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NMpomeHunTe B Kpasa Ha 80-Te n Ha4yanoto Ha 90-te roguHn Ha 20-u
BeK HacTbnBaxa 6bp30 ¥ OOHAAKbAE Heo4YaKBaHoO. B cblulecTByBalma ToraBa
,»a0CypAeH BaKyyM Ha LleHHOCTU“ (QyMuUTe ca TBOM) CaMOTO OOpbllaHe KbM
Heno3HaTu UM NOHe TOTaJIHO HenonynApHU POPMMN Ha CbBPEMEHHOTO U3KY-
CTBO CbAbpXalle NONMTUYECKO NOCNaHue 1 ce Npuemalle KaTo ono3mums Ha
CblecTBYBaWOTO cTaTykBo. MHOro e TpyaHO TOBa Aia ce 06ACHU Ha xoparTa,
KOWUTO He ca ro npexuBanu. Tu kak 6u ro Hanpaeun?

BbobLie He 6ux ro npaswu... To3u TMn pednekcmsa 3aBnucKu OT HaTpynea-
He Ha Hay4YHMW TPYJOBE C UCTOPUYECKN XapaKTep, KOUTO oukcmpaT (MOCTENEHHO, HO
HEOTKITOHHO M CPaBHUTENHO OOEKTMBHO) KaKBO 1 KOra € cTaHarso, Kol e yyacTsan,
Aan nges unv NoMorHarn, KakTo u Kbae, 3allo, C kakBa MoTuBauws... Pasbupa ce,
TYK NNYHUTE paskasu Ha y4acTHULMTE Ca M3KMHYUTENHO BaXHW, 0COBEHO B OT-
CbCTBMETO HA CBECTHU MHCTUTYLUM HA MamMeTTa — My3eu, apX1BK, KHATK, andymu,
KaTanosau, konekuuu... OT MHOrornacueTo Ha CrioMeHuUTe Bee e ce Nosnyyn ob6oo-
LLleHa KapTuHa, HO — 1 TOBa OLLe ro Hamame. Bce eaHO — B OTCHCTBMETO Ha BeYe
HanucaHa MCTopus C HayyYeH XapakTep U CTOMHOCT 3a nepuoga npegu 30-15 ro-
AnHn (1984-1990-Te roamnHKM), BCUYKO OCTaHaro e 3By4u 3a ,HenocseTeHms” Taka
KakTo ToraBea, B kpasi Ha 1980-Te roguHu, HA roBopexa no-ctapuTe, Aa Kaxem Xy-
A0XHMUMTE OT ANpUIcKOTO NOKoneHne, oBnacteHn ypes CbX ga cnegsat 3a ,pena”
B XY/[IOKECTBEHWS MBOT (OLLE MOMHS MHTOHALMSITA B Faca Ha MokoiHuTe MoHu
JleBneB n Xpucto Henkos...:) — ,Aaa, ToBa HUe cMe ro npasunu oLue npe3 1960-te
rogvHK; ...TakuBa, Kak UM BuKaTe cera — ‘XembHUHI' (?), CMe BbpTenu no Bpeme
Ha nponeTHuTe Ganose B AkagemuaTa, ye...”. M Taka HaTaTbk. Pasbupa ce, Torasa
MU ce Bxaalle 6e3cMnCneHo Aa BnNu3am B CNOPOBE 3a TOBA JOKOMKO Te Toraea
ca oTpedhnekTMpanu, 4opy U caMo Ha TEPMUHOSOTMYHO HUBO, KaKBO NPaBSAT — NpU
ToBa 6€e3 B HMKAKbB Cly4ai Aa NocTaBsiM Nof CbMHEHME UCKPEHOCTTa M YucToTa-
Ta Ha JencrTeusita UM B MuHanoTo...! 3a pasnuka oT TOBa, Npu ,MoATa” CMAHA Ha
mMogena oT cpegaTa Ha 1980-te n Hayanoto Ha 1990-Te, a 1 NO-KbCHO, a3 SICHO
3Haex 1M NporpamHo npokapeax, 4e opueHTUpPbT My He e MNMapux oT 1930-1950-Te,
na kaxem, amm e Hio Mopk ot 1960-1980-Te 1 NocTeneHHo — LeNusiT CBAT npe3
1990-Te rognHn n ocobeHo crieg 1992 (3a xopa kato Apa byGHoBa, Hanpumep,
unun Kupun MNpawkos, oLe eanH n Moxxe 61 No-CbLUeCcTBEH opneHTup bele Pycus
¢ MockoBckaTa koHLenTyanHa Lwkona u cueHara B lNetepbypr ot 1980-Te Hacawm;
B €MH MOMEHT BCUYKO TOBA HSKaK CM Ce CMecy B 00LLa eHeprust). lopu 1 camo Ha
TEPMMHOMOINMYHO HMBO TOBA € Taka, He3aBMCMMO Aanu cera e MU Kaxell, Ye TyK
cnywalu TeopeTuka n kypatopa J1b, a He xyaoxHuka J1b — pasbupaly, 4ye 3a MeHe
Te3n ca eHO 1 CbLLO NuLe ¢ pa3HoobpasHa NpakTuka...

Onosnumsta cnopen MeH Gelle He camo B TOBa Aarnv cMe BKapBanu He-
npueTu gotorasa popMu U e3uLy, UNu/u NONUTUYECKM NOCMAaHWS, a Han-Beve B
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CMsiHaTa Ha caMus MOAErN Ha NpaBeHe Ha U3KYCTBO M NMOKa3BaHe Ha U3KyCTBO — OT
,aTenueTo”, 0o MHCTanauyusaTa, KypaTopa M OTHOWeHusTa ¢ nybnukata. B TtoBa
CUTYPHO € MMano U OMPEKTHU MOSIMTUYECKN MOTMBU 3@ HSIKOM OT yvyacTHUUMTE B
npoueca, HO He Te Osixa HaW-BakHUTE 3a MeHe. 3a MeHe rmaBHOTO Oelue TpaH-
chopmaumaTa Ha LenoKynHMS XyOOXXeCTBEH XMBOT U TOBa 3anodHa kbm 1984 ¢
MbpBUTE MU NOSABU/NPOSABK Ha apT cueHaTa B Codus. Ho JOKONKOTO AHEC CMe BCe
olLe B CbLUuA TO3M Moaen, yctaHoseH npean 20-30 roanHu, € HeBb3MOXHO TON Aa
ce onuLle OTBBbTPE 3a No-MNaguTe, KOMTO CbLLO Ca BbTPE B HETO, HO Ca NINLLEHN OT
npveunerusaTa ga ca 6unu ,nbpeonpoxoauun”, T.e. OT TOBa Aa ca Ce poaunu ,kato
Yye nn BYepa” 1 BeYe Ja ca ce okasanu ,ctapu manctopu”... HeBb3MOXHO e ga ce
0065ICHM OTBBTPE, OT Y4aCTHMUUTE B NpoLeca, 3aLloTo BCAKO 06sICHEHNE ce nocpe-
La C HerogyBaHMe ¥ ce oTYMTa KaTo ONMUT 3a HanaraHe Ha BMNacT Hag MHTepnpe-
TauudaTta OT no3uumsaTa Ha NOKOfIeHYeCKo NPEeBBb3XOACTBO U TePOp Ha BAMSHWMETO
ypes ,3arpabeHarta” TepuTopmsa Ha NPOGECUOHANHN BPB3KM U MO3NLMM, U T.H.

Ho 3a ga He uarnexga, ye HE ce npaes Ha BaXeH — 3a MeHE MPOMEHU-
Te He 6sIXxa HeoYakBaHM N HACTbNUXa NOHE 5 rOAMHN NO-KbCHO OTKOMKOTO OM MK
ce uckano... [pnynHaTa e B ToBa, Ye umax Tasu buorpadmyHa npusunerus, no
ceMeiiHa NHKS Ha cknodeH Bpak, Ja npekapam gocta Bpeme B Hio Mopk npes
1980T1e — 1980-83, nocne npe3 1986 n 1.H. N3BecTHa nctopus... AKO nepecTpon-
kaTa Gelwe cTaHana BefHara crneg cmbpTTa Ha bpexHeB Ha 10 HoemBpu 1982,
BEPOSATHO U AHeC Wsx aa cu xumees B CALL, a cbBpeMeHHOTO M3KyCcTBO B bbnrapus
BEPOATHO B1 MMarno Manko no-Apyr npodwun, 4Opy U camo KaTo Habop oT embne-
MaTU4YHM paboTu, N3noxoun, TEKCTOBE, NOXBATN U MOXe By — camo4vyBCTBME.

He Taka ctaHa obaye v cneg oTHOCMTENHaTa ,camoTa’ B paHHUTE MU ro-
AVHU Ha ,eBaHrenu3aumsa” Ha ctpaHaTa npe3 1983-1986 (BX. No-4ony KakBo TOYHO
umam npeg Bua...:) Beve no-KbCcHo kbm 1987-89 ce noyyBCcTBaX YacT OT NO-rofsam
Kpbr Xopa, cnogensiy natoca Ha UABaWMTE NPOMEHN U Ae haKTO CMEHSILLN MO-
Aena owe npean 11.1989. Tyk Ha MbPBO MACTO e CnoMeHa KpbrbT ,CuHTes” n
no-kbcHo lMocTt-moaepHus cemmnHap B8 HOU-BAH, ot konto ce poam kHurata ARS
SIMULACRI npe3 1989 — 1aM MOAT NnYeH e3nk Ha yvactue b6elue gpacTU4HO cme-
HEeH — HapucyBax kopuuaTta u gpyrute Budyanusauum B TOMYETO; nNpegocTaBux
NINYHMA CKU nevaT-npere 3a nognevyaTBaHe Ha 3agHaTa Kopuua Ha KHuxkkaTa (ne-
yaTbT Ha Hio MopkckaTa kopnopauus Ha nekapu, ¢ nmeto BAKE RITE, koiiTo 6sx
Kynun B HAKaKbB aHTUKBapuaT B Hio [kbpcu roguHu npeau Toea v Toraea ,yapax”
Ha MouTe paboTu...); NposiBUX ce NyOnMYHO KaTo XyAOXHUK B bbnrapus 3a npbB
NbT (HO BCBLLIHOCT MbpBaTa My n3aBa Ha n3noxba B bbnrapus kato XygoXHUK €
nanoxbaTta ,11.11.’89” B bnaroeBrpag, KosiTo ce OTKpW B eQHa NameTHa gaTa...; 1
OTKbAETO MU OTKpagHaxa npoussedeHunaTa...:). CbLo Taka npuaTenuTe oT rpyna-
Ta ,[pagbT’, Ha YMATO NbpBa M3noxba npes 1988 65X, MUCHS..., HSIKAK CU BaXeEH,
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JTbuesap bosgxues. YkpensaHe Ha Bspata, 1989-1991. Uuctanauwms; 145

Konaxa v manku obekta. Bapupawm pasmepun Konekumsa: Hohenthal und
Bergen Galerie, Berlin (o1 1994)
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HO He-nybrMYHO OMOBECTEH, KOHCYIMTAHT, KakTO M MOMOLLHUK-CbMULLIIEHNK Cpes
olle Apyrv xopa. M Hakpasi, Ye 4opuv 1 Hall-MHOTO KaTo mMallab n edhekT B rognHUTe
— Ha K(B)MX, B Uneto ocHoBaBaHe MMaM y4acTune, 0T CamoTO My Ha4ano 1 oo kpas
Ha pobpute rognHu Ha knyba Ao kbm 1992-94,

Ha kpaTko — Bcsika cMsiHa Ha MoJena Ha Npou3BOACTBO M pa3npocTpaHe-
HMe Ha U3KYCTBO MMa MONUTUYECKN xapakTep. KoraTo ToBa cbBMnagHe ¢ nepuos Ha
psidka CMsiHa Ha 00OLLEeCTBEHOTO YCTPOMCTBO, HellaTa cTaBaT olle Mo-ApacTUYHO
BuavmMu. Bboble He e NpobnembT B ToBa cera fa ce obAcHABAT TakMBa 04YeBu-
[AHOCTM Ha XoparTa, KOUTO He ca NPEXUBSINM OHOBa Bpeme — Te TpsibBa Aa ro yetar
B OHE3M KHUIM 32 OHOBa Bpeme, KOUTO OLLie He ca HanucaHu, 3a XarnocT. He-npexu-
BANWTE OHOBA BPEME LLE CU NPEXMBESAT Ha CMOKOMCTBUE CBOETO BPpEME, KaKBOTO U
korato 1 aa e To. [pocTo olle B HAa4anoTo Ha ,BpemeTo cu” Tpsibea Aa cu nuwat
KHUMMTE, Ye HsIMa Ko Apyr Aa ro CTopw.

Pa3BuBanku ce B TakaBa cpepa, 6u nu onpepgenun ce6e cu kKato
COLManHoO aKTUBEH UMW MONIMTUYECKM XYAOXHMK? ToBa, CTpyBa MU ce, He
ca TepMUHU, C KOUTO CbBpPEMEHHUTE GbNrapCku XyAOXHUMLUN MeUTasAT aa ce
acouuupart. U Bce nak, kaTto ce BpbLiame Ha3ag, MHOro oT paboTute T gHeC
ce pa3yuTaT KaTo TakMBa.

ABCOMTHO — 1 NO poxaeHue, n no yoexaeHue... CTpaHHOTO e, Ye OCBEH
uHcpopmaLmsaTa 1 aypata Ha HkakBa ocobeHa CBbP3aHOCT CbC CBETA, KOUTO JOHECOX
cbe cebe cu B kpast Ha 1983 npu nbpBOTO cM 3aBpblyaHe oT CALL (1 komTo 3anovHax
Aa crnogensm ¢ konerusata Ha nyonmnyHn 1 NMYHM cpeLy OT KbM nponeTTa Ha 1984),
Tam HsKbAe ,B baraxa” ce GeLue cKpuno 1 AbNOOKO BHEAPEHOTO MU OT XMBEEHETO (M
OTLPKBAHETO B apT cueHata) B Hio Vopk ybexaeHune, Ye 13KyCTBOTO € MOMMTUYECKM
Ba)KHO HELLIO M TO MO HaYMH ObOOKO pasfnMyeH OT NO3HATUSI HY B coUManmncTnyecka
Bbnrapusa ot oHoBa BpeMe. VIMeHHO Tasn koMOMHaums OT uHcpopmauwms, BbTPELLHO
ybexaeHve 1 NpaBeHe Ha Hella KaTo NEKUMN U CpeLLm, TEKCTOBE M pasroBOpU, U apT
paboTu (KOUTO He Noka3eax B Bbnrapusi AbNro Bpeme, HAKOM — A0pW U A0 OHEC) U T.H.,
€ HelLlo, KoeTo 3a cebe cu Hapuyam ,eBaHrenu3auusi” Ha ctpaHarta BbB ,BspaTta’ Ha
CbBPEMEHHOTO U3KYCTBO... [TpaBex ro CbC CTpacT 1 yAOBONCTBME. M1 00 AHEC ro npaBs
— HO [iHeC TOBa ce e ,IPEeBbNITLTANO” B NpakTukaTa My B MbpdopMaHcuTe — Typose OT
T1na Ha umknute Schadenfreude Guided Tours (2003 B Kacen, 2005 B LLapaxa, 2006
1 2008 B CuHranyp, nak npe3 2008 B Canta e u Viepycanum, 2010 B Cocpust — 3HaeLL
ro TOBa, 3aLloTo TV My BeLle KypaTopbT..., M T.H.); UnK OT TUNa Ha nekuuuTte ,KoHuen-
Tyanusbm ¢ YoBeLuko nuue” (Codms, 2013) n ,BusyanHu npotokonu” (Codpous, 2012);
KaKTO 1 CbBCEM Hackopo B ,[MoBaMB TUKM-Taka. CbHAT Ha YyaoBMULLATa NopaXxaa pas-
ym” (Howta Ha my3eute B [nosaue, 2014) unn B BepH (LWsenyapus, 10.2014), koato
“Ma TOMNKOBa AbIro 3arnasuve, Ye Lie e HeyaobHO aa ro CnoMeHaBam TyK...
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3Haew, Yye crnopeg MosTa ,MCTOpus” 32 OH3UN NEPUOL CbBPEMEHHOTO 13-
KycTBO B Bbbnrapus 3anoysa B TBos gHelleH kabuHeTt B CIXI B Codhma — Tam npes
mMan 1984 B npoabImkeHne Ha oBa AHW u nog ermaata Ha AMX kbm CBX, nsHacs-
XMe ¢ buBwarta My cbnpyra Axu TogopyeBa Nnekumm ¢ Anano3nTMBM 3a Haln-HOBK-
Te (ToraBa) TedeHus B n3kycTBoTo Ha CALL n 3anagHa EBpona. CurypeH cbM, ye
ToraBa Cca Me rnefanu Kato ngeonornyecka QUBepcusl, HoO ¢ NPOTEKLUK 1 3aTOBa
HSKaK cu ,cBon”... CurypeH CbM, Ye ca ce nogurpaBany Ha esuka U TepMUHUTE,
KOMTO CbM Nonsean — OT MHCTanaumsa u MbpopMaHc, naHg apT U KoHUenTyanu-
3bM, Ta Yak oo KypaTop, bueHane BbB BeHeuns n [JokymeHTa. (CNOMHAM cU Kak
BedHbX nNpod. Enka bakanoea ce cmsa Ha Mos ,YonTbp beHgkameH”, Koroto T4,
KakTO M BCMYKM HOpManHW XymaHuTapu B bbnrapusi oT oHoBa Bpeme no3HaBaxa
kaTo ,Bantep BeHamuH’...:)

Bnpoyem, TakmBa ,MpbCHW’ 32 BPEMETO CM AYMU, KAKTO U KyM MMeHa Ha
XyOOXHMWLM, 32 KOMTO HUKOM He Gelue yyBan goToraea, CUrypHo ca Gunm npowus-
HeceHn NybnuyHO 3a MbPBU MbT B apT cueHaTa Ha bbnrapusa To4HO B TBOSA AHE-
LWEeH KabuMHeT... Bbnpoc Ha noeTnyecka cnpaBeanvBOCT € TOBa, Ye cera Tam ce
nomMmellaBa Han-cepuosHata obLiecTBEHA KONMEKUUSA Ha CbBPEMEHHO OGbnrapcko
U3KyCTBO...:) He ye ToBa (KakTo M OHOBa, KOETO NpaBex KaTo XyaoxHuK npe3 1980-
Te, HO He nokas3Bax B b-51) ca Gunm ko 3Hae kakBM AeCUOEHTCKM Hela — NpocTo
TOraBa HUKOM He ' cMATaLle 3a ,MCTUHCKO” U3KYCTBO, HATO 3a AYMW U MMEHa Ha
XYOOXHULM, CBBP3aHU C ,MCTUHCKOTO” M3KyCcTBO. MoXe Bu caMo C n3knveHne Ha
Christo, konTo Makap v ,uaeonornyeckn amBepcaHT” n ,HeBb3BpaLleHel” (cnopen
TEpPMUHUTE Ha BpeMeTo), cu belle/e ,Hawe MoM4ye”, koeTo (ToraBa) Bce oLle ro
nomHexa u3 atenuetara, kKopugopuTe n kabuHetute Ha HXA B Codoms.

ToBa HECbMHEHO € U3rnexaano nonmMTNUYecKkn BaXKHO, Makap U He aucu-
AEHTCKO — NPOCTO 3alloTo cTaBalle B nybnuyHaTa cpefa. BebHocT, cnopeg meH
paboTuTe My MOXe 61 ca NONUTUYECKM ChLLECTBEHM 3aTOBA, 3aLLOTO Bb3npMemam
00LLECTBEHUTE 1 coLMAIHM (MOHSIKOra KOHKPETHO NOMUTUYECKN UK ypOaHUCTNYe-
CKW) NPOLECM JIMYHO — KaTO HELLO CBOE, KaTo HELLO, KOETO MU Ce Cry4YBa Ha MeHe
1 3aTOBa Me 3acdra fIM4HO HsiKak CU...; KaTo Ye N OHOBA, KOETO Cce CryyBa B CBETa
M cbC cBeTa (Han-obLo ka3aHo) ce ,npeuexaga”’ npes MoeTo a3, 3a 400po nnm 3a
fiowo, 40 CTeneH, Ye BeYe 1 a3 He Mora CbBCEM SICHO Aa KaXxka KakBo B MOeTO ,a3”
CcbM A3 3a pasnuka oT CeeTa... OCBeH TANOTO, pa3bupa ce, HO U TOBa HE € CUTYPHO
B KOHTEKCTa Ha rnobanHoTo (M/unv nokasnHo :) 3aTONnsHe...

Mo o6pasoBaHue cu uskycTBoBeA. Hauanoto Ha kKapuepaTa TU KaTo
XyAOXHUK CbBnaga c nepuoga Ha npomeHute. Moxe nu ga ce kaxe, 4e UMeH-
HO crny4BaLwmTe Ce MONIMTUYECKN M COLMarHUN KaTaknusMm Te NpoBOKMpaxa
Aa 3asBABall MHEHUETO CU Ype3 NpousBeaeHUs?
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JTbuesap Bosipxues. [ynkata Ha Anuca unu 6natoto Ha Mapkc-fleHnHckaTa
ecTeTuka, 1991. UHcTanauusi; 7 pucyHKU pasnuyHy pasmepu, MOMMB BbPXY
XapTus; KHUrv; nanyp; doTokonus, TekcT, u Ap. Bapupaluy pasmepu
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E, 3Hae ce, Ye HMKOra He CbM ucKan ga 6baa mskycteoseg... pocTto
Havyanoto Ha 1990-Te cbBMagHa KaTo BaXHO BpemMe — M 3a obLecTBoTo B bbn-
rapusi n n3todHa EBpona, n nnyHO 3a MeHe KaTo MPOdECUOHANUCT — HAKaK Cu
ce NooTnycHaxme, NOOCBOOOAMXME 3a Marko OT HaTpynaHoTo... Moxe 6u 3aToBa
cera varnexga kaTo 4Ye nu egHOTO e nNpeav3BrKano gpyroto. Ho He e HUTO Taka
NPOCTO, HATO Taka eAHO3HA4YHO. A KOHKpeTMKaTa B MOsi Crydan e gobpe onucaHa,
1 3a Wwacrtme — kpaTtko, oT MurneHa HukonymHa B kHurata i ,M3rybennTte eaHoposu
Ha peontoumaTa” (Codums, 2012, ctp. 90). Mucnsa obaye, 4ye oTyacT npuymHaTta
BBHOOLLE Aa Ce aHraxupam ToraBa CbC CMSAHATa Ha Xy[oXecTBeHus moaen Gelle
1 TOBa Aa Cu ,pas3yncTa’ NoneTo Taka, WoTo MouTe paboTu Aa ca NpueMaHu KaTto
N3KyCcTBO... Pazbupan ro kakto uckaw...:)

A daktute? Ammn npuexa me B HXA kaTo no 4yao Ha 17 roguiHa Bb3pact
— oT pa3 npe3 1975 n 10 6e3 Bpb3ky, B cneyuanHocTt M3kycTBo3HaHme. He no3HaBax
HWUTO €OUH XXMB XyOOXHWK n3BbH Ynko n Cepren MBonnos, Npu KOUTO 2 roAuHK B3e-
Max NoAroTBUTENHM KypCoBe MO pucyBaHe 3a AkagemuaTa... 3Haell kakso belue ob-
pa3oBaHMETO B VI3KyCTBO3HaHNETO — y4elle Ce BCUYKO 1 N0 MHOro, 0pY aHaToMus
1 nepcnekTmea... Korato cera npaes Xy4oXXHU4eckn npeseHTauum in public, a3 yecto
nokassam aunnomata cu ot HXA — camo 1 camo, 3a a ,[4pasHs” 3anagHuTe Koneru,
KOWUTO B HMKaKbB Cryvai HAMaT TakaBa CTabunHa NOAroToBKa NO pUCYBaHe OT HaTy-
pa kakTo Belwe npu Hac...:) 3a NpMeMHUTE U3NUTU MMaX BPUNAHTHaA NOAroToBKa MO
pvCyBaHe M HUKaKBa No HULLO Apyro. [pocTo 3a n3KyCTBO3HaAHWE NPOYETOX HAKOSKO
KHWXKN 1 MMax OrpoOMeEH KbCMET Aa Me npuemart. He xogux BOVHWK MO 34paBoCoB-
HW NpuymHK 1 nocne BegHara — B CALL camo 5-6 meceua cnep AMNnoMUPaHETo, 2
cegmuum cneq youincteoto Ha [xoH JlenbH, npean Konega 1980. Cera cv gaBam
cMmeTKa, Ye ToBa Belue uskmounTenHo Bpeme 3a Hio Vlopk — BeaHara cneq Buetham,
Marsnko npegu ,ocdhaHaveaTa” Ha PelrbH no ,,Bb3CTaHOBsIBaHETO” HA AMepuKa, Marko
npeam ,umnepusita Ha 3noTo” 1 T.H. Ha MeHe Te3n Tpy roauHu agoxa He camo camo-
[0-00pa3oBaHne, camMovyBCTBME U CTATYT, HO M BpEME [a Ce orneaam v Bb3nprema
KaTo XyOOXHWK, KPUTUK, JOPU KaTO TEOPETUK KaTo Ce MMa npensma, Ye nskycTBoTo No
oHoBa BpeMe B Hio Vlopk 6ellie NmbTHO CBP3aHO C AMCKYPCa Ha NOCT-MOAEpHU3MA.
HanctuHa npaktmkyBax kato kpuTtuk mexay 1984-1989 n 3a meHe e yecT, Ye xopata
BCE OLLIE [0 NOMHST — BEPOSATHO CbM OUN He-MnoLw nucau...:) 3a cnyyas BaXkHOTO €, Ye
TaMm HAKbE MOraT ja ce NOMECTAT U CTaTUUTE MU, KOUTO OBCHXAAT HOBUTE 3anagHu
TEeYeHMs 1 BbBEXAAT MbpPBMYHA TEPMUHOMOMSA MO CbBPEMEHHOTO 3a OHOBA BpeMe
N3KyCTBO — OT MOCT-MOAEPHMU3bM, 4O HEO-EKCMPECMOHM3bM, BUAEO apT, U T.H. (BX.
cn. Kpbrosop, N3kycteo, CeMENCTBO 1 yumnuiLe, No-kbCHO B. KynTypa)

T.e., poanx ce XyooXHuK (BX. ,3aLL0 ce poamx XyAoxXHWK?”, B. Kyntypa, 6p.
14 ot 5 anpun 1991, cTp. 4), HO N0 HEOBXOAMMOCT NPaKTUKyBax MyOGNMYHO APYrK Helwya,
CBbP3aHu ¢ U3KYCcTBOTO. Hanpumep — kypupaHeTto cneg 1989 ce nonydm npocto 3a-
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LLOTO UCKaX, 1 He caMOo a3, Aa paboTs C NPUATENU U KOMEr BbpXy PasBUTUETO Ha apT
cueHaTa B bbnrapusi; ToraBa uMax noBeye 3HaHWS U KOHTaKTW OT APYrUTe U M1 MycHax
B ynotpeba — OTMbPBO KaTo pa3ka3 1 0bsICHEHWS, a nocne u kaTo npakTuka. Cera cu
MWCIS, Ye M3MUCIISIHETO Ha 3arnaBusi Ha n3noxom 3a K(B)MX e He no-ManmbK NpUHOC
B CUTyaLusiTa Ha ,KONEKTMBHO KypaTopCcTBO” OT Ha4yanoto Ha 1990-Te 0TKOMKOTO eaHa
WHCTanaumst Unn ecteTnyeckn no npeteHums TekcT. (Hanpumep ,Becena Konepa —
Bucsawm obektn” B 3ana YHuBepcuaga ot gekemepu 1989; ,Kpait Ha uutaTta”, ,YmepeH
aBaHrapg B pamkuTe Ha Tpaguumsta” ot 1990; ,Happy-kpan” ot 1991 n gpyru).

[e thakTo MoAT ,apTUCTMHEH 0bpaT” ce cBexaa A0 €AHO MPOCTO peLleHue,
KoeTo B3ex npe3 oktomepn 1990. B3ex ToBa pelleHne crieg egHa cTpaHHa KoHdbe-
peHumsa no dunocodmusa Ha nocT-mogepHmnama B [yoposHuk (“Modern Problems of
Power and Culture. The Philosophical Foundations of Post-Modern Culture”, Inter
University Center, Dubrovnik, Croatia, koATo € onmMcaHa KakTto B crioMmeHaTaTa Beye
kHura Ha MurneHa HukonumHa, Taka v B kHUrata Ha Susan Buck-Morss “Dreamworld
and Catastrophe. The Passing of Mass Utopia in the East and West”, MIT Press,
2002), kpaeTo ce okasax ,pegom’ ¢ Ppeapuk xenmumcobH, bopuc Mpoic n Cnason
XKuxek 6e3 ga ro nckam Bede ToBa HUTO KaTo NPOECHMOHANHO 3aHNMMaHue, HUTO
KaTo KapuepHa onuus... Ta cnep KoHdepeHuusaTa Bede B Codus NpocTo ,M3nsa3ox ot
Kunepa’ u cu NpusHax nybrnmyHo, 4e CbM pPoAeH XYOOXKHMK Taka KakTo B ApYr (M MHO-
ro no-gpamaTnyeH) KOHTEKCT eauH BeYe NyonnyeH YoBeK, U3BECTEH C YK XeTepOoCek-
cyanHa opueHTtauus, 61 cv npusHan nyénuyHo, ve e rer. Tyk ma camo nparmMaTtuka
— NPOCTO peLmnx He camo aa npekapsam 100% OT NPOAYKTMBHOTO CU BpeMe B npa-
BEHEe Ha M3KYCTBO (M Mocne B MUCMEHe Oanu Me UNn He Me NpuMeMart KaTo KakbBTO
CbM...), HO 1 Ja peanusupam uaeute cu (BMeCTO Aa rv Bnaram KaTo uHTepnpertaums
B YyxauTe paboTn), U HAaN-BaXXHOTO — Aa BUXAAM TOYHO OHE3N NPOW3BEAEHMS Ha
N3KYCTBOTO B U 3@ CbBPEMMETO, KOMTO Camo a3 bBMx MOrbil Aa Hanpass (M KaKBUTO
He BWXOax HaoKomMo).

Kosi oT paHHUTe cu paboTu cmATaw 3a ocobeHa BaXkHa U B U3BECTEH
CMUCBJ1 CUMBOJIMYHA 3a nepuoaa?

bes Tean coBceM paHHuTe oT 1980-Te, nnu...? 3awoTo Te cera 3ano4eart
Aa My uarnexagar BaxHu. LLle kapaM no rogmHu 1, ako Mma Bpeme — Lie nuLia rno
efHa gyma 3a cHoTa...

1989

Khurata ARS SIMULACRI ot 1989 — Bu3yanHata v 4acT; opuruHanuTe
ca 3arybeHu B HAKOS neyaTtHuua. ToBa Gelle nony-camusgat NpoayKT B CTPaHHO
BpEME;

,OTBOPEHO NUCMO. [10 HEN3BECTEH LIEHUTEN Ha MOETO M3KYCTBO” BbLB B.
KynTtypa (6p. 4 oT 26 aHyapu 1990), no noBog OTKpagHaTUTe MU paboTn OT us-
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JTbuesap bosgxues. Linkbn — BudyanHu penpecum Bbpxy 3HakoBaTa cpeaa,
1990 — 1991. PuCyHKM, KOnaxu, TEKCT; pasnuyHu pasmepu u matepuanmu
Luchezar Boyadjiev. Cycle — Visual Repressions on the Sign Environment,
1990 - 1991. Drawings, collages, text; various dimensions and materials

292







nox6aTta ,11.11."89” B bnaroesrpaa — napeska oT BECTHUK M CHUMKAa OT apXuBa Ha
CEX; opurmHanuTe 6sixa oTkpagHaT U ca B HEM3BECTHOCT;

,OTBOpPEHO nncmo. [lo XpucTo Asalues, Hio Mopk, CALL” ot npeau Kone-
Aa npe3 M. gekemepu 1989; nncax ro as, Ho ce Bogu npaseHo ,B konekTue”. Ouwe
nass opurMHanHaTa YepHoBa Ha NMCMOTO, KoeTo Gewe manpateHo go Christo u
ny6nukysaHo BbB B. Kyntypa (6p. 52 ot 29 nekempu 1989). OcseH Ye ToBa AoBe-
Ae [0 AMPEeKTHa NomoLy, 3a rpynata v nognucanute NUCMOTO XyAO0XHUUM BbB BUA
Ha npogasaemu (u npogagenn npe3 1990 Ha Tbpr) NognucaHu NOcTepu, C KOUTO
HanpaBMXMe HSKOW Hellla, HO ToBa BeLle u 3HaK 3a NyGnuyHo ,noco4BaHe” Ha role-
model artists, Ha egHa npakTka U NMHWUA B CbBPEMMUETO Ha M3KYCTBOTO, C KOATO
ce ngeHTnduumMpaxme; Kakto u UPEKTHO ycTaHOBsIBaHE Ha pabOTeH KOHTaKT C
BbHLUHWUS CBAT;

Manoxbata ,Becena Konena — Bucswm obektn” B 3ana YHuBepcuaga ot
aekemspu 1989 — kaTo 3arnaBue 1 ydacTme B KONEKTMBHATa opraHu3ayms... CMeLw-
HOTO €, Ye NOYTN HAMaM CMOMeEH OT camarta u3noxba, Tonkosa e 6uno HanperHaTo
N HaCMTEHO BPEMETO B OHE3N AHU;

1990

»,MaB3onen — Hoctanrusa no tanoTo Ha Jlesckn”, 1990 — oT usnoxbaTa Ha
KMX ,10x10x10” B HoBOTO Toraea kpuno Ha CY B Cocus; ToBa e egHa cumnaTuy-
Ha MVHU MHCTanauus... MUCN;

.Kpan Ha yutata’, 1990 — KypmpaHe” Ha uanoxbarta u KypaTopCKu Tek-
CTOBE KbM Hesl — TOBa BEPOSTHO € MbpBaTa u3noxba B bbnrapusi ¢ Takbe , TEXBLK,
noyTK TeopeTUYeckn, Kypatopckmn Tekct. OcBeH TOBa, B 3HAK Ha TOBA, Ye KpasT Ha
eouH uutaT OBUKHOBEHO € Ha4anoTo Ha Apyr (KakbBTO Bele naTochT Ha n3noxota-
Ta), CNOBOTO 3a OTKPMBaHE Ha n3noxbaTta Gelwe npoveTeHo Ha 3 e3uka (6brapcku
— [unana Monoea; pyckn — Apa bybHoBa; aHrnuinckn — JTbyesap bosmpkues). Mma
HSIKOM CHMMKW, OCTaHanu oT usnoxbaTa, KakTo 1 OT UnocodcknTe YeTeHUs Tam
Ha rpynata ,®opTuHbpac” (B cectaB Meanno [uues, Brnagucnae Togopos, MBaH
Kpbcres). Ho 6e3cnopHO Han-BaXkHOTO HeLLO B Hest Belue SiBUnoTo ce nyGrnyHo Bb-
obLe 3a mbpeu MbT NponsseaeHme ,,Ctporo cekpeTHo” (1990) Ha Hepko Conakos;

,2Hoctanrus no xensisHaTa 3aBeca” — TekcT, B. [ync (0p. 17 oT 24 anpun
1990); eanH oT NbpBUTE ,HOB TMN” TekcToBe 3a Christo, KOMTO C TBOPYECTBOTO CU
(3aegHo ¢ Jeanne-Claude), kakTo U C MeToAMKaTa 3a4 Hero, U 40 AHEC € OCHOBHa
Tema 3a MeH;

.Kpnsata Ha uskycTBo-3HaHneTo. Cnmpkn KbM €CTETUKA HA MaHMNynaum-
AaTa’, TEKCT B 2 YacTu, cn. M3kycteo, 6p. 5 n 6 ot 1990. MHoro TpyaeH 1 n3ambyeH
TEKCT, HO HSIKOW rO XapecBart v cuMTaT, Ye AaBa KoY 3a 00obLaBaHe Ha ,eCcTeTu-
kata” oT oHoBa BpeMe... KaTo Ye nu TeKCTbT npeanara Bepcus 3a ToBa Kak ,HOBU-
AT” XYAOXHUK ce ,paxaa” KaTo NoNMTUYECKU CyBeKT;
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Yyactmeto mMm B KOHpepeHuusTa (ABYCEAMMYEH KypC BCbLLHOCT)
“Modern Problems of Power and Culture. The Philosophical Foundations of Post-
Modern Culture”, kato cb-gupekTop 3a N3touHa Espona (Inter University Center,
Dubrovnik, Croatia);

,Bu3yarnHu penpecun Bbpxy 3HakoBaTta cpega”’, 1990 — 1991 — nbpBata
MU 3aBbpLLEHA M NOKa3aHa paboTta cnep kato cu ,npusHax’, Ye CbM XYOOXKHUK...
ToBa e uMKbN — MHCTanaums OT PUCYHKM U KONaXK; MMallie 1 aBTOPCKN TEKCT KbM
Hes, Ny6nukyBaH nod 3arnasuneTo ,KakBo My ocTaHa Ha YoBeka, B YMeTo UMe Lo
N1 He cTopuxa” BbB B-K [ync (6p. 5 ot 12-18 anpun 1991)

1991

LYKpensaHe Ha BapaTta”’, 1989 — 1991; nHctanayms ot Konaxu n obekTu;
konekums — OQuaHa XoxeHTan yHA bepreH, bepnuH, N'epmanus. ToBa e antepHa-
TMBHaTa McTopusi 3a Micyc n HeroBusAT ,OpaT-6nmnsHak’...; BOAU Ha4anoTo cu OT
efHa nges, BbNMbTEHa B NOCTep 3a MbpBaTta cbupka Ha NOCT-MoAepHUS CEMUHaP
B HOW-BAH npes cdespyapn 1989;

~dynkata Ha Anuca n 6natoto Ha Mapkc-JleHnHckaTta ectetuka”, 1991;
WHCTanauus; pUCcyHkn n KHurn, nanyp un tekctoT “Don’t Art Around!”; oTHOBO 3a
XYOOXHMKA KaTo NONUTUYECKUN CYBEKT CbC CTPaHEH NPOm3Xos;

TekcTbT ,3all0 ce poanx XyaoXkHUK?” BbB B. Kyntypa, 6p. 14 ot 5 anpun
1991, c1p. 4;

,Hagrpobuwe 3a bonc”, 1991; nHcTanauus; Han-BaxkHaTta 4acT-00ekT e
owe npu [naHa XoxeHTtan yHa bepreH, bepnuH, cnep n3noxoute, KOMTO Npaeu-
Xme 3aegHo npes 1990-Te;

CamuaTt goknag n moute nbpeu “15 MMHYTK cnaea” crieq KaTo NpoYeTox
To3n goknag 3a Christo Ha 25-usa koHrpec Ha AICA (MexayHapogHata acoumauuns
Ha xygoxecTtBeHuTe kKputuum) B CaHta MoHuka, Kanudophusa, CALL npe3 oktom-
Bpu 1991 no Bpeme Ha npoekTa “The Umbrellas” (Japan-USA, 1984-91). oknagbT
e nybnukyeaH kato “The Situation “Beyond” as a Situation “Behind” B kHurata: Ed.
Kim Levin, “Beyond Walls and Wars. Art, Politics, and Multiculturalism” (Midmarch
Arts Press, New York 1992). OT Los Angeles Times me 3akapaxa CbC crnewuumaneH
MUHMOYC 0o Yagbpute — CHAMKKM, MHTEPBIOTA... AOPU U e4WH ApYr Korera Hamasa
OT TOBa...:);

TekctbT “The Lack of Identity as a Post-Post-Communist Originality”,
nybnvkyeaH B “New Observations” number 91, September/October 1992;

1992

.Pasnatue 3a pnbapsa”, 1991-1992; uHcranauyus, 150 pucyHku; YacT ca
npogagexu, Yactu ca owe npu InaHa XoxeHTtan yHa bepreH B bepnuH;

»ounocodcko rpoduie 17, 1992; 7 pucyHKu; TOBa Ca NPOEKTUTE 3a KOBYE3N-
Te 3a HAKOM cneumanHy KHUM — CUNHUTE MAEonorMm, o0BeNM Ao Kpuanca Ha 20 Bex...;
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GO HOME!

JTbuesap bosgxkunes. TOEFL, 1981-1986/1991-1992. MHcTanauums; pucyHku,
006€eKTu, TEKCT, CHUMKWM, Konaxwu, n ap. Bapupawym pasvepu Uanoxoba:

+MeauuuHckun npernen’, K(B)MX, Manepus ,LLunka 6”, Cocpusi. PeBpyapu

1992r.

Luchezar Boyadjiev. TOEFL, 1981-1986/1991-1992. Installation; drawings,

objects, texts, photographs, collages, etc. Dimensions variable Exhibition:

“Medical Check-up”, Club of the (eternally) Young Artist; 6 Shipka St. Gallery,

Sofia. February 1992 296
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,Punocodcko rpobule 27, 1992; 3 pUCYHKU; TOBa Ca NPOEKTUTE 3a KOB-
yesu 3a ,A3bT", 3a [kn3bC, 3a ABama gyLuun, KOUTo ymupaT B nobosTa cu;

»TOEFL — e3unkoB npernen”, 1992; uHctanaymsa oT pUCYHKM U OBEKTH,
KOmaXkv, TEKCT; TOraBa aHIMUACKUST e3MK HaBnu3alle cbBceM 6e3BBMPOCHO KaTo
YyacT OT exxegHeBHaTa KynTypa Ha bbrrapus, BKNOYUTENHO NonuTUYeckaTa — uc-
Kax fa noctass noj BbNpOC HeroBaTta afiekBaTHa ynotpeba;

TekctbT “The Balkanization of Alpa Europea”, 1992; nucaH 3a kaTanora
Ha 3-To MexayHapogHo bueHane B MctaHbyn npe3 1992 T03n TEKCT BbBEXAA B 00-
pblueHve bankaHuTe KaTo cneundnyeH permoH 3a KynTypa u uskycrtso cneg 1989;
npeneyvaTaH Nno-KbCHO B OCHOBHMSA M3TOYHUK 32 CbBPEMEHHOTO U3KYCTBO Ha M3TouHa
EBpona — “Primary Documents. A Sourcebook for Eastern and Central European Art
since the 1950s”, MOMA/New York and MIT Press/Cambridge, 2002;

1993

“Customized IFA-Berlin catalogues”, 1993; toBa ca okono 70 artist's
books; ot ranepusaTa IFA-Berlin mn 6axa nsganvm mHoro noeede kaTtanosu, Ho 6e3
Kopuua, OT NfaHMpPaHOTO — MO NOrpeLLKa...; B3eX HAKOM OT T9X — eAHM pa3gafox, a
APYrv NpeBbpHaXxX B YHUKANHW KHUTK;

MpoekTHUTe pucyHku 3a ,Heo-Monrota” ot 1993 — npaeux rv B Hio Vopk,
Aokato 6sx Ha ctunenams ot Getty Grant Program Tam B My3est YutHu..., 6e3 ga
noao3upam, 4Ye ToBa LLie CTaHe egHa OT Han-u3BECTHUTE MK paboTy;

PasnnyHm 0bekTun ot nanoxbara ,,06ekT no 6wnrapckn” 1993. Hanpumep
LUBEWLIAPCKOTO HOXYE C KPbCTHE, 3@ BCEKM Cryyan...;

1994

,Heo-TonroTta”, 1993-1994; uHctanayunsarta oT rMraHTCKX pasnbHaTh MbX-
KM KOCTIOMM — KOMEHTap Mo HoBaTa ,Bsipa” B kanutana u busHeca; cera B My3es 3a
CbBpEeMEHHO u3kycTBo B KymamoTto, AnoHus;

»10 NnaxHu nHCTpykumn”, 1994; egHa ot nbpeuTe site-specific nHcTana-
uun, B ApKYyTUHO Ha nnaxa no mbrekata KbM MOPETO;

»,POHTaHBLT Ha EBpona” 1994-1995 — nHcTanayms 3a usnoxdarta mu B My-
3es Ha konexa BAP[ B wata Hio Mopk, CALL, nocne nokassaHa B Kopes Ha 1-To
6ueHane B KBaHoxy, kakto n B Cocus;

1995

LAcTponoruka”, 1995; 13 paboTn BbpXy XapTusl, akBapers, Tyl 1 Konax
— HELLIo KaTo acTPOSIornYecKo ,LKapTorpadupaHe” n aHanus Ha ,3Be3gute” ot Ob-
rapckata apT CleHa ToraBea;

“Homage to...”, 1995; nHcTtanaumsa ot oTorpacum, TeKCT n 06ekTu; B
YeCT Ha pasnmyHn XyaoxHuum ot 20 Bek, BakHu 3a meHe kato Maneswy, [iowwaH,
xakomeTun n gp.;

,Harope — Hagony, Hanpea — Has3ag’, 1995; uHctanauus, 6asnpaHa Ha
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AUrMTanHo MaHunynupaH punm — ,,Benuknat gukratop” Ha Yapnm Yannux; Bknioy-
Ballla pa3Hu KHUMM N PUCYHKK, ,pa3MUCBHN” 3a ONKTaTOPCTBOTO;

,CTonose u cumBonu. MNMpoekT 3a M1pHa CbBMECTHA Cb-UaeHTUMKauus’”,
1995-2001; ToBa TpsibBalle Aa 6bAe nHcTanaums Ha ManndecTa 1 nbpBoHavarn-
HO, KOSITO Taka 1 He Cce Cry4um KaTo MHCTanaums Hukora; paboTaTta e M3BecTHa KaTo
unkbn ot 11 gurutanHu rpadmkn, 6asmpaHn Ha doTorpadum Ha rpynn CTonoBe,
KOH(UIrypmpaHu KaTo 3a KOHPEPEHLMM Ha XOpa, C MHOTO pasnuyHu yoexaeHus...;

LYHuBepcaneH kbMnuHr’, 1995; nHcrtanaumst B ctapata Typcka bans B
MnoBauB 3a mbpBaTa U3noxba BbOOLLLE B TOBa NPOCTPAHCTBO, KOETO Beye uma 20
roAvLLIHa ncTopus...;

W, pasbupa ce, eanH Tpya, N0 KONTO XBBLPMAUMXME OFPOMHM yeuUnus ¢ Apa
BybHoBa 1 KOWTO HM CTpyBa MMraHTCKN HEPBM (...3a Te3M, KOUTO Ka3BaT, Ye Marko
paboTtum 3a gpyruTe...) — ToBa € 6bNrapckUsT NPeBOA, Ha USKMIOYUTENHO NOMynsAp-
HUS 1 KOMMETeHTeH, NbpBKu 3a bbnrapus, ,MINlocTpoBaH peyHUK Ha TEPMUHU Ha
uskyctBoto” Ha Eagyapa JNycu-CmuT, BKNioYBaLL, JOPU M CbBCEM CbBPEMEHHU TO-
rasa npaktukm (M3g. kbwa ,Metbp bepon”, Codms 1996; no Edward Lucie-Smith,
Dictionary of Art Terms, Thames and Hudson, London 1984);

1996

,EBaHrenueto. Kaebp Bepcust”, 1996; nHcranaums, Buaeo, aurmtanHa
rpadpvka, 6poH30Ba CKynnTypa; egHa OT nocregHuTe Mu paboTn B Tasu NOCOKA,
mbpBaTa My gurMTanHa rpaguka B 1031 ,4epHO-65n" MaHuep;

,17 mura ot nponetta — Change 6topo”, 1996 — ToBa e Change 6t0poTo B
nsnoxbata B HOK ot nponetta Ha 1996; nHctanaums; pabotu BbpXy XapTusi, aB-
TONOPTPET C OOMEHHM KYpCOBE; U T.H. — B OHOBA BpeMe Ha pa3sryn Ha 6opyeckaTa
NPEeCTLNHOCT TOBa cu belle nonutuyecka padorta...:);

,17 Myra ot nponetTta — 3acTtpaxoBateneH oguc’, 1996 — npogbmkeHue
Ha npeguHaTa paboTa ¢ MHOro NO-yOKyCcupaHo nocnaHue 3a ,6opumTe”; nHcTana-
uma B CIXT oT roguwHaTta n3noxba Ha LleHTbpa 3a nskyctea ,Copoc” B Codus;

“Gazebo”, 1996; site-specific nHcTanaumsa B ABCTpuS, C KOATO e npu-
KMo4a TO3U CNUCHK, 3aLL0TOo ¢ Ta3u paboTa 3anoysa UsLsAno HOB eTan B kapvepaTa
1 paboTaTta MM — MHOTO NMO-UHTEPAKTMBEH U OTBOPEH 3a 3puTens.

Tw cu ¥ eanH OT Han-aKTUBHUTE KypaTopu, TeOPeTULM U MAEOJI03M1 Ha
BpemeTo. Kak Ta3un AeMHOCT ce cCbBMecCTsiBa C paboTaTta TM KaTo XyA0XKHUK?

Mo Hal-eCcTeCcTBEH HA4YMH — CMUCBKBLT cried NpeauHUs TM BbNpoC o
nokasea... AKO MCKaM [a Kaxa/usKaxka/mokaxa Hewlo, HO He Mora Ja ro Hanpassi C
eaMHUS e3u1K, MPOCTO ro NpaBs C Apyrus... Bcuyko e B3anMoCBbP3aHO U C TEYEHME
Ha BpeMeTO BCe MOoBeYe M3NM3aT HasiBe BPb3KWM MeXay pasnuyHuTe Mu pabotw,
KOMTO AOpW He CbM nmogo3upan, Ye cbuiecTByBaTt. Hanpumep, nsnoxbtata ,Kpan
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JTeuesap bosipxkues. Heo-lMonrota, 1994. MHctanaums; nnat, BbXeTa;
450/850/70 cm (n Bapupawiy pasmepw). Nanoxba: ,Mosnyms 20077, CAMK,
Kymamoto, Anoxus, 2007 r. Konekuyusi: CAMK (My3el 3a CbBpeMeHHO
n3kycTBo Ha KymamoTo), Kymamoto, AnoHus

>

JTbuesap bosgxunes. PeBontoums 3a Bendkn, 1998. MHTepakTueBHa
MHCTanauws; xopa, 3 KOMMNITBLPA, MPOXEKTOP, crneyuaneH codTyesbp, BUAEO
Kamepu u gp. Bapupaiwm pasmepu
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Ha yuTata” oT 1990 cera Mmu nsrnexga aa € MHoro no-oyHaameHTanHo cBbp3aHa,
OTKOJIKOTO CbM CU MUCIIUI1, C MOHTaXa U (DOTOMOHTaXa KaTo MAeoriornst n npoue-
Aypa Ha obpa3o-npaBeHe — Ha-BaXXHOTO HeLLO, CBbp3aHo ¢ MosTa paboTa.

Pas3bupa ce, pons UMa 1 KOHTEKCTa — ako HSIKOW Me MoKaHu Aa Hanuwa
TEKCT e TPyaHO Aa My KypupaM n3noxoba (Ho He € HEBB3MOXHO...:). YecTo ce cryy-
Ba [a Me KaHAT KaTo XYAOXHWK, a Nocne Aa uckat noMoLLTa MU 1 KaTo KypaTtop
— OT U3MUCTISIHETO Ha MMEHa Ha M3NoX0Kn 4O NMCAaHETO Ha TEKCTOBE B KaTanosu u
WHCTanupaHeTo Ha n3noxou. Minu obpaTHOTO... 3a MEHe € MHOro No-BaXHO B Ta-
KMBa Cny4aun KakBo W C Koro npaes... EquH go6bp npumep 3a ToBa € KONEKTUBHUS
TpyA Npv NnpaBeHeTo Ha n3noxoute B MICU-Codous, kakto gobpe 3HaeLw.

Mmaw mHoro pa6otu, noceBeTeHu Ha BapaTta. Kak ce npomeHu Bsipa-
Ta TV Npe3 roguHuTe?

3aBu1CK KaKBO BUXAall kaTo ,Bsipa” B paboTuTe MU 1 OLle noBeve KaTo
,BApa” B MeHe... TOBa He € eHO M CbLUO Helwo. BbB ,Bepckute” mmn pabotn nma
pedriekcus BbpXy CbCTOSIHUETO Ha YOBeKa, BbPXy CMOCOOHOCTTa Ha YoBeka Aa
BAPBAa B HELLO M BbPXY YCMOBMATA, NPU KOUTO BApaTa € Bb3MOXHa BbobLie. Tora-
Ba, B Ha4anoTo Ha 1990-Te, kypaTtopu kaTo Bacund KopTyH Hanpumep (cera B SALT
WcTanbyn, a korato npaBuxme 3aedHo manoxbarta npe3 1994 B CALL u korato
nuca te3n gymm G6ewe gupektop Ha CCS-Museum at Bard College, B Annandale-
on-Hudson, NY, USA), nuwwexa, 4ye ce 3aHMMaBaM C ,M3cnegBaHe u Kputuka” Ha
CMCTEMM 3a BApBaHEe — OT penuruarta Ao nonuTukaTta, MKoHoMukaTa, actponormsara
n apyru. He ce cuntam 3a ocobeHo BApBaLL, YOBEK U CbC CUrYPHOCT AOPU U Aa CbM
— HAMa Ja cu ro npuaHasa nybnuyHo... Baparta 3a MeHe BMHarn € Hewwo NNYHO U
WHTUMHO, NOBeYe BbTPELLHO CbCTOSHNE, KOETO HAMa MHOIO OOLLO C MHCTUTYLUMTE
Ha BfpaTa — eTo 3all0 BApBaM B curaTta Ha u3KycTBoTo 6e3 Ja umam unsum 3a
HEroBUTE MHCTUTYLIMU..., KOUTO UHCTUTYUMM C YOOBOMCTBME KPUTMKYBAM MO MOW
CW HauuH — KypaTOpCTBOTO, Ma3apa CMMBOSIUYEH MNWU NapuyeH, My3es 1 aypara
Ha ,camo-pasbupallaTa ce” TBopba, CTPyKTypuTE Ha MONUTUYECKA KOPEKTHOCT B
XYyOOXECTBEHUS OUCKYPC 1 APYTN.

Ho T moxe 61 umaw npegsua no-KOHKPeTHO paboTuTe MU CBbP3aHu C
XPUCTUSHCKATa PENUIna U HEMHUTE UHCTUTYUMU? TyK CbM MOXe 61 manko nogo-
6eH Ha ,6oromun”... Bcnyko ToBa 3anoyHa B €MH KOHKPETEH MOMEHT 1 MSICTO Ha
cb3fgaBaHe — b-a mexay 1989 — 1999 n ,abcypaHus Bakyym Ha LleHHOCTK” Toraea,
Yye gopwu u gHec... (Mucns, 4ye HAMaMm Hewo nporpamHo Hoeo cnef 1999 no Tasu
Tema). [Nocne nocteneHHO paboTuTe M naeuTe ce NokassaT M pasnpocTpaHsaBaT
Mo CBeTa M1 KaTo y4acTue B M3MoX0u, 1 KaTo NpUTeXaHne Ha KONeKUMN — U 4acTHW,
n MysenHun. Mmam Hsakom Hewa npu cebe cum B Cocdus, a Ha Hsikom ca um 3arybe-
HW creguTe B HEM3BECTHU 3a MEHEe YacTHU Konekumun cnep paboTta c ranepuctu

302




B MMHanoTto. Hanpuwmep, n3BecTHaTa UHCTanauusi ¢ TpUTE MMraHTCKM pasmbHaTh
MBXKM BU3HEC KOCTIOMU, HapeyveHa ,Heo-lonrota” ot 1994 6e MHOro nokaseaHa
n ot 2007 e B Konekumsita Ha Contemporary Art Museum of Kumamoto, City of
Kumamoto, Japan, kbaeTto cu cbeceactea ¢ pabotu Ha MapuHa Abpamosud, HAaon
Kycama, Wnnka LLonnbapu, Dxenmc Tbpen u T.H.

A npomeHu nu ce BaApata TM B cuflaTa Ha U3KYCTBOTO U B HEroOBU-
Te CMNOCOOGHOCTM Aa NpomeHs obuwecTBOTO? 3agaBaM TM TO3U BBLNPOC U C
Hagexpa Aa BKIKYMLW B OTTOBOPAa CU KOMEHTap Ha nocrnegHUTe Han-3anom-
HALWM ce NONUTUYECKN CbOUTUA — uMam npenBug npotectute 2013, KaKTO U
ponsTa Ha MHTeneKTyanuuTe B TAX.

BsipaTa B n3KyCTBOTO He Ce € NPOMeHUna; Moxe 6u e ctaHano no-Tpya-
HO Oa ce BsipBa B xopaTa Mnpuv MONOXEeHue, Ye JokasaTesicTBaTa 3a TOBa, KakBO
XopaTa moraT a Cu NpUYMHABAT e4Hu Ha Apyry, ce Tpynar ¢ TparmdHa 6bpavHa...
Bbo0bLLe 13kyCTBOTO HE MOXe da NPOMEHS CBeTa AMPEKTHO; ako ToBa CTaea, To
ToraBa cTaBa 06aBHO, AbJITO, C MPOMEHINB YCNEX U BUHArK B KOMOUHaUNS C opyru
akTopn u cunn. MIakyCTBOTO MOXE Oa Brvsie U NpomMeHst xopata — 6aBHO, HO C
AbNroTpaeH ycnex. M3akyCTBOTO MOXe Aa Cb3[aBa YCroBus 3a MPOMSIHA, Tbi KaTo,
0CODEHO CBLBPEMEHHOTO M3KYCTBO, € KPUTUYHO MO OnpeferneHve, BMxaa CBeTa
KaTo Beuye MOBPEAEH; M KaTo ro rnefa HaKkak cu OT rfegHa Todka Ha GbaeleTo,
npegnara Maewn 3a pEMOHTUPAHETO My.

Ho BCBLUHOCT camo rpa)aaHcKoTo AENCTBUE e TOBa, KOETO NPOMeHS 06-
wectBoTo... Iinn gukratopute, kouMTo HAMa ga obcbxagam cera. VMiHTenekTtyane-
UbT, UMK aKo MCKaL M3KyCTBOTO KaTo LANO, MMa NOBeYE LIAHCOBE rpaaaHCKUST
My rrac ga obae 4yT; He HeNMPEeMEHHO KaTo TBOPEL, HO BUHArM Kato rpakgaHuH.
MMeHHO B TakaBa nocoka Bux Mncnun ponsaTa Ha MHTeNnekTyanuuTe B cbomtuaTa
OT MWHanata roguHa. [MpobnembT €, Ye HUKOW He HU cryla U3BbH TECEH Kpbr
OTrOBOPHU U MUcrewm rpaxagadn. CTeneHTa Ha gerpagaums 1 nymneHnsauus Ha
nonuMTuyeckara knaca B bbnrapusa, Ha NMbpBO MSACTO M efBa crieq ToBa Ha areH-
TMTE NO MECTa, KaKTO M Ha 4acT OT n3buparenute, e Takaea, Ye ObMro Bpeme u
MHOTO YCUNNSA LLie Ca HY)XKHW, 3a a Ce Bb3CTaHOBU (ako BbOOLLE TOBA € Bb3MOXHO)
AOBEPMETO B MONMUTMYECKATa CUCTEMA Ha T. HAp. NpeAcTaBUTENHa AeMOoKpaums.
B Bwnrapua gosepueTto ce rybu necHo u ce Habassa TpyaHo u 6asHo. TpsabBa aa
Kaxa, Yye eaHO OT HaW-NpPUATHUTE N YOOBNETBOPUTENHU Hella, KOUTO HanpaBux B
Kpasi Ha MMHanaTa roguHa, 6elle kopuuarta v Bu3yanHusl pea CHUMKK OT NpoTecTu-
Te (n3bpax TakMBa, KOUTO Ca HaNpPaBEHU CaMO OT UHTENEKTyanuu) 3a aHToNorns-
Ta OT npecaTta no NPOTECTUTE OT HOHU Ao okTomBpu 2013, cbecTaBeHa oT [daHuen
Cwmunos u Jlea Bancosa 3a usgarenctso ,M3tok-3anag” (,#MpotectbT. AHannam
1 no3uuum B 6bnrapckata npeca — nato 2013”, Codusa 2013). Hamam nniosum, ye
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HeLO Lie ce NPoMeHN 6bP30, HO BAPBaM, Ye TakMBa M3aaHus U No3uuUMnTe B TSX
Ca UMEHHO 13pa3s Ha rpaxkgaHcka no3uuus Ha MHTenekTyanuute, 6uno Te Takuea
W1 OHaKMBa Mo opueHTaLus.

JTbuesap bosipxues. MaB3sonein. Hoctanrusa no tanoto Ha Jlescku, 1990.
MuHu-nHCcTanauus, site-specific; Bbnumn kanaH, YneHckaTa KHxKa Ha aBTopa
B BKI1, cHumku n chakcumumne Ha TedpTepyeTo Ha JleBcku, CHyneHo CTHKIO Ha
BUTPMHA, pycka urpadka—Meyka ot AeTcTBoTO Ha aBTopa B CCCP B kpas Ha
1950-Te r., pas3nuyHmn npegmeTtn. Bapupawm pasmepu. N3nox6ba: ,10x10x10”,
KMX, HoBo kpuno Ha CY ,CB. KnumeHT Oxpuackun”, Cocpus (despyapu 1990 r.)
(OeTaiin)

Luchezar Boyadjiev. Mausoleum. Nostalgia for the body of Levski, 1990.
Site-specific mini-installation; wolf trap, the artist's membership card in the
Bulgarian Communist Party, photograph of the national hero Levski, facsimile
edition of the private notebook of Levski, broken glass and vitrine, Russian
plastic bear toy from the artist’s childhood in the USSR (late 1950ies), various
office devices. Dimensions variable. Exhibition: “10/10/10 (cm)”, Club of the
Young Artist, New Wing of the Sofia State University St. Clement of Ohrid,
Sofia (February 1990) (Detail)
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A conversation with Luchezar Boyadjiev

The changes that took place in the late 1980s and early 1990s were
very fast and somewhat unexpected. In the “absurd vacuum of values” (as
you put it) at the time, the very act of turning to new, or at least unpopular
forms of art in Bulgaria, was a political statement and it was seen as opposi-
tion to the status quo. This is something that is very difficult to explain to
those who haven’t experienced it. How would you explain it to them?

| wouldn’t even try... This type of reflection depends on the accumula-
tion of history studies, which will reveal (gradually but consistently and more or
less objectively) what happened and when, who took part or contributed in some
way, as well as where, why, with what motives... Of course, here the personal ac-
counts of the participants are extremely important, especially in the absence of
reliable institutions of memory — museums, archives, books, albums, catalogues,
collections... The polyphony of memories will ultimately yield a general picture but,
unfortunately, this is also something we still don’t have. Anyway, in the absence of
an already written, solid history of the period from 30-15 years ago (1984-1990s),
everything else will sound to the “uninitiated” in the same way as it sounded to us
back then, at the end of the 1980s, when the older artists — for example, those from
the so-called April generation (that came to being after April 1956 and the Plenum
of the CC BCP) who were empowered through the Union of Bulgarian Artists (UBA)
to see to the observance of “the order” in artistic life (I still remember the intonation
in the voices of the late Yoan Leviev and Hristo Neykov...) — told us, “Oh, we were
doing this kind of stuff already back in the 1960s... we were doing those ‘happen-
ings’ (?) as you now call them, during the Spring Balls at the Art Academy...” And
so on. Of course, back in those days it seemed pointless to me to argue with them
about whether they had truly made sense, even if only on the terminological level,
of what they were actually doing — having said that, | certainly don’t mean to call
into question the sincerity and purity of their actions in the past...! By contrast, in
“my” change of the model for making art and showing in Bulgaria in the mid-1980s
and early 1990s as well as later, | clearly knew and consistently “promoted” as my
reference point not Paris of the 1930s-1950s, for example, but New York of the
1960s-1980s, and gradually — the whole world in the 1990s and especially after
1992. (For people like lara Boubnova or Kiril Prashkov, another and maybe even
more important point of reference was Russia, and more particularly, the Moscow
Conceptual School and the art scene in St Petersburg from the 1980s onwards; at
some point, all of this somehow fused into a common energy.) | did so even on the
terminological level — although you may tell me now that I'm speaking as LB the
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curator not as LB the artist... But you know very well that to me they are one and
the same person who is involved with diverse practices...

Speaking of opposition, | think the point isn’t whether we had introduced
until then unacceptable forms and languages, or/and political messages; it is above
all in that we changed the model for making art and exhibiting art in Bulgaria — from
the “studio” to the installation, the curator and the relationship with the audience(s).
Although some of the participants in this process may have been driven also by
direct political motives, such motives weren'’t the most important ones for me. What
was most important to me was the transformation of the entire artistic life in Bul-
garia, and this began around 1984 with my first appearances/actions on the Sofia
art scene. But insofar as today we are still within the same model that was estab-
lished 20-30 years ago, it is impossible to describe it from the inside to the younger
art people who are within it too but don’t have the privilege of being “trendsetters”
(or “pioneers”) — that is, of having been born “as if yesterday” and having already
become “old masters”... This is impossible to explain from the inside, by the partici-
pants in the process, because every explanation is met with indignation and seen
as an attempt to usurp power over interpretations from the position of generational
superiority and terror of influence through the “appropriated” territory of profes-
sional contacts, positions, and so on.

But because | don’t want to appear not to be stuck-up, let me say that for
me the changes weren’t unexpected and they came at least five years later than
| would have wished them to... That is because | had the biographical privilege
(received because of my family through marriage) of spending some time in New
York in the 1980s — from 1980 to 1983, then again in 1986, and so on. You know
the story... If the perestroika had come immediately after Brezhnev’s death on 10
November 1982, | would probably be living in the USA today and contemporary
art in Bulgaria would probably have had a somewhat different profile, even if only
in terms of emblematic works, exhibitions, texts, methods and, maybe, self-confi-
dence.

But this didn’t happen, so after the relative “solitude” in my early years
of “evangelizing” this country in 1983-1986 (for exactly what | mean by that, see
below...:), eventually, around 1987-89, | felt that | am already part of the forming
larger circle of people who were anticipating the coming changes and were de facto
changing the model even before November 1989. Here | will mention in the first
place the Synthesis (Sintez) Circle and, later, the Post-Modern Seminar at the In-
stitute for Art Studies with the Bulgarian Academy of Sciences, which produced the
book ARS SIMULACRI in 1989. There my personal language of participation was
drastically changed: | drew the cover and the other visualizations in the book; I lent
my personal embossing seal, which was stamped on the back cover of the book
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(the seal of the NEW YORK BAKE-RITE CORPORATION which | had bought in an
antiques shop in New Jersey a few years earlier and with which | “stamped” all my
works...); | made my first public appearance in Bulgaria as an artist (in fact, my first
participation as an artist at an exhibition in Bulgaria was at the 71.17.’89 exhibition
in Blagoevgrad, which opened on a memorable date...; and from which my works
were stolen...:). | will also mention my friends from The City group, for whose first
exhibition in 1988 | was, | think... a somehow important but not publicly announced
consultant, as well as assistant/supporter, along with other people. And last but not
least — actually, the most in terms of scale and impact over the years — the Club of
the (Eternally) Young Artist, with which | was involved from its very foundation to the
end of the club’s best years until around 1992-94.

In sum, every change of the model of production and dissemination of art
is political in character. When this coincides with a period of radical change of the
political system things become even more drastically evident. The problem isn’t at
all in explaining such self-evident things to people who haven't lived through that
time — they have to read about it in those books about that time which haven’'t been
written yet, unfortunately. Those who haven't lived through that time will certainly
live through theirs, whatever and whenever their time may be. It's simply that they
should write their books at the very beginning of “their time” because nobody else
will do it for them.

Having developed in such an environment, would you define your-
self as a socially active or political artist? | don’t think those are terms con-
temporary Bulgarian artists are keen on associating themselves with. Still,
looking back, many of your works are seen as such today.

Absolutely — by birth and by belief... The strange thing is that in addition
to the information and aura of some sort of special connection to and positioning
in the world, which | brought back at the end of 1983 upon my first return from the
USA (and which | began to share with the Bulgarian art community at public and
personal meetings from around the spring of 1984 onwards), hidden somewhere
in “my baggage” was also the deep conviction, acquired from my life (and con-
tacts with the art scene) in New York, that art is a politically important thing; and,
moreover, that it is politically important in a way profoundly different from what we
knew in socialist Bulgaria at that time. It is precisely this combination of informa-
tion, inner conviction, and doing things like lectures and talks, meetings, texts and
conversations, and artworks (which | didn’t show in Bulgaria for a long time, and
some of which | haven’t shown even to this very day), and so on, that | refer to as
“evangelizing” this country into “the faith” of contemporary art... | did it with passion
and pleasure. And I'm doing it to this day — but today this is “embodied” into my
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JTbuesap Bosipxumes. Ctonose n cumaonu (MpoekT 3a MupHa

cbugeHTndmkaums), 1995-2001. 11 gurntantu rpadpuky BbpXY XapTus,

6asupaHnu Ha oTorpacmu; LMKb

Luchezar Boyadjiev. Chairs and Symbols (A Project for Peaceful

Coidentification), 1995-2001. 11 digital prints on paper, based on

photographs; cycle 310
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practice in performances — guided tours of the type of the series Schadenfreude
Guided Tours (2003 in Kassel, 2005 in Sharjah, 2006 and 2008 in Singapore, in
2008 again, in Santa Fe and Jerusalem, 2010 in Sofia — but you know this, you
were the curator..., and so on); or of the type of the lecture series Conceptualism
with a Human Face (Sofia, 2013) and Visual Protocols (Sofia, 2012); as well as
Plovdiv Tiki-Taka. The Sleep of Monsters Produces Reason (Night of Museums in
Plovdiv, 2014) or in Bern (Switzerland, October 2014), which has such a long title
that it would be awkward to mention it here...

You know that in my “history” of contemporary art in Bulgaria it begins in
and with your present-day office at the Sofia City Art Gallery — that is where back
in May 1984, in the course of two days and under the aegis of the Studio of Young
Artists at the UBA, my ex-wife Ana Todorcheva and | gave a series of talks with
slides about the latest (at the time) trends in art in the USA and Western Europe.
I’'m sure that back then | was seen as an “ideological diversion” who, however,
had protection and was therefore considered “safe” and “one of our own”... I'm
sure that they made fun of the language and the terms | was using — from installa-
tion and performance, land art and conceptualism, to curator, biennale in Venice,
and Documenta. (I remember people, for instance my very own ex-teacher Prof.
Elka Bakalova, laughing at my mispronunciation of Walter Benjamin’s name in the
American English instead of the German way...:)

In fact, such “dirty” words in those days, as well as a number of names of
artists nobody in Bulgaria had ever heard of until then, must have been pronounced
in public for the first time on the Bulgarian art scene precisely in your present-day
office... It is a matter of poetic justice that it now houses the most serious public
collection of contemporary Bulgarian art...:) It's not that this (as well as what | was
doing as an artist in the 1980s but didn’t show in Bulgaria) had anything particularly
dissident about it — it's just that back then nobody regarded it as “real” art, or as
words or names of artists that had anything to do with “true” art. Maybe the only
exception was Christo — although he was an “ideological diversion” and a “defector”
(in the parlance of those days), he was/is “one of ours” who (back then) was still
remembered from the time he was a student, in the studios, corridors and offices of
the National Academy of Art in Sofia.

This no doubt must have seemed politically important, even if not dissi-
dent — simply because it was taking place in the public space. In fact, | believe my
works may be politically significant because | take the public and social (sometimes
concretely political or urban) processes very personally — as something that is my
own, as something that is happening to me and therefore concerns me person-
ally somehow...; it is as if what is happening in the world and to the world (most
generally speaking) is “filtered” through my self, for better or for worse, to the point
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where |, too, cannot say exactly what in my “self” distinguishes my own Self from
the World outside... Other than the body, of course — but not even this is certain in
the context of global (and/or local ;) warming...

You are an art historian and art theorist by education. The beginning
of your career as an artist coincides with the period of the changes. Is it fair
to say that it was precisely the ongoing political and social cataclysms that
provoked you to express yourself through artworks?

Well, itis common knowledge that | never wanted to be an art historian...
It was simply that the beginning of the 1990s coincided with an important time
for the society in Bulgaria and Eastern Europe as well as for me personally as
a professional — we somehow relaxed, partially freed ourselves for a short while
from the shackles of the past... Perhaps that is why it now looks as if the one thing
caused the other. But things are neither that simple nor that unambiguous. The
concrete facts in my case are well — and, fortunately, briefly — described by Miglena
Nikolchina in her book Lost Unicorns of the Velvet Revolutions: Heterotopias of the
Seminar (Fordham University Press, New York, 2012, p. 51). | think, though, that
part of the reason why | committed myself to changing the whole model of mak-
ing/showing art in Bulgaria was to “clear” the field so as to make it possible for my
works to be accepted as art... You can take this any way you want to...:)

As for the facts? Well, | was accepted to the Art History and Theory de-
partment at the National Academy of Arts in 1975, as if by a miracle, at the age of
17 — I was admitted the first time around, without having or using any “connections”
(this was at a time when there was cut-throat competition for admission and it was
almost impossible to gain entry into the Academy if you didn’t have connections to
“the right people”). | didn’t know any living artist other than the two teachers (Chico
and Sergey Ivoilov) whose preparatory courses for the Academy entrance exami-
nation in drawing | had attended for two years... You know what the Art History and
Theory curriculum was like at that time — we studied everything, a lot of it..., even
anatomy and perspective... When | now make artist’s talks and presentations in
public, | often show my diploma from the Art Academy — my only purpose being to
“taunt” Western colleagues who certainly don’t have such solid training in life draw-
ing as we did...:) For the entrance examinations, | was brilliantly prepared in draw-
ing and in nothing else. | had only read several books on art history for the entrance
examination in that subject, and | was tremendously lucky to be admitted. | didn’t
do military service for health reasons, and then, just five or six months after | had
graduated from the Academy, | went to the USA just before Christmas 1980, two
weeks after the murder of John Lennon. | now realize that this was an extraordinary
time for New York — right after Vietnam, shortly before Reagan’s “offensive” aimed
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JTbyesap bosgxues. MurpaHtute ca BevHu, 2001. durntaneH neyaT BbpXy
xaptus; 100 x 136.5 cm

Luchezar Boyadjiev. Migrants are forever, 2001. Digital print on paper; 100 x
136.5 cm
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JTeuesap bosimkueB. YTONUYHN peLleHns 3a gucTonuynm rpagose, 2007

— B npouec. TeKkcToBe, PUCYHKM, AuruTaneH neyat BbpXy xapTvs u ap. a/

Kacen nma Hyxaa ot netuwe, 2007 6/ BeHeuunsi uma Hyxaa oT MeTpo,

2007 8/ Mlepycanum uma Hyxnaa Aa ce pee (8bB Bbaayxa), 2011 1/ ... apymm
rpagose..., 2013 — B npouec

Luchezar Boyadjiev. Utopian Solutions for Dystopian Cities, 2007 —in

progress. Texts, drawings, digital print on paper, etc. a/ Kassel needs an

Airport, 2007. b/ Venice needs a Metro (underground), 2007 ¢/ Jerusalem
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at ‘Restoring America’, shortly before ‘The Empire of Evil’, and so on. Those three
years gave me not just crucial self-education, self-confidence and status, but also
time to look at and accept myself as an artist, critic, and theorist even, considering
that art in New York at that time was bound up to the discourse of post-modern-
ism. Indeed, | practiced as an art critic between 1984 and 1989, and | am honored
that people still remember it — | must have been not bad as an art critic...:) What
is relevant to what we are talking about is that this is also the time when | wrote
my articles which discussed the new western currents and introduced basic terms
of contemporary art at the time to the Bulgarian public — from post-modernism
to neo-expressionism, video art, and so on (see the journals Kragozor, Izkustvo,
Semeysto i Uchilishte, later the Kultura weekly).

In other words, | was born an artist (see my article, “Why Was | Born an
Artist?”, Kultura, No. 14 of 5 April 1991, p. 4; in Bulgarian), but | publicly practiced
of necessity other things related to art. For example, | started curating exhibitions
after 1989 simply because | — and not only | — wanted to work with friends and
colleagues for the development of the art scene in Bulgaria; back then | had more
knowledge and contacts than the others in Bulgaria and | decided to utilize them at
first as a narrative and explanations, and then also as a practice. | now think that
inventing titles of exhibitions for the Club of the (Eternally) Young Artist in the situ-
ation of “collective curatorship” in the early 1990s was no less a contribution than
producing an installation or a writing text on aesthetics. (For example, titles like
Merry Christmas — Hanging Objects at the Universiada Hall in Sofia in December
1989; End of Quotation, or Moderate Avant-Garde within the Framework of Tradi-
tion in 1990; Happy-krai (end) in 1991).

De facto my “artistic turn” boils down to a simple decision | took in October
1990. | took this decision after a strange conference on the philosophy of post-mod-
ernism in Dubrovnik (“Modern Problems of Power and Culture. The Philosophical
Foundations of Post-Modern Culture”, Inter University Center, Dubrovnik, Croatia,
described both in Miglena Nikolchina above-mentioned book and in Susan Buck-
Morss’s Dreamworld and Catastrophe. The Passing of Mass Utopia in the East and
West, MIT Press, 2002), where | found myself “alongside” Fredric Jameson, Boris
Groys and Slavoj Zizek although | no longer wanted this as a professional occu-
pation or as a career option... So, back in Sofia after the Dubrovnik conference, |
simply “came out of the closet” and confessed in public that | was a born artist in
the same way as in another (and much more dramatic) context a public figure sup-
posed to be heterosexual would confess in public to being gay. This was a purely
pragmatic decision — | simply decided not just that | would spend 100% of my pro-
ductive time on doing art (and then on thinking about whether | was accepted or
not for what | am...), but also on implementing my ideas (instead of applying them
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to interpreting other people’s artworks) and, most importantly, on seeing precisely
those works of art in and about the contemporary times which |, alone, could do
(and which | didn’t see anywhere around me).

Which one of your early artworks do you consider to be especially
important and, in a way, symbolic of that period?

Do you mean apart from the earliest ones from the 1980s? Because they
are now beginning to seem rather important to me. | will tell you year by year and,
if there is time, | will add a few words for the sake of clarity...

1989

The book ARS SIMULACRI (1989) — its visual part; the original draw-
ings have been lost in some printing house. This was a semi-samizdat product in
strange times;

“Open Letter. To an Unknown Collector of My Art”, published in the Kul-
tura weekly (No. 4 of 26 January 1990; in Bulgarian) after my works were stolen
from the 11.71.°89 exhibition in Blagoevgrad — newspaper clipping and a photo-
graph from the UBA archives; the originals were stolen and their whereabouts are
unknown;

“Open Letter. To Christo Javacheff, New York, USA” from before Christ-
mas in December 1989; it was written by me, but is formally the work of “a col-
lective”. | still have the original draft of this letter which was sent to Christo and
published in Kultura (No. 52 of 29 December 1989). In addition to securing direct
assistance for the signatories of the letter in the form of sellable (and sold at an
auction in 1990) autographed posters with which we did some things, this was also
a symbolic gesture of publicly “pointing out” role-model artists, a practice and line
in contemporary art we identified ourselves with; as well as direct establishment of
working contacts with the outside world;

The Merry Christmas — Hanging Objects exhibition at Sofia’s Universiada
Hall in December 1989 — as a title and participation in the collective organization...
The funny thing is that | remember almost nothing about the exhibition itself, as
those were such hectic and intense times;

1990

Mausoleum — Nostalgia for the Body of Levski (1990) — from 10x710x10,
an exhibition of the Club of Young Artists at the then new section of the University
of Sofia; this was a nice mini-installation... | think;

End of Quotation (1990) — “curatorship” of the exhibition and curatori-
al texts for it — this was probably the first ever exhibition in Bulgaria with such a
“heavy”, almost theoretical, curatorial text. In addition, to show that the end of one
quotation is usually the beginning of another (this was the idea of the exhibition),
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the opening speech at the exhibition was delivered in three languages (in Bulgar-
ian by Diana Popova; in Russian by lara Boubnova; and in English by Luchezar
Boyadjiev). There are some extant photographs of the exhibition itself as well as
of the philosophical readings presented at it by the Fortinbras Group (consisting of
Ivaylo Ditchev, Vladislav Todorov and Ivan Krastev). But no doubt the most impor-
tant thing in this exhibition was Nedko Solakov’s work Top Secret (1990), exhibited
in public for the first time ever;

“Nostalgia for the Iron Curtain” — a text, published in the newspaper Puls
(No. 17 of 24 April 1990; in Bulgarian); one of the first texts “of a new type” about
Christo, whose oeuvre (with Jeanne-Claude) as well as the methods underlying it,
remains one of the main subjects | am interested in to this day;

“The Crisis of Art-Knowledge. Stops towards an Aesthetics of Manipula-
tion”, a text published in two parts in the journal /zkustvo (Art, No. 5 and 6 of 1990).
This is a very difficult and tortuous text, but some people like it and believe that it
gives a key to generalizing the “aesthetics” of that time... This text proposes, as it
were, a version about how the “new” artist is “born” as a political subject;

My participation in the international conference (in fact, a two-week course)
on “Modern Problems of Power and Culture. The Philosophical Foundations of
Post-Modern Culture”, as co-director for Eastern Europe (Inter University Center,
Dubrovnik, Croatia);

Visual Repressions on the Sign Environment, (1990-1991) — my first com-
pleted and exhibited work after | “confessed” that | was an artist... This is a series
— an installation of drawings and collages; it was accompanied by a text of mine,
published under the title “What's Left to Man, in Whose Name They’ve Done What-
Not” in Puls (No. 5 of 12-18 April 1991; in Bulgarian);

1991

Fortification of Faith (1989 — 1991); installation of collages and objects; in
the Diana Hohenthal und Bergen Collection, Berlin, Germany. This is an alternative
story of Christ and his “twin brother”...; it was inspired by an idea embodied in a
poster for the first meeting of the Post-Modern Seminar at the Institute for Art Stud-
ies within the Bulgarian Academy of Sciences in February 1989;

Alice’s Hole and the Swamp of Marx-Leninist Aesthetics (1991); instal-
lation; drawings and books, bulrush and the text “Don’t Art Around!”; once again
about the artist as a political subject of strange origin;

The text “Why Was | Bomn an Artist?” in Kultura (No. 14 of 5 April 1991, p. 4);

Tombstone for Beuys (1991); installation; the most important part/object
is still in the possession of Diana Hohenthal und Bergen, Berlin, after the exhibi-
tions we did together in the 1990s;
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The actual paper and my first “15 minutes of fame” after | delivered this
paper about Christo at the 25th AICA Congress in Santa Monica, California, USA,
in October 1991, at the time of The Umbrellas project (Japan-USA, 1984-91). Pub-
lished as “The Situation ‘Beyond’ as a Situation ‘Behind” in Kim Levin (ed.) Beyond
Walls and Wars. Art, Politics, and Multiculturalism (Midmarch Arts Press, New York,
1992). People from the Los Angeles Times took me by a special minibus to The
Umbrellas — there were photographs, interviews... even another colleague took
advantage of the situation and got in on the action and the photo-op..:);

The text “The Lack of Identity as a Post-Post-Communist Originality”,
published in New Observations (No. 91, September/October 1992);

1992

Crucifixion for the Fisherman (1991-1992); installation, 150 drawings;
some have been sold, while others are still in the possession of Diana Hohenthal
und Bergen in Berlin;

Philosophical Cemetery 1 (1992); seven drawings; designs for coffins of
some special books — the powerful ideologies that led to the crisis of the 20th cen-
tury...;

Philosophical Cemetery 2 (1992); three drawings; designs for coffins of
the Ego, of Jesus, of two persons who died in their love;

TOEFL — Language Check-Up (1992); installation of drawings and ob-
jects, collages, text; at that time the English language was entering into Bulgarian
everyday culture without being questioned at all — | wanted to question its adequate
usage;

The text “The Balkanization of Alpa Europea” (1992); written for the cata-
logue of the 3rd International Istanbul Biennial, this text introduced the concept of
the Balkans as a specific region of culture and art after 1989; it was later reprinted
in the seminal book Primary Documents. A Sourcebook for Eastern and Central
European Art since the 1950s, MOMA/New York and MIT Press/Cambridge, 2002;

1993

Customized IFA-Berlin Catalogues (1993); these are about 70 artist’'s
books; the IFA Galerie in Berlin had printed by mistake many more catalogues for
my solo exhibition (in late 1992) than planned, but without a cover...; | took a num-
ber of them — | gave some away and turned others into unique artist’'s books;

The project drawings for Neo-Golgotha of 1993 — | did them in New York
while | was doing research at the Whitney Museum on a grant from the Getty
Grant Program... without suspecting that this would become one of my best-known
works;

Various objects from the Object — Bulgarian Way exhibition in Sofia (1993).
For example, a Swiss army knife with a cross, just in case it might come in handy...;
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JTbuesap bosigxues. MI3TouHa pasxoaka B 3anageH napk: Meku 1 TBbpaun
Tena no Bpeme Ha npotectv (Buaeo dunm oT nekumns-pasxoaka no speme
Ha npoTecTute B Bbnrapus un Typuus /nntoc Ervnet, Pycus, cnanms,
Mbpuus, bpasunus n apyru/, kpadenku ¢ repba Hanpe KbM ABe CKynnTypu
Obn6OKO B NIOHOTO Ha napka), 2013 YacTt o1 ,OnakoTo Ha uctopusita”, NpoexkT
Ha [lecucnaea [lumoBa 3a 3anageH napk 2013, hectBan 3a uskycTso B
nybnmyHoTo npoctpaHcTBo. 21 toHn 2013, 3anageH napk, Codusa

Luchezar Boyadjiev. Eastern Walk in Western Park: soft and hard bodies in
time of protests (Video film of a walk-and-talk lecture during the protests in
Bulgaria and Turkey /plus Egypt, Russia, Spain, Greece, and Brazil, etc./
while walking backwards towards two sculptures deep into the park), 2013
Part of The Flip Side of History, a project by Dessislava Dimova for Zapaden
(West) Park ‘2013, Festival for Art in Public Space. June 21st 2013, West
Park, Sofia

JTbuesap bosgxues. NlokanHo 3atonnsHe 1, 2010. ®oTtorpadmm Ha
MHTEPBEHLMM B MYOGNMYHOTO NPOCTPaAHCTBO Ha napk ,Kapon” B bykypeLy.
dectnBan ,Bb3ensvt”, Bykypely, oktomepu 2010 r. a/ Jetain: Cam B KbLuy,
2010. PoTorpacums 6/ Oetann: Arogosu rmaeu 3asmHaru, 2010. ®oTorpadms
Luchezar Boyadjiev. Local Warming 1, 2010. Photographs of intervention in
the public space of Carol Park in Bucharest. The Knot Festival, Bucharest,
October 2010 a/ Detail: Home Alone, 2010. Photograph b/ Detail: Strawberry
Heads Forever, 2010. Photograph



1994

Neo-Golgotha (1993-1994); installation of three giant men’s business
suits mounted on the wall in the form of a triple crucifixion — a commentary on the
new “faith” in capital and business; now at the Contemporary Art Museum of the
city of Kumamoto, Japan;

10 Beach Instructions (1994); one of the first site-specific installations, in
Arkutino, Bulgaria, on the path to the beach and the sea;

The Fountain of Europe (1994-1995) — installation for my exhibition at
CCS in Bard College, New York, USA, subsequently exhibited at the 1st Biennial in
Gwangju, South Korea, as well as in Sofia;

1995

Astrologic (1995); 13 works on paper, watercolor, ink and collage — some-
thing like an astrological “mapping” and analysis of “the stars” of the Bulgarian art
scene at the time;

Homage to... (1995); installation of photographs, text and objects; in hon-
or of various twentieth-century artists who are important to me, such as Malevich,
Duchamp, and Giacometti;

Up and Down, Back and Forth (1995); installation based on digitally ma-
nipulated film — Charlie Chaplin’s The Great Dictator; including various books and
drawings; a “reflection” upon dictatorship;

Chairs and Symbols. A Project for Peaceful Co-identification (1995-2001);
originally projected as an installation for Manifesta 1 (1996, Rotterdam), it was
never exhibited as an actual installation; this work is known as a series of 11 digi-
tal prints based on photographs of groups of chairs arranged in different forms
to resemble conference rooms and meant for people of very different ideological
persuasions...;

Universal Campsite (1995); installation at the old Turkish Bathhouse in
Plovdiv for the first ever show in this exhibition space which now has a 20-year-long
history...;

And, of course, a work which cost lara Boubnova and me a lot of effort
and nerves (...this is meant for those who say we work very little for the others...)
— the Bulgarian translation of the very popular and competent, the first of its kind for
Bulgaria, the lllustrated Dictionary of Art Terms (UntocTpoBaH peYHMK Ha TEPMUHK
Ha M3KycTBOTO, n3a. MNMetbp bepoH, Codua 1996) by Edward Lucie-Smith, which
included some of the latest contemporary art practices at the time (published by
the Petar Beron Publishing House, Sofia, 1996; based on Edward Lucie-Smith,
Dictionary of Art Terms, Thames and Hudson, London, 1984);
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1996

The Gospel. Cover Version (1996); installation, video, digital print, bronze
sculpture; one of my last works in this direction, and my first digital print in this
“black-and-white” manner;

17 Instants from Spring — Change office (1996 ) — this is the “currency
exchange office” from the exhibition at the National Palace of Culture, Sofia, in the
spring of 1996; installation; works on paper, self-portrait with exchange rates; and
so on — in those days of rampant crime by the so-called “wrestlers” (ex-athletes
from before 1989, usually wrestlers, and now - thugs hired by private security com-
panies, which also ran exchange offices, racketeering, extortion, and other criminal
rings) this was a purely political work...:);

17 Instants from Spring — Insurance office (1996) — a sequel to the previ-
ous work, with a much more focused message about the “wrestlers”; installation
at the Sofia City Art Gallery from the annual exhibition of the Soros Center for the
Arts in Sofia;

Gazebo (1996); site-specific installation in Austria, with which | will end
this list because this piece marked the beginning of a brand new stage in my career
and work — much more interactive and open to the viewer.

You are also one of the most active curators, theorists and ideo-
logues of the time. How do those activities fit into your work as an artist?

In the most natural way — the list after your previous question shows it...
If | want to say/articulate/show something but cannot do it in one language, | sim-
ply do it in the other... Everything is interlinked and the links between my different
works become ever more evident over time — links | never even suspected existed.
For example, the 1990 exhibition End of Quotation now seems to me to be much
more fundamentally linked than | thought at the time, to montage and photomon-
tage as an ideology and procedure of image-making — the most important thing
related to my work.

Of course, the context also plays a role — if somebody invites me to write a
text, it is difficult (but not impossible...:) for me to curate an exhibition for them. | of-
ten get invited as an artist and am then asked for help as a curator — from inventing
the names of exhibitions to writing texts for catalogues and installing exhibitions.
Or the other way round... In such cases it is much more important to me what | am
doing and with whom... A good example of that is the collective work in preparing
exhibitions at the Institute of Contemporary Art — Sofia, as you well know.
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You have lots of works devoted to faith. How has your faith changed
over time?

It depends on what you see as “faith” in my works, and even more, as
“faith” in me... Those are two different things. My “faith-related”works reflect upon
the human condition, the human capacity to believe in something, and on the con-
ditions on which faith is possible in the first place. Back then, in the early 1990s,
curators like Vasif Kortun, for example (now at SALT, Istanbul; at the time when we
were doing the The Fountain of Europe exhibition together in the USA in 1994 and
when he wrote these words he was director of the CCS-Museum at Bard College,
Annandale-on-Hudson, NY, USA), wrote that | was concerned with “investigation
and critique” of belief systems — from religion to politics, economy, astrology, and
so on. | don’t consider myself to be a big believer, and | can tell you for sure that
even if | was | wouldn’t admit it in public.... To me, faith is always something per-
sonal and intimate, it is more of an inner state which does not have a lot to do with
the institutions of faith — that is why I believe in the power of art without harboring
any illusions about its institutions; institutions which | criticize with pleasure in my
own way — curatorship, the market, be it symbolic or monetary, the museum and
the aura of the “self-evident” work, the structures of political correctness in artistic
discourse, and other issues.

But perhaps you have in mind my works related to the Christian religion
and its institutions? In them | am perhaps a little like a “heretic” (say, of the Bogomil
sect from the Middle Ages). It all started at a concrete moment and place of creation
— Bulgaria between 1989 and 1999 and the “absurd vacuum of values” at the time
or, for that matter, even today... (I don’t think | have produced any programmatically
new work on the subject since 1999.) After that my works and ideas were gradually
exhibited and spread across the world in the form of exhibitions as well as of prop-
erty of collections — of private and museum collections alike. | have some works at
my place in Sofia, and | have lost trace of others in private collections unknown to
me, after working with galleries in the past. For example, the famous and much-
exhibited installation of three giant men’s business suits mounted on the wall in the
form of a triple crucifixion, called Neo-Golgotha (1994), is owned from 2007 by the
Contemporary Art Museum of Kumamoto, City of Kumamoto, Japan, where it is
shown alongside works of Marina Abramovic, Yayoi Kusama, Yinka Shonibare, and
James Turrell, to name a few.

Has your belief in the power of art and in its capacities to change society
changed? | am asking you this question with the hope that you will include in your
answer a commentary on the latest memorable political events in Bulgaria — the
anti-government protests in 2013 — as well as on the role of intellectuals in them.
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Jbuesap Bosgxnes. MaB3onen. Hoctanrusa no tanoto Ha Jlescku, 1990.
MuHu-nHCcTanauus, site-specific; Bbnum kanaH, YneHckaTa KHkKa Ha aBTopa
B BKI1, cHumku 1 chakcummne Ha TedpTepyeTo Ha JleBcku, cHyneHo CTbKNo
Ha BUTPUWHA, pycka nrpayka—me4ka oT 4eTCTBOTO Ha aBTopa B CCCP B

Kpas Ha 1950-Te r., paanuyHu npegmeTun. Bapupawm pasmepu. N3noxoba:
,10x10x10”, KMX, HoBo kpuno Ha CY ,CB. KnumeHT Oxpuackn”, Cocus
(PeBpyapu 1990 r.) (OeTann)

Luchezar Boyadjiev. Mausoleum. Nostalgia for the body of Levski, 1990.
Site-specific mini-installation; wolf trap, the artist's membership card in the
Bulgarian Communist Party, photograph of the national hero Levski, facsimile
edition of the private notebook of Levski, broken glass and vitrine, Russian
plastic bear toy from the artist’s childhood in the USSR (late 1950ies), various
office devices. Dimensions variable.

Exhibition: “10/10/10 (cm)”, Club of the Young Artist, New Wing of the Sofia
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My belief in art hasn’t changed; perhaps it has become harder to believe
in people, considering that proof of what people can do to each other is accumulat-
ing at a tragic pace... Art cannot change the world directly; if this happens at all, it
happens slowly, over a long time, with varying degrees of success, and always in
combination with other factors and forces. Art can influence and change people —
slowly, but with long-lasting success. Art can create conditions for change because
art in general, and contemporary art in particular, is critical by definition, it sees the
world as already damaged; and looking at it somehow from the point of view of the
future, it suggests ideas about what's wrong and how to fix it.

Butin fact civic action is the only thing that changes society... Or dictators,
whom | won'’t discuss now. Intellectuals — or if you want, art in general — have more
chances of their civic voice being heard; not necessarily as creators but always as
citizens. It is precisely along these lines that | would think of the role of intellectuals
in the events of 2013. The problem is that no one listens to us, outside of a narrow
circle of responsible and thinking citizens. The degradation and lumpenization of
the political class in Bulgaria, in the first place, and only then of the local agents as
well as of part of the voters, have reached a point where it will take a long time and
lots of efforts to restore (if this is possible at all) trust in the political system of the
so-called representative democracy. In Bulgaria trust is lost easily and won slowly
and with difficulty. | must say that one of the most pleasant and satisfying things
| did at the end of 2013 was the cover and visual arrangement of photographs of
the protests in Bulgaria (I chose photographs taken only by intellectuals) for the
anthology of press articles on the protests from June to October 2013, edited by
Daniel Smilov and Lea Vaisova for the Iztok-Zapad Publishing House (#The Pro-
test. Analyses and Positions in the Bulgarian Press — Summer 2013, Sofia, 2013; in
Bulgarian). | have no illusions that something will change quickly, but | believe that
such publications and the positions in them are an expression of the civic position
of intellectuals, regardless of their political orientations.
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