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TMecucaaBa ITumoBa

Bplokcea, noemBpu 2014

3a nppBu npm ce cpewrax ¢ mBopuecmBomo Ha
Pasin Makeunau 8 Hlo Vopk npes 2007 2. ToBa Gewe
nppBama usaok6a Ha apmucma - Irregular Regulars
B Team Gallery, pesyamam om npucbcmBuemo my
Ha cmomuuu konuepmu nHa Mopucu no cBema,
ksgemo motu domoepadupa neBeua u meanume
HeeoBu nouumameau. V makap u gnec moBa ga He
ca cpeg Hau-usBecmuume mBopbu Ha apmucma,
me ca cuaHo BesgeticmBawu u cbgbpkam B ceGe
cu Bcuuku eaemenmu, koumo npaBam pabomama
Ha Pasn Makeunau moakoBa npumezameana -
Maagu xopa, ocmaBenu Ha cBoume npekuBaBanus,
uzpama Ha cueHuuHOmMO ocBemaenue, kpacomama
u cBemauHama Ha 3ao6ukaaswama 2u cpega kamo
ekpan Ha emouuume Ha cybekmume. B pabomume
npuckcmBawe u  onpegeaen  koHuenmyasen
eaeMeHm, munuueH 3a Bcuuku cepuu na Makeunau
- cepuliHocmma cama no cebe cu, ga ce MucAu
3a obpasa He camo kamo eguHuuHOCm, HO U
kamo wnampynBane; npeuusHocm Ha npoueca,
gucmaHuusma Ha Moske
6u moBa me npuBaeue Begnaza koM HezoBume
caumku - ocBen siBuama um kpacoma; emouusima
u maticmopcmBomo, ¢ koumo ca HanpaBenu -
cMecuuama Mekgy moBa ga Gbgew vacm om
npekuBaBanemo, Ho B chwomo Bpeme ga sanasuw
gucmanuusma Ha Habalogames, egHa 6ausocm,
kosmo yBakaBa cBoume cy6ekmu, koamo e
omsuBuuBa kM cbcmosiHUEMO Ha Ch3HAHUEMO UM
u Benpeku moBa e anaaumuuna kem Bcuuko, koemo
makoBa npekuBsaBane npegcmaBasBa.

gokymenmupasemo.

Tope-goay no cpwomo Bpeme ce 3anosHax u ¢
Pagn, kotimo paskasBawe 3a nogeomoBkama 3a
npmyBanemo cu caegBawomo asmo no cBos
eAeeaHmeH U cgbpkan Hauun, HO HecnocoGeH ga
ckpue Branenuemo u ygoBoacmBuemo cu om
ueaust npouec. OmmozaBa He CbM Ce CpeWaAa AUYHO

C Heeo, HO MOU MHOzO npuauvawe Ha cBoume
Mogeau - Maag, kpacuB u cnokoen, ¢ nakaksB noabx
Ha HeBunHOCm u cpamekauBocm Bvnpeku pannus
cu yenex. Cnomusm cu, ue maako My 3aBukgax 3a
ymeruemo ga Baoku 8 pabomume cu moBa, koemo
useaekgawe kamo uucma ¢panmasus, u ve ycnsBa
ga 3anasu ycewademo cu 3a cBo6oga, ocmaBsiiiku u
gBeme ga Bagsam 6 skuBoma u uskycmBomo my, ga
eu cnogeau ¢ npusmeaume u koaeeume cu 8 egHo
ucmuncko koaekmuBno npukalouenue.

Yecmo ce uyga kakBo npaBu o6pasume na Pagn
moakoBa ycnewnu u moakoBa ymecmHu 3a
Bpemenama, 6 koumo kuBeem. Ha npsB noeaeg me
kamo e au npegcmaBsm egna Busus sa cBobogama
6gecmBo  om  geticmBumeaHocmma,
eguHeHue ¢ npupogama, HeBunHo npukalouenue u

kamo

Maagu meaa, nbaHu ¢ kuBom u kpacoma, nogo6xo
Ha 3ao6ukaasuiume 2u netisasku. Ho Bcpuinocm me
npegcmaBagBam npegu Bcuuko kyamypoaoeuuen
u ucmopuuecku o6pas na cBoemo Bpeme. Te
Hocsam B cebe cu Hanpekenuemo He camo Mexkgy
Hai-gbaAGokume cmpeMAcHUSI Ha egHa 2eHepauust
- dBobogama, Maagume aBanmlopama,
Hagekgama u ackomama na cpwecmByBanemo
U MpauHama peasHOCHm ~Ha peuecusma U
noaumuueckama Gesnageskgnocm, HO u  Mekgy

xopa,

pasauunume pekumu Ha Busyaanocm. He Guxme
Mozau ga usbsieame om npomuBonocmaBssemo Ha
domozpapuume Ha Makeunau Ha 3ao6ukaaswume
Hu pekaamHu 06pasu usu goMuHUpaHama Hu om
o6pasa kyamypa usobuwio - Ha couuaaHume mMeguu
u ceapuma, koumo koncmpyupam u npegaBam
kamo o06pas. O6pasume,
aBmopbm npegaaea, He ca anmepHamuBu Ha masu
Busyaana kyamypa, a no-ckopo ce cumyupam 8
pasmunaBanusima meskgy skuBoma u o6pasa, kotimo
yaaBam. VI makap pomoepadpuume na Makeunau

skuBoma koumo



ga ca maticmopcku pekucupanu, me cpwio maka
yaaBam muzoBe om kuBoma, om moBa kakBo e ga
6pgew skuB.

3a pasauka om o6esnapmsBaremo Ha ceBppwenume
meaa (ecmecmBenu uau ne) 8 06pasume, koumo nu
3ao6ukaasm, 8 pabomume Ha Makeunau skuBompm
npocmo cmpyu om msaomo. OcuoBromo 8
HezoBume ¢pomoepaduu He e moBa, ue meaama ca
Maagu u kpacuBu, (noumu) ceBbpuwienu, a moBa, ue
me koncmpyupam skuBoma upes npekuBsBanemo,
upes cmbaknoBenus ¢ npupogama (naganus,
HambpmBaHus, nopssBanus), upes ekcmamuunu
(ckauane, eguHeHue
npupogama - Boga, gepBema, ckaau, newepu,
skuBomnu, HO cpwo u ¢ gpyeu xopa), upes
kpexkocmma u usaacaHemo Ha 20a0moO msAo.
Ho moBa e camo uepa. HamppmBanusma u
nopsi3sBaHusma ca camo 3Hauu 3a moBa, ue cme
skuBu, mouno kakmo mamyupoBkume ca snauu 3a
AuvHa ucmopus, kosmo ne npucscmBa (Bce owe).
Bcuuko e 06pas, Ho moil e HanbaHO geticmBumeaen
u e geticmBumeaen gomozaBa, gokozamo e 06pas.

MOMEHmMU ACMEHE,

Tesu pasmunaBanus Ha 3HaveHue u Bwsmoknocm
npucbcmBam Ha Besko nuBo B8 pabomama na Pagn
Makeunau. Qomozpapuume ca egroBpemento
U MpayHU, U DbAHU € pagocm, cybekmume ca
kpacuBu u noumu ocesaemo geticmBumeaHu,
cumyauuume ca egHOBpeMEHHO CHOHMAHHU U
Maticmopcku
npomuBopeyuss Mekgy unmensuBrocmma Ha
skuBeenemo B8 Hacmoswemo u cmuckaa Ha moBa
ga 6bgew us3BbH Bpememo, mexkgy uskycmBenama
koncmpyupanocm u mouynocmma Ha obpasume
u ycewanemo 3a cBo6oga, koemo me npegaBam,
Mekgy msxnama kyamypha cneuuduunocm u
yHuBepcaanus um npusuB, Mekgy HeBunnocmma u

pekucupanu. VIma nocmosiHHu

HenocpegcmBerocmma uM u msaxHomo BnucBane
8 onpegeaena ucmopust Ha npaBeHemo Ha o6pasu.
Cmsma ce, ue BausHue Bbpxy Makeunau ca
okasaau Boadeane Tuamanc, Aapu Kaapk, Han
Toagun; o6pasu om 70-me ca npusHamu kamo
BgbxnoBenue 3a Hgkou om HezoBume kagpu.
HezoBume pomozpaduu obaue ca newo noBeue om
Hocmaaeus no Bpemenama Ha cBo6oga u skagyBane
Ha 6e3Bpemue, me ca ucmopuuecku u kyamypro
HamoBapenu ¢ Bcuuko onoBa, koemo onpegeas
Hawemo ycewaHe 3a Hacmosiuie.

ITa 6pgew kypamop na usaok6a na Pasn Makeunau
e ypok no cmupenocm. Kak ce konuenmyaausupa
u memamusupa paboma, kosmo e moakoBa
BgbxnoBena, unmyumuBHa u ocpsHama, moakoBa
BpnapuwiaBawaB camama cebe cu cBoume co6cmBenu
ycaoBus 3a Bpsmosknocmu? Kak moske ga ce usbepe
eguH u omau4u onpegeaeH o6pas, kozamo Bcuuku
me ca monkoBa ynukaanu u BneuamagaBawy,
kamo 8 cpwomo Bpeme BkalouBam onpegeaeHa
noBmopsiemocm u4pes HampynBane u pasBumue,
noBmopenue u pezpynupase?

Hue npegnouemoxme ga yBaskum ceputinocmma u
XpOHOAOZUYHOCMMA Ha pabomume Ha Pagn u ga
npegcmaBum noBeue uau no-masko neana u noBa
cepus om mBop6u (om asmomo Ha 2013 2.) 3aegHo
¢ omgeAHu 06pasu om gpyeu cepuu, gamupauiu
Hasag B8 Bpememo u npegcmaBswu pasauunu
nogxogu kem paGomume Ha apmucma.

Ako 208ops 8 muokecmBeno uucao, moBa e,
sawomo masu usaok6a npegcmaBasnBa koackmuBro
ycuaue u e pesyamam om BgbxuoBsBawume
guckycuu u ekcnepmusu Ha Moume cbbecegHUUU
lepeana MygoBa u MBan MygoB8 om MUSIZ u
Anuca Benem om Team Gallery, koumo nanpaBuxa
mosu onum He caMo Bp3mosken, HO U npusimen.



Dessislava Dimova

Brussels, November 2014

I first encountered Ryan McGuinley’s work in New
York in 2007. This was the artist’s first exhibition at
Team Gallery, called “Irregular Regulars,”showing the
result of McGuinley’s attending hundreds of con-
certs of Morrissey all over the world, photographing
both the singer and the crowds of his fans. These are
today probably not the artist’s best known images.
Although equally captivating, they too contained
all the elements that make Ryan McGuinley’s work
so appealing - young people abandoned to their ex-
perience, the artifice of the stage lights, the beauty
and light of the surroundings as a screen for the sub-
jects’ emotions. There was also a certain conceptual
element to these works, which is present in all of
McGuinley’s series, and it is their serality itself, to
think of the image not only in the singular but as an
accumulation; the meticulousness of the process, the
distancing of the documentation. This was probably
what immediately drew me into his pictures, apart
from their apparent beauty, emotion and mastery —
the mixture between being part of the experience and
the distance of the observer, an intimacy that remains
respectful of its subjects, allowing being sympathetic
with their state of mind yet analytic of everything that
such an experience represents.

It was about the same time when I met Ryan him-
self, who was telling about preparing his next summer
road trip in his elegant, noble and restrained manner,

but without being able to hide his excitement and
the pleasure of it all. I haven’t seen him in person
since that time, but he was very much like his own
models - young, handsome and cool, with a dash of
innocence and shyness, despite his early success. I re-
member feeling a little jealous of managing to make
what seems pure fantasy into his work, of succeeding
to keep the experience of freedom and letting go both
into his life and his art, and sharing it with his friends
and co-workers in a real collective adventure.

I've often wondered what makes Ryan’s images so
successful and more importantly pertinent to the
times we live in. At first glance they seem to offer an
escapist vision of freedom and unity with nature, of
innocent adventure and young bodies full of life and
beauty just as the landscapes surrounding them. Still
they are more than anything else culturally and histor-
ically specific of their time, our time. They convey the
tensions between the deepest desires of a generation

— freedom, youth, adventure, hope and lightness of
being, and not only the grim reality of recession and
political hopelessness, but also the tension between
different regimes of images. It is impossible not to
read McGuinley’s photography against the backdrop
of advertisement images or our image dominated
culture in general, with social media and selfies con-
structing and communicating life as an image. The
images the artist proposes are not alternatives to this



image culture but rather operate within the fissures be-
tween life and image that they seize. While accepting
the image as the ultimate artifice McGuinely’s pho-
tographs also capture instances of life, of being alive.
Against the backdrop of the disembodiment of
perfect(ed) bodies in the images that surround us, life
in McGuinely’s work spills out through the aliveness
of the body. It is not that the bodies in his photo-
graphs are not young and beautiful and (almost)
perfect. They are bodies reclaiming life, through ex-
perience, through collisions with nature (falls, bruises,
cuts), through ecstatic moments (jumping, “flying”,
union with nature - water, trees, cliffs, caves, animals,
but also with other people), through the fragility and
exposedness of the naked body. Yet, it is all a game.
Bruises and cuts are just signs of being alive exactly
like tattoos are meant as signs of a personal history
that is not (yet) there. It is all an image but it is all real,
it’s real as long as it is an image.

These slippages of meaning and possibility are present
on every level in Ryan McGuinely’s work. The pho-
tographs are both moody and full of joy, the subjects
are beautiful, still almost tangibly real, the situations
simultaneously spontaneous and highly choreo-
graphed. There are constant contradictions between
the acuteness of living in the present and a sense of
being out of time, between the artificial constructed-
ness and meticulousness of the images and the feel-
ing of freedom they convey, between their cultural
specificity and their universal appeal, between their
innocence and immediacy and their inscription into a
certain history of image making. Indeed Wolfgang Till-
mans, Larry Clark, Nan Goldin have often been cited
among McGuinley’s influences; images from the 70s
have been acknowledged as inspirations for some of
his shoots. More than nostalgia for times of freedom

or a longing for timelessness, his photographs are
historically and culturally laden with all that defines
our sense of present.

Curating an exhibition by Ryan McGuinley has
been a humbling experience. How does one concep-
tualize or thematize work that is so driven, so intui-
tive and aware, so fully embodying its own condi-
tions of possibility? How can one chose and single
out images that are so unique and astonishing, yet
function somewhat tautologically, by accumulation
and development, repetition and regrouping?

We chose to respect the seriality and time specificity
of Ryan’s work and present a more or less a full and
rather recent series of works (taken over the summer
of 2013) together with single images from other se-
ries, dating further back and representing different
approaches in the artist’s oeuvre.

If T insist on saying “we” it is because this exhibi-
tion has been a truly collective endeavor and the re-
sult of inspiring discussions and the expertise of my
interlocutors Guergana Moudova and Ivan Mou-
dov from MUSIZ and Alissa Benett from Team
gallery, who all made this experience not only pos-
sible but pleasurable.



PaseoBop meskgy Pasn Makeunau u Kampun Onu

27 smmyapu 2010

Pasin Makeunau: 3gpaBett, Kamu. Kak muna genam
mu?

Kampun Onu: O, npenogaBax uga gen u Mo3bkbm
Mmu e kawa. TIpocmo e egna om mesu cegmuuy,
koeamo moBa e Haucmuna namoBapeno. ITpu me6

kak e?

PM: Tasu cegmuua npu Men e ayguuua. IIpaBs
okonuameanume kopekuuu nHa nopmpemu, maka ve
nocaeguume 10 guu npekapBam 14-uacoBu cecuu 8
kopekuuu. Omuema usiaa Beunocm, sawomo npaBs
meskgy 1500 u 2000 caumku Ha Beeku uoBek.

KO: lezyBaw ce. ToBa e moakoBa HamoBapBawo.

PM: [cmee ce] 3uam. As csm ayg. Ho moBa e
eguHcmBerusm Hayud, no kolimo Moza ga 2o
HanpabBs.

KO: Ho6pe, neka me nonumam sawo. Vickam ga
kaka, ue B kpaitina cmemka usnoasBaw Hat-MHOZ20
eguH uau Moske 6u gBa nopmpema Ha Bceku uoBek,
maka ye moBa kak ce cbomnuaca koM ueaus mosu
obGem?

PM: Vma usa egun npouec, npes kotimo mps66a
ga npeMuHa, 3a ga noayya nopmpema, kotimo
mopest. Kapam voBeka, koeomo crumam, ga npaBu
Hall-pasAUYHU Hewa, ga maHuyBa, ga 6sea, ga ckaua
Ha MuHu Gamym, ga xogu, ga eoBopu, ga cegu, ga
cmou npaB u usnoasBam eguu kapmu ¢ uspakenus na
auuemo, Hewo kamo akmpopcko ynpaknenue. Beska
kapma uma HapucyBano auue u emouus, usnucasa
Bbpxy Hezo, kamo Hanpumep “cepuosen” uau
“peBruB”, uau “usnenagan.” ToBa momuue Bpangu,
koemo pabomu ¢ mMen Ha me3u omocecuu u YUMo
caumka e B mosu aabym, e Moemo “cBprxmomuue”,
Haau 3Haews, kamo xopama 8 pan kaunoBeme, koumo
cmosim om3ag u Bgueam lompyuu 658 Brsgyxa u
manuyBam, 3a ga Haeaekmpusupam Bcuuku. Taka ue

ms cmou go MeH u HachpuaBa Mogeaume u 2u gbprku
¢okycupanu, maka ue ga Moza ga cbcpegomoua
ycuausima cu Bppxy chumkume. A3 obukuoBeno
npekapBam okoao gBa go mpu uvaca ¢ Beeku woBek
u npes usaomo Bpeme Henpecmanno geticmBame.
Bombapgupame eu ¢ Bcuuku mesu eaemenmu, maka ue
me ca mBbpge pascesHu, 3a ga ce Baaexkgam 6 cebe cu.

KO: Xopama yecmo mBbpgsam, ye npu nopmpema
cmaBa Bbnpoc 3a ugesima 3a cbuwiHocmma Ha yoBeka,
kosmo ce npegcmaBs npeg ny6auka. Yyga ce gaau
ce unmepecyBaw om moBa uzo6wo, uau no-ckopo
uckaw ga eu usmpkuew om camume msx?

PM: VlamepecyBam ce u om gBama acnekma.
Koezamo cnumaw nskou xopa, mexHume auuHoCmu
geticmBumesno usnpkBam u a3 HaucmuHa He
mps6B8a ga npaBsa muozo. Hanpumep, ako uoBek
UMa CUAHA AUYHOCI, a3 NPOcmo 20 ocmaBsm ga cu
npaBu cBoemo. Om gpyea cmpana, gopu u Hakot,
koumo e cpamekauB, moke ga 6pge cmpaxomen.
IMonstkoza umaw uyBemBomo, ye moskew ga cpeskew
npumecteHuemo 6s8 Bpsgyxa ¢ nok. Ho a3 cpwo
uckam ga usBags emouuu om xXopama uau ga um
npegaoka geliHOCIMU, 3a ga Ce pasuynsm, 3awomo
MHOZ0 oOm xAanemama ugBam ynaawenu. B
noBeuemo cayuau moBa e nppBusim nbm, kozamo eu
cHuMam eoau, maka ue Besko gBuskenue um nomaca
ga ce omnycHam u ga Moza ga UsMbkHa om msx mesu
skecmoBe u uyBecmBa.

KO: 36yuu mHO20 3a6aBH0 ga ce chHumaw ¢ me6. He
Mucag, ye cbM moakoBa 3a6aBua. [Cmee ce] Vickam
ga kaka, mucas cu: “Vay, ckauane na 6amym.” Bux
Guaa ykacena ga ce cHumam ¢ me6 ceea, Ho ako Gsx
8 20-me cu zogunu, Bukgam, ue 6u Moza0 ga Gbge
HaucmuHa 3a6a6H1o. VinmepecHo e koako pasauunu
ca npouecume Hu. Kozamo sanounax ga npaBs
nopmpemu Ha npusmeaume Mu 8 Hayasomo Ha 90-
me 20guHU, cHuMax 4x5 u Hamax noumu HukakBu
napu. Iomoaux egun npusimen 8 Can Qpanuucko ga



MU gage Ha3aeM Cmyguomo cu u Mokex ga cu no3Boas
camo gecem poaku na uoBek. Bunaeu cuumax gBa
duama om cpwiama nosa, B cayuaii ue eguHUAM UMA
manko kocmu no Hezo uau newio makoBa, 3awomo
no moBa Bpeme nHamawe ckanupane, mps6Bawe ga
ce omneuamBa om HezamuBu. ITpekapBax moske
6u 45 munymu go uac ¢ Bceku uoBek. MunaBaxme
npes cepust OmM pasauuHuU nosu, koumo umax Haym.
KasBax: “OK, noBgueneme Gpaguukama maako.
3awo He cu obbpHeme 2aaBama maako noBeue Ha
masu cmpana? Iaegatime npbcma mu myk.” Ipak.
BaBHo e u e MHOz0 muxo. A3 gopu He nyckam mysuka.
M nopmpemume B kpatina cmemka useekgam
moakoBa unmumHo.

PM: Mucas, ye a3 HaMUpaM UHMUMHU MOMeHMU,
kamo cHumam moakoBa mHuozo. ToBa e moke 6u
egHa om npuvyuHume ga 20 npaBs. Ho ne moea
ga cu npegcmaBs ga cHumam Hakozo Ges mysuka.
ToBa BcpwiHOCM HU Ce CAyYU MUHAAama cegMuua.
Chumaxme nskou om ¢uHnaanume nopmpemu u
paguomo ce cuynu u Hamax mysuka moke 6u 3a 20
munymu. Bewe moakoBa cmpanno. Yeemux 20 kamo
egus Bug cekcyaano Beswnocm.

KO: Vickaw au cnumkume mu ga 6pgam cekcu?

PM: Bepwinocm He. Vickam ga kaska, ue 3a men me
He ca cekcu, 3awomo 3Ham o6cmosmeacmBama, npu
koumo cbM 2u 3actes, u 06cmosimeacmBama nukoea
He ca MHO20 cekcu. Ho mucas, ve 3a gpyeume moeam
ga 6bgam cekcu. As Bunaeu ce onumBam ga ocmaBs
okonuameanama cuumka ¢ omBopen kpaii, maka
ye spumeastm ga Moke ga s noeaegHe u ga cw3gage
co6cmBena ucmopus 3a Hest. MHOz0 npmu xopama
ugBam npu men u kasBam Hewo kamo “O, muoeo Mu
xapecBa masu cnumka, kpgemo e umaso ekcnaosus
u me Gsgeam om aBmomobBuaHa kamacmpoda”, a
a3 numam: “3a kos chumka eoBopume?” Muozo
mu xapecBa, ue xopama cb3sgaBam cBou co6cmBenu
ucmopuu 3a ciumkume.

KO: 3nam. Mau me npegnoaazam sewio 3a mBosima
AuuHOCM 3apagu pabomama, kosmo Bepwuw. Ha
MeH yecmo Mu ce cayuBa. Xopama Hat-Hakpas mu
kasBam: “Boke, mu cu moakoBa musa.” U a3 um
Bukam: “KakBo Bu nakapa ga mucaume, ye He cbM
muaa? ITa He 6u ga umam mamyupoBka “saguuk” na

uveaomo cu?”

PM: [Cmee ce] He, no umaw “nepBepsnuk”, na
Zppgume cu.

KO: 3nam. Mucasg, ue moBa e, koemo npumecnsBa
MHOZO XOpa, Ye HsIMa ga CbM MUAQ, 3aWOMmO nuuie
“nepBepsnuk” Ha zbpgume mu.

PM: As umam gymama “nexuc”, mamyupaHa Ha
ycmHama mu.

KO: Emo, Bugs au. [Cwmee ce]

PM: As Bcpumocm cu Mucaex 3a mBosma
mamyupoBka, kozamo cu HanpaBux Mosma.
Onpegeaeno 6sx BgpxuoBen om nest. Besika zoguna
no Bpeme Ha Moume npmyBaHus npes cmpaHama
npogyuenmsm Mu npaBu na Bceku camopsuHu
mamyupoBku. A3 namam nukakBu mamyupoBku -
npocmo Hukoea He cbM uckaa ga umam, HO me Mu
Bukam: “Bcuuku we cu eu npaBum, maka ue mpsa66a
u mu ga cu HanpaBuw egna cpwo.” ITomucaux
masko u Begnaca kasax: “OK, mamyupati gymama
“nenuc” Ha goaHama MU ycmHa ¢ HAUCIMUHA 20AeMU
6ykBu. [Cmee ce]

KO: Heka noeoBopum 3a moBa mBepgenue 3a
MOMeHM, 3aWomo MHO?20 XOpa ca Me numaau: “Pasgn
zetl au e?” U useaekga, ue no onpegeaeH Hauun
pabomama mu e cBppsaHa ¢ zell o6wHOCMMA, HO
xopama Bce owe He ca cueypHu 3a cekcyaanama mu
opuenmauus. KakBo mucauw 3sa moBa?

PM: Amu, mucas, ue He uyBcmBam kamo ga mpsa6Ba
ga gokasBam Hewo. A3 cbm kpcMemaus, e uspacHax
8 masu noaokumeana cpega, ye moBa npocmo e
yacm om MeH. VIMax 6pam, kotimo 6ewe zeit. Tot
nouuna om CITVH npes 1995 2., koeamo 64x Ha 17.
Bsx ocnoBHo omeaegan om Hezo u om npusmeaume
My, koumo Bcuuku nocexa skencku gpexu. Bunazu
ugBax 6 zpaga u npekapBax nouuBrume gxu c Hezo u
npusmeas My 6 anapmamenma um. VI “eett” nukoza
He e 6uaa npenebpekumeana gyma 8 kowama mu.

KO: Cmsmaw Au, ue e cmpaHHO, 4Ye XOpama ce
onumBam ga me onpegeAsm MOYHO gaau cu eell
apmucm, uau He, u ue emukembm useaeskga Baken



3a xopama?

PM: Xm.. Vckam ga kaka, ue csMm moakoBa
wacmauB, ue cbM pasauuen. ToBa e moke 6u
alo6umomo nHewo 3a men. Ho ne snam gokoako ce
npenacst 8 pabomama mu. Mucas, ye cMbpmma Ha
6pam Mu e noBausaa Ha pabomama mu noBeue om
moBa, ue cbM zell. ToBa 6ewe MHOz0, MHOZO meskko
3a MeH. Tot Gewe Beue Goaen, npequ AZT ga cmane
aecrogocmpnet, maka ue Gewe gpaca, npomoueHa
cembpm om CITVH. U mucas, ue no nsakaks8 nauun
pabomama Mu e omeoBop Ha moBa. Kamo ue
HaucmuHa ga npezbpHew skuBoma u ga noguBeews u
ga cp3gaBawr pomozpaduu, B8 koumo uma moakoBa
MHO?0 eHepeust u ce kuBee moakoBa Muozo skuBom.
3a men moBa e GsecmBo. Kamo e, kozamo zaegam
npes Busbopa, a3 CbM Ha gpyzo MACMO.

KO: ToBa cu auuu 8 pabomama mu. VI ce Buskga, ue
e 3a6aBHo, cowo. KakBa e Bppskama mu ¢ ugesma 3a
cp3gaBanemo Ha mesu kynonu uau masu ammocdepa
Ha ekcnepumenmupate u 3a6aBa?

PM: Iokamo npmyBame, Bunacu kasBam, ue cme
kamo npmyBaw, uupk. VsnoasBame moakoBa
muozo pekBusum, Hanpumep umame 6/6-MempoB
kackagpopcku mampak 3a ckauane, koimo ce nagyBa
u caeg moBa moskew ga ckoyuw om 15 mempa Bbpxy
Hezo. Taka ue nHue ckauame om ckaau u gppBema,
noumu om Bcuuko unmepecno, koemo cmaBa.
Vmame u 5-MempoB mpamnaun, kotimo mokem
ga cerobuMm u pasearobum 3a gecem munymu. Taka
ve, kakmo cu kapame, Bwkgam newo omcmpanu
Ha nbms u npocmo kasBam: “Yay, moBa useaekga
Haucmusa kpacuBo. ToBa e uygecen sases u e Ha
omauyHo Mscmo. Ia ceaobum Gamyma.” Vimame
gUMHU MaWUHU U MaWuHU 3a CHse, gucko monku u
BeskakBu puamoBu cBemaunu, koumo moBapum 8
pemapkemo, maka ye naucmuna cme kamo nogBusken
kapnaBaa uau npasnuk, uau sewo makoBa. ITpaBs
Bcuuko moBa, sawiomo e 3a6aBuo, pasbupa ce, HO
cpwo maka u 3awomo Mu e unmepecHo cr3gaBanemo
Ha mosu Bug ekcmpemnu o6cmosimeacmBa 3a
caumane. O6sacuaBa ce ¢ Bpememo, koezamo 6sax
no-maag, sawomo Bcuuko, koemo npaBex, Gewe ga
kapam cketim. Moske 6u 15 zogunu om skuBoma mu,
om okoao 5- go 20-zoguwen. Kapax Bceku gen.

KO: 3nauu gBukenuemo e Haucmuna Baskno 3a meb.

PM: ITa. CmaBa Bbnpoc 3a gBuskenue u 3a cp3gaBane
Ha Hewo om Huwo. Vickam ga kaka, ye moBa e
cketimbm. Hamupaw napanem, 6opglop uau nepBas,
mesu Mecma Ca NpegHasHaueHU 3a Hewo gpyeo, a
caeg moBa ga eu usnoasBaw no Hauun, 3a kotimo
He ca GuAu npegHasHaueHu, 3a ga uspasuw cBosma
kpeamuBuocm. Mokew ga eu HanpaBuw cBou.
M a3 mucas cpwomo 3a pomozpadusma. CmaBa
Brnpoc ga HaMepuw mesu CMpPAaxoOMmHU Mecma, 3a ga
nanpaBuw cuumku.

KO: TpsatBa ga mu sagam mosu Bsnpoc camo
sawomo cbM Alobonumua. Beposmuo moskew ga cu
usbepew xopama, ¢ koumo ga paseoBapsiwi 32 masu
knuea. KakBo mouno me nakapa ga ce cBopkew c
MeH?

PM: 3awomo MmHoz0 xapecBam chumkume mu,
pas6upa ce. VI Hati-Beue 3a mosu nopmpemen npoekm
Hamepux mosakoBa muoeo BgpxnoBenue 8 mBoume
cnumku. Hewo, koemo eaegax Muozo, gokamo npaBex
mesu nopmpemu, e mBosm Dyke Deck (mecme
kapmu cbc chumku - Gea. np.).

KO: [Cmee ce] O, ga, mecmemo kapmu. ToBa
BcpwHOcm Gewe Haucmusa 3a6aBno. Om Bpeme
Ha Bpeme uyBcmBomo mu 3a xymop npoauuaBa 8
pabomama Mu, Ho MHOZO psagko.

PM: Cnomusum cu, kozamo 3a nspBu nbm ce cgobux
¢ Heeo, He Morkex ga cnpa ga npezaeskgam mecmemo.
XapecBawe mu ga paseaekgam Bcuuku pasauunu
BugoBe obpasu. 3naew au, moza ga Gbga Manko
Bmanuauen. Vmax naBuka ga npaBsa nosapougnu
cnumku Ha Beeku, kotimo gotige 8 anapmamenma mu.
Om 1998 go 2003 mucas, ue cbM HanpaBua Hag 10
000 nosapougnu cuumku Ha xopa 8 anapmamenma
MU U 2u cAdzax no cmeHume. Manusma ga cebupam
mesu cHumku Ha xopa ugBa owe om gemecmBomo
Mu, koeamo 6sx sanaaen koaekuuonep Ha Geisboanu
kapmuuku.

KO: Taka ue 8 usBecmen cmucea pomoepadusma
3a meb e He camo npegcmaBsnemo Ha cHumkama Ha
cBema, Ho chwo maka e u apxuB, auuna koaekuus.



PM: Touno maka. Bunaeu cpm Gua Bmanuauen
koaekuuonep. Iloaapougnume cHumku cpwo
maka npegcmaBasBam obwHocmma om Moume
npusimeau. VI moBa e owe Hewo, koemo xapecBam
8 cnumkume mu, yyBcmBomo mu 3a o6wnocm e
naucmusa kpacuBo u Bakso.

KO: Yecmo, kozamo xopama z08opsm 3a me6, me
20B8opsm 3a Han Toagun u Aapu Kaapk, Ho cnopeg
MeH BcpuiHOCm paGomama mu e MHOZO NO-PasAuyvHa
om msxHama. A3 eaegaM Ha pa6omama mu kamo
Ha ycewate 3a uepa, kamo masu noumu Hocmaaeust
no cBo6ogama, kosmo npousausa om 60-me
eogunu, kamo cnomen 3a xunu gyxa. CrsgaBaw
mesu HeBeposmuu, BceobxBamHu pabomu 3a
ugesma 3a cBo6ogama 6 pamkume Ha netizaka
caeg CITVH. Kozamo eaegam pabomume na Han u
Aapu u nauuna, no kotimo ce omuacam ¢ msiaomo,
o6cmosimeacmBama Mu ce cmpyBam no-meskuu.

PM: Bapho e, Hue cMe om pasauuHu nokoaenus. Ho
ce pagBam, ue 20 kasa, noneke umam yyBcmBomo,
ve ako me cpaBuam ¢ Han Toagun u Aapu Kaapk
omuoBo, we cu kyns nucmosem u we 3anouna
ga cmpeasM no xopama. [Cmee ce] Pasbupa ce,
koeamo sanounax ga npaBs chumku, Gsax MHOZzO
BgbxnoBen om msx. Bsax Maag, muuax us epaga u
domozpadupax npusmesume cu, gokamo npaBsm
epapumu no nokpuBume u usausam no 3aBegenus,
a a3 uckax ga gokymenmupam skuBoma cu, kakmo 20
npaBexa me. Ho moBa Gewe moakoBa omgaBua. A3
Bce owe o6uuam pabomama cu, HO CbM MpPbzHAA NO
MHOZ0 PasAudeH Nbm npe3 20gUHUMe.

KO: Heka nozoBopum 3a noBume nopmpemu.
Heka nozoBopum 3a zoaemume npekocsBanus Ha
cmpadama u 3a newepume. Vimam uyBcmBomo,
ye masu vacm om pabomama mu e nponuma c
Hocmaaeust 3a cBo6oga, kosmo gamupa gopu go
XIX Bek. Kamo ue au eaegam Ha pabomume mu
nonskoza u cu mucas 3a Q. Xoaang Iet. 3naew au,
uma mosu Bug ucmopust 8 max. Ho ceca omuBaw
8 cmyguomo u ce6auvaw Beuuko, ¢ uskalouenue Ha
voBeka, 2onomo msno. KakBo me kapa ga uckaw
ga nokakew msaomo 6es gpexu? B egno msicmo
kamo cmyguomo, kegemo uoBek Beue e auwen
om BcakaksB konmekem, kakBo me unmepecyBa 8
msaomo u 8 moBa ga 20 uso6pazsaBawr?

PM: Amu as uckam moume cuumku ga useaeskgam
u3Bsn Bpememo. XapecBa mu ga HanpaBs cnumka,
kosmo mokew ga nozaegnewr u He Mokew ga
kaskew gaau e HanpaBena npegu nem cegmuuu, uau
npegu 50 zogunu. Emo sawo Bunaeu usnoasBam
apxemunHu neusaku, a ceza - cmyguo. VI wo ce
omuacs go domoepaduparemo Ha xopa 6e3 gpexu,
3a MeH Hall-goGpama yacm om paBomama Mu e, 4e
Mmoza ga Buwkgam xopama zoau. [Cmee ce] Obuuam
ga Bukgam meaama um. O6uuam ga Hameps Hskod,
kozomo uckam ga cnumam, ga 20 3azoBops u ga zo
nomoas ga nosupa 3a Met. Ilo npunuun noayuaBam
noaokumeaen omeoBop. VI caeg moBa e moakoBa
BbanyBawo, kamo cu mucas: “Ille cHumam mosu
uoBek zoa caeg no-manko om cegmuua.” He 3Ham,
moBa npocmo MHozo Mu xapecBa. ToBa e newo
kamo penmeenoBo 3penue.

KO: Vima au BbspacmoBa e¢panuua Ha xopama,
koumo cHumaw?

PM: He, no mengeduusma e ga 6bgam xopa om
Moemo nokoaeHue uau no-maagu. Mucas, ye no-
eoasiMama uacm ca okoao cmygenmcka Bpspacm.
O6uuam masu Bbspacm, sawomo me ca moakoBa
onmumucmuunu. Te ca na Bp3pacm, 8 kosmo Bcuuko
e BpsmorkHo u masu uyBcmBumeanocm u usaama
uMm enepeus ce BauBam B pa6omama. ToakoBa ce
BopanyBam. Vimam egHo Momuue, koemo Mu mbpcu
MOgeAu Ha NbAHO pabomHo Bpeme u pabomama i
e ga xogu HaBcakege no cBema, no pok pecmuBaau
u yuuauwa no uskycmBama, 3a ga Mu Hamupa
Mogeau. Obuuam ga cHumam xopa Ha uskycmBomo
u xaanema, koumo Haucmusa cu nagam no mysuka.
Bux kasaa, ue nati-Beposmno 99% om xopama Ha
cHumkume mu ca xygosknuuu uau mysukanmu, uau
yuyacmBam B newo kpeamuBuo. VI owe newo 3a
xopama, koumo us6upam ga cHumawm, e, ue Bcuuku
npuauyam Ha 6pamsma u cecmpume Mu, koezamo
6s1x geme. ToBa e egHa HaucmuHa 20AsIMa yacm om
Mosima paboma u usnbaBa Mosima ecmemuka.

KO: Taka ue 6 usBecmen cmucha Bcuuko e
aBmonopmpem.

PM: ITa, 8 usBecmen cMmucha e maka.

KO: 3Byuu aoeuuno om eaegHa mouka Ha



HOCMaAzUYHAMA CmpaHa Ha pabomama mu. KakBa
6u kasaa, ye e Bppskama mu ¢ Hocmaazugma?

PM: Amu a3 ceM Hati-maskusm om ocem geua. Hau-
maskuam mu 6pam e 11 eogunu no-2oasim om MeH,
a Hal-eoaemMusim Mu Gpam - 18 zoguHu no-eoasim
om meH. O6wo Bsemo, maitka Mu e poguaa cegem
geua 3a cegeM 20guHu U caeg moBa e pogusa MeH
11 2ogunu no-kscHo. Cnopeg maiika mu a3 cbm 6ua
usHeHaga om 6e6emo Vcyc. [Cmee ce] Bpamsama u
cecmpuine MU Me OmeAegaxa U a3 2Aegax Ha msix U Ha
mexHume npusimeau kamo na ugoau. Bcuukume mu
Hati-xy6aBu cnomenu om gemcmBomo ce Brpmam
okoao msx u Hocmaseusima, kosimo uyBemBam no
msx, onpegeaeHo npucbcmBa 8 Mosma paboma.

KO: Vickam ga me numam 3a Bppskama mu c
mBoume cuumku. Begupk egun koaekuuonep mu
kasa: “O, a3 umam Maiik u Ckau, 1993, sakauenu nag
moasemHama Mu, maka ue kozamo nsakoti e mawm,
20 2aegam mesu gBe momuema, koumo Hskoza ca
Guau skenu.” VI my Bukam: “O, cmpaxomuo.” Kak ce
cnpaBsw ¢ moBa? Kak peazupaw na chumkume cu,
caeg kamo ne mokews ga zu gpkuw camo 3a ceGe cu?

PM: Amu, caeg kamo mu omnema moakoBa gbazo,
3a ga usbepa cHumka, umam uyBecmBomo, ue caeg
onpegeaeH MoMenm Hskak cu ce pasBeskgam cbc
cnumkama u ocwpsnaBaM, ue mg we 3anoune cBotl
cobcmBen kuBom u ue Beue He cmaBa Bwnpoc
3a MeH uau 3a uoBeka na cHumkama. Kakmo kasax
no-paHo, obuuam, koecamo xopama npoekmupam
co6cmBenume  cu  ¢panmasuu  Bppxy Moume
caumku. Vickam koaekuuoneppm uau spumeastm ga
usnoasBam BpobpaskeHuemo cu u ga cmueHam go
co6ecmBenust cu usBog 3a moBa kot e uoBeksm uau
kakBo npaBu.

KO: Cnomaam cu, uwe wuyBcmBax ozpomHa
omeoBoprocm kem obwmocmma cu. Moke 6u
sawomo pabomama 6Gewe moakoBa cBppsana c
MeH AUYHO, 3a pasauka om nakou om no-kecHume
Mu pabomu, npocmo He Me e moakoBa zpuka 3a
peakuuume Ha xopama kpM nopmpemume Ha
cbppucmu uau zumnasuaanu ymoboaucmu. U Bee
nak mMu ce cmpyBa, ue npegnoaoskenusma, koumo
ca 6uau Baacanu B panHume Mu nopmpemu u mesu
Ha Moume npusameau, Hskak me oBescppuaBaxa.

Moske 6u 3amoBa cmenux nocokama ga cHumam
Magucmpaau u Mutu MoaoBe u amepukancku zpagoBe
no maako, sawomo mpa6Bawe ga pasbepa kakBo
o3Ha4aBa Bcuuko moBa 3a men B auuen naan. Taka ue
ce uygex gaau umaw Hakou om mesu mpygHocmu,
sawomo mBosma paboma e HaucmMuHA AUYHA,
Mucas.

PM: Ia, snam 3a kakBo z08opuw. VI a3 umam
cpwomo uyBcmBo no omHoweHue Ha paHHUMe
Mu pabomu. ITspBume mpu zogunu npaBene nHa
cHumku 6sixa MHO20 AuuHu. JoastMa uacm Gewe
gokymenmupanemo Ha nppBama mu cepuosta Bpbska
¢ npusmeas Mu Mapk. V, pas6upa ce, e cmpanso ga
uys, ue Hakoti npumekaBa makaBa cnumka, sawiomo
cu kasBam: “Vay, mu egun Bug npumekaBawu
vyacmuua om skuBoma mu.” Haau pas6upaw? Ho 8
eguH MOMeHm cnpsix. BeposmHo caeg usaok6ama
mu 8 Vumnu. Tasu usaok6a Gewe Haucmuna mpygsa
3a MeH, uckam ga kaka, Gewe neBeposimuo, no Gewe
makaBa Bbpmenekka u ugromo Brumanue Gewe
no6bppkBawo, maka ye nocae npocmo mps6Bawe
ga ce Maxna om Bcuuko moBa. TozaBa sanounax ga
cHumam B npupogama. ITpocmo uckax ga ce maxna
om Hlo Mopk 3a usBecmuo Bpeme u mozaBa 3anounax
ga pekucupam u 3anounax ga gBuka newama u ga
usausaMm ¢ MHoz0 konkpemuu ugeu, Bmecmo npocmo
ga uakam Hewama ga ce cayuBam u caeg moBa ga zu
gokymenmupam. Paomume mu ommozaBa Hacam ca
AUYHU NO PasAudeH HauUH.

KO: 3awiomo umaw no-zoassm konmpoa nag msx au?

PM: Amu, 3awomo a3 3anoyHax ga OmgeAsM
pabomama cu om skuBoma cu masko noBeue.
Ipegu Bunaeu Gsix ¢ anapam 6 pska. Bopex ce ga
ce onumam ga omgeas kuBoma u uskycmBomo mu,
pas6upaw au? Mucas, ue ceza ce cnpaBsam gocma
gobpe, Bebumocm umam npusimeau, koumo He ca Ha
cHumkume Mu u a3 Moea ga usAssa u ga HanpaBs pastu
Hewa, Ge3 ga cu Hocs dpomoanapama. Haucmuna
cpM goBoaen om moBa. Vickam ga kaka, ne uckam
ga 36yuu aowo, siBro Bce owe cpm uskalouumeano
cBbps3an ¢ pabomama cu, Ho moBa npocmo Beue He
ca cuumku Ha MeH u npusimeast mu, gokamo npaBum
ceke. VI cowio maka, Hewama ce npomenuxa, kozamo
XOpama 3anovyHaxa ga noay4aBam napu. 3naew Au, a3
nAaWwaM Ha MOgeAume CU U UMaM eguH NpogyueHm



ceza, u ekun. 3anounax ga cu uskapBam npexpanama
kamo apmucm u ga npuemam, ue moBa e paboma.

KO: Paboma e. Bsix na nanea Beguwsk ¢ equn kpumuk
u mot kasa: “3awo 20 Hapuuam npousBegenue
Ha uwkycmBomo? Bue ne ce au 3a6aBasBame
npocmo?” Vickam ga kaka, eoBopux 3a pabomama
cu kamo uepuBa, Ho cmaBa Benpoc 3a moBa, koemo
npegusBukBa, a ne 3a pakma, ye cu npocmo mam u
He pabomuwl yCUAeHO.

PM: A6coalomno. ToBa, koemo uecmo uyBam
om xopama, e, 4e pabomume useackgam MHO2O
Gesepwknu u aecHu, u ako 3Haexa koako mHOZ20
paboma e omuwaa 8 moBa ga useaekgam 6esepuknu
U AecHU, He 6uxa 6uau B cbcmosHue ga 20 noemam.
3a nopmpemume 6 masu kuuea, xopama moeam
ga eu 2aegam u ga He 3Haam koako e omuwnao 8
msx uzobwo. Te He 3Haam, yue moBa e gByzoguuwien
npoekm u ue moBa ca xopa om uga cBam, koumo ca
nog6panu usmekgy xuasgu, ye e OmMHeAO CMOmMuUU
vacoBe kopueupane, 3a ga ce omkpusm mesu
nepdpekmnu momenmu. Te ne snasm koako no6bpkan
e ueausim npouec u koako cem Bmanuaven 8 moBa.

KO: a, a3 npocmo noeaegnax mosu kpumuk u my
kasax: “Onumatime ce ga cmoume 8 mbmHa cmas 6
npogbakeHue Ha oceM yaca Ha geH 8 npogbakenue Ha
gecem gHu, 3a ga uskonupame ueaus o6em pabomu,
a caeg moBa mu kakeme, ye npocmo ce 3a6aBasBam.”
PasGupaw au? ToBa ucka MHoz0 ycuaust.

PM: Onpegeaeno. Moske ga useaeskga cmpanno, Ho
uckax ga me nonumam, cMAImMaw AU, Ye anapamsm e
Mazug, ye npaBuw Hewo Bbawe6HO?

KO: [Cwmee ce] He mucast, ue 6ux usnoasBasa mouno
mesu gymu, HO onpegeaeHo. Vickam ga kaska, kot
e 3Haea, ue we npekapaM mpu zoguHu Ha Ppba Ha
2uMHasuaaHo ¢ymboaHo uzpuwie ga pomozpadpupam
lonoweckume ¢gym6oaucmu? B mosu cmucea e
Hewo BbawebHO, s3awomo moke ga Me npeHece om
cobcmBenama mMu peaaHocm 8 gpyeu Mecma, Ha
koumo nukoea He Gux omuwaa. 3nacw au kakBo
npaBu anapambm 3a Men? ITaBa mu npaBo ga ssnam.

PM: Ta. As ce uyBcmBam no cbuiust HauuH.

KO: I a3 naucmuna cbM 3sinay. Mossm napmuzbop
IDkyau nocmosnHo Mu 20 nanomus. Ta Buka:
“Tu sanaw.” A a3 Bukam: “CrkassBam. ITpocmo
HaucmuHa Mu xapecBa Hauunbm, no kotimo useaaexkga
mosu yoBek.” 3naew au? As nukoza He ce ymopsBam
ga 2AegaM xopama.

PM: O, a3 cpwio.

KO: Egro om alo6umume Mu Hewa npes nocaegaume
mpu zogunu e ¢pakmpm, ye cmanax cBugemea Ha
mesu eumHasuaanu dym6boaucmu. Tpa66a ga kaka,
mesu chumku Haucmuna we me noGbpkam, Pagn. As
npaBs camo no gBa kagppa Ha Beceku pymboaucm.

PM: Vay. XapecBa mu. Vcka mu ce ga mokex ga
pabomst No MO3u HauUH.

KO: I1Ba kagbpa, u ako 20 uma, uma zo. Tpa6B8a ga e
6bp30, sawomo Bcuuku me ca nogpegenu u Beuuku
cu nogcBupkBam equn nHa gpye. 3Haew Au, me
Bcuuku Bukam: “O, ga. [Tocmapatime ce ga useaekga
Haucmusa gobpe 3a Hes”, kamo npaBsam kakBomo
npabam ¢ymboaucmume. VI a3 mpa6Ba ga ce
onumam ga eu gokapam gomanm, ue ga He 20 npaBsm.
A me moky-wio ca 6uau Ha mpenupoBka. He uckam
ga ce Momasm 3apagu masu noumu 50-zoguwiHa
¢domozpadka, kosmo e gowna B eumHasuama, 3a ga
npabu cuumku. Taka ye mps66a ga com MHOZO no-
oppsa B8 moBa. Ho e unmepecHo, sawomo as gopu
He 3HaM kakBo 6u osnauaBaro 3a men ga nHanpaBs
1000 ¢pomoepaduu Ha egun uoBek. IIle mpsa66a
ga 20 npo6Bam nskou npm, 3a ga Buga kakBo e
ycewaHemo.

PM: As we mps66a ga onumam ga cHumam no gBe u
ga Bugst kakBo e ycewanemo no mosu Havu.

KO: Bes mysuka.



A conversation between Ryan McGinley and Catherine Opie

January 27, 2010

Ryan McGinley: Hi, Cathy. How’s your day been?

Catherine Opie: Oh, I've been teaching all day and
my brain is like noodles. It’s just one of those weeks
where it’s really intense. How about you?

RM: This week has been insane for me, too. I'm do-
ing the final edit of these portraits, so I've been having
14-hour editing sessions for about ten days now. It
takes forever because I shoot between 1,500 to 2,000
photographs of each person.

CO: You’re kidding me. That is so intense.

RM: [laughs] I know. I'm a crazy person. But that’s
the only way I can do it.

CO: Well, let me ask you why. I mean, you end up
using one or maybe two portraits of each person at
the most, so what is it for you in relationship to that
kind of volume?

RM: There’s a whole process that I have to go through
to get the portrait 'm looking for. I have the person
I'm shooting do all kinds of actions, like dancing,
running, jumping on a mini-trampoline, walking, talk-
ing, sitting, standing, and I use these facial-expression
cards, sort of like an acting exercise. Each card has a
cartoon face and an emotion written on it that will
say, like, “demure” or “jealous” or “surprised.” This
girl Brandee—who works with me on these shoots and
whose photo is in this book—is my “hype girl,” you
know, like the people in rap videos who stand in the
back pumping their fists in the air and dancing to get
everyone psyched up. So she stands next to me and
encourages the models and keeps them engaged so
that T can concentrate on taking the photos. I usu-
ally spend about two to three hours with each person,
and the whole time it’s constant activity. We bombard
them with all these elements so that they’re too dis-
tracted to be self-conscious.

CO: People often argue that portraiture is about the
notion of a person’s essence being projected to an au-
dience. I'm wondering if you’re interested in that at
all, or if you’re more interested in getting them out of
themselves?

RM: I’'m interested in both aspects. When some peo-
ple are photographed, their personalities really shine
through and I don’t really have to do that much, like
if a person has a strong personality I just let them do
their thing. On the other hand, even someone who’s
really shy can be great. Sometimes it feels like you
can cut the awkwardness in the air with a knife. But
I also want to pull emotions out of people, or offer
them activities to get them going, because a lot of the
kids come in and they’re scared. In most cases it’s the
first time they’ve been photographed nude, so all the
movement helps get them comfortable and I can draw
these gestures and feelings out of them.

CO: You sound like so much fun to photograph with.
I don’t think that I’'m that much fun. [laughs] I mean,
I'm thinking, “Wow, trampoline bouncing.” I would
be horrified to be photographed by you now, but if
I were in my 20s, I could see it being really fun. It’s
interesting how different our processes are. When I
started out doing portraits of my friends in the early
90s, I was shooting 4x5 and I was pretty much broke.
I had a friend in San Francisco loan me a studio and
I could only afford ten sheets of film on each person.
I always shot two sheets of the same pose, in case one
had a little hair on it or something because at that
point there was no scanning, you had to print from
negatives. I would spend maybe 45 minutes to an
hour with each person. We would go through a series
of different poses that I was thinking about. I would
say, “OK, lift your chin a little bit. Why don’t you
turn your head this way a little bit? Look at my finger
over here.” Click. It’s very slow and it’s very quiet. I
don’t even play music. And the portraits end up look-
ing so intimate.



RM: I think that I find intimate moments by shoot-
ing so much. That’s probably one of the reasons why
I do it. But I couldn’t imagine shooting somebody
without music. That actually happened to us last
week. We were shooting some of the final portraits
and the receiver broke and I didn’t have music for
maybe 20 minutes. It was so weird. It felt kind of
sexual to me, actually.

CO: Do you want your photographs to be sexy?

RM: Not really. I mean, to me they’re not sexy be-
cause I know the circumstances in which I’'m shoot-
ing them and the circumstances are never very sexy.
But I think that for other people, they can be sexy.
I always try to leave the final image open-ended, so
that the viewer can look at it and make up their own
story about it. Lots of times people will come up to
me and say something like, “Oh, I love that photo
where there’s been an explosion and they’re running
from a car accident,” and I’m just like, “What photo
are you talking about?” I love that people make up
their own stories about the photos.

CO: I know. Or they assume something about your
personality because of the work that you make. That
happens to me a lot. People will end up saying to
me, “God, you're so nice.” And T’ll be like, “What
would make you think I wouldn’t be nice? Do I have
‘asshole’ tattooed on the front of my head?”

RM: [laughs] No. But you have “pervert” carved on
your chest.

CO: I know. I think that’s what a lot of people are
worried about, that somehow I would not be nice
because I carved “pervert” on my chest.

RM: I have the word “penis” tattooed inside of my
mouth.

CO: There you go. [laughs]

RM: I was actually thinking about your “pervert”
carving when I got that tattoo. I was definitely in-
spired by it. Every year on my cross-country trips,
my producer gives everyone stick-and-poke tattoos. I
dor’t have any tattoos—I’ve just never wanted one—
but they were like, “We’re all getting them so you
have to get one, too.” So I thought about it for a
second and immediately said, “OK, tattoo the word

‘penis’ inside my bottom lip really big, so that way I'll
always have a big penis in my mouth forever.” [laughs]

CO: Let’s talk about that statement for a moment, be-
cause a lot of people have asked me, “Is Ryan queer?”
And it seems that in a certain way, you are making
work in relationship to the queer community, but
people are still unsure about your sexual orientation.
What do you make of that?

RM: Well, I guess I don't feel like I have to prove any-
thing. I'm lucky, I was raised in such a positive queer
environment that it’s just a part of who I am. [ had a
brother who was gay. He passed away from AIDS in
1995, when I was 17. I was basically raised by him and
his friends, who were all drag queens. I would always
come into the city and spend weekends with him and
his boyfriend at their apartment. And “gay” was never
a derogatory term in my house.

CO: Do you find it interesting that people try to pin-
point you as to whether or not you’re a queer artist,
and that the title seems to be important to people?

RM: Hmm... I mean, I'm so happy to be gay. It’s
probably my favorite thing about myself. But I don’t
know how much it translates into the work. I think
that my brother dying has affected my work more
than being gay does. That was really, really hard for
me. He was already sick before AZT became read-
ily available, so it was a really long, drawn-out AIDS
death. And I think that, in a way, my work is a re-
sponse to that, like about really embracing life and
going wild and creating photographs in which there’s
so much energy and so much life being lived. For me
it’s an escape. Like when I'm looking through the
viewfinder, I'm in another place.

CO: That does come through in your work. And you
can tell that it’s fun, too. What’s your relationship to
that idea of creating these parties or this atmosphere
of experimentation and fun?

RM: On my road trips I always say that we're like a
traveling circus. We use so many props, like I have a
20-foot-by-20-foot stuntman fall mat that you inflate
and then you can jump from 50 feet onto it. So we
jump off cliffs and off trees, pretty much off anything
interesting that works. And we have a 16-foot trampo-
line that we can set up and break down in ten min-



utes. So we’ll be driving and I’ll see something on the
side of the road and just say, “Wow, that looks really
beautiful. It’s a great sunset and it’s a great location.
Let’s set up the trampoline.” We have smoke machines
and snow machines, disco balls and all sorts of movie
lights that we pack into my trailer, so it really is like a
mobile carnival or celebration or something. I do all
of this because it’s fun, sure, but also because I'm in-
terested in creating these sort of extreme circumstances
to make photographs. It translates back to when I was
younger, because all I did was skateboard for probably
15 years of my life, from about five years old till 20
years old. I skated every day.

CO: So movement’s really important to you.

RM: Yeah. It’s all about movement, and it’s about
making something out of nothing. I mean, that’s
what skateboarding is. You find a handrail, a curb, or
a ledge, these places that were meant for something
else, and then you use them in a way they weren’t in-
tended to be used to express your creativity. You make
them your own. And I think about photography in
the same way. It’s about finding these great places to
make photographs.

CO: I have to ask you this question just because I'm
curious. You could probably have your pick of people
to have a conversation with for this book. What was it
specifically that made you reach out to me?

RM: Because I love your photos, of course. And espe-
cially for this portrait project, I found so much inspira-
tion in your photographs. One thing that I looked at
a lot while doing these portraits is your Dyke Deck.

CO: [laughs] Oh yeah, the Dyke Deck. That was ac-
tually really fun. Every once in a while, my sense of
humor comes out in my work, but very rarely.

RM: I remember when 1 first got it, I couldn’t stop
flipping through the deck. I loved looking at all the
different types of characters. You know, I can be kind
of obsessive. I used to take Polaroids of everybody
who ever came into my apartment. From 1998 to
2003, I think I made over 10,000 Polaroids of people
in my apartment, and I would put them all up on my
walls. It was an obsession with collecting these pictures
of people that goes all the way back to childhood,
when I was an avid baseball-card collector.

CO: So in a way, photography for you is not only
about putting the image out in the world, but it’s also
an archive, a personal collection.

RM: Exactly. I have always been an obsessive collec-
tor. The Polaroids were also about defining and rep-
resenting this community of my friends. And that’s
something else I love about your photos, your sense
of community is really beautiful and important.

CO: Oftentimes when people discuss you, they talk
about Nan Goldin and Larry Clark, but I actually
see your work very differently from theirs. I look at
your work as a sense of play, as this almost nostalgia
for freedom that comes out of the 60s, like a remem-
brance of hippieness. You’re making this incredible,
permissive work about the notion of freedom within
the landscape, post-AIDS. When I look at Nan and
Larry’s work and the way that they’re dealing with the
body, it seems to be a sadder set of circumstances.

RM: That’s true—we are from different generations.
But 'm glad you said that because I feel like if T get
compared to Nan Goldin and Larry Clark again, 'm
going to buy a gun and start shooting people. [laughs]
Of course when I first starting making photographs,
I was hugely inspired by them. I was young, running
around the city on drugs, photographing my friends
doing graffiti on rooftops and hanging out in bars,
and I wanted to document my life like they had. But
that was so long ago. I still love their work, but I've
gone off on a very different path over years.

CO: Let’s talk about the new portraits. Let’s talk
about the move from the big cross-country jour-
neys and the caves. I feel like that part of your work
is steeped in a nostalgia for freedom that even dates
back to the 19th century. Like I look at your work
sometimes and I think about F. Holland Day. You
know, there’s this kind of history within it. But now
you're going into the studio, and you’ve stripped away
everything except for the person, the nude. What is it
about the body for you in terms of wanting to show
it without clothing? In a place like a studio, where the
person is already stripped from all context, what is
your interest in the body and in representing it?

RM: Well, I want my photos to look timeless. I love
making a photograph where you can look at it and
you can’t tell if it was made five weeks or 50 years



ago. That’s why I always use archetypal landscapes
and now the studio. And just in terms of photograph-
ing people without clothing on, for me, the best part
of my job is that I get to see people naked. [laughs] I
love seeing their bodies. I love finding someone who I
want to photograph and approaching them and asking
them to pose for me. I generally get a good response.
And then it’s so exciting to think, “I'm going to pho-
tograph that person nude in less than a week.” I don’t
know, I just love that. It’s like having x-ray vision.

CO: Do you have a cutoff age of people you photo-
graph?

RM: No, but it tends to be people in my generation
or younger. I think the majority are around college age.
I love that age because they’re so optimistic. They’re
at an age where anything is possible and that sensi-
bility and all their energy gets injected into the work.
They’re so excited. I have a girl who casts full-time
for me, and her job is to go all over the world to rock
festivals and to art schools to find me models. I love to
photograph artists and kids who are really into music.
I’d say probably 99 percent of the people in my pho-
tographs are artists or musicians or involved in some-
thing creative. And another thing about the people I
choose to photograph is that everyone resembles the
way that my brothers and sisters looked when I was a
child. That’s a really big part of my work and informs
my aesthetic.

CO: So in a certain way, it’s all a self-portrait.
RM: Yeah, in a way it is.

CO: That makes sense in terms of the nostalgic qual-
ity in your work. What would you say your relation-
ship is to nostalgia?

RM: Well, 'm the youngest of eight kids. My young-
est brother is 11 years older than me, and my oldest
brother is 18 years older than me. Basically, my mom
had seven kids in seven years, and then she had me 11
years later. According to my mother, I was a surprise
from the Baby Jesus. [laughs] My brothers and sisters
raised me and I idolized them and their friends. All
my best childhood memories revolve around them
and the nostalgia I feel for them is definitely present
in my work.

CO: I want to ask you about your connection to
your photos. One time I had a collector say to me,
“Oh, I have Mike and Sky, 1993, hanging over my
toilet, so when somebody comes and pees, they’re
looking at these two guys who were once women.”
And I’'m like, “Oh, great.” How do you deal with
that? How do you respond to your images after you
can’t hold them just for yourself?

RM: Well, since it takes me so long to pick a photo-
graph, I feel like after a certain point I sort of divorce
myself from the image, and I realize that it’s going to
take on its own life and that it’s not about me or the
person in the photo anymore. Like what I was saying
before, I love when people project their own fantasies
onto my photos. I want the collector or viewer to use
their imagination and come to their own conclusion
as to who the person is or what they’re doing.

CO: I just remember that I felt a huge responsibility
to my community. Maybe because the work was so
connected to me personally, unlike some of my later
work—like, 'm not too concerned about peoples’
reactions to the portraits of surfers or high school
football players. But I guess the assumptions that
were placed on the early portraits of myself and my
friends were kind of daunting for me to deal with.
That’s probably why I shifted to doing freeways and
mini-malls and American cities a little bit, because I
had to figure out what this all meant to me on a per-
sonal level. So I was wondering if you have any of
those quandaries because your work is really personal,

I think.

RM: Yeah, I can relate to that. I feel that way with my
early work, too. The first three years of taking pho-
tos were all very personal. A lot of it was document-
ing my first serious relationship, with my boyfriend,
Marc. And sure, it’s strange to hear about someone
owning a photo like that, because I'm like, “Wow,
you kind of own a piece of my life.” You know? But
there was a certain point that I stopped. Probably
after my exhibition at the Whitney. That show was
really tough for me—I mean, it was incredible, but it
was such a whirlwind and all the attention was such
a mindfuck that afterward I just needed to get away
from it all. That’s when I started to shoot in nature.
I just wanted to get away from New York for a little
while, and that’s when I started directing and started



making things happen and coming up with really con-
crete ideas instead of just waiting for things to happen
and then documenting them. The work from then on
is a different kind of personal.

CO: Because you have more control over it?

RM: Well, because I started to separate my work from
my life a little bit more. Back then I would always
have my camera in hand. I would struggle to try to
find a separation between my life and art, you know?
I think ’'m doing a pretty good job now, like I ac-
tually have friends who aren’t in my photographs,
and I can go out and do things without bringing my
camera. I'm really happy about that. I mean, I don’t
want it to sound bad—obviously I'm still extremely
connected to my work, but it’s just not pictures of
me and my boyfriend having sex anymore. And also,
things changed when people started getting paid. You
know, I pay my models, and I have a producer now
and a crew. I started to make a living as an artist, and
I started to accept that being an artist is a job.

CO: It is a job. I was on a panel one time with a critic,
and he said, “Why do they call it artwork? Don’t you
guys just play?” And I mean, I talked about your work
as being playful, but it’s about what it evokes, not the
fact that you’re just out there not working hard.

RM: Totally. What I get a lot from people is that the
work looks very carefree and easy, and if people knew
how much work went into it to make it look so care-
free and easy, they wouldn't be able to handle it. With
the portraits in this book, people could look at them
and not know what went into it at all. They wouldn’t
know that this was a two-year project and that it’s peo-
ple from all around the world who have been hand-
picked out of thousands, that it took hundreds of
hours of editing to find these perfect moments. They
wouldn’t know how crazy the whole process is and
how obsessive I am about it.

CO: Yeah, I just looked at that critic, and I said, “You
try standing in a darkroom for eight hours a day for
ten days, printing out an entire body of work, and
then you tell me 'm just having fun.” You know? It
takes a lot of energy.

RM: Definitely. This may seem weird, but I wanted

to ask you, do you feel like the camera’s magic—that
you’re holding magic?

CO: [laughs] I don't think I would use those words
exactly, but definitely. I mean, who knew that
I would spend three years on the edge of a high
school football field photographing teenage football
players? In that way, it is kind of magical, because
it can transport me from my own reality into other
places that I would never get to go. You know what a
camera does for me? It gives me permission to stare.

RM: Yeah. I feel the same way.

CO: And I really am a starer. My partner, Julie, is
constantly reminding me. She’s like, “You're star-
ing.” And I’'m like, “I'm sorry. I just really like the
way that person looks.” You know? I never get tired
of looking at people.

RM: Oh, me neither.

CO: One of my favorite things in the past three
years is the fact that I've gone and I've stood witness
to these high school football players. I have to say,
those photographs, it’s going to really freak you out,
Ryan. I only take two frames of each football player.

RM: Wow. I love it. I wish I could work like that.

CO: Two frames, and if it’s there, it’s there. It has
to be quick because they’re all lined up and they’re
all catcalling each other. You know, they’re all like,
“Oh, yeah. Make it look real pretty for her,” like do-
ing whatever football players do. And I have to try
to get them to a place where they’re not doing that.
And they’ve just been in practice. They don’t want
to stand around for this almost-50-year-old woman
photographer who's come to their high school to
take pictures. So I have to be really fast about it. But
it’s interesting, because I don’t even know what it
would mean for me to take 1,000 photographs of
one person. 'm going to have to try it one time and
see what it feels like.

RM: I'll have to try shooting two and see what that
feels like.

CO: With no music.
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CBekume, o6mekaemu meaa, koumo Buskgame
nocmaBenu no Bpeme Ha ckok om Bucoka ckaaa,
HacaokeHu ¢ opzasMuuHU usbauuu Ha dotiepBepku
uau  yaoBenu om cBemkaBuuama sag The Hole
uau Hsgkol gpyz kay6 8 uenmbpa Ha zpaga, ca
HoBume MoGuaHu ycmpoticmBa, u 20 3Haam.
Pascpbaeuena u npegaBawa na %kuBo B8 Hlo
Vopk mekgy Botinama B 3aauBa u 9.11, moBa e
cbwama nabm, kosamo ce nosBu Ha cmpanuuume
Ha Vice u 8 nbpBume pekaamu na American Ap-
parel. Tyk ce nampkBame na egun cneuuduuen,

abcmpakmen cneuupuuHo  abcmpakmen
Bug zoaoma, kosmo ce camoonocpegcmBa u e
Bunazu cBppsana ¢ ycmpotcmBo kamo aanmon
uau cMapmon. Pagukaano pasnppcHamu u
cBppsanu B8 Bpememo u npocmpancmBomo,
Mogeaume om cuumkume ca unpopmauus 8
gerku u 6es gpuku, nocmosHHO MoGuausupanu 8
camokomynukupawiama ce mpeka, kosmo nskou
Hapuyam ku6ep kanumaaussm. Tosu Manxamsh,
kotimo me nosnaBam, e cbwusm onsu abcmpakmen
Manxamsh, kotimo 3anouna ga ce nosBs8a, kozamo
anmeHume Ha kaempunu meaedponu u kamepu 3a
HabalogeHue 6sxXa cucmeMamu4HO UHMeZPUPAHU
8 undpacmpykmypa,

Geskpatnume  nompeGumeacku

epagckama 32egHO €
Bvsmosknocmu
32 nepcoHaAusupaHe Ha Hawume uHguBugyasnu
HayuHu Ha kuBom. TozaBa ezonomama Hati-Hakpas
cmana kakBamo-u-ga-e-zonoma, mbii kamo BHesanno
6ugetiku HaBcskbge, ms Gewe u BHesanHo Hukbge -

8 pekaama uau B8 newepa, Ha npmsa uau Ha ekpan,

kegemo u ga e.

Koeamo geua u kamepu ce nosiBsBam 8 noae uau zopa,
npupogama cmaBa npogbakeHue Ha Memponoauca.
Ta e cpwo HenocpegcmBeno npogeakenue Ha
Hawama HoBa, 3a0bp3aHa, MEMpPONOAUCHA 20AOMA.
Ckauatku 8 amepukanckume netisaku, mesu mogeau
ca gaaeuHu HacaegHuuu Ha VI8 Kaatin, yuimo Ckok
8 npasnomo guec Moske ga ce nycae 8 mbpcauka
kamo Bcuuko gpyeo - komema ¢ xumaepcku mycmak,
Bacunama na Bpumnu u m.u. Ho npassomo, 8
koemo ckauame gnec, e xunep npogykmuBnuam,
Hukoea-Hepabomew, Bb3gyx Ha cpBpemenHOmMO
pabomHuo Msicmo, om kotimo 8 mosu momMenm He ce
Buskga nukaks6 Bpsmosken usxog.

Beceaum ce B Gesepuknomo u  cpweBpemenno

mpeBokno  npocmpancmBo  Ha  momaaHa
komynukauus. Ia npogbakum, nakege? Hsama
3HayeHue, s3awomo ceea ce cnpaBame u  Ges
xopusoHmu: Hue uupkyaupame. Beposmuo gec
moBa, koemo ckawa, e camama npasnoma. Ul
8 mesu obpasu couuaanama u eceoepapckama
pasnpscHamocm/cBbpsanocm  ce  Busyaausupam
kamo 2aagpk, mamyupan u zoa kuBom, usbseas Ha
cBob6oga. Tyk, kamo naceh, Gseanemo e cmpaHHo...
kamo aemene: meaama useaekgam naaBawu, kamo
8 cpcmosHue Ha 3ampbsHaso gBuskenue. Hocewu ce
8 nowmomo Hebe u B ocBemenama npasHoma Ha
nakos newepa, me ca unguBugyasHu npumepu Ha

muokawama ce, HoceHa om Bw3gyxa nskakBocm-



cu, MaHekeHUu Ha aHOHUMHOCIMMA Ha Hawama 061113.

abecmpakuust.

Ceza Bceku kecm u Bceku Momenm e Bunazu

u  egHoBpemenno  Beue  onocpegemBan  u
onocpegcmBaw,. KakBo moske ga HanpaBu egno
msao B npocmpancmBo, maka a6cmpakmuo u
6eskpatino kamo moBa? To moke ga ckaua, ga naga,

ga 6siea, ga uyka, ga ce Hocu, ga 6bge CHUMAHO...

OueBugnama pagocm om Gszanemo B noaemo
u 68 Busbopa e kakBamo-u-ga-e-pagocm om
camoonocpegcmBawiama ce zosoma. VI ako 8
mesu ob6pasu Meguauusma cskaw e omkpuaa
cBoemo cBeko u peaano msno, Brsmokno e cpwo
camume o6pasu ceza ga pasuumam Ha makuBa
ga
paboma Ha meguauus. (Domoepadpuume Gszam u

mena cBppwam msxHama HemamepuasHa
aemgm ¢ geuama u o6pamuomo, npousBekgatiku

u  npogsakaBaiku  memponoauca.  Taxnama
cneuupuuna kpacoma ce goaku nHa edekma na
HyaeBa epaBumauus, kosmo npeBppwia mesama
8 meunocm uau cBemauna. O6pas: nakosko meaa
ce Hocim kamo egno, mekam 3aegno. Teunama
cBemauna, kosmo nonstkoea usbyxBa 8 nownomo
Hebe u nongkoea usuanBa u gaBa uBam Ha
usgaomo npocmpancmBo Ha obpasa, e koposuBua
u ekcmamuuna, ma kapa zonomama ga usnbkue,
kamo cpweBpemenno s usmecmBa 8 gusatnepcka
npoepama u 6 xopusonmasnus 06x8am Ha Hawama

obwa umugk Ganka. Tesu geua useaekkgam usabueHu

uau npokekmupanu 888 $omozpapuume. pye
obpas: B zopama npes nowma, cBemkaBuuama
Ha ¢omoanapama yaaBa npupogama (gbpBema,
geua) kamo 8 momenm Ha napmu, kegemo zopama
ce npeBppwia B nakaksB kynon uau sagna cmas sa
aHoHumHa cBaaka. CpBpemenHomo omHouweHue
Mmekgy kamepama u msaomo BkalouBa noBa
yBepenocm 8 meguauusima, kosmo npuema noumu
goeoBopHa popma: cbeaacsaBame ce ga cmaneM vacm
om npozpamama Ha kamepama u ga dynkuuonupame
8 netunume pamku. Bugetku npogbakenue na
kamepama u Hetinama npoepama, npousBekgame
06pa3 upes Hawemo gBuskenue B pamkume na egno
pabomuo npocmpancmBo, koemo nenpecmanno
ce onumBa ga npeckouu omBbg cobcmBenume
cu  npocmpancmBeno-BpemeBu  koopgunamu.
B BoloBane

gucmanuuoHHo ynpaBasBanu gpoHoBe usnpansgBam

cpBpemenHOomoO 06e3uoBeuenu,

nogo6bua ¢ynkuus, kamo ygeakaBam kakmo
Bbsnpuemanemo, maka u npocmpancmBomo Ha
Botinama.

Hecemuaemust  caeg  cekcyaanama  peBoalouust
u CIIVMH, guec nue Mokem ga cme Bupychu
(viral), Ges Bcpwmocm ga ce gokocBame u Ges
kaksBmo u ga e dusuuecku puck. B nHawama
HeucmoBa  pasnpecHamocm/cBppsaHocm  Hue
cMe ekemamuuno paslosganu Ha nHuBomo Ha
esuka u obpasa. MekgyBpemenno, gokamo ce
pasnpocmpansaBame kamo kaloka upes muoskecmBo

kanaau, o6umaBawu Bce no-wupoku uecmomu u



ckopocmu, BcekugneBrama  komynukauust cmaBa
Bce noBeue noproepapcka. CekemBanemo nanpumep
uau  cp3gaBaHemo Ha cobcmBena cmpanuua
Bb8 Facebook uau OK Cupid, cnogeasnemo Ha
daiinoBe, nybaukyBanemo nHa cnucpk ¢ npuameau
uau newa, koumo xapecBame, Flickr cnumkume,
koumo Henpekbcnamo kauBame om gpaGunume
Ha napmumo uau kakBomo mam npaBum, gokamo
npegaBame Hawama AuuHa undopmauus 6 mosu
komynukupaw, B8p3gyx. He kasBam, ue moBa ca
nopnoepadcku o6pasu, camo ve ca npousBegenu npu
nopnoepadcku ycaoBust u ue gnec nopnozpadpusma

BcakakBa

cpegcmBama Ha Hawama BeekugneBra komynukauust.

e 3azybuaa omAuYUMeAHOCM — Om
Hue Bunaeu ce npegaazame, Bunaeu na ekpan,
Bunaeu usmuuame u Hawama HoBa z0a0ma nogaaca
cBekomo msro na moakoBa MHOzO usaacane u
cBbpsanocm. Ho nue Bce nak ocmaBame nakak cu
nHeBunnu B8 nawama paslosganocm. Emomukonsm
e embaemama Ha Hawemo HeBunHo, paslosgano,
cBobogro u GescnupHo usmuuane. Hawama noBa

2osoma e 6esepwkna u eenepuuna kamo emomukon.

Hue

abcmpakmua MawuHa, kogmo unmezpupa Hawume

cMe MoOOuUAHUME komMnoHenmu Ha €gHa

skecmoBe u nomenuuaanocmu 8 samBopenus uuksa
Ha HeliHama afmomamuuHa UHMEAUZEHMHOCM.
Toauasm skuBom ce usapuBa om aewume Ha
domoanapama u eackmponHume cxemu, koumo
cbxpanaBam u npegaBam Hawama undopmauus,

kakmo u npoepamume, koumo opeanusupam,

koM6uHupam u nHacmpotiBam o6pasume, koumo
cme. Ilpes moBa Bpeme mawunama cmaBa no-
ymHa om Hac. ITpes moBa Bpeme nue usnoasBame
u yuyacmBame 8 Hetitnama unmeaucenmuocm. He
camo obpasume, HO u esukbm, u camusm kuBom
ca paspabomBanu 8 npozpama, kosmo useaekga ga
uma mBspge obwio ¢ gusaina. HesaBucumo gaau
20 3HaeM, UAU He, HUe CMe gusaliHepume Ha Hawus

cBsam 618 Bceku egun Momenm.

6u

komnpecupanama u cpkpamena $opmyaupoBka

Toaa-npozpama mpsa6Baao ga Obge Hau-
Ha masu abcmpakmua mawusa. VI ako 8 mesu
obpasu zosama Maagek ce nosBsBa onauckana c
kaa uau usgpackana om kaonu Ha gepBema, mo e
camo ga gokake, ue Hawama a6cmpakuus e cpBeem
peaana. Kamo ¢epmepu caeg geape gen 8 noaemo,
mesu CMpOUHU MmeAa HOcIm 3Hauume Ha cBoemo
Gesepwkno npukaloyenue ¢ zopga pagocm. VIma
nakakBo mpauasuBo gocmoiincmBo 68 mesu o6pasu,
koemo cmpanno nanomus Mwkeme u skenume om
domoepapuume nHa cmpancmBawu naaHuHUU Ha
Yoaksp EBbrc om Bpememo na foasmama genpecus.
Hue cpwo cme cmpancmBawu xopa, mbpcewiu
nskost Kaaupopnug, kosmo ga napeuem cBou
gom. IIpogbakaBame nanpeg, 2aagku kamo jpeg,
Hawama HoBa zosoma nbmyBa cbc ckopocmma
Ha cBemaunama u 6 paboma, u 6 uepa (Beue ne
cMme cugypHu kege cBppwbBa egnomo u 3anouBa
gpyeomo),
pagocmHu cbcmosiHus Ha oxkuBaeHue.

moppcettku  Bce no-onmumucmuuny,



John Kelsey

2010

The fresh, streamlined bodies we see posed in mid-
leap from a high rock, superimposed with orgasmic
bursts of fireworks, or captured naked in a flash
in the back of The Hole or some other downtown
club, are the new mobile devices and they know it.
Stripped down and live streaming into New York be-
tween the Gulf War and 9-11, this is the same skin
that showed up in the pages of Vice and in the first
American Apparel ads. Here, we encounter a specific,
abstract, specifically abstract kind of nakedness that’s
self-mediating and always hooked up to an apparatus
like a laptop or a smart phone. Radically dispersed
and connected in space and in time, these models are
information in jeans or without jeans, perpetually mo-
bilized within the self-communicating network that
some call “cybercapitalism.” And the Manhattan they
know is the abstract one that began to appear when
cell phone antennas and surveillance cameras were
systematically integrated into the urban infrastructure,
along with infinite consumer options for customizing
our individual lifestyles. This was when nakedness
finally became whatever-naked, because by suddenly
being everywhere it was suddenly also nowhere - in an
ad or in a cave, on the road or on a screen, wherever.

When kids and cameras show up in a field or a forest,
nature becomes an extension of the metropolis. It’s
also an immediate extension of our new sped-up, met-
ropolitan nudity. Leaping into American landscapes,
these models are the distant progeny of Yves Klein,
whose Leap Into the Void is now as searchable as
anything... kittlers, Britney’s vagina, etc. But the void
we’re leaping into today is the hyper-productive, never-
not-working air of the contemporary workspace, from
which no exit seems possible at this point. We frolic in

a carefree and at the same time anxious space of total
communication. Go forth where? It doesn’t matter,
because now we manage without horizons: we circu-
late. Perhaps it’s the void itself that leaps today. And in
these images, social and geographical dispersion/con-
nection is visualized as smooth, tattooed, naked life
on the run. Here, as in a dream, running is strange...
closer to flying: bodies appear buoyant, as if in a state
of suspended animation. Floating in a night sky or
within the illuminated void of a cavern, they are indi-
vidual examples of a swarming, airborne whateverness,
modeling the anonymity of our common abstraction.
Now every gesture and each moment is always already
both mediated and mediating. What can a body do
in a space as abstract and endless as this? It can leap,
fall, run, fuck, float, be photographed...

The evident joy of running in a field and in a view-
finder is the whateverjoy of self-mediating nudity.
And if, in these images, mediation has seemingly
found its fresh and actual body, it’s also possible that
images themselves now rely on such bodies to do their
immaterial work of mediation. The photographs run
and fly with the kids and vice versa, producing and ex-
tending the metropolis. Their specific beauty involves
the zero gravity effect of bodies becoming like liquid
or light. Image: several bodies flow as one, streaming
together. The liquid light that sometimes bursts in the
night sky and sometimes stains and colorizes the en-
tire space of an image is corrosive and ecstatic, mak-
ing nudity show up while at the same time displacing
it within a design program and within the horizontal
spread of our general image bank. These kids seem
beamed or projected into the photographs. Another
image: in a forest at night, the camera flash captures



nature (trees, kids) in a party-like moment where the
woods become a sort of rave or backroom for anony-
mous hooking up. The contemporary relationship be-
tween camera and body involves a new confidence in
mediation, taking an almost contractual form we agree
to become part of the camera’s program, making our-
selves functional within it. Extending the camera and
its program, we produce an image via our movement
within a workspace that is constantly leaping beyond
its own spatiotemporal coordinates. In contemporary
warfare, unmanned, remotely operated drones per-
form a similar function by extending both perception
and the space of war.

Decades after the sexual revolution and in the wake
of AIDS, we now experience the possibility of going
viral without actually touching and without physical
risk. In our rampant dispersion/connection, we are
ecstatically promiscuous at the level of language and
image. Meanwhile, as we spread like gossip through
multiple channels, inhabiting increased bandwidths
and speeds, everyday communication becomes more
and more pornographic. Sexting, for example, or
making our own page on Facebook or OK Cupid,
file sharing, posting a list of friends or things we like,
the Flickr photos we upload from the depths of the
party, or whatever we are constantly doing when we
transmit our personal information into this commu-
nicating air. I’'m not saying these are “pornographic”
images, only that they are produced under porno-
graphic conditions, and that nowadays pornography
has lost any distinction from the means of our daily
communication. We are always putting out, always on
screen, always leaking, and our new nakedness puts a
fresh body on so much everyday exposure and con-
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nection. But we also remain somehow innocent in
our promiscuity. The emoticon is the emblem of our
innocent, promiscuous, free and unstoppable leaking.
And our new nakedness is as easy-going and generic
as an emoticon.

We are the mobile components of an abstract ma-
chine that integrates our gestures and potentialities
within the automatic intelligence of its feedback loops.
Naked life streams through the camera’s lens and the
circuitry that stores and transmits our information,
as well as the programs that organize, combine and
adjust the images we are. Meanwhile, the machine be-
comes smarter about us. Meanwhile, we use and par-
ticipate in its intelligence. And it’s not only images but
also language and life itself that are elaborated within a
program that seems to have everything to do with de-
sign. Whether we know it or not, we are designing our
world, every step of the way. Naked/program would
be the most compressed and abbreviated formulation
of this abstract machine. And if, in these images, na-
ked youth shows up splattered with mud or scratched
by tree branches, it’s only to prove its nudity, to show
that our abstraction is also real. Like farmers after a
long day in the fields, these slim bodies wear the signs
of their carefree adventuring with prideful joy. There
is a sort of mute dignity in these images that strangely
recalls the men and women in Walker Evans’ Depres-
sion era photographs of itinerant hillbillies. We too
are a displaced people, looking for a California we
can call our own. Going forth, smooth as jpegs, our
new nudity travels at the speed of light in work and
in play (no longer sure where the one ends and the
other begins), seeking ever more buoyant, joyful states
of animation.



An20, 2010

CpebbpHo-kernamuHoBa mexHoAO2UsA

343 x 457 cm

C baazogapHocm Ha 2anepus Pygoad AxceH, bplokcen

Algo, 2010

Gelatin Silver Print

343 x 457 ¢cm

Courtesy Galerie Rodolphe Janssen, Brussels
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Aunu (MocueHo oko), 2005

C-npuHm

121 x 182 am

C 6nazogapHocm Ha 2anepus Pygond Ancen, bplokcen

Lily (Black Eye), 2005

C-print

121 x 182 cm

Courtesy Galerie Rodolphe Janssen, Brussels

[acHo /Right:

Tom (BoxkeHa cmoaba), 2010
C-npuHm

50.8 x 38.1 cm

C 6nazogapHocm Ha Pocanba Acmop

Tom (Rope Ladder), 2010
C-print

50.8 x 38.1 cm

Courtesy Rosalba Astore
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OkanaHu cmbnana, 2013

C-npuHm

43 X 635 ™

C 6AazogapHocm Ha 2anepus MepomaH, u 2anepus Tudm

Drip Feet, 2013

C-print

43 x 635 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)

[acHo/Right:

Mcnancku mox, 2013

C-npuxm

282 x 190 cm

C 6razogapHoCm Ha 2anepus Mepomak, u 2anepus Tutim

Spanish Moss, 2013

C-print

282 x 190 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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118aH, 2013

C-npuHm

161 x 237 cm

C 6AazogapHocm Ha 2anepus MepomaH, u 2anepus Tudm

Ivan, 2013

C-print

161 x 237 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)

[acHo/Right:

Kpuc (Knohu), 2013

C-npuxm

191 x 130 cm

C 6razogapHoCm Ha 2anepus Mepomak, u 2anepus Tutim

Chris (Split Branches), 2013

C-print

191 x 130 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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Pyc Oneangop, 2013

C-npuHm

80 x 118 cm

C 6AazogapHocm Ha 2anepus MepomaH, u 2anepus Tudm

Blonde Oleander, 2013

C-print

80 x 118 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)

[acHo/Right:

LWedH, 2013

C-npuxm

118 x 80 cm

C 6razogapHoCm Ha 2anepus Mepomak, u 2anepus Tutim

Shane, 2013

C-print

118 x 80 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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be3 2naBa (BuonemoBo), 2013

C-npuHm

161 x 237 cm

C bAazogapHocm Ha 2anepus lMepomaH, u 2anepus Tulm

Head Off (Purple), 2013

C-print

161 x 237 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)

flacHo/Right:

LWapaom (Macounu gloHu), 2013

C-npuHm

118 x 80 ™

C 6nazogapHocm Ha 2anepus Mepomak, U 2anepus Tulm

Charlotte (Sand Dunes), 2013

C-print

118 x 80 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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TopkansHe 8 nacoka, 2013

C-npuHm

190 x 282 ™

C bAazogapHocm Ha 2anepus lMepomaH, u 2anepus Tudm

Sand Rollers, 2013

C-print

190 x 282 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)

[acHo/Right:

Locmu, 2013

C-npuHm

635 x 43 tm

C 6nazogapHocm Ha 2anepus Mepomak, U 2anepus Tulm

Dusty, 2013

C-print

63,5 x 43 ¢cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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Mempa (Yacmu), 2013

C-npuHm

190 x 282 ™

C 6nazogapHocm Ha 2anepus Mepomat, u 2anepus Tulm

Petra (Pieces), 2013

C-print

190 x 282 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)

[acHo/Right:

OeBuH (Puo lpaHge), 2013

C-npuxm

118 x 80 cm

C 6razogapHoCm Ha 2anepus Mepomak, u 2anepus Tutim

Devin (Rio Grande), 2013

C-print

118 x 80 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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Bogen naam, 2013

C-npuHm

190 x 279 cm

C 6AazogapHoCcm Ha 2anepus lMepomaH, u 2anepus Tudm

\Wet Blaze, 2013

C-print

190 x 279 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)

[acHo/Right:

3Be3gHu ouu, 2013

C-npurm

237 x 161 e

C 6razogapHocm Ha 2anepus Mepomak, U 2anepus Tulm

Starry Eyes, 2013

C-print

237 x 161 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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Mubpcure (MoasHa), 2013

C-npuHm

80 x 118 cm

C bAazogapHocm Ha 2anepus MepomaH, u 2anepus Tudm

Pierced (Lawn), 2013

C-print

80 x 118 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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Cy3aHa (bramHu kaeuku), 2013

C-npuHm

161 x 237 cm

C 6AazogapHoCcm Ha 2anepus lMepomaH, u 2anepus Tudm

Susannah (Swamp Sticks), 2013

C-print

161 x 237 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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Mempa (ban *pebeu), 2013

C-npuHm

130 x 191 cm

C 6nazogapHocm Ha 2anepus Mepomat, U 2anepus Tulm

Petra (White Stallion), 2013

C-print

130 x 191 cm

Courtesy Galerie Perrotin and Team (Gallery, inc.)
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