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Nestor Kovachev born 1981 in Bulgaria,
lives and works in Vienna, Austria.

  He studied at St. Cyril and St. Methodius University in Veliko Tarnovo and at 
the Academy of Fine Arts in Vienna. In 2013 he was nominated for the Canson Prix 
Award in Paris and in 2014 for the BAZA Award for Contemporary Art in Sofia, Bulgaria. 
He received scholarships from the MMCA Residency Changdong, the National Mu-
seum of Modern and Contemporary Art, Seoul (South Korea). In 2015, presented his 
drawing series "Bronenosets Potemkin" in a solo exhibition in The Richard J. Massey's 
Foundation for Arts and Sciences, New York. Kovachev was invited to show the series 
Bronenosets Potemkin at The House of  Cinema (Dom Kino) in Moscow, among 
others, he was exhibited at the SIM Gallery, Reykjavik, Iceland, in 2017.

 “In my works, I investigate and handle with very human individual concepts 
of distance, banality, isolation, ignorance or irrelevance. It is also important for me to 
have a strong hands-on relation with my work, therefore everything is done by hand- 
from cutting and drawing to assembling.
The relation between text and image describes the visual narrative of my work. My 
drawings are inspired by cinematography and old masters, collecting analog photog-
raphy from postcards, posters, magazines and book dating from the 1930`s to the 
1980`s. That means for me to reconstruct from the past to the present and juxtapose 
the meaning of one thing on the top of another.
 My artist process includes different media and technics, from classical 
drawing series to collages, paintings, photographs, and installations – an
 interdisciplinary way to research and reinvent moments simultaneously. For me, it 
means a very dynamical scale of a practical collaboration of our view for narrative and 
undoubtedly the variety of approaches.”
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 My recent works for Drawing Now 2020 are inspired by painting of  Théodore 
Géricault, The Raft of the Medusa (1819). His magnificent painting – created exactly 
two hundred years ago have the aspects to be subjectively, politically and symbol-
licaly. For me the idea was to transfer the painting in a drawing process. It is not only 
copy the originall, particulary the moment of revent and to go more deep in the de-
tails. To use a single segment and arrange then in a new composition of themes as 
disaster, brutality, survive, tragedy, hope and death. 
The inspiration was the true story of the tragedy, and the implement in nowdays with 
all boats trying to reach Europe's cost from Africa.
Today, it could be read as a disturbing reminder of capsized vessels that have spilled 
hundreds of migrants into the Mediterranean Sea and of the grim reality of the cur-
rent refugee crisis at large.
For me every single segment of the painting, the bodies, the sea, the sky, the raft and 
the sail etc. are elements with huge response and intension.
The question was, how do they communicate to each other if I remove it from the 
position. How can I use this big intension in a small format of 
drawing?
 I saw the painting for first time ten years ago and for me is one of the best 
and impactfull images of the history of art. It deals with a case of cannibalism, which, 
against the background of the Enlightenment, shook French society. As a fundamen-
tal breach of civilization. 

Technique:
 Graphit and color pencil drawings on Rives paper

About the story:
  The painting depicts a moment of hope in the tragic saga of the Medusa, a 
French Royal naval ship that broke apart off the coast of West Africa in 1816 while on 
a mission to retake Senegal from the British after the Napoleonic Wars. After hitting 
a sandbar, the French captain filled the limited lifeboats with officers, politicians, and 
others deemed worthy of rescue and then ordered a raft to be constructed for the 147 
remaining men (and one woman)—including many Algerian immigrants—from the 
wood scraps of the sinking vessel. Lifeboats briefly towed the raft until, in an infamous 
act of cowardice and cruelty, the captain cut it loose to hasten the rescue of the men 
on the boats. When the raft was found 

13 days later, only 15 of the 147 had survived.

Facts: 
 The Raft of the Medusa was not only one of the first paintings 
created without a commission, but was also one of the first painting of the Romantic 
Movement. The shipwreck was contemporary, and it is the first time you see a French 
artist being critical of the regime. If you read first the story of Medusa, you expect to 
see malnourished and skinny bodies fighting for life. He painted idealized, muscular 
bodies, which are a strong contradiction to how men truly looked. The sky and the 
water are also definitely Romantic as they depict drama, shadow, and light.
The radical composition and one polarizing element is one dark-skinned figure 
-"mules" being on atop of a Piramide. But Gericault, as the Raft depicts, did place 
his hopes in a man of color, a black man, a "pariah". Given the fact that most whites in 
Louis XVIII's day considered black less than human–their place. That was very pro-
vocative and invited derision.

 As one critic, Kenneth Clark states, The Raft of the Medusa 
"remains the chief example of Romantic pathos expressed through the nude; and 
that obsession with death, which drove Géricault to frequent mortuary chambers and 
places of public execution, gives truth to his figures of the dead and dying. Their out-
lines may be taken from the classics, but they have been seen again with a craving for 
violent experience. " 

The Raft of the Medusa after Théodore Géricault, 2019 



6 7

The Raft of the Medusa after Théodore Géricault, 2019 
91 x 62,5 cm, Graphit, color pencil on Arches paper

The Raft of the Medusa after Théodore Géricault with colour separation, 2019
50 x 65 cm, Graphit, color pencil on Rives paper
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The Raft of the Medusa after Théodore Géricault, 2019 
91 x 62,5 cm, Graphit, color pencil on Arches paper

The Raft of the Medusa after Théodore Géricault, 2019 
50 x 40 cm,Graphit on Rives paper
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The Raft of the Medusa after Théodore Géricault, 2019 
91 x 62,5 cm, Graphit, color pencil on Arches paper

The Raft of the Medusa after Théodore Géricault, 2019 
91 x 62,5 cm, Graphit, color pencil on Arches paper
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Untitled, 2020 
140 x 200 cm, Graphit on canvas

Untitled, 2020 
140 x 200 cm, Graphit on canvas
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Untitled, 2020 
140 x 200 cm, Graphit on canvas

Moon I, 2020 
50 x 65 cm, Graphit on paper
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Moon II, 2020 
50 x 65 cm, Graphit on paper

Moon III, 2020 
50 x 65 cm, Graphit on paper
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Moon IV, 2020 
50 x 65 cm, Graphit on paper

Moon V, 2020 
50 x 65 cm, Graphit on paper
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Ice-land, 2020 
50 x 65 cm, Graphit on paper

Untitled, 2020 
50 x 65 cm, Graphit on paper
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2015 The Watercolors
water, bottles, microscope images

The work comprises collecting water in plastic bottles of two “coloured” seas, The 
Black Sea and The Yellow Sea and some microscope images. The bottle in the mid-
dle is filled with mixed water of both seas.

This simple gesture of interplay between the name, colour and location is for me a 
connection of language and globalisation processes.

For the first time the work was exhibited during the MMCA Changdong Residency in 
Seoul, Korea, now it seems appropriate to present this work in Varna, because both 
cities are located on the seaside. Microscope images, 2015, chromogenic colour print from The Black Sea and The Yellow Sea
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Me, 2016
150 x 202 cm, acryl, colour pencil on paper

Russian Endings, 2016
202 x 150cm, acryl, color pencil, ink on paper
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Untitled (Mona Lisa), 2011
67,7 x 47,7 cm laminated 1000 Puzzle, black edding

Untitled (I know no weekend after Beuys), 2013
210 x 150 cm, silicon notebook, book,  fragrance package, magazine acryl on paper
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Untitled (I Want To Amuse Myself ), 2011
150 x 202 cm, colour pencil on paper

Untitled, 2019
80 x 100  cm, chalk on paper
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Think Tank or Deep-Frozen Archeology of Knowledge, 2013
70 x 50 cm, acryl, pencil on Fabriano paper

 Initially used as a British slang expression for intellect (intelligence), the term “think 
tank” attains significance during the Second World War in order to describe groups that 
contrive military strategies in bug-proof spaces. Nowadays, the functions of think tanks 
(German: Denkfabriken) are focused on society, influencing the formation of public opinions, 
as well as triggering scientific debates.
The work Think Tank or deep-frozen archeology of knowledge consists of 20 pencil draw-
ings, repainted with different acrylic colors. The depicted characters represent various 
professions: artists, philosophers, writers, speculators, reviewers, sociologists, translators, 
composers, activists and scientists. The drawings zigzag through history, revealing distin-
guished features of the Antiquity, the Middle Ages, as well as modernity and the present. 
The selection criteria for the depicted persons are rather impulsive, drawn from my own 
experience as an artist.

Today we are overflowed by artificial images that shape our everyday life. Our own concep-
tuality, surfaced in our minds, sinks into oblivion because of the universal access to the 
technological progress.

The work What Would I Have Been If I Hadn’t Been an Artist?, expands the idea of the own 
identity and power of imagination.

from left to right: A. Rimbaud, H. Arrendt, J. Joyce, J. W. von Goethe 

Installation view at ViennaFair The New Contemporary, Booth C17, Gallery Heike Curtze
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Untitled (What Would I Have Been), 2013 
2 panels, 160 x 260 cm, oil on canvas

Untitled (I Have To Make An Artwork Everyday), 2010 
3 panels, 160 x 390 cm, oil on canvas
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Untitled (I Would Prefer...), 2019
130 x 160 cm, oil on canvas

Vladimir & Estragon (Waiting for Godot), 2014
100 x 70 cm, ink on paper 
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Anno Zero, 2014
76 x 56 cm, Nero, colour pencil on paper

Untitled, 2016 – 2018
nero, acryl on paper
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Untitled ( Le Voyage Dans La Lune), 2018
56 x 76 cm, nero pencil on paper

Untitled, 2013
120 x 80 cm, acryl, colour pencil on paper
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When you wanted to show an airplane in flight, you didn`t paint a still life..., 2015
ink, colour pencil on Canson paper

The drawings are creating on brown-paper with ink-sepia and color pencil, silhouettes are hinted behind the anonymity of images. The works that invoke themes of world 
conflicts and war identity sometimes confused with a theme of beauty and exotic. The subjects, often scenes of execution, conflict or violence, are rendered in a two-dimen-
sional style of illustration and create a deeply engaging experience. Some of the drawing consists of four or six leaves to arrange the whole scene.
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CONCEPTUAL DRAWINGS SERIES

 In the last years I have made four bigger sequences consisting of altogether 
300 drawings, which reflect on movies by Italian director Pier Paolo Pasolini Uccel-
lacci e uccellini (2012) , Bulgarian director Binka Zhelyazkova The Tied Up Balloon 
(2013), Russian Director Sergej Eisenstein Bronenosets Potemkin (2014), Korean 
movie Fisherman`s Fire (2015) directed by Ahn Chul-yeong and more recently La 
Passion de Jeanne d’Arc directed by Carl Theodor Dreyer.

I used their stories to create a new interpretation by transforming the end of the 
movies into a positive and optimistic feature. The connection between the vari-
ous projects, their materialization as well as the realization of my proposal reflects 
the continued and sustained structure of my artistic practice. This will give me the 
opportunity to make the next step in researching the cinematography of the 20th 
century and to represent another milestone the film history.

At the very beginning, the movie will be chaptered on sequences, which are creat-
ing the whole drawing installation. The single images will be integrated into a logical 
connection in order to be materialized in drawings. The series on paper will be in a 
scale 15 x 21 cm, giving the context of the completeness new body of work. The for-
mats begin to blow away from its borders and start expanding in the visual language 
of free hand drawing. Composition and set up of the single images in series are the 
prior decision and part of the whole process of creating this work. With equal con-
sistency, I transfer this historical images into a spatial imaginative concept.

To recreate a new meaning of film into a drawing installation means for me to en-
compass the viewer completely with atmospherically and physically experience.

 “Instead, we think of drawings as radical in a different way: they occupy 
another order of invention and expression; they have alternative currencies to the 
golden coin. Drawings are often produced in series or groups, in spurts and fits, 
with false starts and unclear endings. We value them for their immediacy, for their 
fragmentary, incomplete nature, their intimacy and directness; in drawings, we seek 
truth, not power.”

‘Drawings Today’, by Christian Rattemeyer

La Passion De Jeanne d’Arc, 2016 - 2019
series of 185 drawings, each 15 x 21 cm, Nero, colour pencil on paper
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Uccellacci e Uccellini, 2012
series of 80 drawings, each 15 x 21 cm, Nero pencil on paper

- Love, love! - chirp the sparrows.

Uccellacci e uccellini is a sorcerous comedy made in 1966 by the Italian director Pier 
Paolo Pasolini. A father (played by the great Italian comedian Totò) and his son (ama-
teur actor Ninetto Davoli) are walking along the deserted streets on the outskirts of 
Rome. 

They have conversations about different topics, among others about death and 
dying. The conversation entices the attention of a Crow, who is able to speak and 
introduces himself as the bird coming from the country of ideology, being the son of 
the father doubt and the mother consciousness.
The journey carries on and the Crow is still following them. Comedy is continued, the 
father reveals that he is an exploiter and in-between there are episodes with some 
slapstick: Father and son use a heap of straw as a toilet and the farmer’s wife shoots 
at them with a gun. Passolini does not mind silliness, that’s why it is astounding to 
see episodes with documentary recordings of the communist party leader Palmiro 
Togliatti’s funeral, which is placed in the film, seemingly without any context to the 
story. After the tale, both father and son return to their habits, way of thinking and 
they end with killing and eating the Crow.
I made the serial of Nero pencil drawings consisting of 80 paper sheets in a size of 
15 x 21 cm. In this work I am reflecting on the scenes of the film, which I find narrative 
and try to follow the matter as close as possible. Black and white sequences of the 
film were used as sample for the drawings and afterwards they assemble into a new 
contemporary  story.

At the end of the film the Crow is eaten by the two ramblers, but I have changed the 
ending with a subjective reinterpretation in which the Crow does not die, but moves 

on to preach and meet other people. The realistic style of the drawings stands out 
in a sharp comparison with the neorealism art and the political commitment to pro-
gressive social change.
The counterpoints were the motivation as well as the starting-point for creating this 
work. When I saw the movie for the first time, it reminded me of the situation in my 
home country. 
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Installation view of the solo exhibition Uccellacci e uccellini 2012, Gallery Heike Curtze Salzburg Installation view of the solo exhibition Uccellacci e uccellini 2012, Gallery Heike Curtze Salzburg
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Take no chances/ The Tied Up Balloon, 2013
series of 71 drawings, 15 x 21 cm, Nero pencil on paper

 “The Tied Up Balloon” is a series of 71 pencil sketches on paper by Nestor 
Kovachev that represents the individual sequences of the film The Tied Up Balloon 
(1967), directed by Binka Zhelyazkova. The Tied Up Balloon is one of the few cases 
in Bulgarian cinematography where ultimately pure abstract imagery is paradoxically 
intertwined with a distinct grotesque outline. On the one hand, the film features the 
material used for making the balloon, as well as the deformities caused by the air cur-
rents (and by some intrapersonal logic or plotline at the same time), or by the human 
actions. On the other hand, within the grotesque frame, the film puts to the forefront 
behavioural stereotypes, intensified to complete communicative deafness. While the 
abstract plotline of physical “folding” is characterised with great abundance, the col-
lective behavioural matrices are enclosed within ever enclosing repetitiveness. The 
combination between the latter two schemes is achieved to the background of a wide 
epic perspective, subjected to sequential parodic elimination as the film progresses. 
Thus, with its illustrative might, the film by Binka Zhelyazkova, having been under 
censorship for over two decades, undeniably stands as a provocative and interesting 
motif in the development of Bulgarian art of the past few years.  

The series of drawings (2013) by Nestor Kovachev is not only an attempt to articulate 
the film’s impact, but also to bring back memories of an episode from the history of 
Bulgarian cinematography shot in the form of an installation land art. Commencing 
from a supposedly existing storyboard of drawings used for the shooting of the film, 
the artist makes a reversal backward move to the means of expression, highlights and 
spatial decisions of the drawings. Thus, the wide epic frame within which the story 
of the film The Tied Up Balloon is developed is compressed alongside its comic film 
negative in the sketched series; the episodes that can hardly be outlined in the film’s 
integrity are given independent centres, foregrounding the abstract metamorphoses 
of the material, the form and structure of each film frame becoming more recognis-
able as a result. In this way the figurative compositions somewhat naturally begin to 
look like an appendage of the self of the balloon. The underlying question of “who?” 
and “to whom?” in Radichkov’s novella that the film is based on, receive a purely vision-
ary interpretation and is eventually left open: the moving object and the people chas-
ing it are stilled when the visual image gains a shared advantage in space. 

The dynamic equilibrium between object and figures finds expression in the change 
of film finale. While the tied-up balloon in Binka Zhelyazkova’s film is torn apart, the 
one in the drawings by Nestor Kovachev continues to fly freely. Ideologically, however, 
this reminds us of the immediate relationship between the “people” and the “balloon”, 
the structural unity of the “chasing one” and the “being chased”, the metamorphose 
balance between the “animate” and the “inanimate”. 

What is essentially significant here is that the drawings by Nestor Kovachev create 
projections back to the language, they recapitulate the basis of the various lingual 
systems, the possibilities and impossibilities of “translation” between the languages 
– not only between the individual languages or between the languages of literature, 
the cinema and the visual arts, but also, for example, between the different cinemato-
graphic languages (the work with citations that the author borrows from the film re-
minds of the verbal canvas of the silent movies). Thus the problems with the language 
gradually reach anthropological dimensions. The language outlines that border of 
unshared value, which separates us from one another (the kid, the donkey, the running 
city girl). Within the context of this subject matter, Nestor Kovachev sets his second 
piece of art, integral part of a larger project, prepared for “Hadji Nikoli Inn” Art Gallery 
in Veliko Tarnovo, to be exhibited in September, 2013. At the exhibition opening there 
will be a sorceress casting bullets to grant visitors protection against fright, if they 
wish to, and the moulded shapes will also be included in the exhibition.  The line 
in Zhelyazkova’s film about the need for bullet casting as a language-retrieving spell 
is positioned at a key moment in the plot. This line puts an end to a chaotic verbal 
skirmish between the Cherkez villagers, concerning the image of the other: the silent 
city girl, running after the balloon. Within the system of archaic thought the language 
of the other materialises itself into the cast bullet. It is Nestor Kovachev’s decision to 
return the static line about bullet casting to its primary proceedings. 

Nestor Kovachev has previous experience with working over similar topicalities, rep-
licating famous movies of the 60s, portrayed in a series of drawings in pencil: in 2012 
he sketched a series of eighty drawings based on Pier Paolo Pasolini’s film The Hawks 
and the Sparrows (Uccellacci e uccellini, 1966), later bought off by the Museum of 
Modern Art in Salzburg, after having been held on display at Heike Curtze Gallery in 
the same city (Aug. 20th – Sept. 1st, 2012). 
July 2013
Assoc. prof. Dr. Galina Lardeva 
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Installation view of the solo exhibition Take no chances, 2013, Hadji Nikoli Art Gallery, Veliko Tarnovo, Bulgaria Installation view of the solo exhibition Take no chances, 2013, Hadji Nikoli Art Gallery, Veliko Tarnovo, Bulgaria
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Bronenosets Potemkin, 2013/ 2014
series of 98 drawings, 15 x 21 cm, Nero pencil on paper

Martina Yordanova in an interview with Nestor Kovachev 
15th April 2015, Vienna

 Bronenosets Potemkin, based on Sergei Eisenstein’s eponymous film, is not 
your first “conceptual series of drawings”, as you refer to it 
yourself. In 2012 you create a series of 80 drawings based on Pier Paolo 
Pasolini’s film, The Hawks and the Sparrows, and in 2013 you dedicate a 
series of drawings to the Bulgarian film The Tied Up Balloon, directed by Binka 
Zhelyazkova. What prompted you to begin these conceptual series of 
drawings?

There was a DVD with some technical errors I watched in 2010; the film was experi-
encing jump cuts all the time due to poor video performance; a year later I decided 
to go back to Pasolini’s film and start work on my first drawings. I decided to put a 
new plotline together, different from the original screenplay, by integrating sequenc-
es from the film. The camera work and the local inexperienced actors had remained 

stuck in my memory, and it was these moments I have used as samples. 
The individual elements and images found in the previous drawings I have done are 
not based on pure imagination. I search for all kinds of books; I collect newspapers, 
magazines, books of science, encyclopedias, brochures, and then combine them 
only to integrate them in my drawings.  
And that is the reason why it was not hard for me to turn to cinematography with 
my first series of drawings. The medium is different, but I noticed I could follow the 
plotline to a certain extent by applying the sequences and achieving the motif of 
recurrent imagery in my work. For me, it was rather a different approach to drawing, 
a visual survey of variables.  

MA: What prompted you to choose the films you mentioned? 
NK: My choice is a form of tribute to the work of the director, yet, the visual language, 
successfully represented in each of the films, is equally important. I sometimes go 
over movies I have seen but remember little about, but I fail to find the connectivity 
that would unite and replicate my intended ideas. I have sometimes taken up draw-
ing but have eventually ended up leaving my sketches unfinished for lack of specific 
narrative occurrence or for being too banal. With the first two series it was a matter 
of finality, a matter of being able to end the story on a high note. Both Pasolini’s and 
Binka Zhelyazkova’s films have a similar ending and have been created within almost 
the same time span, but a different social environment. I am not looking for paral-
lels here; each project carries its own individuality. It even depends on the location 
where I work sometimes. 
The size of the drawings is the same, 15 x 21 cm, as well as the technique, Nero pen-
cil. These two components give the systematic touch to my work, which is why I call it 
“conceptual series of drawings”. The film Bronenosets Potemkin, directed by Sergei 
Eisenstein, stands out with its propaganda style, typical of the time. The incredible 
cinematographic qualities and the strongly accentuated scenes in the film were 
what prompted me to do this series of drawings. The plotline can always be seen 
and represented in different ways; what is more, it can even serve as an instrument 
of manipulation.

MA: Tell me more about the creation of the series, the choice of individual se-
quences and the ending you have manipulated in Bronenosets Potemkin’s plotline.
NK: The series Bronenosets Potemkin consists of 98 drawings and is the largest of 
the other four. The film is built upon 5 chronologically ordered sections, I have re-
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tained this sequencing in my work, but I have changed some parts of the plotline and 
the film ending. In part three Vakulchnik is killed and his body is taken to the shore in 
order to be paid homage to. I have dropped this part entirely, leaving the ending open. 
The series ends with a white piece of drawing paper, with fingerprints and pencil marks 
left on it, which can be interpreted as a question. Since this film is emblematic for the 
silent movie making industry, I have used many drawings with nothing but text on them 
in order to keep the narrative style going. On the other hand, I have integrated some 
others, containing as much scanty imagery as possible, making reference to construc-
tivism. Thus, I manage to achieve the desired balance. I have worked on this series 
of drawings for about a year, which has also influenced my decisions on the types of 
sequences used, on the ones I have excluded and the ones I wanted to showcase. Hav-
ing finished one specific part, I would start another; with every previous series I chose 
the sequences from the very beginning, so there was no need to go back to the film 
so often. With Potemkin it was different, I guess, because it is deep in strong images. 
However, I was thus able to make a more objective overview and create some distance. 
I first wanted to see the finished drawings and then to connect them with the next one. 
Some drawings did not fit and I had to take them out during the final process of draw-
ing selection.   

MA: Is there any significant change in the idea imbedded, from the first to the last 
series you have created? 
NK: Every film and every series is an entirely new project for me, I always start from 
scratch. There are changes, indeed, especially in the style and technique of drawing, I 
think there is improvement in my work with every new series……* /laughs here/. Before 
I started the series I had not been drawing so regularly and systematically for a long 
time. For my last series, though, I have included moments from the present as well as 
some colour pencil drawings, something I have not done so far. 
My idea builds up while working, I sometimes start one way but then the idea develops 
and changes direction. 
Not all series work out. I started work on Fritz Lang’s Metropolis but I saw how inappro-
priate it was and gave up on the idea of working on this series of drawings. 

MA: The sequential nature of the drawings could trace the relationship between 
the art of drawing and the narrative practices of film making. What importance does it 
have for you and the pieces of art you create?
NK: I believe the projects I draw need this sequential, narrative nature in order to act 

upon the viewer. I have always been interested in order and chaos, in repetition and 
uniqueness, in banality and originality, so I often juxtapose them in my work. The exhi-
bition of self-portraits from 2011, the Wittgenstein project and some of my other works 
are narrative in essence, so this is the order that helps me achieve sequence in them. 

MA: What about the repetition? 
NK: I have learned one thing in life, and that is: “Repetition makes 
perfect”.

MA: Who are the artists you bear special feelings and interest towards?
NK:  Those are actors working with various kinds of media and the different areas 
of visual arts. Among some of the names he shares are: Helen Marten, Michael Bor-
remans, Marcel Van Eeden, Ugo Rondinone, Hans Op De Beek, Jeff Wall, William 
Kentridge, etc.   

MA: In the meantime you attended an art platform for residency artists, organized 
by the Museum of Modern and Contemporary Art in Seoul (Korea), where you created 
another series of conceptual drawings, based on the Korean film, Fisherman`s Fire 
(1939) by Ahn Chul-yeong. Shall we expect any other similar series soon? 
NK: Currently, I am not planning on creating a new series of drawings, although I 
have had this idea of working on another silent movie for some time now.  

Installation view of solo the exhibition The tones ascending..., 2014, Galerie Heike Curtze and Petra Seiser, Vienna 
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Installation view of solo the exhibition,  2015, viennacontemporary, Vienna, Austria 
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Fisherman`s Fire - The Past Unearthed, 2015
series of 42 drawings, 15 x 21 cm, Nero pencil on paper

- “The time is right. Anchor Light. Let`s have fun, while we are young. Anchor Light”

 “The films begin with a village festival scene that is celebrating a big catch 
of fish. Villagers sing along “ Anchor Light”, celebrating the good harvest of the year. 
This festival scene in the film shot in a particulary documentary style makes this part 
of the film outstanding among all of the other parts. Insered both in the begining 
and again at the end this footage frames the plot by opening and closing the nar-
rative surrounding In-soon who experiences troubles in the city afer leaving a rural 
village.

 - Everything is the same as before, isn`t it?
 - Didn`t people change?

 Fisherman`s Fire is a story about loss. It is about those who have left their home, 
and also about the troubles one experiences while 
aspiring for life in the city. The film follows a mode of reminiscense through a plot 
that focuses on the loss and difficult feeling of a 
woman.”

 As in my previous series in this I used sequences and tried to re-create the story-

board of the film in a new positive manner. I used for the first time colour pencils for 
the drawings to increase the temperature in the work. As a starting point it was very 
interesting for me to have this sadden story and the text of “Anchor Light” song and 
to rebuild the fictive story of the movie into my drawings. Re-interpreted or giving 
new meaning of already existing storyboard have something to do with now and 
where I am at the moment.

I am also interested in the language of cinematography and the attempt to distin-
guish between all the drawing series I have done so far.
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 Installation view of the exhibition BEYOND THE HORIZON, 2015, MMCA Changdong, Seoul  Installation view of the exhibition BEYOND THE HORIZON, 2015, MMCA Changdong, Seoul
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PHOTOGRAPHY / COLLAGES

At some point, somewhere out there, something is put up. Or that something has long stood out there, in its place, has stood there for a long time by the time someone is 
the first to notice it. Or perhaps not. But when that something is noticed by someone who knows a thing or two, who, we might say, has a certain training, then that might be 
the hour a work of art is born.

And that someone fixes its likeness in a photograph. Then the work of art is allowed to evolve. The ordinary influences of its environment (the weather, viewers, birds, and 
other contingencies) subject it to a natural process of change. And time and again the changes are recorded in photographs.

That is how Nestor Kovachev works, as a process artist of sorts. His photographs document the work (or the place) before, between, and after. Sometimes the work disap-
pears; sometimes it reappears somewhere else.

The exhibition presents several series of photographs that grew out of the idea that art need not be seen locked up in museums and galleries—that it can also play a part, 
and play with people’s responses, in the urban setting.

Text: Eyes On

Over the Alps, 2016
30 x 40 cm cm, collage, ink on paper

 The collages re-examine the various relationships to the romantic idea of 
landscape memory and the symbol of lifestyle. Employing clippings from the SWISS 
magazine, I created and small format collages on ink-paper. The inspiration for this 
work comes from the book of Lucius Burckhardt, Why is Landscape Beautiful?. He was 
the founder of strollology or promenadology, based on methods in cultural studies as 
well as experimental practices like taking reflective walks and aesthetically interven-
tions. In the time of progressive urbanization to change the perspective from walking 
– flying, earth – sky, below – above, we meet the beautiful opposition. I am focusing 
on a concept of overlaying ink drawings and cuttings, without any human traces, the 
variety of photographic color image and drawing. The images targeting those who ob-
serve the environment with there eyes wide open.
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Living library, 2009
185 x 95 cm, c-print on paper



90 91

НЕСТОР “Fifty Days at Iliam” after Cy Twombly 2013
Edition of 100 digital posters, print on fabric, Stamp sheet Edition of 20, 
framed c-print framed Internet

For this interpretation I use as a base the work of Cy Twombly ‘Fifty Days 
at Iliam’. His series is based on Alexander Pope`s translation of Homers 
Iliad. In Cyrillic my name “HECTOP” is written almost as in the painting by 
Twombly. I made a small photoshop correction so that the name is spelled 
correctly. For the presentation in Sofia City Art Gallery I used different man-
ners such as posters, stamps, printed fabric and a digital c-print behind a 
colored glass in order to create a new perusal of my name.

Installation view, 2013, Sofia City Art Gallery, Sofia, Bulgaria

Nestor Kovachev

info@nestorkovachev.net
www.nestorkovachev.net
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