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Despite a very long Bulgarian absence, Venice is
not a place where Bulgarian artists have never
shown before. Since the Biennale's founding in
1895, Bulgarian art has been presented in Venice
several times. The first two collective exhibitions
were in 1910 and 1928. These were followed by
presentations during the Biennales of 1942 and
1048, 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-
lons, 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-
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Stefan Nikolaev, Smokers die younger, 2006, courtesy of the artist

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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TOBA HOKWICHHC, KOCTO SaloYBa Jla rpajin [I:]l:'l(llct‘lfﬂHii.’lHiiT‘.a CH |
Kapuepa Hak bie npes 90-1e ropannin, BeHeips ¢ Macto. Ha KoeTd:
HHKOP] HE ¢ TPHCBCTHANO, Pa {i"lllp:-! CC, NOYTH BCCKH OT Hacﬂ:_
PasXOAIAN W3 HABHIAHOHNTC HA OHCHAICTO, HO Ch3HARNETO, W

HAC TYK. HA TOBA MACTO. HIL HAMA, ¢ ocTanano, Tosa ¢ qiera
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KOETO uapn ycewane 3a penecancoba xapmonus. Taka
KPHTEPHHTE, 10 KOHTO TpadBallle ga nanpass coos n3bop ma



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 i1s one contemporary artist whose name 1s
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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ABTOPH  CTABAXA  HAN-MAAKO  jiBA:  TAXHATA  CHOCOOHOCT
CIIHOBPEMEHHO Jla PAGOTAT € TEMATA B € NPOCTPANCTBOTO, [lo
KPAMHOTO pemenne apropure ja ca umenno [lpapgomod
Huanos, Credan Hukoaaes n Mpan Myjos. crurnax cici
NCPHONL HE AHWINE HA TAXHOTO NPHCLCTBNE Ha DhATapckaTa u
MCKIVHAPOAHATA  CHEHA. KAKTO 0 BIUMIARKH  HpeaBm
HPOOACMIUTE, KONTO HOCTaBAXa joceraimnte um padorn. Ha
IMLPBO MHCTO, Mpe3 13G0pa ¢i e ONMTax i gam oGpa3s Ha Nok-
OJACHHETO. KOETO €& NOABH B O'BJATapCKOTO HIKYCTBO B Kpast Hi
20 g, n pavanoro na 21 8. [Tokojdeune, ¢ KoeTo caMara as ce
mieHTHHunpam. BL3pacropata pasinka MCALY asTopure ¢ |
PAMKHTE HA €10 JICCCTIICTHE. TOPaill TORA TC NMAT CXOJIHN
ueTopirtieckn cromenin. o pasanann nsria 1 Ha pasanimm
MECTa H3FPAKAAT NPOPECHOHNINATA CH KAPHEPA. HO 3a1asBaT
canns cu pedaeke Knm enetnhynaTa GhArapeka cHTYaing u
VCOEUIO s PEBEKIAT HA FA100AICH XYJIOKCCTRCH C3NK.

[lpasaomod Meanor (1964) ¢ cpeq asTopure. 3a KOWTo
CcreunpuKraTa Ha KOHKPETHOTO HEIOKOCHO NPOCTPAHCTBOTO |
KOHNTCKCTLT Ha MACTOTO Hrpaat ocHowka poas. Heroswre
HUCTAIALII B ODCKTH THPCAT a0CYPIAHITE 1 3a00BHH MOMCHTH
B KOHKPCTHATA CHTYAUNATA, KATO MM J4BdT HHTCAMPCHTCH 1
apaGouen KoMenTap, Kakto caMuarT XVIOKHHK KasBa
rPasraexpanm  cgoure padoTi. KaTO MAJIKH KLCHETH OT
HIMHCIACH PEATHOCT. KOWTO A% CC ONNTBAM jla CAEIH MCARY
JLeneTBuTeaocTTa 1 HCHHHTC  SHAMCHUA ™ Ouakpax ¢
HETLPIEHHE BANZANCTO MY BHE BeHCHIA. KHICTO TOH HANCTHHA
crhuBatie 3a nphe nar. Henocpegersenara sy peakitis cnpaso
KOHKPETHOTO  MHCTO  OCIIC 0T  PClIaBaiio  sHa‘lenne 3
OLpenara My pabora.

HMs6op bt mm wa Crechan Hukonacs (1970) Oeuie ipojnkTysatl
OT 4HCTO MO0ONNTCTRO. 3a OLArapekara CucHda Tol ¢
eAnoBpeMeHIO 1 csoi. 1 uyEl. Herosoro obpasosanne u
kKapuepa ce cayupar B [Tapuk, Ho OLAT@pekus KOHTEKCT ¢
HCOTMCHHA “acT OT |‘Iill‘ll\'l'ilTH MV N smoxke 61 umenno 'j{ipil;l"
TOBA B THX JOKMIHOTO HAMHPA HCOUAKBAH BLUILEH TPOUNT.
TomHaxa Mt CI0AHOTO CHUCTAHNG HA JCKO UYBCTBO 34
XYMOP 0 AHQIITHAHA NPEIBHOCT. Ha 3a0aBa 1 CepHOHOCT B
paGornre My. B orax morar aa GuLaar npoueteHn pasiming
CMUCIOBN HUBA, CHOKHE BIAMAHUA OT KUHO. PeKIaMa. nomn
Kyarypa un life style.

AKO TpHOBA A8 KAKCM C/IHO IMC 1A XVAOKHHK, Kocto 20-
ropminnTe B buarapus suast. to Tosa e Fisan Mynos (1970).
Ton ce nossn Ha GLArapekaTa apT cuena s navanoro na 2000 r.,
W CJICKOTA 3AM0MHA 1a HPeBPLULA BCAKA NHTPUEYBALLA IO KNT-
Cllcka CHTYALs B Hponisellenie na mkyersoto. Herosusr
TAMANT 18 BHBANUA nyOIHMKATA B aKuuiTe H nuplhopyancnte
CH. KATO CIHOBPEMEHHO € TOBA NOBIMTA BAKNK BLIPOCH, FO
HANPaBHXa JIOOHMEN 1A MIa1oTo nokonenne. CrnocoGrocrra
MY JId CC HAMECH B Pela HA aBCTPHICKO KPLCTOBHLIE, 0baeueH
karo  Owarapekn  poamnpan  (Tratfic Control. 2001) w»
(PUKTHBHOTO OTKPHBAHE Ha MYICH 34 CLBPEMCHHO HIKYCTBO
(MUSIZ. 2005) s Codpust Bsxa cpejt paboTHTE, KONTO ME JIAJIOX)
VBEPEHOCT. e NpHeLeTBHeTo Ha Mpan Mynos moxe i nanpasn
AKTHRHG BPBLIKA MCKIY CKPUTHH B vamunTe Ha Beneuns
O'bLArAPCKI MABITHON 31 1y OJINKATA 13 JIPYIHTC H3A0K00.



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, I
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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BP'I-]II,;"II‘IKII €€ KbM NpeaBapuTe/iHaTa KOHICTITYalHa
rMscTOTO. HAa KoeTo He cMme Omwan npean. He TpsoBa
NOAMPHABAME HCIHHIA HPOHIYCH npounT. Tyk ce Kpie npoi
Ha OBJATAPCKHA HCTOPHYECKH CHEHApii, cnopel Koito
JUBATO IPAIIIM TIAHOBE 14 CTAHEM YACT OT CIHA HOBA € :
— SAMALHMA CBIT € BHCOK ANIHCH CTAHJIAPT. B KOITO 1api pé
HHCTOTA 1 cHrypHoer. Cael KaTo eMe Beue Ha (pusana wa
oinces, pastUpPaMe. ¢ ChIMAT TO3H CBAT BEYC HE ¢
TOJAKOBA OOraT, HHTO ¢ TOJNKOBA NOJPCICH, YuCT N
MANKOTO curyped. Hawmre npeacrasn 3a chaT, bl
Oesnpejie]nn BL3MOKHOCTH, €4 HEYCCTHO TOJIMCHEHI
'\’L‘L‘Llli!llt' 34 CIIHO KOHTPOJNpana L'Pi.‘,"lil. rl]all“llll'l'l:. Mii
FEOTONNTHUCCKH NPEMAXHATI, HPOLLIKABAT 14 Chilg
HO-CHAHN 1 CTErHATH 0T Beskora. FTponecyt e nporeksi ¢
HEVCETHO 1 HATULAHO JODPOBOAHO. B HMETO Ha CHIYPHO
WiCHTa 3a BeeoOUo 0AaroICHCTRIC HE veeuaMe Kak
BCCKIWIHCBHCTO IMLPBO M3vueaBarT ipedunTe Hema. B mu
TC Ca CMATAHN 34 II]')III-!I.L'IL'rlHl HIIH l[llpll JYKC.
TroroHonymeneTo B Hauanoro ua 20 8. ce npesphing B of
HA SPKA M3HBA HA MHINBIYAANIEM, AKeCThT HA PLK
IBPAALLA 3ANATCHA LHTAPA. C¢ NPEBP LI B CHMBOIHYCH 00
Ha eManuunupanara AKena, L'Il{)ﬁﬂjlliil'l'il W3ABA Ha Kpal
HACTPOEHNS. IEMOKPATHICH ACCT. NPHCHIL Ha BCAKA oIl
kaaca. Whar Goes Up Must Go Down va Credpan Hig
H3ANra MEMOPHAJI HA TO3H Oe3BLIBPATHO OTHUILA CH CBAT
CIMBOMIL 1 KecToBe. | pusmeTpoBaTa Gponsosa sanaika Dup
3eMa THLPKECTBENO HeNTLPa Ha ABopa. T8 ¢ nocTasena Bl
YepeH NOCTAMEHT, INIAMBLKDLT Ha TBETHHA [ OrbH™ OTN
MHCBITA K'BM MOHYMCHTHTE HA He3nannng ponn. B Todi ey
FBOMITLTY KORTO CHMBOJANYMHO [OMNATaMe npuema obpasa
MBAKCCTBCHIA TEPOIl IPOTATALL PLKa ¢ TOpAlla 3aniiKa
HHFAPATA HA YAIBUMA AKeHa, B iepno 6an ¢pnam ot 30-te i
Ha THIIHHL. B KOHTO CHKall ce HVBA MNOYYKBAHETO HA U,l'rﬂ
B CTBKJIOTO HA “ACOBHUKA. MAJIKO Mpean aa Guae 3ana
Hatpanuus obpas ot rHeuara o1 Knusora”™ ¢ Mmmesn
w Posn Wlnanpep — wkaacuka wa 70-re ropmmm. Cera
o0pasn B MacoBata KVATypa ca HesbiMoxun. Te gopi §
AMBCHT anokprudped Havnke Ha ANBOT. OT TAX CMe ce OTK
Hall BJHO JLOOPOBOIHO, KATCTOPHYHO 1t 3aBinari. Beunust orsl
Hil Ta4H 40l IKa ¢ M 33 OCTAHNLINAT B LE BCHHINTE J0BHN 102
Hit HateTo muHaiao Mapatopo smen, What Goes Up Must
Down — gakso Jta ce npasu!? Mecrara, KbM KOHTO cMe
CTPEMILIN, YTOUNYHITC OCTPOBM, BCUC HE Cd TOBA KO
ouaksame. Mokes Jin ga pasdepes HpasiaaTa Ha Wrp
KOSTO SA1I0MBAME Jld HIPACM CBOSTA HOBA pona?

ITLTYBAHETO K'BM HOBO MACTO HI JIaBi BHIMOKHOCT Jia C8
HOMYBCTBAMC IUBTCUICCTBCHUI it oTKpupatean. Torasa i
MOKCEM Jld HC YCCTHM M CRIVETCTBALLNTC [IHTCIICCTRIET

CMOIMH — BBIAHEHIE Upejl uenssecthoro. Tora uys
NPEMECEHO € HOTKH HA YAKAC I TPHIKA NPEL HCHIBCCTHO
Merahopara Ha IETYBAHETO ¢ HEHIMEHHA HACT OT CAMHA
Ha ThpeeneTo. HEemo3naroTo Mscto e Hact 0T 1ens Tpol
Heropoto jocrurane. B orosn merahopuien cuenapiit
MHOTO VCCHIAHE 3a NaMeT i HCTOPUSL H KAK'BB NO-TO
JICKOP OT NOTLHAIATA BB Boja Benems. Mscro, cniajies
W 34 BTEECTBEHI i aanTiopiern. M ako Tosa ¢ HOBOT
MSCTO. KOCTO MOCTABAME Hi W3CIC/BAHE, TO KAKBI CMC Hilg
BETIOMIII €& B OOUIMA NOTOK OT XOPa 3 [[PCBHHTE i



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 /a
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 Kpue NponnsATa Ha OLATAPCKHA HCTOPHYECKH
CHEHAPHIL, CHOpe]] KOHTO Hie ThIAT0 rpajinm
IUIAHOBE /1A CTAHEM HACT OT e[HAa HOBA CHTYAINA —
3ANAHUSA CBAT € BHCOK KU3HEH CTAHJAPT, B KOHTO
uapu pej, uncrora u curypnoct. Caex karo cme
Beve na (punaia na Tasm oauces, pasonpame, e
CBUMAT TO3H CBAT BEYE HE ¢ HITO TOAKOBA dorar,
HHTO € TOIKOBA NOAPEeH, YHCT WIH HAH-MAIKOTO
CHI'YpeH.

Hama JIpyro MHECTO B CHCTA, KBM KOCTO ¢a Omian oTnpassHe
TONKOBA MHOTO BTpeHucHu noraenn. [lecerkure ninoxon
npbeecHaTH w3 uEiaa Bedeuns no speme wa Buewasnero. wa
HPAKTHKA ChOMPAT HEANA CBAT Ha NPOMCCHORMING IACAamnTe,
Tean. 3a Kouwro ouwre ca rpeuupan myckya. PabGorara ua
Mpasponod Meanos Memory is a Muscle spbima oGpatho
TOUHO TO3M BTPCHUCH B norjiel. OrpoMHa CHINKOHOBA
PHPHYIKA, KOSITO BMECTO TCAKECTH HMA JIBE OMHN K'bA0a BOCPHIN
noret 8 apuress. TIpohecHonainms TYPHCT C¢ ¢ Npes bpHal B
aMOHIMO3EH CIOPTHCTH, TPeHupan cernsata cu. Herosnre
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the attention ol 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™.’

I[f 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

IPCHKOPH. CHOPTHITE MY PHPIIKI. ¢a ounTe. Eamnospemenso
MYCKRNT H O UVBCTHEBHTCICH CCHIOP. [0 KOHTO [OpeMiHaBa
nncpopsmatara. Tlocragen B npocTpancTBOTO Ha NOKPHTHE

pop wa Hanawo Bopsi, rosn 00eKT ¢HOBpEMeNIO Nonaja

A bk I\l\llfilll-lhl C KPACcHBATH PpeHESCAHCOBH APXHTERTVPA I B

CLUILIOTO BpCMC SalloMBaT CloAcH 1100 C© Hed. T... TOABaTa Ha
HE O HCHPCACKA3VEMO cpen eaHo CBHKHAN0 O
ChALPAAHUCTO CH NPOCTPAHCTBEO BHAVIUABA YVECTBO 34

¢ LOnTHe!
Hsemo Topa veentane 3a ¢uinmne, 3a koeto rosopin Hocg

D pOICKIL MOKE 18 KOMCHTHPE HoaBata Ha padoTara vu Heados

B KOHKPETHHA KOHNTCKCT. 30 KPacnpid PeHCCAnCOB JIBOP,
HETOBUAT ODCKT MAKap 0 JOOPOHAMEPEH CH OCTABA 4y I

aArpecnBell.

M axo ¢ padornre en Credan Hukogacs u [pasgonod
MpBanos ce onursat [la HaMepAaT OTIOBOP Hil BhiIpoci — Kakeo
€ I CH Hi HOBO MSICTO, MSCTO Hil KOCTO He o 01 pegil. 10
TPETHAT VHACTHIK B i3a0x0ama Mraw Myios c¢ B Linonisa ot
BCHYKH B LIMOAHOCTH, KOWTO H3IPEUHIAOTO MY C¢ THOBO
MACTO™ MY npejioctass. C HpHeBILETa CiE JICKOTE. TORH He e
EUIOBOJAARIE CAMO C 30K OCHNTE BLIMOKHOCTIE HE JIBOpa
Herorsara padora Wine for Openings nofgMoiaHo Hasinza g
CRCHOAMIMITC HA APYENTC HAIMOHAIHE Dasiauons. Brxoro,
CHMH 0T pekaaMenTe oOpasn 8 nosure TTP-kamuanuy wa
])F.Ii.ll‘ll}? ¢OHPCIOACHO O apTopa 34 OTKPHBIHCTO HE
M IOAKOITC Hil HCTOBUTC KOJACTH. ACCTbT ¢ JIUeH, 3amoro
BHHOTO ¢ ChHEICHO HEe 03 VIACTHETO Ha CAMIAT XV/IOKHHAK,
Tosa ¢ CAHORPEMEHNO  NPHKAHBAHC KBM  CHIIPHUIACTHO

CHMBOTHYMHO TTOYCPIBAHE, B MCCT Hd HALNIH HOBONPHCLEIHHRA



Ivan Moudov, Fragments, 2003/2005,
installation view: ATA Center (Institute of

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

Contemporary Art) Sofia, 2005

CC HABIVIHOH W MPOHBYHAG 1ipa C© YCTAHOBITEC IPajisig. Or
C/IHA CTpaHa TO ¢ JAHIPABAHC ChC CMHC KA Ha PHTYMIHOCTTA:
IHCHC HA BHHO HHPH ,lF‘JL'HHlI'I'L' R, poasTa My B LB CHEHH Ha
ACPTBOMIPHHOINCHHA W BaXaHaiun 1 H. B KOHKPETHHH L'.I_\"I'.II'I
obave To HPOHHYHO CC HAMECBA B JIpVE THI PUTYLIHOCT. Ta3H
Ha WATOKDOCHOTO OTKPHBEAHC. Yenasa Aa MV npuaaie NOYMTH
CBP LXCCTECTBCHH B BIMOKHOCTH. Buuo, koetro npasn IIU-_'IUI_]]'HI
BLINPHCMAHCTO Ha APTHCTHYHHA 3AMHCHI. BHHO, KOCTO
ﬂi]:l(‘\—]pﬂ[iil KapMaTa Ha dBTOPA. MOARC Jla Hakapa Jopn
KOJCKHHOHEPHTE [d KYOVBAT, Ch31aBalkn UM TTOJXOHITLO
HACTPOEHHE., BHHOTO OT KOCTO Ha CYTPHHTA 1HC  uMan
Maxmypayk. B cayuas 6narapekn saxmypayk! Tlpuescranero
Ha MyJI0B BBB BEHEUHMAHCKOTO OHCHAJE CC JICC ¢ JICKOTd, B
l‘\_\"KI;;l.IIIIISI CMICTLT Ha aVMaTa Ho 1ol He ce oTKasdsa i o1
ApyIrn JIMBCPCHOHHN 3a4atiu, Inna l‘plll_\.'PAl C¢ NpOMbBRKBA HA
CKpan B BOPA HA HANaoTo. 3a CeKyHL. KaTo JleOHeno
IJAYMKATA CH KHBOTHO. ABTOPLT CC NPHTIUBA JIO NOAPC/ICH Hil
ICMHATU \l‘\'JCl.IHH pﬂﬁl‘lTii H B3uMa 1acT OT HCH. llill.’lL‘.‘lHH
npejcraane Ha HAMHHA, N0 KONTO B HPOIBIAKCHNC Ha 5 FOJIMHI
¢ ch3padeta padorara @parsentn (2002-7), Mapue no napue,
B HETOBHTE “epBeHN JLPBEHN  Kydapuerara. NoTLBaT
U'I'l\ipilllllll'l'il I'_I\rliii'f\lt‘]i'ill orT }lill_‘l('l'l'll Ha CBETOBHO W3IBCCTHH
XYJLOACHUIL. Tosa e nerosusT JMven .\I‘\"Jl'."l-[‘ 'C'l'l_‘pilll HAXATHO,
Ha |Thl.‘}il Ha 3aKOHa It 1opn Ilpt.'h'pil'l!l{ll-![ﬂl o, € YCeWAaHeTo 34
HWARBPHIBAHC HI CBCTIO NPOCBETHTCIACKO JACJIO KOJCKIIHATA
O samecTiaa Makap i rpparmMenTaprio” anncata B bnarapus
Ha My3cH 334 ChBPEMCHHO HIKYCTBO, HM3pnn MV3CH. H3BLH
HAJOTO Ha KOCTO  CA NPHHALIEAKAIN, rein ([3|.\;|I'.\|c’|l'rll

$ATOYMBAT [l BOJNAT CHRON COOCTBEH AKNBOT.



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 catalogue 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, Sofia), Poduiane Train
Station, Sofia, 2005

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

5. Mocendy Bpojekn, 23a ckpuOma u pazvsa, Pakel ekenpec,
Codpna, 2003, crp. 55
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|

MECTATA, HA KOUTO He eMe Duan HPEu, Npeliara Hensuepnacs |

Beska H3N0KDA, KOATO OUEe He ce e CAy'nag NoobHO KA

BhIMOKHOCTH. B HeitHus npejinojaraem ICKop Morar jia ce
pasBuaT jleceTkn  cuenapun. Te  3ABMCAT  KOJIKOTO OF
XVAOKHHIMTE W TEXHHTE PadoTH, TOJKOBA M OT nydankard, |
TAKA "¢ HHTEPECHOTO TenLpBa NPefcTon.

_-fd | lILi_.!L-'l

Iokoaen HE, C KOETO camaTa a3 ce 1uc|m|¢mmpm
BripacroBara pazinka MeXIy aBTopuTe € B
PAMKHATE Ha CIHO JICCCTHICTHE, NOPAIH TOBa Te
HMAT CXOIHN HeTtopudeckn cnomenn. o pasanann
IHTHILA W HA PA3JIHYHA MECTa H3IPaxKIaT
llputhecuoua;ma'ra CH KApHepa, HO 3ANA3BAT CH/IHHA
cn peduieke K'um cnennduunara G'barapeka
CHTYAUHS H VCNEmno A npeseiaT na riaodaien
AVIOKECTBEH C3HK.



	Janus-1.pdf
	Janus-2.pdf
	Janus-3.pdf
	Janus-4.pdf
	Janus-5.pdf
	Janus-6.pdf
	Janus-7.pdf
	Janus-8.pdf

