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'The works of Pravdoliub Ivanov revolve around phenomena of spatiality

in which norms are disrupted and trompe I'ceil effects are inserted into an
everyday visual vocabulary. By intermingling public and private moments,
the artist transfers private matters into the realm of the gallery or art

space, tying in specific architectural tropes as he does so. Ivanov plays

with irritating elements: he uses ironic gestures taken from mundane and
incidental everyday situations to evoke a heightened awareness for routine
encounters that might otherwise often go unnoticed. The juxtaposition of
unusual objects and materials forms the basis for Ivanov’s installations, which
generally tend to produce uncanny moments for their viewers. In keeping
with the Freudian concept of the uncanny, these are phenomena that seem
familiar and foreign at the same time. Whoever experiences such situations
feels uncomfortable and has to ask him or herself just where these strange
teelings are coming from. Freud viewed such impulses as repressed feelings
deriving from the id and forced upon us by the superego as a manifestation of
the symbolic fear of castration or punishment as a consequence of neglecting
traditional social norms. The paradoxical nature of being both attracted to
and alienated from Ivanov’s art objects and installations gives rise to a state
of cognitive dissonance; this makes it difficult to perceive his works of art as
rational manifestations within space. His uncanny constructions of reality
arouse the viewer’s desire for a detailed perception of our various everyday
environments, which are usually given short shrift as we pass by all too
quickly. Ivanov presses the “Pause” button on various everyday phenomena
and creates ironic links of belonging, for instance patching up cheese holes
with band aids (Pessimism No More, 2004) or cutting a carpet in a shape

such as results from a stone hitting a window pane (Ornaments of Endurance,
2011). Such prank-like interventions in both public and private spaces
characterize Ivanov’s artistic working method, which he has been applying in
many different contexts for nearly two decades.

Walter Seidl



Path, 2006

Wooden boards and logs, nails

1.60 x 0.80 x 100 m

3rd International Forest Art Symposium, Darmstadt, Germany






Territories, 1995-2003

Soil, fabric, wooden sticks, metal holders

Installation view at Fridericianum Museum, Kassel, Germany
Courtesy Block Collection, Berlin

Territories, 1995-2003
Detall







Enlightenment, 2008

Wall intervention, acrylic paint
Dimensions variable

Installation view ARC Project, Sofia







10

Half Truth, 1999
Two-part installation: indoors and outdoors,
various materials, dimensions and languages

In photos:

Qutdoor part — spray-painted letters on asphalt

Indoor part — foil letters on wall

Installation view Musee des Beaux Arts, La Chaux de-Fonds,
Switzerland
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Hand Print, 2001
Two colour photos
50 x 70 cm each
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Form From Form, 2012

Rotation mechanism, double-sided light box, metal post
Total height 460 cm

Realized during Sculpture Quadrennial, Riga
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Loaded, 2010

Cut suitcases

Installation views: Dana Charkasi Gallery, Vienna;
La Maison de la Culture d’Amiens, France
Courtesy Tiroche Del.eon Collection & Art Vantage
PCC Limited
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Border by Memory, 2006

Neon

25x 115 ¢cm

Courtesy: Collection of the European Investment Bank,
Luxembourg; Sofia City Art Gallery, Sofia

Border by Memory is an image of my attempt to draw the border between
Bulgaria and Romania by memory. The drawing and respectively the neon
are very approximate and are not a correct picture of that border. Every
mistake of my hand “reduced” or “enlarged” this or that territory of both
countries. The title itself is like a clue for understanding the work and

its references to the memory and history of that border in its dramatic
transformation during the last century, which affected many lives.

Pravdoliub Ivanov
Text from the catalogue, 2006
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Fairy Tale Device Crashed, 2013
Cut carpet, invisible aluminum
construction

275 x 420 x 88.5 cm

Installation view TANAS, Berlin
Courtesy Vehbi Ko¢ Foundation,
Istanbul, Turkey
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Memory Is a Muscle, 2007

Resin, two-component silicone, heat-forming polycarbonate
100 x 300 x 100 cm

Installation view Palazzo Zorzi,

52 Venice Biennial, Bulgarian Pavilion

Photo: Kalin Serapionov

Memory Is a Muscle, 2007
Detail with public
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Monument to the Unknown Washerwoman, 2005
Metal base and post, plastic washbasins and buckets
1100 x 100 x 100 cm

Casino Luxembourg, City of Luxembourg
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Mystic Truths, 2013

Wall intervention, manipulated pencil

Dimensions variable

Installation view Sariev Contemporary, Plovdiv, Bulgaria
Courtesy Block Collection, Berlin
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Non Works, 2007 -
Photographs
Dimensions variable
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Ornaments of Demand, 2013
Cut carpet mounted on wall
248 x 176 cm
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Pessimism No More, 2004

Cheese, plasters, plates, school desks and chairs

Detail and installation view at Museum of Contemporary Art,
Sydney, Australia
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Radio Luxembourg, 2005

Bulgarian loudspeaker from the 70s, transmitting a recording
of an original broadcast of the Bulgarian National Radio from
1969

Courtesy Casino Luxembourg, City of Luxembourg

Radio Luxembourg

The name of the city of Luxembourg has always evoked in my mind a story | have
heard numerous times from my parents. It used to crop up in the stories of many
people of the same or similar age, which probably makes it a “personal” memory of
the whole generation. This is a simple story telling how during the 1960s, 1970s and
up until the early 1980s, when communism was strong and the Iron Curtain was far
from silk, information was very scarce and my parents were young, the most popular
radio station was Radio Luxembourg — a 24-hour station with the hottest pop and

rock hits. A whole generation listened to that radio, partied to its “forbidden” music,
recorded it, talking about it as about some mythical entity. | don’t know whether this
radio was really broadcast from Luxembourg or whether it only had this name, whether
it was a state or private station, whether it still exists or not, nor do | care. My idea

is to somehow close the circle of time, history and personal memory by bringing to
Luxembourg the sounds and music that my parents’ generation was “allowed” to listen
to, but didn’t want to. The project involves installing a loudspeaker in one street in the
city, just like the ones that were installed in the streets of Bulgaria during communist
times and broadcasting an authentic Bulgarian National Radio program from 1969.

Pravdoliub Ivanov
Text from the catalogue, 2005
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Black Balloons, 2013
HD video, colour, sound, 110"
Video stills

The work is based on short footage filmed during one of the daily peaceful,
antigovernment demonstrations in the summer of 2013 in Sofia. On that particular day,
one of the protestors brought hundreds of black balloons and distributed them among
the people. They blew them up and later, marching by the building of the Parliament,
which was heavily fenced off and blocked by the police forces, they began throwing
their balloons into the guarded area. The speed of the movie is slowed down and this
mainly affects the recorded sound, since the policemen were motionless. No additional
effects were added to the sound, which appears almost as eerie as the display of state
power.

Sandra Naumann
Text from the catalogue, 2014
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Tools, 2013

Black and white photo mounted on aluminum, newspaper,
glued ink-jet printed papers, triptych frame

85 x 116 cm frame size
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Silver & Gold, 2013

Qil on paper on stretcher

90x 110 cm

Part of the project What You See Is Not What You Get
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Rise To Score, 2011

Metal construction, basketball hoop and backboard,
artificial palm tree, plastic pot

Height 480 cm

Installation view Gallery Krinzinger, Vienna

Courtesy Vehbi Ko¢ Foundation, Istanbul, Turkey
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A Thought Within a Thought Within a Thought, 2008

Laser-cut steel plate, powder-coated in black

134 x 164 cm

Courtesy: Collection of the European Investment Bank, Luxembourg;
Nedko Solakov and Slava Nakovska Collection;

Bernhard and Elisabeth Hainz Collection;

Spas and Diliana Roussev Collection
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So Many Reasons..., 2004
Cut door and kitchen table, painted room
Installation view Galerie flr Zeitgendssische Kunst, Leipzig, Germany

Photo: Hans-Christian Schink
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Stairs of Innocents, 2010

Book United Nations Security Council and General Assembly,

Resolutions on Cyprus 1960 - 2006, plastic sticks

Scale of the work depends on the size of the given wall

Installation views La Maison de la Culture d’Amiens, France

and The Nicosia Municipal Art Centre, associated with Pierides Foundation
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Light More Light, 2011
Site-specific project, intervention in public and private spaces.
Zeughaus — Toskanische Saulenhalle and private home, Augsburg, Germany

Light More Light, 2011
Installation view of the Polat family’s house, Augsburg, Germany

The idea for the project Light More Light came from my long-term interest in the
correlations and tensions between the public and the private, the institution and the
private individual.

In the context of the exhibition Tolerabilis*, my work consists of the simple action of
exchanging a chandelier hanging in the historical building where the exhibition takes
place with one from the living room of an immigrant family. Neither of the lighting
fixtures will be suitable for their new temporary locations, but the aim of the project is
to explore the ability of the participants from both sides to endure discomfort. | assume
that this will prove more difficult for the family and | wish to apologize for this and
thank them in advance. The references to Goethe and the Enlightenment in the title
are obvious. The project is an attempt to express my belief that the process of getting
to know one another is the way towards encouraging tolerance from both sides, to
indicate in an ironical and absurd way the difficulties involved in this process and to
allude to the hidden and non-productive formality of the efforts made by both sides.

* The exhibition Tolerabilis is organized within the framework of the Augsburg High
Peace Festival, celebrating religion freedom and tolerance since 1630.

Pravdoliub Ivanov
Text from the catalogue, 2011
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The Truth About the Truth, 2012
Pencil and ink on paper
110 x 145 cm
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There Are No Forbidden Thoughts, 2007
Metal construction, electric motor and timer
151 x 110 x 25 cm

Installation view Steinle Contemporary, Munich, Germany
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Confusion, 2002

Carpet, plastic wall skirts

Dimensions variable

Installation view ATA Center / Institute of Contemporary Art — Sofia
Courtesy EPO Art Collection, Munich, Germany
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There Are No Perfect Games, 2008
Modified found objects

Dimensions variable

Installation view MOCAK, Krakow, Poland
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Never Enough, 2011

Paper stencil, black spray paint
70x240x 3 cm

Installation view Gallery Le Guern,
Warsaw
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At the Level of the Eyes, 1998
Foil letters on wall
Installation view TED Gallery, Varna, Bulgaria

Easy Banners, 1997

Sewed nylon, wooden sticks, metal holders
Installation view Kinstlerwerkstatt Lothringer StraBe,
Munich, Germany

Courtesy Boyana Popova
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AFLIGHT OVER THE RELIEF MAP OF MEANINGS

Pravdoliub Ivanov is among the most active Bulgarian artists today. His
works include objects, drawings, sculptures, photographs, installations,
texts, and recently video as well. Quite possibly the easiest and moderately
irresponsible way to define him is to say that he is a post-conceptual artist.
Although any elaboration on the notion “conceptual” would distance this
text from Pravdoliub himself, still in his work there is almost always the
hint of a question about what art is today and where its place is now. That
obviously connects his work to the continuous, abundant, and fluid tradition
of conceptualism.

'The artist rarely asks his questions in words. Taking a quick look at his
works, the viewer might even consider them straightforward answers.
However, a closer inspection of his nearly twenty-year-long artistic practice
will result in the understanding that it is precisely this questioning of the
seemingly self-evident, the urgent challenge to formulate questions that is
the artist Pravdoliub Ivanov’s strongest suit. I would even define him as a
highly qualified “interviewer” of art in its relationship with society. Every
time, it turns out that his works are debating not only the “what” and the
“where”, but also, naturally, the “how”, the “why” and the “for whom”. This
seductively endless, but highly motivating process carries the artist away.

“Take from that sentence as much as you can carry”

I have borrowed the title for this text as well as its subtitles from a textual
installation by Pravdoliub Ivanov, entitled A7 the Level of the Eyes. This work
was shown in 1998 in a small private gallery in the city of Varna, Bulgaria.
In the space of the gallery, right on the walls, the artist had arranged single
sentences that he had composed himself — something like an assemblage of
phrases that look like newspaper headlines, advertising messages, political
slogans, poetic fragments, intimate notes... After the show, these sentences
ended up in an artist’s book printed in a very limited edition — an archive
of ideas, whims, and motivations. Here I take the liberty to use them in the
same way as the artist, in his own words, has been using them ever since — as
titles for works.

Pravdoliub Ivanov was trained in the traditional discipline of painting at the
National Art Academy in Sofia, graduating in the early 1990s. However,

he rejected the painter’s traditional means quite rapidly, as if agreeing with
Damien Hirst that if painting in any case deals with the adaptation of
already existing objects, then the artist is better off dealing directly with
them. Thus, the “characters” in Pravdoliub Ivanov’s installations, objects,
drawings, and photographs are most often the very ordinary objects that are
with us every day or the typical situations in which everyone can recognize
him or herself. The artist’s interest in easy-to-find materials, those atypical
for art, and/or found objects, at the expense of paint and brush, is probably
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Rise To Score, 2011
Preparatory drawing for an installation
22 x 30 cm

Childhood, 2013
Preparatory drawing for an object
23 x30cm



" What You See, Sariev
Contemporary, Plovdiv.

01 November 2013 — 17
January 2014. The title of
the exhibition is a fragment
from the installation What
You See Is Not What You
Get (neon, ink, oil on paper
2013) shown there.

2 Michel Foucault. This is
not a pipe, 1973. Quot.
From http://monoskop.org/
images/9/99/Foucault_Mi-
chel_This_Is_Not_a_Pipe.
pdf

3 lbid.
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a reaction to his conservative education, as well as a result of his attentive
curiosity for the surrounding world, where the man-made may possess

more than just use value. Comte de Lautréamont’s famous statement — “As
beautiful as the chance encounter of a sewing machine and an umbrella on
an operating table” — seems to apply to the works of Pravdoliub Ivanov as
well. This is mainly because of the fact that the “encounters” engineered by
the artist in his works are always fun to follow. He underscores his attention
to the “hidden life of things”, his sensibility in utilizing the potential of
these things by bringing it out into the open through rearrangement of
details and reassembling of their composite elements in different ways. The
artist manages to de-contextualize their usual existence while constructing a
different set of circumstances that reinforce the links to the viewer.

'This practice is far from the all-conquering art design of today. It is

not by chance that Pravdoliub Ivanov’s newest solo show at the Sariev
Contemporary (Plovdiv, Bulgaria) is entitled What You See." 'The title
contains a reference to the classical (minimalist) dictum, or “joke” of the
insider artist, claiming that “what you see is what you get” insofar as it deals
with the delusions and confusions related to the perception of 20th century
art from abstractionism to hyperrealism. This artist does not complete the
familiar phrase; he quite consciously allows the viewer to wonder what he/
she is actually seeing and what he/she understands within what has already
been seen. The objects that are the center of attention for Pravdoliub are
personified, have a psychology of their own, build a context within the space
of art, and thus while remaining “objects”, they are fighting to regain their
right to an “aura” (in spite of Walter Benjamin’s dictum about the aura in the
age of mechanical reproduction).

Rise To Score (2011) is an absurd hybrid between a basketball hoop and

a potted palm tree that is growing through the net upside down, from

the ceiling to the floor. All possible expressions of confusion, reversals of
meaning and causal connections would find a beautiful reflection in this
installation. The objects are caught in a “trap” between their substance

and their meaning, to borrow Michel Foucault’s saying about the works of
Magritte.? They are themselves, yet clearly they mean something else. They
turn into an illustration, but not of a concrete text, rather of the multiplicity
of fragments from the text of mass culture.

'The installation in public space entitled Form From Form (2012) is a literal
embodiment of the transformation of form into content. This is not a simple
process — the light boxes rising high overhead are in constant motion, while
the viewer is suddenly confronted with the realization of what is actually
happening. Words take the place of the form; the statement is “positioned
within the space of the figure and makes the text say what it represents”.?
Pravdoliub Ivanov is playing with the main rule of conceptualism that requires
the minimum possible materiality of the work in order to emphasize the idea.



Half Truth (Polprawda), 1999
Qutdoor working process, together with the
curator Kamil Julian, Warsaw, 2011
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“Metaphor is a transport company”

Transformation Always Tuakes Time and Energy (1998) is the title of one of
Pravdoliub Ivanov’s best-known works. The installation consists of a
multitude of large metal pots full of water — quite ordinary ones, colourful,
well used by their owners. These are positioned on top of small electrical hot
plates that are arranged elegantly right on the floor amidst their cords, which
are plugged into power outlets through extension cords. The contradiction
between the large pots and the small, weak hot plates makes boiling water

a difficult, long, and painful process, though the water is slowly evaporating
in steam. The typical sound of a rolling boil is never quite there. However,

it is exactly the invisibility of what is actually happening, familiar to all of
us both as an elementary household procedure and as a persistent reminder
of the laws of physics, that is transformed into a metaphor for those endless
processes of political and social transformation that our generation has gone
through.

In the middle of the 1990s, Pravdoliub Ivanov’s installations were very often
a direct reaction to actual political events — the wars in the Balkans, for
instance, with all the territorial claims, ethnic conflicts, and border disputes.
However, he never wanted to create documents or historical narratives.

His interests are related to the analysis of “otherness”, to the search for
differences in meaning, the investigation of symbols, the exploration of the
relations between the object and its representation.

'The installation Territories (1995-2003, shown for the first time at the
Fourth Istanbul Biennial in 1995) is a row of large banners that have been
“cast” in mud and earth. The impulse for this work came from the Bulgarian
Academy of Sciences’ experimental agricultural field on the outskirts of
Sofia, which the artist saw daily from his window and where all kinds of
“national” soil(s) are collected. The banners of mud, the flag as the most
authentic symbol of each nation state, its basis and substance, replace

the pieces of fabric, which often feature incomprehensible and forgotten
symbols, becoming a monumental installation, which is a powerful
reflection on the very concept of territory. The message of the massive single
flag of mud laid in a specially made wooden box is similar (Zerritory, also
1995). Here though, the contrast between the natural earthen material of
the flag and its luxurious velvet “bed,” which makes it look like expensive
jewelry, are a reflection on the dramatic conflict between reality and
interpretation, especially in the sphere of politics. The third time the artist
turned his attention to the same symbolic form is even more ironic. Easy
Banners (1996) is a set of identical flags arranged as a row on the wall, but
the flags are made of transparent nylon “fabric” hung on typical wooden
poles. The message is that everyone can assign to the flags the national,
political, or symbolic meaning that is most important to him or her, can fill
up the “form” as he/she wishes...
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Radio Luxembourg, 2005
Pencil and water colours on paper
Drawings for the project

21 x29.7 cm each
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‘Everybody is writing, nobody is reading’ is a quotation of unclear origin
though according to Professor Alexander Kiossev, the cultural studies
expert, it has come to us from the ancient Sumerian civilization. Now as
well as then, it signifies the decline of civilization. Szairs of Innocence (2010-
2012) is an endless column of pages magically positioned in horizontal rows
one above the other. The pages are taken out of a political document — the
United Nations” Security Council and General Assembly Resolutions on
Cypress 1960-2006. It is hard to imagine how exactly Pravdoliub Ivanov
acquired precisely this collection of texts. However, he has made it
impossible to read the documents, which is a reflection on the unwillingness
to read, on the damage caused by unenforced political resolutions, on
political ignorance and indifference. The minimalist composition a la
Donald Judd transforms something that is “useful” (in theory) into
something else, which is removed from the initial meaning.

A Thought Within a Thought Within a Thought (2008) represents a human
brain in a diagrammatic yet recognizable way. Such transparent visual
presentations of the brain are now quite popular (although not as popular as
presentations of the heart in the form that is mandatory for St. Valentine’s
Day). For this sculptural object, the artist has used the Matrioshka or
nesting-doll effect of visual repetition. The formal mechanism turns into a
monotonous but elegantly told story about the thinking process.

Pravdoliub Ivanov draws a lot — on paper, on a monitor, with the help of a
tablet. In the earlier days of modernism, there was the expression — “drawing
while writing”. This reflects the feeling of delight from the lightness and
speed of execution with which artists create images that are no less complex
or meaningful than images created with words. Mystic Truths (2013) joins in
the favorite conceptual game where the object of the representation coincides
with the representation itself. The two words on the wall are written, yet at
the same time, they are being drawn by that mystical pencil that is “sticking
out” of the wall, as if frozen at a right angle in the last stroke of the text/
drawing. The miracle of the hand-made work is conveyed in a seemingly
miraculous way — the viewer’s perception moves along the Mébius strip. The
process is complicated further by the hidden quotation from a neon work by
Bruce Nauman from 1967, the year before the student revolutions: 75e True
Artist Helps the World by Revealing Mystic Truths. Unlike his predecessor,
though, today Pravdoliub Ivanov does not provide an answer to the question
about the role of the artist; however, he is still hinting at the nature of the
artist’s efforts.

“Civilization is a habit”

'The works of Pravdoliub Ivanov always count on the special relation with the
space they occupy and to which they belong. The play with this space may
often turn into the main element of the work itself, as happened in Minus 1
m3, Plus 1 m3 (1994) in collaboration with Kamen Tzvetkov. In the middle
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Fountained Fountain, 2005
Site-specific installation
Regensburg, Germany

Water Monuments, 1999 / 2004

Dug in plastic wash basins and buckets
Detall

Royal Botanic Garden,

14th Sydney Biennial, Australia
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of the pretty, romantic yard of a house (in the Old City of Plovdiv with

its architectural heritage from the National Revival period), there is a one
cubic meter hole dug perfectly into the ground, while next to it there is its
“positive” in exactly the same form of one cubic meter of earth, which seems
to have been extracted from the ground without any loss or displacement.
'This minimalist sculpture served the function of an exclamation mark placed
over the opposition between the “enduring historical characteristics” of a
given space and the “contemporary perception” of the same space. Thus,

even unpretentious ready-made plastic wash basins embedded outdoors into
a flat grassy lawn are able to transform the lawn from a typical landscape
surface into a colourful bright palette full of joyful spots of colour — Water
Monuments (1999-2004). The installation was first realized in Holland at the
Sculpture Park in Drechtoevers, where the artist experienced an intense urge
to diversify the monotony of the perfectly maintained natural surroundings
through the introduction of cheap objects for daily use there.

For Pravdoliub Ivanov, art in public space is a clear challenge to overcome
the distance between the “high” and the “low” in the name of unmediated
communication with the local audience. The artist is collaborating with
space, using not only its volume or specific geometry, but also employing
its history, its political and cultural memory. Thus, his installations are not
only site specific, but also context specific, activating around themselves
the various energies of the very location. In Monument to the Unknown
Washerwoman (2005) in Luxembourg, the artist marked the very place next
to the river where generations of local women had been washing laundry
with a high column made out of multicoloured washing basins placed
vertically one on top of the other. Here the artist is carefully “quoting”
Arman’s ideas about the accumulation of quantities of identical objects as a
critical gesture about consumer society in order to delicately underscore the
social aspect of his work.

'The Fountained Fountain (2005) is once again a context specific installation
in public space, which asks questions about the existing status quo. When
Pravdoliub Ivanov arrived in Regensburg, Germany, he found in the center
of town a three-year-old ditch meant for the “Fountain of Europe”. It had
stayed unfinished due to lack of funds. The ditch was fitted with a wooden
cover, which the artist lifted slightly in order to place powerful light
projectors underneath it — at night the illusion of active construction work
going on under the wooden cover is totally convincing. This ironic confusion
transforms passersby into viewers, while pushing them towards a conscious
reaction to the situation in the city.

In the installation Pazh (2006) in the woods of Darmstadt, Germany, the
artist once again uses the scenario of confusion, of breaking up monotony,
of interference in the ordinary. By installing a 100 m long wooden pathway
with handrails in the thick of the woods, the artist is defining a vector for
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Into the Problem of Misunderstanding, 1999
Pencil on paper

Preparatory drawing for a performance

21 x29.7cm

Fairy Tale Device Crashed, 2013
Side view
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movement. It forces everyone stepping onto the pathway not only to separate
tfrom the ground below, but also to enter into a dialogue about detailed
attention and sense of humor.

“To whom it may concern - don’t be so naive”

For Pravdoliub Ivanov, each new work and show is a process of building a
dialogue in which the artist utters the first sentence in a friendly,
mischievous, and inviting manner while hoping for feedback. He does

not like to force interactions and leaves everyone enough time to join in.
However, his works possess aesthetic, psychological, political, and even
physical arguments that motivate the viewer to rethink his/her ideas about
normalcy.

In one of his very rare performances, entitled Inzo the Problem of
Misunderstanding (1999), at the exhibition “Bacterium Bulgaricus” (named
after the small bacteria famous for “producing” yogurt), the artist stands
with his shoes on right in the middle of an inflatable children’s pool while
scooping up yogurt from the pool and offering it to the audience. The name
of the artist’s homeland is part of the Latin name for this bacteria, which
allows for ironic reflection on national identity. Trampling on the yogurt
“symbol” while imitating a classical expression of hospitality is a further
confusion of cause-and-effect; a possible reading of the work within the
traditional links between symbol and substance is disrupted.

In the cases of Confusion (2002) or So Many Reasons... (2004, Galerie fiir
Zeitgenossische Kunst, Leipzig), the possibility of fully identifying with

the situation is most strongly orchestrated. The first installation consists of a
piece of home carpeting, which is positioned in the white cube of the gallery
in such a way so as to give the impression that one of the walls of the space
has been constructed on top of it. The second work is site specific — an old
kitchen table seems to be standing in front of a door to the room, apparently
blocking it. With precision and delicacy, pieces of the table and the door
have been cut out, thus allowing the door to seemingly “pass” through the
table as if in virtual reality, making the movement possible.

In the last few years, the Persian carpet has often been the “medium” for
Pravdoliub’s works. It is possible that the everyday traditions of his native
country of Bulgaria, which is geographically and historically located at the
border between the East and the West, are important here... It is possible
that the memories from his childhood under socialism, when such carpets
were the most accessible symbol of prestige at home, are important here as
well...

Regardless — smashed to smithereens (Fairy Tule Device Crashed, 2013)

or shattered by stones (Ornaments of Endurance, 2011 and Ornaments of
Demand, 2013), Persian carpets are for the artist a symbol of smashed reality
rather than of the exotic Orient; perhaps even a symbol of the fairy tales
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The Kingdom of Wish and Waste, 2004
Silicone, resin

60 x 400 x 60 cm

Installation view State Museum of Contemporary Art
Thessaloniki, Greece

Courtesy Sofia City Art Gallery
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inside each one of us. Looking immaculate and beautiful, the carpets in
these installations are destroyed in a way that is highly atypical for them;
they are smashed to pieces, just as usually happens metaphorically with
notions and ideals.

Another work paradoxically offers the solution to an obvious problem.
Pessimism No More (2002-2004) was first conceived as a billboard image

and later transformed into an installation. It consists of impressive pieces

of prime cheeses pierced by huge holes. These are positioned on top of old
school desks that have been arranged in the space according to tradition — in
monotonous geometric order. This creates the feeling of a respectful pause,
as if before or after an important event. The space of the installation does
not have special characteristics but all of a sudden, you notice that the pieces
of cheese are actually undergoing medical treatment — the holes are carefully
bandaged with band-aids... The “poor” cheese has been given “first aid”,

but — how, why, by whom? Everything is at once reduced and expanded to a
childish game of inventing paradoxes and manipulating the concepts of the
“possible impossible” and so on.

'The objects and means of presentation, with all their programmatic
communicative lightness, do often cause a mild shock at first, which removes
them from the domain of entertainment and places them in the context of
philosophical statements. The half-letters of the slogan Ha/f~Truth (1999-
2007) are somehow too obvious and literal — in Bulgarian; there is even
some tautology here. However, the missing half of the whole slogan, which
ends up being in open public space one way or another (as a “half” textual
inscription on the street, as a sticker, or a postcard), demonstrates serious
manipulation of meaning — could it be that the missing invisible part is a
“half-lie”?

'The four-meter-long silicon spermatozoid, a sculptural object entitled

The Kingdom of Wish and Waste (2004), is effective first of all for its size (!).
Taken together with the title, which the artist carefully sought, the work
is a straightforward statement about the daily catastrophe related to sex,
ambition, claims, hopes, and even love. The work could have been a clearly
male statement if only its vision and materialization were not so childishly
absurd!

'The barrier, which is ever more “popular” in the globalized world of gated
communities, has been transplanted into the exhibition space of an art
show in There Are No Forbidden Thoughts (2007). Here the artist is appealing
once again to our ability to appreciate a paradox and to follow the paths

of association branching out from the work without prejudice. The barrier
should look like an unpleasant hint at restrictions, censure and control; or
at least it should be a sign of critique of these notions. In this white and red
barrier, however, the normally moving part is static, while the stand of the
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Memory Is a Muscle, 2007
Tempera, pencil, collage on paper
Preparatory drawing

22 x30cm

Courtesy Dr. Horst Kéhn, Vienna

Minus 1 m3, Plus 1 m3, 1994

In collaboration with Kamen Tzvetkov
Site-specific intervention

Courtyard, Old City of Plovdiv, Bulgaria



4 A Place You Have Never
Been Before, 52nd Venice
Biennial, Bulgarian Pavilion,
participants Pravdoliub
Ivanov, lvan Moudov, Stefan
Nikolaev, curator Vesela
Nozharova.
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device goes up and down, moving beyond the context of rationality. Though
the work does not reject the above-mentioned reading, it is an absurdity and
a chance to laugh at our apprehensions, fears, and conventions.

“If information is a line, then it is wider than it is long”

'The Border by Memory (2006) fits within the logic of the above statement —
its thin white line made of a neon tube signifies the northern border of
Bulgaria passing along the Danube River. The conditional precision of
human memory and the conditional stability of state borders hint at the
possibility that the notions of geography (along with the local culture
associated with that) are a function of time rather than space.

In one of the very rare cases of Bulgaria’s national participation in the
Venice Biennial, in 20074, Pravdoliub Ivanov showed a sculpture — two eyes
connected to a gigantic dumbbell — Memory Is a Muscle (2007). There is
something strange, scary, and childish at the same time in its form. With
such eyes taken out of dolls, the boys at school would try to scare the girls...
'The hyper-realistic execution down to the veins on the surface of the eyeballs
is at the same time funny and frightening. The eyes seem to follow you
everywhere just as in a masterpiece of Renaissance portraiture. Is it possible
that this is the materialized gaze of art itself staring straight into the viewer?
'The gym gadget used to “train” the visual memory is very fitting for the city
of Venice. The overabundance of images there, especially at the time of an
art biennial, overwhelms any other reading and creates new images in the
viewer.

In the 1990s when Pravdoliub Ivanov started his career, one of the

most often-used words for contemporary artists was the word “nomad”,
contemporary itinerants who more often than not found application of their
ideas and products in places where they were not born. Travel, which in the
totalitarian states was an elite privilege up until the end of the 1980s, all of
a sudden became a characteristic of the artist’s profession. The accumulation
of suitcases with cut-out bottoms and lids is entitled Loaded (2010) by the
author. The empty, see-through, disembodied objects are in substance loaded
with everything which has no material equivalent. However, that is precisely
what the artist’s work consists of.

Pravdoliub Ivanov has been taking photographs for a long time now. He
takes snapshots for his friends during openings and parties. However, he
also shows his photographs in exhibition halls. With very few exceptions,
they are not staged photographs but documentary ones, often confirming
that favorite saying in the press that the eye of the artist is not like anybody
else’s; it is capable of seeing what others fail to see. This artist’s photographs
demonstrate his attraction to urban and rural landscapes, sometimes

with people. He is, however, always photographing his subjects because

of those products of human labor that might end up within the space of
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Picture, 2013

Water colour on paper on stretcher

23 x33cm

Part of the project What You See Is Not What You Get
Courtesy Boiana Sokolova

Light Box, 2013

Tempera, pencil and collage on paper
Preparatory drawing

35 x 27 cm



5 The title of an article from
1932 by Maxim Gorky pub-
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where the political and
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artistic efforts. His series of such photographs, started in 2007, is entitled
Non Works. It is a catalogue of the unexpected, untimely, irrationalness of
miracles created by accident by anonymous creators.

“Don’t read — contemplate”

'The year 2013 in Bulgaria will obviously go down in history and living
memory as the Year of the Protests... protests against the corrupt
government, against the immorality of power, against the oligarchs’ greed.
Tens of thousands of people went out into the streets daily to demonstrate
their opposition to the status quo. As in many other parts of the world,
many of the protesters belong to the so-called “creative class” in society —
they are able to formulate and represent their thoughts in many difterent
ways and forms. But even against the backdrop of this vastly populated

field in the context of world protests, the powerful visual/textual polemic
that Pravdoliub Ivanov maintained for weeks and months remains not only
unique but highly effective and memorable. Because of his hand-made

and hand-held slogans with clever-to-poignant messages, the artist was
“nominated” by the media as one of the faces of the protests. This was one
new answer to the question constantly present in the 20th century — “Where
do you stand, masters of art?”™ Each day, Pravdoliub Ivanov would go out

on the streets to protest along with the huge masses of people equipped
with his one-meter-long slogans, which were always different in wording
and invented by him; these messages were questioning, ridiculing the
powers-that-be, appealing to the people, commenting on the situation,

and ultimately capturing and reflecting the mood of the street. The artistic
substance of this practice was reinforced and reflected by the Financial Times
on July 15, 2013, when his slogans used the global meta-communicative
language of emoticons, daggers, swords, grenades and other graphic signs of
anger, which forcefully expressed the political emotions of the moment.

'This last graphic slogan by the artist is the basis of his work Zvo/s (2013),
which combines a photograph of the artist at a street protest carrying this
slogan, the artist himself and also the page from the Financial Times with a
story dedicated to the Bulgarian anticorruption protests.

Here the media becomes the message, indeed.

Black Balloons (2013) is one of the very first video works by the artist and it
is once again a direct reaction to the reality of the street protests in Sofia.
'The video has captured a multitude of police officers guarding the Bulgarian
Parliament. On the street, everywhere around the officers and beyond, there
are black balloons rolling around. The balloons were “presented” to the
authorities in the country on one of the days of protest, just as black balls
were used in antiquity for voting — this custom, in fact, gives us the word
“ballot”. Here the message is also complicated; the aesthetic montage
juxtaposes the free movement of the balloons blown by the wind with the
expressionless staticness of the living people — the police. This juxtaposition
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Never Enough, 2011
Detaill
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is further heightened by the strangely deformed sound; a modified actual
recording of the protests has been transformed into the Sound of the
Protests.

“The Tree of My Desire Is Bonsai”

Never Enough (2011) is a cry from the soul that has been aggressively sprayed
on the surface of the paper work, but which also invades the surrounding
wall. The same paper is “carrying” the Less is More sign, which defines
Andrea del Sarto’s perfection in the poem by Robert Browning, while at the
same time appears to be not enough for perfection itself...

How was it in the work of Eminem?

“...it may seem like I'm goin too fast cuz my mind is racing
And I could give a fuck what category you place me

Long as when I'm pushing up daisies and gone

As long as you place me amongst one of them greats
When I hit the heavenly gates...”

Tara Boubnova

8 Eminem. “Never Enough”
from the album Encore,
2004
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INOJIET HAZl PEJIE®A HA 3HAYEHHUATA / A FLIGHT OVER RELIEF OF MEANINGS

[IpaBnoao6 MBaHOB e eUH OT Hall-aKTHBHUTEe JAHEC ObJArapcku xyaoxHunu. Cpep
paboTuTe My HMa OOEKTH, PUCYHKH, CKYJANTYypH, PoTorpaduu, HUHCTAJALUH, TEKCTOBE, a
Hamnoc/JaeJAbK U BUZAe0. BeposATHO, Hail-leCHO ¥ A0CTaTbhb4HO 6€30TTOBOPHO TOM MOXKe Jia Obje
omnpefesieH KaTo INOCT-KOHIeNTyaJeH XyJoKHUK. M Makap U3dCHSIBAHETO Ha MOHSTHETO
,KOHILIENTyaJlleH" 1a MOXe [0CTa Aa OTAaJedd TO3U TeKCT oT caMus [IpaBo/t06, B paboTuTe My
MOYTHU BUHACHU Ce yCelllaT BbIIPOCH - KAKBO U K'bJle € MSCTOTO Ha U3KYyCTBOTO B Hawu AHU? ToBa
OUYEBU/IHO 'O CB'bP3Ba C NPOAb/IKUTENHATA, IIMPOKaA U GpJIyuiHA TPaJULMs Ha KOHIeNTyalu3Ma.

XyAOXXHUKBT PsAJKO 3aJaBa BBIPOCUTE CU C JyMU — NMPU NMOBBPXHOCTEH MOTJE] KbM
paboTHUTe My MOXe JJOPU [la HU Ce CTOPHU, Ue cMe NIpeJ, e[JMH BUJ, OCTyJIMpaHu oTroBopu. Ho npu
BIJIEX/|[aHE B HANPAaBEHOTO 3a MOYTU TPU JleceTuaeTus npodpecuoHalHa AeHHOCT, ce ycelia, ye
MMEHHO MOCTaBSIHETO Ha OYEBU/JHOCTU MOJ CbMHEHUE, MOATUKBAHETO KbM (OpMyJiMpaHe Ha
BBIIPOCH, € Hail-cujHaTta cTpaHa Ha IlpaBmoso6 HWBaHoB. bux ro omnpejenuna KaTo
BUCOKOKBaJUUIUPAH ,MHTEPBIOEP” HaA U3KYCTBOTO BbB B3aHUMOOTHOLIEHUSITA My C
o611ecTBOTO. BCceku mbT ce 0Ka3Ba, Ye pabOTUTE pa3HUILBAT HE CaMo ,KaKBO“ U ,K'bJie", HO, KaTO
eCTeCTBEHO CJIe/ICTBUE, U ,KaK", ,3a1110", ,3a Koro“. XyJIO)KHUKBbT € yBJIeYeH OT TO3U NPUMaMJIUBO
6e3KpaeH U eJHOBPEMEHHO MOTHUBU Al POLEC.

B3emu OT TOBa U3peuyeHHe KOJIKOTO Moxkelll Ja Hocull/Take from this sentence as much as
you can carry

3arJiaBMeTO Ha TO3U TEKCT, KaKTO U NoJ3arjiaBUsATa Ha OTJeJHUTe My 4acTH, 3aex OT
e/lHa UHcTasauusa Ha [IpaBgoso6 MBaHoB - Ha Husomo Ha ouume/ At the Level of the Eyes,
npeJcTaBeHa B MaJlka 4yaCTHa rajepus BbB BaphHa mpe3 1998 roauna. TaMm, HanpaBo BBbPXY
CTeHUTe, aBTOPBT NOApPeSU OTJeJHU H3pedyeHUsl COOCTBEHO IPOU3BOJCTBO — HEI0 KaTo
acambsiaxk oT ¢ppa3y, HAOMHSIIM BECTHUKAPCKU 3arJiaBus, peKJaMHHU CJIOraHH, MOJUTUYECKH
JIO3yHT'W, MOETUYHU (parMeHTH, UHTUMHHU 3abesiexku.. CieJ; u30xkbaTa U3peUyeHUsITa ce
opopMHxa B aBTOPCKA KHHWrQ, OTIe4YyaTaHa B CbBCEM OTpPaHUYEH THUPAXX - apXWMB Ha MHJeH,
XpyMBaHus, MOTUBauuMu. Tyk cM mo3BoJsiiBaM ynoTpebaTa UM MO CbILUSA HA4YMH, 110 KOMTO,
criope/; caMus XyJl0XKHHUK, T [10J13Ba OTTOraBa U TOW — KaTO 3arJiaBus.

[IpaBpost06 MBaHOB nmoJiyyaBa TpaJiMLIMOHHO 06pa3oBaHue B Xy/0KeCTBEHATA aKaAeMus
B Codusa B Hauasoto Ha 90-Te, HO JocTa O6bpP30 ce pasjesiss C NPUBUYHUTE 32 >KUBOMHCEI]
XyJZl0’KeCTBEHU CPeJiCTBA, ChIJIaCBaWKU ce KaTo 4e JiM ¢ [laMmueH XbpCT, Ye L0M KMBONUCTA BCe
e/JHO ce 3aHMMaBa C aJjlalTUpaHe Ha Beye CbIIECTBYBALlU OOEKTH, MO-0Ope e XyJOKHUKBT
JIUPEKTHO Jla ce 00'bpHE K'bM TSIX.

,Lepon” Ha [IpaBgos06 MBaHOB ca Hall-ueCcTO ChbBCEM OOMKHOBEHU NpeAMETH, C KOUTO
CMe BCEeKU/JIHEBHO 3a€/lHO, MJIU TUIIMYHU CUTyallUH, B KOUTO BCEKU € CIIOCOOEeH Jja ce pa3no3Hae.
VHTepechT Ha Xy0’)KHUKA, 3a CMeTKa Ha 60UTe U YeTKUTE, KbM JIECHO JOCT'bIIHU U HETUIIUYHU
3a TPaJUIIMOHHOTO M3KyCTBO MaTepHUa/id UM HaMepeHU 00eKTH, Ce J'bJKU BEPOSATHO KaKTO Ha
peakuus CIpsAMO KOHCEPBAaTMBHOTO 00y4YeHHUe, Taka MU Ha BHUMATEJHOTO MYy JIIOOGOMUTCTBO
CIpsAMO OOKpBKaBalllusi HU CBAT, B KOMTO NPOU3BEJEHOTO OT YOBEKa MOXe Jla MpUTeXaBa He
caMo notpebuTesickd GyHkIuU. [IpouyToTo uspeueHue Ha rpad ae Jlorpeamon ,KpacuBo kaTo
cay4dalHaTa cpelja MexJy IIeBHa MallhHa W 4YaJbp BbpXy xupyprudyecka maca“ (Comte de
Lautreamont "Beautiful as the chance encounter of a sewing machine and an umbrella on a
dissecting table") usrsiexxa ce oTHaca u 3a pabotute Ha [IpaBosito6 MBaHoB, 0co6eHO mopaau
TOBAQ, Ue ,CpeljuTe”, KOUTO XyJO)KHUKBT OpraHU3upa B pabOTUTE CH, BUHArd NPOTUYAT 3a6aBHO.



Tol onpeaMeTsiBa BHUMAaHUETO CH KbM ,,CKPUTHS )KUBOT Ha BelMTe", yceTa CHU Ja ON0JI30TBOPH
NOoTeHLMa/la Ha NO0J06HMU 006€eKTH, Ja ro U3BaJlU Ha CBETJIO Ype3 MpeHapeXxJaHe Ha JeTauJu U
pa3JiM4HO Crio6sBaHe Ha CbCTaBALWM eJleMeHTU. XYAOXHUKBT CbyMsABa Ja Je-
KOHTEKCTya/IM31pa NIPUBUYHOTO UM CbILeCTBYBaHe U Jja U3rpaZiy JpYyTU 0OCTOATEJICTBA, KOUTO
nozAnoMaraT Bpb3KaTa My CbC 3pUTeJIs.

Tasu mnpakThka e pajed OT Bce3aBJajdaBalivMa JHec apT Ju3adH. He ciydaliHo
nocJjeAHaTa caMoCTosiTesHa u3Jaoxk6a Ha [IpaBgosio6 MBaHoB B ranepusi CapueB B [l1oBauB e
o3arnaBeHa What you seel. B ToBa 3arsaBue NpUCBCTBA IpenpaTka KbM KJacudeckaTa
MHCAaWJ'bpCKa 3a ChbBPeMeHHUs XyZ0KHUK liera “what you see is what you get”, kosiTo uma
OTHOLUEHUEe KbM 3a0/yIUTe U 0O'bPKBAHUATA, CBbP3aHU C Bb3NPUATHETO HAa U3KYCTBOTO Ha 20
BEeK OT abCTpaKLMOHU3MA 10 XUleppeain3Ma. BaHOB He [JOBBpILBA [NO3HATOTO U3peYeHUE U
Cb3HATEJIHO OCTaBsl 3pUTeJid Ja Cce YyAu, KaKBO TOM/TS BWXKJA U KaKBO TOW/TS pa3bupa OT
BUAAHOTO. [lpeameruTe, 00OekTH Ha BHHMMaHMe 3a I[IpaBmos06, ce NepcoHaIU3UPAT,
IICUXO0JIOTU3UPAT, KOHTEKCTyaJU3UpPaHU B NPOCTPAHCTBOTO Ha HU3KYCTBOTO. Taka, oCTaBaWKH
,2IpeaMeTH", Te ce mpeboOpBaT 3a Bb3BPbljaHe NPABOTO CU HA ,aypa“ BbIPEKU peRbpHaaTa ce
B MOCTYJIaT XapaKTepUCTHKa Ha BanTtep beHsAMUH 3a HalaTa enoxa KaTo ernoxa Ha TeXHUYeCKO
B'bIIPOU3BEX/IaHE.

Rise to Score, 2011, npeacTtaByisiBa abCcyp/eH XUOpUA OT 6GacKeTOOJIEH KOUI U pacTslia
1pe3 Hero, HO OT TaBaHa — OO'bpHAaTa C KOpOHAaTa CU HaJl0Jly, TaJiMa B cakcus. Bceku u3pas Ha
00'bpKBaHe, 00pbljaHe Ha CMUC/IY U IPUYUHHU BPb3KU OU HaMepuJ IpeKpacHa UICTpalus B
Ta3u MHcTajauus. [IpeaMeTUTe ca «B KalmaH» MeX/y ChIIHOCTTA U CMUCHJIA CH, U3M0JI3BAalKU
u3pasza Ha Mumen ®Pyko mo oTHouleHUe Ha pabotuTe Ha Marput?.Te ca camuTe cebe cu, HO
OYeBUJHO O3HauyaBaT Apyro. [IpeBpbliaT ce B WIOCTpALUsA, HO He HA KOHKpPeTeH TEeKCT, a Ha
MHOXeCTBEHHOCT pparMeHTH OT TEKCTa Ha Mac-KyJITypara.

WHcTananusara B nyo6audyHo mnpocTtpaHcTBo Form From Form, 2012, BbIUTbIaBa B
OyKBaJJHUS CMHUCBJ Ha JyMaTa NpeBpbllaHeTO Ha ¢opMaTa B CbAbpKaHUe. ToBa He e
eJleMeHTapeH Npoluec — YJIUYHUTe JaluT-O00KCOBe ce U3BUCABAT HAJl [JIaBUTe HU, IOCTOSIHHO Ce
BBPTAT U B OlNpeZieJieH MOMEHT 3pUTesNAT OCb3HABa KaKBO ce ciayyBa. JlymMmuTe 3aMecTBaT
dopMaTa - U3Ka3BaHETO € «[I0MeCTEeHO B IPOCTPAHCTBOTO Ha QpUrypaTa M Kapa TeKCTa Jla Kaxe
TOBa, KoeTo THA npefcTaBa»3. [IpaBmono6 HBaHOB ce 3akaya C OCHOBHO MpaBUJIO Ha
KOHILeNTya/M3Ma, WU3UCKBAll, MUHUMaJIM3bM B MaTepUaJHOCTTa Ha TBopbaTa, 3a Ja ce
nojdepTae uJedra.

MeTtadopa e TpancnoptHa pupma/Metaphor is a transport company

Tpaucgopmayusima suHazu omHema epeme u eHepeus (1998) e umMeTo Ha efHA OT HaW-
nonyasspHuTe pa6otu Ha [lpaBposito6 WBaHOB. MHCTananusTa € CbCTaBeHa OT MHOXECTBO
I'bJIHA C BOJla TOJIeMUM TeH/PKepU - CbBCEM OOMKHOBEHM, LIapeHM U pas3HOKaJIHMOpeHH,
HeeJJHOKPAaTHO M3M0JI3BaHU OT COOCTBEHULMTE MM, CTBIW/IM BBPXy MaJIKU eJIeKTPpUYeCKU
KOTJIOHYETa, eJIeraHTHO KOMIIO3UPAaHU HallpaBo Ha MoJia Cpe/Ji BKJIYEHUTE CU B Pa3KJIOHUTEH

1 What You See, Sariev Gallery, Plovdiv, 01 November 2013 - 17 January 2014. HazBaHueTo Ha
u3yox6aTa e pparmeHT oT HHCTanauusaTa What You See Is Not What You Get, Heon, Ty, 2013, mokasaHa
B Hed.

2 Michel Foucault. This is not a pipe, 1973. Quot. from
http://monoskop.org/images/9/99/Foucault_Michel_This_Is_Not_a_Pipe.pdf

3 Ibid.



Kabesu. HecbOTBETCTBUETO MeX/JAy roJIeMUTe TeH/pKEpPU U CJabuTe MaJIKh KOTJIOHU IpaBU
KMIIBAHETO Ha BOJaTa TPYAHO, MbUUTEJIHO, MaKap T4 BCe eJJHO Jla HaMaJsiBa, IpeMUHaBalKU B
napa. XapakTepHOTO OYpHO O0'bJIOYKaHe HUKOra He ce MOCTUTra, HO UMEHHO He3abesexKMMOCTTa
Ha CJIy4YBalOTO Ce, IO3HATO M KaTO eJleMeHTapHa JOMaKMHCKa MpoleJypa, U KaTo yHOpUTO
CBUJZIETEJICTBO 3a JeWCTBUETO Ha QU3MYECKHUTe 3aKOHH, e MpeBbpHaTa B MeTadpopa Ha OHEe3U
O6e3kpallHM NpoIlecM Ha MOJMTUYEeCKa U COLlMaJHa NMPOMSAHA, C KOUTO HAUIeTO MOKOJIeHHe
CBXXUTEJICTBA.

B cpenata Ha 90-Te vHcTasmanuuTe Ha [IpaBfo106 BaHOB ca MHOT0 4YeCTO peaklys Ha
aKTyaJHA MOJIMTUYECKU CbOUTUA - BOWHUTe Ha bajkaHuTe, HanmpuMmep, TepUTOPHUAJIHHUTE
NpeTeHIIMH, eTHUYeCKUTe KOHQJIUKTH, FPaHUYHUTE pasHorsiacusa. Ho Tol He ce onuTBa JAa
Cbh3Jaze LOKYMEHTHU UM UCTOPUYECKU HApaTUBU — UHTEpPEeCHTe My ca CBbP3aHM C aHa/iM3a Ha
«JIpyrocTTa», C ThpCeHe Ha pas/iM4vsa Ha CMHUCJH, C U3CJIe/BaHe Ha CUMBOJIY, C M3yyaBaHe Ha
B3aMMOOTHOUIEHUSTA MeX/1y npeJMeT U penpedeHTauus. Tepumopuu (1995-2003, nokasaHa 3a
I'bpBU I'bT Ha 4-To HMcTaHOy/icko 6MeHasie) e peulia TOJIeMU 3HAMEHA, U3JISITU» OT NMPBCT U
KaJ. [IoATUK 3a TAXHOTO Ch3/jaBaHe Ce OKa3Ba eKCIepUMEeHTa/THOTO CeJICKOCTONAHCKO IoJie Ha
Bbiarapcka akajieMyds Ha HayKUTe, KOETO XyJOXKHUKBT BMXKJA OT MPoO30pela CU U KbAETO ca
cbOpaHy pa3/IMYHU BU/IOBE «HALlMOHAJIHA» 04YBa. 3HaMeHaTa OT NPbCT — OT HalW-aBTEHTUYHUA
eJleMeHT Ha BCfKa JbpKaBa, HeMHA OCHOBA U CBLUIHOCT, 3aMeCcTBaT NapyeTaTa IJaT C 4eCcTo
HEMOHATHM U 3abpaBeHU CHMMBOJIM, U Ce INpeBpbILAaT B MOHYMeHTa/Ha WHCTaslalLus,
IPEOCMUCIAIIA CAMOTO MOHATHE «TEPUTOPHUsI». [10J06HO MOC/IaHUe HOCH U MAaCUBHOTO 3HAME B
cnenuanHa gbpBeHa KyTus (Tepumopus, cbiio oT 1995), KbJeTO ONO3ULUATA MEXKAY 3EMHUS
IpUpOJileH MaTepyuasl Ha 3HaMeTO U JIYKCO3HOTO MYy KaZu(eHO «JIerjo», MOAXOAAL0 3a CKbI
MHCTPYMEHT, OTpa3dBa JApaMaTUYHUTE NPOTHBOpEYHUS MeXJy peaJHOCT U HHTepHpeTanus
ocobeHO B cdepaTa Ha MOJUTUYECKOTO. 3a TPETU I'bT, OlLle MO-UPOHUYHO, XYAOXXHUKBT Ce
00p’bllla KbM Ta3u CUMBoOJIMYHA ¢popMma B «JlecHu 3HameHa» (1996) - nmpo3pauyHU HAWIOHOBHU
«IJIATHUL@» BbPXy XapaKTepHU J'bPBEHU APBXKKU. Bcekn Moxe 1a Npesi/ioKU BaXKHOTO 3a cebe
CU HaLlMOHAJIHO, TOJIUTUYECKO UJIK 3HAKOBO Ch’bPKaHUE U Jla Hal'bJIHU «popMaTa» € Hero...

«Bcuyky nuumaT, HUKOW He 4eTe», € LUTAT CbC CHOPEH IpPOU3XOJ, MO JAyMHTe Ha
KyJaTypoJsiora npo¢. Anekcanabp KboceB nosiBua ce omie B lllymep, o3HauyaBaliku ynaj’bKa Ha
MBUJIM3aLUsATA U TOoraBa, U AHec. Stairs of Innocence, 2010-2012, e 6e3kpailHa KOJIOHA OT
CTPaHUIU Ha cepuo3eH noautudecku AokyMeHT — United Nations Security Council and General
Assembly Resolutions on Cyprus 1960 - 2006, MaruyHo 3aKpeneHU eJlHA HaJj Jpyra BbpXy
cteHa. TpyaHo e fa ce npeAnoJsioxky, oTkbAe [IpaBaoio6 BaHOB ce cjo6MBa UMEHHO C Ta3H
NoJ00pKa TEeKCTOBe, HO 3aJaZleHaTa OT Hero HeBb3MOXHOCT 3a NpoyhTaHe pedJieKTHpa
HeXKeJIlaHUeTO Jia ce yeTe, lieTaTa OT MOJUTUYECKHU Pe30JIIOLMY, NOJIMTHYeCKaTa HerpaMOTHOCT
¥ MHAUGepeHTHOCT. MUHUMa/JUCTUYHATa KoMno3uuusa aaa JoHang kb npeBpblla Helo Ha
Teopus ,[10J1e3HO” B HEL0 OTAa/ledeHO0 OT I'bPBOHAYAJIHUSA MY CMUCHJIL.

Thought Within a Thought Within a Thought, 2008, npexacTaBsi cxXxeMaTH4YHO, HO
pasno3HaBaeMoO MO3'bKa Ha 4oBek. [[0J06HO aHTe/ieHO OHArJiesiBaHe Ha MO3bKa € Beue J10CTa
NOMyJIIPHO (MaKap U He TOJIKOBA, KOJIKOTO U300pa3siBaHe Ha CbpLEeTO BbB $opMaTa, IpreTa 3a
3aab/kuTesHa 3a Valentine’s Day.) B cayuyasa c¢ To3u pesed e uU3nos3BaH NPUHMOMBT Ha
MaTpbOLIKAaTa — BU3yasiHa Nanuaorusd. PopMajHUAT MUHKMMAaJIU3'bM Ce IPeBpbllla B MOHOTOHHA,
HO eJIeraHTHO pa3Ka3aHa MCTOpUSA 3a Ipoleca Ha MUCEHETO.

[IpaBfo106 BaHOB MHOrO pUCyBa — Ha XapTHs, HA MOHUTOp, C MOMOILTA Ha TabJeT.
Hsakora, B paHHHTe BpeMeHa Ha MOJlepHU3Ma, € ChIeCTBYBaJ M3pa3 ,pUCyBa KaKTO nuuie”,
OTpa3dBall] Bb3XHUIeHHe OT JIeKOTaTa U O'bp3MHATa, C KOATO aBTOPUTE Ch3JaBaT 00pa3u He MO



MaJIKO CJI0°KHU Y 3HAYUTEJIHU OT 00pa3uTe, Cb3AajieHu ¢ AyMu. Mystic Thruths, 2013, BcTblBa B
Jilo6MMaTa Urpa Ha KOHLeNTya/u3Ma, KOraTo 00eKThT Ha U300paXKeHUETO ChbBMNa/la CbC CAaMOTO
u3obpaxkeHue. /[BeTe [yMHU Ha CTeHATa ca U3MHUCAHU, HO eJHOBPEMEHHO U HAapUCYyBaHU C TO3U
MUCTHYEH MOJIUB, KOUTO € 3aCTHHAJ MO0J CbOTBETHUS 'bI'bJl CHIPSAMO NOC/JeJHATa YepTHUYKa B
TeKcTa/pucyHKaTa. YyZoTo Ha pPBKOTBOPHOCTTA € Mpech3JaJleHO upe3 MNPUBHUHO
HEpPBKOTBOPEH NMPUHOM - BB3NPUATHUETO HA 3pUTeJd Ce JBMXKU KaTo IO JieHTa Ha Mbobuyc,
YCJI0KHEHO Ollle U OT TOBA, Ye B paboTaTa MMa CKPUT LUTAT OT HeoHa Ha bpyc Hayman oT 1967
I. - TOJIMHATA NpeJi CTYAeHTCKUTe peBOIOLUHU: ,UCTUHCKUAT XyZJ0’KHUK [IOMara Ha CBeTa upes3
paskpuBaHe Ha MUCTUYHU UCTUHU" (The True Artist Helps the World by Revealing Mystic Truths).
3a pasyiMKa OT IpejllecTBeHUKa cH, [I[paBroso6 UBaHOB AHeC He JaBa OTTOBOP 3a MACTOTO Ha
Xy/ZI0’KHMKa, HO HAMEeKBa 3a ChIIHOCTTA Ha YCUIUATA MY.

“UImBuansanuara e HaBuK/Civilization is a habit”

Pa6otute Ha [IpaBgo/i106 UBaHOB MOYTH BUHArW 3aJjiaraT Ha ClelUaJHU OTHOILEHUS C
IPOCTPAHCTBOTO, KOETO 3aeMaT M KbM KOeTO MNpHUHazJjexaT. Urpata c Hero Moxe jJa ce
NpeBbpHE B IJIaBeH eJleMeHT Ha CaMOTO NpOoUu3BeJileHUe, KaKTo ce caydu B Munyc 1 m3, nawc 1
M3 oT 1994 roaunHa. B cpesata Ha KWATeH JABOP B HMCTOPUYECKHUS apXUTEKTYpeH pe3epBaT
Ctapusar [ly10BAMB, UJeaHO U3KOMaHaTa B 3eMATa KyOMYHa AylKa HaMHUpa CBOS «IIO3UTHUB» OT
cpuiata no ¢opMa MNpPBCT, HU3BaJeHa cAKall 6e3 pa3MecTBaHe. Ta3W MHUHMMaJHWCTHYHA
CKYJIITYpa M3M'bJHU QYHKLMATA Ha Bb3K/IULATe/JeH 3HAK HaJl ONMO3ULHUATA «IIOCTOSHCTBO Ha
MUCTOPUYECKUTE XapaKTePUCTUKU» Ha JjaJleHO MPOCTPAHCTBO U «CbBPEMEHHO Bb3NPUATHE» HA
CBLIOTO.

Taka u HenpeTeHLMO3HUTe ready-made — NJ1IaCTMacOBM JiereHH, BKOIIAHU B IJIOCKOCTTA
Ha JIMBaJZia, f NpeBpbILaT OT TUNHWYHA MeH3aXHa MOBBPXHOCT B U3YMpyJHa MNaJuTpa C
»KU3HEPAJO0CTHU I|BETHU NeTHA — BodHu moHymenmu, 1999-2004. Ta3u uHcTananus e usrpajieHa
3a IbpBU BT B XosaHAUA, B CKy/INTypeH napk /lpexToBepc, KbJeTO aBTOP'bT U3MUTBA OCTpaTa
HY>K/la /la pa3HO0Opa3y MOHOTOHHOCTTA Ha UJeasHO Mo bpKaHaTa NpUpoJa 4ype3 HaMeca C
eBTUHU NIpeIMeTH Ha NOTpebieHue.

3a IlpaBgosto6 HMBaHOB H3KYCTBOTO B MNyOJMYHO MPOCTPAHCTBO € OYEBUJHO
NpeAy3BUKATEJCTBO MO NPeOoJoJisIBaHE HA JAUCTAHIUATA MEXJAy “BHCOKOTO” M “HUCKOTO” B
MMeTO Ha HenpejaybeJeHa KOMYHHUKalMsd C HeW30eXXHUS MeCTeH 3puUTes. XyJLOXKHUKBT
CbTPYZAHUYHA C MPOCTPAHCTBOTO, M3I0J3BaKU He CaMO HeroBute o06eM U crneyupryHa
“reoMeTpHs”, HO U KaTO 3aJjlara Ha UCTOpUYECKaTa My cOLlMaJiHa WM KyJATypHa namet. Taka
MHCTaJIallMUTE Ce OKa3BaT He caMo site specific, Ho U context specific, KOHIIEHTPUPaAKUKU OKOJIO
cebe cU MHOroobpasHHWTe eHeprud Ha camoTo MscTto. B Jliokcembypr [lamemHuk Ha
HeuzgecmHama nepayka, 2005, OGesiexkM C BHUCOKA KOJIOHA OT IMOCTaBeHU €JUH B [ApYT
pPa3HOLIBETHU JIETEHU MSCTOTO Kpad pekaTa, KbJeTO ca Npaju IOKOJeHUs MeCTHHU >KEeHH.
ABTOpPBT BHUMaTeNHO “nuTUpa” UAeUTe Ha ApMaH 3a aKyMyJIMpaHe Ha KOJIMYECTBAa eJHAKBU
npeJMeTH KaTO KPUTHUYEH >KEeCT CIpPsAMO OOIecTBOTO Ha NOTpebJseHMe, 3a Ja NojyepTae
HeHaTpam4yMBO COLMa/IHaTa CTPaHa Ha IPOeKTa CH.

®onmanupawjusim ¢onman, 2005, e oTHOBO context specific MHCTanaKsg B MyGJUYHO
IPOCTPAHCTBO, KOATO 33/iaBa BbIPOCU NIpes HaJIUYHOTO status quo. KoraTo [IpaBzrosito6 BaHoB
npuctura B PereHcOypr, ['epMaHus, 3aBapBa B LieHTbpa Ha rpaja TPUTOJHUILEH H3KON 3a
“@onTaH Ha EBpona”, He3aBbpllieH NOpaAy JWIca Ha cpeAcTBa. U3KOM'bT e 3aTBOPEH C A bPBEH
Kalak, KOMTO XyJOXHUKBT NPHUIIOBJHUIa, 3a [ja Pa3NoJIokKU OTA0JY MOIIHU NpoxeKTopH. [Ipes
HOIIITA yCellaHeTOo 3a MHTEeH3UMBHA CTPOMTEJIHA JeMHOCT MO/ 3eMsTa € Hal'bJIHO yOeJuTeJHO.



VpOHUYHOTO OOBbpKBaHe NpeBpbLia MUHYBAuyUTe B 3pUTEJM U T'M TJacKa KbM Cb3HATeJHa
peakuus CipsiMOo CJ1y4YBallloTo Ce.

B uHcTrananusara cu Ilemeka, 2006, B JlapMujaaTckaTta ropa, I'epManusi, XyL0KHUKBT
OTHOBO M3M0J/13Ba CIleHapMi Ha OObpKBaHe, NpeKbCBaHe HAa MOHOTOHHOCTTA, HaMmeca B
npuBUYHOTO. Pasnosiaraiku 100-MeTpoBa A'bpBeHa II'bTeKa C lepuJia B I'bCTalaKa, TOU KaTo 4e
JIX 3a/laBa BEKTOP Ha JABMKEHMUETO U Kapa BCEKH, KOMTO CT'bIIM TaM, He caMo Jia ce OTZeJU B
IpeKHus CMUCHJ Ha AyMaTa OT 3eMATa, HO U Jja Ce BKJIYHU B AUaJIOr BbPXy BHUMaHHUETO KbM
JleTailia ¥ 4yBCTBOTO 3a XyMOD.

3a KOUTO ce OTHACHA - He 6'bAM TOJIKOBa HauBeH/To whom it may concern - don’t be so
naive

3a [IpaBgo106 BaHOB BCcsika paboTa, BCsIKAa M3J/10%K0a e U3rpak/iaHe Ha JUaJior, B KOUTO
XYAOKHUKDBT JAPYKeJIO0HO, 3aKa4IMBO, MOJKAaHBAL[O0 MPOU3HACA II'bPBOTO HM3pEYeHHE U ce
HaJisiBa Ha OTCpellHa peakuus. Tod He o6UyYa Ja HAcCU/IBA OTHOLIEHHWS U OCTaBsl Ha BCEKU
HeoOX0JMMOTO 3a /1a ce BKJ/IYU BpeMe. CaMmuTe My paboTH, 0b6aye, IpUTEKABAT €CTETUYECKH,
IICUXOJIOTUYECKH, MOJUTHUYECKH, AOpU PU3WYECKHM apryMeHTH, MOTHUBUpAILU 3pUTessd Ja
IPEOCMUCIIH NpeicTaBaTa CU 3a HOPMAJIHOCT.

B equH oT MankoTo cu mbppopmaHcu - Into the Problem of Misunderstanding, 1999, B
M3/10’k6a, Ha30BaHAa Ha MMETO Ha MaJIKus, MPOU3BEXJAll KUCEJ0 MJSKO 6aluj, aBTOPBT e
CT'BIIUJI HAIIPABO C O6YBKHUTE CU B HAJlyBaeM JIETCKHU 6aceil U yepnu OTTaM KHCeJOo MJISIKO, KOETO
npejjara Ha my6sukata. MMeTo Ha pojAMHATa Ha XyJOXKHHUKA y4yacTBa B JIATUHCKOTO
HalMeHOBaHHWe Ha 6aKTepusATa U caMo Mo cebGe CH e MOBOJ 33 UPOHUYHU PA3MHUCIU BBPXY
HallMOHA/JIHUTE NMPEHa/IJIEKHOCT U UJIEHTUUYHOCT. A ThIIUEHETO HA TO3U “CUMBOJI”, AYOJIUPAHO OT
KJIACUYECKH KeCT Ha TOCTONMPHUEMCTBO, 3aIJIMTA Ollle MoBeue MPUYMHHO-CIe/ICTBEHUTE BPb3KHY,
pa34MTAHETO Ha OTHOILIEHUETO MEX/Y CUMBOJIU U ChIIHOCTH.

B cayuaute ¢ O6wpkeane (2002) unu ¢ Tosakoea muozo npuvuHu (2004, Tanepus 3a
CbBpPEMEHHO U3KYyCTBO, JIalMIUT) Bb3MOXKHOCTTA HAII'BJIHO J]a CE aCOLUUpPALI ChC CUTyalHsATa €
MOXXe OM Hall-CHJIHO 3acTblieHa. [I'bpBaTa HHCTasalUs NpeJCTaBJsABA IIapPEHO JOMALIHO
KUJIMMYe, Pa3MoJIOKEHO B OesiMs KybO Ha MU3/10kOeHaTa 3aJsia Taka, CAKall efjHa OT CTeHHUTe e
u33uJaHa otrope My. OT cBosi cTpaHa BTopaTta paboTa e site specific - crapa KyxHeHcKa Maca,
3acTaHaJ/ia IpeJ BpaTa B IOMellleHHe U peyella, KaKTo U3IJIeX/a, TS Ja ce oTBopH. [IpenusHo u
e/JHOBPEMEHHO MHOTO JleJIMKaTHO M MacaTa, U BpaTaTa ca U3psi3aHH, KOeTo 103B0JIsiBa BpaTaTa
csKall la MUHe “nipe3” MacaTa U Taka IbTAT Jia Ce 0CBOOOAU.

[Ipe3 nociegHUTE TOAWHU MEPCUNCKUAT KUJIKMM 4YeCcTo cTaBa “Meaus” Ha [IpaBzosiio6.
BeposiTHO B/MsIHME OKa3Ba U GUTOBATa TPaJULUs Ha poJHUHA MY, reorpadCcKu U UCTOPUYECKU
HaMHpalla ce Ha TIpaHULaTa Mexay H3Toka W 3amaja, obaxjaT ce U CIOMEHUTE OT
COLUATUCTUYECKOTO JEeTCTBO, KOraTo KWJHUMBT € eAUH OT Hal-JOCTBbIHHUTE CUMBOJIM Ha
npect>k B goMa. Ho pasgpobenust Ha mnapueHua (Fairy Tale Device Crashed, 2013) wnu
HaTPOLIEHUAT KATO C rojiaM kaMbk (Ornament on Demands, 2013) nepcuiicKM KUJIKMMH NPHU
XyZO>KHHUKA Ca He caMO 3HAK 32 CMaykKaHaTa OT peaJIHOCTTA MpescTaBa 3a eK30TUYHUSA OpUEHT,
HO U 3a pHKa3KaTa BbTPe B HAC. U3r/iexaaiy HepbKOTBOPHU M PEKPACHU, KUWJIMMUTE B T€3U
MHCTaJAlMU ca pa3pyLIeHH Mo abCOJIIOTHO HexapaKTepeH 3a TAX HA4YMH, Te ca CYylNeHH Ha
napyeTa, KaKTo MeTapOpPUYHO TOBA Ce CJAy4YBa C IPeJCTABUTE U UJI€ATHUTE.

3a pelieHHe Ha OYEBHU/IEH MPO6JIEeM, MaKap U MapaloKcalHo, npeTeHgupa Hukoza noseue
necumusesm (2002 - 2004) - paboTa, mbpBOHAYAJHO 3aMHUCJEeHAa KaTO IJIAKaT, a MO-KbCHO
IpeBbpHATA B HMHCTaJalys. BHymIMTeqHM napyeTa MapKoOBO, C TOJEMH AYNKU CUPEHe, ca



pa3noJIo’KeHU BBbPXY CTApH YUHOBE, NMOJPEJIeHU M0 TPaJAUIMs reOMeTPUYHO U e€HOO0OPa3Ho.
CuTyauusiTa e Ha NOYTHUTEJHA Nay3a - CsSKall cjej, WIKM TNpeAu OIpeJiesieH0 CbOUTHE.
[IpocTpaHCTBOTO HA HHCTAJalUsITA HE HOCH OCOOEHU XapaKTEPUCTHKH, HO H3BEJHDBXK...
CUPEHETO I'o JIEKyBaT — AYNKUTE My ca CTapaTeJIHO 3aJIelleHH C JielKomnaacT. «'OpKOTo» CUpEHE,
Ha KOeTO My e «OKa3aHa II'bpBa MMOMOII» — KakK, 3a11l0, OT Koro? Bcuyko eJHOBpeMEHHO Ce CBeX/a
M U3pacTBa /0 AETCKO U3MUCJIsIHE Ha MapaZloKCU U 60paBeHe C MOHATUSATA HA «KHEBB3MOXKHOTO
B'b3MOKHO».

O6eKTHTE M HAUMHUTE Ha Npe3eHTalus, IPH LsjiaTa CM NporpaMyMpaHa KOMyHUKATHBHA
JIEKOTA, YEeCTO MHUIMUPAT CJab WOK NpU cO/IbChKA, KOUTO I'M M3BaXK/1a OT MPOCTPAHCTBOTO Ha
3abaBJIeHMETO U T'M M3MeCTBa MO MOCOKa Ha PuaocopckuTe 06061eHUs1. [[010BUH-OYKBUTE,
usrpaxjaiu Hagnuca lloay-ucmuna (1999 - 2007) ca HaKak npeKaJeHO OYEBU/AHU, OYKBaJIHU —
Ha O'bJITAPCKH TYK MMa JIOPU TABTAJIOTHS, HO JIUIICBALIATA UM MOJIOBHMHA, KOSATO MO €UH WU
JIpyr HAa4MH Ce OKa3Ba B OTBOPEHOTO MY6GJHUYHO MPOCTPAHCTBO (KaTO «MOJIOBUH» HAJMUC Ha
yJauLa, CTUKEp, MOIleHCKa KapTH4Ka) pasKpUBa J0CTa CEPUO3HU MAaHUMYJALUU CbC CMUCHJA —
/la He 61 HEBUIUMOTO [Ia € KII0JIOBUH-TBXKa»?

YeTUPUMETPOBUAT CUJIMKOHOB CIIEpMAaTO30MJ, - CKYJNTYpeH OOGeKT ¢ Ha3BaHHUe
“Kpaacmeo Ha xcenaHue u xabeHe», 2004, ecTecTBEHO Bb3/ielicTBa ¢ pa3Mepa cH (!). 3aegHo cbe
Ha3BaHUETO, CTApaTeJHO ThPCEHO OT aBTOpa, paboTaTa 6e3 3a06MKaJK{ JjaBa MpejcTaBa 3a
BCEKH/IHEBHATA KaTacTpoda, CBbp3aHa ChC CEKCa, aMOUIMUTE, IPETEHIIMUTE, HAZEXKAUTE, J0OPU
M c Jwb6oBTa. Ta 6u OuJa efHO OYEBHUJHO MBXKKAPCKO 3asiBJE€HHE, aKo 0Opa3HOTO U
BBILTbIIlEHUE HE 6€ TOJIKOBA N0 AETCKU abcypAHO!

CraBaujaTa Bce MO MOMNyJspHA B TIJIOGa/JHUSA CBAT Ha 3aTBOPEHUTE OOIHOCTU
OorpaHUMYUTe/IHA Gapuepa PYHKLIMOHHMpPA B «XyJI0’)KECTBEHOTO MPOCTPAHCTBO» HA U3J10kK0a -
Hsama 3a6bpaneHu mucau (2007). ABTOpBT OTHOBO ce 00pblja KbM HallaTa CIOCOOHOCT [Ja
npueMame Mapasiokcu U 6e3 npeayo6ex/ieHre 1a NpocaesiBaMe acolMaTHBHUTE MbTEKU, KOUTO
TpbrBaT OT TAX. YepBeHo-OsJaTa OGapuepa B eJHa 3aja O6U TpsbBaso Ja HU3rJexJa KaTo
HeNpUsTEH HaMeK 3a pa3/ie/isiHe, U30JMpPaHe U KOHTPOJI, MU MIOHE KaTO KPUTUYEH CHPSIMO TAX
3Hak. [Ipu Tasu Gapuepa, o6Gade, TpPaJULHOHHO JBHXKellaTa Ce YaCT € CTAaTU4YHA, JOKAaTo
CTOoMKaTa ¥ ce BAWra M CIycKa, U3BaJleHAa OT KOHTEKCTAa Ha paldoHa/IHOTO. M Makap Ja He
OTpUYa CIOMEHTATUTE acolyalnuy, paboTaTa e eAuH abcyp, MOBOJ Ja ce HaJCcMeeM Haj,
OMACEeHHUSATA, CTPAXOBETE U KOHBEHI[MOHATHOCTTA CH.

Ako nHdopmanusaTa e JMHHUS, T4 € N0 IUPOKA, OTKOJIKOTO Abiara/ If Information is a line
then it is wider than it is long.

B siorukaTa Ha TOBa «HeNmpaBUJIHO» U3Ka3BaHe ce Hamupa Border by Memory, 2006, ThbHKaTa
6sJ1a HeOHOBa TP'bOMYKA, O3HaYaBallla ceBepHaTa, MMHaBalla 1o /lyHaBa, rpaHulia Ha bbarapus.
OTHOCHUTe/IHaTa TOYHOCT Ha YOBeIUKaTa [laMeT U OTHOCHTeJIHAaTa CTAOUJIHOCT Ha J’bp>KaBHaTa
rpaHULla HaMeKBaT 3a TOBa, 4e NpejcTaBaTa 3a reorpadus (a 3aefHO C Hed U 3a JIOKaJHaTa
KyJITypa) ca 0 cKopo GyHKILUS Ha BpeMeTO, 0OTKOJIKOTO Ha IPOCTPAHCTBOTO.

B elHO OT Ma/ZIKOTO 6'bJIrapCKU HAalJMOHAJIHU y4acTusl Ha BeHelinaHckoTo 6vieHase — TOBa
npe3 2007 r.4, [IpaBgon06 MBaHOB mpejcTaBs CKYJANTypa - JBe 04d, IpEBbPHATU B OrPOMHA
rups - [lamemma e myckys, 2007. UMa Helllo CTpaHHO, CTPAIIHO, HO U JIETCKO BbB ¢popmara il. C
TaKMBa OYMYKM, M3BaJleHU OT IJIaBUTe Ha KYKJUTe, MOMYeTaTa B NPOrMMHA3MATa IJaliaT

4 A Place You Have Never Been Before, 52 Venice Biennial, Bulgarian Pavilion, participants Pravdoliub
Ivanov, Ivan Moudov, Stefan Nikolaev, curator Vesela Nozharova.



MOMHYeTa. XUIleppPeaJIMCTUYHOTO H3M'bJIHEHUE C BEHHWYKH [0 OYHUTEe fAOBJKU U IJIALIH, U
pazcMuBa. OuuTe KaTo 4ye JIM Te CAeJAT KaTO B HAKOW peHeCaHCOB MOPTpPeTeH IlieJbOBbD,
KOJIKOTO M Jia Ce MeCTULI npej TAX. /la He 6M TOBa Ja e OBeLIeCTBEHUAT IOrJe[ Ha apTa,
BTpPEHYEH B 3pUTeuTe? YpeAbT, TpeHUpall, BU3yaJHaTa IaMeT € MHOTO oAXo/s1 3a Benenus.
CBpBbXU306MIMETO HA 06pa3u TaM, 0COOEHO M0 BpeMe Ha OGHMeHasIeTo, Nobex/1aBa 00sICHEHUSTA U
IOopak/ia HOBU 0Opa3u.

[Ipe3 1990-Te roguHy, KOraTo 3anoyHa kapueparta Ha [IpaBaost06 BaHOB, eiHA OT Hal-
4ecTO I10JI3BAHUTE 10 OTHOLIEHWEe Ha XYyAOXKHULWTe AyMU Oe «HOMajAW», T.e. HaMHUpaly
NpUJIOKeHUe Ha HUJenTe U MNPOAYKUUATA CU He TaM, KbJeTo ca poJeHu. ToBa, KoeTo B
TOTAJIMTapHUTE CTPaHU JOTOraBa Oe MOYTH YHUKaAJHA NPUBUJIETHs, Ce NMPEBBbPHA B e/JHA OT
XapaKTepUCTUKUTe Ha npodecuaTra. CTpynBaHETO Ha MbTHUYECKU Kydapu C U3pA3aHU JbHA U
Kamayu e HapeyeHo oT aBTopa Loaded, 2010. KyxuTe, mpo3payHu, 6e3TesieCHU NpeJMeTH
M3rJIeX/aT HaTOBapeHU CbC BCUUYKO OHOBA, KOETO HSIMA MaTepHasieH eKBHUBAJIEHT, HO OT KOETO
BCBIIHOCT Ce CbCTOM paboTaTa Ha Xy/|0XKHUKaA.

[IpaBposaw6 otgaBHa poTorpadupa, J0b6e3HO nMpaBU snapshots 3a mpusTesIUTe CU MO
OTKpPUBaHUS U KyNOHH, HO U NIpe/icTaBs poTorpaduu B U3/100eHU 3aiu. C MaJIKO U3KIIOYEHUE,
Te CBbILO He ca MOCTAaHOBBYHM, a JOKYMEHTa/IHH, YeCTO NMOTBBbpPKJAaBallly JioOUMaTa Te3a B
KYPHaJIMCTUKATA, Y€ OKOTO Ha Xy/Zl0’KHHKA He e KaTO Ha BCUYKHU OCTaHaJIY, a CHOCOOHO /1a BUAHU
TOBa, KOETO JpyruTte He 3abess3BaT. PoTorpadunre My AeMOHCTPUPAT MPUBBP3AHOCT KbM
IPaZiCKUTE U CeJICKU NeH3aXKH, IOHAKOTra C y4aCTUeTO Ha X0pa, HO BUHArM 3aCHeTH 3apaJid OH3U
pe3yaTaT Ha YOBEIWIKUA TPy, KOWTO OM MOrbJ Ja INonaJHe B MNPOCTPAaHCTBOTO Ha
XyJlO’)KHUYecKUuTe ycuaus. CepusiTa oT TakuBa paboTH, 3ano4yHaTa npe3 2007 r. e Ha3oBaHa Non
Works - kaTajor Ha HeO4aKBaHOTO, HEYMEeCTHOTO, HeJOTMYHOTO, Ha uyjecaTa, CJy4alhHO
Cbh3/JlaZleHU OT aHOHUMHHU aBTOPH.

He 4yeTn, a ch3epuasaii/ Don’t read - contemplate.
2013 roauHa B bbarapus o4eBUJHO Ie Ob/Jle Ha30BaHA «TOJAMHATA HAa NPOTECTa» — CpPeLLy
KOPYMIIMPAHOTO MNPAaBUTEJICTBO, Cpelly HeMOpPaJHOCTTa Ha BJIACTTa, Cpelly ajJ4yHOCTTa Ha
onurapcute. [leceTKU XUIA1 U3/530Xa M0 YJAULUTE, 3a [ja IeMOHCTPUPAT HECHIIACUETO CU CbC
status quo. IloBedyeTo OT TfAX, KaKTO M Ha MHOr0 Jpyrd MecCTa IO CBeTa HaNoC/Je[bK,
NpUHaZJeXXaT KbM «KpeaTHBHATa KJjaca», NpUTeXaBallla yMeHUsATa Ja ¢opMmyaupa U
penpe3seHThpa MucauTe cd. Ho fopu M Ha To3u GOH BU3ya/HO-TEKCTOBATa IMOJIEMHUKA C
BJacTUMallMTe Ha XxyZAoxHUKa [IpaBmono6 VMBaHOB NposiBU YHUKaJTHUTEe CU KadyecTBa,
II03BOJIMJIM aBTOPBT Jla Ce OKaXKe HOMUHHUpPAH OT MeJUHUTe 3a «Ivlie Ha nporecta». OTHOBO ce
NOTBPCU OTTOBOP HA MOCTOSAHHO NpUChCTBaALUA npe3 20 Bek BbIPOC - «C KOro CTe, MauCTOpU
Ha M3KYCTBOTO?». Bceku naeH Meceuu Hape[ I[IpaBmoJsito6 ce mnosiBsBalle CcpeJi MOTOKa
MaHU(}eCcTaHTH C eJHOMETPOBH, BUHArd pas3/IMYHU aBTOPCKU JIO3YHI'W C NOJWTpaBaTesHHY,
NPU3UBHY, KOMEHTAapHU TEKCTOBe, OTpa3fBallli HACTPOEHHUATA Ha «yJunaTa». XyZo0KecTBeHa
KBUHTecCeHIMs, oTpa3eHa oT Financial Times, Te mpugo6uBat Ha 15 woau 2013 r., koraTo
JIO3YHI'bT NPOroBaps Ha ryobajeH MeTaKOMYHUKAaTHBEH e3UK — 4Ype3 eMOTHMKOHM, KUHXKaJly,
MevyoBe, 60MOU U JJpyry THEBHU 3HALY, U3Pa3nUTeJU Ha aKTyaJHUTE NOJUTUYECKH EMOLUHU.

To3u Jio3yHr ce okasa B OCHOBaTa Ha KoJiaxkHaTa pabota Tools, 2013, obeauHsBala
cHMMKaTa Ha [lpaBzposito6 MBaHOB mo BpeMe Ha IpoTecTa C TO3W JIO3YHI, HEro caMusd MU

5 HasBaHueTo Ha ctatusaTa oT 1932 r. Ha M. ['opku BbB BecTHUK [Ipasda, B KOSATO ce 06ChxKAA
NOJINTHYECKAaTa U eTU4ecKaTa NOo3ULUA Ha KyJTYpHUTeE JeHIu.



ctpanunata ot Financial Times cbc cTaTusTa, NOCBETEHA HAa O'bJrapCKUTE aHTUKOPYNLMOHHU
npoTecTy. MeiusATa cTaHA NOCTAHUETO.

Black Baloons, 2013, e efHa OT m'bpBUTE BUAEO PabOTH Ha XyAOXXHHUKA U OTHOBO €
HelnocpeACTBeHa peaKLUs Ha YJIUYHHATE NMPOTEeCTU. 3aCHETO € MHOXXeCTBOTO MOJIMLAH, Na3elu
crpaziaTta Ha ObJrapckys napJaMeHT U YepHUTe 6aJIOHU, «[10JHEeCEHU» Ha BJIAaCTTa B e[JUH OT
IPOTECTHUTE JHU TMOJOOHO Ha YepHUTe KaMbyeTa IMpU TrJacyBaHe B AHTHUYHOCTTQ,
6J1arojlapeHrde Ha KOWUTO ce e mosiBuja aymarta ballot. Ho U Tyk mociaHueTo e ycC/i0XKHEHO -
eCTeTCKUAT MOHTaX CbhyeTaBa CBOOOJHATa MOJBMXXHOCT Ha 0aJIOHUTE, MECTEHU OT BATBHPA, C
6e3r3pa3HaTa CTaTHMKa Ha noJjuuauTe. [IpoTUBONOCTAaBAHETO € NMOJYepTaHO OT CTPAHHHUA 3BYK,
MoAMULIMpPaH peasieH 3aluC, IPeBbPHAT B 3ByKa HAa IPOTECTUTE....

The Tree of my Desire is Bonsai
Never Enough, 2011, e BUK Ha AyliaTa, peUIMTEIHO CIpedBaH BbPXY XapTHs, IpeKpayBalij
1 MO CcTeHaTa. Xy/l0>)KeCTBeHaTa MOBBbPXHOCT, “NMoHecsa” 3Haka ‘Less is More», ompenesnsuy,
CBBBPIIEHCTBOTO Ha AHJpea jAen CapTo B noeMaTa Ha Po6bpT BpayHUHT, efHOBpEMeHHO ce
oKa3Ba HeJiocTaTbuyHa. Kak 6eiie Tam npu EMuHem?
“...it may seem like I'm goin too fast cuz my mind is racing
And I could give a fuck what category you place me
Long as when I'm pushing up daisies and gone
As long as you place me amongst one of them greats
When I hit the heavenly gates...”®
(M3raexgam npekaseHo 6bp3, LOTO Cb3HAHUETO MU NpenyckKaq
U He ebaBaM, K'bJle Me cJarare,
JlokaTo He rymHa 6ykeTa U CHU 3aMUHa
Y 1ie ce okaxka cpeJi BEJIMKUTE,
Koraro 11e 3acTaHa npej, paliCcKuTe IOPTH)

fIlpa By6HoBa

6 Eminem. Never Enough from the Encore Album, 2004



