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ëÚËÔÂÌ‰Ë‡ÌÚÒÍ‡Ú‡ ÔÓ„‡Ï‡ Í˙Ï ÔÓÂÍÚ‡ ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡ ‰‡‚‡ ‚˙ÁÏÓÊÌÓÒÚ Ì‡
ıÛ‰ÓÊÌËˆË, ‰ËÁ‡ÈÌÂË, ÙÓÚÓ„‡ÙË, ÚÂÓÂÚËˆË Ë ÍËÚËˆË Ì‡ ËÁÍÛÒÚ‚ÓÚÓ ‰‡ ‡Á‡·ÓÚflÚ
Ò‚ÓÈ ÔÓÂÍÚ Á‡ ÔÂËÓ‰ ÓÚ 6 ÏÂÒÂˆ‡ Í‡ÚÓ ËÏ ÔÂ‰ÓÒÚ‡‚fl ÏÂÒÂ˜Ì‡ ÒÚËÔÂÌ‰Ëfl Ë „Ë
ÓÒË„Ûfl‚‡ Ò ÌÂÓ·ıÓ‰ËÏËÚÂ ÚÂıÌË˜ÂÒÍË ÒÂ‰ÒÚ‚‡.

èÓ ÚÓÁË Ì‡˜ËÌ ÒÂ Ô‡‚Ë ÓÔËÚ Á‡ ÒËÌÚÂÁ Ì‡ ‰‚Â ‡ÁÎË˜ÌË Á‡‰‡˜Ë. è˙‚‡Ú‡ Â Ò‚˙Á‡Ì‡
Ò Ú‡‰ËˆËflÚ‡ Ì‡ ˆÂÌÚÓ‚ÂÚÂ Á‡ ‡Í‡‰ÂÏË˜ÌË ËÁÒÎÂ‰‚‡ÌËfl ‚ Ö‚ÓÔ‡ Ë ÔÓ Ò‚ÂÚ‡ ‰‡
Í‡ÌflÚ Á‡ Ò˙ÓÚ‚ÂÚÌ‡Ú‡ ‡Í‡‰ÂÏË˜Ì‡ „Ó‰ËÌ‡ Á‡Â‰ÌÓ Ò˙Ò Ò‚ÓËÚÂ ÒÚËÔÂÌ‰Ë‡ÌÚË-
ËÁÒÎÂ‰Ó‚‡ÚÂÎË Ó˘Â Ë ËÁÚ˙ÍÌ‡ÚË ÔËÒ‡ÚÂÎË, ıÛ‰ÓÊÌËˆË, ÏÛÁËÍ‡ÌÚË, ÚÂ‡Ú‡ÎÌË ‰ÂÈˆË,
ÊÛÌ‡ÎËÒÚË Ë ‰Û„Ë. íÂÁË ‡‚ÚÓË ÔÓÎÛ˜‡‚‡Ú Í‡ÚÍÓÒÓ˜ÌË, Ó·ËÍÌÓ‚ÂÌÓ ÚËÏÂÒÂ˜ÌË
ÒÚÂÔÂÌ‰ËË, ÔÓÒÂ˘‡‚‡Ú ËÁÒÎÂ‰Ó‚‡ÚÂÎÒÍËÚÂ ÒÂÏËÌ‡Ë, ÌÓ ‚ ÚÓÁË ÚËÔ ÔÓ„‡ÏË ÌÂ Ò‡
Á‡‰˙ÎÊÂÌË ‰‡ ‡Á‡·ÓÚflÚ ÌËÍ‡Í˙‚ ÍÓÌÍÂÚÂÌ ÔÓÂÍÚ. èËÒ˙ÒÚ‚ËÂÚÓ ËÏ ‚ Ì‡Û˜Ì‡Ú‡
Ó·˘ÌÓÒÚ, Ó·‡˜Â, Ó·ËÍÌÓ‚ÂÌÓ ÒÂ ÓÍ‡Á‚‡ ËÁÍÎ˛˜ËÚÂÎÌÓ ÔÓÎÁÓÚ‚ÓÌÓ: ÚÂ ÏËÒÎflÚ
ÌÂÒÚ‡Ì‰‡ÚÌÓ Ë ËÏ‡Ú ÌÂÓ˜‡Í‚‡ÌË ıÛÏ‚‡ÌËfl, ÍÓÂÚÓ ÏÓÊÂ ‰‡ ËÏ‡ Â‚ËÒÚË˜ÂÌ ÂÙÂÍÚ
‚˙ıÛ Ì‡Û˜Ì‡Ú‡ ‰ËÒÍÛÒËfl. í‡Í‡ Ì‡Û˜ÌËflÚ ÂÍËÔ ÒÚ‡‚‡ ËÌÚÂÎÂÍÚÛ‡ÎÌ‡ Ó·˘ÌÓÒÚ, ‡
Ò‡ÏËÚÂ ‡‚ÚÓË, ÓÒ‚ÂÌ ˜Â ÔÂ˜ÂÎflÚ ÓÚ ÚÂÁË ‰ËÒÍÛÒËË, Ò‡ ‚ ÍÓÌÚ‡ÍÚ Ò ËÒÚËÌÒÍË ÌÓ‚Ë
Ë‰ÂË ‚ Ì‡Û˜ÌËfl ÊË‚ÓÚ.

ÇÚÓ‡Ú‡ Á‡‰‡˜‡ Â Ò‚˙Á‡Ì‡ Ò Û·ÂÊ‰ÂÌËÂÚÓ Ì‡ ıÓ‡Ú‡ ÓÚ ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡, ˜Â
Ú‚ÓˆËÚÂ ‚ Ò˙‚ÂÏÂÌÌÓÚÓ ËÁÍÛÒÚ‚Ó Ò‡ Ò˙˘Ó ‚ Ò˙ÒÚÓflÌËÂ ‰‡ ‡Á‡·ÓÚflÚ ÒÓˆË‡ÎÌÓ
ÂÎÂ‚‡ÌÚÌË ÔÓÂÍÚË (Í‡Í˙‚ÚÓ Â Ë Ò‡ÏËflÚ ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡) Ë ˜Â Â‰ÌÓ ıÛ‰ÂÊÂÒÚ‚ÂÌÓ
ÔÓËÁ‚Â‰ÂÌËÂ ËÎË ıÛ‰ÓÊÂÒÚ‚ÂÌ ÔÓÂÍÚ ÏÓÊÂ ‰‡ ÒÂ ‚„‡‰Ë ‚ ÍÓÎÂÍÚË‚Ì‡ Ë‰ÂÈÌ‡
‡ÏÍ‡. èÓ ÚÓÁË Ì‡˜ËÌ ÒÚËÔÂÌ‰Ë‡ÌÚÒÍ‡Ú‡ ÔÓ„‡Ï‡ Ó·Â‰ËÌfl‚‡ ÓÔËÚ‡ ‰‡ ÒÂ Ò˙Á‰‡‰Â
ËÌÚÂÎÂÍÚÛ‡ÎÌ‡ Ó·˘ÌÓÒÚ ÏÂÊ‰Û ıÛ‰ÓÊÌËˆË Ë Û˜ÂÌË Ò ‡Ï·ËˆËflÚ‡ Ú‚ÓˆËÚÂ Ë
‡Í‡‰ÂÏË˜ÌËÚÂ ÔÂ‰ÒÚ‡‚ËÚÂÎË ‰‡ ‡·ÓÚflÚ Á‡Â‰ÌÓ Ë ÔÓÂÍÚËÚÂ ËÏ ‰‡ ÒÂ Ó·Ó„‡Úfl‚‡Ú
‚Á‡ËÏÌÓ. íÓ‚‡ ÒÂ ÓÚ‡Áfl‚‡ Ë Ì‡ ÔËÌˆËÔ‡ Ì‡ ÒÂÎÂÍˆËfl – ÚÓÁË ÏÓ‰ÛÎ Ì‡ ÔÓÂÍÚ‡
ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡ Úfl·‚‡ ‰‡ ËÁ·ÂÂ 8 ÒÚËÔÂÌ‰Ë‡ÌÚ‡ Á‡ ‰‚Â „Ó‰ËÌË (ÔÓ ‰‚‡Ï‡ Ì‡
¯ÂÒÚ ÏÂÒÂˆ‡), Í‡ÚÓ ÏËÌËÏÛÏ 25% ÓÚ Úflı Úfl·‚‡ ‰‡ ·˙‰‡Ú ‡Í‡‰ÂÏË˜ÌË ËÁÒÎÂ‰Ó‚‡ÚÂÎË
Ì‡ Ò˙‚ÂÏÂÌÌ‡Ú‡ ‚ËÁÛ‡ÎÌ‡ ÍÛÎÚÛ‡, ‡ ÓÒÚ‡Ì‡ÎËÚÂ – ÓÚ ‚ÒË˜ÍË Ú‚Ó˜ÂÒÍË ÔÓÙÂÒËË
ËÏ‡˘Ë ÓÚÌÓ¯ÂÌËÂ Í˙Ï ÒÓˆËÓ-‚ËÁÛ‡ÎÌ‡Ú‡ ÔÓ·ÎÂÏ‡ÚËÍ‡ Ì‡ ëÓÙËfl: Ò˙‚ÂÏÂÌÌË
‚ËÁÛ‡ÎÌË ËÁÍÛÒÚ‚‡, ‡ıËÚÂÍÚÛ‡ Ë Û·‡ÌËÒÚËÍ‡, ‰ËÁ‡ÈÌ Ë ÙÓÚÓ„‡ÙËfl, ‰Û„Ë
ËÁÍÛÒÚ‚‡, ÍÓËÚÓ Á‡Òfl„‡Ú ‚ËÁËflÚ‡ Ì‡ „‡‰‡ Ë Ô.

è˙‚ËÚÂ ÒÚÂÔÂÌ‰Ë‡ÌÚË Ì‡ ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡ ·flı‡ ËÁ·‡ÌË ÓÚ 8 ˜ÎÂÌÂÌ ÂÍÒÔÂÚÂÌ
Ò˙‚ÂÚ ÔÂÁ ‡ÔËÎ 2003 „. – ÚÓ‚‡ ·flı‡ ıÛ‰ÓÊÌËÍ˙Ú ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ Ë ÏÎ‡‰‡Ú‡
ËÁÒÎÂ‰Ó‚‡ÚÂÎÍ‡, ‡·ÓÚÂ˘‡ ‚ Ó·Î‡ÒÚÚ‡ Ì‡ ‚ËÁÛ‡ÎÌ‡Ú‡ ÒÓˆËÓÎÓ„Ëfl Ë ÍÛÎÚÛÓÎÓ„Ëfl
åËÎ‡ åËÌÂ‚‡ (Ò˙ÓÚ‚ÂÚÌÓ Ò ÔÓÂÍÚËÚÂ Hot City Visual Ë Å‡ÎÍ‡ÌËÚÂ Í‡ÚÓ
ÚÛËÒÚË˜ÂÒÍË „ÎÂ‰ÍË). ì˜‡ÒÚËÂÚÓ ËÏ Ì‡ ËÁÒÎÂ‰Ó‚‡ÚÂÎÒÍËÚÂ Ò·ËÍË Ì‡ ÔÓÂÍÚ‡
çÖäëìë (Ì‡È-„ÓÎÂÏËfl ÔÓÂÍÚ Ì‡ ñÂÌÚ˙‡ Á‡ ‡Í‡‰ÂÏË˜ÌË ËÁÒÎÂ‰‚‡ÌËfl ëÓÙËfl,
ÔÓ‰ÍÂÔËÎ Á‡ ÚË „Ó‰ËÌË 28 ÔÓÒÚ-‰ÓÍÚÓ‡ÌÚË), Í‡ÍÚÓ Ë Û˜‡ÒÚËÂÚÓ Ì‡ ˜ÎÂÌÓ‚ÂÚÂ Ì‡
çÖäëìë ÔË ÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ ÔÓÂÍÚËÚÂ Ì‡ ÅÓfl‰ÊËÂ‚ Ë åËÌÂ‚‡, ‰ÂÏÓÌÒÚË‡, ˜Â
ÒıÂÏ‡Ú‡, ÔÓ ÍÓflÚÓ ‡·ÓÚË ëÚËÔÂÌ‰Ë‡ÌÚÒÍ‡Ú‡ ÔÓ„‡Ï‡ Â Ó·Ì‡‰ÂÊ‰‡‚‡˘‡. 

ìÒÔÂı˙Ú ÒÂ ‰ÓÍ‡Á‡ Ë ÓÚ ‚ÚÓ‡Ú‡ ÒÂÎÂÍˆËfl, ÍÓflÚÓ ÂÍÒÔÂÚÌËflÚ Ò˙‚ÂÚ ÔÓ‚Â‰Â ÔÂÁ
ÓÍÚÓÏ‚Ë 2003 „. ÔË 14 ÍÓÌÍÛË‡˘Ë ÒÂ ÔÓÂÍÚ‡. íÓÁË Ô˙Ú ÍÓÌÍÛÒ˙Ú ËÏ‡¯Â
ÚÂÏ‡ÚË˜ÌË ÔËÓËÚÂÚË, Ò‚˙Á‡ÌË Ò˙Ò ÒÔÂˆËÙË˜ÌË ‚ËÁÛ‡ÎÌË ‡ÒÔÂÍÚË Ì‡ ëÓÙËfl. Åflı‡
Ó·fl‚ÂÌË ÚÂÏËÚÂ É‡‰˙Ú, ÍÛÎÚÛÌÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó Ë ÌÓÒÚ‡Î„ËflÚ‡ Ë é·‡ÁË Ì‡
ÚÛ‰‡, Ó·‡ÁË Ì‡ ÍÓÌÒÛÏ‡ˆËflÚ‡. ä‡ÚÓ ‚ÚÓ‡ „ÛÔ‡ ÒÚËÔÂÌ‰Ë‡ÌÚË ·flı‡ ËÁ·‡ÌË
ıÛ‰ÓÊÌËÍ˙Ú ä‡ÒËÏË íÂÁËÂ‚ Ë ÚÂ‡Ú‡ÎÌ‡Ú‡ „ÛÔ‡ X-tendo, ˜ËËÚÓ ÔÓÂÍÚË ˘Â
ÔÂ‰ÒÚ‡‚ËÏ ‚ ÒÎÂ‰‚‡˘‡Ú‡ ÔÛ·ÎËÍ‡ˆËfl. 

ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚
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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 
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚

ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ
„‡‰, 2003
èÓÂÍÚ Á‡ ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡
ÔÓÎÂÚ – ÂÒÂÌ 2003

ÇËÁÛ‡ÎÂÌ „‡‰ – 
1. ÓÒÓ·ÂÌ ‚Ë‰ ‚ËÁÛ‡ÎÌÓ ÏËÒÎÂÌÂ Ë ‡Ì‡-
ÎËÚË˜ÌÓ ÔÓ‚Â‰ÂÌËÂ ÓÚ ÒÚ‡Ì‡ Ì‡ ıÛ-
‰ÓÊÌËÍ /ã.Å./, ‚Á‡ËÏÓ‰ÂÈÒÚ‚‡˘ Ò ËÌ-
ÚÂÙÂÈÒ‡ Ì‡ „‡‰ ëÓÙËfl; 
2. ÔÓ‰ÛÍÚ˙Ú/ËÚÂ/ Ì‡ ÚÓ‚‡ ‚ËÁÛ‡ÎÌÓ
ÏËÒÎÂÌÂ. 

èÓˆÂÒ:
á‡·ÂÎflÁ‚‡Ï, ˜Â ËÌÚÂÙÂÈÒ˙Ú Ì‡ „‡‰
ëÓÙËfl Â ‡ÁÎË˜ÂÌ ‚ ‡ÁÎË˜ÌË ˜‡ÒÚË Ì‡
„‡‰‡. 

Ç ˆÂÌÚ˙‡ Â ÍÓÔÓ‡ÚË‚ÌÓÚÓ ÎÓ„Ó, ‡Á-
ÔÓÎÓÊÂÌÓ ‚ËÒÓÍÓ „ÓÂ ÔÓ ÔÓÍË‚ËÚÂ Ì‡
Ò„‡‰ËÚÂ Ë ‰ÓÏËÌË‡˘Ó ‚ËÁÛ‡ÎÌ‡Ú‡
ÒÂ‰‡. íÓ Â Î˙ÒÍ‡‚Ó, ÌÂ ÌÓÒË ÍÓÌÍÂÚ-
Ì‡ ËÌÙÓÏ‡ˆËfl Ë ‚ ÒÏËÒÎÓ‚ ÔÎ‡Ì Â ‡-
ÍÓÌÚÂÍÒÚÛ‡ÎÌÓ, ËÎË ÔÓ-ÚÓ˜ÌÓ Â Ò‚Ófl
ÒÓ·ÒÚ‚ÂÌ ÍÓÌÚÂÍÒÚ ·ÂÁ ‚˙ÁÍ‡ Ò ÔÓ-
‰ÛÍÚ‡, ÍÓÈÚÓ ÍÓÔÓ‡ˆËflÚ‡ ÔÂ‰Î‡„‡.
äÓÔÓ‡ÚË‚ÌÓÚÓ ÎÓ„Ó ÛÔ‡‚Îfl‚‡ „Ë„‡Ì-
ÚÒÍË ‚ËÁÛ‡ÎÌË ÔÓÒÚ‡ÌÒÚ‚‡.

Ç Í‚‡Ú‡ÎËÚÂ ËÁ‚˙Ì ˆÂÌÚ˙‡, ÌÓ ‰ÓË Ë
‚ ˆÂÌÚ˙‡ Ì‡ ‚ËÒÓ˜ËÌ‡Ú‡ Ì‡ Â‰ËÌ ˜Ó-
‚Â¯ÍË ˙ÒÚ, ‰ÓÏËÌË‡ Ï‡ıÎÂÌÒÍÓÚÓ
ÎÓ„Ó. íÓ Â ‰ËÂÍÚÌÓ, ÒÚÓË ‚ ÌÂÔÓÒÂ‰Ò-
Ú‚ÂÌ‡ ·ÎËÁÓÒÚ ‰Ó ÍÎËÂÌÚ‡/„‡Ê‰‡ÌËÌ
Í‡ÚÓ ÒÂ ‚Ú˙Í‚‡ ‚ ÚflÎÓÚÓ Ë Ó˜ËÚÂ ÏÛ.
å‡ıÎÂÌÒÍÓÚÓ ÎÓ„Ó ÛÔ‡‚Îfl‚‡ ÔÓÒÚ-
‡ÌÒÚ‚ÓÚÓ ‚ ‡‰ËÛÒ ÓÚ 15-25 Ï Ë ÔÂ‰Ò-
Ú‡‚Îfl‚‡ ‚ËÁÛ‡ÎÌÓ ◊ÔÂÔËÍ‡‚‡ÌÂ“ Ì‡ ÚÂ-
ËÚÓËfl ÔÓ Ï‡ı‡ÎË, Ú‡Í‡ Í‡ÍÚÓ Ô‡‚flÚ
ÚÓ‚‡ ÛÎË˜ÌËÚÂ ÔÂÒÓ‚Â. åÂÊ‰Û Ï‡ıÎÂÌÒ-
ÍÓÚÓ ÎÓ„Ó Ë ·ËÁÌÂÒ‡, ÍÓÈÚÓ ÚÓ ÔÓÏÓÚË-
‡, ÌflÏ‡ ‰ËÒÚ‡ÌˆËfl. å‡ıÎÂÌÒÍÓÚÓ ÎÓ„Ó
Â „Û·Ó Ë ÌÂ-ÒÚËÎÌÓ, ÌÓ Â ‚ËÚ‡ÎÌÓ Ë
‚ÛÎ„‡ÌÓ.

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

ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰ (ÉÇÉ), 2003 
çÓ‚ËÚÂ Í‚‡Ú‡ÎË. Ê.Í. ◊ÅËÈÚ˙ÎÒ 1Ä“ Ë ‰ÂÚ‡ÈÎ
Hot City Visual (HCV), 2003 
The new neighborhoods. Housing Project “Beatles 1A”
and detail 
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Ç ÏÂÊ‰ËÌÌ‡Ú‡ ÚÂËÚÓËfl ÒÂ Ì‡ÏÂÒÚ‚‡
ÚÂÚË ÚËÔ ÔËÒ˙ÒÚ‚ËÂ ‚ ËÌÚÂÙÂÈÒ‡ Ì‡
„‡‰‡. íÓ‚‡ Â ·˙Î„‡ÒÍËflÚ ·ËÎ·Ó‰.
èÂ‰ÒÚ‡‚Îfl‚‡ ÔÓÏÓˆËfl Ì‡ ÏÂÒÚÂÌ
·ËÁÌÂÒ Ò Ì‡ˆËÓÌ‡ÎÌË ÔÂÚÂÌˆËË. èË-
ÏÂ – ·ËÎ·Ó‰Ó‚ÂÚÂ Á‡ ä‡ÌÓ·‡ÚÒÍ‡
„ÓÁ‰Ó‚‡, ÅËÒÂÌ‡ „ÓÁ‰Ó‚‡, ÇÓ‰Í‡ 
X-taz. Å˙Î„‡ÒÍËflÚ ·ËÎ·Ó‰ ÓÚ‡Áfl‚‡
ÔÓ ÌÂ˘Ó Ë ÓÚ ‰‚‡Ú‡ „ÓÌË ÚËÔ‡: ‡/ ÔÓ
ÙÓÏ‡ – ÚÓÈ Â Î˙ÒÍ‡‚ Ë ÔË‚ÎÂÍ‡ÚÂ-
ÎÂÌ Í‡ÚÓ ÍÓÔÓ‡ÚË‚ÌÓ ÎÓ„Ó; ·/ ‚ ÏËÒ-
ÎÂÌÂÚÓ Ë ÔÓÒÎ‡ÌËflÚ‡ ÒË Â ‚ÛÎ„‡ÂÌ Ë
ÍÓÌÍÂÚÂÌ Í‡ÚÓ Ï‡ıÎÂÌÒÍÓÚÓ ÎÓ„Ó. Ç
ÚÓÁË ÒÏËÒ˙Î ·˙Î„‡ÒÍËflÚ ·ËÎ·Ó‰ Â
Â‰ÌÓÚËÔÌÓ fl‚ÎÂÌËÂ Í‡ÚÓ ◊ÔÓÔ-ÙÓÎÍ“,
◊˜‡Î„‡“ Ë Ú.Ì.

èÓ‰Ó·ÂÌ ‚Ë‰ ÚÓË˜ÌÓ ‡ÁÒÎÓÂÌËÂ ÒÂ
Ì‡·Î˛‰‡‚‡ Ò˙˘Ó Ú‡Í‡ Ë ‚ ‡ıËÚÂÍÚÛ-
Ì‡Ú‡ ÒÂ‰‡, ÍÓflÚÓ Ó·‡˜Â ÒÂ ‡ÁÔÓÎ‡„‡
ÔÓ ‰Û„ Ì‡˜ËÌ ‚˙‚ ‚ÂÏÂÚÓ – Ì‡ÒÎÓÂÌË-
flÚ‡ ÓÚ ÔÂ‰Ë 1989 „. Ë Ú.Ì. í‡ÁË ÒÂ‰‡,
ÓÒÓ·ÂÌÓ ÓÙËÒÌÓÚÓ Ë ÊËÎË˘ÌÓ ÒÚÓË-
ÚÂÎÒÚ‚Ó ÒÎÂ‰ 1989 „., Ó·‡˜Â ‚ÎËflÂ ‚˙-
ıÛ ËÌÚÂÙÂÈÒ‡ Ì‡ „‡‰‡ ÔÓ Ì‡˜ËÌ, ÒıÓ-
‰ÂÌ Ò ÎÓ„ÓÚÓ Ë ·ËÎ·Ó‰‡. 

èÓˆÂÒÛ‡ÎÌ‡Ú‡ ÒÚ‡Ì‡ Ì‡ ÔÓÂÍÚ‡ ÉÓ-
Â˘ ‚ËÁÛ‡ÎÂÌ „‡‰ ÔÂ‰ÔÓÎ‡„‡ Ì‡ÚÛÔ-
‚‡ÌÂÚÓ Ì‡ Ì‡·Î˛‰ÂÌËfl Ë ‚ËÁÛ‡ÎÌË ÍÓ-
ÏÂÌÚ‡Ë ÔÓ ÔÓ‚Ó‰Ë Ë Ì‡˜ËÌË, ÙËÍÒË-
‡ÌË ‚ ÔËÎÓÊÂÌËfl ÑÌÂ‚ÌËÍ Á‡ ÔÓËÁ-
ıÓ‰‡ Ë Ò˙˘ÌÓÒÚÚ‡ Ì‡ ‡ÏÍÓ‚Ëfl ÔÓ-
ÂÍÚ. ífl Â Ò‚˙Á‡Ì‡ Ò ÛÒÎÓ‚ËÂÚÓ, ˜Â
ÍÓÌÚÂÍÒÚ˙Ú Ì‡ ÒÚËÔÂÌ‰ËflÚ‡ Â ‰ËÒÍÛÒË-
ÓÌÌÂÌ Ë ‰ËÒÍÛÒË‚ÂÌ, ‡ ÌÂ Â ÓËÂÌÚË-
‡Ì Í˙Ï Ò˙Á‰‡‚‡ÌÂÚÓ Ì‡ Â‰ËÌË˜ÌË ıÛ-
‰ÓÊÂÒÚ‚ÂÌË Ó·ÂÍÚË.

èÓ‰ÛÍÚ:

Ä/
ë˙˘ÌÓÒÚÚ‡ Ì‡ ÏÓfl ÔÓÂÍÚ ÉÓÂ˘ ‚ËÁÛ‡-
ÎÂÌ „‡‰ Á‡ ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡ Â ÂÍ-
Î‡Ï‡ Ì‡ Ï‡ıÎÂÌÒÍË /ÒÂÏÂÂÌ/ ·ËÁÌÂÒ ÔÓ
ÍÓÔÓ‡ÚË‚ÂÌ Ì‡˜ËÌ ‚ ÔÛ·ÎË˜ÌÓÚÓ
ÔÓÒÚ‡ÌÒÚ‚Ó Ì‡ „‡‰‡. à Ó·‡ÚÌÓÚÓ...
íÛÍ ÔÂ‰‚ËÊ‰‡Ï ÚË ÓÒÌÓ‚ÌË ÂÍÎ‡Ï-
ÌË ÏÂÓÔËflÚËfl:

1. ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì (Ë ÌÂ„Ó‚ËÚÂ
ÁÂÚ¸Ó‚Â). íÛÍ ÒÂ ÔÂ‰‚ËÊ‰‡ ◊ÂÍÎ‡Ï‡“
Ì‡ ëÚÂÙ‡Ì Ë ÌÂ„Ó‚ËÚÂ ÁÂÚ¸Ó‚Â, ÍÓËÚÓ
‡·ÓÚflÚ ‚ „ÛÔ‡, ·ÂÁ ‰‡ ËÏ‡Ú Í‡Í‚‡ÚÓ Ë

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. It is related to



11

‰‡ Â ÙÓÏ‡ÎÌ‡ Ó„‡ÌËÁË‡ÌÓÒÚ. ëÚÂ-
Ù‡Ì Ë áÂÚ¸Ó‚Â Ò‡ êÓÏ‡, ÍÓËÚÓ ‡Á ÔÓÁ-
Ì‡‚‡Ï ÓÚ ÔÓ‚Â˜Â ÓÚ 15 „Ó‰ËÌË. ê‡·ÓÚËÎ
Ò˙Ï Ò Úflı Ë ‚ ëÅï, Ë ‚ çÉóà, ÍÓ„‡ÚÓ
ëÚÂÙ‡Ì ·Â¯Â Ì‡ ˘‡Ú Ú‡Ï. ëÂ„‡ ëÚÂÙ‡Ì
Ë áÂÚ¸Ó‚Â ‡·ÓÚflÚ ÓÚ ÔÎ. å‡ÍÂ‰ÓÌËfl ÔÓ
ÂÊÂ‰ÌÂ‚ÌË ÔÓ˙˜ÍË, ÍÓ„‡ÚÓ „Ë ËÏ‡...,
ÔÓ ÔÓÔ‡‚Í‡ Ì‡ ÔÓÍË‚Ë, ÔÂÌÓÒ Ì‡
ÌÂ˘‡, ÂÏÓÌÚ Ì‡ Ô‡ÍÂÚ, ÔÂÌÓÒ Ì‡
ÔÓËÁ‚Â‰ÂÌËfl Ì‡ ËÁÍÛÒÚ‚ÓÚÓ Ë ‰. Ç
ÂÍÎ‡ÏÌ‡Ú‡ ÒÂ‰‡ Ú‡Í˙‚ ÚËÔ ıÓ‡ Ë
Í‡ÚÓ ‡·ÓÚ‡, Ë Í‡ÚÓ ÂÚÌË˜ÂÒÍ‡ ÔËÌ‡‰-
ÎÂÊÌÓÒÚ ÓÚÒ˙ÒÚ‚‡Ú ÚÓÚ‡ÎÌÓ. à‰ÂflÚ‡ Â –
ÌflÏ‡ ËÌÚÂ„Ë‡ÌÂ Ì‡ Å˙Î„‡Ëfl ‚ Ö‚Ó-
Ô‡, ·ÂÁ ËÌÚÂ„Ë‡ÌÂ Ì‡ êÓÏ‡ ‚ Å˙Î„‡-
Ëfl. èÓÂÍÚ˙Ú ˆÂÎË ÒÚ‡ÚË‡ÌÂ Ì‡ ÔÛ·-
ÎË˜ÂÌ ‰Â·‡Ú Ë Ì‡ÒÓ˜‚‡ÌÂ Ì‡ Ó·˘ÂÒÚ‚Â-
ÌÓÚÓ ‚ÌËÏ‡ÌËÂ ÔÓ ÚÂÁË ÔÛÌÍÚÓ‚Â ÓÚ ÊË-
‚ÓÚ‡.

2. åÓflÚ äÎ˛˜‡ (Ë Philips).

3. çÓ‚ËÚÂ Ï‡ı‡ÎË/Í‚‡Ú‡ÎË...

é„‡ÌË˜ÂÌËflÚ‡ ‚ ·˛‰ÊÂÚ‡ Í‡ÍÚÓ Ë ÌÂÔ-
Â‰‚Ë‰ËÏÓÚÓ ÔÓÎÛ˜‡‚‡ÌÂ Ì‡ ‡ÁÂ¯Â-
ÌËfl Á‡ ËÁÎ‡„‡ÌÂÚÓ Ì‡ ‚ËÁÛ‡ÎÌËÚÂ ÔÓ-
‰ÛÍÚË Ì‡ ÔÓÂÍÚ‡ ‚ ÔÛ·ÎË˜ÌÓÚÓ ÔÓÒÚ-
‡ÌÒÚ‚Ó, ÔÂ‰ÔÓÎ‡„‡ Ì‡ÎË˜ËÂÚÓ Ì‡ Â-
ÁÂ‚ÌË Ë ÒÏÂÒÂÌË ‚‡Ë‡ÌÚË. ÖÚÓ Á‡˘Ó
Ò‡ ‚˙ÁÏÓÊÌË ÍÓÂÍˆËË ‚ Á‡fl‚ÂÌËÚÂ
Ë‰ÂË!

Å/
çÓ, ‰ÓÍÓÎÍÓÚÓ ÔÓÂÍÚ˙Ú Â ÔÓÎÓÊÂÌ ‚
ÍÓÌÚÂÍÒÚ‡ Ì‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡ Ò ÌÂ-
„Ó‚ËÚÂ ‰Â·‡ÚË Ë ‡Í‡‰ÂÏË˜Ì‡ ÒÂ‰‡ Ì‡
ÂÊÂ‰ÌÂ‚ÌÓ ÔËÒ˙ÒÚ‚ËÂ Ì‡ ÒÚËÔÂÌ‰Ë‡Ì-
Ú‡-ıÛ‰ÓÊÌËÍ, ÚÓÈ ÔÂ‰‚ËÊ‰‡ Ë ÔÓ-
‰ÛÍÚ-Í‡ÚÓ-ÔÓˆÂÒ Â‡ÎËÁ‡ˆËfl. íÛÍ Ò‡
‚ÂÓflÚÌË ‰‚Â ÓÒÌÓ‚ÌË ÎËÌËË Ì‡ 
‡·ÓÚ‡:

4. ÉÓÂ˘‡ ÎËÌËfl Á‡ ‚ËÁÛ‡ÎÌË ÌÂÂ‰ÌÓÒ-
ÚË (ÚÂÎÂÙÓÌÌ‡ ÎËÌËfl Á‡ ‚˙ÁÍ‡ Ò ÏÂ-
‰ËË Ë ıÓ‡).

5. èËÏÂË – ‰ÌÂ‚ÌËÍ Ì‡ „‡‰ÒÍËfl ËÌ-
ÚÂÙÂÈÒ, ÛÌËÍ‡ÎÌ‡ ıÛ‰ÓÊÌË˜ÂÒÍ‡ ÍÌË-
„‡ ‚ 1 ÂÍÁÂÏÔÎfl.

íÂÁË ‰‚Â ÎËÌËË Ì‡ ‡·ÓÚ‡ ÌÂ Á‡‚ËÒflÚ
ÓÚ ·˛‰ÊÂÚÌË Ó„‡ÌË˜ÂÌËfl, ÌÓ Ò‡ ÔÓÒ-
ÚÓflÌÌÓ ‰ÂÈÒÚ‚‡˘Ë. ñÂÎÚ‡ ËÏ, ÓÒÓ·ÂÌÓ

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:

Ä/ 
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 
I do envisage three basic promotional
lines of action:

1. Stephan’s Brigade (himself and his
sons-in-law). Here I 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 I have known for 15 years. I
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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Ì‡ ÉÓÂ˘‡ ÎËÌËfl... Â ‰‡ ÏÓ‰ÂÎË‡Ú ÒË-
ÚÛ‡ˆËfl Ì‡ ÔÓÒÚÓflÌÌÓ ‰ÂÈÒÚ‚‡˘‡ ‚˙Á-
Í‡ ÏÂÊ‰Û ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡, ıÓ‡Ú‡
Ë ÏÂ‰ËËÚÂ (ÓÚ‰ÂÎÌË ÊÛÌ‡ÎËÒÚË), ÍÓËÚÓ
ÔÓ ÚÓÁË Ì‡˜ËÌ ÏÓ„‡Ú ‰‡ ·˙‰‡Ú ÒÚËÏÛÎË-
‡ÌË Á‡ ÔËÒ˙ÒÚ‚ËÂ Ì‡ ‡‚ÌË Ì‡˜‡Î‡ ‚
ÒÂÏËÌ‡‡.

Ç/
èÓÂÍÚ˙Ú ÔÂ‰‚ËÊ‰‡ ÔÛ·ÎË˜ÌÓ ÔÓÍ‡Á-
‚‡ÌÂ Ì‡ ˆÂÎËfl ÂÁÛÎÚ‡Ú Í‡ÍÚÓ ‚ „‡‰Ò-
ÍÓ, Ú‡Í‡ Ë ‚ „‡ÎÂËÈÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó. 

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 I 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. 

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚

ëÎÂ‰ÔÓÂÍÚÌË ·ÂÎÂÊÍË

ê‡·ÓÚÂÈÍË ‚˙ıÛ ÔÓÂÍÚ‡ ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰
‡Á·‡ı, ˜Â ËÏ‡Ï ÓÚÌÓ¯ÂÌËÂ Ì‡ Î˛·Ó‚/ÓÏ‡Á‡
Í˙Ï ‚ËÁÛ‡ÎÌ‡Ú‡ ÒÂ‰‡ Ì‡ ëÓÙËfl Ë Ì‡È-‚Â˜Â Í˙Ï
ÂÍÎ‡ÏÌËÚÂ π ‡ÒÔÂÍÚË. ä‡ÚÓ ˜Â ÎË ÔË˜ËÌËÚÂ Ò‡
ÓÚ ÔÓfl‰˙Í‡ Ì‡ Ò˙‰˙Ê‡ÌËÂÚÓ, ÒÚËÎ‡ Ë/ËÎË ÍÓ-
ÎË˜ÂÒÚ‚ÓÚÓ Ì‡ ‚ÒË˜ÍË ÚÂÁË Ó·fl‚Ë, ·ËÎ·Ó‰Ó‚Â,
Ú‡ÌÒÔ‡‡ÌÚË, ÔÎ‡Í‡ÚË Ë Ú.Ì. çflÏ‡¯Â Ó·‡˜Â
ÔË˜ËÌ‡, Ò‚˙Á‡Ì‡ Ò Ì‡ÒÎ‡‰‡Ú‡ ÓÚ ÏÌÓ„Óˆ‚ÂÚ-
ÌÓÒÚÚ‡ Ë ÂÌÂ„ËflÚ‡, ÌÂÁ‡‚ËÒËÏÓ ÓÚ ı‡ÓÒ‡ Ì‡
Ú‡ÁË ÒÂ‰‡, Ú‡Í‡ ‡ÁÎË˜ÌË ÓÚ ÓÌÓ‚‡, ÍÓÂÚÓ
ËÏ‡ıÏÂ ÔÂ‰Ë 1989 „. çflÍÓÎÍÓ ÒÂËÓÁÌÓ ÚÂÓÂ-
ÚË˜ÌË ‰ÛÏË ÏË ÒÂ ‚˙Úflı‡ ‚ „Î‡‚‡Ú‡ Í‡ÚÓ, Ì‡Ô-
ËÏÂ, ÔÓËÁ‚Ó‰ËÚÂÎË, ÍÓÌÒÛÏ‡ÚÓË Ë ÍÎËÂÌÚË;
ÍËÚË˜ÂÒÍË ıÛ‰ÓÊÂÒÚ‚ÂÌË Ô‡ÍÚËÍË, ‡Á‚ÎÂÍ‡-
ÚÂÎÌ‡ ËÌ‰ÛÒÚËfl, ÙÓÏË‡ÌÂ Ë ËÌÙÓÏË‡ÌÂ;
‚ÍÛÒ, ÒÚËÎ, ‚ÍÎ˛˜ÂÌÓÒÚ Ë ËÁÍÎ˛˜ÂÌÓÒÚ; ÔÂÁÂÌ-
Ú‡ˆËfl Ë ÌÂ-ÔÂÁÂÌÚ‡ˆËfl Ë Ú.Ì. ÇÒÂ Â‰ÌÓ, ÌÂ ÛÒ-

Luchezar Boyadjiev

Post-project Notes

Working on the Hot City Visual I realized that I
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

ÉÇÉ, 2003. çÓ‚ËÚÂ Í‚‡Ú‡ÎË. Ê.Í. ◊åËÎ‡ êÓ‰ËÌÓ“ 
(Á‡ Ô‡ÚËÓÚË), Ê.Í. ◊åÓÚÓ-ÔÙÓÂ“ (Á‡ ·ËÁÌÂÒÏÂÌË) Ë
‰ÂÚ‡ÈÎË
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
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Ôfl‚‡ı ‰‡ Ì‡ÏÂfl ÚÓÁË Ó·Ó·˘‡‚‡˘ ÚÂÏËÌ, ÍÓÈ-
ÚÓ ÎÂÒÌÓ Ë ÔÓÒÚÓ ‰‡ Ó·flÒÌË Ò Í‡Í‚Ó ÒÂ Á‡ÌË-
Ï‡‚‡ ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰, ÓÒÓ·ÂÌÓ ‚ ÍËÚË-
˜ÂÒÍËÚÂ Ë, Ì‡‰fl‚‡Ï ÒÂ, ÒÓˆË‡ÎÌÓ ÁÌ‡˜ËÏËÚÂ ÏÛ
‡ÒÔÂÍÚË Í‡ÚÓ ˜‡ÒÚ ÓÚ ÇËÁÛ‡ÎÌËfl ëÂÏËÌ‡ Ë ÌÂ-
„Ó‚Ëfl ÔÓ-Ó·ı‚‡ÚÂÌ ÍÓÌÚÂÍÒÚ Ë ÔËÓËÚÂÚË.  

Ö‰‚‡ ÒÎÂ‰ ÔÛ·ÎË˜ÌÓÚÓ ÔÂ‰ÒÚ‡‚flÌÂ (ÔÂÁ Ï.
ÓÍÚÓÏ‚Ë-ÌÓÂÏ‚Ë 2003 „. ‚ ëÓÙËfl) Ì‡ ÔÓÂÍ-
Ú‡, ‚ Â‰ËÌ ‚Â˜ÂÂÌ ‡Á„Ó‚Ó ÔÂ‰ ˜‡¯‡ ·Ë‡ ‚
ı‡‡ÍÚÂÌ‡, ÓÔ˙Ô‡Ì‡ ·ÂÎËÌÒÍ‡ Í˙˜Ï‡, ÌÂ-
˘‡Ú‡ ÔÓÎÛ˜Ëı‡ ÓÌ‡ÁË flÒÌÓÚ‡, ÍÓflÚÓ Ú˙ÒÂı.
Ñ‡ÎË Á‡‡‰Ë ‡Ì„ÎËÈÒÍËfl ÂÁËÍ, Ì‡ ÍÓÈÚÓ „Ó‚Â-
ÂıÏÂ, ËÎË ÔÓ‡‰Ë ËÌÚÂ‡ÍÚË‚ÌËfl ÍÓÌÚÂÍÒÚ
ÏÂÊ‰Û ‰‚‡ ◊ÔËflÚÂÎÒÍË“ ÔÓÂÍÚ‡, ÌÂ ÁÌ‡Ï.
èË˜ËÌ‡Ú‡ ·Â, ˜Â àÌÂÒ ä‡ÔÂÚ, ˙ÍÓ‚Ó‰ËÚÂÎ Ì‡
ÔÓÂÍÚ‡ àÌÚÂ‚˛Ú‡ (Ò ËÁ‡ÁËÚÂÎÌÓÚÓ ÔÓ‰Á‡„-
Î‡‚ËÂ åËÒÎÂÈÍË ‚ ‰Ë‡ÎÓ„), ÍÓÈÚÓ Â ˜‡ÒÚ ÓÚ
ÔÓ„‡Ï‡Ú‡ relations Ú‡Í‡, Í‡ÍÚÓ Ë ÇËÁÛ‡ÎÂÌ
ëÂÏËÌ‡, ÒÔÓÏÂÌ‡ ÔÓ˜ÚË ÒÎÛ˜‡ÈÌÓ ÚÂÏËÌ‡

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 I 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. I think the term is part of her theoreti-
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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 I 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 I don’t shop on Fifth
Avenue is not because I am poor, the reason 
I shop in SIMS is that I 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; c/ 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

ÍÓÌÒÛÏ‡ÚÓÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ (consumer
identity). íÓÁË ÚÂÏËÌ Â ˜‡ÒÚ ÓÚ ÌÂÈÌËfl ÚÂÓÂ-
ÚË˜ÂÌ ‰ËÒÍÛÒ Ë Ì‡Û˜ÌË ËÌÚÂÂÒË. Ç ÍÓÌÚÂÍÒÚ‡
Ì‡ ÏÓfl ÔÓÂÍÚ Ó·‡˜Â, ÚÂÏËÌ˙Ú ÔÂ‰ËÁ‚ËÍ‡ ‰‚Â
ÌÂ˘‡: ‡/ Á‡‰‡‰Â ÏÛ ÔÓ-¯ËÓÍ‡, ÌÓ ÚÓ˜Ì‡ ÔÂÒ-
ÔÂÍÚË‚‡; ·/ ÔËÔÓÏÌË ÏË ÂÍÎ‡ÏÌËfl ◊ÎÓÁÛÌ„“
Ì‡ Â‰ËÌ „ÓÎflÏ Ï‡„‡ÁËÌ ÚËÔ ñìå ‚ ëÄô ÓÚ Ì‡-
˜‡ÎÓÚÓ Ì‡ 1980-ÚÂ, ÍÓÈÚÓ ËÏ‡ı ◊ÔË‚ËÎÂ„ËflÚ‡“
‰‡ ÔÓÒÂ˘‡‚‡Ï Â‰ÌÓ ‚ÂÏÂ.  

íÓ„‡‚‡ SIMS ËÏ‡¯Â Ï‡„‡ÁËÌË (ÏÓÊÂ Ë Ó˘Â ‰‡ „Ë
ËÏ‡) ‚ ç˛ ÑÊ˙ÒË Ë ç˛ âÓÍ. íÂ ÔÂ‰Î‡„‡ı‡
ÏÓ‰ÌË Ë ËÁËÒÍ‡ÌË ‰ÂıË Ì‡ ‰ÓÒÚ˙ÔÌË ˆÂÌË, Ò
ÍÓÂÚÓ ‚ÂË„‡Ú‡ ÒÂ ÔÓÒÚ‡‚fl¯Â ‚ Ô‡Á‡Ì‡Ú‡ ÌË¯‡
ÏÂÊ‰Û ·ÛÚËˆËÚÂ Ë ñìå-Ó‚ÂÚÂ Á‡ ¯ËÔÓÚÂ·‡.
êÂÍÎ‡ÏÌËflÚ ËÏ ‰Â‚ËÁ ·Â ◊Ö‰ËÌ Ó·‡ÁÓ‚‡Ì ÍÓÌ-
ÒÛÏ‡ÚÓ Â Ì‡È-‰Ó·ËflÚ ÌË ÍÎËÂÌÚ“. äÎËÂÌÚËÚÂ
Ì‡ SIMS Ò˙‚ÒÂÏ ÌÂ ·flı‡ ·Ó„‡ÚË ıÓ‡, ÌÓ ‰Â‚Ë-
Á˙Ú „Ë Î‡ÒÍ‡Â¯Â ÔÓ ÒÎÂ‰ÌËfl Ì‡˜ËÌ: ◊åÓÊÂ Ë ‰‡
ÌÂ Ô‡Á‡Û‚‡Ï Ì‡ èÂÚÓ Ä‚ÂÌ˛, ‡ ‚ SIMS, ÌÓ ÔË-
˜ËÌ‡Ú‡ Á‡ ÚÓ‚‡ Â, ˜Â Ò˙Ï ◊Ó·‡ÁÓ‚‡Ì“ Ë ‰Ó·Â
ÒË Ô‡‚fl ÒÏÂÚÍ‡Ú‡!“ SIMS ËÏ‡¯Â Ì‡È-ÒÚËÎÌËÚÂ
ÚÓ·Ë Á‡ ÔÓÍÛÔÍË, Ì‡Ô‡‚ÂÌË ÓÚ ˜ÂÌ‡ ı‡ÚËfl
Ò˙Ò ÒÂ·˙ÌË ·ÛÍ‚Ë Á‡ ‰Â‚ËÁ‡...  

ÇËÁÛÎÌ‡Ú‡ ÒÂ‰‡ Ì‡ ëÓÙËfl Â ÓÌÁË ÓÔÂ‡ÚË‚ÂÌ
ÍÓÌÚÂÍÒÚ, ‚ ÍÓÈÚÓ ÒÂ ÍÓÌÒÚÛË‡ Ë ÒÂ Ì‡Î‡„‡
Ï‡ÒÓ‚Ó Ë ÏÓ˘ÌÓ Â‰ËÌ ÚËÔ ÔÓÒÚ-ÍÓÏÛÌËÒÚË˜ÂÒ-
Í‡ ÍÓÌÒÛÏ‡ÚÓÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ, Ì‡Ô˙ÎÌÓ ‚ Ò˙„-
Î‡ÒËÂ Ò ‡Á‚ËÚËÂÚÓ Ì‡ ·˙Î„‡ÒÍÓÚÓ Ó·˘ÂÒÚ‚Ó
Ì‡ÔÓÒÎÂ‰˙Í – Ú‡ Ì‡ÎË ‚ Ô‡Á‡Ì‡Ú‡ ËÍÓÌÓÏËÍ‡
ÍÓÌÒÛÏ‡ˆËflÚ‡ Â ‰ÓË ÔÓ-‚‡ÊÌ‡ ÓÚ ÔÓËÁ‚Ó‰ÒÚ-
‚ÓÚÓ! ê‡·ÓÚÂÈÍË ‚˙ıÛ ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰
Ó·‡˜Â, ÒË ‰‡‰Óı ÒÏÂÚÍ‡ Ë Á‡ ÚÓ‚‡, ˜Â: ‡/ ‚ ÚÓÁË
„‡‰ ÔÓ˜ÚË ÌÂ Â ÓÒÚ‡Ì‡ÎÓ Ò‚Ó·Ó‰ÌÓ ÔÓÒÚ‡ÌÒ-
Ú‚Ó Á‡ Í‡Í˙‚ÚÓ Ë ‰‡ ·ËÎÓ ‡ÁÎË˜ÂÌ ÓÚ ÍÓÌÒÛ-
Ï‡ÚÓÒÍËfl ÚËÔ ÔÛ·ÎË˜Ì‡ Ë‰ÂÌÚË˜ÌÓÒÚ (ËÎË ËÌ-
‰Ë‚Ë‰Û‡ÎÌ‡ Ë‰ÂÌÚË˜ÌÓÒÚ, ‰ÓÍÓÎÍÓÚÓ ÚÓÎÍÓ‚‡
Ë‰ÂÌÚË˜ÌÓÒÚË ÌÂ Ò‡ ÂÍÎ‡ÏË‡ÌË, ËÎË Ô˙Í Ò‡
ÌÂ‚Ë‰ËÏË Ë Ú.Ì.), ÍÓÂÚÓ ÏÂ Í‡‡ ‰‡ ◊ÒÂ ı‚‡Ì‡ Á‡
ıÛ‰ÓÊÂÒÚ‚ÂÌÓÚÓ ÒË Ó˙ÊËÂ“; ·/ ÔÓ‚Â˜ÂÚÓ ÓÚ
ÊËÚÂÎËÚÂ Ì‡ ëÓÙËfl ‚ Ì‡È-‰Ó·Ëfl ÒÎÛ˜‡È Ò‡
Ò‡ÏÓ ÍÎËÂÌÚË, ÌÓ ÌÂ ‰ÓÚ‡Ï ◊Ó·‡ÁÓ‚‡ÌË“, Í‡ÚÓ
ËÏ‡ Ï‡ÎÍÓ ËÍÓÌÓÏË˜ÂÒÍË ÒÚËÏÛÎË Á‡ ÔÓÏflÌ‡
‚ ÔÓÎÓÊÂÌËÂÚÓ; ‚/ ÊËÚÂÎËÚÂ Ì‡ ëÓÙËfl, ÍÓËÚÓ
Úfl·‚‡ ‰‡ ‡Á‚ËflÚ ‚ ÒÂ·Â ÒË Ë ◊‰‡ Ò‡“ Ú‡ÁË
Ë‰ÂÌÚË˜ÌÓÒÚ, ‚ÒÂ Ó˘Â ÌÂ Ò‡, ‡ Ë ÌÂ ·Ëı‡ ÏÓ„ÎË
‰‡ ·˙‰‡Ú ËÍÓÌÓÏË˜ÂÒÍË ÁÌ‡˜ËÏË ÍÓÌÒÛÏ‡ÚÓË
(ÔÓ‡‰Ë ·Â‰ÌÓÒÚ), ‚˙ÔÂÍË ˜Â ÚÓ‚‡ ÒÂ Ó˜‡Í‚‡
ÓÚ Úflı, ‡ Ë ÚÂ „Ó Ó˜‡Í‚‡Ú ÓÚ ÒÂ·Â ÒË, ‰ÓÍÓÎÍÓÚÓ
Ú˙ÍÏÓ ‚ ÚÓ‚‡ ÒÂ Ò˙ÒÚÓÂ¯Â Ó·Â˘‡ÌËÂÚÓ Á‡ ·Ó„‡Ú
ÊË‚ÓÚ Ë Ó·˘ÂÒÚ‚Ó, ÍÓÂÚÓ Úfl·‚‡¯Â ‰‡ ÏÓÚË‚Ë-
‡ Ò˙˘ËÚÂ ÚÂÁË ıÓ‡, Á‡ ‰‡ ÒÂ ÔËÏËfl‚‡Ú Ò
ÚÛ‰ÌÓÒÚËÚÂ Ì‡ ÔÂıÓ‰‡ ÒÎÂ‰ 1989 „. 
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ÇËÁÛ‡ÎÌ‡Ú‡ ÒÂ‰‡ Ì‡ ëÓÙËfl Â ‰ÂÙËÌË‡Ì‡ ÓÚ
ÍÛÎÚË‚Ë‡ÌÂÚÓ Ì‡ ÊÂÎ‡ÌËÂ, ÍÓÌÒÛÏ‡ÚÓÒÍÓ ÊÂ-
Î‡ÌËÂ(fl), Í‡ÍÚÓ ‚ÒÂÍË ‰Û„ ÂÍÎ‡ÏÂÌ ÍÓÌÚÂÍÒÚ.
ÜÂÎ‡ÌËÂ Í˙Ï ÓÔÂ‰ÂÎÂÌË ÒÚÓÍË Ë Ú.Ì., ÌÓ ÓÒ-
ÌÓ‚ÌÓÚÓ Â, ˜Â ÚÓ‚‡ Â ÊÂÎ‡ÌËÂ Í˙Ï ÓÔÂ‰ÂÎÂÌ
ÒÚ‡Ì‰‡‰ Ì‡ ÊË‚ÓÚ, ÒÚ‡Ì‰‡‰ Á‡ ÚÓ‚‡ ‰‡ ÒË Ö‚-
ÓÔÂÂˆ (ÔÓ‚Â˜Â ÔÓ ÒÎÛıÓ‚Â, ÓÚÍÓÎÍÓÚÓ ÒÎÂ‰ ‰Â-
·‡Ú) Ë Ú.Ì. Ç ‰ÂÈÒÚ‚ËÚÂÎÌÓÒÚ ÚÓÁË ÒÚ‡Ì‰‡‰ ÌË-
Í‡Í˙‚ ÌÂ ÒÂ ‚ËÊ‰‡ Ë ‰ÓË ‰˙Î„ÓÓ˜‡Í‚‡ÌÓÚÓ
˜ÎÂÌÒÚ‚Ó ‚ Öë ÔÂÁ 2007 „. Â‰‚‡ ÎË ˘Â ÔÓÏÂ-
ÌË ÌÂ˘Ó. í‡Í‡ ÒÂ ÔÓfl‚fl‚‡ ÙÛÒÚ‡ˆËfl Ë Úfl ÒÚ‡-
‚‡ ‚ÒÂ ÔÓ-‚Ë‰ËÏ‡. îÛÒÚ‡ˆËflÚ‡ Â ÔÂ‰ËÁ‚ËÍ‡-
Ì‡ ÓÚ ÌÂÁ‡‰‡‚ÓÎÂÌË ÊÂÎ‡ÌËfl. à ÌÂÁ‡‚ËÒËÏÓ ÓÚ
ÚÓ‚‡ ‰ÓÍÓÎÍÓ Û·Â‰ËÚÂÎÌÓ ÔÒËıÓ‡ÌÎËÚË˜Ì‡Ú‡ ÚÂ-
ÓËfl ˘Â Ú‚˙‰Ë, ˜Â ‚ÒË˜ÍÓ ÚÓ‚‡ Â Ì‡ ‰Ó·Ó, Á‡-
˘ÓÚÓ ÊÂÎ‡ÌËÂÚÓ ÒÂ Á‡ÒËÎ‚‡ Ò ÔÓÒÚÓflÌÌÓÚÓ ÓÚ-
Î‡„‡ÌÂ Ì‡ ÍÓÌÒÛÏ‡ˆËflÚ‡ ÏÛ, ‡Á ÌÂ ÏÓ„‡ ‰‡ ÒÂ ÓÒ-
‚Ó·Ó‰fl ÓÚ ÛÒÂ˘‡ÌÂÚÓ (‚ ÍÓÌÚÂÍÒÚ‡ Ì‡ ëÓÙËfl),
˜Â „‡‰˙Ú ÔÂÊË‚fl‚‡ Ú‡‚Ï‡ÚË˜ÌÓ déjà vu. à
„‡‰˙Ú, Ë ÒÚ‡Ì‡Ú‡ Ó˘Â ÔÓÏÌflÚ Â‰ËÌ ‰Û„ ‚Ë‰
ÙÛÒÚ‡ˆËfl, Ò˙˘Ó ÔÂ‰ËÁ‚ËÍ‡Ì‡ ÓÚ ÔÓÒÚÓflÌÌÓ
ÓÚÎ‡„‡ÌÂ Ì‡ ÍÓÒÛÏ‡ˆËflÚ‡ Ì‡ ÊÂÎ‡ÌËfl ◊Ó·ÂÍÚ“.
èÂ˜‡ÎÌÓ ËÁ‚ÂÒÚÌÓÚÓ Ó·Â˘‡ÌËÂ Á‡ Ò‚ÂÚÎÓ ÍÓÏÛ-
ÌËÒÚË˜ÂÒÍÓ ·˙‰Â˘Â ·Â ÓÒÌÓ‚ÌËflÚ ÏÓÚË‚Ë‡˘
ÏÂı‡ÌËÁ˙Ï Á‡ ÒÛ·ÂÍÚËÚÂ (ıÓ‡Ú‡) Ì‡ Â‡ÎÌËfl
ÒÓˆË‡ÎËÁ˙Ï ÔÂÁ ˆflÎÓÚÓ ‚ÂÏÂ Ì‡ ÌÂ„Ó‚ÓÚÓ ËÁ-
ÔÎ˙Á‚‡˘Ó ÒÂ ÓÚ ÍÓÌÚÓÎ (Ë ‚Ò˙˘ÌÓÒÚ, Í‡ÚÍÓ)
Ò˙˘ÂÒÚ‚Û‚‡ÌÂ. íÓ„‡‚‡¯Ì‡Ú‡ ÙÛÒÚ‡ˆËfl ·Â
ÔÂ‰ËÁ‚ËÍ‡Ì‡ ÓÚ ÚÓ‚‡, ˜Â ÌÂÁ‡‚ËÒËÏÓ Í‡Í‚Ó
ÚÓ˜ÌÓ Í‡Á‚‡¯Â ËÎË Ô‡‚Â¯Â è‡ÚËflÚ‡, ıÓ‡Ú‡
‚ËÊ‰‡ı‡ Ò Ó˜ËÚÂ ÒË Ë ÛÒÂ˘‡ı‡ Ò ÚÂÎ‡Ú‡ ÒË, ˜Â
Ó·Â˘‡Ì‡Ú‡ ÛÚÓÔËfl Ì‡ ÍÓÏÛÌËÁÏ‡ ÌËÍÓ„‡ ÌÂ
Ë‰‚‡. ífl ·Â ÌÂ˘Ó Í‡ÚÓ ÎËÌËflÚ‡ Ì‡ ıÓËÁÓÌÚ‡ –
ÓÚ‰‡ÎÂ˜‡‚‡ ÒÂ Ò˙Ò Ò˙˘‡Ú‡ ÒÍÓÓÒÚ, Ò ÍÓflÚÓ ˜Ó-
‚ÂÍ ÒÂ ÔË·ÎËÊ‡‚‡ Í˙Ï ÌÂfl. Ç˙ÔÂÍË ÚÂÓËflÚ‡,
‚ Í‡fl Ì‡ 1989 „. ·Â ÓÒÚ‡Ì‡ÎÓ Ï‡ÎÍÓ ÊÂÎ‡ÌËÂ
ÌÂÁ‡‚ËÒËÏÓ ÓÚ ÔÓ‰˙ÎÊËÚÂÎÌÓÚÓ ÓÚÎ‡„‡ÌÂ...
ÏÓÊÂ ·Ë ÌflÍ˙‰Â ËÏ‡ ÌÓÒÚ‡Î„Ëfl, ÌÓ ÚÓ‚‡ Â ‡Á-
ÎË˜ÌÓ ÌÂ˘Ó.

ëÂ„‡ Ò˙˘ÂÒÚ‚Û‚‡ Ó·‡Á˙Ú Ì‡ ÍÓÌÒÛÏ‡ÚÓÒÍ‡
Ë‰ÂÌÚË˜ÌÓÒÚ, ÌÓ ÌflÏ‡ Â‡ÎÌ‡ ÍÓÌÒÛÏ‡ÚÓÒÍ‡
Ë‰ÂÌÚË˜ÌÓÒÚ ‚ ëÓÙËfl, ÔÓÌÂ ÌÂ Ó˘Â. åÓÊÂ ·Ë
Ú‡Í‡ Ë Úfl·‚‡ ‰‡ ·˙‰Â, ÌÂ ÁÌ‡Ï. çÂ ÏËÒÎfl, ˜Â Ìfl-
ÍÓÈ ÁÌ‡Â, Á‡˘ÓÚÓ ‰ÓÒÂ„‡ ÌÂ Â ËÏ‡ÎÓ Ó·˘ÂÒÚ‚Ó,
ÍÓÂÚÓ ‰‡ Â ÔÓÂÎÓ ÔÓ ÚÓÁË ÛÌËÍ‡ÎÂÌ Ô˙Ú Í˙Ï ‡Á-
‚ËÚÓ Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍÓ Ó·˘ÂÒÚ‚Ó – ÔÂÁ ÒÓˆË-
‡ÎËÁÏ‡ (Í‡ÍÚÓ ÚÓ‚‡ ÒÚ‡‚‡ ‚ ÒÚ‡ÌËÚÂ ÓÚ àÁÚÓ˜-
Ì‡ Ö‚ÓÔ‡ Ì‡ÔÓÒÎÂ‰˙Í).

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
déjà 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. I do not know. I 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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ÑÂÎÓÍ‡ÎËÁË‡˘ËflÚ
ÔÓ„ÎÂ‰
(‡ÁÏÂÒÚ‚‡ÌËflÚ‡ 
Ì‡ ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚)

à‚‡ÈÎÓ ÑË˜Â‚

ïÛ‰ÓÊÌËÍ˙Ú ‰ÌÂÒ ÌÂ Â ÓÌÁË, ÍÓÈÚÓ Ò˙Á-
‰‡‚‡, ‡ ÓÌÁË, ÍÓÈÚÓ ‡ÁÏÂÒÚ‚‡. ãÂÓ-
Ì‡‰Ó Ë òÂÍÒÔË ‚ Ì‡È-‰Ó·Ëfl ÒÎÛ˜‡È
·Ëı‡ ·ËÎË ÔÓËÁ‚Ó‰ËÚÂÎË Ì‡ ‰ÂÍÓ‡ÚË-
‚ÂÌ ÍË˜, ‚ Ì‡È-ÎÓ¯Ëfl – Ë‰ÂÓÎÓÁË, ÛÍ-
ÂÔ‚‡˘Ë ‚fl‡Ú‡ ‚ ÒËÒÚÂÏ‡Ú‡. é˘Â
ÔÂÁ 50-ÚÂ Ë 60-ÚÂ „Ó‰ËÌË ÒËÚÛ‡ˆËÓÌËÒ-
ÚËÚÂ ÒÂ ÓÁÓ‚‡‚‡Ú ‚ Ú‡ÁË Á‡‰˙ÌÂÌ‡ ÛÎË-
ˆ‡ - Ò‚ÂÚ˙Ú Â ÔÂÔ˙ÎÌÂÌ Ò˙Ò ÁÌ‡˜ÂÌËfl,
ÌflÏ‡ ‚Â˜Â ÔËÓ‰‡, ÍÓflÚÓ ‰‡ ‚‡Â¯. ÄÎ-
ÚÂÌ‡ÚË‚ËÚÂ, ÍÓËÚÓ ÚÂ ÔÂ‰Î‡„‡Ú Ò‡
‰‚Â: ÓÚÍÎÓÌfl‚‡ÌÂÚÓ (détournement) Ì‡
„ÓÒÔÓ‰ÒÚ‚‡˘Ëfl ÒÂÏËÓÚË˜ÂÒÍË Â‰ Ë
ÍÓÌÒÚÛË‡ÌÂÚÓ Ì‡ ÒËÚÛ‡ˆËË.

éÚÍÎÓÌfl‚‡ÌÂÚÓ ÒÂ Ô‡ÍÚËÍÛ‚‡ Ó˘Â ÓÚ
‰‡‰‡ËÒÚËÚÂ (‚ÁËÏ‡¯ åÓÌ‡ ãËÁ‡, ËÒÛ-
‚‡¯ ÏÛÒÚ‡˜ÍË). äÓÌÒÚÛË‡ÌÂÚÓ Ì‡ ÒË-
ÚÛ‡ˆËË ÔË‰‡‚‡ Â‰ËÌ ÚÓÚ‡ÎËÁË‡˘ ÂÎÂ-
ÏÂÌÚ. éÒÌÓ‚ÌÓ ÔÓËÁ‚Â‰ÂÌËÂ Ì‡ ËÁÍÛÒ-
Ú‚ÓÚÓ Â Ò‡ÏËflÚ ÊË‚ÓÚ, ÍÓÈÚÓ ÒÂ Ó„‡-
ÌËÁË‡ Í‡ÚÓ Ò˙ÔÓÚË‚‡ ÒÂ˘Û ‰ÓÏËÌË-
‡˘Ëfl ÁÌ‡ÍÓ‚ Â‰. ë‡ÏÓ ˜Â Í‡Í‚Ó Â
ÊË‚ÓÚ˙Ú? á‡ ‡ÁÎËÍ‡ ÓÚ Ò‚ÓËÚÂ ÔÂ‰-
ıÓ‰ÌËˆË (Ç‡„ÌÂ, íÓÎÒÚÓÈ, ÅÓ„‰‡ÌÓ‚...)
ÒËÚÛ‡ˆËÓÌËÒÚËÚÂ ÌÂ ‚fl‚‡Ú ‚ ÏËÒÚË˜-
Ì‡Ú‡ ÒÛ·ÒÚ‡ÌˆËfl Ì‡ ÒÛ·ÂÍÚ‡. ëˆÂÌ‡Ú‡,
Ì‡ ÍÓflÚÓ ˘Â ‡ÁË„‡‚‡Ú Ò‚ÓËÚÂ ÓÚÍÎÓ-
Ìfl‚‡ÌËfl ÏÓÊÂ ‰‡ Â Ò‡ÏÓ ÓÌÓ‚‡, ÍÓÂÚÓ
Ï‡ÚÂË‡ÎÌÓ Ò‚Ë‰ÂÚÂÎÒÚ‚‡ Á‡ ÊË‚ÂÂÌÂ-
ÚÓ, „‡‰˙Ú. íÓÚ‡ÎÌÓÚÓ ÁÂÎË˘Â, ÍÓÂÚÓ
ÌË ÛÒÚÓÈ‚‡ ‚Î‡ÒÚÚ‡ Â ‡ÁÔÓÎÓÊÂÌÓ ‚
ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ, ‚ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ ˘Â
ÒÂ ‡ÁÒÚ‡‚flÚ Ë ÙÓÏËÚÂ Ì‡ Ò˙ÔÓÚË‚‡.

äÓÈ „‡‰? É‡‰˙Ú, ÍÓÈÚÓ ÓÔ‡Ò‚‡Ú Ò Ï‡-
„Ë˜ÂÒÍ‡ ·‡Á‰‡ Ë ÍÓÈÚÓ ÏÓÊÂ ‰‡ ÒÂ
‡Á‚‡ÎË Ò‡ÏÓ ‡ÍÓ ÒÂ ËÁÓÂ Úfl Ì‡ Ó·-
‡ÚÌÓ... ÅÓÊËflÚ „‡‰ Í‡ÚÓ ÏÓ‡ÎÌ‡ Ë
ÛÚÓÔË˜Ì‡ Á‡‰‡˜‡... „‡‰˙Ú Ì‡ ÔÓ·‡ÚË-

The Delocalizing 
Gaze 
(Luchezar Boyadjiev 
reshuffling the city)

Ivaylo 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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Ïfl‚‡ÌÂÚÓ, Ó·˘ÓÚÓ ı‡ÌÂÌÂ, ÓÒÌÓ‚‡‚‡-
˘Ó ·‡ÚÒÚ‚ÓÚÓ Ì‡ Ó·ËÚ‡ÚÂÎËÚÂ ÏÛ... „‡-
‰˙Ú, ÍÓÈÚÓ ÒÚÓË ‡ÍË, Á‡ ‰‡ ÔÓÒÂ˘ÌÂ
‚Î‡‰ÂÚÂÎfl, Á‡ ÍÓÈÚÓ ÒÂ ◊‚ÂÌ˜‡‚‡“... „‡-
‰˙Ú-ı‡Ï, „‡‰˙Ú-Ô‡Á‡, „‡‰˙Ú-
ÔË‚ËÎÂ„Ëfl... 

éÚ ÒÂ‰‡Ú‡ Ì‡ 19 ‚ÂÍ „‡‰˙Ú Ó·Í˙Ê‡-
‚‡ ˜Ó‚ÂÍ‡ Ò ‚ÒÂ ÔÓ-ÔÎ˙ÚÌ‡ ÒÚÂÌ‡ ÓÚ
‚ËÚÛ‡ÎÌË Ó·‡ÁË: ÔÓ‰ ÚÓ‚‡ ‡Á·Ë‡Ï,
˜Â ÚÛÍ ÔËÒ˙ÒÚ‚‡Ú ËÁÓ·‡ÊÂÌËfl Ì‡
ÌÂ˘‡, Á‡ ÍÓËÚÓ ÁÌ‡ÂÏ, ˜Â Ò‡ ‰Û„‡‰Â.
çÂÓÍÎ‡ÒËÍ‡Ú‡, ÌÂÓ„ÓÚËÍ‡Ú‡, ÌÂÓ·‡Ó-
Í‡, ÌÂÓ‚ËÁ‡ÌÚËÌËÁÏ‡ Ì‡ „‡‰ÓÒÚÓË-
ÚÂÎÒÚ‚ÓÚÓ, ËÏ‡˘Ó Á‡ ˆÂÎ ‰‡ ÎÂ„ËÚËÏË-
‡ ÌÓ‚ËÚÂ ÙÓÏË Ì‡ ‰˙Ê‡‚ÌÓÒÚ Ò‡
Ì‡„ÎÂ‰ÂÌ ÔËÏÂ Á‡ ÚÓ‚‡: ÚÛÍ, ‚ ÏÓ‰Â-
ÌËfl (ÔÓ ÚÓ„‡‚‡¯ÌËÚÂ ‡Á·Ë‡ÌËfl) „‡‰
Â ˆËÚË‡Ì ‡ıËÚÂÍÚÛÂÌ ÒÚËÎ ÓÚ ‰Û„‡
ÂÔÓı‡, Ì‡‚fl‚‡˘ Ú‡‰ËˆËfl, ÒÚ‡·ËÎÌÓÒÚ
Ë Ú.Ì. ÇÁÂÏÂÚÂ ÂÍÎ‡Ï‡Ú‡, ‚ÁÂÏÂÚÂ ‚ÒÂ
ÔÓ-·˙ÁÓ ÒÏÂÌfl˘‡Ú‡ ÒÂ ÏÓ‰‡ Ì‡ ‰ÂıË,
ÍÓÎË, ‚Â˘Ë, ËÏÂÌ‡Ú‡ Ì‡ ÂÒÚÓ‡ÌÚËÚÂ
Ë ÂÍÁÓÚË˜ÌËÚÂ ı‡ÌË, ÍÓËÚÓ ÒÂ ÒÂ‚Ë-
‡Ú ‚ Úflı... – ‚ÒÂ ÔÓ‚Â˜Â ‰Û„ÓÒÚ ÒÂ ËÌ-
ÊÂÍÚË‡ ‚ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó. í‡-
Í‡‚‡ Â Ò‡Ï‡Ú‡ ‰ÂÙËÌËˆËfl Ì‡ „‡‰ÒÍÓ:

denser wall of virtual images. By this I
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

Ñ‚ËÊËÏÓÒÚË. åÓflÚ‡ ÒÚ‡fl, 1998 
àÌÒÚ‡Î‡ˆËfl: Å˙Î„‡Ëfl‡‚‡Ì„‡‰. ä˛ÌÒÚÎÂ‚ÂÍÒÚ‡Ú
ãÓÚËÌ„Â˘‡ÒÂ, å˛ÌıÂÌ, ÉÂÏ‡ÌËfl, 
‡ÔËÎ – Ï‡È 1998

Movables. My Room, 1998
Installation view: Bulgariaavantgarde.
Kuenstlerwerkstatt Lothringerstrasse, Munich,
Germany, April – May 1998
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ÔÓÒÚ‡ÌÒÚ‚Ó, Ì‡ÒËÚÂÌÓ Ò ‰Û„ÓÒÚ
(É‡‰˙Ú Â Ó‰ËÌ‡Ú‡ Ì‡ ˜ÛÊ‰ÂÌÂˆ‡, Í‡Á-
‚‡ åÓÌÚÂÒÍ¸Ó). áÌ‡˜Ë ÔË·‡‚flÌÂÚÓ Ì‡
Â‰ÌÓ ‚ËÚÛ‡ÎÌÓ ËÁÏÂÂÌËÂ Í˙Ï „‡‰Ò-
ÍÓÚÓ ÁÂÎË˘Â ËÌÚÂÌÁËÙËˆË‡ Ò‡ÏËfl
„‡‰ÒÍË ÔËÌˆËÔ: ‚ÒÂ ÔÓ‚Â˜Â ‰Û„ÓÒÚ
Ì‡ Â‰ËÌËˆ‡ ÔÓÒÚ‡ÌÒÚ‚Ó.

É‡‰˙Ú Â ÚÓÚ‡ÎÌÓ ÁÂÎË˘Â, ‡ Í‡ÍÚÓ
Ì‡ÒÚÓfl‚‡ ÉË ÑÂ·Ó, ÁÂÎË˘Â ÓÁÌ‡˜‡‚‡
Ô‡ÒË‚ÌÓÒÚ – ÁÂÎË˘ÂÚÓ Â Ú‡ÍÓ‚‡ Ó·-
˘ÂÒÚ‚ÂÌÓ ÓÚÌÓ¯ÂÌËÂ, ÍÓÂÚÓ ÔÂ‚˙˘‡
ÁËÚÂÎfl ‚ ÔÓÍÓÂÌ ÍÓÌÒÛÏ‡ÚÓ Ì‡ ÁÌ‡-
˜ÂÌËfl. ëÂ˘Û ÚÓ‚‡ Ò˙ÔÓÚË‚‡Ú‡ Â Ò‡ÏÓ
Â‰Ì‡: ÓÚÍÎÓÌfl‚‡ÌÂ Ì‡ ÏÓ˘ÌËÚÂ ÔÓÚÓˆË
ÓÚ ÁÌ‡ˆË Á‡ ÍÓÌÒÚÛË‡ÌÂÚÓ Ì‡ ÒËÚÛ‡-
ˆËË, Ò ÍÓËÚÓ ˜Ó‚ÂÍ˙Ú ˘Â Ó·˙Í‡ ÚÓÚ‡Î-
ÌÓÚÓ ÁÂÎË˘Â, ˘Â Ò˙Á‰‡‰Â Ò‡Ï ÌÂÓ˜‡Í-
‚‡ÌË ÒÂÏËÓÚË˜ÂÒÍË ÍÓÌÚÂÍÒÚË, ˘Â ÒË
ÔËÒ‚ÓË Ì‡ÌÓ‚Ó ÓÚÌÂÚÓÚÓ ÓÚ ‚Î‡ÒÚÚ‡
ÔÓÒÚ‡ÌÒÚ‚Ó.

ä‡Í‚Ó ÚÓ˜ÌÓ ËÏ‡Ú ÔÂ‰‚Ë‰ ÒËÚÛ‡ˆËÓ-
ÌËÒÚËÚÂ ÍÓ„‡ÚÓ „Ó‚ÓflÚ Á‡ ÍÓÌÒÚÛË‡-
ÌÂ Ì‡ ÒËÚÛ‡ˆËË ‰ÌÂÒ Â ÚÛ‰ÌÓ ‰‡ ‡Á-
·ÂÂÏ, ÓÒÌÓ‚ÌÓÚÓ Â, ˜Â ÚÂ Ò‡ ÌÂ-ÁÂÎË-
˘Â. ÇÎ‡ÒÚÚ‡ ÚË ÛÒÚÓÈ‚‡ ÚËÛÏÙ‡ÎÌË

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

ÉÇÉ, 2003. èÂÁË‰ÂÌÚ ÄÑ – ‚ËÁÛ‡ÎÌ‡ ÌÂÂ‰ÌÓÒÚ 2
HCV, 2003. President AG (joint-stock company) – 
Visual Irregularity 2
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‡ÍË Ë Ï‡ÒÓ‚Ë ÔÓÎÂÚ‡, ÌÓ Ì‡ÏÂÒÚÓ ‰‡
ÒÂ ‚ˆÂÔÂÌË¯ ÓÚ ·Î‡„Ó„Ó‚ÂÌËÂ, ÚË ÓÔËÒ-
‚‡¯ Ë‰ËÓÚÒÍË ÁË„Á‡ÁË Ì‡ÓÍÓÎÓ Ë ÔÓ
‚˙ÁÏÓÊÌÓÒÚ ÒÂ ËÁÔËÍ‡‚‡¯ ‚ ÌflÍÓfl
ÒflÌÍ‡.

ê‡ÁÏÂÒÚ‚‡ÌËflÚ‡ Ì‡ ã.Å. Ò‡ ÏËÒÎËÏË
Ò‡ÏÓ ‚ ÍÓÌÚÂÍÒÚ‡ Ì‡ ÚÓÚ‡ÎÌÓÚÓ ÁÂÎË-
˘Â, Ì‡ Â‰ËÌ Ò‚flÚ, ËÁÔ˙ÎÌÂÌ ‰Ó Í‡È
Ò˙Ò ÁÌ‡˜ÂÌËfl. Ç ÂÁË‰ÂÌˆËflÚ‡ Ì‡
¯‚ÂÈˆ‡ÒÍËfl ÔÓÒÎ‡ÌËÍ Ì‡‰ÌËÍ‚‡Ú ‰Ë-
„ËÚ‡ÎËÁË‡ÌË ‚ÓÈÌËˆË, ˆË„‡ÌË, ÒÍËÚ‡-
˘Ë ÍÛ˜ÂÚ‡. èÂ‰Ë ‚ÂÍ ÚÓ‚‡ ·Ë ÏÓ„ÎÓ ‰‡
ÔËÎË˜‡ Ì‡ ÍËÚËÍÓ-Â‡ÎËÒÚË˜Ì‡ ‡Í-
ˆËfl – ÒÛÓ‚‡Ú‡ ÒÓˆË‡ÎÌ‡ Â‡ÎÌÓÒÚ Â
ÓÚ‡ÁÂÌ‡ ÓÚ ıÛ‰ÓÊÌËÍ‡-ıÛÏ‡ÌËÒÚ Ë
ÔÓÒÚ‡‚ÂÌ‡ ‚ ÔÓÛ˜ËÚÂÎÌ‡ ‡ÏÍ‡.

Ç ‡·ÓÚËÚÂ Ì‡ ã.Å. ÌflÏ‡ ÌËÍ‡Í‚‡ ÒÓˆË-
‡ÎÌË ‚ÌÛ¯ÂÌËfl, ÔÓÌÂÊÂ Ò‡ÏËÚÂ ÒÓˆË-
‡ÎÌË ÒÎÓÂ‚Â ÌÂ Ò‡ ‚ ÓÚÌÓ¯ÂÌËÂ Ì‡ ÈÂ-
‡ıËfl – ÌflÏ‡ ÍÓÈ Ì‡ ÍÓ„Ó ‰‡ Ò˙˜Û‚ÒÚ-
‚‡. èÓÒÚÓ Â‰ËÌ ‰ÂÌ ÔÓÒÎ‡ÌËÍ˙Ú ÒÂ Â
ÓÁÓ‚‡Î ‚ ëÓÙËfl – ‰‡ÎË Ò ÔÓÏÓ˘Ú‡ Ì‡
ëÛËÒ Â˙ ËÎË ÍÓÏÔ˛Ú˙‡, ‚ÒÂ Â‰ÌÓ. Ö‰-
ÌËÚÂ Ò‡ ÚÛÍ, ‰Û„ËÚÂ Ú‡Ï – ‚˙ÔÓÒ˙Ú ÌÂ
Â ‚ ÚÓ‚‡, ÍÓË Ò‡ ÔÓ-˘‡ÒÚÎË‚Ë Ë ÍÓË ÔÓ-
ÌÂ˘‡ÒÚÌË, ‡ ‚ Ò˙‚˙¯ÂÌÓ ÔÓËÁ‚ÓÎÌËfl
Ì‡˜ËÌ, ÔÓ ÍÓÈÚÓ ÚÂ ÒÂ ‡ÁÎË˜‡‚‡Ú.

èÓÒÚ‡ÌÒÚ‚‡Ú‡ ÒÂ ‡ÚËÍÛÎË‡Ú ÔÓ Ò˙-
‚˙¯ÂÌÓ ÌÓ‚ Ì‡˜ËÌ. ç‡ÏÂÒÚÓ ‰‡ ÒÂ Ó„-
‡Ê‰‡Ï, ‰‡ ÒÂ ËÁÓÎË‡Ï, ‰‡ ÚÛÔ‡Ï
ÔÂ‡ Ë ÒÎ‡ÏÍË ‚ „ÌÂÁ‰ÓÚÓ Ì‡ Ò‚Ófl ËÌ-
ÚËÏÂÌ ÏË, ‰ÌÂÒ ‡Á Ô‡‚fl ÍÓÎÍÓÚÓ ÒÂ
ÏÓÊÂ ÔÓ‚Â˜Â ÔÓ·ÓÈÌË ‚ ÌÂ„Ó: Ì‡È-ËÌ-
ÚËÏÌÓÚÓ, Ì‡È-ÏÓÂÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Â
ÓÌÓ‚‡, ‚ ÍÓÂÚÓ Ò‡ ÔÓ·ËÚË Ì‡È-ÏÌÓ„Ó
ÂÍ‡ÌË, ‡ÏÍË, ÔÓÁÓˆË, Ú.Â. ÔÓÒÚ-
‡ÌÒÚ‚ÓÚÓ, Ì‡ÒËÚÂÌÓ Ò Ì‡È-ÏÌÓ„Ó ‰Û-
„ÓÒÚ. èËÌˆËÔ˙Ú Ì‡ „‡‰‡ Â ÔÂÌÂÒÂÌ ‚
˜‡ÒÚÌ‡Ú‡ ÒÙÂ‡, Ò‡ÏÓÚÓ ˜‡ÒÚÌÓ ÔÓÒÚ-
‡ÌÒÚ‚Ó Â ÔÓ˜Ì‡ÎÓ ‰‡ ÒÂ Ò‡ÏÓ‰ÂÙËÌË-
‡ Í‡ÚÓ Ò˙ÊËÚÂÎÒÚ‚Ó Ì‡ ‰Û„ÓÒÚË. àÎË
Í‡Á‡ÌÓ Ò ÂÁËÍ‡ Ì‡ Â‰Ì‡ ÔÓ-‡ÌÌ‡ ‡·Ó-
Ú‡ Ì‡ ã.Å., ËÌÚËÏÌÓÚÓ ÏË ÔÓÒÚ‡ÌÒÚ‚Ó
Â ÓÌÓ‚‡, ‚ ÍÓÂÚÓ ÒÂ ÔÓÊÂÍÚË‡ÌË Ó·-
‡ÁË Ì‡ ‰Û„Ó ÔÓÒÚ‡ÌÒÚ‚Ó, ‚ ÍÓÂÚÓ
Ò˙Ï ÊË‚flÎ. èÒËıÓÎÓ„Ë˜ÂÒÍË ÔÓ„ÎÂ‰Ì‡-
ÚÓ ÚÓ‚‡ Â ·ÛÍ‚‡ÎÌÓ Ú‡Í‡, ‚ËÌ‡„Ë
ÌÂÒ˙ÁÌ‡ÚÂÎÌÓ Ú˙ÒËÏ ‚ ÌÓ‚Ëfl ‰ÓÏ 
ÒÎÂ‰Ë ÓÚ ÒÚ‡Ëfl, ÓÚÍ˙‰ÂÚÓ ÒÂ ÔÓfl‚fl‚‡
ÒÚ‡ÌÌËflÚ ÌÂÛ˛Ú (ÍÓÈÚÓ îÓÈ‰ Ì‡Ë˜‡
das Unheimliche) ÓÚ Á‡·‡‚ÂÌË ËÌÙ‡Ì-

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 I
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 I 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.
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ÚËÎÌË ÒÚ‡ıÓ‚Â Ë ÔÓÚËÒÌ‡ÚË ÊÂÎ‡ÌËfl.
ÅÛÍ‚‡ÎËÁ‡ˆËflÚ‡ Ì‡ ÒÔÓÏÂÌ‡ – ÔÓÊÂÍ-
ÚË‡ÌÂÚÓ ÏÛ ‚˙ıÛ ÔÓÎÛÔÓÁ‡˜ÂÌ ÂÍ-
‡Ì – ÒÌÂÏ‡ ‰‡Ï‡ÚË˜ÌÓÚÓ Ì‡ÔÂÊÂ-
ÌËÂ ÏÂÊ‰Û Ô‡ÏÂÚ Ë Á‡·‡‚‡. ÇÂÏÂÚÓ
(Ì‡ Á‡·‡‚flÌÂ, Ì‡ ÔËÔÓÏÌflÌÂ) Â Ò˙Í-
‡ÚÂÌÓ, Â‰ÌÓ ‰Ó ‰Û„Ó ÒÚÓflÚ Â‰ÌÓÚÓ
ÔÓÒÚ‡ÌÒÚ‚Ó Ë ‰Û„ÓÚÓ. Ö‰ËÌ Ú‡Í˙‚
‰ÂÔÂÒË‚ÂÌ Ò˛Â‡ÎËÁ˙Ï.

çÂÍ‡ ÔÓ‰˜ÂÚ‡fl: ÚÛÍ ÌÂ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡
ËÎ˛ÁËfl. Ö‰ÌÓ Ô˙ÎÌÓ ÔÂÌ‡ÒflÌÂ ‚ ‰Û-
„ÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, Í‡Í‚ÓÚÓ ÌË ÒÂ ÒÎÛ˜-
‚‡ ‚ ıÓÎÓ„‡ÙÒÍËÚÂ ¯ÓÛÚ‡ ÔÓ Ô‡Ì‡ËË-
ÚÂ ËÎË ÔÓ‰ Í‡ÒÍ‡Ú‡ Ì‡ ÍÓÏÔ˛Ú˙ÌËÚÂ
ÒËÏÛÎ‡ÚÓË Â ˜‡ÒÚ ÓÚ ÁÂÎË˘ÂÚÓ. ÖÒÚÂ-
ÚËÍ‡Ú‡, ÍÓflÚÓ ıÛ‰ÓÊÌËÍ˙Ú Ú˙ÒË, Â ‚
·ÛÍ‚‡ÎËÁ‡ˆËflÚ‡ Ì‡ Â‰ÌÓ-ÔÓÒÚ‡ÌÒÚ-
‚ÂÌÌÓÒÚÚ‡, ‚ ÚÓ‚‡, ˜Â ÌË ËÁÔ‡‚fl ÔÂ‰
·ÂÁ‚ÂÏËÂÚÓ.

èÓÒÚÎÓÍ‡ÎÌÓÚÓ Ó·˘ÂÒÚ‚Ó ÚË ‰‡‚‡ ‚˙Á-
ÏÓÊÌÓÒÚ ÌÂÔÂÍ˙ÒÌ‡ÚÓ ‰‡ ·˙‰Â¯ ‰Û-
„‡‰Â. Ç ËÌÚËÏÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ì‡
ÒÚ‡flÚ‡ ÚË Â ËÌÍÛÒÚË‡Ì ÂÍ‡Ì‡ Ì‡ íÇ
ËÎË ÍÓÏÔ˛Ú˙‡, Í˙‰ÂÚÓ ÒÂ ÒÎÛ˜‚‡Ú ‡Á-
ÌË ÔÓÎËÚË˜ÂÒÍË, Ì‡Û˜ÌË, ËÌÚËÏÌË Ë Ô.
ÌÂ˘‡. ëÂ‰Ë¯ Ì‡ Ï‡Ò‡Ú‡ Ò Â‰ÌË ıÓ‡, ‡
„Ó‚ÓË¯ ÔÓ ÚÂÎÂÙÓÌ‡ Ò˙Ò Ò˙‚ÒÂÏ ‰Û-
„Ë. í˙ÒË¯ Ì‡È-ÂÍÁÓÚË˜ÌËfl ÚÛËÒÚË˜ÂÒ-
ÍË ÏËÁ‡ÌÒˆÂÌ, Á‡ ‰‡ ÔÓ˜Û‚ÒÚ‚‡¯, ˜Â ÌÂ
ÒË ÓÚ ÚÛÍ.  èÂÓ·ÎË˜‡¯ ÒÂ ‚ ÌÓ‚‡
ÏÓ‰‡, Á‡Ó·Ë˜‚‡¯ ÌÓ‚Ë Á‚ÛˆË, ÌÓ‚Ë
ı‡ÌË. Ö‰Ì‡ Ú‡Í‡‚‡ ÌÂÔÂÍ˙ÒÌ‡Ú‡ ‡Á-
ÒÂflÌÓÒÚ, ‡Á‰‚Ófl‚‡ÌÂ.

Ç ÚÓ‚‡ Â Ë Ò‡ÏËflÚ ÒÏËÒ˙Î Ì‡ ÔÓ„ÂÒ‡.
îÓÈ‰ Í‡Á‚‡, ÂÚÓ Ì‡, ‰˙˘Âfl ÏË, ÍÓflÚÓ
Â ‚ ÄÏÂËÍ‡, ÏÓÊÂ ‚˙‚ ‚ÒÂÍË ÏÓÏÂÌÚ
‰‡ ÏË ÒÂ Ó·‡‰Ë ÔÓ ÚÂÎÂÙÓÌ‡. à ÚÓ‚‡ Â
ÔÓ„ÂÒ. çÓ Ì‡ÎË Ú˙ÍÏÓ ÔÓ„ÂÒ˙Ú –
Ô‡Ì‡Ú‡ Ï‡¯ËÌ‡, ÍÓ‡·ËÚÂ Ë Ú.Ì. – Â
Ì‡Ô‡‚ËÎ Ú‡Í‡, ˜Â Úfl ‰‡ ÒÂ ÓÚ‰ÂÎË ÓÚ
ÏÂÌ Ë ‰‡ ÊË‚ÂÂ Ì‡ ıËÎfl‰Ë ÍËÎÓÏÂÚË?
áÌ‡˜Ë ÔÂ‰ÔËflÚËÂÚÓ Â ‰‚ÛÒÏËÒÎÂÌÓ:
ÓÚ Â‰Ì‡ ÒÚ‡Ì‡ ÔÓ„ÂÒ˙Ú ‡Á‰ÂÎfl, ÓÚ
‰Û„‡ Ò‚˙Á‚‡ ÌÓ‚ÓÔÓÎÛ˜ÂÌËÚÂ Ù‡„-
ÏÂÌÚË. ÄÍÓ ÌÂ Â Ù‡„ÏÂÌÚË‡Ì Ò‚ÂÚ˙Ú,
ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ ˘Â ÒË ÓÒÚ‡ÌÂ ‡Á‰ÂÎÂ-
ÌÓ Ì‡ „ÓÎÂÏË, ÌÂ‡ÚËÍÛÎË‡ÌË ·ÛˆË
(îÓÈ‰ Ë ‰˙˘Âfl ÏÛ ÊË‚ÂflÚ ˘‡ÒÚÎË‚Ë
Á‡Â‰ÌÓ), ‡ÍÓ Ô˙Í ÚÂıÌË˜ÂÒÍËÚÂ ÒÂ‰ÒÚ-
‚‡ ÌÂ ÔÓÁ‚ÓÎfl‚‡ı‡ ÌÓ‚‡, Ù‡„ÏÂÌÚ‡-
Ì‡ Á‡Â‰ÌÓÒÚ, ÚÓ Ò‚ÂÚ˙Ú ·Ë ÒÂ ‡ÚÓÏËÁË-

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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‡Î Ú‡Í‡, Í‡ÍÚÓ „Ó ÔÂ‰ÒÚ‡‚fl ï‡Ì‡
ÄÂÌ‰Ú ‚ ÚÓÚ‡ÎËÚ‡ÌÓÚÓ Ó·˘ÂÒÚ‚Ó
(‰‚‡Ï‡Ú‡ Ò‡ ‡Á‰ÂÎÂÌË ·ÂÁ‚˙Á‚‡ÚÌÓ).
à ÔÓÌÂÊÂ ã.Å. ÌÂ ËÒÍ‡ ‰‡ ÌË „Û·Ë ‚Â-
ÏÂÚÓ, ÚÓÈ ËÁ‡Áfl‚‡ Ú‡ÁË ÒÎÓÊÌ‡ ÏËÒ˙Î
˜ÂÁ ÏË„ÌÓ‚ÂÌÓÚÓ: cut – paste.

ê‡ÁˆÂÔ‚‡ÈÍË ÒÂ Ì‡ Ù‡„ÏÂÌÚË ÚË ÒÂ
ËÁÔÎ˙Á‚‡¯ ÓÚ ÏflÒÚÓÚÓ, Ì‡ ÍÓÂÚÓ ÏÓ„‡Ú
‰‡ ÚÂ ı‚‡Ì‡Ú, ÔÂÓ‰ÓÎfl‚‡¯ Ò‡ÌÍˆËflÚ‡.
í‡Ï Í˙‰ÂÚÓ ÚÂ Ú˙ÒflÚ, ÚË ‚Â˜Â ÌÂ ÒË,
ÔÓÂˆË‡Î ÒË ÊÂÎ‡ÌËÂÚÓ ‚˙ıÛ ‰Û„
‡Á. äÓÎÍÓÚÓ ÔÓ‚Â˜Â ÒÂ ÓÒ‚Ó·ÓÊ‰‡‚‡
˜Ó‚ÂÍ, ÚÓÎÍÓ‚‡ ÔÓ‚Â˜Â Ù‡„ÏÂÌÚË. Ç
Í‡fl Ì‡ ÔÓˆÂÒ‡ – Ô˙ÎÌËflÚ ÍÓÎ‡ÔÒ Ì‡
ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ, ‚ÒË˜ÍÓ Â ÔÓÌËÍÌ‡ÎÓ
‚˙‚ ‚ÒË˜ÍÓ Ì‡ ÔËÌˆËÌ‡ Ì‡ ËÁÓÏ‡,
‚ÒÂÍË Â Â‰ÌÓ‚ÂÏÂÌÌÓ Ì‡‚ÒflÍ˙‰Â, Ú.Â.
ÌËÍ˙‰Â. Ç Ú‡ÁË ÚÓ˜Í‡ ‚Â˜Â ÌflÏ‡ ÒÏËÒ˙Î
‰‡ ÒÂ „Ó‚ÓË Á‡ Ò‡ÌÍˆËfl, ÔÓÌÂÊÂ ‚ÒÂ-
ÍË ÒÂ Â ÓÁÓ‚‡Î Â‰ÌÓ‚ÂÏÂÌÌÓ Ì‡ ‰‚‡Ú‡
π Í‡fl, ÓÍ‡Á‡Î ÒÂ Â Ë Ò‡ÌÍˆËÓÌË‡Ì Ë
Ò‡ÌÍˆËÓÌË‡˘, Ë Ô‡Î‡˜ Ë ÊÂÚ‚‡. íÓ‚‡
Â ÚÓ˜Í‡Ú‡ ÛÚÓÔËfl. ëÚ‡‚‡ Ú‡Í‡, ˜Â ÌËÍÓ-
„‡ ÓÚ ÌË˘Ó ÌÂ ÒË ‡Á‰ÂÎÂÌ, ÌÓ Ë ÌËÍÓ„‡
Ò ÌË˘Ó ÌÂ ÒË ÌÂÓ·‡ÚËÏÓ Ò‚˙Á‡Ì; ÌÂ
ÒË Ï˙Ú˙‚, ÌÓ ÌÂ ÒË Ë ËÒÚËÌÒÍË ÊË‚. 

ÑÓ ÛÚÓÔËflÚ‡ Ì‡ ÏÓÌÓÔÓÒÚ‡ÌÒÚ‚ÓÚÓ
ÏÓÊÂ ‰‡ ÒÂ ÒÚË„ÌÂ Í‡ÍÚÓ ÔÂÁ ‚ËÒÓÍ‡-
Ú‡ ÚÂıÌÓÎÓ„Ëfl Ì‡ Ô˙‚Ëfl Ò‚flÚ, Ú‡Í‡ Ë
ÔÂÁ ÂÌÚÓÔËflÚ‡ Ì‡ ÚÂÚËfl. í.Â., Í‡ÍÚÓ
ÔÂÁ ‡Á‰ÂÎflÌÂ, Â„Î‡ÏÂÌÚË‡ÌÂ, ‡-
ÚËÍÛÎË‡ÌÂ, Ú‡Í‡ Ë ÔÂÁ ÔÓ„Î˙˘‡ÌÂ,
ËÏËÚË‡ÌÂ, ‰‚ÛÒÏËÒÎËÂ. Ç Ô˙‚Ëfl ÒÎÛ-
˜‡È ÒÛ·ÂÍÚ˙Ú ‰˙ÊË ÔÓˆÂÒ‡ ÔÓ‰ ‚ÒÂ
ÔÓ-„ÓÎflÏ ÍÓÌÚÓÎ, ÒËÏ‚ÓÎËÁË‡Ì, ÔË-
ÏÂÌÓ, ÓÚ ÊÂÁ˙Î‡ Ì‡ ‰ËÒÚ‡ÌˆËÓÌÌÌÓÚÓ
ÛÔ‡‚ÎÂÌËÂ, ÍÓÈÚÓ ÏÛ ‰‡‚‡ ‚˙ÁÏÓÊ-
ÌÓÒÚ ‰‡ Á‡ÔË‡ ‚ÒÂ ÔÓ-·˙ÁÓ ÓÚ ÂÍ‡Ì
‚ ÂÍ‡Ì; ‚˙‚ ‚ÚÓËfl ÚÓÈ Â ‚ÒÂ ÔÓ ·ÂÁ-
ÒËÎÂÌ ‰‡ ÒÔÂ Ì‡ıÎÛ‚‡˘ËÚÂ ‚ Ò‚ÂÚ‡
ÏÛ Ó·fl‚Ë ÔÓ ‰˙‚ÂÚ‡Ú‡, Ì‡ËÒÛ‚‡ÌË
ÙÎ‡ÌÂÎÍË, ÍÓÏ¯ËÈÒÍË ÍÛÔÓÌË. íÓ‚‡,
‡Á·Ë‡ ÒÂ, ÒÎÂ‰‚‡ ÓÚ ‰‚ÛÒÏËÒÎÂÌËfl
ı‡‡ÍÚÂ Ì‡ ÊÂÎ‡ÌËÂÚÓ, ÍÓÂÚÓ Â‰ÌÓ‚-
ÂÏÂÌÌÓ ËÒÍ‡ Ò‡ÌÍˆËflÚ‡ Ë ËÒÍ‡ ‰‡ fl
ÔÂÓ‰ÓÎÂÂ. àÁÎË¯ÌÓ Â ‰‡ ÒÂ Í‡Á‚‡, ˜Â
‰‚‡Ú‡ ÔÓˆÂÒ‡ ÚÂÍ‡Ú Â‰ÌÓ‚ÂÏÂÌÌÓ,
Ú.Â. ‡ÍÓ „ÓÂ, ÔÓ ‚˙ıÓ‚ÂÚÂ Ì‡ Ò„‡‰Ë-
ÚÂ ÒÂ ‡Á„˙˘‡Ú ‚ÒÂ ÔÓ-ËÌ‰Ë‚Ë‰Û‡ÎË-
ÁË‡ÌË ÂÍÎ‡ÏÌË Í‡ÏÔ‡ÌËË, ‰ÓÎÛ, ‚
ÔÓ‰ÌÓÊËflÚ‡ ËÏ ÒÂ ÛÚ‡fl‚‡ ‚ÒÂ ÔÓ-‰˙Î-
·ÓÍ‡ ‚ËÁÛ‡ÎÌ‡ ÚËÌfl.

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
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ê‡ÁÏÂÒÚ‚‡ÌËflÚ‡ Ì‡ ã.Å. ÒÎÂ‰‚‡Ú ÎÓ„Ë-
Í‡Ú‡ Ì‡ çËˆ¯Â: ÓÌÓ‚‡, ÍÓÂÚÓ ÒÂ ÍÎ‡ÚË,
Úfl·‚‡ ‰‡ ·˙‰Â ·ÛÚÌ‡ÚÓ. ÄÍÓ ÏÂÒÚ‡Ú‡ ‚
Ò‚ÂÚ‡ ÓÍÓÎÓ Ì‡Ò ÌÂÛ‰˙ÊËÏÓ ÒÂ ÒÎÂÔ-
‚‡Ú, ÚÓÈ ‰‡‚‡ Â‰ÌÓ ‡ÏÓ, Á‡ ‰‡ ÒÂ ÒÛ-
ÚflÚ ÔÓÒÎÂ‰ÌËÚÂ ‰ËÙÂÂÌˆË‡˘Ë ÔËÌ-
ˆËÔË. ÇÁÂÏÂÚÂ ıÓËÁÓÌÚ‡Î‡. èÓ ÌËÒÍË-
ÚÂ, ‰ÓÒÚ˙ÔÌË Á‡ ˜Ó‚Â¯Í‡ ˙Í‡ ÏÂÒÚ‡ ÒÂ
ÎÂÔflÚ Ò‡ÏÓ‰ÂÈÌË ÂÍÎ‡ÏË – ÍÓÎÍÓÚÓ
ÔÓ-Ì‡„ÓÂ ÒÂ Í‡˜‚‡ÚÂ, ÚÓÎÍÓ‚‡ ÔÓ‚Â˜Â
‚Ë Ò‡ ÌÛÊÌË ÒÚ˙Î·Ë, ‡ÁÂ¯ËÚÂÎÌË Ë
Ï‡˘‡·Ë; Ò ‚ËÒÓ˜ËÌ‡Ú‡ ÒÂ Í‡˜‚‡ Ë ˆÂ-
Ì‡Ú‡. ÉÓÂ – ÒÍ˙ÔÓ, ‰ÓÎÛ – Â‚ÚËÌÓ, Ì‡È-
„ÓÂ ‚ÒÂÒËÎÌËÚÂ ÍÓÔÓ‡ˆËË, Ì‡È-‰ÓÎÛ
– Í‚‡Ú‡ÎÌËflÚ Á‡Ì‡flÚ˜Ëfl. ç‡ÚÛ‡ÎÌËflÚ
Á‡ıËÎÂÌ ˆË„‡ÌËÌ ÒÂ ÓÁÓ‚‡‚‡ ‚˙ıÛ Ù‡-
Ò‡‰‡Ú‡, Á‡Ô‡ÁÂÌ‡ Á‡ Ê‡ÌÓ‚Ë Ú‡ÌÒÌ‡-
ˆËÓÌ‡ÎÌË Í‡Ò‡‚ËˆË, Í‚‡Ú‡ÎÌËflÚ ÍÎ˛-
˜‡ ÒÂ ÓÁÓ‚‡‚‡ Ì‡ ÏflÒÚÓÚÓ Ì‡ îËÎËÔÒ.

ê‡ÁÏÂÒÚ‚‡ÌÂÚÓ, ÍÓÂÚÓ ã.Å. Ô‡‚Ë, ‡Á-
ÍË‚‡ ÛÒÎÓ‚ÌÓÒÚÚ‡ Ì‡ Ú‡ÁË ÛÊ ÙËÁË-
˜ÂÒÍ‡ Â‡ÎÌÓÒÚ. çÂ ÒÏÂ ÎË ÒË ÔÂ‰ÒÚ‡-
‚flÎË ‰Ó ÒÍÓÓ, ˜Â Â ÌflÍ‡Í ÂÒÚÂÒÚ‚ÂÌÓ
‰‡ ËÏ‡ Ò‡Í‡ÎÌË ÏÂÒÚ‡, Ú˙ÊÂÒÚ‚ÂÌË
ÏÂÒÚ‡, Ú˙„Ó‚ÒÍË ÏÂÒÚ‡, ËÌÚËÏÌË ÏÂÒ-
Ú‡? ïËÒÚËflÌËÚÂ Ò‡ Ó·˙˘‡ÎË „Ó·Ó‚Â-
ÚÂ ÒË Ì‡ ËÁÚÓÍ, Ï˛Ò˛ÎÏ‡ÌËÚÂ Ò‡ ÒÂ
‚˙Á‰˙Ê‡ÎË ‰‡ ÛËÌË‡Ú ‚ ÔÓÒÓÍ‡ Ì‡
åÂÍ‡, ‡ „ÂÓÏ‡ÌÚËÚÂ Ò‡ ÓËÂÌÚË‡ÎË Í˙-
˘ËÚÂ ÒË ÒÔÓÂ‰ ÁÂÏÌËfl Ï‡„ÌÂÚËÁ˙Ï.
Ö‰ËÌ ‰ÂÌ ÌflÍÓÈ Â ÒÎÓÊËÎ ËÍÓÌ‡ ‚ Ò‡-
ÎÓÌ‡ ÒË, ‰Û„ ÏÓÌÚË‡Î ÚÓ‡ÎÂÚÌ‡Ú‡ ÒË
˜ËÌËfl ·ÂÁ ÍÓÏÔ‡Ò... èÓÒÎÂ Ë‰‚‡ ã.Å. Ë
ÓÚ ‡ÌÓÌËÏÌÓ ÔÓÁÓ˜Â Ì‡ ç‡Ó‰ÌÓÚÓ
Ò˙·‡ÌËÂ ÌflÍÓÈ ÔÓÒÚË‡ Ô‡ÌÂÚÓ ÒË,
‡ Ì‡‰ èÂÁË‰ÂÌÒÚ‚ÓÚÓ „ÂÈ‚‡ ÂÍÎ‡Ï‡
èÂÁË‰ÂÌÚ ÄÑ. ÇÒË˜ÍÓ Â ‚˙ÁÏÓÊÌÓ,
ÓÒÓ·ÂÌÓ ÍÓ„‡ÚÓ ‚ÒË˜ÍÓ Â ‚ËÚÛ‡ÎÌÓ –
‚ÔÓ˜ÂÏ ÚÓ‚‡ Â Ó˘Â Â‰ËÌ ·ÛÍ‚‡ÎËÁ˙Ï,
Á‡˘ÓÚÓ ◊‚ËÚÛ‡ÎÂÌ“ ÁÌ‡˜Ë ◊‚˙ÁÏÓÊÂÌ“.

ëÂ„‡ ‡Á·Ë‡ÏÂ Á‡˘Ó ã.Å. ÒÂ Â ÔËÒÚ-
‡ÒÚËÎ Í˙Ï ÍÓÏÔ˛Ú˙‡ ‰Ó ÒÚÂÔÂÌ ‰‡
ËÒÛ‚‡ Ò ÌÂ„Ó ÔÎÓ‚‰Ë‚ÒÍË Í˙˘Ë. íÓÈ Â
Ò‡Ï‡Ú‡ ÙÓÏ‡ Ì‡ ÒÏÂ¯ÂÌËÂÚÓ, ÍÓÏÔ˛-
Ú˙˙Ú Â ÍÓÎ‡ÔÒ˙Ú Ì‡ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ. à
ÚÛÍ ÒÚ‡‚‡ ‰ÛÏ‡ ÌÂ Á‡ ÏÓÌÛÏÂÌÚ‡ÎÌËÚÂ
ËÎ˛ÁËË, ÒÚÓÂÌË ÓÚ ‚Î‡ÒÚÚ‡ Ò ÔÓÏÓ˘Ú‡
Ì‡ Ô‡Ë, ÚÂıÌËÍ‡, Ë‰ÂÓÎÓ„Ëfl, ‡ Á‡ Â‰Ì‡
Î˛·ËÚÂÎÒÍ‡, ÔÓ˜ÚË ‰ÂÚÒÍ‡ Ë„‡ –
‡ÚËÒÚ˙Ú Í‡‰Â ñ‡fl ÓÒ‚Ó·Ó‰ËÚÂÎ ÓÚ
ÌÂ„Ó‚Ëfl ÍÓÌ, ÔÓÒÚ‡‚fl „‚‡‰ÂÈˆË ÔÂ‰
ÍÎ˛˜‡fl ÌÂ Á‡ ‰‡ ËÁÍ‡ÊÂ ÌflÍ‡Í‚Ë ‚Â-

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 façade 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. I am not
talking here about monumental illusions
built up by power with a lot of money,
equipment and ideological investment. I
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
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ÎËÍË Ë‰ÂË, ‡ ÔÓÒÚÓ Á‡ ‰‡ ‡Á·˙Í‚‡
ÏÂÒÚ‡Ú‡. ñÂÎÂÒ˙Ó·‡ÁÌÓÒÚ ·ÂÁ ˆÂÎ.

çÛÊÌË ÎË ÌË Ò‡ ‡ÁÎË˜ÌË ÔÓÒÚ‡ÌÒÚ-
‚‡, Á‡ ‰‡ ·˙‰ÂÏ ıÓ‡? çflÏ‡ ÎË Á‡Â‰ÌÓ
Ò ÍÓÎ‡ÔÒ‡ Ì‡ ÔÓÒÚ‡ÌÒÚ‚‡Ú‡ ‰‡ ËÁ-
˜ÂÁÌÂ Ë ÊÂÎ‡ÌËÂÚÓ, ÏÓÚË‚Ë‡ÌÓ, Í‡Í-
ÚÓ Í‡Á‚‡ ã‡Í‡Ì, ÓÚ Á‡·‡ÌËÚÂ, ÓÚ 
‰Û„ÓÒÚÚ‡?

çÂ ÁÌ‡Ï ‰‡ÎË ‰Ë„ËÚ‡ÎÌËflÚ Ô‡ÌÚÂËÁ˙Ï
Ì‡ ã.Å. ËÏ‡ ÍËÚË˜ÂÒÍË ÔÓÚÂÌˆË‡Î. Ç
ËÁ‚ÂÒÚÂÌ ÒÏËÒ˙Î ÌflÏ‡ ÔÓ-Ï‡ÎÍÓ ÍËÚË-
˜ÂÌ – ‚ Ú‡‰ËˆËÓÌÌËfl ÏÓ‰ÂÌËÒÚÍË
ÒÏËÒ˙Î Ì‡ Ú‡ÁË ‰ÛÏ‡ – ‡‚ÚÓ; ÒÔÓÏÌÂ-
ÚÂ ÒË ‡·ÓÚ‡Ú‡, ‚ ÍÓflÚÓ ÚÓÈ ·Â¯Â ËÁ-
˜ËÒÎËÎ ÍÓÎÍÓ Â ÒÚÛ‚‡Î‡ ÌÂ„Ó‚‡Ú‡
Ú‚Ó˜ÂÒÍ‡ ÔÂÒÓÌ‡ Ì‡ ˜ÛÊ‰ÂÒÚ‡ÌÌË
ÒÔÓÌÒÓË. éÒÌÓ‚ÌËflÚ ÏÛ ÏÂÚÓ‰ Â ‰‡
ËÌÒˆÂÌË‡ ‰ÂÔÂÒËflÚ‡, ÓÚÒ˙ÒÚ‚ËÂÚÓ ÒË
– ÂÚÓ ‚ËÊÚÂ, ‰‚Â ÔÓÒÚ‡ÌÒÚ‚‡ ÒÂ
Ò·Î˙ÒÍ‚‡Ú, ÏÂÌÂ ÏÂ ÌflÏ‡. çÓ Ô˙Í ÚÓ‚‡,
˜Â ÏÂ ÌflÏ‡, ÏÓÊÂ ‰‡ ÒÂ Ú˙ÎÍÛ‚‡ Í‡ÚÓ
Ó·‚ËÌÂÌËÂ ÒÂ˘Û Ò‚ÂÚ‡, ÍÓÈÚÓ ÌÂ ÏË Â
ÓÒÚ‡‚ËÎ ÏflÒÚÓ. í‡ÁË ‡ÔÓËfl, ÍÓflÚÓ
‰ÌÂÒ ÁÌ‡ÂÏ, ˜Â ÌflÏ‡ ÓÚ„Ó‚Ó.

èÓ·ÎÂÏ˙Ú Ì‡ ÒËÚÛ‡ˆËÓÌËÒÚËÚÂ, Â, ˜Â
ÁÂÎË˘ÂÚÓ ÒÂ Â ‡ÁÎflÎÓ ÔÓ ˆflÎ‡Ú‡ ÒÓ-
ˆË‡ÎÌ‡ ÒÙÂ‡. íÓ ÌÂ Â ÔÓÒÚÓ ‰ËÙÛÁ-
ÌÓ, ÔÓ ËÁ‡Á‡ Ì‡ ÑÂ·Ó, ‚ ÒÏËÒ˙Î ‡Á-
Ô˙ÒÌ‡ÚÓ Ì‡ Ù‡„ÏÂÌÚË, ‡ ÂÙÎÂÍÒË‚-
ÌÓ, ‚ ÒÏËÒ˙Î ËÌÚÂËÓËÁË‡ÌÓ. áÂÎË-
˘ÂÚÓ Â Ì‡‚ÒflÍ˙‰Â, Á‡˘ÓÚÓ Ì‡‚ÒflÍ˙‰Â
˜Ó‚ÂÍ˙Ú ÒÂ Ò‡ÏÓËÌÒˆÂÌË‡ – ‚ËÊ‰‡ ÒÂ
‚ Ó·‡ÁË, ÓÎË, Ò˛ÊÂÚË (‚ÍÎ˛˜ËÚÂÎÌÓ
ÚÓÁË Ì‡ ·ÓÂ˘Ëfl ÒÂ Ò˙Ò ÁÂÎË˘ÂÚÓ
ÍÓÌÒÚÛÍÚÓ Ì‡ ÒËÚÛ‡ˆËË). á‡˘ÓÚÓ
ÔÓ·ÎÂÏ˙Ú ÌÂ Â ËÁÔ˙Î‚‡ÌÂÚÓ Ì‡ ‰ÂÈÒÚ-
‚ËÚÂÎÌÓÒÚÚ‡ Ò˙Ò ÁÌ‡˜Â˘Ë ÔÂ‰ÏÂÚË, ‡
‚ ÔÂ‚˙˘‡ÌÂÚÓ π ‚ Ó·ÂÍÚ Ì‡ ‚ÒÂ‚ËÊ-
‰‡˘ ÔÓ„ÎÂ‰. èÓ·ÎÂÏ˙Ú Â ÍÛÎÚÛÌËflÚ
Ô‡ÌÓÔÚËÍÛÏ. êÛÒÓËÒÚÍËflÚ ·Î‡„ÓÓ‰ÂÌ
‰Ë‚‡Í ÒÂ Â ÓÍ‡Á‡Î ‚ ÍÓÌÚÂÍÒÚ‡ Ì‡ ÚÂÎÂ-
‚ËÁËÓÌÌ‡ Ë„‡, Í˙‰ÂÚÓ Ì‡È-ÂÒÚÂÒÚ‚Â-
ÌËflÚ ˘Â ÔÓÎÛ˜Ë „ÓÎflÏ‡Ú‡ Ì‡„‡‰‡. Ç
ÚÓÁË ÒÏËÒ˙Î ◊Ë„‡Ú‡ Ì‡ ‚ÒË˜ÍÓ Â ‚˙Á-
ÏÓÊÌÓ“ „Ó‚ÓË ÌÂ ÚÓÎÍÓ‚‡ Á‡ Ò‚ÂÚ‡,
ÍÓÎÍÓÚÓ Á‡ ÔÓÏÂÌÂÌËfl Ì‡˜ËÌ, ÔÓ ÍÓÈ-
ÚÓ „Ó ‚ËÊ‰‡ÏÂ: ÌÂ Í‡ÚÓ Â‡ÎÂÌ, ‡ Í‡ÚÓ
‚˙ÁÏÓÊÂÌ.

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 I 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.

ëÓÙËfl, ˛ÎË / Sofia, July 2003
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: 

åËÒÎfl Ò Ó˜ËÚÂ ÒË
àÌÚÂ‚˛ Ì‡ ã˛‰ÏËÎ‡ ÑËÏÓ‚‡

(Ô˙‚‡ ÔÛ·ÎËÍ‡ˆËfl: ÒÔ. ãàä-ÅíÄ,
1/2004, ëÓÙËfl)

ÇÒflÍ‡ ÂÔÓı‡ ÌÂ Ò‡ÏÓ Ò˙ÌÛ‚‡ ÒÎÂ‰‚‡˘‡-
Ú‡, ÌÓ Ò˙ÌÛ‚‡ÈÍË, ÒÂ ÒÚÂÏË Í˙Ï ÔÓ-
·ÛÊ‰‡ÌÂ. ífl ÌÓÒË ‚ ÒÂ·Â ÒË Ò‚Ófl Í‡È Ë
„Ó ‡ÁÍË‚‡ – Í‡ÍÚÓ ‚Â˜Â Â ÁÌ‡ÂÎ 
ïÂ„ÂÎ – Ò ıËÚÓÒÚ.

Ç‡ÎÚÂ ÅÂÌflÏËÌ, è‡ËÊ – ÒÚÓÎËˆ‡Ú‡ 
Ì‡ ïIï ÒÚÓÎÂÚËÂ

ã˛‰ÏËÎ‡ ÑËÏÓ‚‡: ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ
„‡‰ Â ÓÁ‡„Î‡‚ÂÌ ÔÓ˜ËÚ˙Ú Ì‡ ÒÓÙËÈÒ-
Í‡Ú‡ „‡‰ÒÍ‡ ÒÂ‰‡, Ò ÍÓÈÚÓ ã˙˜ÂÁ‡
ÅÓfl‰ÊËÂ‚ Û˜‡ÒÚ‚‡ ‚˙‚ ÇËÁÛ‡ÎÌËfl ÒÂÏË-
Ì‡, Ó„‡ÌËÁË‡Ì ÓÚ àÌÒÚËÚÛÚ Á‡ Ò˙‚Â-
ÏÂÌÌÓ ËÁÍÛÒÚ‚Ó – ëÓÙËfl, ñÂÌÚ˙‡ Á‡
‡Í‡‰ÂÏË˜ÌË ËÁÒÎÂ‰‚‡ÌËfl ëÓÙËfl Ë rela-
tions – ÔÓÂÍÚ Ì‡ îÂ‰Â‡ÎÌ‡ ÙÓÌ‰‡ˆËfl
Á‡ ÍÛÎÚÛ‡, ÉÂÏ‡ÌËfl. ê‡Á„Ó‚‡flÏÂ Ò
ıÛ‰ÓÊÌËÍ‡ Á‡ Ì‡¯ÂÌÒÍËÚÂ ‚ËÁÛ‡ÎÌË ÌÂ-
Â‰ÌÓÒÚË Ë ·‡ÎÍ‡ÌÒÍÓÚÓ ËÁÍÛÒÚ‚Ó. á‡-
ÔÓ˜‚‡ÏÂ ‡Á„Ó‚Ó‡ ı‡ÓÚË˜ÌÓ – ÓÚ Ìfl-
Í‡Í‚‡ ÚÓ˜Í‡ ‚ ·˙‰Â˘ÂÚÓ, ÍÓ„‡ÚÓ ã˙˜Â-
Á‡ ÅÓfl‰ÊËÂ‚ ˘Â Â ‚ ä‡ÒÎÛÂ Ë ˘Â
Û˜‡ÒÚ‚‡ ‚ ÔÓÂÍÚ‡ Ì‡ ÅÓËÒ ÉÓÈÒ, Ì‡-
Â˜ÂÌ The Post-Communist Condition ÓÚ-
ÌÓÒÌÓ ‡ÍÚÛ‡ÎÌ‡Ú‡ ÒËÚÛ‡ˆËfl Ì‡ ËÁÍÛÒÚ-
‚ÓÚÓ Ë ÍÛÎÚÛ‡Ú‡ ‚ àÁÚÓ˜Ì‡ Ö‚ÓÔ‡. äÓ-
„‡ÚÓ ÚÓÁË ÚÂÍÒÚ ËÁÎËÁ‡, ·˙‰Â˘ÂÚÓ Â
‚Â˜Â ÏËÌ‡ÎÓ. çÓ Á‡ÒÂ„‡ ÒÏÂ Ó˘Â ‚ ëÓ-
ÙËfl ÔÂÁ ÂÒÂÌÚ‡, ‡ ıÛ‰ÓÊÌËÍ˙Ú ÚÓÍÛ ˘Ó
Â Á‡ÒÂÎËÎ Ò‚Ófl ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰ ‚
ÒÚÂËÎÌËÚÂ Á‡ÎË Ì‡ „‡ÎÂËfl ÄíÄ ˆÂÌ-
Ú˙. èÓ ÒÚÂÌËÚÂ – ÙÓÚÓÏÓÌÚ‡ÊË Ì‡ ÒÓ-
ÙËÈÒÍË ÛÎËˆË Ë Ò„‡‰Ë, ÚÂÍÒÚÓ‚Â, ˜Â-
ÚÂÊË, ÍÓÎ‡ÊË. ç‡ ÂÍ‡Ì ÔÓ‰ Á‚ÛˆËÚÂ Ì‡
Ö‰Ì‡ ·˙Î„‡ÒÍ‡ ÓÁ‡ ÒÂ ÛÒÏËı‚‡Ú ëÚÂ-
Ù‡Ì Ë ÌÂ„Ó‚ËÚÂ ÁÂÚ¸Ó‚Â, Á‡ÒÚËÌ‡ÎË Á‡
ÒÌËÏÍ‡. ÄÁ Ì‡ Ò‚ÓÈ Â‰ ÒÂ Á‡ÒÏË‚‡Ï
ÔÂ‰ ËÁÓ·‡ÊÂÌËÂÚÓ Ì‡ ÊËÎË˘ÌË ·ÎÓ-
ÍÓ‚Â, ÔÓ‰Â‰ÂÌË ˜ËÌÌÓ Í‡ÚÓ ·ÛÍ‚Ë Ì‡
ÎÂ„ÂÌ‰‡ÌÓÚÓ All you need is love – ÚÓ‚‡

Luchezar Boyadjiev: 

I think with my eyes
An interview by Ljudmila Dimova

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

Övery 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. I 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
titled 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. I 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

ÉÇÉ, 2003. (Ô‡Î‡ÏÂÌÚ‡ÌÓ) è‡ÌÂ 1 – ‚ËÁÛ‡ÎÌ‡
ÌÂÂ‰ÌÓÒÚ 3
HCV, 2003. (parliamentary) Laundry 1 – Visual
Irregularity 3
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Â ÊÍ ÅËÈÚ˙ÎÒ 1A. åÓÊÂ ·Ë ıÛ‰ÓÊÌËÍ˙Ú
ÒÂ ÓÔËÚ‚‡ ‰‡ ÒË ‚˙ÌÂ „‡‰‡, Ú‡Í˙‚ Í‡-
Í˙‚ÚÓ „Ó Â ÔÓÁÌ‡‚‡Î, Ó·Ë˜‡Î Ë ÔÓÒÎÂ ËÁ-
„Û·ËÎ ‚ ı‡ÓÚË˜ÌÓÒÚÚ‡ Ë ‡„ÂÒËflÚ‡ Ì‡
ÔÂıÓ‰‡. ìÒÂ˘‡ÌÂ Á‡ ËÌÚËÏÌÓÒÚ Ë Ò‡Ì-
ÚËÏÂÌÚ. Ç „‡ÎÂËflÚ‡ Â ‰ÂÎÌË˜ÌÓ, ‡‚ÚÓ-
˙Ú ÒÌËÏ‡ Ò‚ÓËÚÂ ‡·ÓÚË, ‡ ÙÓÚÓÂÔÓ-
ÚÂÍ‡Ú‡ ÅËÒÚ‡  – ÌÂ„Ó. 

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: á‡ ÔÓÂÍÚ‡ Ì‡
ÛÒÍËfl ÍÛ‡ÚÓ ÅÓËÒ ÉÓÈÒ ‚ ñÂÌÚ˙‡
Á‡ ËÁÍÛÒÚ‚Ó Ë ÏÂ‰ËÈÌË ÚÂıÌÓÎÓ„ËË ‚
ä‡ÎÒÛÂ Ì‡ÔËÒ‡ı ÚÂÍÒÚ‡ éÚÏ˙˘ÂÌËÂ-
ÚÓ Ì‡ ıÂ‰ÓÌËÁÏ‡. íÓÈ ËÁÒÎÂ‰‚‡ ÓÚÍË-
‚‡ÌÂÚÓ Ì‡ Ï‡ÎÍËÚÂ ‡‰ÓÒÚË ‚ ÊË‚ÓÚ‡
ÒÎÂ‰ Ô‡‰‡ÌÂÚÓ Ì‡ ÚÓÚ‡ÎËÚ‡ËÁÏ‡, Ì‡-
ÔËÔ‚‡ÌÂÚÓ Ì‡ „‡ÌËˆËÚÂ Ì‡ Ò‚Ó·Ó‰‡Ú‡ -
ÏÌÓ„Ó ˜ÂÒÚÓ ÔÓ‰ ÙÓÏ‡Ú‡ Ì‡ ˆËÚË‡ÌÂ
Ì‡ Á‡Ô‡‰ÌË ÏÓ‰ÂÎË, ÍÓËÚÓ ÒÂ ‚ÁÂÏ‡Ú
ÔÓ‚˙ıÌÓÒÚÌÓ Ë ËÁ‚˙Ì ÍÓÌÚÂÍÒÚ‡, ˜ÂÒÚÓ
Ò Ì‡È-‚ÛÎ„‡ÌËÚÂ ËÏ ÔËÏÂË. éÚÌÓ¯Â-
ÌËÂÚÓ ÏË Â ÌÂ ÚÓÎÍÓ‚‡ ÍËÚË˜ÌÓ, ÔÓ-
ÒÍÓÓ ‡Ì‡ÎËÚË˜ÌÓ. èÓ-‰Ó·Â Â ıÓ‡Ú‡ Ë
Ó·˘ÂÒÚ‚ÓÚÓ Ò‡ÏË ‰‡ Ì‡ÔËÔ‚‡Ú „‡ÌËˆË-
ÚÂ Ì‡ ÚÓÎÂ‡ÌÚÌÓÒÚÚ‡, ÓÚÍÓÎÍÓÚÓ ÌflÍÓÈ
ÓÚ„ÓÂ ‰‡ ËÏ Ì‡Î‡„‡ Á‡·‡ÌË. ïÂ‰ÓÌËÒ-
ÚË˜ÌÓÚÓ ÓÚÏ˙˘ÂÌËÂ ÌÂ ÒÂ ËÁÏÂ‚‡
Ò‡ÏÓ Ò ÚÂÎÂÒÌ‡Ú‡ Ò‚Ó·Ó‰‡, ‡ Ë Ò ÌË‚ÓÚÓ
Ì‡ ı‡ÓÒ ‚ Ó·˘ÂÒÚ‚ÓÚÓ ‚ ÔÓˆÂÒ Ì‡ ÌÂÒ-
‚˙¯‚‡˘ ÔÂıÓ‰.

ã.Ñ.: à Ò ÌË‚ÓÚÓ Ì‡ ‡„ÂÒËfl.

ã.Å.: Ä„ÂÒËflÚ‡ Â ˜‡ÒÚ ÓÚ ÌÂ˘‡Ú‡, Úfl
ÔÓËÁÚË˜‡ ÓÚ ˆflÎÓÚÓ Ò˙ÒÚÓflÌËÂ Ì‡ ÔÂ-
ıÓ‰‡. á‡‚ËÒË ÓÚ Í‡Í˙‚ ‡ÍÛÒ ˘Â ÔÓ„-
ÎÂ‰ÌÂ ˜Ó‚ÂÍ Ì‡ ÊË‚ÓÚ‡ Ë Ì‡ ‚ËÁÛ‡ÎÌ‡Ú‡
ÒÂ‰‡. Ä„ÂÒËflÚ‡, ÍÓflÚÓ ‚ËÊ‰‡ÏÂ ‚˙‚
‚ËÁÛ‡ÎÌ‡Ú‡ ÒÂ‰‡ Ì‡ ëÓÙËfl, Â ÁÌ‡˜Ë-
ÚÂÎÌÓ ÔÓ-·ÂÁÓ·Ë‰Ì‡ ÓÚ Ú‡ÁË Ì‡ Ó„‡ÌË-
ÁË‡Ì‡Ú‡ ÔÂÒÚ˙ÔÌÓÒÚ Ë Ì‡ ÓÌÓ‚‡, ÍÓÂ-
ÚÓ ÌÂ Ò˙‚ÒÂÏ Ô‡‚ÓÏÂÌÓ Ì‡Ë˜‡Ú Ô˙-
‚ÓÌ‡˜‡ÎÌÓ Ì‡ÚÛÔ‚‡ÌÂ Ì‡ Í‡ÔËÚ‡Î‡. Ç
ÔÂıÓ‰‡ ÒÂ ÔÓfl‚fl‚‡Ú Ó„ÓÏÌÓ ÍÓÎË˜ÂÒ-
Ú‚Ó ÌË¯Ë, ‚ ÍÓËÚÓ ÒÂ ÒÎÛ˜‚‡Ú ‚ÒflÍ‡Í‚Ë
ÌÂÂ‰ÌÓÒÚË, ÌÂ Ò‡ÏÓ ‚ËÁÛ‡ÎÌË.

ã.Ñ.: Ç ‡ÏÍËÚÂ Ì‡ ÔÓÂÍÚ‡ ÚË ËÏ‡¯Â
„ÓÂ˘‡ ÎËÌËfl Á‡ ‚ËÁÛ‡ÎÌË ÌÂÂ‰ÌÓÒÚË.
ä‡Í˙‚ ·Â¯Â ÓÚÁ‚ÛÍ˙Ú?

ã.Å.: ÉÓÂ˘‡Ú‡ ÎËÌËfl ÒÂ ËÁ‡Áfl‚‡¯Â ‚
Ì‡ÎË˜ËÂÚÓ Ì‡ ÂÎÂÍÚÓÌÌ‡ ÔÓ˘‡ Ë Ì‡ ÚÂ-
ÎÂÙÓÌ Á‡ ÔËÂÏ‡ÌÂ Ì‡ ÒË„Ì‡ÎË. ñÂÎÚ‡

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: I am writing a text
titled 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 I 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
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·Â¯Â ÌÂ ÚÓÎÍÓ‚‡ ‰‡ ÒÂ Ì‡·ÂÎflÁ‚‡Ú ÌÂ-
Â‰ÌÓÒÚË, Á‡˘ÓÚÓ Úflı ‚ÒÂÍË ÏÓÊÂ ‰‡ „Ë
‚Ë‰Ë, ÒÚË„‡ ‰‡ ÏÛ ÔÓÒÓ˜Ë¯ ÌflÍ‡Í‚Ë Ô‡-
‡ÏÂÚË. îÛÌÍˆËflÚ‡ Ì‡ „ÓÂ˘‡Ú‡ ÎËÌËfl
·Â¯Â ‰‡ ÒÂ ÔË‚ÎÂ˜Â ‚ÌËÏ‡ÌËÂÚÓ Í˙Ï
„ÎÂ‰‡ÌÂÚÓ Í‡ÚÓ ‡ÍÚ, Í‡ÚÓ ÓÚÌÓ¯ÂÌËÂ Í˙Ï
„‡‰‡ Ë Í˙Ï ‚ËÊ‰‡ÌÂÚÓ Ì‡ ÌÂ˘‡, ÍÓËÚÓ
Á‡Òfl„‡Ú ÍÓÌÍÂÚÌÓ Ú‚Ófl ÊË‚ÓÚ, ‚ÍÛÒ,
ÒÚ‡ÚÛÚ – Í‡Í ÒË ÔÂ‰ÒÚ‡‚ÂÌ ‚ ÚÓÁË „‡‰.
ç‡È-„ÓÎÂÏË ÔÓ‰‰˙ÊÌËˆË Ì‡ „ÓÂ˘‡Ú‡
ÎËÌËfl ·flı‡ ÏÂ‰ËËÚÂ. àÁÔ‡˘‡ı ËÏ
ÔÓÒÎÓ‚ÛÚ‡Ú‡ Í‡ÚËÌÍ‡ Ì‡ ·Ë‚¯Ëfl è‡-
ÚËÈÌËfl ‰ÓÏ Ò ÓÍ‡˜ÂÌÓÚÓ Ô‡ÌÂ, ÔË‰Û-
ÊÂÌ‡ Ò Â‰ËÌ ‚˙ÔÓÒ ÇËÊ‰‡ÚÂ ÎË ëÓ-
ÙËfl? ç‡È-‚ÂÎËÍÓÎÂÔÌ‡ ·Â¯Â Â‡ÍˆËflÚ‡
Ì‡ ‚ÂÒÚÌËÍ ◊ÑÌÂ‚ÌËÍ“, ‡ÁÍ‡Á‡Ì‡ ÏË ÓÚ
êÛÏflÌ‡ óÂ‚ÂÌÍÓ‚‡. Ç ÏË„‡, ÍÓ„‡ÚÓ ‚
ÔÓ˘‡Ú‡ ÒÂ ËÁÒËÔ‡ÎÓ ‚ÒË˜ÍÓ ÚÓ‚‡, ‚ Â-
‰‡ÍˆËflÚ‡ Ì‡ÒÚ‡Ì‡ÎÓ ·ÓÊÂÌËÂ: ÍÓÈ Â
Á‡·ÂÎflÁ‡Î Ô‡ÌÂÚÓ, ‰‡ ËÁÔ‡ÚËÏ ÙÓ-
ÚÓ„‡ÙËÚÂ. ÑÓÍ‡ÚÓ ÔÓÎÂÍ‡ ÎÂÍ‡ ÌÂ ÒÂ
Ì‡ÎÓÊËÎÓ ÛÒÂ˘‡ÌÂÚÓ, ˜Â ËÏ‡ ÌflÍ‡Í‚‡
ÔÓ‚ÓÍ‡ˆËfl. 

ã.Ñ.: ïÛ‰ÓÊÌËÍ˙Ú Í‡ÚÓ ÂÔÓÚÂ. à Í‡ÚÓ
flaneur – ËÏ‡ ÌÂ˘Ó ·ÂÌflÏËÌÓ‚ÒÍÓ ‚ ËÁ-
ÒÎÂ‰Ó‚‡ÚÂÎÒÍÓÚÓ ÚË ÓÚÌÓ¯ÂÌËÂ Í˙Ï
„‡‰‡. 

ã.Å.: çÂ ÒÂ ‚ËÊ‰‡Ï Í‡ÚÓ ÂÔÓÚÂ. àÌ-
ÚÂÂÒ˙Ú ÏË Í˙Ï ëÓÙËfl, „‡‰‡, ‚ ÍÓÈÚÓ
Ò˙Ï Ó‰ÂÌ Ë ÊË‚Âfl, ÌÂ ‰‡ÚË‡ ÓÚ ‡ÔËÎ
ÏËÌ‡Î‡Ú‡ „Ó‰ËÌ‡, ÍÓ„‡ÚÓ Í‡Ì‰Ë‰‡ÚÒÚ‚‡ı
Á‡ ÒÚËÔÂÌ‰Ëfl Í˙Ï ÒÂÏËÌ‡‡ Ë Úfl·‚‡¯Â
‰‡ ÙÓÏÛÎË‡Ï ÔÓÂÍÚ‡ ÉÓÂ˘ ‚ËÁÛ‡-
ÎÂÌ „‡‰. èÂÁ ÔÓÎÂÚÚ‡ Ì‡ 1998, Á‡ ‰‡
ÒÔÂ˜ÂÎfl Ï‡ÎÍÓ Ô‡Ë, Ô‡‚Âı „‡ÙË˜ÌËfl
‰ËÁ‡ÈÌ Ì‡ ÂÍÎ‡Ï‡Ú‡ Ì‡ Â‰Ì‡ ÙËÏ‡.
íÓ„‡‚‡ Ò ¯ÂÙÍ‡Ú‡ Ì‡ ÙËÏ‡Ú‡ ÒÂ Ì‡ÎÓ-
ÊË ‰‡ ÓÚË‰ÂÏ ‰Ó ÓÌÓ‚‡, ÍÓÂÚÓ Úfl Ì‡Ë-
˜‡¯Â Ô‡ÍËÌ„‡ ÔÂ‰ ÅçÅ. äÓ„‡ÚÓ ÒÚË„-
Ì‡ıÏÂ, ÒÂ ÓÍ‡Á‡, ˜Â Á‡ ÏÂÌ ÚÓ‚‡ Â Ò˙‚-
ÒÂÏ ‰Û„Ó ÏflÒÚÓ – Ô‡ÍËÌ„˙Ú ÔÂ‰ ç‡-
ˆËÓÌ‡ÎÌ‡Ú‡ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡ „‡ÎÂËfl. Ñ‡-
‰Óı ÒË ÒÏÂÚÍ‡, ˜Â Á‡ ‡ÁÎË˜ÌËÚÂ ÚËÔÓ‚Â
ıÓ‡: Úfl – ·ËÁÌÂÒ‰‡Ï‡, ‡Á – ıÛ‰ÓÊÌËÍ,
„‡‰˙Ú Â Ò˙‚ÒÂÏ ‡ÁÎË˜ÂÌ ‚ Ò‚ÓËÚÂ ÓÁ-
Ì‡˜ÂÌËfl. ë‡ÏÓ ‰ÓÔÂ‰Ë 10 „Ó‰ËÌË Á‡
‚ÒË˜ÍË ÚÓ‚‡ ·Â¯Â ÔÎÓ˘‡‰˙Ú ÔÂ‰ Ï‡‚-
ÁÓÎÂfl Ë Ú‡Ï ÒÂ ıÓ‰Â¯Â Ì‡ Ô˙ÒÚË. ç‡·-
Î˛‰ÂÌËÂÚÓ ÏË ÌÂ ·Â ‡Ì‡ÎËÚË˜ÌÓ, ÚÓ ÒÂ
ÔÓfl‚Ë  ËÌÚÛËÚË‚ÌÓ, Í‡ÚÓ Â‡ÍˆËfl. ëÎÂ‰
ÚÓ‚‡ Ì‡Ô‡‚Ëı ÔÓÂÍÚ, Ì‡Â˜ÂÌ
Home/Town, (1998) ËÎË ÑÓÏ/„‡‰. Ç ÌÂ„Ó

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. I 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.: I do not actually think of myself as a
reporter. My interest in Sofia, the city
where I was born and live, was not born
in April 2003 when I applied for a fellow-
ship with the Visual Seminar and had to
formulate the project Hot City Visual.
Actually in the spring of 1998 I 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. I 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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ÔÓ Ò˙‚ÒÂÏ ÌÂ‰Ë„ËÚ‡ÎÂÌ Ì‡˜ËÌ ÍÓÎ‡ÊË-
‡ı Ï‡ÎÍË ÒÌËÏÍË ÓÚ ËÌÚÂËÓ‡ Ì‡
‡Ô‡Ú‡ÏÂÌÚ‡, ‚ ÍÓÈÚÓ ÊË‚Âfl, ‚˙ıÛ ÔÓ-
„ÓÎflÏ ÙÓÏ‡Ú ÒÌËÏÍË ÓÚ ÂÍÒÚÂËÓ‡ Ì‡
„‡‰‡. å‡ÎÍËÚÂ ËÌÚÂËÓÌË ÙÓÚÓ„‡-
ÙËË ËÁ„ÎÂÊ‰‡Ú Í‡ÚÓ ·ËÎ·Ó‰Ó‚Â, ‡Á-
ÔÓÎÓÊÂÌË Ì‡ ‡ÁÎË˜ÌË ÏÂÒÚ‡ ‚ „‡‰Ò-
ÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó. í‡Í‡ ÒË ÏËÒÎÂı, ˜Â
ÒË ‚˙˘‡Ï ‚ËÁÛ‡ÎÌÓÚÓ ÔËÚÂÊ‡ÌËÂ
ÒÔflÏÓ „‡‰‡, ‚ ÍÓÈÚÓ Ò˙Ï ËÁ‡ÒÌ‡Î Ë
ÍÓÈÚÓ ÒÂ„‡ Â ‡ÁÎË˜ÂÌ. èÂÁ 1999 ÒÂ ÔÓ-
fl‚Ë ˆËÍ˙Î˙Ú Ç˙ÚÂ/ ‚˙Ì Ë ÓÚÌÓ‚Ó ‚˙Ú-
Â, ÔÓÒ‚ÂÚÂÌ Ì‡ ·Ë‚¯Ëfl ¯‚ÂÈˆ‡ÒÍË
ÔÓÒÎ‡ÌËÍ ‚ ëÓÙËfl – „-Ì êÛÙ. ÇÂÎËÍÓÎÂ-
ÔÂÌ ˜Ó‚ÂÍ, ·Â¯Â ÒÚ‡Ì‡Î ˜‡ÒÚ ÓÚ ÍÛÎÚÛ-
Ì‡Ú‡ ÒˆÂÌ‡ ‚ ëÓÙËfl, ÓÚ ‚ÂÏÂ Ì‡ ‚ÂÏÂ
Ô‡‚Â¯Â ËÁÎÓÊ·Ë ‚ Ò‚ÓflÚ‡ ÂÁË‰ÂÌˆËfl
Ì‡ ÛÎ. òËÔÍ‡. àÁÎÓÊ·‡Ú‡ ÏË ÒÂ Ò˙ÒÚÓÂ-
¯Â ÓÚ ‰Ë„ËÚ‡ÎÌË „‡ÙËÍË Ì‡ Ò˙˘Ëfl Ò˙‚-
ÒÂÏ ÔÓÒÚ ÔËÌˆËÔ – „ÓÎflÏÓÙÓÏ‡ÚÌË
ÒÌËÏÍË Ì‡ ËÌÚÂËÓ‡ Ì‡ ÂÁË‰ÂÌˆËflÚ‡,
‚ ÍÓËÚÓ Ò‡ ‚Í‡‡ÌË ÒÌËÏÍË Ì‡ Ò˙‚ÒÂÏ
‰Û„‡ Â‡ÎÌÓÒÚ, ‚ÁÂÚË ÓÚ ‚ÒÂÍË‰ÌÂ‚ÌË-
ˆË, ËÎË Ì‡ ÏÓfl ‡Ô‡Ú‡ÏÂÌÚ. êÂÁË‰ÂÌˆË-
flÚ‡ Â ÎË˜ÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÔË ÚÓ‚‡
˜ÛÊ‰‡ ÚÂËÚÓËfl, ÌÓ ‚ÌÂ‰ÂÌ‡ ‚ ëÓÙËfl.
ë˙˘Â‚ÂÏÂÌÌÓ Úfl ·Â¯Â ÓÚ‚ÓÂÌ‡, Í‡Í-
ÚÓ ÒÂ Í‡Á‚‡ user friendly, Ë ÔÂ‰ÓÒÚ‡‚fl-
¯Â ÏflÒÚÓ Á‡ ÒÂ˘Ë, ‚Í˛˜ËÚÂÎÌÓ Ë Ì‡
ÔÓÎËÚËˆË, ÍÓËÚÓ ËÌ‡˜Â ÚÛ‰ÌÓ ·Ëı‡ ÒÂ

cal, it just happened as a reaction, by
intuition. Later I made a project titled
Home/Town (1998) based on this event.
In a very non-digital manner I 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. I thought
I was re-claiming my visual possession of
the city where I 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 I 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



ÉÇÉ, 2003. É‡Ú‡ÌÍ‡ –
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HCV, 2003. Riddle –
there is something
wrong in this city.
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Ò˙·‡ÎË Ì‡ Â‰ÌÓ ÏflÒÚÓ. É‡ÙËÍËÚÂ ·flı‡
ÓÒÌÓ‚‡ÌË ‚˙ıÛ ÔÂÎË‚‡ÌÂÚÓ Ì‡ ‰‚Â
ÔÓÒÚ‡ÌÒÚ‚‡ Ò ‡ÁÎË˜ÂÌ ÒÚ‡ÚÛÚ – ÔÓ
ÒÏËÒ˙Î‡ Ë ÒËÏ‚ÓÎËÍ‡Ú‡ ÒË, ÌÓ ÍÓËÚÓ
ÙËÁË˜ÂÒÍË Ò‡ Â‰ÌÓ Ë Ò˙˘Ó.

ë ä‡ÎËÌ ëÂ‡ÔËÓÌÓ‚ ÒÏÂ Ô‡‚ËÎË ‡Á-
ÎË˜ÌË ÔÓÂÍÚË, Ò‚˙Á‡ÌË Ò „‡‰‡. ç‡Ô-
ËÏÂ ÔÓ˜ÛÚËfl ÙËÎÏ ‚ ‰‚Â ˜‡ÒÚË éÚ
·ÛÚËÍ‡ ‰Ó ·ËÚ‡Í‡, ÍÓÈÚÓ ÒÂ ÔÓÊÂÍÚË-
‡ Ì‡ ‰‚‡ ÏÓÌËÚÓ‡. ä‡‰ËÚÂ ÚÂÍ‡Ú Â‰-
ÌÓ‚ÂÏÂÌÌÓ – ‚Îfl‚Ó ÓÚ ·ËÚ‡ˆËÚÂ ÔÓ ëÓ-
ÙËfl Ë ÛÎË˜ÌËÚÂ Ô‡Á‡Ë, ‚‰flÒÌÓ ÓÚ ·ÛÚË-
ˆËÚÂ Ì‡ ÇËÚÓ¯Í‡. ÇË‰ÂÓÍÓÎ‡Ê˙Ú ‚ËÁË-
‡ ÒÚ‡ÚËÙËÍ‡ˆËflÚ‡ Ì‡ „‡‰‡ – ‰‚ÂÚÂ
Í‡ÈÌÓÒÚË ‚ Ì‡‚ËˆËÚÂ Á‡ Ô‡Á‡Û‚‡ÌÂ
Ì‡ ıÓ‡Ú‡, ÍÓËÚÓ ÊË‚ÂflÚ ‚ ÚÓÁË „‡‰, Ë
Ò˙ÓÚ‚ÂÚÌÓ ‚ ÔÓ‚Â‰ÂÌËÂÚÓ Ì‡ ÔÓ‰‡‚‡-
˜ËÚÂ, ÍÓËÚÓ ‚ ÍÓÌÚÂÍÒÚ‡ Ì‡ ·ËÚ‡Í‡ Ò‡
ÏÌÓ„Ó ÔÓ-ÓÚ‚ÓÂÌË Ë ÔÓ-˜ÂÒÚÓ ‚ÎËÁ‡Ú ‚
ÔÂ„Ó‚ÓË Ò ÍÛÔÛ‚‡˜ËÚÂ. ÅËÚ‡ˆËÚÂ Ò‡
ÊË‚‡Ú‡ Â‡ÎÌ‡ ËÍÓÌÓÏËÍ‡. á‡ ‡ÁÎËÍ‡
ÓÚ ·ÛÚËˆËÚÂ, ˜ËËÚÓ ÒÓ·ÒÚ‚ÂÌËˆË ÌÂ ËÒ-
Í‡ı‡ ‰‡ ÌË ÔÛÒÌ‡Ú ‚˙ÚÂ, ÒÚ‡ıÛ‚‡ı‡ ÒÂ.
ÇÒË˜ÍÓ Ú‡Ï Â ÏÌÓ„Ó ÒÚÛ‰ÂÌÓ, ‰ËÒˆËÔÎË-
ÌË‡ÌÓ, Í‡ÍÚÓ Â ‚ „ÎÓ·‡ÎËÁË‡˘‡Ú‡ ÒÂ
ËÍÓÌÓÏËÍ‡. 

àÏ‡Ï Ë ‰Û„Ë ‡·ÓÚË, Ò‚˙Á‡ÌË Ò „‡‰‡.
å‡ÌËÙÂÒÚ‡ 4 ‚˙‚ î‡ÌÍÙÛÚ Ì‡ å‡ÈÌ
ÔÂ‰Ë „Ó‰ËÌ‡ ÒÚ‡Ì‡ ÔÓ‚Ó‰ ‰‡ ÓÚÍÎËÍÌ‡
Ì‡ ÔÂ‰ÎÓÊÂÌËÂÚÓ Ì‡ ÍÛ‡ÚÓËÚÂ ‰‡ Ì‡-
ÏÂfl ÒÂ·Â ÒË ‚ ÚÓÁË „‡‰. íÓÈ Â Ï‡ÍÒË-
Ï‡ÎÌÓÚÓ Ó·˘Ó ÏflÒÚÓ Ì‡ Ö‚ÓÔ‡ – ÙË-
Ì‡ÌÒÓ‚ ˆÂÌÚ˙, ‚˙ÁÒÚ‡ÌÓ‚ÂÌ ÒÎÂ‰ ‚ÓÈ-
Ì‡Ú‡, Ò˙Ò ÁÌ‡˜ËÏË ËÒÚÓË˜ÂÒÍË Á‡·ÂÎÂ-
ÊËÚÂÎÌÓÒÚË Ë ÏÌÓ„Ó ÒËÎÌË ıÛ‰ÓÊÂÒÚ‚Â-
ÌË ËÌÒÚËÚÛˆËË. çËÚÓ ÏÌÓ„Ó „ÓÎflÏ, ÌËÚÓ
ÏÌÓ„Ó Ï‡Î˙Í, ËÏ‡ ÓÊË‚ÂÌÓ ÎÂÚË˘Â –
Í˙ÒÚÓÔ˙Ú Ì‡ Ö‚ÓÔ‡ ‚ Â‡ÎÌËfl ÒÏËÒ˙Î
Ì‡ ‰ÛÏ‡Ú‡. Ç˙ÁÍ‡Ú‡ ÏË Ò „‡‰‡ Ò˙‚ÒÂÏ
ÌÂ ·flı‡ Ò„‡‰ËÚÂ Ë ÓÍÓÎÌ‡Ú‡ ÒÂ‰‡, ‡
ÍÓÌÍÂÚÌËÚÂ ıÓ‡. éÚ ÒÚ‡ÌËˆËÚÂ Ì‡
‰‚‡ ÏÂÒÚÌË ‚ÂÒÚÌËÍ‡ ·flı‡ ÔÂ‰ÎÓÊÂÌË
ÔÓ 100 Â‚Ó Ì‡ ‚ÒÂÍË, ÍÓÈÚÓ ÒÂ Ó·‡‰Ë Ì‡
ÓÔÂ‰ÂÎÂÌ ÚÂÎÂÙÓÌ Ë Ì‡Ô‡‚Ë Û„Ó‚ÓÍ‡
Ò ıÛ‰ÓÊÌËÍ‡ ‰‡ ÔÓÁË‡ Á‡ ÔÓÎÓ‚ËÌ ˜‡Ò
Ò ˆÂÎ „ÛÔÓ‚ ‚Ë‰ÂÓÔÓÚÂÚ. Ç˙‚ ÙËÎÏ
ÓÚ 80 ÏËÌÛÚË Ò˙·‡ı Ì‡‰ 30 ÊËÚÂÎË Ì‡
î‡ÌÍÙÛÚ, Ò ÍÓËÚÓ ÚÂ˜Â¯Â Ó·ËÍÌÓ‚ÂÌ
‡Á„Ó‚Ó. íÓ‚‡ Â ‰Û„ ‚Ë‰ ‚˙ÁÍ‡ Ò
Â‰ËÌ „‡‰. èÓ‰Ó·ÌË ÔÓÂÍÚË Ò ‡ÁÎË˜ÌË
ÒˆÂÌ‡ËË, ·‡ÁË‡ÌË Ì‡ ËÌÚÂ‚˛Ú‡ Ò Â-
‡ÎÌË ıÓ‡, Ò˙Ï Ô‡‚ËÎ ÔÂÁ 2001 ‚ ãË-

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 I do not
know what. Everything in the boutiques is
quite cold and disciplined as it is in the
globalized economy.   

I have other city-related works as well.
Manifesta 4 in 2002 in Frankfurt was the
context where I 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 I
was after. I offered on the job pages of
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‚˙ÔÛÎ Ë ÔÂÁ ÒÂÔÚÂÏ‚Ë 2002 ‚ åÓÌ-
Â‡Î. ç‡ËÒÚËÌ‡ ‚˙ÁÍ‡Ú‡ Ò ÅÂÌflÏËÌ,
ÍÓflÚÓ ÚË ÔÓÒÓ˜Ë, ÒÔÓÂ‰ ÏÂÌ ÒÂ ËÁ‡Áfl-
‚‡ ‚ ÚÓ‚‡, ˜Â ‡Á ÏËÒÎfl Ò Ó˜ËÚÂ ÒË, Ô˙Î-
Áfl Ò Ó˜ËÚÂ ÒË. è˙ÎÁfl˘ ÔÓ‰ıÓ‰ Í˙Ï „‡‰-
ÒÍ‡Ú‡ ÒÂ‰‡, ÍÓÈÚÓ fl ÓÔËÔ‚‡. çÂ˘Ó ÓÚÍ-
ÎËÍ‚‡ ‚ ÏÂÌ. ífl Â ·ÂÁÍ‡ÂÌ ËÁÚÓ˜ÌËÍ Ì‡
‚‰˙ıÌÓ‚ÂÌËÂ Ë Ò˛ÊÂÚË.

ã.Ñ.: Ä Í˙‰Â Â ÚÛÍ ÔÓ‰Ë‚Ì‡Ú‡ ‰ÂÈÌÓÒÚ,
Á‡ ÍÓflÚÓ „Ó‚ÓË¯?

ã.Å.: Ç ÒÎÛ˜‡fl ÒÂ ÓÒÌÓ‚‡‚‡ ‚˙ıÛ ÎÓ„Ë-
Í‡Ú‡ Ì‡ ÔÓÂÍÚ‡, ÔÓ-ÚÓ˜ÌÓ Ì‡ ‡Ì‡ÎËÚË˜-
Ì‡Ú‡ ÏÛ ˜‡ÒÚ. äÓ„‡ÚÓ ÒÂ ÍÓÌˆÂÌÚË‡ı
‚˙ıÛ ÂÍÎ‡ÏÌËfl ÍÓÌÚÂÍÒÚ Ì‡ ëÓÙËfl, ÒË
‰‡‰Óı ÒÏÂÚÍ‡, ˜Â ÚÓÈ ÒÂ ‡Á‰ÂÎfl flÁÍÓ
Ì‡ ‰‚‡ ÓÒÌÓ‚ÌË ÒÎÓfl Ò Â‰ËÌ ÏÂÊ‰ËÌÂÌ,
ÍÓÈÚÓ ÌÓÒË ÓÒÓ·ÂÌÓÒÚË Ë ÓÚ ‰‚‡Ú‡. éÒ-
ÌÓ‚ÌËÚÂ ÒÎÓÂ‚Â Ò‡ ‡Á„‡ÌË˜ÂÌË ‚˙‚
‚ÂÚËÍ‡ÎÌ‡Ú‡ ÈÂ‡ıËfl – ‚ËÒÓÍ Ë ÌË-
Ò˙Í. ÇËÒÓÍËflÚ Ò‡ ÍÓÔÓ‡ÚË‚ÌËÚÂ ÂÍ-
Î‡ÏË Ë ÎÓ„Ó, ÍÓËÚÓ ÒÂ ‡ÁÔÓÎ‡„‡Ú ÔÓ
‚˙ıÓ‚ÂÚÂ Ì‡ Ò„‡‰ËÚÂ Í‡ÚÓ ÍÓÓÌ‡
‚˙ıÛ „Î‡‚‡Ú‡ Ì‡ Ì‡¯‡Ú‡ Ó·Ë˜Ì‡, ‡ÒÚfl-
˘‡ Ë ÌÂÒÚ‡ÂÂ˘‡ ÒÚÓÎËˆ‡. íÂ ‚Î‡‰ÂflÚ
„Ë„‡ÌÚÒÍË „‡‰ÒÍË ÔÓÒÚ‡ÌÒÚ‚‡ ÔÓ Ò˙-
˘Ëfl Ì‡˜ËÌ, ÔÓ ÍÓÈÚÓ Ì‡‚ÂÏÂÚÓ ÎÓÁÛÌ-
„ËÚÂ Ñ‡ ÊË‚ÂÂ Åäè! çÓ Ò‡ ·ÂÁÍ‡ÈÌÓ ÌÂ-
ÍÓÌÍÂÚÌË, ‡Á˜ËÚ‡Ú Ì‡ ÚÓ‚‡, ˜Â ˜Ó‚ÂÍ
‚Â‰Ì‡„‡ ‡ÁÔÓÁÌ‡‚‡ ÎÓ„ÓÚÓ, Ï‡Í‡ ˜Â
ÚÓ ÌÂ ÔÂÔ‡˘‡ Í˙Ï Â‡ÎÌ‡Ú‡ ÒÚÓÍ‡.
Ç˙‚ ‚ËÁÛ‡ÎÂÌ ÔÎ‡Ì ÚÂÁË ·ËÎ·Ó‰Ó‚Â Ò‡
ËÁÍÎ˛˜ËÚÂÎÌÓ ¯ËÍ‡ÌË, ÒÚËÎËÒÚË˜ÂÒÍË
ÏÌÓ„Ó ‰Ó·Â ËÁ˜ËÒÚÂÌË, ‚ÂÎËÍÓÎÂÔÌÓ
ËÁÔ˙ÎÌÂÌË. çËÒÍËflÚ ÒÎÓÈ Ò‡ Ï‡ıÎÂÌÒ-
ÍËÚÂ ÂÍÎ‡ÏË – ÚÂ Ò‡ Ò˙‚ÒÂÏ ·ÎËÁÓ ‰Ó
ÚflÎÓÚÓ Ì‡ „‡Ê‰‡ÌËÌ‡, ‰˙Ê‡Ú ÒÂ Í‡ÚÓ
Ï‡ıÎÂÌÒÍË ÍÛ˜ÂÚ‡. èÂËÏÂÚ˙˙Ú ËÏ Ì‡
‚˙Á‰ÂÈÒÚ‚ËÂ Â ÓÚ  20 ‰Ó 50 Ï, ‚Â‰Ì‡„‡
ÒÚ‡‚‡ flÒÌÓ Í‡Í‚‡ ÛÒÎÛ„‡ ËÎË ÔÓ‰ÛÍÚ
ÔÂ‰Î‡„‡Ú. íÂÁË ÂÍÎ‡ÏË Ò‡ ‰ÓÒÚ‡ ‚ÛÎ-
„‡ÌË, Á‡Í‡˜ÂÌË Ò „Û·Ë „‚ÓÁ‰ÂË Ë ËÁ-
Ô˙ÎÌÂÌË Ò ÔÓ‰˙˜ÌË ÒÂ‰ÒÚ‚‡, Ò ‡ÁÏ‡-
Á‡ÌË ·ÛÍ‚Ë, „Û·Ë ÒÚËÎËÒÚË˜ÂÒÍË. çÓ ÚÂ
Ò‡ ‚ËÚ‡ÎÌ‡Ú‡ ˜‡ÒÚ Ì‡ „‡‰‡, ÂÍÎ‡ÏË-
‡Ú Â‡ÎÌËÚÂ ÌÂ˘‡, ÍÓËÚÓ ÒÂ ÔÂ‰Î‡„‡Ú
Ë ÔÓÚÂ·fl‚‡Ú ‚ ÊË‚ÓÚ‡ Ì‡ „‡‰‡. äÓÔÓ-
‡ÚË‚ÌËÚÂ ÂÍÎ‡ÏË Í‡ÚÓ Ô‡‚ËÎÓ ÔÂ‰-
Î‡„‡Ú ÔÓ‰ÛÍÚË ÔÓ ‰ÊÓ·‡ Ì‡ Ï‡Î˙Í Í˙„
ÊËÚÂÎË Ì‡ ëÓÙËfl. íÂ ‡ÔÂÎË‡Ú Í˙Ï ÏÌÓ-
„Ó ÔÓ-‚ËÒÓÍ ÒÚ‡Ì‰‡Ú, ÍÓÈÚÓ ‚ÒÂ Ó˘Â ÌÂ
Â Â‡ÎÌÓÒÚ ‚ Ú‡ÁË ÒÚ‡Ì‡. 

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, I 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 I 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 I think it’s in the fact
that I am thinking with my eyes, I 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 I concentrated
on the advertisement context of Sofia, 
I 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)
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åÂÊ‰ËÌÌËflÚ ÒÎÓÈ Â ÍÓÌÚÂÍÒÚ˙Ú, ‚ ÍÓÈÚÓ
ÒÂ Â‡ÎËÁË‡ ÏÓflÚ ÔÓÂÍÚ Í‡ÚÓ Â‡ÎÌÓ
ÔËÒ˙ÒÚ‚ËÂ Ì‡ ·ËÎ·Ó‰‡ ‚ „‡‰‡. íÓÁË
ÒÎÓÈ ÔÂ‰ÒÚ‡‚fl ÏÂÒÚÌËfl ·ËÁÌÂÒ Ò Ì‡ˆË-
ÓÌ‡ÎÌË ÔÂÚÂÌˆËË. çÂ„Ó‚ËflÚ ‚ËÁÛ‡ÎÂÌ
ÂÁËÍ ËÏ‡ ÌÂ˘Ó ÓÚ ‚ÛÎ„‡ÌÓÒÚÚ‡ Ì‡ Ï‡ı-
ÎÂÌÒÍ‡Ú‡ ÂÍÎ‡Ï‡, ‡ Í‡ÚÓ ËÁÔ˙ÎÌÂÌËÂ –
ÓÚ ¯ËÍ‡ÌÓÒÚÚ‡ Ì‡ ÍÓÔÓ‡ÚË‚Ì‡Ú‡ –
Ú‡ÍË‚‡ Ò‡ ·ËÎ·Ó‰Ó‚ÂÚÂ Ì‡ ÇÓ‰Í‡ ï-taz,
ä‡ÌÓ·‡ÚÒÍ‡ „ÓÁ‰Ó‚‡, ÅËÒÂÌ‡ „ÓÁ-
‰Ó‚‡ ‡ÍËfl. èË Úflı Í‡˜ÂÒÚ‚ÂÌËflÚ ÔÓ-
‰ÛÍÚ ÒÂ Ò˙ÔÓÒÚ‡‚fl Ò ◊Í‡˜ÂÒÚ‚ÂÌÓÚÓ“
ÊÂÌÒÍÓ ÚflÎÓ. ëÔÓÂ‰ ËÁ‡Á‡ Ì‡ ÄÎÂÍ-
Ò‡Ì‰˙ ä¸ÓÒÂ‚, Ó·‡Á˙Ú Ì‡ ÊÂÌ‡Ú‡ ‚
ÔÛ·ÎË˜ÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ì‡ ëÓÙËfl Â
Ó·‡Á Ì‡ ÔÛ·ÎË˜Ì‡ ÊÂÌ‡. á‡˘Ó Â Ú‡Í‡?
ÇÂÓflÚÌÓ Á‡˘ÓÚÓ ÒÂ ÔÂ‰ÔÓÎ‡„‡, ˜Â
„‡‰˙Ú Â ÓÚ Ï˙ÊÍË Ó‰, Ó·˘ÂÒÚ‚ÓÚÓ ÌË Â
Ô‡ÚË‡ı‡ÎÌÓ, ‡ Ï˙ÊÂÚÂ Ò‡ ÓÒÌÓ‚ÌËÚÂ
ÔÓÚÂ·ËÚÂÎË Ì‡ ‡ÎÍÓıÓÎ. Ö‰ËÌ ÍÛÔ ·ÂÁÛ-
ÏËfl, Ò‚˙Á‡ÌË Ë Ò ÔÓÓ˘fl‚‡˘‡Ú‡ ÙÛÌÍ-
ˆËfl Ì‡ ÌflÍÓË ˜ÛÊ‰ÂÒÚ‡ÌÌË ÙËÏË,
ÔÂ‰Î‡„‡˘Ë ÊÂÌÒÍÓ ·ÂÎ¸Ó. äÎËÂÌÚËÚÂ ‚
ÒÎÛ˜‡fl Ò‡ ÒÂ‰ ÊÂÌÒÍ‡Ú‡ ÔÛ·ÎËÍ‡, ÌÓ
ÍÓÈ ÁÌ‡Â Á‡˘Ó ÊÂÌËÚÂ, ËÁÓ·‡ÁÂÌË Ì‡
·ËÎ·Ó‰Ó‚ÂÚÂ, Ò‡ Ò˙˘Ó ÔÛ·ÎË˜ÌË. í‡ÍË-
‚‡ ÂÍÎ‡ÏË Ì‡ Á‡Ô‡‰ÌË ÙËÏË ‚ á‡Ô‡‰-
Ì‡ Ö‚ÓÔ‡ ÌÂ ÏÓ„‡Ú ‰‡ ÒÂ ÔÓfl‚flÚ. 

ã.Ñ.: ä‡Í‚Ó ÒÂ ÒÎÛ˜‚‡ Ò ÚÂÁË 
ÂÍÎ‡ÏÌË ‚ÓÎÌÓÒÚË, ÍÓ„‡ÚÓ „Ë ÔÓ„ÎÂ‰ÌÂ
ıÛ‰ÓÊÌËÍ?

ã.Å.: åÓflÚ ÔÓÂÍÚ ÔÂ‰ÒÚ‡‚Îfl‚‡¯Â ÂÍ-
Î‡Ï‡ Ì‡ Ï‡ıÎÂÌÒÍË/ÒÂÏÂÂÌ ·ËÁÌÂÒ ÔÓ
ÍÓÔÓ‡ÚË‚ÂÌ Ì‡˜ËÌ. è˙‚ÓÌ‡˜‡ÎÌÓ
ËÏ‡ı ‰‚Â Ë‰ÂË, ÌÓ ÛÒÔflı ‰‡ Â‡ÎËÁË‡Ï
Ò‡ÏÓ Â‰Ì‡Ú‡. í‡ÁË, ÍÓflÚÓ ÌÂ ÛÒÔflı ‰‡
ÓÒ˙˘ÂÒÚ‚fl, Á‡Òfl„‡ ÏÓfl Ï‡ıÎÂÌÒÍË ÍÎ˛-
˜‡. ç‡ ÔÓÍË‚‡ Ì‡ ◊èËÓ„Ó‚“ ÔÂ‰Ë „Ó-
‰ËÌË ËÏ‡¯Â ˜Â‚ÂÌ Í˙ÒÚ, ÍÓÈÚÓ ÒÂ„‡ Â
Á‡ÏÂÌÂÌ ÓÚ ÎÓ„ÓÚÓ Ì‡ îËÎËÔÒ – Â‰ËÌ ÓÚ
ÔËÏÂËÚÂ Á‡ ‚ËÁÛ‡ÎÌ‡ ÌÂÂ‰ÌÓÒÚ ‰Ó-
ÍÓÎÍÓÚÓ Ú‡Ï ÌflÏ‡ ÁÌ‡Í, ˜Â ÚÓ‚‡ Â ·ÓÎÌË-
ˆ‡. ê‡Á·Ë‡Ï, ˜Â ÍÓÔÓ‡ˆËflÚ‡ Â ÒÔÓÌ-
ÒÓ Ë ˜Â ·ÓÎÌËˆ‡Ú‡ Ë Ô‡ˆËÂÌÚËÚÂ ÌflÏ‡
‰‡ ÓˆÂÎÂflÚ ·ÂÁ ÌÂÈÌ‡Ú‡ ‡Ô‡‡ÚÛ‡. çÓ
ÏÓÊÂı‡ ‰‡ Á‡Ô‡ÁflÚ ÔÓÌÂ Í˙ÒÚ˜ÂÚÓ. ä‡-
Á‡ı ÒË, ˘ÓÏ Í‡ÚÓ ËÏ‡ îËÎËÔÒ, Á‡˘Ó ‰‡
ÌflÏ‡ Ë ÏÓflÚ Ï‡ıÎÂÌÒÍË ÍÎ˛˜‡? ôÂ
ÔÎ‡ÚËÏ ÌÂ˘Ó Ì‡ ◊èËÓ„Ó‚“ Ë ˘Â ÂÍÎ‡-
ÏË‡ÏÂ Ì‡ ‚ËÒÓÍÓ ÍÓÔÓ‡ÚË‚ÌÓ ÌË‚Ó
Ï‡ıÎÂÌÒÍËfl ·ËÁÌÂÒ. çÂ ÒÂ ÔÓÎÛ˜Ë Ì‡È-
‚Â˜Â ÔÓ‡‰Ë ·˛‰ÊÂÚÌË Ó„‡ÌË˜ÂÌËfl.

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”.



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, 
I 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!

In one word, in my project for 
corporate approach to the 
advertisement of the neighborhood
business, I 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 I will
always be able to think about my key
maker because that (on the right
hand side) is what I 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! 

ÉÇÉ, 2003. åÓflÚ Ï‡ıÎÂÌÒÍË ÍÎ˛˜‡ Ë Philips 
HCV, 2003. My neighborhood key maker and Philips
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íÓ‚‡, ÍÓÂÚÓ ÒÂ ÔÓÎÛ˜Ë, Â Ó˘Â ÔÓ-‰‡Ò-
ÚË˜ÌÓ, Á‡˘ÓÚÓ ‚ËÁË‡ ÌÂ ÎÓ„Ó – ‰ÛÏË Ë
ÁÌ‡ˆË, ‡ ÍÓÌÍÂÚÌË ıÓ‡. àÁ·‡ı Á‡
ÔËÏÂ Ì‡ ÒÂÏÂÂÌ ·ËÁÌÂÒ (‰Û„‡ ‰ÛÏ‡
Á‡ Ï‡ıÎÂÌÒÍË ·ËÁÌÂÒ) ıÓ‡, ÍÓËÚÓ ÌÂ Ò‡
ÔÓÒÚÓ ·Â‰ÌË, ·ÂÁ‡·ÓÚÌË Ë Ò ÚÛ‰ÌÓ
ÊË‚ÂÂÌÂ ‚ ÚÓÁË „‡‰, ‡ Ò‡ Ï‡„ËÌ‡ÎÌË
ÔÓ ‚ÒË˜ÍË ÔÓÍ‡Á‡ÚÂÎË. á‡˘ÓÚÓ Ò‡ ÔÂ‰-
ÒÚ‡‚ËÚÂÎË Ì‡ ÂÚÌË˜ÂÒÍÓ Ï‡ÎˆËÌÒÚ‚Ó –
Ì‡ ÓÏËÚÂ ‚ ëÓÙËfl. ÇËÊ‰‡ÏÂ „Ë ËÁ ˆÂ-
ÎËfl „‡‰, ÌÓ ÚÂ ÓÚÒ˙ÒÚ‚‡Ú Ì‡Ô˙ÎÌÓ ÓÚ
ÂÍÎ‡ÏÌ‡Ú‡ ÒÂ‰‡. ëflÍ‡¯ ÌÂ Ò‡ ÌËÚÓ
ÍÛÔÛ‚‡˜Ë, ÌËÚÓ ÔÓËÁ‚Ó‰ËÚÂÎË, ‡ ÓÒ‚ÂÌ
ÚÓ‚‡ Ó·‡Á˙Ú ËÏ ‚ ÏÂ‰ËËÚÂ Â ËÁˆflÎÓ ÌÂ-
„‡ÚË‚ÂÌ. á‡·ÂÎflÁ‡Î Ò˙Ï, ˜Â ‚ ·˙Î„‡Ò-
ÍËÚÂ ÏÂ‰ËË ÒÂ ÔË¯Â Á‡ ÓÏËÚÂ ÔÓ Ò˙-
˘Ëfl Ì‡˜ËÌ, ÔÓ ÍÓÈÚÓ Á‡ ·˙Î„‡ËÚÂ ‚ Â‚-
ÓÔÂÈÒÍËÚÂ ÏÂ‰ËË. ëÚÛ‚‡ ÏË ÒÂ, ˜Â ‰Ó-
Í‡ÚÓ ÓÚÌÓ¯ÂÌËÂÚÓ Ì‡ ·˙Î„‡ÒÍËÚÂ ÏÂ-
‰ËË ÌÂ ÒÂ ÔÓÏÂÌË, ¯‡ÌÒÓ‚ÂÚÂ Á‡ Â‡Î-
Ì‡ ËÌÚÂ„‡ˆËfl Ì‡ Å˙Î„‡Ëfl ‚ Öë Ò‡ Ï‡Î-
ÍË, Á‡˘ÓÚÓ Ò‡ ‡‚ÌË Ì‡ ¯‡ÌÒÓ‚ÂÚÂ Á‡
ËÌÚÂ„‡ˆËfl Ì‡ ÓÏËÚÂ ‚ Å˙Î„‡Ëfl. 

ç‡ÒÓ˜Ëı ÒÂ Í˙Ï ÒÂÏÂÈÌËfl ·ËÁÌÂÒ Ì‡
ëÚÂÙ‡Ì åÂÚÓ‰ËÂ‚, ÍÓÈÚÓ Â ÓÏ, ˜Ó‚ÂÍ
Ì‡‰ 50-ÚÂ. èÓÁÌ‡‚‡Ï „Ó ÓÚ 15 „Ó‰ËÌË,
·Â¯Â Ó·˘ ‡·ÓÚÌËÍ ‚ ëÅï. çflÏ‡ ·˙Î-
„‡ÒÍË ıÛ‰ÓÊÌËÍ ËÎË ÒÍÛÎÔÚÓ, ˜ËËÚÓ
‡·ÓÚË ëÚÂÙ‡Ì ‰‡ ÌÂ Â ÔËÏ˙Í‚‡Î ÓÚ
Â‰Ì‡ ‚ ‰Û„‡ Á‡Î‡ Ì‡ òËÔÍ‡ 6 . éÚÚ‡Ï
Ë‰‚‡ ÚÂÌËÌ„˙Ú ÏÛ ‚ ÒÙÂ‡Ú‡ Ì‡ ı‡Ï‡Î-
ÒÍ‡Ú‡ ‡·ÓÚ‡. ä‡ÍÚÓ Ò‡Ï Í‡Á‚‡: ÄÁ Ò˙Ï
ÒÂ‰ ‚‡Ò ÔÓ‚Â˜Â ÓÚ 28 „Ó‰ËÌË. çËÍÓ„‡ ÌÂ
Ò˙Ï ËÏ‡Î ÔÓ·ÎÂÏ Ò ÚÓ‚‡ ‰‡ÎË ÚÓÈ Â
ËÎË ÌÂ Â ÒÂ‰ Ì‡Ò. ÄÁ ÔÓÒÚÓ „Ó ÔÓÁÌ‡-
‚‡Ï Ë ÓÚ ‚ÂÏÂ Ì‡ ‚ÂÏÂ ÏÛ ÔÂ‰Î‡„‡Ï
‡·ÓÚ‡ – ÔÓÔ‡‚Í‡ Ì‡ ÔÓÍË‚, ÔÂÌ‡-
ÂÊ‰‡ÌÂ Ì‡ Ô‡ÍÂÚ, ·Ófl‰ËÒ‚‡ÌÂ Ì‡
ÒÚ‡Ë. íÓ‚‡ Â Â‡ÎÌËflÚ ÚËÔ ÛÒÎÛ„‡ Û Ì‡Ò
– ıÓ‡Ú‡ ÒË ÔÓÏ‡„‡Ú ÒÂ˘Û ÏËÌËÏ‡ÎÌÓ
Á‡ÔÎ‡˘‡ÌÂ. ë˙·‡ı ëÚÂÙ‡Ì Ë ÌÂ„Ó‚ËÚÂ
ÁÂÚ¸Ó‚Â, Ì‡Ô‡‚Ëı ËÏ Í‡˜ÂÒÚ‚ÂÌ‡ ÙÓ-
ÚÓ„‡ÙËfl ‚ ÔÓÙÂÒËÓÌ‡ÎÌÓ ÒÚÛ‰ËÓ.
ëÎÂ‰ ÚÓ‚‡ ‚˙ÁÌËÍÌ‡ ÔÓ·ÎÂÏ˙Ú Í˙‰Â ‚
„‡‰ÒÍ‡Ú‡ ÒÂ‰‡ ‰‡ ·˙‰Â ÔÓÒÚ‡‚ÂÌ „Ë-
„‡ÌÚÒÍËflÚ ·ËÎ·Ó‰. èÓ‚˙ıÌÓÒÚÚ‡ ÏÛ Â
ÏÌÓ„Ó ¯ËÍ‡Ì‡, ‡·ÒÓÎ˛ÚÌÓ ÂÍÎ‡ÏÌ‡,
Ò˙‰˙Ê‡ÌËÂÚÓ – ËÁÍÎ˛˜ËÚÂÎÌÓ ÔÓ‚Ó-
Í‡ÚË‚ÌÓ, ‚ÌËÏ‡ÌËÂÚÓ ÒÂ Ì‡ÒÓ˜‚‡ Í˙Ï
Ï‡ÎˆËÌÒÚ‚ÂÌ‡ „ÛÔ‡, ÓÚÒ˙ÒÚ‚‡˘‡ ÓÚ
ÔÛ·ÎË˜ÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó. ë ‚ÒË˜ÍË
‚˙ÁÏÓÊÌË ‚˙ÔÓÒË, ÍÓËÚÓ ÔÓËÁÚË˜‡Ú
ÓÚ ÚÓ‚‡ – ÌÂ„‡ÚË‚ÌË Â‡ÍˆËË, Ë‰ÂÌÚËÙË-

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 I had two ideas but I
was able to realize only one of them. The
one I 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 I 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. I 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. I
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 I 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. I 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. I have
noticed that Bulgarian media covers the
Roma in the same way Bulgarian nation-
als are written about in the European
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Í‡ˆËË, ÌflÍÓË ÔÓÎËÚËˆË ÒÂ ÔË‚Ë‰flı‡ ‚
ÚÓÁË ·ËÎ·Ó‰ Ë Ú.Ì. è˙‚‡Ú‡ ÏË ÏÂ˜Ú‡
·Â¯Â ·ËÎ·Ó‰˙Ú ‰‡ ÒÂ Á‡Í‡˜Ë Ì‡ çÑä.
èÂ„Ó‚ÓËÚÂ ÏË ÓÚÌÂı‡ ÓÍÓÎÓ ‰‚‡ ÏÂ-
ÒÂˆ‡. ç‡Í‡fl ◊å-ÚÂÎ“, ÍÓÈÚÓ ‰˙ÊË ıÓ-
ËÁÓÌÚ‡ÎÌËÚÂ ÔÓÁËˆËË ‚ËÒÓÍÓ „ÓÂ, ÓÚ-
Í‡Á‡ Ò˙Ò ÒÔÂˆË‡ÎÌÓ Â¯ÂÌËÂ Ì‡ ·Ó‰‡
Ì‡ ‰ËÂÍÚÓËÚÂ. åËÒÎfl ÒË, ˜Â ÒÂ ÔÓÛÔ-
Î‡¯Ëı‡, ÏÓÊÂ ·Ë Á‡‡‰Ë ÍÏÂÚÒÍËÚÂ ËÁ-
·ÓË ËÎË ËÏ Â Ú‚˙‰Â ‡ÌÓ Á‡ Ú‡Í‡‚‡
Ë‰Âfl. ç‡‰fl‚‡ı ÒÂ, ˜Â ÙËÏ‡Ú‡ Ò Ì‡È-
ÍÛÔÂÌ ÔËÌÓÒ ‚˙‚ ‚ËÁÛ‡ÎÌ‡Ú‡ ÒÂ‰‡
Ì‡ Å˙Î„‡Ëfl, ÍÓflÚÓ ‚ÍÎ˛˜‚‡ Ï‡„ËÌ‡Î-
ÌË ÎËˆ‡ Ë Ó·ËÍÌÓ‚ÂÌË ıÓ‡ ‚ Ò‚ÓËÚÂ
ÂÍÎ‡ÏÌË Í‡ÏÔ‡ÌËË, ˘Â ÓÚÍÎËÍÌÂ. ÄÎ-
ÚÂÌ‡ÚË‚‡Ú‡, ÍÓflÚÓ Ì‡ÏÂËı – Ù‡Ò‡‰‡Ú‡
Ì‡ ç‡ˆËÓÌ‡ÎÌ‡Ú‡ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡ „‡ÎÂ-
Ëfl, ÒÂ ÓÍ‡Á‡ ‰ÓË ÔÓ-ÔÓ‰ıÓ‰fl˘‡. ífl Â
Â‰ÌÓ‚ÂÏÂÌÌÓ ÂÍÎ‡ÏÂÌ Ë ıÛ‰ÓÊÂÒÚ-
‚ÂÌ ÍÓÌÚÂÍÒÚ, ·Ë‚¯ ‰‚ÓÂˆ, ˆÂÌÚ‡ÎÌÓ
„‡‰ÒÍÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÍÓÂÚÓ Â ÔÓ·ÎÂ-
Ï‡ÚË˜ÌÓ, Ú˙È Í‡ÚÓ Ï‡‚ÁÓÎÂflÚ ÌÂ Â Á‡-
ÏÂÒÚÂÌ Ò ÌË˘Ó. í‡Ï Â Ô‡ÍËÌ„˙Ú, Í˙‰ÂÚÓ

media. I 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.  

I focused on the family “business” of
Stefan Metodiev, a Roma person in his
50ies whom I 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. I never had a problem with his
being or not among us, whoever we are. 
I just know him and when I can I find
some job for him – to repair somebody’s
roof, to rearrange the parquet floor, to

ÄÁ ÚÂ ËÒÍ‡Ï Á‡ å4, 2002. èÓÂÍÚ Á‡ å‡ÌËÙÂÒÚ‡ 4.
ÑÂÚ‡ÈÎË Ë ËÌÒÚ‡Î‡ˆËfl: å‡ÌËÙÂÒÚ‡ 4,
î‡ÌÍÂÌ˘‡ÈÌÂ ïÓÙ, î‡ÌÍÙÛÚ, ÉÂÏ‡ÌËfl, 
Ï‡È – ‡‚„ÛÒÚ 2002 
I want You for M4, 2002. Project for Manifesta 4.
Details and Installation view: Manifesta 4,
Frankensteiner Hof, Frankfurt, Germany, 
May – August 2002
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ÒÂ ‚˙ÚflÚ „ÓÎflÏ ·ÓÈ ÓÏË, ËÁ‚˙¯‚‡-
˘Ë ‰ÂÈÌÓÒÚË, ‡ÁÎË˜ÌË ÓÚ ÚÂÁË, ÍÓËÚÓ
ëÚÂÙ‡Ì Ë ÌÂ„Ó‚ËÚÂ ÁÂÚ¸Ó‚Â ÔÂ‰Î‡„‡Ú.
á‡ Ò˙Ê‡ÎÂÌËÂ ·ËÎ·Ó‰˙Ú ÒÚÓfl ÔÓ-Í‡Ú-
ÍÓ, ÓÚÍÓÎÍÓÚÓ ·Â¯Â ÔÂ‰‚Ë‰ÂÌÓ, ÌÂ
ÁÌ‡fl ÔÓ Í‡Í‚Ë ÔË˜ËÌË. çÓ ÔÂ‰ËÁ‚ËÍ‡
ÌÛÊÌÓÚÓ ‚ÌËÏ‡ÌËÂ, ‡ÍÓ ÒÂ Ò˙‰Ë ÔÓ ÔÛ·-
ÎËÍ‡ˆËËÚÂ. Ç˙‚ ‚ÂÒÚÌËˆËÚÂ ÒÂ ÔÓfl‚Ëı‡
ˆÂÎË ÒÚ‡ÌËˆË Á‡ ı‡Ï‡ÎËÚÂ Ì‡ ÔÎÓ˘‡‰
å‡ÍÂ‰ÓÌËfl.

ã.Ñ.: èÓ‚ÓÍË‡¯ ‚ ÌflÍ‡Í˙‚ ÒÏËÒ˙Î
ÏÂ‰ËËÚÂ Ë ÚflıÌÓÚÓ ÓÚÌÓ¯ÂÌËÂ Í˙Ï Ï‡Î-
ˆËÌÒÚ‚‡Ú‡.

ã.Å.: íÓÁË ÔÓÂÍÚ ‚ ÒÓˆË‡ÎÌÓ-ÍËÚË-
˜ÂÒÍËÚÂ ÏÛ ËÁÏÂÂÌËfl ËÏ‡ ÚÓ˜ÌÓ Ú‡Í‡-
‚‡ ÙÛÌÍˆËfl. Ñ‡ Â Í‡ÚÓ Ò‚ÂÚÍ‡‚Ëˆ‡ Ì‡
ÙÓÚÓ‡Ô‡‡Ú, ÏÓÏÂÌÚÂÌ ÔÓ·ÎflÒ˙Í, ÍÓÈ-
ÚÓ ÓÒ‚ÂÚfl‚‡ ÌÂ‰Ó·Â ‚Ë‰ËÏË ˜‡ÒÚË ÓÚ
ÊË‚ÓÚ‡ ËÎË ÍÓÌÍÂÚÌË ıÓ‡. à ·Ë Úfl·-
‚‡ÎÓ ‚ ÔÓ-‰‡ÎÂ˜Ì‡ ÔÂÒÔÂÍÚË‚‡ ‰‡
‚Ó‰Ë ‰Ó ÔÓÏflÌ‡ Ì‡ ÓÚÌÓ¯ÂÌËflÚ‡. ç‡-
ÏË‡Ï Ì‡Ô˙ÎÌÓ ‚ Â‰‡ Ì‡ ÌÂ˘‡Ú‡ ‰‡ ÒÂ
Î‡ÌÒË‡ ÔÓÁËÚË‚ÂÌ Ó·‡Á Ì‡ ÓÏÒÍÓÚÓ
Ï‡ÎˆËÌÒÚ‚Ó. 

paint some walls, etc. That’s the real type
of service offered in Bulgaria, people are
helping each other for minimal pay. I 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 façade 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. I think they were frightened a
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ã.Ñ.: ç‡ÂÍ˙Î ÒË „Ó ‚ËÁÛ‡ÎÂÌ ‰ÌÂ‚ÌËÍ.
ÑÌÂ‚ÌËÍ˙Ú ÔÂ‰ÔÓÎ‡„‡ ÌÂ˘Ó ÎË˜ÌÓ, ËÌ-
ÚËÏÌÓ. àÒÍ‡¯ ‰‡ ÒË ‚˙ÌÂ¯ ËÁ„Û·ÂÌËfl
„‡‰.

ã.Å.: ê‡Á„ÎÂÊ‰‡Ï ‚ËÁÛ‡ÎÌ‡Ú‡ ÒÂ‰‡ Ì‡
ëÓÙËfl Í‡ÚÓ ÍÓÌÚÂÍÒÚ. á‡‰ ÌÂfl ÒÂ ÍËflÚ
Ì‡È-‡ÁÎË˜ÌË ËÌÚÂÂÒË, ˜Ó‚Â¯ÍË ËÒÚÓ-
ËË, ÏÌÓ„Ó Ô‡Ë. ÇÒË˜ÍÓ, ÍÓÂÚÓ ÒÂ ÔÓ-
ËÁ‚ÂÊ‰‡ Á‡ Ú‡ÁË ÒÂ‰‡, Â ‰ÂÎÓ Ì‡ ıÛ-
‰ÓÊÌËˆË, ÔÂ˜‡Ú‡Ë, ‰ËÁ‡ÈÌÂË, ·ËÁÌÂÒ-
ÏÂÌË, ÌÓÒ‡˜Ë, ÏÌÓ„Ó ıÓ‡ ÒË ÔÂ˜ÂÎflÚ
ıÎfl·‡ ÓÚ ÌÂfl. çÓ  Úfl ÏÂ ËÌÚÂÂÒÛ‚‡ Ì‡È-
ÏÌÓ„Ó Á‡‡‰Ë ÚÓ‚‡, ˜Â ÓÚ‡Áfl‚‡ Â‰ÌÓ
Í˙Ï Â‰ÌÓ, Í‡ÚÓ ‚ Ô‡‚Ó Ó„ÎÂ‰‡ÎÓ Ò˙ÒÚÓ-
flÌËÂÚÓ Ì‡ Ó·˘ÂÒÚ‚ÓÚÓ Ë Ì‡ ÚÓÁË „‡‰.
äÓÂÚÓ Â ·ÂÁÍ‡ÈÌÓ ÂÌÂ„ÂÚË˜ÌÓ, ÌÓ Ë
·ÂÁÍ‡ÈÌÓ ı‡ÓÚË˜ÌÓ. 

ã.Ñ.: òËÁÓÙÂÌÌÓ ‰ÓË.

ã.Å.: Ñ‡. çÂ ÒÂ ÁÌ‡Â Ì‡Í˙‰Â ‚˙‚Ë, Í‡Í-
‚Ë Ò‡ ÔËÓËÚÂÚËÚÂ. ëÏflÚ‡ÏÂ, ˜Â ‚ÒË˜-
ÍË Á‡ÍÓÌË, ÍÓËÚÓ ÒÂ ÔËÂÏ‡Ú ‚ Ô‡Ú-
Ì¸ÓÒÚ‚Ó Ò Öë, Ò‡ ÓÍÂÈ . çÓ ÚÓ˜ÌÓ ÒÂ„‡
Ë ÚÛÍ, Í˙‰ÂÚÓ ÒÂ‰ËÏ Ë ÒË ÔËÍ‡Á‚‡ÏÂ, ÚÂ
ÌÂ ‚‡Ê‡Ú. çËÂ ÒÏÂ ËÁÍÎ˛˜ÂÌËÂ ÓÚ Úflı Ë
ÏÓÊÂÏ ‰‡ ÒË Ì‡ÏÂËÏ ÒÚÓ ËÁ‚ËÌÂÌËfl Ë
ÓÔ‡‚‰‡ÌËfl. 

ã.Ñ.: ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰ – Ì‡ÔÓÏÌfl
Á‡ å‡¯‡Î å‡ÍÎÛ˙Ì Ë ÌÂ„Ó‚ÓÚÓ ‡Á„‡-
ÌË˜ÂÌËÂ hot/cool ÏÂ‰ËÛÏ. íÓÔÎËflÚ ÏÂ-
‰ËÛÏ ‡Ì„‡ÊË‡ Ò‡ÏÓ Â‰ÌÓ ÓÚ ÒÂÚË‚‡Ú‡ Ë
Â ıËÔÌÓÚË˜ÂÌ Í‡ÚÓ ÒËÎ‡ Ì‡ ‚˙Á‰ÂÈÒÚ-
‚ËÂ.

ã.Å.: êÂÍÎ‡ÏÌ‡Ú‡ ÒÂ‰‡ ‚ ëÓÙËfl ÒÂ ÓÍ‡-
Á‡ ËÁÍÎ˛˜ËÚÂÎÌÓ „ÓÂ˘‡, Á‡ ‡ÁÎËÍ‡ ÓÚ
„ÂÏ‡ÌÒÍËÚÂ „‡‰Ó‚Â, Í˙‰ÂÚÓ ÌflÏ‡ ÚÓÎ-
ÍÓ‚‡ ÂÍÎ‡Ï‡. åÓÊÂÏ ‰‡ Ò‡‚Ìfl‚‡ÏÂ Ò
‡ÏÂËÍ‡ÌÒÍËÚÂ ÓÚ ÚËÔ‡ Ì‡ ç˛ âÓÍ.
å‡Í‡ ˜Â ·ËÎ·Ó‰Ó‚ÂÚÂ ‚ ÄÏÂËÍ‡ Í‡ÚÓ
Ô‡‚ËÎÓ Ò‡ ‡ÁÔÓÎÓÊÂÌË ÔÓÍ‡È Ï‡-
„ËÒÚ‡ÎËÚÂ, ‡ ÌÂ ‚ Ò‡Ï‡Ú‡ „‡‰ÒÍ‡ ÒÂ-
‰‡. ëÓÙËÈÒÍ‡Ú‡ ‚ËÁÛ‡ÎÌ‡ ÒÂ‰‡ Â „ÓÂ-
˘‡ ‚ Ò‡‚ÌÂÌËÂ Ò˙Ò ÒË‚ÓÚ‡Ú‡ ÔÂ‰Ë
1989. ífl Â ·ÂÁÍ‡ÈÌÓ ÔË‚ÎÂÍ‡ÚÂÎÌ‡ Ë
ÏÌÓ„Ó ËÌÚÂÂÒÌ‡, ÌÓ ÚÓ‚‡ ÌÂ ÓÁÌ‡˜‡‚‡,
˜Â fl ÔËÂÏ‡Ï Í‡ÚÓ Ì‡Ô˙ÎÌÓ ÂÒÚÂÚË˜Ì‡.  

ã.Ñ.: ÑÓÔ‡‰‡ ÏË ÔÂ‰ÎÓÊÂÌËÂÚÓ ÚË Á‡
ÌÓ‚Ó Û·‡ÌËÒÚË˜ÌÓ ÔÎ‡ÌË‡ÌÂ – Ë‰ÂflÚ‡
Á‡ Ê.Í. ÅËÈÚ˙ÎÒ 1A.

bit maybe because of the upcoming
mayoral elections or else, it’s too early
for them to commit to such an idea. I
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
I 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 I do not know
what reasons. But it did attract the atten-
tion I 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. I 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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ã.Å.: èÂ‰ÎÓÊÂÌËflÚ‡ Ò‡ ÚË. Ç ÊÍ ÅËÈ-
Ú˙ÎÒ Ò„‡‰ËÚÂ ·Ë Úfl·‚‡ÎÓ ‰‡ ÒÂ ÍÓÌÙË-
„ÛË‡Ú ÒÔÓÂ‰ ‰ÛÏËÚÂ All you need is
love. ÑÛ„ËflÚ ÍÓÏÔÎÂÍÒ Á‡ ÔÓ-Ô‡ÚËÓÚË˜-
ÌÓ Ì‡ÒÚÓÂÌË „‡Ê‰‡ÌË ÒÂ Ì‡Ë˜‡ åËÎ‡
êÓ‰ËÌÓ, ‡ ÚÂÚËflÚ Â Á‡ ÔÂ‰ÔËÂÏ˜Ë‚Ë
ÎËˆ‡ – Moto-Pfohe ÔÓ ËÏÂÚÓ Ì‡ ÍÓÔÓ‡-
ˆËflÚ‡. à‰ÂflÚ‡ Â Ó·‡ÚÌ‡ Ì‡ Ú‡ÁË Á‡ ëÚÂ-
Ù‡Ì Ë ÌÂ„Ó‚ËÚÂ ÁÂÚ¸Ó‚Â. ÇËÊ‰‡ÏÂ Í‡Í
ÍÓÔÓ‡ˆËËÚÂ Ì‡‚ÎËÁ‡Ú ‚ Ï‡ÎÍËÚÂ Í‚‡-
Ú‡ÎË ÔÓÒÂ‰ÒÚ‚ÓÏ Ò‚ÓËÚÂ ˘‡·Í‚‡ÚËË
– Î˙ÒÍ‡‚Ë ÓÙËÒÌË Ò„‡‰Ë, ÍÓËÚÓ ËÁ„ÎÂÊ-
‰‡Ú ÏÌÓ„Ó ÒÚ‡ÌÌÓ ÒÂ‰ ‡ÁÔ‡‰‡˘ËÚÂ
ÒÂ Ô‡ÌÂÎÍË. ÄÁ ÔÂ‰Î‡„‡Ï ‰‡ ÒÂ „ÎÂ‰‡
Â‰Ì‡ ÒÚ˙ÔÍ‡ Ì‡ÔÂ‰ Ë Ò‡ÏËÚÂ ÊËÎË˘ÌË
ÍÓÏÔÎÂÍÒË ‰‡ ·˙‰‡Ú ÔÓ-ÚflÒÌÓ Ó·‚˙Á‡ÌË
Ò ÔËÒ˙ÒÚ‚ËÂÚÓ Ì‡ ÍÓÔÓ‡ÚË‚ÌÓÚÓ ÎÓ„Ó
Ë Ì‡ ÌflÍÓË ‰Û„Ë ‰ÛÏË Ë ËÁ‡ÁË Ò˙Ò ÒÚ‡-
ÚÛÚ Ì‡ ÂÏ·ÎÂÏË. Ö‰ËÌ ÊËÎË˘ÂÌ ÍÓÏÔ-
ÎÂÍÒ, Ì‡Ô‡‚ÂÌ ÔÓ ÚÓÁË Ì‡˜ËÌ, ÔÂ‰Î‡„‡
ÔÓ-ÂÒÚÂÒÚ‚ÂÌ Ì‡˜ËÌ Ì‡ Ó·‚˙Á‚‡ÌÂ
ÏÂÊ‰Û ÍÓÔÓ‡ÚË‚Ì‡Ú‡ Ë Ï‡ıÎÂÌÒÍ‡Ú‡
Â‡ÎÌÓÒÚ.

ã.Ñ.: í‚ÓÂÚÓ Û˜‡ÒÚËÂ ‚ ËÁÎÓÊ·‡Ú‡ Ç ‰Â·-
ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ, ÍÓflÚÓ êÂÌÂ ÅÎÓÍ Ó-
„‡ÌËÁË‡ ‚ ä‡ÒÂÎ, ·Â¯Â Î˛·ÓÔËÚÌÓ.

ã.Å.: Ç äÛÌÒÚı‡ÎÂ îË‰ÂËˆË‡ÌÛÏ, Í˙-
‰ÂÚÓ Ì‡ ‚ÒÂÍË ÔÂÚ „Ó‰ËÌË ÒÂ ÔÓ‚ÂÊ‰‡
ÑÓÍÛÏÂÌÚ‡, ÒÂ ÔÂ‰ÒÚ‡‚Ëı‡ 88 ·‡ÎÍ‡ÌÒ-
ÍË ıÛ‰ÓÊÌËˆË Ò Ì‡‰ 120-130 ÔÓËÁ‚Â‰Â-
ÌËfl – ÓÚ ÊË‚ÓÔËÒ ‰Ó ‚Ë‰ÂÓËÌÒÚ‡Î‡ˆËË Ë
Ô˙ÙÓÏ‡ÌÒË. åÓflÚ ÔÓÂÍÚ ·Â¯Â ‰‡

thing private and intimate. You actually
want to claim back the city you have lost.

L.B.: I 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 I do not mean to say
that I 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.

ÉÇÉ, 2003. (Ô‡Î‡ÏÂÌÚ‡ÌÓ) è‡ÌÂ 2 – 
‚ËÁÛ‡ÎÌ‡ ÌÂÂ‰ÌÓÒÚ 4
HCV, 2003. (parliamentary) Laundry 2 – Visual Irregularity 4
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Ó·Â‰ËÌfl Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ Ô˙ÙÓÏ‡Ì-
Ò‡ ‚˙ÚÂ¯ÌÓÚÓ, ÌÂÙËÁË˜ÂÒÍÓ ÔÓÒÚ‡Ì-
ÒÚ‚Ó Ì‡ ËÁÎÓÊ·‡Ú‡. ê‡Á‚ÂÊ‰‡ı ÔÓÒÂÚË-
ÚÂÎËÚÂ, Ó·flÒÌfl‚‡ÈÍË ËÏ ÍÓÌÚÂÍÒÚ‡ Ì‡
Å‡ÎÍ‡ÌËÚÂ Ë Í‡Í ÍÓÌÍÂÚÌËÚÂ ÔÓËÁ‚Â-
‰ÂÌËfl ÒÂ Ò‚˙Á‚‡Ú Ò ÚÓÁË ÍÓÌÚÂÍÒÚ.
é·ËÍÌÓ‚ÂÌÓ Â‰ËÌ ÚÛ ÔÓ‰˙ÎÊ‡‚‡¯Â 4-
5 ˜‡Ò‡. ëÎÂ‰ Ô˙‚‡Ú‡ ÒÂ‰ÏËˆ‡ ‚Â˜Â Ìfl-
Ï‡ı ‚ÂÏÂ ‰ÓË Á‡ Ó·fl‰, ÌÂÔÂÍ˙ÒÌ‡ÚÓ
Ë‰‚‡ı‡ ıÓ‡, ÍÓËÚÓ ËÒÍ‡ı‡ ‰‡ „Ë ‡Á-
‚ÂÊ‰‡Ï. ÅÂ¯Â Ô˙ÙÓÏ‡ÌÒ, Á‡˘ÓÚÓ Á‡-
‚ËÒÂ¯Â ÌÂ ˜‡Í ÚÓÎÍÓ‚‡ ÓÚ ÁÌ‡ÌËflÚ‡ ÏË,
ÍÓËÚÓ ·ÂÁÒÔÓÌÓ Ò‡ ÔÓ‚Â˜Â ÓÚ ÚÂÁË Ì‡
ÍÛ‡ÚÓ‡ Ë ÔÓÒÂÚËÚÂÎËÚÂ, ‡ ÓÚ ‡‰ÂÌ‡-
ÎËÌ‡, ÍÓÈÚÓ ÒÂ Ì‡ÚÛÔ‚‡ Ë Á‡ÔÓ˜‚‡ ‰‡ ÒÂ
‰‚ËÊË ËÁ ÚflÎÓÚÓ ÔË ÍÓÏÛÌËÍ‡ˆËfl Ò ÔÓ-
ÒÂÚËÚÂÎËÚÂ. é·ËÍ‡Îflı Ì‡ÔÂ‰-Ì‡Á‡‰ ËÁ
ËÒÚÓËflÚ‡ Ë ÍÛÎÚÛ‡Ú‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ, ÂÚ-
ÌË˜ÂÒÍËÚÂ Ó·˘ÌÓÒÚË, ÂÎË„ËËÚÂ, ‰ÌÂ¯-
Ì‡Ú‡ ÔÓÎËÚË˜ÂÒÍ‡ Â‡ÎÌÓÒÚ. 

ã.Ñ.: èÂÁ 2003 „Ó‰ËÌ‡ ‚ Ä‚ÒÚËfl Ë ÉÂ-
Ï‡ÌËfl ·flı‡ Ó„‡ÌËÁË‡ÌË Ï‡˘‡·ÌË ËÁ-
ÎÓÊ·Ë Ì‡ ·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËˆË. íÓ‚‡
‡‰‚‡, ÌÓ Ë ÒÏÛ˘‡‚‡. çÂ ÒÂ ÎË ÍËÂ Á‡‰
ÓÏ‡ÌÚË˜ÌËÚÂ Á‡„Î‡‚Ëfl ä˙‚ Ë ÏÂ‰, Ç
‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ ÔÓÂ‰ÌËflÚ ÓÔËÚ
‰‡ ÒÂ ‚Í‡‡ ·‡ÎÍ‡ÌÒÍ‡Ú‡ ÂÍÁÓÚËÍ‡ ‚
„ÂÚÓ? á‡˘Ó ÓÚÌÓ‚Ó ÒÂ Ì‡Î‡„‡ ÂÚÌË˜ÂÒÍ‡-
Ú‡ ÙÓÏÛÎ‡?

ã.Å.: çÂ ÒÚ‡‚‡ ‚˙ÔÓÒ Á‡ ÔÓÎËÚËÍ‡. Å‡Î-
Í‡ÌÒÍË ËÁÎÓÊ·Ë ËÏ‡ ÔÓÌÂ ÓÚ 1998 Ì‡-
Ò‡Ï Ë ÏÌÓ„Ó ÓÚ Úflı Ò‡ ÔÓ‚ÓÍË‡ÌË ÓÚ
ÚÛÍ. íÂ Ò‡ ÂÁÛÎÚ‡Ú ÓÚ ÂÒÚÂÒÚ‚ÂÌ ÔÓˆÂÒ
Ì‡ ‚Á‡ËÏÌÓ ÓÔÓÁÌ‡‚‡ÌÂ Ì‡ ıÛ‰ÓÊÌËˆË-
ÚÂ Ë ıÛ‰ÓÊÂÒÚ‚ÂÌËÚÂ ÒˆÂÌË Ì‡ Å‡ÎÍ‡ÌË-
ÚÂ, ÓÚ Ì‡ÚÛÔ‚‡ÌÂ Ì‡ Ò‡ÏÓ˜Û‚ÒÚ‚ËÂ, ËÌ-
Ù‡ÒÚÛÍÚÛ‡ Ë ‡Ï·ËˆËfl Á‡ ËÁÎËÁ‡ÌÂ
ÓÚ „ÂÚÓÚÓ. àÁÎÓÊ·Ë Í‡ÚÓ Ú‡ÁË ‚ ä‡ÒÂÎ, ‡
ÔÂ‰Ë ÚÓ‚‡ ‚˙‚ ÇËÂÌ‡ Ë É‡ˆ, Ë‰‚‡Ú
ÒÎÂ‰ Ì‡ÚËÒÍ ÓÚÚÛÍ Ë ËÌÚÂÂÒ ÓÚÚ‡Ï. çÂ Â
„ÂÚÓËÁ‡ˆËfl, Á‡˘ÓÚÓ Ó„ÓÏÌ‡Ú‡ ˜‡ÒÚ ÓÚ
Û˜‡ÒÚÌËˆËÚÂ ‚Â˜Â Ò‡ ÔÓÁÌ‡ÚË Ì‡ Á‡Ô‡‰-
Ì‡Ú‡ ÔÛ·ÎËÍ‡ Ò ‰Û„Ë ‡·ÓÚË Ë ÌÂ Í‡ÚÓ
·‡ÎÍ‡ÌÒÍË ıÛ‰ÓÊÌËˆË. åÌÓ„Ó ËÁ‚ÂÒÚÌË
‡‚ÚÓË ÓÚ ÚÓÁË Â„ËÓÌ, ‚ÍÎ˛˜‚‡Ï ÒÂ·Â
ÒË, çÂ‰ÍÓ ëÓÎ‡ÍÓ‚, ÄÈ¯Â ÖÍÏÂÌ ÓÚ
íÛˆËfl, ÄÌË ë‡Î‡ ÓÚ ÄÎ·‡ÌËfl Ë Ó˘Â
20-30 ËÏÂÌ‡, ÒÂ„‡ Ò‡ ÒÎÓÊÂÌË ÓÚ ÍÛ‡ÚÓ-
ËÚÂ ‚ Ô‡ÍÂÚ‡ ·‡ÎÍ‡ÌÒÍÓ ËÁÍÛÒÚ‚Ó. íÓ‚‡
Â ÂÁÛÎÚ‡Ú ÓÚ ÔÓ-ÒÂËÓÁÂÌ ËÌÚÂÂÒ Í˙Ï
Å‡ÎÍ‡ÌËÚÂ ËÁÓ·˘Ó. ë˙‚ÂÏÂÌÌÓÚÓ ËÁ-
ÍÛÒÚ‚Ó ÒÂ fl‚fl‚‡ ˆË‚ËÎËÁ‡ˆËÓÌÂÌ ‡„ÂÌÚ.

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. I 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. I 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 I 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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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. I
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. I 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.: I 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 I 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.

íÛÓ‚Â – Schadenfreude, 2003. ÖÊÂ‰ÌÂ‚ÌË ÚÛÓ‚Â Á‡
ÔÓÒÂÚËÚÂÎË (Ô˙ÙÓÏ‡ÌÒ, 11 – 18 ˜.) ‚ ËÁÎÓÊ·‡Ú‡ 
◊Ç ‰Â·ËÚÂ Ì‡ Å‡ÎÍ‡ÌËÚÂ“, äÛÌÒÚı‡ÎÂ îË‰ÂËˆË‡ÌÛÏ,
ä‡ÒÂÎ, ÉÂÏ‡ÌËfl, ÒÂÔÚÂÏ‚Ë – ÌÓÂÏ‚Ë 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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èÓÒÎ‡ÌËÂÚÓ ÏÛ Â: íÂÁË ËÁ‚ÂÒÚÌË ıÛ‰ÓÊ-
ÌËˆË ‚Ò˙˘ÌÓÒÚ ÔÓËÁÎËÁ‡Ú ÓÚ Å‡ÎÍ‡ÌË-
ÚÂ. ÇËÊÚÂ „Ë Á‡Â‰ÌÓ Ò ÏÌÓ„Ó ‰Û„Ë ÔÓ-
ÏÎ‡‰Ë ‡‚ÚÓË, Ò ÌÂ ˜‡Í ÚÓÎÍÓ‚‡ ËÁ‚ÂÒÚ-
ÌË ‡·ÓÚË, Ô‡‚ÂÌË ÔÂ‰Ë 20 „Ó‰ËÌË ‚
·Ë‚¯‡ û„ÓÒÎ‡‚Ëfl, Í˙‰ÂÚÓ Ò˙˘ÂÒÚ‚Û‚‡-
¯Â ÒËÎÌ‡ ÍÓÌˆÂÔÚÛ‡ÎÌ‡ ÒˆÂÌ‡.

éÚ „ÎÂ‰Ì‡ ÚÓ˜Í‡ Ì‡ ÔÓÙÂÒËÓÌ‡ÎËÁÏ‡
ÚÓ‚‡ Ò‡ ÔÓÂÍÚË Ì‡ ÎÂ„ÂÌ‰‡ÌË ÍÛ‡ÚÓ-
Ë. á‡ ‚ÒÂÍË ÓÚ Úflı – ‡‚ÒÚËÂˆ‡ èÂÚÂ
Ç‡È·ÂÎ Á‡Â‰ÌÓ Ò ‡ÏÂËÍ‡ÌÂˆ‡ êÓ‰Ê˙
ä‡ÌÓ‚˙ Ë ÒÎÓ‚ÂÌÍ‡Ú‡ Ö‰‡ óÛÙÂ ‚
É‡ˆ, ¯‚ÂÈˆ‡Âˆ‡ ï‡‡Î‰ áÂÂÏ‡Ì ‚˙‚
ÇËÂÌ‡ Ë „ÂÏ‡ÌÂˆ‡ êÂÌÂ ÅÎÓÍ ‚ ä‡ÒÂÎ –
ËÁÎÓÊ·ËÚÂ Ò‡ ËÁÍÎ˛˜ËÚÂÎÌÓ ÔÂ‰ËÁ‚Ë-
Í‡ÚÂÎÒÚ‚Ó. äÓÌÍÛÂÌˆËflÚ‡ ÍÓÈ ˘Â Ì‡Ô-
‡‚Ë ËÁÎÓÊ·‡ Ò ÔÓ‚Â˜Â ÒÏËÒ˙Î Ë Í‡-
ÒÓÚ‡ ·Â¯Â „ÓÎflÏ‡. ÇÒflÍ‡ ÓÚ ÚËÚÂ ËÏ‡
Ò‚ÓËÚÂ ÔÎ˛ÒÓ‚Â Ë ÏËÌÛÒË. íÂ Ò‡ ‡Á-
ÎË˜ÌË, ÌÂÁ‡‚ËÒËÏÓ ˜Â Û˜‡ÒÚÌËˆËÚÂ ‚ „Ó-
ÎflÏ‡Ú‡ ÒË ˜‡ÒÚ Ò‡ Â‰ÌË Ë Ò˙˘Ë. åÂ‰ Ë
Í˙‚ ‚˙‚ ÇËÂÌ‡ Ì‡ ï‡aÎ‰ áÂÂÏ‡Ì Â
Ì‡Ô‡‚ÂÌ‡ Ì‡ ·‡ÁËÒÌÓ ÌË‚Ó, Á‡˘ÓÚÓ ÍÛ-
‡ÚÓ˙Ú Â Ú‡Í˙‚ – Â‡„Ë‡ Ì‡ ÒÎÓÊÌË,
ÍÓÌˆÂÔÚÛ‡ÎÌÓ Ó·ÛÒÎÓ‚ÂÌË ‡·ÓÚË Ò
Ó˜ËÚÂ ÒË Ë ÏÌÓ„Ó ·˙ÁÓ ı‚‡˘‡ ÒÏËÒ˙Î‡.
Ç ÂÁÛÎÚ‡Ú ÒÂ ÔÓÎÛ˜‡‚‡ ËÁÎÓÊ·‡ Ò ËÁÍ-
Î˛˜ËÚÂÎÌÓ ÒËÎÂÌ ‚ËÁÛ‡ÎÂÌ Û‰‡, ÏÌÓ„Ó
ÍÓÌˆÂÌÚË‡Ì‡. Ö‰‚‡ ÒÎÂ‰ ÚÓ‚‡ ÏËÒÎË¯
Á‡ ‡ÁÎË˜ÌËÚÂ ‡ÒÔÂÍÚË Ì‡ ËÒÚÓËflÚ‡,
ÍÛÎÚÛ‡Ú‡ Ë Ú.Ì. àÁÎÓÊ·‡Ú‡ ‚ ä‡ÒÂÎ Â Ò
ÔÓ‚Â˜Â ‚˙Á‰Ûı, ÌÂ ˆÂÎË Ú‡Í˙‚ Û‰‡ ‚
Ó˜ËÚÂ, ‡ ÏÌÓ„Ó ÔÓ-·‡Î‡ÌÒË‡ÌÓ Ë ‡Á-
„˙Ì‡ÚÓ Ò˙ÓÚÌ‡ÒflÌÂ Í˙Ï ÒÎÓÊÌËfl ÍÓÌ-
ÚÂÍÒÚ Ì‡ Å‡ÎÍ‡ÌËÚÂ ‚ ËÒÚÓË˜ÂÒÍË, ÍÛÎ-
ÚÛÂÌ Ë ÔÓÎËÚË˜ÂÒÍË ÔÎ‡Ì. Ä ˆÂÎÚ‡ Ì‡
Ô˙‚‡Ú‡ ËÁÎÓÊ·‡ ‚ É‡ˆ ·Â¯Â ‰‡ ÒÂ
ÔÂ‰ÒÚ‡‚Ë ÛÒÂ˘‡ÌÂÚÓ Á‡ ·‡Á‡. íÓ‚‡
ÓÁÌ‡˜‡‚‡ ‚ Ò‡‚ÌËÚÂÎÌÓ Ï‡ÎÍ‡ Á‡Î‡ ‰‡
ËÏ‡ ÚË ‚Ë‰ÂÓÙËÎÏ‡ ËÎË ‰‚‡ ˆËÍ˙Î‡
ÙÓÚÓ„‡ÙËË. á‚ÛÍ˙Ú ÓÚ ‚Ë‰ÂÓÔÓËÁ‚Â-
‰ÂÌËflÚ‡ ÒÂ ÒÏÂÒ‚‡. èÓÎÛ˜‡‚‡ ÒÂ ÛÒÂ˘‡-
ÌÂ, ˜Â ÒË ÓÚË¯˙Î ‚ Ò˙·ÓÚ‡ Ì‡ ·ËÚ‡Í‡.

Ç ËÁ‚ÂÒÚÂÌ ÒÏËÒ˙Î ÚÂÁË ÔÓÂÍÚË Ò‡
ÏÓ‰‡, ÌËÍÓÈ ÌÂ ÏÓÊÂ ‰‡ ÔÓÌÂÒÂ Ó˘Â
ÏÌÓ„Ó ËÁ˜ÂÔ‡ÚÂÎÌË ËÁÎÓÊ·Ë Ì‡ Ò˙‚Â-
ÏÂÌÌÓ ËÁÍÛÒÚ‚Ó ÓÚ Å‡ÎÍ‡ÌËÚÂ. àÌÚÂÂ-
Ò˙Ú ÒÂ ‰˙ÎÊË Ë Ì‡ Ù‡ÍÚ‡, Í‡ÍÚÓ ÏÌÓ„Ó
ÚÓ˜ÌÓ „Ó ÙÓÏÛÎË‡ äËËÎ è‡¯ÍÓ‚, ˜Â
Å‡ÎÍ‡ÌËÚÂ Ò‡ Ë Á‡ ËÁ‚ÂÒÚÌÓ ‚ÂÏÂ ˘Â
ÔÓ‰˙ÎÊ‡Ú ‰‡ ·˙‰‡Ú Â‰ËÌÒÚ‚ÂÌ‡Ú‡ Ò‚Ó-
·Ó‰Ì‡ ÓÚ Ö‚ÓÔ‡ Â‚ÓÔÂÈÒÍ‡ ˜‡ÒÚ. ä˙-

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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‰ÂÚÓ ‚ÒÂ Ó˘Â Ò‡ ‚˙ÁÏÓÊÌË ıÂ‰ÓÌËÁÏ˙Ú,
ÎËÔÒ‡Ú‡ Ì‡ ÒÚÓ„Ó ÛÒÚ‡ÌÓ‚ÂÌË Ô‡‚ËÎ‡.
ä˙‰ÂÚÓ ÏÓÊÂ¯ ÒÔÓÍÓÈÌÓ ‰‡ ÒÂ Ì‡ÒÎ‡Ê-
‰‡‚‡¯ Ì‡ ‰ÓÏ‡¯Ì‡Ú‡ ‡ÍËfl Ë Ì‡ ‰Û„Ë
ÌÂ˘‡, ÍÓËÚÓ Ò ÌÂËÁ·ÂÊÌÓÚÓ ÛÌËÙËˆË‡-
ÌÂ ÔÓÒÚÂÔÂÌÌÓ ˘Â ËÁ˜ÂÁÌ‡Ú. ÑÓ Í‡Í‚‡
ÒÚÂÔÂÌ ÚÓ‚‡ ˘Â ·˙‰Â ÛÌËÙËÍ‡ˆËfl, Â ‰Û„
‚˙ÔÓÒ. à ‰‡ÎË ÒÎÂ‰ 2007 „., ÍÓ„‡ÚÓ ÌË
ÔËÂÏ‡Ú ‚ Öë, ˘Â ËÁ˜ÂÁÌÂ ÂÚËÍÂÚ˙Ú ·‡Î-
Í‡ÌÒÍÓ. çÓ Ô˙Í ËÒÚËÌ‡ Â, Í‡ÍÚÓ ÓÚ·ÂÎflÁ-
‚‡ å‡Ëfl íÓ‰ÓÓ‚‡ ‚ Ò‚ÓflÚ‡ ÍÌË„‡ Å‡Î-
Í‡ÌË. Å‡ÎÍ‡ÌËÁ˙Ï Ë Í‡ÍÚÓ ÏË ÒÂ Ì‡Î‡„‡
ÌÂÔÂÍ˙ÒÌ‡ÚÓ ‰‡ Ó·flÒÌfl‚‡Ï, ˜Â ‡ÍÓ Á‡
‰Û„ËÚÂ ÒÚ‡ÌË Ì‡ ÔÓÎÛÓÒÚÓ‚‡ ÓÔÂ‰Â-
ÎÂÌËÂÚÓ ·‡ÎÍ‡ÌÒÍË Â ËÏ‡ÎÓ ‚ ‡ÁÎË˜ÌË
ÔÂËÓ‰Ë ÔÓÁËÚË‚ÂÌ ËÎË ÓÚËˆ‡ÚÂÎÂÌ
ÒÏËÒ˙Î, Á‡ Å˙Î„‡Ëfl ÚÓÁË ÔÓ·ÎÂÏ ÌÂ
Ò˙˘ÂÒÚ‚Û‚‡. èÎ‡ÌËÌ‡Ú‡, ‰‡Î‡ ËÏÂÚÓ Ì‡
Â„ËÓÌ‡, Â ÚÛÍ, ÌflÏ‡ Í‡Í ‰‡ ËÁ·fl„‡¯ ÓÚ
ÌÂfl. à ÚÓ‚‡ ‰‡‚‡ ‰Û„Ë ÔÂËÏÛ˘ÂÒÚ‚‡:
ÓÚÌ‡ÒflÏ ÒÂ ÒÔÓÍÓÈÌÓ Í˙Ï Ù‡ÍÚ‡ Ë ÏË Â
ÏÌÓ„Ó ÎÂÒÌÓ ‰‡ Ì‡‚˙Ê‡ ‚ÒË˜ÍË ÓÒÚ‡-
Ì‡ÎË Í˙Ï ·‡ÎÍ‡ÌÒÍËfl ÍÓÌÚÂÍÒÚ, ÌÂÁ‡‚Ë-
ÒËÏÓ ÓÚ ÚÂıÌËÚÂ ÊÂÎ‡ÌËfl. á‡„Î‡‚ËÂÚÓ
Ì‡ ÏÓfl ÔÓÂÍÚ ‚ ä‡ÒÂÎ ‚ÍÎ˛˜‚‡¯Â Ë ‚
‡Ì„ÎËÈÒÍËfl ÏÛ ‚‡Ë‡ÌÚ Â‰Ì‡ ÌÂÏÒÍ‡
‰ÛÏ‡, ÍÓflÚÓ ÌÂ ÏÓÊÂ ‰‡ ÒÂ ÔÂ‚Â‰Â ÚÓ˜-
ÌÓ – Schadenfreude. éÁÌ‡˜‡‚‡ ÁÎÓ‡‰Ò-
Ú‚Ó, ÌÓ Ë ÌÂ˘Ó ÔÓ‚Â˜Â – Û‰Ó‚ÓÎÒÚ‚ËÂ,

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 I
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: I 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 I was
playing with all of that and abusing the
fact that the other artists were not there.
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ÍÓÂÚÓ ËÁÔËÚ‚‡¯ ÓÚ ÌÂ˘‡ÒÚËÂÚÓ Ì‡ Ú‚Ófl
ÔËflÚÂÎ ËÎË Ò˙ÒÂ‰. ÄÍÚÛ‡ÎÌÓ Á‡ Å‡ÎÍ‡-
ÌËÚÂ. Ç ä‡ÒÂÎ Ë„‡Âı Ò ‚ÒË˜ÍÓ ÚÓ‚‡,
‚˙ÁÔÓÎÁ‚‡ı ÒÂ ÓÚ Ù‡ÍÚ‡, ˜Â ‰Û„ËÚÂ ıÛ-
‰ÓÊÌËˆË „Ë ÌflÏ‡¯Â. à‚‡Ì åÛ‰Ó‚, ÏÎ‡‰
·˙Î„‡ÒÍË ‡‚ÚÓ, ÒÂ ÔÂ‰ÒÚ‡‚fl¯Â Ò ‚Ë-
‰ÂÓÙËÎÏ Ö‰ËÌ ˜‡Ò ÔÂ‰ËÏÒÚ‚Ó, ‚ ÍÓÈÚÓ
ÚÓÈ Ó·ËÍ‡Îfl Ò ÍÓÎ‡Ú‡ ÒË ‚ ÔÓ‰˙ÎÊÂÌËÂ
Ì‡ 1 ˜‡Ò ÓÍÓÎÓ Ô‡ÏÂÚÌËÍ‡ Ì‡ ãÂ‚ÒÍË,
‚˙ÁÔÓÎÁ‚‡ÈÍË ÒÂ ÓÚ Ô‡‚ÓÚÓ ÒË Ì‡ ÔÂ-
‰ËÏÒÚ‚Ó. ë‚˙Á‡ı ÌÂ„Ó‚‡Ú‡ ‡·ÓÚ‡ Ò
‚Ë‰ÂÓÔÓËÁ‚Â‰ÂÌËÂÚÓ Ì‡ ı˙‚‡ÚÍ‡Ú‡
ë‡Ì‰‡ ëÚÂÎÂ: ‚˙Á‡ÒÚÌ‡ ÊÂÌ‡ – Ò‡-
Ï‡Ú‡ ÔÂÓ·ÎÂ˜ÂÌ‡ ıÛ‰ÓÊÌË˜Í‡, Ó·ËÍ‡-
Îfl ÓÍÓÎÓ ‚ÂÍÓ‚ÌÓ ‰˙‚Ó ‚ ˆÂÌÚ˙‡ Ì‡
ÁÂÎÂÌ‡ ÔÓÎflÌÍ‡. äÓÏÂÌÚ‡ Á‡ ÌÂ‚˙Á-
ÏÓÊÌÓÒÚÚ‡ ‰‡ ËÁ·fl„‡¯ ÓÚ Ú‡‰ËˆËflÚ‡,
Á‡ ÒËÎ‡Ú‡ Ì‡ ÙÓÎÍÎÓÌ‡Ú‡ ÍÛÎÚÛ‡, ÍÓfl-
ÚÓ ÒÂ ‰‚ËÊË ‚ ˆËÍÎË. 

éÔËÚ‚‡ı ÒÂ ÌÂ ÚÓÎÍÓ‚‡ ‰‡ ‰ÂÍÓÌÒÚÛË-
‡Ï ÍÎË¯ÂÚ‡Ú‡ ‚ Ò˙ÁÌ‡ÌËÂÚÓ Ì‡ ÔÓÒÂÚË-
ÚÂÎËÚÂ, ‡ ÔÓ-ÒÍÓÓ ‰‡ ‰‡Ï ÌÂ˘Ó ‰ÓÔ˙Î-
ÌËÚÂÎÌÓ. Ñ‡ ËÏ Í‡Ê‡, ˜Â ÚÂÁË ÔÓËÁ‚Â-
‰ÂÌËfl ÌÂ Ò‡ ÔÓÒÚÓ ÂÒÚÂÚË˜ÂÒÍ‡ ÔÓ‚˙-
ıÌÓÒÚ, Á‡‰ Úflı Â ‚˙ÁÏÓÊÌÓ ‰‡ ·˙‰‡Ú ‚Ë- 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. I
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.

I 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. I
was interpreting the show as a vehicle of
knowledge.  

L.D.: Your personal professional geogra-
phy is quite rich; you have made shows

ëÚÓÎÓ‚Â Ë ÒËÏ‚ÓÎË. èÓÂÍÚ Á‡ ÏËÌ‡ Ò˙‚ÏÂÒÚÌ‡
Ë‰ÂÌÚËÙËÍ‡ˆËfl, 1995/2001. 11 ‰Ë„ËÚ‡ÎÌË „‡ÙËÍË.
àÌÒÚ‡Î‡ˆËfl: ◊ä˙‚ Ë ÏÂ‰. Å˙‰Â˘ÂÚÓ Â Ì‡ Å‡ÎÍ‡ÌËÚÂ“,
äÓÎÂÍˆËfl ◊ÖÒÒÎ“, äÎÓÒÚÂÌÓÈ·Û„/ÇËÂÌ‡, Ä‚ÒÚËfl,
Ï‡È – ÒÂÔÚÂÏ‚Ë 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

çÂÓ-ÉÓÎ„ÓÚ‡, 1994. àÌÒÚ‡Î‡ˆËfl: ◊Ç Ú˙ÒÂÌÂ Ì‡
Å‡ÎÍ‡ÌËfl“, çÓ‚‡ „‡ÎÂËfl – åÛÁÂÈ âÓ‡ÌÂÛÏ, É‡ˆ,
Ä‚ÒÚËfl, ÓÍÚÓÏ‚Ë – ‰ÂÍÂÏ‚Ë 2002
Neo-Golgotha, 1994. Installation view: In Search of
Balkania, Neue Galerie am Landesmuseum Joanneum,
Graz, Austria, October – December 2002 
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‰ÂÌË ÏÌÓ„Ó Ë ÒÎÓÊÌË ÌÂ˘‡. àÌÚÂÔÂ-
ÚË‡ı ËÁÎÓÊ·‡Ú‡ Í‡ÚÓ ËÌÒÚÛÏÂÌÚ Á‡
ÔÓÁÌ‡ÌËÂ.

ã.Ñ.: ãË˜Ì‡Ú‡ ÚË „ÂÓ„‡ÙËfl Â ‰ÓÒÚ‡ ·Ó-
„‡Ú‡, Ô‡‚ËÎ ÒË ËÁÎÓÊ·Ë Í˙‰Â ÎË ÌÂ – ÓÚ
ë‡Ó è‡ÛÎÓ ‰Ó ç˛ âÓÍ, àÒÚ‡Ì·ÛÎ,
ä‚‡Ì„‰ÊÛ Ë ëÚÓÍıÓÎÏ. á‡ÌËÏ‡‚‡ ÎË ÚÂ
Ó˘Â ‡Á¯Ëfl‚‡ÌÂÚÓ Ì‡ „‡ÌËˆËÚÂ?

ã.Å.: çÂ ÏÓ„‡ ‰‡ Í‡Ê‡, ˜Â ÙËÁË˜ÂÒÍËÚÂ
„‡ÌËˆË Ò‡ ÒÂ ‡Á¯ËËÎË, Ï‡ÎÍÓ Â
ÚÛ‰ÌÓ, ÔÓ‡‰Ë Ó·ÒÚÓflÚÂÎÒÚ‚ÓÚÓ, ˜Â
ÁÂÏÌÓÚÓ Í˙Î·Ó Â Ú‡ÍÓ‚‡, Í‡Í‚ÓÚÓ Â. çÓ
Á‡ ÒÏÂÚÍ‡ Ì‡ ÚÓ‚‡ ÒÂ ‚˙‚Ë ‚ ‰˙Î·Ó˜Ë-
Ì‡. èÂÁ flÌÛ‡Ë ‚ ÅÓÎÓÌfl ËÏ‡ Ô‡Ì‡Ë
Ì‡ „‡ÎÂËË, ÍÓÏÂÒË‡ÎÌÓ ÏÂÓÔËflÚËÂ,
ÍÓÂÚÓ ËÒÍ‡ ‰‡ ÔÓÙËÎË‡ ıÛ‰ÓÊÌËˆË ÓÚ
û„ÓËÁÚÓ˜Ì‡ Ö‚ÓÔ‡. èÓ ÔÂÔÓ˙Í‡ Ì‡
ï‡‡Î‰ áÂÂÏ‡Ì ÏÂ Í‡ÌflÚ Á‡ ËÌ‰Ë‚Ë‰Û-
‡ÎÌÓ ÔÂ‰ÒÚ‡‚flÌÂ. 

ã.Ñ.: ç‡Î‡„‡ ÎË ÒÂ ‰‡ Ô‡‚Ë¯ ÍÓÏÔÓ-
ÏËÒ Í‡ÚÓ ıÛ‰ÓÊÌËÍ?

ã.Å.: ÅËı „Ó Ì‡Ô‡‚ËÎ. Ç ÍÓÏÂÒË‡ÎÂÌ
ÔÎ‡Ì Ò˙Ï ÔÓ˜ÚË 90% ÌÂÛÒÔÂ¯ÂÌ. ä‡Á‡ÌÓ
‰Û„Ófl˜Â, ‡Á ÔÓ‰‡‚‡Ï ‚ÒË˜ÍÓ, ÔÓ·ÎÂ-
Ï˙Ú Â, ˜Â ÔÓ˜ÚË ÌËÍÓÈ ÌÂ „Ó ÍÛÔÛ‚‡. Ç
Å˙Î„‡Ëfl Ò˙‚ÒÂÏ ÌËÍÓÈ, ÌÓ Ë Ì‡‚˙Ì ‡-
·ÓÚËÚÂ ÏË ÚÛ‰ÌÓ ÒÂ ÍÛÔÛ‚‡Ú. íÓ‚‡ ÒÂ
‰˙ÎÊË Ì‡ Ò‡ÏËÚÂ Úflı, ‡ ÏÓÊÂ ·Ë Ë Ì‡
ÏÓÂÚÓ ÌÂÛÏÂÌËÂ ‰‡ ÒÂ ÒÔ‡‚flÏ Ò ÍÓÌ-
ÚÂÍÒÚ‡. äÓÏÂÒË‡ÎÌ‡Ú‡ Â‡ÎËÁ‡ˆËfl ‚
ëÄô Ë á‡Ô‡‰Ì‡ Ö‚ÓÔ‡ Á‡‚ËÒË ÓÚ ‚˙Á-
ÍËÚÂ Ò˙Ò ÒËÎÌË „‡ÎÂËË. ÄÁ ‡·ÓÚfl Ò „‡-
ÎÂËË, ÌÓ Í‡ÚÓ ˜Â ÎË ‰ÓÒÂ„‡ ÌÂ Ò˙Ï Ì‡-
ÏÂËÎ ÓÌ‡ÁË, ÍÓflÚÓ ‰‡ ÏÓÊÂ ‰‡ ÔÓ‰‡-
‚‡ ÏÓËÚÂ ‡·ÓÚË. Ä ˘Ó ÒÂ ÓÚÌ‡Òfl ‰Ó
ÍÓÏÔÓÏËÒ‡, ‡ÍÓ ÁÌ‡Âı Í‡Í ‰‡ „Ó Ì‡Ô‡-
‚fl, Á‡ ‰‡ ÔÓ‰‡Ï ÔÓÌÂ ˜‡ÒÚ ÓÚ ‡·ÓÚËÚÂ
ÒË, ·Ëı „Ó Ì‡Ô‡‚ËÎ. Ç ÚÓÁË ÒÏËÒ˙Î ÌÂ
ÏË ÒÂ Ì‡Î‡„‡ ‰‡ Ô‡‚fl ÍÓÏÔÓÏËÒË.
íÓ‚‡, ÍÓÂÚÓ ÏË ÒÂ Ì‡Î‡„‡ ‰‡ Ì‡Ô‡‚fl ‚
ÏÓÏÂÌÚ‡, Â ‰‡ ËÁ·Â‡ ÓÌÂÁË ÓÚ ÏÓËÚÂ
‡·ÓÚË, ÍÓËÚÓ ËÏ‡Ú ÔÓ-„ÓÎflÏ ¯‡ÌÒ ‰‡ ÒÂ
ÔÓ‰‡‰‡Ú. ä‡ÚÓ ÒÂ Á‡ÏËÒÎfl, ‚Ë‰ÂÓÙËÎ-
Ï˜ÂÚÓ Á‡ ëÚÂÙ‡Ì Ë ÌÂ„Ó‚ËÚÂ ÁÂÚ¸Ó‚Â,
·ËÎ·Ó‰˙Ú Ë ‰Ë„ËÚ‡ÎÌËflÚ ÓÚÔÂ˜‡Ú˙Í
ÔÂ‰ÒÚ‡‚flÚ Â‰Ì‡ ‰Û„‡ Â‡ÎÌÓÒÚ Á‡ Á‡-
Ô‡‰ÌÓÚÓ ÓÍÓ, ÌÓ ÔÓ ÏÌÓ„Ó ÔÓÁËÚË‚ÂÌ Ë
ÔË‚ÎÂÍ‡ÚÂÎÂÌ Ì‡˜ËÌ. í‡Í‡ ˜Â, ‡ÍÓ ÏËÒ-
Îfl Á‡ ÔÓ‰‡‚‡ÌÂÚÓ Ò‡ÏÓ ÔÓ ÒÂ·Â ÒË, ‚Â-
ÓflÚÌÓ ·Ë Úfl·‚‡ÎÓ ‰‡ ÔÂ‰ÎÓÊ‡ ëÚÂ-

allover – from Sao Paulo to New York,
Istanbul, Gwangju and Stockholm. Are
you still interested in widening the limits?

L.B.: I would not say that the physical
limits are widening. It’s a bit difficult for
the globe is what it is. But I think I 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.: I would. I am nearly 90 % unsuc-
cessful in market terms. In other words, 
I 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. I do work with
some galleries but it seems that until
now I have not found the gallery that
would be able to sell my works. As far
as comprising, if I knew how to do it in
order to sell at least some of my works, 
I would do it. In this sense do not have
to compromise. What I 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 I have to think
about selling as such, I should probably
take Stefan and company. However, at
this point I do not want to part with these
works, I 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. 
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Ù‡Ì Ë ÍÓÏÔ‡ÌËfl. çÓ Á‡ÒÂ„‡ ÌÂ ÏË ÒÂ
ËÒÍ‡ ‰‡ ÒÂ ‡Á‰ÂÎflÏ Ò Úflı, ËÒÍ‡ ÏË ÒÂ
‰‡ ÔÓÒÚÓflÚ Ó˘Â Ï‡ÎÍÓ ‚ Å˙Î„‡Ëfl.

ã.Ñ.: í‚ÓÈ ÔÓÂÍÚ ÓÚ 2000 „. É‡ÒÚÄêí-
·‡ÈÚÂ, Â ÁÌ‡ÍÓ‚ Á‡ ·ËÚËÂÚÓ Ì‡ ‰ÌÂ¯-
ÌËfl ËÁÚÓ˜ÌÓÂ‚ÓÔÂÈÒÍË ıÛ‰ÓÊÌËÍ ‚
ÓÔËÚ‡ ÏÛ ‰‡ Ò˙‚ÏÂÒÚË Ó‰ÌËÚÂ Â‡ÎËË
Ò˙Ò Á‡Ô‡‰ÌËfl ÍÓÌÚÂÍÒÚ.

ã.Å.: èÓÂÍÚ˙Ú ÒÂ ÓÒÌÓ‚‡‚‡¯Â Ì‡ Á‡Ô‡-
ÁÂÌ‡ ÓÚ ÏÂÌ ‰ÓÍÛÏÂÌÚ‡ˆËfl ÍÓÎÍÓ Ô‡Ë
Ò‡ ÔÓÚÓ¯ÂÌË Á‡ Í‡ËÂ‡Ú‡ ÏË, Í‡ÚÓ
ËÁÍÎ˛˜‚‡Ï ÔÓ‰‡Ê·ËÚÂ Ì‡ ÔÓËÁ‚Â‰Â-
ÌËflÚ‡ – Ò‡ÏÓ Ô‡Ë, ËÁı‡˜ÂÌË Á‡ ıÓÚÂ-
ÎË, Ú‡ÌÒÔÓÚ, ÔÓËÁ‚Ó‰ÒÚ‚ÂÌË ‡ÁıÓ-
‰Ë, ÍÓËÚÓ ÌÂ ‚ËÊ‰‡Ï. ÄÁ ‚ËÊ‰‡Ï Ò‡ÏÓ
‰ÌÂ‚ÌËÚÂ, ÍÓËÚÓ Ò‡ Ï‡ÎÍÓ Ë Í‡ÚÓ Ô‡‚Ë-
ÎÓ ÒÂ ı‡˜‡Ú Ì‡ ÏflÒÚÓ, ‡ ÌÂ ‚ ëÓÙËfl. í‡
ÚÓÁË ÔÓÂÍÚ ‚ËÁË‡¯Â Â‰ËÌ ÔÓ·ÎÂÏ ÓÚ
ÊË‚ÓÚ‡ Ì‡ Ò˙‚ÂÏÂÌÌËfl ıÛ‰ÓÊÌËÍ. ç‡
Ô‡ÍÚËÍ‡ ÓÚ 1991 („Ó‰ËÌ‡Ú‡, ÍÓflÚÓ ÓÔÂ-
‰ÂÎflÏ Í‡ÚÓ Ì‡˜‡ÎÓ Ì‡ ÔÓÙÂÒËÓÌ‡ÎÌ‡-
Ú‡ ÏË Í‡ËÂ‡) Á‡ Ô˙‚ Ô˙Ú ËÏ‡ı ‰ÓıÓ-
‰Ë ‚ Å˙Î„‡Ëfl – ÒÚËÔÂÌ‰ËflÚ‡ ÓÚ ÇËÁÛ‡Î-
ÌËfl ÒÂÏËÌ‡. é·ËÍÌÓ‚ÂÌÓ Á‡ Ú‡Í‡‚‡
ÒÚËÔÂÌ‰Ëfl ˜Ó‚ÂÍ ÏÓÊÂ ‰‡ Í‡Ì‰Ë‰‡ÚÒÚ‚‡
‚ ÌflÍÓË ‰Û„Ë ˜‡ÒÚË Ì‡ Ò‚ÂÚ‡. í‡Í‡ ˜Â
ÒËÚÛ‡ˆËflÚ‡ Ì‡ „‡ÒÚÄêí·‡ÈÚÂ‡ ÔÓ‰˙Î-
Ê‡‚‡. åÂÊ‰Û ‰Û„ÓÚÓ, ÚÓ‚‡ Â Â‰Ì‡ ÓÚ
Ì‡È-ÔÓÍ‡Á‚‡ÌËÚÂ ÏË ‡·ÓÚË ÔÂÁ ÔÓÒ-
ÎÂ‰ÌËÚÂ 2-3 „Ó‰ËÌË. 

ã.Ñ.: ä‡Í ÛÒÂ˘‡¯ „‡ÌËˆËÚÂ ÏÂÊ‰Û ÚÂ·
Ë Á‡Ô‡‰Ì‡Ú‡ ÔÛ·ÎËÍ‡?

ã.Å.: ÇÒÂ ÔÓ-Ï‡ÎÍÓ ÒÂ ÛÒÂ˘‡Ú. ë ÚÂ˜Â-
ÌËÂ Ì‡ ‚ÂÏÂÚÓ „ÓÎÂÏËÚÂ ‡ÁÎËÍË ËÁ-
˜ÂÁ‚‡Ú, ÓÒÚ‡‚‡Ú ÔÓÓ‰ÂÌËÚÂ ÓÚ Ì‡Ó-
‰ÓÔÒËıÓÎÓ„ËflÚ‡, ÍÓÎÍÓÚÓ Ë ÌÂÚÓ˜ÌÓ ‰‡ Â
ÔÓÌflÚËÂÚÓ. ëËÚÛ‡ˆËflÚ‡ Ì‡ Â‰ËÌ ¯‚ÂÈ-
ˆ‡ÒÍË ıÛ‰ÓÊÌËÍ, ‰Ó¯˙Î ÚÛÍ Á‡ ËÁÎÓÊ-
·‡, Ë Ì‡ Â‰ËÌ ·˙Î„‡ÒÍË ıÛ‰ÓÊÌËÍ, ÍÓÈ-
ÚÓ ÒÂ ÔÂ‰ÒÚ‡‚fl ‚ ä‡ÒÂÎ, Â Â‰Ì‡Í‚‡ –
Ò˙˘ÓÚÓ ÌË‚Ó Ì‡ ‡Á·Ë‡ÌÂ Ë ÌÂ‡Á·Ë-
‡ÌÂ. ê‡ÁÎËÍËÚÂ ËÁ˜ÂÁ‚‡Ú, Á‡˘ÓÚÓ ËÌ-
ÚÂÂÒËÚÂ Ì‡ ıÛ‰ÓÊÌËˆËÚÂ ‚ àÁÚÓ˜Ì‡ Ö‚-
ÓÔ‡ ‚Â˜Â ÌÂ Ò‡ ÙÓÍÛÒË‡ÌË Ò‡ÏÓ ‚ ÏË-
Ì‡ÎÓÚÓ ÔÂ‰Ë 1989. èÂÒÚ‡Ì‡ıÏÂ ‰‡ ÒÂ
ÓÔÎ‡Í‚‡ÏÂ, ‡ ÒÂ ÍÓÌˆÂÌÚË‡ıÏÂ ‚˙ıÛ
ÍÓÌÍÂÚÌË ÌÂ˘‡. 

L.B.: This work is based on the docu-
mentation I 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 I do not
see as physical money. I 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 I have had in Bulgaria
ever since 1991 (the year I 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.: I 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.  

ëÓÙËfl, ÌÓÂÏ‚Ë / Sofia, November 2003





ÉÇÉ, 2003. ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì (Ë ÁÂÚ¸Ó‚Â). èÓ‰„ÓÚ‚ËÚÂÎÌ‡ ËÒÛÌÍ‡
HCV, 2003. The Brigade of Stefan (and sons-in-law). Preparatory drawing

ÉÇÉ, 2003. ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì (Ë ÁÂÚ¸Ó‚Â). 
é·‡Á Á‡ ·ËÎ·Ó‰
HCV, 2003. The Brigade of Stefan (and sons-in-law).
Image for a billboard

ÉÇÉ, 2003. ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì (Ë ÁÂÚ¸Ó‚Â). ÅËÎ·Ó‰ Ì‡ Ù‡Ò‡‰‡Ú‡ Ì‡ çïÉ 
(·Ë‚¯Ëfl ñ‡ÒÍË ‰‚ÓÂˆ), ëÓÙËfl, ÓÍÚÓÏ‚Ë 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  

ÉÇÉ, 2003. ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì (Ë ÁÂÚ¸Ó‚Â). ÑÂÚ‡ÈÎË
HCV, 2003. The Brigade of Stefan (and sons-in-law). Details  





ÉÇÉ, 2003. è‡ÌÂ ‚ ÒÓÙËÈÒÍË Á‡‰ÂÌ ‰‚Ó
HCV, 2003. Laundry in a Sofia backyard

ÉÇÉ, 2003. àÁ„ÎÂ‰ ÓÚ ÛÎ. ◊É‡Ù à„Ì‡ÚËÂ‚“ ÔÂ‰Ë ÔÎ. ◊ëÎ‡‚ÂÈÍÓ‚“ (˛ÊÌ‡ ÒÚ‡Ì‡)
HCV, 2003. View of Graf Ignatiev St. before Slaveikov Sq. (south side)

ÉÇÉ, 2003. ÑÂÚ‡ÈÎË. ê‡·ÓÚÌËflÚ ◊ÓÙËÒ“ Ì‡ ÏÓfl Ï‡ıÎÂÌÒÍË ÍÎ˛˜‡ Ò „‚‡‰ÂÈˆË
HCV, 2003. Details. My neighbourhood key maker’s “office” of operations with Guards of Honor

ÉÇÉ, 2003. éÚÍË‚‡ÌÂ Ì‡ ËÁÎÓÊ·‡Ú‡ ‚ ÄíÄ ˆÂÌÚ˙ / àëà, ëÓÙËfl, 
15 ÓÍÚÓÏ‚Ë 2003
‡/ ã˛·ÂÌ ÑËÎÓ‚-ÒËÌ – Í‡Ì‰Ë‰‡Ú-ÍÏÂÚ, ëÚÂÙ‡Ì, ‚ÌÛ˜Í‡Ú‡ Ì‡ ëÚÂÙ‡Ì 
Ë ıÛ‰ÓÊÌËÍ˙Ú
·/ å‡„‡ËÚ‡ ÅÓfl‰ÊËÂ‚‡
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 Boyadjieva
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ÉÇÉ, 2003. àÌÒÚ‡Î‡ˆËfl: 
ÄíÄ ˆÂÌÚ˙ / àëà, ëÓÙËfl,
ÓÍÚÓÏ‚Ë – ÌÓÂÏ‚Ë 2003 
HCV, 2003. Installation views:
ATA Center / ICA, Sofia,
October – November 2003

ÉÇÉ, 2003. ëÛÔÂ! ëÛÔÂ!
(ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì). ÇË‰ÂÓ
(ËÌÒÚ‡Î‡ˆËfl Ë Í‡‰Ë), 
4:30 ÏËÌ. 
ÄíÄ ˆÂÌÚ˙ / àëà, ëÓÙËfl, 
ÓÍÚÓÏ‚Ë – ÌÓÂÏ‚Ë 2003
HCV, 2003. Super! Super! (The
Brigade of Stefan). Video,
(installation and stills), 
4:30 min. ATA Center / ICA,
Sofia, October – November
2003
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ÉÇÉ, 2003. ÑÂÚ‡ÈÎË. àÁÒÎÂ‰‚‡ÌÂ Ì‡ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ: ÓÁÔÓÎ‡„‡ÌÂ Ì‡ ÍÓÔÓ‡ÚË‚ÌË ÎÓ„Ó ‚ 
ˆÂÌÚ‡ÎÌ‡Ú‡ „‡‰ÒÍ‡ ˜‡ÒÚ Ë Ì‡ ÍÓÔÓ‡ÚË‚ÌË ÍÎÓÌÓ‚Â ‚ ÔÓÍ‡ÈÌËÌËÚÂ Ì‡ „‡‰‡
HCV, 2003. Details. Space studies: distribution of corporate logos in the central city space 
and of corporate outlets in the outskirts of the city

ÉÇÉ, 2003. ÑÂÚ‡ÈÎË. ÜË‚ÓÚ ‚ ÒflÌÍ‡Ú‡ Ì‡ ÏÓÌÛÏÂÌÚËÚÂ ËÎË Í‡Í ‰‡ ËÁÔÓÎÁ‚‡ÏÂ 
◊Ô‡ÁÌËÚÂ“ Û‰ËÏÂÌÚË ÓÚ ÏËÌ‡ÎÓÚÓ, Á‡ ÍÓËÚÓ ÌËÍÓÈ ÌÂ ËÒÍ‡ ‰‡ ÏËÒÎË 

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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ÉÇÉ, 2003. ÑÂÚ‡ÈÎË. ÉÓÂ˘‡ ÎËÌËfl Á‡ ‚ËÁÛ‡ÎÌË
ÌÂÂ‰ÌÓÒÚË (ÇËÊ‰‡ÚÂ ÎË ëÓÙËfl?). á‡fl‚fl‚‡ÌÂ 
Ë ÓÚ„Ó‚ÓË Ì‡ ÂÎÂÍÚÓÌÌ‡ ÔÓ˘‡ 
<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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ÉÇÉ, 2003. ÑÂÚ‡ÈÎË. êÂ‰Ë-ÏÂÈ‰ ‚ËÁÛ‡ÎÌ‡ ÌÂÂ‰ÌÓÒÚ. ÅËÎ·Ó‰Ó‚Â ÓÚ
ÂÍÎ‡ÏÌ‡Ú‡ Í‡ÏÔ‡ÌËfl Ì‡ ·˙Î„‡ÒÍ‡Ú‡ ‚Ó‰Í‡ X-taz, ëÓÙËfl, Ï‡Ú 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… I would surely have an
accident while I am leering and then they 
are going to have to take me to Philips and
patch me up)



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.

ÉÇÉ, 2003. ÑÂÚ‡ÈÎË. ÄÌ‡ÎËÁ Ì‡ ÂÍÎ‡ÏÌ‡Ú‡ ÒÂ‰‡ 
HCV, 2003. Details. Analysis of the advertisement environment 
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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. 

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.





ÉÇÉ, 2003. ÑÂÚ‡ÈÎË. 
Ç Ï‡ı‡ÎËÚÂ ÚflÎÓÚÓ Ì‡ ˜Ó‚ÂÍ‡
·ÛÍ‚‡ÎÌÓ ÒÂ ◊‚Ú˙Í‚‡“ ‚˙‚
‚ËÁÛ‡ÎÌ‡Ú‡ ÒÂ‰‡.
å‡ıÎÂÌÒÍÓÚÓ ÎÓ„Ó ‰ÓÏËÌË‡
ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ ÓÍÓÎÓ ˜Ó‚ÂÍ‡
‚ ‰Ë‡ÏÂÚ˙ ÓÚ 20-50 Ï, Í‡ÚÓ,
ÔÓ‰Ó·ÌÓ Ì‡ ÛÎË˜ÂÌ ÔÂÒ, „Ó
◊ÔÂÔËÍ‡‚‡“ ‚ËÁÛ‡ÎÌÓ
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 





ÉÇÉ, 2003. ÑÂÚ‡ÈÎË. ÇÒÂÍË ÏÓÊÂ ‰‡ Á‡Í‡˜Ë ‚ÒË˜ÍÓ ‚ ëÓÙËfl, ÒÚË„‡ ‰‡ ÔÎ‡ÚË Ì‡ ÒÓ·ÒÚ‚ÂÌËÍ‡ Ì‡
Ù‡Ò‡‰‡Ú‡. çÂÍÓÎÓÁË Í‡ÚÓ ·ËÎ·Ó‰Ó‚Â Ì‡ Ù‡Ò‡‰‡Ú‡ Ì‡ è‡Î‡ÏÂÌÚ‡, ·Ë‚¯ è‡ÚËÂÌ ‰ÓÏ
HCV, 2003. Details. Anybody can hang anything in Sofia, as long as you can pay the owner of the facade.
Obituaries as billboards on the facade of the Parliament Office building, former headquarters of the
Central Committee of Bulgarian Communist Party
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LUCHEZAR BOYADJIEV

1957 Born: October 12th in Sofia, Bulgaria 
1975/80 National Art Academy, Sofia
1992 Works in Kunsthaus-Horn with a grant 

from KulturKontakt – Wien, Austria
1993 Works in New York with a grant from The 

Getty Grant Program, CA, USA
1996 Works in Wachtberg/Gars-am-Kamp, 

Austria with a grant from KulturKontakt
1997 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

2003 Resident Fellow / Visual Seminar, Center 
for Advanced Studies and Institute of 
Contemporary Art, Sofia

2004 Artist in Residence, Couvent des 
Recollets-Paris, Mairie de Paris, Paris, 
France *

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/Out…, Center for Advanced Studies, Sofia

2001 
E-Face 2000 /web version/ 
www.halle-fuer-kunst.de/luchezar/
www.halle-fuer-kunst.de/web/. Halle_für_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/Out…, 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 

1997
I love Jesus – Souvenir Shop, former Bulgarian
Embassy, Cetinje, Montenegro, YU (curator Iara
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
Straßenfeger / 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, Italy; 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-Import, Sofia Art Gallery, Sofia 
(curator Maria Vassileva) (C)
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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
Mıcsarnok/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 Iara Boubnova,
Nuria Enguita Mayo, Stéphanie Moisdon Trembley) (C)
Reconstructions, 4th International Biennial, Cetinje,
Montenegro, YU (curators Iara 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 – Iara Boubnova) (C)
Micro-Festival of Digital Culture and Debate, Sofia
(curator Iliyana Nedkova) 
Graphica Creativa’02, Jyvaeskylae Art
Museum/Jyvaeskylae Centre for Printmaking, Jyvaeskylae,
Finland (C)
The Collective Unconsciousness, MIGROS Museum für
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, Italy
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 Iara 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 / Théâtre 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 Ivan Moudov, Sofia
(curator Dessislava Dimova)
After the Wall, Museum of Contemporary Art – Ludwig
Museum, Budapest; Hamburger Bahnhof, Berlin
Négociations, CRAC-Séte, 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 l’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)



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

(curator Silvia Eiblmayr) 
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, Iliyana Nedkova) (C)
Revolting, Temporary Media Lab, Manchester, UK 
(curator Micz Flor)
Bulgariaavantgarde. Kraeftemessen II,
Kuenstlerwerkstatt Lothringerstrasse, Munich, Germany
(curator Iara Boubnova, concept Haralampi G.
Oroschakoff) (C)É‡ÒÚÄêí·‡ÈÚÂ, 2000. ÑË„ËÚ‡ÎÌ‡ „‡ÙËÍ‡, 210 ı 510 ÒÏ

GastARTbeiter, 2000. Digital print, 210 x 510 cm



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, Iara 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 Iara 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 Iara 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 Iara Boubnova) (C)
Eastern Europe: Spatia Nova, 4th International Biennial,
St. Petersburg, Russia (curator Iara 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)
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1995
Orient/ation, 4th International Biennial, Istanbul, Turkey
(curator Rene Block) (C)
Beyond the Borders, 1st International Biennial, 
Kwangju, 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 Iara 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 
Iara Boubnova, Nelson Aguilar) (C) 
Instability – Progress, French Institute, Sofia (curator 
Iara 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 Iara 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 Iara Boubnova) (C)
The Nail, 6 Shipka Str. Gallery, Sofia

1993
Works on Paper, Ata-Ray Gallery, Sofia (curator 
Iara 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 Iara 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

1991
Happy-krai (end), Club of the (eternally) Young Artist, 
6 Shipka St. Gallery, Sofia 
Negative Territories, Gallery Art in Action, Sofia 
(curator O. Dvorianov)
Kaimak (cream) – art, ten art critics’ selection of young
artists, 6 Shipka St. Gallery, Sofia
Illusions, 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-Skopje) 
VideoJune. Videoscreening 03, ZERO Arte
Contemporanea Gallery, Piacenza, Italy 
(Bulgarian video works, together with Iara
Boubnova)

1999
Station Sofia. Translocations. (new) media/art, 
Generali Foundation, Vienna (with Iara 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)
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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,
Ludwig Museum, Budapest
Round table for Konverzacija (A Short-Notice Show),
MCA, Belgrade
Lecture at Mesto Gallery (in connection to – 
Small Talk at MCA, Skopje), Skopje
Capital & Gender, Museum of the City of Skopje, 
Skopje

2000 
Reconstruction & Renaissance, 4th Biennial 
Pre-meeting, Cetinje, Montenegro, YU 
Understanding the Balkans, Contemporary Art Center-
Skopje, Ochrid, Macedonia 
Art Exchanges in South-East Europe, Contemporary Art
center Thessalonica / Apollonia / ArtBox, Thessalonica,
Greece 
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,
Bulgaria

1998
Permanent Instability, National Gallery of Art, 
Tirana, Albania
1. Symposium zur Kunst und Kunstvermittlung in 
Mittel- und Osteuropa, ifa-Stuttgart, Stuttgart, Germany 
The Art Critic during the last decade, AICA-Macedonia,
Strumica, Macedonia
Border Economies, Shedhalle, Zurich, Switzerland
Junction Skopje, V2_East Syndicate, SCCA – MCA
Skopje, Macedonia
Exploding Media, Salford University, Manchester, UK
(ISEA’98)

1997 
Is There Anything between “Here” and “There” in

Contemporary Art?, International Conference, Plovdiv,
Bulgaria
Erato’s Version. Is It Time Now for Female Art in
Bulgaria?, theoretical conference, Sofia
LEAF’97 (Liverpool Electronic Arts Festival), FACT,
Liverpool, UK

1995
Contending Forces – Eastern Positions in the Western
World, Kunstverein Muenchen, Munich, Germany

1994
The Museum for Contemporary Art – Between East and
West, Kunst-und Ausstellungshalle der Bundesrepublik
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,
Sofia

Teaching:

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 Künste München,
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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1995/6
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

Awards:

1998
Grand Prix, Onufri’98. Permanent Instability, National Art
Gallery, Tirana, Albania

Member:
Institute of Contemporary Art, Sofia (founding member)

* forthcoming exhibitions and projects
(C) catalogue published
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ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚: ÑÓÍÓÎÍÓÚÓ ‡Á ËÏ‡Ï ÔÓ„ÎÂ‰, ÒÓˆËÓÎÓ„ËflÚ‡ Â Ì‡ÛÍ‡, ÍÓflÚÓ
ÒÂ Á‡ÌËÏ‡‚‡ Ò ÓÌÂÁË Á‡ÍÓÌÓÏeÌÓÒÚË Ì‡ ÒÓˆË‡ÎÌËfl Ò‚flÚ, ÍÓËÚÓ Ò‡ ÌÂ‚Ë‰ËÏË Á‡
Ò‡ÏËÚÂ Û˜‡ÒÚÌËˆË ‚ ÌÂ„Ó, Ú.Â. Úfl ‚ Ò‚ÓflÚ‡ ÁÓ‡ ÒÂ Â Á‡ÌËÏ‡‚‡Î‡ Ò ËÁÒÎÂ‰‚‡ÌÂ Ì‡
ÌÂ‚Ë‰ËÏË ÔÓ‚Ú‡fl˘Ë ÒÂ ÒÚÛÍÚÛË Ë ÚÂÌ‰ÂÌˆËË Ì‡ Ó·˘ÂÒÚ‚ÓÚÓ, ÍÓËÚÓ Ò˙‚ÒÂÏ ÌÂ
Ò‡ ·ËÎË Á‡·ÂÎÂÊËÏË Á‡ Û˜‡ÒÚÌËˆËÚÂ ‚ ÚÓ‚‡ Ó·˘ÂÒÚ‚Ó. Ç ÚÓÁË ÒÏËÒ˙Î ‰‡ÎË ÔÓ-
ÂÍÚ˙Ú Á‡ ‚ËÁÛ‡ÎÌ‡ ÒÓˆËÓÎÓ„Ëfl ÌÂ ÌÓÒË ÌÂ˘Ó Ô‡‡‰ÓÍÒ‡ÎÌÓ ‚ ÒÂ·Â ÒË, ‰‡ÎË Â
‚˙ÁÏÓÊÌÓ ‰‡ ÒÂ Ô‡‚Ë ÒÓˆËÓÎÓ„Ëfl Ì‡ ‚Ë‰ËÏÓÚÓ, ÒÎÂ‰ Í‡ÚÓ ÒÓˆËÓÎÓ„ËflÚ‡ ÒÂ ÒÚ‡-
‡Â ‰‡ ·˙‰Â ÒÓˆËÓÎÓ„Ëfl Ì‡ ÌÂ‚Ë‰ËÏÓÚÓ?

åËÎ‡ åËÌÂ‚‡: ÇËÁÛ‡ÎÌ‡Ú‡ ÒÓˆËÓÎÓ„Ëfl Ì‡ËÒÚËÌ‡ ËÁ„ÎÂÊ‰‡ Í‡ÚÓ Ô‡‡‰ÓÍÒ‡ÎÂÌ
ÔÓÂÍÚ ÓÚ „ÎÂ‰Ì‡ ÚÓ˜Í‡ Ì‡ Â‰Ì‡ Ú‡‰ËˆËÓÌÌ‡ ÒÓˆËÓÎÓ„Ëfl, ÌÓ Ò‡Ï‡Ú‡ Úfl Â ‰Ó „Ó-
ÎflÏ‡ ÒÚÂÔÂÌ ÓÔËÚ ‰‡ ÒÂ ÔÂÏËÒÎË ËÏÂÌÌÓ Ú‡‰ËˆËÓÌÌÓÚÓ ËÁÒÎÂ‰‚‡ÌÂ Ì‡ ÒÓˆË-
‡ÎÌÓÚÓ. ífl ‚˙ÁÌËÍ‚‡ Í‡ÚÓ ÓÚ„Ó‚Ó Ì‡ Â‰ÌÓ Ò˙ÒÚÓflÌËÂ Ì‡ ÒÓˆËÓÎÓ„ËflÚ‡, ÍÓÂÚÓ ÒÂ
ÔÂÊË‚fl‚‡ Í‡ÚÓ ÍËÁ‡. à ÒÂ ÒÎÛ˜‚‡ Í‡ÚÓ ÍËÚË˜ÂÒÍ‡ ÂÙÎÂÍÒËfl, Í‡ÍÚÓ ‚˙ıÛ
„ÎÂ‰Ì‡Ú‡ ÚÓ˜Í‡ Ì‡ ËÁÒÎÂ‰Ó‚‡ÚÂÎfl, Ú‡Í‡ Ë ‚˙ıÛ ‰ÂÙËÌËˆËËÚÂ Ì‡ ÒÓˆË‡ÎÌÓÚÓ. àÁ-
ÒÎÂ‰‚‡ÌËflÚ‡, ÍÓËÚÓ Ë‰‚‡Ú ÓÚ ‰Û„Ë Ì‡Û˜ÌË Ô‡‡‰Ë„ÏË Ë ÍÓËÚÓ ÔÓÍ‡Á‚‡Ú ÔÓ„ÎÂ‰‡
Í‡ÚÓ ËÒÚÓË˜ÂÒÍË ÍÓÌÒÚÛË‡Ì, ‰‡‚‡Ú ‡„ÛÏÂÌÚË Á‡ ÔÂÏËÒÎflÌÂÚÓ Ì‡ ËÁÒÎÂ‰Ó-
‚‡ÚÂÎÒÍ‡Ú‡ ÔÓÁËˆËfl Ì‡ Â‰ËÌ ÒÓˆËÓÎÓ„. Ö‰ÌÓ‚ÂÏÂÌÌÓ Ò ÚÓ‚‡ Á‡ÔÓ˜‚‡ ‰‡ ÒÂ
ÔÓ·ÎÂÏ‡ÚËÁË‡ Ó·‡Á‡ Í‡ÚÓ ËÌÚÂÔÂÚ‡ˆËfl, ‡ ÌÂ ÔÓÒÚÓ Í‡ÚÓ ‚˙ÁÔËflÚËÂ, ÍÓ-
ÂÚÓ ÔÓÁ‚ÓÎfl‚‡ ËÏÂÌÌÓ ÔÂÁ ‡Ì‡ÎËÁ‡ Ì‡ Ì‡˜ËÌËÚÂ Ì‡ „ÎÂ‰‡ÌÂ ‰‡ ÒÂ ÂÍÓÌÒÚÛË-
‡ ÒÓˆË‡ÎÌÓÚÓ. 

åËÎ‡ åËÌÂ‚‡ ‚ ‡Á„Ó‚Ó 
Ò ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚

Alexander Kiossev: As far as I 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? 

Milla Mineva in conversation with 
Alexander Kiossev
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Ä.ä.: Ç˙˘‡ÏÂ ÒÂ Í˙Ï Ì‡˜‡ÎÌËfl ‚˙ÔÓÒ – ‰‡ÎË ÚÂÁË Ó·‡ÁË ‡ÁÍË‚‡Ú Ò˙˘ÂÒÚ-
‚ÂÌË ÌÂ˘‡ Á‡ ÒÓˆË‡ÎÌËfl Ò‚flÚ, Á‡˘ÓÚÓ ÒÓˆËÓÎÓ„Ë˜ÂÒÍ‡Ú‡ ÔÂÁÛÏÔˆËfl Â, ˜Â Ò˙˘-
ÌÓÒÚÌËÚÂ Á‡ÍÓÌÓÏÂÌÓÒÚË Ò‡ ÒÍËÚË Á‡ Ò‡ÏËÚÂ ‡„ÂÌÚË?

å.å.: èÓ·ÎÂÏ˙Ú Â Í‡Í ÒÂ ÒÚË„‡ ‰Ó ÒÍËÚÓÒÚÚ‡, Ú.Â. ‰Ó ÚÂÁË Á‡ÍÓÌÓÏÂÌÓÒÚË, ÍÓ-
ËÚÓ Ò‡ ÌÂÔÓÁ‡˜ÌË Á‡ Ò‡ÏËÚÂ ‡ÍÚ¸ÓË. ëÓˆËÓÎÓ„ËflÚ‡, ÍÓflÚÓ ÒË ÒÎÛÊË Ò Í‡˜ÂÒ-
Ú‚ÂÌË ÏÂÚÓ‰Ë ÒÚË„‡ ‰Ó ÒÍËÚËÚÂ ÔÓ‰Â‰ÂÌÓÒÚË, Ô‡‚ÂÈÍË ËÌÚÂ‚˛Ú‡ Ò ‚˙ÔÓÒÌË-
ÚÂ ÒÓˆË‡ÎÌË ‡ÍÚ¸ÓË, Ì‡·Î˛‰‡‚‡ÈÍË Ô‡ÍÚËÍË, Ú.Â. Úfl ÒÂ ÓÔËÚ‚‡ ÓÚ ÚÂÁË ˜‡ÒÚË˜-
ÌË ‚ÒÂÍË‰ÌÂ‚ÌË ÁÌ‡ÌËfl Ì‡ Û˜‡ÒÚÌËˆËÚÂ ‚ ÒÓˆË‡ÎÌ‡Ú‡ Â‡ÎÌÓÒÚ ‰‡ ÓÚÍËÂ Ó·flÒ-
ÌÂÌËÂÚÓ ÔÂÁ ‚Â˜Â Ì‡Û˜ÌÓ ÍÓÌÒÚÛË‡ÌË ÔÓÌflÚËfl Ë ÚÂÓÂÚË˜ÌË ÏÓ‰ÂÎË. íÓ‚‡, ÍÓ-
ÂÚÓ Ô‡‚Ë ‚ËÁÛ‡ÎÌ‡Ú‡ ÒÓˆËÓÎÓ„Ëfl, Â ‰‡ ‡Á¯ËË ËÁÒÎÂ‰‚‡ÌÂÚÓ Í˙Ï Ó·‡Á‡, Ú.Â.
Úfl ËÁÒÎÂ‰‚‡ ÌÂ Ò‡ÏÓ ‰ËÒÍÛÒËÚÂ, ÍÓËÚÓ ÒÓˆË‡ÎÌËÚÂ ‡ÍÚ¸ÓË ËÁÔÓÎÁ‚‡Ú, Á‡ ‰‡ ÒË
Ó·flÒÌfl‚‡Ú ÒÓˆË‡ÎÌ‡Ú‡ Â‡ÎÌÓÒÚ, ‡ Á‡ÔÓ˜‚‡ ‰‡ ËÌÚÂÔÂÚË‡ Ó·‡ÁËÚÂ ÓÚÌÓ‚Ó
Í‡ÚÓ ÔÓËÁ‚Â‰ÂÌË ÓÚ Û˜‡ÒÚÌËˆË ‚ ÒÓˆË‡ÎÌ‡Ú‡ Â‡ÎÌÓÒÚ. éÒ‚ÂÌ ÚÓ‚‡ ‚ËÁÛ‡ÎÌ‡Ú‡
ÒÓˆËÓÎÓ„Ëfl ÒÂ ‡Ê‰‡ ËÏÂÌÌÓ ‚ ÏÓÏÂÌÚ‡, ÍÓ„‡ÚÓ Á‡ Ò˙‚ÂÏÂÌÌÓÒÚÚ‡ ÒÂ „Ó‚ÓË
ÔÂÁ ÚÂÏËÌ‡ ◊‚ËÁÛ‡ÎÌ‡ ÍÛÎÚÛ‡“, ÚÂÏËÌ, ÍÓÈÚÓ Úfl·‚‡ ‰‡ ÓÔË¯Â ˆÂÌÚ‡ÎÌÓÒÚ-
Ú‡ Ì‡ ‚ËÁÛ‡ÎÌÓÚÓ ‚˙ÁÔËflÚËÂ ‚˙‚ ‚ÒÂÍË‰ÌÂ‚ÌËfl ÊË‚ÓÚ. ÄÍÓ ÊË‚ÂÂÏ ‚˙‚ ‚ËÁÛ‡-
ÎÂÌ Ò‚flÚ, Ú.Â. Ò‚flÚ, ÍÓÈÚÓ ÔÓËÁ‚ÂÊ‰‡ ÒÏËÒÎËÚÂ ÒË ÔÂÁ Ó·‡ÁË, ÚÓ ÚÓ„‡‚‡, Á‡ ‰‡
„Ó ‡Á·ÂÂÏ, Á‡ ‰‡ ÓÚÍËÂÏ ÒÍËÚËÚÂ ÏÛ Á‡ÍÓÌÓÏÂÌÓÒÚË, ÌËÂ Úfl·‚‡ ‰‡ ËÁÒÎÂ‰-
‚‡ÏÂ ËÏÂÌÌÓ Ó·‡ÁËÚÂ.

Ä.ä.: ëÎÂ‰‚‡ÈÍË êÓÎ‡Ì Å‡Ú, ‡Á ˘Â Í‡Ê‡, ˜Â ‚ ˆflÎ‡Ú‡ ÒÂÏËÓÎÓ„Ë˜Ì‡ ÒËÒÚÂÏ‡ ËÏ‡
ÔË‚ËÎÂ„ËÓ‚‡ÌË ÍÓ‰Ó‚Â Ë ÚÂ Ò‡ ‚Â·‡ÎÌËÚÂ, ÒÎÓ‚ÂÒÌËÚÂ ÍÓ‰Ó‚Â, Á‡˘ÓÚÓ ÚÂ ÔË-
ÚÂÊ‡‚‡Ú ÒÔÓÒÓ·ÌÓÒÚÚ‡ ‰‡ ·˙‰‡Ú Â‰ÌÓ‚ÂÏÂÌÌÓ ÍÓ‰Ó‚Â Ì‡ Â‡ÎÌÓÒÚÚ‡ Ë ÍÓ‰Ó‚Â
Ì‡ ÂÙÎÂÍÒËflÚ‡ - ÏÂÚ‡-ÍÓ‰Ó‚Â, Ú.Â. ÚÂ ‚ËÌ‡„Ë Ò˙Á‰‡‚‡Ú ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ÒÂ ËÌ-

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 I 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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ÚÂÔÂÚË‡ ÌÂ˘Ó Ì‡ Ó·ËÍÌÓ‚ÂÌËfl, ‚ÒÂÍË‰ÌÂ‚ÂÌ ÂÁËÍ. Ö‰ËÌ ˜Ó‚ÂÍ, ÍÓÈÚÓ
ÒÂ Á‡ÌËÏ‡‚‡ Ò ‚ËÁÛ‡ÎÌËÚÂ ÍÓ‰Ó‚Â ÌflÏ‡ ‚ÒÂ Ô‡Í ‰‡ „Ë ÓÔË¯Â Ò Í‡ÚËÌÍË,
‡ ˘Â Ì‡ÔË¯Â ÒÚ‡ÚËfl Á‡ Úflı, Ú.Â. ˘Â „Ë ÓÔË¯Â Ì‡ Â‰ËÌ ‚ËÒÓÍÓ ÚÂÓÂÚË˜ÂÌ,
ÌÓ ‚ÒÂ Ô‡Í ÒÎÓ‚ÂÒÂÌ ÂÁËÍ. Ñ‡ÎË ‚ ÔÓÒÎÂ‰Ì‡ ÒÏÂÚÍ‡ ÓÒÌÓ‚Ì‡Ú‡ ÂÙÂÂÌ-
ˆË‡ÎÌ‡ ÒËÒÚÂÏ‡, ÔÂÁ ÍÓflÚÓ ÒÂ ‡Á˜ËÚ‡Ú ‚ÒË˜ÍË ÍÛÎÚÛÌË ÍÓ‰Ó‚Â, ÌÂ Â
ÒÎÓ‚ÂÒÌ‡Ú‡? ë˙˘ÂÒÚ‚Û‚‡ ÎË ‚˙ÁÏÓÊÌÓÒÚ Á‡ ˜ËÒÚÓ ‚ËÁÛ‡ÎÂÌ Ò‚flÚ?

å.å.: çÂÍ‡ ‰‡ Á‡ÔÓ˜Ì‡ ÓÚ Í‡fl – ‰ÓË ‰‡ Ò˙˘ÂÒÚ‚Û‚‡ ÔÓ‰Ó·Ì‡ ‚˙ÁÏÓÊ-
ÌÓÒÚ Á‡ ˜ËÒÚÓ ‚ËÁÛ‡ÎÂÌ Ò‚flÚ, ÚÓÈ Â‰‚‡ ÎË ˘Â ·˙‰Â ÓÒÓ·ÂÌÓ ËÌÚÂÂÒÂÌ. á‡
ÏÂÌ Â ÔÓ-Î˛·ÓÔËÚÌÓ ‰‡ ÏËÒÎfl ‚ËÁËflÚ‡ Ë ÚÂÍÒÚ‡ Í‡ÚÓ ‚˙ÁÏÓÊÌÓÒÚË Á‡ ÔÓ-
ËÁ‚Ó‰ÒÚ‚Ó Ì‡ ÒÏËÒ˙Î, ‰‡ ÓÚÍË‚‡Ï ‚˙ÁÍËÚÂ ËÎË Ì‡ÔÂÊÂÌËflÚ‡ ÏÂÊ‰Û
Úflı. à ‡ÍÓ ÒÂ ‚˙Ì‡ Í˙Ï Ì‡˜‡ÎÓÚÓ Ì‡ ‚˙ÔÓÒ‡ ·Ëı Í‡Á‡Î‡, ˜Â ÔÓ·ÎÂÏ˙Ú
ÌÂ Â ÍÓfl Â ÓÒÌÓ‚Ì‡Ú‡ ÂÙÂÂÌˆË‡ÎÌ‡ ÒËÒÚÂÏ‡, Ú.Â. ÚÛÍ ÌÂ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡
‡ÁÔÂ‰ÂÎflÌÂ Ì‡ ÔË‚ËÎÂ„ËÓ‚‡ÌË ÔÓÁËˆËË. èÓ-ÒÍÓÓ ÔÓ·ÎÂÏ Ì‡ ÒÓˆË-
ÓÎÓ„ËflÚ‡, ÓËÂÌÚË‡Ì‡ Í˙Ï Ó·‡ÁËÚÂ Â, ˜Â ‰ÌÂ¯Ì‡Ú‡ Â‡ÎÌÓÒÚ Â ÏÌÓ„Ó
‚ËÁÛ‡ÎÌ‡, Ú.Â. ËÏÂÌÌÓ Ó·‡ÁËÚÂ ÒÂ fl‚fl‚‡Ú ÓÌÓ‚‡, ÔÂÁ ÍÓÂÚÓ ‚ÒÂÍË‰ÌÂ‚-
ÌÓ ÒÂ Òı‚‡˘‡ Ò‚ÂÚ‡. ëÓˆË‡ÎÌËÚÂ ‡ÍÚ¸ÓË Ò‡ ÔÓÚÓÔÂÌË ‚ Ó·‡ÁË Ë ÔÂÁ
ÓÌÂÁË ÌÂ˘‡, ÍÓËÚÓ ÒÂ ‚ËÊ‰‡Ú, ÏÓÊÂ ‰‡ ÒÂ ÂÍÓÌÒÚÛË‡ Í‡ÚËÌ‡Ú‡ Ì‡
Ò‚ÂÚ‡, ‚ ÍÓÈÚÓ ÚÂ ÊË‚ÂflÚ. àÏÂÌÌÓ ‚ ÚÓÁË ÒÏËÒ˙Î Ó·‡Á˙Ú ÔÓÍ‡Á‚‡ Ò˙˘ÂÒ-
Ú‚ÂÌË ÌÂ˘‡ Á‡ ÒÓˆË‡ÎÌ‡Ú‡ Â‡ÎÌÓÒÚ, Á‡˘ÓÚÓ ÔÂÁ ÌÂ„Ó ÒÂ ÔÓËÁ‚ÂÊ‰‡Ú
ÌÂÈÌËÚÂ ÒÏËÒÎË.

Ä.ä.: éÚ Ú‚Ófl „ÎÂ‰Ì‡ ÚÓ˜Í‡ Í‡Í‚‡ Â ÒÔÂˆËÙËÍ‡Ú‡ Ì‡ ‚ËÁÛ‡ÎÌËfl ÍÓ‰, Ò Í‡Í-
‚Ó ÚÓÈ ÒÂ ‡ÁÎË˜‡‚‡ ÓÚ ‰Û„ËÚÂ ÍÛÎÚÛÌË ÍÓ‰Ó‚Â?

å.å.: ôÂ ÒÂ ÒÔ‡ Ì‡ ÓÌÂÁË ÒÔÂˆËÙËÍË, ÍÓËÚÓ ÏÂ Á‡ÌËÏ‡‚‡Ú ‚ ÍÓÌÍÂÚÌÓ-
ÚÓ ÏË ËÁÒÎÂ‰‚‡ÌÂ Ë ÚÓ ˆËÚË‡ÈÍË åËˆÓÂÙ. íÓÈ Ú‚˙‰Ë, ˜Â ‚ËÁËflÚ‡ ÌÂ Á‡-
ÏÂÌfl ‰ËÒÍÛÒ‡, ÌÓ „Ó ÔÂ‚˙˘‡ ‚˙‚ ‚ÒÂÍË‰ÌÂ‚ÌÓ ‡Á·Ë‡ÌÂ, Ô‡‚Ë „Ó ÔÓ-
‰ÂÏÓÍ‡ÚË˜ÂÌ, ÔÓ-·˙Á Ë ÔÓ-ÂÙÂÍÚË‚ÂÌ. àÏÂÌÌÓ ÚÓ‚‡ Â ÒÔÂˆËÙËÍ‡Ú‡ Ì‡
‚ËÁÛ‡ÎÌËfl ÍÓ‰, ÍÓflÚÓ ÏË ÔÓÁ‚ÓÎfl‚‡ ÔÂÁ ËÁÒÎÂ‰‚‡ÌÂ Ì‡ ÔÓ˘ÂÌÒÍË Í‡-

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, I 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.: I will concentrate on the aspects that I am dealing with in this study and I 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



76

ÚË˜ÍË ‰‡ ÒÂ ÓÔËÚ‚‡Ï ‰‡ ÂÍÓÌÒÚÛË‡Ï ‡Á·Ë‡ÌÂÚÓ Á‡ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó.
é·‡ÁËÚÂ Ì‡ Úflı ÔÓÍ‡Á‚‡Ú ÔÓÌflÚËflÚ‡ Á‡ „‡‰ÒÍÓÒÚ, Ú‡Í‡ Í‡ÍÚÓ ÚÂ Ò‡ ÙÓÏË‡ÌË
ËÏÂÌÌÓ ‚ Ú‡ÁË ÒÓˆËÓ-ÍÛÎÚÛÌ‡ Â‡ÎÌÓÒÚ. à „Ë ÔÓÍ‡Á‚‡Ú Í‡ÚÓ ˜‡ÒÚ ÓÚ ‚ÒÂÍË‰ÌÂ‚ËÂ-
ÚÓ, ÓÚ ‚ÒÂÍË‰ÌÂ‚Ì‡Ú‡ Ô‡ÍÚËÍ‡, ‚ ÍÓflÚÓ ÒÓˆË‡ÎÌËflÚ ‡ÍÚ¸Ó ‡ÁÔÓÁÌ‡‚‡ ËÏÂÌÌÓ ÔÓ-
ÌflÚËÂÚÓ ÒË Á‡ „‡‰‡, ÍÓ„‡ÚÓ ËÁ·Ë‡ Í‡ÚË˜Í‡Ú‡, ÍÓflÚÓ ‰‡ ËÁÔ‡ÚË ËÎË ÔÓÒÚÓ ‰‡ ÒË
ÍÛÔË, ‰‡ Á‡Ô‡ÁË Á‡ ÒÂ·Â ÒË. Ç ÚÓÁË ÒÏËÒ˙Î Ó·‡Á˙Ú ÔÓÍ‡Á‚‡ Í‡Í ‚ÒÂÍË‰ÌÂ‚ÌÓ ÙÛÌ-
ÍˆËÓÌË‡Ú „ÓÎÂÏËÚÂ Ì‡‡ÚË‚Ë Á‡ „‡‰‡, ÍÓË ÓÚ Úflı Ò‡ ÔÂ‚˙Ì‡ÚË ‚ ÌÂÔÓÒÂ‰ÒÚ‚Â-
ÌË ‚ËÁÛ‡ÎÌË ÂÔÂÁÂÌÚ‡ˆËË Ì‡ „‡‰ÒÍÓÚÓ, ÍÓË Ò‡ ÓÒÚ‡Ì‡ÎË ËÁ‚˙Ì ‚ÒÂÍË‰ÌÂ‚Ì‡Ú‡
ˆËÍÛÎ‡ˆËfl Ì‡ Ó·‡ÁË. é˘Â ÌÂ˘Ó ÓÚ ÒÔÂˆËÙËÍ‡Ú‡ Ì‡ Ó·‡Á‡ Â ÔÂ‰ËÁ‚ËÍ‡ÚÂÎÒÚ‚Ó
ÔÂ‰ ËÁÒÎÂ‰‚‡ÌÂÚÓ ÏÛ Í‡ÚÓ ÒÓˆË‡ÎÂÌ ÍÓÌÒÚÛÍÚ Ë Ì‡È-ÎÂÒÌÓ ÏÓÊÂ ‰‡ ·˙‰Â ‚˙‚Â‰Â-
ÌÓ ÔÂÁ ÚÂÏËÌ‡ Ì‡ ÅÂÌflÏËÌ Á‡ ◊ÓÔÚË˜ÂÒÍÓÚÓ ÌÂÒ˙ÁÌ‡‚‡ÌÓ“. àÏ‡ ‰ÂÚ‡ÈÎË ‚ Ó·‡-
Á‡, ÍÓËÚÓ ÔÓËÁ‚ÂÎ‡Ú‡ „Ó ÂÔÓı‡ ÌÂ Á‡·ÂÎflÁ‚‡, Á‡˘ÓÚÓ ÚÂ Ò‡ ˜‡ÒÚ ÓÚ ÓÌÓ‚‡, ÍÓÂÚÓ
ÒÓˆËÓÎÓ„ËflÚ‡ Ì‡Ë˜‡ ‚ÒÂÍË‰ÌÂ‚Ì‡ Ó˜Â‚Ë‰ÌÓÒÚ. èÓ„ÎÂ‰˙Ú ÓÚ ‰Û„ ÍÛÎÚÛÂÌ ÍÓÌ-
ÚÂÍÒÚ ‚ËÊ‰‡ ÚÂÁË ‰ÂÚ‡ÈÎË Í‡ÚÓ ÒÚ‡ÌÌÓÒÚË, Í‡ÚÓ „‡Ô‡‚ËÌË, Í‡ÚÓ punctum Ì‡ Ó·‡-
Á‡. ê‡Á·Ë‡ÌÂÚÓ ËÏ Í‡ÚÓ ÌÓÏ‡ÎÌË ÔÓÁ‚ÓÎfl‚‡ ‡Á·Ë‡ÌÂÚÓ Ì‡ ‚ÒÂÍË‰ÌÂ‚ÌËÚÂ Ó˜Â-
‚Ë‰ÌÓÒÚË Ì‡ ÔÓËÁ‚ÂÎËfl Ó·‡ÁËÚÂ ÔÂËÓ‰.

Ä.ä.: åÓÊÂ ÎË ‚ ÚÓÁË ÒÏËÒ˙Î ‰‡ ÒÂ Í‡ÊÂ, ˜Â ‚ËÁÛ‡ÎÌ‡Ú‡ ÒÓˆËÓÎÓ„Ëfl ÒÂ Á‡ÌËÏ‡‚‡
Ò ÌÂÁ‡·ÂÎÂÊËÏÓÚÓ ‚ Ó·‡Á‡?

å.å.: á‡ÌËÏ‡‚‡ ÒÂ Ò ÚÓ‚‡ Í‡Í‚‡ Â ÒÓˆË‡ÎÌ‡Ú‡ Â‡ÎÌÓÒÚ, ÍÓflÚÓ Â Òı‚‡˘‡Î‡ ËÏÂÌ-
ÌÓ ÚÂÁË Ó·‡ÁË, ÍÓËÚÓ Â ÔÓËÁ‚ÂÎ‡ Á‡ ÒÂ·Â ÒË, Í‡ÚÓ ÌÓÏ‡ÎÌË. íÓ‚‡ ÔÂ‰ÔÓÎ‡„‡
‡Á·Ë‡ÌÂÚÓ – ÌÂÍ‡ ‰‡ ‚˙‚Â‰‡ ‰ËÒÚËÌÍˆËflÚ‡ ÔÂÁ Å‡Ú, Í‡ÍÚÓ Ì‡ studium-‡, Ú‡Í‡ Ë
Ì‡ punctum-‡ Ì‡ Ó·‡Á‡. Ç ÌflÍ‡Í˙‚ ÒÏËÒ˙Î ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ÒÓˆËÓÎÓ„ËflÚ‡ ÒÂ
Á‡ÌËÏ‡‚‡ ÌÂ ÚÓÎÍÓ‚‡ Ò ÌÂÁ‡·ÂÎÂÊËÏÓÚÓ ‚ Ó·‡Á‡, ÍÓÎÍÓÚÓ Ò ÓÌÓ‚‡, ÍÓÂÚÓ „Ó Â Ì‡Ô-
‡‚ËÎÓ ÌÂÁ‡·ÂÎÂÊËÏÓ, ËÎË ÔÓ-ÚÓ˜ÌÓ Í‡Á‡ÌÓ, Ì‡Ô‡‚ËÎÓ „Ó Â ˜‡ÒÚ ÓÚ ‚ÒÂÍË‰ÌÂ‚ÌÓ-
ÚÓ ‡Á·Ë‡ÌÂ.

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? 

å.å.: 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 I 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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Ä.ä.: íÛÍ ˘Â ‰‡Ï Â‰ËÌ ÒÏÂ¯ÂÌ ÔËÏÂ – Â‰ÌË ÓÚ Ô˙‚ËÚÂ ‚ËÁÛ‡ÎÌË ‡ÌÚÓÔÓ-
ÎÓÁË Â¯ËÎË ‰‡ ÔÓÊÂÍÚË‡Ú Ì‡ Â‰ÌÓ ÔÎÂÏÂ ÙËÎÏ – Â‰ËÌ ÓÚ ‡ÌÌËÚÂ ÌÂÏË
ÙËÎÏË. ÄÛ‰ËÚÓËflÚ‡ „ÎÂ‰‡Î‡ ÙËÎÏ‡ ‚ ÌflÏÓ ‚ÌËÏ‡ÌËÂ Ë ÍÓ„‡ÚÓ „Ë ÔÓÔËÚ‡ÎË
Í‡Í‚Ó Ò‡ ‚Ë‰ÂÎË, ˜ÎÂÌÓ‚ÂÚÂ Ì‡ ÔÎÂÏÂÚÓ Í‡Á‡ÎË – ‚Ë‰flıÏÂ ÍÓÍÓ¯Í‡Ú‡. ëÔÓ-
Â‰ ‡ÌÚÓÔÓÎÓÁËÚÂ ‚˙‚ ÙËÎÏ‡ ÌflÏ‡ÎÓ ÍÓÍÓ¯Í‡, ÌÓ ÍÓ„‡ÚÓ ÔÛÒÌ‡ÎË ÓÚÌÓ‚Ó
ÙËÎÏ‡, ‚Ë‰ÂÎË, ˜Â ÔÓ‡‰Ë ÎÓ¯‡ Ó„‡ÌËÁ‡ˆËfl Ì‡ ÒÌËÏÍËÚÂ ‚ Â‰ËÌ ÏÓÏÂÌÚ
ÔÂ‰ Í‡ÏÂ‡Ú‡ ÔËÚË˜‚‡ Â‰Ì‡ ÍÓÍÓ¯Í‡ Ë ËÏÂÌÌÓ ÚÓ‚‡ ‚Ë‰ÂÎË ˜ÎÂÌÓ‚ÂÚÂ Ì‡
Â‰Ì‡ ‰Û„‡ ÍÛÎÚÛ‡ ‚ ÚÓÁË ÙËÎÏ. Ö ‰Ó·Â, ÍÓ„‡ÚÓ ÚË Ì‡·Î˛‰‡‚‡¯Â ëÓÙËfl
ÔÂÁ Í‡ÚË˜ÍËÚÂ Í‡Í‚Ë ÍÓÍÓ¯ÍË ‚Ë‰fl, Í‡Í‚Ë punctum-Ë ÛÒÔfl ‰‡ ÙËÍÒË‡¯?

å.å.: ôÂ ‰‡Ï Ò‡ÏÓ Â‰ËÌ ÔËÏÂ Ë ÚÓ ÓÚ ÔÂËÓ‰‡ Ì‡ ÒÓˆË‡ÎËÁÏ‡. ífl·‚‡ ‰‡
ÔËÁÌ‡fl, ˜Â Í‡ÚË˜ÍËÚÂ ËÏÂÌÌÓ ÓÚ ÚÓÁË ÔÂËÓ‰ ÏÂ ËÁÌÂÌ‡‰‡ı‡ Ì‡È-ÏÌÓ„Ó.
éÚ Â‰Ì‡ ÒÚ‡Ì‡ ÚÂ Ò‡ Ì‡È-ÍÓıÂÂÌÚÌË, Ú.Â. Ì‡È-Ó˜Â‚Ë‰Ì‡ Â Ë‰ÂÓÎÓ„Ë˜ÂÒÍ‡Ú‡
‡·ÓÚ‡ Ì‡‰ Úflı. è˙‚ÓÚÓ, ÍÓÂÚÓ ÏÂ Û˜Û‰Ë ·Â¯Â Ò‡Ï‡Ú‡ Ë‰ÂÓÎÓ„Ëfl, ÍÓflÚÓ Ó·-
‡ÁËÚÂ ÂÔÂÁÂÌÚË‡ı‡ - Ë‰ÂÓÎÓ„ËflÚ‡ Ì‡ ˘‡ÒÚÎË‚ÓÚÓ ‚ÒÂÍË‰ÌÂ‚ËÂ. çÓ ‚ÚÓ-
ÓÚÓ Â Â‰ËÌ Ì‡ËÒÚËÌ‡ punctum ‚ ÚÂÁË Í‡ÚË˜ÍË – ‡ÁıÓÊ‰‡˘ËÚÂ ÒÂ ıÓ‡, Î˛-
·ËÏ Ó·‡Á ‚ Úflı, ÌÓÒÂı‡ Ô‡Á‡ÒÍË ÚÓ-
·Ë˜ÍË. íÓ‚‡ ·Â¯Â ÒÚ‡Ì‡Î‡ ˜‡ÒÚ ÓÚ ÂÔ-
ÂÁÂÌÚ‡ˆËflÚ‡ Ì‡ „‡‰‡ Ë ÏË ÒÂ ÒÚÛ‚‡,
˜Â ÚÓ Â ËÏÂÌÌÓ Ì‡ ÌË‚ÓÚÓ Ì‡ ‚ÒÂÍË‰ÌÂ‚-
Ì‡Ú‡ Ó˜Â‚Ë‰ÌÓÒÚ. èÂÁ ÚÂÁË Ó·‡ÁË
ÏÓ„‡ ‰‡ ÒË ÔÂ‰ÒÚ‡‚fl Í‡Í „ÓÎflÏ‡Ú‡ Ë‰Â-
ÓÎÓ„Ëfl ÒÂ Ó‚ÒÂÍË‰ÌÂ‚fl‚‡. Ç ËÁ‚ÂÒÚÂÌ
ÒÏËÒ˙Î ÚÂÁË ÚÓ·Ë˜ÍË ÔÓÔÛÍ‚‡Ú Ó·‡-
Á‡ Ì‡ ˘‡ÒÚÎË‚ÓÚÓ ‚ÒÂÍË‰ÌÂ‚ËÂ, ‡ ÓÚ
‰Û„‡ ÒÚ‡Ì‡ ÔÓÍ‡Á‚‡Ú ÍÓÌÍÂÚÌ‡ Ô‡Í-
ÚËÍ‡ Á‡ ÒÔ‡‚flÌÂ Ò ◊ËÍÓÌÓÏËÍ‡Ú‡ Ì‡ ‰Â-
ÙËˆËÚ‡“, ÔÓÍ‡Á‚‡Ú Í‡Í Úfl ÒÂ ÒÎÛ˜‚‡ Ì‡
Ó·ËÍÌÓ‚ÂÌËÚÂ ‡ÍÚ¸ÓË ‚ ÒÓˆË‡ÎÌ‡Ú‡ Â-
‡ÎÌÓÒÚ Ë Í‡Í ÙÓÏË‡ Ì‡˜ËÌËÚÂ ËÏ Ì‡
‰ÂÈÒÚ‚ËÂ.

A.K.: I will give a funny example here. One of the first visual anthropologists
decided to show a movie to some tribe. I 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.: I will give only one example and that’s from the socialist period. I 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

ëÓÙËfl ÔÂÁ 60-ÚÂ
Sofia in the 60-ies
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Ä.ä.: íË ÒÂ Á‡ÌËÏ‡‚‡¯Â Ò ËÁÒÎÂ‰‚‡ÌÂ Ì‡ ëÓÙËfl Ë Ì‡ÔËÒ‡ Â‰ËÌ ÚÂÍÒÚ, ÍÓÈ-
ÚÓ ÏÓÊÂ ‰‡ ÒÂ ÔÓ˜ÂÚÂ ‚ Ò˙˘‡Ú‡ Ú‡ÁË ÍÌË„‡. ä‡Í‚Ó Ì‡Û˜Ë Á‡ ëÓÙËfl, ÍÓÂÚÓ
ÔÂ‰Ë ÚÓ‚‡ ÌÂ ÁÌ‡Â¯Â?

å.å.: è˙‚Ó, Ó˜‡Í‚‡ı, ˜Â ëÓÙËfl ÒÂ ÔÓÏÂÌfl ËÁÍÎ˛˜ËÚÂÎÌÓ ÏÌÓ„Ó, Á‡˘ÓÚÓ
Ú‡Í˙‚ Â ‰ÓÏËÌË‡˘ËflÚ Ì‡‡ÚË‚ Á‡ ÌÂfl. èÂÁ Ó·‡ÁËÚÂ ÒË, Ó·‡˜Â, ëÓÙËfl ËÁ-
„ÎÂÊ‰‡ ÓÚÌÓÒËÚÂÎÌÓ ÛÒÚÓÈ˜Ë‚‡, ÔÓ-ÛÒÚÓÈ˜Ë‚‡, ÓÚÍÓÎÍÓÚÓ ËÒÍ‡ ‰‡ ÒË ÔËÁ-
Ì‡Â. àÏ‡ Â‰ÌË Ë Ò˙˘Ë ÔÂ‰ÒÚ‡‚ËÚÂÎÌË ÏÂÒÚ‡ ÌÂÁ‡‚ËÒËÏÓ ÓÚ ËÒÚÓË˜ÂÒÍË-
ÚÂ π ÔÂËÓ‰Ë, Ú.Â. ÏÓÊÂ ‰‡ ÒÂ „Ó‚ÓË Á‡ ÛÒÚÓÈ˜Ë‚ÓÒÚ Ì‡ „‡‰ÒÍËÚÂ ÂÔÂ-
ÁÂÌÚ‡ˆËË. ëÂ„‡ ÏË ÒÂ ÒÚÛ‚‡, ˜Â ËÏ‡ Â‰Ì‡ Ú‡Â˘‡ ÒÔÂˆËÙËÍ‡ Ì‡ ëÓÙËfl,
ÔÓÌÂ ÓÚ „ÎÂ‰Ì‡ ÚÓ˜Í‡ Ì‡ ‚ËÁËËÚÂ, ÍÓËÚÓ „‡‰˙Ú ËÁÎ˙˜‚‡, Ú.Â. ËÏ‡ Â‰ÌÓ Ú‡-
Â˘Ó ‡Á·Ë‡ÌÂ Á‡ ◊ÔÂ‰ÒÚ‡-
‚ËÚÂÎÌÓ“ „‡‰ÒÍÓ ÔÓÒÚ‡ÌÒ-
Ú‚Ó. åÂÒÚ‡Ú‡ ÒÂ Á‡Ô‡Á‚‡Ú,
ÔÓÏÂÌfl ÒÂ Ì‡˜ËÌ˙Ú, ÔÓ ÍÓÈ-
ÚÓ ÒÂ ‚ËÊ‰‡Ú. 

Ä.ä.: Ñ‡ÎË ÔÂÁ Ô‡‡ÎÂÎ‡ Ò
ÏÂÒÚ‡ Ì‡ Ô‡ÏÂÚÚ‡ ÏÓÊÂÏ ‰‡
„Ó‚ÓËÏ Á‡ ÏÂÒÚ‡ Ì‡ Ó·‡Á‡,
Ú.Â. ÌÂ ÒÂ ÒÂ˘‡Ú Â‰ÌË Ë Ò˙˘Ë
Ó·‡ÁË, ÌÓ ÒÂ ÒÂ˘‡Ú Â‰ÌË Ë
Ò˙˘Ë ‡ÏÍË Ì‡ Ó·‡Á‡?

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 I think that that’s exactly on the level of the casual self-evi-
dential. I 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, I 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. I think now that there is a certain persist-
ing specific of Sofia; at least wherever the vision projected by the city is concerned.
I.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?

ìÎËˆ‡ ◊í˙„Ó‚ÒÍ‡“, 1890
Turgovska Street, 1890
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å.å.: Ñ‡, ÒÚÛ‚‡ ÏË ÒÂ, ˜Â ÚÓ‚‡ Â ıÛ·‡‚‡ ÏÂÚ‡ÙÓ‡ Ë ÚÓ˜ÌÓ ÓÔËÒ‚‡ ÒËÚÛ‡ˆËflÚ‡. ë˙Ê‡-
Îfl‚‡Ï, ˜Â ÌÂ ÒÂ ÒÂÚËı ‡Á Á‡ ÌÂfl. åÓÊÂ ·Ë, Á‡ ‰‡ ÒÂ Ó·flÒÌË ÚÓ‚‡ Úfl·‚‡ ‰‡ Á‡ÔÓ˜Ì‡ ÓÚ-
‰‡ÎÂ˜ Ë ‰‡ ÔËÔÓÏÌfl ÒÚ‡ÌÌ‡Ú‡ Ò˙‰·‡ Ì‡ Ô‡ÏÂÚÌËˆËÚÂ, Ú.Â. ÓÚ ÍÎ‡ÒË˜ÂÒÍË ÏÂÒÚ‡ Ì‡ Ô‡-
ÏÂÚÚ‡. èÓ‡ÁËÚÂÎÌ‡ Â ÚflıÌ‡Ú‡ ÂÙËÏÂÌÓÒÚ. ÇÒÂÍË ÔÂËÓ‰ ÒË Ò˙Á‰‡‚‡ ÌflÍ‡Í‚Ë Ô‡ÏÂÚ-
ÌËˆË, ÌÓ ÒÎÂ‰‚‡˘ËflÚ „Ë ËÁÚË‚‡ ÓÚ ÂÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ „‡‰‡. íÓ‚‡ Â Ò‚˙Á‡ÌÓ Ò ÓÒÓ-
·ÂÌÓÚÓ ÍÓÌÒÚÛË‡ÌÂ Ì‡ ËÒÚÓËflÚ‡ Ì‡ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó. ëÓÙËfl ‚ËÌ‡„Ë ÒÂ ÓÚ-
ÚÎ‡ÒÍ‚‡ ÓÚ ÌflÍ‡Í˙‚ ÔÂ‰ıÓ‰ÂÌ ÔÂËÓ‰ Ë ·fl„‡ ‚ ÌÂ˘Ó ‰Û„Ó – ‚ Â‚ÓÔÂÈÒÍ‡Ú‡ ËÎË ‚ ÏÓ-
‰ÂÌ‡Ú‡ ÒË ÛÚÓÔËfl. Ç ÚÓÁË ÒÏËÒ˙Î Úfl ËÁÚË‚‡ ÓÚ˜ÂÚÎË‚ËÚÂ ÁÌ‡ˆË Ì‡ ÌÂÔÓÒÂ‰ÒÚ‚ÂÌÓÚÓ
ÒË ÏËÌ‡ÎÓ, Í‡Í‚ËÚÓ Ò‡ Ô‡ÏÂÚÌËˆËÚÂ, ÌÓ Á‡Ô‡Á‚‡ Ô‡ÏÂÚÚ‡ Ì‡ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó ‚
ÔÓ‰Ó·ÌË ◊ÏÂÒÚ‡ Ì‡ Ó·‡Á‡“, ÍÓËÚÓ Ò‡ Ï‡ÍË‡ÌË Ò‡ÏÓ Í‡ÚÓ ÏÂ˜Ú‡ÌËfl Ó·‡Á Ì‡ „‡‰‡.
ê‡ÁÎË˜ÌËflÚ Ì‡˜ËÌ, ÔÓ ÍÓÈÚÓ ÒÂ ËÌÒˆÂÌË‡Ú, ‰ÂÏÓÌÒÚË‡ ‡ÁÎËÍ‡Ú‡ ‚˙‚ ‚˙Ó·‡ÊÂÌË-
ÂÚÓ Á‡ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÌÓ Á‡Ô‡Á‚‡ÌÂÚÓ Ì‡ ÔÂ‰ÒÚ‡‚ËÚÂÎÌËÚÂ ÏÂÒÚ‡ ÔÓÍ‡Á‚‡
ÛÒÚÓÈ˜Ë‚ÓÒÚ ‚ ‰ÂÙËÌËˆËflÚ‡ Ì‡ „‡‰ÒÍÓÚÓ.   

Ä.ä.: ä‡Í ÒË Ó·flÒÌfl‚‡¯ ÚÓÁË Û˜Û‰‚‡˘ Ù‡ÍÚ, ˜Â Ì‡ ÙÓÌ‡ Ì‡ ËÌÚÛËˆËËÚÂ Ë Ë‰ÂÓÎÓ„ËËÚÂ
Ì‡ „‡‰‡, Ì‡ Ì‡¯ËÚÂ Ó˜‡Í‚‡ÌËfl, ˜Â „‡‰˙Ú Â ‰ËÌ‡ÏË˜ÂÌ Ë ·˙ÁÓ ÔÓÏÂÌfl˘ ÒÂ, ÔÓ˘ÂÌ-
ÒÍËÚÂ ÂÔÂÁÂÌÚ‡ˆËË Ò‡ Â‰ÌË Ë Ò˙˘Ë?

å.å.: ëÚÛ‚‡ ÏË ÒÂ, ˜Â „‡‰˙Ú ‚ËÌ‡„Ë ·fl„‡ ÓÚ ÌÂ˘Ó ÓÚ Ò˙‚ÂÏÂÌÌÓÚÓ ÒË Ò˙ÒÚÓflÌËÂ. èÓ-
˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË ÔÓÍ‡Á‚‡Ú ÔÓ‚Â˜Â ‚˙Ó·‡ÊÂÌËÂÚÓ Ì‡ ëÓÙËfl Á‡ Ò‡Ï‡Ú‡ ÌÂfl, ÓÚÍÓÎ-
ÍÓÚÓ „‡‰‡ Ú‡Í˙‚, Í‡Í˙‚ÚÓ Â, ÍÓ„‡ÚÓ Í‡ÚË˜Í‡Ú‡ Â Ì‡Ô‡‚ÂÌ‡. àÏÂÌÌÓ Á‡ÚÓ‚‡ ÔÓÏflÌ‡-
Ú‡ ‚ÎËÁ‡ ·‡‚ÌÓ Ë ÚÛ‰ÌÓ, ÓÒ‚ÂÌ ‚ Í‡ÚË˜ÍËÚÂ ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ, ÍÓ„‡ÚÓ Úfl Â ËÏÂÌ-
ÌÓ ÁÌ‡Í Ì‡ ‚˙Ó·‡Ê‡ÂÏÓÚÓ ÎËˆÂ Ì‡ „‡‰‡. éÒ‚ÂÌ ÚÓ‚‡, Á‡ ‰‡ ÒÂ ‚Ë‰Ë ÔÓÏflÌ‡Ú‡ ‚ ÂÔ-

M.M.: Yes, I think
that’s a good meta-
phor and a precise
description of the
situation. I regret
not thinking of it
myself. Maybe in
order to explain that
I 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.  

Å‡ÌflÚ‡ Ë ÔÎÓ˘‡‰
◊Å‡ÌÒÍË“ ÓÚ Í‡fl Ì‡ 
30-ÚÂ „Ó‰ËÌË Ì‡ 20 ‚ÂÍ 
The Mineral bath 
building and Banski
square in the late 30-ies,
20 century
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ÂÁÂÌÚ‡ˆËflÚ‡ Ì‡ „‡‰‡, Úfl Úfl·‚‡ ‰‡ ÒÂ ÔÓ·ÎÂÏ‡ÚËÁË‡. ÇÏÂÒÚÓ ÚÓ‚‡ „‡‰˙Ú
ÔÂÒÍ‡˜‡ ÓÚ Â‰ËÌ ‚˙Ó·‡Ê‡ÂÏ Ó·‡Á Ì‡ ‰Û„, Ë ÔÓÔ‡‰‡ Ì‡ Â‰ÌË Ë Ò˙˘Ë ÏÂÒÚ‡.

Ä.ä.: ÑÓÍÓÎÍÓÚÓ ‡Á ÏÓ„‡ ‰‡ ‚Ë‰fl Ò˙‚ÂÏÂÌÌ‡Ú‡ „‡‰ÒÍ‡ ÒÂ‰‡, ÓÒÌÓ‚ÌËflÚ ‚ËÁÛ‡-
ÎÂÌ ÍÓ‰ Â ÚÓÁË Ì‡ ÂÍÎ‡Ï‡Ú‡ Ë ÚÓÈ ‚ÎËflÂ ‚˙ıÛ ÍÓÌÒÚÛË‡ÌËÚÂ ÓÚ ‡ÁÎË˜ÌË ÏÂ-
‰ËË Ó·‡ÁË, ÍÓËÚÓ Á‡ÔÓ˜‚‡Ú ‰‡ ÒÂ ‰˙Ê‡Ú Í‡ÚÓ ˜Â ÎË Ò‡ ÂÍÎ‡ÏË. íÓÁË ‚ËÁÛ‡ÎÂÌ
ÍÓ‰ Ì‡ ÂÍÎ‡Ï‡Ú‡ ÓÚ‡Áfl‚‡ ÎË ÒÂ ÔÓ ÌflÍ‡Í˙‚ Ì‡˜ËÌ Ì‡ Ò˙‚ÂÏÂÌÌËÚÂ Í‡ÚË˜ÍË?

å.å.: é˜Â‚Ë‰ÌÓ Â, ˜Â Í‡ÚË˜ÍËÚÂ Ò˙Á‰‡‚‡Ú ÂÍÎ‡ÏÂÌ Ó·‡Á Ì‡ „‡‰‡. á‡ ÏÂÌ
ÔÓ·ÎÂÏ‡ÚË˜Ì‡ Â „ÛÔ‡Ú‡, Í˙Ï ÍÓflÚÓ Â ÓÚÔ‡‚ÂÌ‡ Ú‡ÁË ÂÍÎ‡Ï‡. ä‡ÚË˜ÍËÚÂ ÍÓÌ-
ÒÚÛË‡Ú Â‰ËÌ Ó·‡Á, ÍÓÈÚÓ Â Ò˙Á‰‡‰ÂÌ ÔÓ ÎËÌËflÚ‡ Ì‡ Ì‡È-Ï‡ÎÍÓÚÓ Ò˙ÔÓÚË‚ÎÂ-
ÌËÂ, Ú.Â. ËÁ·‡Ì‡ Â Ì‡È-·ÂÁÓÔ‡ÒÌ‡Ú‡ ÒÚ‡ÚÂ„Ëfl Á‡ ÂÍÎ‡ÏË‡ÌÂ, ÍÓflÚÓ Â ÓÚÔ‡‚Â-
Ì‡ Í˙Ï Â‰ËÌ Ï‡ÒÓ‚ ÔÓÚÂ·ËÚÂÎ. ÄÁ ÏÌÓ„Ó ·Ëı ÒÂ ‡‰‚‡Î‡ ‡ÍÓ ËÏ‡ ‰ËÙÂÂÌˆË‡-
ˆËfl Ì‡ Ó·‡ÁËÚÂ, ‡ÍÓ „‡‰˙Ú ÒÂ ÂÍÎ‡ÏË‡ Í‡ÚÓ ËÌÚÂÂÒÂÌ Á‡ ÏÌÓÊÂÒÚ‚Ó ‡‰Â-
Ò‡ÚË, ‡ÍÓ ÓÚÍËÂ ÂÒÛÒËÚÂ ÒË, Ò ÍÓËÚÓ ÏÓÊÂ ‰‡ Ò˙·Î‡ÁÌË ‡ÁÎË˜ÌË ÔÓ„ÎÂ‰Ë.

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.: I 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 I 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. I 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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åËÎ‡ åËÌÂ‚‡

Ñ‡ ÒË ËÁÏËÒÎË¯ ëÓÙËfl Í‡ÚÓ „ÎÂ‰Í‡

Ç ÚÓÁË ÚÂÍÒÚ ˘Â ÒÂ ÓÔËÚ‡Ï ‰‡ ‡Ì‡ÎËÁË‡Ï ÔÓËÁ‚Ó‰ÒÚ‚Ó Ì‡ Ó·‡ÁË, ÍÓÂÚÓ
ÍÓÌÒÚÛË‡ ëÓÙËfl Í‡ÚÓ ÚÛËÒÚË˜ÂÒÍ‡ „ÎÂ‰Í‡. ñÂÌÚ˙ Ì‡ ÚÂÍÒÚ‡ ˘Â ·˙‰‡Ú ÂÔÂÁÂÌ-
Ú‡ˆËËÚÂ Ì‡ „‡‰‡, ˜ÂÁ ÍÓËÚÓ ÚÓÈ ÒÂ ÓÔËÚ‚‡ ‰‡ ÔË‚ÎÂ˜Â, ‰‡ Ò˙·Î‡ÁÌË ÔÓ„ÎÂ‰‡. éÒ-
ÌÓ‚Ì‡Ú‡ ÏË ıËÔÓÚÂÁ‡ Â, ˜Â ËÏÂÌÌÓ ÔÂÁ ÚÂÁË Ó·‡ÁË ÏÓ„‡Ú ‰‡ ·˙‰‡Ú ÂÍÓÌÒÚÛË‡-
ÌË ‚˙Ó·‡Ê‡ÂÏËÚÂ ‡Á·Ë‡ÌËfl Á‡ åÓ‰ÂÌÓÒÚ, ÙÓÏË‡ÎË „‡‰ÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ
ÚÛÍ. ÄÍˆÂÌÚ˙Ú ‚˙ıÛ ‚ËÁÛ‡ÎÌËÚÂ ÂÔÂÁÂÌÚ‡ˆËË ËÁıÓÊ‰‡ ÓÚ ÓÌÂÁË Ì‡Û˜ÌË Ú‡‰ËˆËË,
ÍÓËÚÓ ÏËÒÎflÚ åÓ‰ÂÌÓÒÚÚ‡ Í‡ÚÓ ÔÓˆÂÒ Ì‡ ‚ËÁÛ‡ÎËÁË‡ÌÂ Ì‡ Ò‚ÂÚ‡ (Jay 1994,
Schwartz 1998), ÍÓÈÚÓ ‰Ó‚ÂÊ‰‡ ‰Ó ‡Á·Ë‡ÌÂÚÓ Ì‡ Ò˙‚ÂÏÂÌÌ‡Ú‡ ÒËÚÛ‡ˆËfl ÔÂÁ ÚÂ-
ÏËÌ‡ ◊‚ËÁÛ‡ÎÌ‡ ÍÛÎÚÛ‡“. àÏÂÌÌÓ ‚ ÔÓÎÂÚÓ Ì‡ Ó·‡Á‡ Ú‡ÁË ÍÛÎÚÛ‡ ÒÂ ÓÔËÚ‚‡ ◊‰‡
ÔË‰‡‰Â ÒÏËÒ˙Î Ì‡ ·ÂÁÍ‡ÈÌ‡Ú‡ Ó·Î‡ÒÚ Ì‡ Â‡ÎÌÓÒÚÚ‡ Í‡ÚÓ ÒÂÎÂÍÚË‡, ËÌÚÂÔÂÚË-
‡ Ë ÂÔÂÁÂÌÚË‡ Ú‡ÁË Â‡ÎÌÓÒÚ“ (Mirzoeff 1999: 37). Ç ÚÓÁË ÒÏËÒ˙Î ËÁÒÎÂ‰‚‡ÌÂÚÓ
Ì‡ ÂÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ ëÓÙËfl ÔÓÁ‚ÓÎfl‚‡ ‰‡ ÒÂ ‡Ì‡ÎËÁË‡Ú Í‡ÍÚÓ Ô‡‡‰Ë„ÏËÚÂ Ì‡
‚ËÊ‰‡ÌÂ, Ú‡Í‡ Ë ‚ËÁÛ‡ÎÌËÚÂ ÍÓ‰Ó‚Â, ÔÂÁ ÍÓËÚÓ ÒÂ ÔË‰‡‚‡ ÒÏËÒ˙Î Ì‡ „‡‰ÒÍÓÚÓ
ÔÓÒÚ‡ÌÒÚ‚Ó. ÄÍÓ ÒË ÔËÔÓÏÌËÏ ÚÂÁ‡Ú‡ Ì‡ ÑÊÂÈÏÒ ÑÓÌ‡Î‰, ˜Â „‡‰˙Ú ÏÓÊÂ ‰‡ ÒÂ
ËÌÚÂÔÂÚË‡ Í‡ÚÓ ◊ËÒÚÓË˜ÂÒÍË ÒÔÂˆËÙË˜ÂÌ Ì‡˜ËÌ Ì‡ ‚ËÊ‰‡ÌÂ, ÒÚÛÍÚÛ‡ Ì‡ ‚Ë-
‰ËÏÓÚÓ“ (Donald 1995:92), ÚÓ ÚÓ„‡‚‡ ÂÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ „‡‰‡ Í‡ÚÓ ÔÓ˘ÂÌÒÍ‡ Í‡-
ÚË˜Í‡ ÏÓ„‡Ú ‰‡ ÒÎÛÊ‡Ú ËÏÂÌÌÓ Í‡ÚÓ Ó·ÂÍÚ‡, ÔÂÁ ÍÓÈÚÓ ‰‡ ÒÂ ËÌÚÂÔÂÚË‡Ú ÚÂÁË ËÒ-
ÚÓË˜ÂÒÍË ÍÓÌÒÚÛË‡ÌË Ì‡˜ËÌË Ì‡ ‚ËÊ‰‡ÌÂ. àÏÂÌÌÓ ÔÓÎ‡„‡ÌÂÚÓ Ì‡ ÔÓ˘ÂÌÒÍËÚÂ
Í‡ÚË˜ÍË ‚ ˆÂÌÚ˙‡ Ì‡ ËÁÒÎÂ‰‚‡ÌÂÚÓ ÔÓÁ‚ÓÎfl‚‡ ‰‡ ÒÂ ËÌÚÂÔÂÚË‡Ú ‚ËÁÛ‡ÎÌËÚÂ
ÍÓ‰Ó‚Â ‚ ‰‚Â ÔÂÒÔÂÍÚË‚Ë: Í‡ÚÓ Ó·‡ÁË, ÍÓËÚÓ ˆËÍÛÎË‡Ú ÓÚ Â‰Ì‡ ÒÚ‡Ì‡ ‚˙ÚÂ ‚
Ì‡ˆËÓÌ‡ÎÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ‡ ÓÚ ‰Û„‡ – Í‡ÚÓ Ó·‡ÁË, ÍÓËÚÓ Ò‡ ÓÚÔ‡‚ÂÌË Í˙Ï ‚˙Ì-
¯ÂÌ ‡‰ÂÒ‡Ú. Ç ÚÓÁË ÒÏËÒ˙Î ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË Ò‡ ËÏÂÌÌÓ Ó·ÂÍÚËÚÂ, ‚ ÍÓËÚÓ ÒÂ
ÒÂ˘‡Ú ‚˙Ì¯ÌËfl Ë ‚˙ÚÂ¯ÌËfl ÔÓ„ÎÂ‰, Ó·‡ÁËÚÂ, ˜ÂÁ ÍÓËÚÓ ÒÂ Ò˙·Î‡ÁÌfl‚‡Ú Â‰ÌÓ‚-
ÂÏÂÌÌÓ ‰‚‡Ú‡ ‡‰ÂÒ‡Ú‡. éÚ Ú‡ÁË „ÎÂ‰Ì‡ ÚÓ˜Í‡ ËÁÒÎÂ‰‚‡ÌÂÚÓ Ì‡ ÔÓ˘ÂÌÒÍËÚÂ Í‡-
ÚË˜ÍË ÓÚÍË‚‡ ‚˙ÁÏÓÊÌÓÒÚÚ‡ ‰‡ ÒÂ ‡Ì‡ÎËÁË‡ ÔÓˆÂÒ‡ Ì‡ ‚˙Ó·‡Áfl‚‡ÌÂ Ì‡ ÏflÒÚÓ-
ÚÓ ËÏÂÌÌÓ Í‡ÚÓ ‰Ó„Ó‚‡flÌÂ ÏÂÊ‰Û ÏÂÒÚÌËfl Ë ‚˙Ì¯ÌËfl ÔÓ„ÎÂ‰. àÁıÓÊ‰‡ÈÍË ÓÚ ÔÓ-
‰Ó·ÌË ÔÂ‰ÔÓÒÚ‡‚ÍË, ‡Ì‡ÎËÁ˙Ú ˘Â ·˙‰Â ÙÓÍÛÒË‡Ì ‚˙ıÛ ‡ÁÎË˜ÌË Ê‡ÌÓ‚Ë ÚËÔÓ‚Â
ÂÔÂÁÂÌÚ‡ˆËË Ë ˘Â ÒÂ ÓÔËÚ‚‡Ï ‰‡ ÔÓÍ‡Á‚‡Ï ‚˙ÁÍËÚÂ ËÎË ÔÂÍ˙Ò‚‡ÌËflÚ‡ ÏÂÊ‰Û
Úflı. Ç ÚÂÍÒÚ‡ ˘Â ÒÂ ‰‚ËÊ‡ ÓÚ ÔÓ-ÒÚÛÍÚÛË‡ÌËÚÂ Ë ÔÓ-‰ËÒÍÛÒË‚ÌËÚÂ ‚ËÁËË Á‡ „‡-
‰‡ Í˙Ï ÔÓ-ÌÂÔÓ‰Â‰ÂÌËÚÂ; ÓÚ ˛·ËÎÂÈÌËÚÂ ÍÌË„Ë ÔÂÁ ‡Î·ÛÏËÚÂ Í˙Ï ÔÓ˘ÂÌÒÍËÚÂ Í‡-
ÚË˜ÍË. èÓ‰Ó·Ì‡ ÒÚÛÍÚÛ‡ ÒÂ Ì‡Î‡„‡ ËÏÂÌÌÓ Ò Ó„ÎÂ‰ Ì‡ ÂÍÓÌÒÚÛË‡ÌÂÚÓ Ì‡ ÂÔÂ-
ÁÂÌÚ‡ˆËËÚÂ Ì‡ „‡‰‡ ÓÚ „ÎÂ‰Ì‡ ÚÓ˜Í‡ Ì‡ ‚˙ÚÂ¯ÌËfl ÔÓ„ÎÂ‰, Á‡ ‰‡ ÒÂ ÒÚË„ÌÂ ‰Ó ÔÓ-
˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË Í‡ÚÓ ÔÂÒÂ˜Ì‡ ÚÓ˜Í‡ Ì‡ ‰‚‡Ú‡ ‡‰ÂÒ‡Ú‡. éÚ ‰Û„‡ ÒÚ‡Ì‡ ˘Â ËÌ-
ÚÂÔÂÚË‡Ï Ó·‡ÁËÚÂ Ì‡ ëÓÙËfl ÓÚ ÚË ÓÚ˜ÂÚÎË‚Ó ‡ÁÎË˜ÌË ËÒÚÓË˜ÂÒÍË ÔÂËÓ‰‡
– ëÓÙËfl ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ, ‚˙‚ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡ Ë ÒÎÂ‰ 1989 „Ó‰ËÌ‡. Ç
ËÒÚÓË˜ÂÒÍËfl ‡ÁÍ‡Á ÚÂÁË ÔÂËÓ‰Ë ËÁ„ÎÂÊ‰‡Ú Í‡ÚÓ ‡‰ËÍ‡ÎÌÓ ‡ÁÎË˜ÌË Â‰ËÌ ÓÚ
‰Û„ Ë Ò˙Á‰‡‚‡Ú ÛÒÂ˘‡ÌÂÚÓ Á‡ ‰ËÒÍÓÌÚËÌ˛ËÚÂÚ. ôÂ ÒÂ ÓÔËÚ‡Ï ‰‡ ÔÓ·ÎÂÏ‡ÚËÁË‡Ï
ÔÓ‰Ó·Ì‡ Ó˜Â‚Ë‰ÌÓÒÚ Í‡ÚÓ ÓÒÌÓ‚Ì‡Ú‡ ÏË ıËÔÓÚÂÁ‡ Â, ˜Â Ó·‡ÁËÚÂ Ì‡ ëÓÙËfl ˘Â ·˙‰‡Ú
ÔÓ-ÛÒÚÓÈ˜Ë‚Ë ÓÚ ‡ÁÍ‡ÁËÚÂ Á‡ ÌÂfl, ‚˙ÔÂÍË ˜Â ËÏÂÌÌÓ Ì‡ ÙÓÌ‡ Ì‡ Ú‡ÁË ÔÓ‰Ó·ÌÓÒÚ
˘Â ÏÓ„‡Ú ‰‡ ÒÂ ‡Ì‡ÎËÁË‡Ú ÒÔÂˆËÙËÍËÚÂ ‚ Ò‡ÏÓÂÔÂÁÂÌÚË‡ÌÂÚÓ Ì‡ „‡‰‡. Ç Ú‡Í‡
Á‡fl‚ÂÌËfl ÚÂÍÒÚ ËÏ‡ ‰‚Â ÓÚÏÂÒÚ‚‡ÌËfl ÒÔflÏÓ Ô‡‚ÂÌËÚÂ ËÁÒÎÂ‰‚‡ÌËfl Ì‡ ëÓÙËfl.
è˙‚ÓÚÓ Â, ˜Â ‡ÍˆÂÌÚ˙Ú Ì‡ ËÁÒÎÂ‰‚‡ÌÂÚÓ Â ‚˙ıÛ ÂÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ „‡‰‡, ‚˙ıÛ
‚ËÁÛ‡ÎÌÓÚÓ ÔÓËÁ‚Ó‰ÒÚ‚Ó Ì‡ ëÓÙËfl. ÇÚÓÓÚÓ Â ÙÓÍÛÒË‡ÌÂÚÓ ‚˙ıÛ Ó·‡ÁË, ÍÓËÚÓ
ÔÂ‚˙˘‡Ú „‡‰‡ ‚ ÚÛËÒÚË˜ÂÒÍ‡ „ÎÂ‰Í‡. é„‡ÌË˜‡‚‡ÌÂÚÓ Ì‡ ÚÂÍÒÚ‡ ÔÓ Ú‡Í˙‚ Ì‡˜ËÌ
ÔÂ‰ÔÓÎ‡„‡, ˜Â ËÒÚÓË˜ÂÒÍËÚÂ, ‰ÂÏÓ„‡ÙÒÍËÚÂ Ë Ú.Ì. ÔÂÔ‡ÚÍË Á‡ ÔÓÏflÌ‡Ú‡ Ì‡ Ò‡-
ÏÓÚÓ „‡‰ÒÍÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ò‡ ‚˙Ì¯ÌË Ì‡ ‡Ì‡ÎËÁ‡, Ú.Â. ËÁÒÎÂ‰‚‡ÌÂÚÓ Â ËÁˆflÎÓ Ò˙Ò-
Â‰ÓÚÓ˜ÂÌÓ ‚˙ıÛ ÂÔÂÁÂÌÚ‡ˆËflÚ‡ Ì‡ „‡‰‡, ‡ ÌÂ ‚˙ıÛ ÌÂ„Ó‚ÓÚÓ ÍÓÌÒÚÛË‡ÌÂ
Í‡ÚÓ „‡‰.
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Conceiving Sofia as a Sight

Herein I 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 I
will be trying to elicit the links or interruptions between them. Throughout the text I 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, I 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. I 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 I 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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àÁÔÓÎÁ‚‡Ï ‚ ‡Ì‡ÎËÁ‡ ÒË ÚË ˛·ËÎÂÈÌË ÍÌË„Ë, ÔÓËÁ‚Â‰ÂÌË ‚ ‡ÁÎË˜ÌËÚÂ ËÒ-
ÚÓË˜ÂÒÍË ÔÂËÓ‰Ë. è˙‚‡Ú‡, ÓÚ 1928 „Ó‰ËÌ‡, ÓÚ·ÂÎflÁ‚‡ 50-„Ó‰Ë¯ÌËÌ‡Ú‡ Ì‡ ÒÚÓÎËˆ‡Ú‡,
‚ÚÓ‡Ú‡ – 80-„Ó‰Ë¯ÌËÌ‡Ú‡, ‡ ÚÂÚ‡Ú‡ – 120-„Ó‰Ë¯ÌËÌ‡Ú‡. Ç ÌËÚÓ Â‰ËÌ ÓÚ ÚÂÁË ÔÂËÓ‰Ë
ÌÂ Â ËÁ‰‡‚‡Ì‡ ÔÓ‚Â˜Â ÓÚ Â‰Ì‡ ˛·ËÎÂÈÌ‡ ÍÌË„‡. ëËÏÔÚÓÏ‡ÚË˜ÌÓ Â, ˜Â ÍÌË„ËÚÂ ÓÚ·ÂÎflÁ-
‚‡Ú „Ó‰Ë¯ÌËÌËÚÂ Ì‡ ëÓÙËfl Í‡ÚÓ ÒÚÓÎËˆ‡. ÑÓË ‰‡ ËÏ‡ ËÒÚÓË˜ÂÒÍ‡ ËÌÙÓÏ‡ˆËfl Á‡
„‡‰‡ Í‡ÚÓ ÏÌÓ„Ó‚ÂÍÓ‚ÂÌ, ËÒÚËÌÒÍÓÚÓ ÏÛ ÎÂÚÓ·ÓÂÌÂ Á‡ÔÓ˜‚‡ Í‡ÚÓ ˜Â ÎË Ò Ó·fl‚fl‚‡ÌÂ-
ÚÓ ÏÛ Á‡ ÒÚÓÎËˆ‡. Ü‡Ì˙Ú Ì‡ ˛·ËÎÂÈÌËÚÂ ÍÌË„Ë ÔÂ‰ÔÓÎ‡„‡, ÓÚ Â‰Ì‡ ÒÚ‡Ì‡, ˜ÂÒÚ‚‡ÌÂ,
‡ ÓÚ ‰Û„‡ – ‡‚ÌÓÒÏÂÚÍ‡. íÂ Ò‡ Ó·˙Ì‡ÚË ÔÓ‚Â˜Â Í˙Ï ÒÓÙËflÌÂˆ‡ ËÎË Í˙Ï ·˙Î„‡ËÌ‡,
ÍÓÈÚÓ ‰‡ ‡ÁÔÓÁÌ‡Â ÒÚÓÎËˆ‡Ú‡ Í‡ÚÓ ÔÂ‰ÒÚ‡‚ËÚÂÎÌ‡ Á‡ ‰˙Ê‡‚‡Ú‡. Ç ÚÓÁË ÒÏËÒ˙Î ÔÂÁ
˛·ËÎÂÈÌËÚÂ ÍÌË„Ë ÏÓÊÂ ‰‡ ÒÂ ÂÍÓÌÒÚÛË‡ Ó·‡Á‡ Ì‡ ëÓÙËfl, Ó·˙Ì‡Ú Í˙Ï ‚˙ÚÂ¯ÌËfl
‡‰ÂÒ‡Ú ËÎË ÚÂ ÔÓËÁ‚ÂÊ‰‡Ú „‡‰ÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ, ÍÓflÚÓ ˘Â ÒÂ ÒÚÂÏË Í˙Ï ÔËÁÌ‡-
ÌËÂ. éÚ ‰Û„‡ ÒÚ‡Ì‡ ËÏÂÌÌÓ ÔÂÁ ˛·ËÎÂÈÌËÚÂ ÍÌË„Ë ÏÓÊÂ ‰‡ ÒÂ ËÌÚÂÔÂÚË‡ ÂÔÂ-
ÁÂÌÚ‡ˆËflÚ‡ Ì‡ ëÓÙËfl Í‡ÚÓ ÔÓ-ÒÚÛÍÚÛË‡Ì‡, ‰ÓÍÓÎÍÓÚÓ ‚ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË Úfl
‚Â˜Â ÒÂ fl‚fl‚‡ Í‡ÚÓ Ù‡„ÏÂÌÚ‡Ì‡.

◊ê‡ÒÚÂ, ÌÓ ÌÂ ÒÚ‡ÂÂ“

ÑÂ‚ËÁ˙Ú Ì‡ ëÓÙËfl Í‡ÚÓ ˜Â ÎË Á‡‰‡‚‡ ÓÒÌÓ‚Ì‡Ú‡ ‰ËÒÍÛÒË‚Ì‡ ‡ÏÍ‡, ‚ ÍÓflÚÓ
ÒÂ ‡ÁÍ‡Á‚‡ „‡‰‡ ÔÂÁ 1928 „Ó‰ËÌ‡. àÏÂÌÌÓ ÔÂÁ Ì‡‡ÚË‚‡ Ì‡ ‰ÂÏÓ„‡ÙÒÍËfl, ÚÂËÚÓ-
Ë‡ÎÂÌ Ë ˆË‚ËÎËÁ‡ˆËÓÌÂÌ ‡ÒÚÂÊ ÒÂ ÙÓÏË‡ ÒËÏ‚ÓÎÌËfl Í‡ÔËÚ‡Î Ì‡ „‡‰‡ Í‡ÚÓ ÒÚÓ-
ÎËˆ‡. ëÓÙËfl Â ÍÓÌÒÚÛË‡Ì‡ ‚ Ô˙‚‡Ú‡ ˛·ËÎÂÈÌ‡ ÍÌË„‡ Í‡ÚÓ ◊Ô˙‚Ëfl ÔÓ ÔËËÊ‰‡ÌÂ Ì‡
Ì‡ÒÂÎÂÌËÂ Ë Û‚ÂÎË˜‡‚‡ÌÂ Ì‡ ÊËÚÂÎËÚÂ „‡‰ ‚ Å˙Î„‡Ëfl“ (Ò. 63)1; Â‰ÌÓ‚ÂÏÂÌÌÓ Ò ÚÓ‚‡
Ì‡‡ÒÚ‚‡ÌÂ, ‡ÒÚ‡Ú Ë Ò„‡‰ËÚÂ – ëÓÙËfl ÒÚ‡‚‡ ‚Â˜Â ‚ËÒÓÍ‡ Ò ÔÓ 4-5 ÂÚ‡ÊÌË Ò„‡‰Ë. á‡
50 „Ó‰ËÌË Úfl ÒÂ Â ÔÂ‚˙Ì‡Î‡ ‚ Ì‡È-ÏÓ‰ÂÌËfl „‡‰ ‚ Å˙Î„‡Ëfl. 

◊... „‡‰ ëÓÙËfl ÒÂ ËÁˆflÎÓ ÔÓÏÂÌË ‰ÓÒÂÊÌÓ Ò‚ÓflÚ‡ ÙËÁËÓÌÓÏËfl. íÓÈ Â ‚Â˜Â „ÓÎflÏ
„‡‰, ‚‡ÊÌÓ Í˙ÒÚÓÔ˙ÚË˘Â Ì‡ ÊÂÎÂÁÌË ÎËÌËË, ÏÓ‰ÂÌÓ ÔÎ‡ÌË‡Ì, Ò ‚Ó‰ÓÔÓ‚Ó‰, Ò Í‡-
Ì‡ÎËÁ‡ˆËfl, ÂÎÂÍÚË˜ÂÒÍÓ ÓÒ‚ÂÚÎÂÌËÂ Ë ÂÎÂÍÚË˜ÂÒÍË Ú‡Ï‚‡Ë. ... éÍÓÎÓ ‰‚ÓÂˆ‡ ÒÂ
Ò˙Á‰‡‰Â ◊ëËÚË“, Í‡ÍÚÓ ‚˙‚ ‚ÒË˜ÍË „ÓÎÂÏË „‡‰Ó‚Â.“ (Ò. 73)

ñËÚË‡ÌËflÚ ÓÚÍ˙Ò ÔÓÍ‡Á‚‡ ÊÂÎ‡ÌËfl Ó·ÎËÍ Ì‡ ëÓÙËfl ÔÂÁ 1928 „Ó‰ËÌ‡, ÌÓ ÓÚ ÔÂÁ ÌÂ„Ó
ÏÓÊÂ ‰‡ ÒÂ ‚Ë‰Ë Ë ‰‚ÓÈÌËflÚ ÔÓ·ÎÂÏ, ÔÂ‰ ÍÓÈÚÓ Â ËÁÔ‡‚ÂÌ‡ ëÓÙËfl ÒÎÂ‰ éÒ‚Ó·ÓÊ-
‰ÂÌËÂÚÓ. èÓ·ÎÂÏ‡ÚË˜Ì‡ Â Í‡ÍÚÓ ÌÂÈÌ‡Ú‡ „‡‰ÒÍÓÒÚ, Ú‡Í‡ Ë ÌÂÈÌ‡Ú‡ ÒÚÓÎË˜ÌÓÒÚ.

ëÔÓÂ‰ ÒÔÓÏÂÌËÚÂ Ì‡ Ò˙‚ÂÏÂÌÌËˆËÚÂ ëÓÙËfl ÌÂ Â ËÒÚËÌÒÍË „‡‰. äÓÌÒÚ‡ÌÚËÌ àÂ˜ÂÍ
ˆËÚË‡ Ç‡ÁÓ‚, ÍÓÈÚÓ Í‡Á‚‡Î ◊˜Â Úfl Â Ò‡ÏÓ Â‰ÌÓ „ÓÎflÏÓ ÒÂÎÓ, Ò‡ÏÓ „ÓÎflÏ‡ ÅÂÍÓ‚Ëˆ‡.“2

ÄÍÓ Á‡ ÒÚÓÎËˆ‡ Ì‡ ÌÓ‚‡Ú‡ ‰˙Ê‡‚‡ Úfl·‚‡ ‰‡ ÒÂ ËÁ·ÂÂ ËÒÚËÌÒÍË „‡‰, Ó˜Â‚Ë‰ÌÓ Â, ˜Â
ÚÓ‚‡ Â Úfl·‚‡ÎÓ ‰‡ ·˙‰Â í˙ÌÓ‚Ó ËÎË èÎÓ‚‰Ë‚. Ç Ò‚ÓÂ ÔËÒÏÓ ÓÚ èÎÓ‚‰Ë‚ ÉË„Ó ç‡-
˜Ó‚Ë˜, ÒÎÂ‰ Í‡ÚÓ ÓÔÎ‡Í‚‡ ÎËÔÒ‡Ú‡ Ì‡ Ô‡ÚËÓÚËÁ˙Ï ÒÂ‰ ÔÎÓ‚‰Ë‚˜‡ÌË, ÔË¯Â: ◊ëÓÙËfl –
Ì‡Ô‡‚ÂÚÂ fl Í‡ÒË‚‡, ÔÓÒ˙·Û‰ÂÚÂ È ÊËÚÂÎËÚÂ, ÍÓËÚÓ ÌÂ Ò‡ ÔÓÌÂ ÌÂÔËflÚÂÎË Ì‡ ÓÚÂ˜ÂÒ-
Ú‚ÓÚÓ ÒË, ‡ÍÓ Ë ‰‡ Í‡Á‚‡Ú ˜Â Ò‡ ÓÒÚ‡Ì‡ÎË Ì‡Á‡‰, Ë ÌÂÍ‡ ÒÚ‡ÌÂ ëÓÙËfl ·˙Î„‡ÒÍ‡ ÒÚÓÎË-
ˆ‡.“3 ôÓ ÒÂ ÓÚÌ‡Òfl ‰Ó í˙ÌÓ‚Ó, ÔÂ‰ÎÓÊÂÌËÂ ÔÓ‰‰˙Ê‡ÌÓ ÓÚ ‡‚ÒÚËÈÒÍ‡Ú‡ ‰ËÔÎÓÏ‡-
ˆËfl, Ñ‡„‡Ì ñ‡ÌÍÓ‚, Ú˙ÌÓ‚ÒÍË ‚ËˆÂ„Û·ÂÌ‡ÚÓ ÔÓ ÚÓ‚‡ ‚ÂÏÂ, ÔË¯Â: ◊Ñ‡ÌÓ ·Ó„ ‚‡-
ÁÛÏË ·˙Î„‡ËÚÂ ‰‡ ÌÂ ÔÓ‰‰˙Ê‡Ú ‰‡ ÒÚ‡ÌÂ í˙ÌÓ‚Ó ÒÚÓÎËˆ‡. ÄÁ ÚË Í‡Á‡ı Ë ‰Û„Ë Ô˙Ú,
˜Â ÚË ÒË ˜ÂÒÚËÚ ‰‡ ÒË ÔË Â‰ÌÓ Ì‡ÒÂÎÂÌËÂ, ÍÓÂÚÓ ÌÂ Â Ú˙ÌÓ‚ÒÍÓ.“4 ë Í‡Á‡ÌÓÚÓ ‰Ó ÚÛÍ
ÔÓÒÚÓ ÒÂ ÓÔËÚ‚‡Ï ‰‡ ÔÓÍ‡Ê‡, ˜Â Í‡Í‚ËÚÓ Ë ‰‡ ÒË ÔË˜ËÌËÚÂ ëÓÙËfl ‰‡ ·˙‰Â ËÁ·‡Ì‡

1 ÇÒË˜ÍË ˆËÚ‡ÚË Ò‡ ÔÓ û·ËÎÂÈÌ‡ ÍÌË„‡ Ì‡ „‡‰ ëÓÙËfl (1878 – 1928), 1928. èÂ˜‡ÚÌËˆ‡
◊äÌËÔÂ„‡Ù“ ‡ÍˆËÓÌÂÌÓ ‰ÛÊÂÒÚ‚Ó, ëÓÙËfl. 
2 ëÚÓÎËˆ‡Ú‡ ëÓÙËfl, 1999, ë., Ò. 13.
3 ëÚÓÎËˆ‡Ú‡ ëÓÙËfl, 1999, ë., Ò. 6.
4 ëÚÓÎËˆ‡Ú‡ ëÓÙËfl, 1999, ë., Ò. 9.
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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)1; 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)

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.

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”2. If a real city had to be selected as capital of the new state, it obviously

è‡ÌÓ‡ÏÂÌ
ËÁ„ÎÂ‰ ÓÚ Í‡fl 
Ì‡ 19 ‚ÂÍ
View from Sofia in
the end of 
19 century
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Á‡ ÒÚÓÎËˆ‡, ÒÂ‰ Úflı ÌÂ Â „‡‰ÒÍÓÒÚÚ‡ Ì‡ ÏflÒÚÓÚÓ. í‡Í‡ Â‰ËÌËflÚ Ó·‡Á, ÍÓÈÚÓ ëÓÙËfl
ÒÂ ÓÔËÚ‚‡ ‰‡ ÒÍËÂ, Â ÚÓÁË Ì‡ ◊„ÓÎflÏÓÚÓ ÒÂÎÓ“. Ä ‰Û„ËflÚ Â Ì‡ ÓËÂÌÚ‡ÎÒÍËfl „‡‰. éÚ-
ÌÓ‚Ó ÔÓ ÒÔÓÏÂÌË Ì‡ àÂ˜ÂÍ Í˙˘ËÚÂ Ë ‰˛ÍflÌËÚÂ Ò‡ ÓËÂÌÚ‡ÎÒÍË, ‡ Ú‡Í‡ ÓÔËÒ‚‡ ç‡-
Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ: ◊„ÓÎflÏ‡ ‰˙‚ÂÌ‡ Ò„‡‰‡, Í‡Í‚ËÚÓ ÒÂ ÒÚÓflÚ Û Ì‡Ò Á‡ ËÁÎÓÊ·‡ Ì‡
‰Ó·ËÚ˙Í, ˆflÎ‡ Ò Ï‡ÎÍË ÁÌ‡ÏÂÌ‡. íÓ‚‡ ˘Â ‰‡ Â Ì‡‚flÌÓ ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ.“5 Ç ÚÓÁË
ÒÏËÒ˙Î Ë‰ÂÌÚË˜ÌÓÒÚÚ‡ Ì‡ ëÓÙËfl ÒÂ ÒÎÛ˜‚‡ ÔÂÁ ‰‚Â Ò‡‚ÌËÚÂÎÌË ÔÂÒÔÂÍÚË‚Ë – Ò
‰Û„ËÚÂ ·˙Î„‡ÒÍË „‡‰Ó‚Â Ë Ò ‰Û„ËÚÂ Â‚ÓÔÂÈÒÍË ÒÚÓÎËˆË. àÏ‡ ÓÚ˜ÂÚÎË‚Ó ‡ÁÎË˜-
ÌË „‡‰ÒÍË ÔÓÎËÚËÍË, ÍÓËÚÓ ÓÔÂ‰ÂÎflÚ Ó·ÎËÍ‡ Ì‡ ëÓÙËfl Ë ÒÂ ÎÂ„ËÚËÏË‡Ú ÔÂÁ ÚÂÁË
‰‚Â ÔÂÒÔÂÍÚË‚Ë. Ö‰Ì‡Ú‡ ÔÓÎËÚËÍ‡ Â Ú‡ÁË Ì‡ ÔÂ‚˙˘‡ÌÂÚÓ Ì‡ ëÓÙËfl ‚ „‡‰, ÔÓÌÂ
Ò‡‚ÌËÏ Ò í˙ÌÓ‚Ó ËÎË èÎÓ‚‰Ë‚. ÑÛ„‡Ú‡ – Ú‡ÁË, ÍÓflÚÓ ˘Â Ì‡Ô‡‚Ë ÓÚ ëÓÙËfl Â‚Ó-
ÔÂÈÒÍ‡ ÒÚÓÎËˆ‡. è˙‚‡Ú‡ ÔÓÎËÚËÍ‡ Â Ò‚˙Á‡Ì‡ ÔÓ-ÒÍÓÓ Ò ·Î‡„ÓÛÒÚÓÈÒÚ‚ÓÚÓ Ì‡ „‡-
‰‡, ‚ÚÓ‡Ú‡ – Ò ÌÂ„Ó‚‡Ú‡ ÔÂ‰ÒÚ‡‚ËÚÂÎÌÓÒÚ. Ç ÚÓÁË ÒÏËÒ˙Î ÍÛÔÛ‚‡ÌÂÚÓ Ì‡ „‡ÁÂÌË ÙÂ-
ÌÂË Á‡ ÒÓÙËÈÒÍËÚÂ ÛÎËˆË – Ô˙‚ÓÚÓ ‰ÂÈÒÚ‚ËÂ Ì‡ Ô˙‚Ëfl ÍÏÂÚ Ì‡ ëÓÙËfl – ÒÂ ÎÂ„ËÚË-
ÏË‡ ÔÂÁ Ò‡‚ÌÂÌËÂÚÓ Ò ‰Û„ËÚÂ ·˙Î„‡ÒÍË „‡‰Ó‚Â. ÖÎÂÍÚËÙËˆË‡ÌÂÚÓ Ì‡ ÛÎË˜ÌÓ-
ÚÓ ÓÒ‚ÂÚÎÂÌËÂ Â ˜‡ÒÚ ÓÚ ‰Û„‡Ú‡ ÔÓÎËÚËÍ‡ – Ì‡ Ò‡‚ÌÂÌËÂ Ò Â‚ÓÔÂÈÒÍËÚÂ ÒÚÓÎËˆË
(ëÓÙËfl Â ÂÎÂÍÚËÙËˆË‡Ì‡ ÔÂÁ 1900 „., Ì‡ËÒÚËÌ‡ ÔÂ‰Ë ÌflÍÓË ÓÚ Â‚ÓÔÂÈÒÍËÚÂ ÒÚÓ-
ÎËˆË). Ö‰ÌÓ‚ÂÏÂÌÌÓ Ò ÔÓÎËÚËÍËÚÂ Ì‡ ÔÂ‚˙˘‡ÌÂ Ì‡ ëÓÙËfl ‚ Â‚ÓÔÂÈÒÍË „‡‰ Á‡-
ÔÓ˜‚‡ Ë ËÁÏËÒÎflÌÂÚÓ Ì‡ „‡‰ÒÍËÚÂ ÒËÏ‚ÓÎË. è˙‚Ó Â Ò˙Á‰‡‰ÂÌ „Â·˙Ú Ì‡ ëÓÙËfl ÔÓ
ÔÓ‚Ó‰ Ò‚ÂÚÓ‚ÌÓÚÓ ËÁÎÓÊÂÌËÂ ‚ è‡ËÊ ÔÂÁ 1900 „. é„‡ÌËÁ‡ÚÓËÚÂ Ì‡ ËÁÎÓÊÂÌËÂÚÓ
ÏÓÎflÚ ‰‡ ËÏ ·˙‰Â ËÁÔ‡ÚÂÌ „Â·˙Ú Ì‡ ÒÚÓÎËˆ‡Ú‡, Á‡ ‰‡ ·˙‰Â ËÁÎÓÊÂÌ Á‡Â‰ÌÓ Ò „Â·Ó-
‚ÂÚÂ Ì‡ ‰Û„ËÚÂ ÒÚÓÎËˆË Ì‡ Û˜‡ÒÚ‚‡˘ËÚÂ ‰˙Ê‡‚Ë. íÓ„‡‚‡ ÍÏÂÚ˙Ú ïËÒÚÓ èÓÔÓ‚, Á‡-
Â‰ÌÓ Ò à‚‡Ì å˙Í‚Ë˜Í‡ – ‰ËÂÍÚÓ Ì‡ êËÒÛ‚‡ÎÌÓÚÓ Û˜ËÎË˘Â Ë Ç‡ˆÎ‡‚ ÑÓ·ÛÒÍË – ‰Ë-
ÂÍÚÓ Ì‡ ÄıÂÓÎÓ„Ë˜ÂÒÍËfl ÏÛÁÂÈ ÔÓ˙˜‚‡Ú ËÁ‡·ÓÚÍ‡Ú‡ ÏÛ Ì‡ ï‡‡Î‡ÏÔË í‡˜Â‚.
ä‡ÍÚÓ Í‡Á‚‡ Ò‡ÏËflÚ ‡‚ÚÓ Ì‡ „Â·‡ ◊èÓ ÚÓÁË Ì‡˜ËÌ ëÓÙËfl ÒÂ Ì‡Â‰Ë ÏÂÊ‰Û ‰Û„ËÚÂ
Â‚ÓÔÂÈÒÍË ÒÚÓÎËˆË.“6 éÚÌÓ‚Ó ËÏËÚË‡ÈÍË Ö‚ÓÔ‡ Â ÙÓÏÛÎË‡Ì ‰Â‚ËÁ˙Ú Ì‡ ëÓÙËfl,
Ì‡ÔÓÏÌfl˘ ‰Â‚ËÁ‡ Ì‡ è‡ËÊ.

í‡Í‡ ÓÚ Â‰Ì‡ ÒÚ‡Ì‡ „‡‰ÒÍËÚÂ ÔÓÎËÚËÍË ÔÓÏÂÌflÚ Ò‡ÏÓÚÓ „‡‰ÒÍÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÌÓ
ÚÓ‚‡ ÒÚ‡‚‡ ·‡‚ÌÓ Ë ÌÂ‡‚ÌÓÏÂÌÓ. éÚ ‰Û„‡ ÒÚ‡Ì‡ ÂÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ ëÓÙËfl ‰Â-
ÏÓÌÒÚË‡Ú ÚÂÁË ÔÓÎËÚËÍË Í‡ÚÓ ‚Â˜Â ÒÎÛ˜ËÎË ÒÂ. Ç ˛·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ ÓÚ 1928 „Ó‰ËÌ‡
ÒÂ Ò˙Á‰‡‚‡ Ó·‡Á Ì‡ ëÓÙËfl Í‡ÚÓ ‚Â˜Â Â‚ÓÔÂÈÒÍË Ë ‚Â˜Â ÒÚÓÎË˜ÂÌ „‡‰. àÏÂÌÌÓ Í‡ÚÓ
Ú‡Í˙‚ ÓÔËÒ‡ÌËÂÚÓ ÏÛ ÌÂ ËÁÔÛÒÍ‡ ÌËÚÓ Â‰ËÌ ‰ÂÚ‡ÈÎ Ë ëÓÙËfl ‚ Ú‡ÁË ÍÌË„‡ ËÁ„ÎÂÊ‰‡
ÏÌÓ„Ó ÊË‚ Ë ‰ËÌ‡ÏË˜ÂÌ „‡‰. éÔËÒ‡ÌË Ò‡ ÌÂ Ò‡ÏÓ ÌÓ‚ÓÒÚËÚÂ ‚ „‡‰ÒÍ‡Ú‡ ÒÂ‰‡, ÌÓ
ÓÒÓ·ÂÌÓ ÒËÎÂÌ ‡ÍˆÂÌÚ Â ÒÎÓÊÂÌ ‚˙ıÛ ÒÓÙËÈÒÍËÚÂ ÊËÚÂÎË.

◊ç‡Ô‡ÁÌÓ ˜Ó‚ÂÍ ˘Â ‰ËË ı‡‡ÍÚÂÌËÚÂ ˜ÂÚË Ì‡ ÒÚÓÎË˜‡ÌËÌ‡, ÌÂ„Ó‚ËÚÂ Ì‡‚Ë Ë
Ó·Ë˜‡Ë, Ú˙È Í‡ÍÚÓ ÚÂ ÒÂ Ó˜ÂÚ‡‚‡Ú ‚ ÔÓ‚ËÌˆË‡ÎÌËÚÂ „‡‰Ó‚Â.“ (Ò. 294)

íÓ‚‡ Â ‚˙‚ÂÊ‰‡˘ÓÚÓ ËÁÂ˜ÂÌËÂ Í˙Ï ÓÌ‡ÁË ˜‡ÒÚ ÓÚ ÍÌË„‡Ú‡, ÍÓflÚÓ Úfl·‚‡ ‰‡ ‡ÁÍ‡ÊÂ
Á‡ ÒÚÓÎË˜‡ÌË. çÓ ÚÓ‚‡ Â Ò‡ÏÓ ÔË‚Ë‰ÂÌ ÓÚÍ‡Á ÓÚ ÓÔËÒ‡ÌËÂÚÓ Ì‡ ÒÓÙËflÌˆË. íÛÍ ÒÚ‡-
‚‡ ‰ÛÏ‡ ÔÓ-ÒÍÓÓ Á‡ ‚˙‚ÂÊ‰‡ÌÂÚÓ Ì‡ ‡ÁÍ‡Á Á‡ ÌÓ‚ ÚËÔ ÒÔÂˆËÙËÍË, Ú.Â. ÌÂ Á‡ Ì‡‚Ë
Ë Ó·Ë˜‡Ë, ‡ ÔÓ-ÒÍÓÓ Á‡ ‚ÒÂÍË‰ÌÂ‚ÌË ÏÓ‰ÂÌË Ô‡ÍÚËÍË. àÏÂÌÌÓ Á‡ÚÓ‚‡ ÚÂÍÒÚ˙Ú Â
ÏÌÓ„ÓÒÎÓ‚ÂÌ ‚ ÓÔËÒ‡ÌËÂÚÓ Ì‡ ‡ÁıÓ‰ÍËÚÂ, Ì‡ ·Ë‡ËËÚÂ Ë Í‡ÙÂÌÂÚ‡Ú‡, Ì‡ ÍÛÎÚÛÌË-
ÚÂ Ò˙·ËÚËfl Ë Ì‡ ÔÂ‚˙Ì‡ÎËÚÂ ÒÂ ‚˙‚ ‚ÒÂÍË‰ÌÂ‚ËÂ ÒÍ‡ÁÍË, Ì‡ ·Î‡„ÓÚ‚ÓËÚÂÎÌ‡Ú‡ ‰ÂÈ-
ÌÓÒÚ Ë Ì‡ ◊‰ÛÊÂÒÚ‚ÂÌËfl ÊË‚ÓÚ“. éÒÌÓ‚ÌËflÚ Ó·‡Á, ÍÓÈÚÓ ÒÂ Ò˙Á‰‡‚‡, Â ÚÓÁË Ì‡ ÏÓ-
‰ÂÌÓÚÓ ‚ÒÂÍË‰ÌÂ‚ËÂ, ·ÂÁÍ‡ÈÌÓ ‰ËÌ‡ÏË˜ÌÓ Ë ÓÚ‚ÓÂÌÓ Í˙Ï ÌÓ‚ÓÒÚËÚÂ. åÓÊÂ ·Ë Ë
ÔÓ‡‰Ë Ú‡ÁË ÔË˜ËÌ‡, Á‡ ‰‡ ÓÔË¯Â ëÓÙËfl Í‡ÚÓ ËÒÚËÌÒÍË Ò‚ÂÚÓ‚ÂÌ „‡‰, ÚÂÍÒÚ˙Ú ‚ÔËÒ-
‚‡ ‚ Â‰Ó‚ÂÚÂ Ì‡ ÒÓÙËflÌˆË ÏÌÓ„ÓÚÓ ˜ÛÊ‰ÂÌˆË, ÍÓËÚÓ ÊË‚ÂflÚ ‚ ÒÚÓÎËˆ‡Ú‡, ÚÂ ÒÂ ËÌÒ-
ˆÂÌË‡Ú Í‡ÚÓ ˜‡ÒÚ ÓÚ ÌÂÈÌËfl ÊË‚ÓÚ Ë fl ÔÂ‚˙˘‡Ú ‚ Ì‡È-¯‡ÂÌËfl ‚ ÂÚÌË˜ÂÒÍÓ ÓÚÌÓ-
¯ÂÌËÂ „‡‰ ‚ Å˙Î„‡Ëfl.

5 ëÚÓÎËˆ‡Ú‡ ëÓÙËfl, 1999, ë., Ò. 14.
6 ëÚÓÎËˆ‡Ú‡ ëÓÙËfl, 1999, ë., Ò. 39.
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3 The Capital Sofia, 1999, S., p. 6.
4 The Capital Sofia, 1999, S., p. 9.
5 The Capital Sofia, 1999, S., p. 14.

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.”3 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. I have told you before that
you are happy to be among a population that is not the Turnovo one.”4 With all said
heretofore I 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.”5 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 Ivan 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 

åÓ‰ÂÌËÚÂ „‡‰ÒÍË Ô‡ÍÚËÍË 
Ò‡ ˜‡ÒÚ ÓÚ Ó·‡Á‡ Ì‡ ëÓÙËfl ÓÚ
Ô˙‚‡Ú‡ ÔÓÎÓ‚ËÌ‡ Ì‡ 20 ‚ÂÍ.
ä‡ÚË˜Í‡ Ò É‡‰ÒÍ‡Ú‡ „‡‰ËÌ‡ ÓÚ
ÚÓÁË ÔÂËÓ‰ 
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



88

.... ◊Ì‡È-ıÛ·‡‚ËflÚ, Ì‡È-ÏÓ‰ÂÌËflÚ „‡‰ Ì‡ Å˙Î„‡Ëfl ËÏ‡ Ï‡ÎÍÓ Ó·˘Ó Ò˙Ò ëÓÙËfl ÔÂ‰Ë
50 „Ó‰ËÌË“ (Ò. 69)

íÓ‚‡ Â Ó·Ó·˘ÂÌËflÚ Ó·‡Á Ì‡ ëÓÙËfl, ÍÓÈÚÓ ˛·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ ÓÚ 1928 „. ÍÓÌÒÚÛË‡. íÛÍ
·Ëı ËÒÍ‡Î‡ ‰‡ ÒÎÓÊ‡ ÌflÍÓÎÍÓ ‡ÍˆÂÌÚ‡ ‚˙ıÛ ÎÓ„ËÍ‡Ú‡ Ì‡ Ú‡ÁË ÂÔÂÁÂÌÚ‡ˆËfl. éÒÌÓ‚-
ÌËflÚ ËÁÚÓ˜ÌËÍ Ì‡ „‡‰ÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ, ÌÓ Ë ÒËÏ‚ÓÎÂÌ Í‡ÔËÚ‡Î Ì‡ ëÓÙËfl Í‡ÚÓ ÒÚÓÎË-
ˆ‡, Â ÌÂÈÌÓÚÓ ÒÓ·ÒÚ‚ÂÌÓ Ò˙‚ÂÏËÂ. Ç ˛·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ ËÏ‡ ‚˙˘‡ÌÂ Í˙Ï ëÂ‰ËÍ‡ Ë
Í˙Ï ëÂ‰Âˆ, ÌÓ ÚÓ Â ÓÚ ÔÓfl‰˙Í‡ Ì‡ ‡ıÂÓÎÓ„Ë˜ÂÒÍËfl ËÌÚÂÂÒ Ë Ò˙‚ÒÂÏ ÌÂ ÒÂ ÏËÚÓÎÓ-
„ËÁË‡, Á‡ ‰‡ ÒÂ ÔÂ‚˙ÌÂ ‚ ÒËÏ‚ÓÎÂÌ ÂÒÛÒ. åÌÓ„Ó ÔÓ-ÏÓ˘Ì‡ Â ‚ËÁËflÚ‡ Ì‡ ÒÂ„‡-ÔÓÒ-
ÚÓÂÌ‡Ú‡ ëÓÙËfl. ÑÛ„ËflÚ ‚‡ÊÂÌ ÏÓÏÂÌÚ Â ÓÚÚÎ‡ÒÍ‚‡ÌÂÚÓ ÓÚ ÌÂ-„‡‰ÒÍÓÚÓ, ÍÓÂÚÓ ÏÓÊÂ
‰‡ ÒÂ ÔÓfl‚Ë Í‡ÍÚÓ ‚ Ì‡˜ËÌ‡ Ì‡ Ó·ÎË˜‡ÌÂ, Ú‡Í‡ Ë ‚ Ì‡˜ËÌ‡ Ì‡ ÊË‚ÓÚ Ë Ì‡ Ô‡ÁÌÛ‚‡ÌÂ.
éÚ Ú‡ÁË „ÎÂ‰Ì‡ ÚÓ˜Í‡ ÌÓÒËËÚÂ ËÎË ·Ë‚¯ËÚÂ ÒÂÎÒÍË Ò˙·ÓË ÒÂ ÒÍË‚‡Ú, Á‡·‡Ìfl‚‡Ú ÒÂ
Ò ÍÏÂÚÒÍË Â¯ÂÌËfl ËÎË ÒÂ ÔÓËˆ‡‚‡Ú Í‡ÚÓ ÍÓÌÒÂ‚‡ÚË‚ÌË. éÌÓ‚‡, ÍÓÂÚÓ ÒÂ ÔÂ‰ÒÚ‡‚fl,
Â Â‚ÓÔÂÈÒÍÓÚÓ ÒÓÙËÈÒÍÓ „‡Ê‰‡ÌÒÚ‚Ó, ÌÓ‚‡Ú‡ ÏÓ‰ÂÌ‡ ‡ıËÚÂÍÚÛ‡ Ë Ò˙‚ÂÏÂÌÌËÚÂ
„‡‰ÒÍË Ô‡ÁÌËˆË. ÄÍÓ ËÏ‡ ÔÂËÓ‰ ‚ ·˙Î„‡ÒÍ‡Ú‡ ËÒÚÓËfl, ÍÓÈÚÓ Ò‡Ï ‰‡ Ì‡Ë˜‡ ÒÂ·Â
ÒË çÓ‚Ó ‚ÂÏÂ, ÚÓ‚‡ Â ÚÓÁË. àÎË ÔÓÌÂ ‚ Ú‡Í˙‚ Ó·‡Á Â ËÒÍ‡Î ‰‡ ÒÂ ‡ÁÔÓÁÌ‡Â.

ëÓÙËÈÒÍ‡ ·Ë‡Ëfl ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ 
Sofia beer house from the beginning of the 20 century
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6 The Capital Sofia, 1999, S., p. 39.

“This way Sofia took its place among the ranks of other European capitals.”6 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. I 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
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É‡‰, ÔÂ‰Ì‡ÁÌ‡˜ÂÌ Á‡ Ì‡Ó‰‡

û·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ Ì‡ ëÓÙËfl, ËÁ‰‡‰ÂÌ‡ ÔÓ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡, ÌÂ Ò˙Á‰‡-
‚‡ ÛÒÂ˘‡ÌÂÚÓ Á‡ ‰ËÒÍÓÌÚËÌ˛ÛËÚÂÚ ‚ ÎÓ„ËÍ‡Ú‡ Ì‡ ÔÂ‰ÒÚ‡‚flÌÂÚÓ, ‚˙ÔÂÍË ˜Â ÚÂÍÒÚ˙Ú ÂÍ-
ÒÔÎËˆËÚÌÓ ‡ÁÍ‡Á‚‡ Á‡ ÔÂÍ˙Ò‚‡ÌÂÚÓ Ì‡ ‚˙ÁÍ‡Ú‡ Ò ◊Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍËfl“ „‡‰. ÇÒ˙˘-
ÌÓÒÚ ÚÓ‚‡ Â Ì‡‡ÚË‚ ‚ ÎÓ„ËÍ‡Ú‡ Ì‡ Ô˙‚‡Ú‡ ˛·ËÎÂÈÌ‡ ÍÌË„‡. ä‡ÍÚÓ Ú‡ÁË ÓÚ 1928 „. „Ó‚Ó-
Ë Á‡ ‡‰ËÍ‡ÎÌÓ ÒÍ˙Ò‚‡ÌÂ Ò Ó·ÎËÍ‡ Ì‡ ëÓÙËfl ◊‚ ÚÛÒÍÓ ‚ÂÏÂ“, Ú‡Í‡ ÒÓˆË‡ÎËÒÚË˜ÂÒ-
ÍËflÚ „‡‰ ‚ Ú‡ÁË ÓÚ 1958 „. ÒÂ ÍÓÌÒÚÛË‡ Í‡ÚÓ ÓÚı‚˙ÎflÌÂ Ì‡ Ó·‡Á‡ ÓÚ ÔÂ‰ıÓ‰ÌËfl ÔÂ-
ËÓ‰. êÂÚÓÒÔÂÍÚË‚ÌÓ ÒÂ ÂÍÓÌÒÚÛË‡Ú Â‰ËÌÒÚ‚ÂÌÓ ÌÂ„‡ÚË‚ËÚÂ Ì‡ „‡‰‡, ÍÓËÚÓ ÒÂ ÔÓ-
Î‡„‡Ú ‚ Ì‡È-·ÎËÁÍÓÚÓ ÏÛ ÏËÌ‡ÎÓ. ÄÍÓ ëÓÙËfl ‚ Ì‡˜‡ÎÓÚÓ ÒË Í‡ÚÓ ÒÚÓÎËˆ‡ ÒÂ „Ó‰ÂÂ Ò
„‡‰ÓÛÒÚÓÈÒÚ‚ÂÌËÚÂ ÒË ÔÎ‡ÌÓ‚Â, ÔÓ‡‰Ë ÔÓÒÚÓÚÓ ËÏ Ì‡ÎË˜ËÂ, Í‡ÚÓ ÓÚ‰‡ÎÂ˜‡‚‡˘Ë fl
ÓÚ ÓËÂÌÚ‡ÎÒÍËfl „‡‰ Ë ÔÂ‚˙˘‡˘Ë fl ‚ ÏÓ‰ÂÂÌ Â‚ÓÔÂÈÒÍË „‡‰, ÚÓ ÒÓˆË‡ÎËÒÚË˜ÂÒ-
Í‡ ëÓÙËfl ÔËÂÏ‡ ÚÂÁË ÔÎ‡ÌÓ‚Â Í‡ÚÓ Ó˜Â‚Ë‰ÌÓÒÚ Ë „Ë ÍËÚËÍÛ‚‡ Ò˙‰˙Ê‡ÚÂÎÌÓ. èÓÒ-
ÚÓ ‚ ÚÓÁË ÏÓÏÂÌÚ Ì‡ÎË˜ËÂÚÓ Ì‡ ÔÎ‡Ì ‚Â˜Â ÌÂ Â ‰ÓÒÚ‡Ú˙˜ÌÓ, ‚‡ÊÌÓ Â Í‡Í˙‚ Â ÚÓÈ. íÓ‚‡
Â Ò‡ÏÓ Â‰ËÌ ÔËÏÂ, Ò ÍÓÈÚÓ ÒÂ ÓÔËÚ‚‡Ï ‰‡ ÔÓÍ‡Ê‡, ˜Â ‚˙ÔÂÍË ‡Á„‡ÌË˜‡‚‡ÌÂÚÓ Ì‡
Ò˙‰˙Ê‡ÚÂÎÌÓ ÌË‚Ó, ÓÚÍËÚËfl Ì‡ ÔÂ‰ıÓ‰ÌËfl ÔÂËÓ‰ Ò‡ ÒÂ ÔÂ‚˙Ì‡ÎË ‚ Ò‡ÏÓ‡Á·Ë-
‡˘Ë ÒÂ Ó˜Â‚Ë‰ÌÓÒÚË Ì‡ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ë ÌÂ„Ó‚ËÚÂ ÂÔÂÁÂÌÚ‡ˆËË. ÑÛ„ÓÚÓ
ÛÒÚÓÈ˜Ë‚Ó ÏflÒÚÓ ‚ ‡ÁÍ‡Á‡ Á‡ ëÓÙËfl Â Ì‡‡ÚË‚˙Ú Á‡ ÌÂÈÌËfl ‡ÒÚÂÊ.7 ÇÒÂÍË ÔÂËÓ‰ ‰Ó-
·‡‚fl ÌÓ‚Ó Ì‡‡ÒÚ‚‡ÌÂ Ì‡ Ì‡ÒÂÎÂÌËÂÚÓ, ÌÓ‚Ó Ì‡‡ÒÚ‚‡ÌÂ Ì‡ Ò„‡‰ËÚÂ, ÌÓ‚Ó Ì‡‡ÒÚ‚‡-
ÌÂ Ì‡ ˆË‚ËÎËÁ‡ˆËÓÌÌËÚÂ ÔË‰Ó·Ë‚ÍË. ÇÚÓËflÚ ‚‡ÊÂÌ ‡ÒÔÂÍÚ ‚ ÂÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ ëÓ-
ÙËfl, ÍÓÈÚÓ ÔÓ‰˙ÎÊ‡‚‡ ÓÚ ÔÂ‰ıÓ‰ÌËfl ÔÂËÓ‰, Â ÔÂ‰ÒÚ‡‚flÌÂÚÓ È Í‡ÚÓ ÒÚÓÎËˆ‡.8 Ö‰-
ÌÓ‚ÂÏÂÌÌÓÚÓ ÍÓÌÒÚÛË‡ÌÂ Ì‡ „‡‰ÒÍÓÒÚ Ë ÒÚÓÎË˜ÌÓÒÚ Ì‡ ëÓÙËfl Â ‚‡ÊÌ‡ ˜‡ÒÚ ÓÚ ÔÓ-
ˆÂÒ‡ Ì‡ ÙÓÏË‡ÌÂ Ì‡ „‡‰ÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ. ëÓÙËfl Úfl·‚‡ Â‰ÌÓ‚ÂÏÂÌÌÓ ‰‡ ÒËÏ‚Ó-
ÎËÁË‡ „‡‰‡, ÌÓ Ë ‰˙Ê‡‚‡Ú‡. ífl Úfl·‚‡ Â‰ÌÓ‚ÂÏÂÌÌÓ ‰‡ ÒË ÍÓÌÒÚÛË‡ ÔÂ‰ÒÚ‡‚Ë-
ÚÂÎÌË ÏÂÒÚ‡ Í‡ÚÓ „‡‰ – Ì‡ÔËÏÂ ÍÏÂÚÒÚ‚Ó, ÌÓ Ë Í‡ÚÓ ÒÚÓÎËˆ‡ – ç‡Ó‰ÌÓ Ò˙·‡ÌËÂ
ËÎË ˆ‡ÒÍË ‰‚ÓÂˆ. è‡‡‰Ë„Ï‡ÚË˜ÂÌ Â ÒÎÛ˜‡flÚ Ò ÌÓ‚Ëfl ˆÂÌÚ˙, ÍÓÌÒÚÛË‡Ì ÔÂÁ 50-
ÚÂ „Ó‰ËÌË. íÓ‚‡ Â‰ÌÓ‚ÂÏÂÌÌÓ Â ÌÓ‚ËflÚ ˆÂÌÚ˙ Ì‡ „‡‰‡, ÌÓ Ë ÌÓ‚ËflÚ ˆÂÌÚ˙ Ì‡ ÒÚÓÎË-
ˆ‡Ú‡, Ú.Â. Ì‡ ‰˙Ê‡‚‡Ú‡ Ë ·Ë Úfl·‚‡ÎÓ ‰‡ Û‰˙ÊË ÚÂÁË ‰‚Â ÒËÏ‚ÓÎÌË ÔÂÒÔÂÍÚË‚Ë. ëÔÓ-
Â‰ ÔÓÂÍÚ‡ (ÍÌË„ËÚÂ ÓÚ ÚÓÁË ÔÂËÓ‰ ÔÂ‰ÒÚ‡‚flÚ ÔÓÂÍÚ‡ Í‡ÚÓ ‚ËÚÛ‡ÎÌ‡ ‡ÁıÓ‰Í‡ ËÁ
ˆÂÌÚ˙‡ Ì‡ ëÓÙËfl) ‰ÓÏËÌË‡˘‡Ú‡ Ò„‡‰‡ ‚ ÚÓÁË ÍÓÏÔÎÂÍÒ Â ÑÓÏ˙Ú Ì‡ „‡‰ÒÍËfl Ò˙‚ÂÚ
(ÚÓÈ Úfl·‚‡ ‰‡ ·˙‰Â ÒÂ˘Û è‡ÚËÈÌËfl ‰ÓÏ Í‡ÚÓ Á‡Ú‚ÓË Í‡ÂÚÓ). èÓ ÔÎ‡Ì ÚÓÈ Â Ì‡È-‚Ë-
ÒÓÍ Ë ‚ËÁÛ‡ÎÌÓ Úfl·‚‡ ‰‡ ÛÔ‡‚Îfl‚‡ ÚÓ‚‡ ÔÓÒÚ‡ÌÒÚ‚Ó. í‡ÁË ˜‡ÒÚ ÓÚ ÔÓÂÍÚ‡, Ó·‡˜Â,
ÓÒÚ‡‚‡ ‚ËÚÛ‡ÎÌ‡. á‡ ÒÏÂÚÍ‡ Ì‡ ÚÓ‚‡ Â ÔÓÒÚÓÂÌ è‡ÚËÈÌËflÚ ‰ÓÏ, ÍÓÈÚÓ ·Ë Úfl·‚‡ÎÓ
‰‡ Â ‰ÓÏËÌË‡Ì ÓÚ „‡‰ÒÍËfl Ò˙‚ÂÚ, ÌÓ ÒÂ Â ÓÍ‡Á‡Î ÔÓ-‚‡ÊÂÌ ÓÚ ÌÂ„Ó. Ç˙‚ ‚ËÁÛ‡ÎÌÓÚÓ
ÔÂ‰ÒÚ‡‚flÌÂ Ì‡ „‡‰‡ ‰ÓÏËÌË‡ÌÂÚÓ Ì‡ „‡‰‡ ëÓÙËfl ÓÚ ÒÚÓÎËˆ‡Ú‡ ëÓÙËfl Â ÔÂ‰ÂÎÌÓ
Ó˜Â‚Ë‰ÌÓ. èÓ‚Ú‡fl˘ËÚÂ ÒÂ Ó·‡ÁË Ò‡ ÚÂÁË Ì‡ ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ, èÂÁË‰ÂÌÚÒÚ‚ÓÚÓ,
è‡ÚËÈÌËfl ‰ÓÏ. é·˘ËÌ‡Ú‡ Â ÌÂ‚Ë‰ËÏ‡. íÓÁË ÏÓÏÂÌÚ ‚ ÍÓÌÒÚÛË‡ÌÂÚÓ Ì‡ ëÓÙËfl Â‰-
ÌÓ‚ÂÏÂÌÌÓ Í‡ÚÓ „‡‰, ÌÓ Ë Í‡ÚÓ ÒÚÓÎËˆ‡, Í‡ÍÚÓ ÒÂ ÓÔËÚ‡ı ‰‡ ÔÓÍ‡Ê‡, Â ‚‡ÊÂÌ ÓÚ Ò‡-
ÏÓÚÓ È Ì‡˜‡ÎÓ. é˘Â ‚ Ô˙‚‡Ú‡ ˛·ËÎÂÈÌ‡ ÍÌË„‡ Â ÁÌ‡˜ËÏÓ ÚÓ‚‡, ˜Â Ó·‡Á˙Ú Ì‡ ëÓÙËfl
Úfl·‚‡ ‰‡ ÔÂ‰ÒÚ‡‚fl Í‡ÚÓ ËÁÔ˙ÎÌÂÌ ÔÓÂÍÚ‡ Á‡ Å˙Î„‡Ëfl. àÏÂÌÌÓ Á‡ÚÓ‚‡ ÍÌË„‡Ú‡ Á‡-
‚˙¯‚‡ Ò˙Ò ÒÎÂ‰ÌÓÚÓ ËÁÂ˜ÂÌËÂ: ◊ífl ‚Ó‰Ë Å˙Î„‡Ëfl“ (305). í‡ÁË ˙ÍÓ‚Ó‰Ì‡ ÙÛÌÍˆËfl Ì‡
ëÓÙËfl Â Ó˘Â ÔÓ-ÒËÎÌÓ ‡ÍˆÂÌÚË‡Ì‡ ‚ ˛·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ ÓÚ 1958 „. Í‡ÚÓ Â ÔËÔËÒ‡Ì‡ Ì‡
„‡‰‡ Ì‡Á‡‰ ‚ ËÒÚÓË˜ÂÒÍÓÚÓ ÏÛ ÏËÌ‡ÎÓ.

à ÚÛÍ Ì‡ ÙÓÌ‡ Ì‡ Ó·˘ËÚÂ ÏÂÒÚ‡ Á‡ÔÓ˜‚‡Ú ‰‡ ÒÂ ÓÚÍÓfl‚‡Ú ÒÔÂˆËÙËÍËÚÂ ‚ ÒÓˆË‡ÎËÒÚË-
˜ÂÒÍËfl ÚËÔ ÂÔÂÁÂÌÚ‡ˆËË Ì‡ ëÓÙËfl. è˙‚‡Ú‡ Â ‰Ó·‡‚flÌÂÚÓ Ì‡ ÏËÌ‡ÎÓ. êÂÚÓÒÔÂÍÚË‚-
ÌÓ ëÓÙËfl ÒÂ ÍÓÌÒÚÛË‡ Í‡ÚÓ ‚‡ÊÂÌ „‡‰ÒÍË ˆÂÌÚ˙, ËÒÚÓËflÚ‡ È Á‡ÔÓ˜‚‡ ÓÚ Ô‡ÎÂÓÎË-
Ú‡, ‡ ‡ıÂÓÎÓ„Ë˜ÂÒÍËflÚ ËÌÚÂÂÒ Í˙Ï ÏËÌ‡ÎÓÚÓ ÒÂ ÔÂ‚˙˘‡ ‚ ÛÒÎÓ‚ËÂ Á‡ ‡Á·Ë‡ÌÂ Ì‡
Ì‡ÒÚÓfl˘ÂÚÓ. èÓ‰ Á‡„Î‡‚ËÂÚÓ ◊çÓ‚ÓÚÓ ‚ ÒÚ‡‡ ëÓÙËfl“ Â ÓÚ‰ÂÎÂÌ‡ ˆflÎ‡ „Î‡‚‡ ÓÚ ˛·Ë-
ÎÂÈÌ‡Ú‡ ÍÌË„‡, ÍÓflÚÓ ‡ÁÍ‡Á‚‡ Á‡ ‡ıÂÓÎÓ„Ë˜ÂÒÍËÚÂ ÓÚÍËÚËfl ÔË ÌÓ‚‡Ú‡ Ì‡Ó‰Ì‡
‚Î‡ÒÚ. ÇÒ˙˘ÌÓÒÚ ÚÓ‚‡ Â Ì‡˜ËÌ˙Ú, ÔÓ ÍÓÈÚÓ ÏËÌ‡ÎÓÚÓ ÒÂ ÔÂ‚˙˘‡ ‚ ÒËÏ‚ÓÎÂÌ ÂÒÛÒ

7 íÓÁË Ì‡‡ÚË‚ ˘Â ÒÂ ÔÓfl‚Ë Ë ‚ ˛·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ ÓÚ 2000 „.
8 íÓÁË ‡ÒÔÂÍÚ ÒÔË‡ ‰‡ ÒÂ ÔÓ·ÎÂÏ‡ÚËÁË‡ ‚ ÚÂÚ‡Ú‡ ˛·ËÎÂÈÌ‡ ÍÌË„‡. 
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7 This narrative will also appear in the Jubilee book of 2000
8 This aspect is no longer discussed in the third Jubilee book.

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.7 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.8 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

è‡ÚËÈÌËflÚ ‰ÓÏ ÓÚ Í‡fl Ì‡ 50-ÚÂ 
The Party house of the Bulgarian
Communist Party from the end of the
50-ies
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Ì‡ ÌÓ‚‡Ú‡ ‚Î‡ÒÚ Ë Úfl ËÌÒˆÂÌË‡ ÒÂ·Â ÒË ËÏÂÌÌÓ Í‡ÚÓ Ò˙ı‡Ìfl‚‡˘‡ ËÒÚÓËflÚ‡. ç‡ ÙÓÌ‡
Ì‡ ÚÓÁË Ì‡‡ÚË‚ ÒÚ‡‚‡Ú Ì‡Ô˙ÎÌÓ Ó·flÒÌËÏË ÔÓ‚Ú‡fl˘ËÚÂ ÒÂ Ó·‡ÁË Ì‡ ëÓÙËfl. ëÓˆË‡-
ÎËÒÚË˜ÂÒÍ‡Ú‡ ‚ËÁËfl Ì‡ „‡‰‡ ÌÂ ÒÂ ÓÚÍ‡Á‚‡ ÓÚ ÌËÚÓ Â‰ËÌ ÓÚ ÒÚ‡ËÚÂ Ó·‡ÁË, ‚˙ÔÂÍË
˜Â „Ë ÔÓÒÚ‡‚fl ‚ ÌÓ‚ ÍÓÌÚÂÍÒÚ. Ç ˛·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ ËÏ‡ ÒÌËÏÍË Ì‡ ÔÓ‚Â˜ÂÚÓ ˆ˙Í‚Ë, ÍÓ-
ËÚÓ ÒÂ ÏËÒÎflÚ Í‡ÚÓ ÔÂ‰ÒÚ‡‚ËÚÂÎÌË Á‡ ëÓÙËfl Ë ‰ÌÂÒ; ÔÂ‰ÒÚ‡‚ÂÌË Ò‡ ‡ıËÚÂÍÚÛÌËÚÂ
ÂÏ·ÎÂÏË ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ, Í‡ÍÚÓ Ë ÒËÌ‡„Ó„‡Ú‡, ‰Ê‡ÏËflÚ‡ ËÎË ÚÛÒÍ‡Ú‡ ÒÚÂÌ‡ (ËÁ-
‚ÂÒÚÌ‡ ‰ÌÂÒ Í‡ÚÓ êËÏÒÍ‡Ú‡) Í‡ÚÓ ÔÂ‰ÒÚ‡‚ËÚÂÎÌË Á‡ ‡ÁÎË˜ÌË ÍÛÎÚÛÌË Ô‡ÍÚËÍË ÔÓ
ÚÂÁË ÁÂÏË. ÖÒÚÂÒÚ‚ÂÌÓ ÚÂ Ò‡ ‚ Û·ËÍ‡Ú‡ Ì‡ ◊ÓÒÚ‡ÌÍË ÓÚ ÏËÌ‡ÎÓÚÓ“, ÍÓËÚÓ Ó·‡˜Â Ó·Ó-
„‡Úfl‚‡Ú ÊË‚ÓÚ‡ Ë Ó·‡Á‡ Ì‡ „‡‰‡.

ÄÍÓ ËÏ‡ ÌflÍ‡Í‚‡ ‡‰ËÍ‡ÎÌ‡ ÌÓ‚ÓÒÚ ‚ ÔÂ‰ÒÚ‡‚flÌÂÚÓ Ì‡ ëÓÙËfl ‚ ÚÓÁË ÔÂËÓ‰, ÚÓ Â ÍÓÌ-
ÒÚÛË‡ÌÂÚÓ Ì‡ ◊ÌÓ‚ ÒÓˆË‡ÎÂÌ Ó·ÎËÍ Ì‡ „‡‰‡“ (Ò. 88).9 íÓÁË ÒÓˆË‡ÎÂÌ Ó·ÎËÍ ÒÂ ‚ËÁÛ-
‡ÎËÁË‡ Ì‡ ÌflÍÓÎÍÓ ÌË‚‡. è˙‚Ó, ÒÚ‡‚‡Ú ‚Ë‰ËÏË Ò„‡‰Ë, ÍÓËÚÓ ÏÓ„‡Ú ‰‡ ÒÂ ÔÂ‚˙Ì‡Ú
‚ ÂÏ·ÎÂÏË Ì‡ ÒÓˆË‡ÎÌË ÔË‰Ó·Ë‚ÍË, Ú.Â. ·ÓÎÌËˆË, ÔÓÎËÍÎËÌËÍË, ‰ÂÚÒÍË ‰ÓÏÓ‚Â, Û˜ËÎË-
˘‡, ÒÚ‡‰ËÓÌË. ÇÚÓËflÚ ‚‡ÊÂÌ ‡ÒÔÂÍÚ, ÔÓ‰˜ÂÚ‡Ì ÓÚ ˛·ËÎÂÈÌ‡Ú‡ ÍÌË„‡, Â „ËÊ‡Ú‡ Ì‡ Ì‡-

9 ñËÚ‡ÚËÚÂ Ò‡ ÔÓ: û·ËÎÂÈÌ‡ ÍÌË„‡ Ì‡ „‡‰ ëÓÙËfl (1878 – 1958), 1958. àÁ‰‡ÌËÂ Ì‡ àä Ì‡ ëÉçë.
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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 I 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).9 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

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. 

◊É‡‰˙Ú-„‡‰ËÌ‡“ ÔÓ‰˙ÎÊ‡‚‡ ‰‡ ·˙‰Â ‰ÓÏËÌË‡˘ Ó·‡Á 
Ì‡ ëÓÙËfl. ÅÛÎÂ‚‡‰˙Ú Ì‡ ÚÓÔÓÎËÚÂ – ◊íÓÎ·ÛıËÌ“, 1967 
The “garden-city” continues to be the dominant 
image of Sofia. The Boulevard of poplars – Tolbouhin Blvd, 1967

á‡·˙Á‡ÌÓ ÒÓˆË‡ÎËÒÚË˜ÂÒÍÓ ‚ÒÂÍË‰ÌÂ‚ËÂ ÔÓ Ì‡È-Ï‡ÎÍ‡Ú‡
ÛÎËˆ‡ Ì‡ ëÓÙËfl – ÛÎËˆ‡ ◊å‡ÎÍÓ í˙ÌÓ‚Ó“, 1967

The rapid socialist daily life on the smallest street of Sofia –
Malko Turnovo Street, 1967
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Ó‰Ì‡Ú‡ ‚Î‡ÒÚ Á‡ ÊËÎË˘ÌËfl ÙÓÌ‰. Ç ÍÌË„‡Ú‡ Ò‡ ÔÂ‰ÒÚ‡‚ÂÌË Í‡ÍÚÓ „ÓÚÓ‚Ë Í‚‡Ú‡ÎË
Í‡ÚÓ ◊á‡ËÏÓ‚“, Ú‡Í‡ Ë ÔÎ‡ÌÓ‚ÂÚÂ Á‡ ÌÓ‚ËÚÂ ◊ÏÓ‰ÂÌË ÔÂ‰„‡‰Ëfl“ Ë Ó·‡ÁË ÓÚ ÔÓˆÂ-
Ò‡ Ì‡ ÚflıÌÓÚÓ ÒÚÓËÚÂÎÒÚ‚Ó. íÓ‚‡ Â ‚Ò˙˘ÌÓÒÚ Â‰ËÌÒÚ‚ÂÌ‡Ú‡ ‚ËÁËfl Ì‡ ëÓÙËfl, ÍÓflÚÓ Ì‡
Ó·‡ÁÌÓ ÌË‚Ó Ò˙‰˙Ê‡ Â‰ÌÓ‚ÂÏÂÌÌÓ ˆÂÌÚ˙‡ Ë ÏÓ‰ÂÌËÁË‡Ì‡Ú‡10 ÔÂËÙÂËfl Ì‡ „‡-
‰‡. íÂÚËflÚ ‡ÒÔÂÍÚ Ì‡ ÒÓˆË‡ÎÌËfl Ó·ÎËÍ Ì‡ „‡‰‡ Â ËÌÒˆÂÌË‡ÌÂÚÓ Ì‡ „‡‰ÒÍÓÚÓ ÔÓÒ-
Ú‡ÌÒÚ‚Ó Í‡ÚÓ Ó·˙Ì‡ÚÓ Í˙Ï ıÓ‡Ú‡. ëÓÙËfl ÒÂ ÔÂ‚˙˘‡ ‚ ÂÔÂÁÂÌÚ‡ˆËËÚÂ ÒË ‚ ◊„‡‰
ÔÂ‰Ì‡ÁÌ‡˜ÂÌ Á‡ Ì‡Ó‰‡, Á‡ Á‡‰Ó‚ÓÎfl‚‡ÌÂ Ì‡ ÌÂ„Ó‚ËÚÂ ‚ÒÂÒÚ‡ÌÌË ÌÛÊ‰Ë“ (Ò. 19).
àÏÂÌÌÓ Á‡ÚÓ‚‡ Ó·‡ÁËÚÂ ÔÓÍ‡Á‚‡Ú „‡‰‡ Í‡ÚÓ Û˛ÚÂÌ ÔÂÁ ÒÌËÏÍË, ËÌÒˆÂÌË‡˘Ë ˘‡Ò-
ÚÎË‚Ó ‚ÒÂÍË‰ÌÂ‚ËÂ.

íÛÍ ˘Â Ì‡Ô‡‚fl Â‰ÌÓ ÓÚÍÎÓÌÂÌËÂ ÓÚ ˛·ËÎÂÈÌËÚÂ ÍÌË„Ë, Á‡ ‰‡ ÔÓÍ‡Ê‡ Í‡Í ÒÂ ÍÓÌÒÚÛË-
‡ ëÓÙËfl ‚ ‡Î·ÛÏËÚÂ ÓÚ ÚÓÁË ÔÂËÓ‰. è‡‚fl „Ó ËÏÂÌÌÓ ÚÛÍ, Ô˙‚Ó, Á‡˘ÓÚÓ ‡Î·ÛÏË ËÏ‡
Ò‡ÏÓ ÓÚ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡ Ë ‚ÚÓÓ, Á‡˘ÓÚÓ Ò‡‚ÌÂÌËÂÚÓ ÏÂÊ‰Û Úflı Ë ˛·ËÎÂÈÌ‡-
Ú‡ ÍÌË„‡ ÔÓÍ‡Á‚‡ ‡ÁÎËÍ‡Ú‡ ÏÂÊ‰Û Ó·‡ÁËÚÂ, ÍÓËÚÓ ËÏ‡Ú ÓÚ˜ÂÚÎË‚Ó ‚˙ÚÂ¯ÂÌ ‡‰ÂÒ‡Ú
Ë ÚÂÁË, ÍÓËÚÓ Ò‡ ÓÚÔ‡‚ÂÌË Ë Í˙Ï ‚˙Ì¯ÌËfl. à ÚËÚÂ ‡Î·ÛÏ‡, ÍÓËÚÓ ‡Á„ÎÂÊ‰‡Ï,11 ËÏ‡Ú
Ò‡ÏÓ ‚˙‚ÂÊ‰‡˘ ÚÂÍÒÚ ÓÚ 2-3 ÒÚ‡ÌËˆË Ì‡ ·˙Î„‡ÒÍË, ÛÒÍË, ÌÂÏÒÍË, ÙÂÌÒÍË Ë ‡Ì„ÎËÈÒ-
ÍË ÂÁËÍ, ÒÎÂ‰‚‡ÌË ÓÚ ËÁˆflÎÓ ÙÓÚÓ„‡ÙÒÍÓ ÔÂ‰ÒÚ‡‚flÌÂ Ì‡ ëÓÙËfl. íÂÍÒÚ˙Ú ‚ Ì‡˜‡ÎÓÚÓ
Ì‡ ‡Î·ÛÏËÚÂ ‚ËÌ‡„Ë ÔÓ‰˜ÂÚ‡‚‡, ˜Â Â‰ËÌ „‡‰ – ÚÓ‚‡ Ò‡ ÔÂ‰Ë ‚ÒË˜ÍÓ ÌÂ„Ó‚ËÚÂ ÊËÚÂ-
ÎË. ëÌËÏÍËÚÂ ÔÓÍ‡Á‚‡Ú ÚÓ‚‡. é„ÓÏÌ‡Ú‡ ˜‡ÒÚ ÓÚ Úflı ÔÓÒÚ‡‚flÚ ‚ ˆÂÌÚ˙‡ ÒË ıÓ‡, ‡ ÔÓ-
‚Â˜ÂÚÓ Ò„‡‰Ë Ò‡ ÒÌËÏ‡ÌË ÓÚ ÔÂÒÔÂÍÚË‚‡Ú‡ Ì‡ ÏËÌ‡‚‡˘Ëfl ÔÓÍ‡È Úflı. ç‡˜ËÌ˙Ú, ÔÓ
ÍÓÈÚÓ Ò‡ ÔÓ‰Â‰ÂÌË ÒÌËÏÍËÚÂ ‚ ÚÂÁË ‡Î·ÛÏË, Â ËÁÍÎ˛˜ËÚÂÎÌÓ ÔÓÍ‡Á‡ÚÂÎÂÌ Á‡ ÂÔÂ-
ÁÂÌÚ‡ˆËflÚ‡ Ì‡ ëÓÙËfl ‚ ÚÓÁË ÔÂËÓ‰. ëÚÛÍÚÛ‡Ú‡ Â Â‰Ì‡ Ë Ò˙˘‡ (Ò˙‰˙Ê‡ÚÂÎÌÓ Ë Ó·-
‡ÁËÚÂ Ò‡ Â‰ÌË Ë Ò˙˘Ë). Ç Ì‡˜‡ÎÓÚÓ ËÁ„ÎÂÊ‰‡, ˜Â ÒÌËÏÍËÚÂ ÍÓÌÒÚÛË‡Ú ËÒÚÓË˜ÂÒÍË

10 íÓ‚‡ Â Ì‡˜ËÌ ‰‡ ÔÓ‰˜ÂÚ‡fl, ˜Â ÔËÒ˙Â‰ËÌÂÌËÚÂ Í˙Ï ëÓÙËfl ÒÂÎ‡, ÍÓËÚÓ Á‡Ô‡Á‚‡Ú ÒÂÎÒÍËfl ÒË
Ó·ÎËÍ, ÓÒÚ‡‚‡Ú ÌÂ‚Ë‰ËÏË.
11 èÓÏ‡‰Ó‚‡, Ç., å. ëÚ‡Ì˜Â‚‡ Ë ë. à„Ì‡ÚËÂ‚ÒÍË (Ò˙ÒÚ.), 1959. ëÓÙËfl, Ñà ◊ç‡ÛÍ‡ Ë ËÁÍÛÒÚ‚Ó“,
ëÓÙËfl; ëÂ‚ÂÌflÍ, ë. (Ò˙ÒÚ.), 1967. ëÓÙËfl – ÒÚÓÎËˆ‡ Ì‡ çêÅ, Ñà ◊ç‡ÛÍ‡ Ë ËÁÍÛÒÚ‚Ó“, ëÓÙËfl;
ÉÂ„Ó‚, ë. Ë É. ìÁÛÌÒÍË (Ò˙ÒÚ.), 1975. ëÓÙËfl, Ñà ◊ëÂÔÚÂÏ‚Ë“, ëÓÙËfl.

◊ëÎ‡‰˙Í ÊË‚ÓÚ“,
ËÁÏËÒÎÂÌ ÔÓ ‚ÂÏÂÚÓ
Ì‡ ÒÓˆË‡ÎËÁÏ‡.
ä‡ÚË˜Í‡ Ì‡ ëÓÙËfl 
ÓÚ 80-ÚÂ
Sweet Life, 
invented in the socialist 
period. Postcard from
the 80-ies
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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 modernised10 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. I 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 I am reviewing11 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 I izkoustvo”, Sofia; Severniak, S. (compiler), 1967. Sofia – capital of the People’s Republic of
Buglaria, State publishing house “Naouka I izkoustvo”, Sofia; Gergov, S. and G. Ouzounski 
(compilers), 1975, Sofia, State publishing house “Septemvri”, Sofia.
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ÔÓÒÎÂ‰Ó‚‡ÚÂÎÌ‡ ‚ËÁËfl – Ô‡ÌÓ‡ÏÌ‡ ÒÌËÏÍ‡ ÓÚ ÔÚË˜Ë ÔÓ„ÎÂ‰ Ì‡ „‡‰‡, ‡ ÒÎÂ‰ ÚÓ‚‡ ‚ÎË-
Á‡ÌÂ ‚ ÌÂ„Ó ÔÂÁ ‡ÁÎË˜ÌË ‡ıÂÓÎÓ„Ë˜ÂÒÍË ÓÒÚ‡ÌÍË. ëÎÂ‰ Ô˙‚ËÚÂ 3-4 ÒÌËÏÍË ËÒÚÓË-
flÚ‡ Â ‡·ÒÓÎ˛ÚÌÓ ËÁÓÒÚ‡‚ÂÌ‡, Á‡ ‰‡ ÒÂ ÔÓÍ‡ÊÂ ◊ñÂÌÚ˙‡“. ÇÒ˙˘ÌÓÒÚ Ô˙‚ËÚÂ ÒÌËÏÍË
ÔÓÍ‡Á‚‡Ú ÍÛÎÚÛÌÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó, ÌÓ ÚÂ Ò‡ ‚ÔËÒ‡ÌË ‚ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ‡ ÌÂ ‚
„‡‰ÒÍËfl ÊË‚ÓÚ. éÚ ˆÂÌÚ˙‡ ÔÂÁ ÌflÍÓÂ ◊ÓÊË‚ÂÌÓ Í˙ÒÚÓ‚Ë˘Â“ ÒÂ ‚ÎËÁ‡ ‚ ËÌÒˆÂÌË‡-
ÌÓÚÓ Í‡ÚÓ ÏÓ‰ÂÌÓ ‚ÒÂÍË‰ÌÂ‚ËÂ Ì‡ ÒÓÙËflÌˆË, ÒÎÂ‰‚‡ Ò‚Ó·Ó‰ÌÓÚÓ ‚ÂÏÂ, ‡ ÔÓÒÎÂ ñÂÌ-
Ú‡ÎÌ‡ „‡‡ ËÎË ãÂÚË˘ÂÚÓ. ä‡ÚÓ ˜Â ÎË ‡Î·ÛÏ˙Ú Á‡‰‡‚‡ Ï‡¯ÛÚ‡, ÌflÍ‡Í‚‡ ÂˆÂÔÚ‡ Á‡
‰‚ËÊÂÌËÂ ËÁ „‡‰‡. íÓÈ ÒÂ ÓÔËÚ‚‡ ‰‡ Ò˙·Î‡ÁÌË ‚˙Ì¯ÌËfl ÔÓ„ÎÂ‰, ÔÓÍ‡Á‚‡ÈÍË Ô‡ÍÚËÍ‡
Ì‡ Ó·ËÚ‡‚‡ÌÂ Ì‡ ÚÓÁË „‡‰. ÄÎ·ÛÏ˙Ú ‚ËÁÛ‡ÎËÁË‡ Ë‰ÂÓÎÓ„ËflÚ‡ Á‡ ÒÓˆË‡ÎËÒÚË˜ÂÒÍ‡ ëÓ-
ÙËfl – „‡‰ Ì‡ ıÓ‡Ú‡, ÍÓÈÚÓ ÓÚ‡Áfl‚‡ ◊ÊË‚ÓÚ‡ Ì‡ ÚÛ‰Â˘ËÚÂ ÒÂ ıÓ‡ ‚ ÒÓˆË‡ÎËÒÚË˜ÂÒ-
Í‡Ú‡ ‰˙Ê‡‚‡ – ‰ÂÎÓ‚Ë Ë Á‡Â‰ÌÓ Ò ÚÓ‚‡ Ú˙ÊÂÒÚ‚ÂÌ.“ (åËÚÓ‚ 1954: 20). àÏÂÌÌÓ Á‡ÚÓ‚‡
„‡‰˙Ú ÒÂ ËÌÒˆÂÌË‡ Í‡ÚÓ ˜Ó‚Â¯ÍË ÔÂÁ ‚ÒÂÍË‰ÌÂ‚ÌË Ô‡ÍÚËÍË Ì‡ ‡·ÓÚ‡ Ë Ò‚Ó·Ó‰ÌÓ
‚ÂÏÂ, Í‡ÚÓ ÏÓ‰ÂÂÌ, Á‡·˙Á‡Ì „‡‰ (ËÁÓ·ËÎËÂÚÓ ÓÚ ÍÓÎË ÔÓ‰˜ÂÚ‡‚‡ ÚÓ‚‡), ÌÓ ◊ÁÂÎÂÌ“
Ë Û˛ÚÂÌ, Ó·˙Ì‡Ú Í˙Ï Ò‚ÓËÚÂ ÊËÚÂÎË. ç‡È-ÛÒÚÓÈ˜Ë‚‡Ú‡ ÏÂÚ‡ÙÓ‡ Â Ú‡ÁË Ì‡ „‡‰ËÌ‡Ú‡.
àÏÂÌ‡Ú‡ Ì‡ ·ÛÎÂ‚‡‰ËÚÂ Ò‡ ‰Û·ÎË‡ÌË Ò ˆ‚ÂÚÌË ËÏÂÌ‡ – ·ÛÎÂ‚‡‰ Ì‡ ÓÁËÚÂ, Ì‡ ÚÓÔÓ-
ÎËÚÂ, Ì‡ ÍÂÒÚÂÌËÚÂ... ëÓÙËfl ÒÂ ÍÓÌÒÚÛË‡ Í‡ÚÓ ÔËflÚÂÌ Á‡ ÊË‚ÂÂÌÂ „‡‰ Ò Í‡ÙÂÌÂÚ‡
ÔÓ ÔÎÓ˘‡‰ËÚÂ, ÂÒÚÓ‡ÌÚË ÒÂ‰ ÔËÓ‰‡Ú‡, ÙËÍÛÒË Ì‡ ÔÎ‡Ê‡. ô‡ÒÚÎË‚Ë ÏÎ‡‰Ë ıÓ‡
ÒÂ ‡ÁıÓÊ‰‡Ú, ÒÂ‰flÚ ÔÓ ÔÂÈÍËÚÂ, ‰Âˆ‡ Ë„‡flÚ. íÓ‚‡ ÌÂ ÓÁÌ‡˜‡‚‡, ˜Â ÎËÔÒ‚‡ Ë‰ÂÓÎÓ„Ë-
˜ÂÒÍ‡Ú‡ ÔÂÒÔÂÍÚË‚‡, ˜Â ÌÂ Â ‚Ë‰ËÏ‡ ˙ÍÓ‚Ó‰Ì‡Ú‡ ÓÎfl Ì‡ è‡ÚËflÚ‡. èÓ-ÒÍÓÓ ÓÁÌ‡-
˜‡‚‡, ˜Â Úfl Â ÔÓÍ‡Á‡Ì‡ Í‡ÚÓ ÔÓ‰‡Á·Ë‡˘ÓÚÓ ÒÂ, Í‡ÚÓ ÙÓÌ‡, Ì‡ ÍÓÈÚÓ ‚ÒË˜ÍÓ ÚÓ‚‡ ÒÂ
ÒÎÛ˜‚‡. èÓÍ‡Á‡ÚÂÎÌ‡ ‚ ÚÓ‚‡ ÓÚÌÓ¯ÂÌËÂ Â Â‰Ì‡ ÒÌËÏÍ‡ Ì‡ ◊Å‡ÚÒÍ‡Ú‡ ÏÓ„ËÎ‡“. çË˘Ó ‚
ÓÁ‡„Î‡‚fl‚‡ÌÂÚÓ Ì‡ ÒÌËÏÍ‡Ú‡ ÌÂ ÔÂ‰ÔÓÎ‡„‡, ˜Â ÒÚ‡‚‡ ‰ÛÏ‡ ËÏÂÌÌÓ Á‡ ÚÓÁË Ô‡ÏÂÚÌËÍ –
◊ÉÎ˙ÚÍ‡ ÒÚÛ‰ÂÌ‡ ‚Ó‰‡“. ç‡ ÔÂ‰ÂÌ ÔÎ‡Ì Ò‡ Ï‡ÎÍË ‰Âˆ‡, ÔËÂ˘Ë ‚Ó‰‡. åÌÓ„Ó ‚ ‰‡ÎÂ˜ËÌ‡-
Ú‡, ÌÓ Ô˙Í Ì‡È-‚ËÒÓÍÓ ÒÂ ËÁ‰Ë„‡ ◊Å‡ÚÒÍ‡Ú‡ ÏÓ„ËÎ‡“; Úfl Â ‰ÓË ÎÂÍÓ ÌÂ Ì‡ ÙÓÍÛÒ, ÌÓ
ÔÓÒÚÓ Â Ú‡Ï Ë ‰Âˆ‡Ú‡ Ò‡ ‚ ÔÓ‰ÌÓÊËÂÚÓ È. ëÌËÏÍ‡Ú‡ Ô‡‚Ë ‚Ë‰ËÏ‡ Ë‰ÂÓÎÓ„ËflÚ‡ ◊‚ ËÏÂ-
ÚÓ Ì‡ Ì‡Ó‰‡“.

ÄÎ·ÛÏËÚÂ ÔÓÍ‡Á‚‡Ú Í‡Í‚Ó ÓÁÌ‡˜‡‚‡ ÚÓ‚‡ „‡‰˙Ú ‰‡ Â Ó·˙Ì‡Ú Í˙Ï ıÓ‡Ú‡, ‰‡ ËÏ‡ ÒÓˆË-
‡ÎÂÌ Ó·ÎËÍ, ÌÓ Ò‡ÏÓ ‚ Â‰ËÌ ÓÚ ÌÂ„Ó‚ËÚÂ ‡ÒÔÂÍÚË. ÅÓÎÌËˆ‡Ú‡ Ë Û˜ËÎË˘ÂÚÓ Ò‡ Ó·‡ÁË Á‡
‚˙ÚÂ¯ÌËfl ‡‰ÂÒ‡Ú; ‡ÁıÓ‰Í‡Ú‡, „‡‰ËÌÍ‡Ú‡, ·ÛÎÂ‚‡‰‡ Ì‡ ÓÁËÚÂ Ò‡ Ó·‡ÁËÚÂ, Ò ÍÓË-
ÚÓ ÒÂ Ò˙·Î‡ÁÌfl‚‡ ‚˙Ì¯ÌËfl. íÂ ËÏÂÌÌÓ Úfl·‚‡ ‰‡ ‰Ó„Ó‚ÓflÚ ÔËÁÌ‡ÌËÂÚÓ Ì‡ ëÓÙËfl Í‡ÚÓ
◊„‡‰, ÔÂ‰Ì‡ÁÌ‡˜ÂÌ Á‡ Ì‡Ó‰‡“.

åËÌ‡ÎÓ ÌÂÒ‚˙¯ÂÌÓ

û·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ Ì‡ ëÓÙËfl ÓÚ 2000 „. ËÏ‡ ÌflÍÓÎÍÓ Ò˙˘ÂÒÚ‚Û‚‡ÌËfl. ífl Â ËÁ‰‡-
‰ÂÌ‡ Ì‡ ·˙Î„‡ÒÍË Ë Ì‡ ‡Ì„ÎËÈÒÍË, Ë Â‰ÌÓ‚ÂÏÂÌÌÓ Ò ÚÓ‚‡ Â ÔÛ·ÎËÍÛ‚‡Ì‡ ‚ Ò‡ÈÚ‡ Ì‡
Ó·˘ËÌ‡Ú‡. Ç ÚÓÁË ÒÏËÒ˙Î Ó·‡Á˙Ú Ì‡ ëÓÙËfl, ÍÓÈÚÓ ÍÓÌÒÚÛË‡, ÌÂ Â Ó·˙Ì‡Ú ÌÂÔÂ-
ÏÂÌÌÓ Í˙Ï ‚˙ÚÂ¯ÌËfl ‡‰ÂÒ‡Ú, Ì‡ÔÓÚË‚ ÔÓÒÎ‡ÌËÂÚÓ ÏÛ Â Á‡ÏËÒÎÂÌÓ Í‡ÚÓ ÏÌÓÊÂÒÚ‚Â-
ÌÓ. í‡ÁË ˛·ËÎÂÈÌ‡ ÍÌË„‡, ÓÚ Â‰Ì‡ ÒÚ‡Ì‡, Â ËÁÍÎ˛˜ËÚÂÎÌÓ ËÌÙÓÏ‡ÚË‚Ì‡. ífl Ò˙‰˙Ê‡
‚ÒË˜ÍË ‚˙ÁÏÓÊÌË ‰‡ÌÌË Á‡ ëÓÙËfl. ÄÍÓ ÔÓ„ÎÂ‰ÌÂÏ Ò˙‰˙Ê‡ÌËÂÚÓ π Ë ÔÂ·ÓËÏ Ò‡ÏÓ
˜ËÒÚÓ ËÌÙÓÏ‡ÚË‚ÌËfl ÚÂÍÒÚ, ÍÓÈÚÓ ÒÂ Ò˙‰˙Ê‡ ‚ ÌÂfl, ˘Â ‚Ë‰ËÏ, ˜Â ÚÓÈ Â ÓÍÓÎÓ 80 ÒÚ‡-
ÌËˆË. ÄÍÓ Í˙Ï Úflı ÔË·‡‚ËÏ Ë ÓÌÂÁË ˜‡ÒÚË, ÍÓËÚÓ Ò˙‰˙Ê‡Ú ËÒÚÓË˜ÂÒÍ‡ ËÌÙÓÏ‡ˆËfl
– ÓÍÓÎÓ 450 ÒÚ‡ÌËˆË – ÔÓ˜ÚË ˘Â ÔÓÎÛ˜ËÏ Ó·ÂÏ‡ Ì‡ ÍÌË„‡Ú‡. éÒÚ‡‚‡ Ò‡ÏÓ ‰‡ ‰Ó·‡‚ËÏ
ÔÓÎËÚË˜ÂÒÍËÚÂ Ë ËÚÛ‡ÎÌË Ó·˙˘ÂÌËfl ‚ Ì‡˜‡ÎÓÚÓ, Í‡ÍÚÓ Ë ÓÍÓÎÓ ‰ÂÒÂÚËÌ‡ ÒÚ‡ÌËˆË,
ÓÚ‰ÂÎÂÌË Á‡ Ó·‡Á‡ Ì‡ ëÓÙËfl ÒÎÂ‰ 1989 „Ó‰ËÌ‡. Ç ÚÓÁË ÒÏËÒ˙Î, ÓÚ ‰Û„‡ ÒÚ‡Ì‡, Ì‡Â‰
Ò ËÌÙÓÏ‡ÚË‚ÌÓÒÚÚ‡, Ú‡ÁË ˛·ËÎÂÈÌ‡ ÍÌË„‡ ÍÓÌÒÚÛË‡ Â‰ËÌ ÏÌÓ„Ó ÍÓıÂÂÌÚÂÌ Ó·‡Á
Ì‡ ëÓÙËfl ÓÚ ÌÂÈÌÓÚÓ ÏËÌ‡ÎÓ. ÇÒ˙˘ÌÓÒÚ ÚÛÍ ‚Â˜Â ÏÓÊÂ ‰‡ ÒÂ „Ó‚ÓË Á‡ ‚˙˘‡ÌÂÚÓ Í˙Ï
ÏËÌ‡ÎÓÚÓ Í‡ÚÓ Á‡ ÛÒÚÓÈ˜Ë‚‡ ÙÓÏ‡ ‚ ÂÔÂÁÂÌÚ‡ˆËflÚ‡ Ì‡ „‡‰‡. àÏ‡ÏÂ ÂÙÎÂÍÒ‡ Á‡
ÒÍË‚‡ÌÂ Ì‡ ÌÂÔÓÒÂ‰ÒÚ‚ÂÌÓ ÔÂ‰ıÓ‰ÌËfl ÔÂËÓ‰ (ÓÍÓÎÓ 30 ÒÚ‡ÌËˆË ÓÚ 450-ÚÂ Ò‡ ‰Ë-
ÂÍÚÌÓ „Ó‚ÓÂ˘Ë Á‡ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡), ÌÓ Ë Ì‡‡ÒÚ‚‡ÌÂ Ì‡ ÏËÌ‡ÎÓÚÓ. ëÓÙËfl ‚
Ú‡ÁË ˛·ËÎÂÈÌ‡ ÍÌË„‡ ËÁ„ÎÂÊ‰‡ Í‡ÚÓ ‡ıÂÓÎÓ„Ë˜ÂÒÍË ÏÛÁÂÈ. çÂ Â ÔÓ‰ÏËÌ‡Ú‡ ÌËÚÓ Â‰Ì‡
ÓÒÚ‡ÌÍ‡ ËÎË ÙË·ÛÎ‡, ÓÚÍËÚ‡ ÔÓ ÚÂÁË ÁÂÏË. íÂÁË ‡ıÂÓÎÓ„Ë˜ÂÒÍË ÓÒÚ‡ÌÍË, Ó·‡˜Â, Ò‡
ÒËÎÌÓ ‰ÓÏËÌË‡ÌË ÓÚ ıËÒÚËflÌÒÍËfl Ó·‡Á Ì‡ ëÓÙËfl. ç‡ ‚ËÁÛ‡ÎÌÓ ÌË‚Ó „‡‰˙Ú ËÁ„ÎÂÊ-
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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-
targeted. This Jubilee book on the
one hand is extremely informative.
It contains all the possible data on
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

Å‡ÚÒÍ‡Ú‡ ÏÓ„ËÎ‡, ÓÚÔÂ˜‡Ú‡Ì‡ ‚ ‡Î·ÛÏ ÓÚ 1967 „. 
Ò ËÏÂÚÓ ◊ÉÎ˙ÚÍ‡ ÒÚÛ‰ÂÌ‡ ‚Ó‰‡“
The Common Grave Ensemble, printed in the album from 1967 
with the title A sip of cold water
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‰‡ Í‡ÚÓ Ô‡‚ÓÒÎ‡‚ÌÓ-ÂÎË„ËÓÁÂÌ ˆÂÌÚ˙. íÓ‚‡ Ò˙‚ÒÂÏ ÌÂ ÓÁÌ‡˜‡‚‡, ˜Â ÍÌË„‡Ú‡ ÌÂ Ò˙-
‰˙Ê‡ Ó·‡Á Ì‡ ‰Ê‡ÏËfl, Ì‡ÔËÏÂ. ç‡ÔÓÚË‚, Úfl Â ÔÓÎËÚË˜ÂÒÍË ÍÓÂÍÚÌ‡ Ë ÂÔÓ‰Û-
ˆË‡ Ë Ú‡ÍË‚‡ Ó·‡ÁË. ë‡ÏÓ ˜Â Úflı Úfl·‚‡ ËÁË˜ÌÓ ‰‡ „Ë Ú˙ÒËÏ, ‰ÓÍ‡ÚÓ ıËÒÚËflÌÒÍË-
ÚÂ ÂÏ·ÎÂÏË Ò‡ÏË ÌË Ì‡ÏË‡Ú. çÂ ÒÚ‡‚‡ ‰ÛÏ‡ ÔÓÒÚÓ Á‡ ÔÂ‰ÒÚ‡‚flÌÂ Ì‡ ëÓÙËfl ÔÂÁ
ˆ˙Í‚ËÚÂ, ÍÓËÚÓ Ò‡ Ì‡ ÚÂËÚÓËflÚ‡ Ì‡ „‡‰‡, ‡ Á‡ ◊‚„ÎÂÊ‰‡ÌÂ ‚ ‰ÂÚ‡ÈÎ‡“, Á‡ ◊ÓÚÍË‚‡-
ÌÂÚÓ Ì‡ Í‡ÒÓÚ‡Ú‡“ ‚˙‚ ‚ÒÂÍË ÒÚÂÌÓÔËÒ Ë ‚ÒflÍ‡ ËÍÓÌ‡. íÓ‚‡ Â ÌÓ‚ ÚËÔ ÔÂ‰ÒÚ‡‚flÌÂ Ì‡
ëÂ‰ÌÓ‚ÂÍÓ‚ËÂÚÓ. à ëÓÙËfl ÓÚ 20-30-ÚÂ „Ó‰ËÌË Ì‡ 20 ‚ÂÍ, Ë ÓÚ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡
ËÁÔÓÎÁ‚‡Ú Í‡ÚÓ Ò‚ÓË ÂÏ·ÎÂÏË ÌflÍÓÎÍÓ ˆ˙Í‚Ë – ë‚. çÂ‰ÂÎfl, ï‡Ï-Ô‡ÏÂÚÌËÍ‡ ÄÎÂÍÒ‡Ì-
‰˙ çÂ‚ÒÍË, êÓÚÓÌ‰‡Ú‡ ë‚. ÉÂÓ„Ë, ë‚. ëÓÙËfl. ë‡ÏÓ ˜Â Ó·ËÍÌÓ‚ÂÌÓ ÒÂ ÔÂ‰ÒÚ‡‚fl ˆ˙-
Í‚‡Ú‡ ÓÚ‚˙Ì, Ú‡Í‡, Í‡ÍÚÓ Úfl ÔËÒ˙ÒÚ‚‡ ‚ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó. Ç Ú‡ÁË ˛·ËÎÂÈÌ‡ ÍÌË-
„‡ ÓÚ 2000 „Ó‰ËÌ‡ ˜‡ÒÚ ÓÚ Ó·‡Á‡ Ì‡ „‡‰‡ ÒÚ‡‚‡ ‚˙ÚÂ¯ÌÓÒÚÚ‡ Ì‡ ˆ˙Í‚ËÚÂ. é·‡ÁËÚÂ
Ì‡ÒÚÓfl‚‡Ú ÏËÌÛ‚‡˜˙Ú ‰‡ ‚ÎÂÁÂ, Í‡ÚÓ ˜Â ÎË ˜‡ÒÚ ÓÚ Ë‰ÂÌÚË˜ÌÓÒÚÚ‡ Ì‡ ÒÓÙËflÌˆË Â ËÏÂÌ-
ÌÓ ıÓ‰ÂÌÂÚÓ Ì‡ ˆ˙Í‚‡, ÔÓ˜ËÚ‡ÌÂÚÓ Ì‡ ıËÒÚËflÌÒÍÓÚÓ ËÁÍÛÒÚ‚Ó. ÇÚÓËflÚ ÏÌÓ„Ó ÏÓ˘ÂÌ
Ó·‡Á, ÍÓÌÒÚÛË‡Ì ‚ ÍÌË„‡Ú‡, Â ÚÓÁË Ì‡ ëÓÙËfl ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡. èÓ‚Â˜Â ÓÚ ÚËÒÚ‡
ÒÚ‡ÌËˆË ÔÓÍ‡Á‚‡Ú Ë ‡ÁÍ‡Á‚‡Ú Á‡ ëÓÙËfl ‚ ÔÂËÓ‰‡ ÓÚ 1878 „. ‰Ó 1944„. ‚˙‚ ‚ÒÂ‚˙ÁÏÓÊ-
ÌË ‰ÂÚ‡ÈÎË. É‡‰˙Ú ËÁ„ÎÂÊ‰‡ ÊË‚, ÔÓÏÂÌfl Ó·ÎËÍ‡ ÒË, Ò„‡‰ËÚÂ ÒÚ‡‚‡Ú ÌÓ‚Ë, ÛÎËˆËÚÂ
– Ô‡‚Ë‡ÌË. É‡‰˙Ú ÒÂ ˆË‚ËÎËÁÓ‚‡, ‡Á‰ÂÎfl ÒÂ Ò ÓËÂÌÚ‡ÎÒÍËfl ÒË Ó·ÎËÍ. ÜËÚÂÎËÚÂ ÏÛ
Ò˙˘Ó – ÚÂ ÔÓÏÂÌflÚ ‰ÂıËÚÂ ÒË, Ì‡˜ËÌ‡ ÒË Ì‡ ÊË‚ÓÚ, ËÌÚÂËÓ‡ Ì‡ Í˙˘ËÚÂ ÒË. ëÓÙËfl
Â ÔÂ‰ÒÚ‡‚ÂÌ‡ Â‰ÌÓ‚ÂÏÂÌÌÓ ‚ ÌÂÈÌÓÚÓ ‰ÂÎÌË˜ÌÓ ·ËÚËÂ, ÌÓ Ë ‚ ÌÂÈÌËfl Ô‡ÁÌËÍ, Í‡Í-
ÚÓ Ó·˘ÂÒÚ‚ÂÌ, Ú‡Í‡ Ë ÎË˜ÂÌ. é·‡ÁËÚÂ ÔÂ‰ÒÚ‡‚flÚ ·Ë‡ËË, Í‡ÙÂÌÂÚ‡, è‡ÁÌËÍ Ì‡ Ó-
Á‡Ú‡, Ú‡Ï‚‡Ë, ÍÓÎË, ÏÓ‰‡ Ë Ú.Ì. ÇËÁËflÚ‡ ÒÂ ‰ÓÔ˙Î‚‡ ÓÚ ÒÔÓÏÂÌË Ì‡ Ò˙‚ÂÏÂÌÌËˆË, ÓÚ
ÚÂıÌËÚÂ ‡ÁÍ‡ÁË Ì‡ ‡ı‡Ë˜ÂÌ ·˙Î„‡ÒÍË Á‡ ÒÓ·ÒÚ‚ÂÌÓÚÓ ËÏ ‚ÂÏÂ. éÒ‚ÂÌ ‡‚ÚÂÌÚË˜ÌË-
ÚÂ ÒÌËÏÍË, ÍÓËÚÓ ÍÌË„‡Ú‡ ÂÔÓ‰ÛˆË‡ ‚ ËÁÓ·ËÎËÂ, Ò‡ ÔÛ·ÎËÍÛ‚‡ÌË ÏÌÓÊÂÒÚ‚Ó Ò˙‚Â-
ÏÂÌÌË ÒÌËÏÍË Ì‡ ÔÂ‰ÒÚ‡‚ËÚÂÎÌË Á‡ ÚÓÁË ÔÂËÓ‰ ÓÚ ËÒÚÓËflÚ‡ Ì‡ ëÓÙËfl Ò„‡‰Ë. íÛÍ Â
‚‡ÊÌÓ ‰‡ ÔÓ‰˜ÂÚ‡fl, ˜Â ËÏÂÌÌÓ Ú‡ÁË ‚ËÁËfl Ì‡ „‡‰‡, ÔÓËÁ‚ÂÊ‰‡ ÓÔÂ‰ÂÎÂÌË „‡‰ÒÍË
ÔÓÎËÚËÍË ÓÚ ÚËÔ‡ Ì‡ ‡ÁÔÂ‰ÂÎflÌÂÚÓ Ì‡ ÒÂ‰ÒÚ‚‡Ú‡ ÔÓ ÔÓÂÍÚ ◊ä‡ÒË‚‡ Å˙Î„‡Ëfl“.
íÓÎÍÓ‚‡ ÏÓ˘ÌÓ ÔËÒ˙ÒÚ‚‡ ÚÓÁË Ó·‡Á Ì‡ „‡‰‡, ˜Â ÒÂ Ò˙Á‰‡‚‡ ÛÒÂ˘‡ÌÂÚÓ ÌÂ ÔÓÒÚÓ Á‡
Ë‰ÂÌÚËÙËÍ‡ˆËfl Ò ÌÂ„Ó; ÚÓÈ Â ÔÂ‚˙Ì‡Ú ‚ ËÒÚËÌÒÍÓÚÓ ÎËˆÂ Ì‡ ëÓÙËfl. ÇÒË˜ÍÓ, ÍÓÂÚÓ ÒÂ
Â ÒÎÛ˜ËÎÓ ÒÎÂ‰ ÌÂ„Ó, Â Ò‡ÏÓ ÓÚ‰‡ÎÂ˜‡‚‡ÌÂ ÓÚ Ò˙˘ËÌÒÍÓÚÓ ‚ÂÏÂ Ì‡ ëÓÙËfl. ë‡ÏÓ Í‡ÚÓ
Â‰ËÌ ÔËÏÂ ˘Â ËÁÔÓÎÁ‚‡Ï „Î‡‚‡Ú‡, Ì‡Â˜ÂÌ‡ ◊è˙‚ËÚÂ“. Ç ÌÂfl ÒÂ ‡ÁÍ‡Á‚‡ ÔÓ‰Ó·-
ÌÓ Á‡ Ô˙‚‡Ú‡ ÂÎÂÍÚË˜ÂÒÍ‡ ÍÛ¯Í‡, ÓÒ‚ÂÚËÎ‡ ÛÎËˆËÚÂ Ì‡ ëÓÙËfl, Á‡ Ô˙‚Ëfl Ú‡Ï‚‡È,
Ô˙‚ÓÚÓ ÍÓÎÂÎÓ, ÏÓÚÓˆËÍÎÂÚ, ‡‚ÚÓÏÓ·ËÎ Ë Ú.Ì. çË˘Ó ‚ Á‡„Î‡‚ËÂÚÓ Ì‡ „Î‡‚‡Ú‡ ÌÂ ÔÓ‰Ò-
Í‡Á‚‡, ˜Â ◊Ô˙‚ËÚÂ ÌÂ˘‡“ ˘Â ·˙‰‡Ú ÓÚÍËÚË Ò‡ÏÓ ‚ ÔÂËÓ‰‡ Ì‡ íÂÚÓÚÓ ·˙Î„‡ÒÍÓ ˆ‡-
ÒÚ‚Ó, ÌÓ ‚ÒÂ Ô‡Í ‚ ÌÂfl ÎËÔÒ‚‡Ú Â‰Ì‡ ÔÓÂ‰Ëˆ‡ ÓÚ ˆË‚ËÎËÁ‡ˆËÓÌÌË ÔË‰Ó·Ë‚ÍË, ÒÎÛ˜Ë-
ÎË ÒÂ ÒÎÂ‰ ÌÂ„Ó – Ô˙‚ËflÚ ÚÓÎÂÈ ·ÂÁ ÍÓÌ‰ÛÍÚÓ, Ô˙‚ËflÚ ÍÓÏÔ˛Ú˙, Ô˙‚‡Ú‡ ÛÂ·-ÒÚ‡-
ÌËˆ‡ Ì‡ ëÓÙËÈÒÍ‡ Ó·˘ËÌ‡. èË ÚÓÁË ıËÔÂÚÓÙË‡Î Ó·‡Á Ì‡ ëÓÙËfl ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡
‚ÂÍ‡ Â ÔÓ·ÎÂÏ‡ÚË˜ÌÓ ÔÓ‰˙ÎÊ‡‚‡ÌÂÚÓ Ì‡ ËÒÚÓËflÚ‡ Ë ÍÓÌÒÚÛË‡ÌÂÚÓ Ì‡ Ì‡ÒÚÓfl˘Â-
ÚÓ. àÁÚË‚‡ÌÂÚÓ Ì‡ ÔÂ‰ıÓ‰ÌËfl ÔÂËÓ‰, Í‡ÍÚÓ ‚Â˜Â ÔÓÍ‡Á‡ı, Â ÛÒÚÓÈ˜Ë‚Ó ÏflÒÚÓ. Ä Ë ÔÂ-
ËÓ‰˙Ú Ì‡ ÒÓˆË‡ÎËÁÏ‡ ÌÂ ËÁ˜ÂÁ‚‡ Ì‡Ô˙ÎÌÓ. íÓÈ ÓÒÚ‡‚‡ Ò çÑä, ·Ë‚¯Ëfl è‡ÚËÂÌ ‰ÓÏ,
ñìå, ıÓÚÂÎ Å‡ÎÍ‡Ì, ÔË‰Ó·ËÎË ‚Â˜Â ÌÓ‚ËÚÂ ÒË ÙÛÌÍˆËË Ë ÔÂ‰ÒÚ‡‚ÂÌË Ò ÌÓ‚Ë ËÏÂÌ‡.
Ç ÚÂÍÒÚ‡ ÚÓÈ Â ÌÓÏ‡ÎËÁË‡Ì Ë ÔÂ‚˙Ì‡Ú ‚ ˜‡ÒÚ ÓÚ ËÒÚÓËfl Ì‡ ‡ıËÚÂÍÚÛ‡Ú‡, Ì‡ ÚÂ-
‡Ú‡ÎÌÓÚÓ ËÁÍÛÒÚ‚Ó Ë Ú.Ì. èÓ-Î˛·ÓÔËÚÌÓ Â Í‡Í ÔËÒ˙ÒÚ‚‡ Ì‡ÒÚÓfl˘ÂÚÓ ‚ Ú‡ÁË ˛·ËÎÂÈÌ‡
ÍÌË„‡. éÚ Â‰Ì‡ ÒÚ‡Ì‡ ÚÓ Â Ì‡·Ó ÓÚ ‰‡ÌÌË, ‚ÔËÒ‡ÌË ‚ ‰ËÒÍÛÒ‡ Ì‡ ‡ÒÚÂÊ‡ Ë ÓÍ˙„Îfl-
‚‡˘Ë ˆËÙËÚÂ – 120 „Ó‰ËÌË ÒÚÓÎËˆ‡, 54 Ô˙ÚË Ì‡‡ÒÚ‚‡ÌÂ Ì‡ „‡‰‡ Ë Ú.Ì. èÓ·ÎÂÏ‡ÚË˜-
Ì‡ Â ‚ËÁËflÚ‡, ÍÓflÚÓ ÚÓ‚‡ Ì‡ÒÚÓfl˘Â ËÁÎ˙˜‚‡. éÚ Â‰Ì‡ ÒÚ‡Ì‡, ÚÓ‚‡ Ò‡ ÌÓ‚ËÚÂ Ô‡ÏÂÚÌË-
ˆË Ì‡ ëÓÙËfl – Ì‡ ëÓÙËfl, Ì‡ ëÎ‡‚ÂÈÍÓ‚Ë, ¯‡‰‡‚‡Ì‡ Ì‡ ÔÎÓ˘‡‰ ëÎ‡‚ÂÈÍÓ‚. íÂÁË Ô‡-
ÏÂÚÌËˆË Ò‡ ËÁÍÎ˛˜ËÚÂÎÌÓ ÒËÏÔÚÓÏ‡ÚË˜ÌË. íÓ‚‡ Ò‡ Ó·‡ÁË, ÍÓËÚÓ ÒÂ ÒÍË‚‡Ú ÓÚ Ì‡ÒÚÓ-
fl˘ÂÚÓ.12 çË˘Ó ‚ Ô‡ÏÂÚÌËÍ‡ Ì‡ ëÓÙËfl ÌÂ fl Ô‡‚Ë ÓÚ˜ÂÚÎË‚Ó ‡ÁÔÓÁÌ‡‚‡ÂÏ‡ Í‡ÚÓ ÔÓ-
ËÁ‚Â‰ÂÌ‡ ‚ Ì‡˜‡ÎÓÚÓ Ì‡ 21 ‚ÂÍ. Ç ÚÓÁË ÒÏËÒ˙Î ·Ëı ÓÔÂ‰ÂÎËÎ‡ ÚÓ‚‡ ÔËÒ˙ÒÚ‚ËÂ Ì‡ Ì‡Ò-
ÚÓfl˘ÂÚÓ Í‡ÚÓ ËÏËÚ‡ˆËfl Ì‡ Â‰ÌÓ Ù‡ÌÚ‡ÁÏÂÌÓ ÏËÌ‡ÎÓ ‰ÌÂÒ. ÇÚÓËflÚ Ó·‡Á, ÔÂÁ ÍÓÈÚÓ
Ì‡ÒÚÓfl˘ÂÚÓ ÒÂ ÍÓÌÒÚÛË‡, Â ÚÓÁË Ì‡ ◊ÏÓ‰ÂÌËÚÂ Ò„‡‰Ë“ – ÒÚ˙ÍÎÂÌË Ò flÒÌË ÍÓÌÒÚÛÍ-

12 èÓÁ‚ÓÎfl‚‡Ï ÒË ÚÛÍ ‰‡ ˆËÚË‡Ï çÂ‰ÍÓ ëÓÎ‡ÍÓ‚, ÍÓÈÚÓ „Ë ÓÔÂ‰ÂÎfl Í‡ÚÓ ◊ÛÊ‡Òfl‚‡˘Ó
‡ı‡Ë˜ÌË“.
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12 I allow myself to quote here Nedko Solakov who qualifies them as “terrifyingly archaic”.

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 I 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 I already showed,
is a sustainable point.
And the period of social-
ism does not disappear
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.12

Nothing in the monument of Sofia makes it distinctly recognisable as produced at the
beginning of the 21st century. In this sense I would define this manifestation of the present
as an imitation of a phantasmal past today. 

çÓ‚ËÚÂ ÔÓ˘ÂÌÒÍË Í‡ÚË˜ÍË ÓÚ Í‡fl Ì‡ 90-ÚÂ Ë ÔÂÁ 21 ‚ÂÍ 
New postcards from the late 90-ies and the beginning of 21 century
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ˆËË, ÒÌËÏ‡ÌË Ú‡Í‡, ˜Â ‰‡ ËÁ„ÎÂÊ‰‡Ú ËÁ‚ËÒfl‚‡˘Ë ÒÂ Ì‡‰ ÓÒÚ‡Ì‡ÎËÚÂ. íÂ ÒÂ ÔÂ‚˙˘‡Ú
‚ ÁÌ‡Í Á‡ ◊ÔÓˆÂÒ‡ Ì‡ ÔÓÏÂÌË, ˜ËflÚÓ ËÌÚÂÌÁË‚ÌÓÒÚ ÏÓÊÂ ‰‡ ·˙‰Â Ò‡‚Ìfl‚‡Ì‡ Ò‡ÏÓ Ò
◊Â‚ÓÔÂËÁË‡ÌÂÚÓ“ Ì‡ ÒÚ‡Ì‡Ú‡ ÒÎÂ‰ éÒ‚Ó·ÓÊ‰ÂÌËÂÚÓ...“13

ëÓÙËfl Í‡ÚÓ ÔÓ˘ÂÌÒÍ‡ Í‡ÚË˜Í‡

ë˛Á˙Ì áÓÌÚ‡„ Á‡ÔÓ˜‚‡ Ò‚ÓflÚ‡ ÍÌË„‡ Á‡ ÙÓÚÓ„‡ÙËflÚ‡ Ò Â‰ËÌ ‡ÁÍ‡Á Á‡ é‰Ë-
ÒÂÈ Ë åËÍÂÎ‡Ì‰ÊÂÎÓ ÓÚ ÙËÎÏ‡ Ì‡ ÉÓ‰‡ ◊ä‡‡·ËÌÂËÚÂ“, ÍÓËÚÓ ‰ÓÌ‡ÒflÚ Ì‡ ÊÂÌËÚÂ ÒË
ÍÛÙ‡ËÚÂ Ò ÔÎfl˜Í‡, ‡ ÚÂ ÒÂ ÓÍ‡Á‚‡Ú Ô˙ÎÌË Ò ÔÓ˘ÂÌÒÍË Í‡ÚË˜ÍË (áÓÌÚ‡„ 1999). éÚÚÛÍ
ë˛Á‡Ì áÓÌÚ‡„ Á‡ÔÓ˜‚‡ ‡ÁÒ˙Ê‰ÂÌËÂ Á‡ ÙÓÚÓ„‡ÙËflÚ‡ Í‡ÚÓ ÙÓÏ‡ Ì‡ ÔËÒ‚Ófl‚‡ÌÂ Ì‡
Ò‚ÂÚ‡. ê‡ÁÒ˙Ê‰ÂÌËÂÚÓ, Ó·‡˜Â, ÏÓÊÂ ‰‡ ÔÓ‰˙ÎÊË ‚ ‰Û„‡ ÔÓÒÓÍ‡ – Í˙Ï Ê‡Ì‡ Ì‡ ÔÓ-
˘ÂÌÒÍ‡Ú‡ Í‡ÚË˜Í‡, ‡ ÌÂ ÚÓÎÍÓ‚‡ Í˙Ï Ò˙˘ÌÓÒÚÚ‡ Ì‡ ÙÓÚÓ„‡ÙË‡ÌÂÚÓ. ÇÔÓ˜ÂÏ ◊çÂ‚Â-
ÓflÚÌ‡Ú‡ ËÒÚÓËfl Ì‡ ÄÏÂÎË èÓÎÂÌ“ ‰ÓÔ˙Î‚‡ Ú‡ÁË ‚˙ÁÏÓÊÌÓÒÚ ‰‡ ÒÂ ‡ÁÒ˙Ê‰‡‚‡ ËÏÂÌ-
ÌÓ Á‡ ‡ÁÎËÍ‡Ú‡ ÏÂÊ‰Û ‰‚‡Ú‡ Ê‡Ì‡. Ç ÚÓÁË ÙËÎÏ ÄÏÂÎË ˜ÂÁ Ò‚Ófl ÔËflÚÂÎÍ‡ ÒÚ˛‡-
‰ÂÒ‡ ËÁÔ‡˘‡ Ì‡ ·‡˘‡ ÒË ÌÂ Í‡ÚË˜ÍË ÓÚ ‡ÁÎË˜ÌË ÏÂÒÚ‡, ÔÓ‰ÔËÒ‡ÌË ÓÚ „‡‰ËÌÒÍÓÚÓ
‰ÊÛ‰ÊÂ, ‡ ËÏÂÌÌÓ ÒÌËÏÍË Ì‡ ‰ÊÛ‰ÊÂÚÓ ÔË ÁÌ‡ÍÓ‚Ë ÚÛËÒÚË˜ÂÒÍË ÏÂÒÚ‡. ëÌËÏÍ‡Ú‡ Ì‡
Ò‡ÏËfl ÏÂÌ ‡ÍˆÂÌÚË‡ ÔËÒ˙ÒÚ‚ËÂÚÓ ÏË; Í‡ÚË˜Í‡Ú‡ ÔÓ-ÒÍÓÓ Ò‚Ë‰ÂÚÂÎÒÚ‚‡ Á‡ Ì‡ÎË˜Ë-
ÂÚÓ Ì‡ Ó·ÂÍÚ‡ ÔË ÚÓ‚‡ ‚ ÌÂ„Ó‚‡Ú‡ Ô‡‡‰Ë„Ï‡ÎÌÓÒÚ. ä‡ÚË˜Í‡Ú‡ Ì‡ ÄÈÙÂÎÓ‚‡Ú‡ ÍÛÎ‡ ÌÂ
ÔÓÒÚÓ ÔÓÍ‡Á‚‡ ÌÂÈÌÓÚÓ Ì‡ÎË˜ËÂ, ÌÓ Ë Á‡‰‡‚‡ Ì‡˜ËÌ‡, ÔÓ ÍÓÈÚÓ Úfl·‚‡ ‰‡ ËÁ„ÎÂÊ‰‡ Úfl,
Í‡ÍÚÓ Ë Ì‡˜ËÌ‡, ÔÓ ÍÓÈÚÓ Úfl·‚‡ ‰‡ fl ‚Ë‰fl. Ç ÚÓÁË ÒÏËÒ˙Î „Ó‚Ófl Á‡ Ô‡‡‰Ë„Ï‡ÎÌÓÒÚ.
ä‡ÚË˜Í‡Ú‡ Á‡‰‡‚‡ Ì‡·Ó ÓÚ ËÁ„ÎÂ‰Ë, Í‡ÍÚÓ Ë Ì‡·Ó ÓÚ Ô‡ÍÚËÍË, ÍÓËÚÓ „‡‡ÌÚË‡Ú
Ô‡‚ËÎÌ‡Ú‡ ÛÔÓÚÂ·‡ Ì‡ ÚÛËÒÚË˜ÂÒÍËfl Ó·ÂÍÚ. í‡Í‡ é‰ËÒÂÈ Ë åËÍÂÎ‡Ì‰ÊÂÎÓ, ‰ÓÌ‡ÒflÈ-
ÍË Í‡ÚË˜ÍË, ÓÚÍ‡‰‚‡Ú ◊Ò˙˘ÂÒÚ‚Û‚‡ÌÂÚÓ“ Ì‡ Ó·ÂÍÚËÚÂ, ÌÓ Ë Ô‡‡‰Ë„Ï‡Ú‡ Ì‡ ÚflıÌÓÚÓ
‚ËÊ‰‡ÌÂ.

Ç Å˙Î„‡Ëfl Ô˙‚ËÚÂ ËÒÛ‚‡ÌË ÔÓ˘ÂÌÒÍË Í‡ÚË˜ÍË Ò‡ Ô‡‚ÂÌË Ó·ËÍÌÓ‚ÂÌÓ ÓÚ ˜ÛÊ‰Ë ËÁ-
‰‡ÚÂÎË. èÓ-Í˙ÒÌÓ ÏÂÒÚÌËÚÂ ÙÓÚÓ„‡ÙË Á‡ÔÓ˜‚‡Ú ‰‡ ËÁ‰‡‚‡Ú Í‡ÚË˜ÍË. ë˙˘ÂÒÚ‚Û‚‡ ËÁ-
ÍÎ˛˜ËÚÂÎÌÓ Î˛·ÓÔËÚÌ‡Ú‡ Ô‡ÍÚËÍ‡ ‰‡ ÒÂ ÔÂ‚˙˘‡Ú ‚ Í‡ÚË˜ÍË ÎË˜ÌË ÒÌËÏÍË. ëÎÂ‰
è˙‚‡Ú‡ Ò‚ÂÚÓ‚Ì‡ ‚ÓÈÌ‡ ËÁ‰‡ÚÂÎÒÚ‚ÓÚÓ Ì‡ Í‡ÚË˜ÍËÚÂ Â ÏÓÌÓÔÓÎËÁË‡ÌÓ ÓÚ ÉË„Ó
è‡ÒÍÓ‚, ÍÓÈÚÓ ‡ÁÔ‡˘‡ ÙÓÚÓ„‡ÙË ËÁ ˆflÎ‡Ú‡ ÒÚ‡Ì‡, ÍÓËÚÓ ÒËÒÚÂÏ‡ÚË˜ÌÓ ‰‡ Á‡ÒÌÂ-
Ï‡Ú ·˙Î„‡ÒÍËÚÂ „‡‰Ó‚Â.14 í‡Í‡ ËÎË ËÌ‡˜Â ‚ ÚÓÁË ÔÂËÓ‰ ËÁÔ‡˘‡ÌÂÚÓ Ì‡ ÔÓ˘ÂÌÒÍË
Í‡ÚË˜ÍË ‚Â˜Â Â Ï‡ÒÓ‚‡ Ô‡ÍÚËÍ‡, ÌÓ ‚Â˜Â ÏÓÊÂ ‰‡ ÒÂ „Ó‚ÓË Ë Á‡ ÛÒÚÓÈ˜Ë‚Ë Ó·‡ÁË
Ì‡ „‡‰Ó‚ÂÚÂ. ã˛·ÓÔËÚÌÓÚÓ ‚ ‡Ì‡ÎËÁ‡ Ì‡ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË Â, ÓÚ Â‰Ì‡ ÒÚ‡Ì‡, ÔÓ-
ÏÂÌfl˘‡Ú‡ ÒÂ Ó·‡ÁÌÓÒÚ ‚ Úflı, ‡ ÓÚ ‰Û„‡ – ÔÓÏÂÌfl˘‡Ú‡ ÒÂ ÙÛÌÍˆËfl. ÄÍÓ ‚ Ì‡˜‡ÎÓÚÓ
ÔÓ˘ÂÌÒÍ‡Ú‡ Í‡ÚË˜Í‡ Â ËÁÏËÒÎÂÌ‡, Á‡ ‰‡ ÛÎÂÒÌË Ë ÛÒÍÓË ÍÓÏÛÌËÍ‡ˆËflÚ‡, ‚ÔÓÒÎÂ‰ÒÚ-
‚ËÂ Úfl ÒÂ ÔÂ‚˙˘‡ ‚ ÒÂ‰ÒÚ‚Ó Á‡ ËÚÛ‡ÎÌ‡ ÍÓÏÛÌËÍ‡ˆËfl. Ä ‰ÌÂÒ Í‡ÚÓ ˜Â ÎË ÔÓ˘ÂÌÒ-
ÍËÚÂ Í‡ÚË˜ÍË ‚ÒÂ ÔÓ‚Â˜Â ÒÂ ÔÂ‚˙˘‡Ú ‚ ÒÛ‚ÂÌË, Ú.Â. ‚ Ó·‡Á, ÍÓÈÚÓ Á‡Ô‡Á‚‡Ï Á‡
ÏflÒÚÓÚÓ, ‡ ÌÂ ÚÓÎÍÓ‚‡ Ó·‡Á, ÍÓÈÚÓ ËÁÔ‡˘‡Ï Á‡ ËÎË ÓÚ ÌÂ„Ó. àÏÂÌÌÓ ÔÓÏflÌ‡Ú‡ ‚˙‚
ÙÛÌÍˆËflÚ‡ Â ‚˙ÁÏÓÊÌÓ Ó·flÒÌÂÌËÂ Á‡ ÔÓÏflÌ‡Ú‡ ‚ ÔÓËÁ‚Ó‰ÒÚ‚ÓÚÓ Ì‡ Í‡ÚË˜ÍË.

é·‡ÁË ‚ ÒÂ„‡¯ÌÓ ÔÓ‰˙ÎÊËÚÂÎÌÓ

Ç ÚÓÁË Ù‡„ÏÂÌÚ ÓÚ ÚÂÍÒÚ‡ ˘Â ÒÂ ÓÔËÚ‡Ï ‰‡ ‡ÁÍ‡Ê‡ Á‡ ÓÌÂÁË ÁÌ‡ˆË Ì‡ ëÓ-
ÙËfl, ÍÓËÚÓ ÒÂ ÔÓfl‚fl‚‡Ú ‚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ Ë ÔÓ‰˙ÎÊ‡‚‡Ú ÁÌ‡ÍÓ‚‡Ú‡ ÒË ÓÎfl Ë ÔÂÁ
21 ‚ÂÍ. è˙‚ËÚÂ Ì‡ÎÓÊËÎË ÒÂ ÂÏ·ÎÂÏË Ì‡ ëÓÙËfl Ò‡ ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ, Ô‡ÏÂÚÌËÍ˙Ú
Ì‡ ñ‡ éÒ‚Ó·Ó‰ËÚÂÎ, ç‡Ó‰ÌËflÚ ÚÂ‡Ú˙, ÔÎÓ˘‡‰ ë‚. çÂ‰ÂÎfl, ‡ Ï‡ÎÍÓ ÒÎÂ‰ Úflı ÒÂ‰ ÛÒ-
ÚÓÈ˜Ë‚ËÚÂ Ó·‡ÁË Ì‡ „‡‰‡ ÒÂ ‚ÔËÒ‚‡ Ë ı‡Ï-Ô‡ÏÂÚÌËÍ˙Ú ÄÎÂÍÒ‡Ì‰˙ çÂ‚ÒÍË. íÓ‚‡ Ò‡
ÔÓÒÚÓ Ì‡È-˜ÂÒÚÓ ËÁÔÓÎÁ‚‡ÌËÚÂ Ó·‡ÁË. ê‡Á·Ë‡ ÒÂ, ËÏ‡ Ë ‰Û„Ë, ÍÓËÚÓ Ò˙˘Ó Ò‡ ‚ÔË-
Ò‡ÌË ‚ ÚÓ‚‡ ÒÂ„‡¯ÌÓ ÔÓ‰˙ÎÊËÚÂÎÌÓ Ì‡ ‚ËÁËflÚ‡, ÓÚ ÚËÔ‡ Ì‡ ìÌË‚ÂÒËÚÂÚ‡ ËÎË ÇÓÂÌÌËfl

13 û·ËÎÂÈÌ‡ ÍÌË„‡. ëÓÙËfl – 120 „Ó‰ËÌË ÒÚÓÎËˆ‡, 2000. ÄÍ‡‰ÂÏË˜ÌÓ ËÁ‰‡ÚÂÎÒÚ‚Ó ◊å. ÑËÌÓ‚“,
ë., Ò. 545.
14 ëÔÓÂ‰ åËı‡ËÎ çÂ‰ÂÎ˜Â‚ – Â‰ËÌ ÓÚ „ÓÎÂÏËÚÂ ÍÓÎÂÍˆËÓÌÂË Ì‡ ÔÓ˘ÂÌÒÍË Í‡ÚË˜ÍË – Ú‡ÁË
Ô‡ÍÚËÍ‡ ‚Ó‰Ë ‰Ó ÌÓÏ‡ÎËÁË‡ÌÂ Ë ÒÚ‡Ì‰‡ÚËÁË‡ÌÂ Ì‡ ÎÓÍ‡ÎÌÓÚÓ (ÎË˜ÂÌ ‡Á„Ó‚Ó).
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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).

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...”13

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 I should see it. In this sense I 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 I the publishing house for post-
cards is monopolised by Grigor Paskov who sends out photographers throughout
Bulgaria to systematically take photos of Bulgarian cities.14 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 I 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
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ÍÎÛ·. àÁÔÓÎÁ‚‡ÌÂÚÓ Ì‡ ÚÓ˜ÌÓ
ÚÂÁË Ó·‡ÁË ‚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ
ÍÓÌÒÚÛË‡ Â‰Ì‡ ÒËÌıÓÌÌ‡ ‚Ë-
ÁËfl Ì‡ ëÓÙËfl. íÓ‚‡ Ò‡ Â‰ÌË ÓÚ
Ô˙‚ËÚÂ ÔÓÒÚÓÂÌË Ò„‡‰Ë ÒÎÂ‰
éÒ‚Ó·ÓÊ‰ÂÌËÂÚÓ. èÓ‚Â˜ÂÚÓ ÓÚ
Úflı Ò‡ ÔÓÂÍÚË‡ÌË ÓÚ Â‚ÓÔÂÈÒ-
ÍË ‡ıËÚÂÍÚË ËÎË ‡ıËÚÂÍÚË, ÔÓÎÛ-
˜ËÎË Ó·‡ÁÓ‚‡ÌËÂÚÓ ÒË ‚ Ö‚ÓÔ‡.
Ç ÚÓÁË ÒÏËÒ˙Î Â‰ÌÓ‚ÂÏÂÌÌÓ ÒÂ
ÒÚÓË ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ Ë ÒÂ ÔÓ-
ËÁ‚ÂÊ‰‡ Ó·‡Á‡ Ì‡ Â‚ÓÔÂÈÒÍËfl
„‡‰. ÄıËÚÂÍÚÛ‡Ú‡, ÍÓflÚÓ Â ËÁ·-
‡Ì‡ Í‡ÚÓ ÔÂ‰ÒÚ‡‚ËÚÂÎÌ‡, ÏÓÊÂ
‰‡ ÒÂ ‡ÁÔÓÁÌ‡Â Í‡ÚÓ ˆÂÌÚ‡ÎÌÓ-
Â‚ÓÔÂÈÒÍ‡. á‡Ô‡ÁÂÌË Ò‡ Í‡ÚÓ
Ó·˘Ë ÏÂÒÚ‡ ‚ ÂÔÂÁÂÌÚ‡ˆËflÚ‡
Ì‡ ëÓÙËfl Ë ÓÌÂÁË Ò„‡‰Ë, ÍÓËÚÓ
ÔÂ‰ÒÚ‡‚flÚ ‚˙˘‡ÌÂ Í˙Ï ‚ËÁ‡Ì-
ÚËÈÒÍÓÚÓ ÍÛÎÚÛÌÓ Ì‡ÒÎÂ‰ÒÚ‚Ó. Ç
Í‡ÚË˜Í‡ ÓÚ ÍÓÈÚÓ Ë ‰‡ ·ËÎÓ ÔÂ-
ËÓ‰ ÏÓ„‡Ú ‰‡ ÒÂ ‚Ë‰flÚ ï‡ÎËÚÂ,
Å‡ÌflÚ‡, ëÂÏËÌ‡ËflÚ‡, ÌÓ ÚÂ ÌË-
ÍÓ„‡ Ì‡ ÔË‰Ó·Ë‚‡Ú ÒÚ‡ÚÛÚ‡ Ì‡
ÁÌ‡ˆË Ì‡ ëÓÙËfl, Ú.Â. Í‡ÚË˜ÍËÚÂ
fl‰ÍÓ „Ë ÔÓÒÚ‡‚flÚ ‚ ˆÂÌÚ˙‡ ÒË,
ÚÂ ÔËÒ˙ÒÚ‚‡Ú ÔÓ ÒÍÓÓ Í‡ÚÓ ÍÓÌ-
ÚÂÍÒÚ, Í‡ÚÓ ÙÓÌ Ì‡ ‰Û„ ˆÂÌÚ‡-
ÎÂÌ Ó·‡Á. ë„‡‰ËÚÂ ‚ ·‡ÓÍÓ‚,
ÌÂÓÓÏ‡ÌÒÍË ËÎË ÌÂÓÍÎ‡ÒË˜ÂÒÍË
ÒÚËÎ, ÔÓÒÚÓÂÌË ‚ Ì‡˜‡ÎÓÚÓ Ì‡ 20
‚ÂÍ Ò‡ ÁÌ‡ˆËÚÂ, ‚ ÍÓËÚÓ „‡‰˙Ú

ÛÒÚÓÈ˜Ë‚Ó ÒÂ ‡ÁÔÓÁÌ‡‚‡; ÌÂÁ‡‚ËÒËÏÓ ÓÚ ËÒÚÓË˜ÂÒÍËfl ÔÂËÓ‰, ÚÂ ÔËÒ˙ÒÚ‚‡Ú Ì‡ ÔÓ-
˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË. íÓ‚‡ ‰˙Î„ÓÚ‡Â˘Ó Ì‡ÒÚÓfl˘Â Ì‡ ÁÌ‡ˆËÚÂ, Ó·‡˜Â, ÒÂ ÓÚÌ‡Òfl Ò‡ÏÓ ‰Ó
Ó·ÂÍÚËÚÂ, ÍÓËÚÓ ÒÂ ÒÌËÏ‡Ú, ÌÓ ÌÂ Ë ‰Ó Ì‡˜ËÌ‡, ÔÓ ÍÓÈÚÓ ÒÂ ËÌÒˆÂÌË‡Ú. ë„‡‰ËÚÂ Ò‡
Â‰ÌË Ë Ò˙˘Ë, ÌÓ Ô‡‡‰Ë„ÏËÚÂ Ì‡ ‚ËÊ‰‡ÌÂÚÓ Ò‡ ‡ÁÎË˜ÌË.

ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ Â Ô˙‚‡Ú‡ Ó·˘ÂÒÚ‚ÂÌ‡ Ò„‡‰‡, ÔÓÒÚÓÂÌ‡ ‚ ëÓÙËfl Ë ÔÂ‚˙Ì‡Î‡
ÒÂ ‚ ÁÌ‡Í Ì‡ ÚÓ‚‡ ÔÓÒÚ‡ÌÒÚ‚Ó. éÚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡ Í‡ÚË˜ÍËÚÂ Ò‡ ˆÂÌÚË‡ÌË ‚˙-
ıÛ Ò„‡‰‡Ú‡ ÏÛ, Ú‡Í‡ Í‡ÚÓ ˜Â ÎË fl ËÁ‚‡Ê‰‡Ú ÓÚ ÍÓÌÚÂÍÒÚ‡ È. éÚ ‰Û„‡ ÒÚ‡Ì‡, ÚÓ‚‡ Â ËÁ-
‚‡Ê‰‡ÌÂ Ò‡ÏÓ ÓÚ ÍÓÌÚÂÍÒÚ‡ Ì‡ ‰Û„ËÚÂ Ò„‡‰Ë15, Á‡˘ÓÚÓ Ó·ËÍÌÓ‚ÂÌÓ ÓÍÓÎÓ ç‡Ó‰ÌÓÚÓ
Ò˙·‡ÌËÂ ËÎË Ì‡ ‚ıÓ‰‡ ÏÛ ÒÂ ‚ËÊ‰‡Ú ıÓ‡. íÓ Â ÔÂ‰ÒÚ‡‚ÂÌÓ Í‡ÚÓ Ò„‡‰‡ ÒËÏ‚ÓÎË˜ÂÒ-
ÍË ÁÌ‡ÍÓ‚‡ Ò‡Ï‡ ÔÓ ÒÂ·Â ÒË, ÌÓ ËÏÂÌÌÓ ÔÓ‡‰Ë ÊË‚ÓÚ‡, ÔÓ‡‰Ë ‰ÂÈÒÚ‚ËflÚ‡, ÔÓ‡‰Ë ıÓ-
‡Ú‡, ÍÓËÚÓ Ò‡ ‚ ËÎË ÓÍÓÎÓ ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ. ë˙‚ÒÂÏ ‰Û„ Â Ó·‡Á˙Ú, ÍÓÌÒÚÛË‡Ì
ÔÓ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡. ë„‡‰‡Ú‡ Â ËÁˆflÎÓ ÍÓÌÚÂÍÒÚÛ‡ÎËÁË‡Ì‡. óÂÒÚÓ Ì‡ ÔÂ‰ÂÌ
ÔÎ‡Ì ËÏ‡ ‰‚ËÊÂ˘Ë ÒÂ ÍÓÎË, ÔÂÏËÌ‡‚‡˘Ë ıÓ‡, Ï‡ÈÍË Ò ÍÓÎË˜ÍË. ç‡È-Î˛·ÓÔËÚÌ‡Ú‡
Í‡ÚË˜Í‡ Ì‡ ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ Â Ò„‡‰‡Ú‡, ÒÌËÏ‡Ì‡ ÓÚ ÔÂÒÔÂÍÚË‚‡Ú‡ Ì‡ ÒÂ‰fl˘Ëfl ‚
ÓÚÒÂ˘ÌÓÚÓ π Í‡ÙÂÌÂ. í‡Í˙‚ ÚËÔ Í‡ÚË˜ÍË ÔÓÍ‡Á‚‡Ú ÓÌ‡ÁË Ë‰ÂÓÎÓ„Ëfl Ì‡ ◊„‡‰‡, Ó·˙-
Ì‡Ú Í˙Ï ıÓ‡Ú‡“, Á‡ ÍÓflÚÓ ÒÚ‡Ì‡ ‰ÛÏ‡ ÔÓ-‡ÌÓ. éÚ ‰Û„‡ ÒÚ‡Ì‡ ÚÂ Ô‡‚flÚ ÌÂ˘Ó ‚ ÔÓ‚Â-
˜Â. íÛÍ ‡ÍˆÂÌÚ˙Ú Â ‚˙ıÛ ÌÂ˘‡Ú‡, ÍÓËÚÓ ÒÂ ÒÎÛ˜‚‡Ú ÔÓÍ‡È Ú‡ÁË ÒËÏ‚ÓÎË˜ÂÒÍË ‚‡ÊÌ‡,
‰ÓÍÓÎÍÓÚÓ ÔÂ‰ÒÚ‡‚fl Ì‡ˆËÓÌ‡ÎÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, Ò„‡‰‡, ÌÓ Ò‡Ï‡Ú‡ Úfl Â Ò‡ÏÓ ÙÓÌ Ì‡
Â‰ËÌ ‚ÒÂÍË‰ÌÂ‚ÂÌ ◊ÒÎ‡‰˙Í ÊË‚ÓÚ“. í‡ÁË ÂÔÂÁÂÌÚ‡ˆËfl Ì‡ ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ ÔÓ-

15 ê‡Á·Ë‡ ÒÂ, ÒÎÂ‰ ÚflıÌÓÚÓ ÔÓÒÚÓfl‚‡ÌÂ, Á‡˘ÓÚÓ ‚ Ì‡˜‡ÎÓÚÓ ÔÓÒÚÓ ÌflÏ‡ ‰Û„Ë Ò„‡‰Ë.

ìÎËˆ‡ ◊í˙„Ó‚ÒÍ‡“ Ë ·ÛÎ. ◊ÑÓÌ‰ÛÍÓ‚“, ËÁ„ÎÂ‰Ë ÓÚÍ˙Ï 
ÔÎÓ˘‡‰ ◊Å‡ÌÒÍË“, Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ
Turgovska street and Dondukov Blvd, view from Banski square, 
beginning of 20 century
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15 Of course after their construction because in the beginning there were simply no other buildings
around.

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 buildings15 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

èÓ˘ÂÌÒÍ‡
Í‡ÚË˜Í‡ ÓÚ
Ì‡˜‡ÎÓÚÓ Ì‡ 
21 ‚ÂÍ 
Postcard from
the beginning of
the 21 century
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Í‡Á‚‡ Ì‡ ‚ËÁÛ‡ÎÌÓ ÌË‚Ó Á‡ÒÍÓ·fl‚‡ÌÂÚÓ Ì‡ Û‚‡ÊÂÌËÂÚÓ Í˙Ï ËÌÒÚËÚÛˆËflÚ‡ ç‡Ó‰ÌÓ Ò˙·-
‡ÌËÂ, ÌÓ Ë ÓÚÍ‡Á‡ ÓÚ Ò˙·Î‡ÁÌfl‚‡ÌÂ Ì‡ ‚˙Ì¯ÌËfl ÔÓ„ÎÂ‰ ÔÂÁ ËÌÒÚËÚÛˆËÓÌ‡ÎÌË ‚ËÁËË.
ëÓˆË‡ÎËÁÏ˙Ú ÒÂ ÓÔËÚ‚‡ ‰‡ ÔË‚ÎË˜‡ ÔÂÁ ‚ÒÂÍË‰ÌÂ‚ËÂ, ÚÓÈ ËÒÍ‡ ÔËÁÌ‡ÌËÂ Ì‡ ◊ÒÓˆË-
‡ÎËÒÚË˜ÂÒÍËfl ÊË‚ÓÚ“ ÓÚ ‚˙Ì¯ÌËfl ‡‰ÂÒ‡Ú; ÔËÁÌ‡ÌËÂÚÓ Ì‡ ÒÓˆË‡ÎËÒÚË˜ÂÒÍËÚÂ ËÌÒÚË-
ÚÛˆËË ÏÓÊÂ ·Ë Â Á‡Ô‡ÁÂÌÓ Á‡ ‚˙ÚÂ¯ÌËÚÂ ‡‰ÂÒ‡ÚË. íÂÚË ÚËÔ ËÌÒˆÂÌËÓ‚Í‡ Ì‡ Ò˙˘Ó-
ÚÓ ÏflÒÚÓ ÔÂ‰ÒÚ‡‚flÚ Í‡ÚË˜ÍËÚÂ ÒÎÂ‰ 1989 „. íÛÍ ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ Â ‚ ˆÂÌÚ˙‡ Ì‡
Í‡ÚË˜Í‡Ú‡. ÑÓË ‰‡ ÒÂ ‚ËÊ‰‡ ÅÄç, ÍÓÏÔÓÁËˆËÓÌÌÓ ‡ÍˆÂÌÚ˙Ú Â ‚˙ıÛ Ú‡ÁË Ò„‡‰‡; ˜ÂÒ-
ÚÓ ÒÂ ÒÌËÏ‡ ·ÎËÁ˙Í ÔÎ‡Ì Ì‡ ÓÙËˆË‡ÎÌËfl ‚ıÓ‰ Ì‡ Ò„‡‰‡Ú‡. íÓ‚‡, ÍÓÂÚÓ Â ËÁÍÎ˛˜ËÚÂÎ-
ÌÓ ‡ÁÎË˜ÌÓ, Â ËÁ˜ËÒÚÂÌÓÒÚÚ‡ Ì‡ ÒÌËÏÍËÚÂ ÓÚ ‚ÒflÍ‡Í˙‚ ÊË‚ÓÚ, ÓÚ ‰‚ËÊÂÌËÂ ÔÓÍ‡È ËÎË
Í˙Ï è‡Î‡ÏÂÌÚ‡. ÇÒ˙˘ÌÓÒÚ ÚÓÁË ÚËÔ ËÌÒˆÂÌË‡ÌÂ Ì‡ Ò„‡‰ËÚÂ Â ÓÒÓ·ÂÌÓ ı‡‡ÍÚÂÂÌ
Á‡ ◊ÔÂıÓ‰ÌËfl“ ÔÂËÓ‰ Ì‡ Å˙Î„‡Ëfl. ÇÒË˜ÍË Ò„‡‰Ë Ò‡ ‡ÒÂÔÚËÁË‡ÌË, ËÁ˜ËÒÚÂÌË, ÂÒÚÂ-
ÚËÁË‡ÌË. çflÏ‡ ÌËÚÓ ÒÎÂ‰‡ ÓÚ ‚ÂÏÂÚÓ, ‚ ÍÓÂÚÓ Ò‡ ÒÌËÏ‡ÌË ÚÂÁË Ò„‡‰Ë. çflÏ‡ ÍÓÎ‡
ËÎË ‰Âı‡, ÔÓ ˜ËÈÚÓ ÏÓ‰ÂÎ ˜Ó‚ÂÍ ÏÓÊÂ ‰‡ ÒÂ ÓËÂÌÚË‡ Á‡ ÂÔÓı‡Ú‡. íÂÁË Ò„‡‰Ë ÓÚ Ì‡-
˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡ ÔÂÁ 21 ‚ÂÍ ‚Â˜Â Ò‡ ÒÌËÏ‡ÌË ÌÂ ÓÚ ÔÓÁËˆËflÚ‡ Ì‡ ÚflıÌÓÚÓ Ì‡ÒÚÓfl˘Â, ‡

ÓÚ „ÎÂ‰Ì‡Ú‡ ÚÓ˜Í‡ Ì‡ ‚Â˜ÌÓÒÚÚ‡, Ú.Â. Ì‡ ÔÓÒÚ‡ÌÒÚ‚Ó ·ÂÁ ‚ÂÏÂ. ÑÓË Ò‡ÏÓ ÔÂÁ ÚÓÁË
ÚËÔ ËÌÒˆÂÌË‡ÌÂ Ì‡ Ò„‡‰ËÚÂ ÏÓ„‡Ú ‰‡ ÒÂ ‡Á˜ÂÚ‡Ú Ì‡„Î‡ÒË Á‡ ‚ËÊ‰‡ÌÂ Ì‡ Ò‚ÂÚ‡ ÔÂÁ
‚˙ÁÔËÂÚËÚÂ Í‡ÚÓ ‚‡ÊÌË ÛÒÚÓÈ˜Ë‚Ë ÂÏ·ÎÂÏË, Ë ÌflÍ‡Í˙‚ ÊË‚ÓÚ, ÍÓÈÚÓ ÔÓÚË˜‡ ÔÓÍ‡È
Úflı, ÂÙËÏÂÂÌ Ë ÌÂ Á‡ÒÎÛÊ‡‚‡˘ ‚ÌËÏ‡ÌËÂ. é·‡ÁËÚÂ Ì‡ ëÓÙËfl ÔÂÁ Ú‡ÁË ËÌÒˆÂÌËÓ‚-
Í‡ ËÒÍ‡Ú ÔËÁÌ‡ÌËÂ Ì‡ ËÌÒÚËÚÛˆËË, ËÒÍ‡Ú ÔËÁÌ‡ÌËÂ Ì‡ ‚Â˜ÌÓÒÚÚ‡, ÌÓ ÌÂ Ì‡ Ì‡ÒÚÓfl˘Â-
ÚÓ ËÎË Ì‡ Ò˙‚ÂÏÂÌÌÓÒÚÚ‡.

àÁ˜ÂÁ‚‡˘ËÚÂ ‚ËÁËË

ç‡È-Û‰Ë‚ËÚÂÎÌ‡Ú‡ ‚ËÁËfl, ÍÓflÚÓ ËÁ˜ÂÁ‚‡, Â Ú‡ÁË Ì‡ Ô‡ÏÂÚÌËˆËÚÂ. ì‰Ë‚ËÚÂÎÌ‡,
Á‡˘ÓÚÓ Ô‡ÏÂÚÌËÍ˙Ú ÒÂ Ô‡‚Ë ËÏÂÌÌÓ, Á‡ ‰‡ ·˙‰Â ‡ÏÍ‡ Ì‡ Ó·˘‡Ú‡ Ô‡ÏÂÚ. àÏ‡ ‰‚‡ Ô‡-
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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 Levski16, 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
more and more represented through its past
but on the other, it is a lot less represented
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 I am saying to some extent because in the postcards after 1989 its representation becomes more
and more rare.

àÁ˜ÂÁ‚‡˘Ë ‚ËÁËË Ì‡ Ô‡ÏÂÚÌËˆË ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ
The disappearing monuments from the beginning of the 
20 century
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ÏÂÚÌËÍ‡, ÍÓËÚÓ Ò‡ ÔÓÒÚÓflÌÒÚ‚‡˘Ë – Ì‡ ñ‡ éÒ‚Ó·Ó‰ËÚÂÎ Ë ‰ÓÌflÍ˙‰Â Ì‡ ãÂ‚ÒÍË16, ‚ÒË˜-
ÍË ÓÒÚ‡Ì‡ÎË ËÁ˜ÂÁ‚‡Ú ËÎË ÂÔÂÁÂÌÚË‡ÌÂÚÓ ËÏ ÒÚ‡‚‡ ÚÓÎÍÓ‚‡ ÒÔÓ‡‰Ë˜ÌÓ, ˜Â ÚÂ ÌÂ
Ò‡ ÁÌ‡ÍÓ‚ËÚÂ Ó·‡ÁË Ì‡ ëÓÙËfl. Ç ÌflÍ‡Í˙‚ ÒÏËÒ˙Î ëÓÙËfl ËÏ‡ Â‰ËÌ Ô‡ÏÂÚÌËÍ – Ì‡ ñ‡
éÒ‚Ó·Ó‰ËÚÂÎ, Ô‡ÏÂÚÌËÍ Ì‡ ÒÚÓÎËˆ‡Ú‡, ‡ ÌÂ Ì‡ „‡‰‡, Ò‚˙Á‡Ì Ò ÙÛÌ‰Ë‡˘Ëfl ‡ÍÚ Ì‡
ÚÓ‚‡ Ì‡ˆËÓÌ‡ÎÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó. É‡‰˙Ú Â ·ÂÁ Ô‡ÏÂÚ. è‡‡‰ÓÍÒ‡ÎÌ‡ Â Ú‡ÁË ‚ËÁËfl. éÚ
Â‰Ì‡ ÒÚ‡Ì‡, „‡‰˙Ú ‚ÒÂ ÔÓ‚Â˜Â ÒÂ ÂÔÂÁÂÌÚË‡ ÔÂÁ ÏËÌ‡ÎÓÚÓ ÒË, ÌÓ ÓÚ ‰Û„‡ – ‚ÒÂ
ÔÓ-Ï‡ÎÍÓ ÒÂ ÂÔÂÁÂÌÚË‡ ÔÂÁ Ô‡ÏÂÚÌËˆË, ÍÓËÚÓ Û‰˙Ê‡Ú Ô‡ÏÂÚÚ‡ Ì‡ ÚÓ‚‡ ÏËÌ‡ÎÓ.
åÓÊÂ ·Ë ÚÓ‚‡ Â Ó·flÒÌËÏ ÂÙÎÂÍÒ, ‚ÔËÒ‡Ì ‚ ÓÌ‡ÁË ÎÓ„ËÍ‡ Ì‡ ÍÓÌÒÚÛË‡ÌÂ Ì‡ Ó·‡Á‡,
ÍÓflÚÓ ÓÔËÒ‡ı ÔÓ-„ÓÂ Í‡ÚÓ ËÁÚË‚‡ÌÂ Ì‡ ÔÂ‰ıÓ‰ÌËfl ÔÂËÓ‰. èÂ‰Ë¯ÌÓÚÓ ÓÒÚ‡‚fl Ò‡ÏÓ
◊ÓÒÚ‡ÌÍË“, ÌÓ ÌÂ ÒÂ Á‡Ô‡Á‚‡ ÌÂ„Ó‚‡Ú‡ Ô‡ÏÂÚ, ÌÂ„Ó‚Ëfl ‰Ûı, ÏÂÒÚ‡Ú‡, ÍÓËÚÓ Ò‡ ÒÎÛÊÂÎË
Á‡ ÒËÏ‚ÓÎË˜ÂÒÍÓ ÔÓÚ‚˙Ê‰‡‚‡ÌÂ Ì‡ Ó·˘ÌÓÒÚÚ‡. èÓ·ÎÂÏ˙Ú Â Á‡˘Ó Ó·‡Á˙Ú Ì‡ ÚÂÁË ÓÚ-
ÏËÌ‡ÎË Ô‡ÏÂÚÌËˆË ÌÂ ÒÂ ÏËÒÎË Í‡ÚÓ ËÌÚÂÂÒÂÌ Á‡ Â‰ËÌ ‚˙Ì¯ÂÌ ‡‰ÂÒ‡Ú. åÓÊÂ ·Ë ÚÂ
Ò‡ ÚÓÎÍÓ‚‡ ÍÓÌÚÂÍÒÚÛ‡ÎÌË Ì‡ ‚ÂÏÂÚÓ ÒË, ˜Â Ô‡ÏÂÚÚ‡ Á‡ Úflı ËÁ˜ÂÁ‚‡; ÚÂ ÒÚ‡‚‡Ú ÌÂ˘Ó,
ÍÓÂÚÓ ˜Ó‚ÂÍ ‰ÓË ÌÂ ‚ËÊ‰‡, ÍÓ„‡ÚÓ ÏËÌ‡‚‡ ÔÓÍ‡È Úflı. Ç˙ÁÏÓÊÌÓ Â ‰‡ ËÏ‡ Ë ÚÓ˜ÌÓ Ó·-
‡ÚÌÓÚÓ Ó·flÒÌÂÌËÂ. àÒÚÓËflÚ‡ Â ÚÓÎÍÓ‚‡ ÊË‚‡, ˜Â Ô‡ÏÂÚÌËÍ˙Ú Â ‰ÓÒÚ‡Ú˙˜ÌÓ ÏÓ˘ÂÌ
ÁÌ‡Í, Á‡ ‰‡ fl ÔÂ‚˙ÌÂ ‚ Ì‡ÒÚÓfl˘Â. èÓ‡‰Ë ÚÓÁË ÒÚ‡ı Â ÔÓ-‰Ó·Â „‡‰˙Ú ‰‡ ÒÂ ÎË¯Ë
ÓÚ Â‰ËÌ ÂÒÛÒ, Á‡ ‰‡ ÌÂ ÒÂ ÓÒ‚Ó·Ó‰Ë ÔËÁ‡Í˙Ú Ì‡ ‚ÂÏÂÚÓ. åÓflÚ‡ ËÌÚÂÔÂÚ‡ˆËfl Â
ÔÓ-ÒÍÓÓ ‚ÚÓ‡Ú‡, Á‡˘ÓÚÓ ËÁ˜ÂÁ‚‡ÌÂÚÓ Ì‡ Ô‡ÏÂÚÌËˆËÚÂ ÓÚ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË ˜ÂÒÚÓ

Â Ò˙ÔÓ‚Ó‰ÂÌÓ Ò ÚflıÌÓÚÓ ËÁ-
˜ÂÁ‚‡ÌÂ ÓÚ „‡‰ÒÍÓÚÓ ÔÓÒÚ-
‡ÌÒÚ‚Ó Ë ÔÂÌ‡ÒË˘‡ÌÂÚÓ
ÏÛ Ò ÌÓ‚Ë Ô‡ÏÂÚÌËˆË, ÍÓËÚÓ,
‡ÍÓ Â ‚flÌ‡ ÚÂÌ‰ÂÌˆËflÚ‡,
ÒÎÂ‰ 50-ËÌ‡ „Ó‰ËÌË ÓÚÌÓ‚Ó
Ò‡ Ó·Â˜ÂÌË Ì‡ ËÁ˜ÂÁ‚‡ÌÂ.

ÇÚÓ‡Ú‡ ËÁ˜ÂÁ‚‡˘‡ ‚ËÁËfl
Ì‡ „‡‰‡ Ò‡ ÌÂ„Ó‚ËÚÂ ÛÎËˆË.
ä‡ÚË˜ÍËÚÂ ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡
‚ÂÍ‡ Ò˙‰˙Ê‡Ú Ó·‡ÁË ÓÚ
‚ÒË˜ÍË ˆÂÌÚ‡ÎÌË ÛÎËˆË Ì‡
ëÓÙËfl, ÛÒÔÂÎË ‰‡ ÔË‰Ó·ËflÚ
Â‚ÓÔÂÈÒÍË ‚Ë‰. ä‡ÚË˜ÍËÚÂ
ÓÚ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡,
Ò˙Á‰‡‚‡ÈÍË Ó·‡Á‡ Ì‡ „‡‰‡
Í‡ÚÓ ÏÓ‰ÂÂÌ, ‚˙ÁÔÓËÁ-
‚ÂÊ‰‡Ú Ò˙˘Ó ‚ÒË˜ÍË ˆÂÌÚ-
‡ÎÌË ÛÎËˆË Ë ·ÛÎÂ‚‡‰Ë.
éÚ Â‰Ì‡ ÒÚ‡Ì‡, ÚÂ Ò‡ Ò‚Ë‰Â-
ÚÂÎÒÚ‚Ó Á‡ ‰ËÌ‡ÏË˜ÌÓÒÚ Ë
ÏÓ‰ÂÌË „‡‰ÒÍË Ô‡ÍÚËÍË,
ÌÓ ÓÚ ‰Û„‡ ÔÂÁ Úflı ÒÂ ÍÓÌ-

ÒÚÛË‡ Ó·‡Á˙Ú Ì‡ ◊„‡‰‡-„‡‰ËÌ‡“. ÇÒÂÍË ÓÚ Úflı ËÏ‡ Ò‚ÓÂÚÓ ‡ÒÚÂÌËÂ, ‡ ÔÓ ÚÓÚÓ‡-
ËÚÂ ÔÓ‰ ‰˙‚ÂÚ‡Ú‡, ÒÂ‰ ÁÂÎÂÌËÌ‡Ú‡ ËÏ‡ ÔÂÈÍË, ÒÂ‰fl˘Ë „‡Ê‰‡ÌË Ë Ë„‡Â˘Ë ‰Âˆ‡.
ìÎËˆ‡Ú‡, ÍÓÌÒÚÛË‡Ì‡ ‚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡, Â ÔÓ-ÒÍÓÓ ÔÓÒÚ‡ÌÒÚ‚Ó Á‡ ‡ÁıÓ‰Í‡ Ë
ÔË‰‚ËÊ‚‡ÌÂ; ÒÓˆË‡ÎËÒÚË˜ÂÒÍ‡Ú‡ ÛÎËˆ‡ Â ÏflÒÚÓ Á‡ ÊË‚ÂÂÌÂ Ë ÔÂ·Ë‚‡‚‡ÌÂ Ë Ò‡ÏÓ
ÏÂÊ‰Û ‰Û„ÓÚÓ Á‡ ÔÂÏËÌ‡‚‡ÌÂ. é·‡ÁËÚÂ Ì‡ ÛÎËˆË ÒÎÂ‰ 1989 „. ÔÓ˜ÚË ËÁ˜ÂÁ‚‡Ú, ÓÒ‚ÂÌ
‚ ÌÓ˘ÌËÚÂ ÔÂÈÁ‡ÊË Ì‡ ëÓÙËfl, Í˙‰ÂÚÓ Ò‡ ËÁÔÓÎÁ‚‡ÌË ÔÓ‚Â˜Â Í‡ÚÓ Ò‚ÂÚÎËÌÂÌ ÂÙÂÍÚ, ÓÚ-
ÍÓÎÍÓÚÓ Í‡ÚÓ Ó·‡Á. çÂ‚˙ÁÏÓÊÌÓ Â ‰‡ ÒÂ ‚Ë‰Ë Ì‡ Í‡ÚË˜Í‡ ÓÊË‚ÂÌ‡ ÒÓÙËÈÒÍ‡ ÛÎËˆ‡.
éÒ‚ÂÌ Ì‡ Â‰ÌÓ ÏflÒÚÓ – ‚ Ò‡ÈÚ‡ Ì‡ Ó·˘ËÌ‡Ú‡. Ç ÌÂ„Ó ËÏ‡ ‡Á‰ÂÎ ◊ä‡ÚË˜ÍË“, ÍÓËÚÓ Ò‡
Ë‰ÂÌÚË˜ÌË Ì‡ ÓÚÔÂ˜‡Ú‡ÌËÚÂ, ÌÓ ËÏ‡ Ë ◊îÓÚÓ„‡ÎÂËfl“, ‚ÒflÍ‡ ÒÌËÏÍ‡ ÓÚ ÍÓflÚÓ ËÏ‡ ÓÔˆËfl

16 ä‡Á‚‡Ï ‰ÓÌflÍ˙‰Â, Á‡˘ÓÚÓ ‚ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË ÒÎÂ‰ 1989 „. ÌÂ„Ó‚ÓÚÓ ÂÔÂÁÂÌÚË‡ÌÂ
ÒÚ‡‚‡ ‚ÒÂ ÔÓ-fl‰ÍÓ.

àÁ˜ÂÁ‚‡˘ËflÚ Ô‡ÏÂÚÌËÍ ÓÚ Í‡fl Ì‡ 20 ‚ÂÍ – Ô‡ÏÂÚÌËÍ‡ ÔÂ‰ çÑä
The disappearing monument from the end of the 20 century
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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. I 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 unprofessional17 these photos show a different modern vision of Sofia from the
static and antiseptic vision I described above. Obviously this type of city representation is
considered very specific – for Internet users, i.e. young and cosmopolitan people.18 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 I am citing Kiril Prashkov here.
18 The typical users of Internet in Bulgaria are like that.

çÓ‚ËÚÂ Ô‡ÏÂÚÌËˆË ‚ ÔÓ˘ÂÌÒÍË
Í‡ÚË˜ÍË ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 21 ‚ÂÍ
New monuments in the postcards
from the beginning of the 21
century



108

‰‡ ·˙‰Â ËÁÔ‡ÚÂÌ‡ Í‡ÚÓ
‚ËÚÛ‡ÎÌ‡ Í‡ÚË˜Í‡.
àÏÂÌÌÓ Ú‡Ï ÏÓ„‡Ú ‰‡ ÒÂ
‚Ë‰flÚ ÌflÍÓÎÍÓ ÒÌËÏÍË Ò
ËÒÚËÌÒÍË ÒÓÙËÈÒÍË ÛÎËˆË
Ë ÔÎÓ˘‡‰Ë. ÑÓË Ë ÌÂÔÓ-
ÙÂÒËÓÌ‡ÎÌÓ Ì‡Ô‡‚ÂÌË,17

ÚÂÁË ÒÌËÏÍË ÔÓÍ‡Á‚‡Ú
‡ÁÎË˜Ì‡ Ò˙‚ÂÏÂÌÌ‡ ‚Ë-
ÁËfl Ì‡ ëÓÙËfl ÓÚ Ú‡ÁË ÒÚ‡-
ÚË˜Ì‡ Ë ‡ÒÂÔÚËÁË‡Ì‡ ‚Ë-
ÁËfl, ÍÓflÚÓ ÓÔËÒ‡ı ÔÓ-
„ÓÂ. é˜Â‚Ë‰ÌÓ ÚÓÁË ÚËÔ
ÂÔÂÁÂÌÚ‡ˆËfl Ì‡ „‡‰‡
ÒÂ ÒÏflÚ‡ Á‡ ÏÌÓ„Ó ÒÔÂˆË-
ÙË˜Ì‡ – Á‡ ÔÓÎÁ‚‡˘Ë àÌ-
ÚÂÌÂÚ, Ú.Â. ÏÎ‡‰Ë Ë ÍÓÒ-
ÏÓÔÓÎËÚÌË ıÓ‡.18 í‡ÁË
‚ËÁËfl Í‡ÚÓ ˜Â ÎË ÌÂ ·Ë ÒÂ

ı‡ÂÒ‡Î‡ Ì‡ ◊ÌÓÏ‡ÎÌËfl“ ÚÛËÒÚ ‚ ëÓÙËfl, Ì‡ÔÓÚË‚ Úfl Â ÒËÎÌÓ Ï‡ÍË‡Ì‡Ú‡ Í‡ÚÓ
ÔÂ‰ÔÓÎ‡„‡˘‡ ÒÔÂˆË‡ÎÂÌ ËÌÚÂÂÒ ‚ËÁËfl. àÏÂÌÌÓ Ú‡Í˙‚ ÚËÔ ‰‡ÌÌË ÏÂ Í‡‡Ú ‰‡ ËÌÚÂ-
ÔÂÚË‡Ï ÂÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ ëÓÙËfl Í‡ÚÓ ‚ÔËÒ‡ÌË Ë ÒÎÂ‰‚‡˘Ë ÎÓ„ËÍ‡Ú‡ Ì‡ Â‰ËÌ ÏÓ-
‰ÂÂÌ ÚËÔ ÚÛËÒÚË˜ÂÒÍ‡ Ô‡ÍÚËÍ‡, Ë ‡·ÒÓÎ˛ÚÌÓ ÌÂ‡ÁÔÓÁÌ‡‚‡˘Ë Í‡ÚÓ ÎÂ„ËÚËÏÌË ÔÓÒ-
ÚÏÓ‰ÂÌË ÚÛËÒÚË˜ÂÒÍË Ô‡ÍÚËÍË. àÏÂÌÌÓ Á‡ÚÓ‚‡ ‡ÍˆÂÌÚ˙Ú ‚ Ó·‡ÁËÚÂ Ì‡ ëÓÙËfl Â ÔÓÒ-
Ú‡‚ÂÌ ‚˙ıÛ ÍÛÎÚÛÌÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó, ÔÂ‰ÔÓÎ‡„‡˘Ó ÔÓÒ‚Â˘ÂÌÒÍË ËÌÚÂÂÒ. É‡‰˙Ú Â
‚ËÁÛ‡ÎËÁË‡Ì Í‡ÚÓ ÏÛÁÂÈÌ‡ Ò·ËÍ‡ Ò ÓÚ‰ÂÎÌË ÂÍÒÔÓÌ‡ÚË. Ç ÔÓ‰ÂÊ‰‡ÌÂÚÓ Ì‡ Ú‡ÁË
Ò·ËÍ‡ ÒÂ ÔÓÔÛÒÍ‡Ú ÂÍÒÔÓÌ‡ÚËÚÂ Ì‡ ‡ıËÚÂÍÚÛÌËfl ÏÓ‰ÂÌËÁ˙Ï ‚ Å˙Î„‡Ëfl. íÓÁË ÚËÔ
Ì‡ÒÎÂ‰ÒÚ‚Ó ÒÂ ÔÂ‰ÒÚ‡‚fl ÏÌÓ„Ó fl‰ÍÓ Ë Â‰ËÌÒÚ‚ÂÌÓ Ò˙Ò Ò„‡‰‡Ú‡ Ì‡ ÅçÅ. Ç ÌflÍ‡Í˙‚
ÒÏËÒ˙Î ‰ÓË ÚÓ‚‡ ÔÂ‰ÒÚ‡‚flÌÂ Â ÔÓ-ÒÍÓÓ Ì‡ Ì‡ˆËÓÌ‡ÎÌ‡ ËÌÒÚËÚÛˆËfl Ë Â ÁÌ‡ÍÓ‚Ó Á‡
Ì‡ˆËÓÌ‡ÎÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó ÔÓ‚Â˜Â, ÓÚÍÓÎÍÓÚÓ Á‡ ÚÓÁË ÚËÔ ÍÛÎÚÛÌÓ Ì‡ÒÎÂ‰ÒÚ‚Ó.
èÓÒÚÓ ÚÓ ÓÚÔ‡‰‡ ÓÚ Ô‡‡‰Ë„Ï‡Ú‡ Ì‡ Ò„‡‰ËÚÂ ÓÚ Ô˙‚‡Ú‡ ÔÓÎÓ‚ËÌ‡ Ì‡ ‚ÂÍ‡, ÔÂ‚˙-
Ì‡ÚË ‚ ÏÂÚÓÌËÏËfl Ì‡ ˆflÎÓÚÓ ÍÛÎÚÛÌÓ Ì‡ÒÎÂ‰ÒÚ‚Ó. éÚ ‰Û„‡ ÒÚ‡Ì‡ ÚÓ‚‡ ÌÂ Â ËÁ˜ÂÁ‚‡-
˘‡, ‡ ÔÓÒÚÓ ÎËÔÒ‚‡˘‡ ‚ËÁËfl. çËÚÓ Â‰ËÌ ÓÚ ‡Á„ÎÂÊ‰‡ÌËÚÂ ËÒÚÓË˜ÂÒÍË ÔÂËÓ‰Ë ÌÂ
ÔÓÒÚ‡‚fl ‡ÍˆÂÌÚ ‚˙ıÛ ‡ıËÚÂÍÚÛÌËfl ÏÓ‰ÂÌËÁ˙Ï. íÓÈ ÔËÒ˙ÒÚ‚‡ Í‡ÚÓ Ó·‡ÁË Â‰ËÌÒÚ-
‚ÂÌÓ ‚ ËÒÚÓË˜ÂÒÍËÚÂ ÒÔ‡‚ÍË Á‡ ‡ıËÚÂÍÚÛÌËÚÂ ÒÚËÎÓ‚Â ‚ Å˙Î„‡Ëfl, ÌÓ ÌÂ ÛÒÔfl‚‡ ‰‡
ÒÂ ÔÂ‚˙ÌÂ ‚ ˜‡ÒÚ ÓÚ ‚˙Ó·‡Áfl‚‡ÌÂÚÓ Ì‡ „‡‰‡.

ç‡È-ˆflÎÓÒÚÌËflÚ Ó·‡Á Ì‡ ëÓÙËfl Í‡ÚÓ ◊„‡‰-„‡‰ËÌ‡“, ÔÓ‰˙ÎÊ‡‚‡˘ ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡
‚ÂÍ‡ ÔÂÁ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡, ËÁ˜ÂÁ‚‡ Ì‡È-ÓÚ˜ÂÚÎË‚Ó ‚˙‚ ‚ÂÏÂÚÓ Ì‡ ÔÂıÓ‰‡.
ãËÔÒ‡Ú‡ Ì‡ Ô‡ÍÓ‚Â, ËÌÒˆÂÌË‡ÌË ÔÂ‰Ë ÚÓ‚‡ Í‡ÚÓ ˜‡ÒÚ ÓÚ ÓÔÂ‰ÂÎÂÌËÂÚÓ Á‡ ÏÓ‰ÂÌÓ
„‡‰ÒÍÓ ÔÓÒÚ‡ÌÒÚ‚Ó, Â ÔÓ‚Â˜Â ÓÚ Ó˜Â‚Ë‰Ì‡. çÓ ÌÂ ËÁ˜ÂÁ‚‡Ú Ò‡ÏÓ ÚÂÁË Ó·‡ÁË, ËÁ˜ÂÁ-
‚‡ ‚ÒflÍ‡Í˙‚ Ì‡ÏÂÍ Á‡ ÔËÓ‰‡. ÄÍÓ ◊ÄÎÂÍÒ‡Ì‰˙ çÂ‚ÒÍË“ ÓÚ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡ Â
Ó·‚ËÚ ÓÚ ÍÓÓÌËÚÂ Ì‡ ‰˙‚ÂÚ‡Ú‡, ÚÓ ‚ Ò˙‚ÂÏÂÌÌËÚÂ Í‡ÚË˜ÍË ÚÓÈ ËÁ„ÎÂÊ‰‡ ÔÓÎÓÊÂÌ ‚
Ô‡ÁÌÓ Ô‡‚Ë‡ÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó. èÓ·ÎÂÏ˙Ú Â, ˜Â ÔÓ‰Ó·Ì‡ ‚ËÁËfl Ì‡ „‡‰‡ Í‡ÚÓ „‡‰Ë-
Ì‡ ÔÂ‰ÔÓÎ‡„‡ ‡ÍˆÂÌÚ ‚˙ıÛ ÊË‚ÓÚ‡ Ì‡ ÚÓÁË „‡‰. ÑÓÍ‡ÚÓ Ò˙‚ÂÏÂÌÌËÚÂ Í‡ÚË˜ÍË ÔÓÒ-
Ú‡‚flÚ ‡ÍˆÂÌÚ‡ ËÏÂÌÌÓ ‚˙ıÛ ÏÂÒÚ‡Ú‡, ‡ ÌÂ ‚˙ıÛ Ó·ËÚ‡‚‡ÌÂÚÓ Ì‡ „‡‰‡. íÂ Ò˙Á‰‡‚‡Ú
Ì‡È-ÒÚ‡ÚË˜ÌËfl, ÌÓ Ë Ì‡È-ÓÙËˆËÓÁÌËfl Ó·‡Á Ì‡ ëÓÙËfl. ÇÒË˜ÍË ÚÛËÒÚË˜ÂÒÍË ÏÂÒÚ‡ Ò‡
ËÌÒˆÂÌË‡ÌË Í‡ÚÓ ÏÂÒÚ‡ Á‡ ÔÓÍÎÓÌÂÌËÂ, ‡ ÌÂ Í‡ÚÓ ÏÂÒÚ‡ Ì‡ ÔÂÊË‚fl‚‡ÌÂ. íÓÁË Ó·‡Á
Ì‡ „‡‰‡ Í‡ÚÓ ˜Â ÎË ËÒÍ‡ ÔËÁÌ‡ÌËÂ Ì‡ ËÒÚÓËflÚ‡, Ì‡ ÍÛÎÚÛÌÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó, ÌÓ ÌÂ Ë
Ì‡ ÒÚËÎÓ‚ÂÚÂ Ì‡ ÊË‚ÓÚ, ÍÓËÚÓ ÔÓÚË˜‡Ú ‚ ÚÓ‚‡ „‡‰ÒÍÓ ÔÓÒÚ‡ÌÒÚ‚Ó. èË ÚÓ‚‡ ÒÂ ËÒÍ‡
ÔËÁÌ‡ÌËÂ Ì‡ ËÒÚÓËflÚ‡ Í‡ÚÓ Â‚ÓÔÂÈÒÍ‡. íÓ˜ÌÓ Á‡ÚÓ‚‡ ÒÂ ËÁ·Ë‡Ú Ò„‡‰Ë, ÍÓËÚÓ ÒÂ

17 íÛÍ ˆËÚË‡Ï äËËÎ è‡¯ÍÓ‚.
18 í‡ÍË‚‡ Ò‡ ÚËÔË˜ÌËÚÂ ÔÓÚÂ·ËÚÂÎË Ì‡ àÌÚÂÌÂÚ ‚ Å˙Î„‡Ëfl.

ìÎËˆ‡ ◊í˙„Ó‚ÒÍ‡“ ÔÂÁ 30-ÚÂ „Ó‰ËÌË
Turgovska street in the 30-ies
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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 
disappear in the time of socialism and is 
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 anecdotic19 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.
Initially20 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.

ÅÛÎÂ‚‡‰˙Ú Ì‡ ÓÁËÚÂ ◊9 ÒÂÔÚÂÏ‚Ë“, 1967
The boulevard of roses – 9 September blvd, 1967
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‡ÁÔÓÁÌ‡‚‡Ú Â‰ÌÓÁÌ‡˜ÌÓ Í‡ÚÓ ˆÂÌÚ‡ÎÌÓ-Â‚ÓÔÂÈÒÍ‡ ‡ıËÚÂÍÚÛ‡. éÔ‡ÍÓ‚‡ÌÂÚÓ Ì‡
ÓÔÂ‰ÂÎÂÌË ÏÂÒÚ‡ Í‡ÚÓ ËÌÚÂÂÒÌË Á‡ ‚˙Ì¯ÌËfl ÔÓ„ÎÂ‰ ÍÓÌÒÚÛË‡Ú Ó·‡Á Ì‡ ëÓÙËfl
Í‡ÚÓ ÏÛÁÂÈ Á‡ Â‚ÓÔÂÈÒÍ‡ ËÒÚÓËfl. ífl Â ËÌÚÂÂÒÌ‡ ËÏÂÌÌÓ Á‡˘ÓÚÓ Â ÌÂ‡ÁÎË˜ËÏ‡ ÓÚ
ÏËÌ‡ÎÓÚÓ Ì‡ Ö‚ÓÔ‡. á‡ÚÓ‚‡ Ë „‡‰˙Ú ÌÂ ÒÂ ËÌÒˆÂÌË‡ Í‡ÚÓ ÒÔÂˆËÙË˜ÂÌ, ÌflÏ‡ ◊ÒÓ-
ÙËÈÒÍ‡“ ‡ıËÚÂÍÚÛ‡, ◊ÒÓÙËÈÒÍË“ ÒÚËÎ Ì‡ ÊË‚ÓÚ, ÌÂ„Ó‚‡Ú‡ ÒÔÂˆËÙËÍ‡ Â ‰‡ ·˙‰Â ÔÓ‰Ó-
·ÂÌ Ì‡ Ö‚ÓÔ‡ ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ.

◊ç‡Ï‡Îfl‚‡, ÌÓ ÒÚ‡ÂÂ“

åÓÊÂ ·Ë ‚ËˆÓ‚ËflÚ19 ‡ÁÍ‡Á ÓÍÓÎÓ ‰Â‚ËÁ‡ Ì‡ ëÓÙËfl Â ‰Ó‚ÂÎ ‰Ó ÌÂ„Ó‚ÓÚÓ Á‡Ò-
ÍÓ·fl‚‡ÌÂ ÓÚ ‚ËÁËflÚ‡ Ì‡ „‡‰‡. àÒÚËÌ‡Ú‡ Â, ˜Â ‚ ÌÂfl „‡‰˙Ú ÓÚ˜ÂÚÎË‚Ó Ì‡Ï‡Îfl‚‡ Ë ÒÂ
Ò˙ÒÚ‡fl‚‡. è˙‚ÓÌ‡˜‡ÎÌÓ20 Í‡ÚË˜ÍËÚÂ ÂÔÂÁÂÌÚË‡Ú „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó ‚ ÌÂ„Ó-
‚‡Ú‡ ÓÚÌÓÒËÚÂÎÌ‡ ˆflÎÓÒÚ, Í‡ÚÓ ËÁÔÛÒÍ‡Ú Â‰ËÌÒÚ‚ÂÌÓ ÔËÒ˙Â‰ËÌÂÌËÚÂ Ì‡ÒÍÓÓ ÒÂÎ‡.
åÓ„‡Ú ‰‡ ÒÂ ‚Ë‰flÚ ‰‚‡Ú‡ ‚ıÓ‰‡ – éÎÓ‚ Ë ã˙‚Ó‚ ÏÓÒÚ, „‡‡Ú‡, ÔÂÁ ÍÓflÚÓ ÒÂ ‚ÎËÁ‡ ‚
„‡‰‡, Í‡ÍÚÓ Ë ◊å‡Ëfl ãÛËÁ‡“, ÔÓ ÍÓflÚÓ ÒÂ ÒÚË„‡ ‰Ó ˆÂÌÚ‡ÎÌËÚÂ ÛÎËˆË ◊ê‡ÍÓ‚ÒÍË“ Ë
◊í˙„Ó‚ÒÍ‡“, Ë ‰Ó Ò„‡‰ËÚÂ, ÔÂ‰ÒÚ‡‚ËÚÂÎÌË Á‡ Ì‡ˆËÓÌ‡ÎÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó – ç‡Ó‰-
ÌÓÚÓ Ò˙·‡ÌËÂ, ñ‡ÒÍËfl ‰‚ÓÂˆ, ÇÓÂÌÌÓÚÓ ÏËÌËÒÚÂÒÚ‚Ó. ÇË‰ËÏË Ò‡ Ë ‰Û„ËÚÂ Í‡Ë-
˘‡ Ì‡ „‡‰‡, ·ÂÎflÁ‡ÌË ÓÚ êÛÒÍË Ô‡ÏÂÚÌËÍ Ë Ô‡ÏÂÚÌËÍ‡ ãÂ‚ÒÍË. ñflÎÓÚÓ ÓÒ˙‚ÂÏÂÌÂÌÓ
„‡‰ÒÍÓ ÔÓÒÚ‡ÌÒÚ‚Ó ‚ ÚÓÁË ÒÏËÒ˙Î Â ÂÔÂÁÂÌÚË‡ÌÓ ‚ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË. éÚ
‰Û„‡ ÒÚ‡Ì‡, ‚ ÚÓ‚‡ ÔÂ‰ÒÚ‡‚flÌÂ ÎËÔÒ‚‡ Í‡Í˙‚ÚÓ Ë ‰‡ ·ËÎÓ Ì‡ÏÂÍ Á‡ ÏËÌ‡ÎÓ, Ú.Â. Ó˜Â-
‚Ë‰ÌÓ Â, ˜Â ëÓÙËfl ÌÂ ÔÓÒÚÓ ÌÂ ÒÚ‡ÂÂ, ‡ ÒÂ ÔÓ‰ÏÎ‡‰fl‚‡ Ë ËÁÚË‚‡ ‚ÒflÍ‡Í‚Ë ÒÎÂ‰Ë ÓÚ
ÒÚ‡ÓÒÚ. Ç ËÁ‚ÂÒÚÂÌ ÒÏËÒ˙Î ÔÓ‰Ó·ÂÌ Ó·‡Á ÒÂ ÔÓ‚Ú‡fl ‚ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË ÓÚ 60-
80-ÚÂ „Ó‰ËÌË Ì‡ 20 ‚ÂÍ. Ç Úflı Ò˙˘Ó ‡ÍˆÂÌÚ˙Ú Â ÔÓÒÚ‡‚ÂÌ ‚˙ıÛ Ò˙‚ÂÏÂÌÌÓÒÚÚ‡ Ì‡ „‡-
‰‡, ‚˙ÔÂÍË ˜Â Úfl ‚Â˜Â Ò˙ÊËÚÂÎÒÚ‚‡ Ò Â‰ÌÓ ÏÛÁÂËÁË‡ÌÓ ÏËÌ‡ÎÓ. Ç ÚÓÁË ÔÂËÓ‰ ÔÂ-
‰Ë¯ÌËÚÂ Ò˙‚ÂÏÂÌÌË Ò„‡‰Ë ‚Â˜Â Ò‡ ÔÂ‚˙Ì‡ÚË ‚ ÁÌ‡ˆË Á‡ ÍÛÎÚÛÌÓ Ì‡ÒÎÂ‰ÒÚ‚Ó Ë ‚
ÚÓÁË ÒÏËÒ˙Î ‚ ÏÂÒÚ‡, ÓÍÓÎÓ ÍÓËÚÓ ÒÂ Ò˙ÒÂ‰ÓÚÓ˜‡‚‡ ËÌÚÂÂÒ˙Ú Ì‡ ‚˙Ì¯ÌËfl ÔÓ„ÎÂ‰.
ÑÓË ÚÂÁË ËÒÚÓË˜ÂÒÍË Á‡·ÂÎÂÊËÚÂÎÌÓÒÚË, Ó·‡˜Â, Ò‡ ËÌÒˆÂÌË‡ÌË Í‡ÚÓ ÙÓÌ Ì‡ Â‰ËÌ
Ò˙‚ÂÏÂÌÂÌ „‡‰ÒÍË ÊË‚ÓÚ. éÚ ‰Û„‡ ÒÚ‡Ì‡, ‚ Í‡ÚË˜ÍËÚÂ ÓÚ ÚÓÁË ÔÂËÓ‰ ‚Â˜Â ÏÓÊÂ
‰‡ ÒÂ ÂÍÓÌÒÚÛË‡ Ì‡˜‡ÎÓÚÓ Ì‡ Â‰Ì‡ ÚÂÌ‰ÂÌˆËfl Í˙Ï Ì‡Ï‡Îfl‚‡ÌÂÚÓ Ì‡ „‡‰‡ ‰Ó ÌÂ„Ó-
‚Ëfl ÔÂ‰ÒÚ‡‚ËÚÂÎÂÌ ˆÂÌÚ˙. ÇÒÂ Ó˘Â ËÏ‡ Í‡ÚË˜ÍË Ì‡ „‡‡Ú‡ Í‡ÚÓ ‚ıÓ‰ Í˙Ï „‡‰‡ Ë ‚Ë-

ÁÛ‡ÎËÁË‡ÌÓÚÓ „‡‰ÒÍÓ ÔÓÒÚ-
‡ÌÒÚ‚Ó ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡ ÔË-
Ò˙ÒÚ‚‡ ËÁˆflÎÓ Í‡ÚÓ Ó·‡ÁË Ë ‚
ÚÓÁË ÔÂËÓ‰. éÚ „ÎÂ‰Ì‡ ÚÓ˜Í‡ Ì‡
„‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, Ó·‡˜Â,
ÚÓ‚‡ Â ‚Ò˙˘ÌÓÒÚ ÒÏ‡Îfl‚‡ÌÂ Ì‡
„‡‰‡, ÍÓÈÚÓ ÏÂÊ‰Û‚ÂÏÂÌÌÓ
ÏÌÓ„Ó ÒÂ Â ‡Á‡ÒÌ‡Î Ë Â ‰Ó·‡‚ËÎ
Í˙Ï ÒÂ·Â ÒË ÌÓ‚ËÚÂ ÍÓÏÔÎÂÍÒË. íÂ
ÔËÒ˙ÒÚ‚‡Ú ‚ ‡Î·ÛÏÌËÚÂ ÂÔÂ-
ÁÂÌÚ‡ˆËË Ì‡ ëÓÙËfl, ÌÓ ÓÚÒ˙ÒÚ‚‡Ú
ÓÚ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË. çÂ Â ËÁ-
‡·ÓÚÂÌ‡ ÓÌ‡ÁË ‚ËÁËfl, ÍÓflÚÓ ‰‡
ÔÂ‚˙ÌÂ ã˛ÎËÌ ‚ ËÌÚÂÂÒÌÓ Á‡
ÚÛËÒÚ‡ ÏflÒÚÓ. ÇÒ˙˘ÌÓÒÚ ÔÓ‰Ó·-
Ì‡ ÎËÔÒ‡ Â Ó·flÒÌËÏ‡ ÔÂÁ ‡Ì‡ÎË-
Á‡ Ì‡ ÚÓ‚‡ Í‡Í‚Ó ËÒÍ‡ ‰‡ ÔÓ‰‡‚‡
Å˙Î„‡Ëfl ‚ ÚÓÁË ÔÂËÓ‰. ÇÂ˜Â ÔÓ-

19 è˙‚ÓÌ‡˜‡ÎÌÓ ËÁÔËÒ‚‡ÌÂÚÓ Ì‡ ‰Â‚ËÁ‡ Â ◊ê‡ÒÚÂ, ÌÂ ÒÚ‡ÂÂ“, ÍÓÂÚÓ ÒÂ ÓÍ‡Á‚‡, ˜Â Ò˙‰˙Ê‡ 13
·ÛÍ‚Ë Ë Á‡ ‰‡ ÒÂ ÔÂÓ‰ÓÎÂÂ Ù‡Ú‡ÎÌÓÒÚÚ‡ Ì‡ ˜ËÒÎÓÚÓ ÒÂ ‰Ó·‡‚fl ◊ÌÓ“.
20 ëÚ‡‚‡ ‰ÛÏ‡ Á‡ ÔÂËÓ‰‡ ÓÚ 20-30 „Ó‰ËÌË Ì‡ 20 ‚ÂÍ.

ëÓˆË‡ÎËÒÚË˜ÂÒÍÓ ÒÚÓËÚÂÎÒÚ‚Ó, 1967
Socialist construction, 1967
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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. I
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 representative buildings.
The most amazing gap of this period is that of
all the possible topoi where city practice can be
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.

èÂ‰ÒÚ‡‚ËÚÂÎÌËflÚ ˆÂÌÚ˙ Ì‡ ëÓÙËfl ÓÚ
Ì‡˜‡ÎÓÚÓ Ì‡ 21 ‚ÂÍ
The luxury centre of Sofia in the 
beginning of 21 century
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ëˆÂÌË Ì‡ ‚ÒÂÍË‰ÌÂ‚ÌËfl ÊË‚ÓÚ ÓÚ ‚ÂÏÂÚÓ Ì‡ 
ñ‡ÒÚ‚Ó Å˙Î„‡Ëfl („ÓÂ) Ë ÓÚ ÒÓˆË‡ÎËÒÚË˜ÂÒÍ‡
Å˙Î„‡Ëfl
Scenes from the daily life in the Bulgarian kingdom (up)
and in socialist Bulgaria
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Í‡Á‡ı ÔÂÁ ‡Ì‡ÎËÁ‡ Ì‡ ÔÓ-ÒÚÛÍÚÛË‡ÌË ÂÔÂÁÂÌÚ‡ˆËË Ì‡ ëÓÙËfl, ˜Â ÔÓ ‚ÂÏÂÚÓ Ì‡
ÒÓˆË‡ÎËÁÏ‡ ÒÂ ÔÓ‰‡‚‡ ÌÂ ÚÓÎÍÓ‚‡ ÒÓˆË‡ÎËÒÚË˜ÂÒÍË, Ú.Â. Ë‰ÂÓÎÓ„ËÍÓ-Ô‡ÚËÂÌ Ó·‡Á,
ÍÓÎÍÓÚÓ ‚ËÁËfl Á‡ ◊ÒÎ‡‰˙Í ÊË‚ÓÚ“, ‚ ÍÓflÚÓ Ë‰ÂÓÎÓ„ËflÚ‡ Â ÔÓÒÚÓ ÙÓÌ‡, ÔÓÁ‚ÓÎfl‚‡˘
ÚÓÁË ÊË‚ÓÚ ‰‡ ÒÂ ÒÎÛ˜‚‡. àÏÂÌÌÓ Á‡ÚÓ‚‡ ÍÓÏÔÎÂÍÒËÚÂ, ÍÓÌÒÚÛË‡˘Ë ÔÓ-ÒÍÓÓ Ó·‡Á
Ì‡ ÒÓˆË‡ÎËÒÚË˜ÂÒÍË Ì‡˜ËÌ Ì‡ ÊË‚ÓÚ, ÌÂ ÒÂ ËÌÒˆÂÌË‡Ú Í‡ÚÓ ÚÛËÒÚË˜ÂÒÍË ÏÂÒÚ‡. íÂ Ò‡
ÔÓ-ÒËÎÌÓ Ë‰ÂÓÎÓ„ËÁË‡ÌË ÓÚ ‚ËÁËflÚ‡, Ò ÍÓflÚÓ ÒÓˆË‡ÎËÁÏ˙Ú ÒÂ ÓÔËÚ‚‡ ‰‡ Ò˙·Î‡ÁÌfl‚‡.
éÍÓÌ˜‡ÚÂÎÌÓÚÓ ÔÂÓ·˙˘‡ÌÂ Ì‡ ‰Â‚ËÁ‡ Ì‡ „‡‰‡ ÒÂ ÒÎÛ˜‚‡ ‚ ÔÂËÓ‰‡ Ì‡ ÔÂıÓ‰‡.
ä‡ÚË˜ÍËÚÂ ÒÎÂ‰ 1989 „. ÌÂ ÔÓÒÚÓ Ì‡Ï‡Îfl‚‡Ú „‡‰‡ ‰Ó ÌÂ„Ó‚Ëfl Ì‡È-ÔÂ‰ÒÚ‡‚ËÚÂÎÂÌ
ˆÂÌÚ˙, ÌÓ Ë ËÁÚË‚‡Ú ÔÓÒÚ‡ÌÒÚ‚‡Ú‡ ÏÂÊ‰Û ÔÂ‰ÒÚ‡‚ËÚÂÎÌËÚÂ Ò„‡‰Ë. ç‡È-Û‰Ë‚ËÚÂÎ-
Ì‡Ú‡ ÎËÔÒ‡ ‚ ÚÓÁË ÔÂËÓ‰ Â Ì‡ ‚ÒË˜ÍË ‚˙ÁÏÓÊÌË ÚÓÔÓÒË, ‚ ÍÓËÚÓ ÏÓÊÂ ‰‡ ÒÂ ‚Ë‰Ë „‡‰-
ÒÍ‡ Ô‡ÍÚËÍ‡. É‡‰˙Ú Â ÔÂ‚˙Ì‡Ú ÓÚ ÂÔÂÁÂÌÚ‡ˆËflÚ‡ ÒË ‚ ‡ıËÚÂÍÚÛ‡. éÚ Í‡fl Ì‡ 20
Ë Ì‡˜‡ÎÓÚÓ Ì‡ 21 ‚ÂÍ Í‡ÚÓ ˜Â ÎË ÒÂ Ó˜ÂÚ‡‚‡ ÚÂÌ‰ÂÌˆËfl Í˙Ï ÔÂÓ‰ÓÎfl‚‡ÌÂ Ì‡ Ú‡ÁË ÎËÔ-
Ò‡, ‰ÓÍÓÎÍÓÚÓ ÒÂ ÔÓfl‚fl‚‡Ú Í‡ÚË˜ÍË Ò ÍÌËÊÌ‡Ú‡ ·ÓÒ‡ Ì‡ ÔÎÓ˘‡‰ ◊ëÎ‡‚ÂÈÍÓ‚“ ËÎË
ÓÊË‚ÂÌÓÚÓ Í˙ÒÚÓ‚Ë˘Â ÓÍÓÎÓ Ô‡ÏÂÚÌËÍ‡ Ì‡ ëÓÙËfl, ÌÓ ÚÂ ‚ÒÂ Ó˘Â Ò‡ Ò‡ÏÓ ÁÌ‡ˆË Á‡
Ì‡˜‡ÎÓ, ÔÓ·Ë‚‡˘Ó ÒË Ô˙Ú ÒÂ‰ ‡ıËÚÂÍÚÛÌËÚÂ ‰ÂÚ‡ÈÎË. éÒ‚ÂÌ, ˜Â „‡‰˙Ú ÒÂ ÒÏ‡Îfl‚‡,
ÚÓÈ Ë ‚Ë‰ËÏÓ ÓÒÚ‡fl‚‡ ‚ ÂÔÂÁÂÌÚ‡ˆËËÚÂ ÒË. ÄÍˆÂÌÚ˙Ú, ÔÓÒÚ‡‚ÂÌ ‚ ÔÓ˘ÂÌÒÍËÚÂ Í‡-
ÚË˜ÍË, Â ‚˙ıÛ Ò„‡‰ËÚÂ ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡, ÍÓËÚÓ Ì‡ÔÓÏÌflÚ ˆÂÌÚ‡ÎÌÓ-Â‚ÓÔÂÈÒÍ‡-
Ú‡ ‡ıËÚÂÍÚÛ‡. ÇÒ˙˘ÌÓÒÚ Ò„‡‰ËÚÂ Ò‡ Ò˙˘ËÚÂ, ÍÓËÚÓ ÏÓ„‡Ú ‰‡ ÒÂ ‚Ë‰flÚ Ì‡ ÔÓ˘ÂÌÒÍË-
ÚÂ Í‡ÚË˜ÍË ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡. èÓËÁ‚ÂÊ‰‡ÌÂÚÓ ËÏ, Ó·‡˜Â, ‚ ÚÓÁË ÍÓÌÚÂÍÒÚ ÓÚ Ì‡˜‡-
ÎÓÚÓ Ì‡ 90-ÚÂ ÔÓÏÂÌfl ÁÌ‡˜ÂÌËÂÚÓ ËÏ – ÓÚ ÁÌ‡ˆË Ì‡ Ò˙‚ÂÏÂÌÌÓÒÚÚ‡ ÒË, ÚÂ ÒÂ ÔÂ‚˙-
˘‡Ú ‚ ÂÏ·ÎÂÏË Ì‡ ÏËÌ‡ÎÓÚÓ Ë Ì‡ ÍÛÎÚÛÌÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó.

äÓÈ ÒÂ ÒÚ‡ıÛ‚‡ ÓÚ ÒÓÙËflÌˆË

éÒÌÓ‚ÌÓ ÏflÒÚÓ ‚ ÚÂÍÒÚÓ‚ÂÚÂ Á‡ ëÓÙËfl Á‡ÂÏ‡Ú ÒÓÙËflÌˆË, ÌÓ ÚÂ ÔËÒ˙ÒÚ‚‡Ú ‚Ë-
Ì‡„Ë Í‡ÚÓ ÔÓ·ÎÂÏ‡ÚË˜ÌË. ÑÓÍÓÎÍÓÚÓ Ì‡ÒÂÎÂÌËÂÚÓ ÒÂ Â Û‚ÂÎË˜‡‚‡ÎÓ „Î‡‚ÌÓ Í‡ÚÓ Â-
ÁÛÎÚ‡Ú ÓÚ ‚˙ÚÂ¯Ì‡ ÏË„‡ˆËfl, ‡ ÌÂ Í‡ÚÓ ÂÒÚÂÒÚ‚ÂÌ ÔË‡ÒÚ ‚ „‡‰‡, ‚ËÌ‡„Ë ÔÓ-„ÓÎflÏ‡-
Ú‡ ˜‡ÒÚ ÓÚ ÊËÚÂÎËÚÂ Ì‡ „‡‰‡ Ò‡ Ó‰ÂÌËÚÂ ËÁ‚˙Ì ëÓÙËfl Ë ‚ ÚÓÁË ÒÏËÒ˙Î ÒÓÙËflÌÂˆ ÌÂ
ÏÓÊÂ ‰‡ ÒÂ ‰ÂÙËÌË‡ ÔÂÁ ÏflÒÚÓ Ì‡ ‡Ê‰‡ÌÂ, Ú.Â. ÌflÏ‡ ÂÒÛÒ Á‡ ËÁÏËÒÎflÌÂ Ì‡ Ë‰ÂÌ-
ÚË˜ÌÓÒÚ ÔÂÁ ÔÓËÁıÓ‰. éÚ Ú‡ÁË „ÎÂ‰Ì‡ ÚÓ˜Í‡ Úfl·‚‡ ‰‡ ÒÂ ÍÓÌÒÚÛË‡Ú ÌÓ‚Ë Ë‰ÂÌÚË˜-
ÌÓÒÚÌË ÏÓ‰ÂÎË, ÍÓËÚÓ ‰‡ ÔÓÁ‚ÓÎfl‚‡Ú ıÓ‡Ú‡ ‰‡ ÒÂ Ë‰ÂÌÚËÙËˆË‡Ú Ò „‡‰‡ ÒË. éÒ‚ÂÌ
ÚÓ‚‡, Í‡ÍÚÓ ÔÓ‚Â˜ÂÚÓ ·˙Î„‡ÒÍË „‡‰Ó‚Â, ëÓÙËfl Â Ì‡ÒÂÎÂÌ‡ Ò ÏÌÓ„Ó ÂÚÌË˜ÂÒÍË „ÛÔË,
ÍÓËÚÓ ÔÂÚ˙Ôfl‚‡Ú ‡ÁÎË˜ÌË ‰‚ËÊÂÌËfl. é„ÓÏÌ‡ ˜‡ÒÚ ÓÚ ÚÛÒÍÓÚÓ Ì‡ÒÂÎÂÌËÂ ÒÂ ËÁÒÂÎ-
‚‡ ÒÎÂ‰ éÒ‚Ó·ÓÊ‰ÂÌËÂÚÓ, ÓÏÒÍ‡Ú‡ Ó·˘ÌÓÒÚ ÒÚ‡‚‡ Ì‡È-„ÓÎflÏ‡Ú‡ ÒÎÂ‰ ·˙Î„‡ÒÍ‡Ú‡.
ë‡Ï‡Ú‡ ·˙Î„‡ÒÍ‡ Ó·˘ÌÓÒÚ, Ó·‡˜Â, ÌÂ Â ıÓÏÓ„ÂÌÌ‡, ‡ ÒÂ Ò˙ÒÚÓË ÓÚ ÔÂÒÂÎÌËˆË ÓÚ åË-
ÁËfl, í‡ÍËfl Ë å‡ÍÂ‰ÓÌËfl – ‡Á‰ÂÎÂÌËÂ, Ì‡ ÍÓÂÚÓ ÚÂÍÒÚÓ‚ÂÚÂ Ì‡ÒÚÓfl‚‡Ú. á‡ ‡ÁÎËÍ‡ ÓÚ
‰Û„ËÚÂ ·˙Î„‡ÒÍË „‡‰Ó‚Â ‚ ëÓÙËfl ËÏ‡ ÏÌÓ„Ó ˜ÛÊ‰ÂÌˆË, ÍÓËÚÓ ÙÓÏË‡Ú Ò‚ÓË Ó·˘-
ÌÓÒÚË. íÂÚËflÚ ÔÓ·ÎÂÏ ÔÂ‰ ÒÓÙËÈÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ Â Ò‚˙Á‡Ì Ò Ì‡˜ËÌ‡, ÔÓ ÍÓÈÚÓ
ÒÚÓÎËˆ‡Ú‡ ‡ÒÚÂ – Úfl ÌÂÔÂÍ˙ÒÌ‡ÚÓ ÔËÒ˙Â‰ËÌfl‚‡ ÓÍÓÎÌËÚÂ ÒÂÎ‡ Ë ‚˜Â‡¯ÌËÚÂ ÒÂÎflÌË
ÒÂ ÔÂ‚˙˘‡Ú ‚ ‰ÌÂ¯ÌË „‡Ê‰‡ÌË. éÚÚÛÍ ÌÂ ÔÓÒÚÓ ÒÓÙËÈÒÍ‡Ú‡ Ë‰ÂÌÚË˜ÌÓÒÚ Â ÔÓ·ÎÂ-
Ï‡ÚË˜Ì‡, ‡ „‡Ê‰‡ÌÒÍ‡Ú‡. àÏÂÌÌÓ ÊÂÎ‡ÌËÂÚÓ ‰‡ ÒÂ ÓÚ„Ó‚ÓË Ì‡ ‚˙ÔÓÒ‡ ◊ä‡Í‚Ó ÏÂ
Ô‡‚Ë „‡Ê‰‡ÌËÌ?“ ÔÓËÁ‚ÂÊ‰‡ ÓÔÂ‰ÂÎÂÌ Ì‡·Ó ÓÚ ÔÓÎËÚËÍË ÒÎÂ‰ éÒ‚Ó·ÓÊ‰ÂÌËÂÚÓ.
íÓ‚‡ Ò‡ ÓÚ Â‰Ì‡ ÒÚ‡Ì‡ Ó„‡ÌË˜‡‚‡ÌÂÚÓ Ë ÒÚÛÍÚÛË‡ÌÂÚÓ Ì‡ Ô‡Á‡ËÚÂ, ÓÚ ‰Û„‡ – ËÁ-
ÚÂ„ÎflÌÂÚÓ Ì‡ Ú‡‰ËˆËÓÌÌËÚÂ Ò˙·ÓË ‚ ÔÓÍ‡ÈÌËÌËÚÂ Ì‡ „‡‰‡, ˜ËÒÚÓ Û·‡ÌËÁ‡ˆËÓÌÌË-
ÚÂ ÔÓÎËÚËÍË: Â„ÛÎ‡ˆËÓÌÌË ÔÎ‡ÌÓ‚Â, „‡‰ÓÛÒÚÓÈÒÚ‚ÂÌË ÔÎ‡ÌÓ‚Â, ÔÓ‰Ó·fl‚‡ÌÂ Ì‡ ÍÓ-
ÏÛÌËÍ‡ˆËËÚÂ Ë Ú.Ì. íÂÁË ÔÓÎËÚËÍË ÒÂ ÔÓ‚ÂÊ‰‡Ú ÌÂ ·ÂÁ ÓÔÂ‰ÂÎÂÌÓ Ì‡ÒËÎËÂ ÓÚ ÒÚ‡Ì‡
Ì‡ Ó·˘ËÌÒÍËÚÂ ‚Î‡ÒÚË Ë Ò˙Ò ÒËÎÌ‡ Ò˙ÔÓÚË‚‡ ÓÚ ÒÚ‡Ì‡ Ì‡ „‡Ê‰‡ÌËÚÂ. ìÒÔÓÂ‰ÌÓ Ì‡
ÔÓÎËÚËÍËÚÂ ÔÓÚË˜‡ ‚Ë‰ËÏ‡ ÔÓÏflÌ‡ ‚ Ì‡˜ËÌ‡ Ì‡ ÊË‚ÓÚ Ì‡ ıÓ‡Ú‡ – ÔÓÏÂÌfl ÒÂ Ó·ÎÂÍ-
ÎÓÚÓ ËÏ, Ô‡ÁÌËˆËÚÂ, ÍÓËÚÓ Ô‡ÁÌÛ‚‡Ú, ËÌÚÂËÓ‡ Ì‡ Í˙˘ËÚÂ ËÏ, Á‡ÌËÏ‡ÌËflÚ‡ ËÏ ÔÂÁ
Ò‚Ó·Ó‰ÌÓÚÓ ‚ÂÏÂ. û·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ Ì‡ ëÓÙËfl ÓÚ 1928 „. Ò‚Ë‰ÂÚÂÎÒÚ‚‡ Á‡ ÔÓ‰Ó·ÌË
ÔÓÏÂÌË. Ö‰ËÌ ÓÚ ËÁÚ˙Í‚‡ÌËÚÂ Ù‡ÍÚË, ÍÓÈÚÓ ÒÂ ÓˆÂÌÌÓÒÚfl‚‡ ÔÓÎÓÊËÚÂÎÌÓ, Â ÔÓÏflÌ‡-
Ú‡ Ì‡ ÏÓ‰‡Ú‡ Ë ÒÏÂÌflÌÂÚÓ Ì‡ ÌÓÒËflÚ‡ Ò „‡‰ÒÍË ÚËÔ ‰ÂıË. àÏ‡ ‡ÁÍ‡ÁË Á‡ ÔÓÒÚÂÔÂÌ-
Ì‡Ú‡ Ú‡ÌÒÙÓÏ‡ˆËfl Ì‡ Ó·ÎÂÍÎÓÚÓ, Á‡ ÓÔËÚËÚÂ Ò‡Ï‡Ú‡ ÌÓÒËfl ‰‡ ÒÂ ÔÓÏÂÌË Ú‡Í‡, ˜Â
‰‡ Á‡ÔËÎË˜‡ Ì‡ „‡‰ÒÍ‡ ‰Âı‡. èÂÁ 1928 „. ‚Â˜Â ÒÂ ÓÔËÒ‚‡ Í‡ÚÓ ‡ÁÔÓÁÌ‡‚‡ÂÏ ÓÔÂ-



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,

ÇÓÂÌÌËfl ÍÎÛ· 
ÓÚ ‚ÂÏÂÚÓ Ì‡
ÒÓˆË‡ÎËÁÏ‡
The Military Club
in the socialist
period
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‰ÂÎÂÌ ÒÓÙËÈÒÍË Ì‡˜ËÌ Ì‡ ÊË‚ÓÚ. íÓ‚‡ Â ‰ËÒÍÛÒË‚ÌÓ ÓÔËÒ‡ÌËÂ, ÌÓ Ë ˜‡ÒÚ ÓÚ ‚ËÁËflÚ‡
Ì‡ „‡‰‡. ëÓÙËflÌˆË Ó·Ë˜‡Ú ‰‡ ÒÂ ‡ÁıÓÊ‰‡Ú, ‰‡ Í‡‡Ú ÍÓÎÂÎÓ Í‡ÚÓ ˜‡ÒÚ ÓÚ Ò‚Ó·Ó‰ÌÓ-
ÚÓ ÒË ‚ÂÏÂ, ‰‡ ÒÂ‰flÚ ÔÓ Í‡ÙÂÌÂÚ‡Ú‡ – Ì‡˜ËÌ Ì‡ ÊË‚ÓÚ, ÍÓÈÚÓ ÒÂ Ë‰ÂÌÚËÙËˆË‡ Í‡ÚÓ
˛ÊÌÓÂ‚ÓÔÂÈÒÍË. ä‡ÚË˜ÍËÚÂ Ò‡ ËÁÔ˙ÎÌÂÌË ËÏÂÌÌÓ Ò Ú‡ÍË‚‡ ÊË‚Ë ‰ÂÚ‡ÈÎË ÓÚ ‚ÂÏÂ-
ÚÓ – ‚ËÊ‰‡Ú ÒÂ Ú‡Ï‚‡ËÚÂ ÔÓ ÒÓÙËÈÒÍËÚÂ ÛÎËˆË, ‡ÁıÓÊ‰‡˘Ë ÒÂ ıÓ‡, Ó·ÎÂ˜ÂÌË ÔÓ
ÔÓÒÎÂ‰Ì‡ Â‚ÓÔÂÈÒÍ‡ ÏÓ‰‡, ‡ É‡‰ÒÍ‡Ú‡ „‡‰ËÌ‡, ËÌÒˆÂÌË‡Ì‡ ÔÂÁ ıÓ‡Ú‡, Â ÌÂ‡Á-
ÎË˜ËÏ‡ ÓÚ ã˛ÍÒÂÏ·Û„ÒÍ‡Ú‡ „‡‰ËÌ‡. àÏ‡ Â‰Ì‡ Í‡ÚË˜Í‡ ÓÚ ÚÓÁË ÔÂËÓ‰, ÍÓflÚÓ ÔÓÍ‡Á-
‚‡ ÓÚ˜ÂÚÎË‚Ó ‡ÁÎË˜Ì‡ ‚ËÁËfl ÓÚ Ú‡ÁË – ıÓ‡, Ó·ÎÂ˜ÂÌË ‚ ÌÓÒËË Ì‡ éÎÓ‚ ÏÓÒÚ. ã˛·Ó-
ÔËÚÌÓÚÓ Â, ˜Â ‚ ˛·ËÎÂÈÌ‡Ú‡ ÍÌË„‡ ÓÚ 1928 „., Í˙‰ÂÚÓ Ú‡ÁË ÒÌËÏÍ‡ Â ÂÔÓ‰ÛˆË‡Ì‡, Úfl
Â ËÁÔÓÎÁ‚‡Ì‡ Í‡ÚÓ ÔËÏÂ Á‡ Â‰Ì‡ ‚ËÁËfl, ÓÚ ÍÓflÚÓ „‡‰˙Ú ÒÂ Â ÓÚ‰‡ÎÂ˜ËÎ. ÑÌÂÒ ËÏÂÌ-
ÌÓ Ú‡ÁË ÒÌËÏÍ‡ ÒÂ ËÁÔÓÎÁ‚‡ Í‡ÚÓ ÔÂ‰ÒÚ‡‚ËÚÂÎÌ‡ Á‡ ÚÓÁË ÔÂËÓ‰ Ë ÒÂ ÔÂ‚˙˘‡ ‰ÓË
‚˙‚ ÙÓÚÓÚ‡ÔÂÚ Ì‡ ÒÓÙËÈÒÍË Á‡‚Â‰ÂÌËfl. óÂÒÚÓÚ‡Ú‡ Ì‡ ÛÔÓÚÂ·‡Ú‡ È ÔÓÍ‡Á‚‡ ËÏÂÌÌÓ
ÌÓÒÚ‡Î„Ë˜ÌËfl ÔÓ„ÎÂ‰ Í˙Ï ‚ÂÏÂÚÓ ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡, ÍÓÈÚÓ ÔÂ‚˙˘‡ ‰ÓË Ò‡ÏÌË-
ÚÂ Ó·‡ÁË ‚ ÒËÏÔ‡ÚË˜ÌË. éÒ‚ÂÌ ÚÓ‚‡ Ò‚Ë‰ÂÚÂÎÒÚ‚‡ Á‡ ÔÂËÌÚÂÔÂÚË‡ÌÂÚÓ Ì‡ „‡‰Ò-
Í‡Ú‡ ‚ËÁËfl ‚Â˜Â ‚ ÎÓ„ËÍ‡Ú‡ Ì‡ Ì‡ˆËÓÌ‡ÎÌ‡Ú‡ ÏËÚÓÎÓ„Ëfl, ÍÓÌÒÚÛË‡Ì‡ ÔÓ ‚ÂÏÂÚÓ Ì‡
ÒÓˆË‡ÎËÁÏ‡, Í˙‰ÂÚÓ ÙÓÎÍÎÓÌÓÚÓ ÒÂ ÔÂ‚˙˘‡ ‚ ËÁÚÓ˜ÌËÍ Ì‡ „Ó‰ÓÒÚ Ë ÒËÌÓÌËÏ Ì‡ ‚Ë-
ÒÓÍ‡ ÍÛÎÚÛ‡.

Ç ÔÂËÓ‰‡ Ì‡ ÒÓˆË‡ÎËÁÏ‡ ÍÓÌÒÚÛË‡ÌÂÚÓ Ì‡ ÒÓÙËÈÒÍË Ì‡˜ËÌ Ì‡ ÊË‚ÓÚ ÓÚ˜ÂÚÎË‚Ó
ÔÓ‰˙ÎÊ‡‚‡ Í‡ÚÓ ÍÓÌÓÚ‡ˆËflÚ‡ ÚÛÍ Â Â‰ËÌÒÚ‚ÂÌÓ Ë Ò‡ÏÓ Ò ÏÓ‰ÂÂÌ Ë Û·‡ÌËÒÚË˜ÂÌ ÒÚËÎ
Ì‡ ÊË‚ÓÚ ·ÂÁ ÂÍÒÔÎËˆËÚÌÓÚÓ Ò‡‚ÌÂÌËÂ Ò ÌflÍ‡Í˙‚ Â‚ÓÔÂÈÒÍË Ì‡˜ËÌ Ì‡ ÊË‚ÓÚ. éÒÌÓ‚-
ÌËflÚ ÙÓÍÛÒ Ì‡ ÒÓÙËÈÒÍËfl ÊË‚ÓÚ, ‡ÁÔÓÁÌ‡Ú ÔÂÁ Ô‡ÍÚËÍËÚÂ Á‡ ÔÂÍ‡‚‡ÌÂ Ì‡ Ò‚Ó·Ó‰-
ÌÓÚÓ ‚ÂÏÂ, ÒÂ Ë‰ÂÌÚËÙËˆË‡ Ò ‡ÁıÓ‰Í‡Ú‡. äÓ„‡ÚÓ ÔÂÁ 60-ÚÂ „Ó‰ËÌË ÒÂ Ô‡‚Ë ÌÓ‚
„‡‰ÓÛÒÚÓÈÒÚ‚ÂÌ ÔÎ‡Ì ÒÂ Á‡Î‡„‡Ú ÌÓ‚Ë ÌÓÏË, ÒÔÓÂ‰ ÍÓËÚÓ Ì‡ ˜Ó‚ÂÍ ÒÂ ÔÓÎ‡„‡ 15 Í‚.
Ï. ÊËÎË˘Ì‡ ÔÎÓ˘ Ë 50 Í‚. Ï. ÁÂÎÂÌË ÔÎÓ˘Ë, ‚ÍÎ˛˜‚‡˘Ë ÇËÚÓ¯‡. à‰ÂÓÎÓ„ËflÚ‡ Ì‡ ‡Á-
ıÓ‰Í‡Ú‡ Í‡ÚÓ ‰ËÒÚËÌÍÚË‚Ì‡ Ô‡ÍÚË-
Í‡ Ì‡ ÒÓÙËflÌˆË ‚Ó‰Ë ‰Ó Ó·‡Á‡ Ì‡
ëÓÙËfl Í‡ÚÓ ◊ÁÂÎÂÌ „‡‰“, ÌÓ Ë ‰Ó
Â‡ÎÌË ÔÓÎËÚËÍË ÓÚ ÚËÔ‡ Ì‡ Ò˙Á‰‡-
‚‡ÌÂ Ë ÔÓ‰‰˙Ê‡ÌÂ Ì‡ ÁÂÎÂÌË
ÔÓÒÚ‡ÌÒÚ‚‡. ëÔÓÂ‰ ÒÌËÏÍËÚÂ ÓÚ
Ú‡ÁË ÂÔÓı‡ ·ÛÎÂ‚‡‰ËÚÂ Ò‡ ÏÌÓ„Ó
ÔÓ‚Â˜Â ÏflÒÚÓ Á‡ ‡ÁıÓ‰Í‡, ÓÚÍÓÎ-
ÍÓÚÓ ◊Ô˙ÚÌ‡ ‡ÚÂËfl“. ä‡ÚÓ ˜‡ÒÚ ÓÚ
Ú‡Í‡ ÍÓÌÒÚÛË‡ÌËfl ÒÚËÎ Ì‡ ÊË‚ÓÚ,
‡Î·ÛÏËÚÂ Ë Í‡ÚË˜ÍËÚÂ Ò‡ ËÁÔ˙ÎÌÂ-
ÌË Ò Ó·‡ÁË Ì‡ „‡‰ËÌÍË, ÇËÚÓ¯‡ Â
ÌÂËÁ·ÂÊÌ‡ ˜‡ÒÚ ÓÚ ‚ËÁËflÚ‡ Ì‡ ëÓ-
ÙËfl. Ö‰ÌÓ‚ÂÏÂÌÌÓ Ò˙Ò ÁÂÎÂÌËÌ‡-
Ú‡, ÒÂ ÔÓËÁ‚ÂÊ‰‡ Ë Ó·‡Á‡ Ì‡ ‚Ó-
‰‡Ú‡. àÏ‡ ËÁÓ·ËÎËÂ ÓÚ ÒÌËÏÍË Ì‡
¯‡‰‡‚‡ÌË, ˜Â¯ÏË Ë Ò˙ÓÚ‚ÂÚÌÓ ÔÓ-
ÚÓ˜ÂÚ‡ Ì‡ ÇËÚÓ¯‡. à‰ÂflÚ‡ Á‡ ÔÎ‡-
‚‡ÚÂÎÂÌ Í‡Ì‡Î Ì‡ ëÓÙËfl ‚Ò˙˘ÌÓÒÚ
ËÁ„ÎÂÊ‰‡ Ì‡È-ÂÒÚÂÒÚ‚ÂÌÓÚÓ ÌÂ˘Ó
Ì‡ ÙÓÌ‡ Ì‡ ÌÂÈÌËÚÂ ÂÔÂÁÂÌÚ‡-
ˆËË. ëÓÙËÈÒÍËflÚ ÒÚËÎ Ì‡ ÊË‚ÓÚ ËÁ-
„ÎÂÊ‰‡ Í‡ÚÓ ÔÓ‰˙ÎÊ‡‚‡ÌÂ Ì‡ ÒÚË-
Î‡ Ì‡ ÊË‚ÓÚ ÓÚ ÔÂ‰Ë 1944 „. àÌÚÂ-
ËÓ˙Ú Ì‡ Í‡ÙÂÚ‡Ú‡ Ë ÂÒÚÓ‡ÌÚË-
ÚÂ ÒÂ Â ÒÏÂÌËÎ, ÌÓ Ô‡ÍÚËÍ‡Ú‡ Â ÓÒ-
Ú‡Ì‡Î‡. àÏ‡ ÒÌËÏÍË Ì‡ ÂÒÚÓ‡ÌÚË
Ì‡ ÓÚÍËÚÓ, Ì‡ ÔÓÎflÌ‡, Í‡È ÂÁÂÓ;
ÒÌËÏÍË Ì‡ åÎÂ˜ÌËfl ·‡ Ë Ì‡ Á‡Í-

äÛÎÚÛÌÓ ÔÓÚÂ·ÎÂÌËÂ ÔÂÁ 60-ÚÂ
Cultural consumption in the 60-ies
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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-

å‡‚ÁÓÎÂflÚ Ì‡ ÉÂÓ„Ë ÑËÏËÚÓ‚ Ì‡ Í‡ÚË˜Í‡ ÓÚ 80-ÚÂ
The Mausoleum of Georgi Dimitrov on a postcard from the 80-ies
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ËÚË ÂÒÚÓ‡ÌÚË. ê‡ÁıÓ‰ÍËÚÂ ÔÓ ◊í˙„Ó‚ÒÍ‡“ ËÎË ÔÓ ◊ê‡ÍÓ‚ÒÍË“ ÔÓ‰˙ÎÊ‡‚‡Ú. àÏ‡
ÒÌËÏÍË Ì‡ ÍÛÎÚÛÌÓ ÔÓÚÂ·ÎÂÌËÂ. Ç ‡Î·ÛÏ‡ ÓÚ 1967 „. ËÏ‡ Â‰Ì‡ ÒÌËÏÍ‡ Ì‡ å‡‚ÁÓÎÂfl,
ÌÓ 3 ÒÌËÏÍË Ì‡ ÍÌËÊ‡ÌËˆË Ë 3 Ì‡ Ô‡Á‡Û‚‡˘Ë ıÓ‡. à‰ÂÓÎÓ„Ë˜ÂÒÍË ÍÓÌÒÚÛË‡ÌËflÚ
Ó·‡Á Ì‡ ëÓÙËfl ÔÂÁ ÚÓÁË ÔÂËÓ‰ ÔÂ‰ÔÓÎ‡„‡ Í‡ÚÓ ˜‡ÒÚ ÓÚ „‡‰ÒÍËfl Ó·ÎËÍ ËÁÏËÒÎfl-
ÌÂÚÓ Ì‡ ÓÔÂ‰ÂÎÂÌ ÒÚËÎ Ì‡ ÊË‚ÓÚ. íÂÍÒÚ˙Ú ‚ Ì‡˜‡ÎÓÚÓ Ì‡ ‡Î·ÛÏËÚÂ ‚ËÌ‡„Ë ÔÓ‰˜ÂÚ‡‚‡,
˜Â Â‰ËÌ „‡‰ – ÚÓ‚‡ Ò‡ ÔÂ‰Ë ‚ÒË˜ÍÓ ÌÂ„Ó‚ËÚÂ ÊËÚÂÎË. àÏÂÌÌÓ Á‡ÚÓ‚‡ „‡‰˙Ú ÒÂ ËÌÒ-
ˆÂÌË‡ Í‡ÚÓ ˜Ó‚Â¯ÍË ÔÂÁ ‚ÒÂÍË‰ÌÂ‚ÌË Ô‡ÍÚËÍË Ì‡ ‡·ÓÚ‡ Ë Ò‚Ó·Ó‰ÌÓ ‚ÂÏÂ, Í‡ÚÓ
ÏÓ‰ÂÂÌ, Á‡·˙Á‡Ì „‡‰ (ËÁÓ·ËÎËÂÚÓ ÓÚ ÍÓÎË ÔÓ‰˜ÂÚ‡‚‡ ÚÓ‚‡), ÌÓ ◊ÁÂÎÂÌ“ Ë Û˛ÚÂÌ,
Ó·˙Ì‡Ú Í˙Ï Ò‚ÓËÚÂ ÊËÚÂÎË. ä‡ÚË˜ÍËÚÂ ÔÓÁ‚ÓÎfl‚‡Ú ËÏÂÌÌÓ ÚÓÁË Ó·‡Á Ì‡ „‡‰‡ ‰‡ ÒÂ
ËÁÔ‡ÚË Ë Á‡Ô‡ÁË Í‡ÚÓ ÒÔÓÏÂÌ. àÏ‡ ˜ËÒÚÓ Ë‰ÂÓÎÓ„Ë˜ÂÒÍË ÏÂÒÚ‡ ÓÚ ÚËÔ‡ Ì‡ è‡ÚËÈÌËfl
‰ÓÏ, ÍÓËÚÓ ÔÓ-fl‰ÍÓ Ò‡ ÒÌËÏ‡ÌË ÓÚ „ÎÂ‰Ì‡ ÚÓ˜Í‡ Ì‡ Ó·ËÚ‡ÚÂÎËÚÂ Ì‡ „‡‰‡, ÌÓ ÔÓ‚Â˜Â-
ÚÓ ÏÂÒÚ‡ Ò‡ ËÌÒˆÂÌË‡ÌË ‚ Ú‡ÁË ÔÂÒÔÂÍÚË‚‡. èÂ‰ Ò„‡‰ËÚÂ ÒÂ ‚ËÊ‰‡Ú Í‡ÙÂÌÂÚ‡ Ì‡
ÓÚÍËÚÓ, ÒÂ‰fl˘Ë ÔÓ ÔÂÈÍËÚÂ ıÓ‡ Ë Ó·ËÍÌÓ‚ÂÌÓ ÚÂ Ò‡ Ì‡ ÔÂ‰ÂÌ ÔÎ‡Ì. àÁÍÎ˛˜ËÚÂÎÌÓ
ÔÓÍ‡Á‡ÚÂÎÌÓ Â ÚÓ‚‡, ˜Â ıÓ‡Ú‡ Ò‡ ÔÂÓ·Î‡‰‡‚‡˘Ó ÏÎ‡‰Ë Ë ËÏ‡ ÓÚ˜ÂÚÎË‚‡ Ó·ÒÂÒËfl ÓÚ
‰Âˆ‡Ú‡, ÍÓËÚÓ fl‚ÌÓ Ò‚Ë‰ÂÚÂÎÒÚ‚‡Ú Á‡ ·˙‰Â˘‡Ú‡ ÔÂÒÔÂÍÚË‚‡, ÍÓflÚÓ ‰ÓÏËÌË‡ ÍÓÏÛÌËÒ-
ÚË˜ÂÒÍ‡Ú‡ Ë‰ÂÓÎÓ„Ëfl.

Ö‰ÌÓ‚ÂÏÂÌÌÓ Ò Ì‡ÒÚ˙Ô‚‡ÌÂÚÓ Ì‡ ‰ÂÏÓÍ‡ˆËflÚ‡ ËÁ˜ÂÁ‚‡ ÒÚËÎ˙Ú Ì‡ ÊË‚ÓÚ Ì‡ ıÓ‡Ú‡.
èÓ-ÚÓ˜ÌÓ ÚÓÈ ÒÂ ‡ıË‚Ë‡. ç‡˜ËÌ˙Ú, ÔÓ ÍÓÈÚÓ Ò‡ ÊË‚ÂÂÎË ÒÓÙËflÌˆË ÔÂ‰Ë ÒÚÓ – ÒÚÓ Ë
‰‚‡ÈÒÂÚ „Ó‰ËÌË, ÒÂ ÔÂ‚˙˘‡ ‚ ÔÂ‰ÒÚ‡‚ËÚÂÎÌËfl Ë Â‰ËÌÒÚ‚ÂÌËfl ÔÂ‰ÒÚ‡‚ÂÌ ÒÚËÎ Ì‡
ÊË‚ÓÚ. àÁÒÎÂ‰‚‡ÌËflÚ‡ Á‡ Ú‡ÁË ÂÔÓı‡ Ò‡ ÏÌÓ„Ó ÔÓ‚Â˜Â. ÇÒ˙˘ÌÓÒÚ ÚÓ‚‡ Â Ô˙‚ËflÚ ÏÓ-
ÏÂÌÚ ‚˙‚ ‚ÂÏÂÚÓ, ‚ ÍÓÈÚÓ ÒÓÙËflÌˆË ÏÓ„‡Ú ·ÂÁÓÔ‡ÒÌÓ ‰‡ ÒÂ ‡ÁÔÓÁÌ‡flÚ Ë ÔÂÁ ÍÓÈÚÓ
ÏÓÊÂ ‰‡ ÒÂ ÍÓÌÒÚÛË‡ Ë‰ÂÓÎÓ„Ëfl, ÒÎÛÊÂ˘‡ Á‡ ÎÂ„ËÚËÏË‡ÌÂ Ì‡ Ì‡ÒÚÓfl˘ÂÚÓ. èÂËÓ-
‰˙Ú Ì‡ ÒÓˆË‡ÎËÁÏ‡ Â Ë‰ÂÓÎÓ„Ë˜ÂÒÍË ÌÂ‰ÓÔÛÒÚËÏ, ÌÓ ÓÚ ‰Û„‡ ÒÚ‡Ì‡ ÚÓÈ Â Ë ·ÛÍ‚‡ÎÌÓ
ÌÂËÁ‚ÂÒÚÂÌ ËÏÂÌÌÓ ÔÓ‡‰Ë Ò‚ÂÊ‰‡ÌÂÚÓ ÏÛ ‰Ó „ÓÎÂÏË Ë‰ÂÓÎÓ„Ë˜ÂÒÍË ‡ÁÍ‡ÁË, ÍÓËÚÓ
ÏÓ„‡Ú ‰‡ ÔËÔÓÏÌflÚ Î‡„ÂËÚÂ, ÌÓ ËÁÔÛÒÍ‡Ú ‚ ÔÂÒÔÂÍÚË‚‡Ú‡ ÒË ‚ÒÂÍË‰ÌÂ‚ÌËfl ÊË‚ÓÚ,
‰ÓÍÓÎÍÓÚÓ ÚÓÈ ÌÂ ÒÂ ‚ÔËÒ‚‡ ‚ „ÓÎÂÏËÚÂ ÍÎË¯ÂÚ‡. çflÏ‡ ËÁÒÎÂ‰‚‡ÌËfl, ÍÓËÚÓ ‰‡ ‰‡‚‡Ú
ÁÌ‡ÌËÂ Á‡ ÊË‚ÓÚ‡ Ì‡ ÒÓÙËflÌˆË ÔÓ ‚ÂÏÂÚÓ Ì‡ ÒÓˆË‡ÎËÁÏ‡, ‡ Ë ÌflÏ‡ ËÌÚÂÂÒ, ‰ÓÍÓÎ-

é·‡Á Ì‡ ëÓÙËfl ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 21 ‚ÂÍ / The image of Sofia from the beginning of the 21 century
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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 sq.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 daily 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
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ÍÓÚÓ ÚÓÁË ÔÂËÓ‰ Â ÓÁÌ‡˜ÂÌ Í‡ÚÓ ‚ÂÏÂÚÓ Ì‡ ÓÚÔ‡‰‡ÌÂ ÓÚ Â‚ÓÔÂÈÒÍ‡Ú‡ ˆË‚ËÎËÁ‡ˆËfl.
ãËÔÒ‡Ú‡ Ì‡ Ò˙‚ÂÏÂÌÌÓÒÚÚ‡ Â ÔÓ·ÎÂÏ‡ÚË˜Ì‡. çflÏ‡ ÌËÚÓ Â‰Ì‡ ÒÌËÏÍ‡ ËÎË ‡ÁÍ‡Á, ÍÓ-
ËÚÓ ‰‡ ÔÓÍ‡Á‚‡Ú Ò˙‚ÂÏÂÌÌË ÒÚËÎÓ‚Â Ì‡ ÊË‚ÓÚ. í‡ÁË ÎËÔÒ‡ ÏÓÊÂ ‰‡ ÒÂ ËÌÚÂÔÂÚË‡
‚ ÌflÍÓÎÍÓ ÔÂÒÔÂÍÚË‚Ë. è˙‚Ó, ÒÚËÎÓ‚ÂÚÂ Ì‡ ÊË‚ÓÚ Ò‡ ÒÂ ‡ÁÏÌÓÊËÎË Ë ÌÂ ÏÓ„‡Ú ‰‡
·˙‰‡Ú ÂÍÓÌÒÚÛË‡ÌË Í‡ÚÓ ÌÂ˘Ó, ÍÓÂÚÓ Ó·Â‰ËÌfl‚‡ Ë Á‡‰‡‚‡ Ë‰ÂÌÚË˜ÌÓÒÚ Ì‡ ÒÓÙËflÌ-
ˆË. íÂ ÔÓ-ÒÍÓÓ ·Ëı‡ ‡ÁÎË˜‡‚‡ÎË ÒÓÙËflÌˆË Â‰ÌË ÓÚ ‰Û„Ë, ‡ ÚÓ‚‡ ·Ë ‰Ó‚ÂÎÓ ‰Ó ÍËÁ‡
ÔÓˆÂÒ‡ Ì‡ ÙÓÏË‡ÌÂ Ì‡ ÒÓÙËÈÒÍ‡ Ë‰ÂÌÚË˜ÌÓÒÚ, Ú.Â. ÌflÏ‡ ÌÂ-ÔÓ·ÎÂÏ‡ÚË˜ÂÌ Ó·˘
ÙÓÌ, Ì‡ ÍÓÈÚÓ ÚÂ ·Ëı‡ ËÁ„ÎÂÊ‰‡ÎË ËÌÚÂÂÒÌË. ÇÚÓÓ, ÓÔËÒ‚‡ÌÂÚÓ Ì‡ Ò˙‚ÂÏÂÌÌÓÒÚÚ‡ ‚
‰ËÒÍÛÒ‡ Ì‡ ÔÂıÓ‰‡ Ô‡‚Ë Ú‡ÁË Ò˙‚ÂÏÂÌÌÓÒÚ ÌÂËÌÚÂÂÒÌ‡. ífl Â Ò‡ÏÓ ‚ÂÏÂÚÓ, ÔÂÁ
ÍÓÂÚÓ ÒÂ ÔÂÏËÌ‡‚‡, Ú.Â. ÒÏËÒ˙Î˙Ú Ì‡ Ú‡ÁË Ò˙‚ÂÏÂÌÌÓÒÚ Â ‰‡ ÒÂ ËÁÚËÂ, ‰‡ ËÁ˜ÂÁÌÂ ‚
ÔÓÒÚË„‡ÌÂÚÓ Ì‡ ˆÂÎÚ‡. èÓˆÂÒ˙Ú ÌÂ ÒÂ ÏËÒÎË Í‡ÚÓ ËÌÚÂÂÒÂÌ. íÂÚËflÚ ÔÓ·ÎÂÏ ÔÂ‰
ÓÚÍË‚‡ÌÂÚÓ Ì‡ Ò˙‚ÂÏÂÌÌËfl ÒÚËÎ Ì‡ ÊË‚ÓÚ Ì‡ ÒÓÙËflÌˆË Â Ò‚˙Á‡Ì ÓÚÌÓ‚Ó Ò˙Ò ÒÚÓÎË˜-
ÌÓÒÚÚ‡ Ì‡ ëÓÙËfl. ÄÍÓ ÏÓÊÂÏ ‰‡ ÂÍÓÌÒÚÛË‡ÏÂ ‡ÁÎËÍ‡Ú‡ ÏÂÊ‰Û ÒÚËÎÓ‚ÂÚÂ Ì‡ ÊË-
‚ÓÚ ‚ ëÓÙËfl Ë ‚ ‰Û„ËÚÂ „‡‰Ó‚Â ÓÒÌÓ‚ÌÓÚÓ ‡ÁÎË˜ËÂ ·Ë ·ËÎÓ, ˜Â ÒÚËÎÓ‚ÂÚÂ Ì‡ ÊË‚ÓÚ
‚ ëÓÙËfl Ò‡ Ì‡È-ÏÓ‰ÂÌËÁË‡ÌË, Ì‡È-„ÎÓ·‡ÎËÁË‡ÌË, Ì‡È-Ò˙‚ÂÏÂÌÌË. ëÔÓÂ‰ ‰ÂÏÓ„-
‡ÙÒÍËÚÂ ‰‡ÌÌË Ì‡ÒÂÎÂÌËÂÚÓ ‚ ëÓÙËfl Â ÔÓ-ÏÎ‡‰Ó ÒÔflÏÓ ‰Û„ËÚÂ ÏÂÒÚ‡ ‚ ÒÚ‡Ì‡Ú‡, ‡
ÒÔÓÂ‰ ÒÓˆËÓÎÓ„Ë˜ÂÒÍËÚÂ ÔÓÛ˜‚‡ÌËfl ËÏÂÌÌÓ ‚ ëÓÙËfl Â Ò˙ÒÂ‰ÓÚÓ˜ÂÌÓ Ì‡È-Ï‡ÒÓ‚Ó-
ÚÓ ÔÓÚÂ·ÎÂÌËÂ Ì‡ àÌÚÂÌÂÚ, ÍÛÎÚÛÌÓ ÔÓÚÂ·ÎÂÌËÂ, Ô˙ÚÛ‚‡ÌËfl Ë Ú.Ì. éÚ Ú‡ÁË „ÎÂ‰Ì‡
ÚÓ˜Í‡ ÂÔÂÁÂÌÚË‡ÌÂÚÓ Ì‡ ÒÓÙËÈÒÍË ÒÚËÎÓ‚Â Ì‡ ÊË‚ÓÚ Â ·ÎÓÍË‡ÌÓ ‚ ‰‚Â ÔÂÒÔÂÍÚË-
‚Ë. è˙‚‡Ú‡ Â, ˜Â ÍÓÌÒÂ‚‡ÚË‚ÌËflÚ Ó·‡Á Ì‡ ëÓÙËfl ÔÓÒÚÓ ÌÂ ‡ÁÔÓÁÌ‡‚‡ ÌflÍÓË ÓÚ
Ò˙‚ÂÏÂÌÌËÚÂ ÒÚËÎÓ‚Â Ì‡ ÊË‚ÓÚ Í‡ÚÓ ÎÂ„ËÚËÏÌË, ‰ÓÍÓÎÍÓÚÓ ÚÂ ÌÂ ÓÚÔ‡˘‡Ú ÔÓ ÌËÍ‡Í˙‚
Ì‡˜ËÌ Í˙Ï ÏËÌ‡ÎÓÚÓ.  ÇÚÓ‡Ú‡ Â, ˜Â ÚÓÈ Â ÌÂ‡ÁÔÓÁÌ‡‚‡ÂÏ Á‡ ‚˙ÚÂ¯ÌËfl ‡‰ÂÒ‡Ú Í‡ÚÓ
·˙Î„‡ÒÍË, Ú.Â. ÌflÏ‡ ‰‡ Ë„‡Â ÓÎflÚ‡ Ì‡ ÒÚËÎ Ì‡ ÊË‚ÓÚ Ì‡ ÒÚÓÎËˆ‡Ú‡, ÔÂ‰ÒÚ‡‚ËÚÂÎÂÌ
Á‡ ˆflÎÓÚÓ Ì‡ˆËÓÌ‡ÎÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó. éÚÌÓ‚Ó ÌÂÓ·ıÓ‰ËÏÓÒÚÚ‡ Ì‡ ëÓÙËfl ‰‡ ÒÂ ËÌÒˆÂ-
ÌË‡ Í‡ÚÓ ÒÚÓÎËˆ‡ ·ÎÓÍË‡ ÔÂ‰ÒÚ‡‚flÌÂÚÓ Ì‡ ÒÔÂˆËÙË˜ÂÌ „‡‰ÒÍË ÒÚËÎ. åÌÓ„Ó ÔÓÍ‡-
Á‡ÚÂÎÌË Ò‡ ÌflÍÓÎÍÓ Í‡ÚË˜ÍË, ÍÓËÚÓ ÒÂ‰ ÍÓÎ‡ÊËÚÂ ÓÚ Ò„‡‰Ë Ì‡ ëÓÙËfl ÔÓÒÚ‡‚flÚ ıÓ‡
‚ Ì‡ˆËÓÌ‡ÎÌË ÌÓÒËË. íÓ‚‡, ˜Â ËÏÂÌÌÓ ÒÂÎÒÍË Ú‡‰ËˆËË ÒÂ ÔÂ‚˙˘‡Ú ‚ ÔÂ‰ÒÚ‡‚ËÚÂÎ-
ÌË Á‡ Â‰ÌÓ „‡‰ÒÍÓ ÔÓÒÚ‡ÌÒÚ‚Ó Â ÔÓ·ÎÂÏ‡ÚË˜ÌÓ, ÌÓ ÚÓ ÏÓÊÂ ‰‡ ÒÎÛÊË Á‡ ËÁÏËÒÎfl-
ÌÂÚÓ Ì‡ Â„ËÓÌ‡ÎÌ‡ Ë‰ÂÌÚË˜ÌÓÒÚ. çË˘Ó ÔÓ‰Ó·ÌÓ ÌflÏ‡ ‚ ÚÂÁË Í‡ÚË˜ÍË – ıÓ‡Ú‡ ÌÂ Ò‡
‚ ¯ÓÔÒÍË ÌÓÒËË Ë Á‡ ‰‡ Â Ò˙‚ÒÂÏ ÒË„ÛÌÓ, ˜Â ÚÓ‚‡ Ò‡ Ì‡ˆËÓÌ‡ÎÌÓ ÔÂ‰ÒÚ‡‚ËÚÂÎÌË, ‡
ÌÂ „‡‰ÒÍË Ó·‡ÁË, ÚÂ Ò‡ Ó·ÍË˜ÂÌË Ò ÓÁË. Ç ÌflÍ‡Í˙‚ ÒÏËÒ˙Î ÔÂ‰ÒÚ‡‚ÂÌËÚÂ ıÓ‡ Ò‡
ÚÓ˜ÌÓ ÚÓÎÍÓ‚‡ ÁÌ‡ˆË Á‡ Ì‡ˆËÓÌ‡ÎÌÓÚÓ ÍÛÎÚÛÌÓ Ì‡ÒÎÂ‰ÒÚ‚Ó, ÍÓÎÍÓÚÓ Ë Ò„‡‰ËÚÂ, ÒÂ‰
ÍÓËÚÓ Ò‡ ÔÓÎÓÊÂÌË. àÏÂÌÌÓ ËÁÚË‚‡ÌÂÚÓ Ì‡ ıÓ‡Ú‡ Í‡ÚÓ Ò˙‚ÂÏÂÌÌË Ô‡ÍÚËÍË Ì‡ Ó·Ë-
Ú‡‚‡ÌÂ ÓÚ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË ‚ ÚÓÁË ÔÂËÓ‰ Â Ì‡È-ÓÚ˜ÂÚÎË‚‡Ú‡ ÔÓÏflÌ‡ ‚ ÂÔÂÁÂÌ-
Ú‡ˆËflÚ‡ Ì‡ ëÓÙËfl, ÍÓflÚÓ Â ÒËÌıÓÌÌ‡ Ì‡ ‡ÒÂÔÚËÁË‡ÌÂÚÓ Ì‡ ‚ËÁËflÚ‡. ÉÎÂ‰Í‡Ú‡ ÒÂ ‚˙-
Ó·‡Áfl‚‡ Í‡ÚÓ Ò„‡‰‡Ú‡, ËÌÒˆÂÌË‡Ì‡ ‚ ‰ÂÚ‡ÈÎË, ÌÓ ÓÚ‚˙‰ ‚ÒflÍ‡Í‚Ó ‚ÂÏÂ. èÓ‰Ó·Ì‡
ÂÔÂÁÂÌÚ‡ˆËfl ‚ÎËÁ‡ ‚ ÍÓÌÙÎËÍÚ Ò Â‡ÎÌÓÚÓ ÔËÒ˙ÒÚ‚ËÂ Ì‡ Ò„‡‰‡Ú‡ ‚ „‡‰ÒÍÓÚÓ
ÔÓÒÚ‡ÌÒÚ‚Ó, Í˙‰ÂÚÓ Ó·ËÍÌÓ‚ÂÌÓ Â ÒÍËÚ‡ ÓÚ Í‡ÙÂÌÂÚ‡, Ô‡ÍË‡ÌË ÍÓÎË, ÒÂ„ËË Ë Ú.Ì.
àÏÂÌÌÓ ÚÓÁË ÍÓÌÚÂÍÒÚ Ì‡ Ò„‡‰‡Ú‡ Â ·ËÎ ‰ÓÔÛÒÚËÏ ‚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡ Ë ÊÂÎ‡ÚÂÎÂÌ ‚
ÔÂËÓ‰‡ Ì‡ ÒÓˆË‡ÎËÁÏ‡. ë˙‚ÂÏÂÌÌËÚÂ ÌË Í‡ÚË˜ÍË ÌÂ ÔÓÒÚÓ ÌÂ ÂÔÂÁÂÌÚË‡Ú ÊË-
ÚÂÎËÚÂ Ì‡ ëÓÙËfl, ÚÂ ‰Ó Ú‡Í‡‚‡ ÒÚÂÔÂÌ Ò‡ ËÁ˜ËÒÚÂÌË ÓÚ Ô‡ÍÚËÍË Ì‡ Ó·ËÚ‡‚‡ÌÂ, ˜Â ÔÓÒ-
Ú‡‚flÚ ‚˙ÔÓÒ‡ ÍÓÈ ËÁÓ·˘Ó ÊË‚ÂÂ ‚ ÚÓÁË „‡‰. ÄÍÓ ÂÍÓÌÒÚÛË‡ÏÂ Ó·‡Á‡ Ì‡ ÒÓÙËflÌ-
ˆË ÔÂÁ ÔÓ˘ÂÌÒÍËÚÂ Í‡ÚË˜ÍË ˘Â ÒÂ ÓÍ‡ÊÂ, ˜Â ËÒÚËÌÒÍËÚÂ ÊË‚Ë Ó·ËÚ‡ÚÂÎË Ì‡ „‡‰‡ Ò‡
Ò„‡‰ËÚÂ. íÂ Ò‡ ÊË‚Ë ÔÂÁ ‰ÂÚ‡ÈÎËÚÂ ÒË, Ó·˘Û‚‡Ú ÔÓÏÂÊ‰Û ÒË ‚ ÍÓÎ‡Ê‡ Ì‡ Í‡ÚË˜Í‡-
Ú‡, ‰ÓË ÙÓÏË‡Ú ÓÒÓ·ÂÌË „ÛÔÓ‚Ë Ë‰ÂÌÚË˜ÌÓÒÚË. ÑÛ„ËÚÂ ÔÓÒÚÓflÌÌË Ó·ËÚ‡ÚÂÎË Ì‡
„‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ò‡ “Globul”, “Elite”, òÂ‡ÚÓÌ, Ú.Â. ÂÍÎ‡ÏÌËÚÂ Ô‡Ì‡ Ì‡ ÏÛÎÚË-
Ì‡ˆËÓÌ‡ÎÌË ÍÓÏÔ‡ÌËË. ÄÍÓ ëÓÙËfl ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ ‚ÂÍ‡ ÒÂ Â ËÌÒˆÂÌË‡Î‡ Í‡ÚÓ ÏÓ‰Â-
ÂÌ „‡‰ ÔÂÁ ‡ÁÌÓÓ·‡ÁËÂÚÓ ÓÚ Ó·˘ÌÓÒÚË, ÍÓËÚÓ ÔËÒ˙ÒÚ‚‡Ú ‚ ÌÂ„Ó, ÚÓ ‰ÌÂÒ ëÓÙËfl
ËÁ„ÎÂÊ‰‡ Ò˙‚ÂÏÂÌÌ‡ Ò‡ÏÓ ‰ÓÍÓÎÍÓÚÓ ËÏ‡ å‡ÍÑÓÌ‡Î‰Ò, Ú.Â. Ò‡ÏÓ ÔÂÁ ‡ÁÌÓÓ·‡ÁË-
ÂÚÓ ÓÚ ÍÓÏÔ‡ÌËË, ÍÓËÚÓ ÔËÒ˙ÒÚ‚‡Ú ‚ „‡‰‡. é·Ó·˘ÂÌËflÚ Ó·‡Á Ì‡ ëÓÙËfl Â Ì‡ ÏÛÁÂÂÌ
„‡‰ ÓÚ ÏËÌ‡ÎÓÚÓ, ˜ËÂÚÓ Ì‡ÒÚÓfl˘Â Â Ô‡ÁÌÓ ÔÓÎÂ, Ó˜‡Í‚‡˘Ó ÔÓ‰ÔËÒ‡ Ì‡ ÉÓÎÂÏËfl ËÌ-
‚ÂÒÚËÚÓ.
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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 I selected several
typologically representative capi-

ÄÚËÌ‡ Í‡ÚÓ ÏÓ‰ÂÎ / Athens as a model
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ëÓÙËfl Í‡ÚÓ ‚ËÚÛ‡ÎÂÌ ·‡ÎÍ‡ÌÒÍË „‡‰

èÓÎ‡„‡ÌÂÚÓ Ì‡ ëÓÙËfl ‚ ÍÓÌÚÂÍÒÚ‡ Ì‡ Å‡ÎÍ‡ÌËÚÂ Â ‚‡ÊÌÓ Í‡ÚÓ ‚˙ÁÏÓÊÌÓÒÚ ‰‡
ÒÂ ÓÚÍËflÚ ◊Ó·˘ËÚÂ ÏÂÒÚ‡“ Ì‡ ÂÔÂÁÂÌÚ‡ˆËËÚÂ, ÍÓËÚÓ ÔÂ‚˙˘‡Ú „‡‰Ó‚ÂÚÂ ‚ ÓÚ˜ÂÚ-
ÎË‚Ó ·‡ÎÍ‡ÌÒÍË. èÂ‰‚‡ËÚÂÎÌ‡Ú‡ ÏË ıËÔÓÚÂÁ‡ ·Â¯Â, ˜Â ‚ËÁËËÚÂ Ì‡ ·‡ÎÍ‡ÌÒÍËÚÂ ÒÚÓ-
ÎËˆË ˘Â ·˙‰‡Ú ÒÚÛÍÚÛÌÓ Â‰Ì‡Í‚Ë, Ú.Â. Ó·‡ÁËÚÂ ˘Â ·˙‰‡Ú ‡ÁÎË˜ÌË, ÌÓ ˘Â ÔÓfl‚fl‚‡Ú
Â‰Ì‡Í˙‚ ÚËÔ Òı‚‡˘‡ÌÂ Á‡ „‡‰‡, ˘Â ËÁ·Ë‡Ú ÚËÔÓÎÓ„Ë˜ÌÓ Â‰Ì‡Í‚Ë ÔÂ‰ÒÚ‡‚ËÚÂÎÌË
ÏÂÒÚ‡ Ë ˘Â ËÏ‡Ú ◊Ó·˘Ë ÒÎÂÔË ÚÓ˜ÍË“. á‡ ‰‡ ÔÓ‚Âfl ıËÔÓÚÂÁ‡Ú‡ ÒË ËÁ·‡ı ÌflÍÓÎÍÓ ÚË-
ÔÓÎÓ„Ë˜ÂÒÍË ÔÂ‰ÒÚ‡‚ËÚÂÎÌË ÒÚÓÎËˆË Ë ‡Ì‡ÎËÁË‡ı ÂÔÂÁÂÌÚ‡ˆËËÚÂ ËÏ ‚ ÓÙËˆË‡ÎÌË-
ÚÂ Ò‡ÈÚÓ‚Â Ì‡ Ó·˘ËÌËÚÂ:

1. ÄÚËÌ‡ Í‡ÚÓ Ì‡È-‚Ë‰ËÏ‡Ú‡ ·‡ÎÍ‡ÌÒÍ‡ ÒÚÓÎËˆ‡
ÏÓÊÂ ‰‡ ÒÂ ÔÓÎÓÊË Í‡ÚÓ Á‡‰‡‚‡˘‡ ÏÓ-

‰ÂÎ ‚ Â„ËÓÌ‡. 
2. ÅÛÍÛÂ˘ Í‡ÚÓ ÚËÔÓÎÓ„Ë˜ÂÒÍË

ÔÂ‰ÒÚ‡‚ËÚÂÎÌ‡ Á‡ ‚ÓÎÛÌÚ‡-
ËÒÚË˜ÌÓ ÍÓÌÒÚÛË‡ÌÂÚÓ Ì‡

„‡‰‡ ÔÂÁ ËÏËÚ‡ˆËfl Ì‡ è‡-
ËÊ. 
3. ëÍÓÔËÂ Í‡ÚÓ ÔËÏÂ Á‡
ÔÓÎËÚË˜ÂÒÍË ÍÓÌÒÚÛË‡-
Ì‡ ÒÚÓÎËˆ‡, Ú.Â. ÙÓÏË‡-
ÌÂÚÓ Ì‡ „‡‰‡ Í‡ÚÓ ÒÚÓÎË-
ˆ‡ ÒÚ‡‚‡ ËÁÍÛÒÚ‚ÂÌÓ ÔÂÁ

ÔÓÎËÚË˜ÂÒÍ‡Ú‡ ‚ÓÎfl, ‡ ÌÂ
ÔÓ‡‰Ë ÎÓ„ËÍ‡Ú‡ Ì‡ „‡‰ÒÍÓ-

ÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó.
◊é·˘Ó ÏflÒÚÓ“ ‚ ÍÓÌÒÚÛË‡ÌÂÚÓ

Ì‡ ÚÂÁË ÒÚÓÎËˆË Â ÏÓ˘ÌËflÚ ‡ÍˆÂÌÚ,
ÔÓÒÚ‡‚ÂÌ ‚˙ıÛ ÏËÌ‡ÎÓÚÓ. Ç ÌflÍ‡Í˙‚

ÒÏËÒ˙Î Ì‡ËÒÚËÌ‡ ÄÚËÌ‡ Â Á‡‰‡Î‡ ÏÓ‰ÂÎ‡ Ì‡
ÚÓ‚‡ ÔÂ‰ÒÚ‡‚flÌÂ. èËÒ‚Ófl‚‡ÌÂÚÓ Ì‡ ÂÎËÌÒÍÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó Ë ÌÂ„Ó‚ÓÚÓ ÔÂÂÍÒÔÓÌË‡-
ÌÂ, ÍÓÂÚÓ ÔÓÁ‚ÓÎfl‚‡ Ì‡ É˙ˆËfl ‰‡ ÒÂ ÍÓÌÒÚÛË‡ Í‡ÚÓ ◊Î˛ÎÍ‡ Ì‡ Â‚ÓÔÂÈÒÍ‡Ú‡ ˆË‚Ë-
ÎËÁ‡ˆËfl“, ÒÚÛÍÚÛÌÓ ÒÂ ÔÓ‚Ú‡fl ‚ ÂÔÂÁÂÌÚ‡ˆËËÚÂ Ì‡ ‰Û„ËÚÂ ·‡ÎÍ‡ÌÒÍË ÒÚÓÎËˆË. íÂ
Ò˙˘Ó ËÁ·Ë‡Ú ÌflÍ‡Í‚‡ ˜‡ÒÚ ÓÚ ÏËÌ‡ÎÓÚÓ ÒË, ÍÓflÚÓ ‰‡ ‰ÓÏËÌË‡ ‚ËÁËËÚÂ ËÏ. èÓ-Ò˙˘ÂÒ-
Ú‚ÂÌÓ, Ó·‡˜Â, Â Â‰ÌÓ ‰Û„Ó ÒıÓ‰ÒÚ‚Ó Ë ÚÓ Â ÔËÎËÍ‡Ú‡ ÔÓ ÒÍË‚‡ÌÂÚÓ. ÄÚËÌ‡, ‚ „ÓÎflÏ‡
ÒÚÂÔÂÌ ÒÍË‚‡ ‚ËÁ‡ÌÚËÈÒÍÓÚÓ ÒË Ì‡ÒÎÂ‰ÒÚ‚Ó. Ç Ò‡ÈÚ‡ π, ‡Á·Ë‡ ÒÂ, ÔËÒ˙ÒÚ‚‡Ú ‚ËÁ‡Ì-
ÚËÈÒÍË ˆ˙Í‚Ë, ÌÓ ÍÓÎË˜ÂÒÚ‚ÂÌÓ ÚÂ Ò‡ ÔÓ-Ï‡ÎÍÓ Ë Ò‡ ‚ ÓÚ‰ÂÎÌ‡ Û·ËÍ‡ ◊‚ËÁ‡ÌÚËÈÒÍÓ
Ì‡ÒÎÂ‰ÒÚ‚Ó“ Á‡ ‡ÁÎËÍ‡ ÓÚ ÄÍÓÔÓÎ‡, ÍÓÈÚÓ Â ·ÂÁÒÔÓÌ‡Ú‡ ÂÏ·ÎÂÏ‡ Ì‡ „‡‰‡. ÅÛÍÛÂ˘
ËÏ‡ ËÁÍÎ˛˜ËÚÂÎÌÓ ËÌÚÂÂÒÂÌ Ò‡ÈÚ. Ç ÌÂ„Ó Ò‡ ÔÓÏÂÒÚÂÌË ÌflÍÓÎÍÓ ‚ËÚÛ‡ÎÌË Í‡ÚË˜ÍË,
ÒËÎÌÓ Ì‡ÔÓÏÌfl˘Ë Í‡ÚË˜ÍËÚÂ Ì‡ ëÓÙËfl ÔÓ ‡ÒÂÔÚËÁË‡Ì‡Ú‡ ÒË ‚ËÁËfl, Ë Ó„ÓÏÌÓ ÍÓÎË-
˜ÂÒÚ‚Ó ÒÌËÏÍÓ‚ ‡ıË‚ ÓÚ ÒÚ‡Ëfl ˆÂÌÚ˙, ‡ÁÛ¯ÂÌ ÔË ó‡Û¯ÂÒÍÛ. ôÓ ÒÂ ÓÚÌ‡Òfl ‰Ó
ëÍÓÔËÂ21 ÚÓÈ ËÁ„ÎÂÊ‰‡ Í‡ÚÓ ÂÎË„ËÓÁÂÌ ˆÂÌÚ˙ Ë ‡ÍˆÂÌÚ ‚ ÂÔÂÁÂÌÚ‡ˆËËÚÂ ÏÛ Â ÔÓÒ-
Ú‡‚ÂÌ ‚˙ıÛ ˆ˙Í‚ËÚÂ, Í‡ÍÚÓ Ë ‚˙ıÛ ÌÓ‚Ëfl Í˙ÒÚ Ì‡‰ ëÍÓÔËÂ, ÔÓÒÚÓÂÌ ÔË ã˛·˜Ó ÉÂ-
Ó„ËÂ‚ÒÍË, Ú.Â. ÒÍË‚‡ ÒÂ ‚ÒflÍ‡ Ë‰Âfl Á‡ ÏÛÎÚËÂÚÌË˜ÂÌ „‡‰. èÂÁ ÚÂÁË ÔËÏÂË ÏÓÊÂ
‰‡ ÒÂ ÔÓÍ‡ÊÂ ÔÓ‰Ó·ËÂ ‚ ÒÚ‡ÚÂ„ËËÚÂ, ÔÓ ÍÓËÚÓ ÒÂ ÍÓÌÒÚÛË‡Ú ÚÂÁË ÒÚÓÎËˆË. ÇËÌ‡„Ë ÒÂ
ÒÍË‚‡ ÓÌÓ‚‡, ÍÓÂÚÓ Â ËÁÚÓ˜ÌËÍ Ì‡ ÔÓÚË‚ÓÂ˜Ë‚Ë ËÌÚÂÔÂÚ‡ˆËË Ë ‚ ÚÓÁË ÒÏËÒ˙Î
ÏÓÊÂ ‰‡ Ò˙Á‰‡‰Â ÍÓÌÙÎËÍÚ. ÇËÁ‡ÌÚËÈÒÍÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó Â ÔÓ·ÎÂÏ‡ÚË˜ÌÓ, ÚÓ ÌÂ ÏÓÊÂ
‰‡ ÒÂ ‡Á˜ËÚ‡ Â‰ÌÓÁÌ‡˜ÌÓ ÓÚ ‚˙Ì¯ÌËfl ‡‰ÂÒ‡Ú, ÌÓ ÚÓ Â ·ÎÓÍË‡ÌÓ ÓÚ flÒÂÌ ÔÓ˜ËÚ Ë Á‡
‚˙ÚÂ¯ÌËfl ‡‰ÂÒ‡Ú. ëÔÓÏÂÌ˙Ú Á‡ ÇËÁ‡ÌÚËfl Â Ú‡‚Ï‡ÚË˜ÂÌ, Á‡˘ÓÚÓ ‚ËÌ‡„Ë Ì‡ÔÓÏÌfl Ë
Á‡ ÎËÔÒ‡Ú‡ Ì‡ äÓÌÒÚ‡ÌÚËÌÓÔÓÎ. íÓ‚‡ ËÁÓ·‡Áfl‚‡ÌÂ ÔÂÁ ÌÂ-ÍÓÌÙÎËÍÚÌË ÚÓÔÓÒË ÏÓÊÂ

21 ëÍÓÔËÂ ÌflÏ‡ ÒÓ·ÒÚ‚ÂÌ Ò‡ÈÚ, ÌÓ „‡‰˙Ú Â ÔÂ‰ÒÚ‡‚ÂÌ ‚ ÓÙËˆË‡ÎÌËfl ‰˙Ê‡‚ÂÌ Ò‡ÈÚ. àÏÂÌÌÓ
Á‡ÚÓ‚‡ Ò˙Ï ËÁÔÓÎÁ‚‡Î‡ Ë ÔÓ˘ÂÌÒÍË Í‡ÚË˜ÍË ÓÚ ëÍÓÔËÂ.
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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 Skopje21 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-

21 Skopje has no website of its own but the city is presented at the official state website. That is why I
have used postcards from Skopje as well. 

ëÓÙËfl Ì‡ Í‡Ú‡Ú‡ Ì‡ 
Å˙Î„‡Ëfl, Ì‡˜‡ÎÓÚÓ Ì‡ 
21 ‚ÂÍ
Sofia on the map of Bulgaria, 
beginning of the 21 century



‰‡ ÒÂ Ó˜ÂÚ‡Â Í‡ÚÓ flÒÌ‡ ÒÚ‡ÚÂ„Ëfl Ì‡ ·‡ÎÍ‡ÌÒÍËÚÂ ÒÚÓÎËˆË. äÓÌÙÎËÍÚ˙Ú ÌÂ ÒÂ ‡‰ÂÒË-
‡ ÔÓ ÌËÍ‡Í˙‚ Ì‡˜ËÌ. íÓ‚‡ Â ÓÒÓ·ÂÌÓ ‚Ë‰ËÏÓ ÔË Ò‡‚ÌÂÌËÂ Ò ÔËÌˆËÔÌÓ ‡ÁÎË˜Ì‡Ú‡
ÂÔÂÁÂÌÚ‡ˆËfl Ì‡ ÅÂÎ„‡‰, ÍÓÈÚÓ ÔÂ‚ÂÊ‰‡ ÍÓÌÙÎËÍÚÌÓÒÚÚ‡ Ì‡ „‡‰‡ ‚ ÂÒÛÒ, Ú‚˙-
‰ÂÈÍË ˜Â Â‰ÌÓ Â ÒË„ÛÌÓ – ◊Ç ÅÂÎ„‡‰ ÌËÍÓ„‡ ÌÂ Â ÒÍÛ˜ÌÓ“. ÑÛ„ËÚÂ ·‡ÎÍ‡ÌÒÍË ÒÚÓÎË-
ˆË, ‡Ì‡ÎËÁË‡ÌË ÚÛÍ, Ì‡ÔÓÚË‚ ËÁ„ÎÂÊ‰‡Ú ÒÍÛ˜ÌË, Á‡˘ÓÚÓ Á‡Ú‚‡flÚ ‚ËÁËflÚ‡ Ë ÌÂ ÒÂ
ÍÓÌÒÚÛË‡Ú ÔÂÁ Ó·‡ÁË, Á‡‰‡‚‡˘Ë ÔÓÎÂ Á‡ ‡ÁÎË˜ÌË ˜ÂÚÂÌËfl. Ç ÌflÍ‡Í˙‚ ÒÏËÒ˙Î ÚÂÁË
ÒÚÓÎËˆË Ò‡ Ú‚˙‰Â ◊ÔË„Î‡‰ÂÌË“, Á‡ ‰‡ ·˙‰‡Ú ËÌÚÂÂÒÌË. äÓÌÒÚÛË‡ÌÂÚÓ Ì‡ Å‡ÎÍ‡ÌË-
ÚÂ Í‡ÚÓ ÔÓÎÂ Ì‡ ÍÓÌÙÎËÍÚË (íÓ‰ÓÓ‚‡) Á‡‰‡‚‡ ÔÂ‰ÔÓÒÚ‡‚ÍËÚÂ Á‡ Ú‡Í˙‚ ÚËÔ ÚÛËÒÚË-
˜ÂÒÍË ÂÔÂÁÂÌÚ‡ˆËË. íÂ Úfl·‚‡ ‰‡ Ò˙·Î‡ÁÌflÚ ËÏÂÌÌÓ Ò Ó·‡ÚÌÓÚÓ Ì‡ Ó˜‡Í‚‡ÌËflÚ‡ Ë
‰‡ ÍÓÌÒÚÛË‡Ú „‡‰‡ Í‡ÚÓ ÏflÒÚÓ Ì‡ ÒÔÓÍÓÈÒÚ‚ËÂÚÓ. á‡ÚÓ‚‡ „‡‰Ó‚ÂÚÂ Ò‡ ÔÓ‚Â˜Â Ò„‡-
‰Ë, ÓÚÍÓÎÍÓÚÓ ÒÚËÎÓ‚Â Ì‡ ÊË‚ÓÚ. Ç ÌflÍ‡Í˙‚ ÒÏËÒ˙Î ËÁÏËÒÎflÌÂÚÓ Ì‡ Å‡ÎÍ‡ÌËÚÂ Í‡ÚÓ
◊ÒÍÛ˜ÌË“ ËÏÂÌÌÓ Â ËÌÚÂÂÒÌÓ. íÓÁË ÚËÔ ÂÔÂÁÂÌÚ‡ˆËË ÓÒ‚ÂÌ ÚÓ‚‡ ÔÓÍ‡Á‚‡Ú, ˜Â ‚ÒÂ
Ó˘Â ‚‡ÊÌËflÚ ‰Û„ Á‡ Å‡ÎÍ‡ÌËÚÂ Â Ö‚ÓÔ‡. ÇÒflÍ‡ ÓÚ ·‡ÎÍ‡ÌÒÍËÚÂ ÒÚÓÎËˆË ÒÂ ÓÔËÚ‚‡ ‰‡
ÒÂ ÔÂ‰ÒÚ‡‚Ë Í‡ÚÓ ‡ÁÔÓÁÌ‡‚‡ÂÏ‡ ÓÚ Ö‚ÓÔ‡, ÂÍÁÓÚËÁ‡ˆËflÚ‡ Ì‡ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒ-
Ú‚Ó ‰ÓË ÔÓÚË˜‡ ÔÂÁ Â‚ÓÔÂÈÒÍË ÂÙÂÂÌˆËË. ÄÚËÌ‡ Â ◊Î˛ÎÍ‡“, ÅÛÍÛÂ˘ – ◊Ï‡ÎÍËfl
è‡ËÊ“, ëÓÙËfl – ◊ÏËÌ‡ÎÓÚÓ Ì‡ Ö‚ÓÔ‡“. çflÏ‡ ÌËÍ‡Í˙‚ Ì‡ÏÂÍ ‚˙‚ ‚ËÁËËÚÂ Á‡ Ó·˘Ó
ÔÓÒÚ‡ÌÒÚ‚Ó, ÍÓÂÚÓ Ò·ÎËÊ‡‚‡ ÚÂÁË ÒÚÓÎËˆË, ÓÚ‚˙‰ Ó·˘ÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ì‡ Ö‚ÓÔ‡.
çflÏ‡ Ë ‚ÓÎfl Á‡ Ú˙ÒÂÌÂÚÓ Ì‡ Ú‡ÍÓ‚‡ Ó·˘Ó ÔÓÒÚ‡ÌÒÚ‚Ó. íÓ‚‡ Â Ó˘Â Â‰ËÌ ‡„ÛÏÂÌÚ Á‡
ËÁÚË‚‡ÌÂÚÓ Ì‡ ‚ÒÂÍË‰ÌÂ‚ÌË Ô‡ÍÚËÍË, ÍÓËÚÓ ÏÓ„‡Ú ‰‡ ÔÓÍ‡Ê‡Ú ÔÓ‰Ó·ËÂ, ÏÓ„‡Ú ‰‡ ÔÂ-
‚˙Ì‡Ú ÒÚÓÎËˆËÚÂ ‚ ·‡ÎÍ‡ÌÒÍË. ÇÒflÍ‡ Â‰Ì‡ ÓÚ ÚÂÁË ÒÚÓÎËˆË ËÌÒˆÂÌË‡ ÒÂ·Â ÒË Í‡ÚÓ
˜‡ÒÚ ÓÚ Â‰ÌÓ Ì‡ˆËÓÌ‡ÎÌÓ, ÌÓ ÌËÍÓ„‡ Â„ËÓÌ‡ÎÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó, Á‡˘ÓÚÓ Ò‡‚ÌÂÌËÂÚÓ ÌÂ
ÔÓÚË˜‡ ÏÂÊ‰Û Úflı, ‡ ÓÚ‚˙‰ Úflı – Ì‡ Í‡Ú‡Ú‡ Ì‡ Ö‚ÓÔ‡. 

èÓ˘ÂÌÒÍ‡ Í‡ÚË˜Í‡ ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 21 ‚ÂÍ
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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ç‡Ó‰ÌËflÚ ÚÂ‡Ú˙ – Â‰Ì‡ ÓÚ Ô˙‚ËÚÂ ÂÏ·ÎÂÏË Ì‡ ëÓÙËfl ÔÂÁ 20 ‚ÂÍ 
(Îfl‚Ó – 20-ÚÂ; „ÓÂ – 60-ÚÂ – 80-ÚÂ; ‰ÓÎÛ – 90-ÚÂ) 
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)



ç‡Ó‰ÌÓÚÓ Ò˙·‡ÌËÂ ‚ Ì‡˜‡ÎÓÚÓ Ì‡ 20 ‚ÂÍ („ÓÂ), 
ÔÂÁ 80-ÚÂ (‰ÓÎÛ ‰flÒÌÓ) Ë ÔÂÁ 90-ÚÂ 
The National Assembly in the beginning of the 20 century (up), 
through 80-ies (right down), and in the 90-ies



◊ÄÎÂÍÒ‡Ì‰˙ çÂ‚ÒÍË“ ÓÚ ÂÔÓı‡Ú‡ Ì‡ ÒÓˆË‡ÎËÁÏ‡ („ÓÂ) Ë Ì‡ ‰ÂÏÓÍ‡ˆËflÚ‡; 
ÓÚÓÌ‰‡Ú‡ ◊ë‚. ÉÂÓ„Ë“ ÓÚ Ì‡˜‡ÎÓÚÓ Ì‡ 21 ‚ÂÍ („ÓÂ) Ë ÓÚ 80-ÚÂ „Ó‰ËÌË
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



é·‡Á˙Ú Ì‡ ëÓÙËfl Í‡ÚÓ Ô‡‚ÓÒÎ‡‚ÂÌ ˆÂÌÚ˙ Â ‰ÓÔ˙ÎÌÂÌ ÓÚ Í‡ÚË˜ÍË Ì‡ 
ÛÒÍ‡Ú‡ ˆ˙Í‚‡ („ÓÂ) Ë ë‚. ëÓÙËfl
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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