Nina Kovacheva and Valentin Stefanoff - the Ninavale Artistic Couple
Huna KoBaueBa u BaneHTuH CtedpaHoB - apTUcTUUHaATa ABoMKa HuHaBane

Irina Genova / VipnHa leHoBa

The first couple of visual artists whose
collaborative work has made an
impression on me are Nina Kovacheva and
Valentin Stefanoff.

About a year ago, | was invited to
participate in a project on artistic couples
that worked at the end of the 19" and

the first decades of the 20™ centuries. |
began to take a census of the couples of
female and male Bulgarian artists, and

it turned out that there are quite a few

of them: Ekaterina Savova-Nenova and
Ivan Nenov, Masha Zhivkova-Uzuniva and
Dechko Uzunov, Matia Chorbadjiyska and
Chudomet, among others... Over the years
of the communist regime, when the artistic
community was formed on a more or less
insular basis (just like those of theater
and cinema professionals), the number

of artistic couples was on the rise; what

is more, there emerged the phenomenon
of artistic families incorporating the next
generation - the couple’s offspring.
However, the creation of collaborative
works presupposes a relationship of a
different nature. N. Kovacheva and V.
Stefanoff’s collaborative oeuvre includes
the following pieces: The Used One
(installation, 1994), Wet Contact ( video,
2001) Au-dela du Visible (video, 2004), |
am The Best ( video, 2002 / 2010), One,
Several, Many Odyssey ( video, 2003),
The Stranger Us (video, 2005), How Near
So Far (video, 2005). By the time their
first common works were produced e and
publicly presented in 1994, the two artists
were already famous for their solo projects

[MbpBaTa ABOMKa GbArapcku BU3yaAHU
aPTUCTK, YMMTO 0BLLM paboTh ca me
BrneyatAaBanm B BbArapus U ppyraae, ca
BaneHTH CtedaHoB U HuHa KoBaueBa.
[peAn OKOAO ABE FOAMHM MU NPEAAOXMXA
AQ CE BKAKOUA B MPOEKT 3@ apTUCTUUHUTE
ABOVIKM OT Kpas Ha 19 v mbpBuUTe
AeceTuneTnst Ha 20 Bek. 3anoyHax

AQ NPEMUCAAM ABOMKMTE BbArapCKim
XYAOXHULM N XYyAOXKHUUKN — OKa3axa

Ce HEMAAKO, cpea Tax EkatepuHa
CaBoBa-HeHoBa 1 MBaH HeHoB, Malua
XXnBKoBa - Y3yHoBa 1 AeuKo Y3yHOB,
Mapusa Yopbapxmuicka n Yyaomup, 1
oule... OT BpeMeTo Ha ynpaBAEHME Ha
KOMYHUCTUYECKaTa napTtus, ¢ popMUpaHeTo
Ha apTUCTUYHOTO CbCAOBME Ha OTHOCUTEAHO
3aTBOPEH MPUHLIMIM (MOAOOHO Ha Te3M Ha
TeaTpaA1Te, Xopata Ha KUHOTO U T.H.), BposT
Ha ABOWKWTE HaApacTBa, HELLO NoBeve

- pa3BuBa ce GEHOMEHBLT apTUCTUYHU
CEMEWNCTBA, BKAKOUBALLL U CAEABALLO
NMOKOAEHWE - Ha AelaTa.

Cb3paBaHeTo Ha 061y pabotn ot
apTMCTMUHa ABOVKa, obaue, ca
OTHOLLIEHWSA OT ApYT xapakTep. Cpea
obLpmTe npomsBepeHns Ha H. KoBaueBa

n B. CtedaHos ca: “The Used One“
(Ynotpebenute, nHctanaumsa, 1994),
BMAEO TBOpbUTE “Wet Contact” ( Mokbp
KoHTakTt, 2001), “Au-dela du Visible*
(OtBBA BHammorto, 2004), “I am The Best”
(A3 cbM Hal-p0bpuaAT / pobpata, 2002 /
2010), “One, Several, Many Odyssey*
(Eana, Hakoako, MHoro Oauncen, 2003),
“The Stranger in us” (YyxaeHeubT B

Hac camute, 2005), “How Near So Far”

One, Several, Many Odyssey, Maillon - Wacken, Strasbourg, France

The Used One, installation view, Old Plovdiv, 1994

The Used One, detail, Annual Exhibition of the Soros Center for the Arts-Sofia, Bulgaria, 2004

in quite different visual paradigms.

Over the last fifteen years or so, artistic
couples in Modern art have attracted
quite a lot of interest. Exhibitions have
been organized and catalogs have been
published.r A number of symposia,
panels, conferences,? and other forums

1 A good example is The Most Creative Couples
in Art, curated by Kathy Battista, in Pippy Hould-
sworth Gallery, London (March-April, 2012).

2 A panel on artistic couples, chaired by Lidia
Gluvska, was part of the International EAM (a
network for research into European avant-garde

(TonkoBa 6AKM30, TOAKOBa Aaned, 2005).
O MOMeHTa Ha Cb3paBaHe U MyOAMYHO
npeAcTaBsiHe Ha MbpBaTa UM CbBMECTHA
pabota npe3 1994 r. ABamata XyAOXHULM
Ca Beye U3BECTHU C UHAMBUAYAAHUTE

CV U35IBU B AOCTa Pa3AMUHU BU3YaAHU
napaaurMmu.

pes nocrepHUTE NETHAAECETUHA MOANHU
apTUCTUUYHWUTE ABOWMKU B MOAEPHOTO
M3KYCTBO CTaHaxa 06eKT Ha 0CoOBeHo
roAsiM MHTepec. MpeacTaBAT ce U3NOXKOM C
kaTano3ul. OpraHuaupar ce CUMMNO3nyMH,
naHeAn Ha KOHGepeHUMK? U ApYTH

1 Hanpumep: The most creative couples in

art (Han-kpeaTuBHWTE ABOMKM B M3KYCTBOTO),
KypupaHa ot Katn batucra B Pippy Houldsworth
Gallery, AOHAOH, npe3 mapT - anpua 2012.

2 MaHeA OT AOKAAAM 3@ @PTUCTUYHWUTE ABOWKM,
pbKOBOAEH OT Anama ThyBcka belle NpoBeAEH Ha
MexayHapoaHaTa KoHPepeHuma Ha EAM - mpe-
Xa 3a U3cAeABaHe Ha eBPONenCKUs aBaHrapa u
MOAEPHU3BM — B XeA3nHkK npe3 2014 r.




Artists talk, Academy of Music, Dance and Fine Arts Plovdiv, Bulgaria, 2014
Radio discussion with Marina Grzinic, Maribor, Slovenia, 2003

have been held. Collections of articles
and monographs? have come out, too.
Even online surveys focused on “the

most famous artistic couples of the 20"
century” have been conducted. At the top
of these ratings, one invariably sees Frida
Kahlo and Diego Rivera, Sonia and Robert
Delaunay, Georgia O'Keeffe and Alfred
Stieglitz, Gabriele MUnter and Wassily
Kandinsky, Gilbert and George, Christo and
Jeanne-Claude. Many others feature on the
list below them.

It turns out that in the age of Modern

art a new practice has come to the fore

- collaborative creative work by a team

of two artists in love. With some of the
artistic couples, there is mutual support
and recognition between the partners,
but each of them works on his or her own.
With others, like Gilbert and George, the
works are always collaborative. Some

and modernism) conference in Helsinki, 2014.

3 See, for instance, Veronica Kavass, Artists in
Love: From Picasso & Gilot to Christo & Jeanne-
Claude, A Century of Creative and Romantic
Partnerships, 2012.

dopymu. MybarKyBaT ce cOopHULM,
KHWUM3 U T. H. [paBsAT ce AOPY OHAAIH
AOMUTBAHMA ,KOU ca Han-U3BECTHUTE
apTMcTMYHK ABorKkK npes 20 BeKk?“. Cpea
MbPBUTE MEeCTa B KhacauMmTe HEU3MEHHO
ca ®pupa Kano n Anero Pusepa, CoHs

n Pobep AenoHe, Axopaxa O'Kuind u
Andpenp Wmranu, Bacuanin KaHAMHCKKU K
labprene MioHTEP, AKUABBPT U AKOPAXK,
Kpucto n XaH-Knoa. OLle MHOro Apyru ce
NnoApeXAaT HENOCPEACTBEHO CAEA TSX.
OkasBa ce, Ye BbB BPEMETO Ha MOAEPHOTO
M3KYCTBO Ce ouYepTaBa HOBa MpaKIuka

- CbBMECTHa apTUCTMYHa paboTa Ha
€KUM OT ABaMa PaBHOCTOMHM MapPTHbOPH,
KOWTO ca B AOOOBHM OTHOLLEHUSA. HAKOM
OT XYAOXHUYECKUTE ABOMKK B3aUMHO

ce NOAKPEeNsT 1 NpU3HaBaT, HO BCEKM

OT UHTUMHUTE NapTHLOPKU PaboTH
camocCTosATEAHO. [Npur ApyrH, KaTo AKUAGBPT
1 AKOPAX, TBOPOUTE Ca HEM3MEHHO
CbBMECTHW. B HAKOU OT XyAOXKHUYECKUTE

3 Cpep Tax: Veronica Kavass. Artists in Love:
From Picasso & Gilot to Christo & Jeanne-
Claude, A Century of Creative and Romantic
Partnerships, 2012.

With Timm Ulrich and Zhenging GU, Nanjing Art College, Nanjing, China, 2003

Press conference, MOCA Taipei, Taiwan, 2010
Artists talk, Burgas, Bulgaria, 2013

couples produce both collaborative and
individual works. Sometimes the couples
break up. On some rare occasions, they
sublimate their relationships into works
of art - Marina Abramovi¢ and Uwe
Laysiepen.

* k%

In 2004, in Paris, in the square in front

of the Centre Georges Pompidou, |
contemplated Au dela du visible (Beyond
the visible) - a video installation produced
by Ninavale. The work made its impact on
me. Here is what | experienced back then.*

4 This text has been published in the Kultura
Weekly, 2004, Nr. 47, 10 December; Artpress
Magazine, 2004, Nr. 309, December.

ABOVIKM NApPTHbOPUTE MMAT U 0OLLIM

pabotn, U MHAMBUAYAAHO TBOPUECTBO.
XYAOXHUYECKUTE ABOVKM MOHAKOra ce
pa3pensit. CpaBHUTEAHO PSIAKO CyOAMMMpAT
AOBOBHWTE CH OTHOLLIEHWUS B XyAOXECTBEHM
TBOpP6M - MUCAA 38 MapuHa AbpamoBuy K
YBe NaicuneH / Yaen.

* Kk )

Mpe3 2004 r. B MNMapwux, Ha NAoLWAaAa Npea
LeHtbpa ,XKopx Momnuay”, cb3epuaBax
BUAEOUHCTanaumATa Ha HuHaBane ,,0TBbA
BUAMMOTO”. TBOpOaTa MU Bb3aelcTBa. ETo
M MOSIT TOraBalleH OTKAMK*:

ABWXELLM CE CUAYETU, NPOEKTUPAHM BbPXY
cTeHa. CBAT Ha CEHKM, pa3rpbLUaLlL, ce
BbPXY eKpaH. ,,0TBbA BUAMMOTO” Ha HuHa
KoBaueBa 1 BaneHTHH CtedpaHOB M3BUKBaA
y MeH obpasa Ha lMaaToHoBaTa newlepa.
Ha naowapa npea bobyp cutyaupsta e
napapOKCanHO NMpeobbpHaTa. 3PUTEAAT €
OTBbH, ,Ha cBoboAa”, BOAEH Aa M3bupa
CpeA MHOXECTBO Bb3MOXHU MAEAKM.

4 TekcTbT € Ny6AMKYBaH BbB BECTHUK ,KyATypa“,
2004, 6p. 47 ot 10 pekeMBpU; cnncaHue ,art-
press“, 2004, Ne 309, décembre.



Au-dela du visible, Nuit Blanche, Paris, France, 2004
Au-dela du visible, MNAC Bucharest, 2005

Au-dela du visible, National Academy of Fine Art, Sofia, Bulgaria, 2011

Moving silhouettes projected onto a

wall. A world of shadows unfolding on a
screen. Kovacheva and Stefanoff’'s Au
dela du visible evokes in me the image

of Plato’s cave. Here, in the square in
front of Beaubourg, the whole situation is
paradoxically reversed. The spectator is
outside, “free” to choose among a number
of different sights. “The world of shadows”
seems to be enclosed within the confines
of the room whose window we can see.
The passer-by () can, as it were, choose,
without coercion, where to hold her gaze.
The silhouettes on the window are just
one among many options. Yet this world of
moving shadows is as much “imprisoned”
the room with a window as | am “free”
among these sights.

The quotidian space is cluttered with ads,
posters, placards and billboards, with
information and shop windows which
attract, seduce, and sell. A stream of
passers-by - appearances and attitudes
- crosses my sight.

Au dela du visible is a fissure, a crevice

in the visual content of daily life. The
crevice presents itself as a window - an
optical illusion. The play with different
scales prevents me from committing an
error. And yet there is a window out there.
One barred by a screen, though. This
sight does not offer a borderline between
freedom and imprisonment - it suggests
the impossibility of contact between in
and out, an insurmountable boundary
frustrating any passage. Susan Sontag
associates her contemporary situation of

,CBETbT HA CEHKUTE” CAKALL € 3aTBOPEH
- B OHa3u cTas, YMMUTO NPO30PEL, BUXAAME.
MuHyBaubT (a3) KaTo Ye Moxe Aa M3bupa
6€3 NprHyAa KbAE AQ 3aAbPXM NMOrAeAa
cu. CuayeTuTe Ha Npo3opeLa ca Cpea
MHOXECTBO OT Bb3MOXHOCTU. HO TO3M
CBAT OT ABUXELLM CE CEHKU € TOAKOBA
,3aTBOpeH” B CTasiTa C NPO30peL, KOAKOTO
M a3 CbM CBODOOAHA CPEA IeAKUTE.
AEAHNUYHOTO NPOCTPAHCTBO € BM3YaAHO
3aAPbCTEHO OT PEKAAMM, MAAKATH,
TpaHcnapaHT1 u 6uabopaoBe,
MHOOPMALIMA U BUTPUHU, KOUTO NPUTENAAT,
cbbhasHsaBar, ,npoaaBat”. MoToK ot
MWHYBa4yun — NOBEAEHUA U BbHLUHOCT

- NPEKoCcsIBa NOrAeAa M.

,OTBbA BUAMMOTO” € npouen, NykHatMHa
BbB BM3yaAHUA AeAHUK. [TpouensT ce
npeAcTaBst KaTo NPO30peL, — ONTUYECKa
namama. Mrpata ¢ matiabute me
npeAnasBa OT rpeLlKkn. M Bce nak tam
MMa npo3opel,. Ho nperpaaeH ot ekpaH.
He ranepka mexay 3aTBOp U cBobOAa,

a HEBb3MOXHOCT 3a KOHTaKT MEXAY
BbTPE U BbH, HEMPEOAOAMMA FPaHnLa,
ocyeTaBallla BCAKO NpeMUHABaHe.
Cro3aH 30HTar npasu an3us 3a
CbBpeMeHHaTa 1 cuTyaums Ha NPpUBUAHO
Nno3HaHWe 1 NPUBUAHA MbAPOCT CPEA
¢dortorpadckute obpasu ¢ NaatoHoBaTa
newepa (Mewepara Ha lMaaTtoH. B: 3a
dortorpaduaTta, 1977). BusyanHoTo
BAAAEE NPEACTABU U YOEXAEHUS, OLLIe
rnoBeYe B HalllaTa CUTyalus CbC CTOTULM
TB nporpamu, MHTEPHET, TOAEMWU EKPaHU
C PEKAAMHU N MHDO KAUMOBE BbB
BCSIKAKbB POA NyOAMUHM MNPOCTPAHCTBA.



The Stranger in Us, (preparation), MNAC Bucharest, 2005

The Stranger in Us, MNAC Bucharest, 2005

apparent knowledge and apparent wisdom
among photographic images with Plato’s
cave (“Plato’s Cave” in On Photography,
1977). The visual affects ideas and
convictions, especially in our condition
dominated by a myriad TV shows, the
Internet, large screens with advertising
and info clips in all sorts of public spaces.
“Unlimited” visualization consolidates the
prison in the cave.

The ghostly faces on the screen behave
provocatively; they appeal to me silently
and lure me with gestures. They seek to
penetrate my thoughts and my fantasies.
Yet they do not suggest or explain
anything at all. Here, the visual content
of daily life cracks, and we lapse into a
different space.

There are no people in that room - there is
no room either. Rumor has it that what lies
behind the window is the artists’ studio.
('ve been there as a visitor, actually). Yet
these ghostly silhouettes, not created by a
human hand, come and go into a different
studio, without topos and without time.

| keep watching the shadows (I can
recognize some faces), while a swarm of
people pass me, and if | look away from
the screen, | can see them moving, | can
hear them speaking, | can feel them within
the scope of my own body. But here we

go: the silhouettes on the screen-cum-
window suddenly change. The stream

of people seems to be passing straight
from the pavement around Les Halles de
Paris through the screen and into that
space. Now the shadows are in the city,

BusyannsmpaHeto ,6e3 rpaHuMumn” ykpensa
3aTBOpa B neulepara.

[pu3payHUTE AMLLA OT EKpaHa ce

AbpXaT NPU3MBHO, BUKAT Me 6e3 raac,
npeAn3BuKBaT Me 6e3 cAoBa, CbOAasHaABaT
Me ¢ xecTtoBe. CTPeEMST ce KbM MouTe
MUCAU U daHTa3mn. Ho Te He npeanarar

N He 00SICHSIBAT HULLIO. TYK BU3YaAHUSAT
AENHUK Ce MPOoryKBa 1 nponapame B Apyro
NPOCTPaHCTBO.

B oHa3u cTasa HAMa xopa — HAMa U

ctad. TBbpaM ce, ve 3ap nposopela e
aTeAmMeTo Ha apTtuctute. (A3 AOpU CbM

ro nocetlasana.) Ho 1esu npmspayHi,
HEPBbKOTBOPHU CUAYETU U3AM3AT U BAU3AT B
APYro ateaune, 6e3 Tornoc 1 Bpeme.
HabAtopaBaM CEHKUTE (pasno3HaBaMm
HSIKOM AMLIA), AOKATO Xopa (MHOXECTBO)
npemMrHaBaT Kpan MEH 1 ako OTBbpHa
NMOrAEA OT EKPaHa, BUXAAM Kak ce

ABUWXaT, YyBaM KaK roBOPAT, ycellam ' B
rpaHuuUMTE Ha MOeTO TA0. Ho eTo Ye Ha
€KpaHa-npo30peL, CUAYETUTE CE NPOMEHST.
MOTOKLT OT XOpa CsKall NpemMuHaBa npes
HEro AMPEKTHO OT NaBaxa Mpu NapuxkuTe
Xanu. Cera ceHkuTe ca B rpapa, a a3
HaBAPHO CbM BLTPE, HA OHOBA MACTO, B
»atenneto”. M cakalu rn HabaropaBam ot
HAKaKbB (0T MOSl) Npo3opel,. Aaau U Te me
rnepat?

MPUCLCTBUETO Ha KoMHeeLLmTe 0bLlyBaHe
CEHKU Ce 3aMeHs/MU3MeCTBa OT KpaueLumTe
CUAYETU, KOUTO HaBABAT OTCbCTBUE.
YroneMeHuTe AU, B CTPEMEXA UM

KbM 00LLyBaHe, ca MHCLEHUPAHM.
MHOXeCTBOTO, B HEFOBOTO He3pasnnuune, e
AOKYMEHTAAHO 3aCHETO.




Wet Contact, exhibition view, Macedonian Museum of Contemporary Art Thessaloniki, 2004

Wet Contact, exhibition view, MNAC Bucharest, 2005

| Am The Best, installation view, Inner Space Multimedia Art Poznan, Poland, 2002
| Am The Best, installation view, MOCA, Taipei, Taiwan, 2010

and | must be in there, in that place, in the
“studio”. And | seem to be watching them
from some (is it mine?) window. Are they
watching me, too?

The presence of these shadows that
crave communication gets replaced/
displaced by silhouettes that suggest
absence. The enlarged faces, with

their quest for communication, seem
theatrically conceived. The multitude,
with its indifference, seems like a frame
from a documentary.

Kovacheva and Stefanoff’s installation
leaves leeway for interpretations in
many directions. We might think of

the abandonment of spaces that are
conventional in the visual arts - a movie
without a movie theater, an artistic video
without a gallery. The square, the one in
front of Beaubourg (a locus for all kinds
of experimental events) at that, evokes
some similarities to traditional street
theatre.

Technology, which makes it possible

for artistic “crevices” to appear in
unexpected places, gives us further
opportunity to deliberate and correlate.

MHcTtanaupmata Ha HuHa KoBaueBa

1 BaneHtnH CtedpaHoB Cb3paBa
Bb3MOXHOCTU 3a MHTEPMPETALMSA B
pasAMYHW HAacoKKU. MOXeM Aa MUCAUM

3a HarnyckKaHeTo Ha TPaAMLMOHHM 3a
BU3yaAHUTE U3KYCTBa MecCTa — GUAM
M3BbH KMHO3aAa, apTUCTUUYHO BUAEO
M3BbH ranepus. MAOLLAALT, 1 TO

npep bobyp (MACTO Ha BCAKAKbB POA
MMNPOBU3aLMOHHU U3ABK), MOACKA3Ba
CbLLLO CXOACTBA C TPaAMLIMOHHUSA YAUYEH
Tearbp.

TexHOAOIMATaA, MO3BOAABALLA NOsIBATa Ha
APTUCTUYHU ,,MYKHATUHK” Ha HEOYAKBAHM
MecCTa, HW AaBa OLle Bb3MOXHOCTU 3a
AVCKyTUpaHe W cBbp3BaHus. oa BbNpoc
€ NOoCTaBEH CTaTyTbT KakTo Ha ,BUCOKOTO”,
Taka 1 Ha ,,MacoBOTO” NMpPW BU3yaAHUTE
TBOPOM (Cpea onuTa Ha XyAOXKECTBEHU U
AOKYMEHTAAHU OUAMM, HA aPTUCTUUHU
BUAEOKAMMOBE U PEKAAMMU).

KakBo MMa 0TBbA BUAUMOTO? — €
BbMNPOCHT, KOMTO Me 3acara 6An3ko. Mora
AV A@ NPOHWKHA OTTaTbK? B cTpaxoBeTe

- CBOMWTE U Ha APYrUA; B arpecunTe — KbM
cebe cu 1 KbM pApyrute? Cpea NAaLLIELoTo
B 6€3pa3A1UMETO CM MHOXECTBO,

14

What is at stake here is the status

of “high-brow” and “low-brow” in

visual works (e.g. feature films and
documentaries, artistic videos and
commercials).

The question what lies beyond the visible
concerns me closely. Can | take a look
beyond? Amidst my fears and those of
others; amidst those acts of aggression
towards myself and towards others?
Amidst the multitude’s indifference which
infringes on my own space? Or in my
room/studio-cave, where others seem
unable to see me? Can | make those bars
penetrable; can | forge relationships? Can |
transfigure my fears of ubiquitous visibility
(the effect of the panopticum) into an act

15

HaxAyBalLlO B MOETO NPOCTPaHCTBO? Uan

B MOSiTa CTasi/ ateanne-neLiepa, B KOATO
ApyruTe cakall He me BUXAaT? Mora Aun
Aa npass nperpaauTe NPoHMLaemMu, Aa
Cb3AaBaM OTHoLleHMA? Aa npeobpasyBam
B apPTUCTMUYHA CMOAEAMMOCT MOUTE
CTpaxoBe OT Be3AeChllara BUAMMOCT

- epekTa Ha NaHOMTUKYM, U yrHeTsBallaTa
HEBMAMMOCT — CbCTOSIHMETO Ha aAMEHaLMS?
HuHa KoBaueBa 1 BaneHTUH CTedaHoB

HW BKAKOYBAT B MaeunTe cu. OctaHanoTo ca
CeHKM. (no lNaaToH)

* k)

Apyrv CbBMeCTHM paboTh Ha apTUCTUYHAaTa
ABOWMKa MMax Bb3MOXHOCT Aa BUAS B
apaHXWMeHTa, B KOMTO 6AXa U3AOXEHU
npe3 2007 r. B My3es 3a CbBPEMEHHO
n3kyctBo MNAC B BykypeL®.
lpocTpaHCcTBEHATa NOCTAHOBKA, YCAOBUATA
Ha Noka3BaHe / Cb3epuaHne BUHaru ca
Ba)KeH acrnekT ot TBopbata. Tyk pabotute
Ca Pa3noAOXEHU B NPEACTABUTEAHUTE

5 CaepBalLmMTe TPM ab3alia ca YacT OT TEeKCT,
nybanyBaH B: MpuHa leHosa. Tempus fugit. 3a
CbBPEMEHHOTO M3KYCTBO M BU3YaAHUAT 06pas.
Coodusa, 2007, c. 103-1015.




of sharing through art? Can | overcome
the state of frustrating invisibility, or of
alienation?

Nina Kovacheva and Valentin Stefanoff
give us access to their ideas. The rest are
shadows (after Plato).

* k% %

| had a chance to see a selection of some
other works of the artistic couple at the
2007 exhibition at MNAC in Bucharest.®
The spatial setting, i.e. the conditions of
showing / contemplating, is always an

important aspect of a work of art. Here, the

pieces are exhibited in the central ground-
floor spaces of the Museum - four video
installations in the interior and one on the
facade/windows - under the common title
Au dela du visible.

In 2006, in an interview for the Kultura

Weekly, the artists discuss their works. The

one | have seen in Sofia is Wet Contact.
However, the enormous spaces and the
technological facilities at the Bucharest
museum undoubtedly alter the conditions
of the gaze - one is confronted with high-
quality, large-format images, which allows
for a manipulation of the distances of
perception. The most successful, as to

its global impact, seems to be the video
diptych entitled The Stranger in Us (2005).
We get a close-up shot on the two artists’
faces, and from time to time each of them

5 The next three paragraphs are part of a text
published in Irina Genova. “Tempus fugit. Za
savremennoto izkustvo i vizualniyat obraz”,
Sofia, 2007, 103-105.

napTepHu npocTtpaHcTBa Ha Myseq -
yeTUpU BUAEOUHCTaAALMK B MHTEPUOPUTE
1 epHa Ha dacapata/Ha Npo3opumre

- oA 061WoTo HanmeHoBaHue ,OTBbA
BUAMMOTO”.

Mpe3 2006 r. B MHTEPBIO BbB B.
,KYATypa”® apTMcTMuHaTa ABOMKa

roBopu 3a T1Bop6UTe. OT TAX B Codus

cbM BUxXAana “Wet Contact” / ,Mokbp
KOHTaKT”. HO OrpoMHUTE NPOCTPaHCTBa U
TEXHUYECKaTa OCUTYPEHOCT B ByKypeLLIKUS
My3en 6e3CnopHO NPOMEHSAT YCAOBUATA
Ha repaHe — AaBaT Bb3MOXHOCT 3a
roaAiModpopMaTHU KauecTBeHK 0bpasu,
3a urpa ¢ AMCTaHUMKUTE Ha Bb3NpUeMaHe.
Csikall Hal-CMOAYYMA B LIAAOCTHOTO CU
Bb3AENCTBUE € BUAEOAUNTUXBT “The
Stranger in Us” / ,YyXAEHELBT B HAC
camute” (2005). Avuata Ha ABamarta
apTMCTU Ca B eAbP NAAH, HA MOMEHTHU
BCSAKO OT TAX Ce yABOsIBa — U3MbABaA U
ABaTa Kapbpa Ha AMnTuxa. HaumMHbT Ha
n3naraHe Me NpuHyxapaBa Aa ce A0BAMXKa
n Aa CBeAa MoraeA. PasnonaraHeTo Ha
0b6pa3nTe NoUTU XOPUIOHTAAHO (MOA
MaAbK bIbA), U3Pa3UTEAHUTE BAU3KU
NAaHOBE, BTPEHUYEHUAT B30p, PeAYBaLL, Ce
CbC CKAOMEHUTE OYU, KAKTO 1 KOAOPUTLT
MW HaNnoOMHAT GaroMCcKK norpebanHu
NOPTPETH.

MNaes 3a Haarpobue. A\MKBT Kato
NAEHTUOUKALMSA, CHLLMAT U PA3AUYEH,

6 Pasrosop ¢ HuHa KoBauesa 1 BaneHTUH Cte-
daHOB: YoBEK MOXE Aa € Yy)XXAEHEL HaBAKbAE.
»Kyatypa“, 2006, 6p. 8 or 3 mapr.

How Near so Far, exhibition view, MNAC Bucharest, 2005




doubles, thus filling the two frames in the
diptych. The layout makes me get closer
and look down. The almost horizontal
positioning of the images (shot at an
acute angle), the expressive close-ups,
the alternation between an intent regard
and dropping eyelids, as well as the color

scheme, recall the Fayum funeral portraits.

A sepulchral touch. The visage as
identification - identical and different - as
if caught in a mirror, reflected/captured in
the ephemeral dimension of the screen
between this world and the otherworldly.
The slow movements of the eyes and

lips hold the gaze and have a magnetic
impact. As far as I'm concerned, there is
no need for the superimposed voice-over
and the guiding verbal cues. | would prefer
rather contemplate a diptych in silence.
Nina Kovacheva and Valentin Stefanoff
should be gratified with the opportunity to
show their works to their best effect, and
MNAC’s team should be happy with the
presence of these works here.

* k* k

What is the appeal of artistic couples
creating their works collaboratively? It
probably lies in the possibility of solving
the power issue and the issue of the role
of in love involvement. Both questions,
interrelated in this context, are essential
to human existence in personal and in
social terms, which is why they inevitably
concern us. Successful artistic practices
and products constitute a sublimation of
the human condition.
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CSIKalll B OFA€AaA0, OTPA3€eH / YAOBEH B
edMMEPHOCTTa Ha eKpaHa MexXAy TYKallHO
M OTBbAHO. BaBHWUTE ABMXEHUSA HA OUUTE
W YCTHUTE 3aAbpXKaT NorAeAa, AeMcTBaTt
MarHeTMuHo. 3a cebe cu Mora Aa Kaxa,
ye HAMAaM HyXAa OT NPOU3HACAHUSA

TEKCT U AOMbABALLUUTE, HACOYBALLMN
cmMucAan. brx npeanouena pa cb3epuaBam
AUNTUXa B TULWLKMHA. HMHa KoBaueBa 1
BaneHTHH CtedaHoB 61 TpsibBano Aa

Ca YAOBAETBOPEHM OT Bb3MOXHOCTTa Ad
nokaxart paboTuTe cu No Hai-pobpus
HauMH, @ My3enHuAT eknun Ha MNAC - ot
NPUCLCTBUETO Ha TEXHWUTE TBOPOU TYK.

* * %

C KaKBO MHTPUryBa NpakT1kaTa Ha
APTUCTUYHWTE ABOMKU B Cb3AABAHETO Ha
06LM pabotn? HaBsAPHO C Bb3MOXHOTO
paspellaBaHe Ha NpobAema ¢ BAACTTa U1
C PoAAiTa Ha AOBOBHWTE OTHOLLEHMS. U
ABaTa BbMpoca, TyK B3aMMHO 00Bbp3aHH,
ca pyHAAMEHTaAHM 3@ UOBELLIKOTO
CbLUECTBYBAHE 1 B AUYEH, Y B OOLLECTBEH
nAaH, NopaAn KOETO HEU3BEXHO HK
3acarart. YenellHUTe apTUCTUYHU NPaKTUKK
M TBOPEHUSA COBAMMMpPAT YoBeLLIKaTa
cuTYyauus.

Kak ce paxaa obliata uaea npu
apTUCTMYHaTa ABOMKa? Yus e
MbpBOHAYaAHaTa MHBEHUMS, ,McKkpaTa”?
Koro ot ABamata noceulaBa Mysarta?
HapacTBa An BboAyLLIEBAEHUETO / Kak
HapacTBa B XoAa Ha obLuata pabora?
Kow peluaBa Kak?, KakBo? 1 KoAko? B
npoLeca Ha CbTBOpPsiBaHE? Bb3MOXHO
AV € peLleHusiTa Aa 6baaT AOroBapPsAHK

How does an artistic couple come up

with a common idea? Whose is the initial
invention, the “spark”™? Who is the one
honored by the Muse’s visitation? Does
inspiration grow? / How does it grow in

the process of the common endeavor?
Who says how, what, and how much in

the process of creation? Is it possible that
the decisions should be negotiated, and
does this lead to the best decisions? In
what sense is the collaborative work of two
involved in love individuals different from
that of a creative tandem (lIf and Petrov in
literature, for instance)?

Mass media usually provide the public
with intriguing stories about artists’
relationships. Rarely do they discuss

the dramatic tribulations accompanying
partnerships based on the formula of the
unified double ego. Even in the case of
interviews, the two artists have to solve, on
the spur of the moment, the question “who
speaks” on behalf of the doubled ego.

This catalog attests to Nina Kovacheva and
Valentin Stefanoff’s conviction today, after
twenty years of collaborative work, that

the Ninavale formula has brought them
gratification. Such a long-lasting successful
creative partnership is rare among artists
in Bulgaria and beyond.
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N AAAW MO TO3M HAUYMH Ce OTKPMBAT Hal-
p0bpute? Pasanuasa Av ce / o KakBo

ce pa3AnvyaBa CbBMeCTHaTa paboTa Ha
AtoBOBHATa ABOMKA OT TOBA Ha KOAEKTUB OT
ABama / ABE TBOPUYECKU MHAMBUAYAAHOCTH
(Hanpumep Ha Maa Uad n EBreHui MNetpoB
B AUTEpatyparta)?

MonyAsipHUTE MEeAMM 0BUYaHO NpeaAaraTt
Ha nybAMKaTa MHTPUIYBaLUM pa3kasu

3a OTHOLUEHMSITa Ha apTUCT(K)1TE.
CpaBHUTEAHO PSIAKO Ca 06CbXAaHM
ApamMaTUUHUTE 3aTPYAHEHUS MPU
napTHUPaHETO BbB popmMyAaTa Ha eAHO
ero. Aopwv npu MHTEPBIOTa C ABamarta
apT1cTy 61 ce Hanarano Te Aa paspellaBart
CUTyaUMOHHO BbMpoca ,Kor rosopu?” ot
MMETO Ha YABOEHOTO €ro.

HacrosawmaT katanor n3assisa ybepeHoOCTTa
Ha HuHa KoBaueBa 1 BaneHTnH CtedaHoB
AHEC, ABAAECET NOAUHU CAEA MbpBata

UM CbBMeCTHa paborta, ue popmynata
HuHaBaAe MM e AOHECAa YAOBAETBOPEHME.
Ta3un AbAroTpalHa ycnelluHa npakTuka Ha
ApPTUCTMUHATa ABOMKA € PAABK CAyYal He
CaMo CpPeA XyAOXKHULMTE OT BbArapus.



