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JEAN BOGHOSSIAN:
LA FIAMMA
INESTINGUIBILE

BRUNO CORA

Premessa

Alla stregua di un lampo che illumina a giorno e
rischiara d'improvviso un'intera regione dove siamo
immersi, I'invito rivolto a Jean Boghossian a presenta-
re il proprio lavoro negli ambienti di Palazzo Zenobio
dedicati alla Repubblica di Armenia nella 57 Biennale
Internazionale d’Arte di Venezia consente di far cono-
scere al piu vasto pubblico l'esperienza pittorico-pla-
stica dell'artista, emblematicamente intrecciata alla
storia di quel paese, a quella della sua popolazione e
della sua cultura accanto alla storia di altre culture e
paesi in cui egli e la sua famiglia hanno ugualmente
lavorato e vissuto in una sfera di rapporti caratteristici
di una identita cosmopolita e da cittadino del mondo.

Il progetto espositivo Fiamma inestinguibile osser-
va un’impalcatura estetica esplicitamente riferita alla
cultura e alla tradizione storica e artistica dell’Arme-
nia. In tal senso, nella costruzione di una narrazione
visiva che annoverasse differenti capitoli di produzio-
ne ideativa linguistica e formale dell’attivita sviluppa-
ta da Boghossian negli ultimi anni, sono stati scelti ed
esposti, alternandoli e scandendoli in differenti am-
bienti, i momenti qualificanti del suo piu recente per-
corso pittorico-plastico. Come parabole distintamente
definite ma attigue e spesso intrecciate, compenetrate
tra loro, le differenti forme e coniugazioni linguisti-

dwi Mnnnujut.
«Ulgkg Ypwljp»

ernpruLN UNru

Lwuwpwi

Zuyuwunnwih Zwbpuybnmpuip tdhpjws dhEubnhyh
wpytunh 57-pn vhowqquyhtt phttwth opowtwlubpmd
Palazzo Zenobio-nid (Mujuggn Qtunphn) hp wphtwnwiptitpp
gnigunplint hudwp dwt Mnnnujuthtt mynywsd hpwykpp,
utip  omipop  hwulwpbwlh (nruwynpuws owlph whu,
pny] Y hwipmpjuip swunpwuguk] wpdbunnwugbnh
ginuuupswljui b ghnupdbunwlut  topdht, npp
ubpunpbtt Juwdws E hywbu wyju Epiph wundnipjub,
phwlsmputt b wpdbunh, wjiybu b wy) dpulnyputph b
Epypubph wwwndnipyut htn, npubn wohuwnb] b wupky
E dwt Mnnnujuip hp punnwithph htwn dhwuht. wjbyhup
dupnuyhtt hwpwpbpmpnitubpnud, npontp tywbudnpdus
ki puquuqq b wpfuwphh punupwgnt huptm pyuadp:

«Ulpky Ypulp» gmgunpnipmiip hwinhuwind  k
gbinughnwlui  hhuph dp dwup, npb  wlithwynnpka
JYuyuljnynid E Zuyuwuinwth wuindwjwb b ghinuipybunuut
wwtnnyplbtpp: Ujuyhuny, Jtpohtt wnuwnhubipht
Mnnnuywih Ynnuhg hpujuwitugdws (kqquiut b $npduy
qunuthwpuuntnd gnpdnttibinipjub hpuljuwgdwt mupptp
qniputibpubpwnnn nkunnuijubywnndpuintn st hupnpy
b hEppujwinipjudp, hujuuwp dudwbtuljuwhundusng b
wnwpplp mwpusputpnid gnigunpdly B tpu wdtkiwdpehn
ginuujupsuut b ghnupjiunuljuit mym  hhtfuwlui
wuhbpp: Lhpuyugyws 1hikng jupstu npybtu wpwbdhi,
uwljuyt thwdwdwbwl thwlgdws b unyuhul dhwhniugws,

JEAN BOGHOSSIAN:
THE INEXTINGUISHABLE
FLAME

BRUNO CORA

Introduction

In the same way as a lamp shines brightly and sud-
denly illuminates an entire area and bathes us in its
warm glow, having Jean Boghossian present his work
at the 57th Venice Bienniale International Art Exhibi-
tion in the hallowed halls of the Palazzo Zenobio pro-
vides an opportunity for a wider audience to savour the
artist’s pictorial-plastic work. It is fitting that this event
is devoted to the Republic of Armenia, as Boghossian's
career is emblematically interwoven with the histo-
ry of the country itself, its people and its culture, a life
that has been enriched by the history of other cultures
and countries in which he and his family have lived
and worked against the backdrop of a social and artistic
ethos that is characteristic of the artist’s cosmopolitan
personality and his identity as a citizen of the world.

The planned exhibition, entitled Fiamma inestingui-
bile (The Inextinguishable Flame), presents an explicitly
aesthetic structure that underpins the historical and ar-
tistic tradition of Armenia. In this regard, it should be
noted that in order to construct a visual narrative that
embraces various linguistic and formal aspects of the
creativity that has underpinned Boghossian’'s opus in
recent years, some examples of his most recent picto-
rial-plastic work were selected for exhibition, arranged
in order and categorised. Like parables that are sepa-

JEAN BOGHOSSIAN :
LA FLAMME
INEXTINGUIBLE

BRUNO CORA

Préambule

Comme un éclair illuminant soudain toute la région
dans laquelle nous nous trouvons, 'invitation adressée
a Jean Boghossian de présenter son travail au Palazzo
Zenobio dans le cadre de la 57¢ Biennale internationale
d’art de Venise consacrée a la République d’Arménie
permettra de faire connaitre au grand public l'expé-
rience picturale et plastique de l'artiste, intimement liée
a T'histoire de ce pays, a celle de sa population et de sa
culture, ainsi qu’a I'histoire d’autres cultures et pays dans
lesquels Jean Boghossian et sa famille ont également
travaillé et vécu, dans des rapports humains marqués
par une identité cosmopolite et de citoyen du monde.

Lexposition Flamme inextinguible s'inscrit dans un
cadre esthétique se référant explicitement a la tradi-
tion historique et artistique de 'Arménie. Ainsi, dans
la construction d'une narration visuelle qui compren-
drait différents chapitres de la production linguistique
et formelle génératrice d'idées de I'activité développée
par Boghossian ces derniéres années, les moments
forts de son parcours pictural et plastique le plus ré-
cent ont été choisis et exposés en alternance, de facon
rythmée, dans différents espaces. Comme des para-
boles définies séparément tout en étant adjacentes
et souvent entrelacées, se pénétrant 'une l'autre, les
différentes formes et associations linguistiques de son



che della sua opera che trovano sede in differenti sale,
giungono a disegnare un territorio poetico di modi vi-
sivi recante al proprio centro una grande icona com-
pendiaria da cui, come da una “sorgente’, tutto sembra
essere scaturito e comunque aver avuto origine, quan-
to meno immaginaria ed estetica. Tale opera occupa,
quale unica installazione pittorico-plastica, il salone
centrale al piano nobile di Palazzo Zenobio e costitui-
sce il nucleo iconografico da cui ogni altro pronuncia-
mento trae origine e al quale fa riferimento.

Concepita come unita progettuale, la mostra a
Palazzo Zenobio ¢ altresi rassegna dei modi linguistici
di Boghossian e si offre come loro paradigma declinato.

La “Sorgente”: libri e stele

Con il titolo Sorgente 2016-2017, Boghossian ha ela-
borato una grande installazione plastica la cui fronta-
lita richiama le grandi pale d’altare nei templi cristiani
o, comungque, le grandi pareti di ambienti ove il sacro,
in qualsiasi credenza, trova luogo e presso cui ciascu-
no puo concentrare la propria meditazione e inclina-
zione spirituale, sia laica che religiosa. Quest'opera, di
considerevoli dimensioni, si erge davanti all'osserva-
tore che ha varcato la soglia del salone principale di
Palazzo Zenobio, offrendo un doppio livello di possibi-
le fruizione ermeneutica. In primo piano, e all’'altezza
dello sguardo o poco meno, una schiera di voluminosi
tomi con le pagine aperte ed elaborati da Boghossian
con la fliamma, si impone alla vista. Dietro quei libri,
sulla verticale e scura quinta di sostegno, una serie
di stele, affiancate le une alle altre, come i libri, reca-
no teorie di segni indecifrabili, ottenuti anch’essi con
la fiamma. Limpressione istantanea che se ne riceve
e quella di una iconostasi eretta per ospitare le scrit-
ture, quelle storiche poetiche e mitiche e quelle sacre,
un fronte su cui conservare memoria e tradizione, al-
fabeti e segni antenati, I'essenza stessa dell'identita e
dell’epos di una cultura e di un popolo. Ma accanto a
questo sentimento ne sorge un altro: su due diversi al-
lineamenti che pur si integrano in una sola emblema-
tica e solenne immagine epica e gnoseologica, 'azione
umana, il tempo, lo spazio, il fuoco hanno compiuto
la consumazione oggettiva degli eventi esistenziali e
storici, ma l'arte ne ha recuperato lo spirito profondo e
mediante il fuoco ne ha elaborato la trasformazione in
opera che sfida la caducita.

wkyp Umuh ke Gkppuihwbgués wwpwpnibp Up pwith
upwhubpnud  gmgunpdus  hp  unbndwgnpémpyutt  wwuppkp
unuph albpt nt qnignpymiubpp htwpunpmpinit o nwhu
nbuwluwinpkt  gdh]  pwbwunbndwluwt  wwpwspp:  pw
JEunpnumd E qgunignud vh jEunpnbwljub wuwnykp, nputnhg
npybu «unpmpy wdkh hby Stjmd Jud ulhqp b wnbmd,
hwdtiwji nhwu, Eplwluyuljui b ginughnuljut wenudny:
Uju pugunhl gbnupdbunufut hunwjughwt gqpudmd L
Palazzo Zenobio-h hhtfuwjut hwplh YEunpniwljwt upuwhp b
hwinhuwind £ yuwnlkpught dhenilyp, nphg uljhqp Eo wnimy b
hwugnigynid L popnp Ujniu ujqpunyundwnibpp:

Lwhuugdyws hukny npybu pugunhly spughp’ Palazzo
Zenobio-h gmgunppmpniup  vhwdwdwbwl phuwpynd L
Mnnnujuth junuph tiuppkp thengutipp b hwinhuwinud k oknnid

npuig hwpugnmghg:

«Sorgente»" qpplp i hnipwilnpnnlikp

Nnnnuyubp unbndt; b uh s wjuuwnhl htunupughw
«Sorgente» (2016-2017pp.) wbwiumuny, nph dwluunught
hwwndusédp  hhpiguinid £ pphunntbwlut  Bytnkghutph
Uks  lunpwbbbpp Jud uppwqut Juyptph dbé  wuwnbpp,
wtjupn hwduwwnphg, npnug Ypw jpipwpwbisymp np Yupnn b
ykunpniwgub; hp funphtpp b hnglnp hwlmdp wilwhe hp
wpluwphhly Juwd hngunp (huknig: Qquhnpkt Uks swthbpny
wyn  unbndwgnpswlwtt wojuwwnwipp Yip b junjubmd
nhuinpph wnol, ny wugumd L Palazzo Zenobio-h qjluwynp
upwhh pbalp, wewgupljing Jkpghthu  htpuklnhy Yphuwyh
Yuybyp: Unwght htpphl, phy ph pwwn wspkph pupdpmpyub
dwjupgulng tpimd E Mnnnuyuih Ynnuhg Ypulyng dowldus
pug bobpny hwuwnuwhnp gppbiph owppp: Ugy gppbph htantnud
nmnnubhwjug uniq gnyuh hkwpwth Ypw, Ynnp Ynnph
gpptph whu quuwynpus hnpwlnpnnubph Jypu tpmd B
wtpuphnubjh hzulhhhp‘ unugdus tnyuybu Ypulh dhengny:
TIpuwihg plunn wlupwppuyhtt wywynpoipmniutt wyh E np
wyqubn  Jubqibgjus t unpuih uhgwuun’  gpijwsplibp,
yuundulul, pwhwunbtnéwjut b wnbndjuwdught, hiuywybu
twl umpp qpmpnibtubp vnwbwnt hwdwp. dufjun,
npntn wwhywidws tu hhonpmpnitubp b wdwunnyphbp,
wypnipkbiibp b hhtwdmpg towtkp, vh pwlnyph b dnnnypnh
huptmpjutt b hipnuwyuwundwt tmpmbp: Uufuyl, ppub
gniquihtn, unbtndymd Lt twlb Ukl wy] nyuynpmpnit. Eplne
wnwppbp hbkwpwbbph Jpw, npontp vwluy juqdmd Eu Ukl
punhwinip kyhiuwlwt b hdwguwpwtwlub, junphpputipulu
b hwbnhuunp wwwnlkp, dwpphluyghtt qopép, dwdwbwlyp,
tnwpwénipniip b jpulp whwywe Ytpyny nstywmgpby L
gnnipkiwljut b yquundwlut hpunupdnpmpibubpp, vuljugh
wpbunp Jhpuljubquby Egputig junpp nghti b, Ypalh thongny

rately delineated yet adjacently juxtaposed and often
intertwined, the various interpenetrating linguistic
conjugations and forms of his work have been placed in
different rooms to sketch out a poetic territory of visual
modes that focus on one all-inclusive icon from which
everything appears to have arisen as from one single
“source”, which, at the very least, is imaginative and
aesthetic. Boghossian’s works present one single pictori-
al-plastic structure in the central hall on the piano nobile
of the Palazzo Zenobio and constitute the iconographic
nucleus from which every other artistic iteration draws
its origin and its inspiration.

Conceived according to a single overarching design,
the exhibition at the Palazzo Zenobio also presents a
retrospective of Boghossian’s linguistic modes and their
variegated paradigm.

Sorgente (“Source”): books and stelas

Under the title Sorgente (Source) 2016-2017, Boghos-
sian has developed an enthralling plastic structure with
a frontality that is reminiscent of the large altarpiec-
es that are found in Christian churches or the impos-
ing walls in which some ineffably sacred object is en-
shrined in a credenza. In this environment, it is a locus
on which the observer can focus his meditation and his
spirituality, whether it be secular or religious. By this
point, the same observer, having crossed the threshold
of the main hall of the Palazzo Zenobio, comes face to
face with this monumental opus and can enjoy two po-
tential levels of hermeneutic fruition. On the first level,
at head height or a little lower, the observer is confront-
ed by an array of bulky volumes with open pages that
have been, as it were, alchemised by Boghossian with
fire. Behind these books, on the dark vertical support, a
series of stelas placed side by side like books can be seen
that have indecipherable glyphs that are also a product
of fire. All this creates an instantaneous impression of
an iconostasis that has been erected to preserve histor-
ical, poetic and mythical writings, along with sacred
scripture, a frontispiece on which to preserve memory
and tradition, primeval alphabets and runes, the very
essence of the identity and the epos of a culture and of
a people. However, a new feeling then emerges: on two
different alignments that somehow combine to form
one single emblem and a solemn epic and gnoseological
image, human action, time, space and fire have forged
an objective consummation of existential and historical

ceuvre exposées dans différentes salles, parviennent
a dessiner un territoire poétique de facon visuelle. 11
comprend en son centre une grande icone inclusive
d'ol, comme une «source » tout semble naitre ou tirer
son origine, tout au moins imaginaire et esthétique.
Cette installation picturale et plastique unique, oc-
cupe le salon central de I'étage noble du Palazzo Zeno-
bio et constitue le noyau iconographique a partir du-
quel tout autre principe tire ses origines et se rattache.

Concue comme un projet unique, I'exposition au
Palazzo Zenobio passe également en revue les diffé-
rents moyens linguistiques de Boghossian et se veut
une déclinaison de leur paradigme.

La «Sorgente» («Source») : livres et stéles

Boghossian a élaboré une grande installation plas-
tique intitulée Sorgente 2016-2017 dont la frontalité
rappelle les grands retables des églises chrétiennes ou
les grands murs de lieux qui abritent le sacré, quelle que
soit la croyance, et sur lesquels chacun peut concentrer
sa méditation et son inclination spirituelle, quelle soit
laique ou religieuse. Cette ceuvre, de dimensions consi-
dérables, se dresse devant l'observateur qui a passé le
seuil du salon principal du Palazzo Zenobio, offrant un
double niveau de possible jouissance herméneutique.
Tout d'abord et plus ou moins a la hauteur des yeux,
un alignement de gros livres aux pages ouvertes et tra-
vaillées a la flamme par Boghossian s'offre au regard.
Derriére ces livres, sur la poutre de souténement ver-
ticale et obscure, une série de stéles, disposées cote-a-
coOte, comme les livres, affichent des théories en signes
indéchiffrables, obtenus eux-aussi grace a la flamme.
Limpression instantanée qui s'en dégage est celle d'une
iconostase érigée pour recevoir des écritures, des écrits
historiques, poétiques et mystiques mais aussi sacrés,
un front sur lequel conserver mémoires et traditions,
alphabets et signes ancestraux, l'essence méme de
l'identité et de I'épopée d'une culture et d'un peuple.
Toutefois, parallelement a cette impression, en surgit
une autre : sur deux alignements différents qui pour-
tant constituent une seule image épique et gnoséolo-
gique, emblématique et solennelle, I'action humaine,
le temps, l'espace et le feu ont anéanti objectivement
les événements existentiels et historiques mais l'art a
récupéré leur esprit profond et, par le feu, a fait de la
transformation une ceuvre défiant la caducité.
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Sorgente, dunque € un lavoro che si oppone all'o-
blio, alla morte e alla vanificazione degli eventi, poiché
induce la coscienza individuale a confrontarsi attra-
verso l'elaborazione critica e poetica che l'arte compie
su di essi, con cio che di piu profondo I'umanita aspira
a conservare: lo spirito identitario, I'esperienza vissu-
ta, il proprio destino, la propria storia.

Boghossian, mentre usa la fiamma su un libro ne
compie la trasformazione in modo diverso ma analogo
a quello di Vincenzo Agnetti che nell'elaborare il suo
Libro dimenticato a memoria, 1970 sottraeva alle pagi-
ne l'intero corpo della scrittura, affinché di essa si ap-
propriasse la memoria. Ogni rinnovamento della vita
e delle forme, infatti, passa ineluttabilmente attraver-
so consunzione e morte di esse, per poi rinascere.

La modalita elaborativa mediante la fiamma muo-
ve l'azione di Boghossian nella duplice tensione di
sintesi distruttivo-costruttiva che ha gia caratteriz-
zato l'opera di alcuni maestri che lo hanno preceduto,
come Burri e Fontana, ma anche come Pollock o Klein
e Kounellis. Boghossian, infatti, agisce interrogandosi
con il lavoro. La realta che sembra interessarlo € quella
che scaturisce da un'elaborazione radicale dell’arte per
portarsi sempre piu vicino alla fonte dei processi auto-
conoscitivi, attraversando rischi e pagando costi che
un artista della sua tempra non esita ad affrontare.

La partita che Boghossian ha intrapreso non ri-
guarda obiettivi meramente pragmatici quanto di rag-
giungimento del piu profondo grado di liberta nell'at-
tuazione di un destino individuale che ha scelto l'arte
per realizzarsi.

hnjuwlbpylng, unwgh] b unbndwgnpsmpmi  dknling
utwnbny ngbisnipjuin:

«Sorgente»-li, hbwlwpwp, wojuwwnwip L, npp phd k
wuhpwlwunipejuip, dwhhi i1 hpwrupdnipniuttph
withdwuwnnipjutp, puith np wjtt ppupiniunmd | putiungunujut
h pubiwunbnswljut dnwdnnnipjun nhuwljuybm
wihwwnwlui ghnwlgnidp, np wpdbunp jhpwemd £ htpt hp
tjundudp, npytugh dupnnipiniup htwpudnphiu pun dqunp
wuwhwuwib] hupunipyut ghnulgnipniip, wwypws thopdp, hp
ubthulut Swjunwughpp b ubthwlub guwndnipnibp:

Mnnnuyutip gpph Ypu Ypwl hpwntiny, wyb hofowltpymd
E owy Gquwbwynyg, uvwluy dpugkugn Ulgknhh (Vincenzo
Agnetti) udwunipjudp, ny, «Libro dimenticato a memoria»
unbndwgnpémpniip  (1970p.) uwmbnsdtihu, betphg nnipu
Ep pipmd gpmipyutt Junmggwspp, npybugqh uwyt jnipugygh
hhonnmipjutt Uke: Ppujuimd, Yjuuph b dubph guulugus
JEputhnjumd  wjintuwthbhnpbl whgimd £ nsbhyugdwi b
dwhywt vhony, npujtiugh wyunthtwn Suntin wnth:

Upwlny uwnbndwgnpstint  wbkpjthlut  Nnpnuwih
gnpéniubmpmup numd Lt Yplhuwhh  hunbkbuhdnppudp
nyiswugmu-funmgmd uhupbqh Uk, np wpnkh pumpwuqpty
E hpkt twjunpnnn npnp Jupuybtunibkph unbnswgnpsufui
wpluwwnwtpp,  hywhuhtt b Pmppht,  dnbnwbwub,
htyybu twlb ®Pnnpp, Yyuwybp jud Ynibubjhup: Ppuwlubnd,
Mnnnujuipn unphoud £ hp wpluwwnwtph dwupt @ Bdoud
pt hpkt hEwwppppnn hpwjwimpnitt wgt & npp plancd
E wpdbunh wpdwnwluwt  unbnénihg wunhdwbwpup
huptwdwtwgnnujun  qnpéphipugh wnpmoipphtt  dnnbkbuyn
hwdwp: Tw wikm twwunwlny, tw vnwtdimd £ wybyhup
nhul], nphtt hp wpudwswthh wpdbunwgbnp sh Jupuimd
nhdwluyty b Jgwpmd £ npu ghip:

<«
Vincenzo Agnetti
Libro dimenticato
amemoria

1970

N

events, but art has retrieved their deeper meaning and,
through the use of fire, the artist has effected a meta-
morphosis in a work that challenges transience itself.

Sorgente is therefore a work of art that rebels against
oblivion, death and the vanification of events. Indeed,
it invites individual consciousness to a self-examina-
tion through the critical and poetic processes that result
from the alchemy of art, using that which at the very
deepest level man aspires to preserve: his spiritual iden-
tity, his experience of life, his destiny and his past.

By working with fire on a book, Boghossian meta-
morphoses it in a way that is tantalisingly different but
similar to the technique adopted by Vincenzo Agnetti
in his work Libro dimenticato a memoria (1970), in which
he draws from the pages the entire corpus of scripture,
thereby appropriating its memory. Indeed, each renou-
veau of life and of forms must ineluctably go through
the stages of regression and death, followed by a rebirth.

The creative processes activated by the flame ani-
mates the work of Boghossian through a dual tension
that is created by means of a destructive-constructive
synthesis that in fact characterised the work of pre-
vious maitres a penser such as Burri and Fontana, not
forgetting Pollock, Klein and Kounellis. Indeed, Boghos-
sian’s work is an answer in search of a question. The
reality that appears to arouse his interest is one that
springs from a radical redefinition of art that brings it
ever closer to the source of self-conscious processes by
taking risks and by paying the price that an artist of his
mettle is of course only too willing to pay.

Sorgente est donc un travail qui s'oppose au néant,
a la mort et a I'inanité des événements car il incite
la conscience individuelle a se confronter par la ré-
flexion critique et poétique que l'art effectue sur lui-
méme a ce que 'humanité aspire le plus a conserver :
l'esprit identitaire, I'expérience vécue, son propre des-
tin, sa propre histoire.

Boghossian, en appliquant la flamme sur un livre
le transforme d'une facon différente mais analogue a
celle de Vincenzo Agnetti qui, en réalisant son Libro
dimenticato a memoria, 1970, enlevait aux pages le
corps de I'écriture afin que la mémoire s'en approprie.
En fait, tout renouvellement de la vie et des formes
passe inéluctablement par la destruction et la mort de
celles-ci pour ensuite renaitre.

La technique de création par la flamme place l'ac-
tion de Boghossian dans la double tension de syn-
theése destructivo-constructive qui a déja caractérisée
I'ceuvre de certains maitres qui 'ont précédé comme
Burri et Fontana, mais aussi Pollock, Klein ou Kounel-
lis. En fait, Boghossian, agit en s'interrogeant sur son
travail. La réalité qui semble l'intéresser est celle qui
jaillit d'une création radicale de l'art pour sapprocher
de plus en plus de la source des processus autocogni-
tifs. Pour ce faire, il prend les risques qu'un artiste de
sa trempe n'hésite pas a affronter et en paie le prix.

Laction que Boghossian a entreprise ne vise pas
des obijectifs simplement pragmatiques mais cherche
a atteindre le degré de liberté le plus élevé dans la
réalisation d'un destin individuel qui a choisi l'art
pour s'accomplir.

Alberto Burri
Combustione
plastica

1958

Yves Klein

Peinture de feu

sans titre (F39)
- 1961
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Con un proprio vissuto attraversato da eventi della
realta storica, flussi culturali, narrazioni e sogni poe-
tici tra Oriente e Occidente, Boghossian reca nel suo
lavoro artistico la novita di un progetto che nel XXI
secolo dovra necessariamente trovare una composi-
zione attiva nelle differenze sociali attualmente esi-
stenti, quale risorsa di un altro diverso e piu giusto
umanesimo.

Non sorprende dunque l'apparizione da qualche
anno, nell'orizzonte artistico cosi frastagliato e mute-
vole di un'opera come quella di Jean Boghossian, una
rivelazione che qualcuno ha gia voluto definire the fire
artist per l'attitudine prevalente nella sua azione pit-
torica di far uso della fiamma per trasformare ed ela-
borare I'immagine da ottenere, spesso con materiali
eterogenei.

Boghossian non ¢ il primo artista che, pur ali-
mentando in sé, quotidianamente, il forte richiamo
alla creazione pittorica e plastica, ne abbia rinviato
per anni la manifestazione pubblica, esercitando in-
tanto una attivita di artefice di ornamenti del cor-
po che - gia viva nella tradizione familiare - gli ha
garantito successo economico e professionale. Ma
la vocazione artistica, in senso pieno e totale, cosi a
lungo covata e coltivata, alla fine € prevalsa in lui su
ogni altro interesse e affezione, al punto di indurlo a
dedicarsiinteramente ad essa, tagliando alle proprie
spalle ogni ponte che lo vincolasse alle precedenti
esperienze.

Si comprende pertanto e si motiva anche l'inten-
sita della sua azione odierna, febbrile e proteiforme,
all'insegna di una sperimentazione costante, rivelatri-
ce di unaricerca ansiosa di individuare e trovare nuo-
ve forme da conquistare nella creazione di una koiné
linguistica che privilegia i processi elaborativi piutto-
sto che i risultati, avvertendo nei primi tutto il fasci-
no dell’alea, sovente veicolo di scoperta, e nei secondi
la conclusione di un impiego di energie mai appaga-
to, anzi sempre pronto a ripetere la liturgia dell’atto
creativo.

Nell'azione sperimentale Boghossian si & molto
spesso cimentato con le imponderabili leggi della ca-
sualita. Si puo dire che egli si sia anche deliberatamen-
te e con intenzionalita affidato a loro nell’attraente
dinamica di lasciar apparire I'imprevisto e di dover
compiere scelte, prendere decisioni o, al contrario, at-
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The challenge that Boghossian has taken up does not
involve merely pragmatic objectives. Rather, it reflects
his desire to achieve the most profound freedom in the
creation of an individual destiny that has chosen art as
the medium to achieve that destiny.

Based on his own experience of a whole range of his-
torical events, cultural ebbs and flows and poetic narra-
tives and dreams that encompass the world from East
to West, Boghossian presents in his artwork a new idea
that in the twenty-first century will come to life in the
mishmash of today’s societal differences to forge a new
and more just form of humanism.

It therefore comes as no surprise that a veritable
revelation has been perceived in the fractious and ev-
er-changing artwork of Jean Boghossian, who has al-
ready been defined as the quintessential fire artist. In
other words, the element that informs his pictorial art
is the use of the flame to transform and redefine the im-
age, often with heterogeneous materials.

Boghossian is not the first artist who, while strongly
focusing in his everyday work on pictorial and plastic
creation, has for several years shunned public exhibi-
tions and has at the same time developed his alchemy of
body ornaments that - already alive in family tradition -
has ultimately guaranteed his economic and profession-
al success. However, the artist’s vocation, in the fullest
sense of the term, after a long period of incubation and
growth, ultimately prevailed over all his other interests
and passions. As a result, he now devotes himself en-
tirely to that vocation and has severed everything that
tied him to his previous experiences.

His motivation and the intensity of his feverish and
protean labours can therefore be easily understood. His
isa life of incessant experimentation, a relentless search
for new ways to create a linguistic koine that favours
creative processes rather than results, a quest to see in
the former all the allures of randomness, which is more
often than not a vector of discovery, and in the latter
the endpoint of an insatiable use of energy, while he re-
mains ever ready to rehearse the liturgy of his creative
act.

In his experimentation Boghossian has often flirted
with the imponderable laws of randomness. It might
be said that he has deliberately and with premedita-
tion given his trust to them in the hope of producing

Avec un passé marqué par des événements de la
réalité historique, des flux culturels, des histoires et
des réves poétiques entre Orient et Occident, Boghos-
sian rend dans son travail artistique la nouveauté d'un
projet qui devra nécessairement trouver au XXI¢siécle
une composition présente dans les différences sociales
existant actuellement en tant que ressource d'un hu-
manisme différent et plus juste.

Dans un horizon artistique aussi bouleversé et
changeant, I'apparition depuis quelques années d'une
ceuvre comme celle de Jean Boghossian n'est donc pas
surprenante. Il s'agit d'une révélation et l'artiste a déja
été défini comme the fire artist en raison de sa propen-
sion, dans son action picturale, a utiliser la flamme
pour transformer et créer les images recherchées,
souvent avec des matériaux hétérogénes.

Méme si I'appel de la création picturale et plas-
tique I'habitait au quotidien, Boghossian n'est pas le
premier artiste & en avoir retardé la manifestation
publique durant des années, exercant alors une acti-
vité d’artisan joaillier - déja présente dans la tradition
familiale - qui lui avait assuré réussite économique et
professionnelle. Toutefois, la vocation artistique, au
sens plein et total du terme, couvée et cultivée depuis
longtemps, I'a finalement emporté sur tout autre inté-
rét et affection, au point de le conduire a s'y consacrer
pleinement, coupant tous les ponts le reliant a ses ex-
périences précédentes.

On peut ainsi comprendre les raisons de I'intensité
de son action actuelle, fébrile et protéiforme, a I'en-
seigne d'une expérimentation constante, révélatrice
d'une recherche anxieuse pour définir et trouver de
nouvelles formes a conquérir dans la création d'une
communauté linguistique privilégiant le processus de
création plutét que le résultat, éprouvant dans le pro-
cessus créatif toute la fascination des aléas - souvent
vecteurs de découvertes - et considérant le résultat
comme la conclusion de l'utilisation d’énergies jamais
épuisées. Lartiste est ainsi toujours prét a répéter la li-
turgie de l'acte créatif.

Dans son action expérimentale, Boghossian s'est
souvent heurté aux lois impondérables du hasard. On
peut méme dire qu'il s'est délibérément et intention-
nellement fié a celles-ci dans la dynamique attrayante
de laisser apparaitre I'imprévu et de devoir effectuer
des choix, prendre des décisions ou au contraire at-
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tendere il compimento e l'esaurirsi dell'insondabile
fenomenologia del caso, per poi assumere un compor-
tamento idoneo alla definizione dell'opera derivatane.
Nella complessa relazione con I'hasard suscitato dal
suo comportamento e con la sperimentazione dei
diversi materiali impiegati e dei mezzi per lavorare,
risultano numerosi gli esiti che sono andati a costi-
tuire veri e propri differenti cicli di forme pittoriche
e talvolta plastiche che, osservate attraverso esempi
di raggiunta qualita, costituiscono effettivamente il
repertorio del lavoro di Boghossian; nonostante egli
desideri che il suo intero lavoro mantenga un’apertu-
ra e una fluidita che, oltre ad avere a che fare con il
concetto di opera aperta vorrebbe inoltre qualificarsi
come ‘flusso della sperimentazione’, proprio per l'a-
derenza alla sperimentazione della materia, in tutte
le sue fogge, egli appare proseguire la propria ricerca
sperimentale con l'aspettativa di raggiungere nuovi
gradi di esplorazione estetica sulla strada tracciata dal
Maestro delle materie: Alberto Burri.

Con l'iniziazione alla pittura e, in seguito, col sal-
to nell'astrazione si consuma in Boghossian anche
l'attitudine verso ogni tipo di certezza dogmatica,
tanto nelle vicende esistenziali quanto in quelle dei
processi del linguaggio artistico. Ben presto dunque
egli arriva a deporre nella pittura quel sentimento di
controllo per il dettaglio, per 1'uso e il dosaggio cro-
matico, per la scelta delle materie e per il contrasto
luce e ombra. In coincidenza con il desiderio di sen-
tirsi libero, l'avvio dell’'astrazione appare come una
scelta idonea ad avvicinarlo al maggior grado di af-
francamento da ogni vincolo, verso una dimensione
dove la nuova esigenza appare quella di dare vita a
una lingua propria da cui far venire alla luce la forma
specifica della sua arte.

Poco piu di una decina d’anni separano gli attuali
esiti della pittura di Boghossian da quella svolta nell’a-
strazione. In essi si possono cogliere tutte le esperienze
- e sono davvero molte - in cui, con assiduita quoti-
diana e ossessivita poetica egli si avventura in sentieri
che talvolta si rivelano come strade praticabili, se non
addirittura quali vere e proprie vie da percorrere rapi-
damente e con esiti felici.
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something quite unexpected while being able none-
theless to make choices and take decisions or, con-
versely, to await the fulfilment and exhaustion of the
unfathomable phenomenology of chance and subse-
quently assume an approach that favours the iden-
tification of the work produced by these processes.
The complex relationship with le hasard that arises from
his methods and by dint of his experimentation with
the different materials he employs and his techniques,
produces various outcomes that then become different
cycles of genuine pictorial and sometimes plastic forms
which, when observed through examples of the actual
results achieved, effectively go to make up the reper-
toire of Boghossian’s opus, even though he would prefer
his entire work to remain open and to maintain a fluid-
ity that, in addition to adhering to the concept of opera
aperta, would also qualify as a “flow of experimenta-
tion”. Through his faithfulness to experimentation with
matter in all its guises, he appears to continue his ex-
perimental research in the expectation of reaching new
levels of aesthetic exploration while following in the
footsteps of the maestro of matter: Alberto Burri.

Boghossian’s initiation to painting and, later on, his
leap into abstraction consummated his view of every
form of dogmatism, whether in existential events or
in the vicissitudes that accompany the processes of ar-
tistic language. He very quickly learned to put into his
painting that feeling of attention to detail, chromatic
application and dosage, choice of matter and contrast of
light and shade. Coinciding with his desire for a feeling
of freedom, his journey into abstraction was evidently a
good decision as it moved him closer to the point where
he could be most free from every possible constraint
and move towards a new disciplinary dimension where
he must infuse life into his own idiom, which of course
he must needs derive from the specific form of his art.

A little more than ten years separate the results of
Boghossian’s work with paint from this venture into ab-
straction. During that time, he clearly took advantage
of his many experiences along the road of life that he
was wont to follow in his daily pursuits and in his po-
etic obsessiveness through pathways that sometimes
proved to be quite passable, even though they were not
actually the fastest route to his destination and a happy
outcome.

tendre que se réalise et s'achéve l'insondable phéno-
ménologie du hasard, pour ensuite adopter un com-
portement adapté a la définition de I'ceuvre qui en ré-
sulte. Dans sa relation complexe avec le hasard suscité
par son comportement et dans l'expérimentation des
différents matériaux utilisés et des méthodes de tra-
vail, il a connu de nombreux succes qui constitueront
véritablement différents cycles de formes picturales
et parfois plastiques qui, au vu de la qualité atteinte,
représentent effectivement le répertoire de travail
de Boghossian. Toutefois, celui-ci souhaiterait que
I'ensemble de son travail conserve une ouverture et
une fluidité qui, en plus d’étre lié au concept d’ceuvre
ouverte, soit qualifiée de « flux de I'expérimentation »,
précisément pour cette adhésion a l'expérimenta-
tion de la matiere, sous toutes ses formes. Boghossian
semble poursuivre sa propre recherche expérimen-
tale, cherchant a atteindre de nouveaux niveaux d’ex-
ploration esthétiques sur la voie tracée par le maitre
des matiéres : Alberto Burri.

Avec linitiation a la peinture et ensuite, avec la
plongée dans labstraction, tout type de certitude
dogmatique disparait chez Boghossian, aussi bien vis-
a-vis des événements existentiels que des processus
du langage artistique. Trés vite, il arrivera a déposer
dans la peinture ce sentiment de contréle du détail,
par l'utilisation et le dosage des couleurs, par le choix
des matieres et le contraste ombre-lumiére. Paralléle-
ment au désir de se sentir libre, le début de I'abstrac-
tion apparait comme un choix lui permettant de se
rapprocher d'un niveau supérieur d'affranchissement
de tout lien, d'une dimension ou la nouvelle exigence
semble étre celle de donner vie a une langue en soi a
partir de laquelle peut naitre la forme spécifique de
son art.

Un peu plus d'une dizaine d'années séparent les
résultats actuels de la peinture de Boghossian de sa
plongée dans I'abstraction. Dans ces ceuvres, on peut
retrouver toutes les expériences - et elles sont vrai-
ment trés nombreuses - ou avec une assiduité quoti-
dienne et une obsession poétique, il s'est aventuré sur
des sentiers qui parfois se révélent étre des routes tout
a fait praticables quand ce ne sont les véritables voies
a parcourir rapidement et avec succes.
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“Plis”, le pieghe

Nello studio di Boghossian ho osservato un gruppo
di lavori fortemente caratterizzati da sistemi di pieghe
che, nel modulare la superficie della tela, in realta la
trasformano in un vero rilievo’ dominato dall’horror
vacui di una texture monocromatica che sembra ac-
centuare e portare alle estreme conseguenze, sfioran-
do il parossismo, le iniziali intuizioni del Manzoni degli
Achromes, dello stesso Castellani degli anni 1959-60 e
quasi fornendo le immagini piu appropriate al saggio
di Deleuze su Leibniz e il Barocco.!

Nella piega e nelle piegature delle Plis (2008) com-
piute da Boghossian si esprime un principio di conti-
nuita che si deve immaginare infinito anche se in ogni
tela lavorata dall’artista si osserva una misura finita.
In ogni tela sembra configurarsi l'insieme dei meandri
di un labirinto in cui i dedali non presentano angoli
ma conclusioni di ognuno nell’altro, senza linee spez-
zate ma solo curve. Le tele di Boghossian, come le cir-
convoluzioni della noce nel guscio ricordano i lobi ce-
rebrali esistenti nella testa di ognuno e le loro pieghe.

Le inflessioni delle pieghe nel loro contradditto-
rio e ambiguo sviluppo spaziale evocano la funzione
della forma barocca. Secondo Deleuze «Linflessione
€ una idealita o virtualita che non esiste attualmente
se non nell'anima che l'avviluppa. Ne consegue che &
I'anima ad avere delle pieghe, ad essere piena di pie-
ghe. Le pieghe sono nell'anima, e non esistono se non
nell'anima.x»?

Basterebbe questa angolazione ermeneutica sug-
gerita dal pensiero di Deleuze per comprendere la pre-
gnanza di queste Plis di Boghossian. Il gruppo di lavori
osservati occupa, infatti, nella creazione dell’artista un
posto di sensibile valore e interesse. Ma alle pieghe del-
le tele Boghossian ne fa seguire delle altre che vanno
individuate in quelle realizzate con le carte, sulle quali
il gesto ha prima cercato un‘articolazione di superficie
piu geometrica a linee spezzate piuttosto che a linee
curve e inoltre intervenendo con il fumo e la fiamma.

Nella nuova serie in questione si distinguono alcu-
ne soluzioni di pieghe ‘a ventaglio. Anche questo ciclo
di opere a base di pieghe, pur diverse, &€ pervaso da una
sensibilita evocativa della grazia asiatica e dell'essen-
zialita Zen non foss’altro che per l'impiego della carta
usata con poetica lievita.

«Ulnutibp»

Mnnnuyuth  wpdbunwingmd  Wjunkgh vh  owpp
wolununwliplitp uhun pim pugpyws wnuikph hwdwlwpgny,
npnip  Yuudh dwlbpbup dbwthnjubny wyb Jhpust) thu
hpwlwt «objhtdh»: Uty gbphoumd b dhwgnyt fuwgh
«horror vacui» dip (Yuju nuunwpympjub weel), npp jupstu
plingdmd b phpmud £ Suypwhbnmpyub’ hwulbyng tnghuly
ququplwltnh «Achromes--mu Uwligntihh b 1959-1960pp.-hu
Yuunbjwthh twpbtwlwt ptwqpubpht, qpbpt wywhnybng
Luypuhgh b Fupnlynh dwupt Hnigh wpjuwnnt pyuih wnwyd by
hudwywunwujuwt wunkpubpp: !

Mnnnuyutth Ynnuhg ppwjubwgduws «U4nulikp» (2008p.)
unbindwgnpénipjutwnutipmd Wswpbpmd wpnuwhwynynud |
ownniiwuwluinipjut uljqpniupp, npp ykwnp Eywnlipugutiup
npybku  whuwhdwinipnit  unyuhul, Gehk wpybunwgbnp
ynnuhg dowdusé mpupwbgnip Yunwyh ypu tjuwnkiup, nplk
Ytpowynpnipinii: Snipupwiisinip Jruwy Jupstu ubpjuyugnid
E jwphphupnuh pninp wynuubkpp, npunbn thwlninhubpp sniuk
wulnibubp, vwljuyt tpwbghg mipuwpwbynipp wjuwpunynd
hwonpnh dke: Qqu Yupdws ghsd, vhuyl Ynpkp iz Mnnnujuith
Yuwdubpp  pulnygh  Ynphgh  quiuptbph - bdwimpyundp
hhotgumd ki dwpnnt mntnh Yhuwqunbph dwyptpp:

Ulnuttiph ptpmpiniuutpn hpttg hwjuwuwlwi b tpjhdwun
nupuswljub qupqugdut Uky hhobgumd Lt pupnyynih dth
qnpéwnnypn: Cunn Yenigh «@kpnpnip junwpbym et ud
Jhpuinuwynienit £, npp tbpluynudu gnympyni nith dhuyt hngme
utg, npt uyt wwpmpoid t: Uy hnght, npl nith wnutikp, npp 1h
Ewlnutitpny: Ulnutikipp hngnt dte Eu b ukpjuynidu qundmd
thuyt hngm Ubg:»?

Thniqh Ynnuhg wnwewplyws uyy htipdkulinhl uninkgnudp
puduluit £ Monpnuyuth  «Ulnuubp-h  bpwbwynipniup
huuljwbunt  hwdwp:  Thujws  ponnp wpluwnwbpubpn,
hpujwinud, wnpwbdtwhwwnml U hbwwppphp whn &
gpuynud  wpdbunnugbnh unbnswgnpsuwt wywwnwpnid:
Ujintwdtiuythy, Innnujutip juruutiphwnubppoupntiunid
Ewy  prpb whnuitkpny, nph Jpu swpdmup bwhe b wpwy dqunty
E dwlbpkuh wylh bphpuswhwlu wpnuwhwpndwip’ jupdus
gdtpny, wyp ny ph Ynpkpny, b nbn wykht, dhpwdndus sfuny b
Yy

unnn wowplw unp owppmy Yupkh E nbkuil] «<hnghwph
whupn)»> wynutibph [ménudubp: Lhiukiny popnpodht tuppbp'
wynubtiph hhdwt Jpuw unbndjwsd wowwnmwuputph swppp
unngnpjwsd E wuhwlwl ounphtt wppliwgunn qquyniimpyudp b
Okuh tmpjudp  nhubny prph ogumpjubp, nph oquugnpéty
E pwtwunbnduuwt  phplopudp: Yw wyy  dhliingh

“Plis” (Folds)

In my study of Boghossian’s artistic career I identi-
fied a series of works strongly characterised by systems
of folds which, by modulating the surface of the canvas,
in reality transform it into a genuine “relief” dominated
by the horror vacui of a monochromatic texture that ap-
pears to accentuate and transport to their most extreme
limit - almost paroxysmically - the incipient intuitions
of Manzoni's Achromes and Castellani’'s work in 1959-
1960, while offering images that seem more in line with
Deleuze’s essay on Leibniz and Baroque.!

In the twists and turns of Boghossian’s Plis (2008)
he expresses a principle of continuity that must be im-
agined as being infinite, even though finiteness can be
perceived in each of the artist’s canvases, which then
create a labyrinthine configuration in which there are
no longer any corners but only endpoints with no bro-
ken lines, only curves. Boghossian’s canvases, like the
swirls of the walnut in its shell, are reminiscent of the
lobes of the brain and its folds.

The contradictory and ambiguous spatial develop-
ment of the inflections of the folds evoke the function-
ality of Baroque form. According to Deleuze, “[ilnflec-
tion is an ideal condition or a virtuality that currently
exists only in the soul that envelops it. Thus, the soul is
what has folds and is full of folds. Folds are in the soul
and authentically exist only in the soul.”?

The hermeneutic approach suggested by Deleuze
is sufficient for us to fully understand the pregnant
meaningfulness of Boghossian’s Plis. Indeed, the series
of works that we have observed has a significant and in-
teresting place in the artist’s creative portfolio. Howev-
er, the folds of Boghossian's canvases were followed by
others that are to be found in those made with paper, on
which the artist first sought a surface articulation that
is more geometric with broken lines rather than curved
lines and also by using smoke and fire.

The new series features certain types of folds ar-
ranged in a fan-like configuration. Also, even though
this series of fold-based works is essentially different,
it is pervaded by a sensitivity that is suggestive of Asian
gracefulness and Zen essentiality, if only through the
use of paper with captivating poetic levity.

«Plis»

Dans l'atelier de Boghossian, jai pu observer un
ensemble de travaux fortement caractérisés par des
systémes de plis qui, en modulant la surface de la toile,
la transforment en un véritable « relief » dominé par
I'horror vacui d'une texture monochrome qui semble
accentuer et porter a l'extréme, effleurant méme le
paroxysme, les intuitions initiales de Manzoni dans
les Achromes, et de Castellani dans les années 1959-60,
fournissant pratiquement les images les plus appro-
priées a l'essai de Deleuze sur Leibniz et le Baroque.!

Dans les plis et les pliures des Plis (2008) exécutés
par Boghossian, sexprime un principe de continui-
té que l'on doit imaginer infini méme si, sur chaque
toile travaillée par l'artiste, on observe une mesure
finie. Chaque toile semble représenter l'ensemble
des méandres d'un labyrinthe ou les dédales ne pré-
sentent pas d’angles mais chacun d’eux s'achéve dans
le suivant. Il n'y a pas de ligne brisée, uniquement des
courbes. Les toiles de Boghossian, comme les circonvo-
lutions de la noix dans sa coquille, rappellent les plis
des lobes du cerveau humain.

Les inflexions des plis, dans leur développement
spatial contradictoire et ambigu évoquent la fonction
de la forme baroque. Selon Deleuze, « Linflexion est
une idéalité ou virtualité qui n'existe actuellement
que dans I'ame qui I'enveloppe. Aussi, est-ce I'ame qui
a des plis, qui est pleine de plis. Les plis sont dans 'ame
et n'existent actuellement que dans I'ame. »?

Cette vision herméneutique suggérée par Deleuze
suffirait 3 comprendre la prégnance des Plis de Bo-
ghossian. Lensemble des travaux observés occupe, en
fait, dans la création de I'artiste, une place particuliére
et intéressante. Toutefois, Boghossian fait suivre les
plis des toiles d’autres plis, ceux du papier, sur lequel le
geste a tout d'abord cherché une articulation de la su-
perficie plus géométrique avec des lignes brisées plu-
tot que des courbes et il est en outre intervenu avec la
fumée et la flamme.

Dans la nouvelle série en question, on peut obser-
ver des solutions de plis « en éventail ». Tout en étant
différent, ce cycle d'ceuvres a base de plis, est empreint
d’une sensibilité évocatrice de la grace asiatique et de
I'essentialité Zen par le recours au papier, utilisé avec
une légereté poétique.
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Un medesimo sentimento di continuita sembra
protendere sia le pieghe che la sua azione artistica.

I1libro bruciato

Nell'arte di Boghossian - si ha motivo di ritenere
- il libro bruciato riveste un significato e una centra-
lita specifica, tanto dal punto di vista dell'emblema
gnoseologico e sapienzale, quanto da quello materio-
logico e perfino spaziale. Se infatti i libri raccolgono le
pieghe dell'anima degli autori e quelle del loro stesso
pensiero, in essi si sono spesso riconosciute le comu-
nita religiose e civili g, in ogni civilta, le pit durevoli
tradizioni e regole delle comunita stesse. Il libro puo
essere considerato la monade dalle numerose pieghe,
in quanto pagine, e si potrebbe spingere I'analogia af-
fermando che ognuno € un libro aperto o chiuso agli
occhi degli altri.

Dal punto di vista della lunga e tormentata storia
del popolo armeno,sempre considerato antico ponte
tra Oriente e Occidente, esso annovera tra le sue ric-
chezze I'invenzione dell’'alfabeto con le sue trentano-
ve lettere in grado di trasmettere ogni sfumatura fo-
netica dell’'antichissima lingua armena. Linvenzione
dell'alfabeto, avvenuta all'inizio del V secolo d.C., nel
404 circa, ad opera del monaco Mesrop Mashtots con
la traduzione della Bibbia, ebbe anzitutto l'obiettivo
duplice di tradurre i testi sacri cristiani e di far acce-
dere il popolo alla conoscenza della cultura classica.
Recentemente si é tornati da parte di alcuni studiosi
a riflettere sull'importanza dei libri religiosi e civili
nella trasmissione della memoria del popolo armeno
evocando personaggi chiave ed episodi significativi
della storia.®

In una visita compiuta nella capitale Armena,
Yerevan, ho potuto visitare il museo Matenadaran del
libro dove sono custoditi gli antichi manoscritti, tra
cui il Libro della Lamentazione (Matian Voghbergutian,
1237) del mistico Gregorio di Narek (951-1003 d.C.) e
I'Omeliario di Mush. Entrambi i libri costituiscono stra-
ordinarie testimonianze della grandezza della civilta
e della fede degli armeni. In particolare I'Omeliario di
Mush pesa circa trenta chili ed & alto poco meno di un
metro. Esso & circondato da una autentica venerazio-
ne e la sua sopravvivenza & oggetto di storiche peripe-
zie e leggendarie vicende.

owpnibwuljwimpul qqugnifu £, nphtt Jupstu dquunid ki
hwutit] wynuttpp b bpw ghnupdtunuljuts wpuwnwpp:

Ujpqwé qhppp

Mnnnuyutth wpdbunnd whwp L hhol) dhuyh vh put.
htug wypywé qhppt £, np mth hwwnnl, JEunpnbwlub
wowtwlmpmt, hyywbu hdwugupuwbuut b qhnwfub
lunphppuithoh mkuwtynithg, wybybu b ynpuui b bnyguhul
nwpuwswljui: bpujuiunud, Epk gpphipnd jninuldus tu
htnhtwjh hngmt b tpw dwnpkph wlnubkpp, wwyw wojuwphhly
b Ypntwlut hwdwyipubpp hwdwn dwbwsyty tu gpplipnud, b
wjuntn huynbwpbpdl] Eu unyhul] hwdwjuph wnudbjuytu
wpdwnwugus  wjubnnyputpt  m Yubnbubpp:  Shppp
Jupth b bwdwpl] npwbu dntwn, nph botpp puquuphy
wlnuubkp ki Qwpnn Gup unyuhul wbh hbpmb quw) wyu
hudwidwim pyudp wukny, np Wkquiihg jmpupwlbsympp pug
Yuud thwl ghpp Emphubph wspbpma:

Uplutph & Uplunmiwnph dholi vhown nupuynp fudnipg
hwunhuwgnny huwy dngnypnph Epup b wwpwwwihg
wuwnunipjul mkuwtlyniihg, tpw hwpunnipniuubph pupphg
hwpl E by tphunithtp wwn wupnibwlnng wypnipkup, npp
Jupnn kE wpuwgnit] hhttwdnipg huykpku (kqyh htgmibwlui
ponp upphpubiquibpp:

U.p. 5-pny quiph ulgpnd’ dnwn 404 p., huyuljwb wypmpkih
unbnénudp thwpwt Ukupny Uwpwnngh Ynnuhg Uundubswpish
pupquuimput htn  dpwuht, mubkp Yphowhh Guyunwl
pungquuit] pphunnubwljut unipp gpmpiniutitpp b donnypnht
hwuwtbh nupdul] gquuuiuwt dowlnypep: dkpekpu, npno
htunwgnunnutp winpunpupdwt Ypnbwluis b wphiwphhly
qeppp  fuplnpmpyutp - hug - dngmjpph - hhonympyuhb
thnjuwigdwt gnpémd wnwg phiptiny yundni pjut wnwbgpuyht
qnpdhsutipht b wowtwuuh hpuwpdnipniatbpp:?

Zuyuunwih  dwjpupunup  Gplwt  wygh dudwbwly
htd hwonnytg uygkity hht Abknwqpbph pwbqupuib
Uwntuwunwupuip, npntn wwhwwiyty o htwgnyb dknwgpkp,
npnughg Lt vhunhly thpjhunthw Gphgnp Vupkljugne «Uwinjub
nnpkpgmipjui» qhppp (1237p.) U «Usn dwnpinhpp»: Uju
Epynt gpptpp hwinhuwbinud o huybph punupulpenipju
b hwjuunh dEdmpjut wnwbdtwhwwnnll J{uympmniutbpn:
«Upn  dSwnplnpppr, dwubwynpuwbu, Yopnd E - unun
Eptunit Yhngpud b nith dnwn Ukl dbinp pupdpoipnit: Uja
wpdwbwinud £ hujujut yununwph, b tpu thplnipmiup
Eupwplyt] b yguudwlwt wpluwstukph b wnwuybjuluh
hpunwpdnipniuttph thnpdmpjniubphte

The same sense of continuity appears to pervade the
folds and the artistic approach itself.

Book-burning

It has been suggested that the burned book plays a
significant and central role in Boghossian’s art, both from
the point of view of the gnoseological and epistemologi-
cal emblem and from the materiological and even spatial
standpoint. If in fact books are the repository of the folds
of authors’ souls and those of their very thoughts, they
often appear to encapsulate religious and civil communi-
ties and, in every civilisation, the most perennial tradi-
tions and rules of the communities themselves. The book
can be considered a monad with numerous pages that
form folds, and we can further extrapolate the analogy
by reaching the inevitable conclusion that everyoneis an
open or closed book in the eyes of others.

However, let us look through the prism of the long
and tormented history of the people of Armenia, a coun-
try that has always been considered as the ancient bridge
between East and West. Armenia’s many achievements
include the invention of an alphabet with thirty-nine
letters that produced a vehicle that communicates every
phonetic nuance of the ancient Armenian language. The
alphabet was created in the early fifth century (around
404 A.D.) by a monk called Mesrop Mashtots. He used
this alphabet in his translation of the Bible. First and
foremost, he wanted to use it to translate sacred Chris-
tian scripture and, secondly, to make classical culture
accessible to his people. More recently, a number of
scholars have reflected on the importance of religious
and civil books in the transmission of the memory of
the Armenian people, a transmission that involves cer-
tain important historical characters and episodes.®

During a visit to the Armenian capital Yerevan, [ was
able to visit the Matenadaran Book Museum, which hous-
es ancient manuscripts, including the Book of Lamentation
(Matian Voghbergutian, 1237) by the mystic Gregory of
Narek (951-1003 A.D.)and the Mush Homeliary. Both books
are extraordinary testimonies to the grandeur of the civili-
sation and faith of the Armenians. In particular, the Mush
Homeliary weighs approximately thirty kilograms and
measures just under one metre. It is the subject of devout
veneration, and its survival is a historical and legendary
tale replete with adventures and vicissitudes.

Cest vers un méme sentiment de continuité que
semblent tendre tant les plis que son action artistique.

Lelivre brilé

Dans l'art de Boghossian - sl ne faut retenir qu'une
chose - cest le livre briilé qui acquiert une signification et
une centralité spécifique, tant du point de vue du symbole
gnoséologique et scientifique que matériologique et méme
spatial. Enfait, sileslivresrecueillent lesplisdel'amedeleurs
auteurs et ceux de leurs pensées elles-mémes, les commu-
nautésciviles et religieuses se sont souvent reconnuesdans
leslivreset, dans toute civilisation, les traditions et les régles
les plus ancrées de la communauté sy sont retrouvées.
Le livre peut étre considéré comme une monade dont les
pages seraient les nombreux plis. On pourrait méme aller
plus loin dans l'analogie en affirmant que chacun de nous
est un livre ouvert ou fermé aux yeux des autres.

Du point de vue de I'histoire longue et tourmen-
tée du peuple arménien, toujours considéré comme
un ancien pont entre I'Orient et Occident, il faut citer
parmi sesrichesses, 'invention de I'alphabet de trente-
neuf lettres capables de rendre toutes les nuances
phonétiques de la trés ancienne langue arménienne.
Linvention de l'alphabet arménien, survenu au dé-
but du Ve siécle aprés J.C., vers I'an 404, par le moine
Mesrop Mashtots avec la traduction de la Bible, avait
avant tout un objectif double, celui de traduire les
textes chrétiens sacrés et de faire connaitre au peuple
la culture classique. Récemment, certains chercheurs
ont réfléchi sur l'importance des livres religieux et
civils dans la transmission de la mémoire du peuple
arménien, évoquant des personnages clés et des épi-
sodes significatifs de I'histoire.®

Lors d'une visite dans la capitale arménienne, Ere-
van, jai pu visiter le musée Matenadaran du livre ou
sont conservés les anciens manuscrits, dont le Livre
des lamentations (Matian Voghbergutian, 1237) du
mystique Grégoire de Narek (951-1003) et ' Homéliaire
de Mush. Ces deux livres constituent d'extraordinaires
témoignages de la grandeur de la civilisation et de la
foi des Arméniens. LHoméliaire de Mush notamment
pése une trentaine de kilos et mesure prés d'un meétre
de haut. On lui voue une authentique vénération et sa
survie a fait l'objet de péripéties historiques et d’évé-
nements légendaires.
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Nonostante non vi siano nessi diretti tra la storia
culturale e religiosa del popolo armeno e la creazione
dell'ampio repertorio di esempi plastici a base di libri
realizzati da Boghossian, non & improbabile che la tra-
smissione spirituale, poetica ed epica di alcuni aspetti
della civilta dei popoli armeno, libanese e siriano possa
riemergere nell'opera di un artista come Boghossisan,
la cui famiglia proviene da quelle regioni del mondo
e il cui vissuto non é cosi distante temporalmente da
fatti e vicende storiche del secolo a cui appartiene 'ar-
tista stesso.

Le diverse modalita di elaborazione dei libri con la
fiamma da parte di Boghossian non intendono sicu-
ramente violare il significato simbolico ed allegorico
del libro quanto, considerandolo materiale per il suo
lavoro, integrarlo idealmente in esso conferendogli
la temporalita e I'aura dell'opera d’arte. Cio vale oltre
che per i libri interamente composti da lui a mano,
anche per quelli da lui raccolti in allineamenti o in
formazioni geometriche su cui é intervenuto talvolta
con il colore,e piu spesso con la fiamma. Si comprende
dunque che la combustione a fini artistici effettuata
da Boghossian vuole avere valenza poetica, plastica
e formale, opposta diametralmente a qualsiasi turpe
rogo di libri, sopratutto a quelli famigerati eseguiti a
fini dispregiativi e di annientamento dai nazisti. Un
libro bruciato da Boghossian reca tanto il senso este-
nuato della piega barocca, quanto di una ‘nigredo’ cu-
stode di parole ormai segrete e consegnate alla Storia.
Quelli di Boghossian, come ho accennato, sono libri
che sembrerebbero discendere dal Libro dimenticato
a memoria di Vincenzo Agnetti e dal suo estremismo
poetico, esteticamente paradossale. I libri elaborati
con la fiamma da Boghossian evocano la mitica fenice
che risorge dalle sue ceneri come I'’Armenia dopo il ge-
nocidio subito un secolo fa.

Le stele

E stato in occasione della mostra personale presso
il Beirut Exhibition Center di Beirut che Boghossian
ha mostrato per la prima volta alcune ‘stele’ di poli-
styrene ‘segnate’ con la fiamma in un'immaginaria
scrittura il cui alfabeto segnico € puramente risultan-
te dalle combustioni di quel duttile materiale. Mentre
la brunitura delle superfici & ottenuta con la fiamma,
ma senza incidere la materia, i segni sono l'esito di una

PEyniql  sjub  wldhpwluwi Ywwbkp hwy dnnndpph
Uowlnipuyht b Ypnwlut yuwndnipjut b gpptiph hhdwt pu
Mnnnuyuuhnnuhghpuljutugdusqinupiunuljui idnpubph
uts owpph unbnddwt uhol, vwljuy sh pugunynid, np huy,
lhpwinugh b uhphwgh dnynmpryitkiph punupwyppnipmbutph
npny  Ynnutph  hnqlinp, pwbwuwnbnsujuit b Lyhiulwut
thnpuwtgnidp  jupny £ wpwbdtwbw; Nnnnuyuth  whu
wpJunwgbnh  unbndwqnpduwljut  wowwnwipmd, md
punnwthpp wpdwunbbpny wyn wwpwswopewithg £, b md
wtgpup wynpuit htnwnp skt dwdwtwluwyhtt wemuny nuph
wuwundwljut hpugupdmpnibitphg, npntg wuwunjwind k
wpykunnwugbnp:

Mnnnuputh Ynnuhg hpujubugnn  qnpujuniuh Uhgngm]
gpptinh  Upwljdwt  wmwppip wnbjuhjubtpp wbpniown sk
thnpdnd fuwpunk] gpph unphppupwljui b wjwpwbulu
pUwuwnp wjt hwdwpbny mpe hp wounwiph hudwp, wy
thnpdnud B Juunwpuy Yepyny wyt Jhpwunt] wphiwnwbiph
Uk unbndtyn] wplkunh gnpshtt hwnml wagnnhlympjul
b mpudunpmpjut nyuynpnipnite: Tw Jekpupkpmd L bwb
uyl qpplphl, npntp dkppny ki unbndyt), hyyhu twl, npntp
tw hwuuwptgpl] b quuwynpl) b tpjpuswthuljut dund b
thouwdwnly t tppbdfu gnyyih b hwdwh Ypulh ognugnpsdwudp:
Muunh hwuljutiagh &, np Mnpnujuitth §anuhg gbnup]bunuljut
tywunwlubpny wpmdp mbh pwbwunbnswlul, wjwuwnhly
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Even though there are no direct links between the
cultural and religious history of the Armenian people
and the creation by Boghossian of a wide repertoire of
book-themed plastic artworks, it is not unlikely that the
spiritual, poetic and epic transmission of certain aspects
of the civilisation of the Armenian, Lebanese and Syri-
an peoples may be seen to emerge from the work of an
artist like Boghossisan, whose family comes from that
part of the world and whose life is not too remote in
time from the historical events that marked the century
to which the artist himself belongs.

The intention behind Boghossian’s use of these vari-
ous methods to create books with fire is certainly not to
purposely violate the symbolic and allegorical meaning
of books, but rather, since he considers this material wor-
thy of use in his work, to make this medium an integral
part of his work, thus endowing it with the temporali-
ty and aura of an artwork. This also applies to the books
that were entirely manually composed by him, includ-
ing those he assembled in geometric formations or align-
ments in which he sometimes altered the colour and,
more often, added the flame. It can therefore be seen that
the artistically inspired combustion carried out by Bog-
hossian is a means of achieving poetic, plastic and formal
valence in a way that is diametrically opposed to a kind
of auto da fé akin to the notorious acts of book-burning
and vandalism perpetrated by the Nazis. A book burned
by Boghossian carries both the extenuated sense of the
Baroque fold as a nigredo, a custodian of words that are
now secret and consigned to history. Boghossian's books,
as I have mentioned, appear to be inspired by Vincenzo
Agnetti’s Libro dimenticato a memoria and his poetic and
aesthetically paradoxical extremism. The books licked
by Boghossian’s flame evoke the mythical phoenix rising
from its ashes, like Armenia in the wake of the genocide
that was committed a century ago.

Stelas

It was on the occasion of his personal exhibition at
the Beirut Exhibition Center in Lebanon that Boghos-
sian for the first time revealed a number of polystyrene
“canvases” that were scorched with fire to create an im-
aginary series of glyphs using a runic alphabet derived
purely from the combustion of that ductile material.
The burnishing of the surfaces is achieved with a flame,
without affecting the matter, but the signs are the re-

Bien qu'il n'y ait pas de liens directs entre I'histoire
culturelle et religieuse du peuple arménien et la créa-
tion du grand répertoire d'exemples plastiques réalisés
par Boghossian a base de livres, il n'est pas improbable
que la transmission spirituelle, poétique et épique de
certains aspects de la civilisation des peuples arménien,
libanais et syrien puisse ressortir dans I'ceuvre d'un ar-
tiste comme Boghossian, dont la famille provient de ces
régions du monde et dont le passé n'est pas si distant
d'un point de vue temporel des faits et événements his-
toriques du siecle auquel appartient l'artiste.

Les différentes techniques d'élaboration des livres
par le chalumeau tenu par Boghossian nentendent cer-
tainement pas violer le sens symbolique et allégorique
du livre, considéré commme un matériel pour son travail,
mais l'intégrer idéalement dans celui-ci, lui conférant
la temporalité et l'aura d'une ceuvre dart. Ceci vaut
aussi bien pour les livres qu'il a entiérement compo-
sés a la main que pour ceux qu'il a alignés ou disposés
en formations géométriques et sur lesquels il est inter-
venu parfois avec les couleurs et plus souvent avec la
flamme. On comprend donc bien que la combustion a
des fins artistiques effectuée par Boghossian veut avoir
une valence poétique, plastique et formelle, diamétrale-
ment opposée a tout type de blcher abject de livres et
surtout a ceux, tristement célébres, exécutés a des finsde
mépris et danéantissement par les nazis. Un livre brtlé
par Boghossian prend tant le sens de la souffrance du pli
baroque que d'un gardien noirci de paroles désormais
secrétes et transmises a I'Histoire. Comme je l'ai déja
évoqusé, les livres de Boghossian sembleraient descendre
du Libro dimenticato a memoria de Vincenzo Agnetti
et de son extrémisme poétique, esthétiquement para-
doxal. Les livres travaillés par la flamme de Boghossian
évoquent le phénix mythique qui renait de ses cendres,
comme I'’Arménie apres le génocide subi il y a un siécle.

Les stéles

Clest lors de son exposition personnelle au Beirut
Exhibition Center de Beyrouth que Boghossian a
montré pour la premiére fois certaines « stéles » en
polystyréne «marquées» par la flamme d'une écriture
imaginaire dont 'alphabet de signes ne résulte que de
la combustion de cette matiére ductile. Tandis que la
brunissure des surfaces est obtenue par la flamme,
sans toutefois inciser la matiére, les signes résultent de
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penetrazione della fiamma all'interno della superficie
e talvolta in profondita. Ne scaturiscono due o piu va-
lenze cromatiche che danno alle lastre di polystirene
I'apparenza di antiche pietre munite di iscrizioni. La
particolarita di queste forme ricavate ed elaborate da
Boghossian col fuoco, come se il tempo avesse contri-
buito a trasformarle, € evocativa delle antiche stele e
delle khachkar armene in pietra dei secoli XII e XIII os-
servabili sul territorio armeno in numero cospicuo, in
fogge differenti qui Boghossian le ha avvicinate con la
deliberata volonta di raggiungere, mediante l'iterazio-
ne formale, una incombente e ieratica presenza.

Egli, inoltre, ne ha esasperato la verticalita che - &
noto - & aspetto che concorre a indurre un sentimento
di solennita e tensione mistica alle forme.

Alla gotica elevazione dell'installazione plastica
realizzata in Palazzo Zenobio, fa riscontro l'uso di un
materiale leggero e di facile lavorazione, idoneo a un
impiego rapido e tale da non richiedere, come le ma-
terie ad alta densita e coesione molecolare, strumenti
di lavoro che incidano sulla compattezza con grande
energia e tecniche speciali. Il suo relativo peso speci-
fico lo rende maneggevole e trasportabile con facilita.
Purtuttavia il suo effetto plastico, se accompagnato
alla forma voluta con accurate soluzioni, pud essere
efficace a soddisfare le esigenze dell’artista come nel
caso in questione. Boghossian sembra voler continua-
re a sottoporre le forniture standard di questo mate-
riale a esperienze che ne rivelino ulteriori potenzialita
e suggestivi esiti plastici.

Dopo aver scelto la fiamma come elemento distin-
tivo della sua azione realizzativa dell'opera e aver su di
essa costruito la propria Weltanschauung, & evidente
che la combustione ripetuta di libri con alcuni accor-
gimenti ricorrenti e modalita specifiche, o il modo di
comporre il continuum seriale secondo allineamenti
geometrici di libri aperti bruciati, si manifesta come
intenzione distruttivo-costruttiva che non rinuncia
a un nuovo ordine talché si definisce entro ritmi ed
equilibri presenti anche in altre esperienze da lui
affrontate con il materiale libro o con altri elementi
come la tela o la carta o la plastica e altro. Lo stesso im-
piego del cannello ossidrico, che lascia la traccia ignea
in conseguenza dei gesti non puo sottrarsi alla ricorsi-
vita di un temperamento e di modi pulsionali che sono
quelli di Boghossian e di nessun altro.

Uwltptubitph ypu Gpuyn] wpmd junwplng] wnwbg
ympp Yupkn, tpu by wpwowlmd Eu tpwutbkp, tpphtu
unyuhul] unpmpjudp Ypulh tkpputhwigdwdp: Upnpniupnid
wnwowlmd b bpl jud wdth Juktnwujubmpnt, npp
wnjhunppnih Yunpubphtt mwhu L wpdwbwgpoieniuabbpny
hht pupbph wbkup: Mnnnuywuh Ynnuhg Ypulng vnwugdus b
unbndywé dubkph wnwdtwhunmpniip (wubu dudwbwl
E twwuwnby pgpuig Jtpuhndwip) hhokgumd & 12-py b
13-py nupbph hhtwdmpg huyuwlwi hopwlnpnnubtpp b
hrwspupbpp, npniip puquwphy Eu Zujwuinwih nne nupuspnid
b bkt wwppbp dutp: Monpnuyuip Yhpwunk] E gpuip hp
wpliwnwbputpmyd  dubkph Yplhumpjut vhongny hnqlinpht
hwutbnt hbnbnquljuinpyudp: fugh wyn, wpybunwgbnp
Rugdl) b mupnuwhuwjwugnipnitip, npp, hywbu pnppp ghnbl,
Aukphtt  wwwjhu E hwinhuuwdnpmpimt b junphpnuynp
Jwupyudnipnti:

Palazzo Zenobio-nid ukpjuyugdué  uwmbndwgnpénipjut
gnpuljut ykhnipjniip wpnwugnmd b phpl b hton dpwljynn
uniph Yhpwomdp, hwpdup E wpwg  oquugnpsdwb
hwdwp b sh wwhwigmd wppiwwnwbph gnpshpubp, huywybu
papdp  puumpudp b dnjblngup  hwdwhdpdusnipyudp
uniplpp, npnugny wouwnbjhuyuwhwieymd t Uks Eubkpghw
b hwwunml] ukpnpubp: Lpw whuwlwpup hwpwpbpufui
puop wybt updumd b &ymu b hbpnmpjudp wbnuthnjubih:
Ujuniudbiwghy, upw  ghinupbiunuiut  wqpbgmpiniip,
hudwywunwuppwut  mémdfubpny guwbuyh b uwnwbuyn
ntwypmd, Ywpny L jhndht  pwdwpupl]  wpdbunwgtnh
wwhwbetbpp, htyytu wju nhypmd bt Nnnnujubp, Jupstu,
guijuiund £ owpnitiwlt) thnpdwplbjuwyu yniph unnwinupn
htwpwnpmpynibiutipp, npnup pugwhwynmd i wy) ukpnd b
wnwihu bt uipunpbih ghinupdbunuljub wyniupubn:

bp unbndwgnpdmpmiuutph hpujwibwgdwt hwdwp Ypup
npuybu nwppbpuljhy wwpp pnpting b gpudpa pp ubtuljub
Weltanschauung-p  Junmgtym] wlbhwpn t  np  qpphph
owpnitwuwlul wypmup npny wwppkpuwlut httwpputpng b
hwwnnly dkpnnubpny jud uwypdws pug qpptph Epipuswthwulu
owippliph ubphwljwb swpn wjuljuwtm pyudp unbnswugnpstint
Aliny, niuh nglismgunn-junnignn dnnwunpmipjut npubnpmd, npp
sh Wpdnud tinp upgp vwhdwin]ws wy) thnpdwnnpym ubbpnud
wppbt. weiw  phputpnd b hwjwuwpwlormpiniiubpny,
npp bw ppwubugpty b ghpp Wymph jud wy nwppph
uhgngny, huywhupp tu Yuun]p, pmnpep, wiuuwnhyp b owyb:
Onnuudwh Yhpwenwdp, npp Ypwlh hbwnp L ponumd
Juunupusé pupdnudubph wpymbpmd, Jupnn b skupwuplyty
huwdwywunuwujuwt  juwntdwsdph  nkinipupy  wqpuljubphl,
npnip yuwnljuind i Mnnnujutht b wyng:

sult of the penetration of the flame within the surface
and sometimes deep under the surface. This generates
two or more chromatic valences that give the polysty-
rene slabs the appearance of ancient stones marked
with inscriptions, that is, stelas. The peculiarity of
these forms that Boghossian extracts and remodels
with fire - as if metamorphosed by time - is evocative
of ancient stelas and the many stone khachkars from
the 12th and 13th centuries that can be found in dif-
ferent shapes and sizes around Armenia. Boghossian
has incorporated them in his artwork with the delib-
erate intention of achieving through formal iteration
an immanent and hieratical presence.

He has also succeeded in exacerbating verticality,
which, as we know, is an aspect that lends to these
structures a sense of solemnity and mystical tension.

The Gothic loftiness of the plastic structure created in
the Palazzo Zenobio contrasts with the use of a material
that is light and easy to use. In addition to being ideally
suited to immediate use, unlike matter characterised by
high density and molecular cohesion this material does
not require tools that alter its compactness through the
use of high energy sources and special techniques. Its
relative specific density makes it easy to use and trans-
port. Nevertheless, its plastic effect, given the use of the
desired shape with accurate solutions, can be very use-
ful when it comes to meeting the artist’s needs, as in this
case. Boghossian, it appears, aims to continue to infuse
the standard use of this material with experiments that
open up new possibilities to reveal an as yet untapped
suggestive plastic potential.

Clearly, once the artist has selected fire as the
characteristic element of his creativity and has built
on this his personal Weltanschauung, the repetitive
book-burning, albeit with certain recurrent expedi-
ents and special techniques, or the method of com-
posing the serial continuum according to geometric
alignments of open burned books, is underpinned by a
destructive-constructive intent that does not shy away
from a new order of the kind that emerges in certain
rhythms and balances that are also present in other
experiments he engages in with books or with other
media such as canvas, paper or plastic. The use of the
blowtorch itself, which leaves an igneous trace result-
ing from the artist’'s movements, cannot escape the re-
cursivity of the temperament and pulsional modes that
are characteristic of Boghossian and of no other artist.

la pénétration de la flamme a I'intérieur de la matiére,
parfois méme en profondeur. Il en découle deux va-
lences chromatiques ou plus qui donnent aux plaques
de polystyréne I'apparence de vieilles pierres sur les-
quelles figurent des inscriptions. La particularité des
formes obtenues et créées par Boghossian avec le feu,
comme si le temps avait contribué a les transformer,
évoquent d’anciennes stéles et des khachkars armé-
niens en pierre des XII¢ et XIII¢ siecles que I'on peut ob-
server en nombre sur le territoire arménien, sous des
formes différentes. Ici, Boghossian sen est approché
avec la volonté délibérée de parvenir, par l'itération
formelle, a une présence pesante et hiératique.

En outre, l'artiste en a exagéré la verticalité qui
-comme chacun sait - contribue a donner aux formes
un aspect de solennité et de tension mystique.

Lélévation gothique de l'installation plastique réali-
sée au Palazzo Zenobio fait écho a I'utilisation d'un ma-
tériel l1éger et facile a travailler, idoine pour une utilisa-
tion rapide et ne demandant pas, comme les matériaux
a forte densité et cohésion moléculaire, d'instruments
de travail qui, pour inciser la compacité, requierent
une grande énergie et des techniques particulieres.
Son poids relatif spécifique le rend maniable et trans-
portable avec facilité. Toutefois, son effet plastique, s'il
épouse la forme voulue grace a des solutions adaptées,
peut fort bien satisfaire les exigences de l'artiste comme
dans le cas présent. Boghossian semble vouloir conti-
nuer a soumettre les fournitures standard de ce maté-
riel a des expériences qui révélent d’'autres potentialités
et donnent des résultats plastiques suggestifs.

Apres avoir choisi la flamme comme élément distinc-
tif dansla réalisation de ces ceuvres et avoir construit sur
celle-ci sa propre Weltanschauung, il est évident que la
combustion répétée de livres avec certaines astuces ré-
currentes et techniques spécifiques ou la facon de com-
poser le continuum sériel selon des alignements géomé-
triquesde livres ouverts briilés, se manifeste comme une
intention destructivo-constructive ne renoncant pas a
un ordre nouveau défini dans des rythmes et des équi-
libres déja présents dans d'autres expériences qu'il a me-
nées avec le matériel livre ou d’autres éléments comme
la toile, le papier, le plastique ou autre. Lutilisation méme
du chalumeau oxhydrique, qui laisse la trace du feu en
fonction des gestes accomplis ne peut se soustraire a la
récursivité d'un tempérament donné et a des pulsions
qui sont celles de Boghossian et d'aucun autre.
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La centralita del fuoco

All'insegna del fuoco e della letteratura mitica, sto-
rica, antropologica, estetica e poetica a lui dedicata, si
inscrive una tradizione del moderno ricca di esempi,
i quali hanno fornito le differenti concezioni di colo-
ro che ne hanno contemplato la fenomenologia o ne
hanno fatto uso e penetrato, sia filosoficamente che
poeticamente, i significati in rapporto all'immaginario
a contatto con gli elementi naturali. In tal senso si ri-
chiama qui il pensiero di Gaston Bachelard rivolto alla
psicanalisi del fuoco, oltretutto relativa all'esperien-
za di scrittori, poeti e artisti di cui la sua riflessione
penetrante e saggia ha saputo riferire, stimolando la
réverie individuale. Bachelard individua nel fuoco, e
soprattutto nelle convinzioni comuni che si hanno su
di lui, un problema psicologico. Il ricorso ad alcune sue
considerazioni interessanti per la lettura delle opere di
quegli artisti che si sono distinti nell'impiego del fuoco
a fini poetici, & tanto pit opportuno per l'osservazione
di aspetti presenti nell'opera di Boghossisan capaci di
suscitare effetti sulla comune percezione individuale.

Laffermazione «il fuoco cova in un’anima piu si-
curamente che sotto la cenere»* & attribuibile a ognu-
nodi noi, quindi certamente anche a un artista come
Boghossian. Ma Bachelard inoltre scrive che «II fuoco
e per I'uomo che lo contempla un esempio di divenire
rapido e un esempio di divenire circostanziato», e inol-
tre che «il fuoco suggerisce il desiderio di cambiare, di
affrettare il tempo, di portare tutta la vita al proprio
compimento ..». In questa accezione il fuoco puo apri-
re scenari esistenziali perfino drammatici. Ma c'¢ un
punto del saggio di Bachelard che, oltre a rivelare il
potere del fuoco, suggerisce alcuni nessi che portano
la riflessione sul lavoro di Boghossian mediante la
flamma a coniugazioni suggestive. Nella comparazio-
ne del valore del fuoco come sostanza a quello dell’'oro,
egli afferma che gli alchimisti attribuiscono un valore
all'oro perché ¢ un ricettacolo del fuoco. «La quintes-
senza dell'oro & fuoco» e per di piu che «Il fuoco (..) &
la natura che non fa nulla invano, che non potrebbe
sbagliare, e senza la quale non si fa nulla»’

Non si puo ignorare che la prima esperienza di
Boghossian nel lavorare le forme & avvenuta negli
anni giovanili, quando nella pratica orafa egli ha
usato la flamma per sciogliere l'oro. «<Regardez, je suis
brlé 1a - afferma Boghossian mostrando le dita della
mano -, et on dit dans notre vieux métier de la joail-
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The centrality of fire

In the same way as fire has been used in mythology
as well as in the historical, anthropological, aesthetic
and poetic literature devoted to fire, there is also a more
modern tradition that is replete with examples that
have enriched the different conceptions of those who
have contemplated the phenomenology of fire or have
both philosophically and poetically used and explored
its wealth of imaginative meaning in contact with the
natural elements. We might refer in this context to the
ideas of Gaston Bachelard in connection with the psy-
choanalysis of fire, in particular relating to the experi-
ence of writers, poets and artists whose wise and in-
sightful reflections he quotes and which stir in us a cer-
tain individual reverie. Bachelard identifies in fire, and
especially in the common ideas that people have about
fire, a certain psychological problem. The reference
that can be made to some of his interesting insights
from the works of those artists who have successfully
used fire for poetic purposes is all the more appropriate
as we can see in the work of Boghossisan aspects that
affect our shared individual perception.

The statement that “[f]ire smolders in a soul more
surely than it does under ashes™ could in fact be at-
tributed to Everyman and therefore certainly to an
artist like Boghossian. However, Bachelard also writes
that “[flire is for the man who is contemplating it an
example of a sudden change or development and an
example of a circumstantial development” and that
“fire suggests the desire to change, to speed up the pas-
sage of time, to bring all of life to its conclusion..”. In
this sense, fire can open up even dramatic existential
scenarios. However, there is one aspect of Bachelard’s
essay that, in addition to revealing the power of fire,
hints at certain connections that add suggestive con-
jugations to our analysis of the work of Boghossian
with fire. In the comparison made between the value
of fire and that of gold, he states that alchemists value
gold because it is a receptacle of fire: “the quintessence
of gold is all fire”. Also, “fire (...) is nature, which does
nothing in vain, which cannot err, and without which
nothing is done.”

It must be borne in mind that Boghossian’s first ex-
perience in modelling forms came in his youth, when
as a goldsmith he was using fire to smelt gold. “Regar-
dez, je suis brilé 13", said Boghossian, showing the fin-
gers of his hand, “et on dit dans notre vieux métier de

La centralité du feu

Par rapport au feu et 3 la littérature mythique, his-
torique, anthropologique, esthétique et poétique qui lui
est consacrée, il existe une tradition de I'art moderne
riche en exemples qui ont nourri les différentes concep-
tions de ceux qui en ont contemplé la phénoménologie,
en ont fait usage et ont pénétré, philosophiquement
ou poétiquement, sa signification pour l'imaginaire,
confronté aux éléments naturels. A cet égard, on peut
rappeler ici la pensée de Gaston Bachelard sur la psy-
chanalyse du feu, concernant surtout I'expérience des
écrivains, poétes et artistes dont il a su faire part grace a
sa réflexion profonde et sage, stimulant la réverie indi-
viduelle. Bachelard identifie dans le feu et surtout dans
les convictions communes que I'on peut avoir sur le feu,
un probléme psychologique. Citer quelques-unes de ses
considérations intéressantes pour la lecture des ceuvres
d’artistes qui se sont distingués dans 'utilisation du feu
a des fins poétiques, est d'autant plus opportun pour
observer certains aspects de l'oeuvre de Boghossian que
ces considérations peuvent avoir une incidence sur la
perception individuelle de tout un chacun.

On peut attribuer a nimporte qui l'affirmation «le feu
couve dans une ame plus sirement que sous la cendre»?,
donc a plus forte raison, a un artiste comme Boghossian.
Mais Bachelard écrit aussi « Le feu est pour 'homme
qui le contemple un exemple de prompt devenir et un
exemple de devenir circonstancié» et encore «le feu sug-
gére le désir de changer, de brusquer le temps, de porter
toute la vie a son terme...». En ce sens, le feu peut ouvrir
des scénarios existentiels voire dramatiques. Toutefois, il
y a un point dans l'essai de Bachelard qui, outre le fait de
révéler le pouvoir du feu, suggére certains éléments en
lien avec le travail de Boghossian par rapport a la flamme
aux associations suggestives. Dans la comparaison de la
valeur du feu en tant que substance équivalente a celle
de l'or, Bachelard affirme que les alchimistes attribuent
une valeur a l'or car c'est un réceptacle du feu. «La quin-
tessence de lor est tout feu » et dailleurs, «le feu (...) est
la nature qui ne fait rien en vain, qui ne saurait errer et
sans qui rien ne se fait. »

On ne peut ignorer que Boghossian a connu tout
jeune sa premiére expérience du travail des formes lors-
quen orfévrerie, il utilisait la flamme pour fondre l'or.
«Regardez, je me suis brdlé 1a - a affirmé Boghossian en
montrant son doigt - et on dit dans notre vieux métier
de la joaillerie que cest quand on sest brilé que le métier

25



26

lerie que c'est quand on est br(ilé que le métier rentre
dans la peau. La c’est I'art qui rentre dans la peau per-
ce-que je travaille avec le chalumeaux e donc ca brile,
c'est un risque, bien sr, mai jadore ce risque {(...)».¢

Se Boghossian in gioventu ha lavorato con il fuoco
e se esso nel suo “divenire rapido” si € imposto incon-
sciamente nel suo immaginario come la sostanza e il
mezzo che piu di altri era in grado di attuare “il desi-
derio di cambiamento”, non sorprende che il fuoco sia
tornato protagonista nella sua azione artistica.

Nella parabola operativa tracciata da Boghossian
si distinguono le diverse modalita di trattamento del
fuoco per realizzare differenti cicli d'opera e soprattut-
to di qualita spaziale.

Ben consapevole del valore delle esperienze pre-
cedenti - di combustione della materia nell'opera di
Alberto Burri in primis e successivamente di quelle
di Yves Klein, Bernard Aubertin, Otto Piene, Henk
Peeters, Arman, Parmiggiani, Kounellis, Calzolari e al-
tri fino a Cai Guo-Qiang -, determinato a sperimenta-
re ulteriori possibilita formative di spazio, Boghossian
si immerge in una profonda e intensa esperienza
di modi realizzativi, non senza aver costantemente
presenti alcuni capisaldi poetici che non smettono di
suscitare in lui il desiderio di superamento e di inno-
vazione, a partire dal suo vissuto esistenziale e imma-
ginario. Tra questi primeggiano la pittura di William
Turner, di Kasimir Malevich, di Barnett Newman, ma
anche i drammatici teatri storici di vita armeni, quelli
di Aleppo e di Beirut costituiscono eloquenti riferi-
menti, insieme a molte altre sensazioni e condizioni, di
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Tempéte de neige Barnett Newman
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la joaillerie que cest quand on est brilé que le métier
rentre dans la peau. La c'est 'art qui rentre dans la peau
parce que je travaille avec le chalumeaux et donc ca
brile, c’est un risque, bien sir, mais jadore ce risque
(..)¢ [“Look, I'm burned here. And they say that in our
time-honoured profession of jewellery making that
the craft gets under your skin when you're burned. Art
gets under my skin because I work with a blowtorch.
So it burns, it’s a risk, of course, but I love this risk.’]

As Boghossian worked with fire when he was
young and as in his striving “to speed up the passage
of time” fire was subconsciously transformed in his im-
agination into the substance and the means that, more
than any other, would be successful in achieving the
“desire to change’, it is not surprising that fire would lat-
er once again become the protagonist of his art.

We can perceive in Boghossian’s artistic career
path the different ways in which he has used fire to
create different cycles of his artwork and, more espe-
cially, of spatial quality.

Boghossian is well aware of the value of previous
experiments of combustion of matter in the work of
Alberto Burri in primis and subsequently of Yves Klein,
Bernard Aubertin, Otto Piene, Henk Peeters, Arman,
Parmiggiani, Kounellis, Calzolari and others, up to and
including Cai Guo-Qiang, and he is determined to ex-
perience the other heuristic possibilities of space. He
plunges into a deep and intense experience of creative
modes, while keeping at the forefront of his mind a
number of poetic cornerstones that serve as a constant
inspiration, instilling in him the desire to overcome
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rentre dans la peau. L3, c’est I'art qui rentre dans la peau
parce que je travaille avec le chalumeau et donc ca brile,
c'est un risque, bien sdr, mais jadore ce risque (...)»°

Si le jeune Boghossian a travaillé avec le feu et si
celui-ci dans son « prompt devenir » s'est imposé incon-
sciemment dans son imaginaire comme la substance et
le moyen qui, plus que tout autre, était capable d’activer
«le désir de changement », il n'est pas surprenant que le
feu soit devenu le protagoniste de son action artistique.

Dans la parabole opérationnelle tracée par Boghos-
sian, on distingue les diverses modalités de traitement
du feu pour réaliser différents cycles d'oceuvres et sur-
tout des ceuvres remarquables.

Bien conscient de la valeur des expériences pré-
cédentes - de combustion de la matiére tout d’'abord
dans I'ceuvre d’Alberto Burri puis ensuite dans celles
de Yves Klein, Bernard Aubertin, Otto Piene, Henk
Peeters, Arman, Parmiggiani, Kounellis, Calzolari et
d’autres comme Cai Guo-Qiang lui-méme - détermi-
né a expérimenter d’'autres possibilités de formation
de I'espace, Boghossian s'est immergé dans une expé-
rience profonde et intense de techniques de réalisa-
tion, non sans avoir constamment a l'esprit certains
principes fondamentaux poétiques qui n'ont cessé de
susciter chez lui le désir de dépassement et d’'innova-
tion, a partir de son vécu existentiel et imaginaire.
Parmi ceux-ci, il faut citer en premier lieu la peinture
de William Turner, de Kasimir Malevich, de Barnett
Newman, mais aussi les représentations théatrales ar-
méniennes, historiques et tragiques. Celles d’Alep et de
Beyrouth constituent des références éloquentes tout
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quanto possa entrare a far parte della mente e dell’a-
nimo di un artista proteso alla creazione di una lingua
pittorica.

“Livres briilés, “Eventails” e “Livres reliés”

Cosi, a partire dal 2010 e sino all’attualita, I'impiego
della fiasnma e del fumo con una assiduita e una varieta
di modi ossessiva e davvero intensa, giunge a dotare
Boghossian di un proprio lessico poetico e formale, di
una propria tecnica, variegata e sorprendente, infine di
un articolato palinsesto di modi e cicli dopera di cui la
mostra veneziana fornisce significativi esempi.

Accanto ai Livres briilés, 2010 e alle Stele, 2014, che
costituiscono le opere facenti parte dell'installazione
Sorgente, si collocanoiLivresreliés. Quasi tutti libri uni-
ci, recanti le pagine elaborate con il fuoco o con il fumo
etalvoltacon entrambe le tecniche, sottodiversi titoli -
Poémes de Feu, 2013, Escarbille de feu, 2013, Enfumages,
2012, Dévastations, 2012, Fumées cosmiques, 2015 - rac-
colgono nelle pagine composizioni che hanno trovato
sulle tele differenti soluzioni e una sequenza morfo-
logica che arriva al racconto per immagini, segni e ri-
sultanze della combustione che perfora talvolta i fogli,
lasciando intravedere le composizioni successive in
un'oggettualita che evoca un reliquiario immaginario.
Non meno suggestiva ¢ la serie di Eventails realizzata
con estesi fogli di carta piegata come un accordeon e
lacerata dalla fiamma e dal fumo.

Matieére et continuité

Dal 2011 Boghossian seguita a elaborare le tele con
la fiamma e con i cascami solidi della combustione che,
precipitando sulla tela, tracciano sottili traiettorie, li-
nee di forze e di tensione, piccoli fori dagli orli neri a
causa della materia bruciata, un impressionante cam-
po di segni e perforazioni che hanno il potere di evo-
care l'infinita continuita della materia atomica nello
spazio.

Dopo il pronunciamento futurista di Umberto
Boccioni sulla materia e sul dinamismo plastico, que-
sta esperienza di Boghossian sembra riprendere la
speculazione dell’artista italiano, recando tuttavia
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difficulties and to innovate, based on his existential
and imaginative experiences. The inspirational works
include not only the paintings of William Turner,
Kasimir Malevich and Barnett Newman. Indeed, the
dramatic historical theatre constituted by the lives of
the people not only of Armenia but also of Aleppo and
Beirut are eloquent sources of content for his work,
along with a myriad of other sensations and situations
that bind themselves to the mind and soul of the artist
as he strives to forge his own pictorial idiom.

“Livres brilés”, “Eventails” and “Livres reliés”

Thus, from 2010 to the present day Boghossian's
use of fire and smoke, with his characteristic assidu-
ity and in an obsessive and really intense variety of
ways, adds to his poetic and formal lexicon a personal
variegated and somewhat surprising technique that is
ultimately expressed in a palimpsest of processes and
cycles of his work, of which the Venetian exhibition
offers some significant examples.

In addition to Livres brtlés (2010) and Stele (2014),
which are the works included in the Sorgente section
of the pavilion, we find Livres reliés. Almost all of these
are unique books which display pages altered by fire or
smoke and sometimes with both these techniques un-
der different titles - Poémes de feu (2013), Escarbille de feu
(2013), Enfumages (2012), Dévastations (2012), Fumées
cosmiques (2015). They each feature pages with compo-
sitions that have found on the canvases different solu-
tions and a morphological sequence that enhances the
narrative with images, signs and discoveries emerging
from a process of combustion that sometimes perforates
thepages, giving usa glimpse of successive compositions
in an objectuality that evokes an imaginary reliquary.
No less suggestive is the Eventails series, which was
created using large sheets of paper that have been fold-
ed in accordeon fashion and lacerated by the fire and
smoke.

Matieére et continuité

From 2011 on, Boghossian created works with
fire and with the solid waste of combustion, which
involved making fine lines of forces and tension and

comme beaucoup d’autres sensations et situations qui
peuvent pénétrer 'ame et I'esprit d'un artiste enclin a
la création d’'une langue picturale.

«Livres briilés», « Eventails» et «Livres reliés»

Ainsi, depuis 2010, l'utilisation de la flamme et de la
fumée avec une assiduité et une diversité de moyens
obsessive et vraiment intense, est parvenue a doter Bo-
ghossian d'un lexique poétique et formel propre, dune
technique propre, variée et surprenante, et donc d'un
ensemble articulé de moyens et de cycles d'ceuvres dont
I'exposition de Venise montre des exemples significatifs.

A co6té des Livres brilés, 2010 et des Stéle, 2014,
qui sont les ceuvres constitutives de l'installation
Sorgente, on trouve les Livres reliés. Ces livres, presque
tous uniques, dont les pages ont été travaillées par
le feu et la fumée et parfois les deux, aux titres dif-
férents - Poémes de Feu, 2013, Escarbille de feu, 2013,
Enfumages, 2012, Dévastations, 2012, Fumées cos-
miques, 2015 - recueillent dans leurs pages des com-
positions qui ont trouvé sur les toiles différentes so-
lutions et une séquence morphologique qui arrive
au récit par des images, des signes et le résultat de
la combustion qui parfois perfore les feuilles, lais-
sant entrevoir les compositions suivantes avec une
objectualité qui évoque un reliquaire imaginaire.
Tout aussi suggestive est la série Eventails réalisée sur
de grandes feuilles de papier pliées en accordéon et la-
cérées par la flamme et la fumée.

Matiere et continuité

Depuis 2011, Boghossian travaille les toiles avec la
flamme et les restes solides de la combustion qui, en tom-
bant sur la toile, tracent de fines trajectoires, des lignes
de force et de tension, font de petits trous aux bords noir-
cis du fait de la matiére bralée. Ce champ impression-
nant de signes et de perforations a le pouvoir dévoquer
I'infinie continuité de la matiére atomique dans l'espace.

Apres le positionnement futuriste d'Umberto Boc-
cioni sur la matiére et le dynamisme plastique, cette
expérience de Boghossian semble reprendre la théo-
rie de l'artiste italien, comportant toutefois une nou-
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una nuova immagine particellare ed evocativa del-
la materia a livello subatomico. Boccioni, infatti, con
opere come Le forze di una strada, 1911 aveva portato,
gia a quella data, lo studio delle linee-forza basilari per
il dinamismo della sua pittura e anche della sua scul-
tura. La pittura che si osserva in quel quadro chiave
del suo dinamismo attiva la visione in virtu di segni
e tratti pittorici segmentati con fasce e traiettorie cro-
matiche, linee spezzate e una stesura del colore decisa-
mente dinamica e attraversata da trascinamenti della
materia.

A distanza di un secolo, Boghossian, muovendosi su
scala idealmente subatomica, immagina l'incessante
movimento particellare come un turbine di segni che
bombardano matericamente la pagina quale schermo
della loro apparizione. E’ una suggestione della piu
invisibile dinamica che esiste a livello microscopico
nella materia e tuttavia in grado di evocare una diver-
sa visione dello spazio. Il ciclo di materia-continuita
(2011-2016) di Boghossian & generativo di altre ricer-
che che da esso si estendono e tuttavia appare come
un momento qualificato e intenso della produzione di
Boghossian. In esso si riconoscono numerosi esempi di
particolare interesse esposti sia nella mostra presso il
Beirut Exhibition Center nel dicembre 2015 a Beirut,
sia in questa mostra veneziana a Palazzo Zenobio.
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Umberto Boccioni
Le forze di una strada

1911

making on the canvas tiny holes with black edges re-
sulting from the scorched matter to create an impres-
sive series of powerful signs and perforations invok-
ing the infinite continuity of atomic matter in space.

In the wake of the futuristic pronouncement of
Umberto Boccioni about matter and plastic dyna-
mism, this experiment carried out by Boghossian is
inspired by the speculations of the Italian artist, but
Boghossian offers a new particulated and evocative
image of matter at subatomic level. In fact, already in
works such as Le forze di una strada (1911), Boccioni in-
cluded a study of the basic lines of force through the
dynamism of his paintings and sculptures. The paint-
ing that can be seen in this all-important expression
of his dynamism activates the vision through pictori-
al signs and strokes segmented with chromatic strips
and trajectories, with broken lines and with a decid-
edly dynamic hint of colour traversed by the trails
left by the matter.

A century later, Boghossian, working at a concep-
tually subatomic level, imagines the incessant move-
ment of particles as being like a tornado of swirling
signs that materically bombard the page ason a screen.
This image suggests the invisible dynamics that play
out at a microscopic level in matter but also evoke a
different vision of space. Boghossian's materia-conti-
nuita cycle (2011-2016) yielded further research, and
this can therefore be seen as a particularly intense
period in Boghossian'’s artistic career. This period pro-
duced many interesting works that were exhibited
at the Beirut Exhibition Center in December 2015 in
Lebanon and are on display in the exhibition at the
Palazzo Zenobio in Venice.

velle image des particules, évocatrice de la matiére
au niveau subatomique. En effet, Boccioni, avec des
ceuvres comme Le forze di una strada, 1911, s'était fait
le chantre, déja al'époque, de I'étude des lignes de force
basilaires par le dynamisme de sa peinture et méme
de sa sculpture. La peinture que l'on peut observer
dans ce tableau clé de son dynamisme active la vision
du fait des signes et traits picturaux segmentés, des
faisceaux et des trajectoires chromatiques, des lignes
brisées et d'une élaboration de la couleur vraiment
dynamique, traversée par des trainées de matiére.

Un siécle plus tard, Boghossian, travaillant a une
échelle idéalement subatomique, imagine I'incessant
mouvement des particules comme une turbine de
signes qui bombarderait de matiére la page, écran de
leur apparition. Il s'agit d'une suggestion de la dyna-
mique la plus invisible existant au niveau microsco-
pique dans la matiére qui, cependant, peut évoquer
une vision différente de l'espace. Le cycle mate-
ria-continuita (2011-2016) de Boghossian est généra-
teur d'autres recherches qui se sont étendues a partir
de la et apparait comme un moment fort et intense de
la production de Boghossian. En témoignent de nom-
breux exemples emblématiques de ce cycle qui ont
été exposés au Beirut Exhibition Center en décembre
2015 a Beyrouth, ou que I'on peut voir a la Biennale de
Venise au Palazzo Zenobio.
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Pur con alcuni aspetti basilari nella definizione
dell'immagine, il ciclo di dipinti realizzati con la fiam-
ma, col fumo e talvolta anche col pigmento, annovera
versioni in cui un insistito linearismo, sottile e sinuo-
so, un ductus tratteggiato o puntiforme, o una maggio-
re estensione del fumo, o del riverbero della fiamma
attorno ai fori prodotti, o pitu decisi interventi di colo-
re, si evidenzia, rivelando una certa felicita e naturale
inclinazione dell’artista alla loro realizzazione.

“Lagunes” e “Archipels”

Diversi per tecnica e risultato appaiono i lavori
denominati Lagunes e Archipels i quali sono stati ela-
borati col fumo e sembrano aver subito un delicato
dilavamento che ha conferito loro un'immagine at-
traversata da zone franche, screziate,prive del fumo,
come nelle lagune gli affioramenti di terre tra le ac-
que. Gli Archipels, invece, a fronte di una spazialita
prodotta da piu livelli di materia elaborata - collages
di cellophan e carta bruciata nonché colore acrilico -
offrono alla vista uno spessore e un accanimento nella
combustione decisamente piu incisivo. E mentre nelle
carte Lagunes € sempre viva la lezione di Turner, ne-
gli Archipels € scomparsa ogni atmosfericita o incli-
nazione ‘paesaggistica’ per far luogo a una spazialita
totalmente materica, antirappresentativa e dominata
dall'entita estetica del frammento.

n o«

“Pigments purs”, “Pigments fumés”

Fasi e cicli dopera che si distinguono tra la vasta
sperimentazione di Boghossian sono anche quelli at-
tuati con l'impiego del pigmento puro fatto scorrere
sulle tele con diversi andamenti e valenze cromatiche,
e del pigmento integrato e frammisto al fumo. Pur
distinte, le due produzioni hanno esiti comparabili.
In talune opere elaborate col pigmento puro si deno-
ta una doppia modalita elaborativa. Il trascinamento
distributivo del pigmento pud configurarsi come uni-
voco da destra verso sinistra o dall'alto in basso o vice-
versa, in ogni caso sulla superficie della tela. Oppure
puo essere biunivoco con una tensione che oppone
gli andamenti che, comunque, in parte o in tutto si in-
contrano, si compenetrano e si confondono. Gli effetti
sembrano richiamare l'opera di Gerhard Richter degli
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Albeit along with some basic aspects in the defi-
nition of the image, the cycle of paintings made with
fire, smoke and sometimes pigment, includes versions
characterised by a consistent, subtle and sinuous line-
arism, a dashed or dotted ductus or a fuller extension
of the smoke, a reverberation of the fire around the
perforations or more self-assured uses of colour, re-
vealing a certain joyfulness and the natural inclina-
tion of the artist to favour their creation.

“Lagunes” and “ Archipels”

The works entitled Lagunes and Archipels are quite
different in terms of technique and results. They were
forged with smoke and appear to have undergone a
delicate process of rinsing that has conferred upon
them something that appears like an image that is
crossed by blank areas, with streaks here and there
and free of smoke like outcrops of land between the
water in lagoons. On the other hand, in relation to the
spatiality created by several layers of processed matter
(collages of cellophane, burned paper and acrylic paint),
Archipels is marked by a thickness and a doggedness in
the infinitely more incisive combustion. And while the
lesson learned from Turner can be seen in the paper
works Lagunes, in Archipels every “scenic” atmosphe-
ricity or inclination disappears and is replaced by an
anti-representative and absolutely materical spatiality
dominated by the aesthetic magnitude of the fragment.

» o«

“Pigments purs”, “Pigments fumés”

The periods and cycles that characterise Boghos-
sian’s vast range of experimentation also include
those marked by the use of pure pigment that runs
over his canvases with different chromatic valences
and patterns, as well as pigment that is incorporated
and mixed with the smoke. Although they are quite
distinct, these two methods have similar results. In-
deed, certain works made with pure pigment can be
seen to have a dual structure. The “dragging” of the
pigment can be interpreted as being uniquely from
right to left or from top to bottom or vice-versa, in any
case over the surface of the canvas. Alternatively, the
process can be two-way and may involve a certain
tension between the patterns which, however, might

Nonobstant certains aspects basilaires dans la
définition de l'image, le cycle des peintures réalisées
avec la flamme, la fumée et parfois aussi des pigments,
comporte des versions ou l'on peut noter un linéa-
risme plus marqué, fin et sinueux, un ductus en poin-
tillé ou punctiforme, une plus grande extension de
la fumée ou de la réverbération de la flamme autour
des trous qu'elle a générés, ou encore des touches de
couleur plus décisives, révélant un certain bonheur
et une inclinaison naturelle de I'artiste pour ce travail.

«Lagunes» et « Archipels»

Les ceuvres intitulées Lagunes et Archipels différent
par la technique utilisée et le résultat obtenu. Elles ont
été réalisées avec la fumée et semblent avoir subi un dé-
licat lessivage qui leur a conféré une image traversée de
zones franches, mouchetées, sans fumée,commedansles
lagunes, lorsque la terre affleure des eaux. En revanche,
les Archipels, a I'avant-garde d'une spatialité produite
par plusieurs niveaux de matiére travaillée - collages
de cellophane et papier briilé mais aussi couleurs acry-
liques - offrent a la vue une épaisseur et un acharne-
ment dans la combustion vraiment plus incisifs. Tandis
que sur les ceuvres papier Lagunes, lalecon de Turner est
toujours présente, dans les Archipels toute atmospheére
ou inclinaison «paysagiste » a disparu pour laisser place
a une spatialité de la seule matiére, non représentative et
dominée par l'entité esthétique du fragment.

«Pigments purs», « Pigments fumés»

Parmi les phases et les cycles d'ceuvres a distinguer
dans la vaste expérimentation de Boghossian, il faut
citer celles réalisées avec du pigment pur que l'artiste
afait couler sur les toiles de maniére différente et avec
des valences chromatiques diverses et celles réalisées
avec le pigment intégré et mélé a la fumée. Bien que
distinctes, les deux productions parviennent a des ré-
sultats comparables. Dans certaines ceuvres réalisées
avec le pigment pur, on remarque un mode d'élabo-
ration double. Les trainées distributives de pigment
peuvent étre configurées soit de facon univoque, de
droite a gauche, de haut en bas ou vice-versa, en tout
cas, sur la surface de la toile, soit de facon biunivoque
avec une tension qui oppose les trainées qui, de toute
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anni Ottanta, gli Abstraktes Bild, differenziandosene
tuttavia sia in virtu dell'impiego del pigmento anziché
del colore a olio e, soprattutto, per la pit ariosa spazia-
lita opposta alla saturazione ottenuta da Richter con
un colore totalmente coprente la superficie della tela
mediante l'impiego di racle. Ancor piu si diversificano
dall'opera del Maestro tedesco quelle tele elaborate da
Boghossian col pigmento e col fumo integrati tra loro,
che assumono un aspetto del tutto umorale e vaporo-
so. Queste opere di Boghossian, che certamente suc-
cedono temporalmente a quelle di Richter e ancor piu
ai luminosi oli su tela di Rothko, appaiono tuttavia af-
francate da entrambi per una raggiunta cifra di auto-
nomia conquistata entro le due magistrali esperienze.

Cercles, Plis fumés

Dipingere con il fumo impone il richiamo, se
non il confronto, anche con l'opera di artisti come
Parmiggiani e Kounellis, che in molte opere hanno
portato tale tecnica a livelli sensibilmente alti, ponen-
do l'elemento prodotto dalla combustione al servizio
di concezioni estetiche come l'assenza-presenza o
I'immaterialita o 'ardimento purificatore.

Boghossian pratica piuttosto una concezione spa-
ziale che nelle forme non disdegna di evocare sia
aspetti di natura, sia forme del tutto immaginarie o
caotiche ma certamente possibili nella dimensione co-
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come together, in whole or in part, interpenetrate and
mix. The effects are reminiscent of Abstraktes Bild, the
work of Gerhard Richter from the 1980s, although a
difference can be seen in the use of pigment instead
of oil paint and, more especially, in the more airy spa-
tiality that is clearly different from the saturation
created by Richter with paint that completely covers
the surface of the canvas thanks to the use of doctor
blades. Furthermore, Boghossian's work with canvas-
es is clearly different from the work of the German
maestro in the use of pigment and the incorporation
of smoke, giving them an appearance that can be ac-
curately described as humoral and vaporous. These
works by Boghossian, which certainly came after
Richter’s in chronological terms and - even more so -
the luminous oils on canvas of Rothko, are nonethe-
less freed from both by a sense of autonomy that is
conqguered between the two magistral experiments.

Cercles and Plis fumés

Painting with smoke is a technique that also cre-
ates reminiscences - if not comparisons - with the
work of people such as Parmiggiani and Kounellis,
artists who in many of their works took this tech-
nique to very high levels and used the element pro-
duced by combustion for the purposes of aesthetic
concepts such as absence-presence, immateriality or
purifying boldness.

facon, se rencontrent partiellement ou totalement,
s'interpénétrent et se confondent. Les effets semblent
rappeler I'ceuvre de Gerhard Richter dans les années
quatre-vingt, les Abstraktes Bild, mais sen différen-
cient cependant par I'emploi du pigment a la place
des peintures a 'huile et, surtout, du fait d'une spa-
tialité plus aérée qui s'oppose a la saturation obtenue
par Richter avec une couleur couvrant totalement
la surface de la toile travaillée a la raclette. Les toiles
ou Boghossian a intégré a la fumée le pigment se dis-
tinguent encore davantage de I'oeuvre du maitre alle-
mand et présentent un aspect complétement volatil
et vaporeux. Ces ceuvres de Boghossian qui, bien en-
tendu, succédent d'un point de vue temporel a celles
de Richter et encore davantage aux huiles lumineuses
sur toile de Rothko, se sont toutefois affranchies des
deux maitres car elles ont conquis un degré d’autono-
mie entre ces deux expériences magistrales.

Cercles, Plis fumés

Peindreaveclefeusupposelerappel -quandcen’estla
confrontation - d'ceuvres d'artistes comme Parmiggiani
et Kounellis qui, dans de nombreuses ceuvres, ont porté
cette technique a des niveaux relativement élevés,
mettant I'élément produit par la combustion au service
de conceptions esthétiques comme l'absence-présence,
I'immatérialité ou la briilure purificatrice.

Gerhard Richter
Abstraktes Bild
1992

Claudio Parmiggiani
Polvere
1997
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smica la quale, tuttavia, & sempre riconducibile a un
dato di obiettiva naturalita. A tale ambito referenziale
di puo attribuire il ciclo dei Cercles fumés, formazioni
di fumo che nella sintesi geometrica che li distingue
si lasciano coniugare tanto con le esperienze degli
esponenti di Zero degli anni Sessanta, quanto con la
fisica quantistica volta a indagare lo spazio cosmico.
Un'interna radice di astrazione, tuttavia, recupera
questi “cercles” in una dimensione di estesa ambiguita
tale da lasciare affrancata la loro ultima significazione.

Le Plis fumées, invece, non lasciano dubbi sulla loro
diretta connessione e derivazione dall'esperienza del-
le tele a base di pieghe compiuta da Boghossian - come
richiamato in questa stessa riflessione - negli anni
2008-2010. Diversamente da quelle, le Plis fumées
sono opere a base di fumo e totalmente prive dirilievo
in virtu di una pura traccia fumogena sulla superficie
della tela. Le loro immagini di forme screziate e cristal-
line, 'antinomia cromatica bianco-grigia o leggermen-
te color seppia di talune rendono riconoscibili le pur
differenti morfologie. Un’analisi non meno stimolante
di quella che si e rivelata nell'osservare le tele a pieghe,
puo essere compiuta su queste opere che basano il loro
equilibrio formale interno in un computo empirico e
intuitivo spaziale tra zone affrancate dal fumo e zone
investite da esso.

“Partition de feu”, “Exultet”

Nelle Partitions de feu é attivo un principio di nota-
zione segnica a base di fiamma che insegue idealmente
una composizione musicale. Boghossian lo suggerisce
nella dislocazione spaziale delle tracce come le note su
un pentagramma. Combustioni e perforazioni rettilinee
e parallele della tela, dovute alle bruciature della fiamma
sui fondi bianchi, producono una ‘scrittura’ che, come le
lingue mobili della fiamma, dev'essere compresa anzitut-
to dai sensi. Non diversamente da quanto propongono
e rendono emblematico gli Exultet che sono le opere di
Boghossian che chiudono la mostra veneziana.

I rotoli di pittura realizzata con il fuoco, con la loro
struttura sembrano richiamarsi a diversi ‘libri’ sacri,
compresi gli “Exultet”, della liturgia cristiana praticata
nel Medioevo nel meridione d'Italia. Tali rotoli sono
una delle espressioni piu interessanti della tecnica li-
braria medioevale. Essi sono rari, se ne conoscono solo
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lEqniutph wdwinpyudp, whwnp bt wnwehtt hippht puywgh
qquyupuwitph uhgngny: ‘Unyut & myuynpmpiniup twl, Gpp
wnwownpynid b junphpnuipwljub E yupdynid Monnujwh «Ex-
ultet» wpluwnwiipp, npp thwlymd E fhktwkh gmguhwinbup:

Qhnuiupsulut quiwthwptputp

Upuln] yuwnpuunws ginuijupsujut guututhwptputpt
hptug Jupmgywépny, Yupstu, hhobkgunid ku umpp «qppbpp,
npnughg t twl  «Exultet »p  hwpwjught  Puwghugnod

In contrast, Boghossian's art involves a spatial
concept that does not disdain in its forms certain
aspects of nature and forms that, while being quite
imaginary and chaotic, remain quite plausible in the
cosmic dimension which, however, can always be
traced back to a datum of objective naturality. One
might include in this the Cercles fumés cycle con-
sisting of formations of smoke that in the geometric
synthesis that characterises them a careful observ-
er can perceive the experiments of the Zero move-
ment from the 1960s and the quantum physics used
to explore cosmic space. However, an internal root
of abstraction retrieves these cercles in a dimension
of greater ambiguity and thus releases their ultimate
meaning.

Contrariwise, Plis fumées leaves us in no doubt: it
is directly connected with and derived from Boghos-
sian’s experiments with canvas folds - as mentioned
in this same context - in the period from 2008 to 2010.
However, Plis fumées is a work based on smoke that
is totally devoid of relief, given that it is made with
streaks of pure smoke on the surface of the canvas. Its
speckled and crystalline forms and the white-greyish
or slightly sepia chromatic antinomy of certain forms
make them clearly different morphologies. This anal-
ysis, which is just as challenging as the complexities
we discover in our observation of the canvas folds, can
be made concerning the works that base their formal
internal balance on a spatial empirical and intuitive
calculus between the areas that are free of smoke and
those that are impregnated with smoke.

“Partition de feu” and “Exultet”

Partitions de feu is characterised by an active prin-
ciple of sign notation based on fire that conceptually
follows a musical composition. Boghossian suggests
this principle in the spatial dislocation of the streaks
like notes on a stave. The rectilinear and parallel com-
bustions and perforations of the canvas caused by
the fire on the white backgrounds produce a form of
script that, like the ever-shifting tongues of fire, must
primarily be understood by the senses. A similar com-
ment can be made concerning the emblematic mes-
sage conveyed by the works by Boghossian that close
the exhibition in Venice, the Exultet.

Boghossian pratique plutét une conception spatiale
qui, dans les formes, ne dédaigne pas d'évoquer soit des
aspects de la nature, soit des formes tout a fait imagi-
naires ou chaotiques mais certainement possibles dans
la dimension cosmique et qu'il est, cependant, toujours
possible de rapporter a une donnée de naturalité objec-
tive. On peut attribuer a ce domaine de référence le cy-
cle des Cercles fumés, des formations de fumée qui, dans
la syntheése géométrique qui les distingue, évoquent
aussi bien les expériences d’artistes du groupe Zéro
dans les années soixante, que la physique quantique
qui cherche a explorer l'espace cosmique. Toutefois,
une source interne d'abstraction récupére ces cercles
en une dimension d'une étendue ambigué au point de
laisser libre leur signification ultime.

Les Plis fumés, quant a eux, ne laissent aucun
doute quant a leur connexion directe dérivée de l'ex-
périence des toiles a base de plis réalisées par Boghos-
sian - comme nous I'avons rappelé dans ces mémes ré-
flexions - dans les années 2008-2010. A la différence
de celles-ci, les Plis fumés sont des ceuvres a base de
fumée, totalement dépourvues de relief du fait une
simple trace de fumée sur la surface de la toile. Leurs
images aux formes marbrées et cristallines, I'antino-
mie chromatique gris-blanc ou de couleur légérement
sépia pour certaines, rendent méme reconnaissables
les différentes morphologies. Une analyse tout aussi
stimulante que celle effectuée en observant les toiles a
plis peut étre effectuée sur ces ceuvres dont I'équilibre
formel interne repose sur un calcul empirique, intuitif
et spatial entre la zone dépourvue de fumée et les zones
qui en sont recouvertes.

«Partition de feu», « Exultet »

Dans les Partitions de feu, est actif un principe de
notation par signe sur base de la flamme qui suit idéa-
lement une composition musicale. Boghossian le sug-
gére dans la dislocation spatiale des traces, comme s'il
s'agissait de notes sur une portée. Les combustions et
perforations rectilignes et paralléles de la toile, dues
aux brilures de la flamme sur des fonds blancs, pro-
duisent une « écriture » qui, comme les langues mo-
biles de la flamme, doit étre avant tout comprise par
les sens. Il en est de méme lorsque l'on propose et rend
emblématique les Exultet de Boghossian qui cléturent
l'exposition de la Biennale.
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31 e sono databili tra il X e il XIII secolo. Negli “Exultet”,
che illustravano scene ed episodi del Vecchio e Nuovo
Testamento «le immagini sono inserite capovolte ri-
spetto al testo [che le accompagnal), di modo che i fedeli,
ai quali - man mano che il rotolo veniva svolto e rica-
deva dall'alto dell’'ambone - [dove il diacono le gestiva]
- quelle figure apparivano nel verso giusto, potessero
senza difficolta capire il significato del canto attraverso
la trasposizione visiva delle parole» (Ruzzenenti).

Chiarita la provenienza del titolo assegnato a que-
sto gruppo di ‘rotoli, si deve ovviamente dire pero che
quella di Boghossian € una produzione autonoma ri-
spetto a quelle opere di valenza religiosa. Gli Exultet
di Boghossian esprimono come le Partitions de feu
una ‘scrittura’ immaginaria fatta di segni prodotti dal
fuoco. Essi si riconnettono idealmente e poeticamente
alla Sorgente, ai suoi Livres brulés e alle Stele recanti la
medesima valenza spirituale, la stessa verticalita e tal-
volta una simile segnaletica realizzata con la fiamma.

La breve rassegna di filmati che ritraggono
Boghossian intento a compiere performances col fuoco,
conclude il percorso espositivo e il disegno stesso della
narrazione del suo lavoro in pieno svolgimento che non
manchera di suscitare altro interesse, a seguito di nuovi
episodi che ne mostreranno I'avanzamento. m

1 Gilles Deleuze, La piega - Leibniz e il Barocco, Giulio Einaudi Editore,
Torino, 1990.

2 Gilles Deleuze, ibid., p. 34.

3 Cfr. Antonia Arslan, in Rimozione di un genocidio, EDB Lampi, Centro
Editoriale Dehoniano, Bologna, 2015, pp. 18-21.

4 Gaston Bachelard, Lintuizione dellistante - La psicanalisi del fuoco,
Dedalo Libri, Bari, 1973, p. 137.

5  Lettre philosophique, al seguito di: Cosmopolite ou nouvelle lumiére chi-
mique, Pargi 1723, pp.9-12, in G. Bachelard, op. cit., p. 196.

6  Jean Boghossian, in Bruno Cora, Jean Boghossian - Tra due fuochi, ca-

talogo mostra presso il Beirut Exhibition Center, Beirut 4 dicembre 2015
- 10 gennaio 2016, Magonza editore, 2015., p. 38.

Uhotunupmd hpuwbwugus pphunnubulwt wuwnwpugp:
Un  qubuwhwpbpitpp  gpph  uhgbwnupjub  wkuhjugh
wiutttwhbwnwppphp wpunwhwjnswdbitnhg & Uy qpplpp
own hwqunby kb hwinhwymd. hwpnih b piguukip 31 ghpp
pYwgpdwsd 10-pn b 13-py ny. @ «Exultet » wpjuwnwipnid, npp
gnguypmu E zht b Unp Yunwluwpwih nbuwpwbibpt no
nnjuqiikpp, «quunftpubpp qintnus &u (gpuibp mnbklgnn)
wnbipunh hwljunwly nuynnipejudp wyuy bu, np Eppwunhduwbiwpup
quutwthuptpp gnpytp b pulty B Eytnkgm pluhg, nputnhg
nwpuyugp wy gnpmd tp, b bpwbiabkpp huynidmd Eh £hon
nupnnipjudp, hwjuwunwguttpp jupnpuimd tht  wnwbg
ndjupnipjut hwuljutw) tpgh pdwuwnp junupbph mkunnujut
JEpunuuwynpdwi thongny» ((knigkubnnh):

Huiuhupbpttph wyu pupphlt npywsd dEptugph wnpynipp
wupqupwibng hwply b wipnmpn  hpok), np NMnpnujutth
qnpémibmpmbp  hiptwjup t h hwudkdwn  Ypnbwlub
wpdlp mbbgnn  unbndwqnpdmipniiibpht: Mnpnujwih
«Exultet» uwmbndbwgnpdémpiniip Jkp b hwinwd, hipyybu b
«Gpulhh pwdwindubpp  wpluwnwipmd, Gphwfuwuwlut
th gpmpmb Ypuln] dpwlpus tpwbbpny:  dhpehulikpu
b hulbdlwnmpjul  Bipwpyyln]  qunuiwph b
pwbiwunbndmpjul, «Sorgente»-h, «Ujpdwés  gpplpp»-h b
«nmpwlnpnnikph-h dwjuppulny, hnjpungus L dhbibungu
hnqluinp wpdtpny, vhtiuinyt mynuwhwjugmpudp, hul tpphifu
twl Ypulhh vhongny hpujubwgdus tdwwnhy guuthwndwdp:

Stuwiynipbph hwdwnpnwn hwjwpwsdnil, npp gnyg L wnwhu
Mnnnuyuithtt Ypulp gnpsh nubhu, Bipungpmd L wnwgwunpdus
ninht U hp ukpughu wohwnwuph dwuhtt yuwwundnipniup,
npp  Upnnwybu  hbwnwppppnipnit jupwewgh  hhnwqu
wpluwnwbpttinh hwdwp: =

Gilles Deleuze, Le pli — Leibniz et le Baroque, Editions de minuit, Paris, 1988.
2 Gilles Deleuze, ibid.

Cf. Antonia Arslan, in Rimozione di un genocidio, EDB Lampi, Centro
Editoriale Dehoniano, Bologne, 2015, p. 18-21.

4 Gaston Bachelard, L’intuizione dell’istante — La psicanalisi del fuoco
(L’intuition de I'instant — La psychanalyse du feu), Dedalo Libri, Bari, 1973,
p-137.

5 Lettre philosophique, suite a : Cosmopolite ou nouvelle lumiére chimique,
Paris 1723, p. 9-12, in G. Bachelard, op. cit., p. 196.

6 Jean Boghossian, in Bruno Cora, Jean Boghossian — Tra due fuochi, catalogue
de l'exposition Beirut Exhibition Center, Beyrouth, 4 décembre 2015 —
10 janvier 2016, Magonza editore, 2015, p. 38.

The rolls of paint made with fire are structured in
such a way that they appear reminiscent of various
holy “books”. This also includes the “Exultet”, which is
taken from the mediaeval Christian liturgy that was
used in southern Italy. These rolls are among the most
interesting expressions of mediaeval book art. Indeed,
they are quite rare, as only 31 can be dated between
the 10th and the 13th century. In the “Exultet”, which
illustrated scenes and episodes from the Old and New
Testament, “the images are inserted upside down in
relation to the text [that accompanies them], so that
the congregants, to whom - as the roll was unfurled
and fell over the edge of the lectern - [where the dea-
con would peruse it] - the figures appeared the right
way up, could easily understand the meaning of the
hymn through the visual transposition of the words”
(Ruzzenenti).

Of course, having discovered the origin of the title
given to this series of ‘rolls, we must add that Boghos-
sian’s transposition is an autonomous production in
relation to these religious works. Like Partitions de feu,
Boghossian’s Exultet expresses an imaginary “script”
based on signs born of the fire. They are conceptually
and poetically linked to Sorgente, to Livres brulés and
to Stele as they have the same spiritual valence, the
same verticality and sometimes similar signs made
with the flame.

The brief overview of film footage that depict Bog-
hossian busily working with fire concludes the exhi-
bition and forms the endpoint of the narration of his
ongoing work. These artistic labours are still in full
swing and will certainly arouse even more interest
in the future as Boghossian continues to develop his
portfolio through new creative episodes. m

1 Gilles Deleuze, La piega - Leibniz e il Barocco, Giulio Einaudi Editore, Tori-
no, 1990.

2 Gilles Deleuze, ibid., p. 34.

3 Cf. Antonia Arslan, in Rimozione di un genocidio, EDB Lampi, Centro Edi-
toriale Dehoniano, Bologna, 2015, pp. 18-21.

4 Gaston Bachelard, Lintuizione dell'istante - La psicanalisi del fuoco, Dedalo
Libri, Bari, 1973, p. 137.

5 Lettre philosophique, following: Cosmopolite ou nouvelle lumiére chimique,
Paris 1723, pp.9-12, in G. Bachelard, op. cit., p. 196.

6 Jean Boghossian, in Bruno Cora, Jean Boghossian - Tra due fuochi, exhibi-
tion catalogue of the Beirut Exhibition Center, Beirut 4 December 2015 -
10 January 2016, Magonza editore, 2015, p. 38.

Les rouleaux de peinture réalisées avec le feu,
semblent rappeler par leur structure différents «livres»
sacrés, dont les « Exultet », de la liturgie chrétienne pra-
tiquée au Moyen-Age dans le sud de I'ltalie. Ces rou-
leaux sont I'une des expressions les plus intéressantes
de la technique médiévale du livre. Ces livres sont
rares, on n'‘en connait que 31 datés entre le X¢ et le XIII¢
siécle. Dans les « Exultet », qui illustraient des scénes et
des épisodes de I'Ancien et du Nouveau Testament, «les
images étaient insérées a I'envers par rapport au texte
[qui les accompagnait], de facon a ce que les fidéles, a
qui - au fur et a3 mesure que le rouleau était déroulé et
tombait du haut de 'ambon [d'ou le diacre le déroulait]
- les figures apparaissaient dans le bon sens, puissent
sans difficulté comprendre le sens du chant au travers
de la transposition visuelle des paroles» (Ruzzenenti).

Lorigine du titre attribué a ce groupe de «rouleaux»
étant élucidée, il faut bien sar rappeler que la produc-
tion de Boghossian est autonome par rapport a ces
ceuvres a valeur religieuse. Les Exultet de Boghossian
révelent comme les Partitions de feu une « écriture »
imaginaire, faite de signes produits par le feu. Ceux-
ci qui sont a rapprocher, au niveau de l'idée et de la
poésie, de la Sorgente, des Livres brulés et des Stele sont
emprunts de la méme valeur spirituelle, de la méme
verticalité et parfois d'une signalétique similaire réa-
lisée par la flamme.

Le bref recueil dextraits vidéo qui montrent Bo-
ghossian maniant la flamme conclut le parcours ex-
posé et la narration sur son travail actuel qui ne man-
quera pas de susciter de l'intérét pour les ceuvres a
venir. m

1  Gilles Deleuze, Le pli - Leibniz et le Baroque, Editions de minuit, Paris,
1988.

Gilles Deleuze, ibid.

Cf. Antonia Arslan, in Rimozione di un genocidio, EDB Lampi, Centro Edi-
toriale Dehoniano, Bologne, 2015, p. 18-21.
4 Gaston Bachelard, Lintuizione dell'istante - La psicanalisi del fuoco (Lintui-
tion de l'instant - La psychanalyse du feu), Dedalo Libri, Bari, 1973, p. 137.
5  Lettre philosophique, suite a : Cosmopolite ou nouvelle lumiere chimique,
Paris 1723, p. 9-12, in G. Bachelard, op. cit., p. 196.

6  Jean Boghossian, in Bruno Cora, Jean Boghossian - Tra due fuochi, ca-
talogue de l'exposition Beirut Exhibition Center, Beyrouth, 4 décembre
2015 - 10 janvier 2016, Magonza editore, 2015, p. 38.
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SORGENTE

La prima grande opera della mostra “Fiamma ine-
stinguibile” di Jean Boghossian, denominata dall’artista
Sorgente, s'incontra nella Sala degli Specchi di Ca’ Zenobio
degli Armeni.. Linstallazione riunisce un insieme plasti-
co di “Livres brulés” e di “Stéles’che compongono l'estesa
pala verticale la cui frontalita si erge davanti allo sguardo
dell'osservatore. Sia le pagine dei libri che le superfici in
polistirene hanno subito l'azione di una fiamma con cui
l'artista ha prodotto combustioni di gran parte di quelle
forme, trasformandole in opere.

La fiamma, sinonimo di ardore e purificazione, attra-
verso la combustione delle pagine e con le tracce lasciate
sulle stele, ha prodotto segni e forme ermetiche che con-
corrono al linguaggio di molte opere che si possono osser-
vare nelle sale successive della mostra.

SORGENTE

dwult Mnnnujuuh gmgwhwinkuh  «Ulpky Ypulyp»
Junpugpn]  wlbbudks  unbnswgnpsmpynitip’ «Sorgente»
whywinidny, quigmd b huyjulul Jupdupwbh Ca’ Ze-
nobio-h huykjhttpp vpuwhnd: Swnuduph wju hwndusnud
ukpuyugyws i «Ujpdus gpplpr-h b «Znipwlnponubps-h
ujjuuwnhy pwppbpp, npnip juqunud ki nhuinpnh wngl gp
lunjugnn myquhwyug tplup dwljnnb: Sppbph tekpp,
hsywbu twlb wnjhunhpnh dwlbpbuttpp, Gupwpldty
kb Ypuhh wqnkgnipjuip, nph dhgngny wpykunwgtnp
Jwnwpby b uypmdibp wyy dukph dbé dwuh Jpu’ gpubp
nupdubing wpdtunh qnpstp:

Gpulp, hwinhuwtiuyny knwtinh b dwppuw hndwihop,
wypliny botipp b htwnpkp ponutng hnpwlnponubph Jpu,
untindt) E tpwtkp b htpudbknhy dlukp, npnlp pungdmd bu
puquuphy unbndwgnpdnipmiiutbph wpnwhwjnswaltpp b
npnip bkpjuyugdus b gmguhwintuh hwenpn upwhubpnid:

SORGENTE

The first major work featured by the exhibition
“Fiamma inestinguibile” devoted to Jean Boghossian
is referred to by the artist as “Sorgente”. This work can
be viewed in the Hall of Mirrors of the Palazzo Zenobio
(the Armenian College). This part of the pavilion features
a plastic series consisting of “Livres brulés” and “Steles”
that make up the long vertical support of which the fron-
tispiece directly meets the eye of the observer. The pages
of the books and the polystyrene surfaces have been al-
tered by fire through an alchemy whereby the artist cre-
ates combustion over a considerable area of these forms,
metamorphosing them into works of art.

Through the combustion of the pages and the
streaks left on the stelas, the flame, which is traditional-
ly synonymous with passion and purification, produces
hermetic signs and forms that inform and enhance the
artistic idiom of many of the works that can be appreci-
ated in the other parts of this exhibition.

SOURCE

La premiére grande ceuvre de l'exposition « Flamme
inextinguible » de Jean Boghossian, intitulée par l'artiste
« Sorgente » se trouve dans la Salle des miroirs de Ca’
Zenobiodes Arméniens. Linstallation réunit un ensemble
plastique de « Livres briilés » et de « Stéles » qui composent
la longue poutre verticale qui se dresse devant l'obser-
vateur. Les pages des livres, tout comme les surfaces en
polystyréne, ont subi l'action de la flamme avec laquelle
l'artiste a produit les combustions d'une grande partie de
ces formes, les transformant en ceuvres d’art.

La flamme, synonyme d’ardeur et de purification, en
bralant les pages et en laissant des traces sur les stéles, a
produit des signes et des formes hermétiques qui parti-
cipent au langage de nombreuses ceuvres que l'on peut
observer dans les salles suivantes de 'exposition.

N
Untitled, 2016-2017

mixed media and burnt polystyrene
ambient measurements 6x13 m
each polystyrene 250x60 cm
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Untitled, 2016

-1

burnt book, mixed media, 45x60 cm

burnt book, mixed media, 40x65 cm
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Untitled, 2016
burnt books, mixed media, 40x65 cm (x4)
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Untitled, 2016
burnt book, mixed media,
45%x60 cm




Untitled, 2016
burnt book, mixed media, 45x60 cm

Untitled, 2016 Untitled, 2016
burnt book, mixed media, 40x65 cm burnt book, mixed media, 45x60 cm
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Untitled, 2016
burnt book, mixed media, 40x65 cm

Untitled, 2016
burnt book, mixed media, 45x60 cm
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Untitled, 2016
burnt book, mixed media, 40x65 cm (x6)

Untitled, 2016
burnt book, mixed media, 45x60 cm

63



64

Untitled, 2016
burnt book, mixed media, 45x60 cm

2
Untitled, 2016
burnt book, mixed media, 40x65 cm

T
Untitled, 2016
burnt book, mixed media, 40x65 cm

Untitled, 2016
burnt book, mixed media, 45x60 cm
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Untitled, 2016

burnt book, mixed media, 45x60 cm
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Poémes de Feu, 2013

mixed media on burnt paper, 55x73 cm
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Escarbille de feu, 2012
mixed media on burnt paper, 36,5x55,5 cm
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Enfumages, 2012
mixed media on burnt paper, 22x55 cm
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Dévastations

Jean Boghossian

NN NN NN NN

Dévastations, 2012
mixed media on burnt paper, 48x65,5 cm
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Fumées Cosmiques, 2015
mixed media on burnt paper, 38,5x55,5 cm
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Untitled, 2016
mixed media on burnt and folded paper, 10,5x100x470 cm
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Untitled, 2016
mixed media on burnt and folded paper, 10,5x100x510 cm

Untitled, 2016
mixed media on burnt and folded paper, 9x100x440 cm
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« Le hasard est le stade

ultime de la connaissance ;

sans expeérience,
il est dangereux. »

Jean Boghossian

SALLE

MATIERE ET CONTINUITE
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Untitled, 2016 Untitled, 2016
acrylic on burnt canvas, mixed media, 200x200 cm acrylic on burnt canvas, mixed media, 200x200 cmn
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Untitled, 2016

Untitled, 2016

acrylic on burnt canvas, mixed media, 180x180 cm

acrylic on burnt canvas, mixed media, 180x180 cm
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« L'atelier, mais aussi

les voyages et le monde :

cest lechamp
de mes créations. »

Jean Boghossian

SALLE

LAGUNES

93
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Untitled, 2016
acrylic on burnt canvas, mixed media, 200x235 cm
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acrylic on burnt canvas, Untitled, 2016
: f ixed media, 190x150 cm

acrylic on burnt canvas, mixed media, 200x235 cm




Untitled, 2016
acrylic on burnt canvas, mixed media, 200x200 cm
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« Je crée une peinture
dans laquelle ma volonté se
confronte au hasard,
de maniere a ce que chaque
personne qui regarde,
observe et réfléchit,
se questionne et se retrouve
seule face au tableau. »

Jean Boghossian

SALLE

PIGMENTS PURS
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Untitled, 2016 Untitled, 2016
acrylic and dry pigments on canvas, mixed media, 190x190 cm acrylic and dry pigments on canvas, mixed media, 200x200 cm
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Untitled, 2016
acrylic and dry pigments on canvas, mixed media, 235x190 cm




Untitled, 2016
acrylic and dry pigments on canvas, mixed media, 200x200 cm
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« Maitrise du cercle parfait :
le cercle, pour moi, symbolise
'univers, le cosmos,
le chaos organisé. »

Jean Boghossian

SALLE

CERCLES
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Untitled, 2013
smoke and acrylic on burnt canvas, mixed media, 180x180 cm
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Untitled, 2013
smoke and acrylic on burnt canvas, mixed media, 200x200 cm

Untitled, 2013
smoke and acrylic on burnt canvas, mixed media, 200x200 cm
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Untitled, 2013
smoke and acrylic on burnt canvas, mixed media, 190x190 cmm
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PIGMENTS FUMES
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Untitled, 2013
acrylic, smoke and dry pigments on canvas, mixed media, 190x235 cm
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Untitled, 2013
acrylic, smoke and dry pigments on canvas, mixed media, 180x180 cm

Untitled, 2016
acrylic, smoke and dry pigments on canvas, mixed media, 190x235 cm

>
Untitled, 2013

acrylic, smoke and dry pigments

on canvas, mixed media, 120x200 cm
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« Le trait doit étre un corps vivant
a part entiére, avec une épaisseur
et une texture qui participent
a une circulation vitale
de mon énergie. »

Jean Boghossian

SALLE

FUMES
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Untitled, 2016 Untitled, 2016
smoke and acrylic on canvas, mixed media, 180x180 cm smoke and acrylic on canvas, mixed media, 190x190 cm
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Untitled, 2016
smoke and acrylic on canvas, mixed media, 235x190 cm
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SALLE

VIDEO

131









136

« La pensée et le cerveau,
les courbes et volutes,
ces plis du cerveau,
les méandres enfumeés
de la lagune de Venise. »

Jean Boghossian

SALLE

PLIAGES ET PLIAGES FUMES
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Untitled, 2016
acrylic and smoke on burnt canvas, mixed media, 200x500 cm
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Untitled, 2013
acrylic and smoke on burnt canvas, mixed media, 200x200 cm

143




Untitled, 2016

acrylic and smoke on burnt canvas, mixed media, 200x235 cm
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146 SALLE

« Pour se renouveler, on est obligé
d'essayer l'inconnu, d'observer,
de réfléchir ou de faire le vide,
de se tromper, de recommencer, COSMOS
de détruire et de reconstruire.
La création est a ce prix. »

Jean Boghossian
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Untitled, 2016
acrylic on burnt canvas, mixed media, 100x80 cm (x5)
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Untitled, 2016

acrylic on burnt canvas,
mixed media, 195x125 cm

Untitled, 2016
acrylic on burnt canvas, mixed media, 100x100 cm
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Untitled, 2016
acrylic on PVC, mixed media, 100x100 cm
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Untitled, 2016
acrylic on PVC, mixed media, 100x100 cm
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Untitled, 2016
acrylic on burnt canvas, mixed media, 100x100 cm
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« Les techniques de '’homme
primitif m'ont inspiré,
d'ou I'importance du fusain,
du feu et de la fumée. »

Jean Boghossian

SALLE

CONSTELLATIONS
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Untitled, no date
acrylic, pigment on burnt canvas, mixed media, 180x395 cm
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Untitled, 2012
acrylic and burnt canvas, mixed media, 200x200 cm
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Untitled, 2012 Untitled, 2012
acrylic and burnt canvas, acrylic and burnt canvas,
mixed media, 190x235 cm

mixed media, 200x300 cm
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ARCHIPELS
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Untitled, 2016
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Untitled, 2016

)

acrylic on burnt canvas, mixed media, 200x150 cm (x3
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acrylic on burnt canvas, mixed media, 200x200 cm

Untitled, 2016
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EXULTET
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Untitled, 2016

smoked and mixed media
on canvas and paper,
460x30 cm

440x30 cm

440x30 cm

460x30 cm
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Untitled, 2012
smoked and mixed media on paper, 350x60 cm (x3)
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Untitled, 2016
smoked and mixed media
on canvas and paper, 460x30 cm




SANTA CROCE DEGLI ARMENI
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Partitions de Feu

Jean Boghossian

Partitions de Feu, 2013
mixed media, pigment on burnt paper, 72,7x55,5 cm
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Partitions de Feu, 2013
mixed media, pigment
on burnt paper,
72,7x55,5 cm




Suaire, 2016

mixed media on burnt polystyrene, 60x250 cmm
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INSTALLATION












IN SITU

PALAZZO ZENOBIO
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IN SITU

SANTA CROCE DEGLI ARMENI
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Partitions de Feu

lean Boghao
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(EUVRES DU REPERTOIRE



Untitled, 2013
mixed media
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Untitled, 2016
mixed media, acrylic on canvas, 90x135 cm

Untitled, 2016
mixed media, acrylic on canvas, 90x135 cm
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Untitled, 2016
mixed media, acrylic on canvas, 200x90 cm

Untitled, 2016
mixed media, acrylic on canvas, 90x135 cm




Untitled, 2016
acrylic and dry pigments on canvas, mixed media, 180x180 cm




252

Untitled, 2014
smoke and acrylic on canvas, mixed media, 195x130 cm




Untitled, 2016
acrylic, smoke and dry pigments on canvas, mixed media, 200x200 cm

Untitled, 2013
acrylic, smoke and dry pigments on canvas,
mixed media, 180x100 cm




Untitled, 2013
smoke and acrylic on burnt canvas, mixed media, 200x200 cm
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Untitled, 2007
acrylic on pleated canvas, mixed media, 130x150 cm
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Untitled, 2016
acrylic and smoke on burnt canvas, mixed media, 200x500 cm




Untitled
2016 - 60x60 cm
Mixed media on canvas

Untitled
2016 - 70x70 cm
Mixed media on canvas
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Untitled, 2016
acrylic and burnt canvas, mixed media, 100x100 cm
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Untitled, 2016
acrylic and burnt canvas, mixed media, 70x70 cm
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Untitled, 2016 Untitled, 2016
acrylic and burnt canvas, mixed media, 90x90 cm acrylic and burnt canvas, mixed media, 90x90 cm
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Untitled, 2016
acrylic on burnt canvas, mixed media, 100x100 cm

Untitled, 2011
acrylic and burnt canvas, mixed media, 120x205 cm
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Untitled, 2016
acrylic and burnt canvas,
mixed media, 100x80 cm

Untitled, 2016
burnt canvas, mixed media, 70x100 cm




Untitled, 2016

Untitled, 2016

mixed media, 200x200 cm

acrylic and smoke on burnt canvas,

mixed media, 200x200 cm

acrylic and smoke on burnt canvas,
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Untitled, 2016
acrylic and smoke on burnt canvas, mixed media, 200x200 cm

Untitled, 2016
acrylic and smoke on burnt canvas, mixed media, 200x200 cm
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JEAN BOGHOSSIAN

Nato nel 1949.
Vive lavora tra Bruxelles e Beirut.
Dipinge dal 1988.

dwul Mnnnuyun syt £ 1949p.:
L wypmd b wohiwinnd £ Bpyniubnud b
Ppmpnid: Ljwpmd £ uljuws 1988p.:

Born in 1949.
He lives and works between Brussels and Beirut.
He paints since 1988.

Né en 1949.
11 vit et travaille entre Bruxelles et Beyrouth.
11 peint depuis 1988.

SOLO EXHIBITIONS

2007
Black Box / Galerie Guy Ledune, Brussels

2008
Black Box / Galerie Guy Ledune

2009
Black Box / Galerie Guy Ledune

2010
Black Box / Galerie Guy Ledune

2011
Jean Boghossian. Burning
Beirut Exhibition Center, Beirut

2012
Jean Boghossian. A I'épreuve du feu
Black Box / Galerie Guy Ledune

2013

Jean Boghossian. Le trés doux feu du dedans
Bibliotheca Wittockiana, Woluwe-Saint-Pierre,
Belgium

2014
Jean Boghossian, Secreéte architecture
Black Box bis, Brussels

2015
Jean Boghossian: Tra due fuochi
Beirut Exhibition Center, Beirut

2017
Jean Boghossian
Musée d'Ixelles, Brussels

Jean Boghossian, Fiamma inestinguibile
La 57¢ Biennale de Venise

GROUP EXHIBITIONS

2008

XXL Summer Group Show

Espace Black Box, Brussels

(Cécile Bart, Jean Boghossian, Alan Charlton, Aida
Kazarian, Imi Knoebel, Olivier Mosset, Sarkis,
Tilman, Michel Verjux)

2009

A plein tube sur la lumiere et la couleur

Espace Black Box, Brussels

(Cécile Bart, Jean Boghossian, Filip Francis, Nigel
Freake, Aida Kazarian, Olivier Mosset, Sarkis,
Tilman, Michel Verjux)

2012

e Vers la lumiere

Youngeun museum of contemporary art, South
Corea

(Jean Boghossian, Yves Charnay, Christiane
Delaroux, Bang Hai Ja, Hong Soun, Pae Mi Kyung,
Kim Soon Hee, Kim Gil Wong)

o Galerie Ledune, Brussels

(Jean Boghossian, Filip Francis, Philip Lumai, Imi
Knoebel, Olivier Mosset, Gerhard Richter, Jan
Schoonhoven, Dan Walsh)

2013
Agial Art Gallery
AbuDhabi Art, Saadiyat Cultural District

2015

e Sonoro Visiva. Esprienze di confine linguistico
Museo Archeologico di Atina e della Valle di
Comino “G. Visacchi’, Atina, FR, Italy

(Bizhan Bassiri, Jean Boghossian, Giuseppe Chiari,
Jannis Kounellis, Daniele Lombardi, Renato
Ranaldi, Carlo Rea)

o Au rendez-vous des amis

Palazzo Vitelli, Citta di Castello, Italy
(international exhibition-conference, 66 artists)
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