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AppuaHa YepHuH paboTM NpearMHO C MOAMB
BbPXy XapTus, HO MOXEeM Aa CWU Sl NPEeACTaBUM
KaK MOAEAMpPaA CbC CKaAMeA yHUBEPCYMa B OMUT
Aa AOBAMXKM MUKPOKOCMOCa M MakpokocMoca. 3a
Hes OpHAMEHTLT e aTtoM, eAeMeHTapHa, HO rpa-
AVMBHa yactuua, KosaTo Ha 6a31CHO HUBO CbAbpPXa
OCHOBHa MHbOpMaUMs 3a cBeTa. CBbp3BaHETO Ha
pasAMyHUTE ,aTOMK“ B OMPEAENEH Pep, KakTo M
NPOTUBOMNOCTaBAHETO Ha TO3M PeA, B roAAMa CTe-
neH xapaktepuaunpa CamMoTO XMUBEEHe — OT Hal-
06MKHOBEHUSA A0 Ha-OUAOCODCKUSA MYy aCreKT.
TbpceHuAaTa Ha YepHWH ce pasnpocTupar U Ha
MWKPO, Y Ha MaKpPOHWBO. Ts M3CAEABA LLMPOK
nepuMeTbp, 3aTBOPEH MEXAY MAEUTE Ha reluant
NMCUXOAOTUATA, KOSITO BUXAQ CMUCBA B MPOU3BEX-
AQHETO Ha NOopPSAAbLK, U Ha yueH Kato fombpux, crno-
peA KOroTo MOpPSIAbKLT Ce Cb3paBa, camMo 3aLloTo
Bb3NPUATUATA UMAT HyXXAQ OT pamMKka, Ha KOSITO Aa
NPOTUBOMNOCTABAT OTKAOHEHUSITA OT HopMaTa.
AOKbAE MOXE Aa CTUrHE AeBMauMaTa OT PeAOB-
HOCTTa, Taka 4Ye UAAOTO Aa Ce 3anasu, HO Aa e
Apyro? ToBa Moxe 61 € OCHOBHUAT BbMPOC, KONTO
ce ouepTtaBa B pabotute Ha YUepHuH. U oule: Kak
MWHAAOTO OTpa3siBa HACTOSILLETO, MOXE AU eAHa
dopmMa Aa HOCKM HaTpynBaHWATA Ha PasAUYHU
ernoxu 1 eAHOBPEMEHHO C TOBa Aa € He3aBUCUMA,
KbA€E Ce BNUCBa BPeEMETO B 6e3KpalHOCTTa Ha op-

HaMEHTaAHUSA GPU3...

Adriana Czernin works mainly with pencil on
paper, but we can imagine her modelling the
universe with a scalpel in an attempt to bring the
microcosm and the macrocosm closer together.
For her, ornament is an atom, an elementary
but constituent particle which, at the most basic
level, contains essential information about the
world. The arrangement of the different “atoms”
in a particular order, as well as the opposition to
this order, largely characterises life itself, from its
most ordinary to its most philosophical aspect.
Czernin’s quests encompass both the micro- and
the macro-level. She investigates a wide perimeter
ranging from the ideas of Gestalt psychology,
which makes sense of the production of order,
to those of a scholar such as Ernst Gombrich,
according to whom order is only created because
perceptions need a framework against which to
identify deviations from the norm.

How far can deviation from the regularity go while
keeping the whole, yet making it different? This
is perhaps the main question posed in Czernin’s
works. They also examine how the past reflects
the present, whether a form can carry meanings
accumulated from different eras while at the
same time being independent and where time
fits into the infinity of the ornamental frieze.

In her works the artist usually starts from an



B pabotute cv aBTOpKata 0OMKHOBEHO TpbIrBa OT
peanHO CblLECTBYBall, MOTMB, BeYe AOCTaTb4yHO
HaToOBapeH CbC CUMBOAWMKA W UCTOPUA. TA 1o m3-
Baxaa OT obuuyailHaTta My cpeaa, KaTo ce onuTBa
Aa ro0 ,U3UYNCTU" OT BCEKUAHEBHOTO, PEAUTMO3HOTO
VAW MOAMTUYECKOTO My NpeaHa3HauveHue. Mpeuns-
HOTO pa3yuTaHe Ha MexaHu3Ma Ha GYHKLMOHWPa-
HEe Ha BCEKM eNeMEHT - rpaduka, UBST, AMHAMU-
Ka, MPOCTPaHCTBO, € MbPBOTO YCAOBME MO MbTH
KbM M3BEXAAHE Ha AAAEHWSA OPHAMEHT U3BbH Op-
6uTata Ha 3eMHOTO B OMUT A Ce MPO3pe OTTaThbkK,
KbM BUCUHWTE Ha yMcTaTa, COOAMMHA CTPYKTypa.
To3n aHanu3 e HeobXOAMM Ha XyAOXHMWuYKaTa, 3a
A@ MOXE OLIEAEAUAT Mpe3 CTOAETUATa BU3yaneH
3HakK Aa 6bAe ONUTOMEH M MOAYMHEH Ha BOAATA Ha
€AVH-eAMHCTBEH MHAMBWA. ToraBa 3aApbXKUTE OT-
naaart, rpaHuumMTe ctaBat NpeopoAMMU. OpHaMeH-
TUTE, KOMTO KaTo B KarncyAa Ha BPEMETO NPeHacHT
MCTOPUUYECKMS ONUT, MPOU3BEXAAT HOBU 06pasu v
HOBM NOCA@HWA. PECNEKTET KbM MUHAAOTO He npe-
yM Ha aMbuuMKUTE Ha HacTosLLETO. YTonuaTa Bce
OLLLEe € Bb3MOXHa.

HesaBuCUMO OT CcBOATA KAAEMAOCKONUYHA YNUCTO-
Ta, pabotute Ha AapraHa YepHUH roBOpPSAT MHOIO
3a AHELWHUA AeH. Te ro OnpeAensiT, M3MOA3BaNKK
MWHaAUS ONKT. M TOM Npo3unpa npes nNAbTTa U Ha
Han-AeKopaTMBHaTa Ha NPbB MOrAEA KOMMO3ULKS.
Bcekn 1360p e oT pellaBawo 3HadyeHue. U He
CaMo KaKTo KoraTo B NO-NpeAULLIHK paboTh aBTop-
KaTa M3MoA3Ba TPbHW, 3MUK, BbXeTa U BopAMBa
TeA, KOUTO AMPEKTHO NpenpaLlaTt KbM TpaBMaTuy-
HU CbOWTMSA, HO M KOraTo MpPeAnoYMTa NPUBUAHO
HeyTpaAHW eneMeHTU. Ha npakTuka TakmMBa HAMa.
Bcekn MOTMB CbabpXa MAACTOBE OT MPEnpaTtKy,
KOMTO Ce YMHOXaBaT OT peakuuuTe 1 3HaHWETO Ha
3pUTeAuTe.

AppviaHa YepHUH He ce cTpaxyBa OT abcoAtota
Ha KpacoTtaTta. M3noA3Ba A 1 noctura XMnHOTUYHO
Bb3aencTBure. LiBeToBeTe, dopmuTe, AMHAMKUKATa
npeArM3BUKBAT, HO U U3MPo6BaT CNOCOOBHOCTTA HU

existing motif that is already laden with symbolic
meaning and history. She takes it out of its usual
context, trying to clear it of its everyday religious
or political purpose. Precisely deciphering the
mechanism by which each element functions
- form, line, colour, dynamics, space - is the
first condition for removing the given ornament
from the orbit of the earthly in an attempt to
gain insight beyond, into the heights of the pure,
sublime structure.

The artist needs this analysis to tame and
subordinate the visual sign, which has survived
over the centuries, to the will of a single individual.
All constraints then disappear, all boundaries
become surmountable. Ornaments, which carry
historical experience as in a time capsule,
produce new images and new messages. Respect
for the past does not impede the ambitions of the
present. Utopia is still possible.

Regardless of their kaleidoscopic purity, Adriana
Czernin’s works speak a great deal about the
present day. They define it using past experience.
The latter shows through the flesh even of the
most decorative composition at first glance. Every
choice is of crucial importance, not only when
the artist uses thorns, snakes, ropes and barbed
wire that refer directly to traumatic events, as
in her earlier works, but also when she prefers
seemingly neutral elements. In practice, there
are no neutral elements. Every motif contains
layers of references that are multiplied by the
viewers’ reactions and knowledge.

Adriana Czernin is not afraid of absolute beauty.
She uses it and achieves a hypnotic effect. The
colours, forms and dynamics provoke, but also
test our capacity to look beyond the surface. The
mathematical accuracy and precision of her work
do notdiminish the power of the imagination. They
work at different levels: aesthetic, metaphorical
and semiotic. The viewer must decipher the



Aa NOrAeAHEM OTBbA NMOBbPXHOCTTA. MatemaTtuue-
CcKaTa TOYHOCT U NPEUM3HOCTTa Ha U3MbAHEHMETO
He HamaAABaT cuAaTa Ha BbobpaxeHueTo. To pa-
60TV Ha pa3AMYHM HMBA: ecTeTUYECKO, MeTado-
PUYHO, CEMMOTUYHO. 3pUTEAAT TpsibBa Aa pasue-
Te 3HauuTe, Aa MPOBUAM AOTMKATa Ha BPb3KUTE,
a CAep ToBa Aa YCTAHOBW ,HapylleHWUsiTa® U Aa
NPOCAEAU KaK Te ce pa3BMBaAT U U3BbH MOAETO Ha
KapTuHarTa.

Pabotute Ha YepHUH ca abcTpakumu, U3TPbrHaA-
TW OT NMOAETO Ha peaAHoCTTa. Bcaka eaHa oOT TAX
obaye paskasBa UCTOPWU UAM HU MOATUKBA Ad CU
Cb3paAeEM CBOU. PedepeHummTe KbM CAYyUYBaLLIOTO
ce AHecC ca Hanvue. AonaBame npenpaTkuTe ¢ oT-
AOXEHUA B KAETKUTE HU UCTOPUYECKU U BU3YaAEH
onuT. MNpeanLHUTE paskasu ce HacAareat BbpXy
AHELWHOTo Bpeme. Bpemeto ce cavBa B epHO, TO
€ CblLOTO. KpbIbT HA KAaAEMAOCKOMa € 3aTBOPEH U
rAeAaHETO MOXE Aa 3amnouHe.

Mapusa BacuneBa

signs, discover the logic of the connections and
then identify the “deviations” and trace how they
are developed beyond the pictorial field.
Czernin’s works are abstractions taken from the
field of reality. But each of them tells stories or
prompts us to invent our own. The references to
what is happening today are there for us to grasp
through the historical and visual experience
accumulated in our cells. Stories from the pastare
superimposed on the present. Time merges into
one, it is the same. The circle of the kaleidoscope
closes and viewing can begin.

Maria Vassileva






bes Ha3BaHue, 2016, akpuA, UBETEH MOAMB, MOAUB BbpXy xapTtus, 100 x 120 cm
Untitled, 2016, acrylic, coloured pencil, pencil on paper, 100 x 120 cm






bBes Ha3BaHue, 2016, akBapen, LBETEH MOAUB, MOAMB BbpXy XapTus, Bcska 22 X 16 cm
Untitled, 2016, watercolour, coloured pencil, pencil on paper, each 22 x 16 cm
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bes Ha3BaHue, 2016, akpuA, LUBETEH MOAUB, MOAMB BbpXy xapTtus, 140 x 220 cm
Untitled, 2016, acrylic, coloured pencil, pencil on paper, 140 x 220 cm









BuHaru Mu e 6MAO UHTEPECHO...
Pasrosop mexay Mapusa BacvuaeBa
1 Appnana YepHuH

Mapusa BacuneBa: Buasix 1Bov pabotv 3a NbpBU
mbT npe3 2003, korato Nokasa HeroAaMa M3nox6a
B Codus no nokaHa Ha ATA LEeHTbP 3a CbBPEMEH-
HO M3KYCTBO. AaAu 3apaan MOUTE AUYMHU UHTEPECHU
W HaCTpPOEeHWA No ToBa BPeME, HO PasyeTox PUCYH-
KWUTE M BMAEATa T KaTo OnpeAeneHO GEeMUHUCTKM.
CtpyBalle MU ce, Ye XeHckuTe obpasu, Nnoutu
cAenn ce ¢ dAopanHuTe GOHOBE, ce NPOTUBOMOC-
TaBAT Ha MpUpoAaTa B ONWUT AQ U3ABAT cebe Cu.
ToBa noHfAKOra AOBeXAa AO arpecus u camopas-
roABaHe — KaKkTo BbB BUAEOTO ,)KbATypue®, 2001,
B KOETO repouHsTa - B CAyYyasd camarta TW, Tbnue
N 13TpebBa AOKpal UBETATa Ha epHa MOASHKA.
MAnM po cBoeobpasHo camobuuyBaHe, Kakto BbB
BMAEOTO ,3anantane”, 2000, B KOETO NoKpuBalLl
1 OTKpMBALL rAaBaTa Cu C Kbpna ¢ eApy GAopanHu
MOTUBM C OTPMBUCTM U MOYTU THEBHMU, HapaHsBa-
LM ABWXEHMA. KbpnaTta, LUBeTATa — ToBa ca Bce
Hellla, KOUTO CBbp3BaMe C PEeAUTMO3HU UAU KAW-
LUMpaHW NpeacTaBu 3a XeHata. B npoussepeHu-
ATa, KOMTO MPaBuLLl HAMOCAEABK, CE€ 3aHMMaBall
M3UANO C OpHaMeHTa, U TO TO3U, KOWUTO MABa OT
U3TOYHUTE KyATYpU. DOKycHpall ce NO-KOHKPETHO
BbpXy MalLpabua - OpPHAMEHT, KOMTO Ce WM3MOA3-
Ba rNaBHO B apabckata apxuTekTypa. lloctaBs
ce Ha nposopuuTe 3a yeauHeHue. T.e. NpMcbCcTBa
MOMEHTBT Ha CKpUBaHE OT OKOAHWS CBSAT. BbobLue
OT eBponeincKa reaHa ToUka xeHata MMa cneup-
®UYHO MACTO B U3TOYHUTE TPaAULMK. Hamupall An
NpOTMBOPEUNE B TOBA TBOE Pa3BUTUE — OT HAKAKbB
™N ,,caMonpu3HaHKe” npes TAAOTO M npupoaaTta
O pelleTkata Ha opHameHTa?
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It Has Always Been Interesting to Me...
Maria Vassileva in conversation
with Adriana Czernin

Maria Vassileva: | saw your work for the first time
back in 2003, when you staged an exhibition
in Sofia at the invitation of the ATA Centre for
Contemporary Art. It might have been because
of my personal interests and mindset at the
time, but | interpreted your drawings and videos
as definitely feminist. It seemed to me that the
female figures, which almost blend into the
floral backgrounds, were defying nature in an
attempt to express themselves. This may lead
to aggression and self-exposure, as in the video
“Dandelion”, 2001, in which the woman - you
yourself - tramples and crushes the flowers in a
meadow. Or to a sort of self-flagellation, as in the
video “Entanglement”, 2000, in which you cover
your head with a flowered headscarf and then
pull it off with sharp, almost furious, self-injuring
movements. Both the headscarf and flowers are
things we associate with religious or stereotyped
notions of women. In your recent works, you've
focused entirely on ornament and, moreover,
on that of Eastern cultures. You are particularly
interested in mashrabiya - an ornamental screen
used mainly in Arabic architecture. It is used as
a window covering and is designed to shield the
domestic space from the public gaze. In other
words, it implies hiding from the world around. In
general, from a European point of view women
have a specific place in Oriental traditions. Do you
find any contradiction in this development in your
work - from a kind of “confession” through the
body and nature to the grid of the ornament?



pLean

3anautane, 2000, Buaeo, 1:28 muH. / Entanglement, 2000, video, 1:28 min

AapuaHa YepHuUH: UHTepecHO e, Ye 3anoyBall
¢ demuHusma. Korato npaBux U NnokasBax Tesu
paboTn, A0 HAKaKBA CTEMEH Ce CbMPOTUBASIBAX Ha
dbemMUHUCTKaTa MHTepnpeTauus, cTpyBalle MU ce
orpaHvyaBalla v nAocka. A u BpemeTo belle Ta-
KOBa, KaTo Ce Kaxe peMuHMU3bM, KaTo Ye AU BCUY-
KO € SICHO (MAM MOHE a3 Taka CbM ro pasbupana).
Korato raepam cb3papeHoto npe3 2000-2006 r.,
CbM M3HEHapaHa Kak Ta3u TemMa M3AM3a Ha npe-
AEH MA@H, KOAKO CUAHO € NPUCHCTBUETO M.

Temarta CbC 3aKPUBAHETO, MOKPUBAHETO UAU CKPU-
BaHETO OT OKOAHMA CBAT HAUCTMHA S MMa OLLLE BbB
BMAEOTO C KbpraTa. [MapapokchT Tam e, Ye a3 ca-
MaTa cv 51 Bpb3BaM CbBCEM AOOPOBOAHO OKOAO
rnaBata U AULETO, MOKPUBaM Ce U3LSANO, 3a Ad 3a-
nMoyYHa CAeA TOBa Aa ce 0CBOOOXAaBaM C HAacCUAME
OT Hesl, KaTo AbpriaM HaBCSAKbAE APYraae, HO HE U
no Bb3AUTE.

PucyHkute C XeHata v uBeTaTa ce onuTear rno no-
CMOKOEH (B CpaBHeHWe C ,XbATypue®), HO Mnpo-
TMBOpEUMB BbTpe B cebe CUM HauWMH A HamepsT
MSICTOTO Ha XeHckata ¢urypa B NpoCTpaHCTBOTO,
KaTo KAMLLETO C LIBETATa BOAM AO 3aAyllaBaHe U
0onacHOCT durypata Aa n3vesHe oT NOBbPXHOCTTA.
MpU PUCYHKKTE C PELLIETKM (MalLpabusi) U XeHCckKa
odurypa ot 2005-2006 T. TANOTO Ce € BKOMYMAO B
pelweTbyHaTa 6Ay3a, HO HE € CbBCEM SICHO AAAU
MCKa Aa ce 0CBOOOAM OT HESl MAM Aa Ce MPUKpUe
olLle nMoBevYe.

B “Woman, Investigation of the Inside”, 2010,
durypata e B BHO NPOTUBOPEUUE C PELLETBYHUSA
OPHaMEHT OKOAO Hesl.

Adriana Czernin: It is interesting that you
begin with feminism. When | was making and
showing these works, | resisted their feminist
interpretation to some extent because it seemed
limiting and trite to me. And then, in those days
defining a work as “feminist” was supposed to
make everything clear (or at least that’'s how I
understood it). Looking at my works from 2000-
2006 today, I'm surprised to see how this theme
takes centre-stage and how strong its presence
is.

The theme of concealing, covering or hiding from
the outside world indeed already occurs in the
video with the headscarf. The paradox there is
that I'm tying it around my head and face entirely
of my own free will. | cover myself completely, only
to start freeing myself violently from it, pulling
and tugging the fabric but not the knots.

The idea in the drawings with a woman and flowers
is to try to find the place of the female figure in
space in a calmer (as compared to “Dandelion”)
but internally contradictory way, where the
flowers cliché suffocates and threatens to make
the figure disappear from the surface.

In the drawings with the grids (mashrabiya) and
a female figure from 2005-2006, the woman
clutches the grid-like blouse, but it isn’t entirely
clear whether she wants to free herself from it or
to cover herself even more.

In “Woman, Investigation of the Inside”, 2010,
the woman is in obvious conflict with the grid
ornament around her.
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TemaTta CbC CKPUBAHETO € akTyaAHa He camo OT
rAeAHa TOUYKa Ha XeHaTa, KOSiTo 6MBa CKpuBaHa
WUAW CaMa Ce KpUe OT UYyXKAW MOTAEAW, HO MU Cce
CTpyBa, Ye TOBa € U epHa OT BaxXHUTe TEMWU Ha
M306pa3nUTEAHOTO M3KYCTBO. A3 KaTO XYAOXHWUKa
pellaBaM KakBO Aa 6bae BMAMMO M KakBO He,
AAAW AA CKPWS HELLO U AOKOAKO. ToBa € B OCHO-
BaTa Ha MeToAQ, KOWTO MpuAaram B MOCAEAHUTE
cu pucyHkn ot 2014 r. pocera. B 1ax M3non3Bam
WUCASIMCKM OPHAMEHT, HO He B POASiTa My Ha Mall-
pabus, a U3XOXAANKK OT EAMH BapUaHT C MAOUKH,
KOWTO MOKpMWBAT LAAaTa NMOBBbPXHOCT (CTEHa, MOA
WAM CTPAHWTE Ha MMHOAp, KOWTO Urpae poadTa Ha
aMBOH B AXamunaTa). B 1e3n pucyHKu HAma oury-
pa, KOSITO Aa € B KOHOAUKT C OpHaMeHTa, HO a3
BBMNPEKU TOBA HE ro TPETUPAM MNO3UTUBUCTUYHO.
KOHCTpyKUMSATa, 3aAerHana B OCHOBaTa Ha TO31 BUA
OpPHaMEHTH, € MHOro CTabuAHa M KOMMAEKCHa. Op-
HaMEHTLT € aBCOAOTHO CTaTUUEH, BCUUKKM EAEMEH-
TV Ca CBbP3aHW €AUH C APYr U BCEKW € 3aBUCUM OT
BCUYKK ocTaHaAn. OCHOBHaTa popma, KOATO onpe-
AEASt U KOHCTPYKUMSITA, Ce NOBTapsa BbB BPb3KWUTE
MEXAY OTAEAHUTE MOTUBU. OpHaMEHTLT € u3rpa-
AEH Ha MpUHUMNA Ha CUMETpUATa U e Be3KpaeH.
OpHaMeHTLT B U3BECTHA CTEMNeEH e ToTaAUTapeH.

B 1e3n pabotn a3 ro AeKoHcTpyMpam 6e3 pa pas-
pylwlaBam KOHCTpyKuuata mMy. OctaBsM yactu, Ko-
UTO He ce BMXAAT, n3bupam AMHUK, obpasyBalum
HOBM dopmu. 10 TO3N HaUMH OpHaMEHTLT CTaBa
AVHaMMWYeEH, acCMMETPUYEH, Herosata cTabMAHOCT
€ HapylweHa. M3BbpliBaM €AWH BUA MOAPUBHA
AEVHOCT.

B nocaeaHuTe MU TbpceHMA CTaBa BbMPOC U 3a
cuctemata, buna TS PeAMrMo3Ha WMAW MOAUTHYEC-
Ka. Ml 3a poAnTe, KOUTO OpHaMeEHTUTE Urpant. 3a-
LLOTO BbMpeKM GaHTaCTMYHOTO, 3alleMeTAaBalLo
Bb3AENCTBME, KOETO MOraT Aa MMaT, 3a MeH Te ca
1 6E€3KOMMNPOMUCHA KOHCTPYKLMSA, KOATO HE Tbpnu
HUKAKBWU OTKAOHEHWS, KaKTO pPeAurnute B Hau-

CTpOrua C BapuaHT UAU KOATO U Aa € AUKTaTypa.
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I'm interested in the theme of hiding not just from
the point of view of the woman who is hidden or
hides herself from the gaze of others; it seems to
me that this is also one of the important themes
of visual art. As an artist, it is | who decide what to
make visible and what to keep invisible, whether
to hide something and to what extent. This lies
at the core of the method I've been applying in
my latest drawings from 2014 to the present. In
them | use Islamic ornament, not in its role as
mashrabiya but based on a variant with tiles that
cover the entire surface (wall, floor, or the sides
of a minbar - the pulpit in a mosque). Although in
these drawings there is no figure in conflict with
the ornament, | don’t treat it in a positivist way.
The basic construction of this kind of ornaments
is very stable and complex. The ornament is
absolutely static, all elements are interconnected
and each element depends on all the others.
The main form, which also determines the
construction, is repeated in the connections
between the separate motifs. The ornament is
constructed on the principle of symmetry and it
is endless. The ornament is totalitarian to some
extent.

In these works | deconstruct it without destroying
its construction. | leave parts of it invisible and
choose lines to create new forms. In this way the
ornament becomes dynamic and asymmetrical,
disrupting its stability. What | do is a kind of
subversion.

In my latest works I'm also concerned with the
system, be it religious or political. And with the
roles played by ornaments. That's because
despite the fantastic, mesmerising effect
ornaments can have, to my mind they are also an
uncompromising structure that doesn’t tolerate
any deviation - just as religions in their strictest
form, or any dictatorship.
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bes Ha3BaHue, 2006, uBeTEH MOAVUB, MOAMB BbpXy Xaptus, 73 x 51 cm
Untitled, 2006, coloured pencil, pencil on paper, 73 x 51 cm



MuH6ap U6H TyayH, 2014 - 2017 petaia

PucyHKku Bbpxy xapTus, potorpadumn, Macu; Bapupallm pasmepu
Minbar Ibn Tulun, 2014 - 2017 detail
drawings on paper, photographs, tables; various sizes
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M. B.: OnutBam ce pa pasbepa kKak cturail A0
TOBa OTAAAEHO, AOPY 06CECUBHO OTHOLLEHWE KbM
OpHaMeHTa, KbAe Ca KOPEHUTE Ha TOBa yBAEUEHUE.
3HaMm, ye npupoaaTa Te BbAHyBa — U KaTo 06eKT B
pabotuTe T, U KaTo AMYHO, YOBELLKO NMPexXmBsBa-
He. B paHHUTE TM BUAEA U PUCYHKM TS MPUCHCTBA
AMPEKTHO U OTYETAMBO. Kak NpupoAHUTE ereMEH-
TN Ce NPEBPLLLAT B AEKOPATUBHA KOHCTPYKUMS, B
CUMBOAMYEH e31K? Kora ce odopmu mpesTa 3a
opHameHTa? Kora camarta pAyma ,0pHaMeHT ce
NosiBU B Cb3HAHWETO TU?

A. Y.: Mucas, Yye MHTEPECLT MU KbM OpPHAMEHTa
HAMA HAKAKBU KOPEHM, HAKAKBO MpexuBsBaHe,
KOETO Aa ro € MPeAU3BMKaNO, MO-CKOPO ce € pas-
BMBaAA AbAIO BPEME U MOA Pa3AUUYHU BAUSHUA.
3anoyBa BEPOATHO OT MAEAAHETO M YETEHETO Ha
AETCKU KHUMMU, 0pOpMeEHU OT Hukonar PainHOB M
AAeKkcaHAbp BOXMHOB, NMpemMuHaBa MNpe3 epHa
CTapa KHUWXKa C PenpoAykUuMK Ha MBaH MunaeB B
BbArapusa, MHOMO NO-KbCHO - Yuaam Mopuc, Arts
and Crafts 1 T.H.

Ho sIBHO O0TA@BHa CbM MMaAa BAEYEHWE KbM Op-
HameHTaAHoTO. CNoOMHAM CU HEAOBOACTBOTO Ha
YUUTEAUTE MU B XYAOXECTBEHATa rMmHasus B Co-
odus. Mpes BakaHUuMsITa 65X HanNpaBUA@ HAKOAKO
HaTtopMopTa B ronaMm ¢opmat, B KOWUTO MMmalle
npeAMeTH, MaAKu, KOAKOTO Aa ca TaMm, a roramara
4acT OT KapTMHaTa ce CbCToelle B EAUHUS CAyYa
OT MOKPMBKA C MULLLHW OPHAMEHTH, a B APYyrust oT
€AHO MEPCUMCKO KuAMMue. N B ABaTa BapuaHTa
ToBa, kKoeTo 61 TpsA6Bano aAa e GoH, belue U3pucy-
BaHO C BCUYKM AETaVAM WM CTaBalle OCHOBHaTa M
HaW-BaxkHa YacT Ha kapTuHaTa. U pocera He 3Ham
KaKBO MM Mnpeyelle ToBa Ha yuuteamte. EaHa mosi
aBCTpUICKa NPUATEAKA NPEAMOAOXM, Ye MOXe 6U
Te3u NOKPUMBKMU U KMAMMM Ca UMaAW HeLLO 3anaa-
HO, AEKAAEHTCKO, HELLO CBbP3aHO C PasKoLl, Aa-
A€Y OT XMBOTa Ha npoAeTapmata. Mucas, ye 1asu
WMHTEpNpeTaums e MaAKo NpeKaneHa, HO f HaMu-

pam 3a 3abaBHa.

M. V.: I'm trying to understand how you’ve come
to this preoccupation - obsession even - with
ornament; what the roots of your fascination with
ornament are. | know that you are passionate
about nature, both as a subject in your works
and as a personal, human experience. In your
early videos and drawings nature is directly and
distinctly present. How did the natural elements
turn into a decorative structure, into a symbolic
language? When did the idea of ornament take
shape in your mind? When did the very word
“ornament” cross your mind?

A. C.: | think that my interest in ornament
doesn’'t have any particular roots or any
particular experience that awakened it; rather,
it developed over time and under different
influences. It probably began from viewing and
reading children’s books illustrated by Nikolai
Rainov and Alexander Bozhinov. It passed
through an old book with reproductions of
paintings by lvan Milev in Bulgaria and much
later drew on William Morris, the Arts and Crafts
movement and so on.

But in hindsight, it is obvious that my attraction
to the ornamental goes back a long way. |
remember the displeasure of my teachers at
the High School of Fine Arts in Sofia. During
the holidays | had painted two large-format
still-lifes in which there were small, perfunctory
objects, while most of one painting consisted of
a tablecloth with rich ornaments and the other
of a Persian carpet. In both variants what was
supposed to be the background was depicted in
elaborate detail and became the main and most
important part of the painting. | still don’t know
why this upset my teachers so much. An Austrian
friend of mine suggested that there may have
been something Western, decadent about those
tablecloths and carpets, something associated
with luxury that had nothing to do with the life of
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He cbm curypHa, 4ye umam cneunmanHo OTHOLLIEHWE
KbM MpUpoOAaTa Kato TakaBa. B HauanoTO M3NOA3-
Bax uBeTa. CAep epHa NMPOAbAXMTEAHA dasa Mo
BPEME Ha CAEABAHETO MU, MOBAUSAHA NPEeAU BCUY-
KO OT WM3KYCTBOTO Ha MWHMMaAuM3Ma - W Aocera
€AHa OT Hal-BaXHUTE 3a MeH TpaAuLMK, U3NUTBaX
HeoBX0AMMOCT Aa NPaBA HELLO APYro, HELLO CBbpP-
3aHO ¢ HBaHaAHOTO, HeLLo, KOeTo 6K NPOBOKMPANO
camata MeH. Mmax cbrpka OT MOCTpK 3a Tanetu
M AAMacCku M 3anoyHax Aa U3NOoA3BaM GAOPaAHU-
TE€ UM eAEMEHTU; NMPaBuX NPEAN BCUUKO KOAAXMU.
Hsikon oT Te3n Tanetn 6axa No-U3NCKaHU U AOPU
U3ALLHK, APYTM HOCexa Hello ecHadcko, rpybo m
oT6ABCKBALLO B cebe cu. M BCcUUkKM Te Baxa Cb3-
AAAEHU, 3a Aa AeKOopupar KbluuTe Ha xopata, Aa
NOKPUAT NpasHUTE CTEHM M AQ W ,pasKpacaTt”.
KaTo ue Av TOBa LLle MOMOrHe Ha HSIKOW Aa M3bsra
OT npasHoTata... Ml 3a Aa CTaHe KAULIETO MbAHO, 1
cbbpax ¢ xeHckaTa ¢urypa. TbpCeHeTo Ha rpaHu-
umTE MEXAY NOHOCMMOTO M KMYa belle Hewo HOBO
1 AHOBOMUTHO 33 MEH.

3anoyHax pa cbbupam Bce NoBeye Matepuan, Aa
KyrnyBam BCE MOBEYE KHUTU C NMPUMEPU Ha OpHa-
MEHTU, Te3N KHUTU CTaBaxa Bce no-pebenn u Bce
No-KOMMNAeKCHW. pe3 BTopata noAoBMHaA Ha XIX
BEK MMa M3AAAEHM HSKOAKO EHLMKAOMEeAMM Ha
OpHaMeHTa OT BCUYKKU eroXu U OT USA CBAT, KOUTO
cera ca npeuspapeHn. Mpeancteanku rv, UBeTaTa
W Apyrute GAOPaAHW MOTMBM OTCTbNMXa MSCTO Ha
reoMeTpuyHu GOopMH OT UCASIMCKMSA CBSIT.

Ao 2014 r. nocTaBsx OpHAMEHTUTE B Pa3AUUHMU
POAM W B3aMMOOTHOLLEHUSA, B NMOBEYETO CAyYau
B KOHOAUKT C HAKakBa ¢urypa, 6MAO TS YoBelLIKa
VAW HAKAKBO OPraHWyHoO cbluecTBo. Mpe3 2014 r.
651x nokaHeHa ot MAK (My3esi 3a NPUAOXHO U3KY-
CTBO BbB BueHa) pa paboTs ¢ opUrMHanHUTE ene-
MEHTU Ha eAMH OpHaMeHT OoT Axamua ot Xl Bek
B Kalpo. ToBa belle camo dparmMeHT, OTAEAHU
NMAOYKHK, U TO HE BCUUYKUTE; AUTNCBALLE PELLETbYHA-
Ta KOHCTPYKLMSA, KOATO MM CbEAMHSIBA, AbPXU TU
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the proletariat. | think this interpretation is a bit
far-fetched, but | find it amusing.

I'm not sure | have a special attitude towards
nature as such. In the beginning | used flowers.
After a lengthy phase during my university studies
influenced above all by minimalism - one of the
most important traditions to me to this day - |
felt a need to do something different, something
related to the banal, something that would
provoke me. | had a collection of wallpaper and
fabric samples and | began to use their floral
elements; | made mostly collages. Some of those
wallpapers were more sophisticated and even
exquisite, while others had something vulgar,
coarse and repulsive about them. All of them
were designed to decorate people’s homes, to
cover the empty walls and to “beautify” them.
As if this would help anyone escape from the
emptiness. Living up to the cliché, | assembled
them into a female figure. The search for the
boundaries between the bearable and the kitschy
was something new and interesting to me.

| began to collect more and more material, to buy
more and more books with samples of ornament,
and these books became ever thicker and more
complex. There are several encyclopaedias of
ornament from all eras and from the whole world,
published in the second half of the nineteenth
century, which have now been republished.
Leafing through them, | switched from flowers
and other floral motifs to geometric forms from
the Islamic world.

Until 2014 | placed ornaments in different
roles and relationships, most often in conflict
with a figure of a human or of some organic
creature. In 2014 | was invited by MAK (the
Museum of Applied Arts in Vienna) to work with
the original elements of an ornament from a
thirteenth-century mosque in Cairo. They were
only a fragment of the ornament, consisting of



bes HasBaHue, 2004, uBeTeH MOAUB, MOAUB BbpXy xaptus, 45 x 62.5 cm
Untitled, 2004, coloured pencil, pencil on paper, 45 x 62.5 cm
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bes Ha3BaHue, 2003, uBeTEH MOAVUB, MOAMB BbpXy Xaptus, 157 x 230 cm
Untitled, 2003, coloured pencil, pencil on paper, 157 x 230 cm
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3aeAHO. Hanoxu ce pa HanpaBsa PEKOHCTPYKLUMSA Ha
LANOCTHATa CUCTEMa, KOETO Me MPUHYAM Aa pasyda
BCUYKM 3aBUCUMOCTU MEXAY OTAEAHWUTE EAEMEHTH,
uanata reometpus. Aotorasa ce 6sx 3aHWMaBa-
Aa C MOAOBHM OPHAMEHTH, HO 1 BsIX U3MOA3BAAa,
MaAKO UAM MoBeue v 6ax npeprcyBana.

M BbNpeku ye Beue 3Haex, Ye TOBa ca KOMMAEKC-
HW CMCTeMMU, TOBA, KOETO OTKpMX 3a cebe cu no
Bpeme Ha PEKOHCTPYKLIMATA, HAAXBbPAU BCUUKUTE
MU O4YaKBaHus, belle TOAKoBa GaHTaCTUUHO U Ha-
UcTMHa 6e3KpaiHo, Ye peLllrx Aa KOHLEHTpUPaMm
BHUMAaHWUETO CU BbPXY TO3U KOHKPETEH OPHAMEHT.
M pa, Bee olle cbm ob6cebeHa oT Hero, Ton Me Abp-
XMW 3APABO B CBOATA KOHCTPYKLIMA.

M. B.: He cnomeHaBall BUEHCKWUS CELLECUOH. Tu
3aBbpLUBaLl BUCLUETO CU XyAOXECTBEHO 06pa3o-
BaHWe BbB BueHa, xnBeell Tam Beue 27 ropvHMU.
KakBo e 61A0 OTHOLLEHMETO TW NPE3 FOAMHUTE KbM
TOBa TEYEHUE, B KOETO OPHAMEHTLT Urpae TakaBsa
chbllecTBeHa pons? U3cnepBana Av cu ro npode-
croHanHo? OT Apyra CTpaHa, BEAHbX Me 3aBepe
CrMeLnanHo Aa BUMAA M3BECTHaTa MOAEPHUCTUYHA
crpapa Ha Apond Nooc BbB BueHa, ¢ unsaTo apxu-
TEeKTypa TOM ce NPOTHBOMNOCTaBA Ha OPHAMEHTaAW-
3aumsaTa. [paxaaHuTe No OHOBa BpeMe A Hapuuat
,Crpapata 6e3 Bexau“ 3apaau AuncaTta Ha BbHLU-
Ha Aekopaums. Kak ce odopMsa TBOAT CTUA MEXAY
celecroHa U MOAEPHU3MA? KakBo Apyro TM € no-
BAMSNO? BUEHCKUAT akUMOHU3BbM? O KakBa CTe-
MeH cpeaaTa e ornpeaeAvAa TBOUTE M36opU?

A. Y.: BUEHCKUAT CELLECMOH UMa 3HaUYEeHME 3a MEH,
HO TO € NPOTMBOPEUMBO. Pa3BnTHETO My B obrac-
TTa Ha apxuTekTypaTta 1 AM3aiiHa, Hanpumep npu
Mosed XopmaH uam OTo BarHep, e otyacti peBo-
AOUMOHHO, 3aLL0TO HaMuUpaT HOBKU GOPMHK, Makap
AANEY He Taka paAvKanHW KakTo MOAEPHM3MBT Ha
Apond Nooc. LibpkBaTta Ha BarHep B ncuxuarpuy-
HaTa KAMHWKa Baumgartner Hohe po BueHa e He
CaMO eneraHTHa, CBETAA M NPOCTOPHA, HO 1 3aBAa-
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separate tiles and, what’s more, not all of them;
the grid structure that connects and holds them
together was missing. As | had to reconstruct the
entire system, | was compelled to investigate all
dependencies between the separate elements:
the entire geometry. Until then | had used such
ornaments in my work, but | had more or less
copied them.

Although | already knew that these were complex
systems, what | discovered for myself during
the reconstruction process exceeded all my
expectations. It was so fantastic and truly endless
that | decided to concentrate my attention on this
particular ornament. And yes, I'm still obsessed
with it, it holds me tight in its grip.

M. V.: | find it interesting that you don’t mention
the Viennese Art Nouveau. You completed
your higher art education in Vienna and have
been living there for twenty-seven years now.
What has your attitude been over the years
towards this movement in which ornament
plays such a significant role? Have you studied
it professionally? On the other hand, you once
took me to see the famous modernist building
in Vienna designed by Adolf Loos, with which he
rejected ornamentation. Because of the lack of
exterior decoration, the Viennese in those days
called it the “house without eyebrows”. How was
your style shaped between Viennese Art Nouveau
and Modernism? What else has influenced you?
Viennese Actionism? To what extent has the
environment shaped your choices?

A. C.: The Viennese Art Nouveau is significant for
me, but in a controversial way. Its development
in the field of architecture and design, for
example as represented by Josef Hoffmann or
Otto Wagner, was in part revolutionary because
they found new forms, even though these forms
were by no means as radical as in Adolf Loos’s



ASiBa C HeBeposiTHaTa KOMOMHaLMA Ha OPUEHTAAU-
3bM M HOBM GOpPMU M M3pa3HKU cpeacTBa. B Hesd
BWXAAM HeLLLo AOCTa eKCLEEHTPUUYHO. AW NpoeKTH-
Te 3a AM3alH Ha nNAaTtoBe Ha XodMaH, KOUTO Umat
CUAHWM abCTpaKTHM KauyecTBa, Makap 4e 3apaau
panopTa (AMHMATa, KOATO MPY MPOU3BOACTBOTO CE
noAyyaBa npu NOBTOPEHUETO Ha MOTMBA) Ta3u ab-
CTpaKUMA BOAM B KpariHa CMeTKa A0 OpHaMeHT. 3a
pasAmKa OT TAX, XXEHCKUTE XMBOMUCHU NOPTPETU C
OpHaMEHTU Ha KAMMT Cnopea MEH ca HamyApeHu
M 3axapocaHu U He U3AM3aT OT paMKWTe Ha epHa
NMOBbPXHOCTHA AeKopaTuMBHa uBonuc. [lensa-
XUTe My Hammpam 3a no-uHtepecHu. Mpu MUBaH
MuneB Hanpumep B M3MNOA3BAHETO HA OPHAMEHTH
MMa Helllo aBTEHTUYHO; EAEMEHTUTE KaTo Ye AU ca
OpraHUYyHO CBbP3aHWU U BCUUYKM 3aeAHO U3passBsar
CbAbpXaHKueTo. MNpu KAmmT ToBa MU ce cTpyBa 13-
KYCTBEHO.

LLlo ce oTHacsa A0 opHamMeHTa, HeroBaTta Kpu3a 3a-
noysa B cpepata Ha XIX BEK C MHAYCTpHMaAM3aum-
ATa. AOKaTo AoTOoraBa OpHaMEHTUTE Ce Cb3paBaTt
OT 3aHaATYMU U Ha pPbKa M BCEKU MPOAYKT HOCH
YMEHWETO, MpeAnoYmuTaHusdTa 1 MHAMBUAYAAHOCT-
Ta Ha TO3W, KOWTO O € HanpaBuA, C Pa3BUTUETO
Ha WMHAYCTpUATA M MacOBOTO MPOM3BOACTBO Op-
HaMeHTbT ce obesaMuaBa, cTaBa aHOHUMEH. W
AokaTto ABWMXeHUA kaTto Arts and Crafts B AHrauA
npes3 BTOpata noAoBuMHa Ha XIX Bek u Wiener
Werkstatte BbB BrveHa B HauanoTo Ha XX Bek ce
ONUTBAT Aa CNAcCAT 3aHasTUTe, KaTo pa3BMBAT HOB
AM3alH 1 HOBU GOPMU, HOBM OPHAMEHTH, OTrOBa-
psWKM Ha BpemMeTo, ApoAd NOOC, KOWTO € XUBSIA
B Uukaro, papMKanHO OTpMya BCAKAKBM TakuBa
OMUTU U U3UCKBA CbBbPLLUEHO HOB MOAXOA KbM WH-
AYCTPUAAHOTO MPOU3BOACTBO. B TO3M CMUCHA € U
eceto My ,OpHameHT 1 npecTtbnaeHne” ot 1908 r.,
B KOETO TOW MHOIF0 MOAEMUYHO, CbC CapkasbM U
npeyBeAryeHus, TUNMUYHK 32 BpemeTo, 3abpaHsBa
M3MNOA3BAHETO Ha OPHAMEHTU B apxuTekTypara 1 B
NPOAYKTUTE 3a eXepHeBHa ynotpeba ¢ aprymeHTa,

Modernism. Wagner’s church at the psychiatric
hospital Baumgartner Hohe on the outskirts
of Vienna is not just elegant, bright and
spacious; it is also fascinating with its incredible
combination of Orientalism and new forms and
means of expression. | see something quite
eccentric in it. Or Hoffmann’s fabric designs,
which have strong abstract qualities, although
this abstraction ultimately leads to ornament
because of the repetitive pattern (the pattern
formed by repetition of the motif when the
fabric is produced). Unlike them, Gustav Klimt's
female portraits with ornaments are, in my view,
pretty in the mawkish and superficial manner of
purely decorative painting. | find his landscapes
more interesting. In Ivan Milev's paintings, for
example, there is something authentic in the
use of ornaments; it is as though the elements
are organically bound and all together express
the content. In Klimt's paintings this seems
artificial to me.

The crisis of ornament began in the mid-
nineteenth century as a result of industrialisation.
Until then ornaments were created by craftsmen
and by hand and each product reflected the
skills, preferences and individuality of its maker,
but with the development of industry and mass
production, ornament became depersonalised
and anonymous. While movements such as Arts
and Crafts in Britain in the second half of the
nineteenth century and the Wiener Werkstéatte
in Vienna in the early twentieth century tried
to save crafts by developing new designs, new
forms and new ornaments consistent with the
times, Adolf Loos, who had lived in Chicago,
radically denounced all such attempts and
called for an entirely new approach to industrial
production. This is also the main point of his
1908 essay “Ornament and Crime”, in which he
bans the use of ornaments in architecture and
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ye Npu MHAYCTPMAAHOTO MPOM3BOACTBO Te ca ba-
HaAM3UPAHU U AULLEHU OT KaKBOTO U AQ € CbAbpP-
XaHue. B ToBa cBOe ece TOM U3PUYHO M3KAKOUBA
oT 3abpaHaTta obyllaps, KOWTO BAara usAata Cu
Aywia v AtoboB B 00yBKUTE, KOUTO NPaBU, 1 3@ HETO
OpPHAMEHTLT € M3pa3 Ha AMYHO OTHOLLEHWe, Taka
KaKTO W MPU CensiHKaTa, KosiTo Bpoampa yliutata
0T camaTa Hes NoKpuBKa. AOOC YecTo e 06BUHS-
BaH, Ye camMusT TOM BCe Nak M3NOA3Ba OPHAMEHTH
B apxuTeKkTypata cu. [pu Hero ToBa e CTpyKTypata
Ha MOBBPXHOCTTA Ha AbPBOTO B AAMMEPUUTE UAK
XUAKMTE Ha Mpamopa. Aa, Te3n NOBLPXHOCTU On-
pPEAENEHO UMAT OpHAMEHTAAEH XapaKTep, KOWTO
TOM HaMupa B NpUpoAATa M ako UHTEeprpeTrpam
npaBWAHO eceTo My, a3 pa3bupam HeroaTta 3a-
6paHa Ha OpHaMeHTa W KaTo OMNUT 3a CracsiBaHETO
My. M Taka mosiTa No3uuMs B Ta3n AMCKYCUSl € Ha-
MCTMHa MEXAY CeLecMoHa U MOAEPHU3MA, HO ako
TpsbBa Aa U3bUpam, LLIO ce OTHACHA A0 OPHAMEHTa,
CbM Ha cTpaHaTta Ha Apond Nooc. B pabotute cu ¢
XeHcka ourypa 1 GAOPaAHM OPHAMEHTU Ce OMUT-
Bax Aa Ce ABWXa Mo rpaHuuaTta Mexay Kpacorata
M 6aHaAHOTO, A@ TemaTu3uMpam KAMLIETO, KOETO
3apyluaBa.

MpucturHax B ABCTPUA C ACHOTO Cb3HaHWe, 4e
He pa3bupam Kak ce e pa3BWAO WU3KYCTBOTO Npe3
XX BeK. He uckax pa npass Hella, KOUTO U3MAexXAaT
M0 HAKAKbB HaYMH CbBPEMEHHMU, Aa KONUpam ToBa,
KOETO BUXAAM B M3N0XOeHUTe 3aan 6e3 pa TO OCb-
3HaBaM HambAHO. Mckax HaucTMHa Aa Npoymest u
pa3bepa CbLUECTBOTO HA MOAEPHOTO M OTTaM U Ha
CbBPEMEHHOTO U3KYCTBO U Taka AQ TbPCS MbTA CU.
PelwaBalla 3a MeH belle epHa Manka n3noxba ¢
pUCyHKK 1 akBapenr ot 1910-1913 r. Ha Bacuauni
KaHAMHCKW. B TX BMAAX Kak TOW pa3yvyaBa ene-
MEHTUTE Ha M3KYCTBOTO, Kak M3CAeABa OTHOLLE-
HWETO Ha AMHWWTE KbM METHOTO, Ha ToYkata KbM
AMHUATA U Kak TOBA HEMWHYEMO BOAM A0 abCTpak-
umaTta. CTpyBa MU ce, Ye OT CbLLECTBEHO 3HAaYEHWE
e aMncata Ha UeHTpaAHa nepcrnekTMBa B MOAEP-
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everyday objects in a very polemical, sarcastic
and exaggerated manner typical of the times,
arguing that industrial production has made
them banal and meaningless. In this essay he
explicitly excludes the shoemaker from the ban,
as the shoemaker puts his heart and soul into
the shoes he makes and for him ornament is an
expression of individuality, as it is also for the
peasant woman who embroiders her lace. Loos
is often accused of himself using ornament in
his architecture. This can be found in his use
of the natural patterns on the surface of wood
panelling or the veins of marble. Indeed, these
surfaces definitely have an ornamental character
which he finds in nature, but if my interpretation
of his essay is correct, | understand his ban on
ornament also as an attempt to save it. So my
position in this discussion is indeed between
Viennese Art Nouveau and Modernism, but if |
have to make a choice as regards ornament, I'd
definitely be on Adolf Loos’s side. In my works
with a female figure and floral ornaments | tried
to walk the line between the beautiful and the
banal, to make a theme focusing on suffocating
clichés.

| arrived in Austria with the clear awareness that
| didn’t understand how art had developed in the
twentieth century. | didn’t want to do things that
looked contemporary in any way or to copy what
| saw in art galleries without fully making sense
of it. | wanted to truly grasp and understand the
essence of modern, and hence contemporary
art, and to find my way as an artist in this way.
What was decisive for me was a small exhibition
of drawings and watercolours by Wassily
Kandinsky dating from 1910 to 1913. In them |
saw how he examines the elements of art, how
he explores relationships between lines and
patches of colour, between dots and lines, and
how this inevitably leads to abstraction. It seems
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Spikes (Investigation of the Inside), 2009, akBapen, MoA1B Bbpxy xapTusi, 230 x 150 cm
Spikes (Investigation of the Inside), 2009, watercolour, pencil on paper, 230 x 150 cm
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Hu3ma (Manesu4, MOHAPUWAH), KOETO € U OCHOBHa
XapaKTepuCTMKa Ha OpHaMeHTa.

Hauanoto Ha cAepBaHETO MM BbB BueHckata
aKapeMUs NPeAn3BUKa HEBEPOATEH LUOK B MEH.
B knaca, B KOMTO Me npuexa, Bceku paboTtelle ¢
PasAMYHU MEeAUK, OT 0B6EKTU U MHCTAAALIMU, BUAEO
n dortorpadusa, PUCYHKU U XMBOMUC AO MPOEKTU
B 00OLLECTBEHOTO MPOCTPAHCTBO, @ CbLIO Taka U
Mo BCSIKAKBU Bb3MOXHM TeMU, U HAMALLE HUKOM,
KOWMTO A2 MM Kaxe a3 KakBo Aa NpaBs. 3a Aa He ce
3arybs cbBCceM, 3ano4yHax ¢ pasyyaBaHeTo Ha oc-
HOBHUWTE EAEMEHTU Y OPraHM3NPaHETO UM B NPOC-
TPAHCTBOTO, KaKTo 65X BMASIAG MpPU KaHAMHCKM.
CTOTULM PUCYHKM C €AHa, ABE UAU TP AMHUK, Npa-
BObIMbAHUUM C PA3AMYHK NPONOPLMK, TOUKM U NeT-
Ha. OTTaM AOTMYHO Ce Pa3BU MHTEPECHT MU KbM
MWHUManmM3Ma 1 No-CneurManHoO KbM cepuasnama
(ToBa NOHATME € CUAHO Pa3BMTO B My3WKaTa; BbB
BU3yaAHUTE M3KyCTBa € MOo-No3HaTto karto serial
art, NOBAMSIHO e B ronama cteneH ot Con AtouT u
€ TACHO CBbp3aHO C MMHMMaAM3Ma U C KOHLUEnN-
TYaAHOTO M3KYCTBO). EAHA MAM HSIKOAKO eneMeH-
TapHW, OCHOBHU GOPMU Ce pa3MHOXaBaT B cepus
Mo CTPOro onpeAeneHa Ccxema, AOKaTO MoBeYeTo
Bb3MOXHOCTU ce uauepnsar. Cepusta e HacoyeHa
CcpeLlly WHAMBMAYAAHOCTTa Ha MNPOWM3BEAEHMETO,
a cxemarta cpelly MHAMBWMAYaAAHWSI M3pa3 Ha Xy-
AOXHUKA; MeXAY OTAEAHUTE YacTu Ha cepusiTa He
CblLECTBYBaA Wepapxusl, Te ca eAHaKBO 3HAYUMMU.
[Mpon3BEAEHMETO Ce CbCTOM OT UAEATA Ha XYAOX-
HWKa, KOATO HaMWpa peaAr3auma U B cuctemarta,
ypes KOSITO ce ocbliecTBsiBa cepuata. OT epHa
CTpaHa, pabotata C OCHOBHUTE EAEMEHTU Ha U3-
KYCTBOTO — AMHUSA, dopma, LUBST, NPONOpLUK, U OT
Apyra cTpaHa, BapyaummTe Ha Te3u eAeMEHTU Mo
onpepeneHa cuctema b6axa B LeHTbpa Ha BHUMa-
HWETO MW 3a AbATO BPEME U Ca B OCHOBaTa Ha Me-
TOAQ MU M AO AHec. DopmMmuUTe, EAEMEHTUTE, KOUTO
M3MN0oA3BaM, Ca CBEAEHW A0 MUHUMYM. [locThram
MHOroobpasuneTo UM 4pe3 NOBTOPEHUE, YTOAEMS-
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to me that the absence of a central perspective in
Modernism (Malevich, Mondrian), which is also a
main characteristic of ornament, is of substantial
importance.

The beginning of my studies at the Vienna
University of Applied Arts was incredibly shocking
to me. In the class | was admitted to, everyone
worked in different media - from objects and
installations, video and photography, drawing
and painting to projects in public spaces. They
worked on all possible themes and there was
nobody to tell me what | was supposed to do. In
order to avoid getting completely lost, | began
to study basic elements and their organisation
in space as | had seen Kandinsky doing. | did
hundreds of drawings with one, two, or three
lines, rectangles of different proportions, dots
and patches of colour. From this | naturally
developed an interest in minimalism, and more
specifically, in serialism (this concept is highly
developed in music; in the visual arts it is more
commonly known as serial art. It is influenced to
a large extent by Sol LeWitt and is closely related
to minimalism and conceptual art). One or more
elementary, basic forms are multiplied into a
series according to a strictly defined pattern
until most of the possibilities are exhausted.
The series is directed against the individuality
of the work and the pattern against the artist’s
individual expression; there is no hierarchy
between the separate parts of the series; they
are equally significant. The artwork consists of
the artist’s idea, which is also expressed in the
system through which the series is produced.
On the one hand, work with the basic elements
of art - line, form, colour, proportions - and on
the other hand, the variations of those elements
according to a particular system, were at the
centre of my attention foralongtimeandtheyare
at the core of my method to this day. The forms,



BaHe UAM HamMaAsiBaHe, OTAeAAAHU M306paxeHuUs
1 potaums. PucyHkute 3a cteHa Ha Con AtouT Ccbe
cTporata cxema, o KOSITO HAKOW OT TAX ca U3rpa-
AEHW, OKasaxa BAUAHWE U BbPXy MOCAEAHWUTE MU
paboTh ¢ reoMeTpPUUYHNS OPHAMEHT OT Kawpo.
MHaue 6ux HazoBana Mapua AacHur ¢ 6e3mu-
AOCTHOTO CU OTHOLLIEHWE KbM camaTta cebe cu 1 ¢
HeBeposiTHaTa CaMOMPOHKSA, HA KOSITO € Cnocob-
Ha; A\yn3 bypxoa ¢ MaHWaKaAHUTE CU PUCYHKK U
C TEKCTUAHUTE PUCYHKMU, HAKOU OT KOWUTO BMXAAM
KaTto eAUH BUA GEMUHUCTKU MUHUMAAU3bM; Map-
AeH AtoMa, KOATO yensaBa Aa TpeTUpa TPYAHU TEMU
KaTo CMbPT UAWM HACUAUE MO CbBPEMEHEH HAUuH,
6pyTaneH, HO AMLWIEH OT M3AMLIEH naTtoc. Ho Ha
TAX MO-CKOPO UM CE Bb3XMULLLABAM, OTKOAKOTO Aa
Ca OKa3aAu AUPEKTHO BAUAHWE BbPXY TbPCEHUATA
MH.

Mpeav ToBa Helle cnoMeHana caMopPa3roABaHETO
M camobuuyBaHETO, KOMTO BUXAALL B NMO-PaHHWUTE
MW paboTu. ToBa CbC CUIYPHOCT € EAHO OT BAMSA-
HUATA Ha akUMOHW3Ma, Makap Y€ eCTeCTBeHO, He
MOXe Aa Ce cpaBHsiBa ¢ BpyTaAHOCTTaA, KOATO Cb-
AbpXaT HAKOW MPOU3BEAEHWUS HA aKLMOHWUCTUTE,
HO Cropea MeH ToBa € M TACHO CBbP3aHO C BpeMe-

TO, B KOETO T€ Ca Cb3AAAEHMU.

M. B.: B 1BouTe pabot NpuchbCTBaT ABa nAacTa.
EAMHMAT ce oTHaca A0 POPMAnHOTO - Kak Cu B3a-
MMOAEWCTBAT OTAEAHUTE EAEeMEHTU U LBETOBE,
KaK MPeAHUAT MAaH ce OTHacsA KbM 3aAHUA U T.H.
ApPyrvsiT € NAacTbT Ha AYXOBHOTO, Ha 3HaYeHunATa.
TBoATa nscnepoBatenka KatapuHa KaxaHe nuuie,
ye BMHArM crtaBa Ayma 3a B3aMMOOTHOLUEHMS —
HEe3aBMCHMMO AAAM YOBellKaTa ¢urypa npmcbcrea
WAM OTCbCTBa OT KapTWHaTa. TA HecAyyalHo 3a-
noyBa M 3aBbplLUBa TEKCTa CM B TBOSI KaTtaAor OT
2013 1. C eAHO U CblLUO M3peyeHue: ,,OpHaMEHTLT
€ U3Pa3HOTO CPEACTBO Ha AppnaHa YepHUH®, NoA-
yepTaBaiKku, Ye NOrAeALT Ha 3puUTens TpsibBa Aa ce
onWTBa Aa MPOHWKHE AAAey OTBbA NMOBLPXHOCTTA.

the elements | use are reduced to a minimum.
| vary them through repetition, enlargement or
reduction, mirroring and rotation. Sol LeWitt's
wall drawings, in particular the strict pattern
by which some of them are constructed, also
influenced my latest works with the geometric
ornament from Cairo.

Otherwise, | would mention Maria Lassnig with
her merciless attitude to herself and with the
incredible self-irony she is capable of; Louise
Bourgeois with her manic drawings and fabric
drawings, some of which | see as a kind of
feminist minimalism; Marlene Dumas, who
succeeds in treating difficult themes such as
death or violence in a contemporary way, brutally
but without any superfluous pathos. But | would
say that | admire them rather than that they have
directly influenced my work.

At the beginning of our conversation, you
mentioned the self-exposure and self-flagellation
you saw in my earlier works. This is definitely one
of the influences of Viennese Actionism, although
naturally it cannot be compared to the brutality
contained in some of the works of the Actionists
which, | believe, is closely connected to the time
they were made.

M. V.: There are two layers in your works. One
is related to the formal - how the separate
elements and colours interact, how the
foreground relates to the background, and so
on. The other layer is conceptual, involving
meanings. Catharina Kahane writes that your
works are always aboutrelationships regardless
of whether the human figure is present or
absent. It is no coincidence that she begins
and ends her text in your 2013 catalogue
with the same sentence: “Adriana Czernin’s
medium is the ornament”, underlining that
the viewer must try to look deep beneath the
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Moxell Av Aa Kaxell, ye uma epHa oblla reHe-
paAHa MAEs/NOCAaHWE BbB BCUUKKUTE TW MPOU3BE-
AEeHUA AOTYK? KakBa € T8 M KaK ce e pa3BuBana
npes roauHuTe?

A. Y.: Cnopep MeH Korato aHaaudupame epHO
NPOU3BEAEHNE HA M3KYCTBOTO, HUE CE ONMUTBaMe
Aa pasbepeM Bpb3kaTa Mexay GopmMa M CbabpXa-
HUWe; dopmaTa OnpeAenst CbAbpPXaHWETO M obpa-
THO, BCSAAKA NPOMSIHa Ha CbABPXXAHMETO U3UCKBA U
npomMsiHa Ha popmata. Popmarta, ToBa ca BCUUKHK
E€AEMEHTU, KOUTO U3rpaxAaaT eAHO MPoU3BeAeHM e,
a CbAbBPXaHUETO Ca MAEUTE, BAOXKEHW B HETO U
OCblLLEeCTBEHM Upe3 dopmarta.

MHTEpecHUTE 3@ MeEH MPOM3BEAEHMA ca Te3M,
KOWTO Ca MHOrOMAacToBW, B KOUTO UAEATa He
€ CaMo epHa M abCOAKOTHO fICHA, @ KOMTO HOCST
aMbMBaAEHTHOCT, @ MOXe 61 U HanpexeHWe UAK
KOHPAMKT B cebe cu. Hanpumep npu ,YepBeHus
KBappaT“ Ha ManeBuY: MOM NPUATEA, U3KYCTBO-
BeAbT Boadpam Muxaep, HacouM BHUMAHUETO MU
KbM daKTa, Ye ropHUAT AECEH bIbA 3abArBa Aeko
Harope U ce NnoAyyaBa €AWMH BUA HECUMETPUYEH
Tpanew, KOWTO - ako MpUemMeM, Ye KBaApaTuT e
dpOHTaAHa NOBBLPXHOCT, € B NPOTUBOPEUNE CbC
3arnaBmeTo. Apyrata Bb3MOXHOCT € KBaapaTbT
A@ He e Ha eAHa MAOCKOCT C MAATHOTO U C TOBa
Aa He CTOM GPOHTAAHO CMPSIMO 3PUTEAS], KOETO 61
03HavaBano, Ye UMa HSIKakBa nepcnekTMea. Bus
BCEKM CAyYai TOBA, KOETO BUXAAME, HE € CbBCEM
KBappaT M ToBa NpoBokMpa, 06e3nokosBa, HOCK
HEeCUrypHOCT, Kapa HU Aa ce 3aMUCAUM BbPXYy OC-
HOBHM NpobAemu. ToBa 3a MeEH € U NpUMepP Kak
€AHa ManKa NpomMsHa BbB popmata MoXe Aa On-
peAEAU CbABPXXAHWETO M OT EAHO CUIYPHO TBbPAE-
HWe B 3arnaBUETo, Y€ TOBa € YEPBEH KBaAparT, Aa
Ce OKaxe, Ye He e CbBCEM CUTYPHO KaKBO € ToBa.
M moxe 61 TOUHO Ta3n ABOMCTBEHOCT U HECUTYpP-
HOCTTa, KOATO TS MPEAN3BMKBA, Ca CbLLIO YacTu OT
CbAbPXaHWETO Ha TOBa MpPoU3BeAeHUe, Hapea C

BCUYKU OCTaHaAU 3HAYEHUA.
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surface. Would you say that there is a common,
general idea/message in all your works until
now? What is it, and how has it developed over
the years?

A. C.: | believe that when analysing a work of art,
we try to understand the relationship between
form and content; the form determines the
content and vice versa: any change in the content
also requires a change in the form. The form is
all elements that make up a work of art, while
the content is the ideas vested in it and realised
through the form.

Works that are interesting to me are those that
are multi-layered, with not just one absolutely
clear idea, but carrying ambivalence and maybe
also tension and conflict within themselves. For
example Malevich’s “Red Square”: a friend of
mine, the art historian Wolfram Pichler, drew
my attention to the fact that the top right corner
projects slightly, forming a kind of asymmetrical
trapezium which, if we assume that the square is
depicted frontally, is in contradiction to the title.
The other possibility is that the square is not on the
same plane as the canvas and therefore does not
face the viewer, which would mean that there is
some sort of perspective. In any case, what we see
is not exactly a square and this provokes, disturbs,
conveys uncertaintyand makes us ponder essential
questions. To my mind, this is also an example of
how a small change in form can determine the
content, turning a certain proposition in the title -
that this is a red square -into something of that we
don’t know for certain what it is exactly. Perhaps
this very ambiguity and the uncertainty it provokes
are also part of the content of this work, along with
all its other meanings.

In this sense, | wouldn’t say that there is a
common, general idea in all my works. | could
refer to some of the themes I've worked on in
the last fifteen or twenty years. The relationships



Verschlungenheit, 2008, akBapeA, MOAUB, Tyl BbPXYy XapTus, 57 x 76.5 cm
Verschlungenheit, 2008, watercolour, pencil, ink on paper, 57 x 76.5 cm
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Woman (Investigation of the Inside), 2010, akBapen, MOAMB, Tyw BbpXy xaptus, 250 x 150 cm
Woman (Investigation of the Inside), 2010, watercolour, pencil, ink on paper, 250 x 150 cm






B 7031 CMUCBbA MW € TPYAHO Aa FOBOpPS 3a eAHa
obua, reHepanHa maes. brux Moraa pa Ha3oBa Hs-
KOW OT TEMUTE, C KOMTO CbM pPaboTiAa B MOCAEA-
HuTe 15-20 ropnHU. B3anMOOTHOLLIEHUATA, KOUTO
KOMEHTHpALL, CbC CUTYPHOCT Ca OT LLEHTPAAHO 3Ha-
yeHue. ToBa, KOETO BWHarM Me e 3aHMMaBano, ca
BPb3KUTE MEXAY MHAMBMAA U HEFOBOTO OBKPBLXE-
HUe UAM 06L1ecTBOTO. ToBa OOKPBXEHUE MOXE Ad
e 3ajyllaBalllata AeKopaLus UAKM KAULLETaTa, UAK
cTporata reoMeTpuMyHa CUCTeMa KaTo peLueTka,
MAK OCTpUTE BOAAM W LUMMOBE. BUX Kasana, ye cTa-
Ba BbMNPOC 3a HEMOHOCUMOCT, BaHAaAHOCT, HAacCUAKE
1 KpacoTa. B HAKou oT pabotuTe MU NOAUTUYECKA-
Ta UAESA € MO-ICHO M3pa3eHa, HO B NMOBEYETO CAY-
Yau MUCAS, Ye Tasu MHTEpNpeTauma e caMo epHa
OT Bb3MOXHMUTE.

B “Investigation of the Inside”, 2008-2013, ce
onuTax Aa MPOCAEAS] OTAEAHW MCUXMYHWM CbCTOSI-
HKUSA, Aa HaMepsl apekBaTHata um dopma. Ctpax,
AaBMAHOCT, HECUTYPHOCT, 6e313X0AMLIA, U30AALMS,
arpecus uan 6oAka ca TeMuTe Ha TO3M LMKbA. CsH-
KaTa ce npeBbpHa B €AMH OT OCHOBHUTE eneMEH-
™. CAHKaTa KaTo AencTBalla, akTMBHa dopma.
CsiHKaTa KaTo HEeM3MEHHA 4YacT OT BCUYKO, KOETO
HKU 3a00MKans, CAHKaTa, KOATO BCEKM OT Hac HOCH
B cebe CU 1 KOSITO MOXe Aa ce 0ObpHe cpeLly ca-
MuTE Hac.

B HoBWTE MK paboTM Me MHTEpecyBaT TEMU KaTo
CTPOro OMpPeAeneH PeA M Bb3MOXHOCTTa UAWM He-
Bb3MOXHOCTTa 3a NPOTMBOPEUNE, NPOTUBOMNOCTA-
BSIHE Ha TO3W peA, Kak U AaAK TO3M peA MOXE Aa Cce
06bpHe cpelly camua cebe cu, A0 KakBa CTeneH
MOXe Aa ce camopaspyLun. B ocHoBata nm e pas-
ABOEHWETO MeXAY aTpakTMBHOCTTa Ha reoMeTpuy-
HO M3rpapeHus opHaMeHT U 6e3MUAOCTHaTa My
3aKOHOMEPHOCT, MeXAy HeroBaTta 6e3kpanHOCT U
B CbLLOTO BpeMe OrpaHuUYeHOCT, MeXAy HeroBaTta
KpacoTa W AMMncaTa Ha KakBaTo M Aa e cBoboaa.
ToBa, koeTo Moxe 61 MU cTaBa BCe MO-SICHO, €, Ye
BCUYKM TE3W B3aMMOOTHOLLIEHUSI Ca MPOTUBOPEYU-

you speak of are certainly of central importance.
What I've always been interested in are the
relationships between individuals and their
environment or society. This environment may
be the suffocating decoration, or the clichés, or
the strict, grid-like geometric system, or the sharp
thorns or spikes. | would say that my works are
about unbearableness, banality, violence and
beauty. In some of them the political idea is
expressed more clearly, but | think that in most
of them this interpretation is rather only one of
several possible interpretations.

In “Investigation of the Inside”, 2008-2013, |
tried to trace different mental states, to find their
adequate form. Fear, vulnerability, insecurity,
despair, isolation,
aggression or pain are the themes of this series.
The shadow turned into one of the basic elements
in it. The shadow as an effective, active shape.

uncertainty, deadlock,

The shadow as an invariable part of everything
that surrounds us, the shadow that we all carry
within ourselves and which can turn against us.
In my new works | explore themes such as strictly
defined order and the possibility or impossibility
of opposing this order, how and whether this order
could turn against itself and to what extent it can
destroy itself. They are based on the ambiguity
between the attractiveness of the geometrically
structured ornament and its relentless regularity,
between its endlessness and, at the same time,
its limitation, between its beauty and the total
absence of freedom.

What is perhaps becoming increasingly clear to
me is that all those relationships are controversial
and rife with conflict. This is perhaps one of the
main themes I've investigated until now.

M. V.: In principle, ornament is not expected to

convey emotion. Yet in your works there is a lot of
emotion. There is drama, tension, battles, poetry,
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BU M KOHOAUKTHU. I MOXe 6K ToBa € epHa OT oc-

HOBHUTE TEMU, KOUTO CbM M3CAEABaNa AOCEra.

M. B.: OT opHamMmeHTa no NPUHUMN HE CEe OYaKBa
emouums. B TBomte pabotn, HAaNPOTUB, UMa MHOTO
yyBCTBO. MMa Apama, HanpexeHue, BUTKK, noesuns,
KpacoTa (Makap ye mai ppamata npeobrapaa?).
BepoATHO TOBa MABa OT CbYETaHWETO HA OPHAMEHT
¢ durypa uam Ha opHaMeHT ¢ abeTpakums. CBbp3-
BaHETO UM oTBapsi 6e3KpanHU Bb3MOXHOCTU. A0
KakBa CTENeH AMYHUTE MPEXMBABAHUA UAU BbHLL-
HUTEe CbLOUTMA ce oTneyaTBaT BbpXy TBOPUYECTBOTO
1 KbAE M KaK ce nocTaBsa rpaHuuaTta? Tu Cu YOBEK,
KOMTO XXMBO M aKTMBHO Ce MHTEPECyBa OT CAyYBa-
LLIOTO Ce HaOKOAO; 3aemMall Ce C pas3AMYyHU Kay3u.
Mpe3 2016 r. 6elue Ha rpbLKUS 0CTPOB Aepoc, Kb-
AETO Momara Ha MurpaHT ot Cupusa. 3Mun, TPbHM,
peleTkn, 6opAMBa TEA, BbXeTa, MOTMBM, HamnoMm-
HALWM MaLIMHHW 4acTu UAM CBaCTUKM — CBbp3aH
AV € M3D0PLT Ha TE3U EAEMEHTH C KOHKPETHM Npe-
XMBSiIBAHWA? OpHAMEHTLT CblLO MoOxe Aa 6bae
WHAMKATOP Ha COUManHW NPOMeEHU. Buxaanm cme
KaK Ce MnpeBpblla B CPEACTBO 3a KOHCTpyMpaHe
Ha TPaXAaQHCKU W HaUMOHAAHU WAEHTUUYHOCTW.
HecayuaiHo npe3 2011 r. 6elue nokaHeHa OT Ky-
patopkata CabuHe doren pa ydactBall B U3NOXK-
6ata “Political Patterns - Changing Ornament” B
bepAunH.

A. Y.: AyHUTE NpexunBaABaHWSA, KaKTo U 0bLLecTBe-
HUTE CLOUTUA UrPasT BaxHa POAS, HO peakumsiTa
MW He e AUpPeKTHa. ToBa € eAMH NO-CAOXEH Npo-
Lec.

He mora pa pearvpam Ha eAHO CbOUTUE OT KaKbB-
TO 1 A@ € XapaKTep BeaHara, CNoHTaHHO. 3a MeH
TpsibBa Aa MUHE Bpeme, MbPBUYHOTO U €MOLMO-
HaAHOTO A@ OTCTBMAT MACTO HA8 OCMUCAAHETO U OC-
Bb3HaBaHeTo. TyK MOXe 6u € BaXHO Aa Kaxa, ye
obLecTBeHUTe CbOUTUA, KOUTO Me BbAHYBAT, Yec-
TO Ca CBbpP3aHU C AMYHU MPEeXUBSBaHUA, NpaBss
napaneaM no emMoLMOHaAEH U aCOUMATUBEH MMbT.
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beauty (although drama seems to be prevalent).
This probably comes from the combination
of ornament and figure, or of ornament and
abstraction. Their combination opens up endless
possibilities. I've always wanted to know to what
extent personal experiences or external events
leave an imprint on an artist’'s work and where
and how the boundary is drawn. You are a person
who is keenly and actively interested in what is
happening around you; you’'ve undertaken to
support and promote various causes. In 2016
you went to the Greek island of Leros, where
you helped migrants from Syria. Snakes, thorns,
grids, barbed wire, ropes, motifs reminiscent
of machine parts or swastikas - is your choice
of these elements associated with particular
experiences? Ornament can also be an indicator
of social changes. We've seen it turn into a means
of constructing civic and national identities. It is
no coincidence that in 2011 you were invited
by the curator Sabine B. Vogel to take part in
the exhibition “Political Patterns - Changing
Ornament” in Berlin.

A. C.: Personal experiences, just like social
events, play an important role in my work, but
my response to them is not direct. It is a more
complex process.

| cannot respond to any event, no matter whatit is,
straight away, spontaneously. | need time to make
sense of things and to respond rationally rather
than spontaneously and emotionally. At this point
| should perhaps say that the social events I'm
interested in are often associated with personal
experiences, that | draw parallels in an emotional
and associative way. Sometimes | consciously
return to the memory of some experience or
to a theme | worked on and look for the form
that comes close to it. Sometimes | experiment
with a given form and try to understand what
associations it evokes and what its context is.



Criss-crosser Il (Investigation of the Inside), 2012, akBapen, MOAUB, Tyl Bbpxy xapTtus, 50 x 75.5 cm
Criss-crosser |l (Investigation of the Inside), 2012, watercolour, pencil, ink on paper, 50 x 75.5 cm



MoHsKora cAep BpeMe Cb3HaTeAHO ce obpbliam
KbM CMOMEHa 3a HAKOoe NpeXuBsiBaHe UAW Tema,
KOSITO Me € BbAHYBaAa, U Tbpcsi dopmata, KOSITo
ce npubAmMxaBa A0 Hero. MNoHaKkora ekcnepumeH-
TMpaM Cc poapeHa dopMa 1 ce onuTBam Aa pasbepa
KaKBW acoLMaLMn HOCK TSt U KAKbB € HEMHUAT KOH-
TEKCT. MI3noA3BamM camo Beye CbluecTByBaLum Gpop-
MM (CoOMeHax apxuBa ¢ OPHAaMEHTU, HO CbbUpam
W APYrM Matepuanu), KOMTO MOHSIKora BUAOU3ME-
HSIM, 3@ A@ 3aCHASI HAKOA TXHA XapaKTepuUCTUKa U
M0 TO3W HauYMH Te Aa OTrOBapSAT NoBeYe Ha Hame-
peHneTo Mu. OnuTBam ce Ype3 KoMbrHauMATa UM
Aa NpPEeAN3BUKAM KOHOPOHTALMS, HaMpexeHue.
MeToAbT MK € MO-CKOPO ,TPE3BEH", paLMOHaAEH,
OTKOAKOTO EMOLIMOHAAEH.

Bcrukn MOTMBKM Cca CBbp3aHW C MOSiTa AMYHOCT,
He3aBMCKHMO AaAU CTaBa BbMPOC 3@ AMYEH UAU KO-
AEKTUBEH OMUT. A U MUCAS, Y€ KOAEKTUBHUST OMNUT
CblLo 6MBa UIXMUBSAH, pa3bpaH U 0Cb3HAT MHAUBW-
AYaAHO.

CnomeHaBall cBacTukata. Pasbupa ce, ye B UCTO-
PUYECKOTO CY MUHAAO TOBa € OPHAMEHT, U3MOA3-
BaH KaTo YMCTO ecTeTnyecka dpopma. Ho B CbLLOTO
BpemMe 3HaeM KaK TOM uYpe3 MaAKku, HO LeAeHa-
COYEHU TPadUYHN UBMEHEHUA € MHCTPYMEHTaA-
3MpaH OT eAHa OT HaW-3A0OBeLLMTe AMKTaTypu. B
AHELLHO Bpeme e abCOAOTHO HEBB3MOXHO CBac-
TMKaTa pa 6bpe MucheHa 6e3 Hauuama. KoHTek-
CTBT I € KOPEHHO NPOMEHEH. YecTo CbM MUCAMAA
Aa paboTa ¢ Hes TOYHO 3apaAn ToBa W EKCTPEMHO
pa3BuTME, HO AOCEra He CbM HaMepuAa NpaBuA-
HuA mbl. B cepusata “Investigation of the Inside”
M3MOA3BaX €AMH CTap UCASIMCKM OPHAMEHT, KOWTO
Ha MPbB MOrAeA HIMa HULLO O6LLO ¢ NpeyyneHus
KPbCT. [TPUHLMMBT, MO KOMTO TO3WM OPHAMEHT € W3-
rpapeH, e nopobeH Ha kKnacuyeckara cBacTvka, HO
He ce CbCTOM OT YeTUpM, a OT LIECT ernemeHTa. B
€AHa OT PUCYHKMTE NMPOMEHMX bIbAa, MO KOMTO Ce
npeyynsaTt AMHUKUTE, HanpaBWX ro NO-0CTbP, KOETO

3aCUAM arpecuBHOTO My Bb3AEMCTBUE, B APYrM O
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| only use already existing forms (I mentioned
my archive of ornaments, but | collect other
materials, too) which | sometimes modify in
order to enhance some of their characteristics
and make them better suited to my purpose. By
combining them, | try to provoke confrontation
and tension. My method is less emotional than
“sober” and rational.

All motifs are related to my personality, regardless
of whether they are associated with individual
or collective experience. But then | think that
collective experience is also lived through,
understood and made sense of individually.

It is intriguing that you mention the swastika. Of
course, in its historical past the swastika was an
ornament used as a purely aesthetic form. But at
the same time, we know how it was turned into an
instrument through small but deliberate graphic
changes by one of the most sinister dictatorships
ever. Nowadays it is absolutely impossible to
think of the swastika without associating it
with Nazism. Its context has been radically
changed. I've often thought about working with
the swastika precisely because of this extreme
development, but | haven’t found the right way of
doing it so far. In my series “Investigation of the
Inside” | used an old Islamic ornament which at
first sight has nothing to do with the swastika. The
principle on which this ornament is structured is
similar to the classic swastika, but it consists of
six elements, not four. In one of my drawings |
changed the angle of the lines, making it sharper,
which intensified its aggressive effect; in others |
left it in its original form. In this way association
works without being explicit, which | hope makes
the result more open to different interpretations.
You say that I'm keenly and actively interested
in what is happening around me. It may be
noteworthy that | don’t watch television; | listen
to the radio. This means that | take in all news



OCTaBMUX B OPUTMHAAHWA My BWA. M Taka acouma-
uMaTa QyHKUMOHMpPa 6e3 Aa e M3pUUHa, KOeTo,
HaasiBaM ce, NpaBuW pesyaTata Mo-OTBOPEH 33 WH-
TepnpeTauum.

KasBalll, Ye X1BO M aKTUBHO Ce BbAHyBaM OT TOBa,
KOETO CTaBa HaoKoAo. Moxe 61 e MHTEpecHO, ue
B E€XEAHEBMETO CWM HAMaM TeneBU3Us, CAyllam
paauo. ToBa 03HauaBa, Ye a3 Bb3npuemam HOBU-
HUTE CaMo OTKbM BepbanHaTa UM CTpaHa, HaMam
HaroToBO B3eTa OT MEAMWUTE BU3yaAHa NpeacTasa
3a TAX. M3noa3sam 06eKTn MK GopPMU KaTo Hanpu-
mep BoaanBaTa TeA, KOATO € B3eTa OT peanHoCTTa,
HO M30AMPaHa OT NCEeBAOPEAAUCTUUHUA KOHTEKCT,
C KoiiTo BopaBAT MeAUUTe, TA HOCK cama o cebe
cu Beue meTadopuueH xapakrep. Pasbupa ce, ue
KOraTo MCKaM Aa 3HaM Kak U3TAEXAA HELLO, HaMK-
pamM CHUMKK UAM GUAMM B MHTEPHET, HO TOBA o
npaBA Cb3HATEAHO, He aBTOMaTuuHO. [oHAKora
CbM M3MOA3BAAA AOKYMEHTAAEH matepuan, B Mo-
BEYeTo CAyyau ca ocTaHaAu GesycrneLuHu OnuTU.
MCTUHCKM Ce Bb3XMLLIABAM Ha XyAOXKHMULIMTE, KOUTO
Taka morat Aa pabotar ¢ nopobeH marepuan, ye
HauCTMHa Aa MMa CMMUCbA. B MHOro ot cayvaute
PE3yATaThT KaTo Ye AU He U3AU3A OT PaMKWUTE Ha
uuTaTa MAM Ha epHa He TOAKOBa A0Opa AOKYMEH-
Taums. Mucas, ye TpaHchopMaLMATa Ha U3XOAHMSA

MaTtepuan € o1 pellaBallo 3HavyeHue.

M. B.: Moxe 61 e Bpeme Aa NOoroBopuM 3a MeTo-
Aa TM Ha cb3paBaHe. lpouecsT e eAHOBPeMEHHO
BMCOKOTEXHOAOTUYEH, HO U Khacuyecku. Paspa-
60TBaLL NPOEKTUTE CU HA KOMMIOTBP, HO CAEA TOBA
MBUYMTEAHO U CTOMYECKM WM3MbAHSIBALL BCUYKO Ha
pbka, KaTo M3MOA3Ball MOAMB, akBapeAn, akpwuA.
ToBa OTHEMa MHOr0O BpeMe, KOETO He e camo du-
3MYecKo, HO MPEAU BCUUYKO € eMOLIMOHAAHO. To3un
MOMEHT Ha ,0TAaBaHe" Ha AUCTa € U3KAKUYUTEAHO
BaxeH npu 1eb. BaxHa e u poasdta Ha rpadura.
Tol omarbocBa 1 Teb, U 3pUTEAS C EAHOBPEMEH-
HaTa CW OCTPOTa M MEKOTa, C paBHaTa CW, HO W

stories in their verbal form only. | don’t have a
ready-made visual notion of them taken from the
media. | use objects or forms such as barbed
wire, for example, which is taken from reality,
but when isolated from its pseudo-realistic
context used by the media, it carries in itself a
metaphorical character. Of course, when | want
to know what something looks like I find photos or
films on the internet, but | do this consciously, not
automatically. I've used documentary material
sometimes, but in most cases my attempts to do
so have been unsuccessful. | truly admire artists
who can work with documentary material in a way
that really makes sense. In most cases the result
seems to be nothing more than pure quotation or
not particularly good documentation. | think that
transformation of the source material is of crucial
importance.

M. V.: Maybe it's time we speak about your
method of work. It is both high-tech and classical.
You design your works on a computer, but then
you painstakingly and stoically produce them by
hand, using a pencil, watercolours or acrylics.
This takes a lot of time, not only physical effort
but above all emotional. With you, the moment
of “yielding yourself” to the drawing is extremely
important. Graphite also plays an important
role. It enchants both you and the viewer with
its simultaneous sharpness and softness, with
its smooth but varied texture that reflects light
in different ways, leaving us uncertain about
what we are seeing. | won’t ask you why you do
things this way and why pencil is your essential
tool. But it would be fascinating to hear about
your experiences during the process itself, which
remain hidden from the viewer and which could
give us a deeper insight into your works.

A. C.: Yes, | develop the design of every drawing
on a computer. The computer is my sketchbook,
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pa3Hoo6pa3Ha MOBbPXHOCT, KOATO NpeYynBa CBeT-
AMHaTa No pasAMUYEH HauMH M HU OCTaBsA Hecuryp-
HW B TOBa, KOETO BUXAaMe. EABa AM ouakBam Aa
yysi 3aLLO MpaBuWLL Hellata Mo TO3WM HaYMH 1 3aLLo
MOAUBBLT € TaBHOTO AEMCTBALLO AULIE B TBOS Xy-
AOXHUYECKU MHCTPyMeHTapuym. Ho moxe 61 e
€ MOAE3HO Aa CMOAEAMLL YacCT OT NPEeXUBABAHUS-
Ta CM MO BPEME Ha caMusa NpoLec, KOUTO ocTaBaTt
CKPWTU OT 3pUTEASI U KOMTO BKxa HM MOMOTHaAM Aa
ce NOOAMXMM MaKCMMaAHO A0 camuTe obpasu.

A. Y.: Aa, pa3BrMBaM MpoeKTa 3a BCSKa PUCYHKa
Ha KOMMOTbPA. ToM € MOAT CKULHUK, Ha HEro pas-
BUBaM MAEUTE, B3UMAM pPELUEHUS — OT TOBa Kak-
BM GOPMU Aa yvacTBaT B pUCyHKATa AO KOHKPET-
HaTa 1 npeuM3Ha Komnosuumsa. Benukn dopmn, ¢
KOUTO paboTs, ca AUrMTaAM3MpPaHU U Taka MHOro
6bP30 MOra Aa M3rpaxaam, Aa nNpaBsa NPOMEHU U
KOpPEKLIMU. B NoBeveto M1 pUCYHKU HAMa obewm,
MAQCTUYHOCT, U3NOA3BaM GOPMU, ONPEAEAEHU OT
KOHTYP, KOUTO BMBAT NOMbAHEHU MO Bb3MOXHOCT
pPaBHOMEPHO, NAOCKO. Taka Mora Kato UAAO Aa
UMUTUPaM pe3yATata Npu PUCYHKaTa Ha MOHUTO-
pa.

MAOCKOCTTa € BaXxHa 3a MeH BbB Bpb3Ka C MAEA-
Ta 3a pucyHka. B cpaBHeHWe ¢ XuMBOMWCTa, KOS-
TO YECTO HEe CaMO MAK30PHO, HO U haKTUUYECKM
CbAbPXa TPUM3MEPHOCT B cebe cu (pamkara, Ha
KOSITO € OMbHATO NAATHOTO MAM CAOEBETE OT 60A U
APYTM Matepuanu, KOUTO NpuAaBaT Ha XMBOMUCTA
penedeH xapaKkrep, 4ecto ca buAM TemaTuampaHu
npes3 XX BeK), TO pUCyHKaTa BbpXy XapTus, KOSATO
€ Hal-MHoro 1-2 muaMmeTpa pebena, HaucTMHa e
nAocKa. Ml HAMa CbMHEeHMWe, Yye BCSKO Brneyatae-
HWe 3a MPOCTPAHCTBO € YMcTa UAK3KUSA. Mpu Mos-
Ta paboTa NPOCTPaHCTBOTO € OpraHM3WpaHo KaTto
NMAOCKM POHTaAHM CAOEBe C MNpeAcTaBaTta, 4e
€AMHUAT CAOM € NPEeA APYrus, AV Y€ Ce NpenAn-
TaT, HO NOHSAKOra U TOBa HE € CUTYPHO. AKO KpaW-
HUAT pe3yATaT Cb3AaBa MAKO3US 3@ TPUU3MEPHOCT
B KAACMYECKUA CMUCHA, TO TOBA CE AbAXKM Ha Cb-
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where | develop my ideas and make decisions on
everything: from what forms to use in the drawing
to the specific, precise composition.

All forms | work with are digitised and this
allows me to construct and make changes and
corrections very quickly. In most of my drawings
there is no volume or plasticity; | use forms
defined by contours that | can fill evenly, flatly. By
drawing on the computer screen, | can see what
the final result will look like.

Flatness is important to me in connection with
the idea of drawing. Compared with painting,
which often doesn’t just create the illusion of
three-dimensionality but also actually contains
three-dimensional elements (the frame on which
the canvas is stretched and the layers of paint
and other materials that put paintings in relief
were frequent themes in the twentieth century),
drawings on paper, which is one or two millimetres
thick at most, are indeed truly flat. And there’s no
doubt that any impression of three-dimensional
space is a pure illusion. In my work, the space
is organized as flat frontal layers, the idea being
that one layer is in front of the other, or that they
are intertwined, but sometimes that isn’t certain
either. If the end result creates the illusion of
three-dimensionality in the classic sense, this is
due to the proportion between the separate flat
forms, but the forms themselves remain flat.

You once asked me why I'm still drawing by hand
when nowadays a digital drawing can be printed in
high quality. On the one hand, because of my idea
of drawing as such. On the other hand, because
I’'m interested in surface, its material nature and
effect, and in the ways and means by which they
can enhance or change the main idea.

In my drawings done in coloured pencil only
(2000-2007), | focused on the layering of pencil
strokes and in the changes in colour and its
intensity (these drawings are done in two colours



OTHOLLIEHMETO MEXAY OTAEAHUTE NAOCKK GOPMU, HO
Te KaTo Tak1Ba OCTaBaT MAOCKM.

3alo Bce nak pucyBam, Me belle nonutana
BEAHDBX, B AHELWHO BpPeMe AWUMMTAAHUSAT MPOEKT
MOXe Aa Ce oTrevaTta ¢ BUCOKO KauecTBo. OT epHa
CTpaHa, € naesiTa MU 3a puUcyHKaTa KaTto Takasa. OT
APyra, € MUHTEPECHT MW KbM MNOBbPXHOCTTA, HEMHaTa
MaTepuanHOCT M Bb3AEMCTBUE U C KaKBO U Kak Te
MOraT Aa 3aCUASIT UAW MPOMEHAT OCHOBHATa MAES.
B pucyHKWTE, HanpaBeHW camMo C LBETHW MOAUBM
(2000-2007), me 3aHWMMaBalle HacAarBaHETO Ha
CAOEBE LLPUXM U KaK LIBETLT U HEroBaTa MHTEH3UB-
HOCT ce MPOMEHSAT (Te ca U3rpapeHn camo OT ABa
uBaTa). BbAHyBalle Me CblO MaHWaKaAHOTO 3a-
MbABaHE Ha AMCTa C MaAKM LLPUXU, KOETO € CBbp3a-
HO U C upesTa 3a Horror vacui (cTpax oT npa3HoTo
NPOCTPAHCTBO). bAX BAbXHOBEHA U OT robAeHuTE,
M3TbKaHW B bprokceA no npoektn Ha Padaen, AHec
M3NOXEHW BbB BaTUKaHCKUTE My3eu. MI3HeHapa me
KOMOUHauMsTa oT ApebHaTa CTPYKTypa, OT KOATO ca
M3rpaAeHn 1 LLIMPOKO CKpOeHaTa KOMMO3WLMSA U ro-
Aemusa dopmar.

B pucyHKUTe C akBapeA M MOAWB AOOONWUTEH 3a
MEH € KOHTPACTBLT MEeXAY TeUYHUS, NPO3payeH 1 op-
raHWYeH akBapen WMAM KOrato upe3 HacAarBaHus
TOM AOBME NO-CKOPO KaAUPEH XxapaKTep, v TBbPAMS,
0TYacTU BAECTSLL KaTo MeTaA MAU AbABOKO YepeH
rpadut. TyK MUCAS, Ye TeXHMKaTa Urpae pellaBalla
POASi HE CaMO 3a Bb3AEWCTBMETO, HO U 3a CbAbP-
XaHueTo.

B nocaepHWTE CUM PUCYHKM K3MOA3BAM OLIBETEH
C akpuAHa 60A AMCT, Ha KOMTO pucyBam OTHOBO C
LIBETHY MOAMBM, KOMTO MUCASI, Ye NpUAaBaT HeLLO
MEKO Ha nHaue ocTpute Gopmu.

MHTEpechbT MM KbM PUCYHKAaTa KaTto MeAWs U KbM
pasAMYHUTE TEXHWKM, OMUTUTE AQ M3CAEABAM Bb3-
MOXHOCTUTE MM, A@ HaMepsl NO-EKCTPEMHUTE UM
$OopmMM Ca OCHOBHaTa MU MOTUBALMA.

MpoueckT ce CbCTOM OT pa3AMyHM ¢dasu. Korato
pasBMBaM HeLLO HOBO, TPsibBa Aa CbM abCOAKOTHO

only). | was also interested in compulsively filling
the drawing with tiny strokes, which is related to
the idea of Horror vacui (fear of empty space).
In addition, | was inspired by the tapestries
designed by Raphael and woven in Brussels, now
on view in the Vatican Museums. | was surprised
by the combination of the small structures
they are composed of and the wide, sweeping
composition and large format.

In the watercolour-and-pencil drawings, I'm
curious about the contrast between the fluid,
transparent and organic watercolours or the way
they blend into a velvety whole, and the hard,
partly metallic or deeply black graphite. Here |
think technique plays a decisive role not just for
the overall effect but also for the content.

In my latest drawings | use paper coloured with
acrylic paints and drawn over with coloured
pencils, which | think lend a softer quality to the
otherwise sharp forms.

My main motivation is my interest in drawing as a
medium, in the different techniques (as parts of
the form, which therefore determine the content)
and in attempts to explore their possibilities and
to find their more extreme forms.

The process consists of different phases. When
developing something new, | have to concentrate
hard; this is often a very intensive period. The
long period of execution of the drawing can
sometimes be tedious or boring, but when |
become impatient | listen to audio books. There
were years in which | listened through a large
part of world literature. | often listen to the radio
or think about something: at least | have enough
time for that. Sometimes the lines and forms
have a magnetic effect on me and | can’t tear
myself away from them.

M. V.: It's nice that you mentioned books because
I've long been meaning to ask you about the
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KOHLEHTpUpPaHa, ToBa BUHArM € MHOTO WHTEH3U-
BEH NepuoA. AbArata peaAmsaLmsa rnoHsaKora Moxe
Aa € AOCaAHa MAM CKydHa, HO korato 3abenexa,
ye cTaBaM HETbPMEAUBA, CAYLLAM YETEHU KHUTK;
MMalle rOAMHMW, B KOUTO M3CAyLLIAX FOASIMa 4acT oT
CcBeTOBHaTa AMTepaTypa. Yecto cayLam paamo 1an
CU MWCASI HELLLo, 3a ToBa NMOHE MMamM AOCTaTbYHO
Bpeme. MoHsAKora AMHUWUTE U GOPMUTE UMAT MpK-
TeraTenHO Bb3AEWCTBME BbPXY MEH, He Mora Aa ce

OTKbCHa OT TAX.

M. B.: XybaBo e, Ye crnomeHa KHUruTe, 3aLLoTo oT-
A@BHa Ce KaHs Aa Te NonuTam KakeBo € MACTOTO
Ha AMTepaTypaTta B TBOA XMBOT? OMbXeHa cu 3a
nucaten. Ma Av KOHKpETHa KHUra, TEKCT, u3peye-
HUE, KOMTO AMPEKTHO Ca MOBAMSIAM BbPXy TBOSITA
paboTa UAM MO HAKAKbB HauYWH ca NMPOMEHUAW Ha-
FAACUTE TU Ha XYAOXKHUK?

A. Y.: KakTo ka3Ball, B AMYHWUSA CU XXMBOT CbM TAC-
HO CBbp3aHa C AuTepatypata. PasroBopute 3a m3-
KYCTBO U AWUTEPATYpa, KOUTO BOAMM C MOS CbINpyr
®paHL, Mo3ed, ca Ha NO-NPUHLMMHO HUBO — ThK-
MO MOPaAK Pa3AUYHUTE MEAWU, B KOUTO paboTHM.
YecTo ce Hanara pa M3AM3aMe OT KOHKPETHOTO M
A0 dOpMyArpamMe OCHOBHUTE NPOOAEMU, KOUTO HU
BbAHYBaT, KOETO MpaBW pasroBopa aBTOMaTUUYHO
No-TeE0PETUYEH.

CbLUO MWCAS, Ye CbM Pa3BUAA HSIKAKBa YyBCTBW-
TEAHOCT KbM €31Ka, KbM TOBa Kak U KaKBO Ce Kas-
Ba W NWLUE, KOETO Ce OTHACH U KbM NMOAUTUYECKUTE
Temu. YecTo ce yxacsiBam, Korato B 06L1eCTBEHO-
TO NPOCTPAHCTBO ce roBopu 6e30TroBOpHO. Korato
roBOpELLUTE KaTo Ye AWM He 3HaAT MAM HE UCKaT Aa
3HaAT 3HAYeHWeTO Ha AymuTte. B HemckoroBops-
LLMTE CTPAHW Bpb3KaTa MEeXAY e3uka, KakTo Mnpo-
naraHAHUS, Taka U BIOPOKPATUUYHKSA, U HAUM3Ma e
AoBpe u3cAepBaHa M OTTaM Ce 3Hae KakBa CuAa
MOXE Ad MMa e3MKbT, Kak TOM MOXe Aa € €AHO OT
YCAOBUSITA 3a TOBa WMAEOAOMMATa Ad MPEMUHE B

npakTuKa.
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place of literature in your life. You are married
to a writer. Is there a particular book, text or
sentence that has directly influenced your work
or has somehow changed your attitudes as an
artist?

A. C.: As you said, I'm closely connected to
literature in my personal life. Our conversations
about art and literature with my husband Franz
Josef are more general, precisely because of
the different media we work in. We often have
to go beyond particulars and formulate the
main problems that are important to us, which
automatically makes our conversations more
theoretical.

| also think that I've become more sensitive to
language, to what is said and written and how it
is said and written. This also applies to political
issues. I'm often horrified when | hear people
speaking irresponsibly in public. When the
speakers seem not to know, or don’'t want to
know, the meaning of words. In German-speaking
countries the connection between language
- both propaganda and bureaucratic language
- and Nazism has been well-researched, and it
is well-known how powerful language can be and
how it can become one of the factors for turning
ideology into practice.

Thanks to Franz Josef, | also learned about
the literary avant-gardes, for example, those in
Austria after 1945, which also had a lot of points
of intersection with the Viennese Actionists.

The book that influenced me the most in recent
years is Marcel Proust’s “In Search of Lost Time”.
| found fascinating reflections and theories about
art in it, things | had felt or known but which are
formulated in Proust’s novel in a peculiar way and
woven into the self-reflections and recollections
of the narrator, Marcel, and are thus an invariable
part of the protagonist’s journey in time in search
of the self. It is perhaps precisely this search, this



Self-Portrait (Investigation of the Inside), 2009, akBapen, MOAUB, Tyl BbpXy XxapTtus, 230 x 150 cm
Self-Portrait (Investigation of the Inside), 2009, watercolour, pencil, ink on paper, 230 x 150 cm



Upes OpaHL, l7lo3ed> Ce 3amno3Hax 1 C AUTepaTypHU-
Te aBaHrapau, Hanpvmep B ABcTpus cnep 1945,
KOWUTO MMaT U MHOIO NPECEYHU TOUKU C BUEHCKUTE
AKLUMOHUCTH.

KHurata, KoATo Npe3 NOCAEAHUTE TOAUHM HaW-MHO-
ro Mu e noeavsna e Mo caepnTe Ha M3rybeHoTo
Bpeme*“ or Mapcen NpycT. B HeA 0TKpUX pasmMmncAu
1 TEOPWU 3a U3KYCTBOTO, Hellla, KOMTO CbM ycellla-
Aa UAW 3HaeAa, Ho npw lMpycT Te ca dopmyAMpaHu
no 0cobeH HauuH 1 ca BNAETEHW B caMoHabAloae-
HUSITA U CNOMEHUTE Ha paska3Badya Mapcen u ¢
TOBa Ca HEM3MEHHA YacT OT MbTYBAHETO Ha repost
BbB BPEMETO, TbPCENKU camua cebe cu. U moxe
61 TOYUHO TOBa TbPCEHE, TO3MU MBT, KOWTO reposT v

aBTOPBLT UIBMKUHABAT, Ca MU NOBAUAAU HaW-MHOrO.

M. B.: KaTto roBopull 3a camoHabAlOAeHWE, e
ynobHO Aa Te nonutam 3a TBosi ,ABTONOPTPET” OT
2009 r. B Hero BmMecCTo rnaBa U AMLE MUMa HELLO
Kato B3pPUB OT MEKU GOPMU, KOMTO HAMOMHSAT Ha
KO3MHa MAM HKAKBO NOABOAHO pacTeHue. Te ca B
MbAEH KOHTPACT C KOHKPETUKaTa Ha TAAOTO U pau-
paHaTa pu3a, KOTo € TBOSl 3ana3eHa Mapka. Kon-
TO Te No3HaBa, MOXe Aa Te pasno3Hae no Topca,
HO AMLETO e ckputo. OT epHa cTpaHa, caMoTo TO
,M30yxBa“, HO OT Apyra — MOXe Aa ce Bb3npueme
Kato HaCWUACTBEHO HaAOXeHa MacKa, KOATO Ha-
NMOMHSI Ha KyKepcka, Moxe 61 U 3apaau cAHKata
0T3ap, MpUAMYaLLa Ha AMYPAYK. KakBo ucKkaw Aa
Kaxell ¢ ToBa? MpobAeMbT € B Hac caMmute UAW
B CBETA OKOAO Hac? Hue An cv Hanarame orpaHu-
YEHUA, UAU HE MOXEM AAd MPEOAONEEM CTEPEOTU-
nure?

A. Y.: TpyaHO MK € pa roBopsa 3a To3u ,ABTONOP-
TPEeT“, 3all0TO 1 AOCEra He 3HaM KakBO B KpalHa
CMETKa CbM Hanpasuaa. T MHOIO TOYHO Ha30Ba-
BalW AuvAemata. OT epHa CcTpaHa, € ONuTLT 3a Ha-
MWpaHe Ha M3pa3 Ha €AHO BBLTPELLIHO CbCTOAHME.
MorneabT OTBBLTPE, Kakto Mapua AacHur kasBa
»--- CbC 3aTBOPEHM OUM“, YyBCTBOTO 3a caMus cebe
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path travelled by the protagonist and the author,
which have influenced me the most.

M. V.: Speaking of self-observation, | would like
to ask you about your Self-Portrait of 2009. In it,
instead of a head and face there’s something like
an explosion of soft forms reminiscent of fur or of
an underwater plant. They are in stark contrast
to the specifics of the body and the striped shirt,
which is your trademark. Those who know you can
recognise you by the body, but the face is hidden.
On the one hand, the face “explodes”, but on the
other it can be seen as a forcefully imposed mask
reminiscent of the Bulgarian Kukeri (mummers),
perhaps also because of the shadow behind the
figure that looks like the traditional shepherd’s
cloak often worn by Kukeri performing rituals
intended to scare away evil spirits. What do you
mean to say by that? That the problem lies within
ourselves, or in the world around us? Is it we that
impose restrictions on ourselves, or is it that we
cannot overcome the stereotypes?

A. C.: | find it difficult to talk about this “Self-
Portrait” because | still don't know what I've
actually done in it. You formulated the dilemma
very precisely. On the one hand, there’s an
attempt to express an internal state. The gaze
from inside “with closed eyes”, as Maria Lassnig
puts it, the feeling of oneself. Being unable
to understand yourself leads to a formless,
amorphous, indeterminate fluid mass; you
become aware of this impossibility and hence the
feeling of explosion. On the other hand, there’s
the gaze from outside. This is also interesting to
me in connection with self-portrait as a genre.
The dual role of an author who conducts a
psychological analysis of herself or himself, but
who must also find the visual, external form to
express it. The gaze from outside in my “Self-
Portrait” probably reveals a mask, an impressive



cu. HeBb3aMoOXHOCTTa Aa pasbepelu cebe cu Boan
AO eapHa b6e3dopmeHa, amopdHa, HeonpeaeneHa
dAyMaHa Maca, Cb3HaHMETO 3a Ta3u HEBb3MOX-
HOCT HapAeAsiBa U OTTYK MoXxe 61 Npoun3Tiya vyB-
CTBOTO 3a eKkcnaosua. OT ppyrata cTpaHa e norae-
AbT OTBbH. TOBa 3a MEH € BaXHO M BbB Bpb3Kka C
aBToOMNopTpeTa KaTto XaHp. ABOMHaTa pPoAd Ha aB-
Topa, KOWTO NpaBK NCMXOAOTMYECKM aHaAM3 Ha ca-
mMua cebe cu, HO M TpsibBa Aa HaMepw BU3yanHaTa,
BbHLUHaTa ¢popmMa, C KOATO Aa ro u3pasu. Morneabt
OTBbH B MOS ,ABTOMOPTPET* MokasBa Moxe 6u
eAHa Macka, BHyLWMTeAHa M ApamaTiyHa. Aaau T
€ YacT OT HAKaKBa Urpa UAM PUTyan, KakTo npu Ky-
KEepUTE 1 C TOBa MMa ONpeAEneHa GYHKUMSA, UAK €
CAOXEHa HacuAa, 3a Aa He MO3BOAM Ha HocellaTa
A AA NOKaXe AMLETO CU Ha 3PUTEAR, UAM HAMNPOTUB,
Tasn Macka € UCTUHCKUAT M 06pa3. Bb3aMOXHO e,
pa3bupa ce, ToBa Aa He € Macka, a NpocTo raa-
BaTa Aa € TakaBa. KOHKpeTHaTa MHAMBMAYAAHOCT
KaTo Ye AWM OTCbCTBA TOYHO TaM, KbAETO OYakBaMe
Aa A HamepumMm. BCuuky Te3n nNpoTMBOPEYMBU UH-
Tepnperaummn ca Moxe 61 U3pas Ha oTYaAHUA MK
ONWT A@ HaMeps eAHO3HAYHK OTFOBOPU Ha BbNPO-
CUTe, KOWUTO 3aAaBa BCEKM aBTOMOPTPET.

KakTo Ka3Ball, B MbA€H KOHTPACT Ha Ta3n HEBb3-
MOXHOCT MAM OTKa3a OT MHAMBUAYAAHOCT € TSAOTO
C pv3a Ha paweTa. paduuHa CTPyKTypa OT YepHU
N 6eAr AMHUW € TPaAMBHUAT eneMeHT. 3a pasau-
Ka oT GAynaHaTa Maca Ha MACTOTO Ha raaBaTta UAK
BbpXy Hesl, U3rpapeHa oT NpeAvMBaluyM Cce eAHO B
APYro CMBOCMHKaBM NeTHa, TyK CTaBa BbMpoC 3a
ABa B3aMMHO OTpMYaLUM Ce U B CbLLOTO Bpeme
B3aMMHO OMpPEAEAsLLM ce enemeHTa. Man yepHo,
WAM BSINO, TYK HAMA HUKAKBO CbMHeHKne. Moxe 6u
€ CTPaHHO, HO TEXHUAT KOHTPACT U NpeAn BCUYKO
TIXHaTa peLUUTEAHA ICHOTA BOAM AO PEAAUCTUYHO-
TO U MHAMBMAYAAHOTO Bb3AEWMCTBUE Ha TAAOTO.
CsiHkata, KosiTo e 3ap ¢urypata, cbbupa B epHO
USAO ABETE M YacTu. TA e OornepanHa, Koeto, OT
eAHa CTpaHa, ¥ npraaBa CaMOCTOSITEAHOCT, OTHe-

and dramatic mask. Is it part of a play or a ritual,
as in the case of the “Kukeri”, and thus has a
specific function, or is it imposed by force so as
to prevent the wearer from showing her face?
Or is it an expression of the wearer’s refusal to
show the viewer her face, or, conversely, is this
mask her true face? It is possible, of course, that
this isn’t a mask, it’s simply that this is what her
head is like. Particular individuality seems to be
absent precisely where we expect to find it. All
those controversial interpretations are perhaps
an expression of my desperate attempt to find
unambiguous answers to the questions raised by
every self-portrait.

As you say, the body in a striped shirt is in stark
contrast to this impossibility or rejection of
individuality. Its constructive element is a graphic
structure of black and white lines. Unlike the fluid,
amorphous greyish-blue mass in place of or over
the head, here there are two mutually negating
and at the same time mutually determining
elements. Either black or white, there’s no room
for uncertainty here. Strange as it may seem,
their contrast and above all their unquestionable
clarity creates the realistic and individual effect
of the body.

The shadow behind the figure unites its two parts
into one. It is a mirror image and this, on the one
hand, makes it autonomous, stripping it of the
realistic role of being dependent on the figure.
Perhaps this is a new figure, a complete figure
even though it is defined only by its silhouette.
You cannot see any specific content in it, you can
only see the blending of the graphite that fills it
between the silver-grey reflex of the light and the
deep black. On the other hand, it plays the role
of a metaphor of the mirror in the self-portrait, in
which classical painters study their features in an
attempt to find the external aspect of their own
selves.
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Ma 1 peaancTMyHaTa poas pAa Obae 3aBMCHMMaA OT
durypata. Moxe 61 1A e epHa HoBa durypa, Ls-
AOCTHa, HO OMpeApeneHa camo OT cuayeTa cu. B
Hea He ce BUXAA KOHKPETHO CbAbPXaHWe, camo
NPEeAMBaAHETO Ha 3ambABalLMA A rpadut Mexay
cpebpurcTocnBUsA pedAEKC Ha CBETAMHATA U AbADO-
KO uepHoTo. OT Apyra cTpaHa, TA Urpae poasTa Ha
mMeTadopa Ha OrAeAan0TO B aBTOMOPTPETA, B KOETO
KNACUUYECKUAT XyAOXKHUK M3CAEABa YepTUTE CU B
ONWT A@ HaMepU BbHLLIHATa cTpaHa Ha cebe cu.

B cuAyeTHOTO ouepTaHue Ha csiHKaTa ce u3pasnBa
W KOCMaTUAT Xapaktep Ha dopmaTa Bbpxy rasa-
Ta. Cera mu ce CTpyBa MHTEPECHO, Ye Tas3u popma
MMa eAMH OTBOP, NPEe3 KOMTO KaTo Mpe3 pecHU ce
BMXAQ YacCT OT AMLLETO — MaAKO OT bpaanukaTa 1 ot
BpaTa. Kocmatata ¢opma npoabAXKaBa HapAOAY M
Ce Cnycka Hap pvsata BbpXy rpbaTa. AKO ce onu-
TaMm Aa BUASI pUCyHKaTa PeaAUCTUUHO, MpUAMYA MU
Ha pasdyopAreHa Hpapa. BuHarn cbM MMana 4yB-
CTBOTO, Y€ TO31 aBTOMOPTPET C roAeMUS ch popmaT
(230 x 150 cm), BbNpEKU CBOSITA MOHYMEHTAAHOCT
AW MOXe 61 TOUHO 3apaan Hesl, CbAbpXa M A03a
camoupoHus. U moxe 61 1 Tasn kocmata ,6pasa“
Aa AOMpUHacs 3a TOBa ycellaHe, ako TO € BSIPHO,
pas3bupa ce.

Ho He 3Ham AaAM OTTOBOPUX Ha MOCAEAHWUTE TV ABa
Bbnpoca. EAHO OT HaW-TpyAHWTE Hella, KOUTO Hu
npuApyXasar nNpes3 LeAna HU XXMBOT, CTpyBa MU Ce,
€ TbPCEHETO U HaMUPAHETO Ha rpaHULMTE MEXAY
AMYHUS M360P M CTEPEOTUNIUTE Ha 0BLLECTBOTO, B
KOETO XMBEEM. YecTo MUCAA, Ye € HEBb3MOXHO Ad
ce OTAeAM eAHOTO OT APYroTo, HMe CMe Te3W UHAW-
BMAM, KOUTO CME U 3aTOBa 3alLOTO CMe U3rpaseHn
W couuanMaupaHn B ToBa o06LLecTBo. Ho Korato
yceliame KOHOAUKT MeXAY BTPELLIHOTO U BbHLLHO-
TO, MWUCAS], Ye € BaXHO AQ TbPCMM Ta3u rpaHuua.

M. B.: B HaWi-HOBWTE T1 paboTK HsIMa M cAepa OT

UOBELLKO NPUCLCTBUE. MAK MO-CKOPO TO Ce ycella
KaToO HAKAKBO MCTOPUYECKO HATpyrnBaHe W emnu-
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The hairy nature of the form over the head is
also reflected in the silhouette outline of the
shadow. Now it seems intriguing to me that this
indeterminate form has an opening through
which you can see part of the face through
tassels - part of the chin and of the neck. The
hairy form reaches down to the chest. If | try to
view the drawing realistically, it will look like a
hairy beard to me. I've always felt that with its
large format (230 x 150 cm), this work contains
a dose of self-irony despite - or maybe precisely
because of - its monumentality. And maybe this
hairy “beard” contributes to this feeling - if this
feeling is correct, of course.

But | don’t know if I've answered your last two
questions. It seems to me that one of the most
difficult things that accompany us throughout
our lives is seeking and finding the boundaries
between personal choice and the stereotypes
of the society we live in. | often think that it is
impossible to separate the two, that we are the
individuals we are partly because we've been
formed and socialised within this particular
society. But when we feel that there is a conflict
between the internal and the external, | think it is
important that we look for this boundary.

M. V.: In your latest works there is no trace of
human presence. Or, rather, it is sensed as some
historical accumulation and empirical experience.
These works have almost a magical effect.
Like in a kaleidoscope, whose name is derived
from the Greek and literally means “instrument
for viewing beautiful forms”. In addition to an
aesthetic effect, though, your works seem to
tell stories. They contain tensions, harmonious
relationships, conflict and love. Life is reduced
to a mathematical formula. Have you achieved
your “golden section”? And what is the role of
numbers and mathematics in what you do?



bes Ha3BaHwue, 2015, akpuA, LUBETEH MOAMB, MOAUB BbPXY XapTus, Bcsika 60 x 60 cm
Untitled, 2015, acrylic, coloured pencil, pencil on paper, each 60 x 60 cm



puyeH onut. Bb3pencTBMETO 3anoyBa Aa CTaBa
noyTM Marmyecko. Kato B KaneMmAOCKON, YMETo
MMe B NPeBOA OT IPbLKKU O3HaYaBa ,ypeA 3a Ha-
6AtopaBaHe Ha kpacuBu dopmu“. OCBEH ecTeTu-
yeckn edekt obaye NPouM3BeAeHUsITa KaTo ye Av
pa3kassaTt UcTopuun. Mma HanpexeHusi, uma xap-
MOHWYHW B3aUMOOTHOLLEHUA, UMa KOHOAKUKT, UMa
AOOOB. XXMBOTBT € CBepeH A0 MaTtemMaTMyecka
dopmyaa. MoctnrHa Av CBOETO ,3AaTHO CeveHne ?
M kakBa e poAsiTa Ha uMcAaTa U Ha MateMaTukaTta
B TOBa, KOETO npaBuLL?

A. Y.: He 3Haex 3HaYeHMETO Ha AymaTa Kanemaoc-
kon. MHoro e xy6aBo! B Hero kato ue Av ca BAO-
XEHW OCHOBHUTE EAEMEHTU Ha MOCAEAHWTE MU
paboTu. Ypes, 3all0TO M3MNOA3BaM KOHCTPYKLIMS,
KOATO MO3BOASIBA CaMO OMPEAEAEHU OYHKLUMM.
BuHarn me e BneuyatAsiBanO TOBa, Ye NpU Kanew-
AOCKOMa BCSAKa KOMOMHaALMA M3TAEXAA Ha MPbB
NorAeA MHOMO pasAMyHa OT Apyrata, HO BCUYKK Te
umat nopobHa CTpykTypa. HabaropaBaHeTo € Ba-
XHO, 3aLLOTO 3a MeH OT MbPBOCTENEHHO 3HaYeHne
e n3bopbT kom GOopMK Aa peanrsrpam, Aa NPeAoc-
TaBs 32 HabAOAEHWE U KOU He. KpacuBute ¢popmu
- AQ, KpacuBM ca, KakTto 1 pAa pedrHMpame Tasu
Kpacorta!

KasBalyl, ye n3obpaxeHuaTa paskassaT UCTOPUM.
He 3Ham panmn 6six crioMeHaAa, HO KoraTo 3amnou-
Hax Aa U3CAeABaM OPUTMHAAHWUTE E€AEMEHTU OT
opHameHTa B MAK, Hapea C reometpuyHarta pe-
KOHCTPYKLMA Ha OpUrMHaAa HanpaBuX U eAHa KOH-
CTPYKTMBHA PUCYHKa Ha LAAOCTHaTa cuctema, B
KOSATO Ce onuTax Aa HaMepsi Pa3AMYHUTE BPB3KKU U
3aBMCHMOCTU Ha TO3W OPHaMEHT. 3a MeH Ts1 belue
MHOMO BaXkHa, 3aLl0TO Ype3 Hess OTKPUX MHOTO OT
HOBWUTE HOPMM, KOUTO ce 0bpasyBaT upe3 CBbP3-
BaHETO Ha OTAEAHUTE eAeMEHTU. Ta3u pUCYHKa
€ HarnpaBeHa C TbHKM AMHUKM C MOAMB, Taka 4e
BCMUKO C€ BWXAA HABEAHDBX, BCUUYKM GOPMU Ca
nokasaHu U MOXe Aa ce Kaxe ,u3bpoeHn”. Pu-
CyHKaTa Cb3paBa BMeYyaTAeHWe 3a rbeta Mpexa, B
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A. C.: | didn’t know the meaning of the word
kaleidoscope. It's lovely! It seems to convey
the main elements of my latest works. An
instrument because | use a construction that
only allows particular functions. I've always
found it remarkable that in kaleidoscopes each
combination seems very different from the others
at first sight, but all have a similar structure.
Viewing is important because | have to choose
which forms to depict and offer for viewing and
which not to, and this choice is essential for my
work. Beautiful forms - yes, they are beautiful,
however we may define this beauty!

You say that the drawings tell stories. | don’t
know if I've mentioned it, but when | began to
study the original elements of the ornament at
MAK, along with a geometric reconstruction of
the original | also did a constructive drawing of
the overall system, in which | tried to find the
different connections and dependencies of this
ornament. This drawing was very important to
me because through it | discovered many of the
new forms produced by connecting the separate
elements. It was done with thin pencil lines so
that everything can be seen at once: all forms
are shown and, you could say, “enumerated”.
The drawing creates the impression of a dense
mesh in which nothing is missing. It is delicate
but stable like the whole structure. After | had
discovered the magic of this ornament, this
seemed insufficient to me. | felt | had to look
for a new way, a new form of interacting with it.
| mentioned the deconstruction, dynamics and
subversion in my works at the beginning of our
conversation. As regards the stories, | use two
forms that are basically part of a single whole but
are very different in character. One is ornamental
and static, while the other has edges like spikes
and is dynamic. | place them in interaction with
one another, where the conflicting-dynamic form



KOATO HE AMMCBA HULLO, HEXHa, HO CTabuAHA KaTo
LAAaTa KOHCTPYKLMA. CAep KaTo Beue 65X OTKpUAa
MarusTa Ha T031 OPHaMEHT, TOBa MU Ce CTOPU He-
AoCTaTbuHO. Mimax uyBCTBOTO, Ue TpsAbBa Aa ThpcA
HOB MbT, HOBa GOpPMa 33 B3aUMOAEICTBUE C HETO.
3a AEKOHCTPYKUMATA, AMHaMKUKaTa U NoApUBHaTA
AEMHOCT 61X Ka3ana B HAUaAOTO Ha Pa3roBopa HU.
3a uctopunTe - U3NOA3BaM ABE GOPMMU, KOUTO B
OCHOBATa C/ Ca YacTu OT EAHO LSIAO, HO UMAT MHO-
ro pasauueH xapakrep. EaAHata e opHameHTaAHa,
CrOKOViHa, Apyrata - ¢ pbboBe KaTo ocTpueta U
AMHaMKUuHa. [locTaBAM M BbB B3aUMOOTHOLLE-
HWe eAHa C APYra; Yecto KOHOAMKTHO-AMHaMMY-
HaTa ¢opma npecurya opHaMeHTa, ocTpueTaTa ce
BPS3BaT B HEr0. M MOHEXe ca 4acTu OT eAHO LSO,
ocTpueTaTa yueABaT TOUHO LEHTbPa Ha OpHaMEH-
TaAHWUSA EAEMEHT, HaMpUMeEpP OCMOBIbAHWKA WAW
3Bes3pata.

Aocera uncaata He ca BUAM OT 0COOEHO 3HauYeH1e
3a MeH, Aa CY Nnpu3Has Aopu npu paborara ¢ To3u
OpHaMeHT He ce e Hanarano Aa M3cAeABaM Mpo-
NOPLIMUTE HA OTAEAHUTE EAEMEHTU U MaTemaTnue-
CKMTE MM OTHOLUEHWSA EAMH KbM APYT, HO CbM CU-
rypHa, ue v TaM UmMa PasAMyHU 3aKOHOMEPHOCTU.
Lindpwrte, KOUTO ca Me MHTepecyBanu, Haxa npeau
BCUYKO rpajycuTe, NoA KOUTO ce NMpecuyat AUHWUK-
Te. ToBa, KOETO Hal-MHTEH3WBHO Me e 3aHWMaBa-
AO, L0 Ce OTHacs A0 Matemarnyeckara 4acT npu
OpWUTMHAAAG, € LUMPUHATa Ha rpPeauTe, OCHOBHAaTa
KOHCTPYKLIMS, AbPXallla OTAEAHWUTE eneMeHTU. Ho
BCMUYKO TOBA CbM 0 TbPCUAA M HAMMUPaAa Mo Au-
PEKTEH AOTMUEH MbT, 683 CAOKHU USUMCAEHHS.

M. B.: CturHaxme A0 Aecetvs Bbnpoc. Crnopea
6bArapckus pruaocod Metbp AbHoB 10 e yncAoTo
Ha MOAOXMTEAHUTE TBOPYECKM eHepruun. Bboblue
BSipBaLU AV B NOAOBGHU TeopuKr 1 yueHna? Uva an
cnopea 1e6 ABUXELLM CUAU ,,0TBBA”, AU BCUUKO €
B COOCTBEHUTE HU pbLIE? NOTMUYHO € Aa NonuTam:
KaKBO BMXAALL, KaTo ce 06bpHeLL Ha3ap, U KakBo

intersects the ornament and the spikes pierce it.
And because they are part of a single whole, the
spikes hit the “mark” at the very centre of the
ornamental element: for example the octagon or
the star.

So far numbers haven’t been particularly
important to me. | must admit that even when
working on this ornament | didn’t have to study
the proportions of the separate elements and
their mathematical relations to each other, but
I'm sure that there are interesting regularities
there, too. The figures | worked on were above
all the angles at which the lines intersect. What
| worked on most intensively as regards the
mathematical aspects of the original was the
width of the bars, the main structure supporting
the separate elements. But | looked for and found
all this by direct logical means, without using
complex calculations.

M. V.: We’ve come to my tenth question. According
to the Bulgarian philosopher Peter Dunov, 10
is the figure representing positive creative
energies. Do you believe in such theories and
teachings? Do you believe that there are motive
forces “beyond us”, or is everything in our own
hands? It is logical to ask you: What do you see
when you look back, and what do you plan for
the future? Your works seem rational, but do you
look at what is yet to come in an emotional or in
a purely rational way?

A. C.: I don't really believe in such teachings. This
“beyond us” is too complicated and personal and
I'd rather not discuss it now.

What do | see when | look back?

| see different phases with their forms, images
and motifs, dynamically linked in a way that can be
sought at different levels. But this is still the most
difficult question for me. I think that up to this point
in our conversation | attempted, with your help, to
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nAaHMpaLl 3aHanpea? Pabotute TM U3rAeXAaT pa-
LUMOHAAHHU, HO EMOLUMOHAAHO UAM HaMbAHO TPE3BO
MOAXOXAALL KbM TOBa, KOETO NMPEACTOU?

A. Y.: MNMo-ckopo He BApPBaM Ha NOAOOHU y4YeHUS.
ToBa C ,,0TBLAHOTO" € BeYe MHOIO CAOXHO U AUYHO
M NPeAnoYnTaM Aa He ro obcbxpame cera.

KakBo BMXAAM, KaTo ce 06bpHa Hazaa? Buxaam
pa3AUUHU dasu ¢ TexHUTe GopMK, 06pasun 1 MoTH-
BW, YMSITO BPb3Ka € AMHAaMMU4YHa U MOXe Aa 6bae
TbPCEHa Ha pa3AnyHKU HMBa. Ho ToBa ocTaBa Hawi-
TPYAHWAT 3@ MeH Bbnpoc. Mucas, ue B pa3roBopa
AOCera ¢ TBOSi MOMOLL, Ce OnuTax Aa ce nNpubanxa
AO OTrOBOPa My WM HamMbAHO OCb3HaBaM, Ye ToBa
ca camo YacCTMUHW onuTh. Moxe 6K HecayyanHo
B Kpas Ha ,[1o caeanTe Ha U3rybeHoTo Bpeme” re-
poAT pa3bupa Kak Aa HamMepu ToBa, KOETO TbPCH,
W 3anoysa Aa nuile pomaHa.

Kaksu ca nnaHoeTe Mn? OLle He CbM MUCAMAG 33
ToBa. ONWUTLT MU AOCera Nokasea, Ye MbpBo Tpsib-
Ba Aa 3aBbplla eAHa TeMa, Aa HamMeps MOMeHTa,
B KOWTO TA 3anoyBa Aa Ce M34yeprnBsa U a3 3amnou-
BaM Aa ce nosTapsiM. lMoHAKOra ToBa ca BbHLUHM
dakTopu, KaTo 13N0XKOa MAK KaTaaor, KOMTO W Npu-
AaBaT 3aBbpLUEH 32 MOMEHTa XapakTep Taka, ye
MW e TPYAHO Aa NPOABAXaE CAEA TOBA.

Korato 3anoyBam HelLL HOBO, Ce ONUTBaM Aa pas-
6epa KakBO MCKaM Aa NPaBs W Aa Hameps MbTa,
Mo KOMTO Aa pa3BuA paboTtata cu 3aHanpea. ToBa
ca MHOro AMHaMMWYHW NPOLECU, EMOLIMOHAAHU U
PaLMOHAAHU, UHTYUTUBHU, HECB3HATEAHU U OCb3-
HaTW. Te ca TACHO CBbP3aHW €AMH C APYT U MPOTKU-
yaT B €AHO U CbLLIO BPeME.
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come close to answering it, but I'm fully aware that
these are just partial attempts. It is perhaps no
coincidence that at the end of “In Search of Lost
Time” the protagonist realises how to find what he
is looking for and begins to write the novel.

What are my plans? | still haven’t thought about
that. My experience so far shows that | must
first complete a particular theme, | must find
the moment when I've exhausted it and begin to
repeat myself. Sometimes this is due to external
factors, such as an exhibition or a catalogue,
that lend it a completed nature for the moment,
making it difficult for me to continue working on
it afterwards.

When | start working on something new, | try to
understand what | want to do and to find the way
to develop my work further. These processes are
very dynamic, emotional and rational, intuitive,
unconscious or conscious. They are closely
interconnected and run simultaneously.



bes Ha3BaHue, 2016, akBapeA, LBETEH MOAUB, MOAMB Bbpxy xaptus, 140 x 140 cm
Untitled, 2016, watercolour, coloured pencil, pencil on paper, 140 x 140 cm
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Bes Ha3BaHue, 2016, akpuA, LUBETEH MOAMB, MOAUB BbpXy xapTus, 140 x 230.5 cm
Untitled, 2016, acrylic, coloured pencil, pencil on paper, 140 x 230.5 cm
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Bes Ha3BaHwue, 2014, akpuA, LUBETEH MOAMB, MOAUB BbpXy xapTus, 90 x 100 cm
Untitled, 2014, acrylic, coloured pencil, pencil on paper, 90 x 100 cm
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bes Ha3BaHwue, 2014, akpuA, LUBETEH MOAMB, MOAUB, BbpXy xapTusi, 90 x 100 cm
Untitled, 2014, acrylic, coloured pencil, pencil on paper, 90 x 100 cm
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