press and in western

socio-political parlance, today they are

called countries of South-Eastern Europe.

Although progress has been slow and
the problems still facing the two states
are numerous, the pro-European social
segment dominates the public states.
What is important, particularly at a
time when the whole EU is confronted
with its first major crisis, is the fact
that Romania and Bulgaria do not

have anti-European political parties,

as their societies are in a period of
transition from a thinking imbued with
communist-nationalist ideologies and
mentalities to a thinking in which the
individual, social diversity and European
identity are gradually taking the place
of national uniqueness or specificity.

I think that slowly but surely, Eastern
Europe will learn the critical-rational
and tolerant meaning of inter-human
relations. Although intolerant ideas and
acts have only partly been left behind,
having survived in cultural-political

and religious discourses and in populist

discourses in particular, a culture of
West-European values is winning over
more and more individuals and groups
in Romania and Bulgaria. As soon as
intellectual history made an effort to gain
the recognition of the circle of European
nations and states and to integrate with
them, it was to be expected that EU
membership would mean a more obvious
pro-European direction. For the time
being, the European from this corner of
Europe has not succumbed to the host of
ideologies that are inimical to Europe.

Regional particularities aside, we have

to acknowledge that we are experiencing
a time of crises of conscience at the
global level, which is also reflected

in Europe in the form of a revival

of populist ideologies. On the other
hand, people’s lives are not satisfying
economically, politically or socially. As
for the governments and administrations
of European states that cultivate
geographical and linguistic boundaries,
that build walls and propagate neo-tribal
messages, they show that they oppose
freedom of thought and expression

and freedom of movement. But in the
absence of communication, empathy,

mutual influence, neither emancipation

un inceput, unul de bun augur pentru ambele comunitati
nationale. Ele au dobandit dreptul de a fi prezente la

masa comuna a politicilor Europei. Influentate de state

cu o economie avansata, cu o cultura administrativa si cu
un sistem juridic performante, cu institutii democratice
puternice, cele doua state au inregistrat un important
progres. De la formula peiorativa de ,tari balcanice”, cum
adesea fusesera catalogate in presa internationala siin
limbajele social-politice occidentale, astazi sunt numite tari
ale Europei de Sud-Est.

Dincolo de faptul ca progresul este lent, ca problemele cu
care se confrunta cele doua state sunt multiple, segmentul
social pro-european domina scena publica. Ceeace e
important, mai cu seama intr-un moment in care intreaga
Uniune se confrunta cu o prima criza de proportii, este
faptul ca Romania si Bulgaria nu au partide cu o politica
anti-europeand, societatile lor fiind intr-o perioada de
tranzitie de la o gandire impregnata de ideologiile si
mentalitdtile comunist-nationaliste la una in care individul,
diversitatea apartenentelor comunitare si identitatea
europeana se substituie treptat unicitatii sau specificitatii.
Cred ¢4, incet-incet, in Estul continentului se va forma o
lume ce va deprinde intelesul critic-rational si tolerant al
relatiilor interumane. Desi ideile si gesturile intolerante

nu au fost decét partial depasite, ele supravietuind in
discursuri cultural-politice si religioase si mai ales in cele
populiste, asumarea unei culturi normative de inspiratie
vest-europeana e pe cale sa cucereasca din ce in ce mai
multi indivizi si mai multe grupuri atét in Romania, cét si
in Bulgaria. Odata ce istoria intelectuala dovedeste un
efort spre a dobandi recunoasterea si integrarea in cercul
natiunilor si statelor europene, era de asteptat ca aderarea
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nor peaceful cohabitation are possible.
Reform of contemporary Europe is
possible only if freedom means the
politics of recognition and protection

of differences, if there is the courage to
formulate and propagate incompatible
ideas and projects. Philosopher Isaiah
Berlin said that the modern world needed
to defend free creativity and the expanses
in which a diversity of values and
opinions can manifest themselves. I think
that for today’s Europe what is essential
is to reconceptualise relations between
governors and the governed, between
institutions and people, between elites
and the masses.

The European community as a

body needs greater stability, greater
pragmatism and a more accurate
understanding of the citizen’s aspirations.
In order to renew itself, it is important
that it contribute to the dissemination
and absorption of shared cultural

values. It is clear to all that, despite their
importance, the expansion of the market
for goods and economic development do
not in themselves bring a shared cultural
awareness or policies to benefit the
middle class. In order to gain a feeling of
belonging to one and the same continent,

what is required is conceptual reform,
one which independent intellectuals can
formulate more thoroughly and more
credibly than any kind of bureaucracy.
As for the leaders of the EU, only if
they are visionaries will they be capable
of restructuring central and local
administrations. As regards Romania
and Bulgaria, they will be completely
integrated into the EU, participants in
Europe’s political decisions, only if their
representatives are active participants
in the major debates. It seems to

me that they will be able to reach a
higher standard than now as soon as
their leaders understand the deeper
meaning of the concept of Europe, one
that is essentially transcultural and

transnational.

In my book The Temptation of Homo
Europaeus, which I wrote long before
Romania and Bulgaria joined the
European Union, I noted that despite
wars, fanaticism and nationalism, Europe
has remained the promised land. As
periodic changes have illustrated, it has
promised much, but the achievements
have never lived up to the expectations.
There is always utopia and reform, as
Franco Venturi says, always progress and

sa insemne o mai evidenta orientare pro-europeana.
Deocamdata, europeanul din acest colt de Europa nu s-a
|asat inselat de multimea ideologiilor si a formelor de
manifestare potrivnice siesi.

Dincolo de particularitatile regionale, trebuie sa
recunoastem ca traim un timp al crizelor de constiinta la
nivel global, ceea ce se reflecta si in Europa sub forma
reludrii ideologiilor populiste. Pe de alta parte, viata
oamenilor nu e multumitoare nici economic, nici politic,
nici social. Cat priveste guvernele si administratiile

unor state europene care cultiva frontiere geografice

si lingvistice, construiesc ziduri ori propaga mesaje
neotribale, acestea arata ca se impotrivesc libertétii

de gandire si de expresie ori libertatii de miscare. Or, in
absenta comunicarii, a empatiei, a interferentelor, nici
emanciparea si nici coabitarea pasnica nu sunt posibile.
Reforma Europei contemporane este realizabila doar
atunci cand libertatea inseamna politica recunoasterii

si apararii diferentelor, cand exista curajul de a formula
si a propaga idei si proiecte incompatibile. Filosoful
Isaiah Berlin observa ca lumea moderna are nevoie de o
aparare a orientarii liberale creatoare, de intinse spatii de
manifestare a diverselor valori si opinii. Cred c3, pentru
Europa de astazi, esentiala este reconceptualizarea
relatiilor dintre guvernanti si guvernati, dintre institutii si
oameni, dintre elite si mase.

Organismul comunitar european are nevoie de 0 mai mare
stabilitate, de mai mult pragmatism si de o intelegere mai
precisa a aspiratiilor cetateanului. Spre a se innoi, este
important s contribuie la rdspandirea si insusirea valorilor
culturale comune. E limpede pentru oricine c3, in pofida
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Protest, in Operei Square in Timisoara, against legalising
government corruption (February, 2017)

Protest, in Piata Operei din Timisoara, impotriva legalizarii
coruptiei guvernului (februarie, 2017)

Photo by Robert Célin
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The photo catches the bronze
work created by the artist Bogdan
Rata and placed in Timisoara
Fotografia surprinde lucrarea din
bronz creata de artistul Bogdan
Rata, amplasata in Timisoara

Photo by Adrian Mercea

importantei lor, extinderea pietei de marfuri si dezvoltarea
economica nu atrag dupa sine o constiinta culturala
comuna si nici politici in beneficiul clasei de mijloc. Pentru
a dobandi sentimentul de apartenenta la unul si acelasi
continent e nevoie de o reforma conceptuala, una pe care
intelectualii independenti o pot formula mai temeinic si
mai credibil, comparativ cu oricare gen de birocratie. Cat
despre liderii Uniunii, doar daca sunt vizionari vor fi capabili
s& restructureze administratiile centrale si locale. in ceea
ce priveste Romania si Bulgaria, ele vor fi complet integrate
in UE, participante la problemele si deciziile politice ale
Europei, in cazul in care vor fi prezente, prin reprezentantii
lor, in marile dezbateri. Cred ca ele se vor putea ridica la un
alt standard fata de cel de acum de indata ce liderii lor vor
intelege sensul profund al conceptului de ,Europa”, unul
transcultural si transnational prin excelenta.

In cartea Tentatia lui homo europaeus, pe care am scris-0
cu mult timp inainte de aderarea Romaniei si Bulgariei la
Uniunea Europeand, observam c3, in ciuda razboaielor, a
fanatismelor, a nationalismelor, Europa raméane pamantul
fagaduintei. A promis mult, schimbarile periodice
ilustreaza acest fapt, insa realizarile n-au fost nicicand

la nivelul asteptarilor. Mereu o utopie si o reforma, cum
spune Franco Venturi, un progres si o rezistentd, cum
spune Roland Mortier. Mereu o teza si o antitez§, un
umanism si un antiumanism. Sau un homo europaeus si
un anti-homo europaeus. Unitate, pe de-o parte, disolutie,
pe de alta parte. Omul a castigat de fiecare data o
experientd noua. Cat despre lumea contemporana, ea
este rezultatul altor trairi si al altor sentimente, de unde si
pretentia la o altd lectura si la o alta viziune. Nu de putine
ori suntem tentati sa credem ca istoria se repeta, daca nu



resistance, as Roland Mortier argues.
There is always thesis and antithesis,
humanism and anti-humanism. Or Homo
europaeus and anti-Homo europaeus. Unity
on the one hand, dissolution on the
other. Man has each time gained a new
experience. As for the contemporary
world, it is the result of other experiences
and other sentiments, whence too

the claim to a different reading and a
different vision. More often than not we
would be tempted to believe that history
repeats itself, if we did not discover at
least something of what we usually call
the peculiarity of the times and spaces
where it unfolds.

Potential Reinventions of Identity
Timisoara 2021 — European Capital of
Culture

Membership of the European Union
provides the opportunity to take part in
numerous competitions, both national
and European. Among the most popular
is the competition to become European
Capital of Culture. It is a project that

is aimed not only at the privileged, at a
minority, but also at all social segments.
After fierce competition between

fourteen Romanian cities, Timigoara won

the much-coveted title for the year 2021.
What does this success mean? First of all,
it is an opportunity to capitalise on the
Romanian and European contemporary
arts. Secondly, Timisoara, the Banat

and Romania will have the opportunity
to participate together in a culture of
European dialogue. Thirdly, artists will
gain a better awareness of the meeting
with the wider public, abandoning their
exceptionalism and working for the
benefit of emancipating and extending
the middle class, whose contribution to
European democracy is fundamental.
Without underestimating values, high
culture and individual and group
achievements, the drawbacks are multiple
in some cities in Europe. Central and
South-East-European cities await
administrative reform, decentralisation
and reinvention as genuine urban
cultures. Timisoara is among the large
Romanian cities that have strongly
experienced the shock of transition to

a market economy. Massive migration

of local people to the West means that
the old cultural and civic code is on the
verge of extinction and inter-human and
inter-community relations leave a lot to
be desired. Often, intellectual monologue
supersedes the culture of dialogue,

am descoperi macar ceva din ceea ce indeobste numim
particularitatea timpurilor si a spatiilor ei de desfasurare.

Posibile Reinventari Identitare
Timisoara 2021 - Capitala Culturala Europeana

Apartenenta la Uniunea Europeana ofera sansa participarii

la numeroase competitii, deopotriva nationale si europene.

Printre cele mai populare proiecte se numara cel de
capitala europeana a culturii. E vorba de un proiect ce

se adreseaza nu doar celor privilegiati, unei minoritéati, ci
tuturor segmentelor sociale. Dupa o competitie acerba
intre 14 orase din Romania, Timisoara a castigat mult
ravnitul titlu pentru anul 2021. Ce inseamna acest succes?
In primul rand, oportunitatea de a valorifica la maximum
creatiile contemporane romanesti si europene. in al doilea
rand, Timisoara, Banatul Timisoarei si Roménia vor avea
ocazia de a deveni coparticipante la o cultura a dialogului
european. in al treilea rand, creatorii vor constientiza

mai exact rolul intalnirii cu marele public, abandonand
exceptionalismele si lucrand in beneficiul emanciparii

si extinderii clasei de mijloc, una fundamentala pentru
democratia europeana.

Fara a subestima valorile, cultura inalta, performantele
individuale si colective, neajunsurile sunt multiple in unele
orase ale Europei. Céat despre cele est-central si sud-est
europene, ele isi asteapta reformele administrative,
descentralizarea si reinventarea in sensul unei reale
culturi urbane. Timisoara se numara printre centrele

mari ale Romaniei care resimt puternic socul tranzitiei

la economia de piatad. Migratia masiva a localnicilor in
statele occidentale face ca vechiul cod cultural si civic
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giving way to a behaviour in which the
discourse or attitude of exclusion replaces
the integrative outlook. In this context, it
is self-evident that the society of today’s
Timisoara needs to be reinvented. It is
one of the major objectives formulated

in the candidacy file. Music and theatre
festivals, art exhibitions, conferences and
debates and public involvement in the
arts all have as their aim the development
of an associative, urban culture. What is
fundamentally productive at present is
the discovery and sharing of a common
culture, of projects that contribute to
overcoming the drawbacks of community
life.

Timisoara has made a mark not

only thanks to its multi- and inter-
cultural history, not only thanks to its
ecumenical outlook, but also thanks to
its tolerance and fraternity. It has made
itself known through its competitive
spirit, its innovations in science and
technology, its recognition of diversity,
its literature and art. This is why its
professional and administrative elites
have aimed to put local civic spirit
above fantasies and myths. It needs to be
remembered that interbellum Timisoara

was Romania’s most European city, a

model of peaceful cohabitation for a
multilingual, cosmopolitan populace,
which opposed segregation on ethnic-
cultural and religious lines. It is from
here that the idea of Timisoara as
European Capital of Culture took shape.
In any event, the legacy of the past and
multi- and inter-cultural heritage have
lent the city an unmistakable identity.

A political revolution is not enough for
fundamental change and real European
integration is based on knowledge

and acknowledgement of the other,

on the bridges between individuals

and communities. In other words, I

hope that Timisoara will advocate a
paradigmatic change by means of culture
and education, promoting urban freedom
and focusing on overcoming social and
occupational segregations, opening up to
every type of community.

Despite criticism and the difficulties
that arose over the course of preparing
for the candidacy, the Association
“Timisoara 2021” team had the energy
to see the project through to the end,
demonstrating that the city wants and

is able to reappear on the Romanian and
the European map. It was wonderful that
lots of young people joined the project,

sa fie pe cale de disparitie, relatiile interumane sau
intercomunitare lasand de dorit. Adeseori, monologul
intelectual surclaseaza cultura dialogal3, facand loc unui
comportament in care discursul ori atitudinea exclusivista
ia locul perspectivei integratoare. in acest context, este de
la sine inteles ca societatea Timisoarei de astazi trebuie sa
se reinventeze. E unul dintre obiectivele majore formulate
in dosarul de candidatura. Festivalurile de muzica si
teatru, expozitiile de artd, conferintele si dezbaterile,
implicarea publicului in actul propriu-zis al creatiei, toate
au ca scop dezvoltarea unei culturi asociative, una urbana.
Ceea ce este fundamental productiv in momentul de

fata e descoperirea si impartasirea unei culturi identitare
comune, a unor proiecte care sa contribuie la surclasarea
neajunsurilor vietii comunitare.

Timisoara s-a remarcat nu numai printr-o istorie multi- si
interculturald, nu doar printr-o orientare ecumenicg, ci si
prin toleranta si fraternitate. Se facuse cunoscuta prin
spiritul competitional, prin inovatii in stiinte si tehnica, prin
recunoasterea diversitatii, prin literatura si arte. Tocmai de
aceea, elitele ei profesionale si administrative urmarisera
ca fanteziile si miturile sa fie surclasate de civismul
localnicilor. Trebuie stiut ca Timisoara interbelica a fost
cel mai european oras al Romaniei, un model de coabitare
pasnicd a unei populatii plurilingve si cosmopolite,
impotrivindu-se segregarii pe criterii etnoculturale si
religioase. Pornind de aici, a prins contur ideea de
capitald europeana a culturii. In tot cazul, mostenirile din
trecut si acumularile multiculturale si interculturale i-au
conferit o identitate inconfundabila. O revolutie politica

nu e suficienta pentru o schimbare fundamental3, o

reala integrare europeana intemeindu-se pe cunoasterea
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Timisoara, street art (2014)
Timisoara, arta stradala (2014)

Photo by Josika Jole Negovan
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The Art Encounters Biennale 2015
Bienala Art Encounters 2015

Photo by Zorislav Stojanovi¢




reacting positively to the Association’s
messages. There were people of all
different age groups who supported the
Association, volunteers who worked
unexpectedly hard, contributing to

the project’s success. In addition to the
intellectual community, the opinion-
formers who acted in solidarity with
those working on the project, the
majority of citizens believed in the city’s
chances of winning the title of European
Capital of Culture. At one point, the
Association put up an advertising
hoarding in Unirii Square, asking locals:
“Do you believe Timisoara will become
European Capital of Culture?” A large
number of citizens felt the need to write
what they thought on the billboard.
Their ideas were not only unusual, but
also generous. It is in such situations
that we discover that the city has a huge
human potential waiting to be harnessed.
Gestures like this redoubled my
confidence and above all they motivated
all those who contributed to Timisoara’s

success.

An international jury examined the pulse
of the city and numerous issues regarding
the local and county administrations and

their capacity and that of civil society

to implement the European Capital of
Culture project. The jury consisted of
twelve experts, ten from abroad and two
from Romania and visited a number

of cultural institutions in the city. The
jury members were invited to meet
representatives of cultural-linguistic

and religious communities. They were
able to listen to the reasons why the
communities in question all supported
the idea of Timisoara becoming the
European Capital of Culture in 2021.
They listened to the points of view of
towns in the region and the Euro-region,
from which it is plain that Timisoara will
receive strong support when it comes to

implementing the project.

Contemporary Timisoara is undergoing
a realignment and consequently it has

a number of weak points to do with
integration of social diversity, civic
involvement and gaps between rich and
poor. There is a passive segment of the
urban populace, which is content with a
decent wage and consumerism, refusing
to take an interest in the city’s problems.
Hence the obligation to cultivate not
only the cultural act in itself, but also
the economy and administration that
make possible the cultural act. Hence

si recunoasterea celuilalt, pe puntile de legatura dintre
indivizi si comunitati. Cu alte cuvinte, sper ca Timisoara sa
pledeze pentru o schimbare paradigmatica prin cultura si
educatie, promovand libertatea urbana si concentrandu-se pe
depésirea segregarilor sociale si ocupationale, respectiv
pe deschiderea oricarui tip de comunitate.

in pofida criticilor ori a dificultatilor ivite pe parcursul
pregatirii candidaturii, echipa Asociatiei ,Timisoara 2021"
a avut forta sa duca munca péana la capat, demonstrand
ca orasul vrea si poate sa reapara pe harta Romaniei si pe
harta Europei. Minunat a fost ca multi tineri s-au dedicat
proiectului, reactionand pozitiv la mesajele Asociatiei. Au
existat persoane din diferite grupe de varsta care s-au
alaturat Asociatiei, voluntari care au lucrat neasteptat de
mult, contribuind la bunul mers al lucrurilor. Dincolo de
comunitatea intelectuald, formatoare a opiniei publice,
care s-a solidarizat cu cei ce construiau proiectul,
majoritatea cetatenilor a crezut in sansa orasului de

a castiga titlul de capitala europeand a culturii. La un
moment dat, Asociatia a montat un panou in Piata Unirii,
intrebandu-i pe cetatenii orasului: ,Credeti ca Timisoara
va deveni capitald europeana a culturii?”. Foarte multi
timisoreni s-au simtit datori sa scrie crezul lor pe acel
panou. Ideile erau nu doar inedite, ci si generoase! Am
descoperit in asemenea imprejurari ca orasul are un imens
potential uman care asteapta sa fie valorificat. Gesturile de
acest fel mi-au dublat increderea, dar mai cu seama i-au
motivat pe toti cei ce au contribuit la succesul Timisoarei.

Pulsul orasului, numeroasele aspecte privind
administratiile locala si judeteand, capacitatea lor
si a societatii civile de a implementa proiectul de
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the importance of developing a feeling
of community and urban belonging,

of human solidarity, an understanding

of the past and a vision for the future.
Timisoara has placed at the forefront the
idea of making the city and region better
known in both Romania and Europe

and aims to reinvent its urban identity
through technological, scientific, musical,
artistic, literary and architectural

creativity at a European level.

Timisoara is a medium-sized European
city and a large Romanian city. It is
experiencing a crisis of awareness,

a crisis of identity and a political-
administrative crisis. Despite drawbacks
of this kind, the large number of local
and international companies based here
has ensured a certain amount of stability
and an economic base, highlighting a

human potential waiting to be harnessed.

The reawakening and reinvention

of Timisoara is possible through the
European Capital of Culture project. The
year 2021 will be a historic moment for
Timisoara, the Banat and Romania as a
whole. A new beginning, an East-West
and North-South dialogue, contributing
to cultural exchanges, to identification
of the sensus communis, the backdrop
that unites people, cultures, religions
and communities and which, I hope, will
not be led astray by irrational ideologies
regardless of what they call themselves
when they appear on the public stage.



capitala europeana a culturii au fost examinate de un
juriu international. Avand in componenta doisprezece
specialisti, zece internationali si doi romani, juriul a vizitat
cateva dintre institutiile de cultura sau responsabile de
viata culturald a orasului. Memobrii lui au fost invitati la o
intalnire cu reprezentantii comunitatilor cultural-lingvistice
si religioase, putand afla motivele pentru care acestea
s-au solidarizat fara exceptie cu ideea ca Timisoara sa
devina capitala europeana a culturii in anul 2021. Ei au
ascultat punctele de vedere ale oraselor din regiune si

din euroregiune, din care rezulta ca Timisoara va primi

o puternica sustinere pentru punerea in practica a
proiectului.

Timisoara contemporana tinde sa se reaseze, prin urmare
are o suma de minusuri din punctul de vedere al integrarii
diversitatii sociale, al civismului, al discrepantelor intre
bogati si saraci. Exista un segment pasiv al populatiei
urbane care se multumeste cu un salariu acceptabil si cu
practicile consumismului, refuzand preocuparea pentru
problemele orasului. De aici obligatia de a cultiva nu doar

actul de culturd in sine, ci si economia si administratia care

fac posibil actul de cultura. De aici importanta dezvoltarii
unui sentiment de apartenenta comunitar-urbanag, a

unei solidaritati umane, a unei intelegeri a trecutului si

a proiectarii viitorului. Timisoara a asezat in prim-plan
ideea mai bunei cunoasteri a orasului si a regiunii atat

in Romania, cat si in Europa, propunandu-si reinventarea
identitatii urbane prin creatii tehnice si stiintifice, muzicale
si artistice, literare si arhitecturale de calibru european.
Timisoara e un oras de nivel mediu in Europa si un oras
mare in Romania. El se afla intr-o criza de constiinta,
intr-o criza identitara si administrativ-politica. in pofida

neajunsurilor de acest fel, multimea firmelor private locale
sau internationale i-a asigurat o anume stabilitate, o baza
economicg, evidentiind un potential uman care asteapta
sé fie valorificat. Redesteptarea si reinventarea Timisoarei
este posibila prin proiectul capitald europeana a culturii.
Anul 2021 va fi un moment istoric pentru Timisoara, pentru
Banat, pentru Romania in ansamblul sau. Un nou inceput,
un dialog Est-Vest si Nord-Sud, contribuind la interferentele
culturale, la identificarea acelui sensus communis — acea
panza de fond ce uneste oameni, culturi, religii, comunitati —
care, sper, nu se va lasa indus in eroare de ideologiile irationale
indiferent de numele sub care ele vor aparea pe scena
publica.
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A Decade with

Romanian Cinema
Un deceniu cu filmul romanesc

en years ago, Romanian cinema

experienced a historic moment:

Cristian Mungiu’s 4 Months, 3
Weeks and 2 Days became the first — and
so far the only — Romanian feature film
to win the top prize at the world’s most
important film festival: Cannes. As film
critic Alex. Leo Serban quite rightly
noted at the time, “Cristi Puiu planted
the seed [with The Death of Mr Lazdrescu,
winner of “Un Certain Regard” in 2005],
Corneliu Porumboiu watered it [with
12:08 East of Bucharest, winner of the
“Caméra dOr” in 2006] and Cristian
Mungiu has harvested the fruit”.

New Romanian Cinema did not appear

from out of the blue. It was born and
has developed as a result of the efforts
and achievements of a large group of
directors, starting with Cristi Puiu

and continuing with Cristian Mungiu
and Corneliu Porumboiu, as well as
Catalin Mitulescu, Radu Muntean, Cilin
Peter Netzer, Razvan Radulescu, Igor
Cobileanski, Marian Crisan, Radu Jude,
Adrian Sitaru and Florin Serban and
now, most recently, with Gabriel Achim,
Ana Lungu, Bogdan Mirica and Paul
Negoescu. And new names are added to

the list almost every year.

In the last ten years, Romanian cinema,

which up until the beginning of the new

RO

Acum zece ani, cinematografia autohtona traia un moment
istoric: 4 luni, 3 sdptamani si 2 zile de Cristian Mungiu
devenea primul — si, deocamdatg, singurul — lungmetraj
romanesc distins cu trofeul suprem la cel mai important
festival de film al planetei, cel de la Cannes. Dupa cum
observa atunci, pe deplin indreptatit, criticul Alex. Leo
Serban, ,Cristi Puiu a pus sdmanta [cu Moartea domnului
Lazarescu, Premiul ,Un Certain Regard” in 2005], Corneliu
Porumboiu a udat locul [cu A fost sau n-a fost?, Premiul
,Caméra d'Or” in 2006], iar Cristian Mungiu culege
roadele”.

Noul Cinema Romanesc nu a aparut din neant. El s-a
nascut si a crescut ca urmare a eforturilor si realizarilor
unui grup numeros de regizori, in frunte cu Cristi Puiu,
continuand cu Cristian Mungiu si Corneliu Porumboiu, dar
si cu Catalin Mitulescu, Radu Muntean, Calin Peter Netzer
sau Razvan Radulescu, apoi cu Igor Cobileanski, Marian
Crisan, Radu Jude, Adrian Sitaru sau Florin Serban, si
ajungand, pentru moment, la Gabriel Achim, Ana Lungu,
Bogdan Mirica sau Paul Negoescu. Si lista se imbogateste
cu nume noi aproape in fiecare an.

in acesti zece ani, cinematografia national — care

pana la inceputul noului mileniu era cunoscuta pe plan
international doar prin cateva nume de regizori si titluri

de filme — a trait o perioada de glorie care ne-a depasit
cele mai frumoase vise, fiind tot mai cautata si pretuita de
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millennium was familiar internationally
only through a handful of directors and
films, has enjoyed a period of glory that
has exceeded our wildest dreams, has
been held in high esteem by the critics
and has been in demand with cinema
selectors and film lovers throughout

the world. The list of selections and
awards Romanian films have gained at
Cannes, Berlin and numerous other top
international festivals since 2007 is more
than impressive, culminating with a new
first in the history of national cinema

in 2016, when three feature films were
selected in the competitions at Cannes. It
would be no exaggeration to say that in
the decade in question, New Romanian
Cinema has, in the eyes of the whole
world, been the most interesting film

movement to have come out of Europe.

I believe that Romania’s accession to

the European Union has contributed
decisively to this phenomenal success. In
the first place, it is easier for Romanian
film producers — having now become
familiar with film festivals and markets,
with workshops and pitches — to find
co-producers from other EU countries
for their new projects, which ensures

they have the necessary budget. Thus, the

credits to most notable films of recent
years feature co-producers representing
various national cinemas of the EU
countries: Belgium, Bulgaria, France,
Germany, Holland, Hungary, Italy,
Lithuania, Luxembourg, Poland, Spain,
Sweden. Secondly, the same Romanian
producers and their European co-
producers have the opportunity to apply
to the “Creative Europe” programme or
the Eurimages fund for these institutions
to cover potential holes in their budget.

It should be added, however, that

before receiving funding from outside
the country, Romanian film producers
need to secure financing from the local
film fund, that is, from the Romanian
National Film Centre (CNC), without
which the chances of obtaining foreign
funding are drastically reduced.
Fortunately, while 2000 has been called
“the year zero”, since this was a year
when not a single Romanian film hit the
big screens, in the recent period, thanks
to the appropriate legislative framework
(starting with the Cinema Law of

2002) and the competitions for film
projects held by the CNC, the number
of Romanian premieres has stabilised at
between twenty and twenty-five a year.

catre criticii, selectionerii si cinefilii din intreaga lume. Lista
de selectii si/sau distinctii obtinute, din 2007 incoace, de
filmele romanesti la Cannes, Berlin si multe alte festivaluri
de top ale lumii este mai mult decat impresionanta,
culminand cu o noua premiera in istoria filmului autohton,
inregistrata in 2016, cand trei lungmetraje au fost
selectionate in competitiile de pe Croazeta. Se poate
spune, fara vreo exagerare, cd, in deceniul supus analizei,
Noul Cinema Romanesc a reprezentat, pentru o lume
intreagd, cea mai interesanta miscare din spatiul filmului
european.

Consider ca aderarea Romaniei la Uniunea Europeana a
contribuit decisiv la acest succes fenomenal. in primul
rand, producatorilor autohtoni — care in ultima perioada
s-au familiarizat cu festivalurile si pietele de film, cu
workshop-urile si pitch-urile — le este acum mult mai usor
sa gaseasca, pentru noile lor proiecte, coproducatori din
alte tari membre ale Uniunii, care sa le asigure devizul
necesar. Astfel, pe genericele celor mai multe filme
romanesti notabile din ultimii ani regasim coproducatori
reprezentand diverse cinematografii nationale ale unor
tari din UE: Belgia, Bulgaria, Franta, Germania, Italia,
Lituania, Luxemburg, Olanda, Polonia, Spania, Suedia sau
Ungaria. in al doilea rand, aceiasi producétori autohtoni
si coproducétorii lor europeni au posibilitatea de a aplica
la programul ,Europa Creativa” sau la Fondul Eurimages,
pentru ca aceste institutii sa le acopere eventualele gauri
din buget.

Totusi, se cuvine sa adaugam c4, inainte de a primi sprijin
financiar din afara tarii, producatorii filmelor roménesti ar
trebui sa obtina o finantare de la fondul cinematografic
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The Death of Mr Lazarescu
Moartea domnului Lazarescu
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Over the last decade, quantity has

also happily combined with quality.

For example, the majority of national
film awards — and to a large extent
international awards — for the year 2007
were shared between just two Romanian
productions: Cristian Mungius 4, 3, 2,
mentioned above and Cristian Nemescu’s
California Dreamin’ (Unfinished), awarded
the “Un Certain Regard” Prize at Cannes.
By contrast, in 2016 (in my opinion,

the best year in the post-communist
history of Romanian cinema), seven
films competed for national awards

and in major international festivals.
Besides the three feature films in the
running at Cannes — Szeranevada by
pioneer Cristi Puiu, Graduation by
award winner Cristian Mungiu and
Dogs by new talent Bogdan Mirica —,
Igor Cobileanski’s Eastern Business, Paul
Negoescus Two Lottery Tickets, Adrian
Sitaru’s Illegitimate, Radu Jude’s Scarred
Hearts and Marian Crisan’s Horizon also
garnered praise.

Previously, 2010 had been a remarkable
year for Romanian cinema. Then, Cristi
Puiu’s Aurora and Radu Muntean’s
Tuesday, After Christmas were selected
for “Un Certain Regard”, also at Cannes

Andrei Ujica’s The Autobiography of
Nicolae Ceausescu was part of the official
selection, but 4ors compeétition and other
four notable productions were released
in Romania: Florin Serban’s If I Want

to Whistle, I Whistle, Marian Crisan’s
Morgen, Razvan Radulescu and Melissa
de Raaf’s First of All, Felicia and Calin
Peter Netzer’s Medal of Honor. Obviously,
not every film year is as good as the next,
but in the last decade more important
films than in any other decade in
national cinema history have been made
in Romania, thanks in large part to the
participation of European co-producers.

Throughout the decade, Romanian
cinema has evolved and matured
significantly. At first, the pattern set

by Cristi Puiu with The Death of Mr
Ldzdrescu, often labelled “minimalist”,
was fashionable (if not a “dogma”),
with countless directors who aspired

to similar festival success adopting it.
Thus, on the big screen there was a
plethora of moral dramas and dilemmas
involving protagonists who were not at
all exceptional, filmed in long takes, with
restrained performances and without
extra-diegetic music. In time, however,
Romanian filmmakers, starting with

local, adica de la Centrul National al Cinematografiei
(CNC), fara de care sansele de a dobandi finantari strdine
se reduc drastic. Din fericire, daca 2000 a fost numit ,anul
zero”, deoarece atunci nici un film roméanesc nu s-a lansat
pe marile ecrane, in ultima perioada, datorita cadrului
legislativ propice (incepand cu Legea cinematografiei din
2002) si concursului de proiecte cinematografice organizat
de CNC, in baza cadrului legislativ amintit, numarul
premierelor autohtone s-a stabilizat intre 20 si 25 pe an.

lar cantitatea, de-a lungul ultimului deceniu, s-a conjugat
fericit cu calitatea. De pilda, majoritatea distinctiilor
nationale — si, in buna masura, internationale — pentru anul
2007 au fost impartite intre doar doua filme romanesti:
deja mentionatul 4, 3, 2, al lui Cristian Mungiu, si California
Dreamin’ (nesférsit) de Cristian Nemescu, premiat si el

la Cannes, cu trofeul sectiunii ,Un Certain Regard”. in
schimb, pentru 2016 (in opinia mea, cel mai bun an din
istoria postcomunista a cinematografului romanesc),
sapte filme au concurat la premiile oferite in tara si la
marile festivaluri de afara. Pe langa cele trei lungmetraje
din competitiile canneze - Sieranevada, al pionierului Cristi
Puiu, Bacalaureat, al laureatului Cristian Mungiu, si Caini,

al debutantului Bogdan Mirica —, au mai fost apreciate
Afacerea Est de Igor Cobileanski, Doua lozuri de Paul
Negoescuy, llegitim de Adrian Sitaru, Inimi cicatrizate de
Radu Jude si Orizont de Marian Crisan.

Anterior, si 2010 fusese un an remarcabil pentru filmul
romanesc. Atunci, Cristi Puiu, cu Aurora, si Radu Muntean,
cu Marti, dupa Crdaciun, au fost selectionati la categoria ,Un
Certain Regard”, fiind insotiti pe Croazeta de Andrei Ujic3,
cu Autobiografia lui Nicolae Ceausescu (in selectia oficialg,
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Cristi Puiu himself, in Aurora, a film that
demanded a more active and involved
viewer than most national productions,
realised that they had to make their own
contribution (via the subjects and themes
they tackled, as well as their directorial
style and vision) to a internationally
patented formula. The trend toward
diversity in Romanian cinema has
become very strong in recent years, with
the more recent generation of directors
even approaching genres such as comedy
and thriller.

This diversification has recently brought
about an increase in interest in Romanian
films on the part of local audiences, an
interest that had dramatically declined in
the 1990s. Even if nationally the number
of working cinemas remains very small
(although the increasing number of

mall multiplexes partly makes up for the
steady decline in independent theatres)
and even if we have the smallest number
of big screens per capita in the EU, the
fact that a delightful comedy such as the
above-mentioned Two Lottery Tickets
filled more than 130,000 seats nationally
(a huge figure by local standards in recent
times) is encouraging. So too is the fact
that in 2013 a hard-hitting drama, Cilin

Peter Netzer’s Child’s Pose, winner of the
Golden Bear at the Berlin Festival, sold
more than 118,000 tickets in Romanian
cinemas. The success of such titles
heralds, I believe, the emergence of a
new generation of cinemagoers, who
are able to appreciate both auteur films,
which until recently seem to have gone
from being niche products to part of
the mainstream and well-made genre
films. Pre-university film education, via
European-inspired programmes such as
“Education 4 I'image”, “Films for High
School Students” and “CinEd”, is able to
contribute to the development of this

new generation of cinemagoers.

Ten years after the first Palme d'Or was
awarded to a Romanian feature film and
twelve years after the official birth of the
New Romanian Cinema (with The Death
of Mr Lézdrescu, but anticipated by Stuff’
and Dough, Cristi Puiu’s 2001 debut),

my personal conclusion is that today
international audiences (critics, selectors
and film lovers in general) are no longer
interested in the “new Romanian film”
at Cannes or Berlin, as was the case a
few years ago, but rather in “the new

» o«

Puiu”, “the new Mungiu”, “the new

Porumboiu”, “the new Jude”, “the new

dar hors compétition), iar pe marile ecrane romanesti

s-au mai lansat patru productii notabile: Eu cand vreau s&
fluier, fluier de Florin Serban, Morgen de Marian Crisan,
Felicia, inainte de toate de Razvan Radulescu si Melissa de
Raaf, precum si Medalia de onoare de Célin Peter Netzer.
Evident, nu toti anii cinematografici pot fi la fel de buni, dar
in ultimul deceniu s-au realizat in Romania, in mare parte
cu participarea unor coproducatori europeni, mult mai
multe filme importante decét in orice alt deceniu al istoriei
cinematografiei nationale.

De-a lungul acestor zece ani, cinematograful roménesc a
evoluat si s-a maturizat in mod semnificativ. Initial, modelul
impus de Cristi Puiu, cu Moartea domnului Lazéarescu,
etichetat deseori ca ,minimalist”, a devenit o adevarata
moda (daca nu chiar o ,dogma”), fiind ,imprumutat” de
numerosi regizori care aspirau la un succes festivalier
similar. Astfel, s-au inmultit pe marile ecrane dramele

si dilemele morale ale unor protagonisti nicidecum
exceptionali, filmate in lungi planuri-secventa, cu interpretari
retinute, fard muzica extradiegetica s.a.m.d. Cu timpul, ins3,
cineastii romani — incepand chiar cu Cristi Puiu, in Aurora,
film care solicitd un spectator mult mai activ si mai implicat
decét majoritatea productiilor nationale — au realizat ca
trebuie sd aduca propriile contributii (prin subiectele si
temele tratate, dar si prin stil sau viziune regizorald) unei
formule brevetate international. Tendinta de diversificare a
ofertei cinematografice autohtone a devenit foarte puternica
in ultimii ani, ajungand si la abordarea, de cétre realizatorii
din generatiile mai recente, a unor genuri precum comedia
sau thrillerul.

Revitalizarea genurilor a adus, recent, si o crestere a



4objnd 1eyiN BUIDUI)) UBIUBWOY [ILM 9PEII(J YV

9SaUBWO. [NW|ly ND NIUSIBP Uf) 5ﬂ_

Child’s Pose
Pozitia copilului
© Parada Film




-

’r&‘?@i%"‘?

-

©

Mihai Fulger

A Decade with Romanian Cinema
Un deceniu cu filmul roméanesc

152

Sitaru”, and so on. That is to say that
New Romanian Cinema has succeeded in
bringing to the fore a number of major
names, who now have numerous admirers
following their careers with interest.
Books in both Romanian and English
have begun to be written about these
Romanian filmmakers, their films are
studied in universities all over the world
and their work is released in box-set
collections. If they will manage to keep
alive the interest of film lovers around
the world and to be counted among the
best-rated contemporary filmmakers, this
all depends on them.

Finally, it should be said that not

only Romanian producers, but also
distributors and exhibitors have in

the last decade taken full advantage

of the support provided by European
institutions. Creative Europe and
Eurimages, along with the national
cinema funds of West European
countries with major film industries,
provide financial support to Romanian
distributors interested in bringing
European films to Romanian big screens
as a vital alternative to the dominant
Hollywood productions. As for
independent film exhibitors, who can’t

compete with what the multiplexes have
to offer (and not just in terms of films),
membership of the Europa Cinemas
international network, headquartered
in Paris, which supports distribution of
European films throughout the world,
presents a big opportunity when it comes
to surviving in a highly competitive
market. In other words, under this
heading too, Europe still represents the
future.

interesului publicului autohton fata de filmele romanesti,
interes care se diminuase dramatic in anii '90. Chiar daca
numarul cinematografelor functionale raméane foarte mic
(totusi, inmultirea multiplexurilor din malluri compenseaza
partial declinul constant al sélilor independente) si
suntem, in cadrul UE, tara cu cele mai putine ecrane
raportate la numarul de locuitori, faptul ca o comedie
savuroasa, precum deja amintita Doua lozuri, a adus in
cinematografele nationale peste 130.000 de spectatori
(ceea ce, la standardele locale din ultima perioada,
inseamnd enorm) este datator de sperante. La fel este,
ins3, si faptul c&, in 2013, o drama incomoda, distinsa cu
Ursul de Aur la Festivalul de la Berlin, Pozitia copilului de
Calin Peter Netzer, a vandut peste 118.000 de bilete in
salile romanesti. Succesul unor asemenea titluri anunta,
cred, nasterea unei noi generatii de spectatori cinefili, ce
pot aprecia atat filmele de autor (care, pana recent, pareau
sé fi devenit, din produse ,de nisd", opere mainstream),
cat si filmele de gen reusite. Educatia cinematografica
preuniversitara, prin programe de inspiratie europeana
precum ,Education a I'image”, ,Filme pentru liceeni” sau
,CinEd”, poate contribui la dezvoltarea acestei noi generatii
de spectatori.

0 concluzie personalg, la 10 ani de la primul Palme d’Or
acordat unui lungmetraj romanesc sila 12 ani de la
nasterea oficiala a Noului Cinema Romanesc (cu Moartea
domnului Ldzarescu, anticipat insa de Marfa si banii,
debutul lui Cristi Puiu din 2001), este ca astazi publicul
international (critici, selectioneri si, in general, cinefili)

nu mai este interesat atat de ,noul film roménesc” de la
Cannes sau Berlin, cum se intampla in urma cu céativa
ani, ci mai degraba de ,noul Puiu”, ,noul Mungiu”, ,noul
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Porumboiu”, ,noul Jude”, ,noul Sitaru” s.a.m.d. Cu alte
cuvinte, Noul Cinema Romanesc a reusit sa impuna cateva
nume de autori importanti, care au deja multi admiratori
ce le urmaresc cu interes evolutia. Despre acesti cineasti
romani au inceput sa se scrie carti, in romana si in englez3,
revistele de specialitate le dedica dosare si chiar numere
speciale, filmele le sunt analizate, de studentii de la Film

si Filmologie, in universitati din toatd lumea, precum si
adunate in box set-uri de colectie. Daca ei vor reusi sa
mentina viu interesul cinefililor din intreaga lume si sa se
impuna definitiv printre cei mai apreciati autori de cinema
contemporani, asta depinde numai de ei.

In final, trebuie spus ca nu doar producétorii, ci si
distribuitorii si exploatantii (cei care au in administrare
sdlile de cinema) romani au profitat din plin, in deceniul la
care ne referim, de sprijinul oferit de institutii europene.
Tot ,Europa Creativa” si Eurimages (al&turi de fonduri
nationale din tarile vest-europene cu cinematografii
nationale importante) sustin financiar distribuitorii
romani interesati sa aduca pe ecrane filme europene, ca
alternativa absolut necesara la productia hollywoodiana
dominanta. Cat despre exploatantii unor sali independente,
care nu pot concura cu oferta (nu doar cinematografica) a
multiplexurilor, aderarea la reteaua internationala Europa
Cinemas (cu sediul la Paris), ce sprijina difuzarea filmelor
europene in lume, reprezinta o mare sansa de a rezista pe
o piata foarte competitiva. Altfel spus, si la acest capitol,
Europa reprezinta — in continuare - viitorul.

®

=
9]
S
S
Z
T
<
S

A Decade with Romanian Cinema
Un deceniu cu filmul roménesc

153



oW W W W W W W W W W W
"

"
"
LI
s W oMW EE

oo LA
mE E NN NN NNNNNNNK

WM W W W M W W W M M W W M M W W M M W N M
l-lilﬂl'll'll.l‘l“ul.l!‘..l.!!l.ll"

"L IBBLI0Y Flefad -
o .+ mrlieludy jo'saey oy - -

W W




The faces of Romania

Fetele Romaniei

like to do portraits. I like people. I

like to listen to their stories and try

to capture their essence. Romania
has many faces: Romania is a doctor
from Corabia who does ten to fifteen
emergency room night shifts a month
because in this small town near the
Danube there are too few doctors.
Romania is my good friend, writer
Mircea Cartarescu. Romania is Pricu,
a gangster I met in Aiud Penitentiary
when I was working on the Bumbata
photograph series. Romania is my friend,
violinist Alexandru Tomescu, the people
who took to the streets this winter to
demonstrate against corruption, the last
brass smiths of Corcova, who are losing

their traditions, the homeless people of
Satu Mare and the volunteers from Zalau
who work with disabled children.

I carry all these faces with me and at the
same time I carry their stories. I have
made them into postcards and sent them
to the people who subscribed when I set
off on my wanderings. For three and a
half years I've been living in a caravan
and wandering around the country. I'm
looking for the faces of Romania.

RO

Imi place sé fac portrete. imi plac oamenii, imi place s& le
ascult povestile si sa incerc sa le surprind esenta. Romania
are multe chipuri: Romania este un doctor din Corabia
care face 10-15 garzi intr-o luna pentru ca micul oras de

la Dunare a ramas fara doctori. Romania este bunul meu
prieten, scriitorul Mircea Cartarescu. Romania este Pricu,
un interlop pe care l-am cunoscut in Penitenciarul Aiud,
cand lucram la albumul foto Bumbata. Romania este
prietenul meu, violonistul Alexandru Tomescu, oamenii
care au iesit in iarna asta pe strazi ca sa lupte cu coruptia,
ultimii caldarari din Corcova care-si pierd traditiile, oamenii
strazii din Satu Mare si voluntarii din Zalau care lucreaza
cu copiii cu dizabilitati.

Port toate aceste chipuri cu mine si, odata cu ele, povestile
lor. Le-am transformat in carti postale si le-am trimis
oamenilor care s-au abonat la vederi de cand am plecat
teleleu. Pentru ca eu, de trei ani si jumatate, traiesc intr-o
autorulota si umblu teleleu. Caut fetele Romaniei.
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Homeless teenagers from Satu Mare,
in an abandoned building on the bank
. of the river of Somes
| Tineri fara adapost din Satu Mare,
) cladire abandonata de pe malul

rom'esului
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Pricu, a pimp from Alba lulia,
on the day of his release from
the Aiud Prison

Pricu, un proxenet din Alba
lulia, in ziua eliberarii din
Penitenciarul Aiud

Busuioc at home, in Danceu
village, Mehedinti County
Busuioc la el acasa, in satul
Danceu, judetul Mehedinti
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Mircea Cartarescu, writer
Mircea Cartarescu
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Attending a wedding in Negresti-Oas
La o nunta in Negresti-Oas
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Codrin, volunteer at NoRo Center in Zalau,
working with disabled children

Codrin, voluntar la Centrul NoRo din Zalau,
lucrand cu copiii cu dizabilitati



Protest in Alba lulia against OUG 13
Protest in Alba lulia impotriva OUG 13
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The generation of traitors
and betrayed generations.
From a short handbook of
political hypocrisies
Generatia tradatorilor si

generatiile tradate. Dintr-un scurt
manual al ipocriziilor politice

have been asked to reflect on what

Romania’s ten years as a young

member of the European Union
have meant for the visual arts. What
meaningful things have happened in
my field of expertise since 20077 This is
the kind of periodic balance sheet that
can provide a large number of answers,
depending on your viewpoint. In the
following I shall limit myself to a sketch

of mores.

Two contradictory phenomena have
marked the 2007-2017 period, in my
opinion: the consolidation of a middle
subclass (an ersatz middle class),
generated by the economic micro-

boom of the 2000s and the economic
pressure placed on that class under
the influence of the historic bust that
occurred in the first quarter of 2007

when the major American banks crashed.

Romania’s accession to the European
Union and NATO obviously had a
palliative effect over the medium term,
but also over the medium term it led to
complications in the perception of local
identity in the new context. The clash
between the middle subclass, which was
entrepreneurial and internationalist

in outlook and representatives of the
non- (or anti-) entrepreneurial state,
dominated by people one or two
generations older, shaped the decade’s

RO

Mi se cere sa reflectez la semnificatia, pentru artele
vizuale, a celor zece ani parcursi de Romania ca anara
membra a Uniunii Europene. Ce s-a intamplat semnificativ
in domeniul meu de expertiza din 2007 incoace? E un tip
de bilant de etapa pentru care se pot da o multime de
raspunsuri, depinzand de unghiul de vedere. Ma voi limita
in cele ce urmeaza la o schita de moravuri.

Doua fenomene contradictorii caracterizeaza, dupa
parerea mea, intervalul 2007-2017: consolidarea unei
subclase sociale medii (un ersatz de clasa mijlocie),
generata de micro-boomul economic al anilor 2000;
respectiv, presurizarea economica a aceleiasi, sub
influenta crahului istoric declansat in primul trimestru al
anului 2007, prin caderea marilor banci americane. Intrarea
Romaniei in Uniunea Europeana si in NATO a avut, desigur,
un efect paliativ pe termen mediu, dar tot pe termen mediu
criza a dus la complicatii de perceptie asupra identitatii
locale in noul context. Confruntarea dintre aceasta
subclasa mijlocie, antreprenoriala si internationalista ca
mentalitate, si reprezentantii statului de drept, ne- (sau
anti-) antreprenorial si dominat de persoane cu una sau
doud generatii mai varstnice, a modelat stilul de dialog
social al deceniului, simplificandu-l adeseori pana la cliseul
mistificator al conflictului intergenerational.

Un al treilea fenomen important pentru discutie este
mutatia de paradigma culturala de la dominatia textului la
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Series of 48 aluminium plates (from the originally 120 square Serie de 48 de placi de aluminiu (parte din instalatia de 120 de National Museum of Contemporary Art / MNAC / Bucharest
meter installation conceived for the Dacia Cinema in Baia Mare, metri patrati realizata pentru Cinematograful Dacia din Baia on view between / intre: 10.11.2016 - 26.03.2017
Maramures), undated Mare), nedatata

The work is part of “The Ephemerist. A Mihai Olos Retrospective in expozitia ,Efemeristul. O retrospectiva Mihai Olos” Photo by Gabriela Pana, MNAC

Exhibition”.




style of social dialogue, often simplifying
it to the point of the obfuscatory cliché
of intergenerational conflict.

A third important phenomenon for
discussion is the shift in cultural
paradigm from the domination of the
text to the rapid ascendance of the
image, under pressure from a market
dominated by digital information.

The aforementioned middle subclass
was made up of people employed in
multinationals or advertising. Some

of them migrated to the creative
industries, others remained ensconced
in the corporatist system and others still
opted for the arts. Having been young
or very young at the beginning of the
period, they have now reached the age
of the first crisis (one’s forties), when
family and social responsibilities cast a
shadow of heightened concern over the
enthusiasms of youth and throw into
question any eventual achievements. But
throughout this time, the middle subclass
has contributed — indirectly, frivolously,
continuously, unevenly — to the idea
that there is an audience for art, even an

audience for contemporary art.

Against this backdrop — a combination

of optimism and frustration — in the
niche of the visual arts (practitioners,
curators, critics), a generational group
has taken shape, which benefits, on the
one hand, from a feeling of belonging

to the middle subclass and, on the other,
from a viewpoint situated outside the
recent past. It is a generation of contrast,
which holds up to preceding generations
a set of symmetrically opposed values:
politicisation of discourse versus
metaphorisation of power; stark
conceptualism versus formal sensuality;
rejection of the object versus lading the
image with feeling; aggressive rejection
of recent history versus exaltation of
the cultural past; entrepreneurial spirit

Versus economic naivety.

What takes this picture beyond the
predictable mechanics of generations
and the mentalities that define them
succeeding each other by opposition

is the radicalism of the rejection of
everything that does not fit the middle
subclass’s canon of success. Viewed
unsympathetically, the history of the
twentieth century is a source of indignation
and/or irony, seldom of nuanced
examination and never of empathy. The
history of local art is peopled with losers

0 ascensiune rapida a imaginii, sub presiunea unei piete
dominate de informatia digitala. Subclasa medie pe care
am mentionat-o anterior s-a format din persoane angajate
in multinationale sau in publicitate. Unele au migrat

de acolo cétre industriile creative, altele s-au cantonat

in sistemul corporatist, cateva au optat pentru creatia
artistica. Foarte tineri si tineri la inceputul intervalului,
acesti oameni au ajuns acum la varsta primei crize

(40 plus), cand responsabilitatile familiale si sociale
arunca o umbra de ingrijorare accentuata asupra
entuziasmelor tineretii si pun sub semnul intrebarii
eventualele realizari. In tot acest timp ins&, subclasa medie
a participat, indirect, frivol, rapsodic, constant, inegal, la
consolidarea ideii ca exista un public pentru arta — ba mai
mult, ca exista un public pentru arta contemporana.

Pe acest fundal — o combinatie de optimism si

frustrare - s-a conturat in nisa artelor vizuale (practicieni,
curatori, critici) un grup generational care beneficiaza,

pe de o parte, de un sentiment de apartenenta la
subclasa medieg, iar, pe de alta parte, de o perspectiva din
afara asupra trecutului recent. E o generatie de contrast,
ce opune celor care au precedat-o un set de valori
simetrice: politizare a discursului versus metaforizare a
puterii; conceptualism sec versus senzualitate formal3;
refuzul obiectului versus incarcare emotionald a imaginii;
respingerea agresiva a istoriei recente versus exaltarea
trecutului cultural; spirit antreprenorial versus naivitate
economica.

Ceea ce duce acest tablou dincolo de mecanica previzibila
a succesiunii prin opozitie a generatiilor si a mentalitatilor
care le definesc este radicalismul respingerii a tot ce nu
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whose only utilisable quality is that
they justify a play of clichés connected
to the failure of modernism under the
two waves of political extremism that
swept the country between the 1930s
and ‘8os. The institutions really worthy
of the historian’s attention are those

of power. And this is not because of
their decisiveness in the play of local
civilisation (or anti-civilisation); nor

is it because of the accessibility of
information about them (open archives,
documents, media presence); rather it is
because the individual is not interesting
when it comes to writing this history,
which — unexpectedly, even now — is
perceived as levelling and collectivist.

Recent history is read as an amorphous,
ideologically condemned reality. The
individual is too complicated, he is
hidden, his dramas do not serve the
oppositional thesis (old versus new),
his achievements cannot be placed in
expressive enough a contrast with the
present except through a documentary
effort worthy of a more lucrative cause.
Nuancing the amorphousness of the
past is a difficult bet, which demands
investment and the economic context

does not encourage researches that look

at details, at analysis of large figures, at
detecting manifestations outside the
canonical duality (power/opposition,
authority/dissidence). Caught in the
pincers of identity (on the one hand, the
ascendance of their own subclass and

on the other, the continuing economic
and political crisis of that subclass), the
young generation of image professionals
is doomed to repeat the mistakes of
preceding generations, constructing a
superficial, dogmatic discourse centred
on ideas rather than the individual, on
dogmas rather than pragmatic solutions.

The confusion between generational
conflict, with its subliminal tensions,
and the conflict of ideas or ideologies
complicates the picture through the
abuse of mixed rhetoric. Right and left
are political concepts that not only have
been left behind historically, but also have
been left behind without ever having
democratically taken part in establishing
a mature political discourse in Romania.
Nevertheless they keep coming back
obsessively — perhaps also from a feeling
of frustration toward the phases that
were not completed in time — in talk
about visual production, as well as in the
ambitions of visual production itself.

intra in canonul de succes al subclasei medii. Privita fara
simpatie, istoria secolului XX este o sursa de indignare
si/sau ironie, rareori de cercetare nuantat, niciodata de
empatie. Istoria artei locale e populata de luzari a caror
singura calitate utilizabila este ca justifica un joc de clisee
legate de ratarea modernismului sub cele doua valuri de
extremism politic ce au maturat teritoriul intre anii '30 si
anii ‘80 ai secolului precedent. Singurele demne
intr-adevar de atentia istoriografului sunt institutiile puterii.
lar asta nu doar datorita caracterului lor determinant in
jocul civilizatiei (sau anti-civilizatiei) locale; nici datorita
accesibilitatii informatiei despre ele (arhive deschise,
traseu de documente si prezenta media); ci si pentru

ca individul nu este interesant pentru scrierea acestei
istorii percepute — neasteptat, chiar si acum — nivelator,
colectivist.

Istoria recenta este citita ca o realitate amorf3,
condamnata ideologic. Individul e prea complicat, e
ascuns, dramele sale nu servesc tezei opozitioniste (vechi
versus nou), realizarile sale nu pot fi puse intr-un contrast
suficient de expresiv cu prezentul decat printr-un efort
documentar demn de o cauza mai lucrativa. Nuantarea
amorfitatii trecutului e un pariu dificil, care cere investitie,
iar contextul economic nu incurajeaza cercetari ce se uita
la detalii, la analiza numerelor mari, la depistarea unor
manifestari in afara dualismului canonic (putere si
opozitie / autoritate si disidentd). Prinsa in clestele
identitar (pe de o parte, ascensiunea subclasei proprii,

pe de alta, continua crizd economica si politica a
aceleiasi), generatia tanara a profesionistilor imaginii este
condamnata sé repete erorile generatiilor precedente,
construind un discurs superficial, dogmatic, centrat pe idei,



“Dark Side of Nature” / Chapter 1 of the series
“The White Dot and the Black Cube”

JPartea intunecati a Naturii” / Capitolul 1 al
seriei ,Punctul Alb si Cubul Negru”

Artists / Artisti:

Biroul de Cercetari Melodramatice (RO), Igor
si lvan Buharov (HU), Antanas Gerlikas (LT),
Minseung Jang (KR) + Jaeil Jung (KR), Rosell
Meseguer (ES), Adrien Tirtiaux (BE - AT)

Project Team / Echipa de proiect:
Attila Kim, Gabriel Chis Bulea

Curators / Curatori:
Diana Marincu, Anca Verona Mihulet

National Museum of Contemporary Art / MNAC / Bucharest
on view between / intre: 27.11.2015 - 31.01.2016

Photo by Stefan Jammer
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Logos, installation art — part of the project “In
Times of Hope and Unrest. Critical Art from lasi”
Logos, instalatie de arta — parte a proiectului
»In vremuri de speranta si neliniste. Arta critica
din lasi”

Artists / Artisti:

Dan Acostioaei, Dragos Alexandrescu, Liliana
Basarab & Bogdan Palie, Matei Bejenaru, Cezar
Lazarescu, Dumitru Oboroc

Curators / Curatori:
Catalin Gheorghe, Cristian Nae

National Museum of Contemporary Art / MNAC / Bucharest
on view between / intre: 26.11.2015 - 20.03.2016



The commonplaces of relational art, the
legitimate concerns of a society subject
to the tensions of globalisation, are
instruments for creating a justificatory
picture, one of continuous, intransigent
revolution. The relationship of a
particular doctrine to the historical left,
which has been compromised at every
level (ideological, social, economic,
cultural, human), is non-existent. The
communist period is an exciting subject
only as a time capsule, as a hilarious
area, or as an amorphous archaeological
deposit, which can be chaotically
excavated, in accordance with post-
factum agendas. Just as the individual
(the artist, the exhibition organiser, the
critic) who lived under communism is
nothing but an irrelevant fossil outside
the masses, so too the regime in which
that individual without qualities lived is
irrelevant to the left-wing aspirations of
the present.

The key to this attitude is the
entrepreneurial spirit. The compromises
of the period of dictatorships were
compromises; the compromises of today
are strategies for success. To create a
trenchant discourse about the collapse
of capitalist doctrine in the shadow of

corporatist sponsors, preferably from

the banking sector (responsible for

the 2007 crash, let us remember), is

the current coin, encouraged by the
sponsors themselves, in the name of the
celebrated acronym C(orporate) S(ocial)
R(esponsibility). The hapless losers under
real communism are still the losers in this
lap of the stadium.

Not all of the past is negated, however:
the past that has already been (or is in
the course of being) validated by the
international market remains accessible
and precious to us. History can only

be a history of success. Archaeological
excavations of the recent past are
carried out with precision, based on

a market study and by virtue of the
safest possible forecasts. The collective
parricide and matricide practised when
it comes to the recent history of culture
come to an abrupt stop when heredity
is capable of becoming flattering.
Indifferent to historical nuance and the
givens of context, the cultural workers
allow themselves to be adopted post
factum by local artists whom they have
discovered on the lists of art fairs or in
internationally glorified museums.

An explainable sadness haunts this

nu pe individ, pe dogme, nu pe solutii pragmatice.

Confuzia intre conflictul generational, cu tensiunile lui
subliminale, si conflictul de idei sau ideologii complica
tabloul acesta, prin abuzul de retorica amestecata.
Dreapta si stdnga sunt concepte politice nu doar depéasite
istoric, dar depasite fara a fi participat vreodata in mod
democratic la stabilirea unui discurs politic matur in
Romania. Totusi, ele revin obsesiv, poate si dintr-un
sentiment de frustrare fata de etapele neparcurse la timp,
in vorbirea despre productia vizualg, ca si in ambitiile
productiei vizuale insesi. Locurile comune ale artei
relationale, ingrijorarile legitime ale unei societati supuse
tensiunilor globalizarii sunt instrumentate pentru a crea
un tablou justificativ, de revolutie continud, intransigenta.
Relatia unei atari doctrine cu sténga istorica, compromisa
pe toate planurile (ideologic, social, economic, cultural,
uman) este inexistentd. Perioada comunista e un subiect
excitant doar in calitatea sa de conserva de timp, de zona
hilara sau de depunere arheologica amorfa, unde se poate
sdpa haotic, conform unor agende post-factum. Asa cum
individul (artistul, organizatorul de expozitii, criticul) traitor
in comunism nu e decat o fosila nerelevanta in afara
masei, la fel regimul in care a trait acel individ fara insusiri
e nerelevant pentru aspiratiile de stanga ale prezentului.

Cheia acestei atitudini e spiritul antreprenorial.
Compromisurile din perioada dictaturilor au fost
compromisuri; cele de acum sunt strategii de succes. A
face discurs apasat despre colapsul doctrinei capitaliste

la umbra unor sponsori corporatisti — de preferinta din
sectorul bancar (cel cu crahul din 2007, ne amintim) — este
moneda curentd, incurajata de sponsorii insisi, in numele

st

—
v

Cdlin Dan

The generation of traitors and betrayed generations.
From a short handbook of political hypocrisies

Generatia tradatorilor si generatiile tradate.
Dintr-un scurt manual al ipocriziilor politice

169



E 35&%
% et

Calin Dan

The generation of traitors and betrayed generations.
From a short handbook of political hypocrisies

Generatia tradatorilor si generatiile tradate.
Dintr-un scurt manual al ipocriziilor politice

170

“Multumiti_Nemultumiti.com”, installation art -
part of the project “subREAL Retrospect”
»Multumiti_Nemultumiti.com”, instalatie de
arta - parte a proiectului ,subREAL Retrospect”

Curator:
Raluca Velisar

Exhibition Design / Design expozitie:
Attila Kim

National Museum of Contemporary Art / MNAC / Bucharest
on view between / intre: 31.05-21.10.2012

Photo by loana Marinescu, Barbu Balasoiu



divided landscape: the sadness of
betrayal. The generations that emerged
from the real communism feel themselves
betrayed by history, by their own
descendants, by the state, by a system
that promiscuously lumps together the
European Union, globalisation, the large
corporations and small entrepreneurs,
young people who aspire to an
international lifestyle in a provincial
country. It all sums up the betrayal of lost

youth.

The (still) young generations feel
betrayed by the living history represented
by their parents’ and grandparents’
generations, by the generations of a past
that they vaguely perceive as a menacing
failure. In the social-media age nobody
is prepared to accept the obvious fact
that you can't rise above the context that
created you and for which you work.
Exceptionalism has reached pathological
rates and anything that stands in the
way of destined exceptionalism is a
betrayal. One that is all the more painful
for young people from Romania who
are confronted with the partial canon
(also partially invented by the West) of
Eastern resistance. The silent or vocal
struggle against the totalitarian regimes

in Hungary, Czechoslovakia and Poland,
the cultural liberalism of the former
Yugoslavia, which all corresponded with
a radically artistic discourse, embraced by
the free world from the very start after
the fall of the wall, are not to be found in
Romania. In any event, not to the same
extent or with the same intensity. But
this is a double, a triple betrayal. Our
dissidents were not convincing enough,
the population was not dignified or
rebellious enough and the artists were
not radical enough in their anti-system
choices.

It is the fault of those of us who grew
up then that we are unable to hold a
dialogue with those who grew up affer.
Without our knowing it, without our
even suspecting it, in the communist
years we betrayed an illegible future

for an unusable present, which in the
meantime has become an irrelevant past.
Traitres sans gages, we unwittingly killed
off our chance at notoriety and — why
not? — posterity. The lack of a social pact
between the generations is something
useful only if those who lose the race
against the present have a guarantee

as to the future. The traitors have no
such guarantee. Their only consolation

celebrului acronim C(orporate) S(ocial) R(esponsibility).
Séarantocii perdanti ai comunismului real sunt perdanti siin
aceasta tura de stadion.

Nu tot trecutul este negat insa: ne rdméane accesibil si ne
este pretios acel trecut care a fost deja (sau e in curs de a
fi) validat de cétre piata internationala. Istoria nu poate fi
decat o istorie de succes. Forajele arheologice in trecutul
recent se fac cu precizie, pe baza unui studiu de piata siin
virtutea unor prognoze cat se poate de sigure. Paricidul si
matricidul colectiv practicate in relatia cu istoria recenta

a culturii se opresc brusc atunci cand ereditatea poate
deveni flatanta. Indiferenti la nuanta istorica si la datele de
context, lucratorii culturali se lasd adoptati post-factum de
artisti locali pe care i-au descoperit pe listele targurilor de
arta sau in muzee glorificate international.

O tristete explicabila bantuie acest peisaj divizat - tristetea
tradarii. Generatiile iesite din comunismul real se simt
tradate de istorie, de propriii urmasi, de statul de drept,

de un sistem unde sunt asimilate intr-un ghiveci confuz
Uniunea Europeana, globalizarea, marile corporatii si micii
antreprenori, tinerii care aspira la un

lifestyle international intr-o tara provinciala. Totul
insumeaza tradarea unei tinereti pierdute.

Generatiile (mai/inca) tinere se simt tradate de istoria vie
pe care o reprezinta generatiile parintilor, ale bunicilor,
ale trecutului, pe care il percep difuz, ca pe un esec
amenint&tor. In epoca social media nimeni nu e dispus
sa accepte evidenta ca nu te poti ridica deasupra
contextului care te-a creat si pentru care lucrezi.
Exceptionalismul a atins rate patologice si orice sta
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is that there is only a single generation
of traitors: those who were born
yesterday. And there is an endless line
of betrayed generations, who belong to
endlessness and of presents that succeed
each other in time. It is the consolation
of the generation of traitors that all

the betrayed generations will in turn
also betray the future, in the hope of a
profitable compromise with the present.

in calea exceptionalismului de destin e o tradare. Una

cu atat mai dureroasa pentru tinerii din Romania, care

se confrunta cu canonul partial (si partial inventat de
Occident) al rezistentei estice. Lupta tdcuta sau vocala

cu regimurile totalitare din Ungaria, Cehoslovacia si
Polonia, liberalismul cultural al fostei lugoslavii — care au
corespuns, toate, unui discurs artistic radical, imbratisat de
lumea libera de la prima ora dupa caderea zidului — nu se
regasesc in Romania. in orice caz, nu cu aceeasi amploare
si nu la aceeasi intensitate. Or, asta e o dubl3, tripla
tradare. Disidentii nostri nu au fost destul de convingatori,
populatia nu a fost destul de demna si insubordonata, iar
artistii nu au fost destul de radicali in optiunile lor
anti-sistem.

Este vina noastra, a celor crescuti atunci, ca nu putem
dialoga cu cei crescuti dupa. Fara sa stim, fara sa banuim
macar, am tradat in anii comunismului un viitor ilizibil
pentru un prezent inutilizabil, care intre timp a devenit un
trecut irelevant. Traitres sans gages, am omorat fara sa

ne dam seama sansa noastra la notorietate si — de ce

nu? — la posteritate. Lipsa pactului social intre generatii

e ceva util doar daca cei care pierd cursa cu prezentul au
garantia viitorului. Tradatorii nu au nici o garantie. Unica lor
consolare este ca exista o singura generatie de tradatori,
cei care s-au nascut ieri. Si exista un sir fara sfarsit de
generatii tradate — care apartin nesfarsitului — si de
prezenturi care se succed in timp. E consolarea generatiei
tradatorilor ca toate generatiile tradate vor trada si ele, la
randul lor, viitorul, in speranta unui compromis profitabil cu
prezentul.
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Boom, Bust, Positive DIY.
Architecture in Romania

since 2007/

Boom, criza, bricolaj pozitiv.
Arhitectura in Romania dupa 2007

remember how in 2007 not only

our own office but also an enormous

number of young architects went
in the space of just a few months from
small projects — houses and renovations
— to mega-projects: housing complexes,
office buildings, malls. The same as in
Bulgaria, after stagnation alternating
with recessions, once accession in the
European Union was underway investors
swarmed in and in a very short time
massive construction work commenced.
That rain of gold was highly destructive
in fact, both for the profession and for
society, because in those years there was
alot of building going on, most of it bad
and a huge amount of built and natural

heritage was destroyed.

After the boom, the collapse of 2008-
2009 has been all the more painful. The
recovery of the economy and therefore
the construction sector has been slow
and uncertain. Nevertheless, in recent
years the number of internationally
relevant projects has increased. The same
as elsewhere, the mechanism of “fewer
projects, more reflection” is operative
in Romania too. But in fact it is about
more than just that: there seems to be a
felicitous combination of the typically
Balkan and East-European habit of
getting along with what we have, an
openness to the rest of the world and a

new sense of responsibility.

RO

imi amintesc cum, in 2007, nu numai cei de la biroul
nostru, ci si enorm de multi alti arhitecti tineri au trecut,
in decursul doar catorva luni, de la lucrari mici — case sau
amenajari — la megaproiecte de ansambluri de locuinte,
cladiri de birouri sau malluri. La fel ca si in Bulgaria, dupa
o stagnare alternand cu caderi economice, atunci cand
aderarea la Uniunea Europeana a intrat in linie dreapta,
investitorii au navalit si, in foarte putin timp, au inceput
sa construiasca masiv. A fost foarte nesanatoasa, de
fapt, aceasta ,ploaie de aur”, si pentru profesie, si pentru
societate, fiindca in acei ani s-a construit enorm, dar

mai ales prost, si s-a distrus extrem de mult patrimoniu
construit sau natural.

Dupé acest boom, prabusirea ce a urmat perioadei
2008-2009 a fost cu atat mai dureroasa. Revenirea
economica — si deci a constructiilor — este lenta si
nesigura. Totusi, in ultimii ani, numarul proiectelor
relevante pe plan international a crescut. Ca in atatea
locuri, si aici functioneaza mecanismul ,mai putine
proiecte, mai multa reflectie”; de fapt, este vorba de
mai mult decat atat: par sa se fi combinat in mod fericit
obisnuinta de a ne descurca in orice situatie cu ce avem,
specifica Balcanilor si Estului Europei, cu deschiderea
catre lume si un nou simt al responsabilitatii.
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Chaos and energies
Haos si energii

Photo by Stefan Tuchild




The overall phenomenon

...has essentially remained unchanged in
the twenty-seven years since the collapse
of the dictatorship: beyond the cycle of
boom and bust, we have not returned to
the exacerbated individualism and lack
of coordination, dialogue and vision
that replaced the pre-1990 absolute
authority. On the ground, Romania is

a kind of fragmented jigsaw puzzle of
closed, private spaces, public spaces that
have become no-man’s lands, absolute
poverty, the brazen display of primitive
luxury, communist housing estates that
are now aggregates of individual units,
untrammelled suburbanisation, areas in
collapse, ultra-hip bars and so on. Access
to the European labour market has also

led to massive emigration, particularly

from the poorest areas and communities.

Emigration brings money, but also
irreparably alters the face of the villages:
a landscape of large, new houses, mostly
uninhabited, points to the emergence
of a new non-rural, non-urban lifestyle,
but which is directly linked not only

to western resources, but also western
fashions.

But even so: behind the overall picture

there are counter-examples that become

models of success and the alternatives
and efforts at rebalancing bring about
discreet, but profound changes.

Business as (not at all) usual

A generation of architects has emerged,
to whom openness, European identity
and modernity are natural and who can
view critically what is happening both
inside Romania and abroad; they are
passionate about innovation, but relaxed
about the tradition; they work within
the system, while trying to change it.
They work well, harness the context and
when talent is involved, they begin to be
European players.

Take the people at ADN BA, for example.
Their apartment blocks, particularly the
one on Dogarilor Street in Bucharest,

are models of civilised insertion, of how
you can reinterpret a culture of dwelling
and balance communal and private
spaces. It is an architecture that is fresh,
contemporary and of its place, by an
office that has been winning more and
more awards and taking part in more and
more international exhibitions.

You can view history as a frozen

storehouse, but also as a process, within

Fenomenul general

...nu s-a schimbat, in esenta, in ultimii 27 de ani de la
prabusirea dictaturii: dincolo de boomuri si de criza, nu
ne-am revenit din individualismul exacerbat si din lipsa

de coordonare, dialog si viziuni ce au inlocuit autoritatea
absoluta de dinainte de 1990. Teritoriul roméanesc e un

fel de puzzle dezarticulat de locuri private si inchise, de
spatii publice ajunse ale nimanui, saracie absoluta si
atalare a unui lux primitiv, cartiere socialiste devenite
acum ansambluri de unitati individuale, o suburbanizare
salbatica, zone prabusite si makerspace-uri sau baruri
ultra-hip si asa mai departe. Accesul la piata de munca
europeana a dus si la o emigrare enormd, cu precadere din
zonele si comunitatile cele mai sarace. Emigrarea aduce
bani, dar si schimba iremediabil fata satelor: un peisaj de
case noi, imense, in mare parte nelocuite exprima nasterea
unui nou stil de viata, non-rural si non-urban, insa direct
conectat nu doar la resurse, ci si la modelele occidentale.

Totusi, in spatele acestei imagini generale stau mici
contraexemple ce devin modele de succes, iar alternativele
si eforturile de reechilibrare determina schimbari discrete,
insa profunde.

Business as (not at all) usual

S-a format o generatie de arhitecti pentru care
deschiderea, identitatea europeana si modernitatea sunt
firesti si care pot privi critic atat ceea ce se petrece in
afara, cat si in Romania, oameni pasionati de inovatie,
dar relaxati in raport cu traditia, care lucreaza in sistem,
insa incearca sa il si schimbe. Se misca bine, deturneaza
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which the new strata need to be laid
down in a respectful way. The conversion
of the Drapers’ Bastion in Bragov into

an arts centre has been achieved not
through (aggressive) transformation of
the existing structure, but through its
restoration and the placement within

it of a new structure that enters into
dialogue with the old without affecting
or imitating it. The intervention is not
visible from the outside and is completely

reversible.

Bucharest’s Concrete House comes

from a completely different category:

an experimental design for a small
cultural activities centre and studios for
the creative industries. The partnership
between architect Bogdan Gyemant-
Selin, the owner, the builder and the
materials producer allowed the invention
of an insulated concrete in a context

otherwise unfavourable to innovation.

Urban activism and new
collaborative practices

There has been an explosion of such
initiatives, which are not at all typical
of Romania, but which have succeeded
almost entirely without public funding.

They meet highly diverse needs, ranging
from heritage to ecology, contemporary
culture and public spaces. The lack of
resources necessitates a policy of small
steps, but specific and immediate actions
are always aimed at triggering major

transformations.

From the point of view of the profession,
the fact that the architect becomes
partner with the community, rather than
providing services to a client, represents

an important shift.

Some of the most important designs
include, of course, include the

ones for Rosia Montana. Thanks to
demonstrations against a plan to mine
gold using cyanide, the public now know
about the Roman archaeological remains
and exceptional landscape of Rosia
Montani. But few people know about the
work of the “Architecture, Restoration,
Archaeology” Association (ARA).
Together with locals, the architects of the
ARA and other NGO’s restore heritage
buildings in the area. The restorations are
designed not only to save buildings, but
also to support the sustainability of the
local community, through tourism and
organic agriculture, as a viable alternative

contextul si, cand mai intervine si talentul, incep sa ,joace”
la nivel european.

Un exemplu sunt cei de la ADN BA. Proiectele lor de
locuinte colective, mai ales blocul din Strada Dogarilor,
Bucuresti, sunt modele de insertie civilizata, de cum poti
sa reinterpretezi o cultura a locuirii si sa echilibrezi spatiile
comune pe cele private. O arhitecturd in acelasi timp
proaspata, contemporana si de-a locului si un birou care
tot aduna premii si prezente in expozitii internationale.

Poti privi istoria ca pe un depozit inghetat, dar si ca pe un
proces in cadrul caruia noile straturi trebuie asezate

cu respect. La Bastionul Postavarilor din Brasoy,
adapostirea unui spatiu cultural nu se realiseaza prin
transformarea (agresiva) a constructiei existente, ci prin
protejarea, restaurarea acesteia si asezarea in interiorul
sau a unui corp nou care dialogheaza cu cel vechi, fara
a-l atinge sau imita. Interventia e invizibila din exterior si
complet reversibila.

Dintr-o cu totul alta categorie face parte Concrete House,
un proiect experimental de mic centru de activitati
culturale si ateliere pentru industrii creative din Bucuresti.
Colaborarea dintre arhitectul Bogdan Gyemant-Selin,
proprietar, constructor si producatorul de materiale a
permis inventarea unui beton termoizolant; inovatie intr-un
context care nu prea favorizeaza inovatia.

Activism urban si noi practici colaborative

Explozia acestor initiative nu este deloc specifica
Romaniei, insa aici ele se descurca aproape complet
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Stoicescu & Garcia Architects: Art
Tower, “Make a Point”, Bucharest
Stoicescu & Garcia Architects:
Turnul de Arta, ,Make a Point”,
Bucuresti
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Justin Baroncea et al.: Restoration of the
Draper’s Bastion, Brasov

Justin Baroncea et al.: Restaurarea Bastionului
Postavarilor, Brasov

Photo by Cosmin Dragomir
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Vallum: Lake swimming pool, Sovata

Vallum: Lake swimming pool, Sovata



ADN BA: apartment building,
Dogarilor Street, Bucharest
ADN BA: imobil de locuinte,
Strada Dogarilor, Bucuresti
Photo by Cosmin Dragomir
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to the proposed mining operation.

The Art Tower in Pantelimon is part of
another category, but one just as rich.
Here, the “Make a Point” Association
has had the courage to create an arts
centre on the outskirts of Bucharest, in
the heart of a high-rise housing estate
from the communist period. The most
spectacular part of the project is the
conversion of a disused factory water
tower into an exhibition space. A delicate
spiral staircase transforms the structure
into a belvedere and urban landmark.

Critical regionalism in
Transylvania

The region inside the Carpathian arc
(known outside Romania as Transylvania,
although it includes a number of other
historical regions) has been profoundly
shaped by the cohabitation of multiple
cultures: Romanian, Hungarian and
German. Although the German
population has now dwindled, it had a
strong historical impact, as did other
minorities, religions, languages, dialects
and architectural traditions. Beyond the
clashing nationalist discourses, there is
an awareness of a regional identity, of

Transylvania as a separate cultural space.

In recent years, a number of architectural
projects and offices have attempted to
interpret local tradition in a modern

key. The most substantial movement has
sprung up in the counties of Covasna and
Harghita, where there is a Hungarian
majority, a community with its own very
strong identity and a vernacular tradition
of wooden architecture. The best projects
from the region are those that do not
simply attempt to copy old forms, but
rather seek to continue a philosophy of
building and settlement. The references
are local history, but also contemporary
architecture from Switzerland,
Scandinavia and, closer to home, the
Austrian Voralberg.

History, activism and discreet
innovation

I would like to conclude with an example,
an important one not because it is the
headquarters of the Order of Romanian
Architects, but because it falls within all
the categories mentioned up to now. Our
headquarters is known as the “Mincu
House”, named after major nineteenth-

century Romanian architect Ion Mincu,

fara sprijin public. Raspund unor nevoi foarte diverse —
de la distrugerea patrimoniului la ecologie sau crearea
de cultura contemporang, construirea de spatiu public
s.a.m.d. Lipsa de resurse le obliga la o politica a pasilor
mici, insa actiunile concrete si imediate sunt intotdeauna
gandite pentru a declansa transformari importante.

Din punctul de vedere al profesiei, faptul ca arhitectul
devine colaborator (uneori initiator), partener al comunitatii
si nu doar ofertant de servicii pentru un client reprezinta o
mutatie exceptionala.

Printre proiectele cele mai importante se numara, desigur,
cele de la Rosia Montana. Publicul a aflat despre marsuri
si despre stoparea proiectului minier pe baza de cianuri
ce ameninta o asezare istorica, vestigii romane si un
peisaj exceptional, insa putini cunosc activitatea ARA -
Asociatia ,Arhitectura. Restaurare. Arheologie”. Arhitectii
acesteia, membiri ai altor ONG-uri si diversi voluntari
restaureazd, impreuna cu localnicii, case de patrimoniu
din localitate. Restaurarile sunt gandite nu doar pentru

a salva constructii, ci si pentru a intari sustenabilitatea
comunitatii locale (prin turism, agricultura organica etc.) -
o alternativa viabila la operatia miniera.

Dintr-o cu totul alta, dar foarte bogata categorie face parte
Turnul de Arta din Pantelimon, unde Asociatia ,Make

a Point” a avut curajul de a realiza un centru de arta la
periferie, in inima unui cartier din perioada socialista. Cel
mai spectaculos gest este convertirea turnului de apa al
fabricii (gol pe dinduntru) in spatiu de expunere. O delicata
scara in spirala transforma constructia in belvedere siin
reper urban.
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who lived here and rebuilt the house.

The house was chosen deliberately:
rather than proudly building a new
headquarters, the Order preferred to

set a good example, demonstrating that
it is moral and also perfectly feasible to
save a historic building from real-estate
speculators and to reinvent it. The offices
are in the (new) mansard, while the
whole of the ground floor has been gifted
to the city, as a space for cultural events.
Financing was difficult and was achieved
mainly from the Order’s own funds and
from donations. Dozens of volunteers
worked on the building site: architects,
restorers, students and people from lots
of other professions.

The restoration work, supervised by
Serban Sturdza, is respectful, but also

authentic: the new interventions do

not imitate the old architecture, but
deliberately give away the period in
which they were made. Here and there,
things hidden for a hundred years have
been uncovered and left on view. It is

an old place, but with a new, open and
generous life. The “Mincu House” is
genuinely more than the headquarters of
an institution; it is a good example of the
European spirit.

Regionalism critic in Transilvania

In Transilvania cea profund marcata de convietuirea mai
multor culturi, se manifesta astazi, dincolo de discursurile
nationaliste antagonice, constientizarea unei identitati
regionale, a unui spatiu cultural aparte. in regiune au
aparut, de-a lungul ultimilor ani, mai multe proiecte si
birouri care incearca sa interpreteze in cheie moderna
traditiile locale. Miscarea cea mai consistentd a aparut

in judetele Covasna si Harghita, locuite in majoritate de

o comunitate maghiara cu o identitate proprie foarte
puternica si cu o traditie istorica a arhitecturii vernaculare
din lemn. Cele mai bune proiecte de acolo sunt cele care
nu incearca sa reia pur si simplu forme vechi, ci sa duca
mai departe o filosofie a constructiei si a asezarii in loc.
Referintele sunt istoria locald, precum si arhitectura
contemporana din Elvetia, tarile nordice sau, mai aproape,
Voralbergul austriac.

Istorie, activism si inovatie discreta

Mi-am propus sa inchei tot cu un exemplu. Unul important
nu pentru ca e sediul Ordinului Arhitectilor din Romania, ci
pentru ca se inscrie in cam toate categoriile de pana acum.
Sediul nostru este in special cunoscut drept ,Casa Mincu”,
pentru ca lon Mincu a locuit in ea si a transformat-o.

A fost aleasa in mod deliberat: in loc s&-si construiasca
plin de mandrie un sediu nou, Ordinul a preferat sa dea un
bun exemplul aratand ca e moral, dar si perfect fezabil sa
salvezi o casa pretioasa de la o investitie speculativa si

sa o reinventezi. Birourile se afla in (noua) mansarda, in
timp ce, practic, tot parterul este oferit orasului, ca spatiu
pentru evenimente culturale. Finantarea a fost dificila
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Bogdan Gyemant-Selin: Concrete House, Bucharest
Bogdan Gyemant-Selin: Concrete House, Bucuresti,
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Serban Sturdza & Prodid: “Mincu House", headquarters of the
Order of Romanian Architects

Serban Sturdza & Prodid: ,Casa Mincu”, sediul Ordinului
Arhitectilor din Romania

Photo by Andrei Margulescu




si s-a realizat mai ales din fonduri proprii si din donatii,
iar santierul a beneficiat de ajutorul a zeci de voluntari —
arhitecti, restauratori, studenti si persoane din multe alte
profesii.

Restaurarea condusa de Serban Sturdza respecta

planul si spiritul lucrarii initiale, dar este in acelasi timp
autentica: interventiile noi nu imita arhitectura veche, ci
afirma si perioada in care au fost facute. Pe alocuri, sunt
descoperite si relevate lucruri ascunse si de o suta de
ani. Un loc vechi, insa cu o viatd noud, deschis si generos,
,Casa Mincu" este cu adevarat mai mult decat sediul unei
institutii si, as zice, un bun exemplu de spirit european.
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Borsa, former village, former mining town, now .
emigree and tourism settlement

Borsa, fost sat, fost oras minier, acum asezare

turistica si de emigranti

Photo by Dacian Groza

Boom, Bust, Positive DIY. Architecture in Romania since 2007
Boom, criza, bricolaj pozitiv. Arhitectura in Romania dupa 2007

187




¢‘*¢’¢’¢’¢.i £

([ =
L) _»
C

L
LN ]
L

iﬂwﬂi‘iii'i'.‘.ll

NN W W NN NN
CORC O O 'l
.,llllll.j....)..,.h..r.




Romania and Design =

#RomanianDesign
Romania si designul =
#RomanianDesign

omanian design exists! The
foregoing statement might seem
elf-evident, since design has

existed as part of human history for one
hundred years. But Romania has never
really shown much interest in design
and therefore international interest in
Romanian design has been completely
lacking for a long period of time.

This is why I think it is necessary to
provide interested readers — both
Romanian and foreign — with a wider
context than just the history of the last
ten years, the period the country has
spent within the borders of the European
Union. I think this context will help

to give a better understanding of the
circumstances in which what we now call
contemporary Romanian design came

into being.
Brief history: 1900-1989

By definition, design is associated with
industrial production. I mean product
design, which gave meaning to the
word during the Industrial Revolution,
when craftsmen began working in
manufacturing and when craftsmanship
slowly, but surely turned into design
and production, which is to say, in the
second half of the twentieth century.

At that time, Romania, the same as

RO

Designul roméanesc exista! Aceasta afirmatie pare banala
in contextul in care designul exista in istoria omenirii

deja de 100 de ani, doar ca Roméania nu prea si-a aratat
niciodata interesul pentru design, iar interesul lumii pentru
designul roménesc a lipsit, in consecinta, cu desavarsire,
pentru o lunga perioada de timp.

Acesta este motivul pentru care am considerat necesara
plasarea cititorilor interesati — romani si strdini — intr-un
context mai generos decat istoria stricta a ultimilor 10 ani,
perioada petrecuta in interiorul granitelor Uniunii Europene.
Consider ca acest parcurs va ajuta la o mai buna intelegere
a conditiilor in care a luat nastere ceea ce putem numi
astazi designul romanesc contemporan.

Scurt istoric: 1900-1989

Designul, prin definitie, este asociat productiei industriale.
Ma refer la designul de produs, cel care a dat sens
acestui cuvant in perioada revolutiei industriale, atunci
cand mesterii incepeau sa lucreze in manufacturi, cand
arta mestesugului se transforma — incet, dar sigur —

in proiectare si productie, adica in a doua jumatate a
secolului XX. Atunci, Romania, la fel ca multe alte tari, a
avut momentele ei de dezvoltare industriala. Produsele au
inceput sa fie proiectate de ingineri, care lucrau alaturi de
artisti sau arhitecti pentru a le da o forma mai interesanta.
Dar forma trebuia sa inglobeze atat criterii ingineresti
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many other countries, had its moments
of industrial development. Products
began to be designed by engineers, who
worked alongside artists or architects
to lend them a more interesting shape.
But the shape had to incorporate both
engineering and aesthetic qualities, as
well as being ergonomic, economical
and marketable. This is how designers
emerged as a combination of engineer,
architect and artist. Nowadays we can
distinguish three main areas of design:
product, graphic and interior.

In Romania, designers were officially
recognised in 1969, when Romania’s

first design department opened in

the National University of the Arts in
Bucharest. Its founders, an architect,

two artists and a set designer, chose the
University of the Arts for the department
because they regarded the discipline

as being close to art, a decision that
Romanian design would come to regret

in the following four decades.

In the period from 1969 to 1989, the
communist regime began to make use
of designers, assigning them to the
design departments of factories with
production facilities. In that period, jobs

were centralised and design graduates
were assigned workplaces by the Party,
which was an infringement of individual
freedom, but at the same time a very
good system for monitoring supply

and demand on the labour market. The
number of students admitted annually to
the Design Department could be counted
on the fingers of one hand and so only a
couple of hundred of design professionals
were trained over a twenty-year period

under communism.
After 1989

The year 1990 brought aggressive
political and economic changes to
Romania, changes which, at first,
emboldened Romanian designers, who
believed in freedom and a new start, but
which ultimately closed off opportunities
for Romanian design, due to a lack

of production facilities, which, over

the next fifteen years, were sold off or
became derelict.

Whereas in the past, under the
protection of the communist system,
designers still had opportunities to
introduce new ideas into the production

process or to win international awards

si estetice, cat si criterii de ergonomie, economie si
marketing. Asa au aparut designerii, un amestec intre
ingineri, arhitecti si artisti. in acest moment deosebim
trei mari domenii ale designului: design de produs, design
grafic si design de interior.

in Romania, designerii au aparut oficial in 1969, cand a fost
inaugurata prima Sectie de design din tar, la Universitatea
Nationala de Arte din Bucuresti. Fondatorii ei, un arhitect,
doi artisti si un scenograf, au asociat-o Universitatii de Arte
pentru ca au considerat-o mai apropiata de un demers
artistic, decizie pe care designul romanesc o va regreta in
urmatorii 40 de ani.

In perioada 1969-1989, regimul comunist a inceput sa se
foloseasca de designeri, repartizandu-i in departamentele
de proiectare ale intreprinderilor cu facilitati de productie.
In acea perioada, nevoia locurilor de muncé era
centralizatd, si absolventii de design plecau din facultati cu
un loc de munca asigurat de Partid, lucru care reprezenta
o mare incalcare a libertatii, dar, in acelasi timp, si un
sistem foarte bun de monitorizare a cererii si a ofertei de
pe piata muncii. Studentii admisi anual la Sectia de design
pot fi numarati in aceasta perioada pe degetele de la o
mana, rezultand astfel un o cifra de doar cateva sute de
profesionisti pregatiti in design, in 20 de ani de comunism.

Dupi 1989

Anul 1990 vine in Romania cu schimbari agresive pe
plan politic si economic, schimbari ce, initial, dau curaj
designerilor roméni care cred in libertate si intr-o noua
sansa, dar ajung, de fapt, sa inchida oportunitatile
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with products designed in the factory
design departments, after 1990 the new
administrators lacked a global vision and
thought only of making a quick and easy
profit by selling off factory assets and
cutting jobs.

The 1990s were the most depressing
period for Romanian design, which now
had to turn its eyes to the advertising
agencies that were springing up. Product
design disappeared and along with it

innovative Romanian products.
After 2000

The 2000s were a period of growth and
tumult for designers. Advertising thrived
and at the same time architects came

to be indistinguishable from interior
designers. All of a sudden, the newly
emerging market for office, shop, club
and home interiors provided jobs, or
rather financial opportunities for those
tough enough to take on the Romanian
nouveaux riches. I still remember my first
visit to the Twice nightclub in Bucharest,
with interior designs by Dorin Stefan,
one of Romania’s best-known architects.
Inside the club, I felt as if I were entering
a different world, where design was truly

alive, rather than being just an article

in the magazines I read in university.
Other clubs followed, which came to
win international awards and to be
featured in interior design magazines.
One of them was Embryo, in the same
area as Bucharest’s Palace of Telephones.
Even today, twelve years later, you can
find the interior designs created by
Square One if you search Google images.
For the first time in that period, I felt

as if a Romanian identity was being
rediscovered or reinvented, one that was
perhaps based on past values untainted
by the political and economic context of

the moment.

But design is not art and its association
with art has not been beneficial. Design
did not have time to prosper sufficiently
to have a word to say when it came to
national identity in the 2003-2008
period, the period of economic growth
and the real-estate boom.

In 2009, the real-estate market collapsed
and with it all the interior designer

jobs that had been feeding thousands

of creative minds, who now found
themselves forced to return to branding
and advertising. This is also one of

designului romanesc, in lipsa facilitatilor de productie
care, in decursul urmatorilor 15 ani, sunt distruse, vandute,
parasite.

Daca in trecut, sub protectia sistemului comunist,
designerii mai gaseau ocazia sa introduca idei noi in
procesul de productie sau sa castige premii internationale
cu produsele realizate in cadrul departamentelor de
proiectare din fabricd, dupa 1990, noii administratori nu
au o viziune globala si se gandesc doar la profitul imediat,
obtinut cel mai usor prin vanzarea activelor fabricilor si
reducerea locurilor de munca.

Anii '90 sunt perioada cea mai trista pentru designul
romanesc, care isi indreaptd, deodata, privirea spre

recent aparutele agentii de publicitate. Designul de produs
dispare si, odata cu el, si produsele inovatoare romanesti.

Dupa 2000

Anii 2000 reprezinta o perioada de crestere si agitatie
pentru designeri. Publicitatea prospera si, in acelasi timp,
arhitectii incep sa se confunde cu designerii de interior.
Deodata, nou aparuta piata a amenajarilor de birouri, de
spatii comerciale, de cluburi si de locuinte ofera locuri de
munca... sau, mai bine zis, oportunitati financiare pentru
cei care au tdria sa se confrunte cu clasa romanilor
proaspat imbogatiti. Tin minte si astazi prima mea vizita la
clubul Twice din Bucuresti, amenajat de Dorin Stefan, unul
dintre cei mai cunoscuti arhitecti romani. Intrand in club,
am simtit ca patrund intr-o alta lume, una in care designul
traia cu adevarat, nu era doar o poveste din revistele pe
care le rasfoiam in facultate cu colegii. Au urmat alte
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Lana Chair

Scaunul Lana pentru Photoliu

Designers / Designeri: Alexandru lonitd, Mihnea
Ghildus, Lana Dumitru, Irina Pogonaru

Photo by Dizaindr & Lana Dumitru :I. 9 3
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Romanian designers’ exhibiton at Salone del Mobile
Milano 2016
Produsele designerilor romani la Salonul
International de Mobila de la Milano, editia 2016
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the reasons why the graphic design
departments of the arts universities
grew in importance relative to other
departments, such as interior design and
product design.

The last ten years

The 2000-2010 period has been very
important for Romanian design, paving
the way for the real renascence that came

in 2012.

Romanian designers have begun to

see the wider world; exhibiting online
internationally has become accessible to
them; Facebook has become a channel
for communicating and propagating
ideas and above all designs. Behance
brims with portfolios by Romanians
who have won international graphic
design competitions and freelance sites
are overrun with creators from Romania
who undercut the prices of their western
counterparts by half.

In the run-up to 2012, the Bucharest
Design Center was established,
comprising a legal adviser, a
communicator and a designer, whose aim

was to promote Romanian design and

create opportunities for designers. A year
previously, Designist.ro had appeared, a
blog about design and a natural extension
of the specialist magazines that had lost
their readership and market after the
crash of 2008.

Romanian design re-emerged at the
same time as Internet access became
consolidated. The first step, taken in
2012, was to find people who created
design and bring them together. At the
time, there were around fifty Romanian
designers, all over the country, whose
products could be sold and presented as
design products.

The same year, the Dizainir shop opened,
a place where Romanian product
designers could sell their wares. The

aim of the shop is to create a close and
above all a direct connexion between
design and the consumer market. On the
shop’s launch in 2012, there were around
fifty designers with some one hundred
objects, but today Dizainir features more
than 160 designers with more than 650
products.

This is not an artistic phenomenon, but
rather a service linked to a market, which

cluburi, ce au ajuns sa castige premii internationale sau

sa file mentionate in revistele de design de interior. Unul
dintre aceste locuri a fost clubul Embryo, amplasat undeva
in zona Palatului Telefoanelor din Bucuresti. Amenajarea
celor de la Square One se mai gaseste si astazi in imagini
in cdutarile pe Google, la 12 ani de cand a fost realizata.
Pentru prima oara in aceasta perioada, am simtit ca

se doreste regasirea sau reinventarea unei identitati
romanesti, plecand poate de la niste valori din trecut, unele
neintinate de contextul politic si economic al momentului.

Dar designul nu este art3, iar asocierea cu arta nu i-a fost
benefica. Designul nu a avut timp sa prospere atéat de
mult, incat s& aiba un cuvant de spus in ceea ce priveste
identitatea nationald, in perioada 2003-2008, de crestere
economica si boom imobiliar.

In 2009, piata imobiliara s-a prabusit si, odata cu ea,
toate acele joburi de designer de interior care hraneau
mii de minti creative, ce s-au vazut din nou nevoite sa se
intoarca spre branding si publicitate. Acesta este si unul
dintre motivele pentru care sectiile de design grafic din
universitatile de arte au crescut in importanta fata de
celelalte sectii, cum ar fi designul de interior sau designul
de produs.

Ultimii 10 ani
2000-2010 a fost o perioda foarte importanta pentru
designul romanesc, un interval care a pregatit adevarata

renastere din anul 2012.

Designerii romani au inceput sa vada lumea largj, le-a
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is used only when there is an awareness
of its value and the goal of this new
generation of promoters of Romanian
design, of which I am a part, has become
synchronisation of supply and demand
and creation of a sustainable Romanian
design market, visible both in Romania

and worldwide.

The motto of Dizainir is: “create.
produce. buy” and it refers to the three
main players on the design market: the
creator, who comes up with the idea and
realises the design; the producer, who has
the capacity to produce an object; and the
buyer, who generates the need. Among
these three players there should always

be a close link, a curated connexion and

above all a space where they can meet.

Another highly important moment was
the launch of Romanian Design Week
in the spring of 2013. The Romanian
design community had been thinking
about the project since the 2000s, when
we all enjoyed the opportunity to travel
to Milan to the International Furniture
Salon, where we saw the new designs
launched that year at the best-known
design week. Since 2013 we have had
our own design week, which has begun

to gain international notice and about
which the international design press has
begun to write.

Since 2013, when they first took part in
the Milan Furniture Salon, Romanian
designers have been back a number

of times and have also exhibited once
at the Cologne furniture fair, twice

at Clerkenwell Design Week, twice at
Vienna Design Week, at the Romanian
Cultural Institute in Stockholm, at
Frankfurt Ambiente and numerous
times at the Maison et Objet fair in
Paris. All this has been possible thanks
to the determination of promoters

of Romanian design and also to
programmes funded by the Romanian
State, the Romanian Cultural Institute
and the Export Council, which is made
up of representatives of professional and
business bodies.

Unfortunately, European funds have not
helped Romanian design, despite the
axis to support the creative industries
that was launched at the European

level in 2014. Despite the efforts of
associations supporting the cultural and

creative industries, such as the “Oricum”

Association, discussions on accessing

devenit accesibila expunerea online international3,
Facebook-ul a ajuns un canal de comunicare si
propagare a ideilor, dar mai ales a proiectelor. Behance

e plin de portofoliile romanilor care castiga concursuri
internationale de design grafic, iar site-urile de freelanceri
sunt asaltate de creatori din Romania, care lucreaza la
jumatate din preturile vesticilor.

in pregatirea momentului 2012 s-a infiintat Bucharest
Design Center, o asociatie formata dintr-un jurist, un
comunicator si un designer, care avea ca scop promovarea
designului roméanesc si crearea de oportunitati pentru
designeri. Cu un an inainte aparuse Designist.ro, blogul
care scria despre design, o continuare fireasca a revistelor
de profil care, dupa crash-ul din 2008, si-au pierdut din
public si din piata de desfacere.

Designul romanesc a reaparut odata cu consolidarea
accesului la Internet. Primul pas, in 2012, a fost gasirea
celor care creeaza design si aducerea lor impreuna. La
acel moment existau aproximativ 50 de creatori romani din
toata tara ale caror produse puteau fi vandute si prezentate
ca produse de design.

in acelasi an se deschide magazinul Dizainar, locul unde
creatorii romani de produs isi pot vinde obiectele. Scopul
magazinului este acela de a crea o legatura stransa si,
mai ales, directa intre design si piata de consum. Daca

la lansare, in 2012, exista un numar de aproximativ 50 de
designeri cu aproape 100 de obiecte, astazi magazinul
Dizainar are in portofoliu peste 160 de designeri, cu peste
650 de produse.

Nu este vorba despre un fenomen artistic, ci despre
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The Embryo Club, Bucharest
Clubul Embryo, Bucuresti
Design: Square One

Photo by Nicu llfoveanu
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European funds have never translated
into action. There has never been real
support from state institutions, although
this was to be expected and the red tape
involved in order to access this type of
funding has discouraged many creators,
who are essentially people of action
rather than bureaucrats. This difference
of outlook, as well as the agglomeration
of designers in urban settings that

do not benefit from development
programmes, continue to be weak spots
in the Romanian creative industries and
it is much easier for small- and medium-
sized businesses to access funds when
developing production activities in
peripheral urban and even rural areas,
without their investing in creativity,
unfortunately.

The most prolific means to promote
and sell Romanian design continues
to be the Internet. Free access to sites
that sell design impel designers also
to become makers, in other words,
modern craftsmen who conceptualise
and design and then produce their own
objects. The makers phenomenon is
represented in Romania by a number
of makerspaces all over the country,
creative hubs with the tools to make

prototypes. The best known is Nod
Makerspace, which opened in 2015 in

an old cotton factory in the Timpuri

Noi area of Bucharest. The culture of
makers and collaborative working spaces
is a new phenomenon, especially for
Romania and is a movement based on
collaboration. This is one of the most
difficult skills to acquire in the Romanian
education system, which trained the
majority of the designers and architects
active in Romania today. Fortunately, a
large number of them have also had the
opportunity to study, at least temporarily,
in other countries with different systems,
which has opened up to them a new
approach to their profession.

The culture of handmade product
creation has also arisen from the lack of
any continuity in the handing down of
crafts and has come to prominence in
recent years, even at a global level; there
is an appetite on the part of creative
people to learn how to produce an
object, not just to design it. This appetite
has led to the emergence of numerous
carpenters, leatherworkers and potters
who create individual design objects,
based on the know-how of their crafts.
The year 2017 has been the moment

un serviciu legat de piata, folosit doar atunci cand i se
constientizeaza valorea, iar obiectivul acestei noi generatii
de promotori ai designului roménesc, din care fac parte si
eu, a devenit sincronizarea cererii cu oferta si crearea unei
piete sustenabile de design roméanesc, cu vizibilitate atat in
Romania, cét siin lumea larga.

Mottoul Dizainar este: ,creez. produc. cumpar.” si se
referd la cei trei jucatori importanti de pe piata de

design: creatorul — care are ideea si realiseaza proiectul,
producatorul — care are capacitatea de a produce un
obiect, cumparatorul — care genereazé nevoia. intre acesti
trei jucatori trebuie sa existe mereu o legatura stransa,

o legatura curatoriata si mai ales un loc in care ei se pot
intalni.

Un alt moment foarte important a fost lansarea Romanian
Design Week, in primavara lui 2013. Acest proiect este
unul la care comunitatea de design din Romania se
gandea inca din anii 2000, din vremea cand ne bucuram
cu totii de oportunitatea de a calatori la Milano, la Salonul
International de Mobild, unde vedeam noutatile lansate in
acel an la cea mai cunoscuta saptamana a designului. Din
2013 avem si noi saptaméana noastra a designului, care a
inceput sa fie cunoscuta pe plan international si despre
care se scrie in presa de specialitate din toata lumea.

Din 2013, cand s-a inregistrat prima participare a
designerilor romani la Salonul International de Mobila
de la Milano, designerii romani au fost prezenti deja de
mai multe ori in Italia; o dat3, la targul de mobila de la
Koln; o data, la Clerkenwell Design Week, in Londra; de
doua ori, la Saptamana Designului din Viena, la Institutul
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when craft and design have merged in
the eyes of Romanian product designers.
The theme of 2017’s Romanian Design
Week was exploiting the crafts in

contemporary design.

Romanian design has been constantly
changing in the last five years. An
editor at dezeen magazine has described
Romanian design as “clumsy, simple, but
honest”, and it’s true. We are constantly
searching for national identity both in
design and everyday life.

On the one hand, designers wish to
craft and produce their own products.
On the other hand, there is a need for
involvement at the industrial level in
order to develop the sector. Romania is a
country with a large number of furniture
producers who have the technology and
the know-how to produce, but not to
promote and sell their work. This is one
of the reasons why in the last twenty-
seven years Romania has exported only
products with a very small added value,
produced using cheap labour. But in
2017 the outlook is different: young
people are returning after studying
abroad and know how to collaborate, to
establish work spaces, design studios,

blogs, sales websites; they know how

to communicate with each other, with
the press, with institutions and above

all they want to design and not to be

put off by the unfavourable context. In
2017, the context is one hundred times
more favourable for a young design or
architecture graduate than it was in 2012.
There are jobs in studios and on newly
established blogs; there are competitions

and there is room for innovation.

The next step in industrial development
is design, and the next step in the
development of design is industry.

Cultural Roman din Stockholm, la Ambiente Frankfurt si de
mai multe ori la targul Maison et Objet din Paris. Aceste
prezente sunt posibile datorita determinarii promotorilor
fenomenului, dar si cu ajutorul unor programe de sustinere
finantate de statul roman, de Institutul Cultural Romén

ori de Consiliul de Export, format din reprezentanti ai
structurilor profesionale si patronale cu activitate in
domeniul exportului.

Din pacate, fondurile europene nu au ajutat designul
romanesc, in ciuda axei de sustinere a industriilor creative
lansate la nivel european in 2014. Chiar si cu insistentele
unor asociatii ce sprijina industriile culturale si creative,
precum Asociatia ,Oricum”, discutiile despre accesarea
fondurilor europene au ramas mereu doar la stadiul de
plan. Nu a existat niciodata sustinere reala din zona
institutionald, insa nici nu era de asteptat, iar birocratia
necesara accesarii acestor tipuri de finantari i-a demotivat
pe cei mai multi creatori, care sunt in esenta oameni de
actiune, nu birocrati. Aceasta diferenta de perspectiva,
dar si aglomerarea designerilor in mediile urbane, ce nu
beneficiaza de programe de dezvoltare, sunt in continuare
puncte slabe in zona industriilor creative din Romania, iar
finantarile sunt accesate cu mult mai multa usurinta de
IMM-uri care isi dezvolta activitatile de productie in zone
periurbane sau chiar rurale, fara a investi, din pacate, siin
creativitate.

Cel mai prolific mijloc de promovare si vanzare a
designului romanesc este in continuare Internetul. Accesul
liber la site-urile care vand design ii impulsioneaza pe
designeri sa devina si makeri, adica un fel de mestesugari
moderni ce proiecteaza si conceptulizeaza, iar mai apoi isi
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Dizainar and Ubikubi at imm Cologne, The
International Interiors Show 2017

Standurile Dizainar si Ubikubi la imm Cologne
2017
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Low-Poly Table
Masa Low-Poly
Bucin Mob Design Collection

Designers / Designeri:
Mihnea Ghildus, Raul Cadar

Photo by Andrei Nagy

Low-Poly Cupboard
Comoda Low-Poly
Designers / Designeri:
Mihnea Ghildus, Raul Cadar

Manufacturer / Producétor:
Bucin Mob

Photo by Andrei Nagy



produc obiectele. Fenomenul makerilor este reprezentat
in Romania de mai multe makerspace-uri din toata tara,
un fel de hub-uri creative cu unelte de prototipare. Cel
mai cunoscut este Nod Makerspace, deschis in 2015

in halele fostei fabrici Industria Bumbacului din zona
Timpuri Noi a Bucurestiului. Cultura makerilor si a spatiilor
de lucru colaborative este un fenomen nou, mai ales
pentru Romania, o miscare ce se bazeaza pe colaborare.
Colaborarea este una dintre abilitatile cel mai greu de
dobéandit in sistemul de invataméant romanesc, acela care
i-a format pe cei mai multi dintre designerii si arhitectii
activi astazi in Romania. Din fericire, foarte multi dintre ei

au avut ocazia de a studia, macar temporar, in alte sisteme

de invatamant, lucru care le-a deschis perspectiva spre o
noua abordare a meseriei.

Cultura creatiei de produs cu mainile proprii vine si din
lipsa unei continuitati in transmiterea mestesugurilor si
se remarca de cativa ani, chiar la nivel global, un apetit al
creativilor de a invata cum se produce un obiect, nu doar
cum se deseneaza. Acest apetit a dus la aparitia multor
tamplari, pielari si ceramisti care creeaza obiecte cu un
design aparte, un design propriu, bazat pe know-how-ul
meseriei. Anul 2017 este momentul in care mestesugul
si designul se contopesc in ochii creatorilor de produs in
Romania. Chiar tema Romanian Design Week din 2017 a
fost exploatarea mestesugurilor in designul contemporan.

Designul roméanesc a fost intr-o continua schimbare in
ultimii cinci ani. Un editor al revistei dezeen |-a descris ca
fiind ,clumsy, simple, but honest”, si chiar asa este. Suntem

intr-o continua cautare a identitatii nationale atat in design,

céat siin viata de zi cu zi.

Pe de o parte, designerii doresc sa mestereasca si sa

isi construiasca singuri produsele; pe de alta parte, este
nevoie de o implicare la nivel industrial pentru ca domeniul
s& se dezvolte. Romania este o tard cu foarte multi
producatori de mobila care detin tehnologia si know-how-ul
pentru a produce, dar nu si pentru a promova si a-si vinde
propriile creatii. Acesta este unul dintre motivele pentru
care Romania a exportat in ultimii 27 de ani doar produse
cu valoare addugata foarte mic4, realizate cu o forta de
munca ieftina. Dar 2017 proiecteaza deja alta imagine,
una in care tinerii plecati la studii in afara tarii se intorc si
stiu sa colaboreze, infiinteaza spatii de lucru, ateliere de
design, bloguri, site-uri de vanzare a produselor, stiu sa
comunice unii cu altii, cu presa, cu institutiile si mai ales
vor sa faca design si nu se lasa dezarmati de contextul
nefavorabil. Deja anul 2017 prezinta un context de 100

de ori mai favorabil pentru un tanar absolvent de design
sau arhitectura decat prezenta anul 2012. Exista joburi in
aceste ateliere si bloguri nou-fondate, exista concursuri si
exista loc pentru inovatie.

Urmatorul pas in dezvoltarea industriala este designul, iar
urmatorul pas in dezvoltarea designului este industria.
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Literature and the Absurd of

Romanian Everyday Life
Literatura si absurdul cotidianului

romanesc

o longer being a propaganda

tool, after 1990 Romanian

literature was obliged to
redefine its status in society. The ideology
of “the autonomy of the aesthetic”,
cultivated as a way of defying totalitarian
censorship, became an anachronism.
The need for truth, reality and ethical
debate powerfully commanded the
Romanian authors’ attention following
four decades during which such themes
had been transformed into literary
techniques. To the crisis of social status
was added an unprecedented creative
impasse: despite the illusions held by
writers, who believed that censorship
was the only obstacle in the path of their

works becoming masterpieces, major
books were late in appearing. In the first
phase, “the freedom to shout at the top
of your lungs and write with your whole
vocabulary” (Ion Pop) had an inhibiting
effect on the literary imagination, inured
as it was to crafting elaborate techniques
to subvert the communist regime. What
also undoubtedly contributed to the
weakening of Romanian literature as

an institution was the economic morass
of the post-Revolution years: literary
magazines disappeared or entered a
hiatus; publishers could not afford to buy
paper or pay printing costs. Moreover,
the privatisation of the publishing
market and the first symptoms of

RO

Nemaifiind un instrument de propaganda, literatura
romana e nevoita, imediat dupa 1990, sa-si redefineasca
statutul in societate. Ideologia ,autonomiei esteticului”,
cultivata din ratiunile confruntarii cu cenzura totalitarista,
devine anacronica. Nevoia de adevar, de realitate si de
dezbatere etica acapareaza intregul interes al autorilor
romani, dupa patru decenii in care aceste teme se
transformasera in tehnici literare. Crizei de statut social i
se alatura un impas creator fara precedent: in ciuda iluziilor
scriitorilor, care crezusera ca singurul impediment intre
opera lor si capodopera e cenzura, marile carti intarzie sa
apara. ,Libertatea de a striga cu toata gura si a scrie cu
tot vocabularul” (lon Pop) are, intr-o prima etap3, un efect
inhibant asupra imaginarului literar, deprins sa elaboreze
tehnici complexe de subversivitate la adresa regimului
comunist. La slabirea literaturii romane ca institutie a
contribuit, farad indoiald, si marasmul economic din primii
ani postrevolutionari: din cauza lui, reviste literare dispar
sau isi intrerup activitatea, editurile nu pot face fata
pretului hartiei si al tiparului. De altfel, privatizarea pietei
cartii si primele simptome ale globalizarii fac ca scriitorul
roman sa intre in concurenta cu creatori din alte culturi, cu
corolarul imediat ca literatura romana nu mai constituie un
teritoriu autonom si privilegiat.

Triplul blocaj — social-politic, economic si creator — a lasat,
pentru un deceniu, impresia ca literatura se afla intr-o criza
comparabila cu cea experimentata in anii de instaurare a
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I feel like I'm going insane, Romania.
I'm starting to lose control

amid the world of the inward and the outward.

If I'd had food to put in my mouth,
Id have been a poet of the inward.

Simt c& innebunesc, Romania.
Incep sé pierd controlul
intre lumea interioritatii si exterior.
Daca as fi avut ce méanca,
as fi fost un poet al interiorului.

Un manifest fracturist (A fracturist manifesto)
Marius lanus
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globalisation meant that Romanian
writers now competed with writers
from other cultures, with the immediate
corollary effect that Romanian literature
was no longer an autonomous and

privileged territory.

For a decade, this triple deadlock —
socio-political, economic, creative —

left the impression that literature was
undergoing a crisis comparable with

the one it suffered in the early years

of the communist regime. This is why
the generation of writers that emerged
around the year 2000 has been called a
“long-awaited generation”, capable not
only of altering literary form, as had
been the case with previous generations,
but also of reviving the very institution
of literature itself. “Psychologically
speaking, after 1990 there was a general
impatience for a new generation to
emerge” (Al Cistelecan). Despite nuances
relating to the uniqueness of individual
writers, the literature of the last ten years
cannot be viewed as an autonomous
territory, since it is nourished by the
innovative vision and language of the so-
called two-thousandist generation. And
so, any statement about recent literature

inevitably needs to be placed in a wider

context.
The revival of political poetry

Regarded by many critics as a discourse
on the brink of extinction in the age of
consumerism, poetry has nonetheless
reflected the ethos of the young literature
the most faithfully. It has been poets

who have been the most vociferous in
marking the differences between the new
and the previous generation and they
have drawn up a considerable number

of manifestos. The project for a new
literary generation came into being at the
Eurydice Cenacle in Bucharest, run by
Marin Mincu, but the first inklings of the
new literary sensibility can be glimpsed
in the Fracturist Manifesto written by
Marius Ianus and Dumitru Crudu.
Published in its initial version in 1998,
the text heralded, with the vehemence
characteristic of avant-garde discourse
(“Fracturism will not kill anybody unless
necessary”), the break with anything

to do with the establishment: if at the
political level the “fracturists” declared
themselves to be anarchists, from the
literary standpoint their polemic with
postmodernism, an umbrella concept
that legitimised the literature of the

regimului comunist. De aceea s-a si vorbit despre generatia
de scriitori aparuta in jurul anilor 2000 ca despre ,0
generatie asteptata”, capabilda nu doar sa modifice formula
literara, asa cum se intdmplase cu generatiile anterioare,
ci sé resusciteze insasi institutia literaturii. ,Psihologic
vorbind, a existat, indata dupa 1990, o nerabdare generala
pentru ivirea unei noi generatii” (Al. Cistelecan). In ciuda
unor nuantari ce tin de individualitatea fiecarui scriitor,
literatura din ultimii zece ani nu poate fi privita ca un
teritoriu autonom, fiind alimentata de inovatiile de viziune
si de limbaj ale generatiei asa-zis douamiiste. Astfel incat
orice precizari despre literatura recenta necesita, inevitabil,
contextualizari mai ample.

Revival-ul poeziei politice

Considerata de multi comentatori a fi un discurs pe

cale de disparitie in epoca societatii de consum, poezia

a reflectat totusi cel mai fidel ethos-ul literaturii tinere.
Poetii au fost, de altfel, cei mai virulenti in marcarea
diferentelor fata de generatiile anterioare, prin elaborarea
unui numar considerabil de manifeste. Proiectul unei noi
generatii a luat nastere in cadrul Cenaclului ,Euridice” de
la Bucuresti (condus de Marin Mincu), insa primele semne
ale noii sensibilitati literare se intrevad din Manifestul
fracturist al lui Marius lanus si Dumitru Crudu. Publicat

in prima versiune in 1998, textul anunta, cu o vehementa
specifica discursului avangardist (,Fracturismul nu va
omori pe nimeni daca nu e necesar”), ruptura fata de tot ce
inseamna establishment: daca la nivel politic ,fracturistii”
se declara anarhisti, din unghi literar e evidenta polemica
la adresa postmodernismului, concept-umbrela care
legitima literatura anilor '80-'90. in locul unei literaturi
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1980s and '90s, was obvious. Rather than
a refined, literary literature that took
intertextual techniques to excess, the

“fracturists” put forward a programme of

radical authenticity, which ruled out any
form of cultural mediation. Fracturism
was “the movement of those who live the

way they write”.

Although the radicalism of the fracturist
manifesto was not shared by every writer
of the new generation, reserve toward
literature as an artefact as opposed to the
raw reality and full-frontal confession
has been one of the mainsprings of
recent literature. Poets’ source of
inspiration is no longer literature pure
and simple, but mass culture or “the
culture of immediate contingency, of
consumables: television, music, clubs,
student halls of residence” (Mihai
Ioviinel). When literary references are
nonetheless brought into play, they
derive from international rather than
local culture, an immediate consequence
of the avalanche of translations since
1990. Foreign models come from the
protest poetry of Vladimir Mayakovsky
and the political, countercultural poets
of the San Francisco School. Marius
Ianug’s poem “Romania” (2000) is an

adaptation of Allen Ginsberg’s “America”

to a Romanian context. Viewed as a
whole, poetry since 2000 stages the
most radical exploration of the real to
be found in all Romanian literature. It
is a riposte both to the “pure poetry”
practised by the writers of the 1960s
and to the biographical, but politically
innocent, poetics of the postmodernists.
The first generation of writers to make
their debut after the Revolution, the
“two-thousandists” or “against-the-
grain generation” (Stefania Mincu)
took full advantage of the falling away
of linguistic taboos, after a long period
of censorship and self-censorship. This
explains the excess of sexuality, cruelty
and the colloquial, part of an attempt
to transform poetry into a consumer
object adapted to the free circulation of
ideas. Razvan Tupa opened up poetry to
multimedia performance, while Adrian

Urmanov theorised the utilitarian poem.

Of all the literary genres practised since
the Revolution, poetry has been the
most sensitive barometer of Romania’s
transition period. All the drawbacks of
the period, repressed in the first decade
after the Revolution, accumulated

and burst out in the poetry written

rafinate si livresti, care facea exces de tehnici intertextuale,
Jfracturistii” propun un program radical autenticist, care sa
excluda orice forma de mediere culturala. Fracturismul e
,curentul celor care exista asa cum scriu”.

Desi radicalismul manifestului fracturist n-a fost
impartasit de toti scriitorii noii generatii, reticenta fata

de literatura ca artefact in favoarea realitatii brute si a
confesiunii frontale e una dintre ideile-forta ale literaturii
recente. Sursa de inspiratie a poetilor n-o mai reprezinta
literatura pur si simplu, ci cultura de masa sau ,cultura
contingentei imediate, a consumabilelor: TV, muzic3,
cluburi, cdmine studentesti” (Mihai lovanel). Cand sunt
puse in joc totusi referinte literare, ele apartin mai degraba
culturii internationale decét celei autohtone, consecinta
imediata a avalansei de traduceri de dupa 1990. Modelele
indepartate provin din lirica protestatara a lui Vladimir
Maiakovski si din poezia politica — cu multe accente
subculturale — a Scolii de la San Francisco. Poemul
,Romania” (2000) al lui Marius lanus este o adaptare la
context romanesc a ,Americii” lui Allen Ginsberg. Privita
in ansamblu, poezia de dupa 2000 pune in scena cea mai
radicala explorare a realului din intreaga literatura romana.
Ea reprezinta o replica atat la ,poezia purd” practicata

de scriitorii saizecisti, cat si la poetica biografista — dar
inocenta politic — a postmodernilor. Ca prima promotie
de scriitori care debuteaza dupa Revolutie, ,douamiistii”
sau ,generatia in raspar” (Stefania Mincu) profita din plin
de detabuizarea limbajului, dupa o perioada indelungata
de cenzura si autocenzura. Asa se explica excesul de
sexualitate, de cruzime si de colocvialism, in incercarea
de a transforma poezia in obiect de consum, adaptat
circuitului liber al ideilor. Razvan Tupa deschide poezia
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around the year 2000. Its originality

is to be found in its insistence on the
fact that social squalor, the hypocrisy
of consumerism, pennilessness and the
lack of any prospect of a decent life are
not just themes with a civic charge, but
traumas that affect the intimacy of the
individual. For this reason, the distance
between the politically accented poetry
of Marius Ianus, Dan Sociu, Ruxandra
Novac and Elena Vlidireanu and the
visionary, interiorising poetry of Stefan
Manasia, Radu Vancu, Dan Coman,
Claudiu Komartin and Teodor Dunid

is smaller than it seems at first sight.
Between the “minimalist-miserabilist”
pole, focused on recording everyday
traumas and the “expressionist” pole,
concerned with inner “fractures”, the
sensibility of the present-day poet
takes coherent shape: the sensibility of
a character assailed by social evils and
who in his turn assails them, through a
boomerang effect. The violent imagery
of the two-thousandists, which is often
condemned by traditional critics,
springs from a primal instinct for self-
defence and from reactive exasperation.
Hence the paradoxical conjunction

of aggression and masochism, of

community protest and self-flagellation.

Between fiction of the self and
fiction of recent memory

In the first decade after the Revolution,
the memoir genre replaced fiction due
to a “dearth of biographies” (Dan C.
Mihdilescu). Although good novels
were not entirely lacking in the 1990s,
it was not until around the year 2000
that it was possible to speak of a
revival of the genre. Writers such as
Alexandru Vakulovski, Adrian Schiop,
Ionut Chiva and Ioana Baetica wagered
on autofiction, which was already
established in the French-speaking
world thanks to authors such as Serge
Doubrovsky, Annie Ernaux and Philippe
Vilain. Unlike the old autobiographical
genre, which aestheticises memory,
autofiction is a spontaneous, anti-
aesthetic transcription, aimed at
exhibiting the intimate — what Vincent
Colonna has called “extimacy”. The
Romanian autofictions that provoked
the most debate in this respect were
Luminita, Mon Amour by Cezar
Paul-Bidescu (2006), a painstaking
transcription of a troubled relationship
and The Soldiers by Adrian Schiop (2013),
a confession of a gay relationship in a
Bucharest ghetto.

spre performance-ul mediatic, in timp ce Adrian Urmanov
teoretizeaza poemul utilitarist.

Dintre toate genurile literare practicate dupa Revolutie,
poezia e cel mai sensibil barometru al tranzitiei roméanesti.
Toate neajunsurile acestei perioade, refulate in primul
deceniu de dupa Revolutie, se acumuleaza si ies la iveala
in poezia din jurul anului 2000. Originalitatea ei e de regasit
in insistenta asupra faptului ca mizeria socialg, ipocrizia
consumerismului, lipsa banilor si a perspectivei unei vieti
decente nu sunt doar teme cu incarcatura civica, ci traume
care ataca intimitatea. De aceea, e mai mica decét ar
parea la prima vedere distanta de la poezia cotidiana, cu
accente politice, din cértile lui Marius lanus, Dan Sociu,
Ruxandra Novac sau Elena Vladareanu pana la formula
vizionara si interiorizata a lui Stefan Manasia, Radu Vancu,
Dan Coman, Claudiu Komartin sau Teodor Duna. intre
polul ,minimalist-mizerabilist”, indreptat spre inregistrarea
traumelor cotidiene, si cel ,expresionist”, aplecat

asupra ,fracturilor” interioare, se construieste coerent
sensibilitatea specifica poetului actual: o sensibilitate

de personaj hartuit de Raul social — si care hartuieste

la randul lui, printr-un efect de bumerang. Violenta de
imaginar a douamiistilor, adesea acuzata de criticii
traditionali, se naste dintr-un instinct primar de aparare

si din exasperare reactiva. De aici, alaturarea paradoxala
dintre agresivitate si masochism, dintre protestul
comunitar si autoflagelare.

intre autofictiune si fictiunea memoriei recente

in prima decad& de dup& Revolutie, genurile memorialisticii
iau locul fictiunii din cauza ,foamei de biografii” (Dan
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In parallel with the practice of
autofiction it is also possible to speak
of fiction proper making a comeback.
After the need for truth or confessional
memoirs reached saturation point, the
literature of the imagination once more
began to take on importance. Unlike
contemporary poets, who favour the
irrational scream of protest against a
chaotic reality, contemporary prose
writers see themselves as “artists of
recent memory” (Sanda Cordos),
concerned with the metamorphoses
undergone by Romanian society in

its transition from totalitarianism to
freedom. Novels such as Good Night,
Children! (2010) and Disco Titanic (2016)
by Radu Pavel Gheo, I'm an Old Commie!
(2007) by Dan Lungu, The Bdiut Alley
Lads (2006) by Filip and Matei Florian
and Matei the Brown (2011) by Lucian
Dan Teodorovici tackle the theme of
the interstice between two worlds, be it
communism versus post-communism or
the Romanian reality versus the longed-
for West. “Nostalgia” for everyday

life under communism, the mirage of
emigration and life in a better world and
the possibility of discovering the truth
after a long period of lies were pressing
problems for the prose of the 2000s,

explored within styles that range from
the humorous to the tragic, taking in all
the stages between the two.

Whether we are talking about the

short story or the novel, the prose of

the 2000s wagers on highly detailed
realism, but is sensitive to the paradoxes
of a society in transition. Many of the
scenes in the prose of Dan Lungu, Rizvan
Rédulescu, Radu Pavel Gheo, Lucian
Dan Teodorovici and Florin Lazarescu
complement the imagery of the films

of the New Wave in cinema, illustrated
by directors Cristi Puiu, Corneliu
Porumboiu and Cristian Mungiu. In the
two media of expression can be found
the same lowly characters, the same
burlesque humour, the same cynical
approach to reality, devoid of any urge
toward (self-)illusion. The overwhelming
wager on the real does not derive from

a rejection of symbolism, but from a
conviction that the burlesque and the
absurd are to be found in contemporary
everyday Romanian life. The novels Little
Fingers (2005) by Filip Florian and The
Children’s Crusade (2005) by Florina

Ilis, which garnered superlative praise
from the critics, are proof that, once
transposed into fiction, the reality of

C. Mihailescu). Desi romanele de calitate din anii ‘90

nu lipsesc cu desavarsire, abia in jurul anilor 2000 se
poate vorbi despre resuscitarea genului. Scriitori precum
Alexandru Vakulovski, Adrian Schiop, lonut Chiva sau
loana Baetica pariaza pe formula autofictiunii, consacrata
deja in spatiul francez prin scriitura lui Serge Doubrovsky,
Annie Ernaux sau Philippe Vilain. Spre deosebire de
vechiul gen autobiografic, care practica estetizarea
memoriei, autofictiunea reprezinta o transcriere spontana
si anticalofila, indreptata spre exhibarea elementului

intim — simptom numit de Vincent Colonna ,extimitate”.
Autofictiunile romanesti care au starnit cele mai multe
dezbateri in acest sens sunt Luminita, mon amour de Cezar
Paul-Badescu (2006), transcriere la firul ierbii a unei drame
intime, si Soldatii lui Adrian Schiop (2013), confesiune cu
privire la o relatie gay dintr-un ghetou al Bucurestiului.

In paralel cu practica autofictiunii se poate vorbi de un
reviriment al fictiunii propriu-zise. Odata ce nevoia de
adevar sau de confesiune memorialistica a ajuns la
saturatie, literatura de imaginatie incepe sa capete din
nou pregnanta. Spre deosebire de poeti, care prefera
strigatul irational de protest la adresa unei realitati
haotice, prozatorii contemporani se recomanda drept
Lartisti ai memoriei recente” (Sanda Cordos), preocupati
de metamorfozele suferite de societatea romaneasca

la trecerea dinspre un sistem totalitar catre unul liber.
Romane precum Noapte bund, copii! (2010) sau Disco
Titanic (2016) de Radu Pavel Gheo, Sunt o baba comunista!
(2007) de Dan Lungu, Béiuteii (2006) de Filip si Matei
Florian sau Matei Brunul (2011) de Lucian Dan Teodorovici
abordeaza tema interstitiului dintre doua lumi, fie ca e
vorba de comunism versus postcomunism sau realitatea
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every year, you pass another sun. you don't feel
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the Romanian transition is capable of
incorporating even the most fantastical
stories. The everyday absurd is the major
theme of the prose of the 2000s.

Not only their stylistic and thematic
diversity, but also the excesses of the
generation of contemporary writers are
part of a celebration of free speech and
the disintegration of ideologies, such

as have never been experienced before
in Romanian literature to a comparable

degree.

romaneasca versus Occidentul mult dorit. ,Nostalgia”
fata de cotidianul comunist, mirajul emigratiei si al traiului
intr-o lume mai buna, posibilitatea aflarii adevarului dupa
o perioada indelungata de mistificare generala sunt
problematici acute ale prozei anilor 2000, tratate intr-o
gama stilistica ce parcurge toate etapele intermediare
dintre umoristic si tragic.

Fie ca e vorba de genul scurt sau de roman, proza anilor
2000 mizeaza pe o formula realista, foarte atenta la detalii,
insa sensibila la paradoxurile societatii de tranzitie. Multe
dintre scenele prozei lui Dan Lungu, Razvan Radulescu,
Radu Pavel Gheo, Lucian Dan Teodorovici sau Florin
Lazarescu sunt coextensive imaginarului din filmele
Noului Val cinematografic, ilustrat de Cristi Puiu, Corneliu
Porumboiu sau Cristian Mungiu. Sunt de regasit, in cele
doua mijloace de expresie, aceeasi umanitate marunta,
acelasi umor burlesc, aceeasi asumare cinica, lipsita de
impulsuri (auto)iluzionante, a realitatii. Pariul total pe real
nu provine, insa, din respingerea formulelor simbolice, ci
din convingerea ca burlescul sau absurdul sunt de regasit
in cotidianul romanesc contemporan. Romanele Degete
mici (2005) de Filip Florian sau Cruciada copiilor (2005) de
Florina llis, apreciate la superlativ de critica, sunt probe ca,
transpusa in fictiune, realitatea tranzitiei romanesti e gata
sda inglobeze cele mai fantastice scenarii. Absurdul de zi
Cu zi e marea tema a prozei anilor 2000.

Atat diversitatea stilistica si tematica, cat si excesele
generatiei de scriitori contemporani fac parte din
celebrarea libertatii de expresie si a fragmentarii
ideologiilor, niciodata experimentate la 0 asemenea
amploare in literatura romana. ‘
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At home, on the road

Acasa, pe drum

ince EU integration, the Romanian
press has undergone a financial
crisis that has shaken it so violently
that it has been forced to reshape
itself. The moguls’ media empires have
collapsed, many magazines have folded
and journalists have either lost their
jobs or not been paid, suffocating on the
repayments of the loans they took out
when the future of the media industry
still looked glossy.

When the crisis struck I was working at

Marie Claire, where I had got a job at the
age of twenty-four, dreaming of writing
about the problems of contemporary

Romania and having a month in which

to do research from one issue to the next.
For the most part, I was able to write
about the subjects that seemed important
to me and, compared with other people
in journalism, things were going well

for me. But I was soon to discover that
advertisers didn't like articles about
gypsies, that women didn’t want to read
about depressing subjects and that the
issues in which I wrote about domestic
violence, beggars or human trafficking
sold the fewest copies. I was to discover
that what sold a magazine wasn't the
content, that it didn’t matter how much I
had worked on an investigative article or
how hard it had been to persuade people
to grant me an interview. What mattered

RO

De la integrarea in UE si pana azi, presa roméaneasca

a trecut printr-o criza financiara care a zgaltait-o atat

de puternic, incat a fost obligata sa se reconfigureze.
Imperiile media ale mogulilor s-au prabusit, multe reviste
au disparut, jurnalistii au ramas fara locuri de munca sau
nu si-au mai primit salariile si au fost sufocati de ratele
bancare pe care le-au facut pe vremea in care industria
media promitea sa fie glossy.

Pe mine, criza si post-criza m-au prins la revista Marie
Claire, unde m-am angajat la 24 de ani, visand ca o sa

scriu despre problemele Roméaniei contemporane si ca o
sa am o luna de documentare de la un numér la altul. in
mare parte, am reusit sa scriu despre subiectele care mi se
pareau importante si, in comparatie cu alti colegi din pres3,
imi era bine. Dar aveam sa aflu curand ca publicitarilor nu
le plac articolele cu romi, ca femeile nu vor sa citeasca
despre subiecte triste, ca numerele in care scriam despre
violenta domestica, cersetorie sau trafic de persoane se
vindeau cel mai putin. Aveam sa aflu ca ceea ce vinde

o revista nu este continutul, ca nu conteaza cat de mult

am lucrat la un reportaj sau cat de greu i-am convins pe
oameni sa-mi acorde un interviu. Ceea ce conteaza sunt
inserturile, adica acele creme, rujuri, gentute care se dau
cadou impreuna cu revista. Mai aveam sa aflu si cg, intr-o
redactie, oamenii de la vanzari sunt superiori jurnalistilor,
ca doar ei aduc publicitatea si tin revista pe linia de plutire.
De multe ori, o bucata din reportajul meu zbura atunci cand
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were the inserts, which is to say, the free
creams and lipsticks and purses provided
with copies of the magazine. I was also to
find out that in the editorial offices, the
sales people outranked the journalists and
that, they alone brought in advertising
and kept the magazine afloat. More often
than not, sections of my articles would be
cut to make way for an additional page of
advertising.

My mood was a mixture of frustration
and numbness; I would have liked to
work only on subjects I liked, but at the
same time I was afraid of not being able
to make a living. I applied for a number
of scholarships and, at the beginning

of 2013, I was awarded the Balkan
Fellowship for Journalistic Excellence.
The whole year, I worked on an extensive
investigative report about corruption

in the Romanian health service and I
travelled around the country, visiting
hospitals in the provinces and also

went to Germany, where I interviewed
Romanian doctors who had emigrated.
For these trips and a week’s training in
Vienna, I took a holiday from work. By
the end of the year, when I completed my
investigative report, I had used up all my
holidays.

I travelled around southern Romania
with my partner, photographer Cosmin
Bumbut. We had just bought a second-
hand caravan, which we wanted to use
for fieldwork and holidays and so we had
an opportunity to test it. We camped

in Slatina, Bals and Corabia, where we
looked for quiet streets where we could
spend the night. I met with doctors and
took interviews and Cosmin walked
around the town taking photographs.

In the evening, we went back to the
caravan, let down the blinds and made
supper. I cooked pasta while nearby
Smiley and Andra performed in a shiny
concert organised by Slatina city hall.
Cosmin took photographs of the rainbow
fountain and artificial mist from the
concert before returning for supper. The
caravan helped us to reduce our expenses
while I was working on the investigative
report and was perfect for fieldwork.

And so, when Cosmin and I were
awarded a joint journalism scholarship
by the Carter Center in the United
States, we straightaway took the decision
to move into the caravan permanently.
We were to travel around the whole
country working on a multimedia project
about Romanians who brought up their

aparea o pagina de publicitate in plus.

Eram intr-o stare amestecata de frustrare si amorteald; as
fi vrut sa lucrez doar la subiectele care-mi placeau, dar, in
acelasi timp, imi era teama ca nu o sa am din ce trai. Am
aplicat la cateva burse si, la inceputul lui 2013, am castigat
Balkan Fellowship for Journalistic Excellence. Tot anul am
lucrat la o investigatie ampl& despre coruptia din sistemul
de sanatate roméanesc si am calatorit mult prin tara, unde
am vizitat spitale de provincie, si in Germania, unde am
intervievat doctorii plecati din Roménia. Pentru toate
aceste calatorii, plus o saptamana de training la Viena,
mi-am luat concediu. Pana la sfarsitul anului, cand s-a
incheiat investigatia mea, mi se terminasera toate zilele
de concediu.

Am calatorit prin sudul Romaniei impreuna cu

partenerul meu, fotograful Cosmin Bumbut. Tocmai ne
cumparaseram o autorulota second-hand pe care voiam
s-o folosim la munca de teren si in vacante, asa ca acum
aveam prilejul s-o incercam. Am campat in Slatina, Bals

si in Corabia, unde am cautat strazi linistite ca sa putem
dormi. Eu ma intdlneam cu doctorii si luam interviuri, iar
Cosmin se plimba prin oras si facea fotografii. Seara,
intram in masing, trageam jaluzelele si pregateam cina.
Am gétit paste in timp ce langa noi cantau Smiley si
Andra, un concert sclipicios organizat de primarul Slatinei.
Cosmin a facut fotografii cu fantana arteziana-curcubeu
si cu ceata artificiala de la concert, apoi a venit la masa.
Autorulota ne-a ajutat sa reducem cheltuielile cat timp am
lucrat la investigatie si a fost perfecta pentru munca de
teren.



Landscape contemplated from our
Teleleu dining room in Paltinis
Priveliste din sufrageria Teleleu la
Paltinis
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children using corporal punishment.

We decided to go to out-of-the-way,
traditionalist places, integrate with the
locals and find out what kind of relations
existed between parents and children
and how Romanians viewed bringing up
children.

My last day at work was on 15 November
2013 and on 17 November we set out
on the road. We didn’t have very much
money: the Carter scholarship was

five thousand Euros and we had a few
thousand Euros that would allow us to
live in the caravan for a year, provided
that we gave up the one-room flat we
rented in Bucharest. From the very
beginning we decided not to agree to
any form of advertising on our website,
Teleleu.eu and so henceforward we
were to rely on grants, scholarships and
postcard subscriptions.

In the meantime, a number of
independent journalism projects had
sprung up in Romania, which gave us
encouragement: “Decit o Revistd”, “Casa
Jurnalistului”, “Dela0”, “RISE Project”,
run by journalists and photographers
passionate about their profession and
reckless enough not to think about

making enough money to live on or who

would pay their medical insurance and
pensions. My generation gave me the
courage to give up a decent job and move
into a caravan so that I would be able

to work only on the projects I believe

in. At the same time as the independent
journalism platforms, scholarships

also appeared in Romania: firstly the
Association for Community Relations
scholarship, then the Superscrieri
Scholarships and then scholarships
provided by NGO's. Such scholarships
helped us to work on long-tem materials,
for which we would otherwise not have
had the resources to do the research.

It has been three and a half years since
Cosmin and I have woken up in city
centres, next to parks, on the seashore,

in front of a prison, or in people’s yards.
Sometimes we forget what town we are
in, where we were yesterday, what day

of the week it is and whether the door

to the caravan is next to the pavement or
the road. Sometimes we are so groggy in
the morning that we don’t know where
we are. The smell of coffee and fried

eggs wafts from our caravan and curious
passers-by turn their heads. We often ask
each other: “Do you think we’re normal?”

We’ve seen so many towns and so many

Asa ca, atunci cand eu si Cosmin am castigat impreuna o
bursa de jurnalism oferita de Centrul Carter din SUA, am
luat imediat decizia sa ne mutam in autorulota. Trebuia

sa lucram la un proiect multimedia despre romanii care-si
educa copiii cu bataia si urma sa calatorim prin toata tara.
Ne-am propus sa mergem in localitati retrase, traditionale,
sa ne integram printre oamenii de acolo, sa vedem ce

fel de relatii sunt intre parinti si copiii lor si cum inteleg
romanii educatia.

Ultima mea zi de serviciu a fost 15 noiembrie 2013, iar pe

17 noiembrie am plecat la drum. Nu aveam prea multi bani:

bursa Carter era 5.000 de euro si noi mai aveam cateva
mii de euro care ne-ar fi ajuns sa trdim un an in masing, cu

conditia sa renuntam la garsoniera inchiriata din Bucuresti.

Ne-am propus de la inceput sa nu acceptam nici o forma
de publicitate pe site-ul nostru, Teleleu.eu, asa ca de-acum
inainte ne bazam doar pe granturi, burse si abonamentele
la carti postale.

Intre timp, in Romania au ap&rut mai multe proiecte
independente de jurnalism care ne-au dat curaj — ,Decat
o Revista”, ,Casa Jurnalistului”, ,Dela0”, ,RISE Project” —,
jurnalisti si fotografi pasionati de meseria lor, suficient de
inconstienti incat sa nu se intrebe din ce o sa traiasca,
cine le plateste asigurarile medicale si pensiile. Generatia
din care fac parte mi-a dat curajul sa renunt la un job

OK si sa ma mut intr-o autorulota ca sa pot lucra doar

la proiectele in care cred. Odata cu aceste platforme
independente au aparut in Romania si primele burse de
jurnalism — intai Asociatia pentru Relatii Comunitare, apoi
Bursele Superscrieri, apoi alte burse oferite de ONG-uri. Pe
noi, aceste burse ne-au ajutat sa lucram la materiale de
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At Oarba de Mures, where we camped down close to
the Heroes' Mausoleum to do our office work

La Oarba de Mures, unde am campat langa
Monumentul Eroilor ca sa ne facem munca de birou

Photo by Cosmin Bumbut




places that the images blur together in
my head and it’s becoming harder and
harder to put my memories in sequence,
to know where I was and where I went
next. As an antidote against forgetting,
on the walls of the caravan Cosmin has
pasted up photographs of the places we
have visited and portraits of the people
who have welcomed us into their lives.

Unless you visit the villages and
provincial towns, it’s difficult to imagine
how hard life really is for Romanians.
We didn’t realise when we were living

in our bubble in Bucharest and when we
used to spend 100 lei on meals at Lente
or Control. We had to travel around the
country to understand the real Romania,
the Romania of the statistics that count
how many outside toilets there are and
how many children go to bed hungry.
You see things that you'll never be able to
forget long after you leave such places.

In a village in Iasi, a woman feeds her
baby with sugar dissolved in water
because she can’t afford powdered milk.
A young man breaks into a shop in
Craiova Station and remains inside so
that he’ll be sent to prison, where at least
he’ll be sheltered and fed during the

coming winter. In a village in Covasna, in
November, toddlers walk around barefoot
and bare-bottomed because their parents
can't afford diapers and the village has
only a single well for drinking water and
for washing.

Dumitru beats his wife Maria whenever
he gets drunk and all the people from
Mironeasa village in Iasi County know
about it, but refuse to interfere in
another family’s business. Their nine
children are present when the man kicks
and punches his wife, burns her with
cigarettes, lashes her with a cable. After
Dumitru ruptured her spleen, a local
social welfare worker took Maria to a
shelter for victims of domestic violence.
But she went back home because the
shelter did not have places for her nine
children and she was afraid to leave them
with their father.

Crina and Viorel don’t know how to read
or write, although they had four years

of schooling in Hetea, Covasna County.
The teachers sent all the Roma children
in the school into the yard to play while
they stayed inside drinking coffee, eating
sandwiches and chatting. When Viorel
started his fifth year of schooling in the

lunga durata, pentru care n-am fi avut alte resurse ca sa le
documentdm.

Au trecut trei ani si jumatate de cand eu si Cosmin ne
trezim in centrul oraselor, langa parcuri, pe malul marii,

in fata unui penitenciar sau intr-o curte. Uneori uitdm in

ce oras suntem, unde am fost ieri, ce zi este, daca usa de
la intrare e pe partea cu trotuarul sau cu strada. Alteori
suntem nauci si dimineata nu stim unde ne aflam. Dinspre
masina noastra miroase a cafea si a ochiuri, iar trecatorii
intorc capetele curiosi. Ne intrebam adesea unul pe altul:
,Crezi ca suntem normali?"“.

Am vazut atatea locuri, atatea orase, incat imaginile se
amesteca in capul meu si imi vine tot mai greu sa imi
ordonez amintirile, sa stiu unde eram atunci cand si unde
am mers dupa ce. Ca un antidot impotriva uitarii, Cosmin
a lipit pe peretii autorulotei fotografii din locurile pe care
le-am vizitat pana acum si portrete cu oamenii care ne-au
primit in vietile lor.

E greu sa-ti imaginezi cat de greu o duc, cu adevarat,
romanii fara sa te plimbi prin satele sau orasele de
provincie. Nu ne-am dat seama de asta atunci cand
locuiam in bula noastra din Bucuresti, cand ieseam la
Lente sau in Control si cheltuiam 100 de lei la o cina. A
fost nevoie sa calatorim prin tara ca sa intelegem Romania
reald, cea din statisticile care numara cate veceuri au
romanii in curte si cati copii se culca seara flamanzi. Sunt
scene pe care nu le poti uita si pe care le ai in continuare in
fata ochilor mult timp dupa ce ai plecat de acolo.

Intr-un sat din lasi, o femeie ii d& bebelusului ei ap& cu
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neighbouring village of Araci, he had
to abandon it because he was unable to
catch up on the four years he had already

missed.

Vali, who is now twenty, was gaoled for
theft in Craiova Penitentiary for Minors
and Young People when he was sixteen.
He was abandoned by his mother at birth
and he has never met her; he was raised
by his paternal grandmother, while his
father was serving a ten-year prison
sentence. After his grandmother died,
he started stealing in order to be able to
eat. He became an adult in prison and is
afraid of being released, because nobody
will be waiting for him on the outside.

Cristina is in Corabia Hospital because
of a kidney complaint. She can’t afford to
seek treatment in another town, because
at the Penny supermarket where she is a
cashier she is paid the minimum wage,
from which she has to support her two
children and sick husband. Although the
majority of people in Corabia can’t afford
to seek medical treatment in another
town, the authorities plan to close the
local hospital due to a lack of funds and
doctors.

These are just a few scenes from everyday

life in Romania, to which we have been
witness while roaming the country.

All these people live undramatic lives,
invisible to the statistics and mostly
they don’t complain or realise how
impoverished they are.

The stories we have encountered while
roaming the country have made a mark
on us. In the first year, when we worked
on a multimedia series about domestic
violence, what we heard in interviews
shook us. Last autumn, when we stayed
for a week in the yard of a centre for
children with disabilities, we hid away in
the caravan and wept. We have remained
friends with the prisoners we have met
in Romania’s penitentiaries: one of them
has put us down on the (limited) list of
people he has the right to telephone from

prison.

We would never have been able to
research these subjects if we had lived
in Bucharest; we would not have been
able to afford to stay in the field for so
long, because no newspaper would have
covered the expenses. And life on the
road helps us to get closer to people.
We’re there next to them at every time
of the day, we know what they eat, what
they drink, what they think, what gives

zahar pentru ca nu are bani de lapte praf. Un tanar sparge
un magazin din Gara Craiova si ramane induntru ca sa

fie prins si trimis la inchisoare: stie ca nu va avea ce

sa manance si cu ce sa se incalzeasca in iarna care se
apropie, asa ca vrea s intre la puscarie. Intr-un sat din
Covasna, in luna noiembrie, copiii de cativa ani umbla

pe ulita desculti si in fundul gol: parintii lor nu au bani de
scutece, iar apa pentru baut si spalat se gaseste la un
singur izvor din localitate.

Dumitru o bate pe sotia lui, Maria, de fiecare data cand se
imbata, si toti oamenii din satul Mironeasa, judetul lasi,
stiu ce soarta are femeia, dar nu se baga in familia altuia.
Cei noua copii ai lor sunt de fata cand barbatul o loveste
cu pumnii si picioarele, o arde cu tigara sau o bate cu un
cablu. Dupa ce Dumitru i-a rupt splina, Maria a fost dusa
de asistentul social din localitate la un adapost pentru
victimele violentei domestice. S-a intors insa acas4, fiindca
adapostul nu avea locuri si pentru cei noua copii ai ei si se
temea sa-i lase singuri cu tatal.

Crina si Viorel nu stiu sa scrie si sa citeasca, desi au

facut clasele I-IV la scoala din Hetea, judetul Covasna.
Invatatoarele ii trimiteau in curte, la joac, pe toti copiii
romi din scoala lor, iar ele ramaneau inauntru, unde beau
cafea, mancau sandviciuri si stateau de vorba. Cand Viorel
amers in clasa a V-a in satul vecin, Araci, a abandonat
scoala pentru ca nu mai putea recupera tot ce nu invatase
in patru ani.

Vali, care are acum 20 de ani, e inchis pentru furt la
Penitenciarul de Minori si Tineri Craiova de cand avea 16.
Baiatul nu si-a cunoscut niciodata mama, care |-a parasit



Wintertime, -17°C in Bucharest
larnd cu -17°C in Bucuresti

Photo by Cosmin Bumbut
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Teleleu editorial head office at
Cetate, on the Danube’s bank

Redactia Teleleu la Cetate, pe

malul Dunarii

Photo by Cosmin Bumbut
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them pain and what makes them
happy. And we're in no hurry to
leave, because we have all the time
in the world.

dupa nastere; I-a crescut bunica din partea tatalui, in timp
ce parintele sau ispasea o condamnare de zece ani. Dupa
ce bunica a murit, nu a avut din ce sa traiasca si s-a apucat
de furat. S-a maturizat in puscadrie si se teme de momentul
in care va fi eliberat, pentru ca ,afard" nu-l asteapta nimeni.

Cristina e internata la spitalul din Corabia din cauza unei
afectiuni la rinichi. Nu-si permite sa se trateze in alt oras,
pentru ca la Penny, unde e vanzatoare, primeste salariul
minim pe economie, din care intretine doi copii si pe sotul
ei bolnav. Desi cei mai multi oameni din Corabia nu si-ar
permite sa se trateze in alt oras, autoritatile planuiesc sa
inchida spitalul, din lipsa fondurilor si a medicilor.

Sunt doar cateva secvente din banalul cotidian al Roméniei
la care am fost martori de cadnd umblam teleleu. Toti
oamenii acestia isi duc viata fara dramatism, invizibili
pentru cealalta parte din statistica, de cele mai multe ori
fara sa se planga si fara sa constientizeze cat sunt de
saraci.

Povestile pe care le-am intalnit de cand umblam teleleu
ne-au marcat. in primul an, cand am lucrat la o serie de
materiale multimedia despre violenta domestica,

ne-am cutremurat in timp ce ascultam interviurile. Toamna
trecuta, cand am stat o saptdmana in curtea unui centru
care se ocupa de copii cu dizabilitati, ne-am ascuns in
autorulota si am plans. Am ramas prieteni cu detinutii pe
care i-am cunoscut in penitenciarele romanesti: unul dintre
ei ne-a trecut pe lista (limitatd) de persoane pe care are
dreptul sa le sune din penitenciar.

N-am fi putut documenta niciodata aceste subiecte daca

am fi locuit in Bucuresti — nu ne-am fi permis financiar

sa stam atat de mult timp pe teren, pentru ca nici un ziar
n-ar fi acoperit costurile. lar viata in masina ne ajuta sa

ne apropiem de oameni. Dormim langa ei, suntem acolo
in orice moment al zilei, stim ce manancj, ce beau, ce
gandesc, care sunt durerile lor si ce ii face fericiti. Si nu ne
grabim sa plecam, pentru ca avem tot timpul din lume.
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After accession in the EU, Romania has moved from an active observer status to full-fledged

member. Romania has become the seventh EU country by number of inhabitants. The

Romanian language has become one of the official languages of the Union (the seventh after

the number of speakers) and any EU citizen will be able to address the institutions in that

lang uage. 7 (ro.wikipedia.org/wiki/Integrarea_Rom)

t has been ten years since Romania

joined the European Union and it

is appropriate now that we draw up
a national publishing industry balance
sheet for the period. Let us highlight the
progress that has been made since we
joined the EU, but also the cases where
there has been a lack of progress or even
aregress compared with the previous
period. Unfortunately, professional
studies on publishing and reading are
few and far between. For this reason,
discussions on the subject are liable to
be either subjective, limited, reliant on
personal experience, or insufficiently
documented, due to the lack of specialist
studies.

The few up-to-date professional

studies include “Cultural Consumption
Barometer, 2015. Preferences, Practices
and Trends”, compiled by a team of
researchers led by Carmen Croitoru and
Anda Becut at the National Institute
for Cultural Research and Training
(INCFC), a body subordinate to the
Minister of Culture and National
Identity and which is, “the only national
institute whose goal is to study, research
and supply statistics for the cultural
sector, as well as to provide ongoing
training for those who choose a career
in the cultural sector” (culturadata.ro).
The conclusions of the study are not at
all encouraging when it comes to public

»,Dupd aderare, Roméania a trecut de la statutul de observator
activ la cel de membru cu drepturi depline. Romania a
devenit a saptea tara din UE dupa numarul de locuitori.
Limba roméana a devenit una dintre limbile oficiale ale
Uniunii (a saptea dupd numdrul de vorbitori), urméand ca
oricare cetatean al UE sa se poatd adresa institutiilor in
aceasta limba.” (ro.wikipedia.org/wiki/Integrarea_Rom)

Au trecut 10 ani de la aderarea Romaniei la Uniunea
Europeana si este potrivit sa facem un bilant in ceea

ce priveste industria noastra editoriala nationala.

Sa evidentiem progresele datorate acestei aderari,

dar si stationarile si chiar regresele fata de perioada
anterioara. Din pacate, studiile profesioniste referitoare
la activitatea editoriala si la lectura sunt foarte putine.
De aceea, discutiile pe aceasta tema pot fi ori subiective
si limitate, generate de experienta proprie, ori insuficient
documentate.

Printre putinele studii profesioniste actuale se numara
,Barometrul de consum cultural 2015. Preferinte, practici
si tendinte”, realizat de o echipa de cercetatori coordonata
de Carmen Croitoru si Anda Becut de la Institutul National
pentru Cercetare si Formare Culturald (INCFC), aflat in
subordinea Ministerului Culturii si Identitatii Nationale,
»Singurul institut national care are ca obiective studierea,
cercetarea si furnizarea de date statistice pentru domeniul
culturii, precum si formarea continua a celor care aleg o
cariera in sectorul ocupational culturad” (culturadata.ro).
Concluziile studiului nu sunt deloc incurajatoare in ceea

ce priveste interesul pentru lectura si, implicit, in ceea ce
priveste dezvoltarea industriei de carte, a céarei cifra de
afaceri este estimata intre 60 si 100 de milioane de euro,
fara a avea, insa, date statistice oficiale certe. Oricum, cifra
este infim3, daca o raportam la PIB-ul actual al Romaniei,
de 160 de miliarde de euro. In cele aproape 300 de librarii
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Carturesti Carusel, one of the most beautiful
bookshops in Romania

Carturesti Carusel, una dintre cele mai
frumoase librarii din Romania

Photo by Cosmin Dragomir



interest in reading and implicitly the
development of the publishing industry,
whose turnover is estimated at between
sixty and one hundred million Euros, but
without there being any definite official
statistics. At any rate, the turnover is tiny,
if we compare it with Romania’s current
GDP of 160 billion Euros. In the almost
three hundred bookshops that remained,
compared with the four thousand that
exist in Germany, a “big” publisher can
barely distribute two hundred to two
hundred and fifty titles a year.

We read today less than we did ten,
twenty, thirty years ago, in comparison
with what is happening in other EU or
neighbouring countries. The causes are
not to be sought in the progress made

by the digital industry and Internet, but
rather in Romania’s chaotic educational
policies of the last decades. Romania

has not adjusted these policies in time
and, if it has done so, it has been in

an abrupt, incoherent way, based not

on a national strategy, but only on the
narrow interests of the various parties or
groupings of parties in power, without
any thorough impact studies and without
any experimental pilot programmes.

The consequences are unprecedentedly

grave and have a negative influence on
the publishing industry. We only need to
look at Germany, with a population four
times as large as Romania’s, where the
publishing turnover was 4.6 billion Euros
in 2011. The seventh largest population
in Europe, the whole of Romania buys
the same amount of books annually as a
medium-sized German town, worth sixty
to a hundred million Euros... Is it then
any wonder that the top five Romanian
publishers put together have a turnover
of no more than thirty million Euros?

A highly important but extremely rare
event was the “Pro-Edit” Conference
held in Bucharest on 15-16 April 2011,
whose theme was “Marketing Strategies
to Put into Practice”, chaired by German
expert Florian Andrews. The subjects
under discussion were to do with

the German book market, methods

of selling and distributing books in
Germany and marketing strategies that
could be applied within the Romanian
market. The emphasis was mainly on the
differences between the two markets,

as well as on suggested solutions to the
problems identified by the participants.
A large part of the discussions focused
on topics suggested by the participants,

care au mai ramas, fata de 4.000 cate exista in Germania,
o editura ,mare” abia poate distribui 200-250 de titluri
anual!

Citim astazi cu mult mai putin decét o faceam in urma

cu 10-20-30 de ani, in comparatie cu ceea ce se intampla
in tarile Uniunii Europene sau in cele din proximitate.
Cauzele nu trebuie cautate in progresele industriei

digitale si ale Internetului, ci cu siguranta in politicile de
invatamant haotice din ultimele decenii. Romania nu

si-a ajustat la timp aceste politici si, daca a facut-o, a
facut-o pompieristic, incoerent, in functie nu de o strategie
nationald, ci doar de strategiile inguste ale diferitelor
partide sau grupari de partide aflate la putere, fara studii
temeinice de impact, fara aplicatii experimentale de
pilotare. Consecintele sunt de o gravitate fara precedent,
cu influente negative in industria cartii. S8 amintim doar
ca Germania, cu o populatie de aproape patru ori mai
numeroasa decat cea a Romaniei, inregistra in 2011 o cifra
de afaceri de 4,6 miliarde de euro! A saptea populatie a
Europei, Romania, incape intr-un oras mediu german care
cumpara anual carte in valoare de 60-100 de milioane

de euro... S& ne mirdm atunci ca primele cinci edituri
romanesti nu realiseaza impreuna o cifra de afaceri de mai
mult de 30 de milioane de euro?

Un moment foarte important, dar rarisim, |-a constituit
Conferinta ,Pro-Edit” care a avut loc la Bucuresti, pe 15
si 16 aprilie 2011, cu tema ,Strategii de marketing de pus
in practica”, condusa de Florian Andrews, reprezentant
al editurii germane Corse. Subiectele discutate au fost
cele referitoare la piata germana de carte, modalitatile de

vanzare si distributie a cartilor in aceasta tara, precum
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Romanian editors at Salon du Livre 2013 - an
event within the European programme “Pro-Edit”
Editorii romani la Salon du Livre 2013 -
eveniment din cadrul programului european
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such as the competition created by cut-
price books or kiosk editions; children’s
activity books; and the impact of e-books
on publishers in the immediate future.

Unfortunately, the conclusions drawn by
what I might call a historic conference
did not signal a revival of the publishing
industry in Romania. Although there
are a number of publishers’ associations
and even a publishers’ federation, our
industry seldom focuses on the issues
highlighted by the “Pro-Edit” Conference
in 2011 and which are vital not only

for devising a legislation similar to
Germany’s but also for the survival of an
industry in which investment is all too

rare.

Not even today are there regulations on
a series of issues that causes difficulties
for the publishing industry: fixed prices
for books, the length of time it takes to
receive money on books sold (thirty to
sixty days), the length of time it takes for
booksellers to return books (six months),
the right to tax deductions on perishable
goods, redistribution of returned books
at lower prices (unlike their Romanian
counterparts, German publishers do not
have recourse to such a strategy), delivery

of textbooks to schools, the situation of
books given away with newspapers, the
problem of e-books, the requirement to

print prices on books and so on.

Law 186/2003 to support and promote
literary culture is in many respects out
of date. An initiative to have the law
upgraded has long been a matter of
urgency for Romanian publishers.

The economic crisis of 2008-2009 caught
Romanian publishers unawares. The
restructuring measures that were taken
came too late and did not manage to allay
the negative consequences: a drop in sales
and therefore revenues. A number of
publishers have become insolvent or else
gone out of business completely.

Of course, we should also look at the

full half of the glass. In the last ten years
the majority of Romanian publishers
have made visible efforts with regard

to increasing books’ print quality and
design, as well as their visibility on social
networks and websites and at national
and international book fairs. The quality
of a book printed in Romania is no
different than that of a book printed

in Germany, Italy or France. Romanian

si activitatea editurilor si strategii de marketing care ar
putea fi puse in aplicare pe piata romaneasca. Accentul a
fost pus in principal pe deosebiri intre aceste doua piete,
precum si pe sugestii la anumite probleme ridicate de
participanti. O parte importanta a discutiilor s-a concentrat
pe teme sugerate de participanti, precum concurenta
exercitata de carti oferite la pret redus sau impreuna cu
diverse publicatii, cartile pentru pregatirea individuala a
copiilor sau impactul cartilor electronice asupra activitatii
editurilor in viitorul apropiat.

Din pacate, concluziile acestei conferinte, istorice, as zice,
nu au insemnat si semnalul pentru o redresare a industriei
de carte din tara noastra. Desi avem mai multe asociatii de
editori si chiar o federatie a editorilor, activitatea acestora
rareori se concentreaza pe problemele semnalate la
Conferinta ,Pro-Edit” din 2011, care sunt vitale nu doar
pentru o reglementare legislativa similara cu cea din
Germania, bundoara, cat si pentru supravietuirea acestei
industrii in care investitiile sunt p&sari rare.

Nici astazi nu sunt reglementate o serie de aspecte ce fac
dificila industria cartii: preturile fixe ale cartilor, timpul de
incasare a cartilor distribuite (de 30-60 de zile), timpul de
efectuare a retururilor de cétre librari (de 6 luni), dreptul de
deducere fiscala a perisabilitatilor, repunerea in circulatie
la preturi scazute a cartilor primite la retur (editorii germani
nu au recurs la o astfel de strategie, in comparatie cu cei
romani), livrarea cartilor scolare catre scoli, situatia cartilor
oferite impreuna cu ziarele, problema cartilor electronice
(cu TVA diferit fata de cartile clasice), afisarea obligatorie
a pretului pe carte etc.
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illustrators, cover designers and layout
artists work not only with publishers
in Romania, but also with publishers in

other countries.

Although it is far from as big as it should
be, it is possible to see an increased
interest in Romanian literature,
contemporary literature in particular.
The major publishers, as well as smaller,
niche publishers, publish contemporary
authors, the majority of them young. The
extremely difficult task of publishing
contemporary Romanian authors seems
to be an extraordinary gain and a signal
that the national literature and culture
are able to find their own resources
even in the absence of substantial

state subsidies. Likewise the huge

effort to export Romanian literature

to other countries: the role of the
Romanian Cultural Institute needs to be
highlighted, as well as that of publishers
who attend international book fairs and
present lists of foreign rights to their
foreign counterparts.

At the same time, in the post-communist
period there has been an unprecedented
increase of interest in public readings,
book fairs and exhibitions, writing

competitions, creative workshops,
printed and online literary and cultural
magazines and websites and blogs

specialising in book reviews.

With substantial state funding, the
publishing industry could be a definite
pivot for cultural progress, education and
European integration. This pivot ought to
be a national policy priority.

Legea 186 din 2003, privind sustinerea si promovarea
culturii scrise, este in multe aspecte depasita. O initiativa
de upgrade a acestei legi este de multa vreme o urgenta
pentru editorii romani.

Criza economica din 2008-2009 a gasit nepregatite
editurile romanesti. Masurile de restructurare care

s-au luat, venite mai tarziu, nu au reusit sa anihileze
consecintele negative: scaderea vanzarilor si, implicit, a
veniturilor. O serie de edituri au intrat in insolventa sau au
disparut.

Sigur, trebuie s& privim si partea plina a paharului. In ultimii
10 ani, majoritatea editurilor romanesti au facut eforturi
vizibile in ceea ce priveste marirea calitatii tipografice a
cartilor, a aspectului grafic, dar si a vizibilitatii lor pe diferite
retele de socializare, site-uri, expozitii si targuri de carte
nationale si internationale. O carte tiparita in Romania nu
se mai deosebeste de una tiparita in Germania, Italia sau
Franta. llustratori, designeri de copertd, tehnoredactori din
Romaénia lucreaza nu numai pentru edituri romanesti, dar si
pentru edituri din strainatate.

Se remarca un interes crescut, desi departe de ceea

ce ar trebui sa fie, pentru literatura nationald, in special

cea contemporand. Multe edituri mari, dar si mici, de

nisa, publica autori contemporani, majoritatea, tineri.
Efortul extrem de dificil pentru editarea autorilor romani
contemporani mi se pare un castig extraordinar si un
semnal ca literatura si cultura nationale isi gdsesc resurse
proprii chiar si in absenta unor sustineri substantiale de
stat. La fel ca si efortul urias pentru exportul literaturii
noastre in alte tari. Rolul Institutului Cultural Roman trebuie



Book launch: The Critical History of Romanian Literature by Nicolae Manolescu -
Gaudeamus International Book Fair (November, 2008)

Lansare de carte: Nicolae Manolescu, Istoria critica a literaturii romane — Targul
International de Carte Gaudeamus (noiembrie, 2008)

Photo by Célin Vlasie
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semnalat, dar si al unor edituri care, prezente la targurile
internationale de carte, pregatesc liste de foreign rights
pentru editorii straini.

in acelasi timp a crescut, fara precedent in perioada
postcomunista, interesul pentru lecturi publice, targuri si
expozitii de carte, concursuri de creatie, cercuri si ateliere
de scriere creativa, reviste literare si culturale tiparite sau
online, site-uri si bloguri specializate pentru comentarii de
carte.

Sustinuta substantial de stat, industria cartii poate fi
un pivot sigur de progres cultural, de invatdmant si de

integrare europeand. Acest pivot ar trebui sa fie o prioritate

a politicii nationale.
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How the Romanian
independent theatre entered

the European scene
Cum a intrat teatrul independent
din Romania pe scena Europei

n 2007, Sibiu became European

Capital of Culture for one year,

alongside Luxembourg. In 2008, one
of the first European projects in which
organisations from Romania participated
as representatives of an EU member
state gave birth to the first annual Temps
d'Tmages Festival in Cluj. The National
Cultural Fund (AFCN), the only state
institution for funding competitive
cultural projects, with money raised
largely through the National Lottery,
had been established in 2005 (in 2012,
the AFCN was thrown into a major
crisis, when for a number of years it
lost automatic access to the funds in

question). But international organisations

active in Romania in the 1990s and early
2000s, which had made an essential
contribution to the development and
internationalisation of the cultural
sector and on which the majority of arts
projects depended, had begun to move
to the Balkans and ex-Soviet countries
some time before this. As early as 1998
there was a legal requirement to fund
projects at the local level, but in some big
cities the system did not work and even
today, in 2017, it still doesn’t work. The
transition of arts education to a version
of the Bologna system, with three-year
degrees, which in the case of acting
studies led to a doubling in the number

of actors and to an explosion of the

RO

in 2007, Sibiul devenea, pentru un an, Capitala Europeana
a Culturii, impreuna cu Luxemburgul. in 2008, unul

dintre primele proiecte europene in care organizatiile

din Romania participau ca reprezentante ale unei tari
membre in UE dddea nastere primei editii a Festivalului
Temps d'Images de la Cluj. Fondul Cultural National
(AFCN), singura institutie statala destinata finantarii de
proiecte culturale in regim competitiv, cu bani provenind
in mare parte din contributia Loteriei Nationale, aparuse
in 2005 (AFCN avea sa traiasca o criza majora in 2012,
cand a pierdut, pentru cétiva ani, accesul automat la
aceste fonduri). Dar organizatiile internationale active

in Romania in anii 1990-inceputul anilor 2000, care
contribuisera esential la dezvoltarea si internationalizarea
sectorului cultural si de care depindeau majoritatea
proiectelor artistice, incepusera transferul catre Balcani
si tarile ex-sovietice cu ceva vreme inainte. inca din 1998
exista obligatia legala a finantarii de proiecte la nivel
local, insa in unele mari orase sistemul nu a functionat
si nu functioneaza nici macar acum, in 2017. Trecerea
invatamantului artistic la o varianta de ,sistem Bologna”,
de trei ani la licenta, ceea ce, pentru studiile de Actorie,

a dus la dublarea numarului de actori si la explozia
sectorului independent si privat in teatru, s-a petrecut la
jumatatea anilor 2000 (in jurul aderarii Romaniei la UE - in
2007) siincepea deja sa produca efecte.

in 2008, sistemul de management al institutiilor
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THE WHITE HORSE: A Brief History of Hatred 2016-1944
CALUL ALB: Scurta istorie a urii 2016-1944

Author / Text: Smaranda Nicolau

Director / Regia: loana Paun

Photo by George Popescu



private and independent theatre sector,
took place in the mid-2000s (at around
the time of Romania’s accession to the
EU in 2007) and was already beginning
to have an effect. In 2008, the system

for management of public institutions
(including theatres) became subject to
planning conditions, the establishment of
goals and the evaluation of performances,
with the aim of lessening, if not
eliminating, the politicisation of culture.
In 2009, two years after Romania
officially joined the European Union,

the economic crisis hit the country hard,
with the collateral effect, in the theatre,
of slashing wages in public institutions,
putting a block on hiring, limiting the
work contracts of pensioned artists and
freezing production budgets, including
those for international partnerships and

European projects.

International promotion:
2005-2012

For theatre artists, whose working

tool is the spoken word, workforce
mobility, a cornerstone of the EU that has
essentially changed Romania in the last
decade, has been a factor less important
than the impact brought about by the

change in the means of production, by
the multiplication of sources of funding
— and not necessarily an increase in
funding — and by the development of
an “alternative” to public theatre (I put
the word in quotation marks because
the relationship between the public and
the non-public is more complex than
the idea of two parallels suggested by
the term alternative; in fact there is a
deep interdependence). Ultimately, the
shared space of the Union has brought
about a greater number of European
productions in Romania rather than an
internationalisation of the local scene,
because the mobility of productions

is enormously dependent on local
support and a policy to lend impetus

to international partnerships quite
simply does not exist. It’s every man for
himself, all the more so since 2012, the
year that brought a new government
and with it the brutal replacement of
the management, appointed in 20035, of
the Romanian Cultural Institute (ICR),
the main resource for funding and
promotion, at least at the European level.
The backlash caused by the changes at the
ICR shows to what extent the mechanics
of development in the cultural and arts
sector in general and in the performing

publice (inclusiv teatrele) devenea supus unor conditii

de planificare, stabilire a unor obiective si evaluare a
performantelor menite sa atenueze, daca nu sa elimine,
politizarea actului cultural. Tn 2009, la doi ani dupa
aderarea oficiala la Uniunea Europeana, criza economica
lovea puternic Romania, cu efectul colateral, in teatru, al
taierii salariilor din institutiile publice, blocarii angajarilor,
limitarii contractelor de munca ale artistilor pensionari si
inghetarii bugetelor de productie, inclusiv pentru colaborari
internationale si proiecte europene.

Promovare internationala: 2005-2012

Pentru artistii de teatru, al caror instrument de lucru este
cuvantul, mobilitatea fortei de munca, aceasta piatra

de temelie a UE ce a transformat, in esenta, Romania
ultimului deceniu, a fost un factor mai putin important
decét impactul adus de schimbarea modului de productie,
de multiplicarea surselor de finantare — nu neaparat

si majorarea lor —, de dezvoltarea unei ,alternative” la
teatrul public (folosesc ghilimelele pentru ca relatiile
dintre public si non-public sunt mult mai complexe decat
ideea de paralelism sugerata de termenul de alternativa;
de fapt, e vorba despre o profunda interdependentd).

in fond, spatiul comun al Uniunii a generat o prezenta
mai mare a productiilor europene in Romania decét o
internationalizare a scenei locale — pentru ca mobilitatea
productiilor depinde enorm de sprijinul local, iar o
politica de impulsionare a participarii si a colaborarilor
internationale pur si simplu nu exista. Fiecare e pe cont
propriu — cu atat mai mult dupa 2012, anul care a adus,
odata cu un nou guvern, inlocuirea brutala a conducerii,
instalata in functie in 2005, a Institutului Cultural Roman
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arts in particular is prey to institutional
uncertainty and dependent on political
(or rather party) structures.

Independent spaces: the 1990s
versus the 2000s

The first wave of independent and
private theatre (the difference between
the two derives from the commercial

or at least the profit-making aim of the
latter) in Romania, at the beginning of
the 1990s, was animated by euphoria

on the part of actors from public
theatres who now had control over their
own artistic activity, by the general
entrepreneurial spirit of the times and
by a mythical image of interbellum
theatre companies, although nobody
knew how economically inefficient
these had been and how much they had
depended on the state. Leading artists
of the 1980s rented minibuses and went
off to perform well-known plays in small
towns around the country, on the trail
of the national tours of the communist
period, or obtained from city halls spaces
converted into theatre auditoriums
(such as the Dalles Hall in Bucharest),
where they put on productions that were
experimental or in any case atypical

compared with the practice inherited
from the previous period. All these
initiatives were short-lived — the only
space born of the impulse to break with
the public system of production (and
above all the political dependency of

the state theatres) that survived was

the ACT Theatre in Bucharest, whose
recipe for success depended enormously
on the context. By now it was 1998, the
frenzy of untrammelled entrepreneurship
had been exhausted and in its stead
(thanks in general to mass privatisations)
foreign investors (banks in particular)
had appeared, the Sponsorship Law
(passed in 1994) was in operation and
the public profile of ACT’s founder

(the very well-respected actor Marcel
Iures) and a set of intelligent directorial
choices allowed the establishment of the
theatre based on a rather a unique model
of patronage and casting. In any event,
the model in question had been tested
prior to the opening of the new space,
via a series of high-profile productions,
produced privately (initially with
financing from a media trust/film and
television production studio) — Marcel
Iures was the first actor in Romania to
become a freelancer, having abandoned

employment at a public theatre in 1994.

(ICR), principala resursa de promovare-finantare, cel putin
la nivel european. lar reculul provocat de schimbarile

la nivelul ICR arata in ce masura mecanica dezvoltarii
sectorului cultural-artistic, in general, si a celui performatiy,
in special, e supusa aleatoriului institutional si dependenta
de structuri determinate politic (sau, mai curand, partinic).

Spatiile independente: anii 1990 versus anii
2000

Primul val al teatrului independent si privat (diferenta
dintre cele doua provine din miza comerciala ori cel putin
lucrativa a celui din urma) in Romania, de la inceputul
anilor 1990, era animat de euforia actorilor din institutiile
publice de a detine controlul asupra propriei activitati
artistice, de spiritul general antreprenorial al epocii si

de imaginea mitica a companiilor teatrale interbelice,
despre care nimeni nu stia cat de putin eficiente economic
erau si in ce masura depindeau, totusi, de stat. Artisti de
marca ai anilor 1980 inchiriau microbuze si porneau sa
joace piese cunoscute prin orasele mici ale tarii, in siajul
turneelor nationale ale perioadei comuniste, sau obtineau
de la Primarie spatii transformate in séli de spectacol
(cazul Salii Dalles din Bucuresti), unde montau productii
experimentale sau, oricum, atipice pentru practica
mostenita din vremurile recent incheiate. Toate aceste
initiative au avut o viata scurtd — singurul spatiu nascut
din impulsul ruperii cu sistemul public de productie (si, mai
ales, cu dependentele politice ale teatrelor de stat) care a
supravietuit momentului a fost Teatrul ACT din Bucuresti,
iar ,reteta” lui de succes a depins enorm de context.

Era deja anul 1998, frenezia antreprenoriatului salbatic
se epuizase deja si, in schimb, aparusera (gratie, in
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Despite tax breaks provided not only

via the Sponsorship Law, but also via
separate provisions of the Fiscal Code
(copying a European general framework),
corporate patronage and sponsorship did
not lead to mechanisms for supporting
the performing arts in Romania,
however. This was due first of all to the
particular social situation in Romania,
which still means that companies focus
their CSR programmes in the more
vulnerable areas of education, social
integration and modernisation of

the medical infrastructure. In effect,
Romania joined the European Union
with just two non-public theatre spaces,
one of which (the LUNI Theatre at Green
Hours) was financed via its own bar.

Two decades later, with the exception

of the ACT Theatre, private funding for
theatre is focused on separate events (the
big festivals and the Sibiu International
Theatre Festival in particular) and non-
public spaces in Bucharest, where the
main funders are the founders themselves
(Apollol11 and Point, which have opened

since 2015).

With the exception of Sibiu (the “Radu
Stanca” National Theatre to be precise),
structural access to corporate funding is,

despite decentralisation of institutions,
limited to Bucharest. Although the
independent scene has developed
strongly in Cluj too (a university city
with a tradition in the visual arts and a
high social and community awareness
and the host of Romania’s largest
international film festival); although
large-scale, independent arts events have
proven important to small communities
with limited access to culture (for
example Alexandria, where the Ideo
Ideis Festival, aimed at highschool pupils
and organised by them, has had not only
an artistic but also a remarkable social
impact), the non-public, independent

or private stage is in principle limited
anywhere outside Bucharest: an
independent producer in Galati, a
venue in Timisoara... This is a sensitive
indicator of not only the country’s
massive degree of centralisation, but
also the level of the development of

the labour market for artists and the
willingness of local authorities to
support local initiatives: Bucharest is the
only place where the independent and
private scene has its own performance
spaces, ranging from the predominant
café theatre to a variety of production
and distribution practices: educational

general, privatizarilor in mas3) investitori straini (mai ales
banci), Legea sponsorizarii (adoptatd in 1994) era deja
functionalg, iar profilul public al fondatorului ACT (extrem
de apreciatul actor Marcel lures) si un set de optiuni
repertoriale inteligente au permis infiintarea teatrului pe

un model de mecenat si exploatare-distributie oarecum
unic. De altfel, modelul in cauza fusese experimentat
anterior deschiderii noului spatiu, printr-o serie de productii
de mare vizibilitate, produse in regim privat (initial, cu
finantare din partea unui trust media/studio de productie
de film si televiziune) — Marcel lures a fost primul actor din
Roménia cu statut asumat de freelancer (a renuntat sa mai
fie angajat intr-un teatru public in 1994).

In ciuda facilitatilor fiscale oferite nu doar prin Legea
sponsorizarii, ci si prin prevederi distincte ale Codului
fiscal (urmand un cadru general european), mecenatul si
sponsorizarea corporativa nu s-au transformat, ins3, in
sisteme de sustinere a artelor performative din Romania,
in primul rAnd din cauza situatiei sociale distincte din tar3,
care a facut ca, in continuare, companiile sa-si concentreze
programele de CSR in zonele mult mai vulnerabile ale
educatiei, integrarii sociale sau modernizarii infrastructurii
medicale. Romania a intrat in Uniunea Europeana cu,
practic, doua spatii teatrale non-publice, dintre care unul
(Teatrul LUNI de la Green Hours) se finanta prin activitati
de bar. Doua decenii mai tarziu, exceptand Teatrul ACT,
sustinerea financiara privata in teatru se concentreaza pe
evenimente punctuale (mari festivaluri, mai ales Festivalul
International de Teatru de la Sibiu) si spatii non-publice din
Bucuresti unde principalii finantatori sunt fondatorii insisi
(Apollo111, Point — deschise dupa 2015).
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theatre (Replika), art theatre (Unteatru),
socially and politically engaged theatre
(Macaz)... In the situation in which most
of these spaces (not the aforementioned
spaces or Apollol11 or Point, but all the
café theatres, for example) mainly put on
shows produced by other organisations
and companies, practising an economic
schema based on reducing artistic risks
and sharing the take from ticket sales,
producers’ dependence on public grants
and various kinds of partnerships with
state theatres is significant.

The explosion in independent
artists: before and after the
Crisis

In fact, neither the change in working
conditions at public institutions

(they have overwhelmingly remained
repertoire theatres with permanent
companies of actors) nor the change
in the conditions for the existence

of an independent scene has had a
decisive impact on the expansion of the
non-public sector. What was decisive
was the exponential growth in the
number of people studying theatre at
university, with three hundred people
per annum finishing acting studies

by the mid-2000s. This phenomenon
overlapped with the heyday of the
private universities (which came to an
end with the global financial crash and

a decrease in students), on the one hand
and the introduction of financing based
on the number of students, on the other.
To the same extent that it eliminated
political arbitrariness and privileges

in the allocation of funding, this type

of financing replaced qualitative with
quantitative criteria: in order to cover
the salaries of teachers in a type of
vocational education much more costly
than the theoretical, the universities
began to require more and more students.
And because arts studies are viewed in
Romania as a free exercise of creativity
rather than professional training, the fact
that the labour market (from theatre,
television and film production to theatre
studies) did not develop at the same

pace was an obstacle. The large number
of actors in search of acting jobs turned
the non-public scene (concentrated in
Bucharest) into a hotbed of creativity and
desperation, with the limited financial
resources lending it an air of Darwinian
competition, dominated by the logic

of luck rather than merit. At the same
time and not at all paradoxically, the rich

Exceptand Sibiul (mai exact, Teatrul National ,Radu
Stanca”), accesul structural la finantari corporative e, in
ciuda descentralizarii institutionale, limitat la capitala
Bucuresti. Desi scena independenta este puternic
dezvoltata si la Cluj (oras universitar cu traditie in

artele vizuale, cu ridicata constiinta socio-comunitara

si gazda a celui mai mare festival international de film

din Romania), desi evenimente artistice de amploare,

cu profil independent, s-au dovedit importante pentru
comunitatile mici cu acces redus la cultura (cazul orasului
Alexandria, unde Festivalul Ideo Ideis, adresat liceenilor

si organizat de ei, are un impact nu doar artistic, ci si
social remarcabil), scena non-publica, independenta sau
privatd, este principial limitatad oriunde altundeva decét la
Bucuresti: un producéator independent la Galati, un spatiu
la Timisoara... E un indicator sensibil nu doar la gradul
masiv de centralizare a térii, ci si la nivelul dezvoltarii pietei
muncii pentru artisti si la disponibilitatea autoritatilor
locale de a sustine initiativele locale: Bucurestiul este
singurul loc in care scena independenta si privata isi

are propriile spatii de spectacol, trecand de la modelul
predominant de café-teatru la o varietate de practici de
productie si difuzare: teatru educational (Replika), teatru
de artd (Unteatru), teatru angajat social si politic (Macaz)...
in conditiile in care cele mai multe dintre aceste spatii

(nu si cele enumerate mai sus, si nici Apollo111 sau

Point, insa toate cafenelele teatrale, de exemplu) prezinta
predominant spectacole produse de alte organizatii si
companii, punand in practica o schema economica bazata
pe reducerea riscurilor artistice si impartirea incasarilor din
bilete, dependenta producatorilor de granturile publice sau
de colaborarile, in diverse formule, cu teatrele de stat este
majora.
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variety on offer in the non-public scene
ended up putting pressure on the public
theatres (once again in Bucharest) in
the struggle for audiences increasingly
diverse in their preferences.

The dynamic of constant hiring of acting
graduates in public institutions was put
on hold starting in 2010, as an effect of
austerity policies and has been discreetly
resumed in the last two years, under
different conditions: for limited, often
very short periods of time, as part of a
new logic that makes the status of young
employees similar to that of artists on
the independent scene: one of (semi-)
precariousness. But never has there been
such theatrical creativity in Romania as
there has been in the last two, five, ten

years.

Explozia artistilor independenti: inainte si dupa
declansarea crizei

De fapt, nu schimbarea conditiilor de lucru in institutiile
publice (ele au ramas si rdman in coplesitoare majoritate
teatre de repertoriu cu trupa permanenta), a conditiilor

de existenta pe scena independenta a influentat decisiv
expansiunea sectorului non-public. Hotaratoare a fost
cresterea exponentiala a cifrelor de scolarizare in
facultatile de teatru si multiplicarea acestora, panalao
cifra de 300 de absolventi de Actorie pe an, la mijlocul
anilor 2000. Fenomenul se suprapune, pe de o parte,
momentului local de gratie al universitatilor private
(epuizat odata cu criza globald si scaderea populatiei
scolare), pe de alta parte, introducerii finantarii bazate pe
numarul de studenti. In aceeasi masura in care a eliminat
arbitrariul si privilegiile politice in alocarea de fonduri,
acest tip de finantare a inlocuit criteriile calitative cu unele
cantitative: pentru a putea acoperi salariile profesorilor
intr-un tip de invatamant vocational mult mai costisitor
decét cel teoretic, universitatile au inceput sa aiba nevoie
de cat mai multi studenti. lar pentru ca studiile artistice
sunt privite, in Romania, mai degraba ca o exercitare libera
a creativitatii decat ca formare profesionalg, faptul ca piata
muncii (de la productia teatrald, TV si de film la pedagogia
teatrald etc.) nu s-a dezvoltat in acelasi ritm nu a constituit
un impediment. Numarul mare de actori in cautarea

unui loc pe pamantul performativ a transformat scena
non-publica (concentratd in Bucuresti) intr-o pepiniera

de creativitate si disperare, resursele financiare reduse
dandu-i un aer de competitie darwinista, dominata de
logica norocului mai mult decat de meritocratie. in acelasi
timp, si deloc paradoxal, oferta bogata de pe aceasta
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scena a sfarsit prin a pune presiune asupra teatrelor
publice (din nou, din Bucuresti) in lupta pentru un public tot
mai divers in preferinte.

Dinamica angajarii constante a absolventilor de Actorie
in institutii publice a fost franata pana la blocaj incepand
din 2010, ca efect al politicilor de austeritate, iar reluarea
ei discreta in ultimii doi ani s-a facut in conditii diferite — pe
perioade limitate, adeseori foarte scurte, intr-o logica noua
ce apropie statutul tinerilor angajati de cel al artistilor

de pe scena independenta: de (semi)precaritate. insa
niciodata nu a existat atata creativitate in teatrul din
Romania ca in acesti ultimi doi, cinci, zece ani.



Introduction
INTRODUCERE

Victor Neumann

Victor Neumann is historian and
university professor, holder of the
Modern History of Europe and
Modern History of Romania chairs
at the Faculty of Letters, History and
Theology, Department of Romanian
Studies within the University of
Timisoara. Coordinator (as of 2008) of
the “Reinhart Koselleck” International
Doctoral School of Conceptual History,
set-up in cooperation with Professor
Armin Heinen of the Institute
of History, University of Aachen
(Germany). Director of the Center for
Advanced Studies in History (as of 2011)
of the West University of Timisoara and
Director of the Museum of Fine Arts in
Timisoara (as of 2013).

Victor Neumann este istoric, profesor
de istorie moderna a Romaniei si istorie
moderna a Europei la Facultatea de
Litere, Istorie si Teologie a Universitatii
de Vest din Timisoara. Cofondator —
impreuna cu profesorul Armin Heinen
de la Universitatea din Aachen - si
director (din 2008) al Scolii Doctorale
Internationale de Istorie Conceptuald
,Reinhart Koselleck” si, de asemenea,
director (din 2011) al Centrului de
Studii Avansate in Istorie, ambele din
cadrul Universitatii de Vest. Director
al Muzeului de Arta din Timisoara,
incepand din 2013.
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Cinema
CINEMA

Mihai Fulger

Mihai Fulger graduated the Philology
Faculty of the Bucharest University and
has a Master Degree in Filmography at

the Bucharest National University of

Theater and Film. Later on he became

film critic and a FIPRESCI member
since 2008. Since 2013, Mihai Fulger is
editor at the Fi/m magazine, published
by the Romanian Filmmakers’ Union. At
present he is the director of the National
Film Archive.

Mihai Fulger a absolvit Facultatea
de Litere a Universitatii din Bucuresti
si masteratul de Filmologie al
Universitatii Nationale de Arta Teatrald
si Cinematografica. Critic de film
din 2002, este membru al Federatiei
Internationale a Criticilor de Film
(FIPRESCI) din 2008 si redactor al
revistei Film, publicata de Uniunea
Cineastilor din Romania, din 2013.
incepand din 2012, activeaza la Arhiva
Nationala de Filme a Romaniei, in
prezent fiind director al acestei institutii.
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Photography
FOTOGRAFIE

Cosmin Bumbut

Cosmin Bumbut worked in fashion and
advertising photography for fifteen

years. At the age of forty he decided to
work only on the projects he believed
in. He published a book titled Bumbata,
which features photographs about the

life of prisoners in Aiud Penitentiary and
which has won two design awards. His
numerous photography awards include

First Prize in the Architecture section of

the Sony World Photography Awards, for
his “Intimate Room” project. Since 2013

he has lived in a caravan with his partner,
journalist Elena Stancu. He tells stories

on Teleleu.cu.

Cosmin Bumbut a facut timp de 15 ani
fotografii de moda si de publicitate.
La 40 de ani s-a hotéarat sa lucreze
doar la proiectele in care crede. A
publicat Bumbata, un album despre
viata detinutilor din Penitenciarul Aiud,
care a obtinut doua premii de design. A
castigat mai multe premii de fotografie,
printre care premiul | la sectiunea
Arhitectura a concursului Sony World
Photography Awards, competitia pentru
fotografi profesionisti, cu proiectul
,Camera Intima”. Din 2013 trdieste si
célatoreste intr-o autorulotd, impreuna
cu partenera lui, jurnalista Elena Stancu.
Spune povesti pe Teleleu.eu.
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Visual arts
ARTE VIZUALE

Cilin Dan

With a background in Art History and
Theory, Cilin Dan is active for over
twenty years both as an art critic, curator
and historian and as a visual artist. In
the last capacity he has been active as
a member of the post-conceptual art
group subREAL and is successfully
conducting the long-term art-&-research
project “Emotional Architecture”. In the
previous, he worked as an adviser for the
Mondriaan Fund and Pro Helvetia and
acted as a leader of cultural instutions
like Arta magazine and the Soros Center
for Contemporary Art, Bucharest, before
becoming director of the National
Museum of Contemporary Art — MNAC
Bucharest.

Absolvent de istoria si teoria artei, Calin
Dan este de doud decenii un important
critic si istoric de arta, deopotriva
curator si artist vizual. In aceasta
ultima calitate a facut parte activa
din grupul post-conceptual subREAL
si coordoneaza longevivul proiect
artistic si de cercetare ,Emotional
Architecture”. In calitatea sa de curator,
a fost consilier al Mondriaan Fund
si Pro Helvetia si a condus institutii
culturale precum revista Arta si Centrul
Soros pentru Arta Contemporana
din Bucuresti, inainte de a deveni
director al Muzeului National de Art&
Contemporand - MNAC Bucuresti.
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Architecture
Arhitectura

Stefan Ghenciulescu

Stefan Ghenciulescu is a practising
architect, journalist and researcher. He
is editor-in-chief of Zeppelin magazine

(since 2016 developed as a bookazine and
as the online magazine e-zeppelin.ro). He
teaches at the “Ion Mincu,, University of
Architecture and Urbanism in Bucharest.
He is the author of The Transparent City.
On Limits and Dwelling in Bucharest
and co-author of a number of books and
exhibitions about social architecture,

Central and South-Eastern Europe,
regeneration of heritage, urban culture

and the public space.

Stefan Ghenciulescu este arhitect
practicant, publicist si cercetétor;
redactor-sef revistei Zeppelin (din
2016, bookazine si revista online pe
e-zeppelin.ro). Preda la Universitatea
de Arhitectura si Urbanism ,lon Mincu”
din Bucuresti. A scris cartea Orasul
transparent. Despre limite si locuire in
Bucuresti si este coautor al mai multor
carti si expozitii despre arhitectura
sociald, Europa Centrala si de Sud-Est,
regenerarea patrimoniului, cultura
urbana si spatiu public.
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Design
DESIGN

Mihnea Ghildus

Formed as product designer at
the National University of Arts in

Bucharest, Mihnea Ghildus continued

his educational path at the Academy of
Arts and Design in Stuttgart. In 2014 he

received his PhD in medical design, at
UNARTE, where he lectured as associate

professor (2008-2016).

An enthusiastic interior and graphic
designer, he focuses his passion and
activity mostly in the field of product
design. In 2012 he started Dizainir,
together with a team of four specialists
in communication and design. The
Dizainir team has promoted over 150
Romanian designers with over 600
products designed and manufactured in
Romania so far.

Format ca designer de produs la
Universitatea Nationald de Arte,
din Bucuresti, Mihnea Ghildus si-a
continuat traseul educational la
Academia de Arte si Design din
Stuttgart. In 2014 a primit titlul de
doctor in design medical, la UNARTE,
unde a predat ca profesor asociat
(2008-2016). Activeaza cu entuziasm
in domeniul designului ambiental si
designului grafic, dar pasiunea lui
rdmane designul de produs.
in 2012 a lansat Dizaindr, alaturi de o
echipd formatd din patru specialisti in
comunicare si design. Pana in prezent,
echipa Dizainar a promovat peste
150 de designeri roméni cu peste 600
de produse concepute si realizate in
Romania.

P.188




Literature
LITERATURA

Alex Goldis

Alex Goldis is assistant professor at the
Babes-Bolyai University, editor-in-chief
at Vatra literary magazine, the author
of the volumes Criticism Entrenched.
From the Realist Socialism to the Autonomy
of the Aesthetic (2011) and Western
Synchronisation in Postwar Romanian
Literary Criticism in the 1970s and 1980s
(2013). He has published approximately
30 scholarly articles in peer-reviewed
journals and 300 literary reviews.

Alex Goldis este lector la Universitatea
Babes-Bolyai,
redactor-sef adjunct la revista Vatra,
autor al volumelor Critica in transee.
De la realismul socialist la autonomia
esteticului (2011) si Sincronizarea criticii
roménesti postbelice in deceniile opt si
noud (2013). A publicat aproximativ 30
de articole stiintifice si 300 de cronici
literare.
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Media
MEDIA

Elena Stancu

Elena Stancu has worked as a journalist
for the last 12 years. The first five years
she worked as assistant editor-in-chief at
the Marie Claire magazine in Romania.
She won several prizes and scholarships
in journalism, among which a
Superscrieri Scholarship, a Carter Center
fellowship and a prize of the Balkan
Fellowship for Journalistic Excellence.
In 2013 she quit her job and moved in
a trailer together with her partner, the
photographer Cosmin Bumbut. She
writes her stories on the Teleleu.eu
platform.

Elena Stancu lucreaza ca jurnalista
de 12 ani, dintre care cinci i-a petrecut
la revista Marie Claire, unde a fost
redactor-sef adjunct. A castigat mai
multe premii si burse de jurnalism,
printre care douad burse si un premiu
Superscrieri, 0 bursa oferita de Centrul
Carter si un premiu la Balkan Fellowship
for Journalistic Excellence. In 2013
si-a dat demisia de la Marie Claire si
s-a mutat intr-o autorulota impreuna
cu partenerul ei, fotograful Cosmin
Bumbut. Spune povesti de pe drum pe
Teleleu.eu.
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Cailin Vlasie

Cilin Vlasie is one of the most important
Romanian editors: founder and general
manager of Paralela 45 Publishing House
and, starting with 2017, director of
Cartea Roméneasci Publishing House,
the oldest, as well as one of the most
prestigious Romanian publishing houses
over time. He is also known as essayist
and publicist (a frequent contributor of
the most prestigious Romanian cultural
magazines) and poet: a representative
voice of the Generatia ‘80. A selection
of his poems appeared or is forthcoming
in numerous anthologies or literary
magazines abroad. Member of The
Romanian Writers’ Union and founder
and vice-president of The Association of
Professional Writers (ASPRO).

Calin Vlasie este unul dintre cei mai
cunoscuti editori romani: director si
fondator al Editurii Paralela 45, din 2017
a devenit si directorul Editurii Cartea
Romaneasca, cel mai vechi brand de
carte din Romaénia. De asemenea,
Calin Vlasie este cunoscut si ca
eseist, publicist (colaborator frecvent
al principalelor reviste de cultura din
Romania) si poet — unul dintre numele
importante ale Generatiei ‘80, autor a
patru volume de versuri. Este prezent cu
grupaje de poeme traduse in antologii
aparute in strdindtate. Membru al
Uniunii Scriitorilor din Romania, precum
si membru fondator si vicepresedinte
(din 1998) al Asociatiei Scriitorilor
Profesionisti din Romania (ASPRO).
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Theatre
TEATRU

Iulia Popovici

Tulia Popovici is a journalist and a
curator of performative arts. She works
as an editor at Observator cultural
magazine and collaborator of several
magazines from Europe and USA. Since
2011 she has been co-curator of the
Temps d'Images Theatre Festival in Cluj
and curated some other theatrical events
in Romania and Poland. Tulia Popovici
is the author of: A Theatre on the Road
Border (Cartea Romaneasci, 2008) and
The Elephant in the Room. A Guide on
Romanian Independent Theatre (IDEA/
ColectivA, 2016). Her texts are selected
in several anthologies. Iulia Popovici
edited bilingual anthologies about
performative arts in Europe.

lulia Popovici este jurnalistd, critic si
curator de arte performative. Redactor
la sdptamanalul Observator cultural,
colaboreaza cu publicatii din Europa
si SUA. Din 2011 este co-curator al
Festivalului Temps d’'lImages din Cluj;
a curatoriat evenimente de teatru
si dans din Romania si Polonia. A
publicat volumele Un teatru la marginea
drumului (Cartea Romaneasca, 2008)
si Elefantul din camera. Ghid despre
teatrul independent din Romania (IDEA/
ColectivA, 2016), a contribuit la volume
colective si a editat antologii bilingve
despre noi practici performative in
Europa.
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