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CTuneHguaHTCcKaTa nporpama kbM npoekta BusyaneH cemmnHap naBa Bb3MOXXHOCT Ha
XyOOXXHULM, An3anHepu, dotorpadu, TEOPETULM 1 KPUTULM Ha M3KYCTBOTO Aa paspa6oTaT
CBOW NPOEKT 3a Nneprog OT 6 Mecella KaTo UM NpefocTaBs MeceyHa CTUMNEHONS U T
ocurypsisa ¢ HEO6XOAUMUTE TEXHUYECKN CPEOCTBA.

Mo To3M HauYMH ce nNpaBu ONWT 3a CUHTE3 Ha ABe pas3nuuyHKu 3apayn. MNbpearta e cebp3aHa
C TpaguumsTa Ha LleHTPOBETE 3a akaJeMnyHu ndcnensanns B EBpona u no ceeta ga
KaHAT 3a CbOTBETHaTa akafemMunyHa roguHa 3aefHo CbC CBOUTE CTUMNEHOVAHTU-
n3cnegoBaTten ole 1 U3TbKHATU NUcaTenu, XyooXHULUM, My3KaHTW, TeaTpanHu aenuu,
YXypHanucT n gpyru. Tesun aBTopu nosyyaBaT KpaTKOCPOYHMW, O6UKHOBEHO TPUMECEYH
cTeneHamu, nocelasaT N3CNefoBaTeNCKUTE CEMUHAPU, HO B TO3U TUMN Nporpamu He ca
3ab/HKEHN [a pa3paboTaT HUKAKbB KOHKPETEH NPOEKT. MNpuCcbCTBMETO M B HayyHaTa
OBLLHOCT, 06aye, O6MKHOBEHO Ce OKa3Ba M3KIIIOUYMTENHO NMON30TBOPHO: T€ MUCHST
HeCcTaHOAapTHO N nvat Heo4yakBaHU XpyMBaHI/Iﬂ, KOETO MO>Xe na nma eBpucTtnyeH e(beKT
BbpXy Hay4yHaTa auckycus. Taka Hay4YHUST eknn cTaBa UHTENEeKTyanHa O6LWHOCT, a
camuTe aBTOpPW, OCBEH Ye MeyensT OT Te3n AUCKYCUU, Ca B KOHTAKT C UCTUHCKM HOBM
VOen B HAYYHUS >KNBOT.

BtopaTa 3agaya e cBbp3aHa C y6exaeHneTo Ha xopaTa oT BudyaneH cemuHap, ye
TBOPLMTE B CbBPEMEHHOTO U3KYCTBO Ca CblLO B CbCTOAHME Aa pa3paboTaT coumanHo
peneBaHTHN NPOEKTU (KakbBTO € 1 camuaT BrusyaneH cemmHap) 1 ye eqHo XyAexeCTBeHO
npomnsseneHre Nnmn XyaoXKecTseH NPOEKT MOXe Aa Ce Brpaan B KONMEeKTNBHa naenHa
pamka. Mo To3n HauvH cTneHagMaHTckara nporpama o6edmHsBa onuTa Ja ce cb3gane
WHTeNeKTyanHa O6LWHOCT MexXay XYOOXKHULM 1 YYeHN C ambuumsTa TBopumTe n
akagemMnyHUTe NpeacTasnTeny Aa paboTaT 3aefHo 1 NPOeKTUTe UM Ja ce oboraTasar
B3aMMHO. ToBa ce oTpassBsa W Ha NPUHUMMNA Ha Cenekumus — To31M MOAyN Ha NpoeKkTa
BusyaneH cemuHap Tps6sa ga nsbepe 8 ctuneHagnaHTa 3a ase roguHu (No asama Ha
LecT Mmecela), Kato MUHUMYM 25% OT Tx Tpsa6Ba fa 6bdar akageMuyHn n3cnegosarenm
Ha CbBpeMeHHaTa Bu3yanHa Kyntypa, a ocTaHanute — OT BCUYKM TBOPUYECKN Mpodpecum
MmalLM OTHOLLEHNE KbM COLMO-BU3yanHarta npobnematmka Ha Copus: CbBpeMeHHN
BU3yanHy N3KycTBa, apXutekTypa 1 ypbaHuctuka, amsanH n potorpadus, apyru
N3KyCTBa, KOMTO 3acsrat BU3usATa Ha rpaga u np.

[MbpBUTE CTeneHanaHTn Ha BusyaneH cemuHap 6sxa n3épaHu oT 8 uneHeH ekcrnepTeH
cbBeT npe3 anpun 2003 r. — ToBa 65xa XyooXKHUKbLT JTbue3ap Bospxues 1 mnagara
uscnepgosarenka, paéotella B o6nactra Ha Bu3yanHara Couuonorns 1 KynTtyposnorus
Muna MuHeBa (cbotBeTHO ¢ npoektute Hot City Visual v BaankaHume kamo
mypucmuyecku anegku). Y4acTneTo UM Ha n3cneposarernickute CoMpKn Ha npoekTa
HEKCYC (Han-ronemus npoekT Ha LieHTbpa 3a akagemunuHn nscnegsaHua Codus,
NOAKPENUN 3a TPU roAMHN 28 NOCT-AOKTOPAHTK), KaKTO 1 y4acTUETO Ha YNeHOBETE Ha
HEKCYC npu npeseHTaummte Ha npoekTuTe Ha bosmkmes n MuHeBa, oEMOHCTMPA, Ye
cxemara, no koATo pa6oTtn CTuneHgnaHTckara nporpama e obHagexaasaia.

YcnexbT ce gokasa 1 oT BToparta Cenekums, KOSTo eKCnepTHUAT CbBEeT NpoBeae npes
okTomBpu 2003 r. Npy 14 KOHKypupaLim ce npoekTa. To3u MbT KOHKYPCbLT MmMalle
TemMaTU4yHU NPUOPUTETH, CBbP3aHN CbC cneumduyHn Bn3yanHu acnektn Ha Codus. baxa
06siBeHn Temute Mpagbm, KyaAmypHomo HacaegcmBo u Hocmanausma n O6pa3u Ha
mpyga, o6pa3u Ha KoHcymayusama. Kato BTopa rpyna cTuneHanaHTi 6sxa nsépaHu
XynokHNKbT Kpacumup Tep3ueB 1 TeatpanHata rpyna X-tendo, unmto npoekTtu we
npeacTasMM B crieasaliara nyenmkaums.

AnekcaHpbp Kboces



The Resident Fellows Program of the Visual Seminar offers an opportunity for visual
artists, designers, photographers, theoreticians and critics of art to develop a particular
project for a period of 6 months. The program provides a stipend and a variety of needed
technical equipment.

In this way the program attempts to synthesize two different tasks. The first task is related
to the tradition of the centers for advanced studies in Europe and the world to invite for a
given academic year several established writers, artists or musicians (sometimes these
are theater people, journalists, etc.) jointly with their own research fellows. These receive
short-term, usually three-month, fellowships, attend the academic research seminars but
within this kind of program they are not expected to work on a specific project. Their
presence in the academic community however, normally turns out to be extremely
beneficial for these people have highly original ways of thinking and come up with startling
ideas, that could have a heuristic effect on the scientific debate. Thus, the research team
becomes an intellectual community while the artists themselves, outside of benefiting from
the discussions, are in touch with the really innovative ideas in the life of science.

The second task is related to the conviction of the members of the Visual Seminar that the
contemporary artists are also in a position to develop socially relevant projects (as is the
Visual Seminar itself) as well as that an artwork or an artistic project could be
incorporated within a collective conceptual framework. Thus, the Resident Fellows
Program is the focus of the attempt to build up an intellectual community between artists
and academic researchers with the ambition that both while working together mutually
enrich their projects. This is reflected in the selection principle. The Resident Fellows
module of the Visual Seminar must select 8 fellows in two years (two each six months)
and at least 25% of these should be academic researchers of the contemporary visual cul-
ture. The remaining 75% are representatives of all creative professions that have

affinity to the social and visual problems of the city of Sofia, to the contemporary visual
arts, to architecture and urban studies, to design, photography and other of the arts that
deal with visual themes, etc.

An 8-member committee selected the first two Resident Fellows of the Visual Seminar in
April 2003. These are the artist Luchezar Boyadjiev and the young researcher

Milla Mineva who works in the field of visual sociology and cultural studies (with the
projects Hot City Visual and The Balkans as Touristic Sights). Their participation in the
research meetings of the NEXUS project (the largest project of the Center for Advanced
Study Sofia that supported 28 post-doctoral fellows in 3 years), as well as the
participation of the NEXUS members during the presentations of the Boyadjiev and
Mineva projects demonstrated that the scheme of this Resident Fellows Program is very
encouraging.

The success of the program was reconfirmed by the second selection of fellows.

The Expert Board evaluated 14 competing projects in October 2003. The second round
of applications was thematically oriented towards specific visual aspects of Sofia.

Its themes are: The City, The Cultural Heritage and Nostalgia and Images of Labor,
Images of Consumption. The artist Krassimir Terziev and the theatre group X-tendo
were selected. Their realized projects will be the subject of our next publication.

Alexander Kiossev






JTbuesap BospxmneB

Mopew Bu3yaneH
rpap, 2003

MpoekT 3a BusyaeH ceMuHap
npornet — eceH 2003

BusyaneH rpapg -

1. 0co6eH BUL BU3yanHO MUCNIEHE U aHa-
NIMTMYHO NOBEOEHUE OT CTpaHa Ha Xy-
noXHuK /11.6./, B3anmogencTaall, ¢ UH-
Tepdenca Ha rpag Coous;

2. NpoayKTbT/UTe/ Ha ToBa BU3yaslHO
MUCTEHE.

Mpouec:

3abensseam, ye nHTepdEnCHLT Ha rpan
Codusa e pasnuueH B pasfmyHn Yact Ha
rpapa.

B ueHTbpa e KoprnopaTMBHOTO 10ro, pas-
MOMOXXEHO BMCOKO rope rno Nokpusute Ha
crpagute 1 AOMUHMPALLO BM3yanHata
cpepa. To e NbCKaBo, HE HOCW KOHKpPET-
Ha MHpopmaums 1 B CMUCNOB MNaH e a-
KOHTEKCTyasnHo, UM no-To4HO e CBOA
COBCTBEH KOHTEKCT 6€3 Bpb3Ka C Mpo-
AyKTa, KOUTO KopnopauuvsTa npeanara.
KopnopatmeHOTO Nnoro ynpasnssa ruraH-
TCKW BU3yanHU NpocTpaHCcTBa.

B kBapTanute n3BbH LEHTbpa, HO Aopu 1
B LeHTbpa Ha BMCco4ynHata Ha eaunH 4vo-
BELUKN PbCT, OMUHUPA MaxeHCKOTO
noro. To e AMPeKTHO, CTON B Hernocpeac-
TBEHA 6/IM30CT A0 KNNEHTa/rpaXkaaHvH
KaTo Ce BTbpKBa B TANOTO N o4nUTe my.
MaxneHcKoTo fioro ynpasnsisa npocT-
paHCTBOTO B paauyc ot 15-25 M 1 npefc-
TaBnsaea BMU3yanHo ,npennkasaHe“ Ha Te-
puTOpPUA MO Maxanu, Taka KakTto npaesT
TOBa ynuyHuTe necose. Mexay maxneHc-
KOTO 1oro 1 6m3Heca, KONTO TO NMPOMOTU-
pa, HAma gucTtaHums. MaxneHckoTo noro
€ rpy60 1 He-CTUSTHO, HO € BUTASTHO 1
BynrapHo.

T'opew, Bu3yaneH rpap, (IBr), 2003

HoBuTe kBaptanu. x.k. ,buiitbnc 1A u getaiin

Hot City Visual (HCV), 2003

The new neighborhoods. Housing Project “Beatles 1A”
and detail

Luchezar Boyadjiev
Hot City Visual, 2003

Project for Visual Seminar
Spring — Fall 2003

City Visual -

1. A specific kind of visual thinking and
analytical behavior by an artist (L.B.) that
is a form of interaction with the visual
interface of the city of Sofia;

2. The product(s) of this kind of thinking.

Process:

I notice that the interface of the city of
Sofia is different in the different parts of
the city.

In the central parts of the city the corpo-
rate logo, which is positioned high above
eye level on the roofs of the buildings,
dominates the visual environment. It is
shiny, does not have concrete informa-
tion and in terms of semantics is voided
of context or rather it is localized within
its own context without a connection to
the actual product that is offered by the
particular corporation. The corporate
logo commands gigantic visual spaces.

In the neighbourhoods outside of the
center, even in the center at the level of
the eyes, the dominant visual presence is
of the neighbourhood logo. It is very
direct and positioned in close proximity



B mexxanHHaTa Teputopus ce HamecTsa
TpeTy TUN NPUCHLCTBUE B HTepdenca Ha
rpaga. ToBa e 6bArapckuaT 6unéopa.
MpeacTaBnsBa NnpoMouns Ha MecTeH
6M3HeC C HauMoHanHu npeteHuun. MNpu-
mMep — 6unéopaoseTe 3a KapHob6aTtcka
rpo3gosa, bucepHa rposgosa, Bogka
X-taz. Bvnrapckuat 6un6opa otTpasssa
Mo Hewo v OT ABara ropHu Tuna: a/ no
dopma — Ton e NMbCKas 1 npuBnekaTe-
NeH KaTo KoprnopaTuBHO N10ro; 6/ B MuC-
NEeHEeTOo 1 NnocnaHuaTa cu e BynrapeH un
KOHKPETEH KaTo MaxfIeHCKOTO noro. B
TO31 CMUCBN 6BArapCKUsT 6unéopn e
€0HOTUMHO fiIBNEeHne KaTo ,non-bonk*,
yyanra®“ un T.H.

Mopo6eH Bua TPOMYHO pascnoeHne ce
Hab6nogasa CbLIO Taka 1 B apXUTekTyp-
HaTa cpefa, KosATo o6aye ce pasnonara
no Apyr HauvH BbB BPEMETO — HACMOEHW-
Aata ot npeam 1989 r. u T.H. Tasu cpepa,
0CO6EHO OPUCHOTO U XUMULLHO CTPOU-
Tencteo cnep 1989 r., o6auye Bnusie Bbp-
Xy uHTepdenca Ha rpaga no HauuH, CXo-
[EH C NoroTo n 6unéoppaa.

MpouecyanHaTta cTpaHa Ha npoekTa [o-
peuw BusyaneH epag npegnonara HaTpyn-
BaHeTO Ha Hab6MIOAEHNS N BU3YaSHN KO-
MeHTapun No noBoan N Ha4YnH, d)I/IKCI/I-
paHn B NpunoxxeHus [JHeBHUK 3a npous-
Xxoga u cbuHocmma Ha pamkoBus npo-
ekm. Ts e cBbp3aHa C yClIOBUETO, Ye
KOHTEKCTbT Ha CTuneHguaTa e ﬂI/ICKyCI/I-
OHHEH 1 ANCKYPCUBEH, a HE € OPUEHTU-
paH KbM Cb3[aBaHETO HA EAUHNYHU XY-
NOXECTBEHUN OBGEKTU.

Mpopykr:

A/

CobluHOCTTa Ha Mo NpoekT lopew Busya-
AeH gpag 3a BuayaneH cemuHap e pek-
nama Ha MaxfeHCKu /cemeeH/ 6u3Hec no
KOprnopaTyBEH HAUMH B MyGANYHOTO
NPOCTPaHCTBO Ha rpapa. 1 o6partHoTO...
Tyk NpepBmXaam TpU OCHOBHMW pekiam-
HU MeponpuaTus:

1. Bpuezagama Ha CmegaH (u HeeoBume
3empb00Be). Tyk ce npeasmxaa ,peknama’
Ha CtedaH 1 HeroBuTe 3eTbOBE, KOUTO
pa6oTaT B rpyna, 6e3 ga umar kakearo u
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to the client/citizen while rubbing itself
visually in his/her body and eyes. The
neighbourhood logo is commanding a
space of 50 m in diameter and is actually
a kind of visual “marking of the territory”
as the stray dogs in the same neighbour-
hoods of Sofia are doing. There is no
distance between the neighbourhood
logo and the business activities it is pro-
moting. The neighbourhood logo is
rough, crude in style but it is very vital
and vulgar.

The in-between visual territory is occu-
pied by a third type of presence in the
visual interface of the city. That's the
Bulgarian billboard. It is a kind of visual
promotion of a local business that is pre-
tending to have a national coverage with
its activities. One example is the set of
billboards of the kinds of grape brandy
produced in the city of Karnobat in
Bulgaria, the Pearl Grape Brandy, as well
as the infamous billboards of the locally
produced Vodka X-taz. The Bulgarian
billboard is using something from both of
the above-described types of visual pres-
ence: a/ it is shiny and attractive as the
corporate logo in its visual form; b/ it is
vulgar and concrete in its messages just
like the neighborhood logo. In this sense
the Bulgarian billboard is the same type
of phenomenon as the so-called “pop-
folk” music (the “chalga”) with its vulgar
lyrics and vital, powerful music.

Such a triple layering of the city environ-
ment could also be observed in the
architectural environment of the city,
which however, is localized and posi-
tioned differently in terms of time - the
leftovers from before 1989 and so on.
This environment, especially the office
and apartment building construction after
1989, is influencing the life of the city in a
similar way to the way of the logo and
the billboard.

The process aspect of the project Hot
City Visual presupposes the accumulation
of observations and visual commentaries
of cases in ways exemplified in the
attached Diary of the origin and the sub-
stance of the frame project. |t is related to



fa e popmanHa opraHusupaHoct. Cre-
daH n 3eTtboBe ca Poma, Kouto a3 nos-
HaBam oT noseye OT 15 rognHu. PaéoTtun
cbM ¢ Tax n B CBX, n B HM'YW, korato
CredaH 6ewe Ha wart tam. Cera CredaH
n 3eTboBe paboTAT oT ni. MakenoHus no
eXXeQHeBHN NOPbYKM, KOraTo r nuwva...,
no rnorpaska Ha NoKpuBKW, NPEHOC Ha
Hella, PEMOHT Ha MapKeT, NPeHOC Ha
npon3eeneHnsa Ha N3KycTeoTo 1 Op. B
peknamMHaTta cpefa TakbB TuM xopa U
KaTo paboTa, 1 KaTo eTHUYecKa npuHaa-
NEXXHOCT OTCbCTBAT ToTanHo. Mpesta e —
HAMa uHTerpupaHe Ha bvnrapus B EBpo-
na, 6e3 nHTerpupaHe Ha Poma B bvnra-
pus. MpoeKTbT Lenu cTapTupaHe Ha ny6-
nn4yeH geéat 1 Haco4yBaHe Ha o6LecTBe-
HOTO BHVMMaHWE Mo Te3n MyHKTOBE OT XU-
BOTA.

2. Mosm Katouap (u Philips).
3. HoBume maxanu/kBapmanu...

OrpaHnyeHusiTa B 610KeTa KakTo 1 Hen-
penBuaMMOTO MoslyyaBaHe Ha paspelue-
HUS 3a U3naraHeTo Ha BM3yanHuTe npo-
LOYKTU Ha NpoekTa B Ny6inYHOTO NpoCT-
paHCTBO, Npegrnonara HanMyuneTo Ha pe-
3epBHM 1 CMeceHn BapuaHTh. ETo 3alwo
Ca Bb3MOXXHU KOpeKUunn B 3asaBeHnTe
noen!

B/

Ho, OOKOIKOTO MPOEKTLT € NONOXKEH B
KOHTeKcTa Ha BuayanHusa cemuHap c He-
roBute feéatu 1 akagemunuHa cpefa Ha
€XeHEBHO NMPUCBLCTBME Ha CTUMEHANAH-
Ta-XyOOXKHUK, TON npeasmkaa n npo-
AyKT-KaTo-npouec peannsauus. Tyk ca
BEPOSATHU ABE OCHOBHW NIMHUW Ha
pa6orTa:

4. [opewa AUHUA 3a Bu3yaAHU HepegHocC-
mu (TenedOHHa NMHNA 3a BPb3Ka C Me-
OMU 1 Xopa).

5. lpumepu — gHeBHUK Ha 2pagckus UH-
mepagelc, yHNKanHa XyaoXH1yecka KHu-
ra B 1 ekzemnnap.

Te3un oBe NUHUKN Ha paboTa He 3aBUCAT
OT GIOKETHN OrpaHnyeHuns], HO ca noc-
TosiHHO pencTtBaww. Llenta um, oco6eHo

the pre-condition that the context of the
fellowship is one of debate and dis-
course rather then one oriented to pro-
duction of single art objects.

Product:

A/

The substance of my project Hot City
Visual for the Visual Seminar is to build
up an “advertisement campaign” for a
certain neighbourhood (family) business
in a corporate way within the public
space of the city. And vice versa... Here
| do envisage three basic promotional
lines of action:

1. Stephan’s Brigade (himself and his
sons-in-law). Here | plan an advertise-
ment campaign for Stefan and his sons-
in-law who work together in a group with-
out actually having any kind of legal
structure. Stefan and his sons-in-law are
Roma whom | have known for 15 years. |
have worked with them in the Union of
Bulgarian Artists and the National Gallery
for Foreign Art while Stefan was
employed there. Now Stefan and his
sons-in-law are working out of
Macedonia Sq. in Sofia where they look
for one-day odd jobs when available.
They are fixing roofs and parquet, haul-
ing art works and other stuff, etc. People
like them in terms of work and ethnic
identity of a minority group are missing
entirely from the advertisement environ-
ment. The idea of the campaign is that
there is no integration of Bulgaria in the
EU without integration of Roma in
Bulgaria. The project aims at starting a
public debate and focusing the public
attention on these aspects of life.

2. My Key Maker (and Philips).
3. The new neighbourhoods.

The limitations of the budget as well as
the unpredictable process of getting per-
missions for public installment of the
visual products of the campaigns pre-
suppose additional and mixed variants of
these ideas!
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Ha lopewa AuHuS... € ja Mmopenupar cu-
Tyaumsi Ha NOCTOSIHHO AencTBaLla BPb3-
ka mexgy BusyanHus cemuHap, xopara
1 meguute (OTAESHW XKyPHanuCTh), KOUTo
Mo TO3U HauMH mMoraT fa 6baaT CTUMynu-
paHu 3a NpUCbCTBUE Ha pPaBHU Hayana B
cemuHapa.

B/

[MpoekTbT NpeaBmxaa Ny6IMyYHO Nokas-
BaHe Ha Lenua pesynTart KakTo B rpaac-
KO, Taka 1 B ranepuinHo NpoCcTPaHCTBO.

IBI, 2003. HoBute kBaptanu. x.k. ,Muna PoguHo*

(3a narpuotu), x.k. ,Moto-ndoe” (3a 6Gu3HECMEHN) 1
AeTannm

HCV, 2003. The new neighborhoods. Housing Projects
“Dear Motherland” (after the first words from the
national anthem; for patriots) and “Moto-Phohe” (after
the name of a car dealing company; for businessman),
and details

Jlbuesap bosipxmnes
Cnep,npoeKTHm 0enexxn

Pa6oTeikn Bbpxy npoekTa fopew BusyanreH epag
pa36pax, Ye 1umMam OTHOLLEHME Ha Nto60B/oMpasa
KbM Bu3yanHara cpefa Ha Codus n Haii-Beye KbM
peknamMHuTe 1 acnekTu. Kato ye nn npuymnHuTe ca
0T nopsabka Ha CbAbPXaHWETO, CTUNA U/UAK Ko-
NINYECTBOTO HA BCUYKMN TE3N 065BMU, 6BUNGOPIOBE,
TpaHcmapaHTK, nnakatm 1 T.H. Hamawe o6aue
MpUYKHA, CBbP3aHa C Hacnagara OT MHOroLBeT-
HOCTTa W €HeprugTa, He3aBUCUMO OT Xaoca Ha
Ta3n cpeda, Taka pasnuyHn OT OHOBA, KOETO
umaxme npean 1989 r. Hakonko cepno3Ho Teope-
TUYHW JyMWU MU Ce BbpTAXa B rnaBaTa Karo, Ham-
puMep, NPON3BOANTENN, KOHCYMATOPU U KINEHTH;
KPUTUYECKM XYAOXECTBEHU MPAKTUKU, pasBneka-
TeNnHa uHOycTpus, hopMupaHe u UHGOPMUPAHE;
BKYC, CTWM, BKITIOYEHOCT U N3KNIOUYEHOCT; NPE3eH-
Taums 1 He-npeseHTaums U T.H. Bce egHo, He yc-
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B/

In as much as my project is positioned
within the context of the Visual Seminar
with its debate and academic context of
daily work of the resident fellow artist, the
project involves an additional element
that is best described as “product-as-
process”. Here | do envisage two lines of
work/activity:

4. Hot-Line for Visual Irregularities to con-
nect to people and the media.

5. Samples — a Diary of the City Interface,
the whole Diary as artist’ book in edition
of 1.

These last two lines of work do not
depend on the budget limitations but are
meant to function all the time. The aim,
specifically of the Visual Hot-Line, is to
construct a situation of a constant link
and feed back between the Visual
Seminar, the people and the media (indi-
vidual reporters, columnists, etc.) who in
this way can be stimulated to take part
on an equal footing with the other partici-
pants in the seminar.

C/

The project foresees a public presenta-
tion of the whole process and results in
both urban space and gallery space.

Luchezar Boyadjiev
Post-project Notes

Working on the Hot City Visual | realized that |
have a love-hate relationship with the visual
environment of Sofia, mainly with its advertise-
ment strata(s). It seemed to be based on rea-
sons having to do with the content, the style,
or the quantity of all those announcements,
billboards, signs, posters, and so on. None had
to do with the enjoyment of the brightness and
energy, though chaotic of that environment, so
much different from what we had before
1989... A number of seriously theoretical
words like producers, consumers and cus-
tomers; critical art practices, entertainment,
formation and information; taste, style, inclu-
sion and exclusion; representation and misrep-
resentation, etc. were always on my mind. Yet,
I couldn’t find an all-encompassing term that



naBax Aa Hameps T03n 0606LLaBaLL TEPMUH, KOM-
TO NIECHO 1 NPOCTO [a 06SICHM C KAKBO CE 3aHU-
maBa [opew BusyareH epag, 0COOGEHO B KpUTK-
YeckuTe W, HafABaMm Ce, COLMANHO 3HAYUMUTE My
aCneKTW KaTo yacT oT BusyaHus CemuHap v He-
rOBUA NMO-06XBATEH KOHTEKCT 1 NPUOPUTETH.

EnBa cnen nmy6nuyHoOTO MpepcTaBsiHe (Mpe3 M.
okTomBpu-Hoemspu 2003 r. B Codus) Ha npoek-
Ta, B €QUH BEYEPEH pasroBop npea yawa 6upa B
XapakTepHa, OmbpriaHa GepiuHCcKa Kpbuma, He-
lara nomyynxa OHasu ACHOTA, KOSTO TbpCeX.
Jlann 3apagn aHrnuincKus e3unk, Ha KOMTO roBe-
pexme, WI MOPagM WHTEPAKTUBHWS KOHTEKCT
MeX[y ABa ,MPUSTENCKN® NPOEKTa, He 3HaMm.
lpuunHara 6e, ue NHec KanepT, pbkoBOAUTEN Ha
npoekTa VHmepBioma (c n3pasuTenHoTo noasar-
nasue Mucaetiku B8 guanog), KOWTO e yacT oT
nporpamata relations Taka, Kakto u BusyaneH
CemuHap, CMOMEHA MOYTA CAYYaHO TepMUHA

makes it simple to explain what is it that Hot
City Visual, as part of the Visual Seminar with
its wider context and agenda, is dealing with,
especially in its critical and hopefully, socially
relevant aspects.

It was only after the public presentation of the
project (October-November 2003, Sofia) and
during a late-night talk over a glass of beer in
a typically run down Berlin pub that things
were put in the perspective | was looking for.
Maybe the reason was the English language
we spoke, maybe it was the interactive atmos-
phere between the two friendly projects.
However, Ines Kappert, the Project Leader of
the Interview Project (significantly subtitled
“Thinking in Dialogue”), which is part of the
relations program as the Visual Seminar is,
almost by accident dropped the term consumer
identity. | think the term is part of her theoreti-
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KOHcymMamopcka ugeHmuyHocm (consumer
identity). To3u TepMUH € YacT OT HEiHWUA Teope-
TUYEH ANCKYPC W HAyuyHU MHTEPEcK. B KOHTekcTa
Ha M0S MPOEKT 06aye, TEPMUHBT NPEaN3BMKa ABE
Hella: a/ 3afafe My No-LKMpoKa, HO TOYHa nepc-
NeKTMBa; 6/ NPUNOMHN MU PEKNaMHUS ,NO3YHr"
Ha eauH ronam marasud tun LYM B CALL, ot Ha-
yanoto Ha 1980-Te, KoilTo Umax ,npuBuneruaTa“
Aa noceuasam eaHo Bpeme.

Torasa SIMS nmatue marasuHu (MOXe 1 OLLe fa
uma) B Hio Ixbpcu u Hio Mopk. Te npeanaraxa
MOJHM W W3MCKAHWU OPexn Ha AOCTbMHM LEHW, ¢
KOETO Bepurata ce nocrasslle B NasapHaTta Hulla
mexay eytuuute n LlYM-oBeTe 3a wwmpnotpe6a.
PeknamHusat um nesu3 6e ,EaMH 06pa3oBaH KOH-
CymMaTop € Haii-no6pusaT HWU KueHT". KnueHTtute
Ha SIMS cbBcem He 6sxa 6oratu xopa, HO AeBi-
3bT 1 Nackaelue No CrnegHus HaumH: ,Moxe n ga
He nasapysam Ha [leto ABeHto, a B SIMS, Ho npu-
ynHaTa 3a ToBa €, Ye CbM ,06pa3oBaH” 1 fobpe
cvu npass cmeTkatal“ SIMS umalle Haii-cTunHuTe
TOpPOM 3a MOKYMKM, HanpaBeHn OT YepHa XapTus
CbC CPe6bpHM OYKBM 32 AEBU3A...

BusynHata cpega Ha Codus e oH3M onepaTuBeH
KOHTEKCT, B KOWTO CE KOHCTpyupa W Ce Hanara
MacOBO 1 MOLLHO €aWH TUM NOCT-KOMYHUCTUYEC-
Ka KOHCyMaTopCKa WAEHTUYHOCT, HanbJIHO B Cbl-
nacve ¢ pasBuTMETO Ha GbArapckoTo 06LLECTBO
Hanocnegbk — Ta Hanu B nasapHata MKOHOMUKA
KOHCYMaLKsiTa € JOpy Mo-BaXkHa OT NPOU3BOACT-
BoTo! Pabotenku BbpXy [opew BusyaneH epag
o6aye, CU AAA0X CMETKA 11 3a TOBa, Ye: a/ B TO3M
rpaj nouTi He € 0CTaHano CBOGOAHO NPOCTPaHC-
TBO 32 KaKbBTO U [a 6UNO PasnnueH OT KOHCY-
MaTopcKus TUM NY6AMYHA WAEHTUYHOCT (MW WH-
ansuayanHa WAEHTUYHOCT, [O0KOJIKOTO TOJIKOBaA
WAEHTUYHOCTM HE ca PeKnammpaHu, Unn nbK ca
HEBUANUMM 1 T.H.), KOETO Me Kapa fia ,Ce XBaHa 3a
XYIOXECTBEHOTO CU OpbXue“; 6/ moBevyeTo OT
xutenute Ha Codua B Haii-gpobpus cnyvam ca
camo KJMeHTU, HO He fioTaM ,,06pa30BaHn”, KaTo
IMa ManKko UKOHOMUYECKN CTUMYNN 33 NPOMSHA
B MONOXeHWeTo; B/ xutenute Ha Codus, Kouto
Tps6Ba fa pasBuaT B ce6e cu U ,na ca“ Tasu
WAEHTMYHOCT, BCE OLLUE He ca, a 1 He 6uxa Mornu
fa 6baaT UKOHOMUYECKW 3HAYUMI KOHCYMaTopi
(nopagu 6egHOCT), BbMPEKM Ye TOBA Ce OYaKBa
OT TSX, @ U Te r0 04YaKBaT OT ce6e Cu, A0KONKOTO
TbKMO B TOBA C€ CbCTOELUE 06€LLAHNETO 3a borat
XWUBOT 1 06LLIECTBO, KOETO TpABBALLE fia MOTUBU-
pa CbLMTE TE3N XOpa, 3a Aa Ce NpUMUPSBAT C
TpyAHocTUTE Ha npexopa cnen 1989 r.
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cal discourse and interests. In the context of
my project the use of the term did two things:
a/ put it in a much wider yet focused perspec-
tive; b/ reminded me of the slogan of a shop-
ping mall in the US from the early 1980ies
which | had been “privileged” to go to once
upon a time.

SIMS had outlets (maybe still has) in New
Jersey and New York that offered fancy but off-
the-rack clothing at very affordable prices thus
positioning itself in the market niche between
the boutique and the mass-appeal department
store. Its promotional slogan/logo was: “An
educated consumer is our best customer”. The
SIMS customer was not rich by any means but
the logo made him/her feel flattered nonethe-
less, as in: “The reason | don’t shop on Fifth
Avenue is not because | am poor, the reason

I shop in SIMS is that | am “educated” and
savvy!” SIMS had the most stylish shopping
bags made of black paper and the logo sten-
ciled in silvery lettering...

The visual environment of Sofia is the opera-
tive context where a certain type of post-com-
munist consumer identity is being constructed
and forcefully, massively imposed in full
accordance with recent developments in
Bulgarian society — in a market economy con-
sumption is even more important then produc-
tion, right? However, working on Hot City
Visual made me realize that: a/ in this city
there is little space left for any other kind of
public identity (or private identity, for so many
identity ways are not being promoted, are
invisible, etc.) and it makes me “jump to my
artistic arms”; b/ most of the people in Sofia
are at best only customers, not really “educat-
ed”, and there are few economical incentives
to change the status quo; ¢/ people in Sofia
who are to develop and “be” that kind of iden-
tity are not yet and could not be economically
relevant consumers (due to poverty), although
this is expected of them, they expect it of
themselves because that was the promise for
an affluent society, which had to motivate the
same people to put up with the hardships of
the never-ending transformation after 1989.

The visual environment of Sofia is based on
the cultivation of desire, consumerist desire(s),
as any advertisement context is. Desire for
certain goods but the bottom line is that it’s



BusyanHata cpepa Ha Codus e meduHupaHa ot
KYNTUBMPAHETO Ha XenaHue, KOHCYMaTOPCKO Xe-
naHme(s), KakTo BCEKM ApYr PeKameH KOHTEKCT.
)KenaHue KbM OMpeaeneHu CTOKW U T.H., HO OC-
HOBHOTO €, Ye TOBa € XXeNlaHMe KbM OMnpefesneH
CTaHAapf Ha XWBOT, CTaHHapy 3a ToBa Aa cu Es-
poneeL, (MoBeye Mo CNYX0Be, OTKONKOTO Crief Ae-
6at) u T.H. B peNcTBMTENHOCT TO3M CTAHAAPA HU-
KakbB He Ce BWXKOa M [OpM [b/ir004akBaHOTO
uneHcTBo B EC npe3 2007 r. easa nu e npome-
HN Hewwo. Taka ce nosBsaBa GpycTpaums 1 T4 cTa-
Ba BCE Mo-BuauMa. QpycTpauusTa e npean3Buka-
Ha OT He3a[aBoNeHN xenaHus. W He3aBucumo ot
TOBA [A0KOMKO YOEAUTENHO NCMXOAHNUTNYHATA Te-
0puA LLe TBbPAM, Ye BCUYKO TOBA € Ha Jo6po, 3a-
LLIOTO KENAHMETO Ce 3acuniBa C MOCTOSHHOTO OT-
naraHe Ha KOHCyMauusiTa My, a3 He Mora fa ce 0c-
B06OAs OT ycellaHeTo (B KoHTekcta Ha Codus),
ye rpagbT MpexuBsBa TpaBMatMyHo déja vu. U
rpagbT, W CTpaHaTa OLle MOMHAT eavH pyr BUA
(hpycTpauns, Cbllo NpeansBMKaHa 0T NOCTOSAHHO
OTNaraHe Ha KocymauusTa Ha XenaHus ,06eKT".
leyanHo M3BECTHOTO 0GELLaHME 32 CBETIO0 KOMY-
HUCTNYECKO Gbfelle 6e OCHOBHUAT MOTMBMPALL
MEXaHU3bM 3a CcybekTuTe (Xopata) Ha peanHus
counanu3bM Npe3 LAN0To BpemMe Ha HeroBoTo 13-
Nib3BaLLO Ce OT KOHTPOM (1 BCBLUHOCT, KPaTko)
cbliecTByBaHe. ToraBawHata dpyctpaums 6e
npeau3BuKaHa OT TOBA, Y€ HE3aBUCMMO KakBO
TOYHO KasBawe unu mpaeewe [lapTusTa, xopara
BUXKOAXa C OYNTE CM 1 ycellaxa ¢ Tenara ciu, ye
obeliaHata yTonus Ha KOMyHU3Ma HUKOra He
naBa. Ta Ge HeLlo KaTo NIMHNSTA Ha XOPU30HTA —
0TAaneyaBa Ce CbC CbliaTa CKOPOCT, C KOATO Y0-
BEK Ce Npuonmxasa KbM Hes. Bbrpekn TeopusTa,
B Kpasi Ha 1989 r. 6e octaHano Manko xenaHue
HE3aBUCUMO OT MPOAL/KUTENHOTO OT/AraHe...
MOXe 61 HSKbfe UMa HOCTanrus, Ho TOBA € pas-
NIMYHO HeLO.

Cera cbluecTByBa 06pasbT Ha KOHCyMaTopcka
WOEHTMYHOCT, HO HAMA peanHa KOHCYMaTopcka
npeHTuyHocT B Codns, noHe He owe. Moxe 6u
Taka 1 TpsAbBa aa bbae, He 3HaMm. He mucns, Ye He-
KON 3Hae, 3aLU0TO JOCera He € MMano 06LLEeCTBO,
KOETO [1a e NOeNo No TO3U YHUKANEH MbT KbM pas-
BUTO KanuTalUCTUYECKO OOLLECTBO — MPe3 COLm-
anu3ma (KakTo ToBa CTaBa B CTpaHute oT 13Tou-
Ha EBpona Hanocnepbk).

desire for a certain standard of living, standard
of being European (as imagined rather then
discussed) and so on. This kind of standard is
in reality nowhere near in sight and even the
much-expected EU membership in 2007 is not
going to change much. So, a feeling of frustra-
tion is settling in and it is becoming more pro-
nounced. That is frustration caused by unful-
filled desires. No matter how convincingly psy-
choanalytical theory will claim that it is for the
better because acceleration of desire is based
on the constant postponement of consumption,
I can’t help having the feeling (in the context of
Sofia) that the city is experiencing a traumatic
déja vu. The city and the country still remem-
ber another type of accelerating frustration
because of the constant postponement of con-
sumption of the desired “object”. The infa-
mous promise of the glorious communist
future used to be the main “carrot and stick”
mechanism for motivating the subjects (peo-
ple) of real socialism during its spiraling out of
control (and actually, short lived) existence.
The frustration then was caused by the fact
that no matter what the Party said or did, peo-
ple could see with their eyes and feel with
their bodies that the promised utopia of com-
munism was never drawing any nearer. It was
like the horizon line — receding with the same
speed, as you are approaching it. Disregarding
theory, at the end of 1989 there was very little
desire left in spite of the prolonged postpone-
ment... maybe now there is nostalgia but that’s
different.

Now there is the image of consumer identity
but no consumer identity in Sofia, yet. Maybe
that's how it should be. | do not know. | do not
think anyone knows for there has never been a
society that has chosen to take this unique
road to a developed capitalist society — via
socialism (as societies in Eastern Europe are
doing lately).
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Ienokanuanpawmsar
nornen
(pa3mecTBaHMATa

Ha Jlbue3sap BospxueB)

Nsanno Auues

XyOOXHUKBLT OHEC HE € OH3U, KONTO Cb3-
[aBa, a OH3K, KOUTO pa3mecTtsa. Jleo-
Happo u LWWekcnup B Han-go6pus cnyyvan
61xa 6y NPon3BOAMTENN Ha AekopaTu-
BEH KWY, B HA-NOLINS — MOEON03MK, VK-
pensawy BApaTa B cuctemarta. Owe
npe3 50-te 1 60-Te roaMHN cUTyaLmoHnc-
TUTE ce 030BaBaT B Ta3u 3aAbHeHa ynu-
La - CBETbT € MNPEMb/IHEH CbC 3HAYEHUS,
HSMa Beye npupopaa, KoATo aa Baewl. An-
TepHaTuBuTe, KOUTO Te npegnaraTt ca
ABe: OTK/IoHaABaHeTo (détournement) Ha
rocnoAcTBalLns CEMUOTUYECKN peq, 1
KOHCTPYMPaHETO Ha CUTyaLun.

OTKNOHsIBAHETO Ce MpaKTUKyBa oLe oT
papauctute (B3umaw MoHa Jlusa, pucy-
BaLl MycTaukn). KOHCTpynpaHeTo Ha cu-
Tyauuy npuaasa eauH Totann3upaLy, ene-
MeHT. OCHOBHO Npon3BeaeHNe Ha U3KyC-
TBOTO € CaMuAT XXNBOT, KOUTO Ce opra-
HM3Upa Kato CbNpoTUBa CPEeLLy AOMUHU-
pawms 3HakoB pen. Camo ye KakBo e
XXMBOTBLT? 3a pasfvka oT CBoUTE npep-
xogHuum (BarHep, Toncton, borgaHos...)
CUTYaUNOHUCTUTE HE BAPBAT B MUCTNY-
HaTa cybcTaHums Ha cybekTta. CueHaTa,
Ha KOATO Lie pasurpasart CBOUTE OTKJ10-
HSIBaHMS MOXKe [a € caMO OHOBa, KOETO
MaTepuanHo CBUOETENICTBA 3a XKNBEEHe-
TO, rpafbT. TOTANIHOTO 3penuLLe, KOETO
HW yCTpoKBa BnacTra € pa3nonoXXeHo B
NPOCTPaHCTBOTO, B MPOCTPaAHCTBOTO Lue
ce pascTaBsiT U GpopmUTe Ha CbMNPOTMBA.

Kon rpan? pagbT, KOWTO onacear ¢ ma-
rnyecka 6pasga 1 KOUTo MoXe Ja ce
pasBanu caMo ako ce U3ope Ta Ha 06-
patHo... BoXXusT rpag kaTo MopasHa n
yTonunyHa 3apava... rpagbT Ha noépaTu-

T'BI, 2003. KoHsT — BU3yanHa HepeaHocT 1
HCV, 2003. The Horse — Visual Irregularity 1

The Delocalizing
Gaze

(Luchezar Boyadjiev
reshuffling the city)

Ilvaylo Ditchev

The artist of today is not the one who is
creating but the one who is reshuffling
signs. Leonardo and Shakespeare would
be at best producers of decorative
kitsch, at worst — ideologists who are for-
tifying the trust in the system. Already in
the 1950ies and 1960ies the Situationists
found themselves in this impasse - the
world is overflowing with meanings; there
is no more nature that one can model.
They offered two alternatives: the detour-
ing (détournement) of the dominating
semiotic order and the construction of
situations.

The detouring has been practiced ever
since Dada (you take the Mona Lisa, you
paint a moustache). The construction of
situations provides a certain totalizing ele-
ment. The main work of art is life itself
that is being organized as resistance to
the dominating symbolic order. But what
is life? Unlike predecessors as Wagner,
Tolstoy and Bogdanov, the Situationists
did not believe in the mystical substance
of the subject. The stage they were to
perform theirs detouring could only have
been the material trace of living, the city.
The total spectacle which power is organ-
izing for us is enfolding in space, resist-
ance will have to unfold in space as well.

What do we call a city? The city they sur-
round with a magic furrow and which can
be undone only if the furrow is ploughed
in reverse; the City of God as a moral,
utopian task; the city of fraternization, the
collective feeding ritual founding the
inhabitants’ fraternity; the city that is con-
structing triumphal arches to welcome
the ruler which it is to “wed”; the temple-
city, the market-city, the privilege-city...

Since the middle of the 19th century the
city is encompassing man with an ever-
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MSIBAHETO, O6LLOTO XpaHeHe, OCHOBaBa-
O 6paTCTBOTO Ha obuTaTenuTe My... rpa-
ObT, KOUTO CTPOU apKu, 3a Aa nocpeLuHe
BrnageTens, 3a KoUTo ce ,BeHyaBa“... rpa-
ObT-Xpam, rpagbT-nasap, rpagbT-
npusunerus...

OT cpepata Ha 19 Bek rpagbT OGKpbXKa-
Ba YoBEeKa C BCe MO-MyibTHA CTEHA OT
BUPTyanHu oépasu: nof Toea paséupam,
ye TYK NPUCBLCTBAT N306PaKEHNS Ha
Hella, 32 KOUTO 3HaeM, Ye ca apyrage.
Heoknacukara, Heorotukara, Heo6apo-
Ka, HeOBN3aHTNUHU3MA Ha rpagocTpou-
TENCcTBOTO, MMALLO 3a Luen aa nerutumu-
pa HoBuTE GOPMM Ha ObPXXaBHOCT ca
HarnegeH NpvmMep 3a ToBa: TyK, B Mopgep-
HUS (NO ToraealwHUTE pasbupaHnsa) rpag
€ uMTMpaH apxXuTekTypeH CTui OT apyra
enoxa, HaBsiBaLly, Tpaguums, CTabunHocT
n T.H. B3emeTe peknamarta, B3emeTe BCe
no-6bpP30 CMeHsALWarTa ce Moaa Ha Apexu,
KON, BeWun, nmeHata Ha pecTtopaHTuTe
N EK30TUYHUTE XPaHu, KOUTO Ce CEPBU-
part B TsX... — BCE MOBEYE OPYrocT Ce UH-
YKEeKTVpa B rpafcKoTo NpPOCTpaHCTBO. Ta-
KaBa e camara oepuHuuma Ha rpaacko:

Oemxumoctn. Mosita crasa, 1998

WHcTanaums: bbnrapusiaBanrapg. KioHctnepeepkeTar
JlotpuHrepiupace, MioHxeH, Fepmanus,

anpun — man 1998

denser wall of virtual images. By this |
mean images of things we know to be
located elsewhere. The Neo-Classical,
Neo-Gothic, Neo-Baroque or Neo-
Byzantine styles in urban construction
that were meant to legitimize the new
forms of statehood are good examples
for that: here, in the modern city, you
read architectural quotations from other
epochs suggesting tradition, stability and
so on. Take advertisement, take the ever
faster changing fashion for cloths, cars,
goods, names of restaurants and the
exotic cuisine served there... — ever more
otherness is injected into the city space.
Here is the very definition of urbanity
itself: a space saturated with otherness
(The city is the motherland of the foreign-
er, says Montesquieu). So, adding a vir-
tual dimension to the city spectacle
intensifies the very city principle: ever
more otherness per square inch.

The city is a total spectacle and as Guy
Debord used to insist, spectacle signifies
passivity; the spectacle is a kind of a
social relation, which transforms the

Movables. My Room, 1998

Installation view: Bulgariaavantgarde.
Kuenstlerwerkstatt Lothringerstrasse, Munich,
Germany, April — May 1998



NPOCTPAaHCTBO, HACUTEHO C APYrocT
(TpapbT € poanHaTa Ha uyxaeHeua, kas-
Ba MoHTeckbo). 3Haun npubaBsHETO Ha
€0HO BUPTYyanHoO U3MepeHue Kbm rpaac-
KOTO 3penuiie nHTeH3nduumpa camus
rpafacku NpYHLMN: BCe NoBeYe Apyroct
Ha eguHMLA NPOCTPaHCTBO.

[papgbT e ToTanHo 3penuiue, a Kakto
HacTosiBa ['v [Je6op, 3penuwe o3Hayasa
NacrBHOCT — 3PENULLETO € TaKkoBa 06-
LLIeCTBEHO OTHOLLEHUE, KOETO NpeBpbLLa
3puUTENS B NMOKOPEH KOHCYMATOp Ha 3Ha-
yeHus. Cpelly ToBa CbMnpoTuBarta € camo
efHa:. OTKNIOHABaHe Ha MOLLHUTEe NnoTouun
OT 3HauM 3a KOHCTPYMPaAHETO Ha CuUTya-
LMK, C KOUTO YOBEKDT e 06bpKa ToTa-
HOTO 3penuLle, LWe Cb3nafae caM Heovak-
BaHN CEMMNOTMYECKN KOHTEKCTU, LE CU
NPUCBON HAHOBO OTHETOTO OT BnacTTa
NPOCTPaHCTBO.

KakBo TOUHO nmar npeasug cutyaumo-
HUCTUTE KOraTo roBopsT 3a KOHCTpyMpa-
He Ha cuTyauun AHec e TpyaHo Aa pas-
6epem, OCHOBHOTO €, Ye Te ca He-3penu-
we. Bnactra ™1 ycTponsa TpuymbanHm

BI, 2003. Mpe3upeHT ALl — Bu3yanHa HepenHoCT 2
HCV, 2003. President AG (joint-stock company) —
Visual Irregularity 2

spectator into a submissive consumer of
meanings. There is only one way to
resist: the detouring of the mighty
streams of signs in order to construct sit-
uations through which the individual will
disturb the total spectacle, will create
unexpected semiotic contexts and re-
appropriate the space that has already
been expropriated by power.

What exactly did the Situationists have
in mind when they were talking about
constructing situations is rather hard to
comprehend today. The main thing
though is that these are non-spectacles.
Power is staging triumphal arches and
fields of Mars, however instead of being
stoned with reverence, you are drawing
around idiotic zigzags and try to pee
somewhere in the shadows.

The urban reshufflings of L.B. are think-
able only in the context of the total
spectacle, in a world that has been filled
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apKn n mapcosu nonseta, HO HaAaMecTo Aa
ce BUeneHuw oT 6aaroroseHne, TM onuc-
Baw NOANOTCKN 3Ur3a3n HAOKOMIO n no
Bb3MOXXHOCT Ce 1n3nmnkKaBall B HAKOA
CAHKa.

PasmecTtBaHuaTa Ha J1.b. ca mucnumn
CcamMoO B KOHTEKCTA Ha TOTalHOTO 3penu-
Le, Ha edyH CBSIT, U3MbJIHEH OO Kpau
CbC 3HauveHus. B pe3ugeHumsaTa Ha
LWBeNLapCKna NOCNaHNK HaoHUKBAT au-
rMTanM3vpadn BOMHWLM, UMraHn, cKuta-
wm kyyeta. lNpegu Bek TOBa 6U MOIMO Aa
npunnya Ha KpUTUKO-peannuctTuyHa ak-
uus — cypoBara coumanHa peanHocT e
OTpaseHa OT XYAOXHUKa-XyMaHUCT U
nocTaBeHa B NoyuuTenHa pamka.

B pa6otute Ha J1.b. Hima HuKakBa couu-
asiHW BHYLLUEHUS, MOHEXE CaMnTe couu-
alnHy CroeBe He ca B OTHOLWIEHME Ha ne-
papxus — HIMa KON Ha KOro aa CbuyBCT-
Ba. [pOoCTO eanH AeH NOCNaHuKbLT Ce e
o3oBan B Codus — ganm ¢ nomowra Ha
Cyunc ebp unm KomMnoTbpa, Bce eaHo. Epn-
HUTE ca TyK, ApYruTe Tam — BbMPOCHT He
€ B TOBa, KOW ca MNo-WacTnnBn n Kou no-
HeLwacTHW, a B CbBbPLUEHO NPOU3BOSIHNSA
HauuH, MO KOMTO Te Ce pasnunyasar.

MpocTtpaHcTBaTa ce apTuKynmpar no Cb-
BbpLUEHO HOB HauvH. HamecTo fa ce or-
paxkgam, Aa ce nsonupam, aa Tpynam
nepa u Clnamku B rHe3goTo Ha CBOS WH-
TUMEH MVP, AHEC a3 Npaesa KOJIKOTO ce
MO>Xe NnoBeye NPOBGONHN B HErO: Han-UH-
TUMHOTO, Han-MOETO MPOCTPAHCTBO €
OHOBA, B KOETO ca NPo6UTN Han-MHOro
eKpaHu, pamku, Npo3opuu, T.e. NPOCT-
paHCTBOTO, HACUTEHO C Han-MHOro Apy-
rocT. MNpUHUMNBLT Ha rpafa e NpeHeceH B
yacTHarta cdepa, camoTo YacTHO MpoCT-
pPaHCTBO € NoYHano aa ce camogeduHu-
pa KaTo CbXUTencTso Ha apyroctu. Unu
Ka3aHo C e3MKa Ha egHa no-paHHa pa6o-
Ta Ha J1.b., UHTUMHOTO MV NPOCTPAaHCTBO
€ OHOBA, B KOETO Ce MPOXXEeKTUPaHU 06-
pasun Ha Apyro NPOCTPaHCTBO, B KOETO
cbM xuBan. lNcuxonornueckun nornegHa-
TO TOBa e 6yKBasnHO Taka, BuHaru
HeCb3HaTeNHO TbPCUM B HOBUS AOM
cnegy OT cTapus, OTKbAETO Ce NosBsBa
CTpaHHMAT HeyioT (konto Ppoia Haprua
das Unheimliche) ot 3a6paBeHn nHbaH-
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up with meanings. There are digitized
soldiers, Roma people and stray dogs
peering through the windows of the resi-
dence of the Swiss Ambassador to
Sofia. A century ago this would have
been considered a critical-realist action
- the harsh social reality is being reflect-
ed and framed in didactics by the
humanist artist.

There are no social suggestions in the
works of L.B. for the very social layers
are not in a position of hierarchy. There
is nobody to sympathize with anybody
else. One day the Ambassador turned
up in Sofia, whether via Swiss Air or the
computer, it doesn’t really matter, it’s as
simple as that. Some are here, others
are there and the question is not about
who is happier and who is unhappier,
but about the arbitrary way in which they
are differentiated.

Spatiality is articulated differently.
Instead of isolating myself with fences,
instead of piling up feathers and straws
in the nest of my private world, today |
am piercing its walls with as many
openings as possible. The most inti-
mate, the most “mine” space is where
there are the most screens, frames, win-
dows, etc., i.e. it's the space saturated
with as much otherness as possible. In
other words, the city principle has been
transferred in the private sphere; the pri-
vate is urbanized, it becomes coexis-
tence of otherness. Or to use the lan-
guage of an earlier work by L.B., my inti-
mate space is the space where images
are projected from some other space
where | used to live. That is how things
are seen by psychology. In a new home
we are always unconsciously looking for
traces of the old one and that is the
source of the strange un-coziness
(which Freud calls das Unheimliche)
caused by forgotten infantile fears and
suppressed desires. The literalization of
the memory, its projection on a semi-
transparent screen, abolishes the dra-
matic tension between memory and for-
getfulness. The time (of forgetting, of
remembering) is curtailed and the two
spaces coexist one next to the other.



TUMHW CTPaxoBe 1 NOTUCHATY XXeNnaHus.
EyKBanmsaumnTa Ha crnomMeHa — NMpo>KekK-
TUPaAHETO My BbpXy MONynpo3payeH ek-
paH — cHema ApamaTUyHOTO Hanpexe-
HVe Mexay nameT n 3a6paBa. Bpemeto
(Ha 3abpaBsiHe, Ha NPUMOMHSIHE) € CbK-
parteHo, eHO A0 ApYyro CTOST eAHOTO
NpPOCTPaHCTBO 1 apyroTo. EQnH Takbs
AENPEeCcUBEH Clopean3bM.

Heka noguepras: Tyk He cTasa Ayma 3a
uno3unsi. EoHo nbnHoO npeHacsHe B apy-
roTo NPOCTPAHCTBO, KAKBOTO HU Ce Cnyy-
Ba B xonorpadckuTte woyta no naHanpu-
Te WM NoJ KackaTa Ha KOMMNIOTbpHUTE
crMynaTopu e yacT ot 3penuweTo. Ecte-
TUKaTa, KOSITO XyOOXHUKBT TbPCH, € B
6yKBanM3aumaTa Ha eHoO-NPOCTPaHCT-
BEHHOCTTA, B TOBA, Ye HW U3npass npeq
6e3BPEMMETO.

[MocTnokanHoTo O6LECTBO TV AaBa Bb3-
MOXXHOCT HenpekbcHaTo Aa 6baeL apy-
rage. B MHTUMHOTO NpoCTpaHCTBO Ha
cTasTa TM e UHKpYCTUpaH ekpaHa Ha TB
UIn KOMMIOTbPa, KbAETO Ce Cryysar pas-
HN NONNTUYECKN, HAYUYHN, UHTUMHWN 1 Np.
Hewa. Ceayw Ha macaTa € efiHu xopa, a
roBopuLl no TenedoHa cbC CbBCEM APY-
. TbpCuL HaN-eK30TUYHUA TypUCTUYEC-
KN Mn3aHCLUeH, 3a Aa no4vyecTBall, 4ye He
cu oT Tyk. lNpeobnuuaw ce B HOBa
Mopga, 3a06mysall HOBM 3BYLIM, HOBU
xpaHu. EqHa Takasa HenpekbcHaTta pas-
CesHOCT, pa3aBosBaHe.

B TOBa € 1 cammaT cMUCHA Ha Nporpeca.
®pona kasea, eTo Ha, Abluepst M1, KOSITO
eB AMepI/IKa, MO>Xe BbB BCEKU MOMEHT
fa Mu ce obaam no tenedoHa. N Toea e
nporpec. Ho Hanu TbKMO NPOrpecsLT —
napHarta MalluHa, kKopabuTte N T.H. — e
Hanpaswn Taka, Ye Td fa ce oTaenm ot
MEH 1 Ja >XMBee Ha XUnsgu KunomeTpu?
3Haun nNpeanpusTMETO € ABYCMUCTEHO:
OT efHa CTpaHa NporpecsT pasgens, ot
Apyra cBbp3Ba HOBOMony4eHuTe dpar-
MeHTUN. AKO He e pparmMeHTUpaH CBETbLT,
NPOCTPaHCTBOTO LLE C/ OCTaHe pasgene-
HO Ha ronemu, HeapTUKynupaHu Gyum
(Opong v oblueps My XUBEST LLACTINBY
3ae[iHO), aKko MbK TEXHNYECKNTE CPeacT-
Ba He No3BossBaxa Hoea, pparmeHTap-
Ha 3aefHOCT, TO CBETLT 61 Ce aToOMU3K-

You may see it as a kind of depressive
surrealism.

Let me make it clear: this is not about illu-
sion. A full transfer into the other space,
as can be experienced in holographic
shows at theme parks or under the hel-
met of the computer simulator, would still
be part of the spectacle. The aesthetic
the artist is searching for is in the literal-
ization of the single-spaced-ness, in the
shock of the curtailing of time.

The post-local society provides you with
opportunities to be constantly elsewhere.
In the intimate space of your bedroom
there is the TV or computer screen where
various political, scientific, intimate, etc.
events take place incessantly. You sit at
a table with some people talking on the
phone to others. You look for the most
exotic touristic stage in order to feel you
are at home from elsewhere. You hunt
for signs of the newest fashion; you fall
in love with new sounds, and new food...
Such a continuous absent-mindedness,
or rather split-mindedness.

We are here at the heart of progress.
Freud says, take my daughter, she is in
the US, but she could call me any time
over the phone. And this is progress. But
wasn’t progress itself — the steam
engines, the ships... — at the origin of the
separation between father and daughter
at thousands of miles? The undertaking
is rather ambiguous: on one side
progress is separating us, but on the
other it is connecting the newly formed
fragments. If the world would not be frag-
mented then space would have remained
a pile of huge unarticulated lumps (Freud
and his daughter are happily living
together); however, had technical means
not provided for a new kind of fragment-
ed togetherness, then the world would be
as atomized as Hanna Arendt is describ-
ing it in the totalitarian society (the two
are irreversibly separated). Since L.B.
does not want to waste our time, he is
expressing this complex concept through
the instantaneity of the “cut and paste”
command.
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pan Taka, KakTo ro npefcrtass XaHa
ApeHAaT B TOTaNnMTapHOTO O6LLECTBO
(nBamata ca pasgeneHu 6e38b3BPATHO).
W nonexe J1.B. He ncka pa Hu ryéu Bpe-
MeTO, TON U3pasasa Ta3un CroXHa MUCHI
ype3 MUrHoBeHoTo: cut — paste.

Pasuensankun ce Ha dparmeHTy Tn ce
n3nnb3Ball OT MACTOTO, Ha KOeTo morat
[a Te XxBaHaT, NpeopjonaBall CaHKUMATa.
Tam KbaeTo Te TbpCAT, T BEeYe He CWn,
npoeumpan cu XenaHneTo Bbpxy Apyr
as. KonkoTto noseye ce ocBO60O)KaaBa
YOBEK, TONKoBa noseyve pparmeHTn. B
Kpas Ha npoleca — MbAHMAT Konanc Ha
NPOCTPAHCTBOTO, BCUYKO € NMPOHUKHANO0
BbB BCMYKO Ha NPUHUMHA HA pUu3oma,
BCEKN e efHOBPEeMEHHO HaBCsKbaE, T.e.
HUKbAe. B Ta3n Touka Beve HAMa CMUCHN
fa ce roBopu 3a CaHKUMsi, NMOHexXe Bce-
KU ce e 030Bas eAHOBPEMEHHO Ha AsaTa
M Kpasi, okasan ce e 1 CaHKLMOHMpPaH 1
CaHKUMOHMpaLL, 1 nanay u xxeprtea. Tosa
e Toukara ytonusa. Ctasa Taka, Ye HUKO-
ra OT HULWO He CU pasfeneH, HO U H1Kora
C HULLO He CM HeobpaTMMO CBbP3aH; He
CW MbPTbB, HO HE CU N NCTUHCKN XKMB.

[o yTonusTa Ha MOHOMPOCTPAHCTBOTO
MOXe [1a Ce CTUrHe KaKTo NMpe3 BUCOKa-
Ta TEXHOJIOMMS Ha MbpPBUS CBAT, Taka U
npes eHTponusaTa Ha TpeTus. T.e., KakTo
npes paspensHe, pernameHTpaHe, ap-
TUKYNMpaHe, Taka 1 npe3 nornbluaHe,
uMuTUpaHe, Asycmucnve. B nbpeus cny-
Yyam cy6eKTbT ObpXKK npoLleca nofd Bce
MO-TOMSIM KOHTPOJ1, CUMBONU3NPaAH, Npu-
MEpPHO, OT )e3bfla Ha ANCTAHLUMOHHHOTO
ynpasfieH1e, KONTO My AaBa Bb3MOX-
HOCT fa 3anupa BCe Nno-6bp30 OT ekpaH
B €KpaH; BbB BTOpUs TON € BCE MO 6e3-
CUNeH fa Crpe HaxsyBaliuTe B cBeTa
My 065IB1 MO AbpBeTaTa, HapucyBaHu
dnaHenku, KOMWUNCKN KynoHu. Tosa,
pas6upa ce, cnensa oT ABYCMUCIIEHUS
XapakTep Ha >XeflaHMeTo, KOETO EAHOB-
PEMEHHO MCKa cCaHKuMsTa 1 ucka fa s
npeoponee. ManuwHo e ga ce ka3ea, ye
ABaTta npoueca Tekat efHOBPEMEHHO,
T.e. aKo rope, Mo BbPXOBETE Ha crpaau-
Te Ce pasrpbluaT BCe NO-NHAUBMOYyaNnu-
31paHn peknamMmHy KammnaHum, Jony, B
NMoOHOXMSATA UM Ce yTasiBa BCE NO-ObJl-
60Ka BU3yarnHa TUHS.
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By dissolving into fragments you are slip-
ping out of the place where they can get
you, in order to avoid sanction. You are
no longer where they are looking for you;
you have projected desire onto another
self. The freer you are, the more the frag-
ments. At the end of the process there is
the total collapse of space, everything
has infiltrated everything else according
to the rhizome principle. Everybody is
simultaneously everywhere, i.e. nowhere.
At this point, the word “sanction” has no
longer any meaning, because everyone
has found him/herself at both of its ends
- s/he is at the same time sanctioned
and sanctioning, executioner and a vic-
tim. That is the point utopia. You are
never separated from anything but you
are never fatally linked to anything either;
you are not dead but you are not really
alive either.

One can get to the utopia of mono-space
through the high technology of the first
world, as well as through the entropy of
the third world, i.e. as much via division,
regulation, and articulation, as via interi-
orization, imitation, ambiguity. In the first
instance the subject is keeping the
process under ever increasing control
that is symbolized, say, by the scepter of
the remote control which makes it possi-
ble for him to zap ever faster from screen
to screen; in the second instance the
subject is evermore powerless to stop
the avalanche of announcements on the
trees, stenciled T-shirts or neighbors’
parties from invading his/her world. You
find here the very ambiguous core of
desire, which at the same time asks for
the sanction and wants to avoid it.
Needless to say the two processes are
simultaneous, i.e. if high up on top of the
buildings ever more specific advertise-
ment campaigns are unfolding, then
down there low in the gutter, an ever-
deeper visual mud is being deposited.

The reshufflings of L.B. are following the
Nietzschean logic: what is shaking
should be shoved away. If the locations
in the world surrounding us are irre-
versibly sticking together, he is there to
give a hand in order to get rid of the last



HCV, 2003. Detail — it wouldn’t be half bad if there would be
a more natural urban situation in Sofia



PaswmectBaHusta Ha J1.6. cnegeat noru-
kaTa Ha Huuwe: oHoBa, KoeTo ce Knatu,
Tpsi6Ba ga 6bae 6yTHaTo. AKO MecTaTa B
CBETa OKOJO Hac HEeYAbPXXMMO Ce cnen-
BaT, TON AaBa eqHO pamo, 3a fa ce Cpy-
TAT NocnegHuTe andepeHumpaLiy NpuH-
uunu. Baemete xopusoHTana. Mo HUCKK-
Te, JOCTbIMHY 32 YOBELLKA pbka MecTa ce
NensT camoferHn peknamm — KONKoTO
no-Harope ce kauyeare, TOJIKOBa noseye
BU Ca HY)XHW CTbNI6U, paspeLLmnTesiHi 1
Malabn; ¢ BucoUymHaTa ce Kausa u Le-
Hata. [ope — cKbrno, gony — eBTUHO, Hal-
rope BCECWUHUTE Kopriopauuu, Han-gony
— KBapTaNHUAT 3aHasaTuus. HatypanHuat
3axuneH LraHuH ce o3oBaBa Bbpxy ¢a-
capara, 3anaseHa 3a »KaHpOBM TpaHCHa-
LMOHAsTHM KpacaBuLy, KBapTaNHUAT KIto-
Yyap ce 030BaBa Ha MACTOTO Ha Pununc.

PasmecTtBaHeTO, KoeTo J1.6. npasu, pas-
KpuBa YyCNIOBHOCTTA Ha Tasu yxX ¢pusu-
yecka peanHocT. He cme nu cu npencra-
BSIM 0O CKOPO, Y€ € HSIKaK eCTECTBEHO
[a uma cakpasiHu MecTa, TbpPXKeCTBEHU
MecTa, TbPrOBCKU MeCTa, MHTUMHN MecC-
Ta? XpucTnsHute ca obpbLiany rpo6ose-
TE€ CU Ha M3TOK, MIOCIONIMaHnTe ca ce
Bb3[bpKanu aa ypuHupaT B MOcoKa Ha
Meka, a reomaHTUTE Ca OPUEHTMPaNN Kb-
LnTe cun cnopepn 3eMHuUa marHeTu3bm.
EQnH geH HAKon e CnoXxun nkoHa B ca-
NoHa cu, Apyr MOHTUpPan ToasneTHarta cu
YnHus 6e3 komnac... lNMocne naea J1.6. n
OT aHOHMMHO NPo30opye Ha HapoaHoTo
Ccb6paHne HAKOWM NpocThpa NpaHeTo cu,
a Hap Npe3ugeHCcTBOTO rpenBa peknamva
Mpe3upeHT ALl Bcuuko e Bb3MOXKHO,
OCOBEHO KoraTo BCUYKO € BUPTyanHo —
BMNpOYEM TOBA € OLle eanH 6yKBanu3bm,
3awoTo ,BUpTYyaneH“ 3Hauu ,,Bb3MOXKEH".

Cera pas6upame 3auwo J1.b. ce e npucT-
pacTui KbM KOMMIOTbpPa OO CTeneH aa
pucyBa C Hero nNIOBAUBCKM Kbluy. Tou e
camarta popma Ha CMELLEHNETO, KOMMIO-
TbPbT € KONanchbT Ha NpocTpaHcTBoTo. U
TyK CTaBa fyma He 3a MOHyMeHTanHuTe
Unio3un, CTPOEHN OT BlacTTa ¢ nomoluTa
Ha napu, TexHUKa, WOeonorns, a 3a egHa
no6buTencka, NouTn aeTcka urpa —
apTucTbT Kpaae Llaps ocso6oauTen ot
HeroBus KOH, NOCTaBs reapaenumn npeg
Kroyaps He 3a Aa N3KaXKe HSIKakBu Be-
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remaining principles of differentiation.
Take the horizontal. At the accessible to
the human hand locations on the lower
street level people are pasting self-made
advertisements. The higher you go the
more you need ladders, permissions and
scale; with height the prices get higher
as well. High up — expensive, down there
— cheap; high up are the all-powerful cor-
porations, at the lowest level is the neigh-
borhood craftsman. The natural grinning
Roma end up on the fagade usually
reserved for the transnational beauties;
the neighborhood key maker is taking
over the place of the Philips logo.

The reshufflings performed by L.B. are
revealing the arbitrariness of this seem-
ingly physical reality. Didn’t we think
until recently that it is somehow normal
that there should be sacral places, fes-
tive places, market places, and intimate
places? Christians oriented their graves
to the East, Muslims avoided urinating in
the direction of Mecca, geomancers
adjusted houses according the earth’s
magnetic field. Then, one day somebody
put an icon in his living room, while
somebody else installed the toilette bowl
without the benefit of the compass...
Then there came L.B. and out of an
anonymous window on the Parliament
building somebody hung his/her laun-
dry, while on top of the Presidential
office building they lit a new neon sign
“President AG”. Everything is possible
especially when everything is virtual. By
the way, you have here another literalism
because “virtual” means “possible”.

Now we understand why LB has
become so addicted to the computer
that he is even using it to draw the hous-
es of the Old City of Plovdiv from life.
The computer is the very form of confu-
sion; it is the collapse of space. | am not
talking here about monumental illusions
built up by power with a lot of money,
equipment and ideological investment. |
am talking about an amateur, almost
childish game - he can steal the figure
of the Tsar Liberator off his horse, he
can put guards of honor in front of the
key maker’s “office” not to convey some



NUKK naeun, a NpocTo 3a Aa pa3bbpkaa
mecTaTa. Llenecbo6pa3HocT 6e3 uen.

Hy>XHW M HX ca pas3nnyHM NPOCTPaHCT-
Ba, 3a oa 6baem xopa? Hama nn 3aegHo
C Konarca Ha npocTpaHcTBaTa Aa us-
Ye3He U XXenaHWeTo, MOTUBMPAHO, Kak-
TO Ka3Ba JlakaH, oT 3abpaHuTe, OT
gpyroctra?

He 3Ham panu ourntanHusaT naHTensbm
Ha J1.B. nma kputnyecku noteHuuan. B
N3BECTEH CMUCDHI HIMa MO-Masiko KpuTu-
YeH — B TPaAULMOHHNS MOOEPHUCTKM
CMUCBHA Ha Tasn gyma — aBTop; CrOMHe-
Te cu paboTarta, B KOSITO Ton 6eLue ns-
uMCnN KOJKO € CTpyBasna Heroeara
TBOpYECKAa MepCcoHa Ha UYy>KOeCTpaHHM
cnoHcopu. OCHOBHUAT My METOA € faa
WHCLEHMpa Aenpecusita, OTCbCTBUETO CU
— €TO BWXTe, ABE NPOCTPaHCTBa ce
c6nbckBaT, MeHe Me Hama. Ho nbk ToBa,
ye Me HsIMa, MOXKe a Ce TbilKyBa KaTo
0GBVIHEHME CpELLYy CBETa, KOUTO HE MU €
ocTaBun MSCTO. Tasdu anopus, KoAaTo
OHEC 3HaeM, Ye Hama OTroBOp.

Mpo6nemMbT Ha CUTYaLIMOHNCTUTE, €, Ye
3pennLweTo ce e pasnano no usanara co-
umnanHa coepa. To He e NpocTo audys-
HO, No n3pasa Ha [e6op, B CMUCHLN pas-
npbcHaTO Ha ¢pparmeHTu, a pednekcms-
HO, B CMUCBJ1 IHTEPUOPU3UpPaHo. 3penu-
LLETO € HaBCAKbAE, 3al0TO HABCAKbAE
YOBEKBLT CEe CaMOMHCLIeHMpa — BUKAa ce
B 06pasu, ponu, CIOXXeTU (BKMIOUUTENHO
TO31 Ha BOpELLMS Ce CbC 3PENMILLETO
KOHCTPYKTOP Ha cuTyaumu). 3aLioTo
NPOGAEMbT HE € U3MbJIBAHETO Ha OENCT-
BUTENTHOCTTa CbC 3HaYeLy NpeameTy, a
B MPEBPDBLLAHETO N B OGEKT HA BCEBMX-
pauy norned. Npo6nembT e KynTypHUSAT
NaHoNTMKyM. PyconcTkunat 6naropogeH
AVBaK ce e okasasn B KOHTeKCTa Ha Tene-
BU3MOHHA Urpa, KbAEeTO Han-ecTecTBe-
HUAT Lie Nnoslyun ronsmara Harpapa. B
TO31 CMUCBIT ,UrpaTta Ha BCMUKO € Bb3-
MO>XHO® rTOBOpY He TONKOBA 3a CBETA,
KOJIKOTO 32 MPOMEHEHNSI HAYUNH, MO KON-
TO ro B)KOAME: HE KaTo pearsieH, a KaTto
Bb3MOXEH.

glorious idea, but just in order to con-
fuse the places. Purposefulness without
purpose.

Do we need different spaces in order to
be human? Isn’t the collapse of space
going to trigger the disappearance of
desire as well, which is, as Lacan says,
motivated by prohibition, by otherness?

I do not know if the digital pantheism of
L.B. has a critical potential. In a way,
there is no less critical artist, in the tradi-
tional modernist sense of the word. You
just need to recall his work where he cal-
culated the exact cost of his creative per-
sona to foreign sponsors. His main
method is to stage depression, his own
absence - look, there are two colliding
spaces but | am not here. On the other
hand, the “I am not here” might be inter-
preted as an accusation against a world
that has left no room for me. It’s the apo-
ria we know now to have no answer.

The problem of the Situationists was that
the spectacle spilled over the whole
social sphere. It is not just diffuse, as
Debord has it, in the sense of being scat-
tered around in fragments. It is reflexive
in the sense of being interiorized. The
spectacle is everywhere because the
human is self-staging himself every-
where. S/he is seeing him/herself in
images, roles, and narratives (including
the narrative of the constructor of situa-
tions who is struggling with the specta-
cle). Because the problem is not in the
saturation of reality with meaningful
objects, but rather its transformation into
an object of the all-seeing gaze. The
problem is the cultural panopticum. The
noble savage of Rousseau found himself
in a TV game where the most natural one
will get the big prize. In this sense, in
playing “everything is possible” we speak
not so much about the world, as about
the new way in which we see it: not as a
reality, but as a possibility.

Codwus, tonu / Sofia, July 2003
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JTbuesap Bosapxunes:

Mwucnsa ¢ ounte cn

NHTtepsio Ha Jllogmuna Jumoa

(mbpBa nyenukaums: cn. JINK-BTA,
1/2004, Codus)

Bcska enoxa He camo cbHyBa cregBawia-
ma, HO cbHyBauku, ce cmpemu KbM npo-
6yxgaHe. Ts Hocu B cebe cu cBos kpau u
20 paskpuBa — kakmo Beye e 3HaeA
Xezen — ¢ xumpocm.
BanTtep BeHsimuH, Mapux — cmoauyama
Ha XIX cmonemue

Jopmuna AOumosa: [opew BusyareH
gpag e o3arnaBeH NPoOYUTLT Ha coduic-
Kata rpapcka cpepga, ¢ kouto Jlbyesap
Bospkues yyacTtBa BbB BusyanHua cemu-
Hap, opraHuaunpax ot VMIHCTUTyT 3a cbBpe-
MeHHO un3kycTtBo — Codwus, LleHTbpa 3a
akagemnyHun nscnegsaHua Coous n rela-
tions — npoekT Ha PepepanHa doHpauys
3a kyntypa, lepmaHus. PasroBapsive c
XYOOXKHMKA 32 HaLLEHCKUTE BU3yanHu He-
pegHoOCTU 1 6ankaHCKOTO M3KYCcTBO. 3a-
noysame pas3roBopa XaoTUYHO — OT Hs-
KakBa Touka B 6bAeLleto, kKorato Jlbue-
3ap bospxnes we e B Kapcnpye un we
yyacTtBa B npoekTa Ha bopuc ponc, Ha-
peueH The Post-Communist Condition oT-
HOCHO akTyanHaTa cuTyaumsi Ha U3KycT-
BOTO 1 KynTypara B 13TouHa EBpona. Ko-
rato To3W TEeKCT u3nu3a, 6bgeLweTo e
Beue MuHano. Ho 3acera cme ouwe B Co-
duns Npes eceHTa, a XyAOXKHNKBT TOKY LLO
e 3acenun ceos lopew BusyareH epag B
cTepunHute 3anu Ha ranepusa ATA ueH-
Tbp. 1o cTeHuTe — GOTOMOHTaXKM Ha Co-
dUICKN ynuum N crpagu, TeKCToBe, vep-
TEXWN, KONaXKn. Ha eKpaH noj 3Byuute Ha
EgHa 6vneapcka posa ce ycmuxsat Cre-
daH n HeroBuTe 3eTbOBe, 3acTVHann 3a
cHumKa. A3 Ha CBOW ped ce 3acMuBam
npea N306pPaXkeHNETO Ha >XUAULHK 6110-
KoBe, nogpengeHn YnMHHO Karto 6yKBI/I Ha
nereHpapHoTo All you need is love — ToBa

IBI, 2003. (napnamentapHo) lMpaHe 1 — Bu3yanHa
HepegHocT 3

HCV, 2003. (parliamentary) Laundry 1 — Visual
Irregularity 3

Luchezar Boyadjiev:

| think with my eyes

An interview by Ljudmila Dimova

(First published in LIK-BTA Magazine,
1/2004, Sofia)

Every epoch not only dreams of the next
one but while dreaming it is striving to
wake up. The epoch is ripe with its ending
and is revealing it with clairvoyance, as
Hegel already knew it.
Walter Benjamin, Paris, the Capital of the
19th century

Ljudmila Dimova: Hot City Visual is the
title of the interpretation of the Sofia
urban environment that is Luchezar
Boyadjiev’s contribution to the Visual
Seminar organized by the Institute of
Contemporary Art — Sofia, the Center for
Advanced Study Sofia and relations, a
project initiated by the Federal
Foundation for Culture, Germany. | am
talking with the artist about our visual
irregularities and the art of the Balkans.
We start this talk chaotically, from some
point in the future when Luchezar
Boyadjiev will be in Karlsruhe, Germany
to take part in a project by Boris Groys
titted The Post-Communist Condition that
is dealing with the current situation of art
and culture in Eastern Europe. When this
interview is published the future will have
become the past already. However, we
are still in Sofia, it’s the fall and the artist
has just installed his Hot City Visual in the
sterile space of the ATA Center. On the
walls there are photomontages of Sofia
streets and buildings, texts, diagrams,
collages. Stefan and his sons-in-law are
captured smiling in a photograph next to
the video projection with the sounds of
the popular 1970ies song One Bulgarian
Rose. | am chuckling at the image of a
group of apartment blocks duly arranged
as the words from the lyrics of the leg-
endary All You Need is Love, that’s the
artist’ plan for a new housing project
Beatles 1A. Maybe the artist is trying to
reclaim the city as he ones knew it, loved
and then lost in the chaos and the
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€ XK buntbnc 1A. Moxxe 61 XyooXKHUKbT
ce onuTtea fa Cv BbpHE rpafa, TakbB Ka-
KbBTO ro € Mo3Hasan, obuyan u nocne ns-
ryéun B XaoTWYHOCTTa U arpecusta Ha
npexopa. YcelaHe 3a MHTUMHOCT 1 CaH-
TUMEHT. B ranepusta e gefHUYHO, aBTo-
pbT CHMMA cBouTe paboTtu, a hoTopenop-
Tepkara buctpa - Hero.

Jlbuesap bospxuneB: 3a npoekta Ha
pyckusa kypatop Bopuc ponc B LieHTbpa
3a U3KYCTBO U MeaunHW TexHomnorum B
Kapncpye Hanuncax tekcta OmmbuieHue-
mo Ha xegoHusma. Ton n3cnegga OTKpu-
BaHETO Ha MankuTe pajocTu B XKUBOTA
cnep najaHeTo Ha ToTanuTapusma, Ha-
NMNBaHETO Ha rpaHuuMTe Ha cBoGoaara -
MHOro yecto nop gopmara Ha umTmpaHe
Ha 3anagHu mMopenu, KOWTo ce B3emar
MOBBPXHOCTHO 1 U3BbH KOHTEKCTA, YeCTo
C Ham-synrapHute um npumepun. OTHowe-
H/ETO MW € He TOSIKoBa KPWTUYHO, Mo-
CKOpO aHanuTuuHo. No-nobpe e xopara u
06LLeCTBOTO Camy fa Hanuneat rpaHnumn-
Te Ha TONEepPaHTHOCTTA, OTKONKOTO HSKON
OTrope fa um Hanara 3aépaHu. XegoHuc-
TUYHOTO OmmMmbuWeHue He ce u3mepBa
caMo C TenecHaTa cBo604a, a 1 C HUBOTO
Ha xaoc B O6LLEeCTBOTO B MPOLIEC Ha HecC-
BbpLUBALL, MPexop.

J1.A.: U c HuBOTO Ha arpecus.

JI.B.: Arpecusita € yacT OT Hewara, T4
npon3tnya oT UANnoTo CbCTOAHWE Ha Mnpe-
Xofa. 3aBuCK OT KakbB pakypc Lie nor-
nefHe YOBEK Ha XXKMBOTA U Ha BU3yanHaTa
cpeda. Arpecusita, KOATO BDKAAME BbB
Bu3yanHara cpega Ha Coodus, e 3Hauu-
TeNHO No-6e306uaHa OT Ta3u Ha opraHu-
31paHarta NpecTbNHOCT U Ha OHOBA, KOe-
TO HE CbBCEM MPaBOMEPHO Hapuuar nmbp-
BOHaA4anHo HanyI'IBaHe Ha kKanutana. B
npexona ce nosiesBaT OrpOMHO KOnmyec-
TBO HMLUK, B KOUTO CE CJTlyuYBaT BCSAKAKBU
HepegHOCTW, He Camo BU3YasHW.

JI.A.: B pamkuTe Ha npoekta TM nmalue
ropeLia nuHUS 3a BU3yarnHu HePegHOCTK.
KakbB 6elue 0T3ByKbT?

J1.B.: lTopewaTa nnHus ce nspasssaiwle B
HanMunMeTo Ha eneKkTPOHHAa nowia u Ha Te-
nedoH 3a nprvemaHe Ha curHanu. Lenta
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aggression of the transformation. There
is a feeling of intimacy and sentiment. It's
everyday activity in the gallery; the artist
is photographing his works while our
reporter Bistra is photographing him.

Luchezar Boyadjiev: | am writing a text
titted The Revenge of Hedonism for the
project of the Russian curator Boris
Groys from the ZKM center in Karlsruhe,
Germany. It's investigating the discovery
of the small pleasures of life after the fall
of totalitarianism, the groping of the
edges of freedom, very often as a quota-
tion of Western models that had been
taken at face value, out of context and in
their most vulgar samples. My attitude is
analytical rather then critical. It's better
when people and society are left on their
own to grope the dimensions of toler-
ance rather then when somebody high
up is imposing restrictions on them. The
hedonistic revenge is not measured by
the new freedom of the body alone but
also be the level of the chaos in the soci-
ety that is undergoing a never-ending
process of transformation.

L.D.: And by the level of aggression too?

L.B.: The aggression is part of it all. It fol-
lows from the whole situation of change.
But it depends on how you look at life as
well as the visual environment. The
aggression | see in the visual environ-
ment of the city of Sofia is a lot less
threatening than the aggression of the
organized crime and of that, which is not
quite rightly called “initial accumulation of
capital”. A huge amount of niches have
been constructed during the period of
transformation and all sorts of irregulari-
ties are happening there, not just visual
ones.

L.D.: There was the Hot line for visual
irregularities within your project. How did
this go on?

L.B.: The hot line consisted of the avail-
ability of an e-mail address and a tele-

phone number for complaints. The goal
was not so much to define irregularities
because anyone can see those as long



Gelle He TOKOBA Aa Ce Habensssar He-
penHoCTH, 3a0TOo TAX BCEKM MOXKe Aa i
BMAW, CTUra ga My MOCOYMLL HSIKaKBM na-
pameTtpu. QyHKLMATA Ha ropeLLaTa nmHus
6ele Aa ce npueieye BHUMAHNETO KbM
rnefaHeTo KaTo akT, KaTo OTHOLLEHWE KbM
rpaga 1 KbM BWKOAHETO Ha Hela, KoUTo
3acarat KOHKPETHO TBOSl >XMBOT, BKYC,
CTaTyT — KakK C/ NpeacTaBeH B TO3W rpaga.
Han-ronemu nogapbxHMUM Ha ropeluara
nnHna 6axa meguute. M3npawax um
npocnosyTaTa KapTnHka Ha 6usLuus MNap-
TUMHUA JOM C OKa4YeHOTO NpaHe, Npuapy-
)XeHa C eguH Bbnpoc Buxgame au Co-
¢ua? Han-senmkonenHa 6elle peakuusta
Ha BeCTHUK ,JIHEBHUK®, pa3ka3aHa Mu oT
Pymsna YepseHkoBa. B mura, korato B
nowiara ce u3cunano BCUYKO TOBa, B pe-
Jakumata HacTaHano 6poXkeHue: Kou e
3abensisan npaHemo, ga usnpamum ¢o-
moepagume. [lokaTto noneka neka He ce
HanoXuno ycelaHeTo, Ye uma HskKaksa
nposoKauus.

N.0.: XynoXHuKbT kaTo penopTep. M kato
flaneur — nma Hewo 6eHAMNHOBCKO B 13-
CnepoBaTeniCKOTO T OTHOLWEHWE KbM
rpaga.

J1.B.: He ce Bmwxpam kato penoptep. VK-
TepecbT My KbMm Codus, rpaga, B KOUTO
CbM POAEH 1 XXUBESA, HEe JaTupa oT anpun
MuHanara roguHa, korato KaHaugaTcTeax
3a CTMNeHAns KbM CemMunHapa v Tpsésatue
pa ¢dopmynupam npoekta lopew Busya-
AeH egpag. MNMpes nponetta Ha 1998, 3a na
crnevens Manko napu, npasex rpapuyHus
Ou3anH Ha peknamara Ha efHa ¢upma.
Torasa ¢ wedkaTa Ha Pupmara ce Hano-
)XW fa oTuaem OO OHOBAa, KOeTo T Hapu-
vyawe napkuHra npea BHB. Korato ctur-
Haxme, ce OKasa, 4Ye 3a MeH TOBa € CbB-
cem Apyro MsCTO — NapKWHrbT npeq Ha-
umoHanHarta xygoxecTseHa ranepus. Ja-
[OX CW CMETKa, Ye 3a pasnmyHuTe Tunose
xopa: T — 6u3Hecaama, as — XyOoXKHUK,
rpagbT € CbBCEM pasfivyeH B CBOUTE O3-
HaueHusi. Camo gonpeam 10 rognHM 3a
BCWYKM TOBa Gelle nnowagbT npen mas-
30nes 1 Tam ce xogelle Ha npbCcTh. Hab-
NIOAEHNETO MU He 6e aHanUTUYHO, TO Ce
nosiBM WHTYUTUBHO, KaTo peakuus. Cneq
TOBa HanpasuWX TMPOEKT, HapeueH
Home/Town, (1998) unn Jom/2pag. B Hero

as some guidelines are provided. The
function of the hot line was to attract the
attention to the very act of looking as a
kind of attitude to the city and to seeing
the actual things that are a matter of con-
crete concern for your life, taste, and sta-
tus in terms of how you are being repre-
sented in this city. The bet support for
the hot line came from the media. | was
sending them the notorious postcard with
the image of the laundry hanging on the
facade of the former building of the
Central Committee of the Bulgarian
Communist Party (now the offices of the
Parliament members) together with a
question Do You see Sofia? Roumiana
Tchervenkova from the Dnevnik Daily told
me about the reaction it triggered in their
editorial offices and it's most glorious.
The moment when all of that poured in
her In-box there was uproar in the office:
Who got that laundry? Let’s send our pho-
tographers there, etc. Eventually they fig-
ured it out that there must be some kinds
of a PR catch there.

L.D.: The artist as a reporter. And as a
flaneur, there is something from W.
Benjamin in your investigative approach
to the city.

L.B.: | do not actually think of myself as a
reporter. My interest in Sofia, the city
where | was born and live, was not born
in April 2003 when | applied for a fellow-
ship with the Visual Seminar and had to
formulate the project Hot City Visual.
Actually in the spring of 1998 | was doing
the graphic design for the advertisement
brochure of one company in order to
earn some money. Once with the boss of
the company we had to go to a place
she referred to as the parking lot in front
of the National Bank. When we got there it
turned out that for me this is a complete-
ly different place, the parking lot in front
of the National Art Gallery. | realized then
that for two different kinds of people, her-
self a business lady, and myself — an
artist, the city is totally different in its
inscriptions. Until only 10 years ago that
place was the square in front of the mau-
soleum for all of us and we all tiptoed
there. So, this realization was not analyti-
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Mo CbBCEM HegurutaneH HaunH Konaxwu-
pax Masiku CHUMKW OT WHTepuopa Ha
anaptameHTa, B KOWNTO >XMBES, BbpXy MO-
ronsm Gopmar CHUMKU OT eKcTepuopa Ha
rpaga. Manknte wuHTepuopHu doTorpa-
dumn mn3rnexpar kato 6mnéoppose, pas-
MONOXKEHM Ha PasnUYHU MecTa B rpaac-
KOTO NPOCTPaHCTBO. Taka cu Mucnex, ye
cu Bpbllam BusyasHOomo npumexaHue
CMNpsIMO rpaga, B KOUTO CbM u3pacHan u
KOWTO cera e pasnuyeH. Npe3 1999 ce no-
ABU UMKbNbT Bompe/ BbH u omHoBo Bbm-
pe, NMOCBETEH Ha GMBLUMS LUBENLAPCKU
nocnaHuk B Codus — r-H Pyd. Benukone-
MeH YoBek, GeLle cTaHan yacT OT KynTyp-
HaTa cueHa B Codus, OT Bpeme Ha Bpeme
npaseLle N3noXKbu B CBOsiTa pe3naeHums
Ha yn. Wnnka. Nsnox6aTta My ce cbeToe-
e OT gurutanHu rpadpuiky Ha CbLLUS CbB-
CeM MPOCT NPUHLMN — ronsaMmodopmaTHn
CHUMKW Ha UHTepMopa Ha pe3ngeHuusTa,
B KOWUTO Ca BKapaHu CHWMKMN Ha CbBCEM
[pyra peanHocT, B3eT! OT BCEKNOHEBHU-
UM, NN Ha MOs anapTameHT. Pe3vngeHum-
ATa € NUYHO MpPOCTPaHCTBO, Mpu TOBAa
uyxxaa Teputopus, Ho BHegpeHa B Codusi.
CoblueBpemMeHHO Ta 6elle OTBOpEeHa, Kak-
TO ce kasBa user friendly, n npegocrtass-
e MACTO 3a CpeLun, BKIOUUTENHO U Ha
NonANTALM, KOUTO MHaye TPyaHo 6uxa ce
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cal, it just happened as a reaction, by
intuition. Later | made a project titled
Home/Town (1998) based on this event.
In a very non-digital manner | collaged
for this work small photos of the interior
of my apartment over larger size photo-
graphs from the exterior of the city.
These small interior photos end up look-
ing like billboards positioned in different
locations around the city space. | thought
| was re-claiming my visual possession of
the city where | grew up and which is dif-
ferent now. Then in 1999 there was the
cycle In/Out, in again... which is dedicat-
ed to the then Swiss Ambassador to
Sofia Mr. Gaudenz Ruf. A marvelous
man, he had become part of the cultural
scene of Sofia and was organizing from
time to time one-artist shows in his pri-
vate residence on Shipka St. My show
there consisted of digital prints based on
the same simple principle - in the large
size photographs of the interior of the
residence | implanted digitally photo-
graphs from an entirely different set of
reality, photos taken from the daily news-
papers or photos from my apartment.
The residence is a private space, and
legally a foreign territory, though
“implanted” in Sofia. At the same time



I'BI, 2003. laTaHka —
/M Hewo HepenHo

B T031 rpag. Kakso

€ TO U Koil e
BUHOBEH?

HCV, 2003. Riddle —
there is something
wrong in this city.
What is it and who is
to blame?



Oom/Ipag, 1998. [letaiin n uHcTanaums: Pa3snedeHne u ouenssaxe,
Takcucnane, NHcopyk, ABcTpus, despyapn — anpun 1999
Home/Town, 1998. Detail and installation view: Leisure and Survival,
Taxispalais, Innsbruck, Austria, February — April 1999

Jibuesap bosmkues / Kanun CepanvoHos. CbBcem (He)Bb3moxHo, 1998 (0T 6utaka go Gytuka)

Buneo uHcTanauus: Négociations, C.R.A.C., Cet, OpaHums

Luchezar Boyadijiev / Kalin Serapionov. Quite (im)possible, 1998 (From the Flea Market to the Boutique)
Video installation: Négociations, C.R.A.C., Céte, France

BuTpe/BbH 1M 0THOBO BbTpeE..., 1999. UHcTanauns: Pesupenums, MoconcTeo Ha LLeiuapus, Codus, onu 1999
In/Out, in again..., 1999. Installation view: Swiss Embassy Residence, Sofia, July 1999
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cbbpanu Ha egHo mscTo. Mpadukute 6axa
OCHOBaHW BbpXy npenMBaHEeTo Ha [ABe
NpoCTpaHCTBa C pasfMuyeH cTaTyT — no
CMUCBSIA U CUMBOMUKATA CW, HO KOMUTO
dn3unyeckmn ca egHo n CbLLO.

C KanvnH CepannoHoB cMe npasunu pas-
NIMYHN NPOEKTU, CBbp3aHu C rpaga. Han-
pumep npouytus ¢unm B aBe yactu Om
b6ymuka go 6umaka, KOUTO Ce NPOXXeKTU-
pa Ha ABa MoHuTOpa. Kagpute Tekar ep-
HOBpPEMEHHO — BMsIBO OT 6utaumte no Co-
dVa 1 ynuyHUTE Nasapu, BOSCHO OT ByTu-
umMTe Ha BuTtowka. BupeokonaxxbT BU3N-
pa cTpatudukaumaTa Ha rpaga — nBete
KpanHOCTM B HaBuUUTE 3a MnasapyBaHe
Ha xopara, KOWUTO XXUBEST B TO3U rpapg, u
CbOTBETHO B MOBEAEHMETO Ha MpopaBsa-
unTe, KOUTO B KOHTEKCTa Ha 6uTaka ca
MHOrO MO-OTBOPEHU N MO-YECTO BNM3aT B
nperoBopu € KynyeBauute. butauute ca
)KmBarta peanHa MKOHOMUKa. 3a pasnuka
OT 6yTUuUMTE, YNUTO COBCTBEHMLM HE uC-
Kaxa fa Hu nycHar BbTpe, CTpaxyBaxa ce.
Bcunuko Tam e MHOro cTyneHo, gucuynnu-
HMPaHO, KakTo e B rnodanuavpawiara ce
NKOHOMUKA.

Vimam n gpyru pa6oTtu, CBbp3aHu C rpaga.
MaHudecta 4 BbB QOpaHkdypT Ha MaitH
npeau roguHa ctaHa nosopf Aa OTKIMKHA
Ha NPeAIoXKeHNEeTo Ha KypaTopuTte Aa Ha-
Meps cebe cu B TO3M rpad. Tol e makcu-
ManHOTO 06wo mMacTo Ha EBpona — ¢u-
HaHCOB LIEHTbpP, Bb3CTAHOBEH Cref BOW-
HaTa, CbC 3HaUYMMU NCTOPUYECKMN 3abene-
YKUTENIHOCTM U MHOTO CUITHU XYAOXXeCTBe-
HU MHCTUTYUMWU. HUTO MHOrO ronsiM, HUTO
MHOrO ManbK, MMa OXWBEHO NeTule —
KpbCcTOMbT HA EBpona B peanHns cMucbn
Ha gymara. Bpbskarta mu ¢ rpaga cbecem
He 6sxa crpagvTe M OKonHaTa cpepa, a
KOHKpeTHuUTe xopa. OT cTpaHuumTe Ha
ABa MECTHW BECTHMKA 65xa NpeanoXxeHu
no 100 eBpO Ha BCEKN, KOUTO Ce 06aam Ha
onpepgesneH TenedoH 1 Hanpasn yroBopka
C Xy[OXXHMKa fa nosupa 3a nosioBuH vac
C Uen rpynos BUAEONOPTPET. Bbe dpunm
ot 80 MyHYTU cbbpax Hag 30 >kutenu Ha
®paHKPypT, C KONTO Teuelle O6UKHOBEH
pasrosop. ToBa e [Opyr BuA Bpb3ka C
enuH rpaa. Nogo6HN NPOEKTU € pasnnyHn
cueHapuu, 6a3upaHn Ha NHTepBIoTa C pe-
anHum xopa, cbM npasun npes 2001 B Jln-

this residence was quite open and as
they say a user friendly space which
offered a regular meeting place, also for
politicians who otherwise would never be
caught dead in one and the same place.
My prints were based on the conjugation
between two spaces that are different in
terms of meaning and symbolism but are
physically continuous.

Together with Kalin Serapionov, my
friend and colleague, we have made a
number of city related projects. For
instance, the well known two channel
video film titled Quite (im)possible, (1998)
but otherwise known as From the bou-
tique to the flea market. The two parts are
projected simultaneously on two moni-
tors. On the left-hand side is the footage
from the flea markets and open-air mar-
kets of Sofia while on the right-hand side
are the boutiques on Vitosha Blvd. That’s
a video collage work which is referring
the stratification of the city, the two oppo-
site ends in the shopping habits of the
inhabitants of Sofia, as well as in the
behavior of the salespersons. In the con-
text of the flea markets these are much
more open and willing to bargain with the
customers. The flea and street markets
are the live and real economy. As
opposed to that, the owners of the bou-
tiques often would not even let us in,
maybe because being afraid of | do not
know what. Everything in the boutiques is
quite cold and disciplined as it is in the
globalized economy.

| have other city-related works as well.
Manifesta 4 in 2002 in Frankfurt was the
context where | responded to the call of
the curators for artists to find themselves
in this particular city. Frankfurt is the typi-
cal average European city and place. It's
a financial center reconstructed after WW
2; it has significant historical sites and
very strong contemporary art institutions.
It's neither too big, nor too small; it has
the busy airport, which is truly the cross-
roads of Europe. However, my contact
with Frankfurt was not consumed
through the buildings or the environment.
It was rather the concrete people that |
was after. | offered on the job pages of
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Bbpnyn u npe3 centemepy 2002 B MoH-
pean. HanctnHa Bpb3kata ¢ beHaMUH,
KOSITO TV NOCOYU, cropes MeH ce n3pass-
Ba B TOBa, Y€ a3 MUCNS C OUUTe CU, Nbi-
39 ¢ ounTe cu. MNbn3Aaw nogxon KbM rpag-
ckaTa cpepa, Konto s onunea. Hewwo oTk-
NKBa B MeH. Ta e 6e3KpaeH N3TOYHUK Ha
BObXHOBEHVE U CIOXKETU.

JI.A.: A Kbpoe e Tyk noapusHaTa AenHocT,
3a KoATo rosopuLu?

J1.B.: B cnyyas ce ocHOoBaBa Bbpxy noru-
KaTta Ha npoekTa, No-TOYHO Ha aHalInuTn4y-
Hata My vacT. Korato ce KOHUeHTpupax
BbPXY PeKnamHus KoHTekcT Ha Codus, cu
FAafox CMeTKa, Ye ToW ce paspens psasko
Ha ABa OCHOBHW CNOSA C €OMH MEXONHEH,
KOUTO HOCU ocobeHocTn n oT aeara. Oc-
HOBHWTE CrioeBe Ca pas3rpPaHNyeHn BbB
BEpTUKanHaTa nepapxvs — BUCOK W HU-
CbK. Bucokuat ca koprnopaTtnsBHuUTE pek-
namu n noro, KOUTO ce pasnonaraT no
BbpPXOBETE Ha CrpaguTe KaTo KOpoHa
BbPXY rflaBara Ha Hawara obuyHa, pacTs-
Wwa n Hectapeella ctonuua. Te Bnapesr
rTMraHTCKW rpajcku npocTpaHcTBa Mo Cb-
LM HAYMH, NO KOWTO HaBPEMETO NO3YH-
rute [a »xuBee BKT1! Ho ca 6e3kpaniHo He-
KOHKPETHW, pasumTaTr Ha TOBa, Ye YOBEeK
BegHara pasnos3Hasa noroto, mMakap 4e
TO He npernpawa KbM peanHarta CToka.
Bbe BU3yaneH nnaH Te3n 6un6oppose ca
N3KITIOUYNTESNTHO LUUKAPHW, CTUANCTUYECKN
MHOrO J06pe M3UNCTEHWN, BESNNKONENHO
N3NbAHeHU. HUCKMAT cnom ca maxneHc-
KuTe peknamu — Te ca CbBCeM 61130 A0
TANOTO HA rpakAaHuHa, Abp)KaT ce Karto
MaxfeHCKn Kydyeta. [lepumeTbpbT um Ha
Bb3aencTeme e ot 20 oo 50 m, BegHara
cTaBa fICHO Kaksa ycnyra wnu npopykT
npegnarat. Tesu peknamu ca gocTa Byfl-
rapHu, 3akayeHu C rpyéu rsosgen u ns-
MbAHEeHN C NOAPbYHM CpeacTBa, C pa3ma-
3aHu 6yKBM, rpyéu cTunucTnyeckn. Ho te
ca BuTanHara 4yacT Ha rpaga, peknamu-
pat peanHuTe Hella, KOUTO ce npeanarar
1 NoTpe6sBar B XXuBOTa Ha rpaga. Kopno-
paTuBHUTE peknamu Kato npasuno npep-
narat NPOAYKTM MO AKO6a Ha MasbK Kpbr
»xutenn Ha Codus. Te anenupar KbM MHO-
ro NO-BUCOK CTaHAapT, KOWTO BCE OLLe He
€ peanHocT B Ta3u cTpaHa.
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two local newspapers 100 Euro to every-
one who calls a certain phone number
and makes an appointment with me, the
artist, to pose for half an hour with my
goal being the creation of a group video
portrait of Frankfurt people. Finally, | col-
lected portraits of over 30 people from
the city in an 81 minutes long film. The
film is a mosaic of talks with the models.
That'’s a different kind of relating to a
given city. Under slightly different scenar-
ios | have done other similar projects
based on interviews with real people
such as the project in Liverpool in 2001
and in September 2002 in Montreal.
There is indeed a link to Benjamin that
you pointed out but | think it’s in the fact
that | am thinking with my eyes, | am
crawling with my eyes. That’s a kind of a
crawling approach to the city environ-
ment, a crawling exploration by visually
touching the city. Something clicks in me
then. The city is an endless source of
inspiration and themes for me.

L.D.: But where is here the subversive
activity you are talking about?

L.B.: In this case it is rooted in the logic
of the whole project, more specifically, in
its analytical part. When | concentrated
on the advertisement context of Sofia,

| realized that it is clearly divided into two
main layers with a middle layer that has
features typical for both of the other two.
The two main layers are defined in a ver-
tical hierarchy — there are high and low
layers in the visual context. In the high
end (level) are the corporate advertise-
ment and logos that are located on top
of the buildings as a crown over the
“head” of our beloved, “ever growing,
never aging” capital city. These are com-
manding visually huge urban spaces
much in the way the socialist propagan-
da slogans of the type of Long live the
Bulgarian Communist Party! were doing in
the past. However, the corporate visuals
are infinitely abstracted. They are relying
on the immediate recognition of the logo
although it does not refer to a concrete
commodity. Visually these billboards are
extremely posh and stylish, clean and
splendidly executed. The low end (level)



MeXXONHHUAT CNoN € KOHTEKCTBLT, B KONTO
ce peanu3npa MOSIT MPOEKT KaTto peasnHo
nprcbCcTBME Ha 6unéopaa B rpaga. Tosu
CNon NpepcTaBs MECTHUSA BU3HEC C HaUW-
OHanHu npeTteHumn. HeroBuAT Bu3yaneH
€3UK Ma HeLo OT BYNrapHOCTTa Ha Max-
neHckKaTa peknama, a kaTto U3nbfIHeHne —
OT LUMKapHOCTTa Ha KopropatuBHata —
TakuBa ca 6unéoppnoseTe Ha Bogka X-taz,
KapHobamcka epo3goBa, bucepHa 2pos-
goBa pakus. Npun Tax Ka4eCTBEHUAT Mpo-
OYKT Ce CbhnocTaBs C ,KauyeCTBEHOTO®
»xeHcko Tano. Cnopep n3pasa Ha Anek-
caHabp KboceB, 06pas3bT Ha >keHata B
ny6MYHOTO MNpocTpaHcTBo Ha Codus e
0o6pa3s Ha nyb6amyHa xeHa. 3awo e Taka?
BepoaTHO 3awoTo ce npepnonara, uye
rpagbT € OT MbXXKM pof, O6LLECTBOTO HU €
naTpuapxasHo, a MbXeTe ca OCHOBHUTE
notpeébuTenu Ha ankoxon. EanH kyn 6e3y-
MUSi, CBbp3aHu 1 C noollpssallata GyHk-
UMS Ha HSAKOW Yy)KAECTPaHHW dupmu,
npeanarawim >XeHcko 6enbo. KnneHturte B
Cfyyas ca cpef >eHckaTa nyénuka, HO
KON 3Hae 3allo >XeHuTte, n306paseHn Ha
6Un6opaoBeTe, ca CbLo Ny6nmyHn. Taku-
Ba peknamu Ha 3anagHu dbupmu B 3anag-
Ha EBpona He moraT fa ce nosiBAT.

N.4.: KakBo ce cnyusa c Te3u
peKnamMmHu BOIHOCTW, KOraTo rv nornegHe
XYOOXKHUK?

J1.B.: MosT NpoeKT npeacTasnssBalle pek-
namMa Ha MaxneHcKu/cemeeH 6M3HeC no
KoprnopaTuBeH HauuH. [MbpBOHa4YanHo
umax ABe uaeu, Ho ycrnsx oa peanuavpam
camo epHaTa. Tasu, KOATO He ycnsx fa
OCBLUECTBSA, 3acara MOs MaxyieHCKN Kto-
yap. Ha nokpuea Ha ,luporos“ npeau ro-
LOVHN Malle YepBEH KPbCT, KOUTO cera e
3amMeHeH ot floroto Ha Pununc — eauH ot
npuvepuTe 3a BU3yanHa HepegHoCT O0-
KOJSIKOTO TaMm HsiMa 3Hak, Ye ToBa € GOSTHU-
ua. Pazbrnpam, ye KoprnopauusaTa e CroH-
COop 1 ye 6onHMLaTa 1 nauueHTuTe Hama
[a ouenendTt 6e3 HemHaTta anapartypa. Ho
MOXKexa fa 3anasaTt NoHe KpbeTyeTo. Ka-
3ax cu, wom kato uma dununc, 3awo ga
HAMa U MOSIT MaxneHckn kniouvap? Lle
nnaTtum Hewo Ha ,lMnporos“ n we pekna-
Munpame Ha BUCOKO KopnopaTtuBHO HUBO
MaxfieHCKus 6u3Hec. He ce nonyun Ham-
Beye rnopagn GIOMKETHU OrpaHNyeHus.

is occupied by the neighbourhood adver-
tisement, which is positioned right next to
the body of the city dweller. The neigh-
bourhood ads are behaving like the stray
dogs. Their range of operation is 20 to 50
m and they are quick to make clear what
kind of service or a product is being
offered for consumption. These ads are
quite vulgar, pinned on walls and doors
with simple nails, executed by hand with
the simplest and cheapest means possi-
ble. The lettering is horribly rough; the
style is rude to say the least. But these
are the vital part of the city; they are
advertising real stuff, the stuff offered,
sold and consumed in the actual life of
the city. As a rule, the corporate ads are
promoting goods that are within con-
sumer reach of a very small part of the
city population. They appeal to a rather
higher standard of living/consuming that
is not yet a reality in this country.

The middle level (layer) is the context of
my project as a real presence in the city.
This layer is occupied by ads of the
local business with nation wide aspira-
tions. Its visual language has incorporat-
ed something from the vulgarity of the
neighborhood ads (content) while it is as
posh as the corporate ads wherever exe-
cution and style are concerned. Such
are the billboards of the X-taz Vodka
brand, the Karnobat Grapa brand, the
Pearl Grapa brand, etc. In these cases
the quality product is being compared/
associated “by default” with the “quality”
female body. According to the brilliant
definition of Alexander Kiossev, the
image of the woman in the public space
of Sofia is an image of a “public” (as in
“freely available”) woman... Why is this
so? Is it possible because in Bulgarian
the word “city” has a male gender status
while we know our society to be a patri-
archal one and man are the main con-
sumer target for alcoholic beverages?

A pile of nonsense (or too much sense)
related also to the urging/arousing func-
tion of some foreign companies that are
offering/promoting lingerie. In this case
the target consumer/client is female but
somehow the women on such billboards
are also visualized as “freely available”.
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There is a key maker in every
neighborhood. The neighborhood key
making business is quite developed in
Sofia. My neighborhood key maker is
very, very good. Although because of
that he doesn’t have big competition,
| still want to advertise him so that he
can enlarge his business to other
neighborhoods and have an
inter-neighborhood business! Maybe
this way he will become The Key Maker
of Sofia one day! He will start a
corporate key making business!

TBI, 2003. MosTt maxneHcku kntouap u Philips
HCV, 2003. My neighborhood key maker and Philips

In one word, in my project for
corporate approach to the
advertisement of the neighborhood
business, | want to place (although
temporarily) the neighborhood logo
of my key maker on top of the roof
of “Pirogov”, the Emergency Health
Care Hospital, which is also located
in my neighborhood. Thus | will
always be able to think about my key
maker because that (on the right
hand side) is what | can see from
my room. There is already the logo
of Philips up there and look how
they are doing their business all over
the world!






ToBa, KOeTo ce nonyuyu, e owe no-gpac-
TWUYHO, 3allOTO BM3Mpa He JIoro — aymm un
3HauW, a KOHKpeTHu xopa. M3bpax 3a
npumep Ha cemeeH 6MU3HeC (opyra gyma
3a MaxJIEHCKUN 6U3HEC) Xopa, KOUTO He ca
npocTo 6eaHn, 6e3paboTHU U C TPYAHO
)KUBEEHe B TO3U rpag, a ca MapruHanHu
no BCMYKU NokasaTtenu. 3aoTo ca npeg-
CTaBuTENN HA ETHUYECKO MAaSILMHCTBO —
Ha pomute B Codus. Buxoame rm n3s ue-
nua rpaf, HO Te OTCbCTBAT HaMbHO OT
peknamHaTta cpepa. Csakaw He ca HUTO
KynyBauu, HUTO MPOM3BOANTENN, a8 OCBEH
TOBa O6pa3bT M B meagunTe e naudano He-
ratueeH. 3abensisan cbM, Ye B 6barapc-
KUTE Megun ce nuiie 3a poMUTE MO Cb-
LLMS HAYMH, MO KOWTO 3a 6blrapuTte B €B-
ponenckute megun. CTpyBa Mu ce, ue 0o-
KaTo OTHOWEeHneTo Ha 6bJ‘IrapCKVITe Me-
LMW HE Ce NPOMEHMU, LLIaHCOBETE 3a pear-
Ha uHTerpauus Ha bonrapusa B EC ca man-
KM, 3all0TO Ca paBHU Ha LIAHCOBETE 3a
WHTEerpaums Ha pomuTe B bbnrapus.

Hacouux ce Kbm cemenHus 6U3HeC Ha
CredpaH MeToames, KOWTO € pOM, YOBEK
Hag 50-te. lNMo3HaBam ro ot 15 roguHu,
Gewe o6, paboTHUK B CBX. HAma 6bn-
rapckn XyOoXHWK WKW CKYAMNTOp, YMUTO
pa6otn CredaH ga He e mMpumbkKBan oT
egHa B gpyra 3ana Ha llunka 6 . Otram
naBa TPEHUHIBT My B cheparta Ha xaman-
ckarta pa6ota. Kakto cam ka3ea: A3 cbm
cpeg Bac noBeue om 28 eoguHu. Hukora He
CbM MMan nNpoésiem C ToBa Janu Tonm e
Unun He e cpep Hac. A3 NPOCTO ro No3Ha-
BaM 1 OT BPEME Ha Bpeme My npegnaram
pa6oTa — nomnpaBka Ha MOKpPWB, MpeHa-
pexgaHe Ha napkeTt, 6osgucBaHe Ha
ctau. ToBa e peanHuUaT TN ycnyra y Hac
— Xopara cu nomaraT CpeLly MUHUMAIHO
3annauwaHe. Cvbpax CtedpaH 1 HerosuTe
3eTbOBe, HampaBux UM kayectseHa ¢o-
Torpaduss B npodecuoHanHo CcTyauo.
Cnen ToBa Bb3HUKHA MPOGIIEMBLT Kbae B
rpapgckara cpepja fa 6baoe NnocTaBeH -
raHTCKuAT 6unéopd. NoBbpxHOCTTa My €
MHOrO LMKapHa, abCoMOTHO peknamHa,
CbAbPXXAHUETO — U3KJIIOUNTENHO MPOBO-
KaTMBHO, BHMMAHWETO CE€ HacoyBa KbM
ManuuHCTBEHa rpyna, OTcbCTBalia oOT
ny6nuyHoTo npocTtpaHcTBo. C BCUYKK
Bb3MOXXHU BbMPOCU, KOWTO Mpom3Tuyat
OT TOBa — HEraTUBHW peakumn, noeHTndu-
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It is highly unlikely to find anything of the
sort in a Western European city adver-
tisement.

L.D.: What happens with this advertise-
ment promiscuity when an artist takes a
look at it?

L.B.: My project is in substance an
advertisement campaign for a small
neighbourhood/family business in a cor-
porate way. Initially | had two ideas but |
was able to realize only one of them. The
one | could not do concerns my neigh-
borhood key maker. Years ago on the
roof top of Institute Pirogov, the
Emergency Health Care Hospital in Sofia
that is located near to where | live, there
was a neon light red cross sign. Now it’s
been replaced by the neon logo of the
Philips Corporation. That’s one of my
best examples for a visual irregularity for
there is no indication that this is a hospi-
tal whatsoever. | understand that the cor-
poration is a sponsor and both the hospi-
tal and its patients will not survive without
the donated equipment. But they could
have at least saved the red cross sign. |
thought if there is Philips there might as
well be my neighborhood key maker’s
logo as well. We could pay Pirogov and
we would advertise the neighbourhood
business on a high corporate level. It did
not work out due largely to budget limita-
tions. What | was able to realize though,
turned out to be rather more challenging
and radical because it did not concern
logos, words nor signs but concrete peo-
ple. | chose to sample a family business
(another word for neighbourhood busi-
ness) of people who are not only poor,
unemployed and have a hard time mak-
ing a living in this city, but who are mar-
ginal in every respect. That’'s because
they belong to the Roma ethnic minority
in Sofia. One can se them all over the
city but Roma people are totally absent
from the advertisement environment. It's
as if they are neither consumers nor pro-
ducers and besides, their media repre-
sentation is completely negative. | have
noticed that Bulgarian media covers the
Roma in the same way Bulgarian nation-
als are written about in the European



Kauun, HSKOU NONMUTMLUM Ce NpuBuasxa B
TO3n 6unéopa 1 T.H. [bpBata Mu meuTa
6elle 6UNGopabT Aa ce 3akaun Ha HOK.
[MperoBopuTte My OTHEXA OKONO ABa Me-
ceua. Hakpas ,M-ten“, KOWTO Obp>KK XO-
PW30OHTaIHUTE NO3ULMK BUCOKO rope, OT-
Kasa CbC creumanHo pelleHue Ha 6opaa
Ha aupektopute. Mucns cu, ye ce noyn-
nawmxa, MoXxe 6u 3apagy KMEeTCkute ns-
6opM UM UM e TBbPAE paHO 3a TakaBa
ngea. Hapagax ce, ue dupmarta c Ham-
KpyneH MpUHOC BbB BuU3yanHata cpepa
Ha Bbnrapus, KosTo BKOUBa MapruHan-
HU nMua N OBUKHOBEHM XOpa B CBOMUTE
peKnamMHu KamnaHuu, we OTKIuKHe. An-
TepHaTuBara, KoaTo Hamepux — dacaparta
Ha HaumoHanHata Xxygo)kecTBeHa rane-
pus, ce okasa gopu no-nogxopswa. Ta e
€0HOBPEMEHHO peKnameH U XyaoXKecT-
BEH KOHTEKCT, GMBLL OBOPEL, LIeHTpasHO
rPafcKo NPOCTPAHCTBO, KOETO € Npobre-
MaTMYHO, Tb1 KaTo MaB30nesT He e 3a-
MECTEH C HUWO. Tam € NapKUHIbT, KbAeTo

A3 1e nckam 3a M4, 2002. lMpoekT 3a MaHudecra 4.
[erannu n nHctanaums: Manudecra 4,
(OpaHketiwaitiep Xod, GpaHkdypt, lepmatus,

mait — asryct 2002

| want You for M4, 2002. Project for Manifesta 4.
Details and Installation view: Manifesta 4,
Frankensteiner Hof, Frankfurt, Germany,

May — August 2002

media. | think that if the attitude of the
Bulgarian media does not change the
chances for real integration of Bulgaria in
the EU are slim because they are equiva-
lent to the chances for Roma integration
in Bulgaria.

| focused on the family “business” of
Stefan Metodiev, a Roma person in his
50ies whom | know for 15 years since the
time he worked for the Union of Bulgarian
Artists. There is hardly a Bulgarian
painter or sculptor whose works have not
been hauled by Stefan from one to
another exhibition space in the building
on 6, Shipka St. That's where Stefan got
his training to haul heavy stuff around. In
his words: I am among you for more than
28 years. | never had a problem with his
being or not among us, whoever we are.
I just know him and when | can | find
some job for him — to repair somebody’s
roof, to rearrange the parquet floor, to
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ce BbpTAT rofism 6pont pomu, M3BbpLUBa-
WM OENHOCTMW, pasfMyHM OT Te3n, KOUTo
CredaH n HeroBuTe 3eTbOBE Mpepgnarar.
3a cbxaneHme 6MnéopabT CTOSA No-Kpart-
KO, OTKONMKOTO Gele npeaBuaeHo, He
3Has No Kaksu NpuunHu. Ho npeanserka
HY>KHOTO BHMMAaHWE, ako Ce Cbay Mno ny6-
nukauunTe. BbB BecTHUUMTE Ce nosiBuxa
LEenn CTpaHMuM 3a xamanuTe Ha niowag
MakenoHus.

J1.O.: TlpoBoKMpaw B HSKaKbB CMUCDHI
MeanmTe U TAXHOTO OTHOLLIEHWE KbM Mas-
uUMHCTBaTa.

JI.LB.: To3n npoekT B coumanHo-KpuTu-
yeckMTe My U3MEPEHNs Ma TOUYHO Taka-
Ba ¢yHKUMA. [la e kaTto cBeTKasuua Ha
doToanapart, MOMEHTEH NPOBAACHK, KO-
TO OCBeTsBa Heao6pe BMAMMM YacTu OT
YXMBOTA UM KOHKPETHWU xopa. U 6u Tpa6-
Bano B nNo-ganeyHa nepcrnektMea fAa
BOAM OO NMPOMSsHA Ha OTHOoWeHuaTa. Ha-
MUpaM HanbiHO B pefa Ha Hewarta ga ce
naHcupa no3nTUBeH 06pas Ha POMCKOTO
MasLUMHCTBO.
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paint some walls, etc. That’s the real type
of service offered in Bulgaria, people are
helping each other for minimal pay. | got
together Stefan and his sons-in-law and
took a high quality photograph of them in
a professional studio. Then there was the
problem of where exactly in the city to
put up the huge billboard. Its surface is
very posh, completely advertisement like,
whereas the content is extremely
provocative since attention is directed to
a minority group that is missing from the
public space. There are all sorts of
issues coming out of this action — nega-
tive reactions, identifications, some politi-
cians saw themselves in this billboard,
and so on. My first idea/wish was to put
up the billboard on the faHade of the
largest building in the city, the National
Palace of Culture. It took me two months
to negotiate. Finally the M-tel
Corporation, the mobile phone operator
that owns the huge horizontal spots high
up on the roof, rejected my proposal with
a special decision of the Board of
Directors. | think they were frightened a



J1.A.: Hapekbn cu ro BusyareH gHeBHUK.
,D,HeBHI/IKbT npegnonara Hewo An4YHo, NH-
TuMHO. Wckal ga cu BbpHew n3ry6eHuns
rpag.

J1.B.: Pasrnexxpgam Bu3yanHarta cpega Ha
Codusa KaTo KOHTEKCT. 3af Hes ce KpuaT
Han-pasfnuyHy MHTepecu, YOBELLKN NCTO-
pun, MHOro napu. Beuuko, koeto ce npo-
n3Bexxpa 3a Tasu cpepa, e feno Ha xy-
AOXXHULM, NeyaTapu, amsanHepu, GusHec-
MEHU, HOcaun, MHOro xopa Ccu nevyensr
Xns6a oT Hed. Ho T4 me nHTepecysa Haw-
MHOro 3apagmn ToBa, Ye oTpassBa edHo
KbM €0QHO, KaTo B Npaso orneaano CbCTo-
AHMETO Ha OGLEeCTBOTO M Ha TO3W rpag.
KoeTto e 6e3KpaliHO eHepreTnyHo, HO U
6e3KpaniHO XaoTUUHO.

n.g.: WnsodbpeHHo gopw.

J1.B.: [la. He ce 3Hae Hakbae BbpBU, Kak-
BU ca npuoputetute. Cmstame, ye BCUY-
KW 3aKOHW, KOUTO ce npuemar B napT-
HbopcTBO ¢ EC, ca oken . Ho TouHo cera
1 TyK, KbOETO CEAUM 1 CY NprKasBame, Te
He BaxkaT. Hne cme nsknoueHne ot TaxX u
MOXXEM [1a CU HAMEPUM CTO U3BUHEHUS 1
onpaBpgaHus.

JI.A.: Topely BudyaneH rpag — HarnomHs
3a Mapwan MaknybH 1 HEroBoTO pasrpa-
HuueHne hot/cool meguym. Tonnuar me-
AMYM aHraxypa camo egHo OT ceTuBaTa u
€ XWMHOTMYEH KaTo cuna Ha Bb3OeucT-
BUeE.

J1.B.: Peknamnara cpena B Codus ce oka-
3a U3KJIOYUTENHO ropeLla, 3a pasfmka ot
repMaHCcKnTe rpagoBe, KbaeTo Hsima Tos-
koBa peknama. Moxxem ga cpaBHsaBame C
amepukaHckuTe oT Tuna Ha Hio opk.
Makap ue 6un6opaoseTe B AMepuka Kato
npaBuio ca pasrnosioXXeHn Mnokpan ma-
rmcTpanuTte, a He B camara rpagcka cpe-
pa. CodunckaTa Bu3dyanHa cpepa e rope-
a B CpaBHEHMWEe CbC cuBOTata npeau
1989. Ta e 6e3kpanHO NpuvBnekarenHa u
MHOrO UHTEpPEeCcHa, HO ToBa He O3HauyaBsa,
ye A Nnpremam KaTo HambiHO ecTeTuyHa.

N.0.: Jonaga My npeanoXkeHneTo T1 3a
HOBO YpP6aHMNCTUYHO NNaHnpaHe — ngeata
3a X.K. buntbnc 1A.

bit maybe because of the upcoming
mayoral elections or else, it’s too early
for them to commit to such an idea. |
was hoping that the company with the
most significant and substantial input in
the visual environment of the country,
the company that involves marginal
faces and ordinary people in their adver-
tisement campaigns would respond. But
| found an alternative location, the
facade of the National Art Gallery, and it
turned out to be even more suitable.
That building is at the same time part of
the advertisement and the artistic con-
text, a former Tsar’s palace, located in a
central urban space that is quite prob-
lematic because the Georgi Dimitroff
Mausoleum located there and demol-
ished few years ago, has not yet been
replaced by anything. That’'s where is
that parking lot and there are a lot of
Roma doing stuff there that is quite dif-
ferent from what Stefan and his sons-in-
law are involved with.

Unfortunately, the billboard stayed up for
less time than planned for | do not know
what reasons. But it did attract the atten-
tion | counted on, if the media coverage
is an indication. There were even full
page stories in the newspapers about
other colleagues of Stefan, the other
Roma who offer to haul heavy stuff for
you on the edges of Macedonia Sq. in
Sofia.

L.D.: In a way you are challenging the
media and their attitude towards the
minorities.

L.B.: In its social and critical aspects
that’s what the project is meant to do
actually. It’s supposed to be like a flash
from a photographic camera, a momen-
tary lightening that is pouring light on
some invisible aspects and niches of life
or on some concrete people. In a long-
term perspective it should work towards
a change of attitudes. | think it's com-
pletely adequate to promote a positive
image of the Roma minority.

L.D.: You have defined your project as a
visual diary. A diary presupposes some-
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IBI, 2003. (napnamenTapHo) MpaHe 2 —
BU3yanHa HepegHocT 4

HCV, 2003. (parliamentary) Laundry 2 — Visual Irregularity 4

J1.B.: MpepnoxxeHusita ca Tpu. B xk bun-
TbJIC CrpaguTe 61 TpsGBano aa ce KoHobu-
rypvpat cnopef gymute All you need is
love. dpyrnat KOMMNEKC 3a No-naTpuoTny-
HO HaCTpOEeHW rpaxkaaHn ce Hapuya Muna
PoaunHo, a TpeTtnaTt e 3a npeanpuemumsin
nuua — Moto-Pfohe no umeTo Ha kopnopa-
uusaTa. Vipesta e obpaTtHa Ha Ta3u 3a Cre-
daH 1 HeroBuTe 3eTboBe. Buxgame Kak
KopnopauunTe HaBnn3at B Manknte KBap-
Tanu NocpegcTBOM CBOWTE LWaGKBapTUpU
— Mbckasyn 0PUCHY crpagun, KOUTO U3Mex-
[aT MHOro CTPaHHO cpep pasnagawmre
ce naHenku. A3 npegnaram pga ce rnega
e[Ha CTblKa Hanpen 1 camuTe >XUINLLHMN
KOMMJIEKCU fia 6baat No-TACHO 06BbP3aHM
C MPUCBCTBMETO Ha KOPNOPaTUBHOTO SIOro
1 Ha HAKOW Opyru OyMu 1 n3pasu CbC CTa-
TYT Ha em6nemu. EQnH >kunuweH komn-
NeKC, HanpaBeH Mo TO3W HauuWH, Npeanara
Mo-eCTECTBEH HAuMH Ha O06Bbp3BaHe
MEXOy KopropaTtuBHata u MaxyieHckata
peanHocr.

J1.A.: TeoeTo yuyacTtue B usnoxoara B ge6-
pume Ha bankaHume, kosTo PeHe Bnok op-
raHn3upa B Kacen, 6elle nio60nmnTHoO.

N.B.: B KyHcTxane ®puaepuumaHym, Kb-
[OeTO Ha BCeKW MeT roAvHU ce nposexxaa
JokymeHTa, ce npeacrasuxa 88 6ankaHc-
Kn XypoxxHuum ¢ Hag 120-130 npoussene-
HWUS — OT XKMBOMKWC OO0 BUAEOMHCTanaumm n
nbpdopmaHcn. MosiT npoekT 6ewe pa
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thing private and intimate. You actually
want to claim back the city you have lost.

L.B.: | deal with the visual environment
of Sofia as with a context. There are a lot
of various interests hidden there, a lot of
human stories, and a lot of money.
Everything that is produced for this kind
of urban environment is the work of
artists, printers, designers, businessman,
and handyman. A lot of people earn their
living there. But this environment inter-
ests me mainly because it reflects a
100% as if in a mirror the current state of
society as well as of this city. And that
state of affairs is endlessly energetic as
well as endlessly chaotic.

L.D.: Even schizophrenic.

L.B.: Yes. There is no clear direction, no
clear priorities. For instance, we agree
that all new legislature introduced in part-
nership with the EU is good. However,
right here and now while we are sitting
and talking we may say this legislature
does not apply. We are an exception and
we could provide loads of very good
excuses and explanations.

L.D.: Hot City Visual, it reminds me of
Marshall McLuhan and his distinction
between hot/cool medium. The hot medi-
um involves only one of the senses and
is hypnotic in its impact.

L.B.: The advertisement environment of
Sofia turned out to be extremely hot in
difference to most German cities for
instance where there are much less
advertisements. We may compare it to
American cities of the New York type
although as a rule the billboards in the
US are located along the highways and
not so much inside the cities. The Sofia
visual environment is very hot when com-
pared to the grayness of the city before
1989. It is infinitely attractive and very
interesting though | do not mean to say
that | find it aesthetic.

L.D.: I like your suggestion for new urban
planning of the housing projects, the
idea for the housing project Beatles 1A.



06euHs CbC cpeacTeata Ha MbppopmaH-
ca BbTPEeLWHOTO, HepU3nN4ecko NpocTpaH-
CTBO Ha uanoxéata. Pa3sexxgax nocetu-
Tenute, OBACHABANKM UM KOHTEKCTa Ha
BankaHnTe 1 Kak KOHKpeTHUTE Npoun3Be-
[OeHNs ce CBbp3BaT C TO3WN KOHTEKCT.
OGWKHOBEHO eaVH Typ NpoAdb/hkasalle 4-
5 yaca. Cnep nbpBarta cegMuLa Beye Hsi-
Max Bpeme J0pu 3a 065/, HENMpPeKbCcHaTO
maBaxa xopa, KOUTO 1ckaxa ga rm pas-
Bexxgam. bewe nbpdopmaHc, 3aoTo 3a-
BUCELLE He YaK TOJIKOBAa OT 3HaHWUATa MW,
KOWTO 6€3CMOpHO ca MoBeYye OT Te3n Ha
KypaTtopa 1 noceTutennTe, a OT agpeHa-
NMHa, KOWNTO Ce HaTpyrBa 1 3ano4ysa aa ce
ABVKM M3 TANOTO NPU KOMYHUKauUWs € ro-
cetutenute. O6ukanax Hanpeg-Hasag u3
uctopwusTa n kyntypara Ha bankanure, eT-
HU4yeckuTe O6LLlHOCTI/I, penurnnte, OHeL-
HaTa nonuTnyeckKa peanHocT.

N.A.: Mpe3 2003 rognHa B ABCTpna u lep-
MaHus 6sxa opraHu3vpaHn MawabHn ns-
NoXX6M Ha GankaHcku XyooxxkHuuu. Tosa
panBa, HO 1 cmyLaea. He ce nu kpue 3ag
pomaHThuHuUTEe 3arnaesus KpweB u meg, B
gebpume Ha bankaHume nopegHuaT onuT
Ja ce BKapa 6ankaHckara ek3oTuka B
reto? 3aLlo OTHOBO Ce Hanara eTHuJecka-
Ta dopmyna?

J1.B.: He cTtaBa Bbnpoc 3a nonutuka. ban-
KaHCKN U3noXx6u nma noHe ot 1998 Ha-
cam M MHOro OT TsIX Ca NMPOBOKMPaHu OT
TyK. Te ca pe3ynTar OT eCTECTBEH NpoLec
Ha B3aVMHO OMO3HaBaHe Ha XYAOXKHULM-
Te 1 XyooXXecTBeHuTe cueHu Ha bankaHu-
Te, OT HaTpynBaHe Ha caMOouYyBCTBUE, WH-
dpacTpykTypa U améuumsa 3a usnusaHe
ot retoto. V13nox6éu kato Ta3m B Kacen, a
npegn ToBa BbB BueHa n lpau, nosat
Cnef HaTUCK OTTYK N MHTepec oTTam. He e
retomsaums, 3aWoTO OrpomMHara 4acTt oT
yyacTHMUMTE BeYe ca No3HaTh Ha 3anag-
HaTa nyénuka ¢ Apyru paboTu U He KaTo
GankaHCKn XygoxHuuy. MHoro n3secTtHu
aBTOPU OT TO3W PErvioH, BKIOYBam cebe
cu, Hepko Conakos, Anwe EpkmeH oT
Typumsi, AHpn Cana ot An6aHusi 1 olle
20-30 umeHa, cera ca CrioXXeHu oT Kyparo-
puTe B nakeTa 6ankaHCKO U3KycTso. Tosa
€ pesynrar OT No-Cepuo3eH NHTEPEC KbM
BankaHnte n306wo. CbBpeMEHHOTO n3-
KYCTBO Ce fBfiBa LMBUN3ALNOHEH areHT.

L.B.: There are actually three sugges-
tions. In housing project Beatles 1A the
apartment blocks should be configured
along the words/lyrics of All You Need is
Love. The other housing project is meant
for more patriotic minded city dwellers
and it’s called Dear Motherland, after the
first lines of the lyrics of the national
anthem. The third suggestion is for the
housing project Moto-Pfohe after the
name of the car distributing company.
The idea is a reversal of the one con-
cerning Stefan and his sons-in-law. One
can see how in Sofia the corporations
are infiltrating the neighbourhoods by
locating there their headquarters, shiny
office buildings that appear very strange
among the falling apart concrete panel
apartment blocks. | suggest we should
think ahead of time and to link up closer
the housing projects with the presence of
the corporate logos and other words or
idioms with the status of emblems. A
housing project arranged like that is a
suggestion for a more natural way of
synchronizing the corporate and the
neighbourhood reality...

L.D.: Your participation in the exhibition
In the Gorges of the Balkans curated by
René Block in the Kunsthalle
Fridericianum in Kassel, Germany was
quite interesting.

L.B.: Kunsthalle Fridericianum is the
place where once every five years they
do the Documenta shows. In this exhibi-
tion there were 88 artists from all over the
Balkans with more than 120-130 works
ranging from paintings to video installa-
tions and performances. The substance
of my project was to unite the inner, non-
physical space of the exhibition by
means of performance. | was taking the
visitors on guided tours while explaining
the contextual background of the
Balkans and the way the concrete works
of art are relating to that. Normally a full
tour lasted about 4-5 hours. After the first
week of the show | did not even have
time for lunch, there were all the time
people coming and asking to be taken
around. That project was basically a per-
formance because it depended not so
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TypoBe — Schadenfreude, 2003. ExxenHeBHM TypoBe 3a
nocetutenu (mbpdopmanc, 11 — 18 u.) B usnoxobara

,B neépute Ha bankanute“, KyHctxane Opuaepuumatym,
Kacen, lepmanus, centemspn — HoemBpu 2003
Schadenfreude Guided Tours, 2003. Daily guided tours
for visitors (performance, 11am — 6 pm) around the
exhibition “In the Gorges of the Balkans”,

Kunsthalle Fridericianum, Kassel, Germany.

September — November 2003
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much on my knowledge, which is no
doubt more substantial than that of the
curator or the visitors alike, but on the
flaw of adrenaline that is accumulating
and starts floating around the body in
direct communication with the visitors. |
was navigating back and forth the history
and the culture of the Balkans, the ethnic
communities, religions, and the current
political reality.

L.D.: In 2003 there were several exhibi-
tions of contemporary art from the
Balkans organized in both Austria and
Germany. That’s a cause for joy as well
as for disturbance. | wonder if romantic
titles such as Blood and Honey and In the
Gorges of the Balkans are not actually
covering up the newest attempt to
squeeze the Balkan exoticism in a ghet-
to? Why once again is the ethnic formula
being applied?

L.B.: | do not think it has to do with poli-
tics. There have been Balkan contempo-
rary shows around at least since 1998
and the Balkans organized many of
those. They are the result of a natural
process of mutual recognition of artists
and artistic scenes on the Balkans, of the
accumulation of self-confidence, infra-
structure and ambitions to get out of the
ghetto. Shows like the ones in Kassel and
before that in Vienna and Graz, come
after pressure originating here and inter-
est originating there. That’s not ghettoiza-
tion because the Western art audience
already knows most of the artists with
other works and not as Balkan artists.
Many well-known artists from the region,
here | would mention Ayse Erkman from
Turkey, Nedko Solakov, Anri Sala from
Albania, and myself, as well as at least 20
or 30 other names are now put by the
curators in the Balkan Art package. That's
a result of a more serious interest for the
Balkans as a whole and contemporary art
functions as an agent of civilization. Its
message is: These artists you already
know actually come from the Balkans. See
them together with many younger artists
and some less known works produced 20
years ago in ex-Yugoslavia where there had
been a strong conceptual scene.



MocnaHueTo my e: Te3u usBecmHu Xygox-
Huyu BevwHoem npousausam om bankaHu-
me. Buxxme au 3aegHo ¢ MHoe20 gpyeu no-
mAagu aBmopu, ¢ He Yak moakoBa usBecm-
HU pabomu, npaBeHu npegu 20 eoguHu B
6uBwa lOeocraBus, kbgemo cbujecmByBa-
we cuAHa KoHyenmyanHa cuera.

OT rnepHa Touka Ha npodecnoHanm3ma
TOBa Ca MPOEKTU Ha NereHaapHu Kyparo-
pu. 3a Bcekun OT Tax — aBcTpueua letep
Ban6en 3aenHo ¢ amepukaHeua Popxbp
KaHoBbp 1 cnoseHkata Epa Yydep B
lpau, weenuapeua Xapang 3eemaH BbB
Buena v repmaHena PeHe Bnok B Kacen -
N3noXxx6uTe ca U3KIIYNTENHO NPeam3Bu-
KaTencTBo. KoHKypeHUusiTa KO e Han-
paBu n3nox6a C noBeye CMUCHA N Kpa-
coTa 6ewe ronama. Bcsaka ot Tpute uma
CcBOMTE MAOcoBe U MuHycu. Te ca pas-
NIMYHU, HE3ABMCHMO Y€ y4aCTHULMTE B ro-
namaTa Cu 4yacT ca egHu u cbwm. Meg u
kpbB BbB BueHa Ha Xapanp 3eemaH e
HanpaBeHa Ha 6a31CHO HUBO, 3aLL0TO Ky-
paTopbT € TakbB — pearnupa Ha CHNoXXHM,
KOHUenTyanHo o6ycrnoBeHn pa6otu C
oumTe CY U MHOro 6bP30 XBalla CMUCHIA.
B pesynrat ce nonyyaBa usnoxéa c n3sk-
MIOYNTENHO CUJIEH BU3yarneH yaap, MHOro
KOHUeHTpupaHa. Ensa cnep ToBa mycnuu
3a pasnuyHWTE acnekTu Ha NCTopusTa,
KynTypata u T.H. 1anoxo6ata B Kacen e ¢
noBseuye Bb3OyX, HE LENU TakbB yaap B
ounTe, @ MHOro no-6anaHcupaHo n pas-
MPHATO CbOTHACAHE KbM CIOXXHUA KOH-
TekcT Ha bankaHuTe B uctTopmnyecku, Kys-
TYPeH 1 nonuTuyeckn nnaH. A uenta Ha
nbpBata n3noxoa B lpal Gewe pa ce
npeacTasn ycelwaHeTo 3a 6asap. Tosa
O3HauyaBa B CpaBHUTENHO Maska 3ana aa
uma Tpu Bugeodunva unm aea uUMkKbaa
doTorpadumu. 3ByKbT OT BMOEONPON3BE-
[eHusaTa ce cmecsa. Nonyyasa ce ycewa-
He, Ye CU OTULWbBA B CbOOTA Ha 6uTaka.

B n3BecTteH cMuCbA Te3n NPOekTu ca
MOAa, HMKOW He MOXe Aa MoHece olle
MHOrO n3uepnarefniHm n3noxom Ha cbBpe-
MeHHO M3KycTBo OT bankanute. HTepe-
CbT Ce Ab/KU U Ha dakTa, KaKTo MHOro
TOYHO ro popmynupa Knpun lNMpawkos, ye
BankaHnTe ca u 3a M3BECTHO Bpeme Lie
npoab/KaTt Aa 6bvaar eguHcTBeHaTa CBO-
6ogHa ot EBpona eBponericka yacT. Kb-

From the point of view of professionalism
these are all projects of legendary cura-
tors. For each one of them — Peter
Weibel (Austria) together with Roger
Conover (USA) and Eda Cufer (Slovenia)
from the show in Graz; Harald Szeemann
(Switzerland) from the show in Vienna;
and René Block (Germany) from the
show in Kassel, these projects were
exceptional challenges. The competition
about who will make a more meaningful
and more beautiful show was incredible
to observe. Each one of the three shows
had its merits and faults. They are differ-
ent although many of the artists are the
same. Blood and Honey of Harald
Szeemann in Vienna was made on some
very basic and guttural level because
that’s the kind of person the curator is.
He was responding to complex concep-
tual works with his eyes only while grasp-
ing immediately the point of the work. As
a result he did a show with a powerful
visual impact, a very concentrated show.
It's only later that one can think about the
various aspects of history, culture and so
on. The show in Kassel was with more
air, it did not aim at such a punch across
the eyes but rather at a balanced and
unfolding relation with the complex
Balkan context in its multi layered history,
culture and politics. The aim of the first
show in Graz was to reconstruct by
means of art works the feeling of being in
a bazaar. That means to put in a relative-
ly small space three video works or two
cycles of color photographs. The sound
of the video projections is mixing. One
gets the sensation of going to the flea
market on Saturday.

In some way these projects are a trend
indeed but it's passing for nobody can
tolerate more extensive shows of con-
temporary art from the Balkans. The
interest is largely due to the fact, accord-
ing to the sharp definition given by Kiril
Prashkov, that the Balkans are and will
be for some time to come the only
Europe free part of Europe... Where
hedonism is still possible, where there
are not so many strictly defined rules,
where one can enjoy the homemade
brandy and many other things that will
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[ETO BCE OLle Ca Bb3MOXXHU XEOOHN3MbT,
fimncara Ha CTpOoro yCTaHOBEHMW nNpasuna.
KbaeTo MoXXeLl CNOoKOWMHO Aa ce Hacnax-
JaBall Ha gomallHaTta pakus U Ha gpyru
HeLla, KOUTO C HEM3BEXXHOTO YHUdULUMpa-
He MOCTEneHHo e n3uesHat. [1o Kakea
CTeneH ToBa Lie 6bae yHudbukauums, e opyr
Bbrpoc. N panu cnen 2007 r., koraTo HK
npuemar B EC, we nsuesHe eTnKeTbT 6an-
KaHCKo. Ho nbk nCTuHa e, KakTo oT6enss-
Ba Mapusa Togoposa B cBosiTa kHura ba-
KaHu. baakaHu3bM 1 KaKTo MU ce Hanara
HernpekbCHaTo Aa o0b6scHsABaM, Ye ako 3a
Apyrute CTpaHu Ha NonyocTpoBa onpeae-
NEeHNeTo GankaHCKN € MMasno B pasinyHu
nepuogu nO3UTMBEH WU OTpuULATENEH
cmucos, 3a boarapus To3m npo6nem He
cbulectByBa. [MnaHvHaTa, gana nMeTo Ha
pernoHa, e TyK, HIMa Kak ga nsbsraw ot
Hes. 11 ToBa fasa Apyrv NpenmyllecTsa:
OTHacsM ce CNOKOMHO KbM $akta n Mmu e
MHOrO JIECHO [a HaBbp)ka BCUYKU OCTa-
Hanm KbM 6ankaHcKus KOHTEKCT, He3aBu-
CUMO OT TEXHUTE XKenaHus. 3arnaBneTo
Ha mMos NpoekT B Kacen Bkniousalle 1 B
aHIMUNCKNA My BapuaHT efHa Hemcka
OyMa, KOATO He MOXXe fa ce npeseae Tou-
Ho — Schadenfreude. O3HauaBa 3nopagac-
TBO, HO M HELO MOBeYe — YOOBOJNCTBYUE,
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gradually disappear with the unavoidable
unification. It’s another question what will
be the level of unification; and yet anoth-
er one whether the Balkan label will dis-
appear as well. However, it’s true too, as
Maria Todorova mentions in her book
Imagining the Balkans and something |
had to bring up all the time, that unlike
other countries from the region that had
a variety of positive and/or negative con-
notations for the Balkan definition
throughout time, for Bulgaria there was
no such problem ever. The mountain that
gave the name to the peninsula is right
here and there is no way one can bypass
that. But this provides for other advan-
tages: | take things rather easy and it’s
quite easy for me to link up all the other
artists to the Balkan context disregarding
their wishes or thoughts. The title of my
project in Kassel had even in its English
version a German idiom that is hard to
translate correctly. It’'s Schadenfreude,
which means gloating and a lot more - it
means to take pleasure in the misfortune
of your friend or neighbor. It's rather rele-
vant on the Balkans. So, in Kassel | was
playing with all of that and abusing the
fact that the other artists were not there.



KOETO M3NuTBall OT HEelLLacTUeTo Ha TBOS
npuaten unm cbced. AktyanHo 3a banka-
Hute. B Kacen urpaex ¢ BCUYKO TOBa,
Bb3Mon3Bax ce ot $akra, ue gpyrute xy-
OOXXHMUM v Hamawe. ViBaH Mypos, mnag
6b/iIrapCkun aBTop, Ce NpeacTassle ¢ BU-
peodunm EguH yac npegumcmBo, B KOATO
TOWN 06UKans ¢ Konara cu B NPOAb/HKEHNE
Ha 1 yac okono nameTHuka Ha JleBcku,
Bb3M0M3BaNKN Ce OT NPaBOTO CU Ha Mnpe-
oumcTteo. CBbp3ax HeroBata paéoTta C
BUOEONPON3BEAEHNETO Ha XbpBaTkarta
CaHnppa Crepne: Bb3pacTHa »eHa — ca-
mMara npeobneveHa XyOoXKHU4YKa, Oobuka-
NS OKONI0 BEKOBHO AbpPBO B LEHTbpa Ha
3eneHa nonsHka. KomeHTap 3a HeBb3-
MOXHOCTTa fa m3bsraw OT TpaguuusTa,
3a cunara Ha $onknopHara KynTtypa, Kos-
TO ce OBWXU B LINKIIN.

OnutBax ce He TONKOBa A AEKOHCTPYW-
pam KnuiietaTta B Cb3HaHNETO Ha NoceTu-
TenuTe, a No-CKopo Aa AamM HELLo OOMb/-
HUTenHo. [la UM Kaxka, ye Tesu npomsse-
AEHNsA He ca NPOCTO ecTeTUYecka NoBbp-
XHOCT, 3af, TAX € Bb3MO)XHO Aa 6baar Bu-

Cronose n cumBonm. [pOeKT 3a MUPHA CbBMECTHA
upeHTudnkauns, 1995/2001. 11 gurutantu rpadmkm.
WHcTanaums: ,KpbB 1 meq. bbaelleto e Ha bankaHute®,
Konekuws ,Eccn®, KnoctepHoibypr/BueHa, ABctpus,
mait — centemspu 2003

Chairs and Symbols. Project for peaceful co-identifica-
tion, 1995/2001. 11 digital prints. Installation view:
Blood and Honey. Future’s in the Balkans, The Essl
Collection, Kolosterneuburg/Vienna, Austria, May —
September 2003

Heo-lonrora, 1994. HcTanauus: ,B TbpceHe Ha
Bankanus“, Hosa ranepus — Mysen Moaneym, pal,
ABcTpusi, okToMBpY — fiekemspu 2002

Neo-Golgotha, 1994. Installation view: In Search of
Balkania, Neue Galerie am Landesmuseum Joanneum,
Graz, Austria, October — December 2002

For instance, the young Bulgarian artist
Ivan Moudov was showing the video film
One Hour Priority where he is circling for
an hour around the Vassil Levski monu-
ment in Sofia abusing his right of way in
the round about traffic of that square. |
linked him up with the video projection of
the Croat artist Sandra Sterle where an
elderly woman, the artist herself dressed
up, is running around a ages old tree in
the center of a green opening some-
where in the woods. These are both
works about the impossibility to get away
from tradition, be that as it may the bind-
ing force of history, or the force of the
folkloric culture, which is moving in cir-
cles by definition.

| was not really trying to dismantle the
clichés inscribed in the consciousness of
the visitors in the show but rather to pro-
vide something extra, to tell them that
these works are not just an aesthetic sur-
face and there is a lot to be seen there. |
was interpreting the show as a vehicle of
knowledge.

L.D.: Your personal professional geogra-
phy is quite rich; you have made shows
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AEHU MHOTO 1 CNOXHK Hewa. NHTepnpe-
Typax u3noxxéara Kato WHCTPYMEHT 3a
no3HaHue.

J1.A.: Nuunara tm reorpadus e pocra 60-
rarta, npaBusl C N3N0XX6M Kbae N He — OT
Cao Mayno go Hio Mopk, WcTanéyn,
KaHrmky n Ctokxonm. 3aHnmasa nu Te
olle pa3lNpPsSBaHETO Ha rpaHuUmTEe?

J1.B.: He mora pa kaxa, ye ¢usunveckute
rpaHnuM ca ce paswupunm, Manko e
TPyaHO, nopagn O6CTOATENCTBOTO, ue
3EeMHOTO KbJI60 € TakoBa, kKakBoTo e. Ho
3a CMeTKa Ha ToBa Ce BbpBU B ObN60YN-
Ha. MNpe3 sHyapu B BonoHsa nma naHamp
Ha ranepun, KOMepcuranHo MeponpusTue,
KOETO ncKa Aa npopunmpa XyaooXHuum ot
IOronstouHa EBpona. Mo npenopbka Ha
Xapang 3eemaH Me KaHAT 3a nHanBUay-
arnHo npeacTaBsHe.

N.0.: Hanara nu ce ga npaBuwl KOMMpo-
MUC KaTo XyOOXKHUK?

J1.B.: bux ro Hanpasun. B komepcunaneH
nnaH cbm noutn 90% HeycneweH. KasaHo
Apyrosiue, a3 npogasam BCUYKO, Npo6ne-
MbT €, Ye NoYTU HUKOW He ro kyrnysa. B
Bvnrapums cbBCEM HMKOW, HO U HaBbH pa-
60TNTE MU TPYOHO ce KynysaT. ToBa ce
Ob/DKU Ha camuTte TaX, a MoXxe 61 1 Ha
MOETO HEYMEHME Oa Ce CnpaBsiM C KOH-
Tekcta. KomepcuanHara peanusauns B
CALL n 3anapHa EBpona 3aBucu OT Bpb3-
KuTe CbC CUnHK ranepun. A3 paéoTs c ra-
nepun, HO KaTo Ye N1 gocera He CbM Ha-
MEepWn OHa3u, KOATO Aa MOXXe Aa npopa-
Ba MouTe paboTn. A WO ce oTHaca Ao
KOMMpoMKCa, ako 3HaeXx Kak ga ro Harnpa-
BS, 3a Ja Npofam NoHe YacT OT paboTuTe
cu, 6ux ro Hanpaewun. B To3m cmncbn He
MW ce Hanara ja npassi KOMMPOMUCHK.
ToBa, KOETO MU Ce Hanara ja Hanpass B
MOMEHTa, € fa m3bepa OHE3N OT MouTe
paboTn, KOUTO MMAT MO-rONsSM LWaHC fa ce
npopapnat. Kato ce samucns, sugeodun-
myeto 3a CrtedaH u HeroBuTe 3€TbOBE,
6un6opabT U OUTUTANHUNAT OTNevyaTbK
npencTassAT efHa apyra peanHocTt 3a 3a-
NagHOTO OKO, HO MO MHOrO MO3UTWBEH U
npusneKkarteneH HaunH. Taka ye, ako muc-
ns 3a npogaBaHeTo camo no cebe cu, Be-
posiTHO 61 Tps6GBano ga npegnoxa Cre-
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allover — from Sao Paulo to New York,
Istanbul, Gwangju and Stockholm. Are
you still interested in widening the limits?

L.B.: | would not say that the physical
limits are widening. It's a bit difficult for
the globe is what it is. But | think | am
going in depth. In January 2004 there will
be a commercial art fair in Bologna that
will be profiling artists from South-East
Europe. Harald Szeemann suggested
me for a one-artist presentation there.

L.D.: Do you have to compromise as
an artist?

L.B.: | would. | am nearly 90 % unsuc-
cessful in market terms. In other words,
| am selling everything but the problem
is that few people are buying. Nobody in
Bulgaria at all but even in other places
my works are hard to sell. It may have to
do with the works themselves, or with
my inability to handle this context. The
commercial realization in the USA or
Western Europe depends on contacts
with strong galleries. | do work with
some galleries but it seems that until
now | have not found the gallery that
would be able to sell my works. As far
as comprising, if | knew how to do it in
order to sell at least some of my works,
| would do it. In this sense do not have
to compromise. What | must do now is
to select these works of mine that would
have a better chance of being sold in
Bologna. Now that I think of it, the film
with Stefan and his sons-in-law, the bill-
board and the digital print are represent-
ing a kind reality that is unfamiliar to the
Western eye but in a very positive and
attractive way. So, if | have to think
about selling as such, | should probably
take Stefan and company. However, at
this point | do not want to part with these
works, | want them in Bulgaria for a
while longer.

L.D.: Your project GastARTbeiter from
2000 is emblematic for the life of the
contemporary artist from Eastern Europe
today and his/her attempts to synchro-
nize the local reality with the western
context.



daH n komnaHna. Ho 3acera He mu ce
ncka ja ce pasgensm C TX, ucka Mu ce
Aa nocToAT owe Manko B bbnrapus.

N.AO.: Teon npoekTt ot 2000 r. FacmAPT-
6alimep, € 3HAKOB 3a 6UTUETO Ha OHeLl-
HUS N3TOYHOEBPOMENCKN XYOOXHUK B
onnTta My fa CbBMECTU POAHUTE peannu
CbC 3anagHunsi KOHTEKCT.

J1.B.: NpoeKkTbT ce ocHoBagalle Ha 3ana-
3eHa OT MeH JOKYMEeHTaums KOJIKO napu
ca MoOTpOLIEeHN 3a Kapuepara Mu, KaTto
n3KniloYBam npojaxéuTe Ha npou3sene-
HMATa — camMo napu, n3xapyeHu 3a xote-
NN, TpaHCNopT, NPON3BOACTBEHN pPa3xo-
[M, KOUTO He Bwkaam. A3 Bmkaam camo
OHEeBHUTE, KOUTO Ca Manko 1 KaTto npaBu-
No ce xapuyar Ha MACTO, a He B Codus. Ta
TO3U NPOEKT BMU3MpaLle eanH npo6nem ot
)KMBOTA Ha CbBPEMEHHUS XyOOXHUK. Ha
npakTtuka ot 1991 (rogmHarta, KoaTo onpe-
Aensm Kato Hayano Ha npodecnoHanHa-
Ta MU Kapuepa) 3a NpbB MbT UMax JOXO-
ou B Bvnrapma — ctunengusaTta ot Busyaa-
Husi cemuHap. OBUKHOBEHO 3a TakaBa
CcTuneHgnsa YoBekK MoXXe Aa KaHaunpaTcTBa
B HAKOW Opyru yacTu Ha cBeTa. Taka ue
cutyauusaTta Ha ractAPT6anTepa npoabn-
»xaBa. Mexxgy ppyroto, ToBa € egHa OT
Han-nokasBaHUTe My pab6oTu npes noc-
negHuTe 2-3 rognHun.

J1.A.: Kak ycewaw rpaHnumTe mexay 1e6
1 3anagHara nyénuka?

J1.B.: Bce no-manko ce yceuwart. C Teve-
HVWE Ha BPEMETO rofieMuTe pasnmkm ns-
ye3Bar, ocTaBaT MOPOAEHUTe OT Hapo-
OOMNCNX0NOornsaTa, KOKOTO M HETOYHO fa e
noHatueto. CuTyauusta Ha eouH LIBEn-
LapCKN XyOOXXHUK, OOWbLA TYK 32 U3N0X-
6a, N Ha eIMH 6bArapCKmM XyAOXKHWK, KO-
TO ce npencrtass B Kacen, e egHakea —
CbLLIOTO HMBO Ha pasbupaHe n Hepas6u-
paHe. Pasnukute n3uessar, 3aloTO WH-
Tepecute Ha XyooxxHuuute B VI3touHa Ee-
pona Beye He ca GOoKycMpaHu camo B Mu-
Hanoto npegn 1989. MNpecTtaHaxwe ga ce
ornnakeame, a ce KOHLUeHTpupaxme Bbpxy
KOHKPETHU Helua.

L.B.: This work is based on the docu-
mentation | have saved about how much
money was spent on my career, exclud-
ing sales of works, only money for hotels,
transportation of works, production
costs, and so on expenses that | do not
see as physical money. | only see and
touch the per diem money which is very
little anyway and is spent there, not in
Sofia. So, it's a project/work about one
of the problems in the life of a contempo-
rary artist. In practice my fellowship
stipend from the Visual Seminar is the
first artistic income | have had in Bulgaria
ever since 1991 (the year | consider to be
the beginning of my professional career).
Normally one can apply for such a fel-
lowship outside of Bulgaria. So the
gastARTbeiter situation still goes on.

By the way, that’s one of my most often
exhibited works in the last 2-3 years.

L.D.: How do feel the borders between
yourself and the Western art audience?

L.B.: | feel them less and less. With time
passing the big differences are vanish-
ing, only those generated by the so-
called collective psychology remain, no
matter how imprecise this concept is.
The situation of a Swiss artist who has
come to Sofia to do a project is identical
to that of a Bulgarian artist showing in
Kassel. There is identical level of under-
standing and/or misunderstanding. The
differences are disappearing because
the artists in Eastern Europe are no
longer focused only on the pre-1989 past.
We seemed to have stopped complain-
ing and are concentrating on concrete
issues.

Codus, HoemBpu / Sofia, November 2003
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BI, 2003. bpurapara Ha CtedaH (1 3eTboBE).
06pa3 3a 6un6opa

HCV, 2003. The Brigade of Stefan (and sons-in-law).
Image for a billboard

IBI, 2003. bpurapara Ha CtedaH (u 3eTboBe). MopgroTBuTENHA pUCYHKA
HCV, 2003. The Brigade of Stefan (and sons-in-law). Preparatory drawing

I'BI, 2003. bpuranara Ha CtedaH (1 3eTboBe). bun6opp Ha dacapata Ha HXT
(6uBms Llapcku asopeu), Codus, oktomspu 2003

HCV, 2003. The Brigade of Stefan (and sons-in-law). Billboard on the facade of the
National Art Gallery (former Tsar’s Palace), Sofia, October 2003

IBI, 2003. bpurapara Ha CtedaH (v 3eTboBe). [leTaiinn
HCV, 2003. The Brigade of Stefan (and sons-in-law). Details






IBI, 2003. [leTaitnu. PaboTHUAT ,0puUC” HA MO MAxNEHCKM KMloyap ¢ reapaenum

HCV, 2003. Details. My neighbourhood key maker’s “office” of operations with Guards of Honor

IBI, 2003. Warneg ot yn. ,Mpad UrHatnes” npeom nn. ,Cnaseiikos” (toXHa cTpaHa)
HCV, 2003. View of Graf Ignatiev St. before Slaveikov Sq. (south side)

'BI', 2003. MNpaHe B coduincku 3ageH ABOp
HCV, 2003. Laundry in a Sofia backyard

BI, 2003. OTkpuBaHe Ha usnoxoara B ATA ueHTsp / UICK, Codus,

15 oktomepm 2003

a/ JiobeH lunos-cuH — kaHpupat-kmet, CtedaH, BHyukara Ha CTedaH

1 XYBOXHUKBT

6/ Mapraputa bosimxuesa

HCV, 2003. Opening of the exhibition in ATA Center / ICA, Sofia,

October 15th, 2003

a/ Lyuben Dilov Jr. — mayoral candidate, Stefan, Stefan’s grand-daughter
and the artist

b/ Margarita Boyadijieva
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I'BI, 2003. UHcTanaums:

ATA uentbp / ICW, Codus,
okTomMBpY — Hoemspu 2003
HCV, 2003. Installation views:
ATA Center / ICA, Sofia,
October — November 2003

BI, 2003. Cynep! Cynep!
(bpurapara Ha CtedaH). Bugeo
(wHcTanaums u kagpu),

4:30 muH.

ATA uenTbp / UCK, Codhus,
okTomBpY — Hoemepu 2003
HCV, 2003. Super! Super! (The
Brigade of Stefan). Video,
(installation and stills),

4:30 min. ATA Center / ICA,
Sofia, October — November
2003






I'BI, 2003. [letaiinu. V13cneasaHe Ha NPOCTPAHCTBOTO: po3rionaraHe Ha KOPNopaTueHN Noro B
LieHTpanHara rpagcka 4act 1 Ha KopnopaTiBHU KNOHOBE B MOKPaiiHUHUTE Ha rpaaa

HCV, 2003. Details. Space studies: distribution of corporate logos in the central city space
and of corporate outlets in the outskirts of the city

IBI, 2003. [etainnu. XX1BoT B CAHKATA HA MOHYMEHTUTE UNKM KaK Aa n3non3same
,MPasHUTEe PYAUMEHTU OT MUHAMNOTO, 32 KOUTO HUKOM He UCKa fia MUCTM

HCV, 2003. Details. Life in the shadow of the monuments or how to make use of the
“empty” rudiments from the past that nobody cares to think about
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I'BI, 2003. [letaiinu. lopeLa nMHUS 3a BU3yanHu
HepeaHocTn (Buxpate nu Codus?). 3asBssaHe

11 0TTOBOPM Ha ENEKTPOHHA MoLua
<vis_sem@hotline.com>

HCV, 2003. Details. Hot line for Visual Irregularities
(Do you see Sofia?). Announcement and replies to
e-mail address <vis_sem@hotline.com>
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I'BI, 2003. [etainu. Peau-meitn Bu3yanHa HepegHocT. bunéopaose ot
peknamHara Kamnanus Ha 6barapckara Bogka X-taz, Cogus, mapt 2003

HCV, 2003. Details. Ready-made Visual
Irregularity. Billboards from the
advertisement campaign of the Bulgarian
produced Vodka X-taz, Sofia, March 2003
(Or this one here... | would surely have an
accident while | am leering and then they
are going to have to take me to Philips and
patch me up)
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TBI, 2003. [letaiinu. AHanu3 Ha peknamHata cpeaa
HCV, 2003. Details. Analysis of the advertisement environment

a/ As a result, the movement of the gaze along the city
interface is similar to the flight of a butterfly except it is
more secretly manipulated.



b/ The corporate logo — it is far away, high up, shiny, extremely clear as form = sign, with a
minimum of concrete meaning. It does not inform. It is just there, it reminds, it dominates.
Most often it is imported in already existing and a-contextual form.

c/ Bulgarian (may be Balkan as well?) billboard / business.

d/ It is reflecting something from
both the two main categories and
that's where its special status comes
from — it both attracts and repels the
gaze in mush the same way as
pop-folk (“tchalga”) music. The BG
billboard is: a/ glossy and perfect in
form as the corporate logo; b/ rude
and vulgar in mentality as the
neighborhood logo.

e/ The neighborhood logo — it is
near, it is low next to me, it is rude,
it is “non-aesthetic” in form, with
maximum concrete meaning and
information. It informs, it is there, it
attracts, it disturbs. Local initiative,
production, mentality.
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I'BI, 2003. Jertainn.

B maxanute Tnoto Ha yoBeka
6YKBaNHO Ce ,BTbPKBA“ BbB
BU3yasnHaTa cpepa.
MaxneHcKoTo noro fOMuUHMpa
NPOCTPAHCTBOTO OKONO Y0BEKA
B anametbp o1 20-50 M, Karo,
NOfOGHO Ha YNnYeH nec, ro
L,MpennKaBa“ BU3yanHo

HCV, 2003. Details. In the
neighborhoods the body of a
person is literally “rubbing” off
the visual environment. The
neighborhood logo is dominat-
ing the space around the per-
son in a 20-50 m diameter and
just like a stray dog is visually
“marking” its territory









LUCHEZAR BOYADJIEV

1957
1975/80
1992

Born: October 12th in Sofia, Bulgaria
National Art Academy, Sofia

Works in Kunsthaus-Horn with a grant
from KulturKontakt — Wien, Austria

Works in New York with a grant from The
Getty Grant Program, CA, USA

Works in Wachtberg/Gars-am-Kamp,
Austria with a grant from KulturKontakt
Works in Wachtberg/Gars-am-Kamp,
Austria with a grant from KulturKontakt
Works in The Fabric Workshop and
Museum, Philadelphia, USA. Artslink grant
from The Open Society Institute, New York,
USA

Resident Fellow / Visual Seminar, Center
for Advanced Studies and Institute of
Contemporary Art, Sofia

Artist in Residence, Couvent des
Recollets-Paris, Mairie de Paris, Paris,
France *

1993
1996

1997

2003

2004

One Person Exhibitions:

2004
Roma in Sofia, One-artist stand in The Balkans —
a Crossroad to the Future, Arte Fiera, Bologna, Italy (C)

2003
Hot City Visual, project for Visual Seminar, ICA at ATA
Center, and interventions in the city, Sofia (C)

2002
In/0ut..., Center for Advanced Studies, Sofia

2001

E-Face 2000 /web version/
www.halle-fuer-kunst.de/luchezar/
www.halle-fuer-kunst.de/web/. Halle_fir_Kunst,
Lueneburg, Germany (curator Heike Munder)

Knoll Gallery, Vienna (C)

The Chairs..., Globale Positionen in Der Standard Daily,
Nov.-Dec. 2001, Museum in Progress, Vienna

Artist View / Luchezar Boyadjiev, ArtMargins - Web,
www.artmargins.com/content/artist/boyadijev.html

2000
Remont Gallery, Belgrade, Serbia, YU (C)
E-FACE 2000, ArtMediaCenter TV Gallery, Moscow

1999

Reachable(s), CIX Gallery, Skopje (C)

@e-face.show, Ata Center for Contemporary Art, Sofia (C)
In/Qut..., in again, at the Swiss Embassy Residence,
Sofia

1998
Small Talk 1, Institute of Contemporary Art, Sofia
Revolution for All, Holden Gallery, MMU, Manchester, UK
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1997

| love Jesus — Souvenir Shop, former Bulgarian
Embassy, Cetinje, Montenegro, YU (curator lara
Boubnova)

Cover Version 2, Hohenthal und Bergen Galerie,
Cologne, Germany

Up and Down. Back and Forth, 68 Hope Street Gallery,
VP’97, Liverpool, UK

Gallery by Night, Studio Gallery, Budapest (a project with
Roza El-Hassan), (curator Barnabas Bencsik)

1995

The Fountain of Europe, National Gallery for Foreign Art,
Sofia

Astrologic, Ata-Ray Gallery, Sofia

1994

The Fountain of Europe: Doubletake, Center for
Curatorial Studies — Museum, Bard College, Annandale-
on-Hudson, NY, USA (curator Vasif Kortun)

1993

Hohenthal und Bergen Galerie, Munich, Germany (C)
Luchezar Boyadjiev (solo stand with Hohenthal

und Bergen Gallery), KUNSTRAI'93, Amsterdam,

The Netherlands (curators Edy de Wilde, Saskia Bos,
Henk Visch) (C)

1992

Festigung des Glaubens — installations, IFA Galerie,
Berlin, Germany (curator Barbara Barsch) (C)

Crucifixion for the Fisherman — 150 drawings, Lessedra
Gallery, Sofia

Group Exhibitions:

2003

Stralenfeger / newspaper for homeless in Berlin,
special issue, Berlin (curator Andreas Schlaegel)

In the Gorges of the Balkans,

Kunsthalle Fridericianum, Kassel, Germany

(curator René Block) (C)

Video Screening 04, Galerie Martin Janda_Raum
Aktueller Kunst, Vienna; Galerie der stadt Schwaz,
Schwaz, Austria; VTO, London; ZERO Arte
Contemporanea, Piacenza, ltaly; Kurimanzutto, Mexico
City; etc. (curator Andreas Huber)

Blood & Honey / Future’s in the Balkans,

The Essl Collection, Klosterneuburg/Vienna (curator
Harald Szeemann) (C)

Phodar Biennial, City Art Gallery, Pleven, Bulgaria (C)
Mors Impossibilis, Irida Gallery, Sofia (curator Boris
Kostadinov)

Bound/less Borders, Goethe Institute Inter Nationes,
Bucharest; Thessalonica (Greece); on trucks, streets of
Sofia (with ICA-Sofia); Rieka (Croatia); etc.

Sofia Film Fest / Digital Weekend, Red House, Sofia
Export-lmport, Sofia Art Gallery, Sofia

(curator Maria Vassileva) (C)



2002

VHS, Section 13-UBA, Shipka 6 Gallery, Sofia
Self-Portrait, Borusan Art Center, Istanbul (curator Beral
Madra) (C)

Vision — Image and Perception, C3 Foundation and
Mxcsarnok/Kunsthalle Budapest, Budapest (curator
Miklos Peternak) (C, CD ROM)

In Search of Balkania, Neue Galerie am Landesmuseum
Joanneum, Graz, Austria (curators Peter Weibel, Roger
Conover, Eda Cufer) (C)

Balkan Art ‘02, Center for visual culture Golden Eye, Novi
Sad, Serbia, Yugoslavia (curator Sava Stepanov) (C)

5th Cité des Ondes — Champ Libre, Craig Pumping
Station, Montreal, Canada (curator: Stephen Kovats),
Kunstsommer Wiesbaden 2002. 40 Years of Fluxus
Festival. International Networks, Karstadt Technikhaus,
Wiesbaden, Germany (curators René Block, Rirkrit
Tiravanija)

Girls and the Sea. An Exhibition of the 8th of March
Group of female artists, Bulart Gallery, Varna, Bulgaria
(curator Maria Vassileva)

Conflicts and Dialogues, 3rd Festival August in Art, City
Art Gallery, Varna, Bulgaria (curator Roumen Serafimov)
Budapest Box, Ludwig Museum, Budapest (curators
Katalin Timar, Dora Heguy, Roza El-Hassan)

Manifesta 4, Frankfurt, Germany (curators lara Boubnova,
Nuria Enguita Mayo, Stéphanie Moisdon Trembley) (C)
Reconstructions, 4th International Biennial, Cetinje,
Montenegro, YU (curators lara Boubnova, Andrei Erofeev,
etc.) (C)

An Artist who does not speak English is not an artist,
Tallinna Kunstihoone (Tallin Art Hall), Tallinn, Estonia
Bound/less Borders, Goethe Institute Inter Nationes,
Belgrade, Cetinje, Sarajevo, Skopje (curator Biljana Tomic,
for BG — lara Boubnova) (C)

Micro-Festival of Digital Culture and Debate, Sofia
(curator lliyana Nedkova)

Graphica Creativa’02, Jyvaeskylae Art
Museum/Jyvaeskylae Centre for Printmaking, Jyvaeskylae,
Finland (C)

The Collective Unconsciousness, MIGROS Museum fir
Gegenwartskunst, Zurich, Switzerland (curator Heike
Munder)

2001

Konverzacija (A Short-Notice Show), Museum of
Contemporary Art, Belgrade (curators B. Andjelkovic,
B. Dimitrijevic, D. Sretenovic) (C)

Escape, The Tirana Biennial, Tirana, Albania (Artistic
Director Giancarlo Politi), (C)

Tenantspin / Superchannel Webcast, FACT, Liverpool,
UK, www.superchannel.org/Home/Channels/SPIN/
Crossing_Over_Communities.rm/player.html
VideoJune. Videoscreening 03, ZERO Arte
Contemporanea Gallery, Piacenza, ltaly

An Artist who does not speak English is not an artist,
Knoll Gallery, Budapest (C)

Motel Jezevo, Jezevo Detention Center (near Zagreb),
Croatia (curator Nada Beros) (C)

Small Talk, Museum of Contemporary Art, Skopje

(artistic/curatorial project) (C, CD ROM)

Hybrid Dwellings, Arsenal Gallery, Bialystok, Poland
(curator Denise Carvalho) (C)

Do not Look at Me with This Tone, Section 13-UBA,
Shipka 6 Gallery, Sofia

Reality Watch_ICA, Municipal Art Gallery, Rousse,
Bulgaria (curator lara Boubnova)

Correspondences, IFA Galerie, Berlin / Stuttgart / Bonn
(curators Barbara Barsch, Suzana Milevska) (C)
Perfect Match, Main Shopping Center (...% Sex Up at LISCA
Lingerie Shop), Skopje (curator Suzana Milevska) (C)

2000

Leseraum, Secession, Vienna (a project by

Roza El-Hassan) (C)

I Love Art Video, Videonight at Wacken Theater,
Strasbourg, France (curators: Karine Vonna & Georges
Cezanove of Le Forum Itinérant, Strasbourg; Christian
Bernard of MAMCO, Geneva; Pascal Neveux of Art Center,
Sélestat; George Heck of Vidéo les beaux Jours;
Le-maillon / Théatre de Strasbourg)

Virtual Urban, at www.arthouse.ie/exhibitions/vu/
index.html, (a web project by Aisling O' Beirn /

Marjetica Potrc)

COMMUNICATION, Aschersleber Kunst- und Kulturverein,
Aschersleben, Germany (curator Hans Knoll) (C)

At Room Temperature, Studio of lvan Moudov, Sofia
(curator Dessislava Dimova)

After the Wall, Museum of Contemporary Art — Ludwig
Museum, Budapest; Hamburger Bahnhof, Berlin
Négociations, CRAC-SOte, Séte, France (curators Bernard
Marcadé, Nicolas Bourriaud)

cooperativ — Kunstdialoge Ost-West, Stadthaus Ulm,
Ulm, Germany (curator Friederike Kitschen) (C)

La Folie Archive(s) — contribution; La Ville, le Jardin, la
Mémoire 1998-2000, Villa Medici, Rome (curators
Laurence Bossé, Carolyn Christov-Bakargiev,

Hans Ulrich Obrist) (C)

ArtMoscow ‘2000 (with TV Gallery, Moscow), Central
House of the Artist, Moscow (C)

Pro@Contra — MachineMachy, ArtMediaCenter

TV Gallery, Moscow (curators Alexei Isaev, Olga Shishko,
Tatiana Gorucheva)

100 days — no exhibition, Salzburger Kunstverein,
Salzburg, Austria (curator Hildegund Amanshauser) (CD
ROM)

L’Autre moitie de I’Europe. Social Reality / Existence /
Politics, Galerie nationale du Jeu de Paume, Paris
(curators Victor Misiano, Lorand Hegyi, Anda Rottenberg)
(CD ROM)

Worthless (Invaluable), Moderna Galerja, Ljubljana,
Slovenia (curator Carlos Basualdo) (C)

1999

Interstanding 3 — Beyond the Edge, 6th Annual Show of
SCCA-Tallin, Rotermann Art Center, Tallin, Estonia
(curator Ando Keskkula)

On Demand, Galerie Fotohof, Salzburg, Austria (C)
publi©domain, Fototriennale '99, Graz, Austria (curators
Werner Fenz, Ruth Maurer) (C; CD ROM)

65



After the Wall: Art and Culture in Post-Communist
Europe, Moderna Museet, Stockholm (curators Bojana
Pejic, David Elliott) (C)

TEMP-Balkania, Kiasma Museum of Contemporary Art,
Helsinki http://www.savanne.ch/balkania/chair/index.html
Always Already Apocalypse, The Institute for Earthquake
Engineering and Engineering Seizmology, Skopje; Yildiz
Sabanci Kultur Merkezi at the 6th Istanbul Biennial,
Istanbul (curator Suzana Milevska) (C)

Project END, Interspace, Sofia (CD ROM)
Videoarchaeology, Ata Center for Contempoarary Art,
Sofia (curators Boris Kostadinov, Zhivka Valiavicharska)
(CD ROM)

Turning the Page, Apolonia’99, Sozopol, Bulgaria
(curator Dessislava Dimova) (C)

Recipes, Institute of Contemporary Art, Sofia (curator
Maria Vassileva)

Communication Front, Old Turkish Bathhouse, Plovdiv,
Bulgaria (curators — Foundation Art Today, Plovdiv)
Leisure and Survival, Taxispalais, Innsbruck, Austria

FactAPT6anTep, 2000. durutanta rpaduka, 210 x 510 cm
GastARTbeiter, 2000. Digital print, 210 x 510 cm

(curator Silvia Eibimayr)

Translocations. (new) media/art, Generali Foundation,
Vienna (curator Georg Schollhammer)

Inventing a People. Contemporary Art in the Balkans,
National Gallery for Foreign Art, Sofia; ArtExpo Foundation,
Bucharest; Macedonian Museum of Contemporary Art,
Thessaloniki, Greece; Art Box, Kavala, Greece;
Contemporary Art Center of Larissa, Larissa, Greece
(curator Andre Rouille) (C)

1998

Onufri’98. Permanent Instability, National Art Gallery,
Tirana, Albania (curator Edi Muka)

Money/Nations, Shedhalle, Zurich, Switzerland (curator
Marion von Osten) (C)

Revolution/Terror, ISEA’98, Manchester-Liverpool, UK
(curators Charles Esche, Eddie Berg, lliyana Nedkova) (C)
Revolting, Temporary Media Lab, Manchester, UK
(curator Micz Flor)

Bulgariaavantgarde. Kraeftemessen II,
Kuenstlerwerkstatt Lothringerstrasse, Munich, Germany
(curator lara Boubnova, concept Haralampi G.
Oroschakoff) (C)



1997

Ostranenie’97, International Forum for Media Art, Dessau,
Germany (curator Stephen Kovats) (C, CD-ROM)
Aller-Retour, 3rd International Biennial, Cetinje,
Montenegro, YU (curators Andrei Erofeev, Bernard
Marcade, lara Boubnova) (C)

Art in Landscape, 4th International Symposium,
Wachtberg/Gars-am-Kamp, Austria (curator

Dieter Graff) (C)

Deep Europe, Hybrid Workspace, documenta X, Kassel,
Germany (curator Geert Lovink)

9th International Biennial for Graphic Art (section
Simulations), Varna, Bulgaria (curator lara Boubnova) (C)
Contemporary Bulgarian Art, National Art Gallery, Sofia
Bulgarian Art Book, Ata Center for Contemporary Art,
Sofia (curator Milko Pavlov) (C)

Is Europe just a word?, 2nd Biennial of Emerging Art,
Siena-Pisa, Italy (curator Valeria Bruni) (C)

Ars Ex Natio. Made in BG, 4th Annual Show of the Soros
Center for the Arts-Sofia, Old City of Plovdiv, Bulgaria
(curators lara Boubnova, Maria Vassileva) (C)

Escaping Gravity — Video Positive’97, FACT, Liverpool, UK
(curators Charles Esche, Stephen Bode, Eddie Berg) (C)

Beyond Belief..., Joslyn Art Museum, Omaha, Nebraska,
USA (curator Laura J. Hoptman)

Papier/2, Hohenthal und Bergen Galerie, Munich,
Germany

1996

Evidences. The Real Diversity, 3rd Annual Show of the
SCA-Sofia, Sofia Municipal Art Gallery, Sofia (curators G.
Gatev, K. Minchev, S. Stefanov, H. Tcherkelov) (C)
Bulgarian Glimpse Show, Association of Moscow Art
Galleries and BCIC, Moscow (curator lara Boubnova) (C)
Eastern Europe: Spatia Nova, 4th International Biennial,
St. Petersburg, Russia (curator lara Boubnova) (C)

Art in Landscape, 3rd International Symposium,
Wachtberg/Gars-am-Kamp, Austria (curator

Dieter Graff) (C)

Beyond Belief..., Allen Memorial Art Museum, Oberlin
College, USA; Institute of Contemporary Art, Philadelphia,
USA (curator Laura J. Hoptman)

Chaotic — Hermetic, 6 Shipka St. Gallery, Sofia

(curator Milko Pavlov)

The Pictorial Image of the 1990-ies, National Palace of
Culture, Sofia (curators S. Stefanov, R. Rouenov)



1995

Orient/ation, 4th International Biennial, Istanbul, Turkey
(curator Rene Block) (C)

Beyond the Borders, 1st International Biennial,
Kwangiju, South Korea (curator Anda Rotenberg, etc.) (C)
Beyond Belief: Contemporary Art from East Central
Europe, Museum of Contemporary Art, Chicago, USA
(curators Laura J. Hoptman, Richard Francis) (C)
Projects by..., National Gallery for Foreign Art, Sofia
(curator lara Boubnova)

30 Grand Prix, 6 Shipka St. Gallery, Sofia (C)

Week of Modern Art, Old Turkish Bathhouse, Plovdiv,
Bulgaria

1994

N-forms? Reconstructions and Interpretations,

1st Annual Show of the SCA-Sofia, Raiko Aleksiev Gallery,
Sofia (curators B. Klimentiev, D. Popova, S. Stefanov,
N. Boshev) (C)

22nd Sao Paulo Biennial, Sao Paulo, Brazil (curators
lara Boubnova, Nelson Aguilar) (C)

Instability — Progress, French Institute, Sofia (curator
lara Boubnova) (C)

Le Nomadisme culturel. Artistes contemporains
bulgares, East/West Festival, Die, France (curator Irina
Genova) (C)

Moisture — Plainair for Avant-garde art,

(organized by KA Gallery, Bourgas), in Arkoutino

on the Black Sea Coast, Bulgaria

(curator lara Boubnova)

The Artists of LETTRE INTERNATIONALE, LiteraturHaus,
Wien, Austria

Art — Ritual, Ritual — Art, 3rd Multimedia Festival, Sofia
(curator D. Nenova)

In Search for the Self-Reflection, Old City of Plovdiv,
Bulgaria (curator lara Boubnova) (C)

The Nail, 6 Shipka Str. Gallery, Sofia

1993

Works on Paper, Ata-Ray Gallery, Sofia (curator

lara Boubnova)

Kunst auf Zeit. Eine Recherche, Kunstamt Tiergarten,
House am Lutzowplatz, Berlin, Germany (curator

Paul Corazolla) (C)

East — West, Art Hamburg’93 (with Hohenthal und Bergen
Gallery), Hamburg, Germany

Object — Bulgarian Style, 6 Shipka Str. Gallery, Sofia
(curators lara Boubnova, Maria Vassileva,

Diana Popova)

Art Frankfurt’93 (with Hohenthal und Bergen Gallery),
Frankfurt, Germany

1992

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

From a Moment of Truth — Works on Paper from
Bulgaria, Karl Drerup Gallery, Plymouth State College,
Plymouth, NH, USA (curator Rachel Weiss) (C)

Hair from a Brush, Club of the (eternally) Young Artist,
6 Shipka St. Gallery, Sofia
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1991

Happy-krai (end), Club of the (eternally) Young Artist,

6 Shipka St. Gallery, Sofia

Negative Territories, Gallery Art in Action, Sofia

(curator 0. Dvorianov)

Kaimak (cream) — art, ten art critics’ selection of young
artists, 6 Shipka St. Gallery, Sofia

lllusions, illusions..., Club of the (eternally) Young Artist,
6 Shipka St. Gallery, Sofia

1990

10/10/10, Club of the (eternally) Young Artist, Sofia State
University Gallery, Sofia

End of Quotation, Club of the (eternally) Young Artist,
Sofia State University Gallery, Sofia

Moderate Avant-garde within the Framework of
Tradition, Club of the (eternally) Young Artist, 6 Shipka
Str. Gallery, Sofia

1989
11.11.(‘89), Union of Bulgarian Artists, Blagoevgrad,
Bulgaria

1987

Author’s Proof (conceptual participation),
134 Rakovski St. Gallery, Sofia

(curators Kiril Prashkov, Philip Zidarov)

Curatorial work:

2003/4
Red Riviera Revisited, for Visual Seminar, ICA-Sofia,
Sofia *

2001

Small Talk, Museum of Contemporary Art, Skopje
(artistic/curatorial project in collaboration with
MCA-Skopije)

VideoJune. Videoscreening 03, ZERO Arte
Contemporanea Gallery, Piacenza, ltaly

(Bulgarian video works, together with lara
Boubnova)

1999
Station Sofia. Translocations. (new) media/art,
Generali Foundation, Vienna (with lara Boubnova)

1992
3rd International Istanbul Biennial — Bulgarian
participation, Istanbul, Turkey

1991
Europe Unknown — Bulgarian participation, Krakow,
Poland

1990

End of Quotation, Club of the (eternally) Young Artists,
Sofia State University Gallery, Sofia

Christo — 22 posters, National Palace of Culture, Sofia
(with Philip Zidarov)



1989

Marry Christmas — Hanging Objects, Club of the
(eternally) Young Artist, Universiada Hall, Sofia
Conferences, lectures, presentations:

2003

south...east...mediterranean...europe...,

Platform Garanti Contemporary Art Center, Istanbul
ARCO’03, Madrid

Lecture at Export-Import, Sofia Municipal Art Gallery,
Sofia

2002

Coffee Break — Manifesta, Liverpool Biennial and
Manifesta (IFM), Adelphi Hotel, Liverpool, UK

Panel discussions program, Manifesta 4, Frankfurt
Presentation at Micro-Festival of Digital Culture and
Debate, National Art Academy, Sofia

2001

An Artist who does not speak English is not an artist,
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Pro@Contra, Moscow MediaArtLab, Moscow, Russia

1999

Interstanding 3. Beyond the Edge — Escaping from
Marginality, Rotermann Art Center, Tallin, Estonia
Communication Front, Foundation Art Today, Plovdiv,
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1998

Permanent Instability, National Gallery of Art,
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1. Symposium zur Kunst und Kunstvermittlung in
Mittel- und Osteuropa, ifa-Stuttgart, Stuttgart, Germany
The Art Critic during the last decade, AICA-Macedonia,
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Border Economies, Shedhalle, Zurich, Switzerland
Junction Skopje, V2_East Syndicate, SCCA — MCA
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Exploding Media, Salford University, Manchester, UK
(ISEA’98)

1997
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Contemporary Art?, International Conference, Plovdiv,
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Erato’s Version. Is It Time Now for Female Art in
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LEAF’97 (Liverpool Electronic Arts Festival), FACT,
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1995
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World, Kunstverein Muenchen, Munich, Germany

1994

The Museum for Contemporary Art — Between East and
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Deutschland, Bonn, Germany

1992
18th Congress in the History of Art, Berlin, Germany

1991
15th AICA Congress, Santa Monica, USA

AICA Session, Cracow, Poland

1990

Modern Problems of Power and Culture. The
Philosophical Foundations of Post-Modern Culture,
co-director for Eastern Europe, Inter University Center,
Dubrovnik, Croatia

1989

The Post-Modern Cultural Situation, Institute for Art
Studies, Sofia

Public Post-Modern Readings, Institute for Art Studies,
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2002
Reconstructions, Workshop with international art
students. Ahead of 4th Biennial, Cetinje, Montenegro

2000

Guest Lecture Program, Goldsmiths College, University
of London, London, UK

The First National Curatorial Training Course, ICA, Sofia
(lecturer)

1999

The Case of the Cultural GastARTbeiter, Tutorial
Workshop, Akademie der bildenden Kiinste Miinchen,
Munich, Germany

1998/9

course Contemporary Art — formation and/or
information?, Dept. of Stage Design, National Art
Academy, Sofia

1996/9
course Art and Media Space at the New Bulgarian
University, Sofia
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course The Art of the 20th Century, at the Southwest
University St. Neofit Rilski, Blagoevgrad, Bulgaria

course The Art of Modernism and Post-Modernism after
1945, at the National Art Academy, Sofia

course Visual Art as Mass media, at the New Bulgarian
University, Sofia

1992
course Politics of Representation in Contemporary Art,
at the National Art Academy, Sofia
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Grand Prix, Onufri’98. Permanent Instability, National Art
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Ha cu nammcnuw Codua Kato rnegka
Conceiving Sofia as a Sight




Mwna MuHeBa B pa3roBop
¢ AnekcaHabp Kboces

AnekcaHpgbp KboceB: [10KONKOTO a3 nmam Morfeqn, CounonornaTa e Hayka, Kosto
Ce 3aHMMaBa C OHe3M 3aKOHOMEPHOCTU Ha CoLManHNs CBST, KOUTO ca HEBUAMMU 3a
camuTe yyacTHUUWM B Hero, T.e. T B CBOATA 30pa CE € 3aHMMmaBana ¢ U3cneasaHe Ha
HeBMONMMN NOBTaPALLN Ce CTPYKTYPU N TeHOeHLUN Ha O6LIJ,€CTBOTO, KOUTO CbBCEM HE
ca 6unn 3a6enexxnmn 3a yvyacTHILUTE B TOBa 06LecTBO. B T031 cmucbn ganu npo-
€KTbT 3a BM3yanHa COLMONOrMsS He HOCK HELOo napafokcanHo B ce6e cu, panu e
Bb3MOXXHO [ia CE MpaBun COLMOSIONS Ha BUOAMMOTO, Clefl KaTo coumonorusTa ce cra-
pae na 6bae coumonorms Ha HeBUANMOTO?

Mwuna MwuHeBa: BusyanHata couuonorus HaucTuHa uarnexxaa KaTo napagokcaneH
MPOEKT OT IMeAHa Touka Ha eaHa TpPaguLyoHHa COLMONIOrus, HO camara T4 € [o ro-
nsiMa cTeneH onuT Aa ce NPemuciiu UMEHHO TPaAULMOHHOTO U3cneaBaHe Ha couu-
anHoTo. TS Bb3HMKBA KaTO OTFOBOP HA €AHO CbCTOSIHUE HA COLMOSIOrMsATa, KOETO Ce
npexuBsiBa kato kpusa.  ce cnyusa kato kputuyecka pednekcus, KakTto BbpXy
rnefHaTa Touka Ha n3crnefoBarers, Taka 1 BbpxXy AepuHILMMTE Ha coumnanHoTo. 13-
cnenBaHusTa, KOUTO MABAT OT APYIY HAyYHW NapagurMi U KOWTO Mokaseart norneaa
KaTo UCTOPUYECKN KOHCTPYUpaH, AaBaTt apryMeHTy 3a NpeMUCISHeTO Ha u3cneno-
BaTefickata no3uums Ha efuH couuosior. EQHOBpeMeHHO ¢ ToBa 3arnoyBa fa ce
npo6nemaTnaupa o6pasa Kato NHTepnpeTauus, a He MPOCTO KaTo Bb3NpusTue, Ko-
€TO M03BONsIBA MMEHHO MPE3 aHanM3a Ha HauMHUTE Ha rMefaHe aa ce PEKOHCTPYK-
pa couunasnHoTo.

Milla Mineva in conversation with
Alexander Kiossev

Alexander Kiossev: As far as | know, sociology is a scientific discipline

dealing with those laws governing the social world that are invisible for those
who participate there. When it was conceived sociology was involved with
the research of invisible constant structures and tendencies in society that
were not at all noticeable for the participants in this society. In this sense,
isn’t the project of visual sociology marked by a paradox, is it possible to
deal with sociology of the visible provided sociology is striving to be sociolo-
gy of the invisible?

Mila Mineva: Indeed visual sociology looks like a paradoxical project from
the point of view of a traditional sociology. However, it is an attempt to
reconsider precisely the traditional ways of research of the social world.
Visual sociology itself started as an answer to a certain condition of sociolo-
gy, which is experienced as a crisis. It happens as a critical reflection both
on the standpoint of the researcher and on the definitions of the social.
Research coming from other scientific paradigms and interpreting the gaze
as a historical construct provide arguments for re-thinking the research posi-
tion of the sociologist. At the same time, the image is conceptualized as
interpretation rather then perception and that allows for the reconstruction of
the social through analysis of the ways of seeing.

A.K.: We are back at the initial question. Do these images reveal relevant
aspects of the social world because the sociological premise is that the sub-
stantial laws are hidden for their agents?
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A.K.: Bpbwame ce kbM HauyanHus BbNpOC — Jann Te3n o6pasun paskpmBaT CbLUECT-
BEHU Hella 3a counanHnsa CBAT, 3aLl0TO coumonormyeckara npe3ymnums e, ye Cblu-
HOCTHWUTE 3aKOHOMEPHOCTY Ca CKpUTU 3a CaMUTe areHTnu?

M.M.: Mpo6nembT € Kak ce cTura Ao CKpUTOCTTa, T.€. A0 Te3N 3aKOHOMEPHOCTU, KO-
UTO ca Henpo3payHu 3a camute akTbopu. CoumonornsaTa, KOSTO CU CNy>KN C Kadec-
TBEHW METOAM CTUra A0 CKPUTUTE NOAPEAEHOCTN, NPaBeiKi UHTEPBIOTA C BbNPOCHU-
Te coumanHn akTbopu, HabnoaaBanky NPakTUKK, T.e. TS Ce ONuTBa OT TE3W YacTuu-
HW BCEKUOHEBHMW 3HAHMS HA Y4aCTHULUTE B couManHaTa peanHocT Aa OTKpue o6sic-
HEeHNeTo npe3 Beve Hay4YHO KOHCTPYUPaHU NOHATUA N TeOPEeTUYHN Moaenin. Tosa, KO-
€TO NMpasu BU3yanHata Couuosnoris, e aa paswupu n3cneaBaHeTo kbM 06pasa, T.e.
TS U3CNeaBa He camo ANCKYpCUTe, KOUTO CoumanHUTe akTbopy U3Mnon3ear, 3a ga cu
06sicHABAT coumanHaTa peasiHoCT, a 3ano4yBa fa MHTEpPnpeTupa o6pa3nte OTHOBO
KaTo Npou3BefeHn OT yyacTHMLUM B coumanHaTa peanHocT. OcBeH ToBa Bu3yanHara
coumonorusi ce paxga MMEHHO B MOMEHTa, Korato 3a CbBPEMEHHOCTTa Ce roBOpu
npes TepMmuHa ,Bu3dyanHa Kyntypa“, TepMuH, KOWTO Tpsi6Ba Aa onulle LeHTpanHocT-
Ta Ha BM3YaSIHOTO Bb3NPUSTUE BbB BCEKUOHEBHMUS XXMBOT. AKO )KUBEEM BbB BU3Yya-
NEH CBAT, T.€. CBAT, KONTO NPOU3BEXAa CMUCMTE CU Npe3 06pasu, To Toraea, 3a aa
ro paséepem, 3a 4a OTKpPUEM CKPUTUTE My 3aKOHOMEPHOCTK, H1e TpsabBa Aa nscnen-
BaMe MMEHHO o6pasuTe.

A.K.: Cneneanku PonaH bapr, a3 we kaxa, ye B uanata ceMmonormyHa cuctema numa
npuUBUIErMpoBaHy KOJOBE U Te ca BepbanHuTe, CIIOBECHUTE KOQOBE, 3aLL0TO Te Npu-
TeXxaBaT Cnoco6HoOCTTa Aa 6baaTt eqHOBPEMEHHO KOLOBE Ha peasiHocTTa U KofoBe
Ha pedrekcusTa - MeTa-KogoBe, T.e. Te BUHArM cb3gaBaTt Bb3MOXHOCTTA [a Ce UH-

M.M.: The problem is how does one approach the “hidden-ness”, that is those
laws and regularities that are not transparent for the actors themselves. The

kind of sociology, which is using serious methods, is able to reach the hidden
orders by conducting interviews with the social actors concerned, by observing
the practice, etc. It is trying to find explanations on the basis of this fractional
everyday life knowledge of the participants in the social reality and through sci-
entifically pre-constructed concepts and theoretical models. What visual sociolo-
gy is doing is to widen the research in the direction of the image, i.e. it is investi-
gating not only the discourses used by the social actors to explain the social
reality but is beginning to interpret the images as having been produced by par-
ticipants in the social reality. Furthermore, visual sociology is born at the precise
moment when contemporaneity is approached through the term “visual culture”,
a term that is supposed to describe the centrality of the visual perception in
everyday life. If we are living in a visual world, which is to say a world that is pro-
ducing its meanings through images, then we have to research its images in
order to understand it and to reveal its hidden laws.

A.K.: Following Roland Barthes | would say that there are privileged codes in
the allover semiological system and these are the verbal codes, the word codes
because they have the ability to be at the same time codes of reality and codes
of reflection, i.e. meta-codes, thus they always provide the opportunity to inter-
pret something in the ordinary, everyday life language. Somebody dealing with
the visual codes will not after all describe these through pictures but will write an
essay about them, will describe them in a highly theoretical though still verbal
language. In the final analysis, isn’'t the verbal referential system the basic one
through which all cultural codes are being read? Is there a possibility for a pure-
ly visual world?
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TEpnpeTrpa Hewo Ha O6MKHOBEHWS, BCEKUAHEBEH e31K. EQVH YoBeK, KONTO
ce 3aHVMaBa C BU3yanHuTe KOfoBe HAMa BCe Mak Aa rvi onulle ¢ KapTUHKY,
a Lie Hanuie cTaTus 3a TsX, T.e. Le MM onuiie Ha eAuH BUCOKO TEOPETUYEH,
HO BCe MaK clioBeceH e3uk. [anu B nocnegHa cMeTka OCHOBHaTa pedepeH-
umanHa cucTtema, Npes KOSTO Ce pasuutaTr BCUUKU KYNTYPHU KOJOBe, He e
cnoBecHata? CbluecTBYBa N1 Bb3MOXXHOCT 3a UYMUCTO BU3YyaneH CBAT?

M.M.: Heka pa 3anoyHa OT Kpas — 4opu fa CbLlecTByBa NOJO6HA Bb3MOX-
HOCT 3a YNCTO BMU3yaneH CBAT, TON eaBa nu we 6bae 0Co6eHo nHTepeceH. 3a
MEH € Mo-no6ornnTHO aa Mmucnsa Bu3mndata N TeKkCta Kato Bb3MOXXHOCTU 3a Npo-
M3BOACTBO Ha CMWCB/I, fa OTKPMBAM BPbL3KUTE WM HaNpeXeHusTa Mexay
TAX. W ako ce BbpHa KbM HauanoTo Ha Bbrpoca 6ux kasana, ye npobrnembT
He e KOSl e OCHOBHarta pedepeHumnanHa cuctema, T.e. TyK He CTaBa gyma 3a
pasnpefensHe Ha nNpuBuerMpoBaHn no3mumun. NMo-ckopo Npo6aem Ha couu-
onorvsita, OpveHTupaHa KbM 06pasuTte e, Ye OHellHaTa peasiHoCT € MHOro
BMU3yarnHa, T.e. UMEHHO 06pa3uTe ce SBSBaT OHOBA, NPEe3 KOETO BCEKNOHEB-
HO ce cxBawa cseTa. CoumanHuTe akTbopu ca NoToneHn B 06pasu 1 npes
OHe3M Hella, KOUTO Ce BWKOAT, MOXXe [a Ce PEKOHCTpyupa KapTuHaTta Ha
CBETa, B KOWNTO Te XUBesT. VIMEHHO B TO31 CMUCHJ1 06pa3bT NoKasBa Cbluec-
TBEHU Hella 3a coumanHaTta peanHocT, 3aloTo Npes3 Hero ce nponssexaar
HENHUTE CMUCN.

AK.: OT TBOSI rnegHa Touka Kaksa e creundukaTa Ha BU3yanHusi Ko, C Kak-
BO TOW Ce pasnuuyasa OT ApYrute KynTypHU KOgoBe?

M.M.: LLle ce cnpa Ha oHe3u crneundrKkm, KOUTO Me 3aHUMaBaT B KOHKPETHO-
TO MU n3cneggsaHe un 1o untupankn Mupuoed. Ton TBbpAK, Ye BU3USTA He 3a-
MEHS AUCKypca, HO ro NpeBpblLa BbB BCEKMOHEBHO pa3bupaHe, Npasu ro no-
OeMOoKpaTuyeH, no-6up3 1 no-epexktueeH. MimeHHo ToBa e crneundurkaTa Ha
BU3yanHua Kod, KOATO My NMO3BOMsBa Npe3 u3cregBaHe Ha MOLEHCKN Kap-

M.M.: Let me start from the end. Even if such a possibility for a purely visual world would
exist such a world would hardly be terribly interesting. For me it is rather more interesting
to think about vision and text as possibilities to produce meaning and to discover the links
or the tensions between both. If go back to the beginning of your question, | would say
that the problem is not which one is the main referential system, this is not about distribu-
tion of privileged positions. It is rather the problem of image-oriented sociology that
today’s reality is too visual, i.e. it is precisely images that are the filtering agent through
which the world is perceived on an everyday basis. The social actors are submerged in
images and one can reconstruct the world they inhabited through the things they see. It is
in this way that the image is revealing substantial things about the social reality because
its meanings are produced through the image.

A.K.: What in your view is the specific of the visual code? In what way is it different from
the other cultural codes?

M.M.: | will concentrate on the aspects that | am dealing with in this study and | will use
quotations from Nicolas Mirzoeff. He says that the vision does not replace the discourse
but is transforming it into casual understanding, makes it more democratic, faster and
more efficient. That’s precisely the specific of the visual code which makes it possible for
me to research postcards in order to try and reconstruct the understanding of urban
space. The images on the postcards are demonstrating the concepts of urbanity as they
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TUYKKN Aa ce onuTBaM Aa PEeKOHCTPpyMpam pasbrpaHeTo 3a rpaAckoTo NPOCTPaHCTBO.
O6pasute Ha TAX MokasBaT MOHATUATA 3a PafcKOCT, Taka KakTo Te ca GopmMmupaHin
VMEHHO B Ta3u COLMO-KyNTypHa peanHocT. U rm noka3sat kaTto yacT OT BCEeKnaHeBUe-
TO, OT BCEKMAHEBHATA NPakTnKa, B KOATO COLMANHNAT akTbop pa3no3Hasa MMEHHO Mo-
HATUETO Cun 3a rpaga, korato n3bmpa kapTuukara, KosTo Aa Us3npartu unm NnpocTo Aa cu
Kynu, fa 3anasu 3a ce6e cu. B To3n cMncbn 06pasbT Nokassa kak BCeKMOHEBHO dyH-
KUMOHMpAaT ronemMuTe HapaTuBy 3a rpaga, ko OT TAX ca NPeBbpHATV B HENocpeacTBe-
HV BM3yarnHu penpeseHTauun Ha rpagckoTo, KoM ca ocTaHanu U3BbH BCEKMAHEBHaTa
umMpkynauma Ha o6pasn. Ouwwe Hewo oT cneundmrkaTa Ha obpasa € Npegu3BNKaTencTso
npen n3cneaBaHeTo My KaTto couumaneH KOHCTPYKT U Hal-necHo Moxe Aa 6bae BbBeae-
HO npe3 TepMuHa Ha BeHsiMuH 3a ,,0NTUYECKOTO Hecb3HaBaHo". ima geTannm B o6pa-
3a, KOUTO Npou3Benara ro enoxa He 3a6enasea, 3al0To Te ca YacT OT OHOBA, KOETO
couuonorusaTa Hapuya BCEKUOHEBHa O4YeBMAHOCT. lNorneabT OT APYr KYyNTypeH KOH-
TEKCT BMKOA Te3W AeTanm KaTto CTPaHHOCTM, KaTo rpanasurHu, Kato punctum Ha o6pa-
3a. Pa36upaHeTo v KaTto HopmMasiHu No3BossiBa pa3brypaHeTo Ha BCEKOHEBHUTE Ove-
BMOHOCTY Ha Npou3Benus o6pasute neprog.

A.K.: Moxxe nun B TO31 CMIUCBHN da Ce Kaxke, Ye BMU3yanHaTta coumonorus ce 3saHumasa
C He3abenexxnmoTo B obpasa?

M.M.: 3aHnmaBa ce € TOBa Kakea € couuanHata peasniHoCT, KOATO € cxBallana umeH-
HO Te3n 06pasun, KOUTO e Npon3eena 3a cebe cu, KaTo HopmanHu. Toea npegnonara
pa36upaHeTo — HeKa fa BbBeaa AMCTUHKUMATA Npe3 bapT, kakTo Ha studium-a, Taka n
Ha punctum-a Ha o6pa3sa. B HsikakbB CMUCBHN MOXE [a Ce Kaxke, Ye coumonorusarta ce
3aHMMaBa He TOJIKOBa C He3a6eneXxnmoTo B 06pasa, KONKOTO C OHOBA, KOETO o € Har-
paBuno He3abeneXxxumo, UM NO-TOYHO Ka3aHo, HaNpPaBWo ro € YacT OT BCEKUOHEBHO-

TO pasbupaHe.

have been formulated in this specific social and cultural reality. And they are showing
the concepts as part of everyday life and practice where the social actor is identifying
his own idea of the city by selecting the postcard to send or just buy and keep for him-
self. Thus the image is demonstrating the everyday functioning of the grand narratives
of the city, which ones of them have been transformed into immediate visual represen-
tations of the city specifics, and which ones have remained outside of the casual circu-
lation of images. There is another aspect of the specifics of the image that is a chal-
lenge for its research as a social construct and it is easiest to introduce that through
Walter Benjamin’s term “the optical unconsciousness”. There are certain details in the
image, which the epoch producing it does not notice because these are part of what
sociology calls casual self-evidential. The gaze from another cultural context recognizes
these details as strangeness and as roughness, as a punctum of the image. The under-
standing of these as normal provides for the understanding of the casual self-evidential
of the epoch that has produced them.

A.K.: Can one say in this respect that visual sociology is dealing with what'’s invisible in
the image?

M.M.: It is dealing with what the social reality, which understood exactly these images it
has produced for itself as normal, is. This presupposes the understanding, if | may
introduce the distinction through Barthes, of the studium as well as of the punctum of
the image. In a way one may say that sociology is not dealing so much with the invisi-
ble in the image as it is dealing with that, which has made it invisible, or rather with that,
which has made it a part of everyday understanding.
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A.K.: TyK e gam eavH CMeLleH Npumep — e4Hu OT MbpBUTE BU3yasiHu aHTPOmMo-
no3u pewwnan ga NpoXXeKTupar Ha eaHo nneme Gunm — eguH OT PaHHUTE HEMU
dunmun. Aygutopusita rnegana eunma B HAMO BHMMAaHME WM KOraTto rm nonutanm
KakBO ca BWAENMN, YUNEHOBETE Ha MIEMeTO Kasanu — BUAsSXMe Kokowkarta. Cno-
pen aHTPOoMono3nTe BbB GuiMa HAMaNo KOKOLWIKa, HO KoraTo MyCHann OTHOBO
cbvmma, Bunaenn, 4e nopagu nowa opraHnsauma Ha CHUMKUTE B edH MOMEHT
npen kameparta npuTuyBa egHa KOKOLWKa U MMEHHO TOBa BMOENN UNeHOBETE Ha
edHa gpyra Kyntypa B To3u ¢unm. E gobpe, korato T Habniogasawe Codus
npes3 KapTUUK1TE KakBU KOKOLLKU BUAsA, KakBy punctum-u ycnsa ga dpukcupatd?

M.M.: LLe npam camo eguH npumep 1 To OT Nepuoaa Ha counanusma. Tpséea aa
npu3Has, Ye KapTUYKUTE UMEHHO OT TO3U MEPUOL Me U3HeHaaaxa Haw-MHOro.
OT efHa cTpaHa Te ca Han-KOXEPEHTHU, T.e. Han-o4eBmaHa e ngeonornyeckara
pa6oTa Hag Tax. [TbpBOTO, KOETO Me yuyan Gelle camara nageonorus, KosTo ob-
pasute penpeseHTupaxa - M4eonornaTa Ha WacTnMeoTo BcekugHesme. Ho BTo-
pPOTO € eAMH HANCTMHA punctum B Te3M KapTMUKK — pasxoXxgalute ce xopa, fto-
6uM 06pas B TAX, HOCEXa nas3apcku Top-

6uukn. Toea 6elle cTaHana yacT OT pen-

pes3eHTaumMsATa Ha rpaga u My ce CTpyBa,

ye TO € UMEHHO Ha HMBOTO Ha BCEKUOHEB-

Hata oueBupgHOCT. [lpe3 Te3u obpasu

Mora fga Cu npeacTaBs Kak ronsmara nge-

onorus ce oBcekupgHeBsiBa. B n3secteH

CMUCBH Te3N TOPBUYKKM NponyKBaT obpa-

3a Ha LWAacTIMBOTO BCEKMOHEBME, a oT

Apyra cTpaHa nokassaTt KOHKpeTHa npak-

TMKa 3a cnpassiHe C ,MKOHOMMKaTa Ha ae-

dvumTa“, nokassaT Kak Ta Ce ClyyBa Ha

OBUKHOBEHWTE aKTbOPpU B coLmanHara pe-

arnHoOCT 1 Kak dopmMupa HauMHUTE UM Ha

pencTeume.

Codus npes 60-te
Sofia in the 60-ies

A.K.: | will give a funny example here. One of the first visual anthropologists

decided to show a movie to some tribe. | was one of the early silent movies. The
audience watched the film in mute attention and when they were asked about
what they had seen, the members of the tribe said they had seen the hen.
According to the anthropologists there was no hen in the movie yet, when they
showed the film again they saw that due to bad organization of shooting, indeed
at some point there was a hen running across the screen. And that’s exactly what
the members of a different culture saw in this movie. Well, when you were observ-
ing Sofia through the postcards, what kind of hen did you see, what punctum
were you able to pin down?

M.M.: | will give only one example and that’s from the socialist period. | must
admit that the postcards from this period surprised me the most. To begin with,
they are the most concrete, i.e. the ideological effort is the most visible there. The
first thing that startled me was the very ideology these images are representing,
the ideology of the happy everyday life. The second thing though is indeed a
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A.K.: Tn ce 3aHumaBalle ¢ nscneasaHe Ha Copus n HanmMca eauH TeKCT, KO-
TO MOXe fa ce nNpoueTe B cbluaTta Ta3u kHura. Kakso Hayuun 3a Codus, Koeto
npeay ToBa He 3Haelle?

M.M.: IMbpBo, ovaksBax, ye Copus ce NPOMEHS USKMOUNTENHO MHOrO, 3aLl0TO
TakbB € JOMUHMPALLUAT HapaTmB 3a Hes. [pes obpasuTe cu, obave, Cobus ns-
rnexga OTHOCUTENTHO YCTOMYMBA, MO-yCTOMYMBA, OTKONKOTO UCKa Aa Cu npus-
Hae. /ima egHn 1 cbluy NpeacTaBUTENHN MECTa HE3aBNCUMO OT MCTOPUYECKM-
Te 1 nepuoau, T.e. MOXXe fia Ce roBopu 3a YCTONYMBOCT Ha rpafckute pernpe-
3eHTauun. Cera Mu ce CTpyBa, Ye uma egHa Tpaewa cneuuduka Ha Codus,
MOHe OT rfegHa Touka Ha BU3NWUTE, KOUTO rpaabT U3MbyBa, T.€. UMa efHo Tpa-
ewo pasbupaHe 3a ,Npeacra-

BUTENHO rpagcKo NMpoCTpaHC-

TB0. Mectata ce 3anassar,

NPOMEHSI Ce€ HauYMHbLT, NO KOW-

TO Ce BWXAar.

A.K.: Jann npe3 napanena ¢
MecTa Ha nameTTa MOXeMm ga
roBOpuM 3a MecTa Ha o6pasa,
T.€. He Cce cpeLaT e4Hu 1 CbLlun
o6pasu, HO Ce cpewar egHn n
CbLUM pamkun Ha obpasa?
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Ynuua ,, Toproeka“, 1890
Turgovska Street, 1890

punctum in the postcards — the people taking a walk, which is a favorite image in
these cards, are actually carrying shopping bags. That had become part of the repre-
sentation of the city and | think that that’s exactly on the level of the casual self-evi-
dential. | can imagine how the big ideology was made casual through these images
on the postcards. In a way these shopping bags are cracking the image of the happy
everyday life. But they are also showing a concrete kind of practice to handle the
“economy of deficit”. They are showing how this is happening to the ordinary actors
in the social reality and how it is defining their ways of action.

A.K.: You are researching Sofia and you wrote an essay that readers could see in
this book. Was there anything you did not know about Sofia before but you learned
now?

M.M.: Firstly, | thought that Sofia would be changing quite a lot because that’s the
dominating narrative about the city. Not so, through its images Sofia looks relatively
stable and definitely more stable then it wants to admit. There are the same represen-
tative locations in spite of the historical period of the city, which means one can talk
about stability of the city’s representations. | think now that there is a certain persist-
ing specific of Sofia; at least wherever the vision projected by the city is concerned.
l.e. there is a certain persistent understanding about the representative urban space.
The locations are the same; it's only the way they are seen that is changing.

A.K.: Do you think we can use the parallel to locations of memory in order to talk
about locations of the image, i.e. there are not identical images but what is there is
the same framing of the image?



M.M.: Oa, ctpyBa Mu ce, ye ToBa e xyb6aBa meTtadopa 1 TOUHO onucea cutyauusTa. Cbxa-
nsiBam, Ye He ce ceTux a3 3a Hes. Moxxe 6u, 3a ga ce 065iICHN ToBa TpsaGBa Aa 3anoyHa oT-
faneuy 1 ga npunoMHA CTpaHHaTa cbaba Ha NameTHUUUTeE, T.e. OT Knacuyeckn mecrta Ha na-
meTTa. MNopasutenHa e TaxHata ebumepHOCT. Bcekn neprop cu cb3pasBa HAKakey Namer-
HMLM, HO CnegBalumMsaT M M3Tprea OT pernpeseHTaunnTe Ha rpaga. ToBa e CBbp3aHo C 0COo-
6EHOTO KOHCTpyMpaHe Ha UcTopusTa Ha rpagckoTo npoctpaHcTeo. Codus BUHarm ce oT-
TNackea OT HsIKakbB MpeaxodeH neprod 1 6sra B HeLWo Apyro — B eBponenickara uim B Mo-
fepHata cu ytonusa. B To3u cMucbn T8 M3TpUBa OTYETNIMBUTE 3HALM HA HEMOCPEOCTBEHOTO
CU MVHaNOo, KaKBWUTO Ca NaMeTHULUWTE, HO 3ana3Ba NamMmeTTa Ha rpafcKoTo NPOCTPaHCTBO B
nono6HN ,MecTa Ha o6pasa“, KoMTo ca MapKnpaHu camo KaTto MeuyTaHus obpas Ha rpaga.
Pas3nnyHuaT HaumH, No KOMTO Ce UHCLeHNpaT, AeMOHCTpUpa pasnvkara BbB BbO6paXkeHu-
€TO 3a rpafcKoTO MPOCTPAHCTBO, HO 3ana3BaHEeTO Ha NpPeacTaBUTENHUTE MeCcTa Nokasea
YCTONYMBOCT B AebnHULMSATa Ha rpafckoTo.

A.K.: Kak cu obsicHsiBaw To3u yuyasall ¢akT, ye Ha doHa Ha MHTyuuuuTe 1 ngeonorunte
Ha rpafa, Ha HaluMTe OYaKBaHus, Ye rpafdbT € AUHAMUYEH U 6bP30 NPOMEHSL, CE, MOLLEH-
CKUTE pernpeseHTaunm ca egHn 1 Cbun?

M.M.: CtpyBa My ce, Ye rpafbT BrHary 6ara ot HeLo OT CbBPEMEHHOTO CU CbeTosHME. [o-
LLEeHCKNTe KapTUUKK Noka3BaT noBeve Bbo6paXkeHneTo Ha Copusa 3a camaTa Hesl, OTKON-
KOTO rpaja TakbB, KAKbBTO €, KoraTo kapTuukarta e HanpaBeHa. /IMeHHo 3aToBa NpoMsiHa-
Ta B/iM3a 6aBHO U TPYAHO, OCBEH B KapTUUKMTE OT Ha4yanoTo Ha 20 Bek, koraTo T8 € UMeH-
HO 3HaK Ha BbOGpaxaemMoTo nuue Ha rpapa. OcBeH ToBa, 3a fa ce BMAWU NpoMsiHaTa B pen-

bansTa n nnowap
»baHcKn“ oT Kpas Ha
30-Te ropnhn Ha 20 Bek
The Mineral bath
building and Banski
square in the late 30-ies,
20 century

M.M.: Yes, | think
that’s a good meta-
phor and a precise
description of the
situation. | regret
not thinking of it
myself. Maybe in
order to explain that
| should start from
far back and remind you of the strange destiny of monuments, that is of classical loca-
tions of memory. Their ephemeral character is astonishing. Each period is producing
some monuments but the next one is erasing those from the representations of the city.
This is related to the particular construction of the history of city space. Sofia is always
bouncing off some previous period in order to run away into something else, into its own
European or modern utopia. In this way the city is erasing the clear signs of its immedi-
ate past, such as the monuments, but it preserves the memory of the city space in exact-
ly this kind of “locations of the image”, that are marked only as the wished for image of
the city. The different way in which these are staged is demonstrating the differences of
imagination about the city space, yet the preservation of the representative locations dis-
plays stability in the definitions of urbanity.
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peseHTaumsaTa Ha rpapa, T9 TpsbBa foa ce npo6nematusupa. Bmecto ToBa rpagbT
npeckava oT eanH Bbobparkaem o6pas Ha apyr, 1 nonaga Ha egHu 1 Cblun MecTa.

A.K.: [lokonkoTo a3 mora fa BUAs CbBpeMeHHaTa rpajcka cpeaa, OCHOBHUAT BU3ya-
NEH Kop € TO3U Ha peknamara 1 Toi BAnsie BbPXY KOHCTPYMPaHUTE OT pasfinyHu Me-
aun 06pasun, KOUTO 3aroysaTt fa ce AbpXKaT KaTto ye Nin ca peknamu. Tosu BuayarneH
KOf, Ha peknamarta oTpassBa /M ce MO HAKAKbB HAaUMH Ha CbBPEMEHHUTE KapTUUKN?

M.M.: OueBMaHO e, Ye KapTUYKUTE Cb3[AaBaT peknameH o6pas Ha rpaga. 3a MeH
npobnemaTnyHa e rpynata, KbM KOSATO e OoTrnpaseHa Ta3u peknama. Kaptnukute KoH-
cTpympart eguH 06pas, KOWTO e Cb3[afeH Mo NMHMATA Ha Han-MasikoTo CbMpoTMBIe-
Hue, T.e. U3bpaHa e Han-6esonacHarta cTpaTerus 3a peknammpaHe, KosiTo e oTrpase-
Ha KbM eguH MacoB NoTpe6uten. A3 MHOro 6ux ce pagsana ako nva gudepeHuma-
uMsa Ha o6pasnTe, ako rpafbT Ce peknamMmupa Kato UHTepeceH 3a MHOXECTBO afpe-
caTtu, ako OTKpUe pPecypcuTe Cu, C KOMTO MOXKe Aa Cb6nasHu pasfnmyHun norneam.

A.K.: How would you explain this amazing fact that against the backdrop
of the intuitions and the ideologies of the city, of our expectations that the
city is dynamic and fast changing, the postcard representations are iden-

tical?

M.M.: | think the city is always running away from something in its cur-

rent situation. The postcards are displaying how Sofia is imagining itself

rather then the city, as it was when the postcard was produced. That’s
precisely why the change is introduced slowly and with difficulties.
Except in the postcards from the early 20th c. when the change is the
sign of the imaginary face of the city. Furthermore, in order to see the

change in the representations of the city it has to be seen as a problem.
Instead, the city is jumping from to another imaginary vision of itself and

ends up in the same locations.

A.K.: As far as | can see the current city environment its main visual code

is the code of advertisement and that’s influencing the images that vari-
ous media are constructing. These images then start to “behave” as if

they are advertisement. Is this visual code of advertisement being reflect-

ed in some way on the postcards of today?

M.M.: It is rather obvious that the postcards are indeed producing an
advertisement image of the city. In my view the problem is in the target
group of this advertisement. The postcards are constructing a kind of

image, which is created along the lines of least resistance, i.e. the safest

strategy for advertisement has been selected and it’s targeted at the
mass consumer. | would be very glad if there is a differentiation of
images, if the city is advertising itself as interesting for a multitude of
addressees, if the city would identify resources it can use to seduce a
variety of gazes.
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Mwna MuHeBa

Hda cn namuncnuw Codpuma Karo rnegka

B TO3M TEKCT We ce onuTam ga aHanu3umpam npou3BOACTBO Ha 06pa3u, KOETO
koHCcTpyupa Codus kato Typuctudecka rnegka. LleHTop Ha TekcTa we 6baart penpeseH-
TaummTe Ha rpaga, upes Kouto ToM Ce onuTBa fa npueneye, na cbénasHu nornega. Oc-
HOBHaTa My XmnoTesa €, Ye MMEHHO Npe3 Te3n o6pasn morat Aa 6baaT PEKoOHCTpympa-
HU BbOB6parkaemuTe pasbupaHuna 3a MogepHocT, dopmupanu rpagckara MaeHTUYHOCT
TYK. AKLEHTBT BbpXYy BU3yanHUTE penpes3eHTaumnm n3xoxkaa OT OHe3W HayyYHU Tpaguumu,
kouto mucnat MopepHocCTTa kato npouec Ha Bu3yanuaumpaHe Ha ceeTa (Jay 1994,
Schwartz 1998), konTo goBexaa Ao pa3ébupaHeTo Ha CbBpeMeHHarTa cutyaums npes Tep-
MUHa ,Bu3yanHa kyntypa“. MiMmeHHO B noneto Ha o6pasa Tasu Kyntypa ce onuTea ,Aia
npupage CM1UCHS Ha 6e3KpanHaTta 061acT Ha peanHocTTa KaTo CenekTnpa, MHTepnpeTu-
pa n penpe3eHTupa Ta3u peanHoct” (Mirzoeff 1999: 37). B T03u cMnUCbA n3cneaBaHeTo
Ha penpeseHTaumnTe Ha Coduna no3eonsBa ga ce aHanMa3npar KakTo napagurMmmte Ha
BWXOAHe, Taka 1 BU3yanHUTe Kogose, Npe3 KOWUTO Ce npuaaBa CMUCHS Ha rpagckoTo
NpocCTpaHcTBO. AKO CM MpUNOMHUM Te3aTa Ha [xenmc [loHang, ye rpagbT MOXe fa ce
WHTEprpeTupa KaTo ,MCTOPUYECKMN cneunduyeH HauMH Ha BWKOAHE, CTPYKTypa Ha BU-
anmoTo® (Donald 1995:92), To ToraBa penpeseHTauMnTe Ha rpaga Kato MnoleHcKa Kap-
TUYKa MOraT Aa Cny>kat UMEHHO KaTo 06eKTa, Npe3 KONTO Aa ce MHTepnpeTupart Tesun nuc-
TOPUYECKN KOHCTPYMpaHW HauMHW Ha BxaaHe. VIMeHHO nonaraHeTo Ha MOLLEHCKUTe
KapTUYKU B LIEHTbpa Ha M3CneaBaHeTo Mo3BoNfBa fa Ce VMHTepnpeTupar Bu3yanHuTe
KOQOBE B [BE NEpCneKT/BMK: KaTo 06pasun, KOUTO LUMPKynmpaT OT egHa CTpaHa BbTpe B
HaLMOHaNHOTO NPOCTPAHCTBO, a OT Apyra — KaTto 06pasu, KOUTO Ca OTNPaBEHN KbM BbH-
WeH agpecart. B To3u cMUCbHA NOLEHCKNTE KAPTUYKM Ca UMEHHO OBEKTMTE, B KOUTO Ce
cpeLLaT BbHLIHNA 1 BbTPELLHUA Norned, o6pasunTe, Ypeld KoOMTO ce Cbbria3HsaBaT eaHOB-
pemeHHO aBata agpecarta. OT Tasu rnegHa Touyka M3CNeaBaHeTO Ha MOLWEHCKNUTE Kap-
TUYKN OTKPMBA Bb3MOXXHOCTTa fa Ce aHanuaupa npoleca Ha BbobpassaBaHe Ha MACTO-
TO VMMEHHO KaTO OOroBapsiHe MeXXOy MEeCTHUS U BbHWWHUS norned. M3xoxpankm ot no-
[O6HM NpeanocTaBKKW, aHaNMU3bT LWe 6bae GOKycupaH BbpXy pasnuyHn XXaHpOBM TUMOBE
penpeseHTaunn 1 Le ce onuTteam Aa Nnokas3Bam BPb3KWUTE WM MPEKbCBAHUATA MEXOY
T9X. B Tekcta e ce ABmxa OT NMOo-CTPYKTYypupaHuTe n no-AnCcKypcmBHNUTE BU3NN 3a rpa-
[a KbM No-HenoppeaeHnTe; oT IobUNenHMTE KHUMM Npes anbymMmmTe KbM MOLLEHCKUTE Kap-
Tnuku. NMopo6Ha CTpyKTypa Ce Hanara MMEHHO C Orfieq Ha PEKOHCTPYMpPaHETO Ha penpe-
3eHTauuuTe Ha rpaja oT rfiefHa Toyka Ha BbTpEeLllHus norneq, 3a ga ce CTUrHe go rno-
LLIeHCKUTE KapTWUUKK KaTo npecevyHa Touka Ha Aearta agpecara. OT gpyra cTpaHa e vH-
TepnpeTupam obpasute Ha Codpusi OT TpM OTUETNIMBO Pa3fIMUYHN UCTOPUYECKM Nepuoaa
— Codusa ot HauanoTo Ha 20 Bek, BbB BpeMeTo Ha coumanm3ma un cnen 1989 roguHa. B
UCTOPUYECKUS pas3kas3 Te3n nepuoam WU3rnexxpaT Kato pagvkanHo pasfvMyHu eguH oT
OPYr 1 Cb3aaBaT yCelwaHeTo 3a AUCKOHTMHIonTeT. Lle ce onutam ga npo6nemartmsnpam
noao6Ha 04eBMAHOCT KaTO OCHOBHATa MU XxunoTesa e, Ye o6pasute Ha Codus we 6baat
No-yCTONYMBM OT paskasuTe 3a Hes, BbMPEKN Ye NMEHHO Ha ¢oHa Ha Tasnm NOJoGHOCT
e morar fa ce aHanusupar crneumdukiTe B camopenpe3eHTupaHeTo Ha rpaga. B taka
3asBeHNa TEKCT MMa [ABe OTMECTBaHWS CnpsMo npaBeHuTe udcnegsaHus Ha Codwsa.
[MbpBOTO €, e akUEHTLT Ha M3CIeABaHETO € BbpXy penpes3eHTaummTe Ha rpaga, Bbpxy
BU3yanHoTo npounssoacteo Ha Codus. Bropoto e dokycupaHeTo Bbpxy o6pasmn, KOMTo
npesBpbLUAT rpaga B Typuctuyecka rnegka. OrpaHnyaBaHeTo Ha TEKCTA MO TaKbB HAUMH
npegnonara, 4e UCTopuyeckute, nemorpadCckmTe 1 T.H. MpenpaTky 3a NnpomsHarta Ha ca-
MOTO rpafcko NPOCTPaHCTBO Ca BbHLIHW HA aHanu3a, T.e. M3C/ieABaHeTo € N3LAN0 CbC-
penoTOYEeHO BbpXy penpeseHTauusita Ha rpaga, a He BbpXy HEroBOTO KOHCTpyupaHe
KaTo rpag.
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Milla Mineva

Conceiving Sofia as a Sight

Herein | will try to analyse the production of images constructing Sofia as a
tourist sight. The text will be centred on the representations of the city through which it is
trying to attract, tempt the eye. My main assumption is that the imaginary views on
Modernity that have shaped the city identity can be reconstructed through these very
images. The accent on the visual representations come from those scientific paradigms
that perceive Modernity as a process of visualising the world (Jay 1994, Schwartz 1998)
that lead to the concept of “visual culture” as an instrument to understand contemporary
situation. It is in the field of the image that this culture is trying to “make sense of the infi-
nite range of exterior reality by selecting, interpreting and representing that reality”
(Mirzoeff 1999: 37). In this sense the study of Sofia representations allows us to analyse
the paradigms of seeing, on the one hand, as well as the visual codes through which
sense is attributed to the city milieu. If we recollect the tenet of James Donald that the city
can be interpreted as a “historically specific mode of seeing, a structure of visibility”
(Donald 1995:92), then it is the representations of the city as a postcard that can serve as
the object through which these historically constructed ways of seeing can be interpreted.
Through the prism of the postcards we can interpret the visual codes in two perspectives:
as images, circulating within the national territory and as representations, projected to the
outer addressee. In this sense the postcards are those objects, where the inner and the
outer gaze meet themselves, images which tempt both addressees. From this point of
view the research of the postcards offers the opportunity to analyze the process of imagin-
ing the place as a negotiation between the inner and the outer gaze. Starting with these
prerequisites the analysis will be focused on various genre types of representations and |
will be trying to elicit the links or interruptions between them. Throughout the text | will be
moving, on the one hand, from more structured and discourse-oriented visions of the city
to more unsystematic ones, from jubilee books through albums to postcards. Such a
structure is due because of the attempt to reconstruct the representation of the city start-
ing form the point of view of the inner addressee and reaching the meeting point of the
inner and the outer gaze - the postcard. On the other hand, | will interpret the images of
Sofia from three distinctly different historical periods — Sofia from the beginning of the 20th
century, in the socialist era, and after 1989. In the historical narrative these periods seem
radically different from each other and create a sense of discontinuity. | will attempt to
argue such obviousness, my main assumption being that images of Sofia will be more
sustainable than narratives of it although it is at the background of this detail that specific
features in the self-representations of the city can be analysed. There are two deviations in
the thus announced text from the studies of Sofia conducted heretofore. The first one is
the focus of the study on city representations, on the visual production of Sofia. The sec-
ond one is the focus on images that turn the city into a tourist sight. Delimiting the text in
this manner implies that the historical, demographic and other references for the change
of urban milieu itself are external to the analysis, i.e. the study is exclusively centred on
the city representation rather than on its composition as a city.

Sofia through the Jubilee books

In my analysis | am using three Jubilee books produced in the different historical
periods. The first one, published in 1928, marks the 50th anniversary of the capital, the
second one - the 80th anniversary, and the third one — the 120th anniversary. None of
these periods has seen the publication of more than a single Jubilee book. It is sympto-
matic that the books mark the anniversaries of Sofia as a capital. Even if there is historical
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Codusa npes 106unenHnTe KHAMN

N3nonsesam B aHanusa cu Tpy I06UNENHN KHUMWM, MPOU3BEAEHN B PasfnyHUTE UC-
Topuueckn nepvogu. NMupeara, ot 1928 rognHa, ot6ensassa 50-rogMwHNHATA Ha cTonNuLaTa,
BTOpaTa — 80-rognwHmHaTta, a Tpetara — 120-roguwHuHarta. B HUTo eamH ot Te3n nepmnoan
He e n3gaBaHa noeeye OT edHa lobunenHa kKHura. CUMNToOMaTUYHO €, Ye KHUINTe OTOens3-
BaT roguwHuHUTe Ha Codus kato cronuua. Jopu ga mma ncropuvecka uHbopmaumsa 3a
rpaga kato MHOrOBEKOBEH, NCTMHCKOTO My JIETO6pOEHE 3arnoysa KaTto Ye N ¢ 06saBsBaHe-
TO My 3a cTonmua. 2KaHpbT Ha 106UnenHUTe KHIMM Npeanonara, ot eaHa cTpaHa, YecTBaHe,
a OT gpyra — paBHoCMeTKa. Te ca o6bpHaTN NoBeve KbM codusHeua Unn KbM 6GbarapuHa,
KOWTO fa pa3no3Hae cTofauuaTa kaTo npeacrasutesnHa 3a gbp>kaeara. B To3u cmucbn npes
I06UNENHUTE KHUTN MOXKE ia CE PEKOHCTPyupa obpasa Ha Codus, 06bpHAT KbM BbTPELLHNSA
afpecart unu Te Npon3BeXxaaT rpagckara MAeHTUYHOCT, KOATO LWe ce CTPEMU KbM Mpu3Ha-
Hue. OT gpyra cTpaHa UMEHHO Npe3 I0BUNENHNTE KHUMM MOXKE Aa Ce MHTepnpeTupa penpe-
3eHTaumaTa Ha Codusi Kato No-CTPyKTypupaHa, AOKOAKOTO B MOLLUEHCKUTE KapTUYKWU TS
Beue ce ABSBa KaTo dpparmeHTapHa.

»PacTe, HO He cTapee”

HeBn3bT Ha Codus KaTo ve N 3agaBa OCHOBHATa AMCKYPCUBHA pamka, B KOSATO
ce paskasBa rpapa npes 1928 roguHa. imeHHO Npe3 HapaTtmea Ha gemorpadckus, TepuTo-
puaneH u UMBUAN3aALMOHEH pacTex ce GdopMupa CUMBOMHWS Kanutan Ha rpaga KaTto CTo-
nuua. Codus e KOHCTPyMpaHa B MbpBarta lobunenHa KHura Karto ,,MbpBus No NpuKoaHe Ha
HaceneHue 1 yBenuuasaHe Ha xutenuTe rpag B buarapus“ (c. 63)'; enHoBpeMeHHO C ToBa
HapacTBaHe, pacTar u crpagute — Codusa cTaBa Beue BUCOKa C no 4-5 eTaxkHu crpagn. 3a
50 rogmHn TA ce e NpeBbpHana B Han-mopepHus rpad B bonrapus.

»--- TPan Codus ce n3usano NPOMeEHU [OCEXHO cBosiTa GU3MOHOMUKA. TOM e Beye ronsm
rpag, BaXXKHO KPbCTOMbTULLE HA YKXENe3HW NMHNW, MOAEPHO MNaHupaH, ¢ BOQONpPoBo4, C Ka-
Hanuaaums, eneKkTpu4ecKo OCBETNEHME U enekTpuyeckn Tpameau. ... OKono asopeua ce
cb3pgape ,,Cutn®, KakTo BbB BCUYKU ronemun rpapgose.” (c. 73)

LinTnpaHusaT oTKbC nokassa »xenaHusa 06avk Ha Codpua npes 1928 rogmHa, HO OT Npes Hero
MOXKe fa ce BUau 1 OBOVHMAT nNpoénem, npen konTto e nanpaseHa Codus cnen OcBOGOX-
feHueto. NMpo6nemaTyHa e KakTo HelHaTa rpaJCckKocCT, Taka U HerHaTta CTOSIMYHOCT.

Cnopepn cnomeHuTe Ha cbBpemeHHuumTe Codusa He e NCTUHCKM rpaf. KoHcTaHTuH Mpeuek
unTupa Basos, KOMTo Ka3Bar ,ue TS e caMo eHO oMo ceso, camo ronsma bepkosuua.
AKoO 3a cTonMua Ha HoBaTa ObpkaBa TpsibBa Aa ce 3Gepe UCTUHCKW rpaf, OYEBUIHO e, Ye
TOBa e Tpabeano ga 6vae TvpHOBO Mnu MNnosaums. B cBoe nucmo ot Mnosaus Mpurop Ha-
YOBUUY, Cfed KaTo onnakea nurcara Ha NaTpyuoTU3bM cpef nnosauByanu, nuwe: ,Codus —
HanpaBeTe 5 Kpacuea, NocboyaeTe 1 XXUTENNTE, KOUTO He ca NOoHe HeNpUATENN Ha OTevec-
TBOTO CU, aKO U fa Kas3BaT ue ca ocTaHanu Hasag, u Heka ctaHe Codusa 6bnarapcka ctonu-
ua.“® Lo ce otHaca o TbpHOBO, NPEAsioXKeHNe NoaabPXKAHO OT aBCTpuUicKaTa avnnoma-
umsa, OparaH LlaHkoB, TbpHOBCKU BULerybepHaTop no toea Bpeme, nuwe: ,JlaHo 60r Bpa-
3ymMun 6bArapute Aa He Nogabp)KaT Aa ctaHe TbpHOBO cTonuua. A3 TM Kasax 1 gpyru noT,
ye TW CX YEeCTUT Aa CU NpU egHO HacesneHne, KOeTo He e TbpHOBCKO.“ C Ka3aHOTO A0 TyK
NPOCTO Ce onuTBam fa Nnokaxka, Ye KakeuTo u ga cu npuunHute Codus ga 6bae nsbpaHa

1 Becuukm untaTy ca no lO6unenHa kHura Ha rpag Codus (1878 — 1928), 1928. MNevaTtHuua
~Krunerpad“ akumoHepHo apyxectso, Codus.

2 Cronuuara Codus, 1999, C., c. 13.

3 Cronuuata Codus, 1999, C., c. 6.

4 Cronuuara Codus, 1999, C., c. 9.

84



information of the city as being centuries old, its true chronology seems to start with its
proclamation as a capital. The genre of Jubilee books implies, on the one hand, celebra-
tion, and on the other — a recapitulation. They are targeted more at Sofia citizens or
Bulgarians who should recognise the capital as representative for the state. In this sense
the image of Sofia directed at the internal addressee can be reconstructed in Jubilee
books and they produce the city identity that will be striving for acknowledgement. On the
other hand, it is through the Jubilee books that the representation of Sofia can be inter-
preted as more structured inasmuch as it already appears as fragmentary in postcards.

“It grows but does not age”

The motto of Sofia seems to set the basic discourse framework in which the city
is being narrated in 1928. It is through the narrative of the demographic, territorial and civi-
lization development that the symbolic wealth of the city as a capital is formed. Sofia is
constructed in the first Jubilee book as “the first city in Bulgaria in terms of influx of popu-
lation and boost of its citizens” (p.63)'; parallel to this rise, the buildings rise, too — Sofia
becomes already 4-5-floor buildings tall. Within 50 years it has turned into the most mod-
ern city in Bulgaria.

“... the city of Sofia has undergone a complete change with regard to its physiognomy. It
is already a big city, an important crossroad of railways, planned in a modern way, with a
water-supply system, sewerage, electric lighting and electric trams. ... Around the Palace a
“City” has developed as in all big cities.” (p.73)

MaHopameH
n3rnep, ot kpas
Ha 19 Bek

View from Sofia in
the end of

19 century

On the one hand the quoted excerpt shows the desired image of Sofia in 1928 but on the
other, it reveals the double problems it faces after the Liberation. On the one hand its city
status is problematic, on the other — its capital status.

According to memories of the contemporaries it is obvious that Sofia was not a real town.
Konstantin Irecek quotes Vazov who had said that “it is but a big village, just a big
Berkovitsa™. If a real city had to be selected as capital of the new state, it obviously

1 All quotations are after the Jubilee books of the city of Sofia (1878 — 1928), 1928. Printing house
“Knipegraph” Inc., Sofia.
2 The Capital Sofia, 1999, S., p. 13.
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3a cTonuua, cpep TAX He € rpafcKocTTa Ha MACTOTO. Taka eamHusaT obpas, konto Codus
ce onuTBa fa ckpue, e To31 Ha ,,FronsMoTo ceno’. A apyrust e Ha opueHTanckus rpag. OT-
HOBO MO criomMeHn Ha Mpeuek KblumTe 1 OIOKAHWTE ca OpMeHTancku, a Taka onucea Ha-
pPOOHOTO CbbpaHue: ,ronsMa ObpBeHa crpafa, KakBuMTO Ce CTPOAT y Hac 3a u3noxba Ha
OO6UTBK, LANa ¢ Manku 3HameHa. ToBa e fa e HaBapHo HapoaHoTo cbbparmne.“® B To3u
cMucbn npgeHtnyHoctTa Ha Codus ce cnyusa Npe3 ABe CPaBHUTENHU MEPCRneKTUBM — C
Apyrute 6bArapckun rpagose U ¢ Apyrute esponencky ctonuun. Mima otyetnmeo pasnuu-
HU rpaacKy NOMMTUKK, KOUTO onpefenat obnuka Ha Codus 1 ce nerntumupar npes Tesu
ABe nepcnektmeu. EgHata nonnTtuka e tasm Ha npespbliaHeTo Ha Codusa B rpag, noHe
cpasHuUM ¢ TbpHOBO unu Nnosame. dpyrata — Ta3u, KoATo we Hanpasu ot Codus eBpo-
nencka ctonuua. MNbpBarta nonuTnka e cBbp3aHa No-CKopo C 6naroyCTpoOMCTBOTO Ha rpa-
[a, BTopaTa — C Heroearta npeacTaBuTeNHOCT. B TO31 cMUCHn KynyBaHETO Ha ra3eHun ¢e-
Hepu 3a COPUNCKNTE YL — MbPBOTO OENCTBME Ha MbpBUs KMeT Ha Codus — ce nerutu-
Mupa nNpes3 CpaBHEHMETO C ApyruTe 6bArapcku rpagoee. EnekrpnduunpaHeTo Ha ynmuHo-
TO OCBET/IEHNE € 4YacT OT Apyrara MonuTiKa — Ha CpaBHEHWEe C EBPOMENCKNTE CTONMLM
(Codus e enektpuduumpara npesd 1900 r., HAUCTUHA NPEOUN HAKOW OT EBPOMENCKNTE CTO-
nvuy). EqHoBpemeHHO ¢ nonutrknTe Ha npespblaHe Ha Codusa B eBponenckn rpan 3a-
noysa 1 U3MUCNSHETO Ha rpaackute cumsonu. MbpBo e cb3paneH repbbT HA Codus no
noBopf, CBETOBHOTO u3noxeHue B Mapwx npes 1900 r. OpraHn3aTopuTe Ha U3N0XKEHNETO
MONST Aa UM 6bae n3nparteH rep6bT Ha cTonMuaTa, 3a Aa 6bae N3NoXKeH 3aeaHo ¢ repbo-
BETE Ha Opyrute CTOAMLUM Ha yyacTBawuTe abpxasu. ToraBa kmetbT Xpucto Nonos, 3a-
efnHo c iBaH MbpkBuMuka — anpekTop Ha PucysanHoTo yunnuwe n Baunas Jo6pyckn — an-
pekTop Ha Apxeonoruyeckns Mysen nopbusaT n3paboTkata My Ha Xapanamnu Taues.
KakTo ka3Ba camusT aBTop Ha repba ,lo T03m HaunH Codus ce Hapean mexay apyrute
espornencky ctonuum.“® OTHOBO UMUTUpPaiki EBpona e popmynupaH aesusst Ha Codus,
HanomHsaL, Aesn3a Ha lMapux.

Taka OT egHa cTpaHa rpafackuTe nonnTUKY MPOMEHAT CaMoTO rpadcKo NpoCcTPaHCTBO, HO
TOBa CcTaBa 6aBHO n HepasHoMepHO. OT Apyra cTpaHa penpeseHtauuute Ha Codus ae-
MOHCTpUMpAaT Te3n NONUTUKK KaTo Beue cnyunnm ce. B obunenHaTta kHura ot 1928 roguHa
ce cb3gasa 06pa3 Ha Codus KaTo Beve eBpONencKn 1 Beye ctonmueH rpad. imeHHo kato
TakbB OMMCAHMETO My He M3MNycka HUTO eduH getamn n Codus B Tasm KHWUra usrnexga
MHOFO »XMB 1N AuHamu4eH rpag. OnucaHn ca He camo HOBOCTUTE B rpagckara cpepa, Ho
OCO6GEHO CUSIEH aKLIEHT € CNOXXEH BbPXY COGUNCKUTE XKUTENU.

,HanpasHo 4oBek Lie AMpu XxapaKTepHUTE YepTU Ha CTONUYaHWHA, HErOBWUTE HPaBU U
o6unyau, Tl KAKTO TE Ce o4YepTaBaT B NPOBUHUMANHUTE rpagose.” (c. 294)

ToBa e BbBEXAALLOTO M3PEYEHNE KbM OHA3M YacT OT KHUrarta, KosTo TpsibBa fa paskaxke
3a ctonuyaHu. Ho ToBa e camo npuBUAEH OTKa3 OT OnMcaHneTo Ha codpusHum. Tyk cTa-
Ba Ayma no-CKOpO 3a BbBEXOAHETO Ha pa3kas 3a HOB Tun cneunduku, T.e. He 3a Hpasu
n o6|/|qav|, a NO-CKOpO 3a BCeKMgHeBHWU MOOEpPHU NMpPaKTUKN. VIMeHHO 3aToBa TEKCTbT €
MHOrOC/IOBEH B OMMCAHUETO Ha pa3xodkuTe, Ha Gupapunte 1 kadpeHeTaTa, Ha KynTypHU-
Te CbOUTUS U HA NPEBbPHANUTE CE BbB BCEKNOHEBNE CKa3ku, Ha 6narotBopuTenHara aen-
HOCT 1 Ha ,Opy>XecTBeHust )nBoT“. OCHOBHMAT 06pas, KOMTO Ce Cb3[asa, € TO3U Ha Mo-
OEPHOTO BCEKMOHEBME, 6e3KpanHO AUHAMUYHO U OTBOPEHO KbM HOBOCTMTE. MoXXe 61 U
nopagu Tasu npuynHa, 3a aa onuwe Codus KaTto UCTUHCKN CBETOBEH rpaf, TEKCTbT BMUC-
Ba B PefOBeETE HA COPUAHLM MHOFOTO Uy>XXAEHLM, KOUTO XXUBEAT B CTONULATA, TE CE UHC-
LEHMpPAaT KaTo YacT OT HEMHUS XXMBOT N f NPEBPbLLAT B Hal-LUAPEHUS B ETHNYECKO OTHO-
weHwe rpapn B bovnrapus.

5 Cronuuara Coodus, 1999, C., c. 14.
6 Ctonuuata Codus, 1999, C., c. 39.
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should have been Turnovo or Plovdiv. In a letter from Plovdiv, after lamenting the lack of
patriotism among Plovdiv residents, Grigor Nachovich writes: “Sofia — make her beautiful,
stir up her citizens who are at least not hostile to their mother country even if they say that
they are lagging behind, and let Sofia become the Bulgarian capital.” As regards
Turnovo, a proposal supported by the Austrian diplomacy, Dragan Tsankov, the Vice
Governor of Turnovo at the time wrote: “Let God bring Bulgarians to their senses so that
they do not support the motion for Turnovo becoming capital. | have told you before that
you are happy to be among a population that is not the Turnovo one.” With all said
heretofore | am just trying to demonstrate than no matter what the reasons were for select-
ing Sofia as a capital, the urbanity of the place is not among them. Thus one of the
images which Sofia is trying to hide is that of the “big village”. And the other one is that of
the Oriental city. Again after Irecek’s memories the houses and workshops are oriental,
and this is how he describes the National Assembly: “a big wooden building of the type
erected for livestock exhibitions at home, all covered in small flags. This must be the
National Assembly.” In this sense the identity of Sofia is happening through two compara-
tive perspectives — to other Bulgarian towns and to other European capitals. There are dis-
tinctly different urban policies defining the image of Sofia and made legitimate through
these two perspectives. One of the policies is that of transforming Sofia into a city, at least
on a par with Turnovo or Plovdiv. The other one - the policy which would turn Sofia into a
European capital. The first policy is related rather to the urbanisation of the city, the sec-
ond one - to its high profile. In this sense buying gas lanterns for Sofia streets — the first
move of the first Sofia Mayor - is legitimised through the comparison with other Bulgarian
towns. The electrification of street lightning is part of the other policy — for benchmarking
with European capitals (Sofia was electrified in 1900, actually earlier than some European
capitals). Hand in hand with the policies of turning Sofia into a European city starts the
conception of city symbols. First, the coat of arms of Sofia is designed on the occasion of
the World Exhibition in Paris in 1900. The organisers of the Exhibition ask to be sent the
coat of arms of the Capital to exhibit it along with those of other capitals of the participant
countries. Then the Mayor, Christo Popov, together with lvan Mrkvicka, Director of the
Painters’ school, and Vaclav Dobrouski, Director of the Archaeological Museum assign its
design to Haralampi Tachev. In the words of the author of the coat of arms himself

MopepHute rpagcki npakTuku

ca vacT ot o6pasa Ha Codus ot
nbpBarta nonosuHa Ha 20 Bek.
Kaptunuka ¢ 'papckara rpaguHa ot
TO3W nepuop,

The modern urban practices were
part of the image of Sofia in the
first half of the 20 century.

A postcard with the City garden
from that period

3 The Capital Sofia, 1999, S., p. 6.
4 The Capital Sofia, 1999, S., p. 9.
5 The Capital Sofia, 1999, S., p. 14.
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Codmiicka Gupapuns oT Hauanoto Ha 20 Bek
Sofia beer house from the beginning of the 20 century

. ,Han-xy6aBusT, Han-MoaepHUAT rpag Ha bonarapusa uma manko o6wo cse Codua npean
50 rogmHun“ (c. 69)

Tosa e 0606LLEeHNAT 06pa3 Ha Codus, KONTO bUnenHaTa KHura ot 1928 r. KoHcTpyupa. Tyk
6UX UcKana Aa Croka HsIKONKO akLeHTa BbpXy fornkaTa Ha Ta3u penpeseHtaumsa. OCHoB-
HUST N3TOUYHMK Ha FrpajackaTta MAeHTUYHOCT, HO U CUMBOSIEH KanuTan Ha Codusa kaTo cTonu-
ua, e HEMHOTO COBCTBEHO cbBpemue. B obnnerHata kHura uma BpbluaHe kbm Cepavka u
kbM Cpepfel, HO TO e OT Nopsiabka Ha apXeoNiorMUYECKNsl MHTEPEC U CbBCEM He Ce MUTOSO-
rm3uvpa, 3a ia ce npeBbpHE B CUMBOJIEH pecypc. MHOro no-moliHa e Bu3usita Ha cera-noc-
TpoeHata Codus. OpyrusT BaxkeH MOMEHT € OTTIaCKBAHETO OT HEe-TPaACcKOTO, KOETO MOXXE
[la ce NposiB/ KakTO B HauMHa Ha 06/MYaHe, Taka U B Ha4YMHa Ha XKUBOT U Ha NpasHyBaHe.
OT Tasu rnegHa Touka HOCUMUTE UM BUBLUNTE CEJSICKM CbBOpK Ce CKpuUBaT, 3abpaHsaBaT ce
C KMETCKU pelleHna nnm ce nopuuasat Kato KOHCepBaTUBHWN. OHOBa, KOEeTO ce npeacrtasA,
€ eBPONENCKOTO COPUINCKO rpaXkaaHCTBO, HOBaTa MOAEpPHA apXUTEKTYpa 1 CbBPEMEHHUTE
rpagcku npasHuum. AKo nma nepuop B 6bnrapckara UcTopusi, KOUTO cam fa Hapuya ceée
cu Hoso Bpewme, ToBa e To3u. Vinu noHe B TakbB 06pas3 € nckan ga ce pasrnosHae.
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“This way Sofia took its place among the ranks of other European capitals.” Again imitat-
ing Europe, the motto of Sofia has been worded reminiscent of the motto of Paris.

Thus, on the one hand, urban policies change the very milieu of the city but this happens
slowly and unevenly. On the other hand, representations of Sofia display these policies as
ones that have already occurred. In the Jubilee book of 1928 an image of Sofia is created
as an already European and capital city. It is in this capacity that its depiction does not
omit a single detail and Sofia in this book seems a bustling and dynamic city. Not only the
novelties in the city milieu are described but also special emphasis is laid on Sofia resi-
dents.

“In vain would one seek the typical characteristic features of the capital’s resident, his
manners and customs, because they are shaped in the provincial towns.” (p. 294)

This is the introductory sentence to that part of the book which should discuss residents
of the capital. But this is only a seeming refusal to depict them. This refers rather to intro-
ducing a story about a new type of specific features, i.e. not about mores and customs,
but rather about daily modern practices. That is why the text is verbose in describing the
strolls, beer halls and cafes, cultural events and the lectures which have become com-
monplace, charity events and “community life”. The major image created is that of modern
daily round, infinitely dynamic and open to innovations. Perhaps this is partly the reason
why, in order to depict Sofia as a real cosmopolitan city the text lists in the ranks of Sofia
residents the numerous foreigners residing in the capital, they are staged as part of its life
and turn it into the most multi-coloured city in Bulgaria in ethnic terms.

.... “the most beautiful and modern city of Bulgaria has little in common with Sofia of 50
years ago” (p. 69)

This is the summary image of Sofia which the Jubilee book of 1928 constructs. | would like
to highlight here several aspects in the logic of this representation. The main source of
city identity, but also a symbolic capital of Sofia is its own contemporaneity. The Jubilee
book contains a return to Serdika and Sredets but it is of the order of archaeological inter-
est and is not mythologized to be turned into a symbolic resource. Much more powerful is
the vision of the just constructed Sofia. The other important moment is the thrust back
from the non-urban which can manifest itself not only in the attire but also in lifestyle and
celebration. From this point of view the national costumes or the former village fairs are
hidden, banned with a Mayor’s decision or reproved as conservative. What is presented is
European Sofia citizenship, the new modern architecture and contemporary city festivities.
If there is a period in Bulgarian history which calls itself the New Time, it is this one. Or at
least that is the image it wanted to convey.

A city meant for the people

The Jubilee book of Sofia issued at the time of socialism does not create the
feeling of discontinuity in the logic of presentation even though the text explicitly speaks of
cutting the link with the “capitalist” city. In fact, this is a narrative along the lines of the first
Jubilee book. The way the book of 1928 talks about a radical rupture with the aspect of
Sofia “in Turkish times”, the socialist city in the book of 1958 is constructed as rejecting
the image of the previous period. Only those negative features of the city which are set in
its nearest past are reconstructed retrospectively. If Sofia as a newly established capital is
proud of its urban development plans because of their very existence as pushing it away
from the oriental city and turning it into a modern European one, socialist Sofia accepts

6 The Capital Sofia, 1999, S., p. 39.
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Fpan, npegHa3HaueH 3a Hapoaa

lO6unenHarta kHura Ha Codus, n3gageHa nNo BpeMeTo Ha coumani3ma, He cb3aa-
Ba yCellaHeTo 3a AUCKOHTUHIOYUTET B IOrKaTa Ha NpeacTaBsHETO, BbMPEKN Ye TEKCTbT ek-
CMNMUMTHO pa3Ka3Ba 3a NMPeKbCBAHETO Ha Bpb3KaTta C ,Kanutanuctuyeckus” rpad. Beblu-
HOCT TOBa € HapaTuB B Norukara Ha nbpeaTa obunenHa kHira. Kakto tasu ot 1928 r. roeo-
pu 3a pagukanHo ckbcBaHe ¢ obnuka Ha Codus ,B TypCKO Bpeme®, Taka coumanncTmyec-
KWSIT rpag B Ta3m oT 1958 . ce KOHCTpyupa KaTo OTXBbp/isHE Ha 06pasa OT NpeaxoaHus ne-
pvog. PeTpocnekTyBHO ce PeKOHCTPyMpaT eAUHCTBEHO HeraTyeBuTe Ha rpaga, KouTo ce no-
narat B Han-61m3koto My muHano. Ako Codusi B HAQUanoTo cu kKaTto cTonuua ce ropgee ¢
rpagoyCcTPONCTBEHUTE CU NNaHOBe, Nopaan NPOCTOTO MM Hanuuue, KaTto oTaaneyaBalum s
OT OPVEHTaNCKMSA rpag 1 NpespbLUaLLM 1 B MOAEPEeH eBPOMNencku rpad, To coumanmcTnyec-
ka Codusa npmema Te3n nnaHoBe KaTo 0YEeBMAHOCT U M KPUTMKYBa CbabpxxaTenHo. lMNpoc-
TO B TO3 MOMEHT HaNNM4yneTo Ha ninaH Beye He e AOCTaTbyHO, BAXKHO € KaKbB e Ton. ToBa
€ camo edviH Npumep, C KOWTO Ce ONMTBaM Aa MokKarka, Ye BbNpekn pasrpaHnyaBaHeTo Ha
CbAbp)KaTeNHO HMBO, OTKPUTUA Ha NPeaxodHus Nepuof ca ce NpeBbpHany B camopasoun-
paLm ce 04YeBMAHOCTY Ha rPaackoToO NPOCTPAHCTBO 1 HEroBuTe penpeseHTaumun. Jpyroto
YCTOMUMBO MACTO B paskasa 3a Codus e HapaTMBbT 3a HenHusa pacTex.” Bceku nepron ao-
6aBsi HOBO HapacTBaHe Ha HaceneHMeTo, HOBO HapacTBaHe Ha crpagnTe, HOBO HapacTBa-
He Ha LMBUIM3auMOHHUTE NPUOOGUBKIN. BTopnsaT BaxkeH acnekT B penpeseHTtauunTe Ha Co-
s, KOUTO Npoab/MKaBa OT NPeaxXOfHWS Nepuom, e NPeacTaBaHeTo 1 kaTto cronuua.’ En-
HOBPEMEHHOTO KOHCTPYMpaHe Ha rpafiCKoCT 1 CToNMYHOCT Ha Codusa e BakHa YacT OT Npo-
ueca Ha popmMupaHe Ha rpagcka ngeHtTnyHocT. Copus Tps6Ba eqHOBPEMEHHO Aa CMMBO-
nun3upa rpaga, Ho 1 abpxxasara. T Tps6ea edHOBPEMEHHO Aa C/ KOHCTpympa npeactasu-
TeNnHW mMecTa KaTo rpaj — HanpvumMep KMeTCTBO, HO M KaTo ctonuua — HapogHo cbhbpaHue
unu uapcku gsopedu. MNMapagurmaTnyeH e cnyyasT ¢ HOBUS LEHTbP, KOHCTpyupaH npes 50-
Te roamHn. ToBa eOHOBPEMEHHO € HOBUAT LIeHTbP Ha rpada, HO 1 HOBUAT LEHTbP Ha CTOMU-
uata, T.e. Ha Abp)kasarta 1 61 Tpa6eano Aa yabpXu Te3un Ase CUMBONHY nepcnekTnen. Crno-
pen npoekTa (KH1rmTe oT TO3M Nepuof NPeAcTaBaT NPoeKTa KaTto BMPTyanHa pasxoaka n3
ueHTbpa Ha Codusa) oMUHMpaLLaTa crpaga B TO3U KOMMeKC € JoMbT Ha rpaackns CbBeT
(Ton Tps6Ba Aa 6bae cpeluy MNapTuinHKUA oM KaTo 3aTBOpuY KapeTo). 1o nnaH Ton e Han-Bu-
COK 1 BU3yasiHO TpsA6Ba Aa ynpaenssa ToBa MPOCTPaHCTBO. Ta3u yacT OT NpoekTa, obaue,
ocTaBa BupTyasnHa. 3a CMeTKa Ha TOBa € NOCTPOeH apTumHMAT oom, KOUToO 61 TpsSGBano
[la e JOMUHMpaH OT rPafcKusl CbBET, HO Ce e okasan Mo-BakeH OT Hero. Bbe BM3yanHoOTO
npeacTaBsHe Ha rpaga AoMuHnpaHeTo Ha rpaga Codus ot ctonuuata Codusa e npegenHo
oueBugHo. [NosTapsawuTe ce o6pasu ca Te3n Ha HapogHoTo cbbpaHue, NNpe3naeHTCTBoTOo,
MapTtnitHua pom. O6lwmHaTta e HeBauma. To3M MOMEHT B KOHCTpympaHeTo Ha Codusa en-
HOBPEMEHHO KaTo rpaf, HO 1 KaTo CTONMuUA, KakTo ce onuTax Aa nokaxka, € Ba)keH OT ca-
MOTO 1 Hauano. Ouwe B NbpBara lobunerHa KHura e 3Hauumo Tosa, 4ye 06pasbT Ha Codus
Tps6Ba Aa NpefcTass KaTo M3MbfiHEH npoekTa 3a bbnarapuws. ViveHHo 3aToBa kHurarta 3a-
BbpLUBAa CbC CNEeaHOTO uspeyeHue: , Ta Bogn bonrapus“ (305). Tasu ppkoBogHa GyHKUMSA Ha
Codus e oule No-cumHO akueHTpaHa B tobunenHaTa kHura ot 1958 r. kato e npunucaHa Ha
rpaga Hasap B UCTOPUYECKOTO My MUHAIO.

M Tyk Ha doHa Ha o6LMTEe MecTa 3arnoysaT Aa Ce OTKposBaT CneuuduknTe B counannucTu-
yeckus Tun penpeseHTtaumn Ha Codus. MNMbpBaTa e 006aBAHETO Ha MUHANo. PeTpocnekTus-
Ho Codua ce KOHCTpyMpa KaTto BaXkeH rpadcku LEHTbP, NCTopusATa 1 3ano4ysa OT naneonu-
Ta, a apxeosIorMYecKnsT MHTEPEC KbM MUHANOTO Ce NpeBpbLLa B YCIIOBUE 3a pa3brpaHe Ha
HacTosweTo. Mop 3arnasneTo ,HoBoTO B cTapa Codus” e otoeneHa usana rnasa oT 106u-
NenHaTa KHUra, KoATO paskasBa 3a apXeosiorMyeckuTe OTKPUTUA Mpu HoBaTa HapopHa
BnacT. BCbLWHOCT TOBa € HAUNHBT, MO KOWTO MUHANOTO Ce NpPeBpbLLa B CUMBOSEH pecypc

7 To3u HapaTuB LWe ce NnosiBu U B lobunenHara kHira ot 2000 r.
8 To3u acnekT cnupa ga ce npo6nemaTtnsvpa B TpeTaTa lobunenHa KHura.
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MapTuitnuaT pom ot kpas Ha 50-Te
The Party house of the Bulgarian
Communist Party from the end of the
50-ies

these plans as a matter of fact and criticizes them contents-wise. Simply at that stage the
existence of a plan is no longer sufficient, the important thing is what the plan is. This is
just an example trying to show that despite the differentiation on the level of contents, dis-
coveries of the previous period have become self-evident facts of city milieu and its repre-
sentations. The other sustainable place in the tale of Sofia is the narrative about its
growth.” Each period adds a new boost of the population, new boost of the buildings, new
boost of civilisation assets. The second important aspect in the representations of Sofia
which continues from the previous period is its presentation as a capital.® The simultane-
ous construction of Sofia status as a city and capital is an important part of the process of
shaping city identity. Sofia should symbolise both the city and the state at the same time.
It should simultaneously construct representative places as a city — for instance a Town
Hall, but also as a capital — National Assembly or King’s Palace. The case with the New
centre built in the 1950s is paradigmatic. It is simultaneously the new city centre but also
the new centre of the capital, i.e. of the state and should sustain both these symbolic per-
spectives. According to the project (the books from this period present the project as a
virtual stroll round the centre of Sofia) the dominant building in this set is the City Council
House (it should be opposite the Communist Party House thus closing the square).
According to the plan it is the highest and should visually command this space. This part
of the project, however, remains virtual. Instead, the Party House is build which should be

7 This narrative will also appear in the Jubilee book of 2000
8 This aspect is no longer discussed in the third Jubilee book.
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Ha HoBaTa BNacT 1 T MHCLUEeHMpa cebe Cn MMEHHO KaTo CbXxpaHsBalla uctopusta. Ha ¢ponHa
Ha TO3M HapaTVB CTaBaT HambiHO 06ACHMMU NMoBTapsALWMUTE ce obpasn Ha Codusa. Couna-
nucTmyeckarta BU3MSA Ha rpaga He ce OTka3Ba OT HUTO eAuH OT cTapuTe 06pasu, BbNpeku
ye v NocTaBs B HOB KOHTEKCT. B to6unenHaTa KHura uma CHUMKU Ha NOBEYETO LibpKBU, KO-
UTO Ce MUCHAT KaTo npeacTaBuTeNiHn 3a Codus 1 AHEC; NPeacTaBeHN ca apXUTEKTYPHUTE
eménemu oT HauanoTo Ha 20 BEK, KaKTO U cuHarorarta, [KaMusaTa unm Typckara cteHa (13-
BeCTHa OHec kaTto Pumckara) kaTto npeacTtaBuTeNiHN 3a pasnuyHy KynTypHU NPaKTUKK No
Te3n 3emun. EcTecTBeHo Te ca B py6pukarta Ha ,,0CTaHKM OT MUHANoTo", KOUTO o6ave 060-
raTaBar XuBoTa 1 06pasa Ha rpaga.

AKO YMa HsiIkakBa pagvkanHa HOBOCT B NpeacTaBsaHeTo Ha Codus B TO3U NEPUOL, TO € KOH-
CTPyVpaHeTo Ha ,HOB couuaneH o6nvK Ha rpaga“ (c. 88).° Tosu coumaneH 06K ce BU3Yy-
anusnpa Ha HSIKonko HuBa. [TbpBO, CTaBart BUAMMK Crpaam, KOUTO MoraT Ja ce npeBbpHaT
B eM6s1IeMU Ha coumarniu NpuaobuBKuY, T.e. GONHNLM, NOANKIUHWKK, OETCKA JOMOBE, YUnn-
wa, cTaanoHn. BTopuat BaykeH acnekT, moguepTaH oT obunenHaTa KHura, e rpukara Ha Ha-

9 UnTartute ca no: KO6unenHa kHura Ha rpag Codusa (1878 — 1958), 1958. apaHme Ha UK Ha CTHC.
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domineered by the City Council but evolved to be more important than it. The domination
of the city of Sofia over the capital Sofia in the visual representation of the city is all too
obvious. The repeat images are those of the National Assembly, the Presidency, the Party
House. The Town Hall is invisible. This point in the construction of Sofia as both city and
capital at the same time, as | was trying to show, is important since its very beginning.
Ever since the first Jubilee book it has been important that the image of Sofia should pres-
ent the project for Bulgaria as accomplished. That is why the book ends with the following
sentence: “It leads Bulgaria” (305). There is an even bigger emphasis on this leading func-
tion of Sofia in the Jubilee book of 1958 and it is attributed to the city back in its historic
past.

At the backdrop of the common features, the specific aspects in the socialist type of rep-
resentation of Sofia are starting to emerge here. The first one is the addition of a past.
Retroactively Sofia is constructed as an important city centre, its history starting from the
Paleolithic Age, and the archaeological interest for the past is transformed into a prerequi-
site for understanding the present. A whole chapter of the Jubilee book under the title
“The new in old Sofia” is dedicated to the archaeological discoveries made during the
new people’s power. Actually this is the way in which the past is turned into a symbolic
resource of the new power and it stages itself specifically as preserving history. At the
background of this narrative the repeat images of

Sofia become easy to explain. The socialist vision

of the city does not discard any of the old images

despite placing them in a new context. The

Jubilee book contains photos of most churches

which are considered representative of Sofia

even today; the architectural emblems from the

early 20th century are presented, as well as the

synagogue and the mosque or the Turkish wall

(known as the Roman wall today) as representa-

tive of various cultural practices in these lands.

Naturally they are in the “Remnants of the past”

section but they nevertheless enrich the life and

image of the city.

If there is any radical novelty in the representation
of Sofia in this period, it is the construction of a
“new social image of the city” (p. 88).° This social
image is visualised on several levels. First some
buildings become visible which can turn into
emblems of social assets, i.e. hospitals, polyclin-
ics, childcare institutions, schools, stadiums. The

»IPambT-rpaguHa” npoabnkasa aa 6bae AOMUHNPALY 06pa3

Ha Co¢ms. bynesapabT Ha Tononute — , Ton6yxuu“, 1967

The “garden-city” continues to be the dominant

image of Sofia. The Boulevard of poplars — Tolbouhin Blvd, 1967

3abbp3aHo couManuCcTMYECKo BCEKUAHEBUE NO Hail-mankaTa
ynuua Ha Codusa — ynuua ,,Manko TepHoBo®, 1967

The rapid socialist daily life on the smallest street of Sofia —
Malko Turnovo Street, 1967

9 The quotes are after: The Jubilee Book of the city of Sofia (1878 — 1958), 1958. Edition of publishing
house of Sofia City People’s Council.
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pogHaTa BnacT 3a »unuwHusa ¢oHa. B kHurata ca npencrtaBeHM KakTto rotoBu KBapTanm
kaTo ,3aumoB*, Taka u nnaHoBeTe 3a HOBUTE ,MOAEpPHU Npearpaous” n obpasmn Ot npoLe-
ca Ha TAXHOTO CTPOUTENICTBO. TOBa € BCHLLHOCT eaMHCcTBeHaTa Bm3us Ha Codus, KoaTo Ha
06pa3Ho HIBO CbAbpKa eOHOBPEMEHHO LieHTbpa U ModepHu3npaHarta® nepudepns Ha rpa-
pa. Tpetuat acnekT Ha coumnanHna O6nuK Ha rpafa € MHCLEHUPaHETO Ha rpaackoTo npoc-
TPaHCTBO KaTo 06bpHATO KbM XopaTa. Codusa ce npeBpblUa B penpeseHTaummTe Cu B ,rpan,
npegHasHayeH 3a Hapopga, 3a 3af0BOSfIIBAHE Ha HEroBuTe BCECTpaHHU Hyxkau“ (c. 19).
MimeHHO 3aToBa 06pa3nTe Nokasear rpaga Karto yioTeH Npes3 CHUMKMW, MHCLEHVpaLLy Wwac-
TNNBO BCEKUOHEBME.

TyK LWe HanpaBs edHO OTK/IOHEHWE OT I0BUNENHNTE KHIMX, 3@ Aa NoKaxka Kak ce KOHCTpyu-
pa Codus B anbymmTe OT To3U nepmogd. lNpassa ro MMeHHO TyK, MbPBO, 3aL0TO anéymu uma
CaMo OT BPeMeTO Ha coumann3ma n BTOpo, 3aLl0TO CPaBHEHNETO MEXAY TAX U tobunenHa-
Ta KHUra nokassa pasfinkara mexxgy o6pa3|/|Te, KOUTO nmat OTYEeTNINBO BbTPELLUEH aapecar
1 Te3M, KOUTO Ca OTMPABEHU 1 KbM BbHIWHUA. U TpuTe anbyma, kouto pasrnexajam,’ nmar
CcaMo BbBeXAaLl, TEKCT OT 2-3 CTpaHMLUM Ha 6bArapCKu, PYCKU, HEMCKU, PPEHCKIN N aHMNIAC-
K1 e3uK, cnegBanHn ot n3usano ¢otorpadcko npeacrassHe Ha Codusa. TekCTbT B HAYanoTo
Ha aJ'I6yMVITe BMHarn nog4yepTasa, Ye eauH rpag — toea ca npean BCUYKO HEeroBute >Kute-
nun. CHUMKKTe nokasear Toa. OrpoMHaTa YacT OT TAX MOCTaBsAT B LeHTbpa Cu Xopa, a no-
BEYETO CrpaaM ca CHMMaHu OT NnepcrnekTuBara Ha MuHasalwysa nokpam Tax. HaumHbT, no
KOWTO ca nodpeaeHn CHUMKUTE B Te3n anbymu, € U3KNIoUNTENHO nokasarteneH 3a penpe-
3eHTauusTa Ha Codusa B To31 nepuod. CTpykTyparta € egHa 1 cblua (CbabprkaTenHo 1 06-
pas3uTe ca egHu 1 cblyy). B HauanoTo narnexpa, Ye CHUMKUTE KOHCTPyMpaT NCTOPUYECKN

,»CnagbK xusor”,
M3MUCNEH N0 BPEMETO
Ha couuannama.
KapTtnuka Ha Copus

ot 80-Te

Sweet Life,

invented in the socialist
period. Postcard from
the 80-ies

10 ToBa e HauvH fa nogyepras, Ye NpucbeanHeHuTe kbM Codus cena, KOMTO 3anasBaT Cenckus cu
06JIMK, OCTaBaTt HEBUAVMMU.

11 Nomapos.a, B., M. CtaHuesa n C. UrHatuescku (cbeT.), 1959. Codus, AN ,Hayka n nskyctso®,
Coodus; CesepHsik, C. (cbeT.), 1967. Codus — ctonmua Ha HPB, AN ,Hayka n nskycteo“, Codus;
lepros, C. n I. Y3yHcku (cbeT.), 1975. Codus, AN ,Centemspu®, Codus.
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second important aspect underscored by the Jubilee book is the care taken by the peo-
ple’s power for residential facilities. The book presents as completed residential quarters
like “Zaimov” and plans for new “modern suburbs” as well as images from the process of
building them. This is actually the only vision of Sofia which on the image level contains
simultaneously the centre and the modernised” periphery of the town. The third aspect of
the social image of the city is the staging of city milieu as people-focused. Sofia is turned
in its representations as a “city meant for the people, for meeting its comprehensive
needs” (p. 19). That is why the images reveal the city as cosy through photos staging a
happy daily round.

I will deviate from the Jubilee books here to show how Sofia is constructed in the albums
of this period. | have chosen this point because first of all, albums exist only since social-
ist time and secondly, because the comparison between them and the Jubilee book
shows the difference between the images which have a distinctly internal addressee and
those directed to the external one. The three albums | am reviewing' have only an intro-
ductory text of 2-3 pages in Bulgarian, Russian, German, French and English, followed by
an exclusively photographic presentation of Sofia. The text at the beginning of the albums
always highlights that a city is above all its residents. This is illustrated by photos. The
vast majority of them place people in their centre, and most buildings have been pho-
tographed from the perspective of the passer-by. The way photos in these albums are
arranged is very indicative for the representation of Sofia in this period. The structure is
the same (in terms of contents, the images are the same, too). At the beginning it seems
that the photos construct a historically consistent vision — a panoramic bird’s eye picture
of the city and then enter it through various archaeological remains. After the initial 3-4 pic-
tures, history is abandoned altogether to display the “Centre.” Actually the first photos
show cultural heritage but they are incorporated in the city milieu, not in the city life. From
the centre through “busy crossroads” one enters into the daily round of Sofia citizens
staged as modern, a leisure section follows, and then the Central Railway Station or the
Airport. It seems the album determines the route, offers a recipe for moving around town.
It is trying to tempt the external eye, showing a practice of residing in this town. The album
is visualising the ideology for socialist Sofia — a city of the people which reflects the life of
working people in the socialist state — both business and festive.” (Mitov 1954: 20). That is
why the city is staged as human in the daily practices at work and leisure, as a modern,
busy town (the abundance of cars highlights this), but “green” and cosy, focused on its
residents. The most sustainable metaphor is that of the garden. The names of boulevards
are doubled with botanical names — the boulevard of roses, of poplars, of chestnuts...
Sofia is constructed as a pleasant city to reside in, with cafes around the squares, restau-
rants in the open, and Indian rubber plants on the beach. Happy young people are
strolling around, sitting on benches, children are playing. This does not mean that the ide-
ological perspective is missing, that the leading role of the Party is not visible. It means
that it is rather implicit as the background against which all this is happening. An indica-
tive photo in this respect is the one of the Brothers’ mound. Nothing in the title of the
photo - “A sip of cold water” — implies that it is this monument that is shown. The centre
of the foreground is focused on small children who are drinking water. Far in the distance
but by far the highest is the towering Brothers’ mound; slightly out of focus but simply
standing there with children at its base. The picture makes visible the ideology “in the
name of the people”.

10 This is a way to underscore that the villages appended to Sofia which preserve their rustic image
remain invisible.

11 Pomadova, V., M. Stancheva and S. Ignatievski (compilers), 1959. Sofia, State publishing house
“Naouka | izkoustvo”, Sofia; Severniak, S. (compiler), 1967. Sofia — capital of the People’s Republic of
Buglaria, State publishing house “Naouka | izkoustvo”, Sofia; Gergov, S. and G. Ouzounski
(compilers), 1975, Sofia, State publishing house “Septemvri”, Sofia.
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nocnegoBaTenHa B13na — maHopaMHa CHUMKa OT MTU4YKM Norneq Ha rpaga, a crnef Tosa Bnv-
3aHe B Hero npes pasnuyHmu apxeosiornyeckn octaHku. Cnen nbpeute 3-4 CHUMKU UCTOPW-
ATa e abCosTHO N30CTaBeHa, 3a aa ce nokaxe ,LleHTbpa“. BCbWHOCT MbpBUTE CHUMKM
nokassaT KyNTypHOTO HacnencTso, HO Te€ ca BNMCaHu B rPafCKoTO MPOCTPaHCTBO, a He B
rpapnckus xmnsot. OT LeHTbpa Npes HAKOEe ,,0XKUBEHO KPbCTOBNLLE" Ce BM3a B MHCLEHNpa-
HOTO KaTo MOAEPHO BCEKNAHEBNE Ha COPUSHLM, Cneasa CBO60OHOTO Bpeme, a nocne Lliex-
TpanHa rapa wnu Jletuweto. KaTto ye 1 anbymbT 3agaBa MapLipyTa, HiakaksBa pelenTta 3a
OBWKEHNE 13 rpaga. Ton ce onuTBa Aa Cb6nasHn BbHLIHUS NOrne, Noka3sanky npakTmka
Ha obuTaBaHe Ha TO3u rpad. AnbymbT BU3yanu3svpa ngeonoruata 3a coumanncrtmyecka Co-
¢dus - rpag Ha xoparta, KOWTO OTpassiBa , KMBOTa Ha TPYLAELLMTE Ce Xxopa B couuanmcTnyec-
KaTa obp>kasa — AenoBU 1 3aefHo € ToBa TbpxkecTeeH.“ (Mutos 1954: 20). MimeHHO 3aToBa
rpafgbT Ce MHCLEHMPA KaTo YOBELLKM NPe3 BCEKMOHEBHM MPakKTK/ Ha paboTta 1 cBO60OHO
BpeMe, KaTo MOAEepeH, 3abbp3aH rpag (M306UIMeTo OT KoMK noguyepTasa ToBa), HO ,3eneH"”
N yIOTEH, 06bpHAT KbM CBOUTE XuTtenu. Han-yctonunsara metadopa e Tasu Ha rpagmHara.
MmeHata Ha 6yneBapauTte ca ay6nupaHu ¢ LBETHN MMeHa — ByneBapa Ha po3nTe, Ha Torno-
nuTte, Ha kecteHuTe... Codurs ce KOHCTpyMpa KaTo NPUATEH 3a XXMBEEHe rpafd ¢ kadeHeta
no nnowaauTe, pecTopaHT cpen npupopara, ukycu Ha nnaxa. Llactnmen mnagm xopa
ce pasxoXkgar, cesaT Mo nenkute, geua urpasT. ToBa He 03HayaBa, Ye nuncea naeonory-
yeckara nepcrnekTuBa, Ye He e BuaMMa pbkoBoaHaTta pons Ha MNaptusta. MNo-ckopo o3Ha-
yaBa, ye TS e NnokasaHa Kato noapasbrpalloTo ce, kaTo ¢oHa, Ha KONTO BCUYKO TOBa Ce
cnyusa. [NokazaTenHa B TOBa OTHOLUEHWE € efHa CHUMKa Ha ,BpaTtckara moruna“. Huwo B
03arnaBsiBaHETO Ha CHMMKAaTa He rnpegnonara, ye ctasa gyma MMEHHO 3a TO3U MaMeTHUK —
~bTKa CTyaeHa Bofa“. Ha npeneH nnaH ca manku geua, nuewm soga. MHoro B ganeunHa-
Ta, HO MbK HaW-BUCOKO ce uagura ,bparckata mornna“; T e gopu neko He Ha doKyc, HO
NpoCTO e TaM U felaTta ca B nogHoxxuneTo n. CHUMKaTa npasu BuaMma ngeonorusta ,.B ume-
TO Ha Hapopga“.

An6ymnTe NokasBaT KakBO 0O3Ha4yaBa TOBa rpafdbT Aa € 06bpHAT KbM Xopara, Aa uva coum-
aneH o6nuk, HoO caMo B eaVH OT HeroBuTe acnekTu. bonHuuaTa n yumnuueTo ca o6pasu 3a
BbTPELHNA afpecaT; pas3xoakaTa, rpagmHkara, 6ynesapaa Ha po3uTte ca o6pasunTe, ¢ Kou-
TO Ce Cbba3HsBa BbHLIWHMSA. Te MMEeHHO TpsbBa aa AoroBopAT npuaHaHneTo Ha Codunsa kato
~rpan, npegHasHaveH 3a Hapopa“.

MwvHano HecBbpLIEHO

lO6unenHata kHura Ha Codursa ot 2000 r. MMa HAKOMKO CbluecTByBaHUS. TS e usga-
[l€Ha Ha 6bArapCKu 1 Ha aHrMMNCKU, 1 eQHOBPEMEHHO C TOBa € Ny6nuKyBaHa B cauTta Ha
o6wuHaTa. B 1031 cmmcbn 06pa3bT Ha Codus, KOWTO KOHCTpyupa, He € 06bpHaT Henpe-
MEHHO KbM BbTPELUHUS aapecaT, HanpoTB NOCNaHNETO My € 3aMUC/IEHO KaTO MHOXXeCTBe-
Ho. Ta3u l6unenHa KHUra, oT efHa cTpaHa, e U3KNUuTeHo uHpopmaTeHa. Ta cbabpxa
BCUYKM Bb3MOXHU gaHHM 3a Codus. AKO nornegHeM CbAbp)XaHUETO N 1 NPe6bpoum camo
uncTO NHGOPMATNBHNSA TEKCT, KOUTO CE CbabpXKa B Hes, Lie Buanm, vye Ton e okosno 80 cTpa-
HULM. AKO KbM TSX MPUBaBMM U OHE3WN YacTh, KOUTO CbabpXKaT UCTOpUYEcKa MHGopMaLms
— OKOMo 450 cTpaHuUM — NoYTHY Le nonyynm obema Ha kHurata. OctaBa camo aa fo6asum
NONMMTUYECKUTE 1 PUTYaSTHN OBPBbLUEHMS B HAYANIOTO, KAKTO M OKOJIO AeCeTnHa CTpaHmuuy,
oTHoeneHn 3a obpasa Ha Codus cnep 1989 roguHa. B To3u cmucbn, OT gpyra cTpaHa, Hapen
C MHPOPMATMBHOCTTA, Ta3un I06UNENHa KHUra KOHCTpympa eanH MHOro KOXepeHTeH o6pas
Ha Codunsa OT HEMHOTO MUHANO. BCHLUHOCT TyK BEYE MOXKE [a Ce roBOpU 3a BPbLUAHETO KbM
MWHaNOTO KaTo 3a ycTonunea dopma B penpeseHTauuaTa Ha rpaga. Mimave pednekca 3a
CKpUBaHe Ha HenocpencTBeHo npeaxoaHus nepuogd (okono 30 ctpaHuum ot 450-Te ca ou-
PEKTHO roBOpeLLM 3a BPEMETO Ha couuanni3ma), HO U HapacTBaHe Ha MuHanoTo. Codus B
Tasu lobunenHa KHUra n3rnexxga Kato apxeonormyecku mysen. He e nogmuHara HATO egHa
ocTaHka unu ¢ubyna, oTKpuTa nNo Tesn 3emu. Tesn apxeonornyeckn ocTaHku, obaue, ca
CUITHO OMUHMPAHN OT XPUCTUSIHCKNA 06pa3 Ha Codus. Ha Bu3yanHo H1BO rpagbT U3MMex-
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The albums show what it means
for a city to be people-focused, to
have a social image albeit only in
one of its aspects. The hospital
and the school are images for the
internal addressee; the stroll, gar-
den, boulevard of roses are the
images to lure the external one.
They are the ones to ensure the
acknowledgement of Sofia as a
“city meant for the people”.

Past imperfect

The Jubilee book of Sofia
of 2000 has several modes of exis-
tence. It has been published in
Bulgarian and English and at the
same time it is uploaded at the
website of the Municipality. In this
sense the image of Sofia which it
constructs is not turned necessari-
ly to the internal addressee. Just
the opposite, its message is multi-

Bparckara moruna, orneyatana B anéym ot 1967 r. targeted. This Jubilee book on the
¢ umero ,[nbTka cryaeqa soga“ one hand is extremely informative.
The Common Grave Ensemble, printed in the album from 1967 It contains all the possible data on

with the title A sip of cold water Sofia. If we look at its contents and

count only the purely informative
text contained in it, we will see that it is about 80 pages long. If we add those parts which
contain historical information — about 450 pages — we will nearly reach the full volume of
the book. The only thing that remains is to add the political and ritual addresses at the
beginning, as well as the dozen or so pages devoted to the image of Sofia after 1989. In
this sense, on the other hand, apart from the informativeness, this Jubilee book constructs
a very coherent image of Sofia from its past. Actually we can talk here about the return to
the past as a sustainable form in the representations of the city. On the one hand we have
the reflex for hiding the immediately preceding period (about 30 of the 450 pages are refer-
ring directly to socialist time), and on the other — an enhancement of the past. Sofia in this
Jubilee book looks like an archaeological museum. No remnant or fibula discovered in
these lands has been overlooked. These archaeological remains, however, are strongly
dominated by the Christian image of Sofia. On the visual level the city looks like an ortho-
dox-religious centre. This certainly does not mean that the book contains no image of a
mosque, for instance. Just the opposite, it is politically correct and reproduces such
images, too. But we have to specifically look for them while Christian tokens strike us in
the face. It is not just about presenting Sofia through the churches located on the city terri-
tory but about “attention to detail”, “discovering beauty” in each fresco and each icon.
This is a new type of presentation of the Middle Ages. And Sofia from the 1920-30s and
the time of socialism uses several churches as emblems — St. Nedelia, Alexander Nevski
Cathedral, the Rotunda of St. Georgi, St. Sofia. But the church is usually presented from
the outside, the way it is present in the city milieu. In this Jubilee book of 2000 the interior
of the churches becomes a part of the city image. The images insist that the passer-by
walks in as if part of the identity of Sofia residents consists of going to church, apprecia-
tion of Christian art. The second very powerful image constructed in the book is that of
Sofia from the beginning of the 20th century. More than three hundred pages show and
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[a KaTo NpaBOCNaBHO-PENUIMO3€EH LIeHTbP. TOBa CbBCEM HE 03HAuaBa, Ye KHUrata He Cb-
ObpXka 06pas Ha mkamusl, Hanpuvep. HanpoTtus, T € NONUTUYECKN KOPEKTHA U penpoay-
uMpa 1 Taknea o6pasun. Camo ue Tax Tps6Ba M3PUYHO Aa M TbPCUM, AOKATO XPUCTUSHCKU-
Te embnemn camu HU Hamupart. He ctaBa gyma npocto 3a npepctassHe Ha Codusa npes
UbPKBUTE, KOUTO Ca Ha TepuTopuaTa Ha rpaga, a 3a ,BriexpgaHe B getamna“, 3a ,,0Tkpusa-
HEeTO Ha KpacoTarta“ BbB BCEKM CTEHOMUC N BCAKA MKOHA. TOBa € HOB TUMN npeacTaBsHe Ha
CpepHosekosueTo. 1 Codus ot 20-30-Te rogmHu Ha 20 BEK, U OT BPEMEeTO Ha couuanuama
M3Mnon3BaT KaTo CBOU EMBNIEMM HAKOJKO LUbpkBu — CB. Hepens, Xpam-nameTHuka AnekcaH-
obp Hescku, PotoHpgaTa Cs. leopru, Ce. Codus. Camo ye 06MKHOBEHO ce NpeacTaBs Lbp-
KBaTa OTBbH, TakKa, KakTo TS MPUCbCTBA B IPAACKOTO NPOCTPaHCTBO. B Tasn oéunenHa KHu-
ra ot 2000 roguHa yacT OT obpa3sa Ha rpaja ctaBa BbTpPeLHOCTTa Ha LbpkBuTe. Obpasute
HacTosABaT MVHYBauYbT Aa Bfe3e, Kato Ye I YacT OT UOEHTUYHOCTTA Ha CODUSHLUN € UMEH-
HO XO[EHETO Ha LIbpKBa, MOYMTAHETO Ha XPUCTUSHCKOTO U3KYCTBO. BTOpUST MHOro mMoLueH
06pas, KOHCTpyMpaH B KHurata, e To3u Ha Codusa oT HauanoTo Ha Beka. [loseue OT Tpucta
CTpaHuumM nokasear u paskassaTt 3a Codus B nepuoga ot 1878 r. 4o 1944r. BbB BCEBbL3MOXX-
HU geTannn. FpagbT M3rnexxaa »KmnB, NPOMEHS 065IMKa CU, crpaguTe cTaBaTt HOBU, yMuuTe
— naBupaHu. pagbT ce UMBMNN30BA, Pa3aens ce C OPUEHTANCKUS cu 06nuk. XKutenute my
CbLLO — T€ MPOMEHAT APEXUTe CU, HaUMHa CY Ha XXMBOT, UHTEpropa Ha kbwmte cn. Codus
€ npeacraBeHa eAHOBPEMEHHO B HEMHOTO AENHUYHO 6UTUE, HO U B HEMHMSA NPa3HUK, Kak-
TO OBLUECTBEH, Taka n nuyeH. ObpasuTte npencTaBsaT 6upapun, kadeHeTa, NpasHKK Ha po-
3ara, TpamBau, Konu, Moga u T.H. Buauata ce ponbnea OT CNOMEHN Ha CbBPEMEHHULN, OT
TEXHWUTE pa3kasn Ha apxanyeH 6brapcky 3a CO6CTBEHOTO M Bpeme. OCBEH aBTEHTUYHM-
Te CHUMKM, KOUTO KHUraTta penpogyuvpa B n3obunme, ca nybamkyBaHu MHOXECTBO CbBpe-
MEHHW CHUMKW Ha NpeacTaBuUTeNHU 3a To3u nepuod ot uctopusita Ha Codus crpagn. Tyk e
Ba)KHO [la mofyepTas, Ye MMEHHO Ta3u B3NS Ha rpaga, Npon3Bexxaa onpeneneHn rpaackn
NONMMTMKM OT TWMa Ha pasnpepensHeTo Ha cpeacTearta no npoekt ,Kpacuea Bbvnrapusa®.
TonkoBa MOLLHO NPUCHCTBA TO3M 06pa3 Ha rpaga, Ye ce Cb3aasa yCewaHeTo He NpocTo 3a
naeHTudunKaLms ¢ Hero; Ton e NpeBbpHAT B UCTUHCKOTO nuue Ha Codus. Bcuuko, koeto ce
€ CNy4msno crep Hero, e camo oTaaneyaBaHe OT CbLUMHCKOTO BpeMe Ha Codusa. Camo kaTto
€OuH NpuMep LWe 1M3Mnon3Bam rnaesata, HapeveHa ,[MbpBuTe“. B Hea ce pa3kasBa Noapo6-
HO 3a nMbpBara efnekTpuyecka Kpylika, ocsetuna ynuumte Ha Codus, 3a NbpBUsS Tpamsan,
MbPBOTO KOMENo, MOTOLMKAET, aBTOMOGUA 1 T.H. HULLO B 3arnaBneTo Ha rnasaTa He NOoAc-
KasBa, ye ,MbpBUTE Hewa" e 6baaTt OTKPUTK camMo B neprona Ha TpeToTo 6bnrapcko uap-
CTBO, HO BCE Mak B HEsl NUMCBaT egHa nopeanua ot LUBUIN3aLUMOHHN NPUA0GUBKIA, CIyyn-
NN ce cnep, Hero — MbPBUAT TPOJEN 63 KOHOYKTOP, MbPBUSAT KOMMIOTLP, MbpBarta ye6-cTpa-
Huua Ha Coduiicka obwmHa. Mpn To3m xuneptpodupan o6pas Ha Codus OT HA4anoTo Ha
BEKa € Npo6remMaTuyHoO NPOab/HIKABAHETO HA UCTOPUATA U KOHCTPYUPAHETO Ha HacTosLe-
TO. 3TprBaHeTO Ha NPeaXoaHns Nepron, KakTo Beye nokasax, € yCTonunso MAcTo. A 1 ne-
puogbT Ha coumanu3ma He n34vesBa HambfHO. Ton octaBa ¢ HOK, 6uBwus MaptueH oowm,
LIYM, xoten BankaH, npupo6unu seye HOBUTE CU GYHKLMW 1 NPEeacTaBeHn C HOBU MMEHa.
B TekcTa TOM € HopManuaupaH 1 NPeBbpHAT B YacT OT UCTOPUS HA apXUTeKTypaTa, Ha Te-
aTpasnHOTO U3KYCTBO U T.H. [10-M0BONUTHO € Kak MpMCbCTBa HACTOALETO B Ta3u lobunenHa
kHura. OT egHa cTpaHa TO € Habop OT AaHHU, BNUCaHN B ANCKYpCa Ha pacTexxa 1 OKpbris-
Bawwm undpute — 120 roguHn ctonmua, 54 NbTM HapacTBaHe Ha rpaga u T.H. lNpo6nemaTny-
Ha e BU3uATa, KOATO ToBa HacTosiwe nanvusa. OT egHa cTpaHa, ToBa ca HOBUTE NaMeTHU-
un Ha Codus — Ha Codua, Ha CnasenkoBu, WagpasaHa Ha nnowap Cnasenkos. Te3n na-
METHULM Ca U3KIIOYMTENTHO CUMMITOMAaTNYHN. ToBa ca 06pasn, KOUTO CE CKpMBAT OT HACTO-
Aweto.” Huwo B nameTHnka Ha Codus He A MpaBu OTYETNIMBO pasno3HaBaema Karto npo-
n3BefeHa B Hauyanoto Ha 21 Bek. B T03u cmncbn 6mx onpegennna ToBa NpUCbHCTBME Ha Hac-
TOSILLLETO KaTo umutauma Ha eqHo dpaHTasMeHo MuHano gHec. Bropuat obpas, npes KomTo
HACTOSILLETO Ce KOHCTPpyMpa, € TO3U Ha ,MOAEepHUTE crpagun“ — CTbKMEHU C SICHU KOHCTPYK-

12 MosBonseam cu TyK Aa umtnpam Heako Conakos, KOWTO MM ONpeaens Karto ,y»kacasallo
apxanyHmn®.

98



tell about Sofia in the period from 1978 to 1944 in all possible details. The city looks alive,
changes its image, the buildings become new, the streets — paved. The city becomes
civilised, divests itself of its oriental look. And so do its residents — they change their
clothes, lifestyle, the interior of their houses. Sofia is presented simultaneously in its daily
existence but also in its festivities — both public and personal. The images present beer-
halls, cafes, the Celebration of the Rose, tram, cars, fashion, etc. The vision is comple-
mented by memories of contemporaries, their tales in archaic Bulgarian about their own
time. Apart from the authentic photos reproduced in abundance in the book a multitude of
modern photos are published of buildings representative of this period of the history of
Sofia. It is important to underline here that this vision of the city produces certain urban
policies such as funds allocation under the Beautiful Bulgaria project. So powerful is the
presence of this city image that a feeling is created of not just identification with it; it is
turned into the real face of Sofia. Everything that happened after it is only going further
away from the essential time of Sofia. Just as an example | would quote the chapter called
“The First Ones.” It tells in detail about the first electric bulb that lit the streets of Sofia, the
first tram, the first bicycles, motorbike, automobile, etc. Nothing in the title of the Chapter
implies that “the first

things” would only be

found in the period of the

Third Bulgarian Kingdom,

yet a series of civilisation

acquisitions that hap-

pened afterwards have

been overlooked - the

first trolley without a con-

ductor, the first computer,

the first website of Sofia

Municipality. In this hyper-

trophied image of Sofia

from the beginning of the

20th century the continuity

of history and construc-

tion of the present is

problematic. The oblitera-

tion of the previous peri-

od, as | already showed,

is a sustainable point.

And the period of social-  Hogure nowencki kapTuuki ot kpas Ha 90-Te u npes 21 Bek

ism does not disappear New postcards from the late 90-ies and the beginning of 21 century
completely. It remains

with the National Palace of Culture, the former Party House, the Central Department Store,
Hotel Balkan, which have already taken on their new functions and are presented with new
names. In the text this period has been normalised and turned into part of the history of
architecture, theatre, etc. It is more curious how the present is included in this Jubilee
book. On the one hand, it is a collection of data inherent in the discourse of growth and
the rounding up of figures — 120 years of being capital, 54-time expansion of the city, etc.
The vision which this present exudes is problematic. On the one hand, these are the new
monuments of Sofia — of Sofia, of the Slaveikovs, the fountain at Slaveikov Square. These
monuments are extremely symptomatic. These are images hidden by the present.”
Nothing in the monument of Sofia makes it distinctly recognisable as produced at the
beginning of the 21st century. In this sense | would define this manifestation of the present
as an imitation of a phantasmal past today.

12 | allow myself to quote here Nedko Solakov who qualifies them as “terrifyingly archaic”.
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LMK, CHMAaHW Taka, Ye fia U3rMeXaaT N3BKCABALLY Ce Haa ocTaHanuTte. Te ce npespbLuaT
B 3HaK 3a ,NpoLieca Ha NPOMEHU, YMATO UHTEH3MBHOCT MOXe Aa 6bae cpaBHsBaHa camo C
,eBponeunsnpaHeTo” Ha ctpaHata cnen OcBo6oxaeHneTo... "

Codusa KaTo NOLWEHCKa KapTnyka

Cio3bH 30HTar 3anoysa cBosiTa kHura 3a dotorpaduata ¢ eguH paskas 3a Ogu-
cenn n MukenaHmxeno ot éunma Ha logap ,,KapabnHepuTte®, KOUTO AOHACAT HA XEHUTE CU
kKybapute C nnsuka, a Te ce okassaT Mb/IHM C MOLWEHCKN kapTuukn (3oHTar 1999). OTTyK
Cio3aH 3oHTar 3anoysa pascbxjeHue 3a poTtorpadusaTa kKato popma Ha NpuUcBoOsSiBaHe Ha
ceeTa. Pa3cbxgeHneto, obaue, MoXXe Aa NPOAbLIKM B Apyra Nocoka — KbM >kaHpa Ha no-
LLleHCcKaTa KapTunuka, a He TONKoBa KbM CblLLHOCTTAa Ha doTorpadupaHeTto. Bnpouem ,Hese-
posiTHaTa uctopus Ha Amenu MNoneH” gonbnea Ta3n Bb3MOXXHOCT Aa Ce pa3CbhxaaBa UMeH-
HO 3a pasnukara mexxgy asata xaHpa. B To3u ¢unm Amenn upes cBosi npusTenka crioap-
feca m3npatia Ha 6alia Cu He KapTUYKy OT pasnuyHyu MecTa, NOANNCaHU OT rPaguHCKOTO
[DKYIPKE, 8 UMEHHO CHUMKW Ha [KYIKETO Npy 3HAKOBU TypucTuieckn mecta. CHUMKarta Ha
camns MeH akLeHT/pa NpUCbCTBMETO MU; KapTuikaTa no-CKopo CBMAETENCTBA 3a Hanmyu-
€TO Ha obekTa Npy TOBa B Heroeara napagurmanHocT. KaptuukaTa Ha Aidenosara Kyna He
NPOCTO NoKasBa HEMHOTO Hanuure, HO 1 3aJaBa HaunHa, No KOWTO TPAGBa Aa M3rnexxaa T4,
KaKTO 1 HaunHa, No KOMTo Tps6ea aa s Buas. B 1031 cmycbn roBops 3a napagurmanHoctT.
Kaptuukata 3agaBa Habop OT M3rnegu, Kakto 1 Ha6op OT MpPakTVKW, KOWTO rapaHTuipar
npasunHarta ynoTpebéa Ha TypucTuyeckuns obekr. Taka Opucen n Mukenangxeno, goHacsaw-
KU KapTWyKn, OTKpaasarT ,CblUeCTBYBaHETO" Ha 06eKTMTe, HO 1 napagurmarta Ha TAXHOTO
BKOAHE.

B Bbnrapusa nbpeBuTe pUCYyBaHN NOLWEHCKN KapTUYKKN Ca NpaBeHn O6MKHOBEHO OT Uy>KAU 13-
patenu. MNo-kbCcHO mecTHUTe doTorpadm 3anoysar Aa nsgaeart kapTuyku. ColuecTsyBa U3-
KNIOUMTENTHO NIOGONMTHATA NpaKTKa Aa ce NPeBPbLUAT B KAPTUYKN IUYHU CHUMKWU. Cnef
[MbpBaTa cBETOBHA BOMHA U3[ATENCTBOTO HA KAPTUYKWATE € MOHOMONu3mpaHo ot purop
Mackos, konTo pasnpawa doTorpadu U3 uanara cTpaHa, KOMTO CUCTEMATUYHO Aa 3acHe-
maT 6brirapckuTe rpagose.” Taka unm nHaue B TO3M NepUomd U3MNpallaHeTo Ha MOLLEHCKN
KapTWUKN BEye € MacoBa NpakTika, HO BeYe MOXXE [ia Ce roBOpU U 3a YCTONYMBU 06pasu
Ha rpagoseTe. JIlo6onMTHOTO B aHanm3a Ha MOLLEHCKUTE KapTUYKuy e, OT edHa cTpaHa, npo-
MeHsLwara ce o6pasHOCT B TAX, a OT Apyra — npomeHsaTa ce ¢yHkuns. AKO B Ha4anoTo
noLleHcKaTta KapTuuka e U3MuC/eHa, 3a Aa YNeCHU 1 YCKOPY KOMyHMKaumaTa, BNOCneacT-
B/E TS Ce NpeBpbLa B CPeACcTBO 3a putyanHa KoMyHukaums. A OHEC Kato ye N MoLLeHC-
KUTE KapTWYKM BCE MOBEYE Ce MpeBpbluaT B CyBEHMP, T.e. B 06pa3s, KOWTO 3ana3sam 3a
MSICTOTO, a He TOJIKOBa 06pas, KOMTO M3npaliam 3a Uin oT Hero. VIMeHHO npomsHaTa BbB
dyHKLMSTA € Bb3MOXXHO 0BSICHEHME 32 NMpoMsiHaTa B NPOM3BOACTBOTO Ha KapTUUKWU.

O6pa3n B cerawHo npoabiHKNTENTHO

B TO31 PparmeHT OT TeKcTa LWe ce onuTam Ja paskaxa 3a oHe3u 3Hauu Ha Co-
¢dus, KoUTo ce nosiBsBaT B HAYanoTo Ha 20 BEK 1 Npoab/KaBaT 3HaKoBaTa Cu pons 1 npes
21 Bek. [MbpBuUTE Hanoxnnm ce embnemn Ha Codusa ca HapogHOTO cbbpaHne, NaMeTHUKLT
Ha Llap Ocso6oauten, HapogHuat Teatsbp, nnowapn Ce. Hegens, a manko cneg Tax cpeq yc-
TONUMBMTE O6Gpa3n Ha rpaga ce BNMCBa U xpam-nameTHMKLT AnekcaHabp Hescku. ToBa ca
MPOCTO Hal-yecTo U3non3saHuTe o6pasun. Paséupa ce, UMa 1 Apyru, KOUTO CbLLO ca BrK-
CaHu B TOBA CerawlHo Npoab/HKUTENHO Ha BU3NATA, OT Tna Ha YHuBepcuTeTa unvm BoeHHus

13 l06unenHa kHura. Codus — 120 rogmHn ctonuua, 2000. AkagemunyHo napatencrso ,M. JpuHos®,
C., c. 545.

14 Cnopen Muxaun Hepenues — eauH OT ronemMnTe KOIEKLMOHEPU Ha MOLLEHCKN KapTUuKn — Tasun
npakTvika Boau A0 HOpManu3upaHe 1 CTaHgapTM3MpaHe Ha IOKanHoOTO (IMYeH pasrosop).
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The second image through which the present is constructed is that of the “modern build-
ings” — made of fibreglass, with clear constructions, photographed to look towering above
the rest. They turn into a sign of the “process of changes whose intensiveness can only
be compared to the “Europeisation” of the country after the Liberation...”

Sofia as a postcard

Susan Sontag starts her book on photography with a story of Ulysses and
Michelangelo from Godard’s film “Les Carabiniers” (The Riflemen) who bring their wives
suitcases full of loot which turn out to be full of postcards (Sontag 1999). From here Susan
Sontag starts her contemplation on photography as a form of appropriating the world. The
contemplation, however, can continue in another direction — towards the genre of the post-
card and not so much on the essence of photography. Incidentally, Le fabuleux destin
d’Amélie Poulain (Amélie from Montmartre) completes this possibility to ponder upon the
difference between the two genres. In this film Amelie, through a friend of hers who is an
air-hostess, sends her father not postcards of various places signed by the garden dwarf
but photos of the dwarf at tourist landmarks. The photo of myself underlines my presence;
the postcard rather testifies the presence of the tourist site at its paradigmacity. The post-
card of the Eiffel tower is not simply showing its existence, it presupposes the ways it
should look and the way | should see it. In this sense | am talking of paradigmacity here.
The postcard gives a set of views as well as a set of practices ensuring the right use of
the tourist site. Thus Ulysses and Michelangelo, bringing postcards, steal the “existence”
of the sites, but also the paradigm of seeing them.

The first painted postcards in Bulgaria have usually been produced by foreign publishers.
Later on local photographers start publishing postcards. There is a very peculiar practice
of turning personal photos into postcards. After World War | the publishing house for post-
cards is monopolised by Grigor Paskov who sends out photographers throughout
Bulgaria to systematically take photos of Bulgarian cities." At any rate sending postcards
in this period has already become a mass practice, on the one hand, and on the other,
one can already talk of sustainable images of cities. In the analysis of the postcards the
research has to deal with the changing images of the city, but also with the changing
practices. If in the beginning the postcard is invented to facilitate and hasten the commu-
nication, later on it turns to be a medium for ritual communication and today it seems that
the postcard is reduced to a souvenir, e.g. to an image, kept for the place and not an
image to send from it. Exactly the change of the function is one of the explanations for the
changing images.

Images in present continuous

In this fragment of the text | will try to outline those signs of Sofia which appear at
the beginning of the 20th century and continue their signatory role into the 21st century.
The first acknowledged emblems of Sofia are the National Assembly, the monument of the
Tsar Liberator, the National Theatre, St. Nedelia Square, and slightly later the Alexander
Nevski Cathedral also takes its place among the sustainable images of the city. These are
simply the most frequently used images. There are others, of course, which are also
inscribed into this present continuous of the vision such as the University or the Military
Club. Using these particular images at the beginning of the 20th century constructs a syn-
chronic vision of Sofia. These are some of the first erected buildings after the Liberation.
Most of them have been designed by European architects or architects who graduated in

13 Jubilee book, Sofia — 120 years capital, 2000. Academic publishing house “M. Drinov”, S, p. 545.
14 According to Mihail Nedelchev — one of the eminent postcard collectors — this practice leads to
normalisation and standardisation of the local (a personal conversation).
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kny6. M3nonseaHeTo Ha TOYHO
Te3n o6pasu B Hayanoto Ha 20 Bek
KOHCTpyupa €eAHa CUHXPOHHa BU-
3na Ha Coodus. Toea ca egHu oT
MbpBUTE MOCTPOEHW crpagn cnep
OcBo6oxaeHneto. losBeueTo OT
TSIX Ca NPOEKTMpaHN OT eBponewnc-
KN apXUTEKTU NN apXUTEKTK, Mosy-
unnu o6pasoBaHMeTo cu B EBpona.
B 1031 cMuCbN eaHOBPEMEHHO ce
CTPOV MPOCTPAHCTBOTO N Ce MNpo-
n3Bexaa obpasa Ha eBPONENCKUs
rpag. Apxutektypara, KosiTo e n36-
paHa KaTo NpeacTaBUTENHA, MOXXe
[a ce pasnos3Hae KaTo LeHTpasnHo-
eBpornencka. 3anaseHn ca KaTo
o6l MecTa B pernpeseHTauusaTa
Ha Codus n oHe3n crpagu, KOMTo
npeacrtaBAaAT BpbllaHe KbM BU3aH-
TUUCKOTO KYNTYpHO HacneacTtso. B
KapTuyka OT KOUTO 1 ga 6uno ne-
puog morat ga ce Bupat Xanure,
BaHata, CemunHapuata, HO Te Hu-
Kora Ha npugobuear crtaTyta Ha
3Haun Ha Coodwus, T.e. KapTUUKUTE
PSAKO M MOCTaBAT B LEHTbpa Cu,
Te NPUCHLCTBAT MO CKOPO KaTO KOH-

Ynuua ,,TeproBcka“ n 6yn. ,,JlonaykoB®, nsrneam oTkbm TEKCT, KaTto $OH Ha Apyr LeHTpa-
nnowaga ,bancku“, Hauanoto Ha 20 Bek neH o6pas. Crpagute B 6apOKOB,
Turgovska street and Dondukov Blvd, view from Banski square, HEOPOMAHCKW WM HEOKNAaCuyecKu
beginning of 20 century CTWN, MOCTPOEHMU B HAYaANoTO Ha 20

BEK ca 3HauuTe, B KOUTO rpagbT
YCTOMUYMBO Ce pasno3HaBa; He3aBUCUMO OT UCTOPUYECKUS Mepuod, Te NpPUCbCcTBaT Ha Mno-
LeHCKNTe KapTuukiy. ToBa ObNroTpaeLlo HacTosLe Ha 3HauuUTe, obave, ce OTHaCs caMo A0
06€eKTNTe, KOUTO Ce CHMMAT, HO He 1 10 HauuHa, No KOWTO ce uHcueHupart. Crpagute ca
€[HN U1 CblUY, HO NapagurMmnTe Ha BMXKOAHETO ca PasfiMuHu.

HapopHoTo cbbpaHue e nbpBarta o6LiecTBeHa crpafa, noctpoeHa B Codus n npesbpHana
ce B 3HaK Ha ToBa npocTpaHcTBo. OT HAYanoTo Ha Beka KapTUYKNTE ca LIeHTpUpaHn Bbp-
Xy crpagarta My, Taka KaTo ye 1 i u3Baxkaar oT KoHTekcTta . OT gpyra cTpaHa, ToBa e n3-
Ba)KAaHe caMo OT KOHTEKCTa Ha apyruTe crpagn', 3aloTo 06UKHOBEHO OKONo HapopHoTo
cbbpaHue nnm Ha Bxoaa My ce Bkaar xopa. To e NnpeacTaBeHo KaTo crpaja CUMBOSIMYEC-
KU1 3HaKoBa cama no cebe cu, HO MMEHHO Nopaawu >XMBOTa, MOPaan AencTBuaTa, nopaam xo-
paTa, KoUTO ca B U1 okono HapopHoTo cv6paHme. CbBCeM Opyr € 06pa3bT, KOHCTPyUpaH
no BpemeTo Ha counanuama. Crpagarta e ususAno KoOHTeKcTyanusvpaHa. Yecto Ha npegeH
nnaH nva ABMKeLmn ce Konu, NnpemMmmnHasalum xopa, Manku ¢ Konuukn. Han-niobonutHata
KapTnyka Ha HapogHoTo cbbpaHue e crpagarta, CHMMaHa OT nepcrnekTMBaTa Ha ceaslums B
OTCpPELLHOTO 1 KadeHe. TakbB TUM KapTUUKU MOKa3BaT OHa3un MOeonorus Ha ,rpaga, o6bp-
HaT KbM xopaTa“, 3a KosTo cTaHa ayma no-paHo. OT pyra cTpaHa Te NpaBsT HeLo B Nose-
ye. TyK aKLEeHTbT € BbpXy Hellata, KOUTo ce cnyysart n0Kpa|7| Ta3n CUMBOJTMYECKN Ba>kHa,
AOKOJIKOTO NPeACcTaBs HaLMOHaNHOTO MPOCTPaHCTBO, Crpada, Ho camara Td e camo GOoH Ha
e[VH BCEKUOHEBEH ,Cnaabk >XMBOT". Ta3u penpeseHTauns Ha HapogHOTO cb6paHue no-

15 Pas6upa ce, cneq TAXHOTO MOCTPOsiBaHe, 3all0TO B HAYANOTO NPOCTO HAMA APYrv Crpaau.
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Europe. In this sense a milieu is constructed along with producing the image of a
European city. The architecture which has been selected as representative can be recog-
nised as Central European one. Those buildings which present a return to Byzantine cul-
tural heritage have also been preserved as common places in the representation of Sofia.
The Covered market, the Bath, the Seminary can be seen on postcards from any period
but they never take on the status of tokens of Sofia, i.e. postcards seldom place them at
their centre, they are present rather as a context, background to another central image.
These buildings in baroque, neo-roman or neoclassical style erected at the beginning of
the 20th century are the signs in which the city is sustainably recognised regardless of the
historical period and they are available on postcards. This long-lasting present of the
signs, however, is only valid for the objects which are photographed but not for the way
they are staged. The buildings are the same but the paradigms of seeing are different.

The National Assembly is the first public building erected in Sofia and it has turned into a
sign of this environment. Since the beginning of the 20th century postcards have been
focused on its premises as if taking them out of their context. On the other hand, this is
only removal from the context of the other buildings'™ because people can usually be seen
around the National Assembly or at its entrance. It is presented as a building which is
symbolically signatory by itself but it is because of the life, because of the actions,
because of the people who are in or around the National Assembly. The image construct-
ed during the time of socialism is totally different. The building is completely contextu-
alised. In the foreground there are often moving cards, people passing by, mothers with
baby carriages. The most curious postcard of the National Assembly is the one where its
photo is taken from the perspective of a person sitting in the café opposite it. This type of
cards show the ideology of the “city with a focus on people” mentioned earlier. On the
other hand, these postcards do more than that. The focus here is on the things which
happen past this symbolically important building inasmuch as it presents the national
milieu, but the premises themselves are only background to a daily “Dolce Vita.” This rep-
resentation of the National Assembly shows on a visual level the bracketing of the respect

Mowexcka
KapTuuka ot
HayanoTo Ha

21 Bek
Postcard from
the beginning of
the 21 century

15 Of course after their construction because in the beginning there were simply no other buildings
around.
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Kas3Ba Ha BU3yasrHO HMBO 3aCKO6ABAHETO Ha YBAXKEHNETO KbM MHCTUTYLMATa HapoaHo Cb6b-
paHue, HO 1 OTKa3a OT CbbfasHABaHE Ha BbHLUHUS NOrneq npes MHCTUTYLUOHANMHN BU3UN.
Coumanm3mbT ce onuTBa Aa NnpuenvMya Npes BCekmaHeBme, TOM UcKa NpusHaHue Ha ,couu-
anMCTMYECKNs XXNBOT® OT BbHLUHMS agpecar; NPU3HaHNETO Ha COLMaNnCTUYECKUTE UHCTU-
TyLumn MoxXke 61 e 3ana3eHo 3a BbTpeLwHUTE agpecaT. TPeTu TUM MHCLIEHNPOBKA Ha CbLLO-
TO MACTO NpeacTasaT kaptuukuTe cnep 1989 r. Tyk HapogHOTO cbbpaHie € B LieHTbpa Ha
kapTuukara. Jopu pa ce Bmxga BAH, KOMNO3MUMOHHO akUEHTBLT € BbpXy Ta3u crpaga; yYec-
TO Ce CHUMa 6nM3bK NnaH Ha obuumanHnsa Bxog Ha crpagata. ToBa, KOeTo e U3KIounTen-
HO PasnnyHoO, € N3UNCTEHOCTTA HA CHUMKMWTE OT BCAKAKbB XXUBOT, OT ABWKEHNE NOKPan nnm
kbM lMapnameHTa. BCbWHOCT TO3M TN MHCLIEHNPaHE Ha crpagnTe € 0CO6eHO XapaKTepeH
3a ,npexogHua“ nepuod Ha bunrapus. Bcuukn crpagm ca acentuaupaHu, N34nCcTeHu, ecTe-
TM3npaHn. Hama HWTO crnepa OT BPEMETO, B KOETO Ca CHMMAaHW Te3n crpagun. Hama kona
UM gpexa, no YMNTo MOAEN YOBEK MOXE fia Ce OpMEHTMPA 3a enoxara. Teau crpagm oT Ha-
4yanoTo Ha Beka npe3 21 BeK Beye ca CHYMaHN He OT No3numsaTa Ha TAXHOTO HACTOSLLE, a

OT [fiefHarta Touka Ha BEYHOCTTa, T.€. Ha MPOCTPaHCTBO 6e3 Bpeme. [lopu camo npes To3u
TN NHCLEHVPaHe Ha crpaauTe MoraT fa ce pasyertar Harnacu 3a BuxagaHe Ha ceerta npes
Bb3MNPUETUTE KATO BaXKHW YCTONUMBY EMBIIEMU, 1 HAKAKBB >XXUBOT, KOWTO NMpOTHUYa NoKpai
Tax, epuMepeH 1 He 3acnyxasall BHUMaHue. O6pasute Ha Codusi Npes Ta3u NHCLEHNPOB-
Ka 1CKat Npr3HaHue Ha MHCTUTYLIMW, UCKAaT NPU3HaHUE Ha BEYHOCTTA, HO He Ha HacTosLLe-
TO AN Ha CbBPEMEHHOCTTA.

N3ue3BawmTe B3NN

Hal7l-y,D,VIBI/ITeJ'IHaTa BU3MSA, KOATO M34e3Ba, € Ta3n Ha nameTHMuuTe. YanBuUTenHa,
3aloTo NaMeTHUKDBT Ce nNpaBn MMEeHHO, 3a Aa 6bae pamMmka Ha o6wara namert. iva gea na-
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for the institution National Assembly, on the one hand, but on the other, the decline from
tempting the external look through institutional visions. Socialism is trying to attract
through the mundane, it wants acknowledgement of the “socialist life” from the external
addressee; the acknowledgement of the socialist institutions might be reserved for the
internal addressees. A third type of staging of the same place is presented by the post-
cards after 1989. The National Assembly here is at the centre of the postcard. Even if the
Bulgarian Academy of Sciences can be seen, in terms of composition the focus is on this
building; often the official entrance to the building is displayed at close range. What is
extremely different is the purging of the pictures of all forms of life, of movement past or
towards Parliament. Actually this type of staging of the buildings is very typical of the
“transitory” period of Bulgaria. All the buildings are rendered aseptic, clean, and aesthetic.
There is not a trace of the time when these buildings were photographed. There is no car
or garments whose style can suggest the period. These buildings from the beginning of
the 20th century have already been recorded in the 21st century not from the position of
their presence but from the point of view of eternity, i.e. of the space without time. Even
through this type of staging of the buildings

some attitudes of seeing the world can be

discerned containing sustainable emblems

which are the important ones, as well as life

occurring past them which, however, is

ephemeral and does not deserve attention.

The images of Sofia through this staging

seek acknowledgement of institutions,

acknowledgement of eternity but not of the

present or the contemporaneity.

The disappearing visions

The most amazing vision which dis-
appears is that of monuments. Amazing,
because a monument is made exactly in
order to be a framework of the common
memory. There are two monuments which
persist — the one of the Tsar Liberator and, to
some extent, the one of Levski®, all the rest
disappear or their representation becomes
so sporadic that they are not the signatory
images of Sofia. In a sense Sofia has a sin-
gle monument — that of the Tsar Liberator, a
monument of the capital, not of the city,
linked to the constituent act of this national
milieu. The city has no memory. This vision

is paradoxical. On the one hand the city is N3ye3Bawy B3NN HAa MAMETHULM OT Ha4anoTo Ha 20 Bek
more and more represented through its past The disappearing monuments from the beginning of the
but on the other, it is a lot less represented 20 century

through monuments capturing the memory

of this past. Perhaps this is an explicable reflex inherent in the logic of constructing the
image described above as obliterating the previous period. The previous one leaves just
“remnants” but its memory, spirit, the places which served for symbolic validation by the
community have not been preserved. The problem is why the image of these past monu-
ments is not construed as interesting for an external addressee. On the one hand, per-

16 | am saying to some extent because in the postcards after 1989 its representation becomes more
and more rare.
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METHWKa, KOUTO ca noctosHcTealum — Ha Llap Oceo6oanTen v OoHAKbae Ha Jlesckun'®, Bcuu-
KW OCTaHanu M3uyes3BaTt UNn penpes3eHTUpaHeTo UM CTaBa TOIKOBa CropagnyHo, ye Te He
ca 3HakoBuTe 06pa3un Ha Codus. B Hakakbe cmucbn Codus uma eamH nameTHUK — Ha Llap
OcBo6oaunTen, NameTHUK Ha cTonuuarta, a He Ha rpaga, cBbp3aH ¢ dyHOoMpalums akT Ha
TOBa HaUMOHANHO NpPoCcTpaHcTBO. padbT € 6e3 namert. [NapagokcanHa e ta3u susus. Ot
edHa cTpaHa, rpadbT BCe MOBeYe Ce penpeseHTnpa npes MnHanoTo Cu, HO OT gpyra — BCce
no-Manko ce penpeseHTupa npe3 nameTHULMW, KOUTO yabpykaT nameTTa Ha ToBa MUHAano.
Mo>ke 61 ToBa e 065iICHM pednekc, BNUcaH B OHa3M JIOrMKa Ha KOHCTpyupaHe Ha o6pasa,
KOSATO onmucax rno-rope Kato U3TprMBaHe Ha NPeaxoaHus nepuogd. NpeanwHoTo ocTaBa caMmo
»OCTaHKN®“, HO He Ce 3anasBa Herosara nameT, HEroBusa AyX, Mectara, KOMTO ca Cny»XXenu
3a CYIMBOJIMYECKO NOTBbPXKAABaHe Ha 06l HocTTa. [po6nembT e 3awo 06pa3bT Ha Te3U OT-
MUHaNN NameTHULM HE Ce MUCIN KaTo MHTEPECEH 3a eguH BbHLWEH agpecat. Moxe 6u Te
ca TONKOBa KOHTEKCTyalnH/ Ha BPEMETO CU, Ye nameTra 3a TaX M34es3Ba; Te cTasar HeLlo,
KOETO YOBEK A0PY HE BKAA, KOrato MyHaBa nokpan Tax. Bb3MoXXHO € ga nma 1 To4HO 06-
paTHOTO 06sicHeHue. icTopusita e TOSIKOBa »KUBa, Ye NMaMeTHUKbT € AOCTaTbYyHO MOLLEH
3HakK, 3a [a s NpeBbpHe B HacTose. [Mopaan To3m cTpax e no-gobpe rpafgbT Aa Ce nLn
OT e[IMH pecypc, 3a Ja He ce ocBo6oay Npu3pakbT Ha BpemeTo. Mosita nHtepnpetaums e
Mo-CKOPO BTOpAaTa, 3all0To N34e3BaHETO Ha NaMeTHULMTE OT MOLWEHCKNTE KAPTUUKKN YECTO
€ CbMPOBOAEHO C TAXHOTO U3-
yesBaHe OT rpPaaCcKoTo MPOCT-
pPaHCTBO U MNpeHacuLaHeTo
My C HOBU NMameTHULU, KOWTO,
aKko e BsipHa TeHAeHuusTa,
cnen 50-mHa roguMHM OTHOBO
ca 06peyeHn Ha n34ye3BaHe.

BTtopata wn3uesBawa Bu3UA
Ha rpaga ca HerosuTe ynuuu.
KapTuukmute OT HauanoTo Ha
BEKa cCbabpkat o6pasn oT
BCUYKW LEHTPaNHN ynuuy Ha
Codus, ycnenu ga npmao6usT
eBponencky Bua. Kaptnukute
OT BPEMETO Ha coumanu3ma,
cb3gaBariky obpasa Ha rpaga
KaTo MopepeH, Bb3npons-
BEXAAT CbLO BCUYKN LEHT-
panHu ynuuum u 6ynesapoum.

OT eqHa cTpaHa, Te ca cBuae-
3ye3BawmaT nameTHMK ot kpas Ha 20 Bek — nameTHuka npes HOK TENCTBO 3@ AVHAMUYHOCT W

The disappearing monument from the end of the 20 century MOAEPHN TPafCK MPaKTUKA

HO OT apyra npes TAX Ce KOH-
CTpympa 06pasbT Ha ,rpaga-rpaguHa”. Bceku OT Tax Mma CBOETO pacTeHue, a no TpoToa-
puTe NOA ObpBeTaTa, CPed 3eNneHuHaTa umMa nenku, Ceasawm rpakaaHn n urpaewm geua.
Ynunuata, KOHCTpyMpaHa B HaA4anoTo Ha Beka, e No-CKOpPO MPOCTPAHCTBO 3a pasxogka u
NPUAOBWXBAHE; CoUMannCTMUeckKara yamua € MSCTO 3a )KMBEeHe 1 npebrBaBaHe n camo
MEeXy ApYyroTo 3a npemunHasaHe. O6pasute Ha ynmum cneg 1989 r. noytn n3uessaTt, OCBEH
B HOLWHWTE Nen3axkn Ha Codus, KbaeTo ca U3NonN3BaHn NoBeye KaTo CBETIUHEH edekT, OT-
KONKOTO KaTo 06pa3. HeBb3MOXHO € Aa ce Buau Ha KapTuuka OXXrnBeHa codpumncka ynmua.
OcBeH Ha egHO MSICTO — B canTta Ha obwuHata. B Hero nma paspen ,KapTnuku®, kouto ca
WOEHTUYHW Ha oTneyvaTaHuTe, Ho uma u ,(DoToranepus”, BCcAka CHIMKA OT KOSATO 1Ma OnLums

16 Ka3ssam goHAKbAE, 3awoTo B NOLIEHCKUTE KapTuiky cneq, 1989 r. HeroBoTo penpeseHTrpaHe
cTasa BCe Nno-pagko.
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HoBute nameTHULM B NOLLEHCKN
KapTUYKN 0T Ha4anoTo Ha 21 Bek
New monuments in the postcards
from the beginning of the 21
century

haps they are so contextual of their time that the memory of them disappears, they
become something that one does not even notice when passing by. On the other hand, it
is possible to have exactly the opposite explanation. History is so much alive that the
monument is a sign powerful enough to turn it into present. Because of this fear, it is bet-
ter to deprive the city of a resource it might have in the eyes of the external addressee so
as not to let loose the ghost of time. | would rather opt for the second interpretation
because the disappearance of monuments from postcards is often accompanied by their
disappearance from the city milieu and its saturation with new monuments which, if the
tendency persists are doomed to extinction again in another 50 years or so.

The second disappearing vision of the city are its streets. The postcards from the begin-
ning of the century contain images from all the central streets of Sofia which have man-
aged to acquire a European look. The postcards from the time of socialism, creating the
image of the city as modern also reproduce all the central streets and boulevards. On the
one hand, they are evidence of dynamics and modern urban practices but on the other
the image of the “city-garden” is constructed through them. Each street has its own plant,
and on the pavements under the trees, among the verdure there are benches, sitting citi-
zens and playing children. The street constructed at the beginning of the 20th century is
rather a space to stroll and move; the socialist street is a place to live and reside, and,
only among other things, to walk on. The images of streets after 1989 almost vanish
except in the night cityscapes of Sofia where they are used more as a lighting effect rather
than image. It is impossible to see a postcard of a busy Sofia street. Except in one place
- the website of the municipality. It has a section called “Postcards” identical to the print-
ed ones but there is also a “Photo Gallery” where each photo has an option to be sent as
a virtual e-card. This is where several photos with real Sofia streets and squares can be
seen. Albeit unprofessional” these photos show a different modern vision of Sofia from the
static and antiseptic vision | described above. Obviously this type of city representation is
considered very specific — for Internet users, i.e. young and cosmopolitan people.” This
vision would probably not appeal to the “conventional” tourist in Sofia. Just the opposite, it
is strongly marked as a vision implying a special interest. It is this type of data that makes
me interpret the representations of Sofia as ingrained and following the logic of a modern
type of tourist practice and absolutely unacknowledged as legitimate postmodern tourist
practices. That is why the focus in the images of Sofia has been placed on the cultural
heritage implying an interest in enlightenment. The city is visualised as a museum collec-

17 | am citing Kiril Prashkov here.
18 The typical users of Internet in Bulgaria are like that.
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Aa 6baoe m3npareHa kaTo
BUpTYyanHa KapTuuka.
MmeHHO Tam moraT fa ce
BUOSAT HAKONIKO CHUMKW C
WUCTUHCKN COPUNCKIN YNnLm
v nnowann. flopun n Henpo-
¢decuroHanHo HanpaseHu,”
Te3NW CHWMKM NokaseaT
pasnnyHa CbBpEMEHHA BU-
31 Ha Codus oT Tasu cra-
TUYHa 1 acenTuavpaHa Bu-
31Us, KOATO onucax no-
rope. OueBNgHO TO3W TUN
penpeseHTaums Ha rpaga
ce cmaTa 3a MHOro cneum-
¢dnyHa — 3a nonssawy VH-
TEpHET, T.e. MNaan 1 Koc-
mononutHU xopa.” Taswu
BM3MSA KaTO Ye N He 6U ce
xapecana Ha ,HopmanHus“ Typuct B Codusi, HaNnpOTUB TA € CUIHO MapKupaHarta Karto
npegnonarawia cneumaneH uHTepec Bn3ns. VIMeHHO TakbB TUMN JaHHW Me Kapar aa UHTep-
npetmpam penpeseHtauunte Ha Codusa KaTto BNUCaHW 1 CNeagaLLy norukaTta Ha eguH Mo-
AEepeH TUN TypucTUYecKa NpakTuka, 1 abConioTHO Hepasno3HaBalUm KaTo NernTUMHN noc-
TMOOEPHM TYPUCTNYECKMN NPaKTUKK. IMEHHO 3aToBa akuUeHTbT B 06pasnte Ha Codus e noc-
TaBeH BbPXy KyNTypHOTO HACNeacTBO, NMPeanonarao NpoCBeLEeHCKN uHTepec. panbT e
BM3yanM3upaH KaTo My3enHa c6upka C oTaesiHu ekcroHatu. B moppexpaHeto Ha Tasu
cbupka ce NponyckaT ekCrnoHaTUTe Ha apXUTEKTYPHUSA MOAepHN3bM B Bbnrapus. Toaum Tun
HacnegcTBO Ce NpencTaBs MHOMO PSOKO M eAMHCTBEHO cbe crpaparta Ha BHB. B Hsakakbs
CMUCHJT JOpY TOBa MPEACTaBsHE € MO-CKOPO Ha HauMOHanHa MHCTUTYLMS U € 3HAaKOBO 3a
HaLUMOHANHOTO MPOCTPAHCTBO MOBEYE, OTKOMKOTO 3a TO3U TUM KyNTYpPHO HACNEeAacTBO.
MpocTo TO OTNAaga OT napagurmaTa Ha crpaguTe OT nMbpBaTa MofoBMHA Ha BEKa, NPeBbp-
HaTu B METOHUMUS Ha LANOTO KyNTypHO Hacneacteo. OT apyra cTpaHa ToBa He e n3yesBa-
a, a NpocTo Mnceaiwa Bn3us. HUTo eguH ot pasrnexgaHute NCTOPUYECKN Neproan He
NoCTaBs akUEHT BbPXy apXUTEKTYPHNS MOAEPHN3bM. TON NPUCHCTBA KaTto 06pasn eguHCT-
BEHO B MICTOPMYECKUTE CNPaBKK 3a apXUTEKTYpHUTE cTunose B Bbnrapus, Ho He ycnsBa aa
Ce NpeBbpHE B YacT OT BbO6PaA3sSBAHETO Ha rpaja.

Ynuua ,, Toproscka“ npes 30-Te roauHun
Turgovska street in the 30-ies

Han-uanoctHuat o6pas Ha Codusa kaTo ,rpag-rpaguHa”, Npoab/mkasal, OT HavyanoTo Ha
BEeKa npes3 BPEMETO Ha couuann3ma, n3vessa Han-oTYET/IMBO BbB BPEMETO Ha npexopa.
JlnncaTa Ha napkoBe, MHCLIEHNPaHU Npean ToBa KaTo YacT OT OnpefesieHNeTo 3a MoaepPHO
rpafcko NPOCTPaHCTBO, € MOBEYE OT oueBuagHa. Ho He n3uessar camo Te3un ob6pasu, n3yes-
Ba BCSIKakbB HaMeK 3a npupopa. Ako ,,AnekcaHabp HeBCku“ oT BpeMeTo Ha coumanu3ma e
06BUT OT KOPOHUTE Ha AbpBeTaTa, TO B CbBpeMeHHUTe KapTUikun TOoN narnexxpga rnosioXkeH B
npasHo NaBypaHo NPOCTPaHCTBO. [1pobnembT e, ue Nogo6Ha BU3UA Ha rpaja Karto rpagu-
Ha npepgnonara akUeHT BbpXy XXMBOTa Ha To3u rpag. [JokaTto CbBPEMEHHUTE KapTUYKK Noc-
TaBAT akLEeHTa MMEHHO BbpXy MecTarta, a He Bbpxy o6uTaBaHeTo Ha rpapa. Te cb3pasar
Han-CTaTnyHWA, HO U Han-odpuumnosHusa obpas Ha Codus. Beruukn TypucTmyeckn mecra ca
WHCLIEHVpaHM KaTo MecTa 3a MNOKNOHEeHWe, a He KaTo MecTa Ha npexuesisaHe. To3n o6pas
Ha rpaja Kato Jye 1 NCKa Npu3HaHne Ha NCTopuATa, Ha KyNTYpHOTO HacneacTBo, HO He ”
Ha CTU/IOBETE Ha >KUBOT, KOUTO MNPOTNYAT B TOBA rPafckKo NpocTpaHCcTBo. [pu ToBa ce ucka
npr3HaHWe Ha UcTopusTa KaTo eBponenicka. TouHo 3aToBa ce u3bupar crpagu, KouTo ce

17 Tyk untrpam Kupun lMpatkos.
18 TaknBa ca TMNUYHNUTE NoTpebuTenn Ha VIHTepHeT B Bbnrapus.
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tion with separate exhibits. In arranging this
collection, the exhibits of architectural mod-
ernism in Bulgaria are left out. This type of
heritage is presented very seldom and only
with the Bulgarian National Bank building. In
a sense this is rather a presentation of a
national institution and it is signatory for the
national milieu rather than for this type of cul-
tural heritage. It is just dropped from the par-
adigm of the buildings from the first half of
the 20th century that are transformed into a
metonymy of the whole cultural heritage. On
the other hand, this is not a disappearing but
simply missing vision. None of the discussed
historical periods lays an emphasis on archi-
tectural modernism. It is present as images
only in the historical references to architec-
tural styles in Bulgaria but does not manage
to turn into part of the conception of the city.

The most comprehensive image of Sofia as

a “city-garden” which continues from the

beginning of the 20th century is starting to bynesapabT Ha po3ute ,,9 centemspu”, 1967
disappear in the time of socialism and is The boulevard of roses — 9 September bivd, 1967
most acutely felt in the time of transition.

The lack of parks staged earlier as part of the definition of modern city milieu is all too
obvious. Not only do these images disappear, all allusions to nature fade away, too.
Whereas Alexander Nevski Cathedral from the time of socialism is framed by tree-crowns,
in modern postcards it looks planted in an empty paved site. The problem is that such a
vision of the city as a garden implies an emphasis on the life of this city. While modern
postcards lay stress on the places themselves rather than on residing in the city. They
create the most static image of Sofia, on the one hand, and on the other — the most offi-
cious one. All tourist places are staged as places of worship, not as places of experienc-
ing. This image of the city seems to demand the acknowledgement of history, of cultural
heritage but not on the lifestyles which are active in this city milieu. And the acknowledge-
ment sought is that of history as a European one, at that. That is why those buildings are
selected which can be recognised indisputably as pertaining to Central European archi-
tecture. Packaging certain places as interesting for the external eye constructs an image
of Sofia as a museum of European history. It is interesting namely because it cannot be
dissociated from the past of Europe. That is why the city is not staged as specific, there is
no ‘Sofia-specific’ architecture, “Sofia-specific” lifestyle, its specific nature is to be similar
to Europe from the beginning of the 20th century.

It diminishes but ages

Perhaps the anecdotic' story around the motto of Sofia has led to its bracketing
by the vision of the city. The truth is that in it the city is perceptibly diminishing and aging.
Initially” postcards represent city milieu in its comparative entirety leaving out only the
recently annexed villages. The two gateways can be seen — Eagles’ bridge and Lions’
bridge, the railway station through which the city can be entered, as well as Maria Louisa

19 Initially the wording of the motto was “It grows, does not age” which turned out to contain 13 let-
ters. In order to overcome the fatality of the number the conjunction “but” has been added.
20 This refers to the period 1920-30s.
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pasno3HaBaT edHO3Ha4YHO KaTO LeHTpanHo-eBponencka apxutektypa. OnakoBaHeTo Ha
onpepeneHn mMecTa Kato UHTEPECHU 3a BbHLUHWA NOrnen KOHCTpympat oépa3 Ha Codus
KaTo My3el 3a eBponencka uctopus. Ta e UHTEpecHa MMEHHO 3aLloTo e Hepasnuuuma ot
MUHanoTo Ha EBpona. 3atoBa u rpagbT He Ce MHCUEeHMpa Kato cneunduyeH, Hava ,co-
duncka“ apxntektypa, ,,codUNCKN® CTUM Ha XXMBOT, Heroeara crneundurka e na 6pae nono-
6eH Ha EBpona ot HauanoTto Ha 20 Bek.

»HamansBa, Ho cTapee“

Moxke 61 BULOBUAT"® paskas okono aesm3a Ha Codus e noBen [0 HEroBoTo 3ac-
Ko6siBaHe OT BU3usTa Ha rpapa. MictnHarta e, ue B Hesa rpaabT OTYETIMBO Hamasnssa U ce
cbcTapsaBsa. MbpBoHaYaNHO® KapTUUKUTE Perpes3eHTUPAaT rpaackoTo NPOCTPaHCTBO B HEro-
Bara OTHOCUTENHAa UANOCT, KaTo M3MycKaT equHCTBEHO MPUCbeaMHEHUTE HacKopo cena.
Morat ga ce BuasaT aeata Bxoga — Opnos u JTbBOB MOCT, raparta, npe3 KosToO ce B/M3a B
rpaga, kakto un ,Mapwus Jlynsa“, no Koito ce ctura 4o LeHTpanHuTe ynuum ,PakoBcku® n
» 1 bProBcka“, n go crpagute, npegctasuTesiHW 3a HaUMOHaNHOTO NPOCTpaHCTBO — Hapopa-
HOTO cbbpaHue, Llapcknsa gsopeu, BoeHHOTO MyHMCTEpCcTBO. Bugnmun ca n gpyrute kpaw-
wa Ha rpaga, 6enasaHu ot Pycku nameTHuK 1 nameTHuka JleBcku. Lianoto ocbBpemeHeHo
rpagcko NpPOCTPaHCTBO B TO3U CMUCHI € pernpe3eHTMpaHo B NoweHCckuTe kapTuuku. Ot
[pyra cTpaHa, B TOBa NpeacTaBsHe NUMNCBa KakbBTO 1 Aa 610 HaMeK 3a MUHano, T.e. ove-
BUAHO €, ye Codusi He NPOCTO He cTapee, a ce noamnagsasa u N3Tpmea BCAKAKBM cream ot
cTapocT. B n3secteH cmucbn nogo6eH o6pas ce NoBTaps B MOLLEHCKUTE KapTUikn oT 60-
80-Te roanHM Ha 20 BeK. B TAX CbLLO aKUEHTBLT € NOCTaBeH BbpXy CbBPEMEHHOCTTa Ha rpa-
[a, BbMPEKN Ye TS BEeYE CHXXUTENICTBA C €OHO My3en3npaHo MuHano. B To3u nepwuop npe-
OVLIHNTE CbBPEMEHHM Crpafn Beye ca NpeBbpHATU B 3HaUM 3a KynTypHO HAacneacTso 1 B
TO3M CMUCbS1 B MECTa, OKOJNO KOUTO Ce CbCpeaoTovaBa MHTEPECHT Ha BbHLIHWUA MOrmnea.
Jopu Te3n uctopuyeckn 3abenexxuTenHocT, obaye, ca UHCLEHUPaAHN KaTo GpOH Ha eaunH
CbBpEMEHEH rpaacku xuneoT. OT gpyra cTpaHa, B KapTUYKMUTE OT TO3U NEPUOS BEYE MOXE
[la Ce PEKOHCTpyUpa HauyanoTo Ha efHa TEHOEHUMS KbM HamansaBaHeTo Ha rpaja [o Hero-
BUS NPEACTaBUTENEH LEHTbP. Bee owe uma kapTnykm Ha raparta kaTo BXOA KbM rpaga v Bu-

3yann3mpaHoToO rpagcko MpocT-
pPaHCTBO OT HauyanoTo Ha BeKa npu-
CbCTBa M3UANO KaTo 06pas3n u B
To3n nepuop. OT rmegHa Touka Ha
rpagckKoTo MpOCTPaHCTBO, obade,
TOBa € BCbLLHOCT cCMansaBaHe Ha
rpaga, KOWTO MEXAYBPEMEHHO
MHOrO C€e e pa3pacHan u e no6asun
KbM ce6e Cu HOBUTE KoMnniekcu. Te
npucbCcTBaT B anbymHuTe penpe-
3eHTauun Ha Codus, HO oTCbCTBaT
OT MOLEHCKNTE KapTuuku. He e ns-
paboTeHa OHas3u BU3USA, KOSTO Aa
npesbpHe JIloNMH B MHTEPECHO 3a
Typucta msacTto. BebwHoct nopo6-
Ha fiMnca e O6sICHMMA Nnpes aHanu-
3a Ha TOBa KakBO KCKa aa npopgasa
Bvnrapus B T03u nepuop. Beue no-
Counanuctnyecko ctpontencrso, 1967
Socialist construction, 1967

19 MbpBOHaYanHo N3NMCBaHETO Ha Aesu3a e ,PacTte, He cTapee”, KOeTo ce oka3Ba, Ye Cbabpxa 13
6YKBW 1 3a Aa ce npeopgonee paranHOCTTa Ha YMCNOTO ce fobass ,HO .
20 CraBa gyma 3a nepuopa ot 20-30 roamHun Ha 20 BeK.
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Boulevard leading to the central streets Rakovski and Targovska, and the buildings repre-
sentative of the national milieu — the National Assembly, the King’s palace, the Warfare
Ministry. The other parts of the city are also visible, marked by the Russian Monument and
the monument of Levski. The whole modernised city milieu in this sense is represented in
postcards. On the other hand, there is not a trace of the past in this presentation, i.e. it is
obvious that Sofia not only does not age but grows younger and obliterates all signs of
old age. In a sense such an image repeats in postcards from the 1960-80s. The emphasis
in them is also laid on the modernity of the city even though it is already cohabiting with a
Museum-like past. In this period previously modern buildings are already turned into signs
of cultural heritage and therefore they are places around which the interest of the external
eye is focused. Even those historical landmarks, however, have been staged as a back-
ground of modern city life. On the other hand in the postcards from this period the begin-
ning of a tendency can be reconstructed for reducing the city to its representative centre.
There are still postcards of the railway station as a gateway to the city and the visualised
city milieu from the beginning of the century is
thoroughly present as images in this period as
well. From the point of view of city milieu, howev-
er, this is actually a shrinking of the city which
has, in the meantime, expanded significantly and
append new quarters to itself. They are present
in the album representations of Sofia but absent
from postcards. The vision which would turn
Lyulin into an interesting place for the tourist has
not been developed yet. Actually such an
absence can be explained through the analysis
of what Bulgaria wants to sell in this period. |
have already shown through the analysis of
more structured representations of Sofia that at
the time of socialism it was not so much the
socialist, i.e. the ideological-party image as the
vision for “dolce vita”, in which ideology is but
the background allowing this life to occur. That
is why the new residential quarters constructing
rather an image of socialist way of life are not
staged as tourist places. They are more strongly
ideologised by the vision with which socialism is
trying to entice. The final transformation of the
city motto takes place in the transition period.
Postcards after 1989 not only shrink the city to its
most high-profile centre but also obliterate the
spaces between the represe'ntatlvg bglldlngs. HauanoTo Ha 21 Bex

The most amazing gap of th|§ period is that of The luxury centre of Sofia in the

all the possible topoi where city practice can be beginning of 21 century

seen. The city is transformed through its repre-

sentation in architecture. From the late 1990s

and the beginning of the 21st century a trend seems to take shape for bridging this gap
since postcards appear displaying the book market on Slaveikov Square or the busy
crossroads around the monument of Sofia but they are still only signs of a beginning mak-
ing its way among architectural details. Apart from shrinking, the city is conspicuously
aging in its representations. The postcards highlight buildings from the beginning of the
20th century that resemble Central European architecture. Actually the buildings are the
same ones that can be seen on postcards from the beginning of the 20th century. Their
production, however, in this context from the early 1990s changes their meaning — from
signs of their time, they turn into emblems of the past and of cultural heritage.

MpepcraBuTeNnHNAT LEeHTLP Ha Codus ot
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CueHn Ha BCeKNAHEBHNS XNBOT OT BPEMETO Ha
LlapcTeo bbnrapus (rope) u ot counanucTuyecka
bbnrapns

Scenes from the daily life in the Bulgarian kingdom (up)
and in socialist Bulgaria

112



113



Kasax npes aHanm3a Ha Mo-CTPyKTypupaHu penpeseHtauun Ha Codus, ye no BpemeTo Ha
counanu3ama ce npopasa He TONKOBA COLMANMCTUYECKN, T.€. NAEOSIOrMKO-NapTUeH 06pas,
KONKOTO BM3KA 3a ,CragbK XMBOT, B KOSITO Maeonorusata € npocto ¢doHa, No3BonsBaLLy
TO31 XXMBOT Aa ce cnyysa. /iIMeHHO 3aTtoBa KOMMEKCUTe, KOHCTPYyMpaLLm No-CKOpo o6pas
Ha COLMAaNMCTUYECKN HAYNH Ha XKUBOT, HE CE NHCLIEHNPAT KaTo TYpUCTUYECKN MecTa. Te ca
NO-CUSTHO NAEONOrM3npaHn OT BU3UATA, C KOATO COLManmM3MbT Ce onuTBa Aa cbbnasHsaBea.
OkoHuYaTeNnHOTO Npeo6pbliaHe Ha AeBM3a Ha rpaja Ce cryysa B Mepuofa Ha npexoja.
Kaptuuknte cnep 1989 r. He NpoCTO HamansBar rpaga Ao HEroBus Haw-npeacTaBUTENEH
LEHTbP, HO U N3TPUBAT NPOCTPaHCTBAaTa MeXxay NpeacTaBuTenHuTe crpagu. Han-yousuren-
HaTa finnca B To3u nepnop € Ha BCUYKN Bb3MOXXHU TOMOCK, B KOUTO MOXKe a ce Buaun rpaa-
cka npakTuka. [pagbT e npeBbpHAT OT penpeseHTaumaTa cu B apxuTtektypa. OT kpas Ha 20
M HauanoTo Ha 21 BeK KaTo ye N1 ce ouepTaBa TEHOEHUMS KbM NPEOAONABAHE Ha Tasu nun-
ca, JOKONKOTO Ce MosiBABaT KapTWYKM C KHWKHaTa 6opca Ha nnowap ,CnaBenkos” nnu
OXXMBEHOTO KPbCTOBKLLE OKONO nameTHuka Ha Codus, HO Te BCe oLe ca camo 3Hauu 3a
Havano, Npo6uBaLLO CU MbT cpen apxmuTekTypHuTe aetamnn. OcBeH, ye rpaabT ce cmansiea,
TON 1 BMOMMO OCTapsiBa B penpe3eHTaummute cu. AKLEHTBLT, MOCTABEH B MOLLEHCKUTE Kap-
TWUYKW, € BbPXY CrPaguTe OT HAYanoToO Ha BeKa, KOUTO HamMOMHAT LEHTpasiHO-eBponencKa-
Ta apxutekTypa. BeblHOCT crpagute ca CblyuTe, KOUTO MOraTt fa ce BMOAT Ha MOLLUEHCKM-
Te KapTU4kKn OT Ha4yanoTo Ha BeKa. I'Ipovlssemp,aHeTo nm, o6aqe, B TO3UN KOHTEKCT OT Ha4ya-
noTo Ha 90-Te NPOMEHS 3HAYEHNETO MM — OT 3HaUU HA CbBPEMEHHOCTTa CU1, Te Ce NpeBpb-
Lwart B em6r1emMm Ha MUHanoTo 1 Ha KyNTypHOTO HACNEeACTBO.

Kon ce ctpaxyBa oT copmnsHum

OcHoBHO mAacTO B TekcToBeTe 3a Codus 3aemat codbusHUM, HO Te NPUCHLCTBAT BU-
Haru kato npoénemaTtnyHn. [JOKONKOTO HACENeHNeTo Ce e yBenMyaBsano rMmaBHO Kato pe-
3ynTaT OT BbTpelwHa Mmurpaumsa, a He Kato eCTteCTBeH npupacT B rpaga, BuHarm no-rosgama-
Ta yacT OT XXMTeNuTe Ha rpafa ca popeHuTe n3BbH Codusi 1 B TO3M CMUCHS codUsSHEL, He
MOXXe fa ce neduHmpa nNpes3 MACTO Ha paxkaaHe, T.€. HAMa pecypc 3a U3MUCTSHE Ha NAEH-
TMYHOCT npe3 npousxod. OT Ta3u rmegHa Touka TpsA6Ba Aa ce KOHCTPYMpaT HOBU MAEHTUY-
HOCTHM MOAENN, KOMTO [a No3BofisBaT XopaTta aa ce ugeHtuduumpar ¢ rpaga cu. OceeH
TOBa, KaKTO NMOBEYETO 6biirapcku rpapose, Codus e HaceneHa ¢ MHOrO ETHUYECKN rpynu,
KOUTO NpeTbpnsaBaT pasnuyHm askeHns. OrpoMHa YacT OT TYPCKOTO HaceneHue ce n3cer-
Ba cnen OCBOGOXAEHMETO, pOMCKaTa OBLHOCT CTaBa Hau-rongmara cnepf 6bharapckara.
Camara 6bfirapcka O6LHOCT, 0b6ave, He € XOMOreHHa, a ce CbCToun OT npecenHuun ot Mu-
3ua, Tpakms n MakenoHus — pasgeneHune, Ha KOETO TEKCTOBETE HacTosBat. 3a pasnuka ot
Apyrute 6bnrapcku rpagose B Copus nma MHOro Yy»XaeHum, Konto ¢dopmMmupar CBou 06L-
HocTW. TpeTuaT npobnem npen copurckara MAEHTUYHOCT € CBbpP3aH C HauuHa, No KOWTO
cTonuuaTta pacTe — Tl HENPeKbCHATO NPUCbeANHSIBA OKOMHNTE Cena 1 BYepaLLUHUTE CEeNsiHU
ce NpeBpbLAT B AHeLWHN rpaxkaaHn. OTTYK He NpocTo codunckaTa MAEHTUYHOCT € Npo6e-
MaTnyHa, a rpaxaaHckara. VIMeHHO »kenaHneTo fa ce oTroBopu Ha Bbrpoca ,KakBo me
npaBu rpaXxgaHnH?“ Npons3Bexxaa onpeaeneH Ha6op ot nonuTnky cnep OcBo60XOEHNETO.
ToBa ca oT egHa CTpaHa orpaHnyaBaHeTO 1 CTPYKTYPUPAHETO Ha nasapure, OT apyra — ns-
TErnsHeTo Ha TPpaauLUMOHHUTE CbOOPW B MOKPaANHUHUTE Ha rpada, YCTO ypbaHN3aLuMoHHW-
T€ NOMNTUKN: pPerynaumoHHn nnaHoBe, rpafoyCTPONCTBEHUN N1aHOBE, NOJOGPsSBaHE Ha KO-
MyHUKaUMuTe 1 T.H. Te3n NoNNTUKN Ce NpoBeXaaT He 6€3 onpeaeneHo Hacunme ot cTpaHa
Ha OBLUMHCKNTE BNACTM 1 CbC CUJIHA CbNPOTMBA OT CTpaHa Ha rpakgaHute. YcnopegHo Ha
NONNTUKNUTE NpOoTNYa BManMa rnpomMmsaHa B Ha4unHa Ha )KMBOT Ha XopaTta — NpoMeHs ce 06J'I€K-
NOTO UM, NPa3HULUNTE, KOUTO NPa3HyBarT, MHTEpMOpA Ha KbLUMTE UM, 3aHUMaHNATa UM Npe3
CcBO60OAHOTO Bpeme. KO6unenHaTta kHura Ha Codusa ot 1928 r. cBupeTencTsa 3a nogo6HMU
npomeHun. EQuH oT nstbkBaHuTe $GakTi, KONTO CE OLEHHOCTABA MOJIOXKMTENHO, € NPOMSHa-
Ta Ha MofaTta M CMEeHSIHETO Ha HocusTa € rpafacku Tun apexu. Mima paskasun 3a nocrenes-
HaTa TpaHchopmaLusa Ha OGJIEKNOTO, 3a ONUTMTE camaTta HOCUS da ce MPOMEHU Taka, ye
[a 3anpunuya Ha rpagcka gpexa. Npes 1928 r. Beue ce onvcBa Kato pa3no3HaBaem orpe-
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Who is afraid of Sofia residents

A major place in the texts about Sofia is occupied by its residents but they are
always present as problematic. Since the population grew mainly as a result of internal
migration and not as a natural increase of the population in the city, the majority of city
residents are always the one born outside Sofia and in this sense, a resident of Sofia can-
not be defined through the place of birth, i.e. there is no resource of conceiving identity
through origin. From this point of view new identity models have to be constructed which
would allow people to identify with their city. Moreover, like most Bulgarian cities, Sofia is
populated by many ethnic groups which undergo various movements. A massive part of
the Turkish population migrates after the Liberation, the Roma community becomes the
largest one after the Bulgarian one. The Bulgarian community itself, however, is not homo-
geneous. It consists of settlers from Moesia, Thrace and Macedonia — a division which
texts assert. Unlike other Bulgarian cities, however, there are many foreigners in Sofia who
form their own communities. The third problem before Sofia identity is related to the way
the capital expands — it constantly annexes the neighbouring villages and yesterday’s vil-
lagers turn into today’s citizens. Hence not only Sofia identity is problematic, but also the
citizen one. It is the desire to answer the question “What makes me a citizen?” that pro-
duces a certain number of policies after the Liberation. On the one hand, the demarcation
and structuring of the markets, on the other — the pushing of traditional fairs to the out-
skirts of the city, the mere urbanisation policies — regulation plans, city development plans,
improving the communications, etc. These policies are conducted not without a certain
amount of violence on the part of municipal authorities and encounter strong resistance
by citizens. Parallel to these policies a visible change in people’s way of life is under way -
their clothes change, and so do the holidays they celebrate, the interior of their houses,

BoeHHus kny6
0T BPEMETO Ha
couuanuama
The Military Club
in the socialist
period



AeneH COPUNCKN HaUYMH Ha XXMBOT. TOBa € ANCKYPCUBHO OMMCaHNe, HO U YacT OT BU3uaTa
Ha rpapa. CodusaHum obuyaT ga ce pasxoxxgart, Aa kapaT Koneso KaTo YacT OT CBOGOOHO-
TO CU Bpeme, Aa CeadaT rno KadeHetara — HAUMH Ha XXMBOT, KOUTO ce naeHTudumumpa Kato
l0>)KHOeBponenckn. KapTnuknTe ca U3nbiHEHN UMEHHO C TakuBa )XUBMW AeTannmn oT Bpeme-
TO — BWXAAT Ce TpamBauTe Mo COPUNCKUTE YAnLM, pasxoXkaalum ce xopa, obneyeHun no
nocnegHa esponencka moaa, a pagckara rpaguHa, MHCUEeHupaHa npes xopara, e Hepas-
nnunma ot Jliokcembyprckarta rpaguHa. Mima egHa kapTuuka oT To31 Nepuop, KoATo nokas-
Ba OTUETNMBO pasnunyHa BU3Ws OT Tasn — xopa, obaeveHn B Hocun Ha Opnos MocT. Jlio60-
NUTHOTO €, Ye B tobunenHarta kHura ot 1928 r., KbaeTo Ta3n CHUMKa e penpogyumpaHa, s
€ U3non3BaHa Kato NpumMep 3a egHa BU3us, OT KOATO rpafdbT ce e otaaneynn. JHec nmen-
HO Ta3u CHMMKa Ce U3MNof3Ba KaTo NpeacTaBuTeNnHa 3a To31 Nepuof 1 ce nNpespbLia aopn
BbB ¢doTOTaner Ha codunckn 3aBeneHus. YecTotata Ha ynotpebaTta 1 nokassa MMEHHO
HOCTaNrMyHWA Nornen KbM BPEMeTO OT HayanoTo Ha BeKa, KOWTO NpeBpbLua AOpY CPpamHu-
Te o6pasu B cumnaTnyHu. OCBeH ToBa CBMAETENCTBA 3a NPENHTEPNPETUPaHETO Ha rpaac-
KaTa BU3Us Beye B IOrMkKara Ha HaumoHanHaTa MUTOSIOrMs, KOHCTpyupaHa rno BpemeTo Ha
coumann3ma, Kbaeto GONIKNOPHOTO Ce NPEeBPbLLA B USTOUHUK HA FOPAOCT Y CUHOHUM Ha BY-
CoKa KynTtypa.

B nepuopa Ha couuwanu3ma KOHCTPYMpaHEeTO Ha COMUICKMA HauMH Ha >XMBOT OTYETIMBO
Npoab/kaBa KaTo KOHOoTaLusTa TyK € EAUHCTBEHO U CaMO C MOAEPEH U YPBAHUCTUYEH CTUI
Ha >KUBOT 6€3 EKCNIMLUTHOTO CPaBHEHNE C HKaKbB EBPOMNENCKN HauYMH Ha »1BoT. OCHOB-
HUAT POKYC Ha COPUINCKNSA XKUBOT, Pa3no3HaT Npe3 NPakTUKNTe 3a NpekapBaHe Ha cBO60-
HOTO Bpewme, ce nageHTudnumpa ¢ pasxopkata. Korato npes 60-Te roamHn ce npasu HOB
rpafoyCTPONCTBEH MiaH ce 3anarat HOBU HOPMU, CNOpeS, KOUTO Ha YoBeK ce nonara 15 KB.
M. XKUnMLHa niow 1 50 KB. M. 3eneHun nnowy, Bknousawy Butowa. Vipeonorusta Ha pas-
XOfKaTa KaTto ANCTUHKTVBHA NpaKTu-

Ka Ha codusHLM BOAM [0 06pa3a HAa  Kyntypo notpe6nenme npes 60-Te

Codus kaTo ,3eneH rpag“, Ho 1 oo Cultural consumption in the 60-ies

peanHy NONUTUKK OT TuMna Ha Cb3aa-

BaHe M nogabp)KaHe Ha 3eneHu

npocTtpaHcTea. Cnopea CHUMKNTE OT

Tas3n enoxa GyneBapauTe ca MHOMO

noBeye MsACTO 3a pasxofka, OTKOJI-

KOTO ,MbTHa apTepus“. Kato yact ot

TakKa KOHCTpynpaHua CTU Ha XXNBOT,

anéymmTe 1 KapTUYKUTE ca U3MbJiHe-

HU C 06pasu Ha rpagnHku, BuTowa e

Hens6exxHa yacT oT BuausTa Ha Co-

¢vs. EBHOBpEMEHHO CbC 3eneHuHa-

Ta, ce Npons3eexxaa n obpasa Ha Bo-

pata. Vima nzobunue ot CHUMKK Ha

WwagpaBaHu, YewwmMy U CbOTBETHO Mo-

ToueTa Ha Butowa. Npesta 3a nna-

BartenieH kaHan Ha Codunsa BCbLUHOCT

narnexmaa Han-eCTECTBEHOTO HELLO

Ha ¢oHa Ha HeuHUTe penpeseHTa-

unn. COOUNCKNAT CTUN Ha XKNBOT U3-

rneXkga Kato NpoabiKaBaHe Ha CTu-

na Ha »uBoT oT npean 1944 r. NHTe-

puopbT Ha KadeTata 1 pecTopaHTu-

Te Ce e CMEeHUS1, HO NpakTukara e oc-

TaHana. ima CHUMKM Ha pecTopaHTmh

Ha OTKPUTO, Ha NonsHa, Kpan e3epo;

CHUMKM Ha MneuHusa 6ap 1 Ha 3ak-
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their leisure activities. The Jubilee book of Sofia of 1928 attests to these changes. One of
the often-quoted facts which is valued positively is the change of fashion and the replace-
ment of the national dress with civic type of clothes. There are stories of the gradual trans-
formation of clothes, the attempts to change the national costume so that it starts to look
like civic attire. In 1928 a certain Sofia lifestyle is already described as recognisable. On
the one hand, this is a discourse description, but on the other - this is part of the vision of
the city. The residents of Sofia like to stroll, ride a bicycle as part of their pastime, sit
around in cafes — a lifestyle which is identified as Southern European. Postcards are full of
such live details of the time — trams can be seen on Sofia streets, strolling people dressed
after the latest European fashion, and the City Garden staged through the people is identi-
cal to the Luxembourg Garden in Paris. There is a postcard from this period which dis-
tinctly shows a different vision than that — people dressed in national costumes on Eagles’
bridge. It is curious that in the Jubilee book of 1928 where this photo is reproduced it is
used as an example of a vision from which the city has retreated. Today this particular
photo is used as representative of this period and even turns into a photo-wallpaper of
Sofia pubs. The frequency of its use shows the nostalgic look towards the time from the
beginning of the 20th century which turns even the embarrassing images into likeable
ones. It also attests to the re-interpretation of the city vision already in the logic of the
national mythology constructed in the time of socialism where the folkloric turns into a
source of pride and a synonym of high culture.

In the period of socialism the construction of a Sofia-specific way of life markedly persists,
the connotation here being exclusively and only of a modern and urban lifestyle without
explicit comparison with some European way of life. The main focus of Sofia life recog-
nised through the leisure practices is identified with the stroll. When a new urban develop-

Mag3onest Ha leopru JumutpoB Ha kapTuuka ot 80-Te
The Mausoleum of Georgi Dimitrov on a postcard from the 80-ies
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puTn pecTtopaHtu. Pasxopgkute no ,Toproecka“ mnm no ,PakoBckn“ npogbmkasat. Mma
CHUMKW Ha KynTypHO notpe6neHve. B anbyma ot 1967 r. nma egHa cHumka Ha Mas3ones,
HO 3 CHUMKW Ha KHWKapHMUM 1 3 Ha nasapysaiim xopa. lgeonornyeckn KOHCTpynpaHusT
o6pa3s Ha Codus npe3 TO3M nepvopn npeanonara Kato Yact OT rPafAcKns O6MK U3MUCHS-
HETO Ha onpeneneH CTUM Ha XKUBOT. TEKCTLT B HAYANOTO Ha anéymMuTe BMHarM nogyepTasa,
ye eauH rpag — ToBa ca npean BCUYKO HeroBute XXMUtesun. VimeHHO 3aToBa rpagbT Ce NHC-
LeHMpa KaTo YOBELKM Npe3 BCEKUOHEBHW MPaKTUKU Ha pabota u CBOGOAHO Bpeme, KaTo
MOJ€epeH, 3a6bp3aH rpag (M306MnneTo OT KoM nogyepraBa TOBa), HO ,3€M1eH” U YIOTEH,
06bpHAT KbM CBOWTE XXUTENU. KapTuuknTe No3BONSBAaT MMEHHO TO31 06pa3 Ha rpaja fa ce
n3npatn n 3anasm Kato CromMmeH. Nma uncto naeonornyeckn mecTta oT Tuna Ha I'IapTw?lem
AOM, KOWUTO MO-PSAKO Ca CHUMaHW OT rfiefHa Touka Ha obuTaTenuTe Ha rpaga, Ho noseue-
TO MecCTa ca VHCLeHNpaHu B Ta3u nepcnektuea. Npen crpagute ce BmxaaT kadeHeTa Ha
OTKPUTO, CEeAslUM MO MEenKuTe xopa 1 06MKHOBEHO Te ca Ha npepneH nnaH. VskniountenHo
nokasartenHo e ToBa, Ye xopaTa ca npeobnafasallo Miaagu u uva oTyeTimBa obcecus ot
feuara, KouTo SIBHO CBMAETENCTBAT 3a 6bJeLlara nepcnekTea, KoaTo JOMUHPA KOMYHIC-
TMyeckara nugeonorus.

06pa3 na Codusa ot Hauanoto Ha 21 Bek / The image of Sofia from the beginning of the 21 century

EQHOBpemMeHHO C HacTbnBaHETO Ha AeMoKpauusaTa n3vessa CTUbT Ha XXMBOT Ha xoparta.
[Mo-TouHo TOM ce apxmBupa. HaumHbT, MO KOUTO ca XuBeenu copusiHLM Npean cTo — CTo U
ABanceT roavHn, ce npespblla B NPeACcTaBUTENHUA U EANHCTBEHUS NPeacTaBeH CTUA Ha
XXMBOT. I3cnegBaHmaTa 3a Ta3u enoxa ca MHOro noseye. BCbWHOCT TOBa € MbpBUAT MO-
MEHT BbB BPEMETO, B KONTO COPUAHLM MoraT 6e30MacHoO Ja ce pasrnos3HasT 1 npes KoWTo
MO>Xe ia Ce KOHCTpyMpa Maeosnoris, cryxella 3a nerutmMmmpaHe Ha Hactosweto. Mepuo-
AbT Ha coumnann3ma e UOeonorMyeckn HeaonycTM, HO OT Apyra cTpaHa Ton e U 6yKBasHo
Hens3BeCTeH VMEHHO Mopaay CBEXAAHETO My [0 rofieMy UAeonorMyeckn paskasu, KouTo
Morar Aa NpUNOMHAT narepuTe, HO U3nyckaT B Nepcrnektnsara cu BCEeKUOHEBHUS XUBOT,
AOKONKOTO TOW He Ce BnucBa B ronemuTe Knuwerta. Hama nscneasaHus, KOUTO ga gasar
3HaHVe 3a XXMBOTa Ha COPUAHLM MO BPEMETO HA coumani3ma, a u Hama uHTepec, AOKOs-
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ment plan was designed in the 1960s, new norms were set according to which everyone
was entitled to 15 sq.m. of residential area and 50 sqg.m. of green areas including Vitosha.
The ideology of the stroll as a distinctive practice of Sofia residents leads to the image of
Sofia as a “green city” but also to real policies of the type of creation and maintaining
green spaces. According to photos of this epoch boulevards are much more than places
for a walk than a “thoroughfare”. As part of the so constructed way of life, albums and
postcards are full of visions of gardens, Vitosha is a part and parcel of the vision of Sofia.
Along with the verdure the image of water is produced. There is an abundance of photos
depicting public and drinking fountains, and rivulets of Vitosha, respectively. The idea of a
navigation canal of Sofia actually looks like the most natural thing at the background of its
representation. Sofia lifestyle looks like an extension of the lifestyle of the pre-1944 period.
The interior of cafes and restaurants has changed but the practice has endured. There are
photos of open-air restaurants, on a meadow, by a lake; photos of the Milk Bar and cov-
ered restaurants. The strolls down Targovska or Rakovska Street carry on. There are pho-
tos of cultural consumption. There is only one photo of the Mausoleum in the album of
1967 but three photos of bookstores and three of people shopping. The ideologically con-
structed image of Sofia in this period presupposes as part of the city image the concep-
tion of a certain lifestyle. The text at the beginning of the albums always underscores that
a city is above all its citizens. That is why the city is staged as human through daily prac-
tices of work and leisure as a modern, hectic city (the abundance of cars highlights that)
yet ‘green’ and cosy, turned towards its citizens. The postcards allow that particular image
of the city to be sent and preserved as a memory. There are purely ideological places of
the type of the Party House which have more rarely been pictured from the point of view of
the city residents, but most places are staged in this perspective. Open-air cafes can be
seen in front of the buildings with people sitting on benches who are usually in the fore-
ground. It is very indicative that those people are predominantly young and there is a dis-
tinct obsession with children that clearly attest to the future perspective dominating com-
munist ideology.

As democracy steps in, people’s lifestyle disappears. Or rather, it is archived. The way
residents of Sofia used to live 100-120 years ago turns into the representative and only
represented lifestyle. The studies of this epoch are much more numerous. Actually this is
the first point in time when residents of Sofia can safely recognise themselves and
through which an ideology can be constructed serving to legitimise the present. The peri-
od of socialism is ideologically inadmissible but on the other hand, it is literally unknown
just because it has been brought down to big ideological accounts which can conjure up
the camps but leave out the dalily life in their perspective inasmuch as it does not fit into
weighty clichés. There are no studies providing insight on the life of Sofia residents during
socialism but there is no interest in having them because this period has been marked as
the time of forsaking European civilisation. The lack of contemporaneity is problematic.
There is not a single photo or story showing modern lifestyles. This absence can be inter-
preted from several perspectives. First, lifestyles have multiplied and cannot be recon-
structed as something which unites and sets the identity of Sofia residents. They would
rather distinguish Sofia residents from one another and this would bring to a crisis the
process of shaping Sofia identity, i.e. there is no unproblematic common background
against which they would look interesting. Second, the description of contemporaneity in
the discourse of transition makes this contemporaneity bland. It is simply the time one
goes through, i.e. the point of this contemporaneity is to be obliterated, to vanish in the
achievement of the goal. The process is not conceived as interesting. The third problem
before discovering the modern lifestyle of Sofia citizens is again related to the capital sta-
tus of Sofia. If we can reconstruct the difference in lifestyles in Sofia and the rest of the
cities, the main difference would be that lifestyles in Sofia are the most modernised, the
most globalised, the most contemporary ones. According to demographic data the popu-
lation in Sofia is younger than that in the rest of the country and according to polls the

119



KOTO TO3M Neprop e O3Ha4YeH KaTo BPEMETO Ha OTrnafaHe OT eBponenckara LuMBuin3aums.
Jlnncara Ha cbBpemMeHHOCTTa e NpobnemaTnyHa. Hama HUTO eaHa CHUMKa unu paskas, Ko-
UTO Ja NoKas3BaT CbBPEMEHHMN CTUNOBE Ha >XMBOT. Tasu nunca moxke ga ce uHTepnpetmpa
B HSIKONKO nepcrnekTusn. [MbpBO, CTUOBETE Ha >XMBOT Ca CE Pa3MHOXMWIM U HE MoraT aa
6bAaT PEKOHCTPYMPaHM KaTo HeLo, KOETO obeaunHsaBa 1 3apaBa MAEHTUYHOCT Ha codusH-
un. Te No-ckopo 6uUxa pasnuyaBanu copusHLM edHn OT Apyru, a ToBa 61 OBENOo A0 Kpusa
npoueca Ha dopmupaHe Ha coduiicka MAEHTUYHOCT, T.e. HSMa He-npo6nemaTnyeH Oo6LL
$OH, Ha KONTO Te 6rxa n3rnexxgany MHTepecHn. BTopo, onMcBaHeTo Ha CbBPEMEHHOCTTA B
AMCKypCa Ha Npexofa npasu Ta3n CbBPEMEHHOCT HEUHTEPECHA. TS e camo BpeMeTo, npe3
KOETO Ce NpemMnHaBa, T.e. CMUCBH/bT Ha Ta3n CbBPEMEHHOCT € fia Ce U3Tpue, Aa U3vesHe B
nocturaHeTo Ha uenta. [pouecbT He ce MUCNN KaTo MHTepeceH. TpeTnaT npobnem npeg
OTKPMBAHETO Ha CbBPEMEHHMSA CTUM HA YXMBOT HA COPUSAHLIM € CBbP3aH OTHOBO CbC CTOMMNY-
HocTTa Ha Codusa. AKO MOXXEeM [a PEKOHCTpyupame pasnukara Mexay CTUIOBETE Ha »Xu-
BoT B Codus 1 B gpyrnTte rpagoBe OCHOBHOTO pasnuune 6m 6mno, ye CTUIOBETE Ha XXNBOT
B Codusa ca Hal-moaepHU3MpaHu, Han-rnobanmampaHun, Han-cbBpemeHHu. Cnopen gemor-
padcknTe faHHu HaceneHneto B Codusi e no-mnago cnpsiMo Opyrute Mecta B CTpaHara, a
crnopepn CouMonormyecknTe npoyysaHms MMeHHo B Codursa e cbCpeqoTOUYeHO Ham-MacoBO-
TO notpebneHne Ha VIHTepHeT, KynTypHO notpebneHue, nbTyBaHus n T.H. OT Tasn rnegHa
TOUKa penpes3eHTNPAaHETO Ha COPUINCKM CTUINIOBE Ha XXMBOT € 6MOKMPaHO B ABE NEPCMeKTU-
Bu. [bpBata e, Ue KOHCepPBATUBHUAT 06pa3d Ha Codus NPOCTO He pal3no3HaBa HSAKOM OT
CbBPEMEHHUTE CTU/IOBE HA XXMBOT KaTo IETMTUMHI, AOKOMNKOTO TE HE OTMpaLLaT Mo HNKaKbB
HauMH KbM MUHanoTo. Brtopara e, ue Ton e Hepa3no3HaBaeM 3a BbTPELLIHUS aapecaTt KaTo
6birapcku, T.e. HAMa fa urpae ponsta Ha CTUM Ha >XMBOT Ha cTtonvuata, NpegcTaBuTesNieH
3a Uan0To HaUMOoHanHo npoctpaHcTBo. OTHOBO Heo6xoammMocTTa Ha Codus fa ce uHcue-
HMpa KaTo cTonuua 6nokupa NpeacTaBsHETo Ha crieundunyeH rpancku ctun. MHoro noka-
3aTenHn ca HAKOJKO KapTUUKK, KOUTO Cpef KonakuTe oT crpaaun Ha Codus noctasaT xopa
B HaUMoOHanHN Hocuu. ToBa, Ye UMEHHO CEJSICKU TpaauumMn ce NpeBpbLuaT B NpeacTaBuTer-
HW 3a eQHO rpafcKo NPOCTPaHCTBO € NPO6AEeMaTNYHO, HO TO MOXKE Aa CNy>K1 3a U3MUCNS-
HETO Ha permoHanHa MAeHTUYHOCT. HuLo Nogo6HO HAMa B TE3M KapTUUKKU — XxopaTta He ca
B LUOMCKM HOCUM U 3a Oa € CbBCEM CUTypHO, Ye TOBa Ca HaUMOHANHO NpeacTaBuTeNHY, a
He rpafacku o6pasu, Te ca 06KMYeHn C po3un. B HkakbB CMUCHN NpeacTaBeHnUTe xopa ca
TOYHO TONKOBA 3HALUM 3a HAUMOHANHOTO KyNTYPHO HAacneacTBO, KONKOTO U crpaanTe, cpeq
KOUTO ca NonoXeHu. VIMEHHO N3TPMBAHETO Ha XopaTta KaTo CbBPEMEHHU NMPaKTUKX Ha 06u-
TaBaHe OT MOLLEHCKNTE KapTUYK/ B TO3U NEPUOL € Hal-OTYeTNnBaTa NnpomMsHa B penpeseH-
Taumata Ha Codus, KOSTO € CMHXPOHHA Ha acenTu3npaHeTo Ha Bu3uaTa. [negkara ce Bb-
obpassiBa kaTo crpagara, MHCLeHUpaHa B AeTannu, HO OTBbA BCskakBo Bpeme. [Nogo6Ha
penpeseHTaums BNu3a B KOHQMKT C peasHOTO MPUCHLCTBME Ha crpagara B rpaackoTo
NPOCTPaHCTBO, KbAETO OBMKHOBEHO € CKpUTa OT KapeHeTa, napkupaHu Konu, CEprum 1 T.H.
VIMEHHO TO3M KOHTEKCT Ha crpagara e 6un 4onycTM B HAYanoTO Ha BeKa U >KenartesneH B
nepuopa Ha counann3ma. CbBpEMEHHUTE HU KapTUYKWN HE MPOCTO HE PENPE3eHTMPaT K-
Tenute Ha Codus, Te A0 TakaBa CTEMEH ca U3YNCTEHN OT NPaKTUKN Ha obuTaBaHe, ye noc-
TaBAT BbNpoca KON 30610 XuBee B T031 rpad. AKO pekoHCTpyupame obpasa Ha codusiH-
LM Npe3 MOLLEHCKNTE KapTUYKN LLE Ce OKaxXke, Ye NCTUHCKUTE XUBW obruTaTenu Ha rpaga ca
crpagute. Te ca »nBW Npe3 geTannute cu, obLlyBaT NOMeXXOy CM B KoNaka Ha KapTuika-
Ta, gopu GopmupaT 0CoGeHU rPynoBU MAEHTUYHOCTW. JpyrnTe NOCTOSIHHW obuTaTtenu Ha
rpafgckoTo npoctpaHcTeo ca “Globul”, “Elite”, LLlepaToH, T.e. peknaMmHuTe naHa Ha MynTu-
HaumoHanHn komnaHum. Ako Codusi OT HaYanoTo Ha Beka Ce € MHCLEeHupana kato mope-
peH rpap npes pa3Hoo6pas3neTo OT O6LLHOCTW, KOUTO NPUCHCTBAT B Hero, To aHec Codus
n3rnexkga CbBpemMmeHHa camo AokonkoTo uma MakdoHanac, T.e. camo npes3 pasHoo6pasu-
€TO OT KOMMNaHuu, KOUTo NpuUcbCTBaT B rpaga. O606LLeHNnaT o6pa3 Ha Codus e Ha My3eeH
rpag oT MUHANOTO, YNETO HACTOsLLE € NPas3HO Mose, ouYakealwo nognuca Ha fonemus nH-
BECTUTOP.
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highest number of people using Internet, cultural consumption, travel, etc. is concentrated
in Sofia, too. From this viewpoint the representation of Sofia lifestyles is blocked in two
perspectives. The first one is that the conservative image of and discourse about Sofia is
simply not recognising some of the modern lifestyles as legitimate since they do not refer
to the past in any way. The second perspective is that the lifestyle is unrecognisable for
the internal addressee as Bulgarian, i.e. it will not play the role of a lifestyle of the capital,
representative of the whole national milieu. Again the need for Sofia to be staged as capi-
tal impedes the presentation of a specific city style. Several postcards are very indicative
in placing people dressed in national costumes among the collages from Sofia buildings.
The fact that they become representative for an urban milieu among rustic traditions is
problematic but it can serve for conceiving a regional identity. Nothing of the kind can be
detected in these postcards — people are not in costumes from the Shopska geographical
area, and to make sure that these are nationally representative, and not city images, they
are decorated with roses. In a sense the represented people are just as much signs of a
national cultural heritage as the buildings among which they are placed. It is the oblitera-
tion of people as modern practices of dwelling from the postcards of this period that is the
most distinct change in the representation of Sofia, and it is synchronised with the cleans-
ing of the vision. The sight is conceived as the building staged in details but beyond any
concept of time. Such a representation clashes with the real presence of the building in
the city milieu where it is usually hidden by cafes, parked cars, stalls, etc. It is this context
of the building that was admissible at the beginning of the 20th century and desirable in
the period of socialism. Our modern postcards do not just abstain from representing the
residents of Sofia, they have been cleansed of dwelling practices to such an extent that
they raise the question of who resides in this city at all. If we reconstruct the image of
Sofia residents through postcards it will turn out that the real living inhabitants of the city
are the buildings. They are alive through their details, they communicate among them-
selves in the collage of the postcard and even form special group identities. The other
permanent inhabitants of city space are “Globul”, “Elite”, Sheraton, i.e. the advertising bill-
boards of multinational companies. If Sofia from the beginning of the 20th century has
been staged as a modern city through the variety of communities present in it, Sofia today
looks modern only inasmuch as there is MacDonald’s, i.e. through the variety of compa-
nies present in the city. The summary image of Sofia is that of a museum city of the past
whose present is an empty field expecting the signature of the Big Investor.

Sofia as a virtual Balkan city

Setting Sofia in the con-
text of the Balkans is important as
an opportunity to discover the
“common aspects” of representa-
tions which turn cities into distinct-
ly Balkan. My preliminary assump-
tion was that the visions of Balkan
capitals will be structurally the
same, i.e. images will be different
but they will display the same type
of concept of the city, they will
select typologically the same rep-
resentative places and will have
“common blind spots”. To verify
my assumption | selected several
typologically representative capi-

Atuna kato mogen / Athens as a model
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Coodusa kato BUpTyaneH 6ankaHcKun rpap,

MonaraHeTto Ha Codus B KOHTEKCTA Ha bankaHnTe e BaXXHO KaTo Bb3MOXXHOCT fa
ce OTKpuAT ,,06mMTe MecTa” Ha penpeseHTaunnTe, KOUTO NMpPeBpbLLAT FPafoBeTE B OTYET-
nMBO 6ankaHcku. MNpepBaputenHaTa Mu xunoTesa 6elle, Ye BU3UUTE Ha GankaHCKUTE CTO-
nvup We 6baaT CTPYKTYPHO eqHaKBU, T.e. obpasunTe e 6baaT pasnmyHu, HO LWe NposssaBat
edHaKbB TWM CXBallaHe 3a rpaga, lWe un3bupaT TUMONOMMYHO eOHaKBU MPencTaBUTENTHU
MecTa 1 e umar ,,06LLmM cnenm Toukn“. 3a fa NpoBeps xunoresata cu M36pax HAKOIKO Tu-
NONOrMYECKN NPEACTaBUTENTHN CTONNLM 1 aHann3upax penpeseHtaummTe nv B obuumnanHy-
Te canToBe Ha OBLLUNHUTE:

1. ATvHa kaTo Hal-Bugmmarta 6ankaHcka ctonuua
MOXXe [a Ce MONoXu kaTto 3ajasaiia Mo-

[en B pervoHa.
2. bykypelw, KaTto TWUMOMOrMYecKn
npenctaBuTenHa 3a BONyHTa-
PUCTUYHO KOHCTPYMPaHETO Ha
rpaga npes mmuTaums Ha Ma-

pWX.
3. Ckonne kato npumep 3a
NOMINTUYECKN KOHCTpyMpa-
Ha cTonuua, T.e. popmumpa-
HETO Ha rpaga kKato CTonu-
Lua ctaBa U3KYCTBEHO Npe3
nonuTMyeckaTa BONS, a He
nopagm norvkarta Ha rpagcko-

TO NPOCTPAHCTBO.

»,OBLO MSCTO“ B KOHCTpyUpaHeTo
Ha Te3n CTOMMLU € MOLUHUAT aKLEHT,
NocTaBeH BbpXy MUHANOTO. B Hsakakbs
cMUCbA HaucTnHa ATuHa e 3apana mogena Ha
TOBa nNpepacTassHe. [prncBOsABaHETO HA ETMHCKOTO HACNEACTBO U HEFOBOTO MPEEKCMNOHMpPa-
He, KOETO No3BoNisABa Ha 'bpunsa oa ce KOHCTpyMpa Kato ,Jilofika Ha eBponerickara LmMBu-
nu3auma®, CTPYKTYPHO Ce MOBTaps B penpes3eHTauunTe Ha Opyrute 6ankaHcky ctonuuu. Te
CbLlo I/I36I/IpaT HAKakKBa 4acT OT MUHANOTO CU, KOATO Aa AOMUHMpa BU3NNTe M. nO-CbUJ,eC-
TBEHO, 06aye, € eHO APYro CXOACTBO U TO € NMpunkaTa No ckpuBaHeTo. ATUHa, B rofisama
CTEeneH CKpuBa BM3aHTMNCKOTO Cy HacnencTso. B canta i, paséupa ce, npucbcTeaT BU3aH-
TUNCKN LIbPKBW, HO KONMMYECTBEHO TE Ca NO-Masiko 1 ca B OTAENHa py6purka ,,BU3aHTUNCKO
HacnegcTeo® 3a pasnuka ot AKponona, KouTo e 6e3cnopHaTa eménema Ha rpaga. bykypety
nma N3KIIUYUTENHO UHTEPECEH CalT. B HEro ca MOMEeCTEHUN HAKOSIKO BUPTYasHU KapTuyKu,
CUTHO HanoMHSALWM kapTuuknTe Ha Codursa No acenTusnpaHara cu BU3us, 1 OrpoOMHO KONu-
YeCTBO CHMMKOB apxvB OT CTapus LEHTbp, pa3pyweH npu Yaywecky. Lo ce oTHaca po
Ckonue® To n3rnexma KaTto penurio3eH LEHTbP U aKLEHT B pernpeseHTaumnTe My e noc-
TaBEH BbPXY LbPKBUTE, KAKTO 1 BbPXY HOBUS KPbCT Hag Ckonwne, nocTpoeH npm Jlio6yo lle-
OPrueBCKH, T.e. CKpUBa Ce BCSKa uaes 3a MynTueTHuueH rpag. Mpes te3u npumepn moxe
[la Ce NoKake Nofobue B cTpaTernute, No KOUTO Ce KOHCTpyMpar Te3n ctonuumn. BuHarn ce
CKpuBa OHOBA, KOETO € M3TOYHUK Ha MPOTMBOPEYMNBU MHTEPMNPETALMN U B TO3U CMUCHA
MOXe fa Cb3aane KOHGAVKT. BU3aHTUCKOTO HAacneacTBo € Npo6iemMaTuyHo, TO He MOXe
[a ce pa3unTa eQHO3HaYHO OT BbHLUHWA afpecar, HO TO € BJIOKMPaHO OT ICEH NPOYUT 1 3a
BbTpelwHna agpecart. CnomeHbT 3a BusaHTtus e TpaBMaTn4yeH, 3al0TO BUHArn HanoMHsa u
3a nuncata Ha KoHcTaHTuHonon. Toea n3o6passBaHe nNpe3 He-KOHGSIMKTHN TONOCK MOXXe

21 Ckonue HAMa CO6CTBEH CauT, HO rpadbT € NpeAcTaBeH B oduumanHua gbpxxaseH cant. VimeHHo
3aToBa CbM M3non3sana u NoweHcKn kapTuikm ot Ckonve.
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tals and analysed their representations in the official websites of their municipalities:

1. Athens as the most visible Balkan capital can be marked as the one setting a model in
the region.

2. Bucharest as typologically representative for the voluntaristic construction of the city
through imitation of Paris.

3. Skopje as an example of a politically constructed capital, i.e. forming the city as a capi-
tal occurs artificially through political will and not due to the logic of the urban milieu.

“A common aspect” in the construction of these capitals is the powerful emphasis laid on
the past. In a sense Athens has really set the model of this presentation. The appropria-
tion of Hellenic heritage and its over-exposure which allows Greece to be constructed as
a “cradle of European civilisation” is structurally repeated in the representations of the
other Balkan capitals. They also choose a part of their past which dominates their visions.
More important, however, is another similarity, viz. that of hiding. Athens to a great extent
hides its Byzantine heritage. Byzantine churches are present in its website, of course, but
in terms of quantity they are less numerous and are compiled in a separate section on
“Byzantine heritage” unlike the Acropolis which is the indisputable emblem of the city.
Bucharest has an extremely interesting site. It has several virtual cards in it which strongly
resemble the postcards of Sofia in their aseptic vision and the bulky photo archive from
the old centre destroyed during Causescu’s time. As regards Skopje® it looks like a reli-
gious centre and the focus in its representation is placed on the churches and on the new
cross over Skopje built under Ljubco Georgievski’s government, i.e. any idea for the multi-

Codus Ha kapTaTa Ha
bbnrapus, Hauanoto Ha

21 Bek

Sofia on the map of Bulgaria,
beginning of the 21 century

21 Skopje has no website of its own but the city is presented at the official state website. That is why |
have used postcards from Skopje as well.
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[a ce oyepTae Karto ficHa cTparerns Ha 6ankaHckmuTe ctonuuu. KoHOnukTsT He ce agpecu-
pa no HMKakKbB Ha4uH. ToBa € 0CO6EHO BUAMMO NPU CpaBHEHNE C NPUHLUMMHO pasnuyHaTa
penpeseHTauma Ha benrapa, KOMTo Npesexaa KOHPAMKTHOCTTa Ha rpafa B pecypc, TBbp-
[EeNKn ye egHo e curypHo — B benrpap Hukora He e CKyyHo". [Jpyrute 6ankaHcKu CTonu-
UM, aHanM3npaHu TyK, HanpoTMB U3rNexaaT CKy4yHU, 3awoTo 3aTBapsAT BU3MSATA U HE ce
KOHCTpyupaT npes obpasu, 3agasalum none 3a pasnmyHn YeteHus. B HakakbB cMUCHN Te3n
cTonMuuM ca TBbpAe ,MpurnageHn”, 3a aa 6oaart uHtepecHn. KoHctpympaHeto Ha bankaHu-
Te Kato none Ha KoHGnmkT (TopopoBa) 3apaBa NPEeanocTaBkUTE 3a TakbB TUM TYPUCTU-
yecku penpeseHTauun. Te Tpsa6Ba fa Cb6NA3HAT UMEHHO C 06pPaTHOTO Ha OYaKBaHMATA U
[a KOHCTpyupaT rpaga KaTo MACcTO Ha CMOKOMCTBMETO. 3aTOBa rpafoBeTe ca noseve crpa-
AU, OTKONKOTO CTWNOBE Ha >XMBOT. B HsikakbB cMMCbA m3MucnsHeTo Ha bankaHute karto
»CKYUHN" MMEHHO € MHTepPecHO. To3n TN penpe3eHTauny OCBEH TOBa Mokas3Bear, Yye BCe
oLle BaxxHUAT apyr 3a bankaHuTte e EBpona. Beska oT 6ankaHckute cTonuuy ce onutea aa
ce npeacTasy KaTo pasnosHasaema ot EBpona, ek3oTnsaumsaTa Ha rpaackoTo NpoCTpaHc-
TBO [0OpY NpoTUYa nNpes eBponencku pedpepeHummn. ATuHa e nonka“, bykypely — ,Mmankus
Mapwx”, Codusa — ,muHanoTo Ha EBpona“. Hama HMkakbB HaMeK BbB BU3UNUTE 3a O6LLO
NPOCTPaHCTBO, KOETO CHNUKaBa Te3n CTONUUW, OTBbA, O6LLOTO NMPOCTPaHCTBO Ha EBpona.
Hsama v Bons 3a TbpCeHETO Ha TakoBa O6LL0 NPOCTPaHCTBO. TOBA € OLUe eanH aprymMmeHT 3a
N3TPVBAHETO Ha BCEKUOHEBHU NPaKTVKK, KOUTO MOrarT Aa nokaxart nogobue, morat aa npe-
BbpHaT cTonMuute B 6ankaHcku. Becska egHa OT Te3m cTonmum UHCueHupa cebe cu Kato
YacT OT eQHO HALIMOHANHO, HO HKOra pernoHasnHo NpoOCTPaHCTBO, 3aLl0TO CPAaBHEHNETO He
npoTuya Mexay TSX, a OTBbA TAX — Ha KapTarta Ha EBpona.

MoweHcka kapTMuka 0T Ha4anoTo Ha 21 Bek
Postcard from the beginning of the 21 century



ethnic city is hidden. Through these examples a similarity can be discerned in the strate-
gies in which these capitals are constructed. The issues which are a source of controver-
sial interpretations and can thus create conflict are always hidden. The Byzantine heritage
is problematic, it cannot be recognised unambiguously by the external addressee but its
clear reading is barred for the internal addressee, too. The memory of Byzantium is trau-
matic because it always brings to mind the lack of Constantinople. This depiction through
non-conflict topoi can be outlined as a clear strategy of Balkan capitals. The conflict is not
addressed in any way. This is particularly visible when compared to the fundamentally dif-
ferent representation of Belgrade, which translates the controversy of the city into an asset
claiming that one thing is certain — “It is never boring in Belgrade”. The other Balkan capi-
tals analysed here, on the contrary, seem tedious because they shut the vision and are
not constructed through images setting a margin for different readings. In a sense these
capitals are too “slick” to be interesting. The construction of the Balkans as a field of con-
flicts (Todorova) sets the prerequisites for such type of tourist representations. It is with
the opposite of expectations that they should entice and should construct the city as a
place of tranquillity. That is why cities are buildings rather than lifestyles. In a sense the
conception of the Balkans as “boring” is what is interesting. Besides, this type of repre-
sentations show that the important “other” for the Balkans is still Europe. Each of the
Balkan capitals is trying to present itself as recognisable by Europe, even rendering the
city space exotic is going through European references. Athens is a “cradle”, Bucharest -
“little Paris”, Sofia — “the past of Europe”. There is not a hint in the visions of a common
milieu which brings these capitals together beyond the shared space of Europe. There is
no will for searching for such a common milieu. This is another argument for obliteration
of daily practices which can demonstrate similarity, and render the capitals Balkan. Each
of these capitals stages itself as part of a national but never regional milieu because the
comparison is not occurring between them but beyond them — on the map of Europe.
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HapopHunsar Teatbp — egHa ot nbpBute eménemu Ha Copusa npes 20 Bek
(nsiBo — 20-7e; rope — 60-te — 80-Te; mony — 90-Te)

The National Theatre — one of the first symbols of Sofia in 20 century
(left — in the 20-ies; up — in the 60-80-ies; down — in the 90-ies)



Hapopxoto cu6panne B Hauanoto Ha 20 Bek (rope),

npe3 80-Te (nony AsicHo) u npe3 90-Te

The National Assembly in the beginning of the 20 century (up),
through 80-ies (right down), and in the 90-ies



,Anexkcanabp HeBckn“ ot enoxara Ha counanuama (rope) u Ha AeMoKpaLuaTa;
potoHpara ,,Ce. leopru® ot Hauanoto Ha 21 Bek (rope) n ot 80-Te roguHN

The Alexander Nevski cathedral in the socialist period (up) and in the democratic period;
the rotunda church St. George in the beginning of the 21 century (up) and in the 80-ies



06pa3bT Ha Codus KaTo NPaBOCNABEH LIEHTLP € JONbJHEH 0T KapTUYKN Ha
pyckata ubpksa (rope) n C. Copus

The image of Sofia as an orthodox centre is supplemented with postcards of the
Russian church (up) and St. Sofia church
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