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ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚

ç‡ÒÚÓfl ̆ ‡ Ú‡ ÍÌË„‡ Â ÔÓÒÎÂ‰ Ì‡ Ú‡, Ó·Ó· ̆ ‡ ‚‡ ̆ ‡ ÔÛ·ÎË Í‡ ̂ Ëfl Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡. 
Ç ÔÓ‰˙Î ÊÂ ÌËÂ Ì‡ ÚË „Ó‰Ë ÌË ÚÓÈ ·Â¯Â ÔÎ‡Ú ÙÓ Ï‡ Ì‡ ıÛ‰ÓÊ ÌË ̂ Ë, ‰ËÁ‡È ÌÂ Ë, ÙÓÚÓ -
„‡ ÙË, ‡ıË ÚÂÍ ÚË Ë ÙËÎÓ ÒÓ ÙË, ÍÓflÚÓ ÒÂ ÓÔËÚ‡ ‰‡ ÒÂ Ì‡ÏÂ ÒË ‚ Ó·‡Á Ì‡ Ú‡ ÒÂ‰‡ Ì‡
ëÓÙËfl ÓÚ ÔÂËÓ ‰‡ Ì‡ ÔÂ ıÓ ‰‡. ëÂÏË Ì‡˙Ú ËÁıÓÊ ‰‡ ̄ Â ÓÚ Û·ÂÊ ‰Â ÌËÂ ÚÓ, ˜Â ëÓÙËfl Â
ÒÚ‡ Ì‡ Î‡ ÌÂÔÓ ÌÓ ÒË Ï‡ Á‡ ÓÍÓÚÓ Ë ÌËÂ, ËÏ‡ ̆ Ë ÚÂ ÓÚÌÓ ̄ Â ÌËÂ Í˙Ï ÌÂÈ Ì‡ Ú‡ ‚ËÁÛ‡Î Ì‡
ÍÛÎÚÛ ‡, ËÏ‡ÏÂ ‰˙Î„ ‰‡ Ì‡Ô‡ ‚ËÏ ÌÂ˘Ó ÔÓ ÚÓÁË ‚˙ÔÓÒ.

ê‡·Ó ÚËı ÏÂ ‚ ÔÓ‰˙Î ÊÂ ÌËÂ Ì‡ ÚË „Ó‰Ë ÌË, Ò˙Á‰‡ ‚‡È ÍË ËÌ‰Ë ‚Ë ‰Û ‡Î ÌË ıÛ‰Ó ÊÂ ÒÚ‚Â ÌË
ÔÓ ÂÍ ÚË, ÔÛ·ÎË˜ ÌË ÙÓÛ ÏË Ë ÔÂ ÔÓ˙ ÍË Í˙Ï é·˘ËÌ ÒÍËfl Ò˙‚ÂÚ. ç‡ÒÚÓfl ̆ ‡ Ú‡ ÍÌË„‡
ÔÂ‰ ÒÚ‡ ‚fl Ò‡ÏÓ ◊‰Ë‡„ ÌÓ ÁË ÚÂ“, Ú.Â. ‡Ì‡ ÎË ÚË˜ Ì‡ Ú‡ ˜‡ÒÚ ÓÚ ÂÁÛÎ Ú‡ ÚË ÚÂ. àÌ‰Ë ‚Ë ‰Û ‡Î ÌË -
ÚÂ ıÛ‰Ó ÊÂ ÒÚ‚Â ÌË ÔÓ ÂÍ ÚË Ò‡ ‚Â˜Â ÔÂ‰ ÒÚ‡ ‚Â ÌË ‚ ÔÓÂ ‰Ë ̂ ‡ Ú‡ ÓÚ ÍÌË„Ë, ÍÓËÚÓ ÇËÁÛ‡Î -
ÌËflÚ ÒÂÏË Ì‡ ËÁ‰‡ ‰Â – ◊ëÓÙËfl Í‡ÚÓ „ÎÂ‰ Í‡“ (2004), ◊éÍÓ Á‡ ·ÎÂ ‰Ëfl „‡‰“ (2005), ◊äÎË -
¯Â ÚÓ: ÒÔÓ ÏÂ ÌË, Ó·‡ ÁË, Ó˜‡ Í‚‡ ÌËfl“, ◊É‡ ‰˙Ú Í‡ÚÓ ÏÛÁÂÈ“ (2006), ◊é·‡ ÁË Ì‡ „‡‰‡“
(·. 1 Ì‡ ÒÔ. ◊äË ÚË Í‡ Ë ıÛÏ‡ ÌËÁ˙Ï“ Á‡ 2005). èÓÎË ÚË ̃ Â ÒÍË ÚÂ ÔÂ ÔÓ˙ ÍË ÔÓ ÓÚÌÓ ̄ Â -
ÌËÂ ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡, ‰Ó ÍÓËÚÓ ‰ÓÒÚË„ Ì‡ı ÏÂ (Ë ÓÍÓÎÓ ÍÓËÚÓ ‚ÒÂ Ó˘Â ÚÂ˜Â ‰ËÒ ÍÛ ÒËfl),
Ò‡ ÔÂ‰ ÒÚ‡ ‚Â ÌË ‚ ·˛ÎÂ ÚË Ì‡ Ì‡ ÒÂÏË Ì‡ ‡, Í‡ÍÚÓ Ë ‚ ‰Û„Ë ÔÛ·ÎË Í‡ ̂ ËË*. à‰Â Ë ÚÂ, ÍÓËÚÓ
ÙÓ ÏÛ ÎË ‡ı ÏÂ, Ò‡ ‰ÓÌflÍ ̇ ‰Â Ó·˘Ë, ‰ÓÌflÍ ̇ ‰Â ËÌ‰Ë ‚Ë ‰Û ‡Î ÌË ÓÚÍËÚ Ëfl, ‰ÓÌflÍ ̇ ‰Â – ÔÓ -
ÚË ‚Ó Â ̃ Ëfl ÏÂÊ‰Û ˜ÎÂ ÌÓ ‚Â ÚÂ Ì‡ Ò‡ÏËfl ÒÂÏË Ì‡**. Ç Ì‡ÒÚÓfl ̆ ‡ Ú‡ ÍÌË„‡ ÚÂ Ò‡ ÔÓÔ˙Î ÌÂ -
ÌË Ë Ò ÚÂÍ ÒÚÓ ‚Â Ì‡ Ò˙ÏË¯ ÎÂ ÌË ̂ Ë, ÍÓËÚÓ ÔÓ Â‰Ì‡ ËÎË ‰Û„‡ ÔË ̃ Ë Ì‡ ÌÂ Ò‡ ·ËÎË
‰ËÂÍÚ ÌÓ ‚˙‚ÎÂ ̃ Â ÌË ‚ ‡·Ó Ú‡ Ú‡ Ì‡ ëÂÏË Ì‡ ‡.

* * * 
èÓ-„ÓÂ Í‡Á‡ı, ˜Â ëÓÙËfl ÌË ËÁ„ÎÂÊ -
‰‡ ̄ Â ÌÂÔÓ ÌÓ ÒË Ï‡ Á‡ Ó˜ËÚÂ: Ô˙ ‚Ó -
Ì‡ ̃ ‡Î ÌÓ ÚÓ‚‡ ÌÂ ·Â¯Â ÔÓ‚Â ̃ Â ÓÚ
ÎË˜ÂÌ ÓÔËÚ Ë ËÁÒÚ‡ ‰‡ ÌÓ Û·ÂÊ ‰Â ÌËÂ.
àÏ‡ı ÏÂ ÔÂ ‰‚Ë‰ ‚‡‚Ë ÎÓÌ ÒÍËfl ı‡ÓÒ
ÓÚ ÂÍÎ‡ ÏË Ë ÎËÔ Ò‡ Ú‡ Ì‡ Í‡Í ‚‡ ÚÓ Ë
‰‡ Â Â„Û Î‡ ̂ Ëfl, ÂÚË˜ ÌË ÌÓÏË, ÍÓ‰Ó -
‚Â Ì‡ Û˜ÚË ‚ÓÒÚ Ú‡ Ë ÔË ÎË ̃ ËÂ ÚÓ Ë Ô.
àÌÚÛË ̂ Ë Ë ÚÂ ÌË ‚ÍÎ˛˜ ‚‡ ı‡ Ó˘Â ÏÌÓ„Ó
Ë ‡Á ÌÓ Ó‰ ÌË  ÌÂ˘‡ Ò ◊‚ËÁÛ‡ ÎÂÌ
ÍÓÂ ÙË ̂ Ë ÂÌÚ“, Ò˙Á‰‡ ‚‡ ̆ Ë Ó·‡Á Ì‡ Ú‡
ÒÂ‰‡ ÓÍÓÎÓ Ì‡Ò: Ï˙ ÒÓ ÚËfl Ú‡, ‡Á Û -
ı‡ Ú‡, ·ÂÁ ‰ÓÏ ÌË ÚÂ ÊË‚ÓÚ ÌË, ˆflÎÓ -
ÒÚÌÓ ÚÓ ◊‚ËÁÛ‡Î ÌÓ Á‡Ï˙ Òfl ‚‡ ÌÂ“, Á‡‰
ÍÓÂÚÓ ÔÓ ÁË ‡ ı‡ ÚÂ ‚ÓÊ ÌË ÒÓˆË‡Î ÌË ÔÓ ̂ Â ÒË – ÌÂÁ‡ ÍÓÌ ÌË ÚÂ Ó·fl‚Ë Ë ‡ÙË¯Ë, ·ÂÁ ‡Á -
·Ó ÌÓ ÚÓ Ë ÎÓ¯Ó Í‡ ̃ Â ÒÚ‚Â ÌÓ ÚÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó ·ÂÁ Ô‡‚ Ì‡ Ë Û·‡ ÌË ÒÚË˜ Ì‡ Â„Û Î‡ ̂ Ëfl,
‡Á Û ı‡ Ú‡ Ì‡ ÍÛÎÚÛ ÌÓ ÚÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó, ÍË ÒÚ‡Î ÌË ÚÂ ıÓÚÂ ÎË, ÍÓËÚÓ ÌËÍÌÂ ı‡ Í‡ÚÓ „˙·Ë,
·ÂÁ ‰‡ ÒÂ Ò˙Ó· ‡ Áfl ‚‡Ú Ò „‡‰ ÒÍËfl ÍÓÌ ÚÂÍÒÚ Ë Í‡Í‚Ó ÎË ÌÂ Ó˘Â. 

Ç ıÓ‰‡ Ì‡ ÒÂÏË Ì‡ ‡, ÚÂÁË ÂÍÎÂÍ ÚË˜ ÌË (Ë Í‡ÍÚÓ ÒÂ ÓÍ‡Á‡, ÔÓÌfl ÍÓ „‡ ÔÓ ÚË ‚Ó Â ̃ Ë ‚Ë)
ËÌÚÛË ̂ ËË Úfl· ‚‡ ̄ Â ‰‡ ·˙‰‡Ú Ó·ÏË ÒÎfl ÌË, ‰ÓË ÍË ÚË ÍÛ ‚‡ ÌË Ë ÔÓ ÏÂ Ìfl ÌË. ç‡‰fl ‚‡ ÏÂ
ÒÂ, ˜Â ‚ ÂÁÛÎ Ú‡Ú Ì‡ ÏÌÓ„Ó ÛÒË ÎËfl ‚ÒÂ Ô‡Í ÒÏÂ ÔÓÒÚË„ Ì‡ ÎË ÓÔÂ ‰Â ÎÂ Ì‡ Áfl ÎÓÒÚ Ì‡
‚ËÁÛ‡Î ÌË ÚÂ ‰Ë‡„ ÌÓ ÁË, ÍÓËÚÓ ÔÂ‰ Î‡ „‡ ÏÂ.

* ÇÊ. Ì‡Ô. ä¸ÓÒÂ‚, ÄÎÂÍÒ‡Ì‰˙. ◊åË¯ÂÎÓ‚Í‡Ú‡“ ‚ ÒÔ. äË ÚË Í‡ Ë ıÛÏ‡ ÌËÁ˙Ï, ·. 1, 2005.
** ç‡ÒÚÓfl ̆ ËflÚ ÚÂÍÒÚ ËÏ‡ ÏÌÓ„Ó Ó·˘Ë Ë‰ÂË Ò ÔÓÎÓ ÊÂ ÌËfl Ì‡ ü‡ ÅÛ· ÌÓ ‚‡, äËËÎ è‡¯ ÍÓ‚,

ÅÓflÌ å‡Ì˜Â‚, à‚‡È ÎÓ ÑË˜Â‚ Ë ÓÒÓ ·Â ÌÓ Ò ÚÂÁË Ì‡ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ÓÚ ÌÂ„Ó ‚‡ Ú‡ ÒÚ‡ ÚËfl 
◊Bilboard Heaven“, ÔÛ·ÎË ÍÛ‚‡ Ì‡ ‚ ·Ófl Ì‡ ÒÔ. äË ÚË Í‡ Ë ıÛÏ‡ ÌËÁ˙Ï, ÔÓÒ‚Â ÚÂÌ Ì‡ ÇËÁÛ ‡Î ÌËfl 
ÒÂÏË Ì‡, (äï, ·. 1, 2005). 

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚. ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ 
◊ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰“, 2003

çÓ‚ËÚÂ Í‚‡Ú‡ÎË (Ù‡„ÏÂÌÚË),
ÊÍ ◊åËÎ‡ êÓ‰ËÌÓ“ (Á‡ Ô‡ÚËÓÚË); ÊÍ ◊ÅËÚ˙ÎÒ“ 1Ä
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Älexander Kiossev

This book is the final, summary publica-
tion produced by the Visual Seminar.
For three years the Seminar served as
a platform for artists, designers, photographers, architects and philosophers who tried to
intervene in the visual environment of Sofia from the transition period. The Seminar pro-
ceeded from the conviction that Sofia has become unbearable for the eye and that we
who are not indifferent to the city's visual culture simply must do something about it.

We worked for three years, creating individual art projects, organising public forums and
producing recommendations to the Sofia Municipal Council. This book presents only our
“diagnoses”, i.e. the analytical part of the results of the Seminar. The individual art proj-
ects have already been presented in a series of books published by the Visual Seminar:
Sofia as a Sight (2004), An Eye for the Pale City (2005), The Cliché: Memories, Images,
Expectations, (2006), The City as a Museum (2006), Images of the City (Critique &
Humanism, No. 1, 2005). Our political recommendations concerning the visual environ-
ment, which we produced eventually (and which are still under discussion), have been
presented in the Newsletter of the Seminar as well as in other publications*. The ideas
we formulated are the product both of collective and individual discoveries as well as
conflicts between the members of the Seminar. In this book they are complemented with
texts by like-minded contributors who, for one reason or another, were not directly
involved in the work of the Seminar**. 

* * *
I noted above that we found Sofia unbearable for the eye: initially, this was nothing more
than a conviction derived from personal experience. We had in mind the Babel-like chaos
of advertisements and the total absence of regulation, ethical norms, codes of politeness
and decency, etc. Our intuitions also included many other different things with a “visual
coefficient” which formed the visual environment around us: the squalor, dereliction, the
stray dogs, the overall “visual pollution” that was a symptom of alarming social processes
– the illegal ads and posters, the chaotic and substandard construction without any legal
regulation and town planning, the destruction of Sofia's cultural heritage, the crystal hotels
that mushroomed all over the city with no regard for the urban context, to name but a few.

In the course of the Seminar all those eclectic (and, as it turned out, sometimes contradic-
tory) intuitions had to be thought out, and even criticised and revised. We hope that as a
result of our many efforts we have ultimately succeeded in achieving some maturity of the
visual diagnoses offered here.

* See, for example, Kiossev, Alexander, “The Mousetrap”, Critique & Humanism, No. 1, 2005 
(in Bulgarian).

** This text has much in common with the ideas of Iara Boubnova, Kiril Prashkov, Boyan Manchev, 
Ivaylo Ditchev, and especially with those of Luchezar Boyadjiev as expounded in his article 
“Billboard Heaven” published in Critique & Humanism Journal, the issue devoted to the Visual 
Seminar (Critique & Humanism, No. 1, 2005). 

Luchezar Boyadjiev.Fellowship project 
“Hot City Visual”, 2003
The New Neighborhoods (fragments),
Dear Motherland Housing Estate for Patriots (after the
first words of the national anthem);
Beatles 1A Housing Estate
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Milla Mineva
Fellowship project “Conceiving Sofia as a Sight”, 2003
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ü‡ ÅÛ· ÌÓ ‚‡

É‡‰˙Ú Ë ÇËÁÛ‡ÎÌËflÚ ÒÂÏËÌ‡

ÇËÁÛ‡ ÎÂÌ ÒÂÏË Ì‡ Â ÍÓÏ ÔÎÂÍ ÒÂÌ ÔÓ ÂÍÚ Á‡ ËÁÒÎÂ‰ ‚‡ ÌÂ Ì‡ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡ Ë Ì‡ ÌÂÈ -
ÌË ÚÂ ‚ËÁÛ‡Î ÌË ÂÁËˆË. íÓÈ Â Á‡ÏË ÒÎÂÌ Ë Â‡ ÎË ÁË ‡Ì ÏÂÊ‰Û 2002 Ë 2005 „Ó‰Ë Ì‡ ÓÚ
àÌÒÚË ÚÛ Ú‡ Á‡ Ò˙‚Â ÏÂÌ ÌÓ ËÁÍÛ ÒÚ‚Ó Ë ñÂÌ Ú˙ ‡ Á‡ ‡Í‡ ‰Â ÏË˜ ÌË ËÁÒÎÂ‰ ‚‡ ÌËfl – ëÓÙËfl
‚ ‡Ï ÍË ÚÂ Ì‡ rela tions, ÔÓ ÂÍÚ, ËÌË ̂ Ë Ë‡Ì ÓÚ îÂ‰Â ‡Î Ì‡ Ú‡ ÍÛÎÚÛ Ì‡ ÙÓÌ ‰‡ ̂ Ëfl, 
ÉÂ Ï‡ ÌËfl.

è˙ ‚Ó Ì‡ ̃ ‡Î ÌËflÚ ÚÎ‡Ò˙Í, ÔÓÓ ‰ËÎ ÇËÁÛ‡ ÎÂÌ ÒÂÏË Ì‡, ÔË ÎË ̃ ‡ Ì‡ ÔËÚ ̃ ‡. Ñ‚‡Ï‡
ÌÂÔÓÁ Ì‡ ÚË, ÚÓÈ Ë Úfl, Ó‰Â ÌË Ë ÊË‚Â Â ̆ Ë ‚ Â‰ËÌ „‡‰, ‚ ‰‡‰Â ÌËfl ÒÎÛ ̃ ‡È ëÓÙËfl, ÒÂ ÓÔË -
Ú‚‡Ú ‰‡ ÒË Ì‡Ò Ó ̃ ‡Ú ‰ÂÎÓ ‚‡ ÒÂ˘‡. Ö‰Ë ÌËflÚ ÓÚ Úflı – ıÛ‰ÓÊ ÌËÍ, ÔÂ‰ Î‡ „‡ ÒÂ ̆ ‡ Ú‡ ‰‡
ÒÂ Ò˙ÒÚÓË ÔÂ‰ çïÉ – ç‡ˆËÓ Ì‡Î Ì‡ Ú‡ ıÛ‰Ó ÊÂ ÒÚ‚Â Ì‡ „‡ÎÂ Ëfl, ‡ ‰Û „‡ Ú‡, ‡·Ó ÚÂ ̆ ‡ ‚
·‡Ì ÍÓ ‚‡ Ú‡ ÒÙÂ‡, Ú‚˙ ‰ÂÈ ÍË, ˜Â ÌÂ ÔÓÁ Ì‡ ‚‡ Ú‡Í‡ ‚‡ ËÌÒÚË ÚÛ ̂ Ëfl, Ì‡ÒÚÓ fl‚‡ ‰‡ ÒÂ ‚Ë‰flÚ
ÔÂ‰ ç‡Ó‰ Ì‡ Ú‡ ·‡ÌÍ‡. ëÎÂ‰ ËÁ‚ÂÒÚ ÌË ÛÚÓ˜ ÌÂ ÌËfl, ‚˙‚ÎË ̃ ‡ ̆ Ë ËÒÚÓ Ë ̃ Â ÒÍË Â‡ ÎËË
Í‡ÚÓ ◊ÌflÍÓ „‡¯ ÌËfl Ï‡‚ÁÓ ÎÂÈ“ ËÎË ◊·Ë‚ ̄ Ëfl ˆ‡ ÒÍË ‰‚Ó Âˆ“, ‚ÒÂ Ô‡Í ÒÂ ‚ËÊ ‰‡Ú Ì‡
Â‰ËÌ Ë Ò˙˘ ÔÎÓ ̆ ‡‰, ÙÓ ÏË ‡Ì ÓÚ Ò„‡ ‰Ë ÚÂ Ì‡ çïÉ, ç‡Ó‰ Ì‡ Ú‡ ·‡ÌÍ‡, Ô‡ ÍËÌ „‡,
‚˙ÁÌË ÍÌ‡Î ‚ÏÂ ÒÚÓ ÒËÏ ‚Ó ÎË˜ ÌÓ ÚÓ Ò˙ˆÂ Ì‡ ÒÓˆË‡ ÎËÁ Ï‡ – Ï‡‚ÁÓ ÎÂfl, Ë ‰ÓË ·Ë‚ ̄ Ëfl
è‡ ÚË ÂÌ ‰ÓÏ. ê‡Á Í‡ Á‡ Ì‡ ÓÚ Â‰Ë ÌËfl ÓÚ ‰‚‡ Ï‡ Ú‡ Û˜‡ÒÚ ÌË ̂ Ë1, Ú‡ÁË ËÒÚÓ Ëfl ÌË ‰‡‰Â
ÔÓ‚Ó‰ ‰‡ ÒÂ Á‡ÏË ÒÎËÏ Á‡ ‡Á ÎË˜ ÌËfl „‡‰, ‚ ÍÓÈÚÓ ÊË‚Â ÂÏ, ÒÔÓ ‰Â ÎflÈ ÍË Â‡Î ÌÓ ÚÓ
ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ëÓÙËfl, Á‡ Ô‡ ‚Ó ÚÓ ‰‡ „Ó ÔÓÁ Ì‡ ‚‡ ÏÂ Ë ‡Ì‡ ÎË ÁË ‡ ÏÂ ‚ ËÒÚÓ Ë ̃ Â ÒÍËfl
ÏÓÏÂÌÚ Ì‡ ÔÂ ıÓ ‰‡.

èÂÁ ÔÓÒÎÂ‰ ÌÓ ÚÓ ‰ÂÒÂ ÚË ÎÂ ÚËÂ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡ ÒÂ Ì‡ÒË ÚË Ò Ó·‡ ÁË Ë ‡Á‚Ë ÒÓ· ÒÚ‚ÂÌ
‚ËÁÛ‡ ÎÂÌ ÂÁËÍ, ÓÚ‡ Áfl ‚‡˘ ÔÓÎË ÚË ̃ Â ÒÍË ÚÂ Ë ÒÓˆË‡Î ÌË ÔÓ ÏÂ ÌË. é·‡ ÁË ÚÂ ÒÂ ËÁÎfl ı‡
ÓÚ ÍËÌÓ Ò‡ ÎÓ ÌË ÚÂ Ë ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ÚÂ ÂÍ‡ ÌË, ÓÚ „‡ÎÂ Ë Ë ÚÂ, ÏÛÁÂ Ë ÚÂ Ë ËÎ˛ ÒÚ‡ ̂ ËË ÚÂ ‚
ÔÂ˜‡ Ú‡, Á‡ ‰‡ ÒÂ Ì‡ÒÚ‡ ÌflÚ ÒÂ‰ Ú‡ ‰Ë ̂ ËÓÌ ÌË ÚÂ ÂÎÂ ÏÂÌ ÚË Ì‡ Û·‡ ÌËÁ Ï‡, Á‡ Í‡Í ‚Ë ÚÓ
ÒÏfl Ú‡ ÏÂ Ò„‡ ‰Ë ÚÂ, ÔÎÓ ̆ ‡ ‰Ë ÚÂ, ÛÎË ̂ Ë ÚÂ Ë Ô‡ÏÂÚ ÌË ̂ Ë ÚÂ, ËÁ‚ÂÒÚ ÌË ÓÚ ÔÓÍÓ ÎÂ ÌËfl. É‡ -
‰˙Ú, ÓÒÓ ·Â ÌÓ ‚ àÁÚÓ˜ Ì‡ Ö‚Ó Ô‡, ÒÂ ÓÍ‡Á‡ ÌÂ Ò‡ÏÓ ÓÒÌÓ‚ ÌÓ ÏflÒÚÓ, Í˙‰Â ÚÓ ÒÂ ÔÂ ÔÎË -
Ú‡Ú ÔÛ·ÎË˜ ÌÓ ÚÓ Ë ˜‡ÒÚ ÌÓ ÚÓ, ËÒÚÓ Ë ̃ Â ÒÍÓ ÚÓ Ë ÌÓ‚‡ ÚÓ ÒÍÓ ÚÓ, ÏÂÒÚ ÌË ÚÂ Ë ÏÂÊ ‰Û Ì‡ Ó‰ -
ÌË ÚÂ ÔÓÎË ÚË ̃ Â ÒÍË ËÌÚÂ Â ÒË, ÌÓ Ë Ì‡È-‚˙Á ÔËÂÏ ̃ Ë ‚‡ ÒÂ‰‡, ‚ ÍÓflÚÓ ÔÓ Ïfl Ì‡ Ú‡ Á‡Î‡ „‡
Ì‡ ‚ËÁÛ‡Î Ì‡ Ï‡ÌË ÙÂ ÒÚ‡ ̂ Ëfl. éÚ ÔÓ‰Â ‰Â ÌÓ Ë ÍÓÌ ÚÓ ÎË ‡ ÌÓ, Ò ÔÂ Ó ·Î‡ ‰‡ ‚‡ ̆ Ë ÒË‚Ë
ÓÚÚÂ Ì˙ ̂ Ë ‚ ÔÂÈ Á‡ Ê‡, ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÒÂ ÔÂ ‚˙ Ì‡ ‚ Ì‡¯‡ Â ÌÓ – Ò ÂÍÎ‡ ÏË,
‚ËÚË ÌË, ÎÓÁÛÌ „Ë Ë Á‡Ô‡ ÁÂ ÌË Ï‡ÍË. íÓ ÒÂ ‡Á ‰Â ÎË Ì‡ ·ËÚ‡ ̂ Ë, ÒÛÚÂ ÂÌ ÌË Ï‡„‡ ÁË ÌË
(ÍÎÂÍ-¯ÓÔÓ ‚Â) Ë ÒÂ „ËË ÔÓ ÚÓ ÚÓ ‡ Ë ÚÂ Á‡ ÔÂ Ó ·Î‡ ‰‡ ‚‡ ̆ Ó ÚÓ Ì‡ÒÂ ÎÂ ÌËÂ, Ë Ì‡ ◊ÎÛÍÒÓÁ -
ÌË“ Í‚‡ Ú‡ ÎË, ·ÛÚË ̂ Ë, ÍÎÛ ·Ó ‚Â, ‰ÊË ÔÓ ‚Â ÔÓ ÔÂ¯Â ıÓ‰ ÌË ÚÂ Ô˙ÚÂ ÍË Ë Î‡ÈÙ-ÒÚ‡ÈÎ ·ËÎ -
·Ó ‰Ó ‚Â Á‡ ÌÓ‚Ë ÚÂ ·Ó„‡ ÚË. ëÚ‡ Ë ÚÂ Ë‰ÂÓ ÎÓ „Ë ÁË ‡ ÌË ‚ËÁÛ‡Î ÌË ÍÓ‰Ó ‚Â ÒÂ Á‡· ‡ ‚flÚ, ‡
‡„Â ÒË‚ ÌÓ ÚÓ Ì‡‚ ÎË Á‡ ÌÂ Ì‡ ÌÓ‚Ë ÚÂ ÔÓÚÂ ·Ë ÚÂÎ ÒÍË Ú‡ÍË ‚‡ ˜ÂÒÚÓ ÌÂ ÓÒÚ‡ ‚fl ‚ÂÏÂ Á‡
‡Á ·Ë ‡ ÌÂ Ë ÍË ÚË˜ Ì‡ ËÌÚÂ ÔÂ Ú‡ ̂ Ëfl.

éÚ ËÁ‚ÂÒÚ ÌÓ ‚ÂÏÂ ·˙Î „‡ ÒÍË ÚÂ ıÛ‰ÓÊ ÌË ̂ Ë Ó·˙ Ì‡ ı‡ ‚ÌË Ï‡ ÌËÂ Ì‡ „‡‰‡ ‚ ÔÂ ıÓ‰,
‡Ì‡ ÎË ÁË ‡È ÍË ÒÔÂ ̂ Ë ÙË Í‡ Ú‡ ÏÛ Ë Á‡‰‡ ‚‡È ÍË ÒË ‚˙ÔÓ ÒË Á‡ ÌÂÔÂ‰ ÒÍ‡ ÁÛ Â Ï‡ Ú‡ ÏÛ
‰ËÌ‡ ÏË Í‡. Ç˙‚ ‚Ë‰ÂÓ ÚÓ ◊I see...“ (2002) Ì‡ Ñ‡ÌË ÂÎ‡ äÓÒÚÓ ‚‡, Ì‡ÔË ÏÂ, ÔÓ„ÎÂ‰˙Ú Í˙Ï
„‡‰‡ ÔÂÁ ÔÓ ÁÓ Â ̂ ‡ Ì‡ ÚÛË ÒÚË ̃ Â ÒÍ‡ ÍÓÎ‡ Â ÏÂÚ‡ ÙÓ Ë˜ ÌÓ ˆÂÌ ÁÛ Ë ‡Ì Ò ¯ËÓ Í‡
˜ÂÌ‡ ÎÂÌÚ‡, ‡ Á‡ ÓË ÂÌ Ú‡ ̂ Ëfl  Ò‡ ÓÒÚ‡ ‚Â ÌË Ò‡ÏÓ ÌË˘ÓÊ ÌË ÚÂ Ó·flÒ ÌÂ ÌËfl Ì‡ ÏÂÒÚÂÌ
‡Ì„ÎËÈ ÒÍË Ì‡ ÓÙË ̂ Ë‡Î ÌËfl „Ë‰. Ç ÔÓ ÂÍ Ú‡ ◊On the BG Track“ (2002-2003) Ì‡ ä‡ ÒË ÏË
íÂ ÁËÂ‚ ı‡Ó ÚË˜ ÌËflÚ „‡‰ Â Â‰ËÌ ÓÚ ÓÒÌÓ‚ ÌË ÚÂ „ÂÓË, ‚ÎË Á‡ ̆ Ë ‚ ÓÔÓ ÁË ̂ Ëfl Ò Í‡‰Ë ÓÚ
˜ÛÊ ‰Â ÒÚ‡Ì ÌË ÙËÎÏË, ‚ ÍÓËÚÓ ◊Ò ‰Ó·Ó ËÎË ÎÓ¯Ó“ÒÂ ÒÔÓ ÏÂ Ì‡ ‚‡ Å˙Î „‡ Ëfl.

é˜Â ‚Ë‰ ÌÓ Â, ˜Â ÍÓÏ ÔÎÂÍÒ ÌÓ ËÁÒÎÂ‰ ‚‡ ÌÂ Ì‡ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡ Â ‚˙ÁÏÓÊ ÌÓ Ò‡ÏÓ Ò˙Ò
ÒÂ‰ ÒÚ‚‡ Ú‡ Ë Û˜‡ ÒÚËÂ ÚÓ Ì‡ ÔÂ‰ ÒÚ‡ ‚Ë ÚÂ ÎË Ì‡ ‡Á ÎË˜ ÌË ◊‰ËÒ ̂ Ë ÔÎË ÌË“, ‚ ˜‡ÒÚ ÌÓÒÚ Ì‡
ÚÂÓ Â ÚË ̂ Ë-ËÁÒÎÂ ‰Ó ‚‡ ÚÂ ÎË Ì‡ Ò˙‚Â ÏÂÌ Ì‡ Ú‡ ÍÛÎÚÛ ‡, ÌÓ Ë Ì‡ ıÛ‰ÓÊ ÌË ̂ Ë, ÒÔÓ ÒÓ· ÌË
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Iara Boubnova

The City and the Visual Seminar

The Visual Seminar is a complex collaborative project designed to investigate the urban
environment and its visual languages. It was conceived and implemented between 2002
and 2005 by the Institute of Contemporary Art and the Center for Advanced Studies, Sofia,
within the framework of relations, a project initiated by the Federal Cultural Foundation of
Germany.

It is a parable-like story that gave rise to the initial impulse for the Visual Seminar. Two
individuals who had never met, but were born and were living in one and the same city,
Sofia, were trying to appoint a business meeting. One of them, an artist, suggested the
meeting was held in front of the National Art Gallery, whereas the other person, an invest-
ment manager, argued she wasn’t aware of such an institution and therefore requested
the meeting took place in front of the National Bank. After a few specifications involving
historical references, e.g. “the former mausoleum” or “the former royal palace”, the two
managed to meet up at one and the same square carved out by the buildings of the
National Art Gallery, the National Bank, the parking lot replacing the former mausoleum as
the symbolic heart of socialism. One could just as well say the two met behind the former
Party House. Recounted by one of them1, this story triggered speculations about the dif-
ferent city each of us inhabits in his/her mind while sharing the same physical territory,
about our right to be aware of our city and study it in this historic time of transition.

Over the last decade, our urban environment has been saturated by new images and has
developed a visual language of its own reflecting the political and social changes rapidly
taking place. Images were spouting out of cinemas and TV screens, of galleries, muse-
ums and book illustrations, etc. to find their place among traditional urban settings, like
the generations-old buildings, squares, streets and monuments. In Eastern Europe specifi-
cally, the city has proven to be not only the primary location where public and private, his-
torical and innovative, local and international political interests blend together, but also the
most susceptible environment where the transformations manifest themselves visually.
Orderly and controlled in the past, with the domineering grayish hues across the land-
scape, urban public space has been revamped into a kaleidoscope of advertisements,
shop windows, posters and brands. It has become an articulation of flea markets, base-
ment outlets (a.k.a. “crouch shops”) and pavement stalls for the rank and file, and, on the
other hand, “classy” residential quarters, boutiques, clubs, SUVs parked out on pedestri-
an areas and lifestyle billboards for the nouveau riche. The old visual codes permeated by
ideology are fading away whereas the aggressive inroads of the new consumerist ones
often leave no time for comprehension and critical interpretation.

It has already been a while that Bulgarian artists have focused their sights on the city in
transition in an attempt to analyze its specifics and raise issues around its unpredictable
dynamism. For instance, in her video “I see...” (2002), Daniela Kostova metaphorically
censored with a black rectangle the view on to the city through the window of a tourist car,
with the scant explanations in bad English of the official tourist guide left as the only orien-
tation. In his project “On the BG Track” (2001), Krasimir Terziev has made the chaotic city
one of his main characters engaged in an opposition with footage from foreign films men-
tioning Bulgaria “positively or negatively”.

It was obvious that a more profound research of the urban environment was only possible
through the tools and dedication of various participants, specifically, on the one hand,
academics involved with contemporary culture and, on the other, artists capable of agile
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Í˙Ï ·˙Á‡ ÓË ÂÌ Ú‡ ̂ Ëfl Ë ÌÂÓ ̃ ‡ Í‚‡ Ì‡ ËÌÚÂ ÔÂ Ú‡ ̂ Ëfl Ì‡ ‚ËÁÛ‡Î ÌË ÍÓ‰Ó ‚Â. çÂÓ·ıÓ ‰Ë -
ÏÓÒÚ Ú‡ ‰‡ ÒÂ ÔÓÚ˙ ÒË Ó·˘ ÂÁËÍ ÏÂÊ‰Û ÚÂÁË ‰‚Â „ÛÔË ÔÓ ÙÂ ÒË ÓÌ‡ ÎË ÒÚË, Ó·ËÍ ÌÓ ‚Â ÌÓ
‡Á ‰‡Î Â˜Â ÌË ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ì‡ ÍÛÎÚÛ ‡ Ú‡, ÒÂ ÔÂ ‚˙ Ì‡ ‚ ÓÒÌÓ ‚‡ Á‡ Ò˙Á‰‡ ‚‡ ÌÂ Ì‡
ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡. ä‡ÚÓ ÒÎÂ‰ ÒÚ‚ËÂ ÓÚ ÚÓ‚‡ ÏÂÚÓ ‰Ó ÎÓ „Ë ̃ Â ÒÍÓ ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ ÒÚ‚Ó ÒÂ
ÛÚ‚˙ ‰Ë Ë ÔÂ‰ ÎÓ ÊÂ ÌÓ ÚÓ ÓÚ ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ Ì‡Á ‚‡ ÌËÂ Ì‡ Ò‡ÏËfl ÔÓ ÂÍÚ Ò ‰ËÒ ̂ Ë -
ÔÎË ÌË ‡˘, Ó˜Â ‚Ë‰ ÌÓ ‡Í‡ ‰Â ÏË ̃ ÂÌ ÔË‚ ÍÛÒ.

á‡‰‡ ̃ ‡ Ú‡ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ ·Â ‰‡ Ò˙·Â Â ‚ ‡Á „ÎÂÊ ‰‡ ÌÂ ÚÓ Ì‡ ëÓÙËfl – „‡‰ ‚
‡Á ÍÎ‡ ÚÂ ÌÓ, ˜ÂÒÚÓ ÌÂÍÓÌ ÚÓ ÎË Û Â ÏÓ Ò˙ÒÚÓfl ÌËÂ, ıÛ‰Ó ÊÂ ÒÚ‚Â ÌË Ë ‡Í‡ ‰Â ÏË˜ ÌË ÒÂ‰Ë
ÓÚ Â‰ÌÓ ÔÓ-ÏÎ‡‰Ó ÔÓÍÓ ÎÂ ÌËÂ, Ò‡ÏÓ ÚÓ ÚÓ ‚ ÌÂÒÚ‡ ·ËÎ ÌÓ ÔÓÎÓ ÊÂ ÌËÂ. á‡ ÏÌÓ„Ó ÓÚ Û˜‡ÒÚ -
ÌË ̂ Ë ÚÂ Ë Ó„‡ ÌË Á‡ ÚÓ Ë ÚÂ ÒÏÂ Ò‚‡ ÌÂ ÚÓ ÒÂ ÓÍ‡Á‡ ÔÓ˜ÚË ÌÂÓ ̃ ‡ Í‚‡ ÌÓ, ÔÂ ‚˙ Ì‡ ÒÂ ‚
ËÁÎË Á‡ ÌÂ ËÁ‚˙Ì Ú‡ ‰Ë ̂ ËÓÌ Ì‡ Ú‡, Ó˜Â Ú‡ Ì‡ Á‡ ‚ÒÂÍË ÔÓÓÚ ‰ÂÎ ÌÓ „‡‰ ÒÍ‡ ‡ÏÍ‡. ë·Ó ˙Ú
ÓÚ ÚÂÓ Â ÚË ̂ Ë Ë ıÛ‰ÓÊ ÌË ̂ Ë ÔÂ ‰Ó ÒÚ‡ ‚Ë Ë Ì‡ Â‰ÌË ÚÂ, Ë Ì‡ ‰Û „Ë ÚÂ Ó·¯Ë ÌÓ ÔÓÎÂ Á‡
‡·Ó Ú‡ Ë Ì‡È-‚Â˜Â ÌÓ‚Ó ÒÚË. ç‡ÎÓ ÊÂ ÌË ‚˙ıÛ ÌÓ‚Ó ÒÚË ÚÂ, Ì‡ı ÎÛ ‚‡ ̆ Ë ‚ „‡‰‡, ÔÂ ‰ËÁ -
‚Ë Í‡ ÚÂÎ ÌË ‚ ÌÂÓ·ıÓ ‰Ë ÏÓÒÚ Ú‡ ÒË ÓÚ ÓÒÏË ÒÎfl ÌÂ, ÚÂ ÒÂ ÔÂ ‚˙ Ì‡ ı‡ ‚ ‰ÂÈ ÒÚ‚Ëfl, ÌÂÔË -
‚Ë˜ ÌÓ ÒËÎÌÓ ‡Ì„‡ ÊË ‡ ÌË Ò Ì‡ÒÚÓfl ̆ ‡ Ú‡ ‡ÚÏÓ ÒÙÂ ‡ Ì‡ ëÓÙËfl. ï‡ ÌË ÚÂÎ ÌÓÒÚ Ú‡ Ì‡
Ú‡ÁË ÒÂ‰‡ ÔÓÒÚÂ ÔÂÌ ÌÓ ‚˙‚ÎÂ ̃ Â Ó˘Â ÔÓ-¯ËÓ Í‡ Ó·˘ÌÓÒÚ ‡‚ÚÓ Ë, ÔÓ fl‚Ë Î‡ ÒÂ ‚ ÍÌË -
„Ë ÚÂ ÔÓ ‡·Ó ÚË ÚÂ Ì‡ ÒÚË ÔÂÌ ‰Ë ‡Ì ÚË ÚÂ.

ñÂÎÚ‡ Ì‡ ÔÓ ÂÍ Ú‡ Â ‰‡ ËÁÒÎÂ‰ ‚‡ ‚ËÁÛ‡Î Ì‡ Ú‡ Â‡ ÎË Á‡ ̂ Ëfl, ËÌÚÂ ÙÂÈ Ò‡ Ì‡ Û·‡ ÌË ÒÚË˜ -
Ì‡ Ú‡ ÒÂ‰‡ Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï‡ ˜ÂÁ Ò˙Á‰‡ ‚‡ ÌÂ Ì‡ ÔÂ ÒÂ˜ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡ ÏÂÊ‰Û
ÍÛÎÚÛ Ó ÎÓ „Ëfl, ËÁÍÛ ÒÚ‚Ó, „‡Ê ‰‡Ì ÒÍÓ Ó·˘Â ÒÚ‚Ó Ë Ï‡Ò-ÏÂ‰ËË. é˘Â ÓÚ Ò‡ÏÓ ÚÓ Ì‡˜‡ ÎÓ
·Â ‚ÁÂÚÓ Â¯Â ÌËÂ, ˜Â ÛÒË ÎËfl Ú‡ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ ÌÂ ·Ë‚‡ ‰‡ ÒÂ ÍÓÌ ̂ ÂÌ ÚË ‡Ú
Ò‡ÏÓ ‚˙ıÛ Â‰Ì‡ ÙÛÌÍ ̂ ËÓ Ì‡Î Ì‡ ‚˙ÁÏÓÊ ÌÓÒÚ – Í‡ÚÓ Ò˙Á‰‡ ‚‡ ÌÂ Ì‡ ıÛ‰Ó ÊÂ ÒÚ‚ÂÌ ÔÓ ÂÍÚ
ËÎË ËÁÒÎÂ ‰Ó ‚‡ ÚÂÎ ÒÍ‡ ‡Á ‡ ·ÓÚ Í‡, ÌËÚÓ ‚˙ıÛ ÍÛÎÚÛ ÌËfl ‡ÍÚË ‚ËÁ˙Ï ËÎË Ó·‡ ÁÓ ‚‡ ÚÂÎ -
ÌË ÚÂ ÒÚ‡ ÚÂ „ËË, ‡ ÔÓ-ÒÍÓÓ ‚˙ıÛ ËÁÔÓÎ Á‚‡ ÌÂ ÚÓ Ì‡ ‡Á ÎË˜ ÌË ÏÂÚÓ ‰Ó ÎÓ „ËË, ÔÂ‚ ˙ ̆ ‡ -
˘Ë „Ó ‚ ÏÛÎ ÚË ‰ËÒ ̂ Ë ÔÎË Ì‡ Ì‡ Ë ÔÓÎË ÙÛÌÍ ̂ ËÓ Ì‡Î Ì‡ ÒÚÛÍ ÚÛ ‡.

èÓ ÂÍ Ú˙Ú ·Â ËÁ„‡ ‰ÂÌ ÓÚ ˜ÂÚË Ë ‚Á‡ ËÏÓ Ò‚˙ Á‡ ÌË ÏÓ‰Û Î‡, ÔÓ „‡ Ï‡ Ú‡ Ì‡ ÍÓËÚÓ ÒÂ
Â„Û ÎË ‡ ̄ Â ÓÚ ÖÍÒ ÔÂ ÚÂÌ Ò˙‚ÂÚ ‚ Ò˙ÒÚ‡‚ ‰- ÅÓflÌ å‡Ì˜Â‚, ÍË ÚË Í‡ Ì‡ Ò˙‚Â ÏÂÌ ÌÓ
ËÁÍÛ ÒÚ‚Ó ÑË‡Ì‡ èÓÔÓ ‚‡, ÔÓÙ. ‰- à‚‡È ÎÓ ÑË˜Â‚, ‰Óˆ. ‰- àËÌ‡ ÉÂÌÓ ‚‡, ıÛ‰ÓÊ ÌË Í‡
äËËÎ è‡¯ ÍÓ‚, ‰Óˆ. ‰- åË„ÎÂÌ‡ çËÍÓÎ ̃ Ë Ì‡, ıÛ‰ÓÊ ÌË Í‡ çÂ‰ÍÓ ëÓÎ‡ ÍÓ‚, ‰- éÎËÌ
ëÔ‡ ÒÓ‚ (Ë ÔÓ-Í˙ÒÌÓ ıÛ‰ÓÊ ÌË Í‡ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚). è˙ ‚ËflÚ ÏÓ‰ÛÎ – ◊îÓÛÏ Á‡
‚ËÁÛ‡Î Ì‡ ÍÛÎÚÛ ‡“, ·Â ÔÓÒ‚Â ÚÂÌ Ì‡ ÔÛ·ÎË˜ ÌË ‰ËÒ ÍÛ ÒËË, Á‡ Û˜‡ ÒÚËÂ ‚ ÍÓËÚÓ ·flı‡ Í‡ÌÂ ÌË
‡Á ÎË˜ ÌË „ÛÔË ÔÓ ÙÂ ÒË ÓÌ‡ ÎË ÒÚË, ˜ËflÚÓ ‰ÂÈ ÌÓÒÚ ‚˙Á‰ÂÈ ÒÚ‚‡ ‚˙ıÛ ‚ËÁÛ‡Î Ì‡ Ú‡ „‡‰ -
ÒÍ‡ ÒÂ‰‡. ê˙ÍÓ ‚Ó ‰ÂÌ ÓÚ ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚, ÏÓ‰ÛÎ˙Ú èÓ „‡ Ï‡ Á‡ ÒÚË ÔÂÌ ‰Ë ‡Ì ÚË
‚Â‰Ì˙Ê Ì‡ 6 ÏÂÒÂ ̂ ‡ Ó·fl‚fl ‚‡ ̄ Â ÚÂÏË Á‡ ÓÚ‚Ó ÂÌ ÍÓÌ ÍÛÒ, ‚ ÂÁÛÎ Ú‡Ú Ì‡ ÍÓÈÚÓ Â‰ËÌ
ıÛ‰ÓÊ ÌËÍ Ë Â‰ËÌ ÚÂÓ Â ÚË ̃ ÂÌ ËÁÒÎÂ ‰Ó ‚‡ ÚÂÎ ÔÓÎÛ ̃ ‡ ‚‡ ı‡ ÒÚË ÔÂÌ ‰Ëfl Á‡ ‡Á ‡ ·Ó Ú‚‡ ÌÂ Ì‡
ÔÓ ÂÍ Ú‡ ‚ ÔÓ ̂ ÂÒ Ì‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ Ë ‚˙ ÁÍ‡ Ò ñÂÌ Ú˙ ‡ Á‡ ‡Í‡ ‰Â ÏË˜ ÌË ËÁÒÎÂ‰ ‚‡ ÌËfl.
í‡Í‡ ·Î‡ „Ó ‰‡ Â ÌËÂ Ì‡ rela tions, ÔÓ ÂÍÚ Ì‡ îÂ‰Â ‡Î Ì‡ Ú‡ ÙÓÌ ‰‡ ̂ Ëfl Á‡ ÍÛÎÚÛ ‡, ÉÂ Ï‡ -
ÌËfl, Á‡ Ô˙‚Ë Ô˙Ú ·˙Î „‡ ÒÍË ıÛ‰ÓÊ ÌË ̂ Ë ÔÓÎÛ ̃ Ë ı‡ ÙËÌ‡Ì ÒÓ ‚‡ ÔÓ‰ ÍÂ Ô‡ Á‡ Â‡ ÎË Á‡ ̂ Ëfl
Ì‡ ÔÓ ÂÍ ÚË ‚ ÒÚ‡ Ì‡ Ú‡ ÒË. íÂ ÚËflÚ ÏÓ‰ÛÎ, Ò Ì‡Ë ÏÂ ÌÓ ‚‡ ÌËÂ ◊ÇËÁÛ‡ ÎÂÌ Ï‡ÌË ÙÂÒÚ“, ÔÓÎÛ -
˜Ë ‚ ‡·ÓÚ ÌË ÛÒÎÓ ‚Ëfl Ôfl ÍÓ ‡ ◊ÔÓ „‡ Ï‡ Á‡ „ÓÒÚË“. ë‚˙ Á‡ Ì‡ Ú‡ Ò ÌÂ„Ó ÒÚ‡ ÚÂ „Ëfl ·Â ‚
ÔË‚ ÎË ̃ ‡ ÌÂ ÚÓ Ì‡ ‚˙Ì ̄ ÂÌ ÔÓ„ÎÂ‰ ÓÚ ÒÚ‡ Ì‡ Ì‡ ËÁ‚ÂÒÚ ÌË ˜ÛÊ‰Ë ıÛ‰ÓÊ ÌË ̂ Ë, ‡·Ó ÚÂ ̆ Ë Ò
„‡‰ ÒÍ‡ ÒÂ‰‡ Ë ÔÛ·ÎË˜ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÍÓËÚÓ ‰‡ Â‡ „Ë ‡Ú Ì‡ ÒÓ· ÒÚ‚Â ÌË ÚÂ ÒË ‚ÔÂ ̃ ‡Ú -
ÎÂ ÌËfl ÓÚ ◊Û·‡ ÌËÁ Ï‡ ‚ ÔÂ ıÓ‰“. èÓÒÎÂ‰ ÌËflÚ ÏÓ‰ÛÎ – ◊èÛ·ÎË Í‡ ̂ ËË“ – ÒÚ‡Ì‡ Ó·Ó· ̆ ‡ ‚‡˘
Ë Ó·Â‰Ë Ìfl ‚‡˘ Á‡ ‚ÒË˜ ÍË ÓÒÚ‡ Ì‡ ÎË. îÓ ÏË ‡ ÒÂ ÓÚ ËÌÙÓ Ï‡ ̂ ËÓÌ ÌË ·˛ÎÂ ÚË ÌË, ÓÚ‡ Áfl -
‚‡ ̆ Ë ÔÛ·ÎË˜ ÌË ÚÂ ‰ËÒ ÍÛ ÒËË, ËÁ‰‡ ÌËfl Ú‡ Á‡ ÒÚË ÔÂÌ ‰Ë ‡ÌÚ ÒÍË ÚÂ ÔÓ ÂÍ ÚË, Í‡Ú‡ ÎÓ ÁË ÚÂ Ì‡
◊„ÓÒÚË ÚÂ“ Ë ÙËÌ‡Î ÌÓ ÚÓ ËÁ‰‡ ÌËÂ – ÍÌË „‡ Ú‡ ◊àÌÚÂ ÙÂÈÒ ëÓÙËfl“. åÓÊÂ ‰‡ ÒÂ „Ó‚Ó Ë
ÏÌÓ„Ó, Í‡Í‚Ó ÌÓ‚Ó ‚ ÔÓ„ÎÂ ‰‡ Í˙Ï ëÓÙËfl Â ‚ÌÂ Ò˙Î ÇËÁÛ‡Î ÌËflÚ ÒÂÏË Ì‡ – ÓÒÓ ·Â ÌÓ ÔÓ
ÓÚÌÓ ̄ Â ÌËÂ Ì‡ ÓÒÚ‡ ‚Â ÌË Ì‡ Ò‡ÏÓ ÚÂÍ ËÎË ÔÓ-ÎÓ¯Ó „‡‰ ÒÍË ‰ÂÈ ÒÚ‚Ëfl. éÚ ‰Û„‡ ÒÚ‡ Ì‡
Ó·‡˜Â, ◊ÔÓ ‰ÛÍ ̂ Ëfl Ú‡“ Ì‡ ÔÓ ÂÍ Ú‡ ÔÂ ‰Ó ÒÚ‡ ‚fl ÍË ÚË˜ Ì‡ ‚ËÁËfl ÔÓ Â‰Ë ̂ ‡ ÚÓ˜ÍË, ÒÚÓfl ̆ Ë
ÔÂ‰ ‚ÒÂÍË, „ÓÚÓ‚ ‰‡ ÒÂ Á‡ÂÏÂ Ò˙Ò ◊Ò˙ÁÌ‡ ÚÂÎ ÌÓ Ë ‡ÍÚË‚ ÌÓ ÊË‚Â Â ÌÂ ‚ „‡‰“.
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orientation and unexpected interpretations of visual codes. The need to seek common lan-
guage between these two groups of professionals who frequently find themselves in oppo-
site corners of culture space was the bottom line in creating the Visual Seminar. As a con-
sequence of this methodological challenge came the adoption of a project title suggested
by Alexander Kiossev with a disciplining and obviously academic flavor to it.

So, for the purposes of interpreting Sofia – a city in a shaky state and often out of control -
the task of the Visual Seminar was to recruit artistic and academic communities belonging
to the young–to-middle age generations, which in their own right were in a far from solid
condition. For quite a few participants and organizers, this kind of joining forces has
proven unexpected and has demanded a venturing off the beaten path of previous work.
The teaming of theorists and artists gave either of the groups a broader field for perform-
ance and, importantly, innovation. Superimposed on the novelties flooding the city itself
and creating a challenging need for interpretation, this common work grew into actions of
an unusually strong commitment to current Sofia issues. In the course of time, this foster-
ing environment attracted an ever increasing circle of authors who contributed across
publications on scholarship holders’ works, the altogether eight projects of the Resident
Fellows of the Visual Seminar.

The project’s objective was to study the visual aspects of the interface of urban neo-capi-
talism by using the instruments of cultural studies, arts, civil society and mass media.
From the very start we decided that the efforts of the Visual Seminar should not go along
single lines, e.g. artistic or research projects, cultural activism or educational strategies,
but should instead deploy various methods in an attempt to transform the project into a
multidisciplinary and multifunctional structure.

The project comprises four related modules, with the module agenda being prepared by an
expert council with the following membership: Dr. Boyan Manchev, the art critic Diana
Popova, Dr. Irina Genova, Dr. Ivailo Dichev, the artist Kiril Prashkov, Dr. Miglena Nikolchina,
the artist Nedko Solakov, Dr. Orlin Spasov, and later on the artist Luchezar Boyadjiev.

The first module, the Forum for Visual Culture, took the shape of public discussions, with
invitations extended to various groups of professionals whose work affects the visual
urban environment. Managed by Alexander Kiossev, the Resident Fellows Module
announced topics for open competitions once every six months. One artist and one aca-
demic researcher were granted a fellowship for each topic, with projects prepared jointly
with the Center for Advanced Studies. This way, thanks to relations, a project initiated by
the Federal Foundation for Culture, Germany, Bulgarian artists for the first time received
funding to work on projects in their own country. We named the third module Visual
Statement but as work in progress it was nicknamed the Guests Module”. Its strategy was
to invite outside viewpoints provided by well-known foreign artists working in urban envi-
ronments and public spaces. They were asked to work with their impressions from urban
environments in a state of transition. The last module, Publications Module, proved to be a
tool for interpreting and summarizing the rest. It materialized in newsletters featuring the
public discussions, publications on the resident fellows’ projects, catalogues for the guest
artists and the “wrapping up” book headlined “Interface Sofia”. The novel ways to look at
Sofia offered by the Visual Seminar can be discussed at length, especially in the area of
creeping urban developments, city decay, etc. On the other hand, however, the project’s
output provides critical comments on a number of points to be addressed by every indi-
vidual preparing to embark on a conscientious and active living in a city.

The first scholarship competition was published without a specific topic but with a clear
Visual Seminar position on its goals, tasks and tools. The winning candidates – the 
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è˙ ‚ËflÚ ÍÓÌ ÍÛÒ Á‡ ÒÚË ÔÂÌ ‰Ë ‡Ì ÚË ·Â Ó·fl‚ ÂÌ ·ÂÁ ÓÔÂ ‰Â ÎÂ Ì‡ ÚÂÏ‡, ÌÓ Ò flÒÌÓ ÒÚ‡ ÌÓ -
‚Ë ̆ Â Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ Á‡ ÌÂ„Ó ‚Ë ÚÂ ˆÂÎË, Á‡‰‡ ̃ Ë Ë ÒÂ‰ ÒÚ‚‡. ëÔÂ ̃ Â ÎË ÎË ÚÂ Í‡Ì -
‰Ë ‰‡ ÚË – ÒÓˆË ÓÎÓ „˙Ú åËÎ‡ åËÌÂ‚‡ Ë ıÛ‰ÓÊ ÌË Í˙Ú ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ – ‡Á ‡ ·Ó ÚË ı‡
ÔÓ ÂÍ Ú‡ ◊ÉÓÂ ̆ ‡ ÎËÌËfl Á‡ ‚ËÁÛ‡Î ÌË ÌÂÂ‰ ÌÓ ÒÚË“. íÂ ËÁ‰‡ ‰Ó ı‡ Ë ‡Á ÔÓ ÒÚ‡ ÌË ı‡
ÔÓ˘ÂÌ ÒÍ‡ Í‡ ÚË˜ Í‡ Ò ÚÂÎÂ ÙÓ ÌÂÌ ÌÓÏÂ Ë ÂÎÂÍ ÚÓ ÌÂÌ ‡‰ÂÒ, Í˙‰Â ÚÓ ‚ÒÂÍË ·Ë ÏÓ„˙Î
‰‡ ÒÔÓ ‰Â ÎË ÔÂ‰ ÒÚ‡ ‚‡ Ú‡ ÒË Á‡ ‚ËÁÛ‡Î ÌË Ë ÂÒÚÂ ÚË ̃ Â ÒÍË ‰‡Á ÌË ÚÂ ÎË. Ç˙‚ ‚˙ ÁÍ‡ Ò
Ú‡ÁË Ë‰Âfl ÒÂ Ó·fl‚Ë Ë Ô˙ ‚‡ Ú‡ ÓÚÍË Ú‡ ‰ËÒ ÍÛ ÒËfl Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡, ÍÓflÚÓ ÒÂ
Ò˙ÒÚÓfl ‚ ëÓÙËÈ ÒÍ‡ Ú‡ „‡‰ ÒÍ‡ „‡ÎÂ Ëfl ÔÂÁ ˛ÎË 2003 „. Ë ·Â ÔÓÒ‚Â ÚÂ Ì‡ Ì‡ Ì‡È-Ó˜Â -
‚Ë‰ ÌËfl ‚ËÁÛ‡ ÎÂÌ ‰‡Á ÌË ÚÂÎ ‚ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó – „‡‰ ÒÍ‡ Ú‡ ÂÍÎ‡ Ï‡ Ò ÌÂÈ -
ÌË ÚÂ ˜ÂÒÚÓ ÌÂflÒ ÌË ËÎË ÔÂ Í‡ ÎÂ ÌÓ ‡„Â ÒË‚ ÌË ÔÓÒÎ‡ ÌËfl. èÓÍ‡ ÌÂ ÌË Á‡ Û˜‡ ÒÚËÂ ·flı‡
ÑËÏË Ú˙ ëÚÓÈ ̃ Â‚, ÏÂÌË ‰Ê˙ ÔÓ ÂÍÎ‡ Ï‡ Ú‡, ÚÂÓ Â ÚË Í˙Ú Ì‡ ‡ıË ÚÂÍ ÚÛ ‡ Ú‡ ãËÎÓ
èÓÔÓ‚, Í‡ÍÚÓ Ë ÔÂ‰ ÒÚ‡ ‚Ë ÚÂ ÎË Ì‡ ‡Á ÎË˜ ÌË ÏÂ‰ËË.

ÑËÒ ÍÛ ÒËfl Ú‡ ◊ëÓÙËfl Í‡ÚÓ „ÎÂ‰ Í‡“ ÌÂ Ò‡ÏÓ Á‡ÔÓÁ Ì‡ ‡Û‰Ë ÚÓ Ëfl Ú‡ Ò˙Ò ÒÚ‡ ÌÓ ‚Ë ̆ ‡ Ú‡ Ì‡
ÒÂÏË Ì‡ ‡, ÌÓ Ò˙˘Ó Ú‡Í‡ ÔÂ‰ ÎÓ ÊË ÒÂËfl ‚˙ÔÓ ÒË Á‡ ÓÚ„Ó ‚Ó ÌÓÒÚ Ú‡ Ì‡ Ò˙Á‰‡ ÚÂ ÎË ÚÂ
Ì‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡ ‚ „‡‰‡, Á‡ „‡‰ ÒÍ‡ Ú‡ ËÒÚÓ Ë ̃ Â ÒÍ‡ Ô‡ÏÂÚ, Á‡ ÔÓ ÏÂ Ìfl ̆ ‡ Ú‡ ÒÂ
ÔÂ‰ ÒÚ‡ ‚‡ Á‡ ÔÛ·ÎË˜ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ë Ô‡ ‚‡ Ú‡ ‚˙ıÛ ÌÂ„Ó. Ç ÔÓ ̂ Â Ò‡ Ì‡ ‡Á „Ó ‚Ó ‡
‚˙ÔÓ ÒË ÚÂ ÒÂ ÛÏÌÓ ÊË ı‡ Ë ÒÚ‡Ì‡ flÒÌÓ, ˜Â ÔÓ ÂÍ Ú˙Ú Ì‡ÔËÔ ‚‡ ‰ÓÒÚ‡ ·ÓÎÂÁ ÌÂ ÌË ÚÓ˜ÍË Ë
ÌÂÂ ̄ Â ÌË/ÌÂÂ ̄ Ë ÏË ÔÓ ·ÎÂ ÏË, Á‡ ÏÌÓ„Ó ÓÚ ÍÓËÚÓ ÔÂ‰ ÒÚ‡ ‚Ë ÚÂ ÎË Ì‡ ‡Û‰Ë ÚÓ Ëfl Ú‡
ËÏ‡ı‡ ÒÓ· ÒÚ‚Â ÌË „ÎÂ ‰ÌË ÚÓ˜ÍË. Ç˙ÔÓ ÒË ÚÂ Ì‡ ÒÂÏË Ì‡ ‡ ·flı‡ ·‡ÁË ‡ ÌË ‚˙ıÛ ‰ÓÍÛ -
ÏÂÌ Ú‡Î ÌË ËÎ˛ ÒÚ‡ ̂ ËË, ÔÓ‰ „ÓÚ ‚Â ÌË ÓÚ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚. ëÚË ÔÂÌ ‰Ë ‡Ì ÚË ÚÂ ÔÂ‰ ÒÚ‡ ‚Ë -
ı‡ Ò‚ÓË ÚÂ ÔÓ ÂÍ ÚË, ÌÓ ÏÂ˜ Ú‡ Ú‡ ‰‡ ÒÂ ‰ËÒ ÍÛ ÚË ‡Ú ÂÍÎ‡ ÏÌË ÒÚ‡ ÚÂ „ËË ÌÂ ÒÂ ÓÒ˙ ̆ Â -
ÒÚ‚Ë, Ú˙È Í‡ÚÓ ÒÂ ÓÍ‡Á‡, ˜Â ÔÓ‚Â ̃ Â ÚÓ ÓÚ ÏÓ‰Â ÎË ÚÂ Ò‡ ◊‚ÌÓ ÒÌË“, ‡ ÒÔÓ Â‰ ÏÂÌË ‰Ê˙ Ë -
ÚÂ ÔÓ ÂÍÎ‡ Ï‡ Ú‡ „‡ ‰˙Ú Â Ó·Â ̃ ÂÌ ‰‡ ·˙‰Â ÓÚ‚Ó Â Ì‡ ÒˆÂÌ‡ Ì‡ ÚÓ‚‡, Á‡ ÍÓÂÚÓ ÒÂ
ÔÎ‡˘‡. ëÎÂ‰ ‡Á „Ó Â ̆ Â ÌË ‰Â·‡ ÚË „ÓÎfl Ï‡ ˜‡ÒÚ ÓÚ ÔÛ·ÎË Í‡ Ú‡ Ì‡ÒÚÓfl ÇËÁÛ‡Î ÌËflÚ ÒÂÏË -
Ì‡ ‰‡ ÒÚ‡ÌÂ Ó„‡ ÌË Á‡ ÚÓ Ì‡ ÔÓ‰ ÔË ÒÍË, ÓÚÔ‡ ‚fl ÌË Í˙Ï ÏÂÒÚ ÌË ÚÂ ‚Î‡ ÒÚË, ÒÂ˘Û
◊‚ËÁÛ‡Î ÌË ÚÂ ÌÂÂ‰ ÌÓ ÒÚË“.

ÑÂÏÓÌ ÒÚ‡ ̂ ËÓÌ Ì‡ Ú‡ ˜‡ÒÚ Ì‡ ÒÂÏË Ì‡ ‡ Á‡ÔÓ˜ Ì‡ Ò ÔÓ ÂÍ Ú‡ ◊ÉÓÂ˘ ‚ËÁÛ‡ ÎÂÌ „‡‰“ Ì‡
ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ÔÓ ÚÂÏ‡ Ú‡ ◊ëÓÙËfl Í‡ÚÓ „ÎÂ‰ Í‡“. Ö‰Ì‡ Ú‡ ÏÛ ˜‡ÒÚ – Ó„Ó ÏÂÌ ·ËÎ -
·Ó‰ Ò˙Ò ÒËfl Â ̆ Ë, Ì‡Ô‡ ‚Ó ˘‡ÒÚ ÎË ‚Ë ÓÏ ÒÍË ÎËˆ‡ Ì‡ ◊ÅË „‡ ‰‡ Ú‡ Ì‡ ëÚÂ Ù‡Ì Ë ÁÂÚ¸Ó -
‚Â“, Ò˙Á‰‡ ‰Â ‚˙ÁÏÓÊ ÌÓÒÚ, ÒÔÓ Â‰ ‡‚ÚÓ ‡, ÌÂÓ ÙË ̂ Ë‡Î ÌËflÚ ÎÓÍ‡ ÎÂÌ ·ËÁ ÌÂÒ ‰‡ ÒÂ
ÂÍÎ‡ ÏË ‡ Ì‡‡‚ ÌÓ Ò˙Ò Ò‚Â ÚÓ‚ ÌË ÚÂ ÍÓ ÔÓ ‡ ̂ ËË. é·‡Á˙Ú Ì‡ ı‡Ï‡ ÎË Ì‡ ëÚÂ Ù‡Ì, ·‡˘‡
Ì‡ ÚË ‰˙˘Â Ë, ·Â ÔÂ‰ ÒÚ‡‚ ÂÌ Ò˙Ò ÁÂÚ¸Ó ‚Â ÚÂ ÒË Ë ‡‰Â Ò‡ Ì‡ ◊ÓÙËÒ‡“ ËÏ – ÔÎ.
◊å‡ÍÂ‰ÓÌËfl“ – ÒÂ‚Â – Á‡ Ô˙‚Ë Ô˙Ú Ì‡ ˆÂÌ Ú‡Î ÌÓ ÏflÒÚÓ ‚ „‡‰‡ – ‚˙ıÛ Ù‡Ò‡ ‰‡ Ú‡ Ì‡
ç‡ˆËÓ Ì‡Î Ì‡ Ú‡ ıÛ‰Ó ÊÂ ÒÚ‚Â Ì‡ „‡ÎÂ Ëfl, ·Ë‚ ̄ Ëfl ˆ‡ ÒÍË ‰‚Ó Âˆ. íÓÁË ÌÂÚË ÔË ̃ ÂÌ ÔÓ„ÎÂ‰
Í˙Ï ÓÏ ÒÍ‡ Ú‡ Ó·˘ÌÓÒÚ Û Ì‡Ò ËÁ‚˙Ì ◊ÂÒÚÂ ÒÚ‚Â Ì‡ Ú‡“ π ÒÂ‰‡ – Ú‡ÁË Ì‡ Ï‡ı‡ ÎË ÚÂ-„ÂÚ‡,
ÚÓÎ ÍÓ ‚‡ Î˛·Ë ÏË ÓÚ Ì‡¯Ë Ë ‰Û„Ë ÂÔÓ ÚÂ Ë Ë ÍÓÂÍÚ ÌË ıÛ‰ÓÊ ÌË ̂ Ë, ÔÓÓ ‰Ë ÌÂ‚Â Ó flÚ -
ÌË ÔÓ ·ÎÂ ÏË. ü‚ÌÓ Ó·‡Á˙Ú Ì‡ ëÚÂ Ù‡Ì ÒÂ Â ‚Ë‰flÎ ÔÂ Í‡ ÎÂ ÌÓ ÛÒÏËı Ì‡Ú, ÍÓÂÚÓ Ò˙Á‰‡ -
ÎÓ Â‡Î ÌË ÚÛ‰ ÌÓ ÒÚË Á‡ ÓË „Ë Ì‡ Î‡ ÔË fl‚fl‚‡ÌÂ Á‡ ÔÓÂ ‰ÂÌ Ú‡Ì¯ ÒÓˆË‡Î ÌË ÔÓÏÓ ̆ Ë.
Ñ‡ ÌÂ „Ó‚Ó ËÏ, ˜Â ÒÎÛ ̃ ‡È ÌÓ ÚÓ Ò˙‚Ô‡ ‰Â ÌËÂ Ì‡ ÓÔ˙ ‚‡ ÌÂ ÚÓ Ì‡ 35 Í‚.Ï ·ËÎ ·Ó‰ Ò ÏÂÒÚ -
ÌË ÚÂ ËÁ·Ó Ë ÔÂÁ 2003 „. ÔÂ ‰ËÁ ‚Ë Í‡ Ó·flÒ ÌÂ ÌËfl Ò ˘‡·‡ (Ò˙˘Ó Â‰ËÌ ‚Ë‰ ·Ë „‡ ‰‡) Ì‡
‚Â˜Â ·Ë‚ ̄ Ëfl ÒÓÙËÈ ÒÍË ÍÏÂÚ – Ò˙˘Ó ëÚÂ Ù‡Ì, Ë ÚÓÈ ·‡˘‡ Ì‡ ‰˙˘Â Ë... ÇÂÓ flÚ ÌÓ ÚÓ˜ÌÓ
Ú‡ÍË ‚‡ ÒÎÛ ̃ ‡È ÌÓ ÒÚË ‰Ó‚ÂÊ ‰‡Ú ‰Ó ‚ÌË Ï‡ ÌËÂ ÓÚ ÒÚ‡ Ì‡ Ì‡ ÁË ÚÂ ÎË, ËÌ‡˜Â Ó·˙„ Ì‡ ÎË
ÓÚ ÌÂ‚Â Ó flÚ ÌÓ Á‡Ï˙ ÒÂ Ì‡ Ú‡ ÂÍÎ‡ ÏÌ‡ ÒÂ‰‡ ‚ „‡‰‡, ÔÂ ‚˙ Ì‡ Î‡ ÒÂ ‚ ˆÂÌ Ú˙ Ì‡
‚ËÁÛ‡Î ÌË ÚÂ ÍÓÏÂÌ Ú‡ Ë Ì‡ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚. ÇÔÓ ̃ ÂÏ, ‚ Ú‡ÁË ÒÂ‰‡, „ÓÚÓ ‚‡ ÒflÍ‡¯
‚ÒË˜ ÍÓ ‰‡ ÔÂ „Î˙Ú ÌÂ, ÒÂ ÔÓ fl‚Ë ‰ÓÒÚ‡Ú˙ ̃ ÌÓ Ò˙ÔÓ ÚË‚ ÎÂ ÌËÂ, Á‡ ‰‡ ÌÂ ÒÂ ‰ÓÔÛ ÒÌÂ ÏÓÌ -
ÚË ‡ ÌÂ ÚÓ Ì‡ ◊ÂÍÎ‡ Ï‡ Ú‡“ Ì‡‰ çÑä, ÔËÁ Ì‡ ÚÓ Á‡ ÌÂÛ ÏÂ ÒÚÌÓ ÓÚ ÒÓ· ÒÚ‚Â ÌË Í‡ Ì‡ ◊ÔÂÚ ÌÓ -
ÚÓ“ – Ì‡È-ÏÓ˘ ÌËfl ‚ ÒÚ‡ Ì‡ Ú‡ ÏÓ·Ë ÎÂÌ ÓÔÂ ‡ ÚÓ.

ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ÔÓ‰˙Î ÊË ‡Ì‡ ÎË ÁË ÚÂ ÒË Ì‡ ÂÍÎ‡ Ï‡ Ú‡ Ò Ï‡ÌË ÔÛ Î‡ ̂ ËË ÚÂ, Ò‚‡ ÎË ÎË
ÄÎÂÍ Ò‡Ì ‰˙ II ÓÚ ÍÓÌfl ÏÛ ÔÂ‰ ç‡Ó‰ ÌÓ ÚÓ Ò˙·‡ ÌËÂ (Í‡ÚÓ ÛÊ ÔÓ ‰‡ ‰ÂÌ Á‡ ÒÍ‡·); Ò˙Ò
Ò˙ıÌÂ ̆ Ó ÚÓ ÏÂÊ‰Û ‰‚‡ Ô‡ Î‡ ÏÂÌ Ú‡ ÌË ÔÓ ÁÓ Â ̂ ‡ Ò˙‚ÒÂÏ ÌÂÏÂ Ú‡ ÙÓ Ë˜ ÌÓ Ô‡ÌÂ; ÛÊ‡ -
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sociologist Milla Mineva and the artist Luchezar Boyadjiev – worked on the project,
“Hotline for Visual Irregularities”, among other aspects. They produced and distributed a
postcard complete with a telephone number and an anonymous e-mail account whereby
members of the public could share their thoughts on visual and aesthetic irritants.

This idea served as a basis for the first open to the public discussion in the framework of
the Visual Seminar, which was held in the Sofia City Gallery in July 2003 and was dedicat-
ed to the most conspicuous visual irritants in public space – commercial advertising ema-
nating all too often aggressive or obscure messages. To attend the discussion, we invited
Dimitar Stoychev, an advertising manager, and Lilo Popov, a theorist of architecture,
together with people from prominent national media.

The discussion under the headline, “Sofia as a Sight”, presented the Visual Seminar’s
views to the audience, and raised a number of issues to do with the responsibilities of
those who create the urban visual ambience, with the city’s historical memory, with the
fluctuating concept of public space and the rights upon it. The questions snowballed in
the course of debate while it was becoming clear the project had managed to hit a num-
ber of painful spots and unresolved issues on which many of those in the audience had
their own viewpoints. The topics were based on the selection of cityscape photographs
and digital montages made by Luchezar Boyadjiev. The scholarship holders presented
their projects yet our desire to discuss advertising strategies never materialized on
account of, as it turned out, most advertising approaches being “imports” The attending
advertising manager argued that the city is doomed to be a free for all area for those who
pay. In the course of a heated debate most of the audience insisted that the Visual
Seminar should petition local authorities against “visual irregularities”.

The demo part of the seminar kicked off with Luchezar Boyadjiev’s project, “Hot City Visual”
on the “Sofia as a Sight” topic. One part of it – a huge billboard with radiant, obviously smil-
ing and happy Roma faces from the “Stephan’s Brigade (and His Sons-in-Law)”, material-
ized the author’s idea to provide a chance to under-the-counter local businesses to get
advertised on an equal footing with international corporations. The day labourer Stephan,
father of daughters, was put on show together with his sons-in-law and his “HQ” address in
Sofia, Macedonia Square-north, for the first time in a central spot in town – on top of the
National Art Gallery façade (the former Royal Palace). This unusual view of the Roma com-
munity outside its “natural element” – the neighborhoods/ghettos, favorites of Bulgarian or
foreign reporters and politically correct figures especially during canvassing times - resulted
in unforeseen challenges. The smile on Stephan’s billboard face was obviously broad
enough to trigger suspicions of easy life and wealth so much so that the real Stephan had a
hard time receiving his monthly social allowances package. Besides, the accidental coincid-
ing of the 35 sq. meters billboard with the 2003 local elections led to demanding explana-
tions by the staff (also a kind of “brigade”) of the now ex- Sofia mayor – his name being
Stephan, and a father of daughters, too… It might be details like these that captured the
attention of an audience otherwise case-hardened by the unbelievably filthy advertising land-
scape of Sofia chosen as the target of Boyadjiev’s visual comments. By the way, it was pre-
cisely this “anything goes” environment that put up resistance strong enough to disallow the
mounting of Boyadjiev’s billboard on top of the Palace of Culture’s roof: it was seen unfit by
the spot’s owner, the most powerful national mobile operator.

Luchezar Boyadjiev carried on his unpicking of Sofia’s advertising practices by a few
manipulations, e.g. the dismounting of Alexander ßß off his horse just in front of the
National Assembly (as a fake metal recycling robbery), the rather non-metaphorical laun-
dry hanging out to dry between two parliamentary windows, the atrocious obituary notices
at the height of the former Party House (the ex-headquarters of the Central Committee of
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Òfl ‚‡ ̆ Ë ÚÂ ÌÂÍÓ ÎÓ ÁË Ò ‚ËÒÓ ̃ Ë Ì‡ Ú‡ Ì‡ ·Ë‚ ̄ Ëfl è‡ ÚË ÂÌ ‰ÓÏ – ◊ÇÒÂÍË ÏÓÊÂ ‰‡ Á‡Í‡ ̃ Ë
‚ÒË˜ ÍÓ ‚ ëÓÙËfl, ÒÚË„‡ ‰‡ ÔÎ‡ÚË Ì‡ ÒÓ· ÒÚ‚Â ÌË Í‡ Ì‡ Ù‡Ò‡ ‰‡ Ú‡...“, ÔË¯Â ã˙˜Â Á‡ ÅÓfl‰ -
ÊË Â‚. åÓÊÂ ÚÓ‚‡ Ë ‰‡ ÌÂ Â Ò˙‚ÒÂÏ Ú‡Í‡, ÒÎÂ‰ Í‡ÚÓ, ‡Á ‚Ë ‚‡È ÍË ÚÂÁ‡ Ú‡ ÒË Á‡ ÍÓ ÔÓ -
‡ ÚË‚ ÌÓ ÚÓ Ë Ï‡ı ÎÂÌ ÒÍÓ ÚÓ ÎÓ„Ó, ÚÓÈ Ú˙ „‚‡ ‰‡ Ì‡Û ̄ Ë Ì‡·˙ ÁÓ ËÁ„‡ ‰Ë ÎË ÒÂ ÈÂ‡ -
ıËË, Á‡ ‰‡ Í‡˜Ë ‚˙ıÛ Ò„‡ ‰‡ Ú‡ Ì‡ ·ÓÎ ÌË ̂ ‡ Ú‡ ◊èËÓ „Ó‚“ ÎÓ„Ó ÚÓ Ì‡ Í‚‡ Ú‡Î ÌËfl ÍÎ˛ -
˜‡, „Â Â ̆ Ó ‚ Á‡Ô‡ ÁÂÌ ÓÚ Ò‡ÏËfl ÍÎ˛ ̃ ‡ ◊¯ËÙÚ“, Ï‡ÎÍÓ ÔÓ-Â‰Ó ÓÚ Ò˙ÒÂ‰ ÒÚ‚‡ ̆ Ó ÚÓ
ÎÓ„Ó Ì‡ PHILIPS. Ñ‡‰Â ÌËflÚ ÍÎ˛ ̃ ‡, ‚ Í‡fl Ì‡ Í‡ Ë ̆ ‡ Ú‡, Â ÌÂ ÔÓ-Ï‡ÎÍÓ ËÁ‚Â ÒÚÂÌ Ë
ÔÓÎÂ ÁÂÌ ‚ Í‚‡ Ú‡ Î‡ ÒË ÓÚ ıÓÎ‡Ì‰ ÒÍ‡ Ú‡ ÙËÏ‡. àÌ‡˜Â, ÓÚ „ÎÂ ‰Ì‡ ÚÓ˜Í‡ Ì‡ ÚÂÍÛ ̆ ‡ Ú‡
ÎÓ„Ë Í‡, Ì‡‰ ÔËÒ˙Ú ◊èÂ ÁË ‰ÂÌÚ ÄÑ“ Ì‡‰ ÒÚ‡ ÎËÌ Í‡ Ú‡ Ì‡ ÔÂ ÁË ‰ÂÌÚ ÒÚ‚Ó ÚÓ, ÒÚÓË Ò˙‚ÒÂÏ
Ì‡ ÏflÒÚÓ.

èÓ ÚË ‚Ó ÔÓ ÒÚ‡ ‚fl ÌÂ ÚÓ ‚ „‡‰‡ ÏÂÊ‰Û ÏÂÊ‰Û „ÓÂ Ë ‰ÓÎÛ, ÏÂÊ‰Û ÏÂÒÚÌÓ Ë Ò‚Â ÚÓ‚ ÌÓ,
Í‡ÍÚÓ Ò‡ ÒËÚÛË ‡ ÌË ÚÂ ‰ÌÂÒ, ÔÂ‰ ÒÚÓË ÚÂÔ˙ ‚‡ ‰‡ ÒÂ Ó·„Ó ‚‡ fl Ë ‚ ·˙‰Â ̆ Â ˘Â Ò·Î˙ ÒÍ‡
‰ÓÒÚ‡Ú˙ ̃ ÌÓ ◊Ë‰Â ‡ ÎË Ë ËÌÚÂ Â ÒË“. ÇÂÓ flÚ ÌÓ Á‡ ‰‡ ÒÂ ËÁ·Â„ ÌÂ ÔÂ ÍÓ ÏÂ Ì‡ Ú‡ ÓÒÚÓ Ú‡
Ì‡ Ò·Î˙Ò˙ Í‡, ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ÔÂ‰ Î‡ „‡ Ë ËÁ„‡Ê ‰‡ ÌÂ Ì‡ ÌÓ‚Ë ÊËÎË˘ ÌË ÍÓÏ ÔÎÂÍ -
ÒË, ËÎ˛ ÒÚË ‡ ̆ Ë ÔÂ‰ ÔÓ ̃ Ë Ú‡ ÌËfl Ú‡ Ì‡ Ó·Ë Ú‡ ÚÂ ÎË ÚÂ ÒË – ÊÍ ◊ÅËÚ˙ÎÒ“, ÊÍ ◊åËÎ‡ êÓ‰Ë -
ÌÓ“, ÊÍ ◊åÓÚÓ-èÙÓÂ“...

åËÎ‡ åËÌÂ‚‡ ÓÁ‡ „Î‡ ‚Ë ÔÓ ÂÍ Ú‡ ÒË ◊Å‡Î Í‡ ÌË ÚÂ Í‡ÚÓ ÚÛË ÒÚË ̃ Â ÒÍË „ÎÂ‰ ÍË“ Ë ÒÂ Á‡Â Ò
ËÁÒÎÂ‰ ‚‡ ÌÂ Ì‡ ÒÓÙËÈ ÒÍ‡ Ú‡ ÔÓ˘ÂÌ ÒÍ‡ Í‡ ÚË˜ Í‡. èË åËÎ‡ åËÌÂ‚‡ Í‡ ÚË˜ Í‡ Ú‡/‰ÓÍÛ -
ÏÂÌÚ Â ˜‡ÒÚ ÌÂ ÚÓÎ ÍÓ ‚‡ ÓÚ ‡Á Í‡Á Á‡ „‡‰‡, ÍÓÎ ÍÓ ÚÓ ÓÚ Â‰Ì‡ ÂÔÂ ÁÂÌ ÚË ‡ ̆ ‡ ◊ËÁÏË -
ÒÎË ̂ ‡“. í‡ÁË ËÁÏË ÒÎË ̂ ‡ Úfl ÔÓ‰Â Îfl Ì‡ 3 ˜‡ÒÚË – ÒÎÂ‰ éÒ‚Ó ·ÓÊ ‰Â ÌËÂ ÚÓ, ÍÓ„‡ ÚÓ ëÓÙËfl
‚ÒÂ Ó˘Â ÒÂ ·ÂÎÂ ÊË Ò ÍÛÎÚÛ ÌÓ ÚÓ ÙÂÌ ÒÍÓ Sophie, ‡ ◊„‡‰ ÒÍÓ ÚÓ“ ÒÂ ‡‚ Ìfl ‚‡ Ì‡ ◊ÔÓ -
„Â ÒË‚ ÌÓ“ ‰Ó ÔÓ ÏÂ ÌË ÚÂ ÒÎÂ‰ 1944 „.; ÓÚ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍÓ ‚ÂÏÂ – Â„Î‡ ÏÂÌ ÚË ‡ Ì‡ Ú‡
ÔÓ ‰ÛÍ ̂ Ëfl Ì‡ îÓÚÓ ËÁ ‰‡Ú, Ì‡ÒÚÓ fl‚‡ ̆ ‡, ˜Â ëÓÙËfl Â ÏflÒÚÓ Á‡ ÓÚ‰Ëı Ë ÔÓ˜Ë ‚Í‡; Ë
Ì‡ÎË˜ ÌË ÚÂ ‰ÌÂÒ ÔÓ˘ÂÌ ÒÍË Í‡ ÚË˜ ÍË, ‚ ÍÓËÚÓ ÒÂ Ì‡ÏË ‡ ÏflÒÚÓ Á‡ ‚ÒÂÍË Ë ‚ÒË˜ ÍÓ.

ì‰Ë ‚Ë ÚÂÎ ÌÓ Â ÍÓÎÍÓ ·˙ÁÓ ÒÎÂ‰ 1989 „., ‡ÍÓ ˜Ó‚ÂÍ ÒÂ ‚„ÎÂ ‰‡ ‚ Ï‡ÚÂ Ë ‡ Î‡, Ò˙·‡Ì ÓÚ
åËÎ‡ åËÌÂ‚‡, ëÓÙËfl ÒÂ Â ‚˙ Ì‡ Î‡ Í˙Ï ÛÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ ·ÂÁ ‡Á ·Ó ÂÌ, ‚ÂÓ flÚ ÌÓ ◊ÓË ÂÌ -
Ú‡Î ÒÍË“ ‚ ÔÂ‰ ÒÚ‡ ‚fl ÌÂ ÚÓ ÒË „‡‰. ÑÓË ‰ÓÒ ÍÓ Ó¯ Ì‡ Ú‡ ÒÏÂ ÒË ̂ ‡, ‰ÓÒÚÓÈ Ì‡ Á‡ ‚˙Á ıË -
˘Â ÌËÂ – Ò˙ÒÂ‰ ÒÚ‚Ó ÚÓ ‚˙ıÛ ÔÎ. ◊ãÂÌËÌ“ Ì‡ Í‡ÚÂ ‰‡Î ÌËfl ı‡Ï ◊ë‚. çÂ‰Â Îfl“ (‰ÂÈ -
ÒÚ‚‡˘!) Ò ‰Ê‡ ÏËfl Ú‡ Å‡Ìfl-·‡¯Ë, ÔÎ˛Ò ·ÎËÁ ÍÓ ÒÚÓfl ̆ ‡ Ú‡ Ì‡ ÛÎ. ◊Ç‡¯ËÌ„ ÚÓÌ“ ◊Ì‡È-„ÓÎfl -
Ï‡ Ì‡ Å‡Î Í‡ ÌË ÚÂ“ ÒËÌ‡ „Ó „‡, Â ÛÒÔfl Î‡ ‰‡ ÒÂ ÔÂ ‚˙ ÌÂ ‚ ‡ÎÓ „Ë˜ ÌÓ ÒÚÛÔ ‚‡ ÌÂ Ì‡ Î˙ÊÓ‚ -
ÌË Ó·‡ ÁË. à ÒflÍ‡¯ ‚ Í‡ ÚË˜ ÍË ÚÂ Â Á‡„Û ·ÂÌ ·ÂÁ ‚˙Á ‚‡Ú ÌÓ ÒÏË Ò˙Î˙Ú, ÚÓ˜ÌÓ ËÁÂ ̃ ÂÌ ‚
Â‰Ì‡ ÂÔË „‡ Ï‡ ÓÚ 80-ÚÂ – ◊ÇÂ˜Â ÒÏÂ Ò Ö‚Ó Ô‡ ‚ ÚÓÌ, ÒÂ˘Û ãÂÌËÌ – òÂ‡ ÚÓÌ“, ÌÂ
Ò‡ÏÓ Á‡‡ ‰Ë Á‡Ïfl Ì‡ Ú‡ Ì‡ Ô‡ÏÂÚ ÌË Í‡ Ì‡ ãÂÌËÌ Ò ÂÍÎÂÍ ÚË˜ ÌËfl ◊ÁÌ‡Í Ì‡ ëÓÙËfl“ (ë‚.
ëÓÙËfl, ÄÎËÒ‡, ä‡Í‡ Ú‡ Ë Ú.Ì.). ë‚Ó ·Ó‰ ÌÓ ÚÓ Ò˙˜Â Ú‡ ‚‡ ÌÂ Ì‡ ËÒÚÓ ËË, Ò„‡ ‰Ë, Ì‡‚Ë Ë
Ò‚Ë ‰Â ÚÂÎ ÒÚ‚‡ ‚˙ıÛ Í‡ ÚË˜ ÍË, ‰ÌÂÒ ÔË ‰Ó ·Ë ‚‡ Ò˙‚ÒÂÏ ‡Á ÎË ̃ ÂÌ ı‡‡Í ÚÂ – ı‡Ó ÚË ̃ ÂÌ,
Ô‡Á‡ ÂÌ, Ò ÌÂÛ ·Â ‰Ë ÚÂÎ Ì‡ ÔÂ ÚÂÌ ̂ Ëfl Á‡ „Ó ‰ÓÒÚ Ë ·Ó„‡Ú ÒÚ‚Ó. Ñ˙Î ÊË ÏÓ ÚÓ Úfl· ‚‡ ‰‡ ÒÂ
ÓÚ‰‡ ‰Â Ë Ì‡ Ò˙‚Â ÏÂÌ ÌË ÚÂ ÚÂı ÌË ̃ Â ÒÍË ÒÂ‰ ÒÚ‚‡ – ÓÔË ÚË ÚÂ ‰‡ ÒÂ Á‡ÒÌÂ ÏÂ ËÁ„ÎÂ‰ Ì‡
ÌflÍÓfl ÓÚ ÂÏ·ÎÂ Ï‡ ÚË˜ ÌË ÚÂ Ò„‡ ‰Ë Ì‡ ëÓÙËfl, ÔË Ò˙ ÒÚ‚‡ ̆ Ë ÔÓ Í‡ ÚË˜ ÍË ÚÂ ◊ˆÂÎË“ ÔÂÁ
ÔÂ ‰Ë¯ ÌË ÔÂËÓ ‰Ë, ËÁ„ÎÂÊ ‰‡Ú Ó·Â ̃ Â ÌË ·ÂÁ ÔÓ˜Ë ÒÚ‚‡ ÌÂ ÓÚ „‡‰ ÒÍÓ Á‡Ï˙ Òfl ‚‡ ÌÂ ‚˙‚
ÙÓÚÓ ̄ ÓÔ. Ä ÒÚ˙Ô Í‡ Ú‡ ÓÚ ÔÓ˜Ë ÒÚ‚‡ ÌÂ Ì‡ Â‡Î ÌË Ë ÏÂÚ‡ ÙÓ Ë˜ ÌË „‡‰ ÒÍË ËÁÎË¯˙ ̂ Ë ‰Ó
Ò˙Á‰‡ ‚‡ ÌÂ ÚÓ Ì‡ ÌÓ‚‡ ËÁÏË ÒÎË ̂ ‡ ËÁ„ÎÂÊ ‰‡ Ì‡ËÒÚË Ì‡ Ï‡ÎÍ‡.

Ç˙‚ ‚ÚÓ Ëfl ÒË ‰Â·‡Ú ◊ÇËÊ ‰‡ ÚÂ ÎË ëÓÙËfl?“ (ÏÓ‰Â Ë ‡Ì, Í‡ÍÚÓ Ë ÔÂ ‰Ë¯ ÌËflÚ, ÓÚ ÄÎÂÍ -
Ò‡Ì ‰˙ ä¸Ó ÒÂ‚) ÔÂÁ ÓÍÚÓÏ ‚Ë 2003 „. ‚ Á‡Î‡ Ú‡ Ì‡ É¸ÓÚÂ-ËÌÒÚË ÚÛÚ, ÇËÁÛ‡Î ÌËflÚ ÒÂÏË -
Ì‡ ÒÂ Ó·˙ Ì‡ Í˙Ï Ú‡ÈÌ ÒÚ‚Â Ì‡ Ú‡ Ï‡¯Ë Ì‡ Ì‡ ‚Î‡ÒÚ Ú‡ ‚ Â‰ËÌ ÓÚ Ì‡È-ÛflÁ ‚Ë ÏË ÚÂ Á‡ ÌÂfl
ÏÓÏÂÌ ÚË – ‰‚Â ÒÂ‰ ÏË ̂ Ë ÔÂ‰Ë ÏÂÒÚ ÌË ÚÂ ËÁ·Ó Ë. èÓÍ‡ ÌÂ ÌË ·flı‡ ˜ÂÚË Ë Ï‡ Ú‡ ÓÒÌÓ‚ ÌË
Í‡Ì ‰Ë ‰‡ ÚË Á‡ ÍÏÂÚ ÒÍÓ ÚÓ ÏflÒÚÓ (ã˛·ÂÌ ÑËÎÓ‚-ÒËÌ, ç‡‰ÂÊ ‰‡ åËı‡ÈÎÓ‚‡, ëÚÂ Ù‡Ì
ëÓÙË flÌ ÒÍË Ë ëÚÓflÌ ÄÎÂÍ Ò‡Ì ‰Ó‚), Á‡ ‰‡ ÒÂ Ó·Ò˙ ‰flÚ ‚ËÁÛ‡Î ÌÓ ÚÓ Ò˙ÒÚÓfl ÌËÂ Ì‡ „‡‰‡,
Ô˙Î ÌÓ ÏÓ ̆ Ëfl Ú‡ Ë ÓÚ„Ó ‚Ó ÌÓ ÒÚË ÚÂ Ì‡ Ó·˘Ë Ì‡ Ú‡ Ë Ô‡ ‚‡ Ú‡ Ì‡ „‡Ê ‰‡ ÌË ÚÂ. ÉÓÒÚË ÚÂ ·flı‡
ÔÂ‰ ‚‡ Ë ÚÂÎ ÌÓ ÔÓ‰ „ÓÚ ‚Â ÌË Ò Ï‡ÚÂ Ë ‡ ÎË Á‡ ÔÓ ÂÍ Ú‡ Ë ÔÓÂ ‰Ë ̂ ‡ ‚˙ÔÓ ÒË Í‡ÚÓ ◊ÄÍÓ ÒË
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚. ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ ◊ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰“, 2003

Luchezar Boyadjiev. Fellowship project “Hot City Visual”, 2003 
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åËÎ‡ åËÌÂ‚‡. ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ ◊Ñ‡ ÒË ËÁÏËÒÎË¯ ëÓÙËfl Í‡ÚÓ „ÎÂ‰Í‡“, 2003. 
ëÓÙËÈÒÍË ÔÓ˘ÂÌÒÍË Í‡ÚË˜ÍË ÔÂÁ ‡ÁÎË˜ÌË ÔÂËÓ‰Ë ÓÚ ËÁÒÎÂ‰‚‡ÌÂÚÓ

Milla Mineva. Fellowship project “Conceiving Sofia as a Sight”, 2003. 
Sofia’s postcards from different periods from research project
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the Bulgarian Communist Party, now the seat of MPs’ offices): “Anybody can put up any-
thing in Sofia as long as he paid the building’s owner”, wrote Boyadjiev. It may not be
quite like that, though: further developing his assumption of the multinational and the
neighborhood logo, Luchezar went on and cut through hierarchies so hastily scrambled
together by mounting the local locksmith’s logo on top of Pirogov Emergency Health Care
Hospital where it glittered in a handwritten font size selected by the locksmith himself to
be somewhat larger than the PHILIPS logo just next. At the end of the day, in his own
neighborhood the locksmith is no less useful or celebrated than the Dutch heavyweight.
And the caption “President Ltd.” is not, these days, out of place at all, next to the presi-
dency compound typical for the Stalin’s times building.

Today’s urban juxtapositions of up and down, local and international will be vigorously dis-
cussed precipitating quite a few clashes of ideals or interests. In an apparent attempt to
cushion those Boyadjiev suggests the erection of new residential areas with names epito-
mizing the predilections of their inhabitants: the Beatles Borough, the Fatherland Borough,
the Moto-Phoe Borough, etc.

Milla Mineva entitled her project, “The Balkans as a Tourist Sight”, and has set out on a
historic research of the Sofia postcard. For her, the postcard documents a “representing
contraption” of its time rather than a true story of the city. In Sofia’s case, this contraption
is historically divided into three parts: the first one is right after the liberation from the
Ottoman Empire when Sofia was still designated with the haute-cultured French “Sophie”
whereas “urban” is equivalent to “progressive”. The second part stretched from 1944 to
1989, the Socialist era, with the stiffly standard output of Photoizdat2 all the while insisting
Sofia was a place for holidays and recreation. The third period came after 1989, an era of
“anything goes”.

Taking a closer look at the material collected by Mineva, one is astonished how rapidly
Sofia has returned to its feel of a haphazard place in the aftermath of 1989, probably “ori-
ental” in its representations. And even the admirable blend of yesterday – the proximity
within the Lenin square between Sveta Nedelia cathedral (acting!), Bania-Bashi mosque
and the biggest synagogue on the Balkans on Washington Street – has somehow man-
aged to transform into an illogical clutter of fake images. Today’s postcards seem to have
irredeemably lost some meaning formulated in a rhyme from the 80’s: “With Europe we
are now in tone, just across from Lenin (the monument of…) we put the Sheraton (Hotel)”,
not only on account of the eclectic sign of Sofia (St. Sophia, Alice3, the elder sister, etc.)
having substituted for Lenin’s monument. The liberal collages of histories, buildings, social
mores and evidences across postcards have a different flavor nowadays – that of chaos,
hurried market orientation and unconvincing claims on pride and wealth. Account should
also be taken of modern techniques: the attempts to sell most of the landmark Sofia build-
ings (featured “wholesale” in the postcards of the past) as attractive views would have
been doomed had it not been for the urban grime sanitizing done with the help of
Photoshop software. And sanitizing Sofia of real and metaphorical excesses only seems
like a tiny step away from a new “contraption”.

In its second debate under the headline ”Can you see Sofia?”, as in the first one moderat-
ed by Alexander Kiossev in October, 2003 in the Goethe Institute, the Visual Seminar
focused its sights on the secretive machine of political power at its most vulnerable – two
weeks prior to local elections. As guests were invited the four major runners for the
mayor’s office: Liuben Dillov Jr., Nadejda Michailova, Stephan Sofianski and Stoyan
Alexandrov. They were challenged to discuss the visual plight of the city, the prerogatives
and responsibilities of the City Council and the rights of citizens. The guests had been
handed out project materials and strings of questions in advance, e.g. “If you were buying
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ÍÛÔÛ ‚‡ ÚÂ ËÎË ÒÚÓ Ë ÚÂ Í˙˘‡, Í‡Í˙‚ ÒÚËÎ ·ËıÚÂ ËÁ·‡ ÎË – Ì‡ˆËÓ Ì‡ ÎÂÌ, Ú‡ ‰Ë ̂ ËÓ ÌÂÌ,
ÙÛÚÛ Ë ÒÚË ̃ ÂÌ ËÎË ÒÛÔÂ ÎÛÍÒÓÁ ÂÌ ◊·‡Ó ÍÓ‚“ ÇÂ Ò‡ ̃ Â?“. Åflı‡ ÔÓÏÓ ÎÂ ÌË ‰‡ ÔÓÏË ÒÎflÚ
Á‡ Î˛·Ë ÏË ÚÂ ÒË ÏÂÒÚ‡ ‚ ëÓÙËfl Ë ‰‡ ÔÂ ̂ Â ÌflÚ ‰‡ÎË ÔÂÁ ÔÓÒÎÂ‰ ÌË ÚÂ „Ó‰Ë ÌË ÚÂÁË
ÏÂÒÚ‡ Ò‡ ÒÂ ÔÓ ÏÂ ÌË ÎË – Í‡Í Ë Á‡˘Ó? èÓÔË Ú‡ ÌË ·flı‡ Á‡ Î˛·Ë ÏË ÚÂ ËÏ „‡ ‰Ó ‚Â ‚ ˜ÛÊ -
·Ë Ì‡. Ç˙ÔÓ ÒË ÚÂ ·flı‡ ÎÂÒÌË – ËÁ·Â„ Ì‡ ÚË ·flı‡ ÔÓÎË ÚË ̃ Â ÒÍË ÔÓ‰ ıÎ˙ Á‚‡ ÌËfl, ‰ËÒ ÍÛ Ú‡Ì -
ÚË ÚÂ ÒÂ ÔË ‰˙ Ê‡ ı‡ Í˙Ï ÚÂÏ‡ Ú‡ Á‡ ‚ËÁÛ‡Î ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ‡ Úfl Ò‡Ï‡ ËÍÓ ̄ Ë ‡ ̄ Â
Í˙Ï ‰‡‰Â ÌË ÔÓÎË ÚË ̃ Â ÒÍË ÔÓ ·ÎÂ ÏË. éÔË Ú˙Ú ‚ÒÂ Ô‡Í ·Â ÌÂ ÚÓÎ ÍÓ ‚‡ ‰‡ ÒÂ Á‡ÚÛ‰ ÌflÚ
ÔÓÎË ÚË ̂ Ë ÚÂ Ë ÔÂ‚ ˙ ̆ ‡ ÌÂ ÚÓ Ì‡ ‰Â·‡ Ú‡ ‚ ËÁÔËÚ, ÍÓÎ ÍÓ ÚÓ ‰‡ ÒÂ Á‡ÔÓÁ Ì‡flÚ Ò ‡Á ÎË˜ ÌË
ÏÌÂ ÌËfl ÔÓ ÓÚÌÓ ̄ Â ÌËÂ Ì‡ „‡‰‡ Í‡ÚÓ ˆflÎÓ.

á‡ Ô˙‚Ë Ô˙Ú ‚ Í‡Ï Ô‡ ÌËfl Ú‡ Í‡Ì ‰Ë ‰‡Ú-ÍÏÂ ÚÓ ‚Â ÚÂ ÒÂ ÓÍ‡ Á‡ ı‡ ‚ ÒËÚÛ‡ ̂ Ëfl, ÍÓflÚÓ ËÁËÒ -
Í‚‡ ̄ Â ‰‡ ËÁÍ‡ Ê‡Ú ÎË˜ÌÓ ÏÌÂ ÌËÂ ÔÓ ÌflÍÓË ‚˙ÔÓ ÒË. èÂ‰ ÎÓ ÊÂ Ì‡ ·Â Â‰Ì‡ Ò˙‚ÒÂÏ
ÓÚ‰ÂÎ ÌÓ Ò˙˘Â ÒÚ‚Û ‚‡ ̆ ‡ ÚÂÏ‡ Á‡ „‡‰ ÒÍ‡ Ú‡ ‚ËÁËfl, Í˙Ï ÍÓflÚÓ ·Ë Úfl· ‚‡ ÎÓ ‰‡ ËÏ‡Ú
ÓÚÌÓ ̄ Â ÌËÂ ‚ÒË˜ ÍË „‡Ê ‰‡ ÌË – ‡ÍÓ ÌflÍÓË ÓÚ Úflı Â‡ „Ë ‡Ú Ì‡ ‡‚ ÌË ̆ Â ÚÓ ◊ı‡Â Ò‚‡Ï/ÌÂ
ı‡Â Ò‚‡Ï“, ÚÓ ‰Û„Ë Ò‡ ‚ Ò˙ÒÚÓfl ÌËÂ ‰‡ ÔÂ‰ ÎÓ Ê‡Ú ‡ÎÚÂ Ì‡ ÚË ‚Ë, Â¯Â ÌËfl, ÙÓ ÏÛ ÎË ‡ -
ÌË „ÎÂ ‰ÌË ÚÓ˜ÍË. èÓ Ë‰Âfl Ì‡ àËÌ‡ ÉÂÌÓ ‚‡ ·Â Ó„‡ ÌË ÁË ‡Ì ÔÓÍ‡Á Ì‡ ËÁ„ÎÂ ‰Ë ÓÚ ÒÚÓ -
ÎË ̂ ‡ Ú‡ – Ì‡ˆËÓ Ì‡Î ÌÓ ÚÓ ÍÛÎÚÛ ÌÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó Ë ÏÓ‰Â ÌË ÒÚË˜ Ì‡ ‡ıË ÚÂÍ ÚÛ ‡; Ô‡Á‡ Ì‡ -
Ú‡ ÂÍÎ‡ Ï‡, Ó·‡Á˙Ú Ì‡ ÊÂÌ‡ Ú‡ ‚ ÌÂfl Ë Ó·‡ ÁË ÚÂ Ì‡ ÏÂ˜ ÚË ÚÂ; ËÁÍÛ ÒÚ‚Ó ÚÓ ‚ ÔÛ·ÎË˜ ÌÓ -
ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ë Ô‡ ‚Ó ÚÓ Ì‡ ‚ÍÛÒ; ‚˙ÁÏÓÊ Ì‡ ÎË Â ‚ËÁÛ‡Î Ì‡ ÔÓÎË ÚË Í‡ ‚ „‡‰ ÒÍ‡ Ú‡
ÒÂ‰‡, ÔË ÍÓÈÚÓ Û˜‡ÒÚ ÌË ̂ Ë ÚÂ Á‡fl‚fl ‚‡ ı‡ Í‡Í‚Ó Ì‡ÏË ‡Ú Á‡ ‚ËÁÛ‡Î ÌÓ ÌÂÂ‰ ÌÓ ‚ ÒÎÛ -
˜‡fl. ä‡Ì ‰Ë ‰‡Ú-ÍÏÂ ÚÓ ‚Â ÚÂ ÒÂË ÓÁ ÌÓ ÒÂ ‡Á ‰Â ÎË ı‡ ‚ ÏÌÂ ÌËfl Ú‡ Á‡ „‡‰‡ ÓÚ ÒÛÔÂ Î‡ ÚË ‚Ë
Á‡ ÌÓ˘ ÌËfl ÏÛ ÊË‚ÓÚ ‰Ó Ó·flÒ ÌÂ ÌËfl, ˜Â „‡ ‰˙Ú Úfl· ‚‡ ‰‡ ‚˙‚Ë Ì‡ÔÂ‰, Ô‡ÏÂÚ ÌË ̂ Ë Ì‡
ÔÓ˜ÚË ‚ÒÂÍË ÊÂÎ‡ Â˘ ÏÓ„‡Ú ‰‡ ÒÂ ÔÓÒÚ‡ ‚flÚ Ì‡‚ Òfl Í˙ ‰Â, ‡ÍÓ Á‡ ÚÓ‚‡ ÒÂ Ì‡ÏÂ flÚ Ô‡Ë...
êÂÔÎË Í‡ Ú‡ Ì‡ ÒÚÓ ÎË˜ ÌËfl ÓÏ·Û‰ ÒÏ‡Ì ÄÌÚÓ‡ ÌÂ Ú‡ ñÓÌÂ ‚‡ Á‡ ÒÍË ÚË ÔË ‚‡ ÚË Á‡ ̂ Ë ÓÌ ÌË
ËÌÚÂ Â ÒË, ÍÓÌ ÙÎËÍ ÚË Ì‡ ÒÓ· ÒÚ‚ÂÌ ÌÓÒÚ Ú‡ Ë ÎËÔ Ò‡ Ú‡ Ì‡ Ô‡ ‚ËÎ ÌË ̂ Ë ÌÂ Á‡‰˙ Ê‡ ı‡ ‚ÌË -
Ï‡ ÌËÂ ÚÓ Ì‡ Í‡Ì ‰Ë ‰‡Ú-ÍÏÂ ÚÓ ‚Â ÚÂ, ÌÓ ‡Á ‚˙Î ÌÛ ‚‡ ı‡ ‡Û‰Ë ÚÓ Ëfl Ú‡. ÑÂ·‡ Ú˙Ú Á‡‚˙ ̄ Ë Ò˙Ò
ÒËÏ ‚Ó ÎË˜ ÌÓ „Î‡ ÒÛ ‚‡ ÌÂ Ì‡ ‡Û‰Ë ÚÓ Ëfl Ú‡ Á‡ Í‡Ì ‰Ë ‰‡Ú-ÍÏÂÚ ◊Ò Ì‡È-‰Ó·Ó Á‡ „‡‰‡ ÓÍÓ“
(ÔÓ Ë‰Âfl Ì‡ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚). ÉÎ‡ ÒÛ ‚‡ ÌÂ ÚÓ, ‚ÔÓ ̃ ÂÏ, ·Â ‰ÓÒÚ‡Ú˙ ̃ ÌÓ ÌflÍÓË ÏÂ‰ËË
‰‡ „Ó ÔËÂ Ï‡Ú Á‡ ÔÓÍ‡ Á‡ ÚÂÎ ÌÓ Ë ‰‡ ÔÛ·ÎË ÍÛ ‚‡Ú ÂÁÛÎ Ú‡ ÚË ÚÂ ÏÛ...

ìÒÔÓ Â‰ ÌÓ Ò ‰Â·‡ Ú‡ ÒÂ Â¯‡ ‚‡ ̄ Â Ë ‰Û„‡ Á‡‰‡ ̃ ‡ – ÔÂ‰ ÒÚ‡ ‚fl ÌÂ ÔÂ‰ ÔÓÎË ÚË ̂ Ë ÚÂ Ì‡
ËÌÚÂ ÎÂÍ ÚÛ ‡Î Ì‡ Ú‡ Ë ‡ÚË ÒÚË˜ Ì‡ Ó·˘ÌÓ ÒÚË, ÚÛ‰ ÌÓ ‡Á ÔÓÁ Ì‡ ‚‡ Â ÏË Á‡ Úflı Ì‡ ÚÓÁË ÂÚ‡Ô.

ÑËÒ ÍÛ ÒËfl Ú‡ ÔÓ‚ÎËfl Ë ‚˙ıÛ ÒÎÂ‰ ‚‡ ̆ Ë ÚÂ ÚÂÏË, ÔÂ‰ ÎÓ ÊÂ ÌË Ì‡ ÔÓÚÂÌ ̂ Ë‡Î ÌË ÒÚË ÔÂÌ -
‰‡Ì ÚË: ◊É‡ ‰˙Ú: ÍÛÎÚÛ ÌÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó Ë ÌÓÒÚ‡Î „Ëfl Ú‡“ Ë ◊é·‡ ÁË Ì‡ ÚÛ‰‡, Ó·‡ ÁË Ì‡
ÍÓÌ ÒÛ Ï‡ ̂ Ëfl Ú‡“. àÁ·‡ ÌË ÚÂ – ıÛ‰ÓÊ ÌË Í˙Ú ä‡ ÒË ÏË íÂ ÁËÂ‚ Ë ë‰Û ÊÂ ÌËÂ Á‡ „‡‰ ÒÍË
ËÁÒÎÂ‰ ‚‡ ÌËfl Ò˙Ò ÒÂ‰ ÒÚ‚‡ Ì‡ ËÁÍÛ ÒÚ‚‡Ú‡ X-tendo – ÔÂ‰ ÎÓ ÊË ı‡ Ë ‚ ‰‚‡Ú‡ ÒÎÛ ̃ ‡fl
ÔÓÂÚË˜ ÌÓ-ÌÓÒÚ‡Î „Ë˜ ÌÓ Ó·˙ ̆ ‡ ÌÂ Í˙Ï „‡‰‡, Í˙Ï Ó·˙ Í‡ ÌÓ ÚÓ ÏÛ ‚ Ó˜ËÚÂ Ì‡ ÏÎ‡ ‰Ë ÚÂ
‡‚ÚÓ Ë ÏËÌ‡ ÎÓ. é˘Â ÔÓ‚Â ̃ Â, ˜Â Ë íÂ ÁËÂ‚, Ë X-tendo ËÁÔÓÎ Á‚‡Ú ÏÎ‡ ‰‡ Ú‡ Á‡ ÚÛÍ‡¯ ÌË -
ÚÂ ÛÒÎÓ ‚Ëfl, ÛÔÓ Ë ÚÓ ÌÂÔËÁ Ì‡ ‚‡ Ì‡ Á‡ ËÁÍÛ ÒÚ‚Ó ‡„Â ÒË‚ Ì‡ ‚Â ÏÂ ‚‡ ÏÂ‰Ëfl – ‚Ë‰ÂÓ ÚÓ,
ÍÓÂÚÓ ◊ÒÂ Á‡ÂÊ ‰‡“ ÓÚ „‡‰ ÒÍË ÚÂ ÒÔÓ ÏÂ ÌË.

Ç ÏÛÎ ÚË ÏÂ ‰ËÈ ÌËfl ÔÓ ÂÍÚ Ì‡ ä‡ ÒË ÏË íÂ ÁËÂ‚ ◊àÁ‚Ë ÌÂ ÚÂ, ÍÓÈ Â ÚÓÁË „‡‰?“ ËÏ‡,
Ú‡Í‡ ‰‡ ÒÂ Í‡ÊÂ, Ì‡„Î‡ ÒÂ ÌË Ë ÌÂÌ‡ „Î‡ ÒÂ ÌË ˜‡ÒÚË. çflÏ‡ ÌË˘Ó ‰Ó·‡‚ ÂÌÓ ‚˙‚ ÙËÎÏ‡
◊Ö‰ËÌ Ô‡Á‡“ Á‡ ·ËÚ‡ Í‡ (Ô‡Á‡ ‡ Ì‡ ÌÂÌÛÊ ÌË, Á‡· ‡ ‚Â ÌË Ë ÏËÁÂ ÌË ‚Â˘Ë Í‡È ëÚÓ˜ Ì‡
„‡‡, ‚ ÍÓË ÚÓ ÚÓ Ì‡ Í‡Ì‡ Î‡ Ò˙Ò Á‚Û˜ ÌÓ ÚÓ ËÏÂ ÇÎ‡ ‰‡È ÒÍ‡ ÂÍ‡), ÓÒ‚ÂÌ ÌÓÒÚ‡Î „Ë˜ ÌÓ ÚÓ
◊sans chan ge ment...“ ÓÚ ‡‰ËÓÒ‚Ó‰ Í‡ Ú‡ Á‡ ÌË‚Ó ÚÓ Ì‡ ÑÛÌ‡‚. êÂÍ‡ Ú‡ ÒË ÚÂ˜Â ÚÂ„‡ ‚Ó,
·ÂÁ ÔÓ‚Ë ̄ Â ÌËÂ, Í‡ÍÚÓ Â ÚÂ„‡ ‚‡ Ë Ú˙ „Ó ‚Ëfl Ú‡ ‰ÓÎÛ, Í˙‰Â ÚÓ ‰‡ ÒÂ ÒÌËÏ‡ ÌÂ Â ÔÂ ÔÓ ˙ -
˜Ë ÚÂÎ ÌÓ. èÓ Ïfl Ì‡ ÒÂ ÓÒ˙ ̆ Â ÒÚ‚fl ‚‡ Â‰ËÌ ÒÚ‚Â ÌÓ ‡ÍÓ ÒÂ ÔÓfl‚Ë ÔÓÎË ̂ Ëfl – ·ËÚ‡Í ̇ Ú ÒÂ
ÏÂÒÚË Ì‡ ‰Û„‡ ◊ÂÍ‡“. íÂ„‡ ‚Ó ÒÂ „ÎÂ ‰‡Ú Ë Á‡ÒÌÂ ÚË ÚÂ ËÁ ‡ÁÌË Í‚‡ Ú‡ ÎË, ÌflÍÓ „‡ ‰‚Ë -
ÊË ÎË ÒÂ ÚÓ¯ ÍË, ÙÓ„‡ ÙË ‡ ÌË Í‡ÚÓ Á‡ ÔÓ ‰‡Ê ·Â ÌË ÚÂ ÍÓÎÓÌ ÍË Ì‡ ·ÂÁ ÔÎ‡Ú ÌË ÔË ÎÓ -
ÊÂ ÌËfl – Ó˙ Ù‡Ì Ô‡Á‡ Ì‡ ÓÍÛ ̂ Â ÎË ÍÓÎË – ◊ëÚÓ ‡„Û ÏÂÌ Ú‡ Á‡ ËÁÍÛ ÒÚ‚Ó ‚ Ó·˘Â ÒÚ‚Â ÌÓ -
ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó“. èÓ ÂÍ Ú˙Ú ‰ÂÏÓÌ ÒÚË ‡ „‡‰‡ Ú‡Í˙‚, Í‡Í ̇ ‚ ÚÓ ÒÓÙËflÌ ̂ Ë „Ó ÔÓÁ Ì‡ -
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or building a house, what kind of style would you have chosen: national, traditional, futur-
istic or luxurious “baroque Versace”? They were requested to think about their favorite
spots in Sofia and discuss whether, how and why these spots have changed over the last
few years. The candidates were also asked which their favorite foreign cities were. The
questions were easy, political catch points were avoided; the participants were not edged
to depart from visual space issues, which indeed bounced off certain political issues. It
was an attempt to put across to politicians various standpoints on the city as a whole
rather than catch them off guard and turn the discussion into a pre-ballot grilling. For the
first time in a canvassing context the candidates for mayors found themselves in a situa-
tion demanding their personal opinion on a number of issues.

It was Irina Genova’s idea to display sights from the capital including national cultural her-
itage and modernist architecture; female depictions and dream imagery in commercial
advertising; arts in public space and the right to have a taste; whether visual policy is pos-
sible in Sophia’s environment, etc. In the course of display the participants spotted visual
problems in the city. The would-be mayors were seriously split in their attitudes from
superlatives about Sophia’s nightlife to explanations how the city should stride forward or
how any statue could be put just about anywhere as long as there is money to pay for it…
The comments made by Antoanetta Tsoneva, Sofia’s ombudsman, hinting at surreptitious
interests for privatizing, property ownership conflicts and the lack of rules failed to capture
the candidates’ attention but excited the audience. The debate ended with a symbolic bal-
lot among the audience for a future mayor with “the best eye for the city” (the idea was
given by Luchezar Boyadjiev). The fact voting was taking place was enough for some
media to take it as representative and publish its outcome.

Another issue was addressed in parallel with the debate: politicians came in contact with
people from the intellectual and artistic communities, with the latter currently hardly visible
for the former.

The discussion left its mark as well on the topics that were consequently suggested to
potential grants holders: “The City: Cultural Heritage and Nostalgia” and “Images of
Labor, Images of Consumption”. Either of the winners, the artist Krassimir Terziev and the
Association for City Research by the Means of Arts “X-tendo”, suggested a poetic and
nostalgic take on the city and its past, ever so confusing in the eyes of younger authors.
Besides, both Terziev and X-tendo use an aggressive time-related media, which is too
young and persistently unrecognized as an art form in local circumstances - the video
rolling out, in this case, memories of the city.

One encounters both “contrived” and “non-contrived” elements in Krassimir Terziev’s mul-
timedia project, “Excuse me, whose is this City?”. There is nothing artistically supplement-
ed in the film “A Market”, dedicated to the flea market (a place where redundant, forgotten
and miserable objects change hands next to the Freight Station, in the concrete bed of
the canal bearing the pompous name “Vladaiska river”), apart from the nostalgic “sans
changement…”, a voice from the eternal radio emissions benchmarking the river Danube.
The river flows wistfully, no level-rise in sight; just as wistful are the sales down there, at a
place where one is ill-advised to take pictures. The emergence of the police is the only
thing that can trigger a change: the flea market whisks itself over to another “river”. One
more set of tedious footage is offered by the film, “One Hundred Arguments in Favor of
Arts at Public Places” – a series of clunkers snapped in various residential quarters as if
for the second-hand sales pages of free-of-charge newspaper supplements. A dog-eared
marketplace for lame vehicles: the project offers such a portrait of the city as its inhabi-
tants immediately recognize, and immediately accept or deny. The same goes for the only
collage produced by Terziev where gigantic street dogs are squeezing through concrete
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‚‡Ú, Ò˙ÓÚ ‚ÂÚ ÌÓ ÌÂÁ‡ ·‡‚ ÌÓ ÔËÂ Ï‡Ú ËÎË ÓÚË ̃ ‡Ú. ÇÍÎ˛ ̃ Ë ÚÂÎ ÌÓ Ë ÍÓ„‡ ÚÓ, Í‡ÍÚÓ ÒÂ ÒÎÛ˜ -
‚‡ ‚ Â‰ËÌ ÒÚ‚Â ÌËfl ÙÓÚÓ ÏÓÌ Ú‡Ê Ì‡ íÂ ÁËÂ‚, Ó„ÓÏ ÌË ÛÎË˜ ÌË ÍÛ˜Â Ú‡ ÒÂ ÔÓ ‚Ë ‡Ú
ÏÂÊ‰Û Ô‡ÌÂÎ ÍË, ‰ÓË „Ë ÔÂ Í‡˜ ‚‡Ú Ë ÒË„Û ÌÓ „Ë ÔÂ ÔË Í‡ ‚‡Ú. 

éÚÌÓ ÒË ÚÂÎ Ì‡ Ì‡ÏÂ Ò‡ ËÏ‡ Ë ‚ ‰Û„‡ ˜‡ÒÚ – ‰‚Û Í‡ Ì‡Î Ì‡ ‚Ë‰ÂÓ ËÌ ÒÚ‡ Î‡ ̂ Ëfl, Á‡ÒÌÂ Ú‡ Ì‡
¯ÔÂ ÔÎ‡ ÚÓ ‚‡ ÛÎË˜ Í‡ ‚ äËÌÓ ̂ ÂÌ Ú˙ ÅÓflÌ‡ – Ï‡Ò‡ Ì‡Ó‰, ÌÂ ÔÓ-Ï‡ÎÍ‡ ÓÚ Ú‡ÁË Ì‡ ·ËÚ‡ -
Í‡, ˘Û‡ ̆ ‡ ÒÂ ‚˙‚ ‚Ë‰Ë ÏÓ „Û·Â ÌÂ Ì‡ ‚ÂÏÂ. íÓÁË Ô˙Ú Ï‡ÒÓ‚ Í‡ Ú‡ Â ◊Ì‡¯‡“ ÒÔÓ Â‰
Û˜Â ÌÓ ÚÓ Á‡ ÏÂÒÚ ÌËfl ◊Í˙ ÒÚÓ Ô˙Ú Ì‡ Ö‚Ó Ô‡“ – ÌË˘Ó ˜ÛÊ‰Ó ÌflÏ‡ ÌËÚÓ ‚ ËÏ ÒÍËfl ÎÂ„ËÓ -
ÌÂ, ‰ÂÎfl˘ Ò‡Ì ‰‚Ë˜ Ò ‚˙ÁÓÊ ‰ÂÌ ÒÍË ÔÓÔ, ÌËÚÓ ‚ ÓÙË ̂ Â ‡ ÓÚ ÇÂ Ï‡ı Ú‡, ÔË Ô‡Î ‚‡˘ ÓÚ
Á‡Ô‡ ÎÍ‡ Ú‡ Ì‡ ·‡„‡ ÚÛ Ò ÍÓÌ ÒÍ‡ ÓÔ‡¯ Í‡. ÇÒË˜ ÍË ËÁ„ÎÂÊ ‰‡Ú Í‡ÚÓ ÌÓ Ï‡Î Ì‡ Ò˙ÒÚ‡‚ Í‡
Ì‡ ëÓÙËfl – ‡ÔËÎ ÒÍË ‚˙ÒÚ‡ ÌË ̂ Ë, ÏÓ ÒÍË Í‡ÔË Ú‡ ÌË, ˜ËÌÓ‚ ÌË ̂ Ë Ò ÙÂÒ Ó‚Â, ¯ÛÏ Í‡ Ë Ë
ÍÌfl „Ë ÌË – ÒÔÓ Â‰ ÓÒÚ‡Ú˙ ̃ ÌËfl „‡ ‰Â Ó· Ì‡ ÍËÌÓ ̂ ÂÌ Ú˙ ‡.

ç‡È-Ù‡ Ô‡ÌÚ Ì‡ ‚ ÔÓ ÂÍ Ú‡ Ì‡ ä‡ ÒË ÏË íÂ ÁËÂ‚ ÒÂ ÓÍ‡Á‡ Ó·‡˜Â Ì‡È-ÌÂÔÓ‰ Ô‡ ‚Â Ì‡ Ú‡
ÒÂËfl ÙÓÚÓ „‡ ÙËË – ◊Ö‰ÌÓ ÏflÒÚÓ“. íÓ‚‡ Â ‚Ò˙ ̆ ÌÓÒÚ ÏËÎË Ú‡ Ë ÒÚË˜ ÌÓ ‰ÂÚ ÒÍÓ Í˙Ú˜Â ËÁ
ëÂ‚Â ÌËfl Ô‡Í Ì‡ ÒÚÓ ÎË ̂ ‡ Ú‡ – ·Ófl ‰Ë Ò‡ ÌË ÒÔÓ Â‰ Ì‡Û Í‡ Ú‡ ‚ ÓÒÌÓ‚ ÌË ˆ‚Â ÚÓ ‚Â Ú˙· ÌË
Í‡ÚÂ Û¯ ÍË Ò ÙÓ Ï‡ Ú‡ Ì‡ Ú‡Ì ÍÓ ‚Â, ËÁÚÂ ·Ë ÚÂ ÎË-·ÓÏ ·‡ ‰Ë Ó ‚‡ ̃ Ë, Ó˙ ‰Ëfl, ◊Í‡Ú˛ ̄ Ë“.
á‡· ‡ ‚Â ÌË Ú‡Ï, ÚÂ ÒÂ Î˛˘flÚ ÔÓ‰ ‚˙Á‰ÂÈ ÒÚ‚ËÂ Ì‡ ‚Â ÏÂ ÚÓ Ë Ì‡ Ô˙ „‡ ‚Ë ‰Âˆ‡, ÍÓËÚÓ,
Ú‡ ‰Ë ̂ ËÓÌ ÌÓ ÌÂÍÓ ÂÍÚ ÌË, ÔÓ‰˙Î Ê‡ ‚‡Ú ‰‡ ÒË Ë„‡flÚ Ì‡ ◊ÒÚ‡ Ê‡ Ë-‡Ô‡¯Ë“ Ë ◊·ÛÏ-·ÛÏ“.

◊çÓÒÚ‡Î „Ë˜ Ì‡ Ú‡“ ‚˙ ÁÍ‡ Ì‡ X-tendo Ò ·ÎËÁ ÍÓ ÚÓ ÏËÌ‡ ÎÓ, ÔÂ‰Ë ÔÓ ÏÂ ÌË ÚÂ ÓÚ 1989 „.,
ËÁ„ÎÂÊ ‰‡ ÒÚ‡Ì ÌÓ. ë‡ÏË ÚÂ ‡‚ÚÓ Ë Ò‡ Ú‚˙ ‰Â ÏÎ‡‰Ë, Á‡ ‰‡ Ò‡ ·ËÎË ˜‡ÒÚ ÓÚ Â„Î‡ ÏÂÌ -
ÚË ‡ ÌËfl „‡‰ ÒÍË ÊË‚ÓÚ ÔÓ ÓÌÓ‚‡ ‚ÂÏÂ. éÚ ‰Û„‡ ÒÚ‡ Ì‡, ÔÓÎÓ ÊÂ ÌËÂ ÚÓ ËÏ Ì‡ ◊Ô˙ -
ÙÓ ÏÂ Ë“ ‰ÌÂÒ „Ë Á‡‰˙Î Ê‡ ‚‡ ◊Ò ÍÓÊ‡ Ú‡ ÒË“ ‰‡ ÔÓ˜Û‚ ÒÚ‚‡Ú „‡‰‡ ‚ Ï‡ÒÓ ‚Ë ÚÂ ÏÛ ÔÓ -
fl‚ÎÂ ÌËfl. Ç ÔÓ ÂÍ Ú‡ ◊éÚ Í˙Ï Á‡ Ì‡Ò‡Ï“ ÚÂ ÒÂ ÔÂ Ó ·ÎË ̃ ‡Ú ‚ Ì‡È-ÒÍÛ˜ ÌÓ ÚÓ, ÍÓÂÚÓ ÏÓ„‡Ú
‰‡ ÒË ÔÂ‰ ÒÚ‡ ‚flÚ – Ó·ÎÂ ÍÎÓ Ì‡ ◊Ó·˘Â ÒÚ‚Â ÌË ̂ Ë“, ‚ÓÁflÚ ÒÂ ‚ ÌÓ‚Ó ÚÓ ÏÂÚÓ – Â‰ËÌ ÒÚ‚Â -
ÌÓ ÔÂ ‰Ó ÒÚ‡ ‚fl ̆ Ó ËÏ ÓÌÁË Ó„‡ ÌË ÁË ‡Ì ÔÓÚÓÍ ÓÚ ıÓ‡ ÓÚ ‡Á Í‡ ÁË ÚÂ Ì‡ Ó‰Ë ÚÂ ÎË ÚÂ ËÏ
Á‡ Ï‡ÌË ÙÂ ÒÚ‡ ̂ ËË Ë Ú˙ ÊÂ ÒÚ‚Â ÌË ÔÓÒÂ ̆ ‡ ÌËfl. èÓ ‚‡ÊÌÓ Â, ˜Â ‰ÌÂ¯ ÌË ÚÂ ◊Ï‡ÒË“ ‚
ÏÂÚÓ ÚÓ Â‡ „Ë ‡Ú ‰Ó·Â Ì‡ ◊ÔÓ Ô‡ „‡Ì ‰‡ Ú‡ Ë ‡„Ë Ú‡ ̂ Ëfl Ú‡“ – ÓÒÚ‡ ‚flÚ ÒÂ ‰‡ ·˙‰‡Ú ‚˙Á -
„Î‡ ‚Â ÌË ÓÚ ÏÎ‡ ‰Â ÊË ÚÂ Ò ÎÓÁÛÌ „Ë ‚ ˙ˆÂ, Ï‡ı‡Ú ‚ ÔÓÁ‡· ‡ ‚Â Ì‡ ÊÂÒÚË ÍÛ Î‡ ̂ Ëfl Í˙Ï
ËÁ‰Ë „‡ ÌË ÚÂ Ú‡ÌÒ Ô‡ ‡Ì ÚË, ÌÂÁ‡ ‚Ë ÒË ÏÓ ‰‡ÎË Ì‡ Úflı ÔË¯Â ◊ÑÓ·Â ‰Ó¯ÎË“, ◊èÓÏÓ ̂ Ëfl“
ËÎË ◊ê‡Á ÔÓ ‰‡Ê ·‡“, ‚ÁË Ï‡Ú ÒË Ò ·ÂÁ ‡Á ÎË ̃ ËÂ ÓÚ ı‡ ÚËÂ ÌË ÚÂ ÁÌ‡ ÏÂÌ ̂ ‡ Ò Ï‡ÌË ÙÂÒÚ
Ì‡ X-tendo, Í‡ÍÚÓ ÒÂ Ô‡ ‚Â ̄ Â Ë ÔÂ‰Ë, ËÎË ÚËıÓ ÔÒÛ ‚‡Ú ‚ÒÚ‡ ÌË, ÍÓÂÚÓ ÚÓ„‡ ‚‡ Ò˙˘Ó
ÒÂ ÒÎÛ˜ ‚‡ ̄ Â. ÑÂÏÓÌ ÒÚ‡ ̂ Ëfl Ú‡ Ì‡ ˆflÎÓ ÚÓ ÚÓ‚‡ ‰ÂÈ ÒÚ‚ËÂ Â‰ÓÏ Ò ÔÓ ÊÂÍ ̂ Ëfl Ì‡
‡ıË‚ ÌË Ï‡ÚÂ Ë ‡ ÎË ÌflÏ‡ Í‡Í ‰‡ ÌÂ ÒÚÓË ËÌÚÂ ÂÒ ÌÓ – Ò‡‚ ÌÂ ÌËÂ ÚÓ ÏÂÊ‰Û ÂÌÚÛ ÒË‡Á˙Ï
ÔÓ Á‡‰˙Î ÊÂ ÌËÂ Ë ÂÌÚÛ ÒË‡Á˙Ï Í‡ÚÓ ÍÂ‰Ó ‚ËÌ‡ „Ë ÔË‚ ÎË ̃ ‡.

◊éÍÓ Á‡ ·ÎÂ ‰Ëfl „‡‰“ ÓÁ‡ „Î‡ ‚Ë ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ ÚÂÍ ÒÚ‡ ÒË Á‡ Ú‡ÁË „ÛÔ‡ ÒÚË ÔÂÌ ‰Ë -
‡Ì ÚË. ä‡˜Â ÒÚ‚‡ Ú‡ Ì‡ ÓÍÓÚÓ ÒË X-tendo ÔÓÍ‡ Á‡ ı‡ ÔË ‚ÚÓ ‡ Ú‡ ÒË ‡·Ó Ú‡ – ◊ä‡Ú ÍÓ Ú‡È -
ÌË Ë ‰˙Î „Ó Ú‡È ÌË ÒÎÂ‰Ë, ÍÓËÚÓ ˜Ó‚˙Í ÓÒÚ‡ ‚fl ‚ „‡‰‡“. ÇflÌÓ, ÚÓ Â ·ËÎÓ ¯ËÓ ÍÓ ‡Á -
Ú‚Ó Â ÌÓ, ÒÎÂ‰ Í‡ÚÓ ‚ ÚÓÁË Â‰ ‚ÎË Á‡Ú Ë Á‡· ‡ ‚Â ÌÓ ÚÓ ‚˙ıÛ Ò„‡ ‰‡ ÓÚ 1930-ÚÂ Ì‡Á ‚‡ -
ÌËÂ/ÙËÏ‡, Ë Á‡Ú˙Í Ì‡ Ú‡ Ú‡ Á‡‰ ·ÓÌfl Ì‡ ◊åÂˆÂ‰ÂÒ“ ÔÎ‡ÒÚ Ï‡ ÒÓ ‚‡ ˜‡¯Í‡. àÌ‡˜Â,
Ì‡ËÒÚË Ì‡ Úfl· ‚‡ ÚÂ ÌËÌ„, Á‡ ‰‡ Â‡ „Ë ‡¯ ‡‰Â Í‚‡Ú ÌÓ ÔÂ‰ ÍÎ‡ ÒË ̃ Â ÒÍ‡ ÒÓÙËÈ ÒÍ‡ Ô‡ -
ÍÓ ‚‡ ÔÂÈÍ‡, Á‡ÒÚ‡ Ì‡ Î‡ ÒÂ˘Û ‚ÍÓ Ô‡ Ì‡, ·flÎ‡, Ï‡ ÍË ‡ Ì‡ ÔÂÈÍ‡ ÔÓ ‰ËÁ‡ÈÌ Ì‡ ◊Ñ‡ÌÓÌ“.

ÑÓ ‚ÒÂ ÔÓ‚Â ̃ Â ‚˙ÔÓ ÒË Ë ‚ÒÂ ÔÓ-ÚÛ‰ ÌÓ ÓÚÍË ‚‡ ÌÂ Ì‡ Â‰ÌÓÁ Ì‡˜ ÌË ÓÚ„Ó ‚Ó Ë ‚˙ıÛ
‚ËÁÛ‡Î Ì‡ Ú‡ ˜ËÒÚÓ Ú‡ Ë ‚ËÁÛ‡Î Ì‡ Ú‡ ·ÂÁ ÓÚ „Ó ‚Ó ÌÓÒÚ, Á‡ Ô‡ ‚Ó ÚÓ Ì‡ ‚ÍÛÒ, Á‡ ‚ËÁÛ‡Î -
ÌËfl ÍÓÌ ÚÓÎ ‚ ÚÓÚ‡ ÎË Ú‡ ÌÓ ÚÓ Ó·˘Â ÒÚ‚Ó Ë Ò˙·Î‡Á ÌË ÚÂ Ì‡ Ô‡Á‡ Ì‡ Ú‡ Ò‚Ó ·Ó ‰‡, Á‡
ÒË‚Ó ÚÓ ÒÔÓ ÍÓÈ ÒÚ‚ËÂ Ì‡ ËÁ‡‚ ÌË ÚÂÎ ÌÓ ÚÓ ‡Á ÔÂ ‰Â Îfl ÌÂ Ë Ó·‡Á Ì‡ Ú‡ ÂÓ ÚË Í‡ Ì‡
Ô‡Ë ÚÂ ‰Ó‚Â ‰Â ÒÎÂ‰ ‚‡ ̆ ‡ Ú‡ ‰ËÒ ÍÛ ÒËfl – ◊é·‡ ÁË Ì‡ „‡‰‡, Ó·‡ ÁË Ì‡ Í‡ÔË Ú‡ Î‡“, ÔÓ -
‚Â ‰Â Ì‡ ‚ ëÓÙËÈ ÒÍ‡ „‡‰ ÒÍ‡ „‡ÎÂ Ëfl ÔÂÁ Ï‡È 2004 „. Ë ÏÓ‰Â Ë ‡ Ì‡ ÓÚ ÅÓflÌ
å‡Ì˜Â‚. Äı. ÅÓÈÍÓ ä‡‰Ë ÌÓ‚, èÂ‰ ÒÂ ‰‡ ÚÂÎ Ì‡ Å˙Î „‡ ÒÍ‡ Ú‡ ‡ıË ÚÂÍ ÚÛ Ì‡ Í‡Ï‡ ‡,
ÇÂÌ ̂ Ë ÒÎ‡‚ äËÒ¸Ó‚, èÂ‰ ÒÂ ‰‡ ÚÂÎ Ì‡ ëÚÓ ÎË˜ ÌËfl Ó·˘ËÌ ÒÍË Ò˙‚ÂÚ Ë ‡ı. ÄÚ‡ Ì‡Ò
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slab tenement blocks, sometimes even straddling, probably to mark them as their own ter-
ritory. There is a certain amount of artistic intervention in another part as well: the two
channel video installation shot at a plywood street, a stage setting for various movie pro-
ductions, in the Boyana Cinema Center. It shows a crowd of extras apparently milling
about killing time as large as the one foraging the flea market. This time it is a gathering of
“our own” in line with what we were taught about the Balkans as ever being “Europe’s
crossroads”: there should be no alienation either between the Roman legionnaire and the
nineteenth century east orthodox priest, sharing, by the way, a sandwich, or between the
Wermacht officer lighting up from a bagatur4 sporting a horse tail hairstyle. April5 muti-
neers, sea captains, fezzed clerks, communist guerrilla fighters and princesses, charac-
ters dressed up in virtually all kinds of costumes that the Cinema Center’s residual
wardrobe could afford – meet just a few “normal” Sofia types.

The most direct and untampered with among Krassimir Terziev’s photographic sequels –
“A Place” - proves the most striking one as well. This is a militaristic children’s playground
in the capital’s North Park: “scientifically” painted in basic colors toy fighter planes, tank-
shaped climbing towers made of metal pipes, artillery guns, rocket trucks. Stranded there
by the new times in a sorry state of disrepair, they peel off under the impact of the ele-
ments and agile kids who, politically incorrect as ever, carry on playing “cops & robbers”
or “command and conquer” around them.

The X-tendo “nostalgic” connection with the near past up until 1989 looks somewhat weird
though. The group’s members are too young to have been part of the regulated urban life
back then. On the other hand, however, in their capacity as performers today they are
bound to feel the city in its mass manifestations “through their skin”. In their project,
“Therefrom Hereto” they change over into the most humdrum attire they can imagine, that
of communist style “social activists”, then ride the new subway, the only vehicle providing
those organized streams of people they know from accounts of their parents about “peo-
ple’s rallies” and old-style grand receptions of political dignitaries. It is more important that
today’s “masses” in the metro take well to “propaganda and agitation”: they put them-
selves in for being cheerled by those youths with placards in their hands, wave with a
somewhat rusty gesture towards the placards whether they read “welcome”, “promotion”
or “sell off”, take away indifferently, as they used to do in the past, the little paper flags
bearing X-tendo’s manifesto, or quietly curse to their side as they also used to do in the
past. The display of all this action alongside archive footage from the old times cannot fail
to fascinate: it offers a fine contrast between compulsory enthusiasm and enthusiasm as a
newly adopted creed.

Alexander Kiossev later on chose “An Eye for the Pale City” as a title for his feature about
this group of fellowship holders. X-tendo demonstrated their eye’s quality in their second
work, “Short Lived and Long-Lasting Traces Left by Human Beings in Their City”. X-tendo
eye must have truly been wide open if it has managed to catch both the long forgotten
company name on a building from the 1930’s and a plastic cup stuck behind a Mercedes
bumper. Anyway, one really needs practice to be capable of an adequate reaction at the
sight of a “classical” Sofia park bench next to a dug-in, white Danone6-labeled one.

The next discussion under the headline, “Images of the City, Images of Capital” was held
in the Sofia City Gallery in May, 2004, under the moderation of Boyan Manchev. It sparked
off ever more questions and showed how increasingly difficult it is to find single answers
around issues like visual purity and visual irresponsibility, the right to have taste, visual
control in a totalitarian society and the illustrated seductions of market liberty, the grey
comfort of egalitarian distribution and the visual eroticism of money, etc. The architect
Boyko Kadinov, a chairman of the Chamber of the Architects in Bulgaria, Ventsislav
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è‡ÌÓ‚ Ó·Ò˙Ê ‰‡ ı‡ ÏÌÓ Ê‡ ̆ Ë ÚÂ ÒÂ ·ËÁ ÌÂÒ-ˆÂÌ ÚÓ ‚Â, „ÓÎÂ ÏË ÚÂ ıÓÚÂ ÎË, Ì‡ÁÓ ‚‡ ÌË ÓÚ
ÔÂ Ò‡ Ú‡ ◊ÒÚ˙ ÍÎÂ ÌË ÚÂ ÔÂÎË Ì‡ ëÓÙËfl“, ÒÎÂ ÚË ÚÂ Ò˙Ò ÒÛÔÂ Ï‡ ÍÂ ÚË ·ÂÌ ÁË ÌÓ ÒÚ‡Ì ̂ ËË
Ë ·˙‰Â ̄ Ë ÚÂ ¯ÓÔËÌ„-ÏÓÎÓ ‚Â. ä‡ÚÓ Í‡Ú‡ ÎË Á‡ ÚÓ ÔÓÒÎÛ ÊË ÍÓÎÂÍ ̂ Ëfl ÙÓÚÓ „‡ ÙËË Ì‡
ÒÓÙËÈ ÒÍË Í‡ÁË Ì‡ Ò˙Ò ÒÙËÌÍ ÒÓ ‚Â, ·Û‰Ë, ‡ˆÚÂÍ ÒÍË ‚ÓËÌË Ë ‰Û„Ë ÌÂflÒ ÌË Ó·‡ ÁË,
ÂÔÂ ÁÂÌ ÚË ‡ ̆ Ë ·Ó„‡Ú ÒÚ‚Ó (Ò˙·‡ Ì‡ ÓÚ ÑË‡Ì‡ èÓÔÓ ‚‡). á‡ Ò˙Ê‡ ÎÂ ÌËÂ, Â‰ËÌ ÒÚ‚Â -
ÌËflÚ ËÌ‚Â ÒÚË ÚÓ, ÔËÂÎ ÔÓÍ‡ Ì‡ Ú‡ Á‡ Û˜‡ ÒÚËÂ, ‚ ÔÓÒÎÂ‰ ÌËfl ÏÓÏÂÌÚ ÓÚÍ‡ Á‡ ‰‡ ÒÂ
ÔÓfl‚Ë ÔÂ‰ ÔÛ·ÎË Í‡. ëÎÂ‰ ‰ÂÏÓÌ ÒÚ‡ ̂ Ëfl Ì‡ ÌÂ‚Â Ó flÚ ÌË Ó·‡Á ̂ Ë ÓÚ ÌÓ‚Ó ÚÓ „‡‰ ÒÍÓ
Á‡ÒÚÓ fl‚‡ ÌÂ, ÔËÂ Ú‡ ‚ÂÒÂ ÎÓ, ÒÂ ÓÙÓ ÏË ı‡ ÓÔÓ ÁË ̂ ËÓÌ ÌË „ÎÂ ‰ÌË ÚÓ˜ÍË. ç‡ ÓÔË ÚË ÚÂ
Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ ‰‡ ‡Á ·Â Â ËÏ‡ ÎË Á‡ÍÓ ÌÓ ‰‡ ÚÂÎ ÒÚ‚Ó, ÓÔ‡Á ‚‡ ̆ Ó ÍÂı ÍËfl
ËÒÚÓ Ë ̃ Â ÒÍË ‡ÌÒ‡Ï ·˙Î Ì‡ „‡‰ ÒÍËfl ˆÂÌ Ú˙, Ë ‚˙ÁÏÓÊ ÌÓ ÎË Â Í‡ÔË Ú‡Î˙Ú ‰‡ ·˙‰Â
ÓÚ„Ó ‚Ó ÂÌ Á‡ Ì‡ÏÂ ÒË ÚÂ ÒË Ú‡Ï, ÒÚÓfl ̆ Ë ÚÂ ‡ıË ÚÂÍ ÚË ÔÓ ÚË ‚Ó ÔÓ ÒÚ‡ ‚Ë ı‡ ÚÂÁ‡ Ú‡ Á‡
ÍÓÌ ÒÂ ‚‡ ÚËÁ Ï‡, ËÁÓ ÒÚ‡ Ì‡ ÎÓÒÚ Ú‡ Ë ÍÎË ̄ Ë ‡ ÌË ÚÂ ÔÂ‰ ÒÚ‡ ‚Ë Ì‡ ÌÂ‰Ó ‚ÓÎ ÌË ÚÂ ÓÚ „‡‰ -
ÒÍËfl ÔÓ „ÂÒ.

ëÔ‡Á ‚‡È ÍË Ú‡ ‰Ë ̂ Ë Ë ÚÂ Ì‡ ÒÂÏË Ì‡ ‡ Á‡ ËÌÒÚÛ ÏÂÌ Ú‡ ÎË ÁË ‡ ÌÂ Ì‡ ËÓ ÌË˜ ÌÓ ÚÓ ÓÚÌÓ ̄ Â -
ÌËÂ, ‰ËÒ ÍÛ ÒËfl Ú‡ Á‡‚˙ ̄ Ë Ò ÔÂ‰ ÎÓ ÊÂ ÌËÂ Á‡ Ì‡„‡ ‰‡ – ◊é„ÎÂ ‰‡Î Ì‡ Ú‡ Ï‡ÎËÌ Í‡“, Á‡ÏË -
ÒÎÂ Ì‡ ÓÚ ÅÓËÒ åËÒËÍÓ‚ Ë çÂ‰ÍÓ ëÓÎ‡ ÍÓ‚, Á‡ Ì‡È-ÌÂÛ ÏÂÒÚ Ì‡ ·ËÁ ÌÂÒ Ò„‡ ‰‡ ÒÂ‰
ÔÂ‰ ÎÓ ÊÂ ÌË 8 Í‡Ì ‰Ë ‰‡ ÚÛ Ë. ÉÎ‡ ÒÛ ‚‡ ÌÂ ÚÓ ·Â ËÁ‚˙ ̄ Â ÌÓ ‚ ËÌÚÂ ÌÂÚ Ë ÂÁÛÎ Ú‡ ÚË ÚÂ ÏÛ
Ó·fl ‚Â ÌË ÏÂÒÂˆ ÔÓ-Í˙ÒÌÓ – Ì‡„‡ ‰‡ Ú‡ ÒÔÂ ̃ Â ÎË „‡Ì‰-ıÓÚÂÎ ◊ëÓÙËfl“, ËÁ‰Ë„ Ì‡Ú Ì‡
ÏflÒÚÓ ÚÓ Ì‡ ÒÚ‡ ‡ Ú‡ „‡‰ ÒÍ‡ ·Ë·ÎËÓ ÚÂ Í‡.

Ö‰Ì‡ ÓÚ „ÓÂ ̆ Ë ÚÂ ÚÂÏË Ì‡ ‰Â·‡ Ú‡ ‰‡‰Â Ì‡Á ‚‡ ÌËÂ Ì‡ ÚÂ ÚËfl ÒÚË ÔÂÌ ‰Ë ‡ÌÚ ÒÍË ÍÓÌ ÍÛÒ –
◊äÎË ̄ Â ÚÓ Í‡ÚÓ Ë‰ÂÌ ÚË˜ ÌÓÒÚ“. ◊àÌ‚ÂÌ Ú‡ Ì‡ ÍÌË„‡ Ì‡ ÒÓˆË‡ ÎËÁ Ï‡“ Ì‡ ÔËÒ‡ ÚÂ Îfl ÉÂÓ „Ë
ÉÓÒ ÔÓ ‰Ë ÌÓ‚ ‚ Ò˙ÚÛ‰ ÌË ̃ Â ÒÚ‚Ó Ò ÍÛÎÚÛ Ó ÎÓ „‡ üÌ‡ ÉÂÌÓ ‚‡ Ò˙·Ë ‡ ·ËÚÓ ‚Ë ÔÂ‰ ÏÂ ÚË
ÓÚÔÂ ‰Ë ÔÓ ÏÂ ÌË ÚÂ, ‰ÓÍ‡ ÚÓ ÙÓÚÓ „‡ ÙË ÚÂ ÅÓËÒ åËÒËÍÓ‚ Ë ÉÂÓ „Ë ÅÓ„ ‰‡ ÌÓ‚ ‚ ◊èÓ
ÒÎÂ ‰Ë ÚÂ Ì‡ Ò‚ÂÚ ÎÓ ÚÓ ·˙‰Â ̆ Â“ ÔÂ‰ ÒÚ‡ ‚flÚ ÍÓÏ Ô˛Ú˙ ÌÓ Ï‡ÌË ÔÛ ÎË ‡ ÌË ÔÓ ÚÂ ÚË Ì‡
ÏÎ‡‰Ë ÒÓÙËflÌ ̂ Ë ‚ ·˙‰Â˘ ÊË‚ÓÚ ÒÔÓ Â‰ ËÁ·Ó ‡ Ì‡ ÏÓ‰Â ÎË ÚÂ.

ÉÂÓ „Ë ÉÓÒ ÔÓ ‰Ë ÌÓ‚ Ë üÌ‡ ÉÂÌÓ ‚‡ ÓÚÍË ‚‡Ú, ˜Â ËÒÚÓ Ë ̃ Â ÒÍ‡ Ú‡ ÌÓÒÚ‡Î „Ëfl ÒÂ ·ÓË Á‡
Ò‚ÓË ÚÂ ÔÓÚÂ ·Ë ÚÂÎ ÒÍË Ô‡‚‡ Ë ÌflÍÓË ÒÍÓÏ ÌË ÒÚÓÍË ÓÚ ‚Â ÏÂ ÚÓ Ì‡ ‰ÂÙË ̂ Ë Ú‡ Ò‡ ÒÂ
Á‡‚˙ Ì‡ ÎË ÒÎÂ‰ ‚Â ÏÂÌ ÌÓ ÚÓ ÓÚË ̃ ‡ ÌÂ Ì‡ ‚ÒË˜ ÍÓ ◊ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍÓ“. éÚ „ÎÂ ‰Ì‡ ÚÓ˜Í‡
Ì‡ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó ÚÓ ÚÓ‚‡ ÔÓÎÓ ÊË ÚÂÎ ÌÓ Â ÙÂÌÓ ÏÂÌ, ËÏ‡È ÍË ÔÂ ‰‚Ë‰ ÌËÒ Í‡ Ú‡ ‚ Ì‡¯Ë
‰ÌË Â‡Î Ì‡ ÍÓÌ ÍÛ ÂÌÚ ÌÓ ÒÔÓ ÒÓ· ÌÓÒÚ Ì‡ ÒÔÓ ÏÂ Ì‡ ‚‡ ÌË ÚÂ ÔÓ ‰ÛÍ ÚË. ëÔÓ ÏÂ Ì˙Ú Á‡
‡‰ÓÒÚ ÌÓ ÚÓ ‰ÂÚ ÒÚ‚Ó ‚ ÚÓÁË ÒÎÛ ̃ ‡È ‰ÂÈ ÒÚ‚‡ Í‡ÚÓ ÒÚË ÏÛÎ Á‡ Ô‡Á‡ ‡, Ì‡Ô˙Î ÌÓ Ë„ÌÓ Ë -
‡È ÍË ‰‡ÌÌË Í‡ÚÓ ÍÓÎË ̃ Â ÒÚ‚Ó ÚÓ ÂÌÂ „Ëfl, ı‡ ̃ Â ÌÓ ÓÚ Â‰ËÌ ˜Û¯ ÍÓ ÔÂÍ, Í‡˜Â ÒÚ‚‡ Ú‡ Ì‡
Í‡Î˙ ÔË ÚÂ Ò‡ÔÛÌ Á‡ Ô‡ÌÂ ÒÔfl ÏÓ ÚÂÁË Ì‡ Ô‡ı‡ ◊ÄËÂÎ“ ËÎË Ò‡‚ ÌÂ ÌËÂ ÚÓ ÏÂÊ‰Û ÒÓ -
ÚÓ ‚Â ÚÂ Í‡Í‡Ó ‚ ÒÛı‡ Ô‡ÒÚ‡ ◊ç‡Ó‰ Ì‡ ‚‡ÙÎ‡“ Ë ¯ÓÍÓ Î‡ ‰‡ ◊íÓ·ÎÂ ÓÌ“, Ì‡ÔË ÏÂ. ÖÒÚÂ -
ÒÚ‚Â ÌÓ, ˜Â Ú‡ÁË ÌÓÒÚ‡Î „Ëfl Â ‰ÓÒÚ‡ ËÁ·Ë ‡ ÚÂÎ Ì‡ – ËÁ‚˙Ì ÍÌË „‡ Ú‡ ÉÓÒ ÔÓ ‰Ë ÌÓ‚ Ë ÉÂÌÓ ‚‡
ÔËÁ Ì‡ ‚‡Ú, ˜Â ÓÔË Ú˙Ú ‰‡ ÓÚÍËflÚ ËÁ‚ÂÒÚ ÌË ÚÂ ÌflÍÓ „‡ ·˙Î „‡ ÒÍË ‰ÊËÌ ÒË ◊êËÎ‡“ ËÎË
◊è‡Ì ‡Í‡“, ·ÂÁ ‰‡ Â ÓÚÔ‡Ì Ë ËÁı‚˙ ÎÂÌ ÍÓÊÂ ÌËflÚ ËÏ ÂÚË ÍÂÚ Ò Ï‡ Í‡ Ú‡, Â ÔÂ ÏË Ì‡Î
ÌÂÛÒ ÔÂ¯ ÌÓ.

Ç ÔÓÎÁ‡ Ì‡ ÌÓÒÚ‡Î „Ëfl Ú‡ Í‡ÚÓ ËÍÓ ÌÓ ÏË ̃ Â ÒÍË ‰‚Ë „‡ ÚÂÎ, Ó·‡˜Â, „Ó‚Ó flÚ ÒÎÛ˜ ÍË Í‡ÚÓ
Ú‡ÁË Ò˙Ò Ò‡ÈÚ‡ malincho.com, ËÁ‚Â ÒÚÂÌ Ì‡ ‚ÒÂÍË, ÔÓÒÂ ÚËÎ ·˙Î „‡ ÒÍË ÚÂ ÒË ÔËfl ÚÂ ÎË ‚
ÄÏÂ Ë Í‡. ëÓ· ÒÚ‚Â ÌË ̂ Ë ÚÂ ÏÛ Ò‡ ÒÂ ÒÔÂ ̂ Ë‡ ÎË ÁË ‡ ÎË ‚ ‰ÓÒÚ‡‚ ÍË Ì‡ ÎÛÍ‡Ì Í‡, Í¸Ó ÔÓ Ó ÎÛ
Ë ‰Û„Ë Ì‡ˆËÓ Ì‡Î ÌË ÒÔÓ ÏÂ ÌË, Ë ‚Â˜Â Ê˙Ì‡Ú ÒÂËÓÁ ÂÌ ÛÒÔÂı. í‡Í‡ ˜Â Ú‡ÁË ÍÌË„‡ ÏÓÊÂ
‰‡ ÔÓÒÎÛ ÊË Í‡ÚÓ Í‡Ú‡ ÎÓ„ – Ú‡Í‡ fl Ì‡Ë ̃ ‡Ú Ë Ò‡ÏË ÚÂ ‡‚ÚÓ Ë – Á‡ ‰ÓÒÚ‡‚ ÍË ÓÚ ÏËÌ‡ ÎÓ -
ÚÓ, ÒÚË„‡ Ô‡Á‡ ˙Ú ‰‡ ÒÂ ‚ÔÂ„ ÌÂ ‚ Á‡‰‡ ̃ ‡ Ú‡. è‡Á‡ ˙Ú, ÍÓÈÚÓ, ‰ÓÍ‡ ÚÓ „Ó ÌflÏ‡ ̄ Â, ·Â¯Â
Ì‡‰ÂÊ ‰‡ Á‡ ÔÓfl‚‡ Ú‡ Ì‡ ËÁ‚˙ ÌË ‰ÂÓ ÎÓ „Ë ̃ Â ÒÍÓ ÏÂË ÎÓ Á‡ Í‡˜Â ÒÚ‚Ó Ì‡ ÚÓÁË ËÎË ÓÌÁË
ÔÓ ‰ÛÍÚ, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ Ë Ì‡ ÔÂ‰ Î‡ „‡ ÌËfl ÓÚ ÔËÒ‡ ÚÂ ÎË, ÂÊË Ò¸Ó Ë, ıÛ‰ÓÊ ÌË ̂ Ë Ë Ú.Ì.
í‡Í‡ ‚‡, Í‡Í ‚‡ ÚÓ Â, ◊àÌ‚ÂÌ Ú‡ Ì‡ Ú‡ ÍÌË„‡ Ì‡ ÒÓˆË‡ ÎËÁ Ï‡“ ·ÂÁ ÒÔÓ ÌÓ ˘Â ÏÓÊÂ ‰‡ ·˙‰Â
ÍÓÏÂÌ ÚË ‡ Ì‡ Ó˘Â Â‰ÌÓ Ë ÔÓÎÓ ‚Ë Ì‡ ÔÓÍÓ ÎÂ ÌËfl – ‰ÓÍ‡ ÚÓ Ú‡Â ÒÔÓ ÏÂ Ì˙Ú Á‡ ˆËÚË ‡ ÌË ÚÂ
‚ ÌÂfl ÔÓ ‰ÛÍ ÚË.
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Kissiov, chairman of the Sofia City Council and the architect Atanas Panov were over for a
discussion about the mushrooming business centers, the large hotels the press likes to
call “the glass pearls of Sofia”, the petrol stations-cum-supermarkets and the shopping
malls. The discussion was spurred on by Diana Popova’s collection of photos of local
casinos profusely decorated with sphinxes, Buddhas, Aztec warriors and a string of other
arcane exotic and/or wealth-suggesting images. Unfortunately, the only investor who had
accepted the Seminar’s invitation to attend refused to appear in public the very last
minute. Opposing viewpoints were formed after a demonstration of a few almost hard to
believe specimen of new urban developments that got a joyful reception. The attempts of
the Visual Seminar to find out if regulations exist that are designed to protect the fragile
historic layout of the city center and if business can be held accountable for its interfer-
ences therein were countered by the incumbent architects’ arguments as to the conser-
vatism, backwardness and clichéd notions of those frowning at the city’s progress.

Sticking to the seminars traditions of making some ironic attitudes instrumental, the dis-
cussion wound up by launching a “Little Mirror Raspberry” award (under the idea of Boris
Missirkov and Nedko Solakov) given on account of the top inadequate business environ-
ment. There were eight contestants, the ballots were cast by the Internet and the results
were made public a month later: the award was given to the Sofia Grand Hotel erected as
a replacement of the city library. 

One of the debate’s hot topics went for a title to the third scholarship contest: “The Cliché
as an Identity”.

The resulting “Inventory Book of Socialism” of the writer Georgi Gospodinov and cultural
researcher Yana Genova is a collection of everyday objects from the times before the
transition whereas photographers Boris Missirkov and Georgi Bogdanov, under the head-
line, “In the Footprints of the Bright Future”, are showing computer-manipulated portraits
of Sofia youths “in their future life” according to the way they see it.

Georgi Gospodinov and Yana Genova have found that historic nostalgia has been fighting
to stake a consumerist claim whereby a few modest commodities from the times of deficit
have made a successful comeback after a brief period of denying all things “socialist”.
This is definitely a business phenomenon, taking into account the poor performance of
such articles in today’s circumstances. Cherished childhood memories seem to provide a
market impetus in this case completely ignoring some drier facts like the amount of elec-
tricity gobbled up by the so called “pepper roaster” or the actual quality of traditional
cake-soap compared to that of Ariel washing powder or the inferior cocoa quality in the
“people’s waffle”, definitely no match for Toblerone chocolate. Indeed, this nostalgia is
rather selective: off the record, Gospodinov and Genova own up to the complete failure of
their attempts to find a pair of the notorious Rilla or Panaka jeans with the label still on.

However, the story of the malincho.com web site, familiar to everyone having paid his/her
Bulgarian friends in the U.S. a visit, testifies in favor of nostalgia as a factor in business.
The site’s owners have mastered the supplies of lukanka (Bulgarian dry sausages),
kiopoollu (aubergene spicy meal) and other types of sentimental national cuisine, and are
already reaping serious rewards. Thus, “The Inventory Book…” may well serve as a cata-
logue – this by the way is how the authors themselves have labeled it - for purveyors of
past favorites as long as the market tunes in to the task. That same market, which in
absentia prior to 1989 was generating hope for an ideology-free quality measure across
products, including those of writers, film directors, artists, etc. „The Inventory Book…” is
likely to generate further comments over a couple of generations ahead, i.e. as long as
recollections of the products it features still linger on.
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◊èÓ ÒÎÂ ‰Ë ÚÂ Ì‡ Ò‚ÂÚ ÎÓ ÚÓ ·˙‰Â ̆ Â“ Ì‡ ÅÓËÒ åËÒËÍÓ‚ Ë ÉÂÓ „Ë ÅÓ„ ‰‡ ÌÓ‚ Â ‚ËÁÛ‡ ÎË -
Á‡ ̂ Ëfl Ì‡ ÒÓˆË ÓÎÓ „Ë ̃ Â ÒÍÓ ÔÓÛ˜ ‚‡ ÌÂ Á‡ ÏÂ˜ ÚË ÚÂ Ì‡ ‰ÌÂ¯ ÌË ÚËÈ ÌÂ ‰Ê˙ Ë. éÚÔ‡‚ Ì‡
ÚÓ˜Í‡ Ì‡ ‡‚ÚÓ Ë ÚÂ Â Û·ÂÊ ‰Â ÌËÂ ÚÓ ËÏ, ˜Â Å˙Î „‡ Ëfl ÒÚ‡ ‰‡ ÓÚ ÎËÔÒ‡ Ì‡ ‡Á ÔÓÁ Ì‡ ‚‡ Â -
ÏË Ë Ó·˘Ó ‚‡ ÎË‰ ÌË ÍÛÎÚÛ ÌË ÍÎË ̄ Â Ú‡, ˜Â ÔÓ‚Â ̃ Â ÚÓ ÓÚ Úflı Ò‡ ‚ÌÓ ÒÌË Ë, Í‡ÍÚÓ Ì‡‚ Òfl Í˙ -
‰Â, ÔÓ‚ÎËfl ÌË ÓÚ ÚÂÎÂ ‚Ë ÁËÓÌ ÌË Ë ÍËÌÓ Ó· ‡Á ̂ Ë Ì‡ ÔÓ‚Â ‰Â ÌËÂ, ÔË Ì‡‰ ÎÂÊ ÌÓÒÚ, ÔÓÚÂ -
·ÎÂ ÌËÂ. éÔË Ò‡ ÌË ÓÚ ÏÓ‰Â ÎË ÚÂ Ò ‰ÛÏË Ë ÔÂ ‚˙ Ì‡ ÚË ÓÚ ‡‚ÚÓ Ë ÚÂ ‚ ÔÓ ÚÂ ÚË ÓÚ ·˙‰Â -
˘Â ÚÓ Ò‡ Ë‰Ë ÎË˜ ÌËflÚ ÊË‚ÓÚ Ì‡ ÒÂÎÓ ÒÂ‰ ‚ÌÛˆË Ë ‰ÓÏ‡¯ ÌË ÊË‚ÓÚ ÌË, ÒÚ‡ÒÚ Ì‡ Ú‡
Á‡˘Ë Ú‡ Ì‡ ÒÔ‡ ‚Â‰ ÎË ‚ÓÒÚ ‚ Ò˙‰‡, ÌÂÛ ‰˙ ÊË ÏË ÚÂ Ú‚Ó ̃ Â ÒÍË ÔÓË ‚Ë ‚ ÍËÌÓ ÚÓ... ÇË‰Ë -
Ï‡ Ú‡ ÔÓ „ÓÎflÏ ÓÙÓ Ï‡Ú ÌË ÚÂ ÙÓÚÓ „‡ ÙËË ÔÓ‚ ÚÓ fl ÂÏÓÒÚ Ì‡ ÏÂ˜ÚË ÔË 17-18-„Ó‰Ë¯ ÌË ÚÂ
‰ÌÂÒ, Ò‚ÂÊ ‰‡ ·˙‰Â ̆ Â ÚÓ ‰Ó Ó·Â˘‡ ‚‡ ̆ Ó ÔÓÎË ÚË ̃ Â ÒÍË-ÍÓÂÍ ÚÂÌ Ë ËÍÓ ÌÓ ÏË ̃ Â ÒÍË-ÒÔÓ ÍÓ -
ÂÌ ‚‡Ë ‡ÌÚ.

ä‡ÚÓ Ô˙‚Ë „ÓÒ ÚÛ ‚‡ ̆ Ë Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ ‡‚ÚÓ Ë ·Â ÔÓÍ‡ ÌÂ Ì‡ „ÛÔ‡ ıÛ‰ÓÊ ÌË ̂ Ë
ÓÚ Ä‚ÒÚËfl – ÜÂÎË ÚËÌ. ëÚ‡ Ì‡ Î‡ ËÁ‚ÂÒÚ Ì‡ Ò˙Ò ÒÔÓ ÒÓ· ÌÓÒÚ Ú‡ ÒË ‰‡ ÒÚfl ÒÍ‡ ÔÛ·ÎË Í‡ Ú‡
Ò ÌÂÓ ̃ ‡ Í‚‡ ÌË ‡ÍˆË ËË, ˜ÂÒÚÓ ‡Á Û ̄ ‡ ‚‡ ̆ Ë Ò‡Í ‡Î ÌË ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ì‡ ËÁÎÓÊ ·Â ÌË ÚÂ
◊·ÂÎË ÍÛ·Ó ‚Â“ Ë ◊˜Â ÌË ÚÂ ÍÛÚËË“ Ì‡ ‚Ë‰ÂÓ-ÔÓ ÊÂÍ ̂ Ë Ë ÚÂ, „Û Ô‡ Ú‡ ‚˙Á‡Ê ‰‡ ÔÓÌfl ÚËÂ ÚÓ
‡ÌÚË-ÂÒÚ‡ ·ÎË¯ Ï˙ÌÚ ÓÚ ‚Â ÏÂ ÚÓ Ì‡ ÏÓ‰Â ÌËÁ Ï‡. èÂÁ 2000 „. ÜÂÎË ÚËÌ ‡‡Ì ÊË ‡Ú Ì‡
ÖÍÒÔÓ ‚ ï‡ÌÓ ‚Â ÔÓ‰ ÁÂÏ Ì‡ ÁÓÌ‡ Á‡ ÓÚ‰Ëı, ‚ ÍÓflÚÓ ÒÂ ÔÓÔ‡ ‰‡ ÒÎÂ‰ „ÏÛ Í‡ ÌÂ ‚ ÚflÒÌÓ
„˙ÎÓ Ì‡ ‰˙Î ·ÓÍ ·‡ÒÂÈÌ. èÂÁ 2001 „. ıÛ‰ÓÊ ÌË ̂ Ë ÚÂ ÌÂÎÂ „‡Î ÌÓ ÔÓÒÚÓ fl‚‡Ú ·‡Î ÍÓÌ Ì‡
ÔÓ ÁÓ Âˆ Ì‡ 91 ÂÚ‡Ê Ì‡ Â‰Ì‡ ÓÚ ÍÛÎË ÚÂ Ì‡ ‚Â˜Â ÌÂÒ˙ ̆ Â ÒÚ‚Û ‚‡ ̆ Ëfl ë‚Â ÚÓ ‚ÂÌ Ú˙ „Ó‚ -
ÒÍË ˆÂÌ Ú˙ ‚ ç˛ âÓÍ – Ò˙·Ë ÚËÂ, ÓÚË ̃ ‡ ÌÓ ÓÚ ‡‰ÏË ÌË ÒÚ‡ ̂ Ëfl Ú‡ Ì‡ Ò„‡ ‰‡ Ú‡. èÂÁ
2004 „. ÜÂÎËÚËÌ Á‡ Ô˙‚Ë Ô˙Ú ÔË ÒÚË „‡Ú ‚ Å˙Î „‡ Ëfl Ò Ï‡ÎÍË ÏÓÚÓ ̃ Â Ú‡-ÒÍÛ ÚÂ Ë, ËÁÏË -
Ì‡ ‚‡È ÍË ÓÍÓÎÓ 1000 ÍËÎÓ ÏÂ Ú‡ ÓÚ ÇËÂÌ‡. ç‡ ÔÓÒÎÂ‰ ÌËfl ÂÚ‡Ô ÓÚ Ô˙ÚÂ ̄ Â ÒÚ‚ËÂ ÚÓ ÒË,
‚Â˜Â Ì‡ ·˙Î „‡ ÒÍ‡ ÚÂË ÚÓ Ëfl, Ò‡ ÔË ÌÛ ‰Â ÌË ‰‡ Ì‡Û ̃ ‡Ú ·ÛÍ‚‡ Ú‡ ◊Ù“ Ì‡ ÍËË ÎË ̂ ‡,
Á‡˘Ó ÚÓ Ò‡ÏÓ Ú‡Í‡ Ò‡ ‚ Ò˙ÒÚÓfl ÌËÂ ‰‡ ÓÚÍËflÚ Ô˙Úfl Í˙Ï ëÓÙËfl ÔË Ô˙Î Ì‡ Ú‡ ÎËÔÒ‡ Ì‡
ÛÍ‡ Á‡ ÚÂ ÎË Ì‡ Î‡ÚË ÌË ̂ ‡...

ÜÂÎË ÚËÌ ËÁÌÂ ÒÓ ı‡ 3-˜‡ÒÓ ‚‡ ÎÂÍ ̂ Ëfl ÔÂ‰ ÔÛ·ÎË Í‡ Ú‡ Ì‡ ÒÂÏË Ì‡ ‡, ÔÂ‰ ̄ Â ÒÚ‚‡ Ì‡ ÓÚ
Ô˙ ÙÓ Ï‡ÌÒ – flÍÓ ·Ófl ‰Ë Ò‡ ÌË Ë ÛÍ‡ ÒÂ ÌË „ÓÎË ıÛ‰ÓÊ ÌË ̂ Ë ÒÂ Á‡ÌË Ï‡ ‚‡Ú Ò ÈÓ„‡ ÔÂ‰
àëà – ëÓÙËfl ÔÓÒÂ‰ ÔÎ. ◊âÓ‡Ì è‡‚ÂÎ II“. ë‡ÏË ÚÂ ‡‚ÚÓ Ë ÒÂ ÓÍ‡ Á‡ ı‡ ‚ÔÂ ̃ ‡Ú ÎÂ ÌË ÓÚ
ÒÏÂ ÎÓÒÚ Ú‡ Ì‡ Ó„‡ ÌË Á‡ ÚÓ Ë ÚÂ Ì‡ ÒÂÏË Ì‡ ‡, ÌÂÔÓ ËÒ Í‡ ÎË ‡Á Â ̄ Â ÌËÂ Á‡ ÔÓ‰Ó· Ì‡
‡ÍˆËfl ÓÚ Ò˙ÓÚ ‚ÂÚ ÌË ÚÂ ËÌÒÚ‡Ì ̂ ËË. ÇÔÂ ̃ ‡Ú ÎÂ ÌËÂ ÚÓ Û ‚ÒË˜ ÍË ‰ÓÔ˙Î ÌË ÚÂÎ ÌÓ ÒÂ ÛÒËÎË ÓÚ
Ó·˙ Í‡ Ì‡ Ú‡ ÏÂÒÚ Ì‡ ÔÓÎË ̂ Ëfl, ÍÓflÚÓ, ·ÂÁ ‰‡ ÁÌ‡Â Í‡Í ÒÂ ÍÎ‡Ò ËÙË ̂ Ë ‡ ÔÓ‰Ó· ÌÓ ‰ÂÈ -
ÒÚ‚ËÂ, ÔÂ‰ ÔÓ ̃ Â ÚÂ ‰‡ ÌÂ ÒÂ Ì‡ÏÂ Ò‚‡, Ó·Ë Í‡ ÎflÈ ÍË ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ò˙Ò ÒÎÛ ÊÂ· Ì‡ ÍÓÎ‡.

íÓÚ‡Î ÌÓ ‡Á ÎË˜ ÌË Ò‡ ÔËÌ ̂ Ë ÔË ÚÂ Ì‡ ‡·Ó Ú‡ Ú‡ Ì‡ ‰Û„ „ÓÒÚ – òÓÌ ëÌ‡È ‰Â, ÊË‚Â Â˘ ‚
ÅÂ ÎËÌ ‡ÏÂ Ë Í‡Ì ÒÍË ıÛ‰ÓÊ ÌËÍ, ÍÓ„Ó ÚÓ ÇËÁÛ‡Î ÌËflÚ ÒÂÏË Ì‡ ◊ËÁÔÓÎ Á‚‡“ Í‡ÚÓ ‡Ì‡ ÎË -
Á‡ ÚÓ Ì‡ „ÎÓ ·‡ ÎË Á‡ ̂ ËÓÌ ÌË ÚÂ ÔÓ ̂ Â ÒË ‚ ‰ÌÂ¯ Ì‡ Ú‡ ÌË ÍÛÎÚÛ ‡. ëÂ‰ Ì‡È-ËÁ‚ÂÒÚ ÌË ÚÂ
ÔÓ ÂÍ ÚË Ì‡ ëÌ‡È ‰Â Ò‡ ÒÂË Ë ÚÂ ÙÓÚÓ „‡ ÙËË Ì‡ ÂÒÚÓ ‡Ì ÚË å‡ÍÑÓÌ‡Î‰Ò ÔÓ Ò‚ÂÚ‡ Ò
Úflı Ì‡ Ú‡ ÒÚ‡Ì ‰‡ ÚË ÁË ‡ ̆ ‡ ÙÛÌÍ ̂ Ëfl ‚ Û·‡ ÌË ÒÚË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. ïÛ‰ÓÊ ÌË Í˙Ú
ËÁÒÎÂ‰ ‚‡ Ú‡ ÂÍ ÚÓ Ë Ë ÚÂ Ì‡ ÍÎË ̄ Â Ú‡ Ú‡, ÔÂ ÏË Ì‡ ‚‡ ̆ Ë ÓÚ Â‰ÌÓ Ó·˘Â ÒÚ‚Ó ‚ ‰Û„Ó, ËÌÚÂ -
Â ÒÛ ‚‡ ÒÂ ÓÚ „‡‰ ÒÍÓ ÚÓ ÔÎ‡ ÌË ‡ ÌÂ Ë ‡ıË ÚÂÍ ÚÛ ‡ Ú‡ ÓÚ ‚Â ÏÂ ÚÓ Ì‡ ÚÓÚ‡ ÎË Ú‡ ËÁ Ï‡
Í‡ÚÓ ÔÓÒÎÂ‰ ÌË ÂÎÂ ÏÂÌ ÚË Ì‡ ÏÓ‰Â ÌË ÒÚË˜ Ì‡ Ú‡ Ô‡‡ ‰Ë„ Ï‡. Ç ëÓÙËfl òÓÌ ëÌ‡È ‰Â
Ó·˙ Ì‡ ‚ÌË Ï‡ ÌËÂ ‚˙ıÛ Á‡·Â Îfl Á‡ ÌË ÚÂ ÓÚ ÌÂ„Ó ÌÂÒ˙ÓÚ ‚ÂÚ ÒÚ‚Ëfl Ë ÔÓ ÏÂ ÌË ÏÂÊ‰Û ÒÚ‡ -
‡ Ú‡, ◊ÚÓÚ‡ ÎË Ú‡ Ì‡“ Í‡Ú‡ Ì‡ „‡‰‡ Ë ÏÌÓ ÊÂ ÒÚ‚Ó ÚÓ ÔÎ‡ ÌÓ ‚Â, ËÁ‰‡ ‚‡ ÌË ‰ÌÂÒ ÓÚ ‡Á -
ÎË˜ ÌË ÍÓ ÔÓ ‡ ̂ ËË. éÚÌÓ ̄ Â ÌËÂ ÚÓ ÏÛ Í˙Ï Í‡ Ú‡ Ú‡ Í‡ÚÓ ÓÁÌ‡ ̃ ‡ ‚‡ ̆ Ó Ì‡ Û·‡ ÌËÁ Ï‡, Ì‡
ÍÛÎÚÛ Ì‡ Ú‡ ËÒÚÓ Ëfl, ÔÓÎË ÚË ̃ Â ÒÍ‡ Ú‡ ÔÓ „Â ÒËfl Ë ËÍÓ ÌÓ ÏË ̃ Â ÒÍË ÚÂ ËÌÚÂ Â ÒË, ÏÛ ‰‡‚‡
‚˙ÁÏÓÊ ÌÓÒÚ ‰‡ Ò˙Á‰‡ ‰Â ÒÓ· ÒÚ‚Â Ì‡, ÔÓ ÏÂÌ ÎË ‚‡ Í‡Ú‡, ‚ Ò˙ÒÚ‡ ‚fl ÌÂ ÚÓ Ì‡ ÍÓflÚÓ ‚ÒÂÍË
·Ë ÏÓ„˙Î ‰‡ ‚ÁÂÏÂ Û˜‡ ÒÚËÂ.

èÂÁ ÎflÚÓ ÚÓ Ì‡ 2004 „. ÒÚ‡ ÚË ‡ Ë ËÁÎÓÊ ·Â ÌÓ-ËÁÒÎÂ ‰Ó ‚‡ ÚÂÎ ÒÍËflÚ ÔÓ ÂÍÚ ◊á‡‚˙ ̆ ‡ ÌÂ
‚ óÂ ‚Â Ì‡ Ú‡ êË‚ËÂ ‡“. ◊óÂ ‚Â Ì‡ Ú‡ êË‚ËÂ ‡“ ·Â¯Â Â‰ÌÓ Î‡ÒÍ‡ ÚÂÎ ÌÓ ÔÓÁ ‚Ë ̆ Â Ì‡
·˙Î „‡ ÒÍÓ ÚÓ ˜Â ÌÓ ÏÓ ÒÍÓ Í‡È ·Â ÊËÂ ÔÂÁ ÔÓÒÎÂ‰ ÌË ÚÂ ‰ÂÒÂ ÚË ÎÂ ÚËfl Ì‡ ÒÓˆË‡ ÎË ÒÚË -
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“In the Footprints of the Bright Future” of Boris Missirkov and Georgi Bogdanov is a visual
representation of a poll on the dreams of today’s teenagers. The results show a Bulgaria
suffering a shortage of recognizable and commonly shared cultural clichés of its own. As
long as it has shared mentality patterns, most of them are imports and, just like every-
where else, have been molded by television and cinema role models, types of belonging
or modes of consumption. The authors have processed the respondents’ dreams as
described by them into portraits of the future: an idyllic life in the country among grand-
children and domestic animals, a passionate defense of justice in court, a powerful cre-
ative work in the film industry, etc. The large-format photographs demonstrate the repeata-
bility of dreams among the 17-18 year olds today reducing the future to a promising politi-
cally correct and economically comfortable template.

The first visiting guest-artists of the Visual Seminar were the Gelitin group from Austria.
Well-known for their ability to shock audiences with unexpected actions mangling the
sacrosanct spaces of exhibitions’ “white cubes” and video art shows’ “black boxes”, the
group revisits the anti-establishment attitudes of the modernist era. In 2000, at the Hanover
Expo, Gelitin arranged an underground recreation area, which one can only penetrate by
diving through a narrow whole in a deep swimming pool. In 2001, the group put up an ille-
gal balcony out a window on the 91st floor of one of the now non-existent World Trade
Center towers in New York, an event denied by the towers’ administration. In 2004, Gelatin
made their first 1000 kilometers journey from Vienna to Bulgaria by tiny scooters. On the
last leg of the journey, already in Bulgarian territory, they had to learn the Cyrillic letter 
“Ù” (“f”) as the only way to find their way to Sofia given the complete absence of road
signs in Latin letters.

Gelitin gave the Visual Seminar audience a three hour lecture preceded by a performance
in which brightly painted and decorated nude artists did Yoga exercises in a Sofia
park/square. Gelitin were strongly impressed by the organisers’ audacity for having
requested no government institution for permission to carry out this kind of performance.
This was reinforced by the clueless local police who found themselves at a loss about
how to qualify this type of action and therefore abstained from interference and never went
beyond circling around in their car.

Another guest-artist, Sean Snyder, an American living in Berlin, rests on entirely different
principles in his work. The Visual Seminar “recruited” him to provide his take on the glob-
alization processes in today’s Bulgarian culture. The sequels of photographs of
McDonald’s restaurants from all over the world are among the best-known Snyder projects
where the artist researches the standardizing function of the fast food chain in urban
space. Snyder studies the trajectories of clichés roaming from one society to another; he
is interested in totalitarian urban planning and architecture as the last remaining elements
of the modernist paradigm. In Sofia, Sean Snyder highlighted the discrepancies between
the old totalitarian map of the city and the multitude of new maps published nowadays by
various organizations. He treats maps as designations of urban civilization and history, of
manifestation of political and economic interests, and creates his own “mutating” map by
giving everybody a chance to take part in the process.

In the summer of 2004, the Red Riviera Revisited project kicked off striving for a combi-
nation of exhibition and research aspects. “Red Riviera” was a flattering nickname of the
Bulgarian Black Sea coast used during the dying decades of the socialist camp. The
curators, Luchezar Boyadjiev and Iara Bubnova, launched an appeal to several artists,
some of them already internationally renowned, who had visited Bulgaria in the times of
yore and presumably kept their visual memories. The towns and camping sites have
meanwhile substantially changed turning into focuses of business interests and invest-
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˜Â ÒÍËfl Î‡„Â. äÛ‡ ÚÓ Ë ÚÂ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ Ë ü‡ ÅÛ· ÌÓ ‚‡ ‡ÔÂÎË ‡ ı‡ Á‡ Û˜‡ ÒÚËÂ
Í˙Ï ÏÂÊ ‰Û Ì‡ Ó‰ ÌÓ ËÁ‚ÂÒÚ ÌË ‰ÌÂÒ ıÛ‰ÓÊ ÌË ̂ Ë, ÔÓ‚Â ̃ Â ÚÓ ÔÓÒÂ ÚË ÎË Å˙Î „‡ Ëfl ÔÓ ÓÌÓ‚‡
‚ÂÏÂ Ë Á‡Ô‡ ÁË ÎË ‚ËÁÛ‡Î ÌË ÚÂ ÒË ÒÔÓ ÏÂ ÌË. É‡ ‰Ó ‚Â ÚÂ Ë Í˙Ï ÔËÌ „Ë ÚÂ ÏÂÊ ‰Û ‚Â ÏÂÌ ÌÓ
ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ Ò‡ ÒÂ ÔÓ ÏÂ ÌË ÎË, ÔÂ ‚˙ Ì‡ ÚË Ò‡ ‚ Ó·ÂÍÚ Ì‡ ÏÌÓ „Ó Ó· ‡Á ÌË ÙËÌ‡Ì ÒÓ ‚Ë
ËÌÚÂ Â ÒË Ë ËÌ‚Â ÒÚË ̂ ËË. èÓ ÂÍ Ú˙Ú Á‡ÎÓ ÊË Ì‡ ÌÂÔÂ ‰Û ·Â ‰Â ÌÓ ÚÓ ÓÍÓ Ì‡ ıÛ‰ÓÊ ÌË Í‡-
˜ÛÊ ‰Â ÌÂˆ, Ò ÎÂÍÓ Ú‡ ‚˙Á ÔËÂ Ï‡˘ ÔÓ ÏÂ ÌË ÚÂ Ë Â‡ „Ë ‡˘ Ì‡ ÌÓ‚Ó ÒÚË ÚÂ. ÅË „ËÚ ÅÂ -
ÌÂ, ìÎË ÍÂ äÛ¯ÂÎ, äË ÒÚËÌ ‰Â Î‡ É‡ÂÌ, ÇË‡ ãÂ‚‡Ì ‰Ó‚ ÒÍË, éÎ‡Ù çËÍÓ Î‡È, êÓÏ‡Ì
éÌ‰‡Í, òÓÌ ëÌ‡È ‰Â ·flı‡ ÔÓÍ‡ ÌÂ ÌË ‰‡ ÔÓÒÂ ÚflÚ Ò‚˙ Á‡ ÌË ÚÂ Ò ‚‡Í‡Ì ̂ ËÓÌ Ì‡ Ú‡ ËÏ ·ËÓ -
„‡ ÙËfl ÏÂÒÚ‡ ÔÓ ÏÓ ÒÍËfl ·fl„. ëÎÂ‰ Ú‡ÁË ÔÓÛ˜ ‚‡ ÚÂÎ Ì‡ ‚ËÁË Ú‡ ÇË‡ ãÂ‚‡Ì ‰Ó‚ ÒÍË
Á‡ÍÛ ÔÛ ‚‡ ‚ ÉÂ Ï‡ ÌËfl 900 ·˙Î „‡ ÒÍË Í‡ ÚË˜ ÍË ÓÚ ÔÂËÓ ‰‡ ÔÂ‰Ë ÔÓ‚Â ̃ Â ÓÚ 20 „Ó‰Ë ÌË Ë
„Ë ‚˙˘‡ Â‰Ì‡ ÔÓ Â‰Ì‡ ÔÓ ÔÓ˘‡ Ú‡ Í‡ÚÓ ÔÂ ÒÓ Ì‡ ÎÂÌ ÓÏ‡Ê Ì‡ ÓÚÏË Ì‡ ÎÓ ÚÓ ‚ÂÏÂ. òÓÌ
ëÌ‡È ‰Â ‡Ì‡ ÎË ÁË ‡ Â‡Î ÌË ÚÂ Ó·ÒÚÓfl ÚÂÎ ÒÚ‚‡ ÓÍÓÎÓ ˜Â ÌÓ ÏÓ ÒÍË ÚÂ ‚ÓÂÌ ÌË ·‡ÁË,
Ó·Â˘‡ ÌË ÓÚ Å˙Î „‡ Ëfl Ì‡ çÄíé. éÎ‡Ù çËÍÓ Î‡È ÔÓ˙ ̃ ‡ ÔÓ ÂÍÚ Á‡ ‚ËÎ‡-ÏÂ˜Ú‡ Ì‡
ÓÒÚÓ‚ ë‚. à‚‡Ì ÒÂ˘Û ëÓÁÓ ÔÓÎ. äË ÒÚËÌ ‰Â Î‡ É‡ÂÌ ÒÌËÏ‡ ÙËÎÏ Á‡ ◊ÌÂÔÓ ÏÂ ÌË -
ÏÓ ÚÓ“ ÔÎ‡Ê ÌÓ ÔÓ‚Â ‰Â ÌËÂ. ìÎË ÍÂ äÛ¯ÂÎ Ô‡‚Ë ÒÂËfl ÙÓÚÓ „‡ ÙËË Ì‡ ·ÂÚÓÌ ÌË ÚÂ
ÛËÌË Ì‡ ÒÓˆ‡ ÔÓ ·Â „Ó ‚‡ Ú‡ Ë‚Ëˆ‡. ÅË „ËÚ ÅÂ ÌÂ ÒÂ ÔÓÒÚ‡ ‡ ‰‡ ‚˙Á ÒÚ‡ ÌÓ ‚Ë ÂÏÓ ̂ ËÓ -
Ì‡Î Ì‡ Ú‡ ‡ÚÏÓ ÒÙÂ ‡ Ì‡ ÓÚ‰‡‚ Ì‡ ÓÚÏË Ì‡ ÎÓ ÚÓ ÒË ÎflÚÓ ‚ Å˙Î „‡ Ëfl. êÓÏ‡Ì éÌ‰‡Í ÔÓ˙ ̃ ‡
Ì‡ ÌÂÔÓ ÙÂ ÒË ÓÌ‡Î ÌË ËÒÛ ‚‡ ̃ Ë-·˙Î „‡ Ë ‰‡ ËÎ˛ ÒÚË ‡Ú ÓÏ‡Ì ÚË˜ ÌÓ ÚÓ ÏÛ Á‡ÔÓÁ Ì‡Ì -
ÒÚ‚Ó ‚ Å˙Î „‡ Ëfl Ò˙Ò ÒÂ„‡¯ Ì‡ Ú‡ ÏÛ ÊÂÌ‡. èÂÁ ‡ÔËÎ 2005 „. ‚ ñÂÌ Ú˙ ‡ Á‡ ÍÛÎÚÛ ‡ Ë
‰Â·‡Ú ◊óÂ ‚Â Ì‡ Ú‡ Í˙˘‡“ ◊á‡‚˙ ̆ ‡ ÌÂ ‚ óÂ ‚Â Ì‡ Ú‡ êË‚ËÂ ‡“ Á‡‚˙ ̄ Ë Ò ËÁÎÓÊ ·‡ Ì‡
ÓÌÓ‚‡ ◊ÍÓÈ Í‡Í‚Ó Â Ì‡·Î˛ ‰‡ ‚‡Î/ÔÂ ÊË ‚flÎ ÌflÍÓ „‡“, Í‡Í‚Ó ÔËÂ Ï‡/ÓÚı‚˙ Îfl ÒÂ„‡, Ì‡
Ò‚Ó ·Ó ‰‡ Ú‡ ÒÂ‰ ÌÂÒ‚Ó ·Ó ‰‡ Ë Ó·‡Ú ÌÓ ÚÓ...

ë ËÁÚË ̃ ‡ ÌÂ Ì‡ ‚Â ÏÂ ÚÓ ÒË ÇËÁÛ‡Î ÌËflÚ ÒÂÏË Ì‡ ÒÂ ‚˙Ì‡ Í˙Ï ‚˙ÔÓ ÒË ÚÂ, ‚˙ÁÌË ÍÌ‡ ÎË
Ó˘Â Ì‡ Ô˙ ‚Ëfl ÔÛ·ÎË ̃ ÂÌ ‰Â·‡Ú. íÓ„‡ ‚‡ ‚ ÔÂË ÙÂ Ëfl Ú‡ Ì‡ ÓÒÌÓ‚ Ì‡ Ú‡ ‰ËÒ ÍÛ ÒËfl ÒÂ ÔÓ -
fl‚Ë ı‡ ‰‚‡ ÓÚ Úflı – Â‰Ë ÌËflÚ Á‡ ‚˙ÁÏÓÊ ÌÓÒÚ Ú‡/ÌÂÓ·ıÓ ‰Ë ÏÓÒÚ Ú‡ ÓÚ Á‡Ô‡Á ‚‡ ÌÂ „‡‰ ÒÍË ÚÂ
ÒÎÂ‰Ë Ì‡ ÒÓˆ‡, Í‡ÍÚÓ Ë Ì‡ ‰ËÌ‡ ÏË˜ ÌÓ ÚÓ Ì‡ÒÚÓfl ̆ Â Ì‡ ÔÂ ıÓ‰ ÌËfl ÔÂËÓ‰, ·ÂÁ ÍÓÂÚÓ
ËÒÚÓ Ëfl Ú‡ Ì‡ ·˙Î „‡ ÒÍ‡ Ú‡ ÍÛÎÚÛ ‡ ÌËÍÓ „‡ ÌflÏ‡ ‰‡ Â Ô˙ÎÌ‡; ‰Û „ËflÚ – Á‡ ÔÓÁ Ì‡ Ú‡ Ú‡
Ò‚Â ÚÓ‚ Ì‡ Ô‡Í ÚË Í‡ Ì‡ ‡Ú-‡ÍÚË ‚ËÁ Ï‡, ÌÂÈ ÌË ÚÂ ¯‡Ì ÒÓ ‚Â Ì‡ ·˙Î „‡ ÒÍ‡ ÔÓ˜‚‡ Í‡ÚÓ ˆflÎÓ
– ‚ ˜‡ÒÚ ÌÓÒÚ, ‚Á‡ ËÏÓ ÓÚ ÌÓ ̄ Â ÌËfl Ú‡ Ì‡ ÔÓ ÂÍ Ú‡ ÇËÁÛ‡ ÎÂÌ ÒÂÏË Ì‡ Ò ÔÓ‰Ó· ÌË Ô‡Í ÚË ÍË.
à ‰‚‡Ú‡ ‚˙ÔÓ Ò‡ ÒÂ ÓÙÓ ÏË ı‡ ‚ ÚÂÏË Á‡ ˜ÂÚ ‚˙ ÚËfl ÍÓÌ ÍÛÒ Á‡ ÒÚË ÔÂÌ ‰Ë ‡Ì ÚË: ◊É‡ ‰˙Ú
ÔÂÁ ÔÓ ÁÓ Â ̂ ‡ Ì‡ ÏÛÁÂfl“ Ë ◊ÇËÁÛ‡ ÎÂÌ ‡ÍÚË ‚ËÁ˙Ï: ÔË ÏÂ Ë Ë ÔÂ ̂ Â ‰ÂÌ ÚË“.

ë ÔÓ ÂÍ Ú‡ ÒË ıÛ‰ÓÊ ÌË Í˙Ú à‚‡Ì åÛ‰Ó‚, ËÁ·‡Î ‰‡ ◊Ò˙Á‰‡ ‰Â“ Ô˙ ‚Ëfl ‚ Å˙Î „‡ Ëfl åÛÁÂÈ
Á‡ Ò˙‚Â ÏÂÌ ÌÓ ËÁÍÛ ÒÚ‚Ó – åìëàá2, ÔÓÂ ‰ÓÒÚ‡ „ÓÎÂ ÏË ËÒÍÓ ‚Â ÔÓ ‚˙‚ÎË ̃ ‡ ÌÂ Ì‡
¯ËÓ ÍË ◊Ì‡Ó‰ ÌË Ï‡ÒË“ ‚ Ò‚Ófl Ú‡ Ï‡ÌË ÔÛ Î‡ ̂ Ëfl. ëÚË ÔÂÌ ‰Ë ‡Ì Ú˙Ú ÒÂ Ò‡ÏÓ Ì‡Á Ì‡ ̃ Ë Á‡
‰ËÂÍ ÚÓ, ÓÔÂ ‰Â ÎË ËÏÔÓ Á‡ÌÚ Ì‡, ËÁ‚ÂÒÚ Ì‡ ËÁ ÒÚ‡ Ì‡ Ú‡ Ò„‡ ‰‡ („‡‡ èÓ‰Ûfl ÌÂ ‚
ëÓÙËfl) Á‡ ÒÂ‰‡ ÎË ̆ Â Ì‡ ÏÛÁÂfl Ë Ó·fl‚Ë ÓÚÍË ‚‡ ÌÂ ÚÓ ÏÛ Ò ‚ÒË˜ ÍË ÌÂÓ·ıÓ ‰Ë ÏË ◊Ò‡Î Ú‡ -
Ì‡ ÚË“, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ÒÔÓ ÏÂ Ì‡ ‚‡È ÍË ËÏÂÚÓ Ì‡ ïË ÒÚÓ ü‚‡ ̄ Â‚ ‚ ÓÎfl Ú‡ Ì‡ ÔÓ˜Â ÚÂÌ
„ÓÒÚ... ãÂÍÓ Ú‡ Ú‡, Ò ÍÓflÚÓ ÏËÒÚË ÙË Í‡ ̂ Ëfl Ú‡ ◊ÏËÌ‡“, „Ó‚Ó Ë Á‡ „Î‡‰‡ ‚ ëÓÙËfl Ë Á‡
Ò˙‚Â ÏÂÌ ÌÓÒÚ, Ë Á‡ ÏÛÁÂË, Ë Á‡ ‡ÍÚË ‚ËÁ˙Ï. á‡·Â ÎÂ ÊË ÚÂÎ Ì‡ ·Â „ÓÚÓ‚ ÌÓÒÚ Ú‡, Ò ÍÓflÚÓ
◊ÍÛÎÚÛ Ì‡ Ú‡ Ó·˘Â ÒÚ‚Â ÌÓÒÚ“ ÒÂ ı‚˙ ÎË Í˙Ï Ó·‡Ï ̃ Â ÌÓ ÚÓ Ò ¯‡Â ÌË ÔÎ‡ Í‡ ÚË, ·ËÎ ·Ó ‰Ó -
‚Â, ÔÂ ÒÓ Ì‡Î ÌË ÔÓÍ‡ ÌË Ò˙Ò ÁÎ‡Ú ÌË ·ÛÍ‚Ë Ë ÂÎÂÍ ÚÓÌ Ì‡ ËÌÙÓ Ï‡ ̂ Ëfl ÓÚÍË ‚‡ ÌÂ.
ë˙‚ÒÂÏ ËÒÍÂ ÌË ÚÂ, ÌÓ ‡‰ÏË ÌË ÒÚ‡ ÚË‚ ÌÓ-ÌÂÛ ‚Â Â ÌË ÛÒË ÎËfl Ì‡ ‚ÍÎ˛ ̃ Â ÌË ÔÓ ÌÂ‚Ó Îfl
Û˜‡ÒÚ ÌË ̂ Ë, Í‡ÚÓ ç‡˜‡Î ÌË Í‡ Ì‡ „‡‡ èÓ‰Û Â ÌÂ, ÔÂÒ ̂ ÂÌ ÚÓ ‚Â ÚÂ Ì‡ ÏËÌË ÒÚÂ ÒÚ‚‡ Ú‡ Ì‡
Ú‡ÌÒ ÔÓ Ú‡ Ë ÍÛÎÚÛ ‡ Ú‡, ÒÛÚÂ¯ ÌË ·ÎÓ ÍÓ ‚Â Ì‡ ÚÂÎÂ ‚Ë ÁËË, ÌÂ ÛÒÔfl ı‡ ‰‡ ‡ÁÛ ·Â ‰flÚ
Â‰ÌÓ ‡Á ÌÓ Ó· ‡Á ÌÓ ÏÌÓ ÊÂ ÒÚ‚Ó ÓÚ ÌflÍÓÎ ÍÓ ÒÚÓ ÚËÌ ‰Û¯Ë ‚˙‚ ‚˙ÁÏÓÊ ÌÓÒÚ Ú‡ Ú‡Í˙‚
ÏÛÁÂÈ ‰‡ ÒÂ ÓÚÍËÂ ÚÓ˜ÌÓ ÒÂ„‡ Ë ÚÓ˜ÌÓ ‚ Ú‡ÁË ÒÓÙËÈ ÒÍ‡ „‡‡. çflÏ‡ Í‡Í ‰‡ ÒÂ ÓÚÏË ÌÂ
ÔË Ò˙ ÒÚ‚ËÂ ÚÓ Ì‡ ÏflÒÚÓ Ì‡ ‰ÓÒÚ‡Ú˙ ̃ ÌÓ ‚ÎËfl ÚÂÎ ÌË ıÓ‡, ‚ ÒÂ·Â ÒË Û‚Â Â ÌË, ˜Â Â‰ÌÓ
Â‡Î ÌÓ ÓÚÍË ‚‡ ÌÂ Ì‡ ÌÓ‚ ÏÛÁÂÈ Ò ÔÓ‰Ó ·ÂÌ ı‡‡Í ÚÂ ÌÂ ·Ë ÒÂ ÒÎÛ ̃ Ë ÎÓ ·ÂÁ ÚflıÌÓ ÁÌ‡ -
ÌËÂ ËÎË Û˜‡ ÒÚËÂ. èÓÒÚÂ ÔÂÌ ÌÓ Ì‡ËÒÚË Ì‡ ÒÂ ÔËÁ Ì‡ ‚‡ ÎËÔ Ò‡ Ú‡ Ì‡ ÌflÍ‡Í ‚Ó (‰˙ Ê‡‚ ÌÓ?
Ó·˘Â ÒÚ‚Â ÌÓ? ˜‡ÒÚ ÌÓ?) Á‚ÂÌÓ ‚ „‡‰‡, ÍÓÂÚÓ ‰‡ Â ‚ ÔÓÌflÚ Ì‡ ‚˙ ÁÍ‡ Ò˙Ò Ò˙‚Â ÏÂÌ ÌÓ ÚÓ
ËÁÍÛ ÒÚ‚Ó. íÓ, ÍÓÎ ÍÓ ÚÓ Ë ‰‡ Â ÓÚË ̃ ‡ ÌÓ ËÎË ÔÂ ÌÂ ·Â „‚‡ ÌÓ, ◊ËÁ·Ë ‚‡“ ÚÛÍ ËÎË Ú‡Ï ‚
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ment. The project relied on the keen and impartial eyes of foreign artists used to inter-
preting changes. Birgit Brenner, Ulrike Kuschel, Christine de la Garenne, Via
Lewandowski, Olaf Nicolai, Roman Ondak and Sean Snyder were invited to revisit
coastal spots woven into their own holiday making biographies. Having made an initial
revisit, Via Lewandowski bought in Germany 900 Bulgarian postcards dating back twen-
ty-odd years and returned them by post one by one as a personal homage of times
gone by. Sean Snyder analysed the actual circumstances around the Black Sea military
bases lent by Bulgaria to NATO. Olaf Nicolai commissioned a dream villa design on the
Saint Ivan Island just off Sozopol. Christine de la Garenne shot a film about the
“unchangeable” beach behavior. Ulrike Kuschel produced a series of photographs of
concrete “sotz” remains along the coastline. Birgit Brenner did her best to recreate the
emotional atmosphere of her long gone summer in Bulgaria. Roman Ondak commis-
sioned nonprofessional Bulgarian individuals to illustrate his romantic trip with his future
wife to Bulgaria. In April 2005, the Red Riviera Revisited project ended up with an exhibi-
tion in Sofia’s Red House for Culture and Debate dedicated to who once saw/experi-
enced what, who now accepts/rejects what, what is it like to enjoy freedom amidst the
denial of freedom, and vice versa etc.

Coming closer to the end of its term, the Visual Seminar harked back discussion in the
first public debate. Back then, two issues had popped up along the fringes: the first one
was the opportunity and the need of preserving both the urban traces of “sotz” and the
transition period’s dynamic present, without which the history of Bulgarian culture will
never be comprehensive; the second one was related to the common international prac-
tice of “art activism”, its chances on Bulgarian soil, and specifically the possible interplay
between the Visual Seminar project and activist practices. These issues were shaped into
topics for the fourth scholarship competition: “The City through the Museum’s Window”
and “Visual Activism: Instances and Showcases”.

In the course of his project, the artist Ivan Moudov, who chose to “institute” the first
Bulgarian contemporary arts museum (MUSIZ7), took serious chances in dragging along
“broad people’s masses” in his manipulation. Moudov appointed himself director,
selected the Poduene Train Station in Sofia, a building formidable and well-known
around the country, to be the museum’s headquarters and declared an opening cere-
mony with all pomp and circumstance without even shying away from quoting Christo
Javacheff (“Christo”) as guest of honor… The ease, with which the whole contrivance
was passed off is an evidence of Sofia’s hunger for contemporaneity in terms of muse-
ums and activism alike. Remarkable was the eagerness of culture vultures pouncing on
the opening well touted with colored posters, billboards, golden letter personal invita-
tions and electronic information. Frank yet administratively timid efforts made by a num-
ber of reluctant accomplices, like the Poduene station’s chief, the PR departments of the
transport and culture ministries and the morning news emissions of a few TV channels
equally failed to dissuade a mixed several hundred strong crowd from believing that
such a museum has any chances of opening at this time in this specific Sofia location.
One cannot easily disregard the presence of sufficiently influential people entirely con-
vinced that the opening of this kind of institution should not take place without their
knowledge and participation. It took a while to recognize the absence of any (state?
public? private?) institution in town linked in an apprehensible way with contemporary
art. However denied or neglected, the latter “breaks out” here or there in Sofia highlight-
ing once more the inadequacy of the existing cultural infrastructure. Ivan Moudov appar-
ently saddled its listlessness quite in time: it already seems impossible to explain at
whatever international level that MUSIZ practically never existed. Another testimony of
how well the museum performs is the hail of proposals for joint action falling on its
“director”.
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ëÓÙËfl, ÔÓ‰ ̃ Â Ú‡ ‚‡È ÍË Ó˘Â ÔÓ‚Â ̃ Â ÌÂ‡‰Â Í‚‡Ú ÌÓÒÚ Ú‡ Ì‡ Ò˙˘Â ÒÚ‚Û ‚‡ ̆ ‡ Ú‡ ‚ ÍÛÎÚÛ ‡ Ú‡
ËÌÙ‡ ÒÚÛÍ ÚÛ ‡. à‚‡Ì åÛ‰Ó‚ ‚˙Á ÒÂ‰ Ì‡ ·ÂÁ ‰ÂÈ ÒÚ‚ËÂ ÚÓ ÏÌÓ„Ó Ì‡‚Â ÏÂ – ‚Â˜Â Â ÔÓ˜ÚË
ÌÂ‚˙ ÁÏÓÊ ÌÓ Ó·flÒ ÌÂ ÌËÂ ÚÓ Ì‡ Í‡Í ‚Ó ÚÓ Ë ‰‡ ·ËÎÓ ÏÂÊ ‰Û Ì‡ Ó‰ ÌÓ ÌË‚Ó, ˜Â Ú‡Í˙‚ ÏÛÁÂÈ
ÌflÏ‡. ë‚Ë ‰Â ÚÂÎ ÒÚ‚Ó Á‡ ÛÒÔÂ ı‡ ÏÛ Ò‡ Ë Á‡‚‡ Îfl ÎË ÚÂ ÓÚ ˜ÛÊ ·Ë Ì‡ ÔÂ‰ ÎÓ ÊÂ ÌËfl Á‡
Ò˙ÚÛ‰ ÌË ̃ Â ÒÚ‚Ó Í˙Ï ◊‰ËÂÍ ÚÓ ‡“ Ì‡ åìëàá...

ä‡ÍÚÓ Ë à‚‡Ì åÛ‰Ó‚, ÍÛÎÚÛ Ó ÎÓ „˙Ú ë‚ÂÚ Î‡ ä‡Á‡ Î‡ ÒÍ‡ ÔÓÒÚ‡ ‚Ë ÔÓ ÂÍ Ú‡ ÒË ◊èÓ Ô˙Úfl
Ì‡ 76“ (◊Route 76“ ÔÓ ‡Ì‡ ÎÓ„ Ò ËÒÚÓ Ë ̃ Â ÒÍËfl Route 66 ‚ ëÄô) ‚ ÔÂ ÒÂ˜ Ì‡ Ú‡ ÚÓ˜Í‡ Ì‡
‰‚ÂÚÂ, Á‡‰‡ ‰Â ÌË ÓÚ ÒÂÏË Ì‡ ‡ ÚÂÏË. ífl ÒÂ Á‡Â Ò ËÒÚÓ Ëfl Ú‡ ‚ ÚÂÍÒÚ Ë Ó·‡Á Ì‡ ÏÂÒÚ‡
ÔÓ Ï‡¯ Û Ú‡ Ì‡ „‡‰ ÒÍËfl ‡‚ÚÓ ·ÛÒ ‹ 76, ÎËÌËfl, Í˙Ï ÍÓflÚÓ Â ◊ÔË‚˙ Á‡ Ì‡“ ÓÚ ‡Ì ÌÓ ÚÓ
ÒË ‰ÂÚ ÒÚ‚Ó. èÓ‰Ó· ÌÓ ËÁÒÎÂ‰ ‚‡ ÌÂ Ì‡ ‚Ë‰fl ÌÓ ÚÓ ÔÂÁ Ô‡¯ ÌËfl, ‰‚Ë ÊÂ˘ ÒÂ ÔÓ ÔË ‚Ë˜ ÌÓ
Ú‡ÒÂ ÔÓ ÁÓ Âˆ, Ì‡‚˙ Á‚‡ ‚ ÎÓ„Ë˜ Ì‡ ‚ÂË „‡ ‡Á ÌÓ ‚Â ÏÂÌ ÌË ÚÂ Ì‡ÚÛÔ ‚‡ ÌËfl, ÒÎÛ ̃ Ë ÎË
ÒÂ ÏÂÊ‰Û ÊÍ ◊åÎ‡‰ÓÒÚ IV“ Ë ÊÍ ◊ÉÓˆÂ ÑÂÎ ̃ e‚“, ÏÂÊ‰Û ÓÔÂ ‰Â Îfl ÌÂ ÚÓ Ì‡ ëÓÙËfl Á‡ ÒÚÓ -
ÎË ̂ ‡ Ì‡ ÌÂÁ‡ ‚Ë ÒË Ï‡ Å˙Î „‡ Ëfl Ë ÌÂÈ Ì‡ Ú‡ ÌÂÒ ÔÓ ÍÓÈ Ì‡ ‰ÂÈ ÒÚ‚Ë ÚÂÎ ÌÓÒÚ Ì‡ „‡‰, Ì‡ÒÂ -
ÎÂÌ ÓÚ ÏËÎËÓÌ Ë ÔÓÎÓ ‚Ë Ì‡ ÊËÚÂ ÎË ‰ÌÂÒ. èÓ ÂÍ Ú˙Ú Ì‡ ä‡Á‡ Î‡ ÒÍ‡ ‚ËÁÛ‡ ÎË ÁË ‡ Ì‡ÒÎÓ -
ÊÂ ÌË ÚÂ Â‰ËÌ ‚˙ıÛ ‰Û„ ËÒÚÓ Ë ̃ Â ÒÍË ÚÂ ÔÎ‡ÒÚÓ‚Â Ì‡ ëÓÙËfl. íÓÈ ÔÓ‰ ÒÂ ̆ ‡ Á‡ ÒÚÓÈ -
ÌÓÒÚ Ú‡ Ì‡ ·ÂÁ ‚˙Á ‚‡Ú ÌÓ ËÁ˜ÂÁ Ì‡ ÎË „‡‰ ÒÍË Á‡·Â ÎÂ ÊË ÚÂÎ ÌÓ ÒÚË, Í‡ÚÓ ÙËÁË ̃ Â ÒÍË
◊ËÁÚË Ú‡ Ú‡“ Ì‡Ò ÍÓ Ó èÓ ̄ Â ÍÓ ‚‡ Ù‡· Ë Í‡ – Â‰‚‡ ÎË ÌÂ Ì‡È-„ÓÎfl Ï‡ Ú‡ ËÌ‰Û ÒÚË ‡Î Ì‡
Ò„‡ ‰‡ ‚ Å˙Î „‡ Ëfl ‚ Í‡fl Ì‡ ïIï ‚ÂÍ, ËÎË Á‡ ÌÂÎ˛ ·Ë ÏË ‰ÂÚ‡È ÎË Ì‡ Ó·˘Â ÒÚ‚Â Ì‡ Ú‡
Ô‡ÏÂÚ – „Ó ‰ÓÒÚ Ú‡ ÓÚ ÔÓÒÚË ÊÂ ÌËfl Ú‡ Ì‡ ÏÓ‰Â Ì‡ Ú‡ ÏÌÓ „Ó ÙÛÌÍ ̂ ËÓ Ì‡Î Ì‡ ‡ıË ÚÂÍ ÚÛ ‡ ‚
ÒÚ‡ Ì‡ Ú‡ ÓÚ 1970-ÚÂ ÔË ÔÓÒÚÓ fl‚‡ ÌÂ ÚÓ Ì‡ çÑä, Ì‡ÔË ÏÂ. èÂ‚ ˙ ̆ ‡ ÌÂ ÚÓ Ì‡ Ï‡¯ -
Û Ú‡ ‚ ◊ÏÛÁÂÈ“ ÒÚ‡Ì‡ ˜ÂÁ Ó·ÎÂ Ôfl ÌÂ Ì‡ ÒÔË ÍË ÚÂ ÔÓ Ô˙Úfl Ì‡ ‡‚ÚÓ ·ÛÒ 76 Ò ÔÎ‡ Í‡ ÚË,
Ò˙·‡ ÎË Ò˙ÓÚ ‚ÂÚ Ì‡ Ú‡ Ì‡ ÒÔË Í‡ Ú‡ ËÌÙÓ Ï‡ ̂ Ëfl – „‡ ‰˙Ú ÒÚ‡Ì‡ ÙÓÌ Á‡ ÚÓÁË ‰ËÒ ÔÎÂÈ,
Ô˙Ú ÌË ̂ Ë ÚÂ Ó·‡ ÁÛ ‚‡ ı‡ ÔÛ·ÎË Í‡, ‰ËÒÚ‡Ì ̂ Ë Ë ÚÂ ÒÂ ÒÍ˙Ò Ëı‡, ÏÛÁÂflÚ ÒÂ ‰ÂÏÓ Í‡ ÚË ÁË ‡, ‡
Â‰Ì‡ ÓÚ ÙÛÌÍ ̂ Ë Ë ÚÂ Ì‡ ÒÚÓ ÎË˜ Ì‡ Ú‡ ‡‰ÏË ÌË ÒÚ‡ ̂ Ëfl – ‰‡ Ò˙Á‰‡ ‚‡ ÂÒ ÔÂÍÚ Í˙Ï „‡‰‡ –
ÒÂ Â‡ ÎË ÁË ‡ ÓÚ ËÁÒÎÂ ‰Ó ‚‡ ÚÂÎ ‰ÓÒÚ‡ ÔÂ‰Ë Úfl, ‡‰ÏË ÌË ÒÚ‡ ̂ Ëfl Ú‡, ‰‡ ÒÂ Á‡ÏË ÒÎË Á‡
ÚÓ‚‡ ÒË Á‡‰˙Î ÊÂ ÌËÂ.

Ç Í‡fl Ì‡ ‰ÂÈ ÌÓÒÚ Ú‡ ÒË ÇËÁÛ‡Î ÌËflÚ ÒÂÏË Ì‡ ÒÂ Ó·˙ Ì‡ Í˙Ï ÒÔÂ ̂ Ë ÙË˜ Ì‡ ‡‚ÚÓ Â ÙÎÂÍ -
ÒËfl. èÓ ‚ÂÏÂ Ì‡ ‰Â·‡ Ú‡ ◊é·˘Â ÒÚ‚Â ÌÓ Ë ˜‡ÒÚ ÌÓ (Ë/ËÎË ÔÛ·ÎË˜ ÌÓ Ë ÎË˜ÌÓ)“ ÔÂÁ
ÓÍÚÓÏ ‚Ë 2004 „. ‚ É¸ÓÚÂ-ËÌÒÚË ÚÛÚ (ÏÓ‰Â Ë ‡Ì ÓÚ ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ Ë ã˙˜Â Á‡ ÅÓfl‰ -
ÊË Â‚) ·Â Ó·Ò˙ ‰ÂÌ Â‰ËÌ ‚˙ÔÓÒ, Ò˙Á‰‡ ‚‡Î ÔÂÁ ˆflÎÓ ÚÓ ‚ÂÏÂ ÔÓ ·ÎÂ ÏË Ì‡ ÔÓ ÂÍ Ú‡:
ÚÂ ÏË ÌÓ ÎÓ „Ë ̃ Â ÒÍÓ ÚÓ Ó·˙ Í‚‡ ÌÂ Ë ÔÓÌfl ÚËÈ ÌÓ ÚÓ Á‡ÒÚ˙Ô ‚‡ ÌÂ ÔË ËÁÔÓÎ Á‚‡ ÌÂ Ì‡ ‰ÛÏË ÚÂ
◊Ó·˘Â ÒÚ‚Â ÌÓ“ Ë ◊˜‡ÒÚ ÌÓ“ ‚ ÔÛ·ÎË˜ ÌË ÚÂ ‰ËÒ ÍÛ ÒË. åÓÊÂ ·Ë ÌÂ ÒÎÛ ̃ ‡È ÌÓ ‰Â·‡ Ú˙Ú
Ò˙‚Ô‡‰ Ì‡ Ò ÔÓfl‚‡ Ú‡ Ì‡ ÔÂ ‰‡ ‚‡ ÌÂ ÚÓ ◊Big Brother“ ÔÓ ·˙Î „‡ ÒÍ‡ Ú‡ ÚÂÎÂ ‚Ë ÁËfl.

ê‡Á ‰Â Îfl ÌÂ ÚÓ Ë ‰ÂÙË ÌË ‡ ÌÂ ÚÓ Ì‡ ·˙Î „‡ ÒÍË Ì‡ ◊public“ Ë ◊pri va te“, ÌÂÒ ÏÂ Ò‚‡ ÌÂ ÚÓ ËÏ Ò
◊‰˙ Ê‡‚ ÌÓ“ ËÎË ◊„‡‰ ÒÍÓ“, ÓÚ Â‰Ì‡ ÒÚ‡ Ì‡, Ë Ò ◊ÎË˜ÌÓ“ ËÎË ◊ËÌÚËÏ ÌÓ“, ÓÚ ‰Û„‡, ·Ë
ÔÓÏÓ„ Ì‡ ÎÓ Á‡ ÙÓ ÏË ‡ ÌÂ Ì‡ Ò‡ÏÓ Ò˙ ÁÌ‡ ÌËÂ Ì‡ „‡Ê ‰‡Ì ÒÍÓ ÚÓ Ó·˘Â ÒÚ‚Ó. ä˙‰Â ÏÓÊÂ
‰‡ ÏËÌ‡ ‚‡ „‡ ÌË ̂ ‡ Ú‡ ÏÂÊ‰Û ÎË˜ ÌË ÚÂ Ô‡‚‡ Ë ÚÂÁË Ì‡ ˜‡ÒÚ Ì‡ Ú‡ ÒÓ· ÒÚ‚Â ÌÓÒÚ Ë ÓÚ„Ó -
‚Ó ÌÓÒÚ Ú‡ ÔÂ‰ ÔÛ·ÎË˜ ÌÓ ÚÓ? ä‡Í ·Ë ÏÓ„Î‡ ‰‡ ÒÂ Â„Û ÎË ‡ Â‚‡Ì ̄ ËÒÚ Í‡ Ú‡ ‡„Â ÒË‚ -
ÌÓÒÚ Ì‡ ˜‡ÒÚ ÌÓ ÚÓ ÒÎÂ‰ ÔÓ˜ÚË 50-„Ó‰Ë¯ Ì‡ ‰ÓÏË Ì‡ ̂ Ëfl Ì‡ ◊Ó·˘Â ÒÚ‚Â ÌÓ ÚÓ“? ä‡Í ‰‡ ÒÂ
ÏÓÚË ‚Ë ‡Ú „‡Ê ‰‡Ì ÒÍË ÚÂ ÂÌÂ „ËË Á‡ ÓÚÒÚÓ fl‚‡ ÌÂ Ì‡ Ó·˘Â ÒÚ‚Â ÌË ÚÂ ËÌÚÂ Â ÒË? ä˙‰Â ÒÂ
Í˙ ÒÚÓ Ò‚‡Ú Ô˙Ú Ë˘‡ Ú‡ Ì‡ ÚÂÁË ‚˙ÔÓ ÒË Ë Ì‡ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡? ä‡Í ÒÂ ÒÎÛ˜ ‚‡ Ò·Î˙Ò˙Í -
˙Ú Ì‡ ˜‡ÒÚ ÌË ÚÂ ËÌÚÂ Â ÒË ‚ ◊Ó·˘Ëfl“ „‡‰? í‡Í‡, ÔË Á‡ÍÎ˛ ̃ Ë ÚÂÎ Ì‡ Ú‡ ‰ËÒ ÍÛ ÒËfl Ì‡
Û˜‡ÒÚ ÌË ̂ Ë ÚÂ ‚˙‚ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ Ò ÙËÎÓ ÒÓ Ù‡ ÉÂÓ „Ë ãÓÁ‡ ÌÓ‚, Û·‡ ÌÓÒ ÓˆË ÓÎÓ „‡
àÒÍ‡ Ñ‡Ì ‰Ó ÎÓ ‚‡, ÏÂ‰ËÈ ÌË ÂÍÒ ÔÂ ÚË Ë ÔÛ·ÎË Í‡ Ú‡, ÏÓ‰ÛÎ˙Ú ◊îÓÛÏ Á‡ ‚ËÁÛ‡Î Ì‡
ÍÛÎÚÛ ‡“ Á‡‚˙ ̄ Ë Ò ÔÓ‚Â ̃ Â ‚˙ÔÓ ÒË, ÓÚÍÓÎ ÍÓ ÚÓ ËÏ‡¯Â ‚ Ì‡˜‡ ÎÓ ÚÓ ÏÛ.

Ç˙ÔÓ ÒË Á‡ ÏflÒÚÓ ÚÓ Ë ÙÛÌÍ ̂ Ë Ë ÚÂ Ì‡ ÒÂÏË Ì‡ ‡ ÒÂ ÔÓ fl‚Ë ı‡ Ì‡ ÒÂ ̆ ‡ Ú‡ ÔÓ ÔÓÍ‡ Ì‡ Ì‡
äÓÏË ÒËfl Ú‡ ÔÓ ÛÒÚÓÈ ÒÚ‚Ó Ì‡ ÚÂË ÚÓ Ëfl Ú‡ Ë ÊËÎË˘ Ì‡ ÔÓÎË ÚË Í‡ Ë äÓÏË ÒËfl Ú‡ ÔÓ
ÏÂÒÚÌÓ Ò‡Ï ÓÛÔ‡ ‚ÎÂ ÌËÂ Ë ÌÓ Ï‡ ÚË‚ Ì‡ ÛÂ‰ ·‡ Ì‡ ëÚÓ ÎË˜ Ì‡ Ú‡ Ó·˘Ë Ì‡ ÔÂÁ ‰ÂÍ ÂÏ ‚Ë
2004 „Ó‰Ë Ì‡. óÂÁ ‰ÂÏÓÌ ÒÚ‡ ̂ Ëfl Ì‡ Â‡Î ÌË Ë ‚˙ÁÏÓÊ ÌË ◊ÒÎÛ˜ ÍË“ ‚ ÒÓÙËÈ ÒÍ‡ Ú‡ „‡‰ -
ÒÍ‡ ÒÂ‰‡ ü‡ ÅÛ· ÌÓ ‚‡, ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ Ë éÎËÌ ëÔ‡ ÒÓ‚ ÒÂ ÓÔË Ú‡ ı‡ ‰‡ ÔÓ ‚Ó ÍË -
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Just like her accidental colleague Ivan Moudov, the sculptor Svetla Kazalarska targeted a
cross point of the two Visual Seminar topics in her project, “Route 76” (referencing the his-
toric Route 66 in the USA). She embarked on a historic journey – in both text and image –
along the route of city bus No. 76, one she is “affiliated to” since her early childhood. This
kind of research through the dusty coach window moving along its humdrum itinerary, artic-
ulates in a logical chain a stockpile of events from various times having taken place geo-
graphically between the Mladost ßV and Gotse Delchev boroughs, and historically between
Sofia’s nomination as the capital of a newly independent country and its hectic present as a
city of 1.5 million inhabitants today. Kazalarska’s project visualizes Sofia’s historic layers one
on top of another: it reminds us of the value of irretrievably lost landmarks, e.g. the recently
demolished Proshek Brewery (allegedly the largest industrial building in Bulgaria by late 19th
c.); it puts its finger into controversial aspects of communal memory, e.g. the pride of multi-
functional architecture achievements from the 1970’s (the Palace of Culture), etc. Route 76
was turned into a museum by pasting up the bus stations alongside with posters carrying
relevant cultural information. Thus the city became the backdrop of display, the commuters
became audience, the distances grew shorter, the museum grew democratic while a city
council function – building up respect for the city – was taken over by a researcher long
before the actual administration even gave it a thought.

By the end of its active run, the Visual Seminar project has committed itself to a soul
searching of its own kind. In the course of the debates headlined, Social and Private
(and/or Public and Personal) in October 2004 held at the Goethe institute (moderated by
Alexander Kiossev and Luchezar Boyadjiev) the discussion focused on an issue, which
had actually pestered the project all along: the confusion and overlaps in the use of the
“public” and “private” concepts in Bulgarian public discourse. It might have been more
than a coincidence that this discussion coincided with the showing of Big Brother on
Bulgarian TV.

The distinction and clear definition of the Bulgarian language versions of “public” and “pri-
vate”, distinguishing them from “state” or “urban” on the one hand, and from “personal”
or “intimate” on the other, could help the formation of self-awareness among Bulgarian
civil society. Where does the borderline go between personal rights, private property and
public responsibility? How could one regulate the vindictive aggression of the private in
the aftermath of an almost 50-years’ domination of “the public”? How can one motivate
civil energies in championing the common interest? Where do these issues intersect with
urban environment matters? How do private interests collide with the common interest?
The closing public discussion of the Visual Seminar was attended by the philosopher
Georgi Lozanov and the urban sociologist Iskra Dandolova, by media experts, members
of the public, etc. It wound up with a greater number of questions than there had been
when the seminar started off. 

Questions around the Seminar’s identity and functions came to the fore consequent to the
meeting Iara Bubnova, Alexander Kiossev and Orlin Spassov held with 2 city council com-
missions, in December 2004 on their own invitation. By making a visual presentation of
events that have or could have taken place in Sofia, the Seminar people tried to tease out
the councilors’ personal opinions on a number of issues. The councilors owned up to hav-
ing used possible Visual Seminar’s reactions to spook some advertisers, and suggested
that Visual Seminar’s representatives take part in putting together a new law on visual
communications and advertising in the capital. Thus, the seductions and risks of activism
and “taking over” became part of the Visual Seminar’s ongoing process of self-monitoring.

Some answers were found by the last scholarship project, “Visual Police” done by Yavor
Gardev in December 2005. Working on the topic, “Visual Activism: Instances and
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‡Ú ÎË˜ÌË ÏÌÂ ÌËfl Ì‡ Ó·˘ËÌ ÒÍË ÚÂ Ò˙‚ÂÚ ÌË ̂ Ë ÔÓ ÔÓÁË ̂ Ë Ë ÚÂ Ì‡ ÒÂÏË Ì‡ ‡. èÓÎË ÚË ̂ Ë ÚÂ,
ÓÚ Ò‚Ófl ÒÚ‡ Ì‡, ÔËÁ Ì‡ ‚‡È ÍË, ˜Â ÔÓÌfl ÍÓ „‡ ◊ÔÎ‡ ̄ ‡Ú“ ÂÍÎ‡ ÏÓ ‰‡ ÚÂ ÎË ÚÂ ‚ „‡‰‡ Ò
‚˙ÁÏÓÊ Ì‡ Â‡Í ̂ Ëfl ÓÚ ÒÚ‡ Ì‡ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡, ÔÂ‰ ÎÓ ÊË ı‡ Ì‡ ˜ÎÂ ÌÓ ‚Â ÚÂ ÏÛ ‰‡
‚ÁÂ Ï‡Ú Û˜‡ ÒÚËÂ ‚ ËÁ‡ ·ÓÚ Í‡ Ì‡ ÌÓ‚ Á‡ÍÓÌ Á‡ ‡Á ÔÓ Î‡ „‡ ÌÂ Ì‡ ÒÂ‰ ÒÚ‚‡ Á‡ ‚ËÁÛ‡Î Ì‡
ÍÓÏÛ ÌË Í‡ ̂ Ëfl Ë ÂÍÎ‡ Ï‡ ‚ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ÒÚÓ ÎË ̂ ‡ Ú‡. í‡Í‡ ÔÓ ÚË ‚Ó Â ̃ Ë -
‚Ë ÚÂ Ò˙·Î‡Á ÌË-ËÒÍÓ ‚Â Ì‡ ‡ÍÚË ‚ËÁ Ï‡ Ë ◊Û˜‡ ÒÚËÂ ‚˙‚ ‚Î‡ÒÚ Ú‡“ ÒÂ Á‡‚˙ Ì‡ ı‡ ‚
ÔÓÒÚÓflÌ ÌÓ ÚÓ Ò‡ÏÓ ‰Ó ÔË Ú‚‡ ÌÂ Ì‡ ÒÂÏË Ì‡ ‡.

çflÍÓË ÓÚ„Ó ‚Ó Ë ·flı‡ ÔÂ‰ ÎÓ ÊÂ ÌË ‚ ÔÓÒÎÂ‰ ÌËfl ÒÚË ÔÂÌ ‰Ë ‡ÌÚ ÒÍË ÔÓ ÂÍÚ – ◊ÇËÁÛ‡Î Ì‡
ÔÓÎË ̂ Ëfl“ Ì‡ ü‚Ó É˙ ‰Â‚, Â‡ ÎË ÁË ‡Ì ÔÂÁ ‰ÂÍ ÂÏ ‚Ë 2005 „Ó‰Ë Ì‡. êÂ‡ „Ë ‡È ÍË Ì‡
ÍÓÌ ÍÛÒ Ì‡ Ú‡ ÚÂÏ‡ ◊ÇËÁÛ‡ ÎÂÌ ‡ÍÚË ‚ËÁ˙Ï: ÔË ÏÂ Ë Ë ÔÂ ̂ Â ‰ÂÌ ÚË“, É˙ ‰Â‚ Á‡ÒÂ„ Ì‡ Ò
ÍÓÌ ̂ ÂÔ ̂ Ëfl Ú‡ ÒË Á‡ ÍÓ‰ÂÍÒ Ì‡ ◊‚ËÁÛ‡Î Ì‡ Ú‡ ÔÓÎË ̂ Ëfl“ Ì‡ÔË Ô‡ ÌËfl ÓÚ ÒÂÏË Ì‡ ‡ ÔÓÚÂÌ -
ˆË‡ ÎÂÌ Ó·˘Â ÒÚ‚ÂÌ ÍÓÌ ÙÎËÍÚ, ÏÂÚ‡ ÙÓ Ë˜ ÌÓ ÓÔÂ ‰Â ÎÂÌ Ì‡ ÔÓÒÎÂ‰ ÌËfl ‰Â·‡Ú Í‡ÚÓ ÔÓ -
ÚË ‚Ó Â ̃ Ëfl ÏÂÊ‰Û ÔÓÁË ̂ Ë Ë ÚÂ Ì‡ ‚ËÁÛ‡ ÎÂÌ ‡Ì‡ ıÓ-Ô‡ˆË ÙËÁ˙Ï, ‚ËÁÛ‡ ÎÂÌ Ï‡˜ËÁ˙Ï Ë
‚ËÁÛ‡ ÎÂÌ Ô‡ ‚ËÁ˙Ï. èÓ ÂÍ Ú˙Ú ÒÂ ÔÂ ‚˙ Ì‡ ‚ ˆflÎÓÒÚ Ì‡ ÒËÏÛ Î‡ ̂ Ëfl Ò Û˜‡ ÒÚËÂ ÚÓ Ì‡
◊ÌÓ‚Ó Ì‡Á Ì‡ ̃ Â ÌËfl ¯ÂÙ Ì‡ „‡‰ ÒÍ‡ Ú‡ ÇËÁÛ‡Î Ì‡ ÔÓÎË ̂ Ëfl Ï‡ÈÓ ëÚÂ Ù‡ ÌÓ‚“ (ËÁË „‡Ì ÓÚ
ü‚Ó É˙ ‰Â‚), ‚Ë‰ÌË ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ÔÛ·ÎË ̂ Ë ÒÚË, Ò˙Á‰‡ ÚÂ ÎË Ì‡ Ó·˘Â ÒÚ‚Â ÌÓ ÏÌÂ ÌËÂ
(opi nion makers), Ë ÙÂÌÓ ÏÂ Ì‡ Ì‡ Ò‡Ï‡ Ú‡ ÚÂÎÂ ‚Ë ÁËÓÌ Ì‡ ÏÂ‰Ëfl, Â‰Ó‚ ÌÓ Ò˙Û Ïfl ‚‡ ̆ ‡ ‰‡
ÔÓ‰ ÏÂ ÌË Â‡Î ÌÓÒÚ Ú‡ Ò Ï‡ÌË ÔÛ ÎË ‡ Ì‡ ÔÂ‰ ÒÚ‡ ‚‡ Á‡ ÌÂfl. àÁÒÎÛ¯ ‚‡È ÍË ÛÊ Ò˙‚ÒÂÏ
Â‡Î ÌË ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ‰Â·‡ ÚË Ë ÔÂ ÁÂÌ Ú‡ ̂ ËË Á‡ ‡ÍÚË‚ ÌÓÒÚ Ú‡ Ì‡ ÌÓ‚Ó ÚÓ ÔÓÎË ̂ ÂÈ ÒÍÓ
Á‚ÂÌÓ, ÁË ÚÂ ÎflÚ ‚ ËÁÎÓÊ ·‡ Ú‡ Ì‡ É˙ ‰Â‚ ÓÒÚ‡ ‚‡ Ò ‚ÔÂ ̃ ‡Ú ÎÂ ÌËÂ, ˜Â Â ËÁÔÛ ÒÌ‡Î Â‰ËÌ ÓÚ
Ì‡È-ÒÂËÓÁ ÌË ÚÂ ÔÓ ·ÎÂ ÏË Ë Ò˙Ô˙Ú ÒÚ‚‡ ̆ Ë ÚÂ „Ó ‚ ÏÂ‰Ë Ë ÚÂ ‰ËÒ ÍÛ ÒËË – ÔÓ ·ÎÂ Ï‡ Á‡
‡‰ÏË ÌË ÒÚ‡ ÚË‚ ÌÓ ÚÓ Â„Û ÎË ‡ ÌÂ Ì‡ ÂÒÚË ̃ Â ÒÍËfl ‚ÍÛÒ ‚ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó,
ÍÓÈÚÓ „Ó ÔÂ/‚˙˘‡ ‚ ÊÂ Ú‚‡ Ì‡ ‡‰ÏË ÌË ÒÚ‡ ÚË‚ ÌËfl ÔÓ ËÁ ‚ÓÎ.

îÓ Ï‡Î ÌÓ ‰ÂÈ ÌÓÒÚ Ú‡ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ Á‡‚˙¯ ‚‡ Ò ÔÛ·ÎË Í‡ ̂ Ëfl Ú‡ Ì‡ ◊àÌÚÂ -
ÙÂÈÒ ëÓÙËfl“. çÓ ÚÓÈ Ì‡‰‡ ÎË ˘Â ÔÂ ÒÚ‡ ÌÂ ‰‡ Ò˙˘Â ÒÚ‚Û ‚‡. à ÌÂ Ò‡ÏÓ Á‡˘Ó ÚÓ Ó˘Â
ÔÂÁ 2006 „Ó‰Ë Ì‡ ÒÂ ÔÓ ‚Â ‰Ó ı‡ ÍÓÌ ÙÂ ÂÌ ̂ Ëfl Ú‡ Ë ËÁÎÓÊ ·‡ Ú‡ ◊ÑË‚ Í‡ÔË Ú‡Î“ ‚ ÑÂÁ -
‰ÂÌ, ËÁÔÓÎ Á‚‡ ̆ Ë ‡Á ‡ ·Ó ÚÂ Ì‡ Ú‡ ‚ ëÓÙËfl ◊ÏÂÚÓ ‰Ó ÎÓ „Ëfl Ì‡ Á‡ÒÚ˙Ô ‚‡ ÌÂ ÚÓ Ì‡ ÏÂÚÓ ‰Ó -
ÎÓ „ËË“, ÌÓ Ë Á‡˘Ó ÚÓ Â Ò‡ÏÓ Ô˙ ‚‡ Ú‡ ÓÚ ÌÂÓ·ıÓ ‰Ë ÏË ÚÂ ÌË ÔÎ‡Ú ÙÓ ÏË, ÙÓ ÏÛ ÎË ‡ ̆ Ë
„Û ÔÓ ‚‡ Ú‡ ÔÓ ·ÎÂ Ï‡ ÚË Í‡ Ì‡ ÂÁËÍ‡ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. à‰Âfl Ú‡ ‰‡ ÒÂ Û˜‡ -
ÒÚ‚‡ ‚ ◊ÓÔË ÚÓ Ïfl ‚‡ ÌÂ ÚÓ Ì‡ ‰Ë‚‡ Ú‡ „‡‰ ÒÍ‡ ÒÂ‰‡“ Â ‚‡ÊÌ‡ Í‡˜ Í‡ ‚ Ú˙ ÒÂ ÌÂ ÚÓ Ì‡
‰Û„Ë, ÓÒ‚ÂÌ ÔÓÚÂ ·Ë ÚÂÎ ÒÍ‡ Ú‡ Ë‰ÂÌ ÚË˜ ÌÓ ÒÚË.

Ñ‡ ÌÂ „Ó‚Ó ËÏ, ˜Â ‰ÓË Â‰ËÌ ÓÚ ˜ÎÂ ÌÓ ‚Â ÚÂ Ì‡ ÖÍÒ ÔÂÚ ÌËfl Ò˙‚ÂÚ Ì‡ ÒÂÏË Ì‡ ‡, ‡Á ‡ -
·Ó Ú‚‡Î ÚÂÏË, ËÁ·Ë ‡Î ÒÚË ÔÂÌ ‰Ë ‡Ì ÚË Ë „Î‡ ÒÛ ‚‡Î ÔÓ ÔÓ ÂÍ ÚË ÚÂ ËÏ, ÔËÒ‡Î Á‡ ÓÒ˙ ̆ Â -
ÒÚ‚Â ÌË ÚÂ ËÏ ‡·Ó ÚË, ÛÒÔfl ‰‡ ÒÂ Á‡·ÎÛ ‰Ë ÓÚ ÔÓÍ‡ Ì‡ Ú‡ Á‡ ÓÚÍË ‚‡ ÌÂ Ì‡ åÛÁÂÈ Á‡
Ò˙‚Â ÏÂÌ ÌÓ ËÁÍÛ ÒÚ‚Ó ‚ ëÓÙËfl Ë ÒÂ ÓÒ˙ ÁÌ‡ Â‰‚‡ ÔÂ‰ ◊·Ë‚ ̄ ‡ Ú‡“ „‡‡ èÓ‰Ûfl ÌÂ... í‡Í‡
˜Â Â ‚˙ÁÏÓÊ ÌÓ ÒËÚÛ‡ ̂ Ëfl Ú‡, ÓÔË Ò‡ Ì‡ ‚ Ì‡˜‡ ÎÓ ÚÓ Ì‡ ÚÓÁË ÚÂÍÒÚ – ‰‡ÎË ÔÎÓ ̆ ‡ ‰˙Ú Ò
ÌflÍÓ „‡¯ ÌËfl Ï‡‚ÁÓ ÎÂÈ ÎÂÊË ‰ÌÂÒ ÔÂ‰ ç‡ˆËÓ Ì‡Î Ì‡ Ú‡ ıÛ‰Ó ÊÂ ÒÚ‚Â Ì‡ „‡ÎÂ Ëfl ËÎË ÔÂ‰
ç‡Ó‰ Ì‡ Ú‡ ·‡ÌÍ‡, ‰‡ ËÏ‡ ÔÓ‰˙Î ÊÂ ÌËÂ. Ñ‡ÎË Ô˙Í ÒÎÂ‰ ‚ÂÏÂ ÒÓÙËflÌ ̂ Ë ÌflÏ‡ ‰‡
Ò‚˙ Á‚‡Ú èÓ‰Ûfl ÌÂ Ò ÏÛÁÂÈ?

ÅÂÎÂÊÍË

1. ïÛ‰ÓÊÌËÍ˙Ú Â ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚. ëÎÛ˜‡flÚ Â ËÁÔÓÎÁ‚‡Ì ‚ ÌÂ„Ó‚‡Ú‡ ËÌÒÚ‡Î‡ˆËfl 
◊É‡‰/ÑÓÏ“, 1998, Â‰Ì‡ ÓÚ ‡ÌÌËÚÂ ‡·ÓÚË, ÔÓÒ‚ÂÚÂÌË Ì‡ ëÓÙËfl.

2. Ä·Â‚Ë‡ÚÛ‡, ÔÂ‰ÎÓÊÂÌ‡ ÓÚ ü‡ ÅÛ·ÌÓ‚‡.



Showcases”, Gardev came up with a Visual Police Code tapping into the “visual anarchic
pacifism”, “visual machismo” and “visual legalism” as the seminar defined a few conflict-
ing points in the city. Dressed up as “the newly appointed head of Visual Police” while
being interviewed by a few higher profile television anchors and opinion makers, Gardev
actually offered a full scale TV simulation dissecting the phenomenon of television as a
media skilled in substituting manipulated images for reality. Listening to those “reality just
round the corner” TV reports on the new police unit actions and rants on how appropriate
they are, the viewer is left with an aftertaste of having missed all previous discussions
around a most serious public issue: the thin borderline between the regulation of public
visual aesthetics and sacrificing public taste to administrative arbitrariness.

The Visual Seminar has yet to publish “Interface Sofia” whereby its operation will be formal-
ly wrapped up. But hopefully the Seminar won’t die out. It is not only for the 2006 Wild
Capital conference-cum-exhibition in Dresden, which will roll out “the overlapping method-
ologies” worked out in Sofia, but also because the Visual Seminar is just the first of a num-
ber of platforms we need to successfully formulate and act upon the issues around the
visual language of public space. The idea of getting active in “taming the wild urban envi-
ronment” is a significant step in the quest for identities other than the consumerist one.

Should we mention that even one of the Seminar’s Expert Council members who prepared
topics, selected scholarship holders, voted on projects and reviewed their final products
was fooled by the invitation to the opening of MUSIZ, the Contemporary Art Museum in
Sofia and came back to his senses just at the gates of the “former” Poduene Train
Station? So the question we started with – whether the ex-mausoleum square now stretch-
es by the National Art Gallery or in front of the National Bank – may be followed up on.
Might Sofia people just as well associate Poduene Train Station with a museum one day?

Notes

1. The artist is Luchezar Boyadjiev. The event has been used in his installation Home/Town, 1998, 
one of his early works dedicated to Sofia.

2. A Soviet style abbreviation for “photographic publishing”.
3. Alice is the name of ex-Sofia’s mayor Stephan Sofianski’s wife.
4. One of the proto-Bulgarian tribes, which, together with the local Slavs, formed the Bulgarian state 

in 7th c. AD.
5. The April uprising took place in 1876 as an abortive attempt to overthrow Ottoman rule in 

Bulgarian-inhabited lands.
6. The French yoghurt company.
7. The Bulgarian abbreviated version suggested by Iara Bubnova.
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ä‡ÒËÏË íÂÁËÂ‚
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ 
◊àÁ‚ËÌÂÚÂ, ÍÓÈ Â ÚÓÁË „‡‰?“, 2004

Ö‰ËÌ Ô‡Á‡ (ÌË‚‡Ú‡ Ì‡ ÂÍ‡ ÑÛÌ‡‚),
Í‡‰Ë ÓÚ ‚Ë‰ÂÓ

Krassimir Terziev
Fellowship project 
“Excuse Me, Which City Is This?”, 2004

A Market (the levels of the river
Danube), 2004, video stills



ëÚËÔÂÌ‰Ë‡ÌÚË Ë ËÁÎÓÊ·Ë
RÂsident Fellows

and Exhibitions
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ 
◊ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰“, 2003

ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì 
(Ë ÁÂÚ¸Ó‚Â), Ó·‡Á Á‡ ·ËÎ·Ó‰

ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì 
(Ë ÁÂÚ¸Ó‚Â), ·ËÎ·Ó‰ Ì‡
Ù‡Ò‡‰‡Ú‡ Ì‡ ç‡ˆËÓÌ‡ÎÌ‡Ú‡
ıÛ‰ÓÊÂÒÚ‚ÂÌ‡ „‡ÎÂËfl, ëÓÙËfl

ÉÓÂ˘‡ ÎËÌËfl Á‡ ‚ËÁÛ‡ÎÌË
ÌÂÂ‰ÌÓÒÚË (ÇËÊ‰‡ÚÂ ÎË
ëÓÙËfl?), Ù‡„ÏÂÌÚË

èÂÁË‰ÂÌÚ ÄÑ – ‚ËÁÛ‡ÎÌ‡
ÌÂÂ‰ÌÓÒÚ 2;
íÂÎÂÙÓÌÌ‡ ÎËÌËfl Á‡ ‚ËÁÛ‡ÎÌË
ÌÂÂ‰ÌÓÒÚË;
äÓÌflÚ – ‚ËÁÛ‡ÎÌ‡ ÌÂÂ‰ÌÓÒÚ 1

åÓflÚ Ï‡ıÎÂÌÒÍË ÍÎ˛˜‡ Ë Philips
(Ù‡„ÏÂÌÚ) 

Luchezar Boyadjiev
Fellowship project 
“Hot City Visual”, 2003 

The Brigade of Stefan 
(and sons-in-law), 
image for a billboard

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

Hot Line for Visual Irregularities
(Do You See Sofia?), fragments

President Inc. –
Visual Irregularity 2;
Telephon Line for Visual
Irregularities;
The Horse – Visual Irregularity 1

My Neighborhood Key Maker and
Philips (fragment)
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åËÎ‡ åËÌÂ‚‡
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ 
◊Ñ‡ ÒË ËÁÏËÒÎË¯ ëÓÙËfl 
Í‡ÚÓ „ÎÂ‰Í‡“, 2003. 
ëÓÙËÈÒÍË ÔÓ˘ÂÌÒÍË
Í‡ÚË˜ÍË
ÔÂÁ ‡ÁÎË˜ÌË ÔÂËÓ‰Ë 
ÓÚ ËÁÒÎÂ‰‚‡ÌÂÚÓ

Milla Mineva
Fellowship project 
“Conceiving Sofia
as a Sight”, 2003. 
Sofia’s postcards from
different periods
from research project
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ä‡ÒËÏË íÂÁËÂ‚
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ 
◊àÁ‚ËÌÂÚÂ, ÍÓÈ Â ÚÓÁË „‡‰?“, 2004

Ö‰ËÌ ÙËÎÏ (ËÌÒˆÂÌËÓ‚Í‡ Ì‡ ÙËÎÏÓ‚‡
ÔÓ‰ÛÍˆËfl), ÙÓÚÓ„‡ÙËfl Ë Í‡‰˙ 
ÓÚ ‰‚ÛÍ‡Ì‡ÎÌ‡ ‚Ë‰ÂÓËÌÒÚ‡Î‡ˆËfl

ëÚÓ ‡„ÛÏÂÌÚ‡ Á‡ ËÁÍÛÒÚ‚Ó ‚ Ó·˘ÂÒÚ‚ÂÌÓÚÓ
ÔÓÒÚ‡ÌÒÚ‚Ó,
Í‡‰˙ ÓÚ www.cityscales.net

Ö‰ÌÓ ÏflÒÚÓ (‰ÂÚÒÍ‡ ÔÎÓ˘‡‰Í‡), 
ÙÓÚÓ„‡ÙËfl (Ù‡„ÏÂÌÚË)

Krassimir Terziev
Fellowship project 
“Excuse Me, Which City Is This?”, 2004

A Film (staging a film production),
production and installation stills

100 Points in Favor of Art in Urban Space,
screen shot,  www.cityscales.net

A Place (children’s playground),
photography (fragments)
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éÚ Í˙Ï Á‡ Ì‡Ò‡Ï, 2004, Í‡‰Ë ÓÚ ‰‚ÛÍ‡Ì‡ÎÌ‡ ‚Ë‰ÂÓËÌÒÚ‡Î‡ˆËfl 

Therefrom Hereto, 2004, two channel video installation, video stills
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X-tendo. ë‰ÛÊÂÌËÂ Á‡ „‡‰ÒÍË
ËÁÒÎÂ‰‚‡ÌËfl Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡
Ì‡ ËÁÍÛÒÚ‚‡Ú‡
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ 
◊éÚ Í˙Ï Á‡ Ì‡Ò‡Ï“, 2004

X-tendo. Association for City’s
Research with the Means 
of the Arts
Fellowship project 
“Therefrom Hereto”, 2004

ä‡ÚÍÓÚ‡ÈÌË Ë ‰˙Î„ÓÚ‡ÈÌË
ÒÎÂ‰Ë, ÍÓËÚÓ ˜Ó‚ÂÍ ÓÒÚ‡‚fl ‚

„‡‰‡, ÙÓÚÓ„‡ÙËfl

Passing and long-term traces,
which man leaves in the city,

2004, photography 
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ÉÂÓ„Ë ÉÓÒÔÓ‰ËÌÓ‚, üÌ‡ ÉÂÌÓ‚‡
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ 
◊àÌ‚ÂÌÚ‡Ì‡ ÍÌË„‡ Ì‡ ÒÓˆË‡ÎËÁÏ‡“, 2004,
(Ù‡„ÏÂÌÚË)

ÅÛÚËÎÍË äÓÍ‡-äÓÎ‡ Ò Ì‡‰ÔËÒË Ì‡ ÍËËÎËˆ‡ (ÔÓËÁ‚.
ÒÎÂ‰ 1965 „.) Ë Ì‡ Î‡ÚËÌËˆ‡ (Ì‡˜‡ÎÓÚÓ Ì‡ XXI ‚.);
ë‡ÔÛÌ Á‡ Ô‡ÌÂ ‡ÓÏ‡ÚËÁË‡Ì, 
Ñïá ◊ÉÂÓ„Ë ÑËÏËÚÓ‚“, ˆÂÌ‡ 0.19 Î‚.;
ä‡ÚÓÙÓ·ÂÎ‡˜Í‡, Å‡ÍÂÎËÚÍÓÓÔ, 1963 „.;
ÅÛ‰Í‡, ÛÎ. é·ÓË˘Â, ëÓÙËfl;
ëÂÙÂ˜Â Á‡ ÔÂÌ‡ÒflÌÂ Ì‡ ı‡Ì‡;
èË·Ó Á‡ ÂÎÂÍÚË˜ÂÒÍÓ ÔÂ˜ÂÌÂ Ì‡ ˜Û¯ÍË, 
äì ◊ÇÂÎËÍÓ í˙ÌÓ‚Ó“, 1975 „.

Georgi Gospodinov, Yana Genova
Fellowship project 
“Inventary Book of Socialism”, 2004,
(fragments)

Bottles of Coca-Cola with Cyrillic script
(produced after 1965) and Latin script
(beginning of 21 c.);
Flavored Laundry Soap;
Potato Peeler, Bakelitkoop, 1963;
Kiosk, Oborishte Street, Sofia;
Food Container;
Electrical power device for roasting peppers, 
produced in the Veliko Turnovo plant for home 
appliances in 1975
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ÅÓËÒ åËÒËÍÓ‚, ÉÂÓ„Ë ÅÓ„‰‡ÌÓ‚
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ ◊èÓ ÒÎÂ‰ËÚÂ Ì‡ Ò‚ÂÚÎÓÚÓ
·˙‰Â˘Â“, 2005 „. (Ù‡„ÏÂÌÚË)

ëÂËflÚ‡ (7 ÙÓÚÓ„‡ÙËË, ÚÂÍÒÚ) ÒÂ ·‡ÁË‡ ‚˙ıÛ
ËÌÚÂ‚˛Ú‡ Ò ÓÍÓÎÓ 70 Û˜ÂÌËÍ‡ ÓÚ „ÓÌËÚÂ ÍÎ‡ÒÓ‚Â Ì‡
ÚË „ËÏÌ‡ÁËË ‚ ëÓÙËfl. íÂÏ‡Ú‡ Ì‡ ‡Á„Ó‚ÓËÚÂ Ò Úflı –
◊Í‡Í˙‚ ËÒÍ‡¯ ‰‡ ÒÚ‡ÌÂ¯“, ◊Í‡Í ‚ËÊ‰‡¯ ÒÂ·Â ÒË ÒÎÂ‰
20-30 „Ó‰ËÌË“ – ÔÓÁ‚ÓÎË ‰‡ Ì‡·ÂÎÂÊ‡Ú ÓÒÌÓ‚ÌËÚÂ
ÔÓÒÓÍË ‚ ÏÂ˜ÚËÚÂ Ì‡ ÏÎ‡‰ÂÊËÚÂ, ÍÓËÚÓ ‚ ÏÓÏÂÌÚ‡
Á‡ÔÓ˜‚‡Ú Ò‡ÏÓÒÚÓflÚÂÎÌËfl ÒË Ô˙Ú. îÓÚÓ„‡ÙËËÚÂ
ÔÂ‰ÒÚ‡‚Îfl‚‡Ú ‚ËÁÛ‡ÎËÁ‡ˆËfl Ì‡ ÌflÍÓË ÓÚ ÚÂÁË ÏÂ˜ÚË.

ã˛·ÓÏË‡, 17 „.
àÒÍ‡ ÏË ÒÂ ‰‡ ÒÂ Á‡ÌËÏ‡‚‡Ï Ò PR ËÎË Ò ÂÍÎ‡Ï‡ –
‰‡ ËÏ‡ ÏÌÓ„Ó ıÓ‡ ÓÍÓÎÓ ÏÂÌÂ. åÂ˜Ú‡fl ÒË ‰‡ ÓÚ‚Ófl
Í‡ÙÂ, ‰‡ ÒË ÔÛÒÍ‡Ï ÏÓfl ÏÛÁËÍ‡ Ú‡Ï, ‰‡ Ë‰‚‡Ú
ÔËflÚÂÎËÚÂ. ÑÛ„ÓÚÓ Â ‡·ÓÚ‡, Í‡ÙÂÚÓ Â ÏÂ˜Ú‡.
ôÂ ËÁ„ÎÂÊ‰‡Ï ‡‚ÚÓËÚÂÚÌ‡…

ÅÓflÌ‡, 18 „.
ç‡ 80 „Ó‰ËÌË ÒË ÒÂ ÔÂ‰ÒÚ‡‚flÏ Í‡ÚÓ ‚ËÒÓÍ‡, Ò˙‚ÒÂÏ
Ò ‡Í˙Î‡ ÒË ÒÚ‡‡ ·‡·‡. éÍÓÎÓ ÏÂÌÂ – „Ó‡, ÒÚ‡‡ Í˙˘‡,
ÔÓÒÚË ÏÂ·ÂÎË, ·ÂÎË ˜‡¯‡ÙË… Ì‡È-Ó·ËÍÌÓ‚ÂÌË
‰˙‚ÂÌË ÌÂ˘‡.

ëÎ‡‚Ë, 18 „.
ëÎÂ‰ 20 „Ó‰ËÌË ÒÂ ‚ËÊ‰‡Ï Á‡‰ Â‰ÌÓ Ó„ÓÏÌÓ ·˛Ó,
Ò ÏÌÓ„Ó ÒÚËÎÂÌ ÍÓÒÚ˛Ï, Ò Ó˜ËÎ‡, Ë „ÎÂ‰‡Ï ÒÚÓ„Ó. 
ôÂ ËÏ‡Ï Ï‡ÎÍÓ ÔÓ‰˜ËÌÂÌË, ÌÓ ÏÌÓ„Ó ‰Ó·Ë. Ç Í˙˘‡Ú‡
˘Â ËÏ‡ ‰Ê‡ÍÛÁË Á‡ ¯ÂÒÚ ˜Ó‚ÂÍ‡, Á‡ ÔËflÚÂÎËÚÂ.
éÚ‚˙Ì – Ó„ÓÏÂÌ ‰‚Ó, ·‡ÒÂÈÌ 8ı20 ÏÂÚ‡, ÍÓÌ˛¯Ìfl
Ò ÔÂÚ ÍÓÌfl. Ñ‡ÊÂ Ë Ò˙ÌË˜Í‡ ˘Â ÒË ‚ÁÂÏ‡,
Ë ‰‚Â ÌÂÏÒÍË Ó‚˜‡ÍË.

ä‡ÏÂÎËfl, 17 „.
ç‡ ÔÂÚ „Ó‰ËÌË Ë ÔÓÎÓ‚ËÌ‡ ‡Á·‡ı, ˜Â ËÒÍ‡Ï ‰‡ ÒÚ‡Ì‡
‡‰‚ÓÍ‡Ú. ëÂ„‡ ˘Â ÒÎÂ‰‚‡Ï Ì‡Í‡Á‡ÚÂÎÌÓ Ô‡‚Ó. é·Ë˜‡Ï
‡·ÓÚ‡Ú‡ ÒË, Ï‡Í‡ ˜Â ÌÂ fl ‡·ÓÚfl Ó˘Â.

Boris Missirkov, Georgi Bogdanov
Fellowship project
“On the Tracks of the Bright Future”, 2005 (fragments)

The Series (7 photographs, text) is based on interviews
with about 70 students from 3  high schools in Sofia. The
questions they were asked - “What would you like to
become”, “How do you imagine your own future in 20-30
years” - permitted to outline some of the ideas in the
dreams of those young people, just starting their inde-
pendent living. The photographs form the series are visu-
alising some of these dreams. 

Lyubomira, 17
I would like to deal with PR or advertising –
I’d love to have plenty of people around.
I dream of opening a café, to play my music there
and have my friends visiting me. It’s all about job,
the café is a dream…

Boryana, 18 
When I am 80 I imagine myself as a tall old lady, with all
her brains absolutely. A forest, an old house, simple fur-
niture, white sheets... the simplest wooden things sur-
rounding me.

Slavi, 18
In 20 years I see myself behind an enormous desk, with
a very stylish suit and looking authoritatively through my
glasses. I will have only few employees, but very good
ones. There will be a Jacuzzi for six people in my house,
for my friends. Outside there will be a large yard,
a swimming pool, 8x20 m, and stables with five horses.
I will even get a little doe and two dogs.

Kamelia, 17
At the age of five and a half I already knew I wanted to be
a lawyer. Now I will study criminal law. I love my job
although I haven’t started practising it yet.
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ë‚ÂÚÎ‡ ä‡Á‡Î‡ÒÍ‡
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ ◊èÓ Ô˙Úfl Ì‡ 76“ (É‡‰˙Ú ÔÂÁ ÔÓÁÓÂˆ‡ Ì‡ ‡‚ÚÓ·ÛÒ‡), 2005
10 ÔÎ‡Í‡Ú‡, ÚË‡Ê 500 ·. ‚ÒÂÍË (Ù‡„ÏÂÌÚË)

Svetla Kazalarska
Fellowship project “Route 76” (The City through the Window of the Bus), 2005
10 posters, 500 copies each (fragments)
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à‚‡Ì åÛ‰Ó‚ 
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ ◊åìëàá (åÛÁÂÈ Á‡ Ò˙‚ÂÏÂÌÌÓ ËÁÍÛÒÚ‚Ó)“,
2005

ä‡ÚË˜Í‡ Ë ÔÎ‡Í‡Ú Á‡ ◊ÓÚÍË‚‡ÌÂÚÓ“ Ì‡ åìëàá

ÑÓÍÛÏÂÌÚ‡ÎÌË Í‡‰Ë ÓÚ ‚Ë‰ÂÓÙËÎÏ ÓÚ ıÂÔ˙ÌËÌ„‡ ÔË ◊ÓÚÍË‚‡ÌÂÚÓ“ 
Ì‡ „‡‡ èÓ‰ÛflÌÂ, ëÓÙËfl

Ivan Moudov
Fellowship project “MUSIZ* (Museum of Contemporary Art)”, 2005
* MUSIZ is the transliterated abbreviation, which in Bulgarian stands for
Museum of Contemporary Art

The invitation card for the opening and the poster of MUSIZ

Documentation video stills from the happening at Podujane train station,
Sofia, April 26, 2005
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ü‚Ó É˙‰Â‚. ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ ◊ÇËÁÛ‡ÎÌ‡ ÔÓÎËˆËfl – tv simulacrum“, 2005

ÇË‰ÂÓËÌÒÚ‡Î‡ˆËfl, 7 ‚Ë‰ÂÓÙËÎÏ‡ – ÒËÏÛÎ‡ˆËË Ì‡ ÔÂ‰‡‚‡ÌËflÚ‡ ◊è‡ÌÓ‡Ï‡“, ◊èÓ Ò‚ÂÚ‡ Ë Û Ì‡Ò“, ◊ÇËÊÚÂ ÍÓÈ...“,
◊ÑÂÌflÚ Á‡ÔÓ˜‚‡“, ◊á‡˘Ó ÌÂ!“ Ì‡ Åçí Ë ◊äÓËÚ‡Ó‚ Live“ Ì‡ çÓ‚‡ íÂÎÂ‚ËÁËfl Ë ‡‰ËÓ ◊çÓ‚‡ Ö‚ÓÔ‡“.
àÁ„ÎÂ‰ ÓÚ ËÌÒÚ‡Î‡ˆËflÚ‡ Ë Í‡‰Ë ÓÚ ‚Ë‰ÂÓ

Javor Gardev. Fellowship project “Visual Police – tv simulacrum”, 2005

Videoinstallation, 7 simulations after the TV shows Panorama, Around the World and in the Country, Look Who..., 
The Day Starts of the Bulgarian National Television and Koritarov Live of Nova TV and Radio New Europe.
Installation views and video stills
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ÜÂÎËÚËÌ
ÉÓÒÚÛ‚‡˘ ÔÓÂÍÚ ◊åÓÍËflÚ ·ÓÍÎÛÍ Ì‡ ÜÂÎËÚËÌ“, 2004

ÑÓÍÛÏÂÌÚ‡ˆËfl ÓÚ Ô˙ÙÓÏ‡ÌÒ‡ Ì‡ ÔÎ. ◊âÓ‡Ì è‡‚ÂÎ II“, ÎÂÍˆËflÚ‡ Ë ËÁÎÓÊ·‡Ú‡ ‚ ÄíÄ ˆÂÌÚ˙ / àëà – ëÓÙËfl

Gelitin
Guest project “The Wet Waste of Gelitin”, 2004

Documentation from the performance at John-Paul II Sq, the lecture and the show in ATA Center / ICA – Sofia
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òÓÌ ëÌ‡È‰Â
ÉÓÒÚÛ‚‡˘ ÔÓÂÍÚ ◊èÂ‰ÎÓÊÂÌËÂ Á‡ ‡ÎÚÂÌ‡ÚË‚Ì‡ Í‡Ú‡
Ì‡ ëÓÙËfl“, 2004

àÁ„ÎÂ‰Ë ÓÚ ËÌÒÚ‡Î‡ˆËflÚ‡ ‚ ÄíÄ ˆÂÌÚ˙ / àëà – ëÓÙËfl 
Ë Ù‡„ÏÂÌÚË ÓÚ ÔÓÂÍÚ‡ ◊Fast Food“, 1998

Ç äËÚ‡È ÍÎËÂÌÚËÚÂ Ì‡ Á‡‚Â‰ÂÌËflÚ‡ (KFC) Á‡ ·˙ÁÓ
ı‡ÌÂÌÂ ÒÂ ËÌÒÚÛÍÚË‡Ú ‰‡ ÒÂ ı‡ÌflÚ Ò ˙ˆÂ ‚ÏÂÒÚÓ Ò
ÍÎÂ˜ÍË.

çÓÒflÚ ÒÂ ÒÎÛıÓ‚Â, ˜Â å‡ÍÑÓÌ‡Î‰Ò Â Ì‡È-„ÓÎÂÏËflÚ
Ú˙„Ó‚ÒÍË ÔÓÚÂ·ËÚÂÎ Ì‡ Ò‡ÚÂÎËÚÌË ËÁÓ·‡ÊÂÌËfl Á‡
‡Ì‡ÎËÁ Ì‡ ·˙‰Â˘Ó ‡ÁÔÓÎ‡„‡ÌÂ Ì‡ ÂÒÚÓ‡ÌÚË Ë
„Ó‰Ë¯ÌË Ò‡‚ÌËÚÂÎÌË ÓÚ˜ÂÚË.

ÄÍÓ ÓÚ„Ó‚Ó˙Ú Ì‡ ËÁËÒÍ‚‡ÌËflÚ‡ Ì‡ ÏÂÒÚÌ‡Ú‡ ÍÛÎÚÛ‡
ÓÁÌ‡˜‡‚‡ ‰‡ ‡Á¯ËËÏ Ó·Ë˜‡ÈÌÓÚÓ ÒË ÏÂÌ˛ – ˘Â „Ó
Ì‡Ô‡‚ËÏ. http://www.mcdonalds.com

Ç äËÚ‡È ÒÂ Ì‡Î‡„‡ ÔÓÌflÍÓ„‡ ÓËÁ˙Ú ‰‡ Á‡ÏÂÌË
Ô˙ÊÂÌËÚÂ Í‡ÚÓÙË.

ä‡ÈÔ˙ÚÌËÚÂ ÂÒÚÓ‡ÌÚË ËÌÒÚ‡ÎË‡Ú ÍÓÌÚÂÈÌÂË Á‡
·ÓÍÎÛÍ ËÁ‚˙Ì ÚÂËÚÓËflÚ‡ ÒË Á‡‡‰Ë ÓÚÔ‡‰˙ˆË,
ÓÒÚ‡‚flÌË ÓÚ ÔÂ¯ÂıÓ‰ˆË Ë ÔÂÏËÌ‡‚‡˘Ë
‡‚ÚÓÏÓ·ËÎËÒÚË.

ç‡È-ÒÂ‚ÂÌËflÚ å‡ÍÑÓÌ‡Î‰Ò Â ‚Ò˙˘ÌÓÒÚ ‡ÁÔÓÎÓÊÂÌ Ì‡
ÄÍÚË˜ÂÒÍËfl Í˙„, ‚ „‡‰ êÓ‚‡ÌËÂÏË, îËÌÎ‡Ì‰Ëfl
(‰˙Ê‡‚‡ ‹35). http://www.mcdonalds.com 

çÂÁ‡‚ËÒËÏÓ ËÁÒÎÂ‰‚‡ÌÂ ÍÎ‡ÒË‡ èÓÎÍÓ‚ÌËÍ‡ (KFC)
Í‡ÚÓ ‚ÚÓË ÔÓ ‡ÁÔÓÁÌ‡‚‡ÂÏÓÒÚ ÒÂ‰ Ò‚ÂÚÓ‚ÌËÚÂ
ÁÌ‡ÏÂÌËÚÓÒÚË. http://www.kfc.com

Ç ë‡Û‰ËÚÒÍ‡ Ä‡·Ëfl ÏÂÒÚ‡Ú‡ Á‡ Òfl‰‡ÌÂ Ò‡
‡ÁÔÂ‰ÂÎÂÌË ÔÓ ÔÓÎ Ë ÒÂÏÂÈÌÓ ÔÓÎÓÊÂÌËÂ.

Sean Snyder
Guest project “Proposal for an Alternative Map of Sofia”,
2004

Views of the installation in ATA Center / ICA – Sofia 
and fragments of the Fast Food project, 1998

In China the fast food customers
are instructed to use their hands instead
of chopsticks.

McDonalds is rumored to be the largest commercial
“consumer” of satellite imagery, to analyze
prospective restaurant locations, and conduct yearly
comparisons.

If meeting the demands of local culture means adding
to our regular menu, we’ll do it. 
http://www.mcdonalds.com

In China special menu substitutions are sometimes
necessary, for example rice for french-fries.

Roadside restaurants place trash receptacles
outside of the property lines anticipating
waste from pedestrians
and drive-through customers.

As a matter of fact, the northernmost McDonalds
is located on the Arctic Circle in Rovaniemi, Finland
(Country #35). http://www.mcdonalds.com

An independent survey ranked the Colonel (KFC) as the
world’s second most recognizable celebrity.
http://www.kfc.com

In Saudi Arabia seating is organized by sex and marital
status.
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RRR äËÒÚËÌ ‰Â Î‡ É‡ÂÌ
ÅËÁ, 2005, Í‡‰˙ ÓÚ ‚Ë‰ÂÓ

Christine de la Garenne
Breeze, 2005, video still

éÎ‡Ù çËÍÓÎ‡È
èÂ‰ÒÚ‡‚Ë ÒË Í˙˘‡ Ì‡ ÓÒÚÓ‚
ë‚. à‚‡Ì, 2005, ËÌÒÚ‡Î‡ˆËfl
(ÔÓÂÍÚ Ë Ï‡ÍÂÚ Ì‡ ‚ËÎ‡,
ÔÓ˙˜‡ÌË ÓÚ ıÛ‰ÓÊÌËÍ‡)

Olaf Nikolai
Imagine a House on St Ivan
Island, 2005, installation
(a project and a model of a villa
commissioned by the artist)

ÉÓÒÚÛ‚‡˘ ÔÓÂÍÚ RRR 
àÁÎÓÊ·‡ ◊á‡‚˙˘‡ÌÂ ‚ óÂ‚ÂÌ‡Ú‡ êË‚ËÂ‡“, 2005 „.
äÛ‡ÚÓË ü‡ ÅÛ·ÌÓ‚‡, ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚
ñÂÌÚ˙ Á‡ ÍÛÎÚÛ‡ Ë ‰Â·‡Ú ◊óÂ‚ÂÌ‡Ú‡ Í˙˘‡“, ëÓÙËfl

Guest project RRR 
“Red Riviera Revisited” Exhibition, 2005
Curators Iara Boubnova, Luchezar Boyadjiev
Red House Center for Culture and Debate, Sofia
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ÇË‡ ãÂ‚‡Ì‰Ó‚ÒÍË
àÁ‚˙‚Ë Ô˙Ú, 2005, ËÌÒÚ‡Î‡ˆËfl –
900 ÔÓ˘ÂÌÒÍË Í‡ÚË˜ÍË ÓÚ óÂÌÓÏÓËÂÚÓ, ËÁÔ‡ÚÂÌË
Ó·‡ÚÌÓ ÓÚ ÉÂÏ‡ÌËfl Á‡ Å˙Î„‡Ëfl

Via Levandowski
Go a Way, 2005, installation (900 postcards from the
Bulgarian seashore sent back from Germany)
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òÓÌ ëÌ‡È‰Â
ÅÂÁ Á‡„Î‡‚ËÂ, 2005,
ÙÓÚÓËÌÒÚ‡Î‡ˆËfl

Sean Snyder
Untitled, 2005,
photoinstallation

êÓÏ‡Ì éÌ‰‡Í
ë˙‚ÏÂÒÚÌÓ Ô˙ÚÛ‚‡ÌÂ, 2005,
ËÒÛÌÍË Ì‡ ÌÂÔÓÙÂÒËÓÌ‡ÎÌË
ıÛ‰ÓÊÌËˆË ÔÓ ‡ÁÍ‡Á Ì‡
‡‚ÚÓ‡

Roman Ondak
A travel in Common, 2005,
drawings by non-professional
artists after author’s
descriptions
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ìÎËÍÂ äÛ¯ÂÎ
Ñ˛ÌË, ä‡‚‡ˆË, ÄÍÛÚËÌÓ, 2005, ÙÓÚÓ„‡ÙËfl (Ù‡„ÏÂÌÚË ÓÚ ÒÂËflÚ‡) 

Ulrike Kuschel
Dyuni, Kavatsi, Arkutino, 2005, photography (fragments from the series)



ÅË„ËÚ ÅÂÌÂ
íÛËÒÚË˜ÂÒÍ‡ ‡„ÂÌˆËfl ◊îÓÚÛÌ‡“, 2005, ËÌÒÚ‡Î‡ˆËfl

Birgit Brener
Fortuna Tourist Agency, 2005, installation



ó ‡ Ò Ú  Ô ˙  ‚ ‡  /  P a r t  O n e

É‡‰˙Ú ·ÂÁ Í‡˜ÂÒÚ‚‡
The City

with No Qualities
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ÄÌ„ÂÎ Ç. ÄÌ„Â ÎÓ‚

èË Ó ‰‡ Ú‡ ‚ ëÓÙËfl – ‡ÒÓ ̂ Ë‡Î Ì‡ ÔÛÒÚÓ¯

◊Crescit, des in te grat“

◊ê‡ÒÚÂ, ‡ÁÔ‡‰‡ ÒÂ“ (Î‡Ú.)

ÜËÁ ÌÂ Ì‡ Ú‡ ÒÂ‰‡ ‚ ëÓÙËfl ÌË ÔÂ‰ Î‡ „‡ ‚˙ÁÏÓÊ ÌÓÒÚ ‰‡ ‡Ì‡ ÎË ÁË ‡ ÏÂ ‰ÂÎ ÌË˜ ÌË ÚÂ
Ó·‡ ÁË Ì‡ Ë‡ ̂ ËÓ Ì‡Î ÌÓÒÚ Ú‡, ı‡ÓÒ‡, Ë ˜ÛÊ ‰ÓÒÚ Ú‡, ÍÓËÚÓ Ò˙Ô˙Ú ÒÚ‚‡Ú ÔÂ‚ ˙ ̆ ‡ ÌÂ ÚÓ Ì‡
„‡‰‡ ‚ ÏÂÚÓ ÔÓ ÎËÒ. é·Ë Ú‡ ‚‡ ÏÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡, ÎË¯Â ÌË ÓÚ ÍÛÎÚÛ ‡ – ‚ ÓÒÌÓ‚ ÌÓ ÚÓ ÁÌ‡ -
˜Â ÌËÂ Ì‡ ‰ÛÏ‡ Ú‡ – ÓÚ „ËÊ‡, ÔÓ‰ ‰˙ Ê‡ ÌÂ Ë ÂÒ ÔÂÍÚ Í˙Ï Úflı. èÓ ÒÚ‡Ì ÒÚ‚‡, ‚ ÍÓËÚÓ
ÍÛÎÚÛ ‡ Ú‡ ◊Â ÔÓ‰Ë ‚fl Î‡“, Á‡„Û ·Ë Î‡ Â ÒÓˆË‡Î ÌË ÚÂ ÒË ı‡‡Í ÚÂ Ë ÒÚË ÍË. (ë˙)Û˜‡ ÒÚ‚‡ ÏÂ ‚
ÔÓ‚Â ‰Â ÌËfl, ˜ÂÁ ÍÓËÚÓ „‡ ‰˙Ú ‰Â„‡ ‰Ë ‡ ‰Ó ÔË Ó ‰‡, Á‡ ÍÓËÚÓ ÌÂ ‚‡Ê‡Ú ÒÓˆË‡Î ÌË
ÌÓÏË, Í‡ÍÚÓ Ë Ó·‡Ú ÌÓ, ‚ ÔÓ-Â‰ ÍË ÚÂ ÓÔËÚË Á‡ ÔÂ‚ ˙ ̆ ‡ ÌÂ Ì‡ ÌË˜Ë Ë ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡
‚ ÒÓˆË‡Î Ì‡ ÒÂ‰‡. èÓ‰ ÔË Ó ‰‡ ‡Á ·Ë ‡Ï ÌÂ Ô‡ ÍÓ ‚Â ÚÂ Ë „‡ ‰Ë ÌË ÚÂ, ‡ ËÁÚÎ‡ ÒÍ‡ Ì‡ Ú‡
ÔË Ó ‰‡, ÍÓflÚÓ ÒÂ Á‡‚˙ ̆ ‡ Í‡ÚÓ ÔÛÒÚÓ¯ ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ì‡ „‡‰‡, ‚ Ó·‡ ÁË Ì‡
ÒÓˆË‡Î ÌËfl Â„ÂÒ, ÍÓÈÚÓ ÔÓ‚Â ̃ Â ÌÂ ÏÓÊÂ ‰‡ ÒÂ Ó‚Î‡ ‰ÂÂ, Á‡ÚÓ ‚‡  ÔÓ‡ Ê‰‡ ÓÁÎÓ ·ÎÂ -
ÌËÂ Ë ÌÂÒË „Û ÌÓÒÚ, Ò˙˘Â ‚Â ÏÂÌ ÌÓ ÒÂ ÔÂ ÒÚÛ ‚‡ ÏÂ, ˜Â Á‡ÔÎ‡ ı‡ Ú‡ ÌÂ Ò˙˘Â ÒÚ‚Û ‚‡.
á‡‚˙ Ì‡ Î‡ Ú‡ ÒÂ ‚ Ó·‡ ÁË Ì‡ ÔÛÒÚÓ¯ Ú‡ ËÁÚÎ‡ ÒÍ‡ Ì‡ ÔË Ó ‰‡ ·Ë‚‡ ÌÂ Ò‡ÏÓ Ú˙ Ôfl Ì‡, ÌÓ
Ë ÔÓÒÚÓflÌ ÌÓ ÔÓ ËÁ ‚ÂÊ ‰‡ Ì‡ ÓÚ ˜ÎÂ ÌÓ ‚Â ÚÂ Ì‡ Ó·˘ÌÓÒÚ Ú‡, ÍÓËÚÓ Ò‡ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ‚
ÓÎfl Ú‡ Ì‡ ËÁ‚˙ ̄ Ë ÚÂ ÎË Ë ÊÂ Ú‚Ë. íÂÍ ÒÚ˙Ú ·Â„ÎÓ ÚÂÏ‡ ÚË ÁË ‡ Ë ÒÓˆË‡Î ÌÓ-ÔÒË ıË˜ Ì‡ Ú‡
‡ÚÏÓ ÒÙÂ ‡ – Ò˙˜Â Ú‡ ÌËÂ ÚÓ ÓÚ ‡Ô‡ ÚËfl Ë ‚‡Ê ‰Â· ÌÓÒÚ, ÍÓflÚÓ ÏÓÚË ‚Ë ‡ ÔÓ‚Â ‰Â ÌËÂ ÚÓ Ì‡
ıÓ‡ Ú‡ ‚ „‡‰‡ ÌÂ Ò‡ÏÓ ‰‡ ‰ÓÔÛ ÒÍ‡Ú, ÌÓ Ë ‰‡ ÔÓ‰ ÍÂ ÔflÚ Ò˙˘Â ÒÚ‚Û ‚‡ ÌÂ ÚÓ Ì‡ Ú‡ÍË ‚‡
ÔÓ ÒÚ‡Ì ÒÚ‚‡.

é„‡ ÌË Á‡ ̂ Ëfl Ú‡ Ì‡ ÒÂ ‰‡ Ú‡ ‚ ÊËÎË˘ ÌË ÚÂ ÍÓÏ ÔÎÂÍ ÒË, ÔÓ ÂÍ ÚË ‡ ÌË Ë ÒÚÓ Â ÌË ÔÂÁ
‚ÚÓ ‡ Ú‡ ÔÓÎÓ ‚Ë Ì‡ Ì‡ 50-ÚÂ „Ó‰Ë ÌË, ‚ÒÂ Ó˘Â Ì‡ÔÓ ‰Ó ·fl ‚‡ ÒÚ‡ ‡ Ú‡ „‡‰ ÒÍ‡ ÒÚÛÍ ÚÛ ‡ –
Ì‡ÎË ̃ ËÂ Ì‡ ÛÎËˆË, ÚÂ‚ ÌË ÔÎÓ˘Ë, Ì‡ÔÓÏ Ìfl ̆ Ë „‡ ‰Ë ÌË ÔÂ‰ ‰ÓÏÓ ‚Â ÚÂ, ·ÎÓ ÍÓ ‚Â, ˜ËflÚÓ
‚ËÒÓ ̃ Ë Ì‡ ÌÂ Ì‡‰ ı‚˙ Îfl ÒÂ‰ Ì‡ Ú‡ Á‡ „‡‰‡, ÔÂ ÒË ̃ ‡ ̆ Ë ÒÂ ÔÓ‰ Ô‡‚ ˙„˙Î ‡ÎÂË. íÓ‚‡
Ò˙˜Â Ú‡ ÌËÂ ÓÚ ‚ÒÂ Ó˘Â ÌÂÔÓ fl‚ÂÌ ËÁˆfl ÎÓ ÒÓˆË‡ ÎËÁ˙Ï Ë ÔÂ ‰Ë¯ Ì‡ ·Û ÊÓ ‡Á ÌÓÒÚ ÏÓÊÂ
‰‡ ÒÂ ‚Ë‰Ë Ë ‰ÌÂÒ. éÚ Ì‡˜‡ ÎÓ ÚÓ/ ÒÂ ‰‡ Ú‡ Ì‡ 60-ÚÂ „Ó‰Ë ÌË ‚ ÌÓ‚Ë ÚÂ ÚÓ„‡ ‚‡ ÍÓÏ ÔÎÂÍ ÒË
– àÁÚÓÍ, ÉÂÓ åËÎÂ‚ Ë ÓÒÓ ·Â ÌÓ åÎ‡‰ÓÒÚ (ÔÂ‰ ÔÓ Î‡ „‡Ï, ˜Â ËÏÂÚÓ Â ÔÓ‰ ·‡ ÌÓ Í‡ÚÓ
ÌÂÒÍË ‚‡ Ì‡ ÔÓ‰Ë „‡ ‚Í‡), Ë ÔÓ-Í˙ÒÌÓ ã˛ÎËÌ – „‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ËÏÔÎÓ ÁË ‡,
ÔÂ‚ ÁÂ Ï‡ ÔË Ó ‰‡ Ú‡ ÓÍÓÎÓ ëÓÙËfl, ·ÂÁ ‰‡ fl ‡ˆËÓ Ì‡ ÎË ÁË ‡ ‰Ó·Â Ë ·ÂÁ ‰‡ ÒÂ Ò˙Ó· -
‡ Áfl ‚‡ Ò ÌÂfl, Ú‡Í‡ ˜Â ◊‡Ò‡Ï ·Î‡ Ê˙Ú“ Ì‡ ÊËÎË ̆ ÂÌ ·ÎÓÍ, ËÁ·Û fl Î‡ ˆ‡Â ‚Ë ̂ ‡ Ë Ô‡Òfl ̆ Ó
ÒÚ‡‰Ó ËÁ„ÎÂÊ ‰‡ Á‡ ËÁ‚ÂÒÚ ÌÓ ‚ÂÏÂ Ó·Ë ̃ ‡ ÂÌ. èË ÎË ÍË ÚÂ Ò˙Ò ÒÚ‡ Ó ÚÓ „‡‰ ÒÍÓ ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó Ì‡Ï‡ Îfl ‚‡Ú, ÌÓ‚Ó ÚÓ Â ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ·ÂÁ „Ë ÊËÂ Ë ‡ÌÓ ÌËÏ ÌÓÒÚ.

ÇÏÂ ÒÚÓ Ó·Ë ̃ ‡È Ì‡ Ú‡ „‡‰ ÒÍ‡ ÔÓ‰Â‰ ·‡, ÔÂ‰ ÔÓ Î‡ „‡ ̆ ‡ ‡Á ÌÓ Ó· ‡Á ÌË ÓÚÌÓ ̄ Â ÌËfl
ÏÂÊ‰Û Á‡Ú‚Ó Â ÌË Ë ÓÚ‚Ó Â ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡, ÏÂÊ‰Û Ó„‡ ÌË ̃ ‡ ‚‡ ÌÂ Ë ÓÒ‚Ó ·ÓÊ ‰‡ ‚‡ ÌÂ –
‰ËÌ‡ ÏË Í‡ – Ì‡ ÁË ÚÂÎ ÌÓ ÚÓ ÔÓÎÂ, ËÁÓ· ̆ Ó ‡Á „˙ ̆ ‡ ÌÂ Ë ÔÂ ÒË ̃ ‡ ÌÂ Ì‡ ÁË ÚÂÎ ÌË Ò˛ÊÂ -
ÚË, Í‡ÍÚÓ ÛÒÎÓ ‚Ëfl Á‡ ÔË ‰‚Ë Ê‚‡ ÌÂ Ë ÍÓÏÛ ÌË Í‡ ̂ Ëfl, ‚ ÍÓÏ ÔÎÂÍ ÒË ÚÂ ÔÓ‰Ó· Ì‡ ÙÂÌÓ ÏÂ ÌÓ -
ÎÓ „Ëfl Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ÓÚÒ˙ ÒÚ‚‡. ÅÎÓ ÍÓ ‚Â – Ó·Ó ÒÓ ·Â ÌË Ë ÓÚÍ˙Ò Ì‡ ÚË ÔÓÏÂÊ ‰Û ÒË
ÍÛ·Ó ‚Â ËÎË ÒÎÂ ÔÂ ÌË ‚ ÔÂ „‡‰ ÌË ÒÚÂÌË (‡Î˛ ÁËfl Á‡ ÛÎËˆ‡?); ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ú‡ ÏÂÊ‰Û
Úflı, ˜ËÂÚÓ ÔÂ ÒË ̃ ‡ ÌÂ ‚ ·ÛÍ‚‡ ÎÂÌ, ‡ ÌÂ ‚ ÒËÏ ‚Ó ÎÂÌ ÔÎ‡Ì, Â Á‡ÚÛ‰ ÌÂ ÌÓ, ˜ÂÒÚÓ Ë 
ÌÂ‚˙ ÁÏÓÊ ÌÓ – Ë ‰‚ÂÚÂ Ò‡ Ó·‡ ÁË Ì‡ ÓÒÛÂÚÂ Ì‡ ÍÓÏÛ ÌË Í‡ ÚË‚ ÌÓÒÚ Ë ÒÂÚË‚ Ì‡ ‡Ô‡ ÚËfl. à ‚
„‡‰‡ ÍÓÏÛ ÌË Í‡ ÚË‚ ÌÓÒÚ Ú‡ Ë ÛÒÎÓ ‚Ëfl Ú‡ Á‡ ÒÓˆË‡ ÎË ÁË ‡ ÌÂ Ò‡ ÔÓÒÚÓflÌ ÌÓ ÔÓ‰Ë ‚‡ ÌË,
‡ÍÓ ÌÂ ÒÂ ÔÓÎ‡ „‡Ú ÛÒË ÎËfl Á‡ ÔÓ‰ ‰˙ Ê‡ ÌÂ ÚÓ ËÏ, ÌÓ ‚ ÍÓÏ ÔÎÂÍ ÒË ÚÂ ÒÓˆË‡ ÎË ÁË ‡ ÌÂ ÚÓ Â
ÓÚÂ ̃ Â ÌÓ ÔÓ‡ ‰Ë Á‡ÔÛ ÒÚÂ ÌËÂ ÚÓ Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ë ÔÓ‡ ‰Ë ÚÂı ÌË ̃ Â ÒÍ‡ Ú‡ ÒÚÛÍ ÚÛ ‡
Ì‡ ·ÎÓ ÍÓ ‚Â ÚÂ, ‡ÁÓ· ̆ ‡ ‚‡ ̆ ‡ Ë ÔÓ ËÁ ‚ÂÊ ‰‡ ̆ ‡ ÍÓÌ ÙÎËÍÚ ÌÓÒÚ ÒÂ‰ Ó·Ë Ú‡ ÚÂ ÎË ÚÂ. ÄÍÓ
„‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ·Ë ÏÓ„ÎÓ ‰‡ Ò˙Á‰‡ ‚‡ Ì‡„Î‡ ÒË Á‡ Ò‚˙ Á‡ ÌÓÒÚ, ÔÂ ıÓ ‰Ë Ë ‡Á -
ÌÓ Ó· ‡ ÁËÂ, ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ì‡ ÍÓÏ ÔÎÂÍ ÒË ÚÂ ‚˙Á ÔÂ ÔflÚ ÒÚ‚‡ ‚˙ÁÏÓÊ ÌÓÒÚ Ú‡ Á‡ Úflı.
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Angel V. Angelov

Nature in Sofia: an Asocial Waste Land 

“Crescit, des in te grat”
Growing but desintegrating (Latin).

The phrase refers to the official motto of the city of Sofia
“It grows but does not age”

The living environment in Sofia offers an opportunity to analyse the daily images of irrational-
ity, chaos and alienness which accompany the city's transformation into a metropolis. We
inhabit spaces devoid of culture – in the core meaning of the word – spaces devoid of care,
maintenance and respect for them. Spaces in which culture “has gone wild”, in which it has
lost its social characteristics. We are accomplices in behaviors through which the city
degrades itself to becoming nature, to which social norms do not apply and, conversely, in
the more rare attempts for turning no man's spaces in social ones. By nature I mean not
parks and gardens but nature dislodged, pushed out which returns as a waste land in the
space of the city, in images of social regress which can no longer be controlled, and for this
reason it generates aggression and insecurity while we pretend that the threat does not
exist. Dislodged nature returns in wasteland images and it is not only tolerated but also con-
stantly reproduced by the members of the community who are simultaneously agents and
victims. The present text briefly explores the social-psychological atmosphere as well – the
combination of apathy and hostility that motivates the behavior of people in the city to not
only allow but also support the existence of such spaces.

Environmental organization in housing estates that were designed and built in the second
half of the 1950s still resembles the old city structure – there are streets, grass patches
that are reminiscent of gardens in front of houses, blocks of flats whose height does not
exceed the average height in the city, perpendicular alleys. This combination of budding
socialism and previously existing, bourgeous features can still be seen today. Since the
beginning or the middle of the 1960s in the then new housing estates – Iztok, Geo Milev
and especially in Mladost (Youth – I suppose that the name was chosen as indiscreet
derision), and later Lyulin – the city space imploses, it conquers nature around Sofia with-
out rationalising it well and without taking it into consideration so that the “assemblage” of
a block of flats, rank maize and a grazing herd was for a while an ordinary sight. The simi-
larities with the old city space grew fewer in numbers and the new space was a carefree
and anonymous one.
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ÜË‚Â Â ̆ ËflÚ ‚ ÍÓÏ ÔÎÂÍ ÒË ÚÂ Ë ÊËÚÂ ÎflÚ ‚ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡ ËÏ‡Ú ÔÓ ÚË ‚Ó ÔÓ ÎÓÊ ÌË
„Â˘‡Î ÚË Á‡ „‡‰ Ë Ò˙ÓÚ ‚ÂÚ ÌÓ Ì‡ ÚÓ‚‡ ÌÂÒ ıÓÊ ‰‡ ̆ Ë ÒÂ ÔÓ‚Â ‰Â ÌËfl. ëÚ‡ ‡ Ú‡ „‡‰ ÒÍ‡
ÒÚÛÍ ÚÛ ‡ Ì‡ ëÓÙËfl ·Ë‚‡ ‡Á Û ̄ Â Ì‡ ÌÂ ÚÓÎ ÍÓ ‚‡ ÓÚ ÏÌÓ „Ó ÚÓ ıÓ‡, ÍÓÎ ÍÓ ÚÓ ÓÚ ÙÓ ÏË -
‡ ÌËfl ÔÂÁ ·ÂÁ ‰ÓÏ ÌÓÒÚ Ú‡ Ë ı‡ÓÒ‡ Ì‡ ÊËÎË˘ ÌËfl ÍÓÏ ÔÎÂÍÒ „Â˘‡ÎÚ Á‡ „‡‰‡ Í‡ÚÓ Á‡
‡ÒÓ ̂ Ë‡Î Ì‡ (‚‡Ê ‰Â· Ì‡ Ë ˜ÛÊ‰‡) ÒÂ‰‡, ÒÂ˘Û ÍÓflÚÓ Â‰ËÌ ÒÚ‚Â Ì‡ Ú‡ Á‡˘Ë Ú‡ Â ‡„Â ÒËfl -
Ú‡. íÓÁË „Â¯ Ú‡ÎÚ ÒÂ ÓÍ‡Á‡ ÔÓ-Í˙ÒÌÓ Ë ‡ÌÚË Â ÍÓ ÎÓ „Ë ̃ ÂÌ. èÓÒÚÂ ÔÂÌ ÌÓ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡
Á‡ÔÓ˜ Ì‡ ‰‡ Ì‡ÔÓ ‰Ó ·fl ‚‡ Ú‡ÁË Ì‡ ÍÓÏ ÔÎÂÍ ÒË ÚÂ.

ç‡Í‡Ú ÍÓ, ÓÚ Ì‡˜‡ ÎÓ ÚÓ Ì‡ 60-ÚÂ „Ó‰Ë ÌË „‡‰ ÒÍ‡ Ú‡ ÚÂË ÚÓ Ëfl Ì‡ ëÓÙËfl ÒÂ ‡Á ̄ Ë fl ‚‡
‡Á ÚÓ ̃ Ë ÚÂÎ ÌÓ, ·ÂÁ Ì‡ÎË ̃ ËÂ ÚÓ Ì‡ Ò˙‚Â ÏÂÌ Ì‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡ Ë ·ÂÁ ÛÒÎÓ ‚Ëfl Á‡ ÒÓˆË‡ -
ÎË ÁË ‡ ÌÂ Ì‡ Ó·Ë Ú‡ ÚÂ ÎË ÚÂ. ë ‚Â ÏÂ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ÏÂÊ‰Û  ·ÎÓ ÍÓ ‚Â ÚÂ ◊ÔÓ‰Ë ‚fl ‚‡“ Ë
Á‡ÔÓ˜ ‚‡ ‰‡ ÒÂ ÔÂ‚ ˙ ̆ ‡ ‚ ÒÏÂ ÚË ̆ Â. åÂÊ‰Û·ÎÓÍÓ‚ÓÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÌÂ ÔË Ì‡‰ ÎÂ ÊË
Ì‡ Ó·Ë Ú‡ ÚÂ ÎË ÚÂ Ì‡ ·ÎÓ ÍÓ ‚Â ÚÂ, ÚÓ Â ÔË ÚÂ Ê‡ ÌËÂ Ì‡ Ó·˘Ë Ì‡ Ú‡ Ë ‚ ÚÓÁË ÒÏË Ò˙Î Â ÌË˜ËÂ.
í‡Í‡ Â ÓÚ „ÎÂ ‰Ì‡ ÚÓ˜Í‡ Ì‡ Ô‡‚ Ì‡ Ú‡ Â„Î‡ ÏÂÌ Ú‡ ̂ Ëfl. Ñ‡ÎË Ó·‡˜Â ÔÓ‚Â ‰Â ÌËÂ ÚÓ Ì‡ ·ÂÁ -
ÒÚÓ Ô‡Ì ÒÚ‚Â ÌÓÒÚ ÌÂ ÒÂ ÏÓÚË ‚Ë ‡ ÌÂ-ÔÓ-Ï‡ÎÍÓ ÓÚ ÛÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ ÌÂÛ˛Ú, ˜ÛÊ ‰ÓÒÚ Ë ‚‡Ê -
‰Â· ÌÓÒÚ, ‚ÌÛ ̄ ‡ ‚‡ ÌÓ ÓÚ ÊËÎË˘ ÌË ÚÂ ÍÓÏ ÔÎÂÍ ÒË? ÇÔÂ ̃ ‡Ú ÎÂ ÌËÂ ÚÓ Â, ˜Â ·ÎÓ ÍÓ ‚Â ÚÂ Ò‡
Á‡ÒÚÓ fl‚‡ ÌË Ì‡ Ô‡˜Â, ÒflÍ‡¯ Â ÎËÔ Ò‚‡ Î‡ ‚ÓÎfl Á‡ ˆflÎÓÒÚ Ì‡ ÔÓ‰Â‰ ·‡ ËÎË Ô˙Í ÒÂ Â
‰ÂÈ ÒÚ‚‡ ÎÓ ÔÓ ÌÂ‰Ó· Â Ò˙„Î‡ ÒÛ ‚‡ ÌË ÔÎ‡ ÌÓ ‚Â.

Ñ‚Ë ÊÂ ÌËÂ ÚÓ Ì‡ ÓÚ‰ÂÎ ÌËfl ˜Ó‚ÂÍ Ó·‡˜Â
ÌÂ Ò‡ÏÓ ‚ ÍÓÏ ÔÎÂÍ ÒË ÚÂ, ÌÓ Ë ‚ ˆÂÎËfl
„‡‰ ÌÂ Â ÔÓ‰ ÍÂ ÔÂ ÌÓ, ‡ Á‡ÚÛ‰ ÌÂ ÌÓ,
ÔÓ‡ ‰Ë ÍÓÂÚÓ, ÍÓ„‡ ÚÓ Ì‡ÔÛ ÒÌÂ ‰ÂÚ ÒÍ‡ -
Ú‡ Ë ÏÎ‡ ‰ÂÊ Í‡ Ú‡ ‚˙Á‡ÒÚ, Ì‡ ÚflÎÓ ÚÓ
ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ·Ë‚‡ Ì‡ÔÓÏ Ìfl ÌÓ, ˜Â
„Ó‰Ë ÌË ÚÂ Ì‡ „˙‚Í‡ ‚ÓÒÚ Ë ·Ó‰ÓÒÚ Ò‡
ÓÚÏË Ì‡ ÎË Ë ÎÓÍ‚Ë ÚÂ, ‰ÛÔ ÍË ÚÂ, Í‡ÎÚ‡,
ËÁÓ ‚Â ÌË ÚÂ ÔÎÓ˜ ÍË, ÎÂ‰˙Ú Ò‡ ÒÂ ÔÂ -
‚˙ Ì‡ ÎË ‚ ÔÂ ÔflÚ ÒÚ‚ËÂ Ë Á‡ÔÎ‡ ı‡ Ë
ÔÓ‰ ÒÍ‡ ̃ ‡ ÌÂ ÚÓ ÏÂÊ‰Û Úflı ‚Â˜Â ÌÂ ÌÓÒË
‡‰ÓÒÚ. éÚ Â‰Ì‡ ‚˙Á‡ÒÚ Ì‡ÒÂÚ ÌÂ ÔË -
‰‚Ë Ê‚‡ ÌÂ ÚÓ ËÁ ëÓÙËfl Â ÛÌË ÊÂ ÌËÂ.
ïÓ‡ Ú‡ (ÍÓËÚÓ Î˛·ÂÁ ÌÓ Ì‡Ë ̃ ‡ ÏÂ
◊ÌÂ‚‡ ÎË‰ ÌË“), ÍÓËÚÓ Ï˙˜Ë ÚÂÎ ÌÓ ËÎË
Ò‡ÏÓ Ò ˜ÛÊ‰‡ ÔÓÏÓ˘ ÏÓ„‡Ú ‰‡ ÒÂ ‰‚Ë -
Ê‡Ú, Ì‡ Úflı ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ì‡ ëÓÙËfl

ÓÚË ̃ ‡ Ô‡ ‚Ó ÚÓ Á‡ Ò‚Ó ·Ó‰ ÌÓ ÔË ‰‚Ë Ê‚‡ ÌÂ, ËÁÓ ÎË ‡ „Ë, ‰ÂÏÓÌ ÒÚË ‡ ‚ÒÂ Ò˙˘‡ Ú‡
‡ÒÓ ̂ Ë‡Î ÌÓÒÚ. à ÔÓ ÒıÓ ‰ÂÌ Ì‡˜ËÌ Á‡ ·Â·Â¯ ÍË ÍÓÎË˜ ÍË, Ï‡ÎÍË ‰Âˆ‡ Ë ‚˙Á‡ÒÚ ÌË ıÓ‡.
çÂ‰Ó ÒÚË „˙Ú Ì‡ ÙËÁË ̃ Â ÒÍ‡ ÒËÎ‡ ÒÂ ÓÍ‡Á ‚‡ ÏÓ‡ ÎÂÌ ‰ÂÙÂÍÚ, ‡ ‰ÂÏÓÌ ÒÚ‡ ̂ Ëfl Ú‡ Ì‡ ÒËÎ‡
– ‰Ó· Ó ‰Â ÚÂÎ; ÓÒË„Û fl ‚‡ ÒÓˆË‡Î ÌÓÒÚ, Í‡ÍÚÓ ‚ ÔË Ó ‰‡ Ú‡. ç‡‚fl ÌÓ Á‡ÚÓ ‚‡ ËÁ ÛÎË ̂ Ë ÚÂ
Ì‡ ëÓÙËfl Á‡ÔÎ‡ ıË ÚÂ Ò‡ Ó·Ë ̃ ‡ ÂÌ Â˜Â‚ ‡ÍÚ. íflÎÓ ÚÓ ÌÂ Â ÒÂ‰ ÒÚ‚Ó Á‡ ‰‚Ë ÊÂ ÌËÂ, ‡ Á‡
ÔÂ Ó ‰Ó Îfl ‚‡ ÌÂ Ì‡ ÔÂ ÔflÚ ÒÚ‚Ëfl. íflÎÓ ÚÓ Â ‚ ÔÓÒÚÓflÌ ÌÓ ËÁÔË Ú‡ ÌËÂ ÒÔfl ÏÓ Á‡ÔÎ‡ ıË ÚÂ,
‚Ë‰Ë ÏË Ë ÔÂ‰ ÔÓ Î‡ „‡ ÂÏË, Ì‡ Ú. Ì‡. ÊËÁ ÌÂ Ì‡ ÒÂ‰‡. èÓÒÚÓflÌ ÌÓ Â ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â ÒÂ -
‰‡ Ú‡ ÌÂ ÚÂ ÔÓ‰ ‰˙ Ê‡, ˜Â ÓÍÓÎ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÌÂ ÚÂ ÔÓ‰ ÍÂ Ôfl. ÑÂÎ ÌË˜ Ì‡ Ú‡ Ì‡ÒÚ˙ -
ıÌ‡ ÎÓÒÚ Ì‡ ıÓ‡ Ú‡ ‚ ëÓÙËfl Â ÒÎÂ‰ ÒÚ‚ËÂ ÓÚ ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â ÒÂ ‰‚Ë ÊË¯ ‚ ÒÂ‰‡ Ì‡
Î‡ÚÂÌÚ Ì‡ ËÎË ÔÓ fl‚Â Ì‡ ‚‡Ê ‰Â· ÌÓÒÚ.

ÄÍÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ÏÂÊ‰Û ·ÎÓ ÍÓ ‚Â ÚÂ Â ÌË˜ËÂ, ÍÓÂ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Â ÔËÂ Ï‡ ÌÓ Á‡ ÒÓ· -
ÒÚ‚Â ÌÓ, Á‡ ÍÓÂÚÓ Ò ÔÓ‚Â ‰Â ÌËÂ ÚÓ ÒË ÌÓÒËÏ ÓÚ„Ó ‚Ó ÌÓÒÚ? ë˙„Î‡Ò ÌÓ ‡Á ÔÓ Â‰ ·‡ Ú‡ Ì‡
Ó·˘Ë Ì‡ Ú‡ Ó·Ë Ú‡ ÚÂ ÎË ÚÂ ÒÂ Á‡‰˙Î Ê‡ ‚‡Ú ‰‡ ÔÓ˜Ë ÒÚ‚‡Ú ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ò Ó·ı‚‡Ú 20 ÏÂÚ‡
ÓÍÓÎÓ Ò„‡ ‰Ë ÚÂ. çÓ Ú˙ÍÏÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ÓÍÓÎÓ Ò„‡ ‰Ë ÚÂ Â ËÁÔ˙Î ÌÂ ÌÓ Ò ·ÓÍÎÛ ̂ Ë
ÔÓ‚Â ̃ Â ÓÚ ‚ÒË˜ ÍÓ ÓÒÚ‡ Ì‡ ÎÓ. è‡Á ÌË ÓÔ‡ ÍÓ‚ ÍË ÓÚ ı‡ ÌË ÚÂÎ ÌË ÔÓ ‰ÛÍ ÚË ‚ÂÒÂ ÎÓ ÒÂ ‚Ëı -
flÚ ËÁ „‡‰‡ ëÓÙËfl. óÂÁ Ô‡Á‡ ‡ Ë ÂÍÎ‡ Ï‡ Ú‡ ÒÎÂ‰ Í‡fl Ì‡ ÒÓˆË‡ ÎËÁ Ï‡ ÒÂ ÔÓ ËÁ -
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Instead of the usual urban organization with its variety of combinations of closed and
open spaces, of restraint and liberation – a dynamics of the field of vision – and instead of
the unfolding and intersection of visual plots generally together with transport and commu-
nications facilities, in the housing estates such a phenomenology of space is missing.
Blocks – standing on their own and separated among themselves or glued through parti-
tioning walls (an allusion to a street?); the spaces among them which are literally, not
symbolically, difficult or often impossible to cross – both are images of frustrated commu-
nication and sensuous apathy. In the city too communication and conditions for socialis-
ing are constantly being subverted except when efforts for sustaining them are made, but
in housing estates socialising is denied due to the dereliction of space and the technical
structure of the blocks of flats which generates dissent and social disruption among the
inhabitants. If urban space could foster disposition toward connectedness, transitions and
variety, the space of housing estates obstructs the possibility for their existence.

The inhabitant of a housing estate and the city dweller have opposing Gestalts for the city
and hence incompatible behaviors. The old urban structure of Sofia is destroyed not so
much by the large population as by the Gestalt of the city formed through  the homeless-
ness and chaos of the housing estate, a Gestalt of the city as an asocial (hostile and
alien) environment against which the only protection is aggression. This Gestalt later
proved to be anti-ecological too. Gradually, the urban environment started resembling that
of the housing estates.

In short, since the early 1960s the urban territory of Sofia has  been expanding extrava-
gantly without the availability of a modern infrastructure and without any socialising condi-
tions for the inhabitants. With time the spaces among blocks of flats “go wild” and begin
turning into a dump. These spaces do not belong to the inhabitants of the block, they
belong to the municipality and in this sense they are no man's spaces. This is the case
from the perspective of legal regulation. But is the behavior of neglect and desertion also
motivated by the sense of discomfort, alienness and hostility generated by the housing
estates? There is the impression that the blocks of flats have been built independently of
one another as though there had been no will for an overall organization or as though the
construction plans had been ill co-ordinated.

The movement of the individual, however, is not supported but hindered not only in the
housing estates but also throughout the city  which is why after the years of childhood and
adolescence the body is constantly reminded that the time of agility is gone, and the pud-
dles, the mud, the holes, the pot-holed pavements, the ice have become an obstacle and
a threat and hopping among them no longer brings joy. After a certain age moving in
Sofia is a humiliation. To the people (we kindly refer to them as invalids), who can move
with great effort or only with somebody else's help, the space of Sofia denies the right of
free movement, it isolates them, and demonstrates the same asocial features. The same
applies to prams, young children and old people. The lack of physical power becomes a
moral flaw and the demonstration of power – a virtue; it secures social existence just as it
is in nature. Perhaps this is why in the streets of Sofia threats are an ordinary speech act.
The body is not a means of movement, but of overcoming obstacles. The body is con-
stantly tested against the threats, visible and assumed, of the so-called living environment.
There is a constant sense that the environment does not support you. The daily edginess
of the people in Sofia is a consequence of the sense that you move in an environment of
latent or open hostility.

If the space among block of flats is nobody's, which space is accepted as owned, as one
that our behavior is responsible for? According to the municipality ordinance the inhabi-
tants must clean a space of 20 metres around the buildings.  But it is exactly the space
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‚ÂÊ ‰‡Ú Ó·ÂÏ ÌË ÊÂÎ‡ ÌËfl Á‡ ÍÓÌ ÒÛ Ï‡ ̂ Ëfl ÓÒÓ ·Â ÌÓ Ì‡ ÓÔ‡ ÍÓ ‚‡ ÌË ı‡ ÌË ÚÂÎ ÌË ‡ÚË ÍÛ ÎË.
É‡ÁËÏ ËÁ ·ÓÍÎÛ ̂ Ë, ‰ÂÏÓÌ ÒÚË ‡ ̆ Ë flÍÓ ÔÓÚÂ ·ÎÂ ÌËÂ, Ì‡‰‚Ë ‚‡ ̆ Ó ·Â‰ ÌÓÒÚ Ú‡. çÂ ·Â¯Â
ÔÓ ËÁ ‚Â ‰Â Ì‡ Á‡„Ë ÊÂ ÌÓÒÚ Í˙Ï „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡, ÌËÚÓ ÏÂÊ‡ Á‡ ‡ˆËÓ Ì‡Î ÌÓ ÛÎ‡ ‚fl ÌÂ
Ì‡ ÓÚÔ‡ ‰˙ ̂ Ë ÚÂ, ÍÓflÚÓ ‰‡ Ò˙Á‰‡ ‚‡ Ë ÔÓ‰ ‰˙ Ê‡ Â‰ÌÓ ÂÍÓ ÓÚ ÌÓ ̄ Â ÌËÂ. äÓÌ ÒÛ Ï‡ ̂ Ëfl Ú‡ ÒÂ
ÔÂ Ó· ‡ ÁÛ ‚‡ ‚ Á‡Ï˙ Òfl ‚‡ ÌÂ, ‚˙‚ ‚‡Ê ‰Â· ÌÓÒÚ; ÔÓ ËÁ ‚ÂÊ ‰‡ ̆ ‡ ÔÛÒÚÓ¯, ÍÓflÚÓ Ô˙Í
Á‡Ú ‚˙ Ê‰‡ ‚‡ ÛÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ ÊË‚Â Â ÌÂ ‚˙‚ ‚‡Ê ‰Â· Ì‡ Ë ˜ÛÊ‰‡ ÒÂ‰‡, ÒÔfl ÏÓ ÍÓflÚÓ
ÓÒÌÓ‚ ÌËflÚ ÊÂÒÚ ÌÂ Â „ËÊ‡, ‡ ‡„Â ÒËfl Ë ÓÚÏ˙ ̆ Â ÌËÂ.

á‡Â‰ ÌÓ Ò ·ÓÍÎÛ ̂ Ë ÚÂ, Á‡ÎË ‚‡ ̆ Ë ëÓÙËfl, ÒÂ ÔÓfl‚Ë ı‡ ıÓ‡ Ú‡, ÍÓËÚÓ ÒÂ ÔÂı ‡Ì ‚‡Ú ÓÚ
Úflı. íÂ Ò‡ Ò˙Ó ˙ ÊÂ ÌË Ò ÍÓÎË˜ ÍË Ë ÚÓ·Ë, fl‰ÍÓ Ò ÍÓÌ Ë Í‡Û ̂ ‡. ÇË‰˙Ú Ì‡ ÍÓÌÂ ÚÂ Ë
ıÓ‡ Ú‡ ËÁ‰‡ ‚‡ ÌÂ‰Óı ‡Ì ‚‡ ÌÂ. äÛ˜Â ÚÓ, ÔÓÌfl ÍÓ „‡ ÏÌÓ„Ó ÍÛ˜Â Ú‡, Â ÒÔ˙Ú ÌË Í˙Ú Ì‡ ÔÂı -
‡Ì ‚‡ ̆ Ë ÚÂ ÒÂ ÓÚ ·ÓÍÎÛ ̂ Ë ÚÂ. Ç ÚÓ‚‡ ÓÚÌÓ ̄ Â ÌËÂ ·ÂÁ ‰ÓÏ ÌÓ ÚÓ ÊË‚ÓÚ ÌÓ Ë ˜Ó‚ÂÍ ̇ Ú Ò‡
ËÁ‡‚ ÌÂ ÌË, ÌÓ ÌÂ ‚ ÔÎ‡Ì‡ Ì‡ ÍÛÎÚÛ ‡ Ú‡, ‡ ‚˙ıÛ ÌË˜Ëfl Ú‡ ÚÂË ÚÓ Ëfl Ì‡ ËÁı‚˙ ÎÂ ÌË ÚÂ
ËÁ‚˙Ì ÒÓˆË‡Î ÌÓÒÚ Ú‡.

èÓ ÒıÓ ‰ÂÌ Ì‡˜ËÌ Â Ò˙Ò ÒÚ˙Î ·Ë ̆ Â ÚÓ. íÓ Ò˙˘Ó Â ˜ÛÊ‰Ó ÔÓ ÒÚ‡Ì ÒÚ‚Ó, Í˙Ï ÍÓÂÚÓ ÒÂ
ÔÓ fl‚fl ‚‡ Ï‡Í‡ Ë ÌÂ ÔflÍ‡ ‚‡Ê ‰Â· ÌÓÒÚ, ÌÓ ‡‚ ÌÓ ‰Û ̄ ËÂ; ÒÚ˙Î ·Ë ̆ Â ÚÓ Ò˙˘Ó ·‡‚ÌÓ
‰Â„‡ ‰Ë ‡ ‰Ó ÔÛÒÚÓ¯. ëÚË „‡È ÍË ‰Ó ‚ıÓ‰ Ì‡ Ú‡ ‚‡Ú‡ Ì‡ ‡Ô‡ Ú‡ ÏÂÌ Ú‡, Á‡·Â ÎflÁ ‚‡ ÏÂ, ˜Â
ÎËÔ Ò‡ Ú‡ Ì‡ Ú‡·ÂÎ ÍË Ò ËÏÂ Ì‡ Ú‡ Ì‡ ÊË‚Â Â ̆ Ë ÚÂ Â ÔÓ-˜ÂÒÚ‡ ÓÚ Ì‡ÎË ̃ ËÂ ÚÓ ËÏ. ÇÔÂ ̃ ‡Ú ÎÂ -
ÌËÂ ÚÓ Â, ˜Â ÊËÚÂ ÎË ÚÂ Ì‡ ëÓÙËfl ‚ Ò‚Ófl Ú‡ ˆflÎÓÒÚ Ò‡ ÚÛÍ Á‡ Í‡Ú ÍÓ, vita bre vis, ÔÓ‡ ‰Ë
ÍÓÂÚÓ ÌÂ Ò‡ÏÓ ÌÂ ÒÂ ÁÌ‡Â ÍÓÈ ÊË‚ÂÂ, ÌÓ ‚ıÓ ‰Ó ‚Â ÚÂ Ì‡ ·ÎÓ ÍÓ ‚Â ÚÂ ËÁ‰‡ ‚‡Ú ÔÓ‚Â ‰Â ÌËÂ
Í‡ÚÓ ÔÂ‰Ë Ì‡ÔÛ ÒÍ‡ ÌÂ. ÑÂÈ ÒÚ‚Ë ÚÂÎ Ì‡ Ú‡ ÔË ̃ Ë Ì‡ Á‡ Ú‡ÁË ‡ÌÓ ÌËÏ ÌÓÒÚ Ë ÔË ÍË ‚‡ ÌÂ
˘Â ‰‡ Â ÎËÔ Ò‡ Ú‡ Ì‡ ÓÚ„Ó ‚Ó ÌÓÒÚ Á‡ ÔË Ò˙ ÒÚ‚ËÂ ÚÓ, Á‡ ÒÓ· ÒÚ‚Â ÌÓ ÚÓ ÊË‚Â Â ÌÂ. ÜËÎË ̆ Â -
ÚÓ Â ·ÂÁË ÏÂÌ ÌÓ, Í‡ÍÚÓ Ë ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ÏÂÊ‰Û ·ÎÓ ÍÓ ‚Â ÚÂ. ÜË‚Â Â ÌÂ ÚÓ Â 
ÔÓÎÛÓÚ Ò˙ ÒÚ‚ËÂ, Ò˙ÒÚÓfl ÌËÂ Ì‡ ÔÓÚÂÌ ̂ Ë‡Î ÌÓ ËÁÓ ÒÚ‡ ‚fl ÌÂ. óÂ „‡ ÒÍ‡ ‡ı‡Ë Í‡.

ëÏfl Ú‡Ï, ˜Â Í‡ÍÚÓ ÊËÚÂ ÎË ÚÂ Ì‡ ëÓÙËfl ÌÂ ÁÌ‡flÚ ‚ ÔÓ‚Â ‰Â ÌËÂ ÚÓ ÒË, ˜Â Ò˙˘Â ÒÚ‚Û ‚‡
ÌÂ˘Ó, ÍÓÂÚÓ ÒÂ Ì‡Ë ̃ ‡ ÔË Ó ‰‡, ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ ÌÂ ÁÌ‡ÂÏ, ˜Â Ò˙˘Â ÒÚ‚Û ‚‡Ú ‰Û„Ë
ıÓ‡ ÓÒ‚ÂÌ Ì‡Ò. Ç‡ÎË‰ ÌË Ò‡ Ò‡ÏÓ ÒÓ· ÒÚ‚Â ÌË ÚÂ ÊÂÎ‡ ÌËfl, ‡ ÌÂ ÒÔ‡Á ‚‡ ÌÂ ÚÓ Ì‡ ÛÒÎÓ‚ ÌÓ -
ÒÚË Ë Ô‡ ‚Ë Î‡, Ò˙Á‰‡ ‚‡ ̆ Ë ÓÒÌÓ ‚‡ Ú‡ Ì‡ ‚ÒflÍ‡ ÒÓˆË‡Î ÌÓÒÚ. É‡Ê ‰‡ ÌË ÚÂ Ì‡ ëÓÙËfl
‰ÂÏÓÌ ÒÚË ‡Ú ËÌÙ‡Ì ÚË ÎËÁ˙Ï, Á‡ ˜ËeÚÓ ÔÂ Ó ‰Ó Îfl ‚‡ ÌÂ ÒË ÒÚÛ ‚‡ Ó·˘Ë Ì‡ Ú‡ ‰‡ Ó·Á‡ ‚Â -
‰Â ÏÌÓ „Ó Ó· ‡Á ÌË ÔÒË ıÓ ÚÂ ‡ ÔÂ‚ ÚË˜ ÌË Ô‡Í ÚË ÍË. íÓ‚‡ ·Ë ÌË ËÁÏ˙Í Ì‡ ÎÓ ÓÚ Ò˙ÒÚÓfl ÌËÂ ÚÓ
Ì‡ ÌÂÂ ÙÎÂÍ ÚË‚ ÌÓ Ò˙ÊË ÚÂÎ ÒÚ‚Ó Ë Â„Ó ̂ ÂÌ ÚË˜ ÌË ÊÂÎ‡ ÌËfl. á‡˘Ó ÚÓ ‚ ëÓÙËfl ÒÚ‡‚‡
‰ÛÏ‡ ÌÂ Á‡ ÒÓˆË‡Î ÌÓÒÚ, ‡ Á‡ Ò˙ÊË ÚÂÎ ÒÚ‚Ó ÔÓ ÔË ÌÛ ‰‡. ÑÛ „ËflÚ Â ‚˙Á ÔËÂ Ï‡Ì Ò‡ÏÓ
Í‡ÚÓ ÔÂ ÔflÚ ÒÚ‚ËÂ ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ, ÍÓÂÚÓ Úfl· ‚‡ ‰‡ ·˙‰Â ÓÚÒÚ‡ ÌÂ ÌÓ ËÎË 
Á‡Ó ·Ë ÍÓ ÎÂ ÌÓ.

ÄÌÓ ÌËÏ ÌÓÒÚ Ú‡ Ì‡ ÊË‚Â Â ÌÂ ÚÓ ÒÂ Ò˙˜Â Ú‡ ‚‡ Ò ÏËÚË˜ Ì‡ Û·Â ‰Â ÌÓÒÚ, ˜Â ÒÂ Ì‡ÏË ‡ ÏÂ ‚
ˆÂÌ Ú˙ ‡ Ì‡ Ò‚ÂÚ‡. ÄÍÓ ÒÂ ÓÔË Ú‡ ÏÂ ‰‡ ‡Á ·Â ÂÏ, ÔË ÒÚË „‡È ÍË Ì‡ ÌflÍÓfl ÓÚ ÒÓÙËÈ ÒÍË ÚÂ
„‡Ë Í˙‰Â ÒÂ Ì‡ÏË ‡ ÏÂ, ˘Â Úfl· ‚‡ ‰‡ ÓÚË ‰ÂÏ ‰Ó ËÁıÓ ‰‡, Á‡ ‰‡ ÔÓ ̃ Â ÚÂÏ ÍÓfl Â „‡‡ -
Ú‡. àÎË ËÒÍ‡ ÏÂ ‰‡ ÒÂ ÓË ÂÌ ÚË ‡ ÏÂ ‚ ÒÓÙËÈ ÒÍËfl „‡‰ ÒÍË Ú‡ÌÒ ÔÓÚ. íÓ‚‡ Â ‚˙ÁÏÓÊ ÌÓ
Ò‡ÏÓ ‡ÍÓ ÔÂ‰ ‚‡ Ë ÚÂÎ ÌÓ ÁÌ‡ÂÏ Í˙‰Â ÒÂ Ì‡ÏË ‡ ÏÂ Ë Í‡Í ‰‡ ÒÚË„ ÌÂÏ ‰Ó ÊÂÎ‡ ÌÓ ÚÓ
ÏflÒÚÓ.

ÄÍÓ ÒË ˜ÛÊ ‰Â ÌÂˆ – ‰‡ ÒË Ì‡Û ̃ ËÎ ·˙Î „‡ ÒÍË ËÎË ÔÓ-‰Ó·Â ‰‡ ÌÂ Ë‰‚‡¯ ÚÛÍ. çÓ Ë ‰‡ ÒË
Ì‡Û ̃ ËÎ, ÓË ÂÌ ÚË ‡ ÌÂ ÚÓ ÚË ËÁ „‡‰‡ ëÓÙËfl ÌflÏ‡ ‰‡ ÒÂ ÔÓ‰Ó· Ë. ü‚fl‚‡ ÒÂ ÔÂ‰ Ó˜ËÚÂ
‚Ë (ÌË) ÔÂ ‚ÓÁ ÌÓ ÒÂ‰ ÒÚ‚Ó Ò ‹ 76. éÚ Ì‡„ÎÂ ‰‡ ÌÂ‰ ‚ÛÒ ÏË ÒÎÂ ÌÓ ÒÂ ÔÓÛ Ïfl ‚‡, ˜Â Â
‡‚ÚÓ ·ÛÒ Ë ‚ÚÓÓ ˜Â Â ÓÚ „‡‰ ÒÍËfl Ú‡ÌÒ ÔÓÚ, Ï‡¯ ÛÚ˙Ú Ó·‡˜Â Â Á‡„‡ ‰˙ ̃ ÂÌ. èÓÌfl ÍÓ „‡
Ì‡ ˜ÂÎÓ ÚÓ Ì‡ ‡‚ÚÓ ·Û Ò‡ ÒÂ ˜ÂÚÂ Bahnstrasse U ËÎË Nickolausweg, ÌÓ ËÁ„ÎÂÊ ‰‡ ÚÂÁË
‰ÂÒÚË Ì‡ ̂ ËË ‚Â˜Â ÌÂ Ò‡ ‰ÂÈ ÒÚ‚Ë ÚÂÎ ÌË. åflÒÚÓÚÓ Á‡ ÌÓÏÂ ‡ ‚ „Ó Ì‡ Ú‡ ˜‡ÒÚ Ì‡ „˙·‡ Ì‡
‡‚ÚÓ ·Û Ò‡ Ó·ËÍ ÌÓ ‚Â ÌÓ ÔÓÍ‡Á ‚‡ Ò‡ÏÓ Î‡Ï Ô‡ Ú‡, ÓÒ‚Â Úfl ‚‡ Î‡ ÌflÍÓ „‡ ÌÓÏÂ ‡, Ë ‰‚ÂÚÂ ÒÚ‡ -
Ì‡ ÎË ÌÂÌÛÊ ÌË ÚÛÍ.
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around the buildings that is full of litter more than any other. Empty food packages merrily
riot in the city of Sofia. After the end of socialism voluminous consummerist desires –
especially for packaged foods – are produced through marketing and advertising.  We
walk in litter that demonstrates serious consumption that seems to be overcoming poverty.
Concerns for the urban environment or a network for rational waste management to main-
tain an ecological balance, have not been produced. Consumption is tranformed in pollu-
tion, in hostility that produces a waste land, which in turn reinforces the sense of living in a
hostile and alien environment the basic gesture towards which is not care but aggresison
and revenge.

Together with the massive litter in Sofia, the people who live on it appear. They are armed
with carts and bags, more rarely with a horse and a carriage. The appearance of the hors-
es and the people suggests malnourishment. The dog, sometimes many dogs, is the
companion of these scavengers. In this respect the stray animal and the human being are
equal; not on the plane of culture but on the no man's territory of those pushed out of the
social. 

The staircase is a similar space. It is also
alien, someone else's, and indifference, if
not direct hostility, is directed at it; the
staircase is slowly degraded to the state
of a waste land. When we reach the
entrance door of an apartment, we notice
that the signs with the names of the
inhabitants are more often missing than
they are available. This creates the
impression that Sofia residents as a
whole are here for a short period of time,
vita brevis, which is why not only is it
unclear who lives in the blocks of flats,
but also the main entrances of the
blocks betray a behavior similar to that
preceding the departure from a place.
The real reason for this anonymity and
concealment is probably the lack of responsibility for presence, for one's own residing.
The dwelling place is nameless just as the space between blocks. Residing is half-
absence, a state of potential abandonment. Nomadically archaic.

To my mind, just as the inhabitants of Sofia do not show in their behavior that they are
aware of the existence of nature, in a similar manner we do not show awareness that peo-
ple other than ourselves exist. It is only our desires that are valid and not the observation
of rules and conventions that shape the basis of social existence. The citizens of Sofia
demonstrate an infantile attitude and in order to overcome it the municipality should intro-
duce various psychotherapeutic practices. This would drag us out of non-reflective 
cohabitation and egocentric desires. Because in Sofia there is forced cohabitation, not
social existence. The other is perceived only as an obstacle that should be removed or
skirted.

The anonymity of existence is combined with a mythical certainty that we are at the centre
of the universe. If, upon arrival at any of the railway stations in Sofia, we try to find out
where we are, we will have to reach the very entrance in order to read the name of the sta-
tion. The same goes for using public transport. It is only possible if we already know
where we are and how we can get to our destination.



68

ÑÓ‚ÓÎ ÌË ÒÏÂ, ˜Â „‡‰ ÒÍËflÚ Ú‡ÌÒ ÔÓÚ ËÁÓ· ̆ Ó „Ó ËÏ‡. ÖÚÓ, Í‡Á ‚‡Ú, ‚ ÔÓ-Ì‡ÔÂ‰ Ì‡ ÎË
„‡‰ ÒÍË ÍÓÏÛ ÌË Í‡ÚÓ ãÓÒ ÄÌ‰ÊÂ ÎËÒ Ú‡Í˙‚ ËÁÓ· ̆ Ó ÌflÏ‡ ÎÓ1. ÇÒÂ Ô‡Í ÌflÍ‡Í ‚Ë ÁÌ‡ˆË
‚ÒÂÍË ˜ÛÊ ‰Â ÌÂˆ ‡Á ̃ Ë Ú‡: Change, Coca Cola, TDK, L&M. å‡ÎÍÓ ÎË Â? çËÍ‡Í ‚‡ ÏËÒ˙Î,
˜Â Â ‚˙ÁÏÓÊ ÌÓ Ò ÚÓÁË Ú‡ÌÒ ÔÓÚ ‰‡ Ô˙ÚÛ ‚‡Ú Ë ıÓ‡, ÍÓËÚÓ ÌÂ „Ó ÔÓÁ Ì‡ ‚‡Ú. éË ÂÌ ÚË ‡ -
ÌÂ ÚÓ ÒÚ‡‚‡ ˜ÂÁ ÔËÚ‡ ÌÂ, Í‡ÍÚÓ Ì‡ ÒÂÎÓ. ëËÚÛ‡ ̂ Ëfl Ú‡ ◊ÌÂ‚˙ ÁÏÓÊ ÌÓÒÚ Á‡ ÓË ÂÌ ÚË ‡ ÌÂ“
Â ÔÓÒÚÓflÌ Ì‡ ‚ ëÓÙËfl. ífl ÔÓÍ‡Á ‚‡ ÌÂ Ò‡ÏÓ, ˜Â ÚÂÁË, ÍÓËÚÓ Ò‡ ÚÛÍ, Ò‡ Â‰ËÌ ÒÚ‚Â ÌÓ ‚‡Ê -
ÌË ÚÂ, ÌÓ Ë ˜Â ÌflÏ‡ ‰Û„Ë, Á‡ ÍÓËÚÓ ‰ÓÒÚ˙ Ô˙Ú Ë ÓË ÂÌ ÚË ‡ ÌÂ ÚÓ ‚ „‡‰‡ ‰‡ Ò‡ ÛÎÂÒ ÌÂ ÌË.
èÂ ÔflÚ ÒÚ‚Ëfl Ú‡ ‚ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡ Ú‡ Ò‡ ÍÓÏÛ ÌË Í‡ ÚË‚ ÌË ÔÂ „‡ ‰Ë, Ó·ÓÁ Ì‡ ̃ ‡ ‚‡ ̆ Ë ÌÂ‰Ó -
ÒÚË „‡ Ì‡ ÓÚÍË Ú‡ Ë ÍÓÏÛ ÌË Í‡ ÚË‚ Ì‡ ÒÓˆË‡Î ÌÓÒÚ. ç‡ÔÓ ÚË‚, ÛÔÓ ÒÚ‚‡ ÒÂ ‚ Á‡Ú‚‡ fl ÌÂ ÚÓ
Ë ‡Á Û ı‡ Ú‡. ÑÛÔ ÍË ÚÂ ÔÓ Ô˙Ú Ë˘‡ Ú‡, ÌÂÛ ‰Ó· ÌËflÚ Ë Ú˙ÏÂÌ „‡‰ ÒÍË Ú‡ÌÒ ÔÓÚ, Ú‡Ï ‚‡Ë -
ÚÂ, ‚ ÍÓËÚÓ ÚÂÏ ÔÂ ‡ ÚÛ ‡ Ú‡ ÁËÏÌÓ ‚ÂÏÂ Â ÔÓ˜ÚË ËÁ‡‚ ÌÂ Ì‡ Ò ‚˙Ì ̄ Ì‡ Ú‡, ‰Â„Â ÌÂ Ë ‡ -
˘Ë ÚÂ ÒÎÂ‰ ÌflÍÓÎ ÍÓ ÏÂÒÂ ̂ ‡ ÛÔÓ ÚÂ ·‡ ÂˆË ÍÎË ‡ ÌË ÌÂÏ ÒÍË ‡‚ÚÓ ·Û ÒË ‰ÂÏÓ ÒÚË ‡Ú
ÓÚÏ˙ ÒÚË ÚÂÎ Ì‡ Ì‡Ò Î‡ ‰‡ ÓÚ ÔÓ ËÁ ‚ÂÊ ‰‡ ÌÂ ÚÓ Ì‡ ‡Á Û ı‡ Ë Ì‡ Á‡ÔÎ‡ ı‡ Á‡ ‰Û „Ëfl. çÂÔÓÁ -
Ì‡ ‚‡ ̆ ËflÚ ëÓÙËfl, „‡Ê ‰‡ ÌËÌ Ì‡ Å˙Î „‡ Ëfl ËÎË Ì‡ ‰Û„‡ ‰˙ Ê‡ ‚‡, Â ÔÂ ‰Ó ÒÚ‡‚ ÂÌ Ì‡
ÒÂ·Â ÒË, ÚÓÈ ÌÂ ÏÓÊÂ ‰‡ ‡Á ̃ Ë Ú‡ Ì‡ ÔÓ‰ ÍÂ Ôfl ̆ ‡ „Ó ÏÂÊ‡ ÓÚ ÓË ÂÌ ÚË ‡ ̆ Ë ÁÌ‡ˆË.
ÇÔÂ ̃ ‡Ú ÎÂ ÌËÂ ÚÓ Â Á‡ ÎËÔÒ‡ Ì‡ ‚ÓÎfl Á‡ Ó„‡ ÌË Á‡ ̂ Ëfl, Á‡ ‰Ó·‡ ÛÂ‰ ·‡. ÑÛÏË Í‡ÚÓ
◊ÒÓˆË‡Î Ì‡ ÒÓÎË ‰‡ ÌÓÒÚ“ Úfl· ‚‡ ‰‡ ÒÂ Ú˙Î ÍÛ ‚‡Ú ÚÛÍ Ò‡ÏÓ ‚ ÔÎ‡Ì‡ Ì‡ ‚˙Á‚Ë ̄ Â ÌË ÏÂ˜ -
Ú‡ ÌËfl. èÓ-ÛÏÂ ÒÚÌ‡ Ú‡ ı‡‡Í ÚÂ Ë ÒÚË Í‡ Â Á‡ Ó·‡ ÁË Ë ÔÓ‚Â ‰Â ÌËfl ‚ ÔÓÒÓ Í‡ Í˙Ï ‡ÒÓ ̂ Ë‡Î -
ÌÓÒÚ Ú‡.

◊ç‡È-ÓÔ‡Ò ÌÓ Â“, „Î‡ÒË ÔÂ ‰Û ÔÂ ‰Ë ÚÂÎ ÌÓ-ËÓ ÌË ̃ ÂÌ ËÁ‡Á, ◊‰‡ ÔÂ ÒË ̃ ‡¯ Ì‡ ÁÂÎÂ ÌÓ.“
éÚ Â‰Ì‡ ÒÚ‡ Ì‡ ËÁ‡Á˙Ú Úfl· ‚‡ ‰‡ ÓÔ‡ ‚‰‡Â ÒÍÎÓÌ ÌÓÒÚ Ú‡ ‰‡ ÒÂ ÔÂ ÒË ̃ ‡ Ì‡ ˜Â ‚Â -
ÌÓ, ÍÓÂÚÓ ÒÂ Ë Ô‡‚Ë, Á‡˘Ó ÚÓ Í‡ÍÚÓ Í‡Á‡ı, ÒÓÙËÈ ÒÍËflÚ ÊËÚÂÎ Â ‚Ó‰ÂÌ Â‰ËÌ ÒÚ‚Â ÌÓ ÓÚ
Ò‚Ó ÂÚÓ ÊÂÎ‡ ÌËÂ, ‰ÓË ÍÓ„‡ ÚÓ ÚÓ‚‡ ÊÂÎ‡ ÌËÂ Â Ò‚˙ Á‡ ÌÓ Ò˙Ò Á‡ÔÎ‡ ı‡ Á‡ ÊË‚Ó Ú‡ ÏÛ,
‡ ÌÂ ÓÚ Ò˙Ó· ‡ Áfl ‚‡ ̆ Ó Û˜‡ ÒÚËÂ ‚ ÏÂÊ‡ ÓÚ ÓÚÌÓ ̄ Â ÌËfl, ˜ËflÚÓ Â„Û ÎË ‡ ÌÓÒÚ Ò˙Á‰‡ ‚‡
Ì‡ÔË ÏÂ ÏÓÏÂÌÚ Ì‡ Ú‡ Ò˙„Î‡ ÒÛ ‚‡ ÌÓÒÚ (Ó·˘ÌÓÒÚ Ë ‚Á‡ ËÏ ÌÓ Á‡˜Ë Ú‡ ÌÂ) Ì‡ ‚ÒflÍÓ Í˙ -
ÒÚÓ ‚Ë ̆ Â. éÚ ‰Û„‡ ÒÚ‡ Ì‡ ÒÔÓ ÏÂ Ì‡ ÚËflÚ ËÁ‡Á Â Ò‡Ï‡ Ú‡ Â‡Î ÌÓÒÚ: ◊Ì‡ ÁÂÎÂ ÌÓ“
ÔÂ¯Â ıÓ ‰Âˆ˙Ú ÌÂ ‚ÌË Ï‡ ‚‡, ÚÓÈ ËÏ‡ Ô‡‚Ó ‰‡ ÔÂ ÒÂ ̃ Â. çÓ ÚÓ‚‡ Ô‡‚Ó Â ÌÂ‚‡ ÎË‰ ÌÓ Á‡
ÔÓ‚Â ‰Â ÌËÂ ÚÓ Ì‡ ¯ÓÙ¸Ó ‡, ÍÓÈÚÓ ËÁ˜‡ Í‚‡ Ò‡ÏÓ ÔÓ ÔË ÌÛ ‰‡, Á‡˘Ó ÚÓ ÔÂ ÔÂÌ ‰Ë ÍÛ Îfl -
ÌÓ Ì‡ ÌÂ„Ó ‚‡ Ú‡ ÍÓÎ‡ ÚÂ˜Â ÌÂÔÂÍ ̇ Ò Ì‡Ú ÔÓÚÓÍ ÓÚ ÍÓÎË Ë ÚÓÈ Â Á‡ÔÎ‡ ̄ ÂÌ, ‡ÍÓ ÌÂ ÒÔÂ,
‰‡ ÒÂ ‚ÂÊÂ ‚ Úflı. èÂ¯Â ıÓ ‰Âˆ˙Ú ÌÂ Â Á‡ÔÎ‡ ı‡ Á‡ ‡‚ÚÓ ÏÓ ·Ë Î‡, Á‡ÚÓ ‚‡ ¯ÓÙ¸Ó ˙Ú
ÏÓÊÂ ‰‡ ÔÂ ÏË ÌÂ ◊Ì‡ ˜Â ‚Â ÌÓ“ Ë ‰‡ „Ó Ì‡ÚË Ë Í‡ÚÓ Á‡ÂÍ ËÎË ‰‡ „Ó ◊ÔÓÏÂ ÚÂ“ Ì‡ ÒÍÓ -
ÓÒÚ Ò ‰ÂÒÂÌ Á‡‚ÓÈ. èÂ¯Â ıÓ ‰Âˆ˙Ú Â ‰Û „ËflÚ – ÔÂ˜ Í‡ Á‡ ÓÚÒÚ‡ Ìfl ‚‡ ÌÂ. Ç Ú‡ÁË
ÒÂ‰‡ ‚˙Á‡ÒÚ ÌË ÚÂ, ‰Âˆ‡ Ú‡ Ë ËÌ‚‡ ÎË ‰Ë ÚÂ Ò‡ ÌÂÊÂ Î‡ ÌË. íÂÎ‡ Ú‡ ËÏ ÌÂ ÒÂ ÒÔ‡ ‚flÚ
˜Â‚ ˙ ÒÚÓ Ò ÔÂ ÔflÚ ÒÚ‚Ëfl Ú‡. íÂ ÌÂ Ò‡ÏÓ Ò‡ ÔÂ˜ ÍË, ÌÓ Ë ÌÂ ÏÓ„‡Ú ‰‡ ÓÚÒÚ‡ ÌflÚ ÌËÍÓ -
„Ó. çÂÔË „Ó‰ ÌÓÒÚ.

ÜË‚Â Âı ‚ Í‚‡ Ú‡Î, ‚ ÍÓÈÚÓ ·Â¯Â Ó·Ë ̃ ‡È ÌÓ ÌflÍÓÈ ‰‡ ÔÂ‚ ˙ ̆ ‡ ‡Ô‡ Ú‡ ÏÂÌ Ú‡ ÒË ‚
‰ËÒÍÓ ÚÂ Í‡ ‰Ó ÒÛÚËÌ Ú‡, Í‡ÚÓ Í˙Ï ÏÛÁË Í‡ Ú‡ ÒÂ ‰Ó·‡ ‚fl ı‡ ‚ËÍÓ ‚Â Ë Ò‚Ë Í‡ ÌËfl. è‡Á ÌË -
Í˙Ú Ì‡ Â‰ÌÓ „Ó ÒÂ ÔÂ‚ ˙ ̆ ‡ ̄ Â ‚ Ì‡Í‡ Á‡ ÌËÂ Á‡ ÌflÍÓÎ ÍÓ ‚ıÓ‰‡, ˜ËËÚÓ Ó·Ë Ú‡ ÚÂ ÎË ÌÂ
ÏÓÊÂ ı‡ ‰‡ Á‡ÒÔflÚ. è‡Á ÌÛ ‚‡ ̄ Â ÒÂ ‚ Ô‡Á ÌË˜ ÌË Ë ‚ ‰ÂÎ ÌË˜ ÌË ÌÓ˘Ë, ‡ Ô‡ÌÂÎ˙Ú Â
‰Ó·˙ ÔÓ ‚Ó‰ ÌËÍ Á‡ Á‚ÛÍ‡. ëÚÛ ‚‡ ÏË ÒÂ, ·Â¯Â ÔÂÁ 1995, ÍÓ„‡ ÚÓ ÏÂ‰Ë Ë ÚÂ Ò˙Ó· ̆ Ë ı‡
Á‡ ÏÎ‡ ‰ÂÊ, ÍÓÈÚÓ ·ËÎ Á‡ÒÚÂ ÎflÌ ÔÓ ÒÎÂ‰ ÌËfl ÔÓ‚Ó‰. Ç ‡Ô‡ Ú‡ ÏÂÌÚ ˜ÂÒÚÓ ÒÂ Ô‡ ‚Â ÎË
¯ÛÏÌË Ô‡Á ÌË ̂ Ë, ÍÓËÚÓ ÔÂ‚ ˙ ̆ ‡ ÎË ÊË‚Ó Ú‡ Ì‡ Ò˙ÒÂ ‰Ë ÚÂ ‚ Ï˙˜Â ÌËÂ ˜ÂÁ ÏÛÁË Í‡.
äÓÌ ÙÎËÍ Ú˙Ú ÏÂÊ‰Û ÏÎ‡ ‰Â Ê‡ Ë Î˛·Ë ÚÂ Îfl Ì‡ ÒËÎ ÌËfl Á‚ÛÍ ÂÒÍ‡ ÎË ‡Î Ë Á‡‚˙ ̄ ËÎ Ò˙Ò
Á‡ÒÚÂÎ ‚‡ ÌÂ ÚÓ Ì‡ ÏÎ‡ ‰Â Ê‡. íÓÈ Ì‡‚fl ÌÓ Â Ì‡ÒÚÓ fl‚‡Î Á‡ ÚË¯Ë Ì‡, ÌÓ ÌÂ Ò˙‚ÒÂÏ Û˜ÚË -
‚Ó, ËÁ‚‡ ‰ÂÌ ÓÚ ‡‚ ÌÓ ‚Â ÒËÂ ÓÚ ¯ÛÏ‡, Ò˙ÒÂ‰˙Ú Ô˙Í Ì‡ÏÂ ËÎ Á‡ ÛÏÂ ÒÚÌÓ ‰‡ „Ó Á‡ÒÚÂ Îfl,
Á‡ ‰‡ ‰Ó·‡ ‚Ë Í˙Ï Á‚Û ÍÓ ‚Ó ÚÓ Ë ‰Û„Ó Ì‡ÒË ÎËÂ. íÛÍ ËÁ‡Á˙Ú ◊ÂÍÓ ÎÓ „Ëfl Ì‡ Á‚ÛÍ‡“ ·Ë ·ËÎ
„Ó ÚÂ ÒÍÓ‚. èÂ‰ ÔÓ Î‡ „‡Ï, ˜Â ‚ÒË˜ ÍË ÒÏÂ ·ËÎË ËÁÎÓ ÊÂ ÌË ‰Ó ÒÚÂ ÔÂÌ Ì‡ ÔÓÎÛ ‰fl ‚‡ ÌÂ ÓÚ
Á‚Û ÍÓ ‚Ó ÚÓ ÒÏ‡Á ‚‡ ÌÂ, ÍÓÂÚÓ ÛÔ‡Ê Ìfl ‚‡ Ì‡‰ Ì‡Ò ÌÂ˜ËÈ Ô‡Á ÌËÍ, ‡ ÒË„Û ÌÓ Ë ÏÌÓ ÁË Ì‡
ÒÂ‰ Ì‡Ò Ò‡ „Ó ÔÓ ËÁ ‚ÂÊ ‰‡ ÎË. è‡Á ÌËÍ, ‚ ÍÓÈÚÓ ÓÚÔÛ ̄ Â ÌÓ ÚÓ ÓÁÎÓ ·ÎÂ ÌËÂ ÒflÍ‡¯ Â
ÔÓ‚Â ̃ Â ÓÚ ‡‰ÓÒÚ Ú‡. éÔË ÚË ÚÂ Á‡ Ó·flÒ ÌÂ ÌËÂ, ˜Â Á‚ÛÍ ̇ Ú Ì‡‚ ÎË Á‡ ‚ Ò˙ÒÂ‰ ÌË ÚÂ ‡Ô‡ Ú‡ -
ÏÂÌ ÚË Ë ˜Â ÚÓ‚‡ Â ‚Ë‰ ‡„Â ÒËfl, ÒÂ Ò·Î˙Ò Í‚‡Ú Ò ÌflÏ‡ ÔÓ˜Û ‰‡ ËÎË Ò ‚˙ÁÏÛ ̆ Â ÌËÂ Ë „Ìfl‚,



69

If you are a foreigner, you either have to speak Bulgarian or better don't come here. But
even if you speak the language finding your way in Sofia is not going to get any easier or
better. A vehicle labeled N 76 appears before your eyes. Evidently, it is a bus and it is a
public transport vehicle; the route however, is enigmatic. Sometimes the top front of the
bus reads Bahnstrasse U or Nickolausweg but it seems that these destinations are no
longer valid. The place for the number at the back of the bus is usually suggested by the
lamp that used to lit the number, but here both have become unnecessary.

We are happy that public transport exists at all. In more advanced urban communities
such as Los Angeles there is no such thing, they say1. Still, there are signs that any for-
eigner can read: Change, Coca Cola, TDK, L&M. Isn't this enough? There was no thought
about the possibility that this transport system may at some point be used by people who
do not know it well. Finding your way happens by asking, just like in the country. The situ-
ation of impossible orientation is constant in Sofia. It shows not only that those living here
are the only important people but also that there are no others for whom access and ori-
entation in the city should be made easier. The obstacles in infrastructure are communica-
tive barriers signifying the shortage of open and communicative social existence. What is
more, there is an obstinate emphasis on sealing off and destruction. The holes in the
roads, the uncomfortable and dark public transport system, the trams in which the temper-
ature in winter is not much higher than the one outside, the recycled German buses that
degenerate after being used for a few months – they all demonstrate a revengeful pleas-
ure at generating destruction and threat to the other. The citizen of Bulgaria or of any
other country who does not know Sofia is left to themselves, they cannot rely on a sup-
porting network of signs for orientation. There is an impression of a lack of will for good
organization and management. Words like social solidarity should only be interpreted in
the context of elevated longings. A more relevant description would be that of images and
behaviors which tend toward the asocial.

“The most dangerous thing to do is to cross on green light”, as an ironic warning has it.
On the one hand, the expression should justify the tendency to cross on red light which is
done because, as I already pointed out, the citizen of Sofia is guided only by his or her
own desire – even when this desire is linked to endangering his or her life –  and not by a
considerate participation in the network of relations whose regulation creates the momen-
tary co-ordination (community and mutual considertaion) of every crossroads. On the
other hand, the above expression reflects reality itelsef: “the green light” signals a span
when the pedestrian is not careful, he or she has the right to cross the street. But this rule
is not valid for the behavior of the driver who waits only when forced to because in front of
his or her car there is a flow of other cars and the driver is threatened to crash in them if
he or she does not stop. The pedestrian poses no threat to the driver so the latter can go
“on red” and have the pedestrian scurry like a hare or sweep them away while turning
right. The pedestrian is the other – an obstacle to be removed. In this environment the eld-
erly, the children and the disabled are not welcome. Their bodies are not agile enough to
overcome obstacles quickly. They are not just obstacles, they cannot remove anyone.
Uselessness.

I used to live in a neighborhood where it was customary for a resident to turn their flat
into a night club until the small hours with shouts and whistles accompanying the music.
One's celebration was a punishment for floors and floors of flats whose inhabitants could
not sleep. Celebrations were held on weekdays, weekends and holidays and walls in a
panel block are excellent noise conductors. It was in 1995, I think, when the media report-
ed that a young man was shot dead on the following occasion. Noisy parties were thrown
in a flat which turned the life of the neighbors into a misery of music. The tension from
the conflict between the young man and the lover of loud music escalated and ended
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˜Â ÒÂ ÓÒÔÓ ‚‡ ÌÂ˜ËÂ Û‰Ó ‚ÓÎ ÒÚ‚ËÂ. á‚Û ÍÓ ‚‡ Ú‡ ‡„Â ÒËfl Â Ó·Ë ̃ ‡È Ì‡ Á‡ ëÓÙËfl. ífl ÌÂ ÒÂ
ÓÔÂ ‰Â Îfl Í‡ÚÓ ÔÂ ÒÚ˙Ô ÌÓÒÚ, Ô‡ ‚Ó ÚÓ Â ‚ËÌ‡ „Ë Ì‡ ÒÚ‡ Ì‡ Ú‡ Ì‡ ÔÓ-ÏÓ˘ Ì‡ Ú‡ ‡Û‰ËÓ Û Â‰ -
·‡. íÛÍ ÔËÌ ̂ Ë Ô˙Ú ◊audi a tur et alte ra pars“ ‡ÍÛ ÒÚË˜ ÌÓ ÌÂ ÏÓÊÂ ‰‡ ÒÂ ÔË ÎÓ ÊË Ë ÒÎÂ ‰Ó -
‚‡ ÚÂÎ ÌÓ ËÁÓ· ̆ Ó ÌÂ ÏÓÊÂ.

Ç ÔË ÁÂÏ ÌË ÚÂ Ë Ô‡ ÚÂ ÌË ÂÚ‡ÊË Ì‡
·ÎÓ ÍÓ ‚Â Ë ÍÓÓÔ Â‡ ̂ ËË Ò‡ ÓÚ‚Ó Â ÌË
Í‡ÙÂ ÌÂ Ú‡ – ÒÓˆË‡Î ÌË ÒÂ ‰Ë ̆ ‡ ÔÓ
ÓÔÂ ‰Â ÎÂ ÌËÂ, ˜ËËÚÓ Á‚ÛˆË Í˙ÒÌÓ ‚Â˜Â
‡ÌÓ ÌÓ˘ÂÏ ÒÂ ‚ÌÂ ‰fl ‚‡Ú ‚ Ò˙ÌË ̆ ‡ Ú‡
Ì‡ Ó·Ë Ú‡ ÚÂ ÎË ÚÂ ÓÚ ÔÓ-„Ó ÌË ÚÂ ÂÚ‡ÊË.
ä‡ÙÂ ÌÂ Ú‡ Ú‡, ‡Á ·Ë ‡ ÒÂ, Á‡ÔÎ‡ ̆ ‡Ú
Ì‡ÂÏ Á‡ Ì‡ÒÚ‡ Ìfl ‚‡ ÌÂ ÚÓ ÒË, Ú‡Í‡ ˜Â
Ó˘Â ‚ ‰Ó„Ó ‚Ó ÌÓ ÚÓ ÓÚÌÓ ̄ Â ÌËÂ Â Á‡ÎÂ„ -
Ì‡ Î‡ ‡Á Ïfl Ì‡ Ú‡ Ì‡ Ì‡ÂÏ ÒÂ˘Û ÒÏÛ ÚÂÌ
Ò˙Ì. ç‡Â Ï˙Ú Ì‡ Í‡ÙÂ ÌÂ ÚÓ, Ò ‰Û„Ë
‰ÛÏË, Úfl· ‚‡ ‰‡ ÒÂ Òı‚‡ ̆ ‡ Ë Í‡ÚÓ
Á‡ÔÎ‡ ̆ ‡ ÌÂ Ì‡ ◊‚Â‰ ÌË“ ÔÓ ÏÂÒÚÓ ÊË ‚Â -
Â ÌÂ, ÍÓÂÚÓ ‚ÒÂ Ô‡Í Â ÛÚÂ ̄ Ë ÚÂÎ ÌÓ,
Á‡˘Ó ÚÓ ÌËÍÓÈ ÌÂ ËÁÔÎ‡ ̆ ‡ ◊‚Â‰ ÌË“ Á‡
‡‚ÚÓ ÏÓ ·ËÎ ÌË ÚÂ ÒËÂ ÌË. Ç˙Á ÔËÂ Ï‡ ÏÂ
„Ë Í‡ÚÓ Ò‚Ë ÒÚÂ ÌÂ ÚÓ Ì‡ ‚flÚ˙ ‡, ÔË Ó‰ -

ÌÓ fl‚ÎÂÌËÂ, ÍÓÂÚÓ ÌÂ Â ÔÓ‰ ‚Î‡ ÒÚÌÓ Ì‡ ÒÓˆËÛ Ï‡, ÌÂ ·Ë ·ËÎÓ ÓÒÌÓ ‚‡ ÚÂÎ ÌÓ ‰‡ Ó˜‡ Í‚‡ -
ÏÂ, ˜Â ÚÓÈ ˘Â „Ë Â„Û ÎË ‡. ÑÓÏË ÌË ‡ ̆ ËflÚ Ò˙ÒÚ‡‚ ÂÌ Ò‡ÛÌ‰ Ì‡ „‡‰‡ ëÓÙËfl ËÁÎ˙˜ ‚‡
Ò˙˘‡ Ú‡ Á‡ÔÎ‡ ı‡, ‚‡Ê ‰Â· ÌÓÒÚ Ë ÌÂÁ Ì‡ Â ÌÂ Á‡ Ò˙˘Â ÒÚ‚Û ‚‡ ÌÂ ÚÓ Ì‡ ‰Û „Ëfl, Í‡ÍÚÓ Ë
ÓÒÚ‡ Ì‡ ÎÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó.

ÑÓÍ‡ ÚÓ ÔË¯‡ ÚÂÁË Â‰Ó ‚Â ÓÚ Ò˙ÒÂ ‰ÂÌ ·ÎÓÍ ‰˙ÌË ÏÛÁË Í‡. à ÔÓÌÂ ÊÂ Â Í˙ÒÌÓ ÔÂÁ
ÌÓ˘Ú‡, Á‚˙Ìfl Ì‡ ÔÓÎË ̂ Ëfl Ú‡, ÔËÚ‡È ÍË „Ë Ò ÔË ÚÂÒ ÌÂ ÌËÂ (Ë Í‡ÚÓ ËÏ ÒÂ ËÁ‚Ë Ìfl ‚‡Ï) ‰‡ÎË
ÚÂ ÏÓ„‡Ú ‰‡ Ì‡Ô‡ ‚flÚ Ú‡Í‡, ˜Â ÒËÎ‡ Ú‡ Ì‡ Á‚ÛÍ‡ ‰‡ ÔÓÌ‡ Ï‡ ÎÂÂ. íÂ ÒÂ ËÌÚÂ Â ÒÛ ‚‡Ú ÓÚ
ÏÓfl ‡‰ÂÒ, ÚÂÎÂ ÙÓ ÌÂÌ ÌÓÏÂ Ë ÎË˜ÌÓ ËÏÂ, Á‡ ‰‡ ‚ÂË ÙË ̂ Ë ‡Ú ËÒÚËÌ ÌÓÒÚ Ú‡ Ì‡ ÔÓ‰‡ -
‰Â ÌËfl ÒË„ Ì‡Î. çÂ ÒÂ ÒÔÓ ‡ ÁÛ Ïfl ‚‡ ÏÂ, Á‡˘Ó ÚÓ ‡Á ÌÂ ËÒÍ‡Ï ‰‡ ÒË ‰‡Ï ÚÂÎÂ ÙÓÌ ÌËfl
ÌÓÏÂ Ì‡ ÔÓÎË ̂ Ëfl Ú‡. á‡˘Ó ÌÂ ËÒÍ‡Ï?

á‡ ‰‡ ÌÂ ËÁ„ÎÂÊ ‰‡, ˜Â ÛÂ‰ Ì‡Í ‚fl ‚‡Ï ‡„Â ÒËfl Ë ‡ÒÓ ̂ Ë‡Î ÌÓÒÚ, ÌÂÍ‡ ‰‡ ‰‡Ï ‰Û„ ÔË ÏÂ,
‚ÔÂ ̃ ‡Ú ÎËÎ ÏÂ Ò ÍÓÚ Í‡ Ú‡ ÒË ‡ÒÓ ̂ Ë‡Î ÌÓÒÚ. Ç ·Ë·ÎËÓ ÚÂ Í‡ Ú‡ Ì‡ ◊É¸ÓÚÂ-ËÌÒÚË ÚÛÚ“ ÔÂ‰Ë
ÏÂÌ ‚˙ ̆ ‡ ̄ Â ÍÌË„Ë Ë ËÒÍ‡ ̄ Â ‰‡ Á‡ÂÏÂ ÌÓ‚Ë ÓÍÓÎÓ ˜ÂÚË Ë ‰Â ÒÂÚ-„Ó‰Ë ̄ ÂÌ Ï˙Ê. ëÎÛ -
ÊË ÚÂÎ Í‡ Ú‡ ÏÛ ÔÓËÒ Í‡ ˜ËÚ‡ ÚÂÎ ÒÍ‡ Ú‡ Í‡Ú‡, ÔÓ ˜ËÈÚÓ ÌÓÏÂ ËÏÂÚÓ Ì‡ ˜ËÚ‡ ÚÂ Îfl ·˙ÁÓ
·Ë‚‡ ÓÚÍË ‚‡ ÌÓ ‚ Í‡ ÚÓ ÚÂ Í‡ Ú‡. ◊çÂ fl ÌÓÒfl. – Í‡Á‡ ÚÓÈ. à ‰Ó·‡ ‚Ë „Ó‰Ó. – ◊ÄÁ ÒË ËÏ‡Ï
ÔËÌ ̂ Ë ÔË.“ àÌÙ‡Ì ÚËÎ Ì‡ Ú‡ ÏÛ „Ó ‰ÓÒÚ, ˜Â ÒÂ ÓÚÎË ̃ ‡ ‚‡ ÓÚ ‰Û „Ë ÚÂ Ó˜Â ‚Ë‰ ÌÓ ÌÂ ‰ÓÔÛ -
ÒÍ‡ ̄ Â ÏËÒ˙Î Ú‡, ˜Â ◊ÔËÌ ̂ Ë ÔË ÚÂ“ ÏÛ Á‡ÚÛ‰ Ìfl ‚‡Ú ‡·Ó Ú‡ Ú‡ Ì‡ ·Ë·ÎËÓ ÚÂ Í‡ Í‡ Ú‡ Ë
Á‡·‡ ‚flÚ ‰Û „Ë ÚÂ ˜ËÚ‡ ÚÂ ÎË Ì‡ ÓÔ‡¯ Í‡ Ú‡, ˜Â ÌÂÌÓ ÒÂ ÌÂ ÚÓ Ì‡ ˜ËÚ‡ ÚÂÎ ÒÍ‡ Ú‡ Í‡Ú‡ ‚ ÒÎÛ -
˜‡fl Â ‰Â ·ÂÌ, ÍÓÚ˙Í Ë ‡ÒÓ ̂ Ë‡ ÎÂÌ ÊÂÒÚ.

◊ÑÂ‚ÂÚ ‰Â ÒÂÚ ÔÎÂ ‚ÂÌ ̃ ‡ ÌË ‰ÌÂ‚ ÌÓ ÔÓÎÛ ̃ ‡ ‚‡Ú Ú‡‚ ÏË ÔË Ô‡‰‡ ÌÂ ÔÓ Á‡Î Â‰Â ÌË ÚÂ ÛÎËˆË.
Ç ÒÛÚÂ¯ ÌË ÚÂ ˜‡ÒÓ ‚Â ÔÓÒÚ˙Ô ‚‡Ú ÔÓ ¯ÂÒÚ ‰Â ÒÂÚ ‰Û¯Ë Ò˙Ò Ò˜Û ÔÂ ÌË ËÎË ËÁÍ˙Î ̃ Â ÌË Í‡Í‡
Ë ˙ˆÂ ‚ ÍÎË ÌË Í‡ Ú‡ ÔÓ ÓÚÓ ÔÂ ‰Ëfl Ë Ú‡‚ Ï‡ ÚÓ ÎÓ „Ëfl. èÓ‚Â ̃ Â ÓÚ 20 Ò‡ Ò˜ÛÔ ‚‡ ÌËfl Ú‡ Ì‡
Ú‡ÁÓ ·Â ‰Â Ì‡ Ú‡ ÒÚ‡‚‡ ÔÂÁ ÔÓÒÎÂ‰ ÌË ÚÂ 10 ‰ÌË, Ò˙Ó· ̆ Ë ı‡ ÓÚ Ò˙˘‡ Ú‡ ÍÎË ÌË Í‡.“ (‚. äÓÌ -
ÚË ÌÂÌÚ, 11.02.98, Ò. 2) Ç Ì‡˜‡ ÎÓ ÚÓ Ì‡ ‚ÒflÍ‡ ÁËÏ‡ ‚ÒË˜ ÍË ‚ ëÓÙËfl Ó˜‡ Í‚‡ ÏÂ Ò ÔÂ ‰Û ÒÂ -
ÚÂ Ì‡ ÓÚ ÓÚ„‡ Ú‚‡ ÌÂ ÚÓ Ì‡Ò Î‡ ‰‡ ÍÎ˛ ̃ Ó ‚‡ Ú‡ Ù‡Á‡: ◊í‡ÁË „Ó‰Ë Ì‡ ÁËÏ‡ Ú‡ ÌË ËÁÌÂ Ì‡ ‰‡.“
î‡ Á‡ Ú‡ Â ËÚÛ ‡Î Ì‡, Úfl Úfl· ‚‡ ‰‡ Ó·flÒ ÌË Á‡˘Ó Ô‡Í ÓÒÌÓ‚ ÌË ÚÂ Ô˙Ú Ë˘‡, Á‡ ÚÓ ÚÓ ‡ Ë ÚÂ
ÌÂ ÒÚ‡‚‡ ‰ÛÏ‡, ÌÂ Ò‡ ÔÓÒË Ô‡ ÌË Ò ÔflÒ˙Í ËÎË Ò Í‡Í ‚Ó ÚÓ Â ÌÂÓ·ıÓ ‰Ë ÏÓ. èÓ‡ ‰Ë Ú‡ÁË
ÔÂ ‰‚Ë ‰Ë Ï‡ ËÁÌÂ Ì‡ ‰‡ ÒÚ‡ ‚‡Ú Í‡Ú‡ ÒÚÓ ÙË Ë Á‡‰˙ ÒÚ‚‡ ÌËfl Ë ËÏ‡ ÏÌÓ„Ó ‡Á ıÓ‰ Ì‡ ÌÂ -
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with the young man's death. He must have insisted on having peace and quiet but not
quite politely – perhaps annoyed by the noise –  while the neighbor found it appropriate
to shoot him adding physical violence to the one of sound. Here the expression “ecology
of sound” would be grotesque. I suppose that we have all been exposed to sound crash-
es until we reach the verge of sanity because of somebody's celebrations and probably
we have sometimes produced such crashes ourselves. A celebration in which the
unleashed malice seems to be more than the joy. The attempts to explain that this is a
kind of aggression too are met with mute surprise or indignation that somebody's pleas-
ure is being challenged. Sound aggression is something ordinary in Sofia. It is not
defined as crime and the right is always on the side of the owner of the more powerful
stereo. Here the audiatur et altera pars principle cannot be applied accoustically and
hence it cannot be applied at all.

On the ground floors of blocks of flats cafés are open – social spaces by definition – and
their sounds in the late evenings/early nights are infiltrated in the dreams of the inhabi-
tants of the building who live on the upper floors. The cafés are a source of rent, of
course, so in the contractual relation the exchange of rent for disturbed sleep is incorpo-
rated. In other words, the rent of the café should be conceived of also as a payment for
“residential hazards” which is at least some consolation since nobody offers compensa-
tion for the noise of the car alarms. We accept them as the sound of the wind, a natural
phenomenon that is beyond the control of the social body and hence it would be unrea-
sonable to expect that it can regulate them. The dominant sound of the city of Sofia radi-
ates the same threat, hostility and lack of awareness of the existence of the other and of
the rest of the space.

As I write this, the neighboring block of flats is thumping with loud music. And because it
is late at night, I call the police and ask them with some embarrassment (and I apologize
too) whether they could do something so that the music becomes less loud. They ask for
my address, phone number and name so that they can verify the complaint. We don't
reach an agreement because I refuse to give my phone number to the police. Why don't I
want to do it?

In order to avoid being perceived as identifying aggression with the asocial, let me give
another example that impressed me with its quietly asocial features. Once in the Goethe
institute library there was a man in his forties  in front of me in the queue who was return-
ing some books and wanted to borrow others. The librarian asked for his library member-
ship card whose number is used to identify the reader's name very quickly in the data
base. “I don't have it on me”, the man said. And added proudly, “I have principles”. His
infantile pride that he is different from the others obviously did not allow the thought that
he was impeding the work of the librarian and slowing down the queue and that not carry-
ing his card in this case was a small, quiet and asocial gesture.

“In Pleven ninety people every day are injured after falling on ice in the streets. In the
morning hours about sixty people arrive in the orthopaedic clinic with sprained or broken
limbs. More than 20 are the cases of broken hip bones in the last 10 days, according to
information provided by the clinic.” (Kontinent daily, 11 February 1998, p. 2). In the begin-
ning of every winter everybody in Sofia expects – with the joy of anticipation and gauging
– the key phrase “This year the winter has caught us by surprise”. The phrase is a ritual
one, it is supposed to explain why yet again the major roads, not to mention the side-
walks, have not been cleared and sanded. This predictable surprise causes accidents,
traffic jams and a huge expense of energy. The municipality does not have enough equip-
ment or staff (and probably logistics) in order to make the roads and territory of Sofia
safer. This is a fact but what do the citizens do? Apparently winter surprises them too
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‚Ì‡ ÂÌÂ „Ëfl. é·˘Ë Ì‡ Ú‡ ÌÂ ‡Á ÔÓ Î‡ „‡ Ò ‰ÓÒÚ‡Ú˙ ̃ Ì‡ ÚÂı ÌË Í‡ Ë ıÓ‡ (‡ ÏÓÊÂ ·Ë Ì‡È-
‚Â˜Â Ò ÎÓ„Ë ÒÚË Í‡), Á‡ ‰‡ Ó·ÂÁÓ Ô‡ ÒË Ô˙Ú Ë˘‡ Ú‡ Ë ÛÎË ̂ Ë ÚÂ Ì‡ ÚÂË ÚÓ Ëfl Ú‡ Ì‡ ëÓÙËfl.
íÓ‚‡ Â Ú‡Í‡, ÌÓ Í‡Í‚Ó Ô‡ ‚flÚ „‡Ê ‰‡ ÌË ÚÂ? àÁ„ÎÂÊ ‰‡, ˜Â Ë Úflı ÁËÏ‡ Ú‡ „Ë ËÁÌÂ Ì‡‰ ‚‡,
Á‡˘Ó ÚÓ ÚÂ Ò˙˘Ó ÌÂ ÔÓ˜Ë ÒÚ‚‡Ú Ô˙ÚÂ ÍË ÚÂ ÔÂ‰ ‚ıÓ ‰Ó ‚Â ÚÂ, ‰‡ ÌÂ „Ó‚Ó ËÏ Á‡ Ó·˘Ë ÚÂ
ÚÓ ÚÓ ‡ Ë. çÓ ‰ÓË ÒÚ˙Î ·Ë ÚÂ ÔÂ‰ ‚ıÓ ‰Ó ‚Â ÚÂ ÌÂ ÒÂ ÔÓÒËÔ ‚‡Ú Ò˙Ò ÒÓÎ Ë ÔflÒ˙Í. èÓ˜Ë -
ÒÚ‚‡ ÌÂ ÚÓ Ì‡ ÒÌÂ„‡ „‡Ê ‰‡ ÌË ÚÂ Ò‡ ‰ÂÎÂ „Ë ‡ ÎË Ì‡ ÒÎ˙Ì ̂ Â ÚÓ Ë Í˙ „Ó ‚˙ ÚÂ ÌÂ ÚÓ Ì‡ ÁÂÏfl -
Ú‡ ‚ ÔÓÒÓ Í‡ Í˙Ï ÔÓ ÎÂÚ Ú‡. ç‡¯ËflÚ ‚ıÓ‰ Ò˙˘Ó Â ÒÂ‰ ÒÎ˙Ì ̂ Â ÔÓ ÍÎÓÌ ÌË ̂ Ë ÚÂ. àÁÍÎ˛ ̃ Â -
ÌËfl Ú‡ Ò‡ ÚÓÎ ÍÓ ‚‡ Ï‡ÎÍÓ, ˜Â ÒÂ Á‡·Â ÎflÁ ‚‡Ú ‚Â‰ Ì‡ „‡ Ë ÔÂ ‰ËÁ ‚ËÍ ‚‡Ú ‚˙Á „Î‡ ÒË Ì‡ ‚˙Á -
ıË ̆ Â ÌËÂ. ÑÓË ÒÓ· ÒÚ‚Â ÌÓ ÚÓ ÚflÎÓ ÌÂ Â Ò‚ÓÂ ‚ ÒÏË Ò˙ Î‡ Ì‡ Ò˙Á‰‡ ‚‡ ÌÂ Ì‡ ÒÓˆË‡Î ÌÓÒÚ,
Ì‡ Ó·ÒÚ‡ ÌÓ‚ Í‡, ‚ ÍÓÂÚÓ ÚÓ ‰‡ ÒÂ ˜Û‚ ÒÚ‚‡ ÔÓ‰ ÍÂ ÔÂ ÌÓ. àÁ„ÎÂÊ ‰‡, ˜Â ÊË‚Ó Ú˙Ú ËÁËÒ Í‚‡
ÛÒÎÓ ‚Ëfl, ‡ Úflı Ì‡ Ú‡ ÛÂ‰ ·‡ ‚ ëÓÙËfl Â ÚÛ‰ Ì‡.

Ö‰Ì‡ Ú‡ ÓÚ ÒÌËÏ ÍË ÚÂ (Í‡Í ‚Ë ÚÓ, ·ÂÁ ‰‡ Ò˙Ï ÒÂ ÒÚ‡ ‡Î ÓÒÓ ·Â ÌÓ, ËÏ‡Ï ‰ÂÒÂ ÚË Ì‡) ÔÓÍ‡Á -
‚‡ ÚflÎÓ ÚÓ Ì‡ Ï‡ÎÍÓ ÍÛ˜Â, ÔÂ fl Á‡ ÌÓ Ì‡ ‰‚Â ÓÚ Ú‡Ï ‚‡fl. íflÎÓ ÚÓ ÓÒÚ‡ Ì‡ Ú‡Í‡ ‰ÌË
Ì‡Â‰. íÛ ÔÓ ‚Â Ì‡ ÍÛ˜Â Ú‡ Ë ÔÓ-fl‰ÍÓ Ì‡ ÍÓÚÍË ÏÓ„‡Ú ‰‡ ÒÂ ‚Ë‰flÚ ÔÓÒ Ì‡ ÚË ÔÓ ÛÎË ̂ Ë ÚÂ
Ì‡ ëÓÙËfl Ë ÓÒÓ ·Â ÌÓ Í‡È ¯ÓÒÂ Ú‡ Ú‡, ÓÚı‚˙ ÎÂ ÌË ÓÚ ÍÓÎË ÚÂ. ê‡Á ·Ë ‡ ÒÂ, ÚÓ‚‡ ÒÂ ÒÎÛ˜ -
‚‡ Ë Ò ıÓ‡. ÜË‚ÓÚ ÌÓ ÚÓ ËÎË ÔÂ¯Â ıÓ ‰Âˆ˙Ú Ò‡ ‚ËÌ‡ „Ë ‚ËÌÓ‚ ÌË. ÇËÌ‡ Ú‡ ËÏ Â, ˜Â Ò‡ ÔÓ-
ÒÎ‡·Ë. éÍÓÎÓ ˆÂÌ Ú‡Î Ì‡ Ú‡ ÒÓÙËÈ ÒÍ‡ ·‡Ìfl ‚ËÊ ‰‡ı ÍÛ˜Â Ú‡ Ò ÔÂ ̃ Û ÔÂ ÌË Â‰ËÌ ËÎË ‰‚‡
Í‡Í‡. åËÒÎÂı ˜Â Ò‡ ÔÓÔ‡‰ Ì‡ ÎË ÔÓ‰ ÍÓÎË ÚÂ, ÍÓËÚÓ Ô‡ ÍË ‡Ú Ì‡Ó ÍÓ ÎÓ, ‰ÓÍ‡ ÚÓ ‚Â‰Ì˙Ê
ÌÂ ‚Ë‰flı ‰‚Â ˆË„‡Ì ̃ Â Ú‡, ÍÓËÚÓ ÔÂ ̃ ÛÔ ‚‡ ı‡ Í‡ Í‡ Ú‡ Ì‡ ÍÛ˜Â Ú‡ Ú‡ Ò Â‰Ë Í‡Ï˙ ÌË. íÓ‚‡
ÒÚ‡ ‚‡ ̄ Â, ‰ÓÍ‡ ÚÓ ÍÛ˜Â Ú‡ Ú‡ ÔËÂı‡ ‚Ó‰‡ ÓÚ ÎÓÍ‚Ë ÚÂ ËÎË ‡Á ‰˙Ô‚‡ ı‡ ÌflÍÓË ÓÚ Ì‡È ÎÓ ÌÓ -
‚Ë ÚÂ ÔÎË ÍÓ ‚Â Ò ·ÓÍÎÛ ̂ Ë Ò Ì‡‰ÂÊ ‰‡ ‰‡ Ì‡ÏÂ flÚ ı‡Ì‡ ‚ Úflı. ÄÍÓ ˜Ó‚ÂÍ ̇ Ú Â ÒÓˆË‡Î ÌÓÒÚ
Ë ÂÁËÍ, ÚÓ ÒÓˆË‡Î ÌÓÒÚ Ú‡ ÔË ÚÂÁË ˆË„‡Ì ̃ Â Ú‡ Â‰‚‡ Ï˙Ê ‰Û Í‡ ̄ Â. Ñ‚ÂÚÂ ‰Âˆ‡ ÏÓÊÂ ·Ë
ÒÎÛ ÊÂ ı‡ Á‡ ÓÔË ÚÌË ÊË‚Ó ÚËÌ ̃ Â Ú‡ Ì‡ ˆË„‡Ì ÒÍË ÚÂ ÔÓ ËÁ ‚Ó ‰Ë ÚÂ ÎË Ì‡ ‡ÎÍÓ ıÓÎ ÏÂÌÚÂ.
ÅËÚË, Û„‡ ÌË, „Î‡ ‰ÌË, ‰Ë Ô‡ ‚Ë, ˆË„‡Ì ̃ Â Ú‡ Ú‡ ÓÚÏ˙ ̆ ‡ ‚‡ ı‡ Ì‡ ÍÛ˜Â Ú‡ Ú‡, ÍÓËÚÓ Â‰ËÌ ÒÚ‚Â -
ÌÓ ·flı‡ ÔÓ-ÒÎ‡·Ë ÓÚ Úflı. éÚÏ˙ ̆ ‡ ‚‡ ı‡ ÒË Á‡ Ò‚Ófl Ú‡ ‡ÒÓ ̂ Ë‡Î ÌÓÒÚ.

Ñ‡ÎË ·Ë ÏÓ„ÎÓ ‰‡ ËÏ‡ Â¯Â ÌËÂ Á‡ ·ÂÁ ‰ÓÏ ÌË ÚÂ ÍÛ˜Â Ú‡, Á‡ ÍÓÂÚÓ ‰‡ ÌÂ ÒÂ ‡Á ̃ Ë Ú‡ Ì‡
Ó·˘Ë Ì‡ Ú‡ Ë ÍÓÂÚÓ ‰‡ ÌÂ Â Û·Ë ‚‡ ÌÂ ÚÓ Ì‡ ÊË‚ÓÚ ÌË ÚÂ? ãÂÒÌÓ ÒÂ Ì‡ÏË ‡ ‰Ó‚Ó‰, ËÁ„ÎÂÊ -
‰‡˘ ‡ÁÛ ÏÂÌ, ˜ÂÁ ÍÓÈÚÓ ‰‡ ÒÂ ‡ˆËÓ Ì‡ ÎË ÁË ‡ ÊÂÎ‡ ÌËÂ ÚÓ Á‡ ÌÂ˜ËÂ ÛÌË ̆ Ó ÊÂ ÌËÂ,
Ú‡Í‡ ÒÎ‡ ‰ÓÒÚ ÌÓ. êÂ¯Â ÌËÂ ÚÓ Â‰‚‡ ÎË ÏÓÊÂ ‰‡ Â Ó·˘Ó, ÌÓ ÂÚÓ Â‰ÌÓ ÛÒË ÎËÂ ‚ Ú‡ÁË ÔÓÒÓ -
Í‡. Ç ·ÎÓÍ‡, ‚ ÍÓÈÚÓ ÊË‚Âfl, ÒÏÂ ‡Á ‰Â ÎÂ ÌË Ì‡ ‰‚Â – Á‡ Ë ÔÓ ÚË‚ ·ÂÁ ‰ÓÏ ÌË ÚÂ ÍÛ˜Â Ú‡
Ì‡Ó ÍÓ ÎÓ. ëÎÛ˜ ‚‡ ÎÓ ÒÂ Â Â‰Ì‡ Ú‡ ÓÚ ÍÛ˜ ÍË ÚÂ ‰‡ ÒÂ Ì‡ı ‚˙ Îfl Ë ı‡ÔÂ, ÓÒÓ ·Â ÌÓ ÍÓ„‡ ÚÓ
ËÏ‡¯Â Ï‡ÎÍË. Ñ‡ÎË ‰‡ ‰ÂÈ ÒÚ‚‡ ÏÂ Û‰‡ ÌÓ Ë ‰‡ fl („Ë) Û·ËÂÏ? ëÓ· ÒÚ‚Â ÌË ̂ Ë ÚÂ Ì‡ Ï‡„‡ -
ÁË Ì‡ Á‡ ı‡ÌË Á‡ ÊË‚ÓÚ ÌË ‚ ·ÎÓÍ‡ (ÍÓËÚÓ ÓÒ‚ÂÌ Ò‚Ó ÂÚÓ, ı‡ ÌflÚ Ë Ó˘Â ÌflÍÓÎ ÍÓ ÍÛ˜Â -
Ú‡) ÔÂ‰ ÎÓ ÊË ı‡ Ì‡ ÍÎË ÂÌ ÚË ÚÂ ÒË ‰‡ ÒË ‡Á ‰Â ÎËÏ ‡Á ÌÓÒ ÍË ÚÂ Á‡ Í‡ÒÚË ‡ ÌÂ ÚÓ Ì‡ ÍÛ˜ -
ÍË ÚÂ, ÊË‚Â Â ̆ Ë ÓÍÓÎÓ ·ÎÓÍ‡. ì‚Â Ë ı‡ ÌË Ò˙˘Ó Ú‡Í‡, ˜Â ÔÓÁ Ì‡ ‚‡Ú ÎÂÍ‡ fl Ë ˜Â ÊË‚ÓÚ -
ÌË ÚÂ ˘Â ·˙‰‡Ú ‚˙ Ì‡ ÚË. í˙È Í‡ÚÓ Í‡ÒÚË ‡ ÌÂ ÚÓ ÔÓ ÏÂ Ìfl Ì‡‚‡, Ì‡‰fl ‚‡ ÏÂ ÒÂ, ˜Â ÌflÏ‡
‰‡ ËÏ‡ ÔÓ‚Â ̃ Â Í‡ÍÚÓ ÌÂÊÂ Î‡ ÌË ÍÛ˜ÂÌ ̂ ‡, Ú‡Í‡ – Ë ÍÓÂÚÓ Â ÔÓ-‚‡ÊÌÓ – ÛÔÎ‡ ̄ Â ÌË Ë Ûı‡ -
Ô‡ ÌË Ò˙ÍÓ ÓÔ Â‡ ÚÓ Ë.

èÂ‰Ë ‰‡ Ì‡‚ Îfl Á‡Ú ‚ ·˙Î „‡ ÒÍËfl ÂÁËÍ ˜ÛÊ ‰Ë ÚÂ ‰ÛÏË Í‡ÚÓ ◊ÍÎÓ ÁÂÚ“ Ë ◊ÚÓ‡Î ÂÚ Ì‡“ Á‡Â‰ -
ÌÓ Ò˙Ò Ò˙ÓÚ ‚Â ÌË ÚÂ Ò˙Ó ˙ ÊÂ ÌËfl, ÛÔÓ ÚÂ ·fl ‚‡ ÌË ÚÂ ‰ÛÏË Ò‡ ◊ÌÛÊ ÌËÍ“ Ë ◊ÔÓ‚˙Ì Í‡“. ◊éÚË -
‚‡Ï ÔÓ‚˙Ì Í‡“ ‰ÌÂÒ ÒÂ Ì‡Ë ̃ ‡ ◊ÓÚË ‚‡Ï ‰Ó ÚÓ‡Î ÂÚ Ì‡ Ú‡“. èÂ Ó ·Î‡ ‰‡ ‚‡ ̆ Ó ÚÓ ‚ÔÂ ̃ ‡Ú ÎÂ -
ÌËÂ ÓÚ „‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ëÓÙËfl Â, ˜Â „‡Ê ‰‡ ÌË ÚÂ ◊ıÓ‰flÚ ÔÓ‚˙Ì Í‡“. ëÔfl ÏÓ
ÔË Ó ‰‡ Ú‡ Ë ÓÍÓÎ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÂ ‰ÂÏÓÌ ÒÚË ‡Ú ÔÓÒÚÓflÌ ÌË ‡ÍÚÓ ‚Â Ì‡ ÓÚÏ˙ ̆ Â -
ÌËÂ, ˜Â ÊË‚ÂflÚ ÚÛÍ, ËÁı‚˙ ÎflÈ ÍË ËÁÔ‡Ê ÌÂ ÌËfl Ú‡ Ì‡ Ò‚Ó ÂÚÓ ÌÂ‰Ó ‚ÓÎ ÒÚ‚Ó. ôÓ ÒÂ ÓÚÌ‡ -
Òfl ‰Ó ÚÓ‡Î ÂÚ ÌË ÚÂ, ‡Á ËÒÍ‡Ï ‰‡ ÔÓÍ‡ Ê‡ ÌflÍÓÎ ÍÓ ÒÌËÏ ÍË ÓÚ ÌÛÊ ÌË ̂ Ë ÚÂ Ì‡ ëì ◊ë‚. äÎË -
ÏÂÌÚ éıË‰ ÒÍË“ Ë Ì‡ ûáì ◊çÂÓ ÙËÚ êËÎ ÒÍË“. ä‡ÍÚÓ ÒÂ Í‡Á‚‡, ·ÂÁ ÍÓÏÂÌ Ú‡. ÅËı ÔÂ‰ -
ÔÓ ̃ ÂÎ ˜ÂÌÓ-·flÎ‡ ÙÓÚÓ ÎÂÌ Ú‡, ÍÓflÚÓ ‰‡ ÌÂ ‡Á Í‡ Òfl ‚‡ ‰ÂÈ ÒÚ‚Ë ÚÂÎ ÌÓÒÚ Ú‡ Ë ÓÒÓ ·Â ÌÓ
‡ÍÓ Úfl ÏÓÊÂ ̄ Â ‰‡ ÔÓÔË ‚‡ ÏËËÁ Ï‡ Ú‡, ÒÔÂ ÒÚÂ Ì‡ ÌË ÚÛÍ. í˙ÏÌËflÚ ‰Ë‡ ÔÓ ÁË ÚË‚ Û‰Ó ÒÚÓ -
‚Â fl ‚‡, ˜Â ÓÚ ÔÓÒÂ ̆ ‡ ‚‡ ̆ Ë ÚÂ ÚÓÁË ÍÎÓ ÁÂÚ Ì‡ ûáì ÒÂ ËÁËÒ Í‚‡ ÁÓ˙Í ÔÓ„ÎÂ‰ Ë ·ÂÁÛ -
ÔÂ˜ Ì‡ ÂÍÓ „ÌËÒ ̂ Ë Ó‚ Í‡ Ì‡ ÏÂÒÚ ÌÓÒÚ Ú‡. ÅËıÏÂ ÏÓ„ÎË ‰‡ „Ó ÔÓÒÚ‡ ‚ËÏ ‚ ÒÂËfl Ú‡ ◊toi -
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since they do not clear the paths to the entrances either, not to mention the common
areas on the sidewalks. But even the steps in front of the entrances are not covered with
sand and salt. The citizens have delegated the clearing of the snow to the sun and the
rotation of the earth in the direction of spring. Our entrance also falls in the category of the
worshippers of the sun. The exceptions are so rare that they are noticed immediately and
cause admiring exclamations. Even one's  body does not belong to oneself in the sense
of creating social existence, an environment where it may feel supported. It seems that life
has requirements which are difficult to be met in Sofia.

One of the photos (I have got ten without putting in much effort) shows the body of a small
dog cut into two by a tram. The body stayed like this for weeks. Dog and cat corpses can
be seen in the streets of Sofia and especially near the highways where they have been
thrown by the passing cars. Of course, this happens to people too. It is always the animal's
or the pedestrian's fault. Their fault is that they are weaker. Around the Central Bath in Sofia

I used to see dogs with one or two bro-
ken legs. I thought they had been run by
cars that were parked around until I saw
two Roma children breaking the dogs'
legs with big stones.This was happening
while the dogs were drinking water from
puddles or were tossing plastic bags
around hoping to find food in them. If
man is social existence and language,
then the social existence of these Roma
children was barely flickering. They were
probably the guinea pigs of Roma pro-
ducers of fake alcohol. Beaten, humiliat-
ed, hungry, ragged, the Roma children
were taking their revenge on the dogs,
the only creatures weaker than them-
selves. They were taking revenge for
being asocial.

Would it be possible to find a solution for the problem with stray dogs for which one would
not have to count on the municipality, and which would be different from killing the ani-
mals? It is easy to argue, in an apparently reasonable way, in order to rationalize the
sweet desire to destroy another being. The solution could hardly be arrived at with every-
body's participation but here is an example of an effort. In the block of flats where I live we
have two camps – for and against the stray dogs around the block. There have been
cases when one of the female dogs has attacked and bitten people especially when she
has just had her puppies. Shall we be quick and radical and kill her (them)? The owners
of the pet shop in the block (who feed not only their own but other dogs too) suggested to
their customers to share the expenses for castrating the female dogs that live around the
block. They assured us that they knew the vet and that the animals would be brought
back. Since castration affects behavior, we hope that there will be no more unwanted pup-
pies or – which is more important – scared and bitten neighbors.

Before the Bulgarian language acquired words like “WC” or “toilet”, and before these facil-
ities became widely common, the expression that was used was “to relieve oneself”. We
now call it “going to the loo”. From the urban space of Sofia one is left with a strong
impression that its citizens use it to “relieve themselves”. They constantly perform acts of
revenge on the environment for living here by leaving the excrements of their discontent.
As for toilets, I would like to show several photos taken in the University of Sofia and the
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lets by night“. ç‡Á ‚‡ ÌËÂ ÚÓ ◊ÚÓ‡Î ÂÚ Ì‡“ Â ‚ ‰‡ Ï‡ ÚË˜ ÌÓ ÔÓ ÚË ‚Ó Â ̃ ËÂ Ò Ó·ÒÚ‡ ÌÓ‚ Í‡ Ú‡,
ÍÓflÚÓ ‚ÌÛ ̄ ‡ ‚‡, ˜Â ÚÛÍ ÒÂ ËÁ‚˙¯ ‚‡ ÌflÍ‡Í ‚‡ Ò‡Ï Ì‡ ‰ÂÈ ÌÓÒÚ ‚ ÛÒÎÓ ‚Ëfl, ÍÓËÚÓ Ì‡ÔÓÏ -
ÌflÚ Ì‡ ÔË Ó‰ ÌË Ò‡ÏÓ ‚ ÒÏË Ò˙ Î‡, ˜Â Ò‡ ÎË¯Â ÌË ÓÚ ÍÛÎÚÛ ‡. Ç˙ÁÏÓÊ ÌÓ Â Ë ‰Û„Ó Ú˙Î -
ÍÛ ‚‡ ÌÂ, Ì‡ÔËÏÂ, ˜Â ‰Ûı˙Ú Ì‡ ÁÌ‡ ÌËÂ ÚÓ Â ·ÂÁ ÚÂ ÎÂ ÒÂÌ Ë ‚ÏÂ ÒÚÓ ÔÂ ÔÓ ‰‡ ‚‡ ÚÂ ÎË Ë ÒÚÛ -
‰ÂÌ ÚË ‚ ·˙Î „‡ ÒÍË ÚÂ ÛÌË ‚Â ÒË ÚÂ ÚË ÒÂ ÂflÚ ÌÂ‚˙ÔÎ˙ ÚÂ ÌË Ë‰ÂË, ÔÓ‡ ‰Ë ÍÓÂÚÓ ÌflÏ‡
ÌÛÊ‰‡ ÓÚ ÌÛÊ ÌËÍ. ä‡Í‚Ó Ò˙˜Â Ú‡ ÌËÂ ÏÂÊ‰Û Ò‡Ï Ë ÁÌ‡ ÌËÂ.

éÚ ÌflÍÓÎ ÍÓ „Ó‰Ë ÌË ÔÓ ÛÎË ̂ Ë ÚÂ Ì‡ ëÓÙËfl ÒÂ ÌÓÒflÚ ‰ÊË ÔÓ ‚Â Ò˙Ò ÒÍÓ ÓÒÚ, ÍÓflÚÓ ÓÒÚ‡ ‚fl
‚ÔÂ ̃ ‡Ú ÎÂ ÌËÂ ÚÓ, ˜Â Û˜‡ ÒÚ‚‡Ú ‚ ÔÂ ÒÎÂ‰ ‚‡ ÌÂ, ‚ Â‡ ÎÂÌ ËÎË ‚˙Ó· ‡ Ê‡ ÂÏ action. É‡ ‰˙Ú
Â ÔÂ ‚˙ Ì‡Ú ‚ ÔË ‚Ë‰ Ì‡ ÔÂ ÒÂ ̃ Â Ì‡ ÏÂÒÚ ÌÓÒÚ, Á‡ Í‡Í ‚‡ ÚÓ Ò‡ ÔÂ‰ Ì‡Á Ì‡ ̃ Â ÌË ‰ÊË ÔÓ ‚Â -
ÚÂ, Ë Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ‚ ‰ÂÍÓ Ì‡ ÔÂ ÒÎÂ‰ ‚‡ ÌÂ ÚÓ. àÏË ÚË ‡ ÌÂ ÚÓ Ì‡ ÍËÌÓ ÂÍ ̄ ˙Ì ‚Ì‡Òfl
ÂÎÂ ÏÂÌ Ú˙Ú Ì‡ ‚ÒÂ ÔÓ Á‚Ó ÎÂ ÌÓÒÚ, ÔÂ Ï‡ı ‚‡ ̆ ‡ ‚ÒflÍ‡ ÒÓˆË‡Î Ì‡ ÌÓÏ‡. ÜË‚Â ÂÏ ‚ ÓÚ‡ -
ÁÂ Ì‡ Ú‡ Â‡Î ÌÓÒÚ Ì‡ ÙËÎ ÏÓ ‚Ë ÒˆÂ Ì‡ ËË. äÏÂÚ˙Ú Ì‡ ëÓÙËfl Ò˙˘Ó Í‡‡ ˜ÂÂÌ ‰ÊËÔ,
Í‡ÚÓ ÍËÌÓ „Â ÓÈ. óÂ ÌË ÚÂ ÏÂ ̂ Â ‰Â ÒË Ì‡ ‚ËÒ ̄ Ë ÚÂ ‰˙ Ê‡‚ ÌË ËÌÒÚË ÚÛ ̂ ËË ÌÂ ÓÒÚ‡ ‚flÚ

Ò˙ÏÌÂ ÌËÂ Ò ‰‚Ë ÊÂ ÌËÂ ÚÓ ÒË ÔÓ ÛÎË -
ˆË ÚÂ Ì‡ „‡‰‡, ˜Â ÓÚ Úflı Úfl· ‚‡
ÁÓÍÓ ‰‡ ÒÂ Ô‡ÁËÏ. ÑÊË ÔÓ ‚Â ÚÂ ‚˙ -
‚flÚ Á‡Â‰ ÌÓ Ò ÌÓ‚Ë ÚÂ ‰‚Ó ̂ Ë Ë ‚ËÒÓ -
ÍË Ó„‡ ‰Ë, ÒÍË ‚‡ ̆ Ë ÚÓ‚‡, ÍÓÂÚÓ Â
‚˙ÚÂ Ë  ÔÂ‰ Ô‡Á ‚‡ ̆ Ë ÓÚ ÌÂÊÂ Î‡ ÌË
ÔÓÒÂ ÚË ÚÂ ÎË-Ì‡Ô‡ ‰‡ ÚÂ ÎË. é„‡ ‰Ë,
ÔÂ‚ ˙ ̆ ‡ ̆ Ë ˜‡ÒÚË ÓÚ „‡‰‡ ‚ ÍÂ -
ÔÓ ÒÚË, ÚÂ ÌÂ Û˜‡ ÒÚ‚‡Ú ‚ Ò˙Á‰‡ ‚‡ ÌÂ ÚÓ
Ì‡, ‰‡ Í‡ÊÂÏ, ÌÓ‚‡ „‡‰ ÒÍ‡ ÍÓÏÛ ÌË -
Í‡ ÚË‚ Ì‡ ÒÂ‰‡. çÓ‚Ë ÚÂ ÍÓÎË Ò‡
ÁÌ‡ˆË Á‡ ÎË˜Ì‡ ËÁÍÎ˛ ̃ Ë ÚÂÎ ÌÓÒÚ Ë
ÒÓˆË‡Î Ì‡ ÏÓ˘. ífl Úfl· ‚‡ ‰‡ ÒÂ
‰ÂÏÓÌ ÒÚË ‡: ÔÓ Ô˙Ú Ë˘‡ Ú‡ – ÒÂ˘Û
‰Û „Ë ÚÂ ÍÓÎË, ÔÓ ÛÎË ̂ Ë ÚÂ Ì‡ „‡‰‡ –
ÒÂ˘Û ÔÂ¯Â ıÓ‰ ̂ Ë ÚÂ. ëÓˆË‡Î Ì‡ Ú‡
ÏÓ˘ ÒÂ ÔÓ fl‚fl ‚‡ Í‡ÚÓ Á‡ÔÎ‡ ı‡, Í‡ÚÓ
‡ÒÓ ̂ Ë‡Î Ì‡.

ä‡ÚÓ ÍÓÌ Ú‡ ÔÛÌÍÚ Ì‡ ËÁÎÓ ÊÂ ÌÓ ÚÓ ‰ÓÚÛÍ, Ú˙ ÒÂı ‚ ëÓÙËfl ÏÂÒÚ‡, ‚ ÍÓËÚÓ ‰‡ ÎË˜Ë
ÌflÍ‡Í ‚‡ „ËÊ‡ Á‡ ÓÍÓÎ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. íÓ‚‡ ·ÂÁ ËÁÍÎ˛ ̃ Â ÌËÂ Ò‡ ÙËÎË ‡ ÎË ÚÂ Ì‡
‚ÂË „‡ Ú‡ ◊å‡Í‰ÓÌ‡Î‰Ò“. åÓÊÂ ·Ë ‚ ‰Û„‡ „‡‰ ÒÍ‡ ÒÂ‰‡ ÚÂ ÌÂ ·Ëı‡ Ô‡ ‚Ë ÎË ‚ÔÂ ̃ ‡Ú -
ÎÂ ÌËÂ, ÌÓ ‚ ëÓÙËfl ‚ÔÂ ̃ ‡Ú Îfl ‚‡Ú Ò ÔÓ‰Â‰ ·‡ Ú‡ Ë ˜ËÒÚÓ Ú‡ Ú‡ ÒË. ◊å‡Í‰ÓÌ‡Î‰Ò“ ÒÂ Ì‡ÒÚ‡ -
Ìfl ‚‡ ÔÓÍ‡È ¯ÓÒÂ Ú‡ Ë Ï‡„Ë ÒÚ‡ ÎË. óÂÁ ÛÒÎÛ „‡ Ú‡ ◊å‡Í‰‡È‚“ ‰ÓÔ˙Î ÌË ÚÂÎ ÌÓ ÒÂ ‚ÌÛ -
¯‡ ‚‡ ÛÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ ÒÍÓ ÓÒÚ Ë ·˙ ÁË Ì‡, ÌÓ Ú˙ÍÏÓ ÚÓ ÏÓÊÂ ‰‡ ‚ÌÛ ̄ ‡ ‚‡ Ë ˜Û‚ ÒÚ‚Ó Á‡
‚ËÌ‡, ‡ÍÓ ÍÎË ÂÌ Ú˙Ú ÒÂ Á‡ÒÂ ‰Ë Ë ÌÂ ÍÓÌ ÒÛÏË ‡ ÔÂÁ ˆflÎÓ ÚÓ ‚ÂÏÂ. çË˜Ë Ë ÚÂ Á‡ÔÛ ÒÌ‡ ÚË
ÏÂÒÚ‡, ÒÂ ÔÂ‚ ˙ ̆ ‡Ú ˜ÂÁ ◊å‡Í‰ÓÌ‡Î‰Ò“ ‚ ÏËÍÓ ÒÓ ̂ Ë‡Î Ì‡ ÒÂ‰‡, ·Ë‚‡Ú Ó·Î‡ „Ó Ó ‰Â -
ÌË, ˜ËÒÚË ÚÂ ÚÓ‡Î ÂÚ ÌË, ÍÓËÚÓ Ò‡ ·ÂÁ ÔÎ‡Ú ÌË, ÏÓ„‡Ú ‰‡ ‚˙Á‰ÂÈ ÒÚ‚‡Ú Ë ‚˙Á ÔË Ú‡ ÚÂÎ ÌÓ.
Å‡ÎÓ ÌÓ ‚Ë ÚÂ Á‡Ï˙ ̂ Ë, ‚ ÍÓËÚÓ ‰Âˆ‡ Ú‡ Ë„‡flÚ, Í‡ÍÚÓ Ë Ô˙ Á‡Î ÍË ÚÂ ÔÓÍ‡Á ‚‡Ú, ˜Â ÚÛÍ ÌÂ
ÒÂ ÔÂ‰ Î‡ „‡ Ò‡ÏÓ ÛÒÎÛ „‡ Ú‡ ◊Ï‡Í ‰‡È‚“, ÌÓ ˜Â ÏÓÊÂ ‰‡ ÒÂ ÓÒÚ‡ ÌÂ Ë ÔÓ-‰˙Î„Ó, ÍÓÂÚÓ Ë
ÒÚ‡‚‡. èÓÒÂ ÚË ÚÂ ÎË ÚÂ ÒÂ Á‡ÒÂ ‰fl ‚‡Ú, Ì‡‚fl ÌÓ Á‡˘Ó ÚÓ ËÏ Â ÔË flÚ ÌÓ. ì˜Â ÌË ̃ Â ÒÍË ÍÎ‡ ÒÓ -
‚Â Ô‡Á ÌÛ ‚‡Ú ÓÊ ‰Â ÌË ÚÂ ÒË ‰ÌË ‚˙‚ ÙËÎË ‡ ÎË ÚÂ Ì‡ ◊å‡Í‰ÓÌ‡Î‰Ò“. Ç ëÓÙËfl
◊å‡Í‰ÓÌ‡Î‰Ò“ Â ÏflÒÚÓ, ‚ ÍÓÂÚÓ ÌÂ ÒË Á‡ÔÎ‡ ̄ ÂÌ ÓÚ Ó·Ë ̃ ‡È Ì‡ Ú‡ ‚‡Ê ‰Â· ÌÓÒÚ Ì‡ ÓÍÓÎ -
ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. Ñ‡ÎË ÔÓÒÂ ÚË ÚÂ ÎË ÚÂ ‚ ëÓÙËfl ÏÓ„‡Ú ‰‡ ‚˙Á‰ÂÈ ÒÚ‚‡Ú ‚˙ıÛ Ë‰Âfl Ú‡
Á‡ ◊·˙Á‡ ı‡Ì‡“ (ÓÒÌÓ‚ Ì‡ Á‡ ‚ÂË „‡ Ú‡), Ú‡Í‡ ˜Â ·˙ ÁË Ì‡ Ú‡ ‰‡ ÒÂ Ò˙˜Â Ú‡Â Ò ‚˙ÁÏÓÊ -
ÌÓÒÚ Ú‡ ‰‡ ÒÂ ÓÒÚ‡ ‚‡ ÔÓ-‰˙Î„Ó? íÓ‚‡ Ó·‡˜Â ·Ë ÔÓ ÏÂ ÌË ÎÓ Ó˜‡ Í‚‡ ÌÂ ÚÓ Ë Ò˙ÓÚ ‚ÂÚ ÌÓ
Ë‰Âfl Ú‡ Á‡ ·˙Á‡ ÍÓÌ ÒÛ Ï‡ ̂ Ëfl. Ç˙ÔÓÒ˙Ú ÌÂ Â Ò‡ÏÓ ÙËÌ‡Ì ÒÓ‚, ÚÓÈ ‚ÍÎ˛˜ ‚‡ Ë ÓÚÌÓ ̄ Â -
ÌËÂ ÚÓ ÒÔfl ÏÓ ÍÎË ÂÌ ÚË ÚÂ, ‚˙Á ÔËÂ Ï‡ ÌË Í‡ÚÓ ÒÓˆË‡Î Ì‡ ÒÂ‰‡ Ò ‡Á ÎË˜ ÌË Ì‡„Î‡ ÒË.
ÅÎËÁ˙Í ÔËfl ÚÂÎ, ÍÓÈÚÓ ÊË‚ÂÂ ‚ ëÄô, ÏË Ó·flÒ ÌË ‚ ÍÓfl Í‡ÚÂ „Ó Ëfl Á‡‚Â ‰Â ÌËfl ÔÓÔ‡ ‰‡Î
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Southwest University in Blagoevgrad. The appropriate comment seems to be “No com-
ment”. I would have been happier if these were black and white photos so that reality
would not appear to have been to be adorned, particularly if they could absorb the smell
which is spared to us here. The dark slide verifies that the use of the WC in the Southwest
University requires excellent sight and impeccable familiarity with the area. We could
place it in the “toilets by night” category. The word “toilet” stands in dramatic opposition
to the setting which suggests that some shameful activity is carried out in conditions remi-
niscent of nature only in the sense that they lack culture. Another interpretation is possible,
namely that the spirit of knowledge has no bodily dimensions and instead of students and
professors, Bulgarian universities are populated by floating and fleshless ideas which is
why toilets are unnecessary. What a combination of shame and knowledge. 

For a few years now jeeps have been racing in the streets of Sofia with a speed which
leaves the impression that they take part in a chase, in a real or imaginary action film. The
city is turned simultaneously into a broken country that jeeps should be used on, and in a
stage set for the chase. This mock action approach introduces an element of wayward-
ness that removes any social norm. We live in reality that reflects film scripts. The mayor
of Sofia also drives a black jeep like a hero from a film. The black Mercedes cars of the
senior state institutions move in the city streets in a manner that leaves no room for doubt
that we should keep away from them. The jeeps are paired with the new residential
palaces and their high fences hiding what is inside and protecting from unwanted visi-
tors/attackers. The fences that turn parts of the city into fortresses do not take part in the
creation of, say, a new, communication-oriented, urban environment. The new cars signify
personal excellence and social power. It must be demonstrated: on the roads (against the
other cars), or in the city streets (against the pedestrians). Social power manifests itself as
a threat, as being asocial.

As a counterpoint to the above, I was looking for places in Sofia where some care for the
environment is evident. Such a place could be found without fail in all the branches of
McDonald's. Maybe in another urban environment they would not be as remarkable but in
Sofia they strike one as very clean and well-managed. McDonald's occupies sites along
roads and highways. The McDrive service suggests speed and promptness but it can also
suggest guilt if the customer stays on and does not consume the whole time. The derelict
no man's spaces are turned into micro-social environments through McDonald's, they are
cultivated and the clean toilets, whose use is free of charge, can also have an educating
effect. The rubber castles and the slides where children play show that it is not only the
McDrive service that is offered here: one
can also stay here longer if one wishes
which often happens. Customers stay on
and this is probably because they enjoy
it. Students celebrate their birthday par-
ties there with their classmates. In Sofia
McDonald's is a place where one is not
threatened by the usual hostility of the
urban environment. Could the customers
in Sofia have an influence on the idea of
fast food (which is central to the chain)
so that the element of fastness can be
combined with the possibility to stay
longer? This, however, would change
expectations and therefore the idea of
fast food. The issue is not only a finan-
cial one, it also concerns the approach
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◊å‡Í‰ÓÌ‡Î‰Ò“ ‚ ÄÏÂ Ë Í‡. Çfl ‚‡Ï, ˜Â Â Ú‡Í‡, ÌÓ, ÒÚÛ ‚‡ ÏË ÒÂ, Â¯‡ ‚‡ ̆ ‡ Â ÙÛÌÍ ̂ Ëfl -
Ú‡ ‚ ÒÓˆË‡Î Ì‡ Ú‡ ÒÂ‰‡. Ç ëÓÙËfl ◊å‡Í‰ÓÌ‡Î‰Ò“ ÔÓ fl‚fl ‚‡Ú ‡Ì„‡ ÊË ÏÂÌÚ Í˙Ï ÔÓ ÒÚ‡Ì -
ÒÚ‚Ó ÚÓ – Ó„‡Ê ‰‡Ú ÚÓ‚‡, Á‡ ÍÓÂÚÓ ÏÓ„‡Ú ‰‡ ÒÂ „Ë Ê‡Ú. ÅË ÎË ÏÓ„ÎÓ ‰‡ ·˙‰Â ÔÓ-‰Ó·Ó,
‰‡ Í‡ÊÂÏ ‡ÒÙ‡Î ÚÓ ‚‡ Ú‡ ÔÎÓ˘ ‰‡ Â ÔÓ-Ï‡ÎÍ‡, ‡ ÚÂ‚ Ì‡ Ú‡ ÔÓ-„ÓÎfl Ï‡? Ñ‡, ‡Á ·Ë ‡ ÒÂ,
ÌÓ ◊å‡Í‰ÓÌ‡Î‰Ò“ Á‡ÒÂ „‡ Ò‡ ÔÓ˜ÚË Â‰ËÌ ÒÚ‚Â ÌË ‚ „Ë Ê‡ Ú‡ Ë ÔÓ‰Â‰ ·‡ Ú‡, ËÁ‚˙Ì Ó„‡ ‰‡ -
Ú‡ Á‡ÔÓ˜ ‚‡ ÔÛÒÚÂ Â ̆ ‡ ÔÎÓ˘. íÛ‰ ÌÓ Â Ó·‡˜Â ‰‡ ÌÂ ‚Ë‰ËÏ, ˜Â ÚËÔÓ ‚Ë ÚÂ ÔÓÒÚÓÈ ÍË
◊Ô‡„Ó ‰‡“ Ò‡ ‚ËÌ‡ „Ë Â‰Ì‡Í ‚Ë, ·ÂÁ ‚˙ ÁÍ‡ Ò ÓÍÓÎ Ì‡ Ú‡ ‡ıË ÚÂÍ ÚÛ Ì‡ ÒÂ‰‡, Í‡ÍÚÓ Ë ˜Â
Ó„ÓÏ ÌÓ ÚÓ ◊å“ ÌÂ Â Ò‡ÏÓ ÛÍ‡ Á‡ ÚÂ ÎÂÌ ÁÌ‡Í Á‡ Ì‡ÎË ̃ ËÂ ÚÓ Ì‡ ÙËÎË ‡Î, ‡ ÒËÏ ‚ÓÎ ÌÓ „ÓÒ -
ÔÓ‰ ÒÚ‚Ó Ì‡‰ ÒÂ ‰‡ Ú‡.

èÂ‰ Î‡ „‡Ï Á‡ Ò˙ÔÓ ÒÚ‡‚ Í‡ ÚÂÁË ‰‚‡ ‰Ë‡ ÔÓ ÁË ÚË ‚‡. íÓ‚‡ Â ÏÓÒÚ˙Ú, ÍÓÈÚÓ Ò‚˙ Á‚‡ çÑä
Ò ◊åÛÁÂfl Á‡ ÁÂÏfl Ú‡ Ë ıÓ‡ Ú‡“, ÔÂı ‚˙ ÎÂÌ Ì‡‰ ·ÛÎ. Å˙Î „‡ Ëfl. è˙ ‚ËflÚ ‰Ë‡ ÔÓ ÁË ÚË‚
ÔÓÍ‡Á ‚‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ‚ Ì‡˜‡ ÎÓ ÚÓ Ì‡ ÏÓÒÚ‡, Ó·Ë ̃ ‡È ÌÓ ÚÓ Á‡ÔÛ ÒÚÂ ÌËÂ. ÇÚÓ ËflÚ –
ÒÂ ‰‡ Ú‡ Ì‡ ÏÓÒÚ‡, ÓÚ ÍÓÈÚÓ Â ÒÔÛ ÒÌ‡ Ú‡ ÚËÔ ‡ÏÂ Ë Í‡Ì ÒÍ‡ ÔÓÊ‡ Ì‡ ‚ËÚ‡ ÒÚ˙Î ·‡, ÔÓ
ÍÓflÚÓ ÒÂ ÒÎËÁ‡ ‰Ó ÙËÎË‡ Î‡ Ì‡ ◊å‡Í‰ÓÌ‡Î‰Ò“ Ë ˜ÂÁ ÍÓflÚÓ ÌÂ‰Ó ÒÚ˙Ô ÌÓ ÚÓ ‰Ó ÚÓÁË
ÏÓÏÂÌÚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‚ÌÂ Á‡Ô ÌÓ ÒÂ ÔÂ ‚˙ Ì‡ ‚ ÒÓˆË‡Î ÌÓ ÒÂ ‰Ë ̆ Â. àÏ‡ ÓÒÓ ·Â ÌÓ Û‰Ó -
‚ÓÎ ÒÚ‚ËÂ ÔÓ‡ ‰Ë flÁ ÍÓ ÚÓ ÒÏÂ Ìfl ÌÂ Ì‡ ‚ËÒÓ ̃ Ë ÌË ÚÂ, ÔÓ‡ ‰Ë ·˙ ÁÓ ÚÓ ÒÔÛ ÒÍ‡ ÌÂ ÏÂÊ‰Û
ËÎË ËÁÍ‡˜ ‚‡ ÌÂ Ì‡‰ ‰‚‡Ú‡ ÔÓÚÓ Í‡ ÍÓÎË. á‡ Ì‡·Î˛ ‰‡ ÚÂ Îfl ÓÔÚË ̃ Â ÒÍ‡ Ú‡ Ì‡Ò Î‡ ‰‡ ÒÂ ÔÓ‡ -
Ê‰‡ ÓÚ ÁË„ Á‡ „Ó Ó· ‡Á ÌÓ ÚÓ ◊Á‡ÁÂ Ïfl ‚‡ ÌÂ“ Ì‡ Ì‡È-‚ËÒÓ Í‡ Ú‡ ˜‡ÒÚ ‚ ËÁ‚Ë‚ Í‡ Ú‡ Ì‡ ÏÓÒÚÓ -
‚‡ Ú‡ ‰˙„‡. ìÒÎÛ „‡ Ú‡ ◊å‡Í‰‡È‚“ Â Â„Û ÎË ‡ Ì‡ ˜ÂÁ ÒÔÂ ̂ Ë‡ ÎÂÌ Ò‚Â ÚÓ Ù‡ Á‡ ËÁÎ‡Á Ë
‚ÎË ‚‡ ÌÂ Ó·‡Ú ÌÓ ‚ ¯ÓÒÂ ÚÓ.

à Ó˘Â Â‰ËÌ ÔË ÏÂ. íÓ‚‡ Â ÒÎ‡‰ Í‡ ÌË ̂ ‡ ◊ãÛ˜‡ ÌÓ“ ‚ Í‚. åÎ‡‰ÓÒÚ-1. ëÓ· ÒÚ‚Â ÌË Í˙Ú ÒÂ
Â ÔÓÒÚ‡ ‡Î ‰‡ Ó„‡ ÌË ÁË ‡ Ë ‰‡ ‰‡‰Â ÊÂÎ‡ ÌËfl ÓÚ ÌÂ„Ó ‚Ë‰ (ÍÓÈÚÓ, ‡Á ·Ë ‡ ÒÂ, ÏÓÊÂ
‰‡ ·˙‰Â Ë ÔÓ-ÔË‚ ÎÂ Í‡ ÚÂ ÎÂÌ) Ì‡ Á‡‚‡ Â ÌÓ ÚÓ ·ÂÁ ÎË˜ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. 

ç‡Í‡fl ·Ëı ÒË ÔÓÁ‚Ó ÎËÎ Â‰ÌÓ Ó·Ó· ̆ Â ÌËÂ Á‡ ÒÓˆË‡Î Ì‡ Ú‡ ÔÒËıÓ ÎÓ „Ëfl Ì‡ „‡Ê ‰‡ ÌË ÚÂ
Ì‡ ëÓÙËfl: ‚ ÔÎ‡Ì‡ Ì‡ Ò‚Ó ÂÚÓ ÔÓ‚Â ‰Â ÌËÂ ÚÂ ÌÂ ÁÌ‡flÚ Á‡ Ò˙˘Â ÒÚ‚Û ‚‡ ÌÂ ÚÓ Ì‡ ‰Û „Ëfl.
ÑÛ „ËflÚ Â Ò ÓÌÚÓ ÎÓ „Ë˜ ÌÓ ÌÂ‚‡ ÎË ‰ÂÌ ÒÚ‡ ÚÛÚ. çÂÓ·ıÓ ‰Ë ÏË ÚÂ Á‡ ‰Ó· ‡ Ú‡ ÒÓˆË‡Î ÌÓÒÚ
ÏËÍÓ Ó· ̆ ÌÓ ÒÚË, ‚ ÍÓËÚÓ ÊËÚÂ ÎflÚ Ì‡ „‡‰‡ ‚ÎËÁ‡ ÔÓÒÚÓflÌ ÌÓ, ÒÂ Û¯‡Ú ËÎË ÌÂ ÒÂ ÓÒ˙ -
ÁÌ‡ ‚‡Ú. ÑÂÎ ÌË˜ Ì‡ Ú‡ „‡‰ ÒÍ‡ ÒÓˆË‡Î ÌÓÒÚ ËÁËÒ Í‚‡ ÛÒË ÎËfl, Á‡ ‰‡ ÒÂ ÔÓ‰ ‰˙ Ê‡, ÍÓÂÚÓ
ÌÂ ÒÂ Ì‡·Î˛ ‰‡ ‚‡. ç‡·Î˛ ‰‡ ‚‡ ÒÂ Ó·‡˜Â Ó·‡Ú ÌÓ ÚÓ – Ì‡ÎË ̃ ËÂ Ì‡ ÏÂÌ Ú‡Î ÌË ÒÚÛÍ ÚÛ Ë,
Á‡ ÍÓËÚÓ ÏÓ‰Â ÌÓ ÚÓ ‡Á ‰Â Îfl ÌÂ ÏÂÊ‰Û ÔË Ó ‰‡ Ë ÍÛÎÚÛ ‡ Ë ÔÓÒÚ ÏÓ ‰Â ÌÓ ÚÓ ‚˙Á ‚˙ -
˘‡ ÌÂ Í˙Ï ÔË Ó ‰‡ Ú‡ ÌÂ Ò‡ ÒÂ ÒÎÛ ̃ Ë ÎË. àÌÙ‡Ì ÚËÎ Ì‡ Ì‡Ò Î‡ ‰‡ ÓÚ Û¯Â ÌÂ ÚÓ, ÒflÍ‡¯
ÌflÏ‡ ÛÚÂ. èÂ Ó ·Î‡ ‰‡ ‚‡ Ì‡„Î‡ Ò‡ Ú‡, ˜Â ÒÏÂ ÚÛÍ Á‡ Ï‡ÎÍÓ Ë ˘Â ÒÂ ÏÂÒÚËÏ ‰Û „‡ ‰Â.
èÓ‡ ‰Ë ÚÓ‚‡ ÛÒÚÓÈ ‚‡ ÌÂ ÚÓ Ì‡ ÓÍÓÎ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÌÂ Â ˆÂÌ ÌÓÒÚ. íÓ Â Á‡‚‡ Â ÌÓ Ë
˘Â ·˙‰Â ËÁÓ ÒÚ‡‚ ÂÌÓ. êÂ‡Î ÌÓÒÚ Ú‡ ÒÂ ÓÒ˙ ÁÌ‡ ‚‡ Ò‡ÏÓ Í‡ÚÓ Û‰Ó· Ì‡ ËÎË ‚˙Á ÔÂ ÔflÚ ÒÚ‚‡ -
˘‡ ÌË, ÌÂ Í‡ÚÓ ÏÂÊ‡ ÓÚ ÛÒÎÓ‚ ÌÓ ÒÚË, Ò˙˘Â ÒÚ‚Û ‚‡ ̆ Ë Ò‡ÏÓ ˜ÂÁ Û˜‡ ÒÚËÂ ÚÓ ÌË ‚ Úflı.
éÒÂ Á‡ Â Ï‡ Â ÎËÔ Ò‡ Ú‡ Ì‡ èÓÒ ‚Â ̆ Â ÌËÂ ÚÓ Í‡ÚÓ Ô‡„ Ï‡ ÚË Í‡, ‚ ÔÎ‡Ì‡ Ì‡ ÔÓ‚Â ‰Â ÌËÂ ÚÓ,
ÍÓÂÚÓ ÌÂ Â ÏÓ„ÎÓ ‰‡ ‡ˆËÓ Ì‡ ÎË ÁË ‡  ÓÚÌÓ ̄ Â ÌËÂ ÚÓ Í˙Ï ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ë ‰‡ ‡Á ̄ Ë Ë
Ó·ÒÂ „‡ Ì‡ Ò‚Ó ÂÚÓ Ë ËÁ‚˙Ì ‰Â ıË ÚÂ, ÍÓËÚÓ ÌÓÒËÏ. ëÂ‰ ı‡‡Í ÚÂ Ë ÒÚË ÍË ÚÂ Ì‡ ÏÓ‰Â -
ÌÓÒÚ Ú‡ – ÊÂÎ‡ ÌËÂ ÚÓ Á‡ ÍÓÌ ÒÛ Ï‡ ̂ Ëfl ‚ ëÓÙËfl ÏÌÓ „Ó Í‡Ú ÌÓ Ì‡‰‚Ë ̄ ‡ ‚‡ ‚ÓÎfl Ú‡ Á‡ ÓÚ„Ó -
‚Ó ÌÓÒÚ. çÓ ÏÓ‰Â ÌÓÒÚ Ú‡ Â ÏËÌ‡ ÎÓ. ëÂ„‡ ÂÍÓ ÓÚ ÌÓ ̄ Â ÌËÂ ÚÓ Â ‚˙ÁÏÓÊ ÌÓ, ‡ÍÓ ÒÂ Ò˙˜Â -
Ú‡flÚ ÔÓÒÚ ÏÓ ‰Â ÌË ÚÂı ÌÓ ÎÓ „ËË Ò ÔÓÒÚ ÏÓ ‰Â ÌÓ Ò˙ÁÌ‡ ÌËÂ, ÍÓÂÚÓ ‚˙Á ÔËÂ Ï‡ ÍÛÎÚÛ ‡ Ú‡ Ë
ÔË Ó ‰‡ Ú‡ Í‡ÚÓ socii, ÔË Ó ‰‡ Ú‡ ÌÂ Í‡ÚÓ Ó·Í˙ Ê‡ ‚‡ ̆ ‡ ÒÂ‰‡, ‡ Í‡ÚÓ ˜‡ÒÚ ÓÚ Ó·˘Ëfl
ÌË Ò‚flÚ (Á‡ ‰‡ ÌÂ Í‡Ê‡ Ô‡ÚÂ ÚË˜ ÌÓ – ‰ÓÏ)2. èÂ ıÓ ‰˙Ú ÓÚ ‚‡Ê ‰Â· ÌÓÒÚ Í˙Ï ÓÒ˙ ÁÌ‡ ‚‡ ÌÂ -
ÚÓ, ˜Â Ú‚ÓË ÚÂ Â‡Í ̂ ËË ÔÂ ‰ËÁ ‚ËÍ ‚‡Ú ‰Û„Ë Ë ˜Â Ò‡Ï ÒË Á‡‚Ë ÒËÏ ÓÚ Â‡Í ̂ Ë Ë ÚÂ Ì‡ ‰Û -
„Ë ÚÂ, ˜Â ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ, ‚ ÍÓÂÚÓ ÒÂ ‰‚Ë ÊË¯ Â Ë Ú‚ÓÂ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ˜Â ÚÓ Ò˙˘Ó Â
Á‡‚Ë ÒË ÏÓ Ë ÓÚ Ú‚Ó ÂÚÓ ÔÓ‚Â ‰Â ÌËÂ, ÚÓÁË ÔÂ ıÓ‰ ÏË ÒÂ ‚ËÊ‰‡ Â¯‡ ‚‡˘ Ë, Û‚Ë, ‰˙Î˙„.
íÓ‚‡, Á‡ ÍÓÂÚÓ ÔÎÂ ‰Ë ‡Ï Â ‰ÂÎ ÌË˜ ÌÓ ÚÓ „‡ ‰Â ÌÂ Ì‡ ÒÓˆË‡Î ÌÓÒÚ. èÓ Ïfl Ì‡ Ú‡ Ì‡ ÓÚÌÓ -
¯Â ÌËÂ ÚÓ Í˙Ï ÔË Ó ‰‡ Ú‡ Â ‚˙ÁÏÓÊ Ì‡ Ò‡ÏÓ Í‡ÚÓ ÔÓ Ïfl Ì‡ ÒÔfl ÏÓ ÒÓˆË‡Î ÌÓÒÚ Ú‡, Í‡ÚÓ
Ì‡„Î‡ Ò‡ Á‡ Ò˙„‡Ê ‰‡ ̆ Ó Û˜‡ ÒÚËÂ.



77

to the customers who are perceived as a social milieu with different attitudes. A close
friend of mine who lives in the US has explained to me the kind of category of eating
places that McDonald's belongs to in America. I believe that this is the case but it seems
to me that the functioning in a social milieu is crucial. In Sofia McDonald's shows a com-
mitment to the space – they fence what can care for. Would it be better to have, say, more
grass and less asphalt? Yes, of course, but for now McDonald's is almost the only one
that cares and beyond the fence derelict areas take over. It is hard not to notice, however,
that mass-produced building constructions of the “pagoda” type are always identical and
are not linked with the surrounding architectural environment; nor can we fail to notice that
the huge M is not only a road sign signifying the proximity of a branch but also a symbolic
ascendancy over the environment.

For the sake of comparison, I would refer to two slides. This is the bridge which links the
National Palace of Culture with the Man and Earth Museum, and which hangs over
Bulgaria boulevard. The first slide shows the space at one end of the bridge, the usual
neglect. The second shows the middle of the bridge with the spiral stairs descending to
the McDonald's branch; these steps turn a previously inaccessible space into a social
one. There is a special pleasure about it because of the sharp change of height in the
quick ascent amid, or descent above, the flows of traffic. For the observer the optical
delight is generated by the zigzag “ground connection” at the highest part of the curve of
the bridge. The McDrive service is regulated by a special traffic light directing the cars in
and out of the main road.

And another example. This is the Luciano cakeshop in Mladost 1 housing estate. The
owner has tried to arrange the impersonal space that was available and to improve its
look (which could have been done in a more attractive way, of course) according to his
own taste. 

Finally, I would make a general conclusion about the social psychology of the citizens of
Sofia: in the context of their behavior they do not seem to be aware of the existence of
the other. The other has an ontologically invalid status. The micro-communities which a
citizen enters all the time and which are necessary for a good social existence, are
destroyed or there is no awareness of them. The daily urban social existence requires
efforts in order to be sustained which does not seem to occur. However, the opposite
phenomenon can be observed – there are mental structures which indicate that the
modern division between nature and culture, and the postmodern return to nature, has
not taken place. An infantile pleasure is derived from destruction as though there would
be no tomorrow. The dominant attitude is that we are here temporarily and that we will
be moving to another place. This is why the cultivation of environment is not a value. It
has been found and it will be abandoned. Reality is perceived only as either convenient
or as an obstacle, and not as a network of conventions which exist through our partici-
pation in them. Evident is the lack of the Enlightenment as pragmatics in the context of a
behavior which could not rationalise the attitude toward the surrounding space and
enlarge the scope of what is one's own out of the clothes that we wear. Among the char-
acteristics of modernity – in Sofia the desire to consume is many times larger than the
will for responsibility. But modernity is in the past. Now the ecological attitude is possi-
ble if postmodern technologies are combined with postmodern consciousness which
perceives culture and nature as socii, which perceives nature not as a surrounding envi-
ronment but as part of our common world (to avoid the pathos of “home”)2. The transi-
tion from hostility to the awareness that one's reactions trigger others and that one is
dependent on the reactions of others, that the space one moves through is also one's
own and that it is also dependent on one's behavior as well, this process of transition
seems crucial to me and, alas, long. What I plead for is the daily construction of social
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ÅÂÎ. íÂÍ ÒÚ˙Ú Â Á‡‚˙ ̄ ÂÌ ‚ Í‡fl Ì‡ 1998 Ë ÔÂ ‰‡ ‚‡, ‰ÓÔÛ ÒÍ‡Ï, ÌÂ Ò‡ÏÓ ÏÓÂÚÓ ÔÂ ÊË -
‚fl ‚‡ ÌÂ ÓÚ (ÌÂ)ÊËÁ ÌÂ Ì‡ Ú‡ ÒÂ‰‡ Ì‡ ëÓÙËfl ÔÂÁ 90-ÚÂ „Ó‰Ë ÌË Ì‡ ïï ‚ÂÍ. èÛ·ÎË ÍÛ ‚‡Ì Â
Ô˙ ‚Ó Ì‡ ̃‡Î ÌÓ ‚ ÒÔ. ãÂÚÂ ‡ ÚÛ ‡, 1999 / 20, Ò. 56 – 61.

ëÂ„‡ „‡‰ ÒÍËflÚ Ú‡ÌÒ ÔÓÚ Â ÔÓ‰Ó· ÂÌ, Í‡ÍÚÓ Ë ÍÎÓ ÁÂ ÚË ÚÂ ‚ ÛÌË ‚Â ÒË ÚÂ ÚË ÚÂ ËÁ„ÎÂÊ -
‰‡Ú ÔÓ-‰Ó·Â. éÌÓ‚‡, ÍÓÂÚÓ ÌÂ ÏÓÊÂ ‰‡ ÌÂ ÒÂ Á‡·Â ÎÂ ÊË ÔÂÁ ‚ÚÓ Ëfl Ë ÚÂ ÚËfl Ï‡Ì ‰‡Ú
Ì‡ ÍÏÂÚ‡ ëÓÙË flÌ ÒÍË Â ÔË ‚‡ ÚË ÁË ‡ ÌÂ ÚÓ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ë ÔÂ ÒË ̆ ‡ ÌÂ ÚÓ
Ì‡ ëÓÙËfl Ò ·ÂÌ ÁË ÌÓ-, „‡ÁÓ ÒÚ‡Ì ̂ ËË Ë ÒÛÔÂ Ï‡ ÍÂ ÚË Ò ·ÂÚÓÌ ÌË ÔÎ‡ ̂ Ó ‚Â ÔÂ‰ Úflı.
é·˘Ó ÚÓ ‚ÔÂ ̃ ‡Ú ÎÂ ÌËÂ ÓÚÌÓ ‚Ó Â, ˜Â ÒÏÂ ÚÛÍ Ò‡ÏÓ ÔÓÔ˙Ú ÌÓ – Á‡ÂÊ ‰‡ ÏÂ Ò „ÓË ‚Ó, Ô˙Î -
ÌËÏ ·‡„‡Ê ÌË Í‡ Ë Á‡ÏË Ì‡ ‚‡ ÏÂ. 

ÅÂÎÂÊÍË

1. ê‡Á Í‡ ÁË ÚÂ Á‡ ëÄô ÔÓ‰˙Î Ê‡ ‚‡Ú ‰‡ Ò‡ ◊‚˙Î ̄ Â· ÌË ÔË Í‡Á ÍË“, ‡ ËÌ‡˜Â ‚ ãÓÒ ÄÌ‰ÊÂ ÎËÒ ËÏ‡ 
‡Á‚Ë Ú‡ ÔÛ·ÎË˜ Ì‡ Ú‡ÌÒ ÔÓÚ Ì‡ ÒÚÛÍ ÚÛ ‡.

2. Ç ‰ÓÍÎ‡ ‰‡ ÒË ◊Literarische Proteste gegen den indu stri el len Fortschrittswahn“, 
ÔÓ ̃ Â ÚÂÌ Ì‡ ÒÂ ̆ ‡ Ú‡ Ì‡ ÂÍÓ ‡Ì „‡ ÊË ‡ ÌË ÚÂ ÔËÒ‡ ÚÂ ÎË ‚ ÑÂÒ‡Û, ÉÂ Ï‡ ÌËfl, 1994 „., 
‡ÏÂ Ë Í‡ÌÒÍËflÚ „Â Ï‡ ÌËÒÚ âÓÒÚ ïÂ Ï‡Ì‰ „Ó‚Ó Ë Á‡ ÔÓ ̂ Â Ò‡ Ì‡ ÓÒ˙ ÁÌ‡ ‚‡ ÌÂ,
˜Â ◊åÓÂÚÓ ‰˙‚Ó Â Ë Ú‚ÓÂ ‰˙‚Ó“. í‡ÁË Í‡Ú Í‡ ÙÓ ÏÛ ÎË Ó‚ Í‡ Ò˙·Ë ‡ ˆflÎ‡ Ú‡ ÚÛ‰ ÌÓÒÚ
Ì‡ ÂÍÓ ÔÓ ·ÎÂ Ï‡ ÚË Í‡ Ú‡.

îÓÚÓ„‡ÙËË: ‡‚ÚÓ˙Ú
Photographs: the author
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existence. The change in the attitude toward nature is only possible as a change with
regard to social existence, as an attitude for constructive participation.

Note: The text was completed at the end of 1998 and it reflects, I assume, not only my own
experience of the (non-)living environment of Sofia in the 1990s. It was first published in the
Leteratura magazine, 1999, issue 20, pp 56 – 61.

Now the state of public transport and of university toilets is improved. What could not be
noticed during the second and third mandate of the mayor Sofiyanski is the privatisation
of the public space of Sofia with petrol-, gas-stations and supermarkets with concrete
squares in front of them. This again leaves the impression that we are here on our way to
somewhere else – we  refuel, fill the boot and depart.

Notes

1. The tales about the USA continue to be “fairy tales”; in reality Los Angeles has a developed public 
transport infrastructure.

2. In his paper “Literarische Proteste gegen den industriellen Fortschrittswahn” delivered
at the meeting of ecologically activist writers in Dessau, Germany, in 1994 the American scholar
of Germanic studies Jost Hermand discussed the process of becoming aware that “My tree
is your tree too”. This short sentence summarises the complexity of issues pertaining to ecology.
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ÑËÏËÚ˙ ä‡Ï·ÛÓ‚

ëÓÙËfl, „‡‰‡ „ÓÎfl Ï‡,
ëÓÙËfl, Ï‡ÎÍ‡ fl·˙ÎÍ‡

ê‡ÒÚÂ, ÌÓ ÌÂ ÒÚ‡ ÂÂ!
ÑÂ‚ËÁ Ì‡ ëÓÙËfl

èÎ‡˜Ë! í‡Ï ·ÎËÁÓ Í‡È „‡‰ ëÓÙËfl
ÒÚ˙ ̃Ë, ‡Á ‚Ë‰flı...

ïËÒÚÓ ÅÓÚÂ‚, ◊é·ÂÒ‚‡ÌÂÚÓ Ì‡ ãÂ‚ÒÍË“

É‡‰Â „‡ ÌË ÚÂÌ, „‡ Ï‡ ‰ÂÌ, 
ëÓÙË ÈÓ, Ï˙ÍÓ ·ÂÁÚ˙Ê Ì‡,

ëÓÙË ÈÓ, ÍÛˆ‡ Í‡Û ̂ Ó,
É‡ ‚‡ ÌÂ, Ë ÚË, ÔÚËˆÓ ÔÓ ÍÎÂ Ú‡…

◊ëÓÙËfl“ ÓÚ Donnow Hum
◊ëÓÙËfl” ÓÚ  Donnow Hu

í‡fl Í˙˘‡ ‰‡ fl ̄ Ë· ÌÂ¯, ̆ Â Ú˙ „ÌÂ…
èËÍ‡ÁÍ‡ Ì‡ Ï‡ÈÍ‡ ÏË 

Á‡ ÊËÎË˘ÂÚÓ ÌË

ÄÍÓ Ë ‡Á ‚ÁË Ï‡Ï ‰ÛÏ‡ Ú‡ ‰‡ ÒÂ ËÁÍ‡ Ê‡ ÔÓ ‚˙ÔÓ ÒË ÚÂ Ì‡ „‡‰‡ ëÓÙËfl, ÚÓ Â, Á‡˘Ó ÚÓ ÔÓ
Á‡˜Â ÒÚË ÎË ÚÂ ‰Â·‡ ÚË ÓÍÓÎÓ Ò˙ÒÚÓfl ÌËÂ ÚÓ Ì‡ „‡‰‡ Ë ÏÂ ÍË ÚÂ Á‡ ÔÓ‰Ó· fl ‚‡ ÌÂ ÚÓ ÏÛ
ÚÂÁ‡ Ú‡ ÏË, Òı‚‡ Ì‡ Ú‡ Í‡ÚÓ ÂÍÒÚ‡ ‚‡ „‡ÌÚ ÌÓ ·ÂÁ ÔÓ ÎÂÁ Ì‡ Ë ·ÂÁ ÔÓ ÒÎÂ‰ ÒÚ‚Â ÌÓ ‡Ó „‡ÌÚ Ì‡,
ÌÂ Ì‡ÏÂ Ë Ò˙ÏË¯ ÎÂ ÌË ̂ Ë. íÓÁË ÚÂÍÒÚ Â ÓÔËÚ ‰‡ fl ‡Á „˙ Ì‡ Ë ÛÔÎ˙Ú Ìfl, Á‡ ‰‡ fl ÔÓÚ ‚˙ -
‰fl Ë ÔÂ ÔÓ ˙ ̃ ‡Ï.

çÂ ‡Á ·Ë ‡Ï ÓÚ „‡ ‰ÓÛ ÒÚÓÈ ÒÚ‚Ó Ë „‡‰ ÒÍÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó. çÂ Ò˙Ï Ë Ô˙ÚÛ ‚‡Î ÍÓÈ ÁÌ‡Â
ÍÓÎÍÓ, ˜Â ‰‡ ‡Á ÔÓ Î‡ „‡Ï Ò Ì‡‰ÂÊ ‰Ì‡ ·‡Á‡ Á‡ Ò‡‚ ÌÂ ÌËÂ. ÇÒÂ Ô‡Í, ÒÚÓ ÎË ̂ Ë ÚÂ Ë „‡ ‰Ó -
‚Â ÚÂ, ÍÓËÚÓ Ò˙Ï ÔÓÒÂ ̆ ‡ ‚‡Î Ë ÍÓËÚÓ Ò‡ ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ ÌË Á‡ Á‡Ô‡‰ Ì‡ Ú‡ ıÂÏËÒ ÙÂ ‡1,
Ì‡È-Ó·˘Ó ÓÙÓ ÏflÚ ‰‚Â ‡Á ÎË˜ ÌË „ÛÔË. Ö‰Ì‡ Ú‡ Ó·Â‰Ë Ìfl ‚‡ „‡ ‰Ó ‚Â ÚÂ Ò ı‡‡Í ÚÂ ÌË
ÙËÁËÓ ÌÓ ÏË, Ò˙Ò Á‡ÔÓÏ Ìfl˘ ÒÂ ÎËÍ, Ò Ó·‡Á, ËÁÌË Í‚‡˘ ‚ Ò˙ÁÌ‡ ÌËÂ ÚÓ ‚Â‰ÌÓ Ò ËÏÂÚÓ
ËÎË ÏËÒ˙Î Ú‡ Á‡ „‡‰‡; Â‰ËÌ Ì‡„ÎÂ‰, ÍÓÈÚÓ Ó·ËÍ ÌÓ ‚Â ÌÓ ÒÂ ÓÒÏË ÒÎfl Í‡ÚÓ ÒËÏ ‚ÓÎ, Í‡ÚÓ
ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ Ì‡ Ë Ó·Ó· ̆ ‡ ‚‡ ̆ ‡ ÒËÌÂÍ ‰Ó ı‡ Ì‡ ÏflÒÚÓ ÚÓ. í‡ÍË ‚‡ Ò‡ è‡ËÊ Ë Å˛Í ÒÂÎ,
ë‡Ì î‡Ì ÒË ÒÍÓ Ë ÄÏÒÚÂ ‰‡Ï; ÓÚ Ò˙˘Ëfl ÚËÔ Ò‡ è‡„‡ Ë ÇËÂÌ‡, ÄÚËÌ‡ Ë êËÏ; Ò˙˘Ó Ë
ëÚ‡Ò ·Û„ Ë ä¸ÓÎÌ, óËÍ‡ „Ó Ë ä‡ ÍÓ‚; ‚˙ÔÂ ÍË ‚ÚÓ Ë˜ ÌÓÒÚ Ú‡, Ú‡ÍË ‚‡ Ò‡ Ë ÅÛ‰‡ ÔÂ ̆ ‡, Ë
èÂÚÂ ·Û„. ÇÒË˜ ÍË ÚÂ ÒÂ ÓÚÔÂ ̃ ‡ Ú‚‡Ú ‚ Ò˙ÁÌ‡ ÌËÂ ÚÓ ˜ÂÁ ‚ËÁÛ‡ ÎÂÌ Ó·‡Á, ÍÓÈÚÓ ÒÂ ‡Á -
‰‚Ó fl‚‡ ÏÂÊ‰Û ÒËÏ ‚ÓÎ Ë Ò‡ÏÓ ÎË˜ ÌÓÒÚ. íÂÁË „‡ ‰Ó ‚Â ‡Á ÔÓ Î‡ „‡Ú Ò ÎËˆ‡, ˜ËÈÚÓ ·ÂÎÂ„
Ó·Ó· ̆ ‡ ‚‡ ı‡‡Í ÚÂ ‡ ËÏ. íÓÁË ·ÂÎÂ„ – ı‡‡Í ÚÂ Ì‡ ‡ıË ÚÂÍ ÚÛ Ì‡ ÓÒÓ ·Â ÌÓÒÚ, ÓÚ‰ÂÎ Ì‡
Ò„‡ ‰‡, ÛÌË Í‡Î Ì‡ „ÎÂ‰ Í‡ – ÍË ÒÚ‡ ÎË ÁË ‡ ‚ ÛÒÚÓÈ ̃ Ë‚ Ì‡„ÎÂ‰. èÓÍ‡È ÙËÁËÓ „ÌÓ ÏË˜ -
ÌÓÒÚ Ú‡ ÚÂ ‰Ó·Ë ‚‡Ú ‡Û‡ Ú‡ Ì‡ „‡ ‰Ó ‚Â Ò ÏËÌ‡ ÎÓ Ë ı‡ËÁ Ï‡, ‚ÒÂ Â‰ÌÓ ‰‡ÎË Ò‡ ÔÂ ̂ Â Ìfl -
‚‡ ÌË Í‡ÚÓ Í‡ ÒË ‚Ë ËÎË „ÓÁ ÌË. ë˙„Î‡Ò ËÂ ÚÓ ‚˙ıÛ Ó‰‡ Â ÌÓÒÚ Ú‡ Ò ÎËˆÂ, ‚ÔÓ ̃ ÂÏ, Â ÔÓ-
Ì‡‰ÂÊ ‰Ì‡ ÓÒÌÓ ‚‡ Á‡ ÚÛË ÒÚË ̃ Â ÒÍËfl ËÏ ÛÒÔÂı, ÓÚÍÓÎ ÍÓ ÚÓ ÔÂ‰ ÔÓ Î‡ „‡ ÂÏ‡ Ú‡ ËÏ ıÛ·ÓÒÚ,

X-tendo
ëÚËÔÂÌ‰Ë‡ÌÚÒÍË ÔÓÂÍÚ
◊ä‡ÚÍÓÚ‡ÈÌË Ë ‰˙Î„ÓÚ‡ÈÌË ÒÎÂ‰Ë, ÍÓËÚÓ
˜Ó‚ÂÍ ÓÒÚ‡‚fl ‚ „‡‰‡“, 2004, ÙÓÚÓ„‡ÙËfl

X-tendo
Fellowship project
“Passing and long-term traces, which man
leaves in the city”, 2004, photography
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Dimitar Kambourov

Sofia: Large City
Sofia: Little Apple

It grows but does not age
Sofia City's motto

Weep! There, near the edge of Sofia town
Stretches – I saw it – a dismal gallows…

“The Hanging of Vassil Levski” by Hristo Botev

City of granite, gigantic city,
Sofia, sorrowless woe,

Sofia, rickety cart,
And you, raven, cursed bird … 

“Sofia” by Donnow Hum

A house on its last legs, ready to go…
My mom's saying about the place we lived in

If I have eventually chosen to voice my views on the issues surrounding the city of Sofia, it
is because, in the increasingly frequent debates on the city's current condition and the
measures to be taken for its improvement, my thesis, which was seen as extravagantly
useless and inconsequentially arrogant, found no supporters. The present text is an
attempt to unfold and elaborate it, so that I could consolidate and promote it.

I do not know much about city planning or urban construction. Nor have I traveled so
much as to have a reliable basis for comparison. Still, I could claim that the capitals and
cities which I have been to, and which are representative of the Western hemisphere1 fall
into two broad categories. One contains cities which have their own physiognomy, a
memorable face, an image that springs to mind along with the name and the idea of the
particular location; a schema that is commonly perceived as a symbol, as a representative
and overarching synecdoche of the place. Such cities are Paris and Brussels, San
Francisco and Amsterdam; likewise, Prague and Vienna, Athens and Rome, as well as
Strasbourg and Cologne, Chicago and Krakow; and, in spite of their derivative nature,
Budapest and Saint Petersburg. All of these leave an imprint on one's consciousness
through a visual image, which splits into symbol and identity. These cities all have a face
that epitomizes their character. This trait – a peculiar architectural feature, an individual
building, a unique view – crystallizes into a solid schema. Along with their physiognomy,
they assume the aura of cities with a past and with a charisma, whether they are judged
as beautiful or ugly. The consensus surrounding their being endowed with a face is, inci-
dentally, a more reliable basis for their success as tourist destinations than their supposed
beauty, which is seldom universally agreed on. Thus, I may not like Budapest or Brussels,
but I can hardly deny them their “personal face”, just as others, who do not find Athens or
St. Petersburg beautiful, would not deny these cities this tautological label. 

The other category contains cities that are, rather, impersonal. Whether spiritual or
endowed with an excessive bodiliness, these cities deposit themselves as an emotion, an
atmosphere, a mood, rather than positing themselves as a visual image, an architectural
style or another schema. Whereas the cities in the first category depend on a phenome-
nology and a hermeneutic appropriation, those in the second seem to lack phenomeno-
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ÍÓflÚÓ fl‰ÍÓ Â Ó·˘ÓÒ ÔÓ ‰Â ÎÂ Ì‡. í‡Í‡ ÅÛ‰‡ ÔÂ ̆ ‡ Ë Å˛Í ÒÂÎ ÏÓÊÂ Ë ‰‡ ÌÂ ÏË ı‡Â Ò‚‡Ú,
ÌÓ ÌÂ ÏÓ„‡ ‰‡ ÓÒÔÓ fl ◊ÎË˜ ÌËfl ËÏ Ó·ÎËÍ“, Í‡ÍÚÓ, ‚ÂÓ flÚ ÌÓ, ÌÂ ·Ëı‡ ÓÒÔÓ Ë ÎË Ò˙˘‡ Ú‡
Ú‡‚ ÚÓ ÎÓ „Ëfl Ì‡ ÄÚËÌ‡ ËÎË èÂÚÂ ·Û„ ÓÌÂÁË, ÍÓËÚÓ ÌÂ „Ë Ì‡ÏË ‡Ú Á‡ Í‡ ÒË ‚Ë.

ÑÛ „ËflÚ ÚËÔ „‡ ‰Ó ‚Â Ò‡ ÔÓ-ÒÍÓÓ ·ÂÁ ÎË˜ ÌË. é‰Û ıÓ Ú‚Ó Â ÌË ËÎË Ì‡‰‡ Â ÌË Ò ÚÂÎÂ ÒÂÌ
ËÁÎË¯˙Í, ÚÂÁË „‡ ‰Ó ‚Â ÒÂ ÓÚÎ‡ „‡Ú ‚ ˜Û‚ ÒÚ‚Ó, ‡ÚÏÓ ÒÙÂ ‡, Ì‡ÒÚÓ ÂÌËÂ, ‚ÏÂ ÒÚÓ ‰‡ ÒÂ
ÒÌÂ Ï‡Ú ‚˙‚ ‚ËÁÛ‡ ÎÂÌ Ó·‡Á, ‡ıË ÚÂÍ ÚÛ ÂÌ ÒÚËÎ ËÎË ‰Û„ Ì‡„ÎÂ‰. ÑÓÍ‡ ÚÓ Ô˙ ‚ËflÚ ÚËÔ
‡Á ̃ Ë Ú‡ Ì‡ ÙÂÌÓ ÏÂ ÌÓ ÎÓ „Ëfl Ë ıÂ ÏÂ ÌÂ‚ ÚË˜ ÌÓ ÔË Ó· ̆ ‡ ‚‡ ÌÂ, ‚ÚÓ ËflÚ ÚËÔ „‡ ‰Ó ‚Â
ËÁ„ÎÂÊ ‰‡Ú ÎË¯Â ÌË ÓÚ ÙÂÌÓ ÏÂ ÌÓ ÎÓ „Ë ̃ Â ÒÍ‡ ÔÎ˙Ú ÌÓÒÚ. íÂ ÌÂ ÍË ÒÚ‡ ÎË ÁË ‡Ú ‚ ‡Á ÔÓÁ Ì‡ -
‚‡ ÂÏ Ë Á‡ÔÓ ÏË Ì‡ ÂÏ Ì‡„ÎÂ‰, ÌÂ ÒÂ Ò‚˙ Á‚‡Ú Ò ÌÂËÁ „Î‡ ‰ËÏ ËÁ„ÎÂ‰ Ò Ó·˘Ë ÔÓÒÎ‡ ÌËfl.
íÂÁË „‡ ‰Ó ‚Â ‡·Ó ÚflÚ Ì‡ ÔÓ-‰˙Î ·ËÌ ÌÓ ÒÚÛÍ ÚÛ ÌÓ ‡‚ ÌË ̆ Â. èÓ‡ ‰Ë ÎË¯Â ÌÓÒÚ Ú‡ ËÏ ÓÚ
ÎËˆÂ Ë ˜Ó‚Â¯ Í‡ Ïfl‡, Í‡ ÒË ‚Ó ÚÓ Ë ÔÓ‰Ó· ÌË ÚÂ ÏÛ ÌÂ ÔÓ‰ ıÓÊ ‰‡Ú. íÂÁË „‡ ‰Ó ‚Â ÏÓ„‡Ú
‰‡ ·˙‰‡Ú ËÎË ‚˙Á‚Ë ̄ Â ÌË, ËÎË ·ÂÁÓ ·‡Á ÌË; Ò ‰Û„Ë ‰ÛÏË ◊ÒÚ‡ ıÓÚ ÌË“, ◊Û·ËÈ ÒÚ‚Â ÌË“,
◊ÒÏ‡Á ‚‡ ̆ Ë“, Ò˙ÓÚ ‚ÂÚ ÌÓ ◊„ÓÁ ÌË“, ◊ÛÊ‡Ò ÌË“ ËÎË ◊ÓÚ‚‡ ÚË ÚÂÎ ÌË“ ÒÔÓ Â‰ ‚ÒÂ ÍË‰ ÌÂ‚ ÌË ÚÂ
Ï‡ÒÓ ‚Ë ÔÂ‰ ÒÚ‡ ‚Ë Ë Â˜ ÌË ̂ Ë.

ç‡È-·ÂÁ ÎË˜ ÌËflÚ „‡‰ ËÁÏÂÊ ‰Û „ÓÎÂ ÏË ÚÂ Ì‡ Ò‚ÂÚ‡ ‚ÂÓ flÚ ÌÓ Â ãÓÒ ÄÌ‰ÊÂ ÎËÒ; ·ÂÁ ÙÓ -
ÏÂ Ì‡ Ú‡ ·ÂÁ ÎË ÍÓÒÚ Ì‡ ‡Á ÔÎÛ ÚÓ ÚÓ ÏÛ ÌËÒÍÓ ÚÛÎÓ ‚Ë ̆ Â „Ó Ô‡‚Ë ‚˙Á‚Ë ̄ ÂÌ ÔÓ Â‰ËÌ ÚÂ -
ÔÂÚ ÌÓ „Ó ÁÂÌ, ÛÊ‡ Òfl ‚‡ ̆ Ó ÛÒÚ‡ ̄ ‡ ‚‡˘ ·˙ ÍË ‡Ì ÒÍË Ì‡˜ËÌ. ë˙ÔÓ ÒÚ‡‚ ÂÌ Ò ÌÂ„Ó, ç˛ âÓÍ
Â Í‡Ì ÚË ‡Ì ÒÍË ‚˙Á‚Ë ̄ ÂÌ, Ï‡Í‡ ˜Â ÌÂ„Ó ‚ËflÚ å‡Ìı‡Ú˙Ì ÓÚı‚˙ Îfl ËÁÍÛ ÒË ÚÂÎ Ì‡ Ú‡ Ï‡ÒÍ‡
Ì‡ Í‡ ÒÓ Ú‡ Ú‡ ÌÂ ·ÂÁ ÍÓÎÂ ·‡ ÌËfl Ë ÛÒË ÎËfl. ãÓÌ ‰ÓÌ Â ¯ËÁÓË‰ ÌÓ ‡Á ̂ Â ÔÂÌ ÏÂÊ‰Û ‰‚‡Ú‡
ÏÓ‰Â Î‡, Í‡ÚÓ ÔÓÁ Ì‡ ‚‡ ̃ Ë ÚÂ ·Ëı‡ ÔÂ‰ ÔÓ ̃ Â ÎË ÔÓ-ÒÍÓÓ ‚Ë·‡ ̂ ËË ÚÂ Ì‡ Ù‡· Ë˜ ÌË ÚÂ ÏÛ
ÙË·Ë ÔÂ‰ ËÁÎ˙ ÒÍ‡ ÌË ÚÂ ÏÛ Ô‡ÚË ÌË; ÔÓ-ÒÍÓÓ çÓ‚Ëfl íÂÈÚ ÔÂ‰ ÒÚ‡ Ëfl. èÓ-·ÂÁ ÍÓÏ ÔÓ -
ÏËÒ ÌÓ ÎË¯Â ÌË ÓÚ ÙËÁËÓ ÌÓ ÏËfl „‡ ‰Ó ‚Â Ò‡ åÓÒÍ‚‡ Ë Ç‡ ̄ ‡ ‚‡, àÒÚ‡Ì ·ÛÎ Ë ÅÛÍÛ Â˘.

Ç˙ÁÏÓÊ ÌÓ Â „‡ ‰Ó ‚Â Ò ÙËÁËÓ ÌÓ ÏËË ‰‡ ·˙‰‡Ú „ÓÁ ÌÓ ‚‡ ÚË ÔÓ ·Û‰Â ̆ Ë Ò˙˜Û‚ ÒÚ‚ËÂ ‰ËÒ -
ÙÛÌÍ ̂ Ëfl ËÎË Ï‡Î ÙÓ Ï‡ ̂ Ëfl ‚ ÂÁÛÎ Ú‡Ú Ì‡ ÌÂÒ˙ËÁ ÏÂ Ë ÏÓÒÚ ÏÂÊ‰Û ÔÓ ‚ËÌ ̂ Ë‡Î Ì‡ ‚˙Ú -
Â¯ Ì‡ Ïfl‡ Ë ‚ÏÂ ÌÂ Ì‡ ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ Ì‡ ÓÎfl; Ú‡ÍË ‚‡ Ò‡ Ì‡ÔË ÏÂ ÅÂÎ „‡‰ Ë Ç‡¯ËÌ„ -
ÚÓÌ, ÍÓËÚÓ ÒÂ „ÓÎÂ ÏÂflÚ, ÌÓ Ò‡ Ì‡flÒ ÌÓ Ò ‚˙Ú Â¯ ÌËfl ÒË ˙ÒÚ. Ç˙ÁÏÓÊ ÌÓ Â Ë Ó·‡Ú ÌÓ ÚÓ:
„‡ ‰Ó ‚Â Ò ÙËÁËÓ ÌÓ ÏËË ‰‡ ÒÂ Ó·ÂÁ ÎË ̃ ‡Ú ‰Ó ‚˙Á‚Ë ̄ Â Ì‡ ÌÂÔÓ ÏÂ ÌÓÒÚ ÔÓ ÒËÎ‡ Ú‡ Ì‡
ÓÚÌÂ Ú‡ ËÏ Ú‡ ‰Ë ̂ ËÓÌ Ì‡ ÙÛÌÍ ̂ Ëfl; Ú‡Í˙‚ Â ÒÎÛ ̃ ‡flÚ Ò ËÌ‡˜Â ¯ÂÏÂÚ ÌËfl àÒÚ‡Ì ·ÛÎ, ÍÓÈÚÓ
Ì‡ÔÓÏ Ìfl ÓÌÓ‚‡ ÍË ÚË ÍÛ ‚‡ ÌÓ ÓÚ ÄË ÒÚÓ ÚÂÎ ‚ ◊èÓÂÚË Í‡ Ú‡“ ÊË‚ÓÚ ÌÓ, ÎË¯Â ÌÓ ÓÚ ÂÒÚÂ ÚË -
ÍÓ-ÏËÏÂ ÚË˜ Ì‡ ÂÎÂ ‚‡ÌÚ ÌÓÒÚ ÔÓ‡ ‰Ë ÚÓ‚‡, ˜Â Â ‰˙Î„Ó 20 000 ÒÚ‡ ‰Ëfl. çÓ ÙËÁËÓ ÌÓ ÏË˜ -
Ì‡ Ú‡ „Ó ÁÓ Ú‡ ÌÂ ÏÓÊÂ ‰‡ ÒÂ Ò·˙ Í‡ Ò Ú‡ÁË Ì‡ Á‡‚˙ ̄ Â Ì‡ Ú‡ ·ÂÁ ÙÓ ÏÂ ÌÓÒÚ Ì‡ Ó·ÂÁÓ -
·‡ ÁÂ ÌÓÒÚ Ú‡ Ë ·ÂÁÓ ·‡ ÁËÂ ÚÓ; ÔÓÒÎÂ‰ Ì‡ Ú‡ „‡ ÌË ̃ Ë Ò ÌÂ˜Ó ‚Â¯ ÍÓÒÚ, Ó˘Â ÔÓ-ÔÎ‡¯ Â˘‡,
ÍÓ„‡ ÚÓ ÒÎÂ ‰Ë ÚÂ ÓÚ ÌflÍÓ „‡¯ ÌÓ ÎËˆÂ ‰ÌÂÒ Ò‡ÏÓ Ò‚Ë ‰Â ÚÂÎ ÒÚ‚‡Ú ËÁÎË ̃ Â ÌÓÒÚ.

ä˙‰Â ‚ ÒıÂ Ï‡ Ú‡ ÔÓÔ‡ ‰‡ ëÓÙËfl? ífl ‰Ó·Â ÓÚ„Ó ‚‡ fl Ì‡ ËÁËÒ Í‚‡ ÌËfl Ú‡ Á‡ ·ÂÁ ÎË ̃ ÂÌ „‡‰:
Â‰ËÌ ·ÂÁª ·‡ ÁÂÌ Ë ·ÂÁÓ·¨ÁÂÌ „‡‰, ÔÓ-ÒÍÓÓ „Ó ÁÂÌ, ÓÚÍÓÎ ÍÓ ÚÓ ‚˙Á‚Ë ̄ ÂÌ, ÌÓ Ô˙Í
ÔÓ‡ ‰Ë ÚÓ‚‡ ÌÂ ˜‡Í ÌÂ˜Ó ‚Â¯ ÍË „‡‰; Ì‡ÔÓ ÚË‚: ˜Ó‚Â¯ ÍË, Ú‚˙ ‰Â ˜Ó‚Â¯ ÍË.
íÓ‚‡ ÒÚ‡‚‡ ‚Ë‰ÌÓ, ÍÓ„‡ ÚÓ Ì‡ ÒÓÙËfl ÌÂˆ ÏÛ ÒÂ Ì‡ÎÓ ÊË ‰‡ fl ÔÓÍ‡Á ‚‡ Ì‡ ËÌÓ ÁÂ ÏÂˆ, Ì‡
ÍÓ„Ó ÚÓ ‰˙ÊË. íÓ„‡ ‚‡ ÌÂ„Ó ‚‡ Ú‡ ‰Ó·‡ ‚ÓÎfl ÒÂ ÔÂÍ ̇ ¯ ‚‡ ‚ Ì‡Ô‡Á ÌË ÛÒË ÎËfl. ëÓÙËfl ÌÂ
Â „‡‰ Ì‡ Á‡·Â ÎÂ ÊË ÚÂÎ ÌÓ ÒÚË; Ì‡ Î‡ËÍ‡-ÚÛËÒÚ ËÎË Ì‡ ÌËÁÓ ‚Ëfl Î˛·Ë ÚÂÎ Ì‡ Í‡ ÒË ‚Ë ËÎË
ı‡‡Í ÚÂ ÌË ‡ıË ÚÂÍ ÚÛ ÌË ÙÓÏË ÌflÏ‡ ÍÓÈ ÁÌ‡Â Í‡Í‚Ó ‰‡ ÒÂ ÔÂ‰ ÎÓ ÊË. Ö‰ËÌ ËÏÔÓ ‚Ë -
ÁË ‡˘ „Ë‰ Ô˙‚Ó ÒÂ ËÁÔ‡ ‚fl ÔÂ‰ ÔÓ˜Û ‰‡ Ú‡ ÍÓÎÍÓ Ï‡ÎÍÓ ‚˙Ó· ̆ Â Â „ÎÂ ‰‡Î Ë ‚ËÊ ‰‡Î
„‡‰‡ Ë Á‡ ÍÓÎÍÓ Ï‡ÎÍÓ ÌÂ˘‡ ÒÂ ÒÂ˘‡ Í‡ÚÓ Á‡ ÔÓÚÂÌ ̂ Ë‡Î ÌÓ Î˛·Ó ÔË ÚÌË. èÂ‰ ÒÚÓË ÏÛ
‰‡ ÓÚÍËÂ ÍÓÎÍÓ ÔÓ-Ï‡ÎÍÓ ÒÂ ÓÍ‡Á ‚‡Ú ‚Ò˙ ̆ ÌÓÒÚ ÏÂÒÚ‡ Ú‡, ÍÓËÚÓ ÒË Â Á‡ÒÎÛ Ê‡ ‚‡ ÎÓ ‰‡ ÒÂ
‚Ë‰flÚ. ëÚÓ ÎË ̂ ‡ Ú‡ ÌË ÔÓ-ÒÍÓÓ ÔÓ‰ ÍÓ Ô‡ ‚‡ ÛÒË ÎËfl Ú‡ ‰‡ ÏËÌÂÏ Á‡ ÂÍÁÓ ÚË˜ Ì‡ ÚÛË ÒÚË ̃ Â -
ÒÍ‡ ÍÛÎÚÛ ‡. Ö‰ËÌ ‰ÂÌ Â ‰ÓÒÚ‡Ú˙ ̃ ÂÌ Ë „‡ ‰˙Ú Á‡ÔÓ˜ ‚‡ ‰‡ ÒÂ ÔÓ‚ Ú‡ fl.

ëÓÙËfl Â ·ÂÁ ÎË Í‡ ÔÓ Ì‡˜ËÌ, Ì‡ÔÓÏ Ìfl˘ ÌÂ·Â ÊÂÌ, ÌÂ‚Â ÊÂ ÒÚ‚ÂÌ Ô‡ÎËÏ ÔÒÂÒÚ: ‚˙ıÛ
ÌÂ„Ó ‚ÒÂÍË ˜Â„˙ Ú‡ Ë ˜Â Ú‡Â ‚˙ıÛ ÔÂ‰ ıÓ‰ ÌË Í‡ ÒË, ·ÂÁ ‰‡ ÒË ‰‡‚‡ ÁÓ ÌËÚÓ ‰‡ ‰ÓËÁ -
ÒÚ˙ ÊÂ ÚÛÔ‡ ÏÛ, ÌËÚÓ ÓÚÔÂ ̃ ‡ Ú˙ ̂ Ë ÚÂ ÒË, Ó˘Â ÔÓ-Ï‡ÎÍÓ Ô˙Í ‰‡ „Ó ‚„‡ ‰Ë – ÚÛÔ‡ ËÎË
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logical solidity. They do not crystallize into a recognizable and memorable schema, do not
prompt an indelible vista, yielding universal messages. These cities function at a more
fundamental structural level. Because of their impersonality and lack of human measure,
beauty and its sisters do not become them. These cities could be either sublime or dis-
faced; in other words, “terrific”, “awesome”, “smashing”, or alternatively “ugly”, “awful”, or
“disgusting”, in the vernacular language.

The most impersonal of all large cities in the world is probably Los Angeles; its shapeless
facelessness and its sprawling low-rise bulk make it sublime in a tremblingly ugly, awfully
frightening Burkean manner. In contrast, New York is sublime in a Kantian manner, even
though it takes its Manhattan some effort and hesitation to discard the enticing mask of
beauty. London is schizophrenically split between the two patterns, with connoisseurs
choosing the vibrations of its factory-like fiber over its slick patina; the Tate Modern over
the Tate. More categorically lacking in physiognomy are Moscow and Warsaw, Istanbul
and Bucharest.

It is possible for cities endowed with a physiognomy to be plain by virtue of their pitiable
dysfunction or malformation, resulting from the incommensurability between an inherent
parochial measure and an assigned representative function; such cities are, for instance,
Belgrade and Washington D.C., which put on airs, but are aware of their true scale. The
opposite is also possible: cities with a physiognomy could lose face, to the point of sub-
lime ineptitude, by virtue of the traditional function they have been stripped of. This is the
case with the otherwise dazzling Istanbul, which recalls that fabled beast in Aristotle's
Poetics, divested of aesthetic and mimetic relevance because it was 20,000 stadia long.
But physiognomic ugliness could not be mistaken for the ugliness of the complete shape-
lessness of disfigurement and defacement; the latter borders on the inhuman, which is
even more frightening when the traces of the sometime face now only bear witness to
effacement.

Where does Sofia belong? It well fits the requirements for a faceless city: it is a dis-faced
and a defaced city, ugly rather than sublime, and yet, for this very reason, not really inhu-
man. On the contrary: it is human, all too human. This becomes evident when a citizen of
Sofia has to show around a foreigner whom he or she values. His good will's labour's lost.
Sofia is no city of sights: it does not have much to offer to the amateur tourist or the com-
mon-or-garden lover of beautiful or singular architectural forms. A self-appointed guide will
face the dismay at how little he or she has looked at and seen his or her own city, and
how few are the sights that appear to be potentially attractive. Such a guide is about to
find out how scanty are the places worth seeing. Bulgaria's capital, rather, seems to sub-
vert our efforts to pass for an exotic tourist culture. A single day will suffice to make the
sightseeing experience repetitive.

Sofia is faceless in a manner reminiscent of a careless, uncouth palimpsest: a succession
of copyists scrub and scrawl upon their predecessors' work, without bothering to first
scrub out the predecessors' dead bodies, nor their own fingerprints, and bothering even
less to build these bodies or their shadow into what is being erected in their place. Sofia
looks like a city that has been built and refashioned by a peculiar tribe, unable to experi-
ence guilt or history, and yet resentful. It is as if the tribe in question was a somnambulist
or a drunk, who at night digs up corpses and buries fresh ones in their place without
remembering a thing in the morning, but knowing that he has good reason to feel out of
joint. Sofia is a city built, as it were, by folks who fail to see the wood not for the trees, but
rather for the tree where their own hollow is. The way the city was built reveals how, on the
strength of a certain modernity, Bulgarian individualism transformed material into spiritual
destitution. Sofia is a mark of the new Bulgarian's endemic ineptitude to work for the com-
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ÒflÌ Í‡ Ú‡ ÏÛ – ‚ ÓÌÓ‚‡, ÍÓÂÚÓ ËÁ‰Ë „‡ Ì‡ ÏflÒÚÓ ÚÓ ÏÛ. ëÓÙËfl ËÁ„ÎÂÊ ‰‡ Í‡ÚÓ „‡‰, ÒÚÓ ÂÌ
Ë ÔÂ ÍÓ fl‚‡Ì ÓÚ ÓÒÓ ·Â ÌÓ ÔÎÂÏÂ, ÌÂÒ ÔÓ ÒÓ· ÌÓ Ì‡ ‚ËÌ‡ Ë ËÒÚÓ Ë ̃ Â ÒÍÓ ˜Û‚ ÒÚ‚Ó, Ë
‚˙ÔÂ ÍË ÚÓ‚‡ ÓÏÂ ÁÂ ÌÓ. ëflÍ‡¯ ‚˙ÔÓÒ ÌÓ ÚÓ ÔÎÂÏÂ Â ÒÓÏ Ì‡Ï ·ÛÎ ËÎË ÔËflÌ, ÍÓÈÚÓ ıÓ‰Ë
ÌÓ˘ÂÏ ‰‡ ÍÓÔ‡Â ÚÛ ÔÓ ‚Â Ë Á‡‡ ‚fl Ì‡ ÏflÒÚÓ ÚÓ ËÏ ÔÂÒ ÌË, ‡ Ì‡ ÒÛÚËÌ Ú‡ ÌË˘Ó ÌÂ
ÔÓÏÌË, ÌÓ ÁÌ‡Â, ˜Â ÌÂÒ˙ ÏÌÂ ÌÓ ËÏ‡ Á‡˘Ó ‰‡ ÏÛ Â ÍË‚Ó. ëÓÙËfl Â „‡‰ ÒflÍ‡¯ ÒÚÓ ÂÌ
ÓÚ Î˛‰Â, Á‡ ÍÓËÚÓ „Ó‡ Ú‡ Â ÒÍË Ú‡ ÌÂ ÓÚ ‰˙ ‚Â Ú‡, ‡ ÓÚ ‰˙ ‚Ó ÚÓ Ì‡ ÒÓ· ÒÚ‚Â Ì‡ Ú‡ ËÏ
ı‡ ÎÛ Ô‡. Ç Ì‡˜Ë Ì‡, ÔÓ ÍÓÈÚÓ Â Ò˙„‡ ‰Â Ì‡, ÎË˜Ë Í‡Í Ò ÙÓ ÏË ‡ ÌÂ ÚÓ ÒË ÔÓ ÒËÎ‡ Ú‡ Ì‡
ÌflÍ‡Í ‚‡ ÏÓ‰Â ÌÓÒÚ ·˙Î „‡ ÒÍËflÚ ËÌ‰Ë ‚Ë ‰Û ‡ ÎËÁ˙Ï Â ÔÂ‚ ˙ ̆ ‡Î ÌË˘Â Ú‡ Ú‡ ÓÚ Ï‡ÚÂ Ë -
‡Î Ì‡ ‚ ‰ÛıÓ‚ Ì‡. ëÓÙËfl Â ÓÚÔÂ ̃ ‡Ú˙Í Ì‡ ÂÌ‰Â ÏË˜ Ì‡ Ú‡ ÌÂÒ ÔÓ ÒÓ· ÌÓÒÚ Ì‡ ÌÓ‚Ëfl ·˙Î „‡ ËÌ
‰‡ ‡·Ó ÚË Á‡ Ó·˘ÌÓÒÚ Ú‡ Í‡ÚÓ ‰‚Ë „‡ ÚÂÎ Á‡ ÒÓ· ÒÚ‚Â ÌÓ ÓÒ˙ ̆ Â ÒÚ‚fl ‚‡ ÌÂ Ë Ó·˘Ó ‚˙ÁÏÓ -
„‚‡ ÌÂ. É‡ ‰˙Ú ÒflÍ‡¯ Â ‚˙ÁÌË ÍÌ‡Î Ì‡ ÔËÌ ̂ Ë Ô‡ Ì‡ Ô˙Í ‚‡ ÌÂ ÚÓ Ì‡Ò Â‰ Ó·˙ Í‡ ÌÓÒÚ Ë
ÔË Ôfl ÌÓÒÚ. Ç ÚÓÁË „‡‰ ÔÓÒÚÂ ÔÂÌ ÌÓ ˜ÂÁ Ì‡Ú Ë ÒÍ˙‰ ÌË ÚÂ ÒÎÂ‰Ë ÓÚ ÔË Ò˙ ÒÚ‚ËÂ ÚÓ Ì‡
ÌflÍ‡Í ‚Ó ÔÎ‡ ÌË ‡ ÌÂ, Â‰ Ë ‰˙ Ê‡‚ ÌÓÒÚ. ÑÛı˙Ú Ì‡ Ò„‡ ‰‡ Ú‡ Ò Ì‡‰ ÔË Ò‡ ◊ë˙Â ‰Ë ÌÂ ÌËÂ ÚÓ
Ô‡‚Ë ÒËÎ‡ Ú‡“ Î˙ı‡ ÍÓÎ ÍÓ ÚÓ ÓÚ ÔÛÒÚÂ Â ̆ Ë ÚÂ ·‡ÌÍË ‚ Ô‡ Î‡ ÏÂÌ Ú‡ Ì‡ Ú‡ Á‡Î‡, ÚÓÎ ÍÓ ‚‡ Ë
ÓÚ ÓÊË ‚Â ÌË ÚÂ ÓÚ ˜‡ÒÚ Ì‡ „˙Î ̃ ‡ ‚‡ Ë „Â¯ÂÙÚ Ï‡ÒË ‚ ◊ê‡‰Ë Ò˙Ì“.

íÓÁË „‡‰ Â ÌÂ Ò‡ÏÓ ÎË¯ÂÌ ÓÚ ·ÎflÒ˙Í Ë ıÛ·ÓÒÚ, ÚÓÈ Â ÎË¯ÂÌ Ë ÓÚ ÔÂ ÚÂÌ ̂ Ëfl Ë 
Ò‡Ï ÓÛ‚‡ ÊÂ ÌËÂ: ÚÓÎ ÍÓ ‚‡ Â Ò˙Ò ËÔ‡Ì Ë Ï˙ ÒÂÌ, ˜Â ÔË ÎË ̃ ‡ Ì‡ ËÁÓ ÒÚ‡‚ ÂÌ, Í‡ÍÚÓ Â Ó·Ë -
Ú‡ ‚‡Ì, ÒflÍ‡¯ Â ÔË Á‡ ̃ ÂÌ „‡‰.

å˙ÒÓÚËflÚ‡ ‚ ëÓÙËfl ÒÂ ˜Û‚ ÒÚ‚‡ Ò‚ÓÈ ÒÍË Ë ÂÒÚÂ ÒÚ‚Â ÌÓ Í‡ÚÓ ÔË Ò˙ ̆ Ó Ò‚ÓÈ ÒÚ‚Ó. óÂÁ
Ï˙ ÒÓ ÚËfl Ú‡ ÒË „‡ ‰˙Ú ÔÓÍ‡Á ‚‡ Ì‡‰ ÏÓ ̆ ËÂ Ì‡‰ ÔË Á‡˜ ÌË ÚÂ ÒË Ó·Ë Ú‡ ÚÂ ÎË. ïÓ‡ Ú‡ ‚
ÌÂ„Ó ÒÂ ‰˙ Ê‡Ú Í‡ÚÓ ÔÓ‡ ÁÂ ÌË ‰Ó Ì‡‚ËÍ ÓÚ ‚Î‡ÒÚ Ú‡ Ì‡ ‡Á Ô‡ ‰‡ Ë „ÌË ÂÌÂ ÚÓ. ëÓÙËfl Â
ÒÂ‰ Ï‡Î ÍÓ ÚÓ „‡ ‰Ó ‚Â, ÍÓËÚÓ ÌÂ Ô‡ ‚flÚ Ë ÔÎ‡ı ÓÔËÚ ‰‡ „Ë ÔÂ ‚˙ Ì‡Ú ‚ Ô‡ÚË Ì‡; Úfl Ú˙È
Ë ÌÂ ÔÓÒfl „‡ Í˙Ï ÔÓÚ˙ ÏÌÂ ÎËfl ·ÎflÒ˙Í Ì‡ Ú‡ Â˘Ó ÚÓ ÏËÌ‡ ÎÓ, ÌËÚÓ Í˙Ï ÔÓÏ˙ ÚÂ ÌÓ ÚÓ Î˙˜Â -
ÌÂ Ì‡ ÌÓÒÚ‡Î „Ëfl Ú‡. ëÓÙËfl Â ÎË¯Â Ì‡ Ë ÓÚ Ó·ÎË Í‡, Ë ÓÚ Ò‡ÏÓ ̃ Û‚ ÒÚ‚ËÂ ÚÓ, Ë ÓÚ ÔÂ ÚÂÌ -
ˆËfl Ú‡, Ë ÓÚ ÒËÏÛ Î‡ ̂ Ëfl Ú‡ Ì‡ „‡‰ ÒÍ‡ ÒÂ‰‡ Ò ÏËÌ‡ ÎÓ. çÂ˘‡ ÒÚÌÓ ÎË¯ÂÌ ÓÚ ÊÂÌ ÒÍË
‰ÓÒÚÓÈÌ ÒÚ‚‡ Ë ıËÚÓ ÒÚË, ÚÓÁË „‡‰ Â ÎË¯ÂÌ ‰ÓË ÓÚ ‰ÓÒÚÓÈÌ ÒÚ‚Ó ÚÓ Ì‡ ÒÚ‡ ÓÒÚ Ú‡,
Í‡ÍÚÓ ‚ÔÓ ̃ ÂÏ ÓÔÓ ‚Â ÒÚfl ‚‡ Ë ‰Â‚Ë Á˙Ú ÏÛ. ëÓÙËfl Ì‡ËÒÚË Ì‡ ÔÓ ˜Û‰Ó ‚Ë ̆ ÂÌ, ËÌÙ‡Ì ÚËÎ -
ÌÓ-‰Â·Ë ÎÂÌ Ì‡˜ËÌ ◊ê‡ÒÚÂ, ÌÓ ÌÂ ÒÚ‡ ÂÂ“: ÌÂ ÔÓ‡ ÒÚ‚‡, ÌÂ Ò˙Áfl ‚‡, ÌÂ ÔÓÏ˙‰ fl ‚‡.

ëÓÙËfl ÔË ÎË ̃ ‡ ÔÓ-ÒÍÓÓ Ì‡ ‡ÌÌ‡ ‡Á ‚‡ ÎË Ì‡ ‚ Í˙Ô ÍË, Á‡‚˙ Úfl Ì‡ ‚ ·ÂÁ Ô‡ ÏÂÚ ÌÓ ÚÓ
ÒÌÓ ‚‡ ÌÂ ÏÂÊ‰Û Ò‡Ï‡, Á‡· ‡ ‚‡ Ú‡ Ë ÔËflÌ ÒÚ‚Ó ÚÓ; Â‰ËÌ „‡‰, ËÁÓ ÒÚ‡ ‚ËÎ ‚Òfl Í‡Í ‚Ë ËÎ˛ -
ÁËË ÔÂ‰ ÒÓ· ÒÚ‚Â ÌË ÚÂ ÒË ÔÓÚË-·ÂÒËÎ ÍË, ÍÓÈÚÓ Í‡‡ ‰ÂÌ Á‡ ‰ÂÌ Ë ‚ ÔÂ Ï‡ ÌÂÌÚ Ì‡
‡ÎÍÓ ıÓÎ Ì‡ Á‡· ‡ ‚‡ ÌÂ ÒÔË‡ ‰‡ ‚˙Á ÔÓ ËÁ ‚ÂÊ ‰‡ ËÁÌÛ Â Ì‡ Ú‡ ËÌÒÚË ÚÛ ̂ Ëfl Ì‡ Â‰ËÌ ·ÂÁ -
Í‡ ÂÌ, ·ÂÁ ı‡ ·Â ÂÌ Ô‡Á ÌËÍ ‚ ‰ÂÎ ÌË Í‡ Ì‡ ◊‚ÒÂ ‰ÌÂ ‚ÂÌ Ï‡ÒÍ‡ ‡‰“. á‡Ï˙ „ÎÂ ÌËflÚ ÔÓ„ÎÂ‰,
‡Á ‚‡ ÎÂ ÌÓ ÚÓ ÁÂ ÌËÂ – Ì‡Ó ÍÓ ÎÓ ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ, Ì‡Á‡‰ ‚˙‚ ·ËÎÓ ÚÓ, Ì‡ÔÂ‰ ‚ Ë‰ÌÓ ÚÓ
– Â Ò‡ÏÓ ÚÓ ÛÒÎÓ ‚ËÂ Á‡ ‚˙ÁÏÓÊ ÌÓÒÚ Á‡ ÓˆÂ Îfl ‚‡ ÌÂ Ì‡ „‡‰‡.

à Ú‡Í‡, ëÓÙËfl Â „Ó ÁÂÌ „‡‰ ÔÓ ÒËÎ‡ Ú‡ Ì‡ ËÁÌ‡ ̃ ‡Î Ì‡ Ú‡ ÒË Ò˙„‡ ‰Â ÌÓÒÚ, Ì‡ Ô‡ÎËÏ ÔÒÂ -
ÒÚÌÓ ÚÓ ÒË ÔÂ ËÁ „‡Ê ‰‡ ÌÂ. ëÓÙËÈ ÒÍÓ ÚÓ ‚˙Á ÔË Ú‡ ÌËÂ, Ò˙˜Â Ú‡ ‚‡ ̆ Ó ÌÂÏ‡ ‡, Á‡· ‡ ‚‡ Ë
Ì‡‚ËÍ, „Ó ÔÂ‚ ˙ ̆ ‡ ‚ ÔË ÒÚ‡Ì Ë Á‡ÒÎÓ Ì Ì‡ Î˛˘Â ÌÂ ÚÓ Ë Ì‡ÔÛ Í‚‡ ÌÂ ÚÓ, Ì‡ Ò‚ÎË ̃ ‡ ÌÂ ÚÓ Ë
Û‚ËÒ ‚‡ ÌÂ ÚÓ, Ì‡ ËÁÌÂÏ Ó˘ flÎÓ ÚÓ ÒË ‚‡ ÌÂ, Ì‡ Ô˙ÔÎÂ ̆ Ó ÚÓ ·˙· ÌÂ ÌÂ, Ì‡ ËÁÔË ̆ Â ÌÓ ÚÓ „ÌË -
ÂÌÂ. íÓ‚‡ Â „‡‰ ·ÂÁ ÏËÌ‡ ÎÓ Ë ·˙‰Â ̆ Â, ‚ ÏËÒ˙Î Ë ·ÂÁ ÛÒÂÚ Á‡ Ì‡ÒÚÓfl ̆ Â. É‡‰ ·ÂÁ
Ì‡ÒÂ Îfl ‚‡ ̆ ‡ „Ó Ó·˘ÌÓÒÚ; „‡‰ Ì‡ Á‡„Û ·Â ÎË ÔËÁ ‡ ̂ Ë. É‡‰ Ì‡ ·ÂÁ Ô‡ ÏÂÚ ÌÓ ÚÓ ÔËflÌ -
ÒÚ‚Ó, Ì‡ Á‡· ‡ ‚‡ Ú‡ Ë ÒÎÂ ÔÓ Ú‡ Ú‡, Ì‡ ‰ÂÎ ÌË Í‡ ‚ Í‡Û¯‡ Ì‡ Ô‡Á ÌË Í‡. É‡‰ Ì‡ ÏÛı˙Î Ë
ÁÂÎÂ Ìfl Ò‡ ÎË Ù‡Ò‡ ‰Ë Ì‡ ‰ÛÔÍË Ë ÒÚÛ ÔÂË, Ò ÔÓ ‚ËÒ Ì‡ ÎË ÔÓÍË ‚Ë, ¯ÛÏÌÓ ‰Ë¯‡ ̆ Ë Ï‡ÁË
Ë ÊËÎ‡ ‚Ë ÎË¯ÂË; „‡‰ ‚˙‚ ‚Î‡Ê ÌË ‡Á ÔÛ Í‡ ÌË ÔË¯ ÍË Ë ÔÓ‰ ÔÛ ıÌ‡ Î‡ Ï‡ÁËÎ Í‡, ‚ ÍÎ‡ ÚÂ -
˘Ë ÒÂ Í‡ÚÓ Á˙·Ë ÓÚ ‡Ï‡ ÚÛ Ë ÚÂ Ì‡ Ó„Ó ÎÂ ÌË ÚÂ ËÏ ‚ÂÌˆË ·‡Î ÍÓ ÌË, ‚ ‡Á ÔÎÛÚ ‡Á Ô‡‰ ·ÂÁ
‰ÂÍ‡ ‰‡ÌÒ, ‚ Á‡Ô‡ ‰‡ ÌÂ ·ÂÁ Á‡Ô‡‰.

ä‡Í‚Ó ÚÓ„‡ ‚‡ ÏÓÊÂ ‰‡ ÒÂ Ì‡Ô‡ ‚Ë Á‡ ‚Ë‰‡ Ì‡ „‡‰ Í‡ÚÓ ëÓÙËfl. ç‡È-ÂÙÂÍ ÚË‚ ÌÓ ËÁ„ÎÂÊ -
‰‡ ‡‰Ë Í‡Î ÌÓ ÚÓ ‡Á Û ̄ ‡ ‚‡ ÌÂ ËÁ ÓÒÌÓ ‚Ë Ë ÔÂ ÔÓ ÒÚÓ fl‚‡ ÌÂ ÚÓ ÏÛ Í‡ÚÓ ÏÓ‰Â ÂÌ „‡‰
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munity as an engine of his or her own fulfillment and overall prosperity. The city's emer-
gence seems to have followed the pattern of spawning in confusion and haste. The scant
traces of any planning, order and statesmanship are gradually fading. The spirit of the
Parliament building, bearing the motto Unity makes strength, emanates no less from
Radisson's tables right opposite, bustling with the racket of wheeling and dealing, than
from the abandoned M.P. benches in the Parliament itself.

This city lacks not only glamour and beauty; it also lacks ambition and self-respect: so
dilapidated and filthy is it that it looks like a ghost city.

Filth feels at home and at ease in Sofia, as if it were an inherent property. Through filth the
city displays its superiority over its ghostly residents. Its people appear to be lulled into a
habit by the power of disintegration and decay. Sofia is among the few cities which do not
even make a half-hearted attempt to transform these forces into patina; the city never
reaches for the tarnished sheen of an enduring past, or for the discolored luster of nostal-
gia. Sofia lacks the face, the self-esteem, and the ambition to even simulate an urban
environment with a past. Wretchedly deprived of feminine virtues and wiles, this city is also
deprived of the dignity of old age, as, incidentally, its motto proclaims. In a monstrous,
moronically infantile way, Sofia truly “grows but does not age”: it does not grow up, does
not mature, does not grow wise.

Sofia looks, rather, like a patched-up premature ruin, caught up in the mindless hustle
among shame, oblivion and inebriation; a city that has abandoned all illusion before its
own gallows-gates, a city that lives from hand to mouth, and, in a state of permanent
drunken haze, never ceases to recreate the enervated institution of an endless, careless
feast into the mundane reality of an “all-day masquerade”. The blurred eye, the poor
vision – into the space around, backwards into what has been, forwards into what is to
come – is the very prerequisite for the city's survival.

So, Sofia is an ugly city by virtue of its original construction, of its palimpsestic re-con-
struction. The Sofia mentality, a combination of nonchalance, oblivion and habit, makes
the city into a haven and shelter for peeling and cracking, for crumbling and caving in, for
ailing collapse, for swarming sores, for blistering decay. This is a city without a past and
without a future, as well as without a sense of the present. A city of no resident communi-
ty; a city of toughened ghosts. A city of mindless inebriation, of oblivion and blindness, of
the quotidian trapped in the jail of the festive. A city of mould and greenish facades, cov-
ered in boils and blisters, of roofs falling in, of wheezing basements and sturdy lichen; a
city of bursting clammy carbuncles and bloated stucco, of balconies wobbling in their iron
braces like teeth wobbling in receding gums, a city of tumescent decay without deca-
dence, of decline without occidental declination.

What, then, can be done about the appearance of a city like Sofia? The most effective
solution would seem to be razing it to the ground and rebuilding it as a modern city that
has shed its obsessions, pretensions or illusions, as well as its self-conscious inhibitions
and nightmares. In the hysteric building spree that has taken over the city, there seem to
be signs of such a modernist impulse of destructive substitution, of radical gesticulation,
of constructive forgetfulness. But this hectic building is just as blind to a possible shared
horizon, just as careless of correlations, ensembles or unities. And how could a city's
character, atmosphere and mien change if the people inhabiting it are still the same:
small-time, piecework profiteers, blinkered small minds, ignoring the fits of urban decay in
the comfort of their sovereign homes, their castles. Yet the city's life creeps in under their
doors, makes its way through their windows, falls down from their chimneys, seeps in as a
stench from the sewer, leaks from the tap, comes in with the gust through cracks and
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·ÂÁ Ï‡ÌËË, ÔÂ ÚÂÌ ̂ ËË Ë ËÎ˛ ÁËË, ÌÓ Ë ·ÂÁ Ò‡Ï, ÍÓÏ ÔÎÂÍ ÒË Ë ÍÓ¯ Ï‡ Ë. Ç ËÒÚÂ Ë˜ ÌÓ ÚÓ
ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó, Á‡‚ Î‡ ‰fl ÎÓ „‡‰‡, Í‡ÚÓ ‰‡ ÎË˜Ë ÔÓ‰Ó ·ÂÌ ÏÓ‰Â ÌË ÒÚÍË ËÏÔÛÎÒ Ì‡ ‡Á Û -
¯Ë ÚÂÎ Ì‡ ÔÓ‰ Ïfl Ì‡, Ì‡ ‡‰Ë Í‡Î Ì‡ ÊÂÒÚË ÍÛ Î‡ ̂ Ëfl, Ì‡ Ò˙ÁË ‰‡ ÚÂÎ Ì‡ Á‡· ‡ ‚‡. çÓ Ú‡ÁË ÒÚÓ -
Ë ÚÂÎ Ì‡ ‡ÍÚË‚ ÌÓÒÚ Â ‚ÒÂ Ú‡Í‡ ÒÎflÔ‡ Á‡ Ó·˘ ıÓË ÁÓÌÚ, ‚ÒÂ Ú‡Í‡ ·ÂÁ „Ë ÊÌ‡ Á‡ ‚˙ ÁÍË,
‡ÌÒ‡Ï ·ÎË Ë ˆflÎÓ ÒÚË. Ä Ë Í‡Í ‰‡ ÒÂ ÔÓ ÏÂ ÌË ı‡‡Í ÚÂ˙Ú, ‡ÚÏÓ ÒÙÂ ‡ Ú‡ Ë ËÁÎ˙˜ ‚‡ ÌÂ ÚÓ
Ì‡ Â‰ËÌ „‡‰, ˘ÓÏ ıÓ‡ Ú‡ ‚ ÌÂ„Ó ÓÒÚ‡ ‚‡Ú Ò˙˘Ë ÚÂ: Ì‡˜‡ ÒÌË ̃ ‡ ‚Ë ˜‡ÒÚ ÌË ̂ Ë Ì‡ Ô‡˜Â,
ÍÓÌÂ Ò Í‡Ô‡ ̂ Ë, ËÁ„ÌÓ Ë ‡ ̆ Ë ÔË ÒÚ˙ ÔË ÚÂ Ì‡ „‡‰ ÒÍËfl ‡Á Ô‡‰ ‚ ÒÛ‚Â ÂÌ ÌË ÚÂ ÔÓ ÒÚ‡Ì -
ÒÚ‚‡ Ì‡ Í˙˘Ë ÚÂ ÒË, ‚ Á‡ÎÓ ÒÚÂ ÌË ÚÂ ÒË ÍÂ ÔÓ ÒÚË. ÄÎ‡ ÊË‚Ó Ú˙Ú Ì‡ „‡‰‡ ÔÓ Ô˙Î Áfl ‚‡ ÔÓ‰
Ô‡„‡ ËÏ, Ì‡ı ÎÛ ‚‡ ÔÂÁ ÔÓ ÁÓ ̂ Ë ÚÂ, Ô‡‰‡ ÓÚ ÍÓÏË Ì‡, ‚ÓÌË ÓÚ Í‡Ì‡ ÎË ÚÂ, ÚÂ˜Â ÓÚ ˜Â¯Ï‡ -
Ú‡, ‰Ûı‡ ÔÂÁ ÔÓ ̂ Â ÔË Ë ‰ÛÔÍË, „ÎÂ‰‡ „Ë ÔÂÁ ÓÒÍÓ ÚÂ ÎËfl ÔÓ„ÎÂ‰ Ì‡ Ò˙ÒÂ ‰Ë, ÏÓÎÂ ̆ Ë
ÏËÎÓ ÒÚË Ìfl Á‡ ÒÂ·Â ÒË Ë ÏËÎÓÒÚ Á‡ ÓÒÎÂ ÔÂ ÎË ÚÂ ÒË, ÓÒ‚Ë Â ÔÂ ÎË ÓÚ „Î‡‰ ÍÛ˜Â Ú‡.

ä‡Í‚Ó ‰‡ Ô‡ ‚Ë¯ Ò „‡‰ Í‡ÚÓ ëÓÙËfl? ÄÍÓ ÒË ·Ó„‡Ú, Ì‡È-‰Ó·Â ‰‡ ËÁ·fl „‡¯ ËÎË ‰‡ ÒÂ
ËÁÓ ÎË ‡¯ ÓÚ ÊË‚Ó Ú‡ ÏÛ ‚ Ó‡ÁË ÒË Ì‡ ÌÂ‰Ó ÒÂ „‡ Â ÏË ÚÂ, ‚ ·ËÁ ÌÂÒ-„‡‰ ̃ Â Ú‡ ‚ ÔÓÎË ÚÂ Ì‡
ÇËÚÓ ̄ ‡ ËÎË Ó˘Â ÔÓ-‰‡ÎÂ˜. ÄÍÓ Ô˙Í ÒË ·Â‰ÂÌ, ÌÂ ÚË ÓÒÚ‡ ‚‡ ‰Û„Ó, ÓÒ‚ÂÌ ‰‡ Ó·ÊË ‚fl -
‚‡¯ Ò‚Ófl „‡‰, ·ÂÁ ‰‡ „Ó Á‡·Â ÎflÁ ‚‡¯; ‰‡ „Ó ËÁÚË Â¯ ÓÚ ÔÓ„ÎÂ ‰‡ Ë ÏËÒ˙Î Ú‡ ÒË, ‰‡ „Ó
Á‡ÏÂ ÌË¯ Ò ˜ÂÒÚË Ô˙ÚÛ ‚‡ ÌËfl ËÎË Ò ËÌÚÂ Ë Ó Ë ÚÂ Ì‡ Û˛Ú‡ ËÎË ‰Ûı‡, Ò ‚˙Ó· ‡ ÊÂ ÌËÂ ËÎË
ÙËÍ Ò‡ ̂ Ëfl ‚˙ıÛ ÔÓÒÎÂ‰ ÌË Ô‡ ̃ Â Ú‡ ÊË‚ÓÚ, ÔË Ó ‰‡ Ë ‰Ó·Ó ‚ÂÏÂ ‚ ÒÏÂ ÒÚÂÌ Ì‡Ò Â‰
Ô‡ ÍËÌ „Ë Ô‡Í, ‚ Ò„Û ̄ Â Ì‡ ÏÂÊ‰Û Ò„‡ ‰Ë Ë ÒÚ˙„ ‰Ë „‡ ‰ËÌ Í‡.

éÚ Ì‡ÔË Ò‡ ÌÓ ÚÓ ‰ÓÚÛÍ Úfl· ‚‡ ̄ Â ‰‡ Î˙ı‡ Û„ÌÂ ÚÂ Ì‡ „ÌÂ ‚ÎË ‚ÓÒÚ, ÌÓ Ò˙˘Ó Ë ËÁ‚ÂÒÚ ÌÓ 
ÔÂ Ë „‡ ‚‡ ÌÂ, „˙ÒÚË ·ÓË, ËÁÎË¯˙Í. í‡Í‡ Â, Á‡˘Ó ÚÓ ÔÓ‰Ó· Ì‡ „Ó ̃ Ë ‚Ë Ì‡ ËÁ‰‡ ‚‡ Á‡‚Ë ÒÚÎË -
‚‡ Ú‡ ÒÎÂ ÔÓ Ú‡, ÔË ‰Ó ·Ë ‚‡ Ì‡ ÔË ÔÂ ÍÓ ÏÂ ÌÓ „ÎÂ ‰‡ ÌÂ Ì‡„Ó Â Ë Ì‡ Á‡Ô‡‰. ëÓÙËfl, 
‚Ò˙ ̆ ÌÓÒÚ, ÌÂ Â ÌË˘Ó ËÁÍÎ˛ ̃ Ë ÚÂÎ ÌÓ, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ Ë Í‡ÚÓ ÎÓ¯Ó ÏflÒÚÓ ËÎË „Ó ÁÂÌ „‡‰.
É‡ ‰Ó ‚Â ÚÂ Í‡ÚÓ ëÓÙËfl – Ò˙Ò ËÔ‡ ÌË, „ÌË Â ̆ Ë Ë ·ÂÁ ÎË˜ ÌË; ÒÚ˙Í Ïfl ‚‡ ÌË, ÒÍ‡Î˙ ÔÂ ÌË Ë ·ÂÁÓ -
„ÎÂ ‰ÌË – ÌÂÒ˙ ÏÌÂ ÌÓ Ò‡ ÌÂÒ ÏÂÚ ÌÓ  ÔÓ‚Â ̃ Â Ë ÓÚ „‡ ‰Ó ‚Â ÚÂ Ò ÙËÁËÓ ÌÓ ÏËfl, Ë ÓÚ „‡ ‰Ó ‚Â ÚÂ
Ò ‡ÚÏÓ ÒÙÂ ‡ Ì‡ ‚˙Á‚Ë ̄ Â Ì‡ Ë ÂÍÒÚ‡ ÚË˜ Ì‡ ÌÂ˜Ó ‚Â¯ ÍÓÒÚ. ëÓÙËfl Â Í‡ÚÓ ·ÂÁ ·ÓÈ ‰Û„Ë
„‡ ‰Ó ‚Â, ÍÓËÚÓ ÏÓ„‡Ú ‰‡ ÒÂ ÓÔÂ ‰Â ÎflÚ ÔÓÒÂ‰ ÒÚ‚ÓÏ ÏÂÍËfl Â‚ÙÂ ÏËÁ˙Ï ◊ÌÓ˘ÌË „‡ ‰Ó -
‚Â“: „‡ ‰Ó ‚Â Ì‡ ÌÓ˘ ÌËfl ÊË‚ÓÚ, Ì‡ ÌÓ˘ Ì‡ Ú‡ ıÛ·ÓÒÚ, Ì‡ ÌÓ˘ ÌÓ ÚÓ ÔÂ Í‡ ‚‡ ÌÂ, Ì‡ ÌÓ˘Ú‡.

ëÓÙËfl Â ÌÓ˘ÂÌ „‡‰: „Ó ÁÂÌ Ì‡ Ò‚ÂÚ ÎÓ, ÚÓÈ ÒÚ‡‚‡ ıÛ·‡‚ ËÎË ÔÓÌÂ ÔËÂÏ ÎË‚, ÔË ÎË -
˜ÂÌ Ë ÔË‚ ÎÂ Í‡ ÚÂ ÎÂÌ ÔÂÁ ÌÓ˘Ú‡. èË ÎË ̃ ÂÌ Ì‡ ·ÓÍÎÛÍ ÔÂÁ ‰ÂÌfl, „‡ ‰˙Ú ÒÚ‡‚‡ ëÓÙËfl
ÌÓ˘ÂÏ, ÍÓ„‡ ÚÓ ÒÏ˙Ú ÌË ÚÂ Ó˜Â Ú‡ ÌËfl Ì‡ ÔÓÊÂ Î‡ Ì‡ Ú‡ ÏÛ ÔÓÎÂ„ Ì‡ ÎÓÒÚ ÒÂ ËÁÎË ‚‡Ú ‚
Ì‡„Î‡, Ì¨„‡ ÌÂ„‡ Ë ‰‡˘Ì‡, Á‡Ô˙ ıÚfl Ì‡ ÔÓ‰‡Ú ÎË ‚ÓÒÚ. íÓ„‡ ‚‡ ëÓÙËfl ÒÂ ÔÓÍ‡Á ‚‡ Í‡ÚÓ
„‡‰ Ì‡ Ú‡ÈÌË Ë ÔÓ‰ ÏÓ ÎË, Ì‡ Í˙ ̄ ÌÓ ‡Á Í˙ ̄ Â ÌË ËÌÚÂ ËÓ Ë, ÓÔÌ‡ ÚË ÔÓ‰ ·Ó‰ ÎË ‚Ë
Ò‚ÂÚ ÎË ÌË Ë ÍÓ ÏÂ ̆ Ë Á‚ÛˆË ÓÍÓÎÓ ÒÔÎÓ ÚÂ ÌË ÔÓÌ‡ ÏÂÚ Ì‡ ÚË ÚÂÎ‡. ëÓÙËfl, ÍÓflÚÓ Â‰‚‡
Ò‚˙ Á‚‡ ‰‚‡Ú‡ Í‡fl ÔÂÁ ‰ÂÌfl Ì‡‚˙Ì, ÒÚ‡‚‡ Ô‡Á ÌË˜ Ì‡ ‚ÒflÍ‡ ‚Â˜Â ‚˙ÚÂ.

í˙È ˜Â Â‰ËÌ ÒÚ‚Â ÌÓ ÚÓ, ÍÓÂÚÓ ÏÓÊÂ Â‡Î ÌÓ ‰‡ ÒÂ Ì‡Ô‡ ‚Ë ÔÓ ÔÓ‰Ó· fl ‚‡ ÌÂ ÚÓ Ì‡ „‡‰‡ ‚
Ú‡È ÌÓ ÚÓ Ò˙ÒÚÓfl ÌËÂ Ì‡ ÒÓˆË‡Î Ì‡ Ë ‰ÛıÓ‚ Ì‡ ÏËÁÂ Ëfl, ÏÓ‡ ÎÂÌ ÍÓÎ‡ÔÒ Ë Ó·˘Ó Ì‡ ̂ ËÓ Ì‡ -
ÎÂÌ ÍÛÎÚÛ ÂÌ ‡Á Ô‡‰, Â ëÓÙËfl ‰‡ ÒÂ ÓÒ‚Â ÚË ÔÓ ÔÓ‰ ıÓ ‰fl˘ Ì‡˜ËÌ: Í‡ÚÓ „ÓÎflÏ, ·ÂÁ Ò‡ -
ÏÂÌ ·‡ ‰‡Í, Ì‡Ò Â‰ ÍÓÈÚÓ ÔÓ„‡Ì ÒÍËflÚ ËÒÚÛ Í‡Ì Ì‡ ÄÁËÒ ‰ÂÎË ÏÂ„ ‰‡Ì Ò Ô‡ÏÂÚ ÌË Í‡ Ì‡
ãÂ‚ ÒÍË, „ÓÎÓ „˙ Á‡ ÑÊË ÏÓ Í‡ ÒÂ ıËÎË Ì‡ ÍËÔ Ú‡ Ú‡ Ò Ì‡ÒÂ ̃ Â Ì‡ Ú‡ ÑÊÓ ÍÓÌ ‰‡, ‡ ◊ë‚.
ëÓÙËfl“ ÔÓ‰ Ù‡Ó ‚Â ÚÂ Â Í‡ÚÓ ÏËÚ Í‡ ̆ ‡ ÔÓ ÒÓÍ‡ ̂ Ë ÚÂ ‚‰Ó ‚Ë ̂ ‡. ëÓÙËfl Úfl· ‚‡ ‰‡ ÒÂ ÓÒ‚Â -
ÚË Ú‡Í‡, ˜Â ‰‡ ÔÓ ÁË ‡ Í‡Í ÔÓ‰ Ô‡ ̂ ‡ ÎË ‚‡ Ú‡ π ÍÓÊ‡ ‚˙ÚÂ ‚ ÌÂfl Ï˙ ‰‡Ú Ó„‡ ÌË, ÚÂÍ‡Ú
ÚÂ˜ ÌÓ ÒÚË, Â‰ÂflÚ ÂÏ·ËÓ ÌË, ÔË ÚÓ‚‡ Ò ÓÌ‡ÁË ÓÁ‡ ‰‡ ̃ ‡ ‚‡ ̆ ‡ ÔÓ ‚ÂÏÂ Ì‡ ÓÔÂ ‡ ̂ Ëfl
ÌÂÏ‡ ‡ Ì‡ ‚˙Ú Â¯ ÌÓ ÒÚË ÚÂ, ÍÓËÚÓ ÔÓ‰˙Î Ê‡ ‚‡Ú ‰‡ ‡·Ó ÚflÚ, ÔË ‚ÒÂ ˜Â Ò‡ Ì‡ ÔÓÍ‡Á.

ëÓÙËfl – ‚˙Ú Â¯ ÌÓ ÒÚË Ì‡‚˙Ì, Ó„‡ ÌË ·ÂÁ ÚflÎÓ. öÌ‰˙ „‡ÛÌ‰ „‡‰.

ÅÂÎÂÊÍË

1. ó‡ÒÚË˜ ÌË ËÁÍÎ˛ ̃ Â ÌËfl ÏÓÊÂ ·Ë ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡Ú àÒÚ‡Ì ·ÛÎ Ë åÓÒÍ‚‡ (ÌÂ Ë èÂÚÂ ·Û„).
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crevices, stares at them through their neighbors' brutish eyes, begging for alms for them-
selves and pleading for mercy for their blind, ferocious and famished dogs.

What are you to do with a city like Sofia? If you are rich, you'd better escape or seek shel-
ter from its life in the oases of the untouchables, in those exclusive residential areas at the
foot of the Vitosha Mountain or even farther? And if you are poor, there is nothing for it but
to appropriate your city without taking notice of it; to efface it from your eyes and mind, to
replace it with frequent trips or with the interiors of material or spiritual comfort, with your
imagination or with a fixation on the last remnants of life, nature and good weather in a
park squeezed between parking lots, in a green spot huddled between office buildings
and apartment blocks.

The lines above were supposed to exude a sense of dispirited irritation, and at the same
time suggest a certain exaggeration, heightened colors, excess. This is the case because
such bitterness betrays a jealous blindness acquired when your gaze is too focused on
whatever is above and to the west. As a matter of fact, Sofia is not in the least remarkable,
not even as a bad place to live or as an ugly city. Cities like Sofia – dilapidated, decaying
and faceless; shoddy, trashy and tawdry – undoubtedly far outnumber both those cities
that have their own physiognomy and those with an atmosphere of sublime and ecstatic
inhumanity. Sofia is like countless other cities which can be defined by the mild euphe-
mism “night cities”: cities of night life, night beauty, night entertainment, the night.

Sofia is a night city: ugly in the daylight, it becomes beautiful, or at least acceptable, pass-
able and attractive at night. Rubbish-like in the daytime, the city puts on the mantle of
Sofia by night, when the faint outlines of its arousing repose overflow into a brazen bliss
and a panting, slutty submissiveness. At this time Sofia reveals itself as a city of crevices
and crannies, of pliantly permissive interiors, stretching around a mass of scantily-clad
bodies under prickly lights and eviscerating sounds. Sofia, which can hardly make ends
meet in the outdoor daylight, is in a festive mood in the dark indoors.

So the only solution that sounds feasible when it comes to the improvement of a city in a
state of sustained social and spiritual poverty, moral collapse and national cultural disinte-
gration, is to illuminate Sofia in the right way: the light should reveal it as a big barefaced
brothel, where pop-folk star Azis's infidel icon rubs shoulders with national hero Levski's
monument, where the bare-assed girl in the Gimoka coffee ad grins at the crypt in which
the Gioconda was slashed, and where, in the headlights of the cars, the Church of 
St Sofia looks like a dissolute widow roaming the backstreets. Sofia needs to be illuminat-
ed in a way that would make us see how under its ragged skin organs are twitching
inside, liquids are flowing and embryos are growing with that bewildering nonchalance of
innards which, when operated on, keep functioning even though they are on display.

Sofia – innards outside, organs without a body. An underground city.

Notes

1. To some extent Istanbul and Moscow (but not Saint Petersburg) are exeptions to the case.
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ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚

çÂ‰ÓÌ‡Ô‡‚ÂÌËflÚ „‡Ê‰‡ÌËÌ

ÅÂÎÂÊÍË Á‡ ÚÂÍÒÚ‡
Ì‡ ÑËÏËÚ˙ ä‡Ï·ÛÓ‚

é·ËÍ ÌÓ ‚Â ÌÓ ÌÂ Â Â‰ÌÓ Ò˙ÒÚ‡ ‚Ë ÚÂ ÎflÚ,
‚Â˜Â ÔÓÂÎ ÓÚ„Ó ‚Ó ÌÓÒÚ Ú‡ Ë ÔÓ‰ ·‡Î ÚÂÍ -
ÒÚÓ ‚Â, ‰‡ „Ë ÔË ‰Û Ê‡ ‚‡ Ò ‡ÁÌË Ó·flÒ ÌË -
ÚÂÎ ÌË ËÎË ËÁ‚Ë ÌË ÚÂÎ ÌË ÍÓÏÂÌ Ú‡ Ë. à ‡ÍÓ
ÚÛÍ ÒË ÔÓÁ‚Ó Îfl ‚‡Ï ËÁÍÎ˛ ̃ Â ÌËÂ ÓÚ ÚÓ‚‡
ÏÓ‡Î ÌÓ Ë ËÁ‰‡ ÚÂÎ ÒÍÓ Ô‡ ‚Ë ÎÓ, ÚÓ Â,
Á‡˘Ó ÚÓ ˜Û‚ ÒÚ‚‡Ï ÌÛÊ‰‡ ‰‡ ‰‡Ï Ó·flÒ ÌÂ -
ÌËÂ Ì‡ ˜ËÚ‡ ÚÂ Îfl. ä‡Í Ú‡Í‡ ÒÂ ÒÎÛ˜Ë, ˜Â
Â‰ËÌ ÚÂÍÒÚ, ÍÓÈÚÓ Ó·‚Ë Ìfl ‚‡ ëÓÙËfl ‚˙‚
‚ÒÂ ‚˙ ÁÏÓÊ ÌË „Â ıÓ ‚Â Ë ‰ÓË – Ì‡ÒÂ Ë -
ÓÁ ÌÓ ËÎË ÌÂ – ÔË ÁÓ ‚‡ ‚‡ Í˙Ï ÌÂÈ ÌÓ ÚÓ
‡Á Û ̄ Â ÌËÂ1, ·Â¯Â ÔËÂÚ ‚ ÍÌË„‡, ÔÓÒ‚Â -
ÚÂ Ì‡ Ì‡ „Ë Ê‡ Ú‡ Á‡ ÚÓÁË „‡‰?

èË ̃ Ë Ì‡ Ú‡: ÔÂ ̂ Â ÌËı, ˜Â ÂÒÂÚÓ Ì‡ ÑËÏË -
Ú˙ ä‡Ï ·Û Ó‚ Ò˙˜Â Ú‡ ‚‡ ÌflÍ‡Í ‚Ë ‚ÂÌË Ë
·ÓÎÂÁ ÌÂ ÌË Á‡ ‚ÒÂÍË ÒÓÙËfl ÌÂˆ ËÌÚÛË ̂ ËË
Ò... ÂÍÒˆÂÒ: Ò ÌflÍ‡Í ‚Ó ÔÓ˜ÚË ËÒÚÂ Ë˜ ÌÓ
ÒÓÙËÈ ÒÍÓ Ò‡Ï ÓÓ· ‚Ë ÌÂ ÌËÂ Ë Ò‡ÏÓ-ÔÂ -
ÁÂ ÌËÂ. íÂÍ ÒÚ˙Ú ÏË ÒÂ ÒÚÓË ËÌÚÂ Â ÒÂÌ Ë
ÔÓ ‚Ó Í‡ ÚË ‚ÂÌ Á‡‡ ‰Ë ÚÓ‚‡ Ò˙˜Â Ú‡ ÌËÂ –
Ì‡ ÔÓ ÁÂ ÌËfl Ú‡ Ò˙Ò ÒËÏ ÔÚÓ Ï‡. èÓÁ‚Ó ÎËı
ÒË ‰‡ „Ó ÔÂ‰ ÎÓ Ê‡ Ì‡ ˜ËÚ‡ ÚÂ Îfl Á‡Â‰ ÌÓ Ò
ÌflÍÓÎ ÍÓ ÏÓË ÏËÒÎË.

* * *
ÇÂÓ flÚ ÌÓ ËÏ‡ ÌÂ˘Ó ‚flÌÓ ‚ Í‡Á‡ ÌÓ ÚÓ ÓÚ
ä‡Ï ·Û Ó‚, ˜Â ëÓÙËfl ◊ÌflÏ‡ ÎËˆÂ“, ˜Â ‚
ÌÂfl ËÏ‡ ÌÂ˘Ó ·ÂÁ ÙÓ ÏÂ ÌÓ, ‡-ÒÓˆË‡Î ÌÓ,
ÌÂ·ÂÊ ÌÓ, ·ÂÁ Ô‡ ÏÂÚ ÌÓ, ÎË¯Â ÌÓ ÓÚ
‰ÓÒÚ‡Ú˙ ̃ ÌÓ Ò‡Ï ÓÛ‚‡ ÊÂ ÌËÂ – ÌÂ˘Ó, Á‡
ÍÓÂÚÓ Ï‡Í‡ Ë ‚ ÔÓ-ÛÏÂ ÂÌ ÒÚËÎ Ì‡ÏÂ -
Í‚‡Ú Ë ‰Û„Ë ÚÂÍ ÒÚÓ ‚Â ‚ Ì‡ÒÚÓfl ̆ ‡ Ú‡
ÍÌË„‡.

éÚ ‰Û„‡ ÒÚ‡ Ì‡, ‚ÂÓ flÚ ÌÓ, ÌflÏ‡ ÌË˘Ó
‚flÌÓ ‚ ÔÓ-Ì‡Ú‡Ú˙ ̄ ÌË ÚÂ ıËÔÂ ·Ó ÎË Ë
ÂÚÓ Ë ̃ Â ÒÍË Í‡È ÌÓ ÒÚË, ÍÓËÚÓ ä‡Ï ·Û Ó‚
ÒË ÔÓÁ‚Ó Îfl ‚‡. ÉÓ‚Ó fl Á‡ ËÚ ÏË ÁË ‡ ÌË ÚÂ
ÏÛ Û„‡ ÚÂÎ ÒÚ‚‡ Ë ËÁ‰Â ‚‡ ÚÂÎ ÒÚ‚‡ Ì‡‰
ëÓÙËfl, Ò ÍÓËÚÓ ÌÂ„Ó ‚Ë ÚÂ ÔÓ ÁÂ ÌËfl Ò‡
ÒÏÂ ÒÂ ÌË Ë ÍÓËÚÓ ÏÓ„‡Ú ‰‡ ·˙‰‡Ú ı‡‡Í ÚÂ -
Ë ÁË ‡ ÌË Ò‡ÏÓ Ò Ê‡ „ÓÌ Ì‡ Ú‡ ‰ÛÏ‡
◊ËÁˆÂÔ Í‡“2. ä‡Í‚Ó Â Ì‡Í‡ ‡ ÎÓ Â‰ËÌ ‡Ì‡ -
ÎË ÚË ̃ ÂÌ Ì‡·Î˛ ‰‡ ÚÂÎ, ‰‡ Á‡Â ÊÂ ‰ËÒ ̂ Ë -
ÔÎË Ì‡ Ú‡ Ì‡ ÏËÒ˙Î Ú‡ Ë ‚Â ÌÓÒÚ Ú‡ Í˙Ï

ËÒÚË Ì‡ Ú‡ Ë ‰‡ ‡Á ‰ÛÂ Ò‚Ófl ÒÚËÎ ÔÓ ÚÓÁË
ËÁÍÛ ÒÚ‚Â ÌÓ-ÒÍ‡Ì ‰‡ ÎÂÌ Ì‡˜ËÌ? Ç ÓÔÂ ‰Â -
ÎÂ ÌË Ô‡Ò ‡ÊË Ì‡ ÚÓÁË ÚÂÍÒÚ ÎË˜Ë ÌÂÓ ‚Î‡ -
‰fl Ì‡ Ú‡, ÒflÍ‡¯ ‚Á‡ ËÏ Ì‡ ÓÏ‡ Á‡ ÏÂÊ‰Û 
ÌÂ-ÒÓÙËfl ÌÂˆ Ë ëÓÙËfl, ÒflÍ‡¯ ÚÂ Ò‡ ‰‚Â
Ò˙˘ÌÓ ÒÚË, ÍÓËÚÓ ÌËÍÓ „‡ ÌÂ Ò‡ ÒÂ ÔËÂ Ï‡ -
ÎË ‰ÓÍ‡È. à Ú˙ÍÏÓ Ú‡ÁË ÓÏ‡ Á‡-ÓÚ‚‡ Ú‡
Â ‰‚Ë „‡ ÚÂÎ Ì‡ ËÌ‡˜Â ÌÂÓ·flÒ ÌË ÏËfl, 
Ò‡Ï ÓÓÔ Ë‚‡˘ ÒÂ Ë Ò‡ÏÓÂÍÁ‡Î ÚË ‡˘ ÒÂ
ÂÁËÍ, Ì‡ ·‡Ó ÍÓ ‚Ó ÚÓ Û·‡ ÌË ÒÚË˜ ÌÓ
ÔÓÔ˙ Ê‡ ÌÂ ·ÂÁ flÒÂÌ ‡‰ÂÒ.

ëÏfl Ú‡Ï, ˜Â ÂÚÓ Ë˜ ÌËflÚ ÂÍÒˆÂÒ, Ò ÍÓÈÚÓ
ä‡Ï ·Û Ó‚ Ì‡Ô‡ ‰‡ ëÓÙËfl, Â ÌÂ ÚÓÎ ÍÓ ‚‡
‡Ì‡ ÎËÁ Ì‡ ÌÂÈ ÌË ÚÂ ÔÓ ·ÎÂ ÏË, ÍÓÎ ÍÓ ÚÓ
˜‡ÒÚ ÓÚ Úflı. íÓÈ Â ÒËÏ ÔÚÓÏ Á‡ ÌÂ˘Ó ÔÓ-
Ó·˘Ó. ÇÂÓ flÚ ÌÓ ÏÌÓ„Ó ÊËÚÂ ÎË Ì‡ ÚÓÁË
„‡‰, Ï‡Í‡ ‰‡ ÌflÏ‡Ú ÂÚÓ Ë ̃ Â ÒÍË ÚÂ
Ú‡Î‡Ì ÚË Ì‡ ä‡Ï ·Û Ó‚, ·Ëı‡ ËÁÔË Ú‡ ÎË
ÔÂ ‚Â ÁÌÓ Û‰Ó ‚ÓÎ ÒÚ‚ËÂ ÓÚ ÔÓ‰Ó· ÌÓ
◊Ó·Û „‡ ‚‡ ÌÂ Ì‡ ÒÚÓ ÎË ̂ ‡ Ú‡“. íÓ ÔË ÎË ̃ ‡
Ì‡ ËÚÛ ‡Î ÌÓ Ó˜Ë ÒÚ‚‡ ÌÂ – ÒÎÂ‰ ÚÓ‚‡ Û„‡ -
Â˘Ë ÚÂ ËÁ„ÎÂÊ ‰‡Ú Ì‡ Ò‡ÏË ÚÂ ÒÂ·Â ÒË
ÓÒ‚Ó ·Ó ‰Â ÌË ÓÚ ‰ÂÙÂÍ ÚË ÚÂ Ë ÔÓÓ ̂ Ë ÚÂ,
ÍÓËÚÓ Ò‡ Û„‡ ÎË. çÂ·ÂÊ ÌÓÒÚ Ú‡,
‡-ÒÓˆË‡Î ÌÓÒÚ Ú‡, ÎËÔ Ò‡ Ú‡ Ì‡ Ô‡ÏÂÚ Ë ‡Á -
Û ı‡ Ú‡, ÌÓÒÂ ÌË ÓÚ „‡‰‡, ËÁ„ÎÂÊ ‰‡Ú ÚÓÎ -
ÍÓ ‚‡ ÙËÁËÓ ÎÓ „Ë ̃ Â ÒÍË ÌÂÔÓ ÌÓ ÒË ÏË Ò‡ÏÓ
Ì‡ ÌflÍÓÈ, ÍÓÈÚÓ ÒÂ ˜Û‚ ÒÚ‚‡ ËÌÚËÏ ÌÓ
Á‡ÔÎ‡ ̄ ÂÌ ÓÚ Úflı. á‡ÚÓ ‚‡ ÚÓÈ ÌÂÔÂ Ó ‰Ó -
ÎË ÏÓ ËÒÍ‡ ‰‡ „Ë ÔÂ Ï‡ı ÌÂ – ‰‡ „Ë ÒÏ‡˜ -
Í‡, ‰‡ „Ë Û·ËÂ Ò ‰ÛÏË Ë ÛÌË ̆ Ó ÊË ·ÂÁ
ÓÒÚ‡Ú˙Í – Ë Ò˙ÓÚ ‚ÂÚ ÌÓ ËÒÚÂ Ë ÁË ‡, ‡ÍÓ
ÌÂ ÏÓÊÂ ‰‡ Ì‡Ô‡ ‚Ë ÚÓ‚‡.

ä‡Á‡ ÌÓ ÔÓ ‰Û„ Ì‡˜ËÌ, Ú‚˙ ‰fl, ˜Â Ú‡ÁË
ÂÚÓ Ë˜ Ì‡ ÂÏÓ ̂ Ëfl (ÔÓ ÎËÔ Ò‡ Ú‡ Ì‡ ÔÓ
ÚÓ˜ÌË ‰ÛÏË ˘Â fl Ì‡Â Í‡ ◊ÒÎÓ ‚ÂÒ ÌÓ-ÂÍˆÂ -
ÒË‚ Ì‡-ÓÏ‡ Á‡-flÓÒÚ-ÔÓ„ ÌÛ Ò‡-ËÒÚÂ Ëfl-
ÒËÏ ‚ÓÎ Ì‡ ‡„Â ÒËfl“) Â ÁÌ‡Í Ì‡ ÒÎ‡ ·‡ Ú‡,
ÔÓ ·ÎÂ Ï‡ ÚË˜ Ì‡ „‡ ÌË ̂ ‡  ÏÂÊ‰Û ÌÂ‰Ó Ì‡ -
Ô‡ ‚Â ÌËfl „‡‰ Ë ÌÂ‰Ó Ì‡ Ô‡ ‚Â ÌËfl „‡Ê -
‰‡ ÌËÌ.

é·ËÍ ÌÓ ‚Â ÌÓ ÚÓÁË ÔÓ ·ÎÂÏ ÒÂ Ó·Ò˙Ê ‰‡ ÓÚ
Ú‡ ‰Ë ̂ ËÓÌ ÌËfl ÏÛ ÒÓˆË ÓÎÓ „Ë ̃ Â ÒÍË 
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Alexander Kiossev

Notes on the text
by Dimiar Kambourov

Normally it would be inappropriate for the
editor of a book, who has already taken the
responsibility and has selected the texts, to
go any further with all sorts of explanatory
and excusatory comments. The reason why
I take the liberty here to brake away from
this moral rule of publishing is that I feel the
need to provide an explanation for the
reader. How could it happen that a text,
which is accusing the city of Sofia of all
possible sins and even, seriously or not, is
urging the destruction1 of the city, is includ-
ed in this volume dedicated to the care for
this same city?

The reason is I thought that the Dimitar
Kambourov essay combines a number of
correct and painful for each inhabitant of
Sofia intuitions with… excess; with some
kind of almost hysterical “Sofia-nite” self-
accusation and self-hatred. I thought the
text is interesting and provocative because
of this combination – the insights next to
the symptom. I thought to offer this text to
the reader along with these notes.

*  *  *
It is probably true when Kambourov says
that Sofia “has no face”, that there is in this
city something formless, a-social, sloppy,
mindless, lacking in self-respect, something
which other texts in this book are hinting at,
though in rather more restrained ways.

On the other hand, there is probably noth-
ing true in the hyperbola and rhetorical
extremes that Kambourov is indulging in
further on in the text. I have in mind his
rhythmic curse and abuse of Sofia that are
interlacing his insights and that can only be
described as freaking out2. What was it that
made one analytically minded observer
abandon the discipline of thought and the
loyalty to truth in order to bloat up his writ-
ing style in such an artificially scandalous
way?

Some parts of this text display the loose
and almost mutual hatred between a non-
Sofia native and the city of Sofia; it is as if 
these are two beings that never actually
accepted each other. Indeed it is this
hatred-repulsion, which is fueling the other-
wise unexplainable self-intoxicating and
self-exalting language, the baroque-like
urban cursing with a clear addressee.

I think that the rhetoric excess in
Kambourov's assault on Sofia is not so
much an analysis of the city's problems as
much as it is part of those. It is a symptom
of something more general. It is quite pos-
sible that many inhabitants of this city,
although lacking the rhetoric talents of
Kambourov, would experience a kind of
perverse pleasure from such an abuse of
the capital city. It looks like a ritualistic
purification – after the fact the abusers
appear in their own eyes to have been
released of the deficiencies and the sins
they had been cursing. The recklessness,
the a-social-ness, the mindlessness and
the decay of the city would appear to be so
physiologically repulsive only to somebody
who feels intimately threatened by them.
That's why such a person desperately
wants to get rid of them – wants to crush
them, to kill them with words and to eradi-
cate them without a trace. If they can not
do that, he/she turns hysterical. In other
words, I insist that this rhetorical emotion
(lacking more appropriate descriptive
words I would define it as “verbally-exces-
sive-hatred-rage-revulsion-hysteria-symbol-
ic aggression”) is a sign of the thin and
problematic borderline between the not-
quite-accomplished city and the not-quite-
accomplished citizen.  

Usually this problem is discussed from its
traditional sociological aspect – the com-
mentary is that there are far too many peo-
ple from the provinces who have settled in

The Unaccomplished City Dweller
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‡ÒÔÂÍÚ – ÍÓÏÂÌ ÚË ‡ ÒÂ ÚÓ‚‡, ˜Â ‚ ëÓÙËfl
Ò‡ ÒÂ Á‡ÒÂ ÎË ÎË Ú‚˙ ‰Â ÏÌÓ„Ó ıÓ‡ ÓÚ
ÔÓ ‚ËÌ ̂ Ëfl Ú‡, Ë ˜Â ‚ ÂÁÛÎ Ú‡Ú Ì‡ ‚˙Ú Â¯ -
Ì‡ Ú‡ ÏË„‡ ̂ Ëfl ÌÂ Ò‡ÏÓ ËÁ‰˙ ı‚‡ ÌÂÈ Ì‡ Ú‡
ËÌÙ‡ ÒÚÛÍ ÚÛ ‡, ‡ ÌÂÈ ÌË ÚÂ ÔÂ‰ „‡ ‰Ëfl
Ò‡ ÒÂ ‡Á ‡Ò Ì‡ ÎË ÔÂ ÍÓ ÏÂ ÌÓ, ÌÓ Ë ÒÂ
‡Á ‚Ë ‚‡ Ò‚Ó Â Ó· ‡ ÁÂÌ ◊„‡‰ ÒÍÓ-ÒÂÎ ÒÍË“,
‡-ÒÓˆË‡ ÎÂÌ Ï‡Ì Ú‡ ÎË ÚÂÚ, ÔÂ ̃ Â˘ Ì‡
ËÒÚËÌ ÒÍÓ ÚÓ „‡Ê ‰‡Ì ÒÍÓ Û˜‡ ÒÚËÂ Ë Û·‡ -
ÌË ÒÚË˜ Ì‡ Ú‡ ˆË‚Ë ÎË Á‡ ̂ Ëfl. (Ä„Â ÒË‚ ÌËflÚ
ÒÓÙËÈ ÒÍË Ê‡ „ÓÌ Â Ì‡ÏÂ ËÎ ·ÂÁÓ „ÎÂ ‰Ì‡
ÙÓ ÏÛ ÎË Ó‚ Í‡ Ì‡ ÚÓ‚‡: ◊Ä ·Â, ÏÌÓ„Ó
◊ÒÂÎÂ ÌËfl“ ‰ÓÈ‰Â ‚ ëÓÙËfl...“.)

ÇÒ˙ ̆ ÌÓÒÚ, ÔÓ ·ÎÂ Ï˙Ú ËÏ‡ Ë Ó„ÎÂ ‰‡Î Ì‡
ÒÚ‡ Ì‡: ‚ ëÓÙËfl ÒÂ Á‡ÒÂ ÎË ı‡, ÌÂ Ò‡ÏÓ
◊ÒÂÎÂ ÌËfl“, ÌÓ Ë Ú‚˙ ‰Â ÏÌÓ„Ó ◊Ò‚˙ı-
Â‚Ó ÔÂÈ ̂ Ë“. á‡ ÏÌÓ ÁË Ì‡ ÌÂ-ÒÓÙËflÌ ̂ Ë
ÒÍÓÏ Ì‡ Ú‡ ·˙Î „‡ ÒÍ‡ ÒÚÓ ÎË ̂ ‡ ‰˙Î„Ë
ÎË˜ÌË „Ó‰Ë ÌË Â ·ËÎ‡ ‰‡Î Â˜ÂÌ, Ë‰Â ‡ ÎÂÌ
ıÓË ÁÓÌÚ – áÌ‡Í ̇ Ú Ì‡ á‡Ô‡ ‰‡, ËÌÍ‡ Ì‡ -
ˆËfl Ú‡ Ì‡ ÍÛÎÚÛ ‡ Ú‡, ˆË‚Ë ÎË Á‡ ̂ Ëfl Ú‡,
ÎÛÍÒ‡ Ë ·ÎflÒ˙ Í‡. èÓÒÎÂ ÒÂ Â ÒÎÛ ̃ Ë ÎÓ
Ú‡Í‡, ˜Â ÚÂ Ò‡ ÒÂ Á‡ÒÂ ÎË ÎË ‚ ÌÂfl – Ë ÔÓ
ÌÂÓ·ıÓ ‰Ë ÏÓÒÚ Ò‡ Ì‡Ï ‡ ÁË ÎË Â‡Î ÌËfl
„‡‰, ÍÓÈÚÓ – ÌÂ ÎÓ¯, ÌÓ ‚ÒÂ Ô‡Í Ì‡ËÒÚË -
Ì‡ ·ÂÁ ÎË˜ ÌÓ-Á‡ÔÛ ÒÌ‡Ú, ÔÓÎÛ-ÓË ÂÌ Ú‡Î ÒÍË
Ë ‡-ÒÓˆË‡ ÎÂÌ – Â ËÏ‡Î ÌÂ˘‡ ÒÚËÂ ÚÓ ‰‡ ÌÂ
ÓÚ„Ó ‚‡ fl Ì‡ Úflı Ì‡ Ú‡ ÛÚÓ ÔËfl. ëÎÂ‰ ÌflÍÓÎ -
ÍÓ „Ó‰Ë ÌË ‰‡ Ï‡ ÚË˜ ÌÓ Ò˙ÊË ÚÂÎ ÒÚ‚Ó
ëÓÙËfl ‡ÌÓ ËÎË Í˙ÒÌÓ Â ‡Á Û ̄ ‡ ‚‡ Î‡
Úflı Ì‡ Ú‡ ÏÂ˜Ú‡, ‡ Ò ÚÓ‚‡ Â Á‡ÔÎ‡ ̄ Ë Î‡ Ë
Ò‡Ï‡ Ú‡ ËÏ Ë‰ÂÌ ÚË˜ ÌÓÒÚ – Á‡˘Ó ÚÓ ÊË‚Ó -
Ú˙Ú ‚ ÌÂfl Â ÔÂ ÒÚ‡ Ì‡Î ‰‡ „‡‡Ì ÚË ‡ ‡‚ÚÓ -
Ï‡ ÚË˜ ÌÓ ÎË˜Ì‡ ÔË Ì‡‰ ÎÂÊ ÌÓÒÚ Í˙Ï Ë‰Â -
‡Î ÌËfl á‡Ô‡‰ Ë ˆË‚Ë ÎË Á‡ ̂ Ëfl Ú‡. í‡Í‡
‰ÂÙÂÍ ÚË ÚÂ Ì‡ „‡‰‡ Ò‡ ÒÂ ÔÂ ‚˙ Ì‡ ÎË ‚
Á‡ÔÎ‡ ıË Á‡ ËÌË ‰Ë ‚Ë ‰‡, Ì‡ Ò‡Ï‡ Ú‡ ÏÛ
Ë‰ÂÌ ÚË˜ ÌÓÒÚ ‚ ÌÂÈ ÌË ÚÂ ÛÚÓ ÔË˜ ÌË ÙÛÌ ‰‡ -
ÏÂÌ ÚË. Ä ÓÚÚÛÍ Á‡ÍÓ ÌÓ ÏÂ ÌÓ ÒÂ Â ÔÓfl‚ËÎ
Ë ÒÔ‡Á˙ Ï˙Ú Ì‡ ÔÓ„ ÌÛ Ò‡ Ú‡: ËÒÍ‡ ÚË ÒÂ ‰‡
ÓÚÍ˙Ò ÌÂ¯ ÚÓÁË „‡‰ ÓÚ ÒÂ·Â ÒË, ‰‡ „Ó
ÔÓ‚˙ ÌÂ¯, ‰‡ „Ó Á‡· ‡ ‚Ë¯, ‰‡ „Ó Á‡ÎÂ Â¯
Ò ÔÓÚÓÍ ÓÚ ÛÊ‡Ò ÌË ‰ÛÏË, ‰‡ „Ó ‡Á Û ̄ Ë¯.

èÓÎËÒ, ÍÓÈÚÓ „‡Ê ‰‡ ÌËÌ˙Ú Ï‡ÁË ÌÂ-
ÔÓÎË ÚË ̃ Â ÒÍË – Ë‡ ̂ ËÓ Ì‡Î ÌÓ, Ò ÚflÎÓ ÚÓ Ë
‰Û¯‡ Ú‡ ÒË – ÌflÏ‡ ¯‡ÌÒ. éÏ‡ Á‡ Ú‡-ÓÚ‚‡ -
Ú‡ Ì‡ ÌÂ„Ó ‚Ë ÚÂ ◊„‡Ê ‰‡ ÌË“ (ÒÂÎfl ÌË ËÎË
Ò‚˙ı-Â‚Ó ÔÂÈ ̂ Ë) Â ÚÓÎ ÍÓ ‚‡ ‚ÒÂ ÔÓ ÏË Ú‡ -
˘‡, ˜Â ÒflÍ‡¯ ÓÚÏÂ Ìfl Ô‡ ‚Ë Î‡ Ë ÌÓÏË,
‡Á Î‡ „‡ ÏÓÎÂ ÍÛ Îfl ÌÓ ‚ÒflÍÓ Ó·˘ÌÓÒÚ ÌÓ
˜Û‚ ÒÚ‚Ó: ÌÂ Â ‚˙ÁÏÓÊ ÌÓ ‰‡ ÒÂ ÍÛÎÚË ‚Ë ‡
ÒÓˆË‡Î ÌÓÒÚ, ÔË Ì‡‰ ÎÂÊ ÌÓÒÚ Ì‡ „‡Ê ‰‡ -

ÌË Ì‡ Í˙Ï „‡‰‡, Ì‡ ÔÓÎË ÚË ̃ Â ÒÍËfl ˜Ó‚ÂÍ
Í˙Ï ÔÓÎË Ò‡. ÇÒË˜ ÍË ÊË‚Â Â ̆ Ë ‚ ÔÓ‰Ó ·ÂÌ
„‡‰ ÒÂ ˜Û‚ ÒÚ‚‡Ú ÊË‚Â Â ̆ Ë ◊Á‡ Ï‡ÎÍÓ“, ÌÓ
Ó·Ë ‰Â ÌË ◊Á‡ ‰˙Î„Ó“: Ë ËÒÍ‡Ú ‰‡ ÓÚ·Î˙Ò Ì‡Ú
„‡‰‡, ‰‡ ÒÂ Ó„‡ ‰flÚ ÓÚ ÌÂ„Ó, ‰‡ „Ó ËÁÍ‡ -
¯ÎflÚ, Á‡Â‰ ÌÓ Ò ıÓ‡ Ú‡, ÔÂ‰ ÏÂ ÚË ÚÂ, ÛÎË -
ˆË ÚÂ, Í˙˘Ë ÚÂ.

ÄÍÓ ÚÓ‚‡ ÒÂ ÒÎÛ˜Ë Ò‡ÏÓ ‚ Â‰ËÌ ÚÂÍÒÚ,
ÔÓ ·ÎÂ Ï˙Ú ÌÂ Â ÚÓÎ ÍÓ ‚‡ „ÓÎflÏ. çÓ ‡ÍÓ ÒÂ
ÒÎÛ˜ ‚‡ ‚ ÊË‚Ó Ú‡ Ë Ú‡Â ‰ÓÒÚ‡Ú˙ ̃ ÌÓ
‰˙Î„Ó, ‡„Â ÒË‚ Ì‡ Ú‡ ÓÚ‚‡ Ú‡ ‚ Â‰ËÌ
ÏÓÏÂÌÚ ‰Ó·Ë ‚‡ ÌÂ Ò‡ÏÓ ÔÒËıÓ ÎÓ „Ë ̃ Â ÒÍË,
‡ Ë ‚ËÁÛ‡ ÎÂÌ, ‰ÓË Ë ‡ıË ÚÂÍ ÚÛ ÂÌ
ËÁ‡Á: Úfl ÒÂ ÓÚÎË ‚‡ ‚ Ò‡ÏËfl „‡‰. à Í˙ -
„˙Ú ÒÂ Á‡Ú‚‡ fl.

èÂÁ 1878 „., ËÁ·‡ Ì‡ Ú‡ Á‡ ÒÚÓ ÎË ̂ ‡
ëÓÙËfl Â ÓÍÓÎÓ 12-13 ıËÎfl ‰Ë ÊËÚÂ ÎË.
ÑÌÂÒ Úfl Â ÓÍÓÎÓ ‰‚‡ ÏËÎËÓ Ì‡. äÓÎÍÓ ÓÚ
Ì‡ÒÚÓfl ̆ Ë ÚÂ ÒÓÙËflÌ ̂ Ë ÔÓ ‰Û¯‡ ‚ÒÂ Ó˘Â
Ò‡ ÊËÚÂ ÎË Ì‡ ÒÂÎÓ ÚÓ, ÍÓÎÍÓ – Ì‡ ËÏ‡ „Ë -
ÌÂ Ì‡ Ö‚Ó Ô‡? Ñ‚‡ ÏËÎËÓ Ì‡, ÌÂflÒ ÌÓ
ÔÓ‰Â ÎÂ ÌË ÏÂÊ‰Û Û‡Î ÌË ÌÓÒÚ‡Î „Ë ̂ Ë
ËÎË ‡-ÒÓÙËÈ ÒÍË, ‡ÁÓ ̃ ‡ Ó ‚‡ ÌË ÏÂ˜ Ú‡ ÚÂ -
ÎË. åÓÊÂÏ Ò‡ÏÓ ‰‡ „‡‰‡ ÂÏ ÍÓÎÍÓ ÌÂÚ˙ -
ÔË ÏÓÒÚ Ë ÒÔ‡Á˙Ï Ò‡ ÒÂ Ì‡ÒÎÓ Ë ÎË ÔÓ ÛÎË -
ˆË ÚÂ Ì‡ ÚÓÁË „‡‰, Í‡Í Ò‡ ÒÚ‡ Ì‡ ÎË ˜‡ÒÚ
ÓÚ ÚÓ‚‡, Á‡ ÍÓÂÚÓ „Ó‚Ó ËÏ – ÓÚ ÎËÔ Ò‡ Ú‡
Ì‡ „‡‰ ÒÍÓ ÎËˆÂ, ÓÚ ‡-ÒÓˆË‡Î ÌÓÒÚ Ú‡,
ÓÚÍ‡ Á‡ ÓÚ Ô‡ÏÂÚ, ÓÚ ‡ÌÚË-„‡Ê ‰‡Ì ÒÍ‡ Ú‡
Á‡ÔÛ ÒÌ‡ ÚÓÒÚ.

ÅÂÎÂÊÍË

1. ä‡Ï ·Û Ó‚ ÔË¯Â ç‡È-ÂÙÂÍ ÚË‚ ÌÓ ËÁ„ÎÂÊ ‰‡ 
‡‰Ë Í‡Î ÌÓ ÚÓ ‡Á Û ̄ ‡ ‚‡ ÌÂ ËÁ ÓÒÌÓ ‚Ë
Ë ÔÂ ÔÓ ÒÚÓ fl‚‡ ÌÂ ÚÓ ÏÛ Í‡ÚÓ ÏÓ‰Â ÂÌ „‡‰ 
·ÂÁ Ï‡ÌËË, ÔÂ ÚÂÌ ̂ ËË Ë ËÎ˛ ÁËË, ÌÓ Ë ·ÂÁ 
Ò‡Ï, ÍÓÏ ÔÎÂÍ ÒË Ë ÍÓ¯ Ï‡ Ë...

2. ë‡ÏÓ Ò Ú‡ÁË ‰ÛÏ‡ ÏÓ„‡ ‰‡ Í‚‡ ÎË ÙË ̂ Ë ‡Ï 
Â‰Ó ‚Â Í‡ÚÓ É‡‰ Ì‡ ·ÂÁ Ô‡ ÏÂÚ ÌÓ ÚÓ
ÔËflÌ ÒÚ‚Ó, Ì‡ Á‡· ‡ ‚‡ Ú‡ Ë ÒÎÂ ÔÓ Ú‡ Ú‡, Ì‡ 
‰ÂÎ ÌË Í‡ ‚ Í‡Û¯‡ Ì‡ Ô‡Á ÌË Í‡. É‡‰ Ì‡ ÏÛı˙Î 
Ë ÁÂÎÂ Ìfl Ò‡ ÎË Ù‡Ò‡ ‰Ë Ì‡ ‰ÛÔÍË Ë ÒÚÛ ÔÂË,
Ò ÔÓ ‚ËÒ Ì‡ ÎË ÔÓÍË ‚Ë, ̄ ÛÏÌÓ ‰Ë¯‡ ̆ Ë Ï‡ÁË 
Ë ÊËÎ‡ ‚Ë ÎË¯ÂË; „‡‰ ‚˙‚ ‚Î‡Ê ÌË ‡Á ÔÛ Í‡ ÌË 
ÔË¯ ÍË Ë ÔÓ‰ ÔÛ ıÌ‡ Î‡ Ï‡ÁËÎ Í‡, ‚ ÍÎ‡ ÚÂ ̆ Ë ÒÂ
Í‡ÚÓ Á˙·Ë ÓÚ ‡Ï‡ ÚÛ Ë ÚÂ Ì‡ Ó„Ó ÎÂ ÌË ÚÂ 
ËÏ ‚ÂÌˆË ·‡Î ÍÓ ÌË, ‚ ‡Á ÔÎÛÚ ‡Á Ô‡‰ ·ÂÁ 
‰ÂÍ‡ ‰‡ÌÒ, ‚ Á‡Ô‡ ‰‡ ÌÂ ·ÂÁ Á‡Ô‡‰.
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Sofia. As a result of the inner migration not
only the city's infrastructure is choking and
its suburbs have grown way too much.
More importantly that breeds a specific
“urban-rural” and a-social mentality, which
is getting in the way of the true civil partici-
pation and urban civilization. (The aggres-
sive Sofia vernacular found a rather ruth-
less definition of this phenomenon: “I tell
you, too much “(redneck) peasantry” has
moved into Sofia…”).

In fact the problem has a flip side: not only
too many “(redneck) peasants” but also
too many “super-Europeans” have moved
into Sofia. For many non-Sofia natives the
humble Bulgarian capital city had long
been a distant and ideal horizon – the Sign
of the West, the incarnation of culture, civi-
lization, glitter and splendor. Then it hap-
pened that they moved to Sofia and by
necessity started hating the real city. It is
maybe not so bad but being faceless and
neglected, semi-oriental and a-social
indeed, the city has had the misfortune to
betray their utopian expectations. Sooner
or later, after a few years of dramatic coex-
istence, Sofia would destroy their dream
and thus would threaten their very identity-
life in the capital would no longer be a
guarantee by default for their personal
belonging to the ideal West and civilization
as such. Thus the deficiencies of the city
are turning into threats to the individual
and to his/her very identity in its utopian
fundamentals. Inevitably, this breeds con-
vulsive revulsion – you want to rid yourself
of this city; you want to throw up this city
and to forget about it; you want to drown
this city in a deluge of obscenities; you
want to destroy it.

A polis hated by its citizens in a non-politi-
cal but rather irrational, corporeal and spiri-
tual way, has no chance. The hatred and
repulsion of its “citizens” (redneck peas-
ants or super-European alike) is so all
encompassing that it seems to override
rules and regulations; it decomposes any
societal emotion on a molecular level – it
makes it impossible to cultivate a social
sense, a sense of belonging of the citizen
to the city, of the political subject to the
polis. Everybody living in such a city feels

like living there “temporarily” but being
offended “for good”. They want to push the
city away, to fence themselves off the city,
to cough it out together with all the city
people, things, streets and houses.

If the above should take place in a single
text there is not much harm done. But if it
takes place in real life and if it lasts long
enough, at a certain moment the aggres-
sive repulsion acquires not only physiologi-
cal but also visual and even architectural
expression. It flows over into the city itself.
Thus the vicious circle is closed.

In 1878 the city of Sofia was selected to be
the capital of Bulgaria and it had only
twelve-thirteen thousand inhabitants. Today
it has nearly two million. How many of the
current inhabitants of Sofia deep in their
souls are actually living in a village, and
how many – in an imaginary Europe? Two
million inhabitants indiscriminately split as
either rural nostalgic(s) or a-Sofia disap-
pointed dreamers. We can only guess at
how much intolerance and convulsion have
piled up on the streets of this city, how they
have become part of what we are talking
about here – part of the lack of a city face,
of the a-sociality, of the refusal of memory
and of the anti-civic neglect.

Notes

1. Kambourov writes: The most efficient would 
seem to be the radical destruction to the 
ground and the re-construction of the city as a 
modern one without obsessions, claims and 
illusions but without shame, phobia,
or nightmares either…

2. That's the only way I can qualify lines such as 
these: A city of mindless inebriation, of oblivion 
and blindness, of the quotidian trapped in the 
jail of the festive. A city of mould and greenish 
facades, covered in boils and blisters, of roofs 
falling in, of wheezing basements and sturdy 
lichen; a city of bursting clammy carbuncles 
and bloated stucco, of balconies wobbling in 
their iron braces like teeth wobbling in receding 
gums, a city of tumescent decay without 
decadence, of decline without occidental 
declination.
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ÅÓflÌ å‡Ì˜Â‚

ÅÂÁÓ ·‡Á ÌÓ ÚÓ ÚflÎÓ Ë ÙÂÚË¯˙Ú 
Ì‡ ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ

á‡ÔË ÒÍË Ì‡ Â‰ËÌ Ò˙‚Â ÏÂ ÌÂÌ ÒÓÙËÈ ÒÍË ÙÎ‡ Ì¸Ó1

çÂÓ „‡ ÌË˜ ÌÓ ÚÓ Â ÔÓ ·Ë‚ ‚ ‡Á Ô‡ ‰‡ ̆ ‡ Ú‡ ÒÂ Ú˙Í‡Ì Ì‡ ÒÏ˙Ú ÌÓ ÚÓ. íÓ Â ÌÂ‡Á ÎÓ ÊË ÏÓ,
ÛÒÚÓ fl‚‡ ̆ Ó. íÓ Â ·ÂÁ Í‡È ÌÓ. çÂÓ „‡ ÌË˜ ÌÓ ÚÓ Â ÌÓ‚‡ Ú‡ Ú‡Ì ÒˆÂ ‰ÂÌÚ ÌÓÒÚ Ì‡ ÏÓ‰Â ÌÓÒÚ -
Ú‡. çÂÓ „‡ ÌË˜ ÌÓ ÚÓ – ËÁÍÛ ÒÚ‚Â ÌÓ ÚÓ, ÔÎ‡ÒÚ Ï‡ Ò‡ Ú‡, ÒËÌ ÚÂ ÚË˜ ÌËflÚ Ó·ÂÍÚ, ‚Ë ÚÛ ‡Î ÌËflÚ
Ò‚flÚ, ÍÓÁ ÏÂ ÚË Í‡ Ú‡, ÔÎ‡ ÒÚË˜ Ì‡ Ú‡ ıËÛ „Ëfl, ‰Ë„Ë Ú‡Î ÌË ÚÂ Í‡ÏÂ Ë, ÚÂı ÌÓ ÏÛ ÁË Í‡ Ú‡, ·ËÓ -
ÚÂı ÌÓ ÎÓ „Ë Ë ÚÂ, ÍÎÓ ÌËÌ „Ë ÚÂ, Ó·‡Á˙Ú ÓÚ ÂÍÎ‡ Ï‡ Ú‡, ÔÎ‡ Í‡ Ú‡ Ë ·ËÎ ·Ó ‰‡, ÎËˆÂ ÚÓ Ë ÚflÎÓ -
ÚÓ ÓÚ ÂÍ‡ Ì‡, ÔË ÚÂ Ê‡ ‚‡Ú ÌÓ‚‡ ‡Û‡, ÍÓflÚÓ ÔÓ‰ ÏÂ Ìfl ‡Û‡ Ú‡ Ì‡ ÓÚÏË Ì‡ ÎÓ ÚÓ, ËÁÚÎ‡ ÒÍ‡ -
ÌÓ, ÒÌÂÚÓ ·ÓÊÂ ÒÚ‚Â ÌÓ Ò‡Í ‡Î ÌÓ. çÓ‚‡ Ú‡ Ò‡Í ‡Î ÌÓÒÚ Â ÌÂ Ú‡Ì ÒˆÂ ‰ÂÌÚ Ì‡, ‡ ËÏ‡ ÌÂÌÚ -
Ì‡, Úfl Â ÚÛÍ Ë ÒÂ„‡. àÎË Ó˘Â ÔÓ-ÚÓ˜ÌÓ, Úfl Â Ú‡Ì ÒË Ï‡ ÌÂÌÚ Ì‡, Úfl Â Ú‡Ì ÒˆÂÌ ‰ÂÌÚ ÌÓÒÚ ‚
ËÏ‡ ÌÂÌÚ ÌÓÒÚ Ú‡. í‡ÁË Ò˙‚Â ÏÂÌ Ì‡ Ú‡Ì ÒË Ï‡ ÌÂÌÚ ÌÓÒÚ ËÁÎ˙˜ ‚‡ Ò‚Ó ÂÚÓ ÂÚÂ ÌÓ, Ò‚Â ̆ Â -
ÌÓ ÚflÎÓ, ÚflÎÓ Ì‡ Ú‡Ì ÒË Ï‡ ÌÂÌÚ ÌÓ ÚÓ ÏÓ‰ÂÎ ÌÓ ÔË Ò˙ ÒÚ‚ËÂ, ÚÓÂÒÚ ÔË Ò˙ ÒÚ‚ËÂ, ÍÓÂÚÓ ÌË
‰‡‚‡ ÏÓ‰Â ÎË Í‡ÚÓ ‡‚ÚÂÌ ÚË Í‡, Í‡ÚÓ ÚflÎÓ Ì‡ ËÒÚË Ì‡ Ú‡ ÚÛÍ-Ë-ÒÂ„‡. íÓ‚‡ Ë‰Â ‡Î ÌÓ ÚflÎÓ Â
ÌÂÓ „‡ ÌË˜ ÌËflÚ ÙÂÚË¯.

ÖÚÓ Ó·‡ ÁË ÚÂ ÓÚ ·ËÎ ·Ó ‰Ë ÚÂ: ‡Á Í˙ Ò‡ ÎË ‚ËÁÛ‡Î Ì‡ Ú‡ Ú˙Í‡Ì Ì‡ „‡‰‡ Ì‡ Ï˙‰ÓÒÚ Ú‡ (?!),
ÚÂ ÒÍÎ˛˜ ‚‡Ú Ò‚Ófl Ú‡ Ò‡Í ‡Î Ì‡ Ú‡Ì ÒˆÂÌ ‰ÂÌÚ ÌÓÒÚ Ì‡‰ ÔÓ Ù‡Ì ÌÓ ÚÓ, Ó·Ò ̂ ÂÌ ÌÓ ÚÓ, „ÓÁ ÌÓ -
ÚÓ, Ï˙Ò ÌÓ ÚÓ, ÓÚı‚˙ ÎÂ ÌÓ ÚflÎÓ – Ì‡‰ Ó„‡ ÌË Í‡ Ú‡ Ì‡ „‡‰‡. ä‡ÍÚÓ ◊Ë‰ÓÎ˙Ú“ éÎËÏ ÔËfl Ì‡
å‡ÌÂ (◊éÎËÏ ÔËfl Â ÒÍ‡Ì ‰‡Î, Ë‰ÓÎ“, ÔË¯Â èÓÎ Ç‡ÎÂ Ë), ÚÂ Ò‡ ËÌ‰Ë ÙÂ ÂÌÚ ÌË: ÂÚÓ „Ë
ÏÓÏË ̃ Â Ú‡ Ú‡ Ì‡ Sisley, ÔÓ„˙Î Ì‡ ÚË Â‰ÌÓ ÓÚ ‰Û„Ó, ÓÚ Í˙ ‚‡ ‚‡ Ú‡ ÒËÌ ÚÂ ÚË˜ Ì‡ ÔÎ˙Ú Ì‡ ÛÒÚ ÌË -
ÚÂ ÒË, ÂÚÓ Ò‡‰Ó Ï‡ ÁÓ ıË ÒÚÍË ÚÂ Ì‡ ‚Ó‰Í‡ ◊ÖÍÒÚ‡Á“, Á‡ÒÚË Ì‡ ÎË ‚ ÂÍÒÚ‡ ÚË˜ ÌËfl ÏË„ Ì‡ ‚Ó‡È -
ÓËÒÚ ÍÓ-ÂÍÒ ıË ·Ë ̂ Ë Ó ÌË ÒÚË˜ ÌÓ ÚÓ ÒË Û‰Ó ‚ÓÎ ÒÚ‚ËÂ, ÂÚÓ ·ÂÁ ÎË Í‡ Ú‡ ÔÎ˙Ú ‚ ÂÍÎ‡ Ï‡ Ú‡ Ì‡
‚Ó‰Í‡ ◊îÎËÚ“. íÂÁË ÔË ÁË‚ ÌË, ◊ÂÍÎ‡ ÏÌË“ ÚÂÎ‡ ‚Ò˙ ̆ ÌÓÒÚ ÌÂ ÁÓ‚‡Ú Í˙Ï ÌË˘Ó, Úflı Ì‡ Ú‡
‚˙ ÁÍ‡ Ò ‚Òfl Í‡Í ̇ ‚ ÂÙÂ ÂÌÚ-Ó·ÂÍÚ Â ‡‰Ë Í‡Î ÌÓ ÔÂÍ ̇ Ò Ì‡ Ú‡. çÓ Úflı Ì‡ Ú‡ ÏÓ˘ – Ò‡Í ‡Î -
Ì‡ ÏÓ˘ – Â ËÏÂÌ ÌÓ ‚ Ú‡ÁË ‡‰Ë Í‡Î Ì‡ ÔÂÍ ̇ Ò Ì‡ ÚÓÒÚ, ÍÓflÚÓ fl‚ÌÓ Úfl· ‚‡ ‰‡ ÒË„ Ì‡ ÎË ÁË ‡
Úflı Ì‡ Ú‡ Ò‡Í ‡Î ÌÓÒÚ, Úflı Ì‡ Ú‡ Ú‡Ì ÒˆÂÌ ‰ÂÌÚ ÌÓÒÚ ‚ ËÏ‡ ÌÂÌÚ ÌÓÒÚ Ú‡. íÂ Ò‡ ‡‰Ë Í‡Î ÌÓ
ÓÚÍ˙Ò Ì‡ ÚË ÓÚ Í‡È ÌË ÚÂ, ÒÏ˙Ú ÌË ÚÂÎ‡ ‰ÓÎÛ, ÓÚ Ô‡ ıÓ Îfl Í‡, ‡Á ·Ë ÚË ÚÂ ÚÓ ÚÓ ‡ Ë Ò ˙Ê -
‰flÒ ‚‡ ̆ Ë ‚˙ıÛ Úflı ‡‚ÚÓ ÏÓ ·Ë ÎË, ÓÚ ·ÂÌ ÁË ÌÓ ‚Ë ÚÂ ËÁÔ‡ Â ÌËfl Ë ÏË‡Á ÏË ÚÂ, ÓÚ ËÁÚÓ ̆ Â ÌË ÚÂ,
ÓÚÛ ‰Â ÌË, ÔÂ ‚Ë ÚË ÓÚ ÒÚ‡ ÓÒÚ Ú‡ ÚÂÎ‡, ÓÚ ÚÂÎ‡ Ú‡-ÒÚÓÍ‡, ÔÂ Ï‡Á ‚‡ ÌË ÓÚ ‡‚ÚÓ ÏÓ ·Ë ÎË ÚÂÎ‡,
˜ËËÚÓ ¯ÓÙ¸Ó Ë, Ù‡ÒˆË ÌË ‡ ÌË ÓÚ ÙÂÚË ̄ ‡ Ì‡ ·ËÎ ·Ó ‰‡, Ò‡ Á‡„Û ·Ë ÎË ÓË ÂÌ Ú‡ ̂ Ëfl Ì‡
‚ÓÎ‡ Ì‡ – ÔÓÚÌË, ‚ÏË Ë Ò‡ ÌË, ‚ÛÎ „‡ ÌÓ Ì‡Ô‡ Ù˛ ÏË ‡ ÌË ÚÂÎ‡, ·ÂÁ ÎË˜ ÌË ÚÂÎ‡, Ì‡Ú ‡Ô ̃ Ë -
‚Ë ÚÂÎ‡, ÌÂÁ‡ ‰Ó ‚Ó ÎÂ ÌË ÚÂÎ‡, ÓÚ˜‡fl ÌË ÚÂÎ‡, ÓÚ˜‡È ‚‡ ̆ Ë ÚÂÎ‡, ˜Ó‚Â¯ ÍË ÚÂÎ‡ Ë ÌÂ˜Ó ‚Â¯ ÍË
ÚÂÎ‡, ÚÂÎ‡ Ì‡ Á‡‰Û ı‡, Ì‡ ÌÂ‰Ó ÒÚË „‡ ̆ Ëfl ‚˙Á‰Ûı, Ì‡ ÍÎ‡Û ÒÚÓ ÙÓ ·Ëfl Ú‡, Ì‡ Ô˙Î Ì‡ Ú‡ ÓÚÔÛ -
ÒÌ‡ ÚÓÒÚ, Ì‡ ·Û Ú‡Î Ì‡ Ú‡ ‡„Â ÒËfl, Ì‡ ÌÂÔÓ ÌÓ ÒË ÏÓÒÚ Ú‡, Ì‡ ÌÂ‚˙ ÁÏÛ ÚË ÏÓÒÚ Ú‡, Ì‡ ·ÂÒ‡, Ì‡
ÎÂÌÓÒÚ Ú‡, Ì‡ ‡Ô‡ ÚËfl Ú‡, Ì‡ ‡‰ÓÒÚ Ú‡, Ì‡ ÊË‚Ó Ú‡ Ë ÒÏ˙Ú Ú‡, ‚ „‡‰‡ Ì‡ Ï˙‰ÓÒÚ Ú‡. Ç Ò‡Í -
‡Î ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ·ËÎ ·Ó ‰‡ ÌflÏ‡Ú ÏflÒÚÓ Ë ÚÂÎ‡ Ú‡, ÛÒÚÂ ÏÂ ÌË ‚ ·ÂÁ ÏË ÒÎÂ ÌÓ Ë
Ù‡ÒˆË ÌË ‡ ÌÓ ÔÓ‰‡ Ê‡ ÌËÂ Ì‡ ÌÂ‰Ó ÒÚË ÊË ÏËfl ÙÂÚË¯ – ÒÚÂ„ Ì‡ ÚË ‚ ÌÂ„Ó ‚Ë ÚÂ ÛÌË-ÙÓÏË.
çÂÓ „‡ ÌË˜ ÌËflÚ ÙÂÚË¯ Â ·ÂÁ ‡Á ÎË ̃ ÂÌ Í˙Ï ÔÓ Ù‡Ì ÌÓ ÚÓ, Ú˙Î Ôfl ̆ Ó ÒÂ ÔÓ‰ ÌÂ„Ó.

ÅÂÁ ‡Á ÎË ̃ ÂÌ Ë ÓÚÍ˙Ò Ì‡Ú, ÌÓ Ò˙˘Ó Ú‡Í‡ ÏÓ‰ÂÎ, ÌÂÓ „‡ ÌË˜ ÌËflÚ ÙÂÚË¯ Ì‡Î‡ „‡ ÌÓÏ‡, ÚÓÈ
Ù‡ÒˆË ÌË ‡; ÌÓ Ï‡ Ú‡ Â ÒÎÂ‰ ‚‡ Ì‡ ÒÎflÔÓ, Í‡ÚÓ ‚ Ú‡ÌÒ: ÚÂÎ‡ Ú‡ ËÁÎË Á‡Ú ÓÚ ÒÂ·Â ÒË, Á‡ ‰‡
ÒÂ ÓÚ‰‡ ‰‡Ú Ì‡ Ò‡Í ‡Î ÌÓÒÚ Ú‡, ÍÓflÚÓ ˘Â „Ë „‡‡Ì ÚË ‡ ‚ ÛÊ‡ Òfl ‚‡ ̆ ‡ Ú‡ ËÏ Ë ÌÂÏË ÒÎË Ï‡
Í‡È ÌÓÒÚ, ÍÓflÚÓ ˘Â ËÏ ‰‡‰Â ÙÓ Ï‡ Ú‡ Ì‡ ·ÂÁ ÒÏ˙ ÚËÂ ÚÛÍ Ë ÒÂ„‡. çÓ Ú‡ÁË ÌÓÏ‡ Â
ÂÒÚË ÍÚË‚ Ì‡, ÂÔÂ ÒË‚ Ì‡, ‡ÍÓ ÌÂ Ë Ù‡¯Ë ÁÓË‰ Ì‡ ‚ Ò‚Ó ÂÚÓ ‰ÂÈ ÒÚ‚ËÂ. ëÎÂ ‰Ó ‚‡ ÚÂÎ ÌÓ
ÙÂÚË¯˙Ú Â ÒÍ‡Ì ‰‡ ÎÂÌ ÌÂ Ò‡ÏÓ Ë ÚÓÎ ÍÓ ‚‡ Ò˙Ò Ò‚Ófl Ú‡ Ú‡ÌÒ „Â ÒË‚ ÌÓÒÚ, ÍÓÎ ÍÓ ÚÓ Ò˙Ò Ò‚Ófl -
Ú‡ ÌÓ Ï‡ ÚË‚ ÌÓÒÚ, Ò ÊÂÒÚÓ Í‡ Ú‡ Ë ·ÂÁ‡Î ÚÂ Ì‡ ÚË‚ Ì‡ ÛÌË ÙÓ ÏÂ ÌÓÒÚ, ÍÓflÚÓ ÔÂ‰ Î‡ „‡ Ë
Ì‡Î‡ „‡. á‡ı ‚˙ ÎÂ ÌË Ì‡ ÌÂÒ ÍÓÌ ̃ ‡ Â ÏËfl Î‡ÒÍ‡‚ ‡‰ Ì‡ ÍÓÁ ÏÂ ÚË Í‡ Ú‡ Ë ‚ÎÛ ‰fl ‚‡ ̆ ‡ Ú‡ ÂÍÒÚ‡ ÚË -
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Boyan Manchev

The Disfigured Body 
and the Fetish of the Inorganic

Notes by a contemporary flâneur from Sofia1

The inorganic is a rupture in the decaying tissue of the mortal. It does not decompose, it
is resistant. It is infinite. The inorganic is the new transcendence of modernity. The inor-
ganic – the artificial, the plastic, the synthetic object, virtual reality, cosmetics, plastic sur-
gery, digital cameras, electronic music, biotechnologies, cloning, the images of advertis-
ing, of the poster and the billboard, the face and body on the screen, they all possess a
new aura that replaces the aura of the past, which is sublated, the divine sacred is oust-
ed. The new sacredness isn't transcendent, it is immanent, it is here and now. Or, more
precisely, it is trans-immanent, it is the transcendent in the immanent. This contemporary
trans-immanence constructs its ethereal, sacred body, the body of the trans-immanent
presence – in other words, it is a presence offering models as the authentic, as a body of
the truth here-and-now. This ideal body is the inorganic fetish.

Think of the images from the screens, from magazines and billboards: they encircle their
sacred transcendence above the profane, the obscene, the ugly, the dirty, the rejected
body – above the organics of the city. Like Manet's “idol” Olympia (“Olympia is a scandal,
and idol”, Paul Valéry writes), they are indifferent, entirely absorbed by their synthetic
flesh: here are the Sisley girls absorbed by one another, by the bloody synthetic flesh of
their lips, here are the sado-masochistic females of Xtasy Vodka, caught in the ecstatic
moment of their voyeuristic- exhibitionist pleasure, here is the impersonal flesh in the
advertisement of Flirt Vodka. In fact, those appealing advertising bodies aren't appealing
for or against anything; their link with any object of reference is radically broken. But their
power – a sacred power – lies precisely in this radical break which is apparently supposed
to signify their sacredness, their transcendence in the immanent. They are radically sepa-
rated from the mortal bodies below them, from the dust and petrol vapors, from the
exhausted, withered bodies, from the commodified bodies, unsatisfied bodies, bodies in
need, bodies in pain, desperate bodies, sweltering bodies, human bodies and inhuman
bodies, bodies of insufficient air, of claustrophobia, of inertia, of shivering activity, of indif-
ference, of care, of sloth, of apathy, of passion, of joy, of life and death. In the sacred
space of the billboard there is no room for bodies striving for senseless and fascinated
imitation of the fetish beyond reach, bound by its uni-forms. The inorganic fetish is indiffer-
ent to the profane crowds milling down below.

Indifferent and separated, yet also a model, the inorganic fetish imposes a norm, it fasci-
nates; the norm is followed blindly as in a trance: the bodies go out of themselves in order
to surrender to the sacredness which will guarantee them in their terrifying and base fini-
tude, which will give them the form of immortality here and now.  But this norm is restric-
tive, repressive in its action. Therefore, the fetish is scandalous not only because of its
transgressiveness but much more because of its normativity, its cruel and inevitable uni-
formity which offers and imposes. Abandoned to the endless and endearing hell of cos-
metics and the maddening ecstatic of diets and bodybuilding – fixations reinforcing the
sublimate aura of the fetish – these bodies scrape off themselves the saw-dust, the imper-
fections of organics, the flesh of the living.

* * *
Why do we talk about an inorganic fetish? Is this not an invasion of the body, an ecstatic
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Í‡ Ì‡ ‰ËÂ ÚË ÚÂ – ÙËÍ Ò‡ ̂ ËË, ÔÓ‰ ÒËÎ ‚‡ ̆ Ë ÒÛ·ÎË Ï‡ ̂ ËÓÌ Ì‡ Ú‡ ‡Û‡ Ì‡ ÙÂÚË ̄ ‡, ÚÂÁË ÚÂÎ‡ ÒÂ
ÓÒÚ˙ „‚‡Ú ÓÚ ÒÚ˙ „Ó ÚË ÌË ÚÂ, ÓÚ ÌÂÒ˙ ‚˙ ̄ ÂÌ ÒÚ‚‡ Ú‡ Ì‡ Ó„‡ ÌË Í‡ Ú‡, ÓÚ ÔÎ˙Ú Ú‡ Ì‡ ÊË‚Ó ÚÓ.

* * *
á‡˘Ó „Ó‚Ó ËÏ Á‡ ÌÂÓ „‡ ÌË ̃ ÂÌ ÙÂÚË¯? çÂ Â ÎË ÚÓ‚‡ Â‰ÌÓ Ì‡¯Â ÒÚ‚ËÂ Ì‡ ÚflÎÓ ÚÓ, ÂÍÒÚ‡ -
ÚË˜ ÌÓ ÓÚÂ ÎÂ Òfl ‚‡ ÌÂ Ì‡ Ò‚ÂÚ‡ ÒÎÂ‰ ‚ÂÍÓ‚ Ì‡ Ú‡ ÔÓ‰ ̃ Ë ÌÂ ÌÓÒÚ Ì‡ ÎÓ„Ó Ò‡, ÂÁËÍ‡, Ë‰Âfl Ú‡?

ç‡ ‚ÒË˜ ÍË ‰ÌÂÒ ÌË Â ÓÏ˙ ÁÌ‡ Î‡, ÔÓÌÂ ‚ ÌflÍ‡Í ‚‡ ÒÚÂ ÔÂÌ, ÌÂÓ ÎË ·Â ‡Î Ì‡ Ú‡ ÂÚÓ Ë Í‡
Á‡ „ÎÓ ·‡ ÎË Á‡ ̂ Ëfl Ú‡ Ì‡ Ò‚ÂÚ‡, Á‡ ÙÎÛË‰ ÌÓÒÚ Ú‡ Ì‡ ÒÚÓ ÍË ÚÂ, ÒËÏ ‚Ó ÎË ÚÂ, Í‡ÔË Ú‡ ÎË ÚÂ Ë
ˆÂÌ ÌÓ ÒÚË ÚÂ – ÂÚÓ Ë Í‡, ÍÓflÚÓ ÌË Ò˙Á‰‡ ‚‡ ˜Û‚ ÒÚ‚Ó ÚÓ, ˜Â ÊË‚Â ÂÏ ‚ Â‰ËÌ ÚÂı ÌË ̃ Â ÒÍË
ÛÌË ‚Â Ò‡ ÎË ÁË ‡Ì, „ÎÓ ·‡ ÎÂÌ Ò‚flÚ. Ç Ò˙˘Ó ÚÓ ‚ÂÏÂ ‚ËÊ ‰‡ ÏÂ, ˜Â ÚÓÁË Ò‚flÚ ÒÚ‡‚‡ ‚ÒÂ
ÔÓ-Ù‡„ ÏÂÌ Ú‡ ÂÌ, ‚ÒÂ ÔÓ-‡Á Ô‡ ‰‡˘ ÒÂ Ì‡ Ï‡ÎÍË Ô‡ ̃ Â Ú‡, ÍÓËÚÓ ÒÚ‡ ‚‡Ú ‚ÒÂ ÔÓ-
ÌÂÒ‚Ó ‰Ë ÏË Â‰ÌÓ Í˙Ï ‰Û„Ó Ë Ó˜Â ‚Ë‰ ÌÓ ‚ Úflı ‡·Ó ÚflÚ ÌÂ ÔÓ ÒÚÓ ‡Á ÎË˜ ÌË ÍÓ‰Ó ‚Â Ë
ÂÁËˆË, ‡, ·Ëı Í‡Á‡Î ‰ÓË, ‡Á ÎË˜ ÌË Û‰Ë ÏÂÌ ÚË Ì‡ ÂÁËˆË, Û‰Ë ÏÂÌ ÚË Ì‡ ÍÛÎÚÛ ÌË
ÍÓ‰Ó ‚Â, ÍÓËÚÓ ˜ÂÒÚÓ ÒÂ Ò˙˜Â Ú‡ ‚‡Ú ‚  ˜Û‰Ó ‚Ë˘ ÌË ‡Ï‡Î „‡ ÏË. éÚ Ú‡ÁË „ÎÂ ‰Ì‡ ÚÓ˜Í‡
Í‡ÚÓ ˜Â ÎË Â‰ËÌ ÒÚ‚Â ÌËflÚ Ì‡ÎË ̃ ÂÌ Ó·˘ ÁÌ‡ ÏÂ Ì‡ ÚÂÎ, „ÎÓ ·‡ ÎÂÌ Ó·˘ ÁÌ‡ ÏÂ Ì‡ ÚÂÎ Ì‡
‡Á ÎË˜ ÌË ÚÂ ˆÂÌ ÌÓÒÚ ÌË ‰ËÒ ÍÛ ÒË ÓÒÚ‡ ‚‡ ÚflÎÓ ÚÓ, Ë Ì‡ Ô˙‚Ó ÏflÒÚÓ, ‡Á ·Ë ‡ ÒÂ,
˜Ó‚Â¯ ÍÓ ÚÓ ÚflÎÓ. íÓ ËÁ„ÎÂÊ ‰‡ Â ÔËÂ Ï‡ ÌÓ ËÌÚÛ ËÚË‚ ÌÓ Í‡ÚÓ ‚˙ÁÏÓ ÊÂÌ, ‰ÓÒÚ˙ ÔÂÌ Ó·˘
ÍÛÎÚÛ ÂÌ ÁÌ‡ ÏÂ Ì‡ ÚÂÎ ‚ Â‰ËÌ ÔÂ‰ ÔÓ Î‡ „‡ ÂÏ „ÎÓ ·‡ ÎË ÁË ‡˘ ÒÂ Ò‚flÚ.

í‡Í‡ ÚflÎÓ ÚÓ ÒÚ‡‚‡ Ë „ÎÓ ·‡Î Ì‡ ÒÚÓÍ‡. çÓ ÚflÎÓ ÎË Â Ó·‡Á˙Ú, ‚Îfl Á˙Î ‚ ÂÍÒˆÂ ÒË‚ ÌËfl ÒËÏ -
‚Ó ÎÂÌ Ó·ÏÂÌ Ì‡ Í‡ÔË Ú‡ Î‡? ÑÌÂ¯ ÌËflÚ ÚÂı ÌÓ ÎÓ „Ë ̃ ÂÌ Í‡ÔË Ú‡ ÎËÁ˙Ï Ò˙Á‰‡ ‚‡ Ë ÔÓ ‰‡ ‚‡
Ó·‡ Á‡ Ì‡ ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ ÚflÎÓ, ÚflÎÓ, ÍÓÂÚÓ ‚ÒÂ ÔÓ‚Â ̃ Â ÒÂ ÓÚÍ˙Ò ‚‡ ÓÚ Ó„‡ ÌË Í‡ Ú‡ Ë ‚ÒÂ
ÔÓ‚Â ̃ Â ÒÂ Ò‚ÂÊ ‰‡ ‰Ó Ò‚ÓË ÚÂ ÔÓ ÚÂ ÁË, ·ËÎË ÚÂ ·ËÚÓ ‚Ë, ÏÂ‰Ë ̂ ËÌ ÒÍË, ÍÓÁ ÏÂ ÚË˜ ÌË, ÚÂı ÌÓ -
ÎÓ „Ë˜ ÌË ËÎË ÒÓˆË‡Î ÌË. Ç „‡‰‡ ëÓÙËfl ÒÏÂ Á‡Ó ·Ë ÍÓ ÎÂ ÌË ÓÚ Ó·‡ ÁË ÚÂ Ì‡ ÚÂÁË ÒËÌ ÚÂ ÚË˜ -
ÌË ÚÂÎ‡: ÂÚÓ „Ë Ó„ÓÏ ÌË ÚÂ ·ËÎ ·Ó ‰Ó ‚Â, ÍÓËÚÓ ÒÚÓflÚ Ì‡‚ Òfl Í˙ ‰Â, Á‡Ô˙Î ‚‡Ú ‚˙Á‰Û ı‡ Ì‡
„‡‰‡ Ë Ú‡Ì ÒÙÓ ÏË ‡Ú ÊËÁ ÌÂ ÌÓ ÚÓ ÏÛ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‚ Ó„Ó ÏÂÌ ÂÍ‡Ì, ÂÍ‡Ì, ÓÚ ÍÓÈÚÓ
Î˙˜Ë Úflı Ì‡ Ú‡ Ò‡Í ‡Î Ì‡ ‡Û‡. (Ç ÒÍÓ·‡: ÔÓÌfl ÚËÂ ÚÓ Á‡ ÌÂÓ „‡ ÌË˜ ÌÓ, ‚˙‚ ‚˙ ÁÍ‡ Ò ÔÓÌfl -
ÚËÂ ÚÓ Á‡ ÙÂÚË ̄ ËÁ˙Ï, ÍÓËÚÓ Ò‡ ËÁÔÓÎ Á‚‡ ÌË ÚÛÍ, Ò‡ ·ÎËÁ ÍË ‰Ó ‚˙‚Â ‰Â ÌË ÚÂ ÓÚ Ç‡Î ÚÂ
ÅÂÌfl ÏËÌ Ó˘Â ÏÂÊ‰Û ‰‚ÂÚÂ Ò‚Â ÚÓ‚ ÌË ‚ÓÈÌË ‚ ◊è‡ËÊ, ÒÚÓ ÎË ̂ ‡ Ì‡ XIX ÒÚÓ ÎÂ ÚËÂ“).

çÂÓ „‡ ÌË˜ ÌËflÚ ÙÂÚË¯ ÌÂ Â ÚflÎÓ ËÎË Ó·‡Á Ì‡ ÚflÎÓ: ÚÓÈ Â ËÏÂÌ ÌÓ ÙÂÚË¯, Ò‡Í ‡Î ÌÓ
ÔË Ò˙ ÒÚ‚ËÂ, ÍÓÂÚÓ ÌÂ Ò‚Ë ‰Â ÚÂÎ ÒÚ‚‡ Á‡ ÌËÍ‡ Í‡ ‚Ó ÓÚÒ˙ ÒÚ‚ËÂ. íÓÈ Â Ò‡ÏÓ ‰Ó ÒÚ‡Ú˙ ̃ Ì‡
Ì‡ÎË˜ ÌÓÒÚ, ÂÔË Ù‡ ÌËfl Ì‡ Ò‡ÏËfl ÒÂ·Â ÒË.

* * *
çeÓÚ ‰‡‚ Ì‡ è‡ÚËÍ ã¸‰ ãÂ, ‰ËÂÍ ÚÓ  Ì‡ Â‰ËÌ ÓÚ Ì‡È-„ÓÎÂ ÏË ÚÂ ÙÂÌ ÒÍË ÚÂÎÂ ‚Ë ÁËÓÌ ÌË
Í‡Ì‡ ÎË íF 1, Á‡fl‚Ë: ◊ç‡¯Ë ÚÂ ÔÂ ‰‡ ‚‡ ÌËfl ËÏ‡Ú Á‡ ˆÂÎ ‰‡ Ì‡Ô‡ ‚flÚ ÏÓÁ˙ Í‡ ‰ÓÒÚ˙ ÔÂÌ
(…) íÓ‚‡, ÍÓÂÚÓ ÔÓ ‰‡ ‚‡ ÏÂ Ì‡ äÓÍ‡-äÓÎ‡, Â ‚Â ÏÂ ÚÓ Ì‡ ÓÚ‚Ó Â ÌËfl Á‡ ‰ÓÒÚ˙Ô ˜Ó‚Â¯ -
ÍËfl ÏÓÁ˙Í.“2 å‡ÎÍÓ ÔÓ-Í˙ÒÌÓ, ‚ ‡Ï ÍË ÚÂ Ì‡ ÔÓÒÎÂ‰ Ì‡ Ú‡ ÔÛ·ÎË˜ Ì‡ ‰ËÒ ÍÛ ÒËfl ÔÂÁ
ÌÓÂÏ ‚Ë 2004, Ó„‡ ÌË ÁË ‡ Ì‡ ÓÚ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡, ÏÂ‰ËÈ ÌËflÚ ÚÂÓ Â ÚËÍ ÉÂÓ „Ë
ãÓÁ‡ ÌÓ‚ Ò‡‚ ÌË ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡ Ì‡ „‡‰‡ Ò ÏÂ‰Ëfl, ‚ ÌflÍ‡Í ̇ ‚ ÒÏË Ò˙Î – Ò ÚÂÎÂ ‚Ë -
ÁËfl. çÂÁ‡ ‚Ë ÒË ÏÓ ‰‡ÎË „Ë ÔËÂ Ï‡Ï ËÎË ÌÂ, ÌÂ ÏÓ„‡ ‰‡ ÌÂ ÔËÁ Ì‡fl, ˜Â Ë ‰‚ÂÚÂ Ú‚˙ ‰Â -
ÌËfl Ò‡ insightful ÔÓ ÓÚÌÓ ̄ Â ÌËÂ Ì‡ ‡‰Ë Í‡Î Ì‡ Ú‡, ‚ ÌflÍ‡Í ̇ ‚ ÒÏË Ò˙Î ÒÛ· ÒÚ‡Ì ̂ Ë‡Î Ì‡
Ú‡Ì ÒÙÓ Ï‡ ̂ Ëfl Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ‚ ˜ËÈÚÓ ÏÓÏÂÌÚ ÒÂ Ì‡ÏË ‡ ÏÂ. ëÚÛ ‚‡
ÏË ÒÂ, ˜Â ÚÂı ÌËflÚ insight ÒÚ‡‚‡ ÓÒÓ ·Â ÌÓ ÓÚ˜ÂÚ ÎË‚ ‡ÍÓ „Ë ÔÓ ÂÍ ÚË ‡ ÏÂ Â‰ÌÓ ‚˙ıÛ
‰Û„Ó, Ú‡Í‡ ˜Â Í‡ÚÓ ÂÁÛÎ Ú‡Ú ÔÓÎÛ ̃ ËÏ Ú‚˙ ‰Â ÌËÂ ÚÓ ◊„‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‰ÌÂÒ ÒÂ
ÔÂ‚ ˙ ̆ ‡ (ÍÎÓÌË ‰‡ ÒÂ ÔÂ ‚˙ ÌÂ) ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÍÓÂÚÓ ÓÒË„Û fl ‚‡ (ÚÓÚ‡Î Ì‡?)
‰ÓÒÚ˙Ô ÌÓÒÚ Ì‡ ◊Ò˙ÁÌ‡ ÌËÂ ÚÓ“ Ì‡ Ó·Ë Ú‡ ÚÂ ÎË ÚÂ ÒË“. çÂ ·Ëı ËÒÍ‡Î ÓÚ ÚÓ‚‡ Ú‚˙ ‰Â ÌËÂ ‰‡
ÒÂ Ô‡‚Ë Â‚ÚË Ì‡ ÔÓ Ô‡ „‡Ì ‰‡ ÒÂ˘Û ‡„Â ÒËfl Ú‡ Ì‡ Ò˙‚Â ÏÂÌ ÌËfl ◊ÚÂı ÌÓ ÎÓ „Ë ̃ ÂÌ“ Í‡ÔË -
Ú‡ ÎËÁ˙Ï, ‚˙ÔÂ ÍË ˜Â Ò˙ÔÓ ÚË ‚‡ Ú‡ ÒÂ˘Û ÌÂ„Ó ‚Ë ÚÂ ÔÓ ÚÂ Ë˜ ÌË ÙÓÏË Â ‚ÒÂ ÔÓ-Ì‡ÎÂ Ê‡ -
˘‡. èÓ-ÒÍÓÓ ·Ëı „Ó ËÁÔÓÎ Á‚‡Î Á‡ ÓÚÔ‡‚ Ì‡ ÚÓ˜Í‡ Ì‡ Â‰ËÌ ÍË ÚË ̃ ÂÌ ‡Ì‡ ÎËÁ, Ò ÍÓÈÚÓ
‰‡ ÒÂ ÓÔË Ú‡Ï ‰‡ ı‚˙ Îfl ËÁ‚ÂÒÚ Ì‡ Ò‚ÂÚ ÎË Ì‡ ‚˙ıÛ ‚˙ÔÓÒ Ì‡ Ú‡ ‡‰Ë Í‡Î Ì‡ Ú‡Ì ÒÙÓ -
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“fleshening” of the world after an age-long subordination to the logos, to Spirit, to lan-
guage, to ideas?

Nowadays we all are, at least to some extent, tired of the neo-liberal rhetoric about the
globalization of the world, about the fluidity of commodities, symbols, capitals and values
– a rhetoric which creates the sense that we are living in a technically universalized, global
world. At the same time, we can see that this world is becoming more and more fragmen-
tary, disintegrating into small pieces that are less and less compatible with one another,
and it is quite obvious that not only do different codes and languages operate in them, but
even, I would say, different rudiments of languages, rudiments of cultural codes, which
often combine to form monstrous amalgams. From this perspective, it seems that the only
common denominator left – a global common denominator – is the body and, first and
foremost, the human body. It seems that the body is intuitively assumed to be or pro-
posed as a possible, accessible and common cultural denominator in a presumably glob-
alised world.

In this way, the body also becomes a global commodity. But is the image that has been
incorporated into the excessive symbolic exchange of capital, a body? Indeed, today's
technological capitalism is creating and selling a particular idea and image of a body: the
image of the inorganic body, a body which is increasingly breaking away from organics
and is increasingly related to some kind of “prostheses” – be they medical, cosmetic,
technological, social, or “prostheses” for everyday use. It is as if body is becoming a
number of practices for reducing organics, for producing an inorganic body. One may say
that these images of the inorganic body, the bodiless aura of the inorganic, are becoming
the main commodity of the new “fluid” capitalism of today (sometimes I also call it “per-
verted” capitalism). Indeed, commodity isn't the best term: these images are the magic
bodiless presence through which the matter-“commodity” appears as a form of life. In the
city of Sofia we are surrounded by the images of these synthetic bodies: here are the
enormous billboards, which are everywhere, filling the air of the city and transforming its
living environment in a giant screen, a screen that emits their sacred aura.

Ultimately, the inorganic fetish isn't an image of a body: it is precisely a fetish, a sacred
presence that doesn't signify an absence. It is a self-sufficient availability, an epiphany
of itself.

* * *
Recently, Patrick Le Lay, the director of the French TV channel TF 1, stated that “Our pro-
grammes aim at making the brain more accessible (…) What we sell to Coca Cola is the
time when the human brain is accessible.”2 Later, in the context of the last public debate
organised by the Visual Seminar in November 2004, the media theorist Georgi Lozanov
compared the visual environment of the city with a media, with a television in some sense.
Regardless of whether I agree or not, I cannot but admit that both statements are insight-
ful with regard to the radical and in a sense substantial transformation of the public space
that we are witnessing. It seems to me that their insight is especially poignant if we project
them onto each other and as a result we get the statement “The urban space nowadays is
turning into (or tends to turn into) a space that ensures a (total?) accessibility to the “con-
science” of its inhabitants”. I would not want this statement to produce cheap propaganda
against the aggression of contemporary “technological” capitalism, although a resistance
against its proteic forms is more and more necessary. I would rather use it as a point of
departure for a critical analysis with which I would try to shed some light on the above rad-
ical transformation, which concerns the very structure of the public space and therefore
the space of the city; let me describe it as the turning of the public space in a new media
space, in a giant media screen.
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Ï‡ ̂ Ëfl, Á‡Òfl „‡ ̆ ‡ Ò‡Ï‡ Ú‡ ÒÚÛÍ ÚÛ ‡ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ë ÒÎÂ ‰Ó ‚‡ ÚÂÎ ÌÓ Ì‡
ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ì‡ „‡‰‡. çÂÍ‡ fl ÓÔË¯‡ ‚ Â‰Ì‡ Ù‡Á‡ Ú‡Í‡: ÔÂ‚ ˙ ̆ ‡ ÌÂ ÚÓ Ì‡ ÔÛ·ÎË˜ -
ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‚ ◊ÌÓ‚Ó ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó“, ‚ Ó„Ó ÏÂÌ ÏÂ‰Ë ÂÌ ÂÍ‡Ì.

çÓ‚Ó ÚÓ ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÔÂ ‰Ó ÒÚ‡ ‚fl (ËÎË Ï‡ÒÍË ‡) ‡·ÒÚ‡ÍÚ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó
Ì‡ ÔÛ·ÎË˜ ÌÓÒÚ Ú‡ Í‡ÚÓ Ì‡ÎË˜ ÌÓÒÚ, Í‡ÚÓ ÔË-Ò‚ÓË Ï‡ Ë Û-Ò‚ÓË Ï‡ Ì‡ÎË˜ ÌÓÒÚ, ËÎË, Ò ‰Û„Ë
‰ÛÏË, Í‡ÚÓ ˜‡ÒÚ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó – ˜‡ÒÚ ÌÓ-ÒÓ· ÒÚ‚Â ÌË ̃ Â ÒÍÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÔÓ‰ ‚Î‡ ÒÚÌÓ
Ì‡ ÍÓÌ ÚÓ Î‡ Ì‡ ÔË ‚Ë ÎÂ „Ë Ó ‚‡ ÌËfl ˜‡ÒÚÂÌ ‰ÓÒÚ˙Ô. éÚ Ú‡ÁË „ÎÂ ‰Ì‡ ÚÓ˜Í‡ ÌÓ‚Ó ÚÓ ÏÂ‰ËÈ -
ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÔË ‚Ë‰ ÌÓ Ï‡ÚÂ Ë‡ ÎË ÁË ‡ Ë ÎÓÍ‡ ÎË ÁË ‡ „ÎÓ ·‡Î ÌÓ ÚÓ ÔÛ·ÎË˜ ÌÓ ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó Ë ÂÔÓ ‰Û ̂ Ë ‡ ÏÂ Ê‡ Ú‡ Ì‡ ÍÓÌ ÒÚË ÚÛË ‡ ̆ Ë ÚÂ „Ó ÔÓÚÂÌ ̂ Ë‡Î ÌË ‚˙ ÁÍË. Ç ‰ÂÈ -
ÒÚ‚Ë ÚÂÎ ÌÓÒÚ ÌÂ„Ó ‚Ó ÚÓ ◊‚Ë ÚÛ ‡Î ÌÓ“ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ·ÂÁ ÒÔÓ ÌÓ ÏÓ‰Ë ÙË ̂ Ë ‡ ÒÚÛÍ ÚÛ ‡ Ú‡
Ì‡ ÔÛ·ÎË˜ ÌÓÒÚ Ú‡, fl‚fl‚‡ÈÍË ÒÂ ÌÂËÌ ÁÌ‡ ̃ ËÏ ÂÎÂ ÏÂÌÚ, ÍÓÈÚÓ Ò˙˘Â ‚Â ÏÂÌ ÌÓ ÔÂ‰ Î‡ „‡
Ò˙˘ÌÓÒÚ ÌÓ Ú‡Ì ÒÙÓ ÏË ‡ Ì‡ ‚Â ÒËfl Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Í‡ÚÓ ˆflÎÓ. ç‡ Ô˙‚Ó
ÏflÒÚÓ ÌÓ‚Ó ÚÓ ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ◊ÓÔÓ ‚˙ ıÌÓ ÒÚfl ‚‡“ ÛÌË ‚Â Ò‡Î Ì‡ Ú‡ ÏÂÊ‡ Ì‡
ÔÛ·ÎË˜ ÌÓÒÚ Ú‡, Ò‚ÂÊ ‰‡È ÍË fl ‰Ó ‰ÓÒÚ˙Ô Ì‡, ÌÂÛ Ú‡Î Ì‡, ÂÙÂÍ ÚË‚ Ì‡ Ë Â‡Í ÚË‚ Ì‡ ÔÓ‚˙ -
ıÌÓÒÚ. éÚ „ÎÂ ‰Ì‡ ÚÓ˜Í‡ Ì‡ ÔË Ì‡‰ ÎÂ Ê‡ ̆ ‡ Ú‡ Ì‡ ËÚ‡ ÎË‡Ì ÒÍËfl ÙËÎÓ ÒÓÙ å‡ËÓ èÂ ÌËÓ Î‡
ÍÓÌ ̂ ÂÔ ̂ Ëfl Á‡ ÒÂÍ Ò‡ ÔË Î‡ Ì‡ ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ3, ÍÓflÚÓ ÒÂ ‚ÔËÒ ‚‡ ‚ ÎËÌËfl Ú‡ Ì‡ ÅÂÌfl ÏËÌ Ë
Ò˙˘Â ‚Â ÏÂÌ ÌÓ ÔÂ‰ Î‡ „‡ ÔÂÒ ÔÂÍ ÚË ‚‡ Á‡ ÏËÒÎÂ ÌÂ Ì‡ Ò˙‚Â ÏÂÌ Ì‡ Ú‡ ÒËÚÛ‡ ̂ Ëfl Í‡ÚÓ
ÒËÚÛ‡ ̂ Ëfl Ì‡ Ò˙˘ÌÓÒÚ Ì‡ Ú‡Ì ÒÙÓ Ï‡ ̂ Ëfl Ì‡ ÍÛÎÚÛ ÌÓ ‡Ì ÚÓ ÔÓ ÎÓ „Ë ̃ Â ÒÍË ÚÂ ËÁÏÂ Â ÌËfl Ì‡
Á‡Ô‡‰ ÌËfl ÒÓˆËÛÏ Ë ÒÛ·ÂÍÚ, ÔÓ‚˙ ıÌÓÒÚ ÌËflÚ ‰ÂÈ ÒÚ‚‡˘ ÏÓ‰ÂÎ Ì‡ ÔÛ·ÎË˜ ÌÓÒÚ Ú‡, Ì‡Ë ÏÂ -
ÌÓ ‚‡Ì ÌÓ‚Ó ÚÓ ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ·Ë ÏÓ„˙Î ‰‡ ·˙‰Â ÓÔË Ò‡Ì Í‡ÚÓ Ò‚˙ ıÂ Ó ÚË ÁË ‡ -
Ì‡ ÔÓ‚˙ ıÌÓÒÚ, ÔÂ‰ Î‡ „‡ ̆ ‡ ˜ËÒÚ ËÁÎ‡Á Í˙Ï ÌÂÛ Ú‡Î Ì‡ Ú‡ ÒÂÍ ÒÛ‡Î ÌÓÒÚ Ì‡ ÌÂÓ „‡ ÌË˜ ÌÓ -
ÚÓ. çÂÓ „‡ ÌË˜ Ì‡ Ú‡ ÌÂÛ Ú‡Î Ì‡ ÒÂÍ ÒÛ‡Î ÌÓÒÚ ÙÛÌÍ ̂ Ë Ó ÌË ‡ Û èÂ ÌËÓ Î‡ Í‡ÚÓ ÔË ‚Ë ÎÂ „Ë Ó -
‚‡ ÌÓ Ì‡Ë ÏÂ ÌÓ ‚‡ ÌËÂ Ì‡ Ú‡Ì ÒÙÓ ÏË ‡ Ì‡ Ú‡ ÒËÚÛ‡ ̂ Ëfl Ì‡ ÒÓˆË‡Î ÌÓ Ò˙˘Â ÒÚ‚Û ‚‡ ÌÂ ‰ÌÂÒ.
ëÚ‡Ì Ì‡ Ú‡ ÙÓ ÏÛ Î‡ ◊ÌÂÛ Ú‡Î Ì‡ ÒÂÍ ÒÛ‡Î ÌÓÒÚ“ ‚ Í‡È Ì‡ ÒÏÂÚ Í‡ Â ËÌÚÂÌ ÁË‚ ÌÓ Ó·ÓÁ Ì‡ ̃ Â -
ÌËÂ Ì‡ ÍÛÎÚÛ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ‚ ÍÓÂÚÓ ‰ËÒ ÔÓ ÁË ÚË ‚Ë ÚÂ Ì‡ ÒÛ·ÂÍ Ú‡ Ë Ó·ÂÍ Ú‡ ‚ ÚÂı ÌË ÚÂ
ÍÎ‡ ÒË ̃ Â ÒÍË ËÁÏÂ Â ÌËfl Ò‡ ÒÛÒ ÔÂÌ ‰Ë ‡ ÌË Ë ‚ ÍÓÂÚÓ ÒÂ ÓÒ˙ ̆ Â ÒÚ‚fl ‚‡ ÌÂÓ „‡ ÌË ̃ ÂÌ Ó·ÏÂÌ
Ë ÙÛÌÍ ̂ ËÓ Ì‡Î Ì‡ ÂÙÂÍ ÚË‚ ÌÓÒÚ Ì‡ ·ÂÁ ÎË˜ ÌË ‡„ÂÌ ÚË, ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÍÓÂÚÓ Á‡ ‡Á ÎË Í‡ ÓÚ
‰ÂÚÂ ÏË ÌË ÒÚË˜ Ì‡ Ú‡ Ë ÙËÌ‡ ÎË ÒÚË˜ Ì‡ ‡ÏÍ‡ Ì‡ Ó„‡ ÌË˜ ÌÓ ÚÓ, Â ·ÂÁ Í‡È ÌÓ Ó·‡ ÚË ÏÓ Ë ‚
ÚÓÁË ÒÏË Ò˙Î Ò˙˘ÌÓÒÚ ÌÓ ÌÂ-ÈÂ‡ ıË ÁË ‡ ÌÓ, ÔÓ‚˙ ıÌÓÒÚ ÌÓ.

Ö‰ÌÓ ÓÚ ÓÔÂ ‰Â Îfl ̆ Ë ÚÂ Í‡˜Â ÒÚ‚‡ Ì‡ ÌÓ‚Ó ÚÓ ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Â ÌÂÔÓ ÒÂ‰ ÒÚ‚Â -
ÌËflÚ ‰ÓÒÚ˙Ô ‰Ó ˆÂÎÚ‡, Ï‡Í ÒË Ï‡Î ÌÓ ÒÍ˙ ÒÂ Ì‡ Ú‡ ‰ËÒÚ‡Ì ̂ Ëfl, ÒÍ˙ ÒÂ Ì‡ ‰Ó ÚÓ˜Í‡-ÏË„, ÏÂÊ‰Û
ËÁıÓ ‰ÂÌ ËÏÔÛÎÒ Ë Í‡ÂÌ ÂÙÂÍÚ. ÅË ÏÓ„ÎÓ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ÍÓÌ ÒÚË ÚÛ ÚË‚ ÌËflÚ ıÓË ÁÓÌÚ Ì‡
ÌÓ‚Ó ÚÓ ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Â ‡·ÒÓ Î˛Ú Ì‡ Ú‡ ‰ÓÒÚ˙Ô ÌÓÒÚ. íÓÈ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ÔÓ‚˙ -
ıÌÓÒÚ Ì‡ ÌÂÓ „‡ ÌË ̃ Â ÌÓ ‡Á ÒÚË Î‡ ÌÂ Ì‡ ÂÙÂÍ ÚË‚ ÌÓÒÚ Ú‡. ÑÓÒÚ˙Ô ÌÓÒÚ Ú‡ Á‡ÂÏ‡ ÏflÒÚÓ ÚÓ Ì‡
ÍÓÌ Ú‡Í Ú‡ (ÒflÍ‡¯ ÔÓ‰ ÏÂ ÌflÈ ÍË Ë ÌÂ„Ó ‚‡ Ú‡ ‚ËÌ‡ „Ë Á‡ÚÛ‰ Ìfl ‚‡ Ì‡ Ú‡Í ÚËÎ ÌÓÒÚ). ÇË ÚÛ ‡Î -
ÌÓÒÚ Ú‡ Â ÚÓÚ‡Î ÌÓ Ë ÌÂÛ Ú‡Î ÌÓ ˜Û‚ ÒÚ‚Ë ÚÂÎ ÌÓ ÌÂ˘Ó (ÌÂÛ Ú‡Î ÌÓ Ë ‚ ÓÌÚÓ ÎÓ „Ë ̃ Â ÒÍË ÒÏË -
Ò˙Î – ·ÂÁ ‡Á ÎË˜ ÌÓ Í˙Ï ÓÌÚÓ ÎÓ „Ë ̃ Â ÒÍË ÚÂ ÓÒË Ì‡˜‡ ÎÓ-Í‡È, ÔË ̃ Ë Ì‡-ˆÂÎ) – Ë ËÏÂÌ ÌÓ ‚
ÚÓÁË ÒÏË Ò˙Î ÌÂ˘Ó, ÌÂ˘Ó ÚÓ Ì‡ ÙÂÚË ̄ ËÁ Ï‡, ‡ ÌÂ Ò˙˘ÌÓÒÚ, Ó·ÂÍÚ, ÒÛ·ÂÍÚ, ÒÚÛÍ ÚÛ ‡:
Í‡ÚÂ „Ó ËË Ò˙Ò ÒËÎÌ‡ ÓÌÚÓ ÎÓ „Ë ̃ Â ÒÍ‡ Ì‡ÚÓ ‚‡ Â ÌÓÒÚ. ä‡ÍÚÓ ·Â Í‡Á‡ ÌÓ, ÌÓ‚Ó ÚÓ ÏÂ‰ËÈ ÌÓ
ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ Ò‚˙ ıÂ Ó ÚË ÁË ‡ Ì‡ ÔÓ‚˙ ıÌÓÒÚ, Ó·ÓÁ Ì‡ ̃ Â ÌËÂ, ÍÓÂÚÓ
Ì‡ÒÓ˜ ‚‡ ËÏÂÌ ÌÓ Í˙Ï ÌÂÈ Ì‡ Ú‡ Ò‚˙ı-Â‡Í ÚË‚ ÌÓÒÚ Ë ÂÙÂÍ ÚË‚ ÌÓÒÚ: ‰ÓÍÓÒ ‚‡ ÌÂ ÚÓ Ì‡ Ú‡ÁË
ÔÓ‚˙ ıÌÓÒÚ ‚Ó‰Ë ‰Ó ÏË„ ÌÓ ‚ÂÌ ÂÙÂÍÚ, Í˙Ï Â‰ËÌ ÌÂ-ÂÍÒÔÎÓ ÁË ‚ÂÌ, ◊ÌÂÍÎ‡ ÒË ̃ Â ÒÍË“, ‡
ÙÎÛË ‰ÂÌ, ÒËÌÛÒ ÓË‰‡ ÎÂÌ Ó„‡Á˙Ï. çÂÛ Ú‡Î ÌÓ Ë ÌÂÓ „‡ ÌË˜ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ˜ËÒÚ‡ Ú‡
ÒÂÍ ÒÛ‡Î ÌÓÒÚ ˘Â Â˜Â ÔÓÒÚË „‡ ÌÂ Ì‡ Ï‡Í ÒË Ï‡ ÎÂÌ ÂÙÂÍÚ ÔË ÏËÌË Ï‡ ÎÂÌ ÍÓÌ Ú‡ÍÚ, ‚ ÔÓÚ -
‚˙ Ê‰Â ÌËÂ Ì‡ ÅÂÌfl ÏË ÌÓ ‚‡ Ú‡ ÚÂÁ‡, ÒÔÓ Â‰ ÍÓflÚÓ ◊‚ Ò‡‚ ÌÂ ÌËÂ Ò ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ ÔÓÚÂÌ -
ˆË‡Î˙Ú Ì‡ Ó„‡ ÌË˜ ÌÓ ÚÓ Í‡ÚÓ ËÌÒÚÛ ÏÂÌÚ Â Ò˙‚ÒÂÏ Ó„‡ ÌË ̃ ÂÌ“.

* * *
ÅËÎ ·Ó‰˙Ú Â ÏÂ‰Ë ÂÌ ÂÍ‡Ì, ÍÓÈÚÓ ÌË Ó·Î˙˜ ‚‡. å‡„ËÒÚ‡ÎÌËflÚ ÚËÔ ·ËÎ ·Ó‰, Ì‡ı ÎÛÎ ‚
„‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ëÓÙËfl, e ÌÂ Ò‡ÏÓ ˜Û‰Ó ‚Ë˘ Ì‡ ÍÓÌ Ú‡ ÏË Ì‡ ̂ Ëfl. íÓÈ Â Ë
Á‡Ó ‰Ë¯ – ËÎË ÔÓ-ÒÍÓÓ ÒËÏ ÔÚÓÏ – Ì‡ „Ë„‡ÌÚ ÒÍËfl ÂÍ‡Ì Ì‡ superf lat archi tec tu re.
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The new media space provides (or masks) the public space as availability, as availablity
that could be appropriated or absorbed, in other words as a private space – a space
which is subjected to the control of the privilieged private access. From this perspective
the new media space apparently materialises and localises the global public space and
reproduces the network of the potential links that construct it. In actual fact its “virtual”
space undoubtedly modifies the structure of public space as one of its important elements
which at the same time offers an essentially transformed version of public space as a
whole. Firstly, the new media space makes the universal network of public space superfi-
cial, reducing it to an accessible, neutral, efficient and reactive surface. From the perspec-
tive of the philosopher Mario Perniola's concept of the sex appeal of the inorganic3, which
fits in with Benjamin's line of discussion and at the same time offers a vantage point for
considering contemporary situation as a situation of an essential transformation of the cul-
tural-anthropological dimensions of the western socium and subject, the superficial active
model of public space, named the new media space, could be described as a super-eroti-
cised surface offering pure access to the neutral sexuality of the inorganic. According to
Perniola, the neutral inorganic sexuality functions as a privileged name for the transformed
situation of social existence today. The peculiar formula “neutral sexuality” is an intensive
designation of the cultural space in which the dispositions of the subject and the object in
their classical dimensions are suspended, and in which an infinite exchange and function-
al efficiency  of impersonal agents takes place, which, unlike the deterministic and finite
framework of the organic, is endlessly reversible and in this sense it is essentially non-
hierarchised, superficial.

One of the characteristic features of the new media space is the immediate access to the tar-
get, the distance is reduced as much as possible, reduced to a point-instant, between the
initial impulse and the final effect. It could be said that the constitutive horizon of the new
media space is the absolute accessibility. It is a surface of the infinite spreading of efficiency.
Accesisbility takes the place of contact (as though replacing also its always obstructed tac-
tileness). Virtuality is a total and neutral sensitive thing (neutral in an ontological sense) –
and it is in this sense the thing of fetishism (and not an essence, object, structure: cate-
gories which are ontologically loaded). As it has been pointed out, the new media space is a
super-eroticised surface, a designation pointing to its super-reactivity and efficiency: touch-
ing this surface brings about an instant effect, a non-explosive, “non-classical” but a sinu-
soidal orgasm. The neutral and inorganic space of pure sexuality means achieving maxi-
mum effect after a minimal contact confirming Benjamin's argument that “in comparison to
the inorganic, the potential of the organic as an instrument, is very limited”.

* * *
The billboard is a media screen that irradiates us. The highway type of billboards that has
invaded the urban space of Sofia is not only a monstrous contamination. It is also an
embryo – or rather, a symptom – of the giant screen of superflat architecture.

Apparently, the biggest screen in the world – Viva Vision, longer than five football pitches,
appeared on Fremont Street in Las Vegas on 15 June 2004. But is Las Vegas a city at all?
It seems to me that a more appropriate example would be the Qfront project, part of which
is the largest open air screen in Japan. The project is carried out in 1999 in Tokyo, one of
the world's most “mediatized” cities. Qfront is located at the exit of the Shibuya station, an
intersection of five major railway and metro lines, and where 500,000 people and 90,000
cars pass by every day4. Qfront is in fact the home of the central Tsutaya shop that sells
CDs, DVDs, video games, manga, books, etc. Designed as a “shopping centre dissemi-
nating information”, Qfront is simultaneously an interior and exterior media space sympto-
matic of what Igarashi Taro calls superflat urbanism. The enormous central screen called
Q's eye (23.5m high and 19m wide) shows clips, commercials and messages to the
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àÁ„ÎÂÊ ‰‡, ˜Â Ì‡È-„ÓÎÂ ÏËflÚ ÂÍ‡Ì ‚ Ò‚ÂÚ‡ – Viva Vision, ÔÓ-‰˙Î˙„ ÓÚ ÔÂÚ ÙÛÚ ·ÓÎ ÌË Ë„Ë -
˘‡, ÒÂ Â ÔÓfl‚ËÎ Ì‡ Fremont Street ‚ ã‡Ò ÇÂ„‡Ò Ì‡ 15 ˛ÌË 2004 „Ó‰ËÌ‡. çÓ „‡‰ ÎË Â
ËÁÓ· ̆ Ó ã‡Ò ÇÂ„‡Ò? èÓ-ÔÓ‰ ıÓ ‰fl˘ ÔË ÏÂ ÏË ÒÂ ÒÚÛ ‚‡ ÔÓ ÂÍ Ú˙Ú Qfront, ÍÓÈÚÓ ‚ÍÎ˛˜ -
‚‡ Ì‡È-„ÓÎÂ ÏËfl ‚˙Ì ̄ ÂÌ ÂÍ‡Ì ‚ üÔÓ ÌËfl. èÓ ÂÍ Ú˙Ú Â Â‡ ÎË ÁË ‡Ì ÔÂÁ 1999 „. ‚ íÓÍËÓ,
Â‰ËÌ ÓÚ Ì‡È-◊ÏÂ‰Ë‡ ÎË ÁË ‡ ÌË ÚÂ“ „‡ ‰Ó ‚Â ‚ Ò‚ÂÚ‡. Qfront Â ‡Á ÔÓ ÎÓ ÊÂÌ Ì‡ ËÁıÓ ‰‡ Ì‡
„‡‡ Shibuya, Í˙‰Â ÚÓ ÒÂ ÔÂ ÒË ̃ ‡Ú ÔÂÚ ÓÒÌÓ‚ ÌË ÊÂÎÂ ÁÓ Ô˙Ú ÌË Ë ÏÂÚÓ ÎË ÌËË Ë Í˙‰Â ÚÓ
500 000 ‰Û¯Ë Ë 90 000 ‡‚ÚÓ ÏÓ ·Ë Î‡ ÔÂ ÏË Ì‡ ‚‡Ú ‚ÒÂÍË ‰ÂÌ4. Qfront ‚Ò˙ ̆ ÌÓÒÚ Â ‰ÓÏ˙Ú Ì‡
ˆÂÌ Ú‡Î ÌËfl Ï‡„‡ ÁËÌ Ì‡ Tsutaya, ÔÓ ‰‡ ‚‡˘ CD, DVD, ‚Ë‰ÂÓ Ë„Ë, manga, ÍÌË„Ë Ë Ô.
èÎ‡ ÌË ‡Ì Í‡ÚÓ ◊Ú˙ „Ó‚ ÒÍ‡ Ò„‡ ‰‡, ‡Á Ô˙ÒÍ ‚‡ ̆ ‡ ËÌÙÓ Ï‡ ̂ Ëfl“, Qfront Â Â‰ÌÓ ‚Â ÏÂÌ -
ÌÓ ËÌÚÂ ËÓ ÌÓ Ë ÂÍÒÚÂ ËÓ ÌÓ ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÒËÏ ÔÚÓ Ï‡ ÚË˜ ÌÓ Á‡ ÚÓ‚‡, ÍÓÂÚÓ
Igarashi Taro Ì‡Ë ̃ ‡ ◊superf lat Û·‡ ÌËÁ˙Ï“. é„ÓÏ ÌËflÚ ˆÂÌ Ú‡ ÎÂÌ ÂÍ‡Ì, Ì‡Ë ̃ ‡Ì
◊Q's eye“, ‚ËÒÓÍ 23,5 Ï Ë ¯ËÓÍ 19 Ï, ËÁÎ˙˜ ‚‡ ÍÎË ÔÓ ‚Â, ÂÍÎ‡ ÏË, Ò˙Ó· ̆ Â ÌËfl Ì‡ ÌÂÒ -
ÔË ÌËfl ÔÓÚÓÍ ıÓ‡ ÔÓ‰ ÌÂ„Ó. ê‡Á ̃ Ë Ú‡ ÎË Ë ÚÓÈ, ÔÓ‰Ó· ÌÓ Ì‡ ÚÂÎÂ ‚Ë ÁËÓÌ ÌËfl ÂÍ‡Ì, Ì‡
Ò‚Ó ·Ó‰ ÌÓ Á‡ ‰ÓÒÚ˙Ô Ò˙ÁÌ‡ ÌËÂ? à ÔÓ ÒÚÓ ÒÎÛ ̃ ‡È ÌÓÒÚ ÎË Â, ˜Â ÂÍ‡ Ì˙Ú Â Ì‡Â ̃ ÂÌ ÓÍÓ?
çËÂ ÌÂ „ÎÂ ‰‡ ÏÂ ÙÂÚË ̄ ‡. íÓÈ „ÎÂ‰‡ Ì‡Ò.

* * *
åÓÊÂ ·Ë ËÁ„ÎÂÊ ‰‡, ˜Â ‚ÚÓ ‡˜ ‚‡È ÍË ÒÂ, ‚ ÌflÍ‡Í ̇ ‚ ÒÏË Ò˙Î ÔÓ‰ ‰‡ ‚‡È ÍË ÒÂ Ì‡ Ù‡ÒˆË Ì‡ -
ˆËfl Ú‡ Ì‡ Ò‡Í ‡Î ÌË ÚÂ ÙÂÚË ̄ Ë Ì‡ ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ, ‚ ˜ËflÚÓ ‡Û‡ „‡ ‰˙Ú ÒÂ ÔÂ‚ ˙ ̆ ‡ ‚
ÂÍ‡Ì, ÒÂ ‡·ÒÚ‡ ıË ‡ ÏÂ ÓÚ – ËÁÚÎ‡ ÒÍ‚‡ ÏÂ – „ÓÁ Ì‡ Ú‡ Ó„‡ ÌË Í‡ Ì‡ „‡‰‡, Á‡ ‰‡
ÏËÒÎËÏ ÔÓ ·Ë ‚Ë ÚÂ Ì‡ ÌÂÓ „‡ ÌË˜ Ì‡ Ò‡Í ‡Î ÌÓÒÚ ‚ ÌÂ„Ó ‚‡ Ú‡ Ú˙Í‡Ì. çÓ Ô‡‡ ‰ÓÍ Ò˙Ú Â, ˜Â
ËÏÂÌ ÌÓ ‚ Ú‡ÁË Ú˙Í‡Ì ÒÂ ÓÚ‚‡ fl Ì‡È-◊ËÁ˜Ë ÒÚÂ Ì‡ Ú‡“, ◊Ô˙ÎÌ‡“ ‰ÓÒÚ˙Ô ÌÓÒÚ, ËÏÂÌ ÌÓ ÚÛÍ,
Í˙‰Â ÚÓ ÔÎ˙Ú Ú‡ Ì‡ „‡‰‡ ÌË Á‡Òfl „‡ Ú‡Í ÚËÎ ÌÓ, ÙÂÚË ̄ ËÒÚ Í‡ Ú‡ ‡Û‡ ÒÂ ◊Ï‡ÚÂ Ë‡ ÎË ÁË ‡“,
◊ÓÌÚÓ ÎÓ „Ë ÁË ‡“ ‚ Ì‡È-Í‡È Ì‡ ÒÚÂ ÔÂÌ. Ç ÚÓÁË ÒÏË Ò˙Î ÚÓ‚‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ËÎË ÔÓ-ÒÍÓÓ
Ú‡ÁË Ú‡Ì ÒÙÓ Ï‡ ̂ Ëfl Ì‡ „‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Úfl· ‚‡ ‰‡ ·˙‰Â ÏËÒÎÂ Ì‡ ÌÂ ÚÓÎ ÍÓ ‚‡
Í‡ÚÓ ◊ÓÚÍÎÓ ÌÂ ÌËÂ“, ◊‰Â‚Ë ‡ ̂ Ëfl“ ÒÔfl ÏÓ ‡ıÂ ÚËÔ ÌËfl Ë‰Â ‡ ÎÂÌ ÏÓ‰ÂÎ Ì‡ „‡‰‡, ‡ Ì‡ÔÓ -
ÚË‚, Ò˙Ó· ‡Á ÌÓ Â‰Ì‡ ÎÓ„Ë Í‡ Ì‡ ÒËÏ ÔÚÓ Ï‡. ÑÂ‚Ë ‡ ̂ Ëfl Ú‡ Ì‡ „‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡
ëÓÙËfl ÔÓÁ‚Ó Îfl ‚‡ ÔÓ fl‚‡ Ú‡ Ì‡ ÒËÏ ÔÚÓ Ï‡ ‚ ˜ËÒÚ ‚Ë‰: Ú‡Ì ÒÙÓ Ï‡ ̂ Ëfl Ú‡ Ì‡ „‡‰ ÒÍÓ ÚÓ
ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‚ ÌÂÛ Ú‡Î ÌÓ ÚÓ ÌÓ‚Ó ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. å‡ÌËÙÂÒÚ‡ˆËflÚ‡ Ì‡ 
ÒËÏ ÔÚÓ Ï‡ ÔÓÁ‚Ó Îfl ‚‡ ‰‡ ·˙‰Â ÏËÒÎÂ Ì‡ ÍÓÏ ÔÎÂÍÒ Ì‡ Ú‡ ÒÚÛÍ ÚÛ ‡ Ì‡ Ú‡ÁË Ú‡Ì ÒÙÓ Ï‡ -
ˆËfl, ‚ ˜ËflÚÓ ÓÒÌÓ ‚‡ ÒÂ Ì‡ÏË ‡ Â‰ËÌ Ô‡‡ ‰ÓÍ Ò‡ ÎÂÌ doub le bind Ì‡ Ó„‡ ÌË˜ ÌÓ Ë ÌÂÓ -
„‡ ÌË˜ ÌÓ, Ì‡ Ò‡Í ‡Î ÌËfl ÌÂÓ „‡ ÌË ̃ ÂÌ ÙÂÚË¯ Ë ÌÂ„Ó ‚Ëfl Ó„‡ ÌË ̃ ÂÌ ◊ÓÚÔ‡ ‰˙Í“, ‡‰Ë Í‡Î -
Ì‡ Ú‡ ÏÛ ‰Û „ÓÒÚ, ‚ ÍÓflÚÓ ÚÓÈ Ò˙˘Â ‚Â ÏÂÌ ÌÓ ÔÓÍ˙Î ‚‡.

* * *
é„‡ ÌË Í‡ Ú‡ Ì‡ „‡‰‡ Â ÍÓÌ Ú‡ÍÚ Ì‡, Á‡‡Á Ì‡, Ú‡Í ÚËÎ Ì‡. çÂÈ ÌË ÚÂ ÌÓ‚Ë ÒÛ·ÂÍ ÚË – flÒÌÓ
ÓÚÍÓ fl‚‡ ̆ Ë ÒÂ ÚÂÎ‡ Ì‡ Ì‡ÒËÎ ÌË ̂ Ë Ë ÚÂÎ‡ Ì‡ ÊÂ Ú‚Ë, ÌÓ‚Ó ÔÓ ËÁ ‚Â ‰Â ÌË ÚÂ ‚ ÔÂ ıÓ ‰‡
(ÍÓÎ ÍÓ ÚÓ ÔÂ ıÓ‰ Í˙Ï ‰ÂÏÓ Í‡ ̂ Ëfl, ÚÓÎ ÍÓ ‚‡ Ë ÔÂ ıÓ‰ Ì‡ ·ÂÁ ̃ Â ÒÚËÂ ÚÓ) ·Ó„‡Ú ÒÚ‚Ó Ë ·Â‰ -
ÌÓÒÚ – ËÏ‡Ú Ï‡ ÍË ‡ ÌÓ ÙËÁË ̃ Â ÒÍÓ ÔË Ò˙ ÒÚ‚ËÂ. èÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ì‡ „‡‰‡ ÒÂ Á‡‰˙ ı‚‡
ÓÚ ‚ÒÂ ÔÓ-‡Á ‡ ÒÚ‚‡ ̆ Ë ÚÂ ÒÂ ·ËÁ ÌÂÒ ˆÂÌ ÚÓ ‚Â, ÎÛÍÒÓÁ ÌË ÍÓÓÔ Â‡ ̂ ËË Ë ˜‡ÒÚ ÌË Í˙˘Ë,
ÌÂÔÓ ÒËÎ ÌË ÚÂ Á‡ ÒÂ‰ ÌÓ „Ó ÎflÏ Â‚Ó ÔÂÈ ÒÍË „‡‰ ‰ÊË ÔÓ ‚Â, Á‡Ô˙Î ÌÂ ÌË ÓÚ ‡‰Â Í‚‡Ú ÌË  ÔÓ
‡Á ÏÂ  ÍË ÏË Ì‡Î ÌË ÚÂÎ‡, Ë ‰Ó Úflı, ÒÂ˘Û Úflı – ÓÏË ‚ Í‡Û ̂ Ë Ò ÌÂ‰Óı ‡ ÌÂ ÌË ÍÓÌÂ,
ËÁÔÎÛ ‚‡ ÎË Í‡ÚÓ ÓÚ ÌflÍ‡Í ‚Ó ıÚÓ ÌË˜ ÌÓ ÏËÌ‡ ÎÓ Ë Ì‡‚Ó‰ ÌË ÎË ‚ ÔÓÒÎÂ‰ ÌË ÚÂ ÌflÍÓÎ ÍÓ „Ó‰Ë -
ÌË „‡‰‡ (Ë ˜ËÂÚÓ ÔË Ò˙ ÒÚ‚ËÂ ÒflÍ‡¯ ÌÂ ÒÏÛ ̆ ‡ ‚‡ ÌËÍÓ „Ó, ÓÒ‚ÂÌ ˜Â ÔÂ‰ Î‡ „‡ ‚ËÁÛ‡Î ÌË
Á‡·‡ ‚Ë Á‡ ÔÂ ÏË Ì‡ ‚‡ ̆ Ë ÚÂ ÌÂ‰Ó Ú‡Ï ˜ÂÒÚÓ ÔÂÁ „‡‰‡ Ì‡ Ï˙‰ÓÒÚ Ú‡ ˜ÛÊ‰Ë ÚÂÎÂ ‚Ë -
ÁËÓÌ ÌË ÂÍËÔË Ë ÚÛË ÒÚË ̃ Â ÒÍË „ÛÔË), ÌÂ‰ÓflÊ ‰‡ ̆ Ë ÒË ‚˙Á‡ÒÚ ÌË ıÓ‡, ÍÓËÚÓ, ˜ÂÒÚÓ
Ô˙ÚË, ÒflÍ‡¯ ÒÎÛ ̃ ‡È ÌÓ, ·˙ Í‡Ú ‚ ·ÓÍÎÛ ̃ ËÈ ÒÍË ÚÂ ÍÓÙË – „ÎÂ‰ Í‡, ˜ËflÚÓ ÔÓÍ˙ ÚË ÚÂÎ ÌÓÒÚ
ÒflÍ‡¯ ËÁ·ÎÂ‰ Ìfl ‚‡ ‚ ÛÊ‡ Òfl ‚‡ ̆ Ó ÚÓ ÒË ÔÓ‚ ÚÓ Â ÌËÂ Ú‡Í‡, Í‡ÍÚÓ ËÁ·ÎÂ‰ Ìfl ‚‡ ÛÊ‡Ò˙Ú Ì‡
Ì‡ÒË ÎËÂ ÚÓ Ë ‡Á ̃ ÎÂ ÌÂ ÌË ÚÂ ÚÂÎ‡ ‚ ·ÂÁ Í‡È ÌËfl momen tum Ì‡ ÏÂ‰Ëfl Ú‡. íÓ‚‡ Ò˙˘Ó Â
„‡ ‰˙Ú Ì‡ ÌÓ‚Ó ÚÓ ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, „‡ ‰˙Ú-ÂÍ‡Ì.

Ä ÏÂ‰ËÈ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ò‡Ïª ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÔÓ ËÁ ‚ÂÊ ‰‡ Ó·‡ Á‡ Ì‡ ◊Ô˙ ‚Ë˜ Ì‡ Ú‡“
Ó„‡ ÌË Í‡ ‚ ÒÂ·Â ÒË. éÒ·Â ÌÓ ‚ ÔÓÒÚÍÓ ÏÛ ÌË ÒÚË ̃ Â ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÏÂ‰Ë Ë ÚÂ ÌË Á‡ÎË -
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unceasing flow of people underneath. Does it also count on consciousness free for access
like the TV screen? And is it accidental that the screen is called eye? We do not watch the
fetish. It watches us.

* * *
Perhaps it seems that when scrutinizing, in a sense succumbing to the fascination of the
sacred fetishes of the inorganic in whose aura the city turns into a screen, we distance
ourselves from and ignore – that we suppress – the ugly organics of the city, in order to
reflect on the ruptures of inorganic sacredness in its tissue. But the paradox lies in that it
is in this tissue that the “purest”, “full” accessibility opens up, it is precisely here that the
flesh of the city concerns us in a tactile way, the fetishist aura is “materialised”, “ontolo-
gised” to the most extreme degree. In this sense this space, or rather, this transformation
of the urban space should be conceived of not so much as a “deviation” with regard to
the archetypal ideal model of the city, but as subordinate to the logic of the symptom. The
deviation of the city space of Sofia allows the symptom to appear in a pure form: the
transformation of the city space in a neutral new media space. The manifestation of the
symptom allows reflecting on the complex structure of this transformation in whose basis
lies the paradoxical double bind of the organic and the inorganic, of the sacred fetish and
its organic “waste”, its radical otherness in which, simultaneously, it sprouts.

* * *
The organics of the city is contagious, tactile. Its new subjects – clearly outlined bodies of
oppressors and bodies of victims, the newly produced during the period of the “transition”
poverty and wealth (it was a transition to democracy as much as it was a transition to dis-
honesty) – have a markedly physical presence. The space of the city gasps for breath at
the increasingly expanding business centres, luxury residential buildings and private hous-
es, the jeeps which are unmanageable for a middle-sized European city and which are
filled with criminal bodies of adequate size, and next to these, against these – Roma peo-
ple in carts pulled by malnourished horses surfacing as though from a chthonic past that
have flooded the city in recent years (and whose presence does not seem to bother any-

ÅËÎ·Ó‰ Ì‡ Ï‡ÒÚËÍ‡ ◊èÂ˘Â‡“,
ëÓÙËfl, 2008

Billboard of Peshtera Anisette, Sofia,
2008
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‚‡Ú Ò ·ÂÁÓ ·‡Á ÌË ÚÂ, ·ÂÁ ÙÓ ÏÂ ÌË Ó·‡ ÁË Ì‡ Ï˙ Ú‚Ë ÚÂÎ‡, Ì‡ ‡Á ̃ ÎÂ ÌÂ ÌË ÚÂÎ‡. íÓ‚‡
ÌÂÒ˙ ÏÌÂ ÌÓ ÍÓÏ ÔÂÌ Ò‡ ÚÓ ÌÓ ËÁÎ‡ „‡ ÌÂ Ì‡ ÔÓÍ‡Á ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ÓÔËÚ Á‡ ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl
ÌÂ Ì‡ Ò‡ÏÓ ÚÓ [Bloss] ÚflÎÓ, ‡ Ì‡ ÂÍÒˆÂ Ò‡ Ì‡ Ì‡ÒË ÎËÂ, ‡Á „‡Ê ‰‡˘ ÒÓˆË‡Î Ì‡ Ú‡ Ú˙Í‡Ì.
íÓ Ú˙ÒË ÓÚ‰Û¯ ÌË Í‡ Ì‡ ÌÂ‡Á Â ̄ Ë Ï‡ Ú‡ ÊÂ Ú‚Â Ì‡ ÍËÁ‡, ËÁ·Ûı Ì‡ Î‡ ‚ Û˜Â ‰Ë ÚÂÎ ÌËfl
ÏÓÏÂÌÚ Ì‡ ÌÓ‚Ëfl ÔÓÎË ÚË ̃ Â ÒÍË ÔÓfl ‰˙Í, ÚÓÂÒÚ Ì‡ ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl Ú‡5. é·Ò ̂ ÂÌ ÌÓ ÚÓ,
ËÁÎÓ ÊÂ ÌÓ Ì‡ ÔÓÍ‡Á ÚflÎÓ Ì‡ ÚÛÔ‡ Â ‰Û „‡ Ú‡ ÒÚ‡ Ì‡ Ì‡ ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ ÚflÎÓ Ì‡ ·ËÎ ·Ó -
‰‡, Ì‡ Ë‰Â ‡Î ÌË ÚÂ ÚÂÎ‡ Ì‡ ÍÓÁ ÏÂ ÚË Í‡ Ú‡ Ë ·Ó‰Ë ·ËÎ ‰ËÌ „‡.

TÓ‚‡, ÍÓÂÚÓ ÌflÏ‡ ÏflÒÚÓ ÏÂÊ‰Û ÚÂÁË ‰‚Â ÚÂÎ‡, ÚflÎÓ ÚÓ Ì‡ ÌÂÓ „‡ ÌË˜ ÌËfl ÙÂÚË¯ Ë ·ÂÁ -
ÙÓ ÏÂ ÌÓ ÚÓ Ó·ÂÁ ̃ Ó ‚Â ̃ Â ÌÓ ÚflÎÓ, ÚÓ‚‡, ÍÓÂÚÓ ÓÒÚ‡ ‚‡ Á‡· ‡ ÌÂ ÌÓ Ë ÌÂ‚˙ ÁÏÓÊ ÌÓ Á‡
ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl, ÌÂÏË ÒÎË ÏÓ Ë ÌÂ‚˙Ó· ‡ ÁË ÏÓ ÚflÎÓ, Â ËÏÂÌ ÌÓ ÚflÎÓ ÚÓ, ÚflÎÓ ÚÓ, ÍÓÂÚÓ Â
Ì‡‚ Òfl Í˙ ‰Â ÓÍÓÎÓ Ì‡Ò, ÚflÎÓ ÚÓ Ì‡ ÔË Ò˙ ÒÚ‚ËÂ ÚÓ Ë Ì‡ ÌÂËÁ ‡ ÁË ÏÓ ÚÓ ‡Á ÎË ̃ ËÂ, ‡Á ÎË -
˜ËÂ Ò ‰Û „Ó ÚÓ, ‡Á ÎË ̃ ËÂ Ò˙Ò ÒÂ·Â ÒË, ËÁÎÓ ÊÂ ÌÓ Ì‡ ‚˙Ì ̄ ÌÓ ÚÓ, Ì‡ ÔÓ„ÎÂ ‰‡, Ì‡ Ò‚ÂÚ ÎË -
Ì‡ Ú‡ Ë Û‰‡ Ë ÚÂ Ì‡ Ò‚ÂÚ‡ ÚflÎÓ, ÊË‚Ó ÚÓ, ‰Ë¯‡ ̆ Ó ÚflÎÓ, ÚflÎÓ ÚÓ ÍÓÂÚÓ ËÁÔË Ú‚‡ ·ÓÎÍ‡,
Ì‡Ò Î‡ ‰‡, ÚÓÔÎË Ì‡, ÒÚÛ‰... – ÚÓ Â ÚflÎÓ ÚÓ, Á‡ ÍÓÂÚÓ ÌflÏ‡ ÔÓ„ÎÂ‰ Ë ÒÎÂ ‰Ó ‚‡ ÚÂÎ ÌÓ ÏËÎÓÒÚ.

* * *
íflÎÓ ÚÓ Ì‡ ÙÂÚË ̄ ‡ ÍÎÓÌË Í˙Ï ‡ˆÂ Ù‡Î ÌÓÒÚ, Í˙Ï ·ÂÁ „Î‡ ‚ÓÒÚ; ÌÂ„Ó ‚Ó ÚÓ ÎËˆÂ Â ËÁÚË ÚÓ,
„Î‡ ‚‡ Ú‡ – ÓÚfl Á‡ Ì‡ (ÂÚÓ Â‰Ì‡ ÓÚ ÂÍÎ‡ ÏË ÚÂ Ì‡ ‚Ó‰Í‡ ◊îÎËÚ“, ÂÚÓ ÛÒÚ ÌË ÚÂ ·ÂÁ Ó˜Ë
Ì‡ Â‰ÌÓ ÓÚ ÏÓÏË ̃ Â Ú‡ Ú‡ Ì‡ Sisley, ÂÚÓ Ò‡‰Ó Ï‡ ÁÓ ıË ÒÚÍË ÚÂ ÓÚ ÂÍÎ‡ Ï‡ Ú‡ Ì‡ ‚Ó‰Í‡
◊ÖÍÒÚ‡Á“ Ò Ï‡ÒÍË Ì‡ ÎËˆ‡ Ú‡; Ë ÓÚ ‰Û „‡ Ú‡ ÒÚ‡ Ì‡ – ÒÌËÏ ÍË ÚÂ Ì‡ ÚÛ ÔÓ ‚Â, Ì‡ ‡Á ̃ ÎÂ -
ÌÂ ÌË ÚÂÎ‡, Ò˙˘Ó ·ÂÁ ÎËˆÂ). àÁÎ‡ „‡ ÌÂ ÚÓ Ì‡ ÔÎ˙Ú Ú‡ ·ÂÁ ‰ËÒÚ‡Ì ̂ Ëfl, ·ÂÁ ÔÓ„ÎÂ‰, Â
ÙÂÚË¯˙Ú – ÛÊ‡ Òfl ‚‡ ̆ Ó Ò‡Í ‡Î ÌÓ ÔË Ò˙ ÒÚ‚ËÂ ·ÂÁ ‡Á ÎË ̃ ËÂ ‚ ÌÂ„Ó. à‰ÂÌ ÚË˜ ÌÓÒÚ Ì‡
ÒÂ·Â ÒË. îÂÚË¯˙Ú Â Ò‚˙ı ‰Â ÚÂ ÏË ÌË ‡ Ì‡ ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl – ÔÓ ÚË ‚Ó ÔÓ ÎÓÊ ÌÓ ÚÓ Ì‡
ÚÓ‚‡, ÍÓÂÚÓ ÑÂÎ¸ÓÁ Ì‡Ë ̃ ‡ ‚ ÒÚÛ ‰Ëfl Ú‡ ÒË Á‡ ıÛ‰ÓÊÌËÍ‡ î‡ÌÒËÒ ÅÂÈ Í˙Ì ◊ÏÂÒÓ“, Ë
ÍÓÂÚÓ Á‡ı ‚˙ Îfl ÒÂÚË ‚‡ Ú‡ ‚ ÓÔËÚ‡ Á‡ ‚ÒË˜ ÍÓ ÓÌÓ‚‡, ÍÓÂÚÓ ÙÂÚË¯˙Ú ËÁÎË ̃ ‡ ‚‡, ÍÓÂÚÓ
ÒÂ ËÁÎ‡ „‡ Ì‡ ËÒÍ‡ Ì‡ ÌÂË ÁÓ ·‡ ÁË ÏÓ ÚÓ, Ì‡ Í‡ı‡ Ì‡ ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl Ú‡, Ò ·ÂÁ Ï˙Î ‚Ì‡
Î‡ÒÍ‡ Í˙Ï ÚÓ‚‡, Á‡ ÍÓÂÚÓ ÌflÏ‡ ÏËÎÓÒÚ, Á‡ ÌÂÁ‡ ‡ ÒÚ‚‡ ̆ ‡ Ú‡ ‡Ì‡ Ì‡ ÔÎ˙Ú Ú‡. ÄˆÂ Ù‡Î -
ÌËflÚ, ·ÂÁ ÎËÍ ïË ÒÚÓÒ Ì‡ ÅÂÈ Í˙Ì ÍÂ˘Ë ÒÚ‡ ‰‡ ÌËÂ ÚÓ Í‡ÚÓ ËÏ‡ ÌÂÌÚ ÌÓÒÚ Ì‡ ÔÎ˙Ú Ú‡;
ÌÂ„Ó ‚Ó ÚÓ ÒÚ‡ ‰‡ ÌËÂ Â ËÒÚË Ì‡ Â‰ËÌ ÒÚ‚Â ÌÓ ·ÂÁ Ì‡‰ÂÊ ‰‡ Ú‡ Á‡ ÒÔ‡ ÒÂ ÌËÂ Ë ·ÂÁ ‚Â˜ ÌËfl
ÂÒÛÒ-„‡‡Ì ̂ Ëfl Ì‡ ‰Ûı‡, Ì‡ ‚Â˜ ÌËfl ÊË‚ÓÚ.

* * *
◊ë‡ÏÓ ÚÓ“ ÚflÎÓ, ‰ÓÎÛ, ‚ ÌËÁ‚Â„ Ì‡ Ú‡ Ú‡ ËÏ‡ ÌÂÌÚ ÌÓÒÚ, ÔÓ‰˙Î Ê‡ ‚‡ ‰‡ ·˙‰Â ÓÌÓ‚‡, ˜ËflÚÓ
ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl Â Á‡· ‡ ÌÂ Ì‡. ÄÍÓ ÚflÎÓ ÚÓ ‚ËÌ‡ „Ë Â ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ÎÓ, ‚ ÏÓ˘ Ì‡ Ú‡ ı‚‡Ú Í‡
Ì‡ ÔÎ‡ ÚÓ ÌËÁ Ï‡ Ë ıË ÒÚË flÌ ÒÚ‚Ó ÚÓ, ÓÚÔ‡ ‰˙ Í‡ Ì‡ ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl Ú‡, ÚÓ Ë ÒÂ„‡ ÚÓ Â ÚÓ‚‡,
ÍÓÂÚÓ ÌÂ ÔÓ‰ ÎÂ ÊË Ì‡ ·ÓÊÂ ÒÚ‚Â Ì‡ Ú‡ Ò‚ÂÚ ÎË Ì‡. è‡‰ Ì‡ ÎÓ Á‡Â‰ ÌÓ Ò „Â ıÓ Ô‡ ‰Â ÌËÂ ÚÓ, ÚÓ
Â ÌÂÒ Ô‡ ÒÂ Ì‡ Ú‡, ‡Á Î‡ „‡ ̆ ‡ ÒÂ Ó„‡ ÌË Í‡, ˜ËflÚÓ Í‡È ÌÓÒÚ Â ÔÂÍ ̇ Ò Ì‡ Ú‡ ÓÚ ÌÂ‡Á ÎÓ ÊË -
Ï‡ Ú‡ ÒËÌ ÚÂ ÚË Í‡. ÄÍÓ ‚ ‡ÌÚÓ ÔÓ ÎÓ „Ë ̃ Â ÒÍ‡ ÔÂÒ ÔÂÍ ÚË ‚‡ Úfl· ‚‡ ‰‡ Ú˙ ÒËÏ Ì‡˜‡ ÎÓ ÚÓ Ì‡
ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl Ú‡ ‚ ËÚÛ ‡Î‡ Ì‡ ÔÓ„Â ·Â ÌËÂ ÚÓ, ÚÓÂÒÚ Ì‡ ÒÍË ‚‡ ÌÂ ÚÓ Ì‡ Ï˙ Ú‚Ó ÚÓ ÚflÎÓ,
ÚÓ Ó˜Â ‚Ë‰ ÌÓ Ë ‰ÌÂÒ ·ÓÎ ÌÓ ÚÓ, ÒÚ‡ Ó ÚÓ, ËÁÏ˙ ̃ Â ÌÓ ÚÓ ÚflÎÓ, ·ÎËÁ ÍÓ ‰Ó ÒÚ‡ ‰‡ ÌËÂ ÚÓ Ë
ÒÏ˙Ú Ú‡ Í‡È ÌÓ ÚflÎÓ, Â Á‡· ‡ ÌÂ ÌÓ Á‡ ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl (ÒÍ‡Ì ‰‡Î˙Ú Ò Ú‚Ó ·‡ Ú‡ Ì‡ êÓ‰ÂÌ
◊í‡ÁË, ÍÓflÚÓ ·Â¯Â ıÛ·‡ ‚‡ Ú‡ éÏËÂ“ ÌÂ Â ‚ ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl Ú‡ Ì‡ Ò˙Ò Ûı Â ÌÓ ÚÓ ÌÂÏ Ó˘ ÌÓ
ÚflÎÓ Ì‡ ÒÚ‡ Ë ̂ ‡ Ú‡, ‡ ‚ ÁÎÓ ‚Â ̆ ‡ Ú‡ ÔÎ‡ ÚÓ ÌË ̃ Â ÒÍÓ-ÈÂÁÛ ËÚ ÒÍ‡ Ì‡ÁË ‰‡ ÚÂÎ ÌÓÒÚ, ‚ ÒÎÛ ̃ ‡fl
ÔÓ‰Â Ú‡ ÓÚ êÓ‰ÂÌ Í‡ÚÓ ‚‡Ë‡ ̂ Ëfl Ì‡ ÚÂÏ‡ ÓÚ ÒÂ‰ ÌÓ ‚Â ÍÓ‚ ÌËfl ÒÍ‡Ì ‰‡Î ‰ÊËfl î‡Ì ÒÓ‡
ÇËÈÓÌ, ËÁÎ‡ „‡ ̆ ‡ Ì‡ ÔÓÍ‡Á ÒÚ‡ Ó ÚÓ ÚflÎÓ Â‰ËÌ ÒÚ‚Â ÌÓ Í‡ÚÓ ÓÚÔ‡ ‰˙Í Ì‡ ‡ıÂ ÚËÔ ÌÓ ÚÓ,
Á‰‡ ‚Ó, Í‡ ÒË ‚Ó ÚflÎÓ, ÚflÎÓ, ÍÓÂÚÓ ÌflÏ‡ ÓÒÌÓ ‚‡ ÌËfl ‚ ÒÂ·Â ÒË). é·‡Á˙Ú Ì‡ ËÁÏ˙ ̃ Â ÌÓ
ÓÚ ‚˙Á‡ÒÚ Ú‡ ÒÚ‡ ̃ Â ÒÍÓ ÚflÎÓ ‚˙ıÛ ·ËÎ ·Ó ‰‡ ·Ë ÔÂ ‰ËÁ ‚Ë Í‡ Î ·ÂÁ ÌËÍ‡Í ‚Ó Ò˙ÏÌÂ ÌËÂ
ÒÍ‡Ì ‰‡Î, ÌÂÒ˙ËÁ ÏÂ ËÏ Ò ÚÓÁË, ÔÂ ‰ËÁ ‚Ë Í‡Ì ÓÚ Ó·‡ Á‡ Ì‡ ÍÛ‚Ë Ò ·Ë˜Ó ‚Â ‚ ˙ˆÂ ÚÂ.
èÓÒÎÂ‰ ÌË ÚÂ Á‡Òfl „‡Ú ÓÒÚ‡Ú˙ ̃ ÂÌ, ÌÂ‡ ÚË ÍÛ ÎË ‡Ì Ë Á‡„Û ·ËÎ ÓÒÌÓ ‚‡ ÌËfl Ó·˘ÌÓ ÒÚÂÌ Ë
ÎË˜ÂÌ ÏÓ‡Î; Ô˙ ‚Ó ÚÓ ·Ë Á‡ÒÂ„ Ì‡ ÎÓ ÌÂÓÒ ÏË ÒÎÂ Ì‡ Ú‡, ‡·ÒÓ Î˛Ú ÌÓ ÔË Ò˙ ÒÚ‚‡ ̆ ‡, ÒËÌ ÚÂ -
ÚË˜ Ì‡ ÂÎË „Ëfl Ì‡ ‰ÂÌfl ‰ÌÂÒ, ·Ë ËÁ‚˙ ̄ Ë ÎÓ Ò‚Â ÚÓ Ú‡Ú ÒÚ‚Ó Í˙Ï ‚˙Á‚Ë ̄ Â ÌÓ ÚÓ ÔÓ ÒÚ‡Ì -
ÒÚ‚Ó Ì‡ Ë‰ÓÎ ÌÓ ÚÓ Ò‚Â ̆ Â ÌÓ.
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one, it only offers visual entertainment for tourists and foreign TV crews that pass through
the city of wisdom), malnourished old people who often, and as if by accident, poke in the
dustbins – a sight whose affliction seems to fade in its terrifying repetition, just as the ter-
ror of violence and disembodied corpses fades away in the endless momentum of the
media. This is also the city of the new media space, the screen-city.

Media space constantly produces the image of “primary” organics within itself. In post-
communist space in particular the media drown us in hideous, shapeless images of dead
bodies, of disembodied corpses. This undoubtedly compensatory parading is an attempt
at representation not of the body itself, but of the excess of violence that decomposes the
social tissue. It seeks to unleash the pressure of the insoluble sacrificial crisis which broke
out at the constitutive moment of the new political order i.e. new mode of political repre-
sentation5. The obscene, exposed body of the corpse is the other side of the inorganic
body of the billboard, of the ideal bodies of cosmetics and bodybuilding.

What there is no room for between these two bodies, between the body of the inorganic
fetish and the shapeless dehumanized body, what remains forbidden and impossible to
be represented, an unthinkable and inconceivable body, is precisely the body, the body
which is everywhere around us, the body of the presence and of the inexpressible differ-
ence, difference with the other, difference with the self, the body exposed to the exterior,
to the gaze, to the light and the blows of the world, the living, breathing body, the body
that experiences pain, pleasure, heat and cold... – it is the body for which there is no gaze
and therefore no mercy.

* * *
The body of the fetish tends to be acephalic; its face is erased, the head – cut off (here is
one of the advertisements of the Flirt Vodka, here are the lips without eyes of one of the
Sisley girls, here are the sado-masochistic ladies in the advertisement of the Xtasy Vodka
with masks on their faces; and on the other side – the pictures of disembodied corpses,
also faceless. The exposure of flesh from no distance, without a gaze, is the fetish – a ter-
rifying sacred presence without any difference within it. Being identical to oneself. The
fetish is a super-determined representation – the opposite of what Deleuze calls “meat” in
his book on Bacon, and which leaves the senses in the experience about everything that
the fetish erases, which is exposed to the risk of the unimaginable, of the collapse of rep-
resentation, silently caressing that for which no mercy will be found, for the unhealing
wound of the flesh. The acephalic, faceless Christ of Bacon yells suffering as the imma-
nence of the flesh; his suffering is a truth only without the hope for salvation and without
the eternal resource-guarantee of the spirit, of eternal life.

* * *
The  “body itself”, underneath, in forsaken immanence continues to be that whose repre-
sentation is forbidden. If the body has always been – in the powerful grip of Platonic philos-
ophy and Christianity – the waste of representation, now it is still that to which divine light
does not extend. Fallen at the time of the fall of sin, it is the unsaved, decaying organics
whose infinity is interrupted by the indecomposable synthetics. If in an anthropological per-
spective we have to search for the beginning of representation in the ritual of the burial, in
other words in the concealment of the dead body, then obviously today too the sick, old,
tormented and finite body, the body close to suffering and death, is forbidden for represen-
tation (the scandal with Rodin's work Celle qui fut la belle Heaulmière (The Old Courtesan)
does not lie in the withered body of the old woman but in the sinister Pl‡tonic-Jesuit
instructiveness, taken up by Rodin as a variation of a theme by the medieval scandal-
maker François Villon exposing the old body only as the waste of the archetypal, healthy,
beautiful body, the body that has no essence in itself). The image of the old body torment-
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* * *
ëÎÂ ‰Ó ‚‡ ÚÂÎ ÌÓ, „ÓÁ ÌÓ ‰ÂÙÓ ÏË ‡È ÍË îÓÈ‰, ·Ë Úfl· ‚‡ ÎÓ ‰‡ ÏËÒÎËÏ ÙÂÚË ̄ ‡ Ì‡ ·ËÎ -
·Ó ‰‡ Í‡ÚÓ ÒÛ·ÎË Ï‡ ̂ Ëfl Ì‡ ÍÓÎÂÍ ÚË‚ ÌÓ ÚÓ ÌÂÒ˙ ÁÌ‡ ‚‡ ÌÓ, Í‡ÚÓ Ò˛·ÎËÏ Ì‡ ÔÓ ÂÍ ̂ Ëfl Ì‡
ÙÛ ÒÚË ‡ ÌË ÚÂ ËÁÚÎ‡ ÒÍ‡ ÌË ÊÂÎ‡ ÌËfl. çÓ ÚÓ‚‡ Â ÔÓ-ÔÓ ÒÚÓ ÚÓ Ó·flÒ ÌÂ ÌËÂ. ì îÓÈ‰ Ë ‚
ÔÒË ıÓ ‡ Ì‡ ÎË Á‡ Ú‡ ËÁÓ· ̆ Ó ÓÚÍË ‚‡ ÏÂ Â‰Ì‡ Ú‚˙ ‰Â ÒÚ‡‡ ÔÂ‰ ÒÚ‡ ‚‡ Á‡ ÔË Ó ‰‡ Ú‡ Í‡ÚÓ
ÂÒÛÒ, Í‡ÚÓ ÓÒÌÓ ‚‡, Í‡ÚÓ ËÁÚÓ˜ ÌËÍ: ÎË·Ë ‰Ó ÚÓ, Ó„‡ ÌË˜ ÌÓ ÚÓ ‚ ‰˙Î ·Ë ÌË ÚÂ Ì‡ ÒÛ·ÂÍ Ú‡.
ç‡ Ò‚ÓÈ Â‰, ÓÚ˙ Ò‚‡È ÍË ÒÂ ÓÚ ‚Òfl Í‡Í ‚Ó ÚÂÓ ÎÓ „Ë ̃ Â ÒÍÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó, ÏÓÊÂÏ ‰‡ ÏËÒÎËÏ
ÔË Ó‰ ÌÓ ÚÓ ÔÓ ÓÚÌÓ ̄ Â ÌËÂ Ì‡ ˜Ó‚Â Í‡ ‚ ÌÂ„Ó ‚‡ Ú‡ Ì‡˜‡Î Ì‡ ÌÂ‰Ó ÒÚ‡Ú˙ ̃ ÌÓÒÚ.

óÓ‚ÂÍ ̇ Ú Â ·ËÓ ÎÓ „Ë ̃ Â ÒÍË ÌÂ‰Ó ÒÚ‡Ú˙ ̃ ÌÓ Ò˙˘Â ÒÚ‚Ó: Ò˙˘Â ÒÚ‚Ó, ˜ËflÚÓ ÌÂÔËÒ ÔÓ ÒÓ ·Â ÌÓÒÚ
Í˙Ï ÒÂ ‰‡ Ú‡ ‰‡‚‡ ÚÎ‡Ò˙Í Ì‡ ‡Á‚Ë ÚËÂ ÚÓ Ì‡ ÏÓ ÙÓ ÎÓ „Ëfl Ú‡ ÏÛ, ‡ÚË ÍÛ ÎË ‡ ˙Í‡, ˙Í‡ -
Ú‡ ı‚‡˘‡ Í‡Ï˙Í, Û‰fl Ò Í‡Ï˙ Í‡, ı‚˙ Îfl Í‡Ï˙ Í‡, Ú.Â. Ò˙Á‰‡ ‚‡ ËÌÒÚÛ ÏÂÌÚ, Ú.Â. ÓÚÍ˙Ò ‚‡
˜Ó‚Â Í‡ ÓÚ ÌÂÔÓ ÒÂ‰ ÒÚ‚Â ÌÓ ÚÓ, Ú.Â. Ò˙Á‰‡ ‚‡ ‰ËÒÚ‡Ì ̂ Ëfl, Ú.Â. Ò˙Á‰‡ ‚‡ ÔÓ ÚÂ Á‡, Ú.Â. ÔÓÎ‡ -
„‡ ÒÛ·ÂÍÚ: Ì‡˜‡Î ÌËflÚ ‡Á Ë‚, ‚ ÍÓÈÚÓ ÒÂ fl‚fl‚‡ Ò˙˘Â ÒÚ‚Ó ÚÓ, Ò ÍÓÂÚÓ ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ
‚ÎËÁ‡ ‚ Ò‚ÂÚ‡. Homo sapi ens Â ËÁÌ‡ ̃ ‡Î ÌÓ ÚÂı ÌË ̃ Â ÒÍÓ Ò˙˘Â ÒÚ‚Ó. Tekhné ËÁÌ‡ ̃ ‡Î ÌÓ
‰ÓÔ˙Î ‚‡ phy sis: ‡ÌÚÓ ÔÓ ÎÓ „Ë ̃ Â ÒÍÓ ÚÓ Â ËÁÌ‡ ̃ ‡Î ÌÓ ÚÂıÌÓ-ÎÓ„Ë ̃ Â ÒÍÓ. èÓ ÚÂ Á‡ Ú‡ Â
ÌÂÒÛ· ÒÚ‡Ì ̂ Ë‡Î Ì‡ Ú‡ ÒÛ· ÒÚ‡Ì ̂ Ëfl Ì‡ ˜Ó‚Â Í‡, ‡ ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ – ÌÂ ÌÂ˘Ó ÔÓ‚Â ̃ Â ÓÚ
Ò˙‚Â ÏÂÌ ÌËfl ÏÓ‰ÛÒ Ì‡ ÔÓ ÚÂ Á‡ Ú‡ Ì‡ Ó„‡ ÌË˜ ÌÓ ÚÓ. íÓ Â Á‡ÒÚË ‚‡ ÌÂ ‚ Ú‡Ì ÒˆÂÌ ‰ÂÌÚ Ì‡
Ï‡ÒÍ‡ Ì‡ ÌÂÓ „‡ ÌË˜ Ì‡ Ú‡ Ó„‡ ÌË Í‡ Ì‡ ˜Ó‚Â¯ ÍÓ ÚÓ ÚflÎÓ, ËÁÚ˙ Í‡ ÌÓ ÓÚ Í‡È ÌÓÒÚ Ú‡ Ì‡
ÔË Ó‰ ÌÓ ÚÓ Ë ÒËÌ ÚÂ ÚË˜ ÌÓ ÚÓ ‚ÂÏÂ Ì‡ ËÁÍÛ ÒÚ‚Â ÌÓÒÚ Ú‡. îÂÚË¯˙Ú Â Á‡ÒÚÓ ÔÓ Â ÌËflÚ
Ó·‡Á Ì‡ ‡Á ÎË ÒÚ‚‡ ̆ Ó ÚÓ ÒÂ, ÌÂ‚˙Ó· ‡ ÁË ÏÓ ÚflÎÓ Ì‡ ÌÂÓ „‡ ÌË˜ ÌÓ ÚÓ, ‚˙Ó· ‡ Áfl ‚‡ ̆ Ó
Ó„‡ ÌË Í‡ Ú‡ Í‡ÚÓ ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÂÍÒˆÂ ‰Ë ‡ ÌÂ Ì‡ ÒÂ·Â ÒË. íÓÈ Â Ò‡ÏÓ ÏËÏÓ ÎÂÚ Ì‡
‚‡‰ÂÌ Í‡, ‚˙Ó· ‡ Áfl ‚‡ ̆ ‡ ÒË ˆÂÌ ÌÓÒÚ ‚ ·ÂÁ Ï˙Î ‚ÌÓÒÚ Ú‡ Ì‡ ÒÂ‰ ÏË˜ ÌÓ ÚÓ ÒË ÌÂÎÂ ÔÓ Ë ÒÍÛ -
‰ÓÛÏ ÌÓ ÔË Ò˙ ÒÚ‚ËÂ ÌflÍ ̇ ‰Â ÓÍÓÎÓ Ì‡Ò, ÓÔ˙ Ì‡ Ú‡ – ‚ÒÂ Ó˘Â – ÓÚ ÌÂ‚Ë ‰Ë ÏË ÚÂ Ì‡ÔÂ„ Ì‡ -
ÚË, ÊËÎ‡ ‚Ë, ËÁˆ‡ Ô‡ ÌË ˙ˆÂ Ì‡ ‡·ÓÚ ÌË ̂ Ë. 

ÇÒ˙ ̆ ÌÓÒÚ ‚‰Ë„‡ ÎË ËÁÓ· ̆ Ó ÌflÍÓÈ „Î‡‚‡ Ì‡„Ó Â?

ëÚÛ ‚‡ ÏË ÒÂ, ˜Â Á‡ Ô˙‚ Ô˙Ú ‚Ë‰flı ËÁÓ ·‡ ÊÂ ÌËfl Ú‡ ÓÚ ·ËÎ ·Ó ‰Ó ‚Â ÚÂ, ÂÔÓ ‰Û ̂ Ë ‡ ÌË
‚˙ıÛ ÒÚ‡ ÌË ̂ Ë ÚÂ Ì‡ ÒÔË Ò‡ ÌËÂ.
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ed by age on the billboard would no doubt cause a scandal incompatible with the one
caused by the image of whores with whips in their hands. The latter concern a residual,
unarticulated communal and personal morality that has lost substance; the former would
concern the unrationalized and absolutely present synthetic religion of today, it would be a
sacrilege against the sublime space of the sacredness of the idol.

* * *
Therefore, in a gesture of an ugly deformation of Freud, we should consider the fetish on
the billboard as a sublimation of the collective unconscious, as a sublimate projection of
frustrated and suppressed desires. However, this is the simpler explanation. In Freud and
in psychoanalysis at large we find an outdated idea about nature as a resource, as a
foundation, as a source: the libido, the organic in the depths of the subject. Shaking off
any theological legacy, we can reflect on the natural with regard to the human being in its
initial insufficiency.

Man is a biologically insufficient creature: a creature whose deficiency of adaptation to
environment impels the development of its morphology, it articulates a hand, the hand
takes hold of a stone, hits with a stone, drops the stone, i.e. it creates an instrument, i.e.
man is separated from the immediate, i.e. a distance emerges, i.e. a prosthesis is created,
i.e. a subject is taking place: the initial rupture, in which the being with which the inorganic
enters the world appears. Homo sapiens is an essentially technical being. Tekhnè essen-
tially complements physis: the anthropological is, essentially, techno-logical. The prosthe-
sis is the non-substantial substance of man and the inorganic is nothing more than the
contemporary mode of the prosthesis of the organic. It is the freezing in a transcendent
mask of the inorganic organics of the human body woven out of the finitude of the natural
and of the synthetic time of artificiality. The fetish is the fixed image of the spreading,
unimaginable body of the inorganic imagining organics as an endless exceeding of itself.
It is only an evanescent sticker imagining a value in the speechlessness of its daily, ridicu-
lous and vapid presence somewhere around us, and which is – still – stretched by the
invisible, strained, tough, dirty hands of workers.

Actually, does anyone raise his or her head at all?

It seems to me that for the first time I saw images of billboards reproduced on the pages
of a magazine.

Notes

1. In this text have been used parts of several publications and interviews, which are related to or 
have been inspired by the work of the Visual Seminar (the article titled in the same way in 
Literaturen vestnik, March 2004; “Proteus and the Prostheses” in Sociologicheski pregled, Winter, 
2004; Roland Schenke, “Body Politics – Postkommunistische Ästhetik des Politischen. Ein interview 
mit dem bulgarischen Kulturtheoretiker Boyan Manchev”. Springerin, 1, 2004). I am freely using a 
concept that Walter Benjamin introduced in the period between the two World Wars in his famous 
essay “Paris, Capital of the Nineteenth Century.” The term inorganic appears in the context of the 
discussion of fetishism, which had a central place in Benjaminian analysis of culture.

2. Announced by the France Press news agency (AFP) on 9 July 2004, commented on by Libération 
(10-11/07/04): “Patrick Le Lay: the Brainwasher” (“Patrick Le Lay, décerveleur”).

3. See Mario Perniola. Il Sex appeal dell'inorganico. Torino: Giulio Einaudi Editore, 1994.
4. All the data about Qfront, trans lat ed from the Japanese web-site of the project, I take from Marc 

Steinberg's arti cle “Building Perceptions: Media Architecture and the Hypersurface Experience”, 
Parachute 113, 2003.

5. See the section “Representing violence, violating representation” of my work “Der Totale Körper 
der Lust”, in Zurück aus der Zukunft. Osteuropäische Kulturen im Zeitaler des Postcommunismus. Ed. 
by Boris Groys, Anne von der Heiden and Peter Weibel, Frankfurt: Suhrkamp Verlag, 2005.
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ëÚÓ ÎË˜ ÌË ËÁ„ÎÂ ‰Ë

ÑËÒ ÍÛ ÒËfl. ÇÓ‰Â˘ Ë Â‰‡Í ÚÓ êÂ„Ë Ì‡ ÅËÚ ÌÂ

ëÓÙËfl, 5 ̨ ÌË 2005

ì˜‡ÒÚ ÌË ̂ Ë
ü‡ ÅÛ· ÌÓ ‚‡ ÍÛ‡ ÚÓ, ‰ËÂÍ ÚÓ Ì‡ àëà – ëÓÙËfl, ˙ÍÓ ‚Ó ‰Ë ÚÂÎ

Ì‡ ÇËÁÛ‡Î ÌËfl  ÒÂ ÏË Ì‡
ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ıÛ‰ÓÊ ÌËÍ, ÒÚË ÔÂÌ ‰Ë ‡ÌÚ Ë ˜ÎÂÌ Ì‡ ë˙‚ÂÚ‡ 

Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡
à‚‡È ÎÓ ÑË˜Â‚ ÔÓ ÙÂÒ Ó ÔÓ ÍÛÎÚÛ Ì‡ ‡ÌÚÓ ÔÓ ÎÓ „Ëfl ‚ ëÓÙËÈ ÒÍËfl

ÛÌË ‚ÂÒË ÚÂÚ, ˜ÎÂÌ Ì‡ ë˙‚Â Ú‡ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡
ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚ ‰ÓˆÂÌÚ ÔÓ ÍÛÎÚÛ Ì‡ ËÒÚÓ Ëfl Ì‡ ÏÓ‰Â ÌÓÒÚ Ú‡,

Á‡ÏÂÒÚ ÌËÍ-˙ÍÓ ‚Ó ‰Ë ÚÂÎ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡
äË ÒÚË ‡ ÌÂ åÂÌËÍÂ ÍÛ‡ ÚÓ, ˙ÍÓ ‚Ó ‰Ë ÚÂÎ Ì‡ É‡‰ ÒÍ‡ „‡ÎÂ Ëfl Á‡ Ò˙‚Â ÏÂÌ ÌÓ 

ËÁÍÛ ÒÚ‚Ó, ÑÂÁ ‰ÂÌ, ÉÂ Ï‡ ÌËfl
åËÎ‡ åËÌÂ‚‡ ÒÓˆË ÓÎÓ„ Ì‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ÍÛÎÚÛ ‡, ÒÚË ÔÂÌ ‰Ë ‡ÌÚ

Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡
êÂ„Ë Ì‡ ÅËÚ ÌÂ ÔÓ ÙÂÒ Ó ÔÓ ÍÛÎÚÛ Ó ÎÓ „Ëfl, ˙ÍÓ ‚Ó ‰Ë ÚÂÎ Ì‡ International 

Bauhauskolleg, îÓÌ ‰‡ ̂ Ëfl Å‡Û ı‡ÛÒ, ÑÂÒ‡Û, ÉÂ Ï‡ ÌËfl

êÂ„Ë Ì‡ ÅËÚ ÌÂ: ä‡Í‚Ó ÒÂ ÒÎÛ˜ ‚‡, ÍÓ„‡ ÚÓ Â‰ËÌ „‡‰ ÒÂ ÔÂ‚ ˙ -
˘‡ ‚ Ó·‡Á? èÓ‰ Û· Ë Í‡ Ú‡ ◊ÒËÏ ‚ÓÎ Ì‡ ËÍÓ ÌÓ ÏË Í‡“ ÚÂÓ Â ÚË ̂ Ë Ì‡ ÍÛÎÚÛ ‡ Ú‡ Ë ÒÓˆË -
ÓÎÓ ÁË-Û·‡ ÌË ÒÚË ‰ËÒ ÍÛ ÚË ‡ ı‡ ÓÒÓ ·Â Ì‡ Ú‡ ÓÎfl Ì‡ ÍÛÎÚÛ ‡ Ú‡, Ú‡ ‰Ë ̂ Ëfl Ú‡ Ë ËÒÚÓ Ëfl Ú‡
‚ ÍÓÌ ÒÚÛË ‡ ÌÂ ÚÓ Ó·‡ ÁË Ì‡ „‡ ‰Ó ‚Â, Ú˙ ÒÂ ̆ Ë ÎËˆÂ, ÍÓÂÚÓ ‰‡ ÔÓÍ‡ Ê‡Ú Ì‡ ‚˙Ì ̄ ÌËfl
Ò‚flÚ. åÌÓÊÂÒÚ‚Ó ÍÏÂÚ ÒÚ‚‡ ÔÂ ÒÎÂ‰ ‚‡Ú ÔÓ‰Ó· Ì‡ ◊ÔÓÎË ÚË Í‡ Ì‡ ‚Ë‰Ë ÏÓÒÚ“, Á‡ ‰‡ ËÁ„‡ -
‰flÚ „‡ ‰Ó ‚Â ÚÂ ÒË Í‡ÚÓ ÔË‚ ÎÂ Í‡ ÚÂÎ ÌË ÏÂÊ ‰Û Ì‡ Ó‰ ÌË ˆÂÌ ÚÓ ‚Â Á‡ Í‡ÔË Ú‡ Î‡, ËÌ‚Â ÒÚË -
ÚÓ Ë ÚÂ, ÚÛË ÒÚË ÚÂ Ë Ò‚ÓË ÚÂ ÊÂÎ‡ ÌË Ó·Ë Ú‡ ÚÂ ÎË: Ò˙Á‰‡ ‚‡ ÒÂ ÔÓÁË ÚË ‚ÂÌ Ó·‡Á, ÒÏÂ Ò‚‡˘
ÓÔÂ ‰Â ÎÂÌ ÒÚ‡Ì ‰‡Ú, Í‡˜Â ÒÚ‚Ó Ì‡ ÊË‚Ó Ú‡ Ë ÏÂÒÚ Ì‡ ÔË‚ ÎÂ Í‡ ÚÂÎ ÌÓÒÚ. óÂÒÚÓ ÔÓ‰Ó· ÌË
Ó·‡ ÁË Ì‡ „‡ ‰Ó ‚Â Ò‡ Ú‡Í‡ ÛÂ‰ Ì‡Í ‚Â ÌË, ˜Â ËÒ ÍÛ ‚‡Ú ‰‡ ÔË ÍËflÚ ‡Á ÌÓ Ó‰ ÌË ÚÂ Ô‡Í -
ÚË ÍË Ì‡ Ó·Ë Ú‡ ÚÂ ÎË ÚÂ. èÂ‰ ÔÓ Î‡ „‡Ï, ˜Â Á‡ Û˜‡ÒÚ ÌË ̂ Ë ÚÂ, ıÛ‰ÓÊ ÌË ̂ Ë Ë ÚÂÓ Â ÚË ̂ Ë Ì‡
ÍÛÎÚÛ ‡ Ú‡, Â‰ÌÓ ÓÚ „Î‡‚ ÌË ÚÂ Ì‡ÏÂ Â ÌËfl Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ Â ·ËÎÓ ËÁÒÎÂ‰ ‚‡ ÌÂ ÚÓ
Ì‡ Ì‡˜Ë Ì‡, ÔÓ ÍÓÈÚÓ ıÛ‰Ó ÊÂ ÒÚ‚Â ÌË ÚÂ ÔÓ ËÁ ‚Â ‰Â ÌËfl ÏÓ„‡Ú ‰‡ ÒÂ Ì‡ÏÂ ÒflÚ ‚ Ú‡ÍË ‚‡
ÂÔÂ ÁÂÌ Ú‡ ̂ ËÓÌ ÌË ÓÚÌÓ ̄ Â ÌËfl.

ÑÂÁ ‰ÂÌ Ë ëÓÙËfl Ò‡ ‰‚‡ ËÌÚÂ ÂÒ ÌË ËÁÒÎÂ ‰Ó ‚‡ ÚÂÎ ÒÍË ÒÎÛ ̃ ‡fl Ì‡ ÔÓ‰Ó· ÌÓ ‡Á‚Ë ÚËÂ. 
à ‡ÍÓ ÑÂÁ ‰ÂÌ ÒÔ‡ÒË ‡Á ÔÓÁ Ì‡ ‚‡ Â ÏÓÒÚ Ú‡ ÒË ˜ÂÁ ÂÍÓÌ ÒÚÛË ‡ ÌÂ Ì‡ ·‡Ó ÍÓ ‚Ëfl ÒË
„‡‰ ÒÍË ˆÂÌ Ú˙, ‡ ÓÚÚ‡Ï ‚˙ ÁÍ‡ Ú‡ ÒË Ò ËÒÚÓ Ëfl Ë Ú‡ ‰Ë ̂ Ëfl, ÚÓ Ó·‡Á˙Ú Ì‡ ëÓÙËfl Â
·ÂÎfl Á‡Ì ÓÚ ÁÌ‡ ̂ Ë ÚÂ Ì‡ ÏÂÊ ‰Û Ì‡ Ó‰ ÌË ÍÓÏ Ô‡ ÌËË Ë Ú˙ „Ó‚ ÒÍË Ï‡ÍË – ÂÍÎ‡ Ï‡ Ú‡ ÚÛÍ Â
‡‰Ë Í‡Î Ì‡ Ë ÒËÎÌÓ ‡„Â ÒË‚ Ì‡. ä‡Í‚Ë Ò‡ Ë‰Â Ë ÚÂ Á‡ „‡‰, ÍÓËÚÓ ÒÂ ÔÓ‡ Ê‰‡Ú ÓÍÓÎÓ
‰ÓÏË ÌË ‡ ̆ Ëfl ‚˙‚ ‚ÒÂÍË ÓÚ ‰‚‡Ú‡ ÒÎÛ ̃ ‡fl Û·‡ ÌË ÒÚË ̃ ÂÌ ‰ËÒ ÍÛÒ? Ñ‡ÎË, ‚ ÒÎÛ ̃ ‡fl Ì‡
ÑÂÁ ‰ÂÌ, ÏÂ˜ Ú‡ Ú‡ Á‡ ·Û ÊÓ ‡ ÁÂÌ „‡‰? àÎË ‚ ëÓÙËfl, Ò ÛÒÍÓ Â ÌÓ ÚÓ π ‡Á ‡ ÒÚ‚‡ ÌÂ –
Á‡ Ú˙ ÒÂ ÌÂ Ì‡ ÏÂÒÚ‡, Í˙‰Â ÚÓ Ô‡‚ËÎ‡Ú‡ ‚Â˜Â ÌÂ ‚‡Ê‡Ú?

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: Ç ÑÂÁ ‰ÂÌ ÔÂÁ ÔÓÒÎÂ‰ ÌË ÚÂ 15 „Ó‰Ë ÌË
Ó·‡Á˙Ú Ì‡ „‡‰‡ ·Â Ó„‡ ÌË ̃ ÂÌ ‰Ó ÏÌÓ„Ó ÒÔÂ ̂ Ë ÙË˜ Ì‡ Í‡ ÚË Ì‡. ÅÂ¯Â ◊Ò‚ËÚ“ ‰ÓÚÓÎ ÍÓ -
‚‡, ˜Â ‰‡ Ó·ı‚‡ ÌÂ Â‰ËÌ ÒÚ‚Â ÌÓ ËÒÚÓ Ë ̃ Â ÒÍË ÚÂ Ô‡ÏÂÚ ÌË ̂ Ë Ë ÓÒÓ ·Â ÌÓ Ì‡È-ËÁ‚ÂÒÚ ÌË ÚÂ
ÒÂ‰ Úflı – î‡Û ÂÌ ÍË ıÂ, áÂÏ ÔÂ Ó ‚‡ Ú‡ ÓÔÂ‡, ËÒÚÓ Ë ̃ Â ÒÍËfl ˆÂÌ Ú˙ Í‡ÚÓ ˆflÎÓ. à
Ò‡ÏÓ Á‡˘Ó ÚÓ ÓÔÂ ‰Â ÎÂ Ì‡ Ú‡ ‰Ë ̂ Ëfl Ì‡ ÚÂı ÌË ̃ Â ÒÍË ËÌÓ ‚‡ ̂ ËË ·Â¯Â Ó·fl‚ ÂÌ‡ Á‡ ËÁ‡Á
Ì‡ ◊Ò‡Í ÒÓÌ ÒÍËfl ‰Ûı Ì‡ ËÁÓ ·Â Ú‡ ÚÂÎ ÌÓÒÚ Ë ÔÂ‰ ÔËÂÏ ̃ Ë ‚ÓÒÚ“, ÚÓÁË Ó·‡Á ÒÂ Ó·Ó „‡ ÚË
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Capital Cityscapes

A discussion. Moderated and edited by Regina Bittner

Sofia, June 5th, 2005

Participants:
Iara Boubnova curator, chair of ICA – Sofia, leader of the Visual Seminar 
Luchezar Boyadjiev visual artist, fellow  and memler of the Board 

of the Visual Seminar
Ivaylo Ditchev Professor in cultural anthropology at University of Sofia, member 

of the Board of the Visual Seminar 
Alexander Kiossev Associate Professor in cultural history of Modernity, co-leader of 

the Visual Seminar
Christiane Mennicke curator, leader of the city gallery for contemporary art,

Dresden, Germany
Milla Mineva sociologist of visual culture,

fellow of the Visual Seminar
Regina Bittner Professor in Cultural Studies, leader of the international 

Bauhauskolleg, Bauhaus Foundation, Dessau, Germany

Regina Bittner: What happens with a city when it becomes an
image? Under the rubric “symbolic economy,” cultural theorists and urban sociologists
have discussed the special role of culture, tradition, and history in the construction of
images of cities that are intended to make cities identifiable by the outside world. Many
municipalities are pursuing such a “politics of visibility” in order to make their cities attrac-
tive as international bases for capital, investors, tourists, and desirable residents: a posi-
tive image is produced that combines a certain standard of high quality of life in the city
with local attractions. Often such images of cities are so homogenized that they run the
risk of eclipsing the heterogeneous practices of urban dwellers. I suspect that for artists
and cultural theorists one of the central intentions of the Visual Seminar was to explore the
question of how artistic works can intervene in these representational relations.

Dresden and Sofia are two interesting case studies for this development. Whereas
Dresden has salvaged its recognizability by reconstructing the Baroque city center and
hence its relation to history and tradition, the image of Sofia is marked by the insignia of
international firms and trademarks; advertising here is very aggressive and radical. What
ideas of urbanism revolve around the dominant urban discourse in each case? Is it the
desire for a bourgeois city in Dresden's case? And in Sofia's a high degree of accelerated
urbanism, the search for places where no rules apply any longer?

Christiane Mennicke: In Dresden the image of the city has been
restricted to a very specific profile over the past fifteen years. The city's image has been
shrunk to encompass only its historical monuments, meaning above all its most important
sites: the Frauenkirche, the Semper Opera, and the whole of the historical center.
Because a certain tradition of technical innovations has been declared the expression of a
“Saxon spirit of invention and entrepreneurship,” this image has been enriched with a
touch of modernity. The everyday life of the city today is scarcely part of this image at all.
In the case of Dresden, therefore, I would place a question mark behind the concept of
the urban, if by “urbanism” we mean the visibility of heterogeneous urban architecture and
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Ò Ì˛‡ÌÒ ÓÚ ÏÓ‰Â ÌÓÒÚ. ÇÒÂ ÍË‰ ÌÂ‚ ÌËflÚ „‡‰ ÒÍË ÊË‚ÓÚ, Ó·‡˜Â, Â ÏÌÓ„Ó ÚÛ‰ ÌÓ ‚Ë‰ËÏ
Á‡‰ ÚÓÁË Ó·‡Á. í‡Í‡ ˜Â, ‚ ÒÎÛ ̃ ‡fl Ò ÑÂÁ ‰ÂÌ, ·Ëı ÒÎÓ ÊË Î‡ ‚˙ÔÓ ÒË ÚÂ ÎÂÌ ÁÌ‡Í Í‡È
ÔÓÌfl ÚËÂ ÚÓ ◊„‡‰ ÒÍË“, ‡ÍÓ ÔÓ‰ ÌÂ„Ó Ë ÔÓ‰ ◊Û·‡ ÌËÁ˙Ï“ ‡Á ·Ë ‡ ÏÂ ÔË Ò˙ ÒÚ‚ËÂ ÚÓ Ì‡
ÌÂÂ‰ ÌÓ Ó‰ ÌË „‡‰ ÒÍË ‡ıË ÚÂÍ ÚÛ Ë Ë ÙÓÏË Ì‡ ‚ÒÂ ÍË‰ ÌÂ ‚ÂÌ ÊË‚ÓÚ. éÒÌÓ ‚ÂÌ ÚÛÍ
ÒÚ‡‚‡ ‰Â·‡ Ú˙Ú Á‡ ÒËÏ ‚ÓÎ Ì‡ Ú‡ ËÍÓ ÌÓ ÏË Í‡, Á‡˘Ó ÚÓ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó ÚÓ Ì‡ Ó·‡ ÁË – ‡‚ÚÓ -
ÌÓÏ ÌÓ Ë ÓÚ‰Â ÎÂ ÌÓ ÓÚ ‚ÒÂ ÍË‰ ÌÂ ‚ËÂ ÚÓ – ËÏ‡ ÔÂÍË ÔÓÒÎÂ‰ ÒÚ‚Ëfl ‚˙ıÛ ÊË‚Ó Ú‡ ‚ „‡‰‡.

êÂ„Ë Ì‡ ÅËÚ ÌÂ: áÌ‡˜Ë ‚ ÑÂÁ ‰ÂÌ ÒÂ ÒÚÓË ıÓÏÓ „Â ÌÂÌ Ó·‡Á
Ì‡ „‡‰‡, ÌflÏ‡˘ ÏÌÓ„Ó Ó·˘Ó Ò Ë‰Â Ë ÚÂ Ì‡ Û·‡ ÌËÁ Ï‡... Ä Í‡Í ÒÂ ‡Á ‚Ë ‚‡ Ò˙˘‡ Ú‡ ÚÂÏ‡
‚ ëÓÙËfl? ÇËÁÛ‡Î ÌËflÚ ÒÂÏË Ì‡ ÍÓÌ ̂ ÂÌ ÚË ‡ ‚ÌË Ï‡ ÌËÂ ÚÓ ÒË ‚˙ıÛ ÍÛÎÚÛ ‡ Ú‡ ‚ „‡‰ -
ÒÍË ÚÂ ÛÒÎÓ ‚Ëfl. ç‡·Î˛ ‰‡ ‚‡ ÎË ÒÂ ÔÓ‰Ó· Ì‡ ıÓÏÓ „Â ÌË Á‡ ̂ Ëfl ÚÛÍ – ÓÔËÚ Á‡ ËÁ„‡Ê ‰‡ ÌÂ
Ì‡ Ë‰ÂÌ ÚË ÙË Í‡ ̂ Ëfl ÔÂ‰ ‚˙Ì ̄ ÌËfl ÔÓ„ÎÂ‰?

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: ëÚÛ ‚‡ ÏË ÒÂ, ˜Â Ô˙ ‚ËflÚ, ËÁÔ‡ ‚ËÎ ÒÂ
ÚÛÍ ‚˙ÔÓÒ, Â ÍÓË Ò‡ Ë„‡ ̃ Ë ÚÂ ‚ ÚÓÁË ÔÓ ̂ ÂÒ – ÍÓÈ ËÏ‡ ‚˙ÁÏÓÊ ÌÓÒÚ Ú‡ ‰‡ ÓÔÂ ‰Â Îfl
Ó·‡ Á‡ Ì‡ „‡‰‡. Ç ÒÎÛ ̃ ‡fl Ò˙Ò ëÓÙËfl Ò‡ Á‡·˙ Í‡ ÌË ÏÌÓ„Ó ıÓ‡, ˜ËflÚÓ ÏÓÚË ‚‡ ̂ Ëfl Â
ÌÂ ÓÒÓ ·Â ÌÓ flÒÌ‡. àÏ‡ÏÂ ÏÌÓ ÊÂ ÒÚ‚Ó ËÒÚÓ Ë ̃ Â ÒÍË, ÒËÏ ‚Ó ÎË ̃ Â ÒÍË ‚‡ÊÌË Ò„‡ ‰Ë, Ë
ÔÓ‚Â ̃ Â ÚÓ ÓÚ Úflı Ò‡ ÏÂÊ ‰Û ‚Â ÏÂÌ ÌÓ Ó·ÌÓ ‚Â ÌË. ÑÓÍÓÎ ÍÓ ÚÓ ÚÓ‚‡ ÒÂ ÒÎÛ˜ ‚‡, ÏÓÊÂ ‰‡ ÒÂ
Ú‚˙ ‰Ë, ˜Â ËÏ‡ ÛÒË ÎËfl ‰‡ ÒÂ ÔÓ‰Ó· flÚ ÚÛË ÒÚË ̃ Â ÒÍË ÚÂ ÛÒÎÓ ‚Ëfl. çÓ ˆÂÌ Ú˙ ˙Ú Ì‡
ëÓÙËfl ÌÂ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ËÒÚËÌ ÒÍ‡ ÚÛË ÒÚË ̃ Â ÒÍ‡ ‡Ú‡Í ̂ Ëfl, Ï‡Í‡ ‰‡ Ò˙Ï ˜Û‚‡Î ÌÂ
Â‰ËÌ „ÓÒÚ ‰‡ Ú‚˙ ‰Ë, ˜Â ëÓÙËfl ÔË ÎË ̃ ‡ Ì‡ Á‡Ô‡ ‰ÂÌ „‡‰, Ú.Â. ÚÂ ‡Á ÔÓÁ Ì‡ ‚‡Ú ‡Á ÎË˜ -
ÌË ÁÌ‡ˆË Á‡ Â‚Ó ÔÂ Ë Á‡ ̂ Ëfl. íÛÍ Ì‡·Î˛ ‰‡ ‚‡ ÏÂ ÒÚÂ ÏÂÊ Í˙Ï ÓÙË ̂ Ë‡Î ÌÓ ËÁÚ˙Í ‚‡ ÌÂ Ì‡
ËÒÚÓ Ë ̃ Â ÒÍË ÂÎÂ ÏÂÌ ÚË, ÓÒÓ ·Â ÌÓ Ì‡ ÓÌÂÁË, ÍÓËÚÓ ËÏ‡Ú ÔÓÎË ÚË ̃ Â ÒÍÓ ÁÌ‡ ̃ Â ÌËÂ. Ç
Ò˙˘Ó ÚÓ ‚ÂÏÂ, ÚÛ‰ ÌÓ Â ‰‡ ÒÂ ÓÔÂ ‰Â ÎË ÍÓË Ò‡ ÓÒÚ‡ Ì‡ ÎË ÚÂ Ë„‡ ̃ Ë. äÓÈ Â ÒÔÓ ÒÓ ·ÂÌ
ÚÓÎ ÍÓ ‚‡ Â¯Ë ÚÂÎ ÌÓ ‰‡ ÔÓ ÏÂ ÌË Ó·‡ Á‡ Ì‡ Â‰ËÌ „‡‰?

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: ç‡ÏË ‡Ï Á‡ ‚‡ÊÌÓ ‰‡ ÒÂ Ì‡ÁÓ ‚‡Ú ‡„ÂÌ -
ÚË ÚÂ Ì‡ ÔÓ‰Ó· ÌÓ ÔÂÛ ÒÚÓÈ ÒÚ‚Ó. á‡ ÑÂÁ ‰ÂÌ ÚÓÁË ‚˙ÔÓÒ ÌÂ Â ÓÒÓ ·Â ÌÓ ÚÛ ‰ÂÌ.
ê‡Á‚Ë ÚËÂ ÚÓ Ì‡ ÒÚ‡ ÚÂ „ËË Á‡ ÔË‚ ÎË ̃ ‡ ÌÂ Ì‡ ËÌ‚Â ÒÚË ÚÓ Ë Ë ÚÛË ÒÚË ‚ Ò˙ÒÚÂ Á‡ ÌËÂ Ò
‰Û„Ë „‡ ‰Ó ‚Â ÔÓ‰˙Î Ê‡ ‚‡ ‚Â˜Â ÓÚ ‰ÓÒÚ‡ ‚ÂÏÂ. éÚ„ÎÂÊ ‰‡ ÌÂ ÚÓ Ì‡ ÔÓ‰Ó ·ÂÌ Ó·‡Á Ì‡
„‡‰‡ Â ÓÚ „Ó‰Ë ÌË ‰ÂÈ ÌÓÒÚ Ì‡ Ó·˘ËÌ ÒÍÓ ÚÓ ÓÚ‰Â ÎÂ ÌËÂ Á‡ ÔÎ‡ ÌË ‡ ÌÂ Ë Ì‡ Dresden
Tourismus GmbH, ‚ Ò˙ÚÛ‰ ÌË ̃ Â ÒÚ‚Ó Ò ‰Û„Ë Ó·˘ËÌ ÒÍË Ë ˜‡ÒÚ ÌË Ô‡Ú Ì¸Ó Ë. í‡Í‡ ˜Â
‡„ÂÌ ÚË ÚÂ Ò‡ ÎÂÒÌÓ ÓÔÂ ‰Â ÎË ÏË. ì‚Â Â Ì‡ Ò˙Ï, ˜Â ÔÓÎÓ ÊÂ ÌËÂ ÚÓ ‚ ëÓÙËfl Â Ì‡Ô˙Î ÌÓ
‡Á ÎË˜ ÌÓ. ÇÂÓ flÚ ÌÓ ËÏ‡ ÏÌÓ„Ó ÔÓ‚Â ̃ Â ‡Á ÌÓ „Î‡Ò ËÂ ÓÍÓÎÓ ÚÓ‚‡, ÍÓÈ Â Ó‚Î‡ ÒÚÂÌ ‰‡
Â¯Ë Í‡Í˙‚ ‰‡ Â „‡ ‰˙Ú ‚ ·˙‰Â ̆ Â.

à‚‡È ÎÓ ÑË˜Â‚: ÅËı ÔÓ‰˙Î ÊËÎ Ú‡ÁË ÏËÒ˙Î – ‚flÌÓ Â, flÒÂÌ
Ó·‡Á Ì‡ ëÓÙËfl ÌÂ Ò˙˘Â ÒÚ‚Û ‚‡. çËÍÓÈ ÌÂ ÏËÒÎË Á‡ ÚÓ‚‡, ÍÏÂÚ ÒÚ‚Ó ÚÓ ÌÂ Ô‡‚Ë ÌË˘Ó
ÔÓ ‚˙ÔÓ Ò‡ Ë ÓÙË ̂ Ë‡Î ÌÓ ÚÓ ËÁ‚Ë ÌÂ ÌËÂ Â, ˜Â ‚ÒÂ Ó˘Â ÌflÏ‡ Ó·˘ Û·‡ ÌË ÒÚË ̃ ÂÌ ÔÎ‡Ì Á‡
‡Á‚Ë ÚËÂ Ì‡ „‡‰‡. èËÂ Ï‡ ÌÂ ÚÓ Ì‡ Ú‡Í˙‚ ÔÎ‡Ì ·Â¯Â ÓÚÎÓ ÊÂ ÌÓ. çÂ ·Â Ì‡Ô‡ ‚Â ÌÓ ÛÒË -
ÎËÂ ÚÓÈ ‰‡ ·˙‰Â Ì‡ËÒÚË Ì‡ ÔËÂÚ, Ú˙È Í‡ÚÓ ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ ÏÛ Ô‡‚Ë ÔË ‚‡ ÚË Á‡ ̂ Ëfl Ú‡
ÏÌÓ„Ó ÔÓ-ÔÓ ÒÚ‡. èÓ‰Ó ·ÂÌ ÔÎ‡Ì ·Â ÛÚ‚˙ ‰ÂÌ ÓÚ é·˘ËÌ ÒÍËfl Ò˙‚ÂÚ Â‰‚‡ ÔÂÁ 2004 „. Ë
‚ÒÂ Ó˘Â ÔÂ‰ ÒÚÓË ‰‡ ÒÂ ÔÂ ‚˙ ÌÂ ‚ Á‡ÍÓÌ. éÚ„Ó ‚Ó ÌË ÚÂ Á‡ ÚÓ‚‡ Û˜‡ÒÚ ÌË ̂ Ë ÌÂ Ò‡ ÒÔÓ -
ÒÓ· ÌË ‰‡ „Ó ÔÓ Í‡ ‡Ú. çÂÓÚ ‰‡‚ Ì‡ ÔÂÁ é·˘ËÌ ÒÍËfl Ò˙‚ÂÚ ÏËÌ‡ ı‡ Â„Û Î‡ ̂ ËÓÌ ÌË Ô‡ -
‚Ë Î‡ Á‡ ÂÍÎ‡ Ï‡ Ú‡ ‚ „‡‰‡ Ë ÚÂ ÏÓ„‡Ú ‰‡ ÒÂ ‡Á „ÎÂÊ ‰‡Ú Í‡ÚÓ Ô˙‚Ë ÒÚ˙Ô ÍË ÔÓ ÔÓÒÓ Í‡
Ì‡ Â„Û ÎË ‡ ÌÂ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÌÓ ‚ÒÂ Ó˘Â ÒÏÂ ‰‡ÎÂ˜ ÓÚ ‚ÒflÍ‡ ËÒÚËÌ ÒÍ‡
ÏËÒ˙Î Á‡ Ó·˘Ó „‡‰ ÒÍÓ ‡Á‚Ë ÚËÂ.

åËÎ‡ åËÌÂ‚‡: É‡ ‰˙Ú ÌË Ò˙Ò ÒË„Û ÌÓÒÚ ÌÂ Â ËÁ·Ë ÒÚËÎ
ÔÓ‰Ó· Ì‡ Ë‰Âfl, ÌÓ ÌÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ ÚÓ‚‡ ÏË ÒÂ ÒÚÛ ‚‡, ˜Â flÒÌ‡ ÔÂ‰ ÒÚ‡ ‚‡ Í‡Í ·Ë Úfl· -
‚‡ ÎÓ ‰‡ ÒÂ ‡Á ‚Ë ‚‡ ëÓÙËfl ËÏ‡. ê‡Á „ÎÂÊ ‰‡È ÍË ÒÍÓ Ó¯ ÌË ÚÂ ÔÂÛ ÒÚÓÈ ÒÚ‚Â ÌË ‰ÂÈ ÌÓ -
ÒÚË, ÒÚ‡‚‡ flÒÌÓ, ˜Â ÔÓ‚Â ̃ Â ÚÓ ÓÚ Úflı Í‡Ò‡flÚ Ò„‡ ‰Ë ÓÚ Ì‡˜‡ ÎÓ ÚÓ Ì‡ ïï ‚ÂÍ. ñÂÎÚ‡ Â ‰‡
ÒÂ ÔÂ‰ ÒÚ‡ ‚Ë ëÓÙËfl Í‡ÚÓ ˆÂÌ Ú‡Î ÌÓ-Â‚Ó ÔÂÈ ÒÍË „‡‰. èÓ ÂÍ Ú˙Ú ◊ä‡ ÒË ‚‡ Å˙Î „‡ Ëfl“,
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everyday life. The debate over symbolic economy is crucial here, because an image pro-
duction that has become decoupled from everyday life and autonomous has direct effects
on life in the city.

Regina Bittner: So in Dresden a homogeneous image of the city
is being produced that has little in common with ideas of urbanism. How does that play
out in Sofia's case? The Visual Seminar has focused its discussion on visual urban cul-
ture. Can one also observe a homogenization here in Sofia, an attempt to produce an
image of the city that is identifiable from outside?

Alexander Kiossev: I think the first thing to discuss is who are
the players in this game, and who is in a position to determine the image of the city. In
Sofia's case, many people are involved whose motivations are not so clearly identifiable.
We have several historical buildings that are very important symbolically, and most of
them have been renovated in the meanwhile. So as far as that goes, there have been
efforts to improve things for tourism. But Sofia's center is not really a tourist attraction,
even though I have encountered several tourists who say that Sofia looks like a Western
city. That is to say, there are various signs of Europeanization. One sees steps toward
improving historical elements, especially the ones with political significance. At the same
time, however, it is difficult to determine who the other players are. Who are the players
who are transforming the image of the city so decisively?

Christiane Mennicke: I find it important to ask who are the
agents in this symbolic rebuilding. For Dresden, that question is easier to answer. The
development of strategies to position the city in the competition with other cities as a site
for investors and tourism has been going on for a longer time in Dresden. The cultivation
of such an image of the city has for years now been the work of the municipal planning
office and Dresden Tourismus GmbH, together with other municipal and private partners.
Hence the agents are comparatively easy to identify. I am certain that the situation in Sofia
is totally different. Perhaps here there is more discussion of who has the power to deter-
mine what the city could be in the future.

Ivaylo Ditchev: If I may follow up on that: that's right, there is no
clear image of Sofia. No one gives any thought to it; the municipality doesn't do anything
about it, and the official reason for that is that there is still no urban plan for developing
the city. That has been postponed. No particular efforts were made to do it, because hav-
ing no plan made privatization so much simpler. Only in 2004 was a plan approved by the
municipal parliament, and it has yet to become law. The responsible parties are unable to
develop an urban development plan. Recently they did pass an ordinance regulating the
placement of advertising in the city, and that can be seen as a first step in the direction of
regulating public space, but they are a long way from any real concept for integrating
urban development.

Milla Mineva: The city has certainly not developed a concept, but
I think that there is nevertheless a clear idea of how Sofia should develop. Looking at the
most recent reconstructions, it is clear that they are primarily early twentieth-century build-
ings. The goal of that is to present Sofia as a Central European city. The Beautiful
Bulgaria project, which is supported by the Bulgarian government and the development
program of the UN, seems to want to depict Sofia in the same way. If you analyze all the
buildings currently being reconstructed as part of this project, the strong emphasis on the
early twentieth century is striking. In my research on postcards of Sofia for the Visual
Seminar, I found a growing discrepancy between a homogenized tourist image and the
real, physical development of the city, which occurred more or less naturally. What the
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ÔÓ‰ ‰˙ Ê‡Ì ÓÚ Ô‡ ‚Ë ÚÂÎ ÒÚ‚Ó ÚÓ Ë ÔÓ „‡ Ï‡ Ú‡ Á‡ ‡Á‚Ë ÚËÂ Ì‡ ééç, Ó·Ë ÒÛ ‚‡ ëÓÙËfl,
Í‡ÍÚÓ ËÁ„ÎÂÊ ‰‡, ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ. ÄÍÓ ‡Ì‡ ÎË ÁË ‡ ÏÂ ‚ÒË˜ ÍË ÂÏÓÌ ÚË ‡ ÌË Ì‡ÔÓ ÒÎÂ‰˙Í
ÔÓ ÚÓÁË ÔÓ ÂÍÚ Ò„‡ ‰Ë, ËÁÔ˙Í ‚‡ Û‰‡ Â ÌËÂ ÚÓ ‚˙ıÛ ‡Ì ÌËfl ïï ‚ÂÍ. Ç ËÁÒÎÂ‰ ‚‡ ÌÂ ÚÓ ÏË
‚ ‡Ï ÍË ÚÂ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ Á‡ ÔÓ˘ÂÌ ÒÍË ÚÂ Í‡ ÚË˜ ÍË ÓÚ ëÓÙËfl, ËÁflÒ ÌËı Ì‡‡ -
ÒÚ‚‡ ̆ Ó ÚÓ ÌÂÒ˙ÓÚ ‚ÂÚ ÒÚ‚ËÂ ÏÂÊ‰Û Ó·Ó· ̆ Â ÌËfl ÚÛË ÒÚË ̃ Â ÒÍË Ó·‡Á Ë Â‡Î ÌÓ ÚÓ, ÙËÁË ̃ Â -
ÒÍÓ ‡Á‚Ë ÚËÂ Ì‡ „‡‰‡, ÔÓ fl‚fl ‚‡ ̆ Ó ÒÂ ÔÓ ÔÓ-ÔÓ‚Â ̃ Â ËÎË ÔÓ-Ï‡ÎÍÓ ÂÒÚÂ ÒÚ‚ÂÌ Ì‡˜ËÌ.
éÌÓ‚‡, ÍÓÂÚÓ Í‡ ÚË˜ ÍË ÚÂ ÔÂ ‰‡ ‚‡Ú, Â ÚÓ˜ÌÓ ıÓÏÓ „Â ÌË ÁË ‡ ÌËflÚ „‡‰ ÒÍË ËÁ„ÎÂ‰. à ÔÓ -
·ÎÂ Ï˙Ú Â ËÏÂÌ ÌÓ ‚ ÌÂÒ˙ÓÚ ‚ÂÚ ÒÚ‚ËÂ ÚÓ ÏÛ Ò Â‡Î ÌËfl „‡‰.

ü‡ ÅÛ· ÌÓ ‚‡: çÂ ‚ËÊ ‰‡Ï flÒÂÌ ÏÓ‰ÂÎ Á‡ ÂÔÂ ÁÂÌ Ú‡ ̂ Ëfl Ì‡
ëÓÙËfl ‰ÌÂÒ. éÚÌ‡ Òfl ÌÂ ÚÓ Í˙Ï Ö‚Ó Ô‡ ÒÂ ÓÔË Ú‚‡ ‰‡ ÒÂ Ì‡ÎÓ ÊË, ÌÓ ÓÚ ‰Û„‡ ÒÚ‡ Ì‡
Â‚Ó ÔÂÈ ÒÍË ÚÂ „‡ ‰Ó ‚Â Ò‡ Í‡ÚÓ ˆflÎÓ ‰ÓÒÚ‡ ‡Á ÎË˜ ÌË, Ú‡Í‡ ˜Â, Í‡ÍÚÓ ËÁ„ÎÂÊ ‰‡, ◊Â‚Ó -
ÔÂÈ ÒÍË“ ÌÂ ÓÁÌ‡ ̃ ‡ ‚‡ ÌÂ˘Ó ÍÓÌ ÍÂÚ ÌÓ. çÂ ÒÚ‡‚‡ ÎË ÏÌÓ„Ó ÔÓ‚Â ̃ Â ‰ÛÏ‡ Á‡ ÒÚÓ ÎË ̂ Ë, Á‡
‡Á ÎË ̃ ËÂ ÚÓ ÏÂÊ‰Û ˆÂÌ Ú‡Î Ì‡ Ú‡ „‡‰ ÒÍ‡ ˜‡ÒÚ Ë ÓÙË ̂ Ë‡Î ÌË ÚÂ Ò„‡ ‰Ë, ÔÂ‰ ÒÚ‡ ‚fl ̆ Ë
ÔÓÎË ÚË ̃ Â ÒÍ‡ Ú‡ ‚Î‡ÒÚ? Ç˙‚ ‚ÒÂÍË ÒÎÛ ̃ ‡È, ÚÓ‚‡ Â ‰ÓÒÚ‡ ËÁ·Ë ‡ ÚÂÎ ÌÓ ÔÓ ËÁ ‚ÂÊ ‰‡ ÌÂ Ì‡
Ó·‡Á Ì‡ „‡‰‡. èÓ„ÎÂ ‰Ì‡ ÚÓ ËÌ‡˜Â, ëÓÙËfl Â ÒÂ‰ ÌÓ ‚Â ÍÓ ‚ÂÌ „‡‰, ÍÓÂÚÓ ÔÓ ÎË ̃ ‡ ‚‡
Ì‡È-‚Â˜Â ‚ ˆ˙ Í‚Ë ÚÂ π. Ç ‰ÓÔ˙Î ÌÂ ÌËÂ Í˙Ï ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó ÚÓ Ì‡ ÌÓ‚Ë ˆ˙ Í‚Ë, ÍÓÂÚÓ ‚Â˜Â
ÔÂÚ „Ó‰Ë ÌË ‚˙‚Ë ÔÓ‰ Ô˙ÎÌ‡ Ô‡‡, Ì‡ÎË ̂ Â Â Ô˙ÎÂÌ ÔÓ‰ ·Ó Ì‡ ‰Û„Ë ËÒÚÓ Ë ̃ Â ÒÍË ÔÎ‡ -
ÒÚÓ ‚Â. çÂ Ò‡ ÎË ÚÂ ˜‡ÒÚ ÓÚ ÌÂ‚Ë ‰Ë ÏËfl „‡‰ ëÓÙËfl?

à‚‡È ÎÓ ÑË˜Â‚: èÓ ÚÓÁË ÔÓ‚Ó‰ ·Ëı ËÒÍ‡Î ‰‡ Í‡Ê‡ ÌÂ˘Ó. ÇÂ˜Â
ÒÔÓ ÏÂ Ì‡ı ÏÂ ‚˙ÔÓ Ò‡ Á‡ ÏÂÒÚ ÌË ÚÂ Ë„‡ ̃ Ë, ‡Á ÎË˜ ÌË ‚ ‰‚‡Ú‡ ÒÎÛ ̃ ‡fl. Ñ˙Î „Ó „Ó ‰Ë¯ ÌËflÚ
ÍÏÂÚ Ì‡ ëÓÙËfl – ëÓÙË flÌ ÒÍË, ËÏ‡¯Â ÏÌÓ„Ó ÒÔÂ ̂ Ë ÙË˜ ÌÓ ‚ËÊ ‰‡ ÌÂ ÒÔfl ÏÓ „‡‰‡ Ë
·˙‰Â ̆ Â ÚÓ ÏÛ. íÓÈ ËÒÍ‡ ̄ Â ‰‡ ‚Ë‰Ë ÓÒ˙ ̆ Â ÒÚ‚Â ÌÓ Â‰ÌÓ ˆÂÌ Ú‡ ÎË ÁË ‡ ÌÓ „‡‰ ÒÍÓ ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó – ÚË ̇  „˙Î ÌË Í‡ ÏÂÊ‰Û ñÂÌ Ú‡Î Ì‡ ·‡Ìfl (·Ë‚ ̄ ‡ Ú‡ ÚÛ ÒÍ‡ ·‡Ìfl), ‰Ê‡ ÏËfl Ú‡ Ë
ÒËÌ‡ „Ó „‡ Ú‡. íÓ‚‡ Â ÒÚ‡ ËflÚ ˆÂÌ Ú˙ Ì‡ „‡‰‡, ˆÂÌ Ú˙ Ë Ì‡ ÌflÍÓ „‡¯ ÌËfl ÓÒÏ‡Ì ÒÍË „‡‰.
äÏÂÚ˙Ú ·Â ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ Ì‡ ÔÓÌfl ÚËfl Ú‡ Ì‡ ÓÌÂÁË ÒÚ‡Ë ÒÓÙËflÌ ̂ Ë, ÍÓËÚÓ ËÒÍ‡Ú ‰‡ ÒÂ
‚˙Á ÒÚ‡ ÌÓ ‚Ë ëÓÙËfl ÓÚ ‰ÂÚ ÒÚ‚Ó ÚÓ ËÏ, ëÓÙËfl Ì‡ ÚÂı ÌË ÚÂ Ó‰Ë ÚÂ ÎË. èÓÌfl ÍÓ „‡ ‰ÓË Ò„‡ -
‰Ë ÓÚ Ì‡˜‡ ÎÓ ÚÓ Ì‡ ïï ‚. ÒÚ‡ ‚‡Ú ˜‡ÒÚ ÓÚ ÚÓÁË Ó·‡Á, Ï‡Í‡ ‰‡ ÌÂ Ò‡ ÚÓÎ ÍÓ ‚‡ ‰Â‚ ÌË.
éÒ‚ÂÌ ÚÓ‚‡ ËÏ‡¯Â ˆflÎ‡ ÒÂËfl ‰Â·‡ ÚË ÓÍÓÎÓ ÁÌ‡ ̃ Â ÌËÂ ÚÓ Ì‡ ‚Ó‰‡ Ú‡ Í‡ÚÓ ÒËÏ ‚ÓÎ Ì‡
„‡‰‡. Ç Í‡fl Ì‡ Í‡ Ë ̆ ‡ Ú‡ ÒÂ ÔÓÎÛ ̃ Ë Â‰ËÌ ‚Ë‰ ÍÓÏ ÔÓ ÏËÒ ‚ ÒÔÓ Ó ‚Â ÚÂ Á‡ „‡‰ ÒÍËfl
ˆÂÌ Ú˙ – ˜‡ÒÚ ÓÚ ÌÂ„Ó ‰‡ ÒÚ‡ÌÂ ÏÛÁÂÈ, ÔÂ¯Â ıÓ‰ Ì‡ ÁÓÌ‡, Ú˙ „Ó‚ ÒÍË ÛÎËˆË Ë ÍÏÂÚ ÒÚ‚Ó.
ëÚ‡Ì Ì‡ Ë ÍÓÏ ÔÓ ÏËÒ Ì‡ ÍÓÏ ·Ë Ì‡ ̂ Ëfl. ëÚÛ ‚‡ ÏË ÒÂ, ˜Â ÍÓ„‡ ÚÓ Ó·Ò˙Ê ‰‡ ÏÂ ÒÎÛ˜ ‚‡ ̆ Ó -
ÚÓ ÒÂ ÒÂ„‡ ‚ ëÓÙËfl, ÌÂ ÏÓÊÂÏ ‰‡ Ë„ÌÓ Ë ‡ ÏÂ ‚ÎËfl ÌËÂ ÚÓ Ì‡ ÍÏÂÚ‡ Ë Ó·Í˙ Ê‡ ‚‡ ̆ Ë ÚÂ
„Ó. íÂ ÔÂ ‚˙ Ì‡ ı‡ Ú˙ „Ó‚ ÒÍ‡ ÛÎËˆ‡ ‚ ÔÂ¯Â ıÓ‰ Ì‡ ÁÓÌ‡, ‰ÓÍ‡ ÚÓ ‚ Ò˙˘Ó ÚÓ ‚ÂÏÂ ·flı‡
ÒÛ Ú‚‡ ÌË Ò„‡ ‰Ë ÓÚ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ Ú‡ ÂÔÓı‡.  

êÂ„Ë Ì‡ ÅËÚ ÌÂ: ÅËı ËÒÍ‡ Î‡ ‰‡ ‚˙Ì‡ ‡Á „Ó ‚Ó ‡ Í˙Ï ÏÓÏÂÌ Ú‡,
ÒÔÓ ÏÂ Ì‡Ú ÓÚ åËÎ‡ åËÌÂ‚‡ – ÌÂÒ˙ÓÚ ‚ÂÚ ÒÚ‚ËÂ ÚÓ ÏÂÊ‰Û ËÁ‡ ·Ó ÚÂ ÌËfl ÓÚ „‡‰‡ Ó·‡Á Ë
Â‡Î ÌËfl „‡‰. ÑÓÍÓÎ ÍÓ ÚÓ ÒË ÒÔÓÏ ÌflÏ, ÚÓ‚‡ ÌÂÒ˙ÓÚ ‚ÂÚ ÒÚ‚ËÂ ·Â¯Â Ì‡˜‡Î Ì‡ Ú‡ ÚÓ˜Í‡ Ì‡
ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡. éÚ Â‰Ì‡ ÒÚ‡ Ì‡, Ì‡ ÎËˆÂ Ò‡ ÓÔËÚË ëÓÙËfl ‰‡ ÒÂ Á‡ÍÓ Ú‚Ë ÓÚÌÓ ‚Ó ‚
ïßï Ë Ì‡˜‡ ÎÓ ÚÓ Ì‡ ïï ‚., Ú˙È Í‡ÚÓ ÔÓ‰Ó ·ÂÌ ËÏË‰Ê Ò˙ÓÚ ‚ÂÚ ÒÚ‚‡ ‰Ó·Â Ì‡ ÔÓÂ‰ ÌËfl
ÔÓ ̂ ÂÒ Ì‡ ËÌÚÂ „Ë ‡ ÌÂ Ì‡ Å˙Î „‡ Ëfl Ò Ö‚Ó Ô‡. éÚ ‰Û„‡ ÒÚ‡ Ì‡, ÔË Ò˙ ÒÚ‚ËÂ ÚÓ Ì‡
ÏÂÊ ‰Û Ì‡ Ó‰ ÌË ËÌ‚Â ÒÚË ÚÓ Ë, Ó˜Â ‚Ë‰ ÌÓ ˜ÂÁ ÍÓÎË ̃ Â ÒÚ‚Ó ÚÓ ÂÍÎ‡ Ï‡ ËÁ „‡‰‡, Ò˙Á‰‡ ‚‡
Ó·‡ Á‡ Ì‡ ËÁ„fl ‚‡˘ Ë ‰ËÌ‡ ÏË ̃ ÂÌ ˆÂÌ Ú˙. èÓ Í‡Í˙‚ Ì‡˜ËÌ ÒÂ Ì‡ÏÂ Ò‚‡Ú ‚ ÔÓ‰Ó· ÌÓ
ÌÂÒ˙ÓÚ ‚ÂÚ ÒÚ‚ËÂ ıÛ‰ÓÊ ÌË ̂ Ë ÚÂ?

ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚: ôÂ Á‡ÔÓ˜ Ì‡, ‚˙ ̆ ‡È ÍË ÒÂ Í˙Ï ÒÔÓ‡
ÓÍÓÎÓ ÌÂÓ ÔÂ ‰Â ÎË ÏËfl Ó·‡Á Ì‡ ëÓÙËfl. á‡ ‡Á ÎË Í‡ ÓÚ ÑÂÁ ‰ÂÌ, ÍÓÈÚÓ ÓÚÌÓ ÒË ÚÂÎ ÌÓ
ÎÂÒÌÓ ÏÓÊÂ ‰‡ ÒÂ Ë‰ÂÌ ÚË ÙË ̂ Ë ‡ ˜ÂÁ ‡Á ÎË˜ ÌË ‰‡‰Â ÌÓ ÒÚË, ÔË ëÓÙËfl ÓÚ‚Â‰Ì˙Ê
Ú‡Í‡ ÌÂ ÏÓÊÂ ‰‡ ÒÂ ÒÎÛ˜Ë. ÑÓË ÍÏÂÚ˙Ú ‰‡ ÒÂ ÒÚ‡ ‡Â ‰‡ Ò˙Á‰‡ ‰Â Ó·‡Á, ˜ÂÚ ÎË‚ ‚ ÍÓÌ -
ÚÂÍ ÒÚ‡ Ì‡ Â‚Ó ÔÂÈ ÒÍÓ ÚÓ ‡Á ̄ Ë Â ÌËÂ, ÌÂ ÏËÒÎfl, ˜Â Â Ì‡ ÎËˆÂ ÌflÍ‡Í ‚‡ flÒÌ‡ Ë‰Âfl. çÓ
ÚÓ‚‡, ÍÓÂÚÓ ‚ÒÂ Ô‡Í „Ó ËÏ‡, Â ‚ÒÂ ÍË‰ ÌÂ‚ ÌËflÚ „‡‰ ÒÍË ÊË‚ÓÚ. à ‚ ÚÓÁË ÒÏË Ò˙Î Ì‡ÏË -
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postcards convey is precisely this homogenized view of the city. The increasing discrep-
ancy between the real city and its visual representation is the problem.

Iara Boubnova: For Sofia, I don't see a clear model that could be
represented here. The reference to the European city suggests itself, but European cities
in general are very different, so, as far as that goes, “European” doesn't really mean
much. Isn't it really more of a debate about capitals, about the division between the city
center and the official buildings that represent political power? It is, in any case, a very
selective production of urban images. On the other hand, Sofia is a medieval city, which is
evident above all in its churches. And in addition to the building of new churches, which
has been in full swing for five years now, there is a whole series of other historical layers.
Are they elements of the invisible city of Sofia?

Ivaylo Ditchev: I would like to say something on this topic. We
have already mentioned the question of the local players in each case. Sofia's current
mayor (Sofianski) has a very special vision for the city and its future. It is a centralized
urban space that he would like to see realized in the reconstruction of the city: the tri-
angle between the public baths (the former Turkish baths), the mosque, and the syna-
gogue. This is the old center of the city, which was also the political center of the
Ottoman city. The mayor represents the idea of an old resident of the city, who wants
to have the Sofia of his childhood, the Sofia of his parents. Suddenly even buildings
from the early twentieth century are becoming part of this image, even if they aren't
really even old at all. Then there were a whole series of debates about the importance
of water as a symbol for Sofia. In the end there was a sort of compromise in the
debates over the city center: one part will be the museum, pedestrian zones, shopping
streets, and the city hall. A strange combination of things, but it is a compromise. I
think that when we discuss what is happening in Sofia at the moment we cannot ignore
the influence of the mayor and the people surrounding him. He turned the shopping
street into a pedestrian zone, and at the same time buildings from the socialist era are
being torn down.

Regina Bittner: I would like to return to a point that Milla Mineva
mentioned: the discrepancy between the image that the city produces of itself and the real
city. This discrepancy was, I think, the point of departure for the Visual Seminar. On the
one hand, there are efforts to anchor Sofia in the nineteenth and early twentieth centuries
again, because this image fits well with the process of integrating Bulgaria into Europe
again. On the other hand, the presence of international investors, which is evident from
the quantity of advertising in the city, is producing an image of a dynamic and up-and-
coming metropolis. How do artists intervene in this discrepancy?

Luchezar Boyadjiev: I would like to start by referring back to the
debate over an identifiable image for Sofia. For in contrast to Dresden, which can relative-
ly easily be identified with certain things, at first glance Sofia does not have much that is
easily identifiable. Even if the mayor is trying to produce a clear image in the context of EU
expansion, I don't think there is a clear concept here. What there is, however, is everyday
urban life. And in that sense I find it good that we don't have a clear policy of visibility. I
like to compare Sofia to Bucharest, a city that is confronted with the same challenges. In
Bucharest it is quite difficult to find a café on the street or a bar to drink a beer. In Sofia,
you find a whole series of, as it happens, small cafés and bars right in the center, in
essence unregulated situations that are part of everyday life here. That would be impossi-
ble in Bucharest. Some artists from Bucharest were visiting me a month ago, and they
said that Sofia was a smaller city but it had far more vitality.
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‡Ï ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ flÒÌ‡ ‚ËÁÛ‡Î Ì‡ ÒÚ‡ ÚÂ „Ëfl Á‡ ‰Ó·Ó. é·Ë ̃ ‡Ï ‰‡ Ò‡‚ Ìfl ‚‡Ï ëÓÙËfl
Ò ÅÛÍÛ Â˘ – „‡‰, ËÁÔ‡ ‚ÂÌ ÔÂ‰ Ò˙˘Ë ÚÂ ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ ÒÚ‚‡. í‡Ï Â ‰ÓÒÚ‡ ÚÛ‰ ÌÓ ‰‡
Ì‡ÏÂ ÎË¯ ÛÎË˜ ÌÓ Í‡ÙÂ ÌÂ ËÎË ·‡, Á‡ ‰‡ ÔËÂ¯ Â‰Ì‡ ·Ë‡. Ç ëÓÙËfl Ì‡ÏË ‡¯ Ô˙ÎÂÌ
ÍÓÏ ÔÎÂÍÚ Í‡ÙÂ ÌÂ Ú‡ Ë ·‡ ̃ Â Ú‡ ‚ Ò‡ÏËfl ˆÂÌ Ú˙ – „Î‡‚ ÌÓ ÌÂÂ „Î‡ ÏÂÌ ÚË ‡ ÌË Ú‡ÍË ‚‡,
˜‡ÒÚ ÓÚ ‚ÒÂ ÍË‰ ÌÂ‚ ÌËfl ÊË‚ÓÚ ÚÛÍ. íÓ‚‡ ËÁ„ÎÂÊ ‰‡ ÌÂ‚˙ ÁÏÓÊ ÌÓ ‚ ÅÛÍÛ Â˘. çflÍÓË ÍÓÎÂ -
„Ë ÓÚÚ‡Ï, ÔÓÒÂ ÚË ÎË ÏÂ ÔÂ‰Ë ÏÂÒÂˆ, Ú‚˙ ‰fl ı‡, ˜Â ëÓÙËfl Â ÔÓ-Ï‡Î˙Í „‡‰, ÌÓ ËÁÔ˙Î -
ÌÂÌ Ò Í˙‰Â ÔÓ‚Â ̃ Â ÊËÁ ÌÂ ÌÓÒÚ. ä‡Í ‰‡ ÓÚ„Ó ‚Ó ËÏ Ì‡ ÔÓ‰Ó· ÌÓ ÌÂÒ˙ÓÚ ‚ÂÚ ÒÚ‚ËÂ? åËÒÎfl,
˜Â Á‡ ‰‡ ÒÂ ÓÍ‡ÊÂ Ì‡ÚËÒÍ ‚˙ıÛ Ó·˘Ë Ì‡ Ú‡, Â ÌÂÓ·ıÓ ‰Ë ÏÓ ÔË‚ ÎË ̃ ‡ ÌÂ ÚÓ ‚ ‰Â·‡ Ú‡
ÓÍÓÎÓ Ó·‡ Á‡ Ì‡ „‡‰‡ Ì‡ ÔÓÚÂÌ ̂ Ë‡Î ÌÓ ‡ÍÚË‚ ÌË „ÛÔË. á‡˘Ó ÚÓ ‰Â·‡ Ú˙Ú Â Ì‡È-‚Â˜Â
ÓÍÓÎÓ ÔÓÎË ÚË Í‡ Ú‡ Ì‡ ‚Ë‰Ë ÏÓÒÚ Ú‡.

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: ëÚÛ ‚‡ ÏË ÒÂ ‚‡ÊÌÓ ‰‡ ÒÂ ‡Á ·Â Â, ˜Â
Ì‡ËÒÚË Ì‡ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÔÓÎË ÚË Í‡. ÑÓË ËÒÚÓ Ë ÁË ‡ ̆ ËflÚ Ó·‡Á, ÔÓ ËÁ ‚ÂÊ ‰‡Ì ‚
ÑÂÁ ‰ÂÌ, ËÏ‡ ÏÌÓÊÂÒÚ‚Ó ÔÓÒÎÂ‰ËˆË Á‡ „‡‰‡. é˜Â ‚Ë‰ ÌÓ Â, ˜Â Â ÙËÍ ̂ Ëfl, ÍÓflÚÓ, ‰ÓË
‰‡ ÒÂ ÓÔ‡ ‚‰‡ ‚‡ ˜ÂÁ ËÒÚÓ Ë ̃ Â ÒÍË ÓÚÔ‡Ú ÍË, ‚Ò˙ ̆ ÌÓÒÚ Â ‡-ËÒÚÓ Ë˜ Ì‡. ê‡Á „ÎÂÊ ‰‡È ÍË
Ò˙ÓÚ ‚ÂÚ ÌË ÚÂ ·Ó ̄ Û Ë ‡Á·Ë‡ÏÂ, ˜Â ÓÒÌÓ‚ ÌË ÏÓÏÂÌ ÚË ÓÚ ËÒÚÓ Ëfl Ú‡ Ì‡ „‡‰‡ – ‡Á -
Û ̄ ‡ ‚‡ ÌÂ ÚÓ ÏÛ ÔÂÁ ‚ÓÈ Ì‡ Ú‡, Ì‡ÔË ÏÂ, Ë ÓÒÓ ·Â ÌÓ ‚ÒÂ Ó˘Â ‚Ë‰Ë ÏÓ ÚÓ ‚ÎËfl ÌËÂ Ì‡
ÒÓˆË‡ ÎËÁ Ï‡ – Ò‡ ËÁÚÎ‡ ÒÍ‡ ÌË, Á‡˘Ó ÚÓ Ò˙˘Â ÒÚ‚Û ‚‡Ú ÓÔ‡ ÒÂ ÌËfl, ˜Â ÏÓ„‡Ú ‰‡ ·˙‰‡Ú ÔÓ -
˜Â ÚÂ ÌË ÔÓ ÌÂ„‡ ÚË ‚ÂÌ Ì‡˜ËÌ. èÂ ÍËflÚ ÂÁÛÎ Ú‡Ú˙Ú Â ÂÎË ÏË ÌË ‡ ÌÂ, ‡ ÌÂ ‚˙Á ÒÚ‡ ÌÓ ‚fl ‚‡ ÌÂ
Ì‡ ËÒÚÓ Ëfl Ú‡. íÓ‚‡ Â ÒÂËÓÁ ÂÌ ÔÓ ·ÎÂÏ ÔÂ‰ ‚ÒÂÍË, ‡·Ó ÚÂ˘ ‚ Ó·Î‡ÒÚ Ú‡ Ì‡ ÍÛÎÚÛ ‡ -
Ú‡. á‡˘Ó ÚÓ, ÍÓ„‡ ÚÓ ÂÎË ÏË ÌË ‡ ÏÂ ‡Á ÎË ̃ Ëfl Ú‡ Ë ‡Á Ë ‚Ë ÚÂ ‚ ÚÂ˜Â ÌËÂ ÚÓ Ì‡ ËÒÚÓ Ëfl Ú‡,
ÒÂ ÔÓ fl‚fl ‚‡Ú ÏÌÓ„Ó ÔÓ ·ÎÂ Ï‡ ÚË˜ ÌË ÙÓÏË Ì‡ ÔÓÎËÚËÍ‡. íÓ‚‡ ÔÓÎÓ ÊÂ ÌËÂ ËÏ‡
ÔÓÒÎÂ‰ ÒÚ‚Ëfl Ë ‚˙ıÛ ÚÂÍÛ ̆ ‡ Ú‡ Ó·˘ËÌ ÒÍ‡ ÔÓÎË ÚË Í‡ – ‡ÍÓ ËÌ‚Â ÒÚË ̂ Ë Ë ÚÂ Ò‡ Ì‡È-‚Â˜Â
Ò‚˙ Á‡ ÌË Ò ÂÍÓÌ ÒÚÛÍ ̂ Ëfl Ú‡ Ì‡ „‡‰‡ Í‡ÚÓ ÚÛË ÒÚË ̃ Â ÒÍ‡ ‡Ú‡Í ̂ Ëfl, ÓÒÚ‡ ‚‡Ú Ï‡ÎÍÓ
Ô‡Ë Á‡ ‰ÂˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ ÒÓˆË‡Î Ì‡ Ë ÍÛÎÚÛ Ì‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡ Ë ÔÓÎË ÚË Í‡, Ë ÓÚÚ‡Ï
Á‡ Â‡Î ÌÓ ÚÓ Í‡˜Â ÒÚ‚Ó Ì‡ ÊË‚ÓÚ ‚ „‡‰‡.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: éÔË Ò‡ ÌÓ ÚÓ ÓÚ äË ÒÚË ‡ ÌÂ åÂÌËÍÂ ÓÁÌ‡ -
˜‡ ‚‡, ˜Â ‚ ÑÂÁ ‰ÂÌ ËÏ‡ ÒÓˆË‡Î ÌË ‡„ÂÌ ÚË Ò ‚Î‡ÒÚ, ÍÓflÚÓ ËÏ ÔÓÁ‚Ó Îfl ‚‡ ÔÓ-„ÓÎflÏ ËÎË
ÔÓ-Ï‡Î˙Í ÍÓÌ ÚÓÎ ‚˙ıÛ ‡Á‚Ë ÚËÂ ÚÓ Ì‡ „‡‰‡. íÓ˜ÌÓ Ó·‡Ú ÌÓ ÚÓ Ì‡·Î˛ ‰‡ ‚‡ ÏÂ ‚
ëÓÙËfl. é·˘ËÌ ÒÍ‡ Ú‡ ‚Î‡ÒÚ Â ÒÎ‡·‡, ‡ ÏÓÚË ‚‡ ̂ Ëfl Ú‡ Ì‡ ÍÏÂÚ‡ Ë Ì‡ ‰Û„Ë ÌÂÈÌË ÔÂ‰ -
ÒÚ‡ ‚Ë ÚÂ ÎË – ÌÂ ÓÒÓ ·Â ÌÓ flÒÌ‡. íÂ ÔÓÌfl ÍÓ „‡ ·ÎÓ ÍË ‡Ú Â„Û Î‡ ̂ ËË, Á‡ ‰‡ ÓÒ‚Ó ·Ó ‰flÚ ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó Á‡ Ï‡ÌÂ ‚Ë ‡ ÌÂ Ì‡ ‡Á ÎË˜ ÌË „ÛÔË Ë ÎÓ·Ë Ú‡. É‡ ‰˙Ú ËÁ„ÎÂÊ ‰‡, ÏÓÊÂ ·Ë,
ÔÓ-ıÂÚÂ Ó „Â ÌÂÌ, ÔÓ-ÓÚ‚Ó ÂÌ Ú‡Í‡, ÌÓ ‚ Ò˙˘Ó ÚÓ ‚ÂÏÂ ÒÚ‡‚‡ ‚Ë‰ÌÓ ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡

î‡ÛÂÌÍËıÂ, ÑÂÁ‰ÂÌ, ÔÂÁ 1930-ÚÂ, 1950-ÚÂ
(ÙÓÚÓ„‡ÙËË êËı‡‰ èÂÚÂ) Ë ‰ÌÂÒ

Frauenkirche, Dresden, in the 1930ies,  in the 1950ies 
(photographs Richard Peter) and now
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How do we respond to this discrepancy? I think it is about getting many potential parties
to be active, drawing them into the debate over the image of the city, in order to put pres-
sure on the municipality. For it is, above all, about the politics of visibility.

Christiane Mennicke: I think it is really important to realize that it
is about politics. Even the historicizing image that is being produced in Dresden naturally
has many repercussions for the city. It is obvious that it is a fiction that may be defended in
terms of history but is in fact a-historical. Looking at the corresponding brochures of
images makes it clear that important parts of the city's history – its destruction during the
war, for example, but above all the still visible influences of socialism – are left out of the
story, because there is a fear that they could be perceived as negative. What you get is
actually an elimination of history, not its reconstruction. That is a real problem for anyone
working in a cultural field. Because when we eliminate the differences and fissures from the
process of history, a very problematic form of politics emerges. This has consequences for
the current municipal politics as well: if investment is primarily concerned with the recon-
struction of the city as a tourist attraction, little money remains for a decentralized social
and cultural infrastructure and politics, and hence for the real quality of life in the city.

Alexander Kiossev: What Christiane Mennicke is describing
makes it clear that Dresden has strong agents who are in a position to control, more or
less, the city's development. In Sofia, it is quite the reverse. The municipality is weak, and
the motives of the mayor and other representatives of the city are not quite clear.
Sometimes they block regulations in order to create space for other parties or lobbies.
That may make the city seem more open, more heterogeneous, but at the same time there
is a lack of structure and organization. In Sofia, many different, heterogeneous parties are
struggling to create an urban structure. I think that the role of urban politics ought to be
regulating the practices and visions of the city without controlling them, that is to say, cre-
ating a kind of mediation, a shared political space.

Christiane Mennicke: That is an interesting point. Who does in
fact have the power to determine the image of the city? We should talk about that. Even in
Dresden the municipality is not in a strong position when it's negotiating with investors.
Nevertheless changes are always visible when the point is to parade economic growth in
the city. On the other hand, very strict limits are placed on architecture. Colors, materials,
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ÒÚÛÍ ÚÛ ‡ Ë Ó„‡ ÌË Á‡ ̂ Ëfl. åÌÓÊÂÒÚ‚Ó ‡Á ÎË˜ ÌË Ë ‡Á ÌÓ Ó‰ ÌË „Û ÔË Ó‚ ÍË ‚ ëÓÙËfl ÒÂ
·ÓflÚ Á‡ Ò˙Á‰‡ ‚‡ ÌÂ Ì‡ Û·‡ ÌË ÒÚË˜ Ì‡ ÒÚÛÍ ÚÛ ‡. åËÒÎfl, ˜Â ÓÎfl Ú‡ Ì‡ „‡‰ ÒÍË ÚÂ ÔÓÎË -
ÚË ÍË ·Ë Úfl· ‚‡ ÎÓ ‰‡ Â ‚ Â„Û ÎË ‡ ÌÂ ÚÓ Ì‡ ‚ËÁË Ë ÚÂ Ë Ô‡Í ÚË ÍË ÚÂ ‚ „‡‰‡, ÌÂ ‚ ÚÂı ÌËfl
ÍÓÌ ÚÓÎ. í.Â. ‚ Ò˙Á‰‡ ‚‡ ÌÂ Ì‡ Â‰ËÌ ‚Ë‰ Ò˙ÚÛ‰ ÌË ̃ Â ÒÚ‚Ó, Ì‡ ÒÔÓ ‰Â ÎÂ ÌÓ ÔÓÎË ÚË ̃ Â ÒÍÓ
ÔÓ ÒÚ‡Ì ÒÚ‚Ó.

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: íÓ‚‡ Â ËÌÚÂ ÂÒ Ì‡ „ÎÂ ‰Ì‡ ÚÓ˜Í‡. äÓÈ ‚Ò˙ -
˘ÌÓÒÚ ÔË ÚÂ Ê‡ ‚‡ ÒËÎ‡ Ú‡ ‰‡ ÓÔÂ ‰Â ÎË Ó·‡ Á‡ Ì‡ Â‰ËÌ „‡‰? á‡ ÚÓ‚‡ Úfl· ‚‡ ‰‡ „Ó‚Ó -
ËÏ. ÑÓË ‚ ÑÂÁ ‰ÂÌ ÍÏÂÚ ÒÚ‚Ó ÚÓ ÌÂ Â ‚ ÒËÎÌ‡ ÔÓÁË ̂ Ëfl, ÍÓ„‡ ÚÓ ÔÂ „Ó ‚‡ fl Ò ËÌ‚Â ÒÚË -
ÚÓ Ë. çÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ ÚÓ‚‡ ÔÓ ÏÂ ÌË ÚÂ Ò‡ ‚ËÌ‡ „Ë Ó˜Â ‚Ë‰ ÌË, ÍÓ„‡ ÚÓ ˆÂÎÚ‡ Â ‰‡ ÒÂ Ô‡‡ -
‰Ë ‡ Ò ËÍÓ ÌÓ ÏË ̃ Â ÒÍËfl ‡ÒÚÂÊ ‚ „‡‰‡. éÚ ‰Û„‡ ÒÚ‡ Ì‡, ÔÂ‰ ‡ıË ÚÂÍ ÚÛ ‡ Ú‡ Ò‡
ÔÓÒÚ‡ ‚Â ÌË ËÁÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ÒÚËÍÚ ÌË Ó„‡ ÌË ̃ Â ÌËfl. ñ‚Â ÚÓ ‚Â, Ï‡ÚÂ Ë ‡ ÎË, ÂÚ‡Ê ÌÓÒÚ –
‚ÒË˜ ÍË ÚÂÁË ‚˙ÔÓ ÒË ·flı‡ Ì‡Ò ÍÓ Ó ÛÚÓ˜ ÌÂ ÌË. íÓ‚‡, ÍÓÂÚÓ ÄÎ. ä¸Ó ÒÂ‚ ÒÔÓ ÏÂ Ì‡ Á‡
ÓÎfl Ú‡ Ì‡ ÔÓÎË ÚË Í‡ Ú‡ Í‡ÚÓ Ó„‡ ÌË Á‡ ÚÓ Ì‡ Ó·˘Ó ÔÓ ÒÚ‡Ì ÒÚ‚Ó, Â ‚‡ÊÌÓ. çÓ ÚÓ‚‡
Ó·˘Ó ÔÓ ÒÚ‡Ì ÒÚ‚Ó Úfl· ‚‡ ‰‡ Â ‰ÓÒÚ˙Ô ÌÓ Á‡ ‚ÒË˜ ÍË. Ñ‡ ‚ÁÂ ÏÂÏ ÔË ÏÂ ‡ Ì‡ ã. ÅÓfl‰ -
ÊË Â‚ Ò Ï‡Î ÍË ÚÂ, ËÏÔÓ ‚Ë ÁË ‡ ÌË Ë, ÔÂ‰Ë ‚ÒË˜ ÍÓ, Â‚ÚË ÌË Í‡ÙÂ ÌÂ Ú‡ – ÒÚ‡‚‡ ‚ÒÂ ÔÓ-
ÚÛ‰ ÌÓ ‰‡ ÒÂ Ì‡ÏÂ Ë ÌÂ˘Ó ÔÓ‰Ó· ÌÓ ‚ ˆÂÌ Ú˙ ‡ Ì‡ ÑÂÁ ‰ÂÌ.

ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚: ◊å‡ÎÍÓÚÓ Í‡ÙÂ ÌÂ“ ÔÓÎÓ ÊË ÚÂÎ ÌÓ Â ÌÂ˘Ó
Í‡ÚÓ ÏÂÚ‡ ÙÓ ‡. Ç ÚÓÁË ÍÓÌ ÚÂÍÒÚ ·Ëı ËÒÍ‡Î ‰‡ ‚˙‚Â ‰‡ ÚÂÏ‡ Ú‡ Á‡ ÌÂÔÓ Á‡˜ ÌÓÒÚ Ú‡ –
Ì‡ ëÓÙËfl π ÎËÔ Ò‚‡ ÔÓ Á‡˜ ÌÓÒÚ Ì‡ ÏÌÓ„Ó ÌË‚‡. íÓ‚‡ Á‡Òfl „‡ Ë Ï‡Î ÍË ÚÂ Ï‡„‡ ÁËÌ ̃ Â -
Ú‡, Ë Ú.Ì‡. ÍÛÎÚÛ ÌË ËÌË ̂ Ë‡ ÚË ‚Ë. Ö‰ÌÓ ÓÚ Ì‡È-ÔÓ ·ÎÂ Ï‡ ÚË˜ ÌË ÚÂ ‡Á‚Ë ÚËfl ÔÂ‰ ÒÚ‡ -
‚Îfl ‚‡Ú Á‡ ÏÂÌ Ú.Ì‡ ÌÓ‚Ë ‚ËÎË – ÌÂ‰Ó ÒÚË ÊË ÏË Ë ÌÂ‚Ë ‰Ë ÏË ·‡ÒÚËÓ ÌË ÔÓ ˙·Ó ‚Â ÚÂ Ì‡
„‡‰‡, ÔÓÒÚÓ ÂÌË ÌÂÎÂ „‡Î ÌÓ ‚˙ıÛ ÌflÍÓ „‡¯ ÌË „‡ ‰Ë ÌË. íÂÁË ‚ËÎË ËÏË ÚË ‡Ú Â‰ËÌ
ÓÔÂ ‰Â ÎÂÌ ÒÚËÎ Ë ÔË ‚Ë‰ ÌÓ ÒÂ ÔËÍ‡ ̃ ‡Ú Í˙Ï ÏÂÊ ‰Û Ì‡ Ó‰ Ì‡ Ú‡ ÏÓ‰‡ Á‡ Á‡Ú‚ÓÂÌË
Ó·˘ÌÓ ÒÚË.

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: ç‡ÏË ‡Ï ÚÂÏ‡ Ú‡ Á‡ ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ ÔÓ -
Á‡˜ ÌÓÒÚ Á‡ ËÌÚÂ ÂÒ Ì‡, ÌÓ Ù‡Í ÚË ̃ Â ÒÍË ‚ÒË˜ ÍË ÔÓ‰Ó· ÌË ‡Á‚Ë ÚËfl Ò‡ ‚Ò˙ ̆ ÌÓÒÚ ÔÓ‚Â ̃ Â
ÓÚ ÔÓ Á‡˜ ÌË. Ç ÒÎÛ ̃ ‡fl Ì‡ Á‡Ú‚Ó Â ÌË ÚÂ Ó·˘ÌÓ ÒÚË, Ì‡ÔË ÏÂ, flÒÌÓ ÒÂ ÔÓ ̃ Ë Ú‡Ú Ë‰Â ‡ -
ÎË ÚÂ, ÊÂÎ‡ ÌËfl Ú‡, Î‡ÈÙ-ÒÚ‡ÈÎ˙Ú, ˆÂÌ ÌÓÒÚ Ì‡ Ú‡ ÒËÒÚÂ Ï‡ Ë ÔË ‚‡ ÚË Á‡ ̂ Ëfl Ú‡ Ì‡ ‰ÓÒÚ‡ ‚fl -
˘Ë ÚÂ „Ë ÒÂ‰ ÒÚ‚‡. çÓ ÎËÔ Ò‡ Ú‡ Ì‡ ÔÓ Á‡˜ ÌÓÒÚ Á‡Òfl „‡ ‰Û„ ËÌÚÂ Â ÒÂÌ ‡ÒÔÂÍÚ – ÍÓ„‡ ÚÓ
„‡ ‰Ó ‚Â Í‡ÚÓ ÑÂÁ ‰ÂÌ ÚÓÎ ÍÓ ‚‡ ÛÒË ÎÂ ÌÓ ÒÂ ÒÚ‡ ‡flÚ Ì‡‰ ËÏË ‰Ê‡ ÒË, ‚ÔÓ ÒÎÂ‰ ÒÚ‚ËÂ
ÔÓ ̂ Â ÒË ÚÂ Ì‡ ‚ÁÂ Ï‡ ÌÂ Ì‡ Â¯Â ÌËfl Ë ÔÂ ÔÎË Ú‡ ÌÂ ÚÓ Ì‡ ‡‰ÏË ÌË ÒÚ‡ ÚË‚ ÌË Ë ˜‡ÒÚ ÌË
ËÌÚÂ Â ÒË ÒÂ ÓÍ‡Á ‚‡Ú ÚÛ‰ ÌÓ ‡Á „‡ ÌË ̃ Ë ÏË.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: ÇË‰Ë ÏÓÒÚ Ú‡ Â ÒÎÓÊ ÌÓ fl‚ÎÂÌËÂ. íÓ‚‡
ÒÚ‡‚‡ ÓÒÓ ·Â ÌÓ flÒÌÓ, ÍÓ„‡ ÚÓ ·Ë‚‡ Ó·Ò˙Ê ‰‡Ì‡ ‚ ÍÓÌ ÚÂÍ ÒÚ‡ Ì‡ ‡Á ÌÓ Ó· ‡ ÁËÂ ÚÓ Ì‡
Ì‡˜Ë ÌË Ì‡ ÊË‚ÓÚ Ë Û·‡ ÌË ÒÚË˜ ÌË Ô‡Í ÚË ÍË ‰ÌÂÒ, ÍÓËÚÓ, Ì‡ ‚ÒË˜ ÍÓ ÚÓ ÓÚ„Ó Â, ÒÂ
ÓÍ‡Á ‚‡Ú Ò ‚Â ÏÂ ÌÂÌ ı‡‡Í ÚÂ. Ç ëÓÙËfl, Ì‡ÔË ÏÂ, ÏÓ„‡Ú ‰‡ ÒÂ Ì‡·Î˛ ‰‡ ‚‡Ú ÏÌÓ ÊÂ -
ÒÚ‚Ó ÔÓ‰Ó· ÌË Ô‡Í ÚË ÍË – ÔÓ „‡ ‰ËÌ ÍË, ÔÎÓ ̆ ‡‰ ̃ Â Ú‡, ‚ ËÌÚÂ ÌÂÚ-Í‡ÙÂ Ú‡, ‚ ÍÎÛ ·Ó ‚Â,
Í˙‰Â ÚÓ ıÓ‡ Ú‡ ÒÎÂ‰ ‚‡Ú Ò‚Ófl ÒÓ· ÒÚ‚Â Ì‡ ‚Â ÒËfl Ì‡ „ÎÓ ·‡Î ÌËfl ÊË‚ÓÚ. çÓ ÚÂÁË ÏÂÒÚ‡
Ò‡ ˜‡ÒÚË ÓÚ ÏÂÊË, ÍÓËÚÓ Ò‡ÏË Ò‡ ÌÂ‚Ë ‰Ë ÏË – Ú‡Í‡ Ò˙˘Ó ÒÂ Ò˙Á‰‡ ‚‡ Û·‡ ÌË ÒÚË˜ Ì‡
ÌÂÔÓ Á‡˜ ÌÓÒÚ.

à‚‡È ÎÓ ÑË˜Â‚: ëÍÎÓ ÌÂÌ Ò˙Ï ÔÓ-ÒÍÓÓ ‰‡ „Ó‚Ó fl Á‡ ‡Á ÎË˜ ÌË
ÒÚÂ ÔÂ ÌË ‚Ë‰Ë ÏÓÒÚ. èÓ ·ÎÂ Ï˙Ú ÚÛÍ ÌÂ Ò‡ ˆ‚ÂÚ˙Ú Ì‡ Ò„‡ ‰Ë ÚÂ ËÎË Ï‡ÚÂ Ë‡Î˙Ú, ÓÚ ÍÓÈÚÓ
Ò‡ ÔÓÒÚÓ ÂÌË. èÓ ·ÎÂÏ Â ÔÓ-ÒÍÓÓ ÏÂÒÚÓ ÔÓ ÎÓ ÊÂ ÌËÂ ÚÓ ‚ „‡‰‡ Ì‡ ÍÛÎÚÛ ÌË ÚÂ ÒÂ ‰Ë -
˘‡, Ì‡ ÍÎÛ ·Ó ‚Â ÚÂ, Ì‡˜ËÌ˙Ú, ÔÓ ÍÓÈÚÓ ÚÂ ÏÓ„‡Ú ‰‡ ·˙‰‡Ú ÔÓÒÂ ÚÂ ÌË. Ç ëÓÙËfl ‚ÒË˜ ÍÓ Â
‡Á ÔÓ ÎÓ ÊÂ ÌÓ Í‡ÚÓ Ì‡ Ï‡Î˙Í ÓÒÚÓ‚ Ë ÓÒÚ‡ Ì‡ ÎÓ ÚÓ, ÎÂÊ‡ ̆ Ó ËÁ‚˙Ì ÔË ‚Ë ÎÂ „Ë Ó ‚‡ ÌÓ ÚÓ
ÔÂÚÌÓ – ‚Ò˙ ̆ ÌÓÒÚ, ÏÂÒÚ‡ Ú‡, Í˙‰Â ÚÓ ıÓ‡ Ú‡ ÊË‚ÂflÚ, Â ËÁ‚˙Ì ÁÓÌ‡ Ú‡ Ì‡ ÔÓ„ÎÂ ‰‡. ÇË‰Ë -
ÏÓÒÚ Ú‡ Â ‚˙ÔÓÒ Ë Ì‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡.
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the number of stories in the city – all those things have been set until very recently. What
Alexander Kiossev said about the role of politics as the producer of a common space is
important. But this common space must, of course, be accessible to all. Take Luchezar
Boyadjiev's example of the small, improvised, and above all inexpensive café: it is becom-
ing more and more difficult to find that sort of thing in downtown Dresden.

Luchezar Boyadjiev: The “small café” is surely something like a
metaphor. In this context I would like to introduce the concept of a lack of transparency:
Sofia lacks transparency on various levels; it affects small shops as well as the so-called
entrepreneurial culture. One of the most problematic developments, for me, is represented
by the new villas: inaccessible and invisible bastions on the edge of the city, built illegally
on lots that were previously gardens. The villas imitate a particular style and pick up on
the international trend toward gated communities.

Christiane Mennicke: I found this concept of lack of transparen-
cy that you introduced interesting, but in fact all of these developments are, if anything,
overly transparent. In the case of gated communities, for example, one can so clearly see
the ideals, desires, lifestyles, value systems, and privatization of resources they represent.
But the lack of transparency covers another interesting aspect: when cities like Dresden
work so hard on their image, the decision-making processes and the interlocking of
administrative and private interests are difficult to separate in retrospect.

Alexander Kiossev: Visibility is a complex phenomenon when it
is discussed in the context of the wide variety of lifestyles and urban practices today,
which after all tend to be of a temporary nature. For example, in Sofia one sees many
activities in small parks, on small plazas, in Internet cafés, and in clubs, where people pur-
sue their version of a global life. But the networks on which these sites and practices are
based are invisible, and they too produce a lack of urban transparency.

Ivaylo Ditchev: I would be inclined to speak of different degrees
of visibility. The color of buildings or their materials are not the problem here; the problem
is rather where the streets, the palace of culture, or the clubs are placed in Sofia, and how
they can be accessed. Everything in Sofia is placed around a small island, and everything
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ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: ë ÚÂ˜Â ÌËÂ Ì‡ ‰Â·‡ Ú‡ ‰ÓÒÚË„ Ì‡ı ÏÂ ÚÓ˜ Í‡ -
Ú‡, ÍÓflÚÓ ÏÂ Í‡‡ ‰‡ ÔÓÔË Ú‡Ï – ÔÓ Í‡Í˙‚ Ì‡˜ËÌ ˜ÂÚÂÏ ÌÂ‚Ë ‰Ë ÏË ÚÂ ÌÂ˘‡ ‚ ÒÚÛÍ ÚÛ ‡ Ú‡
Ì‡ „‡‰ ÒÍ‡ Ú‡ ‚Ë‰Ë ÏÓÒÚ? ëÚÛ ‚‡ ÏË ÒÂ, ˜Â Â ‚˙ÔÓÒ Ì‡ ÔÓ‰ ıÓ‰ – ÍÛÎÚÛ ÂÌ ÔÓ‰ ıÓ‰,
Ì‡ÔË ÏÂ. èÓ Í‡Í˙‚ Ì‡˜ËÌ ÒÂ ‡Ì‡ ÎË ÁË ‡ ÔÓ‰Ó· ÌÓ – Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ‚Ë‰Ë ÏÓ-ÌÂ‚Ë ‰Ë ÏÓ
– „‡‰ ÒÍÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó?

êÂ„Ë Ì‡ ÅËÚ ÌÂ: ÅËı ÔÂ‰ ÔÓ ̃ Â Î‡ ‰‡  ÔÂ ÏË ÌÂÏ Í˙Ï ‰Û„‡
ÚÂÏ‡. à ‰‚‡Ú‡ „‡‰‡ Ò‡ ‚ ÏÓÏÂÌ Ú‡ ‚ ÔÂ ıÓ‰, Ë ‰‚‡Ú‡ ÒÔÓ ‰Â ÎflÚ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍÓ ÏËÌ‡ -
ÎÓ. çÓ ‡ÍÓ ‚ ÑÂÁ ‰ÂÌ ÌÓ‚Ë ÚÂ Ë„‡ ̃ Ë ËÁÎË Á‡Ú Ì‡ ÒˆÂ Ì‡ Ú‡ ‚ÒÎÂ‰ ÒÚ‚ËÂ Ì‡ Ó·Â‰Ë ÌÂ ÌËÂ ÚÓ
Ì‡ ÉÂ Ï‡ ÌËfl Ë Ú‡Ì ÒÙÂ ‡ Ì‡ ËÌÒÚË ÚÛ ̂ ËË, ÚÓ ‚ ëÓÙËfl ÒÂ ‡Á ‚Ë ‚‡ ◊Í‡ÔË Ú‡ ÎËÁ˙Ï ·ÂÁ
Í‡ÔË Ú‡Î“. ä‡Í‚Ó Â ÓÚÌÓ ̄ Â ÌËÂ ÚÓ ÏÂÊ‰Û Ò˙ÓÚ ‚ÂÚ ÌË ÚÂ Ó·‡ ÁË Ì‡ „‡ ‰Ó ‚Â, ÒÚ˙ ÔË ÎË Ì‡
‡Á ÎË˜ ÌË Ô˙ÚÂ ÍË Ì‡ ÔÓÒÚ-ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍÓ ‡Á‚Ë ÚËÂ? èÓ ‚ÂÏÂ Ì‡ ‰ËÒ ÍÛ ÒËfl Ú‡ ‚Â˜Â
ÒÂ ÓÔË Ú‡ ıÏÂ ‰‡ ÛÚÓ˜ ÌËÏ ÚÂÁË ËÌ‰Ë ‚Ë ‰Û ‡Î ÌË ˜ÂÚË. àÁ„ÎÂÊ ‰‡, ˜Â ÒÓÙËÈ ÒÍËflÚ Ô˙Ú Í˙Ï
Í‡ÔË Ú‡ ÎËÁ Ï‡ ËÏ‡ ÏÌÓ„Ó ÔÂ Ë ÏÛ ̆ Â ÒÚ‚‡ ÔÂ‰ ÚÓÁË Ì‡ ÑÂÁ ‰ÂÌ – ‰ÂÂ „Û Î‡ ̂ Ëfl ÒÂ˘Û
Ò‚˙ ıÂ „Û Î‡ ̂ Ëfl. ê‡Á „Ó ‚Ó ˙Ú ÌË ÓÚ‡ Áfl ‚‡ ÏÌÓ ÊÂ ÒÚ‚Ó „Î‡ ÒÓ ‚Â Ì‡ ÎÂ‚Ë ËÌÚÂ ÎÂÍ ÚÛ ‡Î ̂ Ë
Ë ıÛ‰ÓÊ ÌË ̂ Ë ÓÚ Á‡Ô‡‰ ÌË „‡ ‰Ó ‚Â, ÍÓËÚÓ Ò‡ ÒÍÎÓÌ ÌË ‰‡ ÒÂ ‚˙Á ıË ̆ ‡ ‚‡Ú Ì‡ „˙‚Í‡ ‚Ë ÚÂ,
ÌÂÙÓ Ï‡Î ÌË, ÔÂ ıÓ‰ ÌË Ô‡Í ÚË ÍË ‚ àÁÚÓ˜ Ì‡ Ö‚Ó Ô‡, ‰ÓÍ‡ ÚÓ ÓÚÍ˙Ï ÌÂfl ÒÂ ̆ ‡ ÏÂ
ÒËÎÌÓ ÊÂÎ‡ ÌËÂ Á‡ ÔÓ‚Â ̃ Â Ô‡ ‚Ë Î‡.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: ë‡ÏËflÚ ÚËÔ ‰ÂÂ „Û Î‡ ̂ ËË, Á‡ ÍÓËÚÓ ÒÔÓ -
ÏÂ Ì‡ ÚË ÚÂ ÎÂ‚Ë ̃ ‡ Ë „Ó‚Ó flÚ, ËÁ„ÎÂÊ ‰‡Ú Í‡ÚÓ ÂÁÛÎ Ú‡Ú ÓÚ ÔÓ ̂ ÂÒ Ì‡ ÏËÌË ÔÂ „Ó ‚Ó Ë
ÏÂÊ‰Û ‡ÁÌË Û˜‡ÒÚ ÌË ̂ Ë. ãÂ‚Ë ̃ ‡ ÒÍÓ ÚÓ Ú˙Î ÍÛ ‚‡ ÌÂ ÌÂ ‚ËÊ‰‡ ÚÛÍ ÌËÍ‡Í ̇ ‚ ÍÓÌ ÙÎËÍÚ:
ÒflÍ‡¯ ‚ÒË˜ ÍÓ Ì‡ËÒÚË Ì‡ Â ÂÁÛÎ Ú‡Ú Â‰ËÌÒÚ‚ÂÌÓ Ì‡ ÏËÌÓ ‰Ó„Ó ‚Ó fl ÌÂ. ç‡¯ËflÚ, ËÁÚÓ -
˜ÂÌ ÓÔËÚ, Ó·‡˜Â, Â ‚ ÎËÔ Ò‡ Ú‡ Ì‡ Ô‡ ‚Ë Î‡. íÓÈ ÒÓ˜Ë, ˜Â ÒÂ ÔÓ‡ Ê‰‡Ú ÏÌÓ ÊÂ ÒÚ‚Ó ÍÓÌ -
ÙÎËÍ ÚË Ë ·ÓÎÂÁ ÌÂ ÌË ÒËÚÛ‡ ̂ ËË, ·ÎËÁ ÍË ‰Ó ı‡ÓÒ, ‡ ÌÂ ‰Ó ÏËÌÓ Ò˙ÊË ÚÂÎ ÒÚ‚Ó.

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: éÚÌ‡ ÒflÏ ÒÂ Ì‡ËÒÚË Ì‡ ÒÂË ÓÁ ÌÓ Í˙Ï
Ì‡ÏÂ Í‡ Á‡ ‚˙ÔÓÒ ÌË ÚÂ ◊ÎÂ‚Ë ̃ ‡ ÒÍË ÔÓ ÂÍ ̂ ËË“. ä‡ÍÚÓ Ë ‰‡ Â, ÍÓ„‡ ÚÓ ‚ËÊ ‰‡Ï Ò˙·‡ ÌÓ -
ÚÓ ÓÚ ‚‡Ò ÏÌÓ ÊÂ ÒÚ‚Ó ËÁ„ÎÂ ‰Ë ÓÚ ëÓÙËfl, ‚fl ‚‡Ï, ˜Â ‚˙‚ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ Ò˙˘Ó
‡·Ó ÚË ÚÂ Ì‡‰ Â‰ËÌ ‚Ë‰ ‡ıË‚ Ì‡ ·Ó„‡Ú ÒÚ‚Ó ÚÓ Ì‡ „‡‰ ÒÍ‡ Ú‡ ‚ËÁÛ‡Î Ì‡ ÍÛÎÚÛ ‡. èÓÁ Ì‡ -
‚‡È ÍË ‡Á‚Ë ÚËÂ ÚÓ Ì‡ ‰Û„Ë Â‚Ó ÔÂÈ ÒÍË „‡ ‰Ó ‚Â, ËÁ„ÎÂÊ ‰‡, ˜Â ÚÓ‚‡ Ò‡ Ò‚Ë ‰Â ÚÂÎ ÒÚ‚‡
Ì‡ ‡Á ÌÓ Ó· ‡ ÁÂÌ „‡‰ ÒÍË ÊË‚ÓÚ, Í‡Í ̇ ‚ ÚÓ ÒÎÂ‰ 15 „Ó‰Ë ÌË ÌflÏ‡ ‰‡ „Ó ËÏ‡. ÜÂÎ‡ ÌËÂ ÚÓ
Á‡ ÔÓ‰Ó· ÌÓ ÎÂ‚Ë ̃ ‡ ÒÍÓ ◊ÔÓ ÂÍ ÚË ‡ ÌÂ“, ÔÂ ‰ËÁ ‚Ë Í‡ ÌÓ ÓÚ ·Ó„‡Ú ÒÚ‚Ó ÚÓ Ì‡ ‚ËÁÛ‡Î ÌËfl
Ï‡ÚÂ Ë ‡Î ÔÂ‰ Ì‡Ò, Â ÂÒÚÂ ÒÚ‚Â ÌÓ. à Ò˙˘Ó Ú‡Í‡ ÂÒÚÂ ÒÚ‚Â ÌÓ Â ‰‡ ÒÂ ‰ËÒ ÍÛ ÚË ‡ ÊÂÎ‡ -
ÚÂÎ ÌË ÎË Ò‡ ÚÂÁË Í‡ÙÂ ÌÂ Ú‡ ÔÓ ˙„ÎË ÚÂ Ò Ì‡Ô‡ ‚Â ÌË Ì‡ ˙Í‡ ÙË ÏÂ ÌË Ú‡·Â ÎË. ÄÍÓ ÒÂ
·Ófl ÒÂ‰ „Û Ô‡ Ú‡ Ì‡ ◊ËÌÚÂ ÎÂÍ ÚÛ ‡Î ̂ Ë ÚÂ-ÎÂ‚Ë ̃ ‡ Ë“, Ô‡‚fl „Ó ÓÚ ˜Û‚ ÒÚ‚Ó Á‡ ÌÂ‰Ó ÒÚË„,
Á‡˘Ó ÚÓ ÔÓ‰Ó· ÌË ÙÓÏË Ì‡ „‡Ê ‰‡Ì ÒÍÓ Û˜‡ ÒÚËÂ Â‰‚‡ ÎË Ò˙˘Â ÒÚ‚Û ‚‡Ú Ó˘Â ‚ ÏÂÒÚ‡
Í‡ÚÓ ÑÂÁ ‰ÂÌ.

ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚: ëÎÛ ̃ ‡flÚ ÑÂÁ ‰ÂÌ Â ‚ÂÓ flÚ ÌÓ ÔÓ-ÒÔÂ ̂ Ë‡ -
ÎÂÌ ‚ ÚÓ‚‡ ÓÚÌÓ ̄ Â ÌËÂ. Ç ä‡ÒÂÎ, Ì‡ÔË ÏÂ, ÒË ÒÔÓÏ ÌflÏ ‚ÒÂ Ó˘Â ‰ÓÒÚ‡Ú˙ ̃ ÌÓ Ï‡ÎÍË
Ï‡„‡ ÁËÌ ̃ Â Ú‡ Ë Á‡‚Â ‰Â ÌËfl. èÓ‚Â ̃ Â ÚÓ ÓÚ Úflı ÓÚ‰‡‚ Ì‡ ÌÂ ·flı‡ ÂÏÓÌ ÚË ‡ ÌË, ÌÓ ÒË ‰ÂÈ -
ÒÚ‚‡ ı‡ Í‡ÚÓ ˜‡ÒÚ ÓÚ ‡ÈÓ Ì‡, ˜‡ÒÚ ÓÚ ◊Ï‡ı‡ Î‡ Ú‡“. íÓ‚‡ ÏË ÒÂ ÒÚÛ ‚‡ ‚‡ÊÌÓ ‚ ÍÓÌ ÚÂÍ -
ÒÚ‡ Ì‡ Û˜‡ ÒÚËÂ ‚ „‡‰ ÒÍËfl ÊË‚ÓÚ. ä‡ÒÂÎ ÏÓÊÂ ·Ë Â ÛÊ‡Ò ÌÓ ÒÍÛ ̃ ÂÌ Ë ÔÓ‰Â ‰ÂÌ „‡‰,
ÌÓ Â‰ËÌ ‚Ë‰ ◊ÍÓÏ ̄ ËÈ ÒÍË“ Ï‡Ì Ú‡ ÎË ÚÂÚ Ú‡Ï Ó˘Â Ò˙˘Â ÒÚ‚Û ‚‡.

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: ÄÍÓ ÒÂ ‚„ÎÂ ‰‡ ÏÂ Ó·‡˜Â, ÓÍ‡Á ‚‡ ÒÂ, ˜Â ÏÌÓ -
ÊÂ ÒÚ‚Ó ÚÓ Ï‡„‡ ÁËÌ ̃ Â Ú‡, Á‡ÍÛ Ò‚‡Î ÌË Ë ‰ÓË Ô‡‚Ë ÎËÓ ÌË – ‰‡ÊÂ Ú‡ÍË ‚‡ Ì‡ Ó·Û˘‡ Ë ËÎË
¯Ë‚‡ ̃ Ë, ˜ÂÒÚÓ ÔË Ì‡‰ ÎÂ Ê‡Ú Ì‡ „ÓÎÂ ÏË ‚ÂË „Ë. á‡ ıÓ‡ Ò Ï‡Î˙Í Í‡ÔË Ú‡Î ÒÚ‡‚‡ ‚ÒÂ ÔÓ-
ÚÛ‰ ÌÓ Ë ÔÓ-ÚÛ‰ ÌÓ ‰‡ ÓÚ‚Ó flÚ ÒÓ· ÒÚ‚ÂÌ ·ËÁ ÌÂÒ. à ÚÓ‚‡ Â Ò˙˘Ó ˜‡ÒÚ ÓÚ Â„Û Î‡ ̂ ËË ÚÂ.

ü‡ ÅÛ· ÌÓ ‚‡: Ç Ì‡¯Ëfl ÒÎÛ ̃ ‡È ÒÏÂ Á‡ Â„Û ÎË ‡Ì  ÒÂ ̆ Û ÔË -
‚‡ ÚË ÁË ‡Ì „‡‰. èÓ ·ÎÂ Ï˙Ú ‚ ÒÎÛ ̃ ‡fl ÑÂÁ ‰ÂÌ Â, ˜Â ÔÛ·ÎË˜ Ì‡ Ú‡ ÒÙÂ‡ ÔÓ‰ ÎÂ ÊË Ì‡
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that lies outside this privileged area – the places where people live – is never seen by any-
one. Visibility is also a question of infrastructure.

Alexander Kiossev: Over the course of our debate we have
come to a point that leads me to ask how we are to read the invisible things in the struc-
ture of urban visibility. I think that it's more a question of approach, of cultural approach,
for example. How should one analyze the new urban space?

Regina Bittner: I would like to talk about another topic. Both
cities are currently in a transitional phase; both share a socialist past. Yet whereas in
Dresden new urban players came onto the scene in the wake of German reunification and
the transfer of institutions, in Sofia a “capitalism without capital” developed. What is the
relationship between the corresponding images of cities on their two different paths of
postsocialist development? In the course of our discussion we have already tried to work
out these individual features. But it seems as if Sofia's path to the capitalist city has many
advantages over Dresden: deregulation here, overregulation there. Our conversation
reflects a relatively broad range of voices of leftist intellectuals and artists from Western
cities, who tend to bring admiration for the flexible, informal, and temporary practices of
Eastern Europe, whereas on the other side there is a strong desire for more regulation.

Alexander Kiossev: The kind of deregulation these leftists are
speaking about seems to be a result of a process of peaceful negotiation among wide
range of actors. The leftist vision sees here no conflicts; as if the deregulation mentioned
is a peaceful result of a peaceful coexistence. Our experience with deregulation, however,
shows that it leads to a lot of conflicts and painful situations: it is close to chaos, not to
peaceful coexistence.  

Christiane Mennicke: I take the reference to “leftist projections”
very seriously. Nevertheless, I believe, when I see the many images of Sofia you have col-
lected, that those of you at the Visual Seminar are also working on a kind of archive of the
city's wealth of visual culture. Looking at the development of other European cities, it
seems perhaps that these are pieces of evidence for an urban diversity that will no longer
exist in fifteen years. Naturally there may be a tendency to project, inspired by the wealth
of visual materials we have before us here. And of course one can discuss whether it is
desirable to have this sort of small corner café with handwritten signage. If I count myself
among this group of “leftist intellectuals,” I do so out of a sense of a deficiency, because
these forms of participation hardly exist at all anymore in cities like Dresden.

Luchezar Boyadjiev: Perhaps Dresden is a special case in that
respect. I recall in Kassel, for example, that there are still a lot of small stores and busi-
nesses. Much of it has not been renovated, but it functions as part of a district, of a lively
neighborhood. That seems to me important in the context of debates over participation.
Perhaps Kassel is a terribly boring and controlled city, but a kind of neighborhood mentali-
ty still exists.

Christiane Mennicke: But when you look more closely, it often
turns out that many of the small shops, snack bars, and even kiosks often belong to large
chains, even those of shoemakers or tailors. It is becoming more and more difficult for
people with little capital to open their own business. That is also a result of regulations.

Iara Boubnova: In our case, we are not against the regulated
city, but we are against the privatized city. That is the problem in Dresden's case, that the
public sphere is subject to a strict system of regulation. We have a private sphere that is
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ÒÚËÍÚ Ì‡ ÒËÒÚÂ Ï‡ ÓÚ Ô‡ ‚Ë Î‡. Ä ÚÛÍ ˜‡ÒÚ Ì‡ Ú‡ ÒÙÂ‡ ÒÂ ‡Á ‚Ë ‚‡ ËÁÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ·˙ÁÓ
Ë ‚Â˜Â ËÁÓ· ̆ Ó ÌÂ Ò˙˘Â ÒÚ‚Û ‚‡ Ò˙„Î‡ ̄ Â ÌËÂ ÏÂÊ‰Û ˜‡ÒÚ ÌÓ ÚÓ Ë ÔÛ·ÎË˜ ÌÓ ÚÓ. ÑÌÂÒ „‡ -
‰˙Ú Á‡‚Ë ÒË ÓÚ Í‡ÔË Ú‡ Î‡ Ë, ‚ Ó·˘Ë ˜ÂÚË, ÌÂ Á‡‚Ë ÒË ÓÚ Ó·˘Ë Ì‡ Ú‡. ì˜‡ÒÚ ÌË ̂ Ë ÚÂ ‚
ÔÛ·ÎË˜ Ì‡ Ú‡ ÒÙÂ‡ Ò‡ ÌÂ‚Â Ó flÚ ÌÓ ·ÂÁ ÒËÎ ÌË ‰‡ ÓÍ‡Á ‚‡Ú ÌflÍ‡Í ‚Ó ‚ÎËfl ÌËÂ.

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: ÄÁ ÒÏfl Ú‡Ï, ˜Â ‡Á‚Ë ÚËÂ ÚÓ ‚ ‰‚‡Ú‡ ÒÎÛ ̃ ‡fl
Â Ò‡‚ ÌË ÏÓ, ÒÎÂ‰ Í‡ÚÓ ÔÛ·ÎË˜ ÌË ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡ ·Ë‚‡Ú ˜ÂÒÚÓ ÔË ‚‡ ÚË ÁË ‡ ÌË. à ‚
ÉÂ Ï‡ ÌËfl ÔÛ·ÎË˜ ÌË ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ò˙˘Ó ÔÓ „Â ÒË‚ ÌÓ Ì‡Ï‡ Îfl ‚‡Ú. Ç ˆÂÌ Ú‡Î ÌË ÚÂ
Ú˙ „Ó‚ ÒÍË ˆÂÌ ÚÓ ‚Â ÒÂ Á‡ÏÂ Ò‚‡Ú ‚ÒÂ ÔÓ‚Â ̃ Â ˜‡ÒÚ ÌË Óı‡ ÌË ÚÂÎ ÌË ÙËÏË. í‡ÍË ‚‡
ÏÂÒÚ‡ ÒÂ ÔË ‚‡ ÚË ÁË ‡Ú ·Î‡ „Ó ‰‡ Â ÌËÂ Ì‡ ÒÂËË Ô‡ ‚Ë Î‡, ÍÓËÚÓ ‚Â˜Â ÒÂ ÓÔÂ ‰Â ÎflÚ ÓÚ
ÒÓ· ÒÚ‚Â ÌË ̂ Ë ÚÂ, ‡ ÌÂ ÓÚ Ó·˘Ë Ì‡ Ú‡. ÑÓ·Â ‰Ó¯˙Î ÒÚÂ, ‡ÍÓ ÔË Ì‡‰ ÎÂ ÊË ÚÂ Í˙Ï ÓÔÂ ‰Â -
ÎÂÌ ÚËÔ ÔÓÚÂ ·Ë ÚÂ ÎË, ‡ÍÓ ÎË ÌÂ – ÌÂ Ô‡Ò‚‡ ÚÂ Ì‡ ÏflÒÚÓ ÚÓ. ÉÓ‚Ó ËÏ Á‡ Â‰ÌÓ Ë Ò˙˘Ó
ÌÂ˘Ó – ÚÓ Ò‡ÏÓ ËÁ„ÎÂÊ ‰‡ ‡Á ÎË˜ ÌÓ Ë ÔË ÚÂ Ê‡ ‚‡ ‡Á ÎË˜ ÌË ÌË‚‡ Ì‡ ÓÚÍË ÚÓÒÚ, ÌÓ ÌÂ Â
ÌË˘Ó ‰Û„Ó, ÓÒ‚ÂÌ ÔË ‚‡ ÚË Á‡ ̂ Ëfl.

åËÎ‡ åËÌÂ‚‡: íÛÍ ·Ëı ËÒÍ‡ Î‡ ‰‡ ‚˙‚Â ‰‡ Ó˘Â Â‰ÌÓ ‡Á ÎË ̃ ËÂ.
ëÚÛ ‚‡ ÏË ÒÂ, ˜Â ÎÂ‚Ë ̃ ‡ ÒÍÓ ÚÓ ÓÚÌÓ ̄ Â ÌËÂ Í˙Ï Â„Û Î‡ ̂ Ëfl Ú‡ ÔË ÚÂ Ê‡ ‚‡ ‚ ÓÒÌÓ ‚‡ Ú‡ ÒË
‰Û„ ‡ÒÔÂÍÚ – Ô‡ ‚Ë Î‡ Ú‡ ˜ÂÒÚÓ ÔÓÁ‚Ó Îfl ‚‡Ú ÔÓ-„ÓÎfl Ï‡ ÔÓ Á‡˜ ÌÓÒÚ Ë ‚ ÚÓÁË ÒÏË Ò˙Î
Ò‡ Ò˙˘Ó Ò‚˙ Á‡ ÌË Ò Û˜‡ ÒÚËÂ ÚÓ ‚ „‡‰ ÒÍËfl ÊË‚ÓÚ. Ç˙‚ÂÊ ‰‡ ÌÂ ÚÓ Ì‡ ÔÓ‚Â ̃ Â Ô‡ ‚Ë Î‡
ÓÁÌ‡ ̃ ‡ ‚‡, ˜Â ÒÂ Ú˙ ÒflÚ ÔÓ‚Â ̃ Â ‚˙ÁÏÓÊ ÌÓ ÒÚË Á‡ „‡Ê ‰‡Ì ÒÍÓ Û˜‡ ÒÚËÂ.  

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: àÏÂÌ ÌÓ Á‡‡ ‰Ë ÚÓ‚‡ ÔÂ‰ ÔÓ ̃ Ë Ú‡Ï ‰‡
Ò˙Ï ‚ÌË Ï‡ ÚÂÎ Ì‡ Ò Ú‚˙ ‰Â ÌËÂ ÚÓ, ˜Â Ô‡ ‚Ë Î‡ Ú‡ Í‡ÚÓ Ú‡ÍË ‚‡ Ò‡ ÔÓ ·ÎÂ Ï‡ ÚË˜ ÌË. í‡Í‡
ÎÂÒÌÓ ÏÓÊÂ ‰‡ ÒÂ ÓÍ‡ ÊÂ¯ ‚ ÎË·Â Ú‡ Ë ‡Ì ÒÍË ‚Ó‰Ë. ëËÚÛ‡ ̂ Ëfl Ú‡, ÓÔË Ò‡ Ì‡ ÓÚ ü‡ ÅÛ· -
ÌÓ ‚‡ ÓÍÓÎÓ ëÓÙËfl, ÒÓ˜Ë, ˜Â Ò‡ÏÓ ÒËÎ ÌËflÚ ÓˆÂ Îfl ‚‡. í‡ÍÓ ‚‡ ÔÓÎÓ ÊÂ ÌËÂ ÌÂ Â ÊÂÎ‡ ÚÂÎ -
ÌÓ. èÓÒÎÂ‰ ÒÚ‚Ëfl Ú‡ ÓÚ Â„Û Î‡ ̂ Ëfl Ú‡ ËÁËÒ Í‚‡Ú ÏÌÓ„Ó ‚ÌË Ï‡ ÚÂÎ ÌÓ ËÁÒÎÂ‰ ‚‡ ÌÂ.

à‚‡È ÎÓ ÑË˜Â‚: í˙ÍÏÓ Á‡‡ ‰Ë ÚÓ‚‡ ·Ó„‡ ÚË ÚÂ „‡ ‰Ó ‚Â ËÁ„ÎÂÊ -
‰‡Ú ‰ÓÒÚ‡ ÔÓ-Â„Û ÎË ‡ ÌË ÓÚ ·Â‰ ÌË ÚÂ. åËÒÎfl, ˜Â Â‰ËÌ ÔÓ„ÎÂ‰ Í˙Ï ÄÙË Í‡ Û·Â ‰Ë ÚÂÎ ÌÓ
·Ë „Ó ÔÓÚ ‚˙ ‰ËÎ. 

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: çÂ Ò˙Ï Ò˙„Î‡Ò Ì‡, Á‡˘Ó ÚÓ „‡ ‰Ó ‚Â ÚÂ ÌË
Ó·Â‰ Ìfl ‚‡Ú, ÌÓ ÚÓ‚‡ ÌË Ì‡È-Ï‡ÎÍÓ ÌÂ ÓÁÌ‡ ̃ ‡ ‚‡, ˜Â ÒÂ ÔÂ Í‡ Úfl ‚‡ ÔÓ ̂ Â Ò‡ Ì‡ Â„Û ÎË -
‡ ÌÂ. íÓ‚‡ ÔÓ-ÒÍÓÓ ÁÌ‡˜Ë, ˜Â Ô‡‚ËÎ‡Ú‡ ÒÂ ÍÓÌ ̂ ÂÌ ÚË ‡Ú Ì‡ ÓÔÂ ‰Â ÎÂ ÌË ÏÂÒÚ‡,
Ò˙Á‰‡ ‚‡È ÍË ‚ÔÂ ̃ ‡Ú ÎÂ ÌËÂ Á‡ Â‰ Ë ÒÚ‡ ·ËÎ ÌÓÒÚ, ÌÓ Á‡‰ ÂÍ‡ Ì‡ ‚ÒË˜ ÍÓ Ú˙ÌÂ ‚ ‡Á Û ı‡.
é·˘Â ÒÚ‚Â ÌË ·‡ÒÂÈ ÌË Ë ·Ë·ÎËÓ ÚÂ ÍË Ò‡ ËÁÔ‡ ‚Â ÌË ÔÂ‰ ÓflÁ ‚‡ ÌÂ Ì‡ ·˛‰ÊÂ Ú‡, ‰ÓÍ‡ ÚÓ
ÒÂ Ì‡ÎË ‚‡Ú Ô‡Ë ‚ ‡ÈÓ ÌË Ò Ú˙ „Ó‚ ÒÍË ÔÓÚÂÌ ̂ Ë‡Î ËÎË ‚ „‡ ‰ÂÊ Ì‡ ◊ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ ÌË“
ÏÂÒÚ‡. ÇÒflÍ‡ ÓÚ Ó·˘Ë ÌË ÚÂ ‚ ÉÂ Ï‡ ÌËfl ÒÂ Ò·Î˙Ò Í‚‡ Ò Â‰ËÌ Ë Ò˙˘ ÔÓ ·ÎÂÏ, Ë ‚ÒË˜ ÍË
ÚÂ ÓÔË Ú‚‡Ú ‰‡ „Ó Â¯‡Ú, ÒÎÂ‰ ‚‡È ÍË Â‰ËÌ Ë Ò˙˘ ¯‡· ÎÓÌ.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: ÅËı ËÒÍ‡Î ‰‡ ÒÂ ‚˙Ì‡ Í˙Ï ‡Á „Ó ‚Ó ‡
ÔÓ ‚ÂÏÂ Ì‡ ÔÓÒÎÂ‰ Ì‡ Ú‡ ÌË ÒÂ˘‡ ‚ ëÓÙËfl ÓÍÓÎÓ ‰ÂÁ ‰ÂÌ ÒÍËfl ÔÓ ÂÍÚ Á‡ Postplatz.
íÓÈ ·Â˘Â ÔÓÒ‚Â ÚÂÌ Ì‡ ‡Á ·Ë ‡ ÌÂ ÚÓ Ì‡ Â„Û Î‡ ̂ ËË ÚÂ. åËÒÎfl, ˜Â ‚ ‰‡‰ÂÌËfl ÒÎÛ˜‡È ÌÂ
ÏÓÊÂÏ ‰‡ ÔÓ‰ ÏË ÌÂÏ ‚˙ÔÓ Ò‡ Á‡ „‡Ê ‰‡Ì ÒÚ‚Ó ÚÓ. ïÓ‡ Ú‡, ÊË‚Â Â ̆ Ë ‚ ÌflÍÓÈ „‡‰,
Úfl· ‚‡ ‰‡ ËÏ‡Ú Â¯‡ ‚‡˘ „Î‡Ò ÔÓ ‚˙ÔÓ Ò‡ Á‡ ÊË‚Ó Ú‡ ‚ ÌÂ„Ó. åÌÓ„Ó Â Ó·˙ Í‡ ÌÓ ÒÎÛ˜ -
‚‡ ̆ Ó ÚÓ ÒÂ ‚ ÒÎÛ ̃ ‡fl Ò ÑÂÁ ‰ÂÌ. ä‡ÔË Ú‡Î˙Ú, Í‡ÍÚÓ Ë ËÌ‚Â ÒÚË ÚÓ Ë ÚÂ, Ë‰‚‡Ú ÓÚÌflÍ ̇ ‰Â
‰Û „‡ ‰Â Ë „‡Ê ‰‡ ÌË ÚÂ „Û·flÚ Ô‡ ‚Ó ÚÓ ÒË Ì‡ ‚ÎËfl ÌËÂ ‚˙ıÛ ÔÓ ÂÍ Ú‡. ä‡ÚÓ ÒÎÂ‰ ÒÚ‚ËÂ
‚ÒÂ ÔÓ‚Â ̃ Â Ë ÔÓ‚Â ̃ Â ıÓ‡ ÔÓÎÛ ̃ ‡ ‚‡Ú ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â „‡ ‰˙Ú ‚Â˜Â ÌÂ ËÏ ÔË Ì‡‰ ÎÂ ÊË.
ä‡Í ‰‡ ÔÓÎÛ ̃ ËÏ „‡ ‰Ó ‚Â ÚÂ ÒË Ó·‡Ú ÌÓ? óÂÁ Ô‡ ‚Ë Î‡ ËÎË ˜ÂÁ Â‚Ó Î˛ ̂ Ëfl? É‡ ‰˙Ú
Úfl· ‚‡ ‰‡ ÔË Ì‡‰ ÎÂ ÊË Ì‡ ÊËÚÂ ÎË ÚÂ ÒË.

êÂ„Ë Ì‡ ÅËÚ ÌÂ: éÚ„Ó ‚Ó ˙Ú Ì‡ ‚˙ÔÓ Ò‡ ÍÓÏÛ ÔË Ì‡‰ ÎÂ ÊË „‡ -
‰˙Ú ‰Ó‚ÂÊ ‰‡ ‰Ó ÏÌÓ ÊÂ ÒÚ‚Ó ÛÒÎÓÊ ÌÂ ÌËfl. ÄÍÓ ÒÂ Ó·˙ ÌÂÏ, Ì‡ÔË ÏÂ, Í˙Ï Ò‚Â ÚÓ‚ ÌÓ ÚÓ
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developing very quickly, and there is no agreement at all anymore between public and pri-
vate spheres. The city is now dependent on capital, and essentially independent of the
municipality. Players in the public sphere are unbelievably weak in their possibilities for
influence.

Christiane Mennicke: I consider this development comparable,
because the spaces that appear to be public have often been privatized. Increasingly,
public space is disappearing in Germany too. In downtown shopping malls, for example,
more and more private security companies are involved. These places are privatized by a
series of rules that are no longer defined by the municipality but by the business owners.
If you belong to a certain type of consumer, you are welcome; if not, you don't belong
here. We are talking about the same thing; it simply looks different and has a different
degree of openness, but it is nothing other than privatization.

Milla Mineva: I would like to introduce another distinction at this
point. I think that the leftist debate around regulation has another aspect in the back-
ground: regulations often permit greater transparency, and in that sense they are also
related to participation. When regulations are required, it also means that more opportuni-
ties to participate in urban life are required.

Christiane Mennicke: That is why I would tend to be cautious
about asserting that regulations per se are problematic. One quickly runs the risk of end-
ing up in libertarian waters. The situation that Iara Boubnova described in relation to Sofia
shows that only the stronger survive. That is not a desirable situation. The consequences
of regulation must be examined very carefully.

Ivaylo Ditchev: That is why richer cities are usually far more reg-
ulated than poorer ones. I think a look at Africa will demonstrate that convincingly.

Christiane Mennicke: I disagree, because our cities are getting
poorer, but that doesn't mean that they are ending the process of regulation. It means,
rather, that they are concentrating on particular places, giving the appearance of order
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Ì‡‡ ÒÚ‚‡ ÌÂ Ì‡ ÏË„‡ ̂ Ëfl Ú‡ – Úfl· ‚‡ ÎË ıÓ‡ Ú‡, ÔÂ ·Ë ‚‡ ‚‡ ̆ Ë Á‡ Í‡Ú ÍÓ ‚ ÌflÍÓÈ „‡‰,
‰‡ ·˙‰‡Ú ÚÂ ÚË ‡ ÌË ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ Í‡ÚÓ ÊËÚÂ ÎË ÚÂ ÏÛ? àÁ„ÎÂÊ ‰‡, ˜Â ÔË ÔÓ‰Ó· Ì‡
ÒËÚÛ‡ ̂ Ëfl ‡Á ·Ë ‡ ÌÂ ÚÓ Í‡Í‚Ó ÓÁÌ‡ ̃ ‡ ‚‡ ◊„‡Ê ‰‡ ÌËÌ“ Úfl· ‚‡ ‰‡ ÒÂ Â‚Ë ÁË ‡. 

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: É‡ ‰˙Ú Á‡ ÏÂÌ Â ÒˆÂÌ‡ Ì‡ ‡Á ÎË ̃ Ëfl, Ì‡
ÍÛÎÚÛ ÌÓ ÏÌÓ „Ó Ó· ‡ ÁËÂ, Ë Ï‡Î ̂ ËÌ ÒÚ‚‡ Ú‡ Ò‡ ÌÂÈÌ‡ ‚‡ÊÌ‡ ˜‡ÒÚ. åÌÓ„ÓÓ·‡ÁËÂÚÓ Ì‡
ÑÂÁ ‰ÂÌ ËÏ‡ ÚÂÔ˙ ‚‡ ÒÂ ‡Á ‚Ë ‚‡. åË„‡ÌÚËÚÂ, ÊË‚Â Â ̆ Ë ‚ ÚÓÁË „‡‰, ÌÂ Ò‡ ÏÌÓ„Ó.
àÏ‡ ÓÚÌÓ ÒË ÚÂÎ ÌÓ „ÓÎfl Ï‡ ‚ËÂÚ Ì‡Ï ÒÍ‡ Ó·˘ÌÓÒÚ, Í‡ÍÚÓ Ë ÔÂ ÒÂÎ ÌË ̂ Ë ÓÚ ·Ë‚ ̄ Ëfl ë˙‚ÂÚ -
ÒÍË Ò˙˛Á, ÓÒÓ ·Â ÌÓ Â‚ÂË. åÓÊÂÏ ‰‡ ÒÂ ‚„ÎÂ ‰‡ ÏÂ Ì‡Á‡‰, Í˙Ï ËÒÚÓ Ëfl Ú‡ Ì‡ ‡ÒË ÒÚÍË -
ÚÂ ËÁÒÚ˙ ÔÎÂ ÌËfl, Í‡ÍÚÓ Ë Í˙Ï ÚÓ‚‡, ˜Â ËÏ‡ÏÂ ÍÎÓ Ìfl ̆ Ó Í˙Ï ‰flÒÌÓ ÛÔ‡ ‚ÎÂ ÌËÂ ‚ ÔÓ -
‚ËÌ ̂ Ë‡Î ÌËfl Ô‡ Î‡ ÏÂÌÚ Ì‡ ë‡Í ÒÓ ÌËfl. çÓ Ë ÚÂÍÛ ̆ Ë ÚÂ ÔÂ „Ó ‚Ó Ë Ì‡ Â‚Ó ÔÂÈ ÒÍÓ ÌË‚Ó
Ò‡ Ò˙˘Ó ÔË ̃ Ë Ì‡ Á‡ Á‡„Ë ÊÂ ÌÓÒÚ. ÇÒË˜ ÍÓ ÒÂ ‚˙ÚË ÓÍÓÎÓ ËÍÓ ÌÓ ÏË Í‡ Ú‡ Ì‡ ÒÚ‡ ı‡ Ë
Ì‡ÒË ÎËÂ ÚÓ. ê‡Á ·Ë ‡Â ÏÓ Â, ÂÒÚÂ ÒÚ‚Â ÌÓ, ÂÔ‡ ÚË ‡ ÌÂ ÚÓ Ì‡ ıÓ‡, ‚ÌÂ ‰Â ÌË ‚ ÔÂ ÒÚ˙Ô ÌË
ÏÂÊË, ÌÓ ÚÓ‚‡ ˜ÂÒÚÓ ÒÂ ÔÂ‚ ˙ ̆ ‡ ‚ ÔË ÍË ÚËÂ Ì‡ ÔÓÎË ÚË Í‡ ‚ ÔÓÎÁ‡ Ì‡ ◊ÍÂ ÔÓÒÚ Ú‡
Ö‚Ó Ô‡“.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: Ç ÚÓÁË ÍÓÌ ÚÂÍÒÚ ·Ëı ÒÂ ‚˙ Ì‡Î Í˙Ï
‚˙ÔÓ Ò‡ Í‡Í‚Ó ÚÓ˜ÌÓ ‡Á ·Ë ‡ ÏÂ ÔÓ‰ ◊ÏÂÒÚÂÌ“. ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ „Ó ÚÂÏ‡ ÚË ÁË ‡ ÔÓ
ËÌÚÂ Â ÒÂÌ Ì‡˜ËÌ ‚ ÔÓ ÂÍ Ú‡ ÒË ÓÚ 2003 „Ó‰Ë Ì‡. ë‡‚ ÌË ÚÂÎ ÌÓ ÌÂ‚Ë ‰Ë ÏÓ ÚÓ ‚ ÔÛ·ÎË ̃ ÂÌ
ÒÏË Ò˙Î Ï‡Î ̂ ËÌ ÒÚ‚Ó Ì‡ ÓÏË ÚÂ, Ò ‰Â· Ì‡ Ú‡ ÒË ÏÂÒÚ Ì‡ Ú˙ „Ó ‚Ëfl, ËÁ‚Â‰Ì˙Ê ÒÂ ÔÓfl‚Ë
‚˙ıÛ Ó„Ó ÏÂÌ ·ËÎ ·Ó‰ Ì‡ Â‰ËÌ ÓÚ Ì‡È ‚‡Ê ÌË ÚÂ ÒÓÙËÈ ÒÍË ÔÎÓ ̆ ‡ ‰Ë. ÅËÎ ·Ó‰˙Ú ÔÓ -
‚Ó ÍË ‡ Ó·˙ ̆ ‡ ÌÂ Ì‡ ÈÂ‡ ıËË Ë ‚˙‚ÂÊ ‰‡ ÌÂ ÚÓ ËÏ ‚ ÔÛ·ÎË˜ Ì‡ Ú‡ ÒÙÂ‡. ç‡˜ËÌ˙Ú Ì‡
ÚÂÏ‡ ÚË Á‡ ̂ Ëfl ÓÚÔ‡ ̆ ‡ Í˙Ï „ÎÓ ·‡Î ÌË ÚÂ ËÏË‰Ê-ÒÚ‡ ÚÂ „ËË, Ó·‚˙ Á‚‡ „Ë Ò Ï‡Î Í‡ Ú‡ ÏÂÒÚ -
Ì‡ Ú˙ „Ó ‚Ëfl. 

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: íÓ‚‡ ÏË Ì‡ÔÓÏ Ìfl Á‡ ‰Û„ ÏÓÏÂÌÚ, Ò‚˙ -
Á‡Ì Ò ÔÓÌfl ÚËÂ ÚÓ ◊„‡Ê ‰‡ ÌËÌ“ ‚ ÉÂ Ï‡ ÌËfl, ÌÂ˘Ó, ÍÓÂÚÓ ˜ÛÊ ‰ÂÌ ̂ Ë ÚÂ Úfl· ‚‡ ‰‡ ÛÁÌ‡flÚ.
èÂÁ ÔÂËÓ ‰‡, ÍÓ„‡ ÚÓ ÒÚ‡ ÚÛÚ˙Ú Ì‡ ·ÂÊ‡Ì ̂ Ë ÚÂ ÌÂ ·Â¯Â Ó˘Â ÛÚÓ˜ ÌÂÌ, ÚÂ ÌÂ ÒÂ Ò˜Ë Ú‡ ı‡
Á‡ Û˜‡ÒÚ ÌË ̂ Ë ‚ Ó·˘Â ÒÚ‚Ó ÚÓ ÌËÚÓ ÔÓÎË ÚË ̃ Â ÒÍË, ÌËÚÓ ËÍÓ ÌÓ ÏË ̃ Â ÒÍË. ç‡ ÚÂÁË, ÍÓËÚÓ
Ú˙ ÒflÚ Û·Â ÊË ̆ Â ‚ ÉÂ Ï‡ ÌËfl, ËÏ Â Á‡· ‡ ÌÂ ÌÓ ‰‡ ‡·Ó ÚflÚ. ó‡ÒÚ ÓÚ Ì‡ÒÂ ÎÂ ÌËÂ ÚÓ Â ÔË -
ÌÛ ‰Â Ì‡ ‰‡ Â ·ÂÁ ‡ ·ÓÚ Ì‡ ÔÓ‡ ‰Ë Ì‡ÎÓ ÊÂ Ì‡ π Ô‡ÒË‚ ÌÓÒÚ.

à‚‡È ÎÓ ÑË˜Â‚: éÚ ‰Û„‡ ÒÚ‡ Ì‡, ‚ÒÂ Ó˘Â ÔÓ‰˙Î Ê‡ ‚‡ ÏÂ ‰‡
ËÁflÒ Ìfl ‚‡ ÏÂ Í‡Í‚Ó ÓÁÌ‡ ̃ ‡ ‚‡ ‰‡ ÒË ÏÂÒÚÂÌ, „‡Ê ‰‡ ÌËÌ Ì‡ ÓÔÂ ‰Â ÎÂÌ „‡‰. é˘Â ÓÚ
ëÂ‰ ÌÓ ‚Â ÍÓ ‚ËÂ ÚÓ „‡Ê ‰‡Ì ÒÚ‚Ó ÚÓ Ì‡ ‰‡‰Â ÌÓ ÏflÒÚÓ, ‰ÓË Ë Á‡ ÌÓ‚Ó ‰Ó ̄ ÎË ÚÂ, ÒÂ Ò‚˙ Á‚‡
Ò ÌflÍ‡Í ‚Ë ÔË ‚Ë ÎÂ „ËË. ëÔÓ ÒÓ· ÌË ÎË ÒÏÂ ‰‡ ÊË‚Â ÂÏ ·ÂÁ ÔÓ‰Ó ·ÂÌ ÏÂı‡ ÌËÁ˙Ï? åÓÊÂÏ
ÎË ‰‡ ÒË ÔÂ‰ ÒÚ‡ ‚ËÏ „‡Ê ‰‡Ì ÒÚ‚Ó ·ÂÁ ÔË ‚Ë ÎÂ „ËË Ë ÏË„‡ ̂ Ëfl ·ÂÁ Â„Û Î‡ ̂ ËË?

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: çÂ ‚fl ‚‡Ï ÊË‚Ó Ú˙Ú ‚ ‰˙ Ê‡ ‚‡ ·ÂÁ Ô‡ ‚Ë -
Î‡ ‰‡ Â ÔË‚ ÎÂ Í‡ ÚÂ ÎÂÌ. çÓ ‚ÒÂ Ô‡Í, Úfl· ‚‡ ‰‡ ÒÂ Á‡ÔË Ú‡ ÏÂ ‰Ó Í‡Í‚‡ ÒÚÂ ÔÂÌ Ö‚Ó Ô‡
ÏÓÊÂ ‰‡ ÒÂ Ò‡ÏÓ-·‡Ë Í‡ ‰Ë ‡. éÒ‚Ó ·ÓÊ ‰‡ ‚‡ ÌÂ ÚÓ ÓÚ ÏËÒÎÂ ÌÂ ÚÓ ‚ Í‡ÚÂ „Ó Ë Ë ÚÂ Ì‡
Ì‡ˆËÓ Ì‡Î Ì‡ Ú‡ ‰˙ Ê‡ ‚‡ ÒÂ ‡Á „ÎÂÊ ‰‡ Í‡ÚÓ ÔÓ „ÂÒ Ë ÒÂ ËÁÔÓÎ Á‚‡ ‚ ÏÓÏÂÌ Ú‡, ÍÓ„‡ ÚÓ
‚˙ÁÌË Í‚‡ ËÍÓ ÌÓ ÏË ̃ Â ÒÍË ËÌÚÂ ÂÒ. åË„‡ˆËflÚ‡ ÔË ıÓ‡ Ú‡, Ó·‡˜Â, Â Ë „ÎÓ ·‡Î ÌÓ fl‚ÎÂÌËÂ,
ÍÓÂÚÓ, ÌÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ ‚ÒË˜ÍÓ, ÒÂ Ò˜ËÚ‡ Ó·ËÍ ÌÓ ‚Â ÌÓ Á‡ ÌÂÎÂ „‡Î ÌÓ Ë ·Ë‚‡ ÔÂ ÔflÚ ÒÚ‚‡ ÌÓ.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: àÒÍ‡Ï ‰‡ ÒÂ ‚˙Ì‡ Í˙Ï ÚÂÏ‡ Ú‡, ÍÓflÚÓ
‰ËÒ ÍÛ ÚË ‡ı ÏÂ Â‰ËÌ ÒÚ‚Â ÌÓ ÔÓ ‰ÓÔË ‡ ÚÂÎ Ì‡ – ÓÎfl Ú‡ Ì‡ ıÛ‰ÓÊ ÌË Í‡ Ë ıÛ‰ÓÊ ÌË ̂ Ë ÚÂ ‚
ÍÓÌ ÚÂÍ ÒÚ‡ Ì‡ „‡‰ ÒÍ‡ Ú‡ ÔÓÎË ÚË Í‡. íÛÍ ‚ËÊ ‰‡Ï ‰‚Â ‚˙ÁÏÓÊ ÌÓ ÒÚË – ËÎË ıÛ‰ÓÊ ÌË Í˙Ú
ÒÂ ÓÔË Ú‚‡ ‰‡ ÔÂ „Ó ‚‡ fl Ò ÓÙË ̂ Ë‡Î ÌË ÚÂ Ë„‡ ̃ Ë, ËÎË ÒÂ ÓÔË Ú‚‡ ‰‡ ËÏ ÓÔÓ ÌË ‡ ˜ÂÁ
ÔÓ‰Ë‚ ÌË ÔÓ ÂÍ ÚË. åËÒÎfl, ˜Â Ë ‰‚ÂÚÂ ÔÓÁË ̂ ËË ËÏ‡Ú ‚˙ ÁÍ‡ Ò ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡. 
éÚ Â‰Ì‡ ÒÚ‡ Ì‡ Ó„‡ ÌË ÁË ‡ı ÏÂ ÔÛ·ÎË˜ ÌË ‰ËÒ ÍÛ ÒËË, Á‡ ‰‡ ‚ÎÂ ÁÂÏ ‚ ‰Ë‡ ÎÓ„ Ò Ó·˘Ë Ì‡ -
Ú‡ Ë ‰Û„Ë ‚˙ÁÏÓÊ ÌË ÒÓˆË‡Î ÌË Ë„‡ ̃ Ë. àÏ‡ı ÏÂ ËÌÚÂ Â ÒÂÌ ‰Â·‡Ú Ò Í‡Ì ‰Ë ‰‡ ÚË Á‡
ÍÏÂÚ Ë Ò ˜ÎÂ ÌÓ ‚Â Ì‡ Ó·˘ËÌ ÒÍËfl Ò˙‚ÂÚ. éÚ ‰Û„‡ ÒÚ‡ Ì‡, ÏÌÓ ÊÂ ÒÚ‚Ó ÔÂ‰ ÎÓ ÊÂ ÌËfl Á‡
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and stability, but in the background everything is falling apart. Public swimming pools and
libraries face budget cuts; and on the other hand there is investment in areas with com-
mercial potential and in creating an “orderly” appearance. Every community in Germany
has the same problem, and all of them are trying to solve it by following the same pattern.

Alexander Kiossev: I would like to return to a debate that we had
with the Dresden Postplatz project during our last meeting in Sofia. It concerned the
understanding of regulation. I think we cannot overlook the question of citizenship in all
these issues. The people who live in a city should be the ones who decide about life in
that city. What is happening in the Dresden case is very difficult. The capital is coming
from somewhere else, as are the investors, and the residents no longer have the right to
influence the project. The consequence is that more and more people have the impres-
sion the city no longer belongs to them. How do we take the cities back? By regulation or
revolution? The city should belong to its citizens.

Regina Bittner: Answering the question to whom the city belongs
raises several difficulties. If we think, for example, of the worldwide increase in migration:
shouldn't people who are staying in a city for only a brief time be respected just as much
as citizens? I think that given this situation the understanding of what “citizen” means
needs to be revised.

Christiane Mennicke: For me the city is a play of diversity, cultural
diversity, and the various minorities that live in it are an important part of this. In Dresden this
diversity has yet to develop. Not many migrants live here; there is a relatively large
Vietnamese community as well as migrants from the former Soviet Union, especially Jewish
immigrants. And then we look back on a history of racist attacks, and we have a rather right-
leaning government in the state parliament of Saxony. But the current negotiations on the
European level are also cause for concern. Everything revolves around an economy of fear
and violence. Certainly that is understandable, sending people back who are anchored in
criminal networks, but often that is just a cover for the policies of a Fortress Europe.

Alexander Kiossev: In that context I would like to return to the
question of what we really mean by “local.” Luchezar Boyadjiev's project Hot City Visual of
2003 thematized that in an interesting way. The relatively invisible minority of Roma, with
their local small trade, suddenly appears on an enormous billboard on one of Sofia's most
symbolically important squares: the billboard provoked the reversal of hierarchies and
brought it into the public sphere. The way in which it is thematized refers to global image
strategies and relates them to this local small trade.

Christiane Mennicke: That reminds me of another point that
relates to the status of the “citizen” in Germany, and that is something that outsiders
should now know. During the period when the status of refugees has not been clarified,
they cannot participate in the society, politically or economically. Asylum seekers in
Germany are not allowed to work. Part of the population is effectively forced to be idle, in
the sense of an imposed passivity.

Ivaylo Ditchev: On the other hand, we still have to ask what it real-
ly means to be a local, a citizen of a city. Ever since the Middle Ages being the citizen of a
city was associated with certain privileges, even for newcomers. Can we live without such
mechanisms? Can you imagine citizens without privileges and migration without regulation?

Christiane Mennicke: I don't believe it would be desirable to live in
a state without regulation. Nevertheless, we have to ask to what extent Europe can just barri-
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ÔÓ ÂÍ ÚË ·flı‡ ËÁˆfl ÎÓ ÔÓ‰Ë‚ ÌË. çÂ ÒÏÂ ÒÎÂ‰ ‚‡ ÎË flÒÌ‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ ÒÚ‡ ÚÂ „Ëfl, ÌËÚÓ
ÒÏÂ Ò˙‚Â Ú‚‡ ÎË ÔÓ ÌflÍ‡Í ̇ ‚ Ì‡˜ËÌ Ó·˘Ë Ì‡ Ú‡. ë˜Ë Ú‡Ï, ˜Â ‚˙ÁÏÓÊ ÌÓÒÚ Ú‡ Á‡ Ò˙ÚÛ‰ ÌË -
˜Â ÒÚ‚Ó Ò Ó·˘ËÌ ÒÍË ÚÂ ‚Î‡ ÒÚË ÌÂ ·Ë‚‡ ‰‡ ÒÂ ËÁÍÎ˛˜ ‚‡ Í‡ÚÓ ‚˙ÁÏÓÊ ÌÓÒÚ. í‡Í‡ ‚‡
‚˙ÁÏÓÊ ÌÓÒÚ Ò˙˘Â ÒÚ‚Û ‚‡, ‡ ÏË ÒÂ ÒÚÛ ‚‡, ˜Â „Â Ï‡Ì ÒÍË ÚÂ ÍÓÎÂ „Ë Ó·ËÍ ÌÓ ‚Â ÌÓ ÓÚı‚˙ -
ÎflÚ ÚÓÁË ¯‡ÌÒ.

êÂ„Ë Ì‡ ÅËÚ ÌÂ: àÁ„ÎÂÊ ‰‡, ˜Â ÚÓ‚‡ ËÏ‡ ÌÂ˘Ó Ó·˘Ó Ò˙Ò ÒËÚÛ‡ -
ˆËfl Ú‡ ‚ ÉÂ Ï‡ ÌËfl. èÓÌfl ÍÓ „‡, ÍÓ„‡ ÚÓ ÒË ÏËÒÎfl Í‡Í‚Ó ËÁ‚˙¯ ‚‡Ú ıÛ‰ÓÊ ÌË ̂ Ë ÚÂ ‚
ëÓÙËfl, ‚ËÊ ‰‡Ï ‚˙ ÁÍË Ò ÔÓÎÓ ÊÂ ÌËÂ ÚÓ ‚ àÁÚÓ˜ Ì‡ ÉÂ Ï‡ ÌËfl ÔÂ‰Ë 1989 „Ó‰Ë Ì‡. èÓ
ÚÓ‚‡ ‚ÂÏÂ ÏÌÓ„Ó ıÛ‰ÓÊ ÌË ̂ Ë ÔÓÂÏ‡ ı‡ ÓÔÂ ‰Â ÎÂ ÌË ÙÛÌÍ ̂ ËË ËÏÂÌ ÌÓ Í‡ÚÓ ÂÁÛÎ Ú‡Ú ÓÚ
ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ „‡‰ ÒÍ‡ Ë ÔÓÎË ÚË ̃ Â ÒÍ‡ ÔÛ·ÎË˜ Ì‡ Ó·˘ÌÓÒÚ – Ë ÚÓ‚‡ ÒÂ ÒÎÛ˜ ‚‡ ̄ Â ÌÂ
·ÂÁ ËÒÍ. ÑÌÂÒ ‚ „Â Ï‡Ì ÒÍÓ ÚÓ Ó·˘Â ÒÚ‚Ó ÏÌÓ ÊÂ ÒÚ‚Ó ÒÎÛ ̃ ‡Ë Ò‡ ÔÓ-Ú˙ÌÍÓ ‰ËÙÂ ÂÌ ̂ Ë -
‡ ÌË – Ò˙˘Â ÒÚ‚Û ‚‡Ú „‡‰ ÒÍË ÙÓÛ ÏË, ‡·ÓÚ ÌË „ÛÔË, ‡Á ÌÓ Ó· ‡Á ÌË ËÌÒÚË ÚÛ ̂ ËË, Ó·˙ -
Ì‡ ÚË Í˙Ï ÚÂÏË, ÍÓËÚÓ ‚ ëÓÙËfl ÔË‚ ÎË ̃ ‡Ú ‚ÌË Ï‡ ÌËÂ ÚÓ Ì‡ ıÛ‰ÓÊ ÌË ̂ Ë.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: çÂ ·Ëı ÒÂ Ò˙„Î‡ ÒËÎ ËÁˆfl ÎÓ Ò ÚÓ‚‡.
èÂ‰Ë ‰‚Â ÒÂ‰ ÏË ̂ Ë ÚÛÍ, ‚ ëÓÙËfl, ÒÂ Ò˙ÒÚÓfl ËÌÚÂ ÂÒ Ì‡ ‰ËÒ ÍÛ ÒËfl Á‡ ËÁÍÛ ÒÚ‚Ó ÚÓ Ë
ÔÓÎË ÚË Í‡ Ú‡. Ö‰ËÌ ÓÚ „Â Ï‡Ì ÒÍË ÚÂ π Û˜‡ÒÚ ÌË ̂ Ë ‚ ‰ÓÍÎ‡ ‰‡ ÒË ÓÔËÒ ‚‡ ̄ Â Í‡Í ËÁÍÛ ÒÚ‚Ó ÚÓ
ÛÒÔÂ¯ ÌÓ ÒÂ Â ‚ÔË Ò‡ ÎÓ ‚ Ò„‡‰‡Ú‡ Ì‡ ÅÛÌ ‰Â ÒÚ‡ „‡. ëÂËfl ıÛ‰Ó ÊÂ ÒÚ‚Â ÌË ÔÓ ËÁ ‚Â ‰Â ÌËfl
‰ÌÂÒ ÒÂ Ì‡ÏË ‡Ú ‚ Ò˙ ̂ Â ÚÓ Ì‡ ÌÂÏ ÒÍ‡ Ú‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ ‚Î‡ÒÚ. 

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: ÅËı ÔÓ‰ ̃ Â Ú‡ Î‡ ‡Á ÎË Í‡ Ú‡ ÏÂÊ‰Û Â‰ËÌ -
ÒÚ‚ÂÌ ÔÓ ÒÚ‡ ÚÛ Ú‡ ÒË Ó·ÂÍÚ Ë ÌÂ˘Ó, ÍÓÂÚÓ ·Ë ÏÓ„ÎÓ ‰‡ ÓÍ‡ÊÂ ‚ÎËfl ÌËÂ. ê‡Á ÎË Í‡ Ú‡ Â
ÓÒÓ ·Â ÌÓ flÒÌ‡ ËÏÂÌ ÌÓ ‚ ÔË ÏÂ ‡ Ò ÅÛÌ ‰Â ÒÚ‡ „‡, Í˙‰Â ÚÓ ËÁÍÛ ÒÚ‚Ó ÚÓ ÔÂ‰ ÒÚ‡ ‚fl ÔÓÎË ÚË -
˜Â ÒÍ‡ Ú‡ ÒËÎ‡, ÌÓ ÌflÏ‡ ‚ÎËfl ÌËÂ Ì‡‰ ÔÓÎË ÚË ̃ Â ÒÍËfl ÔÓ ̂ ÂÒ Í‡ÚÓ Ú‡Í˙‚. ëÚÛ ‚‡ ÏË ÒÂ,
˜Â ‚˙ÔÓÒ˙Ú Â ÔÓ-ÒÍÓÓ Ì‡ Í‡Í‚Ó ÌË‚Ó Ò˙ÚÛ‰ ÌË ̃ ËÏ Ò ÔÓÎË ÚË Í‡ Ú‡. èÓ Ì‡˜Ë Ì‡, ÔÓ
ÍÓÈÚÓ ÒÂ ÔË ‰‚Ë Ê‚‡ ÔÓ ÂÍ Ú˙Ú Postplatz ‚ ÑÂÁ ‰ÂÌ, ÓˆÂÌ Í‡ Ú‡ ‚Ë ËÁ„ÎÂÊ ‰‡ ‚flÌ‡.
ñÂÎÚ‡ Ì‡ ÔÓ ÂÍ Ú‡ ÌÂ Â ·ËÎ‡ ‰‡ ÒÂ ÓÙÓ ÏË Ò˙˛Á Ò Ó·˘Ë Ì‡ Ú‡ ËÎË Ò ÔÎ‡ ÌË ‡ ̆ Ëfl π
ÓÚ‰ÂÎ. ÇÏÂ ÒÚÓ ÚÓ‚‡ ÒÂ ÓÔË Ú‡ ıÏÂ ‰‡ Ò˙Á‰‡ ‰ÂÏ Â‰ËÌ ‚Ë‰ ÛÚÓ ÔËfl, ‰‡‚‡È ÍË ‚˙ÁÏÓÊ ÌÓÒÚ
‰‡ ÒÂ ÂÍÒ ÔÂ Ë ÏÂÌ ÚË ‡ Ò ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ‡Á ÎË˜ ÌË ÌË‚‡ – Ì‡ÔË ÏÂ,
˜ÂÁ ‡‰ËÓÒÚ‡Ì ̂ Ëfl, Á‡ÌËÏ‡‚‡˘‡ ÒÂ Ò ÔÓ·ÎÂÏË, Ì‡‰ı‚˙Îfl˘Ë ıÛ‰Ó ÊÂ ÒÚ‚Â ÌËÚÂ ÔÓ -
ÂÍ ÚË. ëÚ‡ ‚‡ ̄ Â ‰ÛÏ‡ Á‡ ËÌÚÂ „Ë ‡ ÌÂ Ì‡ ÔÓ-¯ËÓ Í‡ ÓÒÌÓ ‚‡ Ì‡ Ó·˘ÌÓÒÚ Ú‡ Ì‡ ÔÓ ËÁ ‚Ó -
‰Ë ÚÂ ÎË ÚÂ Ì‡ ÍÛÎÚÛ ÌË ÙÂÌÓÏÂÌË. èÓÎ Á‚‡ı ÏÂ ËÁÔÓ· ‚‡Ì ÏÓ‰ÂÎ, Á‡ ‰‡ ‚Ë‰ËÏ ‰ÓÍÓÎ ÍÓ
˘Â ÙÛÌÍ ̂ Ë Ó ÌË ‡ ‚ „‡‰‡. ÄÍÓ ËÒÍ‡ ÚÂ ‰‡ ÔÂ ‚˙ ÌÂ ÚÂ ‚ Â‡Î ÌÓÒÚ Â‰ËÌ ‡Á ÎË ̃ ÂÌ Á‡
„‡‰‡ Ó·‡Á, ÒÚ‡‚‡ ÓÚÌÓ ÒË ÚÂÎ ÌÓ ÚÛ‰ ÌÓ ‰‡ ÒÂ ‡·Ó ÚË Ò ‡‰ÏË ÌË ÒÚ‡ ̂ Ëfl Ú‡, ˜ËflÚÓ ‡·Ó -
Ú‡ Â ‰‡ ÒÚÓË flÒÌ‡ Í‡ ÚË Ì‡. á‡ ÌÂfl ‚ ÍÓÏ ÔÂ ÚÂÌ ̂ Ëfl Ú‡ Ì‡ ıÛ‰ÓÊ ÌË Í‡ ‚ÎËÁ‡ ÒËÏ ‚ÓÎ ÌÓ ÚÓ
‚‡ÎÓ Ë ÁË ‡ ÌÂ Ì‡ „‡‰‡. ÄÍÓ, Ó·‡˜Â, ÍË ÚË ÍÛ ‚‡ ÚÂ ‰‡‰Â Ì‡ ËÏË‰Ê-ÔÓÎË ÚË Í‡ Ò˙ÚÛ‰ ÌË ̃ Â -
ÒÚ‚Ó ÒÂ ÔÓÎÛ˜‡‚‡ ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ ÔÓ-ÚÛ‰ ÌÓ.

ü‡ ÅÛ· ÌÓ ‚‡: Ç Å˙Î „‡ Ëfl ÒËÚÛ‡ ̂ Ëfl Ú‡ Â ‡Á ÎË˜ Ì‡. ëÎÛ ̃ ‡flÚ Ò
ÑÂÁ ‰ÂÌ ÓÚ‡ Áfl ‚‡ ÔÓÎÓ ÊÂ ÌËÂ ÚÓ Ì‡ ıÛ‰ÓÊ ÌË Í‡ ‚ ÉÂ Ï‡ ÌËfl. àÁÓ· ̆ Ó ıÛ‰ÓÊ ÌË ̂ Ë ÚÂ Ì‡
á‡Ô‡‰ ‰Ó·Â ÁÌ‡flÚ ÏflÒÚÓ ÚÓ Ë ÓÎfl Ú‡ ÒË ‚ Ó·˘Â ÒÚ‚Ó ÚÓ, ‰ÓÍ‡ ÚÓ Û Ì‡Ò Úfl Â  ‡·ÒÓ Î˛Ú ÌÓ
ÌÂflÒ Ì‡. ïÛ‰ÓÊ ÌË ̂ Ë ÚÂ ÚÛÍ ÌflÏ‡Ú ÔÓÌfl ÚËÂ Í˙‰Â Â ÒÓˆË‡Î ÌÓ ÚÓ ËÏ ÏflÒÚÓ, ‡ Â‰ÌÓ ‚Â ÏÂÌ -
ÌÓ Ò‡ Á‡„Û ·Ë ÎË Ë ÔÂ ‰Ë¯ ÌÓ ÚÓ ÒË ÔÓÎÓ ÊÂ ÌËÂ. çÂÏ ÌÓ „Ó ·ÓÈ ÌË ÚÂ „ÛÔË ËÌÚÂ ÎÂÍ ÚÛ ‡Î ̂ Ë
Ë ıÛ‰ÓÊ ÌË ̂ Ë ‰ÂÈ ÒÚ‚‡Ú ÔÓ‚Â ̃ Â ËÎË ÔÓ-Ï‡ÎÍÓ ËÁ‚˙Ì Ó·˘Â ÒÚ‚Â Ì‡ Ú‡ ÔÓ‰ ÍÂ Ô‡. äÓ„‡ ÚÓ
„Ó‚Ó ËÏ Á‡ ‚ËÁÛ‡Î Ì‡ ÔÓÎË ÚË Í‡ Ë ÓÎfl Ú‡ Ì‡ ıÛ‰ÓÊ ÌË Í‡, ·Ë Úfl· ‚‡ ÎÓ ‰‡ Ô‡ ‚ËÏ ÒÎÂ‰ -
ÌÓ ÚÓ ‡Á „‡ ÌË ̃ Â ÌËÂ: ÓÚ Â‰Ì‡ ÒÚ‡ Ì‡ Ò˙˘Â ÒÚ‚Û ‚‡ ‚Ë‰ ıÛ‰Ó ÊÂ ÒÚ‚Â Ì‡ ÔÓ ‰ÛÍ ̂ Ëfl, Ò‚˙ -
Á‡ Ì‡ Ò˙Ò ÒËÏ ‚Ó ÎË˜ ÌÓ ÚÓ ÓÒÚÓÈ ÌÓ ÒÚfl ‚‡ ÌÂ – Ò˙Á‰‡ ‚‡ ÌÂ ÚÓ Ì‡ Ô‡ÏÂÚ ÌË ̂ Ë, Ì‡ÔË ÏÂ.
íÓ‚‡ Â Â‰Ì‡, Ó·˘Ó ‚ÁÂÚÓ, Â„Û ÎË ‡ Ì‡ ÒËÒÚÂ Ï‡, ÒÔÓ Â‰ ÍÓflÚÓ ‡·Ó Ú‡ Ú‡ Ì‡ ıÛ‰ÓÊ ÌË Í‡
ÒÂ ÔÓ‰ ̃ Ë Ìfl ‚‡ Ì‡ ÓÔÂ ‰Â ÎÂ ÌË Ë‰ÂÓ ÎÓ „Ë ̃ Â ÒÍË Ë ÔÓÎË ÚË ̃ Â ÒÍË ËÁËÒ Í‚‡ ÌËfl. ëÓˆË‡Î ÌËÚÂ
ÔÓ ÂÍ ÚË Ò‡ Ì‡ ‰Û„‡ ÔÎÓÒÍÓÒÚ. ç‡ ÏÂÊ ‰Û Ì‡ Ó‰ ÌËfl Ô‡Á‡ ÔË Ò˙ ÒÚ‚‡ ÒÂËÓÁ ÂÌ ËÌÚÂ -
ÂÒ Í˙Ï ÔÓ‰Ó· ÌË Ì‡˜ËÌ‡ÌËfl, ÌÓ ÏÂÒÚÂÌ Ô‡Á‡ Á‡ Úflı ÌËÂ ÌflÏ‡ ÏÂ – ÌËÍÓÈ ÚÛÍ ÌÂ Â
Á‡ËÌ ÚÂ Â ÒÛ ‚‡Ì ıÛ‰ÓÊ ÌË ̂ Ë ÚÂ ‰‡ „Ë Ò˙Á‰‡ ‚‡Ú. òËÓ ÍË ÒÎÓ Â ‚Â ÓÚ ·˙Î „‡ ÒÍÓ ÚÓ Ó·˘Â -
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cade itself off. The liberation of thinking in terms of the nation-state is seen as a progress
and is employed when the issue is meeting economic interests. The migration of people is
also a global phenomenon; nevertheless, for the most part it is declared illegal and barred.

Alexander Kiossev: I would like to return to a point that thus far
we have discussed only in passing: the role of artists and artists in the context of urban
politics. I see two different positions here: either one tries to negotiate with official parties
or one tries to oppose them with subversive projects. I think that both positions are asso-
ciated with the Visual Seminar. On the one hand, we have initiated public discussions in
order to enter a dialogue with the municipality and other possible agents. We had interest-
ing debates with the mayoral candidates and with the city council. On the other hand, sev-
eral proposals for projects were completely subversive. We didn't follow a clear political
strategy, and we didn't advise the municipality either. I believe that the possibility of coop-
eration should not be excluded from the outset. It is one opportunity, and I have the feel-
ing that our German colleagues frequently do not want to acknowledge this chance.

Regina Bittner: I think that has something to do with the situation
in Germany. Sometimes, when I think about what artists are doing in Sofia, I see connec-
tions to the situation in East Germany prior to 1989. Many artists at the time were taking
over functions that were essentially the result of a lack of a political and urban public
sphere – and it was not without risks. Many things in German society are more subtly dif-
ferentiated today: there are municipal forums, working groups, and various institutions that
address topics that are currently addressed in Sofia by artists.

Alexander Kiossev: I would not fully agree with that. Two weeks
ago there was an interesting discussion here about art and politics. One of the Germans
giving a paper described how art could be successfully integrated into the Bundestag. A
series of artistic works is now located at the heart of political power.

Christiane Mennicke: I would make a distinction there between
mere status objects and something that might possibly have an influence. The distinction
is especially clear precisely in this example of the Bundestag, where art represents politi-
cal power but has no influence on the political process itself. I think that the question is
rather on what level we cooperate with politics. As for as the Dresden Postplatz project
goes, your assessment may be correct. It was not the goal of the project to create an
alliance with the municipality or with the city planning office. Instead, we tried to create a
kind of utopia, making it possible to experience public space on different levels: for exam-
ple, having a radio station that was not limited to artistic projects. It was about integrating
the community of cultural producers on a larger scale. We tried and tested a model, to
see whether it could function in the city. If you want to implement another image of the
city, it is relatively difficult to work together with administrations whose task is to produce a
clear image. Artistic competence is sought to valorize the city symbolically; if you criticize
this kind of image politics, then cooperation becomes considerably more difficult.

Iara Boubnova: The situation in Bulgaria is different. The
Dresden case reflected more the position of artists in Germany. Artists from the West
know their place and their role in society very precisely, but here, in our case, all that is
completely unclear. They do not know where they stand in the society, and at the same
time they have lost what they had. These small groups of intellectuals and artists function
and work more or less without support from the society. When we talk about visual politics
and the role of the artist, we should, I think, make a distinction There is, on the one hand,
a kind of artistic production that cooperates with this symbolic valorization, by creating
monuments, for example; this is a more or less regulated system that subjects artistic
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ÒÚ‚Ó ÔÓ‰˙Î Ê‡ ‚‡Ú ‰‡ ÊË‚ÂflÚ Ò ÔÂ‰ ÒÚ‡ ‚‡ Ú‡ Á‡ ıÛ‰ÓÊ ÌË Í‡, ÒÂ‰fl˘ ‚ ‡ÚÂ ÎËÂ ÚÓ ÒË Ë
Ú‚Ó fl˘ ÌÂ˘Ó ‚Ë‰Ë ÏÓ, ÌÂ˘Ó ◊ıÛ‰Ó ÊÂ ÒÚ‚Â ÌÓ“.

äË ÒÚË ‡ ÌÂ åÂÌËÍÂ: äÓÌ ÍÛ Ë ‡ ̆ Ë ÒÂ ÔÂ‰ ÒÚ‡ ‚Ë Á‡ ËÁÍÛ ÒÚ‚Ó
ËÏ‡ Ë ‚ ÉÂ Ï‡ ÌËfl. à Ò˙˘Ó Ò‡ ÂÁÛÎ Ú‡Ú ÓÚ ‡Á ÎË˜ ÌÓ ÚÓ ËÒÚÓ Ë ̃ Â ÒÍÓ ‡Á‚Ë ÚËÂ Ì‡ ‰‚ÂÚÂ
˜‡ÒÚË Ì‡ ÒÚ‡ Ì‡ Ú‡. çflÍÓË Á‡‰˙Ê ÍË ÌÂ Ò‡ ÚÓÎ ÍÓ ‚‡ ÒËÎÌË Í‡ÚÓ ‚ Å˙Î „‡ Ëfl, ÌÓ Ë Û Ì‡Ò
‚ÒÂ Ó˘Â ÊË‚ÂÂ Ë‰Âfl Ú‡, ˜Â ıÛ‰ÓÊ ÌË ̂ Ë ÚÂ ÔÓ ‡ÚÂ ÎËÂ Ú‡ Ú‡ ÒË Ô‡ ‚flÚ ‡ÁÌË ıÛ‰Ó ÊÂ ÒÚ‚Â ÌË
ÌÂ˘‡ – ‰‡ Í‡ÊÂÏ ÙÓÌ Ú‡Ì ËÎË ÒÍÛÎ ÔÚÛ ‡, ÍÓËÚÓ ÏÓ„‡Ú ‰‡ ÒÂ ËÁÎÓ Ê‡Ú ‚ ÔÛ·ÎË˜ ÌÓ ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó. èÓ‰Ó ·ÂÌ Ì‡˜ËÌ Ì‡ ÏËÒÎÂ ÌÂ ÏÓÊÂ ‰‡ ·˙‰Â ÔÓÒÚ‡‚ ÂÌ ‚ Ò˙ÓÚ ‚ÂÚ Ì‡ Ú‡ ÔÂÒ -
ÔÂÍ ÚË ‚‡ Â‰ËÌ ÒÚ‚Â ÌÓ ÓÚ ÂÍÒ ÔÂÚ ÌË „ÛÔË. í‡Í‡ ˜Â ÏflÒÚÓ ÚÓ Ì‡ ıÛ‰ÓÊ ÌË Í‡ ‚ Ó·˘ÌÓÒÚ Ú‡
‚ ÉÂ Ï‡ ÌËfl Ò˙˘Ó ÌÂ Â ÓÒÓ ·Â ÌÓ ËÁflÒ ÌÂ ÌÓ.

ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚: ÅËı Í‡Á‡Î, ˜Â ÔÓ‰Ó· ÌÓ Ò˙ÚÛ‰ ÌË ̃ Â ÒÚ‚Ó Ò
„‡‰ ÒÍË ÚÂ ËÎË ËÁÓ· ̆ Ó Ò ÔÓÎË ÚË ̃ Â ÒÍË ÚÂ ‚Î‡ ÒÚË Â ‚ËÌ‡ „Ë ËÒÍÓ ‚‡ ÌÓ. èÓÌfl ÍÓ „‡ ÔÓ ÒÚÓ
·Ë‚‡¯ ËÁÔÓÎ Á‚‡Ì, ÌÓ ÔÓÌfl ÍÓ „‡ ËÏ‡¯ ¯‡ÌÒ Ë ‰‡ ÒÂ Ì‡ÏÂ ÒË¯. í‡ÍË ‚‡ Ò‡ Ò˙˘Â ÒÚ‚Û ‚‡ -
˘Ë ÚÂ ‚˙ÁÏÓÊ ÌÓ ÒÚË – ˜ÂÁ ‡ÙË Ï‡ ÚË‚ ÌË ÛÔÓ ÚÂ ·Ë Ì‡ ËÁÍÛ ÒÚ‚Ó ÚÓ ‰‡ ‚‰Ë „‡¯ ÒÚ‡ ÚÛ Ú‡
Ì‡ „‡‰‡, ËÎË Ô˙Í ‰‡ ËÁ‚˙¯ ‚‡¯ ËÌÚÂ ‚ÂÌ ̂ Ëfl ·ÂÁ ÔÓÍ‡ Ì‡ – ÓÔËÚ ‰‡ ÔÓ ÏÂ ÌË¯ ÌÂ˘Ó.
çÓ Ë ‚ÚÓ Ó ÚÓ ÌÓÒË ÌÂ ÔÓ-Ï‡Î˙Í ËÒÍ.

êÂ„Ë Ì‡ ÅËÚ ÌÂ: ìÒÂ ̆ ‡ ÌÂ ÚÓ ÏË Â, ˜Â ‰‚‡Ú‡ ÔÓ‰ ıÓ ‰‡ – Ë ÚÓÁË
Ì‡ ÔÓ ÂÍ Ú‡ Postplatz ‚ ÑÂÁ ‰ÂÌ, Ë ÚÓÁË Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡, ÒÎÂ‰ ‚‡Ú Ì‡ÏÂ Â ÌËÂ ÚÓ
‰‡ ÒÂ ÓÒ‚Â ÚflÚ ÍÓÌ ÙÎËÍÚ ÌË ÚÂ Ó·‡ ÁË Ì‡ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡ Ë Ì‡˜Ë ÌË ÚÂ Á‡ ËÁÔÓÎ Á‚‡ ÌÂ ÚÓ
π, ‡Á „˙ Ì‡ ÎË ÒÂ ‚ ‡Á ÎË˜ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡, Á‡ ‰‡ ÛÚ‚˙ ‰flÚ ÌÂ˘Ó ÔÓ‰Ó· ÌÓ Ì‡ ÍÛÎÚÛ -
Ì‡ ÏÌÓ „Ó Ó· ‡Á ÌÓÒÚ, ÔÓ ÚË ‚Ó ÒÚÓfl ̆ ‡ Ì‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ÔÓÎË ÚË Í‡ ‚ Ì‡¯Ë ÚÂ „‡ ‰Ó ‚Â .
ïÛ‰ÓÊ ÌË ̃ Â ÒÍË ÚÂ ÍÓÌ ̂ ÂÔ ̂ ËË, ËÏ‡˘Ë ÓÚÌÓ ̄ Â ÌËfl Ò Ó·˘ËÌ ÒÍË ÚÂ ÔÓ „‡ ÏË Á‡ ÔÂ‰ ÒÚ‡ -
‚fl ÌÂ Ì‡ „‡‰‡, ÔË ÚÂ Ê‡ ‚‡Ú ÏÌÓ„Ó ‰ÓÔË ÌË ÚÓ˜ÍË Ò Ì‡ÎË˜ ÌË ÚÂ „‡‰ ÒÍË ÍÓÌ ÚÂÍ ÒÚË,
Ó·Ò˙ ‰Â ÌË ‚ ÚÂ˜Â ÌËÂ Ì‡ ‡Á „Ó ‚Ó ‡ ÌË. ç‡ÏÂ ÒË ÚÂ, ‚fl ‚‡Ï, ÒÂ ‰‚Ë Ê‡Ú ÌÂ ÔÓ ÎÓ„Ë Í‡ Ú‡ Ì‡
·ËÌ‡ ÌË ÚÂ ÓÔÓ ÁË ̂ ËË ◊Â‰ – ‰ÂÂ „Û Î‡ ̂ Ëfl“, ◊ÛÚ‚˙ Ê‰‡ ‚‡ ÌÂ – ‡Á Û ̄ ‡ ‚‡ ÌÂ“, Ï‡Í‡ ˜Â
ÔÓ‰Ó· ÌË ‡ÌÚË ÚÂ ÁË Ë„‡flÚ ÌÂÏ‡ ÎÓ ‚‡Ê Ì‡ ÓÎfl. Ç˙ÁÏÓÊ ÌÓ Â ÚÂÁË Í‡ÚÂ „Ó ËË ‰‡ Ò‡ Ò‚˙ -
Á‡ ÌË Ò ˆÂÌ ÌÓÒÚ ÌË ÒËÒÚÂ ÏË Ò ÍÓÂÌ ÌÓ ‡Á ÎË ̃ ÂÌ ‚ Ò˙ÓÚ ‚ÂÚ ÌËfl ËÏ ÍÓÌ ÚÂÍÒÚ ÒÏË Ò˙Î –
ÚÓÁË Ì‡ ÔÓÒÚ ÒÓ ̂ Ë‡ ÎË ÒÚË ̃ Â ÒÍ‡ ëÓÙËfl Ë ÚÓÁË Ì‡ ËÁÚÓ˜ ÌÓ „Â Ï‡Ì ÒÍËfl ÑÂÁ ‰ÂÌ. èÓ ÚÓ‚‡
ËÏ‡ı ÏÂ Ò˙˘Ó ÒÔÓ. à, ÏÓÊÂ ·Ë, ÔÓ‰Ó· ÌÓ Ò‡‚ ÌÂ ÌËÂ ÏÂÊ‰Û ‰‚‡Ú‡ „‡‰‡ ˘Â ÌË ÔÓ‰ ·Û -
‰Ë ‰‡ ÒÂ Á‡ÏË ÒÎËÏ Ì‡‰ ÚÂÁË ·ËÌ‡ ÌË Í‡ÚÂ „Ó ËË, ‚Â˜Â ‚Ë‰Ë ÏÓ ÌÂ‡‰Â Í‚‡Ú ÌË Ì‡ ÒÎÓÊ -
ÌÓÒÚ Ú‡ Ì‡ Û·‡ ÌË ÒÚË˜ ÌË ÚÂ ÔÓ ÏÂ ÌË.

àÒÍ‡Ï ‰‡ ·Î‡ „Ó ‰‡ fl Ì‡ ‚ÒË˜ ÍË ‚Ë Á‡ ÚÓÁË ËÌÚÂ Â ÒÂÌ ‡Á „Ó ‚Ó.

éÒ‚ÂÌ ÓÚ·ÂÎflÁ‡ÌËÚÂ, ‚ÒË˜ÍË ÙÓÚÓ„‡ÙËË ‚ ÚÂÍÒÚ‡ Ò‡ ÓÚ ëÓÙËfl 2003-2008 „Ó‰ËÌ‡

Unless otherwise mentioned, all photographs are from Sofia 2003-2008
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work to certain ideological and political demands. On the other hand, there are social proj-
ects. There is a lot of interest on the international market in these social projects, but we
have no local market for it. No one here is interested in seeing artists create social proj-
ects. Large sections of Bulgarian society still have the idea that artists sit in their studios
and produce something visible, something artistic.

Christiane Mennicke: In Germany too there are competing con-
cepts of art. That also has its origins in the different historical developments of the two
Germanys. Certain reservations are not as developed as they are in Bulgaria, but in
Germany too there is still the idea that artists produce something in their studios – a foun-
tain or a sculpture, say – that can then be exhibited in urban space. This way of thinking
can only be placed in perspective by committees of experts. So it really isn't so clear in
Germany either what place artists should occupy on the community level, for example.

Alexander Kiossev: I would say that cooperation with the city
government, or with political powers in general, is always a risky affair. Sometimes you are
simply used, but sometimes you can also intervene. Those are the possible directions: in
the spirit of the affirmative use of art to elevate the status of a city or as intervention, to
change something. But the latter practice has its risks as well.

Regina Bittner: My impression is that both approaches, the
Postplatz project in Dresden and the Visual Seminar, pursue the intention of bringing “into
the picture” the conflicting images of and ways of using urban spaces that have evolved
in various milieus in order to assert something like cultural diversity against the image poli-
tics of our cities today. The artistic strategies appropriate to thematize the contemporary
relationships of municipal representation have a lot to do with the given urban contexts
that we have explored during our conversation. Interventions move, I believe, not in the
opposition between order and deregulation, affirmation and subversion, even if these
antitheses play an important role here. Perhaps these categories are also associated with
value systems that have entirely different means in their respective contexts – postsocialist
Sofia and East German Dresden. We have argued about that here as well. And perhaps
the comparison of the two cities will encourage us to question these terms, which are no
longer adequate to the complexity of urban transformation.

I would like to thank you all very much for the fascinating conversation.

Translated from German by Steven Lindberg
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Javor Gardev
“Major Stefanov” from the fellowship project “Visual Police – tv simulacrum”, 2005
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ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚

Billboard Heaven
(·ÂÎÂÊ ÍË ‚˙ıÛ ‚ËÁÛ‡Î Ì‡ Ú‡ ÎÓ„Ë Í‡
Ì‡ ‡Ì ÌËfl ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï)

áÌ‡ ÂÚÂ ÎË, ˜Â ÔÎÓ ̆ ‡‰ í‡ÈÏÒ ëÍÛ Â ̇  (ÒÌ. 1) ‚ ç˛ âÓÍ Â Â‰ËÌ ÒÚ‚Â Ì‡ Ú‡ ◊Ï‡ı‡ Î‡“ ‚
Ò‚ÂÚ‡, ‚ ÍÓflÚÓ ‰ÂÈ ÒÚ‚‡Ú ÒÔÂ ̂ Ë‡Î ÌË Ì‡Â‰ ·Ë, Á‡‰˙Î Ê‡ ‚‡ ̆ Ë Ì‡Â Ï‡ ÚÂ ÎË Ë ÒÓ· ÒÚ‚Â ÌË ̂ Ë
Ì‡ Ò„‡ ‰Ë, „ÎÂ ‰‡ ̆ Ë Í˙Ï ÔÎÓ ̆ ‡ ‰‡, ‰‡ ÔÓÒÚ‡ ‚flÚ ÓÒ‚Â ÚÂ ÌË ÂÍÎ‡ ÏË ÔÓ Ù‡Ò‡ ‰Ë ÚÂ ÒË?
áÌ‡ ÂÚÂ ÎË, ˜Â ‚Ò˙ ̆ ÌÓÒÚ Ì‡ í‡ÈÏÒ ëÍÛ Â ̇  Â ÌÂÁ‡ ÍÓÌ ÌÓ Â‰Ì‡ ÂÍÎ‡ Ï‡ ‰‡ çÖ Ö ÓÒ‚Â ÚÂ -
Ì‡? áÌ‡ ÂÚÂ ÎË, ˜Â í‡ÈÏÒ ëÍÛ Â ̇  ËÏ‡ Ò‚Ófl ÒÓ· ÒÚ‚Â Ì‡ ÏflÌ‡ Â‰Ë ÌË ̂ ‡ Á‡ ÓÒ‚Â ÚÂ ÌÓÒÚ,
ËÁ‚ÂÒÚ Ì‡ Í‡ÚÓ L.U.T.S. (Light Unit Times Square – ◊Ò‚ÂÚ ÎËÌ Ì‡ Â‰Ë ÌË ̂ ‡ Ú‡ÈÏÒ ÒÍÛ Â ̇ “).
áÌ‡ ÂÚÂ ÎË, ˜Â Ô‡Í Ú‡Ï ÒÂ‰ ÌÓ ÒÚ‡ ÚË ÒÚË ̃ Â ÒÍËflÚ ÏËÌÛ ‚‡˜ Â ÔÓ‰ ÎÓ ÊÂÌ Ì‡ ÓÍÓÎÓ 5000
ÂÍÎ‡ ÏÌË ÔÓÒÎ‡ ÌËfl ‚ ‰ÂÌÓ ÌÓ ̆ ËÂ1?

áÌ‡ ÂÚÂ ÎË, ˜Â Ì‡ÔË ÏÂ ‚ è‡ËÊ Â ÌÂÁ‡ ÍÓÌ ÌÓ ‰‡ ÒÂ ÔÓÒÚ‡ ‚fl ÂÍÎ‡ Ï‡ (·ËÎ ·Ó‰ ËÎË
ÌÂÓÌ) ÔÓ Ù‡Ò‡ ‰‡ Ú‡ ËÎË ‚˙ıÛ ÔÓÍË ‚‡ Ì‡ Ò„‡ ‰‡ ‚ ‡‰Ë ÛÒ ÓÚ 200 Ï ÓÚ ËÒÚÓ Ë ̃ Â ÒÍ‡
Á‡·Â ÎÂ ÊË ÚÂÎ ÌÓÒÚ (Ë Ú˙È Í‡ÚÓ ‚ ˆÂÌ Ú˙ ‡ Ì‡ è‡ËÊ ‚ÒflÍ‡ Ò„‡ ‰‡ Â ËÒÚÓ Ë ̃ Â ÒÍ‡ Á‡·Â -
ÎÂ ÊË ÚÂÎ ÌÓÒÚ, Ú‡Ï ‚Ò˙ ̆ ÌÓÒÚ ÌflÏ‡ Ú‡ÍË ‚‡ ÂÍÎ‡ ÏË) (ÒÌ. 2); ˜Â ‚ àÒÚ‡Ì ·ÛÎ ÌflÏ‡ ÂÍÎ‡ -
ÏË Ì‡ ‡ÎÍÓ ıÓÎ ËÎË ˆË„‡ Ë, ÌËÚÓ ËÏ‡ „ÓÎÓ ÚËË ÔÓ ·ËÎ ·Ó ‰Ó ‚Â ÚÂ, ÌËÚÓ Ô˙Í ÒÂ ÒÂ ̆ ‡Ú
Í‡ÁË Ì‡; ˜Â ‚ ˆÂÌ Ú˙ ‡ Ì‡ ÅÛÍÛ Â˘ ËÏ‡ ÊËÎË˘ ÌË Ò„‡ ‰Ë, ˜ËËÚÓ ÎËˆÂ ‚Ë Ù‡Ò‡ ‰Ë Ò‡
ËÁˆfl ÎÓ ÔÓÍË ÚË Ò „Ë„‡ÌÚ ÒÍË ·ËÎ ·Ó ‰Ó ‚Â, ‡ ÔÓÍË ‚ËÚÂ – Û‚ÂÌ ̃ ‡ ÌË Ò˙Ò Ò˙˘Ó Ú‡Í‡
„Ë„‡ÌÚ ÒÍË ÌÂÓ ÌÓ ‚Ë ÂÍÎ‡ ÏË (ÒÌ. 3, 4)? áÌ‡ ÂÚÂ ÎË, ˜Â ÔÓÌ‡ ÒÚÓfl ̆ ÂÏ ‚ ëÓÙËfl ÔÓ˜ÚË
ÌflÏ‡ ÌÂ˘Ó, ÍÓÂÚÓ ‰‡ Â Á‡· ‡ ÌÂ ÌÓ ‚ ÒÙÂ ‡ Ú‡ Ì‡ ÂÍÎ‡ Ï‡ Ú‡?

ç‡ˆËÓÌ‡ÎÌËflÚ ‰‚ÓÂˆ Ì‡
ÍÛÎÚÛ‡Ú‡, ëÓÙËfl, 2003 „Ó‰ËÌ‡

The National Palace of Culture,
Sofia, 2003
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Luchezar Boyadjiev

Billboard Heaven
(Notes on the visual logic
of early neo-capitalism)

Did you know that Times Square (ph. 1) in New York is the only neighborhood in the world
where there are special regulations obliging tenants and landlords to put LED advertise-
ment panels on the facades of the buildings facing the square? Did you know that on
Times Square it is actually illegal to have a non-LED display? Did you know that Times
Square has its own measuring unit for lighting, which is known as L.U.T.S. (Light Unit
Times Square)? Did you know that on Times Square the average passer by is subjected
to over 5000 advertisement messages per day1?

Did you also know that in Paris, for instance, it is illegal to put up a billboard or a neon
display on the façade or on the roof of a building that is within 200 m radius of a historical
landmark? And since in the center of Paris nearly every building is a historical landmark
there are actually no such displays there (ph. 2). Did you know that in Istanbul there is no
advertisement of alcohol or cigarettes, nor is there nudity on billboards, nor are there any
casinos to be found? Did you know that in the center of Bucharest there are residential
buildings whose facades are entirely covered with gigantic billboards and whose roofs are
“crowned” with just as gigantic neon displays (ph. 3, 4)? Did you know that at present time
in the city of Sofia there is hardly anything that is forbidden in the sphere of urban adver-
tisement?

Well, now you know… All these things are part of the structure of what we call visual inter-
face of the city; or visual urban environment; or visual aspects of the use of public space
in a given city and so on. All these things are reflecting significant elements of how a com-
munity of people living in a certain city is constituted. At the same time all these things are
defining the life of the same community by projecting messages and models onto people.
The visual “matrix” of a city is that part of the living environment, which is at the same time
the most enduring one – in as much as it is a multilayered “display” of traces from living in
the city throughout the decades; as well as the most dynamically changing one in as
much as it registers immediately even the slightest change in the economic and/or social
situation of the city, not to mention the changes in the legislature, the rules and regula-
tions, etc.

The visual interface of a city is actually the visible side of its economy, of the existing pat-
terns of exchange of goods and services, even desires, within the specific human commu-
nity. Furthermore, this is the very city itself; it is demonstrating itself for its own inhabitants
and thus moulding them into a specific urban “shape” through one huge, all-encompass-
ing eye/mirror. In the situation of a market economy the visual environment is, of course,
especially active. In a certain sense, that is the indication for the existence and a display
of the specifics of the market economy in a given city. Furthermore, I doubt that there is a
city anywhere in the world without some kind of visual environment although for sure there
are cities in the world without all that active market economy. One can say that the city as
such is not possible without some kind of visuality and characteristic interface. It is a dif-
ferent question what kind it is and how it is being constructed.

However, the visual interface of a city is always a product of certain hierarchies that are
reflecting the state of society. These hierarchies are visible in the interface of the city
although they do not necessarily manifest themselves as such. But they are always pres-
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Ö, ÒÂ„‡ ‚Â˜Â ÁÌ‡ ÂÚÂ... ÇÒË˜ ÍË ÚÂÁË ÌÂ˘‡ Ò‡ ˜‡ÒÚ ÓÚ ÒÚÛÍ ÚÛ ‡ Ú‡ Ì‡ ÓÌÓ‚‡, ÍÓÂÚÓ Ì‡Ë -
˜‡ ÏÂ ‚ËÁÛ‡ ÎÂÌ ËÌÚÂ ÙÂÈÒ Ì‡ „‡‰‡; ËÎË ‚ËÁÛ‡Î Ì‡ ÒÂ‰‡; ËÎË ‚ËÁÛ‡Î ÌË ‡ÒÔÂÍ ÚË Ì‡
ÛÔÓ ÚÂ ·‡ Ú‡ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‚ Â‰ËÌ „‡‰ Ë Ú.Ì. ÇÒË˜ ÍË ÚÂÁË ÌÂ˘‡ ÓÚ‡ Áfl -
‚‡Ú Ò˙˘Â ÒÚ‚Â ÌË ÂÎÂ ÏÂÌ ÚË ÓÚ ÛÒÚÓÈ ÒÚ‚Ó ÚÓ Ì‡ ‰‡‰Â Ì‡ Ó·˘ÌÓÒÚ ÓÚ ıÓ‡, ÊË‚Â Â ̆ Ë ‚
Â‰ËÌ „‡‰, ÌÓ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ò ÚÓ‚‡ ÚÂ ÏÓ‰Â ÎË ‡Ú ÊË‚Ó Ú‡ Ì‡ Ú‡ÁË Ó·˘ÌÓÒÚ, ÔÓ ÂÍ ÚË -
‡È ÍË ‚˙ıÛ ıÓ‡ Ú‡ ÔÓÒÎ‡ ÌËfl Ë ÏÓ‰Â ÎË. ÇËÁÛ‡Î Ì‡ Ú‡ ◊Ï‡ÚË ̂ ‡“ Ì‡ Â‰ËÌ „‡‰ Â ÓÌ‡ÁË
˜‡ÒÚ ÓÚ ÊËÁ ÌÂ Ì‡ Ú‡ ÒÂ‰‡, ÍÓflÚÓ Â Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ì‡È-ÛÒÚÓÈ ̃ Ë ‚‡, ‰ÓÍÓÎ ÍÓ ÚÓ ÔÂ‰ ÒÚ‡ -
‚Îfl ‚‡ ÏÌÓ „Ó ÒÎÓ ÂÌ ◊‰ËÒ ÔÎÂÈ“ Ì‡ ÒÎÂ‰Ë ÓÚ ÊË‚Â Â ÌÂ ÚÓ ‚ „‡‰‡ ÔÂÁ ‰ÂÒÂ ÚË ÎÂ ÚËfl Ú‡, Ë
Ì‡È-‰ËÌ‡ ÏË˜ ÌÓ ÔÓ ÏÂ Ìfl ̆ ‡ ÒÂ, ‰ÓÍÓÎ ÍÓ ÚÓ ◊Â„Ë ÒÚË ‡“ ÌÂÁ‡ ·‡‚ ÌÓ Ë Ì‡È-Ï‡Î Í‡ Ú‡
ÔÓ Ïfl Ì‡ ‚ ËÍÓ ÌÓ ÏË ̃ Â ÒÍ‡ Ú‡ Ë/ËÎË ÒÓˆË‡Î Ì‡ ÒËÚÛ‡ ̂ Ëfl, ‰‡ ÌÂ „Ó‚Ó ËÏ Á‡ ÔÓ ÏÂ ÌË ÚÂ ‚
Á‡ÍÓ ÌË, Ì‡Â‰ ·Ë, ÔÓÒÚ‡ ÌÓ ‚ÎÂ ÌËfl Ë Â„Û Î‡ ̂ ËË. 

ÇËÁÛ‡Î ÌËflÚ ËÌÚÂ ÙÂÈÒ Ì‡ „‡‰‡ – ÚÓ‚‡ Â ‚Ò˙ ̆ ÌÓÒÚ ‚Ë‰Ë Ï‡ Ú‡ ÒÚ‡ Ì‡ Ì‡ ËÍÓ ÌÓ ÏË Í‡ Ú‡
Ì‡ „‡‰‡, Ì‡ ÂÊË Ï‡(ËÚÂ) Ì‡ ‡Á Ïfl Ì‡ Ì‡ ÒÚÓÍË, ÛÒÎÛ „Ë Ë ‰ÓË ÊÂÎ‡ ÌËfl ‚ ÍÓÌ ÍÂÚ Ì‡ Ú‡
˜Ó‚Â¯ Í‡ Ó·˘ÌÓÒÚ. çÂ˘Ó ÔÓ‚Â ̃ Â – ÚÓ‚‡, ‚ ÌflÍ‡Í ̇ ‚ ÒÏË Ò˙Î, Â Ò‡ÏËflÚ „‡‰, ‰ÂÏÓÌ ÒÚË -
‡˘ ÒÂ·Â ÒË Á‡ Ò‚ÓË ÚÂ ÊËÚÂ ÎË Ë Ú‡Í‡ ÒÔÓ fl‚‡˘ „Ë ‚ Â‰ÌÓ „Ë„‡ÌÚ ÒÍÓ ÓÍÓ/Ó„ÎÂ ‰‡ ÎÓ. Ç
ÒËÚÛ‡ ̂ Ëfl Ú‡ Ì‡ Ô‡Á‡ Ì‡ ËÍÓ ÌÓ ÏË Í‡, ‡Á ·Ë ‡ ÒÂ, Ú‡ÁË ÒÂ‰‡ Â ÓÒÓ ·Â ÌÓ ‡ÍÚË‚ Ì‡. Ç
ËÁ‚Â ÒÚÂÌ ÒÏË Ò˙Î, Úfl Â ËÌ‰Ë Í‡ ÚÓ Á‡ Ì‡ÎË ̃ ËÂ ÚÓ Ë ÓÒÓ ·Â ÌÓ ÒÚË ÚÂ Ì‡ Ô‡Á‡ Ì‡ Ú‡ ËÍÓ ÌÓ -
ÏË Í‡ ‚ ÍÓÌ ÍÂÚ ÌËfl „‡‰. çÂ˘Ó ÔÓ‚Â ̃ Â, Â‰‚‡ ÎË ËÏ‡ „‡‰ ÔÓ Ò‚ÂÚ‡ ·ÂÁ ÌflÍ‡Í ̇ ‚ ‚Ë‰
ÂÍÎ‡ ÏÌ‡ ÒÂ‰‡, ‚˙ÔÂ ÍË ˜Â ÒË„Û ÌÓ ËÏ‡ „‡ ‰Ó ‚Â ÔÓ Ò‚ÂÚ‡ Ò ÌÂ Ú‡Í‡ ‡ÍÚË‚ ÌÓ ËÁfl‚ -
ÂÌ‡ Ô‡Á‡ Ì‡ ËÍÓ ÌÓ ÏË Í‡. åÓÊÂ ‰‡ ÒÂ Í‡ÊÂ, ˜Â „‡ ‰˙Ú ‚˙Ó· ̆ Â ÌÂ Â ‚˙ÁÏÓ ÊÂÌ ·ÂÁ
ÌflÍ‡Í ̇ ‚ ‚Ë‰ ‚ËÁÛ‡Î ÌÓÒÚ Ë ı‡‡Í ÚÂ ÂÌ ËÌÚÂ ÙÂÈÒ. ÑÛ„ ‚˙ÔÓÒ Â Í‡Í˙‚ Â ÚÓÈ Ë Í‡Í ÒÂ
ÙÓ ÏË ‡.

Ç˙‚ ‚ÒÂÍË ÒÎÛ ̃ ‡È Ó·‡˜Â, ‚ËÁÛ‡Î ÌËflÚ ËÌÚÂ ÙÂÈÒ Ì‡ Â‰ËÌ „‡‰ Â ÔÓ ‰ÛÍÚ Ì‡ ÓÔÂ ‰Â ÎÂÌ
‚Ë‰ ÈÂ‡ ıËË, ÍÓËÚÓ ÓÚ‡ Áfl ‚‡Ú Ò˙ÒÚÓfl ÌËÂ ÚÓ Ì‡ Ó·˘Â ÒÚ‚Ó ÚÓ. íÂÁË ÈÂ‡ ıËË Ò‡ Ó·ÓÁ -
Ë ÏË ‚ ËÌÚÂ ÙÂÈ Ò‡ Ì‡ „‡‰‡, Ï‡Í‡ ˜Â ÌÂ ‚ËÌ‡ „Ë ÒÂ ‰ÂÏÓÌ ÒÚË ‡Ú Í‡ÚÓ Ú‡ÍË ‚‡. çÓ
‚ËÌ‡ „Ë „Ë ËÏ‡. ê‡Á ÔÓ ÎÓ ÊÂ ÌË Ò‡ ÔÓ ÓÒËÚÂ „ÓÂ-‰ÓÎÛ, ‚˙ÚÂ-‚˙Ì, Ï‡ÎÍÓ-„ÓÎfl ÏÓ, Ì‡Ô‡ -
‚Â ÌÓ Ì‡ ˙Í‡-Ì‡Ô‡ ‚Â ÌÓ Ò Ï‡¯Ë Ì‡, ˆÂÌ Ú˙-ÔÂË ÙÂ Ëfl, ÔÂ‰ Ì‡ Ù‡Ò‡ ‰‡-Á‡‰ÂÌ ‰‚Ó,
Ú˙ „Ó‚ ÒÍË Ë ·ËÁ ÌÂÒ ÁÓÌË-ÊËÎË˘ ÌË Í‚‡ Ú‡ ÎË Ë Ï‡ı‡ ÎË Ë Ú.Ì. ÑÓË Ë ˜Ó‚ÂÍ ‰‡ ÌÂ ÔÓÁ -
Ì‡ ‚‡ ‚ ‰ÂÚ‡È ÎË Á‡ÍÓ ÌË ÚÂ Á‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡, ‰ÂÈ ÒÚ‚‡ ̆ Ë ‚ ‰‡‰ÂÌ „‡‰, Ó·ËÍ ÌÓ ‚Â ÌÓ
Â‰Ì‡ ‡Á ıÓ‰ Í‡ Ò ¯ËÓ ÍÓ ÓÚ‚Ó Â ÌË Ó˜Ë Â ‰ÓÒÚ‡Ú˙ ̃ Ì‡ Á‡ ‰‡ ÒÂ ‰ÓÎÓ ‚Ë ÌÂ˘Ó Ò˙˘Â ÒÚ‚Â -
ÌÓ. èÂ‰ ÒÚ‡ ‚fl ÚÂ ÒË, ˜Â ‚ÒË˜ ÍË ÚÂÁË ‚ËÁÛ‡Î ÌË ◊Ífl Ò˙ ̂ Ë“ Ò‡ ÓÚÔ‡ ‚Â ÌË ‰ËÂÍÚ ÌÓ Í˙Ï
‚‡Ò; ÔÂ‰ ÒÚ‡ ‚fl ÚÂ ÒË, ˜Â ‚ÒflÍ‡ ÙËÏ‡, ·ËÁ ÌÂÒ, ÍÓ ÔÓ ‡ ̂ Ëfl Ë Ï‡ı ÎÂÌ ÒÍË Ú˙ „Ó ‚Âˆ ‚Ë
ËÒÍ‡ Á‡ ÍÎË ÂÌÚ, Ò‡ÏÓ ‚‡Ò Ë ÌËÍÓÈ ‰Û„; ÔÂ‰ ÒÚ‡ ‚fl ÚÂ ÒË Í‡Í‚Ó ÓÚ ÓÌÓ‚‡, ÍÓÂÚÓ ÒÂ ÓÔË -
Ú‚‡Ú ‰‡ ‚Ë ◊ÔÓ ·Û Ú‡Ú“ Â‡Î ÌÓ ‚Ë Úfl· ‚‡ ËÎË ÏÓÊÂ ‰‡ Úfl· ‚‡ Ì‡ ÌflÍÓÈ Í‡ÚÓ ‚‡Ò; ÔÂ‰ -
ÒÚ‡ ‚fl ÚÂ ÒË Í‡Í‚Ó ÏÓÊÂ ‰‡ ÒË ÔÓÁ‚Ó ÎË ÚÂ Ë Í‡Í‚Ó ÌÂ; ÔÂ‰ ÒÚ‡ ‚fl ÚÂ ÒË Í‡Í˙‚ ·ËıÚÂ ÒÚ‡ -
Ì‡Î(‡), ‡ÍÓ Ë ÍÓ„‡ ÚÓ ÔË ÚÂ Ê‡ ‚‡ ÚÂ ‚ÒË˜ ÍÓ ÚÓ‚‡... Ë ÒÚÂ ÔÓ˜ÚË „ÓÚÓ ‚Ë... éÒÚ‡ ‚‡ ‚Ë Ò‡ÏÓ
‰‡ ◊ÔÓ ̃ Â ÚÂ ÚÂ“ Í‡Í ‚Ë ÒÂ ÔÓ‰ Ì‡ Òfl ◊ÍflÒ˙ Í‡“ – Í‡Í Â Ì‡Ô‡ ‚ÂÌ ÒÚË ÎË ÒÚË ̃ Â ÒÍË; Í‡Í ÒÂ
‚ÔËÒ ‚‡ Ò ‰Û „Ë ÚÂ ÂÎÂ ÏÂÌ ÚË Ì‡ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡ Ë ÊË‚ÓÚ; Í˙‰Â ÒÂ ÒÚÛÔ ‚‡ Ë ÍÓÎÍÓ ÎË
·Ë ÏÓ„ÎÓ ‰‡ ÒÚÛ ‚‡, Á‡ ‰‡ ÒÂ Ì‡Ô‡ ‚Ë Ë ÒÎÓÊË Ú‡Ï, Í˙‰Â ÚÓ Â; Í‡Í‚Ë fl‚ÌË Ë/ËÎË ÒÍË -
ÚË Ì‡ÏÂ ̂ Ë Ô‡‚Ë ÔÓ ‚ËÁÛ‡Î ÌËfl Í‡Ì‡Î Ì‡ ÍÓÏÛ ÌË Í‡ ̂ Ëfl Á‡ ‚‡¯Ë ÚÂ fl‚ÌË Ë/ËÎË ÒÍË ÚË
‚˙Ú Â¯ ÌË ÊÂÎ‡ ÌËfl, Ì‡ÒÚÓÈ ÍË Ë Ó˜‡ Í‚‡ ÌËfl ÓÚ ÊË‚Ó Ú‡, Ë ÂÚÓ Ì‡, ‚Â˜Â ◊Ô˙Î ÁË ÚÂ“ ÔÓ
ÒÚ˙ Ô‡ Î‡ Ú‡ Ì‡ ÈÂ‡ ıËfl Ú‡ ‚ „‡‰ ÒÍËfl ËÌÚÂ ÙÂÈÒ.

ÇËÌ‡ „Ë Ó·‡˜Â ‚ÒË˜ ÍË ÚÂÁË ÈÂ‡ ıËË Ò‡ ÙÛÌÍ ̂ Ëfl Ì‡ Â‰Ì‡ ÓÒÌÓ‚ Ì‡, ÌÓ ÒÍË Ú‡ ÈÂ‡ -
ıËfl, ÓÚ ÍÓflÚÓ ÔÓ Â‰ËÌ ËÎË ‰Û„ Ì‡˜ËÌ ÔÓ ËÁ ÎË Á‡Ú ÓÒÚ‡ Ì‡ ÎË ÚÂ. íÓ‚‡ Â ‚˙ ÁÍ‡ Ú‡ ÏÂÊ‰Û
ÓÎfl Ú‡ Ì‡ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ Ë ÓÎfl Ú‡ Ì‡ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ ‚ ÊË‚Ó Ú‡ Ì‡ Â‰ËÌ „‡‰/Ó·˘Â -
ÒÚ‚Ó. àÎË, Í‡Á‡ ÌÓ Ò ‰Û„Ë ‰ÛÏË, ÚÓ‚‡ Â ÍÓÌ ÍÂÚ Ì‡ Ú‡ ÍÓÌ ÙË „Û ‡ ̂ Ëfl Ì‡ ÓÚÌÓ ̄ Â ÌËfl Ú‡
ÏÂÊ‰Û ‰‚ÂÚÂ. é·ËÍ ÌÓ ‚Â ÌÓ Ú‡ÁË ÍÓÌ ÙË „Û ‡ ̂ Ëfl Â ÔÓ-flÒÌÓ ‰ÓÎÓ ‚Ë Ï‡ ‚ ÒÚÓ ÎË˜ ÌËfl ËÎË
„ÓÎÂ ÏËfl „‡‰, ÓÚÍÓÎ ÍÓ ÚÓ Ì‡ ÒÂÎÓ. à ‚ËÌ‡ „Ë Ú‡ÁË ÍÓÌ ÙË „Û ‡ ̂ Ëfl ÓÔÂ ‰Â Îfl ı‡‡Í ÚÂ ‡
Ì‡ ÛÔÓ ÚÂ ·‡ Ë ‚Ë‰‡ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. í‡Ï, Í˙‰Â ÚÓ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ Ì‡‰ ÏÓ -
„‚‡ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ, ËÏ‡ÏÂ ÔÓ‚Â ̃ Â Â„Û Î‡ ̂ ËË Ë flÒÌÓ ËÁ‡ ÁÂ ÌÓ Ì‡‰ ÏÓ ̆ ËÂ Ì‡ Ó·˘Â -



131

ent. The hierarchies are located along the axis of up/down, inside/outside, small/large,
hand-made vs. machine-made, center/periphery, facade/backyard, commercial and busi-
ness districts vs. housing quarters and neighborhoods, etc. Even though you might not
know in detail the legislature governing the visual environment in a certain city, a simple
walk around the city with eyes wide open for detail is usually enough in order to grasp
something relevant. You only need to imagine that all that visual “shouting” is meant for
you and you only; you need to imagine that every company, every business, every corpo-
ration and a neighborhood shop-owner wants you for a client, only you and nobody else;
you only need to imagine what do you (or somebody like you) really need, or might need,
from all that they are trying to push onto you; you try to imagine what of all that you can or
can not afford to have; you try to imagine what will become of you if and when you
already have all that… And you are almost ready to go… The only thing left for you to do is
to “read” and figure out in what exactly way the visual “shouting” is being delivered to you
– how is it “configured”; how is it organized stylistically; how does it fit in with the other
elements of urban life and surroundings; where is the “shouting” located and how much it
must have cost to have it made and installed on the place it is; what kind of explicit and/or
implicit hints about your expressed and/or suppressed inner desires, attitudes and expec-
tations of life is it making by sending them through the visual channel of communication
out into public space… – and there you are, you are already “crawling” up the stairs of the
visual hierarchy in the city's interface.

In one way or another, all these hierarchies are originating from one basic hierarchy
which however is the most hidden one. That's the hierarchical relation between the role
of the political and the role of the economic factors (aspects) in the life of a certain city
and/or society. In other words, this hierarchy is the actual configuration of the relation
between these two sets of factors (aspects). Usually this configuration is clearer to
grasp in a capital and/or a larger city rather than in the rural areas or in a smaller town.
In any event, this configuration is always defining the specific use of public space.
Wherever the political factors are overpowering the economic ones we have more regu-
lation and a clear domination of public over private interest; wherever the economic fac-
tors are overpowering the political ones we have a lack of regulation and a clearly mani-
fested domination of private over public interest. In both cases the configuration politi-
cal-economic is a result of a specific kind of long-term development of society.
However, more importantly it is the result of certain “negotiations” between the social
agents, of a more or less active and conscious process of “re-negotiations” of the terms
for the use of public space. Naturally, “negotiations” does not necessarily imply having
an open and transparent process, nor does it mean that it is an active process, and
least of all it means negotiations for the benefit of the public good… Nonetheless, there
is always some kind of an “agreement” as to the terms for the use of public space even
though it might be expressed through the lack of interest or the straight-forward apathy
of the people living in a certain city.

That is why in New York, the city most closely associated with the words “business”,
“capital”, etc. as well as, arguably, the city which is the most developed market/urban
environment in the world, they have “negotiated” the existence of Times Square as a
“ghetto”, so to say, of the advertisement “baroque” and a heaven of the gigantic LED
(Light Emitting Diode) panel. That's why in Paris the hierarchy defining the interface of the
city is turned upside down and the subway – this extremely well developed and dense
underground network of stations, platforms, connecting tunnels, passages and entrances,
has been given over entirely to the billboard (ph. 5, 6). That's why in Paris again – the only
city in the world where one has the feeling that the city has been conceived and built up
throughout the ages with the only concern that it will be looked at (and that's why it has to
be beautiful up to the tiniest detail), even the neighborhood bistro is handling its visual
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ÒÚ‚Â ÌËfl Ì‡‰ ˜‡ÒÚ ÌËfl ËÌÚÂ ÂÒ; Ú‡Ï, Í˙‰Â ÚÓ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ Ì‡‰ ÏÓ „‚‡ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ,
ËÏ‡ÏÂ ÎËÔÒ‡ Ì‡ Â„Û Î‡ ̂ ËË Ë flÒÌÓ ËÁ‡ ÁÂ ÌÓ Ì‡‰ ÏÓ ̆ ËÂ Ì‡ ˜‡ÒÚ ÌËfl Ì‡‰ Ó·˘Â ÒÚ‚Â ÌËfl
ËÌÚÂ ÂÒ. à ‚ ‰‚‡Ú‡ ÒÎÛ ̃ ‡fl ÍÓÌ ÙË „Û ‡ ̂ Ëfl Ú‡ ÔÓÎË ÚË ̃ Â ÒÍÓ-ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ Â ÂÁÛÎ Ú‡Ú ÓÚ
ÌflÍ‡Í ‚Ó ‰˙Î „ÓÒ Ó˜ ÌÓ ‡Á‚Ë ÚËÂ Ì‡ Ó·˘Â ÒÚ‚Ó ÚÓ. çÓ ‚ ÏÌÓ„Ó ÔÓ-„ÓÎfl Ï‡ ÒÚÂ ÔÂÌ ÚÓ Â
ÂÁÛÎ Ú‡Ú Ì‡ ◊ÔÂ „Ó ‚Ó Ë“ ÏÂÊ‰Û ÒÓˆË‡Î ÌË ‡„ÂÌ ÚË, Ì‡ ÔÓ‚Â ̃ Â ËÎË ÔÓ-Ï‡ÎÍÓ ‡ÍÚË ‚ÂÌ Ë
ÓÒ˙ ÁÌ‡Ú ÔÓ ̂ ÂÒ Ì‡ ◊ÔÂ-‰Ó„Ó ‚‡ fl ÌÂ“ Ì‡ ÛÒÎÓ ‚Ëfl Ú‡ Á‡ ÛÔÓ ÚÂ ·‡ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó. ê‡Á ·Ë ‡ ÒÂ, ◊ÔÂ „Ó ‚Ó Ë“ ÌÂ ‚ËÌ‡ „Ë ÓÁÌ‡ ̃ ‡ ‚‡ fl‚ÌË ËÎË ‡ÍÚË‚ ÌË ÔÂ „Ó ‚Ó Ë,
ËÎË ‰ÓË ÔÂ „Ó ‚Ó Ë ‚ Ó·˘Â ÒÚ‚ÂÌ ËÌÚÂ ÂÒ... çÓ ÌflÍ‡Í ̇ ‚ ‚Ë‰ ◊‰Ó„Ó ‚Ó Â ÌÓÒÚ“ ‚ËÌ‡ „Ë
ËÏ‡, Ô˙Í ·ËÎ‡ Úfl ËÁ‡ ÁÂ Ì‡ ‚ ÎËÔÒ‡ Ì‡ ËÌÚÂ ÂÒ, ËÎË ‡Ô‡ ÚËfl ÓÚ ÒÚ‡ Ì‡ Ì‡ „‡Ê ‰‡Ì ÒÚ‚Ó -
ÚÓ, ÊË‚Â Â ̆ Ó ‚ ‰‡‰ÂÌ „‡‰.

ÖÚÓ Á‡˘Ó ‚ ç˛ âÓÍ, „‡‰˙Ú, ÍÓÈÚÓ, ÏÓÊÂ ·Ë, ÒÂ ‡ÒÓ ̂ Ë Ë‡ Ì‡È-ÏÌÓ„Ó Ò ‰ÛÏË ÚÂ ◊·ËÁ -
ÌÂÒ“ Ë ◊Í‡ÔË Ú‡Î“, Ë Â ‚ÂÓ flÚ ÌÓ Ì‡È-‡Á‚Ë Ú‡ Ú‡ Ô‡Á‡ Ì‡ „‡‰ ÒÍ‡ ÒÂ‰‡ Ì‡ Ò‚ÂÚ‡, Â
◊‰Ó„Ó ‚Ó Â ÌÓ“ ‰‡ ËÏ‡ í‡ÈÏÒ ëÍÛ Â ̇  Í‡ÚÓ Â‰ËÌ ‚Ë‰ ◊„ÂÚÓ“ Ì‡ ÂÍÎ‡ ÏÌËfl ·‡ÓÍ Ë ˆ‡ -
ÒÚ‚Ó Ì‡ „ËÌ‡Ú ÒÍÓ ÚÓ LED (Light-emit ting Diode) Ô‡ÌÓ. ÖÚÓ Á‡˘Ó ‚ è‡ËÊ ÈÂ‡ ıËfl Ú‡ ‚
ËÌÚÂ ÙÂÈ Ò‡ Ì‡ „‡‰‡ Â ÔÂ Ó ·˙ Ì‡ Ú‡ Ò „Î‡ ‚‡ Ú‡ Ì‡‰Ó ÎÛ Ë ÏÂÚÓ ÚÓ, Ú‡ÁË ËÁÍÎ˛ ̃ Ë ÚÂÎ ÌÓ
‰Ó·Â ÛÂ ‰Â Ì‡ Ë „˙ÒÚ‡ ÔÓ‰ ÁÂÏ Ì‡ ÏÂÊ‡ ÓÚ ÒÔË ÍË, ÔÂÓÌË Ë Ò‚˙ Á‚‡ ̆ Ë ÚÛÌÂ ÎË, ÔÓ -
ıÓ ‰Ë Ë ‚ıÓ ‰Ó ‚Â, Â ÓÚ‰‡ ‰Â Ì‡ ËÁˆfl ÎÓ Ì‡ ·ËÎ ·Ó ‰‡ (ÒÌ. 5, 6). ÖÚÓ Á‡˘Ó, Ô‡Í ‚ è‡ËÊ,
Â‰ËÌ ÒÚ‚Â ÌËflÚ „‡‰ ‚ Ò‚ÂÚ‡, Í˙‰Â ÚÓ ˜Ó‚ÂÍ ËÏ‡ ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â „‡ ‰˙Ú Â ÒÚÓ ÂÌ ÔÂÁ
‚ÂÍÓ ‚Â ÚÂ Ò Â‰ËÌ ÒÚ‚Â Ì‡ Ú‡ ÏËÒ˙Î, ˜Â ˘Â ·˙‰Â „ÎÂ ‰‡Ì (Ë Á‡ÚÓ ‚‡ Úfl· ‚‡ ‰‡ Â Í‡ ÒË‚ Ë ‚
Ì‡È-Ï‡Î ÍËfl ‰ÂÚ‡ÈÎ), ‰ÓË Ï‡ı‡ ÎÂÌ ÒÍÓ ÚÓ ·ËÒÚÓ Â¯‡ ‚‡ ÂÍÎ‡ ÏÌË ÚÂ ÒË Á‡‰‡ ̃ Ë ÓÚ
‚ËÁÛ‡ ÎÂÌ ı‡‡Í ÚÂ ÔÓ ‚˙ÁÏÓÊ ÌÓ Ì‡È-ÂÒÚÂ ÚË˜ ÌËfl Ì‡˜ËÌ (ÒÌ. 7). Ç è‡ËÊ Í‡ÚÓ ˜Â ÎË
‚ÒË˜ ÍÓ, ÓÚ Ú‡·Â Î‡ Ú‡ Á‡ Ó·˘Â ÒÚ‚Â Ì‡ ÚÓ‡Î ÂÚ Ì‡, ÔÂÁ ÔÂË Î‡ Ú‡ Ì‡ ·‡Î ÍÓ ÌË ÚÂ, ‰Ó ÚÂÌ Ú‡ -
Ú‡ Ì‡‰ ‚ıÓ‰‡ Ì‡ ÂÒÚÓ ‡Ì Ú‡ Â ÏËÒÎÂ ÌÓ Í‡ÚÓ ‚Á‡ ËÏ ÌÓ ‰Ó Ô˙Î ‚‡ ̆ Ë ÒÂ ‰ÂÍÓ ‡ ÚË‚ ÌË ÂÎÂ -
ÏÂÌ ÚË. çÂ ˜Â ‚ è‡ËÊ ÌflÏ‡ „ÓÎÓ ÚËË Ë ‰ÓË ÔÓÌfl ÍÓ „‡ Ì‡„ÎË ‚ËÁÛ‡Î ÌË Ì‡ÏÂ ̂ Ë, ÍÓËÚÓ
ÏÓ„‡Ú ‰‡ ÒÂ ËÌÚÂ ÔÂ ÚË ‡Ú ÓÚ Â‰ÌÓ ÔÓ-ÏÓ‡ ÎËÒÚ ÍË Ì‡ÒÚÓ ÂÌÓ ÓÍÓ Í‡ÚÓ ÔÂ‰Ó ÙË ÎËfl...
çÓ ÚÂ ‚ËÌ‡ „Ë, ‰ÓË Ë ÍÓ„‡ ÚÓ ÒÂ ËÁÔÓÎ Á‚‡ ‰ÛÏ‡ Ú‡ ◊ÙÎËÚ“, Ò‡ Â¯Â ÌË Ò ‚ÍÛÒ Ë ÏflÍ‡,
Ì‡Ô˙Î ÌÓ ‚ ‰Ûı‡ Ì‡ ÏÂÒÚÌ‡ Ú‡ Ú‡ ‰Ë ̂ Ëfl Ì‡ ‚ÒÂ Ó· ı‚‡ ÚÂÌ, ÌÓ ÍÓÌ ÚÓ ÎË ‡Ì ‚ Ó·˘Â ÒÚ‚ÂÌ
ËÌÚÂ ÂÒ ıÂ‰Ó ÌËÁ˙Ï... (ÒÌ. 8, 9) 

çÂ ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ Í‡ÚÂ „Ó Ë˜ ÌÓ, ˜Â ‚ è‡ËÊ ÎËÔ Ò‚‡Ú ÒÚ‡Ì ÌÓ ÒÚË (◊‚ËÁÛ‡Î ÌË
ÌÂÂ‰ ÌÓ ÒÚË“) ‚ ËÌÚÂ ÙÂÈ Ò‡ Ì‡ „‡‰‡, ÌÂÔÓ Á‡˜ ÌË Á‡ Ô˙ÎÁfl˘Ëfl ÔÓ„ÎÂ‰. á‡ ¯ÂÒÚ
ÏÂÒÂ˜ ÌËfl ÒË ÔÂ ÒÚÓÈ Ú‡Ï ÔÂÁ 2004 „. Ú‡Í‡ Ë ÌÂ ÛÒÔflı ‰‡ ÛÒÚ‡ ÌÓ ‚fl Í‡Í‚Ó ÚÓ˜ÌÓ ËÒÍ‡
‰‡ ÏË Í‡ÊÂ „‡‰ ÒÍ‡ Ú‡ ÛÔ‡ ‚‡ ˜ÂÁ Â‰ËÌ ÛÎË ̃ ÂÌ ÁÌ‡Í ÔÂ‰ Conciergerie Ì‡ Ile de la
Cité – Ô‡ ‚Ó˙ „˙ ÎÂÌ ÁÌ‡Í Ì‡ ÚÓ ÚÓ ‡ ‡, ‚ ÍÓÈÚÓ ÙË„Û ‡ Ì‡ ‚˙Á‡ ÒÚÂÌ ˜Ó‚ÂÍ ‰˙ÊË Á‡
˙Í‡ ‰ÂÚÂ (ÒÌ. 10). Ñ‚ÂÚÂ ÙË„Û Ë Ò‡ ·ÂÎË Ì‡ ÒËÌ ÙÓÌ Ë Ò‡ Á‡˜Â ÍÌ‡ ÚË ÔÓ ‰Ë‡ „Ó Ì‡ Î‡ Ò
˜Â ‚Â Ì‡ ÎËÌËfl – ÌÂ ‡Á ·‡ı, ËÒÍ‡Ú ÓÚ ÏÂÌ ‰‡ ÌÂ ÒË ‚Ó‰fl ‰ÂÚÂ ÚÓ Á‡ ˙Í‡ ÎË ËÎË ˘Ó?
èÓ Â‰ÌÓ ‚ÂÏÂ ‰ÓË ÒË ÔÓÏË ÒÎËı, ˜Â Â ÒÚ‡ Ì‡ Î‡ „Â¯ Í‡ Ë ‚ÏÂ ÒÚÓ ÍÛ˜Â Ò‡ Ì‡Ë ÒÛ ‚‡ ÎË
‰ÂÚÂ... àÏ‡ Ë ÔË ÏÂ Ë Á‡ ◊Ì‡ÒÎÓÈ ÍË“ ‚ ËÌÚÂ ÙÂÈ Ò‡ Ì‡ „‡‰‡, ÍÓËÚÓ ‚ÂÓ flÚ ÌÓ Ò‡
·ËÎË ÏÌÓ„Ó ‰‡Á ÌÂ ̆ Ë ÔÓ ‚Â ÏÂ ÚÓ, ÍÓ„‡ ÚÓ Ò‡ ÒÂ ÔÓfl‚Ë ÎË. ëÚ‡‚‡ ‰ÛÏ‡ Á‡ ÒÚÓ ÚË ̂ Ë ÚÂ
ÊËÎË˘ ÌË Ò„‡ ‰Ë Ì‡‚ Òfl Í˙ ‰Â ËÁ è‡ËÊ, ˜ËËÚÓ ÓÒÌÓ‚ ÌË Ù‡Ò‡ ‰Ë Ò‡ ÌÂ‚Â Ó flÚ ÌÓ ÓÒÚË,
˜ÂÒÚÓ Ò ¯ËË Ì‡ Ú‡ Ì‡ Â‰ËÌ ÔÓ ÁÓ Âˆ (ÒÌ. 11). ëÌË Ï‡ı „Ë Ë ÒË ÏËÒÎÂı, ˜Â, ‡Á ·Ë ‡ ÒÂ,
Ò„‡ ‰‡ Ú‡ Ò ÓÒÚ˙ ˙„˙Î ËÏ‡ Ú‡Í˙‚ ÚÓ˜ÌÓ ÔÎ‡Ì Á‡˘Ó ÚÓ Ô‡ ̂ ÂÎ˙Ú, Ì‡ ÍÓÈÚÓ Â Á‡ÒÚÓ ÂÌ‡,
ÒÂ Â ÔÓÎÛ ̃ ËÎ ÓÚ Ú‚˙ ‰Â ÓÒÚÓ ÚÓ Á‡ÒË ̃ ‡ ÌÂ ÔÓ ‰Ë‡ „Ó Ì‡ ÎË ÚÂ Ì‡ ‰‚Â ÛÎËˆË. Ñ‡, ÌÓ Í‡Í
ÒÂ Â ÔÓÎÛ ̃ Ë ÎÓ Ú‡ÍÓ ‚‡ ÔÂ ÒË ̃ ‡ ÌÂ Ë Ò˙ÓÚ ‚ÂÚ ÌÓ ‚˙ÁÏÓÊ ÌÓÒÚ Á‡ Ú‡Í‡ ‚ËÁÛ‡Î ÌÓ ËÁ‡ ÁË -
ÚÂ ÎÂÌ ÒÚÓ ÂÊ? Ç Í‡fl Ì‡ Í‡Ë ̆ ‡ Ú‡ Â¯Ëı, ˜Â ÚÂÁË ÔÓ‚ ÒÂ ÏÂÒÚ ÌË ÔÂ ÒÂ˜ ÍË Ë Ò„‡ ‰Ë
Ò‡ ÒÂ ÔÓÎÛ ̃ Ë ÎË ‚ ÂÁÛÎ Ú‡Ú Ì‡ ÔÓ ̃ Û ÚÓ ÚÓ Ë ‰‡ ÒÚË˜ ÌÓ ÔÂ-ÔÎ‡ ÌË ‡ ÌÂ Ì‡ ˆÂÌ Ú‡Î Ì‡ Ú‡
˜‡ÒÚ Ì‡ è‡ËÊ ÓÚ Û·‡ ÌË ÒÚ‡ ·‡ÓÌ éÒÏ‡Ì ‚ ÔÂËÓ ‰‡ 1853-1870 „., ÍÓ„‡ ÚÓ Les Grands
Boulevards ÔÂ Ó ‡ ‚‡Ú „‡‰‡ Ì‡‰ Î˙Ê Ë Ì‡¯Ë. Ö‰‚‡ ÎË ÚÂÁË Ò„‡ ‰Ë Ò‡ ·ËÎË ı‡Â Ò‚‡ -
ÌË ‚ Ì‡˜‡ ÎÓ ÚÓ, Ú‡Í‡ Í‡ÍÚÓ ÔÓ-Í˙ÒÌÓ Ô‡Ë Ê‡ ÌË ‰˙Î„Ó ÓÔ Ú‡flÚ ÔÓ ÚË‚ ÄÈÙÂ ÎÓ ‚‡ Ú‡
ÍÛÎ‡. åÂÊ‰Û ‰Û „Ó ÚÓ, ‚˙ÔÓÒ ÌÓ ÚÓ Û·‡ ÌË ÒÚË˜ ÌÓ ◊ÔÂ Ó ‡ ‚‡ ÌÂ“ Ì‡ è‡ËÊ Â Ò‚˙ Á‡ ÌÓ
ÚÓ„‡ ‚‡ Ë Ò ÌÓ‚‡ Ù‡Á‡ ‚ ‡Á‚Ë ÚËÂ ÚÓ Ì‡ ÙÂÌ ÒÍËfl Í‡ÔË Ú‡ ÎËÁ˙Ï... ÖÒÚÂ ÒÚ‚Â ÌÓ, ·ËÎÓ Â
ÌÂÓ·ıÓ ‰Ë ÏÓ ‚ÂÏÂ Á‡ ◊ÔÂ-‰Ó„Ó ‚‡ fl ÌÂ“ Ì‡ ÛÔÓ ÚÂ ·‡ Ú‡ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó,
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advertisement in the most aesthetically pleasing way (ph. 7). It seems that everything in
Paris – from the sign for the public WC, through the balcony railings, all the way to the tent
on top of the restaurant entrance has been conceived as mutually re-enforcing and
adding up decorative elements. Not that in the public space of Paris there is, let's say, no
nudity or sometimes flagrantly provocative visual hints that the moralistic eye may wish to
interpret as pedophilia… However, even when the word “flirt” is used, unlike in Sofia, these
are handled in good taste and with tact fully in line with the spirit of the local tradition of all
encompassing but controlled (in the interest of the public) hedonism… (ph. 8, 9)

I can not claim categorically that in Paris there are no visual oddities at all (visual irregular-
ities, as I call them). In every city's interface there are samples that are not transparent for
such a “crawling” gaze. On the contrary, in 2004 during my entire 6-month stay in Paris I
could not manage to understand what the municipality wanted to tell me with one street
sign positioned in front of the Conciergerie on Ile de la Cité – it was this rectangular sign
on the sidewalk where an adult male figure is holding a child by the hand (ph. 10). The
two figures are white on a blue background and they are crossed out with a diagonal red
line. So, I just could not get it – they want me not to hold my child by the hand or what?
Sometimes I thought they had made a mistake and instead of a dog they painted a child…

There are also samples in Paris of certain “sediments” in the city's interface that were
probably quite upsetting for the people at the time they appeared. I have in mind, for
instance, the hundreds of residential buildings all over the city whose main facades are
incredibly narrow and sharp, often the width of a single window (ph. 11). I used to photo-
graph these all the time and I was thinking that of course, these sharp-angled buildings
have such strange ground plans only because the used plots of land had been formed by
the severely steep diagonal crossing of two streets. But how did such a crossing come
about and consequently the possibility for such an expressive construction and planning?
Finally, I decided that these ever-present street crossings and sharp buildings are one of
the products of the famous and drastic urban re-planning and re-designing of the central
part of Paris in the period 1853-1870, which was carried out by the urban engineer Baron
Haussmann. At that time he had Les Grands Boulevards plough radically across the city
and one can still see the results. I do not think that at the beginning these buildings were
liked very much by the Parisians just like later on for quite some time they were complain-
ing about the Eiffel Tour. By the way, the mentioned urban re-designing of Paris was
linked historically to the new phase in the development of French capitalism… Naturally,
time was needed for “re-negotiating” the use of public space; and time was then needed
for people to get used to the new urban facts; but even more time must have been need-
ed for the “erasure” of those traces of the temporary domination of the economic over the
political in the life of the city that Emil Zola wrote so eloquently about in his novels.

In New York there is also an “edgy” building, the famous Flat Iron Building, but I doubt it
has ever offended anybody simply because the intersection of 23rd Street, Fifth Avenue
and Broadway has always been as it is now and has always been where it is now...
However, one can hardly claim the same for Times Square as it happened to be at the
moment. This square's interface (as part of the NYC interface) is beyond any attempt for
categorization along the axis of beautiful-ugly. It just exists as a very dense urban space
which is conceived as media space. The access to the media environment of Times
Square costs a lot of money; companies and corporations are fighting in competition and
are paying huge sums of money from their annual advertisement budget (for instance, the
communications giant AT&T is paying $ 627.5 million annually for outdoor advertisement,
which however is only 2.03 % of the entire annual advertisement budget of the corpora-
tion). Companies and corporations are paying for the right to access the consumer. The
thing is that in New York and Paris, for that matter, there are consumers and they have
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·ËÎÓ Â ÌÂÓ·ıÓ ‰Ë ÏÓ ‚ÂÏÂ Á‡ Ò‚ËÍ ‚‡ ÌÂ Ë Á‡ÎË ̃ ‡ ‚‡ ÌÂ Ì‡ ÓÌÂÁË ÒÎÂ‰Ë ÓÚ ‚Â ÏÂÌ ÌÓ ÚÓ
Ì‡‰ ÏÓ ̆ ËÂ Ì‡ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ Ì‡‰ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ, ÍÓËÚÓ Ò‡ Ú‡Í‡ ‰Ó·Â ÓÔË Ò‡ ÌË ‚
ÌflÍÓË ÓÏ‡ ÌË Ì‡ áÓÎ‡.

Ç ç˛ âÓÍ Ò˙˘Ó ËÏ‡ Ú‡Í‡ ‚‡ ◊˙·‡ Ú‡“ Ò„‡ ‰‡, ÔÓ ̃ Û Ú‡ Ú‡ Flat Iron Building, ÌÓ ÒÂ
Ò˙ÏÌfl ‚‡Ï, ˜Â Úfl ÌflÍÓ „‡ ÌflÍÓ „Ó Â ◊Ó·Ë ‰Ë Î‡“, ÔÓ ÒÚÓ Á‡˘Ó ÚÓ ÔÂ ÒÂ˜ Í‡ Ú‡ Ì‡ 23-Ú‡
ÛÎËˆ‡, èÂÚÓ Ä‚ÂÌ˛ Ë ÅÓ ‰Û ÂÈ ‚ËÌ‡ „Ë ÒË Â ·ËÎ‡ Ú‡Í‡ ‚‡ Ë ‚ËÌ‡ „Ë ÒË Â ·ËÎ‡ Ú‡Ï... çÓ
Â‰‚‡ ÎË Ò˙˘Ó ÚÓ ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ Á‡ í‡ÈÏÒ ëÍÛ Â ̇  Ú‡Í˙‚ Í‡Í ̇ ‚ ÚÓ ÒÂ Â ÔÓÎÛ ̃ ËÎ ÒÂ„‡.
íÓ‚‡ Â ÔÎÓ ̆ ‡‰, ˜ËÈÚÓ ËÌÚÂ ÙÂÈÒ (Í‡ÚÓ ˜‡ÒÚ ÓÚ ÚÓÁË Ì‡ ç˛ âÓÍ) Â ËÁ‚˙Ì ‚ÒÂÍË ÓÔËÚ
Á‡ Í‡ÚÂ „Ó Ë Á‡ ̂ Ëfl ÔÓ ÓÒÚ‡ Í‡ ÒË ‚Ó-„ÓÁ ÌÓ. íÓÈ ÔÓ ÒÚÓ Â Ë Ò˙˘Â ÒÚ‚Û ‚‡ Í‡ÚÓ Ò„˙ ÒÚÂÌ
‚‡Ë ‡ÌÚ Ì‡ „‡‰ ÒÍÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÔË ‚Ë ‰fl ÌÓ Í‡ÚÓ ÏÂ‰ËÈ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. ÑÓÒÚ˙ Ô˙Ú
‰Ó ÏÂ‰ËÈ Ì‡ Ú‡ ÒÂ‰‡ Ì‡ í‡ÈÏÒ ëÍÛ Â ̇  ÒÚÛ ‚‡ ÏÌÓ„Ó Ô‡Ë; ÙËÏË Ë ÍÓ ÔÓ ‡ ̂ ËË ÒÂ
·ÓflÚ ‚ ÍÓÌ ÍÛ ÂÌ ̂ Ëfl Ë ÔÎ‡ ̆ ‡Ú „Ë„‡ÌÚ ÒÍË ÒÛÏË ÓÚ „Ó‰Ë¯ ÌËfl ÒË ·˛‰ÊÂÚ Á‡ ÂÍÎ‡ Ï‡
(Ú‡Í‡ Ì‡ÔË ÏÂ „Ë„‡Ì Ú˙Ú ‚ ÍÓÏÛ ÌË Í‡ ̂ ËË ÚÂ AT&T ÔÎ‡˘‡ 627,5 ÏËÎËÓ Ì‡ ‰ÓÎ‡ ‡ „Ó‰Ë¯ -
ÌÓ Á‡ ‚˙Ì ̄ Ì‡ ÂÍÎ‡ Ï‡, ÍÓÂÚÓ, Ó·‡˜Â, ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ Ò‡ÏÓ 2,03 % ÓÚ ˆÂÎËfl „Ó‰Ë ̄ ÂÌ
ÂÍÎ‡ ÏÂÌ ·˛‰ÊÂÚ Ì‡ ÍÓ ÔÓ ‡ ̂ Ëfl Ú‡). îËÏË Ë ÍÓ ÔÓ ‡ ̂ ËË ÔÎ‡ ̆ ‡Ú Á‡ Ô‡ ‚Ó ÚÓ Ì‡
‰ÓÒÚ˙Ô ‰Ó ÍÓÌ ÒÛ Ï‡ ÚÓ ‡. é·‡˜Â ‡·Ó Ú‡ Ú‡ Â Ú‡Ï, ˜Â Í‡ÍÚÓ ‚ è‡ËÊ, Ú‡Í‡ Ë ‚ ç˛ âÓÍ
ËÏ‡ ÍÓÌ ÒÛ Ï‡ ÚÓ Ë. à „Ë ËÏ‡ ÓÚ ‰ÂÒÂ ÚË ÎÂ ÚËfl, Ú‡Í‡ ˜Â ËÏ‡ Á‡ Í‡Í‚Ó ‰‡ ÒÂ ·ÓË¯, ‡ÍÓ ÒË
„Ë„‡ÌÚ ÒÍ‡ ÍÓ ÔÓ ‡ ̂ Ëfl...

ÇËÁÛ‡Î ÌËflÚ ËÌÚÂ ÙÂÈÒ Í‡ÍÚÓ Ì‡ è‡ËÊ, Ú‡Í‡ Ë Ì‡ ç˛ âÓÍ Â ËÌÚÂ ÙÂÈÒ Ì‡ „‡ ‰Ó ‚Â,
ÍÓËÚÓ Ò‡ ˆÂÌ ÚÓ ‚Â Ì‡ ÁflÎ Ë Ú‚˙ ‰Â ‰Ó·Â ‡Á‚ËÚ Í‡ÔË Ú‡ ÎËÁ˙Ï, Ô‡Á‡ Ì‡ ËÍÓ ÌÓ ÏË Í‡,
ÓÚÌÓ ÒË ÚÂÎ ÌÓ ‰ÂÏÓ Í‡ ÚË˜ ÌË, ÌÓ Á‡ ÒÏÂÚ Í‡ Ì‡ ÚÓ‚‡ ‰ÓÒÚ‡ ÂÙË Í‡ ÒÌË ÔÓ ̂ Â ‰Û Ë. ëÚ‡Ì -
ÌÓ ÚÓ Â, ˜Â Á‡ ‡Á ÎË Í‡ ÓÚ „‡ ‰Ó ‚Â Í‡ÚÓ ëÓÙËfl ËÎË ÅÛÍÛ Â˘ Ì‡ÔË ÏÂ, ÍÓËÚÓ ÛÒÎÓ‚ ÌÓ
Ò‚˙ Á‚‡Ï Ò ‡Ì ÌË ÚÂ Ù‡ÁË ÓÚ ‡Á‚Ë ÚËÂ ÚÓ Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï‡, ÔË ‚Ë‰ Ì‡ Ú‡ Ò‚Ó ·Ó ‰‡ Ë
„˙‚Í‡ ‚ÓÒÚ Ì‡ Ô‡Á‡ Ì‡ Ú‡ ËÍÓ ÌÓ ÏË Í‡ Ú‡Ï Â ‰Ó‚Â Î‡ ‰Ó ÓÚÌÓ ÒË ÚÂÎ ÌÓ flÒÌË Ô‡ ‚Ë Î‡ ‚
ÛÂ‰ ·‡ Ú‡ Ì‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡. é˜Â ‚Ë‰ ÌÓ ‚ è‡ËÊ Ë ç˛ âÓÍ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ ‰ÓÏË -
ÌË ‡ Ì‡‰ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ Á‡ ‡Á ÎË Í‡ ÓÚ ëÓÙËfl Ë ÅÛÍÛ Â˘, Í˙‰Â ÚÓ Â Ó·‡Ú ÌÓ ÚÓ.
ÑÓÍ‡ ÚÓ àÒÚ‡Ì ·ÛÎ, Ì‡ÔË ÏÂ, Â „‡‰ ‚ ÏÂÊ ‰ËÌ ÌÓ ÔÓÎÓ ÊÂ ÌËÂ, Í˙‰Â ÚÓ ÔÓ Ú‡ ‰Ë ̂ Ëfl
ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ (‡Á ·Ë ‡È ÔÓ-ÛÒÚÓÈ ̃ Ë ‚Ë Ë ÍÓÌ ÒÂ ‚‡ ÚË‚ ÌË Ì‡ÒÚÓÈ ÍË ÓÚ Ó·˘Ó-ÍÛÎÚÛ -
ÂÌ, ËÒÚÓ Ë ̃ Â ÒÍË Ë ÏÓÊÂ ·Ë ‰ÓË ÂÎË „ËÓÁ ÂÌ ı‡‡Í ÚÂ) Í‡ÚÓ ˜Â ÎË ‰ÓÏË ÌË ‡ Ì‡‰
ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ ‚˙‚ ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡ Ì‡ „‡‰‡, ÌÓ Úfl ÔÂÚ˙ Ôfl ‚‡ ‚ ÔÓÒÎÂ‰ ÌË ÚÂ
„Ó‰Ë ÌË Â¯Ë ÚÂÎ Ì‡ Ú‡Ì ÒÙÓ Ï‡ ̂ Ëfl ‚ ÔÓÒÓ Í‡ Ì‡ ÏÂ‰ËÈ ÌÓÒÚ, Ë Ò˙ÓÚ ‚ÂÚ ÌÓ, ÔÓ fl‚fl ‚‡
·ÂÎÂ ÁË Ì‡ ‡Á ÍÓ ÎÂ ·‡ ÌË ‚ËÁÛ‡Î ÌË ÈÂ‡ ıËË. äÓÂÚÓ, ÔÂ‰ ÔÓ Î‡ „‡Ï, ÓÁÌ‡ ̃ ‡ ‚‡, ˜Â
ÏÂÒÚÌ‡ Ú‡ ËÍÓ ÌÓ ÏË Í‡ Á‡ÔÓ˜ ‚‡ ‰‡ ÔÓ ËÁ ‚ÂÊ ‰‡ ÍÓÌ ÒÛ Ï‡ ÚÓ Ë, ÌÂ˘Ó ÍÓÂÚÓ ÒÂ Á‡·Â ÎflÁ ‚‡
‚ ËÌÚÂ ÙÂÈ Ò‡ Ì‡ „‡‰‡, Ë ÍÓÂÚÓ Â Â‰ËÌ ÓÚ ÔËÁ Ì‡ ̂ Ë ÚÂ Á‡ Ì‡ÎË ̃ ËÂ Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎË -
ÒÚË ̃ Â ÒÍ‡ ÒËÚÛ‡ ̂ Ëfl.

èÂ‰Ë ‰ÂÒÂ ÚË Ì‡ „Ó‰Ë ÌË ‚ àÒÚ‡Ì ·ÛÎ ÌÂ ÒÂ ÒÂ ̆ ‡ ı‡ ·ËÎ ·Ó ‰Ó ‚Â. Ç˙Ó· ̆ Â ÎËÔ Ò‚‡ ̄ Â
‚ËÁÛ‡ ÎË Á‡ ̂ Ëfl Ì‡ ÔÂ‰ Î‡ „‡ Ì‡ Ú‡ ÒÚÓÍ‡, ÛÒÎÛ „‡ ËÎË ÒÍË ÚÓ ÊÂÎ‡ ÌËÂ Á‡ ÌÂ˘Ó. í‡ ‰Ë -
ˆËÓÌ Ì‡ Ú‡ Ô‡Á‡ Ì‡ ËÍÓ ÌÓ ÏË Í‡ Ì‡ „‡‰‡, ÓÎË ̂ Â Ú‚Ó Â Ì‡ ÓÚ ÔÓ ÒÎÓ ‚Û ÚËfl ä‡Ô‡Î˙ ó‡¯˙,
·Â ·‡ÁË ‡ Ì‡ Ì‡ ÔflÍ ˜Ó‚Â¯ ÍË ÍÓÌ Ú‡ÍÚ ÏÂÊ‰Û ÔÓ ‰‡ ‚‡˜ Ë ÍÛÔÛ ‚‡˜, Ì‡ Ô‡Á‡Î˙Í Ë
‰ËÂÍÚ ÌÓ ‰Ó„Ó ‚‡ fl ÌÂ Ì‡ ˆÂÌ‡ Ú‡, Í˙‰Â ÚÓ Ô‡Ë ÚÂ Ò‡ Ò‡ÏÓ ÂÎÂ ÏÂÌÚ ÓÚ Û‰Ó ‚ÓÎ ÒÚ‚ËÂ ÚÓ Ì‡
Ó·˘Û ‚‡ ÌÂ ÚÓ. í‡ÁË ÔÓ˜ÚË ·‡ ÚÂ Ì‡ ÔÓ ‚Ë‰ ‡Á Ïfl Ì‡ ÌÂ ÒÂ ÌÛÊ ‰‡ Â¯Â ÓÚ ÂÍÎ‡ Ï‡ ËÎË
‚ËÁÛ‡ ÎË Á‡ ̂ Ëfl Ì‡ ÔÂ‰ Î‡ „‡ Ì‡ Ú‡ ÒÚÓÍ‡ ÔÓ ÒÚÓ Á‡˘Ó ÚÓ ‚ÒË˜ ÍÓ ÓÌÓ‚‡, ÍÓÂÚÓ ˜Ó‚ÂÍ ·Ë
ÏÓ„˙Î ‰‡ ÔÓÊÂ Î‡Â ‰‡ ÍÛÔË ÒÂ ‚ËÊ ‰‡ ̄ Â Ò ÔÓ ÒÚÓ ÓÍÓ, ËÁÎÓ ÊÂ ÌÓ Ì‡ ÚÓ ÚÓ ‡ ‡ ÔÂ‰
Ï‡„‡ ÁË Ì‡, ‚ËÌ‡ „Ë ÚÓ˜ÌÓ ÔÂ‰ Ó˜ËÚÂ ÚË, Ì‡ ÒÂ „Ëfl ËÎË ÔÓ ÒÚÓ ÒÎÓ ÊÂ ÌÓ ‚˙ıÛ ÍËÎËÏ ̃ Â
Ì‡ ÛÎË ̂ ‡ Ú‡. îËÁË ̃ Â ÒÍÓ ÚÓ ÔË Ò˙ ÒÚ‚ËÂ Ì‡ ÒÚÓ Í‡ Ú‡ Ë Û‰Ó ‚ÓÎ ÒÚ‚ËÂ ÚÓ ÓÚ Ô‡Á‡Î˙ Í‡ Ô‡ -
‚Â ı‡ ËÁÎË¯ ÌË ‚ËÁÛ‡Î ÌË ÚÂ ÔÓÒÂ‰ ÌË ̂ Ë Í‡ÚÓ ·ËÎ ·Ó ‰Ó ‚Â, ‡ÍÂ ÚË, Ú‡ÌÒ Ô‡ ‡Ì ÚË Ë Ú.Ì.
Ñ‡ ÌÂ „Ó‚Ó ËÏ, ˜Â Ú‡ ‰Ë ̂ Ëfl Ú‡ Ì‡ ËÒÎflÏ ÒÍ‡ Ú‡ ÍÛÎÚÛ ‡ ÒÂ ÓÚÌ‡ Òfl Ò ‰˙Î ·Ó ÍÓ ÔÓ‰Ó ÁÂ -
ÌËÂ Í˙Ï ‡ÌÚÓ ÔÓ ÏÓÙ ÌÓ ÚÓ ËÁÓ ·‡ ÊÂ ÌËÂ. ÄÍÓ ‚ÒÂ Ô‡Í ËÏ‡¯Â, Ë ËÏ‡¯Â ÏÌÓ„Ó, Í‡ÍÚÓ Ë
ÒÂ„‡ ËÏ‡ ÏÌÓ„Ó, ÌflÍ‡Í ‚Ë ‚ËÁÛ‡Î ÌË ËÌ‰Ë Í‡ ÚÓ Ë Ì‡ ËÍÓ ÌÓ ÏË ̃ Â ÒÍËfl ‡„ÂÌÚ, ÚÓ ÚÂ ·flı‡
ËÁÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ÓÚ ¯ËÙ ÚÓ‚ ı‡‡Í ÚÂ (ÒÌ. 12). àÒÚ‡Ì ·ÛÎ ·Â¯Â, Ë ‚ ÏÌÓ„Ó ÓÚÌÓ ̄ Â ÌËfl
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been around for decades, so there is something worth fighting for if you are a gigantic
corporation...

The visual interface of Paris as well as New York is an interface of cities of mature and
overly developed capitalism, market economy, relatively democratic and extremely effi-
cient procedures. It's strange that unlike cities such as Sofia and Bucharest, which I relate
provisionally to the early stages in the development of neo-capitalism, in Paris and New
York (to name here but a few of the many possible examples) the ostensible freedom and
flexibility of the market economy has produced over time clear rules for the arrangement
of the visual environment. Obviously in these cities the political dominates over the eco-
nomic unlike in Sofia and Bucharest where the situation is reversed. Yet another example
is Istanbul, a city of mixed characteristics, where it would appear that by the force of tradi-
tion (read – more static, stable and conservative attitudes of generally cultural, historical
and maybe even religious nature), the political seems to dominate over the economical in
the visual environment of the city. However, in the last 10-12 years the visual environment
of Istanbul is undergoing a radical transformation in the direction of becoming a media
context thus manifesting distinct symptoms of confused visual hierarchies. I suppose the
above means that the local economy is starting to produce consumers, something which
one can notice in the city interface and which is one of the characteristics of the neo-capi-
talist situation.

Ten years ago one could not see billboards in Istanbul. There wasn't any whatsoever kind
of visualization of the offered goods, commodities, services or of the hidden desires for
something. The traditional market economy of the city, exemplified by the notorious Capali
Carsi (The Great Covered Bazaar), used to be based on the direct human contact
between seller and buyer, on bargaining and direct negotiation of the price where money
was just a minor element of the pleasure of communication. This kind of nearly barter type
of exchange had no use nor need for advertisement or visualization of the offered goods
simply because everything that you could possibly wish to buy, you could see with your
own eyes displayed directly in front of you on the sidewalk before the shop, always avail-
able to your eyes on a stand or on a piece of rug right on the pavement. The physical
presence of the goods and the pleasure of bargaining made obsolete all visual mediators
such as billboards, free standing rockets, banners, etc. It might also be helpful to remem-
ber that the tradition of Islamic culture has deeply grounded animosity for the anthropo-
morphic image. If there were any visual indicators at all, and there were many just as there
are plenty of the same kind now, for the agent of economy these were predominantly let-
ters, texts, fonts, etc. (ph. 12). Istanbul was, and in many ways it still is, the city of the
commercial textual sign, with all oddities of the semiprofessional styles and the wished-for
direct contact with the customer.

The new element in the visual interface of Istanbul came out in the last 5-6 years and it
is called billboard with human and other figures. Little by little, with the change in the
economic environment, Istanbul became more than just a beautiful city with rich cultural
and historical heritage as well as a dynamic present. Istanbul is becoming a “hot visual
city” in all its parts and districts (ph. 13). The most visible change is that in many shop-
ping areas the goods are disappearing from the sidewalks to migrate deep inside the
shop's interiors. A store is no longer just a small shop but some kind of a boutique even
when it offers only books, CDs and DVDs. The prices in these new stores are fixed while
the store fronts and the shop windows are richly loaded with all kinds of advertisement
units. In many cases the front window displays of all sorts of shops are entirely covered
with figurative advertisement so that it is impossible to sneak into the shop's interior in
order to check out what exactly is being offered in there (p.14). The mutual trust and the
direct, almost physical, contact between seller and buyer that used to be the basis of
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‚ÒÂ Ó˘Â Â, „‡‰ Ì‡ Ú˙ „Ó‚ ÒÍËfl Ì‡‰ ÔËÒ – Ò ‚ÒË˜ ÍË ÒÚ‡Ì ÌÓ ÒÚË Ì‡ ÔÓÎÛ-ÔÓ ÙÂ ÒË ÓÌ‡Î -
Ì‡ Ú‡ ÒÚË ÎË ÒÚË Í‡ Ë Ú˙ ÒÂ ÌËfl ‰ËÂÍ ÚÂÌ ÍÓÌ Ú‡ÍÚ Ò ÔÓÚÂ ·Ë ÚÂ Îfl.

çÓ‚Ó ÚÓ ‚˙‚ ‚ËÁÛ‡Î ÌËfl ËÌÚÂ ÙÂÈÒ Ì‡ àÒÚ‡Ì ·ÛÎ Ì‡ÒÚ˙Ô ‚‡ ‚ ÔÓÒÎÂ‰ ÌË ÚÂ 5-6 „Ó‰Ë ÌË Ë ÚÓ
ÒÂ Ì‡Ë ̃ ‡ ·ËÎ ·Ó‰ Ò ˜Ó‚Â¯ ÍË Ë ‰Û„Ë ËÁÓ ·‡ ÊÂ ÌËfl. èÓÒÚÂ ÔÂÌ ÌÓ, Ò ÔÓ Ïfl Ì‡ Ú‡ Ì‡
ËÍÓ ÌÓ ÏË ̃ Â ÒÍ‡ Ú‡ ÒÂ‰‡, àÒÚ‡Ì ·ÛÎ ÒÚ‡‚‡ ÌÂ ÔÓ ÒÚÓ Í‡ ÒË‚ „‡‰ Ò ·Ó„‡ ÚÓ ÍÛÎÚÛ ÌÓ-
ËÒÚÓ Ë ̃ Â ÒÍÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó Ë ‰ËÌ‡ ÏË˜ ÌÓ Ì‡ÒÚÓfl ̆ Â. àÒÚ‡Ì ·ÛÎ ÒÚ‡‚‡ ◊„ÓÂ˘ ‚ËÁÛ‡ ÎÂÌ
„‡‰“ ‚˙‚ ‚ÒË˜ ÍË Ò‚ÓË ‡ÈÓ ÌË Ë ˜‡ÒÚË (ÒÌ. 13). ç‡È-Á‡·Â ÎÂ ÊË Ï‡ Ú‡ ÔÓ Ïfl Ì‡ Â ‚ ÚÓ‚‡,
˜Â ‚ ÏÌÓ„Ó Ú˙ „Ó‚ ÒÍË ‡ÈÓ ÌË ÒÚÓ ÍË ÚÂ ËÁ˜ÂÁ ‚‡Ú ÓÚ ÚÓ ÚÓ ‡ Ë ÚÂ Ë ÒÂ ÔË ·Ë ‡Ú ‚˙ÚÂ,
‰˙Î ·Ó ÍÓ ‚ ÎÓÌÓ ÚÓ Ì‡ Ï‡„‡ ÁË Ì‡. å‡„‡ÁËÌ˙Ú ‚Â˜Â ÌÂ Â ‰˛ÍflÌ, ‡ Â ÌflÍ‡Í ̇ ‚ ‚Ë‰ ·ÛÚËÍ,
‰ÓË Ë ÍÓ„‡ ÚÓ ÔÂ‰ Î‡ „‡ ÍÌË„Ë, CD Ë DVD. ñÂÌË ÚÂ Ò‡ ÙËÍ ÒË ‡ ÌË, ‡ Ù‡Ò‡ ‰‡ Ú‡ Ë ‚ËÚË -
Ì‡ Ú‡ Ò‡ ·Ó„‡ ÚÓ Ì‡ÚÛ Ô‡ ÌË Ò ‚ÒÂ ‚˙ ÁÏÓÊ ÌË ÂÍÎ‡ ÏÌË Â‰Ë ÌË ̂ Ë. Ç ÏÌÓ„Ó ÒÎÛ ̃ ‡Ë ‚ËÚË -
ÌË ÚÂ Ì‡ Ï‡„‡ ÁË ÌË ÓÚ ‚Òfl Í‡Í ̇ ‚ ‚Ë‰ Ò‡ ËÁˆfl ÎÓ ÔÓÍË ÚË Ò ËÁÓ ·‡ ÁË ÚÂÎ Ì‡ ÂÍÎ‡ Ï‡, Ú‡Í‡
˜Â ÓÚ ÛÎË ̂ ‡ Ú‡ Â ÌÂ‚˙ ÁÏÓÊ ÌÓ ‰‡ ÒÂ Ì‡‰ ÌË ÍÌÂ ‚˙ÚÂ, Á‡ ‰Â ÒÂ ‚Ë‰Ë Í‡Í‚Ó ÚÓ˜ÌÓ ÒÂ
ÔÂ‰ Î‡ „‡ Ú‡Ï (ÒÌ. 14). éÌÓ‚‡ ‚Á‡ ËÏ ÌÓ ‰Ó‚Â ËÂ Ë ‰ËÂÍ ÚÂÌ ÍÓÌ Ú‡ÍÚ ÏÂÊ‰Û ÔÓ ‰‡ ‚‡˜ Ë
ÍÛÔÛ ‚‡˜, Ì‡ ÍÓÂÚÓ ÒÂ ·‡ÁË ‡ ̄ Â ‚ ÏËÌ‡ ÎÓ ÚÓ ËÒÚ‡Ì ·ÛÎ ÒÍ‡ Ú‡ ËÍÓ ÌÓ ÏË Í‡, ÒÂ„‡ Â ÓÔÓ ÒÂ -
‰Â ÌÓ ˜ÂÁ ‚ËÁÛ‡Î Ì‡ Ú‡ ÂÍÎ‡ Ï‡ – ‚ËÊ ‰‡¯ Ó·‡ ÁË ÚÂ ÓÚ‚˙Ì Ë ÒË Ô‡ ‚Ë¯ Á‡ÍÎ˛ ̃ Â ÌËfl Á‡
ÚÓ‚‡, ÍÓÂÚÓ ‚ÂÓ flÚ ÌÓ ËÏ‡ ‚˙ÚÂ. íÓ‚‡ Â ÌÂ Ò‡ÏÓ ÙÛÌ ‰‡ ÏÂÌ Ú‡Î Ì‡ ÔÓ Ïfl Ì‡ ‚ ÓÚÌÓ ̄ Â -
ÌËÂ ÚÓ Í˙Ï Ô‡Á‡ Û ‚‡ ÌÂ ÚÓ, ÚÓ‚‡ Â ÔÓ Ïfl Ì‡ ‚ ÍÛÎÚÛ ‡ Ú‡, ‚ ÓÚÌÓ ̄ Â ÌËÂ ÚÓ Ì‡ ıÓ‡ Ú‡ Â‰ËÌ
Í˙Ï ‰Û„, Í˙Ï „‡‰‡ Ë ÊË‚Â Â ÌÂ ÚÓ ‚ „‡‰‡.

à ÌÂ˘Ó Ó˘Â ÔÓ-Î˛·Ó ÔË ÚÌÓ. äÓ„‡ ÚÓ ˜Ó‚ÂÍ ÒÂ ‚„ÎÂ ‰‡ ‚, ‰‡ Í‡ÊÂÏ, ÓÙÓ ÏÎÂ ÌËÂ ÚÓ Ì‡
‚ËÚË Ì‡ Ú‡ Ì‡ Â‰ËÌ ·ÛÚËÍ ÒÂ ÒÚ˙ ÔËÒ ‚‡ – ÍÓÌ ÍÂÚ ÌË ÚÂ ÒÚÓÍË ‡Á ·Ë ‡ ÒÂ ÎËÔ Ò‚‡Ú ÓÚ
ÚÓ ÚÓ ‡ ‡, ‡ Ì‡ ÛÎË˜ ÌÓ ÚÓ ÌË‚Ó Á‡‰ ‚ËÚË Ì‡ Ú‡ Ò‡ ÔÓÒÚ‡ ‚Â ÌË Ï‡ÌÂ ÍÂ ÌË, Ó·ÎÂ ̃ Â ÌË Ò
ËÁ·‡ ÌË ‡ÚË ÍÛ ÎË ÓÚ ‡ÒÓ ÚË ÏÂÌ Ú‡. çÓ Ì‡È-ÌÂ‚Â Ó flÚ Ì‡ Ú‡ ÔÓ Ïfl Ì‡ Â ‚ ÚÓ‚‡, ˜Â Ì‡‰
‚ËÚË Ì‡ Ú‡ ‚ËÊ ‰‡¯ Ò˙˘Ë ÚÂ ‡ÚË ÍÛ ÎË, Ó·ÎÂ ̃ Â ÌË ÓÚ ÊË‚Ë ıÓ‡ (Í‡ÚÓ Ô‡ ‚Ë ÎÓ Ò ¯ËÍ‡ -
ÂÌ, Â‚Ó ÔÂÈ ÒÍË ÚËÔ‡Ê), Á‡ÒÚ‡ Ì‡ ÎË ‚ ÔÓÁË, ÔÂ ‰ËÁ ‚ËÍ ‚‡ ̆ Ë ÔÓ‰‡ Ê‡ ÌËÂ, ÙËÍ ÒË ‡ ÌË
‚ ·Ë ÎflÌÚ ÌÓ Á‡ÒÌÂ ÚË Ë ÔÂ ÙÂÍÚ ÌÓ ÓÚÔÂ ̃ ‡ Ú‡ ÌË ÙÓÚÓ „‡ ÙËË Ì‡ „Ë„‡ÌÚ ÒÍË ·ËÎ ·Ó‰.
ä‡ÚÓ ˜Â ÎË ËÁ˜ÂÁ ‚‡ ÌÂ ÚÓ Ì‡ ÍÓÌ ÍÂÚ Ì‡ Ú‡ ÒÚÓÍ‡ ÓÚ Ó˜ËÚÂ Ì‡ ÔÓÚÂ ·Ë ÚÂ Îfl Úfl· ‚‡ ‰‡
·˙‰Â ÍÓÏ ÔÂÌ ÒË ‡ ÌÓ Ò ‰ÓÔ˙Î ÌË ÚÂÎ ÌË ‚ËÁÛ‡Î ÌË ÏÂÍË ÔÓ ÛÍÂÔ ‚‡ ÌÂ ÚÓ Ì‡ ÌÂ„Ó ‚Ó ÚÓ
ÍÎË ÂÌÚ ÒÍÓ/ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÍÓ ‰Ó‚Â ËÂ... (ÒÌ. 15) àÏÂÌ ÌÓ Á‡ÚÓ ‚‡ ÒÂ ÔÓfl‚fl ‚‡ Û‰‚Ó fl‚‡ ÌÂ ÚÓ
Ì‡ ÁÌ‡ ̂ Ë ÚÂ – ‚ËÚË Ì‡ Ò Ï‡ÌÂ ÍÂÌ, ·ËÎ ·Ó‰ Ò ˜Ó‚ÂÍ, Ë ‡ÍÓ ÒÎÛ ̃ ‡È ÌÓ Â¯Ë¯ ‰‡ ‚ÎÂ ÁÂ¯
‚˙ÚÂ – Â‰‚‡ Ú‡Ï ÚÂ Ó˜‡ Í‚‡Ú ÒÚÓ ÍË ÚÂ, ÍÓËÚÓ Ó·‡˜Â Ò‡ ÔÓÏÂ ÒÚÂ ÌË ÔÓ ‡ÁÌË ‰‡Î Â˜ ÌË
‡Ù ÚÓ ‚Â Ë Ò‡ Ò flÒÌÓ ÓÁÌ‡ ̃ Â Ì‡ Ì‡ ÂÚË ÍÂÚ ̃ Â Ú‡ ˆÂÌ‡. ◊ÉÓÂ ̆ ‡ Ú‡“ ·‡Á‡ Ì‡ ÒËÚÛ‡ ̂ Ëfl Ì‡
ËÒÚ‡Ì ·ÛÎ ÒÍÓ ÚÓ Ô‡Á‡ Û ‚‡ ÌÂ ÒÂ Â Ú‡Ì ÒÙÓ ÏË ‡ Î‡ ‚ ‰ËÒÚ‡Ì ̂ Ë ‡ Ì‡, ◊ÒÚÛ ‰Â Ì‡“ ‡Á Ïfl Ì‡
Ì‡ Ô‡Ë ÒÂ˘Û ÒÚÓÍ‡ ÓÚ „ÎÓ ·‡ ÎÂÌ ‚Ë‰, ÌÂ˘Ó ÍÓÂÚÓ ÏÓÊÂ ‰‡ ÒÂ ‚Ë‰Ë ‚˙‚ ‚ÒÂÍË ÍÓÒ ÏÓ -
ÔÓ ÎË ÚÂÌ „‡‰ ÔÓ Ò‚ÂÚ‡.

çÓ ‰ÓÍÓÎ ÍÓ ÚÓ àÒÚ‡Ì ·ÛÎ ‚ÒÂ Ô‡Í ÌÂ Â Ó˘Â „‡‰ Ë ÏflÒÚÓ Ì‡ ÁflÎ Í‡ÔË Ú‡ ÎËÁ˙Ï ÓÚ ÚËÔ‡
Ì‡ è‡ËÊ ËÎË ç˛ âÓÍ, ÒÂ Ì‡·Î˛ ‰‡ ‚‡Ú Ë ‰Û„Ë ËÌÚÂ ÂÒ ÌË ÙÓÏË Ì‡ ÔÂ ıÓ‰ Ì‡
‚ËÁÛ‡Î ÌÓÒÚ Ì‡ ËÍÓ ÌÓ ÏË Í‡ Ú‡. ä‡ÚÓ Ô‡ ‚Ë ÎÓ ÚÂ Ò‡ Ò‚˙ Á‡ ÌË Ò ◊Í˙ ‚ÓÒ ÏÂ ÒË ÚÂÎ ÌË ÚÂ“
ÓÚÌÓ ̄ Â ÌËfl ÏÂÊ‰Û ÏÂÒÚÂÌ Ë ‚ÌÓ ÒÂÌ ·ËÁ ÌÂÒ, Ë Ì‡È-‚Â˜Â Ò Ì‡˜Ë ÌË ÚÂ, ÔÓ ÍÓËÚÓ ÚÂ
‚ËÁÛ‡ ÎË ÁË ‡Ú Ô‡Á‡ ÌÓ ÚÓ ÒË ÔË Ò˙ ÒÚ‚ËÂ Ë Ú˙ ÒflÚ ‰ÓÒÚ˙Ô ‰Ó ÔÓÚÂ ·Ë ÚÂ ÎË ÚÂ (ÌÂ Ò˙Ï
ÒË„Û ÂÌ ‰‡ÎË Ò‡ ‚Â˜Â ÍÓÌ ÒÛ Ï‡ ÚÓ Ë...). í‡Í‡, Ì‡ÔË ÏÂ, „Ë„‡ÌÚ ÒÍËflÚ ·ËÎ ·Ó‰ Ì‡
Swatch, ¯‚ÂÈ ̂ ‡ ÒÍ‡ Ú‡ ÍÓ ÔÓ ‡ ̂ Ëfl, ÔÓ ËÁ ‚Ó ‰Ë ÚÂÎ Ì‡ ˜‡ÒÓ‚ ÌË ̂ Ë (‡ÁÔÓÎÓÊÂÌ ÓÚ
Ï‡Ú 2005 „.,  Ì‡‰ àÒÚË ÍÎ‡Î – ˆÂÌ Ú‡Î Ì‡ Ú‡ Ú˙ „Ó‚ ÒÍ‡ ÛÎËˆ‡ Ì‡ ·Îfl ÒÍ‡ ‚Ëfl ‡ÈÓÌ
ÅÂÈÓ „ÎÛ), ËÁÓ ·‡ Áfl ‚‡ ÏÎ‡‰‡ ÊÂÌ‡, ÍÓflÚÓ ËÌ‡˜Â ·Ë ·ËÎ‡ Ò˙‚ÒÂÏ „ÓÎ‡, ‡ÍÓ ÌÂ ·Â¯Â
ÓÍÎfl Ú‡ π, Ì‡Ô‡ ‚Â Ì‡ ÓÚ ˜‡ÒÓ‚ ÌË ̂ Ë – ÔÓ ‰ÛÍ Ú‡, ÍÓÈÚÓ ‚Ò˙ ̆ ÌÓÒÚ ÍÓ ÔÓ ‡ ̂ Ëfl Ú‡
ÔÂ‰ Î‡ „‡ Ì‡ ÍÓÌ ÒÛ Ï‡ ÚÓ ‡ (ÒÌ. 16). Ç˙ÔÓÒ˙Ú Ò ‚ËÁÛ‡Î ÌËfl ÂÁËÍ Ì‡ ÂÍÎ‡ Ï‡ Ú‡ Í‡ÚÓ
ÔÓÚÂ ·Ë ÚÂÎ Ì‡ ÒÍË ÚË ÍÎË ̄ Â Ú‡ Ë ÏÂÌ Ú‡Î ÌË Ì‡ÒÚÓÈ ÍË, ÔË Ò˙ ̆ Ë Ì‡ ÏË¯Â Ì‡ Ú‡ π, ÚÛÍ
Â ÔÓ-ÒÂËÓÁ ÂÌ ÓÚ Ó·Ë ̃ ‡È ÌÓ ÚÓ. Ç Ò‡ ÏÂ ÊÎË ‚‡ Ú‡ „‡‰ ÒÍ‡ ‚ËÁÛ‡Î ÌÓÒÚ Ì‡ àÒÚ‡Ì ·ÛÎ
ÌflÏ‡ ÏflÒÚÓ Á‡ „ÓÎÓ ÚËË (‰Û„ ‚˙ÔÓÒ Â ‰‡ÎË ÚÓ‚‡ ÒÂ ‰˙ÎÊË Ì‡ Á‡· ‡ Ì‡ ËÎË Ì‡
ÔÓ‰‡Á ·Ë ‡ ÌÂ Ë ‡‚ÚÓ-ˆÂÌ ÁÛ ‡ Ì‡ ÂÍÎ‡ ÏÓ ‰‡ ÚÂ Îfl...), ÌÓ ÓÚ ‰Û„‡ ÒÚ‡ Ì‡ ËÏ‡ ÏflÒÚÓ
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the Istanbul economy, is now mediated through the wealth of visual advertisement – you
see what's depicted on the image up front and then you try and guess what's probably
there to be found inside. That however, is not only a fundamental change in the attitude
to shopping, that's a change in culture, in the attitudes of people to each other, towards
their city and living in the city. 

There is something even more interesting. When you look closer at the arrangement/com-
position of some boutique's windows you might be startled – the particular goods are of
course missing from the sidewalk, while at street level on the window display and behind
the vitrine there are mannequins dressed up in selected garments from the shop. The real
surprise comes when you look up to see that above the vitrine there are the same gar-
ments worn by real people (usually of smart European appearance) who are striking
poses meant to provoke imitation, and are fixed visually into brilliantly photographed and
printed gigantic billboards. It seems that the disappearance of the particular goods from
the eyes of the customer must be compensated through the application of some addition-
al visual measures that are meant to reinforce the customers' trust... (ph.15) And that's
precisely why there is the doubling up of visual signs – the vitrine with a mannequin plus
the billboard with fancy human figures. The goods are deep inside waiting for you in case
you decide to enter into the shop but they are displayed at a distance and have clearly
marked price tags. The “hot” bazaar context/situation of Istanbul shopping has been
transformed into a distanced and “cold” exchange of money for goods of the global kind,
something one can see in any cosmopolitan city around the world.

However, since Istanbul is not yet a city and a location of mature capitalism of the Paris or
New York type, one can observe other interesting forms of transitory visuality reflecting the
vibrating economic environment. As a rule these are linked to the “incestuous” relations
between the local and the imported business, and most of all – with the ways these are
visualizing their market presence while searching for access to the customers (I am not
sure if these are consumers yet…) For instance, the gigantic billboard of Swatch, the Swiss
watch-producing corporation (which in March 2005 I saw positioned above Istiklal Cadesi,
the main shopping street of the fancy Beyoglu district), depicts a young woman who would
otherwise be entirely naked if it wasn't for her dress that is made up of watches – the prod-
uct, which the corporation is actually pushing at the customers (ph. 16). The problem of the
visual language of advertisement as a consumer of hidden clichés and mental attitudes
typical for its target is here more serious than usual. In the shy urban visuality of Istanbul
there is no room for nudity (it's a different question whether that's “by default”, or due to
restrictions, or because of self-censorship by the advertiser…). On the other side, there is
room for desires there, and those are mostly the ones of the male subject (after all Istanbul,
as Sofia, is a Balkan city of patriarchal background). Maybe that's the reason why Swatch
has decided to use this simple visual trick, which is tailor-used to both the local attitudes
and conventions (rules?) – the only thing that stands between the male consumer and the
object of his desire, the pretty girl, is the dress made of watches; so, if you want the girl
you are going to have to reach out and grab the watch first… As a result there is the typical
for the language and codes of advertisement transfer of desire from one, inaccessible
object, to another object, which is quite accessible; by having the accessible object, one
can hope to get hold of the inaccessible one at some point in the future…

Visual samples of this kind can be seen everywhere in Istanbul nowadays. Many of them
are part of the advertisement presence of Coca Cola, for instance (ph. 17). But it is rather
more interesting to observe how a local corporation, the Garanti financial group (otherwise
known as the most important supporter of contemporary art in the city), is advertising the
use of its new credit cards on billboards all over the city. In March 2005 that was a bill-
board depicting a young, standing up, blond-wigged woman who otherwise would have
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Á‡ ÊÂÎ‡ ÌËfl, Ì‡È-‚Â˜Â ÚÂÁË Ì‡ Ï˙Ê‡ (‚ÒÂ Ô‡Í, Í‡ÍÚÓ Ë ëÓÙËfl, ÚÓ‚‡ Â ·‡Î Í‡Ì ÒÍË
„‡‰...). ÇÂÓ flÚ ÌÓ ÚÓ‚‡ Â Ì‡Í‡ ‡ ÎÓ Swatch ‰‡ ÔË ·fl„ Ì‡Ú ‰Ó ÔÓ ÒÚÓ ÚÓ ‚ËÁÛ‡Î ÌÓ
Â¯Â ÌËÂ, ÍÓÂÚÓ Â Ì‡„Ó ‰Â ÌÓ Í‡ÍÚÓ Í˙Ï ÏÂÒÚ ÌË ÚÂ Ì‡ÒÚÓÈ ÍË, Ú‡Í‡ Ë Í˙Ï ÏÂÒÚ ÌË ÚÂ
ÛÒÎÓ‚ ÌÓ ÒÚË (Ô‡ ‚Ë Î‡?) – Â‰ËÌ ÒÚ‚Â ÌÓ ÚÓ ÍÓÂÚÓ ÒÚÓË ÏÂÊ‰Û Ï˙Ê‡-ÍÓÌ ÒÛ Ï‡ ÚÓ Ë Ó·ÂÍ -
Ú‡ Ì‡ ÌÂ„Ó ‚Ó ÚÓ ÊÂÎ‡ ÌËÂ, Í‡ ÒË ‚‡ Ú‡ ‰Â‚ÓÈ Í‡, Â ÓÍÎfl Ú‡ ÓÚ ˜‡ÒÓ‚ ÌË ̂ Ë; ‡ÍÓ ËÒÍ‡¯
‰Â‚ÓÈ Í‡ Ú‡, ˘Â Úfl· ‚‡ ‰‡ ÔÓÒÂ„ ÌÂ¯ Ì‡ ˜‡ÒÓ‚ ÌË Í‡... Ç ÂÁÛÎ Ú‡Ú ÒÂ ÔÓ fl‚fl ‚‡ ÚËÔË˜ ÌÓ -
ÚÓ Á‡ ÂÁËÍ‡ Ë ÍÓ‰Ó ‚Â ÚÂ Ì‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ÂÍÎ‡ Ï‡ ÔÂı ‚˙ Îfl ÌÂ Ì‡ ÊÂÎ‡ ÌËÂ ÚÓ ÓÚ Â‰ËÌ,
ÌÂ‰Ó ÒÚ˙ ÔÂÌ Ó·ÂÍÚ, Í˙Ï ‰Û„, Ò˙‚ÒÂÏ ‰ÓÒÚ˙ ÔÂÌ Ú‡Í˙‚ – ÔË ÚÂ Ê‡ ‚‡È ÍË ‰ÓÒÚ˙Ô ÌËfl
Ó·ÂÍÚ, ˜Ó‚ÂÍ ÒÂ Ì‡‰fl ‚‡ ÌflÍÓÈ ‰ÂÌ ‰‡ ‰ÓÍÓ Ô‡ Ë ÌÂ‰Ó ÒÚ˙Ô ÌËfl...

èÓ‰Ó· ÌË Â¯Â ÌËfl ÒÂ„‡ ÒÂ ÒÂ ̆ ‡Ú Ì‡ ‚ÒflÍ‡ Í‡˜ Í‡ ËÁ àÒÚ‡Ì ·ÛÎ Ë ÏÌÓ„Ó ÓÚ Úflı Ò‡
Ò‚˙ Á‡ ÌË Ò ÂÍÎ‡ ÏÌÓ ÚÓ ÔË Ò˙ÒÚ ÌËÂ Ì‡ äÓÍ‡ äÓÎ‡ Ì‡ÔË ÏÂ (ÒÌ. 17). çÓ ÔÓ-ËÌÚÂ ÂÒ -
ÌÓ Â Í‡Í Â‰Ì‡ ÏÂÒÚ Ì‡ ÍÓ ÔÓ ‡ ̂ Ëfl, ÙËÌ‡Ì ÒÓ ‚‡ Ú‡ „ÛÔ‡ Garanti (ËÌ‡˜Â Ì‡È-ÒÂËÓÁ ÌËflÚ
ÒÔÓÌ ÒÓ Ì‡ Ò˙‚Â ÏÂÌ ÌÓ ËÁÍÛ ÒÚ‚Ó ‚ „‡‰‡), ÂÍÎ‡ ÏË ‡ ÛÔÓ ÚÂ ·‡ Ú‡ Ì‡ ÂÎÂÍ ÚÓÌ ÌË
Í‡ÚË ÔÓ Ò‚ÓË ÚÂ ·‡Ì ÍÓ Ï‡ ÚË ËÁ ˆÂÎËfl „‡‰. èÂÁ Ï‡Ú 2005 „. ÚÓ‚‡ ·Â¯Â ·ËÎ ·Ó‰, ËÁÓ -
·‡ Áfl ‚‡˘ ÏÎ‡‰‡ ÊÂÌ‡ ‚ ˆflÎ ˙ÒÚ, ÍÓflÚÓ ËÌ‡˜Â ·Ë ·ËÎ‡ Ò˙‚ÒÂÏ „ÓÎ‡, ‡ÍÓ ÌÂ ·Â¯Â
ÔÓÔË ÍË ‚‡ ̆ ‡ Ú‡ ÚflÎÓ ÚÓ π ÓÍÎfl, Ì‡Ô‡ ‚Â Ì‡ ÓÚ... ·‡ÌÍ ÌÓ ÚË (ÒÌ. 18). è‡‡ ÎÂÎ˙Ú Ò ·ËÎ -
·Ó ‰‡ Ì‡ Swatch ‚ÂÓ flÚ ÌÓ Â ÒÎÛ ̃ ‡ ÂÌ, ÌÓ Â ÏÌÓ „ÓÁ Ì‡ ̃ Ë ÚÂ ÎÂÌ. ä‡ÍÚÓ Â ÏÌÓ „ÓÁ Ì‡ ̃ Ë ÚÂ -
ÎÂÌ Á‡ Ú‡Ì ÒÙÓ Ï‡ ̂ Ëfl Ú‡ Ì‡ ËÒÚ‡Ì ·ÛÎ ÒÍ‡ Ú‡ ËÍÓ ÌÓ ÏË Í‡ (ÏÓÊÂ ·Ë ÚÛ ÒÍ‡ Ú‡ ‚˙Ó· ̆ Â)
Ì‡‰ ÔËÒ˙Ú Ì‡‰ ‚ıÓ‰‡ Ì‡ ÂÒÚÓ ‡ÌÚ ‚ ÅÂ¯ËÍ Ú‡¯, Ì‡È-Â‚Ó ÔÓÂË‰ ÌËflÚ ÊËÎË ̆ ÂÌ Í‚‡ Ú‡Î
‚ ˆÂÌ Ú˙ ‡ Ì‡ àÒÚ‡Ì ·ÛÎ, ÍÓÈÚÓ Û‚Â ‰Ó Ïfl ‚‡ ÍÎË ÂÌ Ú‡, ˜Â ‚˙ÚÂ ÒÂ ÔÂ‰ Î‡ „‡... Swiss
Kebap… (‰‡ÎË ÚÓ‚‡ Â ·ËÁ ÌÂÒ Í˙ ÒÚÓÒ Í‡ Ì‡ Á‡‚˙ Ì‡Î ÒÂ „‡ÒÚ‡ ·‡È ÚÂ???) (ÒÌ. 19). àÎË
Ô˙Í Í‡ÍÚÓ Â ÏÌÓ „ÓÁ Ì‡ ̃ Ë ÚÂÎ Ì‡ Â‰Ì‡ Ï‡ÎÍ‡ Í˙˘‡ Ì‡ ˙·‡ Ì‡ ä‡Ô‡Î˙ ó‡¯˙, ÍÓflÚÓ
ËÁÔ˙Î Ìfl ‚‡ ÏÌÓ „Ó ÙÛÌÍ ̂ ËÓ Ì‡Î Ì‡ ÏËÒËfl – ‡ıË ÚÂÍ ÚÛ ÌËflÚ Ó·ÂÏ Â Ò‚Ó ·Ó‰ ÌÓ ÒÚÓfl˘,
ÓÚ‰Â ÎÂÌ ÓÚ ‚ÒË˜ ÍË ‰Û„Ë Ò˙·Ó Â ÚÂ ÌË Ì‡Ó ÍÓ ÎÓ; Í˙˘‡ Ú‡ Ó˜Â ‚Ë‰ ÌÓ Â Â‰ÌÓ Ù‡ ÏËÎ Ì‡; ÔË -
ÁÂÏ ÌËflÚ ÂÚ‡Ê Â Ï‡„‡ ÁËÌ-·ÛÚËÍ; „Ó ÌË ÚÂ ÂÚ‡ÊË Ò‡ ÊËÎË˘ ÌË Ë ÔÓ ÁÓ ̂ Ë ÚÂ Ò‡ ÛÍ‡ ÒÂ ÌË
Ò˙Ò Ò‡Í ÒËË Ò ˆ‚ÂÚfl Ë Í‡ ÒË ‚Ë ÏÂÚ‡Î ÌË Ô‡‡ ÔÂÚ ̃ Â Ú‡, Ì‡Ô˙Î ÌÓ ‚ ÒÚËÎ ◊è‡ËÊ“ (ÒÌ. 20).
ä˙˘‡ Ú‡ Â Ú‡Í‡ Ó·ÌÓ ‚Â Ì‡ Ë Î˙ÒÍ‡ ‚‡, Ú‡Í‡ ÍÓÌ Ú‡ ÒÚË ‡ ̆ ‡ Ò ÓÍÓÎ ÌÓÒÚ Ú‡, ˜Â ÒÚfl ÒÍ‡.
Ñ‡ÎË ÚÓÁË ÔË ÏÂ Á‡ Â‰ÌÓ Ù‡ ÏË ÎÂÌ ·ËÁ ÌÂÒ Ò Â‚Ó ÔÂÈ ÒÍÓ ‚ËÁÛ‡Î ÌÓ ÔË Ò˙ ÒÚ‚ËÂ Â
ÔÓÍ‡ Á‡ ÚÂ ÎÂÌ Á‡ ·˙‰Â ̆ Â ÚÓ Ì‡ ËÒÚ‡Ì ·ÛÎ ÒÍ‡ Ú‡ ËÍÓ ÌÓ ÏË Í‡? èË ‚ÒË˜ ÍË ÒÎÛ ̃ ‡Ë ÍÓÌ Ú‡ -
ÒÚË ‡ Í‡ÍÚÓ Ò ÓÍÓÎ ÌË ÚÂ ‰˛Ífl ÌË ÓÚ ÒÚ‡ Ëfl ·‡Á‡ ÂÌ ËÒÚ‡Ì ·ÛÎ ÒÍË ÚËÔ, Ú‡Í‡ Ë Ò ¯ËÍ‡ -
ÌË ÚÂ ·ÛÚË ̂ Ë ÓÚ ÌÓ‚‡ Ú‡ ◊„ÎÓ ·‡Î Ì‡“ ‚˙ÎÌ‡.

àÁÍÛ ̄ ‡ ‚‡Ï ÒÂ ‰‡ ÓÔÂ ‰Â Îfl „Ó ÌË ÚÂ ÔË ÏÂ Ë Í‡ÚÓ ◊Ô˙‚Ë ÎflÒÚÓ ‚Ë˜ ÍË“ Ì‡ Â‰Ì‡ „ÎÓ ·‡ -
ÎË ÁË ‡ ̆ ‡ ÒÂ ÔÓ Ò‚ÓÈ Ì‡˜ËÌ Ô‡Á‡ Ì‡ ËÍÓ ÌÓ ÏË Í‡ ‚ ÍÓÌ ÍÂ ÚÂÌ „‡‰. éÚ ‚ËÁÛ‡Î Ì‡ 
„ÎÂ ‰Ì‡ ÚÓ˜Í‡ ËÏ‡Ï Ô˙ÎÌÓ ÓÒÌÓ ‚‡ ÌËÂ ‰‡ Ì‡Ë ̃ ‡Ï Í‡ÔË Ú‡ ÎËÁ Ï‡ ‚ àÒÚ‡Ì ·ÛÎ ÌÂÓ-Í‡ÔË -
Ú‡ ÎËÁ˙Ï Ò ı‡‡Í ÚÂ ÌË ÚÂ Á‡ ÌÂ„Ó ÌÂÛ ÒÚ‡ ÌÓ ‚Â ÌË Ô‡ ‚Ë Î‡ Á‡ ‚ËÁÛ‡Î Ì‡ ÛÔÓ ÚÂ ·‡ Ì‡
ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. àÍÓ ÌÓ ÏË Í‡ Ú‡ Ì‡ àÒÚ‡Ì ·ÛÎ ‚ËÌ‡ „Ë Â ·ËÎ‡ ◊Ô‡Á‡ fl ̆ ‡“ ÒÂ
ËÍÓ ÌÓ ÏË Í‡, ÌÓ Ó˘Â ÌÂ Â flÒÌÓ ‰Ó Í‡Í‚‡ ÒÚÂ ÔÂÌ Â ◊Ô‡Á‡ Ì‡“ Ú‡Í‡ ‚‡; Ó˘Â ÔÓ-ÌÂflÒ ÌÓ Â
‰‡ÎË ‚ Í‡fl Ì‡ Í‡È ̆ ‡ Ú‡ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ ˘Â Ì‡‰‚ËÂ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ ËÎË ÌÂ, Ë ‡ÍÓ
◊‰‡“, ÚÓ ÍÓ„‡ Ë Í‡Í; ‰‡ÎË „‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ˘Â ÔË ‰Ó ·ËÂ ÔÓ‰ ̃ Â Ú‡ Ì‡ ◊Â‚Ó ÔÂ -
Ë‰ Ì‡“ ÔÛ·ÎË˜ ÌÓÒÚ ËÎË ÌÂ? èÓ ÒÚÓ ÚÓ‚‡ Â „‡‰ ‚ ÔÂ ıÓ‰, Ú‡Í‡ Í‡ÍÚÓ Ë ëÓÙËfl Â „‡‰ ‚
ÔÂ ıÓ‰. ê‡Á ÎË Í‡ Ú‡ Â ‚ ÚÓ‚‡, ˜Â ÒÚ‡ ÚÓ ‚Ë ÚÂ ÔÓÁË ̂ ËË Ò‡ ‡Á ÎË˜ ÌË, ‡ ÔË ÎË Í‡ Ú‡ Â ‚
ÚÓ‚‡, ˜Â Í‡È Ì‡ Ú‡ ◊ˆÂÎ“ ËÁ„ÎÂÊ ‰‡ Â Â‰Ì‡Í ‚‡... ÖÚÓ Á‡˘Ó ÒÂ ÒÂ ̆ ‡Ú ÒıÓ‰ ÌË ÔË ÏÂ Ë
Á‡ ◊‚ËÁÛ‡Î ÌË ÌÂÂ‰ ÌÓ ÒÚË“, ÍÓÂÚÓ ÏË ‰‡‚‡ ÓÒÌÓ ‚‡ ÌËÂ Á‡ Ò‡‚ ÌÂ ÌËfl. 

í‡ÍË ‚‡ ÓÒÌÓ ‚‡ ÌËfl Ì‡ÏË ‡Ï Ì‡ ‚ÒflÍ‡ Í‡˜ Í‡, ‰ÓË Ë ‚ Ì‡˜Ë Ì‡, ÔÓ ÍÓÈÚÓ Ò‡ÏËflÚ
àÒÚ‡Ì ·ÛÎ, ‚ ÎËˆÂ ÚÓ Ì‡ Ò‚ÓË ÚÂ ‡‰ÏË ÌË ÒÚ‡ ÚË‚ ÌË ‚Î‡ ÒÚË, ‡ÌÓÌ ÒË ‡ ÒÂ·Â ÒË... àÎË ÔÓ-
ÒÍÓÓ Í‡Í „‡‰ ÒÍË ÚÂ ‚Î‡ ÒÚË, ‡„ÂÌÚ Ì‡ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ ÓÚ ÈÂ‡ ıË ̃ Â ÒÍ‡ Ú‡ ‰‚ÓÈ Í‡
ÔÓÎË ÚË ̃ Â ÒÍÓ-ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ, Ó˜Â ‚Ë‰ ÌÓ ÌÂ Ò‡ ‚ Ò˙ÒÚÓfl ÌËÂ (Ó˘Â ÌÂ Ò‡ ËÎË ‚Â˜Â ÌÂ
Ò‡?..) ‰‡ Ì‡ÎÓ Ê‡Ú ÚËÔË˜ ÌËfl Á‡ ÁÂ ÎËfl Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍË „‡‰ ‰ËÍ Ú‡Ú Ì‡ ÔÓÎË ÚË ̃ Â -
ÒÍÓ ÚÓ Ì‡‰ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ – ÔÂÁ Ï‡Ú 2005 „. Ì‡ Ù‡Ò‡ ‰‡ Ú‡ Ì‡ íÓÔ ı‡ ÌÂ, Ò„‡ ‰‡-
ËÒÚÓ Ë ̃ Â ÒÍ‡ Á‡·Â ÎÂ ÊË ÚÂÎ ÌÓÒÚ ‚ ˆÂÌ Ú‡ ÎÂÌ ‡ÈÓÌ, ÍÓÈÚÓ ÒÂ ‡‰‚‡ Ì‡ ÌÂÔÂÍ ̇ Ò Ì‡Ú
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been completely naked had it not been for the dress, made up of bank notes, covering
some parts of her body… (ph. 18). There is a similarity here between the Garanti and the
Swatch billboards. That could be entirely accidental but it is significant nonetheless. Just
as significant and revealing for the transformation of the Istanbul economy (maybe Turkish
economy in general) is the sign on top of a restaurant in Besiktas, the most European-like
residential district in the central part of Istanbul, which is informing the customer that
Swiss Kebap is offered inside… (I was wondering if that is not a business invention of a
gastarbeiter come back home???) (ph. 19). Or the quite revealing small house on the
fringes of Capali Carsi (The Grand Bazaar of Istanbul), which obviously has a multiple
function to fulfill – it has a free-standing architectural volume separate from all the ruins
around; it is clearly a one-family house; the ground floor is a boutique/shop; the top floors
are residential while their window sills are decorated with flowerpots and beautiful wrought
iron railings, Paris-style like… (ph. 20). That house is so wonderfully renovated and shiny,
so much in contrast to its shabby surroundings that it is startling. One wonders if that
example for a one-family business with a European kind of visual presence in the city is
not telling us what the future of Istanbul economy will be like. In any event, it is quite strik-
ingly contrasted to both the neighboring shops of the old Istanbul bazaar type, and to the
posh boutiques from the new “global” wave.

I am tempted to cast these examples as the first signs of a certain local version of market
economy, which is undergoing a process of globalization on its own terms and in one par-
ticular city. From the point of view of urban visuality I have every reason to define the kind
of capitalism operating in Istanbul as neo-capitalism with the typical unsettled “rules” for
the visual use of public space. The Istanbul economy has always been a bargaining econ-
omy but it is yet unclear whether it is a market economy and if it is, to what extent. It is
even less clear if at the end the political will be able to overpower the economic in that city
or not; and if “yes” then when and in what specific ways? It is yet unclear whether the
urban space of Istanbul will acquire distinct European-kind of public specificity. That's still
a city in a state of transformation just as much as are in transformation cities like Sofia or
Bucharest. The difference is in the starting positions of these cities while the similarity is
that their final points of destination seem to be identically global in substance. That's why
one can see similar samples for “visual irregularities” (or, oddities) in all these cities and
that provides me with grounds for comparison.

One can find such grounds everywhere in Istanbul even in the way the city, through its
municipal authorities, is advertising itself… Or rather in the way the municipal authorities,
an agent of the political in the hierarchical couple political/economic, are obviously not in
a position (are not yet or no longer…?) to enforce the typical for the mature capitalist city
dictate of the political over the economic – in March 2005 the façade of Tophane, a histori-
cal landmark building in a central location with a steady flow of tourists, was adorned with
the following combination of neighboring billboards: a/ above the shop window of a store
selling guns there was a huge billboard featuring 3D gun and bullets on a flat white back-
ground; b/ on the wall of Tophane at the same level above the street there was a gigantic
horizontal billboard, which very self-confidently stated “Istanbul – A City of Love and
Dreams” (ph. 21). The second was clearly identified as being sponsored by the municipal
authorities. These could not possibly have missed the absurd combination of the two
neighboring but diametrically opposed in their messages to customers and tourists bill-
boards (unless, of course, we take the gun as a weapon of passion, if not love…) The
Istanbul municipal authorities probably do not allow nudity and alcohol on the billboards
but they do not seem to be able to handle guns… It seems that the private economic inter-
est of the small gun shop next to Tophane is stronger than the public interest of a city
which depends on tourism for its economic wellbeing… Or maybe that's a city, which while
undergoing globalization in a new European way, is lapsing into a neo-capitalist situation
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ÔÓÚÓÍ ÓÚ ÚÛË ÒÚË, ˜Ó‚ÂÍ ÏÓÊÂ ̄ Â ‰‡ ‚Ë‰Ë ÒÎÂ‰ Ì‡ Ú‡ ÍÓÏ ·Ë Ì‡ ̂ Ëfl ÓÚ Ò˙ÒÂ‰ ÌË ÂÍÎ‡ -
ÏÌË ·ËÎ ·Ó ‰Ó ‚Â: ‡) Ì‡‰ ‚ËÚË Ì‡ Ú‡ Ì‡ Ï‡„‡ ÁËÌ Á‡ Ó˙ ÊËÂ ·ËÎ ·Ó‰ Ò „Ë„‡ÌÚ ÒÍË ‡Á -
ÏÂ Ë, ‚˙ıÛ ÍÓÈÚÓ Ò‡ ‡Á ÔÓ ÎÓ ÊÂ ÌË ÚË ËÁ ÏÂ ÌË ÔËÒÚÓ ÎÂÚ Ë Ô‡ÚÓ ÌË Ì‡ ÔÎÓÒ˙Í ·flÎ
ÙÓÌ; ·) Ì‡ Ó„‡ ‰‡ Ú‡ Ì‡ íÓÔ ı‡ ÌÂ Ì‡ Ò˙˘Ó ÚÓ ÌË‚Ó Ì‡‰ ÛÎË ̂ ‡ Ú‡, „Ë„‡ÌÚ ÒÍË ıÓË ÁÓÌ Ú‡ -
ÎÂÌ Ú‡ÌÒ Ô‡ ‡ÌÚ, Ò‡Ï ÓÛ‚Â Â ÌÓ Á‡fl‚fl ‚‡˘ ◊àÒÚ‡Ì ·ÛÎ, „‡‰ Ì‡ Î˛·Ó‚ Ë ÏÂ˜ÚË“ (ÒÌ.
21). èÓÒÎÂ‰ ÌËflÚ Â flÒÌÓ ÛÍ‡ Á‡Ì Í‡ÚÓ ÔÓÒÚ‡‚ ÂÌ ÓÚ „‡‰ ÒÍË ÚÂ ‚Î‡ ÒÚË. èÓÒÎÂ‰ ÌË ÚÂ Â‰‚‡
ÎË Ò‡ ÔÓ ÔÛ ÒÌ‡ ÎË ‰‡ Á‡·Â ÎÂ Ê‡Ú ‡·ÒÛ‰ ÌÓÒÚ Ú‡ Ì‡ Ò˙ÒÂ‰ ÒÚ‚‡ ̆ Ë ÚÂ ÒË Ë ÍÓÂÌ ÌÓ ÔÓ -
ÚË ‚Ó ÔÓ ÎÓÊ ÌË ‚ ÔÓÒÎ‡ ÌËfl Ú‡ ÒË Í˙Ï ÔÓÚÂ ·Ë ÚÂ ÎË Ë ÚÛË ÒÚË ·ËÎ ·Ó ‰Ó ‚Â (ÓÒ‚ÂÌ ‡ÍÓ
ÌÂ ÔËÂ ÏÂÏ ÔËÒÚÓ ÎÂÚ‡ Í‡ÚÓ Ó˙ ÊËÂ Ì‡ ÒÚ‡ÒÚ Ú‡, ‡ÍÓ ÌÂ Î˛·Ó‚ Ú‡...). ÇÎ‡ ÒÚË ÚÂ ‚
àÒÚ‡Ì ·ÛÎ ÏÓÊÂ Ë ‰‡ ÌÂ ‰ÓÔÛ ÒÍ‡Ú „ÓÎÓ ÚËË Ë ‡ÎÍÓ ıÓÎ ÔÓ ·ËÎ ·Ó ‰Ó ‚Â ÚÂ, ÌÓ Í‡ÚÓ ˜Â ÎË
ÌÂ Ò‡ ‚ Ò˙ÒÚÓfl ÌËÂ ‰‡ ÒÂ ÒÔ‡ ‚flÚ Ò Ó˙ ÊËfl Ú‡. ä‡ÚÓ ˜Â ÎË ˜‡ÒÚ ÌËflÚ ËÍÓ ÌÓ ÏË ̃ Â ÒÍË
ËÌÚÂ ÂÒ Ì‡ Ï‡Î ÍÓ ÚÓ Ï‡„‡ ÁËÌ ̃ Â ‚ ·ÎË ÁÓÒÚ ‰Ó íÓÔ ı‡ ÌÂ Â ÔÓ-ÒËÎÂÌ ÓÚ Ó·˘Â ÒÚ‚Â ÌËfl
ËÌÚÂ ÂÒ Ì‡ Â‰ËÌ „‡‰, ‡Á ̃ Ë Ú‡˘ Ì‡ ÚÛËÁ Ï‡ Á‡ ËÍÓ ÌÓ ÏË Í‡ Ú‡ ÒË... àÎË ÔÓ-ÒÍÓÓ
ÚÓ‚‡ Â „‡‰, ÍÓÈÚÓ Í‡ÚÓ ÒÂ „ÎÓ ·‡ ÎË ÁË ‡ ÔÓ ÌÓ‚ Â‚Ó ÔÂÈ ÒÍË Ì‡˜ËÌ ËÁÔ‡ ‰‡ ‚ ÌÂÓ-
Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍ‡ ÒËÚÛ‡ ̂ Ëfl Ë ‚ËÁÛ‡Î ÌÓÒÚ Ú‡ Ì‡ „‡‰‡ ‰ÂÏÓÌ ÒÚË ‡ ◊ÌÂÂ‰ ÌÓ ÒÚË“ Ë
‡ÌÓ Ï‡ ÎËË ‚ ÈÂ‡ ıËfl Ú‡ ÔÓÎË ÚË ̃ Â ÒÍÓ-ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ?

ëÎÛ ̃ ‡flÚ ◊ëÓÙËfl“ Í‡ÍÚÓ Ë ÒÎÛ ̃ ‡flÚ ◊ÅÛÍÛ Â˘“ Ò‡ ÔÓ-flÒÌÓ ËÁ‡ ÁÂ ÌË ‚ Ò‚Ófl ÌÂÓ-Í‡ÔË Ú‡ -
ÎËÁ˙Ï. Å˙ Á‡Ï ‰‡ Í‡Ê‡, ˜Â ÓÚ ‚ËÁÛ‡Î Ì‡ „ÎÂ ‰Ì‡ ÚÓ˜Í‡ ÚÓ‚‡ ÓÁÌ‡ ̃ ‡ ‚‡, ˜Â ËÍÓ ÌÓ ÏË ̃ Â -
ÒÍÓ ÚÓ ËÏ‡ ÔÂ ‚ÂÒ Ì‡‰ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ, ˜Â ˜‡ÒÚ ÌËflÚ ËÌÚÂ ÂÒ ËÏ‡ ÔÂ ‚ÂÒ Ì‡‰ Ó·˘Â -
ÒÚ‚Â ÌÓ ÚÓ ‰Ó·Ó Ë Ú.Ì. éÚ ‚ËÁÛ‡Î Ì‡ „ÎÂ ‰Ì‡ ÚÓ˜Í‡, ÔË ÎÓ ÊÂ Ì‡ Í˙Ï ËÌÚÂ ÙÂÈ Ò‡ Ì‡ ‡Á -
ÎË˜ ÌË „‡ ‰Ó ‚Â, ÏÓÊÂ Ò˙Ò ÒË„Û ÌÓÒÚ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ËÏ‡ ◊Í‡ÔË Ú‡ ÎËÁ˙Ï“, ÌÓ ËÏ‡ Ë
◊Í‡ÔË Ú‡ ÎËÁ ÏË“. íÓÁË ‚ ëÓÙËfl Ë ÅÛÍÛ Â˘, ‡ ‚ÂÓ flÚ ÌÓ Ë ‚ ‰Û„Ë „‡ ‰Ó ‚Â, ÍÓËÚÓ Ó˘Â ÌÂ
Ò˙Ï ËÏ‡Î ‚˙ÁÏÓÊ ÌÓÒÚ ‰‡ ‚Ë‰fl ÔÓ Ú‡Í˙‚ Ì‡˜ËÌ, Â ◊ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï“. Ç ÚÓÁË ÒÏË Ò˙Î,
ËÌÚÂ ÂÒ ÌÓ ·Ë ·ËÎÓ ‰‡ ÒÂ ‚Ë‰Ë Í‡Í ËÁ„ÎÂÊ ‰‡ ÍËÚ‡È ÒÍËflÚ ‚‡Ë ‡ÌÚ Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï,
ÔÓÒÚÓ ÂÌ Ì‡ ‚ÒÂ Ó˘Â ‰ÂÈ ÒÚ‚‡ ̆ ‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ Ë‰ÂÓ ÎÓ „Ë ̃ Â ÒÍ‡ ·‡Á‡... çÓ Í‡Í‚Ó
‚Ò˙ ̆ ÌÓÒÚ Â ◊ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï“? èÂ‰ Î‡ „‡Ï ‡·ÓÚ Ì‡ ıËÔÓ ÚÂ Á‡ Ë ÌÂ Ò˙Ï ÒÔÂ ̂ Ë‡ ÎËÒÚ
ÔÓÎË ÚÓ ÎÓ„ ËÎË ËÍÓ ÌÓ ÏËÒÚ. Ñ‡ Í‡ÊÂÏ, ˜Â ÒÚ‡‚‡ ‰ÛÏ‡ Ò‡ÏÓ Á‡ ‚ËÁÛ‡ ÎÂÌ ◊ÌÂÓ-Í‡ÔË Ú‡ -
ÎËÁ˙Ï“...

◊çÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï“ Â ÚÓÁË ÓÚ ÏÌÓ „Ó ÚÓ ◊Í‡ÔË Ú‡ ÎËÁ ÏË“, ÍÓÈÚÓ ÔÓ ËÁ ıÓÊ ‰‡ ÓÚ Í˙Ò ÌËfl
ÒÓˆË‡ ÎËÁ˙Ï, Ú‡Í˙‚ Í‡Í ̇ ‚ ÚÓ ·Â ÔÓÁ Ì‡Ú ‚ ÒÚ‡ ÌË ÚÂ ÓÚ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍËfl Î‡„Â. èÓ-ÚÓ˜ÌÓ,
ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï˙Ú ÒÂ ÓÒÌÓ ‚‡ ‚‡ Ì‡ ÔÓÒÚ-ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ Ú‡ ÒËÚÛ‡ ̂ Ëfl Ë ÌÂÈ ÌËfl ÓÒÌÓ ‚ÂÌ
‚˙ÔÓÒ – ÔÂ ‡Á ÔÂ ‰Â ÎÂ ÌËÂ ÚÓ Ì‡ Ó·˘Â ÒÚ‚Â ÌÓ ÚÓ ◊·Ó„‡Ú ÒÚ‚Ó“ (Ú‡ÍÓ ‚‡, Í‡Í ‚Ó ÚÓ Ë ‰ÓÍÓÎ -
ÍÓ ÚÓ „Ó Â ËÏ‡ÎÓ), Ì‡ÚÛ Ô‡ ÌÓ ‰Ó 1989 „., Â¯‡ ‚‡ ÌÂ ÚÓ Ì‡ ÍÓÈÚÓ ‚˙ÔÓÒ Â Ï‡ÒÍË ‡ ÌÓ Í‡ÚÓ
ÔÂ-‰ÂÙË ÌË ‡ ÌÂ Ì‡ ÍÓÌ ̂ ÂÔ ̂ Ëfl Ú‡ Á‡ ◊ÒÓ· ÒÚ‚Â ÌÓÒÚ“, ÌÂÈ ÌÓ ÚÓ Á‡ÍÓ ÌÓ ‚Ó „‡‡Ì ÚË ‡ ÌÂ Ë
ÙËÒ Í‡Î ÌÓ ÛÍÂÔ ‚‡ ÌÂ. á‡ ËÁ„‡Ê ‰‡ ÌÂ ÚÓ Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï‡ Ò˙˘Â ÒÚ‚Û ‚‡ ÔÎ‡Ì, ÍÓÎ ÍÓ ÚÓ
Ë ËÓ ÌË˜ ÌÓ ÚÓ‚‡ ‰‡ Á‚Û˜Ë. ç‡ ‰ÛÏË ÚÓÈ ÒÂ „‡‰Ë ÔÓ ÍÓÌ ÍÂ ÚÂÌ ÏÓ‰ÂÎ – ÚÓÁË Ì‡ Á‡Ô‡‰ -
ÌÓ Â‚ Ó ÔÂÈ ÒÍ‡ Ú‡ Ô‡Á‡ Ì‡ ËÍÓ ÌÓ ÏË Í‡ Ë Ô‡ Î‡ ÏÂÌ Ú‡ Ì‡ ‰ÂÏÓ Í‡ ̂ Ëfl. ç‡ ‰ÂÎÓ, ÚÓÈ ÒÂ
‡Á ‚Ë ‚‡ ÔÓ-Ò‚Ófl ÒÓ· ÒÚ‚Â Ì‡ ÎÓ„Ë Í‡ Ì‡ ÔË ‚Ë ‰ÂÌ ‡Á Ô‡‰, ‡ ‚Ò˙ ̆ ÌÓÒÚ Ì‡ ÒÍË ÚÓ ÔÂ „Û -
ÔË ‡ ÌÂ Ì‡ ÂÎËÚË, ÔÂ ‡Á ÔÂ ‰Â ÎÂ ÌËÂ Ì‡ ÒÓ· ÒÚ‚Â ÌÓÒÚ, ÓÍÓ Ô‡ ‚‡ ÌÂ ‚ ÔÓÎË ÚË ÍÓ/ËÍÓ ÌÓ ÏË -
˜Â ÒÍË ‡ÎË‡Ì ÒË Ë Ú.Ì. ë˙˘ËÌ ÒÍ‡ Ú‡ ‡ÌÌ‡ Ù‡Á‡ Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï‡ Á‡ÔÓ˜ ‚‡ Ó·‡˜Â Â‰‚‡
ÚÓ„‡ ‚‡, ÍÓ„‡ ÚÓ ÔÓ ̂ Â Ò˙Ú Ì‡ ÔÂ ‡Á ÔÂ ‰Â ÎÂ ÌËÂ Â ÔË ÍÎ˛ ̃ ËÎ ‚ Ó·˘Ë ÎËÌËË Ë ‚ ‰‡‰Â Ì‡
ÒÚ‡ Ì‡ Á‡ÔÓ˜ ‚‡Ú ‰‡ ÒÂ ÔÂ‰ ÔËÂ Ï‡Ú ÏÂÍË ÔÓ ◊ÒÚ‡ ·Ë ÎË Á‡ ̂ Ëfl“ Ë ◊ÌÓ Ï‡ ÎË Á‡ ̂ Ëfl“ Ò
Ì‡ÏÂ Ò‡ Ú‡ Ë ÔÓ‰ Ì‡‰ ÁÓ ‡ Ì‡ ÏÓ˘ÌË ËÌÚÂ Ì‡ ̂ ËÓ Ì‡Î ÌË ËÌÒÚË ÚÛ ̂ ËË Ò ËÍÓ ÌÓ ÏË ̃ Â ÒÍË
Ë/ËÎË ÔÓÎË ÚË ̃ Â ÒÍË ÔÓ ÙËÎ – åÇî, Öë, ë‚Â ÚÓ‚ Ì‡ ·‡ÌÍ‡ Ë ‰. á‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï ‚
˜ËÒÚ ‚Ë‰ ÏÓÊÂ ‰‡ ÒÂ „Ó‚Ó Ë, ÍÓ„‡ ÚÓ ÚÓÁË ÔÓ ̂ ÂÒ ‚ÎÂÁÂ ‚ Ô‡‡ ÏÂ ÚË ÚÂ Ì‡ ◊ÔÂ „Ó ‚Ó Ë
Á‡ ÔË Ò˙Â ‰Ë Ìfl ‚‡ ÌÂ Í˙Ï Ö‚Ó ÔÂÈ ÒÍËfl Ò˙˛Á“ Ë ÌÂËÁ ·ÂÊ ÌÓ ÒÎÂ‰ ‚‡ ̆ Ë ÚÂ Ú‚˙‰ ÏÓÌË ÚÓ -
ËÌ„, Ì‡ÚËÒÍ Á‡ Â„Î‡ ÏÂÌ ÚË ‡ ÌÓÒÚ, ÔÓ ÏÂ ÌË ‚ Á‡ÍÓ ÌÓ ‰‡ ÚÂÎ ÒÚ‚Ó ÚÓ Ë ËÍÓ ÌÓ ÏË Í‡ Ú‡,
ÌflÍ‡Í ̇ ‚ ‚Ë‰ ÛÏÂ ÂÌ ‡Á ̂ ‚ÂÚ Ë ÛÒÂ‰ Ì‡ ÎÓÒÚ. ê‡Ì Ì‡ Ú‡ Ù‡Á‡ Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï‡, ÔÓÌÂ ‚
Å˙Î „‡ Ëfl Ë êÛÏ˙ ÌËfl, ·Ë Úfl· ‚‡ ÎÓ ‰‡ ÔË ÍÎ˛ ̃ Ë ‚ ÏÓÏÂÌ Ú‡ Ì‡ ˜ÎÂÌ ÒÚ‚Ó ÚÓ ‚ Öë (‚˙ÔÂ -
ÍË, ˜Â ‡Á ÒË ÁÌ‡Ï, ˜Â ‡Ì ÌËflÚ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï ‚ ëÓÙËfl ˘Â Â ÔË ÍÎ˛ ̃ ËÎ Â‰‚‡ ÚÓ„‡ ‚‡,
ÍÓ„‡ ÚÓ ‚Ë‰fl ÒÓÙËÈ ÒÍË ÔÓÎË ̂ ‡È ‰‡ ‡Á ‰‡ ‚‡ „ÎÓ·Ë Á‡ Ú‚˙ ‰Â ÌÂÔ‡ ‚ËÎ ÌÓ ÚÓ Ô‡ ÍË ‡ ÌÂ
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and thus the city's visuality is demonstrating “irregularities” and anomalies in the hierarchy
of the political/economic type?

The cases of Sofia and Bucharest are more clearly defined in their neo-capitalist charac-
teristics. I should immediately state that from a visual standpoint this means that the eco-
nomic aspects dominate the political aspects, that the private interest dominates the pub-
lic good, etc. From the point of view of visuality as such one can claim that there is “capi-
talism” but there are also “capitalisms”. The kind of capitalism operating in Sofia and
Bucharest, as well as in other cities that I have not yet have the opportunity to look at in
the same way, is “neo-capitalism”. Thinking along these lines, it would be immensely inter-
esting to observe what does the Chinese variant of neo-capitalism, founded on still func-
tioning socialist ideology, look like? But – what is actually “neo-capitalism”? I am offering a
working hypothesis, provided that I am neither a political scientist nor an economist. Let
us say that I am talking about visual “neo-capitalism”…

“Neo-capitalism” is that kind of “capitalism” among so many others, which is originating in
late socialism – as we knew it in the countries of the former Soviet Block in Europe. More
precisely, neo-capitalism is grounded in the post-socialist situation and its main question –
the re-distribution of public wealth (in as much as it was available and in the way it was
available), accumulated before 1989. The resolution of this question is actually masked as
a process to re-define the concept of “private property”, to secure its legal guarantees
and fiscal fortification. There is a plan for the construction of neo-capitalism, no matter
how ironic that may sound. In theory, neo-capitalism is constructed after a particular
model – the model of the western European market economy and parliamentary democra-
cy. In reality, neo-capitalism envelops according to its own logic and appearance of col-
lapse while actually masking the hidden re-grouping of elites, re-distribution of wealth,
entrenchment into new political and economic alliances, etc. However, the actual early
stage in the development of neo-capitalism starts only when the process of re-distribution
has ended in general and a country starts to implement measures along the lines of “sta-
bilization” and “normalization” with the welcomed interference and under the observant
gaze of powerful international institutions with economic and/or political profile such as
the IMF, the EU, the World Bank, etc. We can only talk about neo-capitalism in its purest
form after this process is channeled within the parameters of “negotiations for accession
into the EU”; after the unavoidable introduction of strict monitoring, pressure for clear reg-
ulation of activities, for changes in the legislature and the economy, and once a very mod-
erate level of prosperity is achieved. The early stage of neo-capitalism, at least in Bulgaria
and Romania, would have to be over with these countries' formal accession into the EU.
(Although, talking only for myself, I know that the early stages will be over only when the
police in Sofia start giving away at least parking violation tickets to all those fancy cars
that are illegally stopped right in the middle of the boulevard in front of the bar Planet Club
in central Sofia on late Friday or Saturday night…) Thus neo-capitalism in the
Bulgarian/Romanian version is defined, on one side, by the heritage of post-socialism,
and on the other – by the pressing of the EU. Both these factors are inherent to BG and
RO neo-capitalism – in terms of both origin and/or choice.

Neo-capitalism is:
A) capitalism without bourgeoisie2 – the old bourgeoisie had been destroyed while the

formation of a new bourgeoisie will be needed one-two more generations who have grown
up in affluence or at least in upward social mobility;

B) consumer society without consumers – the retired people are shopping in neigh-
borhood garages constructed in socialist times that have been converted into small gro-
cery stores (ph. 22, 23); the young are strolling down the fancy Vitosha Boulevard in the
center and sometimes shop in the boutiques; the rudimentary consumer middle class go
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Ì‡ ‡ÁÌË Ï‡ÁÌË Ï‡Á‰Ë Ë ‰. ‚ Ò˙·ÓÚ Ì‡ ‚Â˜Â ÔÂ‰ èÎ‡ ÌÂÚ äÎÛ· Ì‡ ÛÎ. é·Ó Ë ̆ Â). í‡Í‡
ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï˙Ú ‚ Ì‡¯Ëfl (Ë ÛÏ˙Ì ÒÍË) ‚Ë‰ ÒÂ ÓÔÂ ‰Â Îfl, ÓÚ Â‰Ì‡ ÒÚ‡ Ì‡, ÓÚ Ì‡ÒÎÂ‰ -
ÒÚ‚Ó ÚÓ Ì‡ ÔÓÒÚ-ÒÓˆË‡ ÎËÁ Ï‡, Ë ÓÚ ‰Û„‡, ÓÚ ÔÂ ÒËÌ „‡ Ì‡ Ö‚Ó ÔÂÈ ÒÍËfl Ò˙˛Á. à ‰‚ÂÚÂ
ÌÂ˘‡ Ò‡ ÏÛ ‚˙Ú Â¯ ÌÓ ÔË Ò˙ ̆ Ë – ÔÓ ÔÓ ËÁ ıÓ‰ Ë/ËÎË ÔÓ ËÁ·Ó.

çÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï˙Ú Â:
Ä) Í‡ÔË Ú‡ ÎËÁ˙Ï ·ÂÁ ·Û ÊÓ ‡ ÁËfl2 – ÒÚ‡ ‡ Ú‡ ·Û ÊÓ ‡ ÁËfl Â ·ËÎ‡ ÛÌË ̆ Ó ÊÂ Ì‡, ‡ Á‡

ÙÓ ÏË ‡ ÌÂ ÚÓ Ì‡ ÌÓ‚‡  Ò‡ ÌÛÊÌË Ó˘Â Â‰ÌÓ-‰‚Â ÔÓÍÓ ÎÂ ÌËfl, ËÁ‡ÒÚ Ì‡ ÎË ‚ ·Ó„‡Ú ÒÚ‚Ó
ËÎË ÔÓÌÂ ‚ Ì‡‡ ÒÚ‚‡ ̆ ‡ Ò˙ÒÚÓfl ÚÂÎ ÌÓÒÚ; 

Å) ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÍÓ Ó·˘Â ÒÚ‚Ó  ·ÂÁ ÍÓÌ ÒÛ Ï‡ ÚÓ Ë – ÔÂÌ ÒËÓ ÌÂ Ë ÚÂ Ô‡Á‡ Û ‚‡Ú ‚ Ï‡ı -
ÎÂÌ ÒÍË „‡‡ ÊË, ÔÂ ‚˙ Ì‡ ÚË ‚ Ï‡„‡ ÁË ÌË (ÒÌ. 22, 23); ÏÎ‡ ‰Â ÊË ÚÂ ÒÂ ‡Á ıÓÊ ‰‡Ú ÔÓ ·ÛÎ.
ÇËÚÓ ̄ ‡ Ë ÔÓÌfl ÍÓ „‡ Ô‡Á‡ Û ‚‡Ú ‚ ·ÛÚË ̂ Ë; Á‡˜ÂÌ ÍË ÚÂ Ì‡ ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÍ‡ ÒÂ‰ Ì‡ ÍÎ‡Ò‡
ıÓ‰flÚ ‚ åÂÚÓ Ë ÚÂÏ ÔÓ‰Ó· ÌË, ÌÓ ÒÂ„‡-Á‡ÒÂ „‡ Ò‡ÏÓ ÒÂ ÔÂ Á‡ Ô‡ Òfl ‚‡Ú, Í‡ÚÓ Ò‡ÏÓ ÌflÍÓË
ËÌ‰Ë ‚Ë ‰Ë Ò‡ ÒÚË„ Ì‡ ÎË Ù‡Á‡ Ú‡, ÔË ÍÓflÚÓ ÍÛÔÛ ‚‡Ú ÌÂ˘‡, ÍÓËÚÓ ÌÂ Ò‡ ËÏ ÌÂÓ·ıÓ ‰Ë ÏË,
ÌÓ „Ó Ô‡ ‚flÚ ÔÓ ËÌÂ ̂ Ëfl, ‰ÓÍ‡ ÚÓ Ú‡Í‡ Ë Ú‡Í‡ Ò‡ ‚ ÒÛÔÂ ̄ Ó Ô‡;

Ç) „‡‰ ÒÍÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ‚ ˜ËÈÚÓ ‚ËÁÛ‡ ÎÂÌ ËÌÚÂ ÙÂÈÒ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ (˜‡ÒÚ -
ÌËflÚ ËÌÚÂ ÂÒ) ‰ÓÏË ÌË ‡ Ì‡‰ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ (Ó·˘Â ÒÚ‚Â ÌÓ ÚÓ ·Î‡„Ó) Ë ÚÓ‚‡ ÒÂ ËÁ‡ Áfl -
‚‡ ‚ ‰‡ ÒÚË˜ ÌÓ ÔÓ‰ ̃ Â Ú‡ ÌË ÈÂ‡ ıËË ÔÓ ‚ËÒÓ ̃ Ë Ì‡ (ëÓÙËfl) ËÎË ÔÓ ‡Á ÏÂ (ÅÛÍÛ -
Â˘) – ÔÛ·ÎË˜ ÌÓÒÚ Ú‡ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Â ÔÓ ·ÎÂ Ï‡ ÚË˜ Ì‡, Ú‡Ï ËÏ‡ ÏflÒÚÓ
Ò‡ÏÓ Á‡ Ì‡ÚflÍ ‚‡ ÌËfl Ë „Û·Ë Ì‡ÏÂ ̂ Ë, ËÁËÒ Í‚‡ ̆ Ë ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÍ‡ Ë‰ÂÌ ÚË˜ ÌÓÒÚ ÓÚ
„‡Ê ‰‡ ÌË Ì‡ (ÒÌ. 24);

É) ÌÂÓ-Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍËflÚ „‡‰ Â ◊‚ËÁÛ‡ ÎÂÌ ‡È“, Ì‡È-‚Â˜Â Á‡ ÂÍÎ‡ Ï‡ Ú‡, ËÎË ÔÓ-
ÚÓ˜ÌÓ ÚÓ‚‡ Â ◊‡È Ì‡ ·ËÎ ·Ó ‰‡“ (ÒÌ. 25, 26, 27, 28) – Ë Í‡ÚÓ ÍÓÎË ̃ Â ÒÚ‚Ó, Ë Í‡ÚÓ ‡Á Ô‡Ò -
‡ÌÓÒÚ ‚ ËÁÔÓÎ Á‚‡ ÌÂ ÚÓ Ì‡ ‚ËÁÛ‡Î ÌË Ë ÒÂÏ‡Ì ÚË˜ ÌË ÍÓ‰Ó ‚Â, ËÁ‚ÎÂ ̃ Â ÌË ÓÚ ◊Ï˙Ò ÌÓ ÚÓ“
ÔÓ‰Ò˙ ÁÌ‡ ÌËÂ Ì‡ „‡‰ ÒÍÓ ÚÓ Ì‡ÒÂ ÎÂ ÌËÂ, Ë Í‡ÚÓ ÒÂ·Â ÒÚÓÈ ÌÓÒÚ – ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì -
ÒÚ‚Ó Ë ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡ Ì‡ ëÓÙËfl, Ì‡ÔË ÏÂ, Â „ÓÎflÏ ·ËÁ ÌÂÒ, ‚ ÍÓÈÚÓ ÒÂ ÔÂ ÔÎË Ú‡Ú
ÏÌÓ„Ó ËÌÚÂ Â ÒË (ÌÂ Ì‡ ÔÓÒÎÂ‰ ÌÓ ÏflÒÚÓ ËÌÚÂ Â ÒË ÚÂ Ì‡ „‡‰ ÒÍË ÚÂ ‚Î‡ ÒÚË), ÌÓ ‚ÒÂ Ô‡Í
ˆÂÌË ÚÂ Á‡ ‰ÓÒÚ˙Ô ‰Ó ‚ÌË Ï‡ ÌËÂ ÚÓ Ì‡ ÔÓÚÂ ·Ë ÚÂ Îfl Ì‡ ÂÍÎ‡ Ï‡ Ú‡/ÒÚÓ Í‡ Ú‡ Ò‡ ÒÏÂ¯ ÌÓ
ÌËÒÍË ÓÚ „ÎÂ ‰Ì‡ ÚÓ˜Í‡ Ì‡ Ó·˘Â ÒÚ‚Â ÌÓ ÚÓ ·Î‡„Ó Ì‡ „‡‰‡ Ë Ì‡ÒÂ ÎÂ ÌËÂ ÚÓ ÏÛ (‡Á ÎË˜ÌÓ
ÌÂ ·Ëı ËÏ‡Î ÌË˘Ó ÔÓ ÚË‚ ·ËÎ ·Ó ‰Ó ‚Â ÚÂ ‰‡ Ò‡ ‚ ‰‚ÓÈ ÌÓ ÔÓ-„ÓÎfl ÏÓ ÍÓÎË ̃ Â ÒÚ‚Ó Ë ‚ÛÎ -
„‡ ÌÓÒÚ, ÒÚË„‡ ÚÓ‚‡ ‰‡ ‚Ó‰Ë ‰Ó Ú‡ÍË ‚‡ „ÓÎÂ ÏË ÔË ıÓ ‰Ë Á‡ Ó·˘Ë Ì‡ Ú‡, ˜Â Úfl ‰‡ ÏË
ÔÓÔ‡ ‚Ë Ì‡È-ÒÂÚÌÂ ÔÓÌÂ ÚÓ ÚÓ ‡ ‡ Ë ÛÎË ̂ ‡ Ú‡ ÔÂ‰ Í˙˘Ë...).

Ñ) ‚ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï‡ ÒÚ‡‚‡ ‰ÛÏ‡ ÌÂ ÚÓÎ ÍÓ ‚‡ Á‡ ÂÙË Í‡ ÒÌÓ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó, ÍÓÎ ÍÓ ÚÓ
Á‡ ÂÙË Í‡ ÒÌÓ ◊Á‡Ë ·fl ‚‡ ÌÂ“ Ë ÔÓÚÂ ·ÎÂ ÌËÂ; ÌÂ ÚÓÎ ÍÓ ‚‡ Á‡ ‰ÓıÓ ‰Ë ÓÚ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó Ë
ÂÍÒÔÎÓ ‡ Ú‡ ̂ Ëfl, Ë Ó˘Â ÔÓ-Ï‡ÎÍÓ Á‡ Ì‡ÔÂ‰ ÌË ̃ ‡ ‚Ë ÚÂı ÌÓ ÎÓ „ËË Ë ÔÓ ̂ Â ÒË, ÍÓÎ ÍÓ ÚÓ Á‡
◊‚˙Á ÔË Ú‡ ‚‡ ÌÂ“ ËÎË ‰ÓË ◊‚ÌÂ ‰fl ‚‡ ÌÂ“ Ì‡ ÊÂÎ‡ ÌËÂ Á‡ ÔÓÚÂ ·ÎÂ ÌËÂ – ‚ÂÓ flÚ ÌÓ Ì‡È-
Á‡ÌË Ï‡ ÚÂÎ ÌËflÚ ÔÓ ̂ ÂÒ ‚ ‡Á‚Ë ÚËÂ ÚÓ Ì‡ ÚÓ‚‡ Ó·˘Â ÒÚ‚Ó Â ÔÓ ̂ ÂÒ˙Ú Ì‡ ‡Ê ‰‡ ÌÂ Ì‡
ÍÓÌ ÒÛ Ï‡ ÚÓ ‡ ÓÚ ÚÛÔ‡ Ì‡ ÚÛ ÊÂ ÌË Í‡ Ë Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎË ÒÚ‡ ÓÚ ÚÛÔ‡ Ì‡ ‡Ô‡ ‡Ú ̃ Ë Í‡.

Ö) ◊ÔË Ì‡ ‰Â Ì‡ Ú‡ ÒÚÓÈ ÌÓÒÚ“ ÔË ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï‡ Ë‰‚‡ ÌÂ ÓÚ ÂÍÒÔÎÓ ‡ Ú‡ ̂ Ëfl, ‡ ÓÚ
ÒÔÂ ÍÛ Î‡ ̂ Ëfl – ÛÍË ‚‡ ÌÂ Ë ËÁÚÓ˜ ‚‡ ÌÂ Ì‡ ‰‡Ì˙ ̂ Ë, ‰‚ÓÈ ÌÓ Ò˜Â ÚÓ ‚Ó‰ ÒÚ‚Ó, ÁÎÓÛ ÔÓ ÚÂ ·‡ Ò
‚Î‡ÒÚ Ë ‚ÎËfl ÌËÂ, ÍÓÛÔ ̂ Ëfl Ë Ú.Ì.;

Ü) ÓÒ‚ÂÌ Ò ‰‡ ÒÚË˜ ÌË ÍÓÌ Ú‡ ÒÚË ÔÓ ÈÂ‡ ıË Ë ÚÂ, ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡ Ì‡ ÌÂÓ-Í‡ÔË -
Ú‡ ÎË ÒÚË ̃ Â ÒÍËfl „‡‰ ÒÂ ı‡‡Í ÚÂ Ë ÁË ‡ Ò ·‡Ó ÍÓ ‚Ó ËÁÓ ·Ë ÎËÂ Ë ·Û Ú‡Î ÌÓ Ì‡Úfl „‡ ÌÂ Ì‡
ÏÂÚ‡ ÙÓ Ë Ë ÍÎË ̄ Â Ú‡.

ç‡È-Ó˜Â ‚Ë‰ Ì‡ Ú‡ ÓÒÓ ·Â ÌÓÒÚ Ì‡ ‚ËÁÛ‡Î ÌËfl ÂÁËÍ ‚ ÂÍÎ‡ ÏÌ‡ Ú‡ ÒÂ‰‡ Ì‡ ëÓÙËfl, Ì‡ÔË -
ÏÂ (ÌÂ˘Ó, Ò ÍÓÂÚÓ ëÓÙËfl Â Ì‡Ô˙Î ÌÓ ÛÌË Í‡Î Ì‡ ‚ Ò‡‚ ÌÂ ÌËÂ Ò ‰Û„Ë ÌÂÓ-Í‡ÔË Ú‡ ÎË ÒÚË -
˜Â ÒÍË „‡ ‰Ó ‚Â), Â ÔÓ‰ ̃ Â Ú‡ Ì‡ Ú‡ ‚ÛÎ „‡ ÌÓÒÚ Ë ÔÂ ÍÓ ÏÂ Ì‡ Ú‡ ÂÓ ÚË Á‡ ̂ Ëfl – ÒÔÓ Â‰
ÒÔÓ ÎÛ˜ ÎË ‚Ó ÚÓ ÓÔÂ ‰Â ÎÂ ÌËÂ Ì‡ ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚, Ì‡Ô‡ ‚Â ÌÓ ÔÂÁ 2003 „. ‚ ÎÓÌÓ ÚÓ
Ì‡ ÔÛ·ÎË˜ ÌË ÚÂ ‰Â·‡ ÚË Ì‡ ÔÓ ÂÍ Ú‡ ÇËÁÛ‡ ÎÂÌ ÒÂÏË Ì‡, ◊Ó·‡Á˙Ú Ì‡ ÊÂÌ‡ Ú‡ ‚ ÔÛ·ÎË˜ ÌÓ -
ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ëÓÙËfl Â Ó·‡Á Ì‡ ÔÛ·ÎË˜ Ì‡ ÊÂÌ‡“ (ÒÌ. 29, 30, 31). í‡Í‡ ÓÒÌÓ‚ Ì‡
ı‡‡Í ÚÂ Ë ÒÚË Í‡ Ì‡ ÒÓÙËÈ ÒÍËfl ‚ËÁÛ‡ ÎÂÌ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï Â ÔÂ ‰ÂÎ Ì‡ Ú‡ ‰‡ ÒÚË˜ ÌÓÒÚ
‚ ÛÔÓ ÚÂ ·‡ Ú‡ Ì‡ ‚Â˜Â ÒÔÓ ÏÂ Ì‡ ÚËfl ÔÂ ÌÓÒ Ì‡ ÊÂÎ‡ ÌËÂ ÚÓ ÓÚ Â‰ËÌ ‚˙ıÛ ‰Û„ Ó·ÂÍÚ.
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to the Metro superstore and others like that but so far they are just piling up unnecessary
reserves – only a few individuals have reached the stage where they shop by habit rather
than by force of need while they are in the store anyways;

C) the city space has a visual interface where the economic (private interest) is domi-
nating the political (public good) and that is expressed in the drastically visible hierarchies
along the vertical axis (as in Sofia) or in terms of size (as in Bucharest) – the public sub-
stance (and use) of public space is highly problematic, there is only room there for vulgar
hints and rude nagging demanding consumer identity from the city dweller (ph. 24);

D) the neo-capitalist city is a “visual paradise” for advertisement, or more precisely, it
is a “billboard heaven” (ph. 25, 26, 27, 28) in terms of both the vast quantity of advertise-
ment units, and the raffish promiscuity in the use of visual and semantic codes that are
derived from the “dirty” subconscious of the city population, as well as financial cost – the
public space and the visual environment of Sofia for instance, are currently the play-
ground of huge business activity and many interests (not the least the interests of the
municipal council and its members). However, the prices to gain access to the attention of
the target/customer of the ad and the goods are ridiculously low measured up against the
public good of the city and the needs of its people (I myself would have nothing against if
the billboards in the city are twice as abundant and many times over more vulgar if only
that would lead to such a high revenue for the municipality that it will fix properly at least
the sidewalk in front of my building);

E) neo-capitalism is not so much about efficient production as it is about efficient
“hooking up” and consumption; it is not so much about income and profits from produc-
tion and exploitation, and even less so about advanced technologies and processes,
neo-capitalism is mainly about “education” and even “installment” of the desire to con-
sume – I think the most entertaining process to observe in the birth and development of
this society is the birth of the consumer from the corpse of the sotz laborer and of the
neo-capitalist businessman from the corpse of the apparatchik (high nomenclatura
member);

F) the “surplus value” in neo-capitalism comes not from exploitation but from specu-
lation – tax evasion and tax fraud, double accounting, abuse of power and influence,
corruption, etc.;

G) in addition to the drastic contrast of the hierarchies, the visual environment in a
neo-capitalist city is characterized by the baroque abundance and brutal stretching of
metaphors and clichés, be that as these may be of architectural, visual, or semantic sub-
stance.

The most visible feature of the visual language in the advertisement environment of
Sofia for instance (something for which Sofia is unique in comparison to other neo-capi-
talist cities), is the super stressed vulgarity and overly abused eroticism of the visual and
other messages that saturate the public space. According to the definition given by
Alexander Kiossev in 2003 within the workings of the Visual Seminar project, “the image
of the woman in the public space of Sofia is the image of a prostitute” (in Bulgarian
“public woman”, which is the more formal word used for prostitute) (ph. 29, 30, 31). The
main characteristic of the Sofia visual neo-capitalism is the already mentioned drastic
transfer of desire from one to another object. The presence of so much nudity and the
hints as to the hidden (and not so hidden) “wishes” of the Sofia male inhabitant in the
billboard advertisements of alcohol and other goods are actually a kind of admission
that there is actually no serious and real consumer figure in the city economy (and
country economy for that matter) – not everybody can afford to buy a new Mercedes
Jeep but anybody can drink alcohol; not everybody can get a chic and sexy girlfriend
but anybody can grab the frosty grape brandy or vodka bottle from the fridge… (ph. 32).
The visual nagging is sometimes in the sphere of the sexual contacts. That's when and
where the ultimate transfer of desire from one to another object takes place. That's when
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ç‡ÎË ̃ ËÂ ÚÓ Ì‡ ÚÓÎ ÍÓ ‚‡ ÏÌÓ„Ó „ÓÎÓ ÚËfl Ë Ì‡ÏÂ ̂ Ë Á‡ ÒÍË ÚË ÚÂ (Ë ÌÂ ˜‡Í ÚÓÎ ÍÓ ‚‡ ÒÍË ÚË)
ÏÂ‡ ̂ Ë Ì‡ ÒÓÙËfl ÌÂ ̂ ‡ ‚ ÂÍÎ‡ Ï‡ Ú‡ Ì‡ ‡ÎÍÓ ıÓÎ Ë ‰Û„Ë ÒÚÓÍË Ò‡ ‚Ò˙ ̆ ÌÓÒÚ Â‰ËÌ ‚Ë‰
ÔËÁ Ì‡ ÌËÂ Á‡ ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ ÒÂËÓÁ ÂÌ ÍÓÌ ÒÛ Ï‡ ÚÓ ‚ ËÍÓ ÌÓ ÏË Í‡ Ú‡ Ì‡ „‡‰‡ (Ë ÒÚ‡ -
Ì‡ Ú‡) – ÌÂ ‚ÒÂÍË ÏÓÊÂ ‰‡ ÒË ÍÛÔË ÌÓ‚ ‰ÊËÔ ÏÂ ̂ Â ‰ÂÒ, ÌÓ ‚ÒÂÍË ÏÓÊÂ ‰‡ ÔËÂ; ÌÂ
‚ÒÂÍË ÏÓÊÂ ‰‡ „ÂÔË Î˙ÒÍ‡ ‚Ó „‡‰ÊÂ, ÌÓ ‚ÒÂÍË ÏÓÊÂ ‰‡ ‰ÓÍÓ Ô‡ Á‡ÔÓ ÚÂ Ì‡ Ú‡ ‚ ıÎ‡ ‰ËÎ -
ÌË Í‡ ·ÛÚËÎ Í‡ ‡ÍËfl ËÎË ‚Ó‰Í‡... (ÒÌ. 32). ÇËÁÛ‡Î ÌË ÚÂ Ì‡ÏÂ ̂ Ë ÔÓÌfl ÍÓ „‡ Ò‡ ‚ ÒÙÂ ‡ Ú‡
Ì‡ ÒÂÍ ÒÛ‡Î ÌË ÚÂ ÍÓÌ Ú‡Í ÚË Ë ÚÓ„‡ ‚‡, ‚Ò˙ ̆ ÌÓÒÚ, ÒÂ Â‡ ÎË ÁË ‡ Ï‡Í ÒË Ï‡Î ÌËflÚ ÔÂ ÌÓÒ Ì‡
ÊÂÎ‡ ÌËfl, ‡Á ÍË ‚‡˘ Ï‡Í ÒË Ï‡Î ÌÓ ÚÓ ÔÓÒÎ‡ ÌËÂ Ì‡ ÂÍÎ‡ ÏÌ‡ Ú‡ ÒÂ‰‡ – ‚ÌÂ ‰fl ‚‡ ÌÂ ÚÓ
Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍË life-style – ÏÓÊÂ Ë ‰‡ ÌÂ ÏÓ„‡ ‰‡ ÍÓÌ ÒÛÏË ‡Ï (ÊË‚Âfl) ÔÓ
·Ó„‡ Ú‡¯ ÍË, ÌÓ ÔÓÌÂ ÏÓ„‡ ‰‡ ÒÂ ˜ÛÍ‡Ï ÔÓ ·Ó„‡ Ú‡¯ ÍË... Ë Ú‡Í‡, ÔÓÒÎÂ‰ ÌË ÚÂ ˘Â ÒÚ‡ ÌÂÏ
Ô˙‚Ë..., ‡ ÔÓÒÎÂ ˘Â ‚Ë‰ËÏ… (ÒÌ. 33, 34)

ç‡È-Ó˜Â ‚Ë‰ Ì‡ Ú‡ ÈÂ‡ ıËfl ‚˙‚ ‚ËÁÛ‡Î ÌËfl ËÌÚÂ ÙÂÈÒ Ì‡ ëÓÙËfl ÔÓÌ‡ÒÚÓfl ̆ ÂÏ Â ÈÂ‡ -
ıËfl Ú‡ (ÒÌ. 35) „ÓÂ – ‰ÓÎÛ Ë „‡‰ ÒÍË ˆÂÌ Ú˙ – Ï‡ı‡ ÎË (‚˙ÔÂ ÍË ˜Â Ó˘Â ÔÓ-ÔÓÍ‡ Á‡ ÚÂÎ ÌË
Ò‡ ÒÎÛ ̃ ‡ Ë ÚÂ Ì‡ ÒÏÂ Ò‚‡ ÌÂ Í‡ÚÓ Ì‡ÎË ̃ ËÂ ÚÓ Ì‡ ÍÓ ÔÓ ‡ ÚË‚ ÌË ÓÙËÒ ÌË Ò„‡ ‰Ë ‚ åÎ‡‰ÓÒÚ,
ã˛ÎËÌ ËÎË ÑÛÊ ·‡) (ÒÌ. 36). Ç ˆÂÌ Ú˙ ‡ Ì‡ „‡‰‡ ‰ÓÏË ÌË ‡ ÍÓ ÔÓ ‡ ÚË‚ ÌÓ ÚÓ ÎÓ„Ó, ‡Á -
ÔÓ ÎÓ ÊÂ ÌÓ ‚ËÒÓ ÍÓ „ÓÂ ÔÓ ÔÓÍË ‚Ë ÚÂ Ì‡ Ò„‡ ‰Ë ÚÂ (Ú‡Í‡ ÒÚÓflÚ ÌÂ˘‡ Ú‡ Ë ‚ ÅÛÍÛ Â˘)
(ÒÌ. 37). íÓ Â Î˙ÒÍ‡ ‚Ó Ë ÔÂ ‰ÂÎ ÌÓ ÛÒÎÓ‚ ÌÓ, Ì‡È-˜ÂÒÚÓ Ò‚Â ‰Â ÌÓ ‰Ó ÎÓ„Ó ÚÓ Ì‡ ÍÓ ÔÓ ‡ -
ˆËfl Ú‡. íÓ ÌÂ ÌÓÒË ÍÓÌ ÍÂÚ Ì‡ ËÌÙÓ Ï‡ ̂ Ëfl Ë ‚ ÒÏË ÒÎÓ‚ ÔÎ‡Ì Â ËÁ‚˙Ì ÍÓÌ ÚÂÍ ÒÚÛ ‡Î ÌÓ,
ËÎË ÔÓ-ÚÓ˜ÌÓ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ Ò‚Ófl ÒÓ· ÒÚ‚ÂÌ ÍÓÌ ÚÂÍÒÚ ·ÂÁ ‚ËÁÛ‡Î Ì‡ ‚˙ ÁÍ‡ Ò ÔÓ ‰ÛÍ Ú‡,
ÍÓÈÚÓ ÍÓ ÔÓ ‡ ̂ Ëfl Ú‡ ÔÂ‰ Î‡ „‡ (ÒÌ. 38). äÓ ÔÓ ‡ ÚË‚ ÌÓ ÚÓ ÎÓ„Ó ÛÔ‡ ‚Îfl ‚‡ „Ë„‡ÌÚ ÒÍË
‚ËÁÛ‡Î ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡. íÓ Â Ú‡Ï, Í˙‰Â ÚÓ ÔÂ‰Ë „Ó‰Ë ÌË ÒÂ ‡Á ÔÓ Î‡ „‡ı‡ ÒÓˆË‡ ÎË ÒÚË -
˜Â ÒÍË ÚÂ ÔÓ Ô‡ „‡Ì ‰ÌË ÎÓÁÛÌ „Ë ÓÚ ÚËÔ‡ ◊ë Åäè Ì‡ÔÂ‰ ‰Ó Ô˙Î Ì‡ Ú‡ ÔÓ· Â‰‡ Ì‡ ÍÓÏÛ ÌËÁ -
Ï‡“ Ë ‰Û„Ë Ú‡ÍË ‚‡. íÓÁË ÚËÔ ‚ËÁÛ‡Î ÌÓ ÔË Ò˙ ÒÚ‚ËÂ ÔÓÒÓ˜ ‚‡ flÒÌÓ ÍÓÈ ‰˙ÊË ‚Î‡ÒÚ Ú‡
‚ ÒÚ‡ Ì‡ Ú‡.

ç‡È-ÍÓÌ ÙÛÁ ÌËflÚ ÔË ÏÂ Á‡ „Ó ÌÓ ÚÓ Â ÌÂÓ ÌÓ ‚ËflÚ Ì‡‰ ÔËÒ-ÂÍÎ‡ Ï‡-ÎÓ„Ó Ì‡ ÍÓ ÔÓ ‡ -
ˆËfl Ú‡ Philips, ÔÓÒÚ‡‚ ÂÌ Ì‡ ÔÓÍË ‚‡ Ì‡ Ò„‡ ‰‡, ÍÓflÚÓ ËÌ‡˜Â Â ËÁ‚ÂÒÚ Ì‡ Í‡ÚÓ ◊èËÓ -
„Ó‚“, ·ÓÎ ÌË ̂ ‡, àÌÒÚË ÚÛÚ Á‡ ÒÔÂ¯ Ì‡ ÏÂ‰Ë ̂ ËÌ ÒÍ‡ ÔÓÏÓ˘ (ÒÌ. 39). èË ÎËÔ Ò‡ Ú‡ Ì‡ Í‡Í -
‚‡ ÚÓ Ë ‰‡ Â ‚ËÁÛ‡Î Ì‡ ËÌ‰Ë Í‡ ̂ Ëfl Á‡ ËÒÚËÌ ÒÍÓ ÚÓ ÔÂ‰ Ì‡Á Ì‡ ̃ Â ÌËÂ Ì‡ Ú‡ÁË Ò„‡ ‰‡, Ë
Ò˙˘Â ‚Â ÏÂÌ ÌÓ ÔË ÔÂ‰ ÔÓ Î‡ „‡ ÂÏ‡ Ú‡ ◊‚Î‡ÒÚ“ Ì‡ Philips Ì‡‰ ◊èËÓ „Ó‚“ (Í‡ÚÓ ÒÔÓÌ ÒÓ
Ì‡ ÚÂı ÌË Í‡ Ë Ú.Ì.), Ì‡Ë ̃ ‡Ï Ú‡ÍË ‚‡ ÒÎÛ ̃ ‡Ë ◊‚ËÁÛ‡Î ÌË ÌÂÂ‰ ÌÓ ÒÚË“, ÍÓËÚÓ Ó·‡˜Â ÏË
‚˙ ̄ ‡Ú ËÁÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ‰Ó·‡ ‡·Ó Ú‡, Á‡˘Ó ÚÓ flÒÌÓ ‰ÂÏÓÌ ÒÚË ‡Ú Ò˙˘ÌÓÒÚ Ú‡ Ì‡ ÔÓ -
·ÎÂ Ï‡ ‚ ÒÓÙËÈ ÒÍËfl ËÌÚÂ ÙÂÈÒ, ÍÓÈÚÓ ÏÂ Á‡ÌË Ï‡ ‚‡. í‡ÍË ‚‡ ÔË ÏÂ Ë Ò‡ Â‡Î ÌÓ Ò˙˘Â -
ÒÚ‚Û ‚‡ ̆ ‡ ‰ÂÏÓÌ ÒÚ‡ ̂ Ëfl Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ˙Ï ‚ ‰ÂÈ ÒÚ‚ËÂ – ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ Ì‡‰ ÔÓÎË -
ÚË ̃ Â ÒÍÓ ÚÓ, ˜‡ÒÚ ÌÓ ÚÓ Ì‡‰ Ó·˘Â ÒÚ‚Â ÌÓ ÚÓ, ÍÓÌ ÙÛ ÁËfl ‚ ÒË„ Ì‡ ÎË ÚÂ Á‡ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó Ë
ÔÓÚÂ ·ÎÂ ÌËÂ, Ë Ú.Ì.

Ç Í‚‡ Ú‡ ÎË ÚÂ ËÁ‚˙Ì ˆÂÌ Ú˙ ‡, ÌÓ ‰ÓË Ë ‚ ˆÂÌ Ú˙ ‡ Ì‡ ‚ËÒÓ ̃ Ë Ì‡ Ú‡ Ì‡ Â‰ËÌ ˜Ó‚Â¯ ÍË
˙ÒÚ, ‰ÓÏË ÌË ‡ Ï‡ı ÎÂÌ ÒÍÓ ÚÓ ÎÓ„Ó, ÔÓ ÏÓ ÚË ‡ ̆ Ó ‰Â ·ÂÌ ËÎË Â‰ÌÓ Ù‡ ÏË ÎÂÌ, Ï‡ı ÎÂÌ -
ÒÍË ·ËÁ ÌÂÒ (ÒÌ. 40). íÓ Â ‰ËÂÍÚ ÌÓ, ÒÚÓË ‚ ÌÂÔÓ ÒÂ‰ ÒÚ‚Â Ì‡ ·ÎË ÁÓÒÚ ‰Ó ÍÎË ÂÌ Ú‡/„‡Ê -
‰‡ ÌËÌ, Í‡ÚÓ ÒÂ ‚Ú˙ Í‚‡ ‚ ÚflÎÓ ÚÓ Ë Ó˜ËÚÂ ÏÛ. å‡ıÎÂÌÒÍÓÚÓ ÎÓ„Ó ÛÔ‡ ‚Îfl ‚‡ ÔÓ ÒÚ‡Ì -
ÒÚ‚Ó ÚÓ ‚ ‡‰Ë ÛÒ ÓÚ 15-20 Ï Ë ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ‚ËÁÛ‡Î ÌÓ ◊ÔÂ ÔË Í‡ ‚‡ ÌÂ“ Ì‡ Ô‡Á‡ Ì‡ ÚÂË -
ÚÓ Ëfl ÔÓ Ï‡ı‡ ÎË, Ú‡Í‡ Í‡ÍÚÓ Ô‡ ‚flÚ ÛÎË˜ ÌË ÚÂ ÔÂÒÓ ‚Â (ÒÌ. 41). åÂÊ‰Û Ï‡ı‡ÎÂÌ ÒÍÓ ÚÓ
ÎÓ„Ó Ë ·ËÁ ÌÂ Ò‡, ÍÓÈÚÓ ÚÓ ÔÓ ÏÓ ÚË ‡, ÌflÏ‡ ‰ËÒÚ‡Ì ̂ Ëfl. å‡ıÎÂÌÒÍÓÚÓ ÎÓ„Ó Â „Û·Ó Ë ÌÂ-
ÒÚËÎ ÌÓ, Ì‡Ô‡ ‚Â ÌÓ Ì‡ ˙Í‡, ÌÓ Â ‚ËÚ‡Î ÌÓ Ë ‚ÛÎ „‡ ÌÓ (ÒÌ. 42). íÓÁË ÚËÔ ‚ËÁÛ‡Î ÌÓ ÔË -
Ò˙ ÒÚ‚ËÂ ÔÓÒÓ˜ ‚‡ flÒÌÓ Ì‡ Í‡Í‚Ó ÌË‚Ó Ì‡ ÔÓÚÂ ·ÎÂ ÌËÂ (Í‡ÚÓ ÙËÁË ̃ Â ÒÍË ÔÓ ‰‡ ‚‡ ̃ Ë Ë
ÍÛÔÛ ‚‡ ̃ Ë, Ï‡„‡ ÁË ÌË, ˆÂÌË, ÒÚÓÍË, ‡ÒÓ ÚË ÏÂÌÚ) Â‡Î ÌÓ ÒÂ ÒÎÛ˜ ‚‡ Ô‡Á‡ Ì‡ Ú‡ ËÍÓ ÌÓ ÏË -
Í‡ ‚ ëÓÙËfl.

Ç ÏÂÊ ‰ËÌ Ì‡ Ú‡ ÚÂË ÚÓ Ëfl ÒÂ Ì‡ÏÂ ÒÚ‚‡ ÚÂÚË ÚËÔ ÔË Ò˙ ÒÚ‚ËÂ ‚ ËÌÚÂ ÙÂÈ Ò‡ Ì‡ „‡‰‡.
íÓ‚‡ Â ·˙Î „‡ ÒÍËflÚ ·ËÎ ·Ó‰. íÓÈ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ÔÓÏÓ ̂ Ëfl Ì‡ ÏÂÒÚÂÌ ·ËÁ ÌÂÒ Ò Ì‡ˆËÓ -
Ì‡Î ÌË ÔÂ ÚÂÌ ̂ ËË. çÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÔÓ‰ ÌÓ ‚fl ‚‡˘ ÒÂ ÔË ÏÂ Ò‡ ·ËÎ ·Ó ‰Ó ‚Â ÚÂ ÓÚ ÂÍÎ‡ -
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and where the ultimate message of the advertisement environment is revealed – it's the
implantation of a neo-capitalist life-style across the social spectrum – maybe I can't
afford to consume (and live) like a rich man, but at least I can get a royal fuck anytime I
want… how about that! So, we shall see… (ph. 33, 34)

The most obvious hierarchy in the visual interface of Sofia at present is the up-and-down
hierarchy (ph. 35), as well as the city center – neighborhoods hierarchy (p. 36), although
even more revealing are the examples for mixing up of urban spaces when a glass covered
corporate building would go up in the socialist-times residential area of the Mladost, Lyulin
and Druzhba housing projects. The center of the city is dominated by the corporate emblem
positioned high up on the roofs of the buildings (ph. 37) (it's the same in Bucharest). The
corporate emblem is shiny and overly abstract most often reduced to the corporate logo. It
provides no exact information and in terms of semantics it is a-contextual, or rather – it is its
own context without any visual connection or reference to the product offered by the corpo-
ration (p. 38). The corporate logo is dominating and “managing” visually huge urban
spaces. It is usually positioned at the very spots where the ideological slogans from the
monumental propaganda would have been located before 1989. This kind of visual presence
is a clear indication as to the exact subject holding power in the country.

The most confusing sample for the above is the neon sign-advertisement for the Philips
Corporation, which is positioned for years on top of a building that is otherwise known as
The Pirogov Hospital for Emergency Health Care (ph. 39). In the absence of any informa-
tion/indication as to the true public function/identity of this building and in the context of
the presumed “power” of Philips over Pirogov Hospital (as a sponsor of equipment and so
on), I call such samples “visual irregularities”. In Sofia these are plentiful and they serve
me well to demonstrate the very substance of the problem in the Sofia urban interface.
Such samples are a “reality show” kind of demonstration of neo-capitalism in action – the
economic overpowering the political, the private interest overpowering the public interest,
the confused signals for production and consumption, etc.

In the neighborhoods away from the city center, and also in the center at eye level, the
dominating visual presence belongs to what I call, the “neighborhood logo”, which is pro-
moting some small and/or one-family business operating in a given neighborhood and
having the same range of economic efficiency (ph. 40). The neighborhood logo is very
direct, it is located immediately next to the body of the client (city dweller) and it is rubbing
itself into his/her eyes, clothes, and body parts. The neighborhood logo is commanding a
space and visual range of 15-20 m radius. It is in effect a kind of visual “marking up” of
territory in the neighborhoods much in the same way the stray dogs do (ph. 41). There is
no distance between the neighborhood logo and the business it is promoting. The neigh-
borhood logo is rude and lacks style, it is hand-made and simple but it is vital and vulgar
in its directness (ph. 42). This kind of visual presence in the city is a clear indication for
the actual level of consumption (as physical sellers and buyers, stores, prices, goods,
available selection, etc.) within the market economy of Sofia.

The middle ground in the Sofia visual environment is taken over by a third type of pres-
ence in the city interface. That's what I call the Bulgarian billboard. It is a promotional
agent for some local business with ambitions for national range of operation and impact.
The ever renewable example for this visual layer are the billboards of the alcohol produc-
ing companies – the Karnobat Grape Brandy, the Biserna Grape Brandy, the X-taz Vodka,
the Flirt Vodka, the Peshtera Ouzo Brandy, etc. (ph. 43) The Bulgarian billboard has bor-
rowed some characteristics from both the other two types: a) in terms of form – it is as
shiny, as chic and attractive as the corporate logo, it is expensive, made through sizable
investment of money, facility and designer resources; b) in its conceptual thinking and
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ÏÌË ÚÂ Í‡Ï Ô‡ ÌËË Á‡ ä‡ ÌÓ ·‡Ú ÒÍ‡ „ÓÁ ‰Ó ‚‡, ÅËÒÂ Ì‡ „ÓÁ ‰Ó ‚‡, ‚Ó‰Í‡ X-taz, ‚Ó‰Í‡ Flirt,
Ï‡ÒÚË Í‡ ◊èÂ˘Â ‡“ Ë Ú.Ì. (ÒÌ. 43) Å˙Î „‡ ÒÍËflÚ ·ËÎ ·Ó‰ ÓÚ‡ Áfl ‚‡ ÔÓ ÌÂ˘Ó Ë ÓÚ ‰‚‡Ú‡
„ÓÌË ÚËÔ‡: ‡) ÔÓ ÙÓÏ‡ – ÚÓÈ Â Î˙ÒÍ‡‚, ¯ËÍ‡ ÂÌ Ë ÔË‚ ÎÂ Í‡ ÚÂ ÎÂÌ Í‡ÚÓ ÍÓ ÔÓ ‡ ÚË‚ -
ÌÓ ÚÓ ÎÓ„Ó, Ë Â Ì‡Ô‡ ‚ÂÌ Ò˙Ò ÁÌ‡ ̃ Ë ÚÂÎ Ì‡ ËÌ‚Â ÒÚË ̂ Ëfl Ì‡ Ô‡Ë, ÚÂı ÌË Í‡ Ë ‰ËÁ‡È ÌÂ ÒÍË
ÂÒÛÒ; ·) ‚ ÏËÒÎÂ ÌÂ ÚÓ Ë ÔÓÒÎ‡ ÌËfl Ú‡ ÒË Â ‚ÛÎ „‡ ÂÌ Ë ÍÓÌ ÍÂ ÚÂÌ Í‡ÚÓ ÒÚË ÎË ÒÚË Í‡ Ú‡ Ì‡
Ï‡ı‡ ÎÂÌ ÒÍÓ ÚÓ ÎÓ„Ó, Á‡Ë „‡ ‚‡˘ ÒÂ Ò Ì‡ÒÚÓÈ ÍË ÚÂ Ì‡ ÒÂ‰ ÌÓ ÒÚ‡ ÚË ÒÚË ̃ Â ÒÍËfl ÊËÚÂÎ Ì‡
„‡‰‡. Ç ÚÓÁË ÒÏË Ò˙Î ·˙Î „‡ ÒÍËflÚ ·ËÎ ·Ó ‡‰ Â Â‰ÌÓ ÚËÔ ÌÓ fl‚ÎÂÌËÂ Ò ◊ÔÓÔ-ÙÓÎÍ“,
◊˜‡Î„‡“ Ë Ú.Ì.

ä‡ÍÚÓ Ì‡‚ Òfl Í˙ ‰Â ÔÓ Ò‚ÂÚ‡, Ú‡Í‡ Ë ‚ ÌÂÓ-Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍ‡ ëÓÙËfl, ÓÒÌÓ‚ ÌÓ ÚÓ ‚ ÂÍÎ‡ -
Ï‡ Ú‡ Â ÂÙË Í‡ ÒÌÓÒÚ Ú‡. ífl ÒÂ ËÁÏÂ ‚‡ ‚ Ò˙ÓÚ ÌÓ ̄ Â ÌËÂ ÚÓ ÏÂÊ‰Û ‚ÎÓ ÊÂ ÌË ÒÂ‰ ÒÚ‚‡
(Ú‚Ó ̃ Â ÒÍË ÛÒË ÎËfl, ÔÓ ËÁ ‚Ó‰ ÒÚ‚Â ÌË ‡Á ıÓ ‰Ë, Ú‡ÍÒË Ë ‡Á Â ̄ Â ÌËfl Á‡ ÔÓÒÚ‡ ‚fl ÌÂ) Ë
ÔÓÒÚË„ Ì‡Ú ÂÙÂÍÚ, Ú.Â. ÍÓÌ ÍÂÚ ÌÓ Ì‡ÏÂ ÂÌ ‡‰Â Ò‡Ú/ÔÓÚÂ ·Ë ÚÂÎ. ëÚ‡Ì ÌÓ ÚÓ Â, ˜Â Í‡ÚÓ
˜Â ÎË ÔË ÏÂ ˙Ú Á‡ Ì‡È-ÂÙË Í‡ ÒÌ‡ ÒÓÙËÈ ÒÍ‡ ÂÍÎ‡ ÏÌ‡ ◊Í‡Ï Ô‡ ÌËfl“ Ë‰‚‡ ÓÚ ÂÍÎ‡ Ï‡ Ú‡
Â‰ËÌ Ï‡Î˙Í, Ï‡ı‡ ÎÂÌ ÒÍË ·ËÁ ÌÂÒ. ëÚ‡‚‡ ‰ÛÏ‡ Á‡ ÂÍÎ‡ Ï‡ Ú‡ Ì‡ ˜Ó‚ÂÍ, ÍÓÈÚÓ ◊‚˙Á ÒÚ‡ -
ÌÓ ‚fl ‚‡ ÒÔÛ Í‡ ÌË ‡‚ÚÓ ÒÚ˙ ÍÎ‡“ Ò ÌÓÏÂ Ì‡ ÏÓ·ËÎ ÌËfl ÒË ÚÂÎÂ ÙÓÌ 0888 873 127 ‚ ÌflÍ‡Í ̇ ‚
„‡‡Ê, ÍÓÈ ÁÌ‡Â Í˙‰Â ËÁ ëÓÙËfl. åÂÊ‰Û ‰Û „Ó ÚÓ, ‚ „‡‰, ÍÓÈÚÓ Â ÏflÒÚÓ Ì‡ ‡Á‚ËÚ
Í‡ÔË Ú‡ ÎËÁ˙Ï, ˜Ó‚ÂÍ Ò˙Ò Ò˜Û ÔÂ ÌÓ ËÎË ÒÔÛ Í‡ ÌÓ ÔÂ‰ ÌÓ ÒÚ˙Í ÎÓ Ì‡ ÍÓÎ‡ Ú‡ ÒË, ÔÓ ÒÚÓ ˘Â
ÒË ÍÛÔË ÌÓ‚Ó. çÓ ‚ ëÓÙËfl ÚÓÁË ◊ÂÍÎ‡ ÏÓ ‰‡ ÚÂÎ“ Â ÔÓÒÚË„ Ì‡Î Ë‰Â ‡Î ÌÓ ÂÙË Í‡ ÒÌ‡ ÂÍÎ‡ -
Ï‡ Ì‡ ÔÂ‰ Î‡ „‡ Ì‡ Ú‡ ÛÒÎÛ „‡, Ú‚˙ ‰Â Ú˙ ÒÂ Ì‡ ÓÚ ÌÂ ˜‡Í ÚÓÎÍÓ‚‡ Á‡Ï ÓÊ ÌË ÚÂ ÊËÚÂ ÎË Ì‡
„‡‰‡ (ÒÌ. 44). ÅÂÁ ‰‡ ÔÎ‡˘‡ ÌËÍÓ ÏÛ ÌËÚÓ ÒÚÓ ÚËÌ Í‡ ◊Ú‡ÍÒ‡ Á‡ ÏflÒÚÓ“, ÚÓÁË ÂÍÎ‡ ÏÓ ‰‡ -
ÚÂÎ Â ‡Á ÎÂ ÔËÎ ÎËÒÚÓ ‚Â ÔÓ ÒÚ‡ ı‡ ÚËfl ÙÓ Ï‡Ú Ä4 (ÔÓ ËÁ ‚Ó‰ ÒÚ‚Â ÌËflÚ ‡Á ıÓ‰ Â Ì‡·Ó
Ì‡ ÍÓÏ Ô˛Ú˙, ‡Á ÔÂ ̃ ‡Ú Í‡, ÍÒÂ ÓÍÒ ÍÓÔËfl) Ò ÚÂÍ ÒÚ‡ ◊‚˙Á ÒÚ‡ ÌÓ ‚fl ‚‡ ÒÔÛ Í‡ ÌË ‡‚ÚÓ ÒÚ˙ -
ÍÎ‡, 0888 873 1273 Ì‡ ÒÚ‚Ó Î‡ Ì‡ ‚ÒflÍÓ ‰˙‚Ó ÔÓ ÔÓ‰˙Î ÊÂ ÌËÂ Ì‡ Ì‡È-Ì‡ÚÓ ‚‡ Â Ì‡ Ú‡
˜‡ÒÚ ‚ ˆÂÌ Ú˙ ‡ Ì‡ „‡‰‡ Ì‡ ·ÛÎ. ◊Å˙Î „‡ Ëfl“, ÚÓ˜ÌÓ Ú‡Ï, Í˙‰Â ÚÓ ÔË ÔÓÒÚÓflÌ ÌË ÚÂ
◊Ú‡ÔË“ ‚ ‡‚ÚÓ ÏÓ ·ËÎ ÌÓ ÚÓ ‰‚Ë ÊÂ ÌËÂ Ì‡ ëÓÙËfl, ıËÎfl ‰Ë ¯ÓÙ¸Ó Ë ˜‡Í‡Ú ˜‡ÒÓ ‚Â Ì‡Â‰ Á‡
◊ÁÂÎÂ Ì‡ Ò‚ÂÚ ÎË Ì‡“. èË ÚÓ‚‡ ÎËÒÚÓ ‚Â ÚÂ Ò‡ Á‡Î ÂÔÂ ÌË ÔÓ˜ÚË Ì‡ ÌË‚Ó ÚÓ Ì‡ ¯ÓÙ¸Ó ÒÍÓ -
ÚÓ ÒÚ˙Í ÎÓ, Ú‡Í‡ ˜Â ‡ÍÓ ˜‡Í‡¯ ‚˙‚ ‚˙Ì ̄ Ì‡ Ú‡ ÎÂÌÚ‡, ÌflÏ‡ Í‡Í ‰‡ ÌÂ ÔÓÎÛ ̃ Ë¯ ÂÍÎ‡ ÏÌÓ -
ÚÓ Ò˙Ó· ̆ Â ÌËÂ. èÓ ÒÚÓ, flÒÌÓ, Â‚ÚË ÌÓ, Ì‡ ÚÓ˜ ÌÓ ÚÓ ÏflÒÚÓ Á‡ ÚÓ˜ ÌËfl ÍÎË ÂÌÚ = Ï‡Í ÒË Ï‡Î -
Ì‡ ÂÙË Í‡ ÒÌÓÒÚ! èÓ ÔÓ ÒÚÓ Ë flÒÌÓ ÓÚ ÚÓ‚‡ Â ÏÓÊÂ ·Ë Ò‡ÏÓ ÂÍÎ‡ ÏÌÓ ÚÓ Ò˙Ó· ̆ Â ÌËÂ ÓÚ
Í‡Î Í‡ Ì‡ Ì‡ ·ÎÓÍ ‚ åÎ‡‰ÓÒÚ 2, Í˙‰Â ÚÓ ÒÂ ÔÓÒÓ˜ ‚‡ Â‰ËÌ ÒÚ‚Â ÌÓ ÌÓÏÂ ˙Ú Ì‡ ÏÓ·Ë ÎÂÌ
ÚÂÎÂ ÙÓÌ... – ÔÂ‰ ÔÓ Î‡ „‡Ï, ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÔÂ‰ Î‡ „‡ Ì‡ ÛÒÎÛ „‡ ÓÚ ÚËÔ‡ ◊‚ÒË˜ ÍÓ Á‡ ‚ÒË˜ -
ÍË“... Ç˙ÔÓÒ˙Ú Â, ˜Â Ú‡Í˙‚ ‚Ë‰ ÂÙË Í‡ ÒÌÓÒÚ Â Á‡‡ ÁË ÚÂÎ Ì‡ Ë ÒÂ„‡ ‰˙ ‚Â Ú‡ Ú‡ ÔÓ ·ÛÎ.
◊Å˙Î „‡ Ëfl“ Ò‡ ÔÂÚ˙Ô Í‡ ÌË ÓÚ ÔÓ‰Ó· ÌË ÂÍÎ‡ ÏË. éÔË Ú‡ı ÒÂ ‰‡ ÒÎÂ‰ ‚‡Ï ÔË ÏÂ ‡ ‚
Ò‚Ófl ÔÓ ÂÍÚ ◊ÉÓÂ˘ ‚ËÁÛ‡ ÎÂÌ „‡‰“, Á‡ ÍÓÈÚÓ ˘Â ÒÚ‡ÌÂ ‰ÛÏ‡ ÔÓ-‰ÓÎÛ.

èÓ‰Ó ·ÂÌ ‚Ë‰ ÚÓ Ë˜ ÌÓ ‡Á ÒÎÓ Â ÌËÂ ÒÂ Ì‡·Î˛ ‰‡ ‚‡ Ë ‚ ‡ıË ÚÂÍ ÚÛ Ì‡ Ú‡ ÒÂ‰‡ Ì‡ ëÓÙËfl,
ÍÓflÚÓ Ó·‡˜Â ÒÂ ‡Á ÔÓ Î‡ „‡ ÔÓ ‰Û„ Ì‡˜ËÌ ‚˙‚ ‚Â ÏÂ ÚÓ, Ë Ì‡È-˜ÂÒÚÓ ÒÂ Ì‡ÒÎÓ fl‚‡ ‚˙ıÛ
Ë/ËÎË ÏÂÊ‰Û ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó ÚÓ ÓÚ ÔÂ‰Ë 1989 „., ÓÚ ÔÂ‰Ë 1944 „. Ë Ú.Ì. í‡ÁË ÒÂ‰‡, ÓÒÓ -
·Â ÌÓ ÓÙËÒ ÌÓ ÚÓ Ë ÊËÎË˘ ÌÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó ÒÎÂ‰ 1989 „., ‚ÎËflÂ ‚˙ıÛ ËÌÚÂ ÙÂÈ Ò‡ Ì‡
„‡‰‡ ÔÓ Ì‡˜ËÌ, ÒıÓ ‰ÂÌ Ò ÍÓ ÔÓ ‡ ÚË‚ ÌÓ ÚÓ ÎÓ„Ó Ë ·ËÎ ·Ó‰ Í‡ÚÓ ˆflÎÓ – Í‡ÚÓ ‡„ÂÌÚ Ì‡
ÌÓ‚ ‚Ë‰ Ë‰ÂÌ ÚË˜ ÌÓÒÚ Ë life-style. éÚ „ÎÂ ‰Ì‡ ÚÓ˜Í‡ Ì‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÚÛÍ ÚÛ ‡ Ì‡ „‡‰ ÒÍËfl
ËÌÚÂ ÙÂÈÒ Ì‡ ëÓÙËfl ÌÓ‚Ë ÚÂ ÍÓ ÔÓ ‡ ÚË‚ ÌË ÓÙËÒ ÌË Ò„‡ ‰Ë Ò ÚÂı ÌË ÚÂ Ó„ÎÂ ‰‡Î ÌË Ù‡Ò‡ -
‰Ë Ò‡ ÓÌÓ‚‡, ÍÓÂÚÓ Â ÍÓ ÔÓ ‡ ÚË‚ ÌÓ ÚÓ ÎÓ„Ó – ‰ËÒÚ‡Ì ̂ Ë ‡ ÌË Ë ËÁ‚˙Ì ÍÓÌ ÚÂÍ ÒÚÛ ‡Î ÌË ‰Ó
ÒÚÂ ÔÂÌ Ì‡ Û·‡ ÌË ÒÚË˜ Ì‡ ‚ÛÎ „‡ ÌÓÒÚ Ë „Ó ÁÓ ÚËfl. èÓ ÂÍ ÚË ‡ ÌË ÓÚ ÏÂÒÚ ÌË ‡ıË ÚÂÍ ÚÛ ÌË
ÒËÎË Á‡ ÏÂÒÚ ÌË ÌÂÓ-Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍË ÎËˆ‡ Ë ÒÚÛÍ ÚÛ Ë, ÚÂÁË Ò„‡ ‰Ë Ò‡ Ë‰ÂÌ ÚË˜ ÌË ÔÓ
‰Ûı Ë ÔË Ò˙ ÒÚ‚ËÂ Ò ·˙Î „‡ ÒÍËfl ·ËÎ ·Ó‰ (ÒÌ. 45). éÚ Ò˙˘‡ Ú‡ „ÎÂ ‰Ì‡ ÚÓ˜Í‡, ÓÌÓ‚‡,
ÍÓÂÚÓ Â Ô‡‡ ÎÂÎ Ì‡ Ï‡ı‡ ÎÂÌ ÒÍÓ ÚÓ ÎÓ„Ó Ò‡ ÔÓ ‰ÛÍ ÚË ÚÂ Ì‡ Ò‡ÏÓ ‰ÂÎ Ì‡ Ú‡ ‡ıË ÚÂÍ ÚÛ ‡ Ì‡
„‡‡ ÊË ÚÂ-Ï‡„‡ ÁË ÌË, Ë Ì‡È-‚Â˜Â Ú.Ì‡. ◊ÍÎÂÍ-¯ÓÔ“ – ÔÂÛ ÒÚÓ Â ÌË ÚÂ Ï‡ÁÂ Ú‡ Ò ËÁÎ‡Á
Í˙Ï ÚÓ ÚÓ ‡ ‡ Ë ÏËÌÛ ‚‡ ̃ ‡-ÍÎË ÂÌÚ (ÒÌ. 46).

ÇÒË˜ ÍË ÚÂÁË ÚËÔÓ ‚Â ‚ËÁÛ‡Î ÌË ÂÎÂ ÏÂÌ ÚË ‚ ËÌÚÂ ÙÂÈ Ò‡ Ì‡ ëÓÙËfl, ÌÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ
ÌÂ‡‚ ÌËfl ÒË ÈÂ ıË ̃ Â ÒÍË ÒÚ‡ ÚÛÚ, Ò‡ ‚ Â‰Ì‡Í ‚‡ ÒÚÂ ÔÂÌ ËÌ‰Ë Í‡ ÚÓ Ë Á‡ Ì‡‰ ÏÓ ̆ ËÂ ÚÓ Ì‡
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messages it is as vulgar and concrete as the style of the neighborhood logo, and it is
playing around with the attitudes of the local average inhabitant of the city. In this sense
the Bulgarian billboard is a phenomenon of the same type as the new kinds of neo-capi-
talist mass-culture popular music, the so called “pop-folk” or “chalga”.

As everywhere, in neo-capitalist Sofia the main objective of advertisement is efficiency.
Efficiency is measured as the ratio between the investment (of creative potential and effort,
production costs, fees and permissions, etc.) and the actual effect, which is the impact on
the particular addressee/customer. The strange thing is that the example for the most effi-
cient advertisement campaign in Sofia comes from the sphere of small neighborhood
business. That's the “campaign” of somebody who has a local cell phone number 0888
873 1273 and who is “restoring cracked car windshields” in a garage somewhere in the
middle of nowhere. Needless to say, in a city of mature capitalism chances are that the
person with a cracked car windshield will just get a new one in the proper auto repair
shop – fast and cheap in most cases. In Sofia however, this advertiser has achieved the
perfectly efficient advertisement campaign for the offered service, which is sought after by
the numerous not-so-prosperous city dwellers (ph. 44). Without paying a penny of fee for
location (the production cost is thus limited to typing up the text on a computer, printing
out one copy, and Xeroxing the rest), this advertiser has pasted a lot of sheets of regular
A 4 copy paper on every tree trunk along the busiest section of one of the busiest city
boulevards (Bulgaria Blvd.) right in the center of town, on the stretch where in the notori-
ous Sofia traffic jams, drivers spend at least an hour per day waiting for the green light.
The text on the A 4 sheet of paper only gives the cell phone number and the shortest
wording for the offered service. The paper sheets are pasted right at eye level so waiting
on the outer line there is no way you can miss the message. Simple, clear, cost effective,
at the right place for the right client – maximum efficiency! The only yet simpler and clear-
er example in Sofia is probably the advertisement message painted on the side façade of
a high-rise apartment block in the socialist-time housing project called Mladost 2 – the
advertiser has only provided the number of his cell phone in huge letters… that's all. I
guess that's the “everything for anyone” kind of offer but I might be wrong… The point is
that such a level of efficiency is contagious and now the trees along Bulgaria Blvd. are
covered with such ads. In 2003 I tried to copy this example too in my project “Hot City
Visual” for the Visual Seminar which I will talk about a bit later.

The architectural environment of Sofia is similarly split in three layers although it is dislo-
cated differently in terms of chronology – most often than not the new layering is imposed
over or amongst the constructions from before 1989, or from before 1944, etc. The archi-
tectural environment, especially the new office and residential buildings after 1989, are
influencing the Sofia interface in a way identical to the effects from the corporate logo and
billboard as a whole – they are the agents of a new consumer identity and life-style. As far
as the visual structure of the Sofia urban interface is concerned, the new corporate office
buildings with their mirrored facades are what the corporate logo is – distanced and out-
of-context to the point of urban vulgarity and ugly disrespect for the rest of the city.
Conceived by local architects for the needs of the local neo-capitalist agents and struc-
tures, these buildings are identical in spirit and presence with the Bulgarian billboard (ph.
45). On the other hand, the architectural equivalent of the neighborhood logo in Sofia are
the products of the makeshift architectural activities such as garages turned into shops,
and most of all the so called “crouch shops” – basements opening onto the sidewalks at
ground level that are converted into shops with window displays resembling the structure
of an iconostasis, the most unlikely semblance (ph. 46).

All these visual elements of the interface of Sofia, in spite of their unequal hierarchical sta-
tus, are equally indicating the dominance of the economic over the political in the public
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ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ Ì‡‰ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ ‚ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ „‡‰‡. Ç ÔÓ ÂÍ Ú‡
ÒË ◊ÉÓÂ˘ ‚ËÁÛ‡ ÎÂÌ „‡‰“, Â‡ ÎË ÁË ‡Ì ‚ ëÓÙËfl ÔÂÁ ÂÒÂÌ Ú‡ Ì‡ 2003 „. Á‡ ÇËÁÛ‡ ÎÂÌ
ÒÂÏË Ì‡, ‡Á ÒÂ ÓÔË Ú‡ı ‰‡ ÒÂ Ì‡ÏÂ Òfl Ò ıÛ‰Ó ÊÂ ÒÚ‚Â ÌË ÒÂ‰ ÒÚ‚‡ ‚ ÓÌ‡ÁË ˜‡ÒÚ ÓÚ
ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ „‡‰‡, Á‡ ÍÓflÚÓ ÒÂ „Ó‚Ó Ë ÔÓ-„ÓÂ. ÑÓÍÓÎ ÍÓ ÚÓ ËÁÌ‡ ̃ ‡Î -
Ì‡ Ú‡ ÔÓ „‡ Ï‡ Ì‡ ÇËÁÛ‡ ÎÂÌ ÒÂÏË Ì‡ Â Ò‚˙ Á‡ Ì‡ Ò Ì‡ÏÂ Ò‡ ‚ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì -
ÒÚ‚Ó Ì‡ „‡‰‡ Ë ÔÓ‰ ı‚‡ ̆ ‡ ÌÂ ÚÓ Ì‡ ‰Â·‡Ú ÔÓ ÌÂ„Ó ‚Ëfl ‚Ë‰ Ë ÛÒÚÓÈ ÒÚ‚Ó, ÏÓflÚ‡ Ë‰Âfl ·Â
‰‡ ÒÂ Ì‡ÏÂ Òfl ‚ ÚÓÁË ÔÓ ̂ ÂÒ Í‡ÚÓ ÔÂ Ó ·˙ Ì‡ ‚Â ÚË Í‡Î Ì‡ Ú‡ ÈÂ‡ ıËfl ‚ ËÌÚÂ ÙÂÈ Ò‡ Ì‡
„‡‰‡ Ë ÂÍÎ‡ ÏË ‡Ï ÒÂÏÂÈ ÌËfl ◊·ËÁ ÌÂÒ“ Ì‡ „ÛÔ‡ ÓÏË, ÒÚ‡Ë ÏÓË ÔÓÁ Ì‡ ÚË, ÔÓ ÍÓ ÔÓ -
‡ ÚË ‚ÂÌ Ì‡˜ËÌ ‚ Ò‡ÏÓ ÚÓ Ò˙ˆÂ Ë ˆÂÌ Ú˙ Ì‡ „‡‰‡. ç‡‰fl ‚‡ı ÒÂ, ˜Â ÚÓ‚‡ ÔÂ Ó· ˙ ̆ ‡ ÌÂ
Ì‡ ÈÂ‡ ıËfl Ú‡ ÍÓ ÔÓ ‡ ÚË‚ ÌÓ-Ï‡ı‡ ÎÂÌ ÒÍÓ ÎÓ„Ó/ÂÍÎ‡ Ï‡ ˘Â ÔÓ ·ÎÂ Ï‡ ÚË ÁË ‡ ÛÔÓ ÚÂ -
·‡ Ú‡ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‚ „‡‰‡ Ë ˘Â ÒÚ‡ ÚË ‡ ‰Â·‡Ú Á‡ ÔÂ-‰Ó„Ó ‚‡ fl ÌÂ ÚÓ
Ì‡ ÛÒÎÓ ‚Ëfl Ú‡ Á‡ Ú‡ÁË ÛÔÓ ÚÂ ·‡. ÑÓÚÓÎ ÍÓ ‚‡, ‰ÓÍÓÎ ÍÓ ÚÓ ËÁÔÓÎ Á‚‡ı ‰‡ ÒÚË˜ ÌÓ ÔÓ ÚË ‚Ó -
ÔÓ ÎÓÊ ÌË ÂÎÂ ÏÂÌ ÚË – ÍÓ ÔÓ ‡ ÚË‚ Ì‡ ÂÍÎ‡ Ï‡ ‚ ˆÂÌ Ú‡Î Ì‡ „‡‰ ÒÍ‡ ÁÓÌ‡ Ì‡ „ÛÔ‡ ıÓ‡
ÓÚ Í‡È ÌÓ Ï‡ „Ë Ì‡ ÎË ÁË ‡ ÌÓ ÂÚÌË ̃ Â ÒÍÓ Ï‡Î ̂ ËÌ ÒÚ‚Ó ‚ ÒÚ‡ Ì‡ Ú‡, ÒÂ Ì‡‰fl ‚‡ı, ˜Â ˘Â
ÔÓ ‚Ó ÍË ‡Ï ÔÂ Ó· ˙ ̆ ‡ ÌÂ Ì‡ ÓÒÌÓ‚ Ì‡ Ú‡ ÈÂ‡ ıËfl Ë, Ï‡Í‡ Ë ‚Â ÏÂÌ ÌÓ, ÔÓÎË ÚË ̃ Â -
ÒÍÓ ÚÓ ˘Â ‚ÁÂÏÂ ÔÂ ‚ÂÒ Ì‡‰ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ ‚˙‚ ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡ Ì‡ „‡‰‡. àÁÔÓÎ -
‚‡È ÍË ÓÔÂ ‰Â ÎÂ ÌË ‚ËÁÛ‡Î ÌË ÒÂ‰ ÒÚ‚‡ ‡Á ÒÂ ‚ÌÂ ‰Ëı ‚ ÒÂ‰ ÌËfl ◊ÔÓflÒ“ ÓÚ ÂÍÎ‡ ÏÌ‡ Ú‡
ÒÂ‰‡ Ì‡ ëÓÙËfl – ÓÌÓ‚‡, ÍÓÂÚÓ ÓÔÂ ‰Â ÎËı Í‡ÚÓ ·˙Î „‡ ÒÍË ·ËÎ ·Ó‰. ê‡Á ·Ë ‡ ÒÂ, ‚
ÏÓfl ÔÓ ÂÍÚ ‚ÒË˜ ÍÓ Â Ò Ó·‡ ÚÂÌ ÁÌ‡Í – ·ËÎ ·Ó‰˙Ú ◊ÅË „‡ ‰‡ Ú‡ Ì‡ ëÚÂ Ù‡Ì (Ë ÁÂÚ¸Ó ‚Â)“,
ÔÓÒÚ‡‚ ÂÌ ‚˙ıÛ Ù‡Ò‡ ‰‡ Ú‡ Ì‡ ·Ë‚ ̄ Ëfl ‰‚Ó Âˆ, ÒÂ„‡ çïÉ, ÔÓ ÏÓ ÚË ‡ ̄ Â Â‰ËÌ Ó·‡Á Ì‡
ÓÏ ÒÍÓ ÚÓ Ï‡Î ̂ ËÌ ÒÚ‚Ó, ÍÓÈÚÓ ·Ë‰ÂÈ ÍË ËÁˆfl ÎÓ ÔÓÁË ÚË ‚ÂÌ, flÁÍÓ ÍÓÌ Ú‡ ÒÚË ‡ Ò˙Ò
ÒÍË ÚË ÚÂ (Ë ÌÂ ˜‡Í ÚÓÎ ÍÓ ‚‡ ÒÍË ÚË...) Ì‡ÒÚÓÈ ÍË Ì‡ Î‡ÚÂÌ ÚÂÌ ‡ÒËÁ˙Ï ‚ Å˙Î „‡ Ëfl.
ÇÏÂ ÒÚÓ ‰‡ ËÁÔÓÎ Á‚‡Ï ‚˙Ú Â¯ ÌË Ì‡„Î‡ ÒË Ì‡ ÒÂ‰ ÌÓ ÒÚ‡ ÚË ÒÚË ̃ Â ÒÍËfl ·˙Î „‡ ËÌ ÓÚ ÂÓ -
ÚË ̃ ÂÌ ı‡‡Í ÚÂ, ‡Á ËÁÔÓÎ Á‚‡ı ÌÂ˘Ó ÓÚ, Ú‡Í‡ ‰‡ ÒÂ Í‡ÊÂ, ÌÂ„Ó ‚Ó ÚÓ ◊Ï˙Ò ÌÓ“ ÔÓÎË ÚË ̃ Â -
ÒÍÓ ÔÓ‰Ò˙ ÁÌ‡ ÌËÂ. Ç Ò˙˘Ó ÚÓ ‚ÂÏÂ ÒÂ Ì‡‰fl ‚‡ı Ë Ì‡ ‰Û„‡ ˜‡ÒÚ ÓÚ ◊ÔÓ‰Ò˙ ÁÌ‡ ÌËÂ ÚÓ“ –
ÛÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ ÓÔÚË ÏËÁ˙Ï Ë ÛÒÏËı Ì‡ ÚË ÚÂ ÎËˆ‡ Ì‡ ÔÂ ÒÓ Ì‡ ÊË ÚÂ ÓÚ ·ËÎ ·Ó ‰‡ ˆÂÎfl ı‡
Ò˙Á‰‡ ‚‡ ÌÂ ÚÓ Ì‡ ÛÒÂ ̆ ‡ ÌÂ Á‡ ÔÓÒ ÔÂ Ë ÚÂÚ Ì‡ ÂÍÎ‡ ÏË ‡ ÌËfl ◊·ËÁ ÌÂÒ“; ‡ ÍÓÏ ÔÓ ÁË ̂ ËÓÌ -
Ì‡ Ú‡ „ÛÔ‡ Í‡ÚÓ ˆflÎÓ ‚ÌÛ ̄ ‡ ‚‡ ̄ Â ÒÚ‡ ·ËÎ ÌÓÒÚ Ë ‰Ó‚Â ËÂ ˜ÂÁ ËÁÔÓÎ ‚‡ ÌÂ ÚÓ Ì‡ ‚ËÁÛ‡Î -
ÌË ÍÎË ̄ Â Ú‡ Á‡ ËÁÓ ·‡ Áfl ‚‡ ÌÂ ÚÓ Ì‡ ÒÚ‡ ·ËÎ ÌÓ ÒÂÏÂÈ ÒÚ‚Ó, ‚ ÍÓÂÚÓ flÒÌÓ ÒÂ ‚ËÊ‰‡ ÍÓÈ
◊Í‡‡ ‚Î‡Í‡“, Ì‡ Ô‡ÚË‡ ı‡Î ÌÓÒÚ Ë Ú.Ì.

àÁ„ÎÂÊ ‰‡, ˜Â ÔÓÌÂ Ì‡ ÌË‚Ó ÔÓÎË ÚË ̃ Â ÒÍË ÍÎË Ï‡Ú (‚ Ì‡„Ó Â ̆ Â Ì‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ ÒËÚÛ‡ ̂ Ëfl
Ì‡ ÏÂÒÚ ÌË ËÁ·Ó Ë Ë ÔÂ ‰ËÁ ·Ó Ì‡ Í‡Ï Ô‡ ÌËfl Á‡ ÍÏÂÚ Ì‡ ëÓÙËfl ÓÚ Ï. ÓÍÚÓÏ ‚Ë 2003 „.)
‡ÍˆË fl Ú‡ ÔÓÒÚË„ Ì‡ ÂÙÂÍÚ ‰ÓÚÓÎ ÍÓ ‚‡, ‰ÓÍÓÎ ÍÓ ÚÓ ÌflÍÓË ÔÓÎË ÚË ̃ Â ÒÍË ÎË‰Â Ë ‚˙Á ÔËÂ ı‡
ÔÓÒÎ‡ ÌËÂ ÚÓ Ú‚˙ ‰Â ÎË˜ÌÓ..., Ë ÓÚÔ‡ ‚Ë ı‡ „ÌÂ‚ ÌË Á‡ÔË Ú‚‡ ÌËfl Í˙Ï ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡
Á‡ ÒÏË Ò˙ Î‡ Ì‡ ‚ÒË˜ ÍÓ ÚÓ‚‡, ‰‡ÎË ÌÂ ÒÂ ÔÓ‰Ë „‡ ‚‡ ÏÂ Ò Úflı (ÌÂ„Ó) Ë Ú.Ì. íÓ‚‡, ÍÓÂÚÓ
Ì‡Ô‡ ‚Ë ÎË˜ÌÓ ÔÓÎË ÚË ̃ Â ÒÍÓ ‚ÔÂ ̃ ‡Ú ÎÂ ÌËÂ Ì‡ ÌflÍÓ „Ó ÚÓ„‡ ‚‡, Ó·‡˜Â ·Â¯Â Ò˙‚ÒÂÏ ËÁ‚˙Ì
‚ÌË Ï‡ ÌËÂ ÚÓ Ì‡ ÔÓ ÂÍ Ú‡ – ÌËÚÓ ÔÓÏ ÌÂı, ÌËÚÓ ËÏ‡¯Â ÁÌ‡ ̃ Â ÌËÂ Á‡ ÏÂÌ, ˜Â ÚÓ„‡ ‚‡¯ ÌËflÚ
ÍÏÂÚ Ì‡ ëÓÙËfl, ÍÓÈÚÓ ÒÔÂ ̃ Â ÎË ËÁ·Ó Ë ÚÂ, ËÏ‡ Ò˙˘Ó ÚÓ Ô˙‚Ó ËÏÂ Í‡ÚÓ ÓÒÌÓ‚ ÌËfl „ÂÓÈ
‚ ÏÓfl ·ËÎ ·Ó‰; ÌËÚÓ ÔÓÏ ÌÂı, ÌËÚÓ ËÏ‡¯Â ÁÌ‡ ̃ Â ÌËÂ, ˜Â Ò˙˘Ó ÚÓ ÎËˆÂ ËÏ‡ ÚË ‰˙˘Â Ë,
‡ ÏÓflÚ ÓÒÌÓ ‚ÂÌ ÔÂ ÒÓ Ì‡Ê Â Á‡Ó ·Ë ÍÓ ÎÂÌ ÓÚ ÚËÏ‡ (ÓÚ Ó·˘Ó ˜ÂÚË Ë Ï‡ Ú‡ ÒË) ÁÂÚ¸Ó ‚Â...
Ç˙ÔÓÒ˙Ú Ó·‡˜Â Â ‚ ÚÓ‚‡, ˜Â ÔÓÒÎ‡ ÌËÂ ÚÓ Ì‡ ÔÓ ÂÍ Ú‡ ·Â ‚˙Á ÔËÂ ÚÓ ÓÚ ÔÓÎË ÚË ̂ Ë ÚÂ ◊ÔÓ
ÔÎ‡Ì“ – Í‡ÚÓ ÔÓÎË ÚË ̃ Â ÒÍÓ, ‡ ÌÂ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÔÓÒÎ‡ ÌËÂ, Í‡ÚÓ ËÁ‡Á Ì‡ Ó·˘Â ÒÚ‚Â ÌÓ-
ÔÓÎË ÚË ̃ Â ÒÍË, ‡ ÌÂ ˜‡ÒÚ ÌÓ-ËÍÓ ÌÓ ÏË ̃ Â ÒÍË ËÌÚÂ ÂÒ.

á‡ ‡Á ÎË Í‡ ÓÚ ÚÓ‚‡, ÔÓ-Ó·ËÍ ÌÓ ‚Â ÌË ÚÂ ıÓ‡, ‚ ÒÎÛ ̃ ‡fl ˜ËÌÓ‚ ÌË ̂ Ë ÓÚ ·˛Ó ÚÓ Á‡ ·ÂÁ ‡ -
·ÓÚ ÌË ‚ ëÓÙËfl, ‚˙Á ÔËÂ ı‡ ÂÍÎ‡ Ï‡ Ú‡ Ì‡ ◊ëÚÂ Ù‡Ì Ë ÁÂÚ¸Ó ‚Â“ ‰ÓÒÚ‡ ·ÛÍ‚‡Î ÌÓ, Í‡ÚÓ
‰ÂÏÓÌ ÒÚ‡ ̂ Ëfl Ì‡ ˜‡ÒÚÂÌ ËÍÓ ÌÓ ÏË ̃ Â ÒÍË ËÌÚÂ ÂÒ. äÓ„‡ ÚÓ ÔÂÁ Ï. ÌÓÂÏ ‚Ë 2003 „.,
ÓÍÓÎÓ ÏÂÒÂˆ ÒÎÂ‰ ‡ÍˆË fl Ú‡ Ò ·ËÎ ·Ó ‰‡, Â‡Î ÌÓ ·ÂÁ ‡ ·ÓÚ ÌËflÚ (Ë Â„Ë ÒÚË ‡Ì Í‡ÚÓ
Ú‡Í˙‚) ëÚÂ Ù‡Ì ÓÚË‚‡ ‚ ·˛Ó ÚÓ Á‡ ·ÂÁ ‡ ·ÓÚ ÌË Á‡ ‰‡ ÒË ÔÓÎÛ ̃ Ë ÏÂÒÂ˜ Ì‡ Ú‡ ÒÓˆË‡Î Ì‡
ÔÓÏÓ˘, ˜ËÌÓ‚ ÌË˜ Í‡ Ú‡ ÓÚÔ˙ ‚Ó ÓÚÍ‡Á ‚‡ ‰‡ ÏÛ fl ‰‡‰Â Ë ÔÓ‰ ı‚‡ ̆ ‡ ÒÍ‡Ì ‰‡Î – ◊Í‡Í
ÒÏÂÂ¯ ‰‡ Ë‰‚‡¯ ÚÛÍ ÒÎÂ‰ Ú‡Í‡ ‚‡ ·ÎÂ ÒÚfl ̆ ‡ ÂÍÎ‡ Ï‡, Ó˜Â ‚Ë‰ ÌÓ Ì‡Ô‡ ‚Â Ì‡ Ò ÚÓÎ ÍÓ ‚‡
Ô‡Ë...“ (ÔÓ ÂÍ Ú˙Ú ÒÚ‡Ì‡ ‰ÓÒÚ‡ ËÁ‚Â ÒÚÂÌ ·Î‡ „Ó ‰‡ Â ÌËÂ Ì‡ ÏÂ‰Ë Ë ÚÂ). ìÊ‡Ò..., ÌÓ ëÚÂ -
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space of the city. In my project “Hot City Visual”, which was realized in Sofia in the fall of
2003 as part of the Visual Seminar project, I tried to interfere into that part of the public
space of the city which I was discussing before. My idea was to reverse the vertical hierar-
chy in the interface and to advertise the family “business” of a group of Roma people, whom
I had known for over 15 years, in a corporate way and in the very heart of the city center. I
was hoping that the reversal of the hierarchy corporate vs. neighborhood logo/advertise-
ment will question the use of public space in the city and will trigger a debate and a process
of re-negotiating the conditions for the use of this space. I hoped not only to provoke a
reversal of the main hierarchy but also to secure, although temporarily, domination of the
political over the economic in the visual environment and life of the city. I actually infiltrated
the middle layer of the Sofia advertisement environment, the one defined as “Bulgarian bill-
board” layer. However, everything in my project worked in reverse – the “Stefan's Brigade
(and his sons-in-law)” billboard was installed on the central façade of the former royal
palace (now National Art gallery) and it promoted a certain image of the Roma minority in
the country (in reality the most underprivileged minority in Bulgaria), which by being entirely
positive contrasted sharply with the hidden attitudes of latent racism in Bulgaria. Instead of
using some hidden sexual attitudes of the average Bulgarian city dweller, I used something
of his/her so to say, “dirty” political subconscious. At the same time, I was counting on
another segment of that sub-consciousness – the feeling of optimism and the grinning faces
of the characters from the billboard were meant to insinuate a level of prosperity of the
advertised “business”; while the composition of the group as a whole was suggesting stabil-
ity and reliability through the use of some visual clichés for the depiction of a patriarchal
family where it is clearly visible who is in charge, etc.

It seems that at least on the level of the political climate at the time (right in the middle of
the heated pre-election campaign for the mayoral office of the city of Sofia in October
2003) the action was quite effective in as much as some political leaders took the mes-
sage of my action quite personally and aimed some angry accusations at the Visual
Seminar – they thought the Roma related action is trying to mess up their election cam-
paigns. One candidate in particular was impressed way too personally – I neither thought
of nor remembered that the first name of the strongest candidate (and incumbent mayor,
who also won the elections only to be investigated now for corruption, etc.) is the same as
the first name of the main character from my billboard; I neither thought of nor remem-
bered that the same politician has three daughters while my main character was surround-
ed by his three (out of four, actually) sons-in-law… The point though is that the substance
of the project was received by the political elite “according to plan” – as a political rather
than economic message, as an expression of public and political rather than private and
economic interest.

On the other hand, less sophisticated Sofia inhabitants, in this case clerks from the
municipal bureau for unemployment benefits took the advertisement campaign “Stefan's
Brigade (and his sons-in-law)” quite literally – as a demonstration of private economic
interest. In November 2003, less than a month after the action with the billboard, the actu-
ally unemployed (and registered as such) Stefan, the main father-figure character from the
billboard image, went to the social security bureau for unemployed people in order to col-
lect his monthly unemployment benefits. At first the clerk refused to give it to him and
started a scandal saying “how dare you coming here after you had such a brilliant and
rich advertisement campaign”, etc. (the project had been covered by the media quite
widely and in depth). Horror… but Stefan held his grounds and got his dues by starting a
counter-scandal with the argument that the clerk did not get the point of the artistic action
at all, which was to be expected from somebody who has no experience of working with
artists (unlike Stefan who was in the past a long time worker for the Union of Bulgarian
Artists, which is how I came to know him in the first place).



Ù‡Ì ‚‰Ë„‡ ÍÓÌ Ú‡-ÒÍ‡Ì ‰‡Î Ò ‡„Û ÏÂÌ Ú‡, ˜Â ˜ËÌÓ‚ ÌË˜ Í‡ Ú‡ ÌË˘Ó ÌÂ Â ‡Á ·‡ Î‡, Í‡ÍÚÓ
ÏÓÊÂ Ë ‰‡ ÒÂ Ó˜‡ Í‚‡ ÓÚ ˜Ó‚ÂÍ, ÍÓÈÚÓ ÌÂ Â Ó·˘Û ‚‡Î Ò ıÛ‰ÓÊ ÌË ̂ Ë (Á‡ ‡Á ÎË Í‡ ÓÚ ëÚÂ -
Ù‡Ì, ‚ ÏËÌ‡ ÎÓ ÚÓ ‰˙Î „Ó „Ó ‰Ë ̄ ÂÌ ÒÎÛ ÊË ÚÂÎ ‚ ë˙˛Á‡ Ì‡ ·˙Î „‡ ÒÍË ÚÂ ıÛ‰ÓÊ ÌË ̂ Ë).

äÓÌ ÙÛ ÁËfl..., Ì‡Ô˙Î ÌÓ ‚ Í‡Í Ò ÍÓÌ ÙÛÁ ÌË ÚÂ ÔÂ ̂ Â ‰ÂÌ ÚË ÓÚ ËÌÚÂ ÙÂÈ Ò‡ Ì‡ „‡‰‡ Ë ÓÚ
ÏÓfl „ÎÂ ‰Ì‡ ÚÓ˜Í‡, ˜‡ÒÚ ÓÚ Á‡ÔÓ˜ Ì‡ ÎËfl ‰Â·‡Ú. çÂ˘‡ Ú‡ Ó·‡˜Â ÔË ÍÎ˛˜ ‚‡Ú Ò ‰Ó·Ó Ë
‚ÒË˜ ÍÓ ÒÂ ÛÂÊ ‰‡ Á‡ ëÚÂ Ù‡Ì (ÔÓÌÂ ‚ ÚÓÁË ÒÎÛ ̃ ‡È). çÂ Ú‡Í‡ ÒÂ ÔÓÎÛ ̃ Ë Ó·‡˜Â Ò ‰Û „Ëfl
Í‡Ì ‰Ë ‰‡Ú Á‡ ÂÍÎ‡ Ï‡ ‚ ÍÓÌ ÚÂÍ ÒÚ‡ Ì‡ ÔÓ ÂÍ Ú‡ ◊ÉÓÂ˘ ‚ËÁÛ‡ ÎÂÌ „‡‰“ – ÏÓfl Ï‡ı ÎÂÌ ÒÍË
ÍÎ˛ ̃ ‡, Í‚ËÌ ÚÂ ÒÂÌ ̂ Ëfl Ì‡ Ï‡Î ÍËfl Â‰ÌÓ-Ù‡ÏË ÎÂÌ ·ËÁ ÌÂÒ ‚ „‡‰‡, ‰ÓÍÓÎ ÍÓ ÚÓ ‚˙‚ ‚ÒflÍ‡
Ï‡ı‡ Î‡ ËÏ‡ ÔÓÌÂ ÔÓ Â‰ËÌ ÍÎ˛ ̃ ‡. à‰Âfl Ú‡ Á‡ ÔÂ Ó· ˙ ̆ ‡ ÌÂ Ì‡ ÈÂ‡ ıË ̃ Â ÒÍËfl ÔÓfl -
‰˙Í ÒÂ Ò˙ÒÚÓ Â ̄ Â ‚ ÔÓÒÚ‡ ‚fl ÌÂ ÚÓ Ì‡ ◊ÍÓ ÔÓ ‡ ÚË‚ ÌÓ ÚÓ ÎÓ„Ó“ Ì‡ ÏÓfl ÍÎ˛ ̃ ‡ ‚˙ıÛ Ò„‡ -
‰‡ Ú‡ Ì‡ ◊èËÓ „Ó‚“, Í‡ÚÓ ÌÂÓ ÌÓ‚ ÁÌ‡Í, Â‰ÓÏ, Ò˙Ò Ò˙˘‡ Ú‡ „ÓÎÂ ÏË Ì‡ Ë ‚ËÁÛ‡ ÎÂÌ ÒÚ‡ ÚÛÚ
Í‡ÚÓ ËÌ‡˜Â ‰ÓÏË ÌË ‡ ̆ Ëfl ÒÂ ‰‡ Ú‡ ÁÌ‡Í Ì‡ Philips (ÒÌ. 47, 48). çÂ ÒÚ‡Ì‡. ÅË ÒÚÛ ‚‡ ÎÓ
ÏÌÓ„Ó Ô‡Ë, ‡ Ë ÌÂ ‚ËÊ ‰‡ı ÌÂÓ·ıÓ ‰Ë ÏÓÒÚ ‰‡ ◊ÒÔÓÌ ÒÓ Ë ‡Ï“ ÌflÍÓË ÓÚ„Ó ‚Ó ÌË ÎÂÍ‡ Ë,
Á‡Â Ï‡ ̆ Ë ‚ËÒÓ ÍË ÔÓÒÚÓ ‚Â ‚ ‡‰ÏË ÌË ÒÚ‡ ÚË‚ Ì‡ Ú‡ ÒÚÛÍ ÚÛ ‡ Ì‡ ◊èËÓ „Ó‚“... èÓ-ÎÂÒÌÓ Ë
Â‚ÚË ÌÓ ·Ë ·ËÎÓ ‰‡ ËÏ ÔÓÔ‡ ‚ËÏ ÌflÍÓfl ÍÎ˛ ̃ ‡Î Í‡ Í‡ÚÓ ‚Ë‰ ·‡ ÚÂ ÌÓ ÒÔÓÌ ÒÓ ÒÚ‚Ó,
‚ÏÂ ÒÚÓ ‰‡ ÔÎ‡ ̆ ‡ ÏÂ. çÓ ÌÂ ÒÂ ÔÓÎÛ ̃ Ë Ë Ë‰Âfl Ú‡ ÓÒÚ‡ Ì‡ Í‡ÚÓ ‚ËÁÛ‡Î ÌÓ ÔÂ‰ ÎÓ ÊÂ ÌËÂ
ËÎË ÔÓ-ÚÓ˜ÌÓ Í‡ÚÓ ÍÓÌ ÙÛÁ Ì‡ ÔÓ ‚Ó Í‡ ̂ Ëfl, ˜‡ÒÚ ÓÚ ‰Â·‡ Ú‡ Á‡ ÛÔÓ ÚÂ ·‡ Ú‡ Ì‡ ÔÛ·ÎË˜ ÌÓ -
ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‚ ÌÂÓ-Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍ‡ ëÓÙËfl. Ü‡ÎÍÓ, Á‡˘Ó ÚÓ ÒÚÛ ‚‡ ÏË ÒÂ, ˜Â
Â‡Î ÌÓ ÚÓ Ò˙ÒÂ‰ ÒÚ‚Ó Ì‡ ÁÌ‡ ̂ Ë ÚÂ Ì‡ Philips Ë ÏÓfl Ï‡ı ÎÂÌ ÒÍË ÍÎ˛ ̃ ‡ ·Ë ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ -
ÎÓ ÔÂ ÙÂÍÚ Ì‡ ‚ËÁÛ‡ ÎË Á‡ ̂ Ëfl Ì‡ ÌÂÓ-Í‡ÔË Ú‡ ÎËÁ Ï‡ ‚ „‡‰‡. 

åÂÊ‰Û ‰Û „Ó ÚÓ, ÁÌ‡ ÂÚÂ ÎË ‚Ëˆ‡ Á‡ ÓÌÁË ÔÓ ËÁ ‚Ó ‰Ë ÚÂÎ Ì‡ „‚ÓÁ ‰ÂË ‚ âÂÛ Ò‡ ÎËÏ, ÍÓÈÚÓ
ËÏ‡Î ÔÓ ·ÎÂ ÏË Ò „‡‰ ÒÍË ÚÂ ‚Î‡ ÒÚË Á‡‡ ‰Ë ‚ËÁÛ‡Î ÌË ÚÂ ÍÓ‰Ó ‚Â, ËÁÔÓÎ Á‚‡ ÌË ‚ ·ËÎ ·Ó -
‰Ó ‚Â ÚÂ ÓÚ ÌÂ„Ó ‚‡ Ú‡ ÂÍÎ‡ ÏÌ‡ Í‡Ï Ô‡ ÌËfl? Ö, ÏÓÊÂ ·Ë ‰Û„ Ô˙Ú... Ë ·ÂÁ ‰Û„Ó ËÏ‡
‰ÓÒÚ‡Ú˙ ̃ ÌÓ Ï‡ÚÂ Ë ‡Î Á‡ ‡Ì‡ ÎËÁ ‚ ëÓÙËfl, ÅÛÍÛ Â˘ Ë ÏÌÓ„Ó ‰Û„Ë „‡ ‰Ó ‚Â Ë Ú‡Í‡, Ë
Ú‡Í‡.

ÅÂÎÂÊÍË

1. Ñ˙ÎÊ‡ ‚ÒË˜ÍË ‰‡ÌÌË Á‡ ÒËÚÛ‡ˆËflÚ‡ Ì‡ í‡ÈÏÒ ëÍÛÂ˙ ‚ ç˛ âÓÍ Ì‡ ◊è˙ÚÂ‚Ó‰ËÚÂÎ
ËÁ ÂÍÎ‡Ï‡Ú‡ Ì‡ í‡ÈÏÒ ëÍÛÂ˙ Á‡ ÍÓÌÒÛÏ‡ÚÓ‡“ (2005), ÔÓÂÍÚ Ì‡ äËÒÚËÌ ïËÎ,
ÔÂ‰ÒÚ‡‚ÂÌ ÓÚ Volksboutique and Creative Time, NYC.

2. í‡ÁË ÓÒÓ·ÂÌÓÒÚ Ì‡ ÌÂÓ-Í‡ÔËÚ‡ÎËÁÏ‡ ·Â¯Â ÔÓÒÓ˜ÂÌ‡ ÓÚ éÎ‡Ù çËÍÓÎ‡È ‚ ‡Á„Ó‚Ó Ò ÏÂÌÂ
ÔÓ ‚ÂÏÂ Ì‡ ÔÓÛ˜‚‡ÚÂÎÌÓÚÓ ÌË Ô˙ÚÛ‚‡ÌÂ ‚ „‡‰ Ç‡Ì‡ ÔÂÁ ˛ÎË 2004 „.  

3. íÓÁË ÔËÏÂ ·Â ÔÓÒÓ˜ÂÌ ÓÚ ÑËÏËÚ˙ ëÚÓÈ˜Â‚, ÂÍÎ‡ÏÂÌ ÏÂÌË‰Ê˙, ÔÓ ‚ÂÏÂ Ì‡ Ô˙‚Ëfl 
ÔÛ·ÎË˜ÂÌ ‰Â·‡Ú Ì‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡, ÓÁ‡„Î‡‚ÂÌ ◊ÇËÊ‰‡ÚÂ ÎË ëÓÙËfl?“,
ÔÂÁ ˛ÎË 2004 ‚ ëÉïÉ, ëÓÙËfl.
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Confusions… fully in line with the confused samples from the Sofia city interface and from
my point of view – part of a debate just starting to come to the fore. In this case things
turned out for the better for Stefan. Not so with my other candidate for advertisement with-
in the context of the project “Hot City Visual”. That was the case with my neighborhood
key maker, the quintessential example for a small one-family business in Sofia in so far as
there is at least one key maker in each neighborhood in the city. My idea to reverse the
hierarchic order consisted in placing the “corporate” logo of my key maker on top of the
building of the “Pirogov” hospital in the form of a neon sign alongside, in the same size
and with identical visual status to the sign of the Philips corporation already there in posi-
tion of domination. (ph. 47, 48). It did not happen. It would have cost a lot of money and
besides I did not see fit “sponsoring” some of the top level administrators-doctors in the
hospital who were responsible for permissions… It would have been easier and cheaper to
fix some key lock for them as a type of “in kind” sponsorship instead of paying. However,
nothing happened and the idea remained like a visual proposition or rather like a confus-
ing provocation in neo-capitalist Sofia. Pity, because I think that the real co-existence of
the logos of Philips and my neighborhood key maker would have been a perfect visualiza-
tion of neo-capitalism in the city.

By the way, did you know the joke about that guy, a producer of nails in Jerusalem, who
had some problems with the city authorities because of the visual codes he was using in
the city-wide advertisement campaign for his product? Well, may be next time... there is
enough material to think about in Sofia, Bucharest and many other cities as it is.

Notes

1. All factual references to the Times Square/New York situation are quoted from “A Consumer's 
Guide to Times Square Advertising” 2005, a project by Christine Hill, presented by Volksboutique 
and Creative Time, NYC.

2. This particular feature of neo-capitalism was pointed out by Olaf Nicolai in a conversation with
me while we were on a pre-project trip to the city of Varna on the Bulgarian Black Sea Coast
in July 2004.

3. This particular example was pointed out initially by Dimitar Stoychev, advertisement manager,
during the first public debate of the Visual Seminar titled “Do You See Sofia?” organized
on July 3rd 2003 in the Sofia Art Gallery, Sofia.
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àËÌ‡ ÉÂÌÓ ‚‡

É‡ ‰˙Ú Í‡ÚÓ ‰‚Ë ÊÂ˘ ÒÂ Ó·‡Á / ç‡˜Ë ÌË Á‡ ÔË ‰‚Ë Ê‚‡ ÌÂ 
Ë „ÎÂ‰ ÍË / èÂ¯Â ıÓ‰ ÒÚ‚Ó ÚÓ Í‡ÚÓ Ô‡Í ÚË Í‡ Ë ÒÚ‡ÒÚ

ëÓÙËfl ÔÂÁ ÔÓÒÎÂ‰ ÌË ÚÂ „Ó‰Ë ÌË ‚˙Á·ÛÊ ‰‡ ËÌÚÂ Â ÒË ÚÂ Ì‡ ÒÚÓ Ë ÚÂÎ ÌË ÔÂ‰ ÔËÂ Ï‡ ̃ Ë Ë
Û·‡ ÌË ÒÚË, ËÒÚÓ Ë ̂ Ë Ì‡ „‡‰‡ Ë ‡ÌÚÓ ÔÓ ÎÓ ÁË, ÛÌË ‚Â ÒË ÚÂÚ ÒÍË ÔÂ ÔÓ ‰‡ ‚‡ ÚÂ ÎË, ‡Á -
ÎË˜ ÌË ÔÓ ÙÂ ÒË ÓÌ‡Î ÌË Ë „‡Ê ‰‡Ì ÒÍË Ò‰Û ÊÂ ÌËfl. ã‡Ì ÒË ‡Ú ÒÂ ÔÓ ÂÍ ÚË, ÔÓÒ‚Â ÚÂ ÌË Ì‡
„‡‰‡. Ö‰ËÌ ÓÚ ÚÂÁË ÔÓ ÂÍ ÚË ·Â¯Â Ë ÇËÁÛ‡ ÎÂÌ ÒÂÏË Ì‡. èÂÁ 2003 „Ó‰Ë Ì‡ Û˜‡ ÒÚ‚‡ı ‚
ÌÂ„Ó, Á‡ ‰‡ Á‡fl‚fl ÓÚÌÓ ̄ Â ÌËÂ. çÓ Í‡Í? àÁ·Ó ˙Ú Ì‡ ÒÂ‰ ÒÚ‚‡ ÒflÍ‡¯ Â ÏÂÊ‰Û ÂÙÎÂÍ -
ÒËfl Ë ‡ÍÚË ‚ËÁ˙Ï – Ë ‚ ‰‚‡Ú‡ ÒÎÛ ̃ ‡fl ËÏ‡ ÓÔ‡Ò ÌÓÒÚ ÓÚ ÛÚÓ ÔËÁ˙Ï, ÓÚ ÒËÚÛ‡ ̂ Ëfl, ‚ ÍÓflÚÓ
ÔËÒ‡ ÌÂ ÚÓ/‡ÍˆË fl Ú‡ ‰‡ ·˙‰‡Ú ÌÂÂ ÙË Í‡ ÒÌË, ÌÂ‚˙Á‰ÂÈ ÒÚ‚‡ ̆ Ë ‚ ÍÓÌ ÍÂÚ ÌÓ ÚÓ Ó·Í˙ ÊÂ ÌËÂ.
êÂÙÎÂÍ ÒË‚ ÌÓ ÚÓ Û˜‡ ÒÚËÂ ÏÓ·Ë ÎË ÁË ‡ ÔÓÁ Ì‡ ÌËfl, ÔÓÁÓ ‚‡ ‚‡ ÌËfl, ‡Á Ò˙Ê ‰Â ÌËfl Ë, ‚ Í‡È -
Ì‡ ÒÏÂÚ Í‡, ÒÂ Â‡ ÎË ÁË ‡ ‚ ÚÂÍ ÒÚÓ ‚Â Í‡ÚÓ ÚÓÁË. ÄÍÚË ‚ËÁ Ï˙Ú, ·ËÎ ÚÓÈ Ë ıÛ‰Ó ÊÂ ÒÚ‚ÂÌ,
ÒÂ Ò‚ÂÊ ‰‡ ‰Ó ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ ÒÚ‚Ó Í˙Ï „‡‰ ÒÍ‡ Ú‡ ÛÔ‡ ‚‡. í‡Í‡ ‚‡ ·Â¯Â ‡ÍˆË fl Ú‡ Ì‡
ÔÛ·ÎË˜ Ì‡ ÒÂ˘‡ Ò Í‡Ì ‰Ë ‰‡Ú-ÍÏÂ ÚÓ ‚Â ÚÂ Ì‡ ëÓÙËfl, ÔÓ‰ Ó·˘Ëfl ÒÎÓ „‡Ì ◊ÇËÊ ‰‡ ÚÂ ÎË
ëÓÙËfl?“

◊ÇËÊ ‰‡ ÚÂ ÎË ëÓÙËfl?“ Â ÂÚÓ Ë ̃ ÂÌ ‚˙ÔÓÒ Ë ‡ÔÂÎ, ‰Ë‰‡Í ÚË Í‡ Ë Ì‡‰ÂÊ ‰‡. ëÍÂÔ ÚË˜ ÌÓ ÚÓ
ÏÛ ◊ÓÔ‡ÍÓ“ Â: ◊Ñ‡ÎË ˜Û‰Ó ÚÓ Ì‡ ◊ÔÓ „ÎÂÊ ‰‡ ÌÂ ÚÓ“ ˘Â ÌË ÒÔ‡ÒË?“. åÓÊÂ ·Ë ◊ÒÎÂ ÔÓ Ú‡ Ú‡“
Á‡ ëÓÙËfl Â Â‰ËÌ ÒÚ‚Â Ì‡ Ú‡ ‚˙ÁÏÓÊ ÌÓÒÚ Á‡ Ò˙ı‡ Ìfl ‚‡ ÌÂ Ì‡ ÁË ÚÂÎ ÌÓ ÚÓ ÒÂÚË ‚Ó. ÄÎ‡ ÌÂ
ÏÓ„‡ ‰‡ ‚˙‚fl ÔÂÁ ÚÓÁË „‡‰ ·ÂÁ ‰‡ „Ó ‚ËÊ ‰‡Ï, ‰‡ „Ó ÓÒÂ Á‡ ‚‡Ï. Ç ÔÓ ÏÂ Ìfl ̆ Ë ÚÂ ÒÂ
Ó·‡ ÁË Ú˙Òfl ÔÂ ÊË ‚fl ‚‡ ÌÂ ÚÓ Ì‡ „‡‰, ‰ËÌ‡ ÏË Í‡, ÒÓˆË‡ ÎÂÌ Ó·ÏÂÌ, „ÎÂ‰ ÍË, „‡‰ ÒÍÓ
ÛÒÂ ̆ ‡ ÌÂ Á‡ ÔË Ó ‰‡. äÓÔÌÂÊ ÔÓ „‡‰!? ÉÛ·fl ÒÂ ‚ Ò˙ÔÓ ÒÚ‡‚ ÍË.

ë‡ÏÓ ÚÓ Ô‡Í ÚË ÍÛ ‚‡ ÌÂ Ì‡ „‡‰‡, ÊË‚Â Â ÌÂ ÚÓ ‚ ÌÂ„Ó, Â ‚Â˜Â Û˜‡ ÒÚËÂ. åÓ„‡ ÎË ‰‡ ÓÒÚ‡ Ì‡
·ÂÁÛ ̃ ‡ÒÚ Ì‡, ‰‡ Ì‡ÏÂ fl Û·Â ÊË ̆ Â ‚ Ó·‡ ÁË – ÊË‚Ó ÔËÒ ÌË, ÙÓÚÓ „‡Ù ÒÍË, ÎËÚÂ ‡ ÚÛ ÌË;
‰‡ ÏËÒÎfl ëÓÙËfl ÔÂÁ ËÁÎÓÊ ·Ë, ÒÔÓ ÏÂ ÌË, Ô˙ÚÂ ‚Ó ‰Ë ÚÂ ÎË?

íÓÁË ÚÂÍÒÚ ÌÂ Â Á‡ ÔÓÎË ÚË ÍË Ì‡ „‡ ‰ÓÛ ÒÚÓÈ ÒÚ‚Ó ÚÓ, Á‡ ÂÒÚÂ ÚË Í‡ Ì‡ ‡ıË ÚÂÍ ÚÛ ‡ Ú‡, Á‡
ËÒÚÓ Ëfl Ì‡ Ô‡ ÍÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó ÚÓ ËÎË Á‡ ÒÓˆË‡Î ÌÓ ÚÓ ‡Á ÒÎÓ fl‚‡ ÌÂ Ì‡ ÊËÎË˘ ÌË ÚÂ
‡ÈÓ ÌË. Ç ‰Û„‡ ÂÔÓı‡ ·Ë ÏÓ„˙Î ‰‡ ·˙‰Â ‡Á Í‡Á Ì‡ le flâneur1 (‰Ó·Â Â ‰‡ ‰Ó·‡ ‚ËÏ la
flânÂuse) ‚ ëÓÙËfl. èÂ‰ ÒÚ‡ ‚Â ÌË ÚÂ ÚÛÍ ÓÚÍ˙ ÒÎÂ ̂ Ë ÓÚ „ÎÂ‰ ÍË Ò‡ ÓÚ ‰ÌÂ¯ ÌÓ ÚÓ Ô‡Í ÚË ÍÛ -
‚‡ ÌÂ Ì‡ „‡‰‡ ‚ ‰‚Ë ÊÂ ÌËÂ, ÓÚ ÏÓÂÚÓ/Ì‡¯Â ÚÓ, ‚ËÁÛ‡Î ÌÓ Ë ÒÂÚË‚ ÌÓ ÂÊÂ‰ ÌÂ ‚ËÂ.
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Irina Genova

The City as a Mobile Image / Ways of Moving and Sights /
Walking as a Practice and a Passion

In recent years Sofia arouses the interests of property developers and urbanists, city
historians and anthropologists, academics, different professional and civic associa-
tions. Projects about the city are launched. One of these projects was Visual seminar.
In 2003 I took part in it in order to state my position. But how? The choice of means
seems to be a choice between reflection and activism – in both cases there is the dan-
ger of utopia, of a situation in which the writing or the action can be inefficacious, they
could have no impact on the particular circumstances. The reflective participation
mobilizes knowledge, references, reasoning and at the end it is realized in texts like
this one. Activism, whether it is artistic or not, boils down to a challenge to the city
authority. This was the case of the public meeting with the mayoral candidates in Sofia
with the slogan  “Do you see Sofia?”.

“Do you see Sofia?” is a rhetorical question and an appeal, didactics and hope. Its skepti-
cal reverse side is: “Will the miracle of “seeing again” save us?”. Perhaps the “blindness”
for Sofia is the only chance to preserve the sense of sight. But I cannot walk in this city
without seeing it, without perceiving it. In the changing images I search for the experience
of a city, dynamics, social exchange, sights, the urban sense of nature. A longing for a
city?! I am losing myself in comparisons.

The very practicing of the city, living in it, is already participation. Could I remain indiffer-
ent, to find refuge in images – in painting, in photography, in literature; to consider Sofia
through exhibitions, memories, guides?

This text is not about urban planning policies, about the aesthetics of architecture, about
the history of park building or about the social diversification of living areas. In other times
this could be the story of a flâneur1 or a flâneuse in Sofia. The narrated pieces of sights
are about the practice of the city in motion, about my/our visual and perceptual daily life.

* * *
As I write Sofia is turning into a dump. The unsolved problem of litter processing seems to
be bursting open like a fester in the city, it emerges as a disaster, an infection, a threat of
epidemic and death. For a moment I consider the idea of taking pictures but then I give it
up. Who would need these depressing sights which we see in our nightmares anyway?
There is no doubt that we all see them, breathe them in and walk over them, we move
among them.

* * * 
I like walking, taking customary routes shaped by daily chores and taking leisure ones that
are pleasurable because of changing views and because of the sense of sharing them. In
the “interior” of the city the surfaces or what one walks on give a sense of cosiness or
stress. Texture, colour, the sounds of steps, even the smells – in dry and wet weather – 
I associate these with walking in different cities. The yellow bricks – slippery and glistening
in wet weather, the boulevard that is crossed slowly and with great care, are part of
becoming familiar with Sofia.

I often go down Shipka Street. The pavement gradually erodes – I can sense this by the
steps. I sensed a difference recently – in front of the Kodak shop and the café just
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* * *
ÑÓÍ‡ ÚÓ ÔË¯‡, Á‡ ·Ó Â ÌË ‰ÌË ëÓÙËfl ÒÂ ÔÂ‚ ˙ ̆ ‡ ‚ ÒÏÂ ÚË ̆ Â. çÂ‡Á Â ̄ Â ÌËflÚ ÔÓ ·ÎÂÏ
Ò ÔÂ ‡ ·Ó Ú‚‡ ÌÂ ÚÓ Ì‡ ÒÏÂÚ Ú‡ ÒflÍ‡¯ ÒÂ ‡Á ÔÛ Í‚‡ Í‡ÚÓ ‚˙Á Ô‡ ÎÂ ÌËÂ ‚ Ò‡ÏËfl „‡‰, fl‚fl‚‡
ÒÂ Í‡ÚÓ ·Â‰ ÒÚ‚ËÂ, Á‡‡ Á‡, Á‡ÔÎ‡ ı‡ ÓÚ ÂÔË ‰Â ÏËfl Ë ÒÏ˙Ú. á‡ ÏÓÏÂÌÚ ËÏ‡Ï Ë‰Âfl Ú‡ ‰‡
Ì‡Ô‡ ‚fl ÙÓÚÓÒ ÌËÏ ÍË, ÌÓ ÒÎÂ‰ ÚÓ‚‡ ÒÂ ÓÚÍ‡Á ‚‡Ï. äÓÏÛ Ò‡ ÌÂÓ·ıÓ ‰Ë ÏË ÚÂÁË ÔÓ‰ ÚË ÒÍ‡ ̆ Ë
„ÎÂ‰ ÍË, ÍÓËÚÓ ·ÂÁ ‰Û „Ó ÔÂ ÏË Ì‡ ‚‡Ú ‚ ÍÓ¯ Ï‡ Ë ÚÂ ÌË? àÏ‡ ÎË ÌflÍÓÈ ÌÛÊ‰‡ ÓÚ Ò‚Ë ‰Â ÚÂÎ -
ÒÚ‚‡? ÅÂÁ Ò˙ÏÌÂ ÌËÂ ‚ÒË˜ ÍË „Ë ‚ËÊ ‰‡ ÏÂ, ‰Ë¯‡ ÏÂ Ë ÔÂ ÒÍ‡ ̃ ‡ ÏÂ, ‰‚Ë ÊËÏ ÒÂ ÒÂ‰ Úflı.

* * * 
é·Ë ̃ ‡Ï ‰‡ ıÓ‰fl ÔÂ¯‡ – ÔÓ Ó·Ë ̃ ‡È ÌË Ú‡ ÒÂ Ú‡, Ò‚˙ Á‡ ÌË Ò ÂÊÂ‰ ÌÂ‚ ÌË Á‡‰˙Î ÊÂ ÌËfl, Ë
ÔÓ ÊÂÎ‡ ÌË Ï‡¯ Û ÚË, ‚ Ú˙ ÒÂ ÌÂ Ì‡ Û‰Ó ‚ÓÎ ÒÚ‚ËÂ ÓÚ ÔÓ ÏÂ Ìfl ̆ Ë ÒÂ „ÎÂ‰ ÍË Ë Úflı ÌÓ ÚÓ
ÒÔÓ ‰Â Îfl ÌÂ. Ç ◊ËÌÚÂ ËÓ ‡ Ì‡ „‡‰‡“ Ì‡ÒÚËÎ ÍË ÚÂ ËÎË ÚÓ‚‡, ÔÓ ÍÓÂÚÓ ÒÚ˙Ô ‚‡¯, Ò˙Á‰‡ -
‚‡Ú ÛÒÂ ̆ ‡ ÌÂ Á‡ Û˛Ú ËÎË ÒÚÂÒ. î‡Í ÚÛ ‡, ˆ‚flÚ, ¯ÛÏÓ ‚Â ÓÚ ÒÚ˙Ô ÍË, ‰ÓË ÏËËÒ – ÔË
ÒÛıÓ Ú‡ Ë ‚Î‡„‡ – Ò‚˙ Á‚‡Ï Ò ÔÂ¯Â ıÓ‰ ÒÚ‚Ó ÚÓ ‚ ‡Á ÎË˜ ÌË „‡ ‰Ó ‚Â. Ü˙Î ÚË ÚÂ Ô‡‚Â Ú‡ –
ıÎ˙ Á„‡ ‚Ë Ë ·ÎÂ ÒÚfl ̆ Ë ÔË ‚Î‡„‡, ·ÛÎÂ ‚‡‰˙Ú, ÍÓÈÚÓ ÒÂ ÔÂ ÒË ̃ ‡ ·‡‚ÌÓ Ë Ò ÓÒÓ ·Â ÌÓ
‚ÌË Ï‡ ÌËÂ, Ò‡ ˜‡ÒÚ ÓÚ ÛÒ‚Ó fl‚‡ ÌÂ ÚÓ Ì‡ ëÓÙËfl.

åËÌ‡‚‡Ï ˜ÂÒÚÓ ÔÓ ÛÎ. ◊òËÔÍ‡“. íÓ ÚÓ ‡ ˙Ú ÒÂ Û¯Ë ÔÓÒÚÂ ÔÂÌ ÌÓ – ÛÒÂ ̆ ‡Ï „Ó ÔÓ ÒÚ˙Ô -
ÍË ÚÂ. çÂÓÚ ‰‡‚ Ì‡ ÔÓ˜Û‚ ÒÚ‚‡ı ‡Á ÎË Í‡ – ÔÂ‰ Kodak Ë Í‡ÙÂ ÌÂ ÚÓ ÔÂ‰Ë ÔÂ ÒÂ˜ Í‡ Ú‡ Ò
◊ä‡ Í‡“ ·Ó ‰˛ ˙Ú ÒÚ‡Ì‡ „Î‡ ‰˙Í Ë ˆ‚Â ÚÂÌ. Ç ˆÂÌ Ú‡Î Ì‡ Ú‡ ˜‡ÒÚ Ì‡ ëÓÙËfl ˜‡ÒÚ Ì‡ Ú‡
ÒÓ· ÒÚ‚Â ÌÓÒÚ ÔÓ ÏÂ ÌË ·Ó ‰˛ Ë ÚÂ. ◊äËÎËÏ ̃ Â Ú‡“ ÓÚ ˆ‚ÂÚ ÌË ÔÎÓ˜ ÍË ÒÂ ◊‡Á ÒÚÎ‡ ı‡“ ÔÂ‰
·‡ÌÍË, ÂÒÚÓ ‡Ì ÚË, ·ËÁ ÌÂÒ-Ò„‡ ‰Ë Ë Ï‡ ÍÓ ‚Ë Ï‡„‡ ÁË ÌË – ÔÓÎÛ ̃ Ë ÒÂ ◊patchwork in pro -
gress“. èÓıÓ‰ Í‡ Ú‡ Ì‡ „‡Ê ‰‡Ì(Í)ËÚÂ ÒÚ‡Ì‡ ÌÂ‡‚ ÌÓ ÏÂ Ì‡ (ÌÂ‡‚ ÌÓ ‰ÂÎ Ì‡): ‰ÓÒÚÓÈ Ì‡ Ë
ı‡ ÏÓ ÌË˜ Ì‡ ÔÂ‰ Ò„‡ ‰Ë ÚÂ Ì‡ Á‡‚ Î‡ ‰fl ‚‡ ̆ Ëfl ˆÂÌ Ú˙ ‡ ·ËÁ ÌÂÒ, ‡Á ÍË ‚Â Ì‡ Ë Ò ÔÓ‰ -
ÒÍÓ ̂ Ë ÔÓ ‚ÒÂ Ó˘Â Ó·˘ËÌ ÒÍË ÚÂ ÚÓ ÚÓ ‡ Ë.

◊çÂ ÏÓ„‡ ‰‡ ‡Á „ÎÂÊ ‰‡Ï ‡ıË ÚÂÍ ÚÛ ‡ Ú‡, Á‡˘Ó ÚÓ ÚÓ ÚÓ ‡ Ë ÚÂ Ò‡ ÓÔ‡Ò ÌË Á‡ ıÓ‰Â ÌÂ“ –
ËÁ‡ ÁË ÒÂ ÒÚÛ ‰ÂÌÚ Í‡ ÔÓ ÚÂÏ‡ Ú‡ Á‡ „‡‰‡. Ñ‡ÎË ‰‡ ÌÂ ÔÂ‰ ÎÓ ÊËÏ ‚ é·˘Ë Ì‡ Ú‡ ÔÓÒÚ‡ -
‚fl ÌÂ Ì‡ Ú‡·Â ÎË ◊Watch Your Step!“/◊ÉÎÂ ‰‡È ÒË ‚ Í‡ Í‡ Ú‡!“ ÔÓ ÒÓÙËÈ ÒÍË ÚÂ ÛÎËˆË?

Ç ‰ÂÌfl, ‚ ÍÓÈÚÓ Ì‡ÔË Ò‡ı ÚÂÁË Â‰Ó ‚Â, ÔÓ Ô‡‰ Ì‡ı Ì‡ ◊è‡ÚË‡ ı‡“, ‚˙‚ ‚Î‡Ê Ì‡ ÓÚ
‰˙Ê‰‡ Í˙Ô Í‡ ÓÚ Ô‡‚Â Ú‡, ÌÂÓ ̃ ‡ Í‚‡ Ì‡ Ë ÌÂÔÓ ‰Ó ÁË ‡ Ì‡ ‚ ‡ÒÙ‡Î Ú‡. ìÒÚÂ ÏËı ÒÂ ‰‡
‰Ó„Ó Ìfl ÚÓ ÎÂÈ ·ÛÒ, ÒÎÂ‰ ÌÂÍÓÎ ÍÓ Í‡Ú ÌÓ ÔË ÚË˜ ‚‡ ÌÂ ÏÂÊ‰Û ÏflÒÚÓ ÚÓ, Û‰Ó· ÌÓ Á‡ Ï‡¯ -
ÛÚ ÍË ÚÂ, Ë ÒÔË Í‡ Ú‡ Á‡ „‡‰ ÒÍËfl Ú‡ÌÒ ÔÓÚ.

éÔË Ú‚‡Ï ÒÂ ‰‡ ÔÂ ‡ ·Ó Úfl ÓÚË ̂ ‡ ÚÂÎ ÌË ÚÂ ‡ÙÂÍ ÚË ˜ÂÁ ÒÔÓ ‰Â Îfl ÌÂ ÚÓ ËÏ ‚ ÚÂÍÒÚ, ÌÓ ‚
ÚÓÁË ÒÎÛ ̃ ‡È ÚÂÍ ÒÚ˙Ú ÔÂ‰ ıÓÊ ‰‡/ÔÂ‰ ̃ Û‚ ÒÚ‚‡ Á‡ÔÎ‡ ̄ Ë ÚÂÎ ÌÓ ÔÂ ÏÂÊ ‰ËÂ ÚÓ. ÑËÒ ÍÛ Ò˙Ú
Á‡ „‡‰‡ ÔÓ Ô‡ ‰‡ ‚ ◊Ô‡Í ÚË ÍÛ ‚‡ ÌÂ ÚÓ“ Ì‡ ëÓÙËfl, ‚ ·‡Ì‡Î ÌÓÒÚ Ú‡ Ë ËÒÍÓ ‚Â ÚÂ Ì‡ ÂÊÂ‰ -
ÌÂ ‚ËÂ ÚÓ.

(ëÔ‡ ‚Â‰ ÎË ‚Ó Â ‰‡ ÓÚ·Â ÎÂ Ê‡ Ó„ÓÏ ÌËfl ÒË Í˙Ò ÏÂÚ Á‡‰Â ÚÓ ÌÂ ÔÓÎÛ ̃ Ëı Ù‡Í ÚÛ ‡ Ì‡
Í‡È ÌËÍ, ÌÂ ÒË Ò˜Û ÔËı Á˙· ÔË ÒÂ ̆ ‡ Ú‡ ÏË Ò ·Ó ‰˛ ‡ Ë ˜Â Ë‰‚‡¯Â ÛËÍÂÌ ‰ – Ú.Â.
ÌflÏ‡ ̄ Â ‰‡ ÒÂ ÔÓfl‚fl ‚ ÛÌË ‚Â ÒË ÚÂ Ú‡ Ò Ôfl ÒÌÓ Ì‡ÒË ÌÂ ÌÓ ÎËˆÂ.)

* * *
ëÔÓÏ ÌflÏ ÒË ÔÓ Í‡Í‚Ó ÒÚ˙Ô ‚‡ı Í‡ÚÓ ‰ÂÚÂ. íÓ ÚÓ ‡ Ë ÚÂ Ò ‰‚‡ ‚Ë‰‡ ÔÎÓ˜ ÍË – Ï‡ÎÍË Ë
„ÓÎÂ ÏË – ‡Á „‡ Ùfl ‚‡ ÌË Á‡ Ë„‡ Ì‡ ◊‰‡Ï‡“; Ô‡‚‡ Ê˙Ú ÔÓ „ÓÎfl Ï‡ Ú‡ ÛÎËˆ‡ Ò Ú‡Ï ‚‡Ë ÚÂ
(‰˙Î„Ó ‚ÂÏÂ ÌÂ „Ó Á‡ÏÂ Ìfl ı‡ Ò ‡ÒÙ‡ÎÚ), ‡ÒÙ‡Î Ú˙Ú ÔÓ Ï‡Î ÍË ÚÂ ÛÎË˜ ÍË ÏÂÊ‰Û ·ÎÓ ÍÓ ‚Â -
ÚÂ (ÒÚ‡‚‡ Á‡ ÚË˜‡ ÌÂ). èÓÏÌfl Ú˙Ô Í‡ Ú‡ ÓÚ ÔÂ ÏË Ì‡ ‚‡ ÌÂ ÚÓ ÔÓ Í‡ÏÂÌ ÌË ·Ó ‰˛ Ë Ì‡ Ô‡ -
ÍÓ ‚Ë ÂÁÂ ̂ ‡ – ÓÚ Â‰Ì‡ Ú‡ ÒÚ‡ Ì‡ – ÁÂÎÂ ÌË Ì‡, ÓÚ ‰Û „‡ Ú‡ – ‚Ó‰ÌÓ Ó„ÎÂ ‰‡ ÎÓ (ÇÌË Ï‡ -
‚‡È!). ïÓ‰Â ÌÂ ÚÓ/ÒÚ˙Ô ‚‡ ÌÂ ÚÓ Â Ò˙‚ÒÂÏ ‡Á ÎË˜ ÌÓ ‚ ëÚ‡ Ëfl „‡‰ Ì‡ èÎÓ‚ ‰Ë‚ – ÌÂ‡‚ ÌÓ -
ÏÂ ÌÓ, ÓÒÂ Á‡ Â ÏÓ Á‡ ÒÚ˙ Ô‡ Î‡ Ú‡. ä‡ÏÂÌ Ì‡ Ú‡ Ì‡ÒÚËÎ Í‡, ÍÓflÚÓ Ó·ÒÂ· ‚‡ ‚ÌË Ï‡ ÌËÂ ÚÓ ÌË.
í‡Ï Ë ‰ÌÂÒ Â Ú‡Í‡ – Ú‡È ÌÓÒÚ.
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before the crossing with Krakra Street the pavement became even and colourfull. In the
central part of Sofia private property changed the pavements. “Rags” of color cobble-
stones have been rolled out in front of banks, restaurants, business buildings and the
shops of big companies – the result is “patchwork in progress”. The way citizens walk
has become uneven (irregular): dignified and harmonious in front of the buildings of
businesses that are conquering the central areas, jagged and jumpy on the still munici-
pal pavements.

“I cannot pay attention to the architecture because the pavements are dangerous for walk-
ing” – as a student put it when commenting on the subject of the city. Shall we suggest to
the Municipality that signs reading “Watch Your Step!” could be placed in the streets of
Sofia?

In the day when I wrote these lines I fell through a road patch of cobble-stones on the
Patriarch Evtimii Boulevard, a road patch unexpected and unsuspected in the asphalt. I
was trying to catch a trolleybus after having to run several times between the place where
the mini van services stop is and the public transport bus stop.

I am trying to process the negative emotional effects of the experience by sharing them in
a text, but in this case the text precedes/anticipates the adventure in a slightly frightening
way. The discourse of the city falls through the “practising” of Sofia, through the trivia and
risks of everyday life.

(It would be unjust to omit mentioning how incredibly lucky I was that none of my limbs
was fractured, that none of my teeth broke at the encounter with the curb and that the
weekend was coming i.e. I would not have to appear at the university with a freshly
bruised face.)

* * *
I remember what I stepped on as a child. The pavements with two kinds of plates – small
and large – where we drew lines and squares in order to play a game; the pavement of
the big street with the trams (it was not replaced with asphalt until much later), the asphalt
on the small streets between the blocks of flats (good for running). I remember the thrill of
walking over the stone edges of ponds – the verdure on the one side and the water mirror
on the other (watch out!). Walking/stepping is very different in the Old town in Plovdiv,
irregular, palpable for the feet. The stone pavement that arrests our attention. It is the
same there today – durability.

The most attractive is my memory of walking on sand – in the park between the blocks
with red roof tiles the sand is changed every spring after the last snow. The park has its
“furniture” – benches (they are put away in winter) and a fountain (it has a wooden hut in
the cold season). Sand covered the alleys in all the parks until it was replaced with the
ubiquitous asphalt at the end of the 1970s. Steps on sand in parks elsewhere, together
with the comfort and perceptual pleasure, bring back childhood sensations. In the
Luxembourg public garden I watch people passing by for pleasure while coming home
from work. The rhythm of the different ways of walking is echoed in the crunching noises
of dry or damp sand. They leave traces...

In the beginning of the 1970s I learn how to step differently. The pavements are chang-
ing – the asphalt replaces the cobble-stones on a mass scale and is much better for my
comfort in the bus. But the sand in the parks disappears as well and the mud enters my
city experience. Because of all the building sites every day I have to clean my shoes as
soon as I get to school. This necessity and habit haunt me even today – building sites
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ç‡È-ÔË‚ ÎÂ Í‡ ÚÂ ÎÂÌ Â ÒÔÓ ÏÂ Ì˙Ú ÏË ÓÚ ÔflÒ˙ ̃ Ì‡ Ì‡ÒÚËÎ Í‡ – ‚ „‡ ‰ËÌ Í‡ Ú‡ ÏÂÊ‰Û ·ÎÓ ÍÓ -
‚Â ÚÂ Ò ÍÂÂ ÏË ‰Â ÌË ÔÓÍË ‚Ë ÔflÒ˙Í ̇ Ú Â ÒÏÂ ÌflÌ ‚ÒflÍ‡ ÔÓ ÎÂÚ, ÒÎÂ‰ ÔÓÒÎÂ‰ ÌËfl ÒÌfl„.
É‡ ‰ËÌ Í‡ Ú‡ ËÏ‡ Ò‚ÓË ◊ÏÂ·Â ÎË“ – ÔÂÈÍË (ÔÂÁ ÁËÏ‡ Ú‡ „Ë ÔË ·Ë ‡Ú) Ë ˜Â¯Ï‡ (‚ ÒÚÛ ‰Â -
ÌËfl ÒÂÁÓÌ Ò ‰˙ ‚Â Ì‡ Í˙˘Ë˜ Í‡). èflÒ˙ ̃ Ì‡ Â Ì‡ÒÚËÎ Í‡ Ú‡ ‚˙‚ ‚ÒË˜ ÍË „‡‰ ÒÍË Ô‡ ÍÓ ‚Â Ë
Í‚‡ Ú‡Î ÌË „‡ ‰ËÌ ÍË, ‰Ó ÏÓÏÂÌ Ú‡ Ì‡ ÒÏfl Ì‡ Ú‡ π Ò ‚ÂÁ ‰Â Ò˙ ̆ Ëfl ‡ÒÙ‡ÎÚ ‚ Í‡fl Ì‡ 1970-
ÚÂ. ëÚ˙Ô ÍË ÚÂ ÔÓ ÔflÒ˙Í ‚ Ô‡ ÍÓ ‚Â ‰Û „‡ ‰Â, Ì‡Â‰ Ò ÍÓÏ ÙÓ Ú‡ Ë ÒÂÚË‚ ÌÓ ÚÓ Û‰Ó ‚ÓÎ -
ÒÚ‚ËÂ, ÏË Ì‡ÔÓÏ ÌflÚ ÛÒÂ ̆ ‡ ÌËfl ÓÚ ‰ÂÚ ÒÚ‚Ó ÚÓ. Ç ã˛Í ÒÂÏ ·Û„ ÒÍ‡ Ú‡ „‡ ‰Ë Ì‡ Ì‡·Î˛ ‰‡ ‚‡Ï
Í‡Í ıÓ‡ Ú‡  ÔÂ ÏË Ì‡ ‚‡Ú Á‡ Û‰Ó ‚ÓÎ ÒÚ‚ËÂ, ÔË ·Ë ‡È ÍË ÒÂ ÓÚ ‡·Ó Ú‡. êËÚ˙ Ï˙Ú Ì‡ ÔÓıÓ‰ -
ÍË ÚÂ ÓÚÁ‚Û ̃ ‡ ‚‡ ‚ ÒËÔ Í‡ ‚Ë ÚÂ ¯ÛÏÓ ‚Â Ì‡ ÒÛıËfl ËÎË ‚Î‡ ÊÂÌ ÔflÒ˙Í. éÒÚ‡ ‚flÚ ÒÎÂ‰Ë...

çflÍ ̇ ‰Â ÓÚ Ì‡˜‡ ÎÓ ÚÓ Ì‡ 1970-ÚÂ ÒÂ Û˜‡ ‰‡ ÒÚ˙Ô ‚‡Ï ‡Á ÎË˜ ÌÓ. ç‡ÒÚËÎ ÍË ÚÂ ÒÂ ÔÓ ÏÂ ÌflÚ
– ‡ÒÙ‡Î Ú˙Ú Ï‡ÒÓ ‚Ó Á‡ÏÂ Ìfl Ô‡‚‡ Ê‡ Ë Â ÏÌÓ„Ó ÔÓ-‰Ó·˙ Á‡ ÛÒÂ ̆ ‡ ÌÂ ÚÓ ÏË ‚ ‡‚ÚÓ ·Û Ò‡.
çÓ ÔflÒ˙Í ̇ Ú ‚ „‡ ‰ËÌ ÍË ÚÂ Ò˙˘Ó ËÁ˜ÂÁ ‚‡, ‡ ‚ ÏÓfl ◊„‡‰ ÒÍË“ ÓÔËÚ ÒÂ ÔÓfl‚fl ‚‡ Í‡Î.
èÓ‡ ‰Ë ÒÚÓ Â ÊË ÚÂ Ì‡Ó ÍÓ ÎÓ ‚ÒÂÍË ‰ÂÌ, Â‰‚‡ ÔË ÒÚË„ Ì‡ Î‡ ‚ Û˜Ë ÎË ̆ Â, ÒÂ Ì‡Î‡ „‡ ‰‡
˜ËÒÚfl Ó·Û‚ ÍË ÚÂ ÒË. í‡ÁË ÌÂÓ·ıÓ ‰Ë ÏÓÒÚ Ë Ì‡‚ËÍ ÏÂ ÔÂ ÒÎÂ‰ ‚‡Ú Ë ‰ÌÂÒ – ÒÚÓ Â ÊË ÚÂ Ò‡
Ì‡‚ Òfl Í˙ ‰Â, ·ÂÁ Í‡Í ‚‡ ÚÓ Ë ‰‡ ·ËÎÓ „ËÊ‡ Á‡ ÔÂ¯Â ıÓ‰ ÒÚ‚Ó ÚÓ Ì‡ „‡Ê ‰‡Ì(Í)ËÚÂ. ÄÒÙ‡Î -
Ú˙Ú ÒÂ ÔÓ ÔÛ Í‚‡ ÓÚÌÓ ‚Ó Ë ÓÚÌÓ ‚Ó ÔË ‚ÒflÍ‡ ÒÏflÌ‡ Ì‡ ÒÂÁÓ ÌË ÚÂ Ë Ú˙ ·Ë ÚÂ (ËÌÒÚ‡ Î‡ -
ˆËË ÚÂ). ëÚ‡ Ë ÚÂ ÔÎÓ˜ ÍË ÌÂ Û‰˙ Ê‡Ú Ì‡ÔÓ ‡ Ì‡ ÔË Ó ‰‡ Ú‡ – Ì‡·˙· ‚‡Ú ËÎË ÔÓ Ô‡ ‰‡Ú
ÒÂ‰ Ô˙ÒÚ Ë ÍÓÂ ÌË ̆ ‡.

* * *
Ç è‡ËÊ ÚÓ ÚÓ ‡ Ë ÚÂ Ò‡ ‡ÒÙ‡Î ÚÓ ‚Ë, ÌÓ ‡ÒÙ‡Î Ú˙Ú Â ‡Á ÎË ̃ ÂÌ. çÂ ·flı Ó·˙ ̆ ‡ Î‡ ‚ÌË Ï‡ -
ÌËÂ ÔÂ‰Ë, ÌÓ ÚÓÁË Ô˙Ú ÏË ÒÂ Ì‡ÎÓ ÊË ‰‡ ÒÏÂÌfl ÊËÎË ̆ Â ÚÓ ÒË Ò ·‡„‡Ê ‚ „ÓÎflÏ ÍÛÙ‡.
Ñ‡ ‚ÁÂÏ‡ Ú‡ÍÒË ÏË ÒÂ ÒÚÛ ‚‡ ̄ Â ÌÂËÁ ·ÂÊ ÌÓ, ÌÓ ÔËfl ÚÂ ÎË ÏÂ Û·Â ‰Ë ı‡, ˜Â ‡Á ÒÚÓfl ÌËÂ -
ÚÓ Â „ÓÎfl ÏÓ Ë ‡Á ıÓ ‰Ë ÚÂ ÌÂ ÒË Á‡ÒÎÛ Ê‡ ‚‡Ú. ◊íÓÎ ÍÓ ‚‡ Â ÎÂÒÌÓ Ò ‡‚ÚÓ ·ÛÒ.“ (Très facile!)

èÓÏË ÒÎÂ ÚÂ ÒË Á‡ ÔÓ‰Ó· ÌÓ ÔÂ ÏÂÊ ‰ËÂ ‚ ëÓÙËfl. ç‡È-Ì‡ÔÂ‰ – Í‡Í ˘Â ÔÓ‚ ‰Ë„ Ì‡ ÚÓÁË
ÍÛÙ‡, Í‡Í ˘Â „Ó Ò‚‡Îfl, Ë ÒÂÚÌÂ Í‡Í ˘Â „Ó ‚Î‡˜‡ ÔÓ ÚÓ ÚÓ ‡ Ë ÚÂ. ê‡Á ‚ÎÂ Í‡ ÚÂÎ Ì‡ „ÎÂ‰ -
Í‡ (Ë Á‚ÛÍ!) Á‡ ÓÍÓÎ ÌË ÚÂ! Ç ÓÌÁË „‡‰, Ó·‡˜Â, Ú‡ÁË ‰ÂÎ ÌË˜ Ì‡ ÒËÚÛ‡ ̂ Ëfl, Ì‡ËÒÚË Ì‡ ÒÂ
ÓÍ‡Á‡ ÔÂ ‰‚Ë ‰Â Ì‡ Ë ÔÓ‰ ÍÂ ÔÂ Ì‡ ÓÚ ◊ËÌÚÂ ËÓ ‡“ Ì‡ „‡‰‡. ÇÒÂÍË ‡‚ÚÓ ·ÛÒ ËÏ‡ ‚‡Ú‡ Ò
ÔÎ‡Ú ÙÓ Ï‡ Ì‡ ÌË‚Ó ÚÓ Ì‡ ·Ó ‰˛ ‡, ‡ ÚÓ ÚÓ ‡ Ë ÚÂ, Ì‡ ÏÂÒÚ‡ Ú‡ Á‡ ÔÂ ÒË ̃ ‡ ÌÂ – Û˜‡ ÒÚ˙Í,
ÍÓÈÚÓ ÒÂ ÒÌË ̄ ‡ ‚‡, Á‡ ‰‡ ÛÎË ‡Ú ·ÂÁ ÔÓ ·ÎÂÏ ‚Òfl Í‡Í ‚Ë ÔË ‰‚Ë Ê‚‡ ÌË Ë ÔË ‰‚Ë Ê‚‡ -
˘Ë ÒÂ‰ ÒÚ‚‡ Ì‡ ÍÓÎÂ Î‡ (‰ÂÚ ÒÍË Ë ËÌ‚‡ ÎË‰ ÌË ÍÓÎË˜ ÍË, ÔÎ‡Ú ÙÓ ÏË Ò ·‡„‡Ê, ÓÎÂ Ë).
èÂ ÌÂ ÒÓı ÒÂ, Á‡Â‰ ÌÓ Ò ÍÛÙ‡ ‡, ·ÂÁ Í‡Í ‚Ó ÚÓ Ë ‰‡ ·ËÎÓ ÛÒË ÎËÂ Ë ·ÂÁ ‰ÓÔ˙Î ÌË ÚÂÎ ÌË
ÒÂ‰ ÒÚ‚‡. á‡ÔÓ˜ Ì‡ı ‰‡ ‚ËÊ ‰‡Ï Ë ‰Û„Ë ÔÂ¯Â ıÓ‰ ̂ Ë Ò ÍÛÙ‡ Ë, Ò˙Ò Á‡ÚÛ‰ ÌÂ ÌÓ ÓÚ ‡Á -
ÎË˜ ÌË Ó·ÒÚÓfl ÚÂÎ ÒÚ‚‡ ‰‚Ë ÊÂ ÌËÂ – ‰Ó ÚÓÁË ÏÓÏÂÌÚ ÒflÍ‡¯ ÌÂ ·flı „Ë Á‡·Â ÎflÁ ‚‡ Î‡. àÁÔË -
Ú‡ı ‚˙Î ÌÂ ÌËÂ, ˜Â ÌflÍÓÈ Ú‡Ï, ‚ ÚÓÁË ı‡Â Ò‚‡Ì, ÌÓ ˜ÛÊ‰ „‡‰, Â ÔÓÏË ÒÎËÎ/ÔÂ ‰‚Ë ‰ËÎ
ÏÓÂ Á‡ÚÛ‰ ÌÂ ÌËÂ, ‡ ‚ ëÓÙËfl, ‚ ÍÓflÚÓ ÊË‚Âfl (Ë ÔÎ‡ ̆ ‡Ï ‰‡Ì˙ ̂ Ë), ‚ÒÂ ÒÂ ˜Û‚ ÒÚ‚‡Ï ËÁÓ -
ÒÚ‡‚ ÂÌ‡ Ò ÔÓ ·ÎÂ ÏË ÚÂ ÒË2.

* * *
ç‡˜Ë ÌË ÚÂ Á‡ Ú‡ÌÒ ÔÓ ÚË ‡ ÌÂ Ò‡ ÌÂÓÚ ÏÂÌ Ì‡ ˜‡ÒÚ ÓÚ „‡‰ ÒÍÓ ÚÓ ÔÂ ÊË ‚fl ‚‡ ÌÂ. òÛÏ˙Ú
ÓÚ Ú‡Ï ‚‡Ë ÚÂ (ÍÓ„‡ ÚÓ ÊË‚Â Â¯ ‚ ·ÎË ÁÓÒÚ), Ò‡ÏË ÚÂ Ú‡Ï ‚‡Ë – ˆ‚ÂÚ˙Ú, ‰ËÁ‡È Ì˙Ú – ÓÚ‚˙Ì
Ë ÓÚ‚˙Ú Â; ÒÍÓ ÓÒÚ Ú‡ Ì‡ ÒÏÂ Ìfl ̆ Ë ÚÂ ÒÂ „ÎÂ‰ ÍË ÔÂÁ ÔÓ ÁÓ Â ̂ ‡. í‡Ï ‚‡flÚ ‰Ó äÌfl ÊÂ ‚Ó
– ‡Á ÎË ̃ ÂÌ ÒÔÓ ÏÂÌ (ÒÂ„‡ ·Ëı Í‡Á‡ Î‡ ◊‚ ÂÚÓ ÒÚËÎ“).

Ä‚ÚÓ ·Û ÒË ÚÂ ÓÚ Í‚‡ Ú‡ ÎË ÚÂ ◊‰Ó „‡‰‡“ Ò‡ ÔÓ-Ï‡ÎÍÓ ◊„‡‰ ÒÍË“. éÒÓ ·Â ÌÓ Ò ‰ËÁ‡È Ì‡ Ë
ÔÓ‰ ‰˙ Ê‡ ÌÂ ÚÓ ËÏ ‰Ó Í‡fl Ì‡ 1990-ÚÂ. ÉÎÂ‰ ÍË ÚÂ Ò‡ ÌË ÓÚÌÂ ÚË – ‡‚ÚÓ ·ÛÒ˙Ú Â ‚Â˜ÌÓ
ÔÂÚ˙Ô Í‡Ì Ë Ò Ï˙Ò ÌË ÒÚ˙ ÍÎ‡.

Ç Í‡fl Ì‡ 1990-ÚÂ „Ó‰Ë ÌË ‚ ëÓÙËfl ÒÂ ÔÓfl‚Ë ÏÂÚÓ. éÚË ‰Óı ÏÂ ‰‡ „Ó ‚Ë‰ËÏ – ÓÚ ˆÂÌ Ú˙ -
‡ ‰Ó Í‡È Ì‡ Ú‡ ÒÚ‡Ì ̂ Ëfl Ë Ó·‡Ú ÌÓ. è‡Í ÚË ÍÛ ‚‡ ÌÂ Ì‡ ÔË ‰‚Ë Ê‚‡ ÌÂ ÚÓ. èÓ ÁÓ ̂ Ë ÚÂ Ì‡
ÏÂÚÓ ÚÓ Ò‡ ◊ÒÎÂÔË“ Á‡ „‡‰‡. ÑËÁ‡È Ì˙Ú Ë ◊ÏÂ·Â ÎË ÚÂ“ Ì‡ ÒÚ‡Ì ̂ Ë Ë ÚÂ, ÂÍÎ‡ ÏÌË ÚÂ Ô‡Ì‡,
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are everywhere with no consideration for the pedestrians. Cracks in the asphalt appear
again and again with every change of seasons or pipes and other installations. The old
sidewalks cannot withstand the pressure of nature: they swell or fall through amid soil
and roots.

* * *
In Paris the sidewalks are made of asphalt but the asphalt is different. I had not noticed it
before but that time I had to move to a new flat and carry my luggage in a large suitcase.
Taking a taxi seemed inevitable but friends convinced me that it was a long distance and
the expenses were not worth it. “It's so easy to get there by bus.” (Très facile!)

Think about a similar adventure in Sofia. First of all, how would I lift the suitcase, how
would I take it down and how would I drag it on the sidewalks? What an amusing sight
(and sound!) for the people around! In that city, however, this everyday situation really
proved to be taken into consideration and supported by the city “interior”. Every bus has a
door with a platform on the level of the curb, and at crossing points the level of the side-
walks descends so that any devices on wheels can move easily (prams, wheelchairs, plat-
forms with luggage, roller-skates). I moved to the new flat with my suitcase and without
any effort or additional expense. I started seeing other pedestrians with suitcases, or
pedestrians whose movement was obstructed by different circumstances – up to that
moment I had not noticed them. I was thrilled that somebody out there, in this much
admired but foreign city, had thought about and taken into consideration what would be a
difficulty for me, while in Sofia where I live (and pay taxes) I always feel abandoned with
my problems2.

* * *
The means of transport are an inseparable part of the urban experience. The noise of the
trams (when you live in immediate proximity), the trams themselves, their colour and
design, on the inside and on the outside, the speed of the changing views. The tram to
the Knyazhevo area is a different memory (now I would say “in a retro style”).

The buses from the more remote parts “to the city” are less “city-like”. Particularly in terms
of their design and maintenance up to the end of the 1990s. We are deprived from the
views: the bus is always packed with people and the windows are dirty.

Toward the end of the 1990s a metro service appeared in Sofia. We went to see it – from
the centre to the last stop and back. The practice of transport. The windows of the car-
riages are “blind” for the city. The design and “furniture” of the stations, the advertising
billboards, the reverberating noises can be those of any city. (I imagine other stations –
the glass cases of  “Louvre-Rivoli”, the music in the metro stations in Brussels (1994),
the artistic integrations (The Flying Angels!) in the newly-built metro line in Los Angeles
(1999). The metro is speed, quick leaps from one space to another, “snippets” of a city
whose connections remain invisible. The metro is a different sense for/familiarization
with the city.

Traveling by metro means planning your time. Traveling by bus means “facing” a variety
of urban motifs. A friend in Paris told me: “When I come back home at night, I prefer the
bus – this is how I can enjoy the city.” The big windows, the whole bus, are clean and
when the vehicle moves they become for one's gaze a moving frame for famous ensem-
bles and unexpected sights.

Enough about Paris! I wish that I, too, could prefer the bus in Sofia...
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ÓÚÂÍ ‚‡ ̆ Ë ÚÂ ¯ÛÏÓ ‚Â ÏÓ„‡Ú ‰‡ ·˙‰‡Ú Ì‡ ‚ÒÂÍË „‡‰. (èÂ‰ ÒÚ‡ ‚flÏ ÒË ‰Û„Ë ÒÚ‡Ì ̂ ËË –
‚ËÚË ÌË ÚÂ Ì‡ ◊Louvre-Rivoli“ ‚ è‡ËÊ, ÏÛÁË Í‡ Ú‡ ‚ ÏÂÚÓ-ÒÚ‡Ì ̂ Ë Ë ÚÂ Ì‡ Å˛Í ÒÂÎ ÔÂÁ
1994-Ú‡, ıÛ‰Ó ÊÂ ÒÚ‚Â ÌË ÚÂ ËÌÚÂ „‡ ̂ ËË (ãÂÚfl ̆ Ë ÚÂ ‡Ì„Â ÎË!) ‚ ÌÓ‚Ó ÔÓ ÒÚÓ ÂÌ‡ Ú‡ ÏÂÚÓ-
ÎËÌËfl Ì‡ ãÓÒ ÄÌÊÂ ÎÂÒ ÔÂÁ 1999-Ú‡). åÂÚÓÚÓ Â ÒÍÓ ÓÒÚ – ·˙ÁÓ ◊ÔÂ ÒÍ‡ ̃ ‡ ÌÂ“ ÓÚ
Â‰ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ‚ ‰Û„Ó – ◊ÓÚÍ˙ ÒÎÂ ̂ Ë“ ÓÚ „‡‰, ˜ËËÚÓ ‚˙ ÁÍË ÓÒÚ‡ ‚‡Ú ÌÂ‚Ë ‰Ë ÏË.
åÂÚÓÚÓ Â ‰Û„Ó ÛÒÂ ̆ ‡ ÌÂ/ ÛÒ‚Ó fl‚‡ ÌÂ Ì‡ „‡‰‡.

Ñ‡ Ô˙ÚÛ ‚‡¯ Ò ÏÂÚÓ ÓÁÌ‡ ̃ ‡ ‚‡ ‰‡ ÔÎ‡ ÌË ‡¯ ‚Â ÏÂ ÚÓ ÒË. Ñ‡ Ô˙ÚÛ ‚‡¯ Ò ‡‚ÚÓ ·ÛÒ Â ‰‡
◊ÔÓÒÂ˘ ÌÂ¯“ ‡Á ÌÓ Ó· ‡ ÁËÂ ÓÚ „‡‰ ÒÍË Ò˛ÊÂ ÚË. åÓfl ÔÓÁ Ì‡ Ú‡ ‚ è‡ËÊ ÏË Í‡Á‡:
◊äÓ„‡ ÚÓ ÒÂ ÔË ·Ë ‡Ï ‚Â˜Â, ÔÂ‰ ÔÓ ̃ Ë Ú‡Ï ‡‚ÚÓ ·Û Ò‡ – Ú‡Í‡ ÒÂ ‡‰ ‚‡Ï Ì‡ „‡‰‡.“ ÉÓÎÂ -
ÏË ÚÂ ÒÚ˙ ÍÎ‡, Í‡ÍÚÓ Ë ˆÂÎËflÚ ‡‚ÚÓ ·ÛÒ, Ú‡Ï Ò‡ ˜ËÒÚË Ë ÔË ‰‚Ë ÊÂ ÌËÂ ÒÂ ÔÂ‚ ˙ ̆ ‡Ú Á‡
ÔÓ„ÎÂ ‰‡ ‚ ÔÓ‰‚ËÊ Ì‡ ‡ÏÍ‡, Í‡‰ Ë ‡ ̆ ‡ ËÁ‚ÂÒÚ ÌË ‡ÌÒ‡Ï ·ÎË Ë ÌÂÓ ̃ ‡ Í‚‡ ÌË „ÎÂ‰ ÍË.
ëÚË„‡ Ò ÚÓfl è‡ËÊ! Ñ‡ ÏÓÊÂı Ë ‡Á ‰‡ ÔÂ‰ ÔÓ ̃ Ë Ú‡Ï ‡‚ÚÓ ·Û Ò‡ ‚ ëÓÙËfl...

* * *
èÂÁ ÔÓÒÎÂ‰ Ì‡ Ú‡ „Ó‰Ë Ì‡ ‚ ëÓÙËfl ÒÂ ÒÚË„ Ì‡ ‰Ó ÌÂ‚˙ ÁÏÓÊ ÌÓÒÚ Á‡ ÔË ‰‚Ë Ê‚‡ ÌÂ.
çÂÔÂ ‰‚Ë ‰Â ÌÓ „‡ ‰˙Ú Â ÒÚ‡ Ì‡Î ‰‚Û ÏË ÎËÓ ÌÂÌ. Ä‚ÚÓ ÏÓ ·Ë ÎË, Ï‡¯ ÛÚ ÍË, ‡‚ÚÓ ·Û ÒË Ë
ÚÓ ÎÂÈ ·Û ÒË Ô˙ÔÎflÚ ÓÚ Â‰ËÌ Ò‚Â ÚÓ Ù‡ ‰Ó ‰Û„. áÓÌ‡ Ú‡ Ì‡ ◊Ô˙Î Áfl ̆ ‡ Ú‡ ÒÍÓ ÓÒÚ“ ÒÂ
‡Á ‡ ÒÚ‚‡ ‰Ó Í‚‡ Ú‡ ÎË ÚÂ. èÓ ÏÂ Ìfl ÒÂ Ë ÒÍÓ ÓÒÚ Ú‡ Ì‡ „ÎÂ‰ ÍË ÚÂ. äÓ„‡ ÚÓ Ò ‡‚ÚÓ ·ÛÒ
ËÎË Ò ‡‚ÚÓ ÏÓ ·ËÎ Ì‡ÔÂ‰ ‚‡Ï ·‡‚ÌÓ Ë Ï˙˜Ë ÚÂÎ ÌÓ ÔÓ ä‡Ì‡ Î‡ – èÂ ÎÓ‚ ÒÍ‡ Ú‡ ÂÍ‡, ÓÚ
Ó„ÎÂ ‰‡Î ÌËfl, Ì‡ÔÓ ‰Ó ·fl ‚‡˘ ÍÓ‡· ÅËÁ ÌÂÒ ̂ ÂÌ Ú˙ Í˙Ï ◊É‡Ù à„Ì‡ ÚËÂ‚“, ËÏ‡Ï ‚˙ÁÏÓÊ -
ÌÓÒÚ ‰‡ Ò‡ ‚„ÎÂÊ ‰‡Ï ‰˙Î„Ó ‚ Ò„‡ ‰Ë ÚÂ ÓÚ‰flÒ ÌÓ Ë ‚ ‡ÎÂfl Ú‡ ÓÚÎfl ‚Ó, ‡ ÒÂÚÌÂ ‚ ÔÓ Òfl -
ˆË ÚÂ – ‰Âˆ‡, ËÌ‚‡ ÎË ‰Ë, ÊÂÌË Ò ·Â·Â Ú‡. åÓ„‡ ‰‡ ‡Á „ÎÂÊ ‰‡Ï ÓÍÓÎ ÌË ÚÂ ÔÂ ‚ÓÁ ÌË
ÒÂ‰ ÒÚ‚‡, ıÓ‡ Ú‡ Á‡‰ ‚ÓÎ‡ Ì‡, ÚÂı ÌË ÚÂ Á‡ÌË Ï‡ ÌËfl Ë Â‡Í ̂ ËË, Ô˙Ú ÌË ̂ Ë ÚÂ, ÒÂ‰ ÍÓËÚÓ
Ò˙Ï Á‡ÚË ÒÌ‡ Ú‡. ÇÒË˜ ÍÓ ÚÓ‚‡ – Ò˙ÔÓ ‚Ó ‰Â ÌÓ ÓÚ ÌÂ ‚ÌÓ ÚÓ Ë ËÁÌÂ ‚fl ̆ Ó ÔË˘Â ÌÂ Ì‡
ÍÎ‡Í ÒÓ ÌË ÚÂ.

* * *
ê‡Ì ÌË ÚÂ ÏË „ÎÂ‰ ÍË ÓÚ „‡‰ – ÌÓ˘ ÌËflÚ ·ÛÎÂ ‚‡‰ Ë ÚÓ ÎÂflÚ, ÍÓÈÚÓ ÒÂ ‰‚ËÊË ÔÓ ÌÂ„Ó
(Ó·Â˘‡ ÌËÂ Á‡ ÔË ÍÎ˛ ̃ Â ÌËÂ), ‡ ÒÎÂ‰ ÏËÌÛ ÚË – ÔÓ ÁÓ Âˆ˙Ú Ì‡ ÚÓ ÎÂfl Í‡ÚÓ ‡ÏÍ‡. Ñ‚Ë -
ÊÂ ÌËÂ ÚÓ ‚ ÌÓ˘ ÌËfl „‡‰ ÔÂ ÊË ‚fl ‚‡Ï Í‡ÚÓ ‡‚‡Ì Ú˛ ‡ – ËÁ„ÎÂÊ ‰‡ ÏË Ó„Ó ÏÂÌ. å‡ÎÍÓ
ÔÓ-Í˙ÒÌÓ ÓÚ ÔÓ ÁÓ Â ̂ ‡ ‚ Ú‡Ï ‚‡fl ÒÂ ÛÔ‡Ê Ìfl ‚‡Ï ‰‡ ˜ÂÚ‡ ÔÓ Ú˙ „Ó‚ ÒÍË ÙËÏË Ë ÛÍ‡ -
Á‡ ÚÂÎ ÌË Ú‡·Â ÎË (◊îËÁ¸Ó ÒÍË Ò‡ÎÓÌ“; ◊é„ÎÂ ‰‡ Î‡, ·ÓË“; ◊èÎÓ‰ Ë ÁÂÎÂÌ ̃ ÛÍ“). Ö‰ÌÓ Ó· -
‡Á ÌË ¯ËÙ ÚÓ ‚Â ‚˙ıÛ ÁÂÎÂ ÌË Í‡‚ ËÎË Ê˙Î ÚÂ ÌË Í‡‚ ÙÓÌ, Â‰ÌÓ Ó· ‡Á ÌË ‡Á ÏÂ Ë. éÒ‚Â -
ÚÂ ÌË ÚÂ ‚Â˜Â ÙËÏË Ò‡ Ú‚˙ ‰Â Ï‡ÎÍÓ, ‡ Ò‚ÂÚ ÎË ÌË ÚÂ ËÏ – ·ÎÂ‰Ë Ë ÔÓ ÚË ÒÍ‡ ̆ Ë.

ÑÌÂÒ ‚ËÁÛ‡Î ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Â Î‡‚Ë ÌÓ Ó· ‡Á ÌÓ Á‡ÒËÔ ‚‡ ÌÓ ÓÚ ÙËÏË, Ú‡·Â ÎË,
ÂÍÎ‡ ÏË – ‰Â· ÌË Ë ÔÓ-„ÓÎÂ ÏË, Ó„ÓÏ ÌË ÚÂ Ò‡ Ë Ì‡È-‚ËÒÓ ÍÓ Ë ÒËÏ ‚ÓÎ ÌÓ ‰ÓÏË ÌË ‡Ú
Ô‡ÌÓ ‡Ï ÌË ÚÂ „ÎÂ‰ ÍË ‚ „‡‰‡3. ìÒÂ ̆ ‡ ÌÂ ÚÓ ÏË Â Á‡ ·Â‰ ÒÚ‚ËÂ, ÌÓ Ì‡ÎË „‡ ‰˙Ú Â ◊‡Á ÎË˜ -
ÌÓ ÚÓ“ Ì‡ ‰Ë‚‡ Ú‡ ÔË Ó ‰‡, Â‡Í ̂ Ë Ë ÚÂ ÏË Ò‡ Í‡ÚÓ Í˙Ï Ì‡ÒË ÎËÂ. íÛÍ ÂÊÂ‰ ÌÂ‚ ÌËflÚ ÓÔËÚ
Ò „ÎÂ‰ ÍË ÚÂ ÚÛ‰ ÌÓ ÏÓÊÂ ‰‡ ÔÂ ÏË ÌÂ ‚ ÔËÂÏ ÎË ‚Ë ËÁÂ ̃ Â ÌËfl. (ä‡Í‚Ó ÎË ÒË ̃ ‡Ú ‰Âˆ‡ -
Ú‡ ÓÚ ÔÓ ÁÓ Â ̂ ‡ Ì‡ Ú‡Ï ‚‡fl?)

à Ó˘Â – ‰ÓË Í‡ ̃ ÂÈ ÍË Ò ÔÓ„ÎÂ‰ Í˙Ï ç‡ˆËÓ Ì‡Î Ì‡Ú‡ ıÛ‰Ó ÊÂ ÒÚ‚ÂÌ‡ „‡ÎÂËfl ÌÂ Ì‡Û ̃ ‡ -
‚‡Ï Á‡ ËÁÎÓÊ ·Ë ÚÂ ‚ ÏÓÏÂÌ Ú‡. èÓ ÚÓ ÚÓ ‡ ‡ ÓÚÔÂ‰ Â Ú‚˙ ‰Â ·ÎËÁ ÍÓ, ‡ ÔÓ ÚÓ ÚÓ ‡ ‡
ÓÚ‚˙‰ Ô‡ ÍËÌ „‡ – Ú‚˙ ‰Â ‰‡ÎÂ˜. é„ÓÏ ÌË ÚÂ ÂÍÎ‡ ÏË ÌËÍÓ „‡ ÌÂ Ò‡ Á‡ ÍÛÎÚÛ ÌË Ò˙·ËÚ -
Ëfl. äÛÎÚÛ ÌË ÂÍÎ‡ ÏË ÌÂ ÒÂ ‚ÔË Ò‚‡Ú ÔÓ ÌËÍÓÈ Ï‡¯ ÛÚ ‚ ÚÓÁË „‡‰.

* * *
◊éÚÎÂ ÔË Î‡ Ò˙Ï“ ÔÓ„ÎÂ‰ ÓÚ Ì‡ÒÚËÎ Í‡ Ú‡. à ÏÓ„‡ ‰‡ ÔÓ‰˙Î Ê‡ (ÏÓ„‡ ÎË ‰‡ ÒÔ‡?) ÓÔË Ò‡ -
ÌËfl Ú‡ Ì‡ ‰‚Ë ÊÂ ̆ Ëfl ÒÂ „‡‰. ë‚ÂÚ ÎË Ì‡ Ú‡ – ÔË Ó‰ Ì‡ (·ÂÁ ‰‡ ÏËÒÎËÏ Á‡ ÒÏÓ„), Ò
ÍÓflÚÓ ÔÓÏ ÌËÏ ‚ÒÂÍË „‡‰. à ËÁÍÛ ÒÚ‚Â Ì‡ – ËÁÓ ·ËÎ Ì‡, Û˜‡ ÒÚ‚‡ ̆ ‡ ‚ ÒÔÂÍ Ú‡Í ̇ Î‡ Ì‡
„‡‰‡, ËÎË ÓÒÍ˙‰ Ì‡, Ò ÛÒÂ ̆ ‡ ÌÂ Á‡ ·Â‰ ÌÓÒÚ Ë ÚÂ ‚Ó „‡4.
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* * *
During the last year Sofia reached the stage of transporting impossibility. It has not
been foreseen that the city's population will reach 2 million. Cars, the vehicles of the mini
bus services, buses and trolleybuses swarm from one set of traffic lights to the next. The
area of “creeping speed” expands to the more remote residential areas. The speed of
views changes too. When in a bus or a car I advance painfully along the Canal – the
Perlovska River – from the mirror – and ship-like Business centre toward Graf Ignatieff
Street, I have the opportunity to look at the buildings to the right and the alley to the left for
a long time, and then at the beggars: children, disabled, women with babies. I can look at
the surrounding vehicles, the people behind the steering wheels, their occupations and
reactions, the passengers that are piled over me. All of this is accompanied by the impa-
tient and unnerving screeching of the horns.

* * *
My early city sights – the night boulevard and the trolleybus that moves on it (promising an
adventure), and minutes later – the window of the trolleybus as a frame. I experience traf-
fic in the city at night as a big adventure – it seems huge to me. A little later from the tram
windows I practice reading the signs in the streets (“Haircuts”, “Mirrors, paints”,
“Grocery”). Uniform fonts on greenish or yellowish background, unvaried sizes. The neon
signs at night are too few, and their lights – pale and depressing.

Today the visual space is being drowned in all kinds of signs, plaques and advertisements
– small and larger, the huge ones are at the highest level and symbolically dominate the
panoramic views in the city3. I get the sense of disaster, but the city is supposed to be
“the other” of wild nature and my reactions are like being exposed to suffering. Here the
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ñ‚Â ÚÓ ‚Â ÚÂ – ‚ ÏÓfl ÓÔËÚ ‚ ëÓÙËfl ÚÂ ÒÂ ÔÓfl‚Ë ı‡ ÔÂÁ 1980-ÚÂ, ÔÓ Ù‡Ò‡ ‰Ë ÚÂ ‚ ˆÂÌ Ú˙ ‡,
Ë ·˙ÁÓ Á‡ÔÓ˜ Ì‡ ı‡ ‰‡ ÒÂ Î˛˘flÚ. ä‡ÚÓ „ÎÂ‰ Í‡ ÓÚ Ú‡Ï ‚‡fl ÔÓ ◊ÇËÚÓ ̄ ‡“ Ë ◊ÉÂÓ „Ë
ÑËÏË ÚÓ‚“/◊å‡Ëfl ãÛËÁ‡“ ÒÂ ÒÏÂ Ìfl ı‡ Ê˙ÎÚÓ-ÓıÓ ‚Ó-ÍÂÂ ÏË ‰Ó ‚Ë Ù‡Ò‡ ‰Ë, Ò ‚ÂıÚ‡
·ÂÁ ̂ ‚ÂÚ ÌÓÒÚ Ì‡ Ò˙ÒÂ‰ ÌË ÚÂ ÒÚÂÌË. ëÍÓÓ ÒÎÂ‰ ◊Óˆ‚Â Úfl ‚‡ ÌÂ ÚÓ“ ÒÂ ÓÎ˛ ̆ Ë ı‡ ÔÓ-Ï‡ÎÍË Ë
ÔÓ-„ÓÎÂ ÏË ÔÂÚÌ‡, ÍÓËÚÓ ‰Ó·Â ÒÂ ÓÚÍÓ Ë ı‡ ‚˙ıÛ ˆ‚ÂÚ ÌË ÚÂ ÔÓ‚˙ ıÌÓ ÒÚË ‚ ÌÂÓ ̃ ‡ Í‚‡ ÌË
Ë Î˛·Ó ÔË ÚÌË „ÂÓ „‡Ù ÒÍË ÙÓÏË/Í‡ÚË.

ÑÌÂÒ ˆ‚Â ÚÓ ‚Â ÚÂ ‚ ˆÂÌ Ú˙ ‡ Ò‡ Ó„‡ ÌË ̃ Â ÌË. (çÂÓÚ ‰‡‚ Ì‡ ÒÂ ÔÓfl‚Ë ‰ÓÒÚ‡ Ê˙ÎÚÓ ÔÓ ÍÓÓÔ -
Â‡ ̂ ËË, Ó·˘Â ÒÚ‚Â ÌË Ò„‡ ‰Ë, ç‡ˆËÓ Ì‡Î Ì‡Ú‡ ıÛ‰Ó ÊÂ ÒÚ‚ÂÌ‡ „‡ÎÂËfl. èÓÁ Ì‡Ú ‡ıË ÚÂÍÚ
ÏÂ ÓÒ‚Â ‰Ó ÏË, ˜Â Ê˙Î Ú‡ Ú‡ Ù‡Ò‡‰ Ì‡ ·Ófl Â Ì‡È-Â‚ÚË Ì‡.) èÓ ◊É‡Ù à„Ì‡ ÚËÂ‚“ Ë ◊ëÎ‡ ‚ÂÈ -
ÍÓ‚“, ÔÂ¯‡ ËÎË Ò Ú‡Ï ‚‡È (Ú‡Ï ÒÂ ‰‚ËÊË ÏÌÓ„Ó ·‡‚ÌÓ), ÔÓ„ÎÂ‰˙Ú ÌÂ Â ÔË‚ ÎË ̃ ‡Ì ÓÚ
ˆ‚Â ÚÓ ‚Â. ëıÓ‰ ÌÓ Â Ë ÔÓ ◊ê‡ÍÓ‚ ÒÍË“. ñ‚Â ÚÓ ‚Â ÚÂ ‰ÌÂÒ Ò‡ ÔÓ ÌÓ‚Ë ÚÂ ÊËÎË˘ ÌË Ò„‡ ‰Ë ‚
‰Ó· Ë ÚÂ Ë ÊÂÎ‡ ÌË Í‚‡ Ú‡ ÎË, ‡Á Ô˙Ò Ì‡ ÚË, ˜ÂÒÚÓ ‚ÚËÒ Ì‡ ÚË ÏÂÊ‰Û ÒÚ‡ Ë ÚÂ ÒË‚Ë ·ÎÓ ÍÓ -
‚Â (ÚÛı ÎÂ ÌË ËÎË Ô‡ÌÂÎ ÌË).

Ç ˆÂÌ Ú‡Î Ì‡ Ú‡ ˜‡ÒÚ „ÎÂ‰ ÍË ÚÂ Ò‡ Ì‡ÒË ÚÂ ÌË Ò Ó„ÎÂ ‰‡ Î‡ Ë Ï‡ ÏÓ. ëÍ˙ ÔËflÚ Ó·ÎË ̂ Ó -
‚˙ ̃ ÂÌ Ï‡ÚÂ Ë ‡Î ÔË ‰‡ ‚‡ ‰ÓÒÚÓ ÎÂÔ ÌÓÒÚ Ë ‚ÌÛ ̄ ‡ ‚‡ ÂÒ ÔÂÍÚ Í˙Ï Ò„‡ ‰‡ Ú‡. é„ÎÂ ‰‡ -
Î‡ Ú‡ ÒflÍ‡¯ ÓÚÏÂ ÌflÚ ÌÂÓ·ıÓ ‰Ë ÏÓÒÚ Ú‡ ÓÚ ‡ıË ÚÂÍ ÚÛ ‡. çÓ ÓÒÚ‡ ‚‡ ÔÓ ·ÎÂ Ï˙Ú – Í‡Í‚Ó
ÒÂ Ó„ÎÂÊ ‰‡? Ç Ó„ÎÂ ‰‡Î ÌËfl ÍÛ· ‚˙ıÛ Ï‡ ÏÓ ÂÌ ÔÓÒÚ‡ ÏÂÌÚ (‰ÂÍÓ Ë ÚÂ, ÒËÏÛ ÎË ‡ ̆ Ë
ÌflÍÓ „‡¯ Ì‡ Ú‡ É‡‰ ÒÍ‡ ·Ë·ÎËÓ ÚÂ Í‡) ÒÂ Ó„ÎÂÊ ‰‡ ÌÂÛ „ÎÂ ‰Ì‡ Ú‡, ÒÚ˙ ̃ ‡ ̆ ‡ ËÁ‚˙Ì ‚ÒflÍ‡
Ïfl‡ Ò„‡ ‰‡ Ì‡ åËÌËÒÚÂÒÚ‚ÓÚÓ Ì‡ Ú‡ÌÒ ÔÓ Ú‡ ÓÚ ˛„Ó ËÁ ÚÓÍ Ë ‡‚ÚÓ Ë Ú‡ Ì‡ Ú‡ ÌÂÓ -
ÍÎ‡Ò ËˆË ÒÚË˜ Ì‡ ÔÂ‰ ‚Ó ÂÌ Ì‡ ‡ıË ÚÂÍ ÚÛ ‡ Ì‡ íÂÎÂ ÙÓÌ Ì‡ Ú‡ Ô‡Î‡ Ú‡ ÓÚ ˛„Ó Á‡ Ô‡‰.
(É‡‰ ÒÍ‡ Ú‡ „‡ÎÂ Ëfl Ì‡ Á‡Ô‡‰ Â ÚÓÎ ÍÓ ‚‡ Ï‡ÎÍ‡ ÒÔfl ÏÓ Ï‡˘‡ ·‡ Ì‡ ÍÛ·‡, ˜Â ‰ÓË ÌÂ
ÏÓÊÂ ‰‡ ÒÂ Û‰‚ÓË ‚ ÓÚ‡ ÊÂ ÌËÂ.) ëÔÓ ÍÓÈ ÌÓ ‚‰Ë „‡Ï ÔÓ„ÎÂ‰ Ò‡ÏÓ ÍÓ„‡ ÚÓ ÔÂ ÍÓ Òfl ‚‡Ï
É‡‰ ÒÍ‡ Ú‡ „‡ ‰Ë Ì‡, Á‡˘Ó ÚÓ ‚ËÊ ‰‡Ï ÓÚ‡ ÁÂ ÌÓ ÌÂ·Â – ÛÒÂ ̆ ‡ ÌÂ Á‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ë
‚Â‰ÓÒÚ.

* * *
Ç ëÓÙËfl ÒÂ ‰‚Ë ÊËÏ ÒflÍ‡¯ ÒÂ‰ ‚Â˜Ì‡ Ò˙‚Â ÏÂÌ ÌÓÒÚ.

ëÎÛ˜ ‚‡ ÎÓ ÏË ÒÂ Â ÌÂ‚Â‰Ì˙Ê ‰‡ Ô‡‚fl ÓÔÓÁ Ì‡ ‚‡ ÚÂÎ ÌË  ‡Á ıÓ‰ ÍË Ò ˜ÛÊ ‰Â ÒÚ‡Ì ÌË
ÍÓÎÂ „Ë Ë ÔËfl ÚÂ ÎË ËÁ ˆÂÌ Ú˙ ‡ Ì‡ ÒÚÓ ÎË ̂ ‡ Ú‡. èÂÁ ˜ÛÊ ‰Ëfl ÌÂÒ‚ËÍ Ì‡Î ÔÓ„ÎÂ‰, Ò‡‚ -
ÌÂ ÌËfl Ë ‚˙ÔÓ ÒË ÒÂ ÓÚÍÓ fl‚‡ Ò flÒÌÓÚ‡ ÓÒÓ ·Â ÌÓÒÚ Ú‡ (‡Á ÎË ̃ ËÂ ÚÓ) Ì‡ ÚÓÁË „‡‰.
ãËÔ Ò‚‡ ̆ Ë ÚÂ ◊ÒÚ‡Ë „‡ ‰Ó ‚Â“ ‚ ëÓÙËfl ÌÂ ÏÓ„‡Ú ‰‡ ÒÂ Ó·flÒ ÌflÚ Ò‡ÏÓ Ò ËÒÚÓ Ëfl Ú‡ Ì‡
„‡‰‡ (Ï‡Í‡ ˜Â ‚ÒÂÍË Ô˙Ú ÔË ·fl„ ‚‡Ï ‰Ó ÚÓ‚‡ Ó·flÒ ÌÂ ÌËÂ). íÓ‚‡ Ò‡ ÎËÔ Ò‚‡ ̆ Ë ‚ËÁËË
Á‡ ◊ÔÂ ‰Ë¯ ÌÓÒÚ“ – Í‡ÚÓ ÔÂ ÊË ‚fl ÌÓ ‚ÂÏÂ, ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ÒÂÚË ‚ÂÌ ÓÔËÚ. ÇËÁÛ‡Î -
ÌËflÚ Ó·ÎËÍ Ì‡ „‡‰‡ ÓÚ ÏÓÏÂÌ Ú‡ Ì‡ ÌÂ„Ó ‚Ó ÚÓ ÍÓÌ ÒÚË ÚÛË ‡ ÌÂ Í‡ÚÓ ÏÓ‰Â ÂÌ „‡‰ (ÓÚ
Í‡fl Ì‡ XIX ‚ÂÍ) Â ÏËÒÎÂÌ ‚ËÌ‡ „Ë Í‡ÚÓ Ò˙‚Â ÏÂ ÌÂÌ (Ì‡ ‰ÌÂ¯ ÌÓ ÚÓ ‚ÂÏÂ). ÜË‚Â Â ÌÂ -
ÚÓ ‚˙‚ ◊‚Â˜Ì‡ Ò˙‚Â ÏÂÌ ÌÓÒÚ“ (ÔÓ François Hartog5) ‚Ó‰Ë ‰Ó Á‡ÎË ̃ ‡ ‚‡ ÌÂ Ì‡ ‚ÒË˜ ÍË
Ó·‡ ÁË Ë ÒÚÛÍ ÚÛ Ë, ‡Á ÎË˜ ÌË ÓÚ Ò˙‚Â ÏÂÌ ÌË ÚÂ. Ç ÏÓÏÂÌ Ú‡ ‚ ˆÂÌ Ú˙ ‡ Ì‡ ëÓÙËfl ÒÂ
ÒÎÛ˜ ‚‡ Ò˙˘Ó ÚÓ.

èÂ ‰Ë¯ ÌË Ó·‡ ÁË Ì‡ „‡‰‡ – Í‚‡ Ú‡ ÎË ·ËÎÓ ÓÚ ·Û ÊÓ ‡Á Ì‡ Ú‡, ·ËÎÓ ÓÚ ÍÓÏÛ ÌË ÒÚË -
˜Â ÒÍ‡ Ú‡ ÂÔÓı‡ – Ò‡ ÔËÂ Ï‡ ÌË Í‡ÚÓ ÔÂ ÔflÚ ÒÚ‚Ëfl, Ì‡È-‚Â˜Â ÙËÁË ̃ Â ÒÍË, Á‡ ˜‡ÒÚ ÌÓ ÚÓ
ÔÂ‰ ÔËÂ Ï‡ ̃ Â ÒÚ‚Ó. èÂ¯Â ıÓ‰ Ì‡ Ú‡ ÒÚ‡ÒÚ ÔÓ ëÓÙËfl Ì‡ ÒÚ‡ Ë ÚÂ ÛÎË˜ ÍË ‚Â˜Â Â
ÓÒÛÂÚÂ Ì‡. åËÒÎfl Á‡ ‡ÈÓ Ì‡ ÏÂÊ‰Û ◊ÑÓÌ ‰Û ÍÓ‚“, ◊å‡Ëfl ãÛËÁ‡“, ◊Ç‡ÒËÎ ãÂ‚ ÒÍË“ Ë
ä‡Ì‡ Î‡ – ÇÎ‡ ‰‡È ÒÍ‡ Ú‡ ÂÍ‡; ËÎË Á‡ Í‚‡ Ú‡Î ◊ãÓÁ ÂÌÂˆ“ Ì‡ „‡‰ ÒÍË ÚÂ Í˙˘Ë, Ï‡Î ÍË -
ÚÂ ÍÓÓÔ Â‡ ̂ ËË Ë ÊË‚Ó ÔËÒ ÌË ÚÂ ÛÎË˜ ÍË, Í˙‰Â ÚÓ ‰ÌÂÒ ‚Â˜Â ÌÂ Â ÓÒÚ‡ Ì‡ ÎÓ ÏflÒÚÓ, ‰‡
ÌÂ „Ó‚Ó ËÏ Á‡ Û‰Ó ‚ÓÎ ÒÚ‚ËÂ, ‰‡ ÒÂ ıÓ‰Ë ÔÂ¯‡. ëÎÂ ‰‡ Ú‡, Ô‡ÏÂÚ Ú‡ Á‡ ÔÂ ‰Ë¯ ÌË
ÒÚÛÍ ÚÛ Ë, ÒÂ fl‚fl‚‡Ú ‚ ÔÂÈ Á‡ Ê‡ Ì‡ ‰Û„Ë „‡ ‰Ó ‚Â Í‡ÚÓ „ËÊ‡ ÔÓ ÂÔÂ ÁÂÌ ÚË ‡ ÌÂ -
ÚÓ Ì‡ Ì‡ÒÎÂ‰ ÒÚ‚Ó ÚÓ, Ì‡ Ú‡ Â ÌÂ ÚÓ. ë˙Á‰‡ ‚‡Ú ÒÂ ÛÒÎÓ ‚Ëfl Á‡ ‚˙ÁÏÓÊ ÌË ÔÂ ÊË ‚fl ‚‡ -
ÌËfl ˜ÂÁ Ò˙ı‡ ÌÂ ÌË (ÛÒ‚Ó ÂÌË) Ò‚ÂÚ ÎËÌ ÌÓ ËÌÒˆÂ ÌË ‡ ÌË ‚ËÁÛ‡Î ÌË Ò˛ÊÂ ÚË ÓÚ ÔÂ -
‰Ë¯ ÌË „‡ ‰Ó ‚Â.



169

everyday experience with sights can hardly flow into acceptable sentences. (I wonder
what children in the trams are trying to read?)

And one more thing – even when walking with my eyes turned to the National Art
Gallery I do not understand what exhibition is on there. The sidewalk along it is too
close and the sidewalk on the other side of the car park is too far. The giant advertise-
ments are never about cultural events. Advertisements for cultural events do not fit in
any route in this city.

* * *
I have “torn” my gaze from the pavement. And I can continue (can I stop?) describing the
moving city. The light – natural (without thinking of the smog), with which we remember
every city; and artificial – ample, participating in the spectacle of the city, or meager, with
a sense of poverty and anxiety4.

The colors – in my experience in Sofia they appeared in the 1980s, on the façades in
the centre, and they quickly started peeling off. Like views from the tram going down
Vitosha Boulevard and Georgi Dimitrov/Maria Louisa Boulevard, yellow-walnut-red
façades changed with withered colorlessness of the side-walls. Soon after the “color-
ing” smaller and larger spots emerged where the paint had peeled off, and they were
clearly outlined on the colored surfaces in unexpected and curious geographical
shapes/maps.

Today the colors of the centre are limited. (Recently, a lot of yellow has appeared on resi-
dential blocks, public buildings, the National Art Gallery. A friend, who is an architect,
informed me that the yellow façade paint is the cheapest.) Along Graf Ignatieff Street and
Slaveykov Square, on foot or by tram (it moves very slowly in this area), the gaze is not
attracted by colours. Rakovsky Street is similar. Today the colours are on the newly-built
residential buildings in the prestigious areas, dispersed, often squeezed between old grey
blocks (made of bricks or panels).

In the central area the views are saturated with mirrors and marble. The expensive
tiling material seems to lend grandeur and inspire respect and awe for the building. The
mirrors seem to cancel the necessity of architecture. But the problem of what is reflect-
ed remains. What is reflected in the mirror cube on a marble platform (the decor that
simulates what used to be the City Library) is the unseemly and protruding building of
the Ministry of transport from southeast and the authoritarian neoclassical pre-Second
World War architecture of the Central Postal and Telephone Services Office, from
southwest. (The City Art Gallery to the west is so small in relation to the scale of the
cube that it cannot even appear to have doubled in its reflection.) I calmly raise my
eyes only when I cross the city garden because I see reflected sky – a sense of space
and cheerfulness.

* * *
In Sofia we seem to move amid eternal contemporaneity.

I have often given guided walks in the centre of Sofia to foreign colleagues and friends.
Through the foreign and unaccustomed gaze, comparisons and questions clearly outline
the peculiarity (the difference) of this city. The lack of “old towns” in Sofia cannot be
explained only with the history of the city (though I always resort to this explanation).
These are missing visions of “previousness” – as experience of time, space and as per-
ceptual experience. The visual appearance of the city from the moment of its constitution
as a modern city (from the end of the 19c.) it has always been thought of as contemporary
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* * *
ë Í‡Í˙‚ ÂÁËÍ ‰‡ „Ó‚Ó ËÏ Á‡ ‚ËÁÛ‡Î ÌÓ ÚÓ ÂÊÂ‰ ÌÂ ‚ËÂ ‚ ëÓÙËfl? ë ÔÓÌfl ÚËfl ÓÚ ÍÓfl
Ó·Î‡ÒÚ ‰‡ Ó·Ò˙Ê ‰‡ ÏÂ/ÔÂ ÔÓ ‰‡ ‚‡ ÏÂ ÔÂ ÔÎË Ú‡ ̆ Ë ÚÂ ÒÂ Ô‡Í ÚË ÍË Ë ˆÂÌ ÌÓÒÚ ÌË ÒËÒÚÂ -
ÏË? ◊ÄÌÚÓ ÔÓ ÎÓ „Ëfl Ì‡ „‡‰‡“ ËÎË ◊ÇËÁÛ‡Î ÌË ËÁÒÎÂ‰ ‚‡ ÌËfl“ Ò‡ ÔËÂÏ ÎË ‚Ë ÓÚ„Ó ‚Ó Ë,
ÌÓ ÂÁË ÍÓ ‚Ë ÚÂ Á‡ÚÛ‰ ÌÂ ÌËfl ÔÓ ÓÚÌÓ ̄ Â ÌËÂ Ì‡ ‚ËÁÛ‡Î ÌÓ ÚÓ ÓÒÚ‡ ‚‡Ú. ÑÊÛ ÎËÓ ä‡ÎÓ
Ä„‡Ì, ÔÓ ÙÂ ÒË ÓÌ‡ ÎÂÌ ËÒÚÓ ËÍ Ì‡ ËÁÍÛ ÒÚ‚Ó ÚÓ, ÌÓ Ò˙˘Ó Ë ÍÏÂÚ Ì‡ „‡‰ êËÏ (1976-
1979), ÒÂ ÓÔË Ú‚‡ ‰‡ ◊Ò˙‚ÏÂ ÒÚË“ ÂÒÚÂ ÚË Í‡ Ë ÔÓÎË ÚË Í‡. á‡ ÌÂ„Ó ◊É‡ ‰ÓÛ ÒÚÓÈ ÒÚ‚Ó ÚÓ Â
ÂÒÚÂ ÚË ̃ Â ÒÍ‡ ‰ÂÈ ÌÓÒÚ, ÍÓflÚÓ ÒÂ ÓÒ˙ ̆ Â ÒÚ‚fl ‚‡ Ì‡ ÚÂÂ Ì‡ Ì‡ ÔÓÎË ÚË ̃ Â ÒÍË ÚÂ ËÌÚÂ Â ÒË.“6

àÌÚÂ ËÓ ˙Ú Ì‡ „‡‰‡, ÔÓ Ä„‡Ì, ËÁ‡ Áfl ‚‡ ÒÚÛÍ ÚÛ ‡ Ú‡ Ì‡ Ó·˘Â ÒÚ‚Ó ÚÓ, Ú˙È Í‡ÚÓ Â ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó Ì‡ ÌÂ„Ó ‚Ó ÚÓ Ò˙˘Â ÒÚ‚Û ‚‡ ÌÂ. çÓ ÔÓÎË ÚË ̃ Â ÒÍËflÚ ÂÁËÍ ÌÂËÁ ·ÂÊ ÌÓ Ì‡‰ ‰Â Îfl ‚‡:
◊áÓÌË ÚÂ Ò ËÒÚÓ Ë ̃ Â ÒÍÓ Ë ıÛ‰Ó ÊÂ ÒÚ‚Â ÌÓ ÁÌ‡ ̃ Â ÌËÂ ‚ ËÏÂÚÓ Ì‡ Ó·˘Ëfl ËÌÚÂ ÂÒ ·Ë ÒÎÂ‰ -
‚‡ ÎÓ ‰‡ ·˙‰‡Ú ËÁÚ˙„ Ì‡ ÚË ÓÚ ˜‡ÒÚ ÌË ÚÂ ËÌÚÂ Â ÒË Ì‡ ÒÔÂ ÍÛ Î‡Ì ÚË ÚÂ...“ éÚ ÚÂÍ ÒÚÓ ‚Â ÚÂ
ÔÂÁ 1960-ÚÂ Ä„‡Ì ÔÂ ÏË Ì‡ ‚‡ Í˙Ï ÛÔ‡ ‚ÎÂÌ ÒÍ‡ Ú‡ Ô‡Í ÚË Í‡ ÔÂÁ 1970-ÚÂ „Ó‰Ë ÌË.

* * *
êÂ¯Ëı ‰‡ ËÒ ÍÛ ‚‡Ï – ‚ ÎË˜ ÌË ÚÂ ‚ËÁÛ‡Î ÌË ÔÂ ÊË ‚fl ‚‡ ÌËfl (‰ÓË ÒÔÓ ÏÂ ÌË) ÓÚ ëÓÙËfl
ÏÓÊÂ ‰‡ ÒÂ ÔË ‚Ë ‰Ë ÔÂ ÚÂÌ ̂ Ëfl Á‡ ÓÒÓ ·Â Ì‡ ÁÌ‡ ̃ Ë ÏÓÒÚ. éÚÍ˙ ÒÎÂ ̂ Ë ÚÂ ÓÚ ‡Á Í‡ ÁË ÔÂ‰ -
ÎÓ ÊËı Í‡ÚÓ ‚˙ÁÏÓÊ ÌË ◊ÙË„Û Ë“ Ì‡ ÒÔÓ ‰Â Îfl ÌÂ (‰ÓÔÛ ÒÍ‡È ÍË, ˜Â ÏÓflÚ ÓÔËÚ ÌÂ Â ÛÌË Í‡ -
ÎÂÌ) Ë ·ÂÁ ÛÚÓ ÔË˜ ÌË Ì‡‰ÂÊ ‰Ë Á‡ ‡‰ ‚‡ ̆ Ë ÔÓ ÏÂ ÌË7.
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(contemporaneous to today). The living in “eternal contemporaneity” (in François Hartog5)
leads to erasing all images and structures that are different from the contemporary ones.
At the moment the same thing is happening in the centre of Sofia.

Previous images of the city – whether residential areas from the bourgeois or from the
communist era – are considered to be obstacles, largely physical, in the way of private
enterprise. The pedestrian passion for the Sofia of old, small streets is already thwarted. 
I have in mind the area among the boulevards Dondukov, Maria Luisa and Vassil Levski,
and the Canal – the Vladayska river; or the Lozenets residential area, the place of city
houses, small residential buildings and picturesque little streets where nowadays there is
no space, not to mention pleasure, for walking. The trace, the memory for previous struc-
tures are – in other cityscapes – a care for the representation of heritage, of durability.
Conditions are created that enable experiences from previous cities through preserved
(absorbed) visual stories that are staged by means of light.

* * *
What is the language that we should use when talking about the visual daily life in
Sofia? The concepts of which branch of knowledge should we use when we
discuss/teach the intertwining practices and value systems? “Anthropology of the city”
or “Visual studies” are acceptable answers but language difficulties with respect to the
visual remain. Giulio Carlo Argan, a professional art historian and mayor of the city of
Rome (1976-1979), tries to combine aesthetics and politics. For him “Urban development
is an aesthetic activity which takes place on the territory of political interests.”6 The inte-
rior of the city, according to Argan, expresses the structure of a society since it is the
space of its existence. But the language of politics inevitably prevails: “the zones with
historical and artistic significance in the name of common interest should be wrenched
out of private interests of the profiteers...” From the texts of the 1960s Argan moves on
to governance practices in the 1970s.
* * *
I decided to take a risk – in the personal visual experiences (even memories) of Sofia a
claim for particular significance can be perceived. I offered the snippets from stories as
possible “figures” of sharing (supposing that my experience is not unique) and without
utopian hopes for positive changes7.

Notes

1.  Baudelaire’s character aimlessly wandering around Paris.
2. I reread Angel Angelov's text “Nature in Sofia: an Asocial Waste Land” (in this publication) – it 

seems that few things have changed. The text has an influence over the reader but none over the 
situation.

3. The project of artist Luchezar Boyadjiev in 2003-2004 problematised precisely the advertisements 
in the visual space of the city.

4. A foreign academic visitor, who stayed “in the heart of Sofia” at the Bulgaria Hotel in 1996, always 
insisted on walking toward the light. “Vers la lumière, vers la lumière!” – this anxious appeal 
remained his distinguishing feature.

5. François Hartog, “Patrimoine et histoire: les temps du patrimoine”. In: Patrimoine et société. 1998, 
Presses Universitaires de Rennes, pp. 3-17.

6. All quotations and references are from “Kulturata na gradovete”, 1962. In: Giulio Carlo Argan. 
Izkustvo, istoriya, kritika. Translated by Emilia Georgieva and Nikola Georgiev. Sofia, 1984.

7. Very recently another billboard with “erotic” advertisements appeared – this time it is opposite 
the west entrance of the University of Sofia.
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à‚‡È ÎÓ ÑË˜Â‚

ÑÂÒÂÌ „‡‰, Îfl‚ „‡‰, ÔÓÒÚ ÏÓ ‰Â ÂÌ „‡‰

Ñ‚‡ ÔÓ ̃ Û ÚË Ó·‡ Á‡ Ì‡ „‡‰‡ Á‡‰‡ ‚‡Ú ÔÓÎ˛ ÒË ÚÂ, ÏÂÊ‰Û ÍÓËÚÓ ÚÂ˜Â ïï ‚ÂÍ: ◊íËÛÏÙ
Ì‡ ‚ÓÎfl Ú‡“ Ì‡ ãÂÌË êËÙÂÌ ̆ ‡Î (1934 „.) Ë ◊óÓ‚ÂÍ ̇ Ú Ò ÍËÌÓ Í‡ ÏÂ ‡ Ú‡“ Ì‡ ÑÁË„‡ ÇÂ ÚÓ‚
(1929 „.). é·ËÍ ÌÓ ‚Â ÌÓ ÔÓ ÚË ‚Ó ÔÓ ÒÚ‡ ‚flÚ Ú‡Î‡Ì Ú‡ Ì‡ ÚÂÁË ‰‚‡Ï‡ „ÓÎÂ ÏË ÏÓ‰Â ÌË ÒÚË Ì‡
ÔÓ Ô‡ „‡Ì ‰ÌËfl ı‡‡Í ÚÂ Ì‡ ÚÂı ÌË ÚÂ ‡·Ó ÚË, ÌÓ ÚÛÍ ‡Á ÌflÏ‡ ‰‡ Ô‡‚fl ÚÓ‚‡: ËÌÚÂ Â ÒÛ ‚‡
ÏÂ ËÏÂÌ ÌÓ Ú‡Î‡Ì ÚÎË ‚Ó ËÁ‡ ÁÂ Ì‡ Ú‡ Ë‰ÂÓ ÎÓ „Ëfl, ÍÓflÚÓ ÔÓ˜‚‡ ‰‡ Ú‡Ì ÒˆÂÌ ‰Ë ‡ Ò‡Ï‡
ÒÂ·Â ÒË (Í‡ÍÚÓ Â ÔË ‡‚ÚÓ Ë Í‡ÚÓ Ñ‡‚Ë‰, äËÔÎËÌ„, Ç‡Ô ̂ ‡ Ó‚).

Ç˙‚ ÙËÎÏ‡ Ì‡ êËÙÂÌ ̆ ‡Î ïËÚÎÂ ‚ÎËÁ‡ ‚ ç˛Ì ·Â„ ÒÔÓ Â‰ Ú‡ ‰Ë ̂ Ëfl Ú‡ Ì‡ ËÏ ÒÍË -
ÚÂ ÚËÛÏ ÙË ËÎË ÒÂ‰ ÌÓ ‚Â ÍÓ‚ ÌÓ ÚÓ ◊‚ÂÌ ̃ ‡ ‚‡ ÌÂ“ Ì‡ ‚Î‡ ‰Â ÚÂ Îfl Ò „‡‰‡. åÓ‰ÂÌÓÒÚÚ‡
Â Í‡Á‡ Î‡ ‰ÛÏ‡ Ú‡ ÒË, Á‡˘Ó ÚÓ Ì‡ÏÂ ÒÚÓ ÓÚ ÍÓÌ ËÎË ÍÓÎÂÒ ÌË ̂ ‡ Ù˛Â ˙Ú ÒÎËÁ‡ ÓÚ
Ó·Î‡ ̂ Ë ÚÂ Ò˙Ò Ò‡ÏÓ ÎÂÚ, ÍÓÂÚÓ ÏÛ ÔË ‰‡ ‚‡ ·ÓÊÂ ÒÚ‚ÂÌ ÓÂÓÎ (Ú‡ Ì‡ÎË ËÏÂÌ ÌÓ ÒÎË -
‚‡ ÌÂ ÚÓ Ì‡ ËÏ‡ ÌÂÌÚ ÌÓ Ë Ú‡Ì ÒˆÂ ‰ÂÌÚ ÌÓ Â ‚ ÓÒÌÓ ‚‡ Ú‡ Ì‡ ÚÓÚ‡ ÎË Ú‡ Ì‡ Ú‡ ‚Î‡ÒÚ!).
èÓÒÂ ̆ ‡Ú „Ó ÌÂ Ò‡ÏÓ Ú˙Î ÔË ÚÂ, ÌÓ Ë Ú‡ ‰Ë ̂ ËÓÌ ÌË ÚÂ Í˙˘Ë, Ô‡ÏÂÚ ÌË ̂ Ë ÚÂ Ì‡ ‚ÂÎË ÍË
ÌÂÏˆË, ‰ÓË Â‰ÌÓ ÍÓÚÂ Ì‡ ÔÓ ÁÓ Â ̂ ‡. ç˛Ì ·Â„ ÒÍËflÚ ÍÓÌ „ÂÒ Ì‡ NSDAP Â „‡Ì ‰Ë -
ÓÁ ÂÌ ËÚÛ ‡Î, ÍÓÈÚÓ Â ÔÓ‰ ̃ Ë ÌËÎ ‚ÒË˜ ÍÓ Ì‡ Â‰ËÌ Ì‡ Ú‡ ‚ÓÎfl, ‚˙ÔÎ˙ ÚÂ Ì‡ ‚˙‚ Ù˛Â ‡.
åÓ‰ÂÌËÒÚÍ‡Ú‡ Í‡ÏÂ ‡ Ì‡ ãÂÌË êËÙÂÌ ̆ ‡Î Á‡ÒËÎ ‚‡ ÚÓ‚‡ Â‰Û ̂ Ë ‡ ÌÂ Ì‡ ÚÂÎ‡ Ú‡ ‰Ó
„ÂÓ ÏÂ ÚË˜ ÌË ÙÓÏË, Ú˙È, Í‡ÍÚÓ ˘Â Ô‡‚Ë ÔÓ-Í˙ÒÌÓ Ò ÚÂÎ‡ Ú‡ Ì‡ ÒÔÓ ÚË ÒÚË ÚÂ ‚˙‚
ÙËÎÏ‡ ÒË Á‡ ÓÎËÏ ÔË ‡ ‰‡ Ú‡ ÓÚ 1936 „Ó‰ËÌ‡, ÚÂÎ‡ Ú‡ Ì‡ ÚÛÁÂÏ ̂ Ë ÚÂ Ë Ë·Ë ÚÂ ÓÚ
ÔÓÒÎÂ‰ ÌË ÚÂ ÒË „Ó‰Ë ÌË. É‡ ‰˙Ú, ÔÂ ‚˙ Ì‡Ú ‚ ÒˆÂÌ‡ Á‡ Â‰ËÌ ÓÚ Ì‡È-„‡Ì ‰Ë ÓÁ ÌË ÚÂ
ÔÓÎË ÚË ̃ Â ÒÍË ËÚÛ ‡ ÎË – ‡ ËÚÛ ‡Î˙Ú Á‡ ÚÓ‚‡ Â Ë ËÁÏË ÒÎÂÌ – ‰‡ ÔÓÔ‡ ‚Ë ÂÓ ÁË ‡ ÌÂ -
ÚÓ Ì‡ ÍÓ‰Ó ‚Â ÚÂ ‚˙‚ ‚ÒÂ ÍË‰ ÌÂ ‚ËÂ ÚÓ, ‰‡ ÓˆÂ ÎÓ ÒÚË Ò‚ÂÚ‡. Ç ‰ÂÒ ÌËfl „‡‰ ÌflÏ‡ ÏflÒÚÓ
Á‡ ‡Á ÎË ̃ ËÂ, ÌÂ˘Ó ÔÓ‚Â ̃ Â, ÚÓÈ Â „‡Ì ‰Ë ÓÁ Ì‡ Ï‡¯Ë Ì‡ Á‡ ıÓÏÓ „Â ÌË ÁË ‡ ÌÂ Ì‡
Ì‡ˆËÓ Ì‡Î Ì‡ Ú‡ ÚÂË ÚÓ Ëfl – ‰ÂÙË ÎË ‡Ú ÔÓ ‚ËÌ ̂ Ë Ë ÚÂ, ÔÓ‰ Ì‡ ÒflÚ ˆ‚ÂÚfl ‡Á ÎË˜ ÌË ÚÂ
ÙÓÎ ÍÎÓ Ë, Ï‡ ̄ Ë Û ‚‡ Â‰ËÌ Ì‡Ó‰ ◊·ÂÁ ÍÎ‡ÒË Ë ·ÂÁ Í‡ÒÚË“ (ïËÚÎÂ), ËÎË Í‡ÍÚÓ
ËÁÍÂ˘ fl‚‡ ÂÍÁ‡Î ÚË ‡ ÌËflÚ êÛ‰ÓÎÙ ïÂÒ – ◊è‡ ÚËfl Ú‡ Â ïËÚÎÂ, ïËÚÎÂ Ó·‡˜Â Â ÉÂ -
Ï‡ ÌËfl Ë ÉÂ Ï‡ ÌËfl Â ïËÚÎÂ!“

í˙ÍÏÓ Ó·‡Ú Ì‡ Ú‡ ‚ËÁËfl Ú‡ Á‡ „‡‰‡ ÓÚÍË ‚‡ ÏÂ ÔË ÑÁË„‡ ÇÂ ÚÓ‚. è˙ ‚Ó ÚÓ, ÍÓÂÚÓ
ÌË ‚ÔÂ ̃ ‡Ú Îfl ‚‡ Â, ˜Â ÌflÏ‡ ‰‡ ‡Á ÔÓÁ Ì‡ ÂÏ „‡‰‡, ˜ËÈÚÓ ÔÓ ÚÂÚ ÌË ÔÂ‰ ÒÚ‡ ‚fl ˙ÍÓ -
‚Ó ‰Ë ÚÂ ÎflÚ Ì‡ ÂÍÒ ÔÂ Ë ÏÂÌ Ú‡, Í‡ÍÚÓ ÇÂÚÓ‚ Ò‡Ï ÒÂ Ì‡Ë ̃ ‡. ä‡‰ Ë ÚÂ Ò‡ ÓÚ åÓÒÍ‚‡,
é‰ÂÒ‡, äËÂ‚ Ë Ò‡ÏÓ ÏÓÌ Ú‡ Ê˙Ú Â ÚÓÁË, ÍÓÈÚÓ ÌË Í‡‡ ‰‡ ÒÂ ˜Û‚ ÒÚ‚‡ ÏÂ ‚ Â‰ËÌ „‡‰ –
Ó·Ó· ̆ Â ÌËflÚ Ò˙‚ÂÚ ÒÍË ÚÛ ‰Ó‚ „‡‰. ÇÌÛ ̄ Â ÌËÂ ÚÓ Ë‰‚‡ Ë ÓÚ Ó·ÂÍ ÚË ÚÂ Ì‡ ÒÌË Ï‡ ÌÂ: ÌÂ
‚ËÊ ‰‡ ÏÂ Ô‡ÏÂÚ ÌË ̂ Ë ËÎË „ÎÂ‰ ÍË ÚËÔ ◊ÔÓ˘ÂÌ ÒÍ‡ Í‡ ÚË˜ Í‡“ – ÓÒÌÓ‚ ÌÓ ÚÓ ‰ÂÈ ÒÚ‚‡ ̆ Ó
ÎËˆÂ Â „‡‰ ÒÍÓ ÚÓ ‚ÒÂ ÍË‰ ÌÂ ‚ËÂ, ÓÚ Ò˙Ì ÎË ‚‡ Ú‡ ÛÚËÌ ÔÂÁ Ì‡‡ ÒÚ‚‡ ̆ Ó ÚÓ ÍÂÒ ̃ ÂÌ ‰Ó
Ì‡ ‡·ÓÚ ÌËfl ‰ÂÌ ‰Ó ‡Á ‚ÎÂ ̃ Â ÌËfl Ú‡ Ì‡ ‚Â˜Â Ú‡. Ñ‚Ë Ê‡Ú ÒÂ Ú‡Ï ‚‡Ë, ÒÏ‡Á ‚‡Ú Á˙· -
˜‡ ÚË ÍÓÎÂ Î‡, Ú‡ Í‡Ú Ì‡ ÔË˘Â ̆ ‡ Ï‡¯Ë Ì‡, Â„Û ÎË ‡Ú ‰‚Ë ÊÂ ÌËÂ ÚÓ, Ô‡ ̆ ‡Ú ÔËÒÏ‡,
ÊÂÌflÚ ÒÂ, ‡Á ‚ÂÊ ‰‡Ú ÒÂ, ÛÏË ‡Ú, „Ë ÏË ‡Ú ÒÂ, ÔÂ ‰‡Ú, ÒÓ ÚË ‡Ú, ÙË ÁË ‡Ú, ÒÔÓ ÚÛ -
‚‡Ú, ÍÓÔ‡flÚ, ÎÂflÚ ÒÚÓ Ï‡ Ì‡, ÔËflÚ ‚Ó‰Í‡, Ú‡Ì ̂ Û ‚‡Ú, ÎÂÊ‡Ú Ì‡ ÔÎ‡Ê‡... ìÒÂ ̆ ‡ ÌÂ ÚÓ Á‡
ÏÓ‰Â ÌÓÒÚ (ÍÓÂÚÓ Â‰‚‡ ÎË ÓÚ„Ó ‚‡ fl Â‡Î ÌÓ Ì‡ ÚÓ„‡ ‚‡¯ ÌËfl Ò˙‚ÂÚ ÒÍË „‡‰) Ë‰‚‡ ÓÚ
·˙ ÁË Ì‡ Ú‡ Ì‡ ÏÓÌ Ú‡ Ê‡, ÓÚ Ì‡ÒË ÚÂ ÌÓÒÚ Ú‡ Ì‡ Í‡ ÚË Ì‡ Ú‡ Ò Ï‡¯Ë ÌË, Ú‡Ï ‚‡Ë, ÍÓÎË,
ÚÂÎÂ ÙÓ ÌË, ÌÓ Ë ‚ Ò‡ÏËfl ÓÚÍ‡Á ÓÚ ÍÛÎÚÛ Ì‡ ÒÔÂ ̂ Ë ÙË Í‡: ÔÂ‰ Ì‡Ò Ò‡ ÏÓ‰Â ÌË ıÓ‡
‚˙Ó· ̆ Â, ÌÂ ÔÂ‰ ÒÚ‡ ‚Ë ÚÂ ÎË Ì‡ èÓÏÂ ‡ ÌËfl ËÎË ÄÎÔÂÌ Î‡Ì‰, Úflı Ì‡ Ú‡ Ë‰ÂÌ ÚË˜ ÌÓÒÚ ÒÂ
Á‡‰‡ ‚‡ ÌÂ ÓÚ ÔÓ ËÁ ıÓ ‰‡, ËÏÂÚÓ, ÍÛÎÚÛ Ì‡ Ú‡ ÒÔÂ ̂ Ë ÙË Í‡, ‡ ÓÚ ‰ÂÈ ÌÓÒÚ Ú‡. ë Â‰Ì‡
‰ÛÏ‡, ÎÂ‚ËflÚ „‡‰ Â ÌÂ Ò‡ÏÓ Ò·Î˙Ò˙Í Ì‡ ‡Á ÎË ̃ ËÂ – ÚÓÈ ÌflÏ‡ ÒÓ· ÒÚ‚ÂÌ Ó·ÎËÍ!
çflÏ‡ ÍÓÈ ‰‡ ÏÛ „Ó Ì‡ÎÓ ÊË, Á‡˘Ó ÚÓ Ì‡ ÏflÒÚÓ ÚÓ Ì‡ ˙ÍÓ ‚Ó ‰Â ̆ ‡Ú‡ ËÚÛ ‡Î‡ ◊‚ÓÎfl“ Ì‡
Ù˛Â ‡ ˆÂÌ Ú‡ÎÂ Ì „ÂÓÈ ÚÛÍ Â ÍËÌÓ Ó ÍÓ ÚÓ, ÍÓÂÚÓ ‡Ì‡ ÎË ÁË ‡, ‰ËÒÂÍ ÚË ‡. (ëÂ˘Û
Ú‡‚ ÚÓ ÎÓ „Ëfl Ú‡ Ì‡ ‰flÒ ÌÓ ÚÓ, Í˙‰Â ÚÓ Ó·‡Á˙Ú ÔÂ‰ ÒÚ‡ ‚fl Ò‡Ï ÒÂ·Â ÒË, ÎÂ‚ËflÚ ÂÍÒ ÔÂ Ë -
ÏÂÌÚ Â ÓÍÒË ÏÓ ÓÌ, ÚÓÈ ÔÂ‰ ÒÚ‡ ‚fl Ó·‡ Á‡ Ì‡ ·ÂÁ-Ó·‡Á ÌÓ ÚÓ.)
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Ivaylo Ditchev

Right-wing City, Left-wing City, Postmodern City

Two famous images of the city set the poles between which the 20c. unfolds: Leni
Riefenstal's Triumph of the Will (1934) and Dziga Vertov's Man with a Movie Camera (1929).
The talents of these great modernists are usually contrasted with the propagandistic
nature of their works, but I will not do this here: what I am interested in is precisely the tal-
ented expression of ideology which starts to transcend itself (as is the case with artists
such as David, Kipling, Vaptzarov).

In Riefenstal's film Hitler enters Nurnberg observing the tradition of Roman triumphs or of the
medieval “wedding” of the ruler to the town. Modernity has its influence: instead of from a
horse or a chariot, the fuhrer descends from the clouds by plane which lends him a divine
aura (after all, it is the merger of transcendence and immanence that lays the foundations of
totalitarian power!). He is greeted not only by the crowds but also by the houses, the monu-
ments of great Germans, even by a kitten at the window.  The Nurnberg congress of the
NSDAP is a grandiose ritual that subordinates everything to the single will impersonated by
the fuhrer. Leni Riefenstal's modernist camera reinforces this reduction of bodies to geomet-
ric shapes as it later does with the bodies of athletes in his film about the 1936 Olympic
Games, and with the bodies of aborigines and fish in his last years. The city is turned into a
stage for one of the most grandiose political rituals – and this is why ritual was invented in
the first place – in order to mend the erosion of codes in everyday life, to make the world
whole. In the right-wing city there is no space for difference; what is more, it is a grandiose
machine for homogenizing the national territory – provinces parade, folklores present flow-
ers, a people marches in which there are “no classes and no castes” (Hitler) or, as an exalt-
ed Rudolf Hess yells, “The party is Hitler, but Hitler is Germany and Germany is Hitler!”.

It is the opposite view of the city that we find in Dziga Vertov. The first thing that strikes us
is that we cannot recognize the city whose portrait the leader of the experiment, as he calls
himself, presents. The shots are from Moscow, Odessa, Kiev and it is the montage that
makes us feel we are in one city – the generalized Soviet labor city. The suggestion
comes from the objects that are filmed as well: we do not see monuments or views of the
postcard type – the main actor is urban everyday life, from the sleepy morning through the
increasing crescendo of the working day to the evening forms of entertainment. Trams
move, cogs are oiled, typewriters are tapped on, the traffic is regulated, letters are sent,
people get married, people get divorced, die, put on make-up, weave, sort, have their hair
done, do exercise, dig, cast iron, drink vodka, dance, lie on the beach…The sense of
modernity (which almost reflects the reality of the Soviet city of that time) comes from the
speed of montage, the density of the picture with machines, trams, cars, telephones, but
also from the refusal of cultural particularity: we see modern people in general, not repre-
sentatives of Pomerania or Alpenland, their identity sets not the background, name, cultur-
al particularity, but their activity. In short, the left-wing city is not only a clash of difference,
but it also lacks its own appearance! There is nobody to impose it because the leading
role of the central character – the “will” of the fuhrer directing the ritual – is taken here by
the eye of the camera which analyses and dissects. (Against the tautology of the right-
wing where the image represents itself, stands the leftist experiment as an oxymoron, it
represents the image of the imageless.)

It would be superfluous to make the point that with the establishment of Stalinism in the
1930s the left-wing city would be replaced by the right-wing which, in its ritual unification,
would surpass Hitler, and artists like Dziga Vertov would be marginalised. If we define the
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àÁÎË¯ ÌÓ Â ‰‡ Ô‡‚fl Û„Ó ‚Ó Í‡ Ú‡, ˜Â Ò ÛÚ‚˙ Ê‰‡ ‚‡ ÌÂ ÚÓ Ì‡ ÒÚ‡ ÎË ÌËÁ Ï‡ ÔÂÁ 30-ÚÂ
„Ó‰Ë ÌË ÎÂ‚ËflÚ „‡‰ Ì‡Ô˙Î ÌÓ ˘Â ·˙‰Â Á‡ÏÂ ÒÚÂÌ ÓÚ ‰ÂÒ ÌËfl, ÍÓÈÚÓ ÔÓ ËÚÛ ‡Î Ì‡ ÛÌË ÙË -
Í‡ ̂ Ëfl ˘Â Ì‡‰ ÏË ÌÂ ïËÚÎÂ, ‡ ‡ÚË ÒÚË Í‡ÚÓ ÑÁË„‡ ÇÂ ÚÓ‚ ˘Â ·˙‰‡Ú Ï‡ „Ë Ì‡ ÎË ÁË ‡ ÌË.
ÄÍÓ ÓÔÂ ‰Â ÎËÏ ÎÂ‚Ëfl ÔÓ ÂÍÚ Í‡ÚÓ ‡‚ÚÓ ÌÓ ÏË ÁË ‡ ÌÂ Ì‡ ‚ÒÂ ÔÓ-¯ËÓ ÍË ÒÎÓ Â ‚Â ÓÚ
Ì‡ÒÂ ÎÂ ÌËÂ ÚÓ, ÒÚ‡ ÎË ÌËÁ Ï˙Ú, ·ÂÊ ÌÂ‚ ÌËÁ Ï˙Ú, ÊË‚ÍÓ ‚ËÁ Ï˙Ú ÓÚË ‚‡Ú Ì‡ ‰ÂÒ ÌËfl ÔÓÎ˛Ò
Í‡ÚÓ Ô‡ÚÂ Ì‡ ÎË ÒÚË ̃ Â ÒÍË ‰ËÍ Ú‡ ÚÛ Ë, ‡ ÔÓ ÒÚ‡Ì ÒÚ‚Â Ì‡ Ú‡ ËÏ ÔÓÎË ÚË Í‡ ÒÂ ·‡ÁË ‡ Ì‡
Ï‡Í ÒË Ï‡Î Ì‡ ÍÓÌ ̂ ÂÌ Ú‡ ̂ Ëfl Ë ÛÒÚ‡ ÌÓ ‚fl ‚‡ ÌÂ Ì‡ Ô‡Í ÚË ̃ Â ÒÍË ÙÂÓ ‰‡Î ÌË ÌÂ‡ ‚ÂÌ ÒÚ‚‡1. 

Ç ÚËÔÓ ÎÓ „Ëfl Ú‡, ÍÓflÚÓ ÔÂ‰ Î‡ „‡Ï, ‰ÂÒ ÌËflÚ „‡‰ Â Ú‡Ì ÒˆÂ ‰Ë ‡Ì ÓÚ Ó·ÎËÍ, ËÏ‡ ˆÂÌ Ú˙,
ËÚÛ ‡Î ÌÓ Â‰ËÌ ÒÚ‚Ó, ÚÓÈ Â ÁÂ ÎË ̆ Â, ÍÓÂÚÓ ‚ÌÛ ̄ ‡ ‚‡ ·Î‡ „Ó „Ó ‚Â ÌËÂ Ë Ô‡ÒË‚ ÌÓÒÚ. ãÂ‚ËflÚ Â
ËÁˆfl ÎÓ ËÏ‡ ÌÂÌ ÚÂÌ, ÔÓ ËÁ ‚ÂÊ ‰‡Ú „Ó ÌÂÔÂ ÒÚ‡Ì ÌÓ ÒËÚÛ‡ ̂ ËË ÚÂ Ì‡ ‚ÒÂ ÍË‰ ÌÂ‚ ÌÓ ÊË‚Â Â ÌÂ.

ç‡È-ÚÛ‰ ÌËflÚ ‚˙ÔÓÒ ÚÛÍ, ÍÓÈÚÓ Ó·˙ Í‚‡ Îfl‚Ó-‰flÒ Ì‡ Ú‡ ÌË Â‰ÛÍ ̂ Ëfl, Â ÛÚÓ ÔËfl Ú‡. ä‡Í‚Ó
ÒÚ‡‚‡, ÍÓ„‡ ÚÓ ‡‚ÂÌ ÒÚ‚Ó ÚÓ ÒÂ ÔÂ ‚˙ ÌÂ ‚ Ó·‡Á, ÍÓÈÚÓ Ú‡Ì ÒˆÂ ‰Ë ‡ „‡‰ ÒÍ‡ Ú‡ Â‡Î -
ÌÓÒÚ? çÂÍ‡ Í‡ÊÂÏ, ˜Â ÛÚÓ ÔËÁ Ï˙Ú Â Îfl‚ ‚ Ì‡ÏÂ Â ÌËÂ ÚÓ ÒË, ‰ÓÍÓÎ ÍÓ ÚÓ ÓÚı‚˙ Îfl Ò˙˘Â -
ÒÚ‚Û ‚‡ ̆ Ë ÚÂ ÌÂ‡ ‚ÂÌ ÒÚ‚‡, ÌÓ ÓÚË‚‡ Í‡È ÌÓ ‚‰flÒ ÌÓ ÚÓ„‡ ‚‡, ÍÓ„‡ ÚÓ ÒÂ ÔÂ ‚˙ ÌÂ ‚
ÒÓˆË‡Î Ì‡ Ô‡Í ÚË Í‡ Ë ÛÒÚ‡ ÌÓ ‚Ë ÌÓ‚Ë, ÓÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË ÌÂ‡ ‚ÂÌ ÒÚ‚‡: ò‡Î îÛËÂ Ë
·‡ÓÌ éÒÏ‡Ì ÌÂ Ò‡ ÚÓÎ ÍÓ ‚‡ ‡Á ÎË˜ ÌË ‚ Ì‡˜Ë Ì‡, ÔÓ ÍÓÈÚÓ ÒË ÔÂ‰ ÒÚ‡ ‚flÚ „‡‰‡2; ÔÓ -
ÒÚÓ Â‰Ë ÌËflÚ Â ÛÚÓ ÔËÒÚ, ‰Û „ËflÚ ÔÂ ÙÂÍÚ, Â‰Ë ÌËflÚ ÏÂ˜ Ú‡Â, ‰Û „ËflÚ ÔË¯Â ÒÔÓ ÏÂ ÌË ÔÓÒÚ
Ù‡Í ÚÛÏ. ë·Î˙Ò˙Í ̇ Ú ÏÂÊ‰Û ‰‚ÂÚÂ ÔÓÁË ̂ ËË ÏÓÊÂÏ ‰‡ ‚Ë‰ËÏ ‚ Â‰ËÌ ÚÂÍÒÚ Ì‡ ÔÓ-Í˙Ò ÌËfl
ÛÚÓ ÔËÒÚ ÅÎ‡Ì ÍË: ◊çËÍÓÈ ÌflÏ‡ ‰‡ ÛÁÌ‡Â ÍÓÎÍÓ ıËÎfl ‰Ë ÌÂ˘‡ÒÚ ÌË ̂ Ë Ò‡ ÒË ÓÚË ̄ ÎË Á‡‡ -
‰Ë ÎË¯Â ÌËfl Ú‡, ÔË ̃ Ë ÌÂ ÌË ÓÚ ÚÂÁË ·ÂÁ ÒÏË ÒÎÂ ÌË ÒÚÓ Â ÊË [ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÓÒÏ‡ ÌË Á‡ -
ˆËfl Ú‡ Ì‡ è‡ËÊ] [...] äÓ„‡ ÚÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó ÚÓ ‚˙‚Ë, ‚ÒË˜ ÍÓ ‚˙‚Ë, Í‡Á‚‡ Â‰Ì‡ ÔÓ„Ó -
‚Ó Í‡, ÍÓflÚÓ ÒÂ Â ÔÂ ‚˙ Ì‡ Î‡ ‚ ËÍÓ ÌÓ ÏË ̃ Â ÒÍ‡ ‡ÍÒË Ó Ï‡. èÓ ÚÂÁË ÏÂÍË ‡ÍÓ ËÁ‚Â‰Ì˙Ê
‚ ÌÂ·Â ÚÓ ÌË ÒÂ ËÁ‰Ë„ Ì‡Ú ÒÚÓ ïÂÓ ÔÒÓ ‚Ë ÔË‡ ÏË ‰Ë, ÚÓ‚‡ ˘Â Â ÁÌ‡Í Á‡ ·Î‡ „Ó ‰ÂÌ ÒÚ‚ËÂ.“3

Ç ıÓ‰‡ Ì‡ ïï ‚ÂÍ ˘Â ‚Ë‰ËÏ ÏÌÓ„Ó ‰ËÍ Ú‡ ÚÓ Ë-‡ıË ÚÂÍ ÚË, ˜ËËÚÓ ıÂÓ ÔÒÓ ‚Ë ÔË‡ ÏË ‰Ë
Û‚ÂÌ ̃ ‡ ‚‡Ú Ù‡Ì Ú‡Á Ï‡ Á‡ ‡·ÒÓ Î˛Ú ÌÓ ÚÓ Ú˙ ÊÂ ÒÚ‚Ó Ì‡ ‚Î‡ÒÚ Ú‡ – ëÚ‡ ÎË ÌÓ ‚Ó ÚÓ ÏÂÚÓ,
ÍÓÂÚÓ Â‰ËÌ ‰ÓÍÛ ÏÂÌ Ú‡ ÎÂÌ ÙËÎÏ Ì‡Â ̃ Â ◊Í‡ÚÂ ‰‡ Î‡ Ì‡ ÍÓÏÛ ÌËÁ Ï‡“, ÔÎ‡ ÌÓ ‚Â ÚÂ Á‡
„‡Ì ‰Ë ÓÁ ÌÓ ÚÓ ÔÂÛ ÒÚÓÈ ÒÚ‚Ó Ì‡ ÅÂ ÎËÌ, Á‡ ÍÓÂÚÓ ÏÂ˜ Ú‡Â ïËÚÎÂ Ò ÔË ‰‚Ó ÌËfl ÒË
‡ıË ÚÂÍÚ òÔÂÂ ‚ ·ÛÌ ÍÂ ‡ ‰Ó ÔÓÒÎÂ‰ ÌËfl ÏÓÏÂÌÚ, Ñ‚Ó Âˆ˙Ú Ì‡ Ì‡Ó ‰‡ Ì‡ ó‡Û ̄ Â ÒÍÛ,
Á‡ ÍÓÈÚÓ Â Ò˙·Ó ÂÌ ËÒÚÓ Ë ̃ Â ÒÍËflÚ ˆÂÌ Ú˙ Ì‡ „‡‰‡ – Ì‡‰ 7000 Ò„‡ ‰Ë Ë 19 ˆ˙ Í‚Ë.

ÇÔÓ ̃ ÂÏ, ÁÂ ÎË ̆ Â ÚÓ Ì‡ ‚Î‡ÒÚ Ú‡ ÏÓÊÂ ‰‡ ·˙‰Â ÔÓÒÚË„ Ì‡ ÚÓ Ò˙Ò ÒÂ‰ ÒÚ‚‡ Ú‡ Ì‡ „‡‰ -
ÒÍËfl ÒÓÙÚ- ËÎË ı‡ ‰Û Â, ˜ÂÁ ËÚÛ ‡Î ËÎË Û·‡ ÌËÁ˙Ï. çÂÍ‡ ÒÍÓ ̃ ËÏ Ó˘Â Ì‡Á‡‰ Í˙Ï
Ô˙ ‚Ó Ó· ‡ Á‡ Ì‡ Ò˙‚Â ÏÂÌ ÌÓ ÚÓ Ó·˘Â ÒÚ‚Ó Ì‡ ÁÂ ÎË ̆ Â ÚÓ: êËÏ. êËÏ ÒÍËflÚ ÚËÛÏÙ Â
Â‰ËÌ ÓÚ ‚˙ ıÓ ‚Â ÚÂ ‚ „‡‰ ÒÍ‡ Ú‡ ËÚÛ ‡ ÎË ÒÚË Í‡. èÓ· Â‰Ë ÚÂ ÎflÚ ‚ÎË Á‡Î ‚ „‡‰‡ Ì‡ ÍÓÎÂÒ -
ÌË ̂ ‡, ÛÍ‡ ÒÂ Ì‡ Ò ‡Á ÌÓ Ó· ‡Á ÌË ÒËÏ ‚Ó ÎË, ÒÂ‰ ÍÓËÚÓ Ù‡ÎÓÒ ‚ ÂÂÍ ̂ Ëfl, Ë Ó·ÎÂ ̃ ÂÌ
Í‡ÚÓ ÒÚ‡ ÚÛfl Ú‡ Ì‡ ûÔË ÚÂ éÔÚËÏÛÒ å‡ÍÒËÏÛÒ Ò ·Ófl ‰Ë Ò‡ ÌÓ ‚ ˜Â ‚Â ÌÓ Í‡ÚÓ ÌÂ„Ó ÎËˆÂ,
‡ Á‡‰ „˙·‡ ÏÛ Â‰ËÌ Ó· ÏÛ Ì‡¯ ÂÔ ‚‡Î ◊çÂ Á‡· ‡ ‚flÈ, ˜Â ÒË ˜Ó‚ÂÍ“. ëÎÂ‰ ‚‡ ÎË ÍÓÎË,
Ì‡ÚÓ ‚‡ Â ÌË Ò ÚÓ ÙÂË, ÌÓ‚Ó Á‡ ÎÓ ‚Â ÌË Ó·Ë Ë ˆ‡Â Ì‡ ÔÓÓ ·Â ÌË ÚÂ Ì‡Ó ‰Ë, ÍÓËÚÓ ‚Ó‰Â -
ÎË Á‡ ÊÂ Ú‚Ó ÔË ÌÓ ̄ Â ÌËÂ, Í‡ÍÚÓ Ë Í‡ ÚË ÌË, ËÁÓ ·‡ Áfl ‚‡ ̆ Ë Ì‡È-‚‡Ê ÌË ÚÂ ·ËÚÍË ÓÚ Í‡Ï -
Ô‡ ÌËfl Ú‡ Ë Ï‡ÍÂ ÚË Ì‡ ÔÓ· Â‰Â ÌË ÚÂ „‡ ‰Ó ‚Â, ÒÚ‡ ÚÛË, ÔÂ ÒÓ Ì‡ ÎË ÁË ‡ ̆ Ë ÂÍË ËÎË ÚÓÔÓ ÒË
ÓÚ Á‡‚ ÁÂ ÚË ÚÂ ÚÂË ÚÓ ËË... çÓ éÍÚ‡ ‚Ë ‡Ì Ä‚„ÛÒÚ Â¯ËÎ, ˜Â Â ÔÓÒÚË„ Ì‡Î ÚÓÎ ÍÓ ‚‡ „ÓÎfl Ï‡
ÒÎ‡‚‡, ÍÓflÚÓ ÌËÍ‡Í ̇ ‚ ËÏÔÂ ‡ ÚÓ ÒÍË ÚËÛÏÙ ÌÂ ÏÓÊÂ ‰‡ Û‚Â ÎË ̃ Ë – Ë Á‡ÔÓ˜ ‚‡ Ï‡˘‡· -
ÌÓ ÏÓÌÛ ÏÂÌ Ú‡Î ÌÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó, ÍÓÂÚÓ ˘Â „Ó Ì‡Í‡ ‡ ÔÓ-Í˙ÒÌÓ ‰‡ Í‡ÊÂ ◊á‡‚‡ Ëı êËÏ,
ÔÓÒÚÓ ÂÌ ÓÚ ÚÛıÎË, ‡ „Ó ÓÒÚ‡ ‚flÏ Ó·ÎÂ ̃ ÂÌ ‚ Ï‡ ÏÓ“. ê‡Á ·Ë ‡ ÒÂ ÌÓ‚ËflÚ ı‡ ‰Û Â
ÔÓÁ‚Ó Îfl ‚‡ ÛÔÓ ÚÂ ·‡ Ú‡ Ì‡ ÌÓ‚ ÒÓÙ ÚÛ Â. í‡È ÌËflÚ ÏËÁ‡Ì ÒˆÂÌ Ì‡ ‚Î‡ÒÚ Ú‡ Ì‡ ÒÎÂ‰ ‚‡ -
˘Ëfl ÂÚ‡Ô Ô‡‚Ë ‚˙ÁÏÓÊ Ì‡ ËÌÒˆÂ ÌË Ó‚ Í‡ Ú‡ Ì‡ Ó˘Â ÔÓ-ÔË˘ÌË ËÚÛ ‡ ÎË – Ë Ú˙È, ÌÂ‚ËÊ -
‰‡ ÌËflÚ „‡‰ Ì‡ Ä‚„ÛÒÚ ÒÚ‡‚‡ ‡ÂÌ‡ Ì‡ Ó˘Â ÔÓ-ÌÂ‚ËÊ ‰‡ ÌË „Î‡ ‰Ë ‡ÚÓ ÒÍË ·Ó·Ë, ◊ÏÓ -
ÒÍË“ ·ËÚÍË, ¯ÂÒÚ‚Ëfl, ÒÔÂÍ Ú‡ ÍÎË (Koene, 2000: 20).
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leftist project as the process whereby increasingly larger strata of population become
autonomous, then Stalinism, Brezhnevism, Zhivkovism tend toward the right-wing pole of
paternalistic dictatorships, and their spatial policy is based on a maximum concentration
and establishment of real feudal inequalities1.

In the typology that I propose the right-wing city is transcended by an image, it has a cen-
tre, a ritual unity, it is a spectacle that suggests reverence and passivity. The left-wing city
is wholly immanent; it is constantly produced by the situations of everyday living.

The most difficult issue here which confuses our left/right reduction is utopia. What hap-
pens when equality turns into an image which transcends urban reality? Let us say that
utopianism is leftist in its intention inasmuch as it rejects existing inequalities, but it is
extremely right-wing when it turns into a social practice and establishes new spatialised
inequalities: Charles Fourier and Baron Haussmann are not that different in the way they
imagine the city2; the difference is that one of them is a utopian and the other a prefect,
one of them dreams while the other writes his memoirs post factum. The clash between
the two can be seen in a text by a later utopian Blanqui: “No one will ever know how many
wretched thousands of people have died because of the privations caused by these
meaningless building sites [the reference is to the Hausmannisation of Paris] [...] When
construction goes fine, all goes fine, as a proverb has it that has turned into an economic
axiom. In the context of such signs of success, if suddenly a hundred Heops pyramids
emerge under our sky, this would be a sign of prosperity.”3

The 20c. would see many dictator-architects whose Heops pyramids crown the phantasm
of the absolute triumph of power – Stalin's underground railway, which a documentary
would call “a cathedral of communism”, the plans for the grandiose re-construction of
Berlin that Hitler dreams of with his court architect  Albert Speer in the bunker until the
very last moment, Ceausescu's Palace of the people for which the historical centre of the
city with over 7,000 buildings and 19 churches was demolished.

By the way, the spectacle of power can be achieved by using the means of city soft- or
hardware, through ritual or urbanism. Let us take a leap further back in time to the proto-
type of the contemporary society of spectacle: Rome.

Roman triumph is one of the peaks of urban rituality. The victor would enter the town on a
chariot, adorned with various symbols – among which was an erectile phallus –  dressed
in the fashion of the statue of Jupiter Optimus Maximus and with his face painted in red
like him, while behind his back a slave would whisper in his ear “Do not forget that you
are human”.The chariot would be followed by carts loaded with trophies, newly captured
slaves and the kings of the enslaved peoples who were brought to be sacrificed, as well
as pictures of the most important battles of the campaign and models of the conquered
towns, statues impersonating rivers or topoi of the newly captured territories... But
Octavian August decided that he had achieved such glory that no emperor's triumph
could increase it and started large-scale monumental building projects, which later made
him say “I found Rome built of bricks and I leave it clothed in marble”. Of course, the new
hardware allows the use of new software. The solid mise en scène of power at the next
stage made it possible to stage even more sumptuous rituals – and thus the previously
unseen city of Octavian August became the arena for previously unseen gladiator battles,
“sea” battles, parades, spectacles (Koene, 2000: 20).

In the language of Benjamin, the right-wing city aestheticizes the political; the leftist
response to this was politicizing urban shapes (Benjamin 1989: 366). According to Guy
Debord's manifesto, if power stages itself through spectacle, then the form of resistance to
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ç‡ ÂÁËÍ‡ Ì‡ ÅÂÌfl ÏËÌ, ‰ÂÒ ÌËfl „‡‰ ÂÒÚÂ ÚË ÁË ‡ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ; Ì‡ ÚÓ‚‡ ÎÂ‚Ë ̂ ‡ Ú‡ ÓÚ„Ó -
‚Ó Ë Ò ÔÓÎË ÚË Á‡ ̂ Ëfl Ì‡ „‡‰ ÒÍË ÚÂ ÙÓÏË (ÅÂÌfl ÏËÌ 1989: 366). ëÔÓ Â‰ Ï‡ÌË ÙÂÒÚ ÌËfl
ÚÂÍÒÚ Ì‡ ÉË ÑÂ·Ó ‡ÍÓ ‚Î‡ÒÚ Ú‡ ÒÂ Ò‡Ï ÓËÌ ÒˆÂ ÌË ‡ ÔÓÒÂ‰ ÒÚ‚ÓÏ ÁÂ ÎË ̆ Â ÚÓ, ÙÓ Ï‡ Ú‡
Ì‡ Ò˙ÔÓ ÚË ‚‡ ÒÂ˘Û ÌÂfl Â ÍÓÌ ÒÚÛË ‡ ÌÂ ÚÓ Ì‡ ÒËÚÛ‡ ̂ ËË (Debord 1992/1967). áÂ ÎË ̆ Â -
ÚÓ ‰ËÒÚ‡Ì ̂ Ë ‡ Ë Ì‡Î‡ „‡ ÌÂÔÓ ‰‚ËÊ ÌÓ Ò˙ÁÂ ̂ ‡ ÌËÂ; Ì‡ ÚÓ‚‡ ÒËÚÛ‡ ̂ ËÓ ÌË ÒÚË ÚÂ ÒË ÔÓ ÚË -
‚Ó ÔÓ ÒÚ‡ ‚flÚ ÌÂÔÓ ÒÂ‰ ÒÚ‚Â ÌÓ ÚÓ ÔÂ ÊË ‚fl ‚‡ ÌÂ Ì‡ ÏflÒÚÓ ÚÓ, ÓÚÍÎÓ Ìfl ‚‡Ú (détourner) ÒÏË -
ÒÎË ÚÂ, ËÌÒˆÂ ÌË ‡Ú ◊ÒÚ‡ÒÚ ÌË ‰ÂÍÓÌ ÚÂÍ ÒÚÛ ‡ ÎË Á‡ ̂ ËË“ (dépa y ise ment pas si on nel), ıÛ‰Ó -
ÊÂ ÒÚ‚Â ÌË Ë ÔÓÎË ÚË ̃ Â ÒÍË ‡ÍˆËË, ÛÒÚÓÈ ‚‡Ú ÍÓÎÂÍ ÚË‚ ÌË ÎÛÚ‡ ÌËfl ËÁ ÛÎË ̂ Ë ÚÂ Ì‡ è‡ËÊ
Ë ˜Â Ú‡flÚ Ë‰ËÓ ÒËÌ Í‡Á ÌË ÔÒË ıÓ Í‡ ÚË Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌÓ ÚÓ ÔÂ ÊË ‚fl ‚‡ ÌÂ, Ò·Î˙Ò Í‚‡Ú
ÍÛÎÚÛ ÌË ÍÓÌ ÚÂÍ ÒÚË. Ç ËÁ‚Â ÒÚÂÌ ÒÏË Ò˙Î ‚ÒÂÍË ‰˙ Á˙Í ıÛ‰ÓÊÌËÍ Ì‡ „‡ÙËÚË, Á‡Â ‰ÂÌ
Ò˙Ò ÒÔÂ ÈÓ ‚Â ÚÂ ÒË, ‚ÒÂÍË ÍÓÎÂÍ ̂ ËÓ ÌÂ Ì‡ Ì‡ÏÂ Â ÌË Ì‡ ÛÎË ̂ Ë ÚÂ ÁÌ‡ ̃ Â ̆ Ë ‚Â˘Ë, ‚
ÍÓËÚÓ Ú˙ÒË ÒÍËÚ ÒÏË Ò˙Î, ‚ÒÂÍË „Û·Â˘ ÒÂ ‚ „‡‰‡ ÙÎ‡ Ì¸Ó Â ÒËÚÛ‡ ̂ ËÓ ÌËÒÚ, ·ÓÂˆ Á‡
ÂÒÚË ÚÛ ̂ Ëfl Ì‡ ÔË Ò‚Ó Â ÌÓ ÚÓ ÓÚ ‚Î‡ÒÚ Ú‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. ôÂ ˜ÛÂÏ ÌÓÚÍË ÓÚ èËÒ ÏÓ ÚÓ ‰Ó
Ñ'ÄÎ‡Ï ·Â Ì‡ êÛÒÓ4 ‚ Ì‡˜Ë Ì‡, ÔÓ ÍÓÈÚÓ ÒËÚÛ‡ ̂ ËÓ ÌË ÒÚË ̃ Â ÒÍËflÚ ËÌÚÂ Ì‡ ̂ ËÓ Ì‡Î Ó„‡ ÌË -
ÁË ‡ Ò˙ÔÓ ÚË ‚‡ Ú‡ ÒÂ˘Û ÁÂ ÎË ̆ Â ÚÓ Ì‡ ‚Î‡ÒÚ Ú‡.

◊ífl· ‚‡ ‰‡ ÒÂ ÓÔË Ú‚‡ ÏÂ ‰‡ ÍÓÌ ÒÚÛË ‡ ÏÂ ÒËÚÛ‡ ̂ ËË, ÚÓÂÒÚ ÍÓÎÂÍ ÚË‚ ÌË ÍÓÌ ÚÂÍ ÒÚË,
Ò˙‚Ó ÍÛÔ ÌÓÒÚ Ú‡ ÓÚ ‚ÔÂ ̃ ‡Ú ÎÂ ÌËfl Ú‡ Ì‡ Â‰ËÌ ‰‡‰ÂÌ ÏÓÏÂÌÚ[...] ãÂÒÌÓ Â ‰‡ ÒÂ ‚Ë‰Ë ‰Ó
Í‡Í‚‡ ÒÚÂ ÔÂÌ Â Ò‚˙ Á‡ ÌÓ ÓÚ˜ÛÊ ‰Â ÌËÂ ÚÓ ‚ ÒÚ‡ Ëfl Ò‚flÚ Ò ÓÒÌÓ ‚Ó ÔÓ Î‡ „‡ ̆ Ëfl ÔËÌ ̂ ËÔ Ì‡
ÁÂ ÎË ̆ Â ÚÓ: ÌÂÌ‡ ÏÂ Ò‡ Ú‡. é·‡Ú ÌÓ, ‚ËÊ ‰‡ ÏÂ Ë ˜Â Ì‡È-ÒÚÓÈ ÌÓÒÚ ÌË ÚÂ Â‚Ó Î˛ ̂ Ë ÓÌ ÌË
Ú˙ ÒÂ ÌËfl ‚ Ó·Î‡ÒÚ Ú‡ Ì‡ ÍÛÎÚÛ ‡ Ú‡ Ú˙ ÒflÚ Ì‡˜ËÌ ‰‡ ÒÍ˙ Ò‡Ú ÔÒËıÓ ÎÓ „Ë ̃ Â ÒÍ‡ Ú‡  Ë‰ÂÌ ÚË -
ÙË Í‡ ̂ Ëfl Ì‡ ÁË ÚÂ Îfl Ò „ÂÓfl, Á‡ ‰‡ ÚÎ‡Ò Ì‡Ú ÚÓÁË ÁË ÚÂÎ Í˙Ï ‡ÍÚË‚ ÌÓÒÚ, ‰‡ ÔÓ ‚Ó ÍË ‡Ú
ÌÂ„Ó ‚Ë ÚÂ ÒÔÓ ÒÓ· ÌÓ ÒÚË ‰‡ ÔÓ ÏÂ Ìfl ÒÓ· ÒÚ‚Â ÌËfl ÒË ÊË‚ÓÚ. ëËÚÛ‡ ̂ Ëfl Ú‡ Â Ì‡Ô‡ ‚Â Ì‡
Ú‡Í‡, ˜Â ‰‡ ·˙‰Â ÔÂ ÊË ‚fl ‚‡ Ì‡ ÓÚ ÒÓ· ÒÚ‚Â ÌË ÚÂ ÒË ÍÓÌ ÒÚÛÍ ÚÓ Ë[...] ç‡¯Ë ÚÂ ÒËÚÛ‡ ̂ ËË
ÌflÏ‡Ú ‡Á‚Ë ÚËÂ, ÚÂ Ò‡ ÔÂ ıÓ‰ ÌË[...] íÂÓ Ëfl Ú‡ Ì‡ ÒËÚÛ‡ ̂ ËÓ ÌËÁ Ï‡ ÔÓ‰˙ Ê‡ Â¯Ë ÚÂÎ ÌÓ
ÍÓÌ ̂ ÂÔ ̂ Ëfl Ú‡ Ì‡ ÔÂÍ ̇ Ò Ì‡ ÚÓÒÚ Ú‡ Ì‡ ÊË‚Ó Ú‡[...] [Ë‰Âfl Ú‡] Á‡ ËÁÓ ÎË ‡ ÌË ÚÂ ÏË„Ó ‚Â Ì‡
˜Ó‚Â¯ ÍËfl ÊË‚ÓÚ Ë ÍÓÌ ÒÚÛË ‡ ÌÂ ÚÓ Ì‡ ‚ÒÂÍË Â‰ËÌ ÏË„ Ò Â‰ËÌ ÌÓ ÚÓ ËÁÔÓÎ Á‚‡ ÌÂ Ì‡
ÒÂ‰ ÒÚ‚‡ Ú‡ Ì‡ ÒËÚÛ‡ ̂ ËÓ ÌËÁ Ï‡.“ (Debord 1997: 38-41)

ÑÂÒ ÌËflÚ ÔÓÎ˛Ò Â ÔÓ‰ ÒÍ‡ Á‡Ì ‚ ÚÓÁË Ï‡ÌË ÙÂÒÚ ÔÓ ‰Û„ Ì‡˜ËÌ: ‰flÒÌÓ Â Ú‡È ÌÓ ÚÓ,
Ë‰ÂÌ ÚË˜ ÌÓ ÚÓ, Ú‡Ì ÒˆÂÌ ‰ÂÌÚ ÌÓ ÚÓ, ÍÓÂÚÓ ÒÎÂ‰ ‚‡ ÓÚ ◊‚fl‡ Ú‡ ‚ ·ÂÁ ÒÏ˙ ÚËÂ ÚÓ Ì‡ ‰Û¯‡ -
Ú‡“, Úfl, ÓÚ Ò‚Ófl ÒÚ‡Ì‡ – ÓÒÌÓ ‚‡ ÌËÂ Ì‡ ‡Á ‰Â ÎÂ ÌËÂ ÚÓ Ì‡ ÚÛ‰‡ (Debord 1997: 41), ‚
ÒÏË Ò˙Î ˜Â ‡Á ‰Â ÎÂ ÌËÂ ÚÓ Ì‡ ÙÛÌÍ ̂ Ë Ë ÚÂ ‚ Â‰ÌÓ Ó·˘Â ÒÚ‚Ó Â ‚ËÌ‡ „Ë ÔÓ ËÁ ‚ÓÎ ÌÓ Ë
Úfl· ‚‡ ÌflÍ‡Í ‚‡ Ë‡ ̂ ËÓ Ì‡Î Ì‡ ‚fl‡, ÍÓflÚÓ ‰‡ ÌË Í‡‡ ‰‡ ÔËÂ ÏÂÏ, ˜Â Â‰Ë Ì ˘Â Â
ıÛ‰ÓÊ ÌËÍ, ‰Û „ – ÁË ÚÂÎ, Â‰Ë Ì – „ÓÒ ÔÓ ‰‡, ‰Û „ – Ó·. ë Â‰Ì‡ ‰ÛÏ‡ Ì‡ ‰ÂÒ ÌËfl ÔÓÎ˛Ò
Â ÅÓÊËflÚ „‡‰, ‚Â˜ ÌËflÚ, ÌÂÔÓ ÏÂ Ìfl ̆ ËflÚ ÒÂ, Ò˙‚˙ ̄ Â ÌËflÚ, ÒÂ˘Û ÍÓÈÚÓ ÌÂ ËÒÍ‡ ÏÂ
‰‡ ÒÂ Ò˙ÔÓ ÚË‚ Îfl ‚‡ ÏÂ – ‡·ÒÓ Î˛Ú ÌÓ ÚÓ ÁÂ ÎË ̆ Â, ÍÓÂÚÓ ÔÂ ‰ËÁ ‚ËÍ ‚‡ ‡·ÒÓ Î˛Ú Ì‡ ·Î‡ -
„ÓÒÚ Ë Ò˙ÁÂ ̂ ‡ ÌËÂ.

íÛÍ ÌflÏ‡ ‰‡ Ì‡‚ ÎË Á‡Ï ‚ ‰ÂÒ ÌË ÚÂ Ë ÎÂ‚Ë Ó·˘ËÌ ÒÍË ÔÓÎË ÚË ÍË. ÇÒÂ Ô‡Í, Ó˜Â ‚Ë‰ ÌÓ Â,
˜Â ‚‰flÒ ÌÓ ◊ÔÓ˜Ë ÒÚ‚‡Ú“ ˆÂÌ ÚÓ ‚Â ÚÂ ÓÚ ÔÓ Òfl ̂ Ë Ë ·ÂÁ ‰ÓÏ ÌË. í‡Í‡ Ì‡Ô‡ ‚Ë ÅÂÊ ÌÂ‚
Á‡ éÎËÏ ÔË ‡ ‰‡ Ú‡ ÔÂÁ 1980 „Ó‰ËÌ‡ ‚ åÓÒÍ‚‡; Ú‡Í‡ ËÒÍ‡ ̄ Â ÍÏÂÚ˙Ú Ì‡ ÅÓ‰Ó, ÍÓÈÚÓ
ÔÂÁ 2004 „Ó‰ËÌ‡ Á‡„Û ·Ë ÔÓ ̂ Â Ò‡, Á‡‚Â ‰ÂÌ ÒÂ˘Û ÌÂ„Ó ÓÚ ÌÂÔ‡ ‚Ë ÚÂÎ ÒÚ‚Â ÌË Ó„‡ ÌË -
Á‡ ̂ ËË Ë ·Â ÔË ÌÛ ‰ÂÌ ‰‡ ÓÚÚÂ „ÎË Á‡· ‡ Ì‡ Ú‡ Á‡ Ì‡Û ̄ ‡ ‚‡ ̆ Ë „ÎÂ‰ Í‡ Ú‡ ÎËˆ‡ ‰‡ ÔÂ ·Ë -
‚‡ ‚‡Ú Ì‡ ˆÂÌ Ú‡Î ÌËfl ÔÎÓ ̆ ‡‰; Ú‡Í‡ ÔÓÒÚ˙ ÔË Ë ëÓÙËÈ ÒÍ‡ Ó·˘Ë Ì‡, ÍÓflÚÓ ‚ Ò˙ÚÛ‰ ÌË -
˜Â ÒÚ‚Ó Ò åËÌËÒÚÂÒÚ‚ÓÚÓ Ì‡ ‚˙Ì ̄ ÌË ÚÂ ‡·Ó ÚË Ó˜Ë ÒÚË ˆÂÌ Ú˙ ‡ Ì‡ ëÓÙËfl ÓÚ ÔÓ Òfl ̂ Ë
Ë ˆË„‡ ÌË Á‡‡ ‰Ë ÒÂ ̆ ‡ Ú‡ Ì‡ é„‡ ÌË Á‡ ̂ Ëfl Ú‡ Á‡ ÒË„Û ÌÓÒÚ Ë Ò˙ÚÛ‰ ÌË ̃ Â ÒÚ‚Ó ‚ Ö‚Ó -
Ô‡ ÔÂÁ ‰ÂÍ ÂÏ ‚Ë 2004 „Ó‰ËÌ‡. çÓ ‰flÒ Ì‡ Ú‡ ÔÓÎË ÚË Í‡ Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ÌÂ Â Ò‡ÏÓ
·ÓÌ‡ Ô‡ ÚËÒÚ Í‡, Í‡ÚÓ Ú‡ÁË Ì‡ ·‡ÓÌ éÒÏ‡Ì, ä‡„‡ ÌÓ ‚Ë˜ ËÎË òÔÂÂ. ÑflÒ Ì‡ Ú‡ ÔÓÎË ÚË -
Í‡ ‚ ÔÓ-Ó·˘Ëfl ÒÎÛ ̃ ‡È ‰ÂÈ ÒÚ‚‡ ˜ËÒÚÓ Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍË, Ì‡ÔË ÏÂ ‚‰Ë„‡ ˆÂÌË ÚÂ ‚
ÔÂ ÒÚËÊ ÌË ÚÂ Í‚‡ Ú‡ ÎË Ë ËÁÚÎ‡ ÒÍ‚‡ ·Â‰ ÌË ÚÂ ‚ ÔÂË ÙÂ Ëfl Ú‡5, Í‡ÍÚÓ Ì‡Ô‡ ‚Ë òË‡Í
ÔÓ ‚ÂÏÂ Ì‡ ÍÏÂ ÚÛ ‚‡ ÌÂ ÚÓ ÒË ‚ è‡ËÊ: Úfl ‚Ó‰Ë ‰Ó ÍÓÌ ̂ ÂÌ Ú‡ ̂ Ëfl Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ
ÔÓ‰Ó· ÌÓ Ì‡ Í‡ÔË Ú‡Î.
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it is the construction of situations (Debord 1992/1967). The spectacle distances and impos-
es immobile contemplation; situationists oppose this to the immediate experience of the
place, they détour (détourner) meanings, stage “passionate decontextualisations”
(dépayisement passionnel), artistic and political actions, they organize group wanderings
in the streets of Paris and outline idiosyncratic psycho-maps of spatial experience, they
make clashes between cultural contexts. In a sense, every brave graffiti artist armed with
sprays, every collector of meaningful objects found in the streets in which he or she seeks
a hidden meaning, every flâneur getting lost in the city is a situationist, a fighter for the
restitution of the space that has been appropriated by power. We will perceive references
to Rousseau's letter to D'Alembert4 in the way that the situationists' hymn organizes resist-
ance to the spectacle of power.

“We must try to construct situations i.e. collective contexts, the aggregate of the impres-
sions of a given moment[...] It is easy to see the extent to which alienation in the old world
is related to the foundational principle of spectacle – non-intervention. Conversely, we see
that even the most valuable revolutionary efforts in the sphere of culture seek a way to
break the psychological identification of the viewer with the character in order to drive the
viewer to be active, to provoke his or her own abilities to change their own life. The situa-
tion is created so that it will be experienced by its own constructors. [...] Our situations do
not develop, they are transient[...] The theory of situationism decisively supports the con-
cept of the disrupted nature of life [...] [the idea] about isolated moments of human life
and the construction of any one moment through the unified use of the means of situation-
ism.” (Debord 1997: 38-41)

The right-wing pole is hinted in this manifesto in another way: the right-wing is the durable,
the identical, the transcendental that follows from “the belief in the immortality of the soul”
which is a basis for the division of labour (Debord 1997: 41), in the sense that the division
of the functions in a society is always arbitrary, and an irrational faith is necessary which
would make us accept that one is an artist, the other is a viewer, that one is a master, the
other – a slave. In short, the right-wing pole is God's city, the eternal, the unchanging, the
perfect one that we do not want to resist – the absolute spectacle that calls forth absolute
contemplation and kindness.

I will not elaborate in detail on the right- and left-wing municipal policies here. Still, it is
obvious that at the right-wing pole the central areas are “cleared” from beggars and the
homeless.This is what Brezhnev did for the Olympic games in 1980; this is what the mayor
of Bordeaux wanted: in 2004 he lost the law suit that was brought against him by NGO's
and was forced to withdraw the prohibition for people who obstruct the view to stay in the
main square; this is what the Sofia municipality did in collaboration with the Ministry of
Foreign Affairs when it drove beggars and Roma people out of the centre because of the
meeting of the Organization for Security and Co-operation in Europe in December 2004.
But the right-wing policy is not only Bonaparteist like that of Baron Haussmann,
Kaganovitch or Albert Speer. Right wing policy in general acts in a capitalist manner: for
instance, it raises the prices in prestigious residential areas and drives the poor in the
periphery5 as Chirac did when he was the mayor of Paris; it leads to a concentration of
space which is similar to the concentration of capital.

Converesely, left-wing urban policies support equal access to space through rent policies,
public transport, an even division of social services, or by making more public those
spaces that were previously accessible only for the selected few (the Leuvre has been
opened for the people, private gardens have become public parks, the building of flats for
workers began on a large scale after the Great war and while these blocks of flats are
faceless, they provide shelter...).
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ãfl‚‡ Ú‡ „‡‰ ÒÍ‡ ÔÓÎË ÚË Í‡, Ó·‡Ú ÌÓ, ÔÓ‰ ÔÓ Ï‡ „‡ ‡‚ÂÌ ‰ÓÒÚ˙Ô ‰Ó ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ·ËÎÓ
˜ÂÁ ÔÓÎË ÚË Í‡ Ì‡ Ì‡Â ÏË ÚÂ, Ú‡ÌÒ ÔÓ Ú‡, ‡‚ ÌÓ ÏÂ ÌÓ ‡Á ÔÂ ‰Â ÎÂ ÌËÂ Ì‡ ÒÓˆË‡Î ÌË ÚÂ
ÛÒÎÛ „Ë, ·ËÎÓ ˜ÂÁ Ó·Ó· ̆ Â ÒÚ‚fl ‚‡ ÌÂ Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ú‡, ‰ÓÒÚ˙Ô ÌË ÔÂ‰Ë Ò‡ÏÓ Á‡
ÓÚ·‡ ÌÓ Ï‡Î ̂ ËÌ ÒÚ‚Ó (ãÛ‚˙ ˙Ú ÒÂ ÓÚ‚‡ fl Á‡ Ì‡Ó ‰‡ ÔÓ‰ ÙÓ Ï‡ Ú‡ Ì‡ ÏÛÁÂÈ, ˜‡ÒÚ ÌË ÚÂ
„‡ ‰Ë ÌË ÒÚ‡ ‚‡Ú Ó·˘Â ÒÚ‚Â ÌË Ô‡ ÍÓ ‚Â, ÒÎÂ‰ ÉÓÎfl Ï‡ Ú‡ ‚ÓÈÌ‡ Á‡ÔÓ˜ ‚‡Ú ‰‡ ÒÂ ÒÚÓ flÚ ÒÂ
Ï‡ÒÓ ‚Ë ‡·ÓÚ ÌË ̃ Â ÒÍË ÊËÎË ̆ ‡, ÍÓËÚÓ ÌflÏ‡Ú Ó·ÎËÍ, ÌÓ Ô˙Í ‰‡‚‡Ú ÔÓ‰ ÒÎÓÌ...).

à Ú˙È, ‰ÂÒ ÌËfl Ë ÎÂ‚Ëfl „‡‰ ÚÛÍ ÓÔÂ ‰Â ÎËı ÏÂ (Ë‰ËÓ ÒËÌ Í‡Á ÌÓ) Í‡ÚÓ ÍÓÌ ÒÚÛÍ ̂ Ëfl Ë
·Ó·‡ Á‡ ‰ÂÍÓÌ ÒÚÛÍ ̂ Ëfl Ì‡ ‰ÂÍÓ ‡ Ì‡ ‚Î‡ÒÚ Ú‡, ÌÂÔÓ ‰‚ËÊ ÌÓÒÚ Ë ‰‚Ë ÊÂ ÌËÂ, Ú‡Ì ÒˆÂÌ -
‰ÂÌ ÚÂÌ Ó·‡Á Ë ÊË‚Ó ÒÎÛ˜ ‚‡ ÌÂ, ÔÓ ÒÚ‡Ì ÒÚ‚Â Ì‡ ÈÂ‡ ıËfl Ë ÔÓ ÒÚ‡Ì ÒÚ‚Â Ì‡ ‰ÂÏÓ -
Í‡ ̂ Ëfl. Ç˙‚ ÙËÎÏ‡ ◊êËÏ“ Ì‡ îÂÎË ÌË (1972 „.) ÚÂ Ò‡ ‚ËÁÛ‡Î ÌÓ ÔÓ ÚË ‚Ó ÔÓ ÒÚ‡ ‚Â ÌË ‚˙ÚÂ
‚ Â‰ËÌ ÍËÌÓ ‡Á Í‡Á – „‡ ‰˙Ú Ì‡ ÏÓÌÛ ÏÂÌ Ú‡Î ÌË ÚÂ ËÒÚÓ Ë ̃ Â ÒÍË „ÎÂ‰ ÍË, ÍÓËÚÓ ‚ÒÂ ÌflÍ‡Í
ÓÔÛ ÒÚfl ‚‡Ú, ÍÓ„‡ ÚÓ „Ë ÔÓ„ÎÂ ‰ÌÂÏ Ë „‡ ‰˙Ú Ì‡ ¯ÛÏ ÌÓ ÚÓ, ı‡Ó ÚË˜ ÌÓÚÓ, ÊË‚Ó ÚÓ ‚ÒÂ ÍË‰ ÌÂ -
‚ËÂ Ì‡ 40-ÚÂ Ë 60-ÚÂ „Ó‰Ë ÌË, ÔÂ Ô˙Î ÌÂÌ Ò ˙ÍÓ Ï‡ı ‡˘Ë ÚËÔÓ ‚Â, ÔË¯ Í‡ ̆ Ë ‰Âˆ‡, ÎÂÊ‡ ̆ Ë
Ì‡Ó ÍÓ ÎÓ ıËÔË Ú‡, Á‡ÒÚ‡ ̄ Ë ÚÂÎ ÌË ÔÓ ÒÚË ÚÛÚ ÍË.

åÂÊ‰Û, ÒÎÂ‰, ÒÂ˘Û ÚÂÁË ‰‚‡Ú‡ – ÔÓÒÚ ÏÓ ‰Â ÌËflÚ „‡‰.

Ç ÌÂ„Ó ‰ÂÍÓ ËÚÂ Ì‡ ‚Î‡ÒÚ Ú‡ ÌÂ Ò‡ Ò˙·Ó Â ÌË, Ì‡ÔÓ ÚË‚, ÏÌÓ Ê‡Ú ÒÂ Ò Ú‡Í‡ ‚‡ ÒÍÓ ÓÒÚ,
˜Â Ì‡ÏÂ ÒÚÓ ÌÂÔÓ ‰‚ËÊ ÌÓ Ò˙ÁÂ ̂ ‡ ÌËÂ, Á‡‰‡ ‚‡Ú ÌÓ‚‡ ÏÓ·ËÎ ÌÓÒÚ Ë ÒÏÂ ̄ Â ÌËÂ Ì‡ ÈÂ‡ -
ıË Ë ÚÂ. ÇÎ‡ÒÚ Ú‡ Ì‡ Ó·‡ Á‡ Â ÔÓ· Â‰Â Ì‡ ÌÂ ÓÚ ‚ÒÂ ÍË‰ ÌÂ ‚ËÂ ÚÓ, ÓÚ ÓÚ‰ÂÎ Ì‡ Ú‡ ˜Ó‚Â¯ Í‡
ÒËÚÛ‡ ̂ Ëfl, ‡ ÓÚ ÒÓ· ÒÚ‚Â Ì‡ Ú‡ ÒË ÏÛÎ ÚË ÔÎË Í‡ ̂ Ëfl.

à ÔÓÌÂ ÊÂ ÔÓ˜ Ì‡ı Ò ÍËÌÓ Ó· ‡ ÁË, ÚÛÍ ˘Â ‰‡Ï ÔË ÏÂ ‡ Ì‡ „‡‰‡ ÑÛÎÓÍ ÓÚ ÔÓÒÚ ÏÓ ‰Â -
Ì‡ Ú‡ ÔË Í‡Á Í‡ ◊òÂÍ“ Ì‡ ÄÌ‰˛ Ä‰˙ÏÒ ̇ Ì Ë ÇËÍË ÑÊÂÌÒ˙Ì (2001 „.) – ÔÓÒÚ ÏÓ ‰Â Ì‡, ÓÚ
Â‰Ì‡ ÒÚ‡ Ì‡, Á‡˘Ó ÚÓ Â ÍÓÎ‡Ê ÓÚ ‚Òfl Í‡Í ‚Ë ÔË Í‡Á ÌË ÏÓÚË ‚Ë, ÍÓËÚÓ Ì‡Í‡fl ÔÂflÚ
‰ËÒÍÓ ÍÓÏ ÔË Î‡ ̂ Ëfl ÓÚ ÔÓÔ-ÏÂÎÓ ‰ËË, ÓÚ ‰Û„‡, Á‡˘Ó ÚÓ ‚ÒË˜ ÍÓ Â ËÓ ÌË˜ ÌÓ ÔÂ Ó ·˙ Ì‡ ÚÓ,
„ÂÓ flÚ Â Ô˙ ‰fl˘, ıÚÓ ÌË ̃ ÂÌ ÒËÏ Ô‡ Úfl „‡, ÔËÌ ̂ Â Ò‡ Ú‡, Ì‡ÏÂ ÒÚÓ ‰‡ ÒÚ‡ÌÂ ıÛ·‡ ‚‡ ÒÎÂ‰
Ô˙ ‚‡ Ú‡ ˆÂÎÛ‚ Í‡, ÒÚ‡‚‡ ◊ÒÂ·Â ÒË“, Ú.Â. ‰Â·Â Î‡ ÎÂÎÍ‡. É‡ ‰˙Ú ÑÛÎÓÍ Â, ‡Á ·Ë ‡ ÒÂ,
ÒÂ‰ ÌÓ ‚Â ÍÓ‚ ÌÓ-ÔË Í‡ ÁÂÌ, ÌÓ Á‡Â‰ ÌÓ Ò ÚÓ‚‡ Ì‡ ‚ıÓ‰‡ Í˙Ï ÌÂ„Ó ËÏ‡ Í‡Ò‡ Ò ·ËÎÂ ÚË,
·Û‰Í‡ Á‡ ÚÛË ÒÚË ̃ Â ÒÍ‡ ËÌÙÓ Ï‡ ̂ Ëfl Ë ÒÌËÏ ÍË Á‡ ÒÔÓ ÏÂÌ. éÚ‚˙Ì ‡ıË ÚÂÍ ÚÛ ‡ Ú‡ Ë
ÔÓÎÂ ÚÓ ÒÎ˙Ì ̃ Ó „ÎÂ ‰Ë Ì‡‚fl ‚‡Ú ÚÓÚ‡ ÎË Ú‡ ÌË ‡ÒÓ ̂ Ë ‡ˆËË, Ëˆ‡ ÒÍËflÚ ÚÛ ÌË ÔÓ ÚË ̃ ‡
Í‡ÚÓ ‡ÏÂ Ë Í‡Ì ÒÍË ÍÂ˜, ‚˙Î ̄ Â· ÌÓ ÚÓ Ó„ÎÂ ‰‡Î ̂ Â Â Â‰ËÌ ‚Ë‰ ‚Ë‰ÂÓ.

éÒÌÓ‚ Ì‡ Ú‡ ÒÚ‡ ÚÂ „Ëfl Ì‡ ÔÓ‰Ó ·ÂÌ ÍÛÎÚÛ ÂÌ ÔÓ ‰ÛÍÚ Â, ˜Â ÒÂ Ó·˙ ̆ ‡ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ
Í˙Ï ‚ÒË˜ ÍË – ÚÓ‚‡ fl ‡Á ÎË ̃ ‡ ‚‡ ÓÚ ËÁ˜Ë ÒÚÂ ÌË ÚÂ ÔÓ ÓÚÌÓ ̄ Â ÌËÂ Ì‡ ‡‰Â Ò‡ Ú‡ ÒË ÔÓÒÎ‡ -
ÌËfl. ÄÍÓ ◊íËÛÏÙ Ì‡ ‚ÓÎfl Ú‡“ ËÎË ◊óÓ‚Â Í˙Ú Ò ÍËÌÓ Í‡ ÏÂ ‡ Ú‡“ ÒÂ Ó·˙ ̆ ‡Ú Ò‡ÏÓ Í˙Ï
Ë‰ÂÈ ÌË Ò˙ÏË ÎÂ ÌË ̂ Ë, ‡ ‚ ÒÎÛ ̃ ‡fl Ò ÑÁË„‡ ÇÂ ÚÓ‚ – Ò‡ÏÓ Í˙Ï ıÓ‡ Ò ‚ËÒÓ Í‡ ÂÒÚÂ ÚË ̃ Â -
ÒÍ‡ ÍÛÎÚÛ ‡, ◊òÂÍ“ ÒÂ „ÎÂ‰‡ ÓÚ ‰Âˆ‡, ÌÓ ÁÂ ÎË˘ ÌÓ ÚÓ „Ó Ô‡‚Ë ËÌÚÂ Â ÒÂÌ Ë Á‡
‚˙Á‡ÒÚ ÌË, ¯Â„Ë ÚÂ ÓÚ Ô˙‚Ë ÔÓfl ‰˙Í ÒÂ ˆÂÎflÚ ‚ ¯ËÓ Í‡ Ú‡ ‡Û‰Ë ÚÓ Ëfl, ÌÓ ÓÔÂ ‰Â ÎÂ ÌË
ÔÎ‡ ÒÚÓ ‚Â Ì‡ ËÁÔ˙Î ÌÂ ÌËfl Ò Ô‡Ó ‰Ëfl Ë ˆËÚ‡ ÚË Ò˛ÊÂÚ ÏÓ„‡Ú ‰‡ ·˙‰‡Ú ‡Á ·‡ ÌË Ò‡ÏÓ ÓÚ
‰ÓÒÚ‡ ÍÛÎÚÛ ÌË ÁË ÚÂ ÎË. á‡ Â‰ÌÓ ‰ÂÚÂ ÑÛÎÓÍ Â ÔÓ ÒÚÓ ÔË Í‡Á ÌÓ ÏflÒÚÓ – ÚÓ ÌÂ ‡Á ·Ë -
‡ Ô‡Ó ‰ËÈ ÌËfl ÒÏË Ò˙Î Ì‡ ·Û‰ Í‡ Ú‡ Á‡ ËÌÙÓ Ï‡ ̂ Ëfl; Ó‰Ë ÚÂ ÎflÚ Ó·‡˜Â, ÍÓÈÚÓ „ÎÂ‰‡
ÙËÎÏ‡ Ò ‰ÂÚÂ ÚÓ, ÒÂ Á‡·‡‚ Îfl ‚‡ Ú˙ÍÏÓ ÓÚ ÌÂÓ ̃ ‡ Í‚‡ ÌË ÚÂ ‡Ì‡ ıÓ ÌËÁ ÏË, ÓÚ ‡ÌÚË ÔË Í‡Á ÌÓ -
ÚÓ, Á‡ÍÓ ‰Ë ‡ ÌÓ ‚ ÔË Í‡Á Í‡ Ú‡. ë ‰Û„Ë ‰ÛÏË ÔÓÒÚ ÏÓ ‰Â ÌÓ ÚÓ ÒÏÂ ̄ Â ÌËÂ ËÏ‡ Ë ˜ËÒÚÓ
Ú˙ „Ó‚ ÒÍË ÒÏË Ò˙Î: ‡Á ̄ Ë fl ‚‡ ÒÂ „Û Ô‡ Ú‡ Ì‡ ÔÓÚÂÌ ̂ Ë‡Î ÌË ÚÂ ÔÓÚÂ ·Ë ÚÂ ÎË. Ö‰ËÌ ÔÓ-
‚˙Á‚Ë ̄ ÂÌ Ì‡˜ËÌ ‰‡ „Ó Í‡ÊÂÏ Â, ˜Â ÔÓÒÚ ÏÓ ‰Â ÌËflÚ ·‡ÓÍ ‡Á Í˙Ò ‚‡ ‡ÒÍÂ ÚË˜ ÌË ÚÂ Ó„‡ -
ÌË ̃ Â ÌËfl, Ì‡ÎÓ ÊÂ ÌË ÓÚ ÏÓ‰Â ÌËÁ Ï‡ Ë ÓÌÂ ‚Ë Ìfl ‚‡ Û‰Ó ‚ÓÎ ÒÚ‚ËÂ ÚÓ (Jencks 1986).

à Ú˙È Ì‡Â‰ Ò ÓÒÏ‡ ÌË Á‡ ̂ Ëfl Ú‡ (ÒËÒÚÂ Ï‡ ÚË Á‡ ̂ Ëfl Ú‡ Ì‡ ó‡Û ̄ Â ÒÍÛ) ÓÚ Â‰Ì‡ ÒÚ‡ Ì‡,
ÒËÚÛ‡ ̂ Ë ÌÓ ÌËÁ Ï‡, „‡ ÙË ÚË ÚÂ, ‡ÚË ÒÚË˜ ÌË ÚÂ ËÎË ‡ÍÚË ‚ËÒÚ ÍË ÒÍÛ ‡ ÚÓ ‚Â ÚÂ6, ıËÔË-„‡ ‰˙Ú
◊ïË ÒÚËfl ÌËfl“ Í‡È äÓÔÂÌ ı‡ „ÂÌ ÓÚ ‰Û„‡, ÚÛÍ Ì‡ ÒˆÂ Ì‡ Ú‡ ËÁÎË Á‡ ËÏ‡‰ ÊË ÌËÈ ËÌ „˙Ú Ì‡
ìÓÎÚ ÑËÒÌË – ‰ÛÏ‡, ÍÓflÚÓ Ò˙˜Â Ú‡ ‚‡ ‚˙Ó· ‡ ÊÂ ÌËÂ Ë ËÌÊÂ ÌÂ ÒÚ‚Ó. Ç ÏÂÊ‡Ú‡, Ì‡ÔË -
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So far we (idiosyncratically) defined the right- and the left-wing city as a construct and a
struggle for the deconstruction of the décor of power, as immobility and motion, as a
transcendent image and a living happening, as a spatial hierarchy and a spatial democ-
racy. In Felini's Rome (1972) they are visually contrasted within a film story – the city of
monumental historical sights which are somehow always deserted when we look at them,
and the city of the noisy, living, chaotic daily life of the 1940s and 1960s crammed with
gesturing men, peeing children, hippies lying around, menacing prostitutes.

Between, after, against these two is the postmodern city. 

In it the décor of power is not pulled down, on the contrary – it expands with such speed
that instead of immobile contemplation, it sets new mobility and amalgamation of hierar-
chies. The power of the image is defeated not by daily life, by a separate human situation,
but by its own multiplication.

And because I started with cinema images, I will use as an example here the city of Duloc
from Andrew Adamson and Vicky Jenson's postmodern fairy tale Shrek (2001) – in one
sense it is postmodern because it is a collage of all kinds of fairy tale motifs which at the
end sing a disco compilation of pop melodies; it is also postmodern in another sense –
everything is ironicaly inverted, the hero is a farting, chthonic and likeable character, the
princess is not turned into a beauty after the first kiss – instead, she becomes  her real
self i.e. a fat middle-aged woman. The city of Duloc itself is, of course, medieval but at the
same time there is a ticket office at the entrance as well as a tourist information point and
a photo site. The architecture and the field of sunflowers outside evoke totalitarian associ-
ations, the tournament for knights resembles American wrestling, the magical mirror is in a
sense a video player.

The basic strategy of any such cultural product is that it simultaneously addresses
everybody – this makes it different from the messages whose are clearly defined with
regard to their addressees. If Triumph of the Will or Man with a Movie Camera address
only the supporters of a common cause or ideology – and in the case of Dziga Vertov
the addressees are only people who are very cultured aesthetically – Shrek's audience is
made up of children, but the spectacle makes it interesting for adults too; the obvious
jokes are aimed at the general public but certain layers of the plot that are full of parody
and quotations could only be understood by a very cultured viewer. For a child Duloc is
simply a magical place, he or she would not understand the parodic significance of the
ticket office, but the parent is amused by the unexpected anachronisms, by the anti-fairy
coded in the fairy tale. In other words the postmodern amalgamation has also a purely
commercial sense: the group of potential customers is enlarged. A more elevated way
to put it is that postmodern baroque breaks the ascetic restrictions imposed by mod-
ernism and exonerates pleasure. (Jencks 1986).

And so there is Haussmannization (Ceausescu's systematization), situationism, graffiti, artis-
tic or activist squats6, there is the hippie town of Christiania near Copenhagen, but there is
also Walt Disney's imagineering, a word that combines imagination and engineering. Under
this name in the net you can find tips on how to stage ghosts in your home for Halloween.
Today around 1000 imagineers work in the four Disneylands on the construction of various
illusions and experiences. The construction of the Disneyland in Anaheim, California, began
in 1954. Because of money shortage, Disney turns to the television – a series of shows
allows him to gather the necessary funds. Curiously, toward the end of his life (1967)7 Walt
Disney plans the construction of a futurist city (Experimental Protoype Community of
Tomorrow). It is concentric, like most utopian cities, its climate is controlled underneath a
glass cover, and it has conveyor belts that transport pedestrians and substitute for public
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ÏÂ, ÔÓ‰ Ú‡ÁË ÒÚ‡ ÚËfl Ì‡ÏË ‡ ÚÂ Ò˙‚Â ÚË Í‡Í ‰‡ ËÌÒˆÂ ÌË ‡ ÚÂ ÔËÁ ‡ ̂ Ë ‚ ‰ÓÏ‡ ÒË Á‡
ï‡ÎÓÛ Ë Ì. éÍÓÎÓ 1000 ËÏ‡‰ ÊË ÌÂ Ë  ‰ÌÂÒ ‡·Ó ÚflÚ ‚ ˜ÂÚË Ë ÚÂ ÑËÒÌË-„‡‰‡ ÔÓ ÍÓÌ ÒÚÛË -
‡ ÌÂ ÚÓ Ì‡ ‡Á ÌÓ Ó· ‡Á ÌË ËÎ˛ ÁËË Ë ÔÂ ÊË ‚fl ‚‡ ÌËfl. ÑËÒ ÌË ÎÂÌ‰ ‚ ÄÌ‡ ı‡ÈÏ, ä‡ÎË ÙÓ -
ÌËfl, Á‡ÔÓ˜ ‚‡ ‰‡ ÒÂ ÒÚÓË ÔÂÁ 1954 „Ó‰ËÌ‡. èÓÌÂ ÊÂ Ô‡ËÚÂ ÌÂ ÒÚË „‡Ú, ÑËÒÌË ÒÂ Ó·˙ -
˘‡ Í˙Ï ÚÂÎÂ ‚Ë ÁËfl Ú‡ – Â‰Ì‡ ÒÂËfl ÓÚ ÔÂ ‰‡ ‚‡ ÌËfl ÏÛ ÔÓÁ‚Ó Îfl ‚‡ ‰‡ Ì‡·Â Â ÌÂÓ·ıÓ ‰Ë -
ÏË ÚÂ ÒÂ‰ ÒÚ‚‡. ã˛·Ó ÔË ÚÌÓ Â, ˜Â Í˙Ï Í‡fl Ì‡ ÊË‚Ó Ú‡ ÒË (1967 „.)7 ÚÓÈ ÔÎ‡ ÌË ‡ ËÁ„‡Ê -
‰‡ ÌÂ ÚÓ Ì‡ ÙÛÚÛ Ë ÒÚË ̃ ÂÌ „‡‰ (Experimental Pro to y pe Com mu ni ty of Tomor row). íÓÈ Â
ÍÓÌ ̂ ÂÌ ÚË ̃ ÂÌ, ÔÓ‰Ó· ÌÓ Ì‡ ÔÓ‚Â ̃ Â ÚÓ ÛÚÓ ÔË˜ ÌË „‡ ‰Ó ‚Â, Ò ÍÓÌ ÚÓ ÎË ‡Ì ÍÎË Ï‡Ú ÔÓ‰
ÒÚ˙ ÍÎÂÌ ÔÓı ÎÛ Ô‡Í, ÍÓÌ ‚ÂÈ e ÌË ÎÂÌÚË, ÍÓËÚÓ ÔÂ ‚ÓÁ ‚‡Ú ÔÂ¯Â ıÓ‰ ̂ Ë ÚÂ Ë Á‡ÏÂ ÌflÚ Ú‡ÌÒ -
ÔÓ Ú‡ (Í‡ÚÓ Ì‡ ë‚Â ÚÓ‚ ÌÓ ÚÓ ËÁÎÓ ÊÂ ÌËÂ ‚ è‡ËÊ, 1900 „.) Ë ‰ÓË ÔÓÍ‡ ÁÂÌ ËÌ‰Û ÒÚË‡ -
ÎÂÌ ÍÓÏ ÔÎÂÍÒ, Ò Â‰Ì‡ ‰ÛÏ‡ – ‚ËÚË Ì‡ Ì‡ Ò‚Ó ·Ó‰ Ì‡ Ú‡ ‡ÏÂ Ë Í‡Ì ÒÍ‡ ÔÂ‰ ÔËÂÏ ̃ Ë ‚ÓÒÚ.

éÚ ÒÂËÓÁ ÌËfl ÏÓ‰Â ÂÌ ÛÚÓ ÔËÁ˙Ï ÓÒÚ‡ ‚‡ Ò‡ÏÓ ◊î˛˜˙ ÎÂÌ‰“, Â‰ËÌ ÓÚ Í‚‡ Ú‡ ÎË ÚÂ Ì‡
ÑËÒÌË-„‡ ‰Ó ‚Â ÚÂ. èÓ·ÂÊ ‰‡ ‚‡ Ô‡Ó ‰ËÈ ÌÓ-ÏÂ Í‡Ì ÚËÎ ÌËflÚ ÔÓÒÚ ÏÓ ‰Â ÂÌ „‡‰, ÍÓÈÚÓ
ÔÓÒÚÂ ÔÂÌ ÌÓ ˘Â ÒÂ ÔÂ ‚˙ ÌÂ ‚ Â‰Ì‡ ÓÚ ÂÏ·ÎÂ ÏË ÚÂ Ì‡ ÂÔÓ ı‡ Ú‡. É‡‰˙Ú Ì‡ ÑËÒÌË Â Â‰ËÌ
Ó„Ó ÏÂÌ ‰ÂÍÓ Ì‡ ‡Á ÎË˜ ÌË Ù‡Ì Ú‡Á ÏË: ÔË Í‡Á ÍË, ÙËÎÏË, Ì‡Û˜ ÌË ÏËÚÓ ‚Â, ‚ÂÎË ÍË
ÓÏ‡ ÌË. Ç ÔÓ‚Â ̃ Â ÚÓ ‡Ú‡Í ̂ ËÓ ÌË ÌË˘Ó ÌÂ ÒÂ ÒÎÛ˜ ‚‡, ‚ËÂ ‚ÎË Á‡ ÚÂ ‚ ‰ÂÍÓ ‡ Ë ÒÂ 
Ò‡Ï ÓÔÂ ÊË ‚fl ‚‡ ÚÂ Í‡ÚÓ „ÂÓÈ ÓÚ Ò˙ÓÚ ‚ÂÚ ÌËfl Ò˛ÊÂÚ, ÔÓ˜ÚË Á‡‰˙Î ÊË ÚÂÎ ÌÓ ÒÂ ÒÌË Ï‡ ÚÂ
(Ì‡ ÁÂÏfl Ú‡ ËÏ‡ ÛÍ‡ Á‡ ÌËfl ÓÚÍ˙ ‰Â ÚÓ˜ÌÓ ˘Â ı‚‡ ÌÂ ÚÂ Ì‡È-‰Ó· Ëfl Í‡‰˙).

èÓ‰Ó· ÌË Á‡·‡ ‚Ë ËÏ‡ ÓÚ‰‡‚ Ì‡: ÔÓÏ ÌËÏ „Ë ‰ÓË ÓÚ Ì‡¯Â ÚÓ ‰ÂÚ ÒÚ‚Ó, ÍÓ„‡ ÚÓ Ì‡ ÔÎ‡Ê‡
ÒÂ ÒÌË Ï‡ı ÏÂ ‚˙ıÛ Í‡ÏË Î‡ ËÎË ÔÓÍ‡Á ‚‡ı ÏÂ „Î‡‚‡ Ë ˙ˆÂ ÓÚ ÌflÍ‡Í ̇ ‚ Ì‡Ë ÒÛ ‚‡Ì
Ô‡‡ ‚‡Ì. ì‚Â ÒÂ ÎË ÚÂÎ ÌË Ô‡ ÍÓ ‚Â, Í‡ÚÓ ÚÓÁË ‚ äÓÌË ÄÈÎ˙Ì‰, Ì‡ÔËÏÂ, ËÏ‡ ÓÚ‰‡‚ Ì‡;
Ò‚Â ÚÓ‚ ÌË ÚÂ ËÁÎÓ ÊÂ ÌËfl Ô˙Í ‡Á ‚Ë ‚‡Ú ‚ÍÛÒ‡ Í˙Ï ÍÛÎÚÛ ÌËfl ÏËÁ‡Ì ÒˆÂÌ, ‰‡ Í‡ÊÂÏ
ÍÓÌ „Ó ‡Ì ÒÍË ÍÓÎË ·Ë Á‡Â‰ ÌÓ Ò Ó·Ë Ú‡ ÚÂ ÎË ÚÂ ËÏ ‚ Å˛Í ÒÂÎ. ÑÂ‚ÂÚ Ì‡È ÒÂ ÚË ‚ÂÍ, Ú‡Í˙‚
Í‡Í ̇ ‚ ÚÓ „Ó ÓÔËÒ ‚‡ ÅÂÌfl ÏËÌ, ‡Ê‰‡ ÔÓÍË ÚË ÚÂ Ú˙ „Ó‚ ÒÍÓ-‡Á ‚ÎÂ Í‡ ÚÂÎ ÌË ÔÓ ÒÚ‡Ì -
ÒÚ‚‡ Ì‡ Ô‡Ò ‡ÊË ÚÂ, Ì‡ÒË ÚÂ ÌË Ò Ô‡ÌÓ ‡ ÏË, ‰ËÓ ‡ ÏË, ÍÓÒ ÏÓ ‡ ÏË, Ì‡‚‡ ÎÓ ‡ ÏË, ÔÎÂÓ -
‡ ÏË (ÓÚ ◊Ô˙ÚÛ ‚‡Ï ÔÓ ÏÓÂ“), Ù‡Ì ÚÓ ÒÍÓ ÔË, „ÂÓ ‡ ÏË, ˆËÍÎÓ ‡ ÏË Ë Ú.Ì. ëÔÓ Â‰ Ç‡ÌÂ -
Ò‡ ò‚‡ˆ ËÏÂÌ ÌÓ ÔÂÁ ‚ÚÓ ‡ Ú‡ ÔÓÎÓ ‚Ë Ì‡ Ì‡ ïï ‚ÂÍ Ë ‚ è‡ËÊ – ‡ ÔÂÁ 80-ÚÂ „Ó‰Ë -
ÌË Ì‡ ïï Ë ‚ ä‡ÎË ÙÓ ÌËfl – ÒÂ ‡Ê‰‡ ◊Ó·˘Â ÒÚ‚Ó ÚÓ Ì‡ ÁÂ ÎË ̆ Â ÚÓ“, Í˙‰Â ÚÓ ‰ÓË ÏÓ -
„‡ Ú‡ Â ÔÂ ‚˙ Ì‡ Ú‡ ‚ ÒÔÂÍ Ú‡Í ̇ Î Ë ‰˙Î„Ë ÓÔ‡¯ ÍË ÓÚ ÔÓÒÂ ÚË ÚÂ ÎË ÒÂ Â‰flÚ ‰‡ ‡Á ÔÓÁ Ì‡ -
‚‡Ú ÚÛ ÔÓ ‚Â ÚÂ, Ì‡ÏÂ Â ÌË ‚ ëÂÌ‡, ËÁÎÓ ÊÂ ÌË ÚÂ‡Ú‡Î ÌÓ Á‡‰ ÔÓ‚ ‰Ë „‡ ̆ Ë ÒÂ Á‡‚Â ÒË
(Schwartz 1998).

ê‡Á ÎË Í‡ Ú‡ Á‡ ÏÂÌ Â ‚ Ï‡˘‡ ·‡ Ë „ÎÓ ·‡ ÎË ÁË ‡ ÌÂ ÚÓ Ì‡ ÔÓ ̂ Â Ò‡. è‡ËÊ ÔÂÁ ïï ‚ÂÍ Â
ÒˆÂÌ‡ Ì‡ ÏÓ‰Â ÌÓÒÚ Ú‡, ÍÓflÚÓ ‰Û„Ë ÏÂÒÚ‡ ÔÓ Ò‚ÂÚ‡ Ò‡ ÏÂ ÊÎË ‚Ó Á‡ÔÓ˜ ‚‡Ú ‰‡ ËÏË ÚË -
‡Ú, ‡ ÚÓ‚‡ ÔÂ ‰ËÁ ‚ËÍ ‚‡ flÓÒÚÌË ÍÛÎÚÛ ÌË Ò˙ÔÓ ÚË ‚Ë ‰ÓË ‚ Ò‡Ï‡ Ú‡ Ö‚Ó Ô‡ (ÒÂ˘Û
‡Á ‚‡ Ú‡, ◊ÙÂÌ ÒÍ‡ Ú‡ ·ÓÎÂÒÚ“, Í‡Ì-Í‡Ì‡, ıÛ‰ÓÊ ÌË ̂ Ë-·ÛÌ Ú‡ Ë...). çÂ Ì‡ ÔÓÒÎÂ‰ ÌÓ
ÏflÒÚÓ è‡ËÊ ÒÚ‡‚‡ Ò‚Â ÚÓ‚ Ì‡ ÒˆÂÌ‡ Ì‡ ÊÂÎ‡ ÌËÂ ÚÓ ÔÓ‰ ‚ÎËfl ÌËÂ Ì‡ ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡,
ÒËÎÌ‡ ‰˙ Ê‡ ‚‡ Ë ÛÌË ‚Â Ò‡ ÎËÒÚ Í‡ Ë‰ÂÓ ÎÓ „Ëfl; ÑËÒÌË-Ò‚ÂÚ˙Ú Â „ÎÓ ·‡ ÎÂÌ, ÔË ‚‡ ÚË ÁË -
‡Ì, Ô‡ ÚË ÍÛ Î‡ Ë ÒÚË ̃ ÂÌ. ç‡ÏÂ ÒÚÓ ‰‡ ‚ÔËÒ ‚‡ „ÂÓfl ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ, Í‡ÍÚÓ Ô‡‚Ë
‰ÂÒ ÌËflÚ „‡‰, ÚÓÈ ÔÓÁ‚Ó Îfl ‚‡ Ì‡ Ó·ËÍ ÌÓ ‚Â ÌËfl ˜Ó‚ÂÍ ‰‡ ÔÂ ÏË Ì‡ ‚‡ ÓÚ ‰ÂÍÓ ‚ ‰ÂÍÓ,
ÔÂ ÊË ‚fl ‚‡È ÍË ÒÂ Ì‡ ÏflÒÚÓ ÚÓ Ì‡ ÌÓ‚Ë Ë ÌÓ‚Ë „ÂÓË. í.Â. ÁÂ ÎË ̆ Â, ÍÓÂÚÓ Ì‡ÏÂ ÒÚÓ ‰‡
ÚÂ ‚ˆÂ ÔÂ Ìfl ‚‡ Ë Ô‡‚Ë ÌÂÔÓ ‰‚Ë ÊÂÌ, ÚÂ Í‡‡ ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ‰‡ ÒÂ ‰‚Ë ÊË¯. ÇÔÓ ̃ ÂÏ,
ÑËÒÌË-„‡ ‰Ó ‚Â ÚÂ ÒÂ ÒÚÓ flÚ Ò ıÓ ÌÓ ÏÂ ÚË, Ì‡„ÎÂ‰ Ò‚Ó ·Ó‰ ÌÓ ÚÓ ◊ÙÎ‡ ÌË ‡ ÌÂ“ Â ËÁ˜Ë ÒÎÂ -
ÌÓ ‰Ó ÏËÌÛ Ú‡ – ÍÓÎÍÓ ‚ÂÏÂ ÒÚÓË¯ Ì‡ ÓÔ‡¯ Í‡ Ú‡, ÍÓÎÍÓ ÒÂ ‚˙ ÚË¯ Ì‡ ‚˙ ÚÂ ÎÂÊ Í‡,
ÍÓÎÍÓ ÚË Úfl· ‚‡ ‰‡ ÏËÌÂ¯ ÓÚ Â‰Ì‡ ‡Ú‡Í ̂ Ëfl Í˙Ï ÒÎÂ‰ ‚‡ ̆ ‡ Ú‡.

èÓ‰Ó· Ì‡ ÚÂÌ ‰ÂÌ ̂ Ëfl Í˙Ï ÔÓÒÚ ÏÓ ‰Â ÌË ÁË ‡ ÌÂ ‚Ó‰Ë ÒÎÂ‰ ÒÂ·Â ÒË „ÎÓ ·‡ ÎË Á‡ ̂ Ëfl Ú‡ Ì‡
ÚÛËÁ Ï‡. èÂÁ 1950-ÚÂ „Ó‰Ë ÌË ◊äÎÛ· åÂ‰“ ÔÓ˜‚‡ ‰‡ ÒÚÓË Ò‚ÓË ÚÂ ‚‡Í‡Ì ̂ ËÓÌ ÌË ÒÂÎË -
˘‡, Ô˙‚Ó ÔÓ ÒÂ ‰Ë ÁÂÏ ÌÓ ÏÓ Ë Â ÚÓ, ÔÓÒÎÂ ËÁ ˆÂÎËfl Ò‚flÚ – ÔËÌ ̂ Ë Ô˙Ú Â ‰‡ ÒÂ Ò˙Á‰‡ ‰Â
Á‡˘Ë ÚÂÌ, Û‰Ó ·ÂÌ, ÔËfl ÚÂÌ Ò‚flÚ Á‡ ÔÓ˜Ë ‚Í‡, ÍÓÈÚÓ ËÏË ÚË ‡ ÏflÒÚÓ ÚÓ, Í˙‰Â ÚÓ ÒÂ Ì‡ÏË ‡
– Ú.Â. ÚÓÈ Â ıËÔÂ-Â‡ ÎÂÌ ÔÓ ÒÏË Ò˙ Î‡ Ì‡ ÅÓ‰Ëfl, Á‡˘Ó ÚÓ ÔÂ‰ ÒÚ‡ ‚fl Â‰Ì‡ ÏÂÒÚ Ì‡
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transport (like those of the World exhibition in Paris in 1900); it even has a show-case indus-
trial complex – in a word, it is a shopping window of the free American enterprise.

What remains of serious modern utopia is only Futureland, one of the areas of the Disney
cities. The victor is the parodic-mercantile postmodern city which will gradually turn into
one of the emblems of its time. The Disney city is a huge décor of different phantasms:
fairy tales, films, scientific myths, great novels.  In most sites nothing happens, you simply
walk in the décor and experience yourself as the character from the respective plot, you
get the almost inevitable picture of yourself (there are instructions on the ground about the
best spot for taking the picture).

We remember such entertainments as dating from the past: we even remember them from
our childhood when we had our picture taken on the back of a camel or we showed head
and hands from a painted screen. Theme parks such as the one in Coney Island have
existed for a long time; world exhibitions develop the taste for cultural mise en scene,
Congo huts, for instance, together with their inhabitants in Brussels. The 19 c. as
described by Benjamin generates the indoor commercial-entertainment spaces full of
panoramas, dioramas, cosmoramas, navaloramas, pleoramas (from “sailing”), phanto-
scopes, georamas, cycloramas, etc. According to Vanessa Schwartz it is in Paris in the
second half of the 20 c. – and in the 1980s in California – that the society of spectacle was
born where the morgue is turned into a spectacle and visitors queue in order to recognize
the bodies found in the river Seine and theatrically exposed behind theatre curtains
(Schwartz 1998).

It seems to me that the difference lies in the scale and the globalization of the process. In
the 20 c. Paris was the scene of modernity which other places around the world shyly began
to imitate and this caused furious cultural resistances even in Europe itself (against lewd-
ness, “the French disease”, the cancan dance, the rebel artists...). Last but not least, Paris
created the world stage of desire under the influence of a centralized, strong state and a
universalist ideology; the Disney world is global, privatized, particularist. Instead of inserting
man in a space as the right-wing city does, it allows the ordinary person to pass from décor
to décor experiencing him- or herself in the position of new characters. In other words, this
is a spectacle that instead of transfixing you makes you move constantly. Incidentally,
Disney-cities are built with chronometers: what is an apparently free “flaneur-ing” has been
calculated to the minute – how much time you queue, how much time you are at the merry-
go-round, how much time you need to move from one entertainment site to the next.

Globalisation in tourism brings with it a similar tendency toward postmodernising. In the
1950s Club Med starts building its vacation towns, first in the Mediterranean and then
worldwide, and the leading principle is to create a safe, comfortable and enjoyable world
for holiday-making that imitates the place where it is situated, i.e. it is hyperreal in the
Baudrillardian sense because it presents a local culture that is more real than the real one
which is “polluted” by the contact with the modern world. Gradually, this principle is
adopted by the cities that can afford it not only in Yugoslavia, Indonesia or Mexico, but
also in the very sources of global tourists (Paris, London, Vienna, San Francisco, New
York are among the top tourist destinations).

The strategy implies a particular self-Disneyfication whereby increasing numbers of and
more different spaces turn into décor for projection of the visitors. The tourist ethos here is
not the narrow notion of spending one's free time and buying souvenirs. The tourist is a
creature that cannot live in one place, he or she needs to change worlds regularly in order
to feel good. The pre-modern need for transitions between the profane and the sacred
worlds has become horizontal – there are transitions from one geography to another8.In
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ÍÛÎÚÛ ‡ ÔÓ-ËÒÚËÌ ÒÍ‡ ÓÚ ËÒÚËÌ ÒÍ‡ Ú‡, ÍÓflÚÓ Ú‡Í‡ ËÎË ËÌ‡˜Â Â ◊Á‡Ï˙ ÒÂ Ì‡“ ÓÚ ÍÓÌ Ú‡Í Ú‡
Ò ÏÓ‰Â ÌËfl Ò‚flÚ. èÓÒÚÂ ÔÂÌ ÌÓ ÚÓÁË ÔËÌ ̂ ËÔ ÒÂ ‚˙Á ÔËÂ Ï‡ ÓÚ Ì‡ÒÂ ÎÂ ÌË ÚÂ ÏÂÒÚ‡,
ÍÓËÚÓ ÏÓ„‡Ú ‰‡ ÒË „Ó ÔÓÁ‚Ó ÎflÚ – ÌÂ Ò‡ÏÓ ‚ û„Ó ÒÎ‡ ‚Ëfl, àÌ‰Ó ÌÂ ÁËfl ËÎË åÂÍÒËÍÓ, ÌÓ Ë
‚ Ò‡ÏË ÚÂ ËÁÚÓ˜ ÌË ̂ Ë Ì‡ „ÎÓ ·‡Î ÌË ÚÛË ÒÚË (è‡ËÊ, ãÓÌ ‰ÓÌ, ÇËÂÌ‡, ë‡Ì î‡Ì ̂ Ë ÒÍÓ,
ç˛ âÓÍ Ò‡ ÒÂ‰ Ô˙ ‚Ë ÚÂ ÚÛË ÒÚË ̃ Â ÒÍË ‰ÂÒÚË Ì‡ ̂ ËË).

ëÚ‡ ÚÂ „Ëfl Ú‡ ÔÂ‰ ÔÓ Î‡ „‡ Â‰Ì‡ ÓÔÂ ‰Â ÎÂ Ì‡ Ò‡ÏÓ-‰ËÒ ÌË ÙË Í‡ ̂ Ëfl, ÔË ÍÓflÚÓ ‚ÒÂ ÔÓ‚Â ̃ Â Ë
ÔÓ-‡Á ÎË˜ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡ ÒÂ ÔÂ‚ ˙ ̆ ‡Ú ‚ ‰ÂÍÓ Á‡ ÔÓ ÂÍ ̂ Ëfl Ì‡ ÔÓÒÂ ÚË ÚÂ ÎË ÚÂ. íÛË -
ÒÚË ̃ Â ÒÍËflÚ ÂÚÓÒ ÚÛÍ ÌÂ ÒÎÂ‰ ‚‡ ‰‡ ‡Á ·Ë ‡ ÏÂ ÚflÒÌÓ, Í‡ÚÓ ÔÂ Í‡ ‚‡ ÌÂ Ì‡ Ò‚Ó ·Ó‰ ÌÓ
‚ÂÏÂ Ë Ô‡Á‡ Û ‚‡ ÌÂ Ì‡ ÒÛ‚Â ÌË Ë. íÛË ÒÚ˙Ú Â Ò˙˘Â ÒÚ‚Ó, ÍÓÂÚÓ ÌÂ ÏÓÊÂ ‰‡ ÊË‚ÂÂ Ì‡
Â‰ÌÓ ÏflÒÚÓ, ÚÓÈ ËÏ‡ ÌÛÊ‰‡ ‰‡ ÒÏÂÌfl ÔÂËÓ ‰Ë ̃ Â ÒÍË Ò‚Â ÚÓ ‚Â ÚÂ, Á‡ ‰‡ ÒÂ ˜Û‚ ÒÚ‚‡ ‰Ó·Â.
èÂ‰ ÏÓ ‰Â Ì‡ Ú‡ ÌÛÊ‰‡ ÓÚ ÔÂ ÒÍ‡ ̃ ‡ ÌÂ ÏÂÊ‰Û Ò‚ÂÚ‡ Ì‡ ÔÓ Ù‡Ì ÌÓ ÚÓ Ë Ò‚ÂÚ‡ Ì‡ Ò‡Í ‡Î -
ÌÓ ÚÓ Â ıÓË ÁÓÌ ÚË ‡ Ì‡ – ÔÂ ÒÍ‡ ̃ ‡Ú ÓÚ Â‰Ì‡ „ÂÓ „‡ ÙËfl ‚ ‰Û„‡8. Ç ÚÓÁË ÒÏË Ò˙Î ÒÚ‡‚‡
‰ÛÏ‡ Á‡ Â‰Ì‡ ÓÔÂ ‰Â ÎÂ Ì‡ ÂÎË „Ëfl Ì‡ ‡Á‚Ë ÚËfl Ò‚flÚ (Ì‡˜‡ ÎÓ ÚÓ π Â ‚˙‚ ‚‡Í‡Ì ̂ Ë Ë ÚÂ,
ÍÓËÚÓ Ô˙‚Ó ‚˙ÁÌË Í‚‡Ú, ÔÓÒÎÂ ÔÓ˜ ‚‡Ú ‰‡ ÒÂ ÔÂ Í‡ ‚‡Ú ‚ÒÂ ÔÓ-‰‡ÎÂ˜). íÛË ÒÚË Ò‡ ËÌ‚Â -
ÒÚË ÚÓ Ë ÚÂ, „ÎÓ ·‡Î ÌË ÚÂ ÂÍÒ ÔÂ ÚË, Û˜Â ÌË ÚÂ, Ó„‡ ÌË Á‡ ÚÓ Ë ÚÂ Ì‡ ‡Á ÌÓ Ó· ‡Á ÌË ÙÓÛ ÏË.

ë ÚÓ‚‡, Ï‡Í‡ Ë ÌÂÔfl ÍÓ, Â Ò‚˙ Á‡ Ì‡ ÚÂÌ ‰ÂÌ ̂ Ëfl Ú‡ Í˙Ï Ò‡ÏÓ-ÏÛÁÂ Ë ÙË ̂ Ë ‡ ÌÂ, Í˙Ï
ÏÌÓ ÊÂ ÌÂ Ì‡ Ì‡ÒÎÂ‰ ÒÚ‚‡ Ú‡, ‚ËÒÓ ÍË Ë ÌËÒÍË, ÒÎ‡‚ ÌË Ë Ò‡Ï ÌË. Ç ÅÂ ÎËÌ ÏÓÊÂ ÚÂ ‰‡
Ì‡Ô‡ ‚Ë ÚÂ ◊ÚÛ Ì‡ ÔÓÁÓ ‡ Ì‡ ÚÂ ÚËfl ‡Èı“, ‚ è‡„‡, Ì‡ÔË ÏÂ, „ÓÚ‚flÚ ÏÛÁÂÈ Ì‡
ÏËËÁ ÏË ÚÂ Ì‡ ÍÓÏÛ ÌËÁ Ï‡, ‚ åÓÌÚÂÂÈ, ä‡ÎË ÙÓ ÌËfl, Â ‚˙Á ÒÚ‡ ÌÓ ‚Â Ì‡ (Ë ÔÂ ‚˙ Ì‡ Ú‡ ‚
Ó„Ó ÏÂÌ ¯ÓÔËÌ„ ÏÓÎ Á‡ ÒÛ‚Â ÌË Ë) ÛÎËˆ‡ ◊äÓÌ ÒÂ ‚Ì‡“, ÓÔË Ò‡ Ì‡ ÓÚ ëÚ‡ÈÌ ·ÂÍ. ÇËÒÓ Í‡ -
Ú‡ ÏÓ‰Â ÌÓÒÚ ÒËÎÌÓ Ì‡· Îfl „‡ Ì‡ Ì‡ÒÎÂ‰ ÒÚ‚Ó ÚÓ, ÍÓÂÚÓ ÔÂÁ ïï ‚ÂÍ ‚ Â‚Ó ÔÂÈ ÒÍË ÚÂ „‡ -
‰Ó ‚Â Á‡ÔÓ˜ ‚‡ ‰‡ ÒÂ ËÌÒˆÂ ÌË ‡ ÒÔÂ ̂ Ë‡Î ÌÓ ˜ÂÁ ‡Á Û ̄ Â ÌËÂ Ì‡ ◊ÌÂ‚‡Ê ÌË ÚÂ“ ÔÓÒÚÓÈ -
ÍË, ÍÓËÚÓ Ó·Í˙ Ê‡ ‚‡Ú ‰‡‰Â Ì‡ Á‡·Â ÎÂ ÊË ÚÂÎ ÌÓÒÚ, ÔÎ‡ ÌË ‡ ÌÂ Ì‡ ÏÓÌÛ ÏÂÌ Ú‡Î ÌË ÔÂÒ -
ÔÂÍ ÚË ‚Ë ËÎË ËÏË Ú‡ ̂ Ëfl Ì‡ ÔÂ ÒÚËÊ ÌË ‡ıË ÚÂÍ ÚÛ ÌË ÒÚË ÎÓ ‚Â ÓÚ ÏËÌ‡ ÎÓ ÚÓ. èÓÒÚ ÏÓ ‰Â -
ÌËflÚ ÏÓÏÂÌÚ Â ‚ ‡Á ÏÌÓ Ê‡ ‚‡ ÌÂ ÚÓ Ì‡ ÔÎ‡ ÒÚÓ ‚Â ÚÂ Ì‡ ÔÓÒÎ‡ ÌËÂ ÚÓ, ÍÓÂÚÓ ÒÂ„‡ ‚Â˜Â ÌÂ
ÏÓÊÂ ‰‡ ÒÂ Ó·˙ ̆ ‡ Ò‡ÏÓ Í˙Ï Ô‡ÚËÓ Ú‡ Ë ÓÌÂÁË, ÍÓËÚÓ ÏÛ Á‡‚ËÊ ‰‡Ú ËÎË Í˙Ï ÍÓÏÛ ÌË -
ÒÚ‡, Ù‡¯Ë ÒÚ‡, Ì‡ˆËÒ Ú‡ Ë Ú.Ì. Ç ÌÓ‚Ë ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡ Úfl· ‚‡ ‰‡ ËÏ‡ Ì‡ÏË „‡ ÌÂ, ‚ Úflı
Úfl· ‚‡ ‰‡ ÏÓ„‡Ú ‰‡ ÒÂ ‡Á ÔÓÁ Ì‡flÚ Ï‡Í ÒË Ï‡Î ÌÓ ¯ËÓÍ ÒÔÂÍ Ú˙ ıÓ‡. í‡Í‡ Á‡ ı‡Ï Ì‡
ÙÂÌ ÒÍ‡ Ú‡ ÍÛÎÚÛ ‡ ÔÂÁ 1978 „. ËÁ‰Ë „‡Ú ˆÂÌ Ú˙ ‡ ◊èÓÏ ÔË ‰Û“ – Â‰Ì‡ ÒÏÂ¯ Ì‡, ¯‡Â Ì‡
Ò„‡ ‰‡ ÒflÍ‡¯ Ò Ó·˙ Ì‡Ú Ì‡‚˙Ì ı‡ÒÚ‡, Í˙‰Â ÚÓ ‚ÒÂÍË ‚ÎËÁ‡, ËÁÎË Á‡, Òfl‰‡ Ì‡ ÁÂÏfl Ú‡, ‡
ÓÚÔÂ‰ ‚ËÌ‡ „Ë ËÏ‡ „˙Î Ú‡ ̃ Ë Ì‡ Ó„˙Ì ËÎË ‡Á Í‡Á ‚‡ ̃ Ë Ì‡ ËÒÚÓ ËË.

Ç ËÁ‚Â ÒÚÂÌ ÒÏË Ò˙Î ÚÓ‚‡, ÍÓÂÚÓ Ô‡‚Ë ÑËÒÌË Á‡ ‰Âˆ‡ Ú‡ Ë ÚÂı ÌË ÚÂ ÔË ‰Û ÊË ÚÂ ÎË, ã‡Ò
ÇÂ„‡Ò Ô‡‚Ë Á‡ ‚˙Á‡ÒÚ ÌË ÚÂ. í‡Ï ËÏ‡ ÄÈÙÂ ÎÓ ‚‡ ÍÛÎ‡, Â„Ë ÔÂÚ ÒÍ‡ ÔË‡ ÏË ‰‡, ÒÚ‡ ÚÛfl Ì‡
Ò‚Ó ·Ó ‰‡ Ú‡ Ë ‚ÒË˜ ÍÓ ÓÒÚ‡ Ì‡ ÎÓ. ëÚ‡‚‡ ‰ÛÏ‡ Á‡ Ó·˙ ̆ ‡ ÌÂ Í˙Ï Ó·ËÍ ÌÓ ‚Â ÌËfl ˜Ó‚ÂÍ Ò˙Ò
ÒÂ‰ ÒÚ‚‡ Ú‡ Ì‡ ÓÌ‡ ÏÂÌ Ú‡, Ì‡ ‡Á ·Ë ‡ Â Ï‡ Ú‡ Ë ÔË flÚ Ì‡ ‰ÂÍÓ ‡ ̂ Ëfl (Venturi 1977).
èÓÁ‚Ó Îfl ‚‡Ï ÒË ‰‡ Ú‡Ì ÒÙÓ ÏË ‡Ï Ú‡ÁË ÔÓÒÎÂ‰ Ì‡ ‰ÛÏ‡ – ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÌÂ˘Ó ÔÓ-‰˙Î -
·Ó ÍÓ, Á‡ Ò˙Á‰‡ ‚‡ ÌÂ Ì‡ Ò‚Â ÚÓ ‚Â-‰ÂÍÓ Ë, ÍÓÂÚÓ ÏÓÊÂÏ ‰‡ Ì‡Â ̃ ÂÏ ‰ÂÍÓ Ë ÙË Í‡ ̂ Ëfl. Ç
Ú‡ÁË ÔÂÒ ÔÂÍ ÚË ‚‡ ã‡Ò ÇÂ„‡Ò – Á‡·‡‚ ÌÓ ÚÓ, ÔÓÓ˜ ÌÓ ÚÓ, ÍÓÏÂ ÒË ‡Î ÌÓ ÚÓ, ÎÂÍÓ ÚÓ – ËÏ‡ ‚
ëÄô Ò‚Ófl ÍÓÌ Ú‡ ÔÛÌÍÚ, ÚÓ‚‡ Â Ç‡¯ËÌ„ ÚÓÌ ÒÍËflÚ ÏÓÎ, ÔÓ ÂÍ ÚË ‡Ì ‚ ÒÚËÎ ◊ÇÂ Ò‡È“ ÓÚ
ÙÂÌ ÒÍËfl ‡ıË ÚÂÍÚ ò‡Î ã'ÄÌÙ‡Ì, Í˙‰Â ÚÓ Ò‡ ÍÓÌ ̂ ÂÌ ÚË ‡ ÌË Ô‡Í ÚË ̃ Â ÒÍË ‚ÒË˜ ÍË
Ì‡ˆËÓ Ì‡Î ÌË Ò‚Â ÚË ÌË, ÏÂÏÓ Ë ‡ ÎË, ÏÛÁÂË (ÍÓËÚÓ ‚ „ÓÎfl Ï‡ Ú‡ ÒË ˜‡ÒÚ ÚÛÍ Ò‡ ·ÂÁ ÔÎ‡Ú ÌË!).
çÂÍ‡ ËÁÂ ‰fl Ì‡È-ËÁ‚ÂÒÚ ÌË ÚÂ – Ô‡ÏÂÚ ÌË Í˙Ú Ì‡ ÇËÂÚ Ì‡Ï ÒÍ‡ Ú‡ ‚ÓÈÌ‡, Ô‡ÏÂÚ ÌË Í˙Ú Ì‡
ÍÓÂÈ ÒÍ‡ Ú‡ ‚ÓÈÌ‡, ÏÂÏÓ Ë ‡ Î˙Ú Ì‡ è˙ ‚‡ Ú‡ Ò‚Â ÚÓ‚ Ì‡ ‚ÓÈÌ‡, ÔÓ‰ „Ó Ú‚fl ÌËflÚ ÏÂÏÓ Ë ‡Î
Ì‡ ÇÚÓ ‡ Ú‡ Ò‚Â ÚÓ‚ Ì‡ ‚ÓÈÌ‡, ÏÂÏÓ Ë ‡ Î˙Ú Ì‡ Ç‡¯ËÌ„ÚÓÌ, ÑÊÂ ÙÂ Ò˙Ì Ë ãËÌ Í˙ÎÌ, ÏÛÁÂ -
Ë ÚÂ Ì‡ ëÏËÚ ÒÓ ÌË ̇ Ì ËÌÒÚË Ú˛ ̄ ˙Ì...

ëÚ‡Ì ÌÓ ÓÚ „ÎÂ ‰Ì‡ ÚÓ˜Í‡ Ì‡ Â‚Ó ÔÂÈ ÒÍÓ ÚÓ ÓÚÌÓ ̄ Â ÌËÂ Í˙Ï ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Â ÚÓ‚‡
ÍÓÌ ̂ ÂÌ ÚË ‡ ÌÂ – Í‡ÍÚÓ Ì‡ Á‡·‡‚ ÌÓ-ÔÓÓ˜ ÌÓ ÚÓ, Ú‡Í‡ Ë Ì‡ ‚˙Á‚Ë ̄ Â ÌÓ-Ì‡ˆËÓ Ì‡Î ÌÓ ÚÓ.
è‡‚Ë „Ó ‚˙ÁÏÓÊ ÌÓ ÛÒÚÓÈ ÒÚ‚Ó ÚÓ Ì‡ ‡ÏÂ Ë Í‡Ì ÒÍ‡ Ú‡ ÚÂË ÚÓ Ëfl, ÏÓ‰ÂÎ Ì‡ Ò‡ÏËfl „ÎÓ -
·‡ ÎÂÌ Ò‚flÚ, Í˙‰Â ÚÓ ÓÚË ‚‡¯ ÒÔÂ ̂ Ë‡Î ÌÓ Ì‡ ÏÌÓ„Ó „ÓÎfl ÏÓ ‡Á ÒÚÓfl ÌËÂ Á‡ ÓÔÂ ‰Â ÎÂ ÌÓ
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this sense there is a certain religion of the developed world (its origins are in taking holi-
days which at first emerge as a practice and then they are spent further and further away
from home). Investors, global experts, scientists, the organizers of different forums can all
be described as tourists.

Related to this, albeit indirectly, is the tendency toward self-museification, toward the multi-
plication of heritages, high and low, glorious and shameful. In Berlin you can take “the tour
of disgrace of the Third Reich”, in Prague, for instance, a museum of the smells of commu-
nism is going to be opened, in Monterey, California there is a Cannery Row Street,
described by Steinbeck, which is recovered and turned into a huge shopping mall for sou-
venirs. High modernity strongly emphasizes heritage which in the 20 c. begins to be spe-
cially staged in European cities through the demolition of “unimportant” buildings that sur-
round sights, through planning monumental perspectives or imitating prestigious architec-
tural styles from the past. The postmodern element is in the multiplication of the layers of
the message, which can no longer address the patriot and those who envy him or her, or
the communist, the fascist, the Nazi, etc. There has to be a wink in the new spaces, as a
wide range of people as possible have to be able to recognize themselves in them. Thus,
in 1978 the Pompidou centre was erected as the temple of French culture, a funny, colour-
ful building, which looks as though it was turned inside out, where everybody comes in,
goes out, sits on the ground and in front of it there are always fire eaters or people who tell
stories.

In a sense what Disney does for children and the people who accompany them, is what
Las Vegas does for adults. There is an Eiffel tower, an Egyptian pyramid, a statue of liberty
and everything else. The point lies in the turning to the ordinary person with the means of
the ornament, the understandable and pleasant decoration (Venturi 1977). I venture to
transform this last word – there is something deeper, with the world-décors that are creat-
ed, which we can call décorification. In this perspective Las Vegas – the amusing, the
wicked, the commercial, the light – has its counterpoint in the US, and this is the
Washington Mall, designed in a Versailles style by the French architect Charles L'Enfant,
where practically all the national relics are concentrated, memorials, musems (which for the
most part do not charge the visitor any entrance fee!). Let me enumerate the most famous
ones – the Vietnam War Memorial, the Korean War Memorial, the First World War
Memorial, the Second World War Memorial, which is under construction, the Washington,
Jefferson and Lincoln Memorials, the museums of the Smithsonian Institution...

From the European perspective on space this is a peculiar concentration – both of the
amusing and the lewd, and of the elated and the national. What makes it possible is the
arrangement of the American territory, a model of the global world itself, where you travel
a long way especially for a particular experience, hence the increasing specialization of
places, the increasing décorification.

The ethnic transformation of spaces is part of this process of multiplication of spaces and
heritages. In big metropolitan cities over the last two or three decades eating out has been
related to changing the ethnic decors in most cases – today we will eat Chinese food or
go to an Italian restaurant... The incredibly increased variety of foods is accompanied by a
transition from one world into a different one constructed with global reductions and stan-
dardizations which are, in fact, similar to the Disney world. In the Bulgarian version, inherit-
ed from communism, there is a museumification of ethno-complexes of the “old Plovdiv”
style with a tourist inflection which multiply even in places that are not so typically
Bulgarian, for instance Zlatograd or Kardjali, but there is also a gradual décorification of
places in tune with the global – in the Sunny Beach9 there are dinosaurs, operas are per-
formed on the ancient ruins, Gypsy weddings are staged for the tourists, and the Chinese
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ÔÂ ÊË ‚fl ‚‡ ÌÂ, ÓÚÍ˙ ‰Â ÚÓ Ë ‚ÒÂ ÔÓ-„ÓÎfl Ï‡ Ú‡ ÒÔÂ ̂ Ë‡ ÎË Á‡ ̂ Ëfl Ì‡ ÏÂÒÚ‡ Ú‡, ‚ÒÂ ÔÓ-„ÓÎfl -
Ï‡Ú‡ ‰ÂÍÓ Ë ÙË Í‡ ̂ Ëfl.

ÖÚÌË ÁË ‡ ÌÂ ÚÓ Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ú‡ Â ˜‡ÒÚ ÓÚ ÚÓÁË ÔÓ ̂ ÂÒ Ì‡ ‡Á ÏÌÓ Ê‡ ‚‡ ÌÂ Ì‡ ÔÓ -
ÒÚ‡Ì ÒÚ‚‡ Ú‡ Ë Ì‡ÒÎÂ‰ ÒÚ‚‡ Ú‡. Ç „ÓÎÂ ÏË ÚÂ ÏÂÚÓ ÔÓ ÎËË ÔÂÁ ÔÓÒÎÂ‰ ÌË ÚÂ ‰‚Â-ÚË ‰ÂÒÂ -
ÚË ÎÂ ÚËfl ı‡ ÌÂ ÌÂ ÚÓ Ì‡‚˙Ì Â Ò‚˙ Á‡ ÌÓ ‚ ÏÌÓ„Ó „ÓÎfl Ï‡ ˜‡ÒÚ ÓÚ ÒÎÛ ̃ ‡ Ë ÚÂ Ò˙Ò ÒÏÂ Ìfl ÌÂ
Ì‡ ÂÚÌË ̃ Â ÒÍË ‰ÂÍÓ Ë – ‰ÌÂÒ ˘Â fl‰ÂÏ ÍËÚ‡È ÒÍÓ, ‰ÌÂÒ ÓÚË ‚‡ ÏÂ Ì‡ ËÚ‡ ÎË‡Ì ÒÍË ÂÒÚÓ -
‡ÌÚ... çÂË ÏÓ ‚Â ÌÓ Û‚Â ÎË ̃ Ë ÎÓ ÚÓ ÒÂ ı‡ ÌË ÚÂÎ ÌÓ ÏÌÓ „Ó Ó· ‡ ÁËÂ Â ÔË ‰Û ÊÂ ÌÓ ÓÚ ÔÂ -
ÏË Ì‡ ‚‡ ÌÂ ÓÚ Ò‚flÚ ‚ Ò‚flÚ, ÔÓÒÚÓ ÂÌË Ò „ÎÓ ·‡Î ÌË Â‰ÛÍ ̂ ËË Ë ÒÚ‡Ì ‰‡ ÚË Á‡ ̂ ËË, ÍÓËÚÓ Ò
ÌË˘Ó ÌÂ ÓÚÒÚ˙Ô ‚‡Ú Ì‡ ÑËÒÌË-Ò‚ÂÚ‡. Ç ·˙Î „‡ ÒÍËfl ‚‡Ë ‡ÌÚ, Ì‡ÒÎÂ ‰ÂÌ ÓÚ ÍÓÏÛ ÌËÁ Ï‡,
ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÏÛÁÂ Ë ÙË ̂ Ë ‡ ÌÂ Ì‡ ÂÚÌÓ-ÍÓÏ ÔÎÂÍ ÒË ÒÚËÎ ◊ÒÚ‡ Ëfl èÎÓ‚ ‰Ë‚“ Ò ÚÛË ÒÚË -
˜Â ÒÍ‡ Ì‡ÒÓ Í‡, ÍÓËÚÓ ÒÂ ÏÌÓ Ê‡Ú ‰ÓË ‚ ÌÂ‰Ó Ú‡Ï ÚËÔË˜ ÌÓ-·˙Î „‡ ÒÍË ÏÂÒÚ‡ Í‡ÚÓ áÎ‡ ÚÓ -
„‡‰ ËÎË ä˙ ‰Ê‡ ÎË, ÌÓ Ë Á‡ ÔÓÒÚÂ ÔÂ ÌÓ ÚÓ ‰ÂÍÓ Ë ÙË ̂ Ë ‡ ÌÂ Ì‡ ÏÂÒÚ‡  ‚ ÚÓÌ Ò „ÎÓ ·‡Î ÌÓ -
ÚÓ – Ì‡ ëÎ˙Ì ̃ Â‚ ·fl„ ‚Â˜Â ËÏ‡ ÙË„ÛË Ì‡ ‰ËÌÓ Á‡ ‚Ë, ‚˙ıÛ ÛË ÌË  ÒÂ ËÁÔ˙Î Ìfl ‚‡Ú
ÓÔÂË, ÛÒÚÓÈ ‚‡Ú Á‡ ÚÛË ÒÚË ÚÂ ˆË„‡Ì ÒÍË Ò‚‡Ú ·Ë, ‡ ÍËÚ‡È ÒÍËflÚ ÂÒÚÓ ‡ÌÚ ÒÚ‡Ì‡ ‚ÒÂ -
ÍË‰ ÌÂ ‚ËÂ Á‡ „ÓÎÂ ÏËÚ Â „‡ ‰Ó ‚Â. çÂ˘Ó ÔÓ‚Â ̃ Â, ÓÚ 2-3 „Ó‰Ë ÌË ‚ ëÓÙËfl ËÏ‡ ‰ÓË ÚÛ ÒÍË
ÂÒÚÓ ‡ÌÚ – ËÒÍ‡Ï ‰‡ Í‡Ê‡ Ú‡Í˙‚ Ò ËÒÚËÌ ÒÍ‡ ËÒÚ‡Ì ·ÛÎ ÒÍ‡ ÒˆÂ ÌÓ „‡ ÙËfl, ÍÓÂÚÓ Â
Â¯Ë ÚÂ ÎÂÌ ÔÓ ·Ë‚ ‚ ÏÓÌÓ ÂÚÌË˜ ÌÓ ÚÓ Ò‡ÏÓ-ÔÂ ÊË ‚fl ‚‡ ÌÂ Ì‡ Ú‡ÁË ÒÚ‡ Ì‡.

èÂ‰ ÒÚ‡ ‚Â ÚÂ ÒË ÒÂ„‡ ‚ÒË˜ ÍÓ ÚÓ‚‡ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ë Í‡ÚÓ ÚÂÌ ‰ÂÌ ̂ Ëfl: ‚ÒÂ ÔÓ‚Â ̃ Â ÏÂÒÚ‡
ÔÓÎÛ ̃ ‡ ‚‡Ú Ó·ÎËÍ, Ú‡Í‡ ˜Â ‰‡ ÒÂ ‡Á „‡ ÌË ̃ ‡ ‚‡Ú ÓÚ ‰Û„Ë ÏÂÒÚ‡. ÇÒÂ ÔÓ-ÒËÎÌ‡ Â ÂÓ ÚË -
Í‡ Ú‡ Ì‡ ÔÂ ÒÍ‡ ̃ ‡ ÌÂ ÚÓ ÓÚ Ò‚flÚ ‚ Ò‚flÚ. èË ·‡ ‚Â ÚÂ Í˙Ï ÚÓ‚‡ ‰ËÒÚ‡Ì ̂ ËÓÌ ÌÓ ÚÓ Ì‡ ÚÂÎÂ ‚Ë -
ÁËfl Ú‡, ÏË¯ Í‡ Ú‡ Ì‡ ÍÓÏ Ô˛Ú˙ ‡. çÂ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ı‡ÓÒ, Á‡ ‡Á Ô‡‰ Ì‡ ÏÓ‰Â ÌÓ ÚÓ Â‰ËÌ -
ÒÚ‚Ó, ‡ Ì‡ÔÓ ÚË‚, Á‡ ÔÓ-„ÓÎfl Ï‡ Ó„‡ ÌË Á‡ ̂ Ëfl: Á‡ ÔË ‚‡ ÚË ÁË ‡ ÌÓ ÍÓÌ ÒÚÛË ‡ ÌÂ Ì‡ ÁÂ -
ÎË ̆ ‡-ÒËÚÛ‡ ̂ ËË, ‡ÍÓ ÒÂ ‚˙ ÌÂÏ Í˙Ï ÑÂ·Ó, ÏÓÚË ‚Ë ‡ ÌÓ ÓÚ Ú˙ „Ó ‚Ëfl Ú‡ Ò ÔÂ ÊË ‚fl ‚‡ -
ÌËfl (êËÙ ÍËÌ 2001).

á‡ ä‡Î èÓÎ‡ ÌË ÏflÒÚÓ ÚÓ Â ÓÌÓ‚‡, ÍÓÂÚÓ ÔÓ ÚË ‚Ó ÒÚÓË Ì‡ Ô‡Á‡ ‡ – ‰Ó ïï ‚ÂÍ ÏflÒÚÓ ÚÓ
‚ËÌ‡ „Ë Â ‰ÓÏË ÌË ‡ ÎÓ Ë ÂÚÓ, ˜Â ÛÚÓ ÔËfl Ú‡ Ì‡ Ô‡Á‡ ‡ ÔÓ·ÂÊ ‰‡ ‚‡ ÏflÒÚÓ ÚÓ, ÔÂ Ó· ˙ ̆ ‡È -
ÍË Â‰Ì‡ ıËÎfl ‰Ó ÎÂÚ Ì‡ ‡ÌÚÓ ÔÓ ÎÓ „Ë ̃ Â ÒÍ‡ ÍÓÌ ÒÚ‡Ì Ú‡ (Polanyi 1944). à ÂÚÓ ÌÓ‚Ëfl ÏÓÏÂÌÚ
‚ ‰‡ Ï‡ Ú‡: ÏÂÒÚ‡ Ú‡ ‚ÎË Á‡Ú ‚ Ô‡Á‡ ‡, ÏÂÒÚ‡ Ú‡ Á‡ÔÓ˜ ‚‡Ú ‰‡ ÒÂ ÔÓ ‰‡ ‚‡Ú.

P.S.
ëÂ ̆ Ë ÚÂ Ò ÍÓÎÂ „Ë ÓÚ á‡Ô‡‰ Ì‡ Ö‚Ó Ô‡, ÍÓËÚÓ ‡·Ó ÚflÚ ‚˙ıÛ ÔÓ ·ÎÂ ÏË ÚÂ Ì‡ „‡‰‡,
ÌÂËÁ ÏÂÌ ÌÓ ÔÓ ËÁ ‚ÂÊ ‰‡Ú Â‰ÌÓ ÒÔÂ ̂ Ë ÙË˜ ÌÓ ÔÓÎË ÚË ̃ Â ÒÍÓ ÌÂ‰Ó ‡ ÁÛ ÏÂ ÌËÂ9. àÁÎË¯ ÌÓ Â
‰‡ Í‡Á ‚‡Ï ˜Â ÔÓ‰Ó· ÌË ıÓ‡, ÍÓËÚÓ ÒÂ ËÌÚÂ Â ÒÛ ‚‡Ú ÓÚ ÒÚ‡ Ì‡ Í‡ÚÓ Å˙Î „‡ Ëfl, Ó·ËÍ ÌÓ -
‚Â ÌÓ Ò‡ ÎÂ‚Ë. ç‡¯Â „Ó ·‡Ú‡ Ò˙Ò Ò‡Ï „Ë ‡Á ‚ÂÊ ‰‡ ËÁ ÛÎË ̂ Ë ÚÂ Ì‡ ëÓÙËfl, ËÁ‚Ë Ìfl ‚‡ ÒÂ
Á‡ Ï˙ ÒÓ ÚËfl Ú‡ Ë ¯‡Â ÌËfl Ú‡. ÉÓÒÚË ÚÂ Ó·‡˜Â Ì‡Ó Ô‡ ÍË, ‡‰ ‚‡Ú ÒÂ ËÏÂÌ ÌÓ Ì‡ ·‡Î Í‡Ì -
ÒÍËfl ı‡ÓÒ, Á‡ Úflı ÚÓÈ Â ËÁ‡Á Ì‡ ÊË‚Ó Ú‡ ‚ „‡‰‡, ‰ÂÏÓ Í‡ ÚË˜ ÌËfl ÏÛ ‰Ûı. Ä ÍÓ„‡ ÚÓ ÒË
ÔÓÁ‚Ó Îfl ‰‡ Í‡Ê‡, ˜Â Ó·˘Ë Ì‡ Ú‡ ‚ÒÂ Ô‡Í Úfl· ‚‡ ‰‡ Â„Û ÎË ‡ ÔÓÌÂ Ï‡ÎÍÓ ÂÍÎ‡ ÏË ÚÂ, ‰‡
„ÎÓ ·fl ‚‡ Ô‡ ÍË ‡ ÎË ÚÂ ÔÓ ÚÓ ÚÓ ‡ Ë ÚÂ, ‰‡ Ò‡ÌÍ ̂ Ë Ó ÌË ‡ ÌÓ‚Ó ÚÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó, ÚÂ Á‡ÔÓ˜ -
‚‡Ú ‰‡ ÏÂ ÏËÒÎflÚ Ì‡Ô‡ ‚Ó Á‡ Ù‡¯Ë ÁÓË‰. ä‡ÚÓ ËÏ‡ÚÂ ÔÂ ‰‚Ë‰, ˜Â Ò‡Ï ‡Á ÔÂ ÊË ‚fl ‚‡Ï
ÍË ÚË ÍË ÚÂ ÒË Í‡ÚÓ Ì‡ÒÓ ̃ Â ÌË ÒÂ˘Û ‚Î‡ÒÚ Ú‡.

àÎË ‡ÍÓ ÒÂ ‚˙Ì‡ Í˙Ï Í‡fl Ì‡ 80-ÚÂ „Ó‰Ë ÌË, ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍËflÚ „‡‰ ÌËÂ ÚÓ„‡ ‚‡
Ó·Ò˙Ê ‰‡ı ÏÂ Í‡ÚÓ ÔÓÒÚ ÏÓ ‰Â ÂÌ, ‡ ÏÛÏËfl Ú‡ Ì‡ ‚ÓÊ‰‡ ‚ ÌÂ„Ó ‚Ëfl ˆÂÌ Ú˙ – Í‡ÚÓ Ï‡Í ÒË -
Ï‡Î ÌËfl ÔÓÒÚ ÏÓ ‰Â ÂÌ Ó·ÂÍÚ. éÚ‚˙Ú Â ÚÓ‚‡ ÒÂ ÔË ‚ËÊ ‰‡ ̄ Â Í‡ÚÓ Â‰ËÌ ‚Ë‰ ‰ÂÌ ‰Ë ÒÚÍÓ
ÔÂ ‰ËÁ ‚Ë Í‡ ÚÂÎ ÒÚ‚Ó, ÓÚ‚˙Ì Ó·‡˜Â – ÚÓ‚‡ ÛÒÚ‡ ÌÓ ‚Ëı, ‡Á ·Ë ‡ ÒÂ, ÔÓ-Í˙ÒÌÓ – ÚÓ‚‡ Â
ËÁ„ÎÂÊ ‰‡ ÎÓ Í‡ÚÓ ÍÓÌ˛ÌÍ ÚÛ ÌÓÒÚ, Í‡ÚÓ ÓÚÍ‡Á ÓÚ ËÒÚËÌ ÒÍË ÔÓÎË ÚË ̃ Â ÒÍË ‡Ì„‡ ÊË ÏÂÌÚ. Ç
Í‡Í˙‚ ÒÏË Ò˙Î Â ÔÓÒÚ ÏÓ ‰Â ÂÌ „‡‰, ‚ ÍÓÈÚÓ ËÏ‡ ÒËÒÚÂ Ï‡ Ì‡ ÊËÚÂÎ ÒÚ‚Ó, ÓÒË„Û fl ‚‡ ̆ Ó
Ì‡È-‰Â‚ ÌË ÙÓÏË Ì‡ ÚÂË ÚÓ Ë ‡Î Ì‡ Á‡‚Ë ÒË ÏÓÒÚ? äÓÏÛ ÌË ÒÚË ̃ Â ÒÍËflÚ „‡‰, ‰ÂÒÂÌ ‚
ÓÒÌÓ‚ Ì‡ Ú‡ ÒË Ì‡ÒÓ Í‡, ÔÓ ÒÚÓ ÒÂ ÍËÂ Á‡‰ Îfl‚‡ ËÚÓ Ë Í‡, Á‡ ‰‡ Ì‡ÚÛ ‡ ÎË ÁË ‡ ÌÂ‡ -
‚ÂÌ ÒÚ‚‡ Ú‡ Í‡ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË ‡Á ÎË ÍË.
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restaurant has become something common for the big cities. What is more, for about 2-3
years there has been a Turkish restaurant in Sofia, by which I mean a restaurant that has
a real Istanbul setting which is a decisive breakthrough in the mono-ethnic self-experience
of this country. 

Now imagine all this simultaneously and as a tendency: more and more places develop
an appearance so that they are distinct from other places. The eroticism of the transfer
from one world to another becomes increasingly intense. Add to this the remote control of
the TV, the mouse and the computer. There is no question here of chaos or disintegration
of modern unity, on the contrary, there is an even greater organization: there is a priva-
tized construction of spectacles-situations, – to return to Debord – which is motivated by
the trade with experiences. (Rifkin 2000).

For Karl Polanyi the place is what is opposed to the market – up to the 20 c. the place had
always dominated and suddenly the utopia of the market defeated the place thus turning
an age-long anthropological constant upside down  (Polanyi 1944). And here is the new
moment in the drama: places enter the market, they start being sold.

P.S.
Meetings with West European colleagues who work on urban issues inevitably produce a
peculiar political misunderstanding10. It is hardly necessary to say that such people who are
interested in a country like Bulgaria, are usually left-wing. We are ashamed to show them
around the city, we apologise for the dirt and gaudiness. But the visitors, contrary to expec-
tations, enjoy the Balkan chaos, for them it is an expression of the life of the city, of its dem-
ocratic spirit. And when I take the liberty to say that the municipality should regulate the
advertisements somewhat, or fine the drivers of the cars that are parked on the sidewalk, or
regulate new construction sites, they start perceiving me as some sort of fascist. Bear in
mind that I myself experience my criticisms as directed against power.

Or if I return to the 1980s, we then discussed the communist city as postmodern and the
mummy of the leader at its centre as the maximum postmodern object. Inside this was
seen as a dandyist challenge, but outside – which, of course, I found out later – this
seemed as opportunism, as a refusal of a real political commitment. In what sense is a
city postmodern if it has a system of cohabitation providing most ancient forms of territori-
al dependence? The communist city, which is right-wing in its basic tendency, simply
hides behind a left-wing rhetoric in order to naturalise inequalities as spatial differences.

And here is Sofia today: on the one hand, it is privatized by criminals, mercantile to the
extent that there is no space left where something is not sold (at least visually). The new
rulers’ style of governance does not suggest an intention to rule for a long time but rather
it resembles that of nomads who trespass and loot the space while presenting themselves
as fighters against the heritage of the Bonaparteist right-wing political power. A city whose
upper torso (to borrow the term from Bakhtin) is out of public control and is absorbing
more and more money.

On the other hand, the lower torso is also emancipating – markets spontaneously emerge,
like that near Stochna gara in the filthy river itself, graffiti defeat painters, the basements
and garages become shops finding a way around all legislative requirements. Informal
meeting points for drug addicts emerge, beggars attack cars at traffic lights...

The city becomes right-wing and left-wing simultaneously, it develops parallel worlds.
Such a peculiar post-modern, coming from the Third world, born not out of the planned
construction of decors by imagineers with chronometers but by force of implosion, of the
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à ÂÚÓ ‚Ë ‰ÌÂ¯ Ì‡ ëÓÙËfl: ÓÚ Â‰Ì‡ ÒÚ‡ Ì‡ ÔË ‚‡ ÚË ÁË ‡ Ì‡ ÓÚ ·‡Ì ‰Ë ÚË ÚÂ, ÏÂ Í‡Ì ÚË ÎË ÁË -
‡ Ì‡ ‰Ó ÒÚÂ ÔÂÌ ˜Â ÌflÏ‡ ÏflÒÚÓ, Í˙‰Â ÚÓ ‰‡ ÌÂ ÚË ÔÓ ‰‡ ‚‡Ú (ÔÓÌÂ ‚ËÁÛ‡Î ÌÓ) ÌÂ˘Ó.
çÓ‚Ë ÚÂ ÛÔ‡‚ ÌË ̂ Ë ÒÂ ‡Á ÔÓ ÂÊ ‰‡Ú ÌÂ Í‡ÚÓ ‚Î‡ÒÚ, ÍÓflÚÓ ÒÂ „ÓÚ‚Ë ‰‡ Ú‡Â, ‡ Í‡ÚÓ
ÌÓÏ‡ ‰Ë, ÍÓËÚÓ ÔÂ ÏË Ì‡ ‚‡Ú Ë ÔÎfl˜ ÍÓ Ò‚‡Ú ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ, ÎÂ„ËÚ ËÏË ‡È ÍË ÒÂ Í‡ÚÓ
·ÓˆË ÒÂ˘Û Ì‡ÒÎÂ‰ ÒÚ‚Ó ÚÓ Ì‡ ·ÓÌ‡ Ô‡ ÚËÒÚ Í‡ Ú‡ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ ‰ÂÒ ÌË ̂ ‡.  É‡‰,
˜ËflÚÓ „Ó ÌË ̂ ‡ (ÔÓ ËÁ‡ Á‡ Ì‡ Å‡ı ÚËÌ) Â ËÁÎflÁ Î‡ ÓÚ ‚Òfl Í‡Í ̇ ‚ ÔÛ·ÎË ̃ ÂÌ ÍÓÌ ÚÓÎ Ë ÒÂ
Ì‡ÒË ̆ ‡ Ò ‚ÒÂ ÔÓ‚Â ̃ Â Ô‡Ë.

éÚ ‰Û„‡ ÒÚ‡ Ì‡, Ó·‡˜Â, ‰ÓÎ ÌË ̂ ‡ Ú‡ Ò˙˘Ó ÒÂ ÂÏ‡Ì ̂ Ë ÔË ‡ – ÒÔÓÌ Ú‡Ì ÌÓ ‚˙ÁÌË Í‚‡Ú Ô‡Á‡ -
Ë Í‡ÚÓ ÚÓÁË ÔË ëÚÓ˜ Ì‡ „‡‡ ‚ Ò‡ÏËfl ÓÚ‚‡ ÚË ÚÂÎ ÌÓ Ï˙ ÒÂÌ Í‡Ì‡Î, „‡ ÙË ÚË ÚÂ Ì‡‰ ‰Â -
Îfl ‚‡Ú Ì‡‰ ·Ófl‰ ÊËË ÚÂ, Ï‡ÁÂ Ú‡ Ú‡ Ë „‡‡ ÊË ÚÂ ÒÚ‡ ‚‡Ú Ï‡„‡ ÁË ÌË, Ì‡ÏË ‡È ÍË Ì‡˜ËÌ ‰‡
Á‡Ó ·Ë ÍÓ ÎflÚ ‚Òfl Í‡Í ‚Ë Á‡ÍÓ ÌÓ ‚Ë ËÁËÒ Í‚‡ ÌËfl. Ç˙ÁÌË Í‚‡Ú Ì‡ ÍÓ Ï‡Ì ÒÍË Ò·Ó Ë ̆ ‡, ÔÓ Òfl -
ˆË Ì‡Ô‡ ‰‡Ú ÍÓÎË ÚÂ ÔÓ Ò‚Â ÚÓ Ù‡ Ë ÚÂ...

É‡ ‰˙Ú Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ó‰ÂÒ Ìfl ‚‡ Ë ÓÎÂ ‚fl ‚‡, „‡ ‰˙Ú ‡Á ‚Ë ‚‡ Ô‡‡ ÎÂÎ ÌË Ò‚Â ÚÓ ‚Â. Ö‰ËÌ
Ú‡Í˙‚ ÒÔÂ ̂ Ë ÙË ̃ ÂÌ ÔÓÒÚ-ÏÓ‰ÂÌ ÓÚÍ˙Ï íÂ ÚËfl Ò‚flÚ, Ó‰ÂÌ ÌÂ ÓÚ ÔÎ‡ ÌÓ ÏÂ ÌÓ ÍÓÌ -
ÒÚÛË ‡ ÌÂ Ì‡ ‰ÂÍÓ Ë ÓÚ ËÏ‡‰ ÊË ÌÂ Ë Ò ıÓ ÌÓ ÏÂ ÚË ‚ ˙Í‡, ‡ Ó·‡Ú ÌÓ, ÔÓ ÒËÎ‡ Ú‡ Ì‡
ËÏÔÎÓ ÁËfl Ú‡, Ì‡ ÂÓ ÁË ‡ ÌÂ ÚÓ Ì‡ „‡ ÌË ̂ Ë, ÍÓ‰Ó ‚Â, Ô‡ ‚Ë Î‡, Í˙‰Â ÚÓ ‚ÒË˜ ÍÓ Â Ì‡ Â‰ÌÓ Ë
‰ËÙÂ ÂÌ ̂ Ë ‡ ÌÂ ÚÓ Ì‡ Ò‚Â ÚÓ ‚Â ÚÂ-‰ÂÍÓ Ë ‚˙‚ÂÊ ‰‡, ‚ ÔÓÒÎÂ‰ Ì‡ ÒÏÂÚ Í‡, Ë„Ë ‚Ó ÚÓ ÔÂ -
ÙÓ ÍÛ ÒË ‡ ÌÂ Ì‡ Ì‡¯Ëfl ËÁÒÎÂ ‰Ó ‚‡ ÚÂÎ ÒÍË ÔÓ„ÎÂ‰, ÍÓÈÚÓ ÔÂ ÒÍ‡ ̃ ‡ ÓÚÎfl ‚Ó-Ì‡‰flÒ ÌÓ,
ÓÚ‰flÒ ÌÓ-Ì‡Îfl ‚Ó.

ÅÂÎÂÊÍË

1. àÁÍÎ˛˜ÂÌËÂ Ô‡‚flÚ ÓÚÌÓ¯ÂÌËflÚ‡ ÏÂÊ‰Û Ï˙Ê‡ Ë ÊÂÌ‡Ú‡, Í˙‰ÂÚÓ ËÏ‡ ÚÂÌ‰ÂÌˆËfl Í˙Ï 
ËÁ‡‚Ìfl‚‡ÌÂ. ôÓ ÒÂ ÓÚÌ‡Òfl ‰Ó ËÍÓÌÓÏË˜ÂÒÍËÚÂ Ë ÒÓˆË‡ÎÌË Ô‡‚‡, ÚÂ Ò‡ ÁÌ‡˜ËÚÂÎÌË,
ÌÓ ÔÓ‰‡ÂÌË, ÌÂ ËÁ‚Ó˛‚‡ÌË, Ë ‚ ÚÓÁË ÒÏËÒ˙Î ÒÂ ÔÂ‚˙˘‡Ú ‚ ËÌÒÚÛÏÂÌÚ Ì‡ „ÓÒÔÓ‰ÒÚ‚ÓÚÓ.

2. îÛËÂ ÔË¯Â: ◊ÇÒflÍÓ ‡‚ÂÌ˛, ‚ÒflÍ‡ ÛÎËˆ‡ Úfl·‚‡ ‰‡ ÓÚ‚‡fl ‡ÁÎË˜Ì‡ 
ÔÂÒÔÂÍÚË‚‡, ·ËÎ‡ Úfl ÔËÓ‰ÂÌ ÔÂÈÁ‡Ê ËÎË Ó·˘ÂÒÚ‚ÂÌ Ô‡ÏÂÚÌËÍ. é·Ë˜‡flÚ[...] ÛÎËˆËÚÂ ‰‡ 
Á‡‚˙¯‚‡Ú Ò˙Ò ÒÚÂÌ‡ ËÎË ÍÛÔ˜ËÌ‡ Ô˙ÒÚ ÒÎÂ‰‚‡ ‰‡ ÒÂ ËÁ·fl„‚‡. ÇÒflÍ‡ Í˙˘‡, ÍÓflÚÓ „ÎÂ‰‡ Í˙Ï 
ÛÎËˆ‡Ú‡, Úfl·‚‡ ‰‡ ·˙‰Â Á‡‰˙ÎÊÂÌ‡ ‰‡ ËÏ‡ Ô˙‚ÓÍÎ‡ÒÌ‡ ÛÍ‡Ò‡, ‚ „‡‰ËÌ‡Ú‡, Í‡ÍÚÓ ÔÓ 
Ò„‡‰‡Ú‡“. Des modifications à introduire dans l'architecture des villes (La Phalangue, Paris 
1849: 27) ˆËÚË‡Ì ÓÚ Benjamin 2003: 142.

3. Auguste Blanqui, Critique sociale, vol; 1, Paris 1885: 109-11. (ñËÚË‡Ì ÓÚ Benjamin 2003: 144).
4. Ñ‡ ÔË ÔÓÏ Ìfl, ˜Â Ì‡ ÓÚ˜ÛÊ ‰Â ÌÓ ÚÓ, ÌÂÔÓ ‰‚ËÊ ÌÓ, ÌÂÁ ‰‡ ‚Ó ÒÎÓ‚ ÌÓ Ò˙ÁÂ ̂ ‡ ÌËÂ

‚ ËÌÒÚË ÚÛ ̂ ËÓ Ì‡ ÎË ÁË ‡ ÌËfl ÚÂ‡ Ú˙, êÛÒÓ ÔÓ ÚË ‚Ó ÔÓ ÒÚ‡ ‚fl Ì‡Ó‰ ÌÓ ÚÓ ‚ÂÒÂ ÎËÂ, Í˙‰Â ÚÓ ÌflÏ‡ 
‡Á ‰Â ÎÂ ÌËÂ Ì‡ ‡ÍÚ¸Ó Ë Ë ÁË ÚÂ ÎË.

5. àÎË Ó·‡Ú ÌÓ, ‚ Ó·ÂÁ Î˛ ‰Â ÌË ÚÂ, „ÂÚÓ Ë ÁË ‡ ÌË ˆÂÌ ÚÓ ‚Â Ì‡ ëÄô Ë ÌflÍÓË ÏÂÒÚ‡ ‚ çÓ‚Ëfl Ò‚flÚ.
6. Squat Â ÌÂÔ‡ ‚Ó ÏÂ ÌÓ ÓÍÛ ÔË ‡ ÌÂ Ì‡ Ô‡Á ÌË ÊËÎË ̆ ‡ ·ËÎÓ ÓÚ ÌÛÊ ‰‡ Â˘Ë ÒÂ, ·ËÎÓ ÔÓ‡‰Ë 

ÌflÍ‡Í ‚Ë Â‚Ó Î˛ ̂ Ë ÓÌ ÌË Ò˙Ó· ‡ ÊÂ ÌËfl.
7. Ç ÓÔÂ ‰Â ÎÂÌ ÒÏË Ò˙Î ÑËÒÌË ÌÂ Â Ï˙ Ú˙‚, ÔÓ‰ ÎÓ ÊËÎ ÒÂ Â Ì‡ Á‡Ï ‡ Áfl ‚‡ ÌÂ Ò ÚÂ˜ÂÌ ‡ÁÓÚ

‚ Ó˜‡ Í‚‡ ÌÂ Ì‡Û Í‡ Ú‡ ‰‡ ËÁÌ‡ ÏÂ Ë Ì‡˜ËÌ ‰‡ „Ó Ò˙ÊË ‚Ë Ë ËÁÎÂ ÍÛ ‚‡.
8. ◊Ç Â‰ËÌ Ò‚flÚ, ÍÓÈÚÓ Â ÒÚ‡ Ì‡Î ÌÂÔÓ ‰‚Ë ÊÂÌ Ë ıÓÏÓ „Â ÌÂÌ, ‰‡ Ì‡ÔÛ ÒÌÂ¯ ‰ÓÏ‡ Â Â‰ËÌ ÒÚ‚Â ÌËflÚ 

Ì‡˜ËÌ ‰‡ „Ó ·ÂÎÂ ÊË¯ Í‡ÚÓ ‡Á ÎË ̃ ÂÌ ÓÚ ÓÒÚ‡ Ì‡ ÎË ÚÂ ÏÂÒÚ‡.“ MacCannell 1999: 200.
9. íÓ‚‡ ÒÂ ÒÎÛ˜Ë ‚ ÌflÍÓÎÍÓ ÓÚ ‰ËÒÍÛÒËËÚÂ Ì‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡.
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erosion of boundaries, codes, rules, where everything comes together and the differentia-
tion of the worlds-décors introduces the playful re-focusing of our exploring gaze that
leaps from left to right, from right to left.

Notes

1. An exception is the relationship between man and woman which has a tendency toward equality. 
As far as economic and social rights are concerned, these are considerable, but granted, not 
fought for, and in this sense they turn into a tool of the ascendancy.

2. Fourier writes: “From every avenue, from every street a different perspective should open up,
bet it a natural landscape or a public monument. The custom [...] of having streets ending up with 
a wall or a pile of earth, should be avoided. Every house that faces the street should be under 
obligation to have a first-rate decoration, in the garden as well as on the building”. 
Des modifications à introduire dans l'architecture des villes (La Phalangue, Paris 1849: 27) quoted
by Benjamin 2003: 142.

3. Auguste Blanqui, Critique sociale, vol; 1, Paris 1885: 109-11. (Quoted by Benjamin 2003: 144).
4. It should be reminded here that to the alienated, static, unhealthy contemplation in institutionalized 

theatre Rousseau opposes folk entertainment where there is no division between actors
and audience.

5. Or, conversely, in the depopulated centres, turned into ghettoes, in the US and in some places
in the New World.

6. Squat is an illegal occupation of empty homes be it by the needy or people led by revolutionary 
considerations.

7. In a certain sense Disney is not dead, he has had his body cryonically preserved and awaits
a scientific breakthrough that will bring him back to life and cure him.

8. “In a world that has become immobile and homogenous leaving home is the only way to mark
it as different from the rest of the places.”, MacCannell 1999: 200.

9. Famous Bulgarian seaside resort on the Black Sea (tr.)
10. This happened at several of the Visual Seminar discussions.
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Ç‡ÒËÎ ÇË‰ËÌ ÒÍË

àÒÚÓ Ëfl Ú‡ Ì‡ Â‰Ì‡ Ù‡Ò‡ ‰‡1

(·ÂÎÂÊ ÍË ‚˙ıÛ „ÂÓ „‡ ÙËfl Ú‡
Ì‡ ÂÍÎ‡ Ï‡ Ú‡ ‚ ëÓÙËfl)

ôÂ ‚Ë ‡Á Í‡ Ê‡ ‰‚Â ËÒÚÓ ËË, Ó·Â‰Ë ÌÂ ÌË ÓÚ ÚÂÏ‡ Ú‡ Á‡ Ó·‡ Á‡. è˙ ‚‡ Ú‡ ËÒÚÓ Ëfl Â Á‡
Â‰Ì‡ Ù‡Ò‡ ‰‡, ‚ÚÓ ‡ Ú‡ (Ò‡ÏÓ Á‡ÔÓ˜ Ì‡ Ú‡) Â Á‡ „ÂÓ „‡ ÙËfl Ú‡ Ì‡ ÂÍÎ‡ Ï‡ Ú‡ ‚ Â‰ËÌ „‡‰.
ífl· ‚‡ Ó·‡˜Â ‰‡ ÔÂ ‰Û ÔÂ ‰fl, ˜Â ‚ ÚÓ‚‡ ÔÂ‰ ÒÚ‡ ‚fl ÌÂ-ËÁÒÎÂ‰ ‚‡ ÌÂ ËÏ‡ ÏÌÓ„Ó Ò‡ÏÓ ‰Ó -
ÒÚ‡Ú˙ ̃ ÌË ÓÚÍ˙ ÒË, ·ÂÎÂÊ ÍË Ë ÓÚÍÎÓ ÌÂ ÌËfl, ÍÓËÚÓ ÔË ‚Ë‰ ÌÓ ÌflÏ‡Ú ‚˙ ÁÍ‡ Ò ËÒÚÓ Ëfl Ú‡,
ÌÓ ‚ ‡Ï ÍË ÚÂ Ì‡ Ù‡·Û Î‡ Ú‡ ÚÂ Ò‡ ÌÂÓ·ıÓ ‰Ë ÏË.
à Ú˙È Í‡ÚÓ Ë ‰‚ÂÚÂ ËÒÚÓ ËË ÒÂ ‚˙ ÚflÚ ÓÍÓÎÓ Ë‰Âfl Ú‡ Á‡ Ó·‡ Á‡, ÏÓÊÂ ·Ë Â ‰Ó·Â
Ô˙‚Ó ‰‡ ‡Á ÍËfl Í‡Í‚Ë Ò‡ ÏÓËÚÂ ÒÓ· ÒÚ‚Â ÌË ÚÂÓ Â ÚË˜ ÌË ÔÂ ‰‡Á Ò˙ ‰˙ ̂ Ë. 

íÂÓ Â ÚË˜ ÌË ÔÂ‰ ÔÓ ÒÚ‡‚ ÍË

1. é·‡Á˙Ú Â Í‡ ÚË Ì‡ Ë/ËÎË Ì‡‰ ÔËÒ.
2. é·‡Á˙Ú ÏÓÊÂ ‰‡ ÒÂ ËÒÛ ‚‡ ËÎË ÓÔËÒ ‚‡.
3. é·‡Á˙Ú Ë ÌÂ„Ó ‚Ó ÚÓ ÓÔË Ò‡ ÌËÂ Ò‡ Ò˙ÔÓ ÒÚ‡ ‚Ë ÏË, ÌÓ ÌÂ ÏÓ„‡Ú ‰‡ ·˙‰‡Ú Ì‡Ô˙Î ÌÓ Ò˙ÓÚ -
‚ÂÚ ÌË.
3.1. éÔË Ò‡ ÌËÂ ÚÓ Ì‡ Ó·‡ Á‡ Úfl· ‚‡ ‰‡ ÒÂ ÔÂ‰ ÒÚ‡ ‚fl Í‡ÚÓ ‚˙ÁÏÓ ÊÂÌ ‚‡Ë ‡ÌÚ, ‡ ÌÂ Í‡ÚÓ
Â‰ËÌ ÒÚ‚Â ÌÓ ‚˙ÁÏÓ ÊÂÌ Ó·‡Á.
3.2. éÔË Ò‡ ÌËÂ ÚÓ Úfl· ‚‡ ‰‡ ËÁÔÓÎ Á‚‡ ÔÓ‰ ıÓ ‰‡ ‰ÓÔÛ ÒÍ‡ ÌÂ Ì‡ ÔÓ ÚË‚ ÌÓ ÚÓ (Ì‡ Ó·‡ Á‡) Ë
‰ÓÔÛ ÒÍ‡ ÌÂ Ì‡ ‡Á ÎË˜ ÌÓ ÚÓ (Ì‡ Ó·‡ Á‡).
á‡·Â ÎÂÊ Í‡: Ö‰ËÌ ÓÚ ‚‡Ë ‡Ì ÚË ÚÂ Á‡ ‰ÓÔÛ ÒÍ‡ ÌÂ Ì‡ ÔÓ ÚË‚ ÌÓ ÚÓ (ËÎË ‡Á ÎË˜ ÌÓ ÚÓ) Â ÙÛÌÍ -
ˆËfl Ú‡ ◊Á‡ÏÂ ÒÚ‚‡ ÌÂ“.
3.3. éÔË Ò‡ ÌËÂ ÚÓ Ì‡ Ó·‡ Á‡ Â ÒÓˆË‡Î ÌÓ ÔÓ-ÁÌ‡ ̃ Ë ÏÓ ÓÚ Ò‡ÏËfl Ó·‡Á.

Interface – ÓÚ ◊‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ“ Í˙Ï ◊ÂÍ‡Ì“.
à Ó·‡Ú ÌÓ

Interface. ä‡Í‚Ó ÓÁÌ‡ ̃ ‡ ‚‡ inter fa ce Ë Á‡˘Ó ÓÁÌ‡ ̃ ‡ ‚‡ ÚÓ‚‡? èÓÌfl ÚËÂ ÚÓ ÔÂ Ô‡ ̆ ‡ Í˙Ï
ÏÌÓ„Ó ÌÂ˘‡, ÌÓ ÔÓ˜ÚË ‚ÒË˜ ÍË ÚÂ Ò˙‰˙ Ê‡Ú Ó·˘‡ Ú‡ Ë‰Âfl Á‡ ◊‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ“. ÖÚÓ
ÌflÍÓÎ ÍÓ ÓÔÂ ‰Â ÎÂ ÌËfl: ‡) ‚˙ ÁÍ‡ ÏÂÊ‰Û ‰‚Â ‡Á ÎË˜ ÌË ÌÂ˘‡; ·) ÒÔÓ ‰Â ÎÂ Ì‡ „‡ ÌË ̂ ‡,
ÔÂÁ ÍÓflÚÓ ÔÂ ÏË Ì‡ ‚‡ ËÌÙÓ Ï‡ ̂ Ëfl; ‚) ‚˙ ÁÍ‡ Ú‡ ÏÂÊ‰Û ÔÓÚÂ ·Ë ÚÂÎ Ë ÒËÒÚÂ Ï‡ (ÂÍ‡Ì-
ÍÎ‡ ‚Ë‡ ÚÛ ‡); „) ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÏÂÊ‰Û ÍÓÏ Ô˛Ú˙ ÌË ÔÓ „‡ ÏË, ÔË ÍÓÂÚÓ ÒÂ ÓÒ˙ ̆ Â -
ÒÚ‚fl ‚‡ ÔÂ‚Ó‰; ‰) ÔÓ ̂ Â ‰Û Ë, ÍÓ‰Ó ‚Â Ë ÔÓ ÚÓ ÍÓ ÎË, ÍÓËÚÓ ‰‡‚‡Ú ‚˙ÁÏÓÊ ÌÓÒÚ Ì‡ ‰‚Â
ˆflÎÓ ÒÚË ‰‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚‡Ú ˜ÂÁ ËÌÙÓ Ï‡ ̂ Ëfl; Â) ÙËÁË ̃ Â ÒÍ‡ Ú‡ ‚˙ ÁÍ‡ ÏÂÊ‰Û Ú‚˙ ‰Ëfl
‰ËÒÍ Ë ÍÓÌ ÚÓ ÎÂ ‡ Ë ÔÓ-ÍÓÌ ÍÂÚ ÌÓ ÚËÔ˙Ú ÒË„ Ì‡ ÎË, ÍÓËÚÓ ÔÂ ÏË Ì‡ ‚‡Ú ÔÂÁ Ú‡ÁË ‚˙ -
ÁÍ‡; Ê) ÚÓ‚‡, ÍÓÂÚÓ ÒÂ ‚ËÊ‰‡ Ì‡ ÏÓÌË ÚÓ ‡…
àÏ‡ Ë Ó˘Â ÓÔÂ ‰Â ÎÂ ÌËfl, ÌÓ Ì‡È-ËÌÚÂ ÂÒ ÌËflÚ ‚˙ÔÓÒ, ÒÎÂ‰ Í‡ÚÓ ˜Ó‚ÂÍ ÒÂ Á‡ÔÓÁ Ì‡Â Ò
Úflı, Â: ä‡Í Ú‡Í‡ ÚÓ˜Í‡ ·) Â ÒÚ‡ Ì‡ Î‡ ÚÓ˜Í‡ Ê)? ä‡Í Ú‡Í‡ ◊‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ“ ÒÂ Â ÔÂ -
‚˙ Ì‡ ÎÓ ‚ ◊ÂÍ‡Ì“? Ç˙ÔÓÒ˙Ú Â ‚‡ÊÂÌ, Á‡˘Ó ÚÓ ◊ÂÍ‡Ì“ Â ÂÊÂ‰ ÌÂ‚ Ì‡ Ú‡, ◊ÔÓ„Â¯ Ì‡“ Ë
Ï‡ÒÓ ‚‡ ÛÔÓ ÚÂ ·‡ Ì‡ inter fa ce (Ô‡Í ÚË ̃ Â ÒÍË Ú‡ÁË ÛÔÓ ÚÂ ·‡ Â ÔÓ‚ÎË fl Ì‡ ÒËÎÌÓ ÓÚ Ë‰Âfl Ú‡
Á‡ GUI – „‡ ÙË˜ ÌËfl ËÌÚÂ ÙÂÈÒ).
á‡˘Ó ÓÚ ◊Ó·˘Û ‚‡ ÌÂ, ÔÂ‚Ó‰, ÒÔÓ ‰Â Îfl ÌÂ“ ÔÓÌfl ÚËÂ ÚÓ ÒÂ Â ËÁÏÂ ÒÚË ÎÓ Í˙Ï ◊ÂÍ‡Ì,
ËÁÎ˙˜ ‚‡ ÌÂ, Ó·‡Á“? åËÒÎfl ÒË, ˜Â ÚÓÁË ÔÂ ıÓ‰ Â ÚÓÎ ÍÓ ‚‡ ı‡‡Í ÚÂ ÂÌ Á‡ Ò˙‚Â ÏÂÌ -
ÌÓÒÚ Ú‡, ˜Â ·Ë ÏÓ„˙Î ‰‡ Ó·ı‚‡ ÌÂ ÔÓ ·ÎÂ ÏË ÚÂ ÓÍÓÎÓ ‚ÒÂÍË ÚËÔ ÚÂı ÌÓ ÎÓ „Ëfl Ë Â ·‡Ì‡ ÎÂÌ
‡ÍÓ „Ó ËÁ‡ ÁËÏ Ú‡Í‡: ÌËÂ ÒÂ ÓÚÌ‡ Òfl ÏÂ Í˙Ï ÚÂı ÌÓ ÎÓ „Ëfl Ú‡ ÔËÌ ̂ ËÔ ÌÓ Ò ÌÂ‡Á ·Ë ‡ ÌÂ,
ÌÓ fl ËÁÔÓÎ Á‚‡ ÏÂ, ÂÚÓ Á‡˘Ó (‚Â˜Â) ÌÂ ÒÏÂ ‰Âfl ÚÂ ÎË, ‡ ÔÓÚÂ ·Ë ÚÂ ÎË.
èÓ Ò˙˘Ëfl Ì‡˜ËÌ, Í‡ÍÚÓ ÒÏÂ ÔÂ ‚˙ Ì‡ ÎË ÍÓÏ Ô˛Ú˙ ‡ ‚ ◊ËÌÚÂ ÙÂÈÒ“, Ú‡Í‡ ÒÏÂ ÔÂ ‚˙ -
Ì‡ ÎË Ë ëÓÙËfl ‚ ÂÍ‡Ì. àÏÂÌ ÌÓ ÚÓÁË ÔÂ ıÓ‰ (ÏÂÊ‰Û Ë‰Âfl Ú‡ Á‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ Ë ÌÂÈ -
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Vassil Vidinsky

The History of a Façade1

(notes on the geography of advertising in Sofia)

I am going to tell you two stories brought together by the theme of the image. The first is
about a façade and the second (it has only been started) is about the geography of adver-
tising in a city. I should make a warning, however, that this presentation/study has many
self-contained parts, notes and digressions which seem not to bear any relation to the
story but they are necessary with regard to the narrative. 
And since both stories revolve around the concept of the image, perhaps it would be bet-
ter to reveal my own theoretical prejudices first. 

Theoretical framework

1. An image is a picture or/and a label.
2. An image can be drawn or described.
3. An image and its description are comparable but they do not fully overlap.
3.1. The description of an image should be presented as a possible scenario, not as the
only possible image. 
3.2. The description should incorporate the approach of assuming the opposite of the
image (reduction ad absurdum) and of assuming the different of the image (reduction ad
differo).
Note: One of the variants of assuming the opposite (or of the different) is the function of
substitution.
3.3. The description of an image is socially more significant than the image itself.

Interface – from “interaction” toward “screen”.
And vice versa

Interface. What does interface mean and why does it mean this? The concept refers to
many things but most of them contain the common idea of interaction. Here are several
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Ì‡ Ú‡ ÌÂÓ Ò˙ ̆ Â ÒÚ‚Ë ÏÓÒÚ) Â ‚ ÓÒÌÓ ‚‡ Ì‡ ‡Á Ë ‚‡ ÏÂÊ‰Û Ó·‡ Á‡ Ì‡ ëÓÙËfl Ë ÊËÚÂ ÎË ÚÂ
Ì‡ ëÓÙËfl.

Interface Sofia. ÄÁ Ó·‡˜Â ÌÂ ÒÏfl Ú‡Ï, ˜Â ÚÓ‚‡, ÍÓÂÚÓ ÓÔË Ò‡ı ÔÓ-„ÓÂ Â Ì‡Ô˙Î ÌÓ ÍÓÂÍÚ -
ÌÓ Ë ËÒÍ‡Ï ‰‡ ÔÓÍ‡ Ê‡, ˜Â ◊Á‡‰ ÂÍ‡ Ì‡“ ÌÂ˘Ó ÒÂ ÒÎÛ˜ ‚‡ Ë ÚÓ‚‡, ÍÓÂÚÓ ÒÚ‡‚‡, Â ÓÚÌÓ ‚Ó
◊‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ“: àÌÚÂ ÙÂÈÒ ëÓÙËfl = ÇÁ‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ ëÓÙËfl.
åÓÊÂ ÎÂÒÌÓ ‰‡ ÒÂ ‚˙Á‡ ÁË: ÌÂ Â ÎË ëÓÙËfl Ì‡ËÒÚË Ì‡ Ò‡ÏÓ ˆÂÌ Ú‡Î ÌÓ ÚÓ (ÒÚÓ ÎË˜ ÌÓ)
ÏflÒÚÓ Á‡ Ó·Î˙˜ ‚‡ ÌÂ, Â‰ËÌ Ó„Ó ÏÂÌ ÂÍ‡Ì. í‡ ÌËÂ ÌflÏ‡ ÏÂ ÌËÍ‡Í ̇ ‚ ÍÓÌ ÚÓÎ ‚˙ıÛ
Ó·‡ Á‡ Ì‡ „‡‰‡, ÌËÂ ÒÏÂ ÔÓ ÒÚÓ Ò‚Ë ‰Â ÚÂ ÎË Ì‡ ÌÓ‚‡ Ú‡ ‡ıË ÚÂÍ ÚÛ ‡, Ì‡ Û‚Â ÎË ̃ ‡ ‚‡ ̆ Ë -
ÚÂ ÒÂ ÂÍÎ‡ ÏË, Ì‡ ÒÚ‡Ì ÌÓ ÚÓ ‡Á ·Ë ‡ ÌÂ Á‡ ıË„Ë Â Ì‡... é˜Â ‚Ë‰ ÌÓ Â Ú‡Í‡, ÌÓ ÏË ÒÂ ËÒÍ‡
‰‡ Ì‡‰ ÌË ÍÌ‡ Á‡‰ Ó˜Â ‚Ë‰ ÌÓ ÚÓ, Á‡‰ Ó·‡Á ÌÓ ÚÓ Ë ‰‡ ÓÔË¯‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ, ÍÓÂÚÓ
Á‡·Â Îfl Á‡ı.

ÇÁ‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ ëÓÙËfl. äÓÂ Â ÚÓ‚‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ? ä˙‰Â Â?
ÅÂÁ ÚÓ‚‡ ‰‡ Â ÓÒÌÓ‚ Ì‡ ÚÂÏ‡ Ì‡ ÏÓÂÚÓ ËÁÒÎÂ‰ ‚‡ ÌÂ, ‡Á ˘Â ‰‡Ï ÔÓÌÂ ‰‚‡ ÓÚ„Ó ‚Ó ‡ Ì‡
ÚÓ‚‡ ÔËÚ‡ ÌÂ. è˙ ‚ËflÚ ˘Â ‡Á Í‡ ÊÂ Á‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ ÏÂÊ‰Û ÏËÌ‡ ÎÓ ÚÓ Ë ·˙‰Â ̆ Â -
ÚÓ, ÏÂÊ‰Û ‰‚‡ ÂÍÎ‡ ÏÌË Ò‚flÚ‡ (I ˜‡ÒÚ). ÇÚÓ ËflÚ ˘Â ‡Á Í‡ ÊÂ Á‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ
ÏÂÊ‰Û ÂÍÎ‡ Ï‡ Ú‡ Ë ıÓ‡ Ú‡ (II ˜‡ÒÚ). íÓ‚‡ Â ‰Û „ËflÚ ÔÓ„ÎÂ‰ Í˙Ï ÚÂÁË ‰‚ÂÚÂ ËÒÚÓ ËË.

I ̃ ‡ÒÚ
î‡Ò‡ ‰‡ Ú‡ Ë Ó·‡ Á˙Ú

ëÎÛ˜ Í‡ Ú‡. ÇÂÓ flÚ ÌÓ ÌflÍ ̇ ‰Â ÔÂÁ 70-ÚÂ „Ó‰Ë ÌË Ì‡ ïï  ‚ÂÍ Ì‡ ·ÛÎ. ◊ÉÂÓ „Ë ÑËÏË ÚÓ‚“
(‰Ó ‹ 13) ‚˙ıÛ Ù‡Ò‡ ‰‡ Ú‡ Ì‡ Â‰Ì‡ Ò„‡ ‰‡ Â ÔÓÒÚ‡‚ ÂÌ ÌÂÓ·Ë ̃ ‡ ÂÌ Ò‚ÂÚ ÎË ÌÂÌ Ì‡‰ ÔËÒ:
Ño Å˙Î „‡ ÒÍ‡ ÍËÌÂ Ï‡ ÚÓ „‡ ÙËfl, Éì äËÌÂ ÙË Í‡ ̂ Ëfl – ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ ÙËÎÏË. ëÎÂ‰ 10-15
„Ó‰Ë ÌË Ì‡‰ ÔËÒ˙Ú ‚Â˜Â ÌÂ Ò‚ÂÚË, ‡ Ò„‡ ‰‡ Ú‡ ËÏ‡ ÌÛÊ‰‡ ÓÚ ÓÒ‚Â Ê‡ ‚‡ ÌÂ. ëÎÂ‰ Ó˘Â 5
„Ó‰Ë ÌË ÚÓÁË Ó·‡Á ˘Â ÒÚÓË Á‡· ‡ ‚ÂÌ. çÂÌÛ ÊÂÌ, ‚Ë‰ËÏ Ë Á‡· ‡ ‚ÂÌ.
ó‡Í ÒÎÂ‰ 2000 „. Ì‡‰ ÔËÒ˙Ú Ì‡Ô˙Î ÌÓ ËÁ˜ÂÁ ‚‡. çÓ Ì‡ ÌÂ„Ó ‚Ó ÏflÒÚÓ ÒÂ ÔÓfl‚fl ‚‡ ‰Û„:
ç‡È-ÔÓ ‰‡ ‚‡ ÌË ÚÂ ·ÎË Á‡Î ÍË ‚ Ò‚ÂÚ‡ – Chupa Chups. ÇÏÂ ÒÚÓ ‰‡ Ò‚ÂÚË, ÚÓÈ Â ˆ‚Â ÚÂÌ... Ë
ÓÒ‚Â ÚÂÌ. åflÒÚÓÚÓ Â Ò˙˘Ó ÚÓ, ÌÓ Â ‰Û„Ó. êÂÍÎ‡ Ï‡ Ú‡ ‚Â˜Â Ó·ı‚‡ ̆ ‡ Ë Ò˙ÒÂ‰ Ì‡ Ú‡ ˜‡ÒÚ ÓÚ
Ò„‡ ‰‡ Ú‡ (2 Ô˙ÚË ÔÓ‚Â ̃ Â ÔÎÓ˘), ÌÓ ÒÂ ‚ËÊ‰‡ ÔÓ-ÎÓ¯Ó (‚ÏÂ ÒÚÓ Ô‡ÏÂÚ ÌË Í˙Ú Ì‡ ãÂÌËÌ,
ÒÚÓË ÒÚ‡ ÚÛfl Ú‡ ◊ë‚. ëÓÙËfl“ Ë ÌflÍ‡Í ‚‡ ÌÓ‚‡ ·ËÁ ÌÂÒ Ò„‡ ‰‡). à ‡‰ÂÒ˙Ú Â ‰Û„ – ·ÛÎ.
◊å‡Ëfl ãÛËÁ‡“ (‰Ó ‹ 13).

é·flÒ ÌÂ ÌËÂ. íÂÁË ‰‚Â ÂÍÎ‡ ÏË Ò‡ ÒËÏ ÔÚÓ ÏË. ÇÒ˙ ̆ ÌÓÒÚ ÚÂ ÌÂ Ò‡ ÚËÔË˜ ÌË, ‰ÓË ÌÂ Â
Ò˙‚ÒÂÏ ÚÓ˜ÌÓ ‰‡ „Ë Ì‡Ë ̃ ‡ ÏÂ ÂÍÎ‡ ÏË, ÌÓ Ò˙Ò ÒË„Û ÌÓÒÚ Ò‡ ‰Ë‡„ ÌÓ Á‡ Á‡ ‚Â ÏÂ ÚÓ, ‚
ÍÓÂÚÓ Ò‡ ÒÂ ÔÓfl‚Ë ÎË. á‡‰ ‚ÒflÍ‡ ÓÚ Úflı ËÏ‡ ‡Á ÎË ̃ ÂÌ ÏÓÚË‚, ‡Á ÎË˜ Ì‡ ˆÂÎ, ‡Á ÎË˜ ÌË
Ó˜‡ Í‚‡ ÌËfl, ‡Á ÎË˜ Ì‡ ÍÛÎÚÛ ‡. Ä Ò‡Ï‡ Ú‡ Ù‡Ò‡ ‰‡ Â ÏflÒÚÓ ÚÓ Á‡ ÒÂ˘‡ Ì‡ ÚÂÁË ‰‚‡ ‡Á -
ÎË˜ ÌË, ÌÓ ‚ÒÂ Ô‡Í ÔÂ ÒË ̃ ‡ ̆ Ë ÒÂ Ò‚flÚ‡, Ì‡ ÚÂÁË ‰‚‡ ÍÓÌ ̂ ÂÔ ÚÛ ‡Î ÌÓ ‡Á ÎË˜ ÌË ÔÓ‰ ıÓ ‰‡ Ë
Í˙Ï ‚ËÁÛ‡Î ÌÓ ÚÓ, Ë Í˙Ï ÂÍÎ‡ ÏÌÓ ÚÓ. ñÂÎÚ‡ ÏË ˘Â ·˙‰Â ‰‡ ÓÚÍËfl ÍÓË ËÏÂÌ ÌÓ Ò‡ ÏÂÒÚ‡ -
Ú‡ Ì‡ ÌÂÒ˙ ‚ÏÂ ÒÚË ÏÓÒÚ Ë ÍÓË Ì‡ ÔÂ ÒË ̃ ‡ ÌÂ. àÎË Ò ‰Û„Ë ‰ÛÏË – Í‡Í ÒË ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚‡Ú2.

ê‡Ï ÍË ÚÂ. íÓ‚‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ËÏ‡ ‰‚Â ÔÓ‰Ë ÒÚÓ ËË, ‰‚Â ÌË¯ÍË. è˙ ‚‡ Ú‡ Â Ú‡ÁË Á‡
ÔÂ ıÓ ‰‡ ‚ ÂÍÎ‡ Ï‡ Ú‡: ÓÚ ÎÓÁÛÌ „‡ Í˙Ï ÌÓ‚Ë Ì‡ Ú‡. ÇÚÓ ‡ Ú‡ Â Á‡ ÔÂ ıÓ ‰‡ ‚ Ó·‡ Á‡: ÓÚ
ËÏÂÚÓ Í˙Ï Í‡ ÚË Ì‡ Ú‡. çÓÒË ÚÂ ÎflÚ Ì‡ ÎÓÁÛÌ „‡ Ë ËÏÂÚÓ Â ÂÍÎ‡ Ï‡ Ú‡ ◊ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ
ÙËÎÏË“, ÌÓÒË ÚÂ ÎflÚ Ì‡ ÌÓ‚Ë Ì‡ Ú‡ Ë Í‡ ÚË Ì‡ Ú‡ Â ÂÍÎ‡ Ï‡ Ú‡ ◊ç‡È-ÔÓ ‰‡ ‚‡ ÌË ÚÂ ·ÎË Á‡Î ÍË
‚ Ò‚ÂÚ‡“. 
à ‰‚‡Ú‡ ÔÂ ıÓ ‰‡ Ò‡ ÏÌÓ„Ó ÔÓ-ÓÔÎÂ ÚÂ ÌË Ë ËÌÚÂ ÂÒ ÌË, ÓÚÍÓÎ ÍÓ ÚÓ ÚÓ‚‡, ÍÓÂÚÓ ‡Á ˘Â ‚Ë
ÔÂ‰ ÒÚ‡ ‚fl, ÌÓ ·Ëı ËÒÍ‡Î ‰‡ Ó˜Â Ú‡fl ÔÓÌÂ ÚÂı ÌË ÚÂ ‡ÏÍË3.

Ä. è˙‚‡ ‡ÏÍ‡ – ÎÓÁÛÌ „˙Ú Â ÌÂ˘Ó, ÍÓÂÚÓ ÒÂ ÒÍ‡Ì ‰Ë ‡.
ÖÒÚÂ ÒÚ‚Â ÌÓ, Á‡ ‚ÒflÍÓ ÒÍ‡Ì ‰Ë ‡ ÌÂ Úfl· ‚‡ Á‡‰˙Î ÊË ÚÂÎ ÌÓ ‰‡ ËÏ‡ ıÓ‡, ÂÌÚÛ ÒË‡Á˙Ï Ë
ÌflÍ‡Í ‚‡ Ë‰Âfl Á‡‰ Úflı. éÒ‚ÂÌ ÚÓ‚‡ ÎÓÁÛÌ „˙Ú Â ÒËÎ‡, Á‡˘Ó ÚÓ (‚˙ÔÂ ÍË ˜Â ÌÂ Â ÌÂÓ·ıÓ -
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definitions: a) a connection between two different things; b) a shared boundary across
which information passes; c) the connection between a user and a system (screen-key-
board); d) interaction between two computer programmes whereby translation takes
place; e) procedures, codes and protocols which enable two entities to interact by means
of information; f) the physical connection between the hard disk and the controller, and
more specifically the type of signals that pass through this connection; g) that which is
seen on the screen …
There are more definitions but the most interesting question that arises after one
acquaints oneself with them is how does point b) become point g)? How has “interaction”
become “screen”? This question is important because “screen” is the everyday, “wrong”
and mass use of interface (in practice this use has been strongly influenced by the idea
about Graphical User Interface – GUI).
Why has the concept moved from “interaction, communication, translation, sharing”
toward “screen, transmission, image”? It seems to me that this transition is so characteris-
tic of the present that it could encompass the problems around every type of technology
and it is banal if we express it in the following way: we approach technology with general
incomprehension but we use it, hence we are (no longer) agents, we are users.
In the same way, just as we have turned the computer into interface, so have we turned
Sofia into a screen. It is this transition (from the idea of interaction to the impossibility to
realize it) that lies at the heart of the rupture between the image of Sofia and the inhabi-
tants of Sofia.

Interface Sofia. However, I do not think that what I have described is fully accurate and I
would like to show that “behind the screen” something is going on, and what is happening
is “interaction” again: Interface Sofia = the Interaction Sofia. One could easily object: is
not Sofia really only the central (capital) place for irradiation, a huge screen. After all, we
do not have any control whatsoever over the image of the city, we are simply witnesses of
the new architecture, of the increasing amount of advertisements, of the odd understand-
ing of hygiene... This is obviously the case but I would like to peek behind the obvious,
behind the image and to describe the interaction which I have noticed.

The interaction Sofia. Which is this interaction? Where is it? 
Although this is not the subject of my study, I will provide at least two answers. The first
will refer to the interaction between the past and the future, between two advertising
worlds (part one). The second answer will elaborate on the interaction between advertising
and people (part two). This is the other perspective on these two stories.

Part one
The façade and the image

The story. Perhaps sometime in the 1970s on the façade of a building on Georgi Dimitrov
Boulevard (close to No 13) an unusual illuminated sign is placed: Bulgarian state cine-
matography, Cinefication Head Office – See the new films. 10 or 15 later years on the sign's
lights do not work any more and the building needs some renovation.  After another 5
years this image will stay there forgotten. Unnecessary, visible and forgotten.
It is only after the year 2000 that the sign disappears completely. But another one appears
in its place: The world's best-selling lollipops – Chupa Chups. It does not have lights but it is
colourful … and lit up. The place is the same yet it is different. The advertisement already
encompasses the neighbouring part of the building (the area is twice as large), but it is
not seen any better (instead of Lenin's monument, there is the statue of St Sophia and
some new business building). The address is different too – Maria Louisa Boulevard (next
to No 13).
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ëÓÙËfl, 
Ì‡ ·ÛÎ. ◊ÉÂÓ „Ë ÑËÏË ÚÓ‚“ 
(ÔÓ Í˙ÒÌÓ ·ÛÎ. ◊å‡Ëfl ãÛËÁ‡“) 
‰Ó ‹13

Sofia, on Georgi Dimitrov Blvd.
(later Maria Louisa Blvd.) 
next to No13
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‰Ë ÏÓ ÔÂ ÙÓ Ï‡ ÚË ‚ÂÌ) ÏÓÊÂ ‰‡ ÒÂ ÔÂ ‚˙ ÌÂ ‚ ‰ÂÎÓ. èÓÎÓ ÊÂ ÌËÂ ÚÓ ◊ÒÎÓ ‚Ó ÚÓ ‚ ‰ÂÎÓ“ Â
‚flÌÓ, ËÏÂÌ ÌÓ Á‡˘Ó ÚÓ ÎÓÁÛÌ „˙Ú Ì‡ÚÛÔ ‚‡ ‚ ÒÂ·Â ÒË ÂÌÂ „Ëfl Ë Ò˙‰˙ Ê‡ ˆÂÎ. ë ‰Û„Ë
‰ÛÏË: Ì‡ÏÂ Â ÌËÂ ÚÓ, ‡ÍÓ ÒÚ‡ÌÂ ÎÓÁÛÌ„, ÏÓÊÂ ‰‡ ÒÂ ÔÂ ‚˙ ÌÂ Ë ‚ ‰ÂÎÓ. àÌÚÂ ÂÒ ÌÓ Â,
˜Â ÂÍÎ‡ ÏË ÚÂ ÚËÔ ◊ÎÓÁÛÌ„“ ‚fl ‚‡Ú Ë ‡Á ̃ Ë Ú‡Ú ÌÂ ÚÓ˜ÌÓ Ì‡ Ú‡ÁË ÔÓÂ‰ ÌÓÒÚ (◊Ì‡ÏÂ Â -
ÌËÂ-ÎÓÁÛÌ„-‰ÂÎÓ“), ‡ Ì‡ ÌÂÈ Ì‡ Ú‡ ÔÓ ÚË ‚Ó ÔÓ ÎÓÊ ÌÓÒÚ – ◊ÎÓÁÛÌ„-Ì‡ÏÂ Â ÌËÂ-‰ÂÎÓ“. Ä
ÚÓ‚‡ ÓÁÌ‡ ̃ ‡ ‚‡, ˜Â Í‡ÍÚÓ ıÓ‡ Ú‡ ˜ÂÁ ÎÓÁÛÌ „Ë ÏÓ„‡Ú ‰‡ Ô‡ ‚flÚ ÔÓ ÏÂ ÌË, Ú‡Í‡ Ë ˜ÂÁ
ÎÓÁÛÌ „Ë ÏÓ„‡Ú ‰‡ ÒÂ ÔÓ ÏÂ ÌflÚ ıÓ‡. íÓÁË ÚËÔ ÂÍÎ‡ ÏË ‚fl ‚‡Ú, ˜Â ÒËÎ‡ Ú‡ ÌÂ Â ÔÓ ÒÚÓ
‚ ıÓ‡ Ú‡, ‡ ‚ ÎÓÁÛÌ „‡. ÄÍÓ ÒÂ Ì‡ÏÂ Ë ÔÓ‰ ıÓ ‰fl˘ ËÁ‡Á, ÚÓÈ ÏÓÊÂ ‰‡ ÔÓ ÏÂ ÌË ÁÌ‡ ÌËÂ -
ÚÓ (ËÎË Ò˙ÁÌ‡ ÌËÂ ÚÓ) Ë ‰‡ ·˙‰Â Û·Â ‰Ë ÚÂ ÎÂÌ.
êÂÍÎ‡ Ï‡ Ú‡ ÚËÔ ◊ÎÓÁÛÌ„“ ÌËÍ‡Í ÌÂ Â ÚÓÎ ÍÓ ‚‡ ÔÂ ‰‚Ë ‰Ë Ï‡, Í‡ÍÚÓ Ò˙Ï fl ÓÔË Ò‡Î, ÌÓ ÚÓ‚‡
Â ÌÂÈ Ì‡ Ú‡ Ô˙‚‡ ‡ÏÍ‡: ÎÓÁÛÌ „˙Ú Ò˙‰˙ Ê‡ ÒËÎ‡ Ú‡ ‚ ÒÂ·Â ÒË.

Å. ÇÚÓ‡ ‡ÏÍ‡ – ËÏÂÚÓ Í‡ÚÓ ÎÓÁÛÌ„.
èÓ‚Â ̃ Â ÚÓ ‚˙Ì ̄ ÌË ◊ÂÍÎ‡ ÏË“ ÓÚ 70-ÚÂ Ë 80-ÚÂ „Ó‰Ë ÌË Ì‡ ïï ‚ÂÍ ËÁÔÓÎ Á‚‡Ú ËÏÂÚÓ Í‡ÚÓ
ÓÚÎË ̃ Ë ÚÂ ÎÂÌ ·ÂÎÂ„ Ë Í‡ÚÓ ÔÓÒÎ‡ ÌËÂ. à ÌË˘Ó ‰Û„Ó ÓÒ‚ÂÌ ËÏÂÚÓ: ◊Ñ˙ Ê‡‚ Ì‡ ÒÔÂ ÒÚÓ‚ -
Ì‡ Í‡Ò‡“, ◊Ñ˙ Ê‡‚ Ì‡ ÎÓÚ‡ Ëfl“ (Ì‡ ˙„˙Î‡ Ì‡ ◊ñ‡ ä‡ÎÓ flÌ“ Ë ◊ÄÎ‡ ·ËÌ“); ◊äË ÒÚ‡Î“ (Ì‡
˙„˙Î‡ Ì‡ ◊6-ÚË ÒÂÔ ÚÂÏ ‚Ë“ Ë ◊ÄÍÒ‡ ÍÓ‚“, Ì‡‰ ÔËÒ˙Ú ‚ÒÂ Ó˘Â ÒÚÓË); ◊åÓ‰Ì‡ Í˙˘‡ Ç‡ÎÂÌ -
ÚË Ì‡“ (◊ÄÎ‡ ·ËÌ“ 58); ◊ïë èÚËˆË“, ◊ëÚÓÍË Ò Ì‡Ï‡ ÎÂ ÌËÂ“ (·ÛÎ. ◊ëÚÂ Ù‡Ì ëÚ‡Ï ·Ó ÎÓ‚“ 33,
·Ë‚¯ ◊ÉÂÓ „Ë äË ÍÓ‚“); ◊Ñëé Å˙Î „‡ ÒÍ‡ Á‡ı‡ – èÂ‰ ÒÚ‡ ‚Ë ÚÂ ÎÂÌ Ï‡„‡ ÁËÌ“ (◊ÖÍÁ‡ı
âÓÒËÙ“ 19); ◊éÍ‡ ÁËÓ ÌÂÌ Ï‡„‡ ÁËÌ“ (·ÛÎ. ◊å‡Ëfl-ãÛËÁ‡“ 59, ·Ë‚¯ ◊ÉÂÓ „Ë ÑËÏË ÚÓ‚“);
◊Ñëé ÇÚÓ Ë˜ ÌË ÒÛÓ ‚Ë ÌË“ (Ì‡ ˙„˙Î‡ Ì‡ ·ÛÎ. ◊å‡Ëfl-ãÛËÁ‡“ Ë ◊èÓÔ ÅÓ„Ó ÏËÎ“);
◊ë˙‚ÂÚ ÒÍ‡ ÍÌË„‡“ (Ì‡ ˙„˙Î‡ Ì‡ ◊ÄÎ‡ ·ËÌ“ Ë ·ÛÎ. ◊ÇËÚÓ ̄ ‡“); ◊ÖÎÂÍ ÚÓ ‰ÓÏ“ (·ÛÎ. ◊ÑÓÌ ‰Û -
ÍÓ‚“ Ë ◊å‡ÎÍÓ í˙ ÌÓ ‚Ó“, ·Ë‚ ̄ Ëfl ◊åÎ‡‰ÂÊÍË ÚÂ‡ Ú˙“) Ë ÏÌÓ„Ó ‰Û„Ë Ò‚Â ÚÂ ̆ Ë Ì‡‰ ÔË -
ÒË: ◊èÓ‰‡ ˙ ̂ Ë“, ◊êÂÏÓÌ ÚË“, ◊êÂÒÚÓ ‡ÌÚ“, ◊åÓ‰‡“, ◊èÎÓ ‰Ó ‚Â“, ◊ïë ÑÂÎË Í‡ ÚÂ ÒË“, ◊ïë
ÑÂÚ ÒÍË ı‡ÌË“... íÓ‚‡ ‰ÂÈ ÒÚ‚Ë ÚÂÎ ÌÓ Ò‡ Ì‡‰ ÔË ÒË Ë ÔÓ‚Â ̃ Â ÚÓ ÓÚ Úflı ÒÂ ÓÚÌ‡ ÒflÚ Í˙Ï
Í‡ÚÂ „Ó Ëfl Ú‡ Ì‡ ÒÚÓ Í‡ Ú‡, ‡ ÌÂ Í˙Ï ÔÓ ËÁ ‚Ó ‰Ë ÚÂ Îfl ËÎË ÍÓÌ ÍÂÚ ÌËfl ÔÓ ‰ÛÍÚ (ÌÂ˘Ó
ÂÒÚÂ ÒÚ‚Â ÌÓ ‚ Ú‡Í˙‚ ÚËÔ ËÍÓ ÌÓ ÏË ̃ Â ÒÍ‡ ÒÂ‰‡). èÓ ÚÓÁË Ì‡˜ËÌ ÂÍÎ‡ Ï‡ Ú‡ ◊èÓ‰‡ ˙ ̂ Ë“
ÓÚÔ‡ ̆ ‡ ËÏÂÌ ÌÓ Í˙Ï Â‰Ì‡ ÏÌÓ„Ó ¯ËÓ Í‡ Ë ÌÂflÒ Ì‡ Í‡ÚÂ „Ó Ëfl ‚ ‡Á ‰ÂÎ ◊ÔÂ‰ Ì‡Á Ì‡ ̃ Â -
ÌËÂ Ì‡ ÔÓ ‰ÛÍ ÚË ÚÂ“ Ë ÔÓ-ÒÍÓÓ ÙÛÌÍ ̂ Ë Ó ÌË ‡ Í‡ÚÓ ÛÍ‡ Á‡ ÚÂÎ Ì‡ Ú‡·Â Î‡, ‡ ÌÂ Í‡ÚÓ
ÂÍÎ‡ Ï‡, Í‡ÍÚÓ ÌËÂ ÒÏÂ Ò‚ËÍ Ì‡ ÎË ‰ÌÂÒ. í‡Í‡ Úfl ÒÂ ÔÂ‚ ˙ ̆ ‡ ÔÓ-ÒÍÓÓ ‚ ÔÂ¯Â ıÓ ‰ÂÌ
ÁÌ‡Í. í‡Í‡ ‚ÚÓ ‡ Ú‡ ‡ÏÍ‡ Â ‡Ï Í‡ Ú‡ ÓÍÓÎÓ ËÏÂÚÓ. àÏÂÚÓ Â Ò‡ÏÓ ÔÓ ÒÂ·Â ÒË ◊ÂÍÎ‡ -
Ï‡“. àÏÂÚÓ Â ÎÓÁÛÌ„. éÒÚ‡ Ì‡ Î‡ Ú‡ ˜‡ÒÚ ÓÚ Ó·‡ Á‡ (‡ÍÓ ‚˙Ó· ̆ Â ËÏ‡ Í‡ ÚË Ì‡), ÌÂ
Ò˙‰˙ Ê‡ ÌÓ‚Ë Ì‡. ÑÓÒÚ‡Ú˙ ̃ ÌÓ Â Ì‡ Í‡Î Í‡ Ì‡ Ì‡ Ò„‡ ‰‡ Ú‡ ‰‡ Â Ì‡ÔË Ò‡ ÌÓ ◊íÂı ÌÓ ÂÍ -
ÒÔÓÚ ÒÚÓÈ“ Ë ‰‡ ÔË Ò˙ ÒÚ‚‡ Á‡Ô‡ ÁÂ ÌËfl ÒËÏ ‚ÓÎ (ÎÓ„Ó ÚÓ).

ÅÂÎÂÊ Í‡: í‡ÁË ‚ÚÓ‡ ‡ÏÍ‡ (‡Ï Í‡ Ú‡ ÓÍÓÎÓ ËÏÂÚÓ) Ò˙˘Â ÒÚ‚Û ‚‡ Ë ‰ÌÂÒ. èÂ‰Ë Úfl Â
·ËÎ‡ ‰ÓÏË ÌË ‡ ̆ ‡, ÌÓ ‰ÌÂÒ ‚ ÌËÍ‡Í ̇ ‚ ÒÎÛ ̃ ‡È ÌÂ Â ËÁ˜ÂÁ Ì‡ Î‡ (‚Ê. Coca-Cola Ë ‰Û„Ë
ËÁ‚ÂÒÚ ÌË Ï‡ÍË). ÑÌÂÒ ÏÌÓ„Ó fl‰ÍÓ ÌflÍÓÈ ÒË ÔÓÁ‚Ó Îfl ‚‡ Â‰ËÌ ÒÚ‚Â ÌÓ ËÏÂÚÓ ÏÛ ‰‡
ÔË Ò˙ ÒÚ‚‡ ‚ ÂÍÎ‡ Ï‡ Ú‡. ÄÍÓ ÙË Ï‡ Ú‡ ÌflÏ‡ ‰ËÂÍÚ ÌË ÓÚÌÓ ̄ Â ÌËfl Ò ÔÓÚÂ ·Ë ÚÂ ÎË ÚÂ (Ú.Â.
Í‡È ÌËflÚ ÔÓÚÂ ·Ë ÚÂÎ ÌÂ ËÏ Â ÍÎË ÂÌÚ), ÚÓ‚‡ Â ÔÓ-‚ÂÓ flÚ ÌÓ, ÌÓ Ú‡Í˙‚ ÚËÔ ÂÍÎ‡ Ï‡ Â
ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ ÔÓ-fl‰ÍÓ ÒÂ ̆ ‡ Ì‡ ‚ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡. ÑÛ„Ó ÛÒÎÓ ‚ËÂ ÏÓÊÂ ‰‡ Â ËÁ‚ÂÒÚ -
ÌÓÒÚ Ú‡ – ÚÓ„‡ ‚‡ ËÏÂÚÓ Â ‰ÓÒÚ‡Ú˙ ̃ ÌÓ. èÓ Ô‡ ‚Ë ÎÓ Ó·‡˜Â Úfl· ‚‡ ‰‡ ËÏ‡ ◊Í‡ ÚËÌ Í‡“
(ËÏ‡ ÌÂÓ·Ë ̃ ‡È ÌË Ë Á‡ÚÓ ‚‡ ÏÌÓ„Ó ÂÙÂÍÚ ÌË ËÁÍÎ˛ ̃ Â ÌËfl). ◊ä‡ ÚËÌ Í‡ Ú‡“ ÌÂ Â ÔÓ ÒÚÓ
Ó·‡Á – Í‡ ÚËÌ Í‡ Ú‡ Â ÍÓÌ ÍÂÚ ÌÓ ËÁÓ ·‡ ÊÂ ÌËÂ Ë ËÏÂÌ ÌÓ Ú‡ÁË ‡Á ÎË Í‡ Â Ò˙˘Â ÒÚ‚Â Ì‡.
◊é·‡Á“ Â Ë ËÏÂÚÓ, Ë ÏflÒÚÓ ÚÓ, Ë Í‡ ÚË Ì‡ Ú‡ – ‚ÒË˜ ÍÓ ÚÓ‚‡ ÔÓÓÚ ‰ÂÎ ÌÓ Ë Á‡Â‰ ÌÓ. íÓ‚‡,
ÍÓÂÚÓ ËÒÍ‡Ï ‰‡ Ò˙Ó· ̆ fl Â, ˜Â ‚ Ò˙‚Â ÏÂÌ Ì‡ Ú‡ ÂÍÎ‡ Ï‡ ËÏ‡ Ì‡ı ÎÛ ‚‡ ÌÂ ÌÂ Ì‡ Ó·‡Á ÌÓ -
ÚÓ, ‡ Ì‡ Í‡ ÚËÌ ÌÓ ÚÓ.

ïËÔÓ ÚÂ Á‡: åÓÊÂ ·Ë ‡Á ÎË Í‡ Ú‡ Â, ˜Â ÔÂ‰Ë ËÏÂÚÓ Â ·ËÎÓ ÎÓÁÛÌ„, ‡ ‰ÌÂÒ ÚÓ ÒÂ Â ÔÂ -
‚˙ Ì‡ ÎÓ ‚ Í‡ ÚË Ì‡...

Ç. íÂÚ‡ ‡ÏÍ‡ – ÌÓ‚Ë Ì‡ Ú‡ Â ‚ ÔÓ‚ ÚÓ Â ÌËÂ ÚÓ.
ëÂ„‡ ˘Â ÔÂ‰ ÒÚ‡ ‚fl ‚ÚÓ Ëfl ÚËÔ ÂÍÎ‡ Ï‡, ÍÓÈÚÓ ÒÔÓ Â‰ ÏÂÌ, Â Ó·‚˙ Á‡Ì Ò ÔÓÌfl ÚËÂ ÚÓ
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Explanation. These two advertisements are symptoms. In fact, they are not typical and it
is not very accurate to call them advertisements, but they definitely are a diagnosis of the
time period in which they emerged. There is a different motive behind each of them, a dif-
ferent aim, different expectations, a different culture. And the façade itself is the meeting
point of these two different yet intersecting worlds, of these two conceptually different
approaches both to the visual and to advertising. It is the areas of incompatibility and of
intersection that I aim to identify. Or to put it differently – to see how they interact2.

The frameworks. This interaction has two sub-stories, two strands. The first is the one
about the transition in advertising: from the slogan3 to the piece of news. The second
strand is the transition in the image: from the name to the picture. The bearer of the slogan
and the name is the advertisement “See the New Films”, the bearer of the piece of  news
and the picture is the advertisement “The World's Best-selling Lollipops”. 
Both transitions are much more tangled and interesting than what I am going to present
but I would like to outline their frameworks4 at least.

A. Framework One – the slogan is something that is chanted.
Of course, for every such chanting there have to be people, enthusiasm and some idea
behind them. In addition, the slogan is power because (although it is not necessarily per-
formative) it can be turned into a deed. The situation “speech into deed” holds true pre-
cisely because the slogan accumulates energy and contains an aim. In other words if an
intention becomes a slogan, it can be turned into a deed as well. It is interesting that the
advertisements of the “slogan” type do not believe in or count on precisely this sequence
(“intention-slogan-deed”), but believe in and count on its opposite – “slogan-intention-
deed”. And this means that just as people can make changes by slogans, so can people
be changed by slogans. This type of advertisements believe that power is not simply in
people but in the slogan. If an appropriate expression is found, it can change the knowl-
edge (or the conscience) and be convincing.
The “slogan” type of advertisement is not as predictable as I have described it but this is
its first framework: the slogan contains power.

B. Framework Two – the name as a slogan.
Most outdoor advertisements from the 1970s and 1980s use the name as a mark of distinc-
tion and as a message. And nothing else but the name: “State Savings Office”, “State
Lottery” (on the corner of Alabin Street and Tsar Kaloyan Street); “Kristal” (on the corner of
Shesti Septemvri Street and Aksakov Street, the words are still there); “Valentina Fashion
Studio” (58 Alabin Street); “Poultry Meat Shop”, “Reduced-price Goods Shop” 
(33 Stefan Stambolov Boulevard, previously known as Georgi Kirkov Boulevard); “Bulgarian
Sugar State Company” – show-room (19 Ekzarh Yosif Street); “Second-hand Goods” (59
Maria Louisa Boulevard, previously known as Georgi Dimitrov); “Recycled Resources State
Company” (on the corner of Maria Louisa Boulevard and Pop Bogomil Street); “Soviet
Book” (on the corner of Alabin Street and Vitosha Boulevard); “Electrohome” (Dondukov
Boulevard and Malko Tarnovo Street, and what was previously known as the Youth Theatre')
and many other illuminated words: “Gifts”, “Repairs”, “Restaurant”, “Fashion”, “Fruits”,
“Food Shop and Delicacies”, “Baby Food Shop”... These really are words, signs, and most
of them refer to the category of the goods and not to the producer or a specific product
(something natural in this type of economic situation). In this way the “Gifts” advertisement
refers to a very wide and vague category (“use of products”) and it functions more as a sign
of direction than as the advertisement that we are used to nowadays. Thus it becomes a
pedestrian sign. Hence the second framework is the framework around the name. The name
itself is advertising. The name is a slogan. The rest of the image (if there is a picture at all),
does not contain any piece of news. It is sufficient if the side wall of the building has the pro-
prietary symbol (logo) and “Technoimportstroy” written on it.
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◊ÌÓ‚Ë Ì‡“. çÓ‚Ë Ì‡ Ú‡ Â ˆÂÌÌ‡ Ò ÚÓ‚‡, ˜Â Ò˙·ÛÊ ‰‡ Î˛·Ó ÔËÚ ÒÚ‚Ó Ë ÔÂ ‰ËÁ ‚ËÍ ‚‡ ‡ÍÚË‚ -
ÌÓÒÚ. Ç Ú‡Í˙‚ ÒÏË Ò˙Î Úfl ÏÓÊÂ ‰‡ ÒÂ ÔÓ ÚË ‚Ó ÔÓ ÒÚ‡ ‚Ë ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓ Ì‡ ÎÓÁÛÌ „‡, Í‡ÍÚÓ
„Ó ÓÔË Ò‡ı ÔÂ‰Ë Ï‡ÎÍÓ. çÓ‚Ë Ì‡ Ú‡ ÔÓ-ÎÂÒÌÓ ÓÒ˙ ̆ Â ÒÚ‚fl ‚‡ ÚÓ‚‡, ÍÓÂÚÓ Ò‡ Ó˜‡ Í‚‡ ÎË ÓÚ
ÎÓÁÛÌ „‡ (Ë ‚ ÍÓÂÚÓ Ò‡ ‚fl ‚‡ ÎË) – ‰‡ ÔÂ ‰ËÁ ‚Ë Í‡ ‰ÂÈ ÒÚ‚ËÂ. Ç Ò˙‚Â ÏÂÌ Ì‡ Ú‡ ÒÓÙËÈ ÒÍ‡
ÒÂ‰‡ ÚÓÁË ÚËÔ ÂÍÎ‡ Ï‡ Â Ì‡È-‡Á ÔÓ ÒÚ‡ ÌÂÌ.
í˙È Í‡ÚÓ ÏÌÓ„Ó ÌÂ˘‡ ÏÓ„‡Ú ‰‡ ÒÂ Ì‡Â Í‡Ú ÌÓ‚Ë ÌË, ÚÓ ÓÚÎË ̃ Ë ÚÂÎ ÌËflÚ ·ÂÎÂ„ Ì‡ ÂÍÎ‡ -
Ï‡ Ú‡ ÚËÔ ◊ÌÓ‚Ë Ì‡“ ÌÂ Â Ê‡Ì Ó ‚‡ Ú‡ ÓÔÂ ‰Â ÎÂ ÌÓÒÚ (‰Ë‡ ÎÓ„, Ú‚˙ ‰Â ÌËÂ, ÒÚË ıÓ Ú‚Ó Â ÌËÂ
ËÎË Í‡Í ‚Ó ÚÓ Ë ‰‡ Â), ‡ ı‡‡Í ÚÂ Ë ÒÚË Í‡ Ú‡, ˜Â ÌÓ‚Ë Ì‡ Ú‡ ÒÂ Ò˙Ó· ̆ ‡ ‚‡. ífl Â Ò˙Ó· ̆ Ë Ï‡.
ëÎÂ‰ ÒÚ‚ËÂ ÚÓ ÓÚ ÚÓ‚‡ Ú‚˙ ‰Â ÌËÂ Â Ó˜Â ‚Ë‰ ÌÓ: ‚ ÚÓÁË ÒÎÛ ̃ ‡È ÏÓÊÂ ‰‡ ËÏ‡ ÂÍÎ‡ Ï‡ ÓÚ
ÛÒÚ‡ Ì‡ ÛÒÚ‡4.

á‡·Â Îfl Á‡ı ÓÒ‚ÂÌ ÚÓ‚‡, ˜Â ÌÓ‚Ë Ì‡ Ú‡ Â Ó·‚˙ Á‡ Ì‡ Ò ÔÓ‚ ÚÓ Â ÌËÂ ÚÓ. à ËÒÍ‡Ï ‰‡ ‡Á -
„‡ ÌË ̃ ‡ ÚË ‚Ë‰‡ ÔÓ‚ ÚÓ Â ÌËÂ, ÍÓËÚÓ ÒÂ ÓÚÌ‡ ÒflÚ ‰Ó ÚÓÁË ÚËÔ ÂÍÎ‡ Ï‡:

Ç1. èÓ‚ ÚÓ Â ÌËÂ ÚÓ-ÔÂ ÔÓ‚ Ú‡ fl ÌÂ: è˙ ‚ËflÚ ‚Ë‰ ÔÓ‚ ÚÓ Â ÌËÂ ÓÚÍÓ fl‚‡ ÔÓı ‚‡ Ú‡ Ì‡ ÌÓ‚Ë -
Ì‡ Ú‡. çËÂ ÔÓÒÚÓflÌ ÌÓ ‚ËÊ ‰‡ ÏÂ Â‰ÌË Ë Ò˙˘Ë (ÔÓ‚ Ú‡ fl ̆ Ë ÒÂ) ÂÍÎ‡ ÏË-ÌÓ‚Ë ÌË – ÚÂ
ËÏ‡Ú ÏÌÓ„Ó ËÁÎ˙˜ ‚‡ ÌËfl, ÏÌÓ„Ó ÎÓÍ‡ ̂ ËË. ÇflÌÓ Â, ˜Â ÒÎÂ‰ ËÁ‚ÂÒÚ ÌÓ ‚ÂÏÂ ÚÂ ÒÂ ÒÏÂ -
ÌflÚ ÓÚ ‰Û„Ë, ÌÓ ÚÂÁË ◊‰Û„Ë“ ÓÚÌÓ ‚Ó ÒÂ ÔÓ‚ Ú‡ flÚ. à ÏÓÊÂ ·Ë ‡ÍÓ ÌÓ‚Ë Ì‡ Ú‡ ÌÂ ÒÂ ÔÓ‚ -
ÚÓ Ë, Úfl ÌflÏ‡ ‰‡ ÒÚ‡ÌÂ ÌÓ‚Ë Ì‡. íÛÍ ÔÓ‚ ÚÓ Â ÌËÂ ÚÓ Â Ò‡ÏÓ ÒÂ‰ ÒÚ‚Ó, ‡ ÛÏÂ ÌËÂ ÚÓ ÔË
ËÁ‡ ·Ó Ú‚‡ ÌÂ ÚÓ Ì‡ Â‰Ì‡ ÂÍÎ‡ Ï‡ Â ‰‡ ÌÂ ÒÂ ÔÂ ‚˙ ÌÂ Úfl Ú‚˙ ‰Â ·˙ÁÓ ‚ ‰ÓÒ ‡‰‡.

Ç2. èÓ‚ ÚÓ Â ÌËÂ ÚÓ-‡Á ÔÓ ÒÚ‡ ÌÂ ÌËÂ: ÑÛ „ËflÚ ‚Ë‰ ÔÓ‚ ÚÓ Â ÌËÂ Ò˙˘Ó Â flÒÌÓ ‚Ë‰ËÏ –
ÚÓ‚‡ Â Ò‡ÏÓ ÚÓ ‰‚Ë ÊÂ ÌËÂ Ì‡ ÂÍÎ‡ Ï‡ Ú‡ ÒÂ‰ ıÓ‡ Ú‡ – ÓÚ ÛÒÚ‡ Ì‡ ÛÒÚ‡. çÓ‚Ë Ì‡ Ú‡ ÒÂ
ÌÓÒË, ÛÏÌÓ Ê‡ ‚‡ Ë ÔÓÎÛ ̃ ‡ ‚‡ ‚ÒÂ ÔÓ-„ÓÎfl Ï‡ ÒËÎ‡ Ë ‰Ó‚Â ËÂ. éÒÌÓ ‚‡ Ú‡, Í‡ÍÚÓ Í‡Á‡ı, Â
Ò˙Ó· ̆ Ë ÏÓÒÚ Ú‡. äÓÎ ÍÓ ÚÓ ÔÓ‚Â ̃ Â ÒÂ ÔÓ‚ ÚÓ Ë Ú‡ÁË ÌÓ‚Ë Ì‡ ÓÚ Ò‡ÏË ÚÂ ıÓ‡, ÚÓÎ ÍÓ ‚‡ ÔÓ-
ÛÒÔÂ¯ Ì‡ Â ·ËÎ‡ ÂÍÎ‡ Ï‡ Ú‡. íÓ‚‡ Â Ë Â‰Ì‡ ÓÚ ˆÂÎË ÚÂ Ì‡ ÌÓ‚Ë Ì‡ Ú‡.

Ç3. èÓ‚ ÚÓ Â ÌËÂ ÚÓ-ÔÓ Ïfl Ì‡: íÂ ÚÓ ÚÓ ÔÓ‚ ÚÓ Â ÌËÂ Â Ò˙˘ÌÓÒÚ Ú‡ Ì‡ ÌÓ‚Ë Ì‡ Ú‡ Ë ÓÚÎË ̃ ‡ -
‚‡ ÚÓÁË ÚËÔ ÂÍÎ‡ Ï‡ ÓÚ ‰Û„Ë. éÒÌÓ ‚‡ ‚‡ ÒÂ Ì‡ Â‰Ì‡ ‚fl‡5 – ‚ÒflÍÓ ÌÂ˘Ó ÏÓÊÂ ‰‡
ÓÒÚ‡ ÌÂ ‚ Ò˙˘‡ Ú‡ ‰Ó·‡ ÔÓÁË ̂ Ëfl, ‚ ÍÓflÚÓ ÒÂ Ì‡ÏË ‡, Ò‡ÏÓ ‡ÍÓ ÒÂ ÔÓ ÏÂ ÌË. çÂÍ‡
Ò‡ÏÓ ÔË ÔÓÏ Ìfl ÚË ‚Ë ‡Î ÌËfl ÒÎÛ ̃ ‡È Ì‡ ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÔÓ‚ Ú‡ fl ÌÓ ÚÓ ÒÎÓ ‚ÓÒ˙ ̃ Â Ú‡ ÌËÂ
◊ÌÓ‚ ËÏË‰Ê“ – ËÏÂÌ ÌÓ Ë‰Âfl Ú‡ Á‡ ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÚÓ Ó·ÌÓ ‚fl ‚‡ ÌÂ Ì‡ Ó·‡ Á‡ Â ‚ ÓÒÌÓ ‚‡ Ú‡
Ì‡ ÚÓÁË ÚËÔ ÂÍÎ‡ Ï‡. ë˙˘ÌÓÒÚ Ú‡ Ì‡ ÌÓ‚Ë Ì‡ Ú‡ Â ‚ ÌÓ‚Ó ÚÓ. à Á‡ ‰‡ ·˙‰Â Â‰ÌÓ Ë Ò˙˘Ó
ÌÂ˘Ó ‚ËÌ‡ „Ë ÌÓ‚Ó, ÔÓ Ïfl Ì‡ Ú‡ ÏÛ Úfl· ‚‡ ‰‡ ·˙‰Â ÌÂÔÂÍ ̇ Ò Ì‡ Ú‡.

à Ú‡Í‡: ÂÍÎ‡ Ï‡ Ú‡ ÚËÔ ◊ÌÓ‚Ë Ì‡“ ËÁÔÓÎ Á‚‡ Í‡ÚÓ ÒÂ‰ ÒÚ‚Ó ÔÓ‚ ÚÓ Â ÌËÂ ÚÓ; ÓÚ ‰Û„‡ ÒÚ‡ -
Ì‡ Â‰Ì‡ ÓÚ ˆÂÎË ÚÂ π Ò˙˘Ó Â ÔÓ‚ ÚÓ Â ÌËÂ ÚÓ; ‡ ‚ Ò˙˘ÌÓÒÚ Ú‡ π ÎÂÊË ÓÚÌÓ ‚Ó Ë‰Âfl Ú‡ Á‡ ÔÓ‚ -
ÚÓ Â ÌËÂ6. ÖÚÓ Â‰ËÌ ÔË ÏÂ: ÂÍÎ‡ Ï‡ Ú‡ ÒÂ ÔÓ‚ Ú‡ fl, ÔÓ‚ Ú‡ fl, ÔÓ‚ Ú‡ fl (Ç1) Ë ‡ÍÓ Â
‰Ó·‡ ıÓ‡ Ú‡ Ò˙˘Ó fl ÔÓ‚ Ú‡ flÚ (Ç2). èÓÒÎÂ Úfl ÒÂ ÔÓ ÏÂ Ìfl Ë ‚ÒË˜ ÍÓ ÚÓ‚‡ ÒÂ ÔÓ‚ Ú‡ fl
(Ç3). ÇÒË˜ ÍÓ ÚÓ‚‡ ‡Á Ì‡Ë ̃ ‡Ï Ô‡‡ ‰ÓÍÒ Ì‡ ÌÓ‚Ë Ì‡ Ú‡: Úfl Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Â Ó·‚˙ Á‡ Ì‡ Ë
Ò ◊ÌÓ‚Ó ÚÓ“, Ë Ò ◊ÔÓ‚ Ú‡ fl ̆ Ó ÚÓ ÒÂ“.

á‡·Â ÎÂÊ Í‡: àÒÍ‡Ï ‰‡ ‰Ó·‡ ‚fl ÌÂ˘Ó ‚‡ÊÌÓ, ÌÓ‚Ë Ì‡ Ú‡ ÌÂ Â Ò‡ÏÓ ‚ ÚÂÍ ÒÚ‡ ËÎË ËÏÂÚÓ,
ÌÓ‚Ë Ì‡ Ú‡ ÒÂ Ò˙‰˙ Ê‡ ‚ ˆÂÎËfl Ó·‡Á, Ú.Â. ÚÛÍ Â ‡Ì„‡ ÊË ‡ Ì‡ Ë ◊Í‡ ÚËÌ Í‡ Ú‡“. ç‡È-‰Ó· -
ËflÚ ÔË ÏÂ Á‡ ÚÓ‚‡ Â ÔÓ‚ Ú‡ fl ̆ ËflÚ ÒÂ Ì‡‰ ÔËÒ ◊ÌÓ‚Ó“ ‚˙ıÛ ÔÓ ‰ÛÍ ÚË ÚÂ (Ó·Ë ̃ ‡È ÌÓ Â
‰‡ ÒÂ ËÁÔÓÎ Á‚‡Ú flÍË, Ê˙ÎÚË ËÎË ˜Â ‚Â ÌË Î˙˜Ë Ë ‚ ˆÂÌ Ú˙ ‡ ‰‡ ÔË¯Â ◊ÌÓ‚Ó“). íÓ‚‡ Â
ÂÏ·ÎÂ Ï‡ Ú‡ Ì‡ ÚÓÁË ÚËÔ ÂÍÎ‡ Ï‡.

É. óÂÚ ‚˙ Ú‡ ‡ÏÍ‡ – ÒÎÛ˜ Í‡ Ú‡ Â ÌÂ˘Ó, ÍÓÂÚÓ ·Û‰Ë Ò˙ÔË ̃‡ÒÚ ÌÓÒÚ.
àÒÍ‡Ï ‰‡ Í‡Ê‡ Ë Á‡ ÚÂ ÚËfl ÚËÔ ÂÍÎ‡ Ï‡ (ÒÎÂ‰ ◊ÎÓÁÛÌ „‡“ Ë ◊ÌÓ‚Ë Ì‡ Ú‡“)7. çÂÈ Ì‡ Ú‡
ÓÒÌÓ ‚‡ Â, ˜Â ÒÎÛ˜ Í‡ Ú‡ Â ÔÓ‚Â ̃ Â ÓÚ ÌÓ‚Ë Ì‡ Ú‡. ífl ÏÓÊÂ ‰‡ Â Ò˙ÔÂ ÊË ‚fl ‚‡ ÌÂ, Á‡ÚÓ ‚‡
◊ËÒÚËÌ ÒÍ‡ Ú‡“ ÂÍÎ‡ Ï‡ Úfl· ‚‡ ‰‡ ÒÂ ÒÚÂ ÏË ‰‡ Â Ò˙·Ë ÚËÂ. ÄÍÓ ÌÂ˘Ó ÒÂ ÒÎÛ˜Ë, ÚÓ
Úfl· ‚‡ ‰‡ ÒÂ ÒÎÛ˜Ë Ì‡ ÚÂ·. ãË˜ÌÓ. á‡ÚÓ ‚‡ ÚÓÁË ÚËÔ ÂÍÎ‡ ÏË Ú˙ ÒflÚ Ò‚Ófl ÛÒÔÂı ‚˙‚
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Note: This second framework (the framework around the name) exists today as well. It
used to be dominant but today it is by no means non-existent (see Coca-Cola and other
famous brands). Nowadays it is a rare occurrence that somebody may decide only the
name to be present in the advertisement. If the company does not work directly with the
consumers (i.e. the consumer is not their client), this is more likely but this kind of adver-
tisement is considerably less frequent in urban environment. Another factor may be fame;
then the name is sufficient. As a rule, however, there has to be “a picture” (there are
unusual and hence very effective exceptions). “The picture” is not simply an image, it is a
concrete depiction and it is this difference that is very significant. “Image” is the name and
the place and the picture – all of this taken together and separately. What I would like to
announce is that in contemporary advertising there is an increasing presence not of the
image-like but of the pictorial. 

Hypothesis: Perhaps the difference is that the name used to be a slogan and now the
name has turned into a picture....

C. Framework Three – the piece of news is in repetition.
Now I am going to present the second type of advertising, which, in my view, is related to
the concept of news. The value of a piece of news is that it arouses curiosity and causes
activity. In this sense it can be functionally opposed to the slogan as I have described it. A
piece of news realizes more easily what used to be expected from the slogan (and what
people used to believe the slogan could do) – to generate action. In contemporary environ-
ment in Sofia this type of advertising is the most common one.
Since many things can be labelled as “news”, the distinctive feature of the advertisement
of the “piece of news” type is not the genre (dialogue, statement, poem or whatever it may
be) but the characteristic that the piece of news is announced. It is announceable. The
consequence of this statement is obvious: in this case there can be advertising by word of
mouth5.

I have also noticed that the piece of news is related to repetition. I would like to outline
three kinds of repetition which refer to this type of advertising:

C1. Repetitive repetition 
The first type of repetition shows the approach of the news. We constantly see one and the
same (repetitive) advertisements that are pieces of news, they have been emitted many
times, they have many locations. It is true that after a while they are replaced by others but
these “others” also repeat themselves. And probably if the news is not repeated, it will not
become news. Here repetition is only a means, and the skill when producing an advertise-
ment shows if the advertisement does not become boring too soon.

C2. Repetition-spreading
The other type of repetition is also clearly visible – this is the very movement of the adver-
tisement among people by word of mouth. The news is spread, multiplied and receives
more and more power and trust. As I have already noted, the basis is announceability.
The more times the news is repeated by people themselves, the more successful the
advertisement. This is also one of the aims of the news.

C3. Repetition-change
The third repetition is the core of the news and this is what differentiates this type of adver-
tisement from others. It is based on a faith6 that everything can remain in the same good
position where it is, only if it changes. Let me just remind you of the trivial case of the con-
stantly repeated phrase “new image”: it is precisely the idea of unceasing renewal of the
image that is the basis of this type of advertisement. The essence of the news is the new.
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Ù‡·Û ÎË ÚÂ, ‚ ÍÓËÚÓ ÔÓÚÂ ·Ë ÚÂ ÎflÚ Â „ÂÓÈ. Ç ÌÂ˘‡, ÍÓËÚÓ Û‚ÎË ̃ ‡Ú ÌÂÁ‡ ·‡‚ ÌÓ. ç‡È-
˜ÂÒÚÓ ÚÓ‚‡ Ò‡ ÂÍÎ‡ ÏË ‚˙‚ ÙËÎÏË (ÔÂÒÌË, ÍÌË„Ë), ËÎË Ó„‡ ÌË ÁË ‡ ÌÂ (‡ ÌÂ ÒÔÓÌ ÒÓ Ë -
‡ ÌÂ) Ì‡ ËÁÎÓÊ ·Ë, ÍÓÌ ̂ Â ÚË, ÙÂÒÚË ‚‡ ÎË, ËÎË ‚˙˜ ‚‡ ÌÂ Ì‡ Ì‡„‡ ‰Ë. èË ÚÂÁË ÛÒÎÓ ‚Ëfl
ÌflÏ‡ ÌÛÊ‰‡ ÌÂ˘Ó ‰‡ ÒÂ ÔÂ‚ ˙ ̆ ‡ ‚ ‰ÂÎÓ (·ËÎÓ ÚÓ ÎÓÁÛÌ„ ËÎË ÌÓ‚Ë Ì‡), ‡·Ó Ú‡ Ú‡ Ì‡
ÂÍÎ‡ Ï‡ Ú‡ Â Ì‡Ô‡ ‚Ó ‰‡ Ò˙Á‰‡ ‰Â ‰ÂÎÓ ÚÓ8.
í‡Í‡ ‚‡ ·Ë Úfl· ‚‡ ÎÓ ‰‡ ·˙‰Â Ò˙‚Â ÏÂÌ Ì‡ Ú‡ ÂÍÎ‡ Ï‡ ÒÎÂ‰ ·ÛÏ‡ Ì‡ ◊Î˛·Ó‚ ÌË ÚÂ Ï‡ÍË“
(love mark). çÂÓ·ıÓ ‰Ë Ï‡ Â ÌflÍ‡Í ‚‡ ÒÎÛ˜ Í‡, Ù‡ÍÚ, ÍÓÈÚÓ ‰‡ Ì‡Ô‡ ‚Ë ıÓ‡ Ú‡ Ò˙ÔË ̃ ‡ÒÚ -
ÌË. à, ÂÒÚÂ ÒÚ‚Â ÌÓ, ‚ ÚÓÁË ÍÓÌ ÚÂÍÒÚ ÌÂ ÔÓ‚ ÚÓ Â ÌËÂ ÚÓ ËÎË ÌÓ‚Ë Ì‡ Ú‡, ‡ ÎË˜ ÌÓ ÚÓ, ÛÌË Í‡Î ÌÓ
Ò˙·Ë ÚËÂ Â ‚Ó‰Â ̆ Ó. Ñ‡, ‚ÒË˜ ÍÓ ÚÓ‚‡ ËÁ„ÎÂÊ ‰‡ ÔÓ-ÒÍÓÓ ÔÓÊÂ Î‡ ÚÂÎ ÌÓ, ÓÚÍÓÎ ÍÓ ÚÓ Â‡Î ÌÓ
(ÓÒÓ ·Â ÌÓ ‚ ÒÓÙËÈ ÒÍË ÍÓÌ ÚÂÍÒÚ), ÌÓ Â ‰Ó·Â ‰‡ „Ó ËÏ‡ÏÂ Í‡ÚÓ ‡ÏÍ‡. Ö‰ÌÓ Ì‡ÛÏ.

î‡Ò‡ ‰‡ Ú‡ Ì‡ ÁÌ‡Í‡. èÂ ıÓ ‰˙Ú. à Ú‡Í‡ ‰Ó ÚÓÁË ÏÓÏÂÌÚ ËÏ‡ ÔÂ ıÓ‰ ‚ ÂÍÎ‡ Ï‡ Ú‡: ÓÚ
ÎÓÁÛÌ „‡ Í˙Ï ÌÓ‚Ë Ì‡ Ú‡ Ë ‚ÚÓË ÔÂ ıÓ‰, ÍÓÈÚÓ ÒÂ ÓÒ˙ ̆ Â ÒÚ‚fl ‚‡ ‚ Ó·‡ Á‡: ÓÚ ËÏÂÚÓ Í˙Ï
Í‡ ÚË Ì‡ Ú‡.
◊ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ ÙËÎÏË“ Â ÒËÎÂÌ Ó·‡Á. íÓÈ Ó·‡˜Â Â ÒËÎÂÌ ÔÂÁ 90-ÚÂ. Ç Ò‚Ófl ÍÓÌ -
ÚÂÍÒÚ (70-ÚÂ Ë 80-ÚÂ), ÚÓÈ ËÏ‡ ÔÓ-ÒÍÓÓ ÙÓÌÓ ‚‡ ÙÛÌÍ ̂ Ëfl Ë ÌÂ Â ÚÓÎ ÍÓ ‚‡ ÌÂÓ·Ë ̃ ‡ ÂÌ,
Í‡ÍÚÓ ·ËıÏÂ „Ó ‚˙Á ÔË ÂÎË ÒÂ„‡. Ç˙ÔÂ ÍË, ˜Â ÒË„Û ÌÓ Â ·ËÎ Á‡·Â ÎflÁ ‚‡Ì (Ò‚Â ÚÂ˘ Ì‡‰ -
ÔËÒ ‚ ˆÂÌ Ú˙ ‡ Ì‡ ëÓÙËfl, Ò ‰Ó·‡ ‚Ë‰Ë ÏÓÒÚ), ÚÓÈ Ì‡‰‡ ÎË Â ·ËÎ ÚÓÎ ÍÓ ‚‡ ÂÙÂÍ ÚË ‚ÂÌ Ë
Ò˙Ò ÒË„Û ÌÓÒÚ ÌÂ Â Û‚Â ÎË ̃ ËÎ ÔÓÒÂ ̆ ‡ ÂÏÓÒÚ Ú‡ Ì‡ ÌÓ‚Ë ÚÂ ÙËÎÏË. çÂ˘Ó ÔÓ‚Â ̃ Â – ‡‰Â -
Í‚‡Ú ÌÓÒÚ Ú‡ ÏÛ ÒÔfl ÏÓ ÍÓÌ ÚÂÍ ÒÚ‡ ÓÚ ÔÂ‰Ë 1990 „. Ó·ÂÁ ̂ Â Ìfl ‚‡ ÂÙÂÍ Ú‡ ÏÛ (Ï‡Í‡ ˜Â
ÚÓ‚‡ ÌÂ ÒÂ ÓÚÌ‡ Òfl ‰Ó ÂÙÂÍ ÚË‚ ÌÓÒÚ Ú‡), Ë Ì‡ÔÓ ÚË‚, ÌÂ‡‰Â Í‚‡Ú ÌÓÒÚ Ú‡ ÔÂÁ 90-ÚÂ Û‚Â ÎË -
˜‡ ‚‡ ÌÂ„Ó ‚Ëfl ÂÙÂÍÚ (‚˙ÔÂ ÍË Ô˙Î Ì‡ Ú‡ ÎËÔÒ‡ Ì‡ ÂÙÂÍ ÚË‚ ÌÓÒÚ).
íÓÁË Ó·‡Á Ì‡ËÒÚË Ì‡ Â ÒËÎÂÌ ÔÂÁ 90-ÚÂ. ä‡ÚÓ ˜‡ÒÚ ÓÚ Â‰Ì‡ ÒÚ‡‡ ÍÛÎÚÛ ‡, ÚÓÁË Ì‡‰ -
ÔËÒ Ò˙Ò Á‡„Û ·ÂÌ ÍÓÌ ÚÂÍÒÚ ËÁÔ˙Í ‚‡ ‚ÒÂ ÔÓ‚Â ̃ Â Ë ÔÓ‚Â ̃ Â. ëÚÂ Ì‡ Ú‡ ÒÂ ÓÎ˛˘ ‚‡, ‡ ÚÓÈ
‚ÒÂ Ó˘Â ÔË ÁÓ ‚‡ ‚‡ Í˙Ï „ÎÂ ‰‡ ÌÂ Ì‡ ÌÓ‚Ë ÚÂ ÙËÎÏË – Â‰Ì‡ ÒÚ‡‡ Ù‡Ò‡ ‰‡ Ò ÏÌÓ„Ó ÓÚÎÓ -
ÊÂ ÌÓ ‚ÂÏÂ ‚ ÒÂ·Â ÒË. à ÂÚÓ – Ó˘Â ÔÓ-ÓÁ‡ ‰‡ ̃ ‡ ‚‡˘ ÒÚ‡‚‡ Ó·‡Á˙Ú, ÍÓ„‡ ÚÓ ‚Â˜Â ÌÂ
ÙÛÌÍ ̂ Ë Ó ÌË ‡.

Ä Á‡˘Ó ÌÂ ÙÛÌÍ ̂ Ë Ó ÌË ‡ Ú‡ÁË ÂÍÎ‡ Ï‡ ÔÂÁ 90-ÚÂ? Ñ‡ÎË Á‡˘Ó ÚÓ ÓÚ Ò˙‚Â ÏÂÌ Ì‡ „ÎÂ -
‰Ì‡ ÚÓ˜Í‡, Úfl:
‡) ÌÂ Â ÙÛÌÍ ̂ Ë Ó ÌË ‡ Î‡ ÌËÍÓ „‡; ËÎË
·) ÒÏÂ ÌÂ ÌËflÚ ÍÓÌ ÚÂÍÒÚ fl ÌÂÛ Ú‡ ÎË ÁË ‡?
à ‰‚ÂÚÂ Ú‚˙ ‰Â ÌËfl ÌÂ Ò‡ ÔÓ„Â¯ ÌË (ÔÂ‰Ë Ï‡ÎÍÓ ÔÓ‰ ÍÂ ÔËı ‚‡Ë ‡ÌÚ ◊‡“). ëÂ„‡ Ó·‡˜Â
˘Â ÒÂ ËÌÚÂ Â ÒÛ ‚‡Ï ÔÓ‚Â ̃ Â ÓÚ ‚ÚÓ Ó ÚÓ – ÓÚ ËÁ˜ÂÁ ‚‡ ÌÂ ÚÓ Ì‡ ÓÍÓÎ Ì‡ Ú‡ ÒÂ‰‡, ÓÚ ÚÓ‚‡,
˜Â ◊ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ ÙËÎÏË“ Â Ì‡‰ ÊË ‚fl ÎÓ Ò‚Ó ÂÚÓ ‚ÂÏÂ Ë ÔÓ ÒÚ‡Ì ÒÚ‚Ó. à ‚ ÚÓÁË ÌÓ‚
ıÓ ÌÓ ÚÓÔ ÔË ÁË‚˙Ú Â Ò‡ÏÓ ÒÎÂ‰‡ Ë ÔÓ ÒÚÓ ËÒÚÓ Ëfl. íÓ‚‡ ÌÓ‚Ó Ò˙ÒÚÓfl ÌËÂ ÔÓ ÏÂ Ìfl Ë
Ì‡¯Â ÚÓ ÓÚÌÓ ̄ Â ÌËÂ – ÌËÂ ˘Â Ì‡·Î˛ ‰‡ ‚‡ ÏÂ Ó·‡ Á‡ Í‡ÚÓ ÏÛÁÂ ÂÌ ÂÍÒÔÓ Ì‡Ú Ë ÔÓ-ÒÍÓÓ
Í‡ÚÓ ◊ËÁÍÛ ÒÚ‚Ó“, ÓÚÍÓÎ ÍÓ ÚÓ Í‡ÚÓ ÂÍÎ‡ Ï‡. åÓÊÂ ·Ë ËÒÚËÌ ÒÍ‡ Ú‡ ÒËÎ‡ Ì‡ ÚÓÁË Ó·‡Á ÒÂ
ÔÓfl‚fl ‚‡ ÒÎÂ‰ ÒÏ˙Ú Ú‡ Ì‡ ÌÂ„Ó ‚Ëfl ÓÍÓ ÎÂÌ Ò‚flÚ. ëÂ„‡ ‚Â˜Â ÚÓÈ Â ËÌÙÓ Ï‡ ÚË ‚ÂÌ, Á‡˘Ó ÚÓ
ÒÂ Â ÔÂ ‚˙ Ì‡Î ‚ Ó˜Â ‚Ë‰ ÌÓ Ë Ì‡Ú ‡Ô ‚‡ ̆ Ó ÒÂ ÁÌ‡ ÌËÂ Á‡ ÓÚÏË Ì‡ ÎË ÚÂ Ó·‡ ÁË.
çÓ ÌÂÍ‡ ÔÓ„ÎÂ ‰ÌÂÏ ÌÂ ÔÓ ÒÚÓ Ù‡ÍÚ‡, ˜Â ÚÓÈ Â Ì‡‰ ÊË ‚flÎ ‚Â ÏÂ ÚÓ ÒË, ‡ ‰‡ ‚Ë‰ËÏ Ò‡Ï‡ -
Ú‡ ÒËÚÛ‡ ̂ Ëfl, ˜Â ÚÓÈ Â Á‡ÌÂ Ï‡ ÂÌ Ó·‡Á. óÂ ‚Ò˙ ̆ ÌÓÒÚ ÚÓÈ Â ËÁÓ ÒÚ‡‚ ÂÌ ÓÚ ÌflÍÓ „Ó Ë
ÚÓ‚‡ Â Ì‡È-‚‡Ê Ì‡ Ú‡ ÏÛ ı‡‡Í ÚÂ Ë ÒÚË Í‡. 10 „Ó‰Ë ÌË ÚÓÈ Ò˙˘Â ÒÚ‚Û ‚‡ Í‡ÚÓ Ï˙ Ú˙‚ Ó·‡Á
‚ ◊ÌÓ‚Ëfl“ „‡‰, ÌÓ ÔÓ-‚‡Ê ÌÓ ÚÓ Â, ˜Â ÌËÍÓÈ ÌÂ „Ó Ï‡ı‡, ÌËÍÓÈ ÌÂ „Ó Ó·ÌÓ ‚fl ‚‡. í‡ÁË
ÒÏ˙Ú, Í‡ÍÚÓ ‚ÒÂÍË ÌÂÔÓ „Â ·‡Ì ÚÛÔ, Â ÏÌÓ „ÓÁ Ì‡˜ Ì‡ – Úfl ËÏ‡ ÒËÏ ‚ÓÎ Ì‡ Ë ÌÓÒÚ‡Î „Ë˜ Ì‡
ÒÚÓÈ ÌÓÒÚ. ífl ÔÓÍ‡Á ‚‡, ˜Â ÌflÏ‡ ÔÓ Ïfl Ì‡, ‡ ËÏ‡ ÔÂ ıÓ‰ Í˙Ï ÔÓ Ïfl Ì‡ (Â‰ÌÓ ÏÌÓ„Ó ·‡‚ÌÓ
Ë ÔÓÒÚÂ ÔÂÌ ÌÓ ‰‚Ë ÊÂ ÌËÂ). ífl ÔÓÍ‡Á ‚‡, ˜Â ÒÚ‡ ËflÚ Ó·‡Á Ì‡ „‡‰‡ ˘Â ËÁ˜ÂÁ ÌÂ Ï˙˜Ë ÚÂÎ -
ÌÓ. ífl ÔÓÍ‡Á ‚‡, ˜Â ÍË Á‡ Ú‡ Â Ë ‚ ÚÓ‚‡ Í‡Í‚Ó Â Ì‡¯Â ÚÓ ÓÚÌÓ ̄ Â ÌËÂ Í˙Ï „‡‰ ÒÍË ÚÂ Ó·‡ -
ÁË ÓÚ ÏËÌ‡ ÎÓ ÚÓ: íÂ Ô‡ÏÂÚ ÌË ̂ Ë ËÎË ·ÓÍÎÛ ̂ Ë Úfl· ‚‡ ‰‡ ·˙‰‡Ú… ÇÏÂ ÒÚÓ Ò˙ÁÌ‡ ÚÂÎ ÌÓ
Â¯Â ÌËÂ, ÌËÂ ÒÂ ÓÚÍ‡Á ‚‡ ÏÂ ÓÚ ÌÂ„Ó Ë „Ó ÓÒÚ‡ ‚fl ÏÂ ‚ ˙ˆÂ ÚÂ Ì‡ ‚Â ÏÂ ÚÓ (ËÏ‡ ÏÌÓ ÊÂ -
ÒÚ‚Ó Ú‡ÍË ‚‡ Ò„‡ ‰Ë ‚ ˆÂÌ Ú˙ ‡ Ì‡ ëÓÙËfl, ˜ËflÚÓ Ò˙‰·‡ Â ÔÂ ‰Ó ÒÚ‡‚ ÂÌ‡ Ì‡ ‚Â ÏÂ ÚÓ, Ì‡
·‡‚ Ì‡ Ú‡ ‡Á Û ı‡). íÓ‚‡ Ì‡Í‡Ú ÍÓ ÓÁÌ‡ ̃ ‡ ‚‡, ˜Â ÌËÂ ÌÂ ÏÓÊÂÏ ‰‡ ‚ÁÂ ÏÂÏ Â¯Â ÌËÂ.
íÓÁË ÒÎÛ ̃ ‡È ÏÌÓ„Ó ÚÓ˜ÌÓ ÏÓÊÂ ‰‡ ·˙‰Â ÓÔË Ò‡Ì Ò ‰ÛÏ‡ Ú‡ ◊Ò‡ÏÓ ÚÂÍ“.
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And in order for something to be always new, its change should be unceasing.
So the advertisement of the news type uses repetition as a means; on the other hand, one
of its aims is also repetition, and in its essence lies the idea of repetition as well7. Here is
an example – the advertisement is repeated and repeated again and again (C1) and if it is
good, people repeat it too (C2). Then it is changed and all of this is repeated (C3).
All this I call the paradox of the news: it is simultaneously related both to the new and to
what is repeated.

Note: I would like to add something important – the piece of news is not only in the text or
the name, the piece of news is contained in the whole image i.e. the picture is involved
too. The best example of this is the label “new” which keeps appearing on products (it is
customary to use bright, yellow or red rays placed around a centre that reads “new”). This
is the emblem of this type of advertisement.

D. Framework Four – the story is something that triggers empathy.
I would like to also refer to the third type of advertising (after the slogan and the piece of
news)8. Its basis is that the story is more than the piece of news. It can be an instance of
empathy so “the real” advertisement should aim to be an event. If something happens, it
ought to happen to you. Personally. That is why this type of advertisements seek their suc-
cess in stories in which the consumer is a character. In things that involve them immedi-
ately. Most often these are advertisements in films (songs, books) or in organizing (not
sponsoring) exhibitions, concerts, festivals, or award-granting ceremonies. In these cir-
cumstances there is no need for something to be turned into a deed (whether a slogan or
a piece of news), the task of the advertisement is to create the deed 9.
This is what contemporary advertising should be after the boom of love marks. What is
necessary is a story or an event which would involve and engage people. And, of course,
in this context what is of import is not the repetition or the piece of news but the personal,
unique event. Yes, all of this seems more like wishful thinking rather than reality (especially
in the context of Sofia), but it is good to have it as a framework. Just to keep it in mind.

The façade of the sign. The transition. So up to now there has been a transition in
advertising: from the slogan to the piece of news, and a second transition taking place at
the moment – from the name to the picture.
“See the new films” is a powerful image. However, it was powerful in the 1990s. In its con-
text (1970s and 1980s) it has more of a background function and is not as unusual as we
would think of it now. Although it must have been noticed (a lit-up sign in the centre of
Sofia at a spot with clear visibility), it was hardly that efficient and definitely did not
increase the audience of the new films. What is more – its adequacy with regard to the
context up to 1990 devalues its effect (although this does not concern efficiency), and,
conversely, its inadequacy in the 1990s increases its effect (despite the total lack of effi-
ciency).
This image was really powerful in the 1990s. As part of an already old culture, these words
with a lost context stick out more and more. The paint on the wall is flaking but they still
call for watching the new films – an old façade with a lot of accumulated time in it. And the
image becomes even more puzzling when it no longer functions. 

And why this advertisement does not function in the 1990s? Is it because from a contem-
porary perspective it:
a) has never functioned; or
b) the changed context neutralizes it?
Neither of the statements is wrong (I have already supported the first possibility). Now I
will look into the second one, into the disappearance of the environment, into the fact that
“See the new films” has outlived its space and time. And in this new chronotope this call
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is only a trace and simply history. This new state of affairs changes our attitude as well –
we will observe the image as a museum exhibit and more as an instance of “art” than of
advertising. Perhaps the real power of this image appears after the death of its environment.
Now it is informative because it has turned into an obvious and intrusive knowledge about
past images.
But let us consider not just the fact that it has outlived its time but also the situation that it
is a neglected image. That it has actually been abandoned by somebody and that this is
its most important characteristic. It has been existing for ten years as a dead image in the
“new” city but what is more important is that nobody removes it or restores it. This death,
just as every corpse left unburied, has many meanings – it has symbolic and nostalgic
value. It shows that there is no change but a transition toward change (a very slow and
gradual movement). It shows that the old image of the city will disappear painfully. It
shows that the crisis lies also in our attitude toward the city images from the past: these,
monuments or rubbish, ought to be … Instead of taking a conscious decision, we give it up
and leave it in the hands of time (there are many buildings like that in the centre of Sofia
whose fate is left to time, to slow decay). In short, this means that we cannot take a deci-
sion. This case can very precisely be described with the phrase “to be left to one's own
devices”. 

Yes, all of this is banal and is probably not new for the readers. The piece of news is per-
haps in the follow-up of this advertisement. When its place is taken by the new, colourful
and lit-up advertisement of Chupa Chups, the history seems to break. These two images
(of the two advertisements) are incompatible and at the same time they are so close to
each other in terms of time (it was just within a period of weeks that one advertisement
replaced the other). And maybe the strangest thing is that in the final analysis the new
advertisement, despite the different world that it represents, has something in common
with the slogan that was buried long ago. The common ground lies in the joint image.
What is this image, what is the common ground of the two advertisements, what is the
mat underneath them? I would put it in this way – the common ground is in the image of
the 1990s, the old façade. I mean the old façade of the building. Why the façade of the
building I am discussing (on Georgi Dimitrov/Maria Louisa Boulevard) has not been plas-
tered, why it has just been painted? And behind (or, rather, in front of) the paint the other
image sticks out – that of fatigue and neglect. The image of the flaky paint. 
So at first sight one of the advertisements replaces the other but if we take a closer look
we will see that they use the same background. And since we discuss the background, let
me say a few words about that which is not visible – that which is not visible has no sense.
But it has a meaning. This is precisely what the background is. And I will call this hidden
image, this unchanged background, the façade of the sign.
Substitutes. What I would like to present here is a theoretical experiment10. The aim is to
understand better these two advertisements. To understand what their boundaries are,
how far they reach and how they differ in spite of the shared façade. I will use the function
of substitution and I will make imaginary changes to some parts of the picture or the
words. The “newly-created” advertisement will be something like an indicator of the cor-
rections, a point of departure through which we will find out about the original.
Substitution is probably the most powerful and boring part of the description that I offer
– it presents the image as different and thus it becomes the same even more. I wanted
to find tautology in the image. The place from which it repeats itself unceasingly, without
variation.

The picture. What would be the difference if:
Substitution one: ..."See the new films" was hand-written? And did not point upward?
The sternness and universality of the image would be lost and instead individual signifi-
cance would be ascribed to it, as a human and not institutional recommendation. There
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Ñ‡, ‚ÒË˜ ÍÓ ÚÓ‚‡ Â ·‡Ì‡Î ÌÓ Ë ÚÓ ÒË„Û ÌÓ ÌÂ Â ÌÓ‚Ë Ì‡ Á‡ ˜ËÚ‡ ÚÂ ÎË ÚÂ. çÓ‚Ë Ì‡ Ú‡ ÏÓÊÂ
‰‡ Â ÔÓ-ÒÍÓÓ ‚ ◊ÔÓ‰˙Î ÊÂ ÌËÂ ÚÓ“ Ì‡ Ú‡ÁË ÂÍÎ‡ Ï‡. äÓ„‡ ÚÓ Ì‡ ÌÂÈÌÓ ÏflÒÚÓ ÒÂ ÔÓfl‚fl -
‚‡ ÓÒ‚Â ÚÂ Ì‡ Ú‡, ˆ‚ÂÚ Ì‡ ÂÍÎ‡ Ï‡ Ì‡ Chupa Chups, ÒflÍ‡¯ ËÒÚÓ Ëfl Ú‡ ÔÂÍ ̇ Ò ‚‡. íÂÁË
‰‚‡ Ó·‡ Á‡ (Ì‡ ‰‚ÂÚÂ ÂÍÎ‡ ÏË) Ò‡ Ú‡Í‡ ÌÂÒ˙ ‚ÏÂ ÒÚË ÏË, ‡ Ò˙˘Â ‚Â ÏÂÌ ÌÓ Ò‡ ÚÓÎ ÍÓ ‚‡
·ÎËÁÓ Â‰ËÌ ‰Ó ‰Û„ ‚˙‚ ‚Â ÏÂ ÚÓ (Ò‡ÏÓ ‚ ‡Ï ÍË ÚÂ Ì‡ ÌflÍÓÎ ÍÓ ÒÂ‰ ÏË ̂ Ë Â‰Ì‡ Ú‡ ÂÍÎ‡ -
Ï‡ Â Á‡ÏÂ ÒÚË Î‡ ‰Û „‡ Ú‡). à ÏÓÊÂ ·Ë Ì‡È-ÒÚ‡Ì ÌÓ ÚÓ Â, ˜Â ‚ Í‡È Ì‡ ÒÏÂÚ Í‡ ÌÓ‚‡ Ú‡
ÂÍÎ‡ Ï‡, ‚˙ÔÂ ÍË ‡Á ÎË˜ ÌËfl Ò‚flÚ, ÍÓÈÚÓ ÔÂ‰ ÒÚ‡ ‚fl, ËÏ‡ ÌÂ˘Ó Ó·˘Ó Ò ÓÚ‰‡‚ Ì‡ ÔÓ„Â -
·‡ ÌËfl ÎÓÁÛÌ„. é·˘Ó ÚÓ Â ‚ Ò˙‚ÏÂÒÚ ÌËflÚ Ó·‡Á. 
äÓÈ Â ÚÓÁË Ó·‡Á, ÍÓfl Â Ó·˘‡ Ú‡ ÓÒÌÓ ‚‡ Ì‡ ‰‚ÂÚÂ ÂÍÎ‡ ÏË, ÍÓÂ Â Úflı Ì‡ Ú‡ ÔÓ‰ ÎÓÊ Í‡?
ÅËı Í‡Á‡Î Ú‡Í‡ – Ó·˘Ó ÚÓ Â ‚ Ó·‡ Á‡ Ì‡ 90-ÚÂ: ÒÚ‡ ‡ Ú‡ Ù‡Ò‡ ‰‡. ëÚ‡‚‡ ‰ÛÏ‡ Á‡ Ò‡Ï‡ Ú‡
Ù‡Ò‡ ‰‡ Ì‡ Ò„‡ ‰‡ Ú‡. á‡˘Ó ÚÓ Ò„‡ ‰‡ Ú‡, Á‡ ÍÓflÚÓ „Ó‚Ó fl (Ì‡ ·ÛÎ. ◊ÉÂÓ „Ë ÑËÏË ÚÓ‚“/
◊å‡Ëfl ãÛËÁ‡“) Ú‡Í‡ Ë ÌÂ Â ËÁÏ‡ Á‡ Ì‡, ‡ Â ÔÓ ÒÚÓ ·Ófl ‰Ë Ò‡ Ì‡. à Á‡‰ (ËÎË ÔÓ-ÒÍÓÓ
ÔÂ‰) ·ÓflÚ‡ ËÁÔ˙Í ‚‡ ‰Û „ËflÚ Ó·‡Á – ÚÓÁË Ì‡ ÛÏÓ ‡ Ú‡ Ë ÌÂÔÓ‰ ‰˙ Ê‡ ÌÓÒÚ Ú‡. é·‡Á˙Ú
Ì‡ Á‡Ï‡ Á‡ Ì‡ Ú‡, ÓÎ˛ ̆ Â Ì‡ Ï‡ÁËÎ Í‡.
à Ú‡Í‡, Ì‡ Ô˙‚ ÔÓ„ÎÂ‰ Â‰Ì‡ Ú‡ ÂÍÎ‡ Ï‡ Á‡ÏÂ ÒÚ‚‡ ‰Û „‡ Ú‡, ÌÓ ‡ÍÓ Ï‡ÎÍÓ ÒÂ ‚„ÎÂ ‰‡ ÏÂ
˘Â Á‡·Â ÎÂ ÊËÏ, ˜Â Ë ‰‚ÂÚÂ ËÁÔÓÎ Á‚‡Ú Â‰ËÌ Ë Ò˙˘Ë ÙÓÌ. ôÓÏ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÙÓÌ, ÌÂÍ‡
Í‡Ê‡ ÌÂ˘Ó Ë Á‡ ÚÓ‚‡, ÍÓÂÚÓ ◊ÌÂ ÒÂ ‚ËÊ‰‡“: ÚÓ‚‡, ÍÓÂÚÓ ÌÂ ÒÂ ‚ËÊ‰‡ ÌflÏ‡ ÒÏË Ò˙Î. çÓ
ËÏ‡ ÁÌ‡ ̃Â ÌËÂ. àÏÂÌ ÌÓ ÚÓ‚‡ Â ÙÓÌ˙Ú. à ˘Â Ì‡Â Í‡ ÚÓÁË ÒÍËÚ Ó·‡Á, ÚÓÁË ÌÂÔÓ ÏÂ ÌÂÌ
ÙÓÌ – Ù‡Ò‡ ‰‡ Ú‡ Ì‡ ÁÌ‡Í‡.

á‡ÏÂ ÒÚË ÚÂ ÎË. íÓ‚‡, ÍÓÂÚÓ ËÒÍ‡Ï ‰‡ ÔÂ‰ ÒÚ‡ ‚fl ÚÛÍ Â Â‰ËÌ ÚÂÓ Â ÚË ̃ ÂÌ ÂÍÒ ÔÂ Ë ÏÂÌÚ9.
ñÂÎÚ‡ ÏÛ Â ‰‡ ‡Á ·Â ÂÏ ÔÓ‚Â ̃ Â Á‡ ÚÂÁË ‰‚Â ÂÍÎ‡ ÏË. Ñ‡ ‡Á ·Â ÂÏ Í‡Í‚Ë Ò‡ ÚÂı ÌË ÚÂ
„‡ ÌË ̂ Ë. ÑÓ Í˙‰Â ÒÚË „‡Ú Ë ÔÓ Í‡Í‚Ó ÒÂ ‡Á ÎË ̃ ‡ ‚‡Ú, ‚˙ÔÂ ÍË Ó·˘‡ Ú‡ Ù‡Ò‡ ‰‡. ôÂ ËÁÔÓÎ -
Á‚‡Ï ÙÛÌÍ ̂ Ëfl Ú‡ ◊Á‡ÏÂ ÒÚ‚‡ ÌÂ“ Ë ˘Â ÔÓ ÏÂ ÌflÏ ‚˙Ó· ‡ Ê‡ ÂÏÓ ÌflÍÓË ˜‡ÒÚË ÓÚ Í‡ ÚËÌ Í‡ Ú‡
ËÎË Ì‡‰ ÔË Ò‡. ◊çÓ‚ÓÒ˙ Á‰‡ ‰Â Ì‡ Ú‡“ ÂÍÎ‡ Ï‡ ˘Â ·˙‰Â ÌÂ˘Ó Í‡ÚÓ ÍÓÂÍ ÚË‚, Í‡ÚÓ ÚÓ˜Í‡ Ì‡
ÓÚÚÎ‡ ÒÍ‚‡ ÌÂ Ë ˜ÂÁ ÌÂfl ÌËÂ ˘Â ‡Á ·Â ÂÏ ÔÓ‚Â ̃ Â Á‡ ◊ÓË „Ë Ì‡ Î‡“. á‡ÏÂ ÒÚ‚‡ ÌÂ ÚÓ Â
ÏÓÊÂ ·Ë Ì‡È-ÒËÎ Ì‡ Ú‡ Ë ÒÍÛ˜ Ì‡ ˜‡ÒÚ ÓÚ ÓÔË Ò‡ ÌËÂ ÚÓ, ÍÓÂÚÓ ÔÂ‰ Î‡ „‡Ï – ÚÓ ÔÂ‰ ÒÚ‡ ‚fl
Ó·‡ Á‡ ‡Á ÎË ̃ÂÌ Ë Ú‡Í‡ ÚÓÈ ÒÚ‡‚‡ ‚ÒÂ ÔÓ‚Â ̃ Â Ò˙˘Ëfl. àÒÍ‡ı ‰‡ ÓÚÍËfl Ú‡‚ ÚÓ ÎÓ „Ëfl Ú‡ ‚
Ó·‡ Á‡. åflÒÚÓÚÓ, ÓÚ ÍÓÂÚÓ ÚÓÈ Á‡ÔÓ˜ ‚‡ ‰‡ ÒÂ ÔÓ‚ Ú‡ fl ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ, Â‰ÌÓ Ó· ‡Á ÌÓ.

ä‡ ÚËÌ Í‡ Ú‡. ä‡Í‚‡ ·Ë ·ËÎ‡ ‡Á ÎË Í‡ Ú‡, ‡ÍÓ:
è˙‚Ó Á‡ÏÂ ÒÚ‚‡ ÌÂ: ...◊ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ ÙËÎÏ“ Â Ì‡ÔË Ò‡ ÌÓ ˙ÍÓ ÔËÒ ÌÓ? à ÌÂ Â Ì‡ÒÓ ̃ Â -
ÌÓ Ì‡„Ó Â?
á‡„Û· ‚‡ ÒÂ ÒÚÓ „ÓÒÚ Ú‡ Ë ÛÌË ‚Â Ò‡Î ÌÓÒÚ Ú‡ Ì‡ Ó·‡ Á‡, ‚ÏÂ ÒÚÓ ÚÓ‚‡ ÏÛ ÒÂ ÔË ÔËÒ ‚‡
ËÌ‰Ë ‚Ë ‰Û ‡Î ÌÓ ÁÌ‡ ̃ Â ÌËÂ – Í‡ÚÓ ˜Ó‚Â¯ Í‡, ‡ ÌÂ ËÌÒÚË ÚÛ ̂ ËÓ Ì‡Î Ì‡ ÔÂ ÔÓ˙ Í‡. Ç ÌÂ„Ó ·Ë
ËÏ‡ÎÓ ÌÂ˘Ó ÔÓ-ÙË ‚ÓÎ ÌÓ Ë ¯Â„Ó ‚Ë ÚÓ, ÓÒÓ ·Â ÌÓ ‡ÍÓ ÒÂ ˜ÂÚÂ Ò˙‚ÏÂ ÒÚÌÓ Ò ◊Ñé Å˙Î „‡ -
ÒÍ‡ ÍËÌÂ Ï‡ ÚÓ „‡ ÙËfl, Éì äËÌÂ ÙË Í‡ ̂ Ëfl“. ÄÍÓ Ì‡‰ ÔËÒ˙Ú ÌÂ Â Ì‡ÒÓ ̃ ÂÌ Ì‡„Ó Â, ÔÓ Ïfl Ì‡ -
Ú‡ ·Ë ·ËÎ‡ Ï‡ÎÍ‡, ÌÓ ˘Â ÒÂ Á‡„Û ·Ë ‰Ó· Ó ÚÓ Ò˙ÓÚ ‚ÂÚ ÒÚ‚ËÂ ÏÂÊ‰Û Ì‡ÒÓ ̃ Â ÌÓÒÚ Ú‡ Ë ÔÓ -
„Â Ò‡. ÇÒÂ Ô‡Í ÚÓ‚‡ ÔÓÒÎÂ‰ ÌÓ ÚÓ ÓÒÚ‡ ‚‡ ÒÔÓ ÌÓ Ì‡·Î˛ ‰Â ÌËÂ.
ÇÚÓÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ: ...◊Chupa Chups – ç‡È-ÔÓ ‰‡ ‚‡ ÌË ÚÂ ·ÎË Á‡Î ÍË ‚ Ò‚ÂÚ‡“ Â ‚ ÒÚÓ„
ÌÂÒÂ Ë ÙÂÌ ¯ËÙÚ, ÛÒÚÂ ÏÂÌ Ì‡„Ó Â?
éÚÌÓ ‚Ó ÔÓ Ïfl Ì‡ Ú‡ ‚ Ì‡ÍÎÓ Ì‡ Ì‡ Ì‡‰ ÔË Ò‡ ˘Â Â Ï‡ÎÍ‡ ÔÓ Ïfl Ì‡ (‰ÓË ÔÓ-Ï‡ÎÍ‡ ÓÚ ÒÎÛ -
˜‡fl ‚ ÔÂ ‰Ë¯ ÌÓ ÚÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ), ÌÓ ¯ËÙ Ú˙Ú ·Ë ◊ÓÚ‰‡Î Â˜ËÎ“ ‰ÂÚ ÒÍ‡ Ú‡ ˆÂÎÂ ‚‡ „ÛÔ‡.
Ç˙ÔÂ ÍË ˜Â ÚÓ‚‡ Â Ó·Ó· ̆ ‡ ‚‡ ̆ Ó Ú‚˙ ‰Â ÌËÂ, ÒÚÓ „ÓÒÚ Ú‡ Â ËÁÎË¯ Ì‡ – ‚ÒÂ Ô‡Í ÒÚ‡‚‡
‰ÛÏ‡ Á‡ ·ÎË Á‡Î ÍË Ë ÚÓ‚‡ Ò˙Ò ÒË„Û ÌÓÒÚ Â Ì‡È-‚‡Ê ÌÓ ÚÓ Á‡ ÔÓ ËÁ ‚Ó ‰Ë ÚÂ Îfl.
íÂÚÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ: ... ÂÍÎ‡ Ï‡ Ú‡ ÓÚ 70-ÚÂ Â Ò flÍË Ê˙ÎÚË Ë ˜Â ‚Â ÌË Í˙ „Ó ‚Â ËÎË
ˆ‚ÂÚfl? ë ‰Û„Ë ‰ÛÏË – ‰‡ ‰Ó·‡ ‚ËÏ ÌÓ‚Ëfl ◊ÙÓÌ“ ÓÍÓÎÓ ÒÚ‡ Ëfl Ì‡‰ ÔËÒ. íÓ‚‡ ÔÂÁ 70-ÚÂ
Ë 80-ÚÂ ·Ë ·ËÎÓ ÍË˜. ç‡‰‡ ÎË ‰˙ Ê‡‚ Ì‡ ËÌÒÚË ÚÛ ̂ Ëfl (Ô˙Í ·ËÎ‡ Úfl Ë ◊äËÌÂ ÙË Í‡ ̂ Ëfl“) ·Ë
ÒÂ ‡Ì„‡ ÊË ‡ Î‡ Ò ÔÓ‰Ó ·ÂÌ Ó·‡Á10.
óÂÚ ‚˙ ÚÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ: Ä Í‡Í ·Ëı‡ ÒÚÓ flÎË Ì‡È-ÔÓ ‰‡ ‚‡ ÌË ÚÂ ·ÎË Á‡Î ÍË ‚ Ò‚ÂÚ‡ Ò‡ÏÓ ‚
ÒËÌ¸Ó Ë ·flÎÓ, ÔÎ˛Ò ÔÓ-ÒÚÓ „‡ ÔÓ‰Â‰ ·‡ Ë ÔÂÒÚÂ ÎË ‚‡ ÍÓÏ ÔÓ ÁË ̂ Ëfl? í.Â. – ‰‡ ‰Ó·‡ ‚ËÏ
ÒÚ‡ Ëfl ◊ÙÓÌ“ ÓÍÓÎÓ ÌÓ‚Ëfl Ì‡‰ ÔËÒ. ÅË ÒÚÓflÎÓ ÏÓÊÂ ·Ë ÔÓ-ÒÚËÎ ÌÓ, ÌÓ ÚÓ‚‡ ˘Â Â Ó˜Â -
‚Ë‰ ÌÓ ‡Á ÏË Ì‡ ‚‡ ÌÂ Ò ˆ‚ÂÚ ÌÓÒÚ Ú‡ Ì‡ ·ÎË Á‡Î Í‡ Ú‡.
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would be something more frivolous and funnier especially if it was read together with
"Bulgarian state cinematography, Cinefication Head Office". If the words were not directed
upward, the change would be minor but the good balance between direction and
progress would be lost. Still, the latter remains a disputable observation.
Substitution two: ..."Chupa Chups – The World's Best-selling Lollipops" was in sans serif
lettering, directed upwards?
Again a change in the slant would be small (even smaller than in the previous substitu-
tion), but the font would distance the children target audience. Although this is a general-
ization, the sternness would be superfluous – after all, it is about lollipops and this is by all
means the most important thing for the producer.
Substitution three: ...the 1970s advertisement had bright yellow and red circles or flowers?
In other words, let us add the new “background” to the old words. In the 1970s this would
have been kitsch. It seems unlikely that a state institution (even if that were Cinefication)
would have associated itself with such an image11.
Substitution four: and how would the world's best-selling lollipops look only in white and
blue and combined with a more stern arrangement and with a more economical composi-
tion? In other words, let us add the old background to the new words. It would look more
stylish perhaps but this would definitely miss the colourfulness of the lollipop.

The words. Similar (or even clearer) would be the substitution with regard to the textual
part of the image. Since I realize that it would not be appropriate to include long lists here,
I will only offer the easiest examples without offering comments so that the readers can
consider the difference on their own.
What would be the difference if:
Substitution one: “See the most seen films”
Is it possible that these lit-up words appear on 13 Georgi Dimitrov Boulevard (close to
Lenin Square) in 1978? And – regardless of the answer – why?
Substitution two: “Buy the new lollipops...” but without any reference to any brand. Can this
appear anywhere in Sofia tomorrow?
Substitution three: Just “See Films”. Or the similar substitution four “Chupa Chups –
Lollipops”. What would be the difference with regard to real advertisements?
There are several more ridiculous substitutions but they are interesting too.
Substitution five: “20th Century Fox – See the New Films”. The year is, say, 1972 in Sofia.
Or the respective substitution six: “Bulgarian Lolli – the World's Best-selling Lollipops”,
2002, Sofia. The fifth sounds absurd in terms of ideology and the sixth – in terms of facts.
And what would happen in this case – substitution seven: “See the New Bulgarian Films”
(or “See Bulgarian Films”). Analogous is the eighth substitution – “Chupa Chups are the
World's Best-selling Lollipops”. In the last two examples the differences are minimal (these
examples are possible), but it is in them that one can see best the boundaries, genres and
acceptability of the two advertisements.

The interaction-conflict: in correspondence with the above substitutions, here are several
statements that stick out as conclusions and which again present interaction albeit based
on conflict.
1. The lollipop vs. films. Both are closely related to free time and leisure. Neither of them
is too typical for its time to be presented as a mark of distinction but there is something
really significant in the change. I do not mean to say that the time of films has been
replaced by the time of lollipops. But now films are (still) not advertised by means of per-
manent signs on buildings. Nor did lollipops use to take whole side-walls...
2. The product vs. the category. In the first case a category (films) is advertised while in
the second we have a product (Chupa Chups). I think that this is not only symptomatic but
also typical.
3. The boast against the appeal. Despite all the conventionality, both images function as
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ç‡‰ ÔËÒ˙Ú. ë˙˘Ó ÚÓ (Ë ‰ÓË ÔÓ-flÒÌÓ) ˘Â ·˙‰Â Á‡ÏÂ ÒÚ‚‡ ÌÂ ÚÓ ÔË ÚÂÍ ÒÚÓ ‚‡ Ú‡ ˜‡ÒÚ ÓÚ
Ó·‡ Á‡. í˙È Í‡ÚÓ Ò˙ÁÌ‡ ‚‡Ï, ˜Â ÚÛÍ ÌÂ Â ÏflÒÚÓ Á‡ ÔÓ‰Ó· ÌÓ ‰˙Î„Ó ËÁ·Ó fl‚‡ ÌÂ, ˘Â ÒÂ
Ó„‡ ÌË ̃ ‡ ·ÂÁ ÍÓÏÂÌ Ú‡ Ò‡ÏÓ Ò Ì‡È-ÎÂÒ ÌË ÚÂ ÔË ÏÂ Ë, Á‡ ‰‡ ÏÓÊÂ ˜ËÚ‡ ÚÂ ÎflÚ Ò‡Ï ‰‡
ÒÂ ÓË ÂÌ ÚË ‡.
ä‡Í‚‡ ·Ë ·ËÎ‡ ‡Á ÎË Í‡ Ú‡, ‡ÍÓ:
è˙‚Ó Á‡ÏÂ ÒÚ‚‡ ÌÂ: ◊ÉÎÂ ‰‡È ÚÂ Ì‡È-„ÎÂ ‰‡ ÌË ÚÂ ÙËÎÏË“ Ç˙ÁÏÓÊ ÌÓ ÎË Â ÚÓÁË Ò‚ÂÚ ÎË ÌÂÌ
Ì‡‰ ÔËÒ ‰‡ ÒÂ ÔÓfl‚Ë Ì‡ ·ÛÎ. ◊ÉÂÓ „Ë ÑËÏË ÚÓ‚“ ‹ 13 (·ÎËÁÓ ‰Ó ÔÎÓ ̆ ‡‰ ◊ãÂÌËÌ“) ÔÂÁ
1978 „Ó‰Ë Ì‡? à ÌÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ ÓÚ„Ó ‚Ó ‡ – Á‡˘Ó?
ÇÚÓÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ: ◊äÛÔÛ ‚‡È ÚÂ ÌÓ‚Ë ÚÂ ·ÎË Á‡Î ÍË...“ çÓ ·ÂÁ ‰‡ ËÏ‡ ÛÔÓ ÏÂ Ì‡ Ú‡ Í‡Í ‚‡ ÚÓ
Ë ‰‡ Â Ú˙ „Ó‚ ÒÍ‡ Ï‡Í‡. åÓÊÂ ÎË ÛÚÂ ‰‡ ÒÂ ÔÓfl‚Ë ÚÓ‚‡ Í˙‰Â ÚÓ Ë ‰‡ Â ‚ ëÓÙËfl?
íÂÚÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ: èÓ ÒÚÓ ◊ÉÎÂ ‰‡È ÚÂ ÙËÎÏË“. àÎË ‡Ì‡ ÎÓ „Ë˜ ÌÓ ÚÓ ˜ÂÚ ‚˙ ÚÓ Á‡ÏÂ -
ÒÚ‚‡ ÌÂ: ◊Chupa Chups – ·ÎË Á‡Î ÍË“. ä‡Í‚‡ ˘Â ·˙‰Â ‡Á ÎË Í‡ Ú‡ Ò ‰ÂÈ ÒÚ‚Ë ÚÂÎ ÌË ÚÂ
ÂÍÎ‡ ÏË?
àÏ‡ Ë ÌflÍÓÎ ÍÓ ÔÓ-ÌÂÎÂ ÔË Á‡ÏÂ ÒÚ‚‡ ÌËfl, ÌÓ ÚÂ Ò˙˘Ó Ò‡ Î˛·Ó ÔË ÚÌË.
èÂÚÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ: ◊20th Century Fox – ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ ÙËÎÏË“. ÉÓ‰Ë Ì‡ Ú‡, ÔË ÏÂ ÌÓ,
Â 1972, ëÓÙËfl. àÎË Ò˙ÓÚ ‚ÂÚ ÌÓ ÚÓ ¯ÂÒÚÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ: ◊Å˙Î „‡ ÒÍË ÚÂ ◊ÅÎË Á‡Î“ – Ì‡È-
ÔÓ ‰‡ ‚‡ ÌË ÚÂ ·ÎË Á‡Î ÍË ‚ Ò‚ÂÚ‡“, 2002, ëÓÙËfl. èÂÚÓ ÚÓ Á‚Û˜Ë ◊Ë‰ÂÓ ÎÓ „Ë ̃ Â ÒÍË“ ‡·ÒÛ‰ -
ÌÓ, ‡ ¯ÂÒÚÓ ÚÓ – Ù‡Í ÚÓ ÎÓ „Ë ̃ Â ÒÍË.
Ä Í‡Í‚Ó ·Ë ÒÚ‡ Ì‡ ÎÓ ‚ ÚÓÁË ÒÎÛ ̃ ‡È – ÒÂ‰ÏÓ Á‡ÏÂ ÒÚ‚‡ ÌÂ: ◊ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ ·˙Î „‡ ÒÍË
ÙËÎÏË“ (ËÎË ◊ÉÎÂ ‰‡È ÚÂ ·˙Î „‡ ÒÍË ÙËÎÏË“). ä‡ÍÚÓ Ë ‚ ‡Ì‡ ÎÓ „Ë˜ ÌËfl ÒÎÛ ̃ ‡È – ÓÒÏÓ
Á‡ÏÂ ÒÚ‚‡ ÌÂ: ◊Chupa Chups Ò‡ Ì‡È-ÔÓ ‰‡ ‚‡ ÌË ÚÂ ·ÎË Á‡Î ÍË ‚ Ò‚ÂÚ‡“. Ç ÚÂÁË ÔÓÒÎÂ‰ ÌË
‰‚‡ ÔË ÏÂ ‡ ÓÚÎË ÍË ÚÂ ‚Â˜Â Ò‡ ÏËÌË Ï‡Î ÌË (ÚÂÁË ÔË ÏÂ Ë Ò‡ ‚˙ÁÏÓÊ ÌË), ÌÓ ËÏÂÌ ÌÓ ‚
Úflı ÏÓÊÂ Ì‡È-‰Ó·Â ‰‡ ÒÂ ‚Ë‰Ë Í‡Í‚Ë Ò‡ „‡ ÌË ̂ Ë ÚÂ, Ê‡Ì Ó ‚Â ÚÂ Ë ‰ÓÔÛ ÒÚË ÏÓÒÚ Ú‡ Ì‡
‰‚ÂÚÂ ÂÍÎ‡ ÏË.

ÇÁ‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ-ÍÓÌ ÙÎËÍÚ: Ç Ò˙ÓÚ ‚ÂÚ ÒÚ‚ËÂ Ò „Ó ÌË ÚÂ Á‡ÏÂ ÒÚ‚‡ ÌËfl, ÂÚÓ ÔÓÒÎÂ‰ -
ÌË ÚÂ ÌflÍÓÎ ÍÓ Ú‚˙ ‰Â ÌËfl, ÍÓËÚÓ ÒÂ Ì‡Ú ‡Ô ‚‡Ú Í‡ÚÓ ËÁ‚Ó ‰Ë Ë ÍÓËÚÓ ÓÚÌÓ ‚Ó ÔÂ‰ ÒÚ‡ ‚flÚ
‚Ë‰ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ, Ï‡Í‡ Ë ÓÒÌÓ ‚‡ ÌÓ Ì‡ ÍÓÌ ÙÎËÍÚ.
1. ÅÎË Á‡Î Í‡ Ú‡ ÒÂ˘Û ÙËÎ ÏË ÚÂ. à ‰‚ÂÚÂ Ò‡ Ó·‚˙ Á‡ ÌË Ò˙Ò Ò‚Ó ·Ó‰ ÌÓ ÚÓ ‚ÂÏÂ Ë Û‰Ó -
‚ÓÎ ÒÚ‚ËÂ ÚÓ. à ‰‚ÂÚÂ ÌÂ Ò‡ ˜‡Í ÚÓÎ ÍÓ ‚‡ ÚËÔË˜ ÌË Á‡ Ò˙ÓÚ ‚ÂÚ ÌÓ ÚÓ ‚ÂÏÂ, Á‡ ‰‡ „Ë ÔÂ‰ -
ÒÚ‡ ‚flÏ Í‡ÚÓ flÒÂÌ Ï‡ ÍË ‡˘ ·ÂÎÂ„, ÌÓ Ô˙Í ËÏ‡ ÌÂ˘Ó Ì‡ËÒÚË Ì‡ Á‡·Â ÎÂ ÊË ÚÂÎ ÌÓ ‚ Ú‡ÁË
ÔÓ Ïfl Ì‡. çÂ Í‡Á ‚‡Ï ‰ËÂÍÚ ÌÓ, ˜Â ‚Â ÏÂ ÚÓ Ì‡ ÙËÎ ÏË ÚÂ ÒÂ Â ÒÏÂ ÌË ÎÓ Ò ÚÓ‚‡ Ì‡ ·ÎË -
Á‡Î ÍË ÚÂ. çÓ ÍËÌÓ ÚÓ ÒÂ„‡ (‚ÒÂ Ó˘Â) ÌÂ ÒÂ ÂÍÎ‡ ÏË ‡ Ò ÔÓÒÚÓflÌ ÌË Ì‡‰ ÔË ÒË ÔÓ Ò„‡ ‰Ë -
ÚÂ. çËÚÓ Ô˙Í ·ÎË Á‡Î ÍË ÚÂ Ò‡ Á‡Â Ï‡ ÎË ÔÂ‰Ë ˆÂÎË Í‡Î Í‡ ÌË...
2. èÓ ‰ÛÍ Ú˙Ú ÒÂ˘Û Í‡ÚÂ „Ó Ëfl Ú‡. Ç Ô˙ ‚Ëfl ÒÎÛ ̃ ‡È ÒÂ ÂÍÎ‡ ÏË ‡ Í‡ÚÂ „Ó Ëfl (ÙËÎÏË),
‚˙‚ ‚ÚÓ Ëfl – ÔÓ ‰ÛÍÚ (Chupa Chups). åËÒÎfl, ˜Â ÚÓ‚‡ Â ÌÂ Ò‡ÏÓ ÒËÏ ÔÚÓ Ï‡ ÚË˜ ÌÓ, ÌÓ Ë
ÚËÔË˜ ÌÓ.
3. ï‚‡Î ·‡ Ú‡ ÒÂ˘Û ÔË ÁË ‚‡. Ç˙ÔÂ ÍË ˆflÎ‡ Ú‡ ÛÒÎÓ‚ ÌÓÒÚ Ë ‰‚‡Ú‡ Ó·‡ Á‡ ÙÛÌÍ ̂ Ë Ó ÌË -
‡Ú Í‡ÚÓ ÂÍÎ‡ ÏË, ÌÓ ÒÏË ÒÎÓ ‚Ó (Ê‡Ì Ó ‚Ó), Ô˙ ‚ËflÚ Â ÔË ÁË‚, ‚ÚÓ ËflÚ – ı‚‡Î ·‡.
4. á‡˘Ó ÒÂ˘Û á‡˘Ó. è˙‚Ë ÒÎÛ ̃‡È: ◊Ä Á‡˘Ó ‰‡ „ÎÂ ‰‡Ï ÌÓ‚Ë ÚÂ ÙËÎÏË?“. éÚ„Ó ‚Ó ˙Ú
Ì‡ ÚÓÁË ‚˙ÔÓÒ ÒÂ Ò˙‰˙ Ê‡ ‚ ËÏÂÚÓ (Ñé Å˙Î „‡ ÒÍ‡ ÍËÌÂ Ï‡ ÚÓ „‡ ÙËfl, Éì äËÌÂ ÙË Í‡ -
ˆËfl). á‡‡ ‰Ë ÚÓ‚‡11. ÇÒ˙ ̆ ÌÓÒÚ ÌflÏ‡ ‰Û„Ë ÓÒÌÓ ‚‡ ÌËfl ÓÒ‚ÂÌ ËÏÂÚÓ Ë ÂÒÚÂ ÒÚ‚Â Ì‡ Ú‡
(ÔÓ „Â ÒËÒÚ Í‡ ËÎË ÏÓ‰Ì‡) ÚÂÌ ‰ÂÌ ̂ Ëfl, ÍÓflÚÓ ÔÂ‰ ÔÓ ÒÚ‡ ‚fl ◊ÌÓ‚Ó ÚÓ Í‡ÚÓ ˆÂÌÌÓ“12.
ÇÚÓË ÒÎÛ ̃‡È: ◊Ä Á‡˘Ó Chupa Chups?“. á‡˘Ó ÚÓ Ò‡ Ì‡È-ÔÓ ‰‡ ‚‡ ÌË ÚÂ; ËÎË, ËÌ‡˜Â Í‡Á‡ -
ÌÓ – ÍÛÔÛ ‚‡Ï Chupa Chups, Á‡˘Ó ÚÓ ÒÂ ÍÛÔÛ ‚‡Ú. éÚ„Ó ‚Ó ˙Ú Â flÒÂÌ Ë ËÁÍ‡ Á‡Ì.
ÑÓÍ‡ ÚÓ ‚ Ô˙ ‚Ëfl ÒÎÛ ̃ ‡È ◊Á‡˘Ó“-ÚÓ ÓÔË Ú‚‡ ‰‡ ‡Á ÍËÂ ÎÓÁÛÌ „‡, ÚÓ ‚˙‚ ‚ÚÓ Ëfl ÒÎÛ ̃ ‡È
◊Á‡˘Ó“-ÚÓ Â Ì‡Ô‡ ‚Ó Ò˙ÒÚ‡‚ Ì‡ ˜‡ÒÚ ÓÚ ÂÍÎ‡ Ï‡ Ú‡.

èÓÒÎÂ‰ ÌË ·ÂÎÂÊ ÍË: ç‡Í‡fl ËÒÍ‡Ï ‰‡ ÔÓÒÓ ̃ ‡ Ó˘Â Â‰Ì‡ ‡Á ÎË Í‡ ÏÂÊ‰Û ‰‚ÂÚÂ ÂÍÎ‡ -
ÏË, ËÁ‚Â ‰Â Ì‡ ÓÚ ◊Á‡ÏÂ ÒÚ‚‡ ÌÂ ÚÓ“. ê‡Á ÎË Í‡ Ú‡ Â ÔÓ ÓÚÌÓ ̄ Â ÌËÂ Ì‡ ·˙‰Â ̆ Â ÚÓ.
1. Ñé Å˙Î „‡ ÒÍ‡ ÍËÌÂ Ï‡ ÚÓ „‡ ÙËfl, Éì äËÌÂ ÙË Í‡ ̂ Ëfl – ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ ÙËÎÏË.
í‡ÁË ÂÍÎ‡ Ï‡ ËÏ‡ ÊÂÎ‡ ÌËÂ ‚ËÌ‡ „Ë ‰‡ ·˙‰Â ‡ÍÚÛ ‡Î Ì‡. ÄÍÓ ‚ËÌ‡ „Ë Ò‚ÂÚË Ë ‚ËÌ‡ „Ë Â
‰Ó·Â ÔÓ‰ ‰˙ Ê‡ Ì‡, Úfl ‚ËÌ‡ „Ë ˘Â ·˙‰Â ◊‚flÌ‡“.
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advertisements but in terms of genres the first is an appeal and the second is a boast.
4. Why vs. Why. Case one: “And why should we see the new films?”. The answer to this
question is contained in the name (Bulgarian state cinematography, Cinefication Head
office). That is why12. In fact, there are no other reasons except the name and the natural
(progressive or fashionable) tendency implying that what is new is valuable13. Case two:
“And why Chupa Chups?”. Because they are the best-selling; or in other words, I buy
Chupa Chups, because they sell well. The answer is clear and articulated.
While in the first case the “why” attempts to reveal the slogan, in the second the “why” is
a constitutive part of the advertisement.

Final notes: Finally, I would like to point out one more difference between the two adver-
tisements extrapolated from the substitution. The difference is with regard to the future.
1. Bulgarian State Cinematography, Cinefication Head Office – See the New Films.
íhis advertisement aspires to being always topical. If it is always lit-up and well-main-
tained, it will always be “true”.
The unforeseen in this case is that when the context is changed, the topicality is archived.
At least up to the year 2000. Afterwards this advertisement simply disappears, the archive
was burnt. Unnoticeably and somehow naturally, at that. What is more, this advertisement
is unlikely to appear again. Yes, every advertisement sooner or later disappears but in this
case my feeling is that a whole type of advertising, a whole image of the city disappears...
2. The World's Best-selling Lollipops – Chupa Chups.
This advertisement aspires to being always topical. If it is always lit-up and well-maintained,
it will always be “true”.
It seems that there is nothing left unforeseen in this case14. There is a statement in the
advertisement, a very certain statement which, with its constant presence there, seems to
confirm it. But this advertisement is doomed not by the disappearance of the context (as
in the previous case), but by its absence – by competition and the necessity to always
have something new. It is another issue that every advertisement that turns into a back-
ground, at some point stops reinstating the money invested in it. This “new” place 
(on 13 Maria Louisa Boulevard), after the respective changes around it, has instantly
become more background in nature, especially considering the shabby garage in front of
it and the flaky wall.

Excourse – the other images of Sofia

There are many other interesting images of the city: if you move along Maria Louisa
Boulevard toward Lion's Bridge after the crossing with Ekzarkh Yossif Street (next to Halite)
there is an impressive device to the left, on the roof of the buildings, which is a huge set of
traffic lights. It has explanations about the meaning of every light. Apparently, it used to
work.
Or another image – on Garibaldi Square close to the columns (on the north east sidewalk)
for several years a sapling is blooming and growing right from the building (recently it has
become a tree). This phenomenon is not to be underestimated – in many places in the city
nature has settled in on buildings or pavement stones in the shape of moss, grass or trees.
All these images combine the old and the new together. An oldnew Sofia which simultane-
ously allows the trendiest to be in immediate proximity with the old and the shabby15.

Part II 
Initial notes on the geography of advertising

This second story about the image looks into the different types of outdoor advertisements
(side wall advertisements, billboards, pavement panels, printed paper sheets, etc.) and
the aim is to offer an initial general perspective on the geography of advertising in Sofia. 
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çÂÔÂ ‰‚Ë ‰Â ÌÓ ÚÓ ‚ ÒÎÛ ̃ ‡fl Â, ˜Â ÍÓ„‡ ÚÓ ÒÂ ÒÏÂÌË ÍÓÌ ÚÂÍ ÒÚ‡, ‡ÍÚÛ ‡Î ÌÓÒÚ Ú‡ ÔÂ ÏË Ì‡ ‚‡
‚ ‡ıË‚. èÓÌÂ ‰Ó 2000 „. ëÎÂ‰ ÚÓ‚‡ Ú‡ÁË ÂÍÎ‡ Ï‡ ÔÓ ÒÚÓ ËÁ˜ÂÁ ‚‡, ‡ıË‚˙Ú ËÁ„‡ fl. èË
ÚÓ‚‡ ÌÂÁ‡ ·Â ÎÂ ÊË ÏÓ Ë ÌflÍ‡Í ÂÒÚÂ ÒÚ‚Â ÌÓ. çÂ˘Ó ÔÓ‚Â ̃ Â, Ú‡ÁË ÂÍÎ‡ Ï‡ Ì‡‰‡ ÎË ÌflÍÓ „‡
ÓÚÌÓ ‚Ó ˘Â ÒÂ ÔÓfl‚Ë. Ñ‡, ‚ÒflÍ‡ ÂÍÎ‡ Ï‡ ‡ÌÓ ËÎË Í˙ÒÌÓ ËÁ˜ÂÁ ‚‡, ‚ ÒÎÛ ̃ ‡fl Ó·‡˜Â ‡Á
ËÏ‡Ï ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â Â ËÁ„Û ·ÂÌ ˆflÎ Â‰ËÌ ÚËÔ ÂÍÎ‡ Ï‡, ˆflÎ Â‰ËÌ Ó·‡Á Ì‡ „‡‰‡...
2. ç‡È-ÔÓ ‰‡ ‚‡ ÌË ÚÂ ·ÎË Á‡Î ÍË ‚ Ò‚ÂÚ‡ – Chupa Chups.
í‡ÁË ÂÍÎ‡ Ï‡ ËÏ‡ ÊÂÎ‡ ÌËÂ ‚ËÌ‡ „Ë ‰‡ ·˙‰Â ‡ÍÚÛ ‡Î Ì‡. ÄÍÓ ‚ËÌ‡ „Ë Â ÓÒ‚Â ÚÂ Ì‡ Ë ‚ËÌ‡ „Ë
Â ‰Ó·Â ÔÓ‰ ‰˙ Ê‡ Ì‡, Úfl ‚ËÌ‡ „Ë ˘Â ·˙‰Â ◊‚flÌ‡“.
çÂÔÂ ‰‚Ë ‰Â ÌÓ Í‡ÚÓ ˜Â ÎË ‚ ÒÎÛ ̃ ‡fl ÌflÏ‡13. Ç ÌÂfl ËÏ‡ Ú‚˙ ‰Â ÌËÂ – ÒË„Û ÌÓ Ú‚˙ ‰Â ÌËÂ,
ÍÓÂÚÓ Ò˙Ò Ò‚Ó ÂÚÓ ÔÓÒÚÓflÌ ÌÓ ÔË Ò˙ ÒÚ‚ËÂ Ú‡Ï, ÒflÍ‡¯ „Ó ÔÓÚ ‚˙ Ê‰‡ ‚‡. çÓ Ú‡ÁË ÂÍÎ‡ -
Ï‡ Â Ó·Â ̃ Â Ì‡ ÌÂ ÓÚ ËÁ˜ÂÁ ‚‡ ÌÂ ÚÓ Ì‡ ÍÓÌ ÚÂÍ ÒÚ‡ (Í‡ÍÚÓ ‚ ÔÂ‰ ıÓ‰ ÌËfl ÒÎÛ ̃ ‡È), ‡ ÓÚ
ÔË Ò˙ ÒÚ‚ËÂ ÚÓ ÏÛ – ÓÚ ÍÓÌ ÍÛ ÂÌ ̂ Ëfl Ú‡ Ë ÓÚ ÌÂÓ·ıÓ ‰Ë ÏÓÒÚ Ú‡ ‚ËÌ‡ „Ë ‰‡ ËÏ‡ ÌÂ˘Ó ÌÓ‚Ó.
ÑÛ„ Â ‚˙ÔÓÒ˙Ú, ˜Â ‚ÒflÍ‡ ÂÍÎ‡ Ï‡, ÍÓflÚÓ ÒÂ ÔÂ ‚˙ ÌÂ ‚˙‚ ÙÓÌ, Á‡ÔÓ˜ ‚‡ ‰‡ ÌÂ ‚˙Á -
‚˙ ̆ ‡ ‚ÎÓ ÊÂ ÌË ÚÂ ‚ ÌÂfl Ô‡Ë. íÓ‚‡ ◊ÌÓ‚Ó“ ÏflÒÚÓ (Ì‡ ·ÛÎ. ◊å‡Ëfl ãÛËÁ‡“, ‰Ó ‹ 13)
ÒÎÂ‰ Ò˙ÓÚ ‚ÂÚ ÌË ÚÂ ÔÓ ÏÂ ÌË ÓÍÓÎÓ ÌÂ„Ó ÏÓÏÂÌ Ú‡Î ÌÓ ÒÚ‡Ì‡ ÔÓ-ÙÓÌÓ ‚Ó, ÓÒÓ ·Â ÌÓ Ò ÌÂÛ -
„ÎÂ ‰ÌËfl „‡‡Ê ÔÂ‰ ÌÂ„Ó Ë ÓÎ˛ ̆ Â Ì‡ Ú‡ ÒÚÂÌ‡.

ÖÍÒÍÛÒ – ‰Û „Ë ÚÂ Ó·‡ ÁË Ì‡ ëÓÙËfl

àÏ‡ ÏÌÓ„Ó ‰Û„Ë Î˛·Ó ÔË ÚÌË Ó·‡ ÁË Ì‡ „‡‰‡ – ‡ÍÓ ÒÂ ‰‚Ë ÊË ÚÂ Í˙Ï ã˙‚Ó‚ ÏÓÒÚ ÔÓ
·ÛÎ. ◊å‡Ëfl-ãÛËÁ‡“, ÒÎÂ‰ Í˙ ÒÚÓ ‚Ë ̆ Â ÚÓ Ò ÛÎ. ◊ÖÍÁ‡ı âÓÒËÙ“ (‰Ó ï‡ÎË ÚÂ), ÓÚÎfl ‚Ó
‚˙ıÛ ÔÓÍË ‚‡ Ì‡ Ò„‡ ‰Ë ÚÂ ËÏ‡ ‚ÔÂ ̃ ‡Ú Îfl ‚‡ ̆ Ó Ò˙Ó ˙ ÊÂ ÌËÂ, ÍÓÂÚÓ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ Ó„Ó -
ÏÂÌ Ò‚Â ÚÓ Ù‡. ë‚Â ÚÓ Ù‡ ˙Ú ËÏ‡ Ó·flÒ ÌÂ ÌËfl Í‡Í‚Ó ÓÁÌ‡ ̃ ‡ ‚‡ ‚ÒÂÍË ÓÚ ÒË„ Ì‡ ÎË ÚÂ. ü‚ÌÓ
ÔÂ‰Ë Â ‡·Ó ÚËÎ.
àÎË Ô˙Í ‰Û„ Ó·‡Á – Ì‡ ÔÎ. ◊É‡Ë ·‡Î ‰Ë“ ‚Â˜Â ÌflÍÓÎ ÍÓ „Ó‰Ë ÌË ÔË ÍÓÎÓ ÌË ÚÂ (Ì‡‰
ÒÂ‚Â Ó ËÁ ÚÓ˜ ÌËfl ÚÓ ÚÓ ‡), ÓÚ Ò‡Ï‡ Ú‡ Ò„‡ ‰‡ ˆ˙ÙÚË Ë ‡ÒÚÂ Â‰Ì‡ ÙË‰‡Ì Í‡ (Ì‡ÔÓ ÒÎÂ‰˙Í
ÒÚ‡Ì‡ ‰˙‚Ó). íÓÁË ÙÂÌÓ ÏÂÌ ÌÂ Â Á‡ ÔÓ‰ ̂ Â Ìfl ‚‡ ÌÂ – Ì‡ ÏÌÓ„Ó ÏÂÒÚ‡ ‚ „‡‰‡ ÔË Ó ‰‡ -
Ú‡ ÒÂ Â Ì‡ÒÚ‡ ÌË Î‡ ÔÓ Ò„‡ ‰Ë ÚÂ ËÎË ÔÎÓ˜ ÍË ÚÂ ÔÓ‰ ÙÓ Ï‡ Ú‡ Ì‡ Ï˙ı, ÚÂ‚Ë ËÎË ‰˙ ‚Â Ú‡.
ÇÒË˜ ÍË ÚÂÁË Ó·‡ ÁË Ò˙˜Â Ú‡ ‚‡Ú ÒÚ‡ Ó ÚÓ Ë ÌÓ‚Ó ÚÓ Á‡Â‰ ÌÓ. Ö‰Ì‡ ÒÚ‡ Ó ÌÓ ‚‡ ëÓÙËfl,
ÍÓflÚÓ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ‰ÓÔÛ ÒÍ‡ Ì‡È-ÏÓ‰Â ÌÓ ÚÓ ‚ Ò˙ÒÂ‰ ÒÚ‚Ó Ò Ó‚Âı Úfl ÎÓ ÚÓ14.

II ̃ ‡ÒÚ
ç‡˜‡Î ÌË ·ÂÎÂÊ ÍË ‚˙ıÛ „ÂÓ „‡ ÙËfl Ú‡ Ì‡ ÂÍÎ‡ Ï‡ Ú‡

í‡ÁË ‚ÚÓ‡ ËÒÚÓ Ëfl Ì‡ Ó·‡ Á‡ ˘Â ÒÂ Ì‡ÒÓ ̃ Ë Í˙Ï ‡Á ÎË˜ ÌË ÚÂ ÚËÔÓ ‚Â ‚˙Ì ̄ ÌË ÂÍÎ‡ ÏË
(Í‡Î Í‡ ÌË, ÔËÁË, ‡ÍÂ ÚË, Ú‡‡ ·Ë Ë ‰.) Í‡ÚÓ ˆÂÎÚ‡ Â ‰‡ ÒÂ Ò˙Á‰‡ ‰Â Ó·˘ Ì‡˜‡ ÎÂÌ ÔÓ„ÎÂ‰
‚˙ıÛ „ÂÓ „‡ ÙËfl Ú‡ Ì‡ ÂÍÎ‡ Ï‡ Ú‡ ‚ ëÓÙËfl. ÄÁ ‡Á „ÎÂÊ ‰‡Ï ÚÓ‚‡ ÔÓÛ˜ ‚‡ ÌÂ ËÏÂÌ ÌÓ
Í‡ÚÓ ÓÒÌÓ ‚‡, ‚˙ıÛ ÍÓflÚÓ ÏÓÊÂ ‰‡ ÒÂ Ì‡Ë ÒÛ ‚‡ Â‰Ì‡ Í‡Ú‡ Ì‡ ÌÂ‚‡Î „Ë˜ ÌË ÚÂ ‚ËÁÛ‡Î -
ÌË ÏÂÒÚ‡ ‚ ëÓÙËfl. çÂÍ‡ ÚÓ‚‡, ˜Â ÔÓÛ˜ ‚‡ ÌÂ ÚÓ Â Ò‡ÏÓ ‚ Ì‡˜‡ ÎÂÌ ÂÚ‡Ô, ‰‡ ÌÂ Á‚Û˜Ë
Í‡ÚÓ ÓÔ‡ ‚‰‡ ÌËÂ, ‡ Í‡ÚÓ ÔÂ ‰Û ÔÂÊ ‰Â ÌËÂ.
ï‡‡Í ÚÂ ÌÓ ÚÓ (Ë ·‡Ì‡Î ÌÓ ÚÓ) ÔË ‚˙Ì ̄ ÌË ÚÂ ÂÍÎ‡ ÏË Â, ˜Â ÚÂ ÌÂ Ò‡ ‡‚ ÌÓ ÏÂ ÌÓ ÔÂ‰ -
ÒÚ‡ ‚Â ÌË ‚ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡. ÇÒ˙ ̆ ÌÓÒÚ ËÏÂÌ ÌÓ Í‚‡ Ú‡Î˙Ú ÓÔÂ ‰Â Îfl ÚËÔ‡ ‚˙Ì ̄ Ì‡
ÂÍÎ‡ Ï‡ Ë ‰ÓË ÏÓÊÂ ‰‡ ÒÂ Í‡ÊÂ, ˜Â Ò‡ÏË ÚÂ ‡ÈÓ ÌË ÒÂ ‡Á ÎË ̃ ‡ ‚‡Ú Ë ÈÂ‡ ıË ÁË ‡Ú
ËÏÂÌ ÌÓ ÔÓ Úflı Ì‡ Ú‡ Ó·˘‡ ÂÍÎ‡ ÏÌ‡ ÒÂ‰‡ Ë Ò ‚Â ÏÂ ÚÓ ÔË ‰Ó ·Ë ‚‡Ú ÏÂÒÚÂÌ ÂÍÎ‡ ÏÂÌ
Ó·ÎËÍ.

éÔË Ú‚‡È ÍË ÒÂ ‰‡ Ì‡Ô‡ ‚fl Ì‡˜‡Î Ì‡ ÒıÂÏ‡ Ì‡ ÂÍÎ‡ ÏË ÚÂ ‚ ëÓÙËfl, ‡Á ÒÂ Ì‡Ú˙Í Ì‡ı Ì‡
ÏÌÓ„Ó Â‰ÌÓ ÚËÔ ÌË ÒÎÛ ̃ ‡Ë – ÌflÍÓË ËÁ„ÎÂÊ ‰‡Ú ÍÓÏË˜ ÌÓ, ‰Û„Ë ËÁ„ÎÂÊ ‰‡Ú ÔÓ ÒÚÓ Â‚ÚË ÌÓ,
ÚÂÚË Ò‡ ÔÂ ÚÂÌ ̂ Ë ÓÁ ÌË. àÒÍ‡ı ‰‡ ÒËÒÚÂ Ï‡ ÚË ÁË ‡Ï ÂÍÎ‡ ÏË ÚÂ ÔÓ Â„ËÓ ÌË (ËÏ‡ı Ë
ÔÂ‰ ‚‡ Ë ÚÂÎ Ì‡ ıËÔÓ ÚÂ Á‡ Á‡ ÚÓ‚‡ Í˙‰Â Í‡Í˙‚ ÚËÔ ÂÍÎ‡ ÏË ÏÓÊÂÏ ‰‡ ÒÂ˘ ÌÂÏ)... çÓ
ÚÓ‚‡ ËÁÒÎÂ‰ ‚‡ ÌÂ ÒÂ ÓÍ‡Á‡ ÏÌÓ„Ó ÔÓ-ÒÎÓÊ ÌÓ, ÓÚÍÓÎ ÍÓ ÚÓ ÔÂ‰ ÔÓ Î‡ „‡ı. à ÚÓ ÌÂ ÒÎÓÊ ÌÓ
ÔË Ò˙·Ë ‡ ÌÂ Ì‡ Ï‡ÚÂ Ë ‡ Î‡ (ÍÓÈÚÓ ÏÓÊÂ ‰‡ ·˙‰Â Ì‡ËÒÚË Ì‡ Ó„Ó ÏÂÌ), ‡ ÔË ÌÂ„Ó ‚Ó ÚÓ
Ó·flÒ ÌÂ ÌËÂ. ÇÒÂ Ô‡Í Ú‡ÁË Ì‡˜‡Î Ì‡ ÒıÂÏ‡ ÏÓÊÂ ‰‡ ·˙‰Â ÔÓÎÂÁ Ì‡.
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I approach this study as the foundations on which a map of the visually sensitive places in
Sofia can be drawn. I hope that the fact that the study is in its initial stage would not seem
like a justification but like a warning.
What is characteristic (and banal) about the external advertisements is that they are not
evenly presented in the urban environment. In fact, it is the residential areas that deter-
mine the type of external advertisements and it could even be said that areas differ among
themselves and form hierarchies according to their common advertising environment, and
with time they acquire a local advertising image.

In an attempt to make a preliminary scheme of advertisements in Sofia, I came across a
lot of cases that fell in a similar category – some seem comic, others look simply cheap,
yet still others seem overdone and somehow pretentious. I wanted to systematise the
advertisements according to areas (I had a hypothesis about where we could find what
kind of advertisement)... But this study turned out to be much more complicated than I
had anticipated. It was not complicated in terms of gathering material but in terms of
explaining it. Still, this preliminary scheme might be useful.

Working vocabulary. Here I include several advertising “terms” together with their defini-
tions because I would like to stick to some clear terminology. 
Billboards – these are illuminated constructions (4x3 m) in urban environment; see for
example Eagle's Bridge and Tsarigradsko Chaussée.
Pavement panels – these are billboards for pedestrians, they are internally illuminated
advertising boxes on sidewalks or pedestrian zones at human height level (1.2 to 1.8 m);
see for example Vitosha Boulevard.
Outdoor advertisement of the europoster type – non-illuminated billboards (5x2.4 m) whose
medium is paper and which are mounted on the façades of residential buildings; see for
instance Graf Ignatieff Street and Rakovski Street (the intersection with Gurko Street).
Side wall advertisements – advertisements which are painted directly on the side walls of
buildings; see especially the Lyulin and Mladost housing estates.
Printed paper sheets – huge paper advertisements that are glued to the fences around
construction sites; see the Stochna Gara area and any large fences.
Textile posters – textile advertisements hanging usually on strings or wires; they can be
seen at any large crossroads for example at Pette Kyosheta.
Plates – ordinary plates, usually on the shopping and smaller streets.
... and others – all the other free cards, stickers, posters, advertising graffiti, signs, pat-
terns; they do not have special places and usually they squeeze in among the other
advertisements which is of considerable significance for the image of the city.

General map. This is how I think Sofia looks after several tours:
A. Centre, or first radius – about 2-3 km from the so-called largo (to the north – up to the
Stochna Gara canal, to the south – up to the Vassil Levski Stadium, to the west – up to
Opalchenska Street)
B. Second radius – it encompasses the residential areas after the first radius (up to the
Ivan Vazov area to the south, Serdika area to the west, Banishora area to the northwest,
Hadzhi Dimitar to the Northeast up to the big housing estates Mladost and Lyulin, and to
the south up to the upper part of Lozenets. In the northern part things are different
because there this second radius is missing...
C. íhird radius – the housing estates – Lyulin, Mladost, Studentski Grad, Obelya, Ovcha
Kupel, Nadezhda...
D. Fourth radius – the suburbs of the city, before and beyond ther ring road, and
Benkovski area to the north.

Much more precise would be a description which is less geometrical (although I will try to



208

ê‡·Ó ÚÂÌ Â˜ ÌËÍ. íÛÍ ÔÂ‰ Î‡ „‡Ï ÌflÍÓË ÓÚ ÂÍÎ‡ ÏÌË ÚÂ ◊ÚÂ ÏË ÌË“ Á‡Â‰ ÌÓ Ò ÚÂı ÌË ÚÂ
ÓÔÂ ‰Â ÎÂ ÌËfl, Á‡˘Ó ÚÓ ÊÂÎ‡ ÌËÂ ÚÓ ÏË Â ‰‡ ÒÂ ÔË ‰˙ Ê‡Ï Í˙Ï ÌflÍ‡Í ‚‡ flÒÌ‡ ÚËÔÓ ÎÓ „Ëfl. 
èËÁË – ÚÓ‚‡ Ò‡ ÓÒ‚Â ÚÂ ÌË ·ËÎ ·Ó ‰Ë (4/3 ÏÂÚ‡) ‚ „‡‰ ÒÍ‡ ÒÂ‰‡; ‚Ê. Ì‡ÔË ÏÂ ◊éÎÓ‚
ÏÓÒÚ“ Ë ◊ñ‡Ë „‡‰ ÒÍÓ ¯ÓÒÂ“.
ê‡ÍÂ ÚË – ÚÓ‚‡ Ò‡ ◊·ËÎ ·Ó ‰Ë ÚÂ“ Á‡ ÔÂ¯Â ıÓ‰ ̂ Ë – ‚˙Ú Â¯ ÌÓ ÓÒ‚Â ÚÂ ÌË ÂÍÎ‡ ÏÌË ÍÛÚËË
ÔÓ ÚÓ ÚÓ ‡ Ë ËÎË ÔÂ¯Â ıÓ‰ ÌË ÁÓÌË Ì‡ ÌË‚Ó ÚÓ Ì‡ ˜Ó‚Â¯ ÍË ˙ÒÚ (1,2/1,8 ÏÂÚ‡); ‚Ê.
Ì‡ÔË ÏÂ ·ÛÎ. ◊ÇËÚÓ ̄ ‡“.
Ç˙Ì ̄ Ì‡ ÂÍÎ‡ Ï‡ ÚËÔ ◊Â‚Ó ÔÎ‡ Í‡Ú“ – ÌÂÓ Ò‚Â ÚÂ ÌË ·ËÎ ·Ó ‰Ë (5/2,4 ÏÂÚ‡) Ò ı‡ ÚË ÂÌ
ÌÓÒË ÚÂÎ, ÏÓÌ ÚË ‡ ÌË Ì‡ Ù‡Ò‡ ‰Ë ÚÂ Ì‡ ÊËÎË˘ ÌË Ò„‡ ‰Ë; ‚Ê. Ì‡ÔË ÏÂ ÛÎ. ◊É‡Ù à„Ì‡ -
ÚËÂ‚“ Ë ÛÎ. ◊ê‡ÍÓ‚ ÒÍË“ (ÔÂ ÒÂ˜ Í‡ Ú‡ Ò ◊ÉÛÍÓ“).
ä‡Î Í‡ ÌË – ÂÍÎ‡ ÏË, ÍÓËÚÓ Ò‡ Ì‡Ë ÒÛ ‚‡ ÌË ‰ËÂÍÚ ÌÓ ‚˙ıÛ Ù‡Ò‡ ‰Ë; ‚Ê. Ì‡È-‚Â˜Â ‚ ÍÓÏ -
ÔÎÂÍ ÒË ÚÂ – ◊ã˛ÎËÌ“ Ë ◊åÎ‡‰ÓÒÚ“.
í‡‡ ·Ë – Ó„ÓÏ ÌË, ı‡ ÚËÂ ÌË ÂÍÎ‡ ÏË, ÍÓËÚÓ ÒÂ ÎÂÔflÚ ‚˙ıÛ Ó„‡ ‰Ë Ì‡ ÒÚÓ Â ÊË; ‚Ê.
◊ëÚÓ˜ Ì‡ „‡‡“ Ë ‚Òfl Í‡Í ‚Ë ÔÓ-„ÓÎÂ ÏË Ó„‡Ê ‰Â ÌËfl.
í‡ÌÒ Ô‡ ‡Ì ÚË – ‚ËÒfl ̆ Ë ÔÎ‡Ú ÌÂ ÌË ÂÍÎ‡ ÏË, Ó·ËÍ ÌÓ ‚Â ÌÓ Ì‡ ‚˙ÊÂÌ ̂ ‡ ËÎË Ì‡ ÚÂÎ;
ÏÓÊÂ¯ ‰‡ „Ë ‚Ë‰Ë¯ Ì‡ ‚ÒflÍÓ ÔÓ-„ÓÎfl ÏÓ Í˙ ÒÚÓ ‚Ë ̆ Â, Ì‡ÔË ÏÂ Ì‡ ◊èÂÚÚÂ Í¸Ó ̄ Â Ú‡“.
í‡·Â ÎË – Ó·ËÍ ÌÓ ‚Â ÌË Ú‡·ÂÎ ÍË; Ì‡È-‚Â˜Â ÔÓ Ú˙ „Ó‚ ÒÍË ÚÂ Ë ÔÓ-Ï‡ÎÍË ÛÎËˆË.
... Ë ‰Û„Ë – ‚ÒË˜ ÍË ÓÒÚ‡ Ì‡ ÎË ·ÂÁ ÔÎ‡Ú ÌË Í‡ ÚË˜ ÍË, ÒÚË ÍÂ Ë, ÔÎ‡ Í‡ ÚË, ‡ÙË¯Ë, ÂÍÎ‡ -
ÏÌË „‡ ÙË ÚË, Ì‡‰ ÔË ÒË, ¯‡· ÎÓ ÌË; ÚÂ ÌflÏ‡Ú ÓÔÂ ‰Â ÎÂ ÌË ÏÂÒÚ‡ Ë Ó·ËÍ ÌÓ ‚Â ÌÓ ÒÂ ‚Ï˙Í -
‚‡Ú ÏÂÊ‰Û ‰Û „Ë ÚÂ ÂÍÎ‡ ÏË, ÍÓÂÚÓ Â ÓÚ Ò˙˘Â ÒÚ‚Â ÌÓ ÁÌ‡ ̃ Â ÌËÂ Á‡ Ó·‡ Á‡ Ì‡ „‡‰‡.

é·˘‡ Í‡Ú‡. ÖÚÓ Ú‡Í‡ ËÁ„ÎÂÊ ‰‡ ÒÔÓ Â‰ ÏÂÌ ëÓÙËfl ÒÎÂ‰ ÌflÍÓÎ ÍÓ Ó·Ë ÍÓÎ ÍË:
Ä. ñÂÌ Ú˙, ËÎË Ô˙‚Ë ‡‰Ë ÛÒ – Ì‡ ÓÍÓÎÓ 2-3 ÍÏ ÓÚ Î‡ „Ó ÚÓ (ÒÂ‚Â – ‰Ó Í‡Ì‡ Î‡ Ì‡
◊ëÚÓ˜ Ì‡ „‡‡“, ˛„ – ‰Ó ÒÚ‡ ‰Ë ÓÌ ◊Ç‡ÒËÎ ãÂ‚ ÒÍË“, Á‡Ô‡‰ – ‰Ó ◊éÔ˙Î ̃ ÂÌ ÒÍ‡“)
Å. ÇÚÓË ‡‰Ë ÛÒ – ÚÓÈ Ó·ı‚‡ ̆ ‡ Í‚‡ Ú‡ ÎË ÚÂ ÒÎÂ‰ Ô˙ ‚Ëfl ‡‰Ë ÛÒ (˛„ – Í‚. ◊à‚‡Ì
Ç‡ÁÓ‚“, Á‡Ô‡‰ – ÊÍ ◊ëÂ ‰Ë Í‡“ ÒÂ‚ eÓ-Á‡Ô‡‰ – ÊÍ ◊Å‡ÌË ̄ Ó ‡“, ÒÂ‚Â Ó-ËÁÚÓÍ – Í‚.
◊ï‡‰ÊË ÑËÏË Ú˙“) ‰Ó „ÓÎÂ ÏË ÚÂ ÍÓÏ ÔÎÂÍ ÒË åÎ‡‰ÓÒÚ Ë ã˛ÎËÌ, ‡ Ì‡ ˛„ – ‰Ó „Ó ÌËfl
◊ãÓÁ ÂÌÂˆ“. ç‡ ÒÂ‚Â ÌÂ˘‡ Ú‡ Ò‡ ÔÓ-ÓÒÓ ·Â ÌË, Ú‡Ï ÚÓÁË ‚ÚÓË ‡‰Ë ÛÒ Ì‡Ô‡ ‚Ó ÎËÒ‚‡...
Ç. íÂÚË ‡‰Ë ÛÒ – ÍÓÏ ÔÎÂÍ ÒË ÚÂ – ã˛ÎËÌ, åÎ‡‰ÓÒÚ, ëÚÛ ‰ÂÌÚ ÒÍË „‡‰, é·ÂÎfl, é‚˜‡
äÛÔÂÎ, ç‡‰ÂÊ ‰‡...
É. óÂÚ ‚˙ ÚË ‡‰Ë ÛÒ – ÔÂ‰ „‡ ‰Ëfl Ú‡ Ì‡ „‡‰‡, ÔÂ‰Ë Ë ÒÎÂ‰ éÍÓ ÎÓ‚ ˙ ÒÚÌÓ ÚÓ, ‡ Ì‡
ÒÂ‚Â – Í‚. ÅÂÌ ÍÓ‚ ÒÍË.

åÌÓ„Ó ÔÓ-ÚÓ˜ÌÓ ·Ë ·ËÎÓ Â‰ÌÓ ÓÔË Ò‡ ÌËÂ, ÍÓÂÚÓ ÌÂ Â ÚÓÎ ÍÓ ‚‡ „ÂÓ ÏÂ ÚË˜ ÌÓ (‚˙ÔÂ ÍË ˜Â
˘Â ÓÔË Ú‡Ï ‰‡ ÔÓÍ‡ Ê‡ ÓÚÌÓ ÒË ÚÂÎ ÌÓÒÚ Ú‡ Ì‡ Ú‡ÁË ◊„ÂÓ ÏÂ ÚËfl“), ‡ ÔÓ-ÒÍÓÓ ÚËÔÓ ÎÓ „Ë˜ ÌÓ
(‚ËÁÛ‡Î ÌÓ ·Ë ËÁ„ÎÂÊ ‰‡ ÎÓ Í‡ÚÓ ÌÂÒË ÏÂ ÚË ̃ ÂÌ Ô˙ÁÂÎ)15. àÌ‡˜Â, ÓÒ˙ ÁÌ‡ ‚‡È ÍË ÔÂÚ ÌË ÒÚËfl
ı‡‡Í ÚÂ Ì‡ Ú‡ÁË „ÂÓ „‡ ÙËfl, ˘Â ÒË ÔÓÁ‚Ó Îfl ‚˙‚ ‚ÒÂÍË ÓÚ ‡‰Ë ÛÒË ÚÂ ‰‡ ‚Ï˙Í Ì‡ ÔÓ
ÌflÍÓÎ ÍÓ ı‡‡Í ÚÂ ÌË ÔÂÚÌ‡ – ÔÂÚÌ‡ Ò ‡Á ÎË˜ Ì‡ ÂÍÎ‡ ÏÌ‡ Ì‡ÒË ÚÂ ÌÓÒÚ.

ç‡˜‡ ÎÂÌ ‚‡Ë ‡ÌÚ: è˙‚Ó ˘Â ‰‡Ï ÌflÍÓÎ ÍÓ Ó·˘Ë Ú‚˙ ‰Â ÌËfl, ‡ ÔÓÒÎÂ ˘Â ËÏ‡ ÌflÍÓÎ ÍÓ
ÍÓÌ ÍÂÚ ÌË Ì‡·Î˛ ‰Â ÌËfl ‚˙ıÛ ‡‰Ë ÛÒË ÚÂ Ì‡ ëÓÙËfl.
1. ä‡ÍÚÓ Ë ‚ ‰Û„Ë „ÓÎÂ ÏË „‡ ‰Ó ‚Â, Ô˙Ú ÌË ÚÂ ‡ÚÂ ËË ‰Ó ˆÂÌ Ú˙ ‡ ËÏ‡Ú ı‡‡Í ÚÂ Ë ÒÚË ÍË -
ÚÂ Ì‡ Ò‡ÏËfl ˆÂÌ Ú˙, Ë Ó·‡Á˙Ú ËÏ ÔÓ˜ÚË ÌÂ Á‡‚Ë ÒË ÓÚ ÒÚÂ ÔÂÌ Ú‡ Ì‡ ÓÚ‰‡Î Â˜Â ÌÓÒÚ
(Ì‡ÔË ÏÂ ÒÚ‡Ì Ì‡ Ú‡ Ï‡„Ë ÒÚ‡ Î‡ ◊ñ‡Ë „‡‰ ÒÍÓ ¯ÓÒÂ“, ÍÓflÚÓ ÒÚË„‡ ‰Ó Ò‡ÏËfl ˆÂÌ -
Ú˙!?).
2. ìÎË˜ ÌË ÚÂ ÂÍÎ‡ ÏË Ò‡ Ú‡Ï, Í˙‰Â ÚÓ ÔÂ ÏË Ì‡ ‚‡Ú ıÓ‡, ‡ ÌÂ Í˙‰Â ÚÓ ÊË‚ÂflÚ ıÓ‡ Ú‡
(íÓÁË ÍÓÌ Ú‡ÒÚ ÓÒÓ ·Â ÌÓ flÒÌÓ ÎË˜Ë ‚ ‡Ï ÍË ÚÂ Ì‡ ‚ÚÓ Ëfl ‡‰Ë ÛÒ). 
3. Ç˙Ì ̄ Ì‡ Ú‡ ÂÍÎ‡ Ï‡ Ú‡ Â Ì‡ ÛÎË ̂ ‡ Ú‡ – ÚÓ‚‡ Â ÔÂ ‰ËÏ ÌÓ ÛÎË˜ Ì‡ ÍÛÎÚÛ ‡ (àÏÂÌ ÌÓ
Á‡ÚÓ ‚‡ ÔË ÌÂfl ËÏ‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ, Á‡ ‡Á ÎË Í‡ ÓÚ ÚÂÎÂ ‚Ë ÁËÓÌ Ì‡ Ú‡ ËÎË ‡‰ËÓ Â ÍÎ‡ -
Ï‡ Ú‡, ÍÓËÚÓ Ò‡ ˜ËÒÚÓ Î˙˜Â ÌËÂ ·ÂÁ ‚˙ÁÏÓÊ ÌÓÒÚ Á‡ Ó·‡Ú Ì‡ ‚˙ ÁÍ‡).

Ä.1. é˜Â ‚Ë‰ ÌÓ Â, ˜Â ˆÂÌ Ú˙ ˙Ú Â Ì‡ÒË ÚÂÌ Ò ÔÓ‚Â ̃ Â ÂÍÎ‡ ÏË.
Ä.2. êÂÍÎ‡ ÏË ÚÂ Ú‡Ï Ò‡ Ê‡Ì Ó ‚Ó Ì‡È-‡Á ÌÓ Ó· ‡Á ÌË, ÌÓ ÓÚÎË ̃ Ë ÚÂ ÎÂÌ ·ÂÎÂ„ Â Ò‚ÂÚ ÎË Ì‡ -
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show the relativity of this “geometry”), but rather typological (visually it would look like an
asymmetrical jigsaw puzzle)16. Otherwise, realizing the spotted nature of this geography, 
I will take the liberty to include in every radius several characteristic spots – spots with dif-
ferent levels of advertisement saturation.

Initial variant: First I will offer several general statements and then several specific obser-
vations on the radii of Sofia.
1. As in other big cities, the road arteries to the centre have the characteristics of the centre
itself and their image does not depend on the degree of remoteness (for example, the
strange highway called Tsarigradsko Chaussée which reaches the very centre of the city!?).
2. Street advertisements are placed where people pass by not where they live. (This con-
trast is especially clear in the second radius). 
3. The outdoor advertisement is in the street – this is mostly street culture (this is why it
contains some interaction unlike the TV or radio commercials, which are pure radiation
without the possibility for feedback).

A1. Obviously, the centre is more saturated with advertisements.
A2. The advertisements there are varied in terms of genre but a distinguishing feature is
the light, they are either lit-up or emit light. Typical are: billboards and panels; also –
posters and plates.
A3. All the bigger scandals take place mostly in this radius.
B1. This radius has residential areas where there are almost no advertisements. I do not
mean billboards (as a rule, these are not placed in residential areas), but the lack of side
walls, advertisements of the europoster type, printed paper sheets and even visibly less
posters and plates.
C1.  After the centre, this is the second radius in terms of saturation. First, this is because
of the architecture of the housing estates (there are some wide open-space areas), and
second because of the target group (the illusion for the larger volume and younger target
audience).
C2. Studentski Grad has an image which is similar to that of the first radius. The differ-
ence is in the relatively larger presence of “night” (light-emitting) advertisements com-
pared to the other representatives of the third radius (C).
D1. Plates are dominant here. Billboards are missing, in fact we are still in the city but
already outside it.
D2. In the last radius the advertisements are more recent compared to the middle radii of
Sofia. In other words, the last radius and the centre have a similar recent history. This
seems interesting.
D3. In the last radius there are many more old (neglected) advertisements compared to
the middle radii of Sofia. íhus the image of the last radius (see D2) becomes one of the
most interesting.
BCD. The advertisements in these three radii are mostly not lit-up. And when night comes,
the housing estate is shrouded in darkness. This is why in fact there are only daytime
advertisements and daytime interaction.
CD. Advertisements on façades are in places where people live but mainly after the first
(and second) radius of Sofia.

The interaction. The most strongly manifested is the interaction between people and
advertisements in the first radius17. Most often, however comic it may seem, is the interac-
tion between people and “panels” – scrawling, writing, drawing or breaking. Sometimes
there are even systematic counter-campaigns. For example, the Mary Jane – “No
Marijuana” that used to be so topical had a graffiti part (the graffiti were mostly in the first
radius of Sofia), which was at some places very skilfully turned into an appeal for legalizing
marijuana. Often there are responses to the Flirt vodka advertisements, mostly by denuda-
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Ú‡ – ÚÂ Ò‡ ËÎË Ò‚Â ÚÂ ̆ Ë ËÎË ÓÒ‚Â ÚÂ ÌË. íËÔË˜ ÌË ÔÂ‰ ÒÚ‡ ‚Ë ÚÂ ÎË: ÔËÁË Ë ‡ÍÂ ÚË; Ò˙˘Ó –
ÔÎ‡ Í‡ ÚË Ë Ú‡·Â ÎË.
Ä.3. ÇÒË˜ ÍË ÔÓ-„ÓÎÂ ÏË ÒÍ‡Ì ‰‡ ÎË ÒÚ‡ ‚‡Ú ÔÂ ‰ËÏ ÌÓ ‚ ÚÓÁË ‡‰Ë ÛÒ.
Å.1. Ç ÚÓÁË ‡‰Ë ÛÒ ËÏ‡ ÊËÎË˘ ÌË Í‚‡ Ú‡ ÎË, Í˙‰Â ÚÓ ÂÍÎ‡ ÏË ÔÓ˜ÚË ÎËÔ Ò‚‡Ú. çÂ ÒÚ‡‚‡
‰ÛÏ‡ Á‡ ·ËÎ ·Ó ‰Ë Ë ÔËÁË (ÚÂ ÔÓ Ô‡ ‚Ë ÎÓ ÌÂ ÒÂ ‡Á ÔÓ Î‡ „‡Ú ‚ ÊËÎË˘ ÌË ÍÓÏ ÔÎÂÍ ÒË), ‡
Á‡ ÎËÔÒ‡ Ì‡ Í‡Î Í‡ ÌË, ÂÍÎ‡ ÏË ÚËÔ ◊Â‚Ó ÔÎ‡ Í‡Ú“, Ú‡‡ ·Ë Ë ‰ÓË Á‡ ‚Ë‰Ë ÏÓ ÔÓ-Ï‡ÎÍÓ
ÍÓÎË ̃ Â ÒÚ‚Ó ÔÎ‡ Í‡ ÚË Ë Ú‡·Â ÎË.
Ç.1. ëÎÂ‰ ˆÂÌ Ú˙ ‡ ÚÓ‚‡ Â ‚ÚÓ ËflÚ ÔÓ Ì‡ÒË ÚÂ ÌÓÒÚ ‡‰Ë ÛÒ. è˙‚Ó – Á‡‡ ‰Ë ‡ıË ÚÂÍ ÚÛ -
‡ Ú‡ Ì‡ ÍÓÏ ÔÎÂÍ ÒË ÚÂ (Ì‡ ÏÂÒÚ‡ ËÏ‡ ¯ËÓ ÍË ÔÓ ÒÚ‡Ì ÒÚ‚‡), ‚ÚÓÓ – Á‡‡ ‰Ë ˆÂÎÂ ‚‡ Ú‡
„ÛÔ‡ (ËÎ˛ ÁËfl Ú‡ Á‡ ÔÓ-„ÓÎÂ ÏËfl Ó·ÂÏ Ë ÔÓ-ÏÎ‡ ‰‡ Ú‡ ˆÂÎÂ ‚‡ „ÛÔ‡).
Ç.2. ëÚÛ ‰ÂÌÚ ÒÍË „‡‰ ËÏ‡ Ó·‡Á, ÍÓÈÚÓ Â ÒıÓ ‰ÂÌ Ì‡ Ô˙ ‚Ëfl ‡‰Ë ÛÒ. ê‡Á ÎË Í‡ Ú‡ Â ‚
ÓÚÌÓ ÒË ÚÂÎ ÌÓ ÔÓ-„ÓÎflÏ ÓÚÓ ÔË Ò˙ ÒÚ‚ËÂ Ì‡ ◊ÌÓ˘ÌË“ (Ò‚Â ÚÂ ̆ Ë) ÂÍÎ‡ ÏË, ‚ Ò‡‚ ÌÂ ÌËÂ Ò
‰Û „Ë ÚÂ ÔÂ‰ ÒÚ‡ ‚Ë ÚÂ ÎË Ì‡ ÚÂ ÚËfl ‡‰Ë ÛÒ (Ç).
É.1. íÛÍ ÔÂ Ó ·Î‡ ‰‡ ‚‡Ú Ú‡·Â ÎË ÚÂ. ÅËÎ ·Ó ‰Ë Ì‡Ô‡ ‚Ó ÎËÔ Ò‚‡Ú, ‚Ò˙ ̆ ÌÓÒÚ ÌËÂ ÒÏÂ Ó˘Â ‚
„‡‰‡, ÌÓ ‚Â˜Â ÒÏÂ ËÁ‚˙Ì ÌÂ„Ó.
É.2. Ç ÔÓÒÎÂ‰ ÌËfl ‡‰Ë ÛÒ ÂÍÎ‡ ÏË ÚÂ Ò‡ ÔÓ-ÌÓ‚Ë ‚ Ò‡‚ ÌÂ ÌËÂ Ò˙Ò ÒÂ‰ ÌË ÚÂ ‡‰Ë ÛÒË Ì‡
ëÓÙËfl. í.Â. ÔÓÒÎÂ‰ ÌËflÚ ‡‰Ë ÛÒ Ë ˆÂÌ Ú˙ ˙Ú ËÏ‡Ú ÒıÓ‰ Ì‡ ÌÓ‚‡ ËÒÚÓ Ëfl. íÓ‚‡ ÏË ÒÂ
‚ËÊ‰‡ ËÌÚÂ ÂÒ ÌÓ.
É.3. Ç ÔÓÒÎÂ‰ ÌËfl ‡‰Ë ÛÒ ËÏ‡ ÏÌÓ„Ó ÔÓ‚Â ̃ Â ÒÚ‡Ë (ËÁÓ ÒÚ‡ ‚Â ÌË) ÂÍÎ‡ ÏË ÓÚ ÒÂ‰ ÌË ÚÂ
‡‰Ë ÛÒË Ì‡ ëÓÙËfl. í‡Í‡ Ó·‡Á˙Ú Ì‡ ÔÓÒÎÂ‰ ÌËfl ‡‰Ë ÛÒ (‚Ê. Ë É.2.) ÒÚ‡‚‡ Â‰ËÌ ÓÚ Ì‡È-
ËÌÚÂ ÂÒ ÌË ÚÂ.
Å.Ç.É. êÂÍÎ‡ ÏË ÚÂ ‚ ÚÂÁË ÚË ‡‰Ë ÛÒ‡ Ò‡ ÔÂ ‰ËÏ ÌÓ ÌÂÓ Ò‚Â ÚÂ ÌË. à ÍÓ„‡ ÚÓ Ì‡ÒÚ˙ ÔË
ÌÓ˘Ú‡ – ÊËÎË˘ ÌËflÚ ÍÓÏ ÔÎÂÍÒ ÔÓÚ˙ ‚‡ ‚ Ï‡Í. ÖÚÓ Á‡˘Ó ÚÛÍ ËÏ‡ ‚Ò˙ ̆ ÌÓÒÚ Ò‡ÏÓ
◊‰ÌÂ‚ ÌË ÂÍÎ‡ ÏË“ Ë ‰ÌÂ‚ ÌÓ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ.
Ç.É. î‡Ò‡‰ ÌË ÚÂ ÂÍÎ‡ ÏË Ò‡ Ì‡ ÏÂÒÚ‡, Í˙‰Â ÚÓ ÊË‚ÂflÚ ıÓ‡, ÌÓ ÔÂ ‰ËÏ ÌÓ ÒÎÂ‰ Ô˙ ‚Ëfl
(Ë ‚ÚÓ Ëfl) ‡‰Ë ÛÒ Ì‡ ëÓÙËfl.

ÇÁ‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ. ç‡È-ÒËÎÌÓ ÒÂ ÔÓ fl‚fl ‚‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ ÏÂÊ‰Û ıÓ‡ Ë ÂÍÎ‡ ÏË
‚ Ô˙ ‚Ëfl ‡‰Ë ÛÒ16. ç‡È-˜ÂÒÚÓ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ (ÍÓÎ ÍÓ ÚÓ Ë ‰‡ Â ÍÓÏË˜ ÌÓ) Â ÏÂÊ‰Û
◊‡ÍÂ ÚË“ Ë ıÓ‡ – ‰‡ ÒÍ‡ ÌÂ, ÔËÒ‡ ÌÂ, ËÒÛ ‚‡ ÌÂ ËÎË ˜ÛÔÂ ÌÂ. èÓÌfl ÍÓ „‡ ËÏ‡ ‰ÓË ÒËÒÚÂ Ï‡ -
ÚË˜ ÌË, ˆÂÎÂ Ì‡ ÒÓ ̃ Â ÌË ÍÓÌ Ú‡-Í‡Ï Ô‡ ÌËË. ç‡ÔË ÏÂ: Ì‡¯Û Ïfl Î‡ Ú‡ Mary Jane – ◊No
Marihuana“ ËÏ‡¯Â Ë ◊„‡ ÙËÚ Ì‡“ ˜‡ÒÚ („‡ ÙË ÚË ÚÂ ·flı‡ ÔÂ ‰ËÏ ÌÓ ‚ Ô˙ ‚Ëfl ‡‰Ë ÛÒ Ì‡
ëÓÙËfl), ÍÓflÚÓ ÏÌÓ„Ó ÛÏÂÎÓ ·Â¯Â ÔÂ ‚˙ Ì‡ Ú‡ Ì‡ ÏÂÒÚ‡ ‚ ÔË ÁË‚ Á‡ ÎÂ„‡ ÎË ÁË ‡ ÌÂ Ì‡
Ï‡Ëı Û‡ Ì‡ Ú‡. óÂÒÚÓ ÒÂ Â‡ „Ë ‡ Ë Ì‡ ÂÍÎ‡ ÏË ÚÂ Ì‡ ‚Ó‰Í‡ Flirt, Ì‡È-‚Â˜Â ‚ ÔÓÒÓ Í‡ Ó„ÓÎ ‚‡ -
ÌÂ ËÎË ◊ÓÒ˙Ê ‰‡ ÌÂ“ Ì‡ ÒÂÍ ÒÛ‡Î ÌÓÒÚ Ú‡. êÂ‡Í ̂ Ëfl ÔÂ ‰ËÁ ‚ËÍ ‚‡ Ë ÌÓ‚‡ Ú‡ ◊‚˙Ì ̄ Ì‡“ ÏÂ‰Ëfl –
·ÂÁ ÔÎ‡Ú ÌË ÚÂ Í‡ ÚË˜ ÍË (free cards). ÑÓË ÔÓ‚Â ̃ Â ÚÓ ÓÚ ÂÍÎ‡ ÏÓ ‰‡ ÚÂ ÎË ÚÂ ‚Â˜Â ËÁÔÓÎ Á‚‡Ú
ËÏÂÌ ÌÓ Ë‰Âfl Ú‡ Á‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ Ë ÒflÍ‡¯ Ó˜‡ Í‚‡Ú ÓÚ ÔÓÚÂ ·Ë ÚÂ Îfl ‰‡ ÔÓ fl‚Ë ‡ÍÚË‚ -
ÌÓÒÚ ÒÔfl ÏÓ ÂÍÎ‡ Ï‡ Ú‡. çÂ˘Ó ÔÓ‚Â ̃ Â, ‚ ÔÓÒÎÂ‰ ÌÓ ‚ÂÏÂ ·ÂÁ Û˜‡ ÒÚËÂ ÚÓ Ì‡ ÔÓÚÂ ·Ë ÚÂ Îfl
ÔÓÌfl ÍÓ „‡ ÂÍÎ‡ Ï‡ Ú‡ ÌÂ ÒÂ ÓÒ˙ ̆ Â ÒÚ‚fl ‚‡. ífl· ‚‡ ÌÂ˘Ó ‰‡ ËÁ‰˙ Ô‡¯, ‰‡ ÔÓ‰Â ‰Ë¯, ‰‡
ËÁÂ ÊÂ¯ – Ë ËÏÂÌ ÌÓ Ú‡ÁË Ë„‡ Ì‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ Ò˙Á‰‡ ‚‡ Ò‡Ï‡ Ú‡ ÂÍÎ‡ Ï‡.
ñflÎÓ ÚÓ ÚÓ‚‡ ËÁ·Ó fl‚‡ ÌÂ ËÏ‡ Ò‡ÏÓ Â‰Ì‡ ˆÂÎ. à ÚÓ‚‡ Â, ˜Â ÒÔÓ Â‰ ÏÂÌ Ò‡Ï‡ Ú‡ ÂÍÎ‡ -
Ï‡ ÒÂ ÒÚÂ ÏË Í˙Ï ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ Ë ÔÓ‰ ÚË Í‚‡ Í˙Ï ÚÓ‚‡ ÔÓÚÂ ·Ë ÚÂ ÎË ÚÂ. èÓ Ú‡Í˙‚
Ì‡˜ËÌ Interface Sofia Â ÔÓ ‰ÛÍÚ Ë Ì‡ ÂÍÎ‡ Ï‡ Ú‡, ÌÓ ËÏÂÌ ÌÓ ÌÂ Í‡ÚÓ ÂÍ‡Ì, ‡ Í‡ÚÓ ‚Á‡ -
ËÏÓ ÓÚ ÌÓ ̄ Â ÌËÂ17.
àÏÂÌ ÌÓ Á‡ Ú‡Í˙‚ ÚËÔ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ „Ó‚Ó fl, ‡ ÌÂ Á‡ ‚˙ÁÏÓÊ ÌÓÒÚ Ú‡ Á‡ ÒÓˆË‡ ÎÂÌ
ÍÓÌ ÚÓÎ ‚˙ıÛ Ó·‡ Á‡ Ì‡ ëÓÙËfl. í.Â. ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ Â ÒÔÓ Â‰ Ô‡ ‚Ë Î‡ Ú‡ Ì‡ ÂÍÎ‡ -
ÏÓ ‰‡ ÚÂ Îfl, ‡ ÔÓÚÂ ·Ë ÚÂ ÎflÚ ËÏ‡ ‚˙ÁÏÓÊ ÌÓÒÚ Ò‡ÏÓ ‰‡ ÔÓ ‚‡ Îfl Ë„‡ Ú‡ Í‡ÚÓ ÌÂ Û˜‡ ÒÚ‚‡.
àÎË ‰‡ ÒÏÂÌfl ÌflÍÓË ÓÚ Ô‡ ‚Ë Î‡ Ú‡ Í‡ÚÓ ÒÂ Ò˙ÔÓ ÚË‚ Îfl ‚‡ (˜ÛÔÂ ÌÂ ÚÓ, Í˙Ò‡ ÌÂ ÚÓ, ‰‡ ÒÍ‡ -
ÌÂ ÚÓ Ò‡ Ú‡ÍË ‚‡ ÔÓ ÏÂ ÌË).
Ä ˘Ó ÒÂ ÓÚÌ‡ Òfl ‰Ó ÒÓˆË‡Î ÌËfl ÍÓÌ ÚÓÎ ‚˙ıÛ Ó·‡ Á‡ Ì‡ ëÓÙËfl, Ú.Â. ‰‡ÎË ËÏ‡ÏÂ
‚˙ÁÏÓÊ ÌÓÒÚ ‰‡ ËÁ·Â ÂÏ Í‡Í (˘Â) ËÁ„ÎÂÊ ‰‡ Ì‡¯Ëfl „‡‰ ËÎË Ì‡ÔÓ ÚË‚ – ‰Û„Ë ̆ Â ËÁ·Ë -
‡Ú ‚ÏÂ ÒÚÓ Ì‡Ò, ÚÓ ‡Á ·Ëı ÔÓÔË Ú‡Î: äÓË ÒÏÂ ÌËÂ18?
ÖÍÒÍÛÒ – ÙËÌ‡Î ÌË Ú‡·Â ÎË
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tion or “denouncing” of sexuality. Responses have been caused also by the new “exter-
nal” media – free cards. Now most advertisers have even started using precisely the idea
of interaction and seem to expect the consumer to be active toward the advertisement.
What is more, in recent years an advertisement sometimes cannot take place without par-
ticipation of the consumer. Something has to be pulled, placed, cut – and it is this game of
interaction that creates the advertisement itself.
This whole enumeration has only one objective – I think that the advertisement itself aims
at interaction and tries to get the consumers to participate in it. In this way Interface Sofia
is a product of advertising too – not as a screen, but as interrelation18.
It is precisely this type of interaction that I am talking about and not about the possibility for
social control over the image of Sofia. In other words, the interaction takes place according
to the rules of the advertiser, and the consumer only has the opportunity to ruin the game
by not taking part. Or to change some of the rules by resisting (breaking, tearing and
scrawling can serve as examples for such changes).
As far as the social control over the image of Sofia i.e. whether we have the opportunity to
choose how our city (would) look or whether others will choose for us, I would ask “Who
are we?”19

Excourse – final plates

Earlier I wrote that “…every advertisement sooner or later disappears but in this case my
feeling is that a whole type of advertising, a whole image of the city disappears...”
And since this is obvious, I would like to doubt it. Has the image of the city really that
changed?
Besides the common image of the old façade (which unites the end of the 1980s with
today), there is another common thing – the survival and in fact the revival of the plate. All
institutionalized sign-advertisements (as part of the slogan type of advertisements), now
have turned upside down and exist as a multiplicity of private images. The city is packed
with colourful signs of directions with different fonts, placed on top of one another, over-
lapping, outgrowing one another, sticking out20... It is the invasion of the plates that is one
of the symptoms of the new Sofia and I even think that it is one of the most significant
visual changes which we come across in everyday life.
Finally, I would like to say that the plate and the old façade are (the symbols of) the transition
itself.

Conclusion.
A summary of the main points of the two stories

1. There are two transitions that I perceived: the first is the transition in advertising –  from
the slogan to the news. The second is the transition in the image – from the name to the pic-
ture.
1.1. The “slogan” type of advertisement believes that power is to be found not in the peo-
ple but in the slogan.
1.1.1. A large part of the slogan type of advertisements have survived so far but they are
slightly changed as plates. They are more like pedestrian road signs (like in the old time).
1.2. What I would like to announce is that in contemporary advertising, in the advertise-
ment of the “news” type, there is an invasion not of the image but of the pictorial. 
1.3. The event type of advertising is yet to appear.

2. The crisis of the image is a crisis of our attitude toward it and most of all toward the
urban images from the past. Do they have to be monuments or rubbish?
2.1. The process accompanying this crisis can be very precisely conveyed by the expres-
sive phrase “to be left to one's own devices”21.
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èÓ-Ì‡„Ó Â Ì‡ÔË Ò‡ı: ◊ÇÒflÍ‡ ÂÍÎ‡ Ï‡ ‡ÌÓ ËÎË Í˙ÒÌÓ ËÁ˜ÂÁ ‚‡, ‚ ÒÎÛ ̃ ‡fl Ó·‡˜Â ‡Á ËÏ‡Ï
ÛÒÂ ̆ ‡ ÌÂ ÚÓ, ˜Â ËÁ˜ÂÁ ‚‡ ˆflÎ Â‰ËÌ ÚËÔ ÂÍÎ‡ Ï‡, ˆflÎ Â‰ËÌ Ó·‡Á Ì‡ „‡‰‡...“
à Ú˙È Í‡ÚÓ ÚÓ‚‡ Â Ó˜Â ‚Ë‰ ÌÓ, ËÒÍ‡Ï ‰‡ ÒÂ ÛÒ˙ ÏÌfl ‚ ÌÂ„Ó. Ñ‡ÎË Ì‡ËÒÚË Ì‡ Ó·‡Á˙Ú Ì‡
„‡‰‡ Â ÚÓÎ ÍÓ ‚‡ ÔÓ ÏÂ ÌÂÌ?
éÒ‚ÂÌ Ó·˘ËflÚ Ó·‡Á Ì‡ ÒÚ‡ ‡ Ú‡ Ù‡Ò‡ ‰‡ (ÍÓÈÚÓ Ó·Â‰Ë Ìfl ‚‡ ‚ Â‰ÌÓ Í‡fl Ì‡ 80-ÚÂ Ò
‰ÌÂ¯ ÌËfl ‰ÂÌ), ËÏ‡ Ë ‰Û„Ó Ó·˘Ó – ÚÓ‚‡ Â ÓˆÂ Îfl ‚‡ ÌÂ ÚÓ Ë ‚Ò˙ ̆ ÌÓÒÚ ‚˙Á‡Ê ‰‡ ÌÂ ÚÓ Ì‡
Ú‡·Â Î‡ Ú‡. ÇÒË˜ ÍË ËÌÒÚË ÚÛ ̂ ËÓ Ì‡Î ÌË ÂÍÎ‡ ÏË-Ì‡‰ ÔË ÒË (Í‡ÚÓ ˜‡ÒÚ ÓÚ ÂÍÎ‡ ÏË ÚÂ ÚËÔ
◊ÎÓÁÛÌ„“), ÒÂ„‡ Ò‡ ÒÂ ÔÂ Ó ·˙ Ì‡ ÎË Ë Ò˙˘Â ÒÚ‚Û ‚‡Ú Í‡ÚÓ ÏÌÓ ÊÂ ÒÚ‚Ó ˜‡ÒÚ ÌË Ó·‡ ÁË.
É‡ ‰˙Ú Â ÔÂÚ˙Ô Í‡Ì Ò ‡Á ÌÓ ̂ ‚ÂÚ ÌË, Ë ‚ ‡Á ÎË˜ ÌË ¯ËÙ ÚÓ ‚Â ÛÍ‡ Á‡ ÚÂÎ ÌË Ú‡·Â ÎË, ÚÂ ÒÂ
Í‡˜ ‚‡Ú Â‰Ì‡ ‚˙ıÛ ‰Û„‡, Á‡ÒÚ˙Ô ‚‡Ú ÒÂ, Ì‡‰ ‡ ÒÚ‚‡Ú ÒÂ, ÒÚ˙ ̃ ‡Ú19... àÏÂÌ ÌÓ Ì‡ı ÎÛ ‚‡ ÌÂ -
ÚÓ Ì‡ Ú‡·Â ÎË ÚÂ Â Â‰ËÌ ÓÚ ÒËÏ ÔÚÓ ÏË ÚÂ Ì‡ ÌÓ‚‡ ëÓÙËfl Ë ‰ÓË ÒÏfl Ú‡Ï, ˜Â ÚÓ‚‡ Â Â‰Ì‡
ÓÚ Ì‡È-ÁÌ‡ ̃ Ë ÏË ÚÂ ‚ËÁÛ‡Î ÌË ÔÓ ÏÂ ÌË, ÍÓËÚÓ ÒÂ ̆ ‡ ÏÂ ‚ ÂÊÂ‰ ÌÂ ‚ËÂ ÚÓ. ä‡ÚÓ ÙËÌ‡Î
ËÒÍ‡Ï ‰‡ Í‡Ê‡, ˜Â Ú‡·Â Î‡ Ú‡ Ë ÒÚ‡ ‡ Ú‡ Ù‡Ò‡ ‰‡ Ò‡ (ÒËÏ ‚Ó ÎË ÚÂ Ì‡) Ò‡ÏËfl ÔÂ ıÓ‰.

á‡ÍÎ˛ ̃ Â ÌËÂ.
çflÍÓË ÓÚ Ó·Ó· ̆ Â ÌËfl Ú‡ ‚ ‰‚ÂÚÂ ËÒÚÓ ËË

1. àÏ‡ ‰‚‡ ÔÂ ıÓ ‰‡, ÍÓËÚÓ ‰ÓÎÓ ‚Ëı: Ô˙ ‚ËflÚ Â ÔÂ ıÓ ‰˙Ú ‚ ÂÍÎ‡ Ï‡ Ú‡: ÓÚ ÎÓÁÛÌ „‡ Í˙Ï
ÌÓ‚Ë Ì‡ Ú‡. ÇÚÓ ËflÚ Â ÔÂ ıÓ ‰˙Ú ‚ Ó·‡ Á‡: ÓÚ ËÏÂÚÓ Í˙Ï Í‡ ÚË Ì‡ Ú‡.
1.1. êÂÍÎ‡ Ï‡ Ú‡ ÚËÔ ◊ÎÓÁÛÌ„“ ‚fl‚‡, ˜Â ÒËÎ‡ Ú‡ ÒÂ Ò˙‰˙ Ê‡ ÌÂ ‚ ıÓ‡ Ú‡, ‡ ‚ ÎÓÁÛÌ „‡.
1.1.1. ÉÓÎfl Ï‡ ˜‡ÒÚ ÓÚ ÂÍÎ‡ ÏË ÚÂ ÚËÔ ◊ÎÓÁÛÌ„“ ÓˆÂ Îfl ‚‡Ú Ë ‰Ó ‰ÌÂÒ, ÌÓ ÎÂÍÓ ÔÓ ÏÂ ÌÂ ÌË
– Í‡ÚÓ Ú‡·Â ÎË. íÂ (ÔÓ‰Ó· ÌÓ Ì‡ ÔÂ‰Ë) Ò‡ ÔÓ-ÒÍÓÓ ÔÂ¯Â ıÓ‰ ÌË ÁÌ‡ˆË.
1.2. íÓ‚‡, ÍÓÂÚÓ ËÒÍ‡Ï ‰‡ Ò˙Ó· ̆ fl Â, ˜Â ‚ Ò˙‚Â ÏÂÌ Ì‡ Ú‡ ÂÍÎ‡ Ï‡, ‚ ÂÍÎ‡ Ï‡ Ú‡ ÚËÔ
◊ÌÓ‚Ë Ì‡“ ËÏ‡ Ì‡ı ÎÛ ‚‡ ÌÂ ÌÂ Ì‡ Ó·‡Á ÌÓ ÚÓ, ‡ Ì‡ Í‡ ÚËÌ ÌÓ ÚÓ. 
1.3. êÂÍÎ‡ Ï‡ Ú‡ ÚËÔ ◊Ò˙·Ë ÚËÂ“ ÔÂ‰ ÒÚÓË.

2. äË Á‡ Ú‡ ‚ Ó·‡ Á‡ Â ÍËÁ‡ Ì‡ Ì‡¯Â ÚÓ ÓÚÌÓ ̄ Â ÌËÂ Í˙Ï ÌÂ„Ó Ë Ì‡È-‚Â˜Â – Í˙Ï „‡‰ -
ÒÍË ÚÂ Ó·‡ ÁË ÓÚ ÏËÌ‡ ÎÓ ÚÓ. íÂ Ô‡ÏÂÚ ÌË ̂ Ë ËÎË ·ÓÍÎÛ ̂ Ë Úfl· ‚‡ ‰‡ ·˙‰‡Ú?
2.1. èÓ ̂ ÂÒ˙Ú, ÍÓÈÚÓ Ò˙Ô˙Ú ÒÚ‚‡ Ú‡ÁË ÍËÁ‡, ÏÓÊÂ ‰‡ ·˙‰Â ÏÌÓ„Ó ÚÓ˜ÌÓ ÔÂ ‰‡ ‰ÂÌ Ò
ÂÍÒÔÂ ÒË‚ Ì‡ Ú‡ ‰ÛÏ‡ ◊Ò‡ÏÓ ÚÂÍ“20.

3. ÇÒË˜ ÍË ÚÂÁË Ó·‡ ÁË, ‚ Í‡È Ì‡ ÒÏÂÚ Í‡, Ò˙˜Â Ú‡ ‚‡Ú ÒÚ‡ Ó ÚÓ Ë ÌÓ‚Ó ÚÓ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ.
Ö‰Ì‡ ÒÚ‡ Ó ÌÓ ‚‡ ëÓÙËfl, ÍÓflÚÓ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ‰ÓÔÛ ÒÍ‡ Ì‡È-ÏÓ‰Â ÌÓ ÚÓ ‚ Ò˙ÒÂ‰ ÒÚ‚Ó Ò
Ó‚Âı Úfl ÎÓ ÚÓ.
3.1. í‡ÁË ÒÚ‡ Ó ÌÓ ‚‡ ëÓÙËfl ËÏ‡ ‰‚‡ „Î‡‚ ÌË Ó·‡ Á‡ – Ú‡·ÂÎ Í‡ Ú‡ Ë ÒÚ‡ ‡ Ú‡ Ù‡Ò‡ ‰‡.
à ÚÓ‚‡ Ò‡ ‚Ò˙ ̆ ÌÓÒÚ Ó·‡ ÁË ÚÂ Ì‡ ÔÂ ıÓ ‰‡.

4. ÉÂÓ „‡ ÙËfl Ú‡ Ì‡ ÂÍÎ‡ Ï‡ Ú‡ ÌÂ Â ‡‰Ë ‡Î Ì‡ (ÔÓ‰ ̃ Ë ÌÂ Ì‡ Ì‡ ‡‰Ë ÛÒË ÚÂ, ÍÓËÚÓ Ò˙Ï ÓÔÂ -
‰Â ÎËÎ), Úfl Â ÔÓ-ÒÍÓÓ Í‡ÚÓ ◊Ô˙ÁÂÎ“. Ä Â‰Ì‡ ÓÚ ‚‡Ê ÌË ÚÂ ı‡‡Í ÚÂ Ë ÒÚË ÍË Ì‡ Ô˙ÁÂ Î‡ Â, ˜Â
ËÏ‡ ‡Á ÏË Ì‡ ‚‡ ÌÂ ÏÂÊ‰Û Ó·‡ Á‡ Ë ÂÎÂ ÏÂÌ ÚË ÚÂ, ÍÓËÚÓ „Ó ËÁ„‡Ê ‰‡Ú. Ç ÚÓ‚‡ Â Ë„‡ Ú‡.
4.1. ìÎË˜ ÌË ÚÂ ÂÍÎ‡ ÏË Ò‡ Ú‡Ï, Í˙‰Â ÚÓ ÔÂ ÏË Ì‡ ‚‡Ú ıÓ‡, ‡ ÌÂ Í˙‰Â ÚÓ ÊË‚ÂflÚ ıÓ‡ Ú‡.
4.2. è˙Ú ÌË ÚÂ ‡ÚÂ ËË ‰Ó ˆÂÌ Ú˙ ‡ ËÏ‡Ú ÂÍÎ‡ ÏÌË ÚÂ ı‡‡Í ÚÂ Ë ÒÚË ÍË Ì‡ Ò‡ÏËfl ̂ ÂÌ Ú˙.
4.3. êÂÍÎ‡ ÏË ÚÂ ‚ ÊËÎË˘ ÌË ÚÂ ÍÓÏ ÔÎÂÍ ÒË Ò‡ ÔÂ ‰ËÏ ÌÓ ◊‰ÌÂ‚ ÌË ÂÍÎ‡ ÏË“.

5. ÇÁ‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ Â ˜‡ÒÚ ÓÚ Ò‡Ï‡ Ú‡ ÂÍÎ‡ Ï‡, ‡ ÔÓÚÂ ·Ë ÚÂ ÎË ÚÂ ÏÓ„‡Ú ‰‡ ËÁ·Â ‡Ú
ËÎË ‰‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚‡Ú, ËÎË ‰‡ ÒÏÂ ÌflÚ Ô‡ ‚Ë Î‡ Ú‡ (Ë ÚÓ„‡ ‚‡ ÚÂ ÌÂ Ò‡ ‚Â˜Â ÔÓÚÂ ·Ë ÚÂ -
ÎË, ‡ ‰Âfl ÚÂ ÎË).

6. ëÓÙËfl Â ◊ËÌÚÂ ÙÂÈÒ“ – Ë Í‡ÚÓ ÂÍ‡Ì, Ë Í‡ÚÓ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ. ífl Â ÂÍ‡Ì, Á‡˘Ó ÚÓ
Ó·‡Á˙Ú Â ‚Î‡ÒÚ, ÌÓ Â ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ, Á‡˘Ó ÚÓ ÚÓÁË ÚËÔ ‚Î‡ÒÚ Ú˙ÒË ‚Á‡Ë ÏÓ ‰ÂÈ -
ÒÚ‚ËÂ ÚÓ. í‡Í‡ ‚Î‡ÒÚ Ú‡ ÒÚ‡‚‡ ÔÓ-ÒËÎÌ‡, ÌÓ Ë ÒÂ Ó„ÓÎ ‚‡.
6.1. É‡Ê ‰‡Ì ÒÍËflÚ ÍÓÌ ÚÓÎ ‚˙ıÛ Ó·‡ Á‡ Ì‡ ëÓÙËfl Â Ì‡È-‚ÂÓ flÚ ÌÓ ÏËÚ. à ÚÓ‚‡ ÒÂ
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3. In the final reckoning all these images combine the old and the new simultaneously. An
oldnew Sofia that simultaneously allows the most modern to be next to the old and the
shabby.
3.1. This oldnew Sofia has two main images – the plate and the old façade. And these are,
in fact, the images of the transition.

4. The geography of advertising is not radial (subordinated to the radii that I have
defined), it is more of a jigsaw puzzle. And one of the important features of the jigsaw puz-
zle is that there is a gap between the image and the elements that make it. This is where
the game lies.
4.1. Street advertisements are placed where people pass by not where they live.
4.2. The road arteries to the centre have the advertising characteristics of the centre itself.
4.3. The advertisements in the housing estates are mainly “daytime advertisements”.

5. Interaction is part of the advertisement itself and consumers can choose whether to
interact or to change the rules (in the latter case they are no longer consumers but
agents).

6. Sofia is “interface” – both as a screen and as interaction. It is a screen because the
image is power, and it is interaction because this type of power seeks interaction. This is
how power grows stronger but at the same time it is denuded too. 
6.1. The civil control over the image of Sofia is most probably a myth. And this can be
seen even in the question: Who are we who want power and control over the image?
And the answer I leave to you.

Notes

1. I would like to thank the team of New Moment New Ideas Company (Saatchi & Saatchi), where I 
spent two memorable years between July 2002 and June 2004. I learnt a lot there about
advertising, about design, about visual hygiene, about the fight with clients, about the technical 
aspects, about the backstage of advertising. I would like to thank in particular the people from 
whom I stole professional knowledge and who tried to teach me how to use it – Ida Daniel, Assya 
Mineva, Anetta Denovska and Emil Zakhariev. I thank Boryana Zheleva for clarifying some techni
cal details and concepts. I thank everybody else – I am glad that we were together.
In this text I wanted to combine the two fields I work in – advertising and analysis.
As well as to add to this my continuous interest in Sofia.

2. In this presentation I am not interested in whether the advertisement is good or not. It is a fact that 
neither of the two can be found in a catalogue of excellent ideas. Naturally, this does not mean 
anything about their value but it is a symptom too.

3. In this case the social-political sense of the word is relevant and it is the German word Losung
that can express the meaning best. It is important to note that Losung is not used as a term
in advertising. 

4. The transition can be one – from a slogan to a piece of news – but there can be several
frameworks of this transition.

5. For the sake of comparison – chanting a slogan by word of mouth would be rather eccentric 
behaviour.

6. It is important to note that this belief is not shared by everyone who creates advertisements.
7. Or in other words, the advertisement ought to be repeatable in order to become a piece of news;

it ought to be repeated by people in order to be efficient and besides its change ought to be 
repeated in order to be topical.

8. As it is clear, these advertisements can also exist simultaneously although it is possible that one
of them is more widespread or typical.

9. In this case the advertisement will not be a piece of news – it will be a profound experience.
10. I have presented substitution as an analytical method in the article “What did the author mean

to say?”, published in Kultura weekly, 25 August 2000.
11. One cannot help noticing the aggressiveness of the slogan and the discretion of the picture
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‚ËÊ‰‡ Ó˘Â ‚˙‚ ‚˙ÔÓ Ò‡: äÓË ÒÏÂ ÌËÂ, ÍÓËÚÓ ËÒÍ‡ ÏÂ ‚Î‡ÒÚ Ë ÍÓÌ ÚÓÎ Ì‡‰ Ó·‡ Á‡?
Ä ÓÚ„Ó ‚Ó ‡ ÔÂ ‰Ó ÒÚ‡ ‚flÏ Ì‡ ‚‡Ò.

ÅÂÎÂÊÍË

1. àÒÍ‡Ï ‰‡ ·Î‡ „Ó ‰‡ fl Ì‡ ÂÍËÔ‡ Ì‡ New Moment New Ideas Company (Saatchi & Saatchi), Í˙‰Â ÚÓ 
ÔÂ Í‡ ‡ı ‰‚Â ‚ÔÂ ̃ ‡Ú Îfl ‚‡ ̆ Ë „Ó‰Ë ÌË ÓÚ ˛ÎË 2002 ‰Ó ˛ÌË 2004. í‡Ï Ì‡Û ̃ Ëı ÏÌÓ„Ó Á‡ ÂÍÎ‡ Ï‡ Ú‡,
Á‡ ‰ËÁ‡È Ì‡, Á‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ıË„Ë Â Ì‡, Á‡ ·Ó ·‡ Ú‡ Ò ÍÎË ÂÌ ÚË ÚÂ, Á‡ ÚÂı ÌË ̃ Â ÒÍ‡ Ú‡ ÒÚ‡ Ì‡,
Á‡ ÍÛı Ìfl Ú‡ Ì‡ ÂÍÎ‡ Ï‡ Ú‡. à ÔÓ-ÍÓÌ ÍÂÚ ÌÓ ËÒÍ‡Ï ‰‡ ·Î‡ „Ó ‰‡ fl Ì‡ ıÓ‡ Ú‡, ÓÚ ÍÓËÚÓ ÓÚÍ‡‰ Ì‡ı 
ÔÓ ÙÂ ÒË ÓÌ‡Î ÌÓ ÚÓ ÁÌ‡ ÌËÂ Ë ÍÓËÚÓ ÓÔË Ú‡ ı‡ ‰‡ ÏÂ Ì‡Û ̃ ‡Ú Í‡Í ‰‡ „Ó ËÁÔÓÎ Á‚‡Ï – à‰‡ Ñ‡ÌË ÂÎ, 
ÄÒfl åËÌÂ‚‡, ÄÌÂÚ‡ ÑÂÌÓ‚ ÒÍ‡ Ë ÖÏËÎ á‡ı‡ ËÂ‚. ÅÎ‡ „Ó ‰‡ fl Ì‡ ÅÓfl Ì‡ ÜÂÎÂ ‚‡ Á‡ ËÁflÒ Ìfl ‚‡ -
ÌÂ ÚÓ Ì‡ ÌflÍÓË ÚÂı ÌË ̃ Â ÒÍË ‰ÂÚ‡È ÎË Ë ÔÓÌfl ÚËfl. ÅÎ‡ „Ó ‰‡ fl Ë Ì‡ ‚ÒË˜ ÍË ÓÒÚ‡ Ì‡ ÎË – ‡‰ ‚‡Ï ÒÂ, 
˜Â ·flıÏÂ Á‡Â‰ ÌÓ.
Ç ÚÓÁË ÚÂÍÒÚ ËÒÍ‡ı ‰‡ Ò˙˜Â Ú‡fl ‰‚ÂÚÂ ‰ÂÈ ÌÓ ÒÚË, Ò ÍÓËÚÓ ÒÂ Á‡ÌË Ï‡ ‚‡Ï – ÂÍÎ‡ Ï‡ Ú‡ Ë ‡Ì‡ ÎË Á‡.
ä‡ÍÚÓ Ë ‰‡ ‰Ó·‡ ‚fl Í˙Ï ÚÓ‚‡ ÔÓ‰˙Î ÊË ÚÂÎ ÌËfl ÏË ËÌÚÂ ÂÒ Í˙Ï ëÓÙËfl.

2. Ç ÚÓ‚‡ ÔÂ‰ ÒÚ‡ ‚fl ÌÂ ÌÂ ÒÂ ËÌÚÂ Â ÒÛ ‚‡Ï ‰‡ÎË ÂÍÎ‡ Ï‡ Ú‡ Â ‰Ó·‡ ËÎË ÌÂ Â ‰Ó·‡. î‡ÍÚ Â, ˜Â Ë 
‰‚ÂÚÂ ÂÍÎ‡ ÏË ÌÂ ÏÓ„‡Ú ‰‡ ·˙‰‡Ú Ì‡ÏÂ Â ÌË ‚ ÌflÍ‡Í ̇ ‚ Í‡Ú‡ ÎÓ„ Á‡ ÓÚÎË ̃ Â ÌË Ë‰ÂË. íÓ‚‡ ÌË˘Ó 
ÌÂ ÓÁÌ‡ ̃ ‡ ‚‡, ÂÒÚÂ ÒÚ‚Â ÌÓ, Á‡ Úflı Ì‡ Ú‡ ÒÚÓÈ ÌÓÒÚ, ÌÓ Ò˙˘Ó Â ÒËÏ ÔÚÓÏ.

3. èÂ ıÓ ‰˙Ú ÏÓÊÂ ‰‡ Â Â‰ËÌ: ÓÚ ÎÓÁÛÌ„ Í˙Ï ÌÓ‚Ë Ì‡, ÌÓ ‡Ï ÍË ÚÂ Ì‡ ÚÓÁË ÔÂ ıÓ‰
ÏÓÊÂ ‰‡ Ò‡ ÌflÍÓÎ ÍÓ.

4. á‡ Ò‡‚ ÌÂ ÌËÂ – ÒÍ‡Ì ‰Ë ‡ ÌÂ ÚÓ Ì‡ ÎÓÁÛÌ„ ÓÚ ÛÒÚ‡ Ì‡ ÛÒÚ‡ ·Ë ·ËÎÓ ‰ÓÒÚ‡ ÂÍÒˆÂÌ ÚË˜ ÌÓ
ÔÓ‚Â ‰Â ÌËÂ.

5. Ç‡ÊÌÓ Â ‰‡ ÒÂ Í‡ÊÂ, ˜Â Ú‡ÁË ‚fl‡ ÌÂ ÒÂ ÒÔÓ ‰Â Îfl ÓÚ ‚ÒË˜ ÍË, ÍÓËÚÓ Ò˙Á‰‡ ‚‡Ú ÂÍÎ‡ ÏË.
6. àÎË ‰Û „Ó fl ̃ Â Í‡Á‡ ÌÓ: ÂÍÎ‡ Ï‡ Ú‡ Úfl· ‚‡ ‰‡ ÏÓÊÂ ‰‡ ÒÂ ÔÓ‚ Ú‡ fl, Á‡ ‰‡ ÒÚ‡ÌÂ ÌÓ‚Ë Ì‡; Úfl· ‚‡ 

‰‡ ÒÂ ÔÓ‚ ÚÓ Ë ÓÚ ıÓ‡ Ú‡, Á‡ ‰‡ ·˙‰Â ÂÙÂÍ ÚË‚ Ì‡ Ë ÓÒ‚ÂÌ ÚÓ‚‡ Úfl· ‚‡ ÔÓÒÚÓflÌ ÌÓ ‰‡ ÒÂ
ÔÂ ÔÓ‚ Ú‡ fl ÌÂÈ Ì‡ Ú‡ ÔÓ Ïfl Ì‡, Á‡ ‰‡ ·˙‰Â ‡ÍÚÛ ‡Î Ì‡.

7. ä‡ÍÚÓ ÒÂ ‚ËÊ‰‡, ÚÂÁË ÂÍÎ‡ ÏË ÏÓ„‡Ú Ë Ò˙˘Â ÒÚ‚Û ‚‡Ú Â‰ÌÓ ‚Â ÏÂÌ ÌÓ, ‚˙ÔÂ ÍË ˜Â ÏÓÊÂ Â‰Ì‡
ÓÚ Úflı ‰‡ Â ÔÓ-‡Á ÔÓ ÒÚ‡ ÌÂ Ì‡ ËÎË ÚËÔË˜ Ì‡.

8. Ç ÚÓÁË ÒÎÛ ̃ ‡È ÂÍÎ‡ Ï‡ Ú‡ ÌflÏ‡ ‰‡ Â ÌÓ‚Ë Ì‡, ‡ ˘Â Â ‰˙Î ·Ó ÍÓ ÔÂ ÊË ‚fl ‚‡ ÌÂ.
9. á‡ÏÂ ÒÚ‚‡ ÌÂ ÚÓ Í‡ÚÓ ‡Ì‡ ÎË ÚË ̃ ÂÌ ÏÂÚÓ‰ Ò˙Ï ÔÂ‰ ÒÚ‡ ‚ËÎ ‚ ÒÚ‡ ÚËfl Ú‡ ◊ä‡Í‚Ó Â ËÒÍ‡Î ‰‡ Í‡ÊÂ 

‡‚ÚÓ ˙Ú?“, ÔÛ·ÎË Í‡ ̂ Ëfl ‚˙‚ ‚. äÛÎÚÛ ‡, 25 ‡‚„ÛÒÚ 2000 „.
10. çÂ ÏÓÊÂ ‰‡ ÌÂ Ì‡Ô‡ ‚Ë ‚ÔÂ ̃ ‡Ú ÎÂ ÌËÂ ‡„Â ÒË‚ ÌÓÒÚ Ú‡ Ì‡ ÎÓÁÛÌ „‡ Ë ‰ËÒ ÍÂÚ ÌÓÒÚ Ú‡ Ì‡

Í‡ ÚË Ì‡ Ú‡ ‚ ◊ÉÎÂ ‰‡È ÚÂ ÌÓ‚Ë ÚÂ ÙËÎÏË“. í‡Í‡ ÚÓÁË Ó·‡Á Í‡ÚÓ ˆflÎÓ Â ÔÓ-Ï‡ÎÍÓ Á‡‰˙Î Ê‡ ‚‡˘.
11. çÂ, ÌÂ Â ÚÓÎ ÍÓ ‚‡ ÎÂÒÌÓ ‰‡ ÒÂ ‰‡‰Â Ò‡ÏÓ Â‰ËÌ ÓÚ„Ó ‚Ó, Á‡˘Ó ÚÓ ‚˙ÔÓÒ˙Ú ÌÂ Â Â‰ËÌ: á‡˘Ó ‰‡ 

„ÎÂ ‰‡ ÏÂ ÙËÎÏË? á‡˘Ó ÚÓ Ò‡ ÌÓ‚Ë ÎË? á‡˘Ó ÚÓ ÒÂ ÔÂ‰ Î‡ „‡Ú ÓÚ Ñé äËÌÂ ÙË Í‡ ̂ Ëfl ÎË? Ä Á‡˘Ó 
‰‡ „ÎÂ ‰‡ ÏÂ ÌÓ‚Ë ÚÂ ÙËÎÏË ÓÚ Ñé äËÌÂ ÙË Í‡ ̂ Ëfl?... çÓ Á‡ Ú‡ÁË Ë„‡ ÌflÏ‡ ÏflÒÚÓ ÚÛÍ.

12. íÓ‚‡ Â ÏÌÓ„Ó ËÌÚÂ ÂÒ Ì‡ ·ÎË ÁÓÒÚ Ò ÂÍÎ‡ Ï‡ Ú‡ ÚËÔ ◊ÌÓ‚Ë Ì‡“, ÍÓflÚÓ Â ‚˙Á‰Ë„ Ì‡ Î‡ ‚ ÍÛÎÚ ÌÓ‚Ó ÚÓ.
ÖÚÓ ˜Â ÂÍÎ‡ Ï‡ Ú‡ ÚËÔ ◊ÎÓÁÛÌ„“ ÌÂ Â ‰‡Î Â˜Â ÓÚ Ú‡ÁË Ë‰ÂÓ ÎÓ „Ëfl, ‚˙ÔÂ ÍË ˜Â ÌÂ ÒÔ‡Á ‚‡ ÌÂÈ ÌËfl 
ÓÒÌÓ ‚ÂÌ Ó·‡ ÁÂÌ ÔËÌ ̂ ËÔ – ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÚÓ (ÚË ‚Ë ‡Î ÌÓ) Ó·ÌÓ ‚fl ‚‡ ÌÂ Ì‡ Ó·‡ Á‡, ËÏË ‰Ê‡.

13. í‡Í‡ ‚‡ Â ËÎ˛ ÁËfl Ú‡ Ì‡ Ì‡ÒÚÓfl ̆ Â ÚÓ. ç‡ÎË ËÏÂÌ ÌÓ ÌÂÔÂ ‰‚Ë ‰Â ÌÓ ÚÓ ÌÂ ÏÓÊÂ ‰‡ ÒÂ ÔÂ ‰‚Ë ‰Ë.
14. åÓÊÂ ·Ë ËÏÂÌ ÌÓ ÚÂÁË ‰‚Â ÌÂ˘‡ Á‡Â‰ ÌÓ (ÌÓ‚‡ Ú‡ ÂÍÎ‡ Ï‡ Ë ÒÚ‡ ‡ Ú‡ Ù‡Ò‡ ‰‡) Ò˙Á‰‡ ‚‡Ú

ÛÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ ÍË˜...
15. çÓ Á‡ ‰‡ ÒÂ Ì‡Ô‡ ‚Ë ‰Ó·Ó ÚËÔÓ ÎÓ „Ë˜ ÌÓ ÓÔË Ò‡ ÌËÂ Â ÌÂÓ·ıÓ ‰Ë ÏÓ ÔÓ-‰˙Î„Ó Ë ÔÓ-ÍÓÏ ÔÂ ÚÂÌÚ ÌÓ 

ËÁÒÎÂ‰ ‚‡ ÌÂ. àÏ‡Ï ÔÂ ‰‚Ë‰ ÓÒÓ ·Â Ì‡ Ú‡ ÍÓÏ ÔÂ ÚÂÌÚ ÌÓÒÚ Ì‡ ÒÓˆË ÓÎÓ „‡.
16. àÁ‚˙Ì ‰‚ÓÈ Í‡ Ú‡ ıÓ‡-ÂÍÎ‡ ÏË, ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ Ò Ó·‡ Á‡ Ì‡ ëÓÙËfl Â ‚Ë‰Ë ÏÓ ÔÂÁ

ÔÂËÓ ‰Ë˜ ÌÓ ÚÓ Ë ÒËÒÚÂ Ï‡ ÚË˜ ÌÓ ËÒÛ ‚‡ ÌÂ Ì‡ „‡ ÙË ÚË. í‡Ï ÏÓ„‡Ú ‰‡ ÒÂ ÒÂ˘ Ì‡Ú ‰Ë‡ ÎÓ ÁË,
ÍÓÌ ÙÎËÍ ÚË ËÎË ˜ËÒÚË ÛÍ‡ ÒË. íÓ‚‡ Â ÌÂ‡Á ‰ÂÎ Ì‡ ˜‡ÒÚ ÓÚ Interface Sofia, ÌÓ Úfl Â ËÁ‚˙Ì Ó·Î‡ÒÚ Ú‡
Ì‡ ÂÍÎ‡ Ï‡ Ú‡, Ò ÍÓflÚÓ Ò˙Ï ÒÂ Á‡ı ‚‡ Ì‡Î. àÌ‡˜Â ÚÓ‚‡ Â Ó˜Â ‚Ë‰ ÌÓ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ Ò Ó·‡ ÁË ÚÂ 
ÓÍÓÎÓ Ì‡Ò.

17. çÂÍ‡ ÔË ÔÓÏ Ìfl Ë ÚÓ‚‡, ˜Â Â‰ÓÏ Ò ◊Î˛·Ó‚ ÌË ÚÂ Ï‡ÍË“ (love mark), Ò˙˘Â ÒÚ‚Û ‚‡ Ë Ë‰Âfl Ú‡ Á‡ 
◊ÂÍÎ‡ Ï‡ Ú‡ Í‡ÚÓ Ò˙·Ë ÚËÂ“. àÏÂÌ ÌÓ Ì‡ Ú‡ÁË ÓÒÌÓ ‚‡ ÒÂ ‡Ê‰‡ Ë ÚÓ‚‡ ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ.

18. èÓ-ÚÓ˜ÌÓ: ÍÓË ÒÏÂ ÌËÂ, ÍÓËÚÓ ÌflÏ‡ ÏÂ, ÌÓ ËÒÍ‡ ÏÂ ‚Î‡ÒÚ?
19. í‡·Â ÎË ÚÂ ÌÂ Ò‡ Á‡Ô‡ ÁÂ Ì‡ Ï‡Í‡ Ò‡ÏÓ Ì‡ Ô˙ ‚Ëfl ‡‰Ë ÛÒ, ÌÓ Ò˙Ò ÒË„Û ÌÓÒÚ Ú‡Ï ÔË Ò˙ ÒÚ‚ËÂ ÚÓ 

ËÏ Â Ì‡È-Ì‡ÒË ÚÂ ÌÓ, ÓÒÓ ·Â ÌÓ ÔÓ ÒÚ‡ ÌË˜ ÌË ÚÂ ÔÂ ÒÂ˜ ÍË Ì‡ ÓÒÌÓ‚ ÌË ÚÂ ÛÎËˆË.
20. ÄÍÓ ÓÚ ◊Ò‡ÏÓ ÚÂÍ“ ÒÂ ÍÓÌ ÒÚÛË ‡ ÔÓÌfl ÚËÂ, ‚Â‰ Ì‡ „‡ ˘Â ÒÂ ËÁ‡ ÁflÚ Ë ÔË ̃ Ë ÌË ÚÂ Á‡ ÔÓ‡ Ê‰‡ ÌÂ 

Ì‡ ÌÓ‚‡ Ú‡ ÈÂ‡ ıËfl Ú‡, Ë Á‡ÌÂ Ï‡ fl ‚‡ ÌÂ ÚÓ Ì‡ ÏËÌ‡ ÎÓ ÚÓ, Ë ÌÂÓ Ë ÂÌ ÚË ‡ ÌÓÒÚ Ú‡ Ì‡ ÒËÒÚÂ Ï‡ Ú‡, 
Í‡ÍÚÓ Ë ÒËÎ‡ Ú‡ Ì‡ ◊ÚÂ˜Â ÌËÂ ÚÓ“. çÓ ÚÓ‚‡ Â ‡·Ó Ú‡ Ì‡ ‰Û„Ó ËÁÒÎÂ‰ ‚‡ ÌÂ.
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in “See the New Films”. This is how this image as a whole is less obliging.
12. No, it is not easy to give just one answer because the question is not one: why should we see 

films? Is it because they are new? Or because they are offered by Cinefication Head Office?...
But there is no place for this game here.

13. This is a very interesting proximity to the news type of advertisement which has placed the new
on a pedestal. So the slogan type of advertisement is not far from this ideology although it does 
not observe its basic visual principle – the constant (trivial) renewal of the image.

14. Such is the illusion of the present. After all, it is the unforeseen that cannot be foreseen.
15. Perhaps it is these two things together (the new advertisement and the old façade) that create the 

sense of kitsch...
16. But in order for a good typological description to be made, a longer and more competent study

is necessary. Here I mean the special competence of the sociologist.
17. Outside the people-advertisements pair, the interaction with the image of Sofia is visible through 

the periodical and systematic drawing of graffiti. Here dialogues, conflicts or pure decoration can 
be seen. This is an inseparable part of Interface Sofia, but it is outside the area of advertising with 
which I am dealing. Otherwise this is an obvious interaction with the images around us.

18. Let me also remind that together with the love mark, there is the idea about advertising as event.
It is on this basis that the interaction is generated.

19. To be more precise who are we who want power but do not have it?
20. The plates are not a trademark of the first radius only but their presence there is certainly the most 

saturated, especially on the side streets off the main ones.
21. If from “to be left to one's own devices” a concept is constructed, instantly the reasons for 

generating the new hierarchy will be expressed as well as the neglect of the past and the lack 
of orientation in the system and the power of “going with the flow”. But this is in the scope
of another study.

îÓÚÓ„‡ÙËË: ‡‚ÚÓ˙Ú

Photographs: the author
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äËËÎ è‡¯ ÍÓ‚

èÓÒÚÓ „Ó ‚Ó ÌË ‡Á ÏË¯ ÎÂ ÌËfl Ì‡ ÏÓ‰Â ÌË ÒÚ‡

àÁÏË Ì‡ „Ó‰Ë Ì‡ Ë ÔÓÎÓ ‚Ë Ì‡ ÓÚÍ‡Í Ì‡Ô‡ ‚Ëı ÙÓÚÓ „‡ ÙË Ë ÚÂ Á‡ ÒÂËfl Ú‡ ÒË ◊éÚ„Ó ‚Ó Ì‡
ÊË‚Ó ÔËÒ“ Ë Ó·‡Á ̂ Ë ÚÂ ÏÓ‰Â ÌË ÒÚË˜ Ì‡ ◊ÛÍ‡ Ò‡“ ËÁ Ô‡ÌÂÎ ÌË ÚÂ ‡ÈÓ ÌË Ì‡ ëÓÙËfl –
Ì‡Ë ̃ ‡Ú „Ë ◊ÒÔ‡Î ÌË ÚÂ Ì‡ ëÓÙËfl“ – Á‡ÔÓ˜ Ì‡ ı‡ ‰‡ ËÁ˜ÂÁ ‚‡Ú. èË ÓÔËÚ ‰‡ ÓÔÂÒ Ìfl ÒÔÓ -
ÏÂ Ì‡ ÒË Á‡ Ú‡Í‡ ‚ÔÂ ̃ ‡Ú ÎË ÎË ÚÂ ÏÂ „ÎÛıË ÒÚ‡ ÌË˜ ÌË ÒÚÂÌË Ì‡ ·ÎÓ ÍÓ ‚Â Ò˙Ò ÒÚ‡ ‡ ÚÂÎ ÌÓ
Á‡Ï‡ Á‡ ÌË ÔÛÍ Ì‡ ÚË ÌË ‚/ÏÂÊ‰Û Ô‡ÌÂ ÎË ÚÂ, ÔÂ ‚˙ Ì‡ ÎË „Ë ‚˙‚ ÙËÌË ÂÔÎË ÍË Ì‡ ÍÓÌ -
ÒÚÛÍ ÚË ‚ËÒÚ Í‡ ‡·ÒÚ‡ÍÚ Ì‡ ÊË‚Ó ÔËÒ, Ó·ËÍ ÌÓ ‚Â ÌÓ ÒÂ Ò·Î˙Ò Í‚‡ı Ò ÚÓ‚‡, ˜Â ÚÂ ‚Â˜Â Ò‡
◊ÔÓÔ‡ ‚Â ÌË“. ëÂ ̆ ‡ı „ÓÁ ÌË ÓÁÓ ‚Ë/ÎËÏÓ ÌÂ ÌË/ÌÂ·ÂÒ ÌÓ-ÒËÌË Í‡Â Ú‡ ÓÚ ËÁÓ Î‡ ̂ ËÓÌ ÌË
Ï‡ÚÂ Ë ‡ ÎË, ÎÂÔ Ì‡ ÚË ‚˙ıÛ ·Î‡ „Ó Ó‰ Ì‡ Ú‡ ÔÓ‚˙ ıÌÓÒÚ Ì‡ ÂÒÚÂ ÒÚ‚Â ÌË ÚÂ, ÔÓ ‚Â Â ÌË ÓÚ
ÏÓ‰Â ÌËÁ Ï‡ Ô‡Ì‡... ë ÔË ÏË ÚË‚ Ì‡ Ú‡ ÒË Ë Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ÚÓÎ ÍÓ ‚‡ ÔÓ‰ ÍÛÔ ‚‡ ̆ ‡ ˜ÂÁ
ÔÓ ÒÚÓ Ú‡ Ú‡ ÒË ÎÓ„Ë Í‡, ÚÂÁË Í˙Ô ÍË, ÔÂ ÚÂÌ ‰Ë ‡ ̆ Ë ‰‡ Ô‡ ‚flÚ ÊË‚Ó Ú‡ Á‡‰ Ó·‡ ·Ó ÚÂ ÌË -
ÚÂ ÒÚÂÌË ÔÓ-‰Ó·˙ Ë ÔË‚ ÎÂ Í‡ ÚÂ ÎÂÌ, ÏÂ ‚˙ Ì‡ ı‡ Í˙Ï ÍÓÏÂÌ Ú‡ Ë ÚÂ ÓÍÓÎÓ ◊éÚ„Ó ‚Ó Ì‡
ÊË‚Ó ÔËÒ“.

ÇÒ˙ ̆ ÌÓÒÚ, ÓÔË Ú˙Ú ÏË Ò‡Ï‡ Ú‡ ËÁÎÓÊ ·‡ ‰‡ „Ó‚Ó Ë Á‡ ÊË‚Ó ÔË ÒÚ‡ Ë ÏÂÒÚ ÌË ÚÂ π ÔÓ ·ÎÂ -
ÏË ÌÂ ‰‡‰Â ‰ÓË ÔÓÎÓ ‚ËÌ ̃ ‡Ú ÂÁÛÎ Ú‡Ú. óÂÒÚÓ Ë ÍË ÚË ̃ Â ÒÍËflÚ, Ë ÓÒÓ ·Â ÌÓ ÊÛ Ì‡ ÎË ÒÚË -
˜Â ÒÍËflÚ ËÌÚÂ ÂÒ ÔËÔÎ˙ Á‚‡ ı‡ Í˙Ï ◊Í‡ ÚË ÌË ÚÂ“ Í‡ÚÓ Û‰Ó ·ÂÌ ÔË ÏÂ Á‡ ‡Á Û ı‡.
é·˘Ó ÚÓ ÛÒÂ ̆ ‡ ÌÂ Á‡ ÊË‚ÓÚ ‚ ‡Á Ô‡ ‰‡˘ ÒÂ „‡‰ Ò˙‚ÒÂÏ Á‡„ÎÛ ̄ Ë ÚÂÏ‡ Ú‡ Á‡ Ì‡‚‡Í Ò‚‡ -
ÌÂ Ì‡ ÔÓ ÔÛ ÒÌ‡ ÚË ÚÂ „Ó‰Ë ÌË Ì‡ ÍËÔfl˘ ÏÓ‰Â ÌËÁ˙Ï. ÑÓÍ‡ ÚÓ ‚ ÏÓËÚÂ ÔÂ‰ ÒÚ‡ ‚Ë ‡Á Û -
ı‡ Ú‡, ‚Ò˙ ̆ ÌÓÒÚ, ÒÂ ÔÓ fl‚fl ‚‡ ËÏÂÌ ÌÓ Í‡ÚÓ ÒÎÂ‰ ÒÚ‚ËÂ Ì‡ ÚÓÁË ÔÓ ÔÛÒÍ. ífl Ë‰‚‡ – ÔË
Ï‡˘‡· Í˙‰Â ÔÓ-¯ËÓÍ ÓÚ ÒÔÓ ıÓ ‰Ë Î‡ Ú‡ ÌË ˜ÂÁ ËÁÎÓÊ ·‡ Ú‡ Í‡ ÒÓ Ú‡ – ÓÚ ËÁÍË ‚Â ÌÓ ÚÓ
‡Á ·Ë ‡ ÌÂ Ì‡ Ò˙‚Â ÏÂÌ ÌÓÒÚ Ú‡, ‚ÍÓ Â ÌÂ ÌÓ ‚ ÌÂÔ˙Î ÌÓ ÚÓ ·˙Î „‡ ÒÍÓ (‡ ÚÓ‚‡ ÁÌ‡˜Ë Ë
ÒÓÙËÈ ÒÍÓ) ÔËÂ Ï‡ ÌÂ Ë Ì‡ åÓ‰ÂÌÓÒÚÚ‡, Ë Ì‡ ÏÓ‰Â ÌËÁ Ï‡. à ÌÓ‚Ë˜ ÍË ÚÂ ËÁÓ Î‡ ̂ ËÓÌ ÌË
Í˙Ô ÍË ËÁ Üä (ÒÔÓÏ Ìfl ÚÂ ÎË ÒË ÚÓ‚‡ Ì‡Ë ÏÂ ÌÓ ‚‡ ÌËÂ?), ÒÚÛ ‚‡ ÏË ÒÂ, Ò‡ÏÓ ÔÓÚ ‚˙ Ê‰‡ -
‚‡Ú ÚÓ‚‡.

ê‡Á ·Ë ‡ ÒÂ, ‡‰ÓÒÚ ÌÓ Â Â‰Ì‡ ËÁÎÓÊ ·‡ ‰‡ ÔÂ ‰ËÁ ‚Ë Í‡ ÔÓ‚Â ̃ Â ËÌÚÂ ÔÂ Ú‡ ̂ ËË, ÓÚÍÓÎ -
ÍÓ ÚÓ Ò‡ÏËflÚ ‡‚ÚÓ Â ÒÔÓ ÒÓ ·ÂÌ ‰‡ ‰‡‰Â, ÌÓ ‚ ÒÎÛ ̃ ‡fl ÚÂ ÒÂ ‡Á ÍÎÓ Ìfl ‚‡ ı‡ ÔÂ Í‡ ÎÂ ÌÓ
ÏÌÓ„Ó. äÓÈ ÚÛÍ Â ‡‚ÚÓ ˙Ú – ÒÂÁÓ ÌË ÚÂ, ÒÔ‡ ‚fl ̆ Ë ÒÂ Ò ÛÌË ÎË ÚÂ ÓÒÚ‡Ì ÍË Ì‡ ÒÓˆË‡ ÎË ÒÚË -
˜Â ÒÍÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó; ÌÂ ÔÓ-Ï‡ÎÍÓ ÛÌË ÎË ÚÂ ÊËÚÂ ÎË Ì‡ ÍÓ¯ Ï‡ ÌË ÚÂ ◊ÊËÎË˘ ÌË ÍÓÏ ÔÎÂÍ -
ÒË“, ÔÂ‰ ÔÓ ̃ Ë Ú‡ ̆ Ë ‰‡ Ì‡ÍÎÂÔ ‚‡Ú ÔÓ‰˙ ̃ ÌË Ï‡ÚÂ Ë ‡ ÎË ‚˙ıÛ ÍÎÂÚ ÍË ÚÂ ÒË ‚ÏÂ ÒÚÓ ‰‡ „Ë
Ì‡ÔÛ ÒÌ‡Ú; ËÎË ıÛ‰ÓÊ ÌË Í˙Ú, ÓÚÒË ̃ ‡˘ ÓÚ ÔÂÈ Á‡ Ê‡ ‰ÓÔ‡‰ Ì‡ ÎË ÏÛ, ÌÂ‚Ë ‰Ë ÏË Á‡ ÓÒÚ‡ Ì‡ -
ÎË ÚÂ Ô‡ ̃ Â Ú‡? èÂ‰ ÔÓ Î‡ „‡Ï, Ì‡È-‚flÌÓ Â ÔÓÒÎÂ‰ ÌÓ ÚÓ – ‰‡ Í‡ÊÂÏ, ÌÂ Ò˙Ï ·ËÎ ‚
Ò˙ÒÚÓfl ÌËÂ ‰‡ ÏËÌ‡ ÒÔÓ ÍÓÈ ÌÓ Í‡È Ú‡Í‡ ÔÓÎÛ ̃ Ë ÎË ÚÂ ÒÂ Ô‡Ì‡. óÂÁ ËÁÎÓÊ ·‡ Ú‡ ÒÂ ÓÔË -
Ú‚‡ı ‰‡ Ó·„Ó ‚Ó fl ‡Á ÎË Í‡ Ú‡ ÏÂÊ‰Û „ÎÂ ‰‡ ÌÂ Ë ‚ËÊ ‰‡ ÌÂ, ÌÓ Úfl ÔÓ‚Â ̃ Â ‚˙Á·ÛÊ ‰‡ ̄ Â
‡Á „Ó ‚Ó Ë Á‡ ÊÂÒÚÓ ÍÓÒÚ Ú‡ Ì‡ ‚Â ÏÂ ÚÓ Ë ÓÍÓÎÓ ÓÌÂÁË, ÍÓËÚÓ „ÎÂ ‰‡Ú, ÌÓ ÌÂ ‚ËÊ ‰‡Ú –
ÛÏË ÎÂ ÌËÂ ÔÂ‰ ÌÂÓ Ò˙ ÁÌ‡ ÚÓ ÚÓ ËÏ Û˜‡ ÒÚËÂ. ÇÒ˙ ̆ ÌÓÒÚ, ëÓÙËfl ÔÂ‰ Î‡ „‡ Ô‡‡ ‰ÓÍÒ,
ÍÓÈÚÓ Ï‡Î ̂ Ë Ì‡ Á‡·Â ÎflÁ ‚‡Ú – ‚ ÒÚ‡ Ì‡, Í˙‰Â ÚÓ ÏÓ‰Â ÌËÁ Ï˙Ú Â ÔÓÒÚÓflÌ ÌÓ ÓÚË ̃ ‡Ì,
Í˙‰Â ÚÓ Ï‡Í ÒË Ï‡Î ÌÓ ÍÓÎË ̃ Â ÒÚ‚Ó ÁÌ‡ˆË ÒÓ˜‡Ú Í˙Ï ‰Ó-ÏÓ‰Â ÌÓ ÚÓ, Ó„Ó ÏÂÌ ·ÓÈ ıÓ‡
ÊË‚ÂflÚ ‚ ·ÎÓ ÍÓ ‚Â, ÔÎÓ‰ Ì‡ Ò˙˘Ëfl ÚÓÁË ÏÓ‰Â ÌËÁ˙Ï. à Ú˙È Í‡ÚÓ ÌÂÁ‡ ·Â ÎflÁ ‚‡ ÌÂ ÚÓ ËÎË
ÓÚË ̃ ‡ ÌÂ ÚÓ Ì‡ ÏÓ‰Â ÌË ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡, ÍÓËÚÓ Ó·Ë Ú‡ ‚‡¯, ‚Ó‰Ë Ë ‰Ó ÌÂÏ‡ ÎË ‚ÓÒÚ Í˙Ï
Úflı, ÓÚÚ‡Ï Ë Í˙Ï ◊ÌËÒÍÓ Í‡˜Â ÒÚ‚Ó“ Ì‡ ÊË‚Ó Ú‡, ÒÚ‡ ‰‡ ̆ Ë ÚÂ ◊ÍÓ-ÓÔÂ ‡ ÚÓ Ë“ Ó·Ó „‡ Úfl ‚‡Ú
ÚÂÁË ÔÓ ÒÚ‡Ì ÒÚ‚‡ ÔÓ Ò‚Ó Â ÏÛ, Ò˙Á‰‡ ‚‡È ÍË ·ËÚÓ ‚Ë ◊ÒÚÂ ÌÓ ÔË ÒË“ – Ò‚Ó Â Ó· ‡Á ÌË ÌÂ-
ÏÓ‰Â ÌË ÂÔÎË ÍË Ì‡ ÌÂÔÓÁ Ì‡ ÚÓ ÚÓ Á‡ Úflı.

èÂ‰ ÔÓ Î‡ „‡Ï, ·Ë Úfl· ‚‡ ÎÓ ‰‡ ÒÂ Á‡‡‰ ‚‡Ï, ˜Â ◊ÓÚ„Ó ‚Ó Ì‡ Ú‡ ÊË‚Ó ÔËÒ“ ÓÚ‚ÂÊ ‰‡ Á‡‰
ÔÓÌÂ ÒÎË ÚÂ fl ÒÚÂÌË, ÔË ıÓ‡ Ú‡, Á‡ ÍÓËÚÓ Úfl Ì‡ËÒÚË Ì‡ Â ÓÚ„Ó ‚Ó Ì‡, ÌÓ ÒÂ ÓÔ‡ Òfl ‚‡Ï, ˜Â
‡ÍÓ ËÏ ·˙‰Â Ó·flÒ ÌÂ ÌÓ, ˜Â ÊË‚ÂflÚ Á‡‰ ÏÓ‰Â ÌË ÒÚË˜ ÌÓ ÔÎ‡Ú ÌÓ, ˘Â Ì‡·ËflÚ Ú˙Î ÍÛ ‚‡ ÚÂ Îfl.
èË ‰ÌÂ¯ ÌË ÚÂ Ì‡ÒÚÓ ÂÌËfl ÛÒÔÂı ÔÓ-ÒÍÓÓ Ó˜‡ Í‚‡ ÌflÍÓfl ÙËÏ‡, ÍÓflÚÓ ˘Â ÒÂ ÒÂÚË ‰‡
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Kiril Prashkov 

Post-talking Reflections of a Modernist 

One and a half years have passed since I made the photographs from the cycle
“Responsible Painting” and the samples of modernist “decoration” in the concrete panel
block districts of Sofia, which they call “the sleeping rooms” of the city, have started dis-
appearing. Many times I tried to refresh my memory of the apartment blocks that had
impressed me so much with those blind side walls and their painstakingly plastered up
cracks between the panels, which had transformed the walls into delicate replicas of con-
structivist abstract paintings. Usually I would have to deal with the fact that they have been
already “repaired”. I would see instead some ugly pink/lemon/or sky-blue colored squares
of thermal insulation material stuck onto the noble surface of my beloved, natural, mod-
ernism-tested panels… The primitive and yet so disarmingly simple logic of the new patch-
work, which aims at making life behind the treated walls so much better, actually made
me think again about the commentaries surrounding my “Responsible Painting”…

In fact my attempts to have the exhibition of this work talk about painting and its local prob-
lems did not yield even half of the harvest. The critical and mainly the journalistic reflection
would very often glide over the “pictures” as an only too easy example for decay. The gen-
eral perception of life in a decaying city silenced entirely the theme of catching up with the
missed decades of flourishing modernism. However, in my view the decay is in fact demon-
strated as an effect of this lack or missing out on modernism. The decay (provided its scale
is much larger than the beauty that the exhibition bestowed on us) comes from the distorted
understanding of contemporaneity, which is deeply grounded in the weird Bulgarian (that
means Sofia as well) rejection of either Modernity or modernism. I reckon the new insulating
patchwork all over the socialist-time housing projects is nothing but another example of that.

Of course, it is highly commendable when an art exhibition is able to trigger more interpre-
tations than the artist can provide. However, in this case the interpretations tended to
branch out much too widely. Who is the author here – the climate, which is taking care of
the sorrow remnants of socialist construction works; or the no-less sorrowful inhabitants of
the dreadful housing projects (complexes for living, as they used to be called before 1989)
who prefer to stick some make-shift materials onto their cells rather than to abandon
them; or the artist who is cutting off the cityscape some bits and pieces that he likes but
that are invisible for the other people?

I guess that the last possibility is the most valid one – let's say I was not able to just pass
by these accidentally conceived panels. I was trying to discourse the difference between
looking and seeing through the exhibition but it seems that it was only triggering debates
about the cruelty of the times or about those people who look but do not see, in compas-
sion with their unwilling participation. In fact, the city of Sofia provides a paradox noticed
by few – in a country where modernism is constantly rejected and where a multitude of
signs point out to the pre-modern, a lot of people actually live in apartment blocks that are
the result of this very modernism. In as mush as the neglect or the rejection of the modern
spaces that one is occupying leads to disrespect for them, and further on to a “lower
quality” of life, the suffering “co-operators” (co-inhabitants of the panel blocks) are enrich-
ing these spaces in their own way by the creation of everyday life “murals”. These are
non-modern replicas of that, which they are unfamiliar with.

I suppose I should be glad that the “responsible painting” takes us beyond the supporting
walls and among the people for whom it is responsible indeed. However, I suspect that if
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ÓÙÓ ÏË ‚˙Ì ̄ Ì‡ Ú‡ ÂÚ‡Ê Ì‡ ËÁÓ Î‡ ̂ Ëfl Í‡ÚÓ ◊ÔÓ ÚÂÚ“ Ì‡ ÅÓ„Ó Ó ‰Ë ̂ ‡, Ì‡ÔË ÏÂ. Ç Ó˜‡ -
Í‚‡ ÌÂ ÚÓ Ì‡ ÔÓ‰Ó ·ÂÌ ÛÊ‡Ò ÔÂ‰ ÔÓ ̃ Ë Ú‡Ï Ò‡Ï ÓÔÓ Ó ‰Ë ÎËfl ÒÂ ÏÓ‰Â ÌËÁ˙Ï ‚ ˜ËÒÚËfl ÏÛ
‚Ë‰ (Ì‡flÒ ÌÓ Ò˙Ï Ë Ò ÌÂ„‡ ÚË ‚Ë ÚÂ, ÍÓËÚÓ ÌÓÒË). ç‡Ú ‡Ô ̃ Ë ‚Ó ÒÂ Ì‡‰fl ‚‡Ï ÛÒÂÚ˙Ú Í˙Ï ÌÂ„Ó
‰‡ ÒÂ ÔÓ fl‚Ë ÔÓÌÂ ‚ ÒÎÂ‰ ‚‡ ̆ Ó ÚÓ ÔÓÍÓ ÎÂ ÌËÂ. ëÔÓÌ Ú‡Ì Ì‡ Ú‡ ÏÛ ÔÓfl‚‡ ÌÂ Â ÎË ÒËÏ ÔÚÓÏ
Ì‡ ÚÓ‚‡, ˜Â ËÒÚÓ Ë ̃ Â ÒÍË ÔÂËÓ ‰Ë ‚ ‡Á‚Ë ÚËÂ ÚÓ Ì‡ ‚ËÁÛ‡Î ÌÓÒÚ Ú‡ ÌÂ ÏÓ„‡Ú ‰‡ ÒÂ ÔÓ -
ÔÛ ÒÍ‡Ú ·ÂÁ Ì‡ Í‡ Á‡ ÌÓ? ëÂ„‡¯ ÌËflÚ ·ÂÁ ‡Á ·Ó ÂÌ ÔÂ ÒÍÓÍ ‚ ÔÓÒÚ-ÏÓ‰Â ÌË ‚Â ÏÂ Ì‡
‰Ó‚ÂÊ ‰‡ Ì‡ ÏÂÒÚ Ì‡ ÔÓ˜‚‡ ‰Ó ÌÂ‰Ó Ì‡ Ô‡ ‚Â ÌË ıË·Ë ‰Ë – ÌÂ˘Ó Í‡ÚÓ ÒÚ˙ ÍÎÂÌ ÔÓÎÛ-
ÌÂ·Ó ÒÚ˙ „‡˜ Ò ÔÓÍË‚, Ì‡ÔÓ ‰Ó ·fl ‚‡˘ Ó‰ÓÔ ÒÍ‡ Í˙˘‡...

éÔË Ú‚‡Ï ÒÂ ‰‡ ÒË ÓÚ„Ó ‚Ó fl Ì‡ ‚˙ÔÓ Ò‡ ‰Ó·Â ÎË Â ËÎË ÁÎÂ ËÁ˜ÂÁ ‚‡ ÌÂ ÚÓ Ì‡ Ô‡ÌÂÎ ÌË ÚÂ
ÏË ÏÓ‰Â ÎË, ÚÎ‡Ò Ì‡ ÎË ÏÂ Í˙Ï ◊ÓÚ„Ó ‚Ó Ì‡ Ú‡ ÊË‚Ó ÔËÒ“. óËÒÚÓ Â„Ó Ë ÒÚË˜ ÌÓ, ‡Á ·Ë ‡ ÒÂ,
Ò˙Ê‡ Îfl ‚‡Ï Á‡ ÒÍË ‚‡ ÌÂ ÚÓ ËÏ Á‡‰ ‡ÁÌË ◊ÔÓÔ‡‚ ÍË“ Ë ËÁÓ Î‡ ̂ ËË – ÂÚÓ Í‡Í ÔË ÏÂ Ë ÚÂ
Ì‡ ÏÓ‰Â ÌËÁ˙Ï, Ì‡‚ Îfl Á˙Î ‚ ÊË‚Ó Ú‡ ÌË, ÓÒÚ‡ ‚‡Ú ÓÚÌÓ ‚Ó Ò‡ÏÓ ‚˙ıÛ ı‡ ÚËfl. Ç ‰ÓÔ˙Î -
ÌÂ ÌËÂ – ÌÂ ‚fl ‚‡Ï ‚ ÔÓÎ Á‡ Ú‡ ÓÚ ËÁÓ Î‡ ̂ ËË ÚÂ. àÎË ˘Â ÒÂ ÓÍ‡ Ê‡Ú Ò˙Ò Ò˙ÏÌË ÚÂÎ ÌÓ Í‡˜Â -
ÒÚ‚Ó, ËÎË ◊íÓÔÎÓ ÙË Í‡ ̂ Ëfl“ ˘Â ‚‰Ë„ ÌÂ ˆÂÌË ÚÂ, Ú‡Í‡ ˜Â ıÓ‡ Ú‡ ‚˙ÚÂ ‚ÒÂ Â‰ÌÓ ˘Â ÔÎ‡ -
˘‡Ú Ë Û„‡flÚ... á‡ ÏÂÌ ÔÂ ‰Ë¯ ÌË ÚÂ ÒÚÂÌË ·flı‡ Â‰Ì‡ ÓÚ Ï‡Î ÍÓ ÚÓ ‡‚ÚÂÌ ÚË˜ ÌË ÔÓ fl‚Ë Ì‡
ÌÂÔÓ‰ Ô‡ ‚ÂÌ, ‚Ú˙ Í‡Î ÒÂ ÒÂ‰ Ï‡ÒË ÚÂ ÏÓ‰Â ÌËÁ˙Ï. Ä ÓÚ ‰Û„‡ ÒÚ‡ Ì‡, Í‡ÚÓ ÔË ÔÓÁ Ì‡ -
ÚË ÓÚ ÏÂÌ Í‡ ÚË ÌË, Ò‡ Ë ‚Ë‰ ‚ÌÓÒ, ÒÂ˘Û ÍÓÈÚÓ Ò˙˘Ë ÚÂ ÚÂÁË Ï‡ÒË Ì‡ÒÓ ̃ Â ÌÓ ÒÂ ËÁÔ‡ -
‚flÚ. èÓ ‚ËÌ ̂ Ë‡ ÎË ÁË ‡ ̆ ‡ Ú‡ Ì‡ÒÓ Í‡ Í˙Ï ◊Ô‡ ‚Ó ÒÎ‡ ‚ÌÓ-ÚÛË ÒÚË ̃ Â ÒÍ‡ ÏÓÌ‡ ıËfl“, ‚
ÍÓflÚÓ ÒÂ ‡Á ‚Ë ‚‡ Å˙Î „‡ Ëfl, ÔÓÔÛ Îfl Ë ÁË ‡ Î‡ ÒÂ Ó˘Â ÔÓ‚Â ̃ Â Ò ‚ÎË Á‡ ÌÂ ÚÓ Ì‡ ÒÚ‡ Ì‡ Ú‡
‚ ÔÓ-¯ËÓ Í‡ Ú‡ ‡ÏÍ‡ Ì‡ Ö‚Ó ÔÂÈ ÒÍËfl Ò˙˛Á, Ì‡Ô‡ ‚Ë ‰ÓË ÒÚ‡ Ì‡ ÎËfl ‚˙Ú Â¯ ÌÓ-„‡ ÌË -
˜ÂÌ Öë-‚ÌÓÒ ‰‡ ÒÂ ‡Á „ÎÂÊ ‰‡ Í‡ÚÓ ‚‡Ê ‰Â ·ÂÌ. ç‡ Ò˙˘Â ÒÚ‚Û ‚‡ ̆ Ëfl ‰ÌÂÒ ÙÓÌ ÏÓ‰Â -
ÌÓ ÚÓ Ò ‚ÒË˜ ÍË ÚÂ ÏÛ ◊ËÁÏË“ ÔÓ‰˙Î Ê‡ ‚‡ ‰‡ ÓÒÚ‡ ‚‡ ◊˜ÛÊ‰Ó“ Ë, Ò˙ÓÚ ‚ÂÚ ÌÓ, ◊‚Â‰ ÌÓ“.
ÇÂ‰ ÌÓ ÒÂ ÓÍ‡Á ‚‡ Ë ÓÍÓÚÓ, ÍÓÂÚÓ, ‰ÓË ‚˙Á ÔË Ú‡ ÌÓ Ì‡ ÏflÒÚÓ, ‡ÍÓ ÌÂ ˆÂÌË ËÁÔ˙Î ‚‡ ̆ ‡ -
Ú‡ ÒÂ Ò ‚ÒÂ ÔÓ‚Â ̃ Â Ô‡„ Ï‡ ÚËÁ˙Ï Ì‡ˆËÓ Ì‡Î Ì‡ Ú‡ ‰Ë ̂ Ëfl, ·Ë‚‡ ‡Á ÔÓÁ Ì‡ ÚÓ Í‡ÚÓ ◊ÌÂ
Ì‡¯Â“. çÂ Â ˜Û‰ÌÓ, ˜Â ÔË ÌÓ‚‡ Ú‡ ‡ÏÍ‡ ÓÍÓÎÓ ÒÚ‡ Ì‡ Ú‡, ÓÍÓÚÓ (ËÎË ÔÓ ‰ÛÍ ̂ Ëfl Ú‡ ÏÛ)
ÒÂ (Ò‡ÏÓ)ËÁÌ‡ Òfl – ‚ ÚÓ‚‡ ÎÓ¯Ó ÌflÏ‡, ÒÚË„‡ ‰‡ Â ÌÂ ËÁÌÓÒ/·fl„ ÒÚ‚Ó, ‡ Ó·ÏÂÌ. ä‡Í ‚
ÔÓ‰Ó· ÌË ÛÒÎÓ ‚Ëfl ÔÓ‰Ó· ÌÓ ÓÍÓ, ÒÔÓ ÒÓ· ÌÓ ‰‡ Á‡·Â ÎÂ ÊË ÏËÏÓ ÎÂÚ ÌÓ ÔÓfl‚Ë ÎËfl ÒÂ
ÏÓ‰Â ÌËÁ˙Ï, ËÁÓ· ̆ Ó ÒÂ ÔÓfl‚fl ‚‡, Â ‰Û„‡ ÚÂÏ‡. ífl „‡ ÌË ̃ Ë Ò ÔÓfl‚‡ Ú‡ Ë Ò˙˘Â ÒÚ‚Û ‚‡ -
ÌÂ ÚÓ Ì‡ Ò‡ÏË ÚÂ ·ÎÓ ÍÓ ‚Â, ÔÓÌÂ ÒÎË ◊ÓÚ„Ó ‚Ó Ì‡ Ú‡ ÊË‚Ó ÔËÒ“, ÓÏ‡Á ÌË Ì‡ ‚ÒË˜ ÍË – Ë Ì‡
Ó·Ë Ú‡ ÚÂ ÎË, Ë Ì‡ Ì‡·Î˛ ‰‡ ÚÂ ÎË, ÌÓ ÌÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ ÚÓ‚‡ Ó·Ë Ú‡ ‚‡ ÌË Ë Ì‡·Î˛ ‰‡ ‚‡ ÌË –
Ò˙‚Â ÏÂÌ ÌÓÒÚ, Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ú˙ ÒÂ Ì‡ Ë ÓÚË ̃ ‡ Ì‡, ÔË „‡Ê ‰‡ Ì‡ ÔÓÒÚÂ ÔÂÌ ÌÓ Í˙Ï
ÚÛÍ‡¯ ÌËfl ÊË‚ÓÚ.

ò‡ÌÒ ‰‡ ÒÂ ÓÒÏË ÒÎflÚ ÒflÍ‡¯ ÌÂ˙ ÍÓ Ú‚Ó ÌË ÚÂ Ò˙˜Â Ú‡ ÌËfl Ì‡ ◊ÓÚ„Ó ‚Ó Ì‡ Ú‡ ÊË‚Ó ÔËÒ“
‰‡‰Â ÚË ÚÓÏ ÌË Í˙Ú Ì‡ êÛÏÂÌ Ä‚‡ ÏÓ‚ ◊äÓÏÛ Ì‡Î ÌËflÚ Í‡ÔË Ú‡ ÎËÁ˙Ï“*, ˜ËËÚÓ ÍÓË ̂ Ë Ò‡
ÔÂ ÔÂ ̃ Â ÌË Ò ÚË ÓÚ ÓÒÌÓ‚ ÌË ÚÂ Á‡ ÒÂËfl Ú‡ ·ÎÓ ÍÓ ‚Â. ë˙Ò ÒÚfl ÒÍ‡ ̆ Ó ÚÓ ÒË Ò˙˜Â Ú‡ ÌËÂ
Á‡„Î‡ ‚ËÂ ÚÓ Ì‡ ÍÌË „‡ Ú‡ ÔÓÎÓ ÊË ÚÂÎ ÌÓ Â Ì‡È-ÚÓ˜ ÌÓ ÚÓ Ó·flÒ ÌÂ ÌËÂ Ì‡ ‚Ë‰‡ ÒÚÓ Ô‡Ì ÒÍÓ ‰‚Ë -
ÊÂ ÌËÂ ÔÓ Ì‡¯Ë ÚÂ ÁÂÏË, Í‡ÚÓ ÔÓ Ïfl Ì‡ Ú‡ ÏÛ Ì‡ ◊ÍÓÏÛ Ì‡Î Ì‡ Ú‡ ÍÛÎÚÛ ‡“ ‰‡‚‡ ‡‰Â Í‚‡ ÚÂÌ
ÓÚ„Ó ‚Ó Á‡ ÏÌÓ ÊÂ ÒÚ‚Ó fl‚ÎÂÌËfl Ì‡ ÏÂÒÚÌ‡ Ú‡ ÒˆÂÌ‡ Ë ÓÒÓ ·Â ÌÓ Á‡ Ò˙‰ ·‡ Ú‡ Ì‡ ÏÓ‰Â -
ÌËÁ Ï‡ ‚ Å˙Î „‡ Ëfl. Ö‰ÌÓ ÓÚ ÌÂÎË ̂ Â ÔË flÚ ÌË ÚÂ Á‡ÍÎ˛ ̃ Â ÌËfl Ì‡ Ä‚‡ ÏÓ‚ Í‡Ò‡Â ÌÂÓÚ -
ÒÎ‡· ‚‡ ̆ ‡ Ú‡ ÔÂÁ ËÒÚÓ Ëfl Ú‡ Ì‡ ÒÚ‡ Ì‡ Ú‡ ÓÚ éÒ‚Ó ·ÓÊ ‰Â ÌËÂ ÚÓ Ì‡Ò‡Ï ÌÛÊ‰‡ ÓÚ ‚˙Ì ̄ ÂÌ
Ì‡ÚËÒÍ Á‡ ÔËÂ Ï‡ ÌÂ Ì‡ ·ÛÍ‚‡Î ÌÓ ‚ÒflÍÓ ÌÓ‚Ó ‚˙ ‚Â ‰Â ÌËÂ. åÓ‰ÂÌÓÒÚÚ‡ Ë ÏÓ‰Â ÌËÁ Ï˙Ú
‚ Í‡È Ì‡ ÒÏÂÚ Í‡ Ì‡ÒÚ˙Ô ‚‡Ú ÔÂÁ ‚ÒË˜ ÍË ÔÂ˜ ÍË, ÍÓËÚÓ ÏÂÒÚÌ‡ Ú‡ Ú‡ ‰Ë ̂ Ëfl ËÁ‰Ë „‡ –
·Â‰‡ Ú‡ ÔÓ-ÒÍÓÓ Â, ˜Â ‚˙‚ ‚ÒÂ ÔÓ-ÏÓ‰Â ÌË ÁË ‡ Ì‡ Ú‡ ÒÚ‡ Ì‡ Ò‡ÏÓ ÚÓ ◊ÏÓ‰Â ÌÓ“ ÒÂ ÔÂ -
Ë Ì‡ ̃ ‡ ‚‡, Ï‡ÒÍË ‡ ÒÂ, ÓÒÚ‡ ‚‡ Ò‡ÏÓ ËÏÂÚÓ ÏÛ. í‚˙ ‰Ë ÚÂ ÏÛ ÔËÌ ̂ Ë ÔË ÒÂ ‡Á ÏË ‚‡Ú
ÏËÎÓÁ ÎË ‚Ó, Ô‡ ‚Ë ÚÂ ÏÛ ÎËÌËË Ó·‡ ÒÚ‚‡Ú Ò Ì‡ˆËÓ Ì‡ ÎÂÌ ÓÌ‡ ÏÂÌÚ.

Ä ‚ ÓÎÂ ÍÓ ÚÂ Ì‡ Ú‡ ÔÓÒÚ-ÏÓ‰Â Ì‡ ÒËÚÛ‡ ̂ Ëfl, ÚÓÎ ÍÓ ‚‡ ‰˙ Ê‡ ̆ ‡ Ì‡ Ò˙ı‡ ÌÂ ÌËÂ ÚÓ Ì‡ Ë‰ÂÌ -
ÚË˜ ÌÓÒÚ, ‰ÓË ‚˙Ì ̄ ÌËflÚ ÏÓ‰Â ÌË ÁË ‡˘ Ì‡ÚËÒÍ ÒÂ Ó·˙ Í‚‡ – Ë ëÓÙËfl ÏÓÊÂ ‰‡ ÔÓÒÎÛ -
ÊË Í‡ÚÓ ËÎ˛ ÒÚ‡ ̂ Ëfl Ì‡ ÚÓ‚‡. É‡ ‰˙Ú ËÁ„ÎÂÊ ‰‡ ÍÓÏ ÔÓ ÏËÒ ÌÓ – ÌÂÔË ÎË˜ ÌÓ Î˙Ò Ì‡Ú Ì‡
ÏÂÒÚ‡, ÏËÎÓ Ì‡˘˙ ·ÂÌ Ì‡ ‰Û„Ë, „Û·Ó Í˙ ÔÂÌ Ì‡ ÚÂÚË, ÔÓ ÒÚÓ ‡Á Û ̄ ÂÌ Ì‡ ˜ÂÚ ‚˙ -
ÚË. à ÓÚ Ô˙‚ ÔÓ„ÎÂ‰ ÎË˜Ë, ˜Â Â ÍÓÛÏ ÔË ‡Ì. èÂ ‡ ·ÓÚ Í‡ Ú‡ ÔÓÌÂ Ì‡ ËÁ„ÎÂ ‰‡ ÏÛ ÒÔÓ -
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they are told that they actually live behind a modernist panel they will jump on the inter-
preter. In the current situation I guess a company, which will come up with a special form
for the external thermal insulation, let's say a likeness of the Virgin Mary, will have rather
more success. Anticipating such a monstrosity I prefer the home-grown modernism in its
pure form (I am well aware of the negatives it brings along). I desperately hope that at
least the next generation will develop a sensibility for it. Isn't the spontaneous appearance
of such home-grown modernism a symptom for the fact that the missing out on some his-
torical periods in the development of modern visuality can not go unpunished? The cur-
rent chaotic jump into the post-modern times leads to local under-cooked hybrids – some-
thing like a glass half-skyscraper with a roof that looks like a house from the region of the
Rhodope Mountains made during the 19th c. National Revival period…

I am trying to decide whether the disappearance of my panel models that pushed me
towards the “responsible painting”, is good or bad. Naturally, my ego suffers from the fact
that they have been covered by some reparations and insulations – in fact this is how the
samples of modernism, which somehow made it into our lives, are once again left on the
level of the “blueprint”. What's more – I do not believe in the benefits of thermal insulation.
Either these will turn out to be of poor quality or else the heating company will raise the
prices so people inside will anyway end up paying and cursing... For me the pre-insulation
walls were one of the very few authentic manifestations of natural modernism with roots in
the masses. Though on the other hand, as images I have recognized as of a modernist
kind, these same walls are a kind of import, which the same masses are opposed to.

The Bulgaria's development trend is towards a provincial “orthodox-tourist monarchy”. It
became ever more popular after the country joined the European Union. Those made
even the internal EU import a suspect. Against this background the modern with all its
“isms”, is still a “foreign” body and thus a “harmful” agent. Harmful turns out to be also
the eye, which though brought up here, is being recognized as “not ours” as soon as it
does not appreciate the value of the evermore pragmatic national tradition. Not surprising-
ly, given the new framing of the country, the eye (or its products) is (self)-exporting. There
is nothing wrong with that as long as this is not export/escaping but rather exchange.
How under the circumstances such an eye, which is capable of noticing the minutely
manifested modernism, has come to being in the first place is another topic. It borders on
the appearance and the existence of the very panel blocks themselves that are burdened
with “responsible painting”. They are hated by everybody, inhabitants and observers alike,
yet in spite of everything they are both inhabited and observed – they are the contempo-
raneity, which is simultaneously searched for and denied while being adapted to the local
way of life.

The three volumes of the Roumen Avramov monumental study of economics titled
“Communal Capitalism” *, whose covers are adorned by three of the most important blocks
from the cycle, provide an opportunity to reflect upon the seemingly immaculate composi-
tions of the “responsible painting”. With its striking combination of words the title of the book
is definitely the most precise explanation yet for the kind of economic activity around here.
Caused by that, the change in “communal culture” seems to provide an adequate explana-
tion for many local phenomena and more specifically for the fate of modernism in Bulgaria.
One of the more unpleasant conclusions Avramov draws in his book concerns the history of
the country since the Liberation (1878, from Ottoman domination) and the never faltering
necessity of external pressure in order to introduce literally every novelty. After all, modernity
and modernism do overcome all the obstacles presented by the local tradition. The problem
is rather that in the evermore modernized country the very “modern” is being twisted and
camouflaged while only its name remains intact. Its strict principles are diluted in compas-
sion; its straight lines become overgrown with national ornament.
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Â‰ ◊Â‚Ó ÔÂÈ ÒÍË ÒÚ‡Ì ‰‡ ÚË“ ‡ÍÚË‚ ÌÓ ÒÔË‡ Á‡‡ ‰Ë Ë„‡ Ú‡ Ì‡ Â‚Ó ÔÂÈ ÒÍË ÒÚ‡Ì ‰‡ ÚË.
à ‡ÍÓ, ÍÓÌ ̂ ÂÌ ÚË ‡È ÍË ÒÂ ‚˙ıÛ ÚÂÏ‡ Ú‡ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡, ÏÓÊÂÏ ‰‡ ÒÂ Ì‡‰fl ‚‡ -
ÏÂ, ˜Â „ÓÎË ÚÂ ‰Â‚ÓÈ ÍË, ÔÓ‰ ̃ Â Ú‡ ‚‡ ̆ Ë Í‡˜Â ÒÚ‚‡ Ú‡ Ì‡ ‡Á ÎË˜ ÌË ‡ÎÍÓ ıÓ ÎË, ÍÓÎË Ë Ú.Ì.,
˘Â ·˙‰‡Ú ‡Á „Ó ÌÂ ÌË ÌflÍÓÈ ‰ÂÌ ‚ Â‰ËÌ ËÎË ‰Û„ ÒÏË Ò˙Î, ÚÓ ◊Ì‡ˆËÓ Ì‡Î Ì‡ Ú‡ ‰ÛıÓ‚ ÌÓÒÚ“
ËÎË ˜‡Î „‡ Ú‡ (ÔÓ‰ ÍÓflÚÓ ‡Á ·Ë ‡Ï ÌÂ Ò‡ÏÓ Á‚ÛÍ), ÒÏË Î‡ ̆ Ë ÏÓ‰Â ÌË Á‡ ̂ ËÓÌ ÌË ÚÂ ÔÓ ̂ Â -
ÒË ‰Ó ÏËÎË ·ËÚÓ ‚Ë Í‡ ÚËÌ ÍË, Ò „ÓÎfl Ï‡ ‚ÂÓ flÚ ÌÓÒÚ ˘Â ÒÂ ÓÍ‡ Ê‡Ú ÏÂÊ ‰Û Ì‡ Ó‰ ÌÓ
ÛÚ‚˙ ‰Â Ì‡ ÌÂ„Ó ‚‡ Ï‡Í‡.

åÓÊÂ ‰‡ ÒÂ ‚˙Á‡ ÁË, ‡Á ·Ë ‡ ÒÂ, ˜Â ÔÂ ÊË ‚fl ‚‡ ÏÂ Ë ·ËıÏÂ ÔÂ ÊË ‚fl ÎË ·ÂÁ ıÛ‰Ó ÊÂ -
ÒÚ‚ÂÌ ÏÓ‰Â ÌËÁ˙Ï. ñÂÌ‡ Ú‡, ÍÓflÚÓ ÚÓÈ ÔÂ‰ ÔÓ Î‡ „‡, Úfl· ‚‡ ÔÓÒÚÓflÌ ÌÓ ‰‡ ÒÂ ÔÎ‡˘‡, ‡
Úfl ËÁ„ÎÂÊ ‰‡ ‚ËÒÓ Í‡ Ì‡ ·Â‰ ÌËfl ÏÂÒÚÂÌ ÙÓÌ. éÒ‚ÂÌ ÚÓ‚‡, ‰ÌÂÒ Ú‚˙ ‰ËflÚ ÏÛ ‚‡Ë ‡ÌÚ –
ÔË ‚ÒË˜ ÍË ÔÂ ÚÂÌ ̂ ËË Á‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ ÍÓÂÍÚ ÌÓÒÚ – ÒÚÓË ÌflÍ‡Í ‰ÓÒÚ‡ ÌÂÍ‡ ÒË ‚Ó.
ñÂÌ‡ Ú‡ Ì‡ ÌÂ„Ó ‚Ó ÚÓ ÓÚÒ˙ ÒÚ‚ËÂ, Ó·‡˜Â, Â Ó˘Â ÔÓ-‚ËÒÓ Í‡. ífl Â ‚ ‡Á ÔÓ ÒÚ‡ Ìfl ‚‡ ̆ Ëfl
ÒÂ Ù‡Î¯, ÔÓ‚ Ú‡ fl˘ ‚Â˜Â ËÁ‚ÂÒÚ ÌË ÔË ÏÂ Ë Ì‡ Á‡Ú‚Ó ÂÌ ÔÓ ‚ËÌ ̂ Ë‡ ÎËÁ˙Ï. á‡˘Ó ÚÓ
ıÛ‰Ó ÊÂ ÒÚ‚Â ÌËflÚ ÏÓ‰Â ÌËÁ˙Ï Â ÌÂ˘Ó Í‡ÚÓ Ò‡ÏÓ Ò˙ ÁÌ‡ ÌËÂ Ì‡ ÒÓˆË‡Î Ì‡ Ú‡ ÏÓ‰Â ÌÓÒÚ –
Ë ÚÓ‚‡ ˜Â „Ó ÌflÏ‡, ÓÁÌ‡ ̃ ‡ ‚‡ ˜Â ÓÚÒ˙ ÒÚ‚‡ Ò˙˘Â ÒÚ‚ÂÌ ÏÓÏÂÌÚ ‚ Ò‡Ï‡ Ú‡ ÏÓ‰Â ÌË Á‡ ̂ Ëfl.
äÓÂÚÓ Á‡Ú ‚˙ Ê‰‡ ‚‡ Ó·Ë ‰‡ Ú‡: Ú‡Í‡ Ò‡ÏÓ ÒÂ ÔÓ‰ ̃ Â Ú‡ ‚‡ ÌÂÁ Ì‡ ̃ Ë ÚÂÎ ÌÓÒÚ Ú‡ Ì‡ ÏflÒÚÓ ÚÓ
Ë ÌflÍ‡Í ÔÂ˜‡Î Ì‡ Ú‡ ÏÛ ÔÂ ‰Ó ÔÂ ‰Â ÎÂ ÌÓÒÚ. 

ÅÂÎÂÊÍa

* A‚‡ÏÓ‚, êÛÏÂÌ. äÓÏÛ Ì‡Î ÌËflÚ Í‡ÔË Ú‡ ÎËÁ˙Ï. àÁ ·˙Î „‡ ÒÍÓ ÚÓ ÒÚÓ Ô‡Ì ÒÍÓ ÏËÌ‡ ÎÓ,
Ú. I, II, III. ñÂÌ Ú˙ Á‡ ÎË·Â ‡Î ÌË ÒÚ‡ ÚÂ „ËË, îÓÌ ‰‡ ̂ Ëfl ◊Å˙Î „‡ ÒÍ‡ Ì‡ÛÍ‡ Ë ÍÛÎÚÛ ‡“, 
ë., 2007.

ÇÒË˜ÍË ËÁÓ·‡ÊÂÌËfl ‚ ÚÂÍÒÚ‡ Ò‡ ÓÚ ÔÓÂÍÚ‡ Ì‡ ‡‚ÚÓ‡ ◊éÚ„Ó‚ÓÌ‡ ÊË‚ÓÔËÒ“, 2006 „Ó‰ËÌ‡

All images in the text are from the “Responsible Painting” project, 2006, by the author
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In the lightened post-modern situation, which is so much concerned with the preserva-
tion of identity, even the external modernizing impulse is in confusion – the city of Sofia
might be seen as an illustration. The city looks like it is a compromise – indecently
shined here and there, sweetly chipped elsewhere, rudely patched up most of the time,
and plainly destroyed everywhere else. And it does look like a corrupt city even from a
glance. The active reformulation of, at least, its external appearance according to the
“European standards” is stopped precisely because of actual play of European stan-
dards. Focusing on the Visual Seminar agenda, we may hope that the naked ladies on
the billboards emphasizing the merits of various alcoholic drinks, cars and so on will
one day disappear (one way or another). However, the “national spirit” or the so called
chalga (by which I do not mean only the sound of the pop-folk music), that are shred-
ding the modernization impulses down to sweet local cliché, will most likely become its
internationally sanctioned trade mark.

One may object of course, that we have been doing and will do quite all right without artis-
tic modernism. The price it presupposes must be constantly paid and this price seems to
be too high for the impoverished local context. Furthermore, today's hard core modernism,
with all its pretence for political correctness, does look a bit unpleasant. However, the
price to be paid for its absence will be even higher. The price is to be found in the spread-
ing hollowness that is repeating the already familiar samples of closed off provincialism.
That's because artistic modernism is something like the social self-consciousness of
modernity. The fact of its missing means that there is a vital element missing in the very
process of modernization. That reinforces the insult by underlining the triviality of the place
and its somehow sad predetermination.

Note

* Avramov, Roumen. Communal Capitalism. The economic past of Bulgaria.
Vol. I, II, III. Centre for Liberal Strategies / “Bulgarian Science and Culture” Foundation. 
Sofia, 2007
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚ / Luchezar Boyadjiev

Sofia Billboard Heaven

ñËÍ˙Î ÓÚ 19 ‰Ë„ËÚ‡ÎÌË ÓÚÔÂ˜‡Ú˙Í‡,
‚ÒÂÍË 60/80 ÒÏ

íÓÁË ˆËÍ˙Î ËÁÓ·‡ÊÂÌËfl ËÁÒÎÂ‰‚‡
‚ËÁÛ‡ÎÌ‡Ú‡ ÎÓ„ËÍ‡ Ì‡ ‡ÌÌËfl
ÌÂÓÍ‡ÔËÚ‡ÎËÁ˙Ï. ë˙Á‰‡‚‡ ÔÂ‰ÒÚ‡‚‡ Á‡
‚˙ÁÏÓÊÌÓ ·˙‰Â˘Ó ‡Á‚ËÚËÂ Ì‡
Û·‡ÌËÒÚË˜Ì‡Ú‡ ÒÂ‰‡ Ë ‚ËÁÛ‡ÎÌËfl
ËÌÚÂÙÂÈÒ Ì‡ Â‰ËÌ ÌÂÓÍ‡ÔËÚ‡ÎËÒÚË˜ÂÒÍË
„‡‰ – Í‡Í‚‡ÚÓ Â ëÓÙËfl.
çÂÓÍ‡ÔËÚ‡ÎËÁÏ˙Ú Â ‚Ë‰ Ó·˘ÂÒÚ‚Ó,
ÔÓËÁÎflÁÎÓ ÓÚ Í˙ÒÌ‡Ú‡, ÚÓÚ‡ÎËÚ‡Ì‡
‚ÂÒËfl Ì‡ ÒÓˆË‡ÎËÁÏ‡ ‚˙‚ ‚‡Ë‡ÌÚ‡ ÏÛ,
‡ÁÔÓÒÚ‡ÌÂÌ ËÁ ËÁÚÓ˜ÌÓ-Â‚ÓÔÂÈÒÍËÚÂ
‰˙Ê‡‚Ë Ì‡ ÌflÍÓ„‡¯ÌËfl Ò˙‚ÂÚÒÍË ·ÎÓÍ.
çÂ„Ó‚ËflÚ ◊Ì‡ÔÂ‰˙Í“ ÒÂ ı‡‡ÍÚÂËÁË‡
Ò ÔÓˆÂÒ Ì‡ ÔÂ‡ÁÔÂ‰ÂÎÂÌËÂ
Ì‡ Ó·˘ÂÒÚ‚ÂÌË ·Î‡„‡ Ë ◊ÌÓÏ‡ÎËÁ‡ˆËfl“
ÔÓ‰ Ì‡ÚËÒÍ‡ Ì‡ Ö‚ÓÔÂÈÒÍËfl Ò˙˛Á.
Ç ÔËÌ‡‰ÎÂÊ‡˘ËÚÂ ÏÛ „‡‰Ó‚Â
‡Á‚ËÚËÂÚÓ Â ·ÂÎflÁ‡ÌÓ Ò ·ÛÌÓ
Á‡‚ÁÂÏ‡ÌÂ Ì‡ Ó·˘ÂÒÚ‚ÂÌËÚÂ
ÔÓÒÚ‡ÌÒÚ‚‡ ÓÚ ˜‡ÒÚÌË ËÌÚÂÂÒË.

ëÏÂÒ‚‡ÈÍË Ï‡ÚÂË‡ÎÌÓÚÓ Ó·Í˙ÊÂÌËÂ
Ò ÍÓÌÚÂÍÒÚ‡ Ì‡ ÂÍÎ‡Ï‡Ú‡, ‰Ó‚Â‰Óı
ÒÔÓÏÂÌ‡ÚËÚÂ ÔÓˆÂÒË ‰Ó ÎÓ„Ë˜ÌËfl ËÏ
‚ËÁÛ‡ÎÂÌ Á‡‚˙¯ÂÍ. 

A cycle of 19 ink-jet prints,
60/80 cm each 

This cycle of images is an exploration into
the visual logic of early neo-capitalism.
It represents a vision for the possible future
development of the urban environment and
visual interface of one neo-capitalist city,
the city of Sofia, Bulgaria.
Neo-capitalism is a kind of society that
originated from the late totalitarian version
of socialism that was to be found
in the Eastern European countries of the
former Soviet Block. Its “progress” is
marked by processes of re-distribution
of public wealth and “normalization” under
the pressure of the European Union.
The development of its cities is marked by
the stormy appropriation of public space
by private interest. 

In fusing the material surroundings with
the advertisement context I have taken
these processes to their logical visual
conclusion.
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çÂ‰ÍÓ ëÓÎ‡ÍÓ‚ / Nedko Solakov

çÂ·ÂÚÓ Ì‡‰ åÛÒ‡„ÂÌËˆ‡ / The Sky over Musagenitsa
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In Musagenitsa where I live even the sky is beautifull

Note: In fact the photographs were made from the balcony of the artist’s studio in Geo Milev district
of Sofia. They mainly capture the skies over the center of the city in westernly direction. Sections from
the sky over the districts of Novi Iskar, Vrabnitza, and part of Svetovrachane are also included.
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å‡Ëfl Ç‡ÒË ÎÂ ‚‡

ëÓÙËÈ ÒÍË Î˙‚Ó ‚Â1

àÏ‡ „‡ ‰Ó ‚Â, ÍÓËÚÓ Á‚Û ̃ ‡Ú Í‡ÚÓ Â‰Ì‡ ÌÓÚ‡. É‡ ‰Ó ‚Â ˆflÎÓÒÚ ÌË, Á‡‚˙ ̄ Â ÌË, „Î‡‰ ÍË Á‡
‚˙Á ÔËÂ Ï‡ ÌÂ. ëÓÙËfl Â „‡ Ô‡ ‚‡. ífl ÔÓ-ÒÍÓÓ ÔË ÎË ̃ ‡ Ì‡ ÓÌÂÁË ÏÓ‰Â ÎË Ì‡ ˜Ó‚Â¯ ÍÓ
ÚflÎÓ, Ì‡ ÓÌÂÁË ◊ÊË‚Ó ÔËÒ ÌË“ ÏÛÎ‡ ÊË, ÔË ÍÓËÚÓ ÔÂÁ Ì‡ÔÂ˜ ÌËfl ‡Á ÂÁ ÏÓÊÂ¯ ‰‡
‚Ë‰Ë¯ ‚ÒË˜ ÍË ÔÎ‡ ÒÚÓ ‚Â Ì‡ Ó„‡ ÌËÁ Ï‡. Ç ëÓÙËfl ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ Í‡ÚÓ Á‡ Û˜Â· ÌÓ ÔÓÏ‡ -
„‡ ÎÓ Ò‡ ‡Á Ú‚Ó Â ÌË ÒÎÓ Â ‚Â ÓÚ ‡Á ÎË˜ ÌË ÂÔÓıË: Ú‡ ÍËÈ ÒÍË ÒÚÂÌË ÒÂ Ì‡‰ÁËÊ ‰‡Ú Ò ËÏ -
ÒÍË, ‚ËÁ‡Ì ÚËÈ ÒÍ‡ ‡ıË ÚÂÍ ÚÛ ‡ ÒÂ Â‰Û ‚‡ Ò Ï˛Ò˛Î Ï‡Ì ÒÍ‡, Ô‡ÏÂÚ ÌË ̂ Ë Ì‡ ÍÓÏÛ ÌËÁ Ï‡
ÒÂ ÔÂ ÎË ‚‡Ú ‚ ÏÛÚÓ-·‡ÓÍ. ÇÒË˜ ÍË ÚÂÁË ÏÓ‰Â ÎË Ó·‡˜Â ÌÂ ÒÚÓflÚ Í‡ÚÓ ‚ ÏÛÁÂÈ Ì‡
ÂÍÒÔÓ ÁË ̂ Ëfl, ‡ ÔÓ-ÒÍÓÓ ‚˙Á‰ÂÈ ÒÚ‚‡Ú Í‡ÚÓ ÎÓ¯Ó ÒÚÓ Ô‡ ÌËÒ ‚‡ ÌÓ ı‡ ÌË ÎË ̆ Â. íÂ Ò‡
ÌÂ·ÂÊ ÌÓ Ì‡ı ‚˙ Îfl ÌË, Í‡ÚÓ ˜Â ÎË ‚ ÌflÍ‡Í ‚‡ ‰ÓÒ ‡‰‡ ÓÚ ÔÂ ÍÓ ÏÂ ÌËfl ËÏ ËÁÎË¯˙Í. à
ÌËÂ ÊË‚Â ÂÏ Ò ÛÒÂ ̆ ‡ ÌÂ ÚÓ Á‡ „‡‰‡ ·ÂÁ Ó·‡Á, Á‡ „‡‰‡ Ò ‡Á ÔË Îfl Ì‡ Ú‡ ‚ËÁËfl. Å˙Î „‡ -
ÒÍ‡ Ú‡ ÒÚÓ ÎË ̂ ‡ ‰ÓË ÌflÏ‡ Ò‚ÓÈ ÒËÏ ‚ÓÎ. éÔË ÚË ÚÂ ‚ Ú‡Í˙‚ ‰‡ ÒÂ ÔÂ ‚˙ ÌÂ ÒÚ‡ ÚÛfl Ú‡ Ì‡
Ò‚. ëÓÙËfl2 ÒÂ ÔÂ Ô˙ ‚‡Ú ‚ Ò‡Ï‡ Ú‡ Â‡Î ÌÓÒÚ. á‡ÎË Á‡ Ì‡ Ú‡, ·‡Ó ÍÓ ‚Ó ÔË˘Ì‡ ÙË„Û ‡ ÌÂ
ÔË ÎË ̃ ‡ Ì‡ „‡‰‡ ÒË. Ç ÔÓÁ Î‡ ÚÂ ÌÓ ÚÓ È ÎËˆÂ ÒÂ ÓÚ‡ Áfl ‚‡Ú Í‡ ÒË ‚Ë ÏÓÏË ̃ Â Ú‡ Ë ÔÓ ÒÂ -
˘Ë ‰Âˆ‡, flÍË Ê˙ÎÚË Ú‡Í ÒË Ú‡ Ë Ó˜Û Í‡ ÌË Ê˙ÎÚË Ú‡Ï ‚‡Ë, Î˙ÒÍ‡ ‚Ë ÍÓÎË ‚ Ì‡‰ ÔÂ ‚‡ ‡
Ò˙Ò ÒÚ‡Ë Î‡‰Ë, Ï‡ ÍÓ ‚Ë ·ÛÚË ̂ Ë Ë ÒÍ‡Î˙ ÔÂ ÌË Ò ÔÓ‰˙ ̃ ÌË ÒÂ‰ ÒÚ‚‡ ÒÂ „ËË. ëÂ‰ Úflı
ÒÚ‡Ì Ì‡ Ú‡ ◊Í‡Í‡“ (Í‡ÍÚÓ ıÓ‡ Ú‡ fl Ì‡Ë ̃ ‡Ú) ÒÂ ËÁ‰Ë „‡ Ò‡ÏÓÚ ÌÓ Ë ÌÂÎÂ ÔÓ.

Ç „‡‰‡, ÍÓÈÚÓ ÔË ÎË ̃ ‡ Ì‡ Ô‡Î‡ ̃ ËÌ ÍÓ ‚‡ ÚÓÚ‡, ıÓ‡ Ú‡ ÊË‚ÂflÚ ‚ ‡Á ÎË˜ ÌË ÔÎ‡ ÒÚÓ ‚Â.
à fl‰ÍÓ ÒÂ Á‡ÒË ̃ ‡Ú. Ö‰ËÌ ÒÚ‚Â ÌÓ ıÛ‰ÓÊ ÌË ̂ Ë ÚÂ ÒÂ ÓÔË Ú‚‡Ú ‰‡ Ó·ı‚‡ Ì‡Ú ÌÂ„Ó ‚‡ Ú‡ ÌÂËÁ -
ÏÂ Ë ÏÓÒÚ. éÚ ÌflÍÓÎ ÍÓ „Ó‰Ë ÌË ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡ ÔÂ‰ ÔËÂ Ï‡ Ì‡·Â ÁË ËÁ Ò˙˘Â ÒÚ‚Û ‚‡ -
˘Ë ÚÂ, ÌÓ ÌÂ‚Ë ‰Ë ÏË Á‡ ÏÌÓ ÁË Ì‡ ÒÚÓ ÎË˜ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡. ä‡ÚÓ ÔÓ‚ ‰Ë „‡ ÔÂ ‰Â ÚÓ Ì‡
ÒÓ· ÒÚ‚Â ÌÓ ÚÓ ÌË ˜Û‚ ÒÚ‚Ó Á‡ Ò˙ı‡ ÌÂ ÌËÂ, Úfl ÌË Ì‡‚Ë ‡ ‚ Ó˜ËÚÂ ÌÂ˘‡, ÍÓËÚÓ ÌÂ ‚ËÊ ‰‡ -
ÏÂ ËÎË ÌÂ ËÒÍ‡ ÏÂ ‰‡ ‚Ë‰ËÏ. ë ‡Ô‡ ‡Ú ‚ ˙Í‡ ıÛ‰ÓÊ ÌË˜ Í‡ Ú‡ ËÁ‚‡ ‰Ë Ì‡È-Ì‡ÔÂ‰ Ì‡
ÔÓÍ‡Á ·‡·Ë ÚÂ Ò ˆ‚ÂÚ ÌË Ó‰ÂÊ ‰Ë Ë Á‡· ‡‰ ÍË Ì‡ ÓÁË, ÍÓËÚÓ Á‡ Ó·ËÍ ÌÓ ‚Â ÌËfl ˜Ó‚ÂÍ
ÓÒÚ‡ ‚‡Ú ÌÂÁ‡ ·Â ÎÂ ÊË ÏË ÒÂ‰ ÒÂ „Ë Ë ÚÂ Ì‡ Ô‡Á‡ ‡, ÌÓ Ò‡ Ú‡Ï, Ò„‡· ̃ Ë ÎË Á‰‡ ‚Ó Ò‚Ófl
ÔÎ‡ÒÚ ÓÚ ÊË‚Ó Ú‡. ëÂ„‡ ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡ ÌË ËÁÔ‡ ‚fl Ó˜Ë ‚ Ó˜Ë Ò˙Ò ÒÓÙËÈ ÒÍË ÚÂ Î˙‚Ó ‚Â
– Ó˘Â Â‰ËÌ ÌÂÛÒ ÔflÎ Í‡Ì ‰Ë ‰‡Ú Á‡ ÒËÏ ‚ÓÎ Ì‡ „‡‰‡. Ç˙‚ ‚Â ÏÂ ÚÓ, ÍÓ„‡ ÚÓ Ë ‚ Ì‡¯Ë ÚÂ
Ò‚ÂÚ ÒÍË ıÓ ÌË ÍË ÒÂ ÔÓfl‚Ë ÔÓÌfl ÚËÂ ÚÓ ◊Ô‡ ÍÂ ÚÂÌ Î˙‚“, ç‡‰ÂÊ ‰‡ ÒÂ ÓÔË Ú‚‡ ‰‡ ‚Ë‰Ë
ÓÌÂÁË – ËÒÚËÌ ÒÍË ÚÂ, ÊË‚Ë ÚÂ, ÓˆÂ Îfl ‚‡ ̆ Ë ‚ „‡‰ ÒÍ‡ Ú‡ ‰ÊÛÌ „Î‡ Î˙‚Ó ‚Â, ÍÓËÚÓ ‚ÒÂ ÍË‰ -
ÌÂ‚ ÌÓ ÏËÌ‡ ‚‡Ú ÔÂ‰ ‚ÁÓ‡ Ì‡ ·ÓÌ ÁÓ ‚Ë ÚÂ ÒË Ò˙·‡ Úfl. 
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Maria Vassileva

Sofia Lions1

There are cities that sound like a musical note. Cities that are whole, complete, perceptu-
ally smooth. Sofia has a rough surface. It seems similar to those models of the human
body, those “picturesque” moulages, in which you can see all the layers of the organism
through a vertical cut. In the same manner in Sofia layers of different eras open up as if
constructed for a school activity: Roman walls are built on Thracian ones, Byzantine archi-
tecture alternates with Muslim one, communist monuments flow into gangster nouveau
riche baroque. All these models, however, do not look like a museum exhibition; rather,
their effect is similar to the one of a mismanaged store area. They are carelessly thrown
around as if in a fit of boredom at their excessive superfluity. And we live with the sense of
the city without a face, the city of dispersed appearance. The capital of Bulgaria does not
even have its own symbol. The attempts to turn the statue of St Sophia in one2 stumble in
reality itself. The sleek, sumptuous figure does not look like its city. Its gilt face reflects
beautiful girls and begging children, bright yellow taxis and battered yellow trams, shiny
cars racing against old Lada-s, boutiques of famous brands and street stalls that have
been put up by means of odds and ends. Among them the odd “lass” (as people call her)
stands alone and ridiculous.
In the city that looks like a layer-cake people live in different layers. And they rarely inter-
sect. Only artists try to cover its immeasurability. For several years now Nadezhda
Lyahova forages the existing, but invisible for many, city spaces. By lifting up the curtain
of our sense of self-preservation she forces us to see things that we do not, or do not
want to see. With a camera in her hand, the artist has brought to the foreground the old
women in colourful dresses and rose-patterned headscarves, who, for the ordinary per-
son, remain invisible among the market stalls, but they are there gripping tightly at their
layer of life. Now Nadezhda Lyahova makes us face the Sofia Lions – another unsuccess-
ful candidate for the position “symbol of Sofia”. In times when the term “ballroom lion” has
emerged in celebrity columns in Bulgarian and foreign media, Nadezhda tries to see those
real, living lions surviving in the urban jungle who daily pass before the eyes of their
bronze counterparts. 

The image of the lion is significant in the mind of every Bulgarian. Since we were children
we have been led to believe that the shape of the map of Bulgaria looks like a lion. One of
the greatest national heroes is called Levski3. The state coat of arms has always had a
lion and now there are as many as three. A lion is found at the centre of the Sofia coat of
arms too. The use of the image of the lion is prestigious, it conveys power, but it also acts
as a lucky charm. It is no accident that it can be seen both in front of the Multigroup head
office and on the VIS-2 logo4. At the same time the image of the lion is on the police and
army uniforms. In Sofia statues of lions are placed at locations that are emblematic for the
city: Lion's Bridge5, in front of the Court of Justice, in front of the Ministry of the Interior, in
front of the St Sophia basilica (where the bronze lion by the famous sculptor Andrey
Nikolov is incorporated in the Monument of the Unknown soldier), on the bronze shield of
another famous bridge in the capital, Eagle's Bridge, etc. Probably it is because of this
excess in the use of the symbol that it has been devaluated, it has lost some of the awe
that it conveys but it is nevertheless almost genetically linked to Bulgarians. 

The title of Nadezhda Lyahova's project – Sofia Lions – is a very good idea. For all citizens
of Sofia the expression is already loaded with information, with history, it speaks to them
and calls forth particular images. The viewer approaches the exhibition with a particular
attitude and it is only after they see the photographs that they understand the irony of the
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é·‡Á˙Ú Ì‡ Î˙‚‡ ËÏ‡ ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ ÏflÒÚÓ ‚ Ò˙ÁÌ‡ ÌËÂ ÚÓ Ì‡ ‚ÒÂÍË ·˙Î „‡ ËÌ. éÚ ‰Âˆ‡
ËÁ‡ ÒÚ‚‡ ÏÂ Ò ‚ÌÛ ̄ Â ÌËÂ ÚÓ, ˜Â Í‡ Ú‡ Ú‡ Ì‡ Å˙Î „‡ Ëfl ÔÓ ÙÓÏ‡ ÔË ÎË ̃ ‡ Ì‡ Î˙‚. Ö‰ËÌ ÓÚ
Ì‡È-„ÓÎÂ ÏË ÚÂ Ì‡ˆËÓ Ì‡Î ÌË „ÂÓË ÌÓÒË ËÏÂÚÓ ãÂ‚ ÒÍË. ç‡ ‰˙ Ê‡‚ ÌËfl „Â· ‚ËÌ‡ „Ë Â
ËÏ‡ÎÓ Î˙‚, ‡ ÒÂ„‡ ÚÂ Ò‡ ‰ÓË ÚË. ã˙‚ ÒÂ Ï˙‰Ë Ë ‚ Ò˙ ̂ Â ‚Ë Ì‡ Ú‡ Ì‡ ÒÓÙËÈ ÒÍËfl „Â·.
àÁÔÓÎ Á‚‡ ÌÂ ÚÓ Ì‡ Ó·‡ Á‡ Ì‡ Î˙‚‡ Â ÔÂ ÒÚËÊ ÌÓ, ËÁ‡ Áfl ‚‡ ÒËÎ‡ Ë ‚Î‡ÒÚ, ÌÓ Ë ÒÎÛÊË
Í‡ÚÓ Í‡‰ÂÏ ÒÂ˘Û ÛÓÍË. çÂ ÒÎÛ ̃ ‡È ÌÓ ÚÓÈ ÏÓÊÂ ‰‡ ÒÂ ‚Ë‰Ë Í‡ÍÚÓ ÔÂ‰ ˆÂÌ Ú‡ Î‡ Ú‡ Ì‡
åÛÎÚË„ÛÔ, Ú‡Í‡ Ë Ì‡ ÎÓ„Ó ÚÓ Ì‡ Çàë-23. Ö‰ÌÓ ‚Â ÏÂÌ ÌÓ Ò ÚÓ‚‡ Î˙‚˙Ú Â ‚˙ıÛ ÛÌË ÙÓ -
Ï‡ Ú‡ Ì‡ ÔÓÎË ̂ ‡ Ë ÚÂ Ë ‚ÓÂÌ ÌË ÚÂ. Ç ëÓÙËfl ÒÚ‡ ÚÛË Ì‡ Î˙‚Ó ‚Â Ò‡ ‡Á ÔÓ ÎÓ ÊÂ ÌË Ì‡ ÂÏ·ÎÂ -
Ï‡ ÚË˜ ÌË Á‡ „‡‰‡ ÏÂÒÚ‡: Ì‡ ã˙‚Ó‚ ÏÓÒÚ4, ÔÂ‰ ë˙‰Â· Ì‡ Ú‡ Ô‡Î‡ Ú‡, ÔÂ‰ åËÌËÒÚÂ-
ÒÚ‚ÓÚÓ Ì‡ ‚˙Ú Â¯ ÌË ÚÂ ‡·Ó ÚË, ÔÂ‰ ·‡ÁË ÎË Í‡ Ú‡ ◊ë‚. ëÓÙËfl“, Í˙‰Â ÚÓ ·ÓÌ ÁÓ ‚ËflÚ Î˙‚
Ì‡ ËÁ‚ÂÒÚ ÌËfl ÒÍÛÎ ÔÚÓ ÄÌ‰ÂÈ çËÍÓ ÎÓ‚ Â ‚ÍÎ˛ ̃ ÂÌ ‚ Ô‡ÏÂÚ ÌË Í‡ Ì‡ çÂÁ Ì‡È ÌËfl ‚ÓËÌ,
‚˙ıÛ ·ÓÌ ÁÓ ‚Ëfl ˘ËÚ Ì‡ ‰Û„ ËÁ‚Â ÒÚÂÌ ÏÓÒÚ ‚ ÒÚÓ ÎË ̂ ‡ Ú‡ – éÎÓ‚ ÏÓÒÚ, Ë Ú.Ì. åÓÊÂ
·Ë Á‡‡ ‰Ë Ú‡ÁË ÏÌÓ „Ó ÚËfl ‚ ËÁÔÓÎ Á‚‡ ÌÂ ÚÓ Ì‡ ÒËÏ ‚Ó Î‡, ÚÓÈ ‚ ËÁ‚ÂÒÚ Ì‡ ÒÚÂ ÔÂÌ Â ‰Â‚‡Î -
‚Ë ‡Î, Á‡„Û ·ËÎ Â ÓÚ ÒÚ‡ ıÓ ÔÓ ̃ Ë Ú‡ ÌËÂ ÚÓ, ÍÓÂÚÓ ËÁÎ˙˜ ‚‡, ÌÓ ÌÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ ÚÓ‚‡ Â
ÔÓ˜ÚË „ÂÌÂ ÚË˜ ÌÓ Ò‚˙ Á‡Ì Ò ·˙Î „‡ Ë ÚÂ.

á‡„Î‡ ‚ËÂ ÚÓ Ì‡ ÔÓ ÂÍ Ú‡ Ì‡ ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡ ◊ëÓÙËÈ ÒÍË Î˙‚Ó ‚Â“ Â ÒÔÓ ÎÛ˜ ÎË ‚Ó ıÛÏ ‚‡ -
ÌÂ. á‡ ‚ÒË˜ ÍË ÒÓÙËflÌ ̂ Ë ÚÓ‚‡ ÒÎÓ ‚ÓÒ˙ ̃ Â Ú‡ ÌËÂ Â ÔÂ‰ ‚‡ Ë ÚÂÎ ÌÓ Ì‡ÚÓ ‚‡ Â ÌÓ Ò ËÌÙÓ -
Ï‡ ̂ Ëfl, Ò ËÒÚÓ Ëfl, ÚÓ „Ó‚Ó Ë Ë ËÁ‚ËÍ ‚‡ ‚ Ò˙ÁÌ‡ ÌËÂ ÚÓ ÍÓÌ ÍÂÚ ÌË Ó·‡ ÁË. áË ÚÂ ÎflÚ ÔÓ‰ -
ıÓÊ ‰‡  Í˙Ï ËÁÎÓÊ ·‡ Ú‡ Ò ÓÔÂ ‰Â ÎÂ Ì‡ Ì‡„Î‡ Ò‡ Ë Â‰‚‡ ÒÎÂ‰ Í‡ÚÓ ‚Ë‰Ë ÙÓÚÓ „‡ ÙË Ë ÚÂ
‡Á ·Ë ‡ ËÓ ÌË˜ ÌÓÒÚ Ú‡ ‚ Ì‡Á ‚‡ ÌËÂ ÚÓ. ïÛ‰ÓÊ ÌË˜ Í‡ Ú‡ ‡Á ̃ Ë Ú‡ Ì‡ Ú‡ÁË ÔÓ ‚Ó Í‡ ̂ Ëfl. ífl
Ë„‡Â Ò˙Ò ÒÚÂ ÂÓ ÚË ÔË ÚÂ Ì‡ Ó˜‡ Í‚‡ ÌÂ ÚÓ Ë ÛÏÂÎÓ ËÁÔÓÎ Á‚‡ ¯ÓÍ‡ ÓÚ ÌÂÒÎÛ˜ ‚‡ ÌÂ ÚÓ ËÏ. 

Ç ÔÓ ÂÍ Ú‡ Î˙‚˙Ú, ÚÓÁË ÓÚÍÓ ÎÂ ̄ ÂÌ ÒÓÙËÈ ÒÍË ÔËÚÓÏ ÌËÍ, ÒÂ ËÁÔÓÎ Á‚‡ Í‡ÚÓ ÙÓÌ (Ï‡Í‡
˜Â ÙË„Û ‡ Ú‡ ÏÛ ÒÂ ÔÓfl‚fl ‚‡ Ò‡ÏÓ Ì‡ ‰‚Â ÏÂÒÚ‡ ‚ ‡·Ó ÚË ÚÂ π, ÚÓÈ ÔË Ò˙ ÒÚ‚‡ ‚ ÁÌ‡ ÌËÂ -
ÚÓ ÌË Á‡ „‡‰‡), Ì‡ ÍÓÈÚÓ ÒÂ ‡ÁË „‡ ‚‡Ú Ò˙·ËÚ Ëfl Ú‡ ÓÚ ‰ÂÌfl. ÅÓÌ ÁÓ ‚ËflÚ Î˙‚ Â ÒËÌÓ -
ÌËÏ Ì‡ ÓÌÁË, ‰Û „Ëfl ÔÎ‡ÒÚ Ì‡ „‡‰ ÒÍÓ ÚÓ, Ò‚˙ Á‡Ì Ò Ú‡ ‰Ë ̂ Ëfl Ú‡, Ò ‰ÓÒÚÓ ÎÂ ÔËÂ ÚÓ Ë
·Ó„‡Ú ÒÚ‚Ó ÚÓ, ÍÓÈÚÓ ‰ÌÂÒ Â ÓÚ‰‡Î Â˜ÂÌ ÓÚ Â‡Î ÌÓÒÚ Ú‡ Ë ÒÎÛÊË ÔÓ‚Â ̃ Â Á‡ Ò‡‚ ÌÂ ÌËÂ Ë
Ì‡ÔÓÏ Ìfl ÌÂ, ÓÚÍÓÎ ÍÓ ÚÓ Í‡ÚÓ Ò˙‚Â ÏÂ ÌÂÌ ÒËÏ ‚ÓÎ. ç‡ ÔÂ ‰ÂÌ ÔÎ‡Ì ‚ ‡·Ó ÚË ÚÂ Ò‡ ÌÓ‚Ë,
‡Á ÎË˜ ÌË „ÂÓË. ÉÂÓË, ÍÓËÚÓ ÌÂ Ì‡ÏË ‡Ú ÏflÒÚÓ ‚˙ıÛ ÔÓ˘ÂÌ ÒÍË ÚÂ Í‡ ÚË˜ ÍË Ë ‚ ÓÙË -
ˆË‡Î ÌË ÚÂ Ò‡È ÚÓ ‚Â, ÌÓ Ò‡ ÒÚ‡ Ì‡ ÎË ÏÌÓ„Ó ÔÓ‚Â ̃ Â ·ÂÎÂ„ Ì‡ „‡‰‡, ÓÚÍÓÎ ÍÓ ÚÓ ÔÂ‰ ÒÚ‡ ‚Ë -
ÚÂÎ ÌË ÚÂ ÏÓÌÛ ÏÂÌ ÚË.

Ç ÒÍÛÚ‡ Ì‡ ËÁfl˘ ÌÓ Ë „Ó‰Ó ÔÓÎÂ„ Ì‡Î Í‡ ÒË‚ ·ÓÌ ÁÓ‚ Î˙‚, ‚ ÔÓ‰Ó· Ì‡ ÔÓÁ‡ ÌÂ‚˙ ÁÏÛ ÚË -
ÏÓ ÔÓ˜Ë ‚‡ ÛÎË˜ ÌÓ ÍÛ˜Â. í‡ÁË ÂÏ·ÎÂ Ï‡ ÚË˜ Ì‡ ÙÓÚÓ „‡ ÙËfl Ì‡ ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡ ÚÛ‰ ÌÓ
˘Â ·˙‰Â ‡Á ̃ Â ÚÂ Ì‡ ‡ÍÓ ÌÂ ÒÂ ÁÌ‡flÚ ÌflÍÓË ‰‡ÏË ÓÚ ÒÓÙËÈ ÒÍÓ ÚÓ ÂÊÂ‰ ÌÂ ‚ËÂ ÔÂÁ
ÔÓÒÎÂ‰ ÌË ÚÂ ‰ÂÒÂ ÚË Ì‡ „Ó‰Ë ÌË. Ö‰Ì‡ ÓÚ Úflı Â ‰‡ Ï‡ Ú‡ Ò ÛÎË˜ ÌË ÚÂ ÔÂÒÓ ‚Â, ÍÓËÚÓ ‚Î‡ -
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title. The artist counts on this provocation. She plays with the stereotypes of expectation
and skillfully uses the shock of their not realizing. 

In the project the lion, this age-old Sofia pet, is used as a background (although its figure
appears only twice in her works, it is present in our knowledge of the city), a background
against which the events of the day take place. The bronze lion is a synonym for that other
layer of the urban that is linked with tradition, magnificence and wealth which today is dis-
tanced from reality and is used more as a reminder and comparison than as a contempo-
rary symbol. At the foreground of the works are new, different characters. Characters who
are not found on postcards and official websites but who have become features of the city
to a much larger extent than the stately monuments. 

In the lap of an exquisite and proudly reclining bronze lion nonchalantly rests a street dog
in a similar posture. This emblematic photograph by Nadezhda Lyahova could hardly be
read without knowledge of some dramas in Sofia daily life from the last ten years. One of
them is the drama of stray dogs that rule the city and evoke terror, pity and discontent6. In
Krassimir Terziev's project The city of dogs (post-urban landscapes), 20037, by means of
montage the city is conquered by stray dogs as though in a Balkan version of King Kong.
With fierce expressions and postures they control the situation, larger and uglier than the
panel blocks of flats among which they walk. Nadezhda Lyahova's approach is different.
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‰ÂflÚ „‡‰‡ Ë ‚Òfl ‚‡Ú ÔÓ ÛÎË ̂ Ë ÚÂ ÏÛ ÛÊ‡Ò, ÛÏË ÎÂ ÌËÂ Ë ‡Á ‰Ó Ë5. Ç ÔÓ ÂÍ Ú‡ Ì‡ ıÛ‰ÓÊ -
ÌË Í‡ ä‡ ÒË ÏË íÂ ÁËÂ‚ ◊É‡ ‰˙Ú Ì‡ ÍÛ˜Â Ú‡ Ú‡“ (ÔÓÒÚ-Û·‡ ÌË ÒÚË˜ ÌË ÔÂÈ Á‡ ÊË), 2003 „.6,
˜ÂÁ ÙÓÚÓ ÏÓÌ Ú‡Ê, Í‡ÚÓ ‚ ÌflÍ‡Í ‚‡ Å‡Î Í‡Ì ÒÍ‡ ‚Â ÒËfl Ì‡ äËÌ„-äÓÌ„, „‡ ‰˙Ú Â ÔÂ‚ ÁÂÚ
ÓÚ ·ÂÁ ‰ÓÏ ÌË ÚÂ ÔÂÒÓ ‚Â. ë˙Ò Ò‚Ë Â ÔË ËÁ‡ ÊÂ ÌËfl Ë ÔÓÁË ÚÂ ‚Î‡ ‰ÂflÚ ÔÓÎÓ ÊÂ ÌËÂ ÚÓ, ÔÓ-
„ÓÎÂ ÏË Ë ÔÓ-„ÓÁ ÌË ÓÚ Ô‡ÌÂÎ ÌË ÚÂ ·ÎÓ ÍÓ ‚Â, ÒÂ‰ ÍÓËÚÓ Í‡ ̃ ‡Ú. èÓ‰ ıÓ ‰˙Ú Ì‡ ç‡‰ÂÊ ‰‡
ãflıÓ ‚‡ Â ‡Á ÎË ̃ ÂÌ. ífl ‡Á ̃ Ë Ú‡ Ì‡ Ò˙Ò ÔÂÌ Ò‡, Á‡ÍÓ ‰Ë ‡Ì ‚ ÏËÎ‡ Ú‡ Ì‡ Ô˙‚ ÔÓ„ÎÂ‰ Í‡ -
ÚËÌ Í‡, Á‡‰ ˜ËflÚÓ ÔË ‚Ë‰ Ì‡ ı‡ ÏÓ ÌËfl ÒÂ ÍËflÚ ÒÚ‡ı, ·ÓÎÂ ÒÚË Ë ·ÂÁ ÒË ÎËÂ. ã˙‚˙Ú Ë
ÍÛ˜Â ÚÓ Ò‡ ÒÂ ÒÔÓ „Ó ‰Ë ÎË Í‡ÚÓ ‚ ÌflÍ‡Í ‚Ó ‚ÓÂÌ ÌÓ ‚Â ÏÂÌ ÌÓ ÔË ÏË ËÂ, ÔË ÌÛ ‰Â ÌË ÓÚ
Ó·ÒÚÓfl ÚÂÎ ÒÚ‚‡ Ú‡ ‰‡ Ò˙ÊË ÚÂÎ ÒÚ‚‡Ú ‚ ÍÓÚ ÍÓ ÔË ÏË Â ÌËÂ.

ç‡Í ̇ ‰Â ÓÚË‚‡ ëÓÙËfl? á‡‰‡ ‚‡ ÏÂ ÒË ÚÓÁË ‚˙ÔÓÒ, ËÁÔ‡ ‚Â ÌË ÔÂ‰ Ò˛ Â ‡ÎË ÒÚË˜ Ì‡
ÙÓÚÓ „‡ ÙËfl, Ì‡ ÍÓflÚÓ Ò˙‚Â ÏÂÌ ÌË Ë ÓÚÍÓ ÎÂ¯ ÌË ‚ÓÁË Î‡ ÔÂ ÔÛ ÒÍ‡Ú ‚ ÌÂ‚˙ ÁÏÓ ÊÂÌ
ÏËÍÒ, ‡ Ì‡‰ Úflı ·ÓÌ ÁÓ ‚ËflÚ Î˙‚ ÒÚÓË Í‡ÚÓ ˜Â ÎË ‚ ÌflÍ‡Í ‚Ó Á‡ÒÚË Ì‡ ÎÓ ÌÂ‰ÓÛ ÏÂ ÌËÂ. ç‡
˛„ ÓÚ Ò˙˘Ëfl ÚÓÁË ã˙‚Ó‚ ÏÓÒÚ ÔÓ ·ÛÎ. ◊å‡Ëfl ãÛËÁ‡“ Ò‡ ÏËÌ‡ ‚‡ ÎË Ë Ò‡ ·ËÎË ÔÓÒÂ ̆ ‡ -
ÌË ÏÓÌ‡ ÒË Ë ÔÂ ÒÚÓ ÎÓ Ì‡ ÒÎÂ‰ ÌË ̂ Ë, ÔË ÒÚË „‡ ÎË Ò‡ Ú˙ „Ó‚ ̂ Ë7. ÑÌÂ¯ ÌËflÚ Ó·‡Á Ì‡
ÏflÒÚÓ ÚÓ Ò ÌË˘Ó ÌÂ Ì‡ÔÓÏ Ìfl ÒÎ‡ ‚‡ Ú‡ ÏÛ (Ï‡Í‡ ˜Â Á‡ ÚÂÁË, ÍÓËÚÓ ‰Ó·Â ÒÂ ÓË ÂÌ ÚË -
‡Ú ‚ ÔÓÒÓ ÍË ÚÂ, ‰‚Ë ÊÂ ÌËÂ ÚÓ Ì‡ „Î‡‚ ÌË ÚÂ „ÂÓË Â Ì‡‚˙Ì, ‡ ÌÂ Ì‡‚˙Ú Â Í˙Ï „‡‰‡).
ç‡ÔÎ‡ ÒÚfl ‚‡ ÌÂ ÚÓ Ì‡ Ï‡¯Ë ÌË Ë Ì‡˜Ë ÌË Á‡ ÔÂ ‰‚Ë Ê‚‡ ÌÂ ‚ Ó˜Â ‚Ë ‰ÂÌ ı‡ÓÒ ÒÂ ÔÂ‚ ˙ ̆ ‡
‚ ÒËÏ ‚ÓÎ Ì‡ „‡‰‡, ÍÓÈÚÓ ÊË‚ÂÂ ÔÓ Á‡ÍÓ ÌË ÚÂ Ì‡ ‰ÊÛÌ „Î‡ Ú‡, Í˙‰Â ÚÓ ÓˆÂ Îfl ‚‡ ÌÂ ÚÓ ÓÔ‡ -
‚‰‡ ‚‡ ‚ÒflÍÓ ‰ÂÈ ÒÚ‚ËÂ.

Ç ‡·Ó ÚË ÚÂ Ì‡ ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡ „‡ ‰˙Ú Â ÒÚÂÒ ÌËÎ Ô‡‡ ÏÂÚ˙ ‡ ÒË. íÓÈ ÒÂ ÔÓ·Ë ‡
ÏÂÊ‰Û ÔÓÒÚÂ ‡ Ì‡ ÔÓÔ-ÙÓÎÍ Á‚ÂÁ ‰‡ Ú‡ ÄÁËÒ Ë Ì‡Ú˙Ô Í‡ ÌËfl Ú‡Ï ‚‡È (ÔÎ‡ Í‡ ÚË ÚÂ Á‡ ÍÛ -
ÒÓ ‚Â ÔÓ ‡Ì„ÎËÈ ÒÍË ÌÂ ÔÓ‰Ó· fl ‚‡Ú, ‡ ‚ÎÓ ̄ ‡ ‚‡Ú ÔÓÎÓ ÊÂ ÌËÂ ÚÓ), ÏÂÊ‰Û ÛÎË˜ ÌÓ ÚÓ ÔÒÂ Ë
ÍÓÌ ÒÍ‡ Ú‡ Í‡Û ̂ ‡, ÏÂÊ‰Û ‚˙Á‡ÒÚ ÌË ÚÂ ÏÛÁË Í‡Ì ÚË Ë Ò‡ÏÓÚ ÌËfl ¯‡ı Ï‡ ÚËÒÚ, ÏÂÊ‰Û Ï˙Ê -
Í‡ Ú‡ ÍÓÏ Ô‡ ÌËfl Ë ÒÍÛÎ ÔÚÛ ‡ Ú‡ Ì‡ ó‡Ô Í˙ ÌÓ‚ ‚˙‚ ÙÓÌ Ú‡ Ì‡ ÔÂ‰ ç‡Ó‰ ÌËfl ÚÂ‡ Ú˙.
åÛÁËÍ‡ÌÚËÚÂ Ì‡ ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡ Ò‡ ÔÂ ‰ÂÎ ÌÓ ÒÂËÓÁ ÌË. ãËˆ‡ Ú‡ ËÏ ÌÂ ËÁ‡ Áfl ‚‡Ú
ÌË˘Ó ÓÚ Ó˜‡ Í‚‡ ÌÓ ÚÓ ÓÚ ◊ÂÌÚÂ ÚÂÈ ÌÂ ‡“, ÍÓÈÚÓ ÒÂ Ì‡‰fl ‚‡ ‰‡ ÔÓÎÛ ̃ Ë Ô‡Ë ÓÚ ÏËÌÛ ‚‡ ̃ Ë -
ÚÂ. àÏ‡ ÌflÍ‡Í ‚‡ ·Ó‰‡ ËÓ ÌËfl ‚ Ï‡ÌËÂ Ì‡ Ú‡ ÊÂÌ ÒÍ‡ ÙË„Û ‡8, ˆÓÔ Ì‡ Ú‡ ‚ ÌÂ‡ ·Ó ÚÂ ̆ Ëfl
ÙÓÌ Ú‡Ì ÔÂ‰ ç‡Ó‰ ÌËfl ÚÂ‡ Ú˙ – ÙÓÌ˙Ú, Ì‡ ÍÓÈÚÓ ÒÂ‰Ë ‰fl‰Ó ÚÓ Ò „˙‰ÛÎ Í‡ Ú‡. á‡‰ÌË ÚÂ
ÊÂÌ ÒÍË ˜‡ÒÚË Ì‡ÔÓÏ ÌflÚ ÙÓ Ï‡ Ú‡ Ì‡ ÏÛÁË Í‡Î ÌËfl ËÌÒÚÛ ÏÂÌÚ, ÔÂ „˙ Ì‡Ú Ò ÚÓÎ ÍÓ ‚‡
Î˛·Ó‚ ÓÚ ‚˙Á‡ÒÚ ÌËfl ˜Ó‚ÂÍ. Ä ¯Â‚Ë ̂ Ë ÚÂ ÔÓ ·ÎÛ Á‡ Ú‡ ÏÛ Í‡ÚÓ ˜Â ÎË ‡Á „Ó ‚‡ flÚ Ò
◊Ì‡Ó‰ ÌËfl“ ÚÂ‡ Ú˙ (ÍÓÈÚÓ ‚Ò˙ ̆ ÌÓÒÚ Â ÔÓÒÚÓ ÂÌ ‚ ÒÚËÎ ëÂˆÂ ÒË ÓÌ ‚˙‚ ÇËÂÌ ÒÍËfl ÏÛ
‚‡Ë ‡ÌÚ).

èË ÚÓÎ ÍÓ ‚‡ ÏÛÁË Í‡Î ÌË ËÌÒÚÛ ÏÂÌ ÚË Ë Ú‡Í‡ ‚‡ ÏÂÌ‡ ÊÂ Ëfl, ÒÚ‡Ì ÌÓ Â, ˜Â ÌË˘Ó ÌÂ ÒÂ
˜Û‚‡. çËÚÓ ÒÍË ·Û ̂ ‡ ÌÂ Ì‡ „˙‰ÛÎ Í‡, ÌËÚÓ ÔÓ ÌËÁ ‚‡˘ ‰˙Î˙„ ÒÚÓÌ Ì‡ ‡ÍÓ ‰Â ÓÌ. çËÚÓ
ÍÓÌ ÒÍË ÚÓ ÔÓÚ, ÌËÚÓ Î˙‚ ÒÍË Â‚. çËÚÓ ‰ÓË ÍÛ˜Â¯ ÍÓ Î‡ÂÌÂ. ÑÓË ÛÊ‡ Òfl ‚‡ ̆ ËflÚ ¯ÛÏ
Ì‡ ÏÓÚÓ ‡ ÒÂ Â ËÁÌÂ Ò˙Î ÌflÍ ̇ ‰Â ‰‡ÎÂ˜, ÔÓ‚ÎË ̃ ‡È ÍË Ò˙Ò ÒÂ·Â ÒË Ë ‰˙Ì ̃ Â ÌÂ ÚÓ Ì‡ Ú‡Ï -
‚‡fl. ÑÓË „Ó‚Ó ˙Ú Â ÒÂÍ Ì‡Î, ‡ Ó‡ ÚÓ ˙Ú Â Á‡ÒÚË Ì‡Î Í‡ÚÓ ˜Â ÎË ÓÏ‡ „¸Ó Ò‡Ì ÓÚ ÁÎ‡ ÒËÎ‡.
Ç˙Ó· ̆ Â ÌÂ˘Ó ‰‚ËÊË ÎË ÒÂ ‚ ÚÓÁË Ò‚flÚ Ì‡ Í‡ÏÂÌ ÌË ÙË„Û Ë? ÇÂ ÏÂ ÚÓ ‚˙ıÛ ˜‡ÒÓ‚ ÌË Í‡
Ì‡ ¯‡ı Ï‡ ÚË ÒÚ‡ ÌÂ ÓÚ·Ó fl‚‡ ÌË˘Ó. ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡ Ì‡Â ̃ Â ÒÂËfl Ú‡ ÒË, ËÁÓ ·‡ Áfl ‚‡ -
˘‡ ÙË„Û Ë Ì‡ ÊÂÌË ‚˙ıÛ ÙÓÌÓ ‚Â ÓÚ ˆ‚ÂÚfl, ◊ÑË„Ë Ú‡Î ÌË Ì‡Ú˛ ÏÓ ÚË“: ‰Ë„Ë Ú‡Î ÌË Á‡‡ -
‰Ë Ì‡˜Ë Ì‡ Ì‡ Ó·‡ ·ÓÚ Í‡ Ì‡ ÙÓÌ‡, Ì‡Ú˛ ÏÓ ÚË Á‡‡ ‰Ë ÌÂÂ ‡Î ÌÓÒÚ Ú‡ Ì‡ ÔÂ ·Ë ‚‡ ‚‡ ÌÂ -
ÚÓ Ì‡ ÚÂÁË „ÂÓ ËÌË ‚ ‰ÌÂ¯ ÌËfl Ò‚flÚ. à ‚ ÒÂ„‡¯ ÌË ÚÂ ÔÎ‡Ú Ì‡ ıÓ‡ Ú‡ ÔÓ ÒÚÓ Á‡Â Ï‡Ú
ÓÔÂ ‰Â ÎÂ ÌÓ ÏflÒÚÓ ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ, ÔÓ‰Ó· ÌÓ Ì‡ ÔÂ‰ ÏÂ ÚË. èÂÁ ïVII ‚ÂÍ ‚ ïÓÎ‡Ì ‰Ëfl
ÚÂ ÏËÌ˙Ú ◊ÚËı ÊË‚ÓÚ“, ËÁÏË ÒÎÂÌ ‰‡ ÓÁÌ‡ ̃ ‡ ‚‡ Ì‡Ú˛ ÏÓ ÚË ÚÂ, ÒÂ ÔË Î‡ „‡ Ë Í˙Ï ·ËÚÓ -
‚Ë ÚÂ Í‡ ÚË ÌË, ‚ ÍÓËÚÓ ÔÓ Ô‡ ‚Ë ÎÓ ÌË˘Ó ÌÂ ÒÂ ÒÎÛ˜ ‚‡. çÂ ÒÂ ÎË ÓÚÌ‡ Òfl ÚÓÈ Ò˙Ò Ò˙˘‡ -
Ú‡ ÒËÎ‡ Ë Á‡ Ì‡ÒÂ ÎÂ ÌË ÚÂ Ò ˜Ó‚Â ̂ Ë ÍÓÏ ÔÓ ÁË ̂ ËË Ì‡ ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡? à Í‡Í˙‚ Â ÚÓÁË
◊ÚËı ÊË‚ÓÚ“ – Ó·Â ̃ ÂÌ ËÎË ÔÓ ÒÚÓ ·‡Ì‡ ÎÂÌ?

äÓÏ ÔÓ ÁË ̂ Ë Ë ÚÂ ËÁ„ÎÂÊ ‰‡Ú ÔÂ‰ Ì‡ ÏÂ Â ÌË, ÂÊË ÒË ‡ ÌË, Ï‡ÌË ÔÛ ÎË ‡ ÌË. Ä‚ÚÓ Í‡ Ú‡
Ò˙ÁÌ‡ ÚÂÎ ÌÓ ËÎË ÌÂ Â Ú˙ ÒË Î‡ Ú‡Í˙‚ ÂÙÂÍÚ – ÚÂÁË ÒÎÛ˜ ÍË ÒÂ ÒÎÛ˜ ‚‡Ú ‚ Ì‡¯Ëfl „‡‰, ÌÓ
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She counts on the suspense which is coded in the sweet – at first sight – picture behind
whose apparent harmony fear, diseases and powerlessness hide. The lion and the dog
have agreed as if on some wartime ceasefire; they are forced by circumstances into co-
habitation in quiet resignation.

Where is Sofia going to? We ask ourselves this question when we stand in front of the sur-
real photograph on which modern and old vehicles race in an impossible mix while the
bronze lion stands above them as if in frozen incomprehension. To the south of this same
Lion's bridge on Maria Louisa boulevard monarchs and heirs to the throne have been
greeted, merchants have arrived8. The way this place looks today is not reminiscent of its
glory (though for those whose orientation is good the movement of the main characters is
outward not toward the inner part of the city). The layers of machines and means of trans-
port in an obvious chaos are turning into a symbol of the city which lives according to the
law of the jungle, a place where survival justifies any action.

In Nadezhda Lyahova's works the city has narrowed down its parameter. It fits in
between the poster of the pop-folk star Azis and the crammed tram (the posters adver-
tising English language courses do not improve the situation, they actually make it
worse), in between the stray dog and the horse carriage, in between the old musicians
and the lonely chess player, in between the group of men and Tchapkanov's sculpture
in the fountain in front of the National Theatre. Nadezhda Lyahova's musicians are
extremely serious. Their faces do not express anything that could be expected from the
“entertainer” who hopes to get money from the passers-by. There is some cheerful irony
in the mannerist female figure9 dumped in front of the National theatre in a fountain that
does not work – the background against which an old man is sitting with a gadulka10.
The backside of the sculpture resembles the shape of the musical instrument that the
old man is holding with so much affection. And the traditional embroidery on his shirt
seems to be in a dialogue with the “national” theatre (which, in fact, was built in a
Viennese variation of the art deco style).

With all the musical instruments and menagerie it is strange that nothing is heard: no vio-
lin creaking, no piercing wails of an accordion, no hooves thumping or lions roaring. Not
even dogs barking. Even the terrifying noise of the motor has moved away somewhere
dragging with it the clanking of the trams. Even speech has stopped and the speaker is
still as if under the spell of an evil spirit. Is anything moving at all in this world of stone fig-
ures? The chess player's clock does not show anything. Nadezhda Lyahova has called
her series of female figures against backgrounds of flowers “Digital still-lifes”: “digital”
because of the way the background has been processed and “still-lifes” because of the
unreal setting of these characters in today's world. In the Sofia Lions canvases, too, peo-
ple have simply taken a place in space, like objects. In Holland in the 17 c. the term “quiet
life” (coined to mean still-lifes) was also used for works depicting everyday life in which
nothing happens. Is it not also relevant for Nadezhda Lyahova's compositions populated
by humans? And what is this “quiet life” – doomed or simply banal?

The compositions seem premeditated, directed, manipulated. The artist has sought, con-
sciously or not, such an effect – these little stories take place in our city, but also as if out-
side it too; they are here but also outside our ideas about life in the city in 21 c. It is no
accident that the photographs are printed on canvases and stretched onto frames. In this
way they resemble paintings and seem once more removed from reality and closer to the
museum. In the “paintings” those burdened with art history can even find different styles –
an impressionistic opening of the colours or a Caravaggio-like dramatic quality of  compo-
sition and light. In any case the urban tableaus seem to be more convincing in the exhibi-
tion hall than in reality. 
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Ë Í‡ÚÓ ˜Â ÎË ËÁ‚˙Ì ÌÂ„Ó; ÚÂ Ò‡ ÚÛÍ, ÌÓ Ë ËÁ‚˙Ì Ì‡¯Ë ÚÂ ÔÂ‰ ÒÚ‡ ‚Ë Á‡ ÊË‚Ó Ú‡ ‚ „‡‰‡ ÓÚ
XXI ‚ÂÍ. çÂ ÒÎÛ ̃ ‡È ÌÓ ÒÌËÏ ÍË ÚÂ Ò‡ ‡Á ÔÂ ̃ ‡ Ú‡ ÌË Ì‡ ÔÎ‡Ú ÌÓ Ë ÓÔ˙ Ì‡ ÚË Ì‡ ÔÓ‰‡Ï ÍË.
í‡Í‡ ÚÂ Á‡ÔË ÎË˜ ‚‡Ú Ì‡ Í‡ ÚË ÌË Ë Ó˘Â ‚Â‰Ì˙Ê ÒÂ ÓÚÒÚ‡ Ìfl ‚‡Ú ÓÚ ‰ÂÈ ÒÚ‚Ë ÚÂÎ ÌÓÒÚ Ú‡ Ë
ÒÂ ‰Ó·ÎË Ê‡ ‚‡Ú ‰Ó ÏÛÁÂfl. Ç ÚÂÁË ◊Í‡ ÚË ÌË“ Ó·Â ÏÂ ÌÂ ÌË ÚÂ ÓÚ ËÒÚÓ Ëfl Ú‡ Ì‡ ËÁÍÛ ÒÚ‚Ó ÚÓ
‰ÓË ÏÓ„‡Ú ‰‡ ÓÚÍËflÚ ‡Á ÎË˜ ÌË ÒÚË ÎÓ ‚Â – ËÏÔÂ ÒË ÓÌË ÒÚË˜ Ì‡ ‡Á Ú‚Ó Â ÌÓÒÚ Ì‡ ˆ‚Â -
ÚÓ ‚Â ÚÂ ËÎË Í‡‡ ‚‡ ‰ÊÓ‚ ÒÍ‡ ‰‡ Ï‡ ÚË˜ ÌÓÒÚ Ì‡ ÍÓÏ ÔÓ ÁË ̂ Ëfl Ú‡ Ë ÓÒ‚ÂÚ ÎÂ ÌËÂ ÚÓ. í‡Í‡ ËÎË
ËÌ‡˜Â ÊË‚Ë ÚÂ „‡‰ ÒÍË Í‡ ÚË ÌË Í‡ÚÓ ˜Â ÎË ÒÚÓflÚ ÔÓ-Û·Â ‰Ë ÚÂÎ ÌÓ ‚ ËÁÎÓÊ ·Â Ì‡ Ú‡ Á‡Î‡
ÓÚÍÓÎ ÍÓ ÚÓ ‚ Â‡Î ÌÓÒÚ Ú‡. 

ä˙‰Â ÌË ÔÂ Ô‡ ̆ ‡Ú Ó·‡ ÁË ÚÂ ÓÚ ÒÌËÏ ÍË ÚÂ Ì‡ ç‡‰ÂÊ ‰‡ ãflıÓ ‚‡? åÓÊÂ ÎË ÚÓ‚‡ ‰‡ Â
ÏËÌ‡ ÎÓ ÚÓ ÒÎÂ‰ Í‡ÚÓ ÌËÍÓÈ ÌÂ ÒË „Ó ÒÔÓÏ Ìfl? åÓÊÂ ÎË ‰‡ Â Ì‡ÒÚÓfl ̆ Â ÚÓ ÒÎÂ‰ Í‡ÚÓ ÌÂ
„Ó ‚ËÊ ‰‡ ÏÂ? åÓÊÂ ÎË ‰‡ Â ·˙‰Â ̆ Â ÚÓ ÒÎÂ‰ Í‡ÚÓ ÌÂ „Ó ËÒÍ‡ ÏÂ? ÉÓ ‰ËflÚ ÔÂÒ, ÌÂÔÓ ÍÓ ÎÂ -
·Ë ÏÓ ÔÓÎÂ„ Ì‡Î ‚ ÔÂ „˙‰ Í‡ Ú‡ Ì‡ ·ÓÌ ÁÓ ‚Ëfl Î˙‚, ÊË‚ÂÂ ‚ ·ÂÁ ‚Â ÏË Â ÚÓ, Ò˙ÒÚ‡‚ ÂÌÓ ÌÂ
ÓÚ ÒÎÛ˜ ÍË, Ò˙·ËÚ Ëfl Ë ‰‡ÚË, ‡ ÓÚ Ì‡‚Ë, ı‡‡Í ÚÂ Ë Ë ÔÓ‚Â ‰Â ÌËÂ. á‚Û ̂ Ë ÚÂ Ì‡ ‡ÍÓ ‰Â Ó Ì‡
Ë „˙‰ÛÎ Í‡ Ú‡ Ò‡ ÚÛÍ, ÌÓ ÌÂ‚˙ ÁÏÓÊ ÌÓÒÚ Ú‡ ‰‡ „Ë ˜ÛÂÏ ÌË ÓÒÚ‡ ‚fl Ò˙Ò ÒÚ‡Ì ÌÓ ÚÓ ÛÒÂ ̆ ‡ ÌÂ,
˜Â ÌÂ ÒÏÂ ˜‡ÒÚ ÓÚ ÚÓÁË ÒˆÂ Ì‡ ËÈ. ëÔfl ÎÓ ÚÓ ‚ Ó˜‡ Í‚‡ ÌÂ ‚ÂÏÂ ‚˙ıÛ ˜‡ÒÓ‚ ÌË Í‡ Ì‡
„‡ ‰ËÌ ÒÍËfl ¯‡ı Ï‡ ÚËÒÚ Í‡ÚÓ ˜Â ÎË ÌÂ ÌË Á‡Òfl „‡. íÓ‚‡ Â ÌÂ„Ó ‚Ó ÚÓ ‚ÂÏÂ, ‡ ÌÂ Ì‡¯Â ÚÓ.
ç‡¯Â ÚÓ ËÁÚË ̃ ‡ ÔÓ ‰Û„Ë Í‡Ì‡ ÎË, ‡Á Ú‚Ó Â ÌÓ ‚ ‰Û„Ë ÔÎ‡ ÒÚÓ ‚Â, Ó‚ÍÛ ÒÂ ÌÓ ÓÚ ‡Á ÎË˜ ÌË
Ô˙Î ÌÂ ÊË Ë ÔÓ‰ Ô‡ ‚Â ÌÓ Ò ‰Û„Ë ÔÓ‰ Ô‡‚ ÍË. á‡ÚÓ ‚‡ Ë ÏÓÊÂ ·Ë Á‡ Ì‡Ò Â Ì‡È-‰Ó·Â,
Ì‡È-Á‰‡ ‚Ó ÒÎÓ‚ ÌÓ Ë Ì‡È-ÎÂÒÌÓ ‰‡ ÔËÂ ÏÂÏ, ˜Â ç‡‰ÂÊ ‰‡ éÎÂ„ ãflıÓ ‚‡ ÌË ‡Á Í‡Á ‚‡
Â‰Ì‡ ÔË Í‡Á Í‡. àÏÂÌ ÌÓ ÔÓ ÚÓÁË Ì‡˜ËÌ ˘Â ÏÓÊÂÏ ‰‡ ÒÂ ‚˙Ó ˙ ÊËÏ Ò Ú˙ ÔÂ ÌËÂ Ë ‰‡
‰Ó˜‡ Í‡ ÏÂ ‰Ó· Ëfl π Í‡È.
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Where do the images from Nadezhda Lyahova's pictures send us? Could it be the past if
no one remembers it? Could it be the present if no one sees it? Could it be the future if we
do not want it? The proud dog, indomitably reclining in the embrace of the bronze lion,
lives in a timelessness which is made up not of little stories, events and dates, but of tem-
pers, characters and behaviour. The sounds of the accordion and the gadulka are here
but the impossibility to listen to them leaves us with the odd sense that we are not part of
this story. The time that has stopped suspended in expectation on the clock of the park
chess player does not seem to concern us. It is his time, not ours. Ours runs in other
channels, dissolved in other layers, flavoured by different fillings and spiced differently.
And maybe for us it is better, healthier and easier to accept that Nadezhda Oleg Lyahova
is telling us a fairytale. This is the approach that can allow us arm ourselves with patience
in order to be able to wait for the happy ending.     

Note

1. The phrase is taken from the title of Nadezhda Lyahova's exhibition at the Goethe-institute, Sofia, 
25 January – 23 February 2005, which is also the subject of this text.

2. As Georgi Todorov never grew tired of claiming, with the placing of the St Sophia statue
a replacement of the name of the city is done, a name which means divine wisdom i.e. it refers to 
the God-Word or to Jesus Christ.

3. Levski means “lion-like” in Bulgarian (tr.)
4. Multigroup is one of the biggest business groups in Bulgaria after 1989 and VIS-2 is an insurance 

company whose name is a synonym for mafia and racketeering.
5. They are placed there in 1891. Lion's Bridge is on the most important for its time boulevard in Sofia 

connecting the railway station and the city centre and where all important ceremonies were held. 
The graphic image of one of the two lions is also printed on the current 20-leva banknote.
One of the significant dramas during the period of transition was the theft of a lion's tail by
“the metal traders”.

6. At the end of January 2005 the number of stray dogs in Sofia was 35,000. In the country they are 
about 1 million. A boom of diseases transmitted by stray dogs has been recorded in recent years. 
The number of people who have been infected with Mediterranean spotted fever, Q-fever, Lyme 
desease, tape-worm, rabies has increased by tens of times. In 2004 450 people were infected with 
Lyme disease, 1600 with Mediterranean spotted fever, 300 with Q-fever, 60 with-Crimean-Congo 
haemorrhagic fever. Between 10,000 and 13,000 people a year are immunized against rabies. On 
average, every year 700-800 people with tapeworm have undergone operations (for the sake of 
comparison, before 1992 the number of people was between 100 and 120 a year). Some of the 
diseases lead to a lethal end.

7. The project has been created within the framework of the Visual Seminar.
8. Et al, The Capital City of Sofia. Sofia, 1999, p. 122.
9. For those who know there is a hidden layer here – this is a scupture by Georgi Chapkanov, a.k.a. 

“the court artist” of the Mayor of Sofia at the time Stefan Sofiansky, author also of the sculture of 
St Sofia.

10. A folklore musical instrument with strings (tr.).

àÁÓ·‡ÊÂÌËflÚ‡ ‚ ÚÂÍÒÚ‡ Ò‡ ÓÚ ÒÂËflÚ‡ ◊ëÓÙËÈÒÍË Î˙‚Ó‚Â“ Ì‡ ç‡‰ÂÊ‰‡ éÎÂ„ ãflıÓ‚‡
The images in the text are from “Sofia Lions” Series by Nadezhda Lyahova
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From “Sofia Lions” Series by Nadezhda Lyahova
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ÄÎÂÍ Ò‡Ì ‰˙ ä¸Ó ÒÂ‚

èÂıÓ‰˙Ú Í‡ÚÓ „ÎÂ‰Í‡

Ñ‡ Á‡ÔÓ˜ ÌÂÏ Ò ÚÓ‚‡, ˜Â ‚Ò˙ ̆ ÌÓÒÚ ◊„‡ ‰˙Ú ËÁÏ˙˜ ‚‡ ÓÍÓÚÓ“ Â ÌÂÓ·Ë ̃ ‡È Ì‡ Ù‡Á‡. ä‡Á‡ -
ÌÓ ÏÂÚ‡ ÙÓ Ë˜ ÌÓ, Ó·ËÍ ÌÓ ‚Â ÌÓ ÌÂ „‡ ‰˙Ú ËÁÏ˙˜ ‚‡ ÓÍÓÚÓ, ‡ Ó·‡Ú ÌÓ ÚÓ – ÓÍÓÚÓ ËÁÏ˙˜ ‚‡
(Ú.Â. ‚Î‡ ‰ÂÂ, ÏÓ‰Â ÎË ‡, ÔÎ‡ ÌË ‡, ‡Á Û ̄ ‡ ‚‡ Ë ÒÚÓË) Â‡Î ÌËfl „‡‰. Ç ÏÓ‰Â Ì‡ Ú‡
ÂÔÓı‡ ÔÓ„ÎÂ‰˙Ú Ì‡ ÔÓ Ò‚Â ÚÂ Ì‡ Ú‡ ÏÓ‰Â Ì‡ ‚Î‡ÒÚ Â Û·‡ ÌË ÒÚË ̃ ÂÌ: ÓÍÓ-‡ÁÛÏ, ‚‡Ë ‡ÌÚ
Ì‡ Í‡ ÚÂ ÁË‡Ì ÒÍÓ ÚÓ mathe sis uni ver sa lis1. íÓÈ ÒÂ ÓÔË Ú‚‡ ‰‡ Ó·ı‚‡ ÌÂ ‚ Â‰ËÌ ÌÓ ˆflÎÓ Û·fl -
„‚‡ ̆ Ë ÚÂ, ‡Á ÌÓ ÔÓ ÒÓ˜ ÌË Ë ı‡Ó ÚË˜ ÌË „‡‰ ÒÍË Â‡Î ÌÓ ÒÚË, ‰‡ „Ë ÔÓ ÂÍ ÚË ‡ ‚˙ıÛ ÔÎÓ ÒÍ‡
Ë Ó·ÓÁ Ë Ï‡ ‡‚ ÌË Ì‡ – Í‡Ú‡, ÔÎ‡Ì.

í‡ÁË ÓÔÂ ‡ ̂ Ëfl ËÏ‡ ÂÙÂÍÚ Í‡ÍÚÓ ‚˙ıÛ „‡‰‡, Ú‡Í‡ Ë ‚˙ıÛ Ò‡ÏËfl „ÎÂ ‰‡˘. ífl Á‡ÏÂ Ìfl
„‡‰‡ Ò Ë‰Âfl Ú‡ Á‡ ÌÂ„Ó, ‡ ÔÓÒÎÂ ÔË Î‡ „‡ Ú‡ÁË ‡·ÒÚ‡ÍÚ Ì‡ Ë „ÂÓ ÏÂ ÚË˜ Ì‡ Ë‰Âfl ‚˙ıÛ
(ÒÂ˘Û) Ò‡ÏË ÚÂ „‡‰ ÒÍË Â‡Î ÌÓ ÒÚË, ÍÓËÚÓ π ÒÂ Ò˙ÔÓ ÚË‚ Îfl ‚‡Ú. à‰Â ‡Î ÌËflÚ „‡‰, ÍÓÈÚÓ
ÔÂÁ ïVI Ë ïVII ‚ÂÍ ‚ ÚÛ ‰Ó ‚Â ÚÂ Ì‡ åÓ, ä‡Ï Ô‡ ÌÂ Î‡ Ë ÅÂÈ Í˙Ì Â Ò‡ÏÓ ÛÚÓ ÔËfl, ÔÂÁ ïIï ‚.
‚ÒÂ ÔÓ‚Â ̃ Â ÒÚ‡‚‡ ÍÓÌ ÍÂ ÚÂÌ Û·‡ ÌË ÒÚË ̃ ÂÌ ÔÎ‡Ì, ÔÂÛ ÒÚÓÈ ‚‡˘ Â‡Î ÌÓ ÚÓ ÏflÒÚÓ Á‡
ÊË‚Â Â ÌÂ – ÚÓÈ ÒÛ Ú‚‡ ÒÂ‰ ÌÓ ‚Â ÍÓ‚ ÌË Í‚‡ Ú‡ ÎË, Á‡ ‰‡ ÔÓÒÚÓË Ô‡‚Ë, ¯ËÓ ÍË ·ÛÎÂ -
‚‡ ‰Ë, ‡‰Ë ‡Î ÌÓ Ò˙·Ë ‡ ̆ Ë ÒÂ ‚ ÔÓ ÒÚÓ ÌË ÔÎÓ ̆ ‡ ‰Ë (Í‡ÍÚÓ ‚ è‡ËÊ Ë åÓÒÍ‚‡), ÔÓ -
Í‡ ‚‡ ·ÛÎÂ ‚‡ ‰Ë-ËÌ „Ó ‚Â (Í‡ÍÚÓ ‚˙‚ ÇËÂÌ‡ Ë ÅÛ‰‡ ÔÂ ̆ ‡), ÔÎ‡ ÌË ‡ ‡·ÓÚ ÌË ̃ Â ÒÍË
Í‚‡ Ú‡ ÎË, Ó˘Â ÔÂ‰Ë ÚÂ ‰‡ Ò‡ ‚˙ÁÌË ÍÌ‡ ÎË (Í‡ÍÚÓ ‚ ÅÂ ÎËÌ), „ËÊË ÒÂ Á‡ ıË„Ë Â Ì‡ Ú‡,
ÒÚÓË ‚Ó‰Ó ÔÓ ‚Ó ‰Ë Ë Í‡Ì‡ ÎË Á‡ ̂ Ëfl, Ò˙Á‰‡ ‚‡ ÏÓ‰Â Ì‡ Ú‡ ÏÓ ÙÓ ÎÓ „Ëfl Ì‡ „‡‰‡: ËÌ‰Û -
ÒÚË ‡Î ÌË ÁÓÌË, Ú˙ „Ó‚ ÒÍ‡ ˜‡ÒÚ, ÏÂÊË ÓÚ ÒÚ‡Ì ‰‡ ÚË ÁË ‡ ÌË Ó·‡ ÁÓ ‚‡ ÚÂÎ ÌË Ë Á‰‡ ‚Â -
ÓÔ‡Á ‚‡ ̆ Ë ËÌÒÚË ÚÛ ̂ ËË, ÊËÎË˘ ÌË Í‚‡ Ú‡ ÎË, ÍÛÎÚÛ ÌË Ó·ÂÍ ÚË, ÁÂÎÂ ÌË ÔÎÓ˘Ë Ë ËÌÙ‡ -
ÒÚÛÍ ÚÛ Ì‡ ÏÂÊ‡. íÓ‚‡ ÌÂ Â ÔÓ ÒÚÓ ‡ıË ÚÂÍ ÚÛ Ì‡ ÏÓ‰Â ÌË Á‡ ̂ Ëfl, ‡ ˆflÎÓÒÚ Ì‡
ÒÓˆË‡Î Ì‡ ÔÓÎË ÚË Í‡, ‚ ÍÓflÚÓ, ‡ÍÓ ÔÂË Ù‡ ÁË ‡ ÏÂ ÅÂÌfl ÏËÌ, ◊ÍÓÌ ÒÚÛÍ ÚË‚ ÌËflÚ ÔËÌ -
ˆËÔ Ì‡Î‡ „‡ Ò‚Ó ÂÚÓ „ÓÒ ÔÓ‰ ÒÚ‚Ó“2 – ÔË ÚÓ‚‡ ÌÂ Ò‡ÏÓ ‚ ‡ıË ÚÂÍ ÚÛ Ì‡ Ú‡ ÒÂ‰‡, ‡ Ë ‚
ÊË‚Ó Ú‡ Ì‡ „‡‰ ÒÍË ÚÂ Ó·Ë Ú‡ ÚÂ ÎË.  ê‡ˆËÓ Ì‡ ÎË ÁË ‡Ì Ë ÌÓ Ï‡ ÎË ÁË ‡Ì, ÚÓÁË ÍÓÎÂÍ ÚË ‚ÂÌ
ÊË‚ÓÚ Â ‚Í‡ ‡Ì ‚ ÏÓ‰Â ÌË ÛÔ‡ ‚ÎÂÌ ÒÍË ‡ÏÍË: ÒÓˆË‡Î ÌË ÚÂ ÏÛ ÈÂ‡ ıËË, Í‡ÍÚÓ Ë
ÔÂ‰Ë, ËÏ‡Ú ÔÓ ÒÚ‡Ì ÒÚ‚ÂÌ ËÁ‡Á, ÌÓ ÒÂ„‡ ÓÒÌÓ‚ ÌË ÚÂ ÏÂÒÚ‡ Ë Ò„‡ ‰Ë ÌÂ Ò‡ ÒËÏ ‚Ó ÎË
Ì‡ ÏÓÌ‡ ıË ̃ Â ÒÍ‡ Ú‡ ÏÓ˘ Ë ÒÎ‡‚‡, ‡ Ò‡ ‚Ë‰Ë ÏË, ÔÛ·ÎË˜ ÌË Ë ‰ÓÒÚ˙Ô ÌË, Ì‡Ô‡ ‚Â ÌË Á‡
Ï‡ÒÓ ‚‡ ÛÔÓ ÚÂ ·‡ ÓÚ Ò‡ÏËfl ÍÓÎÂÍ ÚË ‚ÂÌ Ë ‡ÁÛ ÏÂÌ ëÛ‚Â ÂÌ – ç‡Ó ‰‡. É‡‰ ÒÍË ÚÂ ÙÛÌÍ -
ˆËË Ò‡ ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌÓ ‡ÚË ÍÛ ÎË ‡ ÌË (ËÎË, ÍÓÂÚÓ Â Ò˙˘Ó ÚÓ, „‡‰ ÒÍË ÚÂ  ÔÓ ÒÚ‡Ì ÒÚ‚‡ -
Ú‡ Ò‡ ‰ÂÏÓ Í‡ ÚË ̃ Â ÒÍË ÙÛÌÍ ̂ ËÓ Ì‡ ÎË ÁË ‡ ÌË) Ë ÚÓ‚‡ Â Ì‡Ô‡ ‚Â ÌÓ ‚ ‡Ï ÍË ÚÂ Ì‡ Â‰Ì‡
Ó·˘‡ Ô‡Ì-ÓÔÚË ̃ Â ÒÍ‡ ÒıÂÏ‡3: flÒÌÓ Â Í˙‰Â ÒÂ ‡·Ó ÚË, Í˙‰Â ÒÂ ÔÓ˜Ë ‚‡ Ë ÒÔË, Í˙‰Â Ò‡
Á‡·‡‚ ÎÂ ÌËfl Ú‡, Í˙‰Â Â ÔÓÁ‚Ó ÎÂ Ì‡ Ú‡ Ë Í˙‰Â Á‡· ‡ ÌÂ Ì‡ Ú‡, ◊˜Â ‚Â Ì‡“ ˜‡ÒÚ Ì‡ „‡‰‡.
èÎ‡ ÌË ‡ ÌË Ë ÔÓ Í‡ ‡ ÌË Ò‡ Ï‡¯ Û ÚË ÚÂ Ì‡ „‡‰ ÒÍËfl Ú‡ÌÒ ÔÓÚ, Ò˙Á‰‡ ‰Â Ì‡ Â ÌÓ‚‡ Ú‡
ËÌÙ‡ ÒÚÛÍ ÚÛ ‡ (‚Ó‰Ó ÔÓ ‚Ó‰, Í‡Ì‡ ÎË Á‡ ̂ Ëfl, ‰ÓÒÚ‡‚ Í‡ Ì‡ ÂÌÂ „Ëfl – ‚˙„ÎË ̆ ‡, ÔÓ-Í˙ÒÌÓ
ÂÎÂÍ ÚË ̃ Â ÒÚ‚Ó, „‡Á, ‰ÓÒÚ‡‚ Í‡ Ì‡ ËÌÙÓ Ï‡ ̂ Ëfl Ë ÍÓÏÛ ÌË Í‡ ÚË‚ ÌË ÛÒÎÛ „Ë – ÔÓ˘Ë, ÚÂÎÂ -
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Alexander Kiossev

The Transition as a Sight

Let us start by noting that “the city torments the eye” is actually an unusual phrase.
Metaphorically speaking, it is usually not the city that torments the eye but vice versa: it is
the eye that torments (i.e. governs, shapes, plans, destroys and builds) the real city. In the
modern age, the gaze of enlightened modern power is urbanistic: an eye-reason, a variant
of the Cartesian mathesis universalis1. It tries to grasp in a single whole the elusive, diverse
and chaotic urban realities, projecting them onto a flat and perceivable plane, such as a
map or a plan.

This operation has an effect both on the city and on the viewer. It substitutes the city with
the idea about the city, and then applies this abstract and geometric idea onto (against)
the actual urban realities, which resist such idealisation. The ideal city, which in the six-
teenth and seventeenth centuries was only a utopia in the works of Thomas More,

Tommaso Campanella and Francis Bacon,
in the nineteenth century increasingly
became a concrete urban development plan
which reconstructed the real place of living:
it demolished mediaeval quarters to build
wide, straight boulevards radiating from
large squares (as in Paris or Moscow), it
laid out ring boulevards (as in Vienna or
Budapest), it planned working-class neigh-
bourhoods before they actually emerged (as
in Berlin), it took care of sanitation, installing
water and sewer mains, and it created the
modern morphology of the city – industrial
zones, commercial areas, networks of stan-
dardised educational and health-care institu-
tions, residential districts, cultural sites,
green areas and an infrastructure network.
This was not just architectural modernisa-
tion but a comprehensive social policy in
which, to paraphrase Walter Benjamin, “the
constructive principle began its domination”2

– at that, not only of the architectural envi-
ronment but also of the life of the city's resi-
dents. Rationalised and normalised, this col-

lective life was placed within a modern administrative framework: while its social hierar-
chies continued to have spatial expression as they did before, now the main places and
buildings were no longer symbols of monarchic power and glory but were visible, public
and accessible, designed for mass use by the collective and rational Sovereign itself, the
People. All urban functions were spatially articulated (or, in other words, all urban spaces
were democratically functionalised) and this was done within the framework of a general
panoptic scheme3. it was clear where the places for working, recreation and sleeping were,
where the fun and entertainment was, where the permitted and where the forbidden, “red-
light” districts of the city were. The routes of public transport were planned and built
accordingly, and a new infrastructure was created (a water and sewer system, supply of
energy – coal, later electricity and gas, provision of information and communicative servic-
es, such as posts, telegraph and telephones, and eventually other channels of information
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„‡Ù, ÚÂÎÂ ÙÓ ÌË, ÔÓ-Í˙ÒÌÓ Ë ‰Û„Ë Í‡Ì‡ ÎË Ì‡ ËÌÙÓ Ï‡ ̂ Ëfl). éÚ ‡·ÒÚ‡Í ̂ Ëfl Ë ÛÚÓ ÔËfl
ÒÓÎ‡ ÌËflÚ Ô‡Ì-ÓÔÚËÁ˙Ï Ì‡ ÏÓ‰Â Ì‡ Ú‡ ‚Î‡ÒÚ ÔÓÒÚÂ ÔÂÌ ÌÓ Â ÔÂ ‚˙ Ì‡Ú ‚ ‰ÂÈ ÒÚ‚‡ ̆ ‡
ÏËÍÓ-ÌÓÏ‡, ÍÓflÚÓ ÒÂ Â Ì‡ÏÂ ÒË Î‡ ‚˙‚ ‚ÒË˜ ÍË ÚÓ˜ÍË Ì‡ „‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó – Ë
˜ÂÁ Â„Î‡ ÏÂÌ Ú‡ ̂ Ëfl Ì‡ ‡Á ÎË˜ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË Û˜‡ÒÚ ÌË ̂ Ë Â Á‡ÔÓ˜ Ì‡ Î‡ ‰‡ ÓÔÂ ‰Â -
Îfl ÔÓ‚Â ‰Â ÌËÂ ÚÓ Ì‡ Ó·Ë Ú‡ ‚‡ ̆ Ë ÚÂ ËÎË ÔÂ ÍÓ Òfl ‚‡ ̆ Ë ÚÂ „Ë ıÓ‡. ífl ÓÚ˜‡ ÒÚË Â ◊ÔÓÒÚÓ -
ËÎ‡“ ÌÓ‚ „‡‰, ‡Á Û ̄ ‡ ‚‡È ÍË Ë ÔÂÛ ÒÚÓÈ ‚‡È ÍË ÒÂ‰ ÌÓ ‚Â ÍÓ‚ ÌËfl – ÌÓ ÌÂ ÓÚ˜‡ ÒÚË, ‡
ËÁˆfl ÎÓ Â Á‡‰‡ Î‡ ÌÓ‚Ëfl ÂÊËÏ Ì‡ ÊË‚Â Â ÌÂ ‚ ÌÂ„Ó, ÔÂ‰ ÔËÒ ‚‡È ÍË ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ Ë
ÌÓ‚Ëfl ÂÊËÏ Ì‡ ◊„ÎÂ ‰‡ ÌÂ“ Ë ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó Ì‡ Ó·‡ ÁË.

ôÓ ÒÂ ÓÚÌ‡ Òfl ‰Ó ÔÓÒÎÂ‰ ÌÓ ÚÓ, ÅÂÌfl ÏËÌ ÔÓÒÓ˜ ‚‡ ‰ÓÔ˙Î ÌË ÚÂÎ ÌË ÒËÏ ÔÚÓ ÏË Ì‡ ÚÓÁË Ô‡Ì-
ÓÔÚË ̃ Â ÒÍËfl ÔÓ ̂ ÂÒ: ÂÔÓ ı‡ Ú‡, ‚ ÍÓflÚÓ ‚˙ÁÌË Í‚‡ „‡ ‰˙Ú-Ï‡¯Ë Ì‡, Â Ú‡ÁË, ‚ ÍÓflÚÓ ‚˙ÁÌË -
Í‚‡ Ë ÙÓÚÓ „‡ ÙËfl Ú‡ Í‡ÚÓ Ô˙‚Ó ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó Ì‡ Ï‡¯ËÌ ÌÓ-‚˙Á ÔÓ ËÁ ‚Ó ‰Ë ÏË Ó·‡ ÁË,
ÚÓ‚‡ Â Ë ÂÔÓ ı‡ Ú‡, ‚ ÍÓflÚÓ ‚˙ÁÌË Í‚‡Ú ÁÂ ÎË ̆ ‡ Í‡ÚÓ Ô‡ÌÓ ‡ ÏË ÚÂ Ë Ì‡‡ ÚË‚ ÌË ÙÓÏË
Í‡ÚÓ ◊Ô‡ÌÓ ‡Ï Ì‡ Ú‡“ ÎËÚÂ ‡ ÚÛ ‡. åÓÊÂÏ ‰‡ ‰Ó·‡ ‚ËÏ Ë ÔÓ-Ï‡ÎÍÓ ◊‚ËÁÛ‡Î ÌË“, ÌÓ
‰ÓÒÚ‡Ú˙ ̃ ÌÓ ◊Ô‡ÌÓ ‡Ï ÌÓ-Ó·Ó· ̆ ‡ ‚‡ ̆ Ë“ ÙÂÌÓ ÏÂ ÌË Í‡ÚÓ ‚˙ÁÌË Í‚‡ ̆ ‡ Ú‡ ÒÓˆË‡Î Ì‡ Ì‡ÛÍ‡,
ËÁÒÎÂ‰ ‚‡ ̆ ‡ ÓÌÓ‚‡, ÍÓÂÚÓ é„˛ÒÚ äÓÌÚ Ì‡Ë ̃ ‡ ÒÚ‡ ÚË Í‡ Ú‡ Ë ‰ËÌ‡ ÏË Í‡ Ú‡ Ì‡ ÒÓˆË‡Î ÌÓ ÚÓ
ˆflÎÓ: ÒÚ‡ ÚË ÒÚË Í‡ Ú‡, ‰ÂÏÓ „‡ ÙËfl Ú‡, Ì‡Û Í‡ Ú‡ Á‡ ÛÔ‡ ‚ÎÂ ÌËÂ ÚÓ Ë Ô. ä‡Á‡ ÌÓ Ò Ó·Ó· ̆ Â -
ÌÓÒÚ, ÔÓ‰ ıÓ ‰fl ̆ ‡ Á‡ ˆÂÎË ÚÂ Ì‡ Ì‡ÒÚÓfl ̆ Ëfl ÚÂÍÒÚ, ‚ÒÂ Ô‡Í ÔÓÒ‚ÂÚÂÌ Ì‡ ëÓÙËfl, ÚÓ‚‡ Â
ÂÔÓı‡ Ì‡ ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ Ú‡, ‡ˆËÓ Ì‡Î Ì‡ Ú‡, ÚÂı ÌË ̃ Â ÒÍË ‚˙Á ÔÓ ËÁ ‚Ó ‰Ë Ï‡, ‚Î‡ ÒÚÓ ‚‡
Ó·ÓÁ Ë ÏÓÒÚ4. çÓ Ï‡ ÚË‚ ÌÓÒÚ Ú‡ Ì‡ ÔÓÒÎÂ‰ Ì‡ Ú‡ ÒÂ ËÁ‡ Áfl ‚‡ ÓÒ‚ÂÌ ‚ ÒÚÓ Ë ÚÂÎ ÌË ÚÂ Ë
ÔÓ‰ÂÊ ‰‡ ̆ Ë ÙÛÌÍ ̂ ËË, Ë ‚ ÚÓ‚‡, ˜Â Úfl Ï‡ „Ë Ì‡ ÎË ÁË ‡ ˜‡ÒÚ ÌË ÚÂ „ÎÂ ‰ÌË ÚÓ˜ÍË Ë ÚÂı ÌË -
ÚÂ ÒÎÛ ̃ ‡È ÌË ÔÂÒ ÔÂÍ ÚË ‚Ë (ÚÂ ÌÂ ÏÓ„‡Ú ‰‡ ÒÂ Ì‡ÏÂ Ò‚‡Ú ‚ ÒÚÛÍ ÚÛ ‡ Ú‡ Ë ÙÛÌÍ ̂ Ë Ë ÚÂ Ì‡
„‡‰‡-Ï‡¯Ë Ì‡). èÎÓ ̆ ‡ ‰Ë ÚÂ Ò‡ ÔÓ ÂÍ ÚË ‡ ÌË Ú‡Í‡, ˜Â ÔÓ ÒÚÓ ËÁËÒ Í‚‡Ú ‚Î‡ ÒÚÓ ‚Ë Ì‡˜ËÌ
Ì‡ „ÎÂ ‰‡ ÌÂ ◊ÓÚ ˆÂÌ Ú˙ ‡“, ‡ „‡‰ ÒÍ‡ Ú‡ ÛÔ‡ ‚‡ Ì‡Î‡ „‡ ÌÂ Ò‡ÏÓ Û·‡ ÌË ÒÚË˜ ÌË ÔÎ‡ ÌÓ ‚Â Ë
ÒıÂÏ‡ Ì‡ „‡‰ ÒÍËfl Ú‡ÌÒ ÔÓÚ, ‡ Ó·˘Ë Ô‡ ‚Ë Î‡, Â„Û ÎË ‡ ̆ Ë ÔË ‚Ë‰ ÌÓ ˜‡ÒÚ ÌË ÔÓ -
ÒÚ‡Ì ÒÚ‚‡: Úfl Á‡‰‡ ‚‡ ıË„ËÂÌ ÌË Ë Á‰‡ ‚ÌË ÌÓÏË, ÌÓÏË Ì‡ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó Ë ÒË„Û ÌÓÒÚ
(‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ÓÚÒÚÓfl ÌËfl Ì‡ ˜‡ÒÚ ÌË Í˙˘Ë Ë ÔÓÍË ‚Ë, ÙÓÏ‡ Ë ˆ‚flÚ Ì‡ Ù‡Ò‡ ‰Ë ÚÂ Ë Ô.),
‰ÓÒÚË „‡ ‰ÓË ‰Ó Â„Û Î‡ ̂ Ëfl Ì‡ Ì‡˜Ë Ì‡, ÔÓ ÍÓÈÚÓ ËÌ‰Ë ‚Ë ‰Ë ÚÂ ÔÂ ÒË ̃ ‡Ú ÛÎË ̂ Ë ÚÂ ËÎË
ÒÔÓ Â‰ ÍÓÈÚÓ Úfl· ‚‡ ‰‡ ÒË ı‚˙ ÎflÚ ·ÓÍÎÛ Í‡.

ëÎÂ‰ ÒÂ ‰‡ Ú‡ Ì‡ XIX ‚ÂÍ ÔÓ‚Â ̃ Â ÚÓ Â‚Ó ÔÂÈ ÒÍË „‡ ‰Ó ‚Â Ò‡ ‚Â˜Â Ó„‡ ÌË ÁË ‡ ÌË Ú‡Í‡,
˜Â ÓÚ Â‰Ì‡ ÚÓ˜Í‡ Ì‡ Ì‡‰ ÁÓ – „‡‰ ÒÍËflÚ ˆÂÌ Ú˙ – ‰‡ ÏÓÊÂ ‰‡ ÒÂ ÍÓÌ ÚÓ ÎË ‡Ú Ë ‡‰ÏË -
ÌË ÒÚË ‡Ú Ì‡ÒÂ ÎÂ ÌËfl, ‡·ÓÚ ÌË ˆËÍÎË, ‰ËÌ‡ ÏË Í‡ Ì‡ ÔË ‰‚Ë Ê‚‡ ÌÂ, Ú˙ „Ó‚ ÒÍË Ó·ÏÂÌ Ë
Ô‡Á‡ Ë, ‰ÓÒÚ˙Ô ‰Ó „‡Ê ‰‡Ì ÒÍÓ Û˜‡ ÒÚËÂ, ÒË„Û ÌÓÒÚ Ë ÔÓÎË ̂ ÂÈ ÒÍË ÍÓÌ ÚÓÎ. ê‡Á ·Ë ‡ ÒÂ
– Ë ‚ËÁÛ‡Î ÌÓ ÚÓ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó: „‡ ‰˙Ú-Ï‡˘Ë Ì‡ Ò˙Á‰‡ ‚‡ Ò‚ÓÈ ‚ËÁÛ‡ ÎÂÌ ÂÊËÏ. ñÂÌ Ú˙ -
˙Ú Â ÌÂ Ò‡ÏÓ ÙÛÌÍ ̂ ËÓ Ì‡ ÎËÒÚ ÍË ‚˙ÁÂÎ, ‡ ÍÓÌ ̂ ÂÌ ÚË ‡ ‚ ÒÂ·Â ÒË Ë ÒÓ· ÒÚ‚Â ÌË ÚÂ
ÂÔÂ ÁÂÌ Ú‡ ̂ ËË Ì‡ ÏÓ‰Â Ì‡ Ú‡ ‚Î‡ÒÚ. îÂÓ ‰‡Î ÌÓ ÚÓ Ë ÏÓÌ‡ ıË ̃ Â ÒÍÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó, Á‡Â‰ -
ÌÓ Ò Ó·‡Á Ì‡ Ú‡ ÒÂ‰‡, ÍÓflÚÓ „Ó ‚˙ÔÎ˙ ̆ ‡ ‚‡, Ó·ËÍ ÌÓ ‚Â ÌÓ Â Ú‡Ì ÒÙÓ ÏË ‡ ÌÓ ‚ ÔÛ·ÎË˜ -
ÌÓ Ë ‰˙ Ê‡‚ ÌÓ; Ò„‡ ‰Ë ÚÂ Ì‡ ËÁÔ˙Î ÌË ÚÂÎ Ì‡ Ú‡ Ë Ô‡ Î‡ ÏÂÌ Ú‡ Ì‡ ‚Î‡ÒÚ, ÍÛÎÚÛ ÌË ÚÂ
„‡ÎÂ ËË, ÏÛÁÂË, ·Ë·ÎËÓ ÚÂ ÍË Ò‡ ‚Â˜Â ◊Ì‡Ó‰ ÌË“ Ë ◊Ì‡ˆËÓ Ì‡Î ÌË“ – Ë ÔÓÍ‡Á ‚‡Ú ÚÓ‚‡
˜ÂÁ ÓÚÒÚ‡ Ìfl ‚‡ ÌÂ Ì‡ ÏÓÌ‡ ıË ̃ Â ÒÍË Ë ‡Ë ÒÚÓ Í‡ ÚË ̃ Â ÒÍË ÒËÏ ‚Ó ÎË Ë ÌÓ‚Ë ◊Ì‡ˆËÓ Ì‡Î -
ÌË“ Ì‡‰ ÔË ÒË, ÒÚ‡ ÚÛË, ·‡Â ÎÂ ÙË, ÓÌ‡ ÏÂÌ ÚË Ë ÛÍ‡ ÒË. Ä „Ë„‡ÌÚ ÒÍË ÚÂ ÓÙË ̂ ‡Î ÌË ÔÎÓ ̆ ‡ -
‰Ë Ë Ú˙ ÊÂ ÒÚ‚Â ÌË ‰˙ Ê‡‚ ÌË ÔÓÒÚÓÈ ÍË Ò‡ ÓÍË ̃ Â ÌË Ò ‰ÂÏÓ Í‡ ÚË˜ ÌË Ô‡ÏÂÚ ÌË ̂ Ë,
Ì‡ˆËÓ Ì‡Î ÌË ÁÌ‡ ÏÂ Ì‡ Ë „Â ·Ó ‚Â, ÔÓÎË ÚË ̃ Â ÒÍË ÂÏ·ÎÂ ÏË – ÚÂ Ò‡ ÒÂ ÔÂ ‚˙ Ì‡ ÎË ‚
ÏÓ‰Â ÌË ËÚÛ ‡Î ÌË ÏÂÒÚ‡ Ë ÏÂÒÚ‡ Ì‡ Ô‡ÏÂÚ Ú‡.

óÂÁ Ú‡ÁË ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ Ë ‡ˆËÓ Ì‡ ÎË ÁË ‡ Ì‡ ÍÓÌ ̂ ÂÌ Ú‡ ̂ Ëfl „‡ ‰˙Ú Ô‡‚Ë ‚Ë‰Ë Ï‡
Â‰Ì‡ ÔÓ-‚ËÒ¯‡ ‚Î‡ÒÚ ÓÚ Ú‡ÁË Ì‡ ÍÓÌ ÍÂÚ ÌË ÚÂ ‚Î‡ÒÚ ÌË ̂ Ë – ÚÓÈ ÔÓ ÒÎ‡ ‚fl ÌÂ ‚Î‡ÒÚ Ú‡ Ì‡
Â‰Ì‡ ËÎË ‰Û„‡ ‰ËÌ‡ ÒÚËfl, Ì‡ Í‡Îfl ËÎË Ì‡ ÏÂÒÚ ÌËfl ÙÂÓ ‰‡Î, ‡ ‡·ÒÚ‡ÍÚ Ì‡ Ú‡ ‚Î‡ÒÚ Ì‡
ÔÓ „Â ÒË ‡ ̆ Ëfl ÔÂÁ ËÒÚÓ Ëfl Ú‡ ëÛ‚Â ÂÌ-ç‡Ó‰, ÔÂ‰ ÒÚ‡‚ ÂÌ‡ (Ò Ô‡‚Ó ËÎË ÌÂ) Í‡ÚÓ
‚Î‡ÒÚ Ì‡ ÛÔ‡ ‚ÎÂÌ ÒÍËfl Ë ËÌÒÚÛ ÏÂÌ Ú‡ ÎÂÌ ê‡ÁÛÏ. ÇË‰Ë ÏË ‚ Ô‡ ‚Ë ÚÂ ÛÎËˆË, ‚˙‚ ‚ËÒÓ -
ÍË ÚÂ Ò„‡ ‰Ë, ‚ ·˙ ÁËfl Ú‡ÌÒ ÔÓÚ, ‚˙‚ ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓ ÚÓ Û·‡ ÌË ÒÚË˜ ÌÓ ‡Á ÔÂ ‰Â ÎÂ ÌËÂ
Ì‡ „‡‰ ÒÍË ÚÂ ÂÎÂ ÏÂÌ ÚË, ‚ ÏÓ˘ ÌË ÚÂ ËÌÊÂ ÌÂ ÌË Ò˙Ó ˙ ÊÂ ÌËfl Ë ÌÂÏË ÒÎË ÏË ÚÂ ÔÂ‰Ë ÚÂı -
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as well). From an abstraction and utopia, the solar panopticism of modern power was
gradually transformed into an effective micro-norm which intervened at all points of urban
space – and, by regulating different spatial participants, began determining the conduct of
the people who lived in or crossed them. While it partly “built” a new city, demolishing and
reconstructing the mediaeval one, it determined not partly but completely the new regime of
living in the city, prescribing even the new regime of “viewing” and production of images.

As regards this last, Benjamin points out additional symptoms of this panoptic process:
the age that saw the emergence of the city-machine was also the age that saw the emer-
gence of photography as the first means of producing mechanically reproducible images
as well as the age that saw the emergence of visual spectacles like panoramas, and nar-
rative forms like “panoramic” literature. To this we may also add less “visual” but suffi-
ciently panorama-like phenomena, such as the emerging social science studying what
Auguste Comte calls the statics and dynamics of society: statistics, demography, the sci-
ence of governmentality, etc. Applied to this text dedicated to Sofia this was, in short, the
age of the centralised, rational, technically reproducible panopticism of power4. The lat-
ter's normative character consisted not only in its building and ordering functions but also
in that it marginalised private viewpoints and their random perspectives (they could not
intervene in the structure and functions of the city-machine). The town squares were
designed in a way that demanded a power perspective “from the centre”, while the city
authorities imposed not only urban development plans and a scheme of city transport but
also general rules regulating seemingly private spaces: they set hygiene and health
norms, norms of construction and security (including the distance between private houses
and roofs, the shape and colour of facades, etc.), and they even regulated the way in
which individuals must cross roads or dispose of their garbage.

After the mid-nineteenth century, the majority of European cities were organised in a way
that made it possible to control and administrate from a single surveillance point - the city
centre – people, work cycles, traffic, trade and markets, access to citizen participation,
security and police control. And, of course, visual production: the city-machine created a
visual regime of its own. The centre was not only a functional hub, it also concentrated the
self-representations of modern power. The feudal and monarchic heritage, together with
the visual environment that embodied it, was usually transformed into a public and state-
owned one; the government and parliament buildings, cultural galleries, museums,
libraries became “public” and “national” – and demonstrated this by removing all monar-
chic and aristocratic symbols and installing new “national” signs, statues, bas-reliefs,
ornaments and decoration. For their part, the giant official town squares and ceremonial
government buildings were adorned with democratic monuments, national flags and coats
of arms, and political emblems, becoming modern ritual sites and sites of memory.

By this centralised and rationalised concentration, the city made visible a power superior
to the power of the actual rulers – it did not glorify the power of a particular dynasty, king
or local feudal lord, but the abstract power of the progressing through history People-
Sovereign, represented (rightfully or not) as the power of the governing and instrumental
Reason. Visible in the straight streets, in the high buildings, in the fast transport, in the
functionally planned distribution of the city's elements, in the powerful engineering facilities
and the previously unthinkable technical structures (“achievements of technological
progress”) were precisely the common modern principles: the technology, rationality, cen-
tralised power, order, social engineering, industry which produced power, luxury and
wealth, and the administration which produced order, security and control.

Everything that was difficult to modernise and, therefore, had better not be seen was driv-
en beyond the city's visible surface: the useless, the sick, the disabled, criminal elements,
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ÌË ̃ Â ÒÍË ÍÓÌ ÒÚÛÍ ̂ ËË (◊ÔÓÒÚË ÊÂ ÌËfl Ì‡ ÔÓ „Â Ò‡“) Ò‡ ËÏÂÌ ÌÓ Ó·˘Ë ÚÂ ÏÓ‰Â ÌË ÔËÌ -
ˆË ÔË: ÚÂı ÌË Í‡ Ú‡, ‡ˆËÓ Ì‡Î ÌÓÒÚ Ú‡, ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ Ú‡ ‚Î‡ÒÚ, Â‰˙Ú, ÒÓˆË‡Î ÌÓ ÚÓ ËÌÊÂ -
ÌÂ ÒÚ‚Ó, ËÌ‰Û ÒÚËfl Ú‡, ÔÓ ËÁ ‚ÂÊ ‰‡ ̆ ‡ ÏÓ˘, ÎÛÍÒ Ë ·Ó„‡Ú ÒÚ‚Ó, ‡‰ÏË ÌË ÒÚ‡ ̂ Ëfl Ú‡, ÔÓ -
ËÁ ‚ÂÊ ‰‡ ̆ ‡ Â‰, ÒË„Û ÌÓÒÚ Ë ÍÓÌ ÚÓÎ.

àÁ‚˙Ì Í˙„‡ Ì‡ ‚Ë‰Ë Ï‡ Ú‡ „‡‰ ÒÍ‡ ÔÓ‚˙ ıÌÓÒÚ Â ËÁÚÎ‡ ÒÍ‡ ÌÓ ÓÌÓ‚‡, ÍÓÂÚÓ ÒÂ ÏÓ‰Â ÌË -
ÁË ‡ ÚÛ‰ ÌÓ Ë ÔÓ-‰Ó·Â ‚˙Ó· ̆ Â ‰‡ ÌÂ ÒÂ „ÎÂ‰‡: ÌÂÌÛÊ ÌË ÚÂ, ·ÓÎ ÌË ÚÂ, ËÌ‚‡ ÎË ‰Ë ÚÂ,
ÍË ÏË Ì‡Î ÌË ÚÂ ÂÎÂ ÏÂÌ ÚË, Ï˙ ÒÓ ÚËfl Ú‡, ‡Á Û ı‡ Ú‡, ÏËÁÂ Ëfl Ú‡, ÒÚË„ Ï‡ ÚË ÁË ‡ ÌË ÚÂ
Ó·˘ÌÓ ÒÚË... íÂ Ò‡ ÎÓÍ‡ ÎË ÁË ‡ ÌË ‚ ÌÂÔÓ Á‡˜ ÌË Á‡ ‚˙Ì ̄ ÌËfl ÔÓ„ÎÂ‰ ◊‰Û„Ë ÏÂÒÚ‡“,
ÍÓËÚÓ ÒÍ‡Ì ‰‡ ÎË ÁË ‡Ú Ë ÔÂ Ó· ˙ ̆ ‡Ú ÒÓˆË‡Î ÌËfl ÔÓ fl ‰˙Í5 – ‚ Á‡Ú‚Ó Â ÌË Ë ÓÔ‡Ò ÌË
„ÂÚ‡, ‚ Ï‡˜ ÌË ÔÂ‰ „‡ ‰Ëfl Ë ·ÓÎ ÌË˜ ÌË Á‡‚Â ‰Â ÌËfl Ò ÓÒÓ ·ÂÌ ÂÊËÏ Ì‡ ‰ÓÒÚ˙Ô Ë ÓÒÓ ·Â -
ÌÓ ÔÂ‰ Ì‡Á Ì‡ ̃ Â ÌËÂ, ‚ Á‡Ú‚Ó Ë Ò ‚ËÒÓ ÍË ÒÚÂÌË. ÇÎ‡ÒÚ Ú‡-ÔÓ„ÎÂ‰ Á‡‰‡ ‚‡ ÁÓÌË ÚÂ Ì‡
‚Ë‰Ë ÏÓÒÚ/ÌÂ‚Ë ‰Ë ÏÓÒÚ: ‚Ë‰Ë ÏË Ò‡ ÒÓ· ÒÚ‚Â ÌË ÚÂ π, ÓÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË, Á‡ÒÚË Ì‡ ÎË ‚
Â„Î‡ ÏÂÌ ÚË ‡ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡ ÔËÌ ̂ Ë ÔË – ‡ˆËÓ Ì‡ ÎËÁ˙Ï, ÙÛÌÍ ̂ ËÓ Ì‡ ÎËÁ˙Ï, ÔÓ „Â -
ÒËÁ˙Ï, ÔÓÎË ÚË ̃ Â ÒÍÓ ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ ÒÚ‚Ó, ÍÓÌ ÚÓÎ, ‰ËÒ ̂ Ë ÔÎË Ì‡ ÌÓÒÚ, ÏËÍÓ-ÙËÁË˜ ÌÓÒÚ.
çÂ‚Ë ‰Ë ÏÓ Â ÓÌÓ‚‡, ÍÓÂÚÓ ÚÂ ÌÂ ÏÓ„‡Ú ‰‡ ÔÂ Ó ‰Ó ÎÂflÚ.

ñflÎ‡ Ú‡ ÔÓ ̂ Â ‰Û ‡ ÔÓ ÏÓ‰Â ÌË Á‡ ̂ Ëfl, Í‡ÍÚÓ ÔÓÒÓ˜ ‚‡ ÙÂÌ ÒÍËflÚ ÙËÎÓ ÒÓÙ åË¯ÂÎ ‰Â
ëÂÚÓ, Ì‡‰‡ fl ‚‡ Â‡Î ÌËfl „‡‰ Ò ÌflÍÓÎ ÍÓ Ë‰Â ‡Î ÌË Í‡˜Â ÒÚ‚‡. ç‡ Ô˙‚Ó ÏflÒÚÓ „Ó ÔÂ‚ -
˙ ̆ ‡ ‚ Ó„‡ ÌË ̃ Â ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó (ÌÛÊ ‰‡ Â˘Ó ÓÚ ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ˜ËÒÚÂ ÌÂ Ì‡ ◊˜ÛÊ‰Ë
ÚÂÎ‡“, ÓÚ ËÁı‚˙ Îfl ÌÂ Ì‡ ÙËÁË ̃ Â ÒÍË ÚÂ, ÒÓˆË‡Î ÌË Ë ÏÂÌ Ú‡Î ÌË ÓÚÔ‡ ‰˙ ̂ Ë Á‡‰ ÒÓ· ÒÚ‚Â ÌË -
ÚÂ „‡ ÌË ̂ Ë), Ì‡ ‚ÚÓÓ – ÔË ‰‡ ‚‡ ÏÛ Â‰ËÌ Ì‡ ÒÓˆË‡Î Ì‡ ÒÛ·ÂÍÚ ÌÓÒÚ (ÒflÍ‡¯ ÔÂ ÒÓ ÌË ÙË -
ˆË ‡Ì, „‡ ‰˙Ú Á‡ÏÂ Ìfl Â‡Î ÌË ÚÂ ÒÓˆË‡Î ÌË ÒÛ·ÂÍ ÚË, ËÁÏÂ ÒÚ‚‡ ‡Á ÌÓ Ó‰ ÌË ÚÂ ËÌ‰Ë ‚Ë ‰Ë
Ë „ÛÔË Ì‡ ÊË‚Â Â ̆ Ë ÚÂ ‚ ÌÂ„Ó), Ì‡ ÚÂÚÓ – ÍËÂ ËÒÚÓ Ë ̃ Â ÒÍ‡ Ú‡ ÏÛ ÏÌÓ „Ó ÔÎ‡ ÒÚÓ ‚ÓÒÚ Ë
ÏÛ ÔË ‰‡ ‚‡ Ë‰Â ‡Î Ì‡ ÒËÌ ıÓÌ ÌÓÒÚ, ÍÓflÚÓ ÒÍË ‚‡ ‡Ì‡ ıÓ ÌËÁ ÏË ÚÂ, ÍÓÌ ÙÎËÍ ÚË ÚÂ Ë
ÌÂÂ‰ ÌÓ ‚Â ÏÂÌ ÌÓ ÒÚË ÚÂ6. Ñ‡ ‰Ó·‡ ‚ËÏ, ÒÎÂ‰ ‚‡È ÍË ‰Â ëÂÚÓ, ˜Â ÚÂÁË Ë‰Â ‡Î ÌË Í‡˜Â ÒÚ‚‡
ÔÓÎÛ ̃ ‡ ‚‡Ú ÌÂ ‰Û„, ‡ Ú˙ÍÏÓ ‚Ë‰ËÏ ËÁ‡Á: ◊˜ËÒÚÓ ÚÓ, Ó·ÓÁ Ë ÏÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó“, ◊„‡‰ -
ÒÍ‡ Ú‡ Â‰ËÌ ÌÓÒÚ Ë Â‰ÌÓ ‚Â ÏÂÌ ÌÓÒÚ“ Ò‡ ÒËÏ ‚Ó ÎË ÁË ‡ ÌË ÔÓ Ì‡È-‡Á ÎË˜ ÌË Ì‡˜Ë ÌË ‚
Ò‡ÏÓ ÚÓ „‡‰ ÒÍÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó: Í‡ÚÓ ·ËÎ ·Ó ‰Ó ‚Â Ò „‡‰ ÒÍ‡ Ú‡ Í‡Ú‡, Ó·ÒËÔ ‚‡ ̆ Ë „‡‰‡,
Á‡ ‰‡ ÒÂ ÓË ÂÌ ÚË ‡Ú ÏËÌÛ ‚‡ ̃ Ë ÚÂ, Í‡ÚÓ ÏÌÓ ÊÂ ÒÚ‚Ó ˜‡ÒÓ‚ ÌË ̂ Ë, Ô˙Ò Ì‡ ÚË ËÁ „‡‰‡,
ÔÓÍ‡Á ‚‡ ̆ Ë Â‰ÌÓ Ë Ò˙˘Ó ‚ÂÏÂ Ë ÒËÌ ıÓ ÌË ÁË ‡ ̆ Ë ‚ÒË˜ ÍË ÔÓ ̂ Â ÒË. ÇË‰Ë ÏË Ò‡ Ë ‚
Ú‡·Â ÎË ÚÂ Ò ÔÓÒÓ ÍË Á‡ ‰‚Ë ÊÂ ÌËÂ Í˙Ï ÓÚ‰‡Î Â˜Â ÌË Í‚‡ Ú‡ ÎË – Ô‡ ‚ÂÈ ÍË ÚÂÁË Í‚‡ Ú‡ ÎË
ÒËÏ ‚Ó ÎË˜ ÌÓ ÔË Ò˙ ÒÚ‚‡ ̆ Ë ‚ ÚÓ˜ Í‡ Ú‡ Ì‡ Ó·ÓÁ Ë ÏÓÒÚ.

éÚ Ò‚Ófl ÒÚ‡ Ì‡ ◊ÒÓÎ‡ ÌËflÚ“ Ô‡ÌÓÔ ÚËÁ˙Ï Ì‡ ÔÓ„ÎÂ ‰‡ ËÁ‚‡Ê ‰‡ Ò‡ÏËfl „ÎÂ ‰‡˘ ÓÚ ·ÂÁ ·Ófl
Ì‡ ÏËÌÛ ‚‡ ̃ Ë ÚÂ Ë ÊËÚÂ ÎË ÚÂ – ÚÓÈ ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌÓ ÓÚ‰Â Îfl ‚Î‡ÒÚ Ú‡ ÓÚ ÌÂÈ ÌË ÚÂ ÔÓ‰‡ ÌË ̂ Ë.
ÇÒÂ ‚ËÊ ‰‡ ̆ ËflÚ „‡ ‰Ó ÒÚÓ ËÚÂ ÎÂÌ ëÛ·ÂÍÚ ÒflÍ‡¯ ÒÂ ÂÂ ‚ËÒÓ ÍÓ Ì‡‰ ◊Ó·ÂÍ ÚË ÚÂ“, ˜ËËÚÓ
ÊË‚ÓÚ ÔÎ‡ ÌË ‡ Ë ÛÔ‡ ‚Îfl ‚‡. éÚÍ˙Ò Ì‡Ú ÓÚ ‚ÒÂ ‚˙ ÁÏÓÊ ÌË ÚÂ „ËÊË Ë Á‡ÌË Ï‡ ÌËfl Ì‡ „‡‰ -
ÒÍË ÚÂ Ú˙ÎÔË, ÚÓÈ Â Ì‡‰‡ ÂÌ Ò ·Î‡ „Ó Ó‰ Ì‡ ‰ËÒÚ‡Ì ̂ Ëfl, ‚ÒÂ ÁÌ‡ ÌËÂ Ë ·ÓÊÂ ÒÚ‚Â Ì‡ ÏÓ˘, Ò
Ó·Ó· ̆ ‡ ‚‡˘ Ï‡˘‡· Ë ÎÂ„ËÚ ËÏ ÌÓÒÚ: ÚÓÈ ÒflÍ‡¯ ÒÎË‚‡ ‚ ÒÂ·Â ÒË ÙË„Û Ë ÚÂ Ì‡ ÂÒÚÂÚ ÒÚ‚‡ -
˘Ëfl ‚Ó‡È Ó, ÔÓ Ò‚Â ÚÂ ÌËfl ÏÓÌ‡ı-‡‰ÏË ÌË ÒÚ‡ ÚÓ Ë ÒÓˆË‡Î ÌËfl ËÌÊÂ ÌÂ.

é·ËÍ ÌÓ ‚Â ÌË ÚÂ ÊËÚÂ ÎË Ì‡ Ò‚ÓÈ Â‰ ÒÍË Ú‡Ú Ë ÊË‚ÂflÚ „‡‰‡ ÓÚ·ÎË ÁÓ, ÛÔÓ ÚÂ ·fl ‚‡Ú, ÁÎÓÛ -
ÔÓ ÚÂ ·fl ‚‡Ú Ë ‡‰‡Ô ÚË ‡Ú ÔÓ Ò‚Ó Â ÏÛ ÌÂ„Ó ‚Ëfl Â‰ – ·ÂÁ Ó·‡˜Â ‰‡ „Ó ‚ËÊ ‰‡Ú ‚ ˆflÎÓÒÚ
(Úflı ‰Â ëÂÚÓ ÓÔË ÎË ̃ ‡ ‚‡ Ì‡ ÔÂ „˙ Ì‡ ÎË ÒÂ Î˛·Ó‚ ÌË ̂ Ë, Ú‡Í‡ ÔË ÚËÒ Ì‡ ÚË Â‰ËÌ ‚ ‰Û„,
˜Â ÌÂ ÏÓ„‡Ú ‰‡ ÒÂ ‚Ë‰flÚ). íÂ Ò‡ ÓÒ‚Ó ·Ó ‰Â ÌË ÓÚ ÓÚ„Ó ‚Ó ÌÓÒÚ Á‡ ÒÓˆË‡Î ÌËfl Â‰ ‚ ÚÓÁË
„‡‰ Ë Ì‡È-˜ÂÒÚÓ ÔÂ ÒÚ‡ ‚‡Ú ‰‡ „Ó ‡Á ·Ë ‡Ú – „‡ ‰˙Ú Á‡ÔÓ˜ ‚‡ ‰‡ ËÏ ËÁ„ÎÂÊ ‰‡ Í‡ÚÓ
‚˙Ì ̄ Ì‡, ı‡Ó ÚË˜ Ì‡ Ë ‚‡Ê ‰Â· Ì‡ ‰ÊÛÌ „Î‡ (ÓÚÚÛÍ ‡Á ÔÓ ÒÚ‡ ÌÂ ÌË ÚÂ ÏËÚÓ ‚Â ‚ ÎËÚÂ ‡ ÚÛ -
‡ Ú‡ Á‡ „‡‰‡, Á‡ ÌÂ„Ó ‚Ë ÚÂ ◊ÔÓÚ‡È ÌÓ ÒÚË“, Á‡ ÚÓ‚‡ ˜Â ÚÓÈ Â ◊Ç‡‚Ë ÎÓÌ“, ◊ëÓ‰ÓÏ Ë
ÉÓÏÓ‡“ Ë Ô.)7. É‡ ‰˙Ú Â ÌÂ˘Ó Á‡ÔÎ‡ ̄ Ë ÚÂÎ ÌÓ Ë ı‡Ó ÚË˜ ÌÓ ËÎË Ô˙Í Ó·‡Ú ÌÓ, ÌÂ˘Ó Ë‡ -
ˆËÓ Ì‡Î ÌÓ, ÌÂÔÓ ÒÚË ÊË ÏÓ Ë ÔÂ Í‡Ò ÌÓ – ÏËÌÛ ‚‡ ̃ Ë ÚÂ ÒÂ ÔÂ ‚ ˙ ̆ ‡Ú ‚˙‚ Á‡ÔÎÂ ÌÂ ÌË
◊ÙÎ‡ Ì¸Ó Ë“, ¯Îfl Â ̆ Ë ÒÂ ËÁ Î‡·Ë ËÌ ÚË ÚÂ Ì‡ ÌÂÓ·ÓÁ Ë ÏË ÚÂ ÏÛ ÛÎËˆË Ë Ô‡Ò ‡ÊË... ë‡ÏÓ
ÔÛ·ÎË˜ Ì‡ Ú‡ ÓÎfl Ì‡ „‡Ê ‰‡ ÌË Ì‡, ‡ ÌÂ Ì‡ ÊËÚÂ Îfl ËÎË ◊ÏËÌÛ ‚‡ ̃ ‡“, ÔÓÁ‚Ó Îfl ‚‡ „‡ ‰˙Ú



263

squalor, dereliction, poverty, the stigmatised communities… They were localised in “other
spaces” which were non-transparent for the outside gaze, and which scandalised and
subverted the social order5. in segregated and dangerous ghettoes, in grim suburbs and
medical institutions with special access and special purposes, in prisons with high walls.
The power-gaze determined the zones of visibility/invisibility: what was visible were its own
principles, spatialised and petrified in regulated spaces: rationalism, functionalism, pro-
gressism, political representation, control, exercise of disciplinary or microphysical power.
What was invisible was that which those principles could not overcome.

The entire procedure of modernisation, as French philosopher Michel de Certeau notes,
endowed the real city with several ideal qualities. Firstly, it transformed the city into a
restricted space (which needs to be constantly purged of all “foreign bodies”, expelling
all physical, social and mental waste beyond its own boundaries); secondly, it turned the
city into a unified social subject (as if personified, the city replaced the real social sub-
jects, displacing the diverse individuals and groups living in it); thirdly, it hid the city's
multi-layered historical structure and gave it an ideal synchrony that concealed all
anachronisms, conflicts and non-simultaneities in it6. Following de Certeau, let us add that
these ideal qualities acquired precisely visible form: as “pure, perceivable space”, the
city's unity and synchrony are symbolised in various ways in the urban space itself: as bill-
boards of the city map placed all over the city to guide passers-by, as numerous clocks
scattered across the city, showing one and the same time and synchronising all process-
es. Also visible are signposts pointing the way to distant districts – making those districts
symbolically present within the scope of vision.

For its part, the “solar panopticism” of the gaze extracts the viewer himself from the count-
less passers-by and residents – it spatially separates power from its subjects. It is as if the
all-seeing city-building Subject floats high above the “objects” whose lives it plans and
governs. Detached from all concerns and pursuits of the city crowds, it is endowed with
noble aloofness, omniscience and divine power, with a generalising scale and legitimacy:
it is as if it combines in itself the figures of the aesthetic voyeur, the enlightened monarch-
administrator, and the social engineer.

The ordinary residents, in their turn, roam and live the city at close quarters, using, abus-
ing and adapting its order in their own ways – but without seeing it in its entirety (de
Certeau compares them to lovers in each other's arms, locked in such a tight embrace
that they cannot see each other). They are relieved of responsibility for the social order in
their city and most often stop understanding it – the city begins to look to them like an
external, chaotic and hostile jungle (hence the common myths found in literature on the
city, of its “mysteries”, of its being “Babel”, “Sodom and Gomorrah” and the like)7. The
city is something threatening and chaotic, or conversely, something irrational, unattainable
and wonderful – passers-by turn into fascinated flaneurs idly wandering round the
labyrinths of its unperceivable streets and passages… Only the public role of the citizen,
and not of the resident or “flaneur”, allows one to glimpse the city as a “whole” and to try
to use it in a political way that is different from that of central power. Drawing on the princi-
ples of democracy, human and civil liberty and rights, the individual can sometimes stop
wandering idly round and join the protesting crowds that have taken to the streets in the
name of a particular interest or cause: the citizen can contest the authorities, demand jus-
tice and redistribution, including of the “spatial” goods of the city. Then the city, as well as
its social order, will look different to him – perceivable and destructible.

* * *
The late capitalist situation in which the neoliberal market has prevailed over the political
sphere while the political has lost its demiurgic and panoptic ambitions, significantly
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‰‡ ·˙‰Â ‚Ë‰flÌ Á‡ ÏÓÏÂÌÚ Í‡ÚÓ ◊ˆflÎÓ“ Ë ‰‡ ·˙‰Â Ì‡Ô‡ ‚ÂÌ ÓÔËÚ ‰‡ ÒÂ ÛÔÓ ÚÂ ·Ë ÔÓ
ÔÓÎË ÚË ̃ Â ÒÍË Ì‡˜ËÌ, ‡Á ÎË ̃ ÂÌ ÓÚ ÚÓÁË Ì‡ ˆÂÌ Ú‡Î Ì‡ Ú‡ ‚Î‡ÒÚ. éÔË ‡È ÍË ÒÂ Ì‡ ÔËÌ ̂ Ë -
ÔË ÚÂ Ì‡ ‰ÂÏÓ Í‡ ̂ Ëfl Ú‡, Ò‚Ó ·Ó ‰‡ Ú‡ Ë Ô‡ ‚‡ Ú‡ Ì‡ ˜Ó‚Â Í‡ Ë „‡Ê ‰‡ ÌË Ì‡, ËÌ‰Ë ‚Ë ‰˙Ú
ÏÓÊÂ ‚ ÓÔÂ ‰Â ÎÂ ÌË ÒÎÛ ̃ ‡Ë ‰‡ ÔÂ ÒÚ‡ ÌÂ ‰‡ ÒÂ ¯ÎflÂ Ë ‰‡ ÒÂ ‚ÍÎ˛ ̃ Ë ‚ ÔÓ ÚÂ ÒÚË ‡ ̆ Ë -
ÚÂ Ú˙ÎÔË, ËÁÎÂÁ ÎË Ì‡ ÛÎË ̂ Ë ÚÂ Á‡‡ ‰Ë ÓÔÂ ‰Â ÎÂÌ ËÌÚÂ ÂÒ ËÎË Í‡ÛÁ‡: „‡Ê ‰‡ ÌËÌ˙Ú
ÏÓÊÂ ‰‡ ÓÒÔÓ Ë ‚Î‡ÒÚ Ú‡, ‰‡ ËÒÍ‡ ÒÔ‡ ‚Â‰ ÎË ‚ÓÒÚ Ë ÔÂ-‡Á ÔÂ ‰Â ÎÂ ÌËÂ, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ
Ì‡ ◊ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË ÚÂ“ ·Î‡„‡ Ì‡ „‡‰‡. íÓ„‡ ‚‡ „‡ ‰˙Ú, Í‡ÍÚÓ Ë ÒÓˆË‡Î ÌËflÚ Â‰ ÏÛ
ËÁ„ÎÂÊ ‰‡Ú ËÌ‡˜Â – Ó·ÓÁ Ë ÏË Ë ‡Á Û ̄ Ë ÏË. 

*  *  *
ä˙ÒÌÓ-Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍ‡ Ú‡ ÒËÚÛ‡ ̂ Ëfl, ‚ ÍÓflÚÓ ÌÂÓ ÎË ·Â ‡Î ÌËflÚ Ô‡Á‡ Â Ì‡‰ ‰Â ÎflÎ Ì‡‰
ÔÓÎË ÚË ̃ Â ÒÍ‡ Ú‡ ÒÙÂ‡, ‡ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ Â Á‡„Û ·Ë ÎÓ Ò‚ÓË ÚÂ Ò‚ÂÚÓ-ÒÚÓ Ë ÚÂÎ ÌË Ë Ô‡Ì-
ÓÔÚË ̃ Â ÒÍË ‡Ï·Ë ̂ ËË, ÔÓ ÏÂ Ìfl Ò˙˘Â ÒÚ‚Â ÌÓ ÂÊË Ï‡ Ì‡ ÓÚÌÓ ̄ Â ÌËfl ÏÂÊ‰Û „‡‰‡ Ë
ÔÓ„ÎÂ ‰‡: ÏÂ„‡ ÔÓ ÎË ÒË Í‡ÚÓ ãÓÒ ÄÌÊÂ ÎËc, ë‡Ó è‡ÓÎÓ, è‡ËÊ ËÎË åÂÍÒËÍÓ ÒËÚË Ì‡È-
‰Ó·Â ËÎ˛ ÒÚË ‡Ú ÚÓ‚‡. ÇËÁÛ‡ ÎË ÁË ‡ Ì‡ Ú‡, Ì‡Ú ‡Ô ̃ Ë ‚‡ Ë ı‡Ó ÚË˜ ÌÓ-ÏÌÓ ÊÂ ÒÚ‚Â Ì‡ 
vita acti va ‚Â˜Â Â ÒÔÂ ̃ Â ÎË Î‡ ·ËÚ Í‡ Ú‡ ÒÂ˘Û ÌÂ‚Ë ‰Ë ÏÓ ÚÓ éÍÓ Ì‡ vita con tem pla ti va,
ÍÓÂÚÓ ‚ ‡Ì Ì‡ Ú‡ ÏÓ‰Â ÌÓÒÚ Â ÔË ÚÂ Ê‡ ‚‡ ÎÓ ÏÓ˘Ú‡ Ì‡ ‰ÂÏËÛ „Ë ̃ Â ÒÍËfl Û·‡ ÌËÁ˙Ï.
ÑÌÂÒ ‰ÂÏËÛ „Ë ̃ Â ÒÍÓ ÚÓ ÓÍÓ Â Á‡„Û ·Ë ÎÓ ÒËÎ‡ Ë ‚ËÒÓ ̃ Ë Ì‡ Ë ‚Â˜Â ÌÂ Á‡‰‡ ‚‡ ÌÓ Ï‡ Ú‡ Ì‡
„‡‰ ÒÍ‡ Ú‡ ‚ËÁÛ‡Î ÌÓÒÚ: ÌÂ Ò˙˘Â ÒÚ‚Û ‚‡ Á‡‰˙Î ÊË ÚÂÎ Ì‡ Á‡ ‚ÒË˜ ÍË, ÔË ‚Ë ÎÂ „Ë Ó ‚‡ Ì‡
„ÎÂ ‰Ì‡ ÚÓ˜Í‡, ÓÚ ÍÓflÚÓ Ò‡ÏËflÚ „‡‰, ◊„‡ ‰˙Ú Í‡ÚÓ ˆflÎÓ“, ‰‡ ·˙‰Â Ì‡·Î˛ ‰‡ ‚‡Ì. èÂ -
‰Ë¯ Ì‡ Ú‡ ÌÓÏ‡ Ì‡ ÓÍÓÚÓ (ÍÓflÚÓ Â ÌÓÏ‡ Ì‡ ÎÂ„ËÚ ËÏ Ì‡ ‚Î‡ÒÚ Ë Ó„‡ ÌË Á‡ ̂ Ëfl Ì‡ 
ÒÓˆËÛ Ï‡) ÒflÍ‡¯ ÒÂ Â Ò„Ó ÏÓ Îfl Ò‡ Î‡ ÒÂ‰ „‡‰ ÒÍË ÚÂ Ú˙ÎÔË, Ë ÒÂ Â Ô˙Ò Ì‡ Î‡ ‚ ·ÂÁ ·ÓÈ -
ÌË ÚÂ ÍË ÒÚ‡Î ̃ Â Ú‡ Ì‡ ·ÎËÁ ÍË ÚÂ ÏËÌÛ ‚‡ ̃ Â ÒÍË ÔÂÒ ÔÂÍ ÚË ‚Ë. éÚ ÚÂÓ Â ÚË ̃ Â ÒÍË Ë ‚Î‡ÒÚ ÌË -
˜Â ÒÍË, ÔÓ„ÎÂ‰˙Ú Â ÒÚ‡ Ì‡ Î Ù‡ÒÂÚ˙ ̃ ÌÓ-Ô‡Í ÚË ̃ Â ÒÍË, ‰ÂÏÓ Í‡ ÚË ̃ ÂÌ Ë ÏÌÓ ÊÂ ÒÚ‚ÂÌ,
‚˙‚ÎÂ ̃ ÂÌ ‚ ÓÚ‰ÂÎ ÌË ÚÂ ËÌ‰Ë ‚Ë ‰Û ‡Î ÌË Ë ‚ÒÂ ÍË‰ ÌÂ‚ ÌË Ú‡ ÂÍ ÚÓ ËË: ÒÚ‡ Ì‡Î Â ÒÎÛ ̃ ‡ ÂÌ.

ÑÂÏÓ Í‡ ÚË Á‡ ̂ Ëfl Ú‡, Ó·‡˜Â, ËÏ‡ Ò‚Ófl Ú‡ ˆÂÌ‡, Á‡˘Ó ÚÓ ÓÚ ‚ËÒÓ ÍÓ ÏÂ ÂÌ ‚Î‡ ‰Â ÚÂÎ Ë
ËÌÊÂ ÌÂ Ì‡ ÒÓˆË‡Î Ì‡ Ú‡ Ú˙Í‡Ì, èÓ„ÎÂ‰˙Ú Â ‰Â„‡ ‰Ë ‡Î ‰Ó ‚ËÁÛ‡Î Ì‡ ÊÂ Ú‚‡, Á‡„Û ·Â -
Ì‡ ‚ Ú˙ÎÔË ÓÚ ‰Û„Ë ÊÂ Ú‚Ë. àÎË, ÔÓ-‰Ó·Â, ‰Ó ‚ËÁÛ‡ ÎÂÌ ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÂ‰ Ò‚˙ı-
ÔÂ‰ Î‡ „‡ ÌÂ ÚÓ Ì‡ Ó·‡ ÁË. é·ËÍ ÌÓ ‚Â ÌË ÚÂ Ó˜Ë Ì‡ ‡Á ıÓÊ ‰‡ ̆ Ë ÚÂ ÒÂ ËÁ „‡‰‡ ÏÓÏÂÌ -
Ú‡Î ÌÓ ÔÓÔ‡ ‰‡Ú ‚˙‚ ‚Î‡ÒÚ Ú‡ Ì‡ ÏËÎË‡ ‰Ë ÚÂ ‚ËÁÛ‡Î ÌË ËÏÔÛÎ ÒË, ‰‡Á ÌÂ ÌËfl Ë Ó·‡Á ÌË
ÔÓÒÎ‡ ÌËfl, Ï‡ÌË ÔÛ Î‡ ̂ ËË, ÔÓ ‚Ó Í‡ ̂ ËË, Ò˙·Î‡Á ÌË Ë ÒÍ‡Ì ‰‡ ÎË, Ò ÍÓËÚÓ ÏÂ„‡ ÔÓ ÎËÒ˙Ú „Ë
‡Ú‡ ÍÛ ‚‡. íÓ‚‡ ÙÂÏË ÌË ÁË ‡ Ó˜ËÚÂ Ì‡ ÊËÚÂ ÎË Ë ÏËÌÛ ‚‡ ̃ Ë – ‡Á-ÍÓÌ ̂ ÂÌ ÚË ‡ „Ë,
ÏÛÎÚË-ÙÓÍ‡ ÎË ÁË ‡ „Ë; ÚÂ ÒÂ ËÁÔÎ˙ Á‚‡Ú ÓÚ ˆÂÌ Ú‡Î Ì‡ Ú‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ ÓÔÂÍ‡, Á‡ ‰‡
ÔÓÔ‡‰ Ì‡Ú ‚ ‰Û„‡ ‚Î‡ÒÚ – ıËÔ ÌÓ Á‡ Ú‡ Ì‡ Î‡‚Ë ÌÓ Ó· ‡Á ÌÓ ÚÓ Ó·‡ ÁÓ-ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó,
ËÏ‡ ÌÂÌÚ ÌÓ Ì‡ Ô‡Á‡ ‡, Á‡Ï‡È ‚‡ ÌÂ ÚÓ, ÔË ̃ Ë ÌÂ ÌÓ ÓÚ ·ÂÁ ·Ófl Ì‡ Ô˙ÒÚË ÚÂ „‡‰ ÒÍË
Ô‡Í ÚË ÍË. é˜ËÚÂ ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÔËÂ Ï‡Ú ÏÌÓ ÊÂ ÒÚ‚Â ÌË ÒÓˆË‡Î ÌË ÒË„ Ì‡ ÎË, ÍÓËÚÓ
„‡‰˙Ú ËÁÔ‡ ̆ ‡, ÚÂ ÔÓÒÚÓflÌ ÌÓ ·Ë‚‡Ú ı‚‡ ̆ ‡ ÌË ‚ ÚÂ‡Ú‡Î ÌË ÚÂ Ë ÒËÏÛ Î‡ ÚË‚ ÌË Ë„Ë,
ÍÓËÚÓ „‡ ‰˙Ú Ë„‡Â Ò Úflı. ë‡Ï‡ Ú‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ ‚Î‡ÒÚ ‚Â˜Â ÌÂ Â Ô‡Ì-ÓÔÚË ̃ Â ÒÍ‡,
Á‡˘Ó ÚÓ ‚Â˜Â ÌÂ Úfl „ÎÂ‰‡, ‡ ·Ë‚‡ „ÎÂ ‰‡ Ì‡ – ÔÂ ‚˙ Ì‡ Î‡ ÒÂ Â ‚ Ò‡ÏÓ Â‰ËÌ ÓÚ ·ÂÁ ·Ófl
ÒÓˆË‡Î ÌË ÙÂÌÓ ÏÂ ÌË, ÍÓËÚÓ ÒÂ ·ÓflÚ Á‡ ‚Ë‰Ë ÏÓÒÚ. ÄÍÓ ÌÂ ·˙‰Â ÂÙÂÍÚ Ì‡, ÔÓÎË ÚË Í‡ Ú‡
ËÒ ÍÛ ‚‡ ‰‡ ÌÂ ·˙‰Â Á‡·Â Îfl Á‡ Ì‡ – Úfl ‚Â˜Â ÒÂ ÍÓÌ ÍÛ Ë ‡ Ì‡ ‡‚ÌË ÓÒÌÓ ‚‡ ÌËfl Ò ˆflÎ‡ -
Ú‡ Û·‡ ÌË ÒÚË˜ Ì‡ Ô˙ÒÚÓ Ú‡. 

èÓ Ú‡ÁË ÔË ̃ Ë Ì‡ ÔÓÎË ÚË ̂ Ë, ÏËÌË ÒÚË Ë ÔÂ ÁË ‰ÂÌ ÚË ÒÂ ÔÓfl‚fl ‚‡Ú ÌÂÔÂ ÒÚ‡Ì ÌÓ Ë Ò
ˆÂÌ‡ Ú‡ Ì‡ ‚ÒË˜ ÍÓ ÔÓ ÚÂÎÂ ‚Ë ÁËË Ë ÏÂ‰ËË: ÚÂ ‚Ó˛ ‚‡Ú Á‡ ‚Ë‰Ë ÏÓÒÚ, ÍÓÌ ÍÛ Ë ‡Ú ÒÂ Ò
ÚoÚ‡Î ÌÓ ‚ËÁÛ‡ ÎË ÁË ‡ ÌËfl „‡‰ Á‡ ‚ÌË Ï‡ ÌËÂ ÚÓ Ë ÒËÏ Ô‡ ÚËfl Ú‡ Ì‡ ÌÂ„Ó ‚Ë ÚÂ ÁË ÚÂ ÎË.
Ä „‡ ‰˙Ú ÓÚ Ò‚Ófl ÒÚ‡ Ì‡ ÒflÍ‡¯ Â ËÁ„Û ·ËÎ ‚ÒflÍ‡ Ó·ÓÁ Ë ÏÓÒÚ, ÒÚ‡ Ì‡Î Â ÔÓ-„ÓÎflÏ ÓÚ
ÏÌÓ„Ó Ì‡ˆËÓ Ì‡Î ÌË ‰˙ Ê‡ ‚Ë, ‡Á ÎË ÒÚËÎ ÒÂ Â ‚ ÌÂËÁ ·Ó ‰ÂÌ Ó·‡ ÁÂÌ ı‡ÓÒ, ËÁ ÍÓÈÚÓ
ÒÌÓ ‚‡Ú ÔÂ ÒË ̃ ‡ ̆ Ë ÒÂ, Ì‡Ú ‡Ô ̃ Ë ‚Ë, ‚Á‡ ËÏ ÌÓ-ÌÂÒ˙ ‚ÏÂ ÒÚË ÏË Ë ÍÓÌ ÍÛ Ë ‡ ̆ Ë ÒÂ ‚ËÁÛ‡Î -
ÌË ÔÓÚÓ ̂ Ë, ‚ÒÂÍË ÓÚ ÍÓËÚÓ ÌÂ ÓÒÚ‡ ‚fl ÓÍÓÚÓ Ì‡ ÏË‡. íÓÈ ÒÂ Â ËÁÔÎ˙ ÁÌ‡Î Ì‡ ÚÓÚ‡Î Ì‡ Ú‡
ÔÓ Á‡˜ ÌÓÒÚ Ë Ë‰Âfl Ú‡ Á‡ ‡ˆËÓ Ì‡Î ÌÓ-ÓÔÚË ̃ Â ÒÍË ÍÓÌ ÚÓÎ, ÌÓ Ò ÚÓ‚‡ Â ‰‡Î ÔÓ ÒÚÓ Ë
Ì‡ Ú˙ÏÌË Ì‡ Ú‡.
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changed the relationship between the city and the gaze: megapolises like LA, São Paulo,
Paris or Mexico City best illustrate this. The visualised, aggressive and chaotically-multiple
vita activa has now won the battle against the invisible Eye of vita contemplativa which the
power of demiurgic urbanism had in early modernity. Today the demiurgic eye has lost its
power and height, and no longer sets the norm of urban visuality: there is no longer an
obligatory for all, privileged perspective from which the city itself, “the city as a whole”
must be observed. The previous norm of the eye (which was a norm of legitimate power
and organisation of society) has as if crashed down amidst the urban crowds, shattering
into the countless crystals of the close passer-by perspectives. Once theoretical and
authoritative, the gaze has now become faceted and practical, democratic and pluralistic,
involved in the separate individual and everyday trajectories: it has become random.
Democratisation, however, has come at a price as the Gaze, once an arrogant ruler and
engineer of the social fabric, has been demoted to the position of a visual victim lost
amidst crowds of other victims. Or, better put, to that of a visual consumer amidst an over-
supply of images. The ordinary eyes of the people walking through the city instantly fall
under the power of the billions of visual impulses and messages, manipulations, provoca-
tions, temptations and scandals with which the megapolis attacks them. This feminises the
eyes of residents and passers-by – it deconcentrates and multi-focalises them; they
escape from the power of central political control only to fall under another power: that of
the hypnotic effect of the avalanche-like image-production that is immanent in the market,
the dizziness caused by the countless motley urban practices. The eyes constantly receive
multiple social signals sent by the city, they are constantly caught up in the theatrical and
simulative games which the city plays with them. Political power itself is no longer panoptic
because it is no longer the watcher but the watched – having become only one of the
countless social phenomena fighting for visibility. If it is not spectacular, then politics risks
not being noticed at all – it now competes on an equal footing with the entire spectrum of
urban colours. That is why politicians, government ministers and presidents will appear
constantly and at any cost on television and in the media: they are fighting for visibility,
competing with the totally visualised city for the attention and support of its viewers.
For its part, the city has as if lost all ability to be seen as a whole, fanning out into a
boundless visual chaos crisscrossed by intersecting, aggressive, mutually incompatible
and competing visual flows, each one of which will not leave the eye in peace. It has
escaped total transparency and the idea of rational-optic control but by this it has also
ushered in darkness.

* * *
Still, let us try to identify several trends in the visual chaos of the megapolis, the typical post-
modern city. Transformed from a subject into an object (or, better put, into a target, a victim,
a seduced woman), in it the eye loses its sovereign active position in several respects.

The first, as I noted above, is commercial – the eye is no longer an active, directed con-
structive ray, but an inlet, a focus of attraction. It has turned into a contested addressee
which is doomed to become, even against its will, a “client” of the aggressive, competing
advertising-commercial practices in the city8. Their main technique is seduction and visual
theatricalisation: what they project onto different screens in the city (panels, banners, bill-
boards, logos, corporate signs, etc.) is the unconscious Desire of its residents. The com-
modity on sale must be associated in all possible ways with their half-conscious yearn-
ings, passions, hidden phantasms and eroticisms, subconscious fears, obsessions and
even loathings. In recent years there has been a growing shift towards lifestyle advertising
which does not directly advertise the commodity itself but suggests an overall coveted
way of life – it is as if these advertisements momentarily break through the city's body,
opening in it sudden utopian windows on other, distant and happy consumer worlds
which, however, remain “at an arm's length”… Excessive advertising may turn into a sui
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*  *  *  
çÂÍ‡ ‚ÒÂ Ô‡Í ‰‡ ÒÂ ÓÔË Ú‡ ÏÂ ‰‡ Ú‡ ÒË ‡ ÏÂ ÌflÍÓÎ ÍÓ ÔÓÒÓ ÍË ‚˙‚ ‚ËÁÛ‡Î ÌËfl ı‡ÓÒ Ì‡
ÏÂ„‡ ÔÓ ÎË Ò‡ – ÚËÔË˜ ÌËfl ÔÓÒÚ ÏÓ ‰Â ÂÌ „‡‰. Ç ÌÂ„Ó, Ú‡Ì ÒÙÓ ÏË ‡ ÌÓ ÓÚ ÒÛ·ÂÍÚ ‚ Ó·ÂÍÚ
(ËÎË ÔÓ-‰Ó·Â ‚ ÏË¯Â Ì‡, ÊÂ Ú‚‡, ÔÂÎ˙ ÒÚfl ‚‡ Ì‡ ÊÂÌ‡), ÓÍÓÚÓ „Û·Ë ÒÛ‚Â ÂÌ Ì‡ Ú‡ ÒË
‡ÍÚË‚ ÌÓÒÚ ÔÓ ÌflÍÓÎ ÍÓ ÎËÌËË.

è˙ ‚‡ Ú‡, Í‡ÍÚÓ Í‡Á‡ı ÔÓ-„ÓÂ, Â Ô‡Á‡ Ì‡ – ÚÓ ‚Â˜Â ÌÂ Â ‡ÍÚË ‚ÂÌ, Ì‡ÒÓ ̃ ÂÌ ÍÓÌ ÒÚÛÍ ÚË -
‚ÂÌ Î˙˜, ‡ ‚ıÓ‰, ÔË ÚÂ „‡ ÚÂ ÎÂÌ ÙÓÍÛÒ. èÂ ‚˙ Ì‡ ÎÓ ÒÂ Â ‚ ÓÒÔÓ ‚‡Ì ‡‰Â Ò‡Ú, ÍÓÈÚÓ
‰ÓË ÔÓ ÚË‚ ‚ÓÎfl Ú‡ Â ÓÒ˙ ‰ÂÌ ‰‡ ÒÚ‡ÌÂ ◊ÍÎË ÂÌÚ“ Ì‡ ‡„Â ÒË‚ ÌË ÚÂ, ÍÓÌ ÍÛ Ë ‡ ̆ Ë ÒÂ
ÂÍÎ‡ ÏÌÓ-ÍÓÏÂ ÒË ‡Î ÌË Ô‡Í ÚË ÍË ‚ „‡‰‡8. íflıÌ‡ ÓÒÌÓ‚ Ì‡ ÚÂı ÌË Í‡ Ò‡ Ò˙·Î‡Á Ìfl ‚‡ ÌÂ ÚÓ
Ë ‚ËÁÛ‡Î Ì‡ Ú‡ ÚÂ‡Ú‡ ÎË Á‡ ̂ Ëfl: ÚÂ ÔÓ ÂÍ ÚË ‡Ú ‚˙ıÛ ‡Á ÎË˜ ÌË ÚÂ ÂÍ‡ ÌË Ì‡ „‡‰‡ (Ô‡Ì‡,
Ú‡ÌÒ Ô‡ ‡Ì ÚË, ·ËÎ ·Ó ‰Ó ‚Â, ÎÓ„‡, ÙË ÏÂ ÌË ÁÌ‡ˆË Ë Ô.) Ò‡ÏÓ ÚÓ ÌÂÒ˙ ÁÌ‡ ÚÂÎ ÌÓ ÜÂÎ‡ -
ÌËÂ Ì‡ ÌÂ„Ó ‚Ë ÚÂ ÊËÚÂ ÎË. èÓ ‰‡ ‚‡ Ì‡ Ú‡ ÒÚÓÍ‡ Úfl· ‚‡ ‰‡ ·˙‰Â ÔÓ ‚ÒÂ ‚˙ ÁÏÓÊ ÌË Ì‡˜Ë ÌË
‡ÒÓ ̂ Ë Ë‡ Ì‡ Ò ÚÂı ÌË ÚÂ ÔÓÎÛ Ò˙ ÁÌ‡ ÚË ÍÓÔÌÂ ÊË, ÒÚ‡ ÒÚË, ÒÍË ÚË Ù‡Ì Ú‡Á ÏË Ë ÂÓ ÚËÁ ÏË,
ÔÓ‰-Ô‡ „Ó ‚Ë ÒÚ‡ ıÓ ‚Â, Ï‡ÌËË, ‰ÓË ÔÓ„ ÌÛ ÒË. Ä ‚ ÔÓÒÎÂ‰ ÌË ÚÂ „Ó‰Ë ÌË ‚ÒÂ ÔÓ-˜ÂÒÚÓ
ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ life style ÂÍÎ‡ Ï‡, ‚ ÍÓËÚÓ ÌÂ ÒÂ ÂÍÎ‡ ÏË ‡ ‰ËÂÍÚ ÌÓ Ò‡Ï‡ Ú‡ ÒÚÓÍ‡, ‡ Â
Ì‡ÏÂ ÍÌ‡Ú Â‰ËÌ ˆflÎÓ ÒÚÂÌ ÏÂ˜ Ú‡Ì Ì‡˜ËÌ Ì‡ ÊË‚ÓÚ – ÒflÍ‡¯ ÂÍÎ‡ ÏË ÚÂ Ô‡ ‚flÚ ÏÓÏÂÌ ÚÂÌ
ÔÓ ·Ë‚ ‚ „‡‰ ÒÍÓ ÚÓ ÚflÎÓ Ë ÓÚ‚‡ flÚ ‚ ÌÂ„Ó ‚ÌÂ Á‡Ô ÌË ÛÚÓ ÔË˜ ÌË ÔÓ ÁÓ ̂ Ë Í˙Ï ‰Û„Ë,
‰‡Î Â˜ ÌË Ë ˘‡ÒÚ ÎË ‚Ë ÍÓÌ ÒÛ Ï‡ ÚË‚ ÌË Ò‚Â ÚÓ ‚Â, ÍÓËÚÓ ‚ÒÂ Ô‡Í Ò‡ ◊Ì‡ Â‰Ì‡ ˙Í‡ ‡Á ÒÚÓfl -
ÌËÂ“... èÂ ÚÓ ‚‡ ‚‡ ÌÂ ÚÓ Ò ÂÍÎ‡ ÏË ÏÓÊÂ ‰‡ ÒÂ ÔÂ ‚˙ ÌÂ ‚ Ò‚Ó Â Ó· ‡ ÁÂÌ ÂÒÚÂ ÚË ̃ Â ÒÍË
ÂÍÒˆÂÒ, ÍÓÈÚÓ ‰‡ ÔË ‰Ó ·ËÂ ÒÓ· ÒÚ‚Â Ì‡ ‚ËÁÛ‡Î Ì‡ ÒÚÓÈ ÌÓÒÚ: Í‡ÍÚÓ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚9

ÔÓÒÓ˜ ‚‡, Ì‡ Time Square ‚ ç˛ âÓÍ Â ÔÓ ÒÚÓ Á‡· ‡ ÌÂ ÌÓ ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ Ò‚Â ÚÂ ̆ Ë
ÂÍÎ‡ ÏË ÔÓ Ù‡Ò‡ ‰Ë ÚÂ. àÒÚ‡Ì ·ÛÎ Â ÔÓÒÚË„ Ì‡Î Ò‚Ó Â Ó· ‡ ÁÂÌ ÂÍÓ‰ Í‡ÚÓ Â Í‡˜ËÎ
ÂÍÎ‡ ÏË (Ï‡Í‡ ÔÓ-˜ÂÒÚÓ ÔÓ‰ ÙÓ Ï‡ Ú‡ Ì‡ Ì‡‰ ÔË ÒË) ÔÓ ‚ÒË˜ ÍË ÂÚ‡ÊË Ì‡ ÏÌÓ „Ó ÂÚ‡Ê -
ÌË ÚÂ Á‰‡ ÌËfl, ÔÂ‚ ˙ ̆ ‡È ÍË Ò‡ÏË ÚÂ Ù‡Ò‡ ‰Ë ‚ ÏÌÓ „Ó ÔÎ‡ ÒÚÓ ‚Ë Ë ‡Á ÌÓ ÔÓ ÒÓ˜ ÌË ÂÍÎ‡ -
ÏÌË ÔÓÒÎ‡ ÌËfl.

ÇÚÓ ‡ Ú‡ ÎËÌËfl Â Ò‚˙ Á‡ Ì‡ Ò ÌÓ‚‡ Ú‡ ˜Û‚ ÒÚ‚Ë ÚÂÎ ÌÓÒÚ, ÍÓflÚÓ „ÎÂ ‰‡ ̆ ËflÚ Úfl· ‚‡ ‰‡ ÔË -
‰Ó ·ËÂ Í˙Ï ıÂÚÂ Ó „ÂÌ Ì‡ Ú‡ „‡‰ ÒÍ‡ ÒÂ‰‡ – ÚÓÈ Úfl· ‚‡ ‰‡ Â ◊„‡ ÏÓ ÚÂÌ“, ‰‡ ‡Á ̃ Ë Ú‡ ÌÂÈ -
ÌË ÚÂ ÁÌ‡ˆË, Á‡ ‰‡ ·˙‰Â ‡‰Â Í‚‡ ÚÂÌ (‡ ˜ÂÒÚÓ Ë Á‡ ‰‡ ÓˆÂ ÎÂÂ) ‚ ÏÂ„‡ ÔÓ ÎËÒ Ì‡ Ú‡ ‰ÊÛÌ „Î‡.
çÂ‚Ë ‰Ë Ï‡ ÔÂ‰Ë, ÒÂ„‡ Ì‡ ÔÓ„ÎÂ ‰‡ ÒÂ ÔÂ‰ Î‡ „‡ ˆflÎ‡ Ú‡ ÂÚÌË ̃ Â ÒÍ‡, ÂÎË „ËÓÁ Ì‡ Ë
ÒÓˆË‡Î Ì‡ Ô˙ÒÚÓ Ú‡ Ì‡ „‡‰‡; Í˙Ï ÚÓ‚‡ ÒÂ ‰Ó·‡ ‚flÚ Ë ÒÚË ÎÓ ‚Ë ÚÂ Ò·Î˙ Ò˙ ̂ Ë ÏÂÊ‰Û ‡Á -
ÎË˜ ÌË ÚÂ ÌÂ„Ó ‚Ë ËÒÚÓ Ë ̃ Â ÒÍË ÔÎ‡ ÒÚÓ ‚Â. á‡ ‰‡ ÒÂ ÓË ÂÌ ÚË ‡, ÏËÌÛ ‚‡ ̃ ˙Ú-ÁË ÚÂÎ Úfl· ‚‡
‰‡ ÏÓÊÂ ‰‡ ˜ÂÚÂ ÁÌ‡ˆË Ë ÂÏ·ÎÂ ÏË Ì‡ ‡Á ÎË˜ ÌË „ÛÔË, ‡Á·Û ÍË Ì‡ ÒÛ· ÍÛ ÎÚÛ Ë, ÂÚÌÓ ÒË Ë
ÂÎË „ËË, ‰‡ ÒÂ ÒÔ‡ ‚fl Ò ÔÓ˜Â ̂ Ë Ì‡ ÔÓÍÓ ÎÂ ÌËfl, ÊË‚Â Â ̆ Ë ‚ ‡Á ÎË˜ ÌË ËÒÚÓ Ë ̃ Â ÒÍË
Ò‚Â ÚÓ ‚Â, ‰‡ ‡Á „‡ ÌË ̃ ‡ ‚‡ ÂÔÓıË, Ô‡ÏÂÚ ÌË ̂ Ë Ë ‡ıË ÚÂÍ ÚÛ ÌË Ì‡ÒÎÂ‰ ÒÚ‚‡, ‰‡ ÔË ‚ËÍ ‚‡
Ò ÎÓÁÛÌ „Ë Ì‡ ‚ÒÂ ‚˙ ÁÏÓÊ ÌË ÔÓÎË ÚË ̃ Â ÒÍË Ô‡ ÚËË. ífl· ‚‡ ‰‡ Â ÔÓÌÂ ÓÚ˜‡ ÒÚË ‚ Ò˙ÒÚÓfl ÌËÂ
‰‡ ‡Á ̄ Ë ÙÓ ‚‡ ‚ËÁÛ‡Î ÌË ÚÂ ÍÓ‰Ó ‚Â Ì‡ fl‚ÌË Ë Ú‡ÈÌË Ó·˘Â ÒÚ‚‡, ÁÌ‡˜ ÍË Ì‡ ÍÎÛ ·Ó ‚Â, „‡ -
ÙË ÚË Ì‡ ÛÎË˜ ÌË ıÛ‰ÓÊ ÌË ̂ Ë, ÎÓ„‡ Ì‡ ÙËÏË, ÔÓÒÎ‡ ÌËfl Ì‡ ÙËÎ‡Ì ÚÓ ÔË˜ ÌË ‰Û ÊÂ ÒÚ‚‡,
Ó‰ÂÊ ‰Ë Ë ıÓÛ „‚Ë Ì‡ ÒÚ‡Ì ÌË ÒÂÍÚË. èÂ ‰Ë¯ Ì‡ Ú‡ ÒÚÓ „‡ Í‡Ú‡, Ò ÍÓflÚÓ „‡ ‰˙Ú ÒÂ Â
ËÁÔ‡ ‚flÎ ÔÂ‰ Ó˜ËÚÂ Ì‡ ‡‰ÏË ÌË ÒÚ‡ ÚÓ ‡, Â ËÁ˜ÂÁ Ì‡ Î‡ – ÏÂ„‡ ÔÓ ÎËÒ˙Ú ÒÂ Â ‡Á Ô˙Ò Ì‡Î
‚ ¯‡Â Ì‡ ÏÛÎÚË-ÍÛÎÚÛ Ì‡, ÏÛÎÚË-ÂÎË „ËÓÁ Ì‡, ÏÛÎÚË-ËÒÚÓ Ë ̃ Â ÒÍ‡ Ë ÏÛÎÚË-ÔÓÍÓ ÎÂÌ ̃ Â -
ÒÍ‡ ÏÓÁ‡È Í‡, ÔÓ˜ÚË ÌÂ‚˙ ÁÏÓÊ Ì‡ ‰‡ ÒÂ Ó·ÓÁ Â, Ó˘Â ÔÓ-ÚÛ‰ Ì‡ Á‡ ÛÔ‡ ‚ÎÂ ÌËÂ Ë ÍÓÌ -
ÚÓÎ. çÓ‚‡ Ú‡ ÒÚÛÍ ÚÛ ‡ Ì‡Î‡ „‡ ‰ÂˆÂÌ Ú‡ ÎË Á‡ ̂ Ëfl Ì‡ ‚Î‡ÒÚ Ú‡, ÔÂı ‚˙ Îfl ÌÂ Ì‡ ÔÓ‚Â ̃ Â
Ô˙Î ÌÓ ÏÓ ̆ Ëfl Ì‡ ÏÂÒÚ ÌË ÚÂ Ó·˘Ë ÌË Ë Ô. Ç Ó·‡Á ÌÓ ÓÚÌÓ ̄ Â ÌËÂ ÔÓ‰Ó ·ÂÌ „‡‰, Í‡ÍÚÓ
Í‡Á‚‡ ÄÎÂÍ Ò‡Ì ‰˙ ÉÂÎËÈ, ÔÂ ‰ËÁ ‚ËÍ ‚‡ ◊Ò‚Â ÚÓ‚˙ ÚÂÊ Ì‡ ÂÔÂ ÁÂÌ Ú‡ ̂ ËË ÚÂ“10, Á‡Ï‡È ‚‡ -
ÌÂ Ì‡ „ÎÂ ‰‡ ̆ Ëfl ÓÚ ÍÓÎË ̃ Â ÒÚ‚Ó ÚÓ ÍÛÎÚÛ ÌË ‚ÒÂ ÎÂ ÌË, Ò ÍÓËÚÓ ‚ÒÂ ÍË‰ ÌÂ‚ ÌÓ ÒÂ Ò·Î˙Ò Í‚‡,
‚˙Á ÚÓ„ Ë ÒÚ‡ı ÓÚ Ô˙ÒÚÓ Ú‡ Ú‡, ıË·Ë‰ ÌÓÒÚ Ú‡, ‡ ÔÓÌfl ÍÓ „‡ Ë ‡·ÒÛ‰ ÌÓÒÚ Ú‡ Ì‡ ÚÂı ÌË ÚÂ
Ò˙˜Â Ú‡ ÌËfl: Á‡ÚÓ ‚‡ ÍÓÏ ÔÂ ÚÂÌÚ ÌÓÒÚ Ú‡ Ì‡ ÓÍÓÚÓ ÒÂ ÔÓÒÚË „‡ ÏÌÓ„Ó ÚÛ‰ ÌÓ.

çÓ ÍÓ„‡ ÚÓ ÒÂ ÔÓ ÏÂ Ìfl ÂÊË Ï˙Ú Ì‡ ‚Ë‰Ë ÏÓÒÚ, Ò˙˘Ó ÚÓ ÏÓÊÂ ‰‡ ÒÂ Ó˜‡ Í‚‡ Ë Á‡ ÌÂ„Ó ‚‡ -
Ú‡ Ó·‡Ú Ì‡ ÒÚ‡ Ì‡. ç‡ Ô˙‚ ÔÓ„ÎÂ‰ ‚ Ò‚Ófl Ú‡ ◊ÔÓÎË ÚË Í‡ Ì‡ ÌÂ‚Ë ‰Ë ÏÓÒÚ“ ÏÂ„‡ ÔÓ ÎËÒ˙Ú
ÌÂ ÒÂ ‡Á ÎË ̃ ‡ ‚‡ ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ ÓÚ ÏÓ‰Â ÌËfl „‡‰. ëflÍ‡¯ ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ, Í‡ÍÚÓ ‡Ì ÌË -
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generis aesthetic excess which will acquire its own visual value: as Luchezar Boyadjiev9

notes, the absence of illuminated advertisements on building facades in Times Square in
New York is simply prohibited. Istanbul has set something of a record by mounting adver-
tisements (although usually in the form of lettering) on all floors of its high-rises, turning
their facades into multi-layered and conflicting advertising messages.

The second trend is associated with the new sensitivity which the viewer must develop to
the heterogeneous urban environment – the viewer must be “literate”, i.e. able to read its
signs in order to be adequate (and, quite often, to survive) in the megapolitan jungle.
Invisible before, now the entire ethnic, religious and social diversity of the city is there for the
eye to see; so are the stylistic contrasts between the city's different historical layers. To ori-
ent himself, the passer-by/viewer must be able to read the signs and emblems of different
groups, the alphabets of subcultures, ethnic communities and religions; he must be able to
cope with the handwritings of generations that lived in different historical worlds, to distin-
guish eras, monuments and architectural heritages, to become accustomed to the slogans
of all sorts of political parties. He must be at least partly able to decipher the visual codes of
public and secret societies, badges of clubs, graffiti by street artists, logos of companies,
messages of philanthropic associations, costumes and banners of strange cults. The previ-
ous strict map which the administrator could observe and impose onto the city has disap-
peared – the megapolis has spread out into a colourful multicultural, multi-religious, multi-
historical and multi-generational mosaic that is virtually impossible to overview and even
harder to run and control. The new structure has made it necessary to decentralise govern-
ment, to delegate more powers to local communities, etc. In a visual respect such a city
induces, as Alexander Gelley puts it, “a kind of vertigo, a blockage at the level of repre-
sentability”10, causing giddiness in the viewer from the multiple cultural universes which he
encounters every day, delight and fear of the diversity, hybridity and, occasionally, absurdity
of their combinations: that is why competence of the eye is very difficult to attain.

But when the regime of visibility changes, one may expect that its opposite will change
too. At first glance, in its “politics of invisibility” the megapolis does not differ significantly
from the modern city. Seemingly just like early modern cities, the megapolis isolates crimi-
nal elements, the insane and beggars in institutions with locked doors, making an attempt
to hide the Others as well as all unpleasant extremes of city life. It is another matter that,
despite this attempt, their “governability” remains problematic. As technically and adminis-
tratively the latter is a near-impossible task, racial, social or religious riots often break out
in the streets of megacities, and the excesses of Otherness are visible and involved in the
theatricalisation of the city.

Either way, however, the norm looks modern: everything that deviates from the consumer
all-market optimism and expressive individualism (or groupism) has no visual rights and
can therefore become visible only in an “outlawed” way. Under the thousands of brightly
coloured capitalist plateaus which the city forces upon the eye, it continues to hide unlit
asocial corners, embarrassing folds and crevices of the urban body: impromptu slums,
autonomous youth groups, squatters in derelict buildings, undefinable outcasts, miserable
immigrants whose slow, invisible lives fill basements and shanty-towns, sheds and trailers,
sunny psychiatric institutions with locked doors, traditional prisons and detention facili-
ties11... At least according to the norms of city government, these ought to be invisible
places: they ought to be off-limits not to angels but to cameras.

In fact, the visual regime here is more complicated: it involves a peculiar intertwining of
visibility and invisibility. That is because while they are invisible as documented realities,
such “other” spaces are visible in specific non-documentary genres: of the horror story
and porno.
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ÚÂ ÏÓ‰Â ÌË „‡ ‰Ó ‚Â, ÚÓÈ ËÁÓ ÎË ‡ ÍË ÏË Ì‡Î ÌË ÂÎÂ ÏÂÌ ÚË, ÎÛ‰Ë Ë ÔÓ Òfl ̂ Ë ‚ Ò˙ÓÚ ‚ÂÚ ÌË -
ÚÂ Á‡‚Â ‰Â ÌËfl Ò˙Ò Á‡Ú‚Ó Â ÌË ‚‡ÚË, Ô‡‚Ë ÓÔËÚ ‰‡ ÒÍËÂ ê‡Á ÎË˜ ÌË ÚÂ, Í‡ÍÚÓ Ë ‚ÒË˜ ÍË
ÌÂÔË flÚ ÌË ÂÍÒÚÂ ÏÛ ÏË Ì‡ „‡‰ ÒÍËfl ÊË‚ÓÚ. ÑÛ„ Â ‚˙ÔÓÒ˙Ú, ˜Â ‚˙ÔÂ ÍË ÚÓÁË ÓÔËÚ,
Úflı Ì‡ Ú‡ ◊ÛÔ‡ ‚ÎflÂ ÏÓÒÚ“ ÒË ÓÒÚ‡ ‚‡ ÔÓ ·ÎÂ Ï‡ ÚË˜ Ì‡. í˙È Í‡ÚÓ ÚÂı ÌË ̃ Â ÒÍË Ë ‡‰ÏË ÌË -
ÒÚ‡ ÚË‚ ÌÓ Úfl Â ÛÊ‡Ò ÌÓ ÚÛ‰ Ì‡ Á‡‰‡ ̃ ‡, ÔÓ ÛÎË ̂ Ë ÚÂ Ì‡ Ò‚˙ı-„ÓÎÂ ÏË ÚÂ „‡ ‰Ó ‚Â ˜ÂÒÚÓ
ËÁ·Ûı ‚‡Ú ‡ÒÓ ‚Ë, ÒÓˆË‡Î ÌË ËÎË ÂÎË „ËÓÁ ÌË ‚˙Î ÌÂ ÌËfl, ‡ ÂÍÒˆÂ ÒËË ÚÂ Ì‡ ÑÛ „ÓÒÚ Ú‡ Ò‡
‚Ë‰Ë ÏË Ë Û˜‡ ÒÚ‚‡Ú ‚ ÚÂ‡Ú‡ ÎË Á‡ ̂ Ëfl Ú‡ Ì‡ „‡‰‡.

çÓ Ï‡ Ú‡ Ó·‡˜Â, Ú‡Í‡ ËÎË ËÌ‡˜Â, ËÁ„ÎÂÊ ‰‡ ÏÓ‰Â Ì‡: ‚ÒË˜ ÍÓ, ÍÓÂÚÓ ËÁÎË Á‡ ËÁ‚˙Ì ‡Ï -
ÍË ÚÂ Ì‡ ÍÓÌ ÒÛ Ï‡ ÚË‚ ÌËfl ‚ÒÂ-Ô‡Á‡ ÂÌ ÓÔÚË ÏËÁ˙Ï Ë ÂÍÒÔÂ ÒË‚ ÌËfl ËÌ‰Ë ‚Ë ‰Û ‡ ÎËÁ˙Ï
(ËÎË ◊„Û ÔÓ ‚ËÁ˙Ï“) ÌflÏ‡ ‚ËÁÛ‡Î ÌË Ô‡‚‡, Ë ·Ë Úfl· ‚‡ ÎÓ ‰‡ ÔÓ ÌË Í‚‡ ‚ ÂÊËÏ Ì‡
‚Ë‰Ë ÏÓÒÚ Ò‡ÏÓ ÔÓ ◊ÌÂÎÂ „‡ ÎÂÌ“ Ì‡˜ËÌ. èÓ‰ ıËÎfl ‰Ë ÚÂ flÍË Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍË ÔÎ‡Ú‡,
ÍÓËÚÓ „‡ ‰˙Ú Ì‡Ú ‡Ô ‚‡ Ì‡ Ó˜ËÚÂ, ÚÓÈ ÔÓ‰˙Î Ê‡ ‚‡ ‰‡ ÍËÂ ÌÂÓ Ò‚Â ÚÂ ÌË ‡ÒÓ ̂ Ë‡Î ÌË
˙„ÎË, Ò‡Ï ÌË „˙ÌÍË Ì‡ „‡‰ ÒÍÓ ÚÓ ÚflÎÓ – Ò‡Ï Ó‚˙ ÁÌË ÍÌ‡ ÎË „ÂÚ‡, ÏÎ‡ ‰ÂÊ ÍË ‡‚ÚÓ ÌÓÏ ÌË
„ÛÔË, Ò‡ÏÓ Ì‡ ÒÚ‡ ÌË ÎË ÒÂ ‚ ‡Á Û ̄ ‡ ‚‡ ̆ Ë ÒÂ Ò„‡ ‰Ë, ÌÂÓ ÔÂ ‰Â ÎË ÏË, ÓÚÔ‡ ‰˙ ̃ ÌË Ò˙˘Â -
ÒÚ‚‡, Ï‡˜ ÌË ÚÂ Ï‡ÒË ÓÚ ÂÏË „‡Ì ÚË, ˜ËÈÚÓ ·‡‚ÂÌ, ÌÂ‚Ë ‰ËÏ ÊË‚ÓÚ Ô˙ÎÌË Ï‡ÁÂ Ú‡ Ë
·Ë‰ÓÌ ‚Ë ÎË, ·‡‡ ÍË Ë ÙÛ „Ó ÌË, ÒÎ˙Ì ̃ Â ‚Ë ÔÒË ıË‡ ÚË˜ ÌË  Á‡‚Â ‰Â ÌËfl Ò˙Ò Á‡Ú‚Ó Â ÌË
‚‡ÚË, Ú‡ ‰Ë ̂ ËÓÌ ÌË Á‡Ú‚Ó Ë Ë ‡Â ÒÚË11... èÓÌÂ ÒÔÓ Â‰ ÌÓ ÏË ÚÂ Ì‡ „‡‰ ÒÍ‡ Ú‡ ÛÔ‡ ‚‡
ÚÓ‚‡ ÒÎÂ‰ ‚‡ ‰‡ ·˙‰‡Ú ÌÂ‚Ë ‰Ë ÏË ÚÓÔÓ ÒË: ‚ Úflı ÌÂ ‡Ì„Â ÎË ÚÂ, ‡ Í‡ÏÂ Ë ÚÂ ÌÂ ·Ë‚‡ ‰‡
ÔË ÒÚ˙Ô ‚‡Ú.

ÇÒ˙ ̆ ÌÓÒÚ ‚ËÁÛ‡Î ÌËflÚ ÂÊËÏ ÚÛÍ Â ÔÓ-ÒÎÓ ÊÂÌ: ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÓÒÓ ·Â ÌÓ ÔÂ ÔÎË Ú‡ ÌÂ Ì‡
‚Ë‰Ë ÏÓÒÚ Ë ÌÂ‚Ë ‰Ë ÏÓÒÚ. á‡˘Ó ÚÓ ÌÂ‚Ë ‰Ë ÏË Í‡ÚÓ ‰ÓÍÛ ÏÂÌ ÚË ‡ ÌË Â‡Î ÌÓ ÒÚË, ÔÓ‰Ó· ÌË
◊‰Û„Ë“ ÏÂÒÚ‡ Ò‡ ‚Ë‰Ë ÏË ‚ ÒÔÂ ̂ Ë ÙË˜ ÌË ÌÂ‰Ó ÍÛ ÏÂÌ Ú‡Î ÌË Ê‡Ì Ó ‚Â – hor ror story Ë
porno.

Ç ÔÓ‚Â ̃ Â ÚÓ „Ë„‡ÌÚ ÒÍË „‡ ‰Ó ‚Â ÓÔÂ ‰Â ÎÂ ÌË Í‚‡ Ú‡ ÎË Ë ÔÂ‰ „‡ ‰Ëfl Á‡‰˙Î ÊË ÚÂÎ ÌÓ
ÍÛÎÚË ‚Ë ‡Ú ◊ÒÚ‡ ıÓ ‚‡“ ËÎË ◊‡Á ‚‡Ú Ì‡“ ‡Û‡, – ÚÂ ÌÂ ÍËflÚ Ò‚Ófl Ú‡ ÒÎ‡‚‡, ‡ fl ÔÓÍ‡Á -
‚‡Ú Ë ÔÓ ‰‡ ‚‡Ú. Ç ÍÓÌ Ú‡ÒÚ Ò ˜ËÒÚË ÚÂ Ë ˆË‚Ë ÎË ÁÓ ‚‡ ÌË „‡‰ ÒÍË ˜‡ÒÚË, Ï˙Ò ÌË ÚÂ „ÂÚ‡ Ë
·Ë‰ÓÌ ‚Ë ÎË ÚÂ ÒflÍ‡¯ ËÒÍ‡Ú ‰‡ ÚË Ì‡Ú ‡ ÔflÚ ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ ÍÓÌ ÚÓÎ Ë „‡‰ ÒÍ‡ „ËÊ‡, ‰‡
‚ÌÛ ̄ ‡Ú, ˜Â ÒË ÛflÁ ‚ËÏ Ë Á‡ÔÎ‡ ̄ ÂÌ. Ä Í‚‡ Ú‡ ÎË ÚÂ Ì‡ ÒÂÍÒ-ËÌ‰Û ÒÚËfl Ú‡ Ò‡ ÔÂ ‚˙ Ì‡ ÎË
‚ ÚÓÚ‡Î Ì‡ ÔÓ ÌÓ „‡Ù ÒÍ‡ ‚Ë‰Ë ÏÓÒÚ ÓÌÓ‚‡, ÍÓÂÚÓ Ò‡ÏÓ ÔÂ‰Ë 40-50-„Ó‰Ë ÌË ·Ë ÒÍ‡Ì ‰‡ -
ÎË ÁË ‡ ÎÓ ‚ÒÂÍË ◊ÌÓ Ï‡ ÎÂÌ“ ÔÓ„ÎÂ‰: ÚÂ ÌÂ Ò‡ÏÓ ‰ÓÔÛ ÒÍ‡Ú Ó·‡ ÁË ÚÂ Ì‡ ÔÂ ‰Ë¯ ÌË ÚÂ
◊ÔÂ ‚Â ÁËË“ Ë ◊ÔÓÓ ̂ Ë“, ÌÓ „Ë ÔÂ‚ ˙ ̆ ‡Ú ‚˙‚ ‚ËÚË ÌË, ‚ life sex shows, ‚ „Ë„‡ÌÚ ÒÍË
ÂÍÎ‡ ÏÌË bil lbord-Ó‚Â, ‚ „Ó‰Ë¯ ÌË ÙÂÒÚË ‚‡ ÎË Ë Ô‡Ì ‡Ë Ë Ì‡ ÒÂÍÒ-ËÌ‰Û ÒÚËfl Ú‡.

èÓ ‚Â ÏÂ ÚÓ Ì‡ Ö‚„Â ÌË ë˛ ÚÓ‚‡ Ò‡ ·ËÎË „‡‰ ÒÍË ÔÓÚ‡È ÌÓ ÒÚË – ÒÂ„‡ Ò‡ ‚ËÁÛ‡ ÎË ÁË ‡ ÌË
Ë ıËÔÂ ·Ó ÎË ÁË ‡ ÌË „‡‰ ÒÍË fl‚ÌÓÒÚË. å‡¯ËÌ‡Ú‡ Á‡ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó Ì‡ ÔÓÒÚ-ÏÓ‰Â ÌË
Ó·‡ ÁË ÒÂ Â Á‡‰‚Ë ÊË Î‡ Ì‡ Ó·‡ ÚÂÌ ÂÊËÏ: ‚˙ıÛ ÒÔÂ ̂ Ë ÙË˜ ÌË ˜‡ÒÚË ÓÚ „‡‰‡ Úfl ‡ÁË -
„‡ ‚‡ ÒÂÌ ÍË ÚÂ Ì‡ ÓÌÂÁË ‡ı‡Ë˜ ÌË ÒÚ‡ ÒÚË, ÍÓËÚÓ Ô‡ÌÓÔ ÚË ̃ Â ÒÍ‡ Ú‡ Ï‡¯Ë Ì‡ Ì‡ ‡ˆËÓ -
Ì‡Î ÌËfl „‡‰ Â ËÒÍ‡ Î‡ ‚Â‰Ì˙Ê Á‡‚Ë Ì‡ „Ë ‰‡ ËÁÍÎ˛ ̃ Ë: ÌÂ˘Ó Í‡ÚÓ ÙÓÍÛ ÒË ‡ ÌÓ ÔË ÁÓ ‚‡ -
‚‡ ÌÂ Ì‡ ÛÊ‡Ò ÌË ÚÂ ‰ÛıÓ ‚Â Ì‡ ÓÔÂ ‰Â ÎÂ ÌË ÏÂÒÚ‡, ‚ÏÂ ÒÚÓ Ô‡Ì-ÓÔÚË ̃ Â ÒÍË ÂÍÁÓ ÒËÁ˙Ï12.
èË ÚÓ‚‡ ÎÓÍ‡Î Ì‡ Ú‡ Ó·‡Á ÌÓÒÚ ÔÂ ÏË Ì‡ ‚‡ ‚ Ì‡‰-ÎÓÍ‡Î ÌË Ó·‡Á ÌË ÔÓÚÓ ̂ Ë: Â‡Î ÌË ÚÂ
„ÂÚ‡ Ë ·Ó ‰ÂË Ì‡ ÏÂ„‡ ÔÓ ÎË Ò‡ ·Ë‚‡Ú ‚ÒÂ ÍË‰ ÌÂ ‚Â ÌÓ ◊Û‰‚Ó ÂÌË“ ÓÚ ÒÂÌ Á‡ ̂ ËÓÌ ÌË ÌÓ‚Ë ÌË,
ÓÚ Ê˙ÎÚ‡ ÔÂÒ‡, ÙËÎÏË, ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ÒÂË‡ ÎË, ÍË ÏË Ì‡Î ÌË Ë ÂÓ ÚË˜ ÌË ·ÂÒÚ ÒÂÎ˙ Ë,
ÍÓËÚÓ ‡Á ÏÌÓ Ê‡ ‚‡Ú „‡‰ ÒÍË ÚÂ ÎÂ„ÂÌ ‰Ë Ë ÔÓÚË Ò‡ ̆ Ë ÚÂ ÒÎÛ ıÓ ‚Â. åÂÒÚ‡Ú‡ ÒÂ ÂÏ·ÎÂ Ï‡ -
ÚË ÁË ‡Ú – ÒÚ‡ ‚‡Ú ÏÌÓ„Ó ÔÓ‚Â ̃ Â ÚÓÔÓ ÒË Ì‡ ‚˙Ó· ‡ ÊÂ ÌËÂ ÚÓ, ÓÚÍÓÎ ÍÓ ÚÓ Ì‡ „‡‰ ÒÍ‡ Ú‡
Í‡Ú‡. í˙ÍÏÓ Í‡ÚÓ Ú‡ÍË ‚‡ ÚÂ ËÁÔ˙Î Ìfl ‚‡Ú Á‡‰‡ ̃ ‡ Ú‡ ÒË: ‰‡ ÔË ̨  Úfl ‚‡Ú ÌÂÏË ÒÎË ÏË ÔÓ
Ò‚Ófl Ú‡ ÊÂÒÚÓ ÍÓÒÚ Û·ËÈ ÒÚ‚‡, Ò‡Ï ÌË ÔË ÍÎ˛ ̃ Â ÌËfl Ì‡ ·ÓÎÌË Ë ‡Á ‚‡Ú ÌË ÚÂÎ‡, ·‡‚ÌÓ
ÁÂ Â ̆ Ë „‡Ì ‰Ë ÓÁ ÌË Í‡Ú‡ ÒÚÓ ÙË, ·ËÓ ÎÓ „Ë˜ ÌË Ë ÚÂı ÌÓ ÎÓ „Ë˜ ÌË î‡Ì ÍÂÌ ̆ ‡ÈÌ-Ë...

ë ÔÓÒÚ ÏÓ ‰Â Ì‡ Ô‡Á‡ Ì‡ ‡ˆËÓ Ì‡Î ÌÓÒÚ Ï‡¯Ë Ì‡ Ú‡ Á‡ Ó·‡ ÁË Â ÔÂ ‚˙ Ì‡ Î‡ „‡‰‡-‰ÓÏ
(Ì‡ ÌÂÏ ÒÍË Heim), ÔÓÌÂ ‚ ÚÂÁË ÚÓ˜ÍË, ‚ ÌÂ„Ó ‚‡ Ú‡ ÔÓ ÚË ‚Ó ÔÓ ÎÓÊ ÌÓÒÚ – ‚ ÁÎÓ ‚Â ̆ Ë,
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The majority of giant cities have particular districts and suburbs that cultivate a “frighten-
ing” or “licentious” aura – instead of hiding their reputation, they flaunt and sell it. In con-
trast with the clean and civilised urban districts, the dirty slums and shanty-towns as if
want to flaunt the lack of control and urban care, making you feel vulnerable and in dan-
ger. For their part, the red-light districts have turned into total pornographic visibility,
something that forty or fifty years ago would have scandalised every “normal” gaze: not
only have they allowed the images of what used to be regarded as “perversions” and
“vices” to become visible, but they have also turned them into shop windows, into live sex
shows, into giant billboards, annual fairs and festivals of the sex industry.

While in the days of Eugène Sue these were urban mysteries, now they are visualised and
hyperbolised urban manifestations. The machine for the production of postmodern images
is now operating in reverse mode: it plays out, in specific parts of the city, the shadows of
the archaic passions which the panoptic machine of the rational city wanted to exclude
once and for all – something like a focused summoning of the sinister spirits of specific
places instead of a panoptic exorcism12. At that, local imagery converts into supra-local
visual flows: the real slums and shanty-towns of the megapolis are perpetually “doubled”
by sensational news, by tabloids, films, TV series, crime and erotic bestsellers that multi-
ply urban legends and shocking rumours. Such places become emblematic – they
become much more loci of the imagination than of the city map. It is precisely as such
that they fulfil their task: of accommodating inconceivably brutal murders, shameful adven-
tures of sick and lecherous bodies, slowly brewing disasters, biological and technological
Frankenstein's monsters…

With a postmodern rationality, the
machine for the production of
images has turned the home-city
(Heim), or at least those parts of it,
into its opposite: into sinister,
uncannily alien non-places which
Freud calls unheimlich13. The
machine has then incorporated the
unheimlich itself into the intensive
visual market – multiplying it into
countless crime and horror sto-
ries14, ensuring tourist popularity of
the red-light districts, turning the
places of urban curses, ghosts
and horrors into guided tours.

In other words, just like the modern city the megapolis hides, interns and marginalises.
But it does this in a paradoxical way: by hiding its crimes, ills, slums, miseries, madness-
es behind… their own hyperbolic, projected into the realm of phantasms, images. The
most invisible thing is… the screen itself; and the reality of the Other disappears, hidden
behind phobic and erotic visual games projected by the imagination onto the real “other”
spaces themselves – but in a greatly magnified, sinister or grotesque form. This is a new
visual regime: invisibility caused by… excessive visibility of the fantastic doubles.

* * *
In a way that is both similar and different, the megapolis has begun to hide its own ration-
ality as well – its technological and urban infrastructure which continues to be modern in
essence. Could the reason be that the regime of postmodern perception of technology is
no longer a cause for pride but for fear? The previous engineering structures, locomotives,
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ÒÚ‡Ì ÌÓ-˜ÛÊ‰Ë ÌÂ-ÏÂÒÚ‡, ÍÓËÚÓ îÓÈ‰ Ì‡Ë ̃ ‡ ◊unhei mlich“13. Ä Ò‡ÏÓ ÚÓ unhei mlich Â
‚ÍÎ˛ ̃ Ë Î‡ ‚ ËÌÚÂÌ ÁË‚ ÌËfl ‚ËÁÛ‡ÎÂ Ì Ô‡Á‡ – ÏÛÎ ÚË ÔÎË ̂ Ë ‡ Î‡ „Ó Â ‚ ·ÂÁ ·ÓÈ ÍËÏ ÍË Ë
hor ror sto ri es14, ÓÒË„Û Ë Î‡ ÏÛ Â ÚÛË ÒÚË ̃ Â ÒÍË ÛÒÔÂı Á‡ ◊˜Â ‚Â ÌË ÚÂ“ Í‚‡  Ú‡ ÎË, ÔÂ ‚˙ -
Ì‡ Î‡ Â ‚ ÂÍÒÍÛ ÁÓ ‚Ó‰ ÒÍË ÚÛÓ ‚Â ÏÂÒÚ‡ Ú‡ Ì‡ „‡‰ ÒÍË ÚÂ ÔÓ ÍÎfl ÚËfl, ÔËÁ ‡ ̂ Ë Ë ÛÊ‡ÒË.

í.Â. ÔÓ‰Ó· ÌÓ Ì‡ ÏÓ‰Â ÌËfl „‡‰, ÏÂ„‡ ÔÓ ÎËÒ˙Ú ÍËÂ, ËÌÚÂ ÌË ‡ Ë Ï‡ „Ë Ì‡ ÎË ÁË ‡. çÓ
Ô‡‚Ë ÚÓ‚‡ ÔÓ Ô‡‡ ‰ÓÍ Ò‡ ÎÂÌ Ì‡˜ËÌ: ÒÍË ‚‡È ÍË Ò‚ÓË ÚÂ ÔÂ ÒÚ˙ ÔÎÂ ÌËfl, ·ÓÎÂ ÒÚË, ·Ó -
‰ÂË, ÏËÁÂ ËË, ÎÛ‰Ó ÒÚË Á‡‰... ÒÓ· ÒÚ‚Â ÌË ÚÂ ËÏ ıË·Â ·Ó ÎË˜ ÌË, ËÁÚÂ „ÎÂ ÌË ‚ ÒÙÂ ‡ Ú‡ Ì‡
Ù‡Ì Ú‡Á ÏË ÚÂ, Ó·‡ ÁË. ç‡È-ÌÂ‚Ë ‰Ë ÏÓ ÚÓ ÌÂ˘Ó Â ... Ò‡ÏËflÚ ÂÍ‡Ì; Ë Â‡Î ÌÓÒÚ Ú‡ Ì‡
ÑÛ „Ó ÚÓ ËÁ˜ÂÁ ‚‡, ÒÍË Ú‡ Á‡‰ ÙÓ·ËÈ ÌË Ë ÂÓ ÚË˜ ÌË Ó·‡Á ÌË Ë„Ë, ÔÓ ÊÂÍ ÚË ‡ ÌË ÓÚ
‚˙Ó· ‡ ÊÂ ÌËÂ ÚÓ ‚˙ıÛ Ò‡ÏË ÚÂ Â‡Î ÌË ◊‰Û„Ë“ ÏÂÒÚ‡ – ÌÓ ‚ ÏÌÓ „Ó Í‡Ú ÌÓ ÔÂÛ ‚Â ÎÂ -
˜ÂÌ, ÁÎÓ ‚Â˘ ËÎË „Ó ÚÂ ÒÍÓ‚ ‚Ë‰. íÓ‚‡ Â ÌÓ‚ ‚ËÁÛ‡ ÎÂÌ ÂÊËÏ: ÌÂ‚Ë ‰Ë ÏÓÒÚ, ÔÂ ‰ËÁ -
‚Ë Í‡ Ì‡ ÓÚ... Ò‚˙ı-‚Ë‰Ë ÏÓÒÚ Ì‡ Ù‡Ì Ú‡ ÒÚË˜ ÌË ÚÂ ‰‚ÓÈ ÌË ̂ Ë.

*  *  * 
èÓ Ì‡˜ËÌ Â‰ÌÓ ‚Â ÏÂ ÌÓ ‡Ì‡ ÎÓ „Ë ̃ ÂÌ Ë ‡Á ÎË ̃ ÂÌ, ÏÂ„‡ ÔÓ ÎËÒ˙Ú Â Á‡ÔÓ˜ Ì‡Î ‰‡ ÍËÂ Ë
ÒÓ· ÒÚ‚Â Ì‡ Ú‡ ÒË ‡ˆËÓ Ì‡Î ÌÓÒÚ – ÚÂı ÌÓ ÎÓ „Ë˜ Ì‡ Ú‡ ÒË Ë Û·‡ ÌË ÒÚË˜ Ì‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡,
ÍÓflÚÓ ÔÓ‰˙Î Ê‡ ‚‡ ‰‡ ·˙‰Â ÔÓ-Ò˙˘Â ÒÚ‚Ó ÚÓ ÒË ÏÓ‰Â Ì‡. Ñ‡ÎË ÔË ̃ Ë Ì‡ Ú‡ ÌÂ Â, ˜Â
ÂÊË Ï˙Ú Ì‡ ÔÓÒÚ-ÏÓ‰Â ÌÓ ‚˙ÔËÂ Ï‡ ÌÂ Ì‡ ÚÂı ÌÓ ÎÓ „Ëfl Ú‡ ‚Â˜Â ÌÂ Â Ò‚˙ Á‡Ì Ò „Ó ‰ÓÒÚ,
‡ Ò˙Ò ÒÚ‡ı? èÂ ‰Ë¯ ÌË ÚÂ ËÌÊÂ ÌÂ ÌË ÍÓÌ ÒÚÛÍ ̂ ËË, ÎÓÍÓ ÏÓ ÚË ‚Ë, ËÌ‰Û ÒÚË ‡Î ÌË ÚÂ
ÒËÒÚÂ ÏË Ò˙Ò Ò‚ÓË ÚÂ ÍÓÏË ÌË, ÚÂı ÌÓ ÎÓ „Ë˜ ÌË ÚÂ ˜Û‰Â Ò‡ Ë ÁÌ‡ˆË ‚Â˜Â ÌÂ ÒÂ ËÁÔ‡ ‚flÚ
Ô‡ÚÂ ÚË˜ ÌÓ ÔÂ‰ Ó˜ËÚÂ, Á‡ ‰‡ ÓÁÌ‡ ̃ ‡Ú Ï‡¯‡ Ì‡ èÓ „Â Ò‡, ÏÓ˘Ú‡ Ì‡ íÂı ÌË Í‡ Ú‡ Ë
‚Î‡ÒÚ Ú‡ Ì‡ ê‡ÁÛ Ï‡. í˙È Í‡ÚÓ „ÓÎÂ ÏË ÚÂ ‡Á Í‡ ÁË Á‡ èÓ „Â Ò‡ Ë ÖÏ‡Ì ̂ Ë Ô‡ ̂ Ëfl Ú‡ ÌÂ Ò‡ ‚
Ò˙ÒÚÓfl ÌËÂ ‰‡ ËÁÎ˙˜ ‚‡Ú ‚Â˜Â Ù‡Ì Ú‡Á Ï‡ ÚË˜ Ì‡ ÂÌÂ „Ëfl, ÂÔÂ ÁÂÌ Ú‡ ̂ ËË ÚÂ Ì‡ ◊ÍÓÌ ÒÚÛÍ -
ÚË‚ ÌËfl ê‡ÁÛÏ“ Ë ÉÓÎfl Ï‡ Ú‡ ËÌ‰Û ÒÚËfl Ò‡ Á‡ÏÂ ÌÂ ÌË ÓÚ Ó·‡ ÁË ÚÂ Ì‡ ËÌ‰Ë ‚Ë ‰Û ‡Î Ì‡ Ú‡
ÍÓÌ ÒÛ Ï‡ ̂ Ëfl. äÓÌ ÒÚÛÍ ÚË‚ Ì‡ Ú‡ (◊ÚÂÍ ÚÓ ÌË˜ Ì‡“) ÒÚÛÍ ÚÛ ‡ Ì‡ Ò„‡ ‰Ë ÚÂ, Ú‡Í‡ Ó·Ë ̃ ‡ Ì‡ ÓÚ
‡ıË ÚÂÍ ÚÛ ÌËfl ÏÓ‰Â ÌËÁ˙Ï, Â ÔÂ ÒÚ‡ Ì‡ Î‡ ‰‡ ·˙‰‡ ÂÒÚÂ ÚË ̃ Â ÒÍ‡ Ò‡ÏÓ ̂ ÂÌ ÌÓÒÚ. ífl ‰ÌÂÒ
Â ÒÍË Ú‡ Á‡‰ ÔÓÒÚ-ÏÓ‰Â Ì‡ Ú‡ Ë„‡ Ò Ù‡Ò‡ ‰Ë, ËÓ ÌË˜ ÌË ÓÌ‡ ÏÂÌ ÚË, ˆËÚ‡ ÚË Ë Í‡‚˙
‚Â ÒËË Ì‡ ‡ıË ÚÂÍ ÚÛ Ì‡ Ú‡ ËÒÚÓ Ëfl. ë˙˘Ó ÚÓ Â ÒÔÓ ÎÂ Úfl ÎÓ ‚ÒË˜ ÍË ËÌÙ‡ ÒÚÛÍ ÚÛ ÌË
Í‡Ì‡ ÎË: ‰ÌÂÒ ÌÂ Ò‡ÏÓ ‚Ó‰Ó ÔÓ ‚Ó ‰˙Ú Ë Í‡Ì‡ ÎË Á‡ ̂ Ëfl Ú‡, ‡ Ë ‚˙Á‰Û ıÓ-ÔÓ ‚Ó ‰Ë ÚÂ, ÂÎÂÍ -
ÚÓ ÔÓ ‚Ó ‰Ë ÚÂ, ÓÔÚË˜ ÌË ÚÂ ÔÓ ‚Ó‰ ÌË ̂ Ë Ë ˜Ó‚Â ÍÓ-ÔÓ ‚Ó ‰Ë ÚÂ (ÏÂÚÓ ÚÓ) Ò‡ ÌÂ‚Ë ‰Ë ÏË: ÚÂ
ÔÓÚ˙ ‚‡Ú ÔÓ‰ ÔÓ‚˙ ıÌÓÒÚ Ú‡ ËÎË ÒÂ ËÁ‰Ë „‡Ú Ì‡ ÔËÎÓ ÌË ‚ËÒÓ ÍÓ Ì‡‰ ‡‚ ÌË ̆ Â ÚÓ Ì‡ ÔÓ„ÎÂ -
‰‡ (Ï‡„Ë ÒÚ‡ ÎË, „‡‰ ÒÍË ‚Î‡ ÍÓ ‚Â, S-Bahn) Ë Ô. (ÇÔÓ ̃ ÂÏ Ú˙ÍÏÓ ÚÂÁË ËÌÙÂ Ì‡Î ÌË
ÔÓ ÒÚ‡Ì ÒÚ‚‡ – Í‡Ì‡ ÎË Á‡ ̂ Ëfl, ÚÛÌÂ ÎË Ì‡ ÏÂÚÓ ÚÓ, Ò‡ÏÓÚ ÌË ËÌÙ‡ ÒÚÛÍ ÚÛ ÌË Ó·ÂÍ ÚË ÓÚ
ÚËÔ‡ Ì‡ ÔÓ‰ ÁÂÏ ÌË Ô‡ ÍËÌ „Ë Ò‡ Ò˙˘Ó ÒÚ‡ ıÓ ‚Ë ÒˆÂÌË Ì‡ ÏÂ„‡ ÔÓ ÎË Ò‡). ãÂÚË ̆ ‡ Ú‡ Ò‡
‰‡ÎÂ˜ ËÁ‚˙Ì „‡‰‡, ÚÂÎÂ ÙÓÌ ÌË ÚÂ Í‡·Â ÎË ‚Â˜Â ÌÂ ÓÔ‡ Ò‚‡Ú „‡‰ ÒÍÓ ÚÓ ÌÂ·Â, Á‡˘Ó ÚÓ
ÍÓÏÛ ÌË Í‡ ̂ ËË ÚÂ Ò‡ ÔÓ‰ ÁÂÏfl Ú‡ ËÎË Ò‡ ‚ Á‡„‡ ‰˙ ̃ ÂÌ Á‡ Ó·ËÍ ÌÓ ‚Â ÌËfl ˜Ó‚ÂÍ Ò‡ÚÂ ÎË ÚÂÌ Ë
wire less ÂÊËÏ. å‡Í‡ ÌÂ·Ó ÒÚ˙ „‡ ̃ Ë ÚÂ ‰‡ Ò‡ ‚ÒÂ Ó˘Â ÔÓ ÏÂÒÚ‡ Ú‡ ÒË, ‰ÓË ÚÂ ‚Â˜Â ÌÂ
Ì‡Ú ‡Ô ‚‡Ú Ì‡ Ó˜ËÚÂ ÒÏ‡È ‚‡ ̆ ‡ Ú‡ ÒË ÚÂı ÌÓ ÎÓ „Ë˜ Ì‡ ÌÂ‚Â Ó flÚ ÌÓÒÚ – ÔÓ‚Â ̃ Â ÚÓ ÓÚ Úflı
‚Â˜Â ÔË ÎË ̃ ‡Ú Ì‡ ÒˆÂ ÌÓ „‡Ù ÒÍË ÔÓ ÂÍ ÚË, ‰ÂÍÓ Ë15, ÏÓ„‡Ú ‰‡ ÒÂ Ï‡ÒÍË ‡Ú Í‡ÚÓ Ó·ËÍ -
ÌÓ ‚Â ÌË ÂÍÎ‡ ÏË – ‚ Å‡Ì ÍÓÍ, Ì‡ÔË ÏÂ, ËÏ‡ ÌÂ·Ó ÒÚ˙ „‡˜, ˜ËflÚÓ Ù‡Ò‡ ‰‡ Â ÔÓ ÒÚÓ
ÒÍË Ú‡ ÓÚ Ó„Ó ÏÂÌ Ó·‡Á Ì‡ ÏËÌÛ ‚‡˜ – Ë, ‡Á ·Ë ‡ ÒÂ, ÌÂ ÍÓÈ ‰‡ Â, ‡ Ò‡ÏËflÚ ◊ÑÊÓÌË
ìÓÍ˙“, keep gÓing…

í.Â. ÚÂıÌÓ-ˆË‚Ë ÎË Á‡ ̂ Ëfl Ú‡ Ë ÔÂ ‰Ë¯ ÌËflÚ Ô‡Ì-ÓÔÚËÁ Ï˙Ú, ÍÓËÚÓ Ò‡ Ì‡Ô‡ ‚Ë ÎË Ó„ÓÏ ÌËfl
„‡‰ ‚˙ÁÏÓ ÊÂÌ, ‰ÌÂÒ ÒflÍ‡¯ ÒÂ ÒÚ‡ ‡flÚ ‰‡ ËÁÎË ̃ ‡Ú ÒÂ·Â ÒË ÓÚ ÌÂ„Ó ‚Ë ÚÂ ÂÍ‡ ÌË.
å‡Í‡ ÓÔÂ ‰Â Îfl ̆ Ë Á‡ Ì‡˜Ë Ì‡ Ì‡ ÊË‚ÓÚ ‚ ÏÂ„‡ ÔÓ ÎË Ò‡, ÚÂ ÒflÍ‡¯ ËÒÍ‡Ú ‰‡ ÒÂ ÔË ‡‚ -
ÌflÚ Ì‡ „‡‰ ÒÍË ÚÂ Ô‡Í ÚË ÍË, ‰‡ ÒÂ ÔÂ‰ ÒÚ‡ ‚flÚ Í‡ÚÓ ÌÂÁ‡ ÒÎÛ Ê‡ ‚‡ ̆ Ë ‚ÌË Ï‡ ÌËÂ, ÔÓ˜ÚË
ÔË Ó ‰‡, Ì‡È-‰Ó·Â ‡ÍÓ Â ‚˙ÁÏÓÊ ÌÓ ‰‡ ÒÂ ÒÎÂflÚ Ò „‡‰ ÒÍË ÚÂ Ô‡Á‡ ÌË Ë ÂÍÓ-ÒËÒÚÂ ÏË.
í.Â. ÚÂ ‚Â˜Â ÌflÏ‡Ú ‚ËÁÛ‡Î Ì‡ ÒÚÓÈ ÌÓÒÚ Ò‡Ï‡ ÔÓ ÒÂ·Â ÒË.

ë˙˘Ó Í‡ÍÚÓ ÒÓˆË‡Î Ì‡ Ú‡ ÑÛ „ÓÒÚ Ë ÚÂı ÌÓ ÎÓ „Ë˜ ÌËflÚ ÒÍÂ ÎÂÚ Ì‡ ÏÂ„‡ ÔÓ ÎË Ò‡ ËÏ‡ Ò‡ÏÓ
Â‰ËÌ ¯‡ÌÒ ‰‡ ÔÓÔ‡‰ ÌÂ ‚ ÂÊËÏ Ì‡ ‚Ë‰Ë ÏÓÒÚ – ÍÓ„‡ ÚÓ Â ‚ ÍË ÁË ÒÂÌ, Í‡Ú‡ ÒÚÓ ÙË ̃ ÂÌ
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industrial systems with their smoke stacks, technological wonders and signs no longer
rise grandly before the eyes, signifying the march of Progress, the might of Technology
and the power of Reason. As the grand narratives of Progress and Emancipation are no
longer capable of radiating phantasmatic energy, the representations of “constructive
Reason” and Big Industry have been replaced by the images of individual consumption.
The constructive (“tectonic”) structure of buildings, so beloved of architectural modernism,
has ceased to be an aesthetic value in itself. Nowadays it is hidden behind the postmod-
ern play with facades, ironic elements, quotations from and cover versions of architectural
history. The same fate has befallen all infrastructure channels: nowadays not only water
and sewer mains but also air conduits, power lines, optic conductors and people-conduits
(the underground railway system) are invisible: they are sunk underground or rise on
pylons high above eye level (highways, city trains, S-Bahn). (Incidentally, precisely these
infernal spaces – sewer systems, underground railway tunnels, lonely infrastructure sites
such as underground parking lots – are frightening scenes of the megapolis as well.)
Airports are far away from the city, phone cables no longer cut across the urban sky as
communications are underground or in a mysterious for ordinary people satellite or wire-
less mode. Although skyscrapers are still in place, even they no longer force upon the eye
their stunning technological incredibility – most of them now look like stage designs or
sets15, and can be disguised as ordinary advertisements: in Bangkok, for example, there
is a skyscraper whose façade is virtually hidden by a giant image of a pedestrian – and, of
course, not just of any pedestrian but of Johnnie Walker himself, keep going…

In other words, it is as if the techno-civilisation and the previous panopticism that made
the megacity possible are now trying to erase themselves from its screens. Although they
are definitive of the way of life in the megapolis, they as if want to equate themselves with
urban practices, to represent themselves as being unworthy of attention, as being almost
natural and, preferably, if possible to merge with the urban market and eco-systems. In
other words, they no longer have visual value in itself.

Just like social Otherness, the technological skeleton of the megapolis has only one
chance of becoming visible – and that is when it is in crisis, in catastrophic mode. Then it
produces sensations and threats – visual material suitable for the screens of the urban
unconscious along with all other obsessions, phobias and apocalyptic visions which the
city constantly plays out. Both the global TV audience and Parisians themselves “saw” the
Saint-Denis suburb when third-generation Maghrebi immigrants began torching cars to
demonstrate their lack of social prospects. In the same way, the Madrid railway station
and the London Underground became visible only after trains began exploding from al-
Qaeda bombs, while the Twin Towers, which had become almost part of Manhattan's nat-
ural skyline, produced the most horrifying theatrical-real sight of the twenty-first century
(as if taken straight out of films like Godzilla and Armageddon) – everyone, absolutely
everyone across the world watched the sinking of the new Titanic when it struck the hot
iceberg of terrorism, sinking with a solemn roar under the apocalyptic clouds of destruc-
tion, amidst the smoke of melting aluminium and flocks of office papers.

There is one more, last trend in the megapolis chaos which I will try to identify here. I have
already described how the megapolis has parted with the most important gifts of
Modernity discussed by de Certeau. It has lost its position as a single subject, which tried
to control it and build from its centre the urban space and life, setting also their visual
norm – today they are scandalised by the historical multiplicity, by the democratic disper-
sion, by the ethnic and social diversity of the megapolis. But the megapolis has also
begun to lose its stronghold: its limited, clear spatial location which made it a “city”. In the
age of media and virtual communications, the place and function of the city limits them-
selves are changing. The distant, the transcontinental, the world as comprehensive virtual-
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ÂÊËÏ. íÓ„‡ ‚‡ ÚÓÈ ÔÓ ËÁ ‚ÂÊ ‰‡ ÒÂÌ Á‡ ̂ Ëfl Ë Á‡ÔÎ‡ ı‡ – ‚ËÁÛ‡ ÎÂÌ Ï‡ÚÂ Ë ‡Î, ÔÓ‰ ıÓ ‰fl˘
Á‡ ÂÍ‡ ÌË ÚÂ Ì‡ „‡‰ ÒÍÓ ÚÓ ÌÂÒ˙ ÁÌ‡ ÚÂÎ ÌÓ, Â‰ÓÏ Ò ‰Û„Ë Ï‡ÌËË, ÒÚ‡ ıÓ ‚Â Ë ‡ÔÓ Í‡ ÎËÔ -
ÚË˜ ÌË ‚ËÁËË, ÍÓËÚÓ „‡ ‰˙Ú ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ËÌÒˆÂ ÌË ‡. à Ò‚Â ÚÓ‚ Ì‡ Ú‡ ÚÂÎÂ ‚Ë ÁËÓÌ Ì‡
ÔÛ·ÎË˜ ÌÓÒÚ, Ë Ò‡ÏË ÚÂ Ô‡Ë Ê‡ ÌË ◊‚Ë‰fl ı‡“ ÔÂ‰ „‡ ‰ËÂ ÚÓ ◊ëÂÌ ÑÂÌË“, ÍÓ„‡ ÚÓ ÚÂ ÚÓ ÚÓ
ÔÓÍÓ ÎÂ ÌËÂ Ï‡„Â· ÒÍË  ÂÏË „‡Ì ÚË Á‡ÔÓ˜ Ì‡ ‰‡ Ô‡ÎË ÍÓÎË, Á‡ ‰‡ Ï‡ ÍË ‡ Ò ÚÓ‚‡
ÒÓˆË‡Î Ì‡ Ú‡ ÒË ·ÂÁ ÔÂÒ ÔÂÍ ÚË‚ ÌÓÒÚ. èÓ Ò˙˘Ëfl Ì‡˜ËÌ Ï‡‰ Ë‰ ÒÍ‡ Ú‡ „‡‡ Ë ÎÓÌ ‰ÓÌ ÒÍÓ ÚÓ
ÏÂÚÓ ÒÚ‡ Ì‡ ı‡ ‚Ë‰Ë ÏË, Â‰‚‡ ÍÓ„‡ ÚÓ ‚Î‡ ÍÓ ‚Â ÚÂ Á‡ÔÓ˜ Ì‡ ı‡ ‰‡ ÂÍÒÔÎÓ ‰Ë ‡Ú ÓÚ ·ÓÏ ·Ë ÚÂ
Ì‡ ÄÎ ä‡È‰‡, ‡ ÔÂ ‚˙ Ì‡ ÎË ÚÂ ÒÂ ÔÓ˜ÚË ‚ ˜‡ÒÚ ÓÚ ÔË Ó‰ ÌËfl ◊sky line“ Ì‡ å‡Ìı‡Ú˙Ì
ÅÎËÁ Ì‡ ̂ Ë Ó‰Ë ı‡ Ì‡È-ÛÊ‡Ò Ì‡ Ú‡ ÚÂ‡Ú‡Î ÌÓ-Â‡Î Ì‡ „ÎÂ‰ Í‡ Ì‡ XXI ‚ÂÍ (ˆËÚË ‡ ̆ ‡
ÙËÎÏË Í‡ÚÓ ◊ÉÓ‰ÁË Î‡“ Ë ◊ÄÏ‡ „Â ‰ÓÌ“) – ‚ÒË˜ ÍË, ‡·ÒÓ Î˛Ú ÌÓ ‚ÒË˜ ÍË ÔÓ-Ò‚ÂÚ‡ Ì‡·Î˛ ‰‡ -
‚‡ ı‡ ÔÓÚ˙ ‚‡ ÌÂ ÚÓ Ì‡ ÌÓ‚Ëfl íËÚ‡ ÌËÍ, Ò·Î˙ ÒÍ‡Î ÒÂ Ò „ÓÂ ̆ Ëfl ‡ÈÒ ·Â„ Ì‡ ÚÂÓ ËÁ Ï‡,
ÔÓÚ˙ ‚‡˘ Ò Ú˙ ÊÂ ÒÚ‚ÂÌ „˙Ï ÔÓ‰ ‡ÔÓ Í‡ ÎËÔ ÚË˜ ÌË ÚÂ Ó·Î‡ ̂ Ë Ì‡ ‡Á Û ı‡ Ú‡, ÒÂ‰ Ô‡Ë ÚÂ
Ì‡ ÚÓÔfl ̆ Ëfl ÒÂ ‡ÎÛ ÏË ÌËÈ Ë flÚ‡Ú‡ ÓÚ ÓÙËÒ ÌË ‰ÓÍÛ ÏÂÌ ÚË.

àÏ‡ Ó˘Â Â‰Ì‡, ÔÓÒÎÂ‰ Ì‡ Ú‡ ÔÓÒÓ Í‡ ‚ ÏÂ„‡ ÔÓ ÎËÒ ÌËfl ı‡ÓÒ, ÍÓflÚÓ ˘Â ÒÂ ÓÔË Ú‡Ï ‰‡ Ú‡ -
ÒË ‡Ï. èÓ-„ÓÂ ÓÔË Ò‡ı Í‡Í ÏÂ„‡ ÔÓ ÎËÒ˙Ú ÒÂ Â ‡Á ‰Â ÎËÎ Ò Ì‡È-‚‡Ê ÌË ÚÂ ÔÓ‰‡ ˙ ̂ Ë Ì‡
åÓ‰ÂÌÓÒÚÚ‡, Á‡ ÍÓËÚÓ „Ó‚Ó Ë ‰Â ëÂÚÓ. íÓÈ Â Á‡„Û ·ËÎ Â‰ËÌ Ì‡ Ú‡ ÒË ÒÛ·ÂÍÚ ÌÓÒÚ,
ÍÓflÚÓ ÒÂ Â ÓÔË Ú‚‡ Î‡ ‰‡ „Ó ÍÓÌ ÚÓ ÎË ‡ Ë ÒÚÓË ÓÚ Ò‚Ófl ˆÂÌ Ú˙ „‡‰ ÒÍË ÚÂ ÔÓ ÒÚ‡Ì -
ÒÚ‚Ó Ë ÊË‚ÓÚ, Á‡‰‡ ‚‡È ÍË Ë ‚ËÁÛ‡Î Ì‡ Ú‡ ËÏ ÌÓÏ‡ – ‰ÌÂÒ ÚÂ Ò‡ ÒÍ‡Ì ‰‡ ÎË ÁË ‡ ÌË ÓÚ
ËÒÚÓ Ë ̃ Â ÒÍ‡ Ú‡ ÏÌÓ ÊÂ ÒÚ‚Â ÌÓÒÚ, ÓÚ ‰ÂÏÓ Í‡ ÚË ̃ Â ÒÍ‡ Ú‡ ‰ËÒ ÔÂ ÒËfl, ÓÚ ÂÚÌË ̃ Â ÒÍÓ Ë
ÒÓˆË‡Î ÌÓ ÏÌÓ „Ó Ó· ‡ ÁËÂ. çÓ ÚÓÈ Á‡ÔÓ˜ ‚‡ ‰‡ „Û·Ë Ë ÔÓÒÎÂ‰ ÌËfl ÒË Û·ÂÊ – Ò‚Ófl Ú‡
Ó„‡ ÌË ̃ Â Ì‡, flÒÌ‡ ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌÓÒÚ, ÍÓflÚÓ „Ó Â Ô‡ ‚Â Î‡ ◊„‡‰“. Ç ÂÔÓ ı‡ Ú‡ Ì‡ ÏÂ‰ËË Ë
‚Ë ÚÛ ‡Î ÌË ÍÓÏÛ ÌË Í‡ ̂ ËË ÒÂ ÔÓ ÏÂ Ìfl ÏflÒÚÓ ÚÓ Ë ÙÛÌÍ ̂ Ëfl Ú‡ Ì‡ Ò‡ÏË ÚÂ „‡‰ ÒÍË „‡ ÌË ̂ Ë.
Ñ‡Î Â˜ ÌÓ ÚÓ, Ú‡Ì ÒÍÓÌ ÚË ÌÂÌ Ú‡Î ÌÓ ÚÓ, Ò‚ÂÚ˙Ú Í‡ÚÓ ˆflÎÓÒÚ Ì‡ ‚Ë ÚÛ ‡Î ÌÓÒÚ ÔË Ò˙ ÒÚ‚‡Ú
Ì‡‚ Òfl Í˙ ‰Â, ‚˙‚ ‚ÒÂÍË ‰ÓÏ‡ ̄ ÂÌ ÍÓÏ Ô˛Ú˙, ‚˙‚ ‚ÒÂÍË àÌÚÂ ÌÂÚ-ÍÎÛ·. èÓÎ ÇËË ÎË ÈÓ
ÔÓ Á‡·Â ÎÂ ÊË ÚÂ ÎÂÌ Ì‡˜ËÌ ÔÓÍ‡Á ‚‡ ÚÓ‚‡ ‚˙ıÛ ÔÓ ·ÎÂ Ï‡ Á‡ „‡‰ ÒÍ‡ Ú‡ ÒË„Û ÌÓÒÚ: Óı‡ -
Ìfl ‚‡ ÌË ÚÂ „‡ ÌË ̂ Ë ÌÂ Ô‡ÁflÚ „‡‰‡ ÓÚ‚˙Ì, ‡ ÒÂ ËÏ‡ ÌÂÌ ÚË ÁË ‡Ú, Í‡ÏÂ Ë Ó·ÒËÔ ‚‡Ú ÛÎËˆË,
ÒÍ‡ ÌË ‡ ̆ Ë ÔÓ Ú‡ ÎË Ë ÔÓ ‚Â ÍË Á‡ Ó˙ ÊËÂ ËÏ‡ ‰‡ÎÂ˜ ÌÂ Ò‡ÏÓ Ì‡ ÎÂÚË ̆ ‡ Ú‡, ◊„‡ ÌË˜ -
ÌËflÚ ÍÓÌ ÚÓÎ“ ÒÔfl ÏÓ ÚÂÓ ËÁ Ï‡ ÏÓÊÂ ‰‡ ÒÂ Ì‡ÏÂ ÒË ‚˙‚ ‚ÒflÍ‡ ÚÓ˜Í‡ Ì‡ ÌÂflÒ Ì‡ Ú‡
„‡‰ ÒÍ‡ ÚÂË ÚÓ Ëfl, ‚˙‚ ‚ÒÂÍË ÏÓÏÂÌÚ, Ì‡ ‚ÒflÍÓ ÏflÒÚÓ, ‰ÓË ‚ Ò‡ÏÓ ÎÂ ÚË ÚÂ Ë ‚Î‡ ÍÓ ‚Â -
ÚÂ, ÍÓËÚÓ Ì‡ÔÛ ÒÍ‡Ú „‡‰‡.

åÂ„‡ÔÓÎËÒ˙Ú ‚Â˜Â ÌÂ Â ÓÌÓ‚‡ Ó˜Â ‚Ë‰ ÌÓ Ë ıÓÏÓ „ÂÌ ÌÓ „‡‰ ÒÍÓ ÏflÒÚÓ, ÚÂË ÚÓ Ë ‡Î Ì‡
ÚÓÚ‡Î ÌÓÒÚ, ‚ ÍÓflÚÓ ÒÂ ÔÂ ÒË ̃ ‡Ú Ë ÒÚ‡ ‚‡Ú ‚˙ÁÏÓÊ ÌË ‚ÒË˜ ÍË ÒÓˆË‡Î ÌË, ËÍÓ ÌÓ ÏË ̃ Â ÒÍË,
ÍÓÏÛ ÌË Í‡ ÚË‚ ÌË, ÂÒÚÂ ÚË ̃ Â ÒÍË Ë ‰Û„Ë ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚Ëfl. íÓÈ ÒÂ ÓÚ‚‡ fl, ‡Á Úfl „‡ ÒÂ ‚
ÏÂÊË, ‚˙ ÁÍË, ÍÓÏÛ ÌË Í‡ ̂ ËË, ÒÚ‡‚‡ ◊ÔÂ Í‡ ÎÂ ÌÓ ÓÚ‚Ó ÂÌ, ÔÂ-ÂÍÒÔÓ ÌË ‡Ì“ (ove rex po -
sed). èÓÎ ÇËË ÎË ÈÓ ÔË¯Â: ◊...„ÂÓ ‰Â ÁË ̃ Â ÒÍËflÚ ÏÛ Í‡Ô‡ ̂ Ë ÚÂÚ ‰‡ ÓÔÂ ‰Â Îfl Â‰ËÌ ÒÚ‚Ó ÚÓ
Ì‡ ÏflÒÚÓ Ë ‚ÂÏÂ Á‡ ‚ÒË˜ ÍË ÒÓˆË‡Î ÌË ‰ÂÈ ÒÚ‚Ëfl ‰ÌÂÒ ‚ÎËÁ‡ ‚ ‰ËÂÍ ÚÂÌ ÍÓÌ ÙÎËÍÚ Ò
ÒÚÛÍ ÚÛ ÌËfl Í‡Ô‡ ̂ Ë ÚÂÚ Ì‡ ÒÂ‰ ÒÚ‚‡ Ú‡ Á‡ Ï‡ÒÓ ‚‡ ÍÓÏÛ ÌË Í‡ ̂ Ëfl“16.

ífl· ‚‡ ‰‡ ÒÂ ÔÓ‰ ̃ Â Ú‡Â, ˜Â ÇËË ÎË ÈÓ ÌflÏ‡ ÔÂ ‰‚Ë‰ Ò‡ÏÓ Ï‡ÒÓ ‚Ë ÚÂ ÍÓÏÛ ÌË Í‡ ̂ ËË ‚
ÚÂÒ ÌËfl, ÚÂÎÂ ÍÓ ÏÛ ÌË Í‡ ̂ ËÓ ÌÂÌ ÒÏË Ò˙Î, ‡ „Ó‚Ó Ë Á‡ Ì‡È-¯ËÓ ÍÓ ‡Á ·Ë ‡ ÌË ÒÓˆË‡Î ÌË
Ó·ÏÂ ÌË – Á‡ ÚÓ‚‡, ˜Â Ï‡¯ Û ÚË ÚÂ, ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚ËÂ ÚÓ, Ó·Ïfl Ì‡ Ú‡ Ì‡ ıÓ‡, Ï‡¯Ë ÌË,
Ô‡Ë, Ó·‡ ÁË, ÒÓˆË‡Î ÌË Ô‡Í ÚË ÍË ‚Â˜Â ÌÂ ÔËÁ Ì‡ ‚‡Ú „‡ ÌË ̂ Ë ÚÂ Ì‡ ÔÓÎË Ò‡ Á‡ Ò‚Ófl
ÂÒÚÂ ÒÚ‚Â Ì‡ ÒˆÂÌ‡ Ì‡ ÒÎÛ˜ ‚‡ ÌÂ, ÔÂ ‰ÂÎ Ë ÂÙÂ ÂÌ ̂ Ë‡Î Ì‡ ÒËÒÚÂ Ï‡. Ç Û·‡ ÌË ÒÚË˜ ÌÓ Ë
ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÓÚÌÓ ̄ Â ÌËÂ ‰Â-ÎÓÍ‡ ÎË ÁË ‡ ÌÂ ÚÓ Ì‡ „‡‰‡ ÒÂ ËÁ‡ Áfl ‚‡ ‚ ÔÂ Ó· ‡ ÁÛ ‚‡ ÌÂ
Ì‡ Ú‡ ‰Ë ̂ ËÓÌ ÌÓ ÚÓ ÓÚÌÓ ̄ Â ÌËÂ ◊ˆÂÌ Ú˙ – ÔÂ‰ „‡ ‰Ëfl“ (ÓÚÚÂ „Îfl ÌÂ ÚÓ Ì‡ ·Ó„‡ ÚË ÚÂ ‚ ÔÂ -
ÒÚËÊ ÌË res iden ce areas, ·ÂÁ ÏÂ ÌÓ ÚÓ ‡Á Úfl „‡ ÌÂ Ì‡ ÔÂ‰ „‡ ‰Ëfl Ú‡, ÍÓËÚÓ Á‡ÔÓ˜ ‚‡Ú ‰‡
ËÏ‡Ú Ò‚ÓË ÎÓÍ‡Î ÌË ˆÂÌ ÚÓ ‚Â (ÏÓÎÓ ‚Â), Ó·ÂÁ Î˛ ‰fl ‚‡ ÌÂ ÚÓ Ë „ÂÚÓ Ë ÁË ‡ ÌÂ ÚÓ Ì‡ „‡‰ ÒÍË -
ÚÂ ˆÂÌ ÚÓ ‚Â, ÊË‚Â Â ̆ Ë Ò‡ÏÓ ÔÂÁ ‡·ÓÚ ÌÓ ÚÓ ‚ÂÏÂ Ì‡ ·‡ÌÍË, ÓÙËÒ-Ò„‡ ‰Ë Ë Ô‡ ‚Ë -
ÚÂÎ ÒÚ‚Â ÌË Û˜ÂÊ ‰Â ÌËfl17. éÚ „ÎÂ ‰Ì‡ ÚÓ˜Í‡ Ì‡ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó ÚÓ Ë ÂÍÓ ÎÓ „Ëfl Ú‡ ÔÂ ‰Ë¯ ÌË -
ÚÂ ËÌ‰Û ÒÚË ‡Î ÌË ÔÂË ÙÂ ËË Ì‡ ·Ó„‡ ÚË ÚÂ Ò‚Â ÚÓ‚ ÌË „‡ ‰Ó ‚Â ÒÂ ◊˜ËÒÚflÚ“ ÓÚ Ï˙Ò ÌË ÚÂ
ÔÓ ËÁ ‚Ó‰ ÒÚ‚‡ Ë ËÌ‰Û ÒÚË ‡Î ÌË ÚÂ Í‚‡ Ú‡ ÎË, ÍÓËÚÓ ÒÂ ÏÂÒÚflÚ Ì‡ ‰ÂÒÂÚ ÍË ıËÎfl ‰Ë ÍËÎÓ -
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ity are omnipresent, they are in each PC, in each Internet club. Paul Virilio shows this very
well in the case of urban safety and security: the guarded borders do not protect the city
from the outside but become immanent, cameras dot the streets, scanning portals and
weapons checks are not confined to airports only, “border controls” against terrorism can
intervene at any point of the city's unclear territory, at any time and at any place, even on
the planes and trains leaving the city.

The megapolis is no longer the obvious and homogeneous urban space, the territorial
totality within which all social, economic, communicative, aesthetic and other interactions
intersect and become possible. It opens up, stretches into networks, contacts and com-
munications, it becomes “too open, overexposed”. As Paul Virilio writes, “its geodetic
capacity to define a unity of time and place for all actions now enters into direct conflict
with the structural capacities of the means of mass communication”16.

It must be noted that Virilio is not referring only to mass communications in the narrow,
telecommunications sense but to social exchanges in the broadest sense, noting that
routes, interactions, the exchange of people, machines, money, images, social practices no
longer recognise the boundaries of the polis as their natural setting, limits and referential
system. In an urbanistic and economic respect, the de-localisation of the city consists in the
transformation of the traditional relationship between city centre and suburbs (the withdrawal
of the wealthy to prestigious residence areas, the unlimited growth of suburbs which begin
to have their own local centres [malls], the depopulation and ghettoisation of the city centres
which are alive only during the work hours of banks, office buildings and government institu-
tions)17. From the point of view of industry and ecology, the previous industrial fringes of the
rich global cities are being “cleansed” of polluting productions and industrial districts, which
are being relocated tens of thousands of kilometres away, following the cheap, postcolonial
labour (losing their jobs, the locals move into the inner-city slums).

As regards the visual aspect with which we are concerned here, the post-capitalist
megacity has become a system of screens that flash various spectacles in a chaotic,
unregulated way: these are the ethnoscapes, technoscapes, ideoscapes and
financescapes analysed by Arjun Appadurai18. The post-capitalist megacity attracts vari-
ous migration flows which stay or pass through it, leaving traces everywhere; from a
commercial point of view, it is increasingly dominated by global visual chains, by virtual
hybrids which ignore the local clients and audiences, directly targeting the global ones:
by global video panels, MTV video clips, cosmopolitan interfaces, global billboards
which tower above the local poor and amateur visual production. For advertisers, the
real high-rises or busy intersections are nothing but one more display screen – one of
many (one and the same advertisement can be seen on billboards, on television, on the
Internet in Bulgaria, France, Thailand or the USA; you can hear it on the radio, etc.). In
other words, the lines between urban spaces and the media are becoming increasingly
blurred: urban spaces have become a tiny part of the myriads of international TV chan-
nels, local or global electronic forums, millions of chat rooms, personal blogs, wireless
communications, flows of data, scanned and sent images. So are the lines between real
public forms and all forms of talk shows, discussion groups of the diaspora or fan clubs
of a particular city or country, or between real face-to-face communication and distance
communication (by mobile phone, Skype, Web chatting…). To generalise, in this “over-
exposed” variant virtual culture has largely “eliminated” real space, thereby revising
such key relationships as in/out, home/city, public/private and own/other. Analysts have
pointed out this effect of “de-localisation” of the city, which is associated with the “dis-
embodiment” of the individual and the arguable disappearance of the flaneur and
pedestrian crowds. Following the transition from the modern city-machine to the “post-
modern information city”, one no longer needs to idly wander round the streets in order
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ÏÂ ÚË, ÒÎÂ‰ ‚‡È ÍË Â‚ÚË Ì‡ Ú‡, ÔÓÒÚ-ÍÓÎÓ ÌË ‡Î Ì‡ ‡·ÓÚ Ì‡ ˙Í‡ (ÓÒÚ‡ Ì‡ ÎË ·ÂÁ ‡ ·ÓÚ ÌË,
ÏÂÒÚ ÌË ÚÂ Ô˙Í Á‡Â Ï‡Ú ˆÂÌ Ú‡Î ÌË ÚÂ „ÂÚ‡).   

éÚ ‚ËÁÛ‡Î Ì‡ Ú‡ „ÎÂ ‰Ì‡ ÚÓ˜Í‡, ÍÓflÚÓ ÌË ËÌÚÂ Â ÒÛ ‚‡ ÚÛÍ, ÔÓÒÚ-Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍËflÚ „Ë„‡ÌÚ -
ÒÍË „‡‰ ÒÚ‡‚‡ ÒËÒÚÂ Ï‡ ÓÚ ÂÍ‡ ÌË, Ì‡ ÍÓËÚÓ ‰ÂÙË ÎË ‡Ú ‚ ı‡Ó ÚË ̃ ÂÌ, ÌÂÂ „Û ÎË ‡Ì ÒÚËÎ
‡ÁÌË „ÎÂ‰ ÍË: ÚÓ‚‡ Ò‡ ÂÚÌÓ-ÔÂÈ Á‡ ÊË ÚÂ, ÚÂıÌÓ-ÔÂÈ Á‡ ÊË ÚÂ, Ë‰ÂÓ-ÔÂÈ Á‡ ÊË ÚÂ Ë ÙËÌ‡Ì ÒÓ-
ÔÂÈ Á‡ ÊË ÚÂ, ‡Ì‡ ÎË ÁË ‡ ÌË ÓÚ ÄÔ‡ ‰Û ‡È18. Ç ÌÂ„Ó Ë‰‚‡Ú ËÎË ‰ÂÙË ÎË ‡Ú Ì‡È-¯‡Â ÌË
ÏË„‡ ̂ ËÓÌ ÌË ÔÓÚÓ ̂ Ë, ÍÓËÚÓ ÓÒÚ‡ ‚flÚ Ì‡‚ Òfl Í˙ ‰Â Ò‚ÓË ÚÂ ÒÎÂ‰Ë; ÓÚ Ô‡Á‡ Ì‡ „ÎÂ‰Ì‡ ÚÓ˜Í‡
ÚÓÈ ·Ë‚‡ ‚ÒÂ ÔÓ‚Â ̃ Â ÔÂ‚ ÁÂÚ ÓÚ „ÎÓ ·‡Î ÌË Ó·‡Á ÌË ‚ÂË „Ë, ÓÚ ‚Ë ÚÛ ‡Î ÌË ıË·Ë ‰Ë, ÔÂ -
ÌÂ ·Â „‚‡ ̆ Ë ÏÂÒÚ ÌË ÚÂ Ë ‡Ú‡ ÍÛ ‚‡ ̆ Ë Ì‡Ô‡ ‚Ó Ò‚Â ÚÓ‚ ÌË ÍÎË ÂÌ ÚË Ë ÔÛ·ÎË ÍË. ÉÎÓ ·‡Î ÌË ÚÂ
‚Ë‰ÂÓ-Ô‡Ì‡, åTV-ÍÎË ÔÓ ‚Â, ÍÓÒ ÏÓ ÔÓ ÎË ÚÌË ËÌÚÂ-ÙÂÈÒË, Ò‚Â ÚÓ‚ ÌË ·ËÎ-·Ó ‰Ó ‚Â, ÍÓËÚÓ
ÔË ÚË ÒÍ‡Ú Í˙Ï ÁÂÏfl Ú‡ ÏÂÒÚÌÓ ÚÓ ·Â‰ÌÓ Ë Ò‡ÏÓ ‰ÂÈ ÌÓ Ó·‡ ÁÓ-ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó. êÂ‡Î ÌË ÚÂ
‚ËÒÓ ÍË Ò„‡ ‰Ë ËÎË ÓÊË ‚Â ÌË Í˙ ÒÚÓ ‚Ë ̆ ‡ Á‡ ÂÍÎ‡ ÏÓ ‰‡ ÚÂ ÎË ÚÂ Ò‡ ÔÓ ÒÚÓ Â‰ËÌ ÂÍ‡Ì Á‡
ËÁÎ‡ „‡ ÌÂ ‚ ÔÓ‚Â ̃ Â – Â‰ËÌ ÏÂÊ‰Û ÏÌÓ„Ó ‰Û„Ë (Â‰Ì‡ Ë Ò˙˘‡ ÂÍÎ‡ Ï‡ ÏÓÊÂ ‰‡ ÒÂ Ì‡·Î˛ -
‰‡ ‚‡ Ì‡ ·ËÎ ·Ó‰, ÔÓ ÚÂÎÂ ‚Ë ÁËfl Ú‡, ‚ àÌÚÂ ÌÂÚ, ÏÓÊÂ ‰‡ fl ‚Ë‰Ë¯ ‚ Å˙Î „‡ Ëfl, î‡Ì ̂ Ëfl,
í‡È Î‡Ì‰, ô‡ÚË ÚÂ..., ÏÓÊÂ ‰‡ ÒÎÛ ̄ ‡¯ ÌÂÈ ÌËfl ‡‰ËÓ-‚‡Ë ‡ÌÚ Ë Ô.). í.Â. „‡‰ ÒÍË ÚÂ ÏÂÒÚ‡
Á‡ÔÓ˜ ‚‡Ú ‰‡ „Û·flÚ ‡Á ÎË Í‡ Ú‡ ÒË ÓÚ ÏÂ‰Ë Ë ÚÂ: ÚÂ ÒÚ‡ ‚‡Ú Â‰Ì‡ Ï‡ÎÍ‡ ˜‡ÒÚ ÓÚ ·ÂÁ ·Ófl Ì‡
ÏÂÊ ‰Û Ì‡ Ó‰ ÌË ÚÂ ÚÂÎÂ ‚Ë ÁËÓÌ ÌË Í‡Ì‡ ÎË, ÎÓÍ‡Î ÌË ËÎË Ò‚Â ÚÓ‚ ÌË ÂÎÂÍ ÚÓÌ ÌË ÙÓÛ ÏË,
ÏËÎËÓ ÌË chat rooms, ÎË˜ÌË ·ÎÓ „Ó ‚Â, wire less ‚˙ ÁÍË, ÔÓÚÓ ̂ Ë ÓÚ ‰‡ÌÌË, ÒÍ‡ ÌË ‡ ÌË Ë
ËÁÔ‡ ÚÂ ÌË Ó·‡ ÁË. èÓ ÒıÓ ‰ÂÌ Ì‡˜ËÌ ÒÂ ‡Á Ú‚‡ fl ‚˙‚ ‚˙Á‰Û ı‡ Ë ‡Á ÎË Í‡ Ú‡ ÏÂÊ‰Û Â‡Î -
ÌË ÔÛ·ÎË˜ ÌË ÙÓÛ ÏË Ë ‚ÒÂ ‚˙ ÁÏÓÊ ÌË ÚÂ talk show, ‰ËÒ ÍÛ ÒË ÓÌ ÌË „ÛÔË Ì‡ ‰Ë‡ ÒÔÓ ‡ Ú‡
ËÎË Ì‡ ÙÂÌ-ÍÎÛ · Ó‚Â ÚÂ Ì‡ ÓÔÂ ‰Â ÎÂÌ „‡‰, ‰˙ Ê‡ ‚‡, Í‡ÍÚÓ ÒÂ „Û·flÚ ‡Á ÎË ÍË ÚÂ ÏÂÊ‰Û
Â‡Î Ì‡ ·ÂÒÂ ‰‡ ◊ÎËˆÂ ‚ ÎËˆÂ“ Ë ‚ÒÂ ‚˙ ÁÏÓÊ ÌË ÚÂ ‰ËÒÚ‡ÌÚ ÌË ËÌÙÓ Ï‡ ̂ ËÓÌ ÌË ÍÓÌ Ú‡Í ÚË
(‡Á „Ó ‚Ó Ë ÔÓ ÏÓ·ËÎ ÌË ÚÂÎÂ ÙÓ ÌË, Skype, ˜‡ÚË ‡ ÌÂ...). ä‡Á‡ ÌÓ Ó·Ó· ̆ Â ÌÓ, ‚ ÚÓÁË ◊ÔÂ Í‡ -
ÎÂ ÌÓ ÓÚÍËÚ“ ‚‡Ë ‡ÌÚ ‚Ë ÚÛ ‡Î Ì‡ Ú‡ ÍÛÎÚÛ ‡ Â ‰Ó ËÁ‚ÂÒÚ Ì‡ ÒÚÂ ÔÂÌ ◊ÓÚÏÂ ÌË Î‡“ Â‡Î ÌÓ ÚÓ
ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ‡ Ò ÚÓ‚‡ Â Â‚Ë ÁË ‡ Î‡ Ú‡ÍË ‚‡ ‚˙ÁÎÓ ‚Ë ÓÚÌÓ ̄ Â ÌËfl Í‡ÚÓ ◊‚˙ÚÂ – ‚˙Ì“,
◊‰ÓÏ – „‡‰“, ◊ÔÛ·ÎË˜ ÌÓ – ˜‡ÒÚ ÌÓ“, ◊Ò‚ÓÂ-˜ÛÊ‰Ó“. ÄÌ‡ ÎË Á‡ ÚÓ Ë ÚÂ „Ó‚Ó flÚ Á‡ ÚÓÁË ÂÙÂÍÚ
Ì‡ ◊‰Â-ÎÓÍ‡ ÎË Á‡ ̂ Ëfl“ Ì‡ „‡‰‡, ÍÓÈÚÓ Â Ò‚˙ Á‡Ì Ò ◊Ó·ÂÁ ÚÂ ÎÂ Òfl ‚‡ ÌÂ ÚÓ“ Ì‡ ËÌ‰Ë ‚Ë ‰‡ Ë
Ò‚ÓÂ ·Ó ‡Á ÌÓ ÚÓ ËÁ˜ÂÁ ‚‡ ÌÂ Ì‡ ÙÎ‡ Ì¸Ó ‡ Ë ÏËÌÛ ‚‡ ̃ Â ÒÍË ÚÂ Ú˙ÎÔË. Ç ÏÓÏÂÌ Ú‡ Ì‡ ÔÂ ıÓ‰
ÓÚ ÏÓ‰Â ÌËfl „‡‰-Ï‡¯Ë Ì‡ Í˙Ï ◊ËÌÙÓ Ï‡ ̂ ËÓÌ ÌËfl „‡‰“ ‚Â˜Â ÌÂ Â ÌÛÊÌÓ ‰‡ ÒÂ ¯ÎflÂ¯
ÔÓ ÛÎË ̂ Ë ÚÂ, Á‡ ‰‡ ËÁÊË ‚Â Â¯ ‡Á ÎË ̃ ËÂ ÚÓ Ë ÏÌÓ „Ó Ó· ‡ ÁËÂ ÚÓ – ÔÓÏÂ ÒÚÂ ÌË ◊ÌËÍ˙ ‰Â“,
ËÌ‰Ë ‚Ë ‰Ë ÚÂ Ò˙ ÙË ‡Ú ‚ ‰Û„Ë ÂÎÂÍ ÚÓÌ ÌË Ò‚Â ÚÓ ‚Â, ÔÂ‚ ˙ ̆ ‡Ú ÒÂ ‚ ◊moti les“, ÌÂÔÓ -
‰‚ËÊ ÌË Ò˙˘Â ÒÚ‚‡, ÔË ‰‡Ú˙Í Í˙Ï Ò‚ÓË ÚÂ ÍÓÏ Ô˛Ú Ë19.

ëÓÙËfl Í‡ÚÓ ÂÍ‡Ì Ì‡ ÔÂ ıÓ ‰‡
ÑÓÚÛÍ ÓÔËÒ ‚‡ı ‚ËÁÛ‡Î ÌË ÚÂ ÂÊË ÏË Ì‡ ‰‚‡ Ë‰Â ‡Î ÌË ÚËÔ‡ – ÏÓ‰Â ÌËflÚ „‡‰ Ë „ÎÓ ·‡Î -
ÌËflÚ ÏÂ„‡ ÔÓ ÎËÒ. íÂ ˘Â ÏË ÔÓÒÎÛ Ê‡Ú ÔÓ-Ì‡Ú‡Ú˙Í Í‡ÚÓ ÍÓÓ ‰Ë Ì‡ ÚÌË ÒËÒÚÂ ÏË, ˜ÂÁ
ÍÓËÚÓ ˘Â ÒÂ ÓÔË Ú‡Ï ‰‡ „Ó‚Ó fl Á‡ ëÓÙËfl Ë Á‡ ÚÓ‚‡, ÍÓÂÚÓ ÇËÁÛ‡Î ÌËflÚ ÒÂÏË Ì‡ ÛÒÚ‡ -
ÌÓ ‚Ë Á‡ ÌÂfl. ôÂ Ú˙Òfl ‡Á ÎË ÍË ÚÂ, ‡ ÌÂ ◊ÓÚÍÎÓ ÌÂ ÌËfl Ú‡“: „Ó ÌË ÚÂ Ë‰Â ‡Î ÌË ÚËÔÓ ‚Â Ò‡
ÔÓ ÒÚÓ ÔÓÁ Ì‡ ‚‡ ÚÂÎ ÌË ËÌÒÚÛ ÏÂÌ ÚË, ‡ ÌÂ ÌÓÏË, ÍÓËÚÓ ·˙Î „‡ ÒÍ‡ Ú‡ ÒÚÓ ÎË ̂ ‡ ÌÂÔÂ -
ÏÂÌ ÌÓ Úfl· ‚‡ ‰‡ ÒÎÂ‰ ‚‡. í.Â. ˘Â ÒÂ ÓÔË Ú‡Ï ‰‡ ÓÔË¯‡ ÔÓÒÚ-ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍË ÚÂ Ë ·‡Î -
Í‡Ì ÒÍË ÒÔÂ ̂ Ë ÙË ÍË Ì‡ ëÓÙËfl, ‡ ÌÂ ÌflÍ‡Í ‚Ë ◊‰Â‚Ë ‡ ̂ ËË“ ÓÚ Ë‰Â ‡Î ÌË ÒÚ‡Ì ‰‡ ÚË, ÍÓËÚÓ
ÒÂ Ì‡Î‡ „‡ ‰‡ ·˙‰‡Ú ÔÓÒÚË„ Ì‡ ÚË.

éÒÌÓ‚ Ì‡ Ú‡ Ë‰Âfl Ì‡ Ì‡ÒÚÓfl ̆ Ëfl ÚÂÍÒÚ „Ó ÒÓ ‰fl ‚‡ Ò ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÓˆË ÓÎÓ „Ëfl. èÂ‰ ÔÓ -
ÒÚ‡‚ ÂÌÓ Â, ˜Â ÒÓˆË‡Î ÌË ÚÂ ÔÓ ̂ Â ÒË Ë ÒÓˆË‡Î ÌË ÚÂ ÍÓÌ ÙÎËÍ ÚË ÌÂ ÒÂ ÒÎÛ˜ ‚‡Ú ÌÂ‚Ë ‰Ë ÏÓ,
‡ ËÏ‡Ú flÒÂÌ ‚ËÁÛ‡ ÎÂÌ ÍÓÂ ÙË ̂ Ë ÂÌÚ, ‚˙ÔÓÒ˙Ú Â ‰‡ ÁÌ‡ÂÏ Í˙‰Â ‰‡ Ì‡ÒÓ ̃ ËÏ ÔÓ„ÎÂ ‰‡ ÒË
Ë Í‡Í ‰‡ ‡Á ̃ Â ÚÂÏ, ÚÓ‚‡, ÍÓÂÚÓ ‚ËÊ ‰‡ ÏÂ, Í‡Í ‰‡ ‡Ì‡ ÎË ÁË ‡ ÏÂ Ë ÒËÌ ÚÂ ÁË ‡ ÏÂ ‚ËÁÛ‡Î -
ÌË ÚÂ ‰‡ÌÌË. åÂÚÓ‰˙Ú ÏË ‡Á „ÎÂÊ ‰‡ „‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÒflÍ‡¯ Â ◊ÂÍ‡Ì“20, Í˙‰Â -
ÚÓ ÒÓˆË‡Î ÌË ÚÂ ÔÓ ̂ Â ÒË ËÏ‡Ú ‡Á ÌÓ Ó· ‡Á ÌË ÔÓ ÂÍ ̂ ËË. èÓÒÎÂ‰ ÌË ÚÂ ‰‡ÎÂ˜ ÌÂ ÒÂ
ËÁ˜ÂÔ‚‡Ú ‚ ‰ËÂÍÚ ÌÓ ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó  Ì‡ Ó·‡ ÁË, ÂÍÎ‡ ÏË, ÌËÚÓ ‰ÓË Ò ˆflÎÓÒÚ Ì‡ Ú‡
‚ËÁÛ‡ ÎË Á‡ ̂ Ëfl , ı‡‡Í ÚÂ Ì‡ Á‡ ◊Ó·˘Â ÒÚ‚Ó ÚÓ Ì‡ ÒÔÂÍ Ú‡Í ̇ Î‡“ – Ï‡Í‡ ˜Â ‚ ÚÓ‚‡ ÓÚÌÓ ̄ Â -
ÌËÂ ëÓÙËfl, Í‡ÍÚÓ ‚ÒË˜ ÍË „‡ ‰Ó ‚Â Ì‡ ÔÂ ıÓ ‰‡ Í˙Ï Ô‡Á‡, ÔÂ ÊË ‚fl ÌÂ‚Â Ófl ÚÂÌ ·ÛÏ. 



275

to experience difference and diversity – located in “Nowheresville”, individuals surf other
cyberworlds, becoming “motiles”, couch potatoes that are an appendage to their com-
puters19.

Sofia as a Screen of the Transition
Above I have described the visual regimes of two ideal types, the modern city and the
global megapolis. Now I will use them as coordinate systems through which I will try to
look at Sofia and at the findings of the Visual Seminar. I will be looking for differences,
and not for “deviations”: the above ideal types are only cognitive tools, not norms which
the Bulgarian capital must necessarily follow. In other words, I will try to describe the spe-
cific post-communist and Balkan features of Sofia, rather than possible “deviations” from
specific ideal standards that are supposed to be met.

The main idea of this text is informed
by visual sociology. It is based on the
assumption that social processes and
social conflicts do not occur invisibly
but have a clear visual coefficient –
the question is that we need to know
where to direct our gaze and how to
decipher what we see, how to analyse
and synthesise visual data. My
method views urban space as a
“screen”20 upon which social
processes have different projections.
The latter are certainly not limited to
direct production of images, adver-
tisements, or even to the universal
visualisation typical of “the society of
the spectacle” – even though Sofia,

as all cities of the transition to market economy, has experienced an incredible boom in
this respect. My approach assumes that every urban practice – habitation, behaviour in
the street, shopping, neighbourhood contacts, transport, construction works, signs and
everything else that makes up the multifaceted life of a city – has its own visual potential.
And that the visuality of a city is a conglomerate of heterogeneous visualities which the
urban “screen” “reproduces” and tends to represent as a homogeneous visual field for
consumption21. I have tried to analyse the heterogeneous: image-production in the exact
sense of the word and, at the same time, the visual aspect of everyday behaviours, sub-
cultures, political platforms, new places and ways of inhabiting the city, anonymous
urban processes and institutional conflicts – as all of them make a visual contribution to
Sofia's intricate visual mosaic. I have tried to identify particular conflicting lines in this
mosaic, which also has a historical dramatic structure (which I have tentatively called
“Act One” and “Act Two”). The leading metaphor is that of the “sight”, while the figure of
the observer vacillates – from that of a participant in Act One to that of a gawker (flaneur)
in Act Two.

Act One
The City as Democratic Theatre: New Plays on Old Stages
In the first couple of years after 1989 Sofia, as many other cities in Eastern Europe, was an
arena of protest demonstrations and rallies. Their slogans were associated with democra-
cy, a multiparty system and “living in truth” (Vaclav Havel). I have examined the direct
political and public significance of this mass protest elsewhere22; here I will deal only with
its visual effect. Apart from and irrespective of their specific political goals, the protesters
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åÓflÚ ÔÓ‰ ıÓ‰ ÔËÂ Ï‡, ˜Â ‚ÒflÍ‡ „‡‰ ÒÍ‡ Ô‡Í ÚË Í‡ – Ó·Ë Ú‡ ‚‡ ÌÂ ÚÓ, ÔÓ‚Â ‰Â ÌËÂ ÚÓ Ì‡ ÛÎË -
ˆ‡ Ú‡, Ô‡Á‡ Û ‚‡ ÌÂ ÚÓ, Í‚‡ Ú‡Î ÌË ÚÂ ÍÓÌ Ú‡Í ÚË, Ú‡ÌÒ ÔÓ Ú˙Ú, ÒÚÓ Â ÊË ÚÂ, Ì‡‰ ÔË ÒË ÚÂ Ë
‚ÒË˜ ÍÓ ‰Û„Ó, ÍÓÂÚÓ Ò˙ÒÚ‡ ‚Îfl ‚‡ ‡Á ÌÓ ÎË ÍËfl ÊË‚ÓÚ Ì‡ Â‰ËÌ „‡‰ – ÔË ÚÂ Ê‡ ‚‡ ÒÓ· -
ÒÚ‚ÂÌ ‚ËÁÛ‡ ÎÂÌ ÔÓÚÂÌ ̂ Ë‡Î. à ˜Â ‚ËÁÛ‡Î ÌÓÒÚ Ú‡ Ì‡ „‡‰‡ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ÍÓÌ „ÎÓ ÏÂ ‡Ú ÓÚ
ıÂÚÂ Ó „ÂÌ ÌË ‚ËÁÛ‡Î ÌÓ ÒÚË, ÍÓÈÚÓ „‡‰ ÒÍ‡ Ú‡ ◊ÂÍ‡Ì ÌÓÒÚ“ ◊ÒÌÂÏ‡“ ‚˙ıÛ ÒÂ·Â ÒË Ë ËÏ‡
ÚÂÌ ‰ÂÌ ̂ Ëfl Ú‡ ‰‡ ÔÂ‰ ÒÚ‡ ‚Ë Í‡ÚÓ ıÓÏÓ „ÂÌ ÌÓ ‚ËÁÛ‡Î ÌÓ ÔÓÎÂ Á‡ ÍÓÌ ÒÛ Ï‡ ̂ Ëfl21. éÔË Ú‚‡Ï
ÒÂ ‰‡ ‡Ì‡ ÎË ÁË ‡Ï ‡Á ÌÓ Ó‰ ÌÓ ÚÓ: Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ó·‡ ÁÓ-ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó ÚÓ ‚ ÚÓ˜ ÌËfl
ÒÏË Ò˙Î Ì‡ ‰ÛÏ‡ Ú‡, ÌÓ Ò˙˘Ó Ë ‚ËÁÛ‡Î ÌËfl ‡ÒÔÂÍÚ Ì‡ ‚ÒÂ ÍË‰ ÌÂ‚ ÌË ÔÓ‚Â ‰Â ÌËfl, ÒÛ·-
ÍÛÎÚÛ Ë, ÔÓÎË ÚË ̃ Â ÒÍË ÔÓ „‡ ÏË, ÌÓ‚Ë ÏÂÒÚ‡ Ë ÚÂı ÌË ÍË Ì‡ Ó·Ë Ú‡ ‚‡ ÌÂ Ì‡ „‡‰‡, ‡ÌÓ -
ÌËÏ ÌË Û·‡ ÌË ÒÚË˜ ÌË ÔÓ ̂ Â ÒË Ë ËÌÒÚË ÚÛ ̂ ËÓ Ì‡Î ÌË Ò·Î˙ Ò˙ ̂ Ë – Ú˙È Í‡ÚÓ ‚ÒË˜ ÍË ÚÂ
ËÁÎ˙˜ ‚‡Ú Ò‚Ófl Ó·‡ ÁÂÌ ÔË ÌÓÒ ‚ ÒÎÓÊ Ì‡ Ú‡ ‚ËÁÛ‡Î Ì‡ ÏÓÁ‡È Í‡ Ì‡ ëÓÙËfl. ëÚ‡ ‡Î Ò˙Ï
ÒÂ ‰‡ Ó˜Â Ú‡fl ÓÔÂ ‰Â ÎÂ ÌË ÍÓÌ ÙÎËÍÚ ÌË ÎËÌËË ‚ Ú‡ÁË ÏÓÁ‡È Í‡, ÍÓflÚÓ ËÏ‡ Ë Ò‚Ófl Ú‡
ËÒÚÓ Ë ̃ Â ÒÍ‡ ‰‡ Ï‡ ÚÛ „Ëfl (ÛÒÎÓ‚ ÌÓ Ì‡ÁÓ ‚‡ Ì‡ ÓÚ ÏÂÌ ◊è˙‚Ó“ Ë ◊ÇÚÓÓ ‰ÂÈ ÒÚ‚ËÂ“).
ÇÓ‰Â ̆ ‡  Â ÏÂÚ‡ ÙÓ ‡ Ú‡ Ì‡ ◊„ÎÂ‰ Í‡ Ú‡“, ‡ ÙË„Û ‡ Ú‡ Ì‡ Ì‡·Î˛ ‰‡ ‚‡ ̆ Ëfl ÒÂ ÍÓÎÂ ·‡Â – ÓÚ
Û˜‡ÒÚ ÌËÍ ‚ Ô˙‚Ó ‰ÂÈ ÒÚ‚ËÂ Í˙Ï ÁflÔ‡˜ (ÙÎ‡ Ì¸Ó) ‚˙‚ ‚ÚÓÓ.

è˙‚Ó ‰ÂÈ ÒÚ‚ËÂ 
É‡ ‰˙Ú Í‡ÚÓ ‰ÂÏÓ Í‡ ÚË ̃ ÂÌ ÚÂ‡ Ú˙: ÌÓ‚Ë ÚÂ Ë„Ë Ì‡ ÒÚ‡ Ë ÚÂ ÒˆÂÌË
Ç Ô˙ ‚Ë ÚÂ Â‰Ì‡-‰‚Â „Ó‰Ë ÌË ÒÎÂ‰ 1989 ëÓÙËfl, ÔÓ‰Ó· ÌÓ Ì‡ ÏÌÓ„Ó ‰Û„Ë „‡ ‰Ó ‚Â ‚ àÁÚÓ˜ -
Ì‡ Ö‚Ó Ô‡, ·Â¯Â ‡ÂÌ‡ Ì‡ ÔÓ ÚÂ ÒÚË Ë ÏËÚËÌ „Ë. íÂı ÌË ÚÂ ÎÓÁÛÌ „Ë ·flı‡ Ò‚˙ Á‡ ÌË Ò ‰ÂÏÓ -
Í‡ ̂ Ëfl, ÏÌÓ „Ó Ô‡ ÚËÈ Ì‡ ÒËÒÚÂ Ï‡ Ë ◊ÊË‚ÓÚ ‚ ËÒÚË Ì‡ Ú‡“ (Ç‡ˆ Î‡‚ ï‡‚ÂÎ). ç‡ ‰Û„Ó ÏflÒÚÓ
Ò˙Ï ÒÂ Á‡ÌË Ï‡ ‚‡Î Ò ÔÂ ÍËfl ÔÓÎË ÚË ̃ Â ÒÍË Ë ÔÛ·ÎË ̃ ÂÌ ÒÏË Ò˙Î Ì‡ ÚÓÁË Ï‡ÒÓ‚ ÔÓ ÚÂÒÚ22,
ÚÛÍ ˘Â ÒÂ  ËÌÚÂ Â ÒÛ ‚‡Ï Ò‡ÏÓ ÓÚ ÌÂ„Ó ‚Ëfl ‚ËÁÛ‡ ÎÂÌ ÂÙÂÍÚ. Ç˙Ì Ë ÌÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ Ò‚ÓË ÚÂ
ÍÓÌ ÍÂÚ ÌË ÔÓÎË ÚË ̃ Â ÒÍË ˆÂÎË, ÔÓ ÚÂ ÒÚË ‡ ̆ Ë ÚÂ ÌÂÔÂ‰ Ì‡ ÏÂ Â ÌÓ ÔÓ ËÁ ‚Â ‰Ó ı‡ „ÎÂ‰ Í‡,
˜ËflÚÓ ÂÒÚÂ ÚË Í‡ Ë ‰ËÌ‡ ÏË Í‡ ËÒÍ‡ ̄ Â ‰‡ ÒÍ‡Ì ‰‡ ÎË ÁË ‡ ÚÓÚ‡ ÎË Ú‡ ÌËfl „‡‰.

ÇÒ˙ ̆ ÌÓÒÚ, Ë ÔÓ ‚Â ÏÂ ÚÓ Ì‡ ÍÓÏÛ ÌËÁ Ï‡ Û·‡ ÌË ÒÚË˜ Ì‡ Ú‡ ÒÚÛÍ ÚÛ ‡ Ë ‡ıË ÚÂÍ ÚÛ ‡ Ú‡ Ì‡
ëÓÙËfl ÌÂ ·flı‡ ÚËÔË˜ ÌÓ ÚÓÚ‡ ÎË Ú‡ ÌË; „‡ ‰˙Ú ÒË ÓÒÚ‡ Ì‡ ÓÒÓ ·ÂÌ ËÒÚÓ Ë ̃ Â ÒÍË ıË·Ë‰.
íÓÈ ‚ ÌËÍ‡Í ̇ ‚ ÒÎÛ ̃ ‡È ÌÂ ·Â¯Â ÔÂ Ó· ‡ ÁÂÌ ÓÚ ÍÓÏÛ ÌËÁ Ï‡ ÚÓÎ ÍÓ ‚‡, ÍÓÎ ÍÓ ÚÓ åÓÒÍ‚‡,
ÌÂ ÒÂ ·Â¯Â Ì‡Î‡ „‡ ÎÓ ‰‡ ÒÂ ÒÚÓË Ì‡ÌÓ ‚Ó ÒÎÂ‰ ‚ÓÈ Ì‡ Ú‡ – Í‡ÚÓ Ç‡ ̄ ‡ ‚‡, ÌÂ ·Â¯Â Ú‡Í‡
ÛÊ‡Ò ÌÓ ‡Á ÒÂ ̃ Â Ì ÓÚ „‡Ì ‰Ó Ï‡Ì ÒÍË ÚÂ ‚ËÁËË Ì‡ Ò‚Ófl ÎË‰Â Í‡ÚÓ ÅÛÍÛ Â˘ Ì‡ 
ó‡Û ̄ Â ÒÍÛ, ÌËÚÓ ËÏ‡¯Â Ú‡ÍË ‚‡ ÁÌ‡ ÍÓ ‚Ë ◊ÔÓ ÎÂ Ú‡ ÒÍË“ ÛÎËˆË Í‡ÚÓ ◊Karl Marx Allee“ ‚
àÁÚÓ ̃ ÂÌ ÅÂ ÎËÌ. é˘Â ÓÚÔÂ‰Ë „Ó‰Ë ÌË ÚÂ Ì‡ ÍÓÏÛ ÌËÁ Ï‡ „‡ ‰˙Ú ‚ËÌ‡ „Ë Â ËÏ‡Î ÌÂ˘Ó
·‡Î Í‡Ì ÒÍÓ, Ù‡ÏË ÎË ‡ ÌÓ, ÔÂ‰ ÏÓ ‰Â ÌÓ – Ë ‚ ÚÓÁË ÒÏË Ò˙Î ‡ÌÚË-ÚÓÚ‡ ÎË Ú‡ ÌÓ. íÓ‚‡
‚ËÌ‡ „Ë Â ·ËÎ „‡‰, ÚÛ ‰ÂÌ Á‡ ˆÂÌ Ú‡Î ÌÓ ÛÔ‡ ‚ÎÂ ÌËÂ, ‰‡Î Â˜Â ÓÚ ˜ËÒÚÓ Ú‡ Ì‡ ÏÓ‰Â ÌËfl
◊Ô‡Ì-ÓÔÚËÁ˙Ï“ Ë ÅÂÌfl ÏË ÌÓ ‚‡ Ú‡ ◊‚Ë‰Ë ÏÓÒÚ Ì‡ ÍÓÌ ÒÚÛÍ ÚË‚ ÌËfl ÔËÌ ̂ ËÔ“. Ç ÔÂËÓ ‰‡
ÒÎÂ‰ éÒ‚Ó ·ÓÊ ‰Â ÌËÂ ÚÓ ‰Ó ÇÚÓ ‡ Ú‡ Ò‚Â ÚÓ‚ Ì‡ ‚ÓÈÌ‡, ÒÚÓ ÎË ̂ ‡ Ú‡ Ì‡ ÌÓ‚Ó ÓÒ‚Ó ·Ó ‰Â Ì‡ Ú‡
‰˙ Ê‡ ‚‡ ËÁ‡ ÒÚ‚‡ Ì‡ ÔÓ-ÒÍÓÓ ı‡Ó ÚË˜ ÌÓ, ·ÂÁ flÒÂÌ „‡ ‰ÓÛ ÒÚÓÈ ÒÚ‚ÂÌ ÔÎ‡Ì23, Ô‡ÁÂÈ ÍË
Ò‚ÓË ÚÂ ÔÂ‰ ÏÓ ‰Â ÌË Ï‡ı‡ ÎË Í‡ÚÓ ÓÒÌÓ‚ ÌË „‡‰ ÒÍË Â‰Ë ÌË ̂ Ë, Ò ËÁ·Ûı ‚‡ ̆ Ë Í‡Ï Ô‡ ÌËË
Ì‡ ı‡Ó ÚË˜ ÌÓ Á‡ÒÚÓ fl‚‡ ÌÂ24. ífl ‰ÓÍ‡Á ‚‡ Ò‚Ófl Ú‡ ÏÓ‰Â ÌÓÒÚ ÌÂ ÚÓÎ ÍÓ ‚‡ ˜ÂÁ ÌflÍ‡Í ̇ ‚
ˆÂÌ Ú‡ ÎË ÁË ‡ ÌÓ, ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓ-Û·‡ ÌË ÒÚË˜ ÌÓ ratio, ‡ ÔÓ-ÒÍÓÓ ˜ÂÁ ÁÌ‡ ÍÓ ‚Ó ‰Â-ÓË -
ÂÌ Ú‡ ÎË ÁË ‡ ÌÂ – ÒÚÓ Â ÌÂ Ì‡ ÂÏ·ÎÂ Ï‡ ÚË˜ ÌË Ò„‡ ‰Ë Ë ÔÓÍ‡Á ÌÓ Ì‡‚‡Í Ò‚‡ ÌÂ Ì‡ ˆË‚Ë ÎË -
Á‡ ̂ ËÓÌ ÌË ÔË ‰Ó ·Ë‚ ÍË25. èÓ ÔÓ‰Ó ·ÂÌ Ì‡˜ËÌ ÒÂ ËÁ„‡Ê ‰‡ Ë ÏÓ‰Â Ì‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡.
àÁÒÎÂ ‰Ó ‚‡ ÚÂ ÎË Ì‡ ëÓÙËfl ÔÓÍ‡Á ‚‡Ú, ˜Â ÔÓÒÎÂ‰ Ì‡ Ú‡, Ï‡Í‡ Òı‚‡ ̆ ‡ Ì‡ Í‡ÚÓ ◊ÔÓ „Â ÒË‚ -
Ì‡“, Ì‡‚ ÎË Á‡ Ò ·‡‚ÌË ÚÂÏ ÔÓ ‚Â Ë Á‡ ‰˙Î„Ó ÓÒÚ‡ ‚‡ ÙËÌ‡Ì ÒÓ ‚Ó ÔÓ ·ÎÂ Ï‡ ÚË˜ Ì‡. ÇÓ‰Ó -
ÔÓ ‚Ó ‰˙Ú, ÂÎÂÍ ÚË ̃ Â ÒÚ‚Ó ÚÓ Ë Ú‡ÌÒÔÓ Ú˙Ú Ò‡ ÌÂ‡‚ ÌÓ ‡Á ÔÂ ‰Â ÎÂ ÌË, ÌÂ‰Ó ÒÚ‡Ú˙ ̃ ÌÓ
ÙÛÌÍ ̂ ËÓ Ì‡Î ÌË, ÎÓ¯Ó ÔÓ‰˙ Ê‡ ÌË (ÎËÔ Ò‚‡Ú ÒÔÂ ̂ Ë‡ ÎË ÒÚË), ‚Ò˙ ̆ ÌÓÒÚ ÒÎ‡·Ó ÛÒ‚Ó ÂÌË ÓÚ
‡Á ÌÓ Ó· ‡Á ÌË  „ÛÔË ÒÓÙËÈ ÒÍË  ÊËÚÂ ÎË, ÍÓËÚÓ ÌÂ‚ËÌ‡ „Ë ËÒÍ‡Ú ‰‡ ÔÓ ÏÂ ÌflÚ Ò‚ÓË ÚÂ
ÔÂ‰ ÏÓ ‰Â ÌË Ì‡‚Ë ̂ Ë26. èÓ ÓÚÌÓ ÒË ÚÂÎ ÌÓ ÚÂÒ ÌË ÚÂ ÛÎËˆË Ì‡ ëÓÙËfl (‰˙Î„Ó ‚ÂÏÂ Â Ô‡‚Ë -
‡ Ì‡ Ò‡ÏÓ ˆÂÌ Ú‡Î Ì‡ Ú‡ ˜‡ÒÚ), Ô‡‡ ÎÂÎ ÌÓ Ò ËÒÚÓ Ë ̃ Â ÒÍË ÔÎ‡ ÒÚÓ ‚Â, ÓÒÚ‡ Ì‡ ÎË ÓÚ ËÏ -
ÒÍË , ‚ËÁ‡Ì ÚËÈ ÒÍË Ë ÓÒÏ‡Ì ÒÍË ‚ÂÍÓ ‚Â, Ò „Ó‰Ë ÌË ÚÂ Á‡ÔÓ˜ ‚‡Ú ‰‡ ÒÂ ÔÂ ÔÎË Ú‡Ú ‡ÁÌË
‡ıË ÚÂÍ ÚÛ ÌË ÒÚË ÎÓ ‚Â, ÌflÍÓË ÓÚ ÍÓËÚÓ ‰ÂÎÓ Ì‡ ˜ÛÊ‰Ë ‡ıË ÚÂÍ ÚË, ‰Û„Ë Ì‡ Á‡‚˙ Ì‡ ÎË
ÒÂ ÓÚ ˜ÛÊ ·Ë Ì‡ ·˙Î „‡ Ë (Ô˙ ‚ËflÚ ·˙Î „‡ ÒÍË ‡ıË ÚÂÍ ÚÛ ÂÌ Ù‡ÍÛ ÎÚÂÚ Â ÓÚÍËÚ ˜‡Í ÔÂÁ
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involuntarily produced a sight whose aesthetics and dynamics were designed to scan-
dalise the totalitarian city.

In fact, Sofia's urban structure and architecture were not typically totalitarian even during
the age of communism; the city remained a peculiar historical hybrid. It certainly was not
transformed by communism to the extent that Moscow was, it did not need to be rebuilt
after the war like Warsaw, it was not as horribly cut up by its leader's megalomaniac
visions as Ceausescu's Bucharest, nor did it have such emblematic “proletarian” streets
as Karl Marx Allee in East Berlin. As in the years before communism, the city has always
had something Balkanian, familiar, premodern – and in this sense, anti-totalitarian – about
it. Sofia has always been a city difficult to govern centrally, far from the purity of the mod-
ern “panopticism” and Benjamin's “visibility of the constructive principle”. In the period
after the 1878 Liberation to the Second World War, the capital of the newly liberated
Bulgaria grew rather chaotically, without a clear urban development plan23, keeping its
premodern neighbourhoods as basic urban units, with occasional campaigns of chaotic
construction24. Sofia proved its modernity less through a centralised, functionally-urbanis-
tic rationality than through symbolic de-Orientalisation – construction of emblematic build-
ings and demonstrative progress in catching up with civilisational achievements25. Modern
infrastructure was built in a similar way. Scholars of Sofia have shown that even though
modern infrastructure was regarded as “progressive”, it took a long time to build and long
remained financially problematic. Water, power, and transport facilities were unevenly dis-
tributed, insufficiently functional, ill-maintained (due to a lack of specialists) and, in fact,
poorly utilised by the different groups of Sofia residents, some of which were reluctant to
change their premodern habits26. Parallel with historical strata from Roman, Byzantine and
Ottoman times, Sofia's relatively narrow streets (for a long time, only those in the central
part of the city were paved) eventually filled with buildings in various architectural styles,
some designed by foreign architects and others by Bulgarians educated abroad (it was
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1942 „.) – Ì‡ˆËÓ Ì‡ ÎÂÌ ÓÏ‡Ì ÚËÁ˙Ï, ÒÓÙËÈ ÒÍË ÒÂˆÂ ÒË ÓÌ, ÔÂ‰ ‚Ó Â ÌÂÌ ÏÓ‰Â ÌËÁ˙Ï ËÎË
◊ÁflÎ“ ÒÎÂ‰ ‚Ó Â ÌÂÌ ÏÓ‰Â ÌËÁ˙Ï. 
ÑÓ ◊ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ ÌË ÚÂ“ Ò„‡ ‰Ë Ë Í‚‡ Ú‡ ÎË, Ó·‡˜Â, Ò˙ÒÂ‰ ÒÚ ‚‡Ú 
Ò‡Ï Ó‚˙ ÁÌË ÍÌ‡ ÎË ÚÂ ·ÂÁ ÒÚËÎ ·Â‰ Ìfl¯ ÍË û˜·Û Ì‡ Ë äÓÌ¸Ó ‚Ë ̂ ‡, ÂÏË „‡ÌÚ ÒÍË Í‚‡ Ú‡ ÎË
ÓÚ ÔÓ-ÒÍÓÓ ÒÂÎ ÒÍË Í˙˘Ë Ò ‰‚Ó Ó ‚Â Ë „‡ ‰Ë ÌË (ÏÂÊ‰Û ◊ã‡„Â ‡“ Ë ◊è‡‚ ÎÓ ‚Ó“), ‡ ‚ ‰‡Î -
Â˜ ÌË ÚÂ ÔÂ‰ „‡ ‰Ëfl ÒÓˆË‡ ÎËÁ Ï˙Ú ˘Â ÔË ÎÂ ÔË ÔÓ-Í˙Ò ÌË ÚÂ Ô‡ÌÂÎ ÌË Ò‡ÚÂ ÎËÚ ÌË „‡ ‰Ó ‚Â
◊åÎ‡‰ÓÒÚ“ Ë ◊ã˛ÎËÌ“, 
ËÌÚÂ „Ë ‡ÎË ‚ „‡‰ÒÍ‡Ú‡ ÒÂ‰‡  Ó„ÓÏ ÌË ÒÂÎ ÒÍË Ì‡ÒÂ ÎÂ ÌËfl Ò ÔÂ‰ ÏÓ ‰Â ÂÌ Ï‡Ì Ú‡ ÎË -
ÚÂÚ.

*  *  * 
◊çÂÊ Ì‡ Ú‡ Â‚Ó Î˛ ̂ Ëfl“ Ó·‡˜Â ÌflÏ‡ ̄ Â ÓÚÌÓ ̄ Â ÌËÂ Í˙Ï Ú‡ÁË ËÒÚÓ Ë ̃ Â ÒÍË ÒÎÓ ÊË Î‡ ÒÂ
ÍÓÏ ÔÎÂÍÒ ÌÓÒÚ Ì‡ „‡‰‡. èÓ ÎËÌËfl Ú‡ Ì‡ ÍÓÌ Ú‡ÒÚ ‡ Úfl Ì‡Ô‡ ‚Ë ‚Ë‰Ë Ï‡ Ò‡ÏÓ ÓÌÁË
ÌÂ„Ó‚ ÔÎ‡ÒÚ, ÍÓÈÚÓ ËÏ‡¯Â ÓÚ˜ÂÚ ÎË ‚‡ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ ÁÌ‡ ÍÓ ‚ÓÒÚ – Ú.Â. ËÁ‚‡ ‰Ë Ë Ô‡Ó -
‰Ë ‡ ÛÌË ÙÓ ÏÂ ÌÓ ÚÓ ‡ıË ÚÂÍ ÚÛ ÌÓ ÔÓÒÎ‡ ÌËÂ, ÒıÓ‰ ÌÓ Ò ÚÓ‚‡ Ì‡ ÏÌÓ„Ó ÒÓˆË‡ ÎË ÒÚË ̃ Â -
ÒÍË ÒÚÓ ÎË ̂ Ë. ç‡ ‚ÒË˜ ÍÓ, ÍÓÂÚÓ ·Â¯Â ‡ÒÓ ̂ Ë Ë‡ ÌÓ Ò ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍËfl ‡Ô‡ ‡Ú, ÍÓÂÚÓ
ËÁÎ˙˜ ‚‡ ̄ Â ·ÂÁ ÎË˜ Ì‡ ÍÓÎÂÍ ÚË‚ ÌÓÒÚ, ËÒÚÓ Ë ̃ Â ÒÍ‡ Ú˙ ÊÂ ÒÚ‚Â ÌÓÒÚ Ë ÓÔÚË ÏËÁ˙Ï, ÏÛ
ÔÂ‰ ÒÚÓ Â ̄ Â ‰‡ ÔÂ ÊË ‚ÂÂ Ú‡‚Â ÒÚËË Ë Ô‡Ó ‰ËË. Ç ëÓÙËfl ÚÓÁË ‡ıË ÚÂÍ ÚÛ ÂÌ ÔÎ‡ÒÚ
·Â¯Â ÓÔÂ‰ ÏÂ ÚÂÌ ‚ ÒÚ‡ ÎËÌ ÒÍËfl ·‡ÓÍ, Á‡‚ Î‡ ‰flÎ Ò ˆÂÌ Ú‡Î Ì‡ Ú‡ ÒË ÒËÏÂ ÚËfl Ë ÚÂÊ ÍË -
ÚÂ ÒË ÍÓÎÓ ÌË „‡‰ ÒÍÓ ÚÓ Î‡„Ó, ‚ ÔÓÎËÚ-ÂÒÚÂ ÚË Í‡Ú‡ Ì‡ è‡ ÚËÈ ÌËfl ‰ÓÏ27, „ÎÂ ‰‡˘ Ó˜Ë ‚
Ó˜Ë Ô‡ÏÂÚ ÌË Í‡ Ì‡ ãÂÌËÌ (ÓÚ Ò‚Ófl ÒÚ‡ Ì‡ ‚ÔÂ ËÎ ÔÓ„ÎÂ‰ ‚ ·˙‰Â ̆ Â ÚÓ), ‚ ÏÛÏËÈ ÌÓ ÚÓ
ËÁÎ˙˜ ‚‡ ÌÂ Ì‡ å‡‚ÁÓÎÂfl, Ò„ÎÓ ·fl ‚‡˘ ÒËÏ ‚ÓÎ ÌËfl Â‰ Ì‡ ÍÓÏÛ ÌËÁ Ï‡28, ‚ ·ÂÁ ·ÓÈ ÌË ÚÂ
‰ËÏË ÚÓ‚ ÒÍË, Ô‡ ÚË Á‡Ì ÒÍË, flÚ‡¯ÍË ÒÚ‡ ÚÛË, Ô‡ÏÂÚ ÌË ÔÎÓ˜Ë, ‰ÂÍÓ ‡ ̂ ËË, ÒÏÂ ÌflÂ ÏË Ë
ÌÂÒ ÏÂ ÌflÂ ÏË ÎÓÁÛÌ „Ë29, ËÏÂÌ‡ Ì‡ ÛÎËˆË, ·ÛÎÂ ‚‡ ‰Ë Ë Ú.Ì.

ëÔÓÌ Ú‡Ì ÌË ÚÂ, Ô˙ÒÚË Ú˙ÎÔË ÓÚ ‡Á -
ÎË˜ ÌË ıÓ‡, ÍÓËÚÓ ÌÂ Ò‡ÏÓ ÔÓ ÚÂ ÒÚË -
‡ ı‡, ÌÓ Á‡Â‰ ÌÓ Ò ÚÓ‚‡ ÒÂ ‡‰ ‚‡ ı‡,
ÔÂÂı‡ Ë Ô‡Á ÌÛ ‚‡ ı‡ ÒÓ· ÒÚ‚Â ÌÓ ÒË
ÓÒÏÂ Îfl ‚‡ ÌÂ, ÍÓËÚÓ ÒÂ ‰˙ Ê‡ ı‡ (‰‚Ë -
ÊÂ ı‡, ÔÓ‰ ÒÍ‡ ̃ ‡ ı‡, Ú‡Ì ̂ Û ‚‡ ı‡, ‚ËÍ‡ -
ı‡) Í‡ÍÚÓ ÒË ËÒÍ‡Ú, ËÌÒˆÂ ÌË ‡È ÍË
ÒÓ· ÒÚ‚Â ÌËfl ÒË ◊ÔÓ ËÁ ‚ÓÎ“ Ò ‰Ó· Ó -
‰Û¯ Ì‡, Ë„Ó ‚‡ ËÓ ÌËfl, ·flı‡ ‚ ÍÓÌ -
Ú‡ÒÚ, ‰ÓË Ë ‚ ÍÓÌ ÙÎËÍÚ Ò ˆflÎ‡ Ú‡
ÒËÒÚÂ Ï‡ ÓÚ ÓÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË ÁÌ‡ˆË
Ì‡ ‚Î‡ÒÚ Ú‡ ‚ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ ëÓÙËfl.
íÂ ÒÂ ‰‚Ë ÊÂ ı‡, Ò˙·Ë ‡ ı‡ Ë ‡Á Ô‡ ‰‡ -
ı‡ Ú˙ÍÏÓ Ì‡ Ú‡ÍË ‚‡ ÂÏ·ÎÂ Ï‡ ÚË˜ ÌË Á‡
ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ Ú‡ ‚Î‡ÒÚ ÏÂÒÚ‡, ÌÓ
·ÂÁ ‰‡ ÒÂ Ò˙Ó· ‡ Áfl ‚‡Ú Ò Úflı Ì‡ Ú‡
‚Î‡ ÒÚÓ ‚‡ Ú‡ ÔÂÒ ÔÂÍ ÚË ‚‡, ÔÓ‚Â ‰Â ÌËÂ -
ÚÓ ËÏ ÔÓÒÚ‡ ‚fl ̄ Â ‚ ËÓ ÌË˜ ÌË Í‡‚Ë -
˜ÍË ÔÎÓ ̆ ‡ ‰Ë ÚÂ Ë ÚË ·Û ÌË ÚÂ, ÓÚ ÍÓËÚÓ ÔÂ‰Ë è‡ ÚËÈ ÌÓ ÚÓ ÓÍÓ Úfl· ‚‡ ̄ Â ‰‡ ÔÓÁ ‰‡ ‚fl ‚‡
Ï‡ÌË ÙÂ ÒÚ‡ ̂ ËË ÚÂ Ì‡ ÒÔÎÓ ÚÂ ÌË ÔÓ ÎÂ Ú‡ ÒÍË Ï‡ÒË. ÇÒÂ ‚˙ ÁÏÓÊ ÌË ÚÂ ÓÚÂ Ì˙ ̂ Ë Ì‡ ÓÔÓ ÁË -
ˆËÓÌ ÌÓ ÚÓ ÒËÌ¸Ó Ë ˜Ó‚Â¯ Í‡ Ú‡ ¯‡Â ÌËfl Á‡ÎË ‚‡ ı‡ ËÁ·Â Îfl ‚‡ ̆ Ó ÚÓ ˜Â ‚Â ÌÓ Ì‡ ËÁÓ ÒÚ‡ Ì‡ -
ÎË ÁÌ‡ ÏÂ Ì‡ Ë ÔÂÚÓÎ˙ ̃ ÍË. èÓ Ò‚ÓÂ ÛÒÏÓ ÚÂ ÌËÂ ‰ÂÏÓÌ ÒÚ‡Ì ÚË ÚÂ ·ÎÓ ÍË ‡ ı‡ ‰‚Ë ÊÂ ÌËÂ -
ÚÓ, ¯ÂÒÚ‚‡ ı‡ Ò˙Ò Ò‚Â˘Ë Ú‡Ï, Í˙‰Â ÚÓ ÔÂ‰Ë ‰ÂÙË ÎË ‡ ı‡ ‡ÍÂ ÚË Ë Ú‡Ì ÍÓ ‚Â, Ó·„‡Ê ‰‡ ı‡
Ë ·Î‡ ÏË ‡ ı‡ ÓÙË ̂ Ë‡Î ÌË ÔÛ·ÎË˜ ÌË Ò„‡ ‰Ë. çÓ‚Ë ÚÂ ÔÛ·ÎË˜ ÌË ‡ÍˆËË ÒÂ ËÁ‚˙¯ ‚‡ ı‡ ◊‚
„˙·“ (ËÎË, ·‡ı ÚË ‡Ì ÒÍË Í‡Á‡ ÌÓ, ÒÂ˘Û ‰ÓÎ ÌË ̂ ‡ Ú‡) Ì‡ Ô‡ ‚Ë ÚÂÎ ÒÚ‚Â ÌË ÚÂ ·‡ÒÚËÓ ÌË –
‰ÂÏÓÌ ÒÚ‡ ̂ ËË ÚÂ ‚Â˜Â ·flı‡ ÔÂ ÏÂ ÒÚË ÎË ÌÓ‚Ëfl, ‰ÛıÓ ‚ÂÌ ˆÂÌ Ú˙ Ì‡ „‡‰‡ Á‡‰ è‡ ÚËÈ -
ÌËfl ‰ÓÏ Ë ç‡Ó‰ ÌÓ ÚÓ Ò˙·‡ ÌËÂ, Ò ÎËˆÂ ÒÂ˘Û Ô‡ ‚Ó ÒÎ‡ ‚ÌËfl ÒËÎÛ ÂÚ Ì‡ ◊ë‚.
ÄÎÂÍÒ‡Ì‰˙ çÂ‚ÒÍË“30.
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not until 1942 that the first Bulgarian faculty of architecture was created): National
Romanticism, Sofia Sezession, and prewar Modernism or “mature” postwar Modernism.
But the “representative” buildings and districts were next door to the spontaneously built,
styleless and poor neighbourhoods of Yuchbounar and Konyovitsa, and refugee neigh-
bourhoods with village-like, rather than town-like, houses with yards and gardens
(between the Lagera and Pavlovo quarters), whereas on the outskirts socialism would later
build the prefab satellite towns Mladost and Lyulin, integrating large rural populations with
a premodern mentality into the urban environment.

* * *
The “velvet revolution” of 1989, however, was oblivious to this historically determined com-
plexity of the city. By way of contrast, it made visible only that layer of the city which had
distinct communist symbolic meaning – that is to say, it exposed and parodied the uni-
form architectural message similar to that of many other socialist capital cities. Everything
that was associated with the communist apparat, emanating a feeling of impersonal col-
lectivism, historical pomp and optimism, was to be subjected to travesties and parodies.
In Sofia this architectural layer was objectified in the Stalinist Baroque whose central sym-
metry and heavy columns dominated the city centre (the Largo), in the political aesthetics
of the Party House (the Communist Party headquarters)27 that stood face-to face with the
monument to Lenin (who, in his turn, had his gaze firmly fixed on the future), in the
mummy-like aura of the Mausoleum assembling the symbolic order of communism28, in
the countless statues of communist leader Georgi Dimitrov, of partisans and their helpers,
memorial plates, decorations, changeable and unchangeable slogans29, names of streets,
boulevards, etc.

The spontaneous, colourful crowds of different people who not only protested but also
rejoiced, sang, and celebrated their own boldness, who behaved (moved, jumped, danced,
shouted) any way they wanted, staging their own freedom and “lack of restraint” with good-
humoured, playful irony were in contrast, even in conflict, with the entire system of spa-
tialised symbols of power in communist Sofia. They moved, assembled and broke up pre-
cisely at such places emblematic of the communist regime, but without conforming to their
power perspective; their behaviour placed in ironic quotation marks the city squares and
tribunes from which the Party eye used to salute the parades of the united proletarian mass-
es. The various hues of the oppositional blue (the colour of the newly formed opposition
Union of Democratic Forces) and human diversity of every sort and kind flooded and
drowned the fading red of leftover flags and five-pointed stars. At their own discretion, the
demonstrators would block traffic, march with lit candles through places that used to be
venues of tank and missile parades, surround and symbolically desecrate official public
buildings. The new public actions were conducted “in the back” (or, in Bakhtinian terms,
against the lower body) of the government bastions – the demonstrations had already
moved the new, spiritual centre of the city behind the Party House and the National
Assembly, facing the Orthodox silhouette of the cathedral of St Alexander Nevski30.

There was a constant string of “vandalisms” – at least that is how the communist press
called them. In fact, Sofia had become a stage for symbolic profanations and travesties of
the central architectural sites of communism. But they spontaneously refrained from vio-
lence31 and were more like playful performances – the Mausoleum of Georgi Dimitrov was
covered with graffiti and literally pissed on, the Soviet Army Monument was painted with
blood-red paint, and the government and party buildings, as, incidentally, the whole city,
were splashed with funny obscene graffiti against the communist regime.

Thus, all communist codes of the city were parodied at the level of public performance: an
ephemeral, new and radical, often obscene image-production confronted the petrified
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çÂÔÂÍ ̇ Ò Ì‡ ÚÓ ·flı‡ ËÁ‚˙¯ ‚‡ ÌË ◊‚‡Ì ‰‡ ÎËÁ ÏË“ – Ú‡Í‡ ÔÓÌÂ „Ë Ì‡Ë ̃ ‡ ̄ Â ÍÓÏÛ ÌË ÒÚË ̃ Â -
ÒÍ‡ Ú‡ ÔÂÒ‡. ÇÒ˙ ̆ ÌÓÒÚ ëÓÙËfl ÒÂ ·Â ÔÂ ‚˙ Ì‡ Î‡ ‚ ÒˆÂÌ‡ Á‡ ÒËÏ ‚ÓÎ ÌË Ó·Û „‡ ‚‡ ÌËfl Ë
Ú‡‚Â ÒÚËË Ì‡ ‡ıË ÚÂÍ ÚÛ ÌË ÚÂ Ò˙Ò Â ‰Ó ÚÓ ̃ Ëfl Ì‡ ÍÓÏÛ ÌËÁ Ï‡. íÂ Ó·‡˜Â ÒÔÓÌ Ú‡Ì ÌÓ ÒÂ
ÔË ‰˙ Ê‡ ı‡ ÓÚÒ‡Ï „‡ ÌË ̂ ‡ Ú‡ Ì‡ Ì‡ÒË ÎËÂ ÚÓ31, ·flı‡ ÔÓ-ÒÍÓÓ Ë„Ó ‚Ë Ô˙ ÙÓ Ï‡Ì ÒË –
Ï‡‚ÁÓ ÎÂflÚ Ì‡ ÉÂÓ „Ë ÑËÏË ÚÓ‚ ·Â¯Â Ì‡¯‡ ÂÌ Ò Ì‡‰ ÔË ÒË Ë ·ÛÍ‚‡Î ÌÓ ÔÂ ÔË Í‡Ì,
Ô‡ÏÂÚ ÌË Í˙Ú Ì‡ óÂ ‚Â Ì‡ Ú‡ ‡ÏËfl – ·Ófl ‰Ë Ò‡Ì Ò Í˙ ‚‡ ‚‡ ·Ófl, Ô‡ ‚Ë ÚÂÎ ÒÚ‚Â ÌË Ë Ô‡ ÚËÈ -
ÌË Ò„‡ ‰Ë, Í‡ÍÚÓ ‚ÔÓ ̃ ÂÏ Ë ˆÂÎËflÚ „‡‰ – Ó·ÒË Ô‡ ÌË Ò˙Ò ÒÏÂ¯ ÌÓ-ÌÂÔË ÎË˜ ÌË „‡ ÙË ÚË
ÒÂ˘Û ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍËfl ÂÊËÏ.

í‡Í‡ Ì‡ ÌË‚Ó ÚÓ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÂ‰ ÒÚ‡ ‚ÎÂ ÌËÂ ÒÂ Ô‡Ó ‰Ë ‡ ı‡ ‚ÒË˜ ÍË ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍË
ÍÓ‰Ó ‚Â Ì‡ „‡‰‡: Â‰ÌÓ ÂÙÂ ÏÂ ÌÓ, ÌÓ‚Ó Ë ‡‰Ë Í‡Î ÌÓ, ˜ÂÒÚÓ Ó·Ò ̂ ÂÌ ÌÓ Ó·‡ ÁÓ-ÔÓ ËÁ -
‚Ó‰ ÒÚ‚Ó, ÍÓÌ ÙÓÌ ÚË ‡ ÌÓ Ò ‚Í‡ ÏÂ ÌÂ Ì‡ Ú‡ ‚ËÁËfl Ì‡ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍËfl ÚÓÚ‡ ÎË Ú‡ ËÁ˙Ï.
ëÓÙËflÌ ̂ Ë ËÌÒˆÂ ÌË ‡ ı‡ Í‡ÚÓ „ÎÂ‰ Í‡ Ò·Î˙Ò˙ Í‡ ÏÂÊ‰Û ÚÓÚ‡ ÎË Ú‡ ÌÓ ÚÓ Û·‡ ÌË ÒÚË˜ ÌÓ
ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ë ÌÓ‚Ë ÚÂ ÔÛ·ÎË˜ ÌË Ô‡Á ÌË ̂ Ë Ì‡ Ò‚Ó ·Ó ‰‡ Ú‡, ‚ ÍÓËÚÓ ËÏ‡¯Â ÔÓ ÒÚË
ÔÓÒÎ‡ ÌËfl Ë ÏÌÓ„Ó ‡‰ÓÒÚ Ë ËÓ ÌË˜ Ì‡ Ë„‡ Ò˙Ò ÒËÏ ‚Ó ÎË.

ãÓÁÛÌ „Ë ÚÂ Ô‡ ‚Â ı‡ ‚Ë‰Ë ÏË Ë ˜Û‚‡ ÂÏË ÌÂ ÌflÍ‡Í ‚Ë ÌÂÓ ̃ ‡ Í‚‡ ÌË, ‡ ·‡ÁÓ ‚Ë, Ò‡Ï ÓÓ˜Â ‚Ë‰ -
ÌË ÌÂ˘‡: ◊ÑÂÏÓ Í‡ ̂ Ëfl“, ◊ÉÎ‡Ò ÌÓÒÚ“, ◊àÒÚË Ì‡“, ◊èÎÛ ‡ ÎËÁ˙Ï“, ◊çËÂ ÒÏÂ Ì‡Ó‰˙Ú“; Ú.Â.
ÒÚ‡ ‚‡ ̄ Â ‰ÛÏ‡ Á‡ Ò‚Ó ·Ó ‰‡ Ú‡, Ô‡ ‚‡ Ú‡ Ì‡ ˜Ó‚Â Í‡ Ë Ì‡Ó‰ ÌËfl ÒÛ‚Â Â ÌË ÚÂÚ, Á‡ ÔÛ·ÎË˜ -
Ì‡ Ú‡ ËÒÚË Ì‡ Ë ÒÓˆË‡Î Ì‡ Ú‡ ÒÔ‡ ‚Â‰ ÎË ‚ÓÒÚ. íÓ‚‡ ·flı‡ Ú‡ ‰Ë ̂ ËÓÌ ÌË ˆÂÌ ÌÓ ÒÚË,  ÍÓËÚÓ
ÌÂ Ì‡ÔÛ ÒÍ‡ ı‡ ÎÂ„ËÚ ËÏ‡ ̂ ËË ÚÂ Ì‡ åÓ‰ÂÌÓÒÚÚ‡ (Á‡ àÁÚÓ˜ Ì‡ Ö‚Ó Ô‡ ÚÂ ·flı‡ ÌÂÏË ÒÎË ÏË
‚ ‡Ï ÍË ÚÂ Ì‡ ÔÂ ‰Ë¯ ÌË ÚÂ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍË ÂÊË ÏË). íflı Ì‡ Ú‡ ÒÂÏ ÔÎÓÒÚ ÔÓÁ‚Ó ÎË Ì‡
Á‡Ô‡‰ ÌË ÍÓÏÂÌ Ú‡ ÚÓ Ë ‰‡ Ì‡Â Í‡Ú Ò˙·ËÚ Ëfl Ú‡ ◊ÍÓÌ ÒÂ ‚‡ ÚË‚ Ì‡ Â‚Ó Î˛ ̂ Ëfl“ Ë ◊ÂÒÚ‡‚ -
‡ ̂ Ëfl Ì‡ ÌÓ Ï‡Î ÌÓÒÚ Ú‡“32. í‚˙ ‰Â ̄ Â ÒÂ, ˜Â ÚÂÁË ÔÓ ̂ Â ÒË Ò‡ ÙËÎÓ ÒÓ ÙÒÍË ÚË ‚Ë ‡Î ÌË
– ÌÂ ‡Ê ‰‡Ú ÌÓ‚Ë Ë‰ÂË Ë Ò‡ ÌÂ ÔÓ‚Â ̃ Â ÓÚ Ô‡Á ÌÛ ‚‡ ÌÂ (‰Ó ËÁ‚ÂÒÚ Ì‡ ÒÚÂ ÔÂÌ Ì‡Ë‚ ÌÓ) Ì‡
Ò‡ÏË ÚÂ ÎË·Â ‡Î ÌË ÓÒÌÓ ‚‡ ÌËfl Ì‡ åÓ‰ÂÌ‡Ú‡ ÂÔÓı‡. ä˙Ï ÚÓ‚‡ ÒÂ ‰Ó·‡ ‚Ë Ë Ó·‚Ë ÌÂ ÌËÂ -
ÚÓ, ˜Â Ò‡ÏË ÌÓÒÂ ̆ Ë ÚÓÚ‡ ÎË Ú‡ ÂÌ Ï‡ÌËÚ‡ ÎË ÚÂÚ, ÔÓ ÚÂ ÒÚË ‡ ̆ Ë ÚÂ ÌÂ Ô‡ ‚flÚ ÌË˘Ó ÔÓ‚Â -
˜Â ÓÚ ÚÓ‚‡ ‰‡ ËÌÒˆÂ ÌË ‡Ú Â‰ËÌ ÚÓÚ‡ ÎÂÌ ÏÓ‰Â ÂÌ ëÛ·ÂÍÚ (ç‡Ó ‰‡) ÒÂ˘Û ‰Û„ (èÓÎË -
ˆÂÈ ÒÍ‡ Ú‡ ‰˙ Ê‡ ‚‡), Ò ÍÓÂÚÓ, ‚Ò˙ ̆ ÌÓÒÚ, ‚˙Á ÔÓ ËÁ ‚ÂÊ ‰‡Ú ÓÌÁË ÍÓÎÂÍ ÚË ‚ËÁ˙Ï, ÍÓÈÚÓ
ÓÚË ̃ ‡Ú.

Ä‚ÚÓ ˙Ú Ì‡ Ì‡ÒÚÓfl ̆ Ë ÚÂ Â‰Ó ‚Â ÌÂ ÒÔÓ ‰Â Îfl ÚÓ‚‡ ÏÌÂ ÌËÂ. ÇÒ˙ ̆ ÌÓÒÚ, ‚ ◊ÌÂÊ ÌË ÚÂ Â‚Ó -
Î˛ ̂ ËË“ ËÏ‡¯Â ÌÂ˘Ó ÓÚ ◊ÂÙÂÍ ÒË‚ Ì‡ Ú‡ ÏÓ‰Â ÌÓÒÚ“ – ‚ Úflı ÏÓ‰Â Ì‡ Ú‡ ÂÔÓı‡ ÒÂ Ó·˙ -
Ì‡ Ò‡Ï‡ ÒÂ˘Û Ò‡Ï‡ Ú‡ ÒÂ·Â ÒË, Á‡ ‰‡ ÒÂ ÓÒÏË ÒÎË Ë ÍË ÚË ÍÛ ‚‡, ÌÓ Ò˙˘Ó Ë Á‡ ‰‡ Ë„‡Â
Ò˙Ò ÒÂ·Â ÒË ‚ ÔÓÂ ‰Ë ̂ ‡ ÓÚ ÒËÏ ‚ÓÎ ÌË ÔÂ Ó· ˙ ̆ ‡ ÌËfl. çÂ ÒÚ‡ ‚‡ ̄ Â ‰ÛÏ‡ Á‡ Â‰ÌÓ ÔÎ‡ ÌÓ‚
ÍÓÌ ÙÎËÍÚ ÏÂÊ‰Û Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍ‡ Ë ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ Ë‰ÂÓ ÎÓ „ËË, ‡ Á‡ ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ ÔÓ-
ÒÎÓ ÊÂÌ, ÚÂ‡Ú‡ ÎË ÁË ‡Ì Ò·Î˙Ò˙Í ÏÂÊ‰Û ‡Á ÎË˜ ÌË ‚˙ÁÏÓÊ ÌÓ ÒÚË Ë ‡ÎÚÂ Ì‡ ÚË‚ ÌË ‚‡Ë -
‡Ì ÚË Ì‡ ÔÓ ÂÍ Ú‡, Ú˙„ Ì‡Î ÓÚ èÓÒ ‚Â ̆ Â ÌËÂ ÚÓ. í‚˙ ‰fl, ˜Â ◊ÌÂÊ ÌË ÚÂ Â‚Ó Î˛ ̂ ËË“ ·flı‡
ÔÂ‰ ÒÚ‡ ‚ÎÂ ÌËÂ, ÍÓÂÚÓ ‚ Ì‡È-‡·ÒÚ‡Í ÚËfl ÔÎ‡ÒÚ Ì‡ Ò‚Ó ÂÚÓ ÔÓÒÎ‡ ÌËÂ ÔÓË „‡ ‚‡ ̄ Â Â‰Ì‡
ÒÂ˘Û ‰ÛÚ‡ ‰‚Â ‡Á ÎË˜ ÌË åÓ‰ÂÌÓÒÚË33. Ö‰Ì‡ Ú‡ ·Â¯Â ÎËÌËfl Ú‡ Ì‡ ‡ˆËÓ Ì‡Î ÌËfl Ô‡Ì-
ÓÔÚËÁ˙Ï Ì‡ ÛÔ‡ ‚ÎflÂ ÏÓÒÚ Ú‡, ÔÂ ÔÎÂ ÚÂ Ì‡ Ò ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ ÛÚÓ ÔË˜ ÌÓÒÚ Ë ‰Ó‚Â ‰Â Ì‡ ‰Ó
Í‡È ÓÚ Ò˙‚ÂÚ ÒÍËfl ÚÓÚ‡ ÎË Ú‡ ËÁ˙Ï: ˆÂÌ Ú‡ ÎË Á‡ ̂ Ëfl, ÍÓÎÂÍ ÚË ‚ËÁ˙Ï, ÒÓˆË‡Î ÌÓ ËÌÊÂ ÌÂ -
ÒÚ‚Ó Ë Ì‡ÒËÎ ÒÚ‚Â Ì‡ ÏÓ‰Â ÌË Á‡ ̂ Ëfl, ·˛Ó Í‡ ÚË ÁË ‡ ÌÂ Ì‡ ÛÚÓ ÔËfl Ú‡ ‚ ˆËÌË˜ Ì‡ ÏÂÊ‡
ÓÚ ‡Ô‡ ‡Ú ̃ Ë ̂ Ë Ë Ë‰ÂÓ ÎÓ „Ë ̃ Â ÒÍË ‡‚ÚÓ Ï‡ ÚËÁ ÏË, ÔÓÎË ̂ ÂÈ ÒÍË ÍÓÌ ÚÓÎ, ÚÂÓ, Ï‡ÒÓ‚
ÒÚ‡ı, ÔÓ ÌË Á‡Î Ì‡ÒÂ ÎÂ ÌËÂ Ë ËÌÒÚË ÚÛ ̂ ËË. èÓ ÓÚÌÓ ̄ Â ÌËÂ Ì‡ „‡ ‰Ó ‚Â ÚÂ ÚÓ‚‡ ËÏ‡¯Â
ÔflÍ‡ ‡ıË ÚÂÍ ÚÛ Ì‡ Ë Û·‡ ÌË ÒÚË˜ Ì‡ Ï‡ÚÂ Ë‡ ÎË Á‡ ̂ Ëfl – ÚÓ ÒÂ ÓÔÓ ÒÚ‡Ì ÒÚfl ‚‡ ̄ Â ‚
‡Á Û ̄ ‡ ‚‡ ÌÂ Ì‡ ÒÚ‡Ë ·Û ÊÓ ‡Á ÌË Ò„‡ ‰Ë Ë ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ë ÒÚÓ ÂÊ Ì‡ ÓÙË ̂ Ë‡Î ÌË,
Ô‡Á ÌË ÔÎÓ ̆ ‡ ‰Ë Ò˙Ò Ò‡Í ‡ ÎË ÁË ‡ ÌÓ-Ô‡ ÚËÈ ÌË ˆÂÌ ÚÓ ‚Â; ‚ ‰ÓÏË Ì‡ ̂ Ëfl Ì‡ ÓÙË ̂ ‡Î Ì‡
ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ ‚ËÁÛ‡Î Ì‡ ÒËÏ ‚Ó ÎË Í‡ (ÚË ·Û ÌË, ÔÂÚÓÎ˙ ̃ ÍË, Ò˙ ÔÓ ‚Â Ë ˜ÛÍÓ ‚Â, ˜Â ‚Â -
ÌË ÁÌ‡ ÏÂ Ì‡, Ó·‡ ÁË Ì‡ ÒÔÎÓ ÚÂ ÌËfl ÔÓ ÎÂ Ú‡ Ë‡Ú, Ó·‡ ÁË Ì‡ ‚ÓÊ ‰Ó ‚Â ÚÂ, ‡‚ÚÓ Ï‡ ÚË ÁË ‡ -
Ì‡ „‡ ÙÓÒ ÙÂ ‡ ÓÚ ÎÓÁÛÌ „Ë), ÓÚ ÍÓflÚÓ Ú˙ „‚‡Ú ‚Î‡ ÒÚÓ ‚Ë ÚÂ ÔÂÒ ÔÂÍ ÚË ‚Ë Ë Ë‰ÂÓ ÎÓ „Ë ̃ Â -
ÒÍ‡ Ú‡ ÒÚÛÍ ÚÛ ‡ Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ. çÓ ÚÓ ÒÂ Ï‡ÚÂ Ë‡ ÎË ÁË ‡ ̄ Â Ó˘Â ‚ „Û·Â ̆ ‡ Ë
Ï˙Ò Ì‡ ÚÂÊÍ‡ ËÌ‰Û ÒÚËfl ‚ ÌÂÔÓ ÒÂ‰ ÒÚ‚Â Ì‡ ·ÎË ÁÓÒÚ Ò ÌÓ‚Ó ‚˙ ÁÌË ÍÌ‡ ÎË ÚÂ ‡·ÓÚ ÌË ̃ Â -
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vision of communist totalitarianism. Sofianites staged as a sight the clash between totali-
tarian urban space and the new public celebrations of freedom, in which there were sim-
ple messages and much joy and ironic play with symbols.

The slogans made visible and audible not some unexpected but basic, self-evident things:
“Democracy”, “Openness”, “Truth”, “Pluralism”, “We Are the People”; in other words, they
were about freedom, human rights and popular sovereignty, public truth and social justice.
These were traditional values which did not go beyond the legitimations of Modernity (for
Eastern Europe they were unthinkable during the previous communist regimes). Their sim-
plicity made some western commentators define these events as a “conservative revolu-
tion” and “restoration of normalcy”32. These processes were claimed to be philosophically
trivial, failing to generate new ideas and being nothing more than a celebration (to some
extent, a naive one) of the liberal foundations of the Modern Age. To this was added the
accusation that the protestors, who had a totalitarian mentality themselves, were merely
staging one total modern Subject (the People) against another (the Police State), by which
they were de facto reproducing the collectivism that they wanted to reject.

The writer disagrees with this opinion. In fact, the “velvet revolutions” contained an ele-
ment of “reflexive Modernity” – in them the Modern Age turned back upon itself to ratio-
nalise and criticise itself, but also to play with itself in a series of symbolic transformations.
This was not a simple conflict between capitalist and communist ideologies but a far more
complex, theatricalised clash between different possibilities and alternative variants of the
project born of the Enlightenment. I claim that the “velvet revolutions” were a performance
which, in the most abstract layer of its message, played out a clash between two different
Modernities33. One followed the line of the rational panopticism of governmentality, inter-
twined with communist utopianism and brought to extreme by Soviet totalitarianism: cen-
tralisation, collectivism, social engineering and forced modernisation, bureaucratisation of
the utopia in a cynical network of apparatchiks and ideological apparatus, police control,
terror, mass fear instilled in people and institutions. This had direct architectural and
urbanistic materialisation in cities: it was spatialised in demolition of old bourgeois build-
ings and spaces, and construction of official, empty town squares with sacralised-party
centres; in domination of the official communist visual symbols (tribunes, five-pointed
stars, hammers and sickles, red flags, images of the united proletariat, images of the lead-
ers, automatised graphosphere of slogans) which were at the centre of the power per-
spectives and ideological structure of space. But it was also materialised in a loss-making
and dirty heavy industry in immediate proximity to the newly built working-class suburbs –
which were actually satellite towns of grey, dismal blocks of flats mixing the urban and
rural ways of life in an absurd way. The absurd combination and contradiction between
technical rationality, irrational utopianism and automated bureaucracy materialised in
urban dysfunctionality resulting from the domination of ideology over practical urbanistic
functions: disintegrating infrastructure, packed city transport, poor-quality construction,
communal uniformity of the new prefab flats, lack of colour, environmental threats, etc.

But although it was probably flawed, the other, alternative line played out by the transition
was – despite all postmodern projects proclaimed to be “the end of history”, “the collapse
of Grand Narratives” etc. – alive and vibrant. This was a liberal value programme in which
Eastern Europe had no alternative for some time: individual liberties, entrepreneurship,
freedom of movement of money and symbols, rule of law, pluralism, separation of powers.
As the transition did not have the historical time to create this Modernity, it only staged it,
creating festive performances that represented the civic principle of freedom as opposed
to the panoptic, total engineering reason in its ideological mutations. In this sense, the
visual layer born of the velvet revolutions looked like a parodic, mocking make-up vis-à-vis
the impersonal totalitarian spaces: colourful, bright and free, but temporary.
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ÒÍË ÔÂ‰ „‡ ‰Ëfl, ‚Ò˙ ̆ ÌÓÒÚ Ò‡ÚÂ ÎËÚ ÌË „‡‰ ̃ Â Ú‡ ÓÚ ÒË‚Ë ÏËÁÂ ÌË Ô‡ÌÂÎ ÍË, ÒÏÂ Ò‚‡ ̆ Ë
ÔÓ ‡·ÒÛ ‰ÂÌ Ì‡˜ËÌ „‡‰ ÒÍË Ë ÒÂÎ ÒÍË Ì‡˜Ë ÌË Ì‡ ÊË‚ÓÚ. Ä·ÒÛ‰ ÌÓ ÚÓ ÔÂ ÔÎË Ú‡ ÌÂ Ë ÔÓ -
ÚË ‚Ó Â ̃ ËÂ ÏÂÊ‰Û ÚÂı ÌË ̃ Â ÒÍ‡ ‡ˆËÓ Ì‡Î ÌÓÒÚ, Ë‡ ̂ ËÓ Ì‡Î Ì‡ ÛÚÓ ÔË˜ ÌÓÒÚ Ë ‡‚ÚÓ Ï‡ ÚË ÁË -
‡ Ì‡ ·˛Ó Í‡ ÚË˜ ÌÓÒÚ ÒÂ Ï‡ÚÂ Ë‡ ÎË ÁË ‡ ̄ Â ‚ „‡‰ ÒÍ‡ ‰ËÒ-ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓÒÚ, ÂÁÛÎ Ú‡Ú
ÓÚ ‰ÓÏË Ì‡ ̂ Ëfl Ú‡ Ì‡ Ë‰ÂÓ ÎÓ „Ëfl Ú‡ Ì‡‰ Ô‡Í ÚË ̃ Â ÒÍË ÚÂ Û·‡ ÌË ÒÚË˜ ÌË ÙÛÌÍ ̂ ËË: ‡Á Ô‡ ‰‡ -
˘‡ ÒÂ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡, ÔÂÚ˙Ô Í‡Ì „‡‰ ÒÍË Ú‡ÌÒ ÔÓÚ, ÎÓ¯Ó Í‡ ̃ Â ÒÚ‚Â ÌÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó,
ÍÓÏÛ Ì‡Î ÌÓ Â‰ÌÓ Ó· ‡ ÁËÂ Ì‡ ÌÓ‚Ë ÚÂ Ô‡ÌÂÎ ÌË ÊËÎË ̆ ‡, ÎËÔÒ‡ Ì‡ ˆ‚Â ÚÓ ‚Â, ÂÍÓ ÎÓ „Ë˜ ÌË
Á‡ÔÎ‡ ıË Ë Ú.Ì.

ÑÛ „‡ Ú‡, ‡ÎÚÂ Ì‡ ÚË‚ Ì‡ ÎËÌËfl, ÔÓË „‡ Ì‡ ÓÚ ÔÂ ıÓ ‰‡, ‚ÂÓ flÚ ÌÓ ÌÂÒ˙ ‚˙ ̄ Â Ì‡, ·Â¯Â
Ó·‡˜Â – ÌÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ ‚ÒË˜ ÍË ÔÓÒÚ ÏÓ ‰Â ÌË ÔÓ ÂÍ ÚË, ÔÓ ÍÎ‡ ÏË ‡ ÌË Í‡ÚÓ ◊Í‡È Ì‡
ËÒÚÓ Ëfl Ú‡“, ◊‡Á Ô‡ ‰‡ ÌÂ Ì‡ ÉÓÎÂ ÏË ÚÂ ‡Á Í‡ ÁË“ Ë Ô. – ÊË‚‡ Ë ÂÌÂ „Ë˜ Ì‡. íÓ‚‡ ·Â¯Â
Â‰Ì‡ ÎË·Â ‡Î Ì‡ ˆÂÌ ÌÓÒÚ Ì‡ ÔÓ „‡ Ï‡, ‚ ÍÓflÚÓ Á‡ ËÁ‚ÂÒÚ ÌÓ ‚ÂÏÂ àÁÚÓ˜ Ì‡ Ö‚Ó Ô‡
ÌflÏ‡ ̄ Â ‡ÎÚÂ Ì‡ ÚË ‚‡: ËÌ‰Ë ‚Ë ‰Û ‡Î ÌË Ò‚Ó ·Ó ‰Ë, ÔÂ‰ ÔËÂ Ï‡ ̃ Â ÒÚ‚Ó, Ò‚Ó ·Ó ‰‡ Ì‡ ‰‚Ë ÊÂ -
ÌËÂ ÚÓ Ì‡ Ô‡Ë Ë ÒËÏ ‚Ó ÎË, ‚˙ ıÓ ‚ÂÌ ÒÚ‚Ó Ì‡ Á‡ÍÓ Ì‡, ÔÎÛ ‡ ÎËÁ˙Ï, ‡Á ‰Â ÎÂ ÌËÂ Ì‡ ‚Î‡ -
ÒÚË ÚÂ. èÂ ıÓ ‰˙Ú ÌflÏ‡ ̄ Â ËÒÚÓ Ë ̃ Â ÒÍÓ ÚÓ ‚ÂÏÂ ‰‡ Ò˙Á‰‡ ‰Â Ú‡ÁË åÓ‰ÂÌÓÒÚ, Á‡ÚÓ ‚‡
ÚÓÈ Ò‡ÏÓ fl ËÌÒˆÂ ÌË ‡ ̄ Â, Ò˙Á‰‡ ‚‡ ̄ Â Ô‡Á ÌË˜ ÌË ÔÂ‰ ÒÚ‡ ‚ÎÂ ÌËfl Ì‡ „‡Ê ‰‡Ì ÒÍËfl
ÔËÌ ̂ ËÔ Ì‡ Ò‚Ó ·Ó ‰‡ Ú‡ Í‡ÚÓ ÔÓ ÚË ‚Ó ÔÓ ÒÚ‡‚ ÂÌ Ì‡ Ô‡Ì-ÓÔÚË ̃ Â ÒÍËfl, ÚÓÚ‡ ÎÂÌ ËÌÊÂ ÌÂ ÂÌ
‡ÁÛÏ ‚ ÌÂ„Ó ‚Ë ÚÂ Ë‰ÂÓ ÎÓ „Ë ̃ Â ÒÍË ÏÛÚ‡ ̂ ËË. Ç ÚÓÁË ÒÏË Ò˙Î ‚ËÁÛ‡Î ÌËflÚ ÔÎ‡ÒÚ, ÍÓÈÚÓ
ÌÂÊ ÌË ÚÂ Â‚Ó Î˛ ̂ ËË Ó‰Ë ı‡, ÔË ÎË ̃ ‡ ̄ Â Ì‡ Ô‡Ó ‰Ë ÂÌ, ÔÓ‰Ë „‡ ‚‡ ÚÂ ÎÂÌ „ËÏ ÒÔfl ÏÓ
·ÂÁ ÎË˜ ÌË ÚÂ ÚÓÚ‡ ÎË Ú‡ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡ – ¯‡ÂÌ, ‚ÂÒÂÎ Ë Ò‚Ó ·Ó ‰ÂÌ, ÌÓ ‚Â ÏÂ ÌÂÌ.
ç‡È-Ò˙˘Â ÒÚ‚Â ÌÓ ÚÓ ‚ ÌÂ„Ó ·Â¯Â, ˜Â ÔÓ ‚ÂÏÂ Ì‡ ◊ÌÂÊ ÌË ÚÂ Â‚Ó Î˛ ̂ ËË“, ÍÓÌ ÙÎËÍ Ú˙Ú Ì‡
ÚÓÚ‡ ÎË Ú‡ Ì‡ Ú‡ Ë Ì‡ ÎË·Â ‡Î Ì‡ Ú‡ ÏÓ‰Â ÌÓÒÚ ·Â¯Â ËÌÒˆÂ ÌË ‡Ì Ú˙ÍÏÓ Í‡ÚÓ Ë„‡ Ë
Ô‡Á ÌËÍ, ‡ ÌÂ Í‡ÚÓ Ì‡ÒË ÎËÂ. åËÚËÌ„ËÚÂ ·flı‡ ÌÂ Ò‡ÏÓ ÔÓ ÚÂÒÚ, ÌÓ Ë „ÎÂ‰ Í‡ Ò ÔÓÒÚ ÏÓ -
‰Â Ì‡ ÂÒÚÂ ÚË Í‡ – ‡„Â ÒËfl Ú‡ ‚ ÌÂfl ·Â¯Â ÏÓ‰Â Ë ‡ Ì‡ Ë ◊ÒˆÂ ÌË˜ Ì‡“, ‡ÚÏÓ ÒÙÂ ‡ Ú‡ –
ËÓ ÌË˜ Ì‡, Ë„‡ Â˘‡ Ò ˆËÚ‡ ÚË, ÎË¯Â Ì‡ ÓÚ ‡‰Ë Í‡Î ÌÓÒÚ. ä˙‚ ÌÂ ÒÂ ÔÓÎfl: Ú.Â. Ì‡È-
Ò˙˘Â ÒÚ‚Â ÌÓ ÚÓ ‚ËÁÛ‡ ÎË ÁË ‡ ÌÂ ·Â¯Â ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ ÚÂÓ Í‡ÚÓ ÒÂ‰ ÒÚ‚Ó Á‡ ‰ËÒ ̂ Ë -
ÔÎË ÌË ‡ ÌÂ Ì‡ ÒÓˆË‡Î ÌÓ ÚÓ ˆflÎÓ. ê‡Ì Ì‡ Ú‡ ÔÎÓ ̆ ‡‰ Ì‡ ◊ÌÂÊ ÌÓÒÚ“ Ì‡ ÔÂ ıÓ ‰‡ Ì‡Ô‡ ‚Ë
‚Ë‰ËÏ ÓÚÍ‡Á‡ ÓÚ Ì‡ÒËÎ ÒÚ‚Â ÌÓ ÒÓˆË‡Î ÌÓ ËÌÊÂ ÌÂ ÒÚ‚Ó.

íÂ‡ Ú˙ ˙Ú Ì‡ ÔÓ ÚÂ ÒÚË ÚÂ ÔÓ ËÁ ‚Â ‰Â ÏÌÓ„Ó ÁÌ‡ˆË ÓÚ ÚÓÁË Â„Ë ÒÚ˙. ëÌËÏ ÍË ÚÂ ÓÚ
ÏËÚËÌ „Ë ÚÂ ÔÓÍ‡Á ‚‡Ú, ˜Â Â ·ËÎ ÔÓ ÏÂ ÌÂÌ, ÔÓÌÂ ‚Â ÏÂÌ ÌÓ, ÂÊË Ï˙Ú Ì‡ ÚÂÎ‡ Ú‡. á‡
‡Á ÎË Í‡ ÓÚ ÔÂ ‰Ë¯ ÌË ÚÂ Ï‡ÌË ÙÂ ÒÚ‡ ̂ ËË, ËÌ‰Ë ‚Ë ‰Ë ÚÂ ‚Â˜Â ÌÂ ÒÂ ÒÎË ‚‡ ı‡ ‚ ÛÌË ÙÓ -
ÏÂÌ ÙÓÍÛÒ – Ï‡ÒË ÚÂ Ì‡ ÔÎÓ ̆ ‡ ‰Ë ÚÂ ‚Â˜Â ÌflÏ‡ ı‡ ÚËÔÓ ‚Ó Ó·ÎÂ ÍÎÓ, ÊÂÒÚÓ ‚Â, ÔÓÁË Ì‡
ÚflÎÓ ÚÓ, ÔÓÒÓ Í‡ Ì‡ ÔÓ„ÎÂ‰, ÌÂ ·flı‡ ◊Ï‡ÒË“, ÌÂ ·flı‡ ◊ÒÔÎÓ ÚÂ ÌË“. ë˙ÒÚÓfl ı‡ ÓÚ ı‡Ó ÚË˜ -
ÌË ËÌ‰Ë ‚Ë ‰Ë Ò ‡Á ÌÓ Ó ‰ÂÌ ÒÚËÎ Ë ıÂÚÓÓ „ÂÌ ÌË ÔÓ‚Â ‰Â ÌËfl, ÌÂÔÓ ‰‡Ú ÎË ‚Ë Ì‡ ÛÌË ÙË -
Í‡ ̂ Ëfl Ë ‰ËÒ ̂ Ë ÔÎË ÌË, ÒflÍ‡¯ ÔÓ ÒÚÓ ‡Á ÎË˜ ÌË ÏËÌÛ ‚‡ ̃ Ë, ÌÓ ÏÓ·Ë ÎË ÁË ‡ ÌË ‚Â ÏÂÌ ÌÓ
Á‡ Ò˙˘Ó Ú‡Í‡ ‚Â ÏÂÌ Ì‡ Ó·˘‡ ˆÂÎ. ÇÒÂÍË ·Â¯Â Ó·ÎÂ ̃ ÂÌ ÔÓ Ò‚Ó Â ÏÛ, ÊÂÒÚË ÍÛ ÎË ‡ ̄ Â
‡Á ÎË˜ ÌÓ, Ú‡Ì ̂ Û ‚‡ ̄ Â Í‡ÍÚÓ ÏÛ ıÛÏ ÌÂ, ËÏ‡¯Â Ò‚Ófl ÂÒÚÂ ÚË ̃ Â ÒÍ‡ Ë ÔÓÎË ÚË ̃ Â ÒÍ‡ ÔÓ -
„‡ Ï‡, ÔÓ ËÁ ‚ÂÊ ‰‡ ̄ Â ÛÌË Í‡ ÎÂÌ Ò‚ÓÈ Ó·‡Á. ç‡‰ ÔÓ ÚÂ ÒÚË ‡ ̆ Ëfl ◊Ì‡Ó‰“ ÌflÏ‡ ̄ Â
ÓÍÓ, ÍÓÂÚÓ ‰‡ „Ó ÚÓÚ‡ ÎË ÁË ‡, ÌËÚÓ Ó„‡ ÌË Á‡ ̂ Ëfl, ÍÓflÚÓ ‰‡ „Ó Ó„‡ ÌË ÁË ‡ – Ô‡ ÚËË Ë
ÔÎ‡Ú ÙÓ ÏË ÒÂ ÔÓfl‚Ë ı‡ ÔÓ-Í˙ÒÌÓ, ÓÔÓ ÁË ̂ Ëfl Ú‡ ‰˙Î„Ó ‚ÂÏÂ Ô‡ÁÂ ̄ Â ÒËÏ ‚Ó Î‡ Ì‡ ÒÔÓÌ -
Ú‡Ì ÌÓ ÚÓ ◊‰‚Ë ÊÂ ÌËÂ“... à Ú˙ÍÏÓ Ú‡ÁË „ÎÂ‰ Í‡ – Ì‡ ◊‡Á ÙÓ ÍÛ ÒË ‡ ÌË ÚÂ“, ı‡Ó ÚË˜ ÌÓ Ô‡Á -
ÌÛ ‚‡ ̆ Ë  Ï‡ÒË ·Â¯Â Ì‡È-„ÓÎÂ ÏËflÚ ÒÍ‡Ì ‰‡Î Á‡ ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ Ú‡ ‡ıË ÚÂÍ ÚÛ Ì‡
ÒÂ‰‡.

í.Â. ˜‡ÒÚ ÓÚ ÔÓÒÎ‡ ÌËÂ ÚÓ ·Â¯Â, ˜Â ◊Ì‡Ó‰˙Ú“ (ÔÓ ÒÎÓ ‚Û Ú‡ ÏÓ‰Â Ì‡ Í‡ÚÂ „Ó Ëfl) ÔÂÁ
1989 „. ‚Ò˙ ̆ ÌÓÒÚ ‚Â˜Â ÒÂ Ò˙ÒÚÓË Â‰ËÌ ÒÚ‚Â ÌÓ ÓÚ ÂÍÒÔÂ ÒË‚ ÌË ËÌ‰Ë ‚Ë ‰Û ‡Î ÌÓ ÒÚË, ÓÚ
·‡Û ÌÓ ‚Ë ÚÂ ‰‚Ë ÊÂ ÌËfl Ì‡ ˜Ó‚Â¯ ÍË ‡ÚÓÏË, Ò‡ÏÓ Á‡ ÏÓÏÂÌÚ Ò˙·‡ ÎË ÒÂ ‚˙‚ ÙÓÍÛ Ò‡ Ì‡
ÔÓ ÚÂ ÒÚ‡. ÑÓÍ‡ Á‡ ÚÂÎ ÒÚ‚Ó ÚÓ Á‡ ÚÓ‚‡, ˜Â ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÏÓÏÂÌÚ ÌÓ Ò˙ÒÚÓfl ÌËÂ, ‰ÓÈ‰Â
Ò‡ÏÓ ÌflÍÓÎ ÍÓ ÏÂÒÂ ̂ ‡ (ËÎË „Ó‰Ë ÌË) ÔÓ-Í˙ÒÌÓ, ÍÓ„‡ ÚÓ ÌÓ‚Ë ÚÂ ◊Ï‡ÒË“ ÒÂ ‡Á Ô‡‰ Ì‡ ı‡
ÓÚÌÓ ‚Ó Ì‡ ËÌ‰Ë ‚Ë ‰Ë, ÍÓËÚÓ ÔÓÂı‡ ÔÓ ‡Á ÌÓ ÔÓ ÒÓ˜ ÌË ÚÂ ÒË „‡‰ ÒÍË Ú‡ ÂÍ ÚÓ ËË – Ë
ÏËÚËÌ „Ë ÚÂ ÒÂ ÓÍ‡ Á‡ ı‡ ‚Â˜Â ÌÂ‚˙ ÁÏÓÊ ÌË.
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The most important thing in it was that during the “velvet revolutions” the conflict of totali-
tarian and liberal Modernity was staged precisely as a theatrical one, the atmosphere
being ironic, playing with references and lacking radical elements. Blood was not shed: in
other words, the most significant visualisation was the absence of terror as an instrument
for disciplining the social whole. The early town-square “velvetiness” of the transition
made visible the rejection of forced social engineering.

The theatre of protests produced many symbols of this kind. Photos of the demonstrations
show that the regime of bodies had changed, at least temporarily. Unlike the previous
parades, the individuals no longer merged in a uniform focus – the masses in the squares
no longer had uniform clothes, gestures, body postures, direction of gaze; they were not
“masses” nor were they “united”. They consisted of chaotic individuals with heteroge-
neous styles and behaviours, who were not susceptible to unification and discipline – it
was as if they were simply different passers-by who, however, had mobilised temporarily
in the name of a just as temporary common goal. Each was dressed in their specific style,
made different gestures, danced any way they wanted, had their own aesthetic and politi-
cal agenda, produced a unique image of their own. Above the protesting “people” there
was no eye to totalise it and no organisation to organise it – political parties and platforms
would appear only later, and the opposition long kept the symbol representing it as a
spontaneous “movement”… And it is precisely this sight – of the “unfocused”, chaotically
celebrating masses – that was the biggest scandal for the centralised architectural envi-
ronment.

In other words, part of the message was that in 1989 “the people” (a notorious modern
category) actually consisted only of expressive individualities, of Brownian motions of
human atoms that had assembled in the focus of the protest for a moment only. The proof
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*  *  * 
ÖÙÂ ÏÂ ÌÓÒÚ Ú‡ ·Â¯Â ÓÚ Ì‡È-‚‡Ê ÌË ÚÂ ÚÂ‡Ú‡Î ÌË Í‡˜Â ÒÚ‚‡ Ì‡ ◊ÌÂÊ ÌË ÚÂ Â‚Ó Î˛ ̂ ËË“ –
ÚÂ ·flı‡ Á‡ Ï‡ÎÍÓ, Ú‡ Â ı‡ Í‡Ú ÍÓ. èÓ ÏÂ Ìfl ı‡ ÒËÏ ‚Ó ÎË˜ Ì‡ Ú‡ ‡Û‡ Ì‡ „‡‰‡, ÌÓ ÌÂ Ë
ÌÂ„Ó ‚‡ Ú‡ Ï‡ÚÂ Ë ‡Î Ì‡  Ë Û·‡ ÌË ÒÚË˜ Ì‡ ÒÚÛÍ ÚÛ ‡. Ç˙ÔÂ ÍË ÚÓ‚‡, ÚÂ ÓÒÚ‡ ‚Ë ı‡ ÓÔÂ ‰Â -
ÎÂ ÌË ÒÎÂ‰ ÒÚ‚Ëfl ‚˙‚ ‚ËÁÛ‡Î Ì‡ Ú‡ ÒÂ‰‡.

ä‡ÚÓ Ò‚Ó Â Ó· ‡ ÁÂÌ ÓÔËÚ Á‡ ÚflıÌÓ ÔÓ‰˙Î ÊÂ ÌËÂ ÏÓÊÂ ‰‡ ÒÂ ÒÏflÚ‡ ÔÓÎË ÚË Í‡ Ú‡ Ì‡
ÌflÍÓÎ ÍÓ Ó·˘ËÌ ÒÍË Ò˙‚Â Ú‡, Ì‡ÏÂ Ò‚‡ ̆ ‡ ÒÂ ‚ ÚÓ˜ÍË, ‚ ÍÓËÚÓ „‡‰ ÒÍ‡ Ú‡ ÒËÏ ‚ÓÎ Ì‡ ‡Û‡
ËÏ‡¯Â ÔÓ-flÒÌË Ï‡ÚÂ Ë‡ ÎË Á‡ ̂ ËË. íÂ ◊ËÁ˜Ë ÒÚË ı‡“ „‡‰‡ ÓÚ ˜Â ‚Â ÌË ÁÌ‡ ÏÂ Ì‡, ÎÓÁÛÌ „Ë,
ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍË Ì‡‰ ÔË ÒË, Í‡ÍÚÓ Ë – ÔÓÌÂ ‰Ó ËÁ‚ÂÒÚ Ì‡ ÒÚÂ ÔÂÌ – ÓÚ Ô‡Ì ÚÂÓ Ì‡ ÍÓÏÛ ÌË -
ÒÚË ̃ Â ÒÍË ËÏÂÌ‡, Ò ÍÓËÚÓ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ Ú‡ ‚Î‡ÒÚ ·Â¯Â ÔÂ Í˙ ÒÚË Î‡ ÛÎË ̂ Ë ÚÂ Ë ÔÎÓ -
˘‡ ‰Ë ÚÂ Ì‡ ·Û ÊÓ ‡Á Ì‡ ëÓÙËfl.

ç‡È-◊‚Ë‰Ë ÏËflÚ“ ÓÔËÚ ‚ ÚÓ‚‡ ÓÚÌÓ ̄ Â ÌËÂ ·flı‡ ÔÂ Ë ÏÂ ÌÛ ‚‡ ÌËfl Ú‡ Ì‡ ÛÎËˆË Ë ÔÎÓ ̆ ‡ ‰Ë.
àÏ‡¯Â ÌÂÒ ÏÂ ÎÓ ÛÒË ÎËÂ ‰‡ ÒÂ Á‡‰˙ ÊË ÒËÏ ‚Ó ÎË Í‡ Ú‡ Ì‡ ◊ÌÂÊ Ì‡ Ú‡ Â‚Ó Î˛ ̂ Ëfl“ –
ÔÎÓ ̆ ‡ ‰˙Ú ÔÂ‰ Ï‡‚ÁÓÎÂfl Ì‡ ÉÂÓ„Ë ÑËÏËÚÓ‚ ·Â¯Â Í˙ ÒÚÂÌ ◊ÑÂÏÓ Í‡ ̂ Ëfl“, Á‡ ‰‡
Ì‡ÔÓÏ Ìfl Á‡ ÏËÚËÌ „Ë ÚÂ, ÍÓËÚÓ „Ó ÓÒ‚Â ÚË ı‡. çÓ ÚÓ‚‡ ·Â¯Â Â‰Ë ÌË ̃ ÂÌ ÒÎÛ ̃ ‡È: ÔÓ‚Â ̃ Â ÚÓ
ÔÂ Ë ÏÂ ÌÛ ‚‡ ÌËfl ÒÂ ˆÂÎÂ ı‡ ÔÓ-Ì‡Á‡‰ ‚ ËÒÚÓ Ëfl Ú‡. äÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ ëÓÙËfl Úfl· ‚‡ ̄ Â
‰‡ ·˙‰Â ÔÂ‰ ÒÚ‡‚ ÂÌ‡ Í‡ÚÓ ◊Ô‡ÚËÓ ÚË ̃ Â ÒÍ‡“ (Ò ÏÓÌ‡ ıË ̃ Â ÒÍË Ë Ô‡ ‚Ó ÒÎ‡ ‚ÂÌ ÛÍÎÓÌ):
ËÏÂ Ì‡ Ú‡ ÓÚÔÂ ‰Ë 1944 „. ·flı‡ ‚˙Á ÒÚ‡ ÌÓ ‚fl ‚‡ ÌË ËÎË (ÔË Á‡Ô‡Á ‚‡ ÌÂ Ì‡ ÂÒÚ‡‚ ‡ ̂ ËÓÌ -
ÌËfl ÔËÌ ̂ ËÔ) Á‡ÏÂ ÒÚ‚‡ ÌË Ò ËÏÂÌ‡ Ì‡ ·˙Î „‡ ÒÍË ˆ‡Â, ˆ‡Ë ̂ Ë Ë ÍÌfl „Ë ÌË, Ì‡ ‚Ë‰ÌË
·˙Î „‡ ÒÍË ‰ÂÈˆË ÓÚ Ç˙Á‡Ê ‰‡ ÌÂ ÚÓ Ë ÂÔÓ ı‡ Ú‡ Ì‡ ◊ÒÚÓ Ë ÚÂ ÎË ÚÂ Ì‡ Å˙Î „‡ Ëfl“, Ò
ËÏÂÌ‡ ÓÚ Ô‡ÚËÓ ÚË ̃ Â ÒÍ‡ Ú‡ „ÂÓ „‡ ÙËfl Ì‡ ÒÚ‡Ì‡Ú‡ Ë Ú.Ì. ÅÛÎ. ◊ÉÂÓ „Ë ÑËÏË ÚÓ‚“
‚˙Ì‡ ÒÚ‡ Ó ÚÓ ÒË ËÏÂ ◊å‡Ëfl-ãÛËÁ‡“, ÛÎË ̂ ‡ Ú‡ Ò˙Ò Ò‡Ï ÌÓ ÚÓ ËÏÂ ◊ÄÌ‰ÂÈ Ü‰‡ ÌÓ‚“
ÒÚ‡Ì‡ ÓÚÌÓ ‚Ó ◊èËÓÚ ÒÍ‡“, ·ÛÎ. ◊ÉÂÓ „Ë äË ÍÓ‚“ – ◊ëÚÂ Ù‡Ì ëÚ‡Ï ·Ó ÎÓ‚“, ·ÛÎ. ◊ÖÏËÎ
å‡ÍÓ‚“ – ◊ÉÓˆÂ ÑÂÎ ̃ Â‚“, ·ÛÎ ◊ÑËÏË Ú˙ çÂÒÚÓ Ó‚“ – ◊à‚‡Ì Ö‚ÒÚ‡ ÚËÂ‚ ÉÂ¯Ó‚“...
ëËÏ ÔÚÓ Ï‡ ÚË˜ ÌË ·flı‡ Ë Á‡ÏÂ ÌË Í‡ÚÓ ◊è‡ÛÌ ÉÓÁ ‰‡ ÌÓ‚“ Ò ◊óÂ ÍÓ‚ Ì‡“, ·ÛÎ. ◊ãÂÌËÌ“ –
Ò ◊ñ‡Ë „‡‰ ÒÍÓ ¯ÓÒÂ“: ÓÚ‰ÂÎ ÌË ÒÎÛ ̃ ‡Ë „Ó‚Ó Â ı‡ Á‡ ÓË ÂÌ Ú‡ ̂ Ëfl Ì‡ „‡‰ ÒÍ‡ Ú‡ ÒËÏ -
‚ÓÎ Ì‡ ÔÓÎË ÚË Í‡ Í˙Ï ÌÓ‚Ë, ÔÓ-‰‡Î Â˜ ÌË ıÓË ÁÓÌ ÚË (ÌÓ‚Ó ÔÓ fl‚Ë ÎË ÚÂ ÒÂ ·ÛÎÂ ‚‡ ‰Ë
◊å‡‰Ë‰“, ◊åÓÌÚÂ‚Ë‰ÂÓ“, ÌÓ‚Ó ÚÓ ËÏÂ Ì‡ Ï‡ÎÍ‡ ÛÎËˆ‡ ‚ Í‚‡Ú‡Î ã‡„Â ‡ Ò „˙Ï ÍÓ ÚÓ
ËÏÂ ◊ë˙‚ÂÚ Ì‡ Ö‚Ó Ô‡“ Ë Ô.).

í‡ÁË ÒËÏ ‚ÓÎ Ì‡ ÔÓÎË ÚË Í‡ Ì‡ ÌÓ‚Ë ÚÂ Ó·˘ËÌ ÒÍË Ò˙‚Â ÚË ËÏ‡¯Â ‰‚‡ ÔË Ó Ë ÚÂ Ú‡: Úfl ·Â¯Â
ÂÒÚ‡‚ ‡ ̂ ËÓÌ Ì‡ (‚˙ ̆ ‡ ̄ Â ÒÚ‡Ë „‡‰ ÒÍË ÒËÏ ‚Ó ÎË ÓÚÔÂ ‰Ë ÇÚÓ Ó Ú‡ Ò‚Â ÚÓ‚ Ì‡ ‚ÓÈÌ‡);
‚Ë‰flı ÏÂ, ˜Â ‚ ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ ÒÎ‡·‡ ÒÚÂ ÔÂÌ Úfl ◊˜ÂÒÚ‚‡ ̄ Â“/‚ËÁÛ‡ ÎË ÁË ‡ ̄ Â Ô‡ÏÂÚ Ú‡ Ì‡
Ò‡Ï‡ Ú‡ ◊ÌÂÊÌ‡ Â‚Ó Î˛ ̂ Ëfl“. Ç˙‚ ‚ÒË˜ ÍÓ ÓÒÚ‡ Ì‡ ÎÓ Úfl ·Â¯Â ÎË¯Â Ì‡ ÓÚ flÒÌ‡ ‚ËÁËfl Ë
ÔË Ó Ë ÚÂ ÚË: ÚÓ‚‡ ÔÓ ÎË ̃ ‡ Ó˘Â ÔÓ-flÒÌÓ ÓÚ ÔÓ ‚‡ Î‡ π ‚ ‰Û„‡ Ó·Î‡ÒÚ, ‚ ÍÓflÚÓ ÒËÏ ‚ÓÎ -
ÌË ÚÂ Ï‡ÚÂ Ë‡ ÎË Á‡ ̂ ËË ·flı‡ ‰‡ÎÂ˜ ÔÓ-ÏÓÌÛ ÏÂÌ Ú‡Î ÌË Ë Ú‡È ÌË. ÅÂÁ ‰‡ ËÏ‡ Í‡Í ‚‡ ÚÓ Ë
‰‡ Â ÍÓÌ ̂ ÂÔ ̂ Ëfl Á‡ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍÓ ÚÓ ÒÍÛÎ ÔÚÛ ÌÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó, Ó·˘Ë Ì‡ Ú‡ ÔÓ‰ ıÓ ‰Ë Í˙Ï
Ô‡ÏÂÚ ÌË ̂ Ë ÚÂ Ì‡ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍËfl ÂÊËÏ ÔÓ Ì‡È-ÌÂÔÓ ÒÎÂ ‰Ó ‚‡ ÚÂ ÎÂÌ Ì‡˜ËÌ – ÚÂ ÌËÚÓ
ÒÂ Á‡Ô‡ ÁË ı‡, ÌËÚÓ ÒÂ ‡Á Û ̄ Ë ı‡, ÓÔË Ú˙Ú ·Â¯Â ÔÓ ‚˙ÁÏÓÊ ÌÓÒÚ ‰‡ ÌÂ ÒÂ Ô‡‚Ë ÌË˘Ó
ËÎË ‰‡ ÒÂ Ì‡Ô‡ ‚Ë ‚ÒË˜ ÍÓ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ. çflÍÓË ÓÚ Ô‡ÏÂÚ ÌË ÚÂ ÔÎÓ˜Ë Ì‡ ÍÓÏÛ ÌË ÒÚË ̃ Â -
ÒÍË ‰ÂÈˆË, Ô‡ ÚË Á‡ ÌË Ë flÚ‡ˆË ·flı‡ ÓÚÒÚ‡ ÌÂ ÌË, ‰Û„Ë – ÌÂ. è‡ÏÂÚ ÌË Í˙Ú Ì‡ ãÂÌËÌ
ÚËıÓ Ï˙Î ÍÓÏ ËÁ˜ÂÁ Ì‡ Â‰Ì‡ ÌÓ˘, ÌÓ ÓÍÓÎÓ ÚÓÁË Ì‡ ë˙‚ÂÚ ÒÍ‡ Ú‡ ‡ÏËfl ÒÂ Á‡ÙÓ ÏË ı‡
‰‡ÏË Ì‡ ÒËÏ ‚Ó ÎË˜ ÌÓ ÓÏ˙ Òfl ‚‡ ÌÂ Ë ÒËÏ ‚Ó ÎË˜ ÌÓ Ó˜Ë ÒÚ‚‡ ÌÂ. éÍÓÎÓ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍËfl
Ó·Â ÎËÒÍ ‚ è‡Í‡ Ì‡ Ò‚Ó ·Ó ‰‡ Ú‡ (Ì‡ Ô‡Í‡ ·Â¯Â ‚˙Á ÒÚ‡ ÌÓ ‚Â ÌÓ ÒÚ‡ Ó ÚÓ ËÏÂ ◊ÅÓË ÒÓ ‚‡
„‡ ‰Ë Ì‡“) ÌÂ ÒÂ ÒÎÛ˜Ë ‡·ÒÓ Î˛Ú ÌÓ ÌË˘Ó. å‡‚ÁÓÎÂflÚ ·Â¯Â ‡Á Û ̄ ÂÌ Ò Í˙ÒÂÌ Ë ÔÓ ËÁ -
‚Ó ÎÂÌ Ô‡ ‚Ë ÚÂÎ ÒÚ‚ÂÌ ‡ÍÚ (Ò‡ÏÓ ÚÓ ÏÛ ÚÛ‰ ÌÓ ‡Á Û ̄ ‡ ‚‡ ÌÂ ÒÂ ÔÂ ‚˙ Ì‡ ‚ Ô‡Ó ‰Ëfl),
‰ÓÍ‡ ÚÓ Ô‡ÏÂÚ ÌË Í˙Ú Ì‡ 1300-„Ó‰Ë¯Ì¯Ì‡Ú‡ Ì‡ Å˙Î„‡Ëfl Ì‡ ÒÍÛÎÔÚÓ‡ Ç‡ÎÂÌÚËÌ
ëÚ‡˜Â‚ ÔÂ‰ çÑä ·Â¯Â ÓÒÚ‡‚ ÂÌ ‰‡ ÒÂ Ò‡ÏÓ ‡Á Û ̄ ‡ ‚‡, ÔÂ‚ ˙ ̆ ‡È ÍË ÒÂ ‚ Ï˙Ò Ì‡
‡Á ‚‡ ÎË Ì‡, ÓÚ ÍÓflÚÓ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ Ú‡ ÒËÏ ‚Ó ÎË Í‡ Ò‡Ï‡ ÒÂ ÓÓÌ ‚‡ (ÔÓ‡ ‰Ë ÎÓ¯Ó
Í‡˜Â ÒÚ‚Ó Ì‡ ËÁÔ˙Î ÌÂ ÌËÂ ÚÓ, ÌÓ Ë ÔÓ‡ ‰Ë ÎËÔÒ‡ Ì‡ ÔÓ‰˙ Ê‡ ÌÂ). è‡ÏÂÚ ÌË ̂ Ë ÚÂ Ë ÒÍÛÎ -
ÔÚÛ Ë ÚÂ, ÍÓËÚÓ ÌÂ ·flı‡ Ò˙‚ÒÂÏ ‰ËÂÍÚ ÌÓ Ò‚˙ Á‡ ÌË Ò ÓÔÂ ‰Â ÎÂ ÌË ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍË
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that this was a momentary state came just several months (or years) later when the new
“masses” broke up once again into individuals who proceeded to follow their own, differ-
ent urban trajectories – and rallies and demonstrations proved to be no longer possible.

* * *
Ephemerality was one of the most important theatrical qualities of the “velvet revolu-
tions” – they were brief, short-lived. They changed the symbolic aura of the city but not
its material and urban structure. Yet even so, they had some lasting effects on the visual
environment.

The policy of several municipal councils to intervene at points where the city's symbolic
aura had more distinct materialisations can be regarded as an attempt at their continua-
tion. They “cleansed” the city of red flags, slogans, communist signs as well as – at least
partly – of the pantheon of communist names by which the communist regime had
renamed the streets and squares of bourgeois Sofia.

The most “visible” attempt in this respect was the renaming of streets and squares. A
timid effort was made to keep the symbols of the “velvet revolution” – the square in front
of the Mausoleum of Georgi Dimitrov was renamed Demokratsiya (Democracy) as a
reminder of the demonstrations that had consecrated it. But this was an exception: most
of the name changes went further back in history. Communist Sofia needed to be repre-
sented as “patriotic” (with monarchic and Orthodox leanings): the pre-1944 names were
restored or (in keeping with the restoration principle) replaced with names of Bulgarian
kings, queens and princesses, of eminent Bulgarians from the period of the National
Revival and the age of the “state-builders of Bulgaria”, with names from the patriotic 
geography of Bulgaria, etc. Georgi Dimitrov Boulevard restored its old name Maria-Louisa,
the street with the shameful name Andrei Zhdanov became Pirotska once again, Georgi
Kirkov Boulevard – Stefan Stambolov, Emil Markov Boulevard – Gotse Delchev, Dimitar
Nestorov Boulevard – Ivan Evstatiev Geshov… Also symptomatic were name changes,
such as those from Paun Grozdanov to Cherkovna (Church) Street, or from Lenin
Boulevard to Tsarigradsko Chaussée (Road to Constantinople): some cases indicated
that the urban symbolic policy was now oriented towards new, more distant horizons (the
new Madrid and Montevideo boulevards, the new name of a small street in the Lagera 
Quarter pompously named Suvet na Evropa [Council of Europe] etc.).

This symbolic policy of the new municipal councils had two priorities: it was a policy of
restoration (restoring old urban symbols from before the Second World War); as we have
seen, it “celebrated”/visualised the memory of the “velvet revolution” itself to a far lesser
extent. On all other issues, this policy lacked clear vision and priorities: this became even
clearer following its failure in another area in which the symbolic materialisations were far
more monumental and long-lasting. Lacking a concept about what to do with the commu-
nist sculptural heritage, the municipal authorities took a most inconsistent approach
towards the monuments of the communist regime – these monuments were neither pre-
served nor destroyed, the attempt being, if possible, to do nothing or to do everything at
once. Some of the memorial plates of communist activists, partisans and their helpers
were removed while others were not. The monument to Lenin disappeared surreptitiously
one night, but the one to the Soviet Army became the focal point of a series of dramas of
symbolic desecration and symbolic cleansing. As regards the communist obelisk in
Freedom Park (whose old name, Boris Gardens, was restored), nothing happened. The
Mausoleum was demolished by a late and arbitrary government act (its difficult demolition
turned into a parody itself), whereas the monument to Bulgaria's 1300th anniversary
designed by Valentin Starchev in the park in front of the National Palace of Culture was
left to crumble, turning into dirty ruins from which the communist symbols are falling away
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„ÂÓË, ‡ ÔÓ ÒÚÓ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ı‡ ÚËÔÓ ‚Ë Ë ·ÂÁË ÏÂÌ ÌË ÒÍÛÎ ÔÚÛ Ë Ì‡ ◊ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍË
ıÓ‡“, ÌÂ ·flı‡ ÔËÔ Ì‡ ÚË. ëÍÛÎ ÔÚÛ ÌË ÚÂ „ÛÔË Ò ÌÂÒ ·˙ Í‚‡ ÂÏ ÒÓˆ-Â‡ÎË ÒÚË ̃ ÂÌ Ë ÒÓˆ-
ÓÏ‡Ì ÚË ̃ ÂÌ ÒÚËÎ Ó˘Â Ó·ÒËÔ ‚‡Ú ëÓÙËfl – Ú‡ÍË ‚‡ Ò‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍË ÚÂ ÒÔÓ ÚË ÒÚË
ÔÂ‰ ÒÚ‡ ‰Ë ÓÌ ◊Ç‡ÒËÎ ãÂ‚ ÒÍË“, ·˙Î „‡ Ó-ÛÒÍËÚÂ/Ò˙‚ÂÚ ÒÍË  ◊Ò‰Û ÊÂ ÌË“ ‚ÓÈ ÌË ̂ Ë Ë
ÒÂÎflÌÍË ÔÓ ˜ÂÚË Ë ÚÂ Í‡fl Ì‡ ÏÓÒÚ‡ Ì‡ ◊Ö‚ÎÓ „Ë ÉÂÓ „Ë Â‚“ Ë ◊É‡Ù à„Ì‡ ÚËÂ‚“ Ë Ú.Ì.

íÂ‡ Ú˙ ˙Ú Ì‡ ÌÂÊ ÌË ÚÂ Â‚Ó Î˛ ̂ ËË ÌÂ ÒÂ ÔÂ ‚˙ Ì‡ ‚ ÒÚ‡ ·ËÎ Ì‡ ÔÓÎË ÚË Í‡ ÔÓ ÓÚÌÓ ̄ Â ÌËÂ
Ì‡ ÒËÏ ‚ÓÎ ÌË ÚÂ ÏÂÒÚ‡ ‚ „‡‰‡: ÌËÍÓÈ ‰ÓË ÌÂ Á‡·Â Îfl Á‡ ÔÓ ·ÎÂ Ï‡. ãËÔ Ò‡ Ú‡ Ì‡ ÔÓÎË ÚË -
Í‡ Ì‡ Ô‡ÏÂÚ Ú‡ ‰Ó‚Â ‰Â ‰Ó ÒÏÂ¯ ÌË Ô‡‡ ‰ÓÍ ÒË, Á‡ ÍÓËÚÓ ˘Â ‰‡Ï Ò‡ÏÓ Â‰ËÌ ÔË ÏÂ:
ÏÎ‡ ‰Â ÊË ÚÂ, ÛÒ‚ÓË ÎË Ò˙Ò Ò‚ÓË ÚÂ ‡ÍÓ ·‡ ÚË˜ ÌË ska te bo ards ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ ÔÂ‰
Ô‡ÏÂÚ ÌË Í‡ Ì‡ ◊ë˙‚ÂÚ ÒÍ‡ Ú‡ ‡ÏËfl“, Ó‰Ë ı‡ ÚËÈ ÌÂÈ ‰Ê˙ ÒÍË ÂÚË ÏÓ ÎÓ „ËË Ì‡ ÒÚ‡ Ë ÚÂ
ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍË ËÏÂÌ‡ (ÒÔÓ Â‰ Â‰ÌÓ ÏÎ‡ ‰ÂÊ ÍÓ Ò˙˜Ë ÌÂ ÌËÂ ◊è‡Í Ì‡ Ò‚Ó ·Ó ‰‡ Ú‡“
ÓÁÌ‡ ̃ ‡ ‚‡ Ú˙ÍÏÓ Ô‡Í Ì‡ ÏÎ‡ ‰ÂÊ Í‡ Ú‡ Ò‚Ó ·Ó ‰‡: ◊Ú‡Ï ıÓ‡ Ú‡ ÌÂ ıÓ‰flÚ, ‡ ÎÂÚflÚ“...).
àÓ ÌËfl Ì‡ ËÒÚÓ Ëfl Ú‡...

ÇÚÓÓ ‰ÂÈ ÒÚ‚ËÂ
àÁ·ÎÂ‰ Ìfl ‚‡ ̆ ËflÚ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍË „‡‰
ÒÂ˘Û ÌÂÓ-ÎË·Â ‡Î Ì‡ Ú‡ Ô˙ÒÚÓ Ú‡
é˘Â ÓÚ Ô˙ ‚Ë ÚÂ „Ó‰Ë ÌË Ì‡ ÔÂ ıÓ ‰‡ ‚ ëÓÙËfl Á‡ÔÓ˜ Ì‡ Ó·‡Ú ÌÓ ‰‚Ë ÊÂ ÌËÂ Ì‡ Ï‡ı‡ ÎÓ ÚÓ:
‡Á Ô‡ ‰‡ ÌÂ Ì‡ ÏÂ Ê‡ Ú‡ ÓÚ ÏÂÒÚ‡, Ó·ÂÍ ÚË Ë Ó·‡ ÁË, ÍÓËÚÓ ËÁ„‡Ê ‰‡ ı‡ Ë‰ÂÓ ÎÓ „Ë ̃ Â ÒÍ‡ -
Ú‡ Ô‡Ì-ÓÔÚË˜ ÌÓÒÚ Ì‡ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍËfl „‡‰, ÌÓ Í‡ÚÓ Ó„ÎÂ ‰‡ ÎÂÌ ÂÙÂÍÚ ÓÚ ÚÓ‚‡ – Ë
ÔÓÒÚÂ ÔÂÌ Ì‡ Á‡· ‡ ‚‡ Ì‡ ‚Â ÏÂÌ ÌËfl ◊ÔÛ·ÎË ̃ ÂÌ“ „‡‰ Ì‡ ÔÓ ÚÂÒÚ ÌËfl Ë Ô‡Á ÌË ̃ ÂÌ ÔÂ -
ıÓ‰. è‡‡ ÎÂÎ ÌÓ Ò ÚÓÁË ‰‚ÓÂÌ ÔÓ ̂ ÂÒ ı‡Ó ÚË˜ ÌÓ Ì‡ÒÚ˙Ô ‚‡ ̄ Â ÌÓ‚‡, ‚ Ô˙ ‚Ë ÚÂ „Ó‰Ë ÌË
‚ÒÂ Ó˘Â Á‡Ó ‰Ë¯ Ì‡ ÏÂÊ‡ ÓÚ ÏÂÒÚ‡ Ë Ó·‡ ÁË – ÚÓÁË Ô˙Ú Ì‡ Í‡ÔË Ú‡ Î‡, ÔÂ‰ ÔËÂÏ ̃ Ë -
‚ÓÒÚ Ú‡ Ë „ÎÓ ·‡Î ÌÓ-ÎÓÍ‡Î Ì‡ Ú‡ ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÍ‡ ÍÛÎÚÛ ‡.

çÓ ÔÓ ̂ Â ÒË ÚÂ ÌÂ ÒÎÂ‰ ‚‡ ı‡ Â‰ËÌ ÒÎÂ‰ ‰Û„: ÍÓÌ ÙÎËÍÚ ÌÓ ÚÓ, ÔÓÌfl ÍÓ „‡ Ë ÔÂ ‚Â ÁÌÓ ÔÂ -
ÔÎË Ú‡ ÌÂ Ì‡ ÚËÚÂ Â‰ÌÓ ‚Â ÏÂÌ ÌË ‚ËÁÛ‡Î ÌË ‰ËÌ‡ ÏË ÍË ·Â¯Â ‰ËÂÍÚ ÌÓ Ì‡·Î˛ ‰‡ Â ÏÓ
‚˙ıÛ ÂÍ‡ Ì‡ Ì‡ „‡‰‡. ÇÒ˙ ̆ ÌÓÒÚ ÔÓ-‰Ó·Â ‰‡ „Ó‚Ó ËÏ Á‡ ‡Á ÌÓ Ó‰ ÌË ÂÍ‡ ÌË, Á‡˘Ó -
ÚÓ ‚ËÁÛ‡Î ÌË ÚÂ ÍÓÌ ÙÎËÍ ÚË ·flı‡ ÏÌÓ„Ó Ë ÚÛ‰ ÌË Á‡ ÔÓ‰ ‚ÂÊ ‰‡ ÌÂ ÔÓ‰ Ó·˘ ÁÌ‡ ÏÂ Ì‡ ÚÂÎ.
èÓ-‰ÓÎÛ, ‚ ÒÚËÎ ‰ÓÌflÍ ̇ ‰Â Ù‡„ ÏÂÌ Ú‡ ÂÌ, ˘Â ÒÂ ÓÔË Ú‡Ï ‰‡ ËÁÂ ‰fl Ì‡ÍÓÎ ÍÓ Í‡ ÚË ÌË ÓÚ
ÚÂı ÌËfl ‚˙ÁÂÎ. íÂ ËÏ‡Ú Ò‡ÏÓ Â‰Ì‡ Ó·˘‡ ÓÒÓ ·Â ÌÓÒÚ: ÓÚ Úflı ÓÍÓÚÓ ÔÓ ÒÚÓ ÌÂ ÏÓÊÂ ̄ Â ‰‡
ËÁ·fl „‡, ÚÂ ·flı‡ Ë Ò‡ ËÁÎÓ ÊÂ ÌË ÔÂ‰ Ó˜ËÚÂ Ì‡ ‚ÒË˜ ÍË – ÌÂÁ‡ ‚Ë ÒË ÏÓ ‰‡ÎË Ì‡Ú ‡Ô ̃ Ë ‚‡ -
Ú‡ ËÏ ‚Ë‰Ë ÏÓÒÚ Â Ò‡ÏÓ ‡Á ·Ë ‡ Â Ï‡ ËÎË Ò‡ÏÓ ÂÍÒ ÔÂÚ ÌÓ ‡Á ̃ Ë Ú‡ ÌÂ ÏÓÊÂ ‰‡ ÔÓ flÒÌË
ÒÍË ÚË ÚÂ π ÒÓˆË‡Î ÌË ÁÌ‡ ̃ Â ÌËfl.

ëÎ‡ ·‡ Ú‡ ÏÛÌË ̂ Ë Ô‡Î Ì‡ ‚Î‡ÒÚ Í‡ÚÓ „ÎÂ‰ Í‡
çÂ„‡ ÚË‚ Ì‡ Ú‡ ÒÚ‡ Ì‡ Ì‡ ÚÓÁË ÔÓ ̂ ÂÒ – ‡Á Ô‡ ‰‡ ÌÂ ÚÓ Ì‡ ÔÂ ‰Ë¯ Ì‡ Ú‡ ˆÂÌ Ú‡ ÎË ÁË ‡ ÌÓ-
Ë‰ÂÓ ÎÓ „Ë ̃ Â ÒÍ‡, ·˛Ó Í‡ ÚË˜ Ì‡ ÛÔ‡ ‚ÎflÂ ÏÓÒÚ Ì‡ „‡‰‡, ÒÚË„ Ì‡ ‰Ó Í‡È ÌÓ ÒÚË. ç‡
ÏÓÏÂÌ ÚË ·Â¯Â ÔÓÒÚ‡‚ ÂÌ ÔÓ‰ ‚˙ÔÓÒ Ë ÓÌÁË ÏËÌË ÏÛÏ ÛÔ‡ ‚ÎflÂ ÏÓÒÚ, ÌÂÓ·ıÓ ‰ËÏ Á‡
‚ÒÂÍË „ÓÎflÏ „‡‰. ëÓÙËflÌ ̂ Ë ‚Ë‰fl ı‡ – ‚ ·ÛÍ‚‡Î ÌËfl ÒÏË Ò˙Î Ì‡ ‰ÛÏ‡ Ú‡ ÔÓÍ‡È ÏÌÓ „Ó -
·ÓÈ ÌË ÚÂ ÔÛ·ÎË˜ ÌË Ë ÚÂÎÂ ‚Ë ÁËÓÌ ÌË Ò·Î˙ Ò˙ ̂ Ë, Ó·˘ËÌ ÒÍ‡ Ú‡ ÌÂÒ ÔÓ ÒÓ· ÌÓÒÚ Á‡ ÍÓÌ ÚÓÎ
Ì‡‰ ÔÓÒÚÂ ÔÂÌ Ì‡ Ú‡ ‡Á Û ı‡ ÔÎ˛Ò ÌflÍÓÎ ÍÓ ‰ÓÔ˙Î ÌË ÚÂÎ ÌË, ÚÂÊÍË Ó·˘ËÌ ÒÍË ÍËÁË.

äÏÂÚ ÒÚ‚Ó ÚÓ, Ó·˘ËÌ ÒÍËflÚ Ò˙‚ÂÚ Ë „Î‡‚ ÌËfl ‡ıË ÚÂÍÚ Ì‡ ÒÚÓ ÎË ̂ ‡ Ú‡ ‰Ó „ÓÎfl Ï‡ ÒÚÂ ÔÂÌ
‡·‰Ë ÍË ‡ ı‡ ÓÚ Ò‚ÓË ÚÂ ÛÔ‡ ‚ÎÂÌ ÒÍÓ-Û·‡ ÌË ÒÚË˜ ÌË ÙÛÌÍ ̂ ËË: ÒÎÂ‰ Ô˙ ‚Ë ÚÂ „Ó‰Ë ÌË Ì‡
ÔÎÓ ̆ ‡‰ ÌË ‚ÂÒÂ ÎËfl Ë Ô‡Ë ÒË‡ ÒÚË˜ Ì‡ ÔÛ·ÎË˜ ÌÓÒÚ „‡ ‰˙Ú ÒÂ ÓÚÏÂ ÒÚË ‚ ÔÓÒÓ Í‡ Ì‡
˜‡ÒÚ ÌÓ ÚÓ, ÛÏÌÓ ÊË ËÌË ̂ Ë‡ ÚË ‚Ë ÚÂ Ë ÔÂÒ ÔÂÍ ÚË ‚Ë ÚÂ ÒË Ë ÒÚ‡Ì‡ Â‰ÌÓ Â ÏÂÌ ÌÓ ÚÛ‰ ÌÓ
Ó·ÓÁ ËÏ Ë ÚÛ‰ ÌÓ ÛÔ‡ ‚Îfl ÂÏ. íÓ‚‡ ÒÂ ÒÎÛ˜Ë Á‡ ÒÏÂÚ Í‡ Ì‡ ‚ÒÂ ÔÓ-Ì‡‡ ÒÚ‚‡ ̆ ‡ Ú‡
ÏÂ‰ËÈ Ì‡ ‚Ë‰Ë ÏÓÒÚ Ì‡ ÍÏÂÚ ÒÍ‡ Ú‡ ÙË„Û ‡: ÒÏÂ ÌË ı‡ ÒÂ ÔÓÌÂ ÚË ÍÏÂÚ ÒÍË ◊ÔÓÁË“ ÎË¯Â -
Ì‡ Ú‡ ÓÚ flÒÂÌ Ó·‡Á Ì‡ ÙË„Û ‡ Ì‡ üÌ˜Û ÎÂ‚, ÛÒÏËı Ì‡ ÚÓ-ÍË ÏË Ì‡Î ÌËflÚ ÏÂ‰Ë ÂÌ Ó·‡Á
Ì‡ ëÓÙË flÌ ÒÍË, Ë Ú‡ÁË Ì‡ ·‡Ú’ ÅÓÈÍÓ ÅÓË ÒÓ‚ –  ◊Ú˙ÊÂÌ, Û„Ë ÊÂÌ ÓÚ ÔÓ ·Â ÏË ÚÂ Ì‡
„‡‰‡“ Ï‡˜Ó.
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by themselves (due to the poor quality of the workmanship but also to the lack of mainte-
nance). The monuments and sculptures that were not directly linked with particular commu-
nist heroes but were simply standard and anonymous sculptures of “communist people”
were not touched. Various sculptural groups in unmistakeable Socialist Realistic and
Socialist Romantic style are still in place all over Sofia – as, for example, the socialist ath-
letes in front of the Vassil Levski Stadium or the Bulgarian-Soviet “allied” soldiers and peas-
nts at the four corners of the bridge between Evlogi Georgiev Boulevard and Graf Ignatiev
Street, to name but a few.

The theatre of the velvet revolutions did not turn into a stable policy towards the city's
symbolic places: no one even noticed the problem. The absence of a politics of memory
led to ridiculous paradoxes, of which I will give a single example: the teenagers who took
over the space in front of the Soviet Army Monument with their acrobatic skateboards
came up with teenage etymologies of the old communist names (according to one
teenage essay, Freedom Park means precisely a park of youth freedom: “there people
don't walk but fly”…). The irony of history…

Act Two
The Fading Socialist City Versus
Colourful Neoliberal Diversity
The pendulum began to swing back in Sofia even in the first years of the transition: the
network of places, sites and images that made up the ideological panopticism of the com-
munist city began to fall apart, but the mirror effect of this process was that the temporary
“public” city of the protest and festive transition was gradually forgotten. Parallel with this
dual process, a new and, in the first years of the transition, still nascent network of places
and images developed chaotically – a network of capital, entrepreneurship and global-
local consumer culture.
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ëÎ‡ ·‡ Ú‡ ÛÔ‡ ‚ÎflÂ ÏÓÒÚ ËÏ‡ Ò‚ÓË ÍÓÌ ÍÂÚ ÌË ÔË ̃ Ë ÌË, ÍÓËÚÓ Ò‡ ÔÓÌfl ÍÓ „‡ Ë ÍË ÏË Ì‡Î ÌË
– ÚÂ Úfl· ‚‡ ‰‡ ÒÂ ‡Á ÒÎÂ‰ ‚‡Ú ÓÚ Ò˙ÓÚ ‚ÂÚ ÌË ÚÂ Ó„‡ ÌË. çÓ Úfl ËÏ‡¯Â Ë Â‰Ì‡ Ó·˘‡, Ì‡‰ -
ÒÍ‡ ̃ ‡ ̆ ‡ ÍÓÌ ÍÂ ÚË Í‡ Ú‡ ÒÚÛÍ ÚÛ Ì‡ ÔË ̃ Ë Ì‡: Ó„ÓÏ Ì‡ Ú‡ Ë ı‡Ó ÚË˜ Ì‡ ÒÓˆË‡Î Ì‡ ÂÌÂ „Ëfl,
ÍÓÌ ̂ ÂÌ ÚË ‡ Ì‡ ËÁ‚˙Ì ‡Ï ÍË ÚÂ Ì‡ ÓÙË ̂ Ë‡Î ÌË ÚÂ „‡‰ ÒÍË ‚Î‡ ÒÚË. ëÓÙËÈ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì -
ÒÚ‚Ó ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ËÌÒˆÂ ÌË ‡ ̄ Â Â‰Ì‡ Ë Ò˙˘‡ ‰‡Ï‡ – Â‰ËÌ Â‰‚‡ Û‰˙ Ê‡Ì ÏÛÌË ̂ Ë Ô‡ -
ÎÂÌ Â‰, Á‡ÔÎ‡ ̄ ÂÌ ÓÚ ·ÂÁ ÏË ÎÓÒÚ ÌËfl Ì‡ÚËÒÍ Ì‡ Ì‡È-‡Á ÌÓ Ó· ‡Á ÌË ˜‡ÒÚ ÌË, ÎÂ„‡Î ÌË,
ÔÓÎÛ ÎÂ „‡Î ÌË Ë ÍË ÏË Ì‡Î ÌË ÏÂı‡ ÌËÁ ÏË Á‡ ÛÒ‚Ó fl‚‡ ÌÂ Ì‡ „‡‰‡, ÍÓÂÚÓ ÔÓÌfl ÍÓ „‡ ÒÚË „‡ ̄ Â
‰Ó ÌÂ„Ó ‚Ó ÚÓ Ó„‡· ‚‡ ÌÂ. íÓ‚‡ ·Â¯Â ÌÂ‚Â Ó flÚ ÌÓ ÍÓÎË ̃ Â ÒÚ‚Ó ÌÂÒ˙Ó· ‡ Áfl ‚‡ ̆ Ë ÒÂ Ò ÌË˘Ó
ËÌ‰Ë ‚Ë ‰Û ‡Î ÌË Ë „Û ÔÓ ‚Ë ËÌË ̂ Ë‡ ÚË ‚Ë, ‡ÁÌË ÙÓÏË Ì‡ ÔÂ‰ ÔËÂ Ï‡ ̃ Â ÒÚ‚Ó, ·Ó·Ë, ÍÓÌ -
ÙÎËÍ ÚË, ÔÂ ÚÂÌ ̂ ËË Ë Ô. çÂÁ‡ ‚Ë ÒË ÏÓ ÓÚ ‡Á ÔÓ Â‰ ·Ë ÚÂ Ì‡ Ó·˘Ë Ì‡ Ú‡ ˜‡ÒÚ ÌË ̂ Ë ÒÚÓfl ı‡
Í˙‰Â ÚÓ Ë Í‡ÍÚÓ ÒË ËÒÍ‡Ú, Ì‡ÔË ÏÂ, Á‡ÒÚÓ fl‚‡ ı‡ ÓÍÓ ÎÓ‚ ˙ ÒÚÌÓ ÚÓ ¯ÓÒÂ. 

ç‡ ‡ÁÌË ÒÓˆË‡Î ÌË ÔÓ ÒÎÓÈ ÍË Ë ÔÓ ÙÂ ÒËË – Ì‡È-˜ÂÒÚÓ Ì‡ ¯ÓÙ¸Ó Ë Ì‡ Ú‡Í ÒË Ú‡, ÏÓÊÂ -
¯Â ‰‡ ËÏ ıÛÏ ÌÂ ÔÓ ‚ÒflÍÓ ‚ÂÏÂ ‰‡ ·ÎÓ ÍË ‡Ú ‚‡ÊÌË Í˙ ÒÚÓ ‚Ë ̆ ‡ Ë ‰‡ ÔÓÒÚ‡ ‚flÚ ˆÂÎËfl
„‡‰ ‚ Ú‚˙ ‰Â ‚Ë‰Ë Ï‡ Ú‡ÌÒ ÔÓÚ Ì‡ ÍËÁ‡. çflÏ‡ ̄ Â ÒËÎ‡, ÍÓflÚÓ ‰‡ ËÁ„Ó ÌË ÍÌË ÊÌË ÚÂ ÒÂ -
„Ë Ë  ÓÚ ÔÎÓ ̆ ‡‰ ◊ëÎ‡ ‚ÂÈ ÍÓ‚“, ÌËÚÓ ÔÓ ‰‡Ê ·‡ Ú‡ Ì‡ ÌÂÁ‡ ÍÓÌ ÌË CD ROM Ì‡ ÌÂ„Ó ‚‡ ÚÂË ÚÓ -
Ëfl, Á‡‡ ‰Ë ÍÓflÚÓ Å˙Î „‡ Ëfl ËÒ ÍÛ ‚‡ ̄ Â ‰‡ ‚ÎÂÁÂ Í‡ÚÓ ◊ÔË‡Ú ÒÍ‡“ ‚ ÒÔË Ò˙ ̂ Ë Ì‡ Ö‚Ó -
ÔÂÈ ÒÍËfl Ò˙˛Á Ë ëÄô. çËÍ‡Í ‚Ë Ó·˘ËÌ ÒÍË Á‡· ‡ ÌË ÌÂ ÏÓÊÂ ı‡ ‰‡ ÒÔ‡Ú ‡·Ë ÚÛ ÂÌ ÚË ÚÂ ‰‡
ÒÂ ‚ÓÁflÚ Ô‡‚Ë, ÒÚ˙ ̃ ‡ ̆ Ë ÓÚ Í˙ ÒÚ‡ Ì‡„Ó Â ÓÚ ·flÒÌÓ ÙÛ˜‡ ̆ Ë ÍÓÎË, Ó˘Â ÔÓ-Ï‡ÎÍÓ ÏÓÊÂ -
ı‡ ‰‡ ÔË ÌÛ ‰flÚ ÓÏË ÚÂ ‚ „ÂÚÓ ÚÓ Ì‡ ◊î‡ÍÛ ÎÚÂ ÚÓ“ ‰‡ ÒË ÔÎ‡ ̆ ‡Ú ÚÓÍ‡ ËÎË ‰ÂÏÓÌ ÒÚ‡ ÚË‚ ÌË -
ÚÂ Û·ËÈ ÒÚ‚‡ ÔÓ ÛÎË ̂ Ë ÚÂ ‰‡ ÒÔ‡Ú. çflÏ‡ ̄ Â ÔÓÎË ̂ Ëfl, ÍÓflÚÓ ‰‡ ÂÒ ÔÂÍ ÚË ‡ Ó„ÓÏ ÌË ÚÂ
‡„Â ÒË‚ ÌË ÚÂÎ‡ Ì‡ ◊·Ó ̂ Ë ÚÂ“, ÍËÒ ÌÂ ̆ Ë ‰ÂÌÂÏ Ë ÌÓ˘ÂÏ ‚ Í‡ÙÂ ÌÂ Ú‡ Ë ÍÎÛ ·Ó ‚Â. çflÏ‡ ̄ Â
Â¯Â ÌËÂ Ì‡ Ó·˘ËÌ ÒÍËfl Ò˙‚ÂÚ Á‡ ÒÓÙËÈ ÒÍËfl ·ÓÍÎÛÍ, ÍÓÂÚÓ ÌflÍÓÂ Ï‡ÎÍÓ ÒÂÎˆÂ ‰‡ ÌÂ
ÏÓÊÂ ‰‡ ÒÔÂ Ò ‰ÂÏÓÌ ÒÚ‡ ̂ ËË, ÊË‚Ë ‚ÂË „Ë, ÔÂ „‡Ê ‰‡ ÌÂ Ì‡ Ï‡„Ë ÒÚ‡ ÎË Ë Ô.

Ç ÚÓÁË ÍÓÌ ÚÂÍÒÚ Ì‡ ÏÌÓ „Ó ÔÓ ÒÓ ̃ ÂÌ Ì‡ÚËÒÍ Ë ·ÂÁ ÚÓ‚‡ ÌÂÒ˙ ‚˙ ̄ Â ÌË ÚÂ ÏÂÌË‰ ÊÏ˙ÌÚ Ë
‡‰ÏË ÌË ÒÚ‡ ̂ Ëfl Ì‡ ëÓÙËfl ·Ë‚‡ ı‡ ˜ÂÒÚÓ Ë Ò˙‚ÒÂÏ ÎÂÒÌÓ ·ÎÓ ÍË ‡ ÌË – ÓÒ‚ÂÌ ÔÓ ÔÓÒÓ -
˜Â Ì‡ Ú‡ Ó·˘‡ ÔË ̃ Ë Ì‡ Ë ÔÓ‡ ‰Ë ÎÓ¯‡ ÌÓ Ï‡ ÚË‚ Ì‡ ÛÂ‰ ·‡, ÔÓ‡ ‰Ë ÎËÔÒ‡ Ì‡ ‡‰ÏË ÌË -
ÒÚ‡ ÚË ‚ÂÌ Í‡Ô‡ ̂ Ë ÚÂÚ, ÔÓ‡ ‰Ë ÌÂËÁ „Ó‰ ÌË, ÌÓ ‚Â˜Â ÔÓ‰ ÔË Ò‡ ÌË ‰Ó„Ó ‚Ó Ë, ÔÓ‡ ‰Ë ÒÎ‡·
˛Ë ‰Ë ̃ Â ÒÍË ÍÓÌ ÚÓÎ Ë ÎËÔÒ‡ Ì‡ Ò˙‰Â· ÌË Ò‡ÌÍ ̂ ËË, ÔÓ‡ ‰Ë ÎÓ·Ë ÒÚÍË ËÌÚÂ Â ÒË ËÎË
ÔÓ ÒÚÓ ÔÓ‡ ‰Ë ·‡‚ ÂÌÂ Ë Í‡Ê ·‡ Ì‡ ‰ÓÍÛ ÏÂÌ ÚË. à ‡ÍÓ Úfl· ‚‡ ‰‡ ËÁ·Ó ËÏ Ó˜Â ‚Ë‰ ÌË,
ËÁ‚ÂÒÚ ÌË Ì‡ ‚ÒË˜ ÍË Ù‡ÍÚË Á‡ ÎÓ¯‡ ÛÔ‡ ‚ÎflÂ ÏÓÒÚ, ÚÂ ÌÂÏË ÌÛ Â ÏÓ ˘Â ‚ÍÎ˛˜ ‚‡Ú ÌÂÔÂ -
ÒÚ‡Ì ÌË ÚÂ ÍÓÌ ÙÎËÍ ÚË ÏÂÊ‰Û ÍÏÂÚ Ë Ó·˘ËÌ ÒÍË Ò˙‚ÂÚ, Á‡Í ̇ Ò ÌÂ ÎË ÚÂ, ÌÂÂ ÙÂÍ ÚË‚ ÌË Ë ÔÓ -
ÚË ‚Ó Â ̃ Ë ‚Ë Ì‡Â‰ ·Ë34, ÎÓ·Ë ÒÚÍË ÚÂ Ú˙ Í‡ ÌËfl. íÂ ·flı‡ ‚Ë‰Ë ÏË – ‚ ÒÏË Ò˙Î, ˜Â ÔÓÒÚÓ ÚflÌ -
ÌÓ ËÁÎË Á‡ ı‡ ÓÚ Á‡ÒÂ ‰‡ ÚÂÎ Ì‡ Ú‡ Á‡Î‡ Ë ÁÂ ÎË˘ ÌÓ ÔÂ ÏË Ì‡ ‚‡ ı‡ ‚ ÏÂ‰Ë Ë ÚÂ. ä˙Ï Úflı
Úfl· ‚‡ ‰‡ ÔË ·‡ ‚ËÏ  Ó˘Â ÏÌÓ„Ó ÒÍ‡Ì ‰‡ ÎË Ë ÌÂÁ‡ ‚˙ ̄ Ë ÎË Ò ÌË˘Ó Ò˙‰Â· ÌË ‰ÂÎ‡
(ÓÒÚ‡ Ì‡ ÎË Ò˙Ò Ò‚Ó ÂÚÓ ¯ÓÛ-ËÁÏÂ Â ÌËÂ) ÓÍÓÎÓ Ò˙ÏÌË ÚÂÎ ÌË ‡ÔÓÚ ÌË Ò‰ÂÎ ÍË Á‡ ‚˙ÁÎÓ ‚Ë
ÒÓÙËÈ ÒÍË ÚÂÂ ÌË, ÓÍÓÎÓ ÔÓÒÚÓÈ Í‡ Ì‡ ıÓÚÂ ÎË, ÓÍÓÎÓ ÔË ‚‡ ÚË Á‡ ̂ Ëfl Ú‡ Ì‡ ◊é·˘ËÌ ÒÍ‡
·‡ÌÍ‡“, ÓÍÓÎÓ ‰Ó„Ó ‚Ó Ë ÚÂ Ì‡ ëÓÙË flÌ ÒÍË Ë ÙË Ï‡ Ú‡ ◊ëÓÙËÈ ÒÍË ËÏÓÚË“, ÓÍÓÎÓ Û˜‡ -
ÒÚËÂ ÚÓ Ì‡ Ó·˘ËÌ ÒÍË Ò˙‚ÂÚ ÌË ̂ Ë ‚˙‚ ÙËÏË Ë Í‡Í‚Ó ÎË ÌÂ Ó˘Â.

çÓ ‚Ë‰Ë ÏËflÚ ‡ÒÔÂÍÚ Ì‡ Ú‡ÁË ÍËÁ‡ Ì‡ ÛÔ‡ ‚ÎflÂ ÏÓÒÚ Ú‡ ÌÂ ÒÂ ËÁ˜ÂÔ‚‡ ̄ Â Ò ÚÂÎÂ ‚Ë ÁËÓÌ -
ÌË ÚÂ π Ë ÒÍ‡Ì ‰‡Î ÌË ËÁÏÂ Â ÌËfl. íÓ‚‡, ÍÓÂÚÓ ÒÂ ÒÎÛ˜ ‚‡ ̄ Â Ò ËÁÓ ÒÚ‡ ‚Â ÌËfl Ì‡ ÒÂ·Â ÒË
„‡‰, ·Â¯Â Ò‡ÏÓ ÔÓ ÒÂ·Â ÒË Ò˙˘Ó „ÎÂ‰ Í‡. á‡‰ ÚÂ‡ Ú˙ ‡ Ì‡ ÍÓÌ ÙÎËÍ ÚË ÚÂ ÓÌÓ‚‡, Á‡ ÍÓÂÚÓ
ÍÏÂÚ Ë Ó·˘ËÌ ÒÍË Ò˙‚ÂÚ Úfl· ‚‡ ̄ Â ‰‡ ÒÂ „Ë Ê‡Ú, ÒÂ Û¯Â ̄ Â, ÓÔÛ ÒÚfl ‚‡ ̄ Â ËÎË ÔË ‚‡ ÚË ÁË -
‡ ̄ Â, Ó˜Â Ú‡ ‚‡È ÍË ÒÓÙËÈ ÒÍË ÔÂÈ Á‡Ê, Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ÔÛÒÚË ÌÂÌ Ë ‚‡‚Ë ÎÓ ÌÓ-ÔÓ‰Ó ·ÂÌ.
á‡ ÔÓ‚Â ̃ Â ÓÚ ‰ÂÒÂÚ „Ó‰Ë ÌË ÒÓÙËÈ ÒÍË ÚÂ ÛÎËˆË, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ÌflÍÓË ÓÚ Ì‡È-ÓÊË ‚Â ÌË ÚÂ
‡ÚÂ ËË, ·flı‡ ÓÒÚ‡ ‚Â ÌË ·ÂÁ ÔÓ‰‰˙Ê Í‡ Ë Á‡ÔË ÎË ̃ ‡ ı‡ Ì‡ ÎÛÌ Ì‡ Ú‡ ÔÓ‚˙ ıÌÓÒÚ: ÓÒÂ fl -
ı‡ ÒÂ Ò ‚Ë‰Ë ÏË ÙÛ„Ë, ÔÛÍ Ì‡ ÚË ÌË Ë ÓÒÂ Á‡ Â ÏË ‰ÛÔÍË, ‰ÓË Ó‚Ó ‚Â, ÒÔÓ ÒÓ· ÌË ‰‡ „Î˙ÚÌ‡Ú
ÍÓÎ‡. Ç Í‡fl Ì‡ ÔÂ ıÓ‰ ÌËfl ÔÂËÓ‰ ÔÓ‚Â ̃ Â ÚÓ ÛÎË ̂ Ë  ‚ Ú˙ „Ó‚ ÒÍ‡ Ú‡ ˜‡ÒÚ Ì‡ „‡‰‡, Í‡ÍÚÓ
Ë Ì‡È-‚‡Ê ÌË ÚÂ ·ÛÎÂ ‚‡ ‰Ë Ë ‚˙ ÁÍË ·flı‡ ‚ÒÂ Ô‡Í ÂÏÓÌ ÚË ‡ ÌË, ÌÓ Ï‡Î ÍË ÚÂ ÛÎË˜ ÍË ‚
Í‡È ÌË ÚÂ Í‚‡ Ú‡ ÎË Ë ÏÂÊ ‰Û· ÎÓ ÍÓ ‚Ë ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ë ‰Ó ‰ÌÂÒ Ò‡ Ô‡ÏÂÚ ÌËÍ Ì‡ ‡Á Û -
¯Â ÌËfl ÒÓˆË‡ ÎËÁ˙Ï Ë Ì‡ ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ Ó·˘ËÌ ÒÍ‡ „ËÊ‡.
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But these processes were not consecutive: the conflicting, and sometimes perverse inter-
twining of the three simultaneous visual dynamics was directly observable on the screen
of the city. In fact, it would be more appropriate to speak of heterogeneous screens rather
than of a single screen, because the visual conflicts were many and they are difficult to
subsume under a common denominator. Below, in a somewhat fragmentary style, I will try
to extract and enumerate several pictures from this knot. They have only one thing in com-
mon: the eye simply could not avoid them, they were and still are displayed before the
eyes of everybody – irrespective of whether their visibility is self-evident or requires expert
interpretation to reveal its hidden social meanings.

Weak Municipal Power as a Sight
The negative side of this process – the breakdown of the previous centralised-ideological,
bureaucratic government of the city – took extreme forms. At times even the minimum of
governmentality that every big city needs to have was called into question. Along with the
many clashes in public and on TV, Sofianites saw, literally, the municipal authorities’ inability
to control the city's gradual decline, plus several additional, heavy municipal crises.
The mayoralty, municipal council and chief architect of Sofia largely abdicated their
administrative-urbanistic functions: after the first years of street festivities and parrhesiastic
publicity the city shifted towards the private sphere, multiplying its initiatives and perspec-
tives, and becoming difficult to overview and govern. This occurred in a context of con-
stantly growing visibility of the figure of the mayor: at least three mayoral “postures”
changed in succession – the figure of Alexander Yanchoulev (1991-1995) who lacked a
clear image, the smiling-criminal media image of Stefan Sofiyanski (1995-2005), and that of
Boyko Borissov (2005 – present), a “sad, careworn by the city's problems” macho.

The weak government of the city had specific causes, some of which were criminal and
must be investigated by the relevant authorities. But it also had a general, non-specific,
structural cause: the huge and chaotic social energy concentrated beyond the control of
the city's official authorities. Sofia's space constantly staged one and the same drama: a
barely sustained municipal order threatened by merciless pressure from all sorts of pri-
vate, legal, semi-legal and criminal mechanisms of utilising the city, which sometimes
resulted in its plunder. There was a huge amount of utterly unscrupulous individual and
group initiatives, various forms of entrepreneurship, struggles, conflicts, claims that would
stop at nothing to achieve their ends. Irrespective of the municipal ordinances and regula-
tions, private businessmen built whatever they wanted wherever they wanted – for exam-
ple, they built up the area of the ring road. People from various social strata and trades –
most often the taxi drivers – could decide on a whim to block major intersections and
cause a very visible transport crisis in the whole city. There was no power to ban the book
vendors from Slaveykov Square or the sale of pirate CD ROMs in the square because of
which Bulgaria risked being listed as a “pirate” country by the European Union and the
USA. No municipal prohibitions could stop school-leavers on the way to their high-school
prom from riding standing, their upper bodies sticking out of the windows of recklessly
speeding cars, or even less compel the Roma from the Fakoulteto ghetto to pay their elec-
tricity bills, or end the execution-style killings in the streets of Sofia. There was no police
force to awe the huge aggressive bodies of “the wrestlers” hanging out in cafés and clubs
day and night. There was no municipal council decision on the disposal of Sofia's
garbage which some small village could not stop by means of protest demonstrations,
human chains, highway blockings, etc.

In this context of multilateral pressure, the anyway flawed management and administration
of Sofia were often and easily blocked – not only because of the above-mentioned general
cause but also because of an inadequate regulatory framework, lack of administrative
capacity, unprofitable but already signed contracts, weak judicial control and lack of court
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é˘Â ÔÓ-Í‡Ò ÌÓ Â ̃ Ë ‚Ë Á‡ ‡Á Ô‡ ‰‡ Ì‡ ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ Ú‡ Ó·˘ËÌ ÒÍ‡ ‚Î‡ÒÚ ·flı‡ ÌÂÍÓÎ -
ÍÓ Í‡Ú ÌË ÚÂ ÍËÁË Ò ‡ÁÌË ÔÓ‰-ÒËÒÚÂ ÏË Ì‡ „‡‰ ÒÍ‡ Ú‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡: ◊‚Ó‰ Ì‡ Ú‡
ÍËÁ‡“ ÔË ÍÏÂÚ‡ üÌ˜Û ÎÂ‚ (ÌÂÈ Ì‡ Ú‡ ‚Ë‰Ë Ï‡ ÒÚ‡ Ì‡ ·flı‡ ıËÎfl ‰Ë ÒÓÙËflÌ ̂ Ë, Ú˙„ Ì‡ ÎË
Ì‡ ÁËÏÂÌ ÔÓıÓ‰ Á‡ ‚Ó‰‡ Ò ÚÛ·Ë), ◊·ÓÍÎÛ ̃ Â Ì‡ Ú‡ ÍËÁ‡“ ÔË ÍÏÂ ÚÓ ‚Â ÚÂ ëÓÙË flÌ ÒÍË Ë
ÅÓÈÍÓ ÅÓË ÒÓ‚ (Ó„ÓÏ ÌË, ÊË‚Ó ÔËÒ ÌÓ ÒÏ˙ ‰fl ̆ Ë ÍÛÔ ̃ Ë ÌË ÔÓ Í¸Ó ̄ Â Ú‡ Ë ÚÓ ÚÓ ‡ Ë),
ÌÂÛÒ ÔÂ¯ ÌÓ ÚÓ Í‡·Â ÎË ÁË ‡ ÌÂ Ì‡ ëÓÙËfl (ÒÌÂ ÊËÌ ÍË ÚÂ Ì‡ ÂÍ‡ ÌË ÚÂ), ÍË ÏË Ì‡ ÎË Á‡ ̂ Ëfl Ú‡
Ì‡ ◊íÓÔÎÓ ÙË Í‡ ̂ Ëfl“, ÒÍ‡Ì ‰‡ ÎË Ò ÏÓÌÓ ÔÓ ÎË ÒÚ‡ ◊ÖÎÂÍ ÚË ÙË Í‡ ̂ Ëfl“, ÎÓ¯Ó ÚÓ Ò˙ÒÚÓfl ÌËÂ
Ì‡ Ú‡ÌÒ ÔÓ Ú‡, ·ÂÁ Í‡È ÌÓ ÚÓ ·‡‚ ÂÌÂ Ò˙Ò ÒÚÓ Â Ê‡ Ì‡ ÒÓÙËÈ ÒÍÓ ÚÓ ÏÂÚÓ...

ÑÓÍ‡ ÚÓ ÚÂÁË ÍËÁË ·flı‡ ‚Â ÏÂÌ ÌË, Ú‡ÌÒ ÔÓÚ Ì‡ Ú‡ ÍËÁ‡ ·Â¯Â ÔÓÒÚÓflÌ Ì‡ Ë Ì‡Ú ‡Ô ‚‡ -
˘‡ ÒÂ Ì‡ Ó˜Ë. äÓÎË ̃ Â ÒÚ‚Ó ÚÓ  ‡‚ÚÓ ÏÓ ·Ë ÎË Ì‡‡ÒÚ Ì‡ ÌÂË ÏÓ ‚Â ÌÓ (Á‡„Ó ‚Ó Ë ÒÂ Á‡ Ì‡‰
ÏËÎËÓÌ ÔÂ ‚ÓÁ ÌË ÒÂ‰ ÒÚ‚‡ ‚ ëÓÙËfl) Ë Á‡ÔÓ˜ Ì‡ ‰‡ ËÌÒˆÂ ÌË ‡ ‚ÒÂ ÍË‰ ÌÂ‚ ÌÓ Â‰Ì‡ Ë
Ò˙˘‡ ÒÓˆË‡Î Ì‡ ÔËÂÒ‡: Î˙ÒÍ‡ ‚Ë ÔÓ ̄ Â Ú‡, Ï‡˜ ÌË ÏÂ ̂ Â ‰Â ÒË Ë ÒÂ ·Ë ÒÚË BMW-Ú‡
‚ËÒflÚ Ò Â‰Ì‡Í ‚‡ ·ÂÁ Ì‡ ‰ÂÊ ÌÓÒÚ ‚ ÒÓÙËÈ ÒÍË ÚÂ Á‡‰˙ ÒÚ‚‡ ÌËfl Â‰ÓÏ ‰Ó ‚ÒÂ Ó˘Â Ô˙ÔÓ -
Â ̆ Ë Ú‡ ·‡Ì ÚË, ‡Á Ô‡ ‰‡ ̆ Ë ÒÂ ÏÓÒ Í‚Ë ̃ Ë Ë Á‡Ô‡‰ ÌË ÚÓ¯ ÍË, Á‡ÍÛ ÔÂ ÌË Á‡ ÒÚÓ ÚËÌ ÍË: ÚÂ
ÒÂ ÔÓ ‚Ë ‡Ú ÔÂ‰ Ô‡ ÍË ‡ ÎË ÚÂ Í˙‰Â ÎË ÌÂ Ò‚ÓË Ò˙·‡ Úfl, ‰Ó ÍÓËÚÓ ÍÓÚ ÍÓ „ÌË Â flÚ ÒÍÂ -
ÎÂ ÚË ÚÂ Ì‡ ËÁÓ ÒÚ‡ ‚Â ÌË ÓÚ Ò‚ÓË ÚÂ ÒÚÓ Ô‡ ÌË åèë. ä˙Ï ÚÓ‚‡ Úfl· ‚‡ ‰‡ ÔË ·‡ ‚ËÏ ÌÂÒ ÔÓ -
ÒÔÓ ÒÓ· ÌÓÒÚ Ú‡ Ì‡ Ô˙ÚÌ‡ Ú‡ ÔÓÎË ̂ Ëfl ‰‡ Â„Û ÎË ‡ Á‡‰˙ ÒÚ‚‡ ÌËfl Ú‡ Ë Ô‡ ÍË ‡ ÌÂ ÚÓ Ì‡
‚ÒÂ ‚˙ ÁÏÓÊ ÌË ÏÂÒÚ‡. à ÓÒ‚ÂÌ ÚÓ‚‡ ÒÚ‡˜ ÍË ÚÂ Ì‡ ¯ÓÙ¸Ó Ë ÚÂ Ì‡ Ú‡Í ÒË Ú‡ (‚ÌÂ Á‡Ô ÌË ÚÂ
ÔÓÊ˙Î Úfl ‚‡ ÌËfl Ì‡ ÓÔÂ ‰Â ÎÂ ÌË ‚˙ÁÎÓ ‚Ë Í˙ ÒÚÓ ‚Ë ̆ ‡, Ê˙ÎÚË Ó·˙ ̃ Ë ÓÍÓÎÓ ‚‡ÊÌË Ò„‡ -
‰Ë Ì‡ ‚Î‡ÒÚ Ú‡), Ì‡ „‡‰ ÒÍËfl Ú‡ÌÒ ÔÓÚ, ÎËÔ Ò‡ Ú‡ Ì‡ Ô‡Ë Á‡ ÂÏÓÌÚ, ·Â‰ Ìfl¯ ÍÓ ÚÓ ◊Í˙ -
ÔÂ ÌÂ“ Ì‡ ‚Ó‰Ó ÔÓ ‚Ó ‰Ë, ÂÎÂÍ ÚË ̃ Â ÒÍ‡ ËÌÒÚ‡ Î‡ ̂ Ëfl Ë Ô˙ÚÌ‡ ÒËÒÚÂ ÏË...

ôÂ ‚Ë‰ËÏ ÔÓ-‰ÓÎÛ, ˜Â „‡ ‰˙Ú ÊË‚Â Â ̄ Â ËÌÚÂÌ ÁË ‚ÂÌ Ú˙ „Ó‚ ÒÍË ÊË‚ÓÚ, ˜Â ÒÂ „ÎÓ ·‡ ÎË -
ÁË ‡ ̄ Â Ë ËÌÚÂÌ ÁË ÙË ̂ Ë ‡ ̄ Â. íÓ‚‡ ·Â¯Â Ô‡‡ ‰ÓÍÒ: ÚÓÁË „‡‰ ·Â¯Â Ì‡ Ô˙Ú ‰‡ ÒÚ‡ÌÂ
„ÎÓ ·‡ ÎÂÌ Ë ÏÛÎÚË-ÍÛÎÚÛ ÂÌ ÏÂ„‡-ÔÓÎËÒ, ‡ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ò ÚÓ‚‡ ÚÂı ÌÓ ÎÓ „Ë˜ Ì‡ Ú‡ ÏÛ
ÏÂÊ‡, ÎË¯Â Ì‡ ÓÚ ÒÂ‰ ÒÚ‚‡, ÔÓÎË ÚË ̃ Â ÒÍ‡ ‚ÓÎfl Ë Ò˙‰Â ·ÂÌ ÍÓÌ ÚÓÎ, ‰ÂÏÓÌ ÒÚË ‡ ̄ Â
ÔÓÎÛ-‡Á Ô‡ ‰‡ ÒË ÔÂ‰ Ó˜ËÚÂ Ì‡ ‚ÒË˜ ÍË. ÅÂÁ ‰‡ ÁÌ‡flÚ Í‡Í‚Ó ‰‡ ÔÂ‰ ÔËÂ Ï‡Ú,
ÒÓÙËflÌ ̂ Ë Ì‡·Î˛ ‰‡ ‚‡ ı‡ ÔÓÒÚ-ÏÓ‰Â ÌËfl ÍÓÏÂ ÒË‡ ÎÂÌ ‡Á ̂ ‚ÂÚ Ì‡ Ò‚Ófl „‡‰, „Û·Â˘
Ô‡‡ ÎÂÎ ÌÓ Ò‚Ófl ÏÓ‰Â ÂÌ ËÌÙ‡ ÒÚÛÍ ÚÛ ÂÌ Ë ÙÛÌÍ ̂ ËÓ Ì‡ ÎÂÌ „˙· Ì‡Í – ÓÌÓ‚‡, ÍÓÂÚÓ
Ô‡‚Ë Â‰ËÌ „‡‰ ‚˙ÁÏÓ ÊÂÌ.

ç‡ÒÚ˙ ÔÎÂ ÌËÂ ÚÓ Ì‡ ÔË Ó ‰‡ Ú‡
ëÎÂ‰ ÒÚ‚ËÂ ÓÚ ÎËÔ Ò‡ Ú‡ Ì‡ ÒÂËÓÁ Ì‡ Û·‡ ÌË ÒÚË˜ Ì‡ ‚Î‡ÒÚ ÒÚ‡Ì‡, ˜Â „‡ ‰˙Ú Â Á‡ÔÎ‡ ̄ ÂÌ
ÓÚ Ì‡ÒÚ˙ ÔÎÂ ÌËÂ ÚÓ Ì‡ Ò‚Ó ÂÚÓ ÑÛ„Ó – ÔË Ó ‰‡ Ú‡ Ë ‡ÒÓ ̂ Ë‡Î ÌÓÒÚ Ú‡. á‡ ‚Ë‰Ë Ï‡ Ú‡ ÍË ÏË -
Ì‡Î ÌÓÒÚ Í‡ÚÓ ÔÓ fl‚‡ Ì‡ Ú‡ÁË ‡ÒÓ ̂ Ë‡Î ÌÓÒÚ ˘Â ÒÚ‡ÌÂ ‰ÛÏ‡ ÔÓ-‰ÓÎÛ. á‡ ◊èË Ó ‰‡ Ú‡
Í‡ÚÓ ‡ÒÓ ̂ Ë‡Î Ì‡ ÔÛÒÚÓ¯“ ‚ Ì‡ÒÚÓfl ̆ ‡ Ú‡ ÍÌË„‡ ËÏ‡ ËÌÚÂ Â ÒÂÌ ÚÂÍÒÚ Ì‡ ÄÌ„ÂÎ ÄÌÚÂ ÎÓ‚,
ÔËÒ‡Ì ÔÂÁ 1998 Ë ÓÔËÒ ‚‡˘ ÒÓÙËÈ ÒÍ‡ Ú‡ ÒÂ‰‡ Í‡ÚÓ ÒÎÓÊ Ì‡ ÒÏÂÒ ÏÂÊ‰Û Á‡ÔÛ ÒÚÂ ÌËÂ,
Ï˙ ÒÓ ÚËfl, ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌÓ ÓÔÂ‰ ÏÂ ÚÂ Ì‡ ‚‡Ê ‰Â· ÌÓÒÚ, Ï‡Ì Ú‡ ÎË ÚÂÚ ÌË ÔÓ ·ÎÂ ÏË,
ÏÂÊ‰ÛÎË˜ ÌÓÒÚ Ì‡ ‡„Â ÒËfl Ë ÓÚÒ˙ ÒÚ‚ËÂ Ì‡ Û·‡ ÌË ÒÚË˜ Ì‡ ıË„ËÂÌ Ì‡ ÔÓÎË ÚË Í‡.

íÛÍ ˘Â ‰Ó·‡ ‚fl ÌflÍÓË ÏÓË Ì‡·Î˛ ‰Â ÌËfl. éÚ 1990 „. Ì‡Ú‡Ú˙Í ÏÂÊ‰Û Ô‡‚‡ Ê‡ Ì‡ ˆÂÌ Ú‡Î -
ÌË ÛÎËˆË Á‡ÔÓ˜ Ì‡ ‰‡ ÌËÍÌÂ ÚÂ‚‡, „‡ ‰ËÌ ÍË Ë Ô‡ ÍÓ ‚Â ÚÂ ÔÓ‰Ë ‚fl ‚‡ ı‡, ‡ ÓÒÓ ·Â ÌÓ ‚
Ô‡ÌÂÎ ÌË ÚÂ ÔÂ‰ „‡ ‰Ëfl ÏÂÊ‰Û·ÎÓ ÍÓ ‚Ë ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡ ÔÓÒÚÂ ÔÂÌ ÌÓ Ó·‡ ÒÌ‡ ı‡ Ò ·ÛÂ -
ÌË, ı‡ ÒÚË Ë ÒÂ ÔÂ‚ ̇  Ì‡ ı‡ ‚ ÌÂÔÓ ıÓ ‰ËÏ ÔÛ˘Ë Ì‡Í. èÓ‡ ‰Ë ÎÓ¯Ó ÚÓ ÙÛÌÍ ̂ Ë Ó ÌË ‡ ÌÂ
Ì‡ ıË„ËÂÌ ÌË ÚÂ ÒÎÛÊ ·Ë Ë Í‡Ì‡ ÎË Á‡ ̂ ËÓÌ Ì‡ Ú‡ ÒËÒÚÂ Ï‡, ˆÂÎË Û˜‡ ÒÚ˙ ̂ Ë ·Ë‚‡ ı‡ ÒËÒÚÂÏ ÌÓ
Ì‡‚Ó‰ Ìfl ‚‡ ÌË Ë Á‡Ï˙ Òfl ‚‡ ÌË, ÔÓfl‚Ë ı‡ ÒÂ ÛÎËˆË Ò ‚Â˜ÌË ÎÓÍ‚Ë Ë ÒÓ· ÒÚ‚ÂÌ ÊË‚ÓÚ ‚
Úflı. ëÓÙËfl ÌÂˆ˙Ú ·Â¯Â ‚ÒÂ ÍË‰ ÌÂ ‚ÂÌ Ò‚Ë ‰Â ÚÂÎ Ì‡ ÓÌÁË ÚÎÂ ÌÂÌ Í˙ ÚÓ‚ ‡Ú, ‚ ÍÓÈÚÓ ÒÂ
‡Á Î‡ „‡Ú Ó„‡ ÌË˜ ÌË ÓÚÔ‡ ‰˙ ̂ Ë Ë ÒÂ ‡Ê‰‡ ÌÓ‚‡ ·ËÓ ÎÓ „Ë˜ Ì‡ Ï‡Ò‡. ◊éÚ Ô‡ı ÒË Ë Ì‡
Ô‡ı ˘Â ÒÚ‡ ÌÂ¯“ ÒÂ ÓÍ‡Á ‚‡ ̄ Â Á‡ ÌÂ„Ó Ì‡·Î˛ ‰‡ Â Ï‡ Ï‡Í ÒË Ï‡ – ˙Ê ‰flÒ ‚‡ ÌÂ ÚÓ Ë ÂÒÚÂ -
ÒÚ‚Â ÌÓ ÚÓ ‡Á Ô‡ ‰‡ ÌÂ, ÓÌÂ ÌÂ, ‡Á Ô‡¯ ‚‡ ÌÂ, ‡Á Ô˙Ò Í‚‡ ÌÂ Ì‡ Û·‡ ÌË ÒÚË˜ ÌË ÍÓÌ -
ÒÚÛÍ ÚË, „ÌË ÂÌÂ ÚÓ Ì‡ ‰˙ ‚Â ÌËfl Ï‡ÚÂ Ë ‡Î, ‡Á „ÎÓ ·fl ‚‡ ÌÂ ÚÓ, ‡Á „‡· ‚‡ ÌÂ ÚÓ Ë ËÁ˜ÂÁ ‚‡ -
ÌÂ ÚÓ Ì‡ ÒÓÎË‰ ÌË ÏÂÚ‡Î ÌË ÍÓÌ ÒÚÛÍ ̂ ËË, ‰˙Î ·Ó ÍÓ ‚ÍÓ Ô‡ ÌË Í‡·ÂÎ ÌË ÏÂÊË, ‚Ó‰Ó ÔÓ -
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sanctions, lobbyist interests, or simply because of delayed issuance and theft of docu-
ments. And if we have to enumerate obvious and well-known facts about misgovernment,
they will inevitably include the constant conflicts between the mayor and the municipal
council, the belated, ineffective and contradictory regulations34, the frictions between differ-
ent lobbies. They were visible – meaning that they constantly spilled out of the conference
room and spectacularly entered the media. To them we must add many other scandals and
fruitless court cases (which turned out to be nothing but shows) over suspicious transac-
tions in which the municipal council contributed strategically located land lots in Sofia as
non-cash assets, the construction of hotels, the privatisation of Municipal Bank, the absurd
contracts concluded by Sofiyanski and the municipal real-estate company Sofiiski Imoti35,
the participation of municipal councillors in companies, and what have you.

But the visible aspect of the crisis of government was not limited to its television and scan-
dalous dimensions. What was happening with a city left to its own devices was in itself a
sight too. Behind the theatre of the conflicts everything that the mayor and the municipal
council were supposed to look after was left to crumble, abandoned or sold off, shaping
the Sofia landscape as both desert- and Babel-like.

For more than ten years Sofia's roads, including some of the busiest thoroughfares, were
left without maintenance and began to look like the moon's surface: strewn with visible
ruts, cracks and tangible holes, even with ditches that could swallow a whole car. At the
end of the transition period most of the roads in the commercial area of the city as well as
the major boulevards and links were admittedly repaired, but the small roads and the
spaces between blocks of flats on the outskirts of Sofia have remained a monument to the
collapse of communism and the absence of municipal care to this very day.

Even more telling of the breakdown of the centralised municipal government were the
repeated crises in various subsystems of the urban infrastructure: “the water crisis” during
mayor Yanchoulev's term in office (its visible aspect were the thousands of Sofianites who
went on a winter march for water carrying plastic containers), “the garbage crisis” under
mayors Sofiyanski and Boyko Borissov (huge, spectacularly stinking piles of garbage in
corners and on pavements), Sofia's unsuccessful cabling (snowflakes on TV screens), the
criminalisation of the municipal central-heating company, scandals with the monopolist
electricity company, the poor state of public transport, the endless delay of the construc-
tion of the Sofia underground railway…

While those crises were temporary, the transport crisis was permanent and conspicu-
ous. The number of cars grew incredibly (exceeding one million in Sofia) and began to
stage one and the same play every day: flashy Porsches, dark Mercedeses and silvery
BMWs were and still are stuck equally hopelessly in Sofia's traffic jams alongside still
sputtering Trabants, dilapidated Moskviches and Western-made jalopies bought for pen-
nies: they squeeze past their randomly parked brethren next to which the skeletons of
vehicles abandoned by their owners are quietly rotting away. To this we must add the
inability of the traffic police to regulate the traffic jams and indiscriminate parking, as
well as the strikes by taxi drivers (the sudden yellowing of some key intersections, the
chains of yellow taxi cars surrounding key government buildings) and public transport
drivers, the lack of funds for repair works, the miserable “patching up” of water mains,
the electricity and road systems…

As we shall see below, the city lived a busy commercial life, it was being globalised and
intensified. This was a paradox: while the city was on the way to becoming a global and
multicultural megapolis, its technological network, deprived of funds, political will and judi-
cial control, demonstrated its breakdown before everybody's eyes. Not knowing what to
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‚Ó‰ ÌË Ú˙·Ë, ÚÂÊÍË ÂÎÒË Ë ·ÓÌ ÁÓ ‚Ë Ô‡ÏÂÚ ÌË ̂ Ë (ÔÓ‡ ‰Ë ÒÍ˙ ÔË ÚÂ ËÏ ÏÂÚ‡Î ÌË ˜‡ÒÚË,
ÔÓ ‰‡ ‚‡ ÌË Ì‡ ◊ÇÚÓ Ë˜ ÌË ÒÛÓ ‚Ë ÌË“) – ÒÂ ÒÎÛ˜ ‚‡ ̄ Â ÔÂ‰ Ó˜ËÚÂ ÏÛ35. ç‡ ÏÓÏÂÌ ÚË,
ÓÒÓ ·Â ÌÓ ‚ Ô˙ ‚Ë ÚÂ „Ó‰Ë ÌË Ì‡ ÔÂ ıÓ ‰‡, ÚÓ‚‡ ÔÓ˜ÚË ÔË ÎË ̃ ‡ ̄ Â Ì‡ ËÌÒˆÂ ÌË ‡ Ì‡ ÒËÏ ‚Ó -
ÎË Í‡. èÂ ÎË ‚‡ ̆ Ë ·ÓÍÛ ÎÛ ̃ ËÈ ÒÍË ÍÓÙË, ÌÂ‚Â Ó flÚ ÌÓ Ï˙Ò ÌË ÛÎËˆË... ëÍÂ ÎÂ ÚË Ì‡ ËÁÓ ÒÚ‡ -
‚Â ÌË ÍÓÎË ÔÓ‡ Ê‰‡Ú ÒÓ· ÒÚ‚Â Ì‡ ÙÎÓ‡ Ë Ù‡ÛÌ‡ ‚ ÍÛıË ÚÂ ÒË ÍÓÛ ·Ë. ÉË„‡ÌÚ ÒÍË Ô‡ ̃ Â Ú‡
Ï‡ÁËÎ Í‡ Ô‡‰‡Ú ‰Ó ÌÂ‚ËÌ ÌË Ï‡ÈÍË Ò ÍÓÎË˜ ÍË, ÌÂÔÓ ‰˙ Ê‡ ÌË Ò„‡ ‰Ë Á‡ÔÓ˜ ‚‡Ú ‰‡ ÒÂ
ÒÛ Ú‚‡Ú ◊ÓÚ Ò‡ÏÓ ÒÂ·Â ÒË“ – Â‰Ì‡ ‰ÓË Û·Ë ÒÎÛ ̃ ‡È ÌË ‡‚ÚÓ ÏÓ ·Ë ÎË ÒÚË.

èÓ-Ò˙˘Ó ÚÓ ‚ÂÏÂ, ‚ Ô˙ ‚Ë ÚÂ ‰ÂÒÂÚ
„Ó‰Ë ÌË Ì‡ ÔÂ ıÓ ‰‡, ‡ Ë ‰ÓÒÂ „‡, Â‰ËÌ
ÓÚ Ì‡È-„ÓÎÂ ÏË ÚÂ ÔÓ ·ÎÂ ÏË Ì‡
ÒÓÙËflÌ ̂ Ë, ·flı‡ „ÎÛÚ ÌË ̂ Ë ÚÂ ·ÂÁ ‰ÓÏ ÌË
ÍÛ˜Â Ú‡, ˜ÂÒÚÓ ‡„Â ÒË‚ ÌË Í˙Ï ‚˙Á‡ÒÚ -
ÌË ıÓ‡ Ë ‰Âˆ‡, ÍÓËÚÓ ·ÛÍ‚‡Î ÌÓ ÔÓ -
„Ó ÌË ı‡ ı‡‡Í ÚÂ ÌË ÚÂ Á‡ „‡‰‡ ·Û ÊÓ -
‡Á ÌË, ÂÎÂ „‡ÌÚ ÌË ÍÓÚÍË, ÓˆÂ ÎÂ ÎË ÔÂÁ
ÂÔÓ ı‡ Ú‡ Ì‡ ÒÓˆË‡ ÎËÁ Ï‡. ë ·Ófl ÒË,
ÚÂ ÌÂ ·flı‡ ÔÓ ÒÚÓ ÍÛ˜Â Ú‡, ‡ ‚Ë‰ËÏ Ë
Î‡Â˘ „‡‰ ÒÍË ÔÓ ·ÎÂÏ, ÍÓÈÚÓ Ò˙·Û ‰Ë
Ó„ÓÏ ÌÓ ÍÓÎË ̃ Â ÒÚ‚Ó ÒÂËÓÁ ÌË ÔÓÎË -
ÚË ̃ Â ÒÍË Ë ÏÛÌË ̂ Ë Ô‡Î ÌË ‰Â·‡ ÚË: ÒÔÂ -
ˆË‡ ÎË ÒÚË Ú˙Î ÍÛ ‚‡ ı‡ ÚÓÁË ‰Â·‡Ú Í‡ÚÓ
Û‰Ó· Ì‡ ÏÂÚ ÙÓ ‡ Á‡ Ì‡ˆËÓ Ì‡Î ÌË ÚÂ -
‚Ó „Ë Ë „‡‰ ÒÍË ÛÚÓ ÔËË – Í‡Í ÌË ÔÂ‰ -
ÒÚ‡ ‚flÚ ·ÂÁ ‰ÓÏ ÌË ÚÂ ÔÂÒÓ ‚Â ÔÂ‰ ˜ÛÊ -
‰Ó ÚÓ ÚÛË ÒÚË ̃ Â ÒÍÓ ÓÍÓ? àÎË – Í‡Í‚Ó
Úfl· ‚‡ ‰‡ ·˙‰Â ÓÚÌÓ ̄ Â ÌËÂ ÚÓ Í˙Ï
·ÂÁ ‰ÓÏ ÌÓÒÚ Ú‡, ·ÂÁ ÔÓ ÏÓ˘ ÌÓÒÚ Ú‡, Í˙Ï
ÓÚı‚˙ ÎÂ ÌË ÚÂ Ë Ï‡ „Ë Ì‡Î ÌË ÚÂ, Í˙Ï ÊË‚ÓÚ ÌË ÚÂ, ÔË Ó ‰‡ Ú‡ Ë ÂÍÓ-‡‚ ÌÓ ‚Â ÒËÂ ÚÓ ‚ Ë‰Â -
‡Î ÌËfl „‡‰? àÎË – Í‡Í˙‚ ÚËÔ Ó·˘ËÌ ÒÍ‡ ‚Î‡ÒÚ Ó˜‡ Í‚‡ ÏÂ – ÒÚÛ ‰Â Ì‡ Ë ·ÂÁ ÏË ÎÓÒÚ ÌÓ-ÛÌË -
˘Ó ÊË ÚÂÎ Ì‡ ËÎË ÂÍÓ-Ò˙˜Û‚ ÒÚ‚‡ ̆ ‡? Ç˙ÁÏÓÊ ÌÓ ÎË Â Û·ËÈ ÒÚ‚Ó ÚÓ, Ô˙Í ·ËÎÓ ÚÓ Ë Ì‡ ÍÛ˜Â -
Ú‡, ‰‡ ÒÂ ËÌÒˆÂ ÌË ‡ ÔÓ ÛÎË ̂ Ë ÚÂ Ì‡ „‡‰‡, ÔÂ‰ Ó˜ËÚÂ Ì‡ ÔÓ‰‡ ÒÚ‚‡ ̆ Ë ÚÂ? Ñ‡ÎË ÒÛÓ -
‚Ë ÚÂ ÏÂÍË Í˙Ï ÍÛ˜Â Ú‡ Ú‡ ÌflÏ‡ ‰‡ ÔÂ ‚˙ Ì‡Ú ëÓÙËfl ÓÚÌÓ ‚Ó ‚ ÚÓÚ‡ ÎË Ú‡ ÂÌ „‡‰, Ò
ÛÔ‡ ‚ÎÂÌ ÒÍË ÏÂÚÓ ‰Ë, Ë‰‚‡ ̆ Ë ÓÚ ÍÓÌ ̂ ÂÌ Ú‡ ̂ ËÓÌ ÌË ÚÂ Î‡„Â Ë36? ëÚ‡ ÚË ÒÚË ÍË ÚÂ ‚‡Ë ‡ -
ı‡ ÍÛ˜Â¯ ÍËfl ·ÓÈ ‚ Ó„Ó ÏÂÌ ËÌÚÂ ‚‡Î – ÏÂÊ‰y 40 000 Ë 100 000, ÍÓÂÚÓ ÁÌ‡ ̃ Â ̄ Â, ˜Â Ì‡
Ô‡Í ÚË Í‡ ÌËÍÓÈ ÌÂ ÁÌ‡ Â¯Â ÍÓÎÍÓ Ò‡. èÂÁ ‰ÂÌfl ÚÂ ·flı‡ Ò‡‚ ÌË ÚÂÎ ÌÓ ·ÂÁÓ Ô‡Ò ÌË, ÌÓ
‚Â˜Â, Í‡ÚÓ Ò‚Ë Â ÔË Ô‡ ÚÂ ÌË ̂ Ë Ì‡ ÔË Ó ‰‡ Ú‡, „ÎÛÚ ÌË ̂ Ë ÚÂ ËÏ ÔÂ‚ ÁÂ Ï‡ ı‡ ÒÓÙËÈ ÒÍË ÚÂ
ÌÓ˘Ë Ë „Ë ÔÓ ÌËÁ ‚‡ ı‡ Ò ÔË Ó‰ ÌË ÒÚ‡ ÒÚË: ÒÚ˙‚, ÒÚ‡ÒÚ, ¯ÛÏ Ë flÓÒÚ. Ç Â‰ËÌ Ò‚ÓÈ
ÔÂ‰ ‚‡ Ë ÚÂ ÎÂÌ ÔÓ ÂÍÚ ÒÚËÔÂÌ‰Ë‡ÌÚ˙Ú Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ ä‡ ÒË ÏË íÂ ÁËÂ‚ ÒËÌ -
ÚÂ ÁË ‡ ÒÚ‡ ıÓ ‚Â ÚÂ Ì‡ ÒÂ‰ ÌËfl ÒÓÙËfl ÌÂˆ ‚ ÔÓÍ‡ Á‡ ÚÂ ÎÂÌ ÏÓÌ Ú‡Ê: ÔÓ‰‚ËÊ Ì‡ Ô‡ÌÓ ‡ Ï‡
Ì‡ ‡ÌÓ ÌË ÏÂÌ ÒÓÙËÈ ÒÍË Í‚‡ Ú‡Î, Ô‡ÌÂ ÎÂÌ, Ó˜Û Í‡Ì Ë Ï˙ ÒÂÌ, ÒÂ‰ ÍÓÈÚÓ ‚ÌÂ Á‡Ô ÌÓ ÒÂ
ËÁ‚Ë Òfl ‚‡Ú ÒÚÓ Í‡Ú ÌÓ Û„Ó ÎÂ ÏÂ ÌË ÒËÎÛ Â ÚË Ì‡ ·ÂÁ ‰ÓÏ ÌË  ÍÛ˜Â Ú‡, Á‡ ‰‡ Á‡ÔË ÎË ̃ ‡Ú Ì‡
Ô‡ Ë ÒÚÓ Ë ̃ Â ÒÍË ‰ËÌÓ Á‡ ‚Ë Ë „Ó‰ÁË ÎË Ò˙Ò ÒÚ˙ ̃ ‡ ̆ Ë Ì‡‰ Ô‡ÌÂÎ ÍË ÚÂ „Î‡‚Ë – ÔÛÒÚ „‡‰,
‚ ÍÓÈÚÓ ÊË‚ÂflÚ Ò‡ÏÓ ÚÂ.    

Ç Í‡fl Ì‡ ÔÂ ıÓ ‰‡ Ú‡ÁË flÓÒÚ ÌflÍ‡Í ÒË ÛÚËı Ì‡ Ë ÍÛ˜Â¯ Í‡ Ú‡ Í‡ ÚË Ì‡ ÌÂÛ ÒÂÚ ÌÓ ÒÂ
Ú‡ÌÒ ÙÓ ÏË ‡ ÓÚ ‡„Â ÒË‚ Ì‡ ‚ Ë‰Ë ÎË˜ Ì‡. ÅÂÁ ‰ÓÏ ÌË ÚÂ ÒÍË Ú‡ ̆ Ë ˜Û‰Ó ‚Ë ̆ ‡ ÒÂ ÔÂ ‚˙ -
Ì‡ ı‡ ÓÚÌÓ ‚Ó ‚ ÔÓÎÛ-ÔËÚÓÏ ÌË ÔÓÏËfl Ë, ˜ËËÚÓ ÔÓÏ‡ı ‚‡ ̆ Ë ÓÔ‡¯ ÍË ‚Â˜Â ÌÂ ÔÎ‡ ̄ ‡Ú Ë
‰Âˆ‡ Ú‡: ‰‡ÎË ÔË Ó ‰‡ Ú‡ Â ÓÚÌÓ ‚Ó ÓÔË ÚÓ ÏÂ Ì‡ ÔÓ Ô‡ ÒÚ‡ Ë ÒÂÎ ÒÍË Ì‡˜Ë ÌË? á‡˘Ó ÚÓ
„‡‰ ÒÍË ÚÂ ÔÓ „‡ ÏË Á‡ ÒÔ‡ ‚fl ÌÂ Ò Úflı (Á‡ ÍÓËÚÓ ·flı‡ ÔÓ ÔË Îfl ÌË ÏÌÓ„Ó Ô‡Ë), Í‡ÚÓ
ËÁÍÎ˛ ̃ ËÏ ˜‡ÒÚË˜ Ì‡ Ú‡ Í‡ÒÚ‡ ̂ Ëfl, ÌÂ ÒÂ ÒÔ‡ ‚Ë ı‡ – ·ÂÁ ‰ÓÏ ÌË ÚÂ ÍÛ˜‡ Ú‡ ÔÓ‰˙Î ÊË ı‡
‰‡ ·˙‰‡Ú ÔË ‚Ë ̃ ÂÌ ˘Ëı ‚ ÒÓÙËÈ ÒÍËfl ÔÂÈ Á‡Ê – ÌÂ Ò‡ÏÓ ‚ Í‡È ÌË ÚÂ Í‚‡ Ú‡ ÎË, ÌÓ Ë
‚ ˆÂÌ Ú˙ ‡.
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do, Sofianites observed the postmodern commercial flowering of their city which, at the
same time, was losing its modern infrastructural and functional backbone – that which
makes a city possible.

The Advance of Nature
One effect of the absence of strong local government institutions is that the city is now
threatened with the advance of its Other – nature and asociality. The visible rise of crime
as a manifestation of this asociality will be discussed below. On “Nature as an Asocial
Wilderness” there is an interesting text by Angel Angelov in this book, written in 1998 and
describing the Sofia landscape as a complex mixture of abandonment, squalor, spatially
objectified hostility, mentality problems, inter-personal aggression and absence of an
urban sanitation policy.

Here I will add some personal observations. From 1990 onwards grass began to grow in the
cracks in central streets, gardens and parks turned wild, and especially the spaces between
blocks of flats in the prefab suburbs were gradually overgrown with weeds and bushes,
becoming an impenetrable wasteland. Owing to the malfunctioning of the sanitation services
and the sewer system, entire areas were regularly flooded and polluted, and some streets
developed perennial puddles brimming with life. Sofianites were daily witnesses to the biolog-
ical cycle in which the decay of organic waste gives birth to a new biological mass. For
Sofianites, “Dust thou art, and unto dust shalt thou return” proved to be an observable
maxim: the rusting and natural decay, deterioration, decomposition, disintegration and dis-
persal of urban structures, the rotting of timber, the dismantling, theft and disappearance of
solid metal constructions, deep underground cable networks, water pipes, heavy rails and
bronze monuments (because their expensive metal parts were sold for recycling) was hap-
pening before their very eyes36. At times, especially in the first years of the transition, this
looked almost like deliberately staged symbolic acts. Overflowing garbage cans, incredibly
filthy streets… Skeletons of abandoned cars breeding their own flora and fauna in their hollow
husks. Giant pieces of plaster peeling and crashing near innocent mothers pushing prams,
non-maintained buildings crumbling “of themselves” – one such building even crushed to
death two girls who happened to be driving by in a car when part of the wall collapsed.

At the same time, in the first years of the transition and, as a matter of fact, to this very
day, one of the biggest problems of Sofianites were the packs of stray dogs, often aggres-
sive towards elderly people and children, which literally chased away the typical of the city
bourgeois, elegant cats that had survived the age of socialism. With their huge number,
they were not simply dogs but a visible and barking problem of the city which gave rise to
a whole series of serious political and municipal debates: specialists interpreted this
debate as a convenient metaphor for the national concerns and urban utopias – how do
the stray curs represent us before the foreign tourist's eyes? Or, what is the right
approach towards the homeless and the helpless, towards the outcast and the marginal,
towards animals, nature and the eco-balance in the ideal city? Or, what type of municipal
government do we expect: cold and mercilessly-destructive or eco-friendly? Could murder,
be it of dogs, be staged in the streets of the city, before the eyes of children? Won't the
tough measures against the dogs turn Sofia once again into a totalitarian city, using
administrative methods borrowed from concentration camps37?

The statistics on the number of stray dogs varied within a huge range – from 40,000 to
100,000 – which meant that practically no one knew their number. They were relatively
harmless in the daytime but after sunset their packs seized the Sofia nights like fierce
messengers of nature, and filled them with the sounds of natural passions: thirst for blood,
lust, noise and fury. In one of his preliminary projects, Visual Seminar member Krassimir
Terziev synthesised the fears of the average Sofianite in a telling video-art installation: a
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É‡ ‰˙Ú-ÛËÌ‡ ÒÂ˘Û ÂÌÂ „Ë˜ ÌËfl „‡‰:
ËÌÚÂÌ ÁË ÙË ̂ Ë ‡ ÌÂ Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ
íÓ‚‡ ‡Á Ô‡ ‰‡ ÌÂ, ÍË ÏË Ì‡ ÎË ÁË ‡ ÌÂ, ÔÓ‰Ë ‚fl ‚‡ ÌÂ Ë ÓÔÛ ÒÚfl ‚‡ ÌÂ Ì‡ ˆÂÌ Ú‡ ÎË ÁË ‡ ÌËfl
ÔÓÎËÒ, Â Ò‡ÏÓ Â‰Ì‡ Ú‡ ÒÚ‡ Ì‡ Ì‡ ÔÓ ÚË ‚Ó Â ̃ Ë‚ ÔÓ ̂ ÂÒ. ÑÛ „‡ Ú‡ Â ‡Á ÎË˜ Ì‡ – ‡Ê ‰‡ ̄ Â
ÒÂ Â‰ËÌ ÌÓ‚, ËÌË ̂ Ë‡ ÚË ‚ÂÌ Ë ÊË‚, Ô‡Á‡ ÂÌ „‡‰, ¯‡ÂÌ ÔÓÎËÒ Ì‡ ˜‡ÒÚ Ì‡ Ú‡ ËÌË ̂ Ë‡ ÚË ‚‡,
ÔÓ ÌË Í‚‡ ̆ ‡ ÏÓÎÂ ÍÛ Îfl ÌÓ, ‡ ÔÓÌfl ÍÓ „‡ Ë ‰ÓÒÚ‡ ÍÓÏË˜ ÌÓ Ì‡‚ Òfl Í˙ ‰Â. íÓ‚‡ ÔÓ ÌË Í‚‡ ÌÂ
‚Ë‰Ë ÏÓ ÌÂ ÒÂ ÔÓ‰ ̃ Ë Ìfl ‚‡ ̄ Â Ì‡ ÔÎ‡ ıË ÚÂ ÓÔËÚË Á‡ Â„Û Î‡ ̂ ËË Ë ‚˙‚ÂÊ ‰‡ ÌÂ Ì‡ ˆÂÌ Ú‡ ÎË -
ÁË ‡ ÌË Û·‡ ÌË ÒÚË˜ ÌË ËÁËÒ Í‚‡ ÌËfl – Ô‡Á‡ ˙Ú Á‡‚ Î‡ ‰fl ‚‡ ‚‡ ̄ Â ÔÓ ÂÌÂ „Ë ̃ ÂÌ, ‡‰Ó ÒÚÂÌ
ËÎË ·ÂÁÓ „ÎÂ ‰ÂÌ Ì‡˜ËÌ ‚ÒË˜ ÍË ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ì‡ „‡‰‡, ‰Ó ÍÓËÚÓ ÏÓÊÂ ̄ Â ‰‡ ÒÂ ‰ÓÍÓ Ô‡.

ëÎÂ‰ ‰ÂÙË ̂ ËÚ Ì‡ Ú‡ ◊ãÛÍ‡ ÌÓ ‚‡ ÁËÏ‡“, ‚ ÍÓflÚÓ ÒÚÓ ÎË ̂ ‡ Ú‡ ·Â ÔÓ‰ ÎÓ ÊÂ Ì‡ Ì‡ ÒÚÓ Ô‡Ì ÒÍ‡
Ó·Ò‡ ‰‡ Ë ËÁÍÛ ÒÚ‚Â ÌÓ Ò˙Á‰‡ ‰ÂÌ ‰ÂÙË ̂ ËÚ Ò ÔÓÎË ÚË ̃ Â ÒÍË ˆÂÎË, ÒÚ‡ Ë ÚÂ Ô‡Á‡ Ë
ËÁ‚Â‰Ì˙Ê ÓÊË ‚fl ı‡. á‡ ÓÍÓÚÓ Ì‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍËfl ˜Ó‚ÂÍ ·Â¯Â Ì‡ËÒÚË Ì‡ ÒÏ‡È ‚‡ ̆ Ó
‚ÌÂ Á‡Ô ÌÓ ÚÓ ËÁÓ ·Ë ÎËÂ ÓÚ ÒÚÓÍË Ë ÔÓ ‰ÛÍ ÚË, ÍÓÂÚÓ ÒÂ ËÁÒË Ô‡ Ì‡ ÜÂÌ ÒÍËfl Ô‡Á‡, Ì‡
Ô‡Á‡ ‡ ÓÍÓÎÓ êËÏ ÒÍ‡ Ú‡ ÒÚÂÌ‡, ëËÚÌfl ÍÓ ‚Ó, ÍÓÓÔ Â‡ ÚË‚ ÌËfl Ô‡Á‡ ‚ ã˛ÎËÌ: ÒflÍ‡¯
ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍË ÚÂ ◊ÔÓÍ‡Á ÌË“ Ï‡„‡ ÁË ÌË ·flı‡ ÓÚ‚Ó Ë ÎË ·ÂÁÓ „ÎÂ ‰ÌÓ Ú‡È ÌË ÚÂ ÒË ÒÍÎ‡ -
‰Ó ‚Â Ë ËÁÒË Ô‡ ÎË ˆflÎÓ ÚÓ ÒË Á‡· ‡ ÌÂ ÌÓ ·Ó„‡Ú ÒÚ‚Ó ÔÂ‰ Ó˜ËÚÂ Ì‡ ‚ÒË˜ ÍË, Ì‡ ÔÓÍ‡Á...
é·ËÍ ÌÓ ‚Â ÌË ÚÂ Í‚‡ Ú‡Î ÌË Ï‡„‡ ÁË ÌË, ÏËÌ‡ ÎË ‚ ˜‡ÒÚ ÌË ˙ˆÂ, ‚Â‰ Ì‡ „‡ ÒÂ ÔÂ Í˙ ÒÚË ı‡
ÓÚ ◊Å‡Í‡ ÎËfl“ Ì‡ ◊ÏËÌË-Ï‡ ÍÂÚ“, Ë Ò˙ÓÚ ‚ÂÚ ÌÓ ÒÂ ÔÂ Ô˙Î ÌË ı‡ Ò Ú‡ÍÓ ‚‡ ‡Á ÌÓ Ó· ‡ ÁËÂ
ÓÚ ÒÚÓÍË, Ì‡ ÍÓÂÚÓ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍË -
ÚÂ Ó˜Ë ÌÂ ·flı‡ Ò‚ËÍ Ì‡ ÎË. ëÎÂ‰ ÚÓ‚‡
Á‡ÔÓ˜ Ì‡ ı‡ ‰‡ ÌËÍÌ‡Ú ÌÓ‚Ë ¯‡Â ÌË Ë
ÊË‚Ë Ô‡Á‡ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ì‡ Ì‡È-
ÌÂ‚Â Ó flÚ ÌË ÏÂÒÚ‡, ‰ÓË Ì‡ Ú‡ÍË ‚‡,
ÍÓËÚÓ ÓÚ Ô‡ ‚Ó ‚Â Ì‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â -
ÒÍ‡ ÚÓ˜Í‡ ·Ëı‡ ·ËÎË Ô‡Á‡ ÌË Ú‡·Û Ú‡
– ‡ÌÚË Í‚‡ ÂÌ Ë ÒÛ‚Â ÌË ÂÌ Ô‡Á‡
ÔÂ‰ ı‡Ï-Ô‡ÏÂÚ ÌË Í‡ ◊ë‚. ÄÎÂÍ Ò‡Ì -
‰˙ çÂ‚ ÒÍË“, ÌÓ‚Ë ÁÂÎÂÌ ̃ Û ÍÓ ‚Ë
Ô‡Á‡ Ë ÔÓÍ‡È Ú‡Ï ‚‡È Ì‡ Ú‡ ÎËÌËfl
Ì‡ Ì‡È-ÚflÒ Ì‡ Ú‡ Ë ÓÊË ‚Â Ì‡ ÒÓÙËÈ ÒÍ‡
ÛÎËˆ‡ ◊É‡Ù à„Ì‡ ÚËÂ‚“, ·ËÚ-Ô‡Á‡ ‚
·ÂÚÓÌ ÌÓ ÚÓ ÛÒÎÓ Ì‡ ÇÎ‡ ‰‡È ÒÍ‡ Ú‡
ÂÍ‡, ÍÌË ÊÂÌ Ô‡Á‡ Ì‡ ÔÎÓ ̆ ‡‰ ◊ëÎ‡ -
‚ÂÈ ÍÓ‚“, ÌÓ‚Ë ÍÓÏÂ ÒË ‡Î ÌË Ô‡Ò ‡ÊË,
·ÂÁË ÒÚÂ ÌË, ·Û‰ÍË, ÙÛ „Ó ÌË, ÒÂ „ËË
ËÎË ÔÓ ÒÚÓ ÒÚÓÍË Ì‡ ‡Á ÒÚÎ‡ Ì‡
Ì‡Ô‡ ‚Ó Ì‡ ÁÂÏfl Ú‡ Í˙Ô‡.

Ç˙‚ ‚ËÁÛ‡Î ÌÓ ÓÚÌÓ ̄ Â ÌËÂ Í‡ÔË Ú‡ ÎËÁ Ï˙Ú ‰ÂÏÓÌ ÒÚË ‡ ̄ Â Í‡Í‚Ó ÓÁÌ‡ ̃ ‡ ‚‡ ËÌÚÂÌ ÁË‚ ÌÓ
ÔÓÎ Á‚‡ ÌÂ Ì‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ, Á‡Ó ·Ë Í‡ Îfl ̆ Ó ÛÔ‡ ‚ÎÂÌ ÒÍË ÔÎ‡ ÌÓ ‚Â Ë Â„Û Î‡ ̂ ËË –
ÔÂ‰Ë ÔÛÒÚÂ Â ̆ Ë ÏÂÒÚ‡, ÌË¯Ë, ‰ÛÔÍË Ë ÔÓ‚˙ ıÌÓ ÒÚË ·Ë‚‡ ı‡ Ó‚Î‡ ‰fl ‚‡ ÌË ÔÓ Ì‡È-‡Á -
ÎË˜ ÌË Ì‡˜Ë ÌË; ‚˙Ú Â¯ ÌË ÚÂ ÒÓÙËÈ ÒÍË ‰‚Ó Ó ‚Â ·flı‡ Ú‡Ì ÒÙÓ ÏË ‡ ÌË ‚˙‚ French style
ÂÒÚÓ ‡Ì ÚË, ÒÚ‡Ë Ú‡ ÙÓ ÔÓ ÒÚÓ ‚Â – ‚ ˜‡Î„‡-Í˙˜ ÏË; ‚ „‡‡ ÊË Ë ÔË ÁÂ ÏËfl ÒÂ Ì‡ÒÚ‡ ÌË -
ı‡ àÌÚÂ ÌÂÚ-ÍÎÛ ·Ó ‚Â, Ô‡Á ÌË ÚÂ Í‡Î Í‡ ÌË ÒÚ‡ Ì‡ ı‡ Ú˙ ÒÂ Ì‡ ÍÓÏÂ ÒË ‡Î Ì‡ ÔÎÓ˘, Ï‡ÁÂ Ú‡ -
Ú‡ ‡Á Ú‚Ó Ë ı‡ ÌÂÓ ÎË ·Â ‡Î ÌË ÚÂ ÒË ÔÓ ÁÓ ̂ Ë Á‡ ‰Â ·ÂÌ ‡Î˙¯-‚ÂË¯, ÔÓ˘ÂÌ ÒÍË ÚÂ
ÍÛÚËË ÒÂ ÔÂ Ô˙Î ÌË ı‡ Ò ÙÎ‡È ÂË, ·Ó ̄ Û Ë Ë ÂÍÎ‡ ÏÌË ‚ÂÒÚ ÌË ̃ Â Ú‡. èÓ ÛÎË ̂ Ë ÚÂ ÒÂ
ÔÓfl‚Ë ı‡ ‚ÂÒÚ ÌË ÍÓ ÔÓ ‰‡ ‚‡ ̃ Ë (·flı‡ ËÁ˜ÂÁ Ì‡ ÎË Á‡ ÔÓ‚Â ̃ Â ÓÚ 40 „Ó‰Ë ÌË), ‚ÁË‚ ÌÓ
Ì‡‡Ò Ì‡ ·ÓflÚ Ì‡ ·Û‰ ÍË ÚÂ.

ç‡È-Í‡Ò ÌÓ Â ̃ Ë ‚ËflÚ ÔË ÏÂ Á‡ Ú‡ÁË ËÌÚÂÌ ÁË ÙË Í‡ ̂ Ëfl Â ÓÌÓ‚‡, ÍÓÂÚÓ ÒÂ ÒÎÛ˜Ë Ì‡
ÔÓ ÒÚÓ ÌË ÚÂ, ÔÂ‰Ë Ô‡Á ÌË, ÂÒÚÂ ÚË ̃ Â ÒÍË-·ÂÁ ̂ ÂÎ ÌË Ë ‰˙ Ê‡‚ ÌÓ-‚ÂÎË ̃ Â ÒÚ‚Â ÌË Á‡ÎË
Ë ÙÓ‡È ÂÚ‡ ‚ ÔË ÁÂÏ ÌË ÚÂ ÂÚ‡ÊË Ì‡ ç‡ˆËÓ Ì‡Î ÌËfl ‰‚Ó Âˆ Ì‡ ÍÛÎÚÛ ‡ Ú‡. ëÎÂ‰ Í‡ÚÓ
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mobile panorama of an anonymous Sofia neighbourhood, prefab, decrepit and dirty,
amidst which there suddenly rise 100-fold magnified silhouettes of stray dogs that look like
prehistoric dinosaurs or Godzillas, heads towering above the prefab apartment buildings –
in a deserted city where they are the only inhabitants.

At the end of the transition this fury somehow calmed down and the canine picture was
imperceptibly transformed from an aggressive into an idyllic one. The homeless stray
monsters turned back into half-tame mongrels whose wagging tails no longer scared even
children: could it be that nature was once again tamed by primordial rural means? For
with the exception of partial castration, all other programmes on coping with the problem
(on which a lot of money was wasted) failed – stray dogs have remained a feature of the
Sofia landscape to this very day, not only on the outskirts but also in the centre.

The City-in-Ruins Versus the Vibrant City:
Intensification of Space
This decline, rising crime, increasing wildness and emptiness of the centralised polis was
only one side of a contradictory process. The other side was different: a new, enterprising
and lively commercial city was being born, a colourful polis of private enterprise that pene-
trated everywhere in a molecular and sometimes quite comic way. This penetration visibly
defied the timid attempts at regulation and introduction of centralised town-planning
requirements – the market was taking over, in a vibrant, cheerful or unscrupulous way, all
spaces of the city it could get hold of.

After the deprivation and bleakness of the so-called “Loukanov Winter” (winter 1990/1991),
during which the capital city was subjected to an economic siege and artificially created
shortages for political purposes, the old markets suddenly came to life. The unexpected
abundance of goods and products that flooded Sofia's marketplaces was truly stunning for
the eye of the socialist person: it was as if the socialist “exemplary” shops had indiscrimi-
nately opened their secret storehouses and poured out all their forbidden riches before the
eyes of everybody, for all to see… Passing into private hands, the ordinary neighbourhood
shops promptly renamed themselves from “grocery” to “mini-market” and, accordingly,
filled up to overflowing with a variety of goods that was most unusual for socialist eyes.
Then new colourful and lively commercial areas began to pop up in the most unexpected
places, even in places that would have been market taboos from an orthodox socialist per-
spective – as, for example, a marketplace for antiques and souvenirs in front of the St
Alexander Nevsky Cathedral, a new vegetable market by the tramway line in Sofia's narrow-
est and busiest street, Graf Ignatiev, a flea-market in the concrete bed of the Vladaiska
River, a book market in Slaveykov Square, new commercial passageways, arcades,
booths, caravans, stalls or simply wares displayed on a piece of cloth on the ground.

In a visual respect, capitalism provided an object lesson in intensive use of space while
skirting government plans and regulations – formerly deserted places, niches, holes and
surfaces were utilised in all sorts of ways; Sofia courtyards were transformed into French-
style restaurants, old kiosk switchgears into chalga taverns; garages and basements were
converted into Internet clubs, blank walls became high-demand commercial space, base-
ments opened their neoliberal windows to petty trade, post boxes filled with flyers,
brochures and promotional leaflets. Newspaper vendors appeared in the streets (they had
disappeared for more than forty years), and the number of booths grew exponentially.

The most telling example of this intensification is what happened with the spacious, for-
merly empty, aesthetically useless and officially grand halls and foyers on the ground
floors of the National Palace of Culture38. After they were let out (the thirteen-century-old
Bulgarian culture could not financially support the huge building), they were filled or, more
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·flı‡ ‰‡‰Â ÌË ÔÓ‰ Ì‡ÂÏ (13-‚ÂÍÓ‚ Ì‡ Ú‡ ·˙Î „‡ ÒÍ‡ ÍÛÎÚÛ ‡ ÌÂ ÏÓÊÂ ̄ Â ‰‡ ËÁ‰˙ Ê‡
„Ë„‡ÌÚ ÒÍÓ ÚÓ Á‰‡ ÌËÂ), ÚÂ ·flı‡ Á‡Ô˙Î ÌÂ ÌË ËÎË, ÔÓ-ÚÓ˜ÌÓ, ÔÂÚ˙Ô Í‡ ÌË ÓÚ Î‡·Ë ËÌ ÚÓ ÔÓ -
‰Ó· ÌË Ï‡ÎÍË Ï‡„‡ ÁËÌ ̃ Â Ú‡ Ì‡ ÔÎ˙ ÚÂÌ ·ËÚ Ô‡ Á‡, ‚ ÍÓÈÚÓ ÒÂ ÔÓ ‰‡ ‚‡ ̄ Â ‚ÒË˜ ÍÓ – ÓÚ
ÍË˜ÓÁ ÌË ÒÛ‚Â ÌË Ë, ÔÂÁ ÚÛ ÒÍË ˛Ì‡¯ ÍË Ù‡ÌÂÎ ÍË, Ú‡È ‚‡Ì ÒÍ‡ ÂÎÂÍ ÚÓÌ ÚË Í‡, ‰Ê‡ Ô‡Ì -
ÍË, ¯‚ÂÈ ̂ ‡ ÒÍË ˜‡ÒÓ‚ ÌË ̂ Ë Ë è‡ÛÎÛ äÛÂÎ˛. ã˛‰ ÏË ÎÓ-ÊË‚ÍÓ‚ ÒÍËflÚ ÒËÏ ‚Ó ÎÂÌ ˆÂÌ Ú˙
Ì‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ Ú‡ ÍÛÎÚÛ ‡, Ô‡Î‡ Ú˙Ú Ì‡ ◊‚ÒÂ Ì‡ Ó‰ ÌÓ ÚÓ ÂÒÚÂ ÚË ̃ Â ÒÍÓ ‚˙Á ÔË Ú‡ ÌËÂ“,
Á‡‡ ‰Ë ˜ËÂÚÓ ÔÓÒÚÓ fl‚‡ ÌÂ ÔÂÁ 70-ÚÂ „Ó‰Ë ÌË ·flı‡ ‡Á Û ̄ Â ÌË ˆÂÎË ˜‡ÒÚË Ì‡ ÒÚ‡‡
ëÓÙËfl, ·Â¯Â Ô‡Á‡ ÌÓ Ë ·ÂÁ Í˙ ‚ÌÓ ÔÂ‚ ÁÂÚ – Á‡ ÌflÍÓÎ ÍÓ ÏÂÒÂ ̂ ‡ Ë ‚˙‚ ‚ÒÂÍË Í‚‡ÌÚ
ÓÚ Ò‚Ó ÂÚÓ ÚÓÚ‡ ÎË Ú‡ ÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó. éÚ Ô‡ ÁÂÌ Ï‡‚ÁÓ ÎÂÈ Ì‡ Ë‰ÂÓ ÎÓ „Ë ̃ Â ÒÍË Ò‡Í ‡ -
ÎË ÁË ‡ Ì‡ Ú‡ ÍÛÎÚÛ ‡ ÚÓÈ ÒÂ ÔÂ ‚˙ Ì‡ ‚ ‡Ï·Û Î‡Ì ÚÂÌ ÍÓ¯Â, ÓÚ Û·‡ ÌË ÒÚË ̃ ÂÌ ÒËÏ ‚ÓÎ
Ì‡ ˆÂÌ Ú‡ ÎË Á‡ ̂ Ëfl – ‚ Ò‚˙ı-ËÌÚÂ ÁË‚ Ì‡, ÍË˜ÓÁ Ì‡ ÒÂ˘‡ Ì‡ ‡Á ·fl „‚‡ ̆ Ë ÒÂ ÍÓÏÂ ÒË -
‡Î ÌË Í‡Ì‡ ÎË.

äÎÂÍ-¯ÓÔÓ ‚Â Ë ıÓÚÂ ÎË:
‚ËÁÛ‡Î ÌË ÍÓÌ Ú‡ ÒÚË ‚ ˆÂÌ Ú˙ ‡ Ì‡ ëÓÙËfl
á‡ Â‰ÌÓ ˆflÎÓ ‰ÂÒÂ ÚË ÎÂ ÚËÂ ‚ ˆÂÌ Ú‡Î Ì‡ Ú‡ ÒË ˜‡ÒÚ „‡ ‰˙Ú ÔÂ‰ ÒÚ‡ ‚fl ̄ Â Ì‡ Î˛·Ó ÔË ÚÌË -
ÚÂ ÍÓÏË ̃ Â ÒÍË ÍÓÌ Ú‡ ÒÚË Ì‡ ÌÓ‚Ó ÚÓ ÒË ÔÂ‰ ÔËÂ Ï‡ ̃ Â ÒÚ‚Ó. è˙ ‚ËflÚ ÏÛ ÂÎÂ ÏÂÌÚ ·Â¯Â
ÔÓ‚ ÒÂ ÏÂ ÒÚÌÓ ÚÓ ÔÎ˙ Á‚‡ ÌÂ, ÍÓÂÚÓ ÒÔÓ ÏÂ Ì‡ı Ë ÔÓ-„ÓÂ: ÒÂ „ËË, Ï‡ÎÍË ·Û‰ÍË, Ô‡‚Ë ÎËÓ ÌË,
Ú˙ „Ó‚ ÒÍË Ó·ÂÍ ÚË, ÍÂ·‡Ô ̃ ËÈ ÌË ̂ Ë, ‡Ù„‡Ì ÒÍË Ë ‡‡· ÒÍË ‰˛ÌÂ-Ï‡„‡ ÁË ÌË, ÌÓ‚Ë ÍËÚ‡È -
ÒÍË ÂÒÚÓ ‡Ì ÚË Ò ÚÂı ÌË ÚÂ ı‡ ÚËÂ ÌË ÙÂÌÂ Ë, ÙËÏË Ë ÙË ÏË˜ ÍË. íÓÁË Ï‡Î˙Í ÒÂÏÂ ÂÌ
·ËÁ ÌÂÒ ËÏ‡¯Â Ë Ò‚ÓË ÚÂ ÓÚÍË ‚‡ ÚÂÎ ÒÚ‚‡ – Ì‡ÔË ÏÂ, „ÂÌË ‡Î ÌË ÚÂ ◊ÍÎÂÍ-¯ÓÔÓ ‚Â“ ‚
ÒÓÙËÈ ÒÍË ÚÂ Ï‡ÁÂ Ú‡, ÔË‚ ÎË ̃ ‡ ̆ Ë Ï‡ı ÎÂÌ ÒÍ‡ ÍÎË ÂÌ ÚÂ Î‡ Ë ÌÂÛ ÒÂÚ ÌÓ Ò˙Á‰‡ ‚‡ ̆ Ë ˆflÎ‡
ÌÓ‚‡ ÚÂÎÂÒ ÌÓ-ÔÓÍÛ Ô‡ ÚÂÎ Ì‡ ÍÛÎÚÛ ‡.

ÇÚÓ ËflÚ ÂÎÂ ÏÂÌÚ ·Â¯Â ÔÓ ÚË ‚Ó ÔÓ ÎÓ ÊÂÌ: „‡ ‰˙Ú ‚Ë‰Ë ÏÓ ·Â ÔÂ‚ ÁÂ Ï‡Ì Ë ÓÚ „ÓÎÂ ÏË -
ÚÂ Ô‡Ë Ë Ë‰‚‡ ̆ ‡ Ú‡ Ò Úflı ÌÓ‚Ó ·Ó „‡ Ú‡¯ Í‡ ÔÂ ÚÂÌ ̂ Ëfl, Ú˙ ÒÂ ̆ ‡ ‰Û„‡, ÍÓ„‡ ‰ËÁ‡È -
ÌÂ ÒÍ‡, ÍÓ„‡ Ô‡ ‚Â Ì˛¯ Í‡ ‚Ë‰Ë ÏÓÒÚ: ıÓÚÂ ÎË, ÒÍ˙ÔË Ï‡„‡ ÁË ÌË, Ô‡Ò ‡ÊË, ·ÛÚË ̂ Ë,
ÌÂÏË ÒÎË ÏË ÔÂ‰Ë ‚ËÚË ÌË, ÒÍ˙ÔË ÂÒÚÓ ‡Ì ÚË. çÓ‚ËflÚ ÎÛÍÒ Ó·ËÍ ÌÓ ‚Â ÌÓ ÒÂ Ò˙Ò Â -
‰Ó ÚÓ ̃ ‡ ‚‡ ̄ Â ‚ ÒÍ˙ ÔË ÚÂ Ú˙ „Ó‚ ÒÍË ÛÎËˆË (◊ÇËÚÓ¯ Í‡“, ◊ëÓÎÛÌ ÒÍ‡“, ◊ëÚ‡Ï ·Ó ÎËÈ ÒÍË“,
◊ãÂ„Â“, ◊É‡Ù à„Ì‡ ÚËÂ‚“, Í˙‰Â ÚÓ ÒÂ ÔÓfl‚Ë ı‡ Ï‡„‡ ÁË ÌË ÚÂ Ì‡ Hugo Boss, MacMara,
Bota, Krizia Ë Ô.); ‚ ˆÂÌ Ú˙ ‡ Ì‡ ëÓÙËfl ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍËflÚ ñìå ÒÂ ÔÂÛ ÒÚÓË ‚
ÎÛÍÒÓÁ ÂÌ Ë Ô‡ ÁÂÌ ÒÛÔÂ-Ï‡„‡ ÁËÌ, Í˙Ï Í‡fl Ì‡ ‡Á „ÎÂÊ ‰‡ ÌËfl ÔÂËÓ‰ ÒÂ ÔÓfl‚Ë ı‡
Ô˙ ‚Ë ÚÂ ÏÓÎÓ ‚Â (‚ ãÓÁ ÂÌÂˆ Ë ◊å‡ll of Sofia“ Ì‡ ˙„˙Î‡ Ì‡ ◊éÔ˙Î ̃ ÂÌ ÒÍ‡“ Ë ◊ëÚ‡Ï ·Ó -
ÎËÈ ÒÍË“, ‚ ÏÓÏÂÌ Ú‡ ÒÂ ÒÚÓ flÚ Ó˘Â ÒÂ‰ÂÏ-ÓÒÂÏ ÏÓÎ‡). ◊Å‡Î Í‡Ì“ ÒÚ‡Ì‡ ◊òÂ‡ ÚÓÌ“, ‡
ıÓÚÂÎ ◊ëÓÙËfl“ – ◊ê‡‰Ë ÒÓÌ“; ÒÎÂ‰ ‰˙Î„Ë ÔË ÍÎ˛ ̃ Â ÌËfl ÒÂ ÔÓfl‚Ë Ë ÒÓÙËÈ ÒÍËflÚ ◊ïËÎ -
Ú˙Ì“, ·ÓflÚ Ì‡ ıÓÚÂ ÎË ÚÂ flÁÍÓ ÒÍÓ˜Ë. á‡ ÔÓÒÎÂ‰ ÌË ÚÂ 15 „Ó‰Ë ÌË ÚÓÈ ‰ÓÒÚË„ Ì‡ ‰Ó 144
(„Ó‚Ó ËÏ Á‡ ÎÛÍÒÓÁ ÌË ÚÂ, Á‡ ÍÓËÚÓ ÒÚ‡ ÚË ÒÚË ÍË ÚÂ Í‡Á ‚‡Ú, ˜Â ÔÓ ‚Â ÏÂ ÚÓ Ì‡ ÒÓˆË‡ -
ÎËÁ Ï‡ Ò‡ ·ËÎË 11 Ì‡ ·ÓÈ). çËÍÓÈ ÌÂ ÁÌ‡ Â¯Â Ë ÌÂ ÁÌ‡Â, ‰‡ÎË ÚÂı ÌËfl ÎÂ„ÎÓ ‚Ë ÙÓÌ‰,
Á‡ÂÚ ÒÔÓ Â‰ ÒÔÂ ̂ Ë‡ ÎË ÒÚË ÔÓÌ‡ ÒÚÓfl ̆ ÂÏ ÓÍÓÎÓ 40%, ˘Â ·˙‰Â Ì‡ËÒÚË Ì‡ Á‡Ô˙Î ÌÂÌ,
ËÎË ıÓÚÂ ÎË ÚÂ, ÒÎÂ‰ ËÁ‚ÂÒÚ ÌÓ ‚ÂÏÂ ÔÓ ‰‡ ‰Â ÌË, Á‡ ‰‡ ËÁÔÂ ‡Ú ÌÂ˜ËË Ú˙ÏÌË Ô‡Ë,
ÌflÏ‡ ‰‡ Ù‡ÎË ‡Ú Ë ‰‡ ÒÂ ÔÂ ‚˙ Ì‡Ú ‚ ÔÓÛ ÚÂ ÌË ÍË ÒÚ‡Î ÌË „Ó· ÌË ̂ Ë ‚ ˆÂÌ Ú˙ ‡ Ì‡
ëÓÙËfl.

á‡Â‰ ÌÓ Ò˙Ò Ò‚Â ÚÓ‚ ÌË ÚÂ ıÓÚÂÎ ÒÍË ‚ÂË „Ë ÒÂ ÔÓfl‚fl ‚‡ ı‡ ÒÍ˙ÔË, Ó„ÎÂ ‰‡Î ÌË ÓÙËÒ-Ò„‡ ‰Ë
Ë ÌÓ‚Ë ıÓÚÂ ÎË, ÔÓÌfl ÍÓ „‡ Ò „ÎÓ ·‡Î Ì‡, ‰Û„ Ô˙Ú Ò ◊ÂÍÒ ÔÂ Ë ÏÂÌ Ú‡Î Ì‡“ ÂÒÚÂ ÚË Í‡: ÚÂ ˜ÂÒÚÓ
ÔÓ‚Â ̃ Â ËÏË ÚË ‡ ı‡ ÌÓ‚‡, „ÎÓ ·‡ ÎËÒÚ Í‡ ÂÒÚÂ ÚË Í‡, ÓÚÍÓÎ ÍÓ ÚÓ Â‡Î ÌÓ ‰‡ fl ‚˙Á ÔÓ ËÁ ‚ÂÊ -
‰‡ Ú. äÛËÓ ÁË ÒË ÓÒÚ‡ ‚‡Ú ◊ˆËÚ‡Ú˙Ú“ (ËÎË Í‡Ê ·‡ Ú‡?) Ì‡ ÍÛÔÓ Î‡ Ì‡ Ò„‡ ‰‡ Ú‡ Ì‡ ‚ËÂÌ -
ÒÍËfl ëÂˆÂ ÒË ÓÌ Ì‡ ÛÎ. ◊åÓÒÍÓ‚ÒÍ‡“ (Â‰ËÌ ‡ıË ÚÂÍÚ ÓÔËÒ‡ ÒÙÂ ‡ Ú‡ ÓÚ ÒÍÛÎ ÔÚË ‡ ÌË
ÔÚË˜Ë ÒËÎÛ Â ÚË, Í‡˜Â Ì‡ Ì‡ ÔÓÍË ‚‡ Ì‡ ÒÓÙËÈ ÒÍ‡ ÍÓÓÔ Â‡ ̂ Ëfl, Ò ◊ïÓÎ ‰ËÌ„ Ò‚Ë‚‡ „ÌÂÁ -
‰Ó“), ËÎË ‰‚‡Ú‡ Â‰Ì‡Í ‚Ë ÍË ÒÚ‡Î ÌË ‰‚Ó Â ̂ ‡, ÍÓÎÂ ·‡ Â˘Ë ÒÂ ÏÂÊ‰Û ÔÓÒÚ ÏÓ ‰Â Ì‡ ËÓ -
ÌËfl Ë Ì‡¯ÂÌ ÒÍ‡ ËÌÙ‡Ì ÚËÎ ÌÓÒÚ, ÔÓÒÚÓ ÂÌË ÓÚ ‡ıË ÚÂÍÚ ÅÓ„ ‰‡ ÌÓ‚ (Ì‡ ◊ëÚ‡Ï ·Ó ÎËÈ ÒÍË“
Ë Ì‡ ◊Ç‡ÒËÎ ãÂ‚ ÒÍË“ – ÔÂ‰ ‚ÚÓ Ëfl Ì‡ ÌÂ˘‡ÒÚ ÌËfl ÒÓ· ÒÚ‚Â ÌËÍ Ò˙Ò Á‚Û˜ ÌÓ ÚÓ ËÏÂ ◊üÔÓ -
ÌÂ ̂ ‡“ ÏÛ ÒÂ ÒÎÛ˜Ë ‰‡ ·˙‰Â Á‡ÒÚÂ ÎflÌ).
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precisely, glutted with the maze-like tiny shops of a dense flea market where everything
was on sale – from kitschy souvenirs to Turkish T-shirts, Taiwanese electronics, flip-flops,
Swiss watches and Paulo Coelho. Lyudmila Zhivkova's symbolic centre of socialist culture,
the palace of “nationwide aesthetic education”, for the construction of which whole dis-
tricts of old Sofia were demolished in the 1970s, was commercially and bloodlessly taken
over – in a matter of months and in every single inch of its totalitarian space. From an
empty mausoleum of ideologically sacralised culture it turned into a vending hive, from an
urban symbol of centralisation into a super-intensive, kitschy intersection of rapidly scat-
tering commercial channels.

“Squat Shops” and Hotels:
Visual Contrasts in Central Sofia
For a whole decade, central Sofia demonstrated to the curious the comic contrasts of
the city's new entrepreneurship. Its first element was the ubiquitous mushrooming, which
I mentioned above, of stalls, kiosks, pavilions, cafés, grillrooms, Afghan and Arab sand-
wich shops, new Chinese restaurants with paper lanterns, firms big and small. This type
of small family business also had its discoveries: for example, the ingenious “squat
shops” (klekshop) in Sofia basements, small shops selling beer, soft drinks, candy bars,
etc. out of windows at basement level, which imperceptibly created a whole new body
culture of shopping.

The second element was opposite: the city was visibly taken over also by big money and
the concomitant nouveau-riche pretensions seeking another, be it designer-made or
upstart, visibility: hotels, posh shops, arcades, boutiques, previously unthinkable shop win-
dows, pricey restaurants. The new luxury usually concentrated in the upscale shopping
streets (Vitosha, Solounska, Stamboliyski, Legè, Graf Ignatiev, which rapidly filled with
Hugo Boss, Max Mara, Bata, Krizia and other fashion stores); in the centre of Sofia, the
socialist TzUM Central Department Store was converted into a glitzy and empty super-
store, and the first malls appeared at the end of the period under review (City Center Sofia
in the Lozenets Quarter, Mall of Sofia at the corner of Opulchenska Street and Stamboliyski
Boulevard; another seven or eight malls are currently under construction). Hotel Balkan
became the Sofia Sheraton, and Hotel Sofia the Radisson; after many twists and turns, a
Hilton finally appeared in Sofia, and the number of hotels in the city soared. In the last fif-
teen years it reached 144 (this is the number of luxury hotels – according to statistics, there
were just eleven such hotels in communist Sofia). Nobody knew and knows whether these
hotels, which according to specialists are at present about forty percent full, will indeed be
filled to capacity or whether they will eventually be sold to launder somebody's dirty money,
go bankrupt and turn into derelict crystal tombs in the centre of Sofia.

Parallel with the leading international hotel chains, there appeared glitzy office buildings
and new hotels, some with a global and others with an “experimental” look: most of
them imitated rather than actually reproduced a new, global aesthetics. Some have
remained curiosities to this very day: for example, the “quotation” (or plagiarism?) of
Viennese Sezession in the dome of the building on Moskovska Street (an architect
described the sphere of sculpted bird silhouettes mounted on the roof of a Sofia apart-
ment building as “Holding company builds nest”) or the two identical crystal palaces
hovering between postmodern irony and homegrown childishness, designed by archi-
tect Bogdanov (on Stamboliyski Boulevard and on Vassil Levski Boulevard – the unfor-
tunate owner with the exotic nickname Yaponetsa/The Jap happened to be shot in front
of the latter).

But this geography of luxury was not well-developed, especially at the beginning of the
transition: lacking breadth of vision and, probably, enough money, Sofia capitalists did not
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çÓ Ú‡ÁË „ÂÓ „‡ ÙËfl Ì‡ ÎÛÍÒ‡, ÓÒÓ ·Â ÌÓ ‚ Ì‡˜‡ ÎÓ ÚÓ, ·Â¯Â ÒÎ‡·Ó ËÁ‡ ÁÂ Ì‡: ÔÓ‡ ‰Ë
ÎËÔÒ‡ Ì‡ Û·‡ ÌË ÒÚË ̃ ÂÌ Á‡Ï‡ı Ë, ‚ÂÓ flÚ ÌÓ, Ì‡ ‰ÓÒÚ‡Ú˙ ̃ ÌÓ Ô‡Ë, ÒÓÙËÈ ÒÍËflÚ Í‡ÔË Ú‡Î
ÌÂ ‡·Ó ÚÂ ̄ Â Ò ˆÂÎË Í‚‡ Ú‡ ÎË, ‡ Ò˙Ò Ò„‡ ‰Ë Ë ÓÚ‰ÂÎ ÌË ÚÂÂ ÌË – Ì‡ Ô‡˜Â, ·ÂÁ ‰‡
Ú˙ÒË ÍÓÌ ÚÂÍ ÒÚÛ ‡Î ÌË „‡‰ ÒÍË Â¯Â ÌËfl, ·ÂÁ ‰‡ ÒÂ ËÌÚÂ Â ÒÛ ‚‡ ÓÚ Ò˙ÒÂ‰ ÒÚ‚‡ Ú‡. Ä ÚÂ
ÏÓÊÂ ı‡ ‰‡ ·˙‰‡Ú Ì‡ËÒÚË Ì‡ Á‡·‡‚ ÌË. ç‡ÔË ÏÂ, ‰ÓË Ì‡ ◊ÇËÚÓ¯ Í‡“ Ò˙‚ÒÂÏ ‰ÓÒ ÍÓ Ó
ËÏ‡¯Â ÍÎÂÍ-˘ÓÔÓ ‚Â, ‡ Ë ‰ÓÒÂ „‡ ËÏ‡ ‡Ï·Û Î‡ÌÚ Ì‡ Ú˙ ÚÓ ‚Ëfl Ì‡ ÛÎË˜ ÌË ÒÂ „ËË – ÌÂÔÓ -
ÒÂ‰ ÒÚ‚Â ÌÓ ÔÂ‰ Ò‚˙ı-ÒÍ˙ ÔË ÚÂ Ï‡„‡ ÁË ÌË. çÓ‚Ë ÚÂ ◊ÍË ÒÚ‡Î ÌË ‰‚Ó ̂ Ë“ Ì‡ ˜‡ÒÚ ÌËfl
Í‡ÔË Ú‡Î (ıÓÚÂ ÎË Ë ·ËÁ ÌÂÒ-ˆÂÌ ÚÓ ‚Â) Ò ÚÂı ÌË ÚÂ Ú˙ÏÌÓ-Ó„ÎÂ ‰‡Î ÌË ÒÚ˙ ÍÎ‡ ÌËÍÌÂ ı‡ Ë
ÌËÍÌ‡Ú ‚ Ì‡È-ÌÂ‚Â Ó flÚ ÌË Û·‡ ÌË ÒÚË˜ ÌË ÍÓÌ ÚÂÍ ÒÚË, ˜ÂÒÚÓ ‚˙‚ ‚˙ÔË˛˘ ÍÓÌ Ú‡ÒÚ Ò sky -
li ne-‡ Ì‡ ÛÎË ̂ ‡ Ú‡ Ë Ò˙ÒÂ‰ ÌË ÚÂ Ù‡Ò‡ ‰Ë, ‚ Ô˙ÎÌÓ ÌÂ‚Â ‰Â ÌËÂ Á‡ Ô‡ÏÂÚ Ú‡ Ì‡ „‡‰‡ Ë ‡ıË -
ÚÂÍ ÚÛ ÌË ÚÂ Ú‡ ‰Ë ̂ ËË. ãÛÍÒÓÁ ÌË ÚÂ ËÏ ÒËÎÛ Â ÚË Ò‡ Á‡ÒÚ‡ Ì‡ ÎË ·ÂÁ ÔË ÚÂÒ ÌÂ ÌËÂ ‰Ó ÒË‚Â -
Â ̆ Ë ÒÚ‡Ë Ô‡ÌÂÎ ÍË, Ó„ÎÂ ‰‡Î ÌË ÚÂ ËÏ ÒÚ˙ ÍÎ‡ ÓÚ‡ Áfl ‚‡Ú Î˛˘ Â˘Ë ÒÂ ÍÓÓÔ Â‡ ̂ ËË Ò Ì‡‰ -
Á˙ Ú‡ ̆ Ë ÔÂÌ ÒËÓ ÌÂ Ë. Ç ÚÂÍ ÒÚ‡ Ì‡ „‡‰‡ ÚÂ ÔË ÎË ̃ ‡Ú Ì‡ ÌÂÎÂ ÔË ˆËÚ‡ ÚË ÓÚ „ÎÓ ·‡ ÎË Á‡ -
ˆËfl Ú‡ ËÎË, ÔÓ-‰Ó·Â, Ì‡ „ÎÓ ·‡Î ÌË Ô‡ ‚ÂÌ˛ Ú‡, ÍÓËÚÓ ÌÂ ÁÌ‡flÚ Í˙‰Â ËÏÂÌ ÌÓ Ò‡ ÔÓÔ‡‰ -
Ì‡ ÎË, ÌÓ Ë ÌÂ ÒÂ ËÌÚÂ Â ÒÛ ‚‡Ú ÏÌÓ„Ó ÓÚ ÚÓ‚‡.

Ö‰ËÌ ÓÚ ÌÓ‚Ó ÔÓ ÒÚÓ ÂÌË ÚÂ ıÓÚÂ ÎË – ‚˙ıÛ ·Ë‚¯ ËÏÓÚ Ì‡ ëÓÙËÈ ÒÍËfl ÛÌË ‚Â ÒË ÚÂÚ! – ÒË
ÎÂÔÌ‡ ÔÂ ÚÂÌ ̂ Ë ÓÁ ÌÓ ÚÓ ËÏÂ ◊Crystal Pallace“, Ì‡ÔÓÏ Ìfl ̆ Ó, ÓÚ Â‰Ì‡ ÒÚ‡ Ì‡, Á‡ Ô˙ ‚Ë ÚÂ
‡ıË ÚÂÍ ÚÛ ÌË ÒËÏ ‚Ó ÎË Ì‡ Í‡ÔË Ú‡ ÎËÁ Ï‡ – ÔÓÒÚÓ ÂÌËfl ÔÂÁ 1851 „. ‚ ãÓÌ ‰ÓÌ Crystal
Pallace, Í˙‰Â ÚÓ Â ÓÚÍË ÚÓ Ô˙ ‚Ó ÚÓ Ò‚Â ÚÓ‚ ÌÓ ËÁÎÓ ÊÂ ÌËÂ, ‡ ÓÚ ‰Û„‡ – Ò ÌÂÒ˙ ÁÌ‡ ÚÂÎ Ì‡
‡‚ÚÓ-ËÓ ÌËfl Ó·ÓÁ Ì‡ ̃ ‡ ‚‡ ̆ Ó ÔÓ ‚‡ Î‡ Ì‡ ÒÓ· ÒÚ‚Â Ì‡ Ú‡ ÒË ÌÓ‚Ó ·Ó „‡ Ú‡¯ Í‡ ÔÂ ÚÂÌ ̂ Ëfl Á‡
Ú‡ ‰Ë ̂ Ëfl, ÚÂÊÂÒÚ Ë ‡Ë ÒÚÓ Í‡ ÚËÁ˙Ï. á‡˘Ó ÚÓ Â‰‚‡ ÎË ÌflÍÓÈ ÓÚ ÌÂ„Ó ‚Ë ÚÂ ÔÓÒÂ ÚË ÚÂ ÎË
ÁÌ‡Â Á‡ Í‡Í‚Ó Ì‡ÏÂ Í‚‡ ËÏÂÚÓ – ÚÓÁË ‚Ë‰ Í‡ÔË Ú‡Î ÌÂ Â ÒËÎÂÌ ‚ Ô‡ÏÂÚ Ú‡.

ëÓÙËÈ ÒÍË ÚÂ ÔÂ „‡ ‰Ëfl:
„ÎÓ ·‡Î ÌÓ Ë Ï‡ı ÎÂÌ ÒÍÓ, ÍË ÏË Ì‡Î ÌÓ Ë ÍÓÏÛ Ì‡Î ÌÓ
éÍÓÎÓ ëÓÙËfl Á‡ ‰ÂÒÂ ÚË Ì‡ „Ó‰Ë ÌË ËÁ‡ÒÚ Ì‡ ÌÓ‚‡ Ò‡ÚÂ ÎËÚ Ì‡ ˜‡ÒÚ, fl‰ÍÓ ‚Ë‰Ë Ï‡ Á‡
ÓÌÂÁË, ÍÓËÚÓ ÌÂ Ò‡ÏÓ ÌflÏ‡ ı‡ ÍÓÎË, ÌÓ ÔÂÒÚfl ı‡ Ë ÓÚ ·ËÎÂ ÚË Á‡ ÔÓÒÍ˙Ô Ì‡ ÎËfl „‡‰ ÒÍË
Ú‡ÌÒ ÔÓÚ – ÍÓÏÂ Ë ÒË‡Î ÌË ÔÂ‰ „‡ ‰Ëfl Ò ÎÛÍÒÓÁ ÌË ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ ÒÚ‚‡ Ì‡ ‚‡ÊÌË „ÎÓ -
·‡Î ÌË ÙËÏË: íÓÈÓ Ú‡, êÂÌÓ, ëËÚÓ ÂÌ, èÂÊÓ, îÓ‰, ò‡‚ Ó ÎÂÚ... íÂ ÓÚ‚Ó˛ ‚‡ ı‡ ÓÒÚÓ -
‚Ë Ì‡ ÒÚ‡Ì ‰‡ ÚË ÁË ‡ ÌÓ-„ÎÓ ·‡Î Ì‡ ˆË‚Ë ÎË Á‡ ̂ Ëfl, ÙÛÌÍ ̂ ËÓ Ì‡Î ÌË ‰‚Ó ̂ Ë, ÍÓËÚÓ ÍÓÚ ÍÓ
Ò˙ÒÂ‰ ÒÚ‚‡ ı‡ ‰Ó ÒË‚Ë ·ÎÓÍ ̃ Â Ú‡ Ì‡Ò Â‰ Á‡ÔÛ ÒÌ‡ ÚË ÚÂÂ ÌË Ò ÓÚÍÓ ‚Â ÌÓ Ï‡ı ÎÂÌ ÒÍÓ-ÒÂÎ -
ÒÍË ‚Ë‰, ÔÂ‰ ÚÂ ‚fl Ò‡ ÎË ÔÓÎfl ÌË, „Ë„‡ÌÚ ÒÍË ÎÓÍ‚Ë Ë Í‡ÎÌË Ô˙Ú Ë˘‡. í‡Ï ÒÂ ÔÓfl‚Ë ı‡ Ë
Ô˙ ‚Ë ÚÂ „ÓÎÂ ÏË ÒÛÔÂ Ï‡ ÍÂ ÚË (Billa, Technopollis Ë Ô.) èÓ‚Â ̃ Â ÚÓ ÓÚ Úflı ·flı‡ ÎÓÍ‡ ÎË -
ÁË ‡ ÌË ÔÓ ‡Á ·Ë ‡ Â ÏË ÔË ̃ Ë ÌË – ÓÍÓÎÓ Ï‡„Ë ÒÚË ÒÚ‡Î ÌË ‡ÚÂ ËË, Ë Á‡„˙· ‚‡ ı‡
ÏËÁÂ ÌËfl ıËÌ ÚÂ „‡ÛÌ‰ Ì‡ ‡-ÒÓˆË‡Î Ì‡ Ú‡ ÔÛÒÚÓ¯ Ë ÔÓÒÚ-ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ ‡Á Û ı‡.

åÛÚÓ-·‡ÓÍ ÒÂ‰ ‚‡‰Ë Ë Í‡Ì‡ ‚ÍË
çÓ Ó˘Â ÔÓ-ËÌÚÂ ÂÒ ÌË ·flı‡ ÍÓÌ Ú‡ ÒÚË ÚÂ Ë Û·‡ ÌË ÒÚË˜ ÌÓ-ÂÒÚÂ ÚË ̃ Â ÒÍË ÚÂ Ì‡ıÓ‰ ÍË  ‚˙‚
‚ËÎ ÌË ÚÂ ÁÓÌË. ÅÓflÌ‡, ëËÏÂÓ ÌÓ ‚Ó Ë Ñ‡ „‡ ÎÂ‚ ̂ Ë ÓÚ„ÎÂ ‰‡ ı‡ ‡ıË ÚÂÍ ÚÛ ÂÌ ÒÚËÎ, ÍÓÈÚÓ
Ì‡Ó‰ Ì‡ Ú‡ Ï˙Î‚‡ „ÂÌË ‡Î ÌÓ Í˙ ÒÚË ◊ÏÛÚÓ-·‡ÓÍ“. ç‡Ò Â‰ ÔË ‚‡ ÚË ÁË ‡ ÌË ÚÂ ÛÎËˆË,
Óı‡ Ìfl ‚‡ ÌË ÓÚ ˜‡ÒÚ ÌË ·Ó‰Ë „‡ ‰Ó ‚Â, ËÁ‰Ë„ Ì‡ ı‡ ÒÚ‡Ì ÒÚÓ Ë ÚÂÎ ÌË ıË·Ë ‰Ë, ‰Ó¯ÎË
ÒflÍ‡¯ ÓÚ ÔË Í‡Á ÍË ÚÂ Ì‡ ÇËÎ ıÂÎÏ ï‡ÛÙ Ë ò‡Î èÂÓ Á‡ ÓÒÚÓ ‚˙ ıË Á‡Ï˙ ̂ Ë, ÌÓ Ô˙Í
ÔÂ ÏË Ì‡ ÎË ‚ ÔÓ ̂ Â Ò‡ Ì‡ Ò‚Ó ÂÚÓ ‡Ê ‰‡ ÌÂ ÔÂÁ ‡ÁÌË Ù‡ÁË – ÔÂÁ ı‡Ò ËÂÌ ‰Ë Ë ·ÛÌ ÍÂ -
Ë, ÔÂÁ ◊Ñ‡Î‡Ò“-˜ËÙÎË ̂ Ë Ë ã‡Ò-ÇÂ„‡Ò ÂÒÚÂ ÚË Í‡, Ò˙Ò Á‡‰˙Î ÊË ÚÂÎ ÌË ÍÛÎË˜ ÍË, Ò ◊‡Á -
‰‚Ë ÊÂ ÌË“ ÌË‚‡, ÔÓÎÛ Â Ú‡ ÊË Ë ÂÍÂ Ë, Ò˙Ò ÒÚ‡Ì ÌË ÓÌ‡ ÏÂÌ ÚË, ·ÓÈ ÌË ̂ Ë, ‡ÌÚË˜ ÌË ÍÓÎÓ -
Ì‡ ‰Ë... çÓ ‚ËÌ‡ „Ë Ò flÍË ÁË‰Ó ‚Â, ÍÓËÚÓ „Ë ÓÚ‰Â Îfl ı‡ ÓÚ ÔÓ‰Ë ‚fl ‚‡ ̆ ‡ Ú‡ ÓÍÓÎ Ì‡ ÒÂ‰‡.
Å‡ÌÍfl, Ú‡ ‰Ë ̂ ËÓÌ ÌÓ ÍÛÓÚ ÌÓ ÒÂÎË ̆ Â, ËÎ˛ ÒÚË ‡ ̄ Â ÔÓ Ò‚Ó Â ÏÛ ÚÓÁË ÍÓÌ ÙÎËÍÚ ÏÂÊ‰Û
Ò‡ÏÓ ‡Á Û ̄ ‡ ‚‡ ̆ ‡ Ú‡ ÒÂ ·Ë‚¯‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ ÒÂ‰‡ Ë ‡Ê ‰‡ ̆ ‡ Ú‡ ÒÂ ÔË ‚‡Ú Ì‡
ÒÚÓ Ë ÚÂÎ Ì‡ ÒÚË ıËfl – ‚Â˜Â Ì‡ ÌË‚Ó ˆflÎÓÒÚ Ì‡ Û·‡ ÌË ÒÚË˜ Ì‡ ÒÚÛÍ ÚÛ ‡. Ç ÔÂËÓ ‰‡
ÏÂÊ‰Û 1990-1999 „. ‚ ÒÓÙËÈ ÒÍÓ ÚÓ ÒÂÎˆÂ Ò ÏËÍÓ ÍÎË Ï‡Ú ÔÂ ıÓ ‰˙Ú ÏÓÊÂ ̄ Â ‰‡ ÒÂ
Ì‡·Î˛ ‰‡ ‚‡ ‚ ıËÏË ̃ Â ÒÍË ˜ËÒÚ ‚Ë‰: ÔÓÍ‡È ÔÓÌË ÍÌ‡ ÎË ÚÂ ÎÛÍÒÓÁ ÌË ÌÓ‚Ë ÎË˜ÌË ÍÂ ÔÓ -
ÒÚË Ì‡ ‡ÁÌË ÍË ÏË Ì‡Î ÌË ·ÓÒÓ ‚Â, ÍË Â ̆ Ë Á‡‰ ‰‚Û ÏÂ ÚÓ ‚Ë ÚÂ ÒË Ó„‡ ‰Ë ·‡ÒÂÈ ÌË,
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work with entire districts but with buildings and separate land lots – piecemeal, without
looking for contextual urban solutions, with no interest in proximities. Yet the latter could
be truly amusing. For example, even on Vitosha Boulevard, Sofia's most expensive shop-
ping street, there were squat shops until recently and there are street stalls to this very
day – right in front of the super-expensive stores. The new “crystal palaces” of private
capital (hotels and business centres), with dark mirror glass facades, popped up (and still
do) in the most incredible urban contexts, often in jarring contrast with the skyline of the
street and the nearby facades, totally disregarding the city's memory and architectural tra-
ditions. Their luxurious silhouettes rise unembarrassed next to grey old prefab blocks of
flats, their mirror glass reflecting peeling apartment buildings with pensioners peeping out
of the windows. In the text of the city they look like absurd quotations of globalisation or,
rather, like global upstarts who neither know nor particularly care exactly where they have
ended up.

One of the newly built hotels – rising on land formerly owned by the University of Sofia! –
named itself pretentiously Crystal Palace, a name reminiscent, on the one hand, of the first
architectural symbols of capitalism, London's Crystal Palace built in 1851 to house the first
world exposition, and on the other, designating with unconscious self-irony the failure of its
own nouveau-riche pretension to tradition, gravity and nobility. Because hardly any of its
visitors will know what the name implies – this type of capital is not very strong on memory.

The Sofia Suburbs: Global and Local, Criminal and Communal
A new satellite area emerged around Sofia in ten years or so, an area rarely visible for
those who did not have a car and, moreover, had to save on tickets for public transport
after the successive price hike: commercial suburbs with luxurious head offices of leading
global companies, such as Toyota, Renault, Citroen, Peugeot, Ford, Chevrolet… They took
over and built islands of standardised-global civilisation, functional palaces standing
peacefully next to grey apartment buildings on desolate land with a frankly rural-neigh-
bourhood appearance, in front of overgrown meadows, giant puddles and muddy roads.
The first supermarkets (Billa, Technopolis, etc.) also appeared in these areas. Most of
them were located there for understandable reasons – by highway arteries, and had their
backs turned to the miserable background of the asocial wilderness and post-communist
dereliction.

“Mutro-Baroque” Amidst Ditches and Gutters
Even more interesting, however, were the contrasts and urban-aesthetic finds in the posh
residential suburbs. Boyana, Simeonovo and Dragalevtsi developed an architectural style
which popular lore ingeniously called “mutro-Baroque”39. Amidst privatised streets guard-
ed by private bodyguards rose housing hybrids that seemed to come straight from
Wilhelm Hauff's and Charles Perrault's fairytales about pinnacled castles, but had evolved
through various phases: of haciendas and bunkers, Dallas-like estates and Las-Vegas
aesthetics, with the ubiquitous towers and turrets, with “split” levels, half-floors and bay
windows, with strange ornaments, battlements, ancient colonnades… But invariably with
thick garden walls which separated them from the increasingly wild surroundings.
Bankya, a traditional spa village, illustrated in a specific way this conflict between the
crumbling former socialist environment and the emerging private building frenzy – now at
the level of overall urban structure. In the period between 1990 and 1999, the transition
could be observed in chemically pure form in this Sofia village with a unique micro-cli-
mate: running by the brand new, luxurious private castles of various gangland bosses,
which hid swimming pools, tennis courts and English lawns behind their high garden
walls, were steep, storm-ravaged, almost unpassable streets with overflowing gutters and
filthy streams. The municipal council of the resort did not have money to repair them (or
for repairing the water supply, sewer system and telephone network): Bankya managed to
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ÚÂÌËÒ ÍÓ ÚÓ ‚Â Ë ‡Ì„ÎËÈ ÒÍË ÎË‚‡ ‰Ë, ÒÂ ÚÓ˜Â ı‡ ÒÚ˙ ÏÌË, ËÁÓ ‚Â ÌË ÓÚ ÔÓÓ Ë ÚÂ, ÔÓ˜ÚË
ÌÂÔÓ ıÓ ‰Ë ÏË ÛÎËˆË, ÔÓ ÍÓËÚÓ ÒÂ ÒÚË ̃ ‡ ı‡ ‚Î‡ ̃ Â ̆ Ë ·ÓÍÎÛ ̂ Ë ‚‡‰Ë. á‡ ÚÂı ÌËfl ÂÏÓÌÚ
Ó·˘Ë Ì‡ Ú‡ Ì‡ ÍÛÓ Ú‡ (Í‡ÍÚÓ Ë Á‡ ÔÓÔ‡‚ Í‡ Ì‡ ‚Ó‰Ó ÔÓ ‚Ó ‰‡, Í‡Ì‡ ÎË Á‡ ̂ Ëfl Ú‡ Ë ÚÂÎÂ -
ÙÓÌ Ì‡ Ú‡ ÏÂÊ‡) ÌflÏ‡ ̄ Â ÒÂ‰ ÒÚ‚‡ – Å‡ÌÍfl ÛÒÔfl ‚‡ ̄ Â ‰‡ ·˙‰Â Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ò‚˙ı-
·Ó„‡ Ú‡ Ë Ò‚˙ı-·Â‰Ì‡, ·Â¯Â Ò˙ÒÚ‡‚ ÂÌ‡ ÓÚ ÓÒÚÓ ‚Ë Ì‡ ÔË ‚‡Ú ÌËfl ÎÛÍÒ, ÔÎÛ ‚‡ ̆ Ë ‚ ‡Á -
Ô‡‰ Ì‡ Ú‡ ÍÓÏÛ Ì‡Î Ì‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡.

èÓÒÚ-ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍË ÔÓÒÚ ÏÓ ‰Â ÌËÁ˙Ï
Ç ÔÓ-Ó·ËÍ ÌÓ ‚Â ÌË ÚÂ ÊËÎË˘ ÌË Í‚‡ Ú‡ ÎË, ‚ ÍÓËÚÓ ‡Á ̂ ˙Ù Úfl ÌÂ‚ËÊ ‰‡ ÌÓ ÒÚÓ Ë ÚÂÎ ÒÚ‚Ó,
·Â¯Â ÓÚ„ÎÂ ‰‡Ì ‰Û„ ÒÓÙËÈ ÒÍË ÒÚËÎ. íÓÈ ÏÓÊÂ ‰‡ ·˙‰Â Ì‡Â ̃ ÂÌ ÔË Ó ‰ÂÌ (‚ ÒÏË Ò˙Î
Ì‡ ◊ÂÒÚÂ ÒÚ‚ÂÌ“, ◊ÌÂ-Ú˙ ÒÂÌ“) ÔÓÒÚ-ÏÓ‰Â ÌËÁ˙Ï. èË ı‡Ó ÚË˜ ÌÓ ÚÓ ÔË ‚‡ ÚË ÁË ‡ ÌÂ Ì‡
ÚÂÂ ÌË ˜‡ÒÚ ÌË ÙËÏË ÔÓÒÚÓ Ë ı‡ ÌÓ‚Ë ·ÎÓÍ ̃ Â Ú‡, ÍÓËÚÓ, Á‡ ‰‡ ÓÚ„Ó ‚Ó flÚ Ì‡ ÓÙË ̂ Ë‡Î -
ÌË ÚÂ ‡ıË ÚÂÍ ÚÛ ÌË ÚÂ ËÁËÒ Í‚‡ ÌËfl Á‡ ÓÚÒÚÓfl ÌËfl, ˙„ÎË Ë ‰ËÒÚ‡Ì ̂ Ëfl ÒÔfl ÏÓ ÓÍÓÎ ÌË ÚÂ, Ë
‚ÒÂ Ô‡Í ‰‡ ÒÔÂ ̃ Â ÎflÚ Ï‡Í ÒË Ï‡Î Ì‡ ÔÓ ‰‡ ‚‡ Â Ï‡ ÔÎÓ˘, ·flı‡ ÏÓÌÓ ÚÓÌ ÌË Ô‡‡ ÎÂ ÎÂ ÔË ÔÂ ‰Ë
‚ Ô˙ ‚Ë ÚÂ ÒË ˜ÂÚË Ë-ÔÂÚ ÂÚ‡Ê‡, ÌÓ ÔÓ-Ì‡„Ó Â Á‡‚˙¯ ‚‡ ı‡ ÌÂÔÂ ‰‚Ë ‰Ë ÏÓ – Ò Ó˘Â
ÌflÍÓÎ ÍÓ ‰Ó¯ÎË ÓÚ Ù‡Ì Ú‡ ÁËfl Ú‡ Ë Ú˙ ÒÂ ÌÂ ÚÓ Ì‡ Ï‡Í ÒË Ï‡Î Ì‡ ÔÂ˜‡Î ·‡ ÔÓ‰ ÔÓ ÍË‚ ÌË
ÂÚ‡Ê‡. íÂ ÒÏ‡È ‚‡Ú Ì‡·Î˛ ‰‡ ÚÂ Îfl Ò ÔË ̃ Û‰ ÎË ‚Ë ıÛÌ ‰Â Ú‚‡ ÒÂ ÒÍË ÒÍÓ Òfl ‚‡ ÌËfl Ë ˙„ÎË, Ò
„ÓÚË ̃ Â ÒÍË ÔÓÍË ‚Ë, ÓÏ‡Ì ÚË˜ ÌË Ï‡Ì Ò‡ ‰Ë, Í˙ „ÎË ËÎË ˘ÂÒÚÓ˙ „˙Î ÌË ÍÛÎË, ÔÂ‰ Ì‡Á Ì‡ -
˜Â ÌË ÒflÍ‡¯ Á‡ ‡ÎıË ÏË ̂ Ë, Ò ÏÂÁÓ ÌÂÚ ÌË ËÁ‡ ÒÚ˙ ̂ Ë, ‰ÓÒÚÓÈ ÌË Á‡ ‚˙Ó· ‡ ÊÂ ÌËÂ ÚÓ Ì‡
ïË˜ ÍÓÍ. éÚ‰ÂÎ ÌË ÚÂ ÌÓ‚Ë Ò„‡ ‰Ë ÒÂ ÓÚÌ‡ Òfl ı‡ Ú‚˙ ‰Â ÎÂÊÂ ÌÓ Í˙Ï Í‡Í ̇ ‚ ÚÓ Ë ‰‡ Â
Û·‡ ÌË ÒÚË ̃ ÂÌ ÔÎ‡Ì, Á‡ÒÚ‡ ‚‡ ı‡ ÔÓ‰ ÔÓ ËÁ ‚ÓÎ ÌË ˙„ÎË, ÓÒË Ë ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË ÔÂÒ ÔÂÍ -
ÚË ‚Ë Â‰Ì‡ ÒÔfl ÏÓ ‰Û„‡, ÍË‚ ‚‡ ı‡ Í‡ÍÚÓ ËÏ ı‡Â Ò‡ ÓÚ ÎËÌËfl Ú‡ Ì‡ ÛÎË ̂ ‡ Ú‡, ÒÚ˙ ̃ ‡ ı‡
·ÂÁ ‡ ·Ó ÌÓ ÔÓ ‚Â ÚË Í‡ Î‡, ·ÂÁ ‰‡ ËÏ ıÛÏ ÌÂ ‰‡ Ú˙ ÒflÚ Ó·˘Ó ÌË‚Ó Ì‡ ÔÓÍË ‚Ë ÚÂ. ÄÍÓ
„Ó Í‡ÊÂÏ Ò ÏÂÚ‡ ÙÓ Ë ÚÂ Ì‡ ÇËÍ ÚÓ û„Ó, ÚÓ, ÔÓ„ÎÂ ‰Ì‡ Ú‡ ÓÚ ÔÚË˜ ÍË ÔÓ„ÎÂ‰, ‡ıË ÚÂÍ ÚÛ -
‡ Ú‡ Ì‡ ÚÂÁË Í‚‡ Ú‡ ÎË Ì‡ËÒÚË Ì‡ ÔË ÎË ̃ ‡ ̄ Â Ì‡ Á‡ÒÚË Ì‡ Î‡ ÏÛÁË Í‡ – Ì‡ ‚Í‡ ÏÂ ÌÂ Ì‡
˜‡Î„‡. çÂfl ëÓÙËfl Ì‡ÒÎÂ ‰Ë Á‡ ·ÎËÁ ÍË ÚÂ 50 „Ó‰Ë ÌË, ‡ ÏÓÊÂ ·Ë Ë Á‡ ÔÓ-‰˙Î„Ó.

ÇËÁÛ‡Î ÌËflÚ ‚Ó‰Ó Ô‡‰
Ë Ó·‡Á˙Ú Ì‡ ˘‡ÒÚ ÎË ‚Ëfl/Û„‡ Â˘ ÍÓÌ ÒÛ Ï‡ ÚÓ
Ö‰ÌÓ ÓÚ Ì‡È-ËÌÚÂÌ ÁË‚ ÌË ÚÂ ÔÓ ËÁ ‚Ó‰ ÒÚ‚‡ ‚ ÔÓÒÎÂ‰ ÌË ÚÂ 15 „Ó‰Ë ÌË ·Â¯Â ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó -
ÚÓ Ì‡ Ó·‡ ÁË ‚ ÚÂÒ ÌËfl ÒÏË Ò˙Î Ì‡ ‰ÛÏ‡ Ú‡: ÌÂ ÔÓ ÒÚÓ ‚ËÁÛ‡Î ÌË ÍÓÂ ÙË ̂ Ë ÂÌ ÚË Ì‡ ‡Á -
ÎË˜ ÌË ÚÂ ÒÓˆË‡Î ÌË ‡ÒÔÂÍ ÚË Ì‡ ÔÓ Ïfl Ì‡ Ú‡, ‡ ·ÛÍ‚‡Î Ì‡ Î‡‚Ë Ì‡ ÓÚ ·ËÎ ·Ó ‰Ó ‚Â, ÎÓ„‡,
ÙËÏË, Ô‡Ì‡, Ì‡‰ ÔË ÒË, Á‡ÒÚ‡‚ ÍË, ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ÂÍÎ‡ ÏË, ËÌÚÂ ÌÂÚ-ÂÍÎ‡ ÏË, ÂÚË ÍÂ ÚË,
‡ÙË¯Ë, Ú‡ÌÒ Ô‡ ‡Ì ÚË, ÙÎ‡È ÂË, ÎËÒÚÓ‚ ÍË... í‡ÁË Ò‚˙ı-ÍÓÌ ̂ ÂÌ ÚË ‡ Ì‡ ÍÓÏÂ ÒË ‡Î Ì‡
Ó·‡Á ÌÓÒÚ, Ò ‚ÒË˜ ÍË ÚÂ π ÍÓÌ ÙÎËÍ ÚË Ë ÏËÍ ÒÓ ‚Â, ÌÂ ÔÓ ÒÚÓ ÒÂ Ì‡Ú ‡Ô ‚‡ ̄ Â, ‡ ‚Ó˛ ‚‡ ̄ Â
Á‡ ÓÍÓÚÓ. ëÓÙËfl ÒÚ‡Ì‡ ÂÍÎ‡ Ï‡. É‡ ‰˙Ú ÒÂ ÔÂ‚ ˙ ̆ ‡ ̄ Â ‚ ÔÎÓ˘ Á‡ ÔÓ ÂÍ ̂ Ëfl Ì‡ Ó·‡ -
ÁË, Á‡‚ Î‡ ‰fl ‚‡ ̆ Ë ‚ÂÓ flÚ ÌË Ë ÌÂ‚Â Ó flÚ ÌË ÏÂÒÚ‡ – Ù‡Ò‡ ‰Ë, ÔÓÍË ‚Ë, Í‡Î Í‡ ÌË, ÔÓ‰ ÎÂ ÁË,
çÓ Ò˙˘Ó Ë Ú‡·ÂÎ ÍË Ì‡ Ú‡Í ÒË Ú‡, ÁÌ‡ˆË Á‡ ÛÎË˜ ÌÓ ‰‚Ë ÊÂ ÌËÂ, Ù‡ÌÂÎ ÍË, Ô˙ÚÛ ‚‡ ̆ Ë Í‡ÏË -
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be both super-rich and super-poor, it was made up of islands of private luxury floating in a
derelict communal infrastructure.

Post-Socialist Postmodernism
The more ordinary residential areas, which experienced an unprecedented construction
boom, produced another typical Sofia style. It can be defined as natural (in the sense of
“spontaneous”) postmodernism. Following the chaotic privatisation of land lots, private firms
built new apartment buildings; to meet the official architectural requirements concerning
location and distance from the neighbouring buildings while achieving maximum saleable
area, they were shaped like monotonous parallelepipeds at the level of their first four or five
floors, but terminated unpredictably at the upper level – in several more under-roof floors
born of fantasy and the desire for maximum profits. They stun the observer with extravagant
Hundertwasser-like slants and angles, with Gothic roofs, romantic mansards, round or
hexagonal towers designed as if for alchemists, with maisonette outgrowths worthy of
Hitchcock's imagination. The new buildings had a rather frivolous attitude to town planning,
standing at arbitrary angles, axes and spatial perspectives in relation to each other, deviat-
ing anyway they wanted from the line of the street, rising randomly in the air without thinking
of looking for a common skyline. If we use Victor Hugo's metaphor, from a bird's eye view
the architecture of those residential areas indeed looked like frozen music – like petrified
chalga. This is what Sofia has inherited for the next fifty years, or maybe even more.

The Visual Waterfall and the Image
of the Happy/Angry Consumer
One of the most intensive productions in the last fifteen years has been the production of
images in the narrow sense of the word: not simply visual coefficients of the various social
aspects of the change, but literally an avalanche of billboards, logos, trademarks, panels,
signs, TV spots, commercials, Internet ads, labels, posters, banners, flyers, leaflets… This
over-concentrated commercial imagery, with all its conflicts and mixes, did not simply
strike but fought for the eye. Sofia became a giant advertisement. The city turned into an
area for projecting images that began to appear in likely and unlikely places: on facades,
roofs, blind walls, pedestrian subways, but also on taxi signs, traffic signs, T-shirts, trucks
and even toilets. Objectors began complaining of visual aggression and “visual pollution
of the environment” – indeed, environmental rhetoric seemed the only legitimate tool
against the visual invasion by the market.

Lying behind these visible forms were more complex social processes. The Visual Seminar
focused especially on one of them: the almost sudden disappearance of the images of
labour, the proletariat and production (which were so typical of the Socialist Realistic visual
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ÓÌ ̃ Â Ú‡, ‰ÓË ÚÓ‡Î ÂÚ ÌË. çÂ‰Ó ‚ÓÎ ÌË ÚÂ Á‡„Ó ‚Ó Ë ı‡ Á‡ ‚ËÁÛ‡Î Ì‡ ‡„Â ÒËfl Ë ◊‚ËÁÛ‡Î ÌÓ
Á‡Ï˙ Òfl ‚‡ ÌÂ Ì‡ ÒÂ ‰‡ Ú‡“ – ÂÍÓ ÎÓ „Ë ̃ Â ÒÍ‡ Ú‡ ÂÚÓ Ë Í‡ ËÁ„ÎÂÊ ‰‡ ̄ Â Â‰ËÌ ÒÚ‚Â ÌÓ ÎÂ„ËÚ -
ËÏ ÌÓ ÒÂ‰ ÒÚ‚Ó ÒÂ˘Û ‚ËÁÛ‡Î ÌÓ ÚÓ Ì‡ı ÎÛ ‚‡ ÌÂ Ì‡ Ô‡Á‡ ‡.

èÓ‰ ÚÂÁË ‚Ë‰Ë ÏÓ ÒÚË ËÏ‡¯Â ÔÓ-ÒÎÓÊ ÌË ÒÓˆË‡Î ÌË ÔÓ ̂ Â ÒË. ÇËÁÛ‡Î ÌËflÚ ÒÂÏË Ì‡ ÔÂ -
‚˙ Ì‡ ‚ Ó·ÂÍÚ Ì‡ ÒÔÂ ̂ Ë‡Î ÌÓ ‚ÌË Ï‡ ÌËÂ Â‰ËÌ ÓÚ Úflı: ÔÓ˜ÚË ‚ÌÂ Á‡Ô ÌÓ ÚÓ ËÁ˜ÂÁ ‚‡ ÌÂ Ì‡
Ó·‡ ÁË ÚÂ Ì‡ ÚÛ‰‡, ÔÓ ÎÂ Ú‡ Ë‡ Ú‡ Ë ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó ÚÓ (Ú‡Í‡ ı‡‡Í ÚÂ ÌË Á‡ ÒÓˆ-Â‡ÎË -
ÒÚË ̃ Â ÒÍ‡ Ú‡ ‚ËÁÛ‡Î Ì‡ ÒÂ‰‡) Ë Ô˙Î ÌÓ ÚÓ ËÏ ËÁÏÂ ÒÚ‚‡ ÌÂ ÓÚ Ì‡ı ÎÛ ‚‡ ̆ Ë ÚÂ Ó·‡ ÁË Ì‡
˜‡ÒÚ ÌËfl ˜Ó‚ÂÍ Ë ÍÓÌ ÒÛ Ï‡ ̂ Ëfl Ú‡ ‚˙‚ ‚ÒË˜ ÍË ÚÂ π ‡ÒÔÂÍ ÚË: ÓÚ ·Û Ú‡Î Ì‡ Ú‡ ÒÚ‡ÒÚ Í˙Ï
ÍÓÌ ÒÛ Ï‡ ̂ Ëfl, ÔÂÁ ÂÓ ÚË Í‡ Ú‡ ‰Ó ËÁÚ˙Ì ̃ Â ÌË ÚÂ life sty les ËÎË ‡Á ÌË ÚÂ ‚Ë‰Ó ‚Â Ï‡ÌË ‡Í‡Î -
ÌÓÒÚ (ÂÚË ÍÂÚ˙Ú ◊Ï‡ÌË ‡¯ ÍÓ“ ÓÚ ÏÎ‡ ‰ÂÊ ÍË ÚÂ Ê‡ „Ó ÌË ÔË ‰Ó ·Ë ‚‡ÊÌË Ô‡Á‡ ÌË ÙÛÌÍ -
ˆËË). é·˘Â ÒÚ‚Ó ÚÓ Ì‡ ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍËfl ÒÔÂÍ Ú‡Í ̇ Î ·Â¯Â ÌÂÛ ÒÂÚ ÌÓ ÔÓ‰ ÏÂ ÌÂ ÌÓ Ò Ó·˘Â -
ÒÚ‚Ó Ì‡ ‡‰ÓÒÚ ÌË ÚÂ ‡‚ÚÓ-ÂÔÂ ÁÂÌ Ú‡ ̂ ËË Ì‡ Í‡ÔË Ú‡ Î‡. í‡Ï Í˙‰Â ÚÓ ÔÂ‰Ë ÏÓÊÂ ı‡ ‰‡
ÒÂ ‚Ë‰flÚ ÎÓÁÛÌ „Ë Ë ÔÎ‡ Í‡ ÚË Ò Ï‡ ̄ Ë Û ‚‡ ̆ Ë Í˙Ï ·˙‰Â ̆ Â ÚÓ ÒÔÎÓ ÚÂ ÌË ‡·ÓÚ ÌË ̃ Â ÒÍË
Ï‡ÒË, ‰ÌÂÒ ÒÂ ıËÎÂ ̄ Â ‰Ó‚ÓÎ ÌÓ ÛÏÂÌ ÔËfl ÌË ̂ ‡ Ò ·ÛÚËÎ Í‡ ◊Ñfl‰Ó ‚‡ ÔÂ ÔÂ ̃ Â ÌË ̂ ‡“ ‚
˙Í‡; Ú‡Ï, Í˙‰Â ÚÓ ÔÂ‰Ë ãÂÌËÌ Ò ÔÓ Ó ̃ Â ÒÍË ÊÂÒÚ ÒÓ˜Â ̄ Â ·˙‰Â ̆ Â ÚÓ, ëÎ‡‚Ë íË ÙÓ -
ÌÓ‚ ‰˙Ì Í‡ ̄ Â ÔÓ ÏÓ·Ë ÎÂÌ ÚÂÎÂ ÙÓÌ (◊ÇÒË˜ ÍË „Ó‚Ó flÚ“); Ì‡ ÏflÒÚÓ ÚÓ Ì‡ ‡Á Û ̄ Â ÌËfl
Ï‡‚ÁÓ ÎÂÈ Ì‡ ÉÂÓ „Ë ÑËÏË ÚÓ‚ ÒÂ ËÁ‚Ë Òfl ‚‡ ̄ Â „Ë„‡ÌÚ ÒÍ‡ ·ÛÚ‡ ÙÓ Ì‡ ÍÛÚËfl Ì‡ ÑÊÓÌË
ìÓÍ˙, ËÁÓ·‡ÊÂÌËflÚ‡ Ì‡ ·Ë „‡ ‰Ë ÒÍË ÍËÍË Ë ÎÓÔ‡ ÚË , ÍÓÏ ·‡È ÌË Ë Ú‡Í ÚÓ Ë ·flı‡
ÔÓÏÂ ÚÂ ÌË ÓÚ ÚÂÁË Ì‡ ‚‡ÙÎË-ÚÂ Ô‡˜, ‰˙‚ÍË Ë ÍÓÒÏÓ-‰ËÒÍÓ ‚Â. ÇÏÂ ÒÚÓ ‚˙Á ÚÓ ÊÂ ÌË ÚÂ
ÍËÌÓ ÔÂ „ÎÂ ‰Ë Ì‡ ÒÓˆË‡ ÎËÁ Ï‡, ‚ ÍÓËÚÓ ÒÂÎ ÒÍË ÒÚÓ Ô‡ ÌË Ò ÍÓÏ ·‡È ÌË ÒËÔÂ ı‡ ÁÎ‡Ú Ì‡
Ô¯Â ÌË ̂ ‡, ÒÔ‡ ‚Â‰ ÎË‚ ÔÎÓ‰ Ì‡ ÒÔÎÓ ÚÂ ÌËfl ÚÛ‰, ÚÂÎÂ ‚Ë ÁËfl Ú‡ ËÁÔÓÎ Á‚‡ ̄ Â ÌÓÒÚ‡Î „Ë˜ ÌÓ-
Ô‡ÚËÓ ÚË˜ Ì‡ Ú‡ ÂÒÚÂ ÚË Í‡ Ì‡ ◊åÂ‡ ÒÔÓ Â‰ ÏÂ‡“, Á‡ ‰‡ ÂÍÎ‡ ÏË ‡ ı‡È ‰Û ÚË, ÒÂ˜‡ ̆ Ë
Ï‡ÍÂ ‰ÓÌ ÒÍ‡ Ú‡ Ì‡‰Â ÌË ̂ ‡ Ò˙Ò Ò‡·Ë.

äÓÌ ÒÛ Ï‡ ÚË‚ ÌË ÚÂ Ó·‡ ÁË ‚‡Ë ‡ ı‡ ÓÚ ÔÓÔÛ ÎËÒÚ ÍËfl ‰Ó ÂÎË Ú‡ ÌËfl ÔÓÎ˛Ò, ÏËÌ‡È ‚‡È -
ÍË ÔÂÁ ÏÌÓ ÊÂ ÒÚ‚Ó ‰Û„Ë ıË·Ë‰ ÌË ÂÒÚÂ ÚË ÍË: ÌÂ Ò‡ÏÓ ˘‡ÒÚ ÎË ‚Ó-Á‡‰Ó ‚Ó ÎÂ ÌË Ó·‡ -
ÁË Ì‡ ◊Ó·ËÍ ÌÓ ‚Â ÌË ıÓ‡“, Á‡· ‡ ‚Ë ÎË Á‡ ÔÂ ‰Ë¯ ÌËfl ‰ÂÙË ̂ ËÚ, ‡‰ ‚‡ ̆ Ë ÒÂ Ì‡ Ò‚Ófl Ú‡
‡ÍËÈ Í‡, Ò‡Î‡Ú Í‡ Ë ÒÓˆ-ÌÓÒÚ‡Î „Ë˜ ÌË ÍÂÏ ‚Ë ̄ Ë ◊ÓÚ ÏÂÒÓ“ (ÔË ‰Û ÊÂ ÌË Ò ◊éÓÓ,
èÂÔË!“), ÌÓ Ë ÁÌ‡ ̃ Ë ÚÂÎ ÌÓ ÔÓ-‰Ë‚Â ÒË ÙË ̂ Ë ‡ ÌË ‚ËÁÛ‡Î ÌË ÔÓÒÎ‡ ÌËfl: ÙÓÎ ÍÎÓ ÌÓ-
ÔÓÔÛ ÎËÒÚ ÍË, ·˙Î „‡ ÒÍÓ-ÒÂ‰ ÌÓ-ÒÚ‡ ÚË ÒÚË ̃ Â ÒÍË, ◊ÔÂÌ ÒËÓ ÌÂ ÒÍË“, ◊ÂÓ ÚË˜ ÌË“, ◊ÏÎ‡ -
‰ÂÊ ÍË“ ËÎË Á‡Ô‡‰ Ìfl¯ ÍË, Â‡ ÎË ÁË ‡ ̆ Ë ÒÂ ‚ ‡ÁÌË ‚Ë‰Ó ‚Â ÂÍÁÓ ÚË ÍË, ÎÛÍÒÓ ‚Â Ò ‡Á -
ÎË˜ ÌË ÂÒÚÂÚË ÍË Ë life sty les. Ç ÚÓÁË ÍÓÌ ÚÂÍÒÚ ËÏ‡¯Â ÂÍÎ‡ ÏË, ÍÓËÚÓ Ë‰‚‡ ı‡ Ì‡Ô‡ ‚Ó
ÓÚ „ÎÓ ·‡Î ÌË ÚÂ ÍË ÂÈ Ú˙ ÒÍË ÒÚÛ ‰Ëfl Ì‡ äÓÍ‡ äÓÎ‡ Ë å‡ÍÑÓÌ‡Î‰Ò, ÌÓ ËÏ‡¯Â Ë Ï‡ı -
ÎÂÌ ÒÍË Ò‡ÏÓ ‰ÂÎ ÍË, Í‡ÍÚÓ Ë Ú‚Ó ·Ë Ì‡ ÎÓÍ‡Î ÌË, ·˙Î „‡ ÒÍË Ë ·‡Î Í‡Ì ÒÍË ÒÚÛ ‰Ë‡. á‡
ˆÂÎË ÚÂ Ì‡ Ì‡ÒÚÓfl ̆ Ëfl ‡Ì‡ ÎËÁ Ì‡È-ËÌÚÂ ÂÒ ÌË Ë ÔÓ ·ÎÂ Ï‡ ÚË˜ ÌË ÒË ÓÒÚ‡ ‚‡ ı‡ ÂÍÎ‡ -
ÏÌË ÚÂ Ì‡ıÓ‰ ÍË Ì‡ ·˙Î „‡ ÒÍË ÙËÏË, ◊Â„Ó Ë ÒÚË“ Ë ÍË ÂÈ Ú˙ Ë, ÍÓËÚÓ, Á‡ ‰‡ Ò˙·Û ‰flÚ
ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÍË ËÌÚÂ ÂÒ, ÒÚË„ Ì‡ ı‡ Ì‡Ô‡ ‚Ó ‰Ó ÔÓ ÁÂ ÌËfl Á‡ Ì‡ˆËÓ Ì‡Î ÌËfl ı‡‡Í -
ÚÂ. ë˙‚ÒÂÏ ÔÓ ÌËˆ ̄ Â ‡Ì ÒÍË – ÓÚ‚˙‰ ‰Ó·Ó Ë ÁÎÓ – ÚÂ ‚ËÁÛ‡ ÎË ÁË ‡ ı‡ Ô˙ÒÚ‡ Ô‡ÎË -
Ú‡ ÓÚ ÔÓ‚Â ‰Â ÌËfl, ÌÂÏË ÒÎË ÏË Á‡ ÒÂ‰ ÌËfl ÏÓ‡Î, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ „‡ ÌË˜ ÌË ÒÂÍ ÒÛ‡Î ÌË
ËÎË ÍË ÏË Ì‡Î ÌË Ô‡Í ÚË ÍË, ‰Ó·‡ ‚flÈ ÍË Í˙Ï Úflı ·‡Î Í‡Ì ÒÍË Ï‡˜ËÁ ÏË ËÎË ÔÓ ÒÚÓ
„‡‰ÌË Í‡ ÚËÌ ÍË. ÇÓ‰Í‡ ◊îÎËÚ“ Ì‡Ô‡ ‚Ë Ò‚Ófl ·ÛÏ ˜ÂÁ ÒÍ‡Ì ‰‡Î Ì‡ Ú‡ ÒË Ò‡‰Ó-Ï‡ÁÓ
ÂÒÚÂ ÚË Í‡ Ë ÂÍÎ‡ ÏÌË  ÔÓÒÎ‡ ÌËfl Ì‡ ˙·‡ Ì‡ ÔÓ ÌÓ „‡ ÙËfl Ú‡. å‡˜ËÒÚÍËÚÂ ÔÓÒÎ‡ ÌËfl
ÓÚ ÚËÔ‡ ◊Ï˙ÊÂ ÚÂ ÁÌ‡flÚ Á‡˘Ó“ ‰Ó‚Â ‰Ó ı‡ ‰Ó Ò˙‰Â· ÌË ÔÓ ̂ Â ÒË (ÌÓ Ë ‰Ó Ô‡Á‡ ÂÌ
ÛÒÔÂı), ‡ Ì‡Ò ÍÓ Ó ÌÂËÁ ‚ÂÒÚ Ì‡ Á‡ ÏÂÌ ÙËÏ‡ ÂÍÎ‡ ÏË ‡ ̄ Â „ÓÚÓ ‚Ë ÚÂ ÒË Á‡ ÂÍÎ‡ Ï‡
Ô‡Á ÌË Ô‡Ì‡ Ë ·ËÎ ·Ó ‰Ó ‚Â, Í‡ÚÓ „Ë ËÁÚË ÔÓ Ò‚‡ ̄ Â Ò ÌÂÛ ‰˙ ÊË Ï‡ Ú‡ Í‡ ÚËÌ Í‡ ◊Ç‡¯‡ -
Ú‡ ÂÍÎ‡ Ï‡ ˘Â ÎÂÔÌÂ ÚÛÍ“ – ‚‡Ë‡ ̂ Ëfl Ì‡ „‡‰Ì‡, Ï˙Ò Ì‡ ‰˙‚Í‡, ◊ÎÂÔ Ì‡ Î‡ ÒÂ“ Ë ÎË„‡ -
‚Ó ÚÂ„ÎÂ ̆ ‡ ÒÂ ÔÓ ‡ÁÌË ÍÓÌ ÙÛÁ ÌË ÏÂÒÚ‡: ÍÓÒ Ï‡ Ú‡ Ï˙ÊÍ‡ ˙Í‡, ‡Á Ï‡Á ‚‡ ̆ ‡ fl ÔÓ‰ -
ÏÂÚ Í‡; ‰Û„ ‚‡Ë ‡ÌÚ Ì‡ Ò˙˘‡ Ú‡ ÂÍÎ‡ Ï‡ ÔÂ‰ ÒÚ‡ ‚fl ̄ Â Á‡ı‡ ÂÌ Ô‡ÏÛÍ, ÔÓÎÂ ÔËÎ ÒÂ
ÔÓ Ò˙ÏÌË ÚÂÎ ÌÓ ˜ËÒÚ‡ ‰ÂÚ ÒÍ‡ ·ÛÁ‡.

ä‡Í‚‡ ·Â¯Â Ô‡Á‡ Ì‡ Ú‡ ÔË ̃ Ë Ì‡ ·˙Î „‡ ÒÍË ÚÂ ÂÍÎ‡ ÏË ÒÚË ‰‡ ËÁÓ ÒÚ‡ ‚flÚ Ô‡Á‡ ÌËfl
ÔÓÚÂÌ ̂ Ë‡Î Ì‡ ◊ÒÂ‰ ÌËfl ‚ÍÛÒ“ Ë ◊ÒÂ‰ ÌËfl ÏÓ‡Î“ Ë ‰‡ ‚Í‡ ‡Ú ‚˙‚ ‚ËÁÛ‡Î ÌÓ-ÍÓÏÂ ÒË -



303

environment) and their complete replacement by the invading images of the private individ-
ual and consumption in all its forms: from a brutal passion for consumption to eroticism to
sophisticated lifestyles or various kinds of “manias” (the label maniashko or “manic” –
roughly the equivalent of “cool” – from youth slang acquired important commercial func-
tions). The society of the communist spectacle was imperceptibly replaced by a society of
happy self-representations of capital. Where in the past one could see slogans and posters
of united workers' masses marching towards the future, there is now a rosy-cheeked drunk
grinning and holding a bottle of brandy; where in the past Lenin pointed towards the future
with a prophetic gesture, popular TV show host Slavi Trifonov is now chatting away on a
mobile phone (“Everybody's talking”, according to the advertising slogan of one mobile
phone operator); on the site of the demolished mausoleum of Georgi Dimitrov has risen a
giant box of Johnnie Walker, and the images of voluntary workers' picks and spades, com-
bined harvesters and tractors were swept away by those of “super” waffles, chewing gums
and cosmodisks. Instead of the enthusiastic newsreels of socialism in which farmers were
pouring golden wheat, the fair fruit of united labour, television uses the nostalgic-patriotic
aesthetics of Measure for Measure, director Georgi Dyulgerov's epic film from the 1980s
about the Macedonian liberation movement, to advertise haidouks cutting Macedonian
sausage with swords.

Consumer images ranged from the populist to the elitist, including a number of other hybrid
aesthetics: not only happily satisfied images of “ordinary people” who had forgotten the
previous shortages and now enjoyed their glass of brandy, plate of salad and socialist-nos-
talgic frankfurters “made of meat” (as one advertising slogan went), but also considerably
more diversified visual messages – folksy-populist, Bulgarian-statistically-average, “for pen-
sioners”, “erotic”, “youth” or western-style in various exotic settings and luxuries with differ-
ent aesthetics and lifestyles. In this context there were ads coming straight from the global
studios of Coca-Cola and McDonald's, but there were also crude hand-made ads as well
as works by local, Bulgarian and Balkan studios. For the purpose of this analysis, the most
interesting and problematic were the advertising “breakthroughs” of Bulgarian companies,
“egoists”40 and creators who did not hesitate to provide amazing insights into the national
character in their effort to attract consumer interest. Entirely in keeping with the
Nietzschean spirit – beyond good and evil – they visualised a colourful palette of behav-
iours unthinkable for the average morality, including borderline sexual or criminal practices
spiced with Balkan machismos or simply nasty pictures. Flirt Vodka made its boom by
means of a scandalous sadomasochistic aesthetics and advertising messages on the
verge of pornography. Macho messages of the “men-know-why” type (the advertising slo-
gan of a brand of beer) led to lawsuits (but also to commercial success), while recently a
company I had never heard of before advertised its blank advertising panels and billboards
by displaying them with irresistible pictures captioned “Your ad will stick here” and showing
a nasty, filthy piece of chewing gum “stuck” and stretching slimily in various embarrassing
places: on a hairy male hand or crushed under a sole; another variant of the same ad
showed candy floss stuck on the dubiously clean cheek of a child.

What was the commercial reason that made Bulgarian advertisers ignore the commercial
potential of “average taste” and “average morality” and begin using for visual-commercial
purposes such liminal states (aggression or what mass mentality regards as smutty and
perverse; transgression and even revulsion)? They obviously felt that such shocking
images would have a hypnotic effect in the Bulgarian environment, in the aggressive and
traumatised context of the transition. The very “averageness” of Bulgarian society, just as
the average class of the State, were in a condition of semi-existence and insecurity for a
decade; they felt threatened and anxious, and perhaps this, precisely, gave rise to the irra-
tional desire for symbolic desecration of everything possible (obscenities and swearwords
were used indiscriminately, they were part of the audio-environment of the transition). That



304

‡Î Ì‡ ÛÔÓ ÚÂ ·‡ ÔÓ‰Ó· ÌË „‡ ÌË˜ ÌË Ò˙ÒÚÓfl ÌËfl
(‡„Â ÒËfl Ú‡, ËÎË Ô˙Í ÓÌÓ‚‡, ÍÓÂÚÓ Ï‡ÒÓ ‚‡ Ú‡
ÔÒË ıË Í‡ ÒÏflÚ‡ Á‡ Ï˙ ÒÓ ÚËfl Ë ÔÂ ‚Â ÁËfl;
Ú‡ÌÒ „Â ÒËfl Ú‡ Ë ‰ÓË ÔÓ„ ÌÛ Ò‡ Ú‡)? é˜Â ‚Ë‰ ÌÓ
ÚÂ ËÏ‡ı‡ ÛÒÂÚ, ˜Â ÔÓ‰Ó· Ì‡ ¯ÓÍÓ ‚‡ Ó·‡Á ÌÓÒÚ
ËÏ‡ ıËÔ ÌÓ ÚË ̃ ÂÌ ÂÙÂÍÚ ‚ ·˙Î „‡ ÒÍ‡ Ú‡ ÒÂ‰‡,
ÒÂ‰ ‡„Â ÒË‚ ÌËfl Ë Ú‡‚ ÏË ‡Ì ÍÓÌ ÚÂÍÒÚ Ì‡
ÔÂ ıÓ ‰‡. ë‡Ï‡ Ú‡ ◊ÒÂ‰ ÌÓÒÚ“ Ì‡ ÚÓ‚‡ Ó·˘Â -
ÒÚ‚Ó, Ò˙˘Ó Í‡ÍÚÓ Ë ÒÂ‰ Ì‡ Ú‡ ÍÎ‡Ò‡ Ì‡ ‰˙ Ê‡ -
‚‡ Ú‡, ·flı‡ ‚ ‰ÂÒÂ ÚË ÎÂÚ ÌÓ Ò˙ÒÚÓfl ÌËÂ Ì‡ ÔÓÎÛ-
Ò˙˘Â ÒÚ‚Û ‚‡ ÌÂ Ë ÌÂÒË „Û ÌÓÒÚ, ˜Û‚ ÒÚ‚‡ ı‡ ÒÂ
Á‡ÒÚ‡ ̄ Â ÌË Ë ÚÂ ‚ÓÊ ÌË Ë ÏÓÊÂ ·Ë ÓÚÚÛÍ ÒÂ
‡Ê ‰‡ ̄ Â Ë‡ ̂ ËÓ Ì‡Î ÌÓ ÚÓ ÊÂÎ‡ ÌËÂ Á‡ ÒËÏ ‚ÓÎ -
ÌÓ ÔÓÛ „‡ ‚‡ ÌÂ Ì‡ ‚ÒË˜ ÍÓ ‚˙ÁÏÓÊ ÌÓ (Ï‡ÒÓ ‚Ë
ËÁ‡ ÁË Í‡ÚÓ ◊ôÓ ÌÂ ‚Ë...“, ÒÂ ÛÔÓ ÚÂ ·fl ‚‡ ı‡ Á‡
˘flÎÓ Ë ÌÂ˘ flÎÓ, ÚÂ ·flı‡ ˜‡ÒÚ ÓÚ ‡Û‰ËÓ-ÒÂ ‰‡ Ú‡
Ì‡ ÔÂ ıÓ ‰‡). á‡ÚÓ ‚‡ Ò „ÂÌË‡ ÎÂÌ ÛÒÂÚ ·˙Î „‡ -
ÒÍË ÚÂ ÂÍÎ‡ ÏË ÓÚ‡ Áfl ‚‡ ı‡ ·ÓÎÂÁ ÌÂ ÌÓ ÚÓ ÍÓÎÂÍ -
ÚË‚ ÌÓ ÚÓ ÌÂÒ˙ ÁÌ‡ ÚÂÎ ÌÓ: ÚÂ ÔÓ ÒÚÓ ÔÂ Ì‡ ÒÓ˜ ‚‡ -
ı‡ ÔÓ Ô‡Á‡ ÌË Í‡Ì‡ ÎË Ï‡ÒÓ ‚Ë ÚÂ ·˙Î „‡ ÒÍË
Ù‡Ì Ú‡Á ÏË, ÒÚ‡ ıÓ ‚Â, ‡„Â ÒËË Ë ÓÚ‚‡ ̆ Â ÌËfl
Ó·‡Ú ÌÓ Í˙Ï ÒÓ· ÒÚ‚Â ÌËfl ËÏ ÒÂ‰ ÌÓ ÒÚ‡ ÚË ÒÚË ̃ Â -
ÒÍË ÔÓ ËÁ ‚Ó ‰Ë ÚÂÎ, ÌÓ ÚÓÁË Ô˙Ú ‚ ÓÎfl Ú‡ ÏÛ Ì‡
ÍÓÌ ÒÛ Ï‡ ÚÓ. í‡Í‡, ˜ÂÁ Ì‡ÚËÒÍ Ì‡ ‚ËÁÛ‡Î Ì‡ Ú‡
ÒË ÒÂ‰‡, „‡ ‰˙Ú Ë Ô‡Á‡ ˙Ú ‚˙ ̆ ‡ ı‡ Ì‡ ÔÓ ËÁ -
‚Ó ‰Ë ÚÂ Îfl ÒÍ‡Ì ‰‡Î ÌË ÚÂ Ó·‡ ÁË Ì‡ ÌÂ„Ó ‚Ó ÚÓ
◊Ì‡È-Ò‚Ë‰ ÌÓ“, Ì‡ ÓÌÓ‚‡, ÍÓÂÚÓ ·Ë „Ó ÚÓ„ Ì‡ ÎÓ
Ì‡È-ÒËÎÌÓ, ·Ë „Ó ‰ÓÍÓÒ Ì‡ ÎÓ ‚ Ì‡Í ̇  ÌÂ Ì‡ Ú‡
‰Û¯‡. à ·Ë ÏÛ ÔÂ ÔÓ ˙ ̃ ‡ÎÓ ÚÂ‡ ÔËfl ˜ÂÁ
sho pping.

èË ‚‡ ÚË ÁË ‡ ÌÂ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ,
ÍË Á‡ Ú‡ Ì‡ ÔÛ·ÎË˜ ÌË ÚÂ ÒËÏ ‚Ó ÎË
ä‡ÍÚÓ ÒÚ‡Ì‡ ‰ÛÏ‡ ÔÓ-„ÓÂ, ÌflÍ ̇ ‰Â ÓÍÓÎÓ 1993-4
„. ëÓÙËfl ·Â¯Â ‰Ó „ÓÎfl Ï‡ ÒÚÂ ÔÂÌ ËÁ˜Ë ÒÚÂ Ì‡ ÓÚ
ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ ÔÛ·ÎË˜ Ì‡ ÒËÏ ‚Ó ÎË Í‡ Ë Â‰ÌÓ -
‚Â ÏÂÌ ÌÓ Ò ÚÓ‚‡ ÔÂ ÒÚ‡ Ì‡ ‰‡ ·˙‰Â Ë ÔÛ·ÎË˜ -
ÌËflÚ „‡‰ Ì‡ ÔÂ ıÓ ‰‡. åËÚËÌ„ËÚÂ Á‡„Û ·Ë ı‡ ÔÂ -
ÎÂÒÚ, ÒÏË Ò˙Î Ë Ó·‡Á, ÚÓÚ‡Î ÌÓ ÚÓ ◊ÔÓÒË Ìfl ‚‡ ÌÂ“
Ì‡ ÛÎËˆË Ë ÔÎÓ ̆ ‡ ‰Ë ÓÒÚ‡ Ì‡ ÒÔÓ ÏÂÌ, „Î‡ ‰ÌË ÚÂ
ÒÚ‡˜ ÍË ÔÂ‰ Ó˜ËÚÂ Ì‡ ‚ÒË˜ ÍË Ë Ô‡Î‡Ú ÍÓ ‚Ë ÚÂ
„‡ ‰Ó ‚Â Ì‡ ËÒÚË Ì‡ Ú‡ Ë ÔÓ ÚÂ ÒÚ‡ ËÁ‚Â‰Ì˙Ê
Á‡ÔÓ˜ Ì‡ ı‡ ‰‡ ËÁ„ÎÂÊ ‰‡Ú ÌÂÏË ÒË ÎË ÏË. à ‡ÍÓ
Ì‡ ÌflÍÓÈ ÏÛ ıÛÏ ÌÂ ̄ Â ‰‡ ËÁÎÓ ÊË ÔÓ ÚÓÁË
Ì‡˜ËÌ Ò‚ÓË ËÒÍ‡ ÌËfl (ËÏ‡¯Â ÔÓ‰Ó· ÌË ÒÎÛ ̃ ‡Ë –
ÏËÌ¸Ó Ë, ÒÓ· ÒÚ‚Â ÌË ̂ Ë Ì‡ ÌÂ-‰ÓÔË ‚‡ ÚË ÁË ‡ ÌË
ÚÂÂ ÌË, Û‚ÓÎ ÌÂ ÌË ‡·ÓÚ ÌË ̂ Ë Ë Ô.), ÚÓ ÚÓÈ
‚Â˜Â ËÒ ÍÛ ‚‡ ̄ Â ‰‡ ÒÚ‡ÌÂ ÍÛËÓÁ, ‡ ÌÂ ÒÓˆË‡Î -
Ì‡ ÒËÎ‡. èÛ·ÎË˜ ÌË ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ì‡ ÒÓˆË‡ -
ÎËÁ Ï‡ ·Ë‚‡ ı‡ ‰Â-Ò‡Í ‡ ÎË ÁË ‡ ÌË, ÓÔÛ ÒÚfl ‚‡ ı‡ Ë
ÔÓ‰Ë ‚fl ‚‡ ı‡, ‡ Á‡Â‰ ÌÓ Ò Úflı ÒÂ ËÁÔ‡Á ‚‡ ı‡,
ËÁ˜ÂÁ ‚‡ ı‡, ËÁÔ˙Î ‚‡ ı‡ Ò ‰Û„Ó „‡‰ ÒÍÓ Ò˙‰˙ -
Ê‡ ÌËÂ Ë ÂÙË ÏÂ ÌË ÚÂ ÒˆÂÌË Ì‡ ÔÂ ıÓ ‰‡.
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is why the Bulgarian advertisements showed real genius in reflecting the traumatised col-
lective unconscious: they merely redirected along commercial channels the mass
Bulgarian phantasms, fears, aggressions and loathings back towards their own statistical-
ly average producer who, however, was now cast in the role of a consumer. Thus, through
pressure on their visual environment, the city and the market returned to the producer the
scandalous images of what was “dearest” to him, of that which would move him most,
touching his wounded soul. And which would recommend him shopping as therapy.

Privatisation of the Public Domain, the Crisis of Public Symbols
As noted above, by 1993 or 1994 Sofia had largely been cleansed of communist public
symbols and, at the same time, ceased to be the public city of the transition. Rallies and
demonstrations lost their appeal, meaning and image, the total “blueing” of streets and
squares became a thing of the past, and the hunger strikes conducted before everybody's
eyes and the tent towns of truth and protest suddenly began to look unthinkable. And if it
occurred to anybody to press their demands in this way (there were such cases: miners,
owners of inconclusively privatised land lots, laid-off workers, etc.), they risked becoming
a curiosity rather than a social force. The public spaces of socialism were desecrated,
deserted and left to run wild while, at the same time, the ephemeral stages of the transi-
tion emptied, disappeared, filled with a different urban content.

But this process was only the surface of something much more far-reaching: the public
domain was gradually losing its visibility as such, both in its civic and in its official-state,
emblematic variant. Albeit partly and not completely, public places, symbols and faces
were gradually privatised and ousted by the forms of private life and the market. And
especially by the big replacement of and substitute for public culture: the private media.

There were many examples. With the exception of some key political buildings (the
National Assembly, the President's Office), all other symbolic and emblematic buildings
and architectural sites of Sofia did not enjoy particular care and maintenance by the
municipal or state authorities. And they gradually fell into ruin, involuntarily staging their
own insignificance. For a long time the roof of the former Palace (now the National Art
Gallery) threatened to collapse, the burned Party House with its castrated five-pointed star
remained smoke-stained and smashed for five or six years, the reconstruction of the
Central Hali Shopping Centre lasted ten years or so, while that of the Sofia Public Baths
has not been completed to date… The overall impression was that of a city which lacks
the funds and energy to preserve its traditional architectural emblems, a city which cannot
and does not want to maintain its “symbolic infrastructure”. In addition, part of Sofia's spe-
cific architectural heritage was not included among the monuments of culture subject to
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çÓ ÚÓÁË ÔÓ ̂ ÂÒ ·Â¯Â Ò‡ÏÓ ÔÓ‚˙ ıÌÓÒÚ Ú‡ Ì‡ ÌÂ˘Ó ‰‡ÎÂ˜ ÔÓ-Ó·˘Ó – ÔÓÒÚÂ ÔÂÌ ÌÓ ‚Ë‰Ë -
ÏÓÒÚ Í‡ÚÓ Ú‡ÍÓ ‚‡ „Û·Â ̄ Â ÔÛ·ÎË˜ ÌÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, Í‡ÍÚÓ ‚ Ò‚Ófl „‡Ê ‰‡Ì ÒÍË, Ú‡Í‡ Ë
‚ Ò‚Ófl ÓÙË ̂ Ë‡Î ÌÓ-‰˙ Ê‡‚ ÂÌ, ÂÏ·ÎÂ Ï‡ ÚË ̃ ÂÌ ‚‡Ë ‡ÌÚ. å‡Í‡ ˜‡ÒÚË˜ ÌÓ Ë ÌÂ‰Ó Í‡È
ÔÛ·ÎË˜ ÌË ÚÂ ÏÂÒÚ‡, ÒËÏ ‚Ó ÎË Ë ÎËˆ‡ ÔÓÒÚÂ ÔÂÌ ÌÓ ·Ë‚‡ ı‡ ÔË ‚‡ ÚË ÁË ‡ ÌË, ËÁÚÎ‡ ÒÍ‚‡ ÌË
ÓÚ ÙÓ ÏË ÚÂ Ì‡ ˜‡ÒÚ ÌËfl ÊË‚ÓÚ Ë Ô‡Á‡ ‡. à Ì‡È-‚Â˜Â ÓÚ „ÓÎÂ ÏËfl Á‡ÏÂ ÒÚË ÚÂÎ Ë ÔÓ‰ ÏÂ -
ÌË ÚÂÎ Ì‡ ÔÛ·ÎË˜ ÌÓÒÚ Ú‡ – ˜‡ÒÚ ÌË ÚÂ ÏÂ‰ËË.

èË ÏÂ Ë ËÏ‡¯Â ÏÌÓ„Ó. ä‡ÚÓ ËÁÍÎ˛ ̃ ËÏ ÔÓ‰‰˙ Ê‡ ÌÂ ÚÓ Ì‡ ÓÔÂ ‰Â ÎÂ ÌË ‚˙ÁÎÓ ‚Ë
ÔÓÎË ÚË ̃ Â ÒÍË ÒÚ‡ ‰Ë (ç‡Ó‰ ÌÓ ÚÓ Ò˙·‡ ÌËÂ, èÂ ÁË ‰ÂÌÚ ÒÚ‚Ó ÚÓ), ÓÒÚ‡ Ì‡ ÎË ÚÂ ÒËÏ ‚ÓÎ -
ÌË Ë ÂÏ·ÎÂ Ï‡ ÚË˜ ÌË Á‡ „‡‰‡ Á‰‡ ÌËfl Ë ‡ıË ÚÂÍ ÚÛ ÌË Ó·ÂÍ ÚË ÌÂ ÒÂ ‡‰ ‚‡ ı‡ Ì‡ ÓÒÓ -
·Â Ì‡ Ó·˘ËÌ ÒÍ‡ ËÎË ‰˙ Ê‡‚ Ì‡ „ËÊ‡. à ÒÂ ‡Á Û ̄ ‡ ‚‡ ı‡, ÌÂ‚ÓÎ ÌÓ ËÌÒˆÂ ÌË ‡È ÍË
ÒÓ· ÒÚ‚Â Ì‡ Ú‡ ÒË ÌÂÁ Ì‡ ̃ Ë ÚÂÎ ÌÓÒÚ. Ñ˙Î„Ó ‚ÂÏÂ ÔÓÍË‚˙Ú Ì‡ ·Ë‚ ̄ Ëfl Ñ‚Ó Âˆ (ÔÓÌ‡ -
ÒÚÓfl ̆ ÂÏ ç‡ˆËÓ Ì‡Î Ì‡ ıÛ‰Ó ÊÂ ÒÚ‚Â Ì‡ „‡ÎÂ Ëfl) Á‡ÔÎ‡¯ ‚‡ ̄ Â ‰‡ Ô‡‰ÌÂ, ÓÔÓ Ê‡ Â ÌËflÚ
è‡ ÚË ÂÌ ‰ÓÏ Ò Í‡ÒÚË ‡ Ì‡ ÔÂÚÓÎ˙ ̃ Í‡ ÒË ÓÒÚ‡ Ì‡ ÓÔÛ ̄ ÂÌ Ë ‡Á ·ËÚ Á‡ 5-6 „Ó‰Ë ÌË,
ÂÏÓÌ Ú˙Ú Ì‡ ï‡ÎË ÚÂ ÔÓ‰˙Î ÊË ‰ÂÒÂ ÚË Ì‡ „Ó‰Ë ÌË, ÚÓÁË Ì‡ ÒÓÙËÈ ÒÍ‡ Ú‡ Å‡Ìfl ÌÂ Â
Ò‚˙ ̄ ËÎ... ÇÌÛ ̄ Â ÌËÂ ÚÓ ·Â¯Â Á‡ „‡‰, ÍÓÈÚÓ ÌflÏ‡ Ô‡Ë Ë ÂÌÂ „Ëfl Á‡ Ú‡ ‰Ë ̂ ËÓÌ ÌË ÚÂ
ÒË ‡ıË ÚÂÍ ÚÛ ÌË ÂÏ·ÎÂ ÏË, ÌÂ ÏÓÊÂ Ë ÌÂ ËÒÍ‡ ‰‡ ÔÓ‰˙ Ê‡ ◊ÒËÏ ‚ÓÎ Ì‡ Ú‡ ÒË ËÌÙ‡ -
ÒÚÛÍ ÚÛ ‡“. Ç ‰Ó·‡‚ Í‡, ˜‡ÒÚ ÓÚ ÒÔÂ ̂ Ë ÙË˜ ÌÓ ÚÓ ‡ıË ÚÂÍ ÚÛ ÌÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó Ì‡ ëÓÙËfl
ÌÂ ·Â¯Â ‚ÍÎ˛ ̃ Â ÌÓ ‚ Á‡ÍÓ Ì‡ Á‡ Ô‡ÏÂÚ ÌË ̂ Ë ÚÂ Ì‡ ÍÛÎÚÛ ‡ Ú‡ (Ì‡ÔË ÏÂ ‡Á Û ̄ ‡ ‚‡ ̆ Ë
ÒÂ Ò„‡ ‰Ë Ì‡ ·˙Î „‡ ÒÍËfl ÏÓ‰Â ÌËÁ˙Ï – Ì‡ ‡ıË ÚÂÍ ÚË ÚÂ ÑÊ‡Ì „Ó ÁÓ‚, é‚˜‡ Ó‚, Ç˙Î -
˜‡ ÌÓ‚ Ë ‰.), ‡ ˜ÂÒÚÓ Ë ÓÌÂÁË, ÍÓËÚÓ ·flı‡ ‚ÍÎ˛ ̃ Â ÌË, ÏÓÊÂ ı‡ ‰‡ ÒÂ ÓÍ‡ Ê‡Ú ◊Ì‡ÒÎÂ‰ -
ÒÚ‚Ó ‚ ËÒÍ“37. çÂÛÒ ÔÂ¯ ÌË ÂÒÚ‡‚ ‡ ̂ ËÓÌ ÌË ÛÔ‡Ê ÌÂ ÌËfl, Ò‚˙ Á‡ ÌË Ò ÔË ÒÚÓ fl‚‡ ÌÂ
Ë Ì‡‰ ÒÚÓ fl‚‡ ÌÂ, ·flı‡ ÔÓ ‚Â ‰Â ÌË ‰ÓË ‚˙ıÛ Ò„‡ ‰Ë Ì‡ ÍÎ‡ ÒË ̃ Â ÒÍË ·˙Î „‡ ÒÍË ‡ıË -
ÚÂÍ ÚË Í‡ÚÓ îËÌ „Ó‚, É˛ Ì‡Ú „Â, å‡Ë˜ÍÓ‚, ã‡Á‡ Ó‚, ò‚‡Ì ·Â„38. ÑÛ„‡ „ÛÔ‡ Á‡·Â -
ÎÂ ÊË ÚÂÎ ÌË ÒÓÙËÈ ÒÍË Ò„‡ ‰Ë ·flı‡ ÔË ‚‡ ÚË ÁË ‡ ÌË Ë ‡Á Û ̄ Â ÌË (Á‡ ÌflÍÓË ÓÚ Úflı
‡ıË ÚÂÍ ÚÛ Ì‡ Ú‡ ÍÓÎÂ „Ëfl ÔÛ·ÎË ÍÛ ‚‡ ÌÂÍÓ ÎÓ ÁË39 – Í˙˘‡ Ú‡ Ì‡ çËÍÓ Î‡ åÛ¯‡ÌÓ‚, 
ÒÚ‡ ‡ Ú‡ ëÓÙËÈ ÒÍ‡ Ó·˘Ë Ì‡, Í˙˘‡ Ú‡ Ì‡ ÉÂÓ „‡Ò, ·ËÂ Ì‡ Ú‡ Ù‡· Ë Í‡ ◊èÓ ̄ Â ÍÓ ‚Ó
ÔË‚Ó“ – Ì‡ ÏflÒÚÓ ÚÓ Ì‡ ÔÓÒÎÂ‰ Ì‡ Ú‡, ÒÂ˘Û Ò„‡‰‡Ú‡ Ì‡ ç‡ˆËÓÌ‡ÎÌ‡Ú‡ ÚÂÎÂ ‚Ë ÁËfl  ‚
ÏÓÏÂÌ Ú‡ ÁÂÂ Ì‡È-„ÓÎÂ ÏËflÚ Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â ÒÍË ‚‡Ë ‡ÌÚ Ì‡ ◊àÁÍÓ Ô˙Ú“ ÓÚ ÄÌ‰ÂÈ èÎ‡ -
ÚÓ ÌÓ‚ – ÌÓ ÚÓÁË Ô˙Ú ÒÂ ÒÚÓË ÌÂ Ò‚ÂÚ ÎÓ ÚÓ ·˙‰Â ̆ Â, ‡ ÔÓÂ‰ ÌËflÚ ·ËÁ ÌÂÒ ˆÂÌ Ú˙ Ò
ÓÙËÒË ÔÓ‰ Ì‡ÂÏ). Ä ÚÂÚ‡ „ÛÔ‡ ÂÏ·ÎÂ Ï‡ ÚË˜ ÌË ÒÓÙËÈ ÒÍË Ò„‡ ‰Ë, ÓÎË ̂ Â Ú‚Ó Â Ì‡ ÓÚ
◊îÂflÚ‡“, ◊êÓÔÓ Ú‡ ÏÓ“ Ë äËÚ‡È ÒÍÓ ÚÓ ÔÓÒÓÎ ÒÚ‚Ó, ·flı‡ ÓÒÚ‡ ‚Â ÌË Ì‡ Ò‡ÏÓ‡Á Û ̄ Â ÌËÂ:
ÏÓÊÂ ·Ë, Á‡ ‰‡ ·˙‰‡Ú ÔË ‚‡ ÚË ÁË ‡ ÌË ÔÓ-ÎÂÒÌÓ Ë Â‚ÚË ÌÓ ÒÚ˙ ̃ ‡ ̆ Ë ÚÂ ËÏ ÒÍÂ ÎÂ ÚË.

ãÓ„Ë Í‡ Ú‡ Ì‡ ‡Á Ô‡‰, ÓÎË ̂ Â Ú‚Ó Â Ì‡ ÓÚ ÒËÏ ‚Ó ÎË ÚÂ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ, ·Â¯Â ‚˙Á ÔÓ ËÁ -
‚ÂÊ ‰‡ Ì‡ Ë ÓÚ ÓÌÓ‚‡, ÍÓÂÚÓ ÒÂ ÒÎÛ˜ ‚‡ ̄ Â Ì‡ ÔÛ·ÎË˜ ÌË ÚÂ ÏÂÒÚ‡ Ì‡ „‡Ê ‰‡Ì ÒÍË ÊË‚ÓÚ.
è‡Á‡ Ì‡ Ú‡ ÂÍÒÔ‡Ì ÁËfl „Ë ÔË Ò‚Ó fl‚‡ ̄ Â – Í˙‰Â Á‡ÍÓÌ ÌÓ, Í˙‰Â Ò˙Ò Ò˙ÏÌË ÚÂÎ Ì‡ Á‡ÍÓÌ -
ÌÓÒÚ (Ë ‰Ó ‰ÌÂÒ ÒÂ ‚Ó‰flÚ ·ÂÁ ÔÂÒ ÔÂÍ ÚË‚ ÌË ‰ÂÎ‡ Á‡ ÔË ‚‡ ÚË Á‡ ̂ Ëfl Ú‡ Ì‡ ‡ÁÌË
ÔÛ·ÎË˜ ÌË Ò„‡ ‰Ë, ÚÂÂ ÌË Ë Û˜‡ ÒÚ˙ ̂ Ë). Ç ÚÓÁË Ï˙ÚÂÌ ÔÓ ̂ ÂÒ ëÓÙËÈ ÒÍ‡ Ó·˘Ë Ì‡ ÛÒÔfl
‰‡ ÒÂ ÓÒ‚Ó ·Ó ‰Ë ÓÚ ÌÂ‚Â Ó flÚ ÌÓ ÍÓÎË ̃ Â ÒÚ‚Ó Ò„‡ ‰Ë Ë ÚÂÂ ÌË ˜ÂÁ ÒÍ‡Ì ‰‡Î ÌË ‡ÔÓÚ ÌË
Ò‰ÂÎ ÍË. ç‡È-Í‡Ú‡ ÒÚÓ Ù‡Î Ì‡ ÒÂ ÓÍ‡Á‡ ÒıÂ Ï‡ Ú‡, ÔÓ ÍÓflÚÓ Ú‡ ‰Ë ̂ ËÓÌ ÌË ÚÂ ÍËÌ‡ ·flı‡
ËÁÍÛ ÔÂ ÌË, ÔÂ ÔÓ ‰‡ ‰Â ÌË Ë ËÁÍÛ ÒÚ‚Â ÌÓ ◊Ù‡ÎË ‡ ÌË“ – ‚ÂÓ flÚ ÌÓ ‚ ÔÓÎÁ‡ Ì‡ ÌÓ‚Ë ÚÂ
ÏÛÎ ÚË ÔÎÂÍ ÒË Ë ı‡Á‡Ú ÌË Ì‡˜Ë Ì‡ ÌËfl40: ÚÓ‚‡ ‰ÂÏÓÌ ÒÚË ‡ ÔÂ‰ Ó˜ËÚÂ Ì‡ ‚ÒË˜ ÍË Í‡Í ‚
„‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡ ÍÛÎÚÛ ‡ Ú‡ ÓÚ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍË ÚËÔ ÓÚÒÚ˙Ô ‚‡ ÔÂ‰ Ô‡Á‡ ÓÚ ·‡Î Í‡Ì -
ÒÍÓ-ÍË ÏË Ì‡ ÎÂÌ ÚËÔ. éÒ‚ÂÌ ÚÓ‚‡ „‡ ‰˙Ú Á‡„Û ·Ë ÓÍÓÎÓ 20% ÓÚ ÁÂÎÂ ÌË ÚÂ ÒË ÔÎÓ˘Ë
Á‡‡ ‰Ë ÒÚÓ Â ÊË, ·ÂÌ ÁË ÌÓ ÒÚ‡Ì ̂ ËË Ë Ô‡ ÍËÌ „Ë. ç‡ ÏflÒÚÓ ÚÓ Ì‡ ÔÂ ‰Ë¯ Ì‡ Ú‡ É‡‰ ÒÍ‡
·Ë·ÎËÓ ÚÂ Í‡ ÒÂ„‡ Â ÔÓÒÚÓ ÂÌ „‡Ì‰-ıÓÚÂÎ, Á‡ ÍÓÈÚÓ Ó˘Â ÚÂ˜Â Ò˙‰Â ·ÂÌ ÔÓ ̂ ÂÒ, ÌÓ
˜ËÂÚÓ Í‡ÙÂ ÌÂ ÏÂÊ ‰Û ‚Â ÏÂÌ ÌÓ ÛÒÔÂ¯ ÌÓ Â ËÁflÎÓ ˜‡ÒÚ ÓÚ ÒÓÙËÈ ÒÍ‡ Ú‡ „‡‰ ÒÍ‡ „‡ ‰Ë -
Ì‡ ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ, ÔÓ ÍÓÈÚÓ ÂÒÚÓ ‡Ì ÚË ÒÂ ÔÓ Ò‚‡Ú ÌÂ Ò‡ÏÓ ‚˙ıÛ ÚÓ ÚÓ ‡ ‡, ‡
‰ÓË Ë ‚˙ıÛ ÛÎË˜ ÌÓ ÚÓ ÔÎ‡Ú ÌÓ (ÒÎÛ ̃ ‡flÚ Ò ÛÎ. ◊é·Ó Ë ̆ Â“ ‚ ˜‡ÒÚ Ú‡ π ÏÂÊ‰Û
◊Ç‡ÒËÎ ãÂ‚ ÒÍË“ Ë ÔÎÓ ̆ ‡‰ ◊ÄÎÂÍ Ò‡Ì ‰˙ çÂ‚ ÒÍË“). ñÂÎË ÏÂÒÂ ̂ Ë ·Ë‚ ̄ ËflÚ ÔÎÓ ̆ ‡‰
◊ÑÂ‚Â ÚË ÒÂ ÔÚÂÏ ‚Ë“ ·Ë‚‡ ̄ Â Á‡ÂÚ ÓÚ ÏËËÁ ÎË ‚Ë Bierfest-Ó‚Â, Ë ÔÂÁ ˆflÎÓ ÚÓ ‚ÂÏÂ –
ÓÚ Ó„Ó ÏÂÌ, ÌÂ‚Â Ó flÚ ÌÓ „Ó ÁÂÌ, ÔÂ ̃ Â˘ Ì‡ ‰‚Ë ÊÂ ÌËÂ ÚÓ Ô‡ ÍËÌ„. èÓ ÒıÓ ‰ÂÌ Ì‡˜ËÌ
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municipal care and preservation under the relevant law. Other lovely Sofia landmarks were
privatised and demolished (for example, the Proshek beer factory opposite the building of
Bulgarian National Television, on the site of which now gapes the largest capitalist variant
of Andrey Platonov's The Foundation Pit – yet what is now being built is not the bright
future but the successive business centre with office rooms to let).

The logic of disintegration, embodied by the symbols of the public, was also reproduced
by what was happening in the public places of civic life. The expanding market appropriat-
ed them – in some cases in a lawful and in others in a questionably lawful way (futile law-
suits over the privatisation of various public buildings, land lots and properties are being
conducted to this very day). In this murky process the Sofia Municipal Council managed to
dispose of an incredible number of buildings and land lots by contributing them as non-
cash assets in a series of scandalous transactions. The scheme that proved the most dis-
astrous involved the purchase, resale and artificial “bankrupting” of Sofia's traditional cine-
mas – probably to the benefit of the new multiplexes and gambling enterprises:41 this
demonstrated in public how the socialist-type culture gave way to a market of a Balkan-
criminal type in the urban environment. In addition, the city lost about twenty percent of its
green areas to various constructions projects, petrol stations and parking lots. On the site
of the former City Library there is now a grand hotel over which a lawsuit is still in progress
but whose café has meanwhile succeeded in devouring part of the Sofia City Garden in the
same way as restaurants sprawl out not only on the pavement but even on part of the road
(as is the case on Oborishte Street, between Vassil Levski Boulevard and Alexander
Nevsky Square). The former Deveti Septemvri Square (Ninth of September [1944] Square,
now Alexander Battenberg Square) was temporarily occupied by smelly Bierfests for
months, and permanently by a huge, incredibly ugly parking lot obstructing traffic. In a sim-
ilar way the space in front of the National Theatre was converted into a commercial area for
a negligible sum, while a private music club with the parodic name Bibliotekata (The
Library) moved into the National Library for a ridiculous rent. Important emblematic places
for the socialist intelligentsia disappeared (I am not sure, however, whether this was such a
bad thing after all) – as, for example, the restaurants of the Writers' Union and the Union of
Bulgarian Artists, taken over by cafés, shops, cinemas, chalga clubs…

The commercial conquest of the public, the civic and the municipal reached even the
smallest urban features – for example, the municipal-owned tramway stops and electric
poles were covered with all sorts of private ads and offers, and even the metal bars of traf-
fic signs sprouted additional advertising panels, plates and signs that actually obscured
the traffic signs themselves. Thus, as a result of this commercial and advertising invasion
yet another urban subsystem – that of orientation and traffic regulation – was threatened
with becoming dysfunctional.

* * *
Sofia was a city of contrasts: it was both deserted and overpopulated, asocial and over-
social. Its public parts were greying while commercial Sofia was staging youth, unscrupu-
lousness and vibrancy: in the last ten years the city has visibly become richer and prettier
in a peculiar, “point-like”, piecemeal way. At least in its central part, Sofia began to look
like a European capital – even though various objections can be raised against the aes-
thetics of its prettification. Parallel with the symbolic defeat of panopticism, the city
became a stage of a neoliberal excess which, parallel with its extremes and transgres-
sions, renovated it in a molecular way, at each point of urban space (a typical example of
this were companies which, for the sake of their commercial image, would repair the
whole building whose ground floor they rented, advertisements which renovated facades
and blind walls, private shops which repaired the doors and windows of the building they
were in, etc.).



308

ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ ÔÂ‰ ç‡Ó‰ ÌËfl ÚÂ‡ Ú˙ ·Â¯Â ÔÂ ‚˙ Ì‡ÚÓ ‚ ÍÓÏÂ ÒË ‡Î ÌÓ Á‡ 
ÌË˘ÓÊ Ì‡ ÒÛÏ‡, ‡ ‚ ç‡Ó‰ Ì‡ Ú‡ ·Ë·ÎËÓ ÚÂ Í‡ ÒÂ Ì‡ÒÚ‡ ÌË ÒÂ˘Û ÒÏÂ ̄ ÂÌ Ì‡ÂÏ ˜‡ÒÚ ÌËflÚ
ÏÛÁË Í‡ ÎÂÌ ÍÎÛ· Ò Ô‡Ó ‰ËÈ ÌÓ ÚÓ Ì‡Á ‚‡ ÌËÂ ◊ÅË·ÎËÓ ÚÂ Í‡ Ú‡“. àÁ˜ÂÁ Ì‡ ı‡ ÂÏ·ÎÂ Ï‡ ÚË˜ -
ÌË, ‚‡ÊÌË ÏÂÒÚ‡ Á‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ Ú‡ ËÌÚÂ ÎË „ÂÌ ̂ Ëfl (ÌÓ ÌÂ Ò˙Ï ÒË„Û ÂÌ Í‡Í‚‡
ÓˆÂÌ Í‡ Úfl· ‚‡ ‰‡ ÒÂ ‰‡‰Â Ì‡ ÚÓ‚‡ – ÏÓÊÂ ·Ë ÔÓÎÓ ÊË ÚÂÎ Ì‡), Í‡ÚÓ ÂÒÚÓ ‡Ì ÚË ÚÂ Ì‡
Ò˙˛ÁËÚÂ Ì‡ ÔËÒ‡ ÚÂÎ ËÚÂ Ë Ì‡ ıÛ‰ÓÊ ÌË ̂ ËÚÂ, ÔÂ‚ ÁÂ ÚË ÓÚ Í‡ÙÂ ÌÂ Ú‡, Ï‡„‡ ÁË ÌË, ÍËÌ‡,
˜‡Î„‡-ÍÎÛ ·Ó ‚Â...

è‡Á‡ ÌÓ ÚÓ ÔÂ‚ ÁÂ Ï‡ ÌÂ Ì‡ ÔÛ·ÎË˜ ÌÓ ÚÓ, „‡Ê ‰‡Ì ÒÍÓ ÚÓ Ë ÏÛÌË ̂ Ë Ô‡Î ÌÓ ÚÓ  ÔÓ ÌË Í‚‡ ̄ Â
‰Ó Ì‡È-‰Â· ÌË ÚÂ „‡‰ ÒÍË ‰ÂÚ‡È ÎË – Ì‡ÔË ÏÂ, Ú‡Ï ‚‡È ÌË ÚÂ ÒÔË ÍË Ë ÂÎÂÍ ÚË ̃ Â ÒÍË ÚÂ
ÒÚ˙Î ·Ó ‚Â , ÒÓ· ÒÚ‚Â ÌÓÒÚ Ì‡ Ó·˘Ë Ì‡ Ú‡, ·Ë‚‡ ı‡ Ó·ÎÂ Ôfl ÌË Ò ‚ÒÂ ‚˙ ÁÏÓÊ ÌË ˜‡ÒÚ ÌË Ó·fl‚Ë Ë
ÓÙÂ ÚË, Ë ‰ÓË ÏÂÚ‡Î ÌË ÚÂ ˘‡Ì„Ë Ò˙Ò ÁÌ‡ ̂ Ë  Á‡ ÛÎË˜ ÌÓ ‰‚Ë ÊÂ ÌËÂ Ó·‡ ÒÚ‚‡ ı‡ Ò ‰ÓÔ˙Î -
ÌË ÚÂÎ ÌË ÂÍÎ‡ ÏÌË ÔÎ‡Ú Ì‡, Ú‡·Â ÎË Ë Ì‡‰ ÔË ÒË – ‰Ó ÒÚÂ ÔÂÌ, ˜Â Ò‡ÏËflÚ ÁÌ‡Í ÌÂ ÒÂ
‚ËÊ‰‡. í‡Í‡, ‚ ÂÁÛÎ Ú‡Ú Ì‡ Ô‡Á‡ Ì‡ Ú‡ Ë ÂÍÎ‡ ÏÌ‡ ËÌ‚‡ ÁËfl, Ó˘Â Â‰Ì‡ „‡‰ ÒÍ‡ ÒÛ· ÒË -
ÒÚÂ Ï‡ – Ú‡ÁË Ì‡ ÓË ÂÌ Ú‡ ̂ Ëfl Ú‡ Ë Ú‡ÌÒ ÔÓÚ Ì‡ Ú‡ Â„Û Î‡ ̂ Ëfl – ·Â¯Â Á‡ÔÎ‡ ̄ Â Ì‡ ÓÚ ‰ËÒ -
ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓÒÚ.

*  *  *
ëÓÙËfl ·Â¯Â „‡‰ Ì‡ ÍÓÌ Ú‡ ÒÚË: Úfl Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ·Â¯Â ÔÛÒÚ‡ Ë Ò‚˙ı-Ì‡ÒÂ ÎÂ Ì‡, ‡-
ÒÓˆË‡Î Ì‡ Ë Ò‚˙ı-ÒÓˆË‡Î Ì‡. èÛ·ÎË˜ ÌË ÚÂ π ˜‡ÒÚË ÒË‚Â Â ı‡, ‡ ÍÓÏÂ ÒË ‡Î Ì‡ ëÓÙËfl
ËÌÒˆÂ ÌË ‡ ̄ Â ÏÎ‡ ‰ÓÒÚ, ·ÂÁÓ „ÎÂ ‰ÌÓÒÚ Ë ÂÌÂ „Ë ̃ ÂÌ ÊË‚ÓÚ: „‡ ‰˙Ú ‚ ÔÓÒÎÂ‰ÌËÚÂ ‰ÂÒÂÚ
„Ó‰ËÌË ‚Ë‰Ë ÏÓ Á‡·Ó „‡ Úfl Ë ÒÂ ‡Á ıÛ ·‡ ‚Ë ÔÓ ÓÒÓ ·ÂÌ Ì‡˜ËÌ –  ◊ÚÓ˜ ÍÓ ‚Ë‰ ÌÓ“, Ì‡ Ô‡˜Â.
èÓÌÂ ‚ ˆÂÌ Ú‡Î Ì‡ Ú‡ ÒË ˜‡ÒÚ ëÓÙËfl Á‡ÔË ÎË ̃ ‡ Ì‡ Â‚Ó ÔÂÈ ÒÍ‡ ÒÚÓ ÎË ̂ ‡ – ‚˙ÔÂ ÍË ˜Â
Í˙Ï ÂÒÚÂ ÚË ÍË ÚÂ Ì‡ ‡Á ıÛ ·‡ ‚fl ‚‡ ÌÂ ÚÓ ÏÓÊÂ ‰‡ ËÏ‡ Ì‡È-‡Á ÎË˜ ÌË ÛÔÂ ̂ Ë. è‡‡ ÎÂÎ ÌÓ
Ò˙Ò ÒËÏ ‚ÓÎ ÌÓ ÚÓ ÔÓ‡ ÊÂ ÌËÂ Ì‡ Ô‡Ì-ÓÔÚËÁ Ï‡, „‡ ‰˙Ú ÒÚ‡Ì‡ ÒˆÂÌ‡ Ì‡ ÌÂÓ-ÎË·Â ‡ ÎÂÌ
ÂÍÒˆÂÒ, ÍÓÈÚÓ Ô‡‡ ÎÂÎ ÌÓ Ò˙Ò Ò‚ÓË ÚÂ Í‡È ÌÓ ÒÚË Ë Ú‡ÌÒ „Â ÒËË „Ó Ó·ÌÓ ‚fl ‚‡ ̄ Â ÏÓÎÂ -
ÍÛ Îfl ÌÓ, ‚˙‚ ‚ÒflÍ‡ ÚÓ˜Í‡ ÓÚ „‡‰ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó (ÚËÔË ̃ ÂÌ ÔË ÏÂ Á‡ ÚÓ‚‡ ·flı‡
ÙËÏË, ÍÓËÚÓ Á‡‡ ‰Ë ÒÓ· ÒÚ‚Â ÌËfl ÒË Ú˙ „Ó‚ ÒÍË ËÏË‰Ê ÂÏÓÌ ÚË ‡ ı‡ ˆflÎ‡ Ú‡ ÍÓÓÔ Â‡ -
ˆËfl, ˜ËÈÚÓ ÔË ÁÂ ÏÂÌ ÂÚ‡Ê ·flı‡ Ì‡ÂÎË; ÂÍÎ‡ ÏË, Á‡‡‰Ë ÍÓËÚÓ ÒÂ ÔÓ‰ ÌÓ ‚fl ‚‡ ı‡ Ù‡Ò‡ -
‰Ë Ë Í‡Î Í‡ ÌË; ˜‡ÒÚ ÌË Ï‡„‡ ÁË ÌË, ÍÓËÚÓ ÔÓÔ‡ ‚fl ı‡ ‚‡ ÚË ÚÂ Ë ‰Ó„‡ ÏË ÚÂ Ì‡ ÍÓÓÔ Â‡ -
ˆËfl Ú‡ Ë Ô.). çÓ ‰ÓË ‡ÍÚÓ ‚Â ÚÂ Ì‡ ÍÓÏÂ ÒË ‡Î Ì‡ ·Î‡ „Ó Ú‚Ó Ë ÚÂÎ ÌÓÒÚ ÌÂ ËÁÎ˛˜ ‚‡ ı‡
ÔÓÍ‡È ÓÒÌÓ‚ ÌÓ ÚÓ ‰ÓÔ˙Î ÌË ÚÂÎ ÌÓ ÚÓ ÒË ÁÌ‡ ̃ Â ÌËÂ: ·ÂÁ ‰‡ ˆÂÎflÚ ÚÓ‚‡, ÚÂ ‰ÂÏÓÌ ÒÚË ‡ -
ı‡, ˜Â Ó·˘Ë Ì‡ Ë ‰˙ Ê‡ ‚‡ ÌÂ ÒË ‚˙ ̄ ‡Ú ‡·Ó Ú‡Ú‡. ç‡ÔË ÏÂ, ÒÓÙËÈ ÒÍË ÚÂ „‡ ‰ËÌ ÍË
·flı‡ ÂÏÓÌ ÚË ‡ ÌË Ë ÔÓ‰ ÌÓ ‚Â ÌË ÓÚ ‡ÁÌË ˜‡ÒÚ ÌË ÙËÏË Ë ·‡ÌÍË, ÍÓËÚÓ, ‡Á ·Ë ‡ ÒÂ,
ÛÔÓ ÚÂ ·Ë ı‡ Ú‡ÁË ·Î‡ „Ó Ú‚Ó Ë ÚÂÎ ÌÓÒÚ Á‡ Ò‚Ófl ÂÍÎ‡ Ï‡ – Ú‡Í‡ ‚˙ıÛ ÔÂÈÍË, ‰ÂÚ ÒÍË Ô˙ -
Á‡Î ÍË Ë Í‡ÚÂ Û¯ ÍË, ‚˙ıÛ ‰˙ÌÂ Ë Ë Ô‡ÏÂÚ ÌË ÔÎÓ˜Ë, ÒÂ ÔÓfl‚Ë ◊é·ÌÓ ‚Â ÌÓ ÓÚ...“ –
Ò˙‚ÒÂÏ ÒÔ‡ ‚Â‰ ÎË ‚Ë Ì‡‰ ÔË ÒË Á‡ ÒÔÓÌ ÒÓ ‡, ÍÓÒ ‚Â ÌÓ ‚ÌÛ ̄ ‡ ‚‡ ̆ Ë Ì‡ ‰‡Ì˙ ÍÓ ÔÎ‡Ú ̂ Ë ÚÂ,
˜Â Ó·˘Ë Ì‡ Ú‡ ÌflÏ‡ Ô‡Ë Á‡ ÚÓ‚‡, Á‡ ÍÓÂÚÓ Úfl· ‚‡ ‰‡ ËÏ‡.

ÑÛ„ ÔË ÏÂ – ÏÌÓ„Ó ÓÚ ÒÓÙËÈ ÒÍË ÚÂ ÚÓ ÚÓ ‡ Ë ‚ÒÂ Ó˘Â Ò‡ ÂÏÓÌ ÚË ‡ ÌË ◊Ì‡ Ô‡˜Â“ ÓÚ
ÙË ÏË ÚÂ, Ò˙‚ÒÂÏ ÎÓ„Ë˜ ÌÓ ÔÓÔ‡ ‚Ë ÎË ◊Ò‚Ófl Û˜‡ ÒÚ˙Í“, Ú.Â. ÔÎÓ˜ ÍË ÚÂ ÌÂÔÓ ÒÂ‰ ÒÚ‚Â ÌÓ
ÔÂ‰ ÚÂı ÌËfl Ï‡„‡ ÁËÌ, ÂÒÚÓ ‡ÌÚ Ë Ô. ÖÙÂÍ Ú˙Ú Â ÌÂ Ò‡ÏÓ ÔÎÓ˜ ÌËÍ, ÔË ÎË ̃ ÂÌ Ì‡
ÁÂ·‡, ‡ Ë ÚÓ ÚÓ ‡ Ò ‡Á ÎË˜ ÌË ÚÂÂÌ ÌË ÌË‚‡ – Ú‡ Í‡ÚÓ ÒÂ ÒÔ˙ÌÂ ÒÓÙËfl ÌÂˆ˙Ú ‰‡ ÒÂ
ÒÂÚË Ë Á‡ ÔÓÂ ‰ÂÌ Ô˙Ú ‰‡ ÓÚÔ‡ ‚Ë ÔÓÊÂ Î‡ ÌËfl Í˙Ï Î˛·Ë Ï‡ Ú‡ ÒË Ó·˘Ë Ì‡. ç‡ ÁÂ·Ë
Á‡ÔË ÎË ̃ ‡ ı‡ Ë ÏÌÓ „Ó ÚÓ ·ÎÓ ÍÓ ‚Â, ÍÓËÚÓ ·flı‡ Ó·ÎË ̂ Ó ‚‡ ÌË ˜‡ÒÚË˜ ÌÓ – ÓÚ ÓÌÂÁË ÒÓ· -
ÒÚ‚Â ÌË ̂ Ë, ÍÓËÚÓ ÏÓÊÂ ı‡ ‰‡ ÒË „Ó ÔÓÁ‚Ó ÎflÚ – Ò ËÁÓ Î‡ ̂ ËÓÌ ÌË ÔÓÍËÚ Ëfl. èÓ Úflı ÒÎÛ ̃ ‡È -
ÌËflÚ Ì‡·Î˛ ‰‡ ÚÂÎ ÏÓÊÂ ̄ Â ‰‡ ˜ÂÚÂ Í‡Í‚Ó Â ‡Á ÔÂ ‰Â ÎÂ ÌËÂ ÚÓ Ì‡ ÒÂ‰ ÒÚ‚‡ ÏÂÊ‰Û ÊËÚÂ -
ÎË ÚÂ Ì‡ ·ÎÓÍ‡ Ë Í‡Í Ì‡ËÒÚË Ì‡, Ò ÚÂ˜Â ÌËÂ Ì‡ „Ó‰Ë ÌË ÚÂ, ıÓ‡ Ú‡ ÔÓÒ˙ ·Ë ‡Ú Ô‡Ë, ‡
Ù‡Ò‡ ‰Ë ÚÂ ·‡‚ÌÓ ÒÂ ÛÂ‰ Ì‡Í ‚fl ‚‡Ú.

*  *  *
ë˙˘Ó ÚÓ, ÍÓÂÚÓ ÒÂ ÒÎÛ˜Ë Ì‡ ÔÛ·ÎË˜ ÌË ÚÂ Ò„‡ ‰Ë, ÒËÏ ‚Ó ÎË Ë ÏÂÒÚ‡, ÒÂ ÒÎÛ˜Ë Ë Ì‡
ÔÛ·ÎË˜ ÌË ÚÂ ÙË„Û Ë. ãËˆ‡ Ú‡ Ë „Î‡ ÒÓ ‚Â ÚÂ Ì‡ ÔÂ ıÓ ‰‡, ÏËÚËÌ „Ó ‚Ë ÚÂ „ÂÓË, ÍÓËÚÓ ËÒÍ‡ ı‡
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Ò˙Ò ÒËÌ ˘ÛÚ ‰‡ Ô‡ ÚflÚ ÍÓÏÛ ÌËÁ Ï‡ ‚ ËÒÚÓ Ëfl Ú‡, Ò‡ÏË Á‡ÏË Ì‡ ı‡ ‚ ÌÂfl – ËÁÏÂ ÒÚÂ ÌË ÓÚ
ÌÓ‚Ë ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ÎËˆ‡, Á‚ÂÁ ‰Ë Ì‡ ÏÂ‰ËÈ ÌËfl Ô‡Á‡. é·‡ ÁË ÚÂ Ì‡ ‰ÂÏÓ Í‡ ÚË ̃ Â ÒÍ‡ Ú‡
‡„Ó‡ ·flı‡ ÌÂÓÛÒÂÚ ÌÓ ËÁÏÂ ÒÚÂ ÌË ÓÚ ÚÂÁË Ì‡ ‚ËÁÛ‡Î ÌËfl Ô‡Á‡ Ì‡ „ÎÂ‰ ÍË Ë ÎËˆ‡. Ç
ÌÓ‚Ëfl ÍÓÌ ÚÂÍÒÚ Ì‡ ‚ËÁÛ‡Î ÌËfl Ô‡Á‡ ÒÂ ÔÓ ‰‡ ‚‡ ̄ Â ˆflÎÓ ÒÚÂÌ ÔÂ ÒÓ Ì‡ ÎÂÌ ˜‡ – ÌÂ Ë
ÚÓÁË Ì‡ ÔËÌ ̂ ËÔ ÌË, ÎÂ‚Ë ËÎË ‰ÂÒÌË ÔÓÎË ÚË ̃ Â ÒÍË ÔÓÁË ̂ ËË. á‡ÚÓ ‚‡ ÌÂ Ò‡ÏÓ ÌÂÔÂ -
ÒÚ‡Ì ÌÓ ‚Ë‰Ë ÏË ÚÂ ‚ÒÂ ÍË‰ ÌÂ‚ ÌÓ ÊÛ Ì‡ ÎË ÒÚË Ë ÏÂ‰ËÈ ÌË Á‚ÂÁ ‰Ë Ì‡·Ë ‡ ı‡ ‚ËÁÛ‡ ÎÂÌ
ÂÈ ÚËÌ„ – ÚÓ‚‡ Ô‡ ‚Â ı‡ Ë ÔÓÎË ÚË ̂ Ë ÚÂ, ‚ÒÂ ÔÓ‚Â ̃ Â ËÏË ÚË ‡ ̆ Ë ÏÂ‰ËÈ ÌË ÚÂ Á‚ÂÁ ‰Ë. íÂ
ÌÂ ÚÓÎ ÍÓ ‚‡ ËÒÍ‡ ı‡ ‰‡ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡Ú Ò‚ÓË ÚÂ ËÁ·Ë ‡ ÚÂ ÎË, ‡ ÔÓ-ÒÍÓÓ Ò‡ÏË ‰‡ ·˙‰‡Ú
ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ ÌË, ÔÓÍ‡Á ‚‡ ÌË Í‡ÚÓ ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ÎËˆ‡. ê‡Á ÎË Í‡ Ú‡ ÏÂÊ‰Û ÔÓÎË ÚË ̃ Â ÒÍÓ -
ÚÓ ÔË Ò˙ ÒÚ‚ËÂ, ÔÓÎË ÚË ̃ Â ÒÍËfl PR Ë ÚÂÎÂ ‚Ë ÁËÓÌ Ì‡ Ú‡ ÂÍÎ‡ Ï‡ ÒÂ ÒÚÓÔË, ‡ Ò ÌÂfl – Ë ‡Á -
ÎË Í‡ Ú‡ ÏÂÊ‰Û ÔÛ·ÎË˜ ÌÓ Ë Ô‡Á‡ ÌÓ ÔÓ‚Â ‰Â ÌËÂ (Ô‡Á‡ ˙Ú, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ÂÍÎ‡ ÏÌËflÚ, Â
par exe llen ce ÔÓ ÒÚ‡Ì ÒÚ‚Ó Ì‡ ˜‡ÒÚ ÌÓ ÚÓ, Û˜Ë ÌË ï‡·Â Ï‡Ò). ÇËÁÛ‡Î ÌËflÚ ÂÈ ÚËÌ„ Ì‡
Â‰ËÌ ÔÓÎË ÚËÍ ÒÚ‡Ì‡ ‰‡ÎÂ˜ ÔÓ-‚‡ÊÂÌ ÓÚ ÔÓÎË ÚË ̃ Â ÒÍË ÚÂ ÔÓÒÎ‡ ÌËfl, ÍÓËÚÓ ÓÚÔ‡ ‚fl: ‚ÒÂ
ÔÓ‚Â ̃ Â ÚÓÈ ·Ë‚‡ ̄ Â ◊„ÎÂ ‰‡Ì“ ÔÓ ÚÂÎÂ ‚Ë ÁËfl Ú‡, ‡ ÌÂ ◊ÒÎÛ ̄ ‡Ì“: ‚ÒË˜ ÍÓ ÓÌÓ‚‡, ÍÓÂÚÓ ÌÂ
·Â¯Â (ÚÂÎÂ ‚Ë ÁËÓÌ Ì‡) ‚Ë‰Ë ÏÓÒÚ, „Û·Â ̄ Â ÁÌ‡ ̃ Â ÌËÂ, ‰ÓË ÚË‡ ÊË ÚÂ Ì‡ ‚ÒÂ ÍË‰ ÌÂ‚ ÌË ̂ Ë -
ÚÂ ‰‡ ÒÚË˜ ÌÓ ÒÔ‡‰ Ì‡ ı‡. íÓ‚‡ ÔÂ ‚˙ Ì‡ ÔÓÎË ÚË Í‡ Ú‡ ÓÚ ÔÛ·ÎË˜ ÌÓ ‚Ë‰Ë ÏÓ Á‡ÌË Ï‡ ÌËÂ Ò
‚Î‡ÒÚ, Í‡ÛÁË Ë ·Î‡„‡ ‚ ÏÂ‰ËÈ ÌÓ ¯ÓÛ: ÌÂ ÒÎÛ ̃ ‡È ÌÓ ‚ ÔÓÒÎÂ‰ ÌË ÚÂ ‰‚Â „Ó‰Ë ÌË ‰‚Â „ÓÎÂ -
ÏË ÚÂÎÂ ‚Ë ÁËÓÌ ÌË Á‚ÂÁ ‰Ë (ÇÓÎÂÌ ëË‰Â Ó‚ ÓÚ ÚÂÎÂ ‚Ë ÁËfl ◊ëÍ‡Ú“ Ë ÅÓÈÍÓ ÅÓË ÒÓ‚,
Î˛·Ë ÏÂˆ Ì‡ ‚ÒË˜ ÍË ‰Û„Ë ÚÂÎÂ ‚Ë ÁËË) ÒÂ ËÁ‚Ë ÒË ı‡ ÌÂ ·ÂÁ ÔÓ‰ ÍÂ Ô‡ Ú‡ Ì‡ ÚÂÎÂ ‚Ë ÁË Ó -
ÌË ‡ ÌËfl ÂÎÂÍ ÚÓ ‡Ú ‰Ó ‚‡ÊÌË ÔÓÎË ÚË ̃ Â ÒÍË ÙË„Û Ë; ÌÂ ÒÎÛ ̃ ‡È ÌÓ ÙÛÚ ·ÓÎ ÌË Á‚ÂÁ ‰Ë ÒÂ
Á‡Ë „‡ ı‡ Ò ÔÓÎË ÚË Í‡ Ú‡ (ëÚÓ Ë˜ ÍÓ‚ – Ò ÔÓ ÏÂÌ ÎË‚ ÛÒÔÂı, ãÂ˜ ÍÓ‚ – ˘Â ‚Ë‰ËÏ); ÌÂ ÒÎÛ -
˜‡È ÌÓ ÓÔÂ ‰Â ÎÂ ÌË ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ◊ÎËˆ‡“ (Ì‡ÔË ÏÂ ëÎ‡‚Ë íË ÙÓ ÌÓ‚, çËÍË ä˙Ì ̃ Â‚ Ë
Ô.) ÒÂ ‡Á ÏÌÓ ÊË ı‡ ÔÓ ·ËÎ‰ ·Ó‰-‰ÂÍÓ Ë ÚÂ ÔÓ ‚ÒË˜ ÍË ·Ë‚¯Ë ÔÛ·ÎË˜ ÌË ÏÂÒÚ‡ ‚ „‡‰‡-
ÂÍ‡Ì. àÁ‚ÂÒÚ ÌË ÓÚ ·ÎËÁ ÍÓ ÚÓ ÏËÌ‡ ÎÓ ÔÛ·ÎË˜ ÌË ÙË„Û Ë, ‡ÍÚ¸ÓË, ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ÊÛ -
Ì‡ ÎË ÒÚË, ÒÂ ÔÂ ‚˙ Ì‡ ı‡ ‚ ÍÓÏÂ ÒË ‡Î ÌË ÂÍÎ‡ ÏÌË ÎËˆ‡ ËÎË ‚Ó‰Â ̆ Ë ÚÂÎÂ ‚Ë ÁÓÌ ÌË Ë„Ë
(í‡Úfl Ì‡ ãÓÎÓ ‚‡, íÓ‰Ó äÓÎÂ‚, à‚‡Ì É‡Â ÎÓ‚), ‰ÓÍ‡ ÚÓ ˜‡Î„‡-ÔÂ‚ˆË (ÄÁËÒ) ÒÚ‡ Ì‡ ı‡
ÂÍÎ‡ ÏÌË ÎËˆ‡ Ì‡ ÔÓÎË ÚË ̃ Â ÒÍË Í‡Ï Ô‡ ÌËË – ÚÓ‚‡ ·Â¯Â Ò‡ÏÓ ˜‡ÒÚ ÓÚ ‚Á‡ ËÏ Ì‡ Ú‡ ÔÂ -
‚Ó ‰Ë ÏÓÒÚ ÏÂÊ‰Û Ô‡Á‡ Ì‡, ÔÛ·ÎË˜ Ì‡ Ë ÔÓÎË ÚË ̃ Â ÒÍ‡ ‚Ë‰Ë ÏÓÒÚ, Á‡ÎË ̃ ‡ ‚‡ ÌÂ ‡Á ÎË ÍË ÚÂ
ÏÂÊ‰Û Úflı. ë˙˘ËflÚ ‡ÌÓ ÌË ÏÂÌ ÏÂı‡ ÌËÁ˙Ï Ò˙Í ‡ ÚË ‰‡ ÒÚË˜ ÌÓ ‚Â ÏÂ ÚÓ Ì‡ ÔÛ·ÎË ̂ Ë -
ÒÚË˜ ÌË ÚÂ ÔÂ ‰‡ ‚‡ ÌËfl ÔÓ ÚÂÎÂ ‚Ë ÁËfl Ú‡ Á‡ ÒÏÂÚ Í‡ Ì‡ ¯ÓÛ-ÔÓ „‡ ÏË ÚÂ, Ò˙ÒÚÂ Á‡ ÌËfl Ú‡ Ë
ÂÍÎ‡ ÏË ÚÂ, ‡ ÌflÍÓË ÔÂ ‰‡ ‚‡ ÌËfl ÔÂÚ˙ Ôfl ı‡ ÌÂÏË ÒÎË ÏË ÔÂ‰Ë ÌflÍÓÎ ÍÓ „Ó‰Ë ÌË Ú‡Ì -
ÒÙÓ Ï‡ ̂ ËË (‰ËÒ ÍÛ ÒË ÓÌ ÌÓ ÔÂ ‰‡ ‚‡ ÌÂ Ì‡ ‚Ë‰Ì‡ ÒÚÓ ÎË˜ Ì‡ ÊÛ Ì‡ ÎËÒÚ Í‡ ·Â¯Â ÔÂ ‚˙ -
Ì‡ ÚÓ ‚ ı‡Á‡Ú Ì‡ ÚÂÎÂ ‚Ë ÁËÓÌ Ì‡ Ë„‡, ‡ Úfl ÔÓ‰˙Î ÊË ‰‡ „Ó ‚Ó‰Ë – ‚Â˜Â ‚ ä˙ˆË Ç‡Ô ̂ ‡ -
Ó‚ ÒÚËÎ). éÒ‚ÂÌ Ó„ÓÏ ÌËfl ·ÓÈ ÚÂÎÂ ‚Ë ÁËÓÌ ÌË Ë„Ë, ¯ÓÛ-ÔÓ „‡ ÏË Ë talk shows, ‚
ÍÓËÚÓ ÔÓ‚Â ̃ Â ÒÂ „ÎÂ‰‡, ÓÚÍÓÎ ÍÓ ÚÓ „Ó‚Ó Ë, ËÏ‡ ÔÂ ‰‡ ‚‡ ÌËfl-¯ÓÛ-Ô‡Ó ‰ËË Ì‡ ÔÛ·ÎË˜ ÌË
‰ËÒ ÍÛ ÒËË, ÔÂ‰ ÒÚ‡ ‚fl ̆ Ë ÙÛÌ ‰‡ ÏÂÌ Ú‡Î ÌËfl „‡Ê ‰‡Ì ÒÍË Ê‡Ì Í‡ÚÓ ÔËÒ ÍÎË ‚Ó Ì‡‰ „Ó ‚‡ fl -
ÌÂ Ë ÒÏÂ ̄ ÂÌ ÒÎÓ ‚Â ÒÂÌ ·ÓÈ (◊ë·Î˙Ò˙Í“ Ì‡ ·íÇ). 

ÇË‰Ë Ï‡ Ú‡ ÍË ÏË Ì‡Î Ì‡ ÂÒÚÂ ÚË Í‡ Ë ÂÓ ÚË Í‡
Ç ÚÓÁË ÍÓÌ ÚÂÍÒÚ ‚ ◊ÒÓÙËÈ ÒÍ‡ ÍËÁ‡“, ÔÓ‰Ó· Ì‡ Ì‡ ÔÛ·ÎË˜ Ì‡ Ú‡, ‚ÎÂÁÂ Ë ÒËÒÚÂ Ï‡ Ú‡,
ÍÓflÚÓ Úfl· ‚‡ ‰‡ ‰‡‚‡ ÒË„Û ÌÓÒÚ Ì‡ „‡‰‡: ÔÓÎË ̂ Ëfl Ú‡ Ë Ò˙‰Â· Ì‡ Ú‡ ÒËÒÚÂ Ï‡. à, Í‡ÍÚÓ
ÏÓÊÂ ̄ Â ‰‡ ÒÂ Ó˜‡ Í‚‡, ÚÓ‚‡ ËÁ‚‡ ‰Ë ÍË ÏË Ì‡Î ÌÓÒÚ Ú‡ ÓÚ ÁÓÌ‡ Ú‡ Ì‡ Á‰‡ ̃ ‡ Ë fl Ì‡Ô‡ ‚Ë
ÒÔÂÍ Ú‡ ÍÛ Î‡ Ì‡, Ú˙ ÒÂ ̆ ‡ ÒÂÌ Á‡ ̂ ËÓÌ Ì‡ ‚Ë‰Ë ÏÓÒÚ.

èË ̃ Ë ÌË ÚÂ ÓÚË ‚‡Ú Ì‡Á‡‰ ‚ ·˙Î „‡ ÒÍ‡ Ú‡ Ë ÒÓÙËÈ ÒÍ‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ ËÒÚÓ Ëfl. ÑÌÂÒ
ÒÓˆË ÓÎÓ „Ë ̃ Â ÒÍË ËÁÒÎÂ‰ ‚‡ ÌËfl ÔÓÍ‡Á ‚‡Ú, ˜Â ÔÂÁ 70-ÚÂ Ë 80-ÚÂ „Ó‰Ë ÌË ·˙Î „‡ ÒÍË ÚÂ
ÒÔÓÚ ÌË Û˜Ë ÎË ̆ ‡ Ò‡ ÔÓ ËÁ ‚Â ÎË ÓÍÓÎÓ 60-70 ıËÎfl ‰Ë ÚÂÊ ÍÓ‡Ú ÎÂ ÚË (ÔÂ ‰ËÏ ÌÓ Ì‡ˆËÓ -
Ì‡Î ÌÓ-ÂÏ·ÎÂ Ï‡ ÚË˜ ÌË ·ÓˆË, ÌÓ Ò˙˘Ó Ë ·ÓÍ Ò¸Ó Ë, ‚‰Ë „‡ ̃ Ë Ì‡ ÚÂÊÂ ÒÚË, ‰ÊÛ ‰Ë ÒÚË,
Í‡‡ ÚË ÒÚË, „Â· ̂ Ë Ë Ô.), ÍÓËÚÓ Ó˘Â ÚÓ„‡ ‚‡ Ò‡ ÊË‚Â ÎË ÓÒÓ ·ÂÌ, Á‡Ú‚Ó ÂÌ, ËÁÓ ÎË ‡Ì Ë
Ò‚˙ı-ÈÂ‡ ıË ÁË ‡Ì ÍÎ‡ ÌÓ‚ ÊË‚ÓÚ, ÒflÍ‡¯ ‚ ÔÓ‰ „Ó ÚÓ‚ Í‡ Á‡ ·˙‰Â ̆ Ë ÚÂ ·‡Ì‰Ë – ËÁˆfl ÎÓ
Á‡‚Ë ÒË ÏË ÓÚ Ò‚ÓË ÚÂ ÚÂ Ì¸Ó Ë, ‡Á ‚Ë ÎË Í˙Ï ÙË„Û ‡ Ú‡ Ì‡ ◊·ÓÒ‡“ „‡ ÌË ̃ Â ̆ ‡ Ò ÊÂ Ú‚Â -
ÌÓÒÚ Ò‚˙ı-ÎÓflÎ ÌÓÒÚ41. ëÎÂ‰ ÔÓ ÏÂ ÌË ÚÂ ·Ë‚ ̄ Ë ÚÂ ÒÔÓ ÚË ÒÚË, ÓÒÚ‡ Ì‡ ÎË ‚ÌÂ Á‡Ô ÌÓ ·ÂÁ
‡·Ó Ú‡ Ë ·ÂÁ Ì‡ˆËÓ Ì‡Î ÌÓ-ÒÔÓ ÚÂÌ ÔÂ ÒÚËÊ, Ò‡ ‡Á ÔÓÁ Ì‡ ÚË Í‡ÚÓ ÏÓ˘ÂÌ ‚Î‡ ÒÚÓ ‚Ë
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But even the acts of commercial charity did not exclude, along with their main meaning,
their additional meaning: although this was not their purpose, they demonstrated that the
municipal and state authorities were not doing their job. For example, Sofia's public gar-
dens were repaired and renovated by various private companies and banks which, of
course, used this act of charity to promote themselves. Thus, the sign “Renovated by…”
appeared on benches, children's slides and climbing towers, tree trunks and memorial
plates – entirely fair signs naming the sponsor and indirectly suggesting to taxpayers that
the municipal authorities did not have money for that for which they ought to have.
Another example: many pavements in Sofia are still repaired “piecemeal” by companies
which want to mend, entirely reasonably, “their stretch”, i.e. the slabs directly in front of
their shop, restaurant, etc. The effect is a pavement that is not only zebra-like but also at
different levels – reminding Sofianites who trip on it to “send their greetings” to their
beloved local government for a successive time. Also zebra-like were many apartment
buildings that were faced partly – by the owners who could afford it – with insulation
materials. By them the casual observer could read what the financial status of the build-
ing's various residents was, and how over the years people indeed managed to save
some money and the facades slowly became evenly coloured.

* * *
What happened to public buildings, symbols and places also happened to public figures.
The faces and voices of the transition, the heroes of rallies and demonstrations who want-
ed to consign communism to history with a “blue” kick, were themselves consigned to his-
tory – ousted by new TV faces and stars on the media market. The images of the demo-
cratic agora were imperceptibly replaced by those of the visual market of sights and
faces. In the new context, what was sold on the media market was overall personal charis-
ma – not principled, left or right political positions42. That is why it was not just the con-
stantly visible journalists and media stars who scored visual rating points – so did politi-
cians, who increasingly imitated the media stars. They wanted less to represent their elec-
torates than to themselves be represented and shown as TV faces. The difference
between political presence, political PR and television advertising disappeared and, with it,
so did the difference between public and commercial behaviour (the market, including the
advertising market, is a space of the private par excellence, as we know from Habermas).
The visual rating of politicians became much more important than their political mes-
sages: politicians were increasingly “watched” on television, and not “listened to”; every-
thing that was not visible (on television) lost meaning, and even the circulation rates of the
dailies fell drastically. This turned politics from a publicly visible occupation involving
power, missions and benefits, into a media show: it is no coincidence that in the last two
years two big TV stars (Volen Siderov from Television Skat and Boyko Borissov43, the dar-
ling of all other televisions) have become, not without the support of the TV electorate,
important political figures; it is no coincidence that football stars began playing with poli-
tics (Hristo Stoichkov with chequered success, and Yordan Lechkov44, whose success or
failure is yet to be seen); it is no coincidence that some popular television “faces” (for
example, Slavi Trifonov or Niki Kunchev) have multiplied on the billboard-decors of all for-
mer public places in the city-screen. Famous in the recent past public figures, actors, TV
journalists became commercial promotional faces or TV game hosts (Tatyana Lolova,
Todor Kolev, Ivan Garelov), while chalga singers (Azis) became promotional faces of politi-
cal campaigns – this was only part of the mutual convertibility between commercial, public
and political visibility, an erasure of the differences between them. The same anonymous
mechanism drastically cut the time of TV current-affairs programmes while increasing that
of shows, competitions and commercials, and some programmes underwent transforma-
tions unthinkable a few years ago (a discussion programme hosted by a prominent Sofia
journalist was transformed into a TV gambling game and she continued hosting it – now in
vintage show-style). In addition to the huge number of TV games, entertainment and talk
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ÔÓÚÂÌ ̂ Ë‡Î ÓÚ ÓÔÂ ‰Â ÎÂ ÌË ÎËˆ‡ ÓÚ ·Ë‚ ̄ Ë ÚÂ Ú‡ÈÌË ÒÎÛÊ ·Ë – Ë ·˙ÁÓ Ó„‡ ÌË ÁË ‡ ÌË ‚
‰‚Â ˜‡ÒÚ ÌË ‡ÏËË, ÔÓ ˜ËÒÎÂ ÌÓÒÚ Ì‡‰ ÒÍ‡ ̃ ‡ ̆ Ë Ò‚Ë ‚‡ ̆ ‡ Ú‡ ÒÂ ÓÙË ̂ Ë‡Î Ì‡ ·˙Î „‡ ÒÍ‡
‚ÓÈ ÒÍ‡: Â‰Ì‡ Ú‡ Ì‡ ÔÂ ÒÚ˙Ô ÌÓÒÚ Ú‡, ‰Û „‡ Ú‡ – Ì‡ ˜‡ÒÚ ÌË ÚÂ Óı‡ ÌË ÚÂ ÎË. í˙ÍÏÓ ÚÂÁË ÌÓ‚Ë
‡ÏËË Ì‡ ÔË ‚‡ ÚË ÁË ‡ ÌÓ Ì‡ÒË ÎËÂ (‚˙ıÛ ÍÓÂÚÓ ‰˙ Ê‡ ‚‡ Ú‡ ·Â¯Â Á‡„Û ·Ë Î‡ ÏÓÌÓ ÔÓÎ)
ËÁÎflÁ Óı‡ ÓÚ ÒflÌ Í‡ Ú‡ Ë Á‡‚ Î‡ ‰fl ı‡ ÔÛ·ÎË˜ Ì‡ Ú‡ ÒˆÂÌ‡: ÚÂ ‚ËÁÛ‡ ÎË ÁË ‡ ı‡ ÙËÁË ̃ Â ÒÍ‡ Ú‡
‡„Â ÒËfl. èÂÁ ÒÂ‰ ÏË ̂ ‡ ÔÓ ÛÎË ̂ ‡ Ú‡ Ì‡ „‡‰‡ ÒÂ ËÁ‚˙¯ ‚‡ ı‡ ‰ÂÏÓÌ ÒÚ‡ ÚË‚ ÌË Û·ËÈ -
ÒÚ‚‡, ‚ÍÎ˛ ̃ Ë ÚÂÎ ÌÓ ÔÓÒÂ‰ ·flÎ ‰ÂÌ, ÔÂ‰ Ó˜ËÚÂ Ì‡ ‰Âˆ‡ Ë ÔÓ‰‡ ÒÚ‚‡ ̆ Ë. íÂ ÒflÍ‡¯
ËÒÍ‡ ı‡ ‰‡ ÒÂ ÔÓ‰Ë „‡flÚ Ì‡ ÚÂÎÂ ‚Ë ÁËÓÌ ÌË ÚÂ ËÁfl‚ ÎÂ ÌËfl Ì‡ Ì‡˜‡Î ÌË Í‡ Ì‡ ÔÓÎË ̂ Ëfl Ú‡ Ë
ÏËÌË ÒÚ˙ ‡ Ì‡ ‚˙Ú Â¯ ÌË ÚÂ ‡·Ó ÚË, Û·ÂÊ ‰‡ ‚‡ ̆ Ë ÁË ÚÂ ÎË ÚÂ, ˜Â ÔÂ ÒÚ˙Ô ÌÓÒÚ Ú‡ Â Ó‚Î‡ -
‰fl Ì‡: Ó˘Â ‰ÓÍ‡ ÚÓ „Ó‚Ó Â ı‡, ÂÚÓ, ‚ËÊ!, ·‡Ì‰Ë ÒÂ ·ËÂı‡ Ë ÒÚÂ Îfl ı‡ ÔÓ ÛÎË ̂ Ë ÚÂ, ÚÓ ̄ ‡ -
ı‡ ‰ËÒÍÓ ÚÂ ÍË, ËÁ‚˙¯ ‚‡ ı‡ Ì‡Í‡ Á‡ ÚÂÎ ÌË ‡ÍˆËË, ÔÂ ·Ë ‚‡ ı‡ Á‡ ÒÔÎ‡¯ ‚‡ ÌÂ ÌÂ‚ËÌ ÌË Ò‚Ë -
‰Â ÚÂ ÎË Ë Ó˜Â ‚Ë‰ ̂ Ë. í.Â. ÌÂ ÔÓ ÒÚÓ ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓ, ‡ Ë ÒËÏ ‚ÓÎ ÌÓ Ì‡ÒË ÎËÂ, Ë ÚÓ Ò˙‚ÒÂÏ
ˆÂÎÂ Ì‡ ÒÓ ̃ Â ÌÓ Ú˙ ÒÂ ̆ Ó ‰‡ ÒÂ ÒÎÛ˜Ë ÔÂÁ ÂÊË Ï‡ Ì‡ ‡„Â ÒË‚ Ì‡ Ú‡, ‚ÒÂ Ó· ̆ Ó ‚‡ ÎË‰ Ì‡
‚Ë‰Ë ÏÓÒÚ. èÂ ÒÚ˙Ô ÌÓÒÚ Ú‡ ÌÂ ÒÂ ËÁÓ ÎË ‡ ̄ Â ‚ ÒÔÂ ̂ Ë‡Î ÌË, Ï‡ÙË ÓÚ ÒÍË Í‚‡ Ú‡ ÎË Ì‡
„‡‰‡, ‡ Ò˙ÁÌ‡ ÚÂÎ ÌÓ Ï‡ ÍË ‡ ̄ Â Ò ‚ÔÂ˜‡ÚÎfl‚‡˘Ë ‡ÍˆËË Ë ·Ó„‡ ÚË ÚÂ, Ë ÔÂ ÒÚËÊ ÌË ÚÂ, Ë
‚ÒÂ ÍË‰ ÌÂ‚ ÌË ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡ Ì‡ „‡‰‡ (·Â¯Â Ú˙„ Ì‡Î ÒÓÙËÈ ÒÍË Î‡Ù, ˜Â Í‚‡ Ú‡Î
◊ëÚÂÎ ·Ë ̆ Â“ ÓÔ‡ ‚‰‡ ‚‡ ËÏÂÚÓ ÒË). ä‡ÚÓ ËÁÍÎ˛ ̃ ËÏ Ì‡È-‚ËÒ ̄ Ëfl ÏÓÁ˙ ̃ ÂÌ Ú˙ÒÚ Ì‡
ÍË ÏË Ì‡Î ÌÓÒÚ Ú‡, ÍÓÈÚÓ Â Á‡‰˙Î ÊË ÚÂÎ ÌÓ ÌÂ‚Ë ‰ËÏ, ‚ÒË˜ ÍË ÍË ÏË Ì‡Î ÌË ·ÓÒÓ ‚Â ◊ÓÚ
ÒÂ‰ Ì‡ ˙Í‡“ Ú˙ ÒÂ ı‡ ÚÂ‡Ú‡Î ÌË ÒËÏ ‚Ó ÎË Ì‡ Ò‚Ófl Ú‡ ·ÂÁÓ „ÎÂ ‰Ì‡ ‚Î‡ÒÚ. Ñ‚Ë ÊÂ ı‡ ÒÂ Ò
ÌÂÏË ÒÎË ÏÓ ÒÍ˙ÔË ÎËÏÛ ÁË ÌË, Ò Ó„ÓÏ ÌË Ú˙ÎÔË ÓÚ ÚÂÎÓı ‡ ÌË ÚÂ ÎË, ÔË ÚÂ Ê‡ ‚‡ ı‡ Ë Ó·Ë -
Ú‡ ‚‡ ı‡ ÒÍ˙ÔË ıÓÚÂ ÎË, Á‡‚Â ‰Â ÌËfl, ·‡Ó ‚Â, ‰ËÒÍÓ ÚÂ ÍË Ì‡ ˆÂÌ Ú‡Î ÌË ÒÓÙËÈ ÒÍË ÏÂÒÚ‡,
ÒÎ‡ „‡ı‡ ËÏ ‡„Â ÒË‚ ÌË ËÏÂÌ‡ Ë ÂÏ·ÎÂ ÏË, ·flı‡ Â‰ÌÓ ‚Î‡ÒÚ ÌË ÙÂÓ ‰‡ ÎË ‚ ÚÂÁË ‚Î‡ ‰Â ÌËfl,
‰Ó ÍÓËÚÓ ÌÂ ‰ÓÒÚË „‡ ̄ Â ÌËÍ‡Í ̇ ‚ ÔÓÎË ̂ ÂÈ ÒÍË ÍÓÌÚ ÓÎ.

èÓ ÛÎËˆË Ë Í¸Ó ̄ Â Ú‡, ‚ Í‡ÙÂ ÌÂ Ú‡ Ë Á‡‚Â ‰Â ÌËfl ‚ËÁÛ‡ ÎË ÁË ‡ ı‡ ÏÛÒÍÛ ÎË Ë Ó·ÂÏË ÔÓ-ÌËÁ -
¯Ë ÚÂ ËÁÔ˙Î ÌË ÚÂ ÎË – ◊·ÓˆË“ Ë ◊ÏÛÚË“. äÓ„‡ ÚÓ ÌÂ ‡Á ıÓÊ ‰‡ ı‡ ‡ÌˆÛ ÁË, Í‡‡ ı‡ Ò‚ÓË ÚÂ
Á‡Ô‡‰ ÌË ÍÓÎË Ò Ú˙ÏÌË ÒÚ˙ ÍÎ‡ (ÔË ÔÓÎÓ ÊÂ ÌËÂ, ˜Â Ú˙ÏÌË ÚÂ ÒÚ˙ ÍÎ‡ ·flı‡ Ó·ÂÍÚ Ì‡ ÒÔÂ -
ˆË‡Î Ì‡ Á‡· ‡ Ì‡ ÓÚ ÒÚ‡ Ì‡ Ì‡ Ô˙ÚÌ‡ Ú‡ ÔÓÎË ̂ Ëfl). á‡‰˙Î ÊË ÚÂÎ ÌËflÚ ÒÚËÎ Ì‡ ¯ÓÙË ‡ ÌÂ
·Â¯Â Ú‡Í˙‚, ˜Â, ËÁÚÎ‡ ÒÍ‡Ì, Ó·ËÍ ÌÓ ‚Â ÌËflÚ ¯ÓÙ¸Ó ·Â¯Â Á‡‰˙Î ÊÂÌ ‰‡ ËÏ Ô‡‚Ë Ô˙Ú
ÔÓ‰ Á‡ÔÎ‡ ı‡ Ú‡ ‰‡ ·˙‰Â ÔÂ ·ËÚ; Ô‡ ÍË ‡ ı‡ ÔÓ ÒÂ ‰‡ Ú‡ Ì‡ ÛÎË ̂ ‡ Ú‡, ÌÂ ÒÂ Ò˙Ó· ‡ Áfl ‚‡ -
ı‡ Ò˙Ò ÁÌ‡ˆË Á‡ ‰‚Ë ÊÂ ÌËÂ Ë Ó„‡ ÌË ̃ Â ÌËfl Ì‡ ÒÍÓ ÓÒÚ Ú‡. àÏ‡ı‡ Ë ‰Û„Ë ‚ËÁÛ‡Î ÌË,
ÌÓ‚Ó ·Ó „‡ Ú‡¯ ÍË ÒËÏ ‚Ó ÎË – Á‡‰˙Î ÊË ÚÂÎ ÌÓ Ï‡ ÍÓ ‚Ó ÒÔÓÚ ÌÓ Ó·ÎÂ ÍÎÓ, ˜ÂÌË Ó˜ËÎ‡,
ÚÂÊÍ‡ ÁÎ‡Ú Ì‡ ‚ÂË „‡ Ì‡ ‰Â·Â ÎËfl ‚‡Ú, ÏÓ·Ë ÙÓ ÌË (ÍÓ„‡ ÚÓ Ó˘Â ·flı‡ fl‰ ÍÓÒÚ). çÓ Ì‡È-
„Ó ‰ËflÚ ËÏ ÒËÏ ‚ÓÎ ·flı‡ ÒÓ· ÒÚ‚Â ÌË ÚÂ ËÏ, ÔÓÔÂ‚ Ú‡ Ò‡ ÎË ÚÂÎ‡ Ì‡ ÚÂÊÍÓ‡ÚÎÂ ÚË, ıÓ‰Â ̆ Ë
ÏÛÚ‡Ì ÚË, ‡Á Ì‡ Òfl ̆ Ë ÌÂÏË ÒÎË ÏË ÏÛÒÍÛ ÎË, ‚‡ ÚÓ ‚Â Ë ¯ÍÂÏ ·Â Ú‡ ËÁ ÒÓÙËÈ ÒÍË ÚÂ ÛÎËˆË.
íÓÁË ÚÂÎÂÒ ÌÓ-‡„Â ÒË ‚ÂÌ ÒÚËÎ Ì‡ ÔÓ‚Â ‰Â ÌËÂ ÒÂ Ì‡‚Ë ‡ ̄ Â ‚ Ó˜ËÚÂ Ì‡ Ó·ËÍ ÌÓ ‚Â ÌÓ ÚÓ
Ì‡ÒÂ ÎÂ ÌËÂ, Á‡˘Ó ÚÓ Úfl· ‚‡ ̄ Â ‰‡ ÒÔÂ ̃ Â ÎË ÔÂ ÒÚËÊ, ‰‡ ÒÂ Á‡Í Â ÔË ‚ Ó·‡ Á‡ Ì‡ Â‰ËÌ -
ÒÚ‚Â ÌÓ ‚˙ÁÏÓ ÊÂÌ ÏÓ‰ÂÎ Á‡ Í‡ËÂ ‡ Ë ÛÒÔÂı, ‰‡ Ì‡Í‡ ‡ ‰Û „Ë ÚÂ ‰‡ ÒÂ ˜Û‚ ÒÚ‚‡Ú – ‰‡
ÛÔÓ ÚÂ ·ËÏ Â‰ËÌ ËÁ‡Á Ì‡ Ò‡ÏË ÚÂ ÏÛÚË – ◊·ÓÍÎÛ ̂ Ë“. ÇÔÓ ̃ ÂÏ, ÚÓ‚‡ ÒÂ ÒÎÛ˜Ë ‚ ÏÌÓ„Ó
ÓÚÌÓ ̄ Â ÌËfl. è˙ ‚Ó  – ˜Â ÒÂ ÔÂ ‚˙ Ì‡ ‚ ÒÓˆË‡ ÎË Á‡ ̂ ËÓ ÌÂÌ ÏÓ‰ÂÎ: Ù‡Î‡Ì „‡ Ú‡ Ì‡ ÒÓˆË‡ -
ÎË ÒÚË ̃ Â ÒÍË ÚÂ ÚÂÊ ÍÓ ‡Ú ÎÂ ÚË ÒÂ ÔÓÔ˙Î ‚‡ ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÓÚ Ò˙‚ÒÂÏ ÏÎ‡‰Ë ÏÓÏ ̃ Â Ú‡,
ÍÓËÚÓ „˙Î Ú‡Ú ‡Ì‡ ·Ó ÎË ̂ Ë, ÔÓÏ Ô‡Ú ·ËˆÂÔ ÒË Ë ÚË ̂ ÂÔ ÒË ‚˙‚ ÙËÚ ÌÂÒ-Á‡ÎË, ÌÓÒflÚ Ú˙ÌÍË
ÏÂÚ‡Î ÌË ‚ÂËÊ ÍË Ì‡ Á‡flÍ ‚‡ ̆ Ë ÚÂ ÒË ‚‡ ÚÓ ‚Â ‚ ÏÂ˜Ú‡ Ë ÚÂ ‰‡ ÒÚ‡ Ì‡Ú Â‰ËÌ ‰ÂÌ ‰Â·Â ÎË,
ÁÎ‡Ú ÌË Ë ÍË ÏË Ì‡Î ÌË. ÇÚÓ Ó  – ˜Â ÛÒÔfl ‰‡ ÒÂ ÔÂ ‚˙ ÌÂ Ë ‚ ÏÓ‰ÂÎ Ì‡ ÂÓ ÚË˜ ÌÓ ÔË‚ -
ÎË ̃ ‡ ÌÂ: ÏÎ‡ ‰Ë ÚÂ ÏÓÏË ̃ Â Ú‡ ‚ÌÂ Á‡Ô ÌÓ Ì‡ÏÂ Ë ı‡ Ó„ÓÏ ÌË ÚÂ ÏÓ˘ÌË ÚÂÎ‡ Á‡ ÏÌÓ„Ó
ÒÂÍÒË. éÙÓ ÏË ÒÂ ı‡‡Í ÚÂ ÂÌ Ï˙ÊÍÓ-ÊÂÌ ÒÍË ÒËÎÛ ÂÚ Ì‡ ÔÂ ıÓ ‰‡, ÍÓÈÚÓ ˜ÂÒÚÓ ÏÓÊÂ -
¯Â ‰‡ ·˙‰Â Á‡·Â Îfl Á‡Ì ‚ ÍÎÛ ·Ó ‚Â, ˜‡Î„‡-Á‡‚Â ‰Â ÌËfl Ë ÂÒÚÓ ‡Ì ÚË ‚ ëÓÙËfl: ÒÎË Á‡ ̆ ‡ ÓÚ
Ó„Ó ÏÂÌ Í‡ÚÓ Ú‡ÌÍ ˜ÂÂÌ ‰ÊËÔ ÏÎ‡‰‡ Ï‡ÌÂ ÍÂÌ Í‡, ÓÚ„ÎÂ ‰‡ Ì‡ ‚ ÍÎË ÌË ÍË Á‡ ÍÓÁ ÏÂ ÚË˜ Ì‡
ıËÛ „Ëfl Ë ÒÓÎ‡ ËÛ ÏË, ‡ ‰Ó ÌÂfl ◊·ÓÂˆ“ Ò ˜ÂÎÓ ÓÚ Ô˙ÒÚ Ë ÔÓÎÓ ‚Ë Ì‡, ‡ÌˆÛ„ Ë ¯ÍÂÏ ·Â.
É˙‚Í‡ ‚‡ Ë ‡ÌÓ ÂÍ ÒË˜ ÌÓ Í‡ ÒË ‚‡, Úfl ÍÓÍÂÚ ÌÓ ‚ËÂ ÔÓıÓ‰ Í‡ ‰Ó ÒÚ˙Ô ‚‡ ̆ Ëfl ÚÓ Ï‡ ‚Ó ÚÓÎ:
ÓÚ Ò‚Ófl ÒÚ‡ Ì‡, ‰ÓÍ‡ ÚÓ Ô‡‚Ë ‰‚Ë ÊÂ ÌËfl ÒflÍ‡¯ Ì‡ ‚˙Ó· ‡ Ê‡ ÂÏ ÚÂÔËı, ÚÓÈ ÒÌËÁ ıÓ ‰Ë -
ÚÂÎ ÌÓ π ÔÓÁ‚Ó Îfl ‚‡ ‰‡ „Ó ˆÂÎÛ ÌÂ ÌÂÊÌÓ ÔÓ ·ÛÁ‡ Ú‡ Ë fl ÔÎfl Ò‚‡ ÔÓ Á‡‰ÌË Í‡, ÔÂ‰Ë ‰‚‡ -
Ï‡ Ú‡ ‚Î˛ ·Â ÌÓ ‰‡ ‚Îfl Á‡Ú ‚ Ò˙ÓÚ ‚ÂÚ ÌËfl ÒÛÔÂ-ÍÎÛ·.
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shows that offer more for the eye than for the mind, there are show parodies of public
debates representing this fundamental civic genre as shrill out-talking and a comic verbal
clash (“Sblusuk”/“Clash” on bTV).

The Visible Criminal Aesthetics and Eroticism
In this context, another crisis similar to the crisis of the public sphere also hit the system
supposed to safeguard the city's security: the police and the judicial system. And, pre-
dictably, this brought crime out of the twilight zone and made it a spectacular, sensation-
seeking visibility.

The reasons for that go back to Bulgaria's and Sofia's socialist history. Today sociological
surveys show that in the 1970s and 1980s Bulgaria's sports schools produced approxi-
mately sixty or seventy thousand heavy athletes (mostly nationally-emblematic wrestlers,
but also boxers, weightlifters, judoists, karate players, rowers and others) who lived even
back then a peculiar, secluded, isolated and excessively hierarchised clan-like life as if in
training for the future gangs – wholly dependent on their coaches and developing an
excessive loyalty, bordering on self-sacrifice, to the figure of the “boss”45. After the
changes the former athletes, who suddenly lost their jobs and their national athletic pres-
tige, were recognised as a strong potential power by particular persons from the former
secret services – and were quickly organised into two private armies which outnumbered
the diminishing official Bulgarian army: one of crime and the other of private security
guards. It is precisely these new armies of privatised violence (on which the State had lost
its monopoly) that crawled out of the shadows and took over the public stage: they visu-
alised physical aggression.

Every other week saw execution-style killings in the streets of the city, including in broad
daylight, before the eyes of children and teenagers. It was as if they wanted to make fun
of the TV statements by the chief of police and the interior minister who were trying to per-
suade viewers that crime had been brought under control: even as they spoke gangs
fought and shot each other in the streets, smashed up discotheques, conducted punitive
operations, beat up innocent bystanders and witnesses to intimidate them. In other words,
this was not merely functional but also symbolic violence which, moreover, deliberately
strove to occur in a regime of aggressive, universally valid visibility. Crime did not isolate
itself in special, criminal areas of the city but consciously marked, through spectacular
operations, also the affluent, prestigious and everyday spaces of the city (as people in
Sofia joked, the Strelbishte [Shooting Ground] Quarter was living up to its name). With the
exception of the top masterminds of crime, who are always invisible, all “middle-level”
crime bosses sought theatrical symbols of their indiscriminate power. They moved around
in inconceivably expensive limousines, with huge crowds of bodyguards, they owned and
inhabited expensive hotels, restaurants, bars, clubs and discos in central Sofia, they gave
them aggressive names and emblems, they were authoritarian feudal lords in these fiefs
that were totally beyond police control.

In streets and corners, in cafés and clubs, the lower-ranking order-takers – “wrestlers”
and mutri – visualised and flexed muscles and bodies. When they did not strut around
dressed in their tracksuits, they drove their western cars with tinted glass windows (even
though tinted glass was expressly prohibited by the traffic police). Their obligatory style
of driving was such that ordinary drivers were forced to give them right of way under
threat of being beaten up; they would park in the middle of the road, and ignore all traf-
fic signs and speed limits. They had other visual, nouveau-riche symbols as well: obliga-
tory designer-made casual dress, sunglasses, a heavy gold chain around the thick
neck, mobile phones (which were still rare at the time). But their proudest symbol were
their own, somewhat over-ripe bodies of heavy athletes, walking mutants parading
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çÓ Ó„‡ ÌË ÁË ‡ Ì‡ Ú‡ ÔÂ ÒÚ˙Ô ÌÓÒÚ ËÏ‡¯Â Â‰ËÌ Ó·‡Á, ‰‡ÎÂ˜ ÔÓ-ÒËÎÂÌ ÓÚ ÂÓ ÚË ̃ Â ÒÍËfl.
ÄÍÓ ÔÓÒÎÂ‰ ÌËflÚ ÒÂ ÒÚÂ ÏÂ ̄ Â Í˙Ï ◊ÌÓ Ï‡ ÎË Á‡ ̂ Ëfl“ Ë ÔÂ‚ ˙ ̆ ‡ ÌÂ ‚ Ó·˘‡ ÚÂÎÂÒ Ì‡
ÂÒÚÂ ÚË Í‡, Ó·ı‚‡ ̆ ‡ ̆ ‡ Ë Â‰Ó ‚Ó ÚÓ Ì‡ÒÂ ÎÂ ÌËÂ, ÚÓÁË Úfl· ‚‡ ̄ Â ‰‡ ·˙‰Â ËÁ‚˙Ì Â ‰ÂÌ Ë
¯ÓÍÓ‚. à ‡Á ·Ë ‡ ÒÂ ‚Ë‰ËÏ, Ò‚˙ı-‚Ë‰ËÏ – ÙÓÍÛ ÒË ‡˘ ‚ÒË˜ ÍË ÛÊ‡ ÒÂ ÌË ÔÓ„ÎÂ ‰Ë.
ëÚ‡‚‡ ‰ÛÏ‡ Á‡ ÔÓ˙ ̃ ÍÓ ‚Ë ÚÂ Û·ËÈ ÒÚ‚‡. ë‡ÏÓ ÒÎÂ‰ 2000 „. ÒÂ ÒÎÛ ̃ Ë ı‡ 155 ÓÚ Úflı – ÚÂ
ÒÎÛ ̃ ‡È ÌÓ ÌÓÒÂ ı‡ ËÏÂÚÓ ◊ÔÓÍ‡Á ÌË“42. óÂÁ Úflı ‚Î‡ÒÚ Ú‡ Ì‡ Ó„‡ ÌË ÁË ‡ Ì‡ Ú‡ ÔÂ ÒÚ˙Ô -
ÌÓÒÚ ËÁ·Ë ‡ ̄ Â ÂÊËÏ Ì‡ ‰ÂÏÓÌ ÒÚ‡ ̂ Ëfl, ‚ÏÂ ÒÚÓ Ó·Ë ̃ ‡È ÌËfl ÒË ÂÊËÏ Ì‡ ÒÍË ‚‡ ÌÂ,
Ú˙ÏÌË Ì‡, ÌÂ‚Ë ‰Ë ÏÓÒÚ. íÂ ÒÂ ÒÎÛ˜ ‚‡ ı‡ ‚ ‡ÁÌË ˜‡ÒÚË Ì‡ ëÓÙËfl, ·ÂÁ flÒÌ‡ „ÂÓ „‡ ÙËfl Ë
ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌÓ ‡Á ÔÂ ‰ÂÎ ÂÌËÂ.

í.Â. ÔÓ ÚË‚ ÌÓ Ì‡ ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ Ú‡ ‚Î‡ÒÚ, ÓÌÓ‚‡, ÍÓÂÚÓ ÔÓ ‰ÂÙË ÌË ̂ Ëfl Úfl· ‚‡ ‰‡ ·˙‰Â
‚ ÒflÌÍ‡ – ÔÂ ÒÚ˙Ô ÌÓÒÚ Ú‡ – ËÁÎ˙ ̃ Ë ‚ ÒÓÙËÈ ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÒÓ· ÒÚ‚Â ÌË ‚ËÁÛ‡Î ÌË
ÒËÏ ‚Ó ÎË, Ì‡ÎÓ ÊË ÒÍ‡Ì ‰‡Î Ì‡ Ú‡ ËÏ ‚Ë‰Ë ÏÓÒÚ. à ÛÒÔfl ÔÓÌÂ Á‡ ËÁ‚ÂÒÚ ÌÓ ‚ÂÏÂ ‰‡ „Ë
Ì‡ÎÓ ÊË Í‡ÚÓ ÚÂÎÂÒ ÌË, ÒÓˆË‡Î ÌÓ-ÔÂ ÒÚËÊ ÌË, ÒÓˆË‡ ÎË Á‡ ̂ ËÓÌ ÌË Ë ÂÓ ÚË˜ ÌË ÏÓ‰Â ÎË.
äÓÎ ÍÓ ÚÓ Ë ÌÂÔË flÚ ÌÓ ‰‡ Á‚Û˜Ë, ÚÓ‚‡ ‚Ò˙ ̆ ÌÓÒÚ ·Â¯Â Ò‡ÏÓ Ó·‡Ú Ì‡ Ú‡ ÒÚ‡ Ì‡ Ì‡ Â‰Ì‡
‰Û„‡ ‚Ë‰Ë ÏÓÒÚ – Ú‡ÁË Ì‡ ·ÓÎÂÒÚ Ú‡, ·Â‰ ÌÓ Ú‡ Ú‡, ÒÚ‡ ÓÒÚ Ú‡, ·ÂÁ Ì‡ ‰ÂÊ ‰ÌÓÒÚ Ú‡. ä‡ÍÚÓ
ÒÔÓ ÏÂ Ì‡ı ÔÓ-„ÓÂ, ˆÂÌ Ú‡ ÎË ÁË ‡ ÌËflÚ ÏÓ‰Â ÂÌ ÔÓÎËÒ ËÏ‡ Ò‚ÓË ÚÂ ÚÂı ÌË ÍË Ì‡ ËÌÚÂ ÌË -
‡ ÌÂ Ì‡ ÔÓ‰Ó· ÌË ÙÂÌÓ ÏÂ ÌË ÓÚ‚˙‰ ˜Â Ú‡ Ú‡ Ì‡ ‚Ë‰Ë ÏÓÒÚ Ú‡. Ä ‚ ëÓÙËfl, ÓÒ‚ÂÌ ·ÓˆË,
ÏÛÚË Ë ÔÓ ÒÚË ÚÛÚ ÍË, ‚ÌÂ Á‡Ô ÌÓ ÒÂ ·flı‡ ÔÓfl‚Ë ÎË ·ÂÁ ‰ÓÏ ÌË ̂ Ë, ÔÓ Òfl ̂ Ë, ÒÚ‡Ë ıÓ‡,
ÍÓËÚÓ ·˙ Í‡ ı‡ ÔÓ ÍÓÙË ÚÂ, ÍÎÓ ̄ ‡ Ë, Ò‡Í‡ ÚË, Ò‡ÏÓÚ ÌË ‰Â˜Ë ̂ ‡, ‰Ë¯‡ ̆ Ë ÎÂÔË ÎÓ, ÏÎ‡‰Ë
Ì‡ ÍÓ Ï‡ ÌË, ÍÓËÚÓ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍ‡ Ú‡ ÒÚÓ ÎË ̂ ‡ ·Â¯Â Ó·fl ‚Ë Î‡ Á‡ ÌÂÒ˙ ̆ Â ÒÚ‚Û ‚‡ ̆ Ë. á‡
‡Á ÎË Í‡ ÓÚ Ú‡ÁË Ì‡ ·Ó ̂ Ë ÚÂ, Úflı Ì‡ Ú‡ ‚Ë‰Ë ÏÓÒÚ ÌÂ ·Â¯Â ÔÓ ‰ÛÍ ÚË‚ Ì‡, ÚÂ ÌflÏ‡ ı‡
ÌËÍ‡Í ̇ ‚ ¯‡ÌÒ ‰‡ ÔÓ ËÁ ‚Â ‰‡Ú Í‡Í ‚Ë ÚÓ Ë ‰‡ Â ÒËÏ ‚Ó ÎË Ë ÒÓˆË‡Î ÌË ÏÓ‰Â ÎË.

çÓ Á‡‚˙ ̆ ‡ ÌÂ ÚÓ Ì‡ ËÁÚÎ‡ ÒÍ‡ ÌÓ ÚÓ ÓÚ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍËfl „‡‰, ÌÂ„Ó ‚‡ Ú‡ Ì‡Ú ‡Ô ̃ Ë ‚‡
‚ÒÂ-Ì‡·Î˛ ‰‡ Â ÏÓÒÚ (Í‡ÍÚÓ Ú‡ÁË Ì‡ Ì‡ÒË ÎËÂ ÚÓ, Ú‡Í‡ Ë Ú‡ÁË Ì‡ ·ÓÎÂÒÚ Ú‡, ÒÎ‡ ·ÓÒÚ Ú‡ Ë
ÔÂË ÙÂ ÌÓÒÚ Ú‡), „Ó‚Ó Â ̄ Â Á‡ ÌÂ˘Ó ÔÓ-Ó·˘Ó: Á‡ ‰Ó·Ó ËÎË Á‡ ÎÓ¯Ó, ëÓÙËfl Ì‡ ÔÂ ıÓ -
‰‡ ÌÂ Â ‚ Ò˙ÒÚÓfl ÌËÂ ‰‡ ÍÓÌ Ó ÎË ‡ ÔÓ ÏÓ‰Â ÂÌ, Ô‡Ì-ÓÔÚË ̃ Â ÒÍË Ì‡˜ËÌ Ò‚ÓË ÚÂ Ï‡ „Ë Ì‡ -
ÎËË. çËÚÓ ÛÒÔfl ‚‡ ̄ Â ‰‡ „Ë ÍËÂ Á‡‰ ÒÓ· ÒÚ‚Â ÌË ÚÂ ËÏ ÙÓ·ËÈ ÌË ‰‚ÓÈ ÌË ̂ Ë: Â‡Î ÌÓ ÒÚË ÚÂ
ÔÓ ·Ë ‚‡ ı‡ „‡‰ÒÍËfl ÂÍ‡Ì ÓÚ Ù‡Ì Ú‡Á ÏË Ë ÒËÏÛ Î‡ ÍÛ ÏË. í‡Í‡ ÚÓÁË „‡‰ ÒÂ ÓÍ‡Á‡ ÌÂ ‚
Ò˙ÒÚÓfl ÌËÂ, ‡ÍÓ ÛÔÓ ÚÂ ·ËÏ ËÁ‡ Á‡ Ì‡ ÑÂÎ¸ÓÁ, ‰‡ Ì‡Î‡ „‡... ÓÔÂ ‰Â ÎÂ ÌÓ ÔÓ‚Â ‰Â ÌËÂ ̃ ÂÁ
ÔÓ‰‡Á ‰Â Îfl ÌÂ ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ. É‡‰, ÍÓÈÚÓ ÌÂ Â ‚ Ò˙ÒÚÓfl ÌËÂ ‰‡ ËÁÔÓÎ Á‚‡ Ì‡È-
Ò˙˘Â ÒÚ‚Â ÌËfl ÒË ËÌÒÚÛ ÏÂÌÚ – ÔÓ ÒÚ‡Ì ÒÚ‚Â Ì‡Ú‡ ÔÓÎË ÚË Í‡, Ò ÍÓflÚÓ ÏÂÒÚË ıÓ‡ Ë ËÏ
Ì‡Î‡ „‡ ÔÓ‚Â ‰Â ÌËfl.

ÉÎÓ ·‡Î ÌÓ, Ì‡ˆËÓ Ì‡Î ÌÓ, Ï‡ı ÎÂÌ ÒÍÓ
Å˙Î „‡ ÒÍËflÚ ıÛ‰ÓÊ ÌËÍ Ë ËÁÒÎÂ ‰Ó ‚‡ ÚÂÎ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ÛÒÚ‡ ÌÓ ‚Ë43, ˜Â ‚ ÂÍÎ‡ -
ÏÌÓ ÓÚÌÓ ̄ Â ÌËÂ ‚Â ÚË Í‡ Î‡ Ú‡ Ì‡ „‡‰ ÒÍ‡ Ú‡ ÒÂ‰‡ Â ÒÚ‡ Ì‡ Î‡ ‡ÂÌ‡ Ì‡ ·Ó·‡ Ë ÔÓ -
ÒÚ‡Ì ÒÚ‚Â ÌÓ ÔÂ ‡Á ÔÂ ‰Â ÎÂ ÌËÂ Ì‡ ÚË ‡Á ÎË˜ ÌË ÒÓˆË‡Î ÌË ÂÒÚÂ ÚË ÍË. è˙ ‚‡ Ú‡ ÏÓÊÂ
‰‡ ·˙‰Â Ì‡Â ̃ Â Ì‡ Ï‡ı ÎÂÌ ÒÍ‡. ë˙ÒÚÓË ÒÂ ÓÚ Ò‡ÏÓ ‰ÂÎ ÌË, ËÒÛ ‚‡ ÌË Ì‡ ˙Í‡ ÂÍÎ‡ ÏË
Ì‡ ‰Â· ÌËfl Í‚‡ ÚÂ ÎÂÌ ·ËÁ ÌÂÒ, ÍÓÈÚÓ Ú˙ÒË Ò‚ÓË ÚÂ ÍÎË ÂÌ ÚË ÒÂ‰ Ò˙ÒÂ ‰Ë ÚÂ – „ÓÁ ÌË
Ú‡·Â ÎË Ò ‡Á ÍË ‚Â ÌË Ì‡‰ ÔË ÒË, ÒÎÛ ̃ ‡È ÌË ·ÂÎÂÊ ÍË Ò ÚÂÎÂ ÙÓÌ Á‡ ÓÚÍ˙Ò ‚‡ ÌÂ, ÍÒÂ Ó ÍÓ -
ÔË ‡ ÌË Ó·fl‚Ë, Ì‡‰ ÔË ÒË Ò ÚÂ·Â ̄ Ë Ì‡Ô‡ ‚Ó Ì‡ Ù‡Ò‡ ‰‡ Ú‡ Ì‡ Í˙˘‡ Ú‡. ífl ‚Î‡‰Â ÔÂË -
ÙÂ Ëfl Ú‡ Ì‡ „‡‰‡ Ë ÒÂ ‰‚ËÊË ÌËÒÍÓ ÔÓ ÚÂÂ Ì‡, Ì‡ ‡‚ ÌË ̆ Â ÚÓ Ì‡ Ó˜ËÚÂ Ì‡ Â‚ÂÌ ÚÛ ‡Î -
ÌËfl ÍÎË ÂÌÚ-ÔÂ¯Â ıÓ ‰Âˆ. àÏ‡ Ò‚Ófl ÔÓÎ˛ ÒÂÌ ÓÔÓ ÌÂÌÚ ‚ ÍÓ ÔÓ ‡ ÚË‚ Ì‡ Ú‡ ÂÍÎ‡ Ï‡
(Coca Cola, United Colors of Bennetton, Sony, Hugo Boss Ë Ú.Ì.), ÍÓflÚÓ ËÌÒÚ‡ ÎË ‡ Ò‚ÓË -
ÚÂ ÒÍ˙ÔÓ ÒÚÛ ‚‡ ̆ Ë ÁÌ‡ˆË Ë Ó„ÓÏ ÌË Ô‡Ì‡ Ì‡Ô‡ ‚Ó Ì‡ ÔÓÍË ‚Ë ÚÂ Ì‡ Ì‡È-ÒÍ˙ ÔË ÚÂ Ò„‡ -
‰Ë ‚ ˆÂÌ Ú˙ ‡: ı‡‡Í ÚÂ Ë ÁË ‡ ÒÂ Ò „ÎÓ ·‡ ÎÂÌ ‰ËÁ‡ÈÌ, ·ÎflÒ˙Í, ÔÂ ÒÚËÊ, ‚ËÒÓÍ ÔÓ ÙÂ ÒË -
ÓÌ‡ ÎËÁ˙Ï Ë ÔÓ ÒÚ‡Ì ÒÚ‚Â Ì‡ ‰ÓÏË Ì‡ ̂ Ëfl Ì‡‰ ‚ÒË˜ ÍË ÔÓ„ÎÂ ‰Ë.

ç‡È-‰Ó· ‡ Ú‡ Ì‡ıÓ‰ Í‡ Ì‡ ÅÓfl‰ ÊË Â‚ Ó·‡˜Â, ·flı‡ ÏÂÊ ‰ËÌ ÌË ÚÂ ÌË‚‡, Í˙‰Â ÚÓ ÒÂ ‡Á ÔÓ Î‡ -
„‡ı‡ ·ËÎ ·Ó ‰Ó ‚Â ÚÂ Ì‡ ÔÓ ıÓÊ ‰‡ ̆ Ëfl ·˙Î „‡ ÒÍË ·ËÁ ÌÂÒ, ÒÚ‡Ì ÌÓ ÒÏÂ Ò‚‡˘ „ÎÓ ·‡Î ÌË Ò
Ï‡ı ÎÂÌ ÒÍÓ-ÔÓÔÛ ÎËÒÚ ÍË ÔË ÈÓ ÏË – ÚÓÈ ÂÍÎ‡ ÏË ‡ ̄ Â ÔÓ ÙÂ ÒË ÓÌ‡Î ÌÓ-‰ËÁ‡È ÌÂ ÒÍË
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unthinkable muscles, necks and bellies
in the streets of Sofia. This bodily-
aggressive style of behaviour was
flouted before the eyes of ordinary
people as it was designed to win pres-
tige, to be visually represented as the
only possible model of a career and
success, to make the others feel – if
we use a term beloved of the mutri
themselves – “trash”. Incidentally, it
succeeded in many respects. The first
one was that it became a socialisation
model: the ranks of the socialist heavy
athletes are now being constantly filled
by boys who take anabolic steroids,
build biceps and triceps at the gym,
and wear thin metal chains around
their bulging necks, dreaming that one
day they, too, will become thick, gold
and criminal. The second one was that
it succeeded in becoming a model of
erotic attraction as well: girls suddenly
found huge athletic bodies very sexy. A
specific male-female silhouette of the
transition emerged, a silhouette that
could often be noticed in clubs, chalga
discos and restaurants in Sofia: a
young fashion model, the product of
cosmetic surgery clinics and solari-
ums, stepping out of a black jeep as
big as a tank, and next to her a
“wrestler” with a one-inch forehead,
tracksuit and beer belly. Pliant and

anorexically beautiful, she steps and sways flirtatiously alongside the trundling troll:
while making movements as if on an imaginary wrestling mat, he condescendingly
allows her to kiss him gently on the cheek, and slaps her bottom before the loving cou-
ple walk into the relevant super-club.

But organised crime had another image that was much more powerful than the erotic one.
If the latter aspired towards “normalisation” and became a common bodily aesthetic for
ordinary people as well, the image in question needed to be extraordinary and shocking.
And of course, visible, super-visible – focusing all terrified gazes. This image was that of
contract killings. Since 2000 alone, there have been 155 of them – it is not for nothing that
they have been defined as “execution-style” or “demonstrative”.46 Through them the power
of organised crime chose to operate in a regime of demonstration instead of in its usual
regime – of hiding, darkness, invisibility. They took place in different parts of Sofia, without
a clear geography and spatial distribution. In other words, what is supposed to be in the
dark by definition – crime – projected its own visual symbols in the space of Sofia, impos-
ing their scandalous visibility. And succeeded, for some time at least, in imposing them as
bodily, socially prestigious, socialisation and erotic models.

Unpleasant as it may sound, this was actually only the other side of another visibility – that
of sickness, poverty, old age, hopelessness. As noted above, the centralised modern polis
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Ó·ËÍ ÌÓ ‚Â ÌË ÚÂ Ô‡ÚË‡ ı‡Î ÌË ·Î‡„‡: fl‰ÂÌÂ, ÔËÂÌÂ Ë ·˙·Â ÌÂ. èÓ ÒÂ ‰‡ Ú‡ Ì‡ ÂÍÎ‡ ÏÌ‡ -
Ú‡ ÔÓ ÒÚ‡Ì ÒÚ‚Â Ì‡ ÈÂ‡ ıËfl ÒÂ Ì‡ÏÂ ÒÚ‚‡ ı‡ Ó·‡ ÁË Ì‡ Ó‰Ì‡ ‚Ó‰Í‡, ‡ÍËfl, Ì‡‰Â ÌË -
ˆË, ÏÓ·ËÎ ÌÓ ‰˙Ì-‰˙Ì (ÔÓ˜Û ÒÂ ÂÍÎ‡ Ï‡ Ú‡ Ì‡ Â‰ËÌ ÏÓ·Ë ÎÂÌ ÓÔ‡ ‡ ÚÓ ◊Ñ˙‡-·˙‡,
‰˙‡-·˙‡“ – „Ó‚Ó fl ‰‚‡ ˜‡Ò‡ ÔÓ‚Â ̃ Â!”).

íÛÍ Ú‚˙ ‰fl, ˜Â ÓÚÍË ÚËÂ ÚÓ Ì‡ ÅÓfl‰ ÊË Â‚ ÏÓÊÂ ‰‡ ÒÂ „ÂÌÂ ‡ ÎË ÁË ‡: ÚÓ ÓÔËÒ ‚‡ ÌÂ Ò‡ÏÓ
‚Â ÚË Í‡Î Ì‡ Ú‡, ÌÓ Ë ıÓË ÁÓÌ Ú‡Î Ì‡ Ú‡ ÚÓÔÓ „‡ ÙËfl Ì‡ Ó·‡ ÁË ÚÂ ‚ „‡‰‡ (ÔÓ ÔÓ‰Ó ·ÂÌ
Ì‡˜ËÌ, Í‡ÍÚÓ ‚Ë‰flı ÏÂ ÔÓ-„ÓÂ, ÒË ÍÓÌ Ú‡ ÒÚË ‡Ú ÔÎ‡ ÒÚÓ ‚Â Ë ÍÓÌ ̂ ÂÌ ÚË˜ ÌË Í˙ „Ó ‚Â ÓÚ
„ÎÓ ·‡Î ÌÓ, Ï‡ı ÎÂÌ ÒÍÓ Ë Ì‡ˆËÓ Ì‡Î ÌÓ), ‚ ÍÓÈÚÓ ÏËÁÂ ÌË Í‡ÙÂ ÌÂÌ ̂ ‡ Ò˙ÒÂ‰ ÒÚ‚‡Ú Ò
ÎÛÍÒÓÁ ÌË ÂÒÚÓ ‡Ì ÚË Ë ˜‡Î„‡-Á‡‚Â ‰Â ÌËfl, ‚Î‡ ‰Â ÌË ÓÚ ÍË ÏË Ì‡Î ÌË ·ÓÒÓ ‚Â.

íÓ ÏÓÊÂ ‰‡ ·˙‰Â ÔÓ ÒÎÂ ‰Â ÌÓ ÓÚ ÔÂ‰ Î‡ „‡ ÌË ÚÂ Í‡Ì‡ ÎË Ì‡ ·˙Î „‡ ÒÍË ÚÂ ÚÂÎÂ ‚Ë ÁËÓÌ ÌË
Í‡·ÂÎ-ÓÔÂ ‡ ÚÓ Ë, ÍÓËÚÓ ÓÒ‚ÂÌ ˜Â Ò‚˙ Á‚‡Ú ‚ÒflÍÓ ÒÓÙËÈ ÒÍÓ Ò˙ˆÂ Ò BBC, CNN Ë
Öuros port, ÏÛ ÔÂ‰ Î‡ „‡Ú Â‰ÓÏ ‰Ó Ì‡ˆËÓ Ì‡Î ÌËfl Ô˙‚Ë Í‡Ì‡Î ÌflÍÓÎ ÍÓ ˜‡Î„‡ Í‡Ì‡ ÎË (‚
ÍÓËÚÓ ‰ÓË ‚ÂÍÓ‚ ÌË Ì‡ˆËÓ Ì‡Î ÌÓ-ÔÛË ÒÚË˜ ÌË ˆÂÌ ÁÛ Ë Ò‡ ÓÚÔ‡‰ Ì‡ ÎË Ë Â ‚˙ÁÏÓÊ ÌÓ ‰‡
ÒÂ ÔÂÂ Ì‡... ◊·‡Î‡Ì ÒÍË“ – „˙ ̂ ÍË, Ò˙· ÒÍË, ÓÏ ÒÍË, ÚÛ ÒÍË...) Á‡Â‰ ÌÓ Ò ˜‡ÒÚ ÌË ÚÂÎÂ ‚Ë -
ÁËË, Í˙‰Â ÚÓ ÒÂ ‚Ëı flÚ ‚ÂÍÓ‚ ÌË ÔÂ ‰‡ ‚‡ ÌËfl Á‡ ◊ÒËÚÂ ·˙Î „‡ Ë Á‡Â‰ ÌÓ“, ◊ÒÎ‡ ‚‡ Ú‡ ·˙Î -
„‡ ÒÍ‡“, ◊ËÒÚÓ Ëfl Ú‡“, ◊Ô‡ÏÂÚ Ú‡“ Ë Ô. ë ËÁ‚ÂÒÚ Ì‡ ‰ÓÁ‡ ÍÓÏË ̃ Â ÒÍ‡ ıËÔÂ ·Ó Î‡ ÏÓÊÂ ‰‡
ÒÂ Ú‚˙ ‰Ë, ˜Â ‰ÓË ·˙Î „‡ ÒÍË ÚÂ ‚Ë‰Ë ÏË ÎËˆ‡ ÒÂ ‡Á ‰Â ÎË ı‡ Ì‡ ÚÓÁË ÔËÌ ̂ Ë ÔË – Â‚Ó-
ÍÓÏË Ò‡ Ë Ë ‰ÂÔÛ Ú‡ ÚË/flÓÒÚÌË Ì‡ˆËÓ Ì‡ ÎË ÒÚË Ë ˜‡Î„‡-ÔÓÔÛ ÎË ÒÚË.

Ä Ë ·ÂÁ ıËÔÂ ·Ó Î‡, ‚ ·ÛÍ‚‡Î ÌÓ ‚ËÁÛ‡ ÎÂÌ ÔÎ‡Ì, ÏÓÊÂ ı‡ ‰‡ ÒÂ ÔÓÒÓ ̃ ‡Ú ÚÓ˜ÍË ‚ ÒÓÙËÈ -
ÒÍÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, Í˙‰Â ÚÓ ÈÂ‡ ıË ̃ Â ÒÍÓ ÚÓ ‡Á ÔÎ‡ ÒÚfl ‚‡ ÌÂ Ì‡ ÂÒÚÂ ÚË ÍË ÚÂ ·Â¯Â
Ò·˙ Í‡ ÌÓ, ÔÓ ËÁ ‚ÂÊ ‰‡ ̄ Â ÔÓ‚Â ̃ Â ‚ËÁÛ‡Î ÌË ÍÓÌ ÙÎËÍ ÚË Ë ÍÓÏË ̃ Â ÒÍË ÂÙÂÍ ÚË, ÓÚÍÓÎ ÍÓ -
ÚÓ flÒÌÓ ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌÓ ‡Á ÔÂ ‰Â ÎÂ ÌËÂ Ì‡ ‚Ë‰Ë ÏË ÚÂ ÍÛÎÚÛ ÌË Ë ÒÓˆË‡Î ÌË ÔÎ‡ ÒÚÓ ‚Â.
ÇËÁÛ‡Î ÌË ÚÂ „‡ Ï‡ ÚË Í‡ Ë ÒÚË ÎË ÒÚË Í‡, ÓÔË Ò‡ ÌË ÓÚ ÅÓfl‰ ÊË Â‚, Ò‡ Ó·˘‡ ÚÂÌ ‰ÂÌ ̂ Ëfl, ÌÓ
„Â¯ ÍË ÚÂ ‚ ÌÂfl, ËÁÍÎ˛ ̃ Â ÌËfl Ú‡ Ë ÏËÍ ÒÓ ‚Â ÚÂ ·flı‡ Â‰‚‡ ÎË ÌÂ ÔÓ‚Â ̃ Â: ëÓÙËfl Ó˘Â ÌÂ
·Â¯Â Ì‡Û ̃ Ë Î‡ Ô‡ ‚ËÎ ÌÓ ÒÓ· ÒÚ‚Â ÌËfl ÒË ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌÓ-‚ËÁÛ‡ ÎÂÌ ÂÁËÍ – „ÎÓ ·‡Î ÌÓ,
Ì‡ˆËÓ Ì‡Î ÌÓ Ë Ï‡ı ÎÂÌ ÒÍÓ ÒÂ ÓÔÎË Ú‡ ı‡ ‚ ÚËÔË˜ ÌÓ ÏÂÒÚ ÌË Ô‡Ò ÚË ̄ Ë Ë ÌÂÊÂ Î‡ ÌË „‡‰ ÒÍË
Ò‡Ï ÓË Ó ÌËË.

ç‡ ÔÂ‰Ë Ó·ËÍ ÌÓ ‚Â ÌË ÓË ÂÌ Ú‡Î ÒÍË Í¸Ó ̄ Â Ú‡ ÒÂ ÔÓfl‚Ë ı‡ å‡Í‰ÓÌ‡Î‰Ò, äFC, 
‚ÒÂ ‚˙ ÁÏÓÊ ÌË Å˙ „˙-ÍËÌ „Ó ‚Â, Happy, Jimmie's, Pizza Hut Ë Ô., ÌÓ Ò Úflı Á‡ Ò˙˘Ë ÚÂ
ÏÂÒÚ‡ ÒÂ Ò˙ÒÚÂ Á‡ ‚‡ ı‡ ‚ÒÂ ‚˙ ÁÏÓÊ ÌË ·˙Î „‡ ÒÍË ‚ÂË „Ë Ò ÌÂ·˙Î „‡ ÒÍË ÔÂ ÚÂÌ ̂ ËË – Í‡ÚÓ
◊åËÒ ä‡ÔËÁ“, ·˙Î „‡ Ó-ËÚ‡  ÎË‡Ì ÒÍ‡ Ú‡ ◊å‡ÏÏ‡ ÏË‡“, ÒÂˆÂ ÒË ÓÌ ÌÓ ÚÓ ◊Before and After“,
ÚÂıÌÓ-‰ËÁ‡È ÌÂ ÒÍÓ ÚÓ ◊ì„Ó“, ÔÓÒÚ-ÏÓ‰Â ÌÓ-ÔÓÒÚ-ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍÓ ÚÓ ◊Check Point
Charlie“ ËÎË ÔÓ-Ì‡Ó‰ ÌÓ ÚÓ ◊ÑË‚‡ Í‡“ (ÔÓÒÎÂ‰ ÌÓ ÚÓ ÓÚ ÒËÏ Ô‡ ÚË˜ Ì‡ ÒÛ· ÍÛ ÎÚÛ Ì‡ ‰ÛÔÍ‡ ÒÂ
‡Á‚Ë ‚ ˆflÎ‡ ‚ÂË „‡, Ô˙‚Ó ‚ Ì‡ˆËÓ Ì‡Î ÌÓ-·ËÚÓ ‚‡ ÂÒÚÂ ÚË Í‡, ‡ ÔÓÒÎÂ – ‚ ÍÓÒÏÓ-ÂÒÚÂ ÚË -
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has its techniques of interning such phenomena beyond the line of visibility. Whereas in
addition to wrestlers, mutri and prostitutes, Sofia had suddenly filled with homeless peo-
ple, beggars, old people rummaging in garbage cans, tramps, cripples, abandoned chil-
dren sniffing glue, young drug addicts whom the socialist capital had declared to be non-
existent. Unlike that of the wrestlers, their visibility was not productive; they had no chance
whatsoever of producing any symbols or social models.

But the return of what had been outcast by the socialist city, its aggressive ubiquitous visi-
bility (as well as that of violence, of sickness, weakness and marginality), suggested some-
thing more general: for better or for worse, Sofia of the transition was incapable of control-
ling its outcasts in a modern, panoptic way. Nor did it succeed in hiding them behind their
own phobic doubles: the realities were penetrated by phantasms and simulacra. Thus,
Sofia proved incapable, if we use Deleuze's expression, of imposing a form of conduct by
distributing in space. It proved to be a city that was incapable of using its most important
tool – spatial policy by which it moves people and imposes forms of conduct on them.

Global, National, Local
Bulgarian artist and researcher Luchezar Boyadjiev has found47 that as regards advertis-
ing, the vertical of the urban environment has become the arena of a struggle and spatial
redistribution of three different social aesthetics. The first one may be defined as neigh-
bourhood aesthetics. It consists of crude, hand-made advertisements of small neighbour-
hood businesses seeking to attract clients from the neighbourhood: ugly plates with slop-
py lettering, random notices with phone numbers on tear-off strips, photocopied ads,
signs written in chalk on the front wall of houses. It dominates the periphery of the city and
moves low above the ground, at the eye level of the potential pedestrian-client.
Its polar opposite is corporate advertising (Coca-Cola, United Colors of Benetton, Sony,
Hugo Boss, etc.), which installs its expensive signs and giant panels on the roofs of the
poshest buildings in the city centre: it is characterised by global design, gloss, prestige,
high professionalism and spatial domination over all gazes.

Boyadjiev's best discovery, however, involved the middle levels where the fledgling
Bulgarian business displayed its billboards using a strange mixture of global and neigh-
bourhood-populist devices. It advertised in a professional-designer way the ordinary patri-
archal pleasures: eating, drinking and chatting. The middle of the spatial hierarchy of
advertising was occupied by images of Bulgarian vodka, rakiya, sausages, mobile chatter
(one popular advertisement of a mobile phone operator went as follows: “Chit-chat chit-
chat: I talk two hours more!”).

Here I claim that Boyadjiev's discovery can be generalised: it describes not only the verti-
cal but also the horizontal topography of the images of the city (as we have seen above,
different layers and concentric circles of the global, the neighbourhoodly and the national
contrast with one another in a similar way), in which seedy cafés are next door to luxury
restaurants and chalga clubs owned by gangland bosses.

It can be seen on the channels offered by Bulgarian cable TV operators, which not only
connect every Sofia heart to the BBC, CNN and Eurosport but also offer, along with
Channel 1 of Bulgarian National Television, several chalga-music channels (on which even
centuries-long national-purist bans are no longer existent and singers are allowed to sing
in “Balkanian” – in Greek, Serbian, Romany, Turkish…) as well as private televisions rife
with pompous programmes about “all the Bulgarians together”, “the glory of the
Bulgarians”, “history”, “memory” and the like. With a dose of comic hyperbole, one may
claim that even the Bulgarian visible faces divided by this principle: Euro-commissioners
and MPs/rabid nationalists and chalga-populists.
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Í‡ Ú‡ Ì‡ „ÎÓ ·‡ ÎËÁ Ï‡). èÓ˜ÚË ‚ Ò˙ÒÂ‰ ÒÚ‚Ó Ò ÍËÚ‡È ÒÍË, ËÌ‰ËÈ ÒÍË Ë ÚÛ ÒÍË ÂÒÚÓ ‡Ì ÚË,
˜‡ÈÌË Ë ÓË ÂÌ Ú‡Î ÒÍË Ò‡ÎÓ ÌË, ëÓÙËfl ‰‡‚‡ ̄ Â ÌË¯Ë Ë Ì‡ ÂÒÚÓ ‡Ì ÚË Ò „Ó‰Ë ËÎË ËÌÚËÏ -
ÌË ËÏÂÌ‡ ◊Å˙Î „‡ Ë“, ◊ëËÚÂ ·˙Î „‡ Ë Á‡Â‰ ÌÓ“, ◊Å‡È ÉÂÌ˜Ó“ Ë Ô. ÉÂÓ „‡ ÙËfl Ú‡ Ì‡ ËÏÂÌ‡ Ë
ÒÚË ÎÓ ‚Â ÒÂ ‰ÓÔ˙Î ‚‡ ̄ Â ÓÚ ÏÛÚÂÌ ÒÍË ËÎË ıÓÏÓ-‰ËÒÍÓ ÚÂ ÍË Ò ‡ÌÚË˜ ÌËÚÂ ◊çÂÔ ÚÛÌ“, ◊ëÔ‡ -
Ú‡Í“, ◊ÄflÍÒ“... ÑÓ ÔÓÛ ÚÂ ÌË Ù‡Ò‡ ‰Ë Ì‡ Ú‡ ‰Ë ̂ ËÓÌ ÌË ÒÚÓ ÎË˜ ÌË ÍÓÓÔ Â‡ ̂ ËË ‚ÌÂ Á‡Ô ÌÓ
‡Á Ú‚‡ fl ı‡ ‚‡ÚË Í‡ÁË Ì‡, ÏÂ˜ Ú‡ Â˘Ë Á‡ ã‡Ò ÇÂ„‡Ò, ‡ ÓÍÓÎÓ ‚‡ ÚË ÚÂ ËÏ, ‚ „ÎÓ ·‡Î Ì‡
·ÛÚ‡ ÙÓ Ëfl, ·‰Â¯Â Ì‡ ÒÚ‡ Ê‡ ˆflÎ ÒÔÂÍ Ú˙ ÓÚ ÍË˜ÓÁ ÌË ÒÚ‡ ÚÛË: ‰Â‚ ÌÓ-Â„Ë ÔÂÚ ÒÍË Ë ËÌ‰Û -
ÒÍË ·ÓÊÂ ÒÚ‚‡, „ÂÓË Ì‡ ◊ïËÎfl ‰‡ Ë Â‰Ì‡ ÌÓ˘“ Ë ËÏ ÒÍË „Î‡ ‰Ë ‡ÚÓ Ë – ÓÊË ‚Â ÎË ËÌÙ‡Ì -
ÚËÎ ÌË ÏÂ˜ÚË Ì‡ ·˙Î „‡ ÒÍËfl ÌÂÓ-Í‡ÔË Ú‡ ÎËÒÚ Á‡ ÎÛÍÒ, ÔÂ ÒÚËÊ Ë ·ÎflÒ˙Í.

ä‡ÍÚÓ Ò˙Ï ÔËÒ‡Î Ì‡ ‰Û„Ó ÏflÒÚÓ, ÍÓÏÂ ÒË ‡Î Ì‡ Ú‡ „‡ ÙÓÒ ÙÂ ‡ Ì‡ „‡‰‡ ÒÂ ÔÓ‰ ̃ Ë Ìfl ‚‡ -
¯Â Ì‡ ÏÌÓ„Ó ÒıÓ‰ ÌË ÔËÌ ̂ Ë ÔË – ÓÒÓ ·Â ÌÓ ˘Â ÒÂ ÓÚÌ‡ Òfl ‰Ó Ë„‡ Ú‡ Ì‡ ‚Î‡ÒÚ, ÔÂ ÒÚË ÊË
Ë ‚Ë‰Ë ÏÓÒÚ ÏÂÊ‰Û ÍËË ÎË ̂ ‡ Ú‡ Ë Î‡ÚË ÌË ̂ ‡ Ú‡. íÛÍ ˘Â Ó·Ó· ̆ fl: Î‡ÚË ÌË ̂ ‡ Ú‡ Ó˜Â ‚Ë‰ ÌÓ
Ë„‡ Â¯Â Ì‡ „ÎÓ ·‡ ÎÂÌ Ó·ÂÍÚ Ì‡ ÍÓÏÂ ÒË ‡Î ÌÓ ÚÓ ÊÂÎ‡ ÌËÂ, Ô‡Á‡ ÌÓ Úfl ·Â¯Â ÏÌÓ„Ó ÔÓ-
ÒÂÍÒË – ‡ÍÓ ËÒÍ‡¯ ÙË Ï‡ Ú‡ ÚË ‰‡ ÔË ‚Ë ÎË ̃ ‡ ÔÓ„ÎÂ ‰‡ Ë ‰‡ „‡ÎË ÛıÓÚÓ (‰ÓË ‡ÍÓ ÔÓ‰
ÌÂfl ÒÂ Ï˙‰Ë ÒÍÓÏ ÌÓ Í‚‡ Ú‡Î ÌÓ Ï‡„‡ ÁËÌ ̃ Â, Í˙˜ ÏË˜ Í‡ ËÎË ÙËÁ¸  Ó ÒÍË Ò‡ÎÓÌ),
Úfl· ‚‡ ‰‡ ÒÂ Í‡Á‚‡ Ò ËÏÂ, Ì‡ÔÓÏ Ìfl ̆ Ó ËÏ‡ „Ë ÌÂ ÌËfl á‡Ô‡‰ – ◊Lady“, ◊Prestige“, ◊Elite“,
Queen's Club, ◊C‡ÎÓÌ Á‡ Í‡ ÒÓ Ú‡ FASHION“. äËË ÎË ̂ ‡ Ú‡ ÓÚ Ò‚Ófl ÒÚ‡ Ì‡ ·Â¯Â ÔÓÁ‡ „Û -
·Ë Î‡ ‡Û‡ Ú‡ ÒË Ì‡ ÔË ‚Ë ÎÂ „Ë Ó ‚‡ Ì‡ „‡ ÙË ̃ Â ÒÍ‡ ÒËÒÚÂ Ï‡, Ì‡ˆËÓ ̂ ÂÌ ÚË˜ ÌÓ Ò‚˙ Á‡ Ì‡
Ò ◊Ó‰Ì‡ Â˜, ÓÏ‡È Ì‡, ÒÎ‡‰ Í‡“. èÓ ÙËÏË, ÎÓ„‡, Ó·fl‚Ë, Ú‡·Â ÎË Ë Ô. Úfl ËÁÔ˙Î Ìfl ‚‡ ̄ Â
ÔÓ‰ ̃ Ë ÌÂ Ì‡, Ó·ÒÎÛ Ê‚‡ ̆ ‡ ÓÎfl Ì‡ ËÌÙÓ ÏË ‡ ̆ ‡ Ë ÓË ÂÌ ÚË ‡ ̆ ‡ – Ì‡ ·˙Î „‡ ÒÍË, Ì‡È-
˜ÂÒÚÓ Ò ˙ÍÓ ÔËÒ ÌË ËÎË ÔÂ˜‡ Ú‡ ÌË Ì‡ ÒÓ· ÒÚ‚Â ÌËfl ÔËÌ ÚÂ ÍËËÎ ÒÍË ·ÛÍ‚Ë ·flı‡ ËÁÔË Ò‡ -
ÌË ÓÒÌÓ‚ ÌË ÚÂ ÙÛÌÍ ̂ ËÓ Ì‡Î ÌË ÔÓÒÎ‡ ÌËfl Í˙Ï ÍÎË ÂÌ ÚÂ Î‡ Ú‡ (◊ç‡Ï‡ ÎÂ ÌËÂ“, ◊Ç˙ÚÂ ‚
‰‚Ó‡“ Ë Ô.). çÓ ÓÚ ‰Û„‡ ÒÚ‡ Ì‡, ËÁÔËÒ ‚‡ ÌÂ ÚÓ Ì‡ ˜ÛÊ‰Ë ‰ÛÏË ÌÂ Ì‡ Î‡ÚË ÌË ̂ ‡, ‡ Ì‡
ÍËË ÎË ̂ ‡, ËÎË Ô˙Í ËÁÔËÒ ‚‡ ÌÂ ÚÓ Ì‡ ·˙Î „‡ ÒÍË ‰ÛÏË Ì‡ Î‡ÚË ÌË ̂ ‡ ÌÂ ·Â¯Â fl‰ÍÓ: ÚÓ˜ÌÓ
Í‡ÍÚÓ ÒÂ ‡Á Ô‡ ‰‡ ̄ Â ˆÂÌ Ú‡Î Ì‡ Ú‡ ÛÔ‡ ‚ÎflÂ ÏÓÒÚ Ì‡ ÒÓÙËÈ ÒÍËfl ÔÓÎËÒ, ÒÂ ‡Á Ô‡ ‰‡ ̄ Â
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Without any hyperbole, on a literally visible plane, one may point out places in Sofia where
the hierarchic stratification of the different aesthetics was confused, producing visual con-
flicts and comic effects rather than clear spatial distribution of the visible cultural and
social layers. The visual grammar and stylistics described by Boyadjiev outline the general
tendency at the time, but the mistakes, exceptions and confusions that were at odds with
this tendency well-nigh prevailed: Sofia had not yet learned properly its own spatial-visual
language, and the global, the national and the neighborhoodly intertwined in typically local
pastiches and undesirable urban self-ironies.

At previously ordinary Oriental corners there appeared McDonald's, KFC and assorted
Burger kings, Happy, Jimmy's, Pizza Hut and other outlets which, however, faced com-
petition for the same places from assorted Bulgarian restaurant chains with non-
Bulgarian pretensions – such as Miss Kapriz, the Bulgarian-Italian Mamma Mia, the
Sezession-style Before and After, the techno-designer Ugo, the post-modern-socialist
Checkpoint Charlie or the less pretentious Divaka (The Savage; starting out as a sub-
cultural “den” with a charm of its own, the latter grew into an entire chain, initially in a
folksy aesthetics and later in the cosmo-aesthetics of globalism). Almost next door to
Chinese, Indian and Turkish restaurants, tearooms and Oriental salons, Sofia also pro-
vided niches for restaurants with proud or intimate names, such as Bulgari
(Bulgarians), Sitè Bulgari Zaedno (All Bulgarians Together) or Bai Gencho. The geogra-
phy of names and styles was complemented by moutra or gay discotheques with
ancient names like Neptune, Spartacus or Ajax… Next to crumbling facades of tradition-
al Sofia apartment buildings, casinos dreaming of Las Vegas suddenly popped up,
their doors guarded by an entire range of kitschy statues from the ersatz global reper-
toire: ancient Egyptian and Hindu deities, characters from the Thousand and One
Nights, and Roman gladiators – materialised childish dreams of luxury, prestige and
splendour of the Bulgarian neo-capitalist.

As I have written elsewhere, the commercial graphosphere of the city was governed by very
similar principles – especially as regards the game of power, prestige and visibility between
the Cyrillic and the Latin alphabets. Here I will generalise: the Latin alphabet obviously
played the role of a global object of commercial desire, it was much sexier commercially. If
you want your company logo to attract the gaze and caress the ear (even if below it stands
a modest neighbourhood shop, pub or hairdresser's) it must have a name reminiscent of the
imaginary West: Lady, Prestige, Elite, Queen's Club, FASHION Beauty Parlour. For its part,
the Cyrillic lost some of its aura as a privileged writing system nation-centrically associated
with the “native tongue, so fascinating and sweet”. Featured in corporate names, logos,
notices, plates, etc., it played a subordinate, auxiliary role of something designed to inform
and orient – the main functional messages to clients (“Discount”, “In the Yard”, etc.) were in
Bulgarian, usually in hand-written or home-printed Cyrillic characters. On the other hand,
however, transliteration of foreign words in the Cyrillic or of Bulgarian words in the Latin
alphabet was not rare: just as the central governmentality of the Sofia polis was breaking
down, so was the power of the codifying (pronunciation, spelling, transliteration, etc.) norms
(one could see funny inscriptions like Deita.com or Fastuci). The funniest of all were the
crypto-titles: in strange words with Latin letters and a Latin sound, the trained Sofia eye
would decipher the names of family businesses (KRISMAR = Kristina + Maria; N&S =
Nenov & Son; NIKMAR = Nikolai Marinov; MITEX = Mitko + X).

Conclusion
At the beginning I discussed two different regimes of visibility. The first was the panoptic
modern city-machine striving towards rationality, functionality and transparent, total gov-
ernmentality. It transforms the constructive principle into a real structure of the city while
using it as its emblem reproduced in an entire spectrum of different urban images: from
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ÒËÎ‡ Ú‡ Ì‡ ÍÓ‰Ë ÙË Í‡ ̂ ËÓÌ ÌË ÚÂ – Ô‡ ‚Ó „Ó ‚Ó ÌË, Ô‡ ‚Ó ÔËÒ ÌË, Ú‡Ì ÒÎË ÚÂ ‡ ̂ Ë ÓÌ ÌË Ë Ô.
– ÌÓÏË (ÏÓÊÂ ̄ Â ‰‡ ÒÂ ‚Ë‰flÚ Á‡·‡‚ ÌË Ì‡‰ ÔË ÒË ÓÚ ÚËÔ‡ Ì‡ ◊ÑÂÈÚ‡ ÍÓÏ“ ËÎË ◊Fastuci“).
ç‡È-Á‡·‡‚ ÌË ·flı‡ ÍËÔ ÚÓ-Á‡„Î‡ ‚Ëfl Ú‡ – ÔÓ‰ ÒÚ‡Ì Ì‡ ‰ÛÏ‡ Ò Î‡ÚËÌ ÒÍË Ó·ÎËÍ Ë Á‚Û ̃ Â ÌÂ
ÚÂ ÌË ‡ ÌÓ ÚÓ ÒÓÙËÈ ÒÍÓ ÓÍÓ ‡Á ÍË ‚‡ ̄ Â ÒÂÏÂ ÂÌ ·ËÁ ÌÂÒ (KRISMAR = äË ÒÚË Ì‡ +
å‡Ëfl, N&S  = çÂÌÓ‚ Ë ÒËÌ, NIKMAR = çËÍÓ Î‡È å‡ËÌÓ‚, MITEX = åËÚÍÓ + ÂÍÒ).

á‡ÍÎ˛ ̃ Â ÌËÂ
Ç Ì‡˜‡ ÎÓ ÚÓ „Ó‚Ó Ëı Á‡ ‰‚‡ ‡Á ÎË˜ ÌË ÂÊË Ï‡ Ì‡ ‚ËÁÛ‡Î ÌÓÒÚ. è˙ ‚ËflÚ ·Â¯Â Ì‡ Ô‡Ì-
ÓÔÚË˜ ÌËfl ÏÓ‰Â ÂÌ „‡‰-Ï‡¯Ë Ì‡, ÒÚÂ Ïfl˘ ÒÂ Í˙Ï ‡ˆËÓ Ì‡Î ÌÓÒÚ, ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓÒÚ Ë
ÔÓ Á‡˜ Ì‡, ÚÓÚ‡Î Ì‡ ÛÔ‡ ‚ÎflÂ ÏÓÒÚ. íÓÈ ÔÂ‚ ˙ ̆ ‡ ÍÓÌ ÒÚÛÍ ÚË‚ ÌËfl ÔËÌ ̂ ËÔ ‚ Â‡Î Ì‡
ÒÚÛÍ ÚÛ ‡ Ì‡ „‡‰‡ Ë Â‰ÌÓ ‚Â ÏÂÌ ÌÓ „Ó ËÁÔÓÎ Á‚‡ Í‡ÚÓ Ò‚Ófl ÂÏ·ÎÂ Ï‡, ‡Á ÏÌÓ ÊÂ Ì‡ ‚
ˆflÎ ÒÔÂÍ Ú˙ ÓÚ ‡Á ÎË˜ ÌË „‡‰ ÒÍË Ó·‡ ÁË: ÓÚ Ô‡ ‚Ë ÚÂ ÛÎËˆË Ë ‚Ë‰Ë Ï‡ Ú‡ ËÌÙ‡ ÒÚÛÍ -
ÚÛ ‡, ÔÂÁ ËÁ˜Ë ÒÚÂ Ì‡ Ú‡ „ÂÓ ÏÂ ÚË˜ Ì‡ Ë ÙÛÌÍ ̂ ËÓ Ì‡Î Ì‡ ‡ıË ÚÂÍ ÚÛ ‡ ‰Ó Ó·‡ ÁË ÚÂ Ì‡
ÔÓ „Â Ò‡ Ë ÒËÏ ‚Ó ÎË ÚÂ Ì‡ ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ Ú‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ Ë ÍÛÎÚÛ Ì‡ ‚Î‡ÒÚ, ÍÓÌ ̂ ÂÌ -
ÚË ‡ ÌË ‚ „‡‰ ÒÍËfl ˆÂÌ Ú˙. Ç ÚÓÁË ÂÊËÏ ÔÓÎË ÚË Í‡ Ú‡ Ì‡ ÌÂ‚Ë ‰Ë ÏÓÒÚ ÎÓ„Ë˜ ÌÓ ÒÂ
Ì‡ÒÓ˜ ‚‡ Í˙Ï ÓÌÓ‚‡, ÍÓÂÚÓ ÒÂ ËÁÔÎ˙ Á‚‡ Ì‡ ˆÂÌ Ú‡Î Ì‡ Ú‡, ÏÓ‰Â ÌË ÁË ‡ ̆ ‡ ‚Î‡ÒÚ; „‡‰ -
ÒÍË ÚÂ ‚Î‡ ÒÚË Á‡ÔÓ˜ ‚‡Ú ‰‡ Á‡Ú‚‡ flÚ, ËÌÚÂ ÌË ‡Ú Ë ËÁÚÎ‡ ÒÍ‚‡Ú ËÁ‚˙Ì „‡‰‡ ÓÌÓ‚‡,
ÍÓÂÚÓ ÌÂ ÏÓÊÂ ‰‡ ÒÂ ‡ˆËÓ Ì‡ ÎË ÁË ‡, ÙÛÌÍ ̂ ËÓ Ì‡ ÎË ÁË ‡ Ë ÌÓ Ï‡ ÎË ÁË ‡.

ÑÛ „ËflÚ ÂÊËÏ – ÚÓÁË Ì‡ ÔÓÒÚ-ÏÓ‰Â ÌËfl ÏÂ„‡ ÔÓ ÎËÒ – ÔÓ ËÁ ÚË ̃ ‡ ÓÚ Á‡„Û ·‡ Ì‡ ÚÓÁË ÚËÔ
‚Ë‰Ë ÏÓÒÚ. éÚ Î˙˜ Ë ‰ÂÏËÛ„ Ì‡ „‡‰‡, ‡·ÒÚ‡ÍÚ ÌÓ ÚÓ ‚Î‡ÒÚ ÌË ̃ Â ÒÍÓ éÍÓ, ÍÓÂÚÓ e Ì‡·Î˛ -
‰‡ ‚‡ ÎÓ, ÒÚÓ Ë ÎÓ Ë ÛÔ‡ ‚Îfl ‚‡ ÎÓ ÒÔÓ Â‰ ‡ÁÛÏ ÌË ÔËÌ ̂ Ë ÔË, ÒÂ ‡Á ÔË Îfl ‚‡ ‚ ·ÂÁ ·ÓÈ
Ó˜Ë, ‚ ÌÂÔÓ ÒÚË ÊË ÏÓ ‡Á ÌÓ Ó· ‡Á Ì‡, ‡ ˜ÂÒÚÓ Ë ◊ÌÂ‡ ÁÛÏ Ì‡“ Ï‡Ò‡ ÓÚ ËÌ‰Ë ‚Ë ‰Ë Ë „ÎÂ ‰ÌË
ÚÓ˜ÍË – ÏËÌÛ ‚‡ ̃ Ë, ˜‡ÒÚ ÌË ÎËˆ‡, ÙÎ‡ Ì¸Ó Ë, Ú˙ „Ó‚ ̂ Ë, ÔÂ ÔËÂ Ï‡ ̃ Ë, ÂÍÎ‡ ÏË ÒÚË, ÍÎÓ ̄ ‡ -
Ë, ‰Âˆ‡, ÂÚÌË ̃ Â ÒÍË Ï‡Î ̂ ËÌ ÒÚ‚‡ Ë Ô. íÂÁË ‡Á Ô˙Ò Ì‡ ÚË ÒÛ·ÂÍ ÚË Ò‡ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ
ÔÓ ËÁ ‚Ó ‰Ë ÚÂ ÎË Ë ÊÂ Ú‚Ë Ì‡ ‚ËÁÛ‡Î Ì‡ Ú‡ ‡„Â ÒËfl Ì‡ „‡‰‡: ÚÂ Ò‡ Á‡Îfl ÚË ÓÚ ıÂÚÂ Ó „ÂÌ ÌË,
Ù‡„ ÏÂÌ ÚË ÁË ‡ ÌË Ó·‡ ÁË, ÔÂ ÚÓ ‚‡ Â ÌË Ò‡ Ò ‚ËÁÛ‡Î Ì‡ ËÌÙÓ Ï‡ ̂ Ëfl, ËÁÍÛ ̄ ‡ ‚‡ ÌË Ò‡ ÓÚ
ÂÍÎ‡ ÏË, ÒÍ‡Ì ‰‡ ÎË ÁË ‡ ÌË Ò‡ ÓÚ ÂÓ ÚË Í‡ Ë ¯ÓÍÓ ‚Ë Ó·‡ ÁË – ÚÂ ÊË‚ÂflÚ ‚˙‚ ◊‚Ó‰Ó ‚˙ -
ÚÂÊ Ì‡ ÂÔÂ ÁÂÌ Ú‡ ̂ ËË ÚÂ“. É‡ ‰˙Ú „Û·Ë Ò‚Ófl Ú‡ ‡ˆËÓ Ì‡Î Ì‡ ˆflÎÓÒÚ ÌÓÒÚ Ë Ó·ÓÁ Ë ÏÓÒÚ,
‡Á ÎË ‚‡ „‡ ÌË ̂ Ë ÚÂ ÒË, ÒÚ‡‚‡ ÔÓ ÔÛ ÒÍÎË‚ Á‡ „ÎÓ ·‡Î ÌË ÚÂ ‚ËÁÛ‡Î ÌË ÔÓÚÓ ̂ Ë. Ç ÚÓÁË ‚ÚÓË
ÂÊËÏ ÔÓÎË ÚË Í‡ Ú‡ Ì‡ ÌÂ‚Ë ‰Ë ÏÓÒÚ ÔË ‰Ó ·Ë ‚‡ Ô‡‡ ‰ÓÍ Ò‡Î ÌË ˜ÂÚË. É‡‰ ÒÍÓ ÚÓ ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó ÔÓ‰˙Î Ê‡ ‚‡ ‰‡ ÓÚ„ÎÂÊ ‰‡ ‚ ÒÂ·Â ÒË Ú‡ ‰Ë ̂ ËÓÌ ÌË ÒÂÌ ̃ Â ÒÚË Ë Ò‡Ï ÌË ÌË¯Ë Ë
„ÂÚ‡, ÌÓ ‚Â˜Â ÌÂ „Ë ÍËÂ ‰ËÂÍÚ ÌÓ (Ú.Â. ÌÂ „Ë Ô‡‚Ë ÌÂ‚Ë ‰Ë ÏË ˜ÂÁ Ú‡ ‰Ë ̂ ËÓÌ ÌË ÏÓ‰Â -
ÌË ÚÂı ÌË ÍË: ËÌÚÂ ÌË ‡ ÌÂ, Á‡Ú‚‡ fl ÌÂ, ÌÓ Ï‡ ÎË Á‡ ̂ Ëfl Ë Ô). íÓ ÔÓ ËÁ ‚ÂÊ ‰‡ ÌÂ‚Ë ‰Ë ÏÓÒÚ
˜ÂÁ Ò‚˙ı-‚Ë‰Ë ÏÓÒÚ. éÚÍÎÓ Ìfl ‚‡ ̆ Ë ÚÂ ÒÂ ËÌ‰Ë ‚Ë ‰Ë, „ÛÔË Ë ÏÂÒÚ‡ Ò‡ Á‡ÒÂÌ ̃ Â ÌË ÓÚ ÒÓ· -
ÒÚ‚Â ÌË ÚÂ ËÏ ÒËÏÛ Î‡ ̂ ËË, Ò ÍÓËÚÓ ËÌ‰Û ÒÚËfl Ú‡ Á‡ Ó·‡ ÁË ÌÂÔÂÍ ̇ Ò Ì‡ ÚÓ ÒÂ Á‡ÏÂ ÒÚ‚‡: ÚÂ
Ò‡ ÒÍË ÚË, Ì‡Ô‡ ‚Â ÌË ÌÂÁ‡ ·Â ÎË ÊË ÏË Á‡‰ ÏÂ‰ËÈ ÌË ÍÎË ̄ Â Ú‡ Á‡ Ò‡ÏË ÚÂ ÒÂ·Â ÒË: ÒÂÌ Á‡ -
ˆËÓÌ ÌË ÌÓ‚Ë ÌË, ÒÍ‡Ì ‰‡Î ÌË ÒÎÛ ıÓ ‚Â, ÂÍ¯˙ ÌË Ë hor ror sto ri es.

ÇË‰flı ÏÂ, ˜Â ÔÓ‰Ó· Ì‡ ÔÓÎË ÚË Í‡ Ì‡ ◊ÒÂÌ Á‡ ̂ ËÓÌ Ì‡ ÌÂ‚Ë ‰Ë ÏÓÒÚ“ ÒÂ ‡Á ÔÓ ÒÚË ‡ Ë
‚˙ıÛ ‡ˆËÓ Ì‡Î Ì‡ Ú‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡ Ì‡ „‡‰‡: ÔÓÒÎÂ‰ Ì‡ Ú‡ Â ËÌÚÂ ÂÒ Ì‡ ‚Â˜Â ÌÂ Í‡ÚÓ
ÔÂ ÙÂÍÚ ÌÓ ÙÛÌÍ ̂ Ë Ó ÌË ‡˘ ÍÓÌ ÒÚÛÍ ÚË ‚ÂÌ ÔËÌ ̂ ËÔ, ‡ Ò‡ÏÓ ‚ Ò‚Ófl ÂÍÎ‡ ÏÂÌ ËÎË Í‡Ú‡ -
ÒÚÓ ÙË ̃ ÂÌ ‡ÒÔÂÍÚ – Ì‡ÔË ÏÂ, ÍÓ„‡ ÚÓ Â Á‡ÔÎ‡ ı‡ Á‡ „‡‰ ÒÍËfl ÊË‚ÓÚ. ä‡Á‡ ÌÓ Ó·Ó· ̆ Â -
ÌÓ, ‚ÏÂ ÒÚÓ Ó·‡ ÁË ÚÂ Ì‡ Ò‚Ófl Ú‡ Û·‡ ÌË ÒÚË˜ Ì‡ ÍÓÌ ÒÚÛË ‡ ÌÓÒÚ44 Í˙ÒÌÓ-Í‡ÔË Ú‡ ÎË ÒÚË ̃ Â -
ÒÍËflÚ ÏÂ„‡ ÔÓ ÎËÒ ÔÂ‰ ÔÓ ̃ Ë Ú‡ ‰‡ ËÁÍ‡ ‚‡ Ì‡ ÔÓÍ‡Á ÒÔÂÍ Ú‡Í ̇ Î‡ Ì‡ Ù‡Ì Ú‡Á ÏË ÚÂ ÒË – ‚
ˆÂÎËfl ËÏ ‡Á ÌÓ Ó· ‡ ÁÂÌ ÒÔÂÍ Ú˙ ÓÚ  Ò˙·Î‡Á˙Ì Ú‡ ‰Ó ÒÚ‡ ı‡45. äÓÂÚÓ Â ‰Û„ Ì‡˜ËÌ ‰‡ ÒÂ
Í‡ÊÂ, ˜Â ÓÚ ‡ˆËÓ Ì‡ ÎÂÌ ‚ËÁÛ‡Î ÌËflÚ ÂÊËÏ Â ÒÚ‡ Ì‡Î Ë‡ ̂ ËÓ Ì‡ ÎÂÌ. èÓ ‰‡Ê ·‡ Ú‡ Ë
ÍÓÌ ÒÛ Ï‡ ̂ Ëfl Ú‡ Ì‡ ◊ÓÚ‚˙‰-‡ÁÛÏ ÌË“46 Ó·‡ ÁË Â Á‡ÏÂ ÌË Î‡ ‡ˆËÓ Ì‡Î ÌËfl Ô‡Ì-ÓÔÚËÁ˙Ï;
ËÌÒˆÂ ÌË ‡ Ì‡ Ú‡ ‚Ë‰Ë ÏÓÒÚ Ì‡ ÔÓ‰-Ô‡ „Ó ‚Ë ÚÂ ÂÏÓ ̂ ËË Ë ÒÚ‡ ÒÚË Â ËÁÏÂ ÒÚË Î‡ Ú˙ ÊÂ -
ÒÚ‚Â ÌË ÚÂ ÂÏ·ÎÂ ÏË Ì‡ ‡ÁÛ Ï‡-‰ÂÏËÛ„.

íÛÍ ËÁ˜Ë ÒÚËı ÔÓ‰Ó· ÌÓ ÒÚË ÚÂ ‰Ó ‰‚‡ ‡·ÒÚ‡ÍÚ ÌË Ë Ë‰Â ‡Î ÌË ÏÓ‰Â Î‡, Á‡ ‰‡ ÏÓ„‡ ÓÚÌÓ ‚Ó
‰‡ ÒÂ ÔÓÔË Ú‡Ï – Í˙‰Â ÒÚÓË ÏÂÊ‰Û Úflı Ó·‡Á Ì‡ Ú‡ ÔÓ ‰ÛÍ ̂ Ëfl Ì‡ ‰ÌÂ¯ Ì‡ ëÓÙËfl? ä‡Í˙‚
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the straight streets and visible infrastructure through the simple geometric and functional
architecture to the images of progress and the symbols of centralised political and cultural
power concentrated in the city centre. In this regime, the politics of invisibility is logically
directed at that which eludes central, modernised power; the urban authorities begin to
imprison, intern and drive out of the city everything that cannot be made rational, function-
al and normal.

The other regime, that of the postmodern megapolis, stems from the loss of this type of
visibility. From a ray and demiurge of the city, the abstract Eye of power which
observes, builds and governs the city according to rational principles, breaks up into
countless eyes, into an unattainably diverse and often “irrational” mass of individuals
and perspectives: passers-by, private individuals, flaneurs, dealers, entrepreneurs,
advertisers, tramps, children, ethnic minorities, etc. These scattered subjects are both
producers and victims of the city's visual aggression: they are swamped by heteroge-
neous, fragmentised images, they are overburdened with visual information, they are
tempted by advertisements, they are scandalised by erotic and shocking images – they
live in a “vortex of representations”.

The city loses its rational wholeness and visibility, blurs its boundaries, becomes porous and
open to the global visual flows. In this second regime, the politics of invisibility acquires par-
adoxical features. Urban space continues to produce traditional shady and shameful niches
and ghettoes within itself, but it no longer hides them directly (i.e. it does not make them
invisible by traditional modern techniques, such as internment, imprisonment, segregation or
normalisation). It produces invisibility through excessive visibility. Deviant individuals, groups
and places are overshadowed by their own simulations which constantly substitute the
image industry: they are hidden, made imperceptible behind media clichés about them –
sensational news, scandalous rumours, action and horror stories.

We have seen that this politics of “sensational invisibility” also applies to the city's rational
infrastructure: the latter is no longer interesting as a perfectly functioning constructive princi-
ple, it is interesting only in its advertising or catastrophic aspect – for example, when it is a
threat to urban life. To generalise, instead of the images of its constructive urban structure48,
the late-capitalist megapolis prefers to display the spectacle of its phantasms – in their
entire spectrum from seduction to fear49. Which is another way of saying that the once
rational visual regime has now become irrational. The sale and consumption of “trans-ration-
al”50 images has substituted rational panopticism; the staged visibility of subconscious emo-
tions and passions has replaced the ceremonious emblems of demiurgic reason.

Here I have reduced things to two abstract and ideal models in order to ask myself once
again: Where between them does the visual production of present-day Sofia belong? What
is its regime of visibility/invisibility, how is it connected with the social, political and eco-
nomic realities of the city?

The materials and analyses collected and produced by the Visual Seminar suggest that
Sofia is a peculiar hybrid between a modern, totalitarian, and postmodern city – and offers
the eye a historically dynamic, “forbidden” mix of different visual regimes which, moreover,
are capable of “hiding” each other.

Media theorists classify images and visual conflicts into several zones: zone of excessive
visibility, zone of normal visibility, zone of low visibility, zone of invisibility, zone of deliber-
ate concealment.51 We will see that in the case of Sofia they are in a peculiar relationship
of mutual tensions and intertwinements; this does not allow one to describe them very dis-
tinctly because they intersect in unexpected ways – for example, at the core of excessive
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Â ÌÂÈ ÌËflÚ ÂÊËÏ Ì‡ ‚Ë‰Ë ÏÓÒÚ/ÌÂ‚Ë ‰Ë ÏÓÒÚ, Í‡Í ÚÓÈ Â Ò‚˙ Á‡Ì Ò˙Ò ÒÓˆË‡Î ÌË ÚÂ, ÔÓÎË -
ÚË ̃ Â ÒÍË Ë ËÍÓ ÌÓ ÏË ̃ Â ÒÍË Â‡Î ÌÓ ÒÚË Ì‡ „‡‰‡?

å‡ÚÂË‡ÎËÚÂ Ë ‡Ì‡ ÎË ÁË ÚÂ, ÍÓËÚÓ Ì‡ÚÛ Ô‡ ÇËÁÛ‡Î ÌËflÚ ÒÂÏË Ì‡ ÌË ÔÓÒÍ‡Á ‚‡Ú, ˜Â
ëÓÙËfl Â ÓÒÓ ·Â Ì‡ ÒÏÂÒ ÏÂÊ‰Û ÏÓ‰Â ÂÌ, ÚÓÚ‡ ÎË Ú‡ ÂÌ Ë ÔÓÒÚ-ÏÓ‰Â ÂÌ „‡‰ – Ë ÔÂ‰ Î‡ -
„‡ Ì‡ Ó˜ËÚÂ ËÒÚÓ Ë ̃ Â ÒÍË ‰ËÌ‡ ÏË˜ Ì‡, ◊ÌÂ‡Á Â ̄ Â Ì‡“ ÒÏÂÒ ÓÚ ‡Á ÎË˜ ÌË ‚ËÁÛ‡Î ÌË
ÂÊË ÏË, ÍÓËÚÓ, ÓÒ‚ÂÌ ÚÓ‚‡, Ò‡ ‚ Ò˙ÒÚÓfl ÌËÂ ‰‡ ÒÂ ◊ÒÍË ‚‡Ú“ Â‰ËÌ ‰Û„.

åÂ‰ËÈÌËÚÂ ÚÂÓ Â ÚË ̂ Ë ÔÓ‰Â ÎflÚ Ó·‡ ÁË Ë Ó·‡Á ÌË ÍÓÌ ÙÎËÍ ÚË ‚ ÌflÍÓÎ ÍÓ ÁÓÌË: ÁÓÌ‡ Ì‡
Ò‚˙ı-‚Ë‰Ë ÏÓÒÚ, ÁÓÌ‡ Ì‡ ÌÓ Ï‡Î Ì‡ ‚Ë‰Ë ÏÓÒÚ, ÁÓÌ‡ Ì‡ ÒÎ‡·‡ ‚Ë‰Ë ÏÓÒÚ, ÁÓÌ‡ Ì‡ ÌÂ‚Ë -
‰Ë ÏÓÒÚ, ÁÓÌ‡ Ì‡ ÔÂ‰ Ì‡ ÏÂ Â Ì‡ ÒÍË ÚÓÒÚ47. ôÂ ‚Ë‰ËÏ, ˜Â ‚ ÒÓÙËÈ ÒÍËfl ÒÎÛ ̃ ‡È ÚÂ Ò‡ ‚
ÓÒÓ ·Â ÌË ‚Á‡ ËÏ ÌË Ì‡ÔÂ ÊÂ ÌËfl Ë ÔÂ ÔÎË Ú‡ ÌËfl: ÚÓ‚‡ ÌÂ ÔÓÁ‚Ó Îfl ‚‡ ‰‡ ·˙‰‡Ú ÓÔË Ò‡ ÌË
Ò˙‚ÒÂÏ ÓÚ˜ÂÚ ÎË ‚Ó, Á‡˘Ó ÚÓ ÒÂ ÔÂ ÒË ̃ ‡Ú ÔÓ ÌÂÓ ̃ ‡ Í‚‡ ÌË Ì‡˜Ë ÌË – Ì‡ÔË ÏÂ, ‚ Ò˙ ̂ Â -
‚Ë Ì‡ Ú‡ Ì‡ Ò‚˙ı-‚Ë‰Ó ÏÓÒÚ Ú‡ ÒÂ ÍËflÚ ÒÎÂÔË ÔÂÚÌ‡, ‡ ÌflÍÓË ÙÂÌÓ ÏÂ ÌË ÒÚ‡ ‚‡Ú ‚Ë‰Ë ÏË
Â‰‚‡ ‚ Ò˙ÔÓ ÒÚ‡‚ ÍË ÚÂ, ÍÓÌ Ú‡ ÒÚË ÚÂ Ë ‚ËÁÛ‡Î ÌË ÚÂ Ì‡ÔÂ ÊÂ ÌËfl.

2.1. ç‡Ú ‡Ô ̃ Ë ‚‡ Ú‡ ëÓÙËfl: ÁÓÌ‡ Ú‡ Ì‡ ÍÂ˘ fl˘Ë ÚÂ Ó·‡ ÁË
íÓ‚‡ Ò‡ ÒÂË Ë ÚÂ Ó·‡ ÁË, Ò ÍÓËÚÓ ‡Á ÌÓ Ó· ‡Á ÌË ÚÂ „‡‰ ÒÍË ÒÛ·ÂÍ ÚË, Í‡ÍÚÓ Ë „‡ ‰˙Ú ‚
Ò‚Ófl Ú‡ ÔÓ ·ÎÂ Ï‡ ÚË˜ Ì‡ ˆflÎÓÒÚ, ËÒÍ‡Ú ‰‡ ÒÂ Ò‡ÏÓ-ÔÂ‰ ÒÚ‡ ‚flÚ; Ú‡ÍË ‚‡ Ó·‡ ÁË, ÍÓËÚÓ
Â‚ÂÌ ÚÛ ‡Î ÌËflÚ Ì‡·Î˛ ‰‡ ÚÂÎ ÔÓ ÌËÍ‡Í ̇ ‚ Ì‡˜ËÌ ÌÂ ·Ë‚‡ ‰‡ ÔÓ ÔÛ ÒÌÂ. íÂ Ì‡ÒÚÓ fl‚‡Ú Á‡
ˆÂÌ Ú˙ ‡ Ì‡ ÔÓÎÂ ÁÂ ÌËÂ ÚÓ, ˆÂÌ Ú˙ ‡ Ì‡ „‡‰‡ Ë ˆÂÌ Ú˙ ‡ Ì‡ ÒˆÂ Ì‡ Ú‡, Ë Ò˙Ò Ò‚Ófl Ú‡ Ì‡Ú -
‡Ô ̃ Ë ‚ÓÒÚ Ô‡ ‚flÚ ÚÛ‰ ÌÓ ‚Ë‰Ë ÏË, ‰ÓË ÌÂ‚Ë ‰Ë ÏË ÌÓ Ï‡Î ÌË ÚÂ, ÌÂ-Ì‡Ú ‡Ô ‚‡ ̆ Ë ÒÂ
„ÎÂ‰ ÍË – ÔÓÒÎÂ‰ ÌË ÚÂ ËÒÍ‡Ú ‚Â˜Â ÒÔÂ ̂ Ë‡ ÎÂÌ ÙÓÍÛÒ, ÒÏflÌ‡ Ì‡ „Â˘‡Î Ú‡ Ë ‚ÌË Ï‡ ÌËÂ Ì‡
ÓÍÓÚÓ, ‡Á ÎË˜ ÌÓ ÓÚ ‡‚ÚÓ Ï‡ ÚË˜ ÌÓ ÚÓ.

á‡ ‡Á ÎË Í‡ ÓÚ ÔÓÒÚ-ÏÓ‰Â ÌËfl ÏÂ„‡-ÔÓÎËÒ, ‚ ÍÓÈÚÓ „ÎÓ ·‡Î Ì‡ Ú‡ ÍÓÏÂ ÒË ‡Î Ì‡ Ó·‡Á -
ÌÓÒÚ ÛÔ‡Ê Ìfl ‚‡ ·ÂÁ ÔÂ ÔflÚ ÒÚ‚Â Ì‡, ÛÒÚ‡ ÌÓ ‚Â Ì‡ ‚Î‡ÒÚ, ‚ ëÓÙËfl Á‡ ÔÂÚ Ì‡ ‰Â ÒÂÚ „Ó‰Ë ÌË
ÒÂ ÒÏÂ ÌË ı‡ ÌflÍÓÎ ÍÓ Ú‡ÍË ‚‡ ÙÓÍÛ Ò‡, ÌflÍÓÎ ÍÓ ÏÓÌÛ ÏÂÌ Ú‡Î ÌË ÒÂËË ÓÚ Ì‡Ú ‡Ô ‚‡ ̆ Ë ÒÂ
Ó·‡ ÁË. ÑËÌ‡ ÏË Í‡ Ú‡ ËÏ ÏÓÊÂ ‰‡ ·˙‰Â ÓÔË Ò‡ Ì‡ Í‡ÚÓ ÔÂ ıÓ‰ ÓÚ ‚ËÁÛ‡Î ÌËfl ÂÊËÏ Ì‡
„‡Ê ‰‡Ì ÒÍËfl ÎË·Â ‡ ÎËÁ˙Ï Í˙Ï ÚÓÁË Ì‡ Ô‡Á‡ ÌËfl.

Ç Ô˙ ‚Ëfl ÒÎÛ ̃ ‡È „‡ ‰˙Ú Ô‡ ‚‡ ̄ Â ‚Ë‰ËÏ Ò‚Ófl ÔÓÎË ÚË ̃ Â ÒÍË ÊË‚ÓÚ: ÔÓ-ÚÓ˜ÌÓ Â‰ËÌ
Ô‡‡ ‰ÓÍ Ò‡ ÎÂÌ ÏÓÏÂÌÚ ‚ ÌÂ„Ó – ◊ÌÂÊ Ì‡ Ú‡“ Â‚Ó Î˛ ̂ Ëfl. àÁÚÓ˜ ÌËÍ, ÔÓ ËÁ ‚Ó ‰Ë ÚÂÎ Ë ÍÓÌ -
ÒÛ Ï‡ ÚÓ Ì‡ Ó·‡ ÁË ÚÂ ·Â¯Â Â‰ËÌ ÍÓÎÂÍ ÚË ‚ÂÌ, ÚÂ‡Ú‡ ÎË ÁË ‡Ì ÒÛ·ÂÍÚ – ç‡Ó‰˙Ú-ÓÚ-Ò‚Ó -
·Ó‰ ÌË-ËÌË ‰Ë ‚Ë ‰Ë, ÍÓÈÚÓ ËÌÒˆÂ ÌË ‡ ̄ Â Ë Ô‡Á ÌÛ ‚‡ ̄ Â ÒÂ·Â ÒË ‚ Ò‚Ófl ÌÓ‚Ó-ÒÔÂ ̃ Â ÎÂÌ
ÒÛ‚Â Â ÌË ÚÂÚ. Ç˙‚ ‚ËÁÛ‡Î ÌË, ‚Â ·‡Î ÌË Ë ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË ÍÓ‰Ó ‚Â Ì‡ „‡‰‡ ÚÓÈ ÔÓË -
„‡ ‚‡ ̄ Â „ÓÎÂ ÏËfl ê‡Á Í‡Á Ì‡ ÌÂÊ ÌË ÚÂ Â‚Ó Î˛ ̂ ËË, ‚ ˜ËÈÚÓ ˆÂÌ Ú˙ ·Â¯Â Ñ‡ Ï‡ Ú‡ Ì‡
‰‚ÂÚÂ åÓ‰ÂÌÓÒÚË – ÔÓ· Â‰‡ Ú‡ Ì‡ Ò‚Ó ·Ó‰ Ì‡ Ú‡, ÌÂÌ‡ ÒËÎ ÒÚ‚Â Ì‡ Ú‡ Ë ËÌ‰Ë ‚Ë ‰Û ‡Î Ì‡
åÓ‰ÂÌÓÒÚ ÒÂ˘Û ÍÓÎÂÍ ÚË‚ ÌËfl ÒË ÚÓÚ‡ ÎË Ú‡ ÂÌ ‰‚ÓÈ ÌËÍ. Ç ÚÓÁË ÔÓÎË ÚË ̃ Â ÒÍË „‡‰ ÒÍË
ÒÔÂÍ Ú‡Í ̇ Î ÓÒÚ‡‚‡¯Â ÊË‚ ËÁ‚Â ÒÚÂÌ Ô‡Ì-ÓÔÚË ̃ Â ÒÍË ÏÓÏÂÌÚ: ‚ Ó·‡Á Ì‡ Ú‡ ÔÓ ‰ÛÍ ̂ Ëfl Ì‡
ÏËÚËÌ „Ë ÚÂ ‚ÒÂ Ó˘Â ÒÂ ÔÂ‰ ÔÓ Î‡ „‡ ̄ Â Â‰ËÌ Ì‡ „‡‰ ÒÍ‡ ◊ÒˆÂÌ‡“ Ë Â‰ËÌ ÌÓ éÍÓ Ì‡ ‚Î‡ÒÚ -
Ú‡, ÍÓÂÚÓ ‰‡ ÏÓÊÂ ‰‡ ·˙‰Â ‡Ú‡ ÍÛ ‚‡ ÌÓ, ÛÌË ÊÂ ÌÓ Ë ÒÍ‡Ì ‰‡ ÎË ÁË ‡ ÌÓ. á‡ÚÓ ‚‡ Ú‡ÁË
‚ËÁÛ‡Î ÌÓÒÚ ·Â¯Â ıË·Ë‰ Ì‡ Ë ÔÂ ıÓ‰ Ì‡: ˜ÂÁ ÒÍ‡Ì ‰‡Î Ë Í‡ Ì‡ ‚‡Î, Úfl Ì‡Ô‡ ‚Ë Á‡
Í‡Ú ÍÓ ‚Ë‰Ë ÏË Ú˙ÍÏÓ ÚÓÚ‡ ÎË Ú‡ ÌË ÚÂ ˜ÂÚË Ì‡ ËÌ‡˜Â ÌÂ-ÚÓÚ‡ ÎË Ú‡ Ì‡ ëÓÙËfl.

ÇË‰flı ÏÂ, ˜Â ÚÓÁË ÚËÔ ‚ËÁÛ‡Î ÌÓÒÚ ·Â¯Â ·‡‚ÌÓ ËÁÏÂ ÒÚÂ Ì‡, ‡ ÒÎÂ‰ ÚÓ‚‡ Á‡‚ Î‡ ‰fl Ì‡ –
‰ÓË Ì‡Ô˙Î ÌÓ ËÁÚË Ú‡ – ÓÚ ‰Û„‡ ‚˙ÎÌ‡ Ì‡Ú ‡Ô ̃ Ë ‚Ë „‡‰ ÒÍË Ó·‡ ÁË: ÍÓÏÂ ÒË ‡Î ÌË ÚÂ.
é·‡ ÁË ÚÂ Ì‡ ÊË‚‡ Ú‡ „‡Ê ‰‡Ì ÒÍ‡ ÒÔÓÌ Ú‡Ì ÌÓÒÚ ·flı‡ Á‡ÏÂ ÌÂ ÌË ÓÚ ÚÂÁË Ì‡ ‰Ó·Â Â„Û ÎË -
‡ Ì‡ Ú‡ Ô‡Á‡ Ì‡ ÔÓ ‰ÛÍÚ ÌÓÒÚ: ÒÚÓ ÍË ÚÂ ËÁÏÂ ÒÚË ı‡ ÔÓÎË ÚË ̃ Â ÒÍË ÚÂ ‡ÍÚ¸Ó Ë. ëÓÙËfl ÒflÍ‡¯
ÛÒÔÂ¯ ÌÓ ÒÂ ÔÂ‚ ˙ ̆ ‡ ̄ Â ‚ ÏÂ„‡-ÔÓÎËÒ: Á‡ ÔÛ·ÎË˜ ÌË ÚÂ ÏÂÒÚ‡ Ë Ó˜ËÚÂ ‚Ó˛ ‚‡ ı‡ ÌÂ ÔÓ -
ÚÂ ÒÚË ‡ ̆ Ë Ë Ú‡Ì ̂ Û ‚‡ ̆ Ë Ì‡Ó‰ ÌË Ï‡ÒË, ‡ ı‡Ó ÚË˜ ÌÓ ÏÌÓ ÊÂ ÒÚ‚Ó ÓÚ ‡„Â ÒË‚ ÌË ÂÍÎ‡ ÏË,
·ËÎ ·Ó ‰Ó ‚Â, ÎÓ„‡, Ì‡‰ ÔË ÒË, Ú‡ÌÒ Ô‡ ‡Ì ÚË, Î‡‚Ë ÌË ÓÚ ‡ÙË¯Ë, ÔÎ‡ Í‡ ÚË, ÙÎ‡È ÂË, ÒÔÂ -
ˆË‡Î ÌÓ ‰Â„Ë ÁË ‡ ÌË Ù‡Ò‡ ‰Ë, ÒÍ˙ÔË ‚ËÚË ÌË, ÂÓ ÚË˜ ÌË Í‡ ÚËÌ ÍË, Á‡‰ ÍÓËÚÓ ËÏ‡¯Â ‚Ò˙ -



323

visibility lie blind spots, and some phenomena become visible only in comparisons, con-
trasts and visual tensions.

2.1. Conspicuous Sofia: The Zone of Screaming Images
These are the series of images by which the diverse urban subjects as well as the city in its
problematic entirety want to represent themselves; images which the potential observer
must in no way miss. They insist on being at the centre of the field of vision, at the centre of
the city and at the centre of the stage, and with their conspicuousness make the normal,
inconspicuous sights difficult to see or even invisible – the latter now require special focus, a
change of the Gestalt and attention of the eye that are different from the automatic ones.

Unlike the postmodern megapolis in which global commercial imagery exercises unobstruct-
ed, established power, there have been several such focuses, several monumental series of
aggressive, conspicuous images in Sofia in the last fifteen years. Their dynamic can be
described as a transition from the visual regime of civic liberalism to that of market liberalism.

In the first case, the city made visible its political life or, more precisely, a paradoxical
moment in the latter: the “velvet” revolution. The source, producer and consumer of
images was a collective, theatricalised subject: the People-made-up-of-free-individuals,
which staged and celebrated itself in its newly won sovereignty. In visual, verbal and spa-
tial codes of the city, it played out the Grand Narrative of the velvet revolutions centred
around the Drama of the Two Modernities: the victory of the liberal, non-violent and indi-
vidual Modernity over the collective and totalitarian Modernity. This political urban specta-
cle still contained a panoptic moment: the visual production of rallies and demonstrations
still presupposed a unified urban “stage” and a unified Eye of power that may be
attacked, humiliated and scandalised. That is why this visual regime was hybrid and tran-
sient: through scandal and carnival, it made visible for a short while precisely the totalitari-
an features of otherwise non-totalitarian Sofia.

We have seen that this visuality was slowly ousted and then dominated – even obliterated
completely – by another wave of aggressive, conspicuous urban images: the commercial
ones. The images of lively civic spontaneity were replaced by those of well-regulated com-
mercial production: commodities replaced political actors. Sofia seemed to be turning
successfully into a megapolis: fighting for public places and the gaze were not protesting
and dancing popular masses but a chaotic multitude of aggressive advertisements, bill-
boards, logos, signs, banners, avalanches of posters, flyers, specially disguised facades,
expensive shop windows, erotic pictures behind which were all sorts of non-social sub-
jects – firms, holding companies, patriotic circles, small enterprises, Buddhist associa-
tions, politicians, global corporations, youth organisations, separate individuals, family
cooperatives… The new images demonstratively conquered urban space, ousting and
overshadowing all others52: this was no longer a city in which a central power could “engi-
neer” and discipline social space from its panoptic centre, but a place where divergent
lives, scattering economic initiatives intersected in confusion, a Babel of perspectives and
interests. “The people” and its contiguous mirror, central visual-governing perspective had
fallen apart: the time of individuals had come. Sofia's variegated stage design no longer
showed a consistent plot and dramaturgic unity, but dispersion, conflicting multiplicity and
diversity; it staged divergent entrepreneurship and commercial aggression53 .

***
In fact, as usual, even in this chaos there were difficult-to-see structures54. At that, some of
them were unspecific, global and megapolitan, while others were specifically Sofian,
telling of what was peculiar to this city.
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‚˙ ÁÏÓÊ ÌË “ÌÂ-„‡Ê ‰‡Ì ÒÍË” ÒÛ·ÂÍ ÚË: ÙËÏË, ıÓÎ ‰ËÌ „Ë, Ô‡ÚËÓ ÚË˜ ÌË Í˙ ÊÓ ̂ Ë, ÔÂ‰-
ÔËfl ÚËÈ ̂ ‡, ·Û‰Ë ÒÚÍË ‰Û ÊÂ ÒÚ‚‡, ÔÓÎË ÚË ̂ Ë, „ÎÓ ·‡Î ÌË ÍÓ ÔÓ ‡ ̂ ËË, ÏÎ‡ ‰ÂÊ ÍË Ó„‡ ÌË Á‡ -
ˆËË, ÓÚ‰ÂÎ ÌË ËÌ‰Ë ‚Ë ‰Ë, ÒÂÏÂÈ ÌË Á‡‰Û „Ë... çÓ‚Ë ÚÂ Ó·‡ ÁË ÔÓÍ‡Á ÌÓ Ó‚Î‡ ‰fl ‚‡ ı‡ ÔÓ -
ÒÚ‡Ì ÒÚ‚Ó ÚÓ, ËÁÏÂ ÒÚ‚‡È ÍË Ë Á‡ÒÂÌ˜ ‚‡È ÍË ‚ÒË˜ ÍË ‰Û„Ë48: ÚÓ‚‡ ‚Â˜Â ÌÂ ·Â¯Â „‡‰, ‚
ÍÓÈÚÓ Â‰Ì‡ ˆÂÌ Ú‡Î Ì‡ ‚Î‡ÒÚ ÏÓÊÂ ‰‡ ◊ËÌÊÂ ÌÂ ÒÚ‚‡“ Ë ‰‡ ‰ËÒ ̂ Ë ÔÎË Ì‡ ‡ ÒÓˆËÛ Ï‡ ÓÚ
Ò‚Ófl Ô‡Ì-ÓÔÚË ̃ Â ÒÍË ˆÂÌ Ú˙, ‡ ÏflÒÚÓ, Í˙‰Â ÚÓ Ó·˙ Í‡ ÌÓ ÒÂ ÔÂ ÒË ̃ ‡ ı‡ ‡Á ÌÓ ÔÓ ÒÓ˜ ÌË
ÊË‚Ó ÚË,  ‡Á ·fl „‚‡ ̆ Ë ÒÂ ËÍÓ ÌÓ ÏË ̃ Â ÒÍË ËÌË ̂ Ë‡ ÚË ‚Ë, ‚‡‚Ë ÎÓ ÌËfl Ì‡ „ÎÂ ‰ÌË ÚÓ˜ÍË Ë ËÌÚÂ -
Â ÒË. ◊ç‡Ó‰˙Ú“ Ë ÔË ÎÂ Ê‡ ̆ ‡ Ú‡ ÏÛ Ó„ÎÂ ‰‡Î Ì‡, ˆÂÌ Ú‡Î Ì‡ ‚ËÁÛ‡Î ÌÓ-ÛÔ‡ ‚ÎÂÌ ÒÍ‡ ÔÂÒ -
ÔÂÍ ÚË ‚‡ ÒÂ ·flı‡ ‡Á Ô‡‰ Ì‡ ÎË: Ì‡ÒÚ˙ ÔË ÎÓ ·Â¯Â ‚Â ÏÂ ÚÓ Ì‡ ËÌ‰Ë ‚Ë ‰Ë ÚÂ. ò‡Â Ì‡ Ú‡ ÒˆÂ -
ÌÓ „‡ ÙËfl Ì‡ ëÓÙËfl ÚÓÁË Ô˙Ú ÔÓÍ‡Á ‚‡ ̄ Â ÌÂ Ò˛ÊÂÚ Ë ‰‡ Ï‡ ÚÛ „Ë˜ ÌÓ Â‰ËÌ ÒÚ‚Ó, ‡ ‰ËÒ -
ÔÂ ÒËfl, ÍÓÌ ÙÎËÍÚ Ì‡ ÏÌÓ ÊÂ ÒÚ‚Â ÌÓÒÚ Ë Ô˙ÒÚÓ Ú‡, Ì‡ „‡‰ ÒÍ‡ Ú‡ ÒˆÂÌ‡ ËÁÎË Á‡ ı‡ ‡Á ÌÓ ÔÓ -
ÒÓ˜ Ì‡ ÔÂ‰ ÔËÂÏ ̃ Ë ‚ÓÒÚ Ë Ô‡Á‡ Ì‡ ‡„Â ÒËfl49. 

*  *  *
ÇÒ˙ ̆ ÌÓÒÚ, Í‡ÍÚÓ Ó·ËÍ ÌÓ ‚Â ÌÓ, ‰ÓË ‚ ı‡ÓÒ‡ ËÏ‡¯Â ÚÛ‰ ÌÓ ‚Ë‰Ë ÏË ÒÚÛÍ ÚÛ Ë50. èË
ÚÓ‚‡, ÌflÍÓË ÓÚ Úflı ÌÂÒ ÔÂ ̂ Ë ÙË˜ ÌË, „ÎÓ ·‡Î ÌË Ë ÏÂ„‡-ÔÓÎËÒ ÌË, ‰Û„Ë – ÒÔÂ ̂ Ë ÙË˜ ÌÓ
ÒÓÙËÈ ÒÍË, „Ó‚Ó Â ̆ Ë Á‡ ÓÒÓ ·Â ÌÓ ÚÓ ‚ ÚÓÁË „‡‰.

ÉÎÓ ·‡Î Ì‡ ·Â¯Â ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÍ‡ Ú‡ ÛÚÓ ÔËfl, ÍÓflÚÓ ‡Ï ÍË ‡ ̄ Â ı‡Ó ÚË˜ ÌÓ ÚÓ ËÁÓ ·Ë ÎËÂ Ì‡
ÍÓÏÂ ÒË ‡Î ÌË Ó·‡ ÁË. êÂÍÎ‡ ÏÌÓ ÚÓ ÏÓÂ, ÍÓÂÚÓ Á‡Îfl ëÓÙËfl, ·Â¯Â ˜ÂÒÚ‚‡ ÌÂ Ì‡ ÌÓ‚
Ò‚Â ÚÓ ‚ÂÌ ÊËÁ ÌÂÌ ÒÚËÎ – ÚÓÁË Ì‡ Ò‚˙ı ÔÂ‰ Î‡ „‡ ÌÂ ÚÓ Ë Ì‡ ˘‡ÒÚ ÎË ‚Ó ÚÓ Ë ·ÂÁ ÔÂ ÔflÚ -
ÒÚ‚Â ÌÓ, ‰ÓÒÚ˙Ô ÌÓ Ì‡ ‚ÒÂÍË ÔÓÚÂ ·ÎÂ ÌËÂ, ÔÂ‰ ÒÚ‡‚ ÂÌÓ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ë Í‡ÚÓ ÏÂ˜Ú‡, Ë
Í‡ÚÓ ÌÓÏ‡. á‡ ÒÂËÓÁ Ì‡ Ú‡ ‚Î‡ÒÚ Ì‡ Ú‡ÁË ◊ÏÂ˜ Ú‡ Ì‡ ÌÓÏ‡“ ‚ ëÓÙËfl „Ó‚Ó Ë ËÁ˜ÂÁ ‚‡ -
ÌÂ ÚÓ Ì‡ ÌÂÈ ÌÓ ÚÓ ÑÛ„Ó – ÂÍÎ‡ ÏÌÓ-·ÎÂ ÒÚfl ̆ Ëfl Ó·‡ ÁÂÌ ÔÎ‡ÒÚ ËÌÒˆÂ ÌË ‡ Â‰ËÌ ÒÚ‚Â ÌÓ
„ÂÓ Ë ÚÂ Ë Ò˛ÊÂ ÚË ÚÂ Ì‡ ÍÓÌ ÒÛ Ï‡ ̂ Ëfl Ú‡, ÓÚ ÌÂ„Ó ÓÚÒ˙ ÒÚ ‚‡Ú ÌÂ Ò‡ÏÓ Ó·‡ ÁË ÚÂ Ì‡ ÏËÁÂ -
Ëfl Ú‡ Ë ·Â‰ ÌÓÒÚ Ú‡, ÌÓ Ë Ó·‡ ÁË ÚÂ Ì‡ ÚÛ‰‡ Ë ÔÓ ËÁ ‚Ó‰ ÒÚ‚Ó ÚÓ, Ì‡ ËÌ‰Û ÒÚËfl Ú‡ Ë ÚÂı -
ÌÓ ÎÓ „Ë Ë ÚÂ. á‡ ‚Î‡ ÒÚÓ ‚Ëfl ı‡‡Í ÚÂ Ì‡ Ú‡ÁË Ó·‡Á ÌÓÒÚ „Ó‚Ó Ë Ë ‰Û„Ó: Úfl, Ï‡Í‡ ÔÓ
ÔÂÎ˙ ÒÚ‡ ‚fl ̆ Ë, ‡ ÌÂ ÔÓ ‰ËÒ ̂ Ë ÔÎË ÌË‡ ̆ Ë ÔË ̃ Ë ÌË, Ò˙˘Ó ÔÂ‰ ÔÓ ̃ Ë Ú‡ Ô‡Ì-ÓÔÚË ̃ Â ÒÍË
ÏÂÒÚ‡. éÚ ÍÓÏÂ ÒË ‡Î ÌË Í‡ ÚËÌ ÍË ·flı‡ Á‡‚ Î‡ ‰Â ÌË ‚ÒË˜ ÍË ‚˙ÁÏÓÊ ÌË ÚÓ˜ÍË Ì‡ ‚Ë‰Ë -
ÏÓÒÚ: ˆÂÌ Ú˙ ˙Ú Ì‡ „‡‰‡, Í˙ ÒÚÓ ‚Ë ̆ ‡ Ú‡, Í‡È-Ï‡„Ë ÒÚ‡Î ÌË ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡, ‚Ë‰Ë ÏË ÚÂ
ÓÚ‰‡ÎÂ˜ Í‡Î Í‡ ÌË, ‚ËÒÓ Í‡ Ú‡ ÔÂÒ ÔÂÍ ÚË ‚‡ Ì‡ ÔÓÍË ‚Ë ÚÂ, Ú.Â. ‚ÒË˜ ÍË ÏÂÒÚ‡, ÓÚ ÍÓËÚÓ
ÏÓÊÂ ‰‡ ÒÂ ÍÓÌ ÚÓ ÎË ‡ Ë Ó·Î˙˜ ‚‡ ÒÂ ‰‡ Ú‡51.

ÅËıÏÂ ÏÓ„ÎË ‰‡ Á‡ÍÎ˛ ̃ ËÏ, ˜Â ÚÓ‚‡ Â ÔÓ ÒÚÓ Ò‚Ó Â Ó· ‡Á ÌÓ ÔË ÒÚË „‡ ÌÂ Ì‡ „ÎÓ ·‡ ÎË Á‡ -
ˆËfl Ú‡ ‚ ëÓÙËfl, ‡ÍÓ ÌÂ˘‡ Ú‡ ÌflÏ‡ ı‡ Ë ÒÔÂ ̂ Ë ÙË ̃ ÂÌ ÒÓÙËÈ ÒÍË ÍÓÌ ÚÂÍÒÚ. éÚ ÒÂ ‰‡ Ú‡ Ì‡
90-ÚÂ „Ó‰Ë ÌË ‰Ó ‰ÌÂÒ ÂÍÎ‡ ÏË ÚÂ Ì‡ „ÓÎÂ ÏË ÚÂ Ò‚Â ÚÓ‚ ÌË ÍÓÏ Ô‡ ÌËË ÛÒÔÂ¯ ÌÓ ÒÂ ÒÏÂ Ò‚‡Ú
Ò ÂÏ·ÎÂ ÏË ÚÂ Ë Í‡ ÚËÌ ÍË ÚÂ Ì‡ ÏÂÒÚ ÌËfl ·ËÁ ÌÂÒ Ì‡ ‡Á ÌÓ Ó· ‡Á ÌË Ï‡ı ÎÂÌ ÒÍË Ë Ù‡ÏËÎ -
ÌË ËÌË ̂ Ë‡ ÚË ‚Ë: ‚Ë‰flı ÏÂ, ˜Â ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ‡Ì‡ ÎË ÁË ‡ ̄ Â ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË ÚÂ
ÈÂ‡ ıËË ‚ ÚÓ‚‡ ÒÏÂ Ò‚‡ ÌÂ. ë‡ÏËflÚ Ù‡ÍÚ Ó·‡˜Â, ˜Â Á‡ ÔÓ‰Ó· ÌÓ ‡Á ÍË ÚËÂ ·Â¯Â
ÌÂÓ·ıÓ ‰Ë ÏÓ ÓÍÓÚÓ Ì‡ ıÛ‰ÓÊ ÌËÍ Ë ‡Ì‡ ÎË ÁË ÚÓ, ÔÓÍ‡Á ‚‡ ̄ Â, ˜Â Á‡ Ï‡ÒÓ ‚Ë ÚÂ Ó˜Ë, ÚÂÁË
‡ÒË ÏÂ ÚËË Ë ÈÂ‡ ıËË ÒË ÓÒÚ‡ ‚‡Ú ÌÂ‚Ë ‰Ë ÏË, ÌÂ‡Á ÎË ̃ Ë ÏË ‚ ¯‡Â ÌËfl ı‡ÓÒ. á‡ Ï‡ÒÓ -
‚Ó ÚÓ ÓÍÓ „ÎÓ ·‡Î ÌË ÚÂ ÂÍÎ‡ ÏÌË Ó·‡ ÁË ÔÓ ÒÚÓ ÒÂ ‚ÎË ‚‡Ú ‚ ·ÂÁ ·ÂÊ Ì‡ Ú‡ ¯‡Â ÌËfl Ì‡
Ï‡ı ÎÂÌ ÒÍË ÚÂ ÙË ÏË˜ ÍË, ÍÎÂÍ-¯ÓÔÓ ‚Â, Ù‡ÏËÎ ÌË ËÌË ̂ Ë‡ ÚË ‚Ë, Ï‡ÎÍË Ï‡„‡ ÁËÌ ̃ Â Ú‡,
Ô‡‚Ë ÎËÓ ÌË Ë ÒÂ „ËË ÔÓ ÛÎË ̂ Ë ÚÂ. ä‡Á‡ ÌÓ ‚ ÔÓ ÒÚ‡Ì ÒÚ‚Â ÌË ÚÂ ÏË ÌË, ÓÌÓ‚‡, ÍÓÂÚÓ
Ë‰‚‡ ◊ÓÚ‚˙Ì“, ÒÂ ÒÏÂ Ò‚‡ Ë Ó·˙ Í‚‡ Ò ÓÌÓ‚‡, ÍÓÂÚÓ ÒÂ ‡Ê‰‡ ◊ÓÚ‰Ó ÎÛ“; ÔÓ‡ ‰Ë Ó·‡Á -
ÌÓ ÚÓ Ò‚˙ ıË ÁÓ ·Ë ÎËÂ „ÎÓ ·‡Î ÌÓ ÚÓ ÔÓÚ˙ ‚‡ ‚ ÎÓÍ‡Î ÌÓ ÚÓ. é·˘Ó ÚÓ ‚ÌÛ ̄ Â ÌËÂ Â ıÓË ÁÓÌ -
Ú‡Î ÌÓ: Á‡ ÏÌÓ „Ó ÚËfl, Ô˙ÒÚÓ Ú‡ Ë ı‡ÓÒ, ÛÒÔÂ¯ ÌÓ ÍË Â ̆ Ë ÏÌÓ „Ó ÚÓ Ô‡Ë, ‚ËÒÓ Í‡ Ú‡ ÚÂı ÌÓ -
ÎÓ „Ë˜ ÌÓÒÚ Ë Ï‡ ÍÂ ÚËÌ „Ó ‚‡ Í‡Î ÍÛ ÎË ‡ ÌÓÒÚ Á‡‰ „ÎÓ ·‡Î ÌË ÚÂ ÍÓ ÔÓ ‡ ÚË‚ ÌË ÂÍÎ‡ ÏË.
íÓ‚‡ ÔË ‰‡ ‚‡ Ì‡ ÔÓÒÎÂ‰ ÌË ÚÂ ËÌÚË ÏÂÌ, ˜Ó‚Â¯ ÍË Ì˛‡ÌÒ, Ô‡‚Ë „Ë ˜‡ÒÚ ÓÚ Ò‚˙ı-ËÁÓ -
·ËÎ Ì‡ Ú‡ Ë Ò‡Ï ÓÔÓ Ó ‰Â Ì‡ ‚ËÁÛ‡Î ÌÓÒÚ.

êÂÁÛÎ Ú‡Ú˙Ú Â ÏÓ˘ÌÓ ÌÂÓ-ÎË·Â ‡Î ÌÓ ÔÓÒÎ‡ ÌËÂ: ‚ÒË˜ ÍÓ, ÍÓÂÚÓ ÒÂ ÔÂ‰ Î‡ „‡ ÔÂ‰ Ó˜ËÚÂ,
Â ÂÒÚÂ ÒÚ‚Â ÌÓ. ë Ô‡Á‡ ÂÌ ÓÏ‡Ì ÚËÁ˙Ï ÒÓÙËÈ ÒÍ‡ Ú‡ Ó·‡Á Ì‡ ÒÂ‰‡ ËÒÍ‡ ‰‡ Û·Â‰Ë
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Global was the consumer utopia that served as a framework for the chaotic abundance
of commercial images. The sea of advertisements that swamped Sofia was a celebra-
tion of a new global lifestyle, that of oversupply and of happy and unobstructed, univer-
sally accessible consumption represented both as a dream and as a norm. The serious
power of this “dreamed-of norm” in Sofia is evidenced by the disappearance of its
Other: the glossy-advertising visual layer stages only the heroes and narratives of con-
sumption; absent from it are not only the images of misery and poverty but also the
images of labour and production, of industry and technologies. In addition, the new
imagery – albeit for seductive, and not for disciplining reasons – likewise prefers panop-
tic places; commercial pictures came to dominate all possible points of visibility: the
centre of the city, the intersections, the spaces along highways, the blind walls visible
from a distance, the high perspective of roofs, i.e. all places from which the environment
can be controlled and manipulated55.

If things had not had a specific Sofian context, we could have concluded that this was
simply a sui generis arrival of globalisation in Sofia. From the mid-nineties to the present,
the advertisements of the big international companies have been mixing successfully with
the emblems and pictures of the local business of various neighbourhood and family ini-
tiatives: we have seen that Luchezar Boyadjiev has analysed the spatial hierarchies of this
mixing. However, the very fact that it took the eye of an artist and analyst to make this dis-
covery indicates that to the mass eye, these asymmetries and hierarchies remain invisible,
that they are undistinguishable in the motley chaos. To the mass eye, the global advertis-
ing images simply blend in with the boundless diversity of neighbourhood companies,
squat shops, family initiatives, small stores, pavilions and stalls in the street. To put it in
spatial terms, what comes from the “outside” is mixed and confused with what is born
“from below”; because of the visual overabundance, the global is submerged into the
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Ì‡·Î˛ ‰‡ ÚÂ Îfl, ˜Â ‰ÓË ÍÓ„‡ ÚÓ ÒÂ ÂÍÎ‡ ÏË ‡Ú Coca Cola ËÎË Samsung, ÒÚ‡‚‡ ‰ÛÏ‡ Á‡
ÌÂ˘Ó ‡‚ÚÂÌ ÚË˜ ÌÓ: ÌÂ „ÎÓ ·‡Î ÌÓ ÛÔ‡ ‚Îfl ‚‡ ÌÓ Ò‚˙ı-ÔÂ‰ Î‡ „‡ ÌÂ, ÌËÚÓ ‰Ó·Â Í‡Î ÍÛ ÎË -
‡ ÌË ÂÍÎ‡ ÏÌË ÒÚ‡ ÚÂ „ËË, ‡ ÌÂÔÓ ÒÂ‰ ÒÚ‚Â Ì‡ ÒÚË ıËfl, Ò‡Ï ÓÔÓ Ó ‰ÂÌ ÊË‚ÓÚ, ÍÓÈÚÓ ÒÂ
Ò‡ÏÓ-ËÁÓ ·‡ Áfl ‚‡ Ë Ò‡ÏÓ-ËÁ‡ Áfl ‚‡.

*  *  *  
è‡‡ ÎÂÎ ÌÓ Ò ÚÓÁË ◊‡‚ÚÂÌ ÚË ̃ ÂÌ“ ÍÓÏÂ ÒË‡ ÎÂÌ ÙÓÍÛÒ Ì‡ Ì‡Ú ‡Ô ̃ Ë ‚‡ Ú‡ Ó·‡Á ÌÓÒÚ,
ëÓÙËfl ËÏ‡¯Â (Ë ‚ÒÂ Ó˘Â ËÏ‡) Â‰ËÌ ‚ ÔÓ‚Â˜Â. é˘Â Â‰ÌÓ ÌÂ˘Ó ÔÓÍ‡Á ‚‡ ̄ Â ÒÂ·Â ÒË
Ì‡Ú ‡Ô ̃ Ë ‚Ó, ‰ÓË Ì‡„ÎÓ: ÍË ÏË Ì‡Î ÌÓÒÚ Ú‡. èÓ-„ÓÂ ÓÔË Ò‡ı Í‡Í ÌÂÈ ÌË ÚÂ Ó·‡ ÁË ‚Î‡ ‰Â -
Â ı‡ „‡‰‡ – ÏÓÊÂ ·Ë ÌÂ Ú‡Í‡ Ï‡ÒÓ ‚Ó Ë ‚ÒÂ ÍË‰ ÌÂ‚ ÌÓ, Í‡ÍÚÓ ÍÓÏÂ ÒË ‡Î ÌË ÚÂ, ÌÓ ÌÂ ÔÓ-
Ï‡ÎÍÓ ‡„Â ÒË‚ ÌÓ, ÌÂ ÔÓ-Ï‡ÎÍÓ Ó·ı‚‡ ̆ ‡È ÍË ˆflÎÓ ÚÓ ÔÓ ÒÚ‡Ì ÒÚ‚Ó, ·ÂÁ ÒÔÂ ̂ Ë‡Î Ì‡
„‡‰ ÒÍ‡ ÚÓÔÓ „‡ ÙËfl Ì‡ ÌflÍ‡Í ‚Ë ÓÒÓ ·Â ÌÓ ÍË ÏË Ì‡Î ÌË Í‚‡ Ú‡ ÎË Ë ÏÂÒÚ‡. åÓÊÂ ‰‡ ÒÂ
Ú‚˙ ‰Ë, ˜Â ÍË ÏË Ì‡Î ÌÓÒÚ Ú‡ ◊ÂÍÎ‡ ÏË ‡ ̄ Â“ ÒÂ·Â ÒË ˜ÂÁ ÔÓÍ‡Á ÌË Û·ËÈ ÒÚ‚‡ Ë Ì‡ÒË -
ÎËÂ, Ï‡ÚÂ Ë‡ ÎÂÌ ÒÚ‡ ÚÛÒ, ÚÂÎÂ ÒÂÌ Ë ÔÛ·ÎË ̃ ÂÌ ÒÚËÎ. Ä ‚ ÒÍ˙ ÔË ÚÂ ÍÓÎË Ì‡ ÏÛÚË ÚÂ ÒËÏ -
‚Ó ÎË ÚÂ Ì‡ ˘‡ÒÚ ÎË ‚‡ Ú‡ ÍÓÌ ÒÛ Ï‡ ̂ Ëfl Ë ÍË ÏË Ì‡Î ÌËfl ÒÚËÎ Ì‡ ÊË‚ÓÚ ÒÂ ÒÎË ‚‡Ú – Á‡ÚÓ ‚‡
Úfl Ë ÌÂÈ Ì‡ Ú‡ ·ÂÁÓ „ÎÂ ‰Ì‡ ÛÔÓ ÚÂ ·‡ Úfl· ‚‡ ̄ Â ‰‡ ·˙‰Â Ï‡Í ÒË Ï‡Î ÌÓ ‚Ë‰Ë Ï‡.

í‡Í‡ ‚ ÁÓÌ‡ Ú‡ Ì‡ Ì‡Ú ‡Ô ̃ Ë ‚Ó ÚÓ ÒÂ ÔÓÎÛ ̃ Ë ÏÌÓ „Ó ÔÎ‡ ÒÚÓ ‚Ó ÔÓÒÎ‡ ÌËÂ, ÓÚ ‡ÒÓ ̂ Ë ‡ÚË‚ ÌÓ -
ÚÓ Ì‡‚˙ Á‚‡ ÌÂ Ì‡ ÌflÍÓÎ ÍÓ ÒÂËË ÓÚ Ó·‡ ÁË: Ì‡ „ÎÓ ·‡Î ÌÓ ÚÓ Ë Ï‡ı ÎÂÌ ÒÍÓ ÚÓ, Ì‡ ÏÂÚ‡ -
ÙÓ Ë˜ Ì‡ÓÚÓ Ô‡Á‡ ÌÓ Ë ·ÛÍ‚‡Î ÌÓ ÚÓ ÍË ÏË Ì‡Î ÌÓ Ì‡ÒË ÎËÂ. åÌÓ„Ó ‡Á ÎË˜ ÌË ‚ Ò‚Ó ÂÚÓ
Ò˙‰˙ Ê‡ ÌËÂ, ÚÂ ÒÂ ÓÍ‡ Á‡ ı‡ Ú‚˙ ‰Â ÒıÓ‰ ÌË ‚ Ò‚Ófl Ú‡ ‡„Â ÒË‚ Ì‡ ÔÓÍ‡Á ÌÓÒÚ, ÍÓflÚÓ „Ë
Í‡‡ ‰‡ ÒÂ ÍÓÌ ÍÛ Ë ‡Ú Á‡ ‚ÌË Ï‡ ÌËÂ ÚÓ Ì‡ ÁË ÚÂ Îfl, ËÁÚÎ‡ ÒÍ‚‡È ÍË ‚ÒË˜ ÍÓ ‰Û„Ó. ëÔÂ -
ˆË ÙË˜ ÌËflÚ ÒÓÙËÈ ÒÍË ‚ËÁÛ‡ ÎÂÌ ÂÊËÏ Úfl· ‚‡ ‰‡ ÒÂ Ú˙ÒË Ú˙ÍÏÓ ‚  Ò˙ÒÂ‰ ÒÚ‚Ó ÚÓ, ÔÂ -
ÒË ̃ ‡ ÌËfl Ú‡ Ë ıË·Ë ‰Ë Á‡ ̂ ËË ÚÂ Ì‡ ÚÂÁË Ó·‡Á ÌË ÒÂËË. íÓÈ ÏÓÊÂ ‰‡ ·˙‰Â Ì‡Â ̃ ÂÌ
Ó·˙ Ì‡Ú Ô‡Ì-ÓÔÚËÁ˙Ï: ÌÂ ÌÂ‚Ë ‰Ë Ï‡ Ú‡ ‚Î‡ÒÚ Ì‡·Î˛ ‰‡ ‚‡ ‚ÒË˜ ÍË, ‡ ‚ÒË˜ ÍË – ‚ÍÎ˛ ̃ Ë -
ÚÂÎ ÌÓ Ë ÓÌÂÁË, ÍÓËÚÓ ÔÓ ‰ÂÙË ÌË ̂ Ëfl Úfl· ‚‡ ‰‡ Ò‡ Ì‡ Ú˙ÏÌÓ – ËÒÍ‡Ú ‰‡ ·˙‰‡Ú ‚Ë‰Â ÌË,
Ì‡Ú ‡Ô ‚‡Ú Ò‚ÓË ÚÂ Ó·‡ ÁË. Ç Ò˙‰˙ Ê‡ ÚÂ ÎÂÌ ÔÎ‡Ì ÚÓÁË ÂÊËÏ ËÏ‡ ·‡ÁÓ ‚Ó ◊ÙËÎÓ ÒÓÙ -
ÒÍÓ◊ ‚ÌÛ ̄ Â ÌËÂ: ÔÂ ÔÎÂ ÚÂ ÌË ÚÂ ÏÛ Ó·‡ ÁË ‚ÌÛ ̄ ‡ ‚‡Ú, ˜Â ◊ÊË‚ËflÚ ÊË‚ÓÚ“ Ì‡ Ô‡Á‡ ‡ ‚ÒÂ -
ÍË‰ ÌÂ‚ ÌÓ „‡ ÌË ̃ Ë Ò ◊ÓÔ‡Ò ÌËfl“, Ï˙ÊÍË ÊË‚ÓÚ ËÁ‚˙Ì Á‡ÍÓ Ì‡, ‰‚‡Ú‡ Ò‡ Â‰Ì‡Í ‚Ó ‰ÓÒÚÓÈ -
ÌË, Â‰Ì‡Í ‚Ó ·ÂÁ‡Î ÚÂ Ì‡ ÚË‚ ÌË, Ú˙ ÊÂ ÒÚ‚Û ‚‡ ̆ Ë Ë ‚ËÚ‡Î ÌË, Â‰Ì‡Í ‚Ó ÏÓ„‡Ú ‰‡ ËÁÎ˙˜ ‚‡Ú
ÔË‚ ÎÂ Í‡ ÚÂÎ ÌË ÙÓÏË Ì‡ ÊË‚ÓÚ52. íÓÈ Í‡Á‚‡, ˜Â ÍÓÏÂ ÒË ‡Î Ì‡ Ú‡ ÔÂ‰ ÔËÂÏ ̃ Ë ‚ÓÒÚ Ë
ÍË ÏË Ì‡Î ÌÓÒÚ Ú‡ Ò‡ ‚Ò˙ ̆ ÌÓÒÚ ‰‚Â ÒÚ‡ ÌË Ì‡ Â‰ÌÓ Ë Ò˙˘Ó: Ì‡ Ô˙Î Ì‡ Ú‡ Ò‚Ó ·Ó ‰‡, ·ÂÁ -
„‡ ÌË˜ Ì‡ Ú‡ ËÌË ̂ Ë‡ ÚË‚ ÌÓÒÚ, ËÁÓ ·Â Ú‡ ÚÂÎ ÌÓÒÚ Ú‡, ÒÏÂ ÎÓÒÚ Ú‡, ÍÓËÚÓ ÌÂ ÒÂ Ò˙Ó· ‡ Áfl ‚‡Ú
Ò ÌËÍ‡Í ‚Ë ‡ÏÍË: ·ÂÁÓ „ÎÂ ‰ÌË Ë Ì‡„ÎË Ò‡. à ‚ Úflı Â ÍÓÌ ̂ ÂÌ ÚË ‡ ÌÓ Ì‡È-‚‡Ê ÌÓ ÚÓ – ÍË -
ÏË Ì‡Î ÌÓ-Ô‡Á‡ ÌËflÚ, ¯‡ÂÌ ÂÓÒ, ˜ËËÚÓ Ó·‡ ÁË ‚Î‡ ‰ ÂflÚ „‡‰‡.    

ÇË‰Ë ÏÓ, ÌÓ ÌÂ‚Ë ‰Ë ÏÓ
ç‡Ú ‡Ô ̃ Ë ‚‡ Ú‡ Ó·‡Á ÌÓÒÚ ËÁÚÎ‡ ÒÍ‚‡ ̄ Â ÌÓ Ï‡Î Ì‡ Ú‡ ‚Ë‰Ë ÏÓÒÚ Ì‡ „‡‰‡ ‚ ÁÓÌ‡ Ú‡ Ì‡
ÚÛ‰ ÌÓ ‚Ë‰Ë ÏÓ ÚÓ. åÌÓ„Ó „‡‰ ÒÍË Ó·‡ ÁË Ë ÏÌÓ„Ó „‡‰ ÒÍË Ô‡Í ÚË ÍË ÌÂ Ú˙ ÒÂ ı‡ Ú‡ÍÓ ‚‡
·Û Ú‡Î ÌÓ ‚˙Á‰ÂÈ ÒÚ‚ËÂ: ÚÂ ÔÓ ÒÚÓ Ò˙˘Â ÒÚ‚Û ‚‡ ı‡ Â‰ÌË ‰Ó ‰Û„Ë ‚ ÌÂ‚Â Ó flÚ Ì‡ Ô˙ÒÚÓ -
Ú‡. Ç Ú‡Í˙‚ ÂÊËÏ – Ì‡ ËÁÚÎ‡ ÒÍ‡ Ì‡ ‚Ë‰Ë ÏÓÒÚ – ·flı‡ ‡Á ÌË ÚÂ ËÒÚÓ Ë ̃ Â ÒÍË ÔÎ‡ ÒÚÓ ‚Â
Ì‡ „‡‰‡, ÍÓËÚÓ Ò˙˘Â ÒÚ‚Û ‚‡ ı‡ Â‰ËÌ ‰Ó ‰Û„ Ë Â‰ËÌ ÔÂÁ ‰Û„, ·ÂÁ ÌÂÚÂ ÌË ‡ ÌÓ ÚÓ ÓÍÓ
‰‡ Ò˙Û ÏÂÂ ‰‡ „Ë ‡Á ̃ ÎÂ ÌË: ‰Ê‡ ÏËfl, ‰Ó ÌÂfl Ô˙ÎÌË Ò ·ÓÍÎÛ ̂ Ë ËÏ ÒÍË ÛËÌË (‰Ó ÍÓËÚÓ
ËÏ‡ Î˙ÒÍ‡‚ ÂÒÚÓ ‡ÌÚ ◊êÛËÌË“), ‰Ó Úflı – ÌÓ‚Ó ÔÓ ÒÚÓ ÂÌ ˘Â‰¸Ó ‚˙ Ì‡ ëÓÙË flÌ ÒÍË Ë
ó‡Ô Í˙ ÌÓ‚, Ï‡ÎÍÓ ÔÓ-Ì‡Ú‡Ú˙Í – ‰Ó ÔÓÎÛ ‡Á Û ̄ Â Ì‡ ·‡Ìfl ‚ ÌÂÓ Ó Ï‡Ì ÚË ̃ ÂÌ Ì‡ˆËÓ Ì‡ ÎÂÌ
ÒÚËÎ ÒÂ˘Û ÔÂ ‚˙ Ì‡ ÚË ÚÂ ‚ ÒÛÔÂ Ï‡ ÍÂÚ ï‡ÎË, Á‡‰ ÍÓËÚÓ Â ëËÌ‡ „Ó „‡ Ú‡ – ÔÓÛ ÚÂ ÌË
Ó·‡Á ̂ Ë Ì‡ ÒÓˆË‡ ÎË ÒÚË ̃ Â ÒÍËfl ‡ıË ÚÂÍ ÚÛ ÂÌ ÏÓ‰Â ÌËÁ˙Ï. ÑÛ„Ë ‚ËÁÛ‡Î ÌË Ù‡ÍÚË ÓÚ
„‡‰‡ Ò˙Á‰‡ ‚‡ ı‡ – ‡ÍÓ ÒÎÛ ̃ ‡È ÌÓ ·˙‰‡Ú Á‡·Â Îfl Á‡ ÌË – Ì‡È-ÌÂ‚Â Ó flÚ ÌË, ˜ÂÒÚÓ ÍÓÏË˜ ÌË,
ÍÓÌ Ú‡ ÒÚË. ÇÂ˜Â ÒÔÓ ÏÂ Ì‡ı Í‡Í Ï‡ı ÎÂÌ ÒÍÓ ÚÓ Ë „ÎÓ ·‡Î ÌÓ ÚÓ Ò˙˘Â ÒÚ‚Û ‚‡ ı‡ Â‰ÌÓ ‰Ó
‰Û„Ó, ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ ÔÓ ÍÓÈÚÓ ÚÓÚ‡ ÎË Ú‡ ÌË ÚÂ Ô‡ÏÂÚ ÌË ÔÎÓ˜Ë ·ÂÁ ÔÓ ·ÎÂÏ Ò˙ÒÂ‰ ÒÚ -
‚‡ ı‡ Ò ÂÍÎ‡ ÏË Ì‡ ‚Ó‰Í‡ ◊îÎËÚ“, ‡ Ô‡ÏÂÚ ÌË Í˙Ú Ì‡ ãÂ‚ ÒÍË – Ò „ÓÎÓ ÚÓ ‰ÛÔÂ Ì‡ ÄÁËÒ.
çÂÚÂ ÌË ‡ ÌÓ ÚÓ ÓÍÓ ÏÓÊÂ ̄ Â ‰‡ Ó·˙ Í‡ Ú‡ÌÒ „Â ÒË‚ ÌË ÚÂ ÍÓÌ Ú‡ ÒÚË ÓÚ Ì‡Ú ‡Ô ̃ Ë ‚‡ Ú‡
ÁÓÌ‡ Ò ÌÓ Ï‡Î ÌË ÚÂ ¯‡Â ÌËË ÓÚ ◊ÌÓ Ï‡Î Ì‡ Ú‡“, ‡ ÂÒÚÂ ÚË ÍÓ-ÔÓÎË ÚË ̃ Â ÒÍ‡ Ú‡ ÌÓÒÚ‡Î „Ëfl
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local. The overall impression is horizontal: of abundance, colourful diversity and chaos
successfully hiding the big money, high technology and commercial calculation behind
the global corporate advertisements. This lends them an intimate, human touch, making
them part of the overabundant and self-generated visuality.

The result is a powerful neoliberal message: everything that is offered to the eye is natural.
With a specific commercial romanticism, the Sofia visual environment wants to persuade
the observer that even when advertising Coca-Cola or Samsung what is actually involved
is something authentic: not globally managed oversupply or well-calculated advertising
strategies, but an immediate elemental force, a self-generating life that represents and
expresses itself.

* * *
Parallel with this “authentic” commercial focus of aggressive, conspicuous imagery, Sofia
had (and still has) another one as well. Something else also demonstrated itself aggres-
sively, even arrogantly: the criminal world. I have described above how its images domi-
nated the city – maybe not on such a mass and everyday scale as the commercial ones,
but not less aggressively, not less encompassing the entire space, without a special
urban topography of particular criminal districts and places. With a dose of overstatement,
one may claim that the criminal world advertised itself through execution-style or demon-
strative killings, through direct and frank violence, bodily style and symbols of richness.
And in the shiny expensive cars the symbols of happy consumption and the criminal way
of life merge.

Thus, the zone of aggressive visibility produced a multi-layered message as a result of the
association of several series of images: of the global and of the neighbourhoodly, of the
metaphoric commercial and literal criminal aggression. Very different in their content, they
proved quite similar in their aggressive display and demonstration, which makes them
compete for the viewer's attention, ousting everything else. The specific Sofian visual
regime must be sought precisely in the proximity, intersections and hybridisations of these
series of images: the “authentically” commercial and the criminal. It could be called invert-
ed panopticism: it is not that an invisible power observes everybody, it is that everybody –
including those who must be in the dark by definition – wants to be seen, aggressively
imposing their own images. On the plane of content, this regime has a basic “philosophi-
cal” message: its intertwined images imply that the “live life” of the market borders daily
on the “dangerous”, manly life outside the law, that the two are equally worthy, equally
without an alternative, equally triumphant and vital, equally capable of representing attrac-
tive lifestyles56. It says that commercial enterprise and crime are in fact two sides of one
and the same thing: of total freedom, indiscriminate enterprise, ingenuity, boldness, which
will stop at nothing. That in them is concentrated the most important thing: a criminal-com-
mercial, diverse eros whose images dominate the city.

Visible Yet Invisible
The aggressive imagery pushed normal visibility into the zone of that which was difficult to
see. Many urban images and many urban practices did not seek such a brutal effect: they
simply co-existed side by side in an incredibly colourful picture, creating – if they hap-
pened to be noticed – absurd, often comic, contrasts. In such a regime – of ousted visibili-
ty – were the city's various historical layers, which co-existed side by side and mingled
together, being indistinguishable to the untrained eye: a mosque next to litter-strewn
Roman ruins (near a glitzy restaurant called Ruini/Ruins) in the vicinity of a newly built
masterpiece of Sofiyanski and sculptor Georgi Chapkunov, near dilapidated public baths
in Neoromantic national style, opposite the converted into a supermarket Central Hali,
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Í˙Ï ◊Â‰“, ÍÓflÚÓ Ó‚Î‡ ‰fl ‚‡ ̄ Â ÌflÍÓË ÍË ÚË˜ ÌË Ì‡·Î˛ ‰‡ ÚÂ ÎË, ÏÓÊÂ ̄ Â ‰‡ ÒÂ Ì‡ÒÓ ̃ Ë Ë
Í˙Ï ‰‚ÂÚÂ, ·ÂÁ ‰‡ „Ë ‡Á ÎË ̃ ‡ ‚‡.  á‡ ‰‡ ÒÂ ÓÒ‚Ó ·Ó ‰Ë¯ ÓÚ ‚Î‡ÒÚ Ú‡ Ì‡ Ì‡Ú ‡Ô ̃ Ë ‚Ë ÚÂ
Ô‡Á‡ ÌÓ-ÍË ÏË Ì‡Î ÌË Ó·‡ ÁË, ·Â¯Â ÌÂÓ·ıÓ ‰Ë Ï‡ ‰ËÒÚ‡Ì ̂ Ëfl Ë ÍË ÚË ̃ Â ÒÍ‡ ÒÔÓ ÒÓ· ÌÓÒÚ
‰‡ ÒÂ ÒÏÂÌË „ÎÂ ‰Ì‡ Ú‡ ÚÓ˜Í‡, ‰‡ ÒÂ ◊ÔÂ‚ ÍÎ˛ ̃ Ë „Â˘‡Î Ú‡“ – ÚÓ„‡ ‚‡ ‚ËÁÛ‡Î ÌË ÚÂ ÍÓ‰Ó ‚Â
Ì‡ ëÓÙËfl Á‡ÔÓ˜ ‚‡ ı‡ ‰‡ ‡Á ÍË ‚‡Ú Ë ‰Û„Ë ÌÂ˘‡.

çÂ ·Â¯Â ÌÂÓ·ıÓ ‰Ë ÏÓ  ÍÓÈ ÁÌ‡Â Í‡Í‚Ó ◊ÔÂ‚ ÍÎ˛˜ ‚‡ ÌÂ“, Á‡ ‰‡ ÒÂ ‰ÓÒÂ ÚË˘, ˜Â ÔÓÍ‡Á -
ÌÓÒÚ Ú‡ Ì‡ Û·ËÈ ÒÚ‚‡ Ú‡ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ Ô‡‚Ë ‚Ë‰Ë Ï‡ Ë ÒÎ‡ ·ÓÒÚ Ú‡ Ì‡ „‡‰ ÒÍ‡ Ú‡ ‚Î‡ÒÚ,
ÓÚÒ˙ ÒÚ‚ËÂ ÚÓ Ì‡ ÏÓ‰Â ÌË „‡‰ ÒÍË ‰Ó· Ó ‰Â ÚÂ ÎË Í‡ÚÓ ÍÓÌ ÚÓÎ, Ó·ÓÁ Ë ÏÓÒÚ, ËÁÚÎ‡ ÒÍ‚‡ -
ÌÂ Ì‡ ÍË ÏË Ì‡Î ÌÓÒÚ Ú‡ ‚ Ú˙ÏÌË ÚÂ ÔÓ ÒÚ‡Ì ÒÚ‚‡, ÙÛÌÍ ̂ ËÓ Ì‡Î Ì‡ ÔÓÎË ̂ Ëfl Ë Ô. ä‡ÍÚÓ
‚Ë‰flı ÏÂ, ÚÓ‚‡ ‚ÌÛ ̄ Â ÌËÂ ·Â¯Â ÔÓ‰‰˙ Ê‡ ÌÓ Ë ÓÚ ‰ËÂÍÚ Ì‡ Ú‡ ‚Ë‰Ë ÏÓÒÚ Ì‡ ËÌÙ‡-
ÒÚÛÍ ÚÛ ÌË Í‡Ú‡ ÒÚÓ ÙË – Ò ·ÓÍÎÛ Í‡, Ò ÍÓÎË ÚÂ, Ò ‚Ó‰‡ Ú‡... èÓ-ÚÛ‰ ÌÓ Ó·‡˜Â ·Â¯Â ‰‡ ÒË
‰‡‰Â¯ ÒÏÂÚ Í‡, ˜Â „‡‰ ÒÍ‡ Ú‡ ‚Î‡ÒÚ Â Á‡„Û ·Ë Î‡ ÌÂ Ò‡ÏÓ ˆÂÌ Ú‡Î Ì‡ Ú‡ ÒË ÙÛÌÍ ̂ Ëfl, ÌÓ Ë
Ó˘Â ÌÂ˘Ó: ÒÎ‡·‡ ‚˙‚ ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓ ÓÚÌÓ ̄ Â ÌËÂ, Úfl ÒÚ‡ ‰‡ Ó˘Â ÓÚ Á‡„Û ·‡ Ì‡ ÂÓÒ Ë
Ó·‡Á.

íÓ‚‡ ·Â¯Â ‚Ë‰Ë ÏÓ ÍÓÒ ‚Â ÌÓ, ˜ÂÁ ◊‚ËÁÛ‡Î ÌË ÚÂ ÏÂÚ‡ ÙÓ Ë“, ÔË ÍÓËÚÓ ‰ÓÏË ÌË ‡ ̆ ËflÚ
‚ËÁÛ‡ ÎÂÌ ÍÓ‰ ·Â¯Â ÔÂ Ì‡ ÒflÌ ‚˙ıÛ ‰Û„Ë Ó·Î‡ ÒÚË. á‡ ‰‡ ·˙‰‡Ú ËÒÚËÌ ÒÍË ‚Ë‰Ë ÏË ÔÓÎË -
ÚË ̃ Â ÒÍË ÚÂ ÙË„Û Ë, ÚÂ Úfl· ‚‡ ̄ Â ‰‡ Ò‡ Í‡ÚÓ ËÒÍÓ ‚Ë Ë ‚ËÚ‡Î ÌË „ÂÓË Ì‡ Í‡ÔË Ú‡ Î‡. íÓ‚‡
ÓÒÓ ·Â ÌÓ ÔÓ ÎË ̃ ‡ ÔÓ ‚ÂÏÂ Ì‡ ÔÓÒÎÂ‰ Ì‡ Ú‡ ÍÏÂÚ ÒÍ‡ Í‡Ï Ô‡ ÌËfl, ‡ Ë ÔÓ Í˙ÒÌÓ ÔË ÛÔ‡ -
‚ÎÂ ÌËÂ ÚÓ Ì‡ ÅÓÈÍÓ ÅÓË ÒÓ‚. íÓÈ ËÏ‡¯Â Ú‡ÍË ‚‡ ‰‡‰Â ÌÓ ÒÚË53, ‡ Ë ÌÂ„Ó ‚ËflÚ PR-ÂÍËÔ 
ÔÂ ‰‚Ë‰ ÎË ‚Ó „Ó ·Â¯Â ÏÓ‰Â ÎË ‡Î ÔÓ ÓÔË Ò‡ Ì‡ Ú‡ ÔÓ-„ÓÂ Ô‡Á‡ ÌÓ-ÒËÎÓ ‚‡, ◊ÊË‚‡“ ÂÒÚÂ -
ÚË Í‡. ÇÒË˜ ÍÓ, ÍÓÂÚÓ ÚÓÁË ÍÏÂÚ Ô‡ ‚Â ̄ Â, ·Â¯Â ÔÂ‰ ÒÚ‡ ‚fl ÌÓ Í‡ÚÓ ÔÓ ËÁ ÚË ̃ ‡ ̆ Ó ÌÂ ÓÚ
‚Î‡ÒÚ Ú‡ Ì‡ ÓÙË ̂ Ë‡Î Ì‡ Ú‡ ÏÛ ËÌÒÚË ÚÛ ̂ ËÓ Ì‡Î Ì‡  ÔÓÁË ̂ Ëfl Ë ÓÚ Á‡‰˙Î ÊÂ ÌËfl Ú‡ ÏÛ Ì‡ ÍÏÂÚ,
‡ Í‡ÚÓ ÎË˜Ì‡,  ËÒÍÓ ‚‡ ËÌË ̂ Ë‡ ÚË ‚‡ Ì‡ Â‰ËÌ ◊ÓÔ‡ ‚ÂÌ“ ˜Ó‚ÂÍ, ÔÓ‰Ó ·ÂÌ Ì‡ ◊‚ÒË˜ ÍË Ì‡Ò“.
ëflÍ‡¯ „ÂÓÈ Ì‡ ÛÂÒ Ú˙Ì ‚ Ò‚flÚ ËÁ‚˙Ì Á‡ÍÓ Ì‡, ÚÓÈ Úfl· ‚‡ ̄ Â Ò‡Ï ‰‡ ÔÓ Í‡ ‡ ◊Ô‡ ‚‰‡ -
Ú‡“ ÒÂ˘Û ·˛Ó Í‡ ÚË Ë ÍÓÛÏ ÔË ‡ ÌË ˜ËÌÓ‚ ÌË ̂ Ë: ‚Î‡ÒÚ Ú‡ ÏÛ ·Â¯Â Ì‡ ÔÂ‰ ÔËÂ Ï‡˜ Ë
·ÓÈÌ‡ Â‰Ë ÌË ̂ ‡, ‡ ÌÂ Ì‡ ‡‰ÏË ÌË ÒÚ‡ ÚÓ. íÓÈ Úfl· ‚‡ ̄ Â ‰‡ ËÁ„ÎÂÊ ‰‡ Ò‡ÏÓ ‰Â ÂÌ, ◊‡‚ÚÂÌ -
ÚË ̃ ÂÌ“ Ë Ò‡ÏÓ Ì‡ Ô‡ ‚ÂÌ ÍÏÂÚ, ÍÓÈÚÓ Â ‰‡ÎÂ˜ ÓÚ ‚˙ÔÎ˙ ̆ Â ÌËÂ Ì‡ the rules of l‡w. ÑÓË ‡ÍÓ
Úfl· ‚‡  Ô‡˘‡ ÔÓ ‰fl‚Ó ÎË ÚÂ ‚ÒË˜ ÍË Ô‡ ‚Ë Î‡, ÌÓ Á‡ ÒÏÂÚ Í‡ Ì‡ ÚÓ‚‡ ◊‚˙¯Ë ‡·Ó Ú‡“
(„Ó‚Ó ËÏ Á‡ ÏÂ‰Ë ÂÌ Ó·‡Á, ÌÂ Á‡ Â‡Î ÌÓ ‚˙ ̄ Â ÌÂ Ì‡ ‡·Ó Ú‡). ç‡Í‡Ú ÍÓ, „‡ ‰Ó Ì‡ ̃ ‡Î ÌË -
Í˙Ú, ÔÂ ÒÓ ÌË ÙË Ò‡ ̂ Ëfl Ì‡ „‡‰ ÒÍ‡ Ú‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ Ë ‡‰ÏË ÌË ÒÚ‡ ÚË‚ Ì‡ ‚Î‡ÒÚ, ÌÂ ·Â¯Â
ÏÓ‰Â ÎË ‡Ì ÔÓ Á‡ÍÓ ÌË ÚÂ Ì‡ ÔÓÎË ÚË ̃ Â ÒÍ‡ Ú‡ Ó·‡Á ÌÓÒÚ, ‡ Ì‡ Ô‡Á‡ Ì‡ Ú‡ Ë ÍË ÏË Ì‡Î Ì‡ Úa.
èÓÎË ÚË ̃ Â ÒÍ‡Ú‡ ‚Î‡ÒÚ ‚ „‡‰‡ ÌflÏ‡ ̄ Â ‰Ó‚Â ËÂ ‚ Ú‡ ‰Ë ̂ ËÓÌ ÌË ÚÂ ÒË ÂÏ·ÎÂ ÏË (Ò‚˙ Á‡ ÌË
Ò ˆÂÌ Ú‡Î ÌÓÒÚ, ÔÓ ̂ Â ‰Û ÌÓÒÚ, ÒÔ‡Á ‚‡ ÌÂ Ì‡ Á‡ÍÓ Ì‡, ‡‚ÚÓ Ë ÚÂÚ, ‡ˆËÓ Ì‡Î ÌË ÓÒÌÓ‚ ‡ ÌËfl,
ÍÓÌ ÚÓÎ Ë Ô.) Ë ÒÂ ÔÂ ‰Â¯ ‚‡ ̄ Â ‚ Ó·‡ ÁË ÚÂ Ì‡ ‚ËÁÛ‡Î ÌËfl ÂÊËÏ Ì‡ ‚Î‡ÒÚ54: Úfl ËÒÍ‡ -
¯Â ‰‡ ÔË ÎË ̃ ‡ Ì‡ ◊·ËÁ ÌÂÒ ÏÂÌ“, ◊ÔË˜“ Ë ◊ÏÛÚ‡“ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ.

ë ÚÓ‚‡ Ë ‚ËÁÛ‡Î ÌËflÚ ÂÊËÏ Ì‡ ëÓÙËfl ‰ÂÏÓÌ ÒÚË ‡ ̄ Â ÓÚÒÚ˙ ÔÎÂ ÌËÂ Ì‡ ÔÓÎË ÚË ̃ Â ÒÍÓ ÚÓ
ÔÂ‰ ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ55: Ò ÛÚÓ˜ ÌÂ ÌËÂ ÚÓ, ˜Â Ë ‰‚ÂÚÂ ÔÓÌfl ÚËfl Úfl· ‚‡ ‰‡ ÒÂ Ú˙Î ÍÛ ‚‡Ú
Ï‡Í ÒË Ï‡Î ÌÓ ¯ËÓ ÍÓ. ä‡ÍÚÓ ‚Ë‰flı ÏÂ, ◊ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ“ ‚ Ì‡¯Ëfl ÒÎÛ ̃ ‡È Ó·ı‚‡ ̆ ‡ ÌÂ
Ò‡ÏÓ ÔÓÎÂ ÚÓ Ì‡ Â„Î‡ ÏÂÌ ÚË ‡ ÌË ÚÂ ÓÚ Á‡ÍÓ ÌË Ë Ô‡ ‚Ë Î‡ Ô‡Á‡ ÌË ‡Á ÏÂ ÌË (Ô‡Á‡ ‚
ÚÂÒÂÌ ÒÏË Ò˙Î Ì‡ ‰ÛÏ‡ Ú‡), ‡ ‚ÒÂ ‚˙ ÁÏÓÊ ÌË ÚÂ ËÌË ̂ Ë‡ ÚË ‚Ë, ÔË Ò‚Ó fl‚‡ ÌËfl, ÛÔÓ ÚÂ ·Ë,
Ì‡Ô‡Ò ‚‡ ÌËfl Ë Ë„Ë Ì‡ ˙·‡ Ì‡ ÔÓÁ‚Ó ÎÂ ÌÓ ÚÓ Ë Á‡ÍÓ Ì‡: Ú.Â. ÚÓ‚‡ Â ÛÒÎÓ ‚ÂÌ ÚÂ ÏËÌ Á‡
ÚÓÚ‡Î Ì‡ Ú‡ ÒÙÂ‡ Ì‡ ÔË ‚‡Ú ÌË ÚÂ Ë ÌÂÂ „Î‡ ÏÂÌ ÚË ‡ ÌË ÛÔÓ ÚÂ ·Ë, ÌÂ Ô‡ ‚Â ̆ ‡ ‡Á ÎË Í‡
ÏÂÊ‰Û ·ËÁ ÌÂÒ ÏÂ ÌË, ◊ÓÍÛ ÏÛ¯ ÏÓÏ ̃ Â Ú‡“ Ë ÔÂ ÒÚ˙Ô ÌË ̂ Ë (‚ÔÓ ̃ ÂÏ, ‚ ·˙Î „‡ ÒÍ‡ Ú‡ ÔÂÒ‡
ÌÂ ÒÎÛ ̃ ‡È ÌÓ ÒÂ ÛÒÚ‡ ÌÓ ‚Ë ÒËÌÓ ÌË ÏËfl ÏÂÊ‰Û ◊ÔÂ ÒÚ˙Ô ÌËÍ“ Ë ◊·ËÁ ÌÂÒ ÏÂÌ“).

íÛÍ ÒÚË „‡ ÏÂ ‰Ó Ì‡È-Ò˙˘Â ÒÚ‚Â ÌÓ ÚÓ: ÔÓ‰Ó· ÌÓ Ì‡ Ò˙‚Â ÏÂÌ ÌË ÚÂ ÏÂ„‡ ÔÓ ÎË ÒË, ëÓÙËfl
ÔÂ‰ ÔÓ ̃ Ë Ú‡ ̄ Â ‰‡ ËÁ‚ÂÊ ‰‡ ‚ ÂÊËÏ Ì‡ ‚Ë‰Ë ÏÓÒÚ ÌÂ Û·‡ ÌË ÒÚË˜ ÌËfl Â‰ Ë ‡ˆËÓ Ì‡Î -
ÌÓÒÚ, ‡ Ù‡Ì Ú‡Á ÏË ÚÂ Ì‡ Ò‚ÓË ÚÂ ÊËÚÂ ÎË: ÌÓ ÚÂÁË Ù‡Ì Ú‡Á ÏË ÒÂ ‡Á ÎË ̃ ‡ ‚‡ ı‡ ÔÓ ÒÔÂ ̂ Ë ÙË -
˜ÂÌ Ì‡˜ËÌ ÓÚ „ÎÓ ·‡Î ÌË ÚÂ. íÂ ·flı‡ ıË·Ë‰ Ì‡ ÏÂ˜Ú‡ – Á‡ ÍÓÌ ÒÛ Ï‡ ̂ Ëfl Ë ÒÚËÎ, ÌÓ Ë Á‡
ÌÂÓ „‡ ÌË ̃ ‡ ‚‡ Ì‡ ÓÚ ÌË˘Ó Ò‚Ó ·Ó ‰‡ Ì‡ ◊ËÍÓ ÌÓ ÏË ̃ Â ÒÍÓ ÚÓ“, ÔÂ ÎË ‚‡ ̆ Ó Ë ‚ ‰Û„Ë, Ó·ËÍ -
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behind which is the Synagogue – crumbling samples of socialist architectural modernism.
I have already noted how the neighbourhoodly and the global existed side by side, just as
totalitarian memorial plates stood without any problem next to advertisements of Flirt
Vodka and the monument to Vassil Levski rose opposite a billboard displaying the bare
bum of transvestite chalga singer Azis. The untrained eye could mistake the transgressive
contrasts from the conspicuous zone for the normal colourful diversity from the “normal”
one: and the political and aesthetic nostalgia for “order”, which gripped some critical
observers, could be directed at both without distinguishing between them. To free oneself
from the power of the aggressive commercial-criminal images one needed distance and
the critical ability to change one's perspective, to “switch over to another Gestalt” – then
Sofia's visual codes would begin to reveal other things as well.

One didn't need a special “switchover” to guess that the demonstrative nature of the
killings made visible also the weakness of local government, the lack of modern urban
virtues like control, oversight, driving the criminal world back to the dark spaces, a func-
tional police force, etc. Such a “switchover”, however, was necessary to realise that local
governmentality had lost something else too: weak in a functional respect, it was also suf-
fering from a loss of eros and image.

What was symptomatic here were the “visual metaphors” – that is to say, the mode of
transfer of the dominant visual code onto other realms. To be truly visible, political figures
had to disguise themselves in this dominant code: to dress up as daring and vital heroes
of capital. This became especially obvious during the last mayoral election campaign, and
later during the term in office of Boyko Borissov as mayor of Sofia. He had precisely such
“credentials”57 and, moreover, his PR team had perspicaciously built his image using
models that belonged to the sphere of non-institutional, commercially aggressive, trans-
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ÌÓ ‚Â ÌÓ Á‡· ‡ ÌÂ ÌË ÁÓÌË. ä‡Á‡ ÌÓ ËÌ‡˜Â, ÚÓ‚‡ ·Â¯Â Ù‡Ì Ú‡Á˙Ï Á‡ ◊ÊË‚ ÊË‚ÓÚ“ – Á‡
ËÒÍÓ ‚Ë Ë Ú‡ÌÒ „Â ÒË‚ ÌË ËÌË ̂ Ë‡ ÚË ‚Ë ·ÂÁ ·Â „Ó ‚Â, ‚ ¯‡ÂÌ ı‡ÓÒ ·ÂÁ „‡‰ ÒÍË ·Ó„ Ë
„ÓÒ ÔÓ ‰‡, Í˙‰Â ÚÓ ◊ÓÍÛ ÏÛ¯ ÏÓÏ ̃ Â Ú‡ Ú‡“ ÒÂ ÓÔ‡ ‚flÚ ·ÂÁ Ô‡ ‚Ë Î‡.

èÓ ÒËÎ‡ Ú‡ Ì‡ ÒÓ· ÒÚ‚Â Ì‡ Ú‡ ÒË Ù‡Ì Ú‡Á ÏÂ Ì‡ ÎÓ„Ë Í‡ ÚÓ‚‡ ‰ÓÏË ÌË ‡ ̆ Ó ÔÓÒÎ‡ ÌËÂ ·Â¯Â
Ò‚˙ Á‡ ÌÓ ÌÂ Ò‡ÏÓ Ò Ó·‡ ÁË, ÍÓËÚÓ ˜ÂÒÚ ‚‡Ú ÌÓ‚Ë ÚÂ, ÌÂÓ ÎË ·Â ‡Î ÌË ÚÂ Í‡Û ·ÓË, ÌÓ Ë Ò
Ú‡ÍË ‚‡, ÍÓËÚÓ – ÔÓ ÚË ‚Ó ÔÓ ÎÓÊ ÌÓ Ì‡ ÛÂÒ Ú˙ Ì‡! – ‡‰ÓÒÚ ÌÓ ◊ÔÓÛ „‡ ‚‡Ú“, ËÁ‰Â ‚‡ ÚÂÎ -
ÒÚ‚‡Ú Ì‡‰ ‡Á ÌË ÚÂ ‚‡Ë ‡Ì ÚË Ì‡ Â‰: ÓÚ ÂÍÎ‡ ÏË, ÍÓËÚÓ Ë„‡flÚ Ò ÔÓÌÓ-Ó·‡Á ÌÓÒÚ Ë
¯ÓÍË ‡Ú ˜Û‚ ÒÚ‚Ó ÚÓ Á‡ ÔË ÎË ̃ ËÂ ‰Ó Ú‡ÍË ‚‡, ÍÓËÚÓ ÔÂ ‰ÁË ‚ËÍ ‚‡Ú ÙËÁËÓ ÎÓ „Ë ̃ Â ÒÍ‡ ÔÓ„ -
ÌÛ Ò‡. í.Â. ‚ËÁÛ‡Î ÌËflÚ ÂÊËÏ Ì‡ „‡‰‡ ˜ÂÒÚ ‚‡ ̄ Â ÚÓ‚‡, ˜Â Ô‡ ‚Ë Î‡ Ú‡ Ò‡ ÒÏÂ¯ ÌË, ˜Â
◊‚ÒÂ Â ÔÓÁ‚Ó ÎÂ ÌÓ“, ˜Â ÌflÏ‡ „‡ ÌË ̂ Ë.

èÓ„ÎÂ ‰Ì‡Ú ÓÚ ‰Û„‡ „ÎÂ ‰Ì‡ ÚÓ˜Í‡, Ó·‡˜Â, ÚÓÁË Ù‡Ì Ú‡Á˙Ï ‡Á ÍË ‚‡ ÒÔÂ ̂ Ë ÙË˜ ÌÓ Ì‡ÔÂ -
ÊÂ ÌËÂ ÏÂÊ‰Û ◊Ò‚ÓÂ“ Ë ◊˜ÛÊ‰Ó“ ‚ Úflı. ÇË‰flı ÏÂ, ˜Â „ÎÓ ·‡Î Ì‡ Ú‡ ÍÓÌ ÒÛ Ï‡ ÚÓ ÒÍ‡ ÛÚÓ ÔËfl
ËÏ‡¯Â ◊Î‡ÚËÌ ÒÍË“, Á‡Ô‡ ‰ÂÌ Ó·‡Á – ˘‡ÒÚ ÎË ‚Ë ÚÂ ÔÓÚÂ ·Ë ÚÂ ÎË ÔÓ ·ËÎ ·Ó ‰Ó ‚Â Ë ÂÍÎ‡ ÏË
ÍÓÌ ÒÛÏË ‡ ı‡ ÌÂ-·˙Î „‡ ÒÍË life sty les: ÎÛÍÒ˙Ú, ËÁÚ˙Ì ̃ Â ÌËflÚ ÒÚËÎ Ì‡ ÔÂ‰ ÏÂÚ Ì‡ Ú‡ Ë ÔÓ -
ÒÚ‡Ì ÒÚ‚Â Ì‡ Ú‡ ÒÂ‰‡, ÒÍ˙ ÔË ÚÂ ÍÓÎË, ÚÓ‡Î ÂÚË, ‰ÓË ÔÂÈ Á‡ ÊË ÚÂ Ë ÊÂÌ ÒÍ‡ Ú‡ Í‡ ÒÓ Ú‡ Ì‡
ÏÓ‰Â ÎË ÚÂ ÔÓ Úflı ·flı‡ ËÁ‡ ·Ó ÚÂ ÌË ÓÚ Ò‚Â ÚÓ‚ ÌË ‰ËÁ‡È ÌÂ Ë Ë ÏÓ‰Â ÎËÂ Ë: ÚÓ‚‡ ·flı‡ ÏÂ˜ÚË
ÔÓ åÂˆÂ‰ÂÒ Ë ÄÏ‡ ÌË. çÓ ÚÂÁË Ó·‡ ÁË Ì‡ Ò‚Â ÚÓ‚ Ì‡ ÍÓÌ ÒÛ Ï‡ ÚË‚ ÌÓÒÚ ÒÂ ÔÂ ÔÎË Ú‡ ı‡ Ò
·˙Î „‡ ÒÍË Ë ·‡Î Í‡Ì ÒÍË ÚÓ˜ÌÓ ‚ ÁÓÌ‡ Ú‡ Ì‡ ÛÔÓ ÚÂ ·‡ Ú‡: Ú‡Ï ÚÂ ÒÂ ÒÏÂ Ò‚‡ ı‡ Ò Ù‡ÏË ÎË ‡ -
ÌÓ ÚÓ, ‚ÒÂ ÔÓ Á‚Ó ÎÂ ÌÓ ÚÓ, ÍË ÏË Ì‡Î ÌÓ ÚÓ Ë Ú‡ÌÒ „Â ÒË‚ ÌÓ ÚÓ, ÒÚ‡ ‚‡ ı‡ ËÌÚËÏ ÌË Ë ◊‡‚ÚÂÌ ÚË˜ -
ÌË“. èÓ-„ÓÂ ÔÓÍ‡ Á‡ı, Í‡Í‚Ë ·flı‡ ÎÓÍ‡Î ÌË ÚÂ ÛÔÓ ÚÂ ·Ë Ì‡ „ÎÓ ·‡Î ÌË ÚÂ ÒÍ˙ÔË ‡‚ÚÓ ÏÓ ·Ë ÎË
ÔÓ ÒÓÙËÈ ÒÍË ÚÂ ÛÎËˆË: ÌÓ ÂÚÓ Ë ‰Û„, ÔÓ-·ÂÁÓ ·Ë ‰ÂÌ ÔË ÏÂ: ·ËÎ ·Ó ‰Ó ‚Â ÚÂ Ò ÂÍÎ‡ Ï‡ Ì‡
Ï‡ÒÚË Í‡ ◊èÂ˘Â ‡“. Ç Úflı Ï‡ÒÚË Í‡ Ú‡, ·ÎÂÒ Ì‡ Î‡ ‚ ÔÓ„ÎÂ ‰‡ Ì‡ Ì‡¯Â ÌÂˆ Ò ı‡‚‡È ÒÍ‡ ËÁÍ‡,
·Â¯Â ‚ Ò˙ÒÚÓfl ÌËÂ ‰‡ Ô‡‚Ë ·‡Î Í‡Ì ÒÍË ¯Â„Ë Ò „ÎÓ ·‡Î ÌÓ ÚÓ – Ì‡Ô‡ ‚Ó ‰‡ Ò‚‡Îfl ·‡Ì ÒÍË ÚÂ
Ì‡ ÁÌÓÈ ÌË ÔÎ‡Ê ÌË Í‡ Ò‡ ‚Ë ̂ Ë, ÒflÍ‡¯ ‰Ó¯ÎË ÓÚ ÒÂË‡ Î‡ ◊ëÔ‡ ÒË ÚÂ ÎË Ì‡ ÔÎ‡Ê‡“.
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gressive and “live” aesthetics. Everything this mayor did was represented as ensuing not
from the power of his official institutional position but as the personal, risky initiative of a
“resourceful” man, a man “like us”. As if he was a hero from a Western movie in a world
outside the law, he had to impose, all alone, “justice” despite the fierce resistance of
bureaucrats and corrupt public officials: his power was that of an entrepreneur and a
fighter, not of an administrator. He was a self-enterprising and self-made mayor who did
not follow the rules if they did not suit him, but nevertheless “got things done” (here we
are talking about his media image, not about how good he was or wasn't at getting things
done in reality). In sum, the image of the city mayor, personifying the city's political and
administrative power, was modelled on the laws of commercial (aggressively commercial),
and not political imagery. The political power in the city did not trust its traditional
emblems (involving central administration, procedures, observance of the law, authority,
rational principles, control, etc.) and dressed up in the images of the visual regime of
power58. it wanted to look like a “businessman”, “cool guy” and “mutra” rolled into one.

By this Sofia's visual regime, too, demonstrated the retreat of the political under the
onslaught of the economic59: keeping in mind, however, that both terms are used here in
the broadest possible sense. As we have seen, the “economic” encompasses not only the
field of commercial exchanges regulated by laws and rules, but also all sorts of initiatives,
appropriations, uses, adjustments and games on the verge of that allowed by law: in other
words, this is a conventional term for the total sphere of unregulated uses, which does not
distinguish between businessmen, “resourceful guys”, and criminals (by the way, it is no
coincidence that “criminal” and “businessman” have become synonymous in the
Bulgarian press).

In other words, Sofia, similarly to all contemporary megapolises, preferred to make visible
not urban order and rationality but the phantasms of its residents: but these phantasms
differed from the global ones in a specific way. They were a hybrid which attested to the
totally unconstrained freedom of the “economic” that spilled over into other, usually pro-
hibited, zones. A phantasm of “all-round uses” – of bold, risky and transgressive initia-
tives, of a “live life” without limits and regulations, in a motley chaos without a city god and
master, where “the resourceful guys” will make it. By virtue of its own phantasmatic logic,
this dominant message was associated not only with images that celebrated the new,
neoliberal cowboys but also with images that – contrary to the typical Western movie! –
gleefully “violated” and abused the different variants of order: from advertisements that
played with porno-imagery and outraged the sense of public decency to advertisements
that caused physical revulsion. In other words, the city's visual regime celebrated the fact
that rules are ridiculous, that “everything is permitted”.

Viewed from another perspective, however, this phantasm reveals specific tensions between
“own” and “foreign”. We have seen that the global consumer utopia had a “Latin”, western
profile – the happy consumers on billboards and in advertisements consumed non-
Bulgarian goods, brands and lifestyles: the luxury, sophisticated style of the material and
spatial environment, the expensive cars, outfits, and even the landscapes and female beauty
of the models in them were made by leading international designers; they represented
dreams of Mercedeses and Armanis, Rolexes and the Seychelles. The city staged a poverty
of the imagination, bestowing seductive power to global, i.e. non-Sofia, phantasms. But
these images of global consumption intertwined with Bulgarian and Balkan ones precisely in
the zone of practice, upon their utilisation and use: there they mixed with the familiar, all-per-
mitted, criminal and transgressive, becoming intimate and “authentic”60.

Such hybrids maintained a stable division in the structure of the phantasmal image offered
by Sofia: while the commodities, quality, style, genuine brand marks were on the side of
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èÓ‰Ó· ÌË ıË·Ë ‰Ë ÔÓ‰‰˙ Ê‡ ı‡ Â‰ÌÓ ÛÒÚÓÈ ̃ Ë ‚Ó ‰ÂÎÂ ÌËÂ ‚ ÒÚÛÍ ÚÛ ‡ Ú‡ Ì‡ Ù‡Ì Ú‡Á ÏÂ -
ÌËfl Ó·‡Á, ÍÓÈÚÓ ëÓÙËfl ÔÂ‰ Î‡ „‡ ̄ Â: ÒÚÓ ÍË ÚÂ, Í‡˜Â ÒÚ‚Ó ÚÓ, ÒÚËÎ˙Ú, ËÒÚËÌ ÒÍË ÚÂ  brand
marks ·flı‡ Ì‡ ÒÚ‡ Ì‡ Ú‡ Ì‡ ËÏ‡ „Ë ÌÂ ÌËfl á‡Ô‡‰ – ‡Á ÌË ÚÂ ÚË ÍÓ ‚Â, ÔË Ò‚Ó fl‚fl ÌËfl,
ËÌÚË ÏË Á‡ ̂ ËË, ÎÛ‰Ó ËË, ÒÍ‡Ì ‰‡ ÎË Ë ÛÔÓ ÚÂ ·Ë ·ÂÁ Ô‡ ‚Ë Î‡ – Ì‡ Ì‡¯‡, Ó‰Ì‡ ÒÚ‡ Ì‡.
É‡ ‰˙Ú ËÌÒˆÂ ÌË ‡ ̄ Â ÒÍË Ú‡ Ò‡ÏÓ-ÍÓÎÓ ÌË ‡Î Ì‡ Ë„‡ ‚ Ò‚Ófl Ó·‡ ÁÂÌ ÂÊËÏ: ÚÓÈ ‰ÓÔÛ -
ÒÍ‡ ̄ Â ˜ÛÊ ‰Ë ÚÂ Ù‡Ì Ú‡Á ÏË Ë „Ë ÏÂ˜ Ú‡ Â¯Â: ÌÓ Á‡Â‰ ÌÓ Ò ÚÓ‚‡ ÏÂ˜ Ú‡ Â¯Â Ë Á‡ Ò‚flÚ ·ÂÁ
Ô‡ ‚Ë Î‡, ‚ ÍÓÈÚÓ ˜ÛÊ ‰ËflÚ ÎÛÍÒ Ë ·Ó„‡Ú ÒÚ‚Ó ‰‡ ·˙‰‡Ú ÔÓÚÂ ·fl ‚‡ ÌË ÔÓ Ò‚Ó Â ÏÛ, ·ÂÁ Ô‡ -
‚Ë Î‡, Ì‡ÔÛÍ Ì‡ ‚ÒË˜ ÍË Â„Î‡ ÏÂÌ ÚË.

íÓÁË ˆÂÌ Ú‡ ÎÂÌ Á‡Ô‡‰ ÌÓ-ËÁÚÓ ̃ ÂÌ Ù‡Ì Ú‡Á ÏÂÌ Ó·‡Á, ÍÓÈÚÓ „‡ ‰˙Ú ÔÂ‰ Î‡ „‡ ̄ Â, ·Â¯Â
ÌÂÒ ÔÓ ÍÓ ÂÌ, Ô˙ÎÂÌ Ò ÌÂ‡Á Â ̄ Â ÌÓ Ì‡ÔÂ ÊÂ ÌËÂ. íÓ‚‡ ÎË˜Â ̄ Â ÓÚ ÒÎÓÊ ÌË ÚÂ ÓÚÌÓ ̄ Â ÌËfl,
ÍÓËÚÓ ÚÓÈ ËÏ‡¯Â Ò˙Ò Ò‚Ófl „‡‰ ÒÍË ÍÓÌ ÚÂÍÒÚ. èÓÒÎÂ‰ ÌËflÚ, Í‡ÍÚÓ ‚Ë‰flı ÏÂ, ·Â¯Â ‡Á -
ÏÌÓ ÊÂÌ ÏÂÊ‰Û Ì‡ÒÚ˙Ô ‚‡˘ ÎÛÍÒ, ÏÛÚÓ-·‡Ó ÍÓ‚ ÒÚÓ Ë ÚÂ ÎÂÌ ·ÛÏ Ë ◊‡ÒÓ ̂ Ë‡Î Ì‡
ÔÛÒÚÓ¯“. ñÂÌ Ú‡Î ÌËflÚ ÔÎ‡ÒÚ Ì‡Ú ‡Ô ‚‡ ̆ Ë ÒÂ Ó·‡ ÁË, ÍÓËÚÓ ëÓÙËfl ÔÂ‰ ÒÚ‡ ‚fl ̆ Â ‚ÎË -
Á‡ ̄ Â ÚÛ ‚ ı‡ ÏÓ ÌËfl, ÚÛ ‚ ‰ËÒ ı‡ ÏÓ ÌËfl Ò ÚÓÁË ÍÓÌ ÚÂÍÒÚ. å˙ÒÓÚËflÚ‡, ÌÂÛÂ ‰Â ÌÓÒÚ Ú‡,
◊Ì‡ÒÚ˙ ÔÎÂ ÌËÂ ÚÓ Ì‡ ÔË Ó ‰‡ Ú‡“, ‡ıË ÚÂÍ ÚÛ ÌË ÚÂ Ë Û·‡ ÌË ÒÚË˜ ÌË ·ÂÁÛ ÏËfl ·flı‡ ‚ Ô˙ÎÂÌ
ÍÓÌ Ú‡ÒÚ Ò ‚˙Ó· ‡ Ê‡ ÂÏËfl Á‡Ô‡ ‰ÂÌ, ı‡ ÏÓ ÌË ̃ ÂÌ Ë ÎÛÍÒÓÁ ÂÌ life style; Á‡ ÒÏÂÚ Í‡ Ì‡
ÚÓ‚‡ Ú˙ÍÏÓ ÚÂ ÒÂ ‚˙Á ÔËÂ Ï‡ ı‡ Í‡ÚÓ ‡‚ÚÂÌ ÚË˜ ÌËfl ÍÓÌ ÚÂÍÒÚ Ì‡ Ó‰ Ì‡ Ú‡ ÍË ÏË Ì‡Î ÌÓÒÚ,
ÚË ÍÓ ‚ÂÚÂ Ë Ú‡ÌÒ „Â ÒËËÚÂ (Ì‡ÔË Ò‡ ÌÓ ÚÓ ÔÓ-„ÓÂ Á‡ Å‡ÌÍfl ËÎ˛ ÒÚË ‡ ÚÓ‚‡).

íÓ‚‡ Á‡‰‡ ‚‡ ̄ Â Ë ÓÒÓ ·ÂÌ ÂÊËÏ Ì‡ ÓÚÌÓ ̄ Â ÌËfl Ò ÑÛ „ÓÒÚ Ú‡. èÓ‰Ó· ÌÓ Ì‡ ÔÂ-ÂÍÒÔÓ ÌË -
‡ ÌË ÚÂ ÏÂ„‡-ÔÓÎË ÒË, Á‡ ÍÓËÚÓ „Ó‚Ó Ë ÇËË ÎËÓ, „‡ ‰˙Ú „Û·Â ̄ Â ÏÓ‰Â Ì‡ Ú‡ ÒË ˆflÎÓÒÚ,
·Ë‚‡ ̄ Â ÔÓ ÌË Á‡Ì ÓÚ „ÎÓ ·‡Î ÌË ‚Ë ÚÛ ‡Î ÌË Ë ÚÂÎÂ-ÍÓÏÛ ÌË Í‡ ̂ ËË, ÔÂ ÍÓ Òfl ‚‡Ì ÓÚ Ó·‡Á -
ÌË ÔÓÚÓ ̂ Ë, ÏÂ˜ Ú‡ Â¯Â „ÎÓ ·‡Î ÌË ÏÂ˜ÚË, ‡Á ÒËÔ ‚‡ ̄ Â ÒÂ ‚ Ò‡ÚÂ ÎËÚ ÌË ÔÂ‰ „‡ ‰Ëfl Ë
ÒÂÎˆ‡, ÔÂ Ó· ‡ ÁÛ ‚‡ ̄ Â ÓÚÌÓ ̄ Â ÌËÂ ÚÓ ÏÂÊ‰Û ˆÂÌ Ú˙ Ë ÎÛÍÒÓÁ ÌË ‚ËÎÌË ÁÓÌË Á‡ ÊË‚Â Â -
ÌÂ, ÔËÂ Ï‡ ̄ Â ‚ ÒÂ·Â ÒË Ë ËÁÔ‡ ̆ ‡ ̄ Â Ì‡‚˙Ì Â‚Ó ̃ Ë ÌÓ‚ ÌË ̂ Ë, ÏÂÊ ‰Û Ì‡ Ó‰ ÌË ‰ËÎ˙ Ë
Ë ÏÌÓ „Ó Ì‡ ̂ ËÓ Ì‡Î ÌË ÂÏË „‡ÌÚ ÒÍË Ï‡ÒË: Ú.Â. „‡ ÌË ̂ Ë ÚÂ ÏÛ ÒÚ‡ ‚‡ ı‡ ÔÓ ÔÛ ÒÍÎË ‚Ë Á‡
ÑÛ „ÓÒÚ. çÓ Ú‡ÁË ÔÓ ÔÛ ÒÍÎË ‚ÓÒÚ ·Â¯Â Ò‡ÏÓ Ó·‡Ú ÌÓ ÚÓ ÎËˆÂ Ì‡ ÍË Á‡ Ú‡ Ì‡ ÏËÌË ÏÛ Ï‡
ÛÔ‡ ‚ÎflÂ ÏÓÒÚ, ‰ÂÂ „Û Î‡ ̂ Ëfl Ë ÙÛÌÍ ̂ ËÓ Ì‡Î ÌË ‰ËÒ ·‡ Î‡Ì ÒË. ífl ‰ÓÔÛ ÒÍ‡ ̄ Â ÑÛ „ÓÒÚ Ú‡ Ë
ÔÓ‰ ÙÓ Ï‡ Ú‡ Ì‡ ‰Ë‚‡ ÔË Ó ‰‡, ‡Á Û ı‡, Ï˙ ÒÓ ÚËfl, ı‡ÓÒ, Á‡‰˙ ÒÚ‚‡ ÌËfl, ÑÛ „ÓÒÚ Ú‡
Í‡ÚÓ ‡Á Ô‡‰ Ì‡ „‡Ê ‰‡Ì ÒÍË ÚÂ ÙÛÌÍ ̂ ËË Ë ÚÂıÌÓ-ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓÒÚ Ú‡, Í‡ÚÓ ÍË ÏË Ì‡Î -
ÌÓÒÚ, ·Û Ú‡Î Ì‡ ÚÂÎÂÒ ÌÓÒÚ, Ì‡ÒË ÎËÂ Ë ÔÓ„ ÌÛ Ò‡.

ä‡Á‡ ÌÓ Ì‡Í‡Ú ÍÓ ‚ Ò‡ÏËfl ÙËÌ‡Î – ëÓÙËfl ËÌÒˆÂ ÌË ‡ ̄ Â ÒÂ·Â ÒË Í‡ÚÓ ÔË ‚‡ ÚÂÌ „‡‰
·ÂÁ Ô‡ ‚Ë Î‡. ç‡ ÏflÒÚÓ ÚÓ Ì‡ ÒÚ‡ ‡ Ú‡ ˆÂÌ Ú‡ ÎË ÁË ‡ Ì‡ ÒÓˆË‡Î ËÒÚË ̃ Â ÒÍ‡ ÒÚÓ ÎË ̂ ‡ ÒÂ
·Â¯Â ÔÓfl‚Ë ÎÓ ÌÂflÒ ÌÓ ◊ÏflÒÚÓ“ Ì‡ ÏÌÓ„Ó Ë ÌÂÂ „Û ÎË ‡ ÌË ˜‡ÒÚ ÌË ÊË‚Ó ÚË. èÓÌÂ ÊÂ ÚÂ
Ò‡ÏË ÚÂ ·flı‡ ÏÌÓ „Ó ÔÓ ÒÓ˜ ÌË, Ó·‡Á ÌË ÚÂ ËÏ ÂÏ·ÎÂ ÏË Ò˙˘Ó ÒÂ ‰‚Ë ÊÂ ı‡ ‚ ‡ÁÌË ÔÓÒÓ ÍË:
ÓÚ ÔÓÎ˛ Ò‡ Ì‡ ÔÂ‰ ÔËÂÏ ̃ Ë ‚ÓÒÚ Ú‡ ‰Ó ÔÓÎ˛ Ò‡ Ì‡ ÍË ÏË Ì‡Î ÌÓÒÚ Ú‡, ÓÚ ÚÓÁË Ì‡ ÊË‚Ó Ú‡,
ÂÌÂ „Ë fl Ú‡ Ë ‡‚ÚÂÌ ÚË˜ ÌÓÒÚ Ú‡ – ‰Ó ÚÓÁË Ì‡ Ú‡ÌÒ „Â ÒËfl Ú‡ Ë ÒÍ‡Ì ‰‡ Î‡, ÓÚ ÎÛÍÒ‡, ÔÂÁ
ÏËÁÂ Ëfl Ú‡, ‰Ó ÏÛÚÓ-·‡Ó Í‡. íÓÁË ¯‡ÂÌ „‡‰ Â‰ÌÓ ‚Â ÏÂÌ ÌÓ ÏÂ˜ Ú‡ Â¯Â Ò‚ÓË Ë ˜ÛÊ‰Ë
Ù‡Ì Ú‡Á ÏË, ËÌÒˆÂ ÌË ‡ ̄ Â ÔÓÎ˛ ÒË Ë ÍÓÌ Ú‡ ÒÚË, ÔÓ‰ ÊË‚‡ Ú‡ ÏÛ Ë ÏÌÓ „Ó Ó· ‡Á Ì‡ ¯‡Â -
ÌËfl ÒÂ ÍËÂ ı‡ ÒÓˆË‡Î ÌË ÔÓ ·ÎÂ ÏË. Ñ‡ÎË ÚÓ‚‡ ·Â¯Â ÔÂ ıÓ ‰ÂÌ Ó·‡Á Ì‡ ÌÂ˘Ó, ÍÓÂÚÓ
ÒÂ ‰‚ËÊË Í˙Ï Ò‚Â ÚÓ ‚ÂÌ ÏÂ„‡ ÔÓ ÎËÒ ËÎË Ô˙Í Â ÚËÔË ̃ ÂÌ, ˜ËÒÚÓ ÒÓÙËÈ ÒÍË ıË·Ë‰, ÍÓÈÚÓ
˘Â ‰‡ ·˙‰Â Á‡Í Â ÔÂÌ Ë ÔÂ ‚˙ Ì‡Ú ‚ ÛÒÚÓÈ ̃ Ë ‚‡ ‚ËÁÛ‡Î Ì‡ Ë ÒÓˆË‡Î Ì‡ ÒÂ‰‡?

íÓÁË ‚˙ÔÓÒ ÌÂ ÏÓÊÂ ‰‡ ËÏ‡ ‡Ì‡ ÎË ÚË ̃ ÂÌ ÓÚ„Ó ‚Ó, ‡ Ò‡ÏÓ Ô‡Í ÚË ̃ Â ÒÍË, ËÒÚÓ Ë ̃ Â ÒÍË.
á‡ÚÓ ‚‡ Ë ‚˙‚ ÙËÌ‡ Î‡ Í‡Á ‚‡ ÏÂ ÔÓ ÒÚÓ – ˘Â ‚Ë‰ËÏ.    
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the imaginary West, the various tricks, appropriations, intimisations, pranks, scandals and
simply practical uses without rules were on the local, native side. The city played out a
semi-visible self-colonial game in its visual regime: while it allowed global-foreign phan-
tasms and dreamed of them, it also dreamed of a small local place “outside the law” in
which the foreign luxury and wealth could be used in an own specific way, without rules,
in defiance of all regulations.

This central west-eastern phantasmal image which the city offered was of necessity
uneasy, unpermitted and full of hidden tensions. This was obvious from its own “foreign-
own” structure but also from its complex relationships with the urban context, reproduced
between the advancing luxury, mutro-Baroque construction boom and “asocial wilder-
ness”. The aggressive advertising images with which Sofia represented itself were both in
harmony and in disharmony with the context. On the one hand, the squalor, lack of regula-
tion, the “advance of nature”, the architectural and urbanistic absurdities were in stark
contrast with the imaginary western, harmonious and luxurious lifestyle. On the other, they
were perceived as an authentic context of the homegrown shady business practices,
crime, familiar uses, tricks and transgressions (the situation in Bankya, described above,
illustrates this). In other words, this was a visual regime which both supported and
renounced its context; there could not be easy and clear relationships in it.

This also determined the peculiar regime of relations with Otherness. Like the overex-
posed megapolises described by Virilio, the city was losing its modern wholeness, being
penetrated by global virtual and tele-communications and crisscrossed by visual flows; it
dreamed global dreams, spilled over into satellite suburbs and villages, transformed the
relationship between the centre and posh residential suburbs, received and sent
Eurocrats, international dealers and multinational migrant masses: in other words, its
boundaries became porous and open to Otherness. But this openness was only the other
side of the crisis of minimum government, deregulation and functional imbalances. That is
because the city allowed Otherness also in the form of wild nature, destruction, dirt,
chaos, traffic jams; Otherness could also take the form of a breakdown of civic functions
and techno-functionality, such as crime, brutal corporality, violence and loathing.
Otherness penetrated the city in the form of global civilisation and of a non-city, of col-
lapse of civilisation.

In conclusion: Sofia staged itself as a private city without rules. The old centralised social-
ist capital was replaced by an unclear “site” of many and unregulated private lives. As
they were diverse, their visual emblems, too, moved in various directions: from the pole of
entrepreneurship to the pole of crime, from the pole of life, vibrancy and authenticity to
that of transgression and scandal, from luxury through misery to mutro-Baroque. This mot-
ley city simultaneously dreamed own and foreign phantasms, it staged polar opposites
and contrasts, behind its live and colourful diversity lay social problems. Was this a tran-
sient image of something that was moving towards a global megapolis or is it a typical,
purely Sofia-grown hybrid that will stabilise and become a permanent visual and social
environment?

This question cannot have an analytical answer but only a practical, historical one.
That is why in conclusion, we will simply say: we'll see.

Translated by Katerina Popova

îÓÚÓ„‡ÙËËÚÂ ‚ ÚÂÍÒÚ‡ Ò‡ ÓÚ ‡ıË‚‡ Ì‡ ÔÓÂÍÚ‡ ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡

The photographs in the text are from the archive of the Visual Seminar Project
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12. óËÚ‡ ÚÂ ÎflÚ ˘Â ‡Á ÔÓÁ Ì‡Â ÚÛÍ Â‰ËÌ ÔÓ ÒÚ‡Ì ÒÚ‚ÂÌ ÏÓ‰ÂÎ, ÓÔË Ò‡Ì ÓÚ ÅÓ‰Ë fl, ‚ “The 

Precession of Simulacra” – ÓÔÓ ÒÚ‡Ì ÒÚ‚fl ‚‡ ÌÂ Ì‡ ÔËÌ ̂ Ë Ô‡ Ì‡ ÔÓÒÚ-ÏÓ‰Â Ì‡ Ú‡ Â‡Î ÌÓÒÚ (ÔË 
ÌÂ„Ó – ÑËÒ ÌË ÎÂÌ‰ Í‡ÚÓ ÔËÌ ̂ ËÔ Ì‡ ÒËÏÛ Î‡ ̂ ËË ÚÂ, ÚÛÍ – ÚÓÚ‡Î Ì‡ Ú‡ Ô‡Á‡ Ì‡ ‚ËÁÛ‡Î ÌÓÒÚ
Ì‡ Ù‡Ì Ú‡Á ÏË ÚÂ), Á‡ ‰‡ ÏÓÊÂ ÚÓÁË ÔËÌ ̂ ËÔ ‰‡ ·˙‰Â ÔÓ-‰Ó·Â ÒÍËÚ Í‡ÚÓ ‰ÂÈ ÒÚ ‚‡˘
‚˙‚ ‚ÒË˜ ÍË ÓÒÚ‡ Ì‡ ÎË ÚÓ˜ÍË  Ì‡ ÒÓˆËÛ Ï‡.

13. àÌÚÂ Â ÒÂÌ ‡Ì‡ ÎËÁ Ì‡ ÙËÎ ÏÓ ‚Ó ÚÓ ÔÂ‰ ÒÚ‡ ‚fl ÌÂ Ì‡ „‡‰‡ ÓÚ Ú‡ÁË „ÎÂ ‰Ì‡ ÚÓ˜Í‡ e ÔÂ‰ ÎÓ ÊÂ ÌÓ
‚ ÒÚ‡ ÚËfl Ú‡ ◊The City, the Cine ma: Modern Spa ces“ Ì‡ ÑÊÂÈÏÒ ÑÓÌ‡Î‰ (James Donald),
ÔÛ·ÎË ÍÛ ‚‡ Ì‡ ‚: Jenks, Chris (ed.) Visual Culture (London: Routledge, 1995), pp. 77-95.
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Notes

1. Paetzold, Heinz, “The Philosophical Notion of the City” in Miles, Malcolm, Tim Hall and Iian 
Borden. From Heinz Paetzold (ed.) City Life, Jan van Eyck Academie, 1997, quoted from The City 
Cultures Reader (London and New York: Routledge, 2000), p. 206.

2. Benjamin, Walter, Illuminations (Sofia: Critique & Humanism Publishing House, 2000), p. 162 (in 
Bulgarian).

3. Here I use the Foucauldian term “panopticism” as interpreted by Deleuze – as a spatial,
integrative arrangement of the dynamic combination of micro-powers: “When Foucault defines 
Panopticism, either he specifically sees it as an optical or luminous arrangement that character
izes prison, or he views it abstractly as a machine that not only affects visible matter in general
(a workshop, barracks, school or hospital as much as a prison) but also in general passes 
through every articulable function. So the abstract formula of Panopticism is no longer “to see 
without being seen” but to impose a particular conduct on a particular human multiplicity. We 
need only insist that the multiplicity is reduced and confined to a tight space and that the 
imposi tion of a form of conduct is done by distributing in space, laying out and serializing in time, 
composing in space-time and so on.” (Deleuze, Gilles, “Foucault”. Trans. Sean Hand 
[Minneapolis: University of Minnesota Press, 1988], p. 34).

4. Incidentally, let me note that even in the age of early Modernity this was only one of its aspects. 
The other was the spontaneity and freedom of the modern market and the de-substantialisation
of all urban realities through the power of the universal mediator – money (the city was for sale,
its different parts, places, buildings were ”real estate” that could be exchanged and changed 
under economic pressure). In other words, the modern city is not only a panoptic machine but 
also a market. But the market has its own rationality which does not always coincide with that
of the engineering, planning reason.

5. On this question, see: Foucault, Michel, “Of Other Spaces”, Diacritics, 1986, 16 – 1, Spring, pp. 22-27.
6. De Certeau, Michel, The Practice of Everyday Life (Sofia: LIK, 2002), pp. 175-225 (in Bulgarian).
7. On this question, see Kiossev, Alexander, “Plovdiv and the Distant”, Sotsiologicheski Problemi, 

No. 3-4, 2003, pp. 143-172 (in Bulgarian).
8. This passive position has another side too – every flâneur in the city secretly dreams of escaping 

from this feminine position and of “producing an image” himself – of being seen, noticed,
of projecting his uniqueness onto the city's stages and screens. Wilfried Fluck describes in detail 
this “expressive individualism” which takes the form mainly of radical symbolic actions. While 
Fluck calls them “battles in the purely symbolic”, we have good reason to interpret them also as 
battles for pure visibility (see Kiossev, Alexander, “The Spirit in Place of the Spirit”, Demokraticheski
Pregled, No. 34, Winter 1997/98, in Bulgarian). That is why it dresse speculiarly, behaves strangely, 
appears in important public places, gesticulates in a style of its own, adorns itself with religious, 
group or subcultural distinctive signs, causes scandals or conducts suicide bomb attacks. In 
competition with commercial visual culture, this “visual guerrilla” or visual poacher (De Certeau) 
publishes his own announcements, advertises himself, writes graffiti on walls, creates his own 
website or blog, shouts at forums…

9. See Boyadjiev, Luchezar, “Billboard Heaven”, in this publication.
10. Gelley, Alexander. “City Texts: Representation, Semiology, Urbanism”, in Poster, Mark (ed.). 

Politics, Theory and Contemporary Culture (New York: Columbia University Press, 1993).
11. To this we can add the recent suspicions that the CIA has organised near your city secret, illegal 

prisons for terrorists…
12. Here the reader will recognise a spatial model described by Jean Baudrillard in “The Precession

of Simulacra” which is spatialisation of the principle of postmodern reality (following Baudrillard 
Disneyland as a principle of simulations, here – the total commercial visualisation of phantasms) 
so as to hide the fact that this principle is effective at all other points of society.

13. An interesting analysis of the film representation of the city from this perspective is offered by 
James Donald in his study “The City, the Cinema: Modern Spaces”, in Jenks, Chris (ed.) Visual 
Culture (London: Routledge, 1995), pp. 77-95.

14. Hallmark recently aired a TV drama series about forensic pathologists, in which a place that 
seems destined to be invisible became visible: the morgue and its operating table for dissecting 
corpses. At that, the dissection itself was shown in explicit detail: the apparent rationality of the 
story, where the forensic pathologists invariably proved better detectives than the police
themselves and regularly solved crimes, was only a mask, an excuse to show unthinkable
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14. ç‡Ò ÍÓ Ó Hallmark ËÁÎ˙ ̃ Ë ÒÂË‡Î Á‡ Ô‡ÚÓ ‡ Ì‡ ÚÓ ÏË – ‚Ë‰Ë ÏÓ ÒÚ‡Ì‡ ÏflÒÚÓ, ÍÓÂÚÓ ËÁ„ÎÂÊ ‰‡
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‡Á ̃ ÎÂ Ìfl ‚‡ ÌÂ Ì‡ ÚÛ ÔÓ ‚Â. èË ÚÓ‚‡ Ò‡ÏÓ ÚÓ ‡Á ̃ ÎÂ Ìfl ‚‡ ÌÂ ·Â¯Â ÔÂ‰ ÒÚ‡‚ ÂÌÓ ‚ Ô‡ÚÓ-
‡Ì‡ ÚÓ ÏË˜ ÌË ‰ÂÚ‡È ÎË: ÔË ‚Ë‰ Ì‡ Ú‡ ‡ˆËÓ Ì‡Î ÌÓÒÚ Ì‡ Ò˛ÊÂ Ú‡ – Ô‡ÚÓ ‡ Ì‡ ÚÓ ÏË ÚÂ ÒÂ ÓÍ‡Á ‚‡ ı‡
ÔÓ-‰Ó·Ë ‰ÂÚÂÍ ÚË ‚Ë ÓÚ Ò‡ÏË ÚÂ ÔÓÎË ̂ ‡Ë Ë ÒËÒÚÂ Ï‡ ÚË˜ ÌÓ ‡Á ÍË ‚‡ ı‡ ÔÂ ÒÚ˙ ÔÎÂ ÌËfl – ·Â¯Â 
Ò‡ÏÓ Ï‡ÒÍ‡, ÔÓ‚Ó‰ ‰‡ ÒÂ ‚Ë‰flÚ ÌÂÏË ÒÎË ÏË ÌÂ˘‡ – ‡Á ÂÁ Ì‡ Á‡Ï ‡ ÁÂÌ, Ï˙ Ú˙‚ ˜ÂÂÌ ‰Ó·, 
ÔÓ„ÎÂ‰ ‚˙ıÛ Ò˙‰˙ Ê‡ ÌËÂ ÚÓ Ì‡ Ô˙ÎÂÌ, „ÌËÂ˘ ÒÚÓ Ï‡ı: Ò‡ÏÓ ÚÓ ÒÏ˙Ú ÌÓ ÚflÎÓ ÓÚ‚˙Ú Â.

15. èÓ ÔÓ‚Ó‰ Ì‡ Ú‡ÁË ÚÂ‡Ú‡ ÎË Á‡ ̂ Ëfl Ë ◊‰ËÒ ÌÂ Ë Á‡ ̂ Ëfl“ Ì‡ ÔÓÒÚ-ÏÓ‰Â ÌËfl „‡‰ ‚Ê. ÒÚ‡ ÚËfl Ú‡
Ì‡ à‚‡È ÎÓ ÑË˜Â‚ ◊ÑÂÒÂÌ „‡‰, Îfl‚ „‡‰, ÔÓÒÚ ÏÓ ‰Â ÂÌ „‡‰“ ‚ Ì‡ÒÚÓfl ̆ Ó ÚÓ ËÁ‰‡ÌËÂ. 

16. Ç ‡Ì„ÎËÈ ÒÍËfl ÔÂ‚Ó‰ Â ËÁÔÓÎ Á‚‡ Ì‡ ‰ÛÏ‡ Ú‡ ove rex po sed, ÍÓflÚÓ, ÓÚ Ò‚Ófl ÒÚ‡ Ì‡, ÏÓÊÂ ‰‡ ÒÂ 
ÔÂ ‚Â ‰Â Í‡ÚÓ ÔÂ Í‡ ÎÂ ÌÓ ÓÚÍËÚ, ÓÚ‚Ó ÂÌ, ÌÂÁ‡ ̆ Ë ÚÂÌ, ÔÂ-ÂÍÒÔÓ ÌË ‡Ì (ÛflÁ ‚ËÏ ÓÚ
ÔÂ ÍÓ ÏÂ Ì‡ Ú‡ Ò‚ÂÚ ÎË Ì‡, ÓÒ‚Â ÚÂÌ ‚˙‚ ÙÓÚÓ „‡Ù ÒÍË ÒÏË Ò˙Î). Ç: Virilio, Paul, “The 
Overexposed City”, ‚ Rethinking Architecture, N. Leach, (ed.) (London: Routledge, 1997), Ò. 446.

17. èÓ ÚÓÁË ‚˙ÔÓÒ ‚Ê. Soja, Edward, Postmodern Geographies: The Reasertion of Space in Critical 
Social Theory (London and New York: Verso, 1989).

18. ÄÔ‡ ‰Û ‡È „Ó‚Ó Ë Á‡ ÌÓ‚Ó ÚÓ Ò˙ÒÚÓfl ÌËÂ Ì‡ ÒÓˆË‡Î ÌÓ ÚÓ ‚˙Ó· ‡ ÊÂ ÌËÂ, ÏÓ‰Â ÎË ‡ ÌÓ
ÓÚ „ÎÓ ·‡Î ÌË ÚÂ ÏÂ‰ËË, ÍÓËÚÓ ‚ÔË Ò‚‡Ú ‡Á ÎË˜ ÌË ◊‚˙ÁÏÓÊ ÌË ÊË‚Ó ÚË“ ‚ Â‡Î ÌËfl ÒÓˆË‡ ÎÂÌ 
ÊË‚ÓÚ. íÂ ÒÏÂ Ò‚‡Ú Â‡Î ÌÓ Ë ‚˙Ó· ‡ Ê‡ ÂÏÓ Ë ÔÓ ÂÍ ÚË ‡Ú Ì‡ „‡‰ ÒÍË ÚÂ ÂÍ‡ ÌË ‡Á ÎË˜ ÌË
◊ÔÂÈ Á‡ ÊË“. ÑÛÏ‡ Ú‡ ◊ÔÂÈ Á‡ ÊË“ Ë‰‚‡ ‰‡ ÔÓ‰ ÒÍ‡ ÊÂ ÚÂı ÌËfl ÙÎÛË ‰ÂÌ, ÌÂÛ ÒÚ‡ ÌÓ ‚ÂÌ ı‡‡Í ÚÂ:
ÚÂ ÌÂ Ò‡  ◊Ó·ÂÍ ÚË‚ ÌË“, ‡ Á‡‚Ë ÒÂ ̆ Ë ÓÚ ÔÂÒ ÔÂÍ ÚË ‚‡ Ú‡ ÍÓÌ ÒÚÂ Î‡ ̂ ËË, ÔÓ ËÁ ÚË ̃ ‡Ú ÓÚ
ÒËÚÛË ‡ ÌÓÒÚ Ú‡ Ì‡ ‡Á ÎË˜ ÌË ıÂÚÂ Ó „ÂÌ ÌË ‡ÍÚ¸Ó Ë, ÍÓËÚÓ ÔÓ ËÁ ‚ÂÊ ‰‡Ú ÒÓˆË‡Î ÌÓ ‚‡ÎË‰ ÌË 
Ó·‡ ÁË: Ì‡ˆËÓ Ì‡Î ÌË ‰˙ Ê‡ ‚Ë, ÏÛÎÚË-Ì‡ˆËÓ Ì‡Î ÌË Ó·˘ÌÓ ÒÚË, ÒÛ·-Ì‡ˆËÓ Ì‡Î ÌË „Û ÔË ‡ ÌËfl,
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ÍÓËÚÓ Ò‡ ‚˙‚ ‚Á‡ ËÏ ÌÓ ÍÓÌ ÍÛ ÂÌ ̂ Ëfl Ë Ò‡ ÒÔÓ ÒÓ· ÌË ‰‡ ÍÓÌ ÚÂ ÒÚË ‡Ú Ë ‰ÓË ‰‡ ÔÂ Ó· ˙ ̆ ‡Ú
‚˙Ó· ‡ Ê‡ ÂÏË ÚÂ Ò‚Â ÚÓ ‚Â Ì‡ ÓÙË ̂ Ë‡Î Ì‡ Ú‡ ‚ËÁÛ‡Î Ì‡ ÔÓÎË ÚË Í‡ Ì‡ ‰˙ Ê‡ ‚‡ Ú‡. ÉÎÓ ·‡Î ÌÓ ÚÓ
‚˙Ó· ‡ ÊÂ ÌËÂ ÔÓ ÂÍ ÚË ‡ Ë Â‡ ÎË ÁË ‡ Ò‚ÓË ÚÂ ‡Á ÌÓ Ó‰ ÌË ÔÓÚÓ ̂ Ë ‚ ‡Ï ÍË ÚÂ Ì‡ Â‰ÌÓ ÎÓÍ‡Î ÌÓ 
ÏflÒÚÓ. ÇÊ. Appadurai, Arjun, Modernity at Large. ëul tu ral Dimension of Globalization (Minneapolis 
and London: University of Minnesota Press, 1996).

19. ÇÊ. Prefiguring Cyberculture: An Intellectual History, Darren Tofts, Annemarie Jonson, Alessio 
Cavallaro (eds.), (Cambridge, MA: MIT Press, 2003). 
Review by Nick Mercer, 2004, http://rccs.usfca.edu/boo kin fo.asp?ReviewID=259&BookID=219

20. Ç ‡Ï ÍË ÚÂ Ì‡ ÇËÁÛ‡Î ÌËfl ÒÂÏË Ì‡ ËÏ‡¯Â ‰˙Î„Ë ÒÔÓ Ó ‚Â ‰‡ÎË ÏÂÚ‡ ÙÓ ‡ Ú‡ ◊ËÌÚÂ ÙÂÈÒ“ ÌÂ Â 
ÔÓ-‰Ó·‡ ÓÚ ÏÂÚ‡ ÙÓ ‡ Ú‡ ◊ÂÍ‡Ì“ (Í‡ÍÚÓ Â ‚Ë‰ÌÓ ◊ËÌÚÂ ÙÂÈÒ“ ÓÒÚ‡ Ì‡ Ë ‚ Á‡„Î‡ ‚ËÂ ÚÓ
Ì‡ Ì‡¯a Ú‡ ÍÌË„‡). éÒÌÓ‚ ÌËflÚ ‡„Û ÏÂÌÚ Á‡ ÚÓ‚‡ ·Â¯Â, ˜Â ËÌÚÂ ÙÂÈÒ˙Ú ÔÂ‰ ÔÓ Î‡ „‡ ‡ÍÚË‚ ÌÓÒÚ 
Ë ËÌÚÂ ‡Í ÚË‚ ÌÓÒÚ, ˜Â Ó·‡Á Ì‡ Ú‡ ÔÓ ‰ÛÍ ̂ Ëfl Ì‡ „‡‰‡ ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ Ó·ÏÂÌ Ì‡ Ó·‡ ÁË
Ë Ì‡ÏÂ Ò‡ Ì‡ Ó·ËÍ ÌÓ ‚Â ÌË ÚÂ „‡Ê ‰‡ ÌË, Í‡ÍÚÓ Ë Ì‡ ÏÌÓ ÊÂ ÒÚ‚Ó ‰Û„Ë ‡ÍÚË‚ ÌË ‡„ÂÌ ÚË ‚ ÌÂ„Ó
(Ë Ò˙ÓÚ ‚ÂÚ ÌÓ ËÌÚÂ-‡ÍÚË‚ Ì‡ ‚ÂË „‡ – Ì‡ÏÂ Ò‡ – Â‡Í ̂ Ëfl – Ì‡ÏÂ Ò‡ Ë Ô.). ÇÒÂ Ô‡Í ÛÔÓ Ë ÚÓ 
ÓÒÚ‡ Ì‡ı ÔË ÒÓ· ÒÚ‚Â Ì‡ Ú‡ ÒË ÏÂÚ‡ ÙÓ ‡ Á‡ ÂÍ‡Ì, Á‡˘Ó ÚÓ ÒÏfl Ú‡Ï, ˜Â ËÌÚÂ ÙÂÈÒ-
ËÌÚÂ ‡Í ÚË‚ ÌÓÒÚ Ú‡ Â ÔË ‚Ë‰ Ì‡. ÇÒ˙ ̆ ÌÓÒÚ Ó·‡ ÁË ÚÂ, ÍÓËÚÓ ˆË ÍÛ ÎË ‡Ú ‚ „‡‰‡, ‚ ÏÌÓ„Ó
„ÓÎfl Ï‡ ÒÚÂ ÔÂÌ ÒÂ ÔÓ ËÁ ‚ÂÊ ‰‡Ú Ë ÍÓÌ ÚÓ ÎË ‡Ú ÓÚ Ô‡Á‡ ‡, ÔÂ‚ ˙ ̆ ‡˘ ‚ÒË˜ ÍÓ, ÔÂÁ Ó˜ËÚÂ
Ì‡ ÓÒÌÓ‚ ÌËfl ÒË ‡„ÂÌÚ – ÍÓÌ ÒÛ Ï‡ ÚÓ ‡, ‚ ‡‚ ÌÓ ÏÂ Ì‡ ‚Ë‰Ë ÏÓÒÚ (‰ÓË ÍÓ„‡ ÚÓ, Í‡ÍÚÓ ÔÓÍ‡Á ‚‡
ÚÂÍ ÒÚ˙Ú ◊àÒÚÓ Ëfl Ú‡ Ì‡ Â‰Ì‡ Ù‡Ò‡ ‰‡“ Ì‡ Ç‡ÒËÎ ÇË‰ËÌ ÒÍË ‚ Ì‡ÒÚÓfl ̆ ‡ Ú‡ ÍÌË„‡, Ú‡ÁË Ô‡Á‡ Ì‡ 
‚Ë‰Ë ÏÓÒÚ ÔÂ ‰‚ËÊ ‰‡ Ë ‚ÍÎ˛˜ ‚‡ ‡ÍÚË‚ Ì‡ Ú‡ ÓÚ‚ÂÚ Ì‡ Â‡Í ̂ Ëfl Ì‡ ÔÓÚÂ ·Ë ÚÂ Îfl). èË ˆflÎ‡ Ú‡
ıÂÚÂ Ó „ÂÌ ÌÓÒÚ Ì‡ ‚ËÁÛ‡Î ÌË ÚÂ Ô‡Í ÚË ÍË Ú˙ÍÏÓ Ó˜ËÚÂ Ì‡ ÍÓÌ ÒÛ Ï‡ ÚÓ ‡ ËÁ‚˙¯ ‚‡Ú
ıÓÏÓ „Â ÌË ÁË ‡ ̆ Ë ÓÔÂ ‡ ̂ ËË: ÔË ÌÛ ‰Â ÌË ÓÚ ÍÓÌ ÍÛ ÂÌ ̂ Ëfl Ú‡ Ì‡ Ó·‡ ÁË, ÚÂ ÔÓ ËÁ ‚ÂÊ ‰‡Ú
‚ÚÓ Ë ̃ ÂÌ ıÓÏÓ „Â ÌË ÁË ‡˘ ÂÙÂÍÚ Ë „ÎÂ ‰‡Ú Ì‡ ‚ÒË˜ ÍÓ Í‡ÚÓ Ì‡ ÂÍ‡Ì. ëÏfl Ú‡Ï, ˜Â ÔË Í‡Á ÍË ÚÂ
Á‡ ÓÚ‚ÂÚ Ì‡ ÍÂ ‡ ÚË‚ ÌÓÒÚ Ì‡ ÚÓÁË ÍÓÌ ÒÛ Ï‡ ÚÓ Ò‡ ÔÂ ÒË ÎÂ ÌË – ÒÔÓ ÒÓ· ÌÓÒÚ Ú‡ ÏÛ ‰‡ ‚˙Á ÔËÂ Ï‡ 
Ë ‡Á ·Ë ‡ Ó·‡ ÁË, Í‡ÍÚÓ Ë ‚ËÁÛ‡Î ÌÓ ÚÓ ÏÛ ‚˙Ó· ‡ ÊÂ ÌËÂ Â Á‡‚ Î‡ ‰fl ÌÓ ÓÚ Ô‡Á‡ ‡, ‰ËÍ ÚÛ ‚‡ ÌÓ
ÓÚ ÌÂ„Ó, Ó„‡ ÌË ̃ ‡ ‚‡ ÌÓ ÓÚ ÌÂ„Ó. êÂ‰ÍË Ò‡ ÒÎÛ ̃ ‡ Ë ÚÂ Ì‡ ËÒÚËÌ ÒÍË ËÌÚÂ ‡Í ÚË‚ ÌË, ‡ Ó˘Â ÔÓ-Â‰ÍË 
– Ì‡ ÍÂ ‡ ÚË‚ ÌË ÔÓ ·Ë ‚Ë, ÍÓÂÚÓ ÌÂ ÁÌ‡˜Ë ˜Â ÚÂ Ì‡Ô˙Î ÌÓ ÓÚÒ˙ ÒÚ‚‡Ú. óÛÔÂ ÌÂ ÚÓ, ‰‡ ÒÍ‡ ÌÂ ÚÓ, 
„‡ ÙË ÚË ÚÂ Ë ËÒÛ ‚‡ ÌÂ ÚÓ ‚˙ıÛ ÂÍÎ‡ ÏË ÚÂ, ÍÓÂÚÓ ÇË‰ËÌ ÒÍË ‰‡‚‡ Á‡ ÔË ÏÂ, Ò‡ ÒÔÓ ‡ ‰Ë˜ ÌË, 
ÒÎÛ ̃ ‡È ÌË Ë Ë‚‰Ë ‚Ë ‰Û ‡Î ÌË ‚Á‡Ë ÏÓ ‰ÂÈ ÒÚ‚Ëfl, ÚÂ Â‰‚‡ ËÎË ËÏ‡Ú ÒÚÛÍ ÚÛ Ó-ÓÔÂ ‰Â Îfl ̆ Ëfl
ı‡‡Í ÚÂ Ì‡ ÂÍÎ‡ ÏÌË ÚÂ ÒÚ‡ ÚÂ „ËË, ÍÓËÚÓ ÔÓ ËÁ ‚ÂÊ ‰‡Ú ÌÂ Ò‡ÏÓ Ò‡ÏË ÚÂ Í‡ ÚËÌ ÍË, ÌÓ Ë 
Ò˙Á‰‡ ‚‡Ú Ë ÍÓÌ ÚÓ ÎË ‡Ú ÏÂÒÚ‡ Ú‡, ÚÓ˜ ÍË ÚÂ Ì‡ ‚Ë‰Ë ÏÓÒÚ. äÂ ‡ ÚË‚ ÌÓÒÚ Ú‡ Ë ËÌÚÂ ‡Í ÚË‚ ÌÓÒÚ Ú‡, 
Í‡Á‡ ÌÓ ÏÂÚ‡ ÙÓ Ë˜ ÌÓ, Ò‡ ÏËÌ‡ ÎË ‚ Ò‡ÏÓÚ ÌÓ-ËÌ‰Ë ‚Ë ‰Û ‡Î Ì‡, ‡ÌÓ ÌËÏ Ì‡ Ë ÒÎÛ ̃ ‡È Ì‡ ÌÂÎÂ „‡Î ÌÓÒÚ 
– Ë ÚÓ‚‡ Ì‡È-flÒÌÓ ÎË˜Ë ÓÚ „‡ ÙË ÚË ÚÂ. í‡Í‡ ËÎË ËÌ‡˜Â, ÔÓ‰ ̃ Ë ÌËı ‚ÒË˜ ÍÓ Ì‡ Ë‰Âfl Ú‡ ÒË Á‡ 
◊‚ËÁÛ‡ ÎÂÌ Í‡ÔË Ú‡Î“ – ˜Â Ô‡Á‡ ˙Ú ÂÍ‚Ë ‚‡ ÎÂÌ ÚË ÁË ‡ ‚ÒË˜ ÍÓ Ì‡ ·‡Á‡ Ú‡ Ì‡ ÔÂ‚Ó ‰‡ Ì‡ ÚÓ‚‡ 
◊‚ÒË˜ ÍÓ“ (‚ÒË˜ ÍË ‚˙ÁÏÓÊ ÌË ‡Á ÌÓ Ó‰ ÌË ÙÂÌÓ ÏÂ ÌË Ì‡ ÒÓˆË‡Î ÌÓÒÚ Ú‡) ‚ Í‡ÚÂ „Ó Ë Ë ÚÂ
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things – dissection of a frozen, dead liver, a look at the contents of a full, decaying stomach:
the insides of the mortal body itself.

15. For more on this theatricalisation and “Disneyfication” of the postmodern city, see Ivaylo Ditchev's 
article “Right-wing City, Left-wing City, Postmodern City” in this publication.

16. See Virilio, Paul, “The Overexposed City”, in Rethinking Architecture, N. Leach (ed.), (London: 
Routledge, 1997), p. 446.

17. On this question, see Soja, Edward, Postmodern Geographies: The Reassertion of Space in Critical 
Social Theory, (London and New York: Verso, 1989).

18. Appadurai examines the new state of the social imagination as shaped by global media which 
inscribe different “possible lives” into real social life. They mix the real and the imaginary,
projecting different “landscapes” onto the urban screens. The word “landscapes” implies their 
fluid, unstable character: far from being objective, they are constellations that depend on the
perspective and ensue from the position of different heterogeneous actors who produce socially 
valid images – nation states, multinational communities, subnational groupings, intimate groups, 
families, neighbourhoods, friendly communities. These heterogeneous agents constantly project in 
the social space numerous imagined worlds, which compete with one another and are capable
of contesting or even transforming the imagined worlds of the State's official visual policy.
The global imagination projects and realises its heterogeneous flows within a local framework.
See Appadurai, Arjun, Modernity at Large: Cultural Dimensions of Globalization (Minneapolis and 
London: University of Minnesota Press, 1996).

19. See Prefiguring Cyberculture: An Intellectual History, Darren Tofts, Annemarie Jonson, Alessio 
Cavallaro (eds.), (Cambridge, MA: MIT Press, 2003). 
Review by Nick Mercer, 2004, http://rccs.usfca.edu/bookinfo.asp?ReviewID=259&BookID=219

20. During the Visual Seminar there were long debates on whether “interface” is perhaps a better 
metaphor than “screen” (as one can see, we finally agreed to leave the “interface” metaphor in the 
title of our book). The main argument in favour of the former was that “interface” implies activity 
and interactivity, it implies that visual production in the city constitutes an exchange of images and 
intervention by ordinary citizens as well as by many other active agents in it (and accordingly, an 
interactive chain where every intervention is followed by a reaction). Still, I insist on my “screen” 
metaphor because I think that interface-interactivity is superficial only. In fact, the images
circulating in the city are to a large extent produced and controlled by the market which
transforms everything – through the eyes of its main agent, the consumer – into something that has a
uniform appearance. This is so, even in the case (demonstrated in the Vasil Vidinsky's text here) 
when the market visuality presupposes and includes in itself the active response of the consumer. 
Despite the great heterogeneity of visual practices, it is precisely the consumer's eyes that perform 
homogenising operations: compelled by the competition of images, they produce a secondary 
homogenising effect and see everything as on a screen. I think that the assumptions about the 
creativity of this consumer are exaggerated – his ability to perceive and understand images, as 
well as his visual imagination are governed by the market, dictated by the market, limited by the 
market. The cases of truly interactive breakthroughs are rare and those of creative breakthroughs 
are even rarer – which is not to say that they are non-existent. The breaking, drawing on the adds, 
the graffiti etc. which Vidinsky uses as example, have hardly the character of a framing strategy 
but are rather contingent, sporadic and individual interactions between the consumer and the 
world of advertisements. The advertisement strategies produce more than pure pictures: they pro
duce and control the very cites of the visuality mentioned. Speaking metaphorically, the creativity 
and the inter-activity are doomed to be lonely, anonymous and illegal – the best illustrations are 
the graffiti themselves. Either way, I have subjected everything to my idea of “visual capital” – 
namely, that the market makes everything equivalent by translating “everything” (all possible het
erogeneous phenomena of sociality) into the categories of visibility at the relevant time (prime 
time) and at the relevant place (leading channels, forums, billboards, etc.).

21. This homogeneity of the vision is peculiar – it does not exclude diversified visual and commercial 
messages addressed at focal clients and specific audiences – signs in Chinese, emblems that 
can be understood only by bungee jumpers, announcements for preparatory courses for university 
entrance exams. But all of them have one thing in common: they are fighting for visibility as if 
before universal eyes.

22. See my articles and studies: “Paranoia de la parrhesia” in Alain Brossat (ed.)Michel Focault. Les 
Jeux de la vérité et du pouvoir, Presses Univeritaires de Nancy, 1994; “The Big Misunderstanding” 
in Georgi Lozanov and Orlin Spassov (eds.), Media and Myths, Sofia, 2000 (in Bulgarian); 
“Thaumazein et Traumazein : Essai sur le mensonge” in Ivaylo Znepolski, Koprinka Chervenkova 
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Ì‡ ‚Ë‰Ë ÏÓÒÚÚÚ‡, ‚ Ò˙ÓÚ ‚ÂÚ ÌÓ ÚÓ ‚ÂÏÂ (prime time), ‚ Ò˙ÓÚ ‚ÂÚ ÌÓ ÚÓ ÏflÒÚÓ (‚Ó‰Â ̆ Ë Í‡Ì‡ ÎË, 
ÙÓÛ ÏË, ÂÍÎ‡ ÏÌË Ô‡Ì‡ Ë Ô.).

21. í‡ÁË ıÓÏÓ „ÂÌ ÌÓÒÚ Ì‡ ‚ËÁËfl Ú‡ Â ÓÒÓ ·Â Ì‡ – Úfl ÌÂ ËÁÍÎ˛˜ ‚‡ ‰Ë‚ÂÒË ÙË ̂ Ë ‡ ÌË ‚ËÁÛ‡Î ÌË
Ë Ô‡Á‡ ÌË ÔÓÒÎ‡ ÌËfl Í˙Ï ÙÓÍÛÒ ÌË ÍÎË ÂÌ ÚÂ ÎË Ë ÒÔÂ ̂ Ë ÙË˜ ÌË ÔÛ·ÎË ÍË – Ì‡‰ ÔË ÒË Ì‡ ÍËÚ‡È ÒÍË, 
ÂÏ·ÎÂ ÏË, ‡Á ·Ë ‡ Â ÏË Ò‡ÏÓ ÓÚ Î˛·Ë ÚÂ ÎË ÚÂ Ì‡ ·˙Ì ‰ÊË ÒÍÓ ÍÓ ‚Â, Ò˙Ó· ̆ Â ÌËfl Á‡ Í‡Ì ‰Ë ‰‡Ú-
ÒÚÛ ‰ÂÌÚ ÒÍË ÍÛ ÒÓ ‚Â. çÓ ‚ÒË˜ ÍË ÚÂ ÒÔÓ ‰Â ÎflÚ Â‰ÌÓ Í‡˜Â ÒÚ‚Ó – ‚Ó˛ ‚‡Ú Á‡ ‚Ë‰Ë ÏÓÒÚ ÒflÍ‡¯
ÔÂ‰ ÛÌË ‚Â Ò‡Î ÌË Ó˜Ë.

22. ÇÊ. ÏÓËÚÂ ÒÚ‡ ÚËË Ë ÒÚÛ ‰ËË: ◊Paranoia de la parrhe sia“ in Alain Brossat (ed.), Michel Focault. Les 
Jeux de la véri té et du pÓuvoir, Presses Universitaires de Nancy, 1994; ◊ÉÓÎflÏ ÓÚÓ ÌÂ‰Ó ‡ ÁÛ ÏÂ ÌËÂ“
‚ Ò·Ó ÌË Í‡ åÂ‰ËË Ë ÏËÚÓ ‚Â, Ò˙ÒÚ. ÉÂÓ „Ë ãÓÁ‡ ÌÓ‚ Ë éÎËÌ ëÔ‡ ÒÓ‚, ëÓÙËfl, 2000; 
◊Thaumazein et Trau maz ein : Essai sur le mensonge“ ‚ ÍÌË „‡ Ú‡ éÍÓÎÓ Ü‡Í ÑÂË ‰‡. óÛ‰Ó ‚Ë˘ -
ÌËflÚ ‰ËÒ ÍÛÒ, ëÓÙËfl, ÑÓÏ Ì‡ Ì‡Û ÍË ÚÂ Á‡ ˜Ó‚Â Í‡ Ë Ó·˘Â ÒÚ‚Ó ÚÓ, 2002, ÙÂÌ ÒÍË ÔÂ ‚Ó ‰ ‚ 
Rethinking the Transition, Ivailo Znepolski, Koprinka Chervenkova, Alexander Kiossev (eds.), 
ëÓÙËfl, ìÌË‚ÂÒËÚÂÚÒÍÓ ËÁ‰‡ÚÂÎÒÚ‚Ó, 2002; ◊åÂÚ‡ÏÓÙÓÁË. è‡Á‡, ÚÂÎ‡ Ë ‰ÛÏË Ì‡ ÒˆÂ Ì‡ Ú‡ Ì‡
ÔÂ ıÓ ‰‡“, ÒÔ. î‡ÍÂÎ, 2003/5-6 (ÔÛ·ÎË ÍÛ ‚‡ Ì‡ Ë ‚ Ò·Ó ÌË Í‡ ãÂÎfl Ú‡ ÓÚ É¸Ó ÚËÌ „ÂÌ, ëÓÙËfl, 
îË„Û ‡, 2005).

23. Ç Â‰ËÌ ÓÚ ÒÔÂ ̂ Ë‡ ÎË ÁË ‡ ÌË ÚÂ Ò‡È ÚÓ ‚Â (http://www.gis-sofia.bg/cadhis to ry.html) ÔÓ ‚˙ÔÓ Ò‡ 
ÔË¯Â ÒÎÂ‰ ÌÓ ÚÓ: ◊á‡ ÚÂË ÚÓ Ëfl Ú‡ Ì‡ „‡‰ ëÓÙËfl ‡·Ó ÚË ÚÂ ÔÓ Í‡‰‡Ò Ú‡Î ÌË Á‡ÒÌÂ Ï‡ ÌËfl
Á‡ÔÓ˜ ‚‡Ú ÔÂ‰Ë ÔÓ‚Â ̃ Â ÓÚ 100 „Ó‰Ë ÌË. è˙ ‚ËflÚ „‡ ‰ÓÛ ÒÚÓÈ ÒÚ‚ÂÌ ÔÎ‡Ì ‰‡ÚË ‡ ÓÚ 1879 „.
íÓÈ Â ËÁ‡ ·Ó ÚÂÌ ÔÓ‰ ˙ÍÓ ‚Ó‰ ÒÚ‚Ó ÚÓ Ì‡ ËÌÊÂ ÌÂ êÓÛ ·‡Î Ë ÔÂ‰ ÒÚ‡ ‚Îfl ‚‡ Í‡È ÛÎË˜ Ì‡
ÏÂÌ ÁÛÎ Ì‡ ÒÌËÏ Í‡ ‚ Ï‡˘‡· 1:1000, Í‡ÚÓ Â ‰ÓÔ˙Î ‚‡Ì Ò ÔÓ-ÁÌ‡ ̃ Ë ÏË ÚÂ Ó·˘Â ÒÚ‚Â ÌË Ë ˜‡ÒÚ ÌË 
Ò„‡ ‰Ë, „‡ ÌË ̂ Ë ÚÂ Ì‡ ‰‚Ó Ó ‚Â ÚÂ Ë ËÏÂ Ì‡ Ú‡ Ì‡ ÒÓ· ÒÚ‚Â ÌË ̂ Ë ÚÂ. ë ÚÂ˜Â ÌËÂ Ì‡ ‚Â ÏÂ ÚÓ
‡Á‚Ë ÚËÂ ÚÓ Ì‡ ÒÚÓ ÎË˜ ÌËfl „‡‰ Ë Á‡ÔÓ˜ Ì‡ ÎË ÚÂ ·Î‡ „ÓÛ ÒÚÓÈ ÒÚ‚Â ÌË ‡·Ó ÚË ÓÔÂ ‰Â ÎflÚ ÌÛÊ ‰‡ Ú‡ 
ÓÚ ÔÓ-ÚÓ˜ÂÌ Ë Ô˙ÎÂÌ Í‡‰‡Ò Ú‡ ÎÂÌ ÔÎ‡Ì. á‡ ˆÂÎÚ‡, É‡‰ ÒÍËflÚ Ó·˘ËÌ ÒÍË Ò˙‚ÂÚ ‚˙ÁÎ‡ „‡ ÔÂÁ 
1890 „. Ì‡ ‡‚ÒÚËÈ ÒÍËfl ËÌÊÂ ÌÂ ÇËÎ ıÂÎÏ Å‡ ÚÂÎ ‰‡ ËÁ‡ ·Ó ÚË Ô˙ÎÂÌ Ë ÚÓ˜ÂÌ Í‡‰‡Ò Ú˙
Ì‡ ÒÚÓ ÎË ̂ ‡ Ú‡. ê‡·Ó Ú‡ Ú‡ ÔÓ‰˙Î ÊË Î‡ ÔÓ‚Â ̃ Â ÓÚ Ó˜‡ Í‚‡ ÌÓ ÚÓ Ë ÔÂÁ 1896 „. Å‡ ÚÂÎ Â ÓÚÒÚ‡ ÌÂÌ, 
·ÂÁ ‰‡ Â Á‡‚˙ ̄ Â ÌÓ ËÁ‡ ·Ó Ú‚‡ ÌÂ ÚÓ Ì‡ ÌÓ‚ Í‡‰‡Ò Ú‡ ÎÂÌ ÔÎ‡Ì. èÂÁ 1930-1932 „., ‚˙‚ ‚˙ ÁÍ‡
Ò ËÁ‡ ·Ó Ú‚‡ ÌÂ ÚÓ Ì‡ ÌÓ‚ Í‡‰‡Ò Ú‡ ÎÂÌ ÔÎ‡Ì Ì‡ ëÓÙËfl, ËÌÊÂ ÌÂ Ä‰ÓÎÙ äÎ‡fl ÔÓ ‚ÂÊ ‰‡
ÓÒÌÓ‚ ÌË „ÂÓ ‰Â ÁË ̃ Â ÒÍË ËÁÏÂ ‚‡ ÌËfl – ÚË ‡Ì „Û Î‡ ̂ Ëfl Ë ÌË‚Â Î‡ ̂ Ëfl Ì‡ ÚÂË ÚÓ Ëfl Ú‡ Ì‡ „‡‰‡. 
ë‡ÏËflÚ Í‡‰‡Ò Ú‡ ÎÂÌ ÔÎ‡Ì Â ËÁ‡ ·Ó ÚÂÌ ÔÂÁ ÔÂËÓ ‰‡ 1935-1952 „. Ë ‰Ó 1962 „. Â ÔÓÔ˙Î ‚‡Ì 
Â‰Ó‚ ÌÓ. ëÎÂ‰ ÚÓ‚‡ ÔÓ‰ ‰˙ Ê‡ ÌÂ ÚÓ ÏÛ Â ËÁÓ ÒÚ‡‚ ÂÌÓ Ë ÔÓÒÚÂ ÔÂÌ ÌÓ ÒÚ‡‚‡ Ô‡Í ÚË ̃ Â ÒÍË ÌÂ„Ó ‰ÂÌ 
Á‡ ÌÛÊ ‰Ë ÚÂ Ì‡ ÔÓ‰Ó· ÌÓ ÚÓ „‡ ‰ÓÛ ÒÚÓÈ ÒÚ‚Â ÌÓ ÔÓ ÂÍ ÚË ‡ ÌÂ“. ä˙Ï ÚÓ‚‡ ÏÓÊÂÏ ‰‡ ‰Ó·‡ ‚ËÏ
Ë ÌÂÂ ‡ÎË ÁË ‡ ÌÓÒÚÚ‡ Ì‡ ◊ÔÎ‡Ì‡ åÛÒÏ‡Ì“.

24. ä‡ˆ‡ Ó‚, äÓÌ ÒÚ‡Ì ÚËÌ à‚. (òÂÒÚ ‰Â ÒÂÚ) 60 „Ó‰Ë ÌË ÊË‚fl Ì‡ ËÒÚÓ Ëfl: (ëÔÓ ÏÂ ÌË), Ò ÔÓÒÎÂÒÎÓ‚ ÓÚ
ë‚Â ÚÓ ÒÎ‡‚ äÓÎÂ‚. ëÓÙËfl, èÓ ÁÓ Âˆ, 1993 (2. ËÁ‰.).

25. í‡ÁË ÛÒÚÓÈ ̃ Ë ‚‡ „‡‰ ÒÍ‡ ÔÓÎË ÚË Í‡ ÎË˜Ë Ë ‰Ó ‰ÌÂÒ Ì‡ ÛÂ· ÒÚ‡ ÌË ̂ ‡ Ú‡ Ì‡ ëÓÙËÈ ÒÍ‡ Ó·˘Ë Ì‡, 
Í˙‰Â ÚÓ ËÒÚÓ Ëfl Ú‡ Ì‡ „‡‰‡ Â ‡Á Í‡ Á‡ Ì‡ ËÏÂÌ ÌÓ Í‡ÚÓ ˆË‚Ë ÎË Á‡ ̂ ËÓÌ ÌÓ Ì‡‚‡Í Ò‚‡ ÌÂ ÔÂ‰ Ó˜ËÚÂ 
Ì‡ ‰Û „Ë ÚÂ: Í‡Í „‡ ‰˙Ú ÒÂ Â ÔÂ ‚˙ Ì‡Î ÓÚ ◊Í‡ÎÌÓ Ë Ï˙Ò ÌÓ ÒÂÎÓ“ ‚ ◊ÒÚÓ ÎË ̂ ‡ Ì‡ ÓÒ‚Ó ·Ó ‰Â Ì‡ 
Å˙Î „‡ Ëfl“. ëÔÓ Â‰ ‡‚ÚÓ Ë ÚÂ Ì‡ ÚÂÍ ÒÚ‡ ÚÓ‚‡ ◊Â ‚˙ÔÓÒ Ì‡ ÒÂ·Â ÛÚ ‚˙ Ê‰‡ ‚‡ ÌÂ Á‡ ˆflÎ‡ Ú‡ Ì‡ˆËfl.
á‡ÚÓ ‚‡ ‚ ÌÂfl ÒÂ Ò˙Ò Â ‰Ó ÚÓ ̃ ‡ ‚‡ ‰ÛıÓ‚ Ì‡ Ú‡ Ë ÒÚÓ Ë ÚÂÎ Ì‡ Ú‡ ÂÌÂ „Ëfl Ì‡ ‚Î‡ÒÚ Ú‡ Ë Ì‡Ó ‰‡. 
çÂÓ·ıÓ ‰Ë ÏÓÒÚ Ú‡ ÓÚ ÒÚÓ ÎË ̂ ‡, ÍÓflÚÓ ‰‡ Û‰Ó ‚ÎÂ Ú‚Ó Ë ËÁËÒ Í‚‡ ÌËfl Ú‡ Á‡ ÔÓÍ‡Á ÌÓÒÚ Ì‡ „‡‰ ÒÍ‡ Ú‡ 
‡ıË ÚÂÍ ÚÛ ‡, ÒÂ Á‡‰Ó ‚Ó Îfl ‚‡ Ò Ó„ÓÏ ÌË Ò‚Ó ·Ó‰ ÌË ÔÓ ÒÚ‡Ì ÒÚ‚‡, ¯ËÓ ÍË ·ÛÎÂ ‚‡ ‰Ë, ·Ó„‡ ÚË 
Ô‡ ÍÓ ‚Â Ë „‡ ‰Ë ÌË. í‡Í‡ Å˙Î „‡ Ëfl Ò˙„‡Ê ‰‡ ‚ ÒÚÓ ÎË ̂ ‡ Ú‡ ÒË ‡ıË ÚÂÍ ÚÛ ÌË ÚÂ Ó·ÂÍ ÚË Ì‡ Ò‚ÓË 
ÚÂ ÏÂ˜ÚË“. é˜Â ‚Ë‰ ÌÓ Â Í‡Í ‚ ÚÓÁË ‡Á Í‡Á ◊ÔÓÍ‡Á ÌÓÒÚ Ú‡“ (‚˙ÔÎ˙ ÚÂ Ì‡ ‚ ‡ÁÌË ◊ÔÂ‰ ÒÚ‡ ‚Ë ÚÂÎ ÌË 
Ò„‡ ‰Ë, Á‡ÏÂ ÌË ÎË ÌÂÛ „ÎÂ ‰ÌË ÚÂ ÔÓÏÂ ̆ Â ÌËfl ÓÚ Ì‡˜‡Î ÌË ÚÂ „Ó‰Ë ÌË ÒÎÂ‰ éÒ‚Ó ·ÓÊ ‰Â ÌËÂ ÚÓ“ ËÏ‡ 
ÓÚ˜ÂÚ ÎË ‚Ó ÔÂ ‰ËÏ ÒÚ‚Ó ÔÂ‰ Û·‡ ÌË ÒÚË˜ Ì‡ Ú‡ ‡ˆËÓ Ì‡Î ÌÓÒÚ Ë ÙÛÌÍ ̂ ËÓ Ì‡Î ÌÓÒÚ).
ÇÊ. http://www.sofia.bg/his to ry.asp?lines=1883&nxt=1&upda te=all

26. è˙ ‚ËflÚ ÔÓ ÂÍÚ Á‡ ÏÓ‰Â ÂÌ ‚Ó‰Ó ÔÓ ‚Ó‰, Ì‡ÔË ÏÂ, Â Ò˙Á‰‡ ‰ÂÌ ‚ 1884-5 „Ó‰Ë Ì‡ Ë
ÙËÌ‡Ì ÒË ‡Ì Ò ÔÓÂ ‰Ë ̂ ‡ ÓÚ ÚÂÊÍË Á‡ÂÏË, Í‡ÚÓ ‡Á ̃ Â ÚË ÚÂ Ò‡ Ì‡Ô‡ ‚Â ÌË Á‡ 40 000 ‰Û¯Ë. Ñ˙Î„Ó 
‚ÂÏÂ ÚÓÈ Ó·ÒÎÛ Ê‚‡ Ò‡ÏÓ ˜‡ÒÚ ÓÚ „‡‰‡, ÎË¯ÂÌ Â ÓÚ ‰Ó·˙ ÚÂı ÌË ̃ Â ÒÍË ÔÂ ÒÓ Ì‡Î, ÍÓÈÚÓ ‰‡ „Ó 
ÔÓ‰‰˙ Ê‡, ÓÚ ‚Ó‰‡ Ú‡ ˜ÂÒÚÓ ÒÂ Í‡‰Â (ÔÂÁ „Ó‰Ë ÌË ÚÂ Ò‡ ÓÚÍË ÚË Ì‡‰ 600 ÍÓÌ Ú‡ ·‡Ì ‰ÌË
ËÌÒÚ‡ Î‡ ̂ ËË), Ú˙È Í‡ÚÓ Ò‚ËÍ Ì‡ ÎÓ ÚÓ Ì‡ ·ÂÁ ÔÎ‡Ú Ì‡ ‚Ó‰‡ Ì‡ÒÂ ÎÂ ÌËÂ, ÌÂ Â ÒÍÎÓÌ ÌÓ ‰‡ ÔÎ‡˘‡, 
‰ÓË Ò˙Á‰‡ ‚‡ ÌÓ‚Ë ËÒÍÓ ‚Â Á‡ ÂÔË ‰Â ÏËË. ÇÊ. è‡Û ÌÓ ‚‡, ë‚ÂÚ Î‡ Ì‡. ◊ëÓˆË‡Î ÌÓ ÍÓÌ ÒÚÛË ‡ ÌÂ 
Ì‡ „‡‰ ÒÍ‡ Ú‡ ËÌÙ‡ ÒÚÛÍ ÚÛ ‡“, ÒÔ. äË ÚË Í‡ Ë ıÛÏ‡ ÌËÁ˙Ï, ÍÌ. 20. é·‡ ÁË Ì‡ „‡‰‡, ·. 1/2005,  
Ò. 239-258. Ç Ì‡‚ Â˜Â ËÂ ÚÓ Ì‡ Å‡Î Í‡Ì ÒÍË ÚÂ ‚ÓÈÌË Â‰‚‡ 22% ÓÚ Ò„‡ ‰Ë ÚÂ Ò‡ Ò‚˙ Á‡ ÌË
Ò ÛÎË˜ Ì‡ Í‡Ì‡ ÎË Á‡ ̂ Ëfl, ËÒÚËÌ ÒÍË ÔÓ ·ÎÂ Ï˙Ú Ò ÔËÚÂÈ Ì‡ Ú‡ ‚Ó‰‡ Â ‡Á Â ̄ ÂÌ Â‰‚‡ ÔÂÁ 1933 „.
Ò êËÎ ÒÍËfl ‚ÓÔÓ ÔÓ ‚Ó‰. 

27. Ç ·˙Î „‡ ÒÍË Û˜Â· ÌËÍ ÔÓ ‡ıË ÚÂÍ ÚÛ ‡ ÓÚ 50-ÚÂ „Ó‰Ë ÌË, ÔÓÒÎÂ‰ Ì‡ Ú‡ ·Â¯Â ÓÔË Ò‡ Ì‡ Ú‡Í‡:
Á‰‡ ‚ËflÚ ·ÂÚÓ ÌÂÌ ÔÓÒÚ‡ ÏÂÌÚ ÒËÏ ‚Ó ÎË ÁË ‡ ‚˙ ÁÍ‡ Ú‡ Ò Ì‡Ó‰ ÌË ÚÂ Ï‡ÒË, „‡ ÌËÚ ÌË ÚÂ
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and Alexander Kiossev (eds.), Penser la transition/Rethinking the Transition, (Sofia: University of 
Sofia Press, 2002); “Metamorphoses. Market, Bodies and Words on the Stage of the Transition”, 
Fakel, 2003/5-6 (also published in the collection The Aunt from Göttingen (Sofia: Figura, 2005), (in 
Bulgarian).

23. One of the specialised websites (http://www.gis-sofia.bg/english/cadhistory.html) provides
the following information on this question: On the territory of the city of Sofia cadastral surveying 
works started more than 100 years ago. The first urban plan of the city dates back from the year 1879. 
It was developed under the supervision of Engineer Rowbal and constituted a street planetable
photograph in 1:1000, supplemented with the more important public and private buildings, the yard 
borders and the owners' names. In the course of time the development of the capital city and the
public works that began determined the need of a more accurate and complete cadastral plan. For this 
purpose, in 1890 the City Municipal Council assigned the Austrian engineer Wilhelm Bartel to design a 
complete and accurate cadastre of the capital. Work continued longer than expected and in 1896 
Bartel was dismissed without having completed his work on the new cadastral plan development.
In 1930-1932, in relation to the development of a new cadastral plan of Sofia, engineer Adolf Klaya 
performed basic surveying measurements – triangulation and levelling of the city territory. The cadas
tral plan itself was developed in the period 1935-1952 and up to the year 1962 it was regularly updated. 
Then its maintenance stopped and it gradually became practically useless in terms of the needs of 
detailed urban planning design[.] To this we may add the failure to implement the so-called 
Mussmann Plan, a comprehensive urban development plan for Sofia designed by a German
architect in the 1930s.

24. Katsarov, Konstantin. (Sixty)60 Years of Lived History: (Memoirs), with an afterword by Svetoslav 
Kolev (Sofia: Prozorets, 1993, second edition).

25. This consistent urban policy can be seen even today on the Sofia Municipality website, where the 
city's history is narrated precisely as civilisational progress before the eyes of the world: how the 
city was transformed from “a muddy and dirty village” into “the capital of liberated Bulgaria”. 
According to the authors of the text, this was a matter of self-affirmation of the entire nation. That 
is why the entire spiritual and constructive energy of the government and the people was
concentrated on achieving this. The need of a capital city that would meet the requirements for 
representativity of the urban architecture was satisfied by developing vast free spaces, wide
boulevards, rich parks and gardens. Thus, Bulgaria built in its capital city the architectural sites of 
its dreams. It is obvious how “representativity” (embodied in various “representative buildings 
which replaced the unsightly structures from the first years after the Liberation”) in this narrative 
has distinct priority over urbanistic rationality and functionality.
See http://www.sofia.bg/history.asp?lines=1883&nxt=1&update=all

26. The first project for building a modern water supply system, for example, was developed
in 1884-85 and financed through a series of heavy loans. The system, designed for 40,000 people, 
long supplied water only to some parts of the city, it suffered from a shortage of skilled technical 
staff to maintain it, water was often stolen (more than 600 illegal connections to the system were 
detected over the years) as the population was used to free water supply and was reluctant to 
pay, and it even posed new risks of epidemics. See Paunova, Svetlana, “The Social Construction 
of Urban Infrastructure”, in Critique & Humanism, vol. 20, Images of the City, No. 1/2005, pp. 239-
258 (in Bulgarian). On the eve of the Balkan Wars, just twenty-two per cent of all buildings were 
connected to the sewer system; it was not until 1933 that the problem of drinking water supply was
finally resolved by building a water main from Mt Rila to Sofia.

27. In a Bulgarian textbook on architecture from the 1950s, the political aesthetics of the Party House 
is described as follows: the solid concrete plinth is designed to symbolise the connection with the 
popular masses, the granite columns – the unshakeable power of the communist party, the tower 
crowned by the five-pointed star – the communist idea, and the small windows between the 
columns – the vigilant eyes of the party. When I told this to an architect friend of mine he first 
laughed a lot and then said that the symbolism of the building probably went deeper because the 
columns were actually hollow, the structure being supported by solid steel bars inside the 
columns. I leave it to the reader to guess what their symbolic meaning would be…

28. On this question, see Todorov, Vladislav, Adam Complex, (Sofia: IV Publishing House, 1991), (in 
Bulgarian).

29. By the Lagera tramway stop of Sofia's Tramline No. 5 there was an apartment building on whose 
flat roof stood a permanent sign which read “Forward to Communism!” and sounded increasingly 
absurd in the years of the disintegration of “mature socialism”. It disappeared in the early nineties.

30. It is interesting that the choice of a symbolic place was almost accidental. The demonstrations 
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ÍÓÎÓ ÌË – ÌÂÔÓ ÍÎ‡ ÚË Ï‡ Ú‡ ‚Î‡ÒÚ Ì‡ Ô‡ ÚËfl Ú‡, ÍÛÎ‡ Ú‡ Ò˙Ò Á‚ÂÁ ‰‡ Ú‡ – ÍÓÏÛ ÌË ÒÚË ̃ Â ÒÍ‡ Ú‡ Ë‰Âfl,
‡ Ï‡Î ÍË ÚÂ ÔÓ ÁÓ ̃ Â Ú‡ ÏÂÊ‰Û ÍÓÎÓ ÌË ÚÂ – ·‰Ë ÚÂÎ ÌË ÚÂ Ó˜Ë Ì‡ Ô‡ ÚËfl Ú‡. äÓ„‡ ÚÓ ÔÂ ‡Á Í‡ Á‡ı 
ÚÓ‚‡ Ì‡ ÏÓÈ ÔËfl ÚÂÎ ‡ıË ÚÂÍÚ, ÚÓÈ Ô˙‚Ó ‰˙Î„Ó ÒÂ ÒÏfl, ‡ ÒÎÂ‰ ÚÓ‚‡ Í‡Á‡, ˜Â ÒËÏ ‚Ó ÎË Í‡ Ú‡ Ì‡ 
Ú‡ÁË Ò„‡ ‰‡ Â ‚ÂÓ flÚ ÌÓ ÔÓ-‰˙Î ·Ó Í‡, Á‡˘Ó ÚÓ ÍÓÎÓ ÌË ÚÂ ‚Ò˙ ̆ ÌÓÒÚ Ò‡ ÍÛıË, ‡ Â‡Î Ì‡ Ú‡ ÌÓÒÂ ̆ ‡ 
ÍÓÌ ÒÚÛÍ ̂ Ëfl Ò‡ flÍË ÒÚÓ Ï‡ ÌÂ ÌË „Â‰Ë ‚˙ÚÂ ‚ Úflı. éÒÚ‡ ‚flÏ Ì‡ ˜ËÚ‡ ÚÂ Îfl ‰‡ ÒÂ ‰ÓÒÂ ÚË ˘Ó Á‡ 
ÒÍË Ú‡ ÒËÏ ‚Ó ÎË Í‡ ·Ëı‡ ËÏ‡ÎË ÚÂ...

28. èÓ Ú‡ÁË ÚÂÏ‡ ‚Ê. íÓ‰Ó Ó‚, ÇÎ‡ ‰Ë ÒÎ‡‚. Ä‰‡Ï Ó‚ ÍÓÏ ÔÎÂÍÒ, ëÓÙËfl, àÁ‰‡ÚÂÎÒÚ‚Ó àÇ, 1991.
29. ç‡ ÒÔË Í‡ ◊ã‡„Â ‡“ Ì‡ ÒÚÓ ÎË˜ ÌËfl Ú‡Ï ‚‡È ‹ 5 ËÏ‡¯Â ·ÎÓÍ, Ì‡ ˜ËÈÚÓ ÔÎÓÒ˙Í ÔÓÍË‚ ·Â¯Â 

ÏÓÌ ÚË ‡Ì ÔÓÒÚÓfl ÌÂÌ Ì‡‰ ÔËÒ ◊ç‡ÔÂ‰ Í˙Ï ÍÓÏÛ ÌËÁ Ï‡!“, ÍÓÈÚÓ Ò „Ó‰Ë ÌË ÚÂ Ì‡ ‡Á Ô‡ ‰‡ ÌÂ Ì‡ 
◊ÁÂ ÎËfl ÒÓˆË‡ ÎËÁ˙Ï“ ÒÚ‡ ‚‡ ̄ Â ‚ÒÂ ÔÓ-ÌÂÎÂÔ. íÓÈ ËÁ˜ÂÁ Ì‡ ‚ Ì‡˜‡ ÎÓ ÚÓ Ì‡ 90-ÚÂ „Ó‰Ë ÌË.

30. àÌÚÂ ÂÒ ÌÓ Â ÚÓ‚‡, ˜Â ËÁ·Ó ˙Ú Ì‡ ÒËÏ ‚Ó ÎË ̃ Â ÒÍÓ ÏflÒÚÓ ÒÂ ÔÓÎÛ ̃ Ë ÒÎÛ ̃ ‡È ÌÓ.
ÑÂÏÓÌ ÒÚ‡ ̂ ËË ÚÂ ÒË Ò˙Á‰‡ ‰Ó ı‡ Ú‡ ‰Ë ̂ Ëfl ‰‡ ·˙‰‡Ú ÔÂ‰ ◊ÄÎÂÍ Ò‡Ì ‰˙ çÂ‚ ÒÍË“, Á‡˘Ó ÚÓ
Ô˙ ‚Ë ÚÂ ÒÂ‰ Úflı ·flı‡ ÔÓ ÒÚÓ Ì‡ „˙·‡ Ì‡ ç‡Ó‰ ÌÓ ÚÓ Ò˙·‡ ÌËÂ, Í˙‰Â ÚÓ ·Ë‚‡ ı‡ ÔË ̃ ‡ Í‚‡ ÌË 
Ì‡Ó‰ ÌË ÚÂ ÔÂ‰ ÒÚ‡ ‚Ë ÚÂ ÎË.

31. èÓ‰ Ô‡Î ‚‡ ÌÂ ÚÓ Ì‡ è‡ ÚËÈ ÌËfl ‰ÓÏ Ë ‡Á Û ̄ ‡ ‚‡ ÌÂ ÚÓ Ì‡ Ï‡‚ÁÓ ÎÂfl Ò‡ ÔÓ-Í˙ÒÌË ËÁÍÎ˛ ̃ Â ÌËfl
ÓÚ ÚÓ‚‡ ÂÒÚÂ ÚË ̃ Â ÒÍÓ Ô‡ ‚Ë ÎÓ Ì‡ ‡Ì ÌË ÚÂ ÔÓ ÚÂ ÒÚË: ‚ÔÓ ̃ ÂÏ, ËÏÂÌ ÌÓ ÚÓ‚‡ flÒÌÓ „Ë ÓÚ‰Â Îfl. 
ä‡ÍÚÓ Â ËÁ‚ÂÒÚ ÌÓ, å‡‚ÁÓÎÂflÚ ·Â ‡Á Û ̄ ÂÌ ÌÂ ˜ÂÁ ÒÔÓÌ Ú‡Ì Ì‡, ‡ ˜ÂÁ Ô‡ ‚Ë ÚÂÎ ÒÚ‚Â Ì‡ ‡ÍˆËfl, 
‡ ÔÓÎË ̂ Ëfl Ú‡ Ú‡Í‡ Ë ÌÂ ÓÚÍË ËÒÚËÌ ÒÍË ÚÂ ÔÓ‰ Ô‡Î ‚‡ ̃ Ë Ì‡ è‡ ÚËÈ ÌËfl ‰ÓÏ.

32. èÓ ‚˙ÔÓ Ò‡ ‚Ê. Habermas, J. ◊Nachholende Revolution und lin ker Revolutionsbedarf. Was heisst 
Sozialismus heute“. Ç: Die Moderne – ein unvol len de tes Projekt, Leipzig, 1990.

33. ëÚ‡‚‡ ‰ÛÏ‡ Á‡ ÚÂ‡Ú‡ ÎË ÁË ‡ ÌË ÔËÌ ̂ Ë ÔË, ‡ ÌÂ Á‡ ‡ÌÚÓ ÔÓ ÎÓ „Ë ̃ Â ÒÍË Â‡Î ÌÓ ÒÚË.
34. èÓÌfl ÍÓ „‡ ˆÂÎÂ Ì‡ ÒÓ ̃ Â ÌÓ ÔÓ ÚË ‚Ó Â ̃ Ë ‚Ë, Á‡ ‰‡ ÏÓ„‡Ú ‰‡ Û‰Ó ‚ÎÂ Ú‚Ó flÚ ‡Á ÎË˜ ÌË ÎÓ·Ë ÒÚÍË 

ËÌÚÂ Â ÒË.
35. èÂÁ 1995 „. ‚. 24 ̃ ‡Ò‡ ÔÛ·ÎË ÍÛ ‚‡ Á‡„Î‡ ‚ËÂ-¯Â‰¸Ó ‚˙ – ◊íÓÍÓÛ ÒÚÓÈ ̃ Ë ‚Ë ˆË„‡ ÌË ÓÚÍ‡‰ Ì‡ ı‡

5 ÍËÎÓ ÏÂ Ú‡ ‰‡ÎÂ ÍÓ ÔÓ ‚Ó‰“.
36. ÇÊ. ËÁÒÎÂ‰ ‚‡ ÌÂ ÚÓ Ì‡ ü‚Ó ãËÎÓ‚ ◊Homeless Animals and ◊Homelessness“ in Bulgaria:

Roles and Identities in the Modern Public Debate on the Ideal State“, 2004, ˙ÍÓ ÔËÒ, ˜‡ÒÚ
ÓÚ ÔÓ ÂÍ Ú‡ êÓÎË, Ë‰ÂÌ ÚË˜ ÌÓ ÒÚË Ë ıË·Ë ‰Ë, ëÓÙËfl, ñÂÌ Ú˙ Á‡ ‡Í‡ ‰Â ÏË˜ ÌË ËÁÒÎÂ‰ ‚‡ ÌËfl,  
Ì‡ Ò‡ÈÚ‡ Ì‡ ñÄà www.cas.bg.

37. Å˙Î „‡ ÒÍ‡ Ú‡ ‡ıË ÚÂÍ ÚÛ Ì‡ ÍÓÎÂ „Ëfl Á‡ÔÓ˜ Ì‡ „ÓÎfl Ï‡ Ó·˘Â ÒÚ‚Â Ì‡ Í‡Ï Ô‡ ÌËfl ÔÓ ÚÓÁË ‚˙ÔÓÒ – 
‚ËÊ ÒÔ. ÄıË ÚÂÍ ÚÛ ‡, ·. 1, 2007 („Ó‰Ë Ì‡ 54), ÒÚ‡ ÚË Ë ÚÂ Ì‡ íÓ‰Ó ÅÛÎÂ‚, ÑËÏË Ú˙ äÓÒÚÓ‚, 
Ç‡ÎÂÌ ÚË Ì‡ Ç˙ ·‡ ÌÓ ‚‡ Ë ‰., Í‡ÍÚÓ Ë ÔÛ·ÎË ÍÛ ‚‡ Ì‡ Ú‡ óÂ ‚Â Ì‡ ÍÌË„‡ Ì‡ Á‡ÒÚ‡ ̄ Â ÌÓ ÚÓ
ÍÛÎÚÛ ÌÓ-ËÒÚÓ Ë ̃Â ÒÍÓ Ì‡ÒÎÂ‰ ÒÚ‚Ó ‚ Å˙Î „‡ Ëfl.

38. è‡Í Ú‡Ï, ÒÚ. 27.
39. è‡Í Ú‡Ï, ÒÚ. 29.
40. Ç ‰Ó„Ó ‚Ó Ë ÚÂ, ÍÓËÚÓ ‰˙ Ê‡ ‚‡ Ú‡ ÒÍÎ˛˜ ‚‡ Ò ˜‡ÒÚ ÌË ÙËÏË Á‡ Ò„‡ ‰Ë ÚÂ Ì‡ ÍËÌ‡ Ú‡ ËÏ‡ ËÁË˜ Ì‡ 

ÍÎ‡Û Á‡ Á‡ ÚÓ‚‡, ˜Â ÚÂ Úfl· ‚‡ ‰‡ ·˙‰‡Ú ËÁÔÓÎ Á‚‡ ÌË Á‡ ÙËÎ ÏÓ ‚Ó ËÁÍÛ ÒÚ‚Ó Ë ˜Â ÙË ÏË ÚÂ ÒÂ 
Á‡‰˙Î Ê‡ ‚‡Ú ‰‡ ËÌ‚Â ÒÚË ‡Ú ÒÂËÓÁ ÌË ÒÂÒ‰ÒÚ‚‡ (ÏËÎËÓ ÌË ÎÂ‚Ó ‚Â) ‚ ÂÍÓÌ ÒÚÛÍ ̂ Ëfl Ú‡
Ë ÔÓ‰˙ Ê‡ ÌÂ ÚÓ Ì‡ ÍËÌÓ-Ò‡ÎÓ ÌË ÚÂ. çÓ ÌflÍÓÈ ÓÚ ‰˙ Ê‡‚ ÌË ÚÂ ˛Ë ÒÚË Â Á‡· ‡ ‚ËÎ ‰‡ ‚ÍÎ˛ ̃ Ë 
ÓÒË„Û Ë ÚÂÎ Ì‡ ÍÎ‡Û Á‡ ‚ ‰Ó„Ó ‚Ó ‡, ˜ÂÁ ÍÓflÚÓ, ÔË ÌÂËÁ Ô˙Î ÌÂ ÌËÂ Ì‡ ‰Ó„Ó ‚Ó Â ÌÓ ÒÚË ÚÂ,
Ò„‡ ‰Ë ÚÂ ÒÂ ‚˙ ̆ ‡Ú Ì‡ ‰˙ Ê‡ ‚‡ Ú‡. Ç ÂÁÛÎ Ú‡Ú Ì‡ Ú‡ÁË ◊ÌÂ·ÂÊ ÌÓÒÚ“ ÒıÂ Ï‡ Ú‡ Á‡
ÔË ‚‡ ÚË Á‡ ̂ Ëfl Ë ÛÔÓ ÚÂ ·‡ Ì‡ ÍËÌÓ-Ò‡ÎÓ ÌË ÚÂ Ë Ò„‡ ‰Ë ÚÂ Á‡ ‰Û„Ë ÍÓÏÂ ÒË ‡Î ÌË ˆÂÎË
ÙÛÌÍ ̂ Ë Ó ÌË ‡ ÔÂ Í‡Ò ÌÓ: ÙË ÏË ÚÂ ÌÂ ÒÔ‡Á ‚‡Ú ÔÓÂÚË ÚÂ Á‡‰˙Î ÊÂ ÌËfl Ë ÔÂ ÔÓ ‰‡ ‚‡Ú
ÒÓ· ÒÚ‚Â ÌÓÒÚ Ú‡, ÒÎÂ‰ ÍÓÂÚÓ Ù‡ÎË ‡Ú – ‡ ‰˙ Ê‡ ‚‡ Ú‡, Í‡ÍÚÓ ÒÂ Í‡Á‚‡ ◊ÓÒÚ‡ ‚‡ Ò Ô˙ÒÚ ‚ ÛÒÚ‡“,
‚ ‰Ó„Ó ‚Ó ‡ ÌflÏ‡ ÔÂ ‰‚Ë ‰Â ÌË ÌÂÛ ÒÚÓÈ ÍË, „‡‡Ì ÚË ‡ ÌË Ò˙Ò Ò‡ÏË ÚÂ Ò„‡ ‰Ë. Ä ÌÓ‚Ë ÚÂ
ÒÓ· ÒÚ‚Â ÌË ̂ Ë, ‰Ó· ÓÒ˙ ‚ÂÒÚ ÌË ÍÛÔÛ ‚‡ ̃ Ë, Ò‡ Ò‚Ó ·Ó‰ ÌË ‰‡ Ô‡ ‚flÚ Í‡Í ‚Ó ÚÓ Ì‡ÏÂ flÚ Á‡ ‰Ó·Â –
Ë ÚÂ „Ó Ô‡ ‚flÚ: ·ËÌ„Ó Á‡ÎË, ıÓÚÂ ÎË, ÏÓÎÓ ‚Â... á‡ ‡ÁflÒ ÌÂ ÌËfl Ú‡ ÔÓ Ú‡ÁË ÒıÂÏ‡ Ò˙Ï Á‡‰˙Î ÊÂÌ 
Ì‡ ËÍÓ ÌÓ ÏËÒÚ Í‡ Ú‡ ÑË‡Ì‡ ÄÌ‰Â Â‚‡.

41. ÇÊ. èÂÚÛ ÌÓ‚, ÉÂÓ „Ë, ëÓˆË‡Î ÌË ËÁÏÂ Â ÌËfl Ì‡ Ó„‡ ÌË ÁË ‡ Ì‡ Ú‡ ÔÂ ÒÚ˙Ô ÌÓÒÚ ‚ ÔÂËÓ ‰‡
Ì‡ ÔÂ ıÓ‰, ëÓÙËfl, 2006, ‡‚ÚÓ Â ÙÂ ‡Ú Ì‡ ‰ËÒÂ Ú‡ ̂ Ëfl, ÅÄç, àÌÒÚË ÚÛÚ ÔÓ ÒÓˆË ÓÎÓ „Ëfl. 

42. ÑÛÏË Í‡ÚÓ ◊ÔÓÍ‡Á ÌÓ“, ◊Ì‡ı‡Î ÌÓ“, ◊Ì‡„ÎÓ“, ◊·ÂÁ Ì‡ Í‡ Á‡ ÌÓ“ Ë Ô. ÒÂ ÛÚ‚˙ ‰Ë ı‡ Í‡ÚÓ Â˜ ÌËÍ,
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ÍÓËÚÓ ÒÂ ‰˙ Ê‡ ı‡ ÍÎ‡ ÒË ̃ Â ÒÍË ÌÂ‚Ë ‰Ë ÏÓ – ‰‡ ÒÚÓË ◊Ì‡ Ú˙ÏÌÓ“, ‡ ‰ÂÏÓÌ ÒÚË ‡ ̄ Â
ËÁ‚˙Ì-Á‡ÍÓÌ Ì‡ Ú‡ ÒË ‚Î‡ÒÚ Ë ÌÂÌ‡ Í‡ Á‡ ÌÓÒÚ.

43. ÅÓfl‰ÊËÂ‚, ã˙˜ÂÁ‡, ˆËÚ. Ò˙˜. èÓ-‡Á „˙ Ì‡ ÚÓ ÚÓ‚‡ ·Â¯Â ËÁÎÓ ÊÂ ÌÓ ‚ ÚÂÍ ÒÚ‡ Ì‡ Ò˙˘Ëfl ‡‚ÚÓ
◊ÉÓÂ˘ ‚ËÁÛ‡ ÎÂÌ „‡‰“ ‚ ÍÌË „‡ Ú‡ ëÓÙËfl Í‡ÚÓ „ÎÂ‰ Í‡, ëÓÙËfl, ÇËÁÛ‡ÎÂ Ì ÒÂÏË Ì‡, 2004.
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created the tradition of occurring in front of the St Alexander Nevsky Cathedral simply because
the earliest ones were held at the back of the National Assembly, where demonstrators would lie
in wait for MPs.

31. The setting on fire of the Party House and the demolition of the Mausoleum are later exceptions
to this aesthetic rule of the early protest demonstrations: incidentally, this is precisely what clearly 
sets them apart. As is known, the Mausoleum was not demolished by a spontaneous but by
a government action, whereas the police never found the true perpetrators of the fire in
the Party House.

32. On this question, see Habermas, Jürgen, “Nachholende Revolution und linker Revolutionsbedarf. 
Was heisst Sozialismus heute”, in Die Moderne – ein unvollendetes Projekt, Leipzig, 1990.

33. Here I am talking about theatricalised principles, not anthropological realities.
34. Sometimes deliberately contradictory so as to satisfy the interests of different lobbies.
35. Practically selling off key pieces of property in downtown Sofia for a fraction of their real worth.
36. In 1995 the 24 Chassa daily published a masterpiece headline: “Electric-Resistant Gypsies Steal

5-Kilometre-Long Power Line”.
37. See the study by Yavor Lilov, “Homeless Animals and “Homelessness” in Bulgaria: Roles and 

Identities in the Modern Public Debate on the Ideal State”, 2004, manuscript, part of the project 
Roles, Identities and Hybrids, Sofia, Centre for Advanced Study (CAS), on the CAS website at 
www.cas.bg.

38. The pet project of communist dictator Todor Zhivkov's daughter, Lyudmila Zhivkova, built
in honour of Bulgaria's 1,300th anniversary in 1981.

39. From mutri (sing. mutra) or “ugly faces”, the thick-necked graduates of Bulgaria's wrestling and 
other sports schools who during the early transition took control of the market of drugs and other 
“unconventional” goods and services, and have since become “respectable businessmen”.

40. The group round the first Bulgarian lifestyle magazine, Egoist.
41. The contracts on the sell-off of cinemas, concluded by the State with private companies, contain 

an express provision stipulating that the buildings must be used as cinemas and obligating the 
buyers to invest heavily (millions of leva) in the reconstruction and maintenance of the cinema 
halls. But some state-employed lawyer forgot to include a safeguard provision in the contracts, 
under which the buildings must be returned to the State in the event of default on the contract.
As a result of this “negligence”, the scheme for privatisation and use of the cinema halls and 
buildings for other commercial purposes is functioning excellently: the buyers default on their 
commitments and resell the property, after which they go bankrupt - while the State is “left empty-
handed”, so to speak, as the contracts do not provide for payment of damages guaranteed 
through the buildings themselves. While the new owners, who are bona fide purchasers, are free 
to do whatever they want to, and they do it, converting the cinemas into bingo halls, hotels, malls… 
I have understood how this scheme works thanks to economist Diana Andreeva.

42. See Kiossev, Alexander, “The Mousetrap”, Critique & Humanism, No. 1, 2005.
43. Boyko Borissov, a former bodyguard of the Bulgarian communist leader Todor Zhivkov, became 

chief secretary of the interior ministry in 2001, and mayor of Sofia in 2005.
44. Stoichkov and Lechkov were Bulgaria's most famous football players in the nineties.
45. See Petrounov, Georgi, Social Dimensions of Organised Crime in the Period of Transition, Sofia, 

2006, Executive Summary of a dissertation, Institute of Sociology, Bulgarian Academy of Sciences 
(in Bulgarian).

46. Words and phrases like “demonstrative”, “flagrant”, “arrogant” and “with impunity” have become 
common in Bulgarian media discourse on crime: that is to say, public opinion and journalists were 
aware of the specific visible, self-representative character of the Bulgarian criminal world which did 
not want – with the exception of its highest levels, which behaved in a classically invisible way –
to stay “in the dark” but demonstrated its outside-the-law power and impunity.

47. Boyadjiev, Luchezar. “Billboard Heaven”, op. cit. The subject is explored in greater detail by the 
same author in ”Hot City Visual” in Sofia as a Sight (Sofia: Visual Seminar, 2004).

48. The city's rational infrastructure hides this both at the points where it has succeeded, where the 
constructive principle continues to shape the space and life of the city, and at the points where
it has failed, where the constructive principle cannot cope and imprisons, isolates, silences,
marginalises.

49. It is another matter whether these phantasms can be said to be specific to the late-capitalist 
megapolis – they are part of the global, de-territorialised production of images that crosses the 
world through the media and migration flows. See Appadurai, Arjun, Modernity at Large. Cultural 
Dimensions of Globalization, op. cit.
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ÔÓ‰˙Î Ê‡ ‚‡ ‰‡ ÏÓ‰Â ÎË ‡ ÔÓ ÒÚ‡Ì ÒÚ‚Ó ÚÓ Ë ÊË‚Ó Ú‡ ‚ „‡‰‡, Ú‡Í‡ Ë ‚ ÚÓ˜ ÍË ÚÂ Ì‡ ÌÂÈ Ì‡ Ú‡ 
ÌÂÛÒ ÔÂ¯ ÌÓÒÚ, Í˙‰Â ÚÓ ÚÓÈ ÌÂ ÏÓÊÂ ‰‡ ÒÂ ÒÔ‡ ‚Ë, ‡ Á‡Ú‚‡ fl, ËÁÓ ÎË ‡, Ó·ÂÁ „Î‡ Òfl ‚‡,
Ï‡ „Ë Ì‡ ÎË ÁË ‡.

45. ÑÛ„ Â ‚˙ÔÓÒ˙Ú ‰‡ÎË ÚÂÁË Ù‡Ì Ú‡Á ÏË ÏÓ„‡Ú ‰‡ ·˙‰‡Ú Ì‡Â ̃ Â ÌË ◊ÌÂ„Ó ‚Ë“ – ÚÂ Ò‡ ˜‡ÒÚ
ÓÚ „ÎÓ ·aÎ Ì‡, ‰ÂÚÂ Ë ÚÓ Ë‡ ÎË ÁË ‡ Ì‡ ÔÓ ‰ÛÍ ̂ Ëfl ÓÚ Ó·‡ ÁË, ÍÓflÚÓ ˜ÂÁ ÏÂ‰ËË Ë ÏË„‡ ̂ ËÓÌ ÌË 
ÔÓÚÓ ̂ Ë ÔÂ ÍÓ Òfl ‚‡ Ò‚ÂÚ‡. ÇÊ. Appadurai, Arjun, Modernity at Large. Cultural Dimensions of 
Globalization, ˆËÚ. Ò˙˜.
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47. íÛÍ ÒÎÂ‰ ‚‡Ï ÏÓ‰ÂÎ, ÍÓÈÚÓ ‚˙‚Â ‰Â ÔÓ ‚ÂÏÂ Ì‡ Ò‚Ófl ‰ÓÍÎ‡‰ ÔÓ ÙÂÒ Ó äÎ‡ÛÒ Å¸ÓÍ Ï‡Ì ‚ ÒÂÍ 
ˆËfl Ú‡ ◊Interkulturelle Medienpädago gik“ Ì‡ ÍÓÌ ÙÂ ÂÌ ̂ Ëfl Ú‡ Offene Grenzen. Multikulturelle 
Geselschaft und die Kommunikationswissenschaft, äÎ‡„ÂÌÙÛÚ, 15-17 ÌÓÂÏ‚Ë 1991. íÓÈ ‡Á ‰Â ÎË 
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Ò˙‰˙ Ê‡ ÌËfl-ÒËÏ ÔÚÓ ÏË, Ì‡Ô˙Î ÌÓ ËÁÚÎ‡ ÒÍ‡ ÌË Ò˙‰˙ Ê‡ ÌËfl).

48. Ç ÔÓ ÂÍ Ú‡ Ì‡ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ◊ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰“ ÒÂ ‰ÂÏÓÌ ÒÚË ‡ ̄ Â flÒÌÓ, Í‡Í ÁÌ‡ ̂ Ë 
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49. Ç ëÓÙËfl ‰ÂÈ ÒÚ‚‡ ÛÒÔÂ¯ Ì‡ ÙËÏ‡, ÍÓflÚÓ ÌÓÒË ÔÓÍ‡ Á‡ ÚÂÎ ÌÓ ÚÓ ËÏÂ ◊Ä„Â ÒËfl“.
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ÌÂ‚Ë ‰Ë ÏÓÒÚ Ì‡ ÏÓÏÂÌ ÚË ÚÂ Ì‡ ÔÓ‰Â ‰Â ÌÓÒÚ.

51. ÇÊ. ÔÓ ÂÍ Ú‡ Ì‡ ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ◊ÉÓÂ˘ ‚ËÁÛ‡ÎÂÌ „‡‰“ ‚ ëÓÙËfl Í‡ÚÓ „ÎÂ‰ Í‡, ˆËÚ. Ò˙˜.
52. íÛÍ ÏÓÊÂÏ ‰‡ ÒÂ ÔËÚ‡ ÏÂ, ‰‡ÎË ÔÓÎÛ-ÍË ÏË Ì‡Î ÌÓ ÚÓ ÏÓÌÓ ÔÓ ÎË ÁË ‡ ÌÂ Ì‡ ·˙Î „‡ ÒÍË ÚÂ

ÂÍÎ‡ ÏÌË Ô‡Á‡ Ë ËÁ‡ Áfl ‚‡ Ô‡Á‡ Ì‡ Ú‡ ËÎË ÍË ÏË Ì‡Î Ì‡ ‡„Â ÒËfl.
53. ÅÓÈÍÓ ÅÓË ÒÓ‚ ÔË ÚÂ Ê‡ ‚‡ Â¯Â ◊ÒËÎÓ ‚Ó ÏËÌ‡ ÎÓ“ Ì‡ Í‡‡ ÚËÒÚ Ë Óı‡ ÌË ÚÂÎ, ÌÂ „Ó‚Ó Â ̄ Â

ÓÙË ̂ Ë‡ ÎÂÌ ‡‰ÏË ÌË ÒÚ‡ ÚË ‚ÂÌ Ê‡ „ÓÌ, ‡ ÒÓÙËÈ ÒÍË ÒÎÂÌ„, ‡ ÓÒ‚ÂÌ ÚÓ‚‡ ·Â¯Â ÏÓ˘ÂÌ ˜‡ÒÚÂÌ, 
self-made ·ËÁ ÌÂÒ ÏÂÌ Ò „ÎÓ ·‡ ÎÂÌ ÔÓ‰ ıÓ‰ Ë ÎÂÍÓ Ï‡ı ÎÂÌ ÒÍË Ó·ÌÓ ÒÍË.

54. íÓ‚‡ ÌÂ Á‡Òfl „‡ ̄ Â Ò‡ÏÓ ·˙Î „‡ ÒÍ‡ Ú‡ ÒÚÓ ÎË ̂ ‡, ‚ ÔÓ‰Ó ·ÂÌ Ó·‡Á ·Â¯Â ÏÓ‰Â ÎË ‡Ì
Ë ÒÍ‡Ì ‰‡Î ÌËflÚ ÍÏÂÚ Ì‡ ÇÂÎËÌ „‡‰ – îË‰ÂÎ ÅÂÂ‚.

55. á‡ ÚÓ‚‡ „Ó‚Ó Ë Ë ã˙˜Â Á‡ ÅÓfl‰ ÊË Â‚ ‚ “Billboard Heaven”, ÒÚ. 136-137 Ì‡ Ì‡ÒÚÓfl˘ÓÚÓ 
ËÁ‰‡ÌËÂ.
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50. I have in mind images laden with powerful emotions (seduction, temptation, explosive attraction, 
charm – but also revulsion, fear, shock). Sofia slang has found an appropriate term – maniashko
or “manic” – for their uncontrolled by reason effect and impact.

51. Here I follow a model introduced by Prof. Klaus Böckmann, Klagenfurt, during his report in the 
section “Interkulturelle Medienpädago gik” at the conference Offene Grenzen. Multikulturelle 
Geselschaft und die Kommunikationswissenschaft, in Klagenfurt, 15- 17 November 1991. He 
classified images into several very original categories which I use here in slightly modified form. 
He spoke of different zones of visibility of the image: (1) The screaming image (2) The talking 
image (3) The silent image (4) The hiding and ashamed image. I think this is an original and useful 
classification which takes into account Gestalt psychological factors (focus, zones of attention, 
relationship between figure and background, etc.) as well as psychoanalytic factors (contents 
through which the ego manifests itself in consciousness, neutral contents, contents-symptoms, 
entirely displaced contents).

52. Luchezar Boyadjiev's project “Hot City Visual” clearly demonstrated how traffic signs or patriotic 
symbols became invisible behind aggressive advertisements.

53. In Sofia there is a successful company named, tellingly, Agressia (Aggression).
54. An important characteristic of the chaotically-plural visual regime is that it manages to conceal

the elements of order within itself: the aggressive visibility of the absence of order makes any 
moments of order invisible.

55. See Boyadjiev, Luchezar, “Hot City Visual” in Sofia as a Sight, op. cit.
56. Here we can ask ourselves whether the semi-criminal monopolisation of the Bulgarian advertising 

markets is an expression of commercial or criminal aggression.
57. Boyko Borissov was a 'man with a past': a former karate player and bodyguard, he did not speak 

in an official administrative jargon but in Sofia slang and, moreover, he was now a powerful
private, self-made businessman with a global approach and “guy-from-the-neighbourhood”
manners.

58. This did not apply to Bulgaria's capital city only; the image of the scandalous mayor of Velingrad, 
Fidel Beev, was modelled in a similar fashion.

59. This is also noted by Luchezar Boyadjiev in “Billboard Heaven”, pp. 136-137 in this publication.
60. Above I have described the local uses of the global expensive cars in the streets of Sofia.

But here is another, more innocuous example: the billboards displaying an advertisement of 
“Anisette Peshtera”. In them the anisette shining in the eyes of an archetypal Bulgarian macho
in a Hawaiian shirt was capable of poking Balkan fun at the global – even of removing the bathing 
suits of buxom beach beauties who seemed to come straight out of the TV series Baywatch.
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