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a p lace y ou’ve never BeHenus He ¢ MACTOTO, Ha KoeTo He cMme Ouitn npepu! buarapus
C YHACTBAJld B'bB BCHCI[HEIHCKUTO OHMeHale HA HAKOJIKO ITLTH: C
be en b e f ore rosieMu cOOpPHI H310K00 ol1e B HauanoTo Ha 20 B. — npes 1910
u 1928 . Cueji TOBa Ha ABa N'BTH, MOCIACAOBATEIHO Mpe3
VESSELA NOZHAROVA, poeHHata 1942 u npez 1948 r [ope-nony mo ToBa BpeMme

turator of the Bulgarian Pavilion at the 52nd CHUTYalHuATa B G},Jmpcmrm H3KYCTBO H IS'I)U(‘)IIJ‘C B B'I\JII'EIDIIH

Venice Biennial KOpeHHO ce npomensi. CTpaHaTa ¢ 3aTBOPCHA 3a]l MKeIA3HaTa
3aBeca’ M3KYCTBOTO €€ IIPEBPbIA B OCHOBHO WIEOIOTHYECKO
OP'BAKHC Ha PEKHMA, a IOKA3BAHETO MY B UyKOHHA, B KOHTEKCTA
Hd TBPa)KcCKOTO™  3amajHo  M3KYCTBO, € WM CHITHO

mﬂCTO, Ha KOETO HE CHU I\'()H'I‘p()l?lllpélH(). KM 3a0paHeHo. (?JIL‘Jl HNPEJICTABAHETO Ha
6"” n e “ BenenuaHckoTo OMeHalle Ha NeTHMa XY/JIOXKHUIM npes 1964 1.,
p 'q KoMyHHCTHUecKa DBbiarapus obGpbiia rpbh0 Ha CBETOBHATA

Becena Hoxaposa u3noxoa 3a nourn 30 ropuuu. Korato BepiuHekara creHa
pyxsa npe3 1989 r u kato ue au npeji ObIrapckoTo H3KYCTBO

BeUe HAMa IPerpajii, 3anoiuBar roJHHN Ha IPEXQjl. OPe/nia oT

Despite a very long Bulgarian absence, Venice is HKOHOMH'MECKH W nosurnueckit kpusu. Kenanuero sa efiHo

not a place where Bulgarian artists have never HAIMOHAJHO yuacTHe BBB BenenmpanckoTo OueHane vecto ce

shown before. Since the Biennale's founding in MOSIBABA B APTHCTHUHUTE CpPeln M nociae oTiuymssa 06e3

1895, Bulgarian art has been prcscnted in Venice nocaenuuu. Jlunca Ha opraHusauus, ¢iMHOMHC/IHE, JIbPXKABHH

several times. The first two collective exhibitions MPHOPHTETH MHOIO ¢a MNPHUHHUTE 3a €JHO TaKa JI'bJIro
OTCBHCTBHE.

were in 1910 and 1928. These were followed by
presentations during the Biennales of 1942 and
1948. before the political, social and artistic situa-
tion in the country radically changed (in the late
1940s) and Bulgaria was cut off from Western
Europe behind the Iron Curtain. For nearly fifty
years the communist regime used art as an ideolog-
ical tool and either heavily manipulated exhibiting
in “the enemy camp” or simply forbade it. Five
Bulgarian artists were shown in a collective exhibi-
tion at the Biennale's 1964 edition before commu-
nist Bulgaria turned its back on Venice for nearly
thirty years. When the Berlin wall came down in
1989, the apparent obstacles in front of Bulgarian
artists disappeared. But the ensuing eighteen years
were a period of political and economic hardship.
During this period, the desire to show in Venice has
often resurfaced but has just as often faded away
with no consequence. The reasons were many: poor
planning and organisation, no common will, no sup-
port from the state.

Similar reasons can account for the country’s
difficult return to the Biennale in 1999 with Nedko
Solakov’s Announcement. followed by another eight
years without Bulgarian art in Venice. Thus for the
younger generation of artists, those who began their
careers in the 1990s. Venice is not a place we've
been to. During these years many of us were able to
walk the grounds of the exhibition and see the pavil-
ions, but the prevailing sense among us has been
that we are absent from the Biennale. That is the
historical background to the title I've chosen — A
place you have never been before. Another dimen-
sion to it is Bulgaria’s recent accession to the
European Union (January 2007) — a new context,
a completely different landscape in which the coun-

C mogoGHH OpUUMHMHM MOXKe [a ce 00SCHH M TPYJIHOTO
japppiiane ma crpanara B 48-ro usganme npes 1999 ¢
patorara na Hegko Conakos rBaxuHo choOieHue” Canejipar
ome 8 TOmMHH M TpH M3jaHus Ha buenanero Oe3 Hamero

IIPHCBCTBHE. Taka 3a H3KYCTBOTO Ha NMO-MJI4J0TO HOKOJICHHC,
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try is making its first steps. To add a personal
dimension to our title, the task of curating the
Bulgarian presentation in Venice is also a situation
I've never been before.

Another important consideration in how I've
shaped this show is the space we are using: the
courtyard of the Palazzo Zorzi — UNESCO’s
Regional Bureau for Science and Culture in Europe
— a quiet, somewhat isolated, open space, with a
well in the middle, surrounded by a colonnaded
gallery. The courtyard was designed by the 15th
century architect Mauro Codussi and has a distinct
sense of Renaissance harmony.

Thus my criteria for choosing the artists for this
show were two: their ability to respond to the over-
all theme and their sensitivity to the space.

Although the three artists were born within a peri-
od of ten years, they share the same historic memo-
ries. They have followed different paths and built
their careers in different places, but all three are
sensitive to the specificity of the Bulgarian situati-
on and are able to translate it into global artistic
language.
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Stefan Nikolaev, Smokers die younger, 2006, courtesy of the artist and CCC, Tours, France, photo A. Morin

TOBA NOKOJICHUE, KOCTO 3AN0MBA JIA IPAJIH NPOGICCHOH:LTHLTE Cit
Kapuepa Hak 'bjic npes 90-1¢ rojuan, BeHens ¢ Maero. Hit koeto
HUKOT'd HC C ITPHUCBETBANO. Pa';(lnpa CC, TTOYTH BUCKH YT Huc g g
Pas3XoOK/ai U3 NABHIHOHUTE Ha OHCHAJICTO, HO Ch3HAHIUTO, H¢
HAC TYK, HA TOBA MSACTO, HH HAMA, € ocTaiio, Tosi ¢ uiero
HCTOPHUYECKHSIT ACMEKT Ha TeMaTa rMacTo, Ha KoeTo He o 611
npean’ B Hauwanoro Ha sinyapu 2007 ©ocae MHOTOTO/HILER
veuanst, Bearapust crana uien Ha EBporciickins ¢niws, Ilo
CBUIOTO BpeME NPUCTHCHA W NOKaHATa fa O'bla RAPUTOR HA
Onarapcku nasunnon B Guenaneto. JIBe cuoiThs ¢ pivsaited
Maiad, KOUTo odale MO3BOIABAT €JHOBPEMCHHO 1 I00WICH I
JMYeH npountT. Te HocTaBsAT UANOTO CBOMTHC B KOHTCKCT H
HOBa cHTyauus. O30Banu cMe ce Ha HOBO MACTO. Bt MHCTO. Ha
KOeTO He cMe OHITH NIPEejIH.

Tosa Oellle TbpPBaTa XapaKTEPHCTHKA HA CHTVUILINTA. ¢ KOATO
TpadBaue Jla cc  cho0dpaids, ThPCCHKU  (hoPMAIATE HA
KYPATOPCKHsi cH HpoekT. [Ipyrusit Baxen aciekt Oeie
KOHKPCTHOTO M3J10K0€HO [POCTPAHCTBO — BLTPUILINMT JB0P
HA CrpajlaTa, B KOATO ¢ IOMEIAB €BPONEHIROTY DIOp) Ha
IOHECKO — [Tanano 3op3u. Kpacusa penecanconi noctpoiika,
pabdota Ha apxuTekT Mauro Codussi ot 15 5. ¢ noxpima
rajgepus ¢ KOJTOHAZH H apKH H MaJKa OTKPHTA "LICT. B LUeNTLPa
Ha KOSITO HMa K1ageHell. COKORHO. MaTKO H30TIPHI0 MACTO. B
KOeTO [apH ycelllaHe 3a peHecancoBa xapvomnd. Taka
KpPHUTepUHUTE, IO KOHTO TPAOBalle Ta Hampaps Cuos 15300p 0



I reached the decision to work with Pravdoliub
Ivanov, Stefan Nikolaev and Ivan Moudov after an
analysis of their presence on the Bulgarian and
international art scenes and the issues the artists
raise in their works. I also wanted to present a gen-
eration of Bulgarian artists who started their
careers at the end of the 20th century and the
beginning of the 21st — a generation with which I
myself identify. Although the three artists were born
within a period of ten years, they share the same
historic memories. They have followed different
paths and built their careers in different places, but
all three are sensitive to the specificity of the
Bulgarian situation and are able to translate it into
global artistic language.

Pravdoliub Ivanov (b.1964) is an artist for whom the
specifics of an exhibition space and its locality are
especially important. His installations and objects
seek to identify absurd and amusing elements in a
situation and provide insightful commentary on it.
As the artist himself notes: “I consider my works to
be small pieces of fictional realities that I try to stick
in between Reality and its meanings”.' I was very
eager to see Pravdoliub go on his first-ever visit to
Venice and explore the space in the Palazzo Zorzi
courtyard. His impressions from it were seminal for
how his work for the biennale has evolved.

My strongest motivation for choosing Stefan
Nikolaev (b.1970) was curiosity. On the Bulgarian
art scene he is recognised simultaneously as a
Bulgarian and a foreign artist. He lives and works in
Paris, where he received his education, but his work
continues to reflect the Bulgarian context — hence
his unexpected, somewhat removed interpretation
of the situation in the country. I admire his works
for their mix of analytical precision and light humor,
and the interplay between fun and seriousness.
They operate on multiple levels of meaning and
bear complex influences from the cinema, advertis-
ing and pop culture.

If there is one contemporary artist whose name is
recognized by those in Bulgaria who are now in
their 20s, then this is Ivan Moudov (b.1970). He
appeared on the country’s art scene in 2000 and,
with little effort, has been able to turn every situa-
tion that intrigues him into an artwork. His eye for
important social and artistic agendas combined with
his talent for drawing wider audiences to his per-
formances and happenings have earned him numer-
ous fans among younger people in Bulgaria. His
Traffic Control (in which he masqueraded as a
Bulgarian policeman and directed traffic at a cross-
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ABTOpPH CTaBaxa Hall-MalKo JiBal TiXHATa CHOCOOHOCT
€JIHOBPEMEHHO [la PADOTAT € TeMaTa i ¢ MPOCTPaHCTBOTO. [lo
KpailHOTO pelueHie aBTopHTe Aa ca umenno [Tpaspomniod
Mpanos, Crecpban Hukonae m Mean Myjos, crurnax cief
NepHoJl Ha aHAM3 HA TAXHOTO NMPHCLCTBHE Ha Obirapckara n
MEKJYHAPOLHATA CIEHa, KAKTO M B3UMaiKi  NpE/IBU
npoGaeMHTe, KOUTO MocTaBsixa jocerammnTe M padotn. Ha
I'EPBO MSICTO, Upe3 H300pa cif ce oUTax Aa fam odpas Ha 110K-
O/ICHHETO, KOETO €€ TOABH B GRJITAPCKOTO HIKYCTRO B Kpasi Ha
20 B. u nayanoro Ha 21 B. IlokojeHue, ¢ KoeTo camara a3 cc
wieHTHgHIIpaM. Be3pacroBaTta pasiinka MexJly asTOpHTe € B
pPaMKHTE Ha eTHO JIeCeTHIEeTHE, NTOPAIH TOBA T¢ HMAT CXOJIHH
ueroprieckn cnomenn. [To paziuyHn bTHILA B HA PA3/IHUHK
MECTa HIrPakKaaT npoeconaiHaTa ci KapHepa, HO 3anaspar
CHIHNSA ¢ pedIIeKe K'bM cneipguunaTa G'birapeka cuTyatus u
YCIENHO f NPEBEK/IAT Ha TT00AICH XY/I0KCCTRCH C3HK.

[Ipasgoniod HMeanos (1964) ¢ cpejl asTOopHTE. 38 KOWUTO
creuH$UKaTa Ha KOHKPETHOTO H3N0KOCHO NPOCTPAHCTBOTO H
KOHTEKCTHT HAa MACTOTO HIpasT OCHOBHA poss. Herosmre
AHCTANALUMM M OOCKTH ThHPCAT abCypHUTE H 3a0aBHH MOMCHTH
B KOHKPETHATA CHTYALMATa, KATO MM JIaBaT WHTCIUICHTEH W
3aaba00deH KoMeHTap., KakTo caMusT XyJOXKHHK KasBpa:
rPasrnexgam cBouTe paboOTH, KATO MAJKH KbCYeTa OT
M3MHCTIEHA PEaTHOCT, KOMTO a3 ¢ ONHTRBAM J1a CHENs MEKJY
HefcrpurennocTra W HewHuTe 3HaueHus”  Ouaksax ¢
HETBPHEHHE BIH3AHCTO MY BbE BeHens. K'beTo Toi HaucTHHA
cTbIBALIE 3a NMPLB nar. HenoepeicrpeHaTa My peakius cipsMo
KOHKPETHOTO M#ACTO Oclie OT pellaBallo 3HauCHUC 3a
Obaewara My padoTa.

H360p T Mu Ha Credhan Hukosaes (1970) Genre npojukTysan
oT uKcTo modonuTeTio. 3a ObArapckarta CUCHa TOH ¢
eHOBpEeMeHHO M cBon, n uyx/l. Herooto obpasoBanue n
KapHepa ce cayusar B [Tapuk. HO OBATapcKus KOHTEKCT €
HCOTMEHHA uacT oT pabortata my. M Moxe Ou umenno sapaun
TOBA B TAX [TOKAJTHOTO HAMHMPA HEOUAKBAH BBLHIIEH TPOMHT.
JlonmajiHaxa MM CJIOXHOTO CHLUCTAHHE HAa JIEKO YYBCTBO 3a
XYMOP H aHAJIHTHUHA [PEIU3HOCT, Ha 3a0aBa M CepPHO3HOCT B
paGoTure My, B rtax morar ja ObaT IpoueTeHH pasiHuHi
CMHCJIOBH HHBA, CIIOXKHH BIMSHUA OT KHHO. peKlaMa. 1o
kyarypa u life style.

AKo TpsOBa 1a KaXeM €/IHO HME Ha XYIOXKHHK, Koero 20-
rojuiauTe B bharapus 3HasT, To ToBa e Mean Mynos (1970).
Toi ce nosieu Ha O'bJIrapekaTa apT ciena B HauanoTo #a 2000 .,
M € JICKOTA 3al0YHA [1a IPeBPBbIIA BCAKA HHTPHUIYBALLA IO KHT-
eficKka CUTYalllst B NPOH3BeNeHHe Ha H3KycTpoTo. Herosuar
TalauT jla BRBINYA nyGIMKaTa B aKUHATE H n'bpdopmancuTe
CH, KATO €HOBPEMEHHO C TOBa MOBJIHIAa BAXKHN BHIPOCH, TO
HAMPABHXA JI00MMell Ha MIAoTO nokojenine. CnocobHocTTa
My /14 CC HAMECH B Pefla Ha aBCTPHHCKO KPBCTOBHLIE, 0DJIeucH
kato Owarapckn nomunai  (Traffic Control, 2001) w
(pMKTHBHOTO OTKpHMBANE Ha My3cil 3a CBBPEMCHHO H3KVCTBO
(MUSIZ, 2005) B Codpust Gs1xa cpejt paboTHTE, KOUTO MU JIajloXa
YBEPEHOCT, Ue NPHCHCTBAETO Ha MBan Mynos Moe /la Hanpasu
AKTHBHA BPBL3KA MEXKAY CKpUTHA B ymunurTe Ha Beucuus
O'BAAPCKE TABHIHON W ITyOIHKATA U3 IPYTHTE H3JI0KOH.



Pravdoliub Ivanov, Pessimism No More, 2004,
installation view and detail

road in Graz, Austria)’ and his MUSIZ (a fictitious
opening of a Museum of Contemporary Art in
Sofia)* gave me the confidence that in Venice he
would be able to make an active link between the
somewhat concealed Bulgarian pavilion and the
other exhibitions.

Before I discuss the works that Pravdoliub, Stefan
and Ivan have put together for the Venice show, 1
would like to go back to our overall theme and say
that A Place you have never been before should
also be taken with a bit of irony. This irony springs
from our current national scenario. We've made
elaborate efforts to become part of a larger
European world of order, security, cleanliness and
higher living standards. But just as our accession
odyssey is about to be over, we are beginning to
understand that the world we've coveted is not as
orderly, clean and rich as we had imagined... and
secure... even less so. We are also beginning to
sense that the world of infinite possibilities that we
believed in is, in many areas of life, strictly con-
trolled by state and market mechanisms and that
these restrictions feel as tight as our former state
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Bpumaikn ce KbM IPeABAPHTENIHATA KOHIENTYLII PavKa
rMsictoTo, Ha KoeTo He cMme OManm npefu? e rpadsa 13
NOIMHHABAME HEHHHUSA HPOHHYCH MPOUMT. TyK ce Kpue upoista
Ha OBATAPCKHS MCTOPHYECKH CHEHAPHH, CHOPEL KOATO 1
J'BJITO TPA/IMM IUTAHOBE J1a CTAHCM HACT OT €IHA HOBI VAl
— 3anajiHius CRAT C BHCOK JKU3HEH CTAHIAPT. B KOWTO 1P Pel,
yucToTa M curypHoct. Criejl Karto cMe Bede Ha QuHL I Hi Tum
ofces, pasoupaMe, 4e ChIIUST TO3M CBAT BCUC HC U HITO
TONKOBa OOraT, HHTO € TOJNKOBa NOJPEJEH, YHCT 1N Hai-
MalKoTO curyped. HamuTe npejacraBm 3a CBAT. NRICH ©
Oe3npefenl BL3MOXKHOCTH, €a HEYCETHO MOJMUHCHH 0T
YCCUIAHE 33 CHJIHO KOHTpOIHpaHa cpena. I'panuiiire. Makap i
reonOIHTHICCKH IIPEMAXHATH, NPOJULIIKABAT Ad CLILLCTRY BT
MO-CHITHH | CTETHATH OT BesiKora. [TpolectT e npoTekh cikali
HEYCCTHO H HAMBIIHO JJOOPOBOIHO. B HMETO HA CHIVPHOCTTA It
HiacsTa 3a BceoOLO ONArof[eHCTBHE HE YCellaMe Kak oT
BCEKHJIHEBHETO ['LPBO H3Ue3BaT ApeOHUTe Hella. B sunaioTo
TC Ca CMATAHM 3a IPHBIIICTHS WIH IOPH JYKC.,
THOTIOHONYIICHETO B HAUANOTO Ha 20 B. ce Mpesphiii b uipas
Ha sipKa M3siBa Ha HMHIMBHIVAIU3BM. ZKecThT Ha phkaTa,
JBLPAKALLA 3alaJIeHA LMTapa, ¢e IPCRPbILA B CUMBO/ITICH 00pa3
Ha eMAHUMOHPAHATA KeHa, cBOOOJHATA W3SBA HA Kparnin
HACTPOCHUS. IEMOKPATHUECH KCCT, IPHCBIL HA BCAKA COILIHA
knaca. Whar Goes Up Must Go Down na Credan Hukonacs
H3IHra MEMOPHAI Ha TO3H O€3BL3BPATHO OTHUIL/ CH CBAT HA
cuMBomu 1 KecToBe. TpumeTpopara OpoH3oRa 3anaika Dupont
3acMa THPKECTBEHO LEHTLpa Ha ABopa. Ta e mocrasena mupxy
HCPCH NOCTAMEHT, TUIAMBK'ET Ha I'BEYHHA I OI'Li’™ OTHpaud
MHCBITA K'BM MOHYMEHTHTE HA 1HE3HANHAA BOMH. B To31 cvuai
FBOMH'BTY KOHTO CHMBOJIHYHO MOYATAME INPHEMA OOpai HA
MBKECTBEHHs FePON NPOTArall PhKa ¢ TOpPAMa 3K Kb
IHrapaTa Ha yA3BUMa sKeHa, B uepHo Oan puam ot 3-Te & Mur
Ha THIIAHA. B KOHTO CAKAIL CC 4yBa MOYYKBAHETO Hi LHTPATd
B CT'BKJIOTO HA “YaCOBHHKA, MAIKO TPEIA Aa ODAe samiiehi.
Hartpanune o6pas ot rHewara ot xusorta”™ ¢ Muwen ko
u Powmu lnafpep — xnacuka Ha 70-re rogunn. Cera Tesn
o0pa3n B MacoBaTa KyJITypa ca Hesb3Moxuu. Te Jopn e
AKUBCAT anoOKpH(eH HAYUH Ha JKHBOT. OT TsX CMe ¢ OTRIA
HAITBJIHO JIOOPOBOIHO, KATCTOPHYHO 1 3aBHHArn. Beunust oren
HA T3 3a11AJ0Kd ¢ H 3 OCTAHAIHAT B'bE BEUHHTE JOBHH 101¢Ta
Ha HaleTo MuHano MapnGopo men. What Goes Up Most Go
Down — xakgo Jla ce npasu!? Mcerata, KBM KOHTO M (¢
CTPCMUIIH, YTOIMUHHTE OCTPOBM, BCYE HE €A TOBA KOLTO
ovaksame. Moskem nin jla pasdepes 1ipaBiiaTta Ha Hrpata. b
KOSITO 3M0MBAME JIA HEPACM CBOSTA HOBA ponsa?

ITBTYBAHETO K'bM HOBO MSICTO HH [laBa Bb3MOXKHOCT Ja Ce
MOUYBCTBAME RTCHICCTRCHUIM M oTKpuBarean. Torasa e
MOMKEM [ld HC VCCTHUM M ChINBTCTBALMTE ['BTEHICCTBHETO
CMOIHKI — BLJIHEHHE Npefl HeuspecTHoTo. ToBa uyecTso e
[PeMEeceH0 ¢ HOTKN HA Y3KAC U TPBIKA NPEj| HEW3BCCTHOCTTA.
MeTachopaTa Ha I'bTYBAHETO € HEN3MEHHA YACT OT Camis 00eKT
Ha TbpeeneTo. Henmo3HaToTo MICTO € 1acT OT HEeus NPOIEC Ha
HErOBOTO JlocTHraHe. B To3n MeTaopHUeH CUEHAPHI 1y
MHOTO VCELIAHE 3a NaMeT W MCTOPHS M KAKbB 10-N0XOLHI
IEKOP OT NOTLHANATA BB Boja BeHeltnst. MsAcTo. chilajeho ot
H 33 I'LTEUICCTBEHHIH H aBAaHTIOPHCTH. M aKo ToBa ¢ HOBOTO
MSICTO. KOETO IOCTABIME Ha W3C/IC/BAHE, TO KAKBI CMC HIE
BKTIOUHTH ¢€ B OOLIMS [IOTOK OT XOPa W3 APeBHHTE VInukn!



Pravdoliub Ivanov, There are No Forbidden Thoughts, 2007,
installation Gallery Steinle, Munich, Germany

borders. We are also beginning to realize that in the
name of security and affluence we may have to re-
think and lose bits of our everyday lives that were
once important to us and that in the past were con-
sidered a privilege, a luxury.

Smoking is definitely one such thing we have had
and will have to re-think. At the beginning of the
20th century smoking was a marker of individual-
ism, of the freedom to express extreme opinions, a
democratic gesture that transcends class. A woman
holding a cigarette then was her statement of free-
dom and independence. In his work What Goes Up
Must Go Down in the Palazzo Zorzi courtyard
Stefan Nikolaev has built a monument to this van-
ished, irrecoverable world. His three-metre tall
Dupont lighter takes up the centre of the courtyard.
Sitting on a black pedestal, the sculpture and its
“eternal flame” are reminiscent of the monuments
to unknown soldiers around Europe. In this case,
the deceased are the images of a time gone-by — a
masculine man holding up a lighter to a vulnerable
woman’s cigarette in a black-and-white 1930s film,
or chain-smoking Michel Piccoli and Romy
Schneider in the seventies classic Les choses de la
vie." The eternal flame of Stefan Nikolaev's lighter
burns also for the Marlboro man, who has been left
behind in the eternal hunting fields of our past.
These pop culture images are no longer possible in
our world. They don’t even stand a chance for an
apocryphal life. We've given them up voluntarily,
categorically and forever. What goes up must go
down — there is little we can do! The utopian
places we aspired to are no longer what we once
expected them to be.

There a few places in the world provoking as many
aspirations as Venice during a biennale. It attracts
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Tyk ce Kpre HPOHHATA HA O'BATAPCKHA HCTOPHYECKH
CIeHAPHIi, CIOPe/] KONTO HIe ThIT0 FPajgnM
IUIAHOBE [ CTAHEM YACT OT €IHA HOBA CHTYAUMs —
3anaHKs CBAT ¢ BUCOK JKH3HEH CTAHIAPT, B KOHTO
uapH pej, uncrora u curyproct. Ciiej Katro cme
Bede Ha uHATA HA TA3H OJHces , pa3dupame, e
CBIIMAT TO3H CBAT BeYe He € HUTO TOAKOBa dorar,
HHTO € TOJKOBA MOAPEAeH, YHCT HWIH HAH-MAIKOTO
CHT'YpeH.

Hsima jipyro msicro B cBeTa, K'bM KOETO ca OMIH OTIpaBsHE
TOJNKOBA MHOIO BTPCHUYCHH noriejn. [leceTKUTE H3M0KOH
Np'bCHATH M3 usia Beneunsa no Bpeme Ha buenanero, na
HPakTHKA ChOMPAT LEJIUs CBAT Ha NPOgEeCHOHAIIHO rIle/lalluTe.
Tesn. 3a kouto ounrTe ca TpeHupan wmyckyla. Pabdorata nHa
IMpagpontoé Meanor Memory is a Muscle Bpbina oGpaTHO
TOYHO TO3M BTPEHYeH B noriaeil. OrpoMHa CHIHKOHOBa
FHPHYKA, KOSTO BMECTO TEXKECTH UMa JIBE OUYHM K'bjl0a BIEPHIIH
nores B 3putens. [TpoecnoHaauus TypucT ce ¢ npesbpHall B
aMOMIHO3EH CNOPTHCTH, TPeHupalu cetusata cd. Herosure
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the attention of practically everyone in the contem-
porary art world — those whose profession is to look
at things and to make things to be looked at, those
for whom the eye is a trained muscle. Pravdoliub
Ivanov's Memory is a Muscle is a response to these
staring eyes. It is an enormous silicon dumbbell
which instead of weights has an eye at either end,
staring at the viewer. Today’s professional tourists
have turned into ambitious sportspersons training
their senses like someone would in a fitness room.
The eyes and the dumbbell merge into an absurd
object. The eye-dumbbell is simultaneously a per-
ceptive sensor and a piece of sports equipment for
training the memory. The work is in stark conflict
with the Palazzo Zorzi courtyard and engages in a
complex dialogue with it. I am reminded of Yosif
Brodsky’s thought that “we experience an event
when something unexpected appears in a space
accustomed to its contents™.’

If the works of Stefan Nikolaev and Pravdoliub
Ivanov seek to describe what happens to us when
we find ourselves in a place we've never been
before, Ivan Moudov occupies himself with how his
arrival can influence the place itself. He is not con-
tent to work within the boundaries of the Palazzo
Zorzi courtyard and takes full advantage of the pos-
sibilities that the whole of Venice has on offer. With
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Stefan Nikolaev. Sickkiss. 2006. courtesv of the artist and Galerie Michel Rein. Paris

FPEHAKOPH. CIIOPTHUTE MY FHPIMKIL €A OUHTe. EHoBpeMento
MYCKYJT M UYBCTBHTCICH CEH30P, IO KOHTO IIpeMIiHasa
ungopmanmgTa. Tloctagen B IpoOCTPancTBOTO Ha TNOKPHTHA
napop Ha IHanauo 3op3u, To3n 00eKT ¢IHOBPEMEHHO TONaja B
TCHKBLK KOHPIUKT ¢ KPACHBATA PCHECUHCOBA APXHTEKTYPa I B
CBLUOTO BPEMC 3aM0MBAT CIOKEH JHAIOT ¢ HEA. T... N0ABaTa Ha
HCILO  HCHPCACKA3yeMo  cpea eano  CBHKNano  Che
CBI'BPAAHHCTO  CH  MPOCTPAHCTBO  BHYIINABA  YVBCTBO 3
cnouTHe”

Myenno topa yeewane 3a ¢hOouTHe, 3a KoeTo rosopn Hocid
bpopckn. Moxe 1a KOMEHTHPA HoABaTA Ha padoTaTa Ha VBaHos
B KOHKPETHHA KONTCKCT. 3a KPACHBHA PEHECAHCOB JBOP,
HETOBHAT OOCKT Makap H JIOOpOHAMEPEH I OCTABA UYK] N
arpecnser.

M axko ¢ paGornre cn Credpan Huxkonacs u TTpasgonod
L‘]I‘A”H]ﬂ CE OMUTBAT [1a ]IEI\'IL'I)H I il'IIUH(Jp Ha Hh]lpl)(}l e KHhHU
€ JIa CH Ha HOBO MACTO, MACTO Ha KOCTO HC ¢l O/ 1pej, To
TPETHAT VHACTHHK B m3i0xk0aTa Mean Myjlos ce Bb3nonssa or
BCHYKH BBLI3MOAKHOCTH, KOWTO H3NPCUYNUIOTO MY C¢ THOBO
MACTO™ My npejtoctass. C NPHCBIATA CH JIeKOTA. TOI He ¢¢
SAJ0BOIABA CAMO € M3J0KOCHHTE BBL3IMOKHOCTH HA [IBOpA
Herorara patora Wine for Openings nogMonano nasisa B
CKCHOSHIMMTE Ha JAPVIHTE HALMOHAIHN NaBuinosn. Buxoro,
CJiH 0T pekaaMuuTe 00pasn B HoBute TIP-kamnanun Ha
Bhirapus, ¢ NPCjUIOKCHO OT aBTOPA 33 OTKPHBAHCTO HA
HATOAKONTC HA HCTOBUTC KoOJierd., AKecThT ¢ JIHUCH. 3al10To
BHHOTO ¢ Ch3/IAJICHO He O3 VHACTHETO HA CAMMAT XV/0KHUK,
'T()H‘rl c L','IH(?HPL'"\IUHIIO III‘FHI\'HHHHHL‘ K'bM C'I;]Tpl[‘lilCTIIO
CHMBOJIHYHO []U‘ICPHHHHC. B UCeCT HA HALITWA H(_)H(JITplll."lst’,J.UHH.'I



Ivan Moudov, Fragments, 2003/2005,

|

installation view: ATA Center (Institute of Contemporary Art) Sofia, 2005

typical expansiveness, he makes a surreptitious
entry into the other pavilions. He has offered the
curators of all exhibitions at the biennale to launch
their shows with his Wine for Openings. Wine is a
typical Bulgarian export and a pervasive element in
Bulgaria’s PR campaigns, but Moudov’s gesture is
personal — he has produced his own vintage of
Cabernet Sauvignon for the occasion. His work is
an invitation to celebrate the re-accession of our
long-absent pavilion but also a play on Greek
Dyonisias, Roman bacchanalia and ancient sacrifice
rituals which he interweaves with the tradition of
exhibition openings. His wine is expected to have
the supernatural power of improving the reception
of artistic intentions and the karma of artists, and of
even creating the right mood in which collectors are
willing to buy. Moudov’s presence at the Venice
Biennale is literally fluid!

Moudov’s other work in Venice is no less provoca-
tive. A figure — Moudov himself — steals in on a
video screen in the Palazzo Zorzi courtyard and like
a preying animal runs across to an artwork laid on
the ground, snatches a piece off it and disappears.
This video demonstrates the manner in which Ivan
Moudov has put together his Fragments, a collection
of bits from artworks by world famous artists, which
he has, bit by bit, stolen from galleries and museums
around Europe. The fragments, “collected” over a
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C¢ MNABH/IHOH M HPOHHYHA HUI'Pa C YCTAHOBHTC TPaJHIHH. Ot
€JHA CTPAHA TO ¢ 3aHIPABAHC ChC CMUCHIIA HA PHTYAIHOCTTA:
[MEHE HA BUHO [IPH JAPEBHATE THPIM, POJISTA MY BBB CIIEHH Ha
)K'C]')TBU[IpI-IHUIIICHUH u BaxaHanuu T.H. B KOHKPETHHA C"I'\"lfl}_i
ofaue TO HPOHUUYHO € HAMCCBA B JIPYT THI PUTYAJIHOCT. Ta3in
Ha M3M0KOEHOTO OTKPHBaHE. YcCnspa jja My npujane nodTH
CBPBXECTECTBEHH Bb3MOKHOCTH. Bino, koeTo npasn no-106po
BB3NPUHCMAHCTO HA APTHCTHYHHA 3aMHUCLJI, BHHO, KOECTO
mono0psABa KapMaTa Ha aBTopa, MOXKe [la Hakapa JlopH
KONEKIHOHEPUTe [ KYNYBAT, CL3AABAHKK MM HOAXOIAII0
HACTPOCHHE, BHHOTO OT KOETO Ha CYTPHHTA 1IE HMmall
MaxMypryk. B cayuast 6barapeku Maxmypayk! TIpuesersuero
Ha MyJ0B BLE BEHELHAHCKOTO OMEHAlle ce Jiee ¢ JIeKoTa, B
OyKBaJIHKSl CMHCDBI Ha gymaTta. Ho Toll He ce orkaszega u 0T
IPYTH UBEPCHOHHH 3anaud. EjlHa gurypa ce npoMbKpa Ha
eKpan B JIBOpa Ha Najaloro. 3a ceKyHIH, Kato jieOHelo
[IJIS9KaTa ci JKHBOTHO, ABTOP'BT €& MPUTHYBA J10 NMOJIPE/IcHa Ha
3emsaTa MyseiiHa pafoTra U B3MMa uacT oT Hes. Harmepwo
MpeacTapsaie Ha HATMHA, IO KONTO B IIPOJIBIIKEHHE Ha S TOJIMHM
e cpanangena paGorara @parmentn (2002-7). [Mapue no napue,
B HCTOBHTE 4YCPBEHH JBPBEeHH KydapueraTa, NOTHLBAT
OTKpajHaTiH ¢parMeHTH OT paboTH HAa CBETOBHO H3BECTHH
xyoxkuuin. ToBa e HeroBHAT JHYEH My3ell. CLOpaH HAXAJIHO,
Ha pbhOa HA 3AKOHA H JOPH NMpeKpavBailki To. ¢ YCelaneTo 3a
M3B'BPIIBAHC HA CBCTIIO MMPOCBETHTENICKO JIeJI0 — KOIEKLUUATA
Ou 3aMeccTHIa Makap n ripparMeHTapHo” Juncata B b sarapusi
Ha My3ell 3a ChBPEeMeHHO H3KyCTBO. M3BLH My3es, H3BLH
USJI0TO HAa KOETO ca [MpUHajlexXaln, Te3n dQparMenTH
FAMOYBAT J1d BOIAT CBOI cOOCTBEH XKHBOT.



period of five years (2002-2007), are Ivan Moudov's
personal illegal museum, but in the Bulgarian situa-
tion they are also an act of enlightenment — his frag-
mented response to the lack of a museum of contem-
porary art in the country. Out of their museums, the
fragments have started a life of their own.

Each exhibition-to-be is like a place we've never
been before — it is full of infinite possibilities;
numerous scenarios could play out on its set. What
these scenarios end up being depends as much on
the attending audience as on the artists and the art-
works in the exhibition. That means that the most
interesting part is ahead of us!

1. Quoted in the catilogue of the Tirana Biennale, 2001

2. Never Stop the Action, Three Days Actionist Art in the City of
Graz, Contemporary Art Association, Graz, Austria, 2001

3. MUSIZ (Museum for Contemporary Art, Sefia), Poduiane Train
Station, Sofia, 2005

4. Les choses de la vie (France, 1970), director Claude Sautet

5. HMoendy bpoucki. e3a ckpwioma u pasvaa. baken ckenpec,
Codus, 2003, ¢crp. 55
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Besika nisi0k00. Koo OHIC He ce ¢ CAay4dlId HOJOOHO Ha
MCCTATA. Hil KOHTO He CMe OITH Npein, Ipefiitara Heusepracyt
BHIMOKHOCTH. B Henuny Hpeano/maracy Jekop Morar Jd e
PASBHAT  JCCCTKH CHCHAPHIE. [¢  3aBHCIT  KOJIKOTO 0T
XVIOAHUIHTE B TCXHHTE DHGUTIL TOJKOBA H OT ﬂ}.'ﬁ.’![ﬂ{ﬂm.
Taka "¢ HHTCPCCHOTO TeII'LPBa NPeIcTOl.

[Mokoienne, ¢ KOCTO caMaTa a3 ce WIeHTHQIIHpaM.
Buipactosata pazinka MeKIY aBTOPHTE ¢ B
PAMKHTE Ha €IH0 TCCCTHICTHE, NOPATH TOBA Te
HMAT CXOIHN HeTopndeckn cnomenn. [o paziandnn
ITBTHINA H HA PA3JIHYHH MECTA W31 PAKIAT
NpogecHOHA IHATA CH KAPHEPA, HO 3ala3BAT CH/IHUA
cH pedrieke K'bM cnennuuHaTa $'bJArapeka
CHTYAHHA H YCONECITHO A NPEBCHKIAT HA 1100a/1eH
XV10XKECTBECH €3HK.



