
Since the 1960s, increasing artistic
strategies of intervening into the com-

plex of advertising and the inherent eco-
nomic structures have triggered various
marketing effects that produced some of the
pop-icons of the 20th century. With the
master of pop, Andy Warhol, it became pos-
sible that numerous genres, be it painting,
photography, fashion or music, were syn-
chronized in one artistic practice. Warhol’s
predilection for alternative settings as well
as high-fashion scenarios led to a collabora-
tion with a number of photographers, who-
se work mostly remained in the form of ads
in various newspapers and high gloss mag-
azines, symbolizing a triumvirate of icono-
graphic values, artistic efforts and market
economy. For media theorist, Marshall
McLuhan, the result of these developments
was the fact that “[w]ith very large budgets
commercial artists have tended to develop
the ad into an icon, and icons are not spe-
cialist fragments or aspects but unified and
compressed images of complex kind.”1

The iconographic value of the ad is
contained in its reflection of zeitgeist phe-
nomena, which correspond with the pro-
gression of market economy and its interfer-
ence in social distribution processes. The
exploration of the ad’s and the artist’s func-
tioning within market realities at the turn
from the 20th to the 21st century and their
economic constellations have been explored
by Bulgaria-born and Berlin-based artist
Plamen Dejanoff. Dejanoff skillfully inter-
venes into the structures of global enterpris-
es, which can be seen as a subtle under-
mining of social and economic mechanisms
as well as a successful play with the rules
set by those entrepreneurs who are willing
to deal with art. Using his own labor force
to earn money and buy art and design
objects, or letting institutions buy the space
allotted to him in galleries to place ads of
their own company, was Plamen Dejanov’s
and Swetlana Heger’s strategy during their
common artistic work in the 1990s, leading
to the fact that BMW offered the duo a Z3
roadster to Test the World.2 As a result of
the long-time collaboration with BMW,
which installed an advertising booth in the
exhibition Dream City in the Munich
Kunstverein in 1999, the Z3 now belongs
to the collection of the Museum of Applied
Arts in Vienna, around which it is parked
during the summer months in order to be at
Dejanoff’s disposal during winter time.
Linking the artist’s persona with an upper

Od πezdesetih su godina nadalje sve
izraæenije umjetniËke strategije inter-

veniranja u sloæeni svijet reklame i njemu
svojstvene ekonomske strukture rezultirale
raznim marketinπkim efektima koji su
proizveli neke od pop-ikona 20. stoljeÊa.
Kralj popa, Andy Warhol, uËinio je moguÊim
da se mnogi æanrovi, bilo to slikarstvo, foto-
grafija, moda ili glazba, sinkroniziraju u je-
dinstvenu umjetniËku praksu. Warholova
sklonost alternativnoj scenografiji i scenari-
jima visoke mode dovela je do njegove su-
radnje s nizom fotografa, Ëiji je rad uglav-
nom ostao u obliku reklama u raznim nov-
inama i glamuroznim Ëasopisima, simbolizi-
rajuÊi trovlae ikonografskih vrijednosti,
umjetniËkih nastojanja i træiπne ekonomije.
Za medijskog je teoretiËara Marshalla
McLuhana posljedica tih procesa bila Ëinje-
nica da su “uz vrlo velike budæete komer-
cijalni umjetnici tendirali tome da pretvore
reklamu u ikonu, a ikone nisu specijalistiËki
fragmenti ili aspekti, veÊ sjedinjene i sabi-
jene slike sloæenog tipa.” 1

Ikonografska vrijednost reklame sa-
dræana je u naËinu na koji odraæava fenome-
ne Zeitgeista, koji su u skladu s napretkom
træiπne ekonomije i njezinim utjecajem na
procese druπtvene raspodjele. NaËin na koji
reklama i umjetnik funkcioniraju u træiπnim
uvjetima na prijelazu iz 20. u 21. stoljeÊe i
njihove ekonomske konstelacije predmet su
interesa Plamena Dejanoffa, berlinskog
umjetnika bugarskog porijekla. Dejanoff
vjeπto intervenira u strukture globalnih po-
duzeÊa, πto se moæe smatrati diskretnim
potkopavanjem druπtveno-ekonomskih su-
stava ili pak uspjeπnim poigravanjem pravil-
ima koja su postavili oni poduzetnici koji su
voljni baviti se umjetnoπÊu. Koristiti vlastitu
radnu snagu u svrhu zaraivanja novca,
kojim Êe se kupovati umjetniËka djela i di-
zajnerski predmeti, te omoguÊiti institucija-
ma da zakupe prostor koji je umjetniku
dodijeljen u galerijama kako bi postavile re-
klame za vlastitu tvrtku, bila je strategija
Plamena Dejanova i Swetlane Heger tije-
kom njihova zajedniËkog umjetniËkog djelo-
vanja devedesetih godina, koje je dovelo do
toga da je BMW artistiËkom dvojcu ponudio
terensko vozilo Z3 za Test the World.2 Usli-
jed dugotrajne suradnje s BMW-om, koji je
instalirao reklamni kiosk na izloæbi Dream
City u münchenskom Kunstvereinu 1999.
godine, Z3 sada pripada zbirci Muzeja
primijenjene umjetnosti u BeËu, u blizini
kojega je parkiran tijekom ljetnih mjeseci
kako bi zimi stajao Dejanoffu na raspola-
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1 M. McLuhan, Understanding Media, MIT Press,
1964., 1994., str. 226.
2 Za detaljnu analizu djela Dejanova i Hegerove vidi: N.
Beroπ, Carevo novo ruho / The Emperor‘s New Clothes,
Æivot umjetnosti, br. 65/66, Zagreb, 2002., str. 58-67.
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1 M. McLuhan, Understanding Media, MIT Press, 1964,
1994, p. 226.
2 For a detailed reflection of Dejanov’s and Heger’s
work see also: N. Beroπ, The Emperor‘s New Clothes,
Æivot umjetnosti, No. 65/66, Zagreb, 2002, p. 58-67.

1. Plamen Dejanoff ispred studija u Berlinu / Plamen
Dejanoff in front of his studio in Berlin, foto / photo:
Walter Seidl, 2002.
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class market product, which also appeared
as an ad in various art magazines, contin-
ues the story of what started out as a
unique phenomenon in the U.S. of the
1960s, but, through the effects of global-
ization, has spread into various regions of
the western world until the present day. 

Quitting the common artistic work with
his partner, Swetlana Heger, brought about
the necessity for Plamen Dejanoff to visual-
ize the transformation of his, the artist’s
image on a medial/artistic surface. For this
endeavor, an image advisory board which
usually works for politicians and pop-stars
was consulted in order to negotiate the
changes suitable for the artist’s further pro-
jects. Hence, it was no longer a matter of
Warhol’s 15 minutes of fame, but, in rela-
tion to the role of the pop star (and this
regardless of the artistic medium) the ques-
tion of a long-term positioning within the
international art market. Due to Dejanoff’s
Bulgarian origin, where his name is written
in Cyrillic letters, the primary spelling of his
name in the Latin alphabet used to be
Dejanov. This spelling, however, was meant
to be changed in order to obtain a new iden-
tity as an individual artist. The various
modes of transferring the sounds from the
Cyrillic into the Latin alphabet led to the
fact that the name Dejanov was changed
into Dejanoff, which merely resulted in a
visual change of the lettering, and, through
the existing homophony in Bulgarian, main-
tained the voiced pronunciation of the labio-
dental final sound. The product eventually
induces a semantic image transfer, which,
for the English-speaking observer, might
trigger associations to the spelling of
Russian names and thus to Dejanoff’s east-
ern European descent. 

After his move from Vienna to Berlin in
2001, Dejanoff’s agenda was to achieve an
overall perception of his new life as an artist
and the specifics that surrounded his living
environment. Hence, Dejanoff went one
step further to advertise his Berlin home
and studio, which is located in a building
complex for fashion and advertising compa-
nies, in magazines such as Flash Art. The
visual realization of this development was
done together with the Paris-based market-
ing agency M/M, which is responsible for
the advertising campaigns of designers like
Yohji Yamamoto, working together with
photographers/artists like Ines van Laams-
werde or Max Vadukul. M/M created a logo
with Dejanoff’s name and the coordinates of

ganju. Povezivanje umjetnikove osobnosti s
træiπnim proizvodom za viπe slojeve, koje se
takoer javlja kao reklama u raznim umjet-
niËkim Ëasopisima, nastavak je priËe o
onome πto je zapoËelo kao jedinstveni
fenomen u Americi tijekom πezdesetih god-
ina, a do danaπnjih se dana kao posljedica
globalizacije proπirilo na mnoga podruËja
zapadnog svijeta. 

Napuπtanje zajedniËkog umjetniËkog
rada s partnericom Swetlanom Heger
uËinilo je nuænim da Plamen Dejanoff vi-
zualizira transformaciju svojeg, umjetniko-
vog imidæa na medijskoj/umjetniËkoj pod-
lozi. U tu je svrhu zatraæen savjet savjeto-
davnog odbora za imidæ, kakav obiËno
angaæiraju politiËari i pop-zvijezde, kako bi
se razmotrilo koje Êe promjene biti pri-
mjerene umjetnikovim daljnjim projektima.
Od tog se trenutka viπe nije radilo o
Warholovih 15 minuta slave, veÊ o pitanju
dugoroËnog pozicioniranja unutar meuna-
rodnog umjetniËkog træiπta u odnosu na
ulogu pop-zvijezde (bez obzira na umje-
tniËki medij). BuduÊi da je Dejanoff porije-
klom Bugarin te se njegovo ime izvorno
pisalo Êirilicom, prvobitno je na latinici gla-
silo Dejanov. OdluËeno je, meutim, da se
taj naËin pisanja promijeni kako bi se dobio
novi identitet individualnog umjetnika.
Razni naËini transkripcije iz Êirilice u
latinicu doveli su do toga da je ime Dejanov
promijenjeno u Dejanoff, πto je rezultiralo
pukom vizualnom promjenom slova, za-
dræavajuÊi zbog homofonije koja postoji na
bugarskom zvuËni izgovor labiodentalnog
zavrπnog glasa. KonaËni rezultat je seman-
tiËki transfer imidæa koji za engleskog go-
vornika moæe potaknuti asocijacije naËinom
pisanja ruskih imena i time s istoËnoeurop-
skim porijeklom Dejanoffa. 

Kada je umjetnik 2001. godine prese-
lio iz BeËa u Berlin, njegov je neposredni
plan bio da postigne sveopÊu recepciju svo-
jeg novog æivota kao umjetnika i pojedinosti
koje su okruæivale njegov æivotni okoliπ.
Stoga je otiπao joπ korak dalje reklamira-
njem svog berlinskog doma i ateljea, koji je
smjeπten u kompleksu zgrada za modne i
reklamne tvrtke, u Ëasopisima kao πto je
Flash Art. U vizualnom je pogledu taj proces
ostvaren zajedno s marketinπkom agenci-
jom M/M iz Pariza koja je zasluæna za
reklamne kampanje dizajnerâ kao πto je
Yohji Yamamoto te surauje s fotografi-
ma/umjetnicima kao πto su Ines van Laam-
swerde i Max Vadukul. Agencija M/M krei-
rala je logo s imenom Dejanoff i koordinata-
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2. P. Dejanoff, Business Card 2002
Synthetic Crystal Glass (High Polished)
LjubaznoπÊu / Courtesy: Pinksummer Genova and Tomato
S.A.

3. P. Dejanoff, Table Object 2002
Crystal Glass (High Polished)
Privatna zbirka, BeË / Private Collection, Vienna

4. P. Dejanoff, ******(plus) 2001
Synthetic Crystal Glass and Posters
Privatna zbirka, BeË / Private Collection, Vienna

5. P. Dejanoff, Collective Wishdream of Upperclass
Possibilities (Advertising) 2001
Glass, Chrome
Privatna zbirka, Berlin / Private Collection, Berlin



ma njegova berlinskog doma, koji je ubaËen
u fotografije/reklame za njegov stan i atelje
te osmiπljen u kristalnom obliku za izloæbu
Art and Economy u hamburπkim Deich-
torhallen poËetkom 2002. godine. Reklame
su objavljene u talijanskom Flash Artu i
njemaËkom Artistu, svaki put s drugaËijom
svrhom, popraÊene analitiËkim tekstom ili
naprosto kao reklama koja Ëitatelje ostavlja
u nedoumici u pogledu stvarnog znaËenja.
Postavljanje reklame koja Êe predstavljati
berlinsku poslovnu zgradu na Hackescher
Marktu rezultat je sponzorskog dogovora s
vlasnikom zgrade koji ne samo da omogu-
Êava Dejanoffu da ondje æivi uz minimalne
troπkove, veÊ time i sebi dodjeljuje poziciju
umjetnika i træiπne robe unutar globalne
mreæe poslovne reklame i njoj svojstvenih
ekonomskih odnosa.

Osim spomenutog imidæa Dejanoffa
kao vlasnika srebrnog BMW-a Z3 s koæna-
tim sjedalima bordo boje, njegov je savjeto-
davni odbor razradio i razne obrasce identi-
teta koji Êe odgovarati automobilu koji vozi.
Za umjetnikov imidæ pop-ikone likovne
umjetnosti sam BMW ne bi bio dovoljan da
mu pribavi odgovarajuÊa obiljeæja. Stoga je
savjetodavni odbor predloæio niz automobila
od kojih je svaki vezan uz odreenu ulogu
koju umjetnik ima odigrati. S obzirom na æe-
ljeni imidæ razraene su Ëetiri kategorije unu-
tar kojih Êe Dejanoff odabrati odgovarajuÊi
model automobila. U kategoriji elitnih sport-
skih kola naπle su se marke Porsche, Ferrari
i Jaguar, koje Êe umjetniku posluæiti za spe-
cijalne prilike. Za svakodnevnu upotrebu
moæe odabrati Audi, Volkswagen ili Volvo,
dok Êe u svojstvu zloËeste pop-zvijezde naj-
bolje izgledati u Fordu Mustangu ili u Jeepu.
»etvrta bi kategorija bila old-timer, ali taj Êe
korak poduzeti kasnije kako ne bi naruπio
svoju trenutnu mladenaËku pojavu. Prije ne-
go πto je odluËio o tome koji Êe automobil
odabrati, Dejanoff je proizveo 30 malenih
modela od kristala, koji se prodaju u njego-
vim galerijama kao nastavak umjetnikove
samoreprezentacije, odnosno narcistiËke au-
toamputacije, da se posluæimo izrazom
McLuhana. Rezultat je takve reklamne stra-
tegije prijelaz “s potroπaËke slike o proizvodu
na proizvoaËku sliku o procesu”, πto dovodi
do Ëinjenice da “korporacijska slika procesa
ukljuËuje i potroπaËa u ulozi proizvoaËa”.3

To omoguÊuje da kupci Dejanoffljevih umjet-
niËkih djela usvoje ikonografske vrijednosti
umjetnikova æivota koje sugerira reklama.

Kako bi se usavrπila uloga umjetnika
kao zvijezde i pop-ikone, intervencija u

his Berlin home, which was inserted in pho-
tos/ads of his apartment and studio and
produced as a crystal object for the exhibi-
tion Art and Economy in Hamburg’s Deic-
htorhallen in early 2002. The ads were pu-
blished in the Italian Flash Art and the Ger-
man Artist, each time with a different inten-
tion, either with an analytical text or just as
an ad that leaves readers in doubt about the
actual meaning of the work. The placement
of the ad to represent the Berlin office block
at Hackescher Markt resulted out of a spon-
soring deal with the owner of the building,
which not only enables Dejanoff to live
there at low costs but also positions himself
as an artist and market commodity within
the global network of business advertising
and its intrinsic economic relations.

In addition to Dejanoff’s given image as
the owner of a silver BMW Z3 with bur-
gundy red leather seats, his advisory board
worked on various identity patterns that
would correspond with the car he drives.
Relating to Dejanoff’s image of a pop icon in
the arts, a BMW would not suffice to render
the artist the respective features. Thus, the
advisory board suggested a number of cars,
which are linked to the specific roles an
artist has to take. With respect to the
desired image, they developed four cate-
gories, from which Dejanoff could choose
the relevant model. In the category of elitist
sports cars there are the brands Porsche,
Ferrari, or Jaguar, which would serve the
artist on special occasions. For daily use, he
could take an Audi, Volkswagen, or Volvo,
whereas in the status of a wicked pop star
he’d do best in driving a Ford Mustang or
Jeep. The fourth category would be an old-
timer, but  this is a step he would take later
on to not impede the current appearance of
his youthfulness. Before deciding upon
which car to take, Dejanoff produced 30
small models in crystal, which are sold
though his galleries as an extension of the
artist’s self-representation, or, in McLuhan’s
sense, narcissistic auto-amputation. The
result of this advertising strategy is the tran-
sition “from the consumer picture of product
to the producer image of process,” leading
to the fact that the “corporate image of
process includes the consumer in the pro-
ducer role as well.” 3 Hence, the buyers of
Dejanoff’s art manage to share the icono-
graphic values of the artist’s life as suggest-
ed through advertising.

To complete the role of the artist as a
star and pop-icon, the interference into the
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3 M. McLuhan, Understanding Media, MIT Press, 1964,
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economic structures of the art market,
which demands from the artist the skills
and knowledge of a businessman, finally
amounts to a visual representation of the
involved subject himself. This leads us to
the present issue of æivot umjetnosti, whose
cover presents a portrait of the artist dres-
sed in Helmut Lang as photographed for the
men’s fashion magazine GQ. Here, all com-
ponents of the Warholian concept of uniting
art, photography, and fashion with the
means of economic power have been
embodied for the first time in Dejanoff’s
artistic programmatic. What appears to ha-
ve the gestalt of a professional ad on the
outside, is broken up in the interior section
with photographs of the artist’s private life,
which are also kept in the tradition of fash-
ion photography, however with the reverse
function: not to make a fictional scenario
seem real but to focus on a real representa-
tion of otherwise fictional entities. Moreo-
ver, Dejanoff’s socialization in the Viennese
art scene in the 1990s developed an affini-
ty to the fashion of Austria-born and New
York-based Helmut Lang, which renders his
appearance on the cover a twofold mean-
ing, that of a model (an activity which he is
familiar with, for instance from working
with Belgian designer Dirk Schoenberger)
and that of a national identity with interna-
tional reach (through his involvement in the
process of obtaining an Austrian passport).

Returning to the business side of
Plamen Dejanoff’s life, his collaboration
with different companies entails a multi-lay-
ered system of links that constitutes the
Dejanoff enterprise (assisted by Dania
Kwizda). In September 2002, he signed a
one-year contract with the Swiss software
company Tomato, S.A., which suggested an
artistic contribution in the name of the com-
pany. This led to Dejanoff’s employment by
this firm, which, according to central
European standards, consists of 14 salaries
a year including holiday and Christmas
expenses. In this context, it is Dejanoff’s
task to live his usual life as an artist, but
with the exclusive rights of the company to
receive a certain percentage of all gallery
sales as well as the artist’s distribution of
his own business cards in the name of the
company.

With the mechanisms at hand and
their orientation to western economical sys-
tems, or, in other words, a tactically well-
balanced symbiosis between art and econo-
my, Plamen Dejanoff achieved to position

ekonomske strukture umjetniËkog træiπta,
koja od umjetnika zahtijeva vjeπtine i znanje
poslovnog Ëovjeka, naposljetku prerasta u
vizualnu reprezentaciju same osobe. To nas
dovodi do ovog broja Æivota umjetnosti, na
naslovnoj stranici kojega je portret umjetni-
ka, fotografiranog u modelu Helmuta Langa
za muπki modni Ëasopis GQ. Tu su po prvi
put u Dejanoffljev umjetniËki program uklju-
Ëene sve komponente warholovskog kon-
cepta spajanja umjetnosti, fotografije i mo-
de sa sredstvima ekonomske moÊi. Ono za
πto se izvana Ëini da posjeduje Gestalt pro-
fesionalne reklame razlomljeno je u unutar-
njem dijelu fotografijama iz umjetnikova pri-
vatnog æivota, koje takoer ostaju unutar
tradicije modne fotografije, ali je njihova
funkcija suprotna: umjesto da fiktivni sce-
narij uËine stvarnim, one se usredotoËuju na
stvarnu reprezentaciju inaËe fiktivnih stvari.
Osim toga, socijalizacija Dejanoffa na beË-
koj umjetniËkoj sceni devedesetih godina
rezultirala je sklonoπÊu prema modi Helmu-
ta Langa, newyorπkog dizajnera austrijskog
porijekla, uslijed koje umjetnikova pojava
na naslovnoj stranici Ëasopisa zadobiva
dvojako znaËenje, ono modela (aktivnost
koja mu nije strana, buduÊi da je suraivao,
na primjer, s belgijskim dizajnerom Dirkom
Schoenbergerom) i ono nacionalnog identi-
teta od internacionalnog znaËenja (buduÊi
da je pokrenuo postupak za dobivanje aus-
trijske putovnice).

Vratimo se poslovnoj strani æivota
Plamena Dejanoffa: njegova suradnja s
raznim tvrtkama podrazumijeva slojeviti
sustav veza koje saËinjavaju njegovo podu-
zeÊe (u suradnji s Daniom Kwizda). U rujnu
2002. potpisao je jednogodiπnji ugovor sa
πvicarskom tvrtkom za software Tomato,
S.A., koja mu je predloæila da umjetniËki
djeluje u njezino ime. To je dovelo do nje-
gova zapoπljavanja u toj tvrtki, koje mu pre-
ma istoËnoeuropskim standardima donosi
Ëetrnaest plaÊa godiπnje, kao i godiπnji od-
mor i boæiÊnicu. U tom je okviru zadaÊa De-
janoffa da æivi uobiËajenim æivotom um-
jetnika, pri Ëemu, meutim, tvrtka pridræava
ekskluzivno pravo na odreeni postotak svih
galerijskih prihoda od prodaje, dok je umjet-
nik obavezan na svojim posjetnicama istak-
nuti ime tvrtke.

BuduÊi da su mu na raspolaganju sta-
jali odreeni mehanizmi orijentirani prema
zapadnim ekonomskim sustavima ili, dru-
gim rijeËima, taktiËki uravnoteæena simbio-
za umjetnosti i ekonomije, Plamen Dejanoff
uspio se pozicionirati na meunarodno
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umjetniËko træiπte i odgovoriti na zahtjeve
koje ono postavlja pred poslovno orijentira-
nog umjetnika. Iako izloæen kritici zbog toga
πto se pokorio pravilima neoliberalnih ten-
dencija unutar struktura globalne ekonomi-
je, Dejanoff je uspio zadovoljiti zakonitosti
ponude i potraænje predstavljajuÊi svoje dje-
lo kao umjetniËku uslugu. Prijenosom træiπ-
no orijentiranih praksi na podruËje umjet-
nosti ovo potonje se automatski poistovjeÊu-
je s dijelom ekonomske proizvodnje. Tako
Plamen Dejanoff ispunjava oËekivanja koja
se postavljaju pred suvremenog umjetnika,
koji se ne æeli liπiti udobnog naËina æivota,
ali istodobno briljira svojom umjetniËkom
kreativnoπÊu i miπljenjem u meunarodnim
okvirima. t

prijevod / translation: Marina Miladinov

Projekt Æivota umjetnosti s Plamenom
Dejanoffom realiziran u povodu izloæbe
Waltera Seidla In Passing u Pavel House
Laafeld, Austrija, od 6. srpnja do 6. rujna
2003.

himself within the international art market
and the demands imposed upon a business-
oriented artist. Though being criticized for
submitting to the rules of neo-liberal ten-
dencies within the structures of global econ-
omy, Dejanoff succeeded in fulfilling the
laws of supply and demand in communicat-
ing his work as an artistic service. Through
the transfer of market-oriented practices
into an artistic arena, the latter becomes
automatically identified as part of the eco-
nomic production. Thus, Plamen Dejanoff
lives up to the expectations placed upon the
contemporary artist, who does not want to
live beyond the limits of a decent form of
existence but excel through his artistic cre-
ativity and thinking on an international
scale. l

Æivot umjetnosti developed the project with
Plamen Dejanoff on the occasion of Walter
Seidl’s exhibition In Passing at the Pavel
House Laafeld, Austria, from July 6 to
September 6, 2003.
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≥ Walter Seidl - nezavisni kustos i kritiËar.
Doktorirao ameriËke i kulturalne studije.
Trenutno izloæbeni koordinator manifestaci-
je Graz 2003. - kulturna prijestolnica
Europe. Æivi u BeËu.
Walter Seidl - independent curator and cri-
tic, Ph.D. in American and cultural stu-
dies. Currently exhibition coordinator for
Graz 2003 - Cultural Capital of Europe.
Lives in Vienna, Austria.
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6. P. Dejanoff, Collective Wishdream of Upper Class
Possibilities 2002
Tomato S.A. Businesscard
LjubaznoπÊu / Courtesy: Pinksummer Genova and 
Tomato S.A.

7. P. Dejanoff, Collective Wishdream of Upper Class
Possibilities 2002
JRP Editions Installation (Liam Gillick and M/M Paris)
Zbirka / Collection: Plamen Dejanoff Berlin

8. Plamen Dejanoff i Dania Kwizda u njihovom studi-
ju u Berlinu / Plamen Dejanoff and Dania Kwizda in
their studio in Berlin, foto / photo: Walter Seidl,
2002.

9. Plamen Dejanoff u studiju u Berlinu / Plamen
Dejanoff in his studio in Berlin, foto / photo: Walter
Seidl, 2002.


