CbBpeMeHHU 6bArapckmn HaMBUCTU

Py»a MapuHcka

MHTepecbT KbM CbBpEMEHHUTE GBArapcKM HaAMBUCTU, 2 U U30OLLO KbM
HamMBa AHEC, MPW LifAaTa YCAOBHOCT Ha TepMMHA B KOHTekcTa Ha XXI| Bek
M pasMUTUTE FPaHULIM MEXKAY HaMBU3MA U ayTCAaMAEPCKOTO WM3KYCTBO, Ce
MPOSIBU B HAKOAKO 3a6eAeXUMU aKLMKU B XYAOXKECTBEHUS KMBOT Mpe3 Nnoc-
AepAHUTe Tpu-yeTupu ropnHu. Cpep TAX Hal-3HAYMMO € OTKPUBAHETO Ha
My3elHaTa ekcnosmums CaAoH 32 HAMBUCTUYHO U MHTYUTUBHO WU3KYCTBO B
[paackaTa xypoxkecTBeHa raaepus B beaorpapumk.

Te3u npoLecH NOBAMIAT U TAABHMSA BBMPOC 32 HAUBU3MA B AHELLIHWUSA CBAT
Ha rAOGaAHO KYATYPHO B3aMMOAEMCTBUE U aKTUBHA, AOPU arpecMBHa BU3Ya-
AU3aLMs, MOAPMBALLA CAKALL U3 OCHOBU Bb3MOXHOCTTA 32 HAUBHO, CbKpOBe-
HO, OTCTpaHeHO Bb3NpuATHe. [1o cBOSATa NpUpoAa HaMBU3MDBT MpEAMNOAara
XYAOXECTBEHO Cb3HaHMe HeOOpeMEeHEHO OT aKapAeMMYHA LUKOAOBKA U OT
APYTY TPAaAMLIMOHHU HaMAACTABaHMA. TOM € 3aTBapsiHE B CBOSI CBAT — MaABK,
HO TOMbA, U3TbKaH OT AMYHM AOKOCBAHMSA AO HellaTa OT >KMBOTa B H6AMU3-
KOoTo obkpbxeHue. HaMBU3MBT O4apoBa CbC CBOSATA AETCKOCT, HEMOCPEA-
CTBEHOCT U Hal-4eCTO e NMPOCBETAEH U PapoOCTeH. B Hero oxuesBa HsKakBa
MPUKA3HOCT, NOPaXAAT ce paHTacTUYHKU obpasu. LLlo ce oTHacsa Ao cTUAmC-
TUYHUSA €3UK, XYAOKHUKBT HamBUCT He pobyBa Ha ToBa Kak Tpsbea aAa ce
pucyBa. PbkaTa csikalw cama roHu npepmeTa Ha M3obpakeHUeTo, NPUBAAKAO
BHUMaHUETO My. AKO C€ 3aMUCAUM KbAE MOXEM Aa CpeLLHEM NoAOHeH Tun
XYAOXHMUK, LLE C€ HAAOXKM A2 NMPU3HAEM, Ye B YUCT BUA TOBA € NMPakTUYECKM
HEBb3MOXHO B AHELUHWUS LIMBUAM3OBAH U BCE MO-TOTAAHO YpbHaHM3MpaH
cBAT. M BCe Mak HaMBUCTU Ce paXkAaT U Te Cb3AABAT NMPOU3BEAEHUS, KOUTO
BCE MaK MOXEM A2 OMPEAEAUM C TO3U TEPMUH. AOPU KOraTo HAKOM OT TAX



Ca MOAYYMAM XYAOXKeCTBeHO obpa3oBaHMe, AOPU KOraTO XXMBEAT B XYAO-
)KECTBEHM LIEHTPOBE U Ca MOA Bb3AEMCTBME HA MacUpaH MHPOPMALIMOHEH
MOTOK.

Kak cTou BbMpOCHT € HaMBUCTM4YHATa obpasHocT B Bbarapusal [Mbpeu
HaYeHKM OTKpPUBaAME Olle Y Bb3POXKAEHCKUTe 3orpadu. B crteHonmcu u
MKOHU AOKATO LLEHTPAAHUTE MEPCOHAXM CAEABAT KAaHOHA, B MEM3aXKHUTE
¢doHOBE U B OTAEAHM XapaKTEPHU AETaMAM HUE C PapAOCT OTKPUBAME CAe-
AWUTE Ha XMBOTO HabAlopeHue. Te3n nposiBU ca CUHXPOHHU U BAU3KM AO
HapOAHWUTE KapTUHKU B MHOIO €BPOMenckn KyATypu. A oue B kpas Ha XIX
BEK Ce ABABAT M CBETCKM BEPCMM HA HAMBHOTO MU3KYCTBO. TaKbB MpUMep e
AeTonuceLlbT Ha ANpUACKOTO BbcTaHMe XpucTo Koes. 3a cbxaaeHMe XyAo-
)KeCTBEHaTa KyATypa Y Hac npe3 mbpeaTa noaosuHa Ha XX Bek He e 6uaa
AOCTaTbYHO Pa3BMTa, 32 AQ OLLEHU UAU MOHE AQ AOKYMEHTUPA OTAEAHU Hau-
BUCTUYHU AEMCTBUS, Bb3HMKBALLM TYK U TaM — CMOHTAHHO U HEe3aBUCHUMO
OT obLonpaKkTUKyBaHUTe HOPMU U HOPMU B M306Pa3UTEAHOTO HU U3KYC-
TBO. A KOrato no-kbcHo npe3 60-te u 70-Te ropAMHU MOAOBHU sBAEHUS
Np1AO6MBaT NyHBAMYHOCT, B OLLEHKaTa CU Te ca YaCTUYHO AePOPMUPaHU OT
CaMOAEMHOTO U3KYCTBO MAM MbK Ce SIBABAT KaTO Cb3HATEAHO TbpCeHa Hau-
BUCTUYHA CTUAUCTUKA Y XYAOXKHULIM CbC COAMAHA MAACTUYECKA KYATYpa, 32
KOWUTO TO3M e31K € U3pa3 Ha MopepHOcT. Aa He 3abpassime, Ye u B EBpona
HamBu3MbT B AuLLeTO Ha AHpu Pyco MuUTHMuaps e eaMH OT KAOHOBeTe Ha
MOAEPHM3Ma.

Y Hac 32 MbpBU NbT HauBU3MBT Hele NybAnyHoO akueHTUpaH B OXIN'73
B Codus, korato TBOp6U OT pasAMyHKM aBTOpU Bsixa obocobeHn B ekcrno-
3ULMATA KaTO HAMBUCTUYHM B LUIMPOK CMEKTbP OT MOYEPLM U MHAMBUAYAA-
HU XapakTepucTuku. Ho 1 npes cAeaBalimMTe ropAMHM MO peA MPUYMHU U
obcTosTeACTBa HUE HAMaxXMe TakuBa LIEHTPOBE Ha HaMBUCTUYHO U3KYCTBO
KaTo torocAaBckute XaebuHe u AropnHa, HUTO dopymn kato bpaTtucaas-
CKOTO bMeHaAe Ha MHCUTHOTO U3KYCTBO. BbArapckuTe HaMBUCTU — U3ABEHM
UAM paboTelln yCaMOTEHO — Teraexa cBosiTa 6paspa HE3aBUCMMO €AMH OT
APYT U AaAed OT KoAekTMBHa obuHocT. EpBa B nocaepHO Bpeme 6Aaro-
AapeHue Ha ABe-TPU FaAepuM KaTo MAoBpMBCKaTa ,,ApT HauB — KanaHa“
BapHeHckata ,,/Abo [ManuioH” u coduitckata ,,[Napmnx“ n ¢ nopkpenata Ha
ABOMKa AIOOUTEAU Ha HauBa Te3M HalUM HaMBUCTM Ce OKas3axa BKAIOYEHW B
XYAOXECTBEHMS KMBOT U 3arOYHaxa Aa MPUBAMYAT U, MaKap M YaCTUYHO, A
KYATUBMPAT MybAMKa OT cBOM LieHUTeAn. B roasamara cu vacT octaBaim 6es-
BECTHM U3BBH MPEAEAUTE Ha CTPaHaTa C MaAKU U3KAIOYEHUS KaTO HarnpuMep
PoceH Pawes-Pownaka, Te cb3papoxa 3HaYMTEAHO Mo obeM TBOpYECTBO,
KOETO OYaKBa CBOETO KPUTUYECKO OCMUCASIHE.

DeHOMEHDBT ,,HAaMBUCTUYHO M3KYCTBO® MPOBOKMPA U aHAAU3U OT APYrT
T1n. IMeHHO B noAeTo Ha 6e3KpailiHO MHOXECTBO OT MHAMBUMAYAAHMU MO-



YepLM, KOMTO AHELLIHATa BU3yaAHa CpeAa Ha rAobaAHa MHPopmaumsa no-
PaXXAa, HEMapLEAMpaHa Ha CTUAOBU MOTOLM U TEHAEHLIMU, XYAOKHULMUTE,
paboTewy MO Ha4yMH, KOMTO MaKap MU YCAOBHO, Hapu4aMe HaUBUCTUYEH,
NPUMUTUBUCTUYEH, UHCUTEH, UHTYUTUBEH MAM NO-06LLO ayTCalAEpCKH, 3a-
3By4aBaT He CTPaHHO M 06ocobeHOo, a KaTo AMYHM cBOeobpa3HM rAacoBe B
06LLMs BU3yaAeH XOP Ha M3KYCTBOTO. Ta3u CUTYyauuMsl MO3BOASIBA AQ UM Ce
PaABaMe U A2 M BUXKAAME KaTo SIBAEHWMSA OT obLiata MbCTPOLBETHA MaHO-
pPama Ha CBETOBHOTO TBOPYECTBO. e MOAy4aBaT paBHOMpaBHa NybAMYHOCT
U NpUBUAETUS AQ BBbAAT OLLEHSIBAHU PEAOM C APYTUTE, C MPU3HATUTE KaTo
npodecMoHaAUCTH aBTOpU. M Beue eAMHCTBEHO OT TAXHATa BOAS U pAapba
3aBUCK Kak U AOKOAKO LUE CE€ BAESIT B HALMOHAAHMSA, 3 U MO-LUIMPOKO — B
€BPOMENCKUS U CBETOBEH KYATYPEH MbT.

A OT HawaTta KpuTMYecKa Mo3uumsa 3aBUCU M TAXHaTa cbpba. B ToBa
OTHOLLEHME MpeA Hac ca HaAMLEe Pa3AMYHM BapuaHTU. HeoTpaBHa HanycHa-
ST HU Papn Hepeaues e 6e3cnopHO HaAOXeHO UMe B 6bArapckusi Xypo-
)KeCTBeH XMBOT. Apyru umeHa kato Xpucrto XPMCTOB-MOLLIKaTa NOCTUrHaxa
M3BECTHOCT HAaropapeHne Ha CUCTEMHUTE CU YYacTUA B U3AOXKOU. A nMma
M TaKMBa, KOUTO TembpBa MpPeACTOM Aa oTkpueM. Llle cnomeHa Hackopo
HamnycHaAaTa TO3U CBAT AbLUEPS Ha rOAeMUst HbArapckmn XyAOXKHUK AAeKcaH-
ABbp XXeHAOB, KOSITO MO KAACUYECKUS €BPOMENCKU MOAEA CAEA ABATOTOAMLL-
Ha MpakTUKa KaTo 6UBAMOTEYEH CMELMAAUCT B MEHCUMOHHA Bb3PacT YCETU
CBOETO XYAOXXHUYECKO MPU3BAHME U CMOAEASILLE CBOUTE TOMAU U CBEXM
POX6u ¢ 6AU3KKU U NpUATEAN.

Paz6upa ce, Bb3HMKBA U OLLE EAMH BBMNPOC — TO3M 32 KOMEPCHMAAU3ALMS-
Ta Ha AHELIHMS HauBM3bM. 32 pa3AMKa OT CBOMTE MPEALIECTBEHULM AHEC
XYAOXHULMTE OT TO3M HAUBUCTUYEH TUM aKTUBHO CaMU ce O6pBbLUAT U Tbp-
CAT Ma3apa. 3a HAKOM CaMOTO MM CbLLECTBYBaHE 3aBUCU MU3LSAO OT HEro.
ToBa, ecTecTBeHO, MPOMEHS KapTUHATa U pepAEKTUPA BbPXY XYAOXKeCTBe-
HOTO MUCAEHE.

Bes npeTeHuMa pa o6xBaHe BCUMUKM M3BECTHM M HE3BECTHU MaMCTOPU
HaCTOALLLOTO U3AAHME € KPayKa KbM YTBbPXKAABaHE Ha CbBPEMEHHUTE ObA-
FApCKM HAMBUCTU B XYAOXKECTBEHUS KMBOT Ha CTpaHara.



Contemporary Bulgarian Naivists

Ruzha Marinska

The interest in contemporary Bulgarian naivists, and generally in naive
art today, with all the conceptuality of the term in the context of the 21st
century and the blurred boundaries between Naivism and Outsider Art,
was demonstrated in several notable undertakings in artistic life over the
past three or four years. Among them, the most significant was the launch-
ing of a museum exposition, the Salon of Naive and Intuitive Art, at the
Belogradchik Art Gallery.

These initiatives raise the main issue of Naivism in today’s world of glob-
al cultural interaction and active, even aggressive, visualisation that seem-
ingly undermines the possibility of a naive, innermost, distanced perception.
By its nature, Naivism implies an artistic consciousness unencumbered by
academic schooling or any other traditional layering. It is a withdrawal into
one’s own world: small but warm, woven from personal encounters with
those things in life associated with one’s immediate surroundings. Naivism
fascinates with its childishness, its spontaneity, and is most often enlight-
ened and joyful. In it, a certain fabulousness comes to life, fantastic images
arise. As regards the stylistic language, the naive artist is not enslaved by the
way one is ‘supposed’ to paint. His hand seems to be chasing the depicted
subject that caught his attention. If we wonder where we may meet this
type of artist, we shall have to admit that, in its pure form, it is practically
impossible in today’s civilised world as it increasingly becomes completely
urbanised. And yet, naivists are born and continue creating works that we
can still define by using this term. Even when some have received an artistic
education, even when they live in artistic centres and under the influence
of a massive informational flow.




What is the state of naivistic imagery in Bulgaria? We find the initial
stirrings among the Revivalist painters. While the central personages fol-
low the canon in murals and icons, we happily discover in the background
landscapes and in typical individual details, traces of live observation. These
manifestations were synchronous with and close to folk depictions in sev-
eral other European cultures. Even before the end of the 19th century,
secular versions of naive art had made their appearance; Hristo Koey, the
chronicler of the April Uprising, is such an example. Unfortunately, artistic
culture in Bulgaria in the first half of the 20th century was insufficiently
developed to appreciate, or at least document, individual naivistic acts oc-
curring here and there, spontaneously and independently of the generally
practised norms and forms in Bulgarian figurative art. And when, later, in
the 1960s and 1970s, similar activities became popular, they were partially
deformed in being assessed as amateur art, or else they appeared as a con-
sciously sought-after naivistic stylistics by artists with a solid plastic culture,
for whom this language was an expression of modernity. We should bear
in mind that, in Europe also, Naivism in the person of Henri Rousseau (Le
Douanier) exemplified one of the branches of Modernism.

In Bulgaria, Naivism was publicly highlighted for the first time at the Gen-
eral Art Exhibition '73 in Sofia, where works by various artists produced
across a broad range of styles and individual characteristics were classified
as naivistic. But during the following years, owing to a succession of reasons
and circumstances, the country did not have any naive art centres such as
the Yugoslav Hlebine and Jagodina, nor a forum like the Bratislava Biennale
of Instinctual Art. Bulgarian naivists — whether of established reputation
or working in solitude — blazed their trail independently and at a remove
from any collective community. It was only recently, thanks to two or three
galleries — such as Plovdiv’s Art Naive Kapana, Varna’s Le Papillon and So-
fia’s Paris — and with the support of a couple of lovers of naive art, that
these Bulgarian naivists found themselves included in artistic life and began
to attract and, albeit partially, cultivate their own appreciative public. The
majority, although remaining unknown beyond the borders of the country
(with a few exceptions — for example, Rosen Rashev-Roshpaka), created a
considerable oeuvre in terms of quantity that awaits its critical, qualitative
assessment.

The phenomenon of ‘naive art’ also calls for analysis of a different kind:
in the field of the infinite multitude of individual styles kindled by today’s
visual environment of global information, with no differentiation of stylistic
streams and trends, the artists working in a manner that we notionally call




naivistic, primitivist, instinctual, intuitive, or more generally, outsider, fea-
ture not eccentrically and distinctively but as original, personal voices in the
general visual chorus of art. This situation allows us to enjoy them and view
them as events in the general colourful panorama of world creativity. They
receive equal publicity and the privilege of being appreciated alongside the
other artists, those recognised as professionals. So, now, it depends only
on their will and talent as to how and to what extent they will succeed in
joining the national and, more broadly, European and world cultural path.

Their fate also depends on our critical position. In this regard, we have a
variety of options. Radi Nedelchev, recently departed, was an undisputedly
established figure in Bulgarian artistic life. Other artists, like Hristo Hristov-
Yoshkata, achieved fame thanks to their regular participation in exhibitions.
And there are those whom we have yet to discover. | shall mention the late
daughter of the great Bulgarian artist Alexander Zhendov, who, following
the classic European model, and after spending many years as a practising
librarian, realised her artistic vocation only at retirement age, sharing her
warm and fresh creations with relatives and friends.

Of course, yet another question arises — that of the commercialisation
of today’s Naivism. Unlike their predecessors, contemporary artists of this
naivistic type actively turn to and seek out the market: for some, their very
existence entirely depends on it. This, naturally, changes the situation and
influences our artistic thinking.

Without claiming to encompass all known and unknown masters, the
present publication is a step forward in incorporating contemporary Bul-
garian naivists into the artistic life of the country.
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