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[pexuBaxMe Kpasd Ha MOAEepHMU3Ma, Kpasd Ha XWUBOMUCTA, Kpasd Ha MUCTOpuUATa, Kpasd Ha
pexuMa, Ha XunspaoneTmeTo U Ha HagexauTe, 3a Aa pasbepem, 4ye cnesj TAX uaBa caMo
cnejBall eTarn, HUTO paAMKanHO pasfinyeH, HUTO cbaboBeH. KpasT Ha 6ynoapute CbLyo
€ MO-CKOPO 3aBbplUeK Ha eAWMH MPOEeKT, HO U MaHUdEeCcT Ha HEeBb3MOXHOCTTa 3a KpaW.
BeHuucnaB 3aHKOB 3a MbpBM NbT MNpaBuM OMWUT Aa 3aTBOPM Kpbra Ha WM3KycTBOTO cu. OT
CKYNMTypaTa, Mpe3 XpeyecKuTe MpPeBbMIbLEHNUS U XUBOMUCTA, OTHOBO B CKyanTypa. Ho
TO3M UMKDB/ KAaToO 4Ye N He CBbpLluBa cera, a npe3 1991 r. ToraBa XyAOXHWUKbLT 3@ NMbpBU MbT
Ce 3a5MBa C XMBOTMHCKA KpbB, rofl B CHera noj Npo3opuuTe Ha CMMBOSIMYHUS HACTUMOH Ha
TpaanumoHanmsma - Cblo3a Ha 6barapckute XyAOXHWMUM M 3anoyBa cBositTa cepus ,Limes
agoniae” (paHuUUTE Ha aroHusTa), KOATO MpoAb/IXaBa C akuusa B coduickaTa KnaHuua.

B Bbnarapms 90-Te roAuMHM ca rpaHvua Mexay Kpas Ha eaHa MosMTMyecka cuctema U
HayasoTo Ha Apyra, HO CblIO WM HAW-ABLATO NPOABLIKWUIOTO AeceTuneTne. MepuoabT Ha
ynsiraHe W opraHuampaHe Ha eydopusaTa OT CbbUTMATa Ha 80-Te, KOWTO CMe CBMKHaIu
na Hapuuame ,lpexon”, cb3gasBa pasnuyeH TUM B3aMMOOTHOLUEHUS W B XYOOXECTBEHUSA
KMBOT. HOBMAT pernaMeHT npeaocTaBs Ha M3KYCTBOTO M360p Aanu Aa CIAyXu Ha cebe
CY, Ha nasapa, Ha MHCTUTYUMATa. XYAOXHWUKBLT Ce MOosiBABA M33a[ CBOETO MNpOou3BeAeHue,
npeBbNAbLlABaAKKM ce 4yecTo caMm B TBopb6a. 3aedHO C MapaaurmMata Ha O6HOBEHMETO
M OTpMYAHETO Ha BCUYKO HamnpaBeHO npean WABAT W OMO3ULMUTE, KOUTO MPUHLMMHO
onpeaenaT CbBPEMEHHOTO ObArapCcko W3KYCTBO — MOKOJSIEHUYECKUTE, WAE0N0rMUYecKuTe
M NUYHUTE. B3aMMOOTHOLUEHUATE Mexay rpynv W WHAMBUAYANHOCTM OKasBaT MHOMO Mo-
CU/THO BbL3AEWCTBME BbPXY HEro OT TEHAEHUMUTE W ecTeTudeckuTte nnatdopmu. Taka
NnocTeneHHo AWHaMMKaTa Ha TO3M nepuoa 3acTuBa BbB dasa Ha CaMOMCTOpU3MpaHe,
BTpeHuBaHe B cebe cM M OTUyXAaBaHe, B KOATO MpoubdTABa Hal-Beye cnekysnaTa.

BeHuucnaB 3aHKOB BuHarm e 6un B ono3mums. XyAOXHUKBT CTPaHM OT MHCTUTYLMOHANHUTE
M MpUATENCKM FpynupaHns Ha BPeMeTo M CU Cb3haBa aBTOHOMEH 06pa3 Ha eaunHak WU
nposokatop. C nNpexBbp/ISHETO Ha AEWCTBMETO OT CKYAMTYpHUS 06eKT KbM CO6CTBEHOTO
CU TS0, OCBEH KPWUTMKa M MPOTECT, TOM OCblLUueCcTBsSBa HEmno3HaTo AoToraBa B 6barapckus
KOHTEKCT MpexuBsBaHe C U3KYCTBOTO M n3npobea AOKpal HOBUTE rpaHULM Ha Bb3MNpUSATUETO.
Yecto putyanHute My nbpdoOpMaHCUM OT Hadanoto Ha 90-Te ce MHTepnpeTupaT TyK camo
npe3 BAUSHUATA OT XepMaH HuWY M BUMEHCKUS akuMOHM3BbM Ha 60-Te, M3BbH MPUCHLLOTO
noHa4vano 3a 6bArapckoTo WM3KYCTBO yBJIeYEHME MO TpaAULMOHHATa XPUCTUSIHCKA 0bpeaHOCT
M e3nyeckaTa MUCTUKA Ha donknopa. HecnyyanHo usnata ,HEKOHBEHUMOHANHOCT” Ha
XYAOXeCTBEeHM CpeacTBa M MAen, KOSATO HaxnyBa Tyk owe ot 80-Te, ,npeurpasa” TOYHO
TOBa HacnNeacTBO. 3HauymMTeNnHa 4acT OT Hesd Ce pa3BMBa He Ha OCHOBAaTa Ha MO3HaHWETO U
pa3bupaHeTo Ha KacuMyeckuTe MNbp@POPMaTUBHU TMPAKTUKU U KOHUENTYasHW CTpaTeruu,
KOJIKOTO BbpXYy mAaesTa 3a npoab/kaBaHe Ha fobpe yTbnkaHaTa TEHAEHUWS Ha npeacTaBsiHe
Ha ,HaUMOHANHOTO” M ,pOAHOTO”, HO BbB Bb3MOXHO Hal-HeobuuyaHa dopma. XepTBeHuUTe
puTyann Ha BeHumcnas 3aHKOB ce BMMCBAT CbBCEM ,0praHM4YHO” B TO3M KOHTEKCT. M Makap

eHoBa VpuHa, AHren AHrenos. Cneancropum Ha nskycteoTo. C6., ®oHaaumna Chpparmaa. Codusa, 2001
3aHkoB BeHuwncnas. Limes Agoniae. MNMbpdopmaHcn/Akumm 1991-1992. Kartanor, 1997

3aHkoB BeHuwncnas. TA10TO Ha XyAOXHWKA B M3KYCTBOTO Ha npexoaa. AsTopedepat. HBY. Codus, 2013
(http://www.nbu.bg/PUBLIC/IMAGES/File/departamenti/izkustva/zankov_autoreferat_final.pdf)

[a OTKpMBaA CbBbPLIEHUS @HTUMOA Ha CKy/nTypata B edMMepHoOCTTa MM, TOM Taka U He
Hamycka Aokpali HelHaTa CTUIMCTMKA, MOHYMEHTanuMsuvpanku TSN0TO CU, XecTa WM Mmura.

[BazeceT roaMHN No-KbCHO aBTOPBLT AOPa3BMBa MMEHHO PEIMIMO3HUS acreKT Ha Te3u akuuu,
HO TO3W NMbT B MbpHOPMATUBHOCTTA Ha CKyNnTypHaTa dopma. MUHanoTo ce 3aBpblia KaTo
NpopoYeCTBO 3a Kpas Mo 6Mbnenckms cueHapum M KaTo Cepust OT CKYMNTypu, MOHTMPaHU B
HSIKOJIKO METaslHM KOHCTPYKLMMW: TPU KOHHWMKA, S34eln CTpaHHM 3MeionofobHU Cb3faHus;
turypata Ha CnacuTens C TpbHEHMS BEHEL, pa3KpuBeEH B beilkbHOBCKa rpuMaca; CbLUMAT BUK,
NOBTOPEH M 0bOPMEH KaTo MOPTPET; €AUH aHren, 3sinHan XWULWHO ¢ ABe yCTu; 6enuTe yawadu
oT “Limes agonae”, onpbCckaHu C XMBOTUHCKA KPbB M BUAEO AOKYMEHTalusl OT akumsTa. Kakbs
61 MOrb/ Aa 6bAe UCTUHCKUAT Kpal ocBeH Anokanuncuc? HeroBuTe npeaBecTHUUM ce sSiBSBaT
TYK pasusieHeHu, ,npenyckalimM” caMo B paMmKaTa Ha K/IeTKUTE CU, OBbpP3aHu C BEpUTK. ABTOPBLT
npecb3gasa B TAX OTHOBO NMo3HaTUsi 06pas Ha pa3oyapoBaHMETO U KpaliHOTO OMEP3eHME, B KOWTO
e BAin3an MHOrokpaTHo, 6yKBa/fiHO Hacnarea HauyanoTo BbpXy Kpasi. HeroBaTta cdurypa 3amecTtsa
Hal-y6eanTenHo NNMNCBaLLOTO TS0 Ha camMuTe npousseaeHus. delicTBueto obaye e M33eTo OT
TaX. Te3n haHTaCTUUYHU CbLLECTBa BeYe UMbIIHSABAT pUTyasia HaMecTo XyA0XHUKa. bubneickure
Tb/IKyBaHWUs Ce CMecBaT C aBTobuorpacdmyHMTE My OTKPOBEHMS UM UMKBILT Ce 3aTBaps.

Bcuuko ToBa € nocTtaBeHo B 6ynoapa — MSCTOTO Ha MPbCHUTE TaWHW, Ha na3apHOTO
M MeaMnHo  dnupTyBaHe Ha  M3KYCTBOTO, Ha  CKaHaana, KOMMpOMeHTMpaHaTa
MHCTUTYLNS Ha M3KYCTBOTO. AHanoreT C  “knetkute”  Ha anoKanunTUyHuTe

repom cCb3gaBa CJIOXXeH W nNpoTuBopeyvynMB CUMBOJI. 5y,U,06p'bT € Beye UM MACTO Ha
XXEPTBOMpPUHOLWIEHNE, UCTUHCKATa KJlaHuUUa, B KOATO Ca NOXepTBaHW LEHHOCTU U HaAeXawu.

OcBeH cuctemMaTa Ha penpeseHTauusi, WMH@pPaCTpyKTypaTta W OTHOLWEeHMsTa, pa3BuaIn ce
npes nocrneaHWTe ABe gecetuneTus Ha Obarapckata XydoxecTBeHa cueHa ,llocnegHusaTt
6ynoap” 3acsra n gBarta ronemm npobnema Ha 90-Te — TANOTO Ha XYAOXHMKA M CTaTyTa Ha
XYy[AOXEeCTBEHOTO NpousBedeHue. B ToBa oTHOWweHWe KomnosuumsaTa “Tosopu Mn” Moxe Aa
ce npuemMe U KaTo MaHUMECTHUSA K4 Ha usnata cepus. MOMEHTBLT Ha MPOCBET/IEHMETO €
cBefleH B Hesa A0 6one3HeHa MHTEpPBEHLUMS, A0 yXXacC, B KOWTO He e SICHO KOW € MPOHU3aHUAT
M KOW roBopu, KoM e 06eKT M Kol cybekT Ha AencTtBmeTo. YoBEKBT M aHresbT ca efHo
LAN0 W NpoAb/XKEHWe eAunH Ha Apyr. Te ca XyAOXHUKBT M MNPOU3BEAEHUETO, CMOEHW OT
»,CNoBOTO"” BbB (hopMaTa Ha /b4y, BNEPUIM OUYM U YCTU B cebe Cu, Hamb/IHO UHAUDEPEHTHM
KbM 6yaoapHUS LWYM HAOKOI0 M OTHOBO MOHYMEHTasHW, HO B HaW-KNaCU4YeCKUs CMUCHA.

[Hec, BbB BpeMeTo Ha 50-roauwHuTe t06unsipm Ha 6bnrapckus “aBaHrapa” 4ecto crtaBame
CBMAETENM Ha TexXHUTe paBHOCMETKM W Cce BpbluaMe Hasaj, 3a Aa peBusMpame benute
noneTta, Aa OCMNOPUM MWUTOBETE WAW Aa Cb3L4AAEM HOBM, HO Hal-Beye 3a Aa OCb3HaeM, ye
pa3TerneHnaT MOMEHT Ha O4YakBaHe KaTo 4e JIM OT/IOXKWM CaMOTO C/lyYBaHE Ha Hewo HOBO U
pa3nMyHoO, Taka M He BuAsiXxMe kpasi Ha 90-Te. BeHuMcnaB 3aHKOB € MbPBUST, KOWTO ro 065Bu.

CeBetnaHa KyroMma)kueBa
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We survived the end of modernism, the end of painting, the end of history, the end of the
regime, the end of the millennium and of our hopes: here’s the end result. We found out there’s
the next stage coming along, and it’s neither radically different nor fateful. The end of boudoirs
seems to be an ending in itself, yet at the same time manifesting the impossibility of the end.

For Ventsislav Zankov this is a first effort to close the circle of his artistic endeavours:
from his work in sculpture, though his performance-based priestly experimentations
and paintings and back to sculpture forms. Yet it seems that the end of this cycle
does not lie in the present but back in 1991. Back then it was another first: the first
time when the artist, lying naked and covered in animal blood under the windows
of the symbolic bastion of traditionalist - the Union of Bulgarian Artists - launched
his Limes Agoniae Series (continued with an action at the Sofia Slaughterhouse).

The 90ies of the last century in Bulgaria mark a limit: it's the end of a political system and
the beginning of a new one, but also the longest decade ever. The period which subsided and
streamlined the euphoria of the 80ies which we got used to calling * the Transition”, introduced
different type of relations in artistic life. The new “regulations” offer a choice: art may serve
its own sake, it may serve the market or the establishment. The artist comes out of his/her
work, often embodying himself/herself as an art form. Parallel to the paradigm of renewal and
rejection of everything achieved in the preceding period, oppositions come along. Generational,
ideological, personal oppositions that by default start to define modern Bulgarian art. The
relationship between groups and individuals start to have a stronger impact on artistic
developments than the impact of trends and aesthetic platforms. This is how the dynamics of this
period freezes at the point of historying itself, of naval gazing and alienation that feed distortion.

Ventsislav Zankov has been in opposition, always. He stays away from institutional and
friendly groupings and projects an image of a loner and a provocateur. As the focus of action
shifts from the sculpture object to his own body, in addition to reaping criticism and protest,
he engages in experiencing art in ways that were unknown to the Bulgarian context until then
and challenges the new limits of perception. His performances in the early 90ies, often ritual
in character, have been locally interpreted as influenced by Hermann Nitsch and the Viennese
actionism of the 60ies, and without much regard to the passion for the traditional Christian
rites and the pagan mysticism in folklore, that is typical of Bulgarian art. It is not a coincidence
that the much praised unconventional quality of artistic means and ideas that flooded the
local landscape as early as the 80ies plays out this legacy. There’s a considerable part of
similar efforts that haven’t developed out of understanding classic performance practices
and concept strategies. They have rather thrived on the idea of following up the trodden
path of presenting what is “national” and “where we belong” in the most unusual way there
is. The sacrificial rituals of Ventsislav Zankov fit this context quite well. Even though through

their ephemeral quality he discovers the perfect antipode of sculpture, he never gets round to
departing from its stylistics while monumentalizing his body, the gesture, the fleeting moment.

Twenty years later the author chooses to follow up on the religious aspect of these actions, but
this time relying on the performative potential of the sculpture form. The past comes back as a
prophecy for the end, following a Bible script, and embodied in a series of sculptures installed
in a couple of metal structures. Three horsemen riding weird, dragon-like weird creatures,
the figure of the Savior with the crown of thorns on his head, and his features distorted in a
Baconian grimace; the same cry repeated and re-shaped into a portrait; a wide-mouthed
angel with his two vulturous mouths; the white bed sheets from “Limes agonae”, stained
in animal blood as well as a video recording of the action. What else can a true end be, but
apocalyptic? Its messengers appear dismembered, “racing” around its cells, chained. Through
them, the author chooses to recreate the familiar image of disappointment and utter squalor,
that he has endlessly explored. He literally recreates the overlap of the beginning and the
end. His figure is most convincing in replacing the missing body of the artwork, yet remains
devout of action. These fantastic creatures already perform the ritual replacing the artist.
Bible interpretations get mixed with his autobiographical revelations and the cycle gets closed.

This is all set inside the boudoir, the place of dirty secrets, where art flirts with the media and the
market, it’s the place of scandal and of the compromised establishment of the art. The Analogy
with the “cells’ of the apocalyptic heroes creates a complex and contradictory symbol. The Boudoir
is already upgraded to a sacrificial site status, it’s the true slaughterhouse for values and hopes.

Apart from touching on the system of representation, the infrastructure and the relationships
that have developed during the last two decades in the Bulgarian artistic setting, “The Last
Boudoir” addresses the two serious problems of the 90ties: the body of the artist and the
status of the art work. The “Talk to me” composition may be regarded as the manifest key
to the whole series. The moment of revelation has been reduced to a painful intervention,
to the terror and uncertainty of who is being pierced and who is talking, who is the object
and who the subject of action. The man and the angel make one whole where one is the
extension of the other. They are the artist and the artwork, pieced together by the “word”
coming as a ray of light, their eyes and lips locked into themselves, as indifferent to the
boudoir noise around as they can be. And monumental, yes, this time in its true meaning.

Today, as we celebrate the 50th jubilees of the Bulgarian “avant-garde” artists, we
often witness their efforts to strike the balance. And we look back to fill-in the blind
spots, to fight myths or create new ones, but most of all to become aware that the
prolonged moment of waiting seemed to have cancelled something new and different.
We never saw the end of the 90ties. Ventsislav Zankov was the first to announce it.

Svetlana Kuyumdzhieva
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50x50x240cm steel, plaster, 2011




"B cHoBaHeTO Mexay b6bgeuje m MuHano, mexay “we..” n “6ewe...” n3BegHbX ce yTasBa v
HaTexaBa cerawHoTo "nuwem”.. MbkaTta TpsbBa ga 6bge “HanucaHa”, mHade gyliarta # e
ocTaHe ga ce Mbym U ga 6poan, a Moxe bu u ga cMmylaBa MecTaTta Ha 3€MHUS CU XKUBOT. ™

Papocset Konapos

C ,MocnenHuar 6ynoap” BeHuucnas 3aHKOB noucka ga BMAW Kpas Ha OypoapHuTe wrpwu,
npoabMKMNn 6e3uepeMoHHO ABe feceTunetnss Ha ,lpexon” B noneto Ha KynTypaTa.
OTKpoBeHMsATa 3a ,Kpas” B camocTosTenHata My um3noxba HagckadaT nposaTa B CWUI0BOTO
pa3snpeaensHe Ha TepuUTopuM B CbBPEMEHHOTO 6b/rapcko M3KYyCTBO M KynTypa. OT BCUMUKM
pasnagHanuM ce yTOMuWW, OCTaBa aKTyasiHa yTonusaTa 3a Kpas KaTo Kpan, cBbpliek. Kpast
Ha cBeTa ce oT/jlara B pa3TerfieH B 6e3kpalHOCTTa Ha cBoeTo cBbpluBaHe. LIMES AGONIAE
Ce OKa3Ba CbCTOsHWE, a He npouec. Toea B.3aHKOB He e MOrb/n ga npeaBuMAM Ha npara Ha
»IpoMeHunTe”. CbC 3aBbPLUBAHETO CN Ha XYA0OXECTBEHOTO obpa3oBaHme npe3 1988 Toi 3anoyBa
Aa pabotn B obnactra Ha CKynnTypaTa, KaTo CMeno 3asBsBa CBOETO MSCTO B W3KYCTBOTO.
1989 Ha TpoToapa Ha yn. PakoBckM nokasBa komno3umumaTta cum L[MbTaT1” OT KOATO Ca
oCTaHanu camo apxmHu doTtorpadwum, nokasanHu npes 2009 B ,YanHarta” yn. ,benkosckun” 14.

Mpe3 1990 BkapeBa M MOHTMpa C KpaH B rpaguHkaTta 3ah ,HaumoHanHaTta 6ubnuorteka”
CKYNNTypu OT >Kensa30, egHata oT KouTo e BkawveHa 20 roaMHM MNO-KbCHO B
LArt in Public” 2011, 272 pages Ha Braun Publishing ISBN 978-3-03768-098-8.

Mpe3 1991 B cblwaTta Taswm rpaguMHka cpej CblUMTe Te3n CKYANTypwu TOM MpaBu MbpBUS CU
KbpBaB NbpdopmaHc ,“YepBeHo 1” kaTo peakuns KbM eaHO 06e3MUCIeHo xneeeHe 6e3 MMHaNo
W c npa3Ho 6bhewe. MNMpucbcTBaLlMTE Ca Manko. B CblimMsa TO3M Yac U AeH cpelly CbluaTta Tasu
rpaavHKa M3BECTHU AHEC KaTo KypaTopu U apTUCTU CrOPSAT Ha 4 eTax Ha LUunka 6 3a 6baeLeTto
Ha ,Knyba Ha /BeyHO/ Mnaams XyAoxHuk”. Jony eavH Mnag XyAOXHWK JIEXU KbpBaB B CHera.
PaspuBbT € BUAUM - KynTypaTa M KpuTuKaTa cTaBa bygoapHa, KaTo KputepuuTe 3a CTOMHOCT
ce nspaboTBaT HAKbAE APYraAe, @ He B NOIeTO Ha U3KYCTBOTO, @ CbabaTa My KaTo ,,CbBPEMEHHO
W3KYCTBO” e npefonpenesnieHa OT rpyna xopa, CMCTEMaTUYHO npeanaralim ro B KOHopMmMcka
KOHBEPTUPYEMOCT  Cropej O4yakBaHusATa Ha 3anaj oT bbnarapusa. Ako vma Apyro, To TO
€ MOCTOSAHHO WM3K/IOYBAHO WMAWM MAHUMYMPaHO MNpe3 roAWHUTE OT CbLUMTE Te3n KypaTopwu-
M3KYCTBOBeAM M BAN3KKM Ha TAX apTUCTM OT OHa3u cbupka Ha 22.02.1991 B crpagaTa Ha CBX.
TeHAeHUMATA HaACKaya HALMOHANHOTO HU U € B CbpLLETO Ha C/1y4YBaLLOTO Ce B pa3najgHanus ce
J~VM3ToueH 6nok” n 6enexu KynTypHUTe npouecu npes nocaeaHoTo geceTuneTne Ha 20-Tu BeK.
Pa3sHoobpa3mneTo B cBo604aTa Ha M3Kasn M NEPCNEKNTBM B MUC/IEHETO 3a CBETa HENOCPEACTBEHO
cnen nagaHeto Ha ,KenasHaTa 3aBeca” ,we 6bae 6€3MUIIOCTHO HATMKaHO, KakTo TBbPAMW
MeTpoBckas?, B ABE KaTeropum: Ha KOHBEPTUPYEMUTE U3Ka3W U Ha ayTUCTUYHUTE M3Ka3n™

1 Konapos, PagocBeT, "MACTO B NOXbATENNTE CTPaHUUM Ha uctopusta” B AsimaHax. bvarapcka
mTepatypa, pea. iean Pages, usa. Cnoso, Bennko TbpHoBO, 1993, cTp. 281 - 290

2 EneHa MeTpoBckas, ,OTOT CMYTHbI 06pa3 AeBSHOCTbIX” XyA0XXeCTBEHHbIN XxypHan, 25, 1999,
14

3 MurneHa HukonuuHa: ,M3rybeHnTe eqHOpPO3n Ha peBontouuaTa. bbarapckute nHTenekTyanum

npe3 1980-te n 1990-Te roamHn” cTp.89 , usa.,JIntepaTtypeH BectHmnk”, 2012,

20 roavHM No-KbCHO Ce NoBAMUra BbNpoca Koe AHEC BbB MYHKLMOHMPAHETO Ha XYAOXKECTBEHMUS
XKMBOT € MOo-pasfIMYHO OT OHEe3n BpeMeHa. TyK aBTOpPbT KasBa: ,...Kpal HAMa. CBAT HaMa,
OTNOMKM OT CbAOU Ce HOCAT B Xaoca Ha peasnHOTO U BUPTyanHoTo P4, M3ka3bT /o/cTaBa HEBUAMM
B @yTUCTMYHOCTTa CU, U3KJIIOYEH OT MnpouecuTe Ha rrnobanusmpaHun sanagHu cMmucam. OcTtasa
HajexaaTa B CBeTOBHaTa (PMHaAHCOBa Kpu3a Aa M3ropu 1M BCUMYKO (anlumBo B U3KYCTBOTO. He
ce noflyyaBa — M3KYCTBOTO npoubdTaBa B COBCTBEHAaTa CU Kpu3a, U3HECNO KpUTEpUUTE CU B
KOTHUTUBHUTE WHAYCTPUWN, BTEYHEHO B KOHBEPTMPYEMOCT Ha KOHLENTU U (PUHAHCOBU MOTOLM.

M3noxb6aTta Ha B.3aHkoB ,locneaHus 6yagoap” He e peTpocneKkTMBHA, HO MpaBu Bpb3Ka Mexay
cbbutna npeam 20 rogmHM, egHO OT KOUTO € aKumMsTa My B codumiickaTa KnaHuua, 4acT OT HEroBus
npoekTt “Limes agoniae” /rpaHuuata Ha aroHusATa/ M AHEWHOTO CbCTOSAHWE Ha EKCTPEMHO
oLensBaHe KaTo efHO AeXa-Bl Ha HayanoTo Ha «npexofa». ABTOPbT CbMOCTaBsA pa3snajaliym
ce Bucawm ourypu B knetkn (2011) c 6enu yapwadu, HanoeHW C KpbB, Cb3AadeHWn npes
1991-Ba B kNlaHULa 3a TeNewko Meco. Ha Bxoga — NpoXekuus Ha 4yepHo 6an ¢unm 6e3 3ByK
- apxvBupan v 3anasun AencTeBmsaTa My B MecOKkoMbuHaTa OT Cbluata OHasu rogmHa. «losopwm
mu!» (2011) ckynnTypa, CBETNMHA, NEeTAWo AByKpuaa o3bbeHa rnaBa U CTUXOTBOPEHMETO
«[Mpopok» Ha lMNMyLWwKMH ca Hacpewa. Mima n owe, Ho octaBa Tam B 2011, B 3anaTa, BbB BUTaEL0TO
npen3HaMeHoBaHMe 3a TOBA, KOETO Ce CNy4yBa ABE roAUMHU MO-KbCHO - npe3 2013 B AbpKaBaTta
M MO HEMHUTE YUKW — BUAMMOCTTA Ha Oro/1IEHOTO CbCTOSIHUE HA NMepPMaHEeHTEH CBbpLUEK, INLIEH
OT Bb3MOXHOCTTa 3a CBOSI Kpal C NpeBpbLUaHETO Ha TOTaJHOTO HepoBepue BbB dunocodus
Ha coumanHoTo 6uTme. MNpoTecTnTe He paxaaT HOBa MAEONOrUS, HUTO XapusaMaTUYHU INAEPW.
LLle 6baaT 3anoOMHeHUM C BMAEO3aNUCKU, @ He C MaHUMEeCTU; C XEMbHUHIN, @ He C peuyu; C
KOHCMMPATUBHN TEOPUU, @ He C MONIUTUYECKM TpakKTaTu U C fMncata Ha 3aBbpllek -
NpoOTECTbT NpecTaBa, 0TKa3Ba Aa e NpoLec, BoAeL, A0 HeLWOo /NpoMsaHa/, TON CTaBa «HELOoTo».

Taka B «nocnegHus 6yaoap» Ha npexoa npesbCTeHa ce oKassa CMbpTTa - 6€3 CMbPT OcTaBame
B 6e3Kpas Ha aroHMATa KaTo CbCTOSIHME, @ He KaTo MpoLEC; B HEBb3MOXHOCT 3a CBOS KpaW.

AnekcaHabp XXuBoponos

4 ABTOpCKM TekCT B usnoxbaTta ,MocnegHuat bynoap” (2011)
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“ In the never-ending shuttle between the future and the past, between ‘what
was’ and ‘“what will be’ there is a sudden moment of sinking in and taking
shape: it the present moment of 'we write’.. misery should be ‘written’ and if it
is not its soul will remain restless and haunting the patterns of its earthly life "

Radosvet Kolarov

With its ‘Last Boudoir’ Ventsislav Zankov chose to see the end of the boudoir games,
that have scornfully lasted over the past 2 decades of ‘transition’ in the field of culture.
The revelations about the end in his latest exhibition win over the clichéd power fights in
modern Bulgarian art and culture. Of all the utopia that have fallen apart, the one that
remains available is the utopia about the end. The end of the world has been cancelled
and protracted in the infinity of its own ending. LIMES AGONIAE turns out to be the final
destination, rather than a process. This is what V. Zankov couldn’t figure out at the threshold
of “change” Graduating the Academy of Fine Arts in 1988, he starts his work as a sculptor
with some bold statements about his value as an artist. In 1989 he shows his The Road
composition, placing in on the pavement of the Rakovski blvd: some archive photos have
remained from this period and were exhibited in the Teahouse at 14 Benkovski Str. in 2009.

In 1990 he exhibits a couple of iron sculptures, fitted with a crane in the garden behind
the National Library: 20 years later one of them was chosen to be included in the 272
paged edition of ,Art in Public” for 2011, Braun Publishing ISBN 978-3-03768-098-8.

In 1991 he chose the same location and surrounded by the same sculpture pieces to present
his first blood performance RED 1 in response to a meaningless living without past and
towards an empty future. Only few visitors attended. While the performance was progressing
and the young artist, covered in blood was lying naked on the snow right across from the
garden, a bunch of now well-known curators and artists, hosted at the fourth floor of the
Union of the Bulgarian Artists Bldg, debated about the future of the Ever Young Artist Club.
The divide was already there: the culture and the critics were already becoming ‘boudoir’
and the value standards are already being set someplace else, outside the field of art. Art
developments were being decided by a group of people that persisted in packaging them
with the zeal of conformist convertibility to fit into the expectations coming ‘from the west'".
Anything that did not fit was continually excluded or manipulated for the past 20 years by the
same group of curators and artists close to them, who took part in this debate back in 1991.
This tendency transcends national developments and is in fact the essence of what's been
happening in the former Eastern bloc after it fell apart: it has marked the processes in the
field of European culture that have developed in the last decade of the 20th c. The diverse
perspectives of artistic through, practice and expression have been ruthlessly streamlined as
Petrovskaya 2put it, into two key categories: of the convertible and of the autistic expressions3.

1 Konapos, PagocBeT, “MsCTO B NOXbATENUTE CTPAHULM Ha UctopuaTa” B AimaHax.
bwvarapcka nutepatypa, pen. Nsan Papes, nsa. Cnoso, Benuko TvpHOBO, 1993, cTp. 281 -
290

2 Enena MNetpoBckas, ,OTOT CMYTHbI 06pa3 AeBAHOCTbIX” XyA0XKECTBEHHbIN XypHarn,
25,1999, 14
3 MurneHa HukonuuHa: ,M3rybeHnte egHopo3mn Ha pesontounsaTa. bbnrapckurte

nHTenektyanum npes 1980-te n 1990-Te rogmnHun” cTp.89 , n3a.,JintepatypeH BectHuk”, 2012,

20 years later the question comes up how the flow of artistic practice today is different from
what we had back then. And the author’s response is adamant: ,...and there’s no ending.
There’s no world left, remnants of fates drift in the chaos of the real and the virtual”™. The
expression remains unseen, locked inside its autistic quality, excluded from the developments
of globalized western purposes. The hope that the world financial crisis will burn down falsehood
in art seems to be left intact. Yet it doesn’t quite work out the way it has to: art has lent its
standards to cognitive industries, condensing into convertibility of concepts and financial flows.

The Last Boudoir exhibition of Ventsislav Zankov is not a retrospective one, but it does link
events that happened 20 years ago, among them his action at the Slaughterhouse in Sofia
as part of the Limes Agoniae Project, and the current states of excessive survival. It invites
a déja-view experience of the ‘period of transition’ when it was about to begin. The author
chooses to compare hanging figures, almost falling apart yet framed in cells (2011) to white
bed sheets, dripping with blood in the veal slaughterhouse (1991). A black and white film,
capturing his action back in 1991, is being screened at the entrance. As you walk in, you
will find the “Talk to me!” (2011) sculpture, light, a two-winged flying snarling head and
Pushkin’s verses from ‘Prophet’. There's a lot more that the exhibition hall can offer, shuttling
you forward in 2011, with its haunting signs of what was about to happen in the following
2 years time. The point blank vision of a total collapse, deprived if its own ending through
the utter mistrust in the essence of social existence. Protests do not result in new ideology,
nor did they bring new charismatic leaders. We will remember them with videos, rather
than with manifests, with happenings rather than with speeches, with conspiracy theories,
rather than with political treatises ....as well as with the lack of ending. The protests ceases
to be a process leading to something different (change), they become the change itself.

This is how the ‘Last Boudoir’ of transition death turns out to be the object of
seduction. Without death, we are doomed to an endless agony as a destination
in itself, not as a process, experiencing the impossibility of its ending.

Alexander Zhivorodov

4 ABTOPCKM TEKCT B usnoxbata ,MocnegHmat bynoap” (2011)
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NOCAEAHWAT BYSAOAR

NOCNEOHVAT BYJOAP

EnemeHTn

Tpu kneTkn pasmepum 200x300x300 cM ¢ BUCALWM K
pasnagawm ce duUrypm Ha ,KOHHMUM” /runc ryma xensso/

EnHa knetka 200x200x300cM ¢ nopobue Ha aHren c ase
03bbeHn yctn /runc, xensso/

EnHa knetka 50x50x240cMm € ocTaTbuM OT pasnaTtue /runc, xenaso/
Tpu BMCSILLM NapyeTa NaaT HanoeHu C /Tenewka/ KpbB

Buaeoonpoxekumsa Ha LIMES AGONIAE

MocneaHusT 6yfoap e B KpbB, TaM CMbPTTa € NpenbCTeHa.

http://zankov.info/exhibitions/2011_the_last_boudoir

THE LAST BOUDOIR

project

Components

three showcases, 200x300x300 cm each: horsemen body parts,
hanging and falling apart: plaster, rubber, iron

one showcase, 200x200x300 cm: an angel-resembling figure, with
jagged lips: plaster, iron

one showcase, 50x50x240 cm: the True Cross remnants: plaster, iron
three hanging pieces of cloth, soaked in calf blood

LIMES AGONIAE Screening

The Last Boudoir is in blood: it's where death was seduced.

MESSENGERS/MNPEABECTHULMN
200x300x300 cm each
iron, plaster, rubber

2011
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NOCNEAHWAT BHAOARR THE LAST EOUDOIR

MESSENGER / MPEABECTHMUK, 200x200x300cm, iron, plaster, 2010-2011
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Ha 10-m HoemBpm 1989-a nonutnyeckata cuctema B bBbarapus ce  cMeHs
nocpeacTBOM TWUX W  HeBb3MyTMM npeBpaT. OdwuuymanHo € Tasn JaTa 3anoysBa Taka
HapeyeHuaT [lpexoa KbM AeMoKpauus 3a JAeBeT MWUAMOHA AyWKW, KakTo W Mepuoa,
6enazaH oT xunepuHdnauusa, OpraHuMaMpaHa NpecTbMHOCT M coumasneH  Xaoc.

[Be roauMHM No-KbCHO, npe3 1991-a, O6bArapckUSaT CKYANTOP,
aptuct BeHuucnae 3aHkoB, Torasa Ha 29 roauHun, npeactasd B Codusa cepus oT
KynToBu AaHec nbpdopmaHcu. [lopeauuata RED, Am I God? wn nbpBaTa 4act oOT
Limes Agoniae - Bcuukm Te 6uxa MOrM Ja ce onuwaT KaTo OnuT ga Cce MNoCTaBu
CbAbpXaTenHa, ako He W TpaHCueHAeHTanHa rpaHuvua mexay [Mpeanm m Cera (Kakto B
M3KYCTBOTO, Taka W B MOAUTUKATa) 4pe3 obpedHW puTyannm U LIEPEMOHMANIHU XecToBe.

XYOOXHUK U BUAEO

Owe aBageceT roavMHM No-kKbCHO, Ha 10-u HoemBpu 2011-a, B ranepusTta “Panko Anekcrmes” B
Codwusa ce otkpusa nsnoxbata Ha BeHumncnas 3aHkoB “locneaHuat 6ygoap”. MoOHyMeHTanHuTe
OT/IOMKM Ha ecxaTosIorMYyHuTEe PUrypn ca OKOBaHW B OTAENHU KJeTKKn, 06sBsBalkK Kpasi Ha
UcTopusaTa M BpeMeTo, AOKaTO Ha 3a4€H MNiaH Ce NpoXeKTupa Buaeo apxue oT Limes Agoniae
(1991-1992). NocTaBeH B KOHTEKCTa Ha byoapa, To3u aHCcaMbb/1 € KpUTUKa KbM BCUYKO C/TYy4YU10
ce B bbnrapus 3a nocnegHuTe ABaAeceT roAMHU, HO M CUMBOJIMYEH aKT, cnaraly Kpawn Ha lNMpexoaa.

Cnep owe aBe roavHu, npe3 2013-a, nNpoBokMpaH OT akTyanHuTe cbbutmsa B Bbarapus,
BeHuucnae 3aHkoB ce 3aBpblia kbM “locnegHmaTt 6ypoap”, Kato ro wHTepnpeTtvpa
B MyNTMMeAMEeH TMpPOEKT: AOKYMeHTauus OT eAHoMMeHHaTa wu3noxba (2011) BbB BUA
Ha neyateH anbyMm u ¢wunaMm, cMecBall AOKYMEHTallHM KaApwu C MOCELEHNETO Ha camus
aBTop Ha wu3noxbaTa C OTKbCM OT MeAUMHOTO I OTpa3sBaHe W aHuMauusa. JInyHuTte
CMOMEeHM Cce HacnareaT BbpXy TBOPYECKMTE HaMepeHWs, MMHaNoTO ce cnuBa C 6baeleTo B
nbTyBaHe, NMpeBbpHas0 Ce B KOWMapHa npuMmka. EanHcTBeHaTa ocTtaHana ytonusa e KpasrT.

floana NaBsnoBsa

On November 10th, 1989, the political system in Bulgaria was changed with a quiet and unruffled
coup d’etat. With this date officially began the so-called Transition to democracy for nine
million people, as well as a period marked by hyperinflation, organized crime, and social chaos.

Two years later, in 1991, the Bulgarian sculptor, painter, and video artist Ventsislav
Zankov, 29 years old at the time, held a series of now-cult performances in Sofia.
His RED cycle, Am I God?, and the first part of Limes Agoniae could all be described
as an attempt to set a meaningful if not transcendent frontier between Before and
Now—both in arts and politics—through sacramental rites and ceremonial gestures.

Another twenty years later, on November 10%*, 2011, in Rayko Alexiev gallery in Sofia opened
Ventsislav Zankov’s exhibition The Last Boudoir. The monumental debris of eschatological
figures were chained to separate cells, announcing the end of history and time, while the
video archive of Limes Agoniae (1991-1992) ran in the background. Positioned into the
context of the boudoir, this ensemble was a critique to all that had happened in Bulgaria
for the last twenty years but also a symbolic act of putting an end to the Transition.

After two more years, in 2013, provoked by the current affairs in Bulgaria, Ventsislav Zankov
returns to The Last Boudoir by developing it as a multimedia project: documenting the
exposition of the same name (2011) in the form of a printed catalogue and presenting a film that
mixes documentary footage of the author’s own visit to the show with excerpts from its media
coverage and animation. Personal memories layer over creative intentions, the past merges
with the future through a passage turned into a horrific loop. The only utopia left is the End.

Yoana Pavlova

THE LAST BOUDOIR [00:15:22] HDV, 2013. PAL

http://zankov.info/video/the_last_boudoir/
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Mpopok

[yXOBHOWM XaXxXA0 TOMUM,

B nycTbliHe Mpa4dHOW s Bnavuscs,
W wecTtukpbinbii cepadpumm

Ha nepenyTbe MHe sBuCS.
MepcTtaMn nerknMmn Kak CoH
Moux 3eHUL, KOCHYJICS OH.
OTBEP3UCH BElune 3eHULbI,
Kak y ncnyraHHom opauubl.
Moux yLen KOCHY/CS OH, -

N nx HanonmHun WwyM n 3BOH:

W BHSAN A Heba coaporaHbe,

W ropHuin aHrenos noner,

W rap MOpCKMX NOABOAHbLIN X0A4,
W pnonbHel no3bl npossibaHbe.

M OH K yCcTaM MOUM MPUHUK,

M BblpBan rpeLHbin MOW S3bIK,
M npa3aHOCNOBHbIN U NyKaBbli,
W »xano Myapbia 3mMeun

B ycTa 3amepLume mMoun

Bnoxwn gecHuueo KpoBaBon.

M OH MHe rpyab paccek Me4yoM,
W cepaue TpeneTHOE BbIHYN,

W yrnb, nbinatowmm orHem,

Bo rpyab oTBEpCTyt0 BOABUHYI.
Kak Tpyn B NycTbiHe 51 nexan,

W 6ora rnac Ko MHe BO33Ban:
«BoccTaHb, NPOPOK, WU BMXAb, U BHEMIIN,
McnonHucek Bonew mMoen,

N, o6xoasa mops v 3emMnun,

Fnaronom >xrun cepaua noaens.
AL A A. C. NywkuH
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roBoprPu!
TALK TO ME!
380x200x400 cm

iron, plaster, neon

Xena3o, rmnc HeoH, 2011
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NOCNEAHUAT BYAOAP
HoemBpu 2011

Fanepus PAMKO AJIEKCUEB
CBX

Codus

THE LAST BOUDOIR
november 2011

RAYKO ALEKSIEV gallery
Union of Bulgarian Artists

Sofia




LIMES AGONIAE, 1991,

videostills
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TOAWHK MO-KLCHO". ¢un: 10nman Mutes.

LIMES AGONIAE, 1991,

videostills

BEHD _ﬁ!\B JAHKOB. ExcnioHaT (6e3 uMe - e 3, HenoanucaH naMyyeH Yapliad, XMBOTMHCKA KPLB) OT m:_m_m(ta .
diocnentnaioyaoap. 1991 - ABAAECET FOAMHN NO-KBCHO™. ®ortorpadmsa: KOnwan Mutes
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(POTO: B-K "MOHUTOP

BeHuucnas 3aHKOB

Ponen B Cocus npe3 1962. MNMpe3 1988 3aBbpluBa CKy/AnNTypa B HaunMoHanHa Xy40XecTBeHa
akagemus, Codusa. Pabotn B obnactra Ha XMBOMUCTA, CKyANTypaTa, BUAEOTO, MHCTanauuaTa,
nbpdopMaHca, HoBUTe Meaun . Mi3gaBa BecTHMK “39 rpama”/2005-2009/. NHuumaTtop u
OpraHm3aTop Ha AMCKYCUOHeH kny6 ,Ha tacHo” /2004-2008/. EAnH OT Han-aKTUBHUTE
6bnrapcku asTopu cneg 1989.

Ventsislav Zankov

Born in 1962, Sofia. In 1988 graduates the National Art Academy, Sofia, sculpture
department. Works in the area of painting, sculpture, video, installation , performance
and new media . Part of the pioneering generation of contemporary artists after the social
changes in 1989.

www.zankov.info vzankov@yahoo.com +359 887519794



