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YEPBEHA NHIEORE: KNULLETA U PARKPUTUA
XA CEKCHAMHATA BOMWEBUWIKA PEEONMHILUA U KRK
TH BEWE HAMbNHO ZAEPABEHA

bopsHa Pocca u CraHumup lNaHanortos

MoboBma e geaboko coyuanya emoyus. MoboBma cvBeem He e camo yacmen’ Bvnpoc, kolimo ce omHacs eguHcmBero go gbamama
Brloberu: roboBma npumexaBa coruxkaBaua cuia, koamo e MHoz20 yeHHa 3a o6uecmBomo’”
Arekcangpa Koaormau, “Bpak u 6um’ (1926) '

Ta3u 2oguHa Codus kyubp Gpopym bewe nocBemeH Ha cmozoguwHUHama om OkmomBputicka-
ma peBoaloyus u HeliHama poAs 3@ NPOMSIHaMa Ha couyuaAHonoAumuYeckus cmamyc Ha keHume
u HexemepocekcyarHume xopa. Ta3u 20guwHuHa npegocmaBs npekpacHa Bvb3MokHocm ga Hbgam
3acezHamu pa3au4HUMe npomuBopedus u goemu, ¢ koumo peBoalouusma e cBbp3BaHa no cBema.
Ype3 cpegcmBama Ha u3zkycmBomo Hue HanpaBuxMe onum ga npepa3aaegame Hakou om ugeume,
pe3yamam Ha peBoaloyuoHHama MucbA, koumo goBegoxa go u3MeHeHus B omHoweHusma mMexgy
nonoBeme - kamo HanpumMep npeBpowaHemo Ha bpaka B u3usao cBemcka uHcmumyuyus u onpocms-
BaHe Ha npouegypume no ckalouBaHe Ha 6pak u pa3Bog, kakmo u usrnocmHama emMaHyuNauus Ha
XeHume, kosmo BkalouBa npaBomo Ha 2nac, ukoHoMudecka He3aBucumocm, COUUaAHU 2pUXKU U 2puXu
3a MalyuHcmBomo, pa3pewaBaHe Ha abopmume, gocmbn go 06pa3o08aHue, paskpenocmsaBaHe Ha
cekcyaaHocmma u cekcyaaHama ugeHmuyHocm (8 CCCP xoMocekcyaaHocmma e gekpuMuHaAu3upaHa
8 nepuoga 1922-33 2.).

AeliHocmma Ha xopa kamo AaekcaHgpa KoaoHmai? u Kaapa LiemkuH yecmo e npeHebpezBaHa
kamo ye Au copeHomo om Msx e camo egHa HagcmpoUka Ha boaweBuwkama peBoaloyus. KoAoH-

1. AnekcaHga KoanoHmal, ,bpak u 66im’, Paboyudi cyg, 1926, No. b. AnekcaHgpa KonoHmal e kaMucapka no couuanHume Bonpocu 8 6oaweBuwkomao
npaBumeacmBo caeg 1917 2., kamo cmaBa nopBama eHa B cBema, 3aemMauia MuHUCcmMepcku nocm. Ha Hest gbikum pazkomo nogobpsBaHe Ha noaoxke-
Huemo Ha >keHume caeg peBoalouusima ¢ dokyc Bopxy pabomHudkume, Aezaauzayusma Ha abopmume, 6e3naamHomo 3gpaBeona3Bake, epuwkama 3a
MaliyuHcmBomo u geuama (sicau, gemcku 2paguHu, gemcku kyxHu), yaecHaBaHemo Ha npouegypume 3a ckalouBae u pagmpoeBate Ha Bpaka, a maka
CbUWO U USAOCMHOMO pa3Bumue Ha coyuarHama noaumuka 3a nogobpsiBaxe Ha kayuecmBomo Ha xuBom Ha Bcudku croeBe Ha HaceaeHuemo.

2. 3a2naBuemo ,YepBera AloboB" bewe 3aemo om aHeAOe3U4HOMO 3a2raBue Ha noBecmma Ha AnekcaHgpa Konowmal om 1923 2. Bacunuca ManbieuHa.
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Page Liked - June 3, 2017 - Edited - @
Announcing Sofia Queer Forum 2017: RED LOVE

“Love is a profoundly social emotion. Love is not in
the least a ‘private’ matter concerning only the two
loving persons: love possess a uniting element
which is valuable to the collective.”

- Alexandra Kollontai, “On Marriage and Everyday
Life" (1926)

When: 1and 4-10 September 2017

Organized and curated by Boryana Rossa and
Stanimir Panayotov - devoted to and inspired by
the centenary of the October Revolution.

Expect very soon a call for video art competition,
which will be evaluated by a jury and will offer
three $ prizes!

SQF 2017 is supported by The Gaudenz B. Ruf
Award for New Bulgarian Art.

0O6sBsBame Codus kyubp dopym 2017: YEPBEHA
NOB0B

"io6osTa e AbNBGOKO obiecTBeHa eMoums.

maU e nbpBama, kosimo 02AaBsBa Komucapuama no coyuarHume nomoudu 8 CCCP, a no-kwcHo e npeg-
cegamenka Ha XeHckus omgea, kolimo pabomu 3a paBHume npaBa Ha »eHume. LiemkuH u KonoHmall
npoBexkgam BakHu BompewHoboAaweBuwku gebamu ¢ AeHuH, MAexaHoB u gpyau Bucokocmosuiu
boAaweBuwku Bogauu caeg peBoalouusma u uMam 02pOMEH NPUHOC 3a Bb3npuemMaHemo, CoyuaAu3u-
PaHeMO U HOPMAAU3UPaHEMO Ha COUUaAHU UHCMUmMyyuu, u3bpoeHu no-20pe, Ha koumo ce pagBame
U gHec 6e3 ocobeHo ga ce 3amucaame. Ho pabomama um, ocobeHo Ha KoaoHmad, BAusie He caMo Ha
keHckume Bonpocu, a cnoMaza CbW0 U 3a eMaHuunauyusma Ha xoMocekcyaaHume. Ta yecmo kpumu-
kyBa koHkpemHo ugesma, ye npoaemapckusim cekcyaAeH MOpaA He e HUWO noBede om Hagecmpouka.
06ukHoBeHo ce omgaBa nbpBocmeneHHo 3HaYeHuUe Ha ukoHoMukama u u3MeHeHusima B8 obuiecmBo-
mo, koumo mg nopaxga, 3a hopMupaHemo Ha onpegeAeH mun cekcyaAaHu B3aUMOOMHOWEHUS, HO
xopa kamo KoanoHmatl pa3zaexkgam moBa 83aumogelticmBue guarekmuyecku - kamo HeomgeAumMo om
knacoBama 6opba.

CK® 2017 bewe 3aMucAeH u kamo onum 3a gecmaauHu3upaHe® Ha HacaegecmBomo Ha cekcyanHa-
ma peBonalouust 8 CCCP om Hayaaomo Ha XX Bek. Lieama Ha masu kyuwp Alo6oB e (kaacoBa) Gop6a ¢

3. Hue umMame npegBug gecmaAuHU3ayus camo B cMUCWA, Ye Hapeg C MHO20 aBmeHmUYHU U NbpBoHayaaHU koMyHucmuyecku ugeu noroBama u cekcyan-
Ha eMaHuunauuu cmaBam obekm Ha noaumuyecko NoXuUiEHUE C NOCMENEHHOMO ge2eHepupake Ha CbBemume. Ho Hue HaMame npegBug, ye UMa Heulo
CmaauHucmko’, koemo e BbmpewHo NpucLWo Ha peBoaloyusma. MMerHo xopa kamo KoaoHmaU gonpuHacsm koM kpumukama Ha 6lopokpamu3auusma
Ha cbBemume owie B enoxama Ha AeHUH, a HeUHOMO NPUHYgUMEAHO omyyxgaBaHe om cmaAuHucmkus pexkum g u3npawa kamo nocaaHuyka Ha CCCP B8
(DuHAaHgus.. Ta3u meHgeHUus Ha 6lopokpamu3sauus om AeHUH HacemHe ce u3BpawaBa go op2aHu3auUoHHUMe mpygoBu pexkuMu Ha koaxozHuYecmBomo u
cmaxaHoBu3Ma no-kwcHo. Bxk. no-konkpemHo cxBawaHemo Ha KoaoHmal 3a ,opabomsBatema” Ha cbBemume: Anekcangpa KoaoHmal, ,3a 6lopokpamu3sma
u camogeliHocmma Ha Macume”, npeBog om pycku BopsiHa Pocca, 8 Hukoaall KepkoB u Cmatumup MaxatiomoB (ceem.), ABmoromuzbm u Mapkcuzom: om
apuxkama komyra go CBemoBrus coyuane gopym (Codusi: Anapec, 2013), 62-71.



xemepocekcu3ma u nampuapxama. Kyubp AloboBma, Hakpamko, Moxe npu onpegeaeHu ycaoBus ga
cmaHe 6azama: ma He BuHazu e Hagcmpoukama.

B onuma Hu 0koAo opeaHu3ayusma u npoBexkgaHemo Ha dopymMa Hue kakmo pa3bpaxme, maka u
nomBupguxme Hakou couuarHo-noAumudecku g8aeHus. OkasBa ce, ye B 6bazapckomo nocmkomyHuc-
muyecko obwecmBo cBvbp3BaHemo Ha npegcmaBama 3a noAoBa emaHuunauus, cekcyanHocmma u
AeBume ugeu e noymu mabyu3uparo. ToBa mabyusupaHe ce ocHoBaBa Ha gBe obuiu kauwema.

MepBomo kauwe uma 3asBkama 3a mpaHcucmopuyHoCM U cnopeg Heao komyHucmuyeckume
o6wecmBa ca nombnkBaau u guckpuMuHupaau cekcyaaHocmma no npuHyun (kakmo xemepo-, maka
u xomMocekcyaaHocmma) - m.e. npaBuau ca 20 8cuyku egHakBo u BuHazu, nogyuHaBatiku g Ha mpagu-
UUOHHO xemepocekcyanHa Bpb3ka Mexgy cBpoxMwkecmBeH MbX U aHgpo2uHHa XeHa. HampanyuBusm
o6pa3 Ha ma3u peBusuoHucmka uges e HeHopMaAHo MbkecmBeHama mpakmopucmka (kom6atiHepka,
kpaHucmka u m.H.), koamo BcwuyHocm He 6u caegBano ga kapa mpakmop, 3auomo moBa e npomuB
eHckama npupoga: 06pa3, pesyAmam om ugesma, Ye UHgycmpuaAu3auusma u MackyAuHu3auusma
BopBam pobka 3a puka. CAegoBamenHo, Makap u He ocb3HaBalku moBa, mo3u mun peBu3uoHucmko
kauwe HeanacHo u3uckBa pempaguuuoHaAu3auusma Ha xeHckume poau u omuykgaBaHemo Ha Xe-
HUME oM MeXHoAO2UUME U MeXHoAO2UYHUS npozpec. Hakpamko, mBoupge MHO20 KOMYHU3bM HE € Ha
Xyb6aBo 3a egHa XkeHa - mg Heu3bexkHo ce npeBpbula B MbXk, 3a ga bge yacm om egHO mexHonpozpe-
cuBHo obwecmBo. 3a hopmupaHemo Ha moBa kauwe, pa3bupa ce, uMa MHO20 NPUYUHU, HO egHa om
MSX e XOMO2EHHU3UPaHemO Ha coyuaaucmuyeckus nepuog - mou ce cmMama 3a egHakvB HaBcakobge u
BuHazu, npe3 epaHuuU U NokoAeHUs U Hal-4ecmo ce cBbp3Ba ¢ nepuoga Ha cBemckust cmaAuHU3oM®,

Bmopomo kauwe, ¢ koemo ce cbabckaxMe gocma no-paHo 0m HaYaAOMOo Ha Ma320guWHUS GopyM,
e, Ye ocBobokgaBaHemo Ha cekcyaAHOCMMa U NOCMu2aHemo Ha noAoBama eMaHuunauus He camo
ye Hukoaa He ca BuAu Yacm om AeBume ugeonozuu Bvobuwie (Ha ugmok, Ha 3anag, HaBeskbge), Ho u
ye me He ca cbBMecmumu ¢ max®. Cnopeg moBa kauwe Hue, op2aHuzamopume Ha CK® 2017, kakmo u
no nogpa3bupaHe Bcuyku yyacmHUUU U Hawu NoggpwkHUUU, cMe aBmopenpecupauju ce Ma3oxucmu
(kauwe MHO20 cX0gHO go ,HeHaBukgawus cebe cu 2edl/eBpeut/poM’ u m.H.). Cupey xopa, koumo
He 0Cwv3HaBam ue ako camo baxme umaau BbamokHocmma ga XkuBeem BbB BpemeHama Ha CmanuH,
Tumo, XogxXka u Mao Hukoza He buxme cu U noMmucAuAu ga cBbp3Bame OkmomBputickama peBonloyus ¢
HakakBa uges 3a yHuBepcaneH npoepec Ha YoBeka. He cmaBa acHo gaau cnopeg moBa kauwe »eHama
mps68a ga cu cmou BKowu, HO Mo nvk ymBopkgaBa HeznacHo Ye moBa U ce e cayuBano, u Ye ycaoBu-
emo 3a HellHama eMaHuuNauus e UMeHHO kpaxa Ha komyHu3ma.

4. Aopu no BpemMemo Ha cmaAuHu3Ma kauwemo 3a aHgpo2uHHama XeHa u mpakmopa He e abcoalomHo BaaugHo. Hanpumep Alobumama akmpuca Ha
CmanuH - ugeaneH XeHcku poaeBu Mogen - e Alo6o8 OpaoBa, kasimo uma pa3Hoobpa3Hu npeBbnabuieHus, npegcmadsaiku pagaudHu keHcku poreBu mMoge-
AU U BbHWHocMU. CBexkgaHemo Ha koMyHU3Ma go 06wa aHgpoauHu3auus Ha 4oBeka (Makap u cnopeg Hac B mo3u NPOUEC ga HIMa HUWO No CbuecmBo
yxkacsBawo) e HekopekmHo U e nopegHUsM eBMuH HayuH ga ce cmu2Mamu3upa MUHaAomo. 3a egHa UCMopust Ha magu meMa, BX. JHa dHueBa, ,KeHume
8 TK3C unu kak ce peanusupa noaumukama 3a paBeHcmBo Mexgy Mbkeme u xeHume 8 Bbazapckomo ceno’, 8 Kpacumupa AackanoBa u Tamsxa KmemoBa
(coem.), flon u npexog: 1938-1958 (Codust: Lienmbp 3a uzcaegBarus u noaumuku 3a erume, 2011), 166-188.

5. Bk. Cmedka LlaHeBa, ,Moaumuka, apm, gkeHgbp/kyuop. MaHeaHa guckycus Ha cn. baucmep ¢ bopara Pocca, Bukmop 4HkoB, Aega EkumoBa u CmaHu-
mup Nawatiomo8*, baucmep, 17 mapm 2013, www.academia.edu/35650396/Moaumuka_apm_gkeHgbp_naHeaHa_guckyusi_Ha_cnucaHue_baucmep.

|
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Stanimir Stoyanov kakBa rHyc, ocpaxre
CbBUTUETO. MPUHLIMITHO NPUCBCTBaM, HO
Ta3u rofyvHa Lie BU NponycHa.

Like - Reply - Message - 1y c'a 1©

Gergana Nenova Hama kak goa ce
BAbXHOBWMM OT OKTOMBpMiACKaTa
peBontoLus 1 oT obpasa Ha JIeHWH ¢
neTosibyKaTa, Xasko e TO31 TO/IKOBa
cmucieH ¢opyM da ce nanossea 3a
TakuBa Lie/in 1 C TaKuBa nocnaHus.

Like - Reply - Message - 1y Os

lliya Gramatikoff Hagseam ce ye ToBa e
HSIKakBa CNOXHa UHTeneKTyanHa
3aurpaBka, KOSITO He cxBallam, 1 Yye uma
HSIKakBa rpeLuka BbB "$hopyMbT €
NOCBETEH Ha M BObXHOBEH OT
cToroguviHuHaTta oT OKToMBpUIAcKaTa

KanwuH KameHoB ®paHumcko PpaHkKo
Hay4aBa 3a KpUMWHanW3aumaTa Ha
nepepactusTa B CbBeTCKUs Cblo3 npe3
1933.

Like - Reply - Message - 1y Qo -

KanuH KameHoB MbpBuUsT KOHrpec 3a
TPpaHcceKcyanHu U XeHObPKyUbp
npaea, npoBefeH npe3 1940 roguHa B
BpaTtucnaea ¢ fOMakuH MOHCEHbOP
Mo3ed TUCO M MHOXECTBO NOYETHN

rocTu.

pesontoumsa”... B npoTMBeH cnyyai - Monsa
BMW, BbpPHETE Ce B YacOBeTe MO UCTopWS,
3a [la NoHayuyuTe 00 KaKBo € foBena
BbMPOCHATa W MO KaKbB Ha4YMH
crnefcTBUATa Ca M Npoab/xXasar ga
3acarat ocobeHo xopata ¢ JINMb
WMOEHTUYHOCT V3 ObpXKaBuTe OT GUBLINS
MaTo4eH 6nok.

Like - Reply - Message - 1y 05D

Te3u gBe kauwema ca odopmeHu kakmo no Bpeme Ha couuarucmuyeckus, maka u Ha nocmcoyua-
Aucmuyeckust nepuogu u ca pa3Bumu Ha 6a3ama Ha cmpaxa om cekcyaAHocmma UAU NoAUMuYecku
nognaameHomo HeBexecmBo. OmkpoBeHo kazaHo, HUMO egHO 0M Mgx He HU BbAHYBa, 3aWomo Hue
Hukoea He cMe ce uHmepecyBaau om moBa, ga abcoalomu3upame Bpwzkama MexXgy couuarHa emMaH-
yunayus u OkmomBputickama peBoatoyus. Om camomo HayaAo Hue uckaxme ga nokakem HloaHca
U gucmuHkuusima, a He peAu2uo3Ho ga onpaBgaBame ,38epcmBama Ha komyHu3ma", kakmo yecmo
HU 6uBa BMeHsBaHo, ,caMo 3awomo”’ nbpBomo caegpeBoalouUOHHO gecemuaemue e Hau-6Au3ko go
xapecBaHume om Hac MeHgeHuUU.

Aa u3Bagum HasBe me3u kauwema HU noMo2Ha npulioMbm Ha npoBokayusma: 8v8 Melicoyk
cmpaHuuama Ha CKD nybaukyBaxme kapmuHka Ha AeHuH Ha doHa Ha daaza Ha ATBTKI gBuxkeHuemo
¢ kpambk aHOHC Ha ma320guuHama mema Ha GopyMa, a UMeHHO: cekcyaaHama peBoalouus, cayduaa
ce 3aegHo ¢ boaweBuwkama. HeobuvalHo Bucokama akmuBHocm okoAo ma3u npoBokayus u noay-
yeHume koHmpa-npoBokayuu, komeHmapu, uereBo mpoaBaHe u m.H. nomBbpguxa Hawume onaceHus,
HO U gonpuHecoxa kbM egHa MOgHa noHacmoswieM mema, kosmo cowecmByBa om kpas Ha 80-me, HO
om u3BecmHo Bpeme Bce no-ycuaHo npuceecmBa B obuecmBeHus pa3eoBop 3a coyuaaucmuyeckomo
MuHano. Mo-koHkpemHo moBa e nocmaBsHemo 3Hak 3a paBeHcmBo Mexkgy dawu3ma u komyHu3ma
kamo ugeoaoz2uu u npakmuku. To3u Bv32aeg 3a CwkareHUe e CoUUaAHo Npuem y Hac bAa2ogapeHue
Ha nonyAspHama Bbaeapcka peBuguoHucmka ucmopuozpadus (Bbnpeku ye egBa Au Beeku aHmuko-



MyHUCM e gomoakoBa o6pa30B8aH peBusuoHucm). Taka Beceku onum 3a pa3epaHuyeHue Mexgy g8ama
pexkuma 3aBopwBa ¢ npumumBHU 06BuHeHus u BMeHsBaHe Ha ucmopudecka BuHa, kyaMuHupawo 8
egHa MamemMamuka Ha 3A0M0 U 3aMepsHe ¢ MUAUOHUME >kepmBu u Ha gBama peXkuma 8 umemo Ha
peBu3uoHu3LM kolimo He pa3bupa, e, kakmo Hackopo ka3a noaumoaozm AHmoHuUU TogopoB, ko-
MyHU3MbM ckopo HIMa ga ce noBmopu, HO Gawiu3Mbm Bede ce 3aBvbpHa. HenpegHamepeHusm 6pak
MexXgy ,gemMokpauus’® u hawusbm e npogykm UMEHHO Ha MO3u MpaHcucmopuyecku uHam, ga ce
npokapBa ugeHmuyHocm Mexkgy KoMyHU3bM U dawu3bM nog wankama Ha ,momaAumapu3ama”.

Hawama npoBokauust nomBupgu ocBex moBa, ye BusyarHuam obpa3zoBameaeH cnocob (ynompe-
6ama Ha cmeHonuc, naakam, azumnpon), u3noA3Bax owe om BpemMemo Ha uapcka Pycust U npogbAKUA
goA20 U creg OkmomBputickama peBoaloyus, GyHkuuoHUpa U go geH-gHeweH nog GopmMama Ha Mem
kyamypama 8 couuanHume mpeXu. Ho 3a pa3auka om HakozawHus obpa3oBameneH u mpaHchop-
MamuBeH nomeHuuaA Ha BusyarnHomo o6pa3oBaHue, gHec MeM kyamypama cAyu npegu Bcuuko 3a
ymBupkgaBaHe Ha noAspuzauusma Ha npomuBHuuU (koMyHucmu/aHmukomyHucmu) u psgko yyu
Hsko20 Ha kakBomo u ga 6uAo HOBo 3HaHUe. To3u NPobAEM GONLAHUMEAHO 3aMPYJHU HAUIEMO HaYu-
HaHue. Ako aaumnponem Hskoea e 06pa308aa Macume C UeA ga 2u gemokpamusupa u ocBobogu, gHec
MeM kyamypama gemokpamu3upa Bu3yaAHOMO NoAe kamo Ye AU C UeA ga 02paHu4u 06pa30BaHocm-
ma. EguHcmBeHomo, koemo nocmuzHaxme ¢ ma3u npoBokauus 6ewe BeposmHO NOHe ga YCbMHUM
yacm om BoAeapckume peBu3uoHUCMU B NO3HaHUSIMa UM N0 UCMOPUS, HO HIMaMe npemeHuusma, ye
cMe 2u 06pa30B8anu 3a caokHama u HloaHcupaHa ucmopus Ha OkmomBputickama peBoalouus u kak
ms ce npecuya ¢ npobaeMume Ha coyuarHomo Bb3npous3BogemBo, noaa u cekcyaaHocmma. B mo3u
koHmekcm Hue mpsbBawe He camo ga 3asBuM meMama, Ho nodyBecmBaxme Heobxogumocmma ga
pa3Buem u obpazoBamenHa getiHocm omBbg BugyaaHomo. 3amoBa cvbpaxme bubauozpadus, kosmo
ga gage ocHoBa 3a Hawama koHuenuus kamo kypamopu, HO U ga Hu NOMO2He ga Cb3gagem pa320B8op
8 moBa HacumeHo ¢ npomuBopeyus noAumuyecko noae. Mokeme ga 9 omkpueme kamo npuAoXkeHue
B kpas Ha Hacmosawus kamanoe.

06pa3oBameAHama gelHocm om mo3u copm obaye e Hali-4ecmo noAe3Ha 3a xopa, koumo Beve
ce UHmepecyBam om memama U ca CnocobHU ga Yemam akageMuyHU UAU NONYASPHU U3cAegBaHus
Ha pa3Au4HU e3uuu. Ho Hawama ueA BuHazu e buna ga Bkalouum wupok obwecmBex cnekmubp, ga
HanpaBuM dopyMa gocmbneH 3a wupoka nybauka. 3amoBa ma3u 20guHa uzMucAuxme gBa BapuaHma
3a aHeaXupaHe - Bugeo koHkypc u u3Anokba, cocmaBeHa noYmu u3usiA0 0m npou3BegeHus, cneuuarHo
Cb3gageHu 3a CAyYas.

6. BcowHocm myk ,gemokpauus” e kogoBo Ha3BaHue 3a HeoaubeparusbM. Hue He cMe 20moBu ga npeomcmbnuM geMokpauusma Ha masu ugeoaoaus,
caMmo 3a ga npokapBame pa3geAumenHu AUHUU MeXkgy Hac u Bcuuku ocmananu 8 umemo Ha HskakBu kpuBopa36tpaHu nypucmku ugeaau 3a COUUAAUSbM.

7. MemumHama Bpvaka Mexkgy gemokpauus (8 0bujus CMUCHA Ha gyMama) U momaaumapu3bM Ha cBoil peg e ocobeHo gobpe nokasBaHa u pa3BuBata ocHOB-
HO om umanuaHcku cbBpemerHU Mucaumenu, kamo Akopgxko Azamben, Pparko Bepapgu - budo, AomMeHuko Aocypgo u gpyau. Ha cBoli peg myk e pegHo ga
cnomeHem, 6e3 ga umame BramokHocmma ga 20 pa3Buem, e ucmopusgma u nonyadpu3auusma Ha maka koHceHcyanHo ynompebsBaHomo noHsmue ,moma-
AUMapu3bM” 38 goBpo UAU 340 e cBbp3ana kakmo ¢ Oparkdypmekama wkoaa u XaHa ApeHm, maka u cbe caegBoeHHuMe aeBudapcku/nocmmpoukucmku
cuHgukaaucmu, u no-koHkpemHo ugeoncauyeckama 3akanka u paboma Ha Make LLiaxmmaH. YBu, noumu HeBb3MakHo e B Gbazapcku konmekem ucmopusima
u koHmekema Ha ma3u mepMuHoAo2us ga 6bge BuBegera no noaumuyecku uuBuau3oBaH HayuH. B pe3yamam Ha moBa Bceku onum 3a noaumudecku
06pa3oBamenxa paboma kamo Hawus CK® 2017 6uBa aBmomamuuHo o6cmpenBat ¢ kauwiema gomoakoBa Heocv3HaBawu u Heno3HaBawu cobecmBeHusd cu
NOHAMUEH anapam, Ye Ce Hanaza ga obsicHaBamMe Ha cbbecegHuuUMe cu gopu u AeBuyapckust npou3xog Ha ,0pkugma’ uM - B caydas, momaau3upauiomo
noHgMue 3a momaaumapu3wM. 1 moBa He e onaakBaHe, a koHcmamauus.
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1 gBeme ugeu kpuexa MH020 puckoBe, kamo Hanpumep noAydaBaHe Ha He3aBbpuleHU UAU NOBbPX-
HOCMHU npou3BegeHus, B HayaneH npouec Ha pa3pabomka; Boayhmapucmko mbakyBaHe om cmpaHa
Ha yyacmHuuume 8 konmekcma Ha 3agageHama mema; gopu u ,mpoABaHe" Ha koHkypcHama npozpa-
Ma. Ho nok noaokumeaHama cmpaHa Ha omBopeHume korkypcu e, Ye ¢ BkaloyBaHemo Ha xopa, kou-
Mo He ca pabomuau 3agbAboyeHo B ma3u meMa, uMa no-20AdMa BeposmHocm kpbebm om guckymu-
pauiume 9 ga ce paswupu. He Ha nocaegHo Macmo koHkypcHusm gopmam Hu no3BoAU U ga omkpuem
U aHeaupame HoBu aBmopu, koumo cv3gagoxa cneuuarHo Bugeo pabomu 3a Hawus hopym.

MeXAYHapOAHUSAT BUAEO
KOHKYpC ,,YepBeHa Alo60B”

Bugeo konkypcbm cbwo ymBoupgu no-2ope ykazaHume kauwema. M3kalouumeaHo Manbk npoueHm
om npou3BegeHusma u306wo cregBaxa memama om6AU30. AaAu yyacmHuuume bsxa pewuAu ga
ugnpamam pabomu Ha Bcska ueHa, 6e3 ga ce cvobpasaBam ¢ memMama UAu Nbk Bsxa pewuAu, Ye
Bcuyko Beue um e buAo SCHO, e mpygHO ga ce kaxke. Ho mo3u Manbk npoueHm HecbMHeHO noka3Ba
HeNoNyASpHOCMMa Ha meMama u Auncama kakmo Ha o6pa3o0B8aHocm, maka u Ha XeAaHue 3a no-go-
6pa uHdopMupaHocm. B mo3u cMucbA 0cBeH, e mpsbBawe ga ce corvckame ¢ geduuum kakmo 8
06pa308aHuemo, maka u 8 kenaHuemo kbm makoBa om cmpaHa Ha nceBgogemokpamuyHu aHmuko-
MyHucmuyecku mpoAoBe, ce HaroXu ga pabomuM U C MHO20 Pa3AUYHU XygoXKHUUU C pa3Ho0bpa3Ha
nogaomBeHocm - HO B mo3u cAyyal xeaaHuemo He beule npobaeM. Makap Ye HayuHbM, No kolimo
3agagoxme meMama 20 no3B8oagBawie, He NoAyduxMe HUMO egHo Bugeo, koemo gopu 6Aego ga 3a-
2amBa psaskama peakuust kbM kapmunkama Ha AeHUH C dAaza-goea. 3a cMemka Ha moBa noAyduxme
MH020 pabomu, yuumo aBmopu uMaxa 04eBugHo beaau no3HaHUs u Hucka nogeomBeHocm no 06s8e-
Hama meMa, a H9kou NpocmMo He 9 6sxa NPOYeAU UAU pa3bpanu.

Maakomo pabomu, koumo umaxa npsika uAu He gomam npska Bpw3ka ¢ memama, Bce nak Hu
NoMO2Haxa ga ocbuiecmBuM dopyma B He20Bus 3aMuCLA, Nk gopu u B Hakou cAydau no gonupamen-
Hama. Kamo Hanpumep Bugeomo Ha AHgxkena beanop Mckam geme! lpepaseregaro (rekyus), koamo
3acAykeHo cneyeau nopBa Haepaga. ToBa bewe eguHcmBeHomo Bugeo, gelicmBumenHo ocHoBaBaulo
ce Ha peBoaloyuoHHama enoxa u no-koHkpemHo Ha CbBpeMeHHUs NPOYUM Ha nuecama Xoyy peberka!
Ha Cepeel TpemsakoB om 1926 2. B cBosima paboma beaaop cmpou napaeA Mexgy Muaga pubHay,
2naBHama 2epouHs B nuecama, u cBosma cobecmBeHa ucmopust. Hakoako 20guHu caeg BoaweBuuika-
ma peBoaloyus, Muaga, eMaHUUNUpaHa om 02paHuYeHuUsma U 3agbAkumeaHocmma Ha bpaka kamo
ukoHomudecka, Ho U MopaAHa cmpykmypa, pewaBa ga pogu geme 6e3 ga uma cemeticmBo. Lieama
U e ga cvb3gage cbBbpueHus epakgaHuH Ha HoBomo obwecmBo. Ta pagaaexga cekcyaaHume cu
napmHoLopu kamo 6egewu 6auiu. Om cBos cmpaHa beanop, kosmo e amepukaHka, 3aegHo ¢ napm-
Hoopkama cu u3bupa kol ga 6vge baula Ha gememo UM Ype3 gocmon go UHGopMauusma, npe-
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gocmaBeHa om bankama 3a cnepma. B aekuusma-nvpdopmaHc, kosmo beanop 3acHeMa, mg npaBu
cpaBHeHue MexXgy eBzeHudeckume ugeu Ha CCCP u CALLL, kamo om6ensi3Ba, ue coBemckusim mMogea
MbPCU U3MEHEHUE Ha xapakmepa u couuarHomo noBegeHue Ha bbgeuwus YoBek, u 3amoBa Muaga

He bu uckara bawama ga 6bge npucmpacmeH koM arkoxoaa UAU ga bge HacuAHUK. 3a pa3auka om
cmpemexa koM uskopeHsiBaHe Ha BpegHu couyuanHu HaBuuu, amepukaHckama Bepcus Ha eB2eHukama
om HayaAromo Ha Beka obpowia BHUMaHUe noBede Ha du3zuyeckume u uHmeAaekmyaaHume kayecmBa
Ha UHguBuga, cv3gaBailku eguH ugean, kolimo He MoXe ga 6bge gocmbneH 3a Becuuku. Mo Mo3u HaYuH
amepukaHckama dopgucmka Bepcus Ha eBeeHuka U couuaneH uHXkeHepuHe ce gobaukaBa moyHo go
ugesma 3a ,paBHonpaBue’, 3auumaBaHa om AubeparHo HacmpoeHume pycku GemuHucmku-cydpa-
skemku om npegpeBoalouuoHHUs nepuog (1905-1917 2.), gokamo Muaga/Beaaop no-ckopo ce cmpemam
kbM m.Hap. ,nbAHONpaBue’, omecmosBaHo om KoaoHmal - uges, upe3 kosmo ms kpumukyBa aube-
paAHUMe peMuHucmku u 2u 06BuHsBa B uzbupamenro paBexcmBo, 6a3upaHo Ha kanacoB npegpaschb-
gbk®. Mpegnoyumanama om Munga/beanop eBzeHuka, Makap u yxkacaBawa 3a Hakou, npaBu u3bopa
Ha nbAHONpaBuemo u 6e3kaacoBus npousxoag. Ho ¢ ugkaloueHue Ha moBa cpaBHeHue, koemo kacae
ucmopusima Ha cenekmuBHus om6op npu xopama 8 mexkgyHapogeH koHmekem, beanop He npaBu
6uHapHa conocmaBka Mexgy BpemeBu u kyamypHo-noaumuyecku cumyauuu (3anag-ugmok, kanuma-
AU3bM-koMyHU3bM), kakmo Hali-uecmo ce cayuBa 8 nocmkomyHucmuyeckomo xygokecmBeHo npoc-

8. BX. AnekcaHgpa Koanonmat, ,BBegerue k knuze Coyuansrbie ocHoBbl xerckozo Bonpoca (1908 2.)', 8 U36parHbie cmameu u peyu (MockBa: Moau-
mus3gam, 1972), 79.

15
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mpaHcmBo, 3aHuUMaBawio ce ¢ u3moyHa EBpona. B pabomama cu ms no-ckopo cv3gaBa pa3zbpHam
napaAen, pa3eaexgaw, BbamMoxkHocmume, pa3kpuBawu ce npeg pogumeAcmBomo u pa3Bumuemo Ha
o6wecmBomo B cumyayuu, 8 koumo HeoBxogumMocmma om amoMapHomo xemepocekeyaAHo/xeme-
poHopMamuBHo® cemeticmBo (munuyHo 3a nocaegHume Hsakoako Beka Ha 3anagHama uuBuauzauus)
3a pakgaHemo U omeAexkgaHemo Ha geuama e nocmaBeHa nog Bonpoc. Te3u Bbnpocu 3acsgeam He
caM0 UHguBugyanHama omaoBopHOCM Ha pogumeAcmBomo, HO U HeobxoguMocmma 0m CoUUaAHa
aHeakupaHocm Ha ugaomo 0bwecmBo.

Apya Bonpoc, ¢ kolimo ce cbabckaxme, bewe kakBo moyHo e cekcyanHa peBonlouus. 3abeaszaxme,
ye 3a MHO3UHa, BkaloyumeAHo u 3a MHO20 om yyacmHuuume BvB dhopyma, cekcyanHama peBoatoyus
Ce acouuupa C eguH om UAU C kombuHauus om cAegHUME heHoMeHU U ucmopuyecku nepuogu: ¢ 6e3-
pa3bopeH cekc; ¢ Hewlo omBbg co6ecmBeromo npocmpaHemBo (Hanpumep Ye moBa e heHoMeH om
60-me 20guHu 8 CALL, Hamepua Hali-CuAHUS cu ugpa3 8 xunu gBukeHuemo); uau nbk 8 paslozgBaHemo
Ha »keHckust npomMuckyumem ¢ noMowma Ha xanyemama npomuB 3abpemeHsBaHe.

YacmuyHo B makwB kalou Moxe 6u mps68a ga ce aanega Bugeomo Ha Bukmop Vin4 AebegeB A
muuremo 3Haewe Beuyko. B He20 3eMama e 3aB3ema om u3BvbH3emHu, koumo npoBokupam ,.cek-
CcyaAHa peBoaloyus’, 3a ga 9 gecmabuauzupam™. Taka Bcuuku npaBam ceke ¢ Bcudku u B pesyamam
cuBusm, nogpegeH U moxkeH cBam ce npeBpbula B uBemeH u pagocmeH makbB, NOgYUHEH Ha egHa
,u3BbH3eMHa" nozuka. (Aokonko ma3u rozuka e ,u3BbH3eMHa" Moke ga e npegmem Ha cnop.)

MAbmHo-YepBeHomo Bugeo Ha EBeauH CmepMuy, YepBero kaguge cobuio pa3duma Ha nonyasp-

HU acouuayuu Mexgy yepBeHus uBam, Baacmma u cekcyaaHocmma. B HeliHomo Bugeo cBobogama
Ha acouuayuu e HaucmuHa MHO20 No-20A9Ma 0m ma3u B gpyaume pabomu, yeneau ga ce Bnuwam

8 npobaemamukama, HO 3a pa3auka om max CmepMuu nok yecnewHo komeHmupa ¢ e3uka Ha ab-
cmpakmHus ¢opMaAu3oM caMama acouuauus MexXgy 2eHumaaHocm u peBoaloyus - npobaem, no3Ham
HU owe om pabomama Ha Buaxeam Palix Bopxy OkmomBputickama peBoaoyus.

MomuBvm Ha yepBeHama nuoHepcka Bpw3ka BbB Bugeomo Ha LLiudpa KakgaH Yue e moBa yep-
Bero? 0baye pa3BuBa cmaHgapmHume koHomauuu 8 HeoyakBaHa nocoka, a uMeHHo - B gupekmHama
BpemeBa Bpwaka Mexkgy noaumudecku cobumus u cekcyaAHomo U UgeHMUYHOCMHO 0Cb3HaBaHe Ha
MAagama xygoxkHuuka. Ts e eguHcmBeHama yyacmHuyka, kosmo ce 3aHuMaBa ¢ npobaeMa 3a MUHaAo-
Mo kamo uHcMuUMYyyuoHaAeH XuBom npe3 npu3Mama Ha AuUYHama ucmopus U noAumuka Ha namem-
ma.

Y pabomama Ha Muwa PabuHoBuy TpaHcgopmayus T: Kak ga ce uzBreve yBema? yepBeHomo Ha
kpeBma e moBa, yusmo nAemHocm ce pa3muBa B Hakoakomo Yawiu Boga, ouBemeHu ¢ pa3audHU uBe-
moBe. ToBa pa3muBaHe, ocBeH 0bekm Ha ecmemuyecko cb3epuaHue, e CUMBOAUYHO BonAbWEHUE Ha

9. A gHec Beye u xoMoHOpMamuBHo.

10. BeposimHo Hecb3HameAHo, Ho Bugeomo Ha AebegeB goHskbge HanoMHs clokema Ha kbcomMempaxkHus duam Ha MopmeH AuHgbepe /ed Hegpu om
kocmoca (1992 2.), 8 kolimo 2pyna yepHokoxku u3BbH3eMHU 2eli MbXe cAydaliHo omkpuBam naaHemama 3eMs u 8 kolimo ce npocaegsBam yxkaceHume um
peakuuu, nopogeHu om npeobaagaBawius 3emMaaHcku xemepocekcyaneH cekc.



pa3mBapsaHemo Ha peBoAloyuoHHUME ugeu U 3a2ybBaHe Ha maxHama cuaa B MHOkecmBomo mexHu
peaAu3auuu u uHmepnpemauyuu. PabuHoBuy e eguH om MH020mo, ekcnaoamupawu HampandyuBama
meopus 3a ,4aulama Boga" Ha KonoHmau", nosBgaBawa ce u3 ueaust hopyM, Ho e cakaw eguHcmBeHu-
am, kolimo BHywaBa ype3 moBa uBemoBo pa3muBaHe ye npobaeMbm He e npocmo B HopMaAu3auus-
ma Ha cekcyanHus kuBom u HazoH, a B uzMsHama koM HezoBama cBoboga.

U3A0XKOaTa ,,YepBeHa AlO60OB"

Vi3nokbama bewe nocmpoeHa No Ao2ukama Ha cb3gaBaHe Ha koHuenmyaAHa 6a3a, kosimo e cMecuua kak-
MO 0M CNEeUUaAHO NopbyaHu 3a dopyMa, maka u 3aBoupuleHu xygokecmBeHu npou3BegeHust, uscaegBawu
0CHOBHUME Ugeu Ha ma32oguuiHama npobaeMamuka, U npegocmaBsuwu gonbAHUMEAHU HUWKU 3a pa3-
Bumue. ToBa HanpaBuxa ocobeHo HoBock3gageHume npou3BegeHust om xygokHuukume (masu 20guHa me
Bsixa camo keHu, ¢ uskaloueHue Ha Muaun VoBaroBcku).

N mpume Beue cv3gageHu npousBegeHus, koumo bsaxa nokaHeHu B uaanokbama, pazaaexkgam
cbBpemenHocmma 8 ucmopuyecka nepcnekmuBa, kamo npeocMucASM U3NPa3HeHU 0M 3HadyeHue
NOHSMUS U u3caegBam nomeHyuana 3a maxHama HoBa mpakmoBka uau okoHY4ameAHa cMbpm.

B kbcomempaXHusm cu GpuamM-mlo3ukoa Hue BupBum no coujus Beauk nom 3aoAu XoH2 ce 3aHu-
MaBa cvbc cobecmBeHama cu no3uyus Ha MAaga kumaticka XeHa, XuBeewa caeg KyamypHama peBo-
Alouus, Ho kosimo HacaegqiBa HelHUS namoc Ype3 ucmopusima Ha cB0s gago u HeeoBume cnoMeHu.
MbpBoHaYaAHO M cuHmMe3upa o4YakBaHusgsma kbm cbBpemeHHUMe kumaticku XkeHu: ga ce oMbkam 3a
602am MbX U ga u3nbAHSM buma cu ¢ MapkoBu Aykco3Hu npegmemu, 6ugeliku 3aemu Hal-4ecmo ¢
omyyxgaBaw, cekpemapcku mpyg, 8 koimo He camo u3BbpuwiBam noBmapawu ce MexaHU4YHU gedcm-
Bus, HO U yCNOPegHO ca 3agbAkeHU ga bbgam gobpe uzaaexkgaw, cekcyaneH obekm. Ta3u Huwka
NOCMENEHHO Ce NpenAuma ¢ ucmopusgma Ha gago U, kosmo msa yeme 8 He2oBus gHeBHUK. HeaoBusim
XuBom kamo yyacmHuk B KyamypHama peBoalouus e nocBemeH Ha ugearume 3a paBeHcmBomo.
Kamo 98 gucugeHm obaue, gagomo Hocu ,wankama Ha cpama“ 3apagu kpumuka Ha aBmopumapu-
3Ma (uAu, ¢ no-ycnewen mepMuH, Ha BlopokpamuyHug koaekmuBu3soM), Ho Bonpeku moBa He 6uBa
N02bAHAM OM MUNUYHOMO 3a g9CHOMO gucugeHmMcmBo npekAoHeHUe kbM kanumaaucmuyeckus
ugeaA. XoHz u3bg28a buHapHomo cpaBHeHue Ha Mo2aBa u cezaa, Ha AOWO U gobpo, kamo pa3caosBa
gBama o06pa3a - Ha NogyuHeHama Ha koHcymepu3Ma cekpemapka u Ha nocBemeHama Ha bbgewama

11. Cnopeg ma3u meopusi cekcom mpsi6Ba ga 6bge Hewo moakoBa ecmecmBeHo, kakmo ymoagBaHemo Ha xakgama. Tagu uges ce nosBaBa 8 mekecma
Ha KoaoHmatl ,Aatime nom Ha kpuaamugm epoc! (MucMo go mpygoBama Maagesk)’ om 1921 2. ByaeapHama uHmepnpemauus Ha ma3u ,meopus’, npunuc-
BaHa Ha KonoHmal, Ho BcbusHocm nocAykuAa 3a ugkpuBsBaHe Ha HeUHUME ugeu U U30AUpaHemo U om noAumuyeckume npouecu e, Ye cekcom mpsibBa
ga e moakoBa npocmo Hewo, koakomo uznuBaHemo Ha Yawa Boga.
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ueA MaageX, - kamo ms cama u3uepaBa u gBama nepcoHaxa. Ta ce BonabmsBa B poasma Ha gago
cu, BvbacmaHoBaBatku cnomeHume om He20Bus gHeBHuk, om AoBa Ha Bpabyema no noadma u
Meymume 3a cnpaBegauBo obuiecmBo go wankama Ha cpama, U CbuleBpemMeHHo npogbakaBa ga
e 8 poaama Ha munuyHama cvBpemenHa kumatika (Beposmuo npokapBatiku aBmo6uozpaduyHu
MOMeHmMUJ, kosimo e NpUHygeHa ga NOMUCHE 20AeMume MeYmu, NPUHYgeHa ga MUCAU NO-MaAko U
noBeye MepkaHmuAHO. Bbnpocbm, kotmo XoHe nocmaBs, e: ko e no-uacmauB - mo3u, kolimo
cmpaga 3apagu ugeaaume cu UAu mo3u, kolimo cmpaga 3auwomo He My e No3B0AeHO ga uMa uge-
aAu, 3aW0mo me ca CMIMaHU 3a HauBHU U HeBb3MOXKHU? ABmopkama gonbAHUMEAHO YCAOXKHSBa
mo3u Bbnpoc Ype3 Bmopama cu cmpameaust 3a NpeogoraBaHe Ha 6uHapHOMO cbnocmabsHe. Ta
BkaloyBa B ucmopugma mpuma cumBoAuyHU 2epos - koH (pabomHuyecka kaaca), kolimo ¢ Bbp3aHu
kpallHuuu ce onumBa ga gocmuzHe CHON CeHO, HO He ycnsaBa; muzbp (6ypkoa3Hama apucmo-
kpayus), kolimo Bopmu 6poeHuua om nepau; u nabx (cpegHama kaaca), kotimo yeme BecmHuk ¢
HOBUHU, kamo 2Aega my HaAsBo, my HagsiCHO, CMeHsUku MHEHUEMO CU cnopeg noAumuyeckama ko-
HloHkmypa. Te3u 2epou ompa3zsBam caokHama omBbg-buHapHa, nocmkoMyHucmuyecka cumyauus
8 cvBpemeneH Kumad, onpegeadH Bce owe kamo ,komyHucmuyecku”, Ho yuumo >kumeAu omgaBHa
Ca CMEHUAU UEHHOCMHama Cu YymonuYHo-ugeaAucmuyHa cucmema, kakmo u HauBHocmma Ha
Bspama cu cbe koHcymepucmku onopmloHu3bM. [o2aegem Hazag koM mo3u MoMeHm, 8 kodmo
Meuymama e buaa Bu3MokHa, cmpemexkbm kbM HellHama peaAu3auus e bua ,ecmecmBeHomo” CoC-
mosiHUe Ha yoBeka, mouHo monkoBa ,ecmecmBeHo”, konkomo cez2a Bb3npueMame He208us cmpe-
MeX koM ygoBremBopsiBaHe Ha MamepuaAHume cu konHexu. TouHO Mo3u nozaeg, npegecmadsaul
keHcka nepcnekmuBa, u kpuewy 8 cebe cu nomeHuuaA 3a nopaXkgaHe Ha Hewo gpyao, Pa3AUYHO
om BHyuweHusma Ye ,,n0-gobpo om kanumaau3ma He e U3MUCAeHQ", bewe npuyuHama moBa Bugeo
ga bvge BkaloyeHo B Hawama npoepama.

Bugeomo Ha MakegoHckus xygoxHuk Quaun NoBaroBeku Pabomuuyecka cBo6oga [vacm om
Hamiopmopm: Korekyust om PabomHuyeckama kaaca omuBa 8 pas) npaBu nogo6Ho nbmewecm-
Bue BbB Bpememo, Ho ce Bpbuia owie No-Ha3ag ype3 BusyanHa npenpamka kbM kapmuHama
CBo6ogama Bogu Hapoga Ha dpeHckust xygokHuk-pomanmuk Moken Aoorakpoa. Bugeomo npeg-
cmaBasBa xkuBa kapmuna om pabomHuuu 8 kpakama Ha xkeHckama duaypa Ha PeBoalouusima
(CBoGogama). CBemewiusim Hagnuc Hag ma3u 2pyna upoHu3upa noHsmuemo ,cBoboga’, koemo
6u mps6bBano ga cuHmesupa Meymume 3a N0-gobop U paBHonpaBeH »uBom Ha YyoBeuecmBomo
u ugnpa3BaHemo My om peBoAlouuoHHO U MpaHcGopMamuBHO CbgbpkaHue. To3u Hagnuc Cowo
3agaBa Bonpoca B kakBo ce e npeBopHano noHsmuemo ,cBoboga” B Hawe Bpeme - a UMeHHo, B
poMaHmMu4eH 06pa3 Ha npuBaekameaHa eHa ¢ 020AeHa (genoaumu3upaHa) 2pbg. Huma noHsmue-
mo ,cBoboga” MoXke ga 6bge 02paHuUYeH0 go mo3u cekcyanHo npuBaekameaeH 06pa3, maka kakmo
Koka-koaa HuU npobymBa noHsamuemo ,npusmeacmBo” kamo 3akaloyeHo B HeliHama bymunka? 3a
ucmuHckomo 3HadyeHue Ha ,cBobogama”’ aBmopom npegaaza ga nonumame CbBceM He-poMaH-
MUYHO 2Aegawume B kamepama pabomHuyu.

13npa3BaHemo om 3HayeHUe Ha noAumuyeckume noHsmus, kakmo u me3u cBop3aHu € NoAg,
¢ koumo e onepupaa c8emvm (uau noHe Pycust/CCCP) npegu kpas Ha komMyHucmuyeckume ynpa-



BAeHus e BB dokyca u Ha buaMa EayuHoBume Bpuzagu Ha cmbpmma / CBo6oga uAu ckyka Ha Kams
[LlagkoBcka. BbB duama cu ma gokymeHmupa pa3Bumuemo Ha HedopMaAHa noaumuyecka 2pyna om
eAyuHucmu, koumo npegcmaBam cBosima noaumudecka npoepama u geticmBusma cu 8 Hes kamo
eguH MUW-Mal om HeCbBMeCMUMU NOHSIMUS U UEHHOCMHU cucmeMu, koumo 6u mps6Bano ga 6ogam
B3aumHo u3kalouBauiu ce. Te npucBosBam azpecuBrama ecmemuka Ha MAWUA B cBoume ol-noHk
koHuepmu ¢ BwopwbkeHu My3ukaHmu, 02pageHu ¢ UkoHU Ha Hoceul cabs EAUUH, u napagupam npeg
kamepama ¢ 600HU mpukoBe. Bcuyko moBa me npugpyaBam ¢ uzka3BaHusg kamo: ,Hue cMe gecHu
aHmudawucmu u AeBu HauuoHaaucmu, Hue cme xomodobu, cekcucmu u Mayucmu; u B cowomo
BpeMe Hue CMe HauuoHaA-coyuaAucmu, gemuHucmu, AFBT u aHmudawucmu’. Ype3 mo3u cMew-
HO-cmpaweH Mukc om HecbBMECMUMOCMU, Me UAlocmpupam genoAumu3auusma Ha Hawemo Bpeme,
8 koemo Bceku e u3oaupaH kamo omgeaeH amom u caM e BuHoBeH 3a cBoemo Hewacmue. (Ho myk
He cmaBa gyma 3a poMaHMu3auus Ha amomapHomo cemelicmBo, pagnagbm Ha koemo e goBeao om
cBog cmpaHa go moBa amomu3upaHe Ha pa36yHmyBaaug ce 4oBek.) Kamo pegyamam om 2aegaHemo
Ha Mo3u GUAM ScHO ce opopMs maka HapeyeHuUsSM ,,couyuaneH Bbnpoc’, 3aceaHam om bopuc bygeH,

a uMeHHo: kakBo e moBa, koemo npeBpblia xopama B yaeHoBe Ha egHO 06wecmB0 uAu B couuaAHu
cbwecmBa? To3u Bonpoc cmaBa Bce no-Hanexkaw, BbB Bpememo Ha nocmcouuarHomo, B koemo
couuanHomo e ,u3mukaHo BcmpaHu' om HeoAubeparHama noAumuka, Yusmo npozpama e ,nokaHa 3a
yHUWOkaBaHe Ha Bcuyku hopMu Ha couuarHama coAugapHoCm, 3a ga ce HanpaBu Macmo 3a UHguBu-
gyaAu3bM, YacmHama cobecmBeHocm, Au4yHama omaoBopHOCM, ceMeliHUME UeHHOCMU U M.H.". Emo
kakBo kazBam eayuHucmume Ha LLlagkoBcka:

Enyun e ucmunrcku axapxucm. Akapxugma e xaoc - Aunca Ha Baacm. BvB Bpememo Ha EAyuH HamMawe Baacm, mou He bewe npe3u-
geHm, mou pasgpywu CCCP 3anoyxa ga nue u Bcuyko bewe cynep.

Tyk BegHaza npo3upa eguH gpyea no3Hama $GopMyAa Ha HeoAubepaAu3Ma, a UMEHHO, ,wokoBama
gokmpuna" (Haomu KaatiH). Tagu gokmpuHa, Beye mpaguuuoHHa npakmuka 3a ekcnaH3ugama Ha ka-
numanu3ma, kozamo kamo Ye Au Hama Bracm, e ugeanHo cuHmesupaHa 8 moBa onucaHue Ha EAyuHo-
Bama enoxa, kosmo cbBnaga ¢ npuArokeHUEMO Ha ma3u cmpameaus 3a ekcnaH3us 8 6uBuwus CCCP.
I Bonpeku ye wokovm obukHoBeHO ce cb3gaBa, 3a ga Moke 06wecmBomo ga npeaAbmHe NO-AECHO
ukoHomuyeckume ozpaHuyeHus, koumo ugBam caeg Hezo [,no-go6pe ckbnu gomMamu, omkoakomo
HukakB8u") u ga 3abpaBu Habbp30 moBa, koemo e 6uao npegu wioka (8 MacoBug cayyall -, gocmbnHU
goMamu 3a Bcuuku'), Moxe 6u 8 nosBsBaHemo Ha eAuuHUCMUME mps6tBa ga Bugum npegu Beuyko
kenaHue 3a 0mxBbpAgHE Ha HaCMOAWUS NapaAu3upaul peg Ha obe3cMucasHemo Ha Besaka noaumu-
yecka U coyuanHa kamezopus, U 3aMsHama My C NOMeHUUaA 3a 3aegHocm, poguAa ce B MOMEHM Ha
omuyasiHue. Moxe bu nomeHyUaAbm Ha Ma3u 3aegHOCM HAMa ga Ce 02paHuyu camo ¢ hopMupaHemo
Ha aAuaHC Ha noaumuyeckus abeypg, Ho 6u Mo2ba ga ce uzbucmpu 8 HoBu (uAu cmapu-HoBu) noAu-
muyecku MaHupecmu.

12. Bopuc bygeH, 30Ha Ha npexoga. 3a kpas Ha nocmkomyHuzMa, npeBom og Hemcku CBemaa MapuroBa (Codus: Kpumuka u xymaHu3oM, 2016), 106.

19



20

Pabomume Ha ga AaHuen u 9Ha AumumpoBa, koumo 6sxa cneuuarHo HanpaBeHu 3a GopyMa
pa3uckBam npobaemume Ha poMaHmuyHama Alo608 u cekca. B pabomama Ha AaHuen /TumeeH ceke
20pecnoMeHamama gokmpuHa 3a ,4aulama Boga" Ha KoaoHmal e npegcmaBeHa kamo uzpa, bykBa-
AU3Upawa u3nuBaHemo Ha Yawama Boga kamo cekc. Taka AaHuen npaBu npenpamka koM Byaz2ap-
Hama UHMepnpemauus Ha ugeume Ha KonoHmat 3a cBobogHama Alo608 u 3a paskpenocmsBaxe Ha
cekcyaaHocmma, kamo anonozemuka Ha XkeHckus npomuckyumem. B cowomo Bpeme, moyHo ypes
me3u bykBaAHu napaneau, koumo AaHuea npaBu, MokeM ga Bugum kakBu ca 02paHuYeHUsSMa - AUYHU
u obuiecmBeHu, - ¢ koumo cvobpasaBame Hawus cekcyaneH uBom. Ha 3pumeaume ce npegaaza ga
u3nusm Yawa Boga u ga ugmeanam ,kocMemue” ¢ pagHoobpazHu ymBopkgeHus okoao yawama Boga
u cekcom, kamo Hanpumep moBa:

Ako npaBeHemo Ha cekc e maka recHo kamo nueHemo Ha 8oga u Bogama e cekc, mo kakBo ce cay4Ba cve cekca, koecamo Bogama
cnupa ga e obujecmBero 6Aazo?

BnpoueM kbM geH-gHeweH Byazapu3upaHemo Ha ma3u ugest Ha KoaoHmal e, 3a cokaneHue,
no-ckopo eguHcmBeHama U HaAuYHa UHMepnpemayus, u 8 mo3u CMUCLA U2pama ¢ ma3su Bya2apu-
3auus, kosmo AaHuen npegaaza, cakaw nogkonaBa bykBaauzma Ha ByazapHocmma. B MaAko no-pas-
AUYHa nocoka u Ha cBol peg B Ocem nbmu Ha geH gupXku gokmopa garey om MeH dHa AumumpoBa
npubsieBa go BugyanHa bykBaauzauus, kosmo npaBu ceBcem npakmuyeH komeHmap Bopxy Byaaapu-
3auusma Ha KoroHmau. AumumpoBa pucyBa Yawu ¢ Boga Ha omgeAHU NAamHa U 2u HampynBa egHa
Bopxy gpyea, nokazBalku koako nbmu Ha geH Hue nuem Boga, numauku: MoxkeM AU ga npaBum moako-
Ba nomu cekc Ha geH?

EBa AaBugoBa u Mamupa boromaH aganmupam Beye cowecmByBauiu npou3BegeHust 3a masu
u3nox6a. YepBeHomo ,3Hame" (uau ugmuyauia kpoB) Mexkgy kpakama Ha AaBugoBa om Poxgerue Ha
NMuY, 38egHO ¢ MpUU3MepHU 2paduku Ha nmuuu, ce 06pbwa kbM Nepuogume Ha pa3zBumuemo u
CMbpmmMa Ha ugeume, kakmo u mexHume Memamopdo3u. OcobeHusm MomuB Ha nmuyume e mpygeH
3a yemeHe 8 mo3u koHmekem u kamo ye Au gobaBs edekma Ha omyykgeHue U ,0cmpaHeHue” koM
maka uAu uHak omuykgeHama npobaeMamuka Ha coyuaaucmuyeckomo couuanHo Bv3npou3BogemeBo.

Namupa BoromsH nok B uHmepakmuBrama cu pabomu Cpewju no Bpeme Ha Copus kyuvbp go-
pymnpaBu onum gupekmHo ga mapaemupa U aHzaxkupa nybauka om xemepocekcyanHu Mbke ¢
npobaeMamukama Ha $hopyma, kamo cb3gaBa cBou npodun B caiimoBe 3a 3ano3HaHcMBa, kaHelku
2U Ha cvbumusma om dopyma. B no-paHHa Bepcus Ha npoekma (Cpewu 8 My3e) ma kaHu cBoume
yxaxkopu Ha nopBa cpewa B my3el, a caeg moBa pucyBa xubpugHu op2aHu3Mu, npegcmadsauiu mesu
Mbke kamo ualompauuu om kHu2a, nocBemena Ha BugoBomo pa3Hoobpa3sue. ToBa BomaHu3upaHe/
xepbapu3upaHe Ha npeceyHocmma Mexgy AuyHus kuBom u HezoBama couuaauzayus 8 konkpemHus
monoc Ha xygokecmBeHomo npocmpaHcmBo Ha My3es 6ewe aganmupaHo cneyuasHo 3a Gopyma. C
yyacmuemo cu 8 CK® 2017 boaomsH ycns ga pa32o8opu Hakou om cBoume kopecnoHgeHmu Ha memu
cBvp3aHu ¢ noAa u cekcyaanHocmma, koemo 6ewe nokazaHo 8 usnokbama. 1 noHexke npoekmoem U ce
0cHoBaBa Ha yyuacmuemo Ha nybaukama, nocemumeAume uMaxa Bb3mMokHOCM Cbulo ga 0bulyBam ¢
koHmakmume Ha /iAmMupa om HeliHO uMe u Ype3 HelHus npoduA gupekmHo B 2anepusima u no Bpeme
Ha usaokbama.



3aKAK4YeHuUe:
OKTOMBpUICKATa PEBOAIOLIUA U/B XYAOXKECTBEHUSA pa3yM

Onumbm HU 0M op2aHu3upalemo Ha Codus kyubp dpopym 2017: YepBeHa Alo6oB kamo ye AU He Hu
Hay4u Ha MH020 HoBU Hewa. o-ckopo nomBbpguxme cmpaxoBeme u uHmyuuuume cu 8 ouakBaxe
ga BbgeM npusmMHo onpoBepaaHu U/UAU gonbAHUMEAHO pa3o4apoBaHu. Mo omHoweHue npuema Ha
camMomo cbbumue Hu ce cmpyBa, 4e mo npou3Bege omkauk Maako no-cepuo3eH u wupok om cne-
UuduyHus 3a Hac kanauumem. Ho He MHO20 No-gaAey. 10 OMHOWeHUe Ha XygoxecmBeHume cmod-
HoCMU U nocmukeHus, koumo ce onumaxme ga cobepem U nokakem, NocmuzHaxme No-MaAko mema-
MUYHO U koHUenmyaAHO MHO2006pa3ue om moBa, Ha koemo ce HagsaBaxme. OnpegereHo UeHHocma
ga 0peaHu3upaMe ma320guwiHus GopyM Aexu u cu ocmaBa B8 He20Bust 06pa30BameneH ueH3. Cowo
maka, Makap u HeckpoMHO ka3aHo, meMamuyHusSm Hu hopym beule egHo om mMaakomo cobumus B
2n0baneH Mawab, koumo u3caegBaxa upe3 cpegecmBama Ha uzkycmBomo koHkpemHomo npecudare
mexgy OkmomBputickama peBoaloyus u noaa u cekcyaanHocmma. U ako memama uzenekga mB8opge
wupoka (Hewo, koemo BcbwHocm Moxe ga ce Bugu B npuaokeHama om Hac 6ubAuo2padus), mo
cbgbpkaHuemo Gewe kamo ye Au mBopge konkpemHo u dukcupaHo 8 onpegeaeHu kauwema (kamo
Hanpumep ,4awama Boga" Ha KonoHmatl uau camusm uBsm yepBeHo), nbk GUA0 MO U C UeA MAXHOMO
nogpuBaHe.

Auncama Ha gocmambyHo sceH dokyc B8 koHkypcHama npoepama u Ha Mecma noYmu 2pomeck-
Homo Hepa3bupaHe u dpuBoarHo MouakyBaHe Ha 0698eHama meMa omHoBo U OMHOB0 HU Bpbwam
kbM ugesdma, Ye 3a ga nocmueHeM Bucoko u 3agbaboyeHo xygokecmBeHo HUBo mpsibBa nwpBo ga
ce pabomu ¢ xygokecmBeHus cBam ype3 cepuo3Ho noAumudecko u aeumnpon o6pa3oBaHue. He Ha
NOCAEGHO MACMO, 3a ga Moxe meMa kamo Hawama ga 6bge peaAu3upaHa NbAHOUEHHO, mpsa6Ba ga
umMa no-wupok Habop om kaHaAu 3a 06utyBaHe ¢ nybaukama - ype3 noaumudecko u ecmemuyecko
06pa308aHue, Ype3 nonyAadpHa u Mem kyamypa, upe3 MacmegulHume cpegecmBa u m.H.

B ycaoBusima Ha peBusuoHucmka u3onauus u peBaHwucmka ugeonozusauus CK® 2017 6ewe cpaB-
HUMEeAHO HeckpoMeH onum ga ce koHgpoHmupame ¢ egHa cBoeobpasHa ,ukoHoMuka Ha geduuuma’
(no AHow KopHatl), kosmo 6bazapckomo o6uiecmBo u noaumuyecku kuBom cakaw ynpaxkxsaBam He-
Cb3HameAHo. He MoxkeM ga kaxkem MH020 noBede 3a cobecmBeHUME cu yCuAust 0cBeH, ye ce HagsaBame
ga cMe gobaukuAu aBmeHmuyHume ueAu u nocmuxkeHust Ha OkmomBputickama peBoaloyus go 0bwus
uHmeaekm Ha xygokecmBeHus cBam. HagsBame ce Ha moBa, 3awWomo e MH020 No-BeposmHo u3ky-
cmBomo, a He meopusima U ucmopusima, ga gempoHupa peBu3uoHucmkama u yecmo Heobpa30B8aHa
OmMbCMUMEAHOCM Ha BbAzapckama nybauyHocm. ToBa He 03HauyaBa, ue uzkycmBomo e no-ganey
om pa3yMma, a Ye pa3zyMbm e no-nogamauB Ha BvobpaxkeHuemo. CKO 2017 He e u He Bewe npu3uB 3a
peBoatouust BB BvobpakeHuemo 3a obwecmBomo u uskycmBomo - a no-ckopo 3a HopMaAu3auus Ha
xygokecmBeHust pa3ym u pecnekm koM cobecmBeHama My HloaHcupaHa ucmopusi. A nemsm kKoM HloaH-
ca u obcmosgmeacmBomo He e npegameacmBo kbM peBoaloyusma, a UMEHHO HeUHOMO 3aBpoWiaHe.
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ReEn Love: CLICHES AND DISCLOSURES ABOUT
THE BOLSHEUIK SEXUAL REvOLUTION ANO How IT LWAs
COMPLETELY FORGOTTEN

Boryana Rossa and Stanimir Panayotov

Love is a profoundly social emaotion. Love is not in the least a private’ matter concerning only the two loving persons: love possess an
uniting element which is valuable to the collective.”

Alexandra Kollontai, “On Marriage and Everyday Life" (1926)'

This year's Sofia Queer Forum, which thematic title was "Red Love,” was devoted to the centenary
of the October Revolution and its role in changing women's and non-straight people's social-political
status. This anniversary represents a great opportunity to touch upon various contradictions and
dogmas the October Revolution is related with. Through the means of art we have revisited some of
the revolutionary thought's resulting ideas that have led to changes in gender relations - such as
transforming the institution of marriage into a completely secular one and simplifying marriage and
divorce procedures; implementing women's emancipation, and more specifically granting women
electoral rights, conditioning their economic independence, facilitating social and maternal care,
legalizing abortion, granting free access to education; and finally liberating sexuality and sexual
identity (in the USSR, homosexuality has been decriminalized in the period 1922-33).

The activities of people such as Alexandra Kollontaiand Clara Zetkin are often neglected, as if their
achievements are a mere superstructure atop the Bolshevik Revolution. Kollontai has been the first
to head the USSR's Commissariat of Social Welfare and has later been the Chairwoman of Women's
Department, which worked towards women's equal rights. After the revolution, Zetkin and Kollontai
carried important internal Bolshevik debates with Lenin, Plekhanov and other high-ranking leaders,

1. Originally published in Russian as Alexandra Kollontai, “Brak i byit," Rabochyi sud, 1926, No. 5. Here quoted from: Alexandra Kollontai, Selected Writings of
Alexandra Kollontaj, ed. and trans. by Alix Holt (New York: Lawrence Hill and Co., 1977), 278-9. Alexandra Kollontai is the Commissar of Social Welfare in the
Bolshevik government after 1917, being the first woman in the world to take a ministerial position. It is to her that we owe the rapid bettering of women's
affairs after the revolution, with a focus on working women, the legalization of abortion, free healthcare, maternal and child care (creches, kindergartens,
children’s kitchen), easing marriage and divorce procedures, as well as the thoroughgoing development of social policy in bettering the quality of life of
the entire population.

2. The title was taken from the English language edition of Alexandra Kollontai's 1923 novella Vasilisa Malygina, which was published as Red Love.



and had a huge contribution to conceiving, socializing and normalizing the aforementioned social
institutions that we still enjoy today, but unfortunately often taking them for granted. Yet the work of
these women, especially Kollontai's contribution, influenced not only women's affairs but also aided
the emancipation of homosexuals. She often criticized specifically the idea that the proletarian sexual
morality is nothing but a superstructure. Usually, the economy and the social changes it engenders is
assigned a primary role in forming a certain type of sexual relations, yet people like Kollontai treated
this interrelation dialectically - as one that is inextricable from class struggle.

SQF 2017 was also conceived as an attempt at de-Stalinizing® the legacy of USSR's sexual
revolution from the early twentieth century proposing a queer perspective in researching the theme
of love from this period. The aim of this queer love is a (class) struggle with heterosexism and the
patriarchy. In short, queer love could, under certain conditions, become the basis: it is not always the
superstructure.

During our experience in organizing and producing of the forum, we both discovered the existence
of certain socio-political phenomena. It turns out that in the Bulgarian post-communist society linking
sexual emancipation and sexuality with left ideas is a taboo. This tabooing is based on two general
cliches.

The first cliché has the pretension of transhistoricity and according to it the communist societies
have suppressed and discriminated against sexuality in principle (both hetero- and homosexuality), i.e.,
this was done by everyone and everywhere in equal measure, subjugating sexuality to the traditional
heterosexual relationship between a hyper-masculine man and an androgyne woman. The persistent
imagery of this revisionist idea comes down to the image of an abnormally masculine female tractor
driver (or female harvester driver, female crane-operator, etc.), who in fact should not be driving a
tractor as this is "against women's nature": an imagery resulting from the idea that industrialization
and masculinization go hand in hand. Therefore, without realizing it, this kind of revisionist cliché tacitly
requires the re-traditionalization of female gender roles and the alienation of women from technology
and technological processes. In short, for a woman “too much communism is not good" - she would
inevitably become a man, so that she is now a member of a tech-progressive society. There are, of
course, multiple factors informing this cliché, but one of them is the homogenization of the socialist
period - it is considered as the same thing everywhere and everywhen, cutting across borders and
generations, and is most often associated with the period of Soviet Stalinism

The second cliché, which we faced quite earlier in preparing this year's forum, is that not only
that the liberation of sexuality and achieving sexual emancipation have never been on the agenda of

3. What we mean is a destalinization only in the sense that, along with many authentic and original communist ideas, the gender and sexual
emancipations became the object of palitical hijacking during the Stalinist epoch, along with the gradual degeneration of the Soviets. But we do not mean
that there is something "Stalinist," which is inherent to the revolution. It is precisely people like Kollontai, who contributed to the critique of the Soviets'
bureaucratization already in the times of Lenin, while later she has been forcefully alienated by the Stalinist regime, which has sent her away as the
USSR's ambassador in Finland. Later on, this tendency toward bureaucratization, from Lenin onwards, has perverted all the way into the organizational
labor regimes of kolkhozi and Stakhanovites. See mare specifically Kollontai's nation of “workerization” of Soviets in the section “On Bureaucracy and
Self-Activity of the Masses" in her The Workers’ Opposition in the Russian Communist Party: The Fight for Workers’ Democracy in the Soviet Union (St.
Petersburg, Florida: Red and Black Publishers, 2009), 63-77.

4. Even during Stalinist times, the cliché of the androgyne woman and the tractor is not absolutely valid. For example, Stalin’s favorite actress,
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left ideologies at all (East, West, everywhere), but that they are incompatible with those ideologies.?
According to this cliché, SQF 2017's organizers, as well as, by default, all of its participants and
supporters, must be self-repressed masochists (a cliché very similar to the one of the "self-hating
gay/Jew/Roma," etc.). That is, we are people who do not realize that if we only had the opportunity to
live in the times of Stalin, Tito, Hoxha, and Mao, we would have never even thought of linking the October
Revolution with any idea of the universal progress of the human kind. It is not clear whether according
to this cliché the woman should stay at home, but it tacitly confirms that this has already happened to
her and that the conditions of her emancipation lie precisely in the downfall of communism.

These two clichés are formed both during the socialist and the post-socialist periods and have
developed on the basis of fear from sexuality or on politically motivated ignorance. Honestly speaking,
neither cliché is of interest to us, as we have never been interested in absolutizing the connection
between social emancipation and the October Revolution. From the very beginning, what we wanted
to reveal were nuances and distinctions. We have not been dedicated to a religious justification of
‘communism'’s bestialities,” as we had been often accused, "just because” the first post-revolutionary
decade is the closest to the tendencies most dear to us.

The means of provocation also helped us to bring these clichés to light: in SQF's Facebook page
we published a picture of Lenin with the LGBTQI rainbow flag behind, briefly announcing this year's
topic of the forum, namely: "The sexual revolution that took place along the Bolshevik one." The
unusually high activity around this provocation and the received counter-provocations, comments,
and purposeful trolling confirmed our worries, but also contributed to a presently fashionable topic,
which exists since the 1980s and has been lately taking over the social discussions about the socialist
past. Specifically, this is the equating of fascism and communism as ideologies and practices.
Unfortunately, this outlook is socially accepted in Bulgaria thanks to popular Bulgarian revisionist
historiography (although not every anti-communist is a well-educated revisionist). Thus, every attempt
at distinguishing between the two regimes ends up in primitive accusations and charges with a
historical guilt, culminating in the mathematics of evil and into throwing both sides the numbers
of the millions of victims of the two regimes in the name of a revisionism, blind to the fact, as the
political scholar Antonii Todorov recently mentioned, that communism will not be repeated soon, but
fascism has already come back.

The unplanned marriage between "democracy™ and fascism is the product of precisely this
transhistorical stubbornness to claim the communism and fascism as identical under the umbrella

Lubov Orlova, is an ideal female role model who takes various roles, performing different female role models and appearances. Reducing
communism to the general androgynization of man (although, in our opinion, there is essentially nothing horrifying in this process) is incorrect
and is yet another cheap way of stigmatizing the past. For a history of this topic, see (in Bulgarian) Yana Yancheva, “Women in TKZS, or How to
Implement Equality Policy between Men and Women in the Bulgarian Village,” in Krassimira Daskalova and Tatyana Kmetova (Eds.), Gender and
Transition: 1938-1958 (Sofia: Center for Women's Studies and Policies, 2011), 166-188.

5. See (in Bulgarian) Stefka Tsaneva, "Politics, Art, Gender/Queer. A Panel Discussion by Blister Magazine with Boryana Rossa, Viktor Yankov, Leda Ekimova and
Stanimir Panayotov,” Blister, March 17, 2013, https://www.academia.edu/35650396/MoAumuka_apm_gkeHgbp_naHeaHa_guckyus_Ha_cnucaHue_baucmep.

6. Actually, here “democracy” is a code name for neoliberalism. We are not ready to cede democracy to this ideology just to be able to draw
borderlines between us and everyone else in the name of some ill-conceived purist ideals of socialism.



term "totalitarianism.”

Our provocation also confirmed that the visual educational means (such as the use of murals,
posters, agitprop), which were used early in the days of Tsarist Russia and after the October
Revolution, still function to this very day under the form of meme culture in social networks. But
despite the erstwhile educational and transformative potential of visual education, today the meme
culture serves first and foremost the polarization of opponents (communists/anti-communists) and
rarely teaches anyone any new knowledge. This problem additionally put pressure on our educational
efforts and made them harder. If the agitprop of the past had educated the masses, aiming to
democratize and liberate them, today the meme culture democratizes the visual field as if aiming to
confine the educational level of these masses. The only thing we have achieved with this provocation
was, perhaps, raising doubt within a fraction of these Bulgarian revisionists regarding their historical
knowledge; although, we do not have the pretension to have successfully educated them about the
complex and nuanced history of the October Revolution and its intersections with the issues of social
reproduction, gender and sexuality. In such a context we felt it is necessary to not only announce
the subject, but to develop educational activity beyond the visual. This is why we have compiled a
bibliography, which not only serves as the basis of our concept as curators and organizers, but helps
opening a discussion within this contradiction-ridden field. The bibliography can be found at the end of
the present catalogue.

However, educational activity of this kind is most often useful for those who are already interested
in the topic and are able to read academic or popular studies in different languages. But our goal has
always been to include a wider social spectrum and to make the forum available to a wider audience.
This is why this year we came up with two ideas for engaging larger audience - a video competition
and an exhibition, consisting of almost exclusively commissioned works.

Both ideas had many risks, such as receiving unfinished or superficial works in their early-stage
development; a voluntarist interpretation by the participants in the context of the topic announced;
and even "trolling” the competition programme. But the positive side of open calls is that, by including
people that have not worked in-depth on the subject, there is a higher probability to widen the circle
of interested parties. Last, but not least, the competition format allowed us to find and engage new
authors, who created works especially for our forum.

7. The intimate relation between democracy (in the general sense of the word) and totalitarianism in its turn is revealed especially well and
developed mainly by contemporary Italian thinkers, such as Giorgo Agamben, Franco Berardi - Bifo, Domenico Losurdo, and others. In turn,

here it is noteworthy that, without having the opportunity to develop this line, the history and the popularization of the now so consensually
used notion of “totalitarianism" is, for better or worse, associated with both the Frankfurt school and Hannah Arendt and the post-war leftist/
post-Trotskyst unionists, and more precisely the ideclogical endurance and work of Max Schachtman. Unfortunately, in Bulgarian context it is
almost impossible to introduce the history and the context of this terminology in a politically civilized manner. As a result, every attempt at
political educational work such as our SQF 2017 is automatically skirmished with clichés so unaware and ignorant of their conceptual apparatus
that we are forced to explicate to our opponents even such things as the leftist origin of their “weapons” - in this case, the totalizing notion of
totalitarianism. This is not a complaint, but a conclusion.
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The International Video Competition “Red Love”

The video competition also confirmed the clichés regarding the relationship between left ideas and
queer emancipation, mentioned above. An extremely low percentage of the works received followed
closely the topic at all. Whether the participants had decided to submit works at any rate, the topic
notwithstanding, or whether they had decided that everything was already clear to them, is difficult to
judge. But this low percentage undoubtedly revealed the unpopularity of the topic and the lack of both
education and desire for better grasp. In this context not only that we had to face educational deficit
and lack of desire for education on the side of the pseudo-democratic anti-communist trolls, but we
also had to work with many different artists with varying level of preparation - yet in this case desire
was not the problem. We did not receive a single video that would approximate the reaction to the
Lenin-meets-rainbow picture, although the way we set up the topic in the open call allowed it. But we
did receive many works whose authors obviously had scanty knowledge on the topic announced, and
some of them just did not read or understand it.

Nevertheless, the few works that had direct or not so direct relation to the topic helped us realize
the forum in its initial design, if at times tangentially. One such relevant work was Angela Beallor's
| Want A Baby! Revisited [Lecture], which deservedly won the first place. This was the only video that
was really based on the revolutionary age and more specifically Sergei Tretiakov's 1926 play / Want A
Baby!In her work Beallor draws a parallel between Milda Griegnau, the play's main protagonist, and
her own story. Few years after the Bolshevik Revolution, Milda, now emancipated from the confines
and the obligatory character of marriage as an economic, but also moral structure, decides to give
birth without having a family. Her aim is to create the perfect citizen of the new society. She treats
her sexual partners as future fathers. In her turn, Beallor, who is American, together with her partner
decided who will be the father of their child through the information provided by the sperm bank.

In the performance lecture, shot by Beallor, she compares the eugenic ideas of USSR and USA by
noting that the Soviet model seeks to change the character and the social behavior of the future
human, and this is why Milda would not like it if the father is addicted to alcohol or if he happens to
be an oppressor. Unlike the endeavor to deracinate detrimental social habits, the American version of
eugenics, from the turn of the century, pays more respect to the individual's physical and intellectual
qualities by creating an ideal that cannot be universally accessible. In this way the American Fordist
version of eugenics and social engineering approximates precisely the idea of “equality,” defended

by liberal-minded Russian feminist suffragettes of the pre-Revolutionary period (1905-1917), whereas
Milda/Beallor rather aim at the so-called “full equality” (po/nopravie) defended by Alexandra Kollontai
- an idea she uses to criticize liberal feminists and to blame them for class-based selective equality.?

8. See Alexandra Kollontai, “Introduction to the Book 7he Social Basis of the Women's Question," in Alexandra Kollontai: Selected Articles and Speeches, ed.
by Cynthia Carlile (Moscow: Progress Publishers, 1984).



The eugenics preferred by Milda/Beallor, although horrifying to some, is the one which chooses full
equality and classless origin. Except for this comparison, related to the history of selective breeding
in humans in international context, Beallor does not make any binary juxtaposition between temporal
and cultural-political situations (like West-East, capitalism-communism), which is most often the case
in the post-communist art territory, focused on Eastern Europe. In her work she rather creates an
expanded parallel treating the opportunities revealed to parenthood and the social development in
situations where the necessity of the nuclear heterosexual/heteronormative® family (typical for the
last several centuries of Western civilization), for reproducing and upbringing children, is questioned.
These questions concern not only the individual responsibility in parenthood, but also the need for
social engagement by the whole of society.

Another question we were faced with was: what exactly is a sexual revolution? We noticed that for
many, including some of the forum participants, sexual revolution is linked to one of the following, or
a combination of the following, phenomena: having random sex; something existing outside one's own
world (for example, that this is a US 1960s phenomenon which best implementation was within the
hippy movement); or the release of women'’s promiscuity with the aid of contraceptive pills.

In part, this is how Viktor Vin4 Lebedev's video 7he Mouse Knew It All should be seen. In the videg,
the Earth is conquered by aliens who provoke a “sexual revolution” in order to destabilize human
civilization!® Thus everyone makes sex with everyone else and as a result the gray, ordered and sad
world becomes a colorful and joyous one, ordered according to an “extraterrestrial” logic. (To what
extent is this logic “extraterrestrial” could be a subject of debate.)

The deep-red video of Evelin Stermitz called Red Velvet also relies on popular associations between
the color red, power, and sexuality. In her video work, the freedom of association is wider to most of
the other works in the competition that managed to engage with the subject matter, but unlike them
Stermitz manages to make a successful commentary through the language of abstract formalism on
the very association between genitality and revolution - a problem known from Wilhelm Reich's work
on the October Revolution.

In Shifra Kazhdan's video Whose Red Is That? however, the motif of the pioneer's red scarf
develops the standard connotations in an unexpected direction, namely - the direct temporal link
between political events and sexual and identitarian self-awareness of the young artist. She is the only
participant who treats the problem of the past as institutional life through the prism of her personal
story and the politics of memory.

In Misha Rabinovich's work 7ransformation 1: How to Extract the Color?the red of the blood and its
thickness dissolves in several glasses of water colored differently. This dissolving, apart from being

9. And today it is already homonormative too.

10. Perhaps he is unaware of this, but Lebedev's video reminds to some extent the plot of Morten Lindberg's Gay Niggers from Outer Space
(1992), where a group of black alien gay men discover by chance planet Earth and their shock and awe reactions are observed, triggered by the
prevailing earthly heterosexual sex.
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an object of aesthetic appreciation, is a symbolical embodiment of the dissolving of revolutionary
ideas and the loss of their power in their multiple realizations and interpretations. Rabinovich is one
of the many to exploit the persistent “glass of water” theory of Kollontai" that pops up throughout the
programme of Sofia Queer Forum, but is seemingly the only one to suggest, by way of the colorful
dissolution, that the problem consists of not only the normalization of sexual life and drive but also of
the betrayal of its freedom.

The Exhibition “Red Love”

The exhibition was built following the logic of creating a conceptual basis, which itself was a
combination of both commissioned works and already existing ones, all of them surveying the main
ideas in this year's subject matter and providing further opportunities of development. This was done
especially by the commissioned works (save for Filip Jovanovski, this year they were all by women).

The three already existing works that were invited to the exhibition treat the contemporary in
historical perspective by rethinking concepts emptied out of their contents and researching the
potential for their new treatment or ultimate end.

In her short musical We Are Walking On the Same Great Road, Zaoli Zhong explores her own
position of a young Chinese woman living after the Cultural Revolution, who inherits its pathos through
her grandfather’s story and memories. At the beginning, she makes a summary of the expectations
towards contemporary Chinese women: to marry a rich man and fulfil their life with luxury objects,
while performing mostly alienating secretarial work, where they are not only required to perform
mechanical actions, repeatedly, but to also be a good-looking sexual object.

This line is gradually interwoven with her grandfather's story, which she takes from his diary. His
life, as a participant in the Cultural Revolution, is devoted to the ideals of equality. However, as a left
dissident, the grandfather had to wear “the hat of shame” for criticizing authoritarianism (or, to use a
better term, bureaucratic collectivism), and yet had not been drawn into admiration of the capitalist
ideal, so dear to right-wing dissidence. Zhong avoids the binary comparison of then and now, of good
and bad, by bifurcating the two images - that of the consumerism-oppressed secretary and that
of the youth devoted to the ideal future - while she plays both characters. She performs her own
grandfather by reenacting the memories from his diary, from catching sparrows in the field and
dreaming of a just saciety, to the hat of shame, while continuing to play the role of the contemporary
Chinese woman (probably inserting autobiographical moments), who is forced to suppress her big

11. According to this theory, sex should be something as natural as quenching one's thirst. This idea appears in Kollontai's 1923 text
“Make Way for Winged Eros: A Letter to Working Youth," in Selected Writings of Alexandra Kollontai, 276-93. The vulgar interpretation of
this “theory," ascribed to Kollontai, and which actually served to twist her ideas and her to isolation from political processes, is that sex
should be as simple as drinking a glass of water.



dreams, to think less and in a more commercial way. The question Zhong poses is: Who is happier? Is

it the one who suffers for her ideals or is it the one who is not allowed to have ideals, because they
are considered naive and impossible? Zhong complicates further this question through her second
strategy of overcoming binary juxtaposition. In the story, she includes three symbolic protagonists:

a horse (the working class), who, with extremities tied, tries to reach a bundle of hey, but fails to;

a tiger (the bourgeois aristocracy), with a pearly rosary; and a rat (the middle class) reading a
newspaper, watching now left, now right, changing opinion according to the palitical conjuncture.
These protagonists reflect the complex outer-binary, post-communist situation in contemporary China,
which is still defined as "communist," but whose citizens have long changed their utopian-idealist value
system, along with their faith's naivity, with consumerist opportunism.

This film is a look back to the moment, when the dream had been possible, where the craving for
its realization was a "natural” human state of affairs, as "natural” as we now perceive our endeavor to
satisfy material desires. Exactly this point of view, which represents a female perspective and hides in
itself the potential to generate something else, something different than the assumption that “nothing
better than capitalism has been devised,” was the reason to include this video in our programme.

The video Workers' Freedom part of Still Life: A Collection from The Working Class Goes to Heaven)
by Macedonian artist Filip Jovanovski makes a similar journey through time, but goes even further
back through the visual reference made to French romantic painter Eugene Delacroix and his Liberty
Leading the Peaple. The video is a tableu vivant containing a group of workers standing in the feet of
the female figure of the Revolution (or The Freedom in Delacroix painting). The neon sign above them
makes ironic use of the notion of "freedom,” which supposedly should synthesize the dreams of a
better life in equality for the whole humanity, and its emptying of revolutionary and transformative
content. This sign also poses the question of what has the notion of "freedom” become nowadays -
namely, it has become a romantic image of an attractive woman with naked (depoliticized) breasts.
Could the nation of “freedom’ be reduced to this sexually attractive image, just like Coca-Cola sells us
the notion of "friendship” as one locked inside their bottle? The author suggests that in order to find
the true meaning of "freedom” we need to ask the not-so-romanitcally-camera-staring workers.

Emptying out political notions, as well as those that are gender-related, and with which the world
had operated (or at least Russia/USSR) before the end of communist regimes, is on focus in Katya
Shadkovska's movie Yeltsin Death Brigades / Freedom or Boredom. In the movie, she documents the
development of the informal movement of the Yeltsinists, who lay out their political programme and
group actions as a mixture of irreconcilable notions and value systems, which are mutually exclusive.
In their Qil punk concerts of armed musicians, they appropriate the aggressive aesthetics of ISIS,
while surrounded by Orthodox Christian icons of Yeltsin carrying a sword, and also demonstrate their
combat routines in front of the camera in different settings. All of this is accompanied by statements
such as: "We are right-wing anti-fascists and left nationalists, we are homophobes, sexists and
machos; and, at the same time, we are national-socialists, feminists, LGBTs and anti-fascists." Through
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this horrible-meets-funny mixture of incompatibilities they illustrate the depoliticization of our times
where everyone is isolated as a separate nucleus, while individually being guilty for our own personal
unhappiness. (This is not at all about the romantization of the nuclear family, whose erosion led to
the atomization of the rebelling individual.) As a result of watching this movie, the so-called “social
question” gets clearly defined, a question touched upon by Boris Buden, namely: What is this that
makes people be members of a society or be social creatures? This question becomes all the more
pressing in the post-social times, where the social is “pushed aside” from the neoliberal politics,
which programme is “an invitation to destroy all forms of social solidarity so that room is made for
individualism, private property, personal responsibility, family values, etc."? Here are the words of one
of Shadkovska's Yeltsinists:

Yeltsin is a true anarchist. Anarchy is chaos - lack of power. In Yeltsin's times there was no power, he was not a president, he
destroyed the USSR, began drinking and everything was great.

What immediately transpires here is another well-known formula of neoliberalism, namely, the
"shock doctrine” (Naomi Klein). This doctrine, now already a traditional practice for the expansion of
capitalism, where there is seemingly no power, is ideally synthesized in this description of the Yeltsin's
era, which overlaps in time, with the actual application of this expansion strategy in the former USSR.
And although the shock is usually created so that the society can swallow more easily the economic
constraints that come after (“we would rather have more expensive tomatoes than no tomatoes’)
and to quickly forget what preceded the shock (which most often was “affordable tomatoes to all’),
perhaps with the Yeltsinists' appearance we should see first and foremost the desire to overthrow
the present paralyzing order of making obsolete any political and social category and its substitution
with the potential for togetherness, born in a moment of desperation. Perhaps this potential of this
togetherness won not be confined only to forming an alliance of the politically absurd, and could rise
up to new or (old-new) political manifestos.

The works of Ida Daniel and Yana Dimitrova, commissioned for this forum, discuss issues of
romantic love and sex. In Daniel's work Drinkable Sex, the aforementioned "glass of water” doctrine
by Kollontai is presented as a play, literalizing as sex the drinking of a glass of water. In this way
Daniel refers to the vulgar interpretation of Kollontai's ideas for free love and liberating sexuality, as
apologetic for female promiscuity. At the same time, it is exactly through these literal parallels Daniel
makes that we can see what are the limitations - personal and social - that we respect in our sexual
lives. The audience is invited to drink a glass of water and pull out "fortunes” written on a piece of
paper, containing various claims around the glass of water and sex, such as this one:

If making sex is as easy as drinking water, and if water is sex, than what happens to sex when water is no longer a common good?

12. Quote re-translated from the Bulgarian edition of Boris Buden's 2009 Zone des Ubergangs: Vom Ende des Postkommunismus (Sofia:
Kritika i humanizam, 2016), 106.



By the way, to this day the vulgarization of this specific idea of Kollontai is, unfortunately, rather
the only available interpretation, and in this sense the play with this vulgarization that Daniel offers,
seemingly subverts the vulgarity's literalism. In her turn, in a slightly different direction, through her
work Eight Times a Day Keeps the Doctor Away, Yana Dimitrova reaches out to visual literalization by
making a quite practical commentary on the vulgarization of Kollontai. Dimitrova paints glasses of
water on separate canvases and piles them up one over the other, by showing how many times we
drink water per day, and asking: Can we have this much sex a day?

Eva Davidova and limira Bolotyan adapted already existing works for this exhibition. The red “flag”
(or dripping blood) between Davidova's legs from her Birds Birth, along with the 3D birds graphics,
turns to the periods where ideas are given rise and die, as well as their metamorphoses. The peculiar
motif of birds is difficult to read in this context and seems to add the effect of alienation and
"defamiliarization” of what is anyway the alienated subject matter of socialist social reproduction.

In her interactive work Dating at Sofia Queer Forum llmira Bolotyan attempts to directly target and
engage an audience of straight men with the forum's problematic by creating profiles on dating sites
and inviting them to the forum. In an earlier version of the project (Dating in the Museum) she invited
her suitors on a first date at a museum, and consequently painted hybrid organisms representing
these men as book illustrations devoted to species variety. This botanization/herbarization of the
intersection between private life and its socialization in the concrete topos of the museum'’s art
space was adapted especially for the forum. With her participation in SQF 2017, Bolotyan managed to
get talkative with some of her web pals on topics of gender and sexuality, which conversations were
exhibited as prints from the website screens. The project was also inviting for audience participation,
therefore the audience was able to also interact with Imlira's contacts on her behalf and directly
through her profile in the gallery during the show.
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Conclusion: The October Revolution and/in the Art Reason

It seems that our experience in organizing Sofia Queer Forum 2017: Red Love did not teach us
many lessons. Rather, we confirmed our fears and intuitions in expecting to be nicely disproved and/
or disappointed further. With respect to how the event itself was received, it seems to us that it
produced a reaction slightly more serious and wider than what we usually expect. But not far beyond
that. With respect to the art values and achievements we tried to gather and show, we achieved a
lower level of thematic and conceptual variety than the one we had hoped for. Definitely, the value in
organizing this year's forum lies in, and remains, its education value. Further, although this may sound
immodest, our thematic forum was one of the few events, globally speaking, that researched with the
means of art the specific intersection between the October Revolution and gender and sexuality. And
if the topic seems to be too wide (something that can actually be seen in the bibliography provided
here), the actual artworks seem to us to have been too specific and focused on certain clichés (such
as Kollontai's “glass of water” or the color of red itself), with or without their subversion.

The lack of sufficiently clear focus in the competition programme and at times the almost
grotesque misunderstanding and frivolous interpretation of the announced topic again and again
bring us back to the idea that in order to achieve high and in-depth art level, what needs to be done is
to first work with the art world through serious political and agitprop education. Last, but not least, for
a topic such as this one to be better realized, there should be a wider set of channels to communicate
with the audience - through political and aesthetic education, through popular and meme culture,
through mass media, etc.

Under the conditions of revisionist isolation and revanchist ideologization, SQF 2017 was a relatively
immodest attempt to confront ourselves with a peculiar ideational “shortage economy” (per Janos
Kornai), an economy that Bulgarian society and political life seem to practice unconsciously. We
cannot say much more about our own efforts, ather than having the hope to have moved the
authentic aims and achievements of the October Revolution closer to the art world and its general
intellect. We hope this is the case, since it is much more likely that art, and not theory and history,
would dethrone Bulgarian publicity's revisionist and often uneducated revengefulness. This does not
mean that art is further away from reason, it means that reason is more malleable to imagination.
SQF 2017 is not and was not a call to revolution in the imagination for society and art - rather, it was a
call to normalizing the art reson and respect to its own nuanced history. And the road to nuance and
detail does not mean to betray the revolution, but is precisely its return.
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UZNmKEA HA MEXXAYHAPOAHUA

BMAED KOHKYPC ,,YEPBEHA NHIEOB" |
MWHANUCTU U KPATEK CNUCBK

INTERNATIONAL VinEn COMPETITION

“ReEn Love” EXHIBITION
FINALISTS ANII SHORT-LISTED AUTHORS



Angrxkena beanop (CALL) (nbpBo Macmo)
Bukmop Vin4 Ae6egeB (beaapyc) (Bmopo Mscmo)
EBeaun Cmepmuu (ABcmpug) (mpemo mMscmo)

Wudpa KaxkgaH (Pycus)
Muwa PabuxoBuuy (Pycusi/CALLL)

AHgpoHuk XauugH, 18aH LWykuH u fowa foauuuH (Pycus)

Camlobn Qypakp (Beaukobpumanus)

TobaH HukwAc (c KoaGe Ponep u PomaH YganoB) (CALL)
MoxaHa Mbomuz u bapbapa foagbH (WIGband) (CALL)
Xunga AaHuen (CALL)

Muae-Puun 4k (EcmoHus)
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Angela Beallor (USA) (first place)
Viktor Vin4 Lebedev (Belarus) (second place]
Evelin Stermitz (Austria) (third place)

Shifra Kazhdan (Russia)

Misha Rahinovich (Russia/USA)

Andronik Khachiyan, Ilvan Shukin and Gosha Golitsyn (Russia)
Samuel Fouracre (UK

Toban Nichols (with Kolbe Roper

and Roman Udalov) (USA)

Johanna Poethig and Barbara Golden (WIGband) (USA)
Hilda Daniel (USA)

Pille-Riin Jaik (Estonia]
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MopBo Macmo: First place:

AngXena beanop Angela Beallor

Uckam geme! [pepa3eregaro (rekyus) | Want a Baby!, Revisited [Lecture]

Bugeo, 2447 2017 video, 2447, 2017

Uckam geme! pepazeregaro (rekyus) e nekuus-ko- | Want a Baby!, Revisited (Lecture]is a lecture gloss
MeHmap Bopxy ueH3ypupaHama cbBemcka nueca om by the artist on Sergei Tret'iakov's censored Soviet
1926 2. Ha xygokHuka Cepzet TpemsakoB Vckam geme!. 1926 play / Want a Baby! Beallor discusses the details
beanop 06cwkga nogpobHocmume u koHmekcma and context of the play while traversing historical

Ha nuecama gokamo npeMuHaBa u3 ucmopuyecku u and contemporary themes of love, social change,
CbBpeMeHHU meMu Ha AloboBma, coyuarHama npoMs- utopia/dystopia, desire, pregnancy, eugenics, queer

Ha, ymonus/gucmonus, 6pemMeHHocm, eBaeHuka, kyubp conception, parthenogenesis, “lost causes,” and more.
3ayeBaHe, napmeHoz2eHesuc, ,u32ybeHu kay3u" u owe. The partner/videographer interrupts the lecture
MapmHoopkama/Bugeozpadkama npekbcBa aekuusma  in order to discuss the physical, psychological, and

3a ga 06cbgu puludeckus, ncuxorozuyecku u emo- emational experience of pregnancy as well as thoughts

UUOHaAeH onum Ha bpemeHHocmma, kakmo u Hskou on childrearing. Beallor is six-month pregnant during

MUCAU OMHOCHO omaAeXgaHemo Ha geua. o Bpeme the first lecture and Beallor's child is four months old in

Ha nbpBama Aekuus beanop e bpemerHa B wecmus the final lecture.

Mecel, a BvB duHanHama aekuyus gememo Ha beanop e

Ha Yyemupu Meceua. In 1926, Sergei Tret'iakov wrote the original version of
his unrealized play, / Want a Baby! The play, situated in

Mpe3 1926 2. Cepzel TpemskoB HanucBa nopBoHayan- the chaotic confines of a Soviet communal apartment

HUst BapuaHm Ha HeocbulecmBeHma My nueca Mckam building, follows cultural worker Milda Griegnau in
gemel. uecama, cumyupaHa 8 xaomuyHume npegeAu her efforts to have a baby. Milda shuns romantic love
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Ha cbBemckume komyHanHU 6A0koBe, npocaegaBa
kyamypHama mpyxeHuuka Muaga pubHay u ycuausma
U ga cu uma geme. Muaga u3bseBa om pomMaHmuyHa-
ma Alo608 npegnoyumatiku coBemckust eB2eHuYeH
Memog 3a ga U3NbAHU XkeAaHuemo cu ga npou3Bege
noAumuyecku npegnoyumaemMo nporemapcko geme
6e3 napmHLop UAU bawa. B copueBuHama cu nuecama
e buna gpamamu3ayus Ha obuiecmBeHume gebamu,
JKOHOAUKmM Mexkgy ymonuyHus pagukaauzom” Ha Muaga
u ,okasgHama peaAnHocm, nopogeHa om HoBus ukoHo-
Muyecku naaH" (Edward Braun, Meyerhold: A Revolution
in Theatre, London: Methuen Drama, 1979), omgpbnBae
om Hgkou om no-amMbuuu03HUME NoOAUMUYecku npo-
MeHU u3BvpweHu om 6oaweBuuume npe3 nopBume
yemupu 20guHu cAeg PeBonaloyusma. Muecama e ueH-
3ypupaHa om 'xaBpenepmkom (cvBemckama komucug,
0go6psBalia meampaAHume penepmoapu).

Bmopo mMsicmo:
Bukmop Vin4 AebegeB, A muwinemo 3Haewe Beudko
Bugeo, 04.56, 2017

KakBo wie ce caydu, ako 8 cBema Haxaysm u3B8o6H3EMHU,
yuemo Hal-CUAHO opbXue e ga Hakapam Bcuuku ga
uckam ga npaBsm cekc ¢ Bcuuku? MoXe Au cekcyan-
Hama peBoalouus ga npeogoAee pacama, NoAa, kna-
cama UAU peAu2uo3HUME pa3Audus u BpaxkgebHocmu
UAU omyyXgeHue? Moke bu npocmo Ha Hskos gpyaa
NAaHema...

in exchange for Soviet eugenic methods to fulfill her
desire to produce a politically preferable proletarian
baby without a partner or a father. The play was at its
heart a dramatization of society's debates, “a conflict
between the Utopian radicalism” of Milda and "the
squalid reality generated by the New Economic Plan”
(Edward Braun, Meyerhold- A Revolution in Theatre,
London: Methuen Drama, 1979), a roll back of some of
the more sizable economic policy changes made by the
Bolsheviks in the first four years after the Revolution.
The play was censored by Glavrepertkom (the Soviet
commission for approval of theatrical repertoires).

Second place:
Victor Vin4 Lebedev, The Mouse Knew [t All
video, 04.56, 2017

What will happen if the world is invaded by aliens
whose strongest weapon is to make everybody want
to have sex with everybody? Can a sexual revolution
overcome race, gender, class or religious differences
and hostilities or alienation? Maybe just on another
planet...
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Tpemo mMscmo:

EBeaun CmepMuu, Yepbero kagugpe

Bugeo, 09.30, 2006

38yk: AkoH Makcyen Xo6c, Daily Ambience / Chartres
16-09-05

KomnlomupHo 2eHepupaHo YepBeHo kagude kamo
cmpykmypa 3a ekpaHa: ekcnepumeHmanHo Bugeo,
uskycmBena cmpykmypa, uBemoBu cumBoauzoM. Kom-
nlombpHO 2eHepupaHomo YepBeHo kagude e paBumo
kamo cmpykmypa 3a ekpaHa 3a Bv3npusimutiHama no-
BopxHocm Ha ma3u Bugeo paboma. LBemwm nokpuBa
ekpaHa C xanmuyHu ycewaHus u buBa 3ana3eH kamo
ekcnepumeHmanHo Bugeo coc cBosima uzkycmBeHa
cmpykmypa, onpegeastku uBemoBus cumBoAu3oM

u ompakeHus cnpsamo gobAbokus cu MemadopuyeH
xapakmep. YepBeHomo kagude, koemo Hakoza e buno
cBeweHo 3a BausmeaHu Bucokocmosiwu nepcoHu
kamo pezeHmu u kapguHaau, myk 8 cbyemaHue ¢ Mo-
HUMOpPa caMomo Mo ce npeBpbula B cBeweH obekm,
kolimo ce omBaps 3@ gONbAHUMEAHU Pa3MULAEHUS
OMHOCHO He2oBama YMECMHOCM U gONbAHUMEAHU
3HaueHus, kakmo u koM camama Megus, HeUuHume
o6pa3u u acnekmu Ha ynompeba/3r0ynompe6a Ha
Bracmma u cekcyaaHocmma.
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Third place:

Evelin Stermitz, Red Velvet

video, 09.30, 2006

sound by John Maxwell Hobbs, Daily Ambience /
Chartres 16-09-05

Computer generated red velvet as a structure for the
screen: experimental video, artificial structure, color
symbolism. For the perceptional surface of this video
work, computer generated red velvet is developed

as a structure for the screen. The color covers the
screen with haptic sensations, and it is kept as an
experimental video with its artificial structure, defining
color symbolism and reflections toward its deep
metaphorical character. Red velvet, formerly sacred to
influential superior persons like regents and cardinals,
becomes here combined with the monitor a sacred
object itself, which opens up for further reflections on
its relevance and connotations, also toward the media
itself, its images and its aspects of use/abuse of power
and sexuality.
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Wudpa KakgaH
Yue e moBa 4epBeHo?
Bugeo, 15.01, 2013

ToBa Bugeo e kakmo aBmomaHudecmauus, maka

U HanoMHgHe 3a (He)Bugumomo cbwecmByBaHe Ha
kyubp U mpaHc geua no BpeMe Ha cwBemckus nepuog.
CmuzHax go moBa npe3 cbulama 20guHa, 8 kosmo u
Bugeomo 6ewe npogyuupaHo. To e pekoHcmpykyus Ha
geticmBumenHo cbbumue, koemo ce cAyyu Hkoako
gHU CAeg cMbpmma Ha bpexHeB (HoemBpu 1982 2.).
MoepebeHuemo bewe u3rdeHo no meaeBususma. B
yyuAauuie bewe nocmaBeH nopmpem. Mo Hezo Bpeme
a3 mbkMo 651X cmaHaAa nuoHepye. Bcuuko moBa bewe
MH020 BaXKHO 3a MeH, HO He pa3bupax CbUHOCMHO 3Ha-
yeHuemo. 0bwecmBeHama ckpbb bewle MHO20 CUAHA.
EguH geH cBanux Bpb3kama cu u 9 cAokux go nopmpe-

Shifra Kazhdan
Whose Red Is That?
video, 15.01, 2013

This video is both a self-manifestation and a reminder
of the (in)visible existence of queer and trans

children during the Soviet period. | came to that the
same year as the year of this video production. It is

a reconstruction of an actual event that happened
several days after Brezhnev's death (November 1982).
They showed the funeral on TV. A portrait was placed

in the school. At that time | just became a pioneer. All
of this was very important for me, but | did not deeply
understand the meaning of it. The public mourning was
very strong. One of these days | took off my tie and
placed it next to Brezhnev's portrait as a gesture of my
mourning. This ambiguous gesture was not understood

4



ma Ha bpexHeB kamo ckbpbeH »ecm. To3u ambuuuo-
3eH »kecm mozaBa He bewe pa3bpaH kamo ckopbex.
3HaueHuemo My Bce oule He e SCHO U noHskoza ce
mbAkyBa kamo yacm mo mekyuwama gekoMyHu3auus.
He Mucag, ye moBa e maka, a 3a MeH mo2aBa He bewe
Xecm no gekoMyHu3auus. Pagbupa ce, yYuAuwHUSmM
gupekmop He bewe wacmauB u Me Hakapa ga B3ema
obpamHo Bpwvakama. Bugeomo noka3Ba kak a3 Bv3-
npuemMax cvbumuemo:

A3 coM bpexkHeB. A3 cbM MbpmbB. Mosm npompem e
U3AOKEH 3aegHO € YepHa AeHmuyka. Mopmpembvm e B
yquAuuie Homep 11 Ha AomoHocoBckutl npocnekm (Moc-
kBa). PaHHo ympo e. A3 cbM nuoHepye. 06AeyeHa CbM

B >keHcka yyuAuwHa yHUbOpMa. B ueHmupa Ha 3anama
cbM. Haokono Hama HukoU. Moxe ga ce uye 38yka om
MUEHEmMO Ha YUHUU Om MeH3ama. FAegamM nopmpema.
Moumu ce 3acpamBaM. MaxaM Bpw3kama u 9 nocmaBsam
Ha Macama. MAaua. YquauulHUsSIm 36vHeu 386HU".

MopBama npoxekuyus (2013 2.) 6e nocaegBaxa om /]po-
AemHo mauHemBo Ha Wieop CmpaBucku.

Muwa PabuHoBuy
TpaHcpopmayus 1: Kak ga ce u3breve yBema?
Bugeo, 04.22, 2017

ToBa e Bugeo noe3us, kosimo noka3Ba aAxuMuyHU
ekcnepumeHmu, u3noa3BaHu 3a ga ce u3Baekam adek-
MUuBHU cnoMeHu om msAomo Ha cy6ekma/ekcnepu-
MeHmamopa. To e eguH Bug ynomBaHe 3a u3noa3Baxe
3a npeymBupkgaBaHe Ha omgaBHa 3abpaBeHu cnome-
HU Ype3 ynompebama Ha kombuHauus om cybcmaHuuu
om MCMOMO Ha onuma U mAAOMo Ha cBugemend.
/13noA3BaHemo Ha eAukcupu U MeAeCHU MeyHocmu ce
no308aBa Ha 3abpaHeHomo 3HaHue Ha BewepcBmoBo,
gokamo mpwbuukume kapam Bogama ga u32nexga
cakaw npeogoasBa epaBumauusma. BHUMameAHo nog-
6paHume Buzuu u memno uskpuBsBam egHa u3usA0
NPUpOgHa cucmeMa go npu3oBaBaHe Ha mpaHcepecu-
ama. B mo3u cmucweA Bugeomo 208opu 3a moBa, kak
ugeume M02am U ga HU mpaHcdopMupam, U ga bbgam
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at that time as a grief. The meaning is still not clear
and sometimes is interpreted as a part of the current
decommunization. | do not think it is like that and it
was not a gesture of decommunization for me at that
time. Of course, the school director was not happy and
asked to take the tie. | did not look the same at that
time. The video shows my perception of the event:

‘I am Brezhnev. | am dead. My portrait is exhibited

with the black ribbon. The portrait is in School N 11 at
Lomonosovskiy prospect (Moscow). It is early morning.
| am a pioneer. | am in a female school clothing. | am in
the center of the hall. Nobody is around. One can hear
the sound of washing dishes from the dining space. |
watch the portrait. | come close shy. | take off the tie
and place it on the table. | cry. The school bell rings.”

The first screening (2013) was followed by Igor
Stravinsky's The Rite of Spring.

Misha Rabinovich
Transformation 1- How to Extract the Color?
video, 04.22, 2017

This is video poetry that shows alchemical experiments
used to extract affective memories from the body

of the subject/experimenter. It is a kind of how-to
guide for reconstituting long forgotten memories
using the combination of substances from the site

of experience and the body of the witness. The use

of potions and bodily fluids references the forbidden
knowledge of witchcraft, while the syphons make
water appear to defy gravity. The carefully chosen
visuals and pacing twist an entirely natural system
into an evocation of transgression. In this sense, the
video speaks to how ideas can both transform us and
also be transformed by us: e.g., Alexandra Kollontai's
“glass of water” metaphor of sexuality. The idea was
twisted by her political enemies into something vulgar



mpaHcGopMUpaHU 0m Hac; HanpuMep Memagopama
3a cekcyaAHocmma HapeyeHa ,Yawa Boga" Ha AnekcaH-
gpa KonoHma. Mgesma 6uBa uzkpuBesa om noaumu-
yeckume U BpazoBe B Hewo ByreapHo, a cAeg moBa
pa3pegeHo Ype3 20guHU HegopasbupaHe. Mpu Bce moBa
HelHama ocBoboxkgaBaula aHano2us 3a cekcyanHama
cBoboga Bce owe Hocu B cebe mpaHchopmamuBHa
CuAa, mbl kamo e MHO20 npocma U gupekmHa.

and then diluted through years of misunderstanding.
Nonetheless, her liberating analogy of sexual freedom
still carries transformative power because it is so
simple and direct.




AHgpoHuk XayusH, MBaH Lykux u lowa loAuyuH
Smilex - nvpBugm epaguyHo aHUMUPEH e3uK

3a gBouku, ¢ kodmo ga cu 0bujyBam cmpacmHo
3a MoboBma u cekca

Bugeo, 0115, 2015

npoMouuoHaAHo Bugeo, 00.37, 2015

Ha 1BaH My xpyMHa ugesma 3a emogkuma-ycMuB-

ku kamo gBotku u a3 obukHax ugesma. OmmozaBa
npaBum naakamu, aHumauus u np. Ho egBa npegu mpu
20gUHU C HaBAu3aHemo Ha eMogxkumama pa3bpaxme,
Ye Hawemo Bpeme e gowAo. Cb3gagoxme HOB cmuA 3a
Smilex, a3 pa3pabomux yebcalima u npuAokeHuemo,
HO... ,EnoA" He uckaxa ga nyCHam npuAokeHuemo ,.3a-
pagu cekcyaaHomo cbgbpkaHue'. Mompowux moakoBa
eHepaus u Bpeme ga ocbwecmBsa mo3u npoekm ye
cnpsix ga paboms Hag Heao cAeg HoBuHama om ,Enba”.
I Bce nak Hue obuyame Smilex. ickame xopama ga 20
u3noa3Bam. Tou He e 3a napu. Tol e 3a ceke. Bcuyku
xopa mps6B8a ga umam cmpaxomHu Bpw3ku, ga ce
Balo6Bam u ga npaBsm cekc. Cekcom e 3a6aBa, mod

e Hewo 3abaBHo. Mickame ga NnpOMeHUM HayuHa, No
kolimo xopama 208opsm (He 2080psm) 3a Hezo. Toll He
€ Heul0 CMpawHO Cepuo3Ho, maka ye npaBeme 2o ¢

ycMuBka, cbC cmpacm, u HanpaBeme om Hezo Becenba.

B Pycus uma 3akoHu cpewy ATBT nponazaHga. ToBa e
yXacHo. Bcuyku xopa ca paBHu, u Bcuuku mps68a ga
ca wacmauBu B cBoume Bpwb3ku. be3 3HaueHue kol cu
u kakBo uau kol obuvaw. Mpekapax gBe 20guHu B CaH
(OpaHyucko. 3HaM, Ye uma Mecma kamo moBa, kegemo
MoXew ga 6bgew kolmo cu uckaw - B cMuCwA, ye
MoXew ga 6bgew cebe cu. - AHGPOHUK XayusiH.
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Andronik Khachiyan, lvan Shukin and Gosha Golitsyn
Smilex - The First Graphically Animated Language to
Passionately Communicate About Love and Sex For
Couples

video, 0115, 2015

promotional video, 00.37, 2015

lvan came up with the idea of smile emojis as couples
and | loved it. Since then we were making posters,
animation and stuff. But only 3 years ago with the rise
of emojis we understood our time has arrived. We
created a new style for Smilex, | developed the website
and the app, but... Apple did not want to release the
app "because of the sexual content.” | spent so much
energy and time to make this project happen that

| stopped working on it after the news from Apple.
However, we love Smilex. We want people to use it. It is
not about money. It is about sex. All people should have
great relations, fall in love and have sex. Sex is fun, it is
funny. We want to change the way people talk (do not
talk) about it. It is not some hell of serious thing, so
make it with a smile, whit passion, and make it fun.

In Russia we have laws against LGBT propaganda. It is
terrible. All people are equal, and everybody should be
happy in their relations. No matter who you are and
what and whom you love. | have spent about 2 years in
San Francisco. | know that there are places like that,
where you can be whoever you want - | mean, you can
be yourself. - Andronik Khachiyan
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Camlovn Qypakp
D™"S.@
Bugeo, 19.54, 2017

D.”.S.®. [Tany.My3zuka.Ceke.Pomarmuka) e npogbika-
Baw U nocmosiHHO pa3pacmBaw, ce MyaAmukaHaAeH
Bugeo npoekm, uzcaegBaw, kak gueumanHama cpega,
kamo uHmepdedc Ho U, Hewo noBeye, kamo Gopma
3a pekoHCcmpyupaHe U onybAu4HOCMSBaHE Ha UHMUM-
HUMe Hu npexuBaBaHus, gupekmHo BAuse Ha ugeume
HU 3a NOAa, Ha Hawus 06pa3 3a camume cebe cu U

Ha nocAeguuume, koumo mMo3u e20-Meu3oM HOCU 3a
POMaHMUYHUMe U epomuyHU Bpb3ku.

Samuel Fouracre
pse
video, 19.54, 2017

D.*.S.@. [Dance.Music.Sex.Romance]is an ongoing
and continually expanding multi-channel video
project exploring how the digital environment, as an
interface but moreover as a form of reconstructing
and publicizing our intimate experiences, directly
influences our ideas of gender, our image of self and
the implications this ego-theism has on romantic and
erotic relationships.
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To6aH Hukwvac (c Koabe Ponep u PomaH Ygano8)
[lhaHuHa om npexga
Bugeo, 0747, 2017

Bugeomo npegcmaBasBa memadopuyHo u3obpaXkeHue
Ha pa3nAumaula ce Bpu3aka. Ho cowo maka dyHk-
YuoHupa u kamo ocmuBaw, cbnbmemBaw, komeHmap
cbcmaBeH om 3Ae HanucaHu u paBHo u3eoBopeHu
NoOpHO penAuku, 3amecmBawu geticmBumeAHomo
0bwyBaHe gokamo ce u3BvbpwBam HaHaAHU goOMaWHU
3agayu. MhacmoBeme Ha Bpwvzkama ca u306pa3eHu
Ype3 MOHOMOHHA Pey U ype3 ,npeMuHaBaHemo npe3
gBukeHusma" Ha N0BbpXHOCMMa, C eMOYUU, XKeAGHUS
u Hy>kgu nog dopmama Ha 6aroHYema u3omgoay. 1
gBeme goBexkgam go u3BoHekpaHHama kyaMuHayus Ha
mBopbama, ocmaBeHa Ha BbobpakeHuemo Ha 3pume-
As. OcmaBa Bonpocom - kakBo ce cayyBa caeg moBa?

Pabomama e ocesHa C MOMEHMU Ha oueHka, pagMuw-
AEHUe U ommopa MeXgy CUeHUMe Ha goMawHocm.
Te3u geticmBus ca cnoMeHU UAU Megumauuu Bopxy
nogaexauw,omo HanpexkeHue. B nocaegHama cueHa 06-
MeHbm Npu pa3e08opa cmaBa HanpezHam noBmapsaw,
ce, Bogelku go Mazuyecka, Mucmepuo3Ha kyAMuHayus.
MocaegHama cueHa npegcmats kak Beeku uHguBug
nocmaBs cBoume wieHuUs U keaaHust Ha BykBaaHama u
du2ypamuBHa maca, Ho csikaul, nogo6bHo gBynoalocHu
MazHuUmu, gBamama He cu nacBam, me ca HecbBMec-
mumu. - TobaH HukoAc

3a MeH cv3gaBaHemo Ha /T1aHuHa om npexga ce
ocHoBaBawe Ha moBa, kak egHa Bpb3ka ce npeBpbia

8 ycamomeHocm u baHaaHocm. To3u GuAM e paboma
om no-wupok pa3208op omHocHo B3auMogelicmBuemo
U UHMuMHocmma Mexkgy 2et Mokeme. ToBa, keomo
Bukgaw u ouakBaw Moxke ga cmaHe Hewo 0buyalHo

u maka MoXew ga 3a2ybuw epomuyHama eydopus Ha
AUYHama Bpw3ka. Kak nocmwunBam 2el Mbkeme kamo
npegcmaBsHe cnpamo obuiHocmma u kak nocmonBam 8
yeguHeHuemo Ha gomMa? Kak gBolkume ocmaBam 3aeg-
HO U kak uHmumMHocmma ce pa3BuBa uau ce npeBpbula
8 6aHanHoCcm B cmpykmypama Ha Bpw3kama u npenyc-
kaHemo u3 3agbikeHusima? YyBecmBam, ye moBa Bugeo
3ano4Ba eguH pa32080p OMHOCHO kpas Ha egHa Bpw3ka
u kakBo au kpenu 3aegHo, u 3awo. - Konbe Ponep
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Toban Nichols (with Kolbe Roper and Roman Udalov)
Yarn Mountain
video, 0747 2017

The video represents a metaphorical depiction of an
unraveling relationship. But also acts as a comedic
sidebar with badly written and flatly spoken porn lines
standing in for actual communication while doing
mundane domestic tasks. Layers of the relationship are
displayed by monotone speech and “going through the
motions” on the surface, with bubbling emations, wants,
and needs, underneath. Both build up to the piece’s off-
screen climax that is left to the viewer's imagination. A
question remains - what happened next?

The piece is interspersed with moments of evaluation,
contemplation, and rest in between the domestic
scenes. These act as memories or meditations on the
underlying tension. In the last scene, the back and forth
conversation becomes intense and repetitive, building
to a magical, mysterious climax. The final scene
presents each individual bringing their own wishes and
desires to the literal and figurative table, but it seems,
like two opposing magnets, the two do not match up,
they are incompatible. - Toban Nichols

Creating Yarn Mountain was based for myself on how

a relationship becomes solace and banal. This film is

a piece of a larger conversation on interaction and
intimacy between gay men. What you see and expect
can become common and thus loosing the erotic
euphoria of personal connection. How gay men operate
as a presentation to the community and how they
operate in the privacy of home? How do couples stay
together and how does intimacy develop or become
common place in the structure of the relationship and
running through the motions instead of. | feel this video
begins a conversation on the ending of a relationship
and what keeps them together and why. - Kolbe Roper

My goal, as the director and collaborator, was to
capture the domestic situation, the vibrancy of the
house and the elements that make up a home. Even
though the home now is more of a shell these two
dwell in, rather than a loving place they share, | wanted



Mosima uea, kamo pexkuceop U compygHuk, 6euie

ga yroBs goMawHama cumyauus, XU3HeHoCmma Ha
kbUama u eneMeHmume, koumo cbcmaBsam goma.
Bonpeku ye gHec gombm e no-ckopo yepynka, 8 kasimo
gBamama 2epou »uBesam, a He M9cMo Ha AlbboBma
koemo cnogeaam, uckax ga yAoBs cueHapus Ha Boge-
HUMe npenAemeHu kuBomu, HO U ga nosicHs Ye ako

u moBa e gom Ha BalobeHu xopa, ce2a moul e Yepynka
Ha MOHOMOHHOoCMmMa. lpekpaceH no2pebeH mepeH Ha
MbpmBa Bpw3ka u3nbAHeHa ¢ u3bseBaHe, HecBobp3aHo
npomuBonocmaBaHe Ha uBsm u cBemauHa 3aegHo

C OME2YEHO, HEEMOUUOHAAHO 06wlyBaHe, koumo He
npaBsm peanHu Bpv3ku, a camo BepbaaHu UHMOHAUUU
u omgeAHu »uBomu. hckax ga nokaxka pazbumama
Bpb3ka, BAowaBanemo, omBukBaHemo. Cmopu Mu ce,
ye e om 20A9Ma BaxkHocm moBa, ye Hakpas ce nokas-
Bam camo ycmu u gpyeu GppazmeHmu, cakaw camo
moBa e Bcuuko, koemo e ocmaHano. be3 dusuyecka
Bpb3ka - gBa ocmpoBa, gaBewu ce 6e3 ku3HeHa mpa-
ekmopus. - PomaH YganoB

to capture the scenario of intertwined lives being led,
but also making clear that while this was the home of
people in love, it is now a shell of monotony. The lovely
burial ground of a dead relationship full of avoidance,
a disconnected juxtaposition of color and light with
bored, non-emotional communication not making real
connections, only verbal intonations and separate
lives. | wanted to show the broken relationship, the
deterioration, the disuse. | felt it was of significant
importance that only the mouths and other fragments
were shown at the end, like that is all that is left. No
physical connection, two islands drowning with no
lifeline. - Roman Udalov




Woxaxa Nobomuz u bap6apa loaguH (WIGband)
WiGband 6 3amBopa
Bugeo, 09.58, 2010

WiGband 6 3amBopa e no2neg Hazag koM HeyecmuBa-
ma kapuepa Ha /loxaHa u bap6, nogHamu cbuo u kamo
CunBop u bambu. Te ca B 3amBopa 3a HeonpegeAeHo
Bpeme 3apagu dawucmkus ,CoBem 3a yucmomama
Ha poguHama“ om epama Ha ,Y." byw nopagu epe-
muyHocm, nokBapa, Aunca Ha nampuoMuYHoCM U
HenpuAudeH e3uk. 3akopaBeau u omeayeHu, CurBop u
bambu 6uBam u3mwuBaHu B 3amBopa, cnoMHatku cu
no-gobpume gHu. ToBa, koemo caegBa e Beceaduiku

U Ha MoMeHmu ompe3B48aw no2aeg koM 30 20guHU
om ucmopusma Ha AmMepuka, noAumukama u MopaAa,
pempocnekmuBa Ha WIGband nog dopMama Ha uaMu
U nbpdopmMaHcu Ha XuBo.

Johanna Poethig and Barbara Golden (WIGband)
WIGband Incarcerated
video, 09.58, 2010

WiGband Incarcerated'is a look back at the nefarious
career of Johanna and Barb, also known as Silver

and Bambi. They are imprisoned indefinitely by the
fascistic Bush "W" era "Homeland Purity Council” for
heresy, depravity, lack of patriotism, and bad language.
Hardened and bored, Silver and Bambi languish in jail,
remembering better days. What follows is a hilarious
and occasionally sobering look at 30 years of America,
politics and mores, a WIGhand retrospective in movies
and live performance.




Xunga AaHuea
CeameHm
Bugeo, 00.38, 2017

EkcnepuMeHmanHa eHmMoMoAo2uUs, HOHOAO2US-AUH2BUC-
muka, Baacm, 3n0ynompeba u ceke B pamkume Ha 38
cekyHgu uAu no-mManko. B CeameHm com B3ena Manko
apxuBHu kagpu (gemcku Hay4HononyAgpeH huaM om
ApxuBa ,MpeauHgxkwvp') u, kamo o6pabomBam HaHoBO
38ykoBu Mukpoyacmuuu om GuAM 3a Bv3pacmHu u
eguH kaacuyecku nvHk anbym (Oh Bondage, Up Yours)),
noka3Bam nogueHaBaH HapamuB u pecmpykmypupam
HOB makwbB ¢ no-wupoku nocaeguuu. 38ykoBomo
gelicmBue uMa HaMepeHUemMO ga 6bge MOYHO CU-
myupaHo BvB8 Bpememo npecb3gaBaHe Ha 3akauka,
CbCNEHC U HACUAUE; Ha UHCMUHKMHU U GhU3UOA02UYHU
peakuuu Ha ygoBoacmBue, eMnamus, Xymop U ykac.

Hilda Daniel
Segment
video, 00.38, 2017

Experimental entomology, phonology-linguistics, power,
abuse and sex in 38 seconds or less. In Segment, | have
taken a bit of archival footage (a children's science film
from the Prelinger Archive) and, reprocessing sound
micro-bits from aged film and classic punk record

(Oh Bondage, Up Yours)), | exposed an overlooked
narrative and restructured a new narrative with
broader implications. The sonic action is meant to be

a precisely timed evocation of teasing, suspense and
violence; of instinctual and physiological responses of
pleasure, empathy, humor and horror.
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Muae-Puun 9k
BuenereHue/Tardumus
Bugeo, 04.51, 2016

Bugeomo 03a2naBeHo Byenererue/Tardumus ce 3aHu-
MaBa ¢ xygoxkHuyeckomo aAmep e20 U U3MucAeHama
My npogbakaBawa AloboBHa ucmopus mMexgy buBuwiu-
me M3mok u 3anag. To npueMa GpopmMama Ha Bb3MoXkHO
My3ukaaHo Bugeo u 20 3anbABa ¢ ecmemuka, u3pa3u-
MEeAHOCM U cueHu koumo u3aaexkgam kamo kauwupa-
HU gekopu, CXOgHU Ha My3ukaAHUS »aHp ecmpaga uAu
Ha 20guwHus My3ukaneH konkypc EBpoBu3sus. 06pazom
Ha ,neBuuama” ce onumBa ga u3noBsga eguH AUYEH
gpaMamuyeH UHUugeHm Ha npoBaneHa Alo6o8, Ho MoXke
ga 20 HanpaBu camo nocpegcmBoM HuBa Ha ouakBaHu
noBegeHus. Ta ce onumBa ga ,2080pu” upe3 cmepe-
omunHama cu poAd, Ho ce u3npaBs npeg kauwemama
Ha HampydeHU, HECepPUO3HU, gpamMamuyHu, ,,e8muHu’,
epomu3upaHu, NoweHcko-byA4uHu, HeBpomuyHu,
ek3omu3upaHu U m.H. poAu U ce 0ka3Ba cMbAYaHa u
HenpeBoguMa B cobecmBeHama cu AUYHa UgeHMUY-
Hocm. Taka 8 mekcma Ha neceHma om ayguomo (Ha
ecmoHcku) u cyBmumpume HaMa HUWO gpy20 0cBeH
egBa gonoBuma MmemadopuyHa kopeaauus, npu koemo
¢ Bpememo dakmovm ye ,Hewo He e Hapeg"' B npeBoga
cmaBa Bce no-oueBugeH. lfepouHsma ce onumBa ga
npungBa u u3eoBaps ,3anaga” (aHzautickus) 8 cy6mu-
mpume 3a ga npegage cBosma ucmaopus, HO U 3anoy-
Ba Bce noBeye ga ce numa gaau HeliHugm , i3mok"/
,u3mouHa’ (ugeHmuyHocm) Mozam Hakoza ga Gbgam
noyyBcmBaHu uau npegageHu ype3 Beuuku croeBe Ha
aBmoMamuyHO NpuAa2aHu U3moyHU XeHcku cmepe-
omunu. ,Bu3MOXHO AU € ga omugem omBbg ueAyBkama
¢ e3uk?’ cmaBa Bonpoc 6e3 omeoBop, Ha kodmo Bce
owe mps6Ba ga ce omeoBopu, npu koemo Ha na3apa
ek3omuyHume poau, koumo Bce maka cu ocmaBam
XuBu cAeg nagaHemo Ha 3aBecama, ca gobpu 3a my-
pu3Ma, ekcnaoamauusima u kyamypHama uHgycmpus.
Ako He couecmByBa ,gpye”, kakBo uau kol we ocmaHe
3a ga npogaBa u kenae?

50

Pille-Riin Jaik (Estonia)
Torpor/Tardumus
video, 04.5Tmin, 2016

The video titled Torpor/Tardumus deals with an artist's
alter ego with a fictional broken lingering love story
between the former East and West. It takes the format
of a possible music video and fills it with aesthetics,
expressiveness and sets that look like cliché backdrops
familiar from the Estrada music genre or the annual
music contest Eurovision. The character of "the singer”



tries to confess a personal dramatical incident of failed
love, but can only do it through levels of expected
behaviors. She tries to "speak” through her stereotyped
role, but faces clichés of an overdressed, unserious,
dramatical, “cheap,” eroticized, mail order bride-ish,
neurotic, exoticized, etc., roles and ends up being in

her own personal identity muted and untranslatable.

Therefore, the song lyrics in the audio (in Estonian) and
the subtitles have no other than slight metaphorical
correlation, where with time the fact that "something
is not right” in the translation becomes more evident.
The character tries to play along and speak “the West"
(English) in the subtitles to communicate her story,

but also starts to question even more if her "East”
(identity) can ever be felt or communicated through
all the layers of automatically applied Eastern female
stereotypes. ‘Is it possible to get further then a kiss
without a tongue?" becomes a question of no answer
yet to be known, where in the market the exotic roles
that have still remained alive after the curtain's fall are
good for tourism, exploitation and culture industry. If
there is no “other," what or who would be left to sell
and desire?







MEXXYHAPOAHO X4YPU
HA KOHKYPCA , YEPBEHA NHIEOB |
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CaaByo AumumpoB (MakegoHus)

CaaByo AumumpoB (1984, MakegoHuga) uma bakana-
Bopcka cmeneH no 06Wo u cpaBHUMEAHO AuMepa-
mypo3HaHue om YHuBepcumema Ha Ckonue ,CB. CB.
Kupua u Memoguu" u Mazucmpamypa no gkeHgop u3-
cAegBaHus u dpuaocodus om MHecmumyma ,EBpo-ban-
kaH", Ckonue. MoayyaBa Bmopa Mazucmbpcka cmenex
(M.Phil) no MyamugucuunAuHapHu gXkeHgbp u3caegBa-
HUs om YHuBepcumema Ha Ketimbpugk. B MomeHma e
gokmopaHm B8 Kamegpama no mpaHcgucuUNAUHapHU
u3caegBaHus Ha cbBpemeHHUmMe u3kycmBa u Meguu,
(Dakyamem no meguu u komyHukayuu, YHuBepcumem
,CuHaugyHyM", beaepag. MpenogaBan e Hakoako kypca

B HecdbopMarHOMO YyuAuule 3a gkeHgbp U noAumuka

8 MHcmumym , EBpo-bankaH". Pabomun e kamo acuc-
meHm B Mazucmbpckume npozpaMu No gkeHgbp
uscaegBaHus u kyamypoaoaust Ha MHemumym |, EB-
po-bankaH" u Makyamema no meguu u komyHukauuu 8
,CuHaugyHyM". Tlpe3 nocaegHUMe 20guUHU koopguHupa
Hakoako npoekma 3a yoBewku npaBa u HeguckpuMuHa-
Yus Ha MaAuUHcmBeHu obuyHocmu 8 MakegoHus. B Mo-
MEeHMa e npoepameH koopguHamop Ha Koaauyusma 3a
cekcyanHu u 3gpaBHu npaBa Ha MapauHaAu3upaHume
obwHocmu. bun e akagemuyeH koopguHamop Ha MHO20
AEMHU YYUAUWaA OpeaHu3upaHu om , EBpo-bankaH",
npoBexgan e MHOXecmBo u3caegaHus u e kypupaa
Hakoako uzaok6u B Ckonue. CaaByo e cowio maka eguH
om ocHoBameaume u akagemuyHume koopguHamopu
Ha AdMHOMO yYuAuUle 3a cekcyaaHocmu, kyamypu u
noaumuku. CoWwo e u eguH om ocHoBameaume Ha IPAK.
Center (V13cAegoBamencku ueHmMbp 3a Kyamypu, NoAu-
muku U ugeHmuyHocmu).
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Slavcho Dimitrov (Macedonia)

Slavcho Dimitrov (1984, Macedonia) holds a diploma in
General and Comparative Literature from the University
of Skopje St. Cyril and Methodius and holds MA in
Gender Studies and Philosophy from Euro-Balkan
Institute, Skopje. He obtained his second M.Phil in
Multidisciplinary Gender Studies at the University of
Cambridge. He is a PhD student at the Department

for Transdisciplinary Studies of Contemporary Arts

and Media, Faculty of Media and Communications,
Singidunum University, Belgrade. He has been teaching
several courses at the non-formal School for Gender
and Politics at the Euro-Balkan Institute, and has been
working as a teaching assistant at the postgraduate
Gender Studies and Cultural Studies departments at
the Euro-Balkan Institute and at the Faculty of Media
and Communications, Singidunum. In the last several
years he has coordinated several projects on human
rights and non-discrimination of minority communities
in Macedonia. At the moment he is the programme
coordinator of Coalition for Sexual and Health Rights
of Marginalized Communities. He has been academic
coordinator of many summer schools organized by the
Euro-Balkan Institute, has conducted many researches,
and has curated several exhibitions in Skopje. Slavcho
is also one of the founders and academic coordinators
of the Summer School for Sexualities, Cultures and
Palitics. He is also one of the founders of IPAK.Center
(Research Center for Cultures, Politics and Identities).



Angpeil NapwukoB (Pycus)

AHgpel MapwukoB (1985, Mogoack, MockoBcku peauoH)
e kypamop u xygokecmBeH kpumuk, pbkoBogumen Ha
Aenapmamenm M3caegBanus” koM MockoBckus My3eeH
cblo3 ,MaHex". OcbwecmBun e MHoxecmBo (okono 30)
u3nokoéu 8 Pycus, CALLL u EBpona, 8 moBa yucho Aa Ha-
npaBum npecmod cu 8 epaga Bugum u HeBugum (pabo-
mu om koaekuusima Ha FA3MPOMBAHK, NCCA, MockBa,
2015), Poza cve 3v6u 8 yemama Ha 364p (2anepus
LANAANALLO", Bpeuus, 2015), log naBaxa - naax (DoHga-
uus ,CaHgpemo Pe-Pe6aygerzo”, TopuHo, 2015), Hamame
HUWo Hawe ocBex Bpememo (LleHmpanex napk, Bue-
Ha), Cnomerume mu ca pagrudrHu om mBoume (Mapk Ha
ugkycmBama ,MY3EQH", Mock8a, 2013), fongamama pe-
npecus (Fanepus ,Yatim 6oke”, Hlo Mopk u 2anepus ,SB",
Napuk, 2008), Yampa-HoBa mamepuarHocm (MMOMA,
MockBa, 2009). bua e npenogaBamena B Bpumaxckama
2UMHa3us no uzkycmBo u gusalH, MockoBckus uHcmu-
mym 3a cbBpemeHHo u3kycmBo, MockoBkomo yyuauwle
no gkeHgop u3cregBaHug, AkageMusima no U3AWHU U3-
kycmBa 8 Xeagunku, Pyckus gbpkaBeH yHuBepcumem
3a XxyMaHuUmapHu Hayku. TekcmoBeme My ca nybauky-
BaHu B Springerin Magazine, Manifesta Journal, Moscow

Andrey Parshikov (Russia)

Andrey Parshikov (1985, Podolsk, Moscow region)

is a curator and art critic, head of the Research
Department at Manege Moscow Museum Union. He
has made numerous (around 30) exhibitions in Russia,
US and Europe, including Making Our Stay in the

City Visible and Invisible (works from the collection
of GAZPROMBANK, NCCA, Moscow, 2015), 4 Rose Has
Teeth in the Mouth of a Beast (APALAZZO Gallery,
Brescia, 2015), Underneath the Street the Beach
(Fondazione Sandretto Re-Rebaudengo, Turin, 2015),
We Have Nothing that is Ours Except Time (Central
Park, Vienna), / Remember It Differently from You
(MUZEON Park of Arts, Moscow, 2013), Great Repression
(White Box Gallery, New York, and SB gallery, Paris,
2008), Ultra-New Materiality(MMOMA, Moscow, 2009).
He has been a teacher in British Higher School of
Art and Design, Moscow Institute of Contemporary
Art, Moscow School of Gender Studies, Academy of
Fine Arts in Helsinki, Russian State University for the
Humanities. His texts were published in Springerin
Magazine, Manifesta Journal Moscow Art Magazine,
Art Chronicles Magazine, Openspace.ru. He made
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Art Magazine, Art Chronicles Magazine, Openspace.ru.
YyacmBan e 8 pe3ugeHmcku npoepamu kamo ma3u Ha
(DoHgauus ,CaHgpemo Pe-PebaygeHzo” 8 TopuHo. BuB
BueHa e yyua B knaca Ha Mapusi AuHg u XyaH A. FalmaH
B8 Akagemusima Ha 3aaubypa. Kypamopckama kapuepa
Ha MapwukoB 3anoyBa om omkpoBeHus uHMepec koM
cucmemume Ha mBopyeckume UHgycmpuu U OMHo-
weHus mexgy max (npoekm Yampa-+HoBa mamepuan-
Hocm). AHec, Beye caeg Hakoako 20guHu onum, moli ce
3aHuMaBa ¢ npobAeMU Ha HeMamepuaAucmuyeckomo
NO3HaHUE u onyuume 3a He208omo noBmopHo ycBog-
BaHe B gecHuvapckus guckypc. ToBa 6ewe memama Ha
02pOMHama u3Aokba B8 eguH aHmuyeH My3el B Mmanus
- Po3a cve 366U 8 yemama Ha 364p. Tipu u3caegBa-
Hemo Ha Bcuuko Ma2uyHo U cmpaHHo B uzkycmBomo,
moU CoW0 pa3epaHuyaBa npobaema 3a kyubp meopus-
ma kamo nocAegHama onopa Ha cucmemama makaBa,
kakBamo e (kanumaaumuyecka, aHgpoueHMpUYHa,
peAu2uo3Ha) u nocm-uimepHem npakmukume, kou-
mo kypamopbm npsko cBbp3Ba Cbc 3aneyamaHomo
3HaHuUe, Mol kamo ,meAenamusima e npocmo gobpe
pa3Bumama mexHoAo2us om-4yoBek-go-4oBek (peer-
to-peer)".
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residencies in Fondazione Sandretto Re-Rebaudengo
in Turin. In Vienna, he studied in the class of Maria Lind
and Juan A. Gaitan in Salzburg Academy. The curatorial
career of Parshikov began from the keen interest in
the systems of creative industries and relations within
them (Ultra-New Materiality project). Now, for a few
years already, he has been involved in the issues of
non-materialistic knowledge and the options of its
re-appropriation in right-wing discourse. This was the
topic of the large exhibition in an ancient castle in Italy
- A Rose Has Teeth in the Mouth of a Beast. Within the
investigation of everything magic and weird in art he
also distinguishes the queer theory issue as the last
bulwark of the system as it is (capitalist, androcentric,
religious) and post-internet practices which the curator
directly relates to sealed knowledge, for “telepathy is
just the well-developed peer-to-peer technology.”



One2 MaBpomammu (Pycusi/Bvazapus/CALLL)

Onee MaBpomMammu e UHMepguUCUUNAUHAPEH XygoX-
HUk u kuHo pexkucbop. Ao 2000 2. kuBee u pabomu 8
MockBa. Cbuiama 20guHa ce npemecmBa B8 bvazapus,
a om 2005 2. pabomu egHoBpemerHo B Codus u Hio
Mopk. MaBpoMammu e eguH om Hal-sipkume npeg-
cmaBumenu Ha pyckus akuuoHu3wbM. Mpe3 90-me mol
yyacmBa B HakoAako apmucmuyHu 2pynu kamo Ekc-
nponpuauus Ha mepumopusgma Ha uskycmBomo (ETH)
u Heuesuyguk, 3aegHo ¢ xygokHuuu kamo AHamoaul
OcmonoBcku, AnekcaHgbp bpeHep, AMumpud MumeHoB u

gp. Mpe3 1996 2. ocHoBaBa duamoBus coloz CYNMEPHOBA.

(Quamume My ca noka3BaHu Ha MexkgyHapogHus GuA-
M0B decmuBan B MockBa, kay6 CutedaHmom, MockBa
u gp. MNMpe3 2004 2. 3aegHo ¢ bopsHa Pocca ocHoBaBa
epynama YATPADYTYPO. Pabomume My ca noka3BaHu
Ha bueHanemo 3a enekmpoHHU u3kycmBa B8 Mopm,
ABcmpaaust; 06uwecmBo 3a uzkycmBo u mexHoAozuU,
MoHpean; Ekgum Apm, Hio lopk u gp.

Oleg Mavromatti (Russia/Bulgaria/USA)

Oleg Mavromatti is an interdisciplinary artist and
filmmaker. Until 2000 he lived and worked in Moscow.
Since then he moved to Bulgaria and since 2005 he
lives and works both in Sofia and New York. Mavromatti
is a prominent representative of the Russian actionism.
In the 1990s he participated in several Moscow art
collectives such as Expropriation of the Territory of Art
(ETI) and Netseziudik with artists Anatolii 0smolovski,
Alexander Brenner, Dmitry Pimenov, etc. In 1996 he
established the film union SUPERNQOVA. His films
participate in the Moscow International Film Festival,
Cinephantom Club, etc. In 2004, together with Boryana
Rossa, he established the collective ULTRAFUTIRO. His
works have been shown at Biennial for Electronic Art,
Perth (BEAP): Society for Art and Technology (SAT),
Montreal; Exit Art, NY, etc.
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AaHuena PageBa (BbA2apus)

MaHuena PageBa (1977) 3aBbpwiBa ugkycmBo3HaHue

8 HXA npe3 2003 2. Om 2004 2. pabomu 8 Codulicka
epagcka xygokecmBeHa 2anepus, om 2012 2. - kamo
ypegHuuka Ha ¢oHg ,CuBpemenHo uskycmBo u domo-
epatus’. Mpe3 2009 2. noayyaBa Hazpagama ,M36paHa
Aumepamypa 3a nuweuwume 3a uskycmBo” Ha VK-
cmumyma 3a cbBpemeHHo uszkycmBo - Codus. Kypupa
u3aok6éu, Hakou om koumo ca: Apm cmapm: Maagu
XygoxHuyu, koumo ga cregum npe3 2017 2. (2anepus
,Credo Bonum” u leome uHcmumym, Codus, 3aegHo ¢
Becena HoxapoBa u Cmedka LianeBa); Mexgy emu-
kemume (CTXT, 2016); Paz6upaw Au me? Pagbupam me
(the fridge, Cocug, 2015, 3aegHo ¢ UBaHa HenyeBa);
KakBo Buxgame? (CTXT, 2015, 3aegHo ¢ Mapus Bacune-
Ba). Om 2014 2. ny6aukyBa B enekmpoHHOmMO u3gaHue
lTopman Kyamypa. CompygHUYU Ha nAamgopMama
Bureau Artrecord u paguo npegaBanemo ,MoneckuH'".
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Daniela Radeva (Bulgaria)

Daniela Radeva (1977) graduated in Art History from the
National Art Academy in Sofia in 2003. Since 2004 she
is working at the Sofia City Art Gallery, and since 2012 is
the curator of the Contemporary Art and Photography
fund. In 2009 she received the Selected Literature for
Writers in Art Award of the Institute of Contemporary
Arts - Sofia. She curates exhibitions, among which:

Art Start: Young Artists We Follow 2017 (Credo Bonum
Gallery and Goethe Institute, Sofia, together with Vesela
Nozharova and Stefka Tsaneva); Between the Labels
(Sofia City Art Gallery, 2016); Do You Understand Me? |
Do (the fridge, Sofia, 2015, with Ivana Nencheva); What
Do You See? (Sofia City Art Gallery, 2015, with Maria
Vassileva). Since 2014 she is publishing in Portal Kultura.
She is also collaborating with the Bureau Artrecord
platform and the radio show Moleskin.



Kamu Pell Xotman (CALLL)

Kamu Pell XotMaH e amepukaHcka kypamopka, nuca-
meaka, npogyueHmka, ugcaregoBamenka, npenogaBa-
menka u ekcnepmka no Bugeo u MegulHo uzkycmBo.
Cyuma ce, ye om HayaAomo Ha 80-me XvdMaH e
nognomozHaAa ycmaHoBs8aHemo Ha Bugeo u HoBomo
MegulHo u3kycmBo, oHAaUH u uHmepakmuBHomo u3-
kycmBo, UHCMaAaUUOHHOMO U NbpdopMaHe uskycmBo-
mo B8 cBema Ha BusyanHume u3kycmBa. Ta e kypupaaa,
nucaAa 3a U koopguHupana cbbumus 3a MH0206p0UHU
MeXkgyHapogHU XygoxkecmBeHu UHcmumymu, KOHCYyA-
mupaAa e U e Xypupanra ¢ecmuBaau u aamepHamuBHU
XygokecmBeHu op2aHu3auuu. XoMaH He CaMo Ye
BwBexga Bugeo u guazumanHomo komnlomopHo U3ky-
cmBo B My3elHUME ekcno3uuuu, HO U HeYMOPHO NuUo-
HepcmBa cpeutama mexkgy meaeBu3uoHHUME kaHaAu
u Bugeo apmucmume, 3a ga ce noka3Bam xygoxkecm-
BeHu Bugeo mBop6bu no meaeBuzusma. Om HayaAomo
Ha 90-me go 2014 2. XodMaH e 6a3upaHa 8 EBpona u
Bw3npuema paHHOMOo Hem u3kycmBo u uHmepakmuBHu
OHAAUH cpegu - kypamopcka npakmuka, kosmo npo-
goikaBa u go gHec. Ao geH gHeweH XodMaH pabomu B
CALL u EBpona.

Kathy Rae Huffman (USA)

Kathy Rae Huffman is a US-American curator, writer,
producer, researcher, lecturer and expert for video
and media art. Since the early 1980s, Huffman is said
to have helped establish video and new media art,
online and interactive art, installation and performance
art in the visual arts world. She has curated for,
written about, and coordinated events for numerous
international art institutes, consulted and juried for
festivals and alternative arts organizations. Huffman
not only introduced video and digital computer art to
museum exhibitions, she also pioneered tirelessly to
bring television channels and video artists together,
in order to show video artworks on TV. From the

early 1990s until 2014, Huffman was based in Europe,
and embraced early net art and interactive online
environments, a curatorial practice that continues. Till
today, Huffman is working in the USA and in Europe.
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1 cenTEMBPU 2017, CREATIVE HALL STumn
200 oKTOMBPU - 3 HOEMEPU 2017, ZETHER

Wamupa Boroman (Pycusi)

EBa AaBugoBa (CALL)

Wga AaHuen (Bbacapus)

9Ha AumumpoBa (Bbazapus/CALL)
3a0Au Xowe (Kumati/CALL)
@uaun oBaroBcku (MakegoHus)
Kams LLlagkoBcka (Pycus/Moawa)

B4



SEPTEMBER 1, 2017, CREATIVE HALL STUuDIno
OcToeer 20 - NOUEMBER 3, 2017, ZETHER

limira Bolotyan (Russia)

Eva Davidova (USAJ

Ida Daniel (Bulgaria)

Yana Dimitrova (Bulgaria/USA)
Filip Jovanovski (Macedonia)

Katya Shadkovska (Russia/Poland)
Zaoli Zhong
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" sdmkorn, 32, Codus - Google Chrome
® aha.bg/my/message.phtmi?uid=1072307328

-~

HIeee sdmkorn » 32 roguw
Saho MpoduneT e uatput
Jakub Sikora
Erros
limira
Jordan | am interested whan opinion about LGBT-people in Bulgaria?
Hristo In Russia it is really hard to organise queer forum like in Sofia
Hukonan
sdmkorn
KanoaH [sws:
MUTEHLE I'm supriced by the way,that we have such forum here in Bulgaria
Zdravko sdmkorn
SHs.
Heemen bulgarians are still narrowminded
Miro
sdmkorn
Milen Tsarski o
Bogn but,I'm happy to see that this forum exist
Zhivko Veselinov limira
Raimon but is it safety for organisers? how do you think?
Extazy you have write that you are not an artist now
Georgi Sokolov but were you an artist?
Attainable sdmkomn
Steel heart Yes,it is.the problem is more when we have gay parades or something like that

5 limira
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1 centemepy, 19:43

1 centemepu, 19:44

1 centemepu. 19:44

1 centemepum, 19:45

1 centemepy, 19:48

1 centemepum. 19:49

1 centemspu, 19:50 v

WAMupa boAomsH

Cpeuwju no Bpeme Ha Cogus Kyuvp gopym
uHmepakmuBHo u3caegBaHe, domomanem,
mabaem ¢ uHmepHem Bpwb3ka, 2017

Cpeuwju no Bpeme Ha Cogus Kyuwp ¢opym e yacm om
uHmepkmuBHus uzcaegoBamencku npoekm Cpewju

B8 my3e4. lipoekmom BkalouBa Mwke om Codus Ha
Bwv3pacm 26-60 2. XygokHudkama ce peaucmpupa 8
calim 3a 3ano3HaHcmBa kamo aha.bg u 8 cmamyca cu
cnoMeHaBa, ye kaHu Mwke Ha Codus kyubp dopym. Mo
BpeMe Ha u3caegBaHemo xygokHuukama e 8 MockBa.
Mybaukama Moxke ga 2aega kopecnoHgeHuyusima U OH-
AalH, kakmo u ga cu kopecnoHgupa ¢ me3u Mbxke om
npoduAa Ha XygokHudkama.

lImira Bolotyan

Dating in Sofia Queer Forum
interactive research, wall-paper,
tablet with internet connection, 2017

Dating in Sofia Queer Forumis part of the interactive
research project Dating in the Museum. It involved
men from Sofia between the ages of 26 and 60. The
artist signed up for a dating site such as aha.bg and
mentioned in her status that she invites men to Sofia
Queer Forum. The artist is in Moscow during the
research. The audience can watch her correspondence
online and can also correspond with these men from
the account of the artist.

69



WAMupa boromsH

Cpewu 8 my3eq
npuHMoBe Ha cepus om 8 epaduku ,
akBapen, MoAuB, 2017

lImira Bolotyan

Dating in the Museum
prints of 8-part graphic series,
watercolor, pencil, 2017

Cpeuwju 8 my3eq e uHmepakmuBeH ucaegoBamencku
npoekm kolimo BkakouBa noBeye om 400 Mwke Ha
Bw3pacm 20-53 2. XygoxkHuukama ce pezucmpupa 8
calimoBe u ycayau 3a 3ano3HaHcmBa kamo Mamba u
Tinder u 8 cmamyca cu cnomeHaBa, Ye kaHu Mbxe 8
My3es 3a U3Aoxkba Ha cbBpemeHHomo uzkycmBo. ABa-
Hagecem MbXe ce Cb2AacaBam ga ce CpewHam C Hes.
OcemMme 2paduyHu mBopbu (nbpBoHauaaHo me ca
gBaHagecem) ca eguH Bug ncuxoaHaAUMUYHU Nopm-
pemu Ha me3u MbXke. Te HU npegcmaBsam 6uomopo-
HU cbulecmBa, npenpawauiu koM ecmemukama Ha
6omaHuyeckama ualocmpauus. 06pazume ompa3zsBam
B3auMHo 4yBcmBeHo HanpeXkeHue, XeAaHo u3kyweHue
cAaeg daupmyBaHemo OHAAUH.

Llenma Ha npoekma e ga npeHaco4u BHUMaHUEMO Ha
cBoume yyacmHuuu om XeHckomo obekmuBupaHe
koM ekcnozuuusima, ga npeoGbpHe cpewama (date) ¢

Dating in the Museum s an interactive research project
that involved more than 400 men between the ages of
20 and 53. The artist signed up for dating sites such as
Mamba and Tinder and mentioned in her status that
she invites men to the museum for an exhibition of
contemporary art. Twelve men agreed to meet with
her.

The eight graphic works (originally twelve) are a kind of
psychoanalytical portraits of those men. They present
us biomorphic creatures referred to the aesthetics

of botanical illustration. The images reflect mutual
sensual tension, desirable temptation expected after
online flirting.

The goal of the project is to switch the attention of

its participants from the female objectification to the
exposition, to turn a date with a female artist into the
meeting which provides opportunity to get in touch



xygokHuukama 8 cpewa (meeting), npegocmaBauia
Bv3amokHocmma 3a koHmakm ¢ uzkycmBomo. Mo-
MeHMbM Ha 3ano3HaBaHe ¢ uskycmBomo HanogobsBa
dAupmyBaHemo, a guckycuume omHocHO ekcno3uuus-
ma ce npeBpowam B gpamamuyHu B3aumogetcmBus.
MokaHama 3a cpeuda 8 uHcmumyuyus noHskoza 6uBa

mbAkyBaHa kamo o06uga. Taka ye Bcuuku yyacmHuuu
cmaBam yacm om egHa ocobeHa Bpb3ka, kakBamo
Hukoea He ca o4YakBaau.

Temama 3a cekcyaaHocmma u ¢ppycmpauuume u
mexHume nposBaeHus B cobBpemeHHomo obuiecmBo ce
npeBpbula B eguH om acnekmume Ha u3caegBaHemo.
B gonbAHeHUe kbM moBa, npoekmwvm ce dokycupa
Bopxy UHCMUMYUUOHaAHama kpumuka u npegonpege-

AEHUEMO poAdma Ha My3esq B kuBoma Ha xopama. Cpe-

wu 8 my3esq uscnegBa Bb3anpuemMaHemo Ha My3elHOMO
npocmpaHcmBo, HezoBama dyHkyus kamo Macmo

3a 3abaBAeHue U yceulaHemo 3a Hepa3bupaemocm y
MacoBama nybauka.

with art. The moment of acquaintance with art is

akin to flirting and discussions about the exposition
become dramatical interactions. An invitation to the
institution sometimes gets interpret like insult. So all
the participants get involved in peculiar relationship
they never expected to.

The topic of sexuality and frustrations, and their
manifestations in contemporary society becomes one
of the aspects of the research. In addition, the project
focuses on institutional critique and determination

of a museum’s role in people’s live. Dating in the
Museum examines the museum'’s space perception,
its function of entertainment place and the feeling of
incomprehensibility for mass audience.



EBa AaBugoBa

Poxgerue Ha nmuyu

6a3upaH Ha pomozpadus U Mpuu3MepeH
aHuMauuoHeH Ayyn 01.07, uBam, 38yk,
1083x1920 nukcena, BepmukaaHo

npuHm om Ayyn, 2017

3Byk: XaHc TameH

YepBeHu camoremHU 0gesiaa ce nogaBam u3Mexgy
kpakama Ha >keHa, HanoMHsUKku npomuyaHe Ha kpbB.
baBHume U gBuxkeHus, cv3gageHu Ype3 cMecBaHe Ha
Cepus om cmamudyHu kagpu, ca ocobeHu u u3kpuBe-
HU, HO N0 HeNo2pewuM HayuH noka3Bam ycuAauemo u
HanpexkeHuemo Ha paxgawama >eHa. C mpygHocmu
ce paXkga egHa mpuu3MepHa nmuua, a NOCAe gpyaa, C
naacmmaca ycykana okoAo cmomMacume UM.

B Poxgerue Ha nmuyu cmaBa gyma 3a npeHoca Ha
ecmokocm om uHguBugyarHoMOo peweHue kbM eguH
acnekm Ha cAokHa Mpexka om peweHus. Koakomo

12

Eva Davidova

Birds Birth

photo-based and 3D animation loop 01.07, color, sound,
1080x1920 pixels, vertical

loop prints, 2017

sound by Hans Tammen

A red airplane blanket emerges from between the
legs of a woman, evoking the pouring forth of blood.
Her slow movements, created by merging a sequence
of stills, are strange and distorted, but exhibit
unmistakably the effort and strain of a woman giving
birth. With difficulty, a dead 3D bird is born, and then
another, with plastic twisted through their stomachs.

Birds Birthis about the transfer of cruelty from an
individual decision to one facet in a complex network
of decisions. The more complicated the entanglement,
the more easily our personal participation in cruelty




No-ycAOkHEHO e npenAaumaHemao, moAkoBa no-AecHo e
Hawemo ydacmue B »kecmokocmma - kecmokocmma,
nposiBsaBaHa cpeuly XkuBomHu, cpewy gpyau xopa u
Bopxy Hawume nomoMuu e omxBbpAeHa. Aa npuemem,
Ye HUe He CMe Cb3gameAume Ha peaAHocmma, a npoc-
mo oHe3u, koumo XkuBesm B Hes omBaps ugeoAozuye-
cko npocmpaHcmBo 3a xaoca, kolmo npuyuHgBame Ha
npupogama u egHuU Ha gpyau.

Om HayaAnomo Ha npoekma U /106a1eH Mogyc npe3
2015 2. AaBugoBa Bce no-yecmo pabomu CbC CMecuua
om yYoBewku meAa ¢ me3u Ha kuBomHu u ¢ nogBex-
gawomo, MbeAsBo maAo Ha ,gaHHUMe". 03agayeHa om
goABOYUHamMa Ha noBmapsuiu ce YygoBuwHocmu - u
om HayuHume, no koumo me Bce noBeye ce pa3npoc-
mpaHsB8am ype3 pa3bumume Bpb3ku Mexgy cobem-
BeHume HU MEHMAAHU NO3uyuU U gelicmBumeaHu
noBegeHus - AaBugoBa ce cBovp3Ba ¢ mpuu3MepHU
XKUBOMHU U MUMOAO2UYHU 2epou, HacmosBatku ga
3agBuxku egHo geticmBue, koakomo u ga e (6e3 3Have-
Hue koako e) abcypgHo mo.

- cruelty inflicted on animals, on other people, and on

our own descendants is denied. Accepting that we are
not the makers of reality, but merely those who live

in it, makes ideological room for the chaos we wreak

upon nature and each other.

Since the start of her project Global Mode in 2015,
Davidova has increasingly worked with the mixture

of our human bodies with those of animals, and with
the deceptive, nebulous body of "data.” Baffled by

the depth of recurring monstrosities - and the ways
in which they are further propagated by the broken
links between our mental positions and our actual
behaviors - Davidova is making bonds with 3D animals
and mythological characters, pushing to set in motion
an action, however (no matter how) absurd.
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Nga AaHuen

[TumeeH ceke
UHCManauus, neHoBe, Yawiu, ymunka, Boga,
u3pesku mekem, 2017

AnekcaHgpa KoaoHmat yecmo ce cBbp3Ba ¢ meopus-
ma 3a cekca kamo Yawa Boga. icmuHama e, Ye He mg
e aBmop Ha ma3u meopus, HO MU ce cmpyBa uHMepec-
HO ga ce noznegHe koM moBa pagukanHo npegaoxke-
HUe 0m gHewHa 2AegHa mouyka. BugMoXkHO AU € egHa
Memadopa ga pazknamu BmBbpgeHume napamMempu
Ha coyuaAaHomo noBegeHue Ha nona? KakvB kecmem”
we ugmeaaume u koako Boga wie ugnueme, numam ce.
- Miga AaHuen

7

Ida Daniel

Drinkable Sex
installation, logs, glasses, bottle, water,
text pieces, 2017

Alexandra Kollontai is often linked to the “glass of
water" theory of sexuality. It is a fact that she is not
the one who authored the theory, but anyway | find it
interesting to take a look at this radical proposal from
today's perspective. Is it possible that a metaphor can
shake the hard-set parameters of the social behavior
of gender? What "fortune” will you draw and how much
water will you drink, is what | am asking myself. -

|da Daniel






flna AumumpoBa

Ocem nbmu Ha geH gupXu gokmaopa gared om MeH
npuHmMoBe Ha MacAo BbpXy gbpBo,
8 yacmu 12.7x12.7 cm., 2017

Ta3u paboma e 3aemMka om egHa uHmMepnpemayus Ha
wupoko nonyadpusupaHus komesHmap Ha KoaoHmad, ye
ga npaBuw cekc mpsa6Ba ga ce mpemupa kamo Hewo
moAkoBa HopMaAHo, koakomo ga u3nuew Yyawa Boga.
C yyBcmBo 3a xymop U npsko u3paxeHue Ha Maj3u UH-
mepnpemauus a3 NogMeHux cekcyaaHus akm ¢ yawu
Boga, untocmpupaliku yecmo noA3BaHOMO pa3bupaHe,
Ye 3a ga cu B8 gobpo 3gpaBe mpsabBa ga nuew no ocem
Yauiu Boga Ha geH. lMpoekmwvm ce cbcmou om 0ceM
kapmuHu Ha Yawa Boga, HapucyBaHu npe3 pa3AuYHU
Yyacmu Ha geHs, npe3 koumo YoBek nomeHuuaAHo bu
M02bA ga npaBu ceke. To3u npocm Xecm cAuBa cuBe-
ma 3a gobpo 3gpaBe ¢ mo3u Ha KoroHmal.

6

Yana Dimitrova

Eight Times a Day Keeps the Doctor Away
prints of oil on wood,
8 pieces 12.7x12.7 cm., 2017

This work borrows from an interpretation of Kollontai's
widely popularized comment that having sex must be
looked at as something as normal as having a water
and food. With a sense of humor and a direct depiction
of that interpretation, | replaced the act of having sex
with glasses of water, illustrating the commonly used
understanding that you need to drink 8 glasses a day in
order to be healthy. The project consists of 8 paintings
of a glass of water, painted at different times of the
day when one might potentially have sex. This simple
gesture merges the health advice with Kollontai's.
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®uaun oBaHoBcku

PabomHuyecka cBo6oga (yacm om Hamkopmopm:
Konekyust om Pabomuuyeckama kaaca omuBa 8 pas)
Bugeo, 610, 2011-2016

Filip Jovanovski

Workers' Freedom (from Still Life: A Collection from
The Working Class Goes to Heaven)
video, 610, 2011-2016

ToBa e Bugeo om no-2oA9Ma paboma Ha ume Ha-
mikopmopm: Korekyug om PabomHuyeckama kaaca
omuBa 8 pag. Npoekmbm e Marbk apxuB om Hakoako
npoekma, nocmaBsauu nog Bvnpoc 2paxkgaHckomo
HenogyuHeHue kamo Manka uHMUMHOCM Ha HoBama
peBonlouus/npomaHa, koamo no-konkpemHo u3BukBa
MecmHuUs U 2A06aneH noaumuyecku koHmekemu, oco-
BeHo C 02Aeg Ha 3HaYyuMume Cbbumus npe3 NOCAegHU-
me gBe 20guHu B MakegoHus.

8

This is a video from a larger project called St/ Life:

A Collection from The Working Class Goes to Heaven.
The project is a small archive of several projects
questioning the context of civil disobedience as a small
intimacy of the new revolution/change which calls in
particular local and global political context, especially
with prominent events in the last 2 years in Macedonia.
Still Life: A Collection of The Working Class Goes to
Heaven, as a counterpoint to the Marxist thesis of
social freedom and equality, "uses” the myth of the




Hamlopmopm: Konekyus om PabomHudeckama kaaca
omuBa 8 pag - kamo koHmpanyHkm Ha Mapkcucmk
ama me3a 3a couuaAHama cBoboga u paBeHcmBo -
,u3noA3Ba’ Muma 3a HenocmukumMomo ycaoBue Ha pas
cpewly koHcmpyupaHume/GopMupaHu MUMOAC2UU Ha
HaUUOHAAHUME UcCMOopus U UgeHMUYHOCM, 3a ga nog-
yepmae BakkHocmma Ha MamepuaAHama cBoboga Ha
UHguBuga kamo ueHmpaHus exeMeHmM 0koAo kolimo
ga ce hopMupam HeeoBume npaBa u cBobogu.

CoC cuzypHocm U e AecHO Ha AvpxkaBama, kosmo
BcekugHeBHo ,npou3Bexga” MumoBe, ga uznpawa
pabomHuuume B Pas. Aaau moBa e no gozoBop ¢ msx?
06euwlanu Au ca 20? Aaau ugeume uM 3aBucam camo
om msxHama ¢uHaHcoBa cumyauus? TpsbBa Au ga
NpeMuHam npe3 3eMHuUs ag, 3a ga ,omugam’ B pag?

Mau, 06pamHo, duHaHcoBama um cumyauus 3aBucu om
ugeume Ha gpyaume, koumo ce Hyxgasm om 3aAexu
nog dopMama Ha xuasgume kuBomu Ha me3u pabom-
HUUU?

Wgeume/mMeumume ca kpatiHomo noaumudecko
gelicmBue, me NoHEe M02am ga Cu Meymasim 3a Hewa,
3abpaHeHu 3a npaBeHe no Bpeme Ha paboma; Cow,omo
npaBsm B MmomeHma u me3u B 2ocnogcmBaula no3uuus Ha
Baacm. Beeku e pabomHuk, Bceku uma cBoume ugeul!!

Hakoza bpexm numaule: ,Kak Mucaume, kak uzeaexga
pasm? Aaau e cBobogeH om MamepuaAHU 02paHUYeHUS?".
Bpexm omeoBapst: ,He 3HaM, numalme pabomHuuumel”.

Mpoekmbm e dpazMeHm/yacm om namemma, kosmo
npegaaza Bvb3amMoxkHocmma 3a 308, 3a npe-uzpaBaHe Ha
ucmopusima, ga ce uMumupa u ga ce npu3oBe cumBona
Ha peBoaloyusma ype3 npuMumuBHUME HU cpegcmBa
u maka ga ce Bb36ygu nopuBa u Hygama cBobogama
ga bvge ucmuHcku xuBsaHa; BbamoxkHocm ga ocBobo-
gum cebe cu cbulo maka BB popmama u koHmekema,
0m CMUCbAa Ha koHmekecma, u ga cv3gageM Hawu
cobcmBeHU UHCMPYMEHMU NpU u32paXkgaHemo Ha
AUYHA UgeHmMuYHocm U ga 308em koM konekmuBHO
getcmBue u conpomuBa.

He 39nal pomaHmuyHo!!l

unattainable condition of paradise versus constructed/
designed mythologies of national history and identity, in
order to emphasize the importance of the individual's
material freedom as the central element around which
to form his rights and freedoms.

Sure, it is easy for State that “produces” daily myths

to send workers in Heaven. Is it a contract with them?
They promised that? Do their ideas depend only on
their financial situation? Do they have to endure hell on
earth to “go" to heaven?

Or, conversely, their financial situation depends on the
ideas of others who need funds in the shape of the
thousands of lives of these workers?

Ideas/dreams are the ultimate political act, at least
they can dream of things that are forbidden to do
while at work; the same are doing those who are in a
dominant position of power in the moment. Everyone is
waorker, everyone has their own ideas!!!

Brecht once asked, “What do you think, how the heaven
looks like? Is it free from material constraints?” Brecht
replied, l do not know, ask the workers!"

The project is a fragment/part of the memory which
offers possibility for evocation, to re-play the history,
to imitate and call on the symbol of the revolution with
our primitive means and by that to arouse the urge
and need to truly live the freedom; a possibility to set
ourselves free in the form and context as well, from
the meaning of the context, and to create our own
tools in constructing personal identity and to call for
collective action and resistance.

Do not stare romantically!ll
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Kamg LLlagkoBcka

EAyuHoBume 6puzagu Ha cmbpmma /

CBoboga unu ckyka

kocomempaxeH duam (Moawa/Pycus), 11.53, 2014-2017
pexucbopka: Kams LllagkoBcka

onepamopu: Neomp Yogypa, Kacua Mameg,

Kams LLJagkoBcka

U3NbAHUMEAHa npogyueHmka: Mapus bkocmBcka

EauuHoBume Gpuzagu Ha cMbpmma (EBC) ca cybkya-
mypHu (ckutxeg) HapogHuuu nosBuAu ce npe3 2014 2. 8
Cankm Memepbype, Pycus, npegcmaBauiu ce 3a ono3u-
yus Ha Besko cramykBo - noaumuyecko, cybkymyApHo,
MEHMaAHO. I3HayaAHOMO UM NOCAAHUE € ga Ce Npo-
muBonocmaBam Ha neBuyapckume u gecHuyapckume
pycku akmuBucmku gBuxkeHus, mwul kamo noBeyemo
yaeHoBe Ha EBC ca/ca BuAau cBbp3aHu omBAU30 U C
gBeme u ca cmueHaAu go 3akaloueHuemo, ye ugeume
Ha me3u gBukeHus He ca B CUHXPOH CbC CbBpeMeH-
Hama noaumuyecka cumyauus. Emo 3awo AeBudapu-
me MucAam, Yye YyaeHoBeme Ha EBC ca gecHuvapu, u
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Katya Shadkovska

Yeltsin Death Brigades /

Freedom or Boredom

short film (Poland/Russia), 11.53, 2014-2017
director: Katya Shadkovska

camera: Piotr Chodura, Kasia Matgja,
Katya Shadkovska

executive producer: Maria Brzostowska

Yeltsin Death Brigades (YDB) are the subcultural
(skinhead) grassroots that appeared in 2014 in St.
Petersburg, Russia, claiming itself the opposition to
every status quo - political, subcultural, mental. Their
original message is to oppose themselves to the left-
wing and the right-wing Russian activist movements
as most of the members of YDB are/were closely
connected with both and came to the conclusion the
ideas of these movements are not in tune with the
contemporary political situation. That is why the leftists
think the YDB members are the right-wing, and vice
versa - thus the YDB liberated themselves out of "the



0bpamHomo - N0 mo3u Ha4yuH EBC ce ocBobokgaBam
om ,apxauyHume cmepeomunu’ Ha AeBuyapckomo/
gecHuYapckomo No3uyUOHUPaHe.

EBC Hamam HukakBo koHcmpykmuBHo npegaoxkeHue 3a
obwecmBomo. Te cu npucBosBam ,aHapxucmkomo u
Xa0MUYHO" nueHe U gpycaHe, kamo maka kpumukyBam
aHapxucmkomo u cmpetim egx/Bezarcko gBukeHue;
npucBosBam cu ,ckunxeg shemale Patxa”, kamo maka
kpumukyBam gecHuvapckume xoModo6HU ckuHxegoBe;
npucBosBam cu ,momaAHOMO YHUWOXeHUe Ha Bcuy-
ko", kamo ka3Bam ye egBa wom Bcuuko gocmuzHe go
cBos kpal we e Bb3MOXHO ga u3epaguM Hewo HoBo.
EBC ce obpbuwlam koM BpemeHama Ha EAuuH moll kamo
mozaBa, B nocmcwBemckomo npocmpaHecmBo, e uMano
MeHmaneH Bakyym MexXgy coBemckama MeHmaAHocm
U MEHMaAHocmma Ha nokobABawus kanumaausoM.
Xopama npemuHaBaxa npe3 MacoBu MEHMAAHU U cuc-
meMHU mpaHchopMayuu kb koumo B gHewHa Pycus
uMa 20A9M konHex.

Kamo Bb3guzam EAUUH go mexHust ,Augep 3azybeHsk”
eAyuHUCMUMe nocmaBsam nog Benpoc ugesma 3a cBo-
60ga, kakmo u npuHyunume Ha Baacmma u gopkaBama.
Kamo u3noazBam ecmemukama Ha NAWA, yaeHoBeme
Ha EBC cu nponpaBam nom 8 cBemoBHama noaumuka
kamo mpoaBam ugessima 3a MexkgyHapogeH mepopu3bM.
HaUl-cBolcmBeHnama AuHus 3a EBC e cuaHomo aHmu-
NampuoMUYHO NO3ULUOHUPaHe, Mbl kamo yampa-
gecHuyepckama HayuoHaaucmuyecka pemopuka cma-
Ba Bce noBeye u noBeye nonyaspHa u3 ueAust cBam.
EBC ce nosBuxa npe3 kyaMuHauusma Ha BolHama B8
YkpatHa, kozamo MH020 pycHayu 3anoyHaxa ga ce
yyBcmBam omzoBopHU 3a peweHusima Ha MAXHoMOo
npaBumeacmBo. MponazaHgama ce dokycupa Bbpxy
moBa, kak ga ce pa3geaam obwecmBama, maka ye
dopMambm Ha u3BpameHama noguepabka bu caegBa-
AO ga e eguH Bug 3aullmeH MexaHu3oM, kolimo uzpae
koHcmpykmuBHama poAs, noMazawa Ha eAuuHUCMuUMe
u B8 YkpalHa, u 8 Pycus ga u3beaHam bapuepama Ha
cpaMma U 2HeBa.

EBC e obpa3yBaHuemo, koemo banaHcupa Mexgy no-
guepaBka u kpumuka, Mmexgy nogxoga Ha ,,Aowus Bkyc"
U ucmuHckama Aunca Ha eMnamusi; MexXHUSM HayuH

Ha MUCAEHE He e HapoyeH, a e No-ckopo Hecb3HaBaH

u komnyacuBeH. Te He ce uHmepecyBam om HukakBa
xygokecmBeHa geliHocm.

archaic stereotypes” of the left/right-wing statement.
The YDB do not have any constructive proposal for the
society. They claim the "anarchy and chaos" drinking
and taking drugs, thus criticizing the anarchist and
straight edge/vegan movement; they claim the
“skinhead shemale Reich," thus criticizing the right-
wing homophobic skinheads; they claim the “total
destruction of all" saying that only when everything
comes to an end we could possibly built up something
new.

YDB turns to the times of Yeltsin because back then in
the post-Soviet space there was this mental vacuum
between the Soviet mentality and the mentality of the
fledgling capitalism. People were going through the
massive mental and system transformations, which
was productive for anything new and it also gave the
feeling of freedom, for which there is a great longing in
today's Russia.

Making Yeltsin their “looser leader," the yeltsinists
question the idea of freedom, as well as the principles
of power and state.

By using the esthetics of ISIS, the YDB members break
through to the world politics, trolling the idea of the
international terrorism.

The most characteristic line of YDB is the strong
anti-patriotic statement because the ultra-right-wing
nationalistic rhetoric is becoming more and more
popular all over the world.

YDB appeared on the peak of the war in Ukraine when
lots of Russian people started feeling responsible for
the decisions of their government. The propaganda is
focused on how to divide the societies, so the format
of the perverse mockery might be a kind of defense
mechanism, playing the constructive role helping the
yeltsinists in both Ukraine and Russia to avoid the
barrier of shame and anger.

YDB is the formation balancing between mockery and
criticism, “the bad taste" approach and the real lack
of empathy; their way of thinking is not deliberate but
rather subconscious and compulsive. They are not
interested in any artistic activity.










3aonu XoHe

Hue BvpBum no covwyusg Beauk nem
Bugeo, 12.07, 2016

ToBa e kpamko Bugeo, cpaBHaBawio xuBoma Ha gBe
nokoneHust 8 Kumal. To ce ocHoBaBa Ha gHeBHuka Ha
Mosi g9go B onpegeneH noaumuyecku koHmekem om
60-me 20guHu Ha 20 Bek u Ha Mos Xku3HeH onum npe3
21 Bek. AHeakupax ce ¢ Bonpocu 3a moBa, kak uHguBu-
gume 6uBam GopMupaHu om coyuaAHume uM 0bkpo-
XeHus, kak ucmopuyeckume cuau BvanpenamemBam
XuBoma Ha xopama, kak knacama, 6oezamcmBomo u
noAa cnomazam 3a moBa, kuBomvm Ha xopama ga
6bge NpegonpegeneH.

Zaoli Zhong

We Are Walking on the Same Great Road
video, 12.07, 2016

This is a short video that compared the lives of two
generations in China. It is based on my grandfather's
diary in a particular political context in 1960s and my
experience of living in 21st century. | was engaged by
the questions of how individuals are shaped by their
sacial environments, how histaorical forces impinge on
people’s lives, how class, wealth, and gender help to
determine people’s fates.
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Ang)kena beanop

AHgkena Beanop (1971, KauliBabHg, CALLL) e xygoxkrudka u cueHa-
pucmka, pabomeuwa 2rnaBHo B chepume Ha pomozpadugma u
Bugeomo okkoao Bbnpocu Ha naMemma, ucmopusima u Coyuono-
Aumuyeckama npomsHa. Mpe3 2015 2. beanop e cmuneHguaHmka
Ha BRIC Media Arts. Kamo noAyyamenka Ha 2paHm 3a MOBUAHOCM
Ha MoHgauus AkepoM” (2013) ma nomyBa go AumBa, beaapyc u
Pycus 3a npoekma cu Po308u /leHuHoBYu. 3aegHO C U3gamea-
cmBo Eauzabem npe3 2017 2. beaaop noAyyaBa epaima 2017 NYSCA
DEC Community Arts (Tpod, Hlo Mopk). Buaa e 8 pegugermckume
npozpamu CCI Fabrika, MockBa; Vermont Studio Center; Habitable
Spaces (Kunac6bpu, Tekcac) u Flux Factory (Hio Vlopk). Pabomama
U e npegcmaBaHa 8 My3el 3a cuBpemeHHo u3kycmBo (KauliBAbHg,
Oxalio, 2017); Franklin Street Works (Cmamdbpg, KoHekmukom,
2017): Smack Mellon (2016); SPACES (2016); Here Art Space, Hlo opk
(2014); kakmo u, Bb8 Bpw3zka ¢ pabomama Ha LLlapvH Xelic, 8 My3eq
3a amepukancko ugkycmBo YumHu* (2012). Uma 6akanaBopcka
cmeneH no Gpomounlocmpauus/kypHasucmuka om AvbpkaBHus
yHuBepcumem Ha KeHm, Mazucmpamypa no u3guiHu uzkycmBa om
Koaexa bapg, a 8 MomeHma e u3caegoBamenka-cmuneHguaHmka
no npozpamama HASS B MoaumexHuyecku uHcmumym ,PaHceAeop”.

Angela Beallor

Angela Beallor (Cleveland, USA, 1979) is an artist and writer working
primarily in photography and video around questions of memory,
history, and sociopolitical change. Beallor was a 2015 BRIC Media
Arts Fellow. As a recipient of a Jerome Foundation Travel Grant
(2013), she traveled to Lithuania, Belarus, and Russia for her project
Pink Lenins. Beallor (with Elizabeth Press) was awarded a 2017
NYSCA DEC Community Arts Grant (Troy, New York). She has been
in residence at the CCI Fabrika, Moscow; Vermont Studio Center;
Habitable Spaces (Kingsbury, Texas), and was once a resident-
artist at Flux Factory (New York). Her work has been presented at
The Museum of Contemporary Art (Cleveland, Ohio) (2017); Franklin
Street Works (Stamford, Connecticut, 2017): Smack Mellon (2016);
SPACES (2016); Here Art Space (New York, 2014); and, in conjunction
with Sharon Hayes, in the Whitney Museum of American Art

(2012). She holds a BS in Photo-illustration/Journalism from Kent
State University, an MFA from Bard College-ICP. and is currently a
HASS research fellow and PhD student at Rensselaer Polytechnic
Institute.
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D) 3oku beube

Kol ka3Ba, ue Hali-HoBume meHgeHuuu B8 mexHo My3ukama BuHa-
2u mps6B8a ga ugBam om bepAauH u AoHgoH? Om pogHUs cu 2pag
Ckonue B MakegoHus DJ 3oku beli6e nycka om oH3u Bug My3uka,
kosamo we Bu Hakapa ga maHuyBame go gecem cympuHma. 3oku
e ucmuHcku nuoHep Ha 6ankaHckama kaybHa kyamypa - ¢ noBeye
om gBagecem 20guHu MexgyHapogeH onum u3 CaoBeHus, AnbaHus,
XOAQHgU$ U M.H., U 25 20guHU onum B npoMomupaHe Ha eAekmpoH-
Ha My3uka ype3 cBoume paguo u meaeBu3UOHHU npegaBaHus.

D) Zoki Bejbe

Who says that the newest trends in techno music always have
to come from Berlin and London? From his hometown of Skopje,
Macedonia, DJ Zoki Bejbe spins the kind of music that makes you
dance till 10 in the morning. Zoki is a real pioneer of the Balkan
club culture - with more than 20 years of DJing internationally

in Slovenia, Croatia, Albania, Netherlands, etc., and 25 years of
promoting electronic music on his radio and tv shows.

Wamupa boromsiH

Namupa BoromsH e xygoxkHuuka, kypamopka, gokmopka no ¢u-
AOAO2US U CbocHOBamenka Ha noggbpXkaHomo om XygoXXHUYU
MockoBcko npocmpaHecmBo , Lienmbp KpacHbl'. PogeHa e 8
YyBawus, Pycus, kuBee u pabomu B MockBa. Kamo xygoxkHuuka e
yyacmBaaa B MHO206poUHU U3A0XEU B Pycust u yykbuHa, Bkaloyu-
meAHo @emurucmku moruB (MockBa, 2013), Aa HapucyBaw npoye-
ca (MockBa, 2014), fepours Ha Hawemo Bpeme (Fanepus 69", OcAo,
2014), Heymupauwjuam mpyn (,Bun3aBog’, MockBa, 2014), @ymypuc-
muyHa mMumukpus (My3el MaskoBcku’, MockBa, 2015), Huwyo Hama
0a NopacHe 3aegHo 3aomo HuULo He e 3aegHo (BoeHomopcka
6a3a ,0naBcBepH”, Tpomco, 2015), M3mok. AekoHcmpykyus, 6-mo
MockoBcko 6ueHane Ha cbBpeMeHHOMO u3kycmBo, cneyuaeH npo-
ekm (MockBa, 2015), u m.H. MbpBama U camocmosmeAHa u3aokoa
Cpewu B My3es e B 2anepus ,Dpazmesm” npe3 2017 2. Cpeg nbpBu-
me U kypamopcku npoekmu ca O6ukHoBeru mvyeHuyu (,LleHmop
KpacHwll’, MockBa, 2015), To (,LleHmbp KpacHbl', MockBa, 2015), #
kamo 13kycmBo u @ kamo @eMurU3bM: HacMosw peyHuk (pa3-
AUYHU Aokauuu, MockBa, 2015), HoBa begHocm (3aegHo ¢ MapuaHa
KapuweBa, ,Llembp KpacHbvl', MockBa, 2016), flcuxo (,Dabpuka’,
Mock8a, 2016), u m.H. Buaa e yacm om kypamopckust ekun Ha Tpue-
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HaAe Ha pyckomo cbBpemeHHo uzkycmBo ,fapax”. llpoekmume Ha
Boroman Xercku yukerg (LleHmup 3a cbBpemerHa kyamypa ,Cme-
Ha" Ka3aH, 2016) u Xexcku yukerg: 1 kamo M3kycmBo u @ kamo
@emuru3bM (HauuoHaAeH UeHMBP 3a cbBpemerHU u3kycmBa,
Ekamepu6ype, 2016) ca nognomMozHamu om Qoxgauus ,Po3a
Nlokcembype". Pabomu 8 omgea ,ApxuBu’ Ha My3el 3a CbBpeMeHHO
uskycmBo ,Fapax"' om 2016.

limira Bolotyan

lImira Bolotyan is artist, curator, holds PhD in Philology, and is
co-founder of Moscow artist-run space Center Krasny. Born in
Chuvashia, Russia, she lives and works in Moscow. As an artist, she
has participated in numerous exhibitions in Russia and abroad,
including Feminist Pencil (Moscow, 2013), Drawing the Trial (Moscow,
2014), Heroine of Our Time (Gallery 69, Oslo, 2014), The Undying
Corpse (Vinzavod, Moscow, 2014), Futuristic Mimicry (Mayakovski
Museum, Moscow, 2015), Nothing will Grow Together Because
Nothing Belongs Together (Olavsvern Naval Base, Tromso, 2015),
East. Deconstruction, 6th Moscow Biennale of Contemporary Art,
special project (Moscow, 2015), etc. Her first personal exhibition
Dating in the Museum was held in Fragment Gallery in 2017. Her
curatorial projects include Ordinary Martyrs (Center Krasny,
Moscow, 2015), Body (Center Krasny, Moscow, 2015), 4 /s for Art
and F Is for Feminism: A Current Dictionary (various venues,
Moscow, 2015), New Poverty together with Maryanna Karysheva,
Center Krasny, Moscow, 2016), Psycho (Fabrika, Moscow, 2016),

etc. She was part of a curatorial team of Garage Triennal of
Russian Contemporary Art. Bolotyan's projects Femme Weekend
(Smena Center of Contemporary Culture, Kazan, 2016) and Femme
Weekend. A Is for Art and F Is for Feminism (National Center

for Contemporary Arts, Yekaterinburg, 2016) were supported by
the Rosa Luxemburg Foundation. She has worked in the Archive
Department at Garage Museum of Contemporary Art since 2016.

Wga AaHuen

Wga AaHuen (Codus/TuticeH) pabomu 8 o6racmma Ha cbBpemeH-
Hust nbpdopmaHc. OcHoBamenka Ha CgpyXeHue 3a CbBpeMeHHO
uskycmBo 8 ycaoBus Ha Bucoko HanpexeHue ,HelHo BeauyecmBo
Tengxkepama nog Hansieane” (2011) u ACT - Acouuayus 3a CBobogeH
Teambp (2008).
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Ida Daniel

Ida Daniel (Sofia/Giessen) works in the area of contemporary
performance. She is the founder of Her Majesty the Steam Pot
Association for Contemporary Art under High Pressure (2011) and
ACT - Association for Free Theater (2008).

Xunga AaHuen

Xuaga AaHuen e MyamumeguliHa xygoxkHuuka, 6a3upaHa 8 Hlo

Mopk Cumu (om Cunzanyp u Aoc AHgkeauc npe3 UHgust u Vpak).
Pabomama U e buaa noka3BaHa B8 2anepuu u decmuBanu 8 Hio
opk, AoHgoH, Bepau, OcAo, AbBAUH U gpyau 2pagoBe B EBpana,
BeaukobpumaHus, CALL, KaHaga, Mekcuko u CeBepHa Adpuka,

8 moBa yucao u kypuparus om My3es 3a MogepHo uskycmBo
calim SoundCloud 3a ugaokbama Bopxy 433 Ha AkoH Keligk; B
Anthology Film Archives, Hio lopk Cumu; Ocao CkpuliH DecmuBan;
kamo ¢uHarucmka 8 SXSWelick; 8 kypupaHume 38ykoBu cbbumus
Kinokophone Ha bpumaHckama 6ubauomeka, 8 buabuomekama
3a u3nbAHUMeAcku uzkycmeBa ,LieHmop AuHKbAH', U Ha gpyau
Mecma; B TpaBma, ugermuyrHocm u 36ykoBo u3kycmBo Ha Sound
Collective; #3mwHyer mpyn (CD u u3nokea) 8 ,CayHgdpuopg”, AoH-
goH; 8 International Streaming Festival, Xa2a; 8 npegaBaHus Ha Zero
Hour Radioactive, HoBa 3enaHgus u kabeaHu meaeBusuu 8 bodano,
BpykauH U MaHxambH; 6uAa e peueH3upaHa 8 The New York Times,
Performance Art Journal, New Art Examiner u gpyau nybaukayuu.

Hilda Danie

Hilda Daniel is a multi-media artist based in New York City (from
Singapore and Los Angeles, via India and Irag). Her work has been
exhibited in galleries and festivals in New York, London, Berlin,
Oslo, Dublin and other cities in Europe, UK, US, Canada, Mexico,

and North Africa, including the Museum of Modern Art's curated
SoundCloud site for its exhibition on John Cage's 433 at Anthology
Film Archives, NYC; Oslo Screen Festival; as a

finalist in SXSWelick; in curated Kinokophone sound events at The
British Library, Lincoln Center Library for Performing Arts and
elsewhere; in Sound Collective's Trauma, Identity and Sonic Art;
Exquistite Corpse (CD and exhibition) at Soundfjord, London; in

the International Streaming Festival, The Hague; in broadcasts on
Zero Hour Radioactive, New Zealand and cable television in Buffalg,
Brooklyn and Manhattan; and reviewed in 7he New York Times,
Performance Art Journal, New Art Examiner and other publications.
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flna AumumpoBa

dHa AumumpoBa e 6a3upaHa B8 bpykauH xygokHuuka u pabomu 8
obracmume Ha >kuBonucma, 6pogupaHemo U NbpdOpMbHCa. Y4uAa
e B boaeapus u CALLL. 9Ha noAyyaBa Mazucmbpcka cmeneH no
XuBonuc u paboma ¢ xapmust om Koaexa no uzkycmBa u guzalH
,CaBaHa" npe3 2009 2. Mpakmukama U noBgueza Bvbnpocu 0cHOBHO
okoAo noHsmus 3a mpyga 8b8 Bpb3ka ¢ koHuenmyaaHu U u3u-
yecku npegcmaBu 3a npocmpaHcmBomo. MoHacmosaweM AHa e
nekmopka 8 Parsons New School for Design u 8 New School for
Public Engagement 8 Hio lopk Cumu.

Yana Dimitrova

Yana Dimitrova is a Brooklyn-based artist, working in painting,
embroidery, and performance. Formally trained in both Bulgaria
and the US. Yana received her MFA in Painting and Printmaking at
the Savannah College of Art and Design in 2009. Her practice raises
questions focused primarily on concepts of labor in relationship

to conceptual and physical notions of space. Yana is currently a
lecturer at Parsons New School for Design and the New School for
Public Engagement in New York City.

EBa AaBugoBa

EBa AaBugoBa e ucnaHcka/6bazapcka MyaAmugucyunAUHapHa
xygokHuuka, 6aupaHa B Hlo Mopk. Pabomama U e 6uaa noka3Bana
B My3est , bporke’ 8 Hio Mopk; My3es ,EBopcbH” B Cupakysa; My3es
Ar6bpm Hoke" B Bodano; MACBA, bapceaoHa; CAAC, CeBuns; UH-
cmumym ,,CepBanmec’, Codus:; Circulo de Bellas Artes 8 Magpug.
Cpeg Hazpagume U ca MexgyHapogHama Haz2paga 3a gueumaAHo
uskycmBo BANCAJA; Hazpaga Ha M-tel 3a cbBpemeHHo boAa2apcko
uskycmBo; nouemHama cmuneHgus ,Akepacu'. llocaegHume U
CaMOCMOSMEAHU UHCMUMYUUOHAAHU u3Aok6bu ca B LieHmuop 3a
cbBpemeHHu uszkycmBa ,Aa PegkeHma" 8 Tenepude u lpagcku
Bugeo npoekm B My3ell , EBbpcbH’, Cupakysa, Hlo Mopk. Cpeg
ckopowHume U npoekmu ca Poxgexue Ha nmuyu BoB dpecmuBana
ASU Emerge u BbB pecmuBana PhotoEspana 8 Magpug; /epuuje 3a
gaBewu ce XuBomnu 3a Taromo nobexgaba, c6emiurHa eoguHa
13 TpaHcpep u u34ye38aHe B Meguen ueHmup Ha IFP; da HaxpaHuuw
Anuca B Xonozpadekus ueHmuop B LIC u Happenland 8 2anepus
,Paguamop" 8 Hio lopk, kypupaH 3eegHo ¢ AamygeHa baesa.
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Eva Davidova

Eva Davidova is a Spanish/Bulgarian multidisciplinary artist based
in New York. Her work has been shown at the Bronx Museum in
New York; the Everson Museum in Syracuse; Albright Knox Museum
in Buffalo; MACBA, Barcelona; CAAC Sevilla; Instituto Cervantes,
Sofia; and Circulo de Bellas Artes in Madrid. She is recipient of the
BANCAJA International Award for Digital Art; the M-tel Award for
Contemporary Bulgarian Art; and the Djerassi Honorary Fellowship.
Her recent institutional solo exhibitions were at The Contemporary
Arts Center La Regenta in Tenerife and the Urban Video Project at
The Everson Museum, Syracuse, New York.

Recent projects include Birds Birth at the ASU Emerge Festival

and at the PhotoEspana Festival in Madrid: Playground for
Drowning Animals for The Body Prevails, Light Year 13 Transfer and
Disappearance at the Media Center by IFP; Feeding Alice at the
Holographic Center in LIC and Happenland at Radiator Gallery in
New York, curated alongside Aimudena Baeza.

D) NBana Apacwuy

VBaHa Apazwiuy (Ckonue) e D) Ha HoBomo xuasgoremue ¢ Beudku
cBolicmBa Ha cBoemo nokoaeHue. Ta 3an04Ba kaybHUS CU HAYUH Ha
kuBom kamo mulHelgkopka u3 knyboBeme Ha Ckonug, a no-kbcHo ce
mecmu B Hio Mopk Cumu, nonuBatiku bHgbpepayHg Bubpauuume kak-
Mo Ha Aekomama, maka u Ha mexkkust 6azax Ha kaybHama mpaguuust.
Caeg 3aBpbuiaHemo cu om CALLL 3ano4Ba ga nycka 8 ombpaHu u MaAku
bHgbpepayHg nposiBu u ce dokycupa Bbpxy ocHOBHama U npodecus
(couuanHu u3caegBaHus) u akmuBu3ma kamo couHocMHa HeoBXxogu-
Mocm 3a cBobogHomo cu u3pa3sBaHe u mBopyecmBo. 13cregoBa-
meAckama U paboma e Heomgeauma u om My3ukama, a kamo geme Ha
paguo ,KaHan 103" ms cbBcem ecnecmBeHo omkpuBa cBoemo Macmo
maM, kamo 3ano4Ba ga npegcmaBs My3uka Ha pbba Ha MelHcmpuliMa
u aBaHeapga. Ts Bogu 2ocmume cu u3, U uM pa3ka3Ba 3a, ocnopBaHu
npobAemu gokamo Hu pa3xokga u3 cBoume ayguo ekcnepuMeHmu u
My3ukaAHU npegnoyumatus 8 paguo npegaBaxemo cu ,,AVCKOPANS'.
Mpe3 20guHumMe 1BaHa mopcu u omkpuBa No HenpemMeHUU03eH HauuH
cBoemo MacmMOo, 3a ga He U ce Hanaza ga npaBu komMnpomucu ¢ u3bopa
Ha My3uka. Taka HeliHume cemoBe ca cbcmaBeHu om Hal-HoBume u
gobpu u3gaHus om cmuaoBeme eaekmpo, mek u xayc, 4ecmo cmecBa-
HU € pegku U HeonpegeAuMu XkaHpoBe enekmpoHHa My3ukaAHa npo-
gykuus.. iBaHa 3aema cneuuanHo MACMO Ha cugHama u cpeg cBoume
koaeau u omBopu Nbms 3a gpyau MAagu MoMuYema ga ce dyyBcmBam
ygo6Ho B8 poasma Ha DJ 8 Ckonue. (Tekem: D) 3oku belibe)
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D) lvana Dragshich

Ivana Dragshich (Skopje) is a new millennium D) with all the attributes
of her generation. She started her clubbing lifestyle as a teenage girl

in the clubs of Skopje, and later moved to New York City, absorbing

the underground vibe of both freshness and a heavy baggage of the
clubbing tradition. After coming back from the USA she started playing
a selection of small scale underground gigs and focused on her primary
profession (social research) and activism as an essential need for free
breathing and creating. Her research work is undeniable when it comes
to music too, and as a child of Kanal 103, it was only natural that she
found her place in this radio, where she began to present music on

the edge of the mainstream and avantgarde. She guides us and talks
to guests about contested issues, while driving us through her audio
experiments and music preferences in her radio show DISKORDIA. Ivana
sought and found her place in the clubs unpretentiously through the
years, so that she can be free from compromise when selecting music.
Thus, her D) sets are comprised of the latest best electro, tech and
house tracks, often mixed with rare or undefined genre of electronic
music production. lvana holds a special place on the scene and among
her colleagues and she paved the way to other younger girls to feel
comfortable in the role of a D} in Skopje. (Text by DJ Zoki Bejbe)

3aonu Xou2

3a0nu XoHe (Kumatl) e Bugeo xygoxkHuyka, xopeozpadka u maH-
uoopka. BspBa, ue cowecmByBa egHa ucmuHcka 30Ha, kosmo He
no3HaBa 2paHuuu MexXgy 3aHasma, uzkycmBomo u Haykama. 3aoAu
e 3aBopwuna Mazucmpamypu no Bugeo uzkycmBo u meaeBu3us,
paguo u duam B YHUBepcumema Ha Cupaky3a. HeliHu pabomu

ca buau nokasBaHu Ha noBeye om 30 duamoBu dpecmuBana u
u3Aok6u no cBema - B MockBa, Aoc AHgxkeauc, Hlo Mopk, AoHgoH,
(OpaHnkdypm, CapguHus, bypayHgus, U m.H.

Zaoli Zhong

Zaoli Zhong (China) is a video artist, choreographer, and dancer.
She believes that there is a profound zone, which has no
boundaries among craft, art and science. Zaoli Zhong graduated
from Syracuse University (MFA Video Art and MA Television, Radio
and Film). Her works have been exhibited in more than 40 film
festivals and exhibitions around the world, such as Moscow, Los
Angeles, New York, London, Frankfurt, Sardinia, Burgundy, etc.
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®uaun WoBanoBcku

(uaun MoBanoBcku (Ckanue) e xygokruk u e2pakgancku akmu-
Bucm. B cBoume pabomu mot yecmo noA3Ba kypamopckus
nogxog U Cv3gaBa couuarHo aHeakupaHu npoekmu, kamo yecmo
pabomu ¢ MecmHu obuHocmu. Mpe3 2016 2. ocowecmBsaBa goa-
2ompalHus npoekm LieHmbp 3a uzkycmBo u kyamypa ,TEKCTUA" B
[Llun, kbgemo 3aegHo ¢ mekcmuAHume pabomHuuu cv3gaBa gBy-
cegMuyHa npozpama 3a mexHume HyXkgu. Mima Hakoako camocmos-
MeAHU U 2pynoBu u3noxk6u: Pewerue (Lienmop 3a kyamypa,
Bumong, 2010); He ce B3upaii maka pomarmuyto (LleHmbp ,Mpu-
Ma", bepaun, 2011); My3el Ha 2pag Ckonue - OmBopeHo 2paduyHo
cmyguo (2014); BueHane Ha MAagume xygokHuuu (2009/2011/2013);
SEAfair (Ckoncku naHaup Ha enekmporHume u3kycm8a) (Ckoncku
My3ell Ha cbBpemeHHomo uskycmBo, 2010); DecmuBaa Perforacije
(3azpeb, 2010); ecmuBan CuxxpoHu3upaHu 2pagoBe (2010); 06-
ceberu om nobegama (No3Ha, Noawa, 2013); /lapanesHa Beerera
(2anepus ,Aynaekc 100m2", CapaeBo, 2014). bua e pe3ugeHm 8 ISCP
u TICA (TupaHcku uHcmumym 3a cbBpemerHo u3kycmBo). Mpe3
2013 2. nonyyaBa Haepagama ,AEHEC", kakmo u noay4yaBa Haz2paga
om CgpyxkeHuemo Ha xygoxecmBeHume kpumuyu 8 Makego-

HUst ga ocbwecmBu ucaegBamenckus npoekm KonekmubHomo
geticmBue kamo noAumuYecko, @ He 0peaHu3ayUOHHO PELUEHUE,
3aegHo ¢ kypamopkama VIBaHa BaceBa npe3 2015 2. Mpe3 2015 2. e
npegcmaBumenam Ha MakegoHus Ha Mpakkomo kBagpueHaae 3a
cueHozpadus u npocmpaHcmBo. O0m 2007 2. e xygoxkecmBeH gu-
pekmop Ha QecmuBana 3a cbBpemeHHuU uzkycmBa AKTO 8 bumons.

Filip Jovanovski

Filip Jovanovski (Skopje) is a visual artist and civil activist. He often
uses a curatorial approach in his works, and creates socially
engaged projects often working with local communities. In 2016,
he realized his durational project called CAC (Center for Art and
Culture) TEXTILEin Shtip, where he created along with textile
workers a two-week long program designed for their needs. He
has participated in several solo and group exhibitions: Decision
(Center for Culture, Bitola, 2010); Don't Stare so Romantically (Prima
Center, Berlin, 201); Museum of City of Skopje - Open Graphic
Studio (2014); Biennale of Young Artists (2009/2011/2013); SEAfair
(Skopje Electronic Arts Fair) (Museum of Contemporary Art Skopje,
2010); Perforacije Festival (Zagreb, 2010); Synchronized Cities
Festival (2010), Victory Obsessed (Poznan, Poland, 2013); Parallel
Universe (Duplex Gallery 100m2, Sarajevo, 2014). He was an artist in
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residence at ISCP and at TICA (Tirana Institute for Contemporary
Arts). He was the 2013 DENES Award, and was awarded by the
Association of Art Critics in Macedonia to carry out the research
project Collective Action as A Political, Not Organizational Decision,
with curator Ivana Vaseva in 2015. He was the 2011 Macedonian
representative at the Prague Quadrennial for stage design

and space. Since 2007, he is artistic director of the Festival for
Contemporary Arts AKTO in Bitola.

ludpa Kakgan

udpa KaxkgaH e pogera 8 MockBa (CCCP) npe3 1973 2. memo
moz2aBa e pa3audHo. LLudpa e yemBopmomo ume, Ho 3a NPLB Nbm
e u3bpaHo om camama Hes. LLludpa e xygokHuyka. Pabomu ¢ pa3-
AUYHU Meguu. Moka3Ba pabomume cu. Mpogyuupa Bugea, uHcma-
Aauuu, 06ekmu, cueHozpadus, HenepdopMamuBHU NbPHOPMAHCU.
XuBee 8 mockoBckus palioH.

Shifra Kazhdan

Shifra Kazhdan was born in Moscow (USSR in 1973. The name was
different. Shifra is the 4th name but first time the self-chosen.
Shifra is an artist. Works in different media. Exhibits. Produces
video, installations, objects, stage design, non-performative
performances. Lives in the Moscow region.

Bukmop Vink Ae6egeB

Bukmop Vin4 AebegeB e akmobop u kuHopexucwop kotimo »uBee B
bpecm, beaapyc. YuacmBa 8 2naBHama poas BB duamMume Mad-
MyHa, wpayce u epo6 (2016) u flonynpoBogHuk (2017) (8 npogykuus,
u gBama pexkucupatu om Oae2 MaBpomMammuy). B chepama Ha
meambpa e aBmop Ha MoHocnekmakwaa Hemnaoamayus (2016),
pexkucupaH om Ore2 MaBpomammu u CBemaaHa backoBa. Tou e
pexkucbop Ha Hakoako kecomempaxkHu GuAMa U Ha kbcoMempaxk-
Hust huAM Ha ykacume /Tec (2016). Bukmop noayyaBa Ha2pagama
3a Hau-go6bp kbcomempaykeH duam om dpecmuBanra MoaubgeHoBu
Aonyx, beaapyc, 2014 2. Tol e BAro2wp yyacmBaw, 8 Gorburgershow.
3aBopwun e TeampaaHomo cmyguo 8 bpecm.
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Viktor Vin4 Lebedev

Victor Vin4 Lebedev is an actor and film director who lives in Brest,
Belarus. A leading actor in the films Monkey, Ostrich and Grave
(2016) and Semiconductor (2017) (in production, both directed

by Oleg Mavromatti). In theater he did a one man show called
Netploatation (2016) directed by Oleg Mavromatti and Svetlana
Baskova. He is director of several short films and the horror
feature Pes (2016). Viktor received the award for best short film at
the festival Molibdenovi Lopuh, Belarus, 2014. Vlogger starring in
Gorburgershow. Graduated from the Theater Studio in Brest.

To6an Hukovac

TobaH HukoAc e xygokHuk om Aoc Angkeauc, CALLL Pabomama my
e noka3BaHa no puamoBu decmuBanu u 2anepuu 8 Aoc AHgxkeauc,
CALLL, PymbHus, 3paen u XoraHgus. BkatouBaH e 8 Pop Rally B My-
3e4 3a MogepHo uzkycmBo 8 Hio opk Cumu. Caeg kamo noayyaBa
bakanaBopckama cu cmeneH no »uBonuc mou yyu HoBu Meguu

B8 MHcmumyma no uskycmBo Ha CaH OpaHuucko B KaaudopHus,
kbgemo noayyaBa Mazucmuvpcka cmeneH no HoBu XkaHpoBe. bua e
Ha pe3ugeHuus B8 EkcnepumeHmanHus ueHmovp no meaeBusus B Hio
opk u e noayyamen Ha Hazpagama Ha Xypumo om QecmuBana 3a
apmxayc kuHo 3a Bugeo pabomama My 03aznaBeHa LOMHN CTAH-
LMl TMpe3 nocaegHUmMe nem 20guHu HukeAc 3anouBa mekemuna-
Ha AUHU$, Cb3gaBa GomonpuAokeHue 3a npogykmu Ha ,EnbA” no
ueAust cBsam u nybaukyBa nbpBama cu pomokHuza 03a2raBeHa
MOST ABOVIHVIK.

Toban Nichols

Toban Nichols is a visual artist from Los Angeles, USA. His work has
been seen in film festivals and galleries around Los Angeles, USA, in
Romania, Israel, and the Netherlands. He was also featured in Pop
Rally at The Museum of Modern Art in New York City. After earning
a BA in Painting, he studied New Media at the San Francisco Art
Institute in California where he recieved an MFA in New Genres.

He has been granted a residency with the Experimental Television
Center in New York, and awarded the Juror's Pick at the ArtHouse
Film Festival for his video entitled BATTLESTATIONS!! In the past
five years Nichols launched a line of textiles, created a photo app
for iDevices worldwide and published his first photo book titled MY
TWIN.
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Woxana Mvomuz u Bap6apa Fonguh (WiGband)

WIGband, cv3gagero om ioxara Meomua u bapbapa [0AgbH Npe3
1985 2., e Ae2eHgapHo, 6e38kycHo, deMuHucmko nopdopmMaHc apm
ka6ape gyo om Cax MpaHuucko/bell epua. WIGband ca npogyuu-
paAu gy3uHa NeCcHU U MH020 kbcoMempaxHu puamMu koumo ypes
XyMop, a2pecuBHa cekcyaaHocm u e3uk omkpoBeHo camupu3u-
pam HanokeHume om BeekugHeHuemo koHdopmuamu B xkuBoma

u ckBepHama noAumuka no usgAomo 3eMHo koAbo. YaeHkama Ha
WIGband bapbapa loAgbH, 6acHocA0BHa B cBogm Bw3pacm - gHec
Ha 70, e 6uBwa gomakuHa/yyumenka ¢ MHo20 6pakoBe 3ag 2bp-

6a cu u e npogyuupana Bcuuko om My3uka/kHuzu ¢ peuenmu go
ekcnepuMermanru My3ukaaxu mBop6u. oxara Moomuz, gbuiepst
Ha MUCUOHepuU, e MexgyHapogHO no3Hama xygoxkHudka pabomeula
u 8 nybauyHomo npocmpaHcmBo. Mogo6bHO Ha MHO20 heMuHucmKu
npegu u caeg msx, 8 pabomama UM mgAOMO e UeHmpaAHa mema.
To e u3Bop Ha 2HaB8, ygoBoacmBue u xymop.

Johanna Poethig and Barbara Golden (WIGband)

WIGband, created by Johanna Poethig and Barbara Golden in 1985,
is a legendary, tasteless, feminist performance art cabaret duo
from San Francisco/Bay Area. WIGband has produced dozens of
songs and many short movies that through humor, aggressive
sexuality and language explicitly satirize life's everyday imposed
conformities and obscene politics across the globe. WIGhand's
Barbara Golden, fabulous in her seventh decade, a much married
ex-housewife/schoolteacher has produced everything from a
music/recipe book to works of experimental music. Johanna
Poethig, daughter of missionaries, is an internationally known
visual and public artist. Like so many feminists before and after
them, the body is a central topic. It is a source of outrage, pleasure
and humor.

Muwa PabuxoBuy

Muwa PabuHoBuy e xygoxkHuk, pagpabomuuk u negazoz, u3cAeg-
Baw, ugesima 3a 6okayka kamo kyamypeH koHcmpykm. Hackopo
3anoyBa ga omanexga pacmeHus noA3Balku caMo gUHaMUYHU
cBemauHa u 38yk om npokekmupaHu uHmepHem Bugea, 3a ga
cb3gage MpexkoBo 3agBukBaHa aAxuMUYHa UHCMaAauus kosmo
mpaHcMymupa kyamypen 6okayk 8 mop. Pabomama My e buna
noka3BaHa B8 CALLl Ha makuBa mecma kamo lpagckus decmuBan
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WNgeu Ha HoBus my3edl B Hio opk Cumu u Mpoekma Mawuxa 8 Aoc
AHgXkeAuc, a Ha MeXgyHapogHO HUBO Ha Mecma kamo lpaxkomo
bueHane 3a Sign, CIAT 8 bepauH. MoayyaBa bakanaBopckama cu
cmeneH om [loAumexHuyeckus uHcmumym , PaHceaebp’, a Mazuc-
mbpckama cu cmeneH om YHuBepcumema Ha Cupaky3a. Muwa
PabuHoBuy e pogeH B MockBa, Pycust u pabomu Mexgy Hio opk

u Aoc AHgXeAuc npegu ga ce ycmaHoBu 8 bocmbH, Macadyzemc,
kbgemo pabomu kamo acucmeHm npodecop no uHmepakmuBHu
Meguu B YHuBepcumema Ha Macauy3emc ,AoybA".

Misha Rabinovich

Misha Rabinovich is an artist, developer, and educator investigating
the idea of waste as a cultural construct. He was recently growing
plants using only the dynamic light and sound of projected
Internet video to create a web-enabled alchemical installation
that transmutes cultural waste into fertilizer. His work has

been exhibited in the Untied States at such venues as the New
Museum'’s Ideas City Festival in New York City and Machine Project
in Los Angeles, and internationally at such venues as the Prague
Biennale and Sign, CIAT in Berlin. He received a BS from Rensselaer
Polytechnic Institute and an MFA from Syracuse University. Misha
Rabinovich was born in Moscow, Russia and worked between New
York and Los Angeles before settling in Boston, Massachusetts
where he serves as Assistant Professor of Interactive Media at
University of Massachusetts Lowell.

EBeaun Cmepmuy

EBeauH Cmepmuy, uma gBe Mazucmoupcku CmMeneHu U e y4uAa
Meguu u HoBu MeguulHu u3kycmBa B8 AkageMusima 3a u3suwHU
uskycmBa u gusalH, YHuBepcumema Ha AlobagHa, CAoBeHus, u
uMa cmeneH No GuAoCOdUS OM npozpaMama No MegulHU U3CAeg-
BaHus. Pabomume U B noAemo Ha Meguume u HoBomo MegulHO
uskycmBo ce dokycupam Bbpxy nocmempykmypaaucmku Gpemu-
Hucmku xygoxkemBeHu npakmuku. Mpe3 2008 2. ocHoBaBa ArtFem.
TV - Art and Feminism ITV (www.artfem.tv) u noayyaBa cneuuas-
HO noowpeHue 3a npoekma cu B IX Festival Internacional de la
Imagen, VI Muestra Monografica de Media Art, YHuBepcumema

Ha Kaagac, MaHu3anec, Koaymbus, npe3 2010 2. Pabomume u ca
buau noka3BaHu u npokekmupaHu Ha pa3AudHU Mecma kamo
MMoMA - MockoBcku My3el 3a MogepHo uskycmBo, Pycus; My3el ,
.BemaaHga’, LIBeuus; HayuoHaneH ueHmubp 3a uskycmBa, Mekcuko
Cumu; My3el 3a MogepHo uskycmBo, byeHoc Alipec, ApkeHmuHa;
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PAN Palazzo delle Arti Hanoau; CAM Casoria - My3el 3a CbBpeMeHHo
ugkycmBo, Hanoau, Mmanus / My3eli 3a coBpemenHo uzkycmBo Ha
BotiBoguHa, HoBu Cag, Copbus; QoHgauus ,XyaH Mupo” u CCCB -
LleHmwp 3a cbBpemeHHa kyamypa Ha bapcenaoHa, McnaHus; My3el
Ha u3awHume uzkycmBa, AbpkaBeH yHuBepcumem Ha Maopuga,
CALLL; MAC/VAL - My3eli 3a cbBpemenHo u3kycmBo Ha BaA-gbo-
MapH, ®paHuust; XygoskecmBen my3ed ,Yeacu”, Hio Mopk, CALL;
MexkgyHapogeH My3ed Ha xkeHume, CaH @panuucko, CALLL

Evelin Stermitz

Evelin Stermitz holds MA and Mphil and studied Media and New
Media Art at the Academy of Fine Arts and Design, University of
Ljubljana, Slovenia, and holds the degree in Philosophy from Media
Studies. Her works in the field of media and new media art focus
on post-structuralist feminist art practices. In 2008 she founded
ArtFem.TV - Art and Feminism ITV (www.artfem.tv) and received a
Special Mention for the project at the IX Festival Internacional de la
Imagen, VI Muestra Monografica de Media Art, University of Caldas,
Manizales, Colombia, in 2010. Her works have been exhibited and
screened at various venues such as the MMoMA Moscow Museum
of Modern Art, Russia; Vetlanda Museum, Sweden; Centro Nacional
de las Artes, Mexico City; Museum of Modern Art, Buenos Aires,
Argentina; PAN Palazzo delle Arti Napoli, CAM Casoria Contemporary
Art Museum, Naples, Italy / Museum of Contemporary Art of
Vojvodina, Novi Sad, Serbia; Fundacio Joan Miré and CCCB Centre de
Cultura Contemporania de Barcelona, Spain; Museum of Fine Arts,
Florida State University, USA; MAC/VAL Musée d’Art Contemporain
du Val-de-Marne, France; Chelsea Art Museum, New York, USA;
International Museum of Women, San Francisco, USA.

Camlova Qypakp

Camlob Qypakm (1977, Beauko6pumaHus) 3a8bpwiBa Mazucmpa-
mypa 8 Kpaackus koaex 3a ugkycmBo, AoHgoH, npe3 2009 2. Bugeo
pabomama Ha Camlowa Qypakp ceyemaBa xuBo cmyguliHo 3ac-
HemaHe ¢ koMnlomwbpHO 2eHepupaHu cpegu 3a ga nocmaBu nog
Bbnpoc aBmoHoMusgma Ha a3a u koHcmpyupaHemo Ha U (noHskoza
ugMamHama) y6egeHocm 8 noaoBus aBmoo6pa3. B nocaegHo Bpe-
Me pabomama My npueMa GpopmMama Ha HebpekHO onpegeAtHomo
om Hea0 kuHomBopyecmBo Ha ,HenocaegoBameaHocmma”. Ta3u
mexHuka ce no308aBa Ha popMyaama Ha duAaMoBume npomMouuo-
HaAHU kaunoBe u non Bugea, kbgemo HapamuBom 6uBa 3agaBaH
om kpamku, npuBugHo HecBbp3aHu hpaemeHmu. Kamo makaBa,
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pabomama BHywaBa, Ho cu ocmaBa HenocBemeHa Ha, BcakakBa
npsika HapamuBHa pamka. 3a HeaoBama npakmuka noroBama
ugeHmuyHocm e nbpBocmeneHeH npegmem - om layguamope
(dbuam, ugcregBaw, pagAuYHUME HAYUHU Ha 06AUYAHE Ha Xemepo-
cekcyaaHume keHu Ha Bb3pacm om 11 go 48 2.) go Maiikocm Eman
(aHumauus, npegaBawa 6op6ama Ha AygBuz Il cbe cBogma xoMo-
cekcyaAHoCm U apmucmuyHa ugeHmuyHocm). Pa6omama My e
noka3BaHa MeXgyHapogHO U e npumexaHue Ha YacmHu koaekuuu
BB BeaukobpumaHus, XonaHgus u A3epbatigxkaH. CkopowHume
My U3A0k6U u npokekuuu BkalouBam Cepuume Axepyyg Cmed-
gXuHe, kypupaxa om Fapem WBawc (,Akepyyg Cnelic”, AoHgoH,
Beauko6pumaHus, 2017), ToBa xapecBam 8 met (MpocmparHcmBo 3a
ugkycmBo ,Maac6oke”, Mapux, @paHyug, 2016), MockoBcku mexgy-
HapogeH decmuBaa Ha ekcnepumermaaHomo kuHo (Pycus, 2016) u
Xambypacku mMexgyHapogeH gecmuBaa Ha kbcomMempaXkHus GuAM
(fepmaHug, 2016).

Samuel Fouracre

Samuel Fouracre (1977 UK) completed an MFA at Royal College
of Art, London, in 2009. He lives and works in London. Samuel
Fouracre's video work combines live studio shooting with

CG environments to question the autonomy of self and the
construction and (sometimes delusionary) conviction of gender
self-image. Recently his work has taken the form of what

he loosely terms “non-sequitur” film-making. This technique
references the formula of movie trailers and pop videos where
the narrative is suggested by short, seemingly unconnected
fragments. As such the work suggests, but remains non-committal,
to any direct narrative arc. Sexual identity is an overriding subject
of his practice, from Gaudiamore (a film exploring the different
modes of dress for heterosexual women ranging from the age
of 11 to 48] to Meicost Ettal (an animation charting Ludwig II's
struggle with his homosexuality and artistic identity). His work is
shown internationally and is held in private collections in the UK,
Netherlands and Azerbaijan. Recent exhibitions and screenings
include Jerwood Staging Series, curated by Gareth Evans
(Jerwood Space, London, UK, 2017), That's What I Like About You
(Glassbox Espace d'Art, Paris, France, 2016), Moscow International
Experimental Film Festival (Russia, 2016) and Internationales
Kurzfilm Festival Hamburg (Germany, 2016).
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AngpoHuk XayusH, UBaH LLiykun u lfowa MoAuyuH

Hue cMe mpuma npusmeau om MockBa, Pycus. BcobuiHocm cMe
gBama bpams u eguH Hauw npusmeA. Bcudku cme Ha okono 30-35
2. AHgpoHUK XayusiH e epaduyeH u yeb gusalHep, NBaH LLykuH e
XygokHuk, a fowa [oAuuuH e kuHogeeu.,

Andronik Khachiyan, lvan Shukin and Gosha Golitsyn

We are three friends from Moscow, Russia. Actually we are

two brothers and a friend. All about 30-35 years old. Andronik
Khachiyan is a graphic and web designer, lvan Shukin is an artist,
and Gosha Golitsyn is a filmmaker.

Kams LllagkoBcka

Kams LLlagkoBcka e xygoxkHuuka, kypamopka u nybauuucmka pogom
om CaHkm lMemepbype, Pycus u xuBee BvB BapwaBa, Moawa.
3aBopwuna e deenoHckus yHuBepcumem B KpakoB, kypamopcku
kypc 8 Kamegpama no ucmopus Ha uzkycmBomo npe3 2009 2. u
BapwaBckama akagemust no uzguiHu u3kycmBa, Kamegpa xuBo-
nuc, u kaac no naakam 8 Kamegpama no 2pacudeH gu3atH npe3
2006 2. YuacmBa B coyuanHo aHeakupaHu npoekmu, pabomu Cbe
COUUAAHO guckpuMuHupaHu xopa 8 3amBopu, pexabuAumayuoHHU
ueHmpoBe 3a npucmpacmeHu kbM Hapkomuuu U aAkoxoa, UeHMpo-
Be 3a 6exkaHuu U m.H., kamo gonpuHacs € pagAU4HU pabomuAHUUU,
Aekuuu, kypcoBe u m.H. (lHme2pupaHu u 0cHoBaHU Ha yyacmuemo
getHocmu 8 3amBopu, HmezpupaHu xygoxkecmBeHu pabomuAHuuu
MONART8 MoHap, Paroll, u m.H.). Kamo kypamopka cu cbmpygHudu

¢ kyamypHu uHcmumyuuu kamo ,ApceHan” 8 bsacmok, My3el Ha
MogepHomo u3kycmBo - BapwiaBa, CK ,KpacHoe 3Hams" B CaHkm [e-
mepbype, MoHgauus , LLimyyHa“, BapwaBa, ,lokal_30" 8v8 BapwaBa,
ckyom ,CupeHa" Bb8 BapwaBa, PoHgauust ,Po3a Alokcembype”, Pycus,
,AHHaHoBa" B8 Cankm Memepbype, QoHgayus ,CMupHOB u CopokuH"

8 MockBa, KpacHogapcku uHcmumym 3a cbBpeMeHHo ukycmBo, u
m.H. Kamo xygokHuuka e noka3Bana cBoume pabomu B 2anepust
,Dokcan’, BapwaBa, CSW ,3amek Ya3goBcku', BapwaBa, ,lokal_30"
BvB BapwaBa, DK ,Po3a Alokcembypz’, Cankm lMemepbype, ckyom
,CupeHa’, BapwaBa, ,ApceHan” 8 MosHaH, NCCA B KaauHuHepag, NCCA
BvbB8 BragukaBkas, MoHgauus ,CraBek’, Bubauomekama Ha AvbpkaB-
Hume 3amBopu, AHMBepn, beazus, u m.H. Pabomuaa e no cnucaHue
Political Propaganda npe3 2013, u e nybaukyBana 3a www.obieg.pl,
wwe.szum.pl, Oziennik / Polska Europa Swiat wwe.artguide.ru, u m.H.
CompygHuyu cu ¢ uggameacmomo Ha Kpumuka noaumuyHa, Moawa.
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Katya Shadkovska

Katya Shadkovska is artist, curator, and publicist born in St.
Petersburg, Russia and living in Warsaw, Poland. She graduated
from the Jagiellonian University in Cracow, the Curators’ Course
at the Art History Department in 2009 and the Warsaw Fine Arts
Academy, Department of Painting, and the class of poster at the
Department of Graphic Design in 2006. She is involved into socially
engaged projects, working with socially discriminated people

in prisons, rehabs for drug and alcohol addicts, centers for the
refugees, etc., providing various workshops, lectures, classes, etc.
(Integrated participatory activities in prisons, MONART Integrated
artistic workshops in Monar, Paroll, etc.). As a curator she is
collaborating with cultural institutions like Arsenal in Bialystok,
Museum of Modern Art in Wroclaw, CK Krasnoe Znamya in St.
Petersburg, Foundation Sztuczna, Warsaw, lokal_30 in Warsaw,
Syrena squat in Warsaw, Rosa Luxemburg Foundation, Russia,
AnnaNova in St. Petersburg, Smirnov and Sorokin Foundation

in Moscow, Krasnodar Institute of Contemporary Art, etc. As an
artist she has showed her works in the Foksal Gallery, Warsaw,
CSW Zamek Ujazdowski, Warsaw, lokal_30 in Warsaw, DK Rosa
Luxemburg, St. Petersburg, Syrena squat, Warsaw, Arsenal in
Poznan, NCCA in Kaliningrad, NCCA in Vladikavkaz, Foundation
Slawek, the State Prisons' Library, Antwerp, Belgium, etc. She was
co-working on the Political Propaganada magazine in 2013, and has
published for www.obieg.pl , wwe.szum.pl, Dziennik / Polska Europa
Swiat wwe.artguide.ru, etc. She is. cooperating with Political
Critique Publishers, Poland.

Mune-Puun Atk

Muae-Puun 40k (1991, Taaut, EcmoHug) e uHMepgucuUNAUHapHa
Bugeo xygoxkHuuka, 6a3upaHa BbB BueHa. Ta uma bakaraBopcka
cmeneH no pomozpadus om EcmoHckama akagemus 3a U3suHU
uskycmBa u 8 MomMeHma yyu uzkycmBo u guaumaAHu Meguu npu
npod. KoHcmaHu Pym 8 Akgemusima 3a u3sguiHu uskycmBa Bb8
BueHa. YuacmBana e B8 Hakoako 2pynoBu uznoxkobu 8 EcoHus, QuH-
AaHgus, AumBa, LLIBeuus, fepmaHus, OpaHuus, ABcmpus u dnoHus

U € umana Hakoako camocmosimeAru usaokeu: /lonoBuHama nem
(2015), bacediH Ha uznoBegma (¢ Auuca Hzanyy u XeaeHa Keckloaa,
2015) u 3ag Beaka xera uma gpyea xera (2016). KocomempaxkHusgm
U buAM 3ansemero neyeAu 20AIMama Hazpaga 8 kbcomempaxk-
Hus konkypc ,Bpw3ku / Alo6o8 / cekeyaasocm” (op2aHu3upad om
FrauenFilmTage u Akgemuama 3a u3swHu uskycmBa Bb8 Buexa). B

109



MOMeHMa mg npogbAkaBa u3caegBaHemo cu Bopxy Wu30hpeHUY-
HUMeE POoAU, Cmepeomunu U MumoBe 3a »keHume; Hewo noBeve, M4
pabomu Bopxy HoBus cu kecomempadkeH duaM Agpoguma, AmuHa,
AuoHuc, Mapc.

Pille-Riin Jaik

Pille -Riin Jaik (Tallinn, Estonia, 1991) is an interdisciplinary video
artist based in Vienna. She has a BA in Photography from the
Estonian Academy of Fine Arts and is currently studying Art and
Digital Media under professor Constanze Ruhm in Academy of Fine
Arts Vienna. She has participated in several group exhibitions in
Estonia, Finland, Lithuania, Sweden, Germany, France, Austria, and
Japan and has also had solo exhibitions: Halfway (2015), Confession
Pool (with Liisa Jugapuu and Helena Keskkiila, 2015) and There’s
Another Woman Behind Every Woman [2016). Her short film Tangled
won the main prize in 2017 in a short film competition titled
"Relationships / Love / Sexuality" (organized by FrauenFilmTage and
the Academy of Fine Arts Vienna). Currently she is continuing her
research in schizophrenic roles, stereotypes and myths of females;
furthermore, she is working on her new short film Aphrodite,
Athena, Dionysus, Mars.
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buéAumorpapuma: u3s6paHn U3STOYHULU OTHOCHO
OKTOMBpPUHCKATA PEBOAKOLIUA, MOAQ U
cekcyaAHocTtTa / Bibliography: Selected Sources
on the October Revolution, Gender, and Sexuality

NMoaroreeHo ot CraHumMup lNaHamotos
Prepared by Stanimir Panayotov

Tazu oubnuoepaghus nama 3a yen oa 6woe uzuepnamenua. Hetinama noopeoba e memamuu-
Ha, a U3MOYHUYUMe He ca noopedeHu no azoyuer ped, maxa ue npeonaza onpeoeieH HauuH
Ha yemere. Ts e mpuesuuna u 6K1046a USMOYHUYU HA OBA2APCKU, PYCKU U AHSTUICKU e3U-

uu, Kamo 6 cjiydas He npeeeofcda/vze uinu mpaHCKpu6upaMe KupujiudHume usmo4Huyu.

This bibliography does not aim to be exhaustive. Its order is thematic, and the sources are
not organized alphabetically, thus it suggests a certain reading order. It is trilingual and
includes sources in Bulgarian, Russian and English languages, and here we do not trans-

late or transcribe the Cyrillic sources.

1. Pre-1917

,,Kak MEHsJI0Ch OTHOIIIEHHE K cekcy B Poccuu 3a mocnennue 100 net?”, B: A¢uwa
Daily (31.08.2017), www.daily.afisha.ru/pokolenie/6593-kak-menyalos-otnoshenie-k-sek-
su-v-rossii-za-poslednie-100-let.

Tatbsina 3apyOuHa, ,,CyOKyabTypa roMOCEKCYasoB B JOPEBOIIOIMOHHOM
[etepbOypre®, B: Arzamas (2017), www.arzamas.academy/materials/635.

Enusasera I'ycanosa, , IIpoctutynus B IlerepOypre®, B: Arzamas (2017), www.
arzamas.academy/materials/623.

Hang Ilnynrsas, ,,Keup B Ctpane CoBeToB, nin ApXxeosorus pa3HOMBICIINA, B:
Pasnoenacus, No. 7 (2016), 117-130, www.colta.ru/articles/raznoglasiya/12083; www.
colta.ru/storage/rubric/68/raznoglasiya link 1.pdf.

Wpuna Ponnyruna, ,,Poccuiickas romodoOus: ©CTOpUS IPOU3BOJICTBA, B!
Pasnoenacus, No. 7 (2016), 66-80, www.colta.ru/articles/raznoglasiya/12008; www.colta.

ru/storage/rubric/68/raznoglasiya link 1.pdf.



Wpuna Pongyruna. ,,,ITouemy MbI Takue moan?‘ PaHHECOBETCKHE TOMOCEKCYaIIbI
OT MEPBOTO JIUIA: HOBbIE UICTOYHUKH 110 UCTOPUH TOMOCEKCYaIbHBIX UICHTHYHOCTEH B
Poccun®, B: Ab Imperio, No. 2 (2016), 183-216, www.doi.org/10.1353/imp.2016.0033.

I [MCbMa COBETCKUX TOMOCEKCYaJIOB BTOpOH monoBUHbI 1920-x ., B: Ab Imperio,
No. 2 (2016), 217-258, www.doi.org/10.1353/imp.2016.0034.

Haranbs Araumesko, ,,CekcyanbHasi peBOIIOIMS U KOHTPPEBOIIOLMS B )KU3HU
Tpymsamuxcs, B: Liva Sprava (11.06.2007), www.lab.org.ua/article/1247.

Nadia Plungian, St. Petersburg QueerFest 2013: 20 Years Since the Repeal of
Article 121 from the Soviet Criminal Code, translated by Alexandra Novitskaya et al. (St.
Petersburg: QueerFest, 2013), www.comingoutspb.com/eng/publications/queerfest/brief-
history-of-lgbt-in-russia-xx-century.

Rochelle Goldberg Ruthchild, “Women’s Suffrage and Revolution in the Russian
Empire, 1905-1917,” in: Aspasia: The International Yearbook of Central, Eastern, and
Southeastern European Women's and Gender History, Vol. 1, No. 1 (2007), 1-35. www.
dx.doi.org/10.3167/asp.2007.010102.
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