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AnekcaHpgbp Kboces

HacToswara kHura e nocnegHara, obo6Luasatla nyénvkaumsa Ha BusyanHua cemuHap.

B npogbmkeHue Ha Tpy roguHn Ton Gele nnatpopmMa Ha XyaoXHUUM, gnsanHepu, GoTo-
rpadu, apxutekTn n ¢unocodu, KOSTO ce onnTa Aa ce HaMmecu B obpasHaTa cpefa Ha
Codus ot nepnopga Ha npexopa. CemuHapbT n3xoxkpaile oT y6exxaeHneto, yue Codus e
cTaHana HemoHOC/Ma 3a OKOTO U HUe, MalLUTe OTHOLLEHNE KbM HenHaTta Bu3yanHa
KynTypa, nmame AbAr 4a HanpasyM HELLO MO TO3U BbMPOC.

Pa6otuxme B npoabimKeHNe Ha Tpy roavHW, Cb3AaBanku UHAMBYAYANTHU XyO0XKECTBEHN
NpPoeKTn, Ny6nnyHn Gopymu 1 npenopbkn kbm OBLWMHCKUS cbBeT. HacToswara kHura
npeacrtaesa camo ,AMarHo3uTe®, T.e. aHanuTuyHaTa yact oT pesynrtartuTe. IHousnayanHm-
Te XyOO)KeCTBEHU NPOEKTN ca Beue NpefAcTaBeHn B nopeamuara ot KHuru, konto Busyan-
HUAT cemuHap uapape — ,Codusa kato rnepka“ (2004), ,,Oko 3a 6negus rpag” (2005), ,Knu-
LIeTO: CnoMeHn, obpasu, ovakeaHus®, ,pagbT kato mysen“ (2006), ,O6pasu Ha rpaga”
(6p. 1 Ha cn. ,KpuTuka n xymaHnsbm“ 3a 2005). MonuTnyeckmte Npenopbky No OTHOLLE-
HWe BU3yanHarta cpefa, A0 KOMTO AOCTUrHaxMe (M OKOJO KOUTO BCE OLLE TeYe ANCKYCus),
ca npencTaBeHn B BIONETMHA Ha CEMMHApa, KakTo 1 B Apyru nyénukauum*. igente, Konto
dopmynupaxme, ca AOHSKbAE 06, AOHSAKbAE UHAMBUAYANHN OTKPUTUSA, AOHSAKbOE — NPO-
TUBOpEeUns Mexady UeHOBETE Ha caMusa cemmnHap**. B HacTosiwara KHura Te ca nonbJiHe-
HU N C TEKCTOBE Ha CbMULLNIEHULM, KOUTO MO efHa Uiy apyra npuynHa He ca 6unm
LOVPEKTHO BbBeYeHn B paboTtara Ha CemuHapa.

* % %

Mo-rope kasax, ye Codus HM n3rnex-
faile HenmoHocuma 3a ouuTe: MbpBO-
HayasnHo TOBa He 6eLle noseye ot
NIMYEH OnNuT 1 N3CTpajaHo yoexaeHue.
Mmaxme npensug BaBUIIOHCKNA Xaoc
OT peknamu 1 nuncarta Ha KakeaTo U
fa e perynaums, eTM4H1 HOPMW, KOJO-
BE Ha y4TMBOCTTa 1 NPUINYMETO U Np.
WMHTynumute HM BKNtoUBaxa oLe MHOro
N pasHOPOAHN Hewa C ,Bu3yaneH

koeduUMeHT", cb3aaBalum obpasHaTa Jlbuesap bosmkues. CTUNEHOMAHTCKI NPOEKT
cpena OKoJlo Hac: MpbCoTUsTa, Paspy- »fopeLy BusyaneH rpag”, 2003
xarta, 6e300MHUTE KUBOTHU, LISNO- Houre kBaptamu (Gpparmenu),

CTHOTO ,BU3yanHo 3aMbpcsBaHe”, 3az XK ,Muna PoguHo® (3a natpuotu); Xk ,butbnc” 1A

KOETO Mpo3upaxa TPEBOXHU COLMANHN NPOLECH — He3aKOHHUTE 0651B1 U adulLu, 6e3pas-
60PHOTO 1 NOLLOKAUYECTBEHOTO CTPOMTENCTBO 63 NpaBHa U ypbaHUCTYHa perynauus,
paspyxara Ha KynTypHOTO HacnefcTBo, KpUCTANHATE XOTENN, KOUTO HUKHEXa KaTo b6y,
6e3 fa ce CcbobpasfBarT C rpaAckns KOHTEKCT 1 KakBO N He oLe.

B xopa Ha cemuHapa, Te3n eKknekTuYHM (M KakTo Ce okKasa, MoHsAKora npoTMBOpEeYnBU)
WHTYUUMK TpsibBalle fa 6baat O6GMUCSHU, AOPU KPUTUKYBaHW U NpomMeHaHW. Hapgssave
ce, ye B pe3ynTaT Ha MHOro yCunsi BCe Nak cMe NOCTUrHanu onpeaeneHa 3psanocT Ha
BM3YyaSlHUTE AUarHo3u, KOUTo npegnarame.

* Bx. Hanp. KboceB, AnekcaHabp. ,MuwwenoskaTa“ B cn. Kpumuka u XymaHu3sbm, 6p. 1, 2005.

** HacToAWMAT TEKCT MMa MHOrO 06LM 1aewn ¢ nosioxxeHusi Ha Sipa by6Hosa, Kupun Mpalukos,
BosiH MaHues, VBanno [nues n ocobeHo ¢ Te3n Ha Jlbuesap bosmkres ot HeroBata ctaTus
,Bilboard Heaven*, ny6nvkysaHa B 6posi Ha cn. Kpumuka u XyMmaHu3bM, MOCBETEH Ha BusyanHus
cemuHap, (KX, 6p. 1, 2005).



Luchezar Boyadjiev.Fellowship project
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first words of the national anthem);

Beatles 1A Housing Estate

Alexander 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, (2008), 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**.

* % %

| 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 lara 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).
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Slpa By6HoBa
MpagbT n BusyanHnar cemunHap

BusyaneH cemuHap e KOMMNEKCEH NPOEeKT 3a n3cneaBaHe Ha rpafckara cpefa v Ha Hen-
HUTe BU3yanHu e3uumn. Ton e 3ammncneH u peanusupad mexgy 2002 n 2005 roguHa ot
WHemumyma 3a ceBpemeHHO uskycmBo v LieHmbpa 3a akagemuyHu uscregBarusi — Copus
B pamkuTe Ha relations, npoekT, nHMUMupaH ot PegeparHama KyamypHa poHgayus,
FepmaHus.

[MbpBOHauanHWAT Tnacbk, nopoaun BusyaneH cemnHap, npunnya Ha npuTya. Jsama
HernosHatu, TON 1 T4, POAEHW 1 XMBEELWW B eavH rpagd, B gageHuns cnyvanm Coous, ce onu-
TBaT Aa Cu Hacpouar genosa cpewa. EAMHuAT oT Tax — XyA0XXHWK, Npeanara cpewara ga
ce cbeToun nped HXI — HaumnoHanHata xyno)kecTseHa ranepusi, a gpyrara, paéorelia B
6aHkoBarta cdepa, TBbpAENKY, Ye He No3HaBa TakaBa MHCTUTYLMS, HAacTosBa Aa ce BUasT
npen HapogHata 6aHka. Cnep n3BeCTHU YyTOUHEHNS, BbBANYALLM NCTOPUYECKN peannn
KaTo ,HAKOralHusS MaB3onen” unm ,,6uBLIMS LLapCKu ABOPELL”, BCE Nak ce BxaaT Ha
eaviH 1 cbly nnowap, dopmupaH ot crpagute Ha HXT, HapogHaTa 6aHka, napKuHra,
Bb3HMKHas BMECTO CMMBOJIMYHOTO CbpLIE HA coumanu3ma — MaB3ones, 1 4opu 61BLLInS
MapTtueH gom. PaskasaHa OT eanHusa OT ABamaTta yqaCTHmuW, Tasy ucTopus HU pgane
NoBOf Aa Ce 3aMUCNUM 3a pasfMyHNg rpaf, B KOUTO XXUBEeM, CNodensiiku peanHoTo
npocTpaHcTBO Ha Codus, 3a NPaBoTO Aa ro No3HaBame 1 aHanu3mpame B UCTOPUYECKNS
MOMEHT Ha npexoaa.

[Mpe3 nocnegHoOTO AeceTuneTne rpagckara cpefja ce HacuTy ¢ 06pasn 1 pas3su CO6CTBEH
BM3yasieH e3uK, oTpassasall, MoNMTUYECKMTe 1 coumanH npomeHn. O6pasute ce nsnsaxa
OT KMHOCANOHUTE N TENEBU3VOHHUTE eKpaHu, OT ranepunTte, My3enTe 1 nniocTpaumute B
neyara, 3a Aa ce HaCTaHAT Cped TPaaMUMOHHUTE eNeMEHTU Ha ypbaHu3ma, 3a KakBUTo
cmaTame crpagute, nnowaguTe, ynuumte 1 nameTHUUMTE, N3BECTHU OT nokoneHus. Mpa-
AbT, ocobeHo B 13TouHa EBpona, ce oka3a He camo OCHOBHO MSICTO, KbAETO Ce npennu-
TaT Ny6aMyYHOTO U YACTHOTO, NCTOPUYECKOTO 1 HOBATOPCKOTO, MECTHUTE U MeXAyHapopa-
HWUTE NONMUTUYECKN NHTEPECH, HO N HaN-Bb3NPUEMYMBA CPENA, B KOSITO NpOMsHaTa 3anara
Ha Bu3yanHa maHudectaums. OT nogpeaeHo 1 KOHTPONMPaHo, ¢ Npeobnagasaliy CUBK
OTTEHbUM B Nensaxka, Ny6IM4YHOTO MPOCTPaHCTBO Ce MPeBbpHa B HALLApeHo — C peknamu,
BUTPUWHW, NIO3YHIM 1 3anaseHn Mapku. To ce pasgenu Ha 6uTtaum, CyTepeHHU marasuHm
(knek-wonoBe) n cepruy NO TPOTOAPUTE 3a NPe06aafaBalloTo HaceneHne, u Ha ,IyKCo3-
HU" KBapTanu, 6yTuum, Kny6oBe, [)KMMNOBE MO MewexogHuTe NbTekn u nand-crann 6un-
6opaoBse 3a HoBuTe 6oratu. CTapuTe MOeonorn3npaHn BU3yanHu KogoBe ce 3abpasarT, a
arpecvBHOTO HaBIN3aHe Ha HOBUTE MOTPEGUTENCKM TakmBa YeCTO He OCTaBs Bpeme 3a
pasbupaHe 1 KpUTUYHa nHTepnpeTaums.

OT 13BECTHO BpemMe 6bfirapCckuTe XygoXKHUUM o6bpHaxa BHMMaHWe Ha rpaga B npexop,
aHanusupanku cneundukara My n 3agasaviku C BbNpocK 3a Henpegckasyemara My
anHamuka. B Bupgeoto | see...“ (2002) Ha OaHnena KoctoBa, Hanpumep, norneabt KbM
rpaga npes nNpo3opeLa Ha TypucTuyecka kona e metadopryHO LeH3yprpaH C LWnpoka
yepHa NleHTa, a 3a OpreHTaLus ca OCTaBEeHN CaMO HULLIOXXHUTE OBSICHEHWS HA MEeCTeH
aHrmMnckn Ha opuumanHua rmg. B npoekta ,,On the BG Track® (2002-2003) Ha Kpacumup
Tep3unes XxaOTUYHUAT rpaj € eamH OT OCHOBHWTE repou, BAM3ally B ono3nums ¢ Kagpu ot
Uy>KOeCTpaHHU GunmMm, B KOUTO ,,C AO6BPO unu nowo“ce cnomeHasa bbnrapus.

OueBMaHO e, ue KOMMNEKCHO n3cnefBaHe Ha rpaackata cpefa € Bb3MOXHO CamMo CbC
cpeacTsaTta 1 yuacTMeTo Ha NPeacTaBuTenu Ha PasnuuHi ,AMCUMANNHIY, B YaCTHOCT Ha
TeopeTuUM-13cnenoBaTeny Ha CbBpeMeHHaTa KynTypa, HO U Ha XyOOXHULWM, COCOBHM



lara 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 them', 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



KbM 6bp3a OpUEHTauMs 1 HeouakBaHa NHTepnpeTauns Ha Bu3yanHu kogose. Heobxoau-
MOCTTa [la Ce NoTbpcK 06LY, e3UK MeXxay Te3un ABe rpynu NpodecroHanncT, 06UKHOBEHO
paspaneyeHy B NPOCTPAHCTBOTO Ha KynTypaTa, Ce NpeBbpHa B OCHOBA 3a Cb3[aBaHe Ha
BuayanHus cemuHap. Kato cneacTteue oT ToBa METOAONOMNYECKO Npean3BMKaTesicTBo ce
YTBbPAY U NPensioKeHOTo oT AnekcaHabp KbOCeB Ha3BaHve Ha caMmusl NPOEKT C anucum-
MAVHMPALL, OYEBUOHO aKaJeMUYeH NMpPUBKYC.

3apavarta Ha BusyanHua cemmHap 6e ga cbbepe B pasrnexxgaHeTto Ha Codus — rpaa B
pa3knaTteHo, YeCTO HEKOHTPOJSIMPYEMO CbCTOSIHWE, XyAOXKECTBEHN 1 aKageMUYHN CPeQn
OT €[HO MO-MNaao MOKOSIEHNE, CaMOTO TO B HECTABUTHO MONOXKEHME. 3a MHOrO OT y4acT-
HULUTE N OpraHn3aTopuTe CMECBAHETO Ce OKa3a MouTy HEOUYaKBaHO, NPEBbPHA Ce B
n3nm3aHe U3BbH TPaQMLMOHHATA, oYepTaHa 3a BCEKU NOOTAENHO rpaacka pamka. C6opbT
OT TEOPETULIM U XyOOXKHULM NPenocTaBn 1 Ha eaHUTE, U Ha ApyruTe o6LMpPHO nosne 3a
pa6oTa 1 Hai-Beye HOBOCTU. HanoxeHn Bbpxy HOBOCTWTE, Hax/lyBalLy B rpaga, npeauns-
BMKATENHN B HEO6XOAMMOCTTa CU OT OCMUCTISIHE, Te Ce NPeBbPHaxa B AENCTBUS, HEMNpu-
BMYHO CUJSTHO aHraxkupaHu ¢ Hactoswara atmocdepa Ha Copus. XpaHUTENHOCTTa Ha
Ta3wn cpefa NOCTENEHHO BbBEYe OLLe NO-LUMPOKa OB6LLHOCT aBTopu, NPOsBUNA Ce B KHU-
rMTe No paboTuTe Ha CTUMNEHAMAHTUTE.

Llenta Ha npoekTa e oa n3cneasa BudyanHata peanu3auus, nHrepdenca Ha ypb6aHucTuny-
HaTa cpefa Ha Heo-KanuTann3ma yYpes Cb3faBaHe Ha NPeceYHN NPOCTPaHCTBa MeXay
KyNnTyposnorus, N3kycTBo, rpakaaHcko o6LiecTBo U mac-meamun. Olle oT caMoTo Havaso
6e B3EeTO peLleHue, Ye ycunusta Ha BusyanHus cemuHap He 61Ba oa ce KOHLUeHTpupat
caMo BbpXy eaHa GyHKLMOHAIHA Bb3MOXHOCT — KaTo Cb3aBaHe Ha XyAOXKECTBEH NPOEKT
Unu n3cnegosarenicka paspaboTka, HUTO BbPXY KYNTYPHUS akTUBU3bM WU 06pa3oBaTen-
HUTE CTpaTeruu, a No-CKOPO BbpXY U3MON3BAHETO Ha pa3fnnyH1 METOLOSIOMMK, NPEBPbLLA-
LW O B MyNTMANCLMIANHAPHA U NonndyHKUMOHANHA CTPYKTypa.

MpoekTbT 6e n3rpageH oT YeTupy B3avIMOCBbP3aHU MOAyna, nporpamara Ha KouTo ce
perynupatle ot EKkcnepTeH cbBeT B cbeTaB a-p bosiH MaHueB, KpuTrka Ha CbBpeMEHHO
n3kyctso [dnana Nonosa, npod. a-p Visanno Anues, gou. a-p MipuHa MeHoBa, XyOo>KHUKa
Knpun MNpawkos, pou. a-p Murnena HukonunHa, xynoxxHnka Hegko Conakos, a-p OpnvH
CnacoB (4 No-KbCHO XynoXkHMKa JTbuesap bosmkues). MbpeusT moayn — ,,Dopym 3a
BM3yanHa Kyntypa“, 6e NoCBeTeH Ha Ny6/NYHN OUCKYCUM, 3a yYacTne B KOMTO 6s1xa KaHEeHM
pas3nnMyHun rpyn NpodecnoHanucT, YMSTo OENHOCT Bb3AENCTBA BbpXY BU3yanHaTa rpag-
cka cpepna. PbkoBogeH ot Anekcanabp Kboces, mogynsT NMporpamva 3a ctuneHgnaHTu
BEeOHbX Ha 6 meceLa 06sBaBaLle TeMUN 3a OTBOPEH KOHKYPC, B pe3ynTaT Ha KOWTO edvH
XYOOXHUK 1 €OUH TEOPETUYEH n3cnenosarten nosnyyasaxa CTUNeHaus 3a pa3paboTBaHe Ha
NpoekKTa B MPOLIEC HA B3aMMOJENCTBIE 1 Bpb3Ka C LleHTbpa 3a akageMuyHn nscneasaHus.
Taka 6narogapeHue Ha relations, npoekTt Ha QepepanHarta ¢oHaauusa 3a kyntypa, Frepma-
HWS, 32 MbPBY MbT 6bArAPCKN XyOOXKHMLM NMonyymxa prHaHCOBa Nogkpena 3a peannsaums
Ha NPOoeKTW B cTpaHara cu. TpetTnat Mogysn, C HaumeHoBaHve ,BrusyaneH maHugect, nony-
un B paboTHU YCNoBMS Npsikopa ,,nporpama 3a roctn“. Cebp3aHara c Hero ctparerus 6e B
NPVBAMYAHETO HAa BBLHLLUEH MOrNeq OT CTpaHa Ha U3BECTHMW YyXKaW XyOAOXKHULM, paboTewm ¢
rpapcka cpega n ny6nMyHo NpoCTPaHCTBO, KOUTO Aa pearnpart Ha CO6CTBEHWTE CY Brneyar-
neHus ot ,yp6aHuama B npexon‘. MNocnegHuat mopyn — ,[y6nukaunm® — ctaHa 0606LaBaLl
1 obeauHnaBalL 3a Bcuuku octaHany. Gopmupa ce oT MHGOPMALMIOHHMN BIONETUHN, OTpass-
BalUM Ny6nMYHUTE OMCKYCUW, N3JaHNATa 3a CTUMNEHOMAHTCKUTE MPOEKTY, KaTtano3uTe Ha
L,FOCTUTE" N PNHANHOTO n3paHne — kHurata ,ViHtepdenc Codus“. Moxe ga ce rosopu
MHOrO, KaKBO HOBO B nornega kbM Copus e BHeCcbn BusyanHuar cemmvHap — 0CO6eHo no
OTHOLLEHNE Ha OCTaBeHM Ha caMoTeK UK No-nowwo rpafacku aencteus. OT gpyra cTpaHa
ob6aue, ,NMpoayKuMATa” Ha NPOeKTa NPeaoCcTaBsa KpUTUYHA BU3US MO peanua TOYKU, CTOSLLM
npen BCeKW, rOTOB 1A Ce 3aemMe CbC ,,Cb3HATENHO 1 aKTMBHO >XMBEEHe B rpan’.
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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 Mancheyv, 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”. lts 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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[MbpBUAT KOHKYPC 3a CTUNeHAnaHT 6e 06siBeH 6e3 onpedenieHa Tema, HO C ICHO CTaHo-
BuLle Ha BrnsyanHua cemuHap 3a HeroBuTe Lenu, 3agaum u cpeacrtea. CnevenunmTe KaH-
ampatn — coumonorst Muna MuHeBa 1 XxyooxxHukbT JTbuesap bosmkmes — paspaboTmxa
npoekta ,lopelia nuHWA 3a BU3yanHn HepedHocTn®. Te n3pgagoxa n pasnpocTpaHmxa
NnoLleHcKa KapTuyika ¢ tenedoHeH HOMEP N ENEKTPOHEH aapec, KbAeTo BCEKU 61 MOIbil
[a cnopenu npeacrasaTa Cu 3a BU3yanHU 1 eCTETUYECKN Apa3HuTenn. Boe Bpb3ka
Tasu npes ce 06aBM 1 MbpBarta OTKpUTa AMCKYCus Ha BudyanHus cemmHap, KOsTo ce
cbeTosl B Codumnckara rpaacka ranepus npea tonm 2003 r. n 6e nocsBeTeHa Ha Han-ove-
BUAHWA BU3YyaneH ApasHuTen B Ny6MYHOTO NPOCTPAHCTBO — rpagckara peknama c Heu-
HUTE YECTO HESICHN NN NPEKAeHo arpecuBHN nocnaHus. lNMokaHeHn 3a yyacTne 6sxa
Oumutsp CTONueB, MEHNIXbP NO peknamara, TEOPETUKLT Ha apxutektyparta Jluno
|_|OI'IOB, KaKTO 1 npeactaBuTenn Ha pasnnyHn meaun.

HOuckycusta ,,Codus kato rnegka” He camo 3anos3Ha ayauTopusaTa CbC CTaHoBMLLATa Ha
cemMmyHapa, HO CbLLO Taka NpeasioXkun cepus Bbnpocy 3a OTTOBOPHOCTTA Ha Cb3parenure
Ha BM3yanHata cpefa B rpaja, 3a rpafackara nctopmyecka namer, 3a NpoMeHsLwara ce
npeacTasa 3a Ny6AMYHO NPOCTPaHCTBO W NpaBaTta BbpXy Hero. B npoueca Ha pasroeopa
BbMNPOCUTE CE YMHOXMUXA N CTaHa ICHO, Ye MPOEKTbT HanunBea focTa 60/1e3HEHN TOUYKU 1
HepeLleHn/HepewwnMmn Npo6emMu, 3a MHOTO OT KOUTO NMPeACcTaBUTENU Ha ayoutopusta
numaxa Co6CTBEHW rmegHn Toukn. BonpocuTte Ha cemnHapa 6sxa 6a3vpaHy Bbpxy AOKY-
MEHTanH1 uncTpauun, noaroteeHmn ot Jibuesap bosgxnes. CTuneHamaHTUTe NpeacTaBu-
Xa CBOWTE MPOEKTMK, HO MeyTaTa fa ce QUCKyTMpaT peknamMHy CTpaTerum He ce ocbLue-
CTBM, TbI KATO Ce OKasa, Ye NoBeyeTo OT MofenuTe ca ,BHOCHU®, a cnopea MeHUmMKbpU-
Te NO peknamara rpafgbT € obpeyeH oa 6bae OTBOpeHa CLEeHa Ha TOBa, 3a KOeTOo ce
nnawa. Cnen pasropeLieHn geéatu ronsma yact ot nyénukara Hactos BusyanHuat cemu-
Hap Ja cTaHe opraHM3aTop Ha MOAMNMCKKW, OTNPaBsHN KbM MECTHUTE BIaCTu, CPeLLy
~BU3yanHuTe HepegHocTN®.

JemoHCcTpaumnoHHaTa 4acT Ha ceMuHapa 3ano4yHa ¢ npoekTa ,lopell BudyaneH rpag” Ha
JTbuesap Bosmxkumes no Temata ,,Codua kato rnegka“. EqHata My yact — orpoMeH 6un-
60pa CbC cusiewwy, Hanpaeo LWaCcTAMBIN POMCKM nuua Ha ,bpurapgarta Ha CtedaH 1 3eTbo-
Be“, Cb3aane Bb3MOXXHOCT, Cnopepq aBTopa, HeopuUManHUAT IoKarneH 6usHec aa ce
peknamupa HapaBHO CbC CBETOBHUTE Kopnopauun. O6pasbT Ha xamanuHa CtedaH, 6awa
Ha Tpu Obluepu, 6e NPeacTaBeH CbC 3eTbOBETE CU 1 agpeca Ha ,oduca“ um — nn.
~MakefnoHuna“ — ceBep — 3a MbpBM MbT HA LEHTPASIHO MACTO B rpafa — Bbpxy dacapara Ha
HauuvoHanHaTa xyooxxecTBeHa ranepus, 61BLLNS LAPCKK ABoOpeL. To3n HETUMUYEH norneq
KbM poMCKara O6LUHOCT Y Hac N3BbH ,eCTecTBeHara“ n cpefa — Tasu Ha Maxanure-reta,
TOMKOBA NO6MMM OT HaLIN U APYrM pernopTepu N KOPEKTHU XYOOXXHULM, MOPOaN HEBEPOSIT-
HU Npo6nemun. ABHO 06pa3bT Ha CTtedaH ce e BUasn NpekaneHo yCMUXHaT, KOeTO Cb3aa-
1O peanHun TPYOHOCTY 3a OpurMHana npu sBsBaHe 3a NopeaeH TPaHLL CoUManHu MOMOLLN.
[a He roBopum, Ye CnyyanHOTO CbBMageHne Ha ONMbBaHETO Ha 35 KB.M 6UN6OPA C MECT-
HUTe n360pmn nNpe3 2003 r. Npean3BuKa 06CHEHNS C Wwaba (Cblo eguH BUA 6puraga) Ha
Beye 6uBLIMA codunckn KMeT — cblo CtedaH, n Ton Gawa Ha abliepu... BeposTHo TOUHO
TakuBa Cry4anHOCTV OOBEeXAAT 0O BHUMAHWE OT CTpaHa Ha 3puTenu, nHaye ob6pbrHanm
OT HEBEPOATHO 3aMbpCeHaTa pek/laMmHa cpefa B rpaaa, NpeBbpHana ce B LEHTbP Ha
BMU3yanHuTe KkomeHTapu Ha Jlbuesap bospxnes. Brnipouem, B Ta3m cpefa, rotoBa cakau
BCWYKO [a NPEernbTHe, Ce NPOosiBU JOCTaTbUHO CbMPOTUBMEHNE, 3a fa HE Ce AOMNYyCHE MOH-
TUpaHeTo Ha ,peknamata” Hag HOK, npu3HaTo 3a HEYyMECTHO OT COBCTBEHUKA Ha ,METHO-
TO" — HAN-MOLHNA B CTpaHaTa MOBUIEH ornepartop.

J'Ibqe3ap Bospxues npoab/KMN aHaNnM3nTe CN Ha peknamarta ¢ MaHunynauunute, ceannnm

AnekcaHabp Il OT KoHa My npen HapopgHoTo cbbpaHre (KaTo YK NpopafeH 3a ckpab); cbe
CbXHELLOTO MeXAay ABa napnaMeHTapHu npo3opela CbBCeM HemeTadopuUHO MpaHe; yxa-

12



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 facade (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 Il 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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csiBalLMTe HEKPOJIO3M C BUCOYMHATa Ha 6uBna MapTueH gom — ,Bcekn Moxxe ga 3akauu
Bcuuko B Codus, cTvra aa nnatm Ha cob6CTBeHrKa Ha dacapara...”, nuwe Jibuesap bosag -
Xnes. Moxxe ToBa 1 fa He e CbBCEM Taka, CNef Kato, pasBuBanky Te3ara Cu 3a Koprno-
paTMBHOTO 1 MaxneHCKOTO NOoro, ToW Tpbrea Aa HapyLlin Habbp3o usrpagunu ce nepap-
X1K1, 3a fa Kaum BbpXy crpagarta Ha 6onHuuarta ,[Mporos” noroto Ha KBapTanHus Ko -
yap, rpeeLlo B 3anas3eH oT camus Kniouap ,WwpnudT”, Manko no-eapo OT CbCeACTBaLLOTO
noro Ha PHILIPS. lapeHuaTt knoyap, B Kpas Ha Kpauvwara, € He No-Masiko M3BECTEH U
noneseH B KBapTtasna cu oT xonaHackara ¢upma. ViHaue, OT rnegHa Touka Ha TekywaTa
noruka, HagnueoT ,lMpesuaeHt ALL“ Hag cTanMHKarta Ha NPe3nAeHTCTBOTO, CTOU CbBCEM
Ha MSCTO.

|_|pOTI/IBOI'IOCTaBF|HeTO B rpana Memny Memu,y rope un ﬂOﬂy, Memny MEeCTHO N CBETOBHO,
KaKTO ca CUTyMpaHu Te OHeC, NpeacTon TenbpBa Aa ce o6roeaps U B 6bAeLLe Le coibeka
[OCTaTbyHO ,maeanu n nHTepecu”. BepoaTHO 3a fa ce u3berHe npekomMepHaTa ocTpoTa
Ha c6bCcbka, JTbuesap bosmknes npepnara n N3rpaxkgaHe Ha HOBU XXUNULLHW KOMIMEK-
CU, WIKCTpUpaLLM npegnoynTaHnaTa Ha obuTtarennTte cu — XK ,butbnc®, xk ,Muna Poau-
HO", XK ,MoTo-ldoe“...

Mwna MnHeBa o3arnaeu npoekTa cu ,bankaHute Kato TYpuCTUUECKN Meakn® n ce 3ae C
nscnegsaHe Ha codumckara noweHcka kaptunuka. MNpu Muna MnHeBa kapTuykara/noky-
MEHT € YacT He TOJIKOBa OT pa3kas 3a rpaga, KonkoTo OT efHa penpeseHTupalia ,u3mum-
cnuua“. Tasu namucnuua T8 nogens Ha 3 yactu — cneg OcsBo6oxaeHueTo, korato Codus
BCe oLue ce 6enexu ¢ KynTtypHoTo dpeHcko Sophie, a ,rpaackoTo” ce paBHsBa Ha ,Npo-
rpPecnBHO” 0O NpomeHnTe cnep 1944 r.; OT coumnanmcTMYecKo Bpeme — perfaMmeHTnpaHara
npoaykums Ha doTomapart, HacTosBala, Ye Codusi e MACTO 3a OTAUX U MOYMBKA; U
HanUMYHUTE OHEC MOLLEHCKN KapTUYKK, B KOUTO CE Hammpa MACTO 3a BCEKU 1 BCUYKO.

YomBnTENHO € KONKO 6bp30 cnep 1989 r., ako YOBEK Ce Briega B matepuana, cbbpaH ot
Muna MuHesa, Codusa ce e BbpHana KbM ycelaHeTo 3a 6e3pa3bopeH, BEPOATHO ,,0pUEH-
Tancku“ B npeacraBsaHeTo cu rpaf. [dopu gocKopollHaTta cMecuua, AOCTOMHA 3a Bb3XU-
LeHVe — CbCEACTBOTO BbpXy ni. ,JIeHnH" Ha kategpanHus xpam ,,Cs. Hepensa® (new-
ctBaw!) ¢ mramuaTa baHs-6awn, nnoc 6nM3Ko cToawara Ha yn. ,BawunHrroH®  Han-rons-
mMa Ha bankaHute“ cuHarora, e ycnsana fa ce npesbpHe B anornyHo CTPynBaHe Ha Nb)KOB-
HU 06pasun. U cakaw B kapTnukute e 3ary6eH 6e38b3BPaTHO CMUCHITLT, TOYHO U3PEYEH B
enHa enurpama ot 80-Te — ,Beue cme ¢ EBpona B TOH, cpely JleHuH — LLiepaToH®, He
camo 3apafm 3amsHaTa Ha nameTHuKa Ha JIeHuH ¢ eknekTnyHmsa ,3Hak Ha Coous® (Cs.
Coous, Anuca, Kakata u 1.H.). CBO6OAHOTO CbyeTaBaHe Ha NCTOPUN, Crpaamn, Hpasu u
CBUOETENCTBA BbPXY KAPTUYKW, OHEC NPUAOGMBA CbBCEM pa3fINyeH XapakKTep — XaoTUYEH,
nasapeH, ¢ HeybeguTeniHa NpeTeHuMs 3a ropaocT 1 6oratcTso. JbmkumoTo Tpsabea aa ce
OoTOane 1 Ha CbBPEMEHHWTE TEXHUYECKN CPeacTBa — onuTUTe Aa ce 3acHeme U3rneq Ha
HSKOS OT embnemaTnyHnTe crpagm Ha Codus, NPUCHCTBALLM NO KAPTUYKKTE ,Lenn” npes
NPeauLLHN Nepuoan, nsrnexapaT o6peyveHn 6e3 NoyncTeaHe OT rPaAcko 3aMbpcsiBaHE BbB
cdoToworn. A cTbrnkata OT NOYNCTBAHE Ha peanHy 1 MeTadoprUHM rPaacKu U3NUWbLN A0
Cb3[aBaHETO Ha HOBA U3MUCNNLA U3INeXaa HauCTHa Manka.

BbB BTOpUSA cu geéat ,Bxaare nu Codusa?“ (mogepupaH, Kakto 1 NnpeanuHuaT, ot Anek-
caHgbp KboceB) npes oktomspuy 2003 r. B 3anaTa Ha [boTe-uHCTUTYT, BusyanHust cemu-
Hap ce 06bpHa KbM TaHCTBEHATa MalluHa Ha BracTTa B €AUH OT Hal-ya3BUMUTE 3a Hes
MOMEHTU — ABE CeaMuLM Npean MecTHuTe n3bopu. NMokaHeHn 6sxa YeTnprmara OCHOBHU
KaHouaatn 3a kmeTtckoto macTto (JllobeH OJunos-cuH, Hagexxpa Muxannosa, CtedaH
CodusHeku n CTosH AnekcaHgpoB), 3a fa ce 06CbaAT BU3yanHOTO CbCTOSHME Ha rpaaa,
MbHOMOLLMATA U OTTOBOPHOCTUTE Ha O6LUMHATA 1 NpaBara Ha rpaxgaHute. FoctuTe 6sxa
npenBapuTeNHO MNOArOTBEHN C MaTeEpMani 3a NpoeKTa 1 nopeauua Bbnpocu kaTo ,,AKO cu
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Jlbuesap bospxues. CtuneHamaHTCKu npoekT ,fopewy BuayaneH rpag”, 2003

Luchezar Boyadjiev. Fellowship project “Hot City Visual”, 2003
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Muna Munesa. Ctunenauantcku npoekT ,Jla cu nsmucnui Codus kato rnepka“, 2003.
Coduiickn NOLLEHCKN KApPTUYKM NPe3 PasnnyHu Nepuoan oT U3CNeaBaHeTo

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 Boyadijiev. 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 Photoizdat? 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, Alice®, 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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KyrnyBaTe v CTPOUTE KbLUa, KakbB CTU1 BUXTE M36pany — HauMOHAaNeH, TPaanLIMOHEH,
dyTypUCTNYEH N cynep NykCo3eH ,6apokoB” Bepcaue?”. Baxa noMoneHn ga noMucnsT
3a no6ummnte cm mecta B Codus 1 Aa NpeueHsaT aanu npes nocneaHnTe roguHn Tesm
MecTa ca ce NpoMeHunM — Kak u 3awo? NonutaHu 6sxa 3a NIo6UMMTE UM rpagoBe B UyX-
6uHa. Bonpocute 65xa necHu — n3éerHatun 61xa NOAUTUYECKN NOAXTb3BaHUSA, ANCKYTaH-
TUTe ce NMpuabprkaxa KbM TemaTa 3a BM3yanHOTO NMPOCTPAHCTBO, a TA cama pukoLlupalle
KbM fafdeHn noanTnyeckn npobnemu. OnNuTbT BCE Nak 6e He TOKOoBa Aa Ce 3aTpyAHAT
NoAMTULMTE N NPEBPbLIAHETO HA AebaTa B M3NUT, KONKOTO Aa Ce 3ano3HasT C pasnuyHu
MHEHMS MO OTHOLLEHWE Ha rpafa Karto uasno.

3a NbpBY NMbT B KaMMNaHuATa KaHaAMOaT-KMETOBETE Ce okasaxa B CuUTyauus, KOSTO U3uc-
KBalle aa n3kakat JIM4YHO MHeHMe Nno HAKOU BbMpOoCH. I'IpeunomeHa 6e efHa CbBCeM
OTHEeSHO CbllUecTBYyBalla Tema 3a rpafckara Bu3ns, KbM KOSTO 61 Tpsa6eano ga uvar
OTHOLUEHME BCUYKM FPaXKaaHU — ako HAKOW OT TX pearvpart Ha paBHULLETO ,XxapecBam/He
XapecBam“, TO Apyru ca B CbCTOSIHWE fa NpeanoXkar antepHaTmsm, peleHus, popmynmpa-
HWU rnegHu Toukn. Mo naes Ha MpuHa MeHoBa 6e opraHu3npaH Nokas Ha u3rnegn ot CTo-
nuuarta — HaUMOHaNHOTO KYNTYPHO HAcneacTBO M MOOAEPHUCTUYHA apXUTEKTypa; nasapHa-
Ta peknama, 06pasbT Ha »XeHaTa B Hesl U 06pas3nTe Ha MeyTuTe; U3KYCTBOTO B My6INYHO-
TO MPOCTPAHCTBO U NPaBOTO Ha BKYC; Bb3MOXKHA N1 € BU3yasiHa NoMTMKa B rpaackara
cpena, Npy KOUTO yyacTHULMTE 3asBsBaxa KakBo HaMupaT 3a BU3yanHO HEPeaHo B Clly-
yasn. KaHampaTt-kmeToBeTe Cepuo3HO Ce pasaenuxa B MHeHusTa 3a rpaga oT cynepnaTtvieiu
3a HOLLHUS MY XKMBOT [0 O6CHEHMS, Ye rpadbT TpsA6GBa Aa BbpPBU Hanpeqd, nameTHULM Ha
MOUTU BCEKW >KENaell MoraT Aa ce nocTaBsT HaBCAKbAE, ako 3a ToBa Ce HaMepsT napu...
Pennukara Ha cTtonuuHus om6yacmaH AHToaHeTa LloHeBa 3a ckputu npuBaTtn3aLnoHHK
NHTEepecu, KOH(I)J'II/IKTI/I Ha COGCTBEHHOCTTA U nuncarta Ha npasunNHULX He 3aabprkaxa BHU-
MaHVETO Ha KaHAMOAT-KMETOBETE, HO pa3BbiiHyBaxa ayamtTopusTa. [le6arbT 3aBbpLlun CbC
CUMBO/IMYHO rfacyBaHe Ha ayauTopusTa 3a KaHauoaT-KMeT ,,C Hal-go6po 3a rpaja oko®
(no npes Ha JTlbuesap Bospknes). [nacyBaHeTo, BNpoYeM, 6& 4OCTATbYHO HAKOU MEAMU
[la ro npuemar 3a nokasaTtenHo 1 aa nybnukyeaT pesynratute Mmy...

YCnopenHo C gebara ce pewasawie n gpyra 3agava — npencrtasdaHe npen nonntuunTe Ha
NHTEeNeKTyanHata n apTuctnyHa o6LWwHoCTH, TPYAHO pa3no3HaBaemMu 3a TdX Ha TO3u eTan.

JuckycusTta noBnusi N BbpxXy criegBalumTe TeMU, NPESIOKEHN Ha NOTEeHUMANHN CTUMNEH-
paHTn: ,MpadbT: KyNTypHO HacneacTso u HocTanrmata® u ,06pasn Ha Tpyda, obpasu Ha
KOHcymauusTa“. N136paHuTe — xyooxHNkbT Kpacumnp Tep3nes n Capy>keHne 3a rpaacku
n3cnegBaHusi CbC CpeACcTBa Ha uskyctaarta X-tendo — npefnoxuxa u B ggarta cnyvas
NOETNYHO-HOCTaITMYHO O6pbLUaHe KbM rpafa, KbM 06bpKaHOTO My B OUUTE Ha MiaguTe
aBTopu MmuHano. Oule noeeye, ve n Tep3ues, N X-tendo nanonsear mnagara 3a TyKallHu-
Te YCNoBMS, YNOPUTO Hemnpr3HaBaHa 3a U3KYCTBO arpecuBHa BpemMeBa Meaus — BUAEOTO,
KOETO ,Ce 3apexaa“ OT rpaAcKnTe CrOMEHMN.

B myntumepgunHus npoekt Ha Kpacumup Tep3ues ,/13BnHeTe, KO e To3un rpan?” uma,
Taka Ja Ce Kaxke, HarnaceHu n HeHarnaceHu yactu. Hama Huwo no6aseHo BbB Gpunma
+EOVH nasap” 3a 6utaka (nasapa Ha HeHy>XHUW, 3abpasBeHn 1 MM3epHU Bewwm kpan CTouHa
rapa, B KOpUTOTO Ha KaHana cbC 3BYy4YHOTO umMe Bnapancka peka), 0CBEH HOCTaNMMYHOTO
»5ans changement...“ oT pagmocBogkara 3a HMBOTO Ha [lyHaB. Pekarta cu Teue Teraso,
6€e3 NoBULLEHNE, KAKTO € Terasa u TbproBusita foJy, KbOeTo Aa Ce CHUMA HE € Npernopb-
ynTenHo. NpomsHa ce ocblLUecTBsIBa EAMHCTBEHO ako Ce MOsIBU NMonuums — 6UTaKbT ce
MecTu Ha apyra ,peka“. TeraBo ce rnefart 1 3aCHETUTE U3 pasHU KBapTanu, HAKora aBu -
XXUNu ce TpoLku, dorpadpupaHmn kato 3a NpogaK6eHNTe KOMOHKNU Ha 6e3nnaTHu Npuno-
XXeHNs — opbdaH nasap Ha okyuenu konm — ,CTo aprymeHTa 3a U3KyCcTBO B O6LLECTBEHO-
TO NPOCTPaHCTBO". [MPOEKTLT AEMOHCTPMpPA rpaga TakbB, KAKbBTO COPUSAHLM O MO3Ha-
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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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BaT, CbOTBETHO HE3a6aBHO NpUEMAaT UnK oTpuuarT. BKounTenHo 1 KoraTo, KakTo ce Cryu-
Ba B eAMHCTBEHUs GOTOMOHTaX Ha Tep3neB, OFPOMHM YIIMYHM KyyeTa ce npoBupar
MeXxay NaHenku, 4opy M MpeKkpayBat U CUTYPHO M1 NpenuKaBsar.

OTHOCUTENHA Hameca 1Ma 1 B Apyra yacT — AByKaHanHa BUgeouHcTanaums, 3acHeTa Ha
WwrepnnaTtoBa ynnuka B KnHoueHTsp bosiHa — maca Hapog, He no-maska oT Tasu Ha 6uta-
Ka, Wypalia ce BbB BMAMMO rybeHe Ha Bpeme. To3m MbT MacoBkaTa € ,Hawa“ cnopeg
yl-IeHOTO 3a MeCTHMA ,,KPbCTOMbT HA EBpona“ — HUWO LIy)K)J,O HAMa HUTO B pUMCKUA Nnerno-
Hep, AensiL, CaHABUY C Bb3POXKAEHCKU Mo, HUTO B oduuepa oT BepmaxTa, npunaneaiy, ot
3anankara Ha 6araTyp C KOHCKa onawka. Bcuuku nsrnexgar kato HopMasiHa CbCTaBka
Ha Codus — anpuiICcKn BbCTaHNLUM, MOPCKN KanuTaHu, YUHOBHULM C GpecoBe, LyMKapmu 1
KHSAMMHW — CNopeq OCTaTbYHUS rapaepob Ha KMHOLEeHTbpa.

Han-ppanaHTtHa B npoekTta Ha Kpacumup Tep3uneB ce oka3a obaye Hail-HenognpaseHarta
cepus dotorpadun — ,EqHO MACTO”. ToBa € BCbLUHOCT MUANTAPUCTAYHO OETCKO KbTUe K3
CeBepHuA Napk Ha ctonuuata — 60samMcaHy Cnopen HaykaTta B OCHOBHMW LIBETOBE TPbGHU
KaTepyLkmn ¢ popmarta Ha TaHKOBE, M3TPebUTENN-60M6apaMpoBaYn, OPbAUS, ,KaTiowm®.
3abpaBeHu Tam, Te Ce NIOLWAT NOA, Bb3OENCTBME HA BPEMETO U Ha MbpraBu aeua, KouTo,
TPaOMUMOHHO HEKOPEKTHW, MPOAb/MKABAT Aa CY UrpasiT Ha ,CTpaxkapu-anawm®“ n ,6ym-6ym*.

L<HoctanrmuHata® Bpb3ka Ha X-tendo ¢ 6n1M3KoTO MUHanNO, npeau npomeHuTe ot 1989 r.,
uarnexpaa crpaHHo. Camnte aBTopu ca TBbpae Mnaau, 3a Aa ca 6unm yacT oT pernameH-
TUpaHns rpagcKy XXMBOT Mo oHosa Bpeme. OT gpyra cTpaHa, NOoNoXXEHNETO UM Ha ,Mbp-
dopmepu“ gHeC v 3agbikaea ,C Koxkara cu“ ga nodyBCTBaT rpaja B MacoBuTe My Npo-
asneHus. B npoekra ,,OT KbM 3a Hacam“ Te ce Npeo6nuyaT B HaN-CKy4YHOTO, KOETO mMorat
[a Cu NpeacTaBsT — 06MEeKN0 Ha ,,06LECTBEHNLMN", BO3SIT C€ B HOBOTO METPO — €AUHCTBE-
HO MPenoCTaBsLLO MM OH3M OpraHu3npaH NoTok OT Xopa OT pa3kasuTe Ha poauTenuTe Um
3a MaHudecTauumn 1 TbpPXXECTBEHN NocpewaHmns. 1o BaXXHO €, ue gHelwHuTe ,macu” B
METpPOTO pearmpart gobpe Ha ,nponaraHgara un arutaumata® — ocTaBsT ce Aa 6baart Bb3-
rnaBeHn OT MNafeXxnTe C NO3YHI B pble, MaxaT B No3abpaBeHa XeCTKynaunus Kbm
n3guraHuTe TpaHcnapaHTy, He3aBMCUMO Janu Ha Tax nuwe ,[Jo6pe gownu®, ,Mpomouns”
unu ,Pasnpopaxéa”, B3umar cu ¢ 6e3pasnuume OT XapTMeHUTe 3HaMeHua ¢ MaHndecT
Ha X-tendo, KaKTO Ce npaselie n npegn, nin TMxo ncyeat BCTPaHN, KOETO ToraBa CbLLO
ce cnyysalle. [leMoHCTpaumsTa Ha UsnoTo ToBa AeNCTBME PEAOM C NPOXXEKLUS Ha
apXUBHN MaTepuany HamMa Kak oa He CTOU UHTEPECHO — CPaBHEHNETO MeXJy EHTYCuasbm
Mo 3adbJ/DKEHNE M EHTYCMa3bM KaTo Kpego BuHaru npuenvya.

»,OKO 3a 6negus rpag” osarnasm Anekcanabp Kboces TekcTa cu 3a Tasum rpyna cTuneHaun-
aHTn. KauecTBara Ha okoTo cu X-tendo nokasaxa npu BTopaTa cu paéoTa — ,KpatkoTpan-
HW 1 ObArOTpanHN crnean, KOUTO YOBbK OCTaBs B rpaga‘“. BApHO, TO € 6Mno WMPOKO pas-
TBOPEHO, CNnef KaTo B TO3U pef BAM3aT u 3abpaBeHOTO Bbpxy crpana ot 1930-te Ha3Ba-
Hue/drpma, n 3aTbkHaTata 3ag 6poHs Ha ,Mepuegec” nnactmacoBa vawka. MHave,
HanCTMHa TpsA6Ba TPEHWHT, 3a Aa pearvpall afekBaTHO Npepn Knacuyecka copuicka nap -
KOBa Menka, 3acTaHana cpeLly BkonaHa, 6sna, MapkmpaHa nenka no ausanH Ha ,JJaHoH".

Jo Bce noBeue BbNPOCK 1 BCE MO-TPYAHO OTKPMBAHE Ha eQHO3HauYHWU OTFOBOPY BbPXY
BMU3yasiHaTa yncToTa U Bu3dyanHata 6e30TrOBOPHOCT, 3a NPaBOTO Ha BKYC, 3a BU3yan-
HUS KOHTPOJ B TOTANMTAPHOTO OBLLECTBO M Cb6na3HMTE Ha NasapHaTa cBo6oaa, 3a
CUBOTO CMOKOWCTBME Ha N3PaBHUTENHOTO pasnpejensHe u obpasHaTa epoTuka Ha
napute gosefe cneppawata anckycus — ,06pasn Ha rpaga, o6pasn Ha kanutana“, npo-
BefeHa B Coduicka rpaacka ranepusi npes man 2004 r. 1 mogepupana ot bosH
MaHueB. Apx. bonko KaguHos, Npeacenarten Ha Bonrapckarta apxutekTypHa kamapa,
BeHuucnae Kncbos, MNMpencepaten Ha CToNUUHNS OGLUMHCKN CbBET 1 apX. ATaHac
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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 bagatur® sporting a horse tail hairstyle. April® 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 Danone®-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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[MaHoOB O6CHXXOaxa MHOXaLNTe ce 6U3HEC-LEeHTPOBE, rofleMuTe XOoTeNun, Ha30BaHn OT
npecata ,CTbkneHute nepnu Ha Codusa“, cnetTute cbC cynepmMapKeT 6€H3NHOCTaHLMN
1 6bAelnTe WonuHr-monose. Kato katanmsaTop Nocny>xu Konekums potorpadum Ha
COPUINCKN KasnHa CbC CPUHKCOBE, BYAMN, aLTEKCKN BOVHU 1 APYrM HEACHN 06pasu,
penpes3eHTupawm 6oratcTBo (Cbb6paHa ot JuaHa lNMonosa). 3a cbXaneHue, eAMHCTBe-
HUST UHBECTUTOP, NPUEN NnokaHaTta 3a yyacTue, B MOCNegHNs MOMEHT OTka3a fa ce
nosisu npen nyénuka. Cnen oemMoHCTpauns Ha HEBEPOSTHN 06pas3Lum OT HOBOTO rpafcko
3acTposiBaHe, npueTa Beceno, ce opopmmxa Ono3uLNOHHM FMegHn Touku. Ha onutute
Ha BugyanHua cemvHap ga pas6epe vma num 3aKkoHodaTencTBo, onasBallo Kpexkms
NCTOPUYECKMN aHCaMbbil Ha rpaacKns LEHTbP, U Bb3MOXHO I € KanuTanbT Aa 6bae
OTrOBOPEH 3@ HaMecuTe Cu Tam, CTPOSALWNTE apXMTEKTU NPOTNBONOCTaBNxa Te3ara 3a
KOHCepBaTn3mMa, M30CTaHanocTTa 1 KNuwmnpaHuTe NpeacTaBn Ha HEQOBOSHUTE OT rpaa-
CKuns nporpec.

CnasBaviky TpaguuunTe Ha CeMrHapa 3a UHCTPYMEHTann3npaHe Ha NPOHUYHOTO OTHOLLIE-
HVe, ONcKycuaTa 3aBbplum C NpeasioXkeHne 3a Harpaga — ,OrneganHara manvHka“, 3amu-
cneHa ot bopuc Mucupkos n Hegko Conakos, 3a Han-HeymecTHa 6U3Hec crpaja cpefn
npeanioxeHn 8 kaHanaaTypu. FnacysaHeTo 6€ N3BbPLUEHO B UHTEPHET 1 pPe3ynTaTute My
065IBEHU MeceL, MO-KbCHO — Harpagara cneyenu rpaHg-xoren ,Coous®, nsgmrHar Ha
MSACTOTO Ha CTapara rpaacka 6ubnvoTeka.

EpHa ot ropewnte Temu Ha ge6arta nafne HasBaHWe Ha TPETUS CTUNEHANAHTCKN KOHKYPC —
LKnuweTto kato ngeHTnyHocT . ,/IHBeHTapHa KHura Ha coumanuama“ Ha nucartens leopru
l[ocnoaonHOB B CbTPYOHMYECTBO C KynTyponora SHa NeHoBa cbbupa 6UToBM NpeameTy
oTnpean npomeHuTe, gokaro ¢otorpadute bopuc Mucupkos n leopru BorgaHos B Mo
cnegnTe Ha CBETNOTO GbAelle” NpeacTaBaT KOMMIOTbPHO MaHUNyMpaHy NopTPeTH Ha
mMnagu codusHUM B 6beLL XKMBOT cnopes n3bopa Ha MmogenuTe.

leopru NocnognHos 1 AHa MeHoBa OTKpMBAT, Ye uctopmyeckara HocTanrua ce 6opu 3a
CBOMWTE NOTPEBUTENCKN NpaBa 1 HIAKOWM CKPOMHU CTOKU OT BPEMETO Ha aeduumta ca ce
3aBbpHanu crnep BPpEMEHHOTO OTPUYaHe Ha BCUUKO ,coumanuctudecko®. OT rnegHa Touka
Ha NPOM3BOACTBOTO TOBA NMOMOXUTENHO € GEHOMEH, NMankn NPeaBUa HUCKaTa B Halm
[HW peanHa KOHKYPEHTHOCMOCOGHOCT Ha crioMeHaBaHuTe npoaykTtu. CnoMeHbT 3a
pPagoCTHOTO AETCTBO B TO3U Clyyal OencTBa Kato CTUMYS 3a Nasapa, Hamb/IHO UTHOPW-
paviky OaHHN KaTo KOMYECTBOTO EHEPrUs, XapyeHOo OT EAVH YYLLKOMEK, KayecTarta Ha
KanbnuTe canyH 3a npaHe Crpsmo Te3u Ha npaxa ,Apuen unm CpaBHEHMETO MEXAY COp-
TOBETE Kakao B cyxa nacta ,HapopgHa Badna“ n wokonapa , TobnepoH*, Hanpumep. Ecte -
CTBEHO, Ye Ta3u HocTanrs € gocTta nsbnpartenHa — U3BbH KHUrata flocnoguHoe u MeHoBa
npu3HaBear, Ye ONUTLT A OTKPUST N3BECTHUTE HAKOra 6b/rapcku mKuHeu ,Puna® unm
LI1aHaka"“, 6e3 aa e oTrpaH 1 N3XBbPIIEH KOXXEHWAT UM ETUKET C Mapkara, € npemuHan
HeycrneLHo.

B nonsa Ha HocTanruaTa Kato MKOHOMUYECKMN ABurartesi, obaye, roBOpAT CIYYKU KaTto
Tasu cbec camta malincho.com, U3BECTEH Ha BCEKM, MOCETUN 6bIrapCKNTE CU NPUATENN B
Amepuka. Co6CTBEHMLMTE MY Ca Ce creuvanusnpani B 4OCTaBKW Ha IyKaHka, Kbonoony
1 Opyru HaunoHanHuW CroMEHU, U BeYe XXbHaT cepro3eH ycnex. Taka ue Ta3u KHura Moxxe
[a NOCNy>XM KaTo Kartasior — Taka § Hapuyar U camuTe aBTopu — 3a 4OCTaBKM OT MUHAsOo-
TO, CTUra nas3apbT Aa ce BrperHe B 3agavara. [1asapbT, KOATO, AOKaTO ro HAmalle, 6ele
HadeXXaa 3a nosizata Ha M3BbHUAEONOMMYECKO MEPUSIO 3a KAUeCTBO Ha TO3W UM OH3U
NPOAYKT, BKIIIOUNTENHO 1 Ha NpeanaraHus oT nucaTenu, PeXxXmncbopu, XyaoXKHULW U T.H.
TakaBa, kKakBarto e, ,/IHBeHTapHaTa kHura Ha coumanmama“ 6e3CcrnopHo e Moxe Aa 6bae
KOMEHTUpaHa OLLEe eAHO U MOMOBMHA MOKONEHNS — AOKATO Tpae CMOMEHBLT 3a LUTUpaHUTe
B Hesl MPOAYKTN.
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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 ldentity”.

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 commaodities 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. rThe 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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,I'10 cnegute Ha cBeTnoTo 6baelle” Ha bopuc Mucupkos 1 l'eoprn BorgaHos e Budyanu-
3aums Ha COLMOJIOTMYECKO NPOYyYBaHe 3a MEUTUTE Ha OHELWHN TunHedkbpu. OTnpaBHa
TOUKa Ha aBTopuUTE € Y6EeXxXOEeHNETO UM, Ye bbnrapusa cTpaga ot nunca Ha pasno3HaBae-
MU 1 06LIOBANMAHN KYNTYPHW KNULWWETa, Ye NOBEYETO OT TAX Ca BHOCHU U, KAKTO HABCAKb-
[e, NOoBMWsAHN OT TENEBU3NOHHN N KMHOOBPAa3UM Ha NOBeAEeHUE, NMPUHAAIEXHOCT, NOTpe-
6neHune. OnucaHyn oT MOJENUTE C AYMW 1 NPEBbPHATK OT aBTOPUTE B NOPTPETM OT 6bae-
LLETO ca NAWINYHUSAT XXMBOT Ha CENo cpen BHyLU 1 AOMALLHN XXNBOTHU, CTpacTHarTa
3awmTa Ha CnpaBef/IMBOCT B CbAa, HEYAbPXXMMUTE TBOPYECKN MOPUBY B KUHOTO... Buau-
mMaTa no ronamodopmatHuTe potorpadry NOBTOPSAEMOCT Ha MeuTu npu 17-18-roguwiHuTe
[HecC, cBexaa 6baeLleTo A0 o6elaBallo NoUTUYECKN-KOPEKTEH Y MKOHOMUYECKIN-CMOKO-
€H BapuaHT.

Kato nbpBu rocTtyBawm Ha BudyanHus cemuHap aBtopu 6e nokaHeHa rpyna XyooXxKHuum
oT AscTpus — XXenntuH. CTaHana n3BecTHa CbC CNOCOBHOCTTA CU fa CTpscKa nyénvkara
C HeOYaKBaHy akuMum, YeCcTO paspyluaBally cakpasHuTe NPOCTPaHCTBa Ha U3NOX6eHNTe
,0EMn Ky6oBe“ 1 ,YepHUTE KYTUN® Ha BUOEO-NPOXEKLMNUTE, rpynarta Bb3paXkaa NOHATUETO
aHTM-eCTabNUNLWMbHT OT BpeMeTo Ha moaepHuama. Mpes 2000 r. XKenutuH apaHxupar Ha
Ekcno B XaHOBep nog3emHa 30Ha 3a OTAMX, B KOATO Ce Nonafa Cnef rMypkaHe B TACHO
rbPNo Ha Ab/6OK 6acenH. Mpe3 2001 r. XyooXKHUUMUTE HeneranHo NocTposBaT 6ankoH Ha
npo3sopeL Ha 91 eTaxk Ha efHa OT KynuTe Ha Beye HecbluecTByBawms CBETOBEH Tbpros-
CKU LieHTbP B Hio Mopk — cb6UTUe, OTpUYAHO OT agMUHUCTpaLmsaTa Ha crpaparta. Mpes
2004 r. XKenuTrH 3a MbpBM NMbT NpUcTUArat B bbaraprsa ¢ Manku moTopyeTa-ckyTepu, n3mu-
HaBauky okono 1000 kunomeTpa oT BrueHa. Ha nocnegHusa etan oT MbTewwecTBUETO CU,
BeyYe Ha 6bnrapcka Teputopus, ca NpUHyOeHn aa Haydar 6yksata ,d“ Ha kupunmua,
3alloTO caMO Taka Cca B CbCTOAHME Aa OTKPUAT MbTA KbM CO(I)I/IFI npu NbnHaTa nunca Ha
yKasartenu Ha natmHuua...

KenuTuH nsHecoxa 3-yacosa fekums npeq nyénvkara Ha cemmnHapa, npefwecTtsaHa ot
MbpdOpPMaHC — APKO 6OSANCAHN 1 YKPACEHW rofnn XyAOXKHULM Ce 3aHMmaBaT C nora npeg
MICU - Codums nocpen nn. ,Moan Masen I1“. CamuTe aBTOpK Ce OKasaxa BneyaTneHn ot
CMesiocTTa Ha OpraHn3aTopuTe Ha cemuHapa, HernouckKanu paspeLleHre 3a Nofo6Ha
akums OT CbOTBETHUTE MHCTaHLMW. BneuatneHneTo y BCUYKM QOMbHUTESNIHO Ce yCcunm ot
o6bpKaHata MecTHa nonuumns, KoATo, 6e3 Aa 3Hae Kak ce knacuduumpa nogo6Ho aen-
CTBUe, MpeanoveTe Ja He Ce HaMecBa, O6MKanaku NPOCTPAHCTBOTO CbC CNyXe6Ha Kona.

ToTtanHo pas3nuyHu ca NpuHUUNMTE Ha pa6oTarta Ha apyr rocT — LLoH CHanpgep, »xuBeeLy, B
BepnuH amepukaHckn XyooXKHUK, KOroto BugyanHusaT cemuHap ,M3nons3sa“ kato aHanm-
3aTop Ha rno6ann3aunoHHNTE NpoLecKu B AHeLHaTa H1 kKyntypa. Cped Hanl-u3BecTHUTe
npoektn Ha CHanpep ca cepunte potorpadun Ha pectopaHTn Mak[oHanac no ceeta ¢
TAXHaTa cTaHaapTM3mpalia GyHKUMS B yp6aHUCTUYHOTO NPOCTPAHCTBO. XyAOXKHUKLT
n3cnensa TpaeKTopuuTe Ha Knuvwerara, npeMuHaBaLLy oT egHO OBLLECTBO B ApYro, MHTe-
pecyBa ce OT rpaiCKOTO NnaHupaHe 1 apxuTekTypaTta OT BPEMETO Ha ToTanutapusma
KaTo MOCNedHN enemMmeHT Ha ModepHUCTUYHaTa napagurma. B Codus LLoH CHangep
06bpHa BHMMaHWe BbpXy 3a6ena3aHnTe OT Hero HeCbOTBETCTBUSA U NPOMEHN Mexay cTa-
pata, ,ToTanntapHa“ KapTta Ha rpaja u MHOXXeCTBOTO NniaHoBe, n3gasaHu AHeC OT pas-
nnyHn kopnopaumun. OTHOLWEHNETO My KbM KapTaTa KaTo 03Havyasallo Ha ypbaHu3ma, Ha
KynTypHaTa ncTtopus, noamtuyeckara nporpecust 1 UKOHOMUYECKUTE UHTepecu, My Aasa
Bb3MOXXHOCT da Cb3[afe CO6CTBEHa, MPOMEHIMBA KapTa, B CbCTAaBAHETO Ha KOSTO BCEKU
61 MOrbn oa B3eme yyacTue.

Mpe3 naToTo Ha 2004 r. cTapTMpa 1 U3NoX6EHO-U3CNENOBATENICKUAT NPOEKT ,3aBpbLLaHE

B YepBeHata Pusnepa“. ,YepBeHara PuBnepa“ 6elie egHO nackaTesniHo Npo3BuLLe Ha
6bNrapcKOTO YEPHOMOPCKO Kpanbpexxune npes nocnegHuTe AeceTuneTns Ha coumannctu-

24



“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

“@” (“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 lara 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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yeckusi narep. Kypatopute Jlbuesap bosmxnes n pa by6HoBa anenupaxa 3a yyactune
KbM MeXAyHapOAHO N3BECTHWN OHEC XyOOXKHULM, NoBeyeTo nocetnnu boarapus no oHosa
Bpeme 1 3anasunv BusyanHute cu crnomeHun. FpagoseTte 1 KbMMUHIUTE MEXAYBPEMEHHO
3HAUUTENHO ca Ce NPOMEHUNN, NPEBbPHATN Ca B 0GEKT HA MHOroo6pasHu GuHaHCOBU
WHTEpPEeCH 1 MHBECTULUMN. [TPOEKTLT 3anoXm Ha HeNnpeay6eneHOTO OKO Ha XYAOXHMKa-
yyXKaeHel, C fiekoTa Bb3npremall, NpoMeHuTe 1 pearmpalil Ha Hosoctute. buprut bpe-
Hep, Ynpuke Kywen, KpuctuH e na lNapex, Brua lNesanposcku, Onad Hukonan, Poman
OHpak, LWoH CHanpep 6axa NoKaHeHn aa NoCeTAT CBbP3aHUTE C BakaHUMOHHATa UM GUO-
rpadus mecta no mopckus 6psar. Cneq Ta3m npoyusartenHa susuta Bra JleaHooBcku
3akynyBa B 'epmaHusa 900 6bnArapcku KapTUykmM OT nepuoga npeny noseve ot 20 roguHn 1
1 BpblUA egHa no edHa Mo nowiara KaTto NepcoHaneH omMax Ha oTMuHanoTo spewme. LLoH
CHanpep aHanuaupa peanHuTe 06CTOATENCTBA OKOMIO YEePHOMOPCKMNTE BOEHHUN 6a3u,
o6ewaHun ot bunrapna Ha HATO. Onad Hukonain nopbya NpoekT 3a Buna-meuta Ha
ocTpos Cs. VBaH cpely Cosonon. KpucTtuH ge na lapeH cHuma ¢unm 3a ,HenpomeHu-
MOTO" nna)xHO nosepeHune. Ynpuke Kywen npasu cepusi potorpadum Ha 6€TOHHUTE
pyuHK Ha coua no 6perosara neuua. buprut bpeHep ce nocTtapa oa Bb3CTaHOBU EMOLMO-
HanHata atmocdepa Ha oTaaBHa OTMUHANOTO cu nATo B Bbnrapus. PomaH OHpak nopbua
Ha HenpodecroHanH1 pucysayun-6barapy ga UnocTpupaT pOMaHTUYHOTO My 3arno3HaH-
cTBO B bbnrapusa cbe cerawHaTa My »keHa. NMpes anpun 2005 r. B LieHTbpa 3a kynTypa u
pebar ,YepseHara kbla“ ,3aBpbluaHe B YepBeHaTta PuBrepa“ 3aBbplun ¢ n3noxéa Ha
OHOBa ,KOW KaKBO e HabniogaBas/NpexxnBan HaKora®, KakBo Nprema/oTxBbpss cera, Ha
cBobopgara cpef HecBo6oda 1 06paTHOTO...

C n3TnyaHe Ha BpemeTo cu BusyanHuaT cemmHap ce BbpHa KbM BbMPOCUTE, Bb3HWKHANN
oLle Ha nbpBua nNyénuyeH aeéar. Toraea B nepudpepnsaTa Ha OCHOBHATa ANCKYCUs Ce Mnpo-
sBMXa ABa OT TAX — eQVHNAT 3a Bb3MOXXHOCTTa/HE06X0AMMOCTTa OT 3anas3BaHe rpagckute
Creay Ha coua, KakTo U Ha AMHaMUYHOTO HaCTOoALE Ha NPEeXodHnNs nepuod, 6e3 KoeTo
nctopusTa Ha 6barapckara Kyntypa H1Kora Hama Aa e mbfiHa; gpyruat — 3a nosHarara
CBETOBHA NPaKTUKa Ha apT-akTMBM3Ma, HEMHWUTE LWaHCOBE Ha Gbrapcka noyvsa KaTo usno
— B YaCTHOCT, B3aMMOOTHOLUEHMsATa Ha NpoekTa BudyaneH cemnHap ¢ Nogo6HU NpaKTUKK.
M gBara Bbnpoca ce opopmMmxa B TEMU 3a YETBbPTUSA KOHKYPC 3a CTuneHguaHTu: ,[pagbT
npes nposopeua Ha my3ea“ u ,,BusyaneH akTnsusbm: npumepun n npeueneHTn”.

C npoekTa cu XyaoXHukbT ViBaH Mypos, nsépan ga ,cb3nape” nopsus B Bonrapus Mysen
3a CbBpPEMeHHO n3kycTBo — MYCIW3?, noe focta ronemm puckose Mo BbBMYaHE Ha
LUNPOKN ,HAPOAHN Macun“ B cBosiTa MaHunynaums. CTuneHanaHTLT ce camoHasHaum 3a
AMPEKTOp, onpeaeny uMno3aHTHa, M3BecTHa U3 cTpaHara crpaga (rapa NogysHe B
Codunsa) 3a cepanuiie Ha My3est 1 065B/ OTKPUBAHETO My C BCUYKM HEOGXOOMMU ,canTa-
HaTN“, BKAIOYNTENHO CMOMEHaBakKn MMETO Ha XpUCTO ABalleB B ponsTa Ha noyeTeH
rocT... Jlekotata, ¢ KosiTo MucTudukaumaTa ,MmHa“, rosopu 3a rnaga B Codusa n 3a
CbBPEMEHHOCT, U 3a My3eu, 1 3a aKTMBM3bM. 3abenexunTenHa 6e roToBHOCTTa, C KOSITO
+KYNTypHaTa 06LLECTBEHOCT" CE XBbP/M KbM 06paMUYeHOTO C LapeHn nnakartu, 6unéopao-
Be, NEPCOHANHN MOKaHU CbC 3NaTHN GYKBU N ENEKTPOHHA MHPOPMAaLMS OTKPUBAHE.
CbBCeM UCKpeHUTe, HO aaMUHUCTPATUBHO-HEYBEPEHN YCUINSA HA BKIIIOYEHU NO HEBONSA
yyacTHUUM, kato HauvanHuka Ha rapa NogyeHe, npecLUeHTpoBEeTE HA MUHKUCTEPCTBaTa Ha
TpaHcnopTa u Kyntypara, CyTpeLIHN 6/I0KOBE Ha TeNeBu3un, He ycnsaxa fa pasybensT
€0HO Pa3HO06Pa3HO MHOXECTBO OT HAKOJIKOCTOTVH AyLUN BbB Bb3MOXHOCTTA TakbB
My3€eln fa ce OTKpre TOYHO cera u TOYHO B Tasu codumncka rapa. Hava kak ga ce oTMuHe
NPUCHLCTBMETO HA MSICTO HA AOCTaTbYHO BAMSATENHU XOpa, B Ce6e CU yBepeHu, Ye eaHo
peanHo OTKpMBaHe Ha HOB My3ell ¢ NoJo6eH XxapakTep He 6U Ce Clyunno 6e3 TAXHO 3Ha-
HUe nnn yyacTtue. NocTeneHHo HancTuUHa ce Npu3HaBa mncaTa Ha HAKakBo (ObpXkaBHO?
06L1eCcTBEHO? YacTHO?) 3BEHO B rpafa, KOeTo Aa € B MOHATHA BPb3Ka CbC CbBPEMEHHOTO
M3KyCTBO. TO, KONMKOTO 1 Aa € OTPUYaHo Unu npeHeépersaHo, ,u36mea“ TyK Unn Tam B
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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 lvan Moudov, who chose to “institute” the first
Bulgarian contemporary arts museum (MUSIZ"), 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. lvan 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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Codus, noguepTaBankm oLLe Nnoseve HeafekBaTHOCTTA Ha CbLUecTByBallaTa B Kyntypara
uHdpacTpyktypa. IBaH MynoB Bb3cegHa 6€30eNCTBMETO MHOTO HABPEME — BEYE € MOYUTU
HEBb3MOXXHO OBSCHEHNETO Ha KakBOTO 1 Aa 6UN0 MEXXAYHapOAHO HUBO, Y€ TakbB My3en
Hama. CBMAETENCTBO 3a ycnexa My ca 1 3aBansnute oT Yy)kKbmHa npeanoxeHus 3a
CbTPYAHNYECTBO KbM ,aupekTtopa“ Ha MYCUS...

Kakto n MiBaH Mypnos, kyntyponorsT Ceetna Kasanapcka nocrasu npoekta cu 1o nbta
Ha 76“ (,Route 76“ no aHanor ¢ ncropuyeckus Route 66 B CALL) B npeceyHara Touka Ha
ABeTe, 3agafeHn oT cemuHapa Temu. T ce 3ae ¢ ncTopusTa B TEKCT 1 06pa3 Ha mecTa
no mapLupyTa Ha rpaackusa aBtoéyc Ne 76, nHUS, KbM KOSITO € ,,MprBbp3aHa“ OT paHHOTO
cu getcTso. [NogobHO n3cnensaHe Ha BUASHOTO Mpe3 NpaLlHus, ABWKELL, Ce MO NPUBUYHO
Tpace npo3opeLl, HaBbp3Ba B IOrMYHa Bepura pa3HOBPEMEHHNUTE HATPYNBaHWS, CAYYnnun
ce mexay Xk ,Mnapoct IV“ n xk ,loue Oenues®, mexxay onpeagensHeto Ha Codus 3a cTo-
nuua Ha Hesasncyuma bbnrapusa n HemHaTa HeCNOKOMHA OeNCTBUTENHOCT Ha rpag, Hace-
NeH OT MUJIMOH 1 NONOBUHA XnTenu aHec. MpoekTbT Ha Kasanapcka sBu3yanusupa Hacrno-
YKEHVTEe equnH BbpXy Apyr nctopuveckuTe nnactose Ha Codusa. Ton nogcewa 3a cton-
HOCTTa Ha 6e3Bb3BPaTHO N34Ye3HaIN rpaackn 3a6eneXxMTenHoCT, Kato Gruanyeckm
~n3TpuTaTa“ Hackopo lNpolwekoBa dpabprka — egBa N He Har-ronsmarta MHgycTpuanHa
crpapa B bonrapus B kpas Ha XIX Bek, nnu 3a Heno6rMu geTannm Ha obliecTBeHaTa
nameT — ropaocTTa OT NOCTVXKEHUsTA Ha MoAepHaTa MHOropyHKLUMOHANHa apXnTekTypa B
cTpaHata ot 1970-Te npu nocTtposisaHeTo Ha HOK, Hanpumep. NpeBpbluaHeTo Ha MapLu-
pyTa B ,My3en“ cTaHa upe3 06nensHe Ha CNUPKWTE Mo MbTS Ha aBTOGYC 76 C nnakatw,
Ccbbpanu CbOoTBETHATa Ha cnupkarta uHgopmaums — rpagbT ctaHa GOH 3a TO3W OnNCnnien,
MbTHULMTE Oobpasysaxa nybnuka, AUCTaHUMUTE Ce CKbCuxa, My3eaT ce AeMokpaTtusnpa, a
efHa oT (byHKLI,VIVITe Ha CToinyHaTa agMUHUCTPauUna — aa cb3aaBa pecnekT KbM rpajga —
ce peanusupa OT u3cnegosaren gocrta npeau T, agMyHUCTpaumsaTa, fga ce saMmucnu 3a
TOBa CuW 3adb/KeHue.

B kpas Ha genHocTTa cu BudyanHusat cemuHap ce o6bpHa KbM cneunpuyHa asTopedrnex-
cus. Mo Bpeme Ha gebaTa ,,O6LLECTBEHO U YACTHO (M/UNK NYBANYHO 1 IMYHO)“ Npes3
okTomBpu 2004 r. B ['boTe-MHCTUTYT (MopepupaH ot AnekcaHobp Kboces 1 Jlbuesap bosg-
)XneB) 6e 06CbAeH eanH BbNpPOC, Cb3aasasn nNpe3 UaioTo Bpeme NpobeMn Ha NpoekTa:
TEPMUHONOTMYECKOTO O6bPKBAHE 1 MOHATUNHOTO 3aCTbMBaHe NPV U3Non3BaHe Ha aymuTe
»OBLECTBEHO" 1 ,4acTHO“ B Ny6nunyHNTE amckypcu. Moxke 61 He cryyainHo ae6artbT
CbBMnagHa c nosieata Ha npegasaHeTo ,Big Brother” no 6bnrapckara tenesnsus.

PaspensHeTo n geduHnpaHeTo Ha 6bnarapckun Ha ,public” un ,private”, HecmecBaHeTo nm ¢
»ObPXXaBHO" NN ,rpafacko”, OT egHa CTpaHa, U C ,JIMYHO" unn ,MHTUMHO", OT Apyra, 6u
nomorHasno 3a GpopmupaHe Ha CaMoCb3HaHKE Ha rpaXaaHcKoTo obecTBo. Kbaoe moxke
[a MUHaBa rpaHuuara Mexxay JIMYHMTe rnpasa 1 Te3n Ha yacTtHaTta CO6CTBEHOCT U OTro-
BOPHOCTTa npep ny6nnyHoTo? Kak 61 morna ga ce perynipa peBaHLmncTKara arpecus-
HOCT Ha 4acTHOTO cnef noyTtn 50-rogmiHa goMmnHaums Ha ,,06wecTseHoTo“? Kak ga ce
MOTMBUPAT rPaXXOaHCKUTE EHEpPruy 3a OTCTosIBaHe Ha obluecTBeHuUTe nHTepecu? Kope ce
KpbCTOCBAT MbTuLATa Ha Te3n BbNPOCK 1 Ha rpaackarta cpefa? Kak ce cnyusa C6/MbCbk-
BT Ha YaCcTHUTE UHTEpecH B ,,06wma” rpan? Taka, Nnpu 3aknounTenHara AUCKycus Ha
yyacTHuumuTe BbB BusyanHus cemumHap ¢ ¢unocoda leopru JNlosaHoB, ypbaHocoumosnora
Wckpa daHoonoea, megumnHu ekcneptu 1 ny6nukata, moaynsT ,dopym 3a BudyanHa
KynTypa“ 3aBbpLu/ C NOBEYE BbMPOCK, OTKONKOTO MMaLLE B HAYanoTo My.

Bbnpocu 3a MAcToTo 1 GyHKLMUTE Ha CEMMHAapa ce NposiBMXa Ha cpeLiarta no rokaHa Ha
Komuncusta no ycTponcTBO Ha TepUtopusTa 1 XunumwHa nonutuka n Komicusta no

MECTHO camoynpasfieHVe 1 HopMmaTBHa ypenba Ha CTonnyHata obLLMHa NPe3 AEKEMBPU
2004 rogmHa. Ypes gemoHCcTpaums Ha peanHu u Bb3MOXKHU ,CIyYKn“ B codummnckara rpag-
cka cpepa fpa by6HoBa, AnekcaHabp KboceB 1 OpnuH CnacoB ce onuTaxa Aa NpoBOKU-
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Just like her accidental colleague lvan 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 IV 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 Boyadijiev) 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 lara 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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paT NMMYHU MHEHUs1 Ha OBLUMHCKMTE CbBETHMLM MO NO3MUMUTE Ha cemuHapa. Monutuuure,
OT CBO# CTpaHa, Npu3HaBariku, Ye NoHsKora ,nnawar” peknamogarenuTe B rpaga c
Bb3MOXXHA peakuysi OT CTpaHa Ha BuayanHus cemuHap, Nnpegnoxxmxa Ha uneHoBeTe My fa
B3eMar yyacTtue B 13paboTka Ha HOB 3aKOH 3a pasnofaraHe Ha cpeacTsa 3a Bu3yanHa
KOMYHMKaUMA 1 peknama B ny6ianyHoTO NPOCTPaHCTBO Ha cTonuuaTa. Taka npoTtmsopeyn-
BUTE Cb6MA3HU-PUCKOBE HAa aKTUBM3MA U ,yuacTue BbB BNacTTa“ ce 3aBbpHaxa B
MOCTOSHHOTO CaMOAOMNUTBaHe Ha CeMuHapa.

Hskoun oTroBopu 651xa NPeasoXeHn B NocneaHus CTUNeHanaHTCKn NpoekT — ,BudyanHa
nonvuma“ Ha fBop Mpaes, peanusupad npes gekemspu 2005 roamHa. Pearnpanku Ha
KOHKypcHaTta Tema ,BusyaneH aktmsu3sbm: npumepn v npeueneHTn”, MNpaes 3acerHa c
KOHLEeNuuaTa cu 3a KoOekC Ha ,Bu3yanHarta nonuumsa® HanunaHus oT cemmHapa noTeH-
umaneH obLectTseH KOHGNMKT, MeTapopuUHO OnpeaeneH Ha nocnegHus geéar kato npo-
TUBOPEYUNS MEXAY NOo3NLMNTE Ha BU3yarneH aHapxo-naundunsbm, BU3yaneH Mavynsbm 1
BM3yasneH npasu3bM. [TpOeKTbT ce NpeBbpHa B LANOCTHA CUMynaumsa ¢ y4acTueTo Ha
»HOBOHa3HauyeHus wed Ha rpapckara BusyanHa nonuuma manop CtedpaHoB” (n3urpaH ot
S1Bop MpAaes), BUAHM TENEBU3UNOHHM NYGANLUMCTU, Cb3aaTeny Ha O6WeCcTBEHO MHEHNe
(opinion makers), n peHomeHa Ha camara TenesBn3MoHHa Meaus, PedoBHO CbyMsaBalla Aa
NOAMEHN peanHocTTa C MaHunynMpaHa npeacrasa 3a Hes. M3cnywBankiy yxx CbBCeMm
peanHun TeNeBN3NOHHM AebaTn 1 Npe3eHTauun 3a akTMBHOCTTa Ha HOBOTO MOMLENCKO
3BEHO, 3puUTensT B n3noxoara Ha Mpaes octasa C BrnevartneHue, Ye € u3nycHan eauH ot
Han-cepuno3HuTe NPo6aemMn 1 CbMbTCTBALMTE rO B MEAUNTE QNCKYyCUK — Mpobnema 3a
aAMWHNCTPATVBHOTO perynnpaHe Ha eCTUYEeCKns BKYyC B My6MYHOTO MPOCTPaHCTBO,
KOWTO ro npe/BpbLua B )XepTBa Ha aAMUHUCTPATUBHNSA NPON3BOII.

®dopmanHo geHocTTa Ha BuayanHus cemuHap 3aBbpluBa ¢ ny6nukaumsaTa Ha ,VIHTep-
denc Codua“. Ho Ton Hapanu we npectaHe fa cbluecTtsyBa. I He camo 3aloTo owe
npe3 2006 roguHa ce NpoBefoxa KOHPepeHumaTa u nsnoxoara ,[Ane kanutan® B Jpes-
O€eH, n3nonsealuy paspadoteHata B Codus ,MeTOaoNorms Ha 3acTbnBaHeTo Ha MeToao-
nornn®, HO 1 3aLlOTO € CamMo MbpBaTa OT HEO6XOQUMUTE HU NNaThopmu, popmynmpatm
rpynosara npo6nemarnka Ha e3uka Ha ny6MyHOTO NPOCTPaHCTBO. VpesTa fa ce yya-
CTBa B ,,0ONMTOMSIBAHETO Ha AMBaTa rpafcka cpeja” e BaXkHa Kpayka B TbPCEHETO Ha
ApYrn, OCBEH NoTpebuTenckara NaeHTUYHOCTH.

[a He roBopum, Ye fOpPY €dMH OT uneHoBeTe Ha EkcnepTHUA cbBeT Ha ceMuHapa, paspa-
60TBaN TEMU, N36upan CTUNeHAMaHTX 1 rnacysasn no NPOeKTUTe KM, Ncan 3a oCblue-
CTBEHUTE UM paboTu, yCns Aa ce 3abnyan oT nokaHarta 3a oTkpueaHe Ha Mysen 3a
cbBpemeHHo n3kycteo B Codus 1 ce ocb3Ha easa npeq ,6uswara” rapa MogysaHe... Taka
ye e Bb3MOXKHO CUTyauuaTa, onncaHa B Ha4anoTo Ha TO3M TeKCT — Janu NaowagbT ¢
HAKOralwHms MaB30en fexu aHec npen HauvoHanHata xyno)kecTseHa ranepus unm npeq,
HapopgHaTta 6aHka, na uma npogbmxeHune. Janu nbk cneq Bpeme copusHuM HAMa aa
cebp3sar NopysHe ¢ my3en?

Benexxkn

1. XynoxHukbT e Jlbuesap bosmxues. Cnyyast e n3nonsBaH B Heroeara MHcTanauus
~Ipagn/fom*, 1998, egHa oT paHHuUTe pa6oTu, noceeTeHn Ha Codus.
2. A6pesunatypa, npegsioxxeHa ot fpa by6HoBa.
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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 7" 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 lara Bubnova.
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Kpacumup Tepsues
CTUNEHANAHTCKM NPOEKT
,/13BUHETE, KO € To3u rpap?”, 2004

EavH nasap (HuBata Ha peka [lyHas),
Kaapu oT BUAEO

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

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




CTuneHanaHTn N N3n0XXKou
Resident Fellows
and Exhibitions

Vistial Seminar
.~ BudyaneH cemuHap
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Jlbuesap bospxues
CTUNEHAMAHTCKN NPOEKT
L,fopeL BusyaneH rpan“, 2003

Bpurapara Ha CtedaH
(v 3eTboBE), 06pa3 3a 6uUNGOpA

Bpurapara Ha CtedaH

(v 3eTboBE), GUNBGOPA HA
tacapara Ha HaumoHanHata
XynoxecTseHa ranepus, Copus

lopeLua NuHUs 3a BU3yanHu
HepeaHocTy (Buxpare nn
Codua?), dpparmeHTn

Mpe3ngeHT ALl — Bu3yanHa
HEePeaHoCT 2;

TenedoHHa NUHNS 32 BU3yanHu
HEPEAHOCTY;

KoHsT — Bi3yanHa HepegHocT 1

Most maxneHcku kntouap u Philips
(dparmeHT)

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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Mwuna MuneBa
CTMNEHANAHTCKM NPOEKT
»0a cu nsmucnuw Codus
Kato rnepka”“, 2003.
Coduiickn noLieHcKm
KapTuuKm

npes3 pasnuyHn Nepuoau
0T N3CNeABaHeTo

Milla Mineva
Fellowship project
“Conceiving Sofia

as a Sight”, 2003.
Sofia’s postcards from
different periods

from research project







Kpacumup Tep3ues
CTUNEHANAHTCKM NPOEKT
,/13BUHETE, Koii € To3u rpap?”, 2004

EanH dunm (vHcueHupoBka Ha dunmosa
npoayKuus), doTorpadus 1 Kagbp
0T fiBYKaHanHa B1aeonHcTanaums

CT0 aprymeHTa 3a U3KycTBO B 0OLLECTBEHOTO
NPOCTPaHCTBO,
Kambp 0T www.cityscales.net

EnHo mAcTo (meTcka nnowanka),
dotorpadus (pparmenTn)

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)







Ot kbM 32 Hacam, 2004, kagpu OT AByKaHaNHa BULEONHCTanauns

Therefrom Hereto, 2004, two channel video installation, video stills




X-tendo. CpopyxeHune 3a rpaackn
n3cnenBaHnsa cbe cpeacTaara
Ha U3KycTBaTa

CTMNEeHANaHTCKN NpoekT

,OT KbM 3a Hacam®, 2004

X-tendo. Association for City’s
Research with the Means

of the Arts

Fellowship project

“Therefrom Hereto”, 2004

KpatkoTpaitHi n gbArotpanHu
Cnean, KONTO YOBEK 0CTaBs B
rpaga, dotorpadus

Passing and long-term traces,
which man leaves in the city,
2004, photography
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l'eoprn F'ocnopuHos, flna leHoBa
CTMNeHANaHTCKN NpoekT

,VIHBEHTapHa KHUra Ha coumanuama“, 2004,
(dpparmenTn)

Bymunku Koka-Kona ¢ Hagnucy Ha kupunuua (npouss. |
cnen 1965 r.) n Ha natuHuua (Havanoto Ha XXI B.);
CanyH 3a npaHe apomaru3upaH,

X3 ,Teopru QumuTpos®, ueHa 0.19 nB.;
KapTtodobenauka, bakenutkoon, 1963 r.;
Bynka, yn. 06opuwe, Codus;

Cedepue 3a npeHacsiHe Ha XpaHa;

[pn6op 3a enekTpUYECKO NEYEHE Ha YYLLKN,
KY ,Benuko TbpHOBO“, 1975 T.

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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Bopuc Mucupkos, l'eopru boraaHoB
CtuneHanaHTckn NpoekT ,[1o cnegute Ha CBETNOTO
obpewwe”, 2005 r. (pparmenTn)

Cepusta (7 dotorpadum, TeKCT) ce 6a3npa BbpXy
WHTEPBIOTA C 0KONO 70 y4eHnKa OT rOPHUTE KNacoBe Ha
Tpu rumHasun B Codus. Temata Ha pasroBOpuUTE C TAX —
,KaKbB MCKaL fa cTaHew", ,kak BikHaw ceGe cu cnep
20-30 roguHn® — No3BONM 2 Habenexar OCHOBHUTE
MOCOKM B MEYTUTE HA MAAAEXUTE, KOUTO B MOMEHTA
3anoysar camoctosTenHus cu nvt. Qotorpadpuute
NPeACTaBAsBAT BU3yanu3aums Ha HAKOM OT Te3u MeuTu.

Jlio6omupa, 17 T.

Wcka mu ce pa ce 3aHumasam ¢ PR wnn ¢ peknama —
fia Ma MHOTO Xopa 0Kono mMeHe. MeuTas cu aa 0TBOpS
kace, oa cu nyckam Mosi My3uka Tam, Aa WaBat
npuatenute. [ipyroto e pa6ota, kadeTo e MeyTa.

LLle n3rnexpam aBTOPUTETHA...

bopsHa, 18 T.

Ha 80 roguHun cu ce NpeacTaBsm Kato BUCOKA, CbBCEM

C aKbna cu ctapa 6a6a. Okono MeHe — ropa, CTapa Kblua,
npocTn Me6enu, 6enn yapagu... Han-06MKHOBEHN
AbPBEHN HELLA.

Cnasn, 18 1.

Cnepn 20 roguHn ce BXKAAM 3af eAHO OFPOMHO 6iopo,

C MHOTO CTW/EH KOCTIOM, C 04Wna, 1 Fnegam CTporo.

LLle nmam Manko NoAYMHEHU, HO MHOTO J06pW. B Kbliata
Le MMa [KaKysun 3a LIEeCT YOBEKa, 3a NpusTenuTe.
OTBbH — OrpomeH ABop, 6aceitH 8x20 MeTpa, KOHIOWHSA
C NEeT KOHS. [laXe 1 CbpHUYKa LU CU B3EMa,

11 ABE HEMCKM OBYAPKU.

Kamenus, 17 r.

Ha net roguHu 1 nonoemHa pas6pax, Ye Uckam ja ctaHa
anBokar. Cera Lue cnefiBam HakasatenHo npaso. O6uuam
paboTara cu, Makap 4e He s paboTs oLLe.
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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

| would like to deal with PR or advertising —

I'd love to have plenty of people around.

| 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 | am 80 | 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 | see myself behind an enormous desk, with
a very stylish suit and looking authoritatively through my
glasses. | will have only few employees, but very good
ones. There will be a Jacuzzi for six people in my house,
for my friends. Qutside there will be a large yard,

a swimming pool, 8x20 m, and stables with five horses.
| will even get a little doe and two dogs.

Kamelia, 17

At the age of five and a half | already knew | wanted to be
a lawyer. Now | will study criminal law. | love my job
although | haven’t started practising it yet.






Csetna Kazanapcka
CuneHpuanTckn npoekT ,Mo mbTa Ha 76“ (TpaabT Npe3 npo3opeua Ha aBTobyca), 2005
10 nnakara, Tupax 500 6p. Bceku (hpparmeHTn)

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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MYCU3 MUSIZ
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26 anpun BTopHuK 2005 oT 19 vyaca
6uswara rapa lNoaysxe
crneunaneH roct Xpucrto Asawes
after party DJ Jun Jang

* MuHuCTepCTBO Ha KynTyparta 1 Typuama * MuUHUCTepCTEBO Ha TpaHcnopTta v cbobLUeHuATa
* www.musiz.hit.bg % musiz@abv.bg




NBan Mynos
CuneHpuantckn npoekt ,MYCU3 (My3eit 3a cbBpeMEHHO M3KYCTBO)®,
2005

KapTuuka n nnakar 3a ,,0TkpusaHeTo” Ha MYCI3

JlokymeHTanHu kappu oT BuReodunm oT XenbHUHra Npu ,,0TKpUBaHeTo"
Ha rapa NopysHe, Codus

Ilvan 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

MY3EH 3A

26 anpun sTopHuk 2005 ot 19 vaca
Guswara rapa MNoaysHe
‘cneumnane roct Xpuwcro Asawes

after party DJ Jun Jang




fisop Mpaes. CTUNeHaMaHTCKM NPoekT ,BusyanHa nonuums — tv simulacrum®, 2005

BupeontcTanaums, 7 Bugeodunma — cumynauum Ha npepasanusta ,MaHopama“, ,Mo cBeta uy Hac”, ,BuxTe Koii...”,
LJJeHaT 3anousa“, ,3awo He!“ Ha BHT n ,Koputapos Live“ Ha HoBa Tenesusus n paguo ,Hosa EBpona“.
W3rnen ot uHCTanaumaTa u kagpu 0T BUAEO

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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Xenutun
locTyBalw npoekT ,MokpusT 60knyk Ha XenutuH®, 2004

LlokymeHTaums ot mbphopmarca Ha nn. ,Moan Masen 11, nekumsta u nsnoxo6ara 8 ATA ueHTbp / ICU — Codus
Gelitin
Guest project “The Wet Waste of Gelitin”, 2004

Documentation from the performance at John-Paul Il Sq, the lecture and the show in ATA Center / ICA — Sofia
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Lo CHaiipep
locTyBaLy nNpoekT ,MpeanoxeHne 3a antepHaTMBHA KapTa
Ha Codma“, 2004

N3rneom ot nHctanaumsta B ATA ueHtbp / ICU — Codms
1 dparmeHTH 0T NpoekTa ,Fast Food“, 1998

B Kurait knueHTute Ha 3aseneHusta (KFC) 3a 6bp3o
XPaHeHe Ce MHCTPYKTUPAT Aa Ce XPaHsT C pbLie BMECTO C
Kneuku.

Hoc4r ce cnyxose, ye Mak[loHanac e Hail-ronemuat
TbProBCKM MOTPEGUTEN HA CATENNTHM N306paXeHs 3a
aHann3 Ha GbAeLLo pasnonaraHe Ha PecTopaHTU n
TOQWLUHM CPABHUTENHU OTYETH.

Ako 0TroBOPbT Ha U3MCKBAHUSATA HA MECTHATA KynTypa
03HayaBa fia pasLwnpuM 061YAIAHOTO CU MEHIO — LLE FO
Hanpasum. http://www.mcdonalds.com

B Kutaii ce Hanara noHsAkora opu3bT aa 3ameHin
MbPXXEHUTE KapTodu.

KpaiinbTHUTE PEecTOpaHT! UHCTAnMparT KOHTEHepHN 3a
60KIyK U3BbH TEPUTOPUSTA CUM 3apaai OTNaabLy,
0CTaBSiHM OT MELLEXOAUM 1 NPEMIUHABALLM
aBTOMOGUNNCTH.

Haii-ceepHusat Mak/loHangc e BCbLUHOCT Pa3nonoXeH Ha
ApkTideckus Kpbr, B rpag PosaHuemu, Qunnaqgusa
(obpxasa Ne35). http://www.mcdonalds.com

Hesasucumo nacnensare knacupa MonkosHuka (KFC)
KaTo BTOPY NO Pa3no3HaBaeMoCT CPES CBETOBHUTE
3HameHuTocTy. http://www.kfc.com

B Caynutcka Apa6bus mecTara 3a capaHe ca
pa3npesneneHu no non 1 CEMEHO NONOXEHNE.
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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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FoctyBaw npoekt RRR Kpuctun ge na Fapen
R R r\) N3noxoa ,,3aepbuwane B Yepsenara Pusnepa®, 2005 r. bpu3, 2005, kambp OT BUAEO

Kypatopu fpa by6HoBa, JTbuesap bosmkues

LleHTbp 32 Kyntypa u febat ,YepseHara kbwia“, Codus Christine de la Garenne

Breeze, 2005, video still

Guest project RRR

“Red Riviera Revisited” Exhibition, 2005

Curators lara Boubnova, Luchezar Boyadjiev

Red House Center for Culture and Debate, Sofia

i\ 24y

Onad Hukonaia

o y ~ [lpeacTasu ¢ Kblua Ha OCTPOB
Y N, s R 2 CB. BaH, 2005, uHcTanaums

: 2 (NpOEKT 1 MaKeT Ha Buna,
MOpPbYaHN OT XYLOXHUKA)

A 7
\ i

\ . Olaf Nikolai
‘.< Imagine a House on St lvan

(O} : ~ Island, 2005, installation

‘ \ : - (aproject and a model of a villa

e ' i ¥ commissioned by the artist)
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Bwa JlesanpoBckn

M3BbpBu nbT, 2005, MHCTanaums —

900 noLLeHCKM KapTuukn 0T YepHOMOpPKETO, U3npareHun
o6partHo ot lepmaHus 3a bbarapus

Via Levandowski
Go a Way, 2005, installation (900 postcards from the
Bulgarian seashore sent back from Germany)

*
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Poman Onpak

CbBMecTHO mbTyBaHe, 2005,
PUCYHKM Ha HENpodecuoHanHmu
XYLOXHULM N0 paskas Ha
aBTopa

Roman Ondak

A travel in Common, 2005,
drawings by non-professional
artists after author’s
descriptions

LLioH CHanpep
bes 3arnasue, 2005,
doTouHcTanaums

Sean Snyder
Untitled, 2005,
photoinstallation
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Ynpuke Kywen
TioHu, Kaaum, ApkytuHo, 2005, potorpadus (dparmeHTn ot cepusta)

Ulrike Kuschel
Dyuni, Kavatsi, Arkutino, 2005, photography (fragments from the series)
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B CTASITA, MET A YETBBPT...

21-pata MuHyTa

LlecT Yaca w noro-
BUHA NO-KbCHO T8 €&
spbLIAT BeambneHa,
THA QMPEKTHO Ce
Haco4ea KM MAHK=
Gapa v nanpa3sea
mankarta ByTmnka

yaexHanm 6eapa-

Cpos Beve n_irecrer-
Har kopem. Te
JaT: Ak : wamnaHcKo.
nexar B”:fg:;g-;% Tow BKAlQUBa TENe-
ocrasar, : auaopa. Cnep To8a
asgar uaropeHata

ce aaqepBy.
2 ¢ NOCWOH.

" CUAHO.

buprut bpenep
Typuctuuecka areHuus ,QoptyHa“, 2005, nHcTanaums

Birgit Brener
Fortuna Tourist Agency, 2005, installation



Yact nbpBa / Part One
[pagbT 6€3 KavecTBa
The City

with No Qualities



AHren B. AHrenoB

Mpupoparta B Codua — acoumanHa nycroul

“

,Crescit, desintegrat
,Pacte, pasnapga ce” (nat.)

JKunsHeHata cpepa B Codus H1 Npennara Bb3MOXHOCT Aa aHanua3upame AeflTHuYHuTe
06pasmn Ha NpaLMoHaNTHOCTTa, Xaoca, U YyXXA0CTTa, KOMTO CbbTCTBAT NPEBPBLLAHETO Ha
rpapa B metpononuc. O6utaBame NPOCTPaAHCTBA, NIULLEHN OT KyNTypa — B OCHOBHOTO 3Ha-
YeHne Ha gymarta — OT rprka, nogabprxaHe U pecrneKkT KbM TaX. npOCTpaHCTBa, B KOUTO
KynTypara ,e nogmesana‘“, saryéuna e coumanHute cu xapakrepuctuku. (Cb)yyactsame B
MoBeQEeHNs, Ype3 KOMTO rpaabT Aerpaampa 4o npupoaa, 3a KoUTo He Baxkat coumasnim
HOPMMU, KaKTO 1 06paTHO, B NMO-PedKNTE ONUTK 3a NPEBPbLUAHE HA HNYMUTE NPOCTPaHCTBA
B coumanHa cpepa. lMopg npupopa paséupam He NapkoBETE U rpaauHNUTE, a n3tnackaHara
nprpoaa, KosTo ce 3aBpblua KaTo MycTow B NPOCTPaHCTBOTO Ha rpaaa, B o6pasu Ha
couuasnHus perpec, KONTO NOBEYE HE MOXXE [ia Ce OBnajee, 3atoBa Mnopaxaa 035106/e-
HVEe N HECUFYPHOCT, CbLUEBPEMEHHO Ce MPecTpyBame, Ye 3annaxaTa He CbLLeCTBYBA.
3aBbpHanara ce B 06pasu Ha nycTowTa narnackaHa npypoga 6vsa He camo TbprsHa, HO
1 NOCTOSIHHO NMPOU3BEXdaHa OT YNEHOBETE Ha O6LLIHOCTTa, KOUTO Ca eQHOBPEMEHHO B
ponsTa Ha U3BbPLUUTENN U XXEPTBU. TEKCTLT 6Ero TemaTnaupa 1 coumanHo-ncuxmnyHaTa
atMocdepa — CbUYEeTaHNETO OT anatus U BPpaXKAeGHOCT, KOATO MOTVBMUPA NOBEAEHUETO Ha
Xopara B rpaja He camo fa Aonyckar, HO 1 2 NOAKPEnsT CbLLECTBYBAaHETO Ha TakmBa
npocTpaHcTea.

OpraHusauusTa Ha cpefaTta B XXUINLWHUTE KOMMMEKCH, NPOEKTMPaHU 1 CTPOEHWN Npe3
BTOpaTta nonosuHa Ha 50-Te roamHu, BCe OLLe Harnopo6sBa ctapaTa rpaacka CTpykTypa —
Hanuuve Ha ynmum, TPEBHW MIOLLM, HANOMHSLLW rpadnHi Npeq, JOMOBETe, 6JI0KOBE, YMSTO
BMCOYMHA HE HAOXBbPA CpefHaTa 3a rpaja, npecuyalum ce nof npas brbn aneun. Tosa
CbyeTaHne OT BCE OLLE HEMPOSIBEH U3LAN0 COLMann3bM 1 NpeaniuHa 6yp>Koa3HOCT MOXXE
fa ce Buam u gHec. OT Hayanoto/ cpeparta Ha 60-Te roguHN B HOBUTE TOraBa KOMMIEKCH
— N3T10K, [eo MuneB n oco6eHo MnagocT (npepgnonaram, Ye UMETO € NOAGPAaHO KaTo
HecKprBaHa nogurpaska), U No-KbCHO JIloNNH — rpagcKoTo NPOCTPaHCTBO MMMNI03Mpa,
npes3ema npupoparta okono Codus, 6e3 aa A paumoHanuaupa goépe n 6e3 fa ce Cbob-
passiBa C Hesl, Taka ye ,acambnakbT* Ha XUNWLLEH 6MOK, M36ysana uapesnua u nacso
CTafo usrnexxaa 3a M3BECTHO Bpeme o6uyaeH. Mpunmkute cbC CTapoTo rpapcko npo-
CTPaHCTBO HamasnsBsar, HOBOTO € NMPOCTPAHCTBO Ha 6e3rpuKmne 1 aHOHMMHOCT.

BmecTo o6uuanHaTa rpagcka nogpenba, npeanonarawa pasHoo6pas3Hiy OTHOLIEHUS
MeXay 3aTBOPEHU 1 OTBOPEHU NPOCTPAHCTBA, MeXAy orpaHuyaBaHe 1 0CBO6OXAaBaHe —
AMHaMVKa — Ha 3pUTENHOTO NoJie, N306LL0 pasrpbllaHe 1 NpecrnyaHe Ha 3pUTENHN CloXe-
TW, KaKTO YCNOBUS 3a NPUOBWKBAHE 1 KOMYHUKaUWs, B KOMMeKcuTe nogo6Ha ¢peHomeHo-
Nornsi Ha NPOCTPaHCTBOTO OTChbCTBA. briokoBe — 060CO6EHU 1 OTKbCHATU MOMEXY CU
Ky60B€e uv CneneHn B NperpagHu cTeHn (anio3us 3a ynuua?); npocTpaHcTBara Mexay
TSIX, YNETO NpecunyaHe B GyKBaneH, a He B CMBOJIEH MNfaH, € 3aTPyAHEHO, YeCTO U
HEBB3MOXXHO — 1 IBETE Ca 06pa3n Ha OcyeTeHa KOMYyHUKATUBHOCT U CETMBHA anatus. /1 B
rpapa KOMyHUKaTMBHOCTTA 1 YCNOBMSTa 3a coumanmampaHe ca NoCTOSIHHO NoapuBaHu,
akKo He ce nonarar ycunus 3a NoanbpXXaHeTo MM, HO B KOMMNEKCUTE COLMANN3NPaHETO e
OTpeYeHo nopaaun 3anycTeHMeTo Ha NPOCTPAHCTBOTO U NMOopaamn TexHmyeckara CTpykTypa
Ha 61oOKOBETE, palobLiaBalla 1 NponsBexxaalla KOHPIMKTHOCT cpen obutatenmTe. AKo
rPafackoTo NPOCTPAHCTBO 61 MOTO Aa Cb3[aBa Harfiacu 3a CBbP3aHOCT, NMPEXOAN U pas-
HOOGpasue, MPOCTPAHCTBOTO Ha KOMMEKCUTE Bb3MPENSATCTBA Bb3MOXHOCTTA 3a TSX.
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Angel V. Angelov
Nature in Sofia: an Asocial Waste Land

”

“Crescit, desintegrat

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 | 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 — | 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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JKnBeelwmsT B KOMNNEKCUTE U XXUTENAT B rpaackara cpeda UMaT NpoTUBOMNONOXHM
rewjanT 3a rpaf U CbOTBETHO Ha TOBa Hecxoxaally ce noBeaeHus. Ctapara rpaacka
cTpykTypa Ha Codus 61Ba paspylleHa He TOJIKOBa OT MHOTOTO XOpa, KOMIKOTO OT ¢popMu-
paHusa Npe3 6e300MHOCTTa U Xaoca Ha XUNWLLHMS KOMMIEKC relanT 3a rpaga kaTto 3a
acoumarnHa (Bpaxmae6Ha 1 Yyaa) cpeaa, Cpelly KOATo eAMHCTBeHaTa 3aliuTa e arpecus-
Ta. TO3u rewiTanT ce okasa No-KbCHO 1 aHTUeKonornyeH. NMocTeneHHo rpaackaTa cpeaa
3arnoyHa fa Hanopo6sBa Ta3n Ha KOMMIeKcuTe.

HakpaTko, OoT HayanoTo Ha 60-Te roguHu rpaackata TepuTtopus Ha Codusa ce paswmpssa
pas3TounTeNHO, 6€3 HAJIMUYMETO Ha CbBPEMEHHa NHPACTYKTypa 1 6e3 ycnoeusa 3a couuna-
nuaupaHe Ha obutatenute. C BpeMeTo NpOCTPaHCTBOTO MexXxay 6r1okoBeTe ,noaussBa‘“ n
3anouyBa Ja ce npespblua B cmetule. Mexxay6noKoBOTO MPOCTPAHCTBO HE NPUHAaANEXN
Ha o6buTaTennTe Ha GIIOKOBETE, TO € NpUTEXaHne Ha o6LUMHaTa 1 B TO3M CMUCHIT € HUYKE.
Taka e OT rfegHa Touka Ha npaBHaTta pernameHTauus. [anm o6aye NnoBegeHNeTo Ha 6e3-
CTOMaHCTBEHOCT HE Ce MOTVBUPA HE-NMO-ManKo OT YCELLAHETO 32 HEYIOT, YyXXAOCT U BpaXk-
[e6HOCT, BHYLIABAHO OT XXUIMLWHUTE KOMMnekcn? BneuyatneHneTo e, ue 610KoBeTe ca
3acTposiBaHM Ha napue, Csikall e nunceasna Bosa 3a UsanocTHa nogpenba unm nbk ce e
fencTBasno no Hefo6pe cbriacyBaHy MiaHoBe.

[B/KEeHNeTo Ha OTAeNHUS YoBeK obave
He CaMO B KomnnekcuTte, HO 1N B uenna
rpag He e NogKpeneHo, a 3aTpyaHeEHo,
nopaau KOeTo, Korato HarycHe geTcka-
Ta 1 MNagexkara Bb3pacT, Ha TAnoTo
HenpekbCcHaTo 6vBa HanoMHSAHO, ye
roaMHUTE Ha MBKABOCT U 604POCT ca
OTMWHANM 1 NOKBUTE, OYMNKATE, KanTa,
N3POBEHUTE MNTOYKN, NEOLT Ca ce npe-
BbpHann B npenAaTcTene 1 3anjaxa n
nofckKavyaHeTo MexXxay TsX BeUe He Hocu
papocT. OT egHa Bb3pacT HACETHE Mpu-
OBWKBaHETO N3 Cobdus e yHIKeHume.
Xopata (kouTo Nnto6e3HO Hapuyame
~HEBaNMOHN), KOUTO MbUYNTENHO UNN
camo C uy>xfa nomoLy, Morar fa ce OBu-
XaT, Ha Tax NpocTpaHcTBoTO Ha Codus
oTpuya NpaBoTO 3a CBO60AHO NpUABMXBaHE, N30nMpa M, AEMOHCTPUpPA BCe cbhluata
acoumanHocT. VI no cxoeH HaunH 3a 6e6eLlkn KONUYKK, Manky feua 1 Bb3pacTHU Xopa.
HepocTtnret Ha dusmnuecka cuna ce okassa MopasneH AedekT, a AeEMOHCTpauuaTa Ha cuna
— po6popeTen; ocurypsisa cCoumMasnHoCT, KakTo B npupopara. HaBsapHo 3aTtoBa 13 ynuuure
Ha Codus 3annaxuTe ca obmyaeH peyes akT. TANOTO He € CPeaCcTBO 3a ABVKEHME, a 3a
npeoaonigsaHe Ha NpenAaTcTBuA. TANOTO € B MOCTOSIHHO M3nutaHue cnpamMo 3aniaxure,
BUAVMU U NpegronaraemMu, Ha T. Hap. XKun3HeHa cpepga. MNocTosHHO € ycellaHeTo, ve cpe-
Jata He Te NoaabpiKa, Ye OKOJIHOTO MPOCTPaHCTBO He Te nogkpens. [enHnyHaTa HacTpb-
XHanocT Ha xoparta B Codus e cneacTBue OT yCeLaHeTo, Ye ce ABWKNMLW B Cpeaa Ha
NlaTeHTHa nnn npogaseHa Bpa)Kﬂe6HOCT.

AKO MpPOCTPaHCTBOTO MexXay 6110KOBETE € HNYME, KOE NPOCTPAHCTBO € NMpMeMaHo 3a Cob-
CTBEHO, 3a KOETO C MOBEAEHNETO CM HOCUM OTrOBOPHOCT? CbriacHo pasnopenbtara Ha
obLyHaTa obuTaTennTe ce 3adb/hKaBar Aa nouncTeaT NPOCTPaHCTBO ¢ 06xBat 20 meTpa
okono crpagute. Ho TbKMO NpPOCTPaHCTBOTO OKOJIO CrpadnTe € U3MbHEHO C 6OKNyLM
noBeye OT BCUYKO OcTaHasno. [pa3sHy onakoBKW OT XPaHWUTENHW NPOOYKTN BECENIO Ce BUX-
psT u3 rpaga Codus. Ypes nasapa v peknamarta crnef kpas Ha couyanmama ce npowus -
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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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BEXAaT 06EMHU XXenaHust 3a KOHCyMaLuus OCO6EHO Ha ONakOBaHW XPaHUTENHN apTUKYSIW.
la3um n3 6oknyun, [EMOHCTPUpAaLLM KO NoTpebneHne, HaasrBallo 6egHocTTa. He 6ewe
npomn3BefeHa 3arpuxeHoCT KbM rpafckaTa cpefa, HATO Mpeka 3a paunoHanHo ynaBsHe
Ha oTnagbLMTe, KOSTO fla Cb3[aBa U nopabprka eqHo ekooTHoweHne. KoHcymaumsita ce
npeo6pa3sysBa B 3aMbpCsBaHe, BbB BPXXAEGHOCT; Npom3BeXxaalla nycToL, KOSTO Mbk
3aTBbpPXKAaBa YCelaHeTo 3a XXUBEEHE BbB BpaXkae6Ha U vy>kaa cpeaa, CrpsmMo KOsiTo
OCHOBHUST XKECT HE € rpuxa, a arpecus U OTMbLUEHME.

3aenHo ¢ 6oknyumnTe, 3anmeawim Codus, ce nosisuxa xopara, KOMTo Ce npexpaHear oT
TX. Te ca CbOPBLXKEHUN C KOSNIMUKM U TOP6M, PSAAKO C KOH M Kapyua. BuabT Ha KOHeTe 1
Xopara n3faBa HefoxpaHBaHe. KyyeTo, MoHsKora MHOrO Ky4yeTa, € CMbTHUKBT Ha Npex-
paHBalmTe ce OT 6oknyuuTe. B ToBa OTHOLWEHME 6€300MHOTO XXMBOTHO U YOBEKDLT Ca
N3paBHEHW, HO HE B MfiaHa Ha KynTypara, a Bbpxy HUUMsATa TEPUTOPUS Ha N3XBbPIIEHUTE
N3BbH coumanHocTTa.

Mo cxodeH HauuH e CbC CTLABULLETO. TO CbLUO € YyXKA0 MPOCTPAHCTBO, KbM KOETO Ce
nposiBsiBa Makap 1 He npsika BpaXXaebHOCT, HO paBHOAyLIME; CThIGULLETO CbLLO 6ABHO
perpagmpa go nycrow. Cturanky oo BxogHaTta Bparta Ha anaptameHTa, 3abens3same, yue
nuncaTa Ha Ta6enku ¢ MMeHaTa Ha >XMBEELLMTE e Mo-4yecTa OT HanuuneTo um. Bneuatne-
HMeTO €, ye xutenute Ha Codus B CBOSATA LANOCT ca TyK 3a KpaTko, vita brevis, nopaau
KOETO HE CaMO He ce 3Hae KOW XKuBee, HO BXOJOBETE Ha GJIOKOBETE 13aaBat noseaeHue
KaTo npean HanyckaHe. [ecTBuTeNHaTa NpuinHa 3a Ta3n aHOHMMHOCT U NpUKpuBaHe
e fa e nuncarta Ha OTrOBOPHOCT 3a NPUCHCTBMETO, 32 CO6CTBEHOTO XUBeEeHe. XXunuie-
TO € 6e3MMEHHO, KaKTO U NPOCTPaHCTBOTO MEXAyY 6/10KoBeTe. KNBEEHETO €
nonyoTcbCTBME, CbCTOAHME Ha NoTeHuManHoO n3octaBsaHe. ‘-IeprapCKa apxauka.

CmsaTam, ye KakTo xxutenute Ha Codus He 3HaAT B MOBEOEHNETO CU, Y€ CbLLECTBYBA
HeLLo, KOeTO Ce Hapuya Npupoaa, No CbLUUS HAYUH HE 3HaeM, Ye CbLLECTBYBAT Opyru
Xopa OCBeH Hac. BanngHu ca camo co6CTBEHUTE XenaHus, a He Cnas3BaHeTo Ha YCNOBHO-
CTV 1 NpaBuna, Cb3gasallm OCHoBaTa Ha Bcaka couunanHocT. [paxxpaHute Ha Codus
LEeMOHCTpUpaT NHGaHTUIN3bM, 32 YMETO NPEOOONABAHE CY CTPyBa oblmHaTa ga o63ase-
[l MHOroo6pasHu NCuUxoTepaneBTNUYHN NPakTUKN. ToBa 61 HU U3MbKHANO OT CbCTOSHUETO
Ha HepedIEKTUBHO CHXXUTENCTBO U eroLeHTpuUHN xenaHus. 3awoto B Codusa ctaBa
Oyma He 3a CouManHoCT, a 3a CbXXUTENCTBO MO NpuHyda. [JpyrusTt e Bb3npuemaH camo
KaTo NpensaTcTBME B NPOCTPaHCTBOTO, KOETO Tps6Ba Aa 6bae OTCTPaAHEHO UMK
3a06UKONEHO.

AHOHMMHOCTTa Ha XXMBEEHETO Ce CbyeTaBa C MUTUYHA YH6EOeHOCT, Ye ce Hamupame B
LeHTbpa Ha cBeTa. AKo ce onutame Aa pasbepem, NPUCTUraNKN Ha HAKOS OT COPUNCKNTE
rapu Kbae ce Hamvpame, we Tpsabea aa oTnaeM A0 K3xoaa, 3a Aa NpoyeTem Kos e rapa-
Ta. nn nckame pa ce opmeHtupame B COPUNCKNA rpaackm TpaHCnopT. ToBa € Bb3MOXXHO
caMo aKo rnpeasapuTenHo 3HaeM Kbie ce Hamupame 1 Kak Aa CTUrHem [0 XXesnaHoTo
MSICTO.

AKO Cu vyxgeHeL, — aa Cu Hayunn 6barapcku unm no-goépe aa He uasaw Tyk. Ho n ga cu
Hayuun, opueHTMpaHeTo T 13 rpaga Copus HaAMa ga ce nogoo6pu. siBsea ce npeq ouuTe
Bu (H1) npeBo3HO cpeacTso ¢ Ne 76. OT Harnega HeABYCMICNEHO Ce NPOyMsBa, Ye e
aBTOGYC M BTOPO Ye e OT rpafckus TpaHCMNopT, MapLpyTbT 06aye e 3aragbyeH. [MoHakora
Ha 4enoTo Ha aBTobyca ce yeTe Bahnstrasse U unu Nickolausweg, HO n3rnexxga tesu
JecTuHauun Beve He ca gencteutenHu. MacToTo 3a HOMepa B ropHarta 4acT Ha rbpba Ha
aBTO6yca 06MKHOBEHO MOKa3Ba CaMo lamnara, ocBeTsBana Hskora Homepa, 1 Agserte cTa-
Hanm HeHyXHM TyK.
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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.
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JoBONHM cMe, Ye rpafcKuaT TpaHCNopT M306LWo ro uva. ETo, kasear, B no-HanpegHanu
rPafCKy KOMyHM KaTto JIoc AHIMKENNC Takbs M306LL0 HAMAno' . Bce nak HAKaKeW 3Haum
BCEKM vyxxaeHew, pasuuta: Change, Coca Cola, TDK, L&M. Manko nu e? Hukakea mucon,
ye e Bb3MOXXHO C TO3M TPaHCMNOPT Aa MbTyBaT M XOpa, KOUTO He ro no3HasaTt. OpueHTupa-
HETO CTaBa Ype3 NuTaHe, KakTo Ha ceno. Cutyauusita ,,HEBb3MOXXHOCT 32 OpueHTUpaHe”
e noctosiHHa B Codus. Ta nokassa He camo, Ye Te3n, KOUTO ca TyK, ca EAUHCTBEHO BaXK-
HUTE, HO 1 Ye HAMa Opyru, 3a KOUTO JOCTbMbLT U OPUEHTUPAHETO B rpafa Aa ca YNeCHEHU.
MpensTcTBUSATA B MHPPACTPYKTYpaTa ca KOMyHUKaTUBHY Nperpaaun, o6o3Havyasaliy Hego-
cTura Ha OTKpuUTa U KOMyHMKaTuBHa couuanHocT. HanpoTtus, ynopcTea ce B 3aTBapsHETO
1 paspyxara. [ynkute no nbTuwara, Heyao6HUAT U TbMEH FpafcKy TpaHCcnopT, Tpamsau-
Te, B KOUTO TeMnepaTtyparta 31MHO BPEME e MoYTK N3paBHeHa C BbHLIHATA, AereHepupa-
LKTE CNEed HAKOMKO Meceua ynoTpeba peumnkampaHn HEMCKW aBToGyCcU aemocTpupar
OTMbCTUTENIHA Hacnafa OT NMPOU3BEXXAAHETO Ha pa3pyxa U Ha 3annaxa 3a apyrus. Henos-
HaBawwmaT Codus, rpaxkgaHnH Ha Bbarapus unn Ha gpyra obp)xaea, € NpefocTaBeH Ha
cebe cu, TON He MOXKE [a pa3umTa Ha NMOAKPEnsLLA ro MpeXka OT OPUEHTUPALLM 3HAUN.
BneuaTtneHnerto e 3a nunca Ha Bonsa 3a opraHm3auus, 3a nobpa ypenéa. ymu kaTo
LCoumanHa connaapHocT® Tpsibea Aa ce TbiKyBaT TYK camo B njiaHa Ha Bb3BULLEHN Meu-
TaHus. Mo-ymecTHaTa xapakTepucTiika e 3a 06pasu 1 NoBeaeHNs B NOCoKa KbM acouuar-
HocTTa.

~,Han-onacHo e“, rnacu npeaynpeanTenHo-MpoHNYEH n3pas, ,,4a npecuyail Ha 3eneHo.”
OT efHa cTpaHa n3pasbT TpsabBa fa onpaspaae CKIIOHHOCTTA fa Ce Npecuya Ha JyepBe-
HO, KOETO Ce 1 MpaBu, 3alL0TO KaKTO Ka3ax, COPUNCKNAT XXUTEN € BOOEH EAUHCTBEHO OT
CBOETO XXenaHue, O0pY KOrato TOBa )KenaHre € CBbp3aHo CbC 3annaxa 3a »usoTta My,
a He OT CbOBpPas3ABaLLO yyacTMe B Mpexxa OT OTHOLUEHUS, YNSTO perynnpaHocT cb3gasa
HanpyMep MOMEHTHaTa CbrlacyBaHOCT (O6LLHOCT 1 B3aMHO 3aunTaHe) Ha BCAKO Kpb-
ctoBuwe. OT gpyra cTpaHa CoOMeHaTuAT n3pas € camarta peasnHocT: ,Ha 3e/1eH0"
newexofeubT He BHUMAaBa, ToM nvia npaso ga rnpeceve. Ho ToBa npaBo e HeBanuaHoO 3a
noBefeHneTo Ha Wwodbopa, KOWTO N3yakBa camo Mo NPUHyAa, 3awoTo NeprneHanKynsap-
HO Ha HeroeaTta KoJia Teue HernpekbCcHaT MOTOK OT KOMW 1 TOW e 3annalleH, ako He cnpe,
[a ce Bpexe B Tax. [lewexogeubT He e 3annaxa 3a aBTomo6una, 3aToBa LWodbopbT
MO>Xe Aa NPEeMVHE ,Ha YepBEHO" 1 Aa ro HaTMpK KaTo 3aek Uim ga ro ,nomere” Ha CKo-
poOCT C AeceH 3aBou. [NewexopeubT e gpyrusaT — npeyka 3a oTcTpaHsasaHe. B ta3n
cpepfa Bb3pacTHUTe, Aeuarta 1 MHBanMauTe ca HexxenaHu. Tenata UM He ce cnpaBsT
YEBPBLCTO C NPENnSaTCTBUATA. Te€ HEe caMo ca MPEeYKU, HO U HEe MOraT Aa OTCTPaHAT HUKO-
ro. HenpurogHocT.

’KnBeex B kBapTasn, B KOWTO Gelle 061yaiHO HAKOM Ja NpeBpblla anapramMmeHTa cu B
[AMCKOTEKa [0 CYTPUHTA, KaTo KbM My3uKaTa ce Jobassxa BUKOBE U CBUpPKaHus. MpasHu-
KbT HA €HOTO Ce MPEeBPbLUALLE B HaKa3aHNe 3a HAKOJSIKO BXOAa, YNUTO obuTaTenn He
MoXXexa ga 3acnsrt. lNpasHyBalie ce B NPasHNYHN 1 B OEMHUYHW HOLLM, & NaHENbT e
[06Gbp NPOBOAHMK 3a 3Byka. CTpyBa Mu ce, 6elue npe3d 1995, korato MeamuTe cbobLumxa
3a Mnagex, KouTo 6un 3acTpensH no cnegHus noesopf. B anaptameHT yecTo ce npasenu
LUYMHW NPasHULM, KOUTO NPEBPBLLANN XXNBOTA HA CbCEONTE B MbUEHME Ype3 My3uKa.
KoH®NuKTLT Mexay mnagexa u 1iobutens Ha CUMHUS 3BYK ecKanupan 1 3aBbplumni CbC
3acTpenBaHeTo Ha Mnagexa. Tonm HaBAPHO € HacTosBan 3a TULLINHA, HO HE CbBCEM Y4Tu-
BO, U3BaJEH OT paBHOBECKE OT LyMa, CbCedbT MbK HAMepWn 3a yMEeCTHO Aa ro 3acTpens,
3a fa [06aBu KbM 3BYKOBOTO M Apyro Hacunue. Tyk n3pasbT ,eKonorus Ha 3syka“ 6u 6un
rpoteckos. [Mpegnonaram, Ye BCUYKN CME BUNMN U3NOXKEHN A0 CTENEH Ha nonyassaHe ot
3BYKOBOTO CMa3BaHe, KOEeTO yrnpaXkHABa Hag Hac Heunn NpasHukK, a CUrypHo 1 MHO3unHa
cpeq Hac ca ro npoussexpganu. [pasHuk, B KONTO OTMNYLIEHOTO 03106MeHre cakal e
noseue o1 pagoctra. OnuTnTe 3a 069CHEHNE, Ye 3BYKbT HaBNn3a B CbCefHuTe anapra-
MEHTU U1 Ye TOBa € BUfA arpecusi, Ce Co6/TbCKBaT C HAMa noYvyaa Win ¢ Bb3MYyLLEHNE U MTHAB,
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If you are a foreigner, you either have to speak Bulgarian or better dont 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 say'. 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 | 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.

| 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, | 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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Ye ce ocrnopBaa Heune yooBoncTBMEe. 3ByKoBaTa arpecusi e obunyarHa 3a Codus. Ta He ce
onpepens Kato NPecTbNHOCT, MPaBOTO € BUHArK Ha CTpaHarta Ha no-mollHaTa ayauoypen-
6a. Tyk npuHUUNbT ,audiatur et altera pars” akyCTMYHO HE MOXXe a ce NPUoXn 1 Cnepo-
BaTeSIHO N306LLO HE MOXXE.

B npu3emHuUTE 1 NApTEPHU ETaXKM Ha
6/10KOBE 1 KOOMepaLmmn ca 0OTBOPEHU
kadeHeTa — coumanHy cpegumiia no
onpegeneHne, YAMTO 3BYLM KbCHO Beyep
paHo HoLLeM ce BHeapsBaT B CbHMULLATA
Ha o6uTaTeNMTe OT NO-FOPHUTE ETAXKMU.
KadeHeTara, pasbupa ce, 3annawar
Haem 3a HacTaHsiBaHEeTO CW, Taka ue
oLle B JOrOBOPHOTO OTHOLUEHWE € 3arer-
Hana pasmsHaTa Ha HaeMm CpeLLy CMyTeH
CbH. HaembT Ha KadeHeTo, ¢ apyru
oymu, TpsbBa fa ce cxsalla 1 KaTto
3annataHe Ha ,BpeaHn” no MecToXuBe-
eHe, KOeTO BCe Mak e yTeLnTesHO,
3aWoTO HMKOW He nannawa ,BpenHn 3a
aBTOMOBWNHMTE cMpeHn. Be3anpruemame
M KaTo CBUCTEHETO Ha BSATbpa, Npupoga-
HO fAIBJIEHME, KOETO HE € MOABMACTHO Ha coumyma, He 61 6110 OCHOBATENHO Aa OYakBa-
Me, Ye TON we i perynupa. JoMUHMPpaLLMST CbCTaBeH cayHa Ha rpaga Codus usnbusa
cbluaTa 3annaxa, BpaXaebHOCT 1 HE3HaEeHe 3a CbLUECTBYBAHETO Ha APYrns, KaKTo 1
OCTaHanoTo NpoCTPaHCTBO.

Jokarto nuwa Te3un pefose OT CbCeAeH 610K AbHN My3uka. /I noHexe e KbCHO npe3
HOLWTa, 3BbHA Ha nonnunsaTa, MATanKN rm ¢ npuTecHeHne (I/I KaTto nv ce I/ISBI/IHﬂBaM) nanu
Te Morar [ja HanpaBsiT Taka, Ye cunarta Ha 3Byka da noHamarnee. Te ce nHTepecysart OT
Mosi apgpec, TenedoHeH HOMEpP U IMYHO MMe, 3a Aa BepuduumpaTt MICTUHHOCTTa Ha noga-
[eHnsa curHan. He ce cnopasymsBame, 3awoTo a3 He UCKaMm fa cv fgam TenedoHHUs
HOoMep Ha nonuumaTa. 3awo He nckam?

3a pa He n3rnexga, vye yegHakBsaBam arpecus 1 acouuanHocT, Heka aa fgam gpyr npumep,
BMeyaTnuia Me C KpoTkarta cu acoumanHocT. B 6uénuotekarta Ha ,[boTe-uHCTUTYT" Npean
MeH Bpbllalle KHUIM 1 nckalle ga 3aeme HOBU OKONOo veTnpuageceT-roguieH Mbxx. CJ'Iy-
XuTenkara My noucka ymMtaTtenckara kapra, N0 YAATO HOMEP MMETO Ha YmTaTens 6bpP30
6uBa OTKpMBaHO B KapToTekata. ,He s Hocs. — ka3a Ton. VI po6asu ropgo. — ,A3 cu nmam
npuHumMnn.“ UHpaHTunHara My ropgocT, ye ce oTnmnyasa oT ApYruTe OYeBMOHO HEe Oory-
cKalwe MWUCbATa, Ye ,MpUHUMNUTE” My 3aTpyaHaBaT pabotaTa Ha 6uénuotekapkara n
3a6aBAT ApyruTe untaTenn Ha onaiwkara, Ye HEHOCEHETO Ha uniTaTenckara kapta B Chny-
yas e ApebeH, KpOTbK 1 acoLmaneH »XecT.

~L€BETOEeCEeT NneBeHYaHn OHEBHO Mosyyasat TpaBmMy Npy NagaHe no 3anefeHuTe ynmuu.
B cyTpelwHuTe yacoBe NocTbnBaT MO LWECTAECET AyLn CbC CUYNEHW U U3KbIAYEHN Kpaka
1 pble B KNIMHMKaTa no opToneaus 1 Tpasmatosorus. MNoseve ot 20 ca cuynBaHusTa Ha
TasobenpeHaTa crtasa npes nocnegHute 10 oHKU, cboblumxa oT cblarta KnmHuka.” (B. KoH-
TUHeHT, 11.02.98, c. 2) B HauanoTto Ha Bcsika 3nma Bcuykn B Codpus ouyakBame C npepyce-
TeHa OT oTraTBaHeTo Hacnaga kntovosaTa ¢ppasa: ,Ta3u rogmHa aumara Hu n3HeHaga.“
®pasara e puTyanHa, Ta TpsA6Ba Aa 065CHN 3alL0 NakK OCHOBHUTE MbTULA, 3a TPOToapuUTe
He cTaBa ayma, He ca nocunaHu ¢ MsAChbK UK C KakBOTO € Heobxoaumo. Mopaau Tasn
npenBuaMma n3HeHaga ctaBar KatacTpodu 1 3a0pbCTBAHWS U UMa MHOFO pa3Xof, Ha Hep-
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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. | 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 | write this, the neighboring block of flats is thumping with loud music. And because it
is late at night, | call the police and ask them with some embarrassment (and | 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 | refuse to give my phone number to the police. Why don't |
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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BHa eHeprua. O6wmHaTa He pasnonara ¢ JocTaTbyHa TEXHUKA 1 Xopa (a Moxe 61 Haw-
BEYe C NornucTuka), 3a fa obesonacu NbTuwaTa u ynuuuTe Ha teputopusta Ha Coodus.
ToBa e Taka, HO KakBO NpasAT rpaxxgaHuTe? V3rnexna, ye 1 Tax 3umara ri usHeHansa,
3alloTO Te CbLOo He noYnucTeaTt NbTeKnTe npen Bxoaosete, na He roBopnM 3a O6LLI,I/ITe
TpoToapu. Ho gopu cTbnéute Nnpen BXOQOBETE HE Ce MOCMUMBAT CbC COM U NACHK. Moun-
CTBAHETO Ha CHera rpaXkgaHuTe ca genermpanu Ha ClbHLUETO U KPbroOBbPTEHETO Ha 3eMsi-
Ta B MOCOKa KbM nponetTa. HalwmsaT Bxog CbLUO € Cpef, ClbHUENOKNOHHMUMTE. M3knioue-
HMsiTa ca TONKOBa Marnko, ye ce 3a6ens3sart BefHara u NpeansBrKBaT Bb3rflack Ha Bb3-
xuiieHne. [lopn CO6CTBEHOTO TAMIO HE € CBOe B CMUCHMA Ha Cb3faBaHe Ha COLManHocT,
Ha 06CTaHOBKa, B KOETO TO fia Ce YyBCTBA MOAKPENEHO. M3rnexxaa, Ye XUBOTbT U3NCKBA
ycnoBus, a TaxHaTa ypenba B Codus e TpyoHa.

EpHata oT cHUMKNTE (kakBuTO, 6€3 fa CbM Ce cTapas 0CO6eHO, UMam AeCeTnHa) Nokas-
Ba TANOTO Ha Manko Kyye, Npepsi3aHo Ha ABE OT TpamBas. TAN0To ocTaHa Taka oHu
Hapepn. TpynoBe Ha KyyeTa 1 NO-psaKo Ha KOTKU MOraT Aa ce BMOST MPOCHaTu No ynuuuTe
Ha Codua n ocobeHo Kpan LoceTaTta, OTXBbPMEHN OT konuTte. Pazbupa ce, ToBa ce cnyy-
Ba 1 ¢ xopa. ’KMBOTHOTO MK MNeLexodeubT ca BUuHaru BUHOBHU. BuHata um e, ye ca no-
cnaébu. Okono ueHTpanHata codumncka 6aHa Bmkaax Kyveta ¢ npeyyneHn egquH nnu asa
Kpaka. Mucnex ye ca nonagHanu nop KonvTe, KOMTO NapKupart HAOKOMOo, AOKATO BEOHBbX
He BUAax ABe uMraHyera, Kouto npevynsaxa Kpakara Ha Kyyetara ¢ eapu kambHu. Tosa
cTaBalle, JoKaTo KyyeTarta nuexa Bofa OT JIOKBUTE UK pa3abprnBaxa HAKOW OT HaWIoHO-
BUTE MNNKOBE C 60KNYyLM C HaAeXaa fa HamepsT XpaHa B TaX. AKO YOBEKBLT € coLmanHoCT
1 e3uK, TO coumanHocTTa npu Te3n uMraHyeTa egsa Mbxaykailue. [1sete geua moxe 6u
cny>kexa 3a OMUTHU XXUBOTUHYETA Ha LUIraHCKUTE NPOV3BOANTENN HA ankoXos MEHTE.
EI/ITI/l, pyraHu, rmagHu, opunasu, unraHyeTata otMmbllaBaxa Ha Kyyetata, KOUuTo eguHcTBee -
HO 6axa no-cnabu ot Tax. OTvbLLaBaxa Ccu 3a CBOSITA acoLManHoCT.

Jann 6u morno ga nva peleHve 3a 6e300MHUTE KyyeTa, 3a KOETO fia He ce pa3uuTa Ha
o6LmMHaTa 1 KOeTo fAa He e y6UBaHeTo Ha XXMBOTHUTE? JleCHO ce Hamupa [oBof, N3rnex-
faul pasyMeH, Uupe3 KOUTO Ja ce paumoHanu3upa XenaHneTo 3a Heune YHULOXKEHME,
Taka crnapocTHo. PelweHuneTo efBa nu Moxe fa e o6Lo, HO eTO eOHO YCWUne B Tasn Noco-
ka. B 6noka, B KOWTO »1Bes, CMe pasfeneHn Ha ABe — 3a 1 NpPoTMB 6e300MHUTE KyyeTa
Haokono. CnyuBano ce e egHara OT KyukuTe fa Ce HaxBbpns 1 xane, 0CO6eHO KoraTto
umaile manku. Janu na genctesame ygapHo u ga a (rv) youem? Cob6CTBeHNUMTE Ha Mara-
31Ha 32 XpaHU 3a XXMBOTHM B 6510Ka (KOUTO OCBEH CBOETO, XPAHAT U OLLE HSAKOJMKO Ky4ye-
Ta) NpeanoXxmnxa Ha KNMeHTUTE C Aa CU pasaenm pasHOCKUTE 3a KaCTpUMpPaHETO Ha Kyu-
KNTE, XXMBEELLM OKOJO 6110Ka. YBepuxa Hu CbLUO Taka, Ye No3HaBaT Jiekaps U Ye XMBOT-
HUTe Wwe 6baaT BbpHaTW. Thil KATO KacTpUpaHeTo NPOMeHs Hpaea, HaasBaMe ce, Ye HaMa
[a uma rnoBeYe KakKTO HEXEeNaHn KyueHua, Taka — U KOETO € MO-BaXKHO — yMialleHn n yxa-
naHu cbKoonepaTopu.

Mpenn pna HaBnsa3aT B 6bArapCcKUs e3nK Yyxaute oymun kato ,KnoseT* u ,JoanetHa“ saeq-
HO CbC CbOTBEHUTE CbOPBLXXEHNS, YOTPEGABAHUTE OYMU Ca ,HYXHUK" 1 ,NOBbHKA". ,OTK-
BaMm MOBbHKA“ OHEC Ce Hapuya ,0TMBaMm A0 ToanetHarta“. lNpeobnagasalloTo Brnevarne-
HMe OT rPafcKOTO NPOCTPaHCTBO Ha Codus e, ue rpaxkaaHuTe ,xoasaT NoBbHKa . Cnpsmo
npupogarta u oKONIHOTO NPOCTPaHCTBO Te AEMOHCTpMpPAaT NOCTOSHHN aKTOBE Ha OTMbLLUE-
HUEe, Ye XUBESAT TYK, U3XBbPIIANKN N3MPaXHEHUSATA HA CBOETO HeQoBONCTBO. LLlo ce oTHa-
CSl 0O ToaseTHUTE, a3 MCKaM Ja NMokKaXka HAKONKO CHUMKW OT Hy>xHuuute Ha CY ,Cs. Knu-
MeHT Oxpuackun® n Ha lO3Y ,Heodut Punckun“. Kakto ce ka3sa, 6e3 komeHTap. bux npeq -
noyen YepHo-6sna GoToNEHTa, KOSTO Aa He paskpacsasa OeNCTBUTENHOCTTA 1 0CO6EHO
aKo TS MOXXELLe fa nonuea MMpu3maTta, CrecTteHa HU TyK. TbMHUAT AMano3nTuB yooCTo-
BepsiBa, Ye OT nocellasalumTe To3u knoset Ha IO3Y ce nsucksa 30pbk nornen n 6esy-
npeyHa pPeKOrHNCLMPOBKA Ha MECTHOCTTa. buxme mornu ga ro noctaBum B cepusita ,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
| used to see dogs with one or two bro-
ken legs. | thought they had been run by
cars that were parked around until | 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 | 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, | would like to show several photos taken in the University of Sofia and the
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lets by night“. HassaHneTto ,ToanetHa“ e B ApamMaTMyHO NPOTMBOPEYME C 06CTAaHOBKATA,
KOSITO BHYyLLABA, Y€ TYK Ce U3BbpLLBA HAKaKBa CpamMHa AEeNHOCT B YCMNOBUS, KOUTO Hanom-
HST Ha NPUPOLHU CaMO B CMUCHIIA, Y€ ca NULIEHN OT KynTypa. Bb3mMoXxHO € u gpyro Tbn-
KyBaHe, Hanpumep, Ye OyxbT HA 3HAHWETO € 6e3TeNleceH U BMEeCTO npenopasateny u cry-
OEHTN B 6bIrapCKnNTe YHUBEPCUTETN CE PEAT HEBBLMIBTEHN uaeun, Nnopaan KoeTo Hama
HY>X[a OT HYXXHUK. KakBO cbueTaHue mexay cpam 1 3HaHue.

OT HAKONKO roguHu no ynuumte Ha Codusi ce HOCAT MKUMOBE CbC CKOPOCT, KOSTO OCTaBs
BrevyaTnieHmeTo, Ye yyacTear B NpecneiBaHe, B peaneH nny Bbobpaxkaem action. Npagbt
€ NpeBbpHaT B MpMBMAHA NpeceyeHa MeCTHOCT, 3a KakBaTto ca npegHas3HaueHn mKunose-
Te, U e0HOBPEMEHHO B AEKOP Ha npecneasaHeTo. IMUTUPaHeTO Ha KWHOEKLUbH BHACS
eleMeHTbT Ha BCENO3BOIEHOCT, NpemaxBalla BCska coupanHa Hopma. JKuseem B OTpa-
3eHara peanHocT Ha ¢unmosu cueHapun. KmeTbT Ha Codus CbLIO Kapa YepeH IKun,
KaTo KnHorepow. YepHuTe MmepLeaecH Ha BUCLIMTE ObpPXKaBHW MHCTUTYLMK HE OCTaBsAT
CbMHEHWE C ABVKEHNETO CY MO ynu-
uMTe Ha rpaga, Ye OT TsaX Tps6sa
30pKO da ce na3um. [hKunoeeTe Bbp-
BAT 3aeQHO C HOBWTE ABOPLM 1 BUCO-
KW orpagm, CKpusally ToBa, KOeTo e
BbTPE 1 Mpeanassally OT HeXXenaHu
nocetutenu-Hanagarenu. Orpaam,
npespbLUaLLM YacTu OT rpaga B Kpe-
nocTu, Te He yyacTBaT B Cb3[4aBaHETO
Ha, Aa Kaxem, HoBa rpafcka KoOMyHu-
kaTtmBHa cpepa. Hosute Konm ca
3HaLuM 3a NMYHa U3KIUYUTENHOCT 1
coupanHa moll. T Tps6ea fa ce
AeMOHCTpMpa: No NbTuara — cpeLly
apyrute Konu, no ynuumute Ha rpaja —
cpeuwy newexoauute. CounanHata
MOLL, Ce MposiBABa KaTo 3annaxa, kato
acouwmarnHa.

KaTo KOHTpanyHKT Ha U30)keHOTo A0TYK, Tbpcex B Codus MmecTa, B KOUTO Aa nnuu
HSiIKakKBa rpwka 3a OKOJIHOTO MPOCTPaHCTBO. ToBa 6€3 U3KNioveHne ca punuanute Ha
Bepurata ,MakgoHanac”. Moxxe 61 B gpyra rpagcka cpefa te He 6uxa npaBunu Bnevar -
neHwne, Ho B Codua BrneuatnasaT ¢ nogpeasdara n umcrorara cu. ,MakgoHanac” ce HacTa-
HsiIBa NokKpam woceTta 1 maructpanu. Ypes ycnyrata ,Makgpans® oONbAHUTENHO Ce BHY-
LaBa ycellaHeTo 3a CKOPOCT 1 6bp3KHa, HO TbKMO TO MOXXE [ia BHyLLUAaBa 1 YyBCTBO 3a
BMHA, @Ko KIIMEHTBLT Ce 3aceaun 1 He KOHCyMupa npes uanoTo Bpeme. Huuuute 3anycHatu
MecTa, ce npeBpbluaT upes ,MakgoHanac” B MukpocouunanHa cpefna, 6ueat obnaropope-
HW, YNCTUTE TOANEeTHU, KOUTO Ca 683ﬂﬂaTHI/I, morart ga Bb3JJ,eI7ICTBaT N Bb3NMnUTaTesnHo.
BanoHoBUTE 3ambLM, B KOUTO AeLata urpasT, KakTo 1 Mbp3ankuTe Nokasear, Ye TyK He
ce npepgnara camo ycrnyrarta ,makgpans®, HO Ye MOXXe fla Ce OCTaHe 1 No-Ab/ro, KOeTo u
craBa. [loceTutennTe ce 3acensasaTt, HABAPHO 3aLOTO UM € NPUATHO. YUEHNYECKM Knaco-
Be NnpasHyBaT poXXaeHnTe cu aHu BbB dunuanute Ha ,MakgoHanac”. B Codus
,MakgoHanac“ e MAcTo, B KOETO He CY 3analleH oT obnyanHata Bparkae6HOCT Ha OKoJl-
HOTO npocTpaHcTBo. Janu nocetutenute B Copus Morat ga Bb3OencTBaT BbpXy uaeara
3a ,6bp3a xpaHa“ (OCHOBHA 3a Bepwurara), Taka ye 6bp3uHaTa fa ce cbyetae C Bb3MOX-
HOCTTa a ce ocTaBa Nno-Ab/iro? Toea o6aye 61 NPOMEHUIIO OYAKBAHETO N CbOTBETHO
naesita 3a 6bp3a KoHCymMaums. BbnpochT He e camo GpUHaAHCOB, TON BKIIIOUBA U OTHOLUE-
HUETO CNPSIMO KIMEHTUTE, Bb3MNPYEMAaHN KaTo coumanHa cpeaa C pasnnyHmy Harnacu.
Brnusbk npusten, konTo xuneee B CALLL, mun 064CHN B KOS kaTteropus 3aBefeHus nonagan

74



Southwest University in Blagoevgrad. The appropriate comment seems to be “No com-
ment”. | 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, | 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

75



~-MakpoHanac“ B Avepuka. Bapsam, ye e Taka, HO, CTpyBa MU ce, peluasaiia e GyHKLuUS-
Ta B coumanHara cpepa. B Codusa ,MaknoHanac” nposBaBaT aHraXxMmMeHT KbM NpOCTpaH-
CTBOTO — OrpakaaT TOBa, 3a KOETO Morar ga ce rpwxart. bu nn morno ga 6bge no-go6po,
da Kaxem acdanTtoBaTa nnaow, Aa e no-masnka, a TpesHara no-ronsama? a, paséupa ce,
Ho ,MakpgoHanac“ 3acera ca NoyTy eQUHCTBEHM B rpuxaTa u nogpenbdara, U3BbH orpana-
Ta 3anoysa nycreewa nnow. TpyaHo e o6aye fa He BUAMM, Y€ TUMOBUTE NMOCTPONKM
Lnaroga“ ca BuHaru egHakBy, 6€3 Bpb3Ka C OKONHAaTa apxXUTEKTYpHa Cpefa, KakTo 1 ye
OrpomHoTO ,M“ He e camo ykasaTenieH 3HaK 3a HanuumeTo Ha dunnan, a CUMBOHO roC-
NOACTBO Hap cpepara.

[pepnaram 3a cbnocTaBka Te3u ABa Ananosntiea. ToBa e MOCTbT, KOUTO cBbp3Ba HOK
¢ ,My3es 3a 3emaTa 1 xopara“, npexsbpneH Hapg 6yn. boarapus. MbpBUST AMano3nTus
nokassa NpOCTPAHCTBOTO B HAUanoTO Ha MOCTa, 06MYaHOTO 3anycTteHue. Bropuart —
cpefara Ha MocTa, OT KOMTO e criycHaTa TN aMepukaHcka no)kapHa BuTa CTbféa, no
KOATO ce cnu3a o ¢ununana Ha ,MakgoHanac“ u ypes KoSTo HeAOCTbNHOTO A0 TO3U
MOMEHT NPOCTPaHCTBO BHE3ArMNHO Ce NpeBbpHa B coumanHo cpeule. Mima ocobeHo yao-
BOJICTBME NMopaaun psA3KOTO CMEHsIHe Ha BUCOUYNHUTE, nopaan 6bp30TO CriyckaHe Mexay
UM n3KauBaHe Haf ABarta notoka konu. 3a Habnopartens onTuyeckara Hacnaga ce rnopa-
)XOoa oT 3Ur3aroob6pasHoTo ,3a3eMsBaHe” Ha HanW-BMCOKaTa 4yacT B M3BMBKaTa Ha MOCTO-
BaTa gbra. Ycnyrata ,Makgpans® e perynupaHa ypes crieunaneH ceetodap 3a usnas u
B/IBaHe 06paTHO B LLIOCETO.

W owe eanH npumep. Toea e cnapgkapHuua ,JlyuaHo“ B kB. MnagocT-1. CO6CTBEHMKBLT ce
€ rnocrtapan ga opraHuaupa 1 aa gane >xenaHus OT Hero Buf (KOMTo, paséupa ce, MoXxe
ga 6bae 1 no-npuenekaTeneH) Ha 3aBapeHoTo 6e3IMYHO NPOCTPAHCTBO.

Hakpas 61x cvn no3Bonun egHo 0606LIeHNE 3a coumanHaTa NCUXoorna Ha rpaxxaaHuTe
Ha Codus: B NnaHa Ha CBOETO NOBEAEHNE Te HE 3HaAT 3a CbLUECTBYBAHETO Ha Opyrus.
JpyrvaT e ¢ OHTONOMMYHO HeBanuaeH cratyT. HeobxoanmuTe 3a poépara coumanHocT
MUKPOOBLLHOCTM, B KOUTO XXUTENSAT Ha rpafa BnmM3a NocTOsHHO, CE pyLuaT UM He Ce OCb-
3HaBar. [JenHuyHarta rpagcka coumanHoCcT U3UCKBa yCunus, 3a aa ce noaabpka, Koeto
He ce Habnopgasa. Haénopasa ce o6ave 06paTHOTO — HANMUUME Ha MEHTANHW CTPYKTYpH,
3a KOUTO MOAEPHOTO pasfensiHe Mexxay Npupoaa 1 Kyntypa 1 nocTMOOEPHOTO Bb3BPb-
LaHe KbM NpupogaTa He ca ce cnyuunu. VMiHpaHTunHa Hacnaga OT pyweHeTo, cakall
Hama yTpe. lMpeobnagaBa Harnacara, Ye CMe TyK 3a Masiko v e ce MecTuM apyrage.
lMopapn ToBa ycTporBaHETO Ha OKOMHOTO MPOCTPAHCTBO He e LEeHHOCT. To e 3aBapeHo U
e 6bae n3octaBeHo. PeanHocTTa ce ocb3HaBa camo KaTo yoo6Ha v Bb3npensTcTea-
LA HW, HEe KaTo Mpexa OT YCTOBHOCTM, CbLLECTBYBALLM CaMO Ype3 y4acTUEeTO HU B TSX.
Oce3aema e nuncata Ha lNMpocBeLleHeTo KaTo NnparmaTtuka, B nnaHa Ha NoBefeHneTo,
KOETO He € MOro Aa pauuoHanu3npa OTHOLIEHNETO KbM MPOCTPAHCTBOTO 1 Aa paswmpu
o6cera Ha CBOETO 1 U3BbH ApexuTe, Kouto Hocum. Cpen XxapakTepuUcTUKUTe Ha Moaep-
HOCTTa — KenaHneTo 3a KoHcymaums B Copus MHOroKpaTHO HaaBullaBa BosifTa 3a OTro-
BOpPHOCT. Ho mopepHocTTa € MmmnHano. Cera eKOOTHOLLEHNETO € Bb3MOXXHO, aKo CE Cbye-
TasaT MOCTMOQEPHM TEXHOOMMN C MOCTMOOEPHO Cb3HAHNE, KOETO Bb3MNprema Kyntypara u
npupoparta Kato Ssocii, fpMpoaaTa He KaTto O6KpbXKaBalla cpefa, a Kato yacT OT obLms
HU CBAT (3a Aa He Kaka naTeTuyHo — J_'J,OM)Q. MpexoabT OT BpaXkAe6HOCT KbM OCb3HaBaHe-
TO, Ue TBOUTE peakumn NPean3BUKBaT APYri U Ye cam Cu 3aBUCUM OT peakuunTe Ha apy-
ruTe, Ye NPOCTPaHCTBOTO, B KOETO CE ABWXULL € U TBOE MPOCTPaHCTBO, Ye TO CbLUo €
3aBUCKMO 1 OT TBOETO MOBEAEHME, TO3M NPEXOL MU CE BUXAA peluaBaly, 1, yBU, ObIbr.
ToBa, 3a KOETO nneanpam € OeNHNYHOTO rpafeHe Ha coumanHocT. MNpomMsaHaTa Ha OTHO-
LUEHVETO KbM MpUpoAaTa € Bb3MOXKHa CaMO KaTo MPOMsHA CMPSMO COLMANIHOCTTa, KaTto
Harnaca 3a Cbrpakgailo yyacTtue.
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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. | 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, | 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, | 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”)?. 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 | plead for is the daily construction of social
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Ben. Tekembm e 3aBbpweH B kpas Ha 1998 u npegaba, gonyckam, He camo MOemo NPexu-
BaBaHe om (He)xu3HeHama cpega Ha Cogus npes 90-me zoguHu Ha XX Bek. [NybaukyBaH e
nbpBoHa4arHo 8 cn. Jlemepamypa, 1999 / 20, c. 56 — 61.

Cera rpaficKusT TpaHCMNopT € NoA06PEH, KaKTO U KIIO3ETUTE B YHUBEPCUTETUTE U3MTEX-
paT no-pobpe. OHOBa, KOETO HE MOXXE ia He Ce 3a6enexun Npes3 BTopus 1 TpeTUs MaHaaT
Ha kmeTa CopuaHCKN € NpMBaTU3MPaHETO Ha NY6ANYHOTO NPOCTPAHCTBO W NMPECULLAHETO
Ha Codusi ¢ 6eH3MHO-, ra30CTaHUMM U CyNnepMapKeT ¢ 6ETOHHN NnauoBe Npen Tax.
O6LLOTO BneyatsieHne OTHOBO €, Ye CMe TYK CamMo MOMbTHO — 3apeXxaame C ropuBo, Mbil-
HUM 6arakHnKa u 3ammHaBame.

Benexkn

1. Paskasute 3a CALL, npogbmkasaTt fa ca ,BbJlLe6HN Npukaskn®, a nHave B Jfloc AHmxenuc uva
pasBwuTa nNy6nnyHa TpaHCnopTHa CTPyKTypa.

2. B poknapa cu ,Literarische Proteste gegen den industriellen Fortschrittswahn®,
NpoYeTEH Ha cpelyaTta Ha ekoaHraxupaHute nucarenu B fecay, lepmanuns, 1994 r.,
aMepUKaHCKMAT repmaHncT MlocT XepmaH, rosopu 3a npoueca Ha oCb3HaBaHe,
ye ,MoeTo obpBO e 1 TBoe AbpBO“. Ta3u kpatka GopmMynmpoBka cbbupa usnata TpyaHoOCT
Ha ekonpob6nemarTukara.

(Qotorpadum: aBTopbLT
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, | 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.

79



Oumutbp Kaméypos

Codus, rpapa ronama,
Coduna, manka a6bnka

Pacme, Ho He cmapee!
Hesns Ha Codus

lhayu! Tam 6Au30 kpal epag Copus
cmbpyu, a3 Bugsx...
XpucTto botes, ,06ecBaHeTo Ha JleBCckmn*

lpage epaHumeH, epamageH,
Cogutio, MbkO 6€3MbXHa,
Codgutio, kyua kapyuo,

lapBaHe, u mu, nmuyo npokAema...
»,Codua“ or Donnow Hum

Tasa kbwa ga s WubHew, we mpbeHe...
Mpukaska Ha manka mu
3a XUNNLLETO HU

X-tendo

CTUNEHAMaHTCKN NPoeKT

»KpaTKoTpaiHu 1 abAroTpanHu cneau, KouTo
yoBek ocTasg B rpaga“, 2004, potorpadus

X-tendo

Fellowship project

“Passing and long-term traces, which man
leaves in the city”, 2004, photography

Ako 1 a3 B3uMam fymaTta Aa ce u3kaxa rno Bbrnpocute Ha rpaga Codus, To e, 3awoTo Mo
3avecTunnTe febat OKOMo CbCTOSHMETO Ha rpaja U MepKuTe 3a nofo6psiBaHeTo My
Tesarta My, CXBaHaTa KaTo eKkcTpaBaraHTHO 6e3nosie3Ha U 6e3nocNeacTBeHO aporaHTHa,
He Hamepy cbMuLNeHnLM. To3u TEKCT € ONUT Aa N pasrbpHa U YNbTHS, 3a Aa 8 NOTBbp-
A8 1 npenopbyam.

He pas6upam oT rpagoyCcTpoONCTBO 1 rpafcko CTPOMTENCTBO. He CbM 1 MbTyBan Kon 3Hae
KOJIKO, Ye Ja pasnonaram Cc HagexgHa 6a3a 3a cpaBHeHue. Bce nak, cronvuuuTe 1 rpago -
BeTe, KOWUTO CbM MOCELLABas U KOWTO ca NPeacTaBUTeNHM 3a 3anagHata xemucoepa',
Han-o6LWo odopMAT ABe pasnuuHu rpynu. EqHaTta o6eanHsaBa rpagoBeTe C XxapakTepHu
$13NOHOMMU, CbC 3anNOMHSLL, Ce NUK, C 06pas, N3HMKBALL B Cb3HAHNETO BEOHO C MMETO
UIn MMUCbATA 3a rpaga; eauH Harneg, KOTo O6MKHOBEHO Ce OCMUCIIA KaTo CUMBOJ, KaTto
npeacTasuTeNHa 1 0606L1aBalla CuHekgoxa Ha MacToTo. Takmea ca lMapwx n bprokeen,
CaH QpaHcucko n AMctepaam; oT cblums Tun ca lMpara u BueHa, ATuHa n Pum; cbLuo 1
Crpac6bypr n KbosnH, Yukaro n KpakoB; Bbnpeku BTOPUMYHOCTTA, Takuea ca 1 byganewa, n
MeTep6ypr. Bcuukn Te ce oTneyaTsar B Cb3HAHMETO Ype3 BU3yaneH o6pas, KOWTo ce pas-
[OBOSIBA MeXy CMMBOJT U CaMONUYHOCT. Te3n rpagose pasnonarar ¢ imua, YunTo 6ener
0606LaBa xapaktepa um. To3un 6ener — xapaktepHa apxXuTeKTypHa 0CO6EHOCT, OTAENHA
crpaga, yHuKanHa rnegka — kpuctanusupa B yctonuns Harneg. lNMokpan ¢pusmorHommy -
HOCTTa Te Jo6uBar ayparta Ha rpagoBe C MUHaso 1 Xxapu3ma, Bce eAHO Aanu ca npeLeHs-
BaHW KaTto Kpacusm unu rpo3Hun. Cbrnacrneto Bbpxy OfapeHocTTa C nvue, BNpoYvem, e no-
HapgeXxOHa OCHOBAa 3a TYPUCTUYECKMS MM YCMeX, OTKONIKOTO npegronaraemara um xy6ocT,
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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 — | 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 | 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 | could consolidate and promote it.

| do not know much about city planning or urban construction. Nor have | traveled so
much as to have a reliable basis for comparison. Still, | could claim that the capitals and
cities which | have been to, and which are representative of the Western hemisphere’ 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, | may not like Budapest or Brussels,
but | 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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KOATO psOKo e o6buiocnoaeneHa. Taka byaanewa n Bpiokcen Moxxe 1 Aa He My XapecBsar,
HO He Mora fia Ocrops ,JIMUHIA UM OBMNK®, KAKTO, BEPOSATHO, HE 61xa OCMopPUIK cbluaTta
TasTonorus Ha AtvHa unm MNeTepbypr OHe3un, KOUTO He M HaMupar 3a Kpacusu.

Opyrvat Tmn rpagoBe ca no-ckopo 6e3nuyHu. OgyxoTBOpPEHW U HaaapeHn ¢ TeneceH
N3NMLWbK, TE3N rpagoBe ce oTnaraT B YyBCTBO, atmocdepa, HacTpoeHre, BMECTO Aa ce
CHemaT BbB BU3yaneH 06pas, apxXMTeKTypeH CTU Unn apyr Harned. [Jokato nmbpBuaT tun
pasuuta Ha GEeHOMEHONOrNS N XEPMEHEBTNYHO NpUoGLLaBaHe, BTOPUAT TUN rpagose
narnexxpar nuweHn ot GeHoMeHonornyecka nNIbTHOCT. Te He KpucTanuampaT B pas3no3Ha-
BaeM 1 3anoMUHaeM Harnef, He ce CBbp3BaT C HEU3rNaaum U3rnes ¢ 06LWM nocnaHus.
Te3un rpagose paboTAT Ha NO-AbIGMHHO CTPYKTYPHO paBHuLe. [Nopaamn niweHocTTa uv ot
nvue 1 YoBeLlKa Mspa, KpacvMBOTO U NOJOGHUTE My He noaxoXkaar. Tesu rpagose morat
[a 6baat Uy Bb3BULLIEHW, U 6€306pa3Hn; C ApYru ayMmu ,,CTPaxoTHU®, ,y6uncTBeHn”,
~CMasBalm®, CbOTBETHO ,IPO3HN", ,y)KaCHN“ nnun ,,0TBpaTUTENHN® cnopes BCeKMaHEBHUTE
MacoBU NPeaCcTaBn U PEYHNULIN.

Han-6e3nnyHusT rpan n3merxay ronemute Ha ceeTa BeposiTHO e Jloc AHmxenuc; 6e3¢dop-
MeHaTa 6e3MKOCT Ha pasniyToTo My HUCKO TynOBULLE rO MPasy Bb3BULLEH MO eanH Tpe-
METHO rPO3eH, YXKacABalLo ycTpallasall 6bpKUaHCKy HaumH. CbrocTaseH ¢ Hero, Hio Mopk
€ KaHT1aHCK/ Bb3BULUEH, Makap ye HeroBusT MaHxaTbH OTXBbpNA U3KyCcUTenHaTa Mmacka
Ha KpacoTaTta He 6e3 konebaHus 1 ycunus. JIoHOoH e LWM30MaHO pasueneH Mexxay asarta
Mofdena, KaTo no3HaeaunTe 6uxa NpearnoYeny No-ckopo BubpaumnTe Ha GadbpuiHNTe My
$nbpn Npen n3nbckaHnTe My NaTMHKU; No-ckopo Hoeusa Tent npen ctapus. MNo-6e3komnpo-
MUCHO nueHn oT ¢usnoHomus rpapose ca Mockea u Bapwasa, Victan6yn n bykypelu.

Bb3moxxHO e rpapoBe ¢ dm3noHOMUM fa 6baaTt rpO3HOBaTK MO GyaeLun CbyyBCTBUE AUC-
dyHKUMS nn mandopmaumsa B pesyntar Ha HECbU3MEPUMOCT MeXXay NPOoBUHUMAHA BbT-
pelwHa Mapa 1 BMEHeHa npeacTaBuTeniHa pons; Takmuea ca Hanpumep benrpan v BawwHr-
TOH, KOUTO Ce rofieMesT, HO Ca HasICHO C BbTPELUHUS CU PbCT. Bb3MOXHO € 1 06paTHOTO:
rpagose ¢ $GM3MOHOMUM fa Ce 06e3/1MYaT A0 Bb3BULLIEHA HEMOMEPHOCT MO cuarta Ha
OTHEeTa UM TPaguLUMOHHA QYHKLNWSA; TaKbB € CryyasT c nHaue wemeTtHua VictaHbyn, konto
HarnoOMH$l OHOBa KpUTUKYBaHO oT ApucToTen B ,lloeTtukaTa“ »XKMBOTHO, NMIULLEHO OT eCTeTu-
KO-MUMETMNYHA peneBaHTHOCT nopaau Toea, Ye e abnro 20 000 ctagma. Ho pusnoHommy-
HaTa rpo3oTa He MOXke da ce cobpka C Tasu Ha 3aBbplueHaTa 6e3popMeHOCT Ha 06e30-
6paseHocTTa 1 6€306pa3neTo; nocnegHaTa rpaHnyn ¢ HEYOBELLKOCT, OLLe no-nnallewa,
KoraTo crneguTe OT HAKOrallHO nuue AHeC camo CBUAETeNcTBaTt U3fnyeHocCT.

Kboe B cxemata nonaga Codusi? Ta nobpe oTroBaps Ha U3ncKBaHuaTa 3a 6e3/1MyeH rpag;
eavH 6e306paseH 1 6e306paseH rpag, No-CKOpPO rPO3€eH, OTKONKOTO Bb3BULLEH, HO MbK
nopagy ToBa He Yak HEYOBELLKW rpad; HanpOTMB: YOBELLKM, TBbPAE YOBELLKU.

ToBa cTaBa BMOHO, KOrato Ha CodusHEL, My Ce HanoXXu Aa g nokassa Ha MHO3eMeL, Ha
KOroTo abp>kun. Torasa HeroeaTa fo6pa BOJs ce NpekbpluBa B HanpasHu ycunus. Codpus He
€ rpap Ha 3a6eneXxnTeNHOCTY; Ha Tanka-TypuUCT UM Ha HN30BUS IIOBUTEN Ha KpacuBu nnm
XapakTepHN apXUTEKTYPHN GOPMU HAMA KON 3HAe KaksBo aa ce npennoxu. EquH nvnposu-
3npaLy, rig MbpBo Ce M3npass npen nodyaara Konko Manko BbOGLLE € rnejan v Bixgan
rpaga n 3a Konko Manko Hella ce cella KaTto 3a noTeHumanHo noéonutHu. MNMpeacton my
[a OTKpUe KOJIKO Mo-Marnko Ce OKa3BaT BCbLUHOCT MecTarta, KOMTO Cu e 3aciy»aBasio fa ce
BuoaT. Ctonuuara HM No-CKOpo nogkonasa ycunusaTa oa MMHEM 3a eK30TUYHa TypucTuye-
cka Kyntypa. EavH goeH e pocrartbueH v rpagbT 3anoysa oa ce nosTaps.

COC])VIFI e 6e3nunKa rno HaunH, HanoMHsLL, He6pe>KeH, HeBeXeCTBEeH naJimMmncecT:. BbpPXy

Hero BCEKW Yerbpra 1 yepTae Bbpxy NpeaxofHvka cu, 6e3 fa cu gaea 30p HUATO Ja Aou3-
CTbp>Ke Tpyna My, HUTO OTreyaTbLuTe CU1, OLLE MO-Masiko MbK Aa ro Brpaam — Tpyna unm

82



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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csiHKata My — B OHOBa, KOeTO usgura Ha mactoto my. Cobusa nsrnexkga Karto rpaf, CTpoeH
1 NPEKpPOsiBaH OT OCO6EHO Mneme, HECMOCOGHO Ha BUHA M MCTOPUYECKO YYBCTBO, U
BbMNPEKN ToBa OMep3eHO. Cakall BbNPOCHOTO MiEME € COMHaMBY U NUsH, KOWTO XOAU
HoLleM fa konae TpyrnoBse 1 3apaBs Ha MACTOTO MM MPECHU, & Ha CYTPUHTA HULLO He
NOMHU, HO 3Hae, Ye HECbMHEHO MMa 3aLlo aa My e Kkpno. Codus e rpaa cskaw CTpOeH
OT filoge, 3a KOUTO ropara € CKputa He OT ObpBeTa, a OT AbPBOTO HAa COB6CTBEHATA UM
Xpanyna. B HaunHa, No KoONTo e cbrpageHa, Nuuu Kak ¢ GopMmnpaHeTo cu No cunata Ha
HAKakBa MOOepHOCT 6bﬂrapCKVIﬂT nHonemnayanm3bm e npespbLlan Huuertata oT maTtepu-
anHa B ayxoBHa. Codus e oTneyaTbk Ha eHaemMuyHaTa HeCroCOBHOCT Ha HOBUSI 6birapuH
[a paboTy 3a OBLLHOCTTa KaTo ABUraten 3a CO6CTBEHO OCbLLECTBABAHE U O6LLO Bb3MO-
reaHe. [pagbT cAKal € Bb3HMKHAI Ha MpUHLMNA Ha NPbKBAHETO Hacpen O6bpKaHOCT 1
NPUNPSAHOCT. B To3n rpag NnocTteneHHo 4Ye3HaT U CKbgHUTEe cnean OT NPUCbCTBMETO Ha
HSIKaKBO MnaHupaHe, pea 1 obpXkaBHocT. [yxbT Ha crpagarta ¢ Hagnuca ,,CbeanHEHNETo
npaeu cunara”“ fibxa KONKoTo OT MycTeewnTe 6aHKN B NapfiaMeHTapHaTa 3ana, TONKoBa 1
OT OXXUBEHUTE OT YacTHa rbnyasa u rewedT macu B ,PagmcbH®.

To3u rpap e He camo NULLEH OT BSICbK U Xy60CT, TOW € NNLWEH U OT NpeTeHumns 1
caMoyBarKeHVe: TOSIKOBa € CbCUMaH 1 MPbCEH, Ye Mpunya Ha M30CTaBEH, KAKTO € 061-
TaBaH, CaKall e npu3paveH rpag.

Mpbcotusita B Codus ce yyBcTBa CBOVNCKN 1 €CTECTBEHO KaTO NPUCHLLO CBONCTBO. Ypes
MPbCOTUATA CU rpadbT Nokassa HagMoLLMe Haf Npu3pavHnTe cu obuTaTtenu. Xopara B
Hero ce ObpXkaT KaTo NMopas3eHun A0 HaBWK OT BnactTa Ha pasnaga v rHueHeto. Codus e
cpen MankoTo rpafoBe, KOUTO He MpaBAT U niax onuT Aa rm NpesbpHaT B NaTuHa; T4 Tbi
N He rnocsara KbM MOTbMHENUS 619CbK HA TPAELLOTO MUHANO, HATO KbM MOMbTEHOTO JTbye-
He Ha HocTanrusTa. Codus e nuweHa 1 oT 06mKa, U OT CaMOYyBCTBMETO, N OT NPEeTeH-
umsTa, 1 OT CMMynaumsTa Ha rpagcka cpefa ¢ MuHano. HewacTHO NnLWeH OT »KEHCKM
AOCTONHCTBA U XUTPOCTW, TO3M rpaj e nueH Aopy OT AOCTOMHCTBOTO Ha CTapocTTa,
KakKTO BNpoyem ornosecTaBa 1 AeBu3bT My. Codusa HancTuHa no YynoBuLLEH, NHaHTU-
HO-Ae6uneH HaunH ,PacTe, HO He cTapee”: He NOpacTBa, He Cb3pPsBa, HE NOMbApPSBA.

Codus npunmya no-CKoOpo Ha paHHa pasBanuHa B KPbKMW, 3aBbpTaHA B 6€3MamMeTHOTO
CHOBaHe MeXay cpama, 3a6paBarta U NUSHCTBOTO; eAvH rpaf, U30CTaBu BCAKAKBY UMIO-
31K npen Co6CTBEHUTE CU MOPTU-6ECUITKIN, KOUTO Kapa AeH 3a [eH 1 B NepMaHeHTHa
ankoxornHa 3a6pasa He cnvpa [a Bb3MNpou3Bexaa N3HypeHarta UHCTUTYLWSA Ha eauH 6e3-
KpaeH, 6e3xabepeH NpasHuK B AefHNKA Ha ,BCeAHEBEeH Mackapan®. 3ambrineHusT norneq,
pasBarieHoTO 3peHne — HAOKOMO B MPOCTPAHCTBOTO, Ha3as BbB 6WI0TO, Hanpep B UAHOTO
— € CamOTO YCJioBMe 3a Bb3MOXHOCT 3a ouensBaHe Ha rpaga.

W Taka, Codus e rposeH rpag no cunata Ha nsHavanHaTa cu CbrpafeHoCT, Ha nanmmrce-
CTHOTO cu npeunsrpaxaaHe. CopuincKoTo Bb3NnTaHMe, CbyeTaBallo Hemapa, 3abpaBa U
HaBWK, ro NPeBpbLLA B NPUCTaH 1 3aC/IOH Ha JTIOLLEHETO 1 HanyKBaHETO, Ha CBNYAHETO ”
YBUCBAHETO, HA M3HEMOLLANIOTO CpMBaHE, Ha MbMNELWOTO 6b6HEHE, HA U3MPULLEHOTO FHU-
eHe. ToBa e rpag 6e3 MvHano n 6baelle, B MUChN 1 6e3 yceT 3a HacToswe. pan 6e3
HacensBsalla ro o6LHOCT; rpaa Ha 3arpybenu npuspaum. 'pan Ha 6e3NaMeTHOTO MUSH-
CTBO, Ha 3a6paBaTa 1 cfienoTtarta, Ha AeflHMKa B Kaylla Ha npasHuka. [pag Ha Myxbin un
3eneHscanu acagmn Ha aynku U CTpyneun, ¢ NPOBUCHANM NOKPUBY, LYMHO AuLIALM Ma3K
W >KUNaBu NULLEN; rPaf, BbB BIAXKHU pasnykaHu NpuLLKW 1 NoanyxHana Masunka, B Knate-
LM Ce KaTo 3bby OT apmaTypuTe Ha OrofieHNTE M BEHUW 6ankoHMW, B pasnnyT pasnapg 6e3
[AekafjaHc, B 3anajaHe 6e3 3anaf.

KakBo ToraBa MoX<e fa ce Hanpasu 3a Buaa Ha rpag kato Codus. Han-ebektnBHO nsrnex-
[a pagnKanHoTo paspyluasaHe 13 OCHOBW 1 NMPernocTposBaHETO My KaTo MOAEpPeH rpan,
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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. lts 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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6e3 MaHuUK, MPEeTEHLMM U UMO31K, HO 1 6e3 cpam, KOMIMIEKCU 1 KowmMapu. B nctepuyHoTto
CTPOWTENCTBO, 3aBNafsafo rpaaa, kato Aa nnum nofo6eH MOAEPHUCTKU UMMNYIC Ha paspy-
LMTENHA NoaMsiHa, Ha paavkariHa »XecTuKyaums, Ha cbaupatenHa 3aépasa. Ho Tasu cTpo-
1TenHa aKTMBHOCT € BCe Taka Chnsna 3a 061, XOPU3OHT, BCe Taka 6e3rpukHa 3a Bpb3Ku,
aHcam6nu 1 USNocTU. A 1 Kak aa ce NPOMeHMN XapaKTepbT, atmocdepaTa 1 UsnbyBaHeTo
Ha eduH rpag, LWOoM XopaTa B Hero ocTaBarT CbLUMTE: HauyaCHUYaBU YaCTHMLM Ha napue,
KOHe C Kanauy, U3rHopupatum NpucTbNUTe Ha rpacKus pasnaf B CyBepeHHUTe NPOCTpaH-
CTBA Ha KbLUWTE CW, B 3a/I0CTEHUTE CU KPEnocTU. Ana XVBOTbLT Ha rpaga nponbi3ssa rnopg
npara um, Haxnysa npe3 npo3opuunTe, Naga oT KOMVHA, BOHU OT KaHanuTe, Teue OT yelima-
Ta, Ayxa Npes3 npoueny 1 aynku, rMega ri npes ockoTenus nornen Ha cbeeau, MoneLm
MWUNOCTUHS 3a ce6e CU 1 MISIOCT 3a OCrienennTe Cu, OCBMPEeneny oT rmag Kyyeta.

KakBo pa npasuw c rpag kato Codpua? Ako cu 6orat, Han-goépe Aa nsbsraw unm ga ce
n3onupall OT XXMBOTa My B 0a3UCK Ha Hepgoceraemute, B 6M3Hec-rpagyeta B Nonute Ha
Butowa vnnu owe no-ganey. AKo nbk cu 6efeH, He TM OcTaBa Opyro, OCBEH Aa 06GXMBS-
Ball CBOA rpaf, 6e3 aa ro 3abensassall; ga ro U3TpueLl ot noriega u MucbiTa cu, aa ro
3aMeHULL C YECTU MbTyBaHUS UK C MHTEPUOPUTE Ha yioTa UK Ayxa, C BbOGpaXKeHne nnm
durkcaumsa Bbpxy NnocnenHn napyeta X1BOT, NpUpoaa 1 4o6po BPeEME B CMECTEH Hacpen
NapKMHIN Napk, B CrylleHa MeXxay crpagy v CTbram rpagunHka.

OT HanncaHoTOo AOTYK TpsibBalle Aa JibXa YyrHeTeHa rHeBIMBOCT, HO CbLUO U U3BECTHO
npeurpaBaHe, rct 60U, M3NNLWHLK. Taka e, 3aWwoTo NoJo6Ha ropunBUHa U3nasa 3aBUCTN-
BaTa crenora, Npuao6resaHa nNpy NPEKOMEPHO rMefaHe Harope n Ha 3anag. Codus,
BCBLUHOCT, HE € HULLO N3KIIIOUUTESTHO, BKITIOUUTENTHO U KaTO NIOLWO MSCTO WU FPO3€eH rpag.
IpaposeTe kato Codusa — cbecunaHu, rHuewm 1 6e3NnNYHN; CTbKMSABaHW, CKanbneHn 1 6e3o-
rnegHy — HECbMHEHO Ca HECMETHO MOoBeYe 1 OT rpagoBeTe ¢ GU3MOHOMUS, 1 OT rpagoBeTe
€ atmocdepa Ha Bb3BULLEHA 1 eKCTaTMyHa HevoBewkocT. Codus e kato 6e36pon apyru
rpagoBse, KOUTO MoraT fja ce ONpeaensT NOCPeaCcTBOM MeKus eBGpeMn3bm ,HOLLHN rpago-
BE“: rpafoBe Ha HOLLUHUS »XXMBOT, HA HOLLHATa Xy60CT, Ha HOLHOTO NpeKapeaHe, Ha HoLuTa.

Coduisi e HoLeH rpaf; rpPO3eH Ha CBETIIO, TON CTaBa Xy6aB UM NMOoHe NpUemMnIue, Npunu-
YeH 1 NpuBnekateneH npes HowTa. MpunnueH Ha 60KIYK Npe3 AeHsi, rpagbT ctaBa Codus
HOLLeM, KOraTo CMbTHUTE OUYepTaHus Ha Nno)xenaHata My MonerHanocT ce U3nuear B
Harna, Hara Hera 1 JaliHa, 3anbxTaHa nogartnmeocT. ToraBa Codus ce noka3sa karto
rpag Ha TalHu 1 NOaMOSM, Ha KPbLIHO pasKbpLIEHN UHTEPUOPU, ONHATK nog, 604NMBu
CBETNVHN 1 KOPMELLM 3BYLIM OKOJIO CMIOTEHU MoHameTHaTh Tena. Codus, KosTo eaga
CBbp3Ba [ABaTa kpasi Npe3 AeHsi HaBbH, CTaBa Npa3H1YHa BCsika Beuep BbTpe.

Tl Ue eANHCTBEHOTO, KOETO MOXKE peasiHo Aa ce Hanpasu Mo Nopgo6psiBaHETo Ha rpaaa B
TPaNHOTO CbCTOSIHNE Ha coumasniHa 1 QyxoBHa MU3epusi, MopasieH Konarnc U o6LoHaLmoHa-
neH KyntypeH pasnag, € Cobus ga ce oceeTy Mo NOAXoAsLl, HAUMH: KaTo ronsm, 6escpa-
MeH 6appak, Hacpen, KOUTO NOraHCKUSAT UCTYKaH Ha A31C Oenv MergaH ¢ nameTHUKa Ha
JleBcku, ronorb3a )KnMoKa ce XUnm Ha Kpuntarta ¢ HaceveHara [kokoHaa, a ,Cs.
Codua“ nop daposeTe e kaTo MMTKaLLa Nno cokauuTe Bposuua. Copus Tpa6sa ga ce ocse-
TV Taka, Ye oa npos3upa Kak Nog napuanueaTa N Koxka BbTpe B Hes MbpAaT opraHu, Tekar
TEYHOCTM, eAPeNT eMBpPMOoHK, NPU ToBa C OHa3M 03aJavaralla Nno Bpeme Ha onepauus
Hemapa Ha BbTPELUHOCTUTE, KOUTO NPOAbIKABAT Aa paboTaT, Npu BCE Ye ca Ha nokas.

Codusa — BbTPELIHOCTN HaBbH, OpraHn 6e3 Tano. bHaobprpayHa rpag.

Benexxkn

1. YacTnuHu nsknioueHns moxxe 6u npeactaensasat VictaHéyn n Mocksa (He u MNetepbypr).
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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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AnekcaHpgbp Kboces
HeﬂOHanpaBEHVIﬂT rpa>xkpaHnH

Benexkun 3a Tekcrta
Ha Jumutbp Kam6ypoB

OBMKHOBEHO HE € pefHO CbCTaBUTENSAT,
BeuYe noesn OTrOBOPHOCTTa 1 noabdpan Tek-
CTOBe, fa v nNpuapy)xasa ¢ pasHy 0651CHU-
TENHW U U3BUHUTENHN KOMeHTapu. U ako
TYK C/ NO3BOJSIBAM U3KJTIOYEHME OT ToBa
MOpaJiHO U U3[aTencko npasuso, To e,
3all0To YyBCTBaM Hy>aa Aa Aam o6siCHe-
Hue Ha unTatens. Kak Taka ce cnyuu, ye
eViH TEKCT, KonTo 06BuHABa Codus BbB
BCEBb3MOXXHW rpexoBe 1 Jopu — Hacepu-
O3HO U He — NPU30BaBa KbM HENHOTO
paspylueHne’, 6elle NpueT B KHUra, Nocee-
TeHa Ha rpwxara 3a 103u rpan?

MpuruuHaTa: npeLeHnx, Ye eceTo Ha dumn-
Tbp KamBypoB cbyeTaBa HAKakBW BEPHU 1
60/e3HeHN 3a BCEKN CODUSHEL, UHTYULN
C... EKCLIEC: C HAKAKBO MOYTU UCTEPUYHO
COPUINCKO CaMOOBBHHEHME 1 CaMO-Npe-
3peHne. TEKCTbT MU CE CTOPU UHTEPECEH U
NMPOBOKATVBEH 3apaayn ToBa CbyeTaHne —
Ha Npo3peHusiTa cbC cumnToma. MNo3sonux
CV [a ro npenioxa Ha uutarterns 3aefHo C
HSIKOMKO MOMW MUCIIU.

* % %

BeposTHO 1Ma Hewwo BSPHO B Ka3aHOTO OT
Kaméypos, uye Codus ,Hama nuue”, ue B
Hes nma Hewo 6e3popmeHO, a-coumasnHo,
He6pPEeXXHO, 6e3namMeTHO, INLEHO OT
[OCTaTbYyHO CaMOyBaXkeHNe — HeLo, 3a
KOETO Makap 1 B MO-yMEPEH CTWS Hame-
KBaT 1 Opyrn TEKCTOBE B HacTosLaTa
KHUra.

OT gpyra cTpaHa, BEpOSATHO, HAMA HULLO
BSIPHO B MO-HaTaTbLUHUTE XMNEep60oan 1
peTopuyveckn KpanHocTu, kouto Kambypos
cu noseonsea. FoBops 3a puTMU3NpPaHUTE
My pyraTtencrsa n n3gesaTencrsa Hafg
Codus, C KOMTO HEroBMTE NPO3PEHNS ca
CMECEeHM 1 KOUTO Morat Aa 6baar xapakre-
pu3npaHn camo C xaproHHaTa gyma
un3uenka“?. Kakso e Hakapasno eauH aHa -
NUTUYEH HabnopgaTen, na 3apexe aucum -
naMHaTa Ha MUCHATa N BEPHOCTTA KbM
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McTUHaTa 1 ga pasgye CBOs CTWM Mo To3u
N3KYyCTBEHO-CKaHaaneH HaunH? B onpepe-
NEHN Nacaxky Ha TO3U TEKCT NN4nN HeoBna-
OsHaTa, caKall B3arMHa oMpasa Mexay
He-codmsHewl n Codus, cakaw Te ca ase
CbLHOCTWU, KOUTO HMKOra He ca ce npunema-
nu gokpawn. /I Tbkmo Ta3m ompasa-oTepara
€ JgBurartenl Ha uHaye HeobaCHUMUS,
camoonvBaly ce u camoeksantupaty, ce
€31K, Ha 6apOKOBOTO YPBGAHNCTUYHO
nonbp>kaHe 6e3 siceH agpec.

CmsiTam, Ue PETOPUYHUAT EKCLIEC, C KONTO
Kambypos Hanana Codus, e He Tonkosa
aHanm3 Ha HelHuTe NPo6nemu, KONKOTO
yacT oT TaX. Ton e CUMMMTOM 3a HeLLo no-
06LL0. BepoATHO MHOro Xutenu Ha To3u
rpag, Makap aa Hamat peTopulyeckuTe
TanaHtn Ha Kaméypos, 61xa nsnutanm
nepBep3HO yAOBOJICTBUE OT NOJOBHO
,00pyraBaHe Ha ctonuuara“. To npunuuya
Ha puUTyanHO O4YMCTBaHe — cnej ToBa pyra-
ewnTe n3rnexpaT Ha camnte cebe cu
0CBO6OAEHN OT aedekTuTe N NnopouuTe,
KouTO ca pyranu. He6pexHocTTa,
a-coumanHocTTa, nuncara Ha nameT 1 pas-
pyxarta, HoCeHu OT rpaga, usrnexxpat Tos-
KOBa GpU3NONOrMYECKN HEMOHOCUMMK Camo
Ha HSKOW, KOUTO ce YyBCTBa UHTUMHO
3anfalleH OT Tax. 3aTtoBa TOW Henpeopno-
IMMO MCKa fa ri npemaxHe — aa rm cmad-
Ka, Aa rv yéue ¢ gymun n yHNULLOXWN 6e3
OCTaTbK — 1 CbOTBETHO UCTEPU3UPA, aKo
HEe MOXKe [a HanpaBsu ToBa.

KaszaHo no gpyr HauvH, TBbpas, Ye Tasu
peTopuyHa emouus (Mo nuncara Ha no
TOYHUW OyMU LLE S HAapeKa ,ClIOBECHO-eKLe-
CUBHa-oMpas3a-apocCT-NnorHyca-ucrepus-
CUMBONHa arpecus”) e 3Hak Ha cnaéara,
npoénemaTtnyHa rpaHila Mexay HefoHa-
npaBeHus rpag U HepoHanpPaBeHWs rpax-
LaHWH.

OBWKHOBEHO TO3U NPO6IEM Ce O6CHXAA OT
TPaAULMOHHUS MY COLMOSIOMNYECKN



Alexander Kiossev

The Unaccomplished City Dweller

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
| take the liberty here to brake away from
this moral rule of publishing is that | 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 destruction' of the city, is includ-
ed in this volume dedicated to the care for
this same city?

The reason is | 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. | thought the
text is interesting and provocative because
of this combination — the insights next to
the symptom. | 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. | have in mind his
rhythmic curse and abuse of Sofia that are
interlacing his insights and that can only be
described as freaking out®. 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.

| 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, | insist that this rhetorical emotion
(lacking more appropriate descriptive
words | 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
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acnekT — KOMeHTMpa ce ToBa, Ye B Codusa
ca ce 3acenunu TBbpae MHOro xopa oT
NPOBMHLUWATA, N Ye B pe3ynTaT Ha BbTpeLl-
HaTa Mmurpauma He camMmo n3gbxea HenHarta
MHOPAaCTPYKTYpa, a HemHUTE npearpagms
ca ce paspacHanu NPeKoMepHO, HO U ce
pasBMBa CBOEO6PA3€EH ,rPaacKo-Cenckun®,
a-coumnaneH MaHTanuTeT, Npeyell Ha
WCTUHCKOTO rpaXkAaHCKO yyacTue n ypba-
HUCTWYHaTa umBunn3aums. (ArpecuBHmUAT
COPUICKM XXaproH e Hamepun 6e3ornegHa
dopmynupoBska Ha ToBa: ,A 6e, MHOro
~ceneHns® ponge s Codus... )

BeblwHoCT, npo6nembT va u ornepanHa
ctpaHa: B Codusa ce 3acenuxa, He camo
~CeneHms“, Ho 1 TBbpAe MHOTO ,CBPbX-
eBponenumn”. 3a MHO3MHA He-cobusHUN
CKpOMHara 6barapcka ctoamua gbarm
NINYHW FTOAMHM e buna aaneyeH, naeanex
XOPU3OHT — 3HakbT Ha 3anaga, UHKapHa-
umMaTa Ha KynTtypara, usunusaumaTa,
nykca un énacoka. locne ce e cnyuuno
Taka, ye Te ca ce 3acenunun B Hes — U Mo
Heo6XoAMMOCT Ca HaMpasunu peanHus
rpag, KOMTO — He noL, HO BCE Nak HaucTu-
Ha 6e3MnYHO-3anycHar, Nosy-OpPUEeHTaNCKN
N a-coumaneH — e nvan HewacT1eTo aa He
oTroBaps Ha TaxHara ytonus. Cnen HAKon-
KO roAvHu ApamaTuyHO CbXXUTENCTBO
Codusa paHo unmn KbCHO e paspyluasana
TAXHATa MeyTa, a C ToBa e 3annawuna u
camara M MAEHTUYHOCT — 3aL0TO XKMBO-
TbT B HEA € NpecTaHan Ja rapaHtupa aBTo-
MaTUYHO NNYHA NPUHAANEXHOCT KbM nae-
anHua 3anag v umsunusaumaTa. Taka
AedekTuTe Ha rpapa ca ce npesbpHanu B
3annaxuv 3a nHuaMeunga, Ha camara my
WOEHTUYHOCT B HENHWUTE YyTONNYHW dyHOa-
MeHTN. A OTTYK 3aKOHOMEPHO Ce € MosABU
1 CNasbMbT Ha NOrHycara: nucka T ce ga
OTKbCHELU TO3U rpag oT cebe cu, ga ro
NOBbPHELL, Aa ro 3abpasuil, Aa ro 3aneewl
C MOTOK OT Y>KacHW AymMy, Aa ro paspyLumLl.

Monuc, KONTO rpaXxaaHWHLT Mpasun He-
NOSIMTUYECKUN — UPaLIMOHANHO, C TANIOTO U
pywarta cu — Hama waHc. OmpasaTa-oTepa -
Ta Ha HeroBuTe ,rpaxkgaHn“ (CensHu unm
CBpbX-€Bporneinum) e Tonkoea BCenommTa-
wa, Yye cakaw oTMEeHs nNpasunia u HopmMu,
pasfara MOSIEKYSIPHO BCAKO OBLHOCTHO
UyBCTBO: HE € Bb3MOXXHO fia Ce KynTMBmMpa
coumanHocT, NPUHaAIEXHOCT Ha rpaxkaa -
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HMHa KbM rpaga, Ha MNoMTUYECKNs YOBEK
KbM nonuca. Bcuukun XvuBeewwn B I'IOJZLO6€H
rpag ce 4yBCTBAT XKMBeeLWW ,3a Masko“, HO
0o6uaeHn ,,3a ObNro“: 1 UckaT ga oTénbcHaT
rpapa, oa ce orpapgaTt OT Hero, Aa ro n3ka-
LINSAT, 3a€HO C XopaTa, NpegmeTuTe, ynu-
unTe, Kbyute.

AKO TOBa Ce Cnyun camo B €[MH TEKCT,
Nnpo6sIeMbT He € TonkoBa ronsam. Ho ako ce
cnydysa B XXMUBOTa U Tpae AoCTaTbyHO
[ObJIrO, arpecuBHaTta oTBpara B eauH
MOMEHT J06MBa HE CaMO MCUXONOrNYecKu,
a v BU3yaneH, 0Opu N apXMTEKTYpeH
n3pas: Ta ce otTnmea B camua rpag. U kpb-
rbT ce 3aTBaps.

Mpe3 1878 r., n36paHarta 3a cronuua
Coodus e okono 12-13 xunaam xutenw.
IHec 15 e okono Asa munuoHa. Konko ot
HacToAwmTe cOPUAHLM MO ayLia BCe oule
Ca XXWNTENM Ha CenoTo, KONMKO — Ha nmaru-
HepHa EBpona? [JBa MunmoHa, HessCHO
NoaeneHn Mexxgy pypanHu HocTanrmum
unu a-cobuncky, pasovyapoBaHn MeyTtarte-
. Moxxem camo fa rafgaem KOnko HeTbp-
NMOCT 1 cna3bM ca ce Hacnounu no ynu-
uMTe Ha TO3M rpaf, Kak ca ctaHanm yact
OT TOBa, 3a KOETO roBOpUM — OT Ninncara
Ha rpafcko nuue, oT a-couuanHocTTa,
OoTKasa OT nMaMmeT, OT aHTU-rpakgaHckara
3anycHarocT.

Benexkn

1. Kamb6ypoB nuwe Hat-epekmuBHo usarexga
pagukarHomo pa3pywabaHe u3 ocHoBu
U npenocmposBaHemo My Kamo MOgepeH epag
6e3 MaHuU, NpemeHyuU U UAo3UU, HO U 6e3
cpam, KOMNAeKcU U Kowmapu...

2. Cawmo c Ta3u gyma mora ga kesanvuumpam
penoBe Kato lpag Ha 6e3namemHomo
nusiHcmBo, Ha 3abpaBama u cnenomama, Ha
geAHuKa B kaywa Ha npasHuka. [pag Ha MyxbA
U 3eAeHsicanu ¢acagu Ha gynku u cmpyneu,
€ npoBucHaAu nokpuBu, wWymMHO guwawu masu
U xunabu auweu; epag BbB8 BraxHU pasnykaHu
npuwKU U nognyxHana masuika, 8 knamewu ce
Kamo 3b6u om apmamypume Ha 020AeHUme
um BeHyu 6arkoHu, B pasnaym pasnag 6e3
gekagaHc, 8 3anagaHe 6e3 3anag.



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: “| 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 | can qualify lines such as
these: A city of mindless inebriation, of oblivion
and blindness, of the quotidian trapped in the
Jjail 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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BosaH MaHueB

Be306pa3HOTO TANO N peTNbT
Ha HEeOpPraHNYHOTO

3anuncku Ha eanH cbBpemMeHeH coduiickn ¢pnaHbop’

HeopraHnyHoTO € Npo6uB B pasnajaliara Ce TbkaH Ha CMbPTHOTO. TO € HEPa3noXumo,
ycTosaBawo. To e 6e3kpanHo. HeopraHnYHOTO € HoBaTa TpaHCLeAEHTHOCT Ha MOAEPHOCT-
Ta. HeopraHMyHOTO — N3KYCTBEHOTO, NlacTMacaTa, CUHTETUYHUAT OGEKT, BUPTYanHUAT
CBSIT, KO3METMKaTa, NiacTuyHaTa Xupyprus, QUrMTanHUTE Kamepu, TEXHOMy3ukaTa, 61o-
TEXHONOTNNTE, KITOHWUHINTE, 06pa3bT OT peknamara, nnakara u 6unéopga, NMUeTo 1 TANo-
TO OT eKpaHa, NpuTexxaBaT HoBa aypa, KOSTO NMOAMEHS aypaTa Ha OTMUHANoTO, n3Tnacka-
HO, CHETO 6OXXECTBEHO cakpasiHo. HoBarta cakpanHoCT € He TpaHCLedeHTHa, a UMaHEeHT-
Ha, T4 € TyK 1 cera. /inu olue no-ToUHO, TS € TPaHCUMAaHEHTHA, Ta € TPaHCLEHOEHTHOCT B
MMaHeHTHoCTTa. Tasn CbBpeEMEHHA TPAHCMMAHEHTHOCT U3JTbYBa CBOETO ETEPHO, CBELLE-
HO TANO, TANO Ha TPAHCUMAaHEHTHOTO MOAENHO NPUCHCTBME, TOECT NPUCHCTBUE, KOETO HU
faBa MOAENN KaTo aBTEHTUKA, KaTo TAM0 Ha UCTMHaTa TyK-u-cera. ToBa npgeanHo TS0 e
HeopraHMyHUAT dbeTumL.

ETo o6pasnTe ot 6unb6opauTe: paskbcanu Bu3yanHarta TbkaH Ha rpaga Ha mbgpoctTa (?!),
Te CKJIoUBaT CBOSITA CakpasnHa TpaHCLEHAEHTHOCT Haa NpodaHHOTO, 06CLIEHHOTO, FPO3HO-
TO, MPbCHOTO, OTXBbPJIEHO TANO — Ha[ opraHvkara Ha rpaga. Kakto ,uponst” Onumnus Ha
Mare (,Onumnusa e ckangan, ngon®, nuwe Non Banepu), Te ca nHondepeHTHU: eTO M
MomuyeTaTa Ha Sisley, NorbaHaTK eQHO OT OpYro, OT KbpBaBaTta CUHTETMYHA MTbT Ha YCTHU-
Te Cu, eTO CaaoMa30XUCTKNTE Ha BoaKa ,EkcTas”, 3acTuHanm B eKCTaTuyHna MUr Ha Boan-
OPUCTKO-EKCXMBULIMOHUCTUYHOTO CY YOOBOJICTBME, €TO 6e3nnkaTa nibT B peknamara Ha
Boaka ,dnupTt”. Tean NpUsnBHY, ,PEKNaMHIN" Tena BCbLLHOCT He 30BaT KbM HULLO, TAXHaTa
BpPb3Ka C BCAKakbB pedepeHT-06EKT e paavkasiHo NpekbcHaTa. Ho TaxHarta Mol — cakpar-
Ha MOL, — € MMeHHO B Ta3Wn paankanHa npekKbCHaToCT, KOATO ABHO Tpﬂ6Ba ha curHanmnsumnpa
TXHATa CakpasnHOoCT, TAXHaTa TPaHCLEHOEHTHOCT B UMaHeHTHoCTTa. Te ca pagukanHo
OTKbCHATU OT KparHUTEe, CMbPTHU Tena Aoy, OT Npaxosska, pa3éuTute TPOToapu C pPbX-
AACBALM BbPXY TAX aBTOMO6UM, OT 6EH3NHOBUTE U3NapeHns U M1nasmunTe, OT N3TOLLEHNTE,
OTpyOeHwn, NPEBUTK OT CTapocTTa Tena, OT Tenara-CToka, NpemMasBaHn OT aBToMo6unu Tena,
unnTo Wodbopu, dacumHMpaHy ot deTra Ha 6UnN6opaa, ca 3arybunm opueHTaums Ha
BOMaHa — NOTHU, BMUPWCaHU, ByirapHO HanapdomMmpaHu Tena, 6e3n1mMyHn Tena, HaTpanym-
BW Tena, He3a4oBOeHN Tena, oTyYasHK Tena, oT4yanBalLmM Tena, YOBELLKN TeNa 1 HEYOBELLKN
Tena, Tena Ha 3agyxa, Ha HeJocTurawys Bb3ayX, Ha kKnayctpodobusTa, Ha mbaHarta oTmny-
CHaTOCT, Ha 6pyTanHaTa arpecusi, Ha HEMoHOCMOCTTa, Ha HEBb3MYTMMOCTTA, Ha 6eca, Ha
NEHOCTTa, Ha anatusTa, Ha pagocTTa, Ha XKUBOTa U CMbPTTa, B rpaga Ha MbgpocTTa. B cak-
panHoTO NPOCTPaHCTBO Ha 6UNGOPAA HAMAT MACTO 1 Tenarta, YCTPEMEHN B 6E3MUCIEHO U
dacuMHMpaHO nogpakaHne Ha HEQOCTKUMUSA GETULL — CTErHaTV B HEroBUTE YHU-POPMMU.
HeopraHnuHusaT detuw e 6e3pasnmyeH KbM NPodaHHOTO, THAMNSLO Ce MOA Hero.

BespasnmueH 1 OTKbCHAT, HO CbLLO Taka MOJES, HEOPraHUYHMAT GEeTL Hanara HopmMa, Tow
dacumMHMpa; Hopmara e creBaHa Cnsrno, Kato B TpaHc: Tenara n3nmsar oT ce6e cu, 3a fa
Ce oTOadaT Ha cakpasnHoCcTTa, KOSTO Lie M rapaHTpa B y»kacasallara UM 1 Hemucnmma
KpavHOCT, KOSTO Le UM Jaae ¢popmata Ha 6e3cMbpTre TyK 1 cera. Ho Ta3u Hopma e
PECTPVKTUBHA, PenpecrBHa, ako He 1 dalmsonaHa B CBoeTo aenctere. CnepoBaTenHo
GETUWBT € CKaHOaNeH He caMo U TOJIKOBa CbC CBOSITA TPAHCTPECUBHOCT, KOJIKOTO CbC CBOSI-
Ta HOPMATMBHOCT, C )KecTokara 1 6e3antepHaTtiBHa yHUbOPMEHOCT, KOSITO npeanara v
Hanara. 3axBbp/ieHn Ha HECKOHUYaeMVs TacKae af Ha KO3MeTVKaTa 1 Byassallarta ekcraru-
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Boyan Manchev

The Disfigured Body
and the Fetish of the Inorganic

Notes by a contemporary flaneur from Sofia'

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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Ka Ha guetute — (1)I/IKcaLlI/II/I, noacuneallmn Cy6J'II/IMaLI,I/IOHHaTa aypa Ha q)eTI/ILLIa, Te3n Tena ce
OCTbpreart OT CTbProTuH1UTE, OT HECbBbPLUEHCTBATa Ha opraHukara, OT NnbTTa Ha XX1UBOTO.

* % %

3awo roBOpuM 3a HeopraHnveH CbeTI/ILLI? He e nn ToBa egHO HalwecTBME Ha TANOTO, eKCTa-
TWUHO OTenecsiBaHe Ha CBeTa Crief BeKoBHaTa NoQYMHEHOCT Ha floroca, e3vka, ngesta?

Ha Bcuukn gHec HU e oMpb3Hana, NoHe B HsiKakBa CTerneH, HeonmbepanHaTa peTopuka
3a rno6annsaumata Ha cBeTa, 3a GpyngHOCTTa Ha CTOKMTE, CUMBOSINTE, Kanutanute u
LEHHOCTUTE — PETOPUKA, KOSITO HI Cb3[aBa YyBCTBOTO, Y€ XKUBEEM B €UH TEXHUYECKM
yHMBEpCann3upaH, rnoéaneH cBaT. B CblLOTO Bpeme BUXaame, Ye TO3M CBSAT cTaBa BCe
no-¢pparmMeHTapeH, BCce No-pasnagall ce Ha Manku rnpayeTa, KOMTo ctaBaT BCe MNo-
HECBOAVMMU €OHO KbM APYro U OYEBUOHO B TAX pabOTAT HE NPOCTO PasfinyHN KOOOBE U
es3unuy, a, 6bUx Kasan gopu, pasnMuyHn pyauMEHTU Ha 31U, PYAUMEHTU Ha KYNTYPHM
KOOOBE, KOUTO YECTO Ce cbueTaBaT B 4yynoBUWHK amanramu. OT Tasu rnefHa Touka
KaTo ye N eJMHCTBEeHUAT Hann4yeH o6l 3HamMeHaTen, rnobdaneH o6l 3HameHaTten Ha
pasnuyHMTEe LLEHHOCTHU OUCKYPCK OCTaBa TANOoTO, U Ha MbpPBO MACTO, pas6upa ce,
YOBELLKOTO TAM0. TO U3rMexaa e npuemaHo MHTYMTUBHO KaTo Bb3MOXXEH, OCTbMEH O6LY,
KyNTypeH 3HaMeHaTen B eguH npegnonaraemM rnoéanusnpaly ce CBaT.

Taka TAnoTo cTaBa u rnobasnHa ctoka. Ho 1410 nu e 06pasbT, BMsS3b/1 B EKCLECUBHUS CUM-
BOJIEH 06MeH Ha KanuTana? [HeWwHUAT TEXHOMNOMMYEH Kanutanu3bM Cb3fasa 1 npoaasa
06pasa Ha HEOPraHWYHOTO TANO, TASI0, KOETO BCE MOBEYE CE OTKbCBA OT OpraHukara u Bce
noBeye ce CBeXxaa A0 CBOWTE NpoTesn, 6unu Te GUTOBU, MEOULMHCKN, KO3METUYHN, TEXHO-
nornyHn unu coupantu. B rpapa Codus cme 3a06MKONEHN OT 06pa3nTe Ha Te3N CUHTETNY-
HW Tena: eTo v OrpoMHUTE 6MNGOPOOBE, KOUTO CTOSIT HABCAKbAE, 3amb/iBaT Bb3ayxa Ha
rpaga n TpaHchopMUpaT XXU3HEHOTO My NPOCTPAHCTBO B OTPOMEH EKpPaH, EKpaH, OT KOUTO
Tbun TAXHaTa cakpasnHa aypa. (B ckoba: NoHATMETO 3a HEOPraHNYHO, BbB BPb3Ka C MOHS-
TMEeTOo 3a GpeTnWN3bM, KOUTO Ca U3NOoN3BaHu TyK, ca 6IM3KN OO0 BbBeaeHUTe ot Bantep
BeHsmuH ole mexay ABeTe CBETOBHU BOVHU B ,[Mapwx, ctonuua Ha XIX ctonetne®).

HeopraHnyHusaT dpetuw He e TAno uny 06bpas Ha TAMo: TOW € UMEHHO GeTuLL, cakpasnHo
NPUCbCTBME, KOETO HE CBMUOETESNICTBA 32 HMKaKkaBO OTCbCTBME. ToW € camoJocTaTbyHa
HanuyHocT, enudaHnsa Ha camns cebe Cu.

* k %

HeotnasHa lMatpuk Jlbg Jle, AMpeKTop Ha eAuH OT HaW-ronemnTe GPEHCKN TeNEeBU3NOHHN
kaHanu TF 1, 3asBu: ,Hawmte npegasaHns umar 3a Len ga HanpaeaT MO3bKa AOCTbIeH
(...) ToBa, koeTo Npogasame Ha Koka-Kona, e BpemeTo Ha OTBOPEHNS 3a AOCTbMN YOBELU-
K1t MO3bK.“2 Manko no-KbCHO, B paMKWUTe Ha MocneaHaTa ny6nnyHa ANCcKycus npes
HoemBpwu 2004, opraHusnpaHa ot BusyanHus cemuHap, MegUNHUAT TeopeTuk Meopru
JlosaHoB cpaBHK Bu3yanHata cpefa Ha rpaga C Meaus, B HAKakbB CMUCbA — C TeNleBu-
3us. Hesasucumo ganu rv npyuemam unu He, He Mora ga He npusHas, Ye n AseTe TBbpAe-
HUA ca insightful N0 OTHOLWEHNEe Ha paaukKanHaTta, B HAKakbB CMUCHN cybCcTaHumanHa
TpaHcdopmaums Ha Ny6AnMYHOTO NPOCTPAHCTBO, B YUATO MOMEHT ce Hamunpame. CTpyBa
MU ce, Ye TEXHUAT insight cTaBa 0CO6EHO OTUETNIMB ako i NPOEKTMPamMe eAHO BbpXy
APYro, Taka ye KaTo pesynTar nosyyuM TBbPAEHNETO ,FPaACKOTO MPOCTPAHCTBO AHEC Ce
npespbLUa (KNOHM Aa ce NpeBbpHE) B NPOCTPAHCTBO, KOETO ocurypsea (totanHa?)
OOCTBMHOCT Ha ,Cb3HaHMETO“ Ha obuTaTenuTe cu“. He 6ux nckan ot ToBa TBbpPAEHVEe Aa
Ce npasu eBTVHA NponaraHga CpelLly arpecusta Ha CbBPeMEHHUS ,, TEXHONMOMMYeH" Kanu-
Tann3bM, BbMPEKN Ye CbnpoTunBaTta CpeLly Herosute NpoTenyHn Gopmu € BCe no-Hanexa-
wa. Mo-ckopo 6ux ro n3nonssan 3a OTNpaBHa TOYKA Ha eOUH KPUTUYEH aHanns, C KOUTo
[a ce onutam fa XBbpss U3BECTHA CBET/MHA BbPXY BbMpocHaTa pagvkanHa TpaHchop-
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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 commaodities, 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, | 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 | 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.” 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 | agree or not, | 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”. | 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. | would rather use it as a point of
departure for a critical analysis with which | 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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Mauus, 3acaralia camaTa CTpyKTypa Ha ny6IMYHOTO NMPOCTPaHCTBO W CEQOBATENHO Ha
NPOCTPaHCTBOTO Ha rpapa. Heka s onuwa B egHa ppasa Taka: NpPeBpbLLAHETO Ha Ny6nny-
HOTO NMPOCTPAHCTBO B ,HOBO MEAMINHO NMPOCTPAHCTBO", B OrPOMEH MeaneH eKkpaH.

HoBomo megutiHo npocmparHcmBo npepocTass (M MackKnpa) abCTPakTHOTO NPOCTPaHCTBO
Ha NMy6MYHOCTTA KaTo HaNMYHOCT, KaTo NpU-CBOMMA 1 y-CBOUMA HaNIMYHOCT, UK, C Opyru
OyMU, KaTO YaCTHO MPOCTPaHCTBO — YaCTHO-COBCTBEHMYECKO NPOCTPaHCTBO, NOABNACTHO
Ha KOHTpOSa Ha NpuUBUNErMpoBaHus YacteH gocTen. OT Tasu rnegHa Touka HoBomo megud-
HO npocmpa+HcmBo NPUBNAHO MaTtepranuavpa 1 okannsupa rnoéanHoTo ny6amyHo npo-
CTPaHCTBO 1 penpoayLmpa Mpexxata Ha KOHCTUTyMpaLlyTe ro NoTeHumanHn Bpb3ku. B nen-
CTBUTESIHOCT HErOBOTO ,BMPTYaNTHO“ NPOCTPAHCTBO 6E3CNOPHO MoambuLmpa CTpyKTypaTa
Ha Ny6nnMYHOCTTa, SBABANKN CE HEMH 3HAYMM €IEMEHT, KOWTO CbLUEBPEMEHHO npeanara
CbLUHOCTHO TpaHchopMupaHa Bepcus Ha Ny6nMyHOTO NPOCTPaHCTBO Kato usAno. Ha mspeo
MSICTO HOBoOmMo MeguliHO npocmpaHcmBo ,,0NOBbPXHOCTABA® YHMBEPCAHaTa Mpexa Ha
ny6nnyHOCTTa, CBEXOANKN A A0 AOCTbMHA, HeyTpanHa, epeKTBHA U peakKTMBHA MOBbP-
xHocT. OT rnegHa Touka Ha nNpuHagnexxawara Ha utannaHckms ¢unocod Mapuo lMepHrona
KOHLIENUMS 33 CEeKCanuna Ha HeOPraHNYHOTO®, KOSITO Ce BMUCBA B NMHUSTA Ha BeHsMUH 1
CbLUEBPEMEHHO Npepsiara NepcrnexkTMea 3a MUCIIEHE HA CbBPEMEHHATa CUTyauus KaTo
CUTyaLmsa Ha CbLUHOCTHA TpaHcdopMaums Ha KynTypHOaHTPOMOMNOrMYECKUTE N3MEPEHMNS Ha
3anagHuna couuym n Cy6eKT, NOBBLPXHOCTHUAT JJ,GI?ICTBaLLI, mMmoaen Ha ny6n|/|quc1-ra, Hanme-
HoBaH HOBomo meguuHO npocmpaHcmBo, 61 MOrbn Ja 6bAe oNMcaH KaTto CBPbXepoTM3npa-
Ha MOBbPXHOCT, Npeanaraiia YiCT U3nas KbM HeyTpanHaTa CEKCyanHOCT Ha HeEOpraHUYHo-
TO. HeopraHnyHara HeyTpanHa cekcyanHocT GyHKumoHupa y [NepHnona kaTo npuBunernpo-
BaHO HauMeHoBaHWe Ha TpaHcdpopMupaHaTa CUTyaums Ha CoLManHo CbLUEeCTBYBaHe OHEC.
CrpaHHata dopmyna ,HeyTpasniHa CekCyanHOCT* B KpanHa CMeTKa € MHTEH3MBHO 0603Have-
HME Ha KyNTypHO NPOCTPaHCTBO, B KOETO AUCTO3UTUBUTE HA Cy6eKTa 1 06eKTa B TEXHUTE
KIlaCnyecKn N3MEpPEHNs ca CYCNEHANPaHN 1 B KOETO Ce OCbLLECTBABA HEOTPaHNYEH O6MEH
1 PyHKUMOHAaNHa eheKTUBHOCT Ha 6E3MMYHN areHTW, NPOCTPaHCTBO, KOETO 3a pasnunka ot
AETEPMUHMCTAYHATA U UHANNCTAYHA paMKa Ha OpraHUYHOTO, € 6e3KpanHo 06paTMMo 1 B
TO3M CMUCBI1 CbLLHOCTHO He-Nepapxn3npaHo, NOBbPXHOCTHO.

EnHo oT onpepgenawumte kayectsa Ha HOBomo MeguuHoO npocmpaHcmBo e HenocpeacTee-
HUST AOCTBN OO UenTa, MakCMManHoO CKbCeHaTa ANCTaHUUs, CKbCeHa A0 TOUKa-MUr, Mexxay
N3XOAEH UMNyNC 1 KpaeH edpekT. B Morno ga ce kaxe, Ye KOHCTUTYTUBHUSAT XOPU3OHT Ha
HoBomo megutiHo npocmpaHcmBo e abconoTHaTa OCTbNHOCT. Tov NpeacTasnssa NoBbp-
XHOCT Ha HEOrpaHnyeHo pasctunaHe Ha edpekTMBHOCTTa. [JJOCTbNHOCTTa 3aema MSCTOTO Ha
KOHTaKTa (Csikall NOAMEHSANKM U HerosaTta BuUHaru 3aTpyaHsiBaHa TakTunHocT). Buptyan-
HOCTTa € TOTaNHO 1 HeyTpasnHoO YyBCTBUTENHO Hew/o (HeyTPasTHO U B OHTOSIOrMYECKN CMU-
Cb/ — 6e3pasnUYHO KbM OHTONOMMYECKNTE OCY Havano-Kpam, NpuurHa-LUen) — 1 UMEHHO B
TO3UN CMUCBN Hewo, HeWomo Ha GeTuwn3ma, a He CbLUHOCT, O6EKT, CyGEKT, CTPYKTypa:
KaTeropmm CbC CUHA OHTONOrMYecka HatoBapeHocT. Kakto 6e ka3aHo, HoBomo meguiHO
npocmparcmBo NpeacTaBnsisa CBPbXepoTU3MpaHa NOBbPXHOCT, 0603HAYEHNE, KOETO
HacouBa VMEHHO KbM HelHaTa CBPbX-PEaKTUBHOCT N €PEKTUBHOCT: JOKOCBAHETO Ha Ta3u
NMOBBPXHOCT BOAU A0 MUTHOBEH €DEKT, KbM €aVH He-eKCMO3UBEH, ,HEKNacnuyeckun®, a
dnynpeH, cuHycovpaneH oprasbM. HeyTpanHo 1 HeopraHM4yHO NPOCTPaHCTBO Ha uncTaTa
CEKCYasnHoCT LLe peye nocTuraHe Ha MakcumasneH ebekT Npy MUHUMAaNeH KOHTaKT, B MNOT -
BbpXKAeHNe Ha beHamnHoBaTa Te3a, Cnopeq KOosATO ,B CPaBHEHUE C HEOPraHWYHOTO MOTEH-
LmManbT Ha OPraHUYHOTO KaTo MHCTPYMEHT € CbBCEM OrpaHnyeH”.

* % %

Bun6opabT e MedneH ekpaH, KOWTO HU 06byuBa. MarncTpanHuaT Tun 6unbopa, Haxnyn B
rpapckoTo NpocTpaHcTBo Ha Codus, e He camo YyaoBULLHA KOHTaMuHauus. Tor e 1
3apoauLL — un NO-CKOPO CUMMTOM — Ha MMraHTCKNA eKpaH Ha superflat architecture.
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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 inorganic®, 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 day*. 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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N3rnexxpa, ye Han-ronemusit ekpaH B ceeta — Viva Vision, no-gbnbr oT NeT GyT6onHn nurpu-
wa, ce e nossun Ha Fremont Street B INlac Berac Ha 15 1oH1 2004 rognHa. Ho rpag nm e
n3o6wo Jlac Berac? lNMo-nogxogsaw, npyMmep My ce CTpyBa NPOoeKTbT Qfront, KOUTO BKIIOY-
Ba Han-ronemms BbHLUEH ekpaH B AnoHus. MNpoekTsT e peanu3npaH npes 1999 r. B Tokumo,
eauH oT Haun-,MegnanusnpaHuTe rpagose B ceeta. Qfront e pa3nonoXxeH Ha n3xoda Ha
rapa Shibuya, kboeTo ce npecuyat NeT OCHOBHU »XENE30MbTHU U METPOIMHUN N KbOETO
500 000 aywm 1 90 000 aBTOMOGMNA NPEMUHABAT BCekm aeH*. Qffont BCbILHOCT € IOMbT Ha
LueHTpanHua marasviH Ha Tsutaya, npogasaw, CD, DVD, Buaeo nrpu, manga, KHArmM n np.
lMnaHupaH KaTo ,TbproBcka crpaga, pasnpbcksaiwa uHbopmaumsa®, Qfront e eqHOBpeMeH-
HO MHTEPMOPHO N EKCTEPUOPHO MEQUMHO NMPOCTPAHCTBO, CUMNTOMATUYHO 3a TOBa, KOETO
Igarashi Taro Hapuua ,superflat yp6aHn3bm“. OrpOMHUST LEHTPANEH eKpaH, HapuyaH
»,Q’s eye®, BUCOK 23,5 M 1 wWmpok 19 M, n3nbysa KNMnoBe, peknamu, CbobLEeHNs Ha HeC-
NUPHUSA NOTOK Xopa nop, Hero. PasunTta v 1 To, NOAOGHO Ha TENEBU3NOHHNSA eKpaH, Ha
cBo60gHO 3a gocmbn cb3HaHUE? /1 NPOCTO CNYy4YanHOCT NN €, Ye EKPaHBLT € HapeyeH Oko?
Hwve He rnepame ¢peTtuwa. Ton rnepga Hac.

* % %

Moxxe 6y n3rnexpa, ye BTopauBankm ce, B HAKakbB CMUCHS NopaaBaniki ce Ha dacumHa-
uMaTa Ha cakpanHute GeTuLLIn Ha HEOPraHUYHOTO, B YMSATO aypa rpadbT ce NpeBpblia B
eKpaH, ce abCcTpaxupame OT — udmaackBame — rpo3Harta opraHmka Ha rpaga, 3a ga
MUCIIM NPOBUBUTE HA HEOPraHMYHa CakpanHOCT B Heroearta TbkaH. Ho napagokcsT e, ue
WMEHHO B Ta3u TbKaH ce 0TBaps Hau-,u3uncteHara“, ,mbaHa“ AOCTbMNHOCT, UMEHHO TYK,
KbIETO MbTTa Ha rpaga Hu 3acsira TakTunHo, eTnwmcTkaTa aypa ce ,marepvanusnpa’,
»OHTONOrM3upa“ B Han-kpavHa cTerneH. B 1031 cMyucbn ToBa NPOCTPAHCTBO MIN NMO-CKOPO
Tasu TpaHchopmauma Ha rpaackoTo NPOCTPAHCTBO TPA6Ba Aa 6bae MUCEeHa He TONKoBa
KaTo ,,0TKIIOHEHNE", ,,AeBmauma”“ cnpsmo apxeTunHua ugeaneH Mogen Ha rpaga, a Hanpo-
TMB, CbO6PAa3HO efHa Ao2uKa Ha cuMnmoma. [esnaumsara Ha rpagckoTo NMOPCTPaHCTBO Ha
Codunsa no3sonsea npossara Ha CUMNTOMa B YMCT BUA: TpaHChopmaumsaTa Ha rpagckoTo
NPOCTPaHCTBO B HEYTPanHOTO HOBO MeanHO NpocTpaHcTeo. MaHndecTtaumara Ha
cumMnTOoMa No3BossBa Aa 6bae MUCIeHa KOMMeKcHaTa CTpPyKTypa Ha Ta3u TpaHcdopma-
uusi, B UNATO OCHOBA Ce Hamupa eavH napapokcaneH double bind Ha opraHU4HO 1 Heop-
raHWYyHO, Ha cakpasiHMsl HeopraHuyeH GeTu 1 HEroBus OpraHnyeH ,,0Tnagbk®, pagmkarn-
Harta My OpyrocT, B KOSTO TON CbLLEBPEMEHHO MOKbBA.

* % %

OpraHukaTa Ha rpafa e KOHTakTHa, 3apasHa, TakTuHa. HelmHuTe HOBY CY6eKTM — ICHO
OTKpOSABALLW Ce TeNla Ha HAaCUMHMLM 1 Tena Ha XXepTBu, HOBONPOU3BeaAeHNTe B Npexoaa
(KONKOTO Npexoa KbM AeMOKpaLys, TONIKOBa U NPexof Ha 6e34ecTeTo) 60raTcTeo u 6en-
HOCT — MaT MapKnpaHo GpU3NYecko NpucbcTeme. MNpPoCTPaHCTBOTO Ha rpafa ce 3aabxea
OT BCE Mo-paspacTealmuTe ce 6U3HEC LEHTPOBE, TYKCO3HU KOOMepaLunm 1 YacTHU KbLUM,
HernocusHNUTE 3a CPeaHOroNsM eBPOMNeNCKN rpag MKUMOoBe, 3amnbiHEHN OT afeKBaTHN No
pa3mep KpUMUHANHY Tena, 1 [0 TAX, CPeLly TAX — POMU B KapyLy C HeAOXPaHEHN KOHe,
M3NnyBanu Kato OT HAKAKBO XTOHWMYHO MUHAMO U HABOAHWMW B NOCNEAHUTE HAKONKO roam-
HU rpaja (1 YneTo NPUCHCTBUE CSKALL He CMyLLaBa HUKOro, OCBEH Ye Mnpepanara Bu3dyanHu
3a6aBK 3a NpPemMyHaBalyTe HedoTaM YecTo Npes rpafja Ha MbAPOCTTa Hy)XKaW TENEBU-
3WNOHHU EKNMKN 1 TYPUCTUYECKU TPyni), HEAOSHKAALLM CU Bb3PaCTHU XOpa, KOUTO, YecTo
MbTU, CAKALL CyyariHO, 6bpKaT B 60KNYUNNCKUTE KOPU — rMeaKa, YMATO NOKbPTUTETHOCT
caKall 136MefHsIBa B y)KacaBalloTO CU MOBTOPEHME Taka, KakTo N36eaHsiBa y>KacbT Ha
HacuIMETO U pasunieHeHuTe Tena B 6e3kpanHus momentum Ha meamsTa. ToBa CbLUO €
rpagbT Ha HOBOTO MEAMHO NMPOCTPaHCTBO, rpafbT-eKpaH.

A MegMHOTO NMPOCTPAHCTBO caMO HEMPEKbCHATO Npou3Bexaa o6pasa Ha ,MbpBuYHaTa”
opraHuka B ce6e cu. OC6eHO B MOCTKOMYHUCTUYECKOTO MPOCTPAHCTBO, MEANUTE HW 3anu-
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bun6opa Ha macTuka ,Mewepa*,
Codus, 2008

Billboard of Peshtera Anisette, Sofia,
2008

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. lts 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-
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BaT c 6e306pa3HuTe, 6e3hopMeHN 06pa3n Ha MbPTBY TENa, Ha pa3uneHeHu Tena. Toea
HECbMHEHO KOMTMEHCATOPHO M3MaraHe Ha nokas NpeacTaBnsBa OnuT 3a penpe3eHTauus
He Ha camomo [Bloss] Tano, a Ha ekclieca Ha Hacunve, pasrpaxxaall, coupanHaTa TbKaH.
To Tbpcy OTAYLWHMKA Ha HepaspelumaTta XepTBeHa Kpu3aa, U3dyxHana B yupeanTesiHms
MOMEHT Ha HOBWS MONUTNYECKM NOPSAbK, TOECT Ha penpeseHTauusTa®. OGCLIEHHOTO,
U3MOXXEHO Ha MoKas TA/o Ha Tpyna e Apyrata cTpaHa Ha HEOPraHWYHOTO TANO Ha BuUNGop-
[a, Ha uaeanHuTe Tena Ha Ko3meTukarta u 6oanbunauHra.

ToBa, KOeTo HiMa MSICTO MeXxnay Te3n ase tena, TAn0oTo Ha HeopraHn4yHUA q)eTI/ILIJ n 6e3-
q)OpMeHOTO 06€e340BEYEHO TANO, TOBA, KOETO OCcTaBa 3a6paHeHo N HEBB3MOXXHO 3a
penpe3eHTaund, HeMmncammo n HeBb06p8.3VIMO TAN0, € UMeHHO MmAA0OMmo, TANOTO, KOEeTO e
HaBCAKbAEe OKOJIO HaC, TANOTO Ha NPUCbCTBMUETO N HA HEN3PA3MMOTO pasnunine, pasnn-
une C apyroTo, pasnunymne CcbC cebe cu, N3NOXKEHO Ha BBHLUIHOTO, Ha Mornefa, Ha CBeTNu-
HaTa 1 yoapute Ha cBeTa TA/0, XXMBOTO, anwaulo 1410, TANOTO KOEeTO n3nmtea 60nkKa,
Hacnaga, TonnnHa, CTyd... — TO e TA10TO, 3a KOeTO HAMa nornen n cneposartesiHo MUNOCT.

* % %

Tanoto Ha deTnwa KNoHn KbM auedanHocT, KbM 6€3rnaBoCcT; HEroBOTO NINLE € U3TPUTO,
rnaeara — oTpsidaHa (eTo egHa OT peknamuTe Ha Boaka ,dnupT, eTo yCcTHUTE 6€e3 oun
Ha egHO OT MomuueTaTa Ha Sisley, eTo cCagoMa3oXMCTKUTE OT peknamaTa Ha BOAKa
»,EKCTa3" c Macku Ha nuuara; u oT gpyrara cTpaHa — CHUMKWATE Ha TPynoBe, Ha pa3une-
HeHU Tena, Ccblo 6e3 nuue). MianaraHeTo Ha NnbTTa 6€3 gUcTaHumsa, 6e3 norneq, e
deTnWbT — y)KacsaBalwo cakpanHo NpucbCcTBrE 6€3 pasnuume B Hero. IpeHTuYHOCT Ha
cebe cu. QeTnbT € CBPbXAETEPMUHUPaHA penpe3eHTaumns — NPOTUBOMONIOXKHOTO Ha
ToBa, koeTo [lenbo3 Hapuya B cTyauaTa cu 3a xyaoxHuka QpaHcuc BenkbH ,meco”, n
KOETO 3axBbprifl CETMBATa B ONuTa 3a BCUYKO OHOBA, KOETO GETULIBLT N3/1MyaBa, KOETo
Ce uanara Ha pucka Ha Hem306pas3nmoTOo, Ha Kpaxa Ha penpes3eHTaunsaTa, ¢ 6e3mMb/BHa
racka KbM TOBa, 3a KOETO HAMa MWOCT, 3a He3apacTBaliata paHa Ha nibtTa. Auedan-
HUST, 6€311MK XpMcToC Ha BenkbH Kpewm cTpagaHneTo Kato MMaHEHTHOCT Ha NbTTa;
HEroBOTO CTpadaHne e UCTMHA eaNHCTBEHO 6e3 Hadexaarta 3a cnaceHue n 6e3 BeuHus
pecypc-rapaHuus Ha oyxa, Ha BEYHUS XKMBOT.

* % %

»,CamoTo“ TAno, gony, B HM3BeprHarara MMaHeHTHOCT, Mpodb/kasa fa 6bae OHOBa, YMATO
penpe3eHTauus e 3a6paHeHa. AKO TANIOTO BUHArU e NpeacTaBnsaBano, B MoWHaTa XBatka
Ha nNnaToHW3Ma 1 XPUCTUSHCTBOTO, OTNagbka Ha penpeseHTauusTa, To 1 cera To e TOBa,
KOeTOo He MoANeXmn Ha 6o)kecTBeHarTa cBeTnuHa. [NaaHano 3aegHo ¢ rpexonafeHneTo, To
e HecrnaceHara, pasnarallia ce opraHuka, YisTo KpanHOCT € NpeKbcHaTa OT HepasnoXu-
MaTa CMHTEeTUKa. AKO B aHTPOMONorMyecka nepcrexkTnsa Tpséea Aa TbpPCUM HayanoTo Ha
penpeseHTauuaTa B putyana Ha norpe6eHmeTo, TOeCT Ha CKPMBaHETO Ha MbpPTBOTO TASIO,
TO OYEBMAHO N AHEC BOMHOTO, CTAPOTO, U3MbYEHOTO TANO, 6N3KO A0 CTPaAaHMETO U
CMbpTTa KpanHo TAM0, e 3abpaHeHo 3a penpeseHTaums (CkaHganbT ¢ TBop6aTa Ha PoaeH
» 123K, KosiTo 6elle xy6aBata OMUep” He € B penpeseHTaumsTa Ha CbCyXpeHOTO HEMOLLIHO
TANO Ha cTapuuaTta, a B 3noBeLlaTa nnaToHNYeCKo-Ne3ynTcka HasuaaTenHo T, B Criyyas
nogeta oT PofeH kaTo Bapuauus Ha TeMa OT CPeHOBEKOBHUS ckaHaanmkus Opaxcoa
BuinoH, nanarawa Ha nokas ctapoTo TAN0 eAMHCTBEHO KaTo OTNadbK Ha apXeTUMnHOTO,
3ApaBo, KPacuBO TANO, TANIO, KOETO HsIMa OCHOBaHWs B ce6e cu). O6pasbT Ha U3MbUYEHO
OT Bb3pacTTa CTapyecKo TANO BbpXy 6unéopaa 6u npean3Bukan 6e3 HUKakBO CbMHEHNE
CKaHpan, HecbU3Mepum C TO3U, NPean3BMKaH OT 06pasa Ha KypBu C 61YOBE B pbLieTe.
MocnenHnTe 3acarar ocTtaTb4eH, HeapTUKyNMpaH 1 3ary6un oOCHOBaHUS OGLLHOCTEH U
nMYeH Mopan; MbPBOTO 61 3acerHano HeocMucieHarTa, abCconoTHO NPUCbCTBALLA, CUHTE-
TUYHA Penurva Ha OeHst AHeC, 61 M3BbPLUNIO CBETOTATCTBO KbM Bb3BULLEHOTO NPOCTPaH-
CTBO Ha MAOMHOTO CBELLEHO.
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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-
sentation®. 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 Heaulmiére (The Old Courtesan)
does not lie in the withered body of the old woman but in the sinister Platonic-Jesuit
instructiveness, taken up by Rodin as a variation of a theme by the medieval scandal-
maker Francois 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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CnepoBarenHo, rpo3Ho aedopmupanku Opona, 61 Tpséeano aa MAUCTUM deTuwwa Ha 6un-
60paa KaTo cybnMmaumns Ha KOIEKTMBHOTO HECb3HABaHO, KaTo CIO6MIMMHA NPoeKuns Ha
bpycTpupaHuTe n3tnackaHu xxenaHus. Ho Toea e No-npocToTo o6sicHeHne. Y Opong u B
ncuxoaHanusaTa U3o6LLo OTKpuBame efHa TBbpAe cTapa Npefctasa 3a npupogara KaTto
pecypc, KaTto OCHOBA, KaTo M3TOUHMK: MM6MOO0TO, OPraHUYHOTO B ObNGMHUTE HA CyGeKTa.
Ha cBon pep, oTbpcBankn ce OT BCAKAKBO TEONIOrMUYECKO HacneacTBo, MOXXEM Aa MUCIUM
NPVYPOZHOTO MO OTHOLUEHME Ha YOBEKA B HEropata HauasHa HeJOCTaTbyHOCT.

YoBeKbT e 610M0rMyeckn He[oOCTaTbyYHO ChLUECTBO: ChLLECTBO, YNATO HEMPUCMOCOGEHOCT
KbM cpefara AaBa TlaCbK Ha pa3BUTMETO Ha Mopdonoruata My, apTMKynmpa pbka, pbka -
Ta XBalla KaMbkK, yapa C KaMbKa, XBbpJid KaMmbKa, T.€. Cb3aBa NHCTPYMEHT, T.€. OTKbCBa
yoBeKa OT HEMOCPEACTBEHOTO, T.€. Cb3AaBa ANcTaHuus, T.e. Cb3aaBa npoTesa, T.e. nona-
ra Cy6eKT: HayarHusT pa3pus, B KOUTO Ce ABABA CbLLECTBOTO, C KOETO HEOPraHNYHOTO
BNMu3a B cBeTa. Homo sapiens € n3HavanHO TEXHUYECKO CbLecTBO. Tekhné naHauanHo
ponbnea physis: aHTPOMOIOrMYECKOTO € N3HavanHo TexHo-noruvecko. MNportesara e
Hecyb6CTaHumManHaTa cy6cTaHumMs Ha YOBEKA, a HEOPraHNYHOTO — He HELLO NoBeye OT
CbBPEMEHHNA MOJYC Ha NpoTe3arta Ha OpraHN4YHoTo. TO e 3acTBaHe B TPaHCLEHAEHTHA
MacKa Ha HeopraHnyHaTa OpraHyka Ha UYOBELLKOTO TAI0, U3TbKaHO OT KpanHOCTTa Ha
NPUPOAHOTO 1 CUHTETUYHOTO BPEME Ha N3KycTBeHoCTTa. DETULILT € 3aCTONOPEHNT
0o6pa3 Ha pa3nMCcTBaLLOTO Ce, HEBbOGPA3UMO TANI0 HA HEOPraHWYHOTO, BbO6pa3sBaLlo
opraHvKaTa KaTo HEMPEKbCHATO ekcueanpaHe Ha cebe cu. Tol e camo MUMOoneTHa
BafieHKa, Bbo6pa3ssBaLla Cu LEHHOCT B 6€3MbJIBHOCTTA Ha CEAMUYHOTO CU HENemno n CKy-
[OYMHO NPUCBLCTBME HAKbAE OKOJIO HAC, OMbHAaTa — BCE OLLUE — OT HEBUAMMUTE HarnperHa-
TW, XX1Unasu, n3uanaHu pbLe Ha paboTHULN.

BceblHOCT BAura nu n3obLuo HAKOW rmasa Harope?

CtpyBa My ce, Ye 3a NPbB MbT BUASAX M306paXKeHnsTa oT 6unéopaoseTe, penpoayumpaHn
BbPXY CTPaHULUTE Ha cCnncaHue.

Benexxkn

1. 3a pa3paboTkara Ha TO3M TEKCT Ca W3MNON3BaHU YaCTW OT HAKOJMIKO NyGnnKaumm n nHTepsioTa
OT nepuoga Ha BusyanHusa cemvHap (eaHonmeHHata crtatvs B JlumepamypeH BeCmHuKk,
mapT 2004; ,MNpoten un MNMpoTesarta“ B Coyuorozudecku npeareg, 3nma, 2004; Roland Schenke,
,Body Politics — Postkommunistische Asthetik des Politischen. Ein interview mit dem bulgarischen
Kulturtheoretiker Boyan Manchev*. Springerin, 1, 2004), cBbp3aHu C AN UHCAMPUPaHN
OT paboTaTa B paMkuTe Ha cemuHapa. MNapadpasvpam koHuenumata, BbeegeHa ot Bantep
BeHamuH B neprona mexxgy ABeTe CBETOBHY BOWHW B MPOYYTUS My TeKCT ,[lapwx, ctonuua Ha
XIX Bek“. TepMUHBT ,,HEOPraHMYHO" Ce NoABsABAa B KOHTEKCTA Ha AMCKycusATa 3a deTmwmnsma,
urpaetla LeHTpanHa pons B HEroBus aHanu3 Ha Kyntypara.

2. Mo cbobuieHne Ha AreHums @patc Mpec (AFP) ot 9 tonu 2004 r., KOMEHTMPaHO B YaCTHOCT
ot Libération (10-11/07/04): ,,Matpuk nbo Jle, npomneay Ha mo3buu® (,Patrick Le Lay,
décerveleur®).

3. Bx. Mario Perniola. Il Sex appeal dell'inorganico. Torino: Giulio Einaudi Editore, 1994.

4. Bcuuku paHHu 3a Qfront, npeseaeHn OT AMoHcKaTa yeb6-cTpaHuLa Ha nNpoeKkTa, 3aemam
oT cTtatusita Ha Marc Steinberg, ,Building Perceptions: Media Architecture and the Hypersurface
Experience*, Parachute 113, 2003.

5. Bx. vactra ,PenpeseHTauns Ha HacunmeTo, Hacunve Ha penpeseHTaumsTa“ Ha paéorara Mu
sDer Totale Kérper der Lust®, in Zurtick aus der Zukunft. Osteuropdische Kulturen im Zeitaler des
Postcommunismus. Ed. by Boris Groys, Anne von der Heiden and Peter Weibel, Frankfurt:
Suhrkamp Verlag, 2005.
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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.

* k *

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. Tekhné 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 | 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 Asthetik des Politischen. Ein interview
mit dem bulgarischen Kulturtheoretiker Boyan Manchev”. Springerin, 1, 2004). | 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, translated from the Japanese web-site of the project, | take from Marc
Steinberg’s article “Building Perceptions: Media Architecture and the Hypersurface Experience”,
Parachute 113, 2003.

5. See the section “Representing violence, violating representation” of my work “Der Totale Kérper
der Lust”, in Zurlick aus der Zukunft. Osteuropdische Kulturen im Zeitaler des Postcommunismus. Ed.
by Boris Groys, Anne von der Heiden and Peter Weibel, Frankfurt: Suhrkamp Verlag, 2005.
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CronuyuHun n3rnegn

Aunckycunsa. Bopew, n pepaktop PernHa butHep

Cogus, 5 oHU 2005

YuacTtHuum

Slpa By6HoBa Kypatop, oupektop Ha ICW — Codus, ppbkoBoauTen
Ha BusyanHua cemuHap

JTbuesap BoapxumeB  XyOOXKHUK, CTUNEHAMAHT 1 uneH Ha CbBeTa
Ha BusyanHus cemuHap

NBanno Anues npodecop no KyntypHa aHTpononorusa B Codpuinckus
yHuBepcuteT, uneH Ha CbeeTa Ha BudyanHusa cemmHap

AnekcaHpbp KboceB [OLEHT NO KynTypHa NCTOPUS HA MOOEPHOCTTA,
3aMeCcTHUK-pbkoBoguTen Ha BusyanHus cemunHap

Kpuctnane MeHuke  Kypartop, pbkoBoauTen Ha [paacka ranepus 3a CbBpeMeHHO
n3KycTBo, [lpe3neH, l'epmaHuns

Mwuna MunHeBa COUMONOr Ha BU3yanHarta Kyntypa, CTUneHamaHT
Ha BusyanHua cemuHap
PernHa ButHep npodecop no Kyntyponorus, pbkosoanTten Ha International

Bauhauskolleg, ®oHpaunsa bayxayc, Oecay, lepmaHus

PernHa ButHep: KakBo ce cnyusa, korato eavH rpag ce npeBpb-
wa B o6pas? lNop pybpukara ,CMMBOSIHA UKOHOMIMKA® TEOPETHLIM HA KyNTypaTta 1 couu-
051031-yp6aHNCTN ANCKYTpaxa ocobeHaTta pons Ha KyntypaTa, TpaguumsaTa u uctopusta
B KOHCTpYyMpaHeTo o6pasun Ha rpafoBe, TbpPCELLM NULE, KOETO Aa NOoKaXkaT Ha BbHLUHUS
cBsT. MHOXXECTBO KMeTcTBa npecnensat nogobHa ,NoanTka Ha BUGMMOCT®, 3a aa uarpa-
[ST rpaioBETE CU KaTo MPUBREKATENHN MEXAYHAPOAHWN LIEHTPOBE 32 kanuTana, UHBECTU-
TOpUTE, TYPUCTUTE U CBOUTE XXENlaHN 06uTaTeNn: cb3naBa ce NO3UTUBEH 06pa3, CMeCcBalll
onpefeneH cTaHoapT, KauecTBO Ha XKUBOTA 1 MeCTHa NpuBfiekaTeniHocT. YecTo Noao6Hu
06pasun Ha rpafoBe ca Taka yefHaKBeHM, Ye PUCKYBaT Aa NPUKPUST pasHOPOQHMTE npak-
TUKWN Ha obutatenuTe. Mpegnonaram, Ye 3a y4aCTHALMTE, XYOOXKHALM N TEOPETULM HA
KynTypaTta, egHo OT rMaBHUTE HamepeHusi Ha BuayanHusa cemuHap e 61no n3cnensaHeTo
Ha HayunHa, no KONTO XynooXKecTBeHUTe npon3eseneHna morat ga ce HaMmecaT B TakmBa
penpes3eHTaLMOHHN OTHOLLEHUS.

OpesneH n Codusa ca nBa UHTEPECHN N3CNENOBAaTENCKN Clyyas Ha NOJO6HO pasBuTme.

W ako [pesneH cnacu pa3no3HaBaeMocTTa Cu Ype3 PeKOHCTPpyMpaHe Ha 6apoKoBUS CU
rPafcKu LEHTBP, a OTTaM Bpb3kaTta Cu C UCTOpUS 1 Tpaguums, To o6pasbT Ha Codusa e
6ena3aH OT 3HaUWTE Ha MEXOYHAPOAHU KOMMaHWUN U TbProBCKU MapKu — peknamara TyK e
pagukanHa u CUiHO arpecrBHa. Kaksu ca ngeute 3a rpag, KOuTo ce nopaxaar oKono
OOMUHMPALLMSA BbB BCEKM OT ABata cny4vas yp6aHUCTuyeH anckypc? danu, B cnyyas Ha
Ipe3neH, meutaTa 3a 6yp>xoaseH rpan? nm B Codus, ¢ yCKOPEHOTO 11 pa3pacteaHe —
3a TbpCEeHe Ha MecCTa, KbAEeTO NpaBunara Beye He Baxkar?

KpuctnaHe MeHuke: B [Jpe3neH npes3 nocnegHuTe 15 roguHn
06pa3bT Ha rpaja 6e orpaHnyeH oo MHOro cneundouyHa kaptuHa. bele ,,cBUT [OTONKO-
Ba, Ye la O6XBaHe eaMHCTBEHO UCTOPUYECKNTE NMAMETHULM U OCOBEHO HaN-N3BECTHUTE
cpeq Tax — OpayeHkrpxe, 3eMnepoBaTa onepa, MICTOPUYECKUs LIEHTbP KaTto usno. U
camMo 3aLl0TOo onpefeneHa Tpaauums Ha TEXHUYECKN NHoBaumK 6elwe obsBeHa 3a n3pas
Ha ,CaKCOHCKMS AyX Ha U306peTaTENHOCT U NpeanpuemMynBocT, To31 06pas ce o6oratu
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Capital Cityscapes
A discussion. Moderated and edited by Regina Bittner

Sofia, June 5th, 2005

Participants:

lara 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

Ilvaylo 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. | 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, | 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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C HI0@HC OT MOAEPHOCT. BCeKkMaHEBHUAT rpafcku XXNBOT, 06aye, € MHOro TPYAHO BUOUM
3ap 103K 06pas. Taka ue, B cnyyas ¢ [pe3feH, 6ux Cnoxxuna BbNpoCUTENEH 3HAK Kpan
MOHATUETO ,rPaackmn®, ako Noa Hero 1 nop, ,ypbaHnsbm® pasérpame NpUCbLCTBUETO HA
HeeOHOPOOHW rpafcKy apxuTekTypu 1 GopmMy Ha BCEKUOHEBEH XMNBOT. OCHOBEH TyK
cTaBa fe6aTbT 3a CMMBOJIHATA UKOHOMIKA, 3aLL0TO NPOM3BOACTBOTO HA 06pas3n — aBTo-
HOMHO 1 OTAENIEHO OT BCEKMOHEBNETO — 1Ma MPEKU NOCNEACTBUSA BbPXY XXNBOTA B rpaga.

PernHa ButHep: 3Haun B [lpe3aeH ce CTpon XOMOreHeH o6pas
Ha rpaga, HamaLl MHOro o6Lo C uagenTte Ha ypb6aHnama... A Kak ce pasBuBa cbliata Tema
B Codus? BusyanHnat cemrHap KOHLIEHTpMpa BHMMAHNETO CU BbpXy KynTypaTta B rpag-
ckute ycnosus. Haéniogasa nu ce nogo6Ha XOMOreHn3aums TyK — OnuT 3a U3rpakgaHe
Ha naeHTUduKaums Npeq BbHWHWA nornen?

AnekcaHpbp Kboces: CTpyBa Mu ce, Ye MbpBUAT, N3npasun ce
TYK BbMPOC, € KOW ca nrpaunTte B TO3M NPOLEC — KOW MMa Bb3MOXKHOCTTa Aa onpenens
o6pasa Ha rpafga. B cnyuas cbc Codpus ca 3abbpkaHy MHOIo Xopa, YMsTo MoTuBauus e
He 0COB6eHO AcHa. imame MHOXXeCTBO UCTOPUYECKN, CUMBOMNYECKN BaXKHW Crpagu, u
MoBeyYeTo OT TAX ca MeXJyBpeMeHHO OGHOBEHU. [JOKOKOTO ToBa Ce CryyBa, MOXe Aa ce
TBbPAM, Ye Ma yCuams Aa ce NogobpsT TypucTuyeckute ycnoeus. Ho LeHTbpbT Ha
Codusa He npeacTasBnssa UCTUHCKA TypUCTUYECKA aTpakums, Makap Aa CbM YyBan He
edviH roct aa tebpan, Yye Codpua npunuya Ha 3anageH rpaf, T.e. Te pasnosHaBsar pasnuu-
HY 3Hauun 3a eBponensaums. Tyk Habnogasame CTpeMeXx KbM oduumanHo n3TbKBaHe Ha
NCTOPUYECKN €IEMEHTMN, OCOBEHO Ha OHEe3W, KOUTO MMAT NONUTUYECKO 3HaueHve. B
CbLLOTO Bpeme, TPyAHO € Aa ce Onpeaenu Kom ca octaHanute urpayn. Kov e cnocobeH
TONKOBA pPeLnTEeNHO Aa NPOMeHN obpasa Ha eauH rpan?

KpuctnaHe MeHunke: Hamvpam 3a BaXHO fa ce Ha30BaT areH-
TUTE Ha NOJOBHO NpeycTponcTBo. 3a [pes3aeH To31 BbMPOC HE € OCOBEHO TPYAEH.
PasButneTto Ha cTpaTterun 3a npmeimyaHe Ha MHBECTUTOPU U TYPUCTN B CbCTe3aHNe C
Apyrv rpagoBe nNpofdb/kasa Beye OT gocTta Bpeme. OTrnexxgaHeTo Ha nogo6eH o6pas Ha
rpaga e ot rogvHu OEenHOCT Ha OBLLMHCKOTO OTAeneHue 3a nnaHnpaHe n Ha Dresden
Tourismus GmbH, B CbTpyOHWYECTBO C APYrN OBLUMHCKN 1 YaCTHW NapTHbopu. Taka ue
areHTuTe ca lecHO onpegenvMmMun. YBepeHa CbM, ve nonoxeHneto B Copus e HanbnHo
pasnnyHo. BeposTHO MmMa MHOro noeeye pasHoriacue OKono ToBa, KOW € OBnacTeH aa
peLln KakbB Ja € rpafbT B 6baeLLe.

NBanno AuueB: bux npogobmkun Tasn MUCHI — BAPHO €, ICEH
o6pa3 Ha Codus He cbluecTByBa. HKOM HE MUCNK 3a TOBa, KMETCTBOTO HE NMpaBu HULLO
no BbMnpoca u opuLManHOTO N3BMHEHME €, Ye BCE OLLEe HaMa 06, yp6aHUCTNYEH MnaH 3a
pasBuTue Ha rpaga. lNMpremaHeTo Ha TakbB MnaH 6elle OTNoXeHo. He 6e HanpaBeHo ycu-
nve Ton Aa 6bae HaNCTMHA NPUET, TbIl KATO OTCbCTBMETO MY NMpasu NpuBaTn3aumsaTa
MHOro no-npocTta. lNMopo6eH nnaH 6e yTBbpaeH oT O6LMHCKMS CbBET eaBa npes3 2004 1. 1
BCE OLUe NpeacTon Aa ce npeBbpHE B 3akoH. OTroBOpHUTE 3a TOBA y4acTHULM He ca Cro-
CcobHM ga ro npokapart. HeotoasHa npe3 OBLWMHCKUS CbBET MUHAxXa perynauyoHHu npa-
BUna 3a peknamarta B rpagja 1 Te Morat fa ce pasrnexaar Kato MbpBu CTbMKK MO NocoKa
Ha perynMpaHe Ha ny6nyHOTO NPOCTPaHCTBO, HO BCE OLe CMe Aaney OT BCska UCTUHCKA
MMCBI 32 06LLO rPaACcKo pas3BuUTHE.

Muna MwuHeBa: [pagbT HY CbC CUTYPHOCT HE € U36McTpun
nopgo6Ha naes, HoO He3aBMCMMO OT TOBa MU Ce CTPYBa, Ye sicHa NpeacTaBa Kak 6u Tpsi6-
Bano aa ce passuea Cobus nma. Pasrnexxaankm CKoOpoLHWUTE NpeyCcTPONCTBEHN OENHO-
CTW, CTaBa ACHO, Ye NOBEYETO OT TAX KacasT crpady oT HauyanoTto Ha XX Bek. Llenta e pa
ce npenctasu Codus KaTo ueHTpanHo-esponencku rpad. Npoekrst ,Kpacnea Bovnrapus®

)

108



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: | 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 | 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: | 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. | 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.

Ilvaylo Ditchev: If | 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
| 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, | 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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noaabpXkaH OT NpPaBUTENCTBOTO 1 Nporpamara 3a passutue Ha OOH, o6pucyea Codus,
KaKTO U3rMexaa, No Cblumsa HaumH. AKO aHann3npame BCUUKM PEMOHTMPAaHN Hanocneabk
Mo TO3W MPOEKT Crpaaun, U3nbKea yaapeHneTo Bbpxy paHHus XX Bek. B nscnegsaHeTo mu
B pamkuTe Ha BudyanHus cemvHap 3a noweHckuTe kapTuukmn ot Codus, N3acHuX Hapa-
CTBaLLOTO HECLOTBETCTBUE MEXIY 0606LLEHUS TYPUCTUUYECKU 06pa3 1 peanHoTo, dusnye-
CKO pa3BuTUE Ha rpafa, NPosBABALLO Ce MO NOo-NoBeYe UM No-Masiko eCTECTBEH HAUNH.
OHoBa, KOETO KapTUYKUTE Npeaasar, € TOYHO XOMOreHU3NpaHnaT rpagcky marneq. U npo-
6/1eMbT € UMEHHO B HECLOTBETCTBUETO My C peanHus rpag.

slpa By6HoBa: He Buxpam siceH Mofen 3a penpeseHTaums Ha
Codusa gHec. OTHacsHeTo KbM EBpona ce onutea ga ce HanoxXku, HO OT gpyra cTpaHa
€BpOorencK1Te rpagoBe ca KaTo Lsno AocTa pasfnuyHK, Taka ve, KakTo u3rnexaa, ,eBpo-
Nnenckn“ He 03HauaBa HeLo KOHKPeTHO. He cTtaBa nu MHOro noseye gyma 3a ctonmum, 3a
pasnMuneTo Mexxay LieHTpanHaTa rpaacka yacT 1 obuumanHuTe crpagu, npeacTaBsiium
nonutnyeckata BnacT? BbB Bceku crnyyan, ToBa e 4ocTa U3bnpartenHo NponsBexxaaHe Ha
0o6pas Ha rpapa. NornegHato nHave, Copus e cpegHOBEKOBEH rpaf, KOeTo nponmyasa
Hali-Beue B LibpKBUTE . B QOMbHEHNE KbM CTPOUTENICTBOTO Ha HOBM LibPKBMW, KOETO BeYe
neT roAVHN BbPBY MOA MbfiHa napa, Hanuue e mbfieH Noa6op Ha Apyrn UCTOPUYECKN na-
ctoBe. He ca nu Te vacTt ot HeBuanmusa rpag Coopua?

WBaiino Ouues: Mo To3Kn noBoa 61x Uckan aa kaxka Helwo. Beue
CrnoMeHaxme Bblpoca 3a MECTHUTE urpayu, pasfnnyHu B asata cnyvas. ObarorogmwHnaTt
kmeT Ha Codumsa — CodUsSHCKM, MMalle MHOro cneunduyHo BiKaaHe cnpsmMo rpaga u
6baeweTo My. Ton nckawe fa BYAU OCbLECTBEHO €0HO LIeHTPanM3npaHo rpafacko npo-
CTPaHCTBO — TPUbIbIHUKA Mexay LleHTpanHa 6aHsa (6uBluata Typcka 6aHs), jramusaTa n
cuHarorata. ToBa e CTapusiT LeHTbp Ha rpaga, LeHTbp U Ha HAKOrallHWS OCMaHCKM rpag.
KmeTbT 6e npeacTtaBuTen Ha NOHATUATA Ha OHE3W CTapu codrsHLM, KOUTO UCKaT aa ce
Bb3cTaHoBu Codusa ot getctBoTo nm, Codus Ha TexHuTe popgutenu. MNMoHskora popwu crpa-
A1 OT HayanoTto Ha XX B. cTaBar 4YacT OT TO31 06pas, Makap Aa He ca TOIKoBa APEBHU.
OcBeH TOBa Mmalle usna cepusi gedatii OKoo 3HaYeHMeTO Ha BodaTa KaTto CMMBOS Ha
rpaga. B kpas Ha kpavwara ce nonyun eavH BUL KOMMPOMUC B CMOPOBETE 3a rpaackms
LEHTbP — YacCT OT HEero fa cTaHe My3eu, NneLexogHa 30Ha, TbProBCKW YIMUM 1 KMETCTBO.
CtpaHHa n komnpomucHa koméuHauus. CTpyBa Mu ce, Ye Korato 06Cbhxgame Cryysatlo-
To ce cera B Codusi, He MOXXeM Aa UrHopupame BMSIHAETO Ha KMeTa 1 OGKpbXaBalumTe
ro. Te npeBbpHaxa TbpProscka ynvua B NelexofHa 30Ha, AOKaTO B CbLLOTO Bpeme 6sxa
CpyTBaHu Crpaau oT coumanncTnyeckara enoxa.

PernHa ButHep: Bux nckana ga BbpHa pasroBopa KbM MOMEHTA,
cnomeHat oT Muna MuHeBa — HECLOTBETCTBUETO MeXay U3paboTeHus OT rpaga o6pas u
peanHns rpag. [JOKONKOTO CU CMIOMHSIM, TOBa HECLOTBETCTBUE GELIEe HavanHaTa Touka Ha
BusyanHus cemunap. OT egHa cTpaHa, Ha nuue ca onutn Codus ga ce 3aKOTBM OTHOBO B
XIX n Hauanoto Ha XX B., Tbll KaTto NOAO6EH NMUIK CbOTBETCTBA AO6PE Ha NopenHus
npouec Ha nHTerpupaHe Ha bonrapus ¢ Espona. OT gpyra ctpaHa, NpUcbCTBMETO Ha
MEXOYHAPOAHU UHBECTUTOPW, OYEBNIOHO UYPE3 KONMMYECTBOTO peKnama 13 rpaga, cb3fgasa
o6pasa Ha narpseall 1 AnHaMmmnyeH LeHTbp. o KakbB HaUMH ce HamecBaT B MNOJO6HO
HECbOTBETCTBUE XYAOXKHNLUTE?

JTbuesap Bospxues: LLle 3anouHa, BpbLAKN Ce KbM cropa
OKONo Heonpepenumus o6pas Ha Codus. 3a pasnuka ot [lpe3aeH, KONTO OTHOCUTENHO
NeCHO MOXKe fa ce naeHTuduumpa Ypes pasnuyHun gageHoctu, npyu Codpus oTBEAHBIK
Taka He MoXke Aa ce cnyuun. [lopu KMeTbT fla ce CTapae ja cb3faae o6pas, YUETNIUB B KOH-
TEKCTa Ha eBPOMencKOTO paswWnpeHne, HE MICIS, Y€ € Ha NnLe HKakBa sicHa uges. Ho
TOBa, KOETO BCE MNak ro uva, € BCEeKUAHEBHUAT rpafckuy XmeoT. M B TO31 cMyucbn Hamu-

110



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.

lara Boubnova: For Sofia, | 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: | 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. |
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: | 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, | 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: | 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, | don't think there is a clear concept here. What there is, however, is everyday
urban life. And in that sense | find it good that we don’t have a clear policy of visibility. |
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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(Dpayenkupxe, JpesneH, npes 1930-te, 1950-Te
(dbotorpacdum Puxapp MNetep) u fHec

Frauenkirche, Dresden, in the 1930ies, in the 1950ies
(photographs Richard Peter) and now

pam OTCbCTBUETO Ha sCHa Bu3yanHa cTpaTerus 3a gobpo. Oé6uuam ga cpasHasam Codus
¢ bykypel — rpag, usnpaseH npepg cblumTe Npean3sukatenctea. Tam e Jocta TpyaHo aa
HaMenuw ynnyHo kadpeHe nnu 6ap, 3a aa nueww egHa 6upa. B Codus Hammpall nbnex
KOMMNeKT kadeHeTa 1 6apyeta B camus LEHTbP — IMaBHO HepernaMeHTpaHn Takuea,
YacT OT BCEKMOHEBHUS XXMBOT TyK. TOBa M3rnexxaa HeBb3MOXKHO B bykypeLl. Hsakon kone-
rm oTTam, NOCETUNN Me npean mecew, TBbpasaxa, ye Codusa e no-manbk rpan, HO U3Nbil-
HEH C Kbe noseue Xn3HeHocT. Kak aa oTroBopumM Ha nopo6Ho HecboTBeTCcTBUE? Mucns,
ye 3a [a Ce OKaXke HaTWNCK BbpXy O6LUMHATA, € He06X0aMMO NPUBMYAHETO B Aebara
oKOono o6pasa Ha rpafja Ha NoTEHLMANHO akTUBHM rpynu. 3awoTo Ae6arbT € Hal-Beve
0KOJO MNonuTMKaTa Ha BuaMmMocTTa.

Kpuctnane MeHuke: CTpysa My ce Ba)KHO Ja ce pasbepe, ye
HanCTMHa CTaBa gyma 3a nonutuka. JJopu nctopusnpalmsat ob6pas, Npom3BexxaaH B
JpesneH, uma MHOXXecTBO nocneamum 3a rpaga. OueBmaHo e, Ye e GuKLMS, KOSTo, AopU
fa ce onpasgasa upes3 NCTOPUYECKN OTNPATKKU, BCbLUHOCT € a-ucTopunyHa. Pasrnexxpanku
CbOTBETHUTE GpOLYpU pasbmpame, Ye OCHOBHU MOMEHTY OT UCTOpUATA Ha rpaja — pas-
pyliaBaHeTo My nNpes3 BOWHaTa, Hanpumep, 1 0CO6eHO BCE OLle BUAMMOTO BANSHME HA
counann3ma — ca u3TnackaHu, 3al0To CbLLEeCTBYBaT onaceHus, Ye morat aa 6baar npo-
YeTeHN NO HeraTuBeH HauvH. [peknaT pe3ynTarbT e enuMUHMpaHe, a He Bb3CTaHOBsIBaHe
Ha nctopusta. ToBa e cepno3eH npobnem npen BCceku, paboTely, B o6ractra Ha Kyntypa-
Ta. 3awoTo, KOraTo eNnMMUHMPaMe pasnuumnaTa n paspuBnTe B TEYEHUETO Ha NCTOPUATA,
ce nposBsiBaT MHOIO NPo6GaemaTnyHy GopmMm Ha NoNUTMKa. ToBa NONOXKEHNE nma
NOCNEeACTBUSA 1 BbPXy TekyluaTa O6LWMHCKa NOMMTMKa — ako MHBECTULIMUTE ca Han-Beye
CBbpP3aHUN C PEKOHCTPYKLMATA Ha rpafa kaTto TypuCTUYEeCKa aTtpakums, ocTaBat Masiko
napuv 3a geueHTpanuaupaHa couvanHa u KyntypHa nHopacTtpykTypa 1 nonntuka, u otram
3a peasiHOTO KaueCTBO Ha XXMBOT B rpapga.

AnekcaHpbp KboceB: OnvcaHoto ot KpuctnaHe MeHunke o3Ha-
yaBa, Ye B [lpe3neH nva coumanHu areHT ¢ BNacT, KOSITO UM NO3BOMsSBa NO-rofsm unm
No-MabK KOHTPON BbPXy Pa3BUTMETO Ha rpaga. TOUHO 06paTHOTO HabniogaBave B
Codusa. O6lumMHCKaTa BNacT e cnaba, a MoTuBaumsaTa Ha KMeTa 1 Ha apyru HelHu npeg-
CTaBUTENU — HE OCOBEHO ficHa. Te NoHsKora 61oKMpaT perynauum, 3a Aa 0cBo6oaaT npo-
CTPaHCTBO 32 MaHeBpUPaHe Ha PasnuyHu rpynu u nobuta. NpagbT nsrnexaa, Moxe 6u,
MO-XeTepOreHeH, No-OTBOPEH Taka, HO B CbLLOTO BPeMe CTaBa BMAHO OTCbCTBUETO Ha
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How do we respond to this discrepancy? | 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: | 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. | 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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CTPyKTypa 1 opraHusauus. MHOXeCTBO pasfiuiHi U pa3HOPOaHMW rpynupoBku B Codus ce
60pSAT 3a Cb3AaBaHe Ha ypbaHUCTUYHa CTpykTypa. Mucns, ye ponsita Ha rpagckuTe nonu-
TVKU 611 TPSIGBANO Aa € B PErynMpaHeTo Ha BU3NUTE 1 NPaKTUKNTE B rpaja, He B TEXHUS
KOHTpos. T.e. B Cb3AaBaHe Ha efuH BU CbTPYAHWYECTBO, Ha CMOAENeHO NOoMUTUYEeCcKo
MPOCTPaHCTRO.

Kpuctnane MeHuke: ToBa e uHTepecHa rnegHa touka. Kon BCb-
LLHOCT NpuTeXXaBa cunara ga onpegenu obpasa Ha eguH rpag? 3a ToBa TpsiéBa oa roeo-
pum. Jopu B [lpe3neH KMETCTBOTO HE € B CUIHA No3uums, KoraTo nperosaps ¢ MHBECTU-
Topu. HesaBncumo oT ToBa NPOMEHUTE Ca BUHArKN O4YEBUOHN, KOraTo LenTa e fa ce napa-
AMpa ¢ UKOHOMUYecKus pacTtex B rpapga. OT apyra cTpaHa, npeq apxuTekTypara ca
noctaBeHN N3KNIOYNTENHO CTPUKTHU OorpaHnyeHuns. LlBeTOBe, mMarepuanmn, eTa>xHoCT —
BCUYKM TE3U BLMPOCK BsIXa HACKOPO yTouHeHW. ToBa, koeTo An. Kboces cnomeHa 3a
ponsTa Ha NonuTUKaTa Kato opraHu3aTop Ha O6LLO NPOCTPaHCTBO, € BaXXHO. Ho ToBa
06LLO NPOCTPaHCTBO TPsA6Ba Aa e AOCTbMHO 3a BCuuku. [Ja B3emem npumepa Ha J1. boaga-
)KMEB C MasknTe, UMNPOBU3MPaHN 1, Npean BCUYKO, EBTUHUN KadeHeTa — cTaBa BCe Mo-
TPYQHO Aa ce Hamepu Hewo Nogo6HO B LeHTbpa Ha [dpes3aeH.

Jlbuesap Bosapxues: ,Mankoto kapeHe" NONOXKUTENHO € HeLLo
kaTo metadopa. B To31 KOHTEKCT 61X nckan ga BbBeda Temara 3a Henpo3payvHocTTa —
Ha Codua n nuncea NPoO3payHOCT HA MHOro HMBA. ToBa 3acara u Mmankute marasvHye-
Ta, U T.Hap. KyNTypHU nHmumatmen. EQHO OT Ham-npo6nemaTnyHnTe pa3BuTua NpeacTa-
BNnsABaT 32 MEH T.HAp HOBU BUN — HEOOCTVWKUMW U HEBMOUMU 6ACTUOHK NO pb6OBETE Ha
rpaga, MOCTPOEHM HeneranHo BbpXy HAKOralHy rpaguHn. Tesn Bunu umutmupaT eanH
onpepgeneH Ctun n npuBnaHO ce npunkayat KbM mMmexxayHapoaHaTta Mmofa 3a 3aTBOpeHn
06LLHOCTMN.

KpuctnaHe MeHuke: Hamvpam TemaTa 3a OTCbCTBMETO Ha Mpo-
3payYHOCT 3a MHTepeCHa, HO GaKTUYEeCKN BCUYKM NMOQOGHN pa3BMTUS ca BCbLLHOCT NoBeYe
OT Npo3payHn. B cnyyas Ha 3aTBOpeHUTE O6LLHOCTU, HANPUMEp, ICHO Ce NpounTaT ugea-
nuTe, XKenanusaTa, nang-cTannbT, LEHHOCTHATA CUCTEMA W NpuBaTU3aumsaTa Ha JOCTaBs-
wuTe rn cpeactea. Ho nuncarta Ha Npo3payYHoOCT 3acara Apyr MHTEPECEH acnekT — KoraTo
rpagoBse kaTo [lpesneH TOKoBa YCUNEHO Ce CTapasT Hag uMuoyka cu, BnocrneacTene
npoLecnTe Ha B3eMaHe Ha peLleHns 1 NPenINTaHeTo Ha aaMUHUCTPATUBHU U YaCTHN
WHTEPECU Ce OKa3BaT TPYAHO pasrpaHnymmu.

AnekcaHpbp KboceB: BuanmocTtra e cnoxHo ssneHne. Toea
cTaBa 0CO6EHO ACHO, KoraTo 61Ba 06CbXaaHa B KOHTEKCTa Ha pa3HOOo6pa3neTo Ha
HAYMHU Ha XXUBOT 1N YP6AHUCTUYHM MPAKTUKN OHEC, KOUTO, HA BCUYKOTO OTIOpE, Ce
oKasBaT ¢ BpemeHeH xapaktep. B Codusa, Hanpumep, morart fa ce HaéniogasaT MHOXe-
CTBO NOJO6HM NPaKTUKK — NO rpaguHKK, nNnowanyeTa, B UHTepHeT-kadeTa, B Knybose,
KbETO XxopaTa cneaBaT CBOsi CO6CTBEHA Bepcus Ha rnobanHus xmeoTt. Ho Te3n mecta
ca yacTu OT MpPEeXXu, KOUTO camMmu ca HEBUAMMU — Taka CbLLO Ce Cb3aasa ypb6aHMCTMUHa
HENpo3payHoCT.

Neainno Anues: CKNOHEH CbM MO-CKOPO a roBops 3a pasnunyHu
cTeneHn BnaMMocT. [po6nembT TyK He ca LBETbT Ha crpagnTe unu matepuanbsT, OT KOUTO
ca nocTpoeHu. Npobnem e No-CKOPO MECTOMOMOXXEHWNETO B rpafa Ha KynTypHUTe cpeau-
a, Ha KnyboBeTe, HauMHbT, N0 KOUTO Te mMoraTt Aa 6bvaat noceteHn. B Codusa Bcuuko e
pasnosoXeHo Kato Ha ManbK OCTPOB M OCTaHasNoTo, NIeXaLllo U3BbH MPUBUIErMPOBAHOTO
NneTHO — BCbLLHOCT, MecTarta, Kb4eTo Xxopara XUBeAT, € U3BbH 30HaTa Ha nornega. Bugu-
MOCTTa € BbMNpOC 1 Ha NHPPaACTPyKTypa.

114



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
Boyadijiev'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 | 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.

eI T

Christiane Mennicke: | 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.

lvaylo Ditchev: | 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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AnekcaHpbp KboceB: C TeueHne Ha aebarta JOCTUrHaxXMe Touka-
Ta, KOSITO Me Kapa fa nonmtam — Mo KakbB HauvH YeTeM HEBMOUMUTE Hella B CTPyKTypaTta
Ha rpagckara suanmoct? CTpyBa Mu Ce, Ye € BbNPOC Ha NOAXOA — KYNTYPEH NOAxXop,
Hanpumep. [No KakbB HauYuH ce aHanmsanpa I'IOJJ,OGHO — egHoBpeMeHHO BManmo-Hesngmnmo
— rpafcko NpoCTpPaHCTBO?

PernHa ButHep: Brx npegnoyena ga npemvHemM KbM gpyra
Tema. U ABaTta rpaga ca B MOMeHTa B npexon, n apata cnogendar coumannctnyecko MmHa-
no. Ho ako B [lpe3aeH HOBUTE urpayn N3nn3art Ha cueHarta BCneactsne Ha 06equHeHNeTo
Ha l'epmaHusa n TpaHcdepa Ha nHetTutyuun, To B Codus ce passuea ,Kanurannsbm 6e3
kanuTtan“. KakBo e OTHOLIEHNETO MexXdy CbOTBETHUTE 06pa3u Ha rpagoBe, CTbNuan Ha
pas3nnyHn NbTeKN Ha NoCcT-coumanmncTnyecko pasamme? Mo Bpeme Ha OUCKyCcuaTa Beve
ce onutaxme Aa yTouHuM Te3u MHAMBUAyanHu yeptu. Marnexxaga, ye cCoOPUNCKUAT MbT KbM
KanuTanm3ma uma MHOro NMpeumyLlecTBa npeg 1o3u Ha [lpesaeH — neperynauns cpeLly
cBpbXxperynauus. Pa3roBopbT H1 OTpa3siBa MHOXKECTBO [MacOBE Ha IEBU MHTENEKTyanum
1 XyOOXKHULUW OT 3anafHu rpafoBe, KOMTO Ca CKMOHHM Aa Ce Bb3XMLWaBaT Ha MBKasuTe,
HedopmanHu, NpexoaHu NpakTuky B 13TouHa EBpona, ookaTto oTKbM Hes cpellame
CUITHO >XenaHve 3a NoBeye npasua.

AnekcaHgbp Kboces: Camuat Tvn geperynaumm, 3a KOuto cro-
MeHaTuTe neBmyapu roBopsT, N3rNexpaT Kato pe3ynTtar oT NpoLec Ha MUPHW NPerosopu
MeXdy pasHu yyacTHUUW. J1eBUYapPCKOTO ThiKyBaHe He BXAa TYK HUKaKbB KOHQIIMKT:
CAKall BCMYKO HaMCTHa € pe3ynTaT eAMHCTBEHO Ha MUPHO A0orosopsiHe. Hawwsat, naro-
YeH onuT, obauve, e B nMncaTa Ha npasuna. Ton couun, ye ce nopaxaar MHOXXECTBO KOH-
GNUKTW 1 6ONE3HEHW CUTyaumm, 6ImM3Kn 4O Xaoc, a He A0 MUPHO CbXUTENCTBO.

KpuctnaHe MeHuke: OTHacam ce HaUCTHa CEPUO3HO KbM
Hameka 3a BbNpPOCHUTE ,JIeBNYAPCKM Npoekummn®. KakTo 1 aa e, Korato Buxaam CbbpaHo-
TO OT Bac MHOXXecTBO usrneam ot Codus, Bapsam, ye BbB BudyanHua cemmHap cbluo
pa6oTute Hag edvH BMA apXuB Ha 60raTcTBOTO Ha rpafdckara Bu3yanHa kyntypa. lNosHa-
BanKy pa3BUTNETO Ha ApYr1 eBpOMnenicKy rpagose, N3rnexaa, Ye Tosa ca CBUAeTeNcTea
Ha pa3HOOo6paseH rpafdcKn XXMBOT, KAKbBTO cnep 15 roanHn Hama aa ro uva. XKenaHmeTo
3a Nogo6HO NEBUYAPCKO ,NPOEKTUPaHe”, Npean3BrKaHo OT 60raTCTBOTO Ha BU3yasHWs
mMarepuan npeq Hac, e ecTecTBeHo. M CcbLo Taka eCTeCTBEHO € Aa Ce AMCKYTUpa »ena-
TeNnHW nNn ca Te3n KadeHeTa Mo brnTe C HanpaBeHn Ha pbka ¢upmeHn Tabenun. Ako ce
6pos cpeq rpynara Ha ,MHTenekTyanuute-nesnyapm®, npaea ro OT YyBCTBO 3a HEQOCTUT,
3aloTo Nopo6HN GopMU Ha rpakaaHCKo yvacTve efBa Jin CbluecTByBaT Olle B MecTa
kaTto [dpe3neH.

Jlbuesap Bosmxues: Cnyuaat [lpe3neH e BeposTHO no-cneuna-
NeH B TOBa OTHOLLEHue. B Kacen, Hanpumep, Ch CrOMHAM BCe olle AoCTaTb4yHO Manku
mMarasuHueTa 1 3aBefeHus. [loBeveTo OT TAX OTAABHA He 6sixa PEMOHTUPaHW, HO Cu Aen-
cTBaxa KaTo 4yacT OT panoHa, YacT oT ,Maxanarta“. ToBa My ce CTpyBa BaXKHO B KOHTEK -
CTa Ha yyacTve B rpafckums XusoT. Kacen moxe 6u e y)xacHO CKyyeH 1 nogpepneH rpan,
HO eVH BMA ,KOMLIMNCKN® MaHTanMTeT Tam OLle CblLecTByBa.

Kpuctnane MeHuke: Ako ce Briegame o6aue, okasea ce, Ue MHO -
YKECTBOTO MarasuHYeTa, 3aKycBasiH/ 11 opY NaBUMMOHUN — Aadke Tak/Ba Ha o6yLiapu 1nm
LIMBaYM, YeCTO MPUHAANEXaT Ha rofiemMn Bepuri. 3a xopa ¢ MasbK Kanutan ctaBa Bce Mno-
TPYOHO 1 MO-TPYOHO Aa OTBOPAT CO6CTBEH 6M3HEC. IVl ToBa e Cbllo YacT OT perynauumTe.

Slpa By6HoBa: B Hawwnsa cnyyan cme 3a perynupaH cpeLly npu-
Batn3upaH rpag. NpobnembT B cnyyas [pesaeH e, ye nybnuuHata chepa nognexu Ha
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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. | think that it's more a question of approach, of cultural approach,
for example. How should one analyze the new urban space?

Regina Bittner: | 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: | take the reference to “leftist projections”
very seriously. Nevertheless, | believe, when | 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 | count myself
among this group of “leftist intellectuals,” | 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. | 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.

lara 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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CTPUKTHa cucTema oT npasuna. A Tyk yacTHaTa cdepa ce pasBumBa USKIIOUNTENHO 6bP30
1 BeYe N306LU0 He CbLUeCTBYBa CbrialleHne Mexay YacTHOTO M ny6nnyHoTo. [Hec rpa-
ObT 3aBUCKM OT KanuTana u, B o6LUM YepTi, He 3aBUCK OT o6LmMHaTa. YyacTHuumTe B
nyénuuHarta cpepa ca HeBepOsSTHO 6E3CUNHN Aa OKa3BaT HAKaKBO BMUSHME.

KpuctnaHe MeHuke: A3 cmsiTam, ye pasBuTMETO B ABarta cryyas
€ CpaBHMMO, cfef Kato nybnmyHMTe NPoCTpaHCTBa 6MBaT YecTo npusatusvpanu. 1 s
lFepmaHuns ny6nmyHMTE NPOCTPAHCTBA CbLUO NPOrpecrBHO HamanasaT. B ueHTpanHute
TbProBCKW LIEHTPOBE Ce 3amMecBaT BCE MOBeYe YacTHU OxXxpaHuTenHu ompmu. Taknea
MecTa ce npuBatu3mpar 6narogapeHne Ha cepun NpaBuna, KoUTo Beye ce onpenensT ot
COBCTBEHMLMTE, @ HE OT obLlumMHaTa. [Jobpe OOWbi CTe, ako NPUHAANEXNTe KbM onpene-
NeH TN NOTPe6buUTenn, ako N He — He nacearte Ha MACTOTO. [oOBOpMM 3a eQHO 1 CbLLO
HELLO — TO caMo U3MMeXxaa pasnnyHo 1 NpuTexasa pasnnyHi HUBa Ha OTKPUTOCT, HO He e
HULLO OpYro, OCBEH NMpuBaTn3aums.

Muna MuHeBa: Tyk 61x uckana ga Bbsefa oLle eqHo pasfnuyve.
CtpyBa MU ce, Ye NeBMYapCcKOTO OTHOLLIEHME KbM perynauusaTta nputexxasa B ocHoBara cu
APYr acnekT — npasunara YecTo No3BOMABaT NO-rofisiMa NPO3pPaYHOCT U B TO3U CMUCHI
ca CbLLO CBbP3aHN C y4yacTMEeTO B rPaacKums XnsoT. BbBe)xxgaHeTo Ha noseye npasuna
O3HauaBa, Ye ce TbPCHAT MOBeYe Bb3MOXKHOCTM 3a rPaKAaHCKO yyacTume.

KpuctnaHe MeHuke: imeHHO 3apaan ToBa npegnoyntam ga
CbM BHMMATENHA C TBbPAEHMETO, Ye NpasunaTa KaTto Takuea ca npobrnemaTnyHu. Taka
NeCHO MOXXe [ia Ce OKaxkew B nuéeprtapuaHcku sogu. Cutyaumsara, onucaHa ot Spa by6-
HoBa okono Codus, coun, Ye camo CUMHUAT ouensaBa. TakoBa NONOXXeHNe He e xenaTen-
Ho. lMocnefcTeusTa OT perynaumata U3NckBaT MHOro BHUMATENHO n3cnenBaHe.

NBaino AuueB: TbkMO 3apaan TOBa 6oratuTte rpafoBe U3rnex-
[ar gocrta no-perynupanu ot 6egHute. Mucns, ye eguH norned kb Adpuka y6eautenHo
61 ro NnoTBbPANI.

KpuctnaHe MeHuke: He cbm cbrnacHa, 3awoTo rpagoBeTe Hu
06efHsBaT, HO TOBa HW HaW-Masiko He O3Ha4yaBa, Ye Ce NnpekpartsaBa npoueca Ha perynu-
paHe. ToBa NO-CKOPO 3Hauu, Ye NpaBuiaTa Ce KOHLUEHTpUpAT Ha onpeaeneHn MecTa,
Cb3AaBaliku BrevatyieHe 3a pef U CTabUnHOCT, HO 3af EKpaHa BCUMYKO TbHE B paspyxa.
O6LecTBEHN 6AaCENHN N BUGNMOTEKN Ca N3NPaBeHN Npen Opa3BaHe Ha 6lomKeTa, AoKaTo
ce Hanmeat napu B paI7IOHI/I C TbproBCKWM noteHuman nnn B rpagex Ha ,,ﬂpeﬂ,CTaBl/lTeﬂHI/l“
mMecTa. Bcsika oT 06WwuHNTEe B lepmaHuns ce c6bCKBa C €AMH U Cbl, NPO6GeM, 1 BCUYKU
Te ONWUTBAT Aa ro peLuar, creaBaviku eauH 1 Cbly, LWaBGSIoH.

Anekcanagbp KboceB: bux nckan ga ce BbpHa KbM pasrosopa
no Bpeme Ha rnocnegHata Hu cpela B Codusi okono gpesfeHckus npoekT 3a Postplatz.
Ton 6eLle NocBeTeH Ha pa36upaHeTo Ha perynauumTe. Mucns, ye B gageHus crnyyam He
MOXXeM [a NogMUHEM BbMNpoca 3a rpakaaHCTBOTO. Xoparta, XMBEEeLLM B HAKOW rpan,
TpsA6Ba Aa umart peluasaly rnac no Bbnpoca 3a xunsoTta B Hero. MHoro e o6bpkaHo cnyu-
BaLLOTO ce B cnyyas ¢ [pe3neH. KanutanbT, KakTo U UHBECTUTOPUTE, NABAT OTHSAKbAE
Opyrage n rpaxgaHuTe ry6sT NpaBoTo CU Ha BMsSHME BbpXy nNpoekTa. KaTto cnepcrteue
BCE MoOBeYe 1 NoBeye xopa nonyyasaT yCewaHeTo, Ye rpaabT Beue He M MPUHAANexu.
Kak pa nonyunm rpagoseTe cun o6paTHO? Ypes npasuna nnu ypes pesoniouna? MpagbT
Tps6Ba Aa NPUHaAQIEeXN Ha XXUTENTE CU.

PernHa ButHep: OTroBOpbT Ha BbpOCca KOMY MPUHaLNexu rpa-
ObT A0BEXAA A0 MHOXECTBO YCIOXKHEHUs. AKO ce 06bpHeM, HanpuMep, KbM CBETOBHOTO
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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: | 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: | would like to introduce another distinction at this
point. | 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 | 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 lara 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. | think a look at Africa will demonstrate that convincingly.

Christiane Mennicke: | 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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HapacTBaHe Ha MurpauusTa — TpsiéBa N xopaTa, npebrBaBally 3a KpaTko B HAKOW rpag,
fa 6baTt TPeTMpaHn Mo CbLUMS HauMH KaTo xutenute my? 3rnexxpa, ye npy nogobHa
cuTyauns pas3brpaHeTo KakBO O3HauaBa ,rpakgaHvH® Tpsésa oa ce pesmavpa.

KpuctnaHe MeHuke: [pagbT 3a MEH € CLeHa Ha pasnuuus, Ha
KyNTypHO MHOroo6pasue, 1 MasuMHcTBaTa ca HenHa BakHa yacT. MHoroobpasueTo Ha
[pe3neH nma TenbpBa ce passuea. MurpaHTuTe, >KMBEeLLM B TO3M rpag, He ca MHOrO.
Mma oTHOCUTENHO ronsiMa BMEeTHaMCKa OBLLUHOCT, KakTo 1 npecenHuum ot 6mewmnsa CbBeT-
CKU Cblo3, 0cob6eHo eBpen. MoxxeM fa ce Briegame Hasaf, KbM UCTOPUSTA HA PACUCTKU-
T€ U3CTbMNEHMNS, KAKTO 1 KbM TOBa, Y€ MMAaMe KJTOHSLLO KbM ASICHO yrnpasneHne B nNpo-
BUHUManNHNa napnameHT Ha CakcoHus. Ho n TekylumTe nperoBopu Ha eBpOnencko HUBO
Ca CbLO NpuyYMHa 3a 3arpmkeHocT. BCUYKo ce BbpTM OKOSI0 UKOHOMMKATAa Ha cTpaxa u
Hacunmeto. Pa3bupaemMo e, eCTECTBEHO, penaTpmMpaHeTo Ha Xopa, BHEAPEHU B MPECTbIMHA
MpPEXu, HO TOBa YECTO Ce NPEBPbLIA B NPUKPUTME HA NONWUTMKA B Nof3a Ha ,Kpenoctra
EBpona‘“.

AnekcaHabp KboceB: B T0O31 KOHTEKCT 61X Ce BbpHan KbM
BbMpOCa kakBO TOYHO pasbupame nop ,mecteH”. Jlbuesap bospkmes ro TemaTmsmpa no
WHTEPECEH HauuH B npoekTa cu ot 2003 roguHa. CpaBHUTENHO HEBUAMMOTO B Ny6AnyeH
CMUCDBJ1 ManuMHCTBO Ha POMUTE, C Ape6HaTa Cu MeCTHa TbproBus, N3BEOHBX Ce MNosBU
BbpPXY OrpOMeH 61N60opa Ha eanH OT Han BaXkHUTE coduckn nnowaau. bunéopabTt npo-
BOKMPa 06pblLaHEe Ha Nepapxmm 1 BbBEXAAHETO UM B nybnnyHata cdepa. HaumHbT Ha
TemaTmsaums oTrnpaiia KbM rnoéanHnTe MMngK-cTpaTternm, 06sbp3sa i ¢ mankara MecT-
Ha Tbprosus.

KpuctnaHe MeHuke: ToBa My HanomHs 3a Opyr MOMEHT, CBbp-
3aH C NOHATUETO ,rpaXkKaaHnH" B FepmaHuns, HeWwo, KOETO YyxaeHuuTe Tpsbea aa y3HasT.
[Mpe3 nepuopa, KOrato CTaTyTbT Ha GeXXaHUWTE He 6eLle OLe YTOUHEH, Teé He Ce cunTaxa
3a yyacTHUUM B O6LLECTBOTO HUTO MOAUTUYECKN, HUTO MKOHOMUYEeCKM. Ha Te3n, konTo
TbpCAT y6exuLe B lepmaHns, M e 3a6paHeHo aa paboTaT. YacT oT HaceneHMeTo e npu-
HyaeHa fa e 6e3paboTHa Nopaau HanoXXeHa 1y MacuBHOCT.

NBanno Auues: OT gpyra cTpaHa, BCe OLle npoab/hkaBame aa
N35CHABaME KakBO O3HayaBa Aa Cu MECTEH, rpaxkaaHuH Ha onpepeneH rpad. Ouwe ot
CpenHOBEKOBMETO rpaXKAaHCTBOTO Ha AaAeHO MACTO, AOPU U 3a HOBOOOLUMNTE, CE CBbpP3Ba
C HsikakBu npuBunernn. Cnoco6HM N CMe aa »XnBeem 6e3 nogo6eH mexaHn3bm? Moxkem
v pa cv NpeacTaBnM rpaXkaaHCTBO 6e3 NpUBMAEr U Murpaums 6e3 perynaummn?

Kpuctnane MeHuke: He BsipBam XuBOTLT B AbpxaBa 6e3 npasu-
na pa e npuenekateneH. Ho Bce nak, Tpsiéea oa ce 3anutame A0 Kaksa cteneH EBpona
MOXKe aa ce camo-6apukaampa. OcBo60>kgaBaHETO OT MUC/IEHETO B KaTeropumte Ha
HaumoHanHaTa bpykasa ce pasrfieXxga kato Nporpec 1 ce n3non3sa B MOMEHTa, Korarto
Bb3HMKBA NKOHOMUYECKM UHTEpPec. Murpauusita npu xopara, o6ave, € U rnobanHo sSBeHE,
KOETO, HE3ABMCMMO OT BCUYKO, Ce CUuTa OBMKHOBEHO 3a HENeranHo 1 61ea NpensTcTBaHo.

AnekcaHpbp KboceB: Vickam na ce BbpHa KbM TeMara, KosSTo
AUCKYTUpaxMe eaUHCTBEHO MO AonupartenHa — ponsaTa Ha XyAoXKHIKA U XyOOoXHULMTE B
KOHTEKCTa Ha rpaackara nofimtuka. TyK BiKaam ABe Bb3MOXXHOCTU — NN XYAOXKHUKBT
ce onuTBa fa nperoeaps ¢ opuuManHuTe urpaun, Uiy ce onuTea Aa UM onoHupa ypes
noapueHU npoekTu. Mucna, Ye 1 OBeTe NO3ULIMK UMAT BpPb3Ka ¢ BusyanHus cemuHap.
OT efHa cTpaHa opraHu3upaxme Ny6aMYHN ANCKYCUX, 3a da Bre3eM B AManor ¢ o6LmHa-
Ta 1 Opyry Bb3MOXXHU coumMantmn urpadn. Vimaxme nHTepeceH aebart ¢ KaHamaatu 3a
KMET 1 C uneHoBe Ha O6LWMHCKMS cbBeT. OT Apyra cTpaHa, MHOXXECTBO NPensioXKeHus 3a
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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: | 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. | 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? | 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 | 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: | 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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NPOEKTN 651xa 13uano noapuBHN. He cme cnegganu acHa nonutuyecka cTparterna, HUToO
CMe CbBeTBasM MO HSKAKbB HaUYMH o6lmMHaTa. Cuntam, ye Bb3MOXXHOCTTA 3a CbTpyAHN-
YeCTBO C OGLUMHCKNTE BACT He 61Ba Aa Ce N3K/oUYBa KaTo Bb3MOXKHOCT. TakaBa
Bb3MOXXHOCT CbLLEeCTByBa, a M/ Ce CTpyBa, Ye repMmaHCKuTe Konerun OBMKHOBEHO OTXBbp-
JIAT TO3M WaHC.

PernHa ButHep: V3rnexga, ye ToBa nva Hewwo o6Lo CbC cutya-
umata B Fepmanus. MNMoHsKora, Korato Cv MUCASA KakBO M3BbPLUBAT XYAOXKHULUTE B
Codus, BmxOam Bpb3KU C NoNoXkeHneTo B 13TouHa MNepmanHna npeam 1989 rogmHa. Mo
TOBa BpemMe MHOro XyAoXXHuUM noemaxa onpepgeneHn GyHKUMM MMEHHO Kato pesynTtar oT
OTCBbCTBMETO HAa rpaacka 1 noamMTmyecka nybamyHa O6LWHOCT — 1 TOBA Ce Cnyysalle He
6e3 puck. [JHeC B repMaHCKOTO O6LLECTBO MHOXECTBO Cllyyaun ca no-TbHKO andepeHLm-
paHu — CblUeCcTByBaT rpafacku Gopymu, paboTHU rpynu, pa3Hoo6pasHN MHCTUTYLN, O6bP-
HaTu KbM Temu, konTto B Codpusa NpmBAnyaT BHUMAHNETO Ha XyOOXHULN.

Anekcanpbp Kboces: He 61x ce cbrnacun ususno ¢ Tosa.
Mpenun aBe cegmuum TyK, B Codusi, ce CbCTOA MHTEPECHA AUCKYCUS 3@ M3KYCTBOTO U
nonutukata. EQUH OT repmaHcKnTe 1 yyacTHULM B JOKNafa Cy ONMCBaLle Kak U3KyCTBOTO
yCrMeLwHo ce e Bnucano B crpagarta Ha byHpecTara. Cepusi Xy#0XXeCTBEHW Npoun3BeneHuns
AHEeC ce HamupaT B CbpLETO Ha HemcKaTa nonMTuyecka Bnact.

KpuctnaHe MeHuke: bux nogueprana pasnvkara Mexgy envH-
CTBEH MO cTaTyTa Cu 06€EKT 1 HELLO, KOETO 61 MOITO Aa OKaxke BNusHue. Pasnukara e
0CO6EHO icHa UMEHHO B Npumepa ¢ byHpecrtara, KbgeTo n3KyCcTBOTO NPEACTaBs NonuTK-
yeckara cuna, HO HAMa BNinAHWEe Had NONNTUYECKNa Npouec KaTto TaKbB. CprBa MU ce,
ye BbMPOCHT € NO-CKOPO Ha KaKBO HMBO CbTPYOHUYMM C nonutukara. Mo HauuHa, no
KOWTO ce Npuasuxea NpoekTbT Postplatz B [pesaeH, oueHkaTa Bu U3rnexana sapHa.
Llenta Ha npoekTa He e 6una ga ce ohopMmM CbiO3 C OBLLMHATA UK C NNaHpaLLms 1
oTaen. BmecTo TOBa ce onutaxme ha cb3aaaem eanH Bua ytonus, ,D,aBaI7IKI/| Bb3MO>XHOCT
[a ce eKCcrnepuMeHTpa C Ny6IMYHOTO MPOCTPAHCTBO HA pasfiyHW HUBA — Hanpuwvep,
ypes3 pagMocTaHLUMs, 3aHMMaBalla ce ¢ Npo6nemu, HaaXBbPASALWM XyOOXKECTBEHUTE NPO-
ekTn. CtaBalle gyma 3a MHTerpypaHe Ha no-lumpoka OCHOBa Ha OBLIHOCTTa Ha NPon3Bo-
AMTennUTe Ha KyNTypHU dpeHomeHn. Nonssaxme n3npobeaH Mogen, 3a Aa BUAUM OOKOMKO
we dyHKUMoHMpa B rpaga. AKo nckaTe ga NpeBbpHETE B peanHOCT eQuH pasnuyeH 3a
rpaga obpas, ctaBa OTHOCUTENHO TPYOHO Aa ce paboTu ¢ agMUHUCTPaumaTa, Ymsato paéo-
Ta e Aa CTpom fiCHa KapTuHa. 3a Hesl B KOMMETEHLMATA Ha XyJOXKHUKA BN13a CYMBOJSIHOTO
BanopusupaHe Ha rpaga. Ako, obaye, KpUTVKyBaTe AaaeHa MMUIK-NONUTUKa CbTpyaHNYe-
CTBO Ce nosy4vaBa 3HauUTeSIHO NO-TPYAHO.

Slpa By6HoBa: B bvnrapus cutyaumsta e pasnuynHa. Cnyyast ¢
JpesneH oTpasssa NonoXKeHNeTo Ha XyaoXKHUKa B epmaHns. 306Wo xynoxxHuumTe Ha
3anap no6pe 3HaAT MACTOTO U ponsiTa Cu B O6LLECTBOTO, AOKATO Y HAC T € abComMoTHO
HescHa. XyOOoXKHUUWTE TyK HMAT MNOHSATNE KbJE € COLMAaIHOTO M MSACTO, a8 e0HOBPEMEH-
HO ca 3ary6unu u NPeauLLHOTO CY NMOoNIoXKeHne. HEMHOro6pONHNTE rpynu UHTENEKTYanLUm
1 XyOOXKHULM OenCcTBaT NoBeye unm No-manko U3BbH 06LLecTBeHaTa nogkpena. Korato
roBOopyM 3a Bu3yasiHa NonuTrKa 1 ponaTa Ha XyaoXHuKa, 61 Tps6Bano Aa npasum cneg-
HOTO pas3rpaHnyeHmne: OT eaHa CTpaHa CbLUECTBYBA BUA XYAOXXECTBEHA NPOAYKLMS, CBbp-
3aHa CbC CMMBOJIMYHOTO OCTOMHOCTSIBAHE — Cb3[AABaHETO HA MaMeTHULW, Hanpumep.
ToBa e egHa, 06LLO B3E€TO, perynnpaHa cuctema, Crnopef KoaTo paboTtara Ha XyaoXKHMKa
Cce nogynHaBa Ha onpeneneHn naeosiornyeckn N NoJINTUYECKN N3NCKBaHUA. COLI,I/IaﬂHVITe
NPOEeKTN ca Ha Apyra NnockocT. Ha mexxgyHapodHus nasap npucbCTBa CEpUO3eH NHTe-
pPec KbM MOJO6HN HAYMHAHUS, HO MECTEH nasap 3a TAX HUE HAMame — HUKOW TyK He e
3avnHTepecyBaH XyooXXHUUUTE Aa rm cb3gasar. LUnpokn cnoese oT 6bArapckoTo obuue-
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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: | 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. | see two different positions here: either one tries to negotiate with official parties
or one tries to oppose them with subversive projects. | 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. | believe that the possibility of coop-
eration should not be excluded from the outset. It is one opportunity, and | have the feel-
ing that our German colleagues frequently do not want to acknowledge this chance.

Regina Bittner: | think that has something to do with the situation
in Germany. Sometimes, when | think about what artists are doing in Sofia, | 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: | 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: | 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. | 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.

lara 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, | 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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CTBO NMpOAb/HKaBaT Aa XMBEeST C npeacTaBaTa 3a XyAOXKHMKa, cefsll B aTenmeTo Cu 1
TBOPSL, HELO BUAMMO, HELO , XyOO0XKECTBEHO .

KpuctnaHe MeHuke: KoHkypupalum ce npeacTtasn 3a U3KYyCTBO
uma v B l'epmanus. M cblyo ca pesynTaT oT pasnuyHoTO MCTOPUYECKO pa3BuTe Ha ABeTe
YyacTu Ha cTpaHaTa. Hakon 3aJpbXXKu He ca TONKoBa CUMIHU KaTto B bbarapus, Ho 1y Hac
BCE OLLe )XMBEe naenTa, ye XyaoXKH1UMTE No arennerara cu NpaeaT pPasHy XyAoXeCTBEHU
Hella — aa Kakem GpoHTaH unu CKyanTypa, KoMTo MoraTt Aa ce U3noxkat B ny6M4HoO npo-
cTpaHcTBO. [1ogo6eH HauUMH Ha MUCIIEHe MOXKe Aa 6bae NoCTaBeH B CbOTBETHATA Nepc-
nekTVBa €OMHCTBEHO OT EKCMePTHU rpynu. Taka ye MACTOTO Ha XyAOoXHMKA B OBLLHOCTTa
B epmaHns CbLIO He € 0CO6EeHO N3ACHEHO.

Anekcanpbp KboceB: Bux kasan, ye Nnogo6HO CbTPYOHUYECTBO C
rpagckuTe UM 3060 C NOAUTUYECKITE BACTX € BUHAry puckoBaHo. NoHsikora npocTo
6vBaLl N3Non3BaH, HO MOHSIKOra MMaLl WaHe 1 Aa ce Hamecuw. Takuea ca CbLiecTByBa-
LMTE Bb3MOXHOCTU — upe3 abmpmaTBHM YyNoTPe6by Ha N3KYCTBOTO Aa Baurawl cratyta
Ha rpaga, Unn NbK Aa U3BbpLUBaLl MHTEPBEHUMS 6e3 NokaHa — OnNuT Aa NPOMEHULL HeLLO.
Ho 1 BTOPOTO HOCU He Mo-MasTbK pUCK.

PernHa ButHep: YcewaHeTo My €, 4ye aBata NOAXoda — 1 TO3u
Ha npoekTta Postplatz B [lpesneH, n To3n Ha BusyanHua cemuHap, cnegsaTt HaMepeHeTo
[la Ce OCBETAT KOHONMKTHUTE 06pa3yn Ha rpafckarta cpena M HauMHUTe 3a U3Non3BaHeTo
N, pasrbpHanm ce B pasfnyH1 NPOCTPaHCTBA, 3a Aa YTBbPAAT HELLO NOJo6HO Ha KynTyp-
Ha MHOroo6pasHoOCT, MPOTMBOCTOALA Ha BU3yanHarta nonmTika B HalWwuTe rpagose.
XyoOXXHUYECKUTE KOHLIENUUN, UMALLM OTHOLLEHNS C OBLUMHCKUTE nporpamu 3a npencra-
BSIHE Ha rpafa, NpuTeXxasaT MHOrO AOMMPHM TOYKU C HANMYHWUTE FPafCcKy KOHTEKCTH,
06CbEHN B TEUEHME Ha pa3roBopa HWU. HamecuTe, BapBam, ce ABWKAaT He Mo formkara Ha
6UHapHUTE ono3ununmn ,pen — neperynauns®, ,.yTBbp)xaaBaHe — paspyliaBaHe”, makap ye
ﬂOJ_'J,OGHVI aHTUTEe3n UrpaaTt HemajioBakHa pons. Bb3moxxHO e Te3un KaTteropmm na ca CBbp-
3aHW C LEHHOCTHN CUCTEMU C KOPEHHO pasfinyeH B CbOTBETHUSA UM KOHTEKCT CMUCHI —
TO31 Ha nocTtcoumnanucTnyecka Codusa n To3m Ha n3touHorepmaHckus OdpesneH. o Tosa
nmaxme cbLo cnop. U, moxe 61, NogO6HO CpaBHEHNE Mexay ABaTa rpaga we Hu noaoy-
an na ce 3aMucnnum Hapg Te3n 6I/IHapHI/I Kateropumn, seye smanmMmo HeaaekBaTHU Ha CNoOX-
HOCTTa Ha yp6aHUCTUYHNTE MPOMEHMN.

Mckam ga 6naropaps Ha BCUYKU BU 32 TO3U MHTEPECEH PasroBop.

OcBeH ot6ens3anute, Bcuuku dotorpadum B Tekcta ca ot Codus 2003-2008 roguHa
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: | 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, | 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.

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

Translated from German by Steven Lindberg
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HaumoHanHuaT gopew Ha
kyntypara, Cogus, 2003 rognHa

The National Palace of Culture,
Sofia, 2003

Jlbuesap Bosmxunes

Billboard Heaven
(6eﬂe)KKIII BbpPXYy BU3yasiHata nornka
Ha paHHNA HeO-KanuTaan3bm)

3Haete nu, e nnouwaa Tanme Ckyebp (cH. 1) B Hio Vlopk e eauHcTBeHaTa ,maxana“ B
CBETa, B KOSITO AeNCTBaT cneumanHn Hapenbu, 3aabimkaBally Haemartenm n co6CTBeHULN
Ha crpagu, rnefawy KbM nnowana, aa noctaBaT OCBETEHM peknamu no dacagurte cm?
3HaeTe nu, ye BeblHOCT Ha Tanmc Ckyebp e He3akoHHO edHa peknamva ga HE E ocserte-
Ha? 3HaeTe N1, ye Tanmc Ckyebp MMa CBOSI CO6CTBEHA MspHA eaMHULA 3a OCBETEHOCT,
n3dsectHa kato L.U.T.S. (Light Unit Times Square — ,CBeTNMHHA eguHMLLA TalMC CKyebp©).
3HaeTe nu, Ye nak Tam CpegHO CTaTUCTUYECKUAT MUHYBaY € MoAJIOKEH Ha okosno 5000
peknamHu rnocnaHusa B AeHoHowwme'?

3HaeTe nu, ye Hanpumep B Mapwx e He3aKOHHO Aa ce NocTaBsa peknama (6bunéopn unu
HeoH) no dacapara uny BbpXy NOKpMBa Ha crpaga B paguyc ot 200 m OT nctopuyecka
3a6eneXXUTenHoCT (M Tbll KaTo B LeHTbpa Ha lMapux Bcska crpaaa e nctopuyecka 3abe-
NEXUTENHOCT, Tam BCbLUHOCT HAMA TaknBa peknamu) (CH. 2); ye B VictaHbyn Hama pekna-
MW Ha ankoxomn Uiaun umrapu, HATO Mma ronoTuu nNo 6unbopaoBeTe, HATO MbK Ce cpeLuart
KasunHa; Ye B LeHTbpa Ha bykypell nma >XuauwHu crpagm, YwmTo nuuesmn dacagu ca
n3uano NOKPUTU C TMraHTCKn 6mn6opuose, a NoKpmBuUTe — yBeHYaHN CbC CbLLO Taka
rMraHTCK1U HEOHOBU peknamu (cH. 3, 4)? 3HaeTe nu, Ye noHacToswem B Codusa noutu
HSIMa HeLlo, KOeTo fa e 3abpaHeHo B cdheparta Ha peknamara?
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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 day'?

Did you also know that in Paris, for instance, it is illegal to put up a billboard or a neon
display on the fagade 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, | 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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E, cera Beue 3HaeTe... Bcuukiy Te3m Helwa ca yacT OT CTpyKTypaTa Ha OHOBA, KOEeTO Hapu-
Yame Bu3yareH NHTepdenc Ha rpafa; uim BuayanHa cpefa; unv BusdyasnHu acrnekTi Ha
ynoTpe6ara Ha ny6rMyHOTO NPOCTPaHCTBO B €AUH rpad 1 T.H. Bcuukn Te3n Helwa otpass-
BaT CbLUECTBEHUN eNeMeHTN OT YCTPOWCTBOTO Ha AaieHa OBLHOCT OT XOpa, XXMBEeeLu B
€AVH rpaf, Ho eHOBPEMEHHO C TOBa Teé MOAENPAT XKMBOTA Ha Tasn OBLLHOCT, NMPOEKTU-
painky Bbpxy Xxoparta nocnaHus u mogenu. BusyanHarta ,matpuua“ Ha eauH rpag e oHasu
YyacT OT K3HeHaTa cpefaa, KosTo € eAHOBPEMEHHO Hal-yCToNYMBa, AOKONIKOTO NpeacTa-
BfisIBa MHOTOCNOEH ,AMCnfen” Ha Ciean OT XBEEHEeTO B rpaja npes3 aecetunetusTa, 1
Hay-OMHaMUYHO MPOMEHSILLA ce, AOKOMKOTO ,perucTpupa’ Heaa6aBHo 1 Ha-mankaTa
NnpomsiHa B UKOHOMUWYeCKaTa 1/unu coumanHa cutyauus, 4a He roBoprM 3a NMPOMEHUTE B
3aKOHU, Hapen6u, NOCTAHOBNIEHUS 1 perynauun.

BusyanHust nHtepdenc Ha rpaja — ToBa e BCbLUHOCT BUuaMmMarta cTpaHa Ha MKOHoMMKaTa
Ha rpaga, Ha pexxumMa(uTe) Ha pasmsiHa Ha CTOKM, YCIyrn 1 OpY XKenaHus B KOHKpeTHaTa
yoBelLKa 06LHOCT. Hello noBeve — ToBa, B HAKAKbB CMUCHI, € CaMUST rpag, AEMOHCTPY-
paLl cebe Cu 3a CBOWTE »XXUTENN N Taka CrosiBall MM B e4HO r'MraHTCko oko/ornepano. B
cuTyauusTa Ha nasapHa MKOHOMMKa, pa3bupa ce, Ta3un cpeaa e 0co6eHo akTuBHa. B
N3BECTEH CMUCHIT, T € UHAMKATOP 3a HanNMuMeTo N 0COGEHOCTUTE Ha NalapHarta NKOHO-
MUKa B KOHKpPETHUS rpad. Hewo noseue, eaBa nu nma rpag no ceeta 6e3 HAKakbB BUA,
peknamHa cpefa, BbMNpekn Ye CUNypHO 1Ma rpafgoBe Mo CBETA C HE Taka aKTUBHO M3SB-
eHa nasapHa nkoHomuka. Moxxe ga ce Kaxke, ue rpafbT BbO6LLE HE € Bb3MOXEH 6e3
HSIKaKbB BU BU3YasIHOCT 1 XapakTepeH nHTepdenc. [pyr BbNpoc € KakbB € TON N Kak ce

dopmupa.

BbB BCceku cnyyan obave, BU3yanHuaT nHtepdenc Ha eanH rpag € NpoaykT Ha onpeneneH
BWA lepapxun, KOUTO OTpasaBaT CbCTOSAHMETO Ha O6LLECTBOTO. Te3n nepapxun ca 0603-
pumMuK B MHTepdenca Ha rpaga, Makap ye He BUHaru ce JeMoHCTpupar Kato Takmea. Ho
BMHaru ru uma. Pasnono)keHu ca no ocute rope-aony, BbTPe-BbH, Manko-ronsamo, Hanpa-
BEHO Ha pbKa-HanpaBeHO C MallvHa, LeHTbp-nepudepus, npeaHa ¢acaga-3afneH asop,
TbProBCKM N BU3HEC 30HU-KUIWLLHM KBapTanu n Maxanu u T.H. Jlopu 1 YyoBek Aa He nos-
HaBa B JeTavnu 3aKoHWTe 3a Bu3yanHara cpefa, AencTealiy B AafeH rpaf, O61KHOBEHO
efHa pa3xofKa C LMPOKO OTBOPEHN 04X € AOoCTaTbyHa 3a Aa Ce A0N0BU HeLO CbliecTBe-
Ho. lNpencTaaTe cu, Ye BCUYKUN Te3N BU3YamnHN ,KpACbUM® ca OTNPaBEeHN ANPEKTHO KbM
BacC; NpeAcTassTe Cu, Ye Beaka purpma, bU3HeC, kopnopaums U MaxneHCKn TbproseL, Bu
1cKa 3a K/IMEeHT, caMo Bac W HNKOWN ApYr; NpeacTaBsTe C KakBO OT OHOBA, KOETO Ce onu-
TBaT Aa BM ,NpOGYyTaT” peanHo By TpabBa UM MoXe Aa TpsbBa Ha HAKOW KaTto Bac; npep-
CTaBdaTe Ch KaKBO MOXXe fa Ch No3BONUTE N KaKBO He; npeacrtaBaTe CU KakKbB 6uxTe cTa-
Han(a), ako 1 KoraTo nputexxasare BCUYKO TOBAa... U CTe NoyTu rotosu... Octasa BU camo
fa ,npoueteTe” Kak BU ce nogHacs ,KpACcbka“ — Kak e HanpaBeH CTUANCTUYECKU; KaK ce
BM1CBa C ApyriTe efemMeHTn Ha rpaackara cpefa U\ )XMBOT; Kbe Ce CTpyrnBa W KOMIKO N
61 MOrno Aa CTpyBa, 3a Aa Ce Hanpasu U CMOXXKM TaM, KbAEeTO €; KakBW ABHWU U/Uiun CKpu-
TN HamMmeuun npasn No BU3yanHMa KaHan Ha KOMyHUKauuna 3a Ballnte ABHU VI/VIHVI CKpUTHU
BbTPELLUHU »KeNaHwWsi, HACTPOWKMN U OYaKBaHUA OT XXMBOTA, U €TO Ha, Beve ,Mbn3ute” no
cTbnanara Ha nepapxusita B rpagckus uHtepedenc.

BuHarn o6aue BCUUKM TE3U Nepapxun ca GyHKLUUS Ha egHa OCHOBHA, HO cKpuTa epap-
XW$, OT KOATO MO eQuH Unn Apyr HA4YMH NPOM3nnU3aTt ocTaHanute. ToBa e Bpb3kaTa Mexay
ponsaTa Ha NONMUTUYECKOTO U PosiATa Ha MKOHOMUYECKOTO B XKMBOTA Ha eauH rpag/o6Lue-
cTBO. Vnn, kazaHo ¢ gpyrn oymu, TOBa € KOHKpeTHaTa KOHPUrypauus Ha OTHOLWeHusTa
mexay aseTte. O6UKHOBEHO Tasn KOH$Urypaums e no-aCcHO AONOBMMA B CTONNYHNS UMK
ronemus rpaf, oTKOSIKOTO Ha ceno. U BuHaru tTasu koHdurypaumsa onpegens xapakrepa
Ha ynoTtpe6a u Buga Ha ny6aMyHOTO MPOCTPaHCTBO. Tam, KbAETO NMONUTUYECKOTO HAaMO-
rea MKOHOMUYECKOTO, NMame NnoBeye perynaumm n SCHO n3pas3eHo HagmoLme Ha obLue-
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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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CTBEHUS Ha[ YaCTHNA UHTEPEC; TaM, KbETO MKOHOMUYECKOTO HagMorea nosiuTU4ecKoTo,
umame nurca Ha perynauum n iICHO U3paseHo HaAMOLLME Ha YaCTHMS Hag O6LLEeCTBEHNS
uHTepec. U B gBarta cnyyas KoHurypaumsta nosmTnyecko-MKOHOMUYECKO e pe3ynTar oT
HSIKAKBO ObITOCPOYHO pasBuUTUE Ha 06LWeCcTBOTO. HO B MHOro no-ronsima CTeneH To e
pesynTar Ha ,iperoBopun® Mexxgy CoUManHy areHT, Ha NoBeYe Uimn No-Masnko akTUBEH U
OCb3HaT NpoLEeC Ha ,Mpe-0oroBapsiHe” Ha ycrnoBuaTa 3a yrnorpeba Ha ny6amyHoTo npo-
CcTpaHcTBO. Pa36upa ce, ,nperoBopn He BUHaru o3Havasa SIBHU UM akTVBHW MPEroBopu,
1M aopu NPeroBopu B O6LLECTBEH UHTEpPEC... HO HAKakbB BUA, ,,A0rOBOPEHOCT BMHArm
uma, NbK 6una T n3paseHa B Nnnca Ha MHTEPEC, UM anaTtuns OT CTpaHa Ha rpaxaaHCTBO-
TO, XKMBEELLO B fafeH rpap.

Eto 3awo B Hio Mopk, rpaabT, KOWTO, MOXeE 61, Ce acoLmnpa Han-MHOro ¢ gymuTe ,,613-
Hec“ n ,kanuTtan®, n e BEpOATHO Han-pa3BuUTaTa NasapHa rpagcka cpena Ha cBeTa, e
»00roBopeHo" aa uma Tanmc CKyebp Kato eavH BUA ,,reTo” Ha peknamHus 6apok u uap-
CTBO Ha ruHartckoto LED (Light-emitting Diode) naHo. ETo 3awo B Mapwx nepapxusita B
uHTepdenca Ha rpaga e npeobbpHaTa C rnasaTta Hagony U MeTpoTo, Ta3n U3KIYNTENHO
[o6pe ypeaeHa 1 rbcta noasemMHa Mpexxa oT CAMpPKK, NepoHn 1 CBbP3BaLLM TyHenu, npo-
XOAN 1 BXOLOBE, € OTAafeHa n3usano Ha 6unéoppa (cH. 5, 6). ETo 3awo, nak B MNapwu,
€OVHCTBEHUAT rpaj B CBETA, KbOETO YOBEK Ma YCELLAHETO, Ye rpafbT € CTPOEH Nnpe3
BEKOBETE C eAMHCTBEHATA MUCDHI, Ye Wwe 6bae rnefaH (1 3aToBa Tpsia oa € Kpacus U B
Han-mankus getamn), Aopy MaxaneHCKoTO 6UCTPO pellaBa peknaMmHuTe cu 3agaym ot
BU3yaneH xapakTep Nno Bb3MOXKHO Han-eCTETUYHUS HAUUH (CH. 7). B Mapwx kato ve nn
BCUUKO, OT Tabenara 3a obLlecTBeHa ToaneTHa, Npes3 nepunara Ha 6ankoHuTe, A0 TeHTa-
Ta Haf BXoA4a Ha pecTopaHTa € MUCNEHO KaTo B3aMMHOAOMbIBALLY Ce AeKOpaTMBHY ene-
MeHTU. He ue B MNapmx HAMa ronotum 1 Aopu NOHAKOra Harfim BU3yanHn Hameum, KOUTo
MoraT Aa ce MHTeprnpeTupar OT egHO No-MOPanUCTK HaCTPOEHO OKO KaTo nepodunus...
Ho Te BuHaru, oopu 1 Korato ce n3nonsea gymara ,,bnmpT, ca peleHmn ¢ BKYyC 1 MsapKa,
Harmb/IHO B Ayxa Ha MeCcTHaTa Tpaguuus Ha BCEOBXBATEH, HO KOHTPOMMPAaH B O6LLECTBEH
WHTEPEC XeAOHN3bM... (CH. 8, 9)

He moxxe pna ce kaxke kateropuuHo, ye B Mapwx nunceart CTpaHHOCTY (,BU3yanHu
HepepgHocTM®) B MHTepdenca Ha rpaga, Henpo3payHu 3a Nbn3sawms norneq. 3a wect
MeceuHus cu npecton Tam rnpes3 2004 r. Taka 1 He yCnax Aa ycTaHOBS KakBO TOYHO MCKa
Oa MU Kake rpafckara ynpasa upes efuH ynuyeH 3Hak nped Conciergerie Ha lle de la
Cité — npaBObIbNeH 3HAK Ha TPOTOApa, B KOMTO GpuUrypa Ha Bb3pacTeH YOBEK ObpXXU 3a
pbka gete (cH. 10). [seTte ¢urypmu ca 6enm Ha cuH GOH 1 ca 3auepkHaTy Mo auaroHana c
yepBeHa NUHUA — He pa3bpax, UckaTt OT MeH a He CU BOOS OETETO 3a pbKa N Unu wo?
Mo eaHo Bpeme Oopu Cu NOMUCAUX, Ye € CTaHana rpeLka n BMecTo Kyye ca Hapucysanu
pete... ima n npumepu 3a ,Hacnonkn“ B uHTepdenca Ha rpaga, KoMTo BEPOSTHO ca
6unM MHOro ApasHeLLy No BPeEMETO, KoraTto ca ce nossunu. CtaBa oyma 3a CToTuumTe
KUNULWHK crpagn HaBcsakbae u3 MNapuk, Yyunto OCHOBHU dacaau ca HEBEPOSTHO OCTPM,
4YecTo C WupuHaTa Ha eguH nposopel, (cH. 11). CHumax rn n cu mucnex, ye, paséupa ce,
crpagaTa C OCTbp brb/l UMa TakbB TOYHO MaH 3all0To NapLesbT, Ha KOWTO € 3aCTpOoeHa,
ce e nonyynn oT TBbPAE OCTPOTO 3acuyaHe Nno guaroHanuTe Ha Aase ynuun. [a, HO Kak
ce e Nonyynno TakoBa NpecuyaHe 1 CbOTBETHO Bb3MOXXHOCT 3a Taka BU3yanHo n3pasu-
TeneH ctpoex? B kpas Ha KpauwaTa peLumnx, Ye Te3n NOBCEMECTHUN NPeceykn 1 crpagu
ca ce Monyunnu B pesynrtart Ha NpoYyTOTO 1 APaCTUYHO Npe-MnaHupaHe Ha ueHTpanHara
yacT Ha lNapwx oT ypbaHncTa 6apoH OcmaH B nepuoga 1853-1870 r., korato Les Grands
Boulevards npeopaat rpaga Hag/bXX 1 Hawup. EagBa nv Te3n crpaam ca 6unu xapecsa-
HW B HAYanoTo, Taka KakTo MO-KbCHO NapvxaHu Abaro pontasT npotue Andenosarta
kyna. Mexay opyroto, BbMPOCHOTO yp6aHUCTUYHO ,NpeopaBaHe” Ha [Napmk e cBbp3aHo
ToraBsa u ¢ HoBa dasa B pa3BUTUETO Ha PpPEHCKMA KanuTanuadbm... EctecTBeHo, 6uno e
Heo6xooumo BpeMe 3a ,npe-goroBapsHe” Ha ynotpebara Ha My6MyHOTO NPOCTPAaHCTBO,
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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 | 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 |
could not manage to understand what the municipality wanted to tell me with one street
sign positioned in front of the Conciergerie on lle 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, | just could not get it — they want me not to hold my child by the hand or what?
Sometimes | 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. | 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). | used to photo-
graph these all the time and | 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, | 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. | 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 | 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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6UN0 e HeO6XOAMMO BpEME 3a CBMKBAHE 1 3a/iMyaBaHe Ha OHe3u cfieam OT BPEMEHHOTO
HagMoLLMe Ha NKOHOMUYECKOTO Haf NONUTUYECKOTO, KOUTO ca Taka A06pe onncaHu B
HSIKOW poMaHu Ha 3ona.

B Hio Mopk cblLio uma Takaea ,pb6arta“ crpapa, npouytata Flat Iron Building, Ho ce
CbMHSIBaM, Ye TS HAKOra HAKoro e ,,06ugmna“, MpocTo 3aLloTo nNpeceykara Ha 23-1a
ynuua, MNeto AeeHio n bpoayen BuHaru cu e 6una Takaesa u BuHaru cu e 6una tam... Ho
efBa /1 CbLIOTO MOXKe Aa ce kaxe 3a Tanmc CKyebp TakbB KakbBTO CE € Nosyynn cera.
Tosa e nnowwa, YinTo uHTepdenc (Kato yacT oT Toau Ha Hio lopk) e uaebH Beekn onut
3a Kateropusaums no octa Kpacuso-rpo3HO. TOM NPOCTO € 1 CbLLECTBYBA KaTo CrbCTEH
BapuaHT Ha rpafcko NMPOCTPaHCTBO, MPUBMASHO KaTto MeannHO NPOCTPaHCTBO. JoCTbnbT
00 MegmmnHata cpega Ha Tanmc Ckyebp CTpyBa MHOro napwv; Gpupmm 1 Kopnopauun ce
GOPST B KOHKYPEHUMS 1 Nnawar rmraHTCKu CymMu OT FOAMLLHNS CU GIOPKET 3a peknama
(Taka Hanpumep rMraHTLT B KOMyHukaummTe AT&T nnawa 627,5 munnoHa gonapa roguil -
HO 3a BbHLUHA peknama, KoeTo, obaue, npeacrasnsasa camo 2,03 % OT uenus roauiueH
peknameH 6lofpKeT Ha KopropaumsTa). Gupmu 1 kopropaumu nnawart 3a NpasBoTo Ha
[OCTbN A0 KoHcymaTtopa. O6aue pa6oTaTta e Tam, ue kakTo B Mapux, Taka u B Hio Mopk
uma KoHcymatopu. M rm uma ot fecetuneTns, Taka ye uma 3a KakBo fa ce 6opuLl, ako cu
rMraHTCcKa Koprnopauus...

BuayanHuaTt nHtepdeic kakto Ha Mapuk, Taka n Ha Hio Mopk e uHtepdenc Ha rpanose,
KOUTO Ca LIEHTPOBE Ha 3psaf 1 TBbpAe AO6PE pasBuT Kanutanu3bM, Na3apHa NKOHOMUKA,
OTHOCUTENHO AEMOKPAaTMNYHW, HO 3a CMEeTKa Ha ToBa gocta edukacHu npouenypu. Ctpak-
HOTO e, Ye 3a pasnuka ot rpagose kato Codusi unn bykypely, Hanprmep, KOUTO YCIOBHO
CBbp3BaM C paHHUTE dasun OT pa3BUTUETO HA Heo-KanuTanuama, npueuaHara cso6opa n
MBKaBOCT Ha NasapHaTa MKOHOMUKA TaMm e JOBefna 40 OTHOCUTESHO SICHWU NpaBuna B
ypen6aTa Ha BuU3yanHata cpefa. OuesugHo B Mapwx 1 Hio Mlopk nonutmueckoto gomu-
HMpa Hag MKOHOMWYECKOTO 3a pasnuka ot Codusa n bykypell, kbaeTo e 06paTHOTO.
Hokato Victanbyn, Hanpumep, e rpag B MEXXANHHO MOJSIOXKEHre, KbAeTo No Tpaguums
NonmMTUYECKOTO (pas6rpan No-ycToMunBU U KOHCEPBATUBHN HACTPONKN OT OBLLO-KYTY-
PEH, NCTOPUYECKN 1 MOXKE 61 [OPU PENUIMO3EH XapaKkTep) KaTo ye N1 AOMUHMPA Hafg
VMKOHOMIMYECKOTO BbB Bu3yanHaTta cpefa Ha rpaga, Ho T8 NpeTbpnsasa B NOCNEAHUTE
roovHy pewnTenHa TpaHchopmMaums B NOCOKa Ha MEAMNHOCT, U CbOTBETHO, NPOosiBABa
6enesun Ha paskonebaHu B13yanHu nepapxmn. Koeto, npegnonaram, o3Hayasa, ye
MecTHaTa MKOHOMUKA 3anoysa fa Npon3Bexaa KOHCYMaTopu, HELO KOETO ce 3a6ena3sa
B nHTepdenca Ha rpaga, 1 KOeTo e eavH OT NpuU3HauuTe 3a Hanmume Ha Heo-kanuTanu-
CcTUyecka cutyaums.

Mpenn necetuHa roguHn B VictaHByn He ce cpelyaxa 6unéoppose. Bboblue nunceatle
BM3yanm3auns Ha nNpegnaraHara cToka, ycryra unm CKpUTo »kenaHve 3a Hewo. Tpaau -
LMOHHaTa nasapHa MKOHOMUKA Ha rpaja, onuueTBopeHa oT npocnosyTrs Kananb Yapub,
6e 6asnpaHa Ha NpsiK YOBELLKM KOHTaKT MeXxay npoaasay 1 Kynysau, Ha nasapiibk U1
LOMPEKTHO [0oroBapsiHe Ha LieHaTa, KbeTo napute ca camo efieMeHT OT YAOBOSICTBUETO Ha
o6uyBaHeTo. Ta3u nouty 6apTepHa Mo BMA pasmMsHa He Ce Hy)kaaelle oT peknama uam
BM3yanm3auuns Ha npeanaraHara cToka npocTo 3aloTO BCUYKO OHOBA, KOETO YOBEK 61
MOrbJ1 Aia NOXKesae ga Kynv ce BibKaalle ¢ MpoCTO OKO, U3NIOXKEHO Ha TpoToapa npen
MarasuHa, BUHary TO4YHO NPeR OYNTe TU, HA CEPrusl UM MPOCTO CIIOXKEHO BbPXY KUIMMYE
Ha ynuuarta. Qu3nueckoTo NPUCLCTBME HA CTOKAaTa 1 YA0BOJICTBUETO OT Nasapiibka npa-
BEXa U3NULIHN BU3yanHUTE NOCPenHMLM KaTo 6un6opaoBe, pakeTu, TpaHCNapaHTyh U T.H.
Ja He roBopum, Ye TpaguUMaTa Ha MCnamcKarta KynTypa ce OTHacs C Abn6oKo nopgo3pe-
HUe KbM aHTPONOMOPHHOTO U306parkeHne. AKO BCe Nak MMalle, 1 MMaLle MHOro, KakTo 1
cera Ma MHOro, HIKakB/ BU3yasiH1 UHOMKATOPU Ha UKOHOMUYECKUS areHT, To Te 6axa
N3KIMIOYNTENHO OT WpUPTOB Xapakrep (CH. 12). VictaHbyn 6eLle, u B MHOrO OTHOLLEHWS
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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 | 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. | 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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BCe oule e, rpaa Ha TbproeCKmna Haannuc — ¢ BCUYKKN CTPaAHHOCTU Ha nony-npqueCMOHan-
HaTta CTUNNCTUKa N TbpCeHUA ONPEKTEeH KOHTaKT C I'IOTpe6VITeI'IFI.

HoBsoTo BbB BU3yanHua uHtepdenc Ha VictaHbyn HacTbnea B nocnegHuTe 5-6 roamHn n 1o
Ce Hapuua 61n6éopa C YOBELKN 1 apyrn n3obparkeHus. NMocteneHHo, ¢ NpomsHaTa Ha
MKOHOMUYeckara cpefa, ictaH6yn ctaBa He MPOCTO KpacuB rpag ¢ 6orato KynTypHoO-
NCTOPMYECKO HACNEACTBO 1 AMHAMMYHO HacToswe. WctaHbyn cTasa ,ropeuy Bu3yaneH
rpag” BbB BCUYKU CBOW panioHn 1 vacTtu (cH. 13). Han-3abenexxvumarta npomsiHa € B TOBa,
ye B MHOTO TbPrOBCK/ PanoHn CTOKWUTE 134vesBaT oT TPoToapuTe 1 ce npuoupar BbTpe,
[Ob/IGOKO B JIOHOTO Ha marasuHa. MarasmHbT Beue He € [IOKSH, a € HAKaKbB BUf, BYTUK,
popwu u korato npegnara kHuru, CD n DVD. UeHuTe ca dukcupanu, a dacapara u BuTpu-
HaTta ca 60raTo HaTpynaHu ¢ BCEBb3MOXXHM PeKnaMHu eamHnum. B mHoro cnyyan Butpu-
HUTE Ha MarasuHy OT BCSKaKbB BMA ca M3LANO0 NOKPUTK C M306pasnTenHa peknama, taka
ye OT yfMuarta e HEBb3MOXXHO ia Ce HaflHUKHE BbTpe, 3a 1€ Ce BUAM KaKBO TOUYHO Ce
npepnara 1am (cH. 14). OHOBa B3aMMHO JOBEPUE U OUPEKTEH KOHTAKT MEXAY Npoaasay un
KynyBau, Ha KOeTo ce 6a3uvpalle B MMHANOTO NCTaHBynckata MKOHOMMKA, cera e onocpe-
[EHO upe3 Bu3yasnHaTta pekfnama — Bukaall o6pasute OTBbH U CY NPaBLL 3aKMioyYeHns 3a
TOBa, KOETO BEPOSATHO UMa BbTpe. ToBa e He camo pyHOaMeHTanHa NpoMsiHa B OTHOLLE-
HMETO KbM Ma3apyBaHEeTo, TOBa € NMPOMsHA B KyNTypaTta, B OTHOLUEHWETO Ha Xxoparta eavH
KbM ApPYr, KbM rpaga v >XnuBeeHeTo B rpapa.

M Hewo owe no-no6onuTHO. Korato 4YoBeK ce Brinefa B, Aa kaxxem, 0bOpMIEHNETO Ha
BUTPMHATA Ha €MH BYTUK CE CTbMNNCBa — KOHKPETHUTE CTOKM pa3éupa ce nunceart oT
TpOTOapa, a Ha YNMYHOTO HMBO 3af BUTPUHaTa Ca NOCTaBEHN MaHEKEHU, OBneyYeHn ¢
n36paHn apTUKyIn OT acopTuMeHTa. Ho Hall-HeBeposTHaTa NPoMsiHa € B TOBa, Ye Hap,
BUTPUHATA BUKAAL CbLUMTE apTUKYN, OGIEUEHN OT XXMBM Xopa (KaTo NpaBumo C WinKa-
PEH, EBPOMENCKN TUMaXK), 3acTaHanu B NO3u, NPEeaM3BUKBALLY NogpaXkaHne, GukcrupaHu
B 6PUNSAHTHO 3aCHETU 1 NepPeKkTHO oTnevataHn Gotorpadurm Ha rmMraHTckn 6unéopa.
KaTto ue nn nsuessaHeTo Ha KOHKpeTHaTa CToKa OT ouMTe Ha NoTpebuTens Tpséea aa
6bfle KOMMNEHCUPAHO C AOMbIHUTENTHU BU3YanHN MEPKX MO YKPENBaAHETO HA HEFOBOTO
KIIMEHTCKO/KOHCYMAaTOPCKO AoBepue... (CH. 15) imeHHO 3aToBa ce nosiBsBa yoBOsSBaAHETO
Ha 3HauMTe — BUTPMHA C MaHEeKeH, 6UNGOPA C YOBEK, 1 aKo CryyanHO pelun aa BrneseL
BbTPE — efBa TaM Te o4yakBaT CTOKUTE, KOUTO 06aye ca MOMECTEHM MO pa3HU AaneyHun
padTOBE 1 Ca C ACHO O3HauYeHa Ha eTMKeTyeTa LeHa. ,fopewara” 6asapHa cutyaums Ha
NCTaHBYJICKOTO NasapyBaHe ce e TpaHcdopmMmupana B guctaHuupaHa, ,ctyneHa“ pasmsHa
Ha napu cpelly CToKa OT rnobaneH Bug, HeWwo KOeTo MOXXe fa Ce BUAMN BbB BCEKN KOCMO-
NnonuTeH rpag no ceeta.

Ho pokonkoTo ctaHbyn Bce nak He e oLle rpaj 1 MACTO Ha 3psaf Kanutanns3bm OT Tuna
Ha Mapwx unn Hio Mopk, ce Ha6niogasaT u Apyru MHTEpecHn GopMu Ha NpexoaHa
BM3YasiHOCT Ha MKOHOMUKaTa. KaTo npasuno Te ca CBbp3aHu C ,KpbBOCMECUTENHNTE"
OTHOLLEHMS MEXIY MEeCTEH 1 BHOCEH 6U3HEC, U HaW-BeYe C HauMHUTE, MO KOUTO Te
BU3yanu3upar nasapHOTO CU NPUCHCTBME U TbPCAT JOCTLM A0 NoTpebutennte (He CbMm
CUrypeH Janu ca Beye KoHcymartopu...). Taka, Hanpumep, rMraHTCKusaT 6unéoppg Ha
Swatch, weenuapckaTta koprnopaums, NPOM3BOANTEN HA YACOBHULM (Pa3MNOSIOXKEH OT
mapT 2005 r., Hag Victuknan — ueHTpanHaTa Tbproscka ynuua Ha 615ackaBusi panoH
Benorny), nsobpassiBa Mmnaga »xeHa, KosTo nHaye 61 6una CbBCEM rona, ako He 6elle
pOoKnsATa N, HanpaBeHa OT YaCOBHMULM — NPOAYKTa, KOUTO BCbLHOCT Koprnopaumsara
npeanara Ha KoHcymartopa (CH. 16). BbnpochT ¢ BU3yanHmns e3mk Ha peknamaTta Karto
n0Tpe6|/|Ter| Ha CKpUTK Knuweta n meHTanHun HaCTpOI7IKI/I, NpUCHLLM Ha MuUlleHaTa f/l, TYK
e Nno-cepuo3eH OT o6myanHoTo. B cpamerknuearta rpafgcka Bu3yanHocT Ha VictaH6yn
HIMa MSCTO 3a rofiotuu (Opyr BbNpOC € Aanu ToBa Ce Ob/MKU Ha 3a6paHa unm Ha
nogpasbéupaHe 1 aBTo-LeH3ypa Ha peknamoparens...), HO OT gpyra cTpaHa uma MscTo
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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 | 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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3a XXenaHus, Han-Beye Te3n Ha Mbxa (Bce nak, kakto n Codus, ToBa € 6ankaHcKu
rpag...). BeposatHo ToBa e Hakapano Swatch ga npuésarHat 4O MPOCTOTO BU3yasnHo
peLleHne, KOETO € HarofeHoO KakTo KbM MECTHUTE HAaCTPOWKU, Taka N KbM MECTHUTE
YCNOBHOCTU (Npasuna?) — eAMHCTBEHOTO KOETO CTOU MexXay MbXXa-KOHCymaTop 1 06eK-
Ta Ha HeroBoOTO XefnaHne, Kpacuearta AeBOorKa, € POKNsATa OT YaCOBHULN; ako UCKaLL
[eBowKara, e Tps6Ba aa NOoCEerHew Ha YacoBHUKA... B pesyntaT ce nposssBa TUMUYHO-
TO 3a e3nKa 1 KOJOBETE Ha Bu3yanHarta peknama npexsbprsHe Ha XKenaHUeTo OT eavH,
HeOoCTbNeH 06EKT, KbM APYr, CbBCEM AOCTbMNEH TakbB — MNPUTEXaBanky AOCTbMHUSA
06GEKT, YOBEK Ce HaasiBa HAKOW AEH Aa AoKomna U HeAOCTbIMHUS. ..

Mono6HW pelueHns cera ce cpeluart Ha Beska Kpayka n3 VictaHéyn n MHOro ot Tsx ca
CBbp3aHu C peknamMmHoTo NpucbCcTHUE Ha Koka Kona Hanpumep (cH. 17). Ho no-nHTepec-
HO e KaK efiHa MecTHa Kopnopauus, ¢éuHaHcoBaTa rpyna Garanti (MHaue Han-cepuo3HUAT
CMOHCOP Ha CbBPEMEHHO M3KYCTBO B rpaga), peknamvpa ynorpeéara Ha eneKTpOHHU
KapTu no ceoute 6aHkomaTu u3 uenus rpag. MNMpes mapt 2005 r. ToBa 6elwe 6un6opa, n3o-
6passBaly, Mnaga »XeHa B Lss PbCT, KOSTO MHa4ve 6u 6una CbBCEeM rona, ako He 6elle
nonpukpueallaTa TAanoTo 1 pokss, HanpaseHa OT... 6aHKHOTK (CH. 18). MapanensT ¢ 6un-
6opaa Ha Swatch BeposTHO e cryvaeH, HO € MHOro3HauuTeneH. Kakto e MHorosHauuTe-
neH 3a TpaHchopmaLmsaTa Ha UCTaHByNckaTa MKOHOMIKKA (MOXKe 6 Typckarta BbobLue)
HagnMCbT Hafd BXOAa Ha PecTopaHT B belumkTall, Han-eBpOnoOenaHuAT XUMNNLLEH KBapTan
B LeHTbpa Ha VctaHbyn, KOWTO yBegomsiBa KMeHTa, Ye BbTpe ce npegnara... Swiss
Kebap... (aann ToBa e 6U3HeC KpbCTOCKa Ha 3aBbpHan ce ractapbantep???) (cH. 19). Unn
MbK KaKTO € MHOro3HauuTenHa egHa maska Kblia Ha pbba Ha Kananb Yapub, KosTo
N3MbJIHABA MHOrOQYHKLMOHANHA MUCUS — apPXUTEKTYPHUAT 06eM € CBOGOAHO CTOSLL,
OTAENEH OT BCUYKU APYr CbGOPETEHN HAOKONO; KblliaTa O4YeBUOHO € egHodpamMuHa; npu-
3EMHUAT eTax e MarasuH-6yTrK; rOpHUTE eTaXN Ca XUULLHM 1 NPO30pLUMTE Ca YKpaceHu
CbC CakCuM C LUBETS U KpacuBM MeTanHu napaneTtyeTa, HambiaHo B ctun ,lMapux” (cH. 20).
Kblarta e Taka 06HOBEHA 1 NMbCKaBa, Taka KoHTpacT/palla C OKONHOCTTa, Ye CTpscKa.
Hanun 1031 npumep 3a egHodamMusieH 6U3HEC C eBPOMENCKO BU3yasiHO NPUCHLCTBYE €
nokasarveneH 3a 6baeLleTo Ha ucTaHbynckara nkoHoMuka? Mpu BCUYKK Criyyamn KOHTpa-
CTUpa KaKTO C OKOMHUTE AIOKSAHWN OT cTapua 6a3apeH NCTaHBYNCKN TUM, Taka 1 C Wwukap-
HUTe 6yTyUM OT HOBaTa ,rnoéanHa“ BbnHa.

N3kywaBam ce fa onpenens ropHUTe NpuMepun Kato ,MbpBY NSICTOBUYKN® HA eqHa rnoba-
nu3upatia ce no CBOW HauvH na3apHa MKOHOMUKa B KOHKpPeTeH rpaa. OT Bu3yanHa
rnegHa Touka umam MbJiHO OCHOBaHVEe fa Hapuvam kanutanu3ma B VictaHbyn Heo-kanu-
Tanu3bM C XapakTepHUTE 3a HEro HeyCTaHOBEHW NpaBuna 3a Bu3yanHa ynoTpeba Ha
ny6InMYHOTO NpocTpaHcTBO. VikoHoMukaTta Ha VictaH6yn BuHarm e 6una ,nasapswa“ ce
VMKOHOMUIKa, HO OLLE HE e ICHO 10 KakBa CTEMNEH € ,Ma3apHa“ Takasa; OLle NMO-HEeACHO e
Janv B Kpas Ha Kpanwara nofmuTUYecKoTO e HaaB/ne UKOHOMUYECKOTO W HE, U ako
»Aa“, TO Kora u Kak; ganun rpagckoto NpOCTPaHCTBO LWe npuaobrne nogyepraHa ,espone-
naHa“ nyéamyHocT unn He? MNpocTo ToBa e rpaj B npexof, Taka kakto u Codus e rpaa B
npexop. Pasnukarta e B TOBa, Ye CTapTOBUTE MO3ULMUN Ca Pa3nNUYHK, a NpunkaTa e B
TOBa, Ye KpanHaTta ,uen“ nsrnexpga e egHakea... ETo 3aluo ce cpewat cxogHu npumepu
3a ,BMU3yanHn HepeaHoOCTN®, KOETO MU AaBa OCHOBaHME 3a CPaBHEHNS.

TakmBa OCHOBaHUS HAMMpPaM Ha BCSIKa Kpauka, JOpu 1 B HAUMHA, N0 KOUTO camust
WcTaHbyn, B NMLETO Ha CBOUTE agMUHUCTPATMBHN BMacTu, aHOHcupa cebe cu... Vinu no-
CKOpPO Kak rpafCkute BnacTu, areHT Ha NoSIMTUYECKOTO OT nepapxmyeckara gBonka
NONUTUYECKO-UKOHOMUNYECKO, OUEBMAHO HE Ca B CbCTOsIHME (OLLEe He ca UNu Beuye He
ca?..) ga HanoX<at TUMWYHUS 3a 3penus KanuTannucTMyeckn rpag AUKTaT Ha noanTuye-
CKOTO Haj UKOHOMUYEeCKOTO — npe3 mapT 2005 r. Ha ¢acapaTta Ha TonxaHe, crpaga-
ncTopuyecka 3abeneXxuTenHocCT B LieHTpasieH panoH, KOMTO ce pafBa Ha HernpekbcHaT
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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.

| 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 | 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 facade 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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MOTOK OT TYPUCTW, YOBEK MOXXeLLe Aa BUAM cliegHaTta KOMGUHauMa oT CbCedHN pekna-
MHU 6uUN60pAOBE: a) Hafg BUTPMHATa Ha MarasuH 3a opbXue 6unéoppn ¢ rmraHTcKn pas-
Mepu, BbPXY KOWTO Ca Pas3nofioXXeHn TPUM3MEPHU MUCTONET 1 NaTPOHN Ha MNOCHK 641
¢$OH; 6) Ha orpaparta Ha TonxaHe Ha CbLIOTO HUBO Haf ynuuara, rmraHTCKU XOprU30HTa-
NeH TpaHcnapaHT, camoyBepeHo 3assaBsaly ,/ictaH6yn, rpag Ha nio6oB U MeuTn® (CH.
21). lNocnenHWAT e ACHO yka3aH KaTo NocTasBeH OT rpafckute snacTu. lNocnepgHuTe easa
nun ca nponycHanu Aaa 3aéenexar abCypAHOCTTa Ha CbCeAcTBalNTE CU U KOPEHHO NPOo-
TMBOMOJIOXKHU B NOCAAHUSATA CU KbM NOTPEGUTENN 1 TYPUCTN 6UNG0paOBE (OCBEH ako
He MpuememM NUCTONeTa KaTto OpbXXMe Ha CTpacTTa, ako He nio6osTa...). Bnactute B
VictaH6yn moxxe 1 ga He [onyckart rofnoTun 1 ankoxon no 6un6opaoBeTe, HO KaTo Ye nn
He ca B CbCTOsHME Aa Ce CnpaBssAT C opbXxuata. Kato ye nvm YaCTHUSAT MKOHOMUYECKN
WHTEpEeC Ha MankoTo MarasuHye B 6nm30CT Ao TonxaHe e no-CuneH OT 06LeCTBeHNS
WHTEpPEeC Ha edyviH rpag, pasunTall Ha Typn3ma 3a UKOHoMKKaTa cu... Minm no-ckopo
TOBa € rpag, KOUTO KaTto ce rno6anuavpa no HoOB eBPOMNENCKN HaurH n3naga B Heo-
KanuTanucTnyecka cuTyauus n BU3yanHocTTa Ha rpaga AemMoHCTpupa ,HepegHoCcTn  u
aHomanuu B nepapxmsta noauTnyecko-MKOHOMUYECKO?

Cnyyast ,Codua“ kakto n cnyvast ,Bykypell” ca no-CHO n3paseHn B CBOSI HEO-KanuTa-
nu3bmM. Bbp3am fa kaxka, ye OT BM3yanHa rmefHa Touka ToBa 03HauyaBa, Ye KOHOMUYe-
CKOTO MMa NpeBecC Haf NONUTUYECKOTO, Ye YAaCTHUSAT MHTEPEC Uma NpeBec Hap obLie-
CTBEHOTO f06p0o 1 T.H. OT BU3yanHa rnegHa Touka, npuioxxeHa KbM nHtepdenca Ha pas-
NUYHK rpafoBe, MOXKE CbC CUTYPHOCT Aa Ce Kaxe, Ye uMa ,Kanutanusbm®, HoO uma u
Lkanutanuamn®. To3n B Codusa n Bykypell, a BEpOATHO 1 B opyr rpagoBe, KOUTO OLLE He
CbM VMan Bb3MOXXHOCT [a BUAs Mo TakbB HAYUH, € ,Heo-kanuTanud3bm“. B 1031 cmucbn,
WHTEPECHO 61 61O Aa ce BUAN Kak n3rnexana KUTanCKUsST BapuaHT Ha Heo-KanuTanusbm,
MOCTPOEH Ha BCe Olle JelcTBalla coumanmcTnyecka nageonornyecka 6asa... Ho kakso
BCBLUHOCT € ,Heo-kanutanu3bm“? MNpegnaram paboTHa XunoTesa 1 He CbM cneumanmcT
NONMTONOr NN UKOHOMUCT. [la Kaxkem, ye cTaBa Jyma camo 3a Bu3yarneH ,Heo-kanurta-
nnM3bm®...

~Heo-kanutannsbm“ e To31 OT MHOTOTO ,,KanuUTanu3mmn“, KONTo NPOU3XoXaa OT KbCHUS
coumann3bM, TakbB KaKbBTO 6€ MO3HAT B CTPaHUTE OT coumanncTnyeckus narep. Mo-touHo,
Heo-kanuMTanM3mMbT Ce OCHOBaBa Ha MoCT-coupanMcTnyeckKara CutTyaumns n HemHUs OCHOBEH
BbMNPOC — NpepasnpeaesieHneTo Ha 0BbLLECTBEHOTO ,,60raTCTBO" (TaKoBa, KakBOTO U [OKOJI-
KOTO ro € umano), HatpynaHo go 1989 r., pelwaBaHeTo Ha KOMTO BbMPOC € MacKupaHo KaTto
npe-gedrHNpaHe Ha KOHUenuusaTa 3a ,,CO6CTBEHOCT", HEMHOTO 3aKOHOBO rapaHTUpaHe 1
durckKanHo ykpensaHe. 3a U3rpaxaaHeTo Ha Heo-KanuTanmama CbLLEeCTBYBa MiaH, KONKoTo
1 UPOHMYHO TOBa Aa 3Byun. Ha oymum Tom ce rpaau no KOHKpeTeH Moaen — To31 Ha 3anaj-
HOeBponenckaTa nasapHa NKOHOMYVKA 1 NapfameHTapHa noemokpaums. Ha pgeno, Ton ce
pa3BuvBa No-CBOs COH6CTBEHA NOMKa Ha NPUBUAEH pasnaf, a BCbLHOCT Ha CKpUTO Mperpy-
nupaHe Ha enuTun, NpepasnpeneneHne Ha CO6CTBEHOCT, OKOMnaBaHe B MNONUTUKO/UKOHOMU-
yecku anmaHcu u T.H. CblunHCKaTa paHHa gasa Ha Heo-kanuTanu3ma 3arnoysa obave efsa
TOraBa, KoraTto NpPOLIECHT Ha NpepasnpeneneHne e NPUKIIYNN B 06LWM NMHUA 1 B fafeHa
CTpaHa 3anouysar fa ce npeanpremar Mepku rno ,crabunusauma“ n ,Hopmanmsaums” ¢
Hamecarta 1 nof Haa30pa Ha MOLLHU MHTEPHAUMOHANHN MHCTUTYLMA C MKOHOMUYECKN
n/mnn nonutudeckn npodun - MB®, EC, CeeToBHa 6aHKa 1 Ap. 3a Heo-kanutanusbm B
UNCT BUA MOXKe fia Ce roBopu, Korato To3u NpoLec Brnese B napameTpute Ha ,Nperosopu
3a npucbeanHsaBaHe kKbM EBponenickns colo3“ n Hen36exxHo cnegsaluyTe TBbPA MOHUTO-
PWHT, HATUCK 3a pernamMeHTUpaHOCT, MPOMEHN B 3aKOHOOATENCTBOTO U UKOHOMUKATA,
HAKaKbB BUL YMEpPeH pasuBeT 1 ycegHanocT. PaHHaTta ¢asa Ha Heo-kanuTannama, noHe B
Bbnrapus n PymbHWs, 61 Tpsa6eano ga npukmioun B MOMeHTa Ha uneHcTsoTo B EC (Bbnpe-
KW, Ye a3 Cu 3HaM, Ye PaHHUAT Heo-kanuTanuabm B Codus Lwe e Npuknoynn easa Toraea,
KoraTo Buas COPUNCKM Nonuuan fa paspasa rmobuv 3a TBbpae HENpaBUTHOTO NapkupaHe
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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. | 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 | 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”? | am offering a
working hypothesis, provided that | am neither a political scientist nor an economist. Let
us say that | 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, | 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 bourgeoisie® - 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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Ha pasHu Ma3Hy Masau 1 ap. B cbb6oTHa Beuvep npegd Mnanet Kny6 Ha yn. O6opuiue). Taka
Heo-KanuTanM3mbT B HaWKMA (M PyMbHCKU) BUL Ce onpepens, oT egHa cTpaHa, oT Hacnegd-
CTBOTO Ha MnocT-coumanusma, u oT apyra, oT npecuHra Ha EBponenckus covio3. U asete
Hella ca My BbTPELLHO MPUCHLLUY — MO NPOW3XOA, U/uUnu no n36op.

Heo-kanutanmsmbT €:

A) KanuTannabm 6e3 6ypxkoasus’® — cTapata 6yp)Koasus e 6una YHULOXKeHa, a 3a
dbopmMMpaHeTo Ha HOBa Ca HY>KHU OLLEe egHO-OBE MOKONIeHNs, u3pacTHanu B 60ratcteo
WM NMOHe B HapacTBalla CbCTOATEHOCT;

B) koHCymaTopcKko 06LEeCTBO 6e3 KOHCYMaTopy — MEHCUOHEPUTE Na3apyBar B Max-
NEHCKM rapaxu, NpeBbpHaTK B MarasuHu (CH. 22, 23); mnagexute ce pasxoxaar no 6yn.
BuTowa v noHsikora nasapysart B 6yTuUM; 3a4eHKNTE HA KOHCYMaTopcKa cpefHa knaca
xoasaT B MeTpo 1 Tem nogo6HM, HO cera-3acera camo ce npesarnacsiBar, Kato camo HAKOU
WHOMBMAM ca CTUrHanu dasara, npy KOATO KynyBaT Hella, KOMTO He ca M Heo6Xxoaumu,
HO ro MpPaBAT MO MHepUMs, 4OKATO Taka 1 Taka ca B cynepLiona;

B) rpagcko NnpocTpaHCTBO, B YANTO BU3yaneH MHTepdenc MKOHOMUYECKOTO (YacT-
HUAT NHTEPEC) AOMUHMPA Haf MONUTUYECKOTO (OBLLECTBEHOTO 6naro) 1 Toea ce u3pass-
Ba B ApacCTMYHO noayeptaHmn nepapxum no sucounHa (Codus) nnm no pasmep (byky-
peL) — ny6nnyHOCTTa Ha Ny6NnMYHOTO NPOCTPaHCTBO € NpobnemMaTnyHa, Tam nma MSACcTo
camo 3a HaTsKBaHus 1 rpyéu Hameuu, U3NCKBaLy KOHCyMaTopcka MAEHTUYHOCT OT
rpakgaHuHa (cH. 24);

) Heo-kKanuTanMCTUYECKUAT rpag e ,BudyaneH pan“, Han-seuye 3a peknamara, unm no-
TOYHO TOBa € ,pan Ha 6unéopaa“ (cH. 25, 26, 27, 28) — 1 KaTto KONMYECTBO, U KaTo pasnac-
aHOCT B N3MON3BAHETO Ha BU3YanHN N CEeMaHTUYHN KOJOBE, U3BJIEYEHUN OT ,,MPbCHOTO"
NofcCb3HaHWe Ha rpaackoTo HaceneHue, U kaTo Ce6ecTONHOCT — NY6IMYHOTO NPOCTPaH-
CTBO U Bu3yanHata cpega Ha Codus, Hanpumep, e ronsm GU3HEC, B KOWTO Ce npennutat
MHOrO MHTEpecK (He Ha MOoCNeqHO MACTO UHTEPECUTE HA rPaACKMTE BacTu), HO BCE Nak
LeHMTe 3a OCTbIM A0 BHUMAHWETO Ha NOTPebuTens Ha peknamara/cTokara ca CMeLHO
HWCKMW OT rMefHa Touka Ha O6LEeCTBEHOTO 6naro Ha rpaga U HaceneHneTo My (a3 NMMYHO
He 61X MMas HULLO NPOTMB 6MN60PAOBETE Aa ca B ABOWHO MO-TOMSIMO KOSIMYECTBO U BY-
rapHoCT, CTUra ToBa fa BoOu 40 TakuBa rofieMu nNpuxooun 3a obwuHaTta, ye T oa Mmu
nonpasu Han-CeTHe NMOHe TpoToapa 1 ynuuara npen KbLiu...).

[) B Heo-kanuTanuama crasa JymMa He TONKoBa 3a epukacHO NPOM3BOACTBO, KONKOTO
3a edmKacHo ,3apnbsiBaHe” 1 NOTPEBSIEHNE; HE TOSIKOBA 3a OX0AM OT NPOM3BOACTBO U
ekcnnoarauus, 1 ole no-masnko 3a HanpegHu4aBy TEXHOOMMU U NPOLIECH, KONKOTO 3a
»Bb3MNMTaBaHe" nnn oopu ,BHEAPsSBaHE" Ha »XenaHve 3a NoTpebneHne — BepOoATHO Hal-
3aHMMaTeNHUST NpoLec B pa3BUTUMETO HA TOBa OBGLLECTBO € NPOLIECHT Ha pakaaHe Ha
KOHCymMaTopa OT Tpyna Ha TPY>XeHUKa 1 Ha Heo-KanuTanucTa OT Tpyrna Ha anaparJyvka.

E) ,npuHapgeHaTa CTOMHOCT® Npu HEO-KanNUTanM3ma uasa He OT ekcnnoarauus, a oT
cnekynauus — ykpuBaHe 1 U3To4BaHe Ha AaHbLy, JBOMHO CYETOBOACTBO, 3noynoTpeéa ¢
BMacT U BUSIHNE, KOPYNUNSA U T.H.;

JK) ocBeH C apacTU4HU KOHTpacTy Mo hepapxunTe, BU3yanHarta cpeaa Ha Heo-kanu-
TaAIMCTUYECKNS TPaf, Ce XxapakTepuampa ¢ 6apoKoBO N306ue U 6pyTanHO HaTAraHe Ha
mMeTadopu n Knuwera.

Hai-oueBnpgHaTa 0COGEHOCT Ha BU3yanHua e3rkK B peknamHara cpega Ha Codwus, Hanpu-
mMep (Hewo, ¢ koeTo Codursa e HaMbHO YHUKAasNHa B CpaBHEHWE C OpYrM Heo-KanuTanucTu-
YecKu rpagoBe), e noguepTaHaTa BynrapHOCT 1 MpeKOMepHaTa epoTu3aums — Cnopesn
cnonyynueoTo onpeneneHne Ha AnekcaHobp Kboces, HanpaseHo npes 2003 r. B JOHOTO
Ha ny6nuyHnTe gebaTtn Ha npoekta BusyaneH cemuHap, ,06pasbT Ha KeHaTta B My6nyHO-
TO npocTpaHCcTBO Ha Codusa e o6pas Ha nybnmyHa xxeHa“ (cH. 29, 30, 31). Taka ocHOBHa
XapakTepucTuka Ha COOUNCKNA BU3yarneH Heo-Kanutanu3bM € npefenHara opacTuyHoCT
B ynoTpe6ara Ha Beye CNOMeHaTus NPEHOC Ha »XeNaHNeTO OT eAMH BbpXy OPYr O6eKT.
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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 - | 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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HanununeTo Ha TonkoBa MHOro rofioT!a U Hameuy 3a CKpUTuTe (M He Yak TONKoBa CKpUTW)
Mepauyu Ha codusHeLa B peknamara Ha ankoxon v Apyrn CTOKWN Ca BCbLUHOCT eAUH BUL,
npr3HaHue 3a OTCbCTBMETO Ha CEePUO3EeH KOHCYMaTop B MKOHOMMKATA Ha rpaga (1 cTpa-
HaTa) — He BCEKWN MOXXe [a Cu Kynu HOB [KUN MepLedec, HO BCEKM MOXe da nue; He
BCEKWN MOXXE Aa renu MbCKaso rafke, HO BCEKM MOXXE Ja JoKoMa 3anoTeHara B xnagun-
HVKa 6yTunKa pakus unu Bogka... (CH. 32). BusyanHute Hameuwn noHsikora ca B cdepara
Ha CekcyaslHuTe KOHTaKTu 1 Toraea, BCbLLHOCT, Ce peanus3vpa MakCUManHUAT NPEeHOC Ha
)KenaHus, paskpuBall, MakCUManHoTO NOCnaHne Ha peknamHara cpeja — BHeapsBaHeTo
Ha Heo-kanuTanuctTuyecku life-style — moxxe n na He mora aa KoHcymupam (kuses) no
6orartallky, HO MOHe Mora Aa ce Yykam no 6oraTallku... U Taka, NOCAedHNTE Lie CTaHeM
MbpPBU..., a NOCIeE Lie BUAUM... (CH. 33, 34)

Han-oueBnpHata nepapxus Bbe BU3yanHua nHrepdenc Ha Codua noHacTtoswem e nepap-
xusTa (CH. 35) rope — [ony 1 rpaacku LEHTbP — Maxanu (BbNpeKn Ye oLle no-nokasaresiHum
ca cnyyaute Ha CMeCBaHe KaTo HanMumMeTo Ha koprnopatusHu obucHu crpagu B Mnagocr,
ThonuH nnn Opyx6a) (cH. 36). B ueHTbpa Ha rpaga AoMyHUPa KOpropaTuBHOTO J10ro, pas-
NONOXXEHO BNCOKO rope No NoKpuBWTE Ha crpaguTe (Taka CToAT HewaTa 1 B bykypely)
(cH. 37). To e nbckaBo 1 NPEQENHO YCNOBHO, HaN-4YeCTO CBEOEHO [0 JIOroTO Ha Koprnopa-
umaTa. To He HOCK KOHKpPETHa MHpOpMaLMs 1 B CMUCIIOB MiaH € U3BbH KOHTEKCTYasHoO,
UM NO-TOYHO MpeacTaBnsaBa CBOA COBCTBEH KOHTEKCT 6€3 BM3yasnHa Bpb3ka C NpoaykKTa,
KOWNTO KopnopauusaTa npegnara (cH. 38). KopnopatmeHOTO NOro ynpaensasa rmraHTCKm
BU3yanHy NpocTpaHcTBa. To e Tam, KbAeTo npeaw roavHn ce pasmnonaraxa counanuctu-
yeckute nponaraHgHu no3yHru ot Tnna ,,C BKI1 Hanpen po nbnHata no6eaa Ha KOMyHU3-
Ma“ n gpyru Takmsa. To3u TN BU3yanHO NpUCbCTBUE MOCOYBA ACHO KOW ObpXXU BnacTTa
B CTpaHara.

Hain-koHby3HNAT Nnpumep 3a rOPHOTO € HEOHOBUAT HaANUc-peknama-noro Ha koprnopa-
umusita Philips, noctaBeH Ha Nokpmea Ha crpaga, KosiTo uHave e n3secTtHa kato ,[lupo -
ros®, 6onHuua, NHcTuTyT 3a cnewHa megmumHcka nomoly, (cH. 39). MNpu nuncaTa Ha Kak-
BaATO 1 Aa € BU3yanHa uHavkaumsa 3a UICTUHCKOTO npegHasHavyeHue Ha tasu crpaga, v
CbLLEBPEMEHHO Mpw nNpeanonaraemata ,Bnact Ha Philips Hap, ,Mnporos” (kato cnoHcop
Ha TEeXHVKa 1 T.H.), HAapuyam Takmea cryvaw ,,BU3yanHu HepPeaHOCTN , KOUTO obaye Mu
BbpLUAT U3KIIOUMTENHO A06pa paboTa, 3aloTo SICHO AEMOHCTPUPAT CbLUHOCTTA Ha Npo-
6nema B codumnckna nHtepdenc, KONTo Me 3aHMMaBa. TakuBa NpUMepK ca peasiHo Cblue-
CTByBallla JEMOHCTPaLWS Ha HEO-KaNUTann3bM B AENCTBUE — UKOHOMWUYECKOTO Haf nonu-
TMYECKOTO, YaCTHOTO Haf OBLLECTBEHOTO, KOHPY3Us B CUrHanuTe 3a NPOU3BOACTBO U
noTpeéneHne, n T.H.

B kBapTanute u3BbH LIEHTbPA, HO AOPY M B LEHTbPA Ha BUCOYMHATA HA €AUH YOBELLKMN
PBLCT, AOMUHMPA MaxJIEHCKOTO JI0ro, NPOMOTMPALLO0 APe6eH nnn egHoGamMuneH, MaxneH-
CKM 6m3Hec (CH. 40). To e AMPEKTHO, CTOM B HEMOCPEACTBEHA 6/IM30CT 00 KIMEHTa/rpax-
[aHWH, KaTo Ce BTbPKBa B TANOTO 1 ounTe My. MaxneHCKOTO noro ynpaensisa NpocTpaH-
CTBOTO B paguyc oT 15-20 M 1 npeacTaensBa BU3yasnHo ,NpenukaBaHe” Ha nasapHa Tepu-
TOPUA NO Maxanu, Taka KakTo NnpassaT ynuyHnTe necose (CH. 41). Mexay maxaneHCKoTo
noro n 6usHeca, KOMTO TO NPOMOTUPA, HAMA AMcTaHums. MaxneHCKOTO foro e rpy6o 1 He-
CTWIIHO, HaNPaBeHO Ha PbKa, HO € BUTAaNHO 1 BynrapHo (CH. 42). To3n Tmn BU3yasnHo npu-
CbCTBUE MOCOYBA SACHO Ha KAKBO HMBO Ha notpebneHne (kaTo ¢puanyeckn npogasauu u
KynyBauu, Mara3uHu, LleHu, CTOKM, aCOPTUMEHT) peasiHo ce cny4ysa nasapHara UKOHOMU-
ka B Codus.

B mexguHHaTa TepuTopua ce HamecTea TpeTn Tun NpUCbLCTBNE B I/IHTequeI;ICa Ha rpaga.

ToBa e 6birapckuat 6unéopd. Ton NnpeacTaBnsBa NPOMOLMS HA MECTEH BU3HEC C HaLMO-
HanHu npeTeHuMn. HenpekbcHaTO NogHOBSABALL Ce NpUMep ca 6un6opaoseTe OT pekna-
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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 | can’t
afford to consume (and live) like a rich man, but at least | can get a royal fuck anytime |
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), | 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 | 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 | 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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MHWTe kamnaHun 3a KapHob6artcka rposgosa, bucepHa rposgosa, Bogka X-taz, sogka Flirt,
macTuka ,lMewepa” n T.H. (CH. 43) bvnrapckusT 6unéopg oTpasssa Nno HeLLo 1 OT ABarta
ropHu TMna: a) no Gopma — TON € NbCKaB, WWMKapPEeH 1 NpYBMIEKaTENIeH Kato Koprnopartue-
HOTO J10r0, U e HanpaBeH CbC 3HAUYUTENHA UHBECTULMS HA Napu, TEXHUKA 1 AM3aNHEPCKU
pecypc; 6) B MUCNEHETO 1 NOCnaHnsATa C1 € BYNrapeH U KOHKPETEH KaTo CTUMcTuKarTa Ha
MaxaneHCKOTO foro, 3anrpasall, Ce C HaCTPOWKUTE Ha CPEAHOCTATUCTUYECKMNS XKUTEN Ha
rpaga. B To3u cmuchbn 6bnrapcknat 6unéoapn € eaHOTUMHO SBMeHne ¢ ,non-ponk®,
Jdanra“ n T.H.

KakTo HaBcsikbae No cBeTa, Taka U B Heo-kanutanuctnyecka Codurs, OCHOBHOTO B pekna-
mara e edukacHocTTa. Ta ce usmepsa B CbOTHOLLUEHVNETO MEXY BIIOXKEHW CPEACTBa
(TBOPUECKHM yCunns, NPOM3BOACTBEHN Pa3XOau, TakCK 1 paspeLleHns 3a nocTaBsHe) u
nocturHat edekT, T.e. KOHKPETHO HamepeH agpecat/notpeéuten. CTpaHHOTO e, ue KaTto
ye 1 NpUMepbT 3a Har-edprkacHa cobumncka peknamHa ,kamnaHua“ ngsa ot peknamara
edVH MasbK, MaxaneHckn 6usHec. CtaBsa oyma 3a peknamara Ha YOBeK, KOWTO ,Bb3CTa-
HOBSIBa CMyKaHW aBTOCTbKNAa" ¢ HOMep Ha MobunHusA cu TenedoH 0888 873 127 B HAKaKbB
rapax, kon 3Hae kbge n3 Coous. Mexxgy opyroTo, B rpad, KONTO € MACTO Ha pa3BuT
KanuTanu3bM, YOBEK CbC CUYMEHO WM CMyKaHO NPeaHOo CTbKIO Ha Konarta cu, NPOCTO e
cu kynn HoBo. Ho B Codus To3u ,peknamoparen” € nocturHan naeanHo edrkacHa pekna-
Ma Ha npepnaraHara ycnyra, TBbpae TbpCeHa OT HE YaK TOJNIKOBA 3aMOXXHUTE XXUTEeNn Ha
rpaga (cH. 44). bes pa nnawa HUKOMY HUTO CTOTUHKA ,Takca 3a MACTO®, TO31 peknamoaa-
Ten e pasnenun MCToBe npocTa xaptus dopmat A4 (Npom3BOACTBEHUAT pa3xon e Habop
Ha KOMMIOTbP, pasnevaTka, KCEPOKC KOMusl) C TEKCTa ,,Bb3CTaHOBSABA CMyKaHN aBTOCTb-
kna, 0888 873 127° Ha CTBONA Ha BCSKO [bPBO MO NPOAbIIKEHNE Ha Hall-HaToBapeHaTa
4yacT B LieHTbpa Ha rpaga Ha 6yn. ,bvnrapus®, TO4HO TaM, KbAETO NPK NOCTOSIHHUTE
,Tanm“ B aBTOMO6MIHOTO ABWKeHne Ha Codus, xmunaan wodbopmn YakaT YacoBe Hape[ 3a
»3eneHa ceetnmHa“. [pu ToBa NMCTOBETE Ca 3aneneHun noYT Ha HUBOTO Ha WOPbOPCKO-
TO CTbKJ10, Taka Ye akKo YaKall BbB BbHLIHATA NNEHTa, HAMa Kak fa He nony4vunwl peknamHo-
TO cbo6LueHue. MpocTo, ACHO, EBTMHO, HA TOYHOTO MSCTO 32 TOUHUA KIIMEHT = Makcumarn-
Ha edmkacHocT! o NPOCTO 1 ACHO OT TOBa € MOXe 61 CamMO PEKTAMHOTO CbOBLLEHNE OT
KankaHa Ha 6nok B MnagocT 2, KbgeTo ce NocoyBa eAMHCTBEHO HOMEPBLT HA MOBUNEH
TenedoH... — npegnonaram, ctasa gyma 3a npegjiaraHa ycnyra oT tuna ,,BCUYKO 3a BCUY-
Kn“... BbnpocsT e, ue TakbB BuA ebMKacHOCT € 3apas3uTenHa u cera gbpeeTtarta no 6yn.
~bbnrapua“ ca npetbnkaHu oT nogo6bHu peknamu. OnuTax ce ga cnegsam npvmvepa B
CBOS NpoekT ,lopeLy Bu3yaneH rpaf”, 3a KOWTO LWe CTaHe Ayma no-aony.

Mopo6eH BMA TPOMYHO pa3CcnoeHne ce Habniogasa U B apxuTekTypHata cpega Ha Codus,
KOSITO 06aue ce pasnonara no opyr HauvH BbB BPEMETO, U HaM-YECTO Ce HacosBa BbpXy
n/vnn mexxgy CToputencTBoTo oT npean 1989 r., ot npeamn 1944 r. n T.H. Ta3n cpena, oco-
6€eHO OUCHOTO M XUNULWHO cTpouTencTso cnen 1989 r., Bnusie Bbpxy uHTEpdenca Ha
rpaga rno HauuH, CXOdeH C KOPrNopaTnBHOTO NOro 1 6MNGopA KaTto LAo — KaTto areHT Ha
HOB BUA naeHTUYHoCT u life-style. OT rnegHa Touka Ha BU3yanHaTa CTPYKTypa Ha rpaackums
uHTepdenc Ha Codus HOBUTE KOPNOPATUBHU OPUCHU Crpann C TEXHUTE ornedanHu gaca-
[ ca OHOBA, KOETO € KOPMopaTUBHOTO fIOF0 — ANCTaHUMPaHN U N3BbH KOHTEKCTyasnHu A0
CTeneH Ha ypbaHUCTUYHA BYNrapHOCT U rpo30Tus. MNMpoeKkTupaHn oT MECTHU apXUTEKTYPHW
CUNN 32 MECTHU HEO-KaNUTASIMCTUYECKN NULA U CTPYKTYpU, Te3N Ccrpaam ca UOEHTUYHM No
OyX 1 MpUCBCTBME C 6bnrapckus 6unéopa (cH. 45). OT cbluaTa rnegHa Touka, OHOBa,
KOETO € naparen Ha MaxaneHCKOoTO JI0ro ca NPOAYyKTUTE HA CaMOAernHaTa apXuTekTypa Ha
rapaxute-marasuHu, n Ha-Beue T.Hap. ,KNnek-won“ — npeycTpoeHuTe MaseTa C u3nas
KbM TpOTOapa U MUHyBaya-KIMeHT (CH. 46).

Bcuukn Te€31 TMNoBe BMU3yanHun enemeHTn B nHrepdenca Ha Copus, He3aBUCMO OT
HepaBHWSA CU NEePXMYECKMN CTaTyT, Ca B eQHaKBa CTENeH NHANKATOPU 3a HaaMOLUMETO Ha
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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
873 127° 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 fagade 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. |
guess that’s the “everything for anyone” kind of offer but | 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 | tried to copy this example too in my project “Hot City
Visual” for the Visual Seminar which | 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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VWKOHOMWYECKOTO Hafd MoMTUYECKOTO B My6NMYHOTO NPOCTPaHCTBO Ha rpaga. B npoekrta
cu ,lopeuy Bu3yaneH rpag”, peanusnpad B Codus npes eceHta Ha 2003 r. 3a BuadyaneH
cemMmuHap, a3 ce onuTax fa ce HaMecs C XyOOXKeCTBEHW CPEACTBa B OHa3W 4acT OT
Ny6AnMYHOTO NPOCTPAHCTBO Ha rpaaa, 3a KosiTo ce roBopu no-rope. [JloKoNKoTo n3Havan-
HaTa nporpama Ha BusyaneH cemuHap e cBbp3aHa C Hameca B My6/IMYHOTO NPOCTPaH-
CTBO Ha rpajga v nogxsallaHeTo Ha Ae6aT No HeroBus BUA U YCTPONCTBO, MosATa naes 6e
[a ce Hamecs B TO3U NpOLEC KaTo Npeo6bpHa BepTUKanHaTa nepapxus B nHtepdenca Ha
rpagja u peknamumpam cemenHus ,6usHec” Ha rpyna pomu, CTapym MOW no3Hartu, no Kopno-
paTMBEH HA4YMH B CAMOTO CbpLE U LIeHTbp Ha rpafa. Hapssax ce, ye ToBa npeobpbluaHe
Ha nepapxusata KopnopaTMBHO-MaxasneHCKo 10oro/peknamva Lie npobnemarnampa ynotpe-
6ara Ha Ny6nMYHOTO NMPOCTPAHCTBO B rpaja v Lie ctapTupa Aebar 3a npe-4oroBapsHeTo
Ha ycnosusTa 3a Ta3um ynotpeba. [10TonKoBa, AOKONKOTO M3Mon3Bax ApacTUYHO NpoTUBO-
NOMOXXHW €NIeMEHTN — KOopropaTuBHa pekama B LeHTpanHa rpajcka 3oHa Ha rpyna xopa
OT KpavHO MapruHanu3npaHo eTHUYECKO ManuUMHCTBO B CTpaHara, ce HagsBax, Je e
NPOBOKMpaM NpPeoGpbLLAHE HA OCHOBHATA Nepapxus U, Makap U BPeMEHHO, NomTuye-
CKOTO LLie B3eMe NMpeBeC Hag MKOHOMMYECKOTO BbB BU3yanHarta cpega Ha rpaga. Vsnon-
Bankun onpefeneHy BudyanHu CpeacTea a3 ce BHedpuX B CPefHus ,Mosc” oT peknamHara
cpena Ha Codus — oHOBa, KOETO Onpeaenmx kaTo 6barapcku 6unéopp. Paséupa ce, B
MOSI MPOEKT BCUYKO € C 06paTeH 3HaK — 6unéopabT ,bpurapara Ha CtedaH (1 3eTboBe)”,
nocTaBeH Bbpxy dacagaTa Ha 6usluus asopeu, cera HXI, npomoTtupalle egnH o6pas Ha
POMCKOTO MasILIMHCTBO, KONTO GUAENKN U3LAN0 NO3UTUBEH, PA3KO KOHTPACTMpa CbC
CKpUTWTE (M HE YaK TONKOBA CKPUTU...) HACTPOWNKM Ha NaTeHTeH pacnsbm B Bbnrapus.
BmecTo fa n3non3sam BbTPELLUHM HArnacu Ha CpegHoOCTaTUCTUYECKNS 6biIrapuH OT epo-
TMYEH XapaKTep, a3 N3non3Bax HeLlo OT, Taka Aa Ce Kake, HEroBOTO ,MPbCHO" NonuTnye-
CKO noAcb3HaHue. B cblwoTo Bpeme ce Hagssax 1 Ha apyra vacT oT ,,IOACb3HaHNeTo" —
yCellaHeTo 3a ONTMU3bM 1 YCMUXHATWUTE Niua Ha NepCcoHaxXnTe OT 6unéopaa Lensxa
Cb3[aBaHEeTO Ha ycellaHe 3a NPOCMNePUTET Ha peknaMmmpaHns ,6n3Hec”; a KOMMO3ULNOH-
HaTa rpyna KaTo Usfo BHyLlaBalle CTabunHOCT 1 JOBEpPME Ype3 M3MOoNBaHeTo Ha BU3yarn-
HW KnuweTa 3a n306passBaHeTo Ha CTabunHO CEMENCTBO, B KOETO SICHO Ce BUKAA KON
~Kapa Bnaka“, Ha naTpuapxanHocT U T.H.

N3rnexxpa, ye NnoHe Ha HMBO MONMUTUYECKN KNMMAT (B HaropelleHa nonutmyecka cutyaums
Ha MeCTHU u3dopwu 1 Npegns3bopHa kamnaHms 3a kmeTt Ha Codust OT M. okTomepwy 2003 r.)
akuusaTa nocTurHa epekT 4OTONKOBA, AOKOSIKOTO HSIKOU MONUTUYECKM NMEEpU Bb3nprexa
NMocnaHWeTo TBbPAE JINYHO..., 1 OTNpaBuxa rHEBHU 3anuTBaHus kbM BudyanHus cemunHap
3a CMUCbIIa Ha BCMYKO TOBA, Janu He ce Nnogurpaesame ¢ Tax (Hero) u T.H. ToBa, KoeTo
Hanpasy NUYHO NOMMTUYECKO BMevaTneHne Ha HAKOro Toraea, obave 6ele CbBCEM U3BbH
BHMMaHMEeTO Ha nNpoekTa — HNTO NOMHEX, HUTO nmMmalle 3HavyeHne 3a MeH, Ye ToraBsallHUuAT
kmeT Ha Codus, KONTO cnevenu n3dopuTe, Ma CbLLOTO MbPBO MME KaTO OCHOBHUS repou
B MOSl 6UN60pPA; HATO MNOMHEX, HUTO MMalle 3HavyeHne, Ye CbLLOTO NULe uva Tpu Abluepwm,
a MOSIT OCHOBEH NEpPCOHaXK € 3a06MKOIEH OT Tpuma (OT OBLLO YeTMprumMmaTa cu) 3eTbOoBe...
BbnpochkT o6ave e B TOBa, Ye NocnaHMeTo Ha npoekTa 6e Bb3NpueTo oT nonutTuumTe ,no
nnaH” — KaTto NoMTMYECKO, @ HE NKOHOMMYECKO NocnaHne, KaTo 3pas Ha 06LEeCTBEHO-
NOSIMTUYECKU, @ HE YACTHO-UKOHOMUYECKUN UHTEPEC.

3a pasnuka oT ToBa, N0-06MKHOBEHUTE XOpa, B Clyyas UAHOBHULM OT 6I0pOTO 3a 6e3pa-
60THM B Codus, Bb3npuexa peknamara Ha ,,CtedaH 1 3eTboBe” gocta 6ykBasHo, KaTo
OEeMOHCTpauma Ha YacTeH NKOHOMUYeckun nHtepec. Korato npes m. Hoemspu 2003 r.,
OKOJI0 MeceL, crnep akumaTa ¢ 6unéopaa, peanHo 6e3paboTHUAT (M perncTpupaH KaTto
TakbB) CtedaH oTusa B 610pOTO 3a 6€3paboTHM 3a Aa CY NoNyYn MecevHara coumanHa
NMOMOLL, YNHOBHMYKATA OTMbPBO OTKa3Ba Aa My A fafge v nogxealla ckaHjan — ,Kak
CMeell fa uaeall TyK crief Takasa 6necrsa peknama, OYEBNOHO HarnpaBeHa C TOIKOBa
napu...“ (NPOEKTbT CTaHa A0CTa U3BECTEH 6rarogapeHne Ha meguuTe). Yxxac..., Ho Cre-
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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, | tried to interfere into that part of the public
space of the city which | 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
| had known for over 15 years, in a corporate way and in the very heart of the city center. |
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. | 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. | 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 fagcade 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, | used something
of his/her so to say, “dirty” political subconscious. At the same time, | 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 — | 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; | 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 | came to know him in the first place).
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daH BOmMra KoHTpa-ckaHaan ¢ apryMmeHTa, Ye YMHOBHMYKaTa HULWLO He e pas6pana, KakTo
MOXXE 1 la CE OYaKBa OT YOBEK, KOUTO He e 06LLyBan ¢ XyaoXHuuuy (3a pasnuka ot Cre-
daH, B MrHanoTo abaroroguiieH cnyxuten B Cbto3a Ha 6bnrapckute XyooXHULN).

KoHey3us..., HaMbIHO B Kpak C KOHPY3HUTE NpeLeaeHTn oT nHTepdenca Ha rpaga v ot
MOSI rfiefHa TouKa, YacT OT 3anoyHanus geéar. Hewata obave nNpukniioysar ¢ 406po 1
BCUUKO ce ypexxaa 3a CtedaH (nmoHe B To3u cnyyan). He Taka ce nonyum obaue ¢ apyrus
KaHOMOaT 3a peknama B KOHTEeKCTa Ha npoekTa ,[opely Bu3dyaneH rpag” — Mos Max/ieHCKN
Knoyap, KBUHTECEHUWS Ha Manknsa egHo-dbamuneH 6M3Hec B rpaga, AOKOMKOTO BbB BCSAKA
Maxarna uma noHe no eguH Knoyap. VpesTta 3a NpeobpblLLaHe Ha NepapxmUYecKns nops-
[bK Ce CbCTOELle B MOCTABAHETO Ha ,,KOPMNOPAaTUBHOTO NIOr0“ HAa MOS Kilovap BbpXy crpa-
parta Ha ,lMnporoe“, Kato HEOHOB 3HaK, PEAOM, CbC CbluaTa ronemMmmHa n Bu3yaneH craTtyT
KaTo uHauve goMuHUpaLLms cpegarta 3Hak Ha Philips (cH. 47, 48). He ctaHa. bu ctpyBano
MHOrO napu, a n He BKaax HEO6XOAMMOCT fa ,,CMoHCopMpam” HKOWM OTFOBOPHY Nekapuy,
3aemally BMCOKM MNOCTOBE B agMMHMCTpaTUBHaTa CTpykTypa Ha ,luporos®... Mo-necHo n
€BTMHO 6K 6USI0 Aa 1M NONPaBNM HSKOS Krioyarnka KaTto Bug, 6apTepHO CMOHCOPCTBO,
BMECTO Aa nnawame. Ho He ce nonyuu u ngesta octaHa Kato BU3yanHo npeasioxeHve
UM NO-TOYHO KaTo KOHdY3Ha NpoBoKauus, yacT oT gebata 3a ynoTpedara Ha ny6nyHo-
TO NPOCTPAHCTBO B Heo-kanutanuctuyecka Codus. XKanko, 3aloTo cTpyBa Mu Ce, ye
peanHoTO cbCeacTBO Ha 3Hauute Ha Philips 1 mos maxneHckn kniouap 6v NpeacTaenssa-
no nepdekTHa BU3yanu3aums Ha Heo-kanuTanuama B rpaga.

Mexxay [ApyroTo, 3HaeTe M BMLA 3a OH3V NPOV3BOAUTEN Ha rBo3aen B Vlepycanum, KonTo
“man npoénemun ¢ rpadckvTe BNacTy 3apaau BU3yanHuTe KoAoBe, N3rnon3saHu B 61Un6op-
[OBeTe OT HeroBaTa peknamHa kamnaHua? E, moxxe 6v gpyr nbT... 1 6€3 gpyro nma
poctartbyHo matepuan 3a aHanua B Codus, bykypell 1 MHOro Apyru rpafoBe 1 Taka, 1
Taka.

Benexxkn

1. [Ibmxa BCUYKM AaHHK 3a cuTyauusTa Ha Tanmc Ckyebp B Hio Mopk Ha ,MbTesoauten
n3 peknamarta Ha Tanmc Ckyebp 3a koHcymartopa® (2005), npoekT Ha KpucTtuH Xun,
npenctaseH oT Volksboutique and Creative Time, NYC.

2. Ta3u 0CcO6eHOCT Ha Heo-kanuTanuama 6ewe nocoyeHa ot Onad Hukonam B pa3roBop ¢ MeHe
no Bpeme Ha NpoyyBaTenHOTO HY MbTyBaHe B rpad BapHa npes tonu 2004 r.

3. Tosu npumep 6e nocoyeH ot AumunTtbp CTonueB, peknameH MEHUIKBLP, MO BPEME HA MbpPBUS
ny6nuueH geéat Ha BusyanHus cemuHap, o3arnaseH ,Buwxpate nu Codusa?“,
npe3 tonu 2004 B CIXT, Codus.
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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 | 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 | 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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WNpunHa leHoBa

lpagbT KaTo aBMXKely ce obpa3 / HaunHn 3a npugBmn>xeaHe
n rnepkn / MNewexoacTBOTO KaTo NpaKTNKa 1 cTpacT

Codusa npes nocnegHUTe rogvHN Bb36YXXAa UHTEPECUTE HA CTPOUTENHN NPeanpremaym n
yp6aHuCT/, UICTOPULM Ha rpafa 1 aHTPOoNosio3un, YHUBEPCUTETCKM Npenogasarenu, pas-
NMYHM NPOdECNOHANHN U rpaXkaaHCKN capy>XeHus. JlaHcupaT ce NpoekTn, MOCBETEHN Ha
rpaga. EquH ot Te3n npoekTtun 6ewe n BudyaneH cemuHap. Npes 2003 roguHa yyacTeax B
Hero, 3a fa 3asBs oTHoweHne. Ho kak? V360pbT Ha cpencTsa cakal e mexxay pednek-
Cua N akTMBM3bM — 1 B ABaTa Cny4vas MMa onacHOCT OT YyTOMM3bM, OT CUTyauus, B KOATO
nucaHeTo/akumsaTa aa 6baart HeedrkacHNU, HEBL3AENCTBALLM B KOHKPETHOTO OBKPb)KEHME.
PednekcnBHOTO yyacTtve mobununaupa no3HaHus, No30BaBaHus, pa3CcbXOeHus 1, B Kpaw-
Ha CMeTKa, ce peann3unpa B TEKCTOBE KaTo TO3U. AKTUBU3MbT, 61N TON 1 XyAOXKECTBEH,
ce cBexXxaa [0 Npeav3BuKaTencTBO KbM rpafckara ynpasa. Takasa 6elle akumsaTa Ha
ny6nmuHa cpewa ¢ kaHgmaaT-kmeTtoseTe Ha Codus, nog o6wumsa cnoraH ,Buxgarte nu
Coduna?“

~Bwkaoate nn Copua?“ e peTopuueH BbNPOC 1 anen, AuaakTika n Hagexpa. CKenTuyHoTo
My ,onako“ e: ,[lanu yygoTo Ha ,npornexpaHeTo” we Hu cnacu?”. Moxe 6u ,cnenotaTta”
3a Codus e egnHCcTBEHATA Bb3MOXKHOCT 32 CbXpaHsiBaHe Ha 3PUTENHOTO CeTuBO. Ana He
Mora fa BbpBs Npe3 To3u rpag 6e3 aa ro Bmxgam, fa ro ocesasam. B npomeHswute ce
06pasun Tbpcsl NPEXUBSBAHETO Ha rpad, AnHammKa, counaneH o6MeH, reaKu, rpaacko
ycelwaHe 3a npupoga. KonHex no rpapn!? lN'yés ce B CbnocTaBku.

CamoTo npakTuKyBaHe Ha rpapa, XXK1BeeHeTo B Hero, e Beue yyacTtme. Mora nv ga octaHa
6e3yyacTHa, na Hameps y6exuLle B 06pasu — xXusonucHu, dotorpadcku, nutepaTypHu;
na mucns Codpus npes n3noxxéu, crnomeHu, NbTesoauTeENN?

To3u TEKCT He e 3a NOUTUKM Ha rpafoyCTPONCTBOTO, 3a ECTETMKA Ha apXMTeKTypara, 3a
NCTOPUS Ha NapKOCTPOUTENCTBOTO UMM 3a COLMANHOTO Pa3cnosiBaHe Ha XXUINLHUTE
pavioHu. B apyra enoxa 61 Morbn fa 6bae paskas Ha le fldneur (no6pe e na noGasum /a
flaneuse) B Codus. MNpeacrtaBeHnTe TyK OTKbCEUM OT FegKn ca OT AHELHOTO NPaKTUKy-
BaHe Ha rpafa B ABWKEHME, OT MOETO/HaLeTo, BU3yanHO U CETUBHO eXeOHeBMe.
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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 | 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 | cannot walk in this city
without seeing it, without perceiving it. In the changing images | 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 | 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 fldneur' or a fldneuse 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 | 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 | consider the idea of taking pictures but then | 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.

* k k

| 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 —

| 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.

| often go down Shipka Street. The pavement gradually erodes — | can sense this by the
steps. | sensed a difference recently — in front of the Kodak shop and the café just
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* % %

[Hokato nuwa, 3a 6poeHun gH1 Codusi ce NpeBpbLLa B CMeTULLE. Hepa3pelueHusT npo6rem
C NpepaboTBaHETO Ha CMETTa CsKall Ce pa3nyksa KaTto Bb3naneHve B camuisi rpaf, sissisa
ce KaTo 6efcTBue, 3apa3a, 3annaxa oT enMoemMus U CMbpT. 3a MOMEHT UMaM uaesTa aa
Hanpaes GOTOCHUMKM, HO Crlef ToBa ce oTka3Bam. Komy ca Heobxoammu Te3u noaTmMcKalm
rMefKn, KoMTo 6e3Apyro NPeMUHaBaT B KolumapuTe H1? ima nn HaKom Hy»xpa oT cBupeTen-
cTBa? Be3 cbMHeHMe BCUYKM M1 BibkOAME, AMLIame 1 Npeckadyamve, OABWKAM Ce Cpen TsX.

* % %

O6unyam fa xodsa mewa — no obuyariHn TpaceTa, CBbP3aHn C eXXeOHEBHMN 3adb/DKEeHUs, 1
Mo >KenaHn MapLpyTh, B TbPCEHEe Ha YAOBONCTBME OT MPOMEHSLLM Ce reaKn N TAXHOTO
cnogensHe. B ,uHTepnopa Ha rpaga“ HacTUNKUTe 1Ny ToBa, NO KOETO CTbMBaL, Cb3aa-
BarT ycellaHe 3a yioT unu ctpec. PakTypa, UBST, LYMOBE OT CTbMKWU, 4OPU MUPUC — NPWK
CyxoTa 1 Bnara — CBbp3BaM C MeLexoACcTBOTO B pas3fnyHu rpagose. XKbvntute naserta —
XIb3raBu 1 6eCTAWM Npy Bnara, 6yneesapabT, KOUTO Ce npecuya 6aBHO U C OCOBEHO
BHMMaHWe, ca YacT oT ycBosiBaHeTo Ha Codus.

MwuHaBam uyecTo no yn. ,llunka“. TpoTtoapsbT ce pyly NOCTENEHHO — ycellam ro no CTbi-
kuTe. HeoToaBHa nouyscTBax pasnuka — nped Kodak n kapeHeTo npeam npeceykara c
~Kpakpa“ 6opalopbT CTaHa rnagbk 1 uBeTeH. B ueHTpanHaTa yact Ha Codusa yactHarta
COBCTBEHOCT NpoMeHn 6opatopute. ,Knnumyera“ oT LBETHU NIIOYKK Ce ,pascTnaxa“ npeq
6aHKu, pecTopaHTu, GU3Hec-crpaan U MapKoBW MarasvHu — nonyuun ce ,patchwork in pro-
gress”. lNoxopkara Ha rpaxkgaH(K)uTe cTaHa HepaBHOMEpPHA (HepaBHOAENHA): AOCTONHA U
XapMOHUWYHa Npeq, crpagnTe Ha 3aBnagsBalms LeHTbpa 6u3Hec, paskpmBeHa 1 ¢ noa-
CKOLM MO BCe OLe OBLUMHCKUTE TPOTOapu.

~He Mora ga pasrnexxgam apxuTtektypaTta, 3awoTo TpoToapuTe ca ornacHu 3a xogeHe" —
n3pasu ce CTyAeHTKa no Temara 3a rpaga. Jann ga He npegnoxum B O6lwmHaTa nocra-
BAHe Ha Tabenu ,Watch Your Step!“/,nenan cn B kpakata!“ no cobunckute ynuumn?

B neHs, B KOMTO Hanncax Te3n pegose, NponagHax Ha ,[llaTpuapxa“, BbB BnaxkHa ot
ObXOa Kpbrka OT naBeTa, HeouakBaHa 1 Hernogo3upaHa B acdanta. YcTpemunx ce aa
[OroHs Tponemeyc, cnep HEKONKOKPATHO NPUTUYBaHE MEXAY MACTOTO, YAO6HO 3a mapLu-
pyTKUTE, 1 CrupKaTa 3a rpafackus TpaHCnopT.

OnutBam ce oa NpepaboTa oTpulaTenHUTe adekTn Ypes CroaensHeTo UM B TEKCT, HO B
TO3K Cflyyan TEeKCTbT NPeaxoxaa/npeayyBcTea 3anianTenHo npemexxameTo. JMcKypcbT
3a rpapa nponafa B ,NpakTukyBaHeTo" Ha Codus, B 6aHaNHOCTTa U PUCKOBETE Ha exXefl-
HeBMeTo.

(Cnpaeennueo e fa otbene)xa OrpoMHMA CU KbCMET 3a4eTO He nonyunx pakrypa Ha
KpavHUK, He CU cuynux 3b6 Npuw cpelarta My ¢ 6opaiopa 1 Ye uasalle ymkeHg — T.e.
HAMaLlle Ja ce NosiBs B YHWBEPCUTETA C NPSICHO HACUHEHO NnLe.)

* % %

CromHsAM CU MO KakBO CTbMBax Kato gete. TpoTtoapuTe ¢ ABa BuAa MoYKN — Mankuy 1
ronemu — pasrpadsiBaHu 3a urpa Ha ,4ama‘“; naBaxkbT No rofsmaTa ynuua ¢ TpameanTe
(obnro Bpeme He ro 3ameHsxa ¢ acdanT), achanTbT N0 MaNKUTE YINYKN MEXOY GIIOKOBe-
Te (cTaBa 3a TnyaHe). [MomHs Tpbhkara OT NpeM1MHaBaHeTo Mo KaMeHHU 60papu Ha nap-
KOBW e3epua — OT efgHaTa cTpaHa — 3eneHuHa, OT gpyraTta — BoaHo ornegano (Buuma-
Ban!). XooeHeTo/CTbnNBaHETO € CbBCEM pa3nuyHo B Ctapus rpag Ha lMnoBavs — HepaBHO-
MEepHO, oce3aemMo 3a cTbnanara. KameHHarta HacTuka, Kosato o6ce6sa BHUMAHUETO HU.
Tam n gHecC e Taka — TpanHoCT.
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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 | wrote these lines | fell through a road patch of cobble-stones on the
Patriarch Evtimii Boulevard, a road patch unexpected and unsuspected in the asphalt. |
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.

| 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 | 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. | would not have to appear at the university with a freshly
bruised face.)

* % %

| remember what | 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). | 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 | 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 | 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 | have to clean my shoes as
soon as | get to school. This necessity and habit haunt me even today - building sites
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Han-npuBnekaTteneH € CNOMEHbT MU OT MCbYHA HACTUIKa — B rpagnHKata Mexay 6510Ko-
BETE C KEPEMUOEHMN NMOKPUBK MACHKBLT € CMEHSH BCAKA NPONET, el NOCNeaHns CHSr.
[papvHkarta uma csou ,mebenn” — nenkn (Mpes 3umara ry npuéupar) u yewma (B ctyne-
HUS CE30H C AbpBeHa Kblumuka). MacbyHa e HacTukata BbB BCUUKU FPAACKU NapKoBe U
KBapTasHN rpaguHKn, 40 MOMEHTa Ha cMsiHaTa 1 ¢ Be3fecbluus acdant B kpasi Ha 1970-
Te. CTbNKUTE MO NACHK B MapKOBE Apyragae, Hapen ¢ KomdpopTa u CETUBHOTO yA0BOJI-
CTBME, M1 HAMOMHSAT yCcelaHnsa oT eTcTeoTo. B Jliokcembyprckarta rpaguHa Habniogasam
Kak xopara npemuHaBaT 3a yooBOJICTBME, MpMBupankn ce oT paboTa. PUTbMbT Ha noxoa-
KUTE OT3BYy4YaBa B CMMKaBUTE LUYMOBE Ha Cyxus UK BRadKeH nscbk. OcTasaT cnew...

Hakbge ot Hauanoto Ha 1970-Te ce yya fa cTbneam pasnuyHo. Hactunkute ce NpoMeHsT
— acanTbT MacoBO 3aMeHs Nasaxka 1 € MHOro No-go6bp 3a ycelaHeTo M1 B aBTobyca.
Ho nACbKbT B rpagnHKMTE CbLUO M34e3Ba, a B MOsi ,[PafAcKu” OnuT ce nosiBsisa Karl.
Mopaon cTpoexute HAOKONO BCEKN AeH, egBa NpucTurHana B yunnuile, ce Hanara ga
uncTa 06yBKUTE CU. Ta3m HEOBXOOMMOCT 1 HaBVK Me MpecneaBar u JHEC — CTPoeXuTe ca
HaBCcAKbae, 6e3 KakBaTo 1 aa 6uno rpvxa 3a newexoacTsoTo Ha rpaxkaaH(k)ute. Acdan-
TbT Ce NPONyKBa OTHOBO 1 OTHOBO MNP BCSKA CMsAHA Ha CE30HWTE W TpbbuTe (MHCTana-
uunTe). CTapute NIOYKN He yabp)kaT Hanopa Ha npupogaTa — Habb6BaT unm nponagar
Cpeq NpbLCT 1 KOpeHULLa.

* % %

B Mapwx TpoToapute ca achanTtoBu, HO achanTbT e pasnmueH. He 6ax obpbluana BHUMA-
HMe Npeaun, HO TO3W MbT MW CEe HaNIOXKM A CMEHS XXKUULLETO CK C 6arax B ronsim Kydap.
[a B3ema Takcu Mu ce CTpyBalle Hen36eXHO, HO NpusTenn mMe ybeamxa, ye pascrosHue-
TO € rofisiMo U pasxoanTe He Cu 3acnykasar. ,, ToflkoBa e necHo ¢ aBTobyc.” (Trés facile!)

Momuncnete cn 3a Nogo6Ho npemexxaue B Codus. Han-Hanpen — Kak e noBanrHa To3u
kydap, Kak e ro ceans, 1 CETHe Kak Le ro Bnaya no tporoapute. PassnekarenHa rneg-
ka (1 3Byk!) 3a okonHute! B OH3U rpapd, obave, Ta3un AenHWYHa CUTyauus, HaucTnHa ce
oKasa npeaBupeHa 1 nogkpeneHa oT ,MHTepuopa® Ha rpaga. Bcekn aBTobyc nma Bpara ¢
nnatdopma Ha HMBOTO Ha 6opalopa, a TPOToapuTe, HAa MecTaTa 3a NpecnyaHe — y4acTbk,
KOWTO Ce CHUWaBa, 3a Aa pynupar 6e3 npo6nem BCAKaKBY NPUAOBMKBAHN 1 NPUABMKBA-
LM cpencTsa Ha Konena (AeTCKU U UHBaNUOHM KonNuuky, nnatdopmm ¢ 6arax, ponepu).
MpeHecox ce, 3aegHO C Kydapa, 6€3 KakBOTO 1 Aa 6Uno ycunme n 6e3 AOMbIHUTENTHN
cpefcTBa. 3anoyHax ga Bkaam 1 Apyru newexoaumn ¢ kybapu, CbCc 3aTpyaHEHO OT pas-
NUYHN O6CTOATENCTBA ABWKEHNE — [0 TO3U MOMEHT CAKall He 65X rn 3abensssana. M3nu-
Tax BbIHEHME, Ye HAKOW TaMm, B TO3U XapecBaH, HO YyXKa rpaf, € noMUCnua/npeasnann
MOe 3aTpyaHeHue, a B Codusi, B KOSTO XuUBeA (1 nnawiam AaHbum), BCe ce YyBCTBaM U30-
cTaBeHa C npo6nemute cu®.

* % %

HaunHnTe 3a TpaHCcnoOpTMpaHe ca HEOTMEHHA YacT OT rPafcKoTo npexussasaHe. LLymbT
OT TpamBauTe (KoraTo XmuBseel B 61M30CT), camuTe Tpameau — LBETbT, AN3aNHBbT — OTBbH
N OTBbTPE; CKOPOCTTa Ha CMEHSALLMTE Ce rMeakn npes nposopeua. TpameasaTt oo KHs»xeso
— pasnuueH crnomeH (cera 6ux Kasana ,B peTpo cTun®).

ABTOGBYCUTE OT KBapTanuTte ,00 rpaga“ ca no-manko ,rpaacku“. Oco6eHo ¢ gusanHa un
noaabp)kaHeTo UM Ao kpas Ha 1990-Te. [negkuTe ca HM OTHETU — aBTOGYCHT € BEYHO
NPEeTbMNKaH U C MPbCHU CTbKNA.

B kpas Ha 1990-te roguHu B Codus ce nossu meTpo. OTrgoxme ga ro BUAUM — OT LEHTb-

pa 0o KpanHarta ctaHuums 1 obpartHo. NMpakTrkyBaHe Ha npuaBmxeaHeTo. [posopuunTte Ha
METpOTO ca ,cnenn 3a rpaga. QusanHsTt 1 ,Me6enmTe” Ha cTaHuUUTe, peKnamMmHuTe naHa,
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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. | had not noticed it
before but that time | 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.” (Tres facile!)

Think about a similar adventure in Sofia. First of all, how would 1 lift the suitcase, how
would | take it down and how would | 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). | moved to the new flat with my suitcase and without
any effort or additional expense. | started seeing other pedestrians with suitcases, or
pedestrians whose movement was obstructed by different circumstances — up to that
moment | had not noticed them. | 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 | live (and pay taxes) | always feel abandoned with
my problems?.

* % %

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 | 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 | come back home at night, | prefer the
bus - this is how | 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! | wish that I, too, could prefer the bus in Sofia...
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oTekBaluTe WymMOBe Morar Aa 6baaT Ha Bcekum rpag. (Mpencraesm cv gpyru cTaHumm —
BUTPUHUTE Ha ,Louvre-Rivoli“ B Napwxk, mysnkara B MeTpo-cTaHuuuTe Ha bpiokcen npes
1994-Ta, xynoxxectseHute nHterpaummn (Jletawmre aHrenm!) B HOBONOCTpoOeHaTa MeTpo-
nuHus Ha Jloc AHxenec npe3 1999-ta). MeTpoTO € CKOpOCT — 6bP30 ,MpeckayaHe” ot
€HO NPOCTPAHCTBO B APYro — ,,0TKbCReun* oT rpagd, YamMTo BPb3KK OocTaBaT HEBUOUMU.
MeTpoTo e gpyro ycelaHe/ ycBosiBaHe Ha rpaga.

[a nbTyBaw ¢ MeTpo 03Hayasa da nnaHupall BpemeTo cu. fla mbTysall ¢ aBTobyc e Aa
L,MocpeLLHeww" pa3Hoo6pasune oT rpaacku cioxetn. Mos nosHara B [Mapvx Mu kasa:
,Korato ce npuébupam Beuep, npeanounTam asTobyca — Taka ce pagsam Ha rpaga.” lone-
MUTE CTbKNa, KaKTo ¥ LIeNuAT aBTobycC, TaMm Ca YiCTU 1 NPY ABMKEHNE Ce MpeBpbLLAaT 3a
nornefa B NOABMXHA pamMka, Kagpupalla U3BeCTHU aHCamMb6nM U HeO4aKBaHU rneaKu.
Crura c Tos MNapwx! Ja moxxex u a3 aa npegnoyntam astobyca B Codus...

* k k

Mpes nocnepgHata roguHa B Coduns ce CTUrHa 4O HeBb3MOXXHOCT 3a NpuaBLMKBaHe.
HenpepgBuaeHo rpafgbT € cTaHan ABYMUIMOHEH. ABTOMOBUAN, MapLIpPyTKK1, aBTo6yCu 1
Tponenéycu NbnaaT ot eanH ceetodap Ao Apyr. 3oHarta Ha ,Mba3swara CKopocT” ce
paspacTsa 0o kBaptanuTe. [lpoMeHsi ce u ckopocTTa Ha rnegkuTe. KoraTto ¢ aBTobyc
uUnmn ¢ aBTOMOGMN HanpeaBam 6aBHO U MbuuTenHo No Kanana — MNMepnosckara peka, oT
orneganHns, Hanopo6sealy kopab brusHecueHTsp kbMm ,Ipad UrHatnes”, umam Bb3MOX-
HOCT fa ca Briexxgam Ob/ro B CrpaguTe OTASCHO U B anesita OTNsBO, a CETHE B NPOCS-
uuTe — geua, UHBanuawn, XXeHu ¢ 6eé6eta. Mora ga pasrnexxgam OKOSIHUTE NPEBO3HU
CpencTBa, xopara 3af BonaHa, TEXHUTE 3aHUMAaHNS 1 peakummn, MbTHULUTE, CPea KOUTO
CbM 3aTucHarta. Bcuuko ToBa - CbNpoBOAEHO OT HEPBHOTO U U3HEPBALLO NulleHe Ha
KINakCoHWTe.

* * %

PaHHUTE MU rneakn ot rpaf — HOWHNAT 6yneBapp, n Tponedar, KOWTO ce OBWXW MO Hero
(obelLaHne 3a NpuKNoYeHre), a cnes MUHYTU — NPO30PEeLbT Ha Tposes Kato pavka. [su-
YKEHMETO B HOLLHUA rpaj NpeXxmBsBaM KaTo aBaHTiopa — U3rnexxga Mv orpomeH. Manko
Mo-KbCHO OT NPO30peLa B TpaMBas Ce yrnpaXkHaBam Aa yeta no TbproBcku Gupmun n yka-
3atenHu Taéenu (,Ppusbopcku canon; ,Ornenana, 6oun”; ,Mnoa n 3eneHuyk”). EqHo06-
pasHu WpndToBeE BbPXY 3EMEHNKaB UK XbNTeHnkaB ¢oH, egHoo6pasHn pasmepu. Ocse-
TeHuTe Bevep GMpMK ca TBbPAE Manko, a CBETINHUTE UM — 6iean 1 NOTUCKaLLM.

JHec B13yanHOTO NPOCTPAHCTBO € NaBMHOO6Pa3HO 3acunsaHo oT dbupmu, Tabenu,
peknamu — ope6Hn 1 NO-rofieMu, OrpOMHUTE Ca U Han-BUCOKO U CUMBOJSIHO JOMUHMPAT
naHopamHuTe rnefku B rpaga’. YcelaHeto Mu € 3a 6eACTBMe, HO HanW rpadbT € ,pasniy-
HOTO“ Ha AvBarta NpPUpPoAa, peakumnTe Mn ca KaTo KbM Hacunue. TyK eXXeqHEeBHUAT onuT
C rmegkuTe TPYOHO MOXe Aa NpemMuHe B Npuemnuneun n3pevexus. (Kakso nm cpuuar geua-
Ta OT Npo3opeua Ha TpamBasn?)

W owwe — nopm Kpadeiiku ¢ norneq kbM HaunoHanHarta XyaoxecTBeHa ranepust He Hayva-
BaM 3a U3NoXx6ute B MOMeHTa. o TpoToapa oTnpep e TBbpae 6113Ko, a no Tpotoapa
OTBbA NapKuHra — TBbpae aaney. OrpoMHNUTE pekyiaMn HUKOra He ca 3a KynTypHU CbouT-
us. KynTypHU peknamm He ce BNMCBAT Mo HUKOW MapLupyT B TO3U rpag.

* % %

,OTnenuna coem“ norneq ot HacTurkata. Ml mora ga npogbimxa (Mora fim ga cnpa?) onuca-
HUsITa Ha OBMKeLwms ce rpag. CeetnmHara — NpupogHa (6e3 ga MUCNMM 3a CMOr), €
KOSITO MOMHUM BCeKM rpaf. M nskycteeHa — n3o6unHa, yyactealia B CrekTakbia Ha
rpaja, Unu OckbHa, C yceluaHe 3a 6eaHoCT 1 Tpesora®.
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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 | advance painfully along the Canal - the
Perlovska River — from the mirror — and ship-like Business centre toward Graf Ignatieff
Street, | 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. | 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. | experience traf-
fic in the city at night as a big adventure — it seems huge to me. A little later from the tram
windows | 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, plagues and advertisements
- small and larger, the huge ones are at the highest level and symbolically dominate the
panoramic views in the city®. | 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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LiBetoseTe — B mosi onuT B Codua Te ce nosismxa npes3 1980-1e, no pacagute B LEHTbPA,
1 6bP30 3anoyHaxa aa ce nowart. Karo rnegka ot Tpameas no ,Butowa“ n ,leopru
Oumutpos“/,Mapus Jlynsa“ ce cmeHsixa »bnTo-0XpoBO-KepeMuaosu dacaam, ¢ Bexta
6e3LBETHOCT Ha cbceqHUTe cTeHn. CKopo crneq ,,0uBETABAHETO" ce ontowmxa No-mManku n
no-roniemMu NeTHa, KOUTo JO6PEe Ce OTKPOoMXa BbPXY LIBETHUTE NMOBLPXHOCTU B HEOUAKBAHU
1 No6onnTHY reorpadckn bopmu/KapTu.

[lHec uBeTOBETE B LIeHTbpa ca orpaHuyeHun. (HeotnasHa ce nosiBuM 4OCTa XKbTO MO KOOM-
epauum, obLiecTseHun crpagn, HaunoHanHata xynoxkectseHa ranepusi. [llo3Hat apxutekT
Me OCBefoMU, ye xbnTata dacagHa 605 e Han-esTuHa.) Mo ,Ipad Urnatnes” n ,,Cnasen-
KOB*, Mewa nnu ¢ Tpamean (Tam Ce ABWKN MHOIoO 6aBHO), NMOrNeabT HE € NMPUBANYaH OT
usetoBe. CxogHo e u no ,,PakoBcku®“. LiseToBeTe AHEC ca NO HOBUTE XXUSNLLHW Crpaan B
[O6PpUTE 1 XXeNaHu KBapTanu, pa3npbCHaTX, YECTO BTUCHATW MexXay cTapuTe CUBMK GIOKO-
Be (TyXJIEHU U NAHESNHN).

B ueHTpanHaTta yacT rnegkuTe ca HacuTeHu ¢ ornegana n mpamop. CKbnusT 06nML0-
BbYEH MaTepuan npupgasa AOCTOMENHOCT U BHylIaBa pecnekT kbM crpagata. Ornena-
narta csikal OTMEHSIT HEO6XOAMMOCTTa OT apxuTekTypa. Ho octaBa nNpo6nembT — KakBo
ce ornexxpa? B ornepanHus Ky6 BbpXy MpamMopeH NOCTaMeHT (JeKopuTe, CUMyMpaLLm
HAKorawHaTa pagcka 6ubnnoTeka) ce ornexna HeyrnegHara, CTbpyalla N3BbH BCSKa
Msipa crpaga Ha MnHUCTepCTBOTO Ha TpaHcnopTa OT Irou3ToK 1 aBTopuTapHaTta Heo-
KnacuumMcTnyHa npeaBoeHHa apxutekTypa Ha TenedoHHaTta nanata oT ioro3anag.
(TpapckaTa ranepus Ha 3anapf e TofkoBa Masnka cnpsmo Mauiaéa Ha Kyba, ye Jopu He
MOXXe [ia ce yABOU B OoTpakeHne.) CnokonHo Bauram norneq camo Korato npexkocssam
papckarta rpagnHa, 3awoTo BKAaM oTpa3eHo Hebe — ycellaHe 3a NPOCTPaHCTBO 1
BEApPOCT.

* k *

B Codus ce oBwxnMm cAKalw cpen BedHa CbBPEMEHHOCT.

CnyuyBano mMu ce e HeBefHbXX fa Npass OMO3HaBaTeNHN PasXOdKW C YY)KOEeCTPaHHM
Koneru n npusTenu n3 LeHTbpa Ha ctonuuata. lNpes Yy)kaus HecBUKHan nornen, cpas-
HEeHUs N BbNPOCK Ce OTKPOSsiBa C ICHOTA OCO6EHOCTTA (pas3nnuneTo) Ha To3u rpag.
Jinnceawute ,ctapu rpagoee” B Codusa He moraT Aa ce 06CHAT camMo C uctopusaTa Ha
rpapa (Makap ye BCEKM MbT NpMGsArsam OO TOBa 06ACHeHne). ToBa ca nuncealum BU3nn
3a ,NPeAnLIHOCT — KaTo NPEeXMBAHO BpeMe, NPOCTPaHCTBO, CeTuseH onuT. Busyan-
HUST O6MMK Ha rpaja OT MOMEHTA Ha HEroBOTO KOHCTUTYMPaHe KaTto mogepeH rpag (oT
Kpas Ha XIX Bek) e MUCNeH BUHAry kaTo CbBpeMeHeH (Ha OHELWHOTOo Bpeme). XKuseeHe-
TO BbB ,BeUHa cbhBpeMeHHOCT" (no Francois Hartog®) Bogm Ao 3annuasaHe Ha BCUYKM
0o6pasu u CTPYKTYpU, pasnuyHn oT cbBpemMeHHuUTe. B momeHTa B LeHTbpa Ha Codusa ce
cfyysa CbLOTO.

MpeonwHn o6pasn Ha rpafja — kBapTanu 6uno oT Gyp)koasHaTa, 6uo OT KOMYHUCTU-
yeckarta enoxa — ca npunemaHu KaTto npendaTtcTeud, Han-seye (bVISI/ILIeCKVI, 3a YaCTHOTO
npeanpuemayecTso. MNewexongHaTa ctpact no Codusa Ha cTapuTe ynUkn Beye e
ocyeTeHa. Mucns 3a panoHa mexay ,JoHgykos®, ,Mapus Jlynsa®, ,Bacun JleBcku“ un
KaHana — Bnapanckarta peka; unum 3a ksaptan ,Jlo3eHeL“ Ha rpagckuTe Kblin, Manku-
Te Koonepauun n >XnBonnucHute YInN4Kn, KbAeTo gHeC Beye He e OCTaHano MACTOo, Aa
He roBopuvM 3a yOoBONCTBME, Aa ce xoam newa. Cneparta, nameTTa 3a npeguLiHn
CTPYKTYypW, Ce aBsiIBaT B Nen3a)ka Ha Apyru rpafoBe KaTo rpuxa rno penpeseHTupaHe-
TO Ha HacneacTBoOTO, Ha TpaeHeTo. Cb3aaBaT ce YCNnoBus 3a Bb3MOXHU NMpexXunBsBa-
HUS Ype3 CbXpaHeHn (yCBOEHW) CBETIUHHO MHCLEHNPaHN BU3yasnHu CIOXXeTu OT npe-
OVLWHW rpafoBe.
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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 | 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.

* % %

| have “torn” my gaze from the pavement. And | can continue (can | 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 anxiety”.

The colors — in my experience in Sofia they appeared in the 1980s, on the fagades 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
facades 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 fagade 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.) | calmly raise my
eyes only when | cross the city garden because | see reflected sky — a sense of space
and cheerfulness.

* * %

In Sofia we seem to move amid eternal contemporaneity.

| 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 | 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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* % %

C KakbB e3uK oa roBopum 3a Bu3yanHoto exxegHesne B Coduna? C noHATUA OT KOs
o6nacT ga o6cwxaame/npenogasame NpenmTallumMTe ce NpakTuKyi U LEHHOCTHU CUCTe-
Mun? ,AHTpononorus Ha rpaga“ unu ,BusyanHn nscnepsaHus® ca npuemnusem OTroBOpH,
HO e3MKOBUTE 3aTPYAHEHNs MO OTHOLLIEHME Ha BMU3yanHoTo ocTasar. [hkynuno Kapno
ApraH, npodecuoHaneH NCTOPUK Ha N3KYCTBOTO, HO CbLLO U KMET Ha rpag Pum (1976-
1979), ce onuTtBa Aa ,CbBMECTU® ecTeTmka u nonutuka. 3a Hero ,,[pagoycTponcTBOTO €
ecTeTnyecka AeiHOCT, KOSITO Ce OCbLLECTBSABA HA TepeHa Ha MOAUTUUECKUTe UHTepecu. S
NHTepuropbT Ha rpaga, no ApraH, u3passBa CTpykTypara Ha O6LLECTBOTO, Tbil KaTo € Npo-
CTPaHCTBO Ha HEroBOTO CblUeCcTBYBaHe. HO NONMTNYECKUAT e31K HEM3GEXXHO HaanensBa:
»30HNTE C UCTOPUNYECKO M XYyOOXKECTBEHO 3HAYEHME B UMETO Ha OBLUUS MHTEPEC 6U cnea-
Bano Aa 6baat U3TpbrHaTv OT YaCTHWUTE MHTEpecKn Ha crnekynaHtuTte... OT TekcToBeTe
npe3 1960-Te ApraH NnpemMuHaBa KbM yrnpaBfieHckaTa npakTuka nped 1970-Te roguHu.

* k *

Pewwnx pa puckyBam — B NMYHWTE BM3yasiHu NpexuesasaHus (Dopu cnomenn) ot Codus
MO>Xe Ja ce NpuBMAM NpeTeHums 3a ocobeHa 3HaummocT. OTKbCneuuTe OT pa3kasu npeg-
NIOXKMX KaTo Bb3MOXXHU ,pUrypun“ Ha cnogensiHe (Qonyckanku, 4e MOSAT OMNWT He € YHMKa-
N1eH) 1 6€e3 YyTONMUYHU HAAEeXau 3a pagBaLim npomeHm7.

Benexxkn

—_

BesuenHo 6popewmsaT ns MNapwx repont Ha boanep.

2. NMpenpountam Tekcta Ha AHren AHrenos ,lpupoparta B Codusa — acoumanHa nycTo”
(Nny6nukyBaH B CbLuMs C6OPHUK — 6EN. ped.) — CAKall Manko Hella ca ce NPoOMeHUnn. TeKCTbT uma
Bb3[ENCTBNEe Haf unTaTtens, Ho He 1 Hap, cutyaumsTa.

3. MpoekTbT Ha xyaoxxHUKa Jbuesap Bospxmes npes 2003-2004 rogyHa npobnemaTnaupalle ThkMo
dupmMmuTe 1 peknamute BbB BU3YanHOTO MPOCTPAHCTBO Ha rpafa.

4. YyxxpecTpaHeH YHMBEPCUTETCKM rOCT, HAacTaHeH ,B cbpueTo” Ha Codus, B xoten ,Bonarapus”
npe3 1996 rogvHa, Bce HacTosBalle Aa BbpBUM ,kbM cBeTnnHarta“. ,Vers la lumiére, vers la
lumiére!” — T031 TPeBOXEH anen Taka n My ocTaHa Kato oTnmuuTenHa dpasa.

5. Francgois Hartog. Patrimoine et histoire: les temps du patrimoine. B: Patrimoine et société. 1998,

Presses Universitaires de Rennes, cTp. 3-17.
6. Bcuuku umtatn n nososasaHusa ca oT: ,Kyntyparta Ha rpaposeTe”, 1962. B: xynuo Kapno ApraH.

W3kyemBo, ucmopus, kpumuka. Npeson Emunusa leopruesa n Hukona Meoprues, Codus, 1984.
7. Teswn OoHM Ce NosBM OLe eanH 61N6opPA C ,epOTUYHM® peKnaMn — TO3K NbT NPea 3anagHnus BXOA
Ha Codunckua yHmBepcuTeT (Mo3HaT oule kato ,KoHeBpb3a“).

doTorpaduu:
aBTOpKaTa

Photographs:
the author
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(contemporaneous to today). The living in “eternal contemporaneity” (in Francois Hartog®)
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.

| 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.”® 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.

* * %

| decided to take a risk — in the personal visual experiences (even memories) of Sofia a
claim for particular significance can be perceived. | offered the snippets from stories as
possible “figures” of sharing (supposing that my experience is not unique) and without
utopian hopes for positive changes’.

Notes

—_

Baudelaire’s character aimlessly wandering around Paris.

2. | 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 Boyadijiev 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 lumiére, vers la lumiére!” — this anxious appeal
remained his distinguishing feature.

5. Francgois 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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Nsanno Ouues

JeceH rpap, naB rpaa, NOCTMOAEPEH rpap,

[Ba npouyTn o6bpa3sa Ha rpaga 3agasar nonocurte, mexay kouto Teue XX Bek: , Tpuymd
Ha BonaTa“ Ha Jlenn PudeHwan (1934 r.) n ,YoeekbT ¢ KnHokamepata® Ha [3ura Beptos
(1929 r.). OBUKHOBEHO NPOTMBOMOCTABAT TanaHTa Ha Te3n ABama roneMm MogepHUCTY Ha
nponaraHgHWs XxapakTep Ha TexHuTe paboTu, HO TyK a3 HAMa Aa npassi TOBa: UHTepecyBa
Me MMEHHO TanaHTIMBO M3paseHara Maeonorus, KoaTo noysa Aa TpaHcuerampa cama
cebe cu (kakTo e npu aBTopu Kato dasua, Kunnudr, Banuapos).

Bbe ¢unma Ha PudeHwan Xutnep Bnmsa B HiopH6epr cnopef Tpaguumata Ha puMCKu-
Te Tpuymdu nnn CpegHOBEKOBHOTO ,BeHYaBaHe" Ha Bnagetens ¢ rpapga. MogepHocTTa
€ Kasana gymara Cu, 3al0TO HAMeCTO OT KOH Un KonecHuua giopepbT cnmsa oT
o6nauute CbC CamMoneT, KOeTo My NpuaaBa 60XXeCTBEH Opeon (Ta HanM UMEHHO Cnu-
BaHETO Ha MMAaHEHTHO M TPaHCLEAEHTHO e B OCHOBAarta Ha ToTtanutapHara snacT!).
lMocpewar ro He camo TbANUTE, HO N TPAANLMOHHNUTE Kby, NAMETHULNTE Ha BENNKN
Hemuu, oOpy edHO KoTe Ha npo3opeua. HiopH6eprckuat koHrpec Ha NSDAP e rpaHan-
03€H puTyasn, KOUTO € NoAYMHMA BCUYKO Ha eAMHHaTa BONS, BbNbTeHa BbB dropepa.
MopgepHucTtkata kamepa Ha JleHn PudeHwan 3acunsa ToBa pegyumpaHe Ha Tenara go
reomMeTpuyHn GopmMu, Tbil, KakToO LWe NpaBmn NO-KbCHO C Tenara Ha CNopTUCTUTE BbB
dénnma cn 3a onumnuagarta ot 1936 rogmHa, Tenara Ha Ty3emumTe u puéuTe oT
nocnegHuTe cu roguHu. NpagbT, NPeBbpHAT B CLEHA 3a eAuH OT Han-rpaHano3HuTe
NONNTUYECKN pUTyann — a puTyanbT 3a TOBa € U N3MUCNEH — Aa nonpasu eposnpaHe-
TO Ha KOJOBeTe BbB BCEKMAHEBMETO, Aa OLENnocTh ceeTa. B gecHus rpag HAma mMacto
3a pasnuuue, Helo noseye, TOM € rpaHANO3Ha MallnHa 3a XOMOreHu3mpaHe Ha
HaumoHanHaTa Teputopus — aepunmpart NPOBMHLUUNTE, NOAHACAT LBETA pasfinyHuTe
donknopu, Mapwnpysa eauH Hapop ,6e3 Knacu n 6e3 kactn“ (Xutnep), uiam Kakto
nskpelussa eksantupanHusat Pynond Xec — ,Maptusta e Xutnep, Xutnep o6aue e lep-
MaHus n l'epmaHna e Xutnep!®

TbkMO o6paTtHaTa BM3usita 3a rpaga otkpusame npu O3ura Beptos. IMbpBOTO, KOETO
HW BNevaTtnsBa e, Ye HAMa Aa pas3no3Haem rpaga, YMmiTo NopTpeT HY NPeacTaBs pbKo-
BOOUTENAT Ha ekcnepumeHma, Kakto Beptos cam ce Hapuua. Kagpute ca ot Mocksa,
Opeca, Knes 1 camo MOHTa)XbT € TO3M, KOWTO HY Kapa ga ce YyBCTBaMe B €[VH rpap —
06OGLLEHUAT CbBETCKN TPYAOB rpad. BHyweHneTo ngsa n ot 06eKTuTe Ha CHUMAaHe: He
B/KOAME NaMeTHULM UK regKn TUn ,NoWeHCcKa KapTuika“ — OCHOBHOTO AeNCTBaLLO
nnue e rpafckoTo BCEKMAHEBME, OT CbHMBATA YTPUH NPe3 HapacTBalLOTO KpeCUYeHao
Ha paboTHWA OeH OO0 pa3BneveHusiTa Ha BevepTa. [IBmxar ce Tpameau, cma3BaT 3b6-
yaTu Konena, Tpakart Ha nuweLwa MalivHa, perynupar AB/KEeHUEeTOo, npawar nucma,
XKEHAT ce, passexaaT ce, ymupar, rpummpar ce, npegat, coptupar, ¢pusupar, cnopry-
BaT, KOMNasaT, IedaT CToOMaHa, NUSAT Bodka, TaHUyBaT, fiexxaT Ha nnaxa... YcelwaHeTo 3a
MOLEPHOCT (KOETO eBa N OTroBaps peanHo Ha ToraBallHWA CbBETCKW rpag) nasa oT
6bp3nHaTa Ha MOHTa)ka, OT HACMTEHOCTTa Ha KapTuHaTa ¢ MallinHKW, Tpamseaw, Konu,
TenedoHN, HO N B cCaMnsi OTKa3 OT KyNTypHa crneunduka: npen Hac ca MoaepHu xopa
BbO6LLE, HE NpeacTaBuTenu Ha NomepaHus nnm AnneHnang, TaxHaTa NOAeHTUYHOCT ce
3apgaBa He OT npou3xofa, UMeTo, KynTtypHata cneunduka, a ot genHoctra. C egHa
gyma, NeBusiT rpaj € He Camo C6bCbK Ha pasnuyve — ToM HAMa COBCTBEH 06MKMK!
Hama kon ga my ro Hanoxu, 3alo0To Ha MSICTOTO Ha pbkoBodelara puTtyana ,.Bons” Ha
dlopepa ueHTpaneH repon TyK € KNHOOKOTO, KOEeTO aHanu3npa, aucektupa. (Cpeluy
TaBTONOrMATa Ha AACHOTO, KbOETO 06pa3bT NMPEACTaBs cam cebe Cu, NEBUAT ekcnepu-
MEHT € OKCMMOPOH, TON NpeAcTaBs obpasa Ha 6e3-06pa3HOTo.)
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Ilvaylo 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 | will not do this here: what | 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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M3nuwHo e oa npassi yroBopkaTa, ve ¢ yTBbpXXAaBaHeTo Ha cTanuHuama npes 30-Te
rogviHV NeBUSAT rpaf HambiHO e 6bae 3amMecTeH OT AeCHUs, KOWTO Mo puTyanHa yHuou-
Kaums e HaaMuHe XuTnep, a apTucTu kaTo [3vra BepToB Lie 6baaT MapruHanuaupaHu.
AKO onpeaenvm ieBus NPOeKT KaTo aBTOHOMI3MPaHe Ha BCe Mo-LUNPOKK CNoese oT
HaceneHneTo, CTanMHN3MbT, 6PEXKHEBHU3MBT, XKUBKOBU3MbT OTMBAT Ha OEeCHWs MoJioc
KaTo naTepHannCTUUYECKn AMKTaTypu, a NpoCcTpaHCTBEHaTa UM NONnUTMKa ce 6a3upa Ha
MaKCUManHa KOHLIEHTPALWA 1 YCTaHOBABaHe Ha NPakTUUecky GbeofanHu HepaseHcTsa .

B TvnonorusTa, KOATO NpeanaramM, AECHUAT rpad e TpaHcLeampaH oT 065MK, MMa LEHTbP,
puTyanHo eauHCTBO, TOW e 3peniLle, KOETO BHyLIaBa 651aroroBeHme 1 NacuMBHOCT. JIeBUAT e
N3LASI0 MaHEHTEH, MPOU3BEXAAT ro HEMPECTaHHO CUTYaUMNTE Ha BCEKUOHEBHO >XMBEEHE.

Hain-TpyoHusT BbNPOC TyK, KOWTO 06bPKBa JIBO-ASiCHATA HU pedykuus, e yTonusaTa. Kakso
CTaBa, KoraTo paBeHCTBOTO Ce MpeBbpHe B 06pas, KOMTO TpaHCcLeampa rpagckara pean-
HOCT? Heka KakeM, Ye yTONM3MbT € JIiB B HAMEPEHMETO CU1, AOKONIKOTO OTXBbpIIs ChlLe-
CTBYBaLLMTE HEPABEHCTBA, HO OTVBA KPanHO BASICHO TOraBa, KoraTto ce NpeBbpHe B
coumarnHa npakTmka 1 ycTaHoBU HOBM, ONPOCTPaHCTBEHU HepaBeHcTBa: Lapn Qypue un
GapoH OcMaH He ca TONKOBa PasnnuHK B HauMHa, MO KOWTO CU NPEeACTaBAT rpaaa’; npo-
CTO EOVHUST € YTOMNWCT, APYrUAT NPedeKT, EANHNSAT MeuTae, APYrusT NULe CIOMEHN NOCT
bakTym. CEAbCHKLT MeXay ABeTe No3uumnm MOXXeM [a BUOAUM B e1H TEKCT Ha No-KbCHUS
ytonucT BnaHku: ,Hukoi HaMa aa y3Hae KOKO XUMSIAU HewWwacTHAUW ca Cy OTULWW 3apa-
OV NMLWEHNSITA, MPUYMHEHU OT Te3W 6e3CMUCTIEHN CTPOEXH [cTaBa ayMa 3a OCMaHu3a-
umsita Ha Mapux] [...] Korato cTponTencTeoTo BbpPBM, BCUYKO BbPBY, Ka3Ba efHa Mnoro-
BOpKa, KOSATO Ce e NpeBbpHana B MKOHOMMYEecKa akcuoma. o Te3n MepKku ako U3BeaHbX
B HeGETO HU Ce M3auUrHaT cTo Xeorncosu NupaMuay, Tosa L e 3HaK 3a GnaropeHcTeme.

B xopa Ha XX Bek Lie BUAUM MHOTO AMKTaTOPU-apXUTEKTU, YNATO XEOMCOBM NUPaMUau
yBeHuaBat paHTasma 3a abComnioTHOTO TbP)KECTBO Ha BrnacTtTa — CTanMHOBOTO METPO,
KOETO efinH JOKyMeHTaneH Gunm Hapeye ,katefgpana Ha KoMyHu3ma“, nnaHoseTe 3a
rpaHAMO3HOTO NPEYCTPONCTBO Ha bepnuH, 3a KOeTo MeuTae XuTnep ¢ NpuaBOPHUS cn
apxuTtekT LLiIneep B 6yHKepa 0o nocnegHns MOMEHT, [JBopeubT Ha Hapoaa Ha Yayliecky,
3a KOWTO € CbOOPEH NCTOPUYECKUAT LIeHTbP Ha rpada — Hag 7000 crpaam n 19 ubpkBu.

Bnpouem, 3penuwieto Ha BnacTTa Moxxe aa 6bae NocTUrHaTo CbC CpeacTeara Ha rpag-
CKusi codpT- UnNn xapayep, Ypes putyan unm ypb6aHmsbm. Heka ckouum olle Hasag KbM
nbpBoO6pa3sa Ha CbBPEMEHHOTO 06LEeCTBO Ha 3penuweTo: Pum. Pumcknat Tpuymd e
e[1H OT BbpxOBETe B rpaackara putyanuctuka. lNo6enutensT BAm3an B rpaga Ha Konec-
HMLA, yKpaceHa C pa3Hoo6pa3Hy CUMBOMU, cped KouTo danoc B epekuus, n obneyeH
kato cratyata Ha lOnutep OnTmyc Makcumyc ¢ 609anMcaHo B YEPBEHO KaTo Hero nwue,
a 3ap rbpba My eanH pob my Hawensan ,He 3aépassan, ye cu yosek*. Cnegsanu Konu,
HaToBapeHu ¢ Tpoden, HoBO3aNoBEHN PO6BY 1 Lape Ha NOpo6eHNTe Hapoau, KOUTO Bode-
NN 32 XKEePTBOMPUHOLLEHUE, KAKTO U KapTUHW, N306passaBalluy Han-BaXKHUTE BUTKN OT KaM-
naHusTa n MakeTu Ha nobeaeHuTe rpafoBe, CTaTyun, NEPCOHANN3NPAaLL PEKU UM Tonocu
oT 3aB3etute Teputopun... Ho OktaBmaH ABryCT peluus, Yye € NocTUrHan TofKkoBa ronsama
cnaBa, KOATO HUKAKbB UMMNepaTopckn TpuyMed He MOXe da yBennuum — 1 3ano4vsa mawab-
HO MOHYMEHTaIHO CTPOUTENCTBO, KOETO LLE Mo Hakapa No-KbCHO Aa Kaxke ,3aBapux Pum,
NMOCTPOEH OT TyXJI, & ro OCTaBsIM 06rieyeH B Mpamop“. Paséupa ce HOBUST Xxapayep
no3BonsBa ynotpeéara Ha HOB codTyep. TpaHUAT MM3aHCLEH Ha BnacTTa Ha cnenga-
wuna eTan npasy Bb3MOXXHa MHCLEHUpOBKaTa Ha oLWe No-nuHn putyann — n Tbl?l, HeBIWK-
JaHWAT rpad Ha ABrycT cTaBa apeHa Ha oLle No-HeBWXKOaHW rnagmaTtopcku 60p6u, ,Mop-
CKMn“ 6UTKu, WwecTsms, cnektaknm (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 inequalities’.

In the typology that | 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 cityz; 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.”

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 | leave it clothed in marble”. Of course, the new
hardware allows the use of new software. The solid mise en scene 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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Ha esunka Ha BeHsamMuH, oecHus rpag ecteTusnpa NoaMTUYECKOTO; Ha ToBa Nesuuarta oTro-
BOpY C nonauTu3aums Ha rpaackute dopmu (beHamuH 1989: 366). Cnopen MaHndecTHUS
TekcT Ha 'v [Je6op ako BnactTa ce caMOUHCLEHMPa NOCPEACTBOM 3peauwiemo, popmara
Ha CbNpPOTMBA CpelLLy Hesl € KOHCTpyupaHeTo Ha cumyayuu (Debord 1992/1967). 3penuwe -
TO AgUcCTaHumMpa v Hanara HernoABMXHO Cb3epLaHune; Ha ToBa CUTYauUoOHUCTUTE C NPOTU-
BOMOCTaBAT HEMOCPEACTBEHOTO NPEXMBABAHE Ha MACTOTO, OTKNOHABAT (détourner) cmu-
CN1Te, UHCLIeHMpaT ,,CTpacTHM OEeKOHTeKCcTyann3aummn® (dépayisement passionnel), xyno-
YKeCTBeHU N NonnTu4yecKn akuumu, yCTpOI?IBaT KONEeKTUBHU NyTaHna N3 ynnuunute Ha I'Iap|/|>K
1 yepTasnT MANOCUHKPA3HN NCUXOKapTX Ha MPOCTPaHCTBEHOTO NPEXMBABaHE, CO/TbCKBAT
KYNTYPHU KOHTEKCTWN. B n3BECTEH CMUCHIT BCEKM AbP3bK XyOOXHUK Ha rpaduTi, 3apeneH
CbC CMpPENoBeTE CU, BCEKN KOMEKLMOHEP Ha HAMEPEHWN Ha yNuuuTe 3HaYeLum Bewm, B
KOUTO TbPCU CKPUT CMIUCHA, BCEKN ry6eLy, ce B rpada ¢pnaHbop € CUTyauMoHNCT, 6opeL, 3a
pecTuTyums Ha NPUCBOEHOTO OT BfacTTa NpocTpaHCcTBo. e uyem HOTKM oT NncmoTo Ao
J’Anamé6ep Ha Pyco* B HaunHa, Mo KOWTO CUTYaLIMOHNCTUUECKNAT MHTEPHALMOHAN OpraHu-
31pa cbrpoTMBaTta cpeLly 3penuiuieTo Ha BnacTTa.

»1psi6Ba fa ce onuTBame fa KOHCTpyMpame CUTyaLmun, TOECT KONEKTUBHN KOHTEKCTH,
CbBOKYMHOCTTa OT BreyaTneHnsaTa Ha eavH faneH momeHT[...] JlecHo e pa ce Buamn oo
KakBa CTeMneH € CBbpP3aHO OTUYXXOEHMETO B CTapus CBAT C OCHOBOMONaralums NpuHUMN Ha
3penuweTo: HeHamecata. O6paTHO, BMKAAME 1 Y€ HAN-CTOMHOCTHUTE PEBOJIIOLNOHHM
TbpCeHNs B 06nacTTa Ha KynTypaTa TbpCsAT HauMH fa CKbCart ncuxosiornyeckara UaeHTu-
drkauma Ha 3puTens c repos, 3a ga TnacHar To31 3puUTeNl KbM aKTUBHOCT, Aa NPOBOKMpaT
HeroBuTe CMOCOBGHOCTY Aa NPOMEHS COBCTBEHMS Cu1 XXUBOT. CuTyaunsTa e HanpaseHa
Taka, ye Aa 6bae npexxmesaBaHa OT CO6CTBEHUTE CU KOHCTPYKTOpU[...] Hawute cutyaumu
HAMaT pas3BuThe, Te ca NpexofHu[...] Teopusita Ha cUTyauMOHU3Ma NOAbPXKa PELLUNTESTHO
KOHLENUMATa Ha NPeKbCHATOCTTa Ha XUBOoTa[...] [naesTa] 3a n3onMpaHnTe MUroBe Ha
YOBELLKUS XKNBOT 1 KOHCTPYMPAHETO Ha BCEKN €OMH MUT C €QMHHOTO N3MON3BaHe Ha
cpeacTteara Ha cutyaumoHuama.” (Debord 1997: 38-41)

JlecHuAT nontoc e noackasaH B TO3K MaHUGECT MO APYr HAUMH: ASCHO € TpanHoTo,
WAEHTUYHOTO, TPaHCLIEHAEHTHOTO, KOETO ClefBa OT ,BspaTta B 6e3CMbpTUETO Ha ayLlia-
Ta“, T4, OT CBOS CTpaHa — OCHOBaHWe Ha pasgeneHneTo Ha Tpyda (Debord 1997: 41), B
CMUCDBN Ye pa3feneHneTo Ha GyHKUMMTE B eQHO OBLLECTBO € BMHArk Npou3BoSIHO U
Tpsi6Ba HsIKaKBa UpaumoHanHa Bspa, KosaTo Aa Hu kapa aa npuemMem, Ye eaviH Lie e
XYOOXKHWK, APYr — 3puUTeN, eauH — rocnogap, apyr — po6. C eaHa oyma Ha AecHWs nosoc
e boxusT rpag, BEYHUST, HEMPOMEHSLLUAT Ce, CbBbPLUEHUSAT, CPELLY KOWTO HE CKame
[da ce cbnpoTmBnsiBaMme — abCoNOTHOTO 3penuLle, KOeTo NpeaM3BrKBa abcosnioTHa 6na-
rocT 1 Cb3epLaHue.

Tyk HAMa ga HaBnvM3am B OECHUTE 1 NEeBU OBLMHCKM nonutukn. Bce nak, oueBngHoO e,
ye BASACHO ,MouncTBaT” LEeHTPOBETE OT Npocsaum 1 6e3pnomHu. Taka Hanpasu bpexxHes
3a Onumnuapara npes 1980 rognHa B MockBa; Taka nckalle KMeTbT Ha bopao, konTo
npe3 2004 rogmHa 3arybu npoueca, 3aBefeH CpelLly Hero OT HENPaBUTENICTBEHN OpraHu-
3aunu 1 6e NpuHyaeH aa oTTernu 3abpaHarta 3a Hapylasallm rnegkara niua ga npeéu-
BaBaT Ha UeHTpanHus nnowan; Taka noctonu n Coduincka obLmHa, KOATO B CbTPYOHU-
yecTBO C MMHUCTEPCTBOTO Ha BbHLWWHWTE PaboTn ouncTy LeHTbpa Ha Codusa oT npocsaumn
W uuraHu 3apagm cpelata Ha OpraHn3aumata 3a CUrypHOCT U CbTpyaoHuyecTso B EBpo-
na npes aekemepu 2004 roguHa. Ho gacHaTta nonuTuka Ha NPOCTPaHCTBOTO HE € camo
6oHanapTMCTKa, Kato Tasu Ha 6apoH OcmaH, KaraHosuy nnu Wneep. dscHaTta nonutu -
Ka B Mo-o6Llmsa crnyyan gencTsa YuCcTo KanutanucTuyeckn, HanpuMmep saura LeHuTe B
NPECTWKHNTE KBapTanu 1 uatnackea 6egHute B nepudepusaTa’, kakto Hanpasu Lnpak
no Bpeme Ha KMeTyBaHeTo cu B lMapwk: TS BOAW A0 KOHUEHTpaLmMsa Ha NpoCTPaHCTBOTO
noao6HO Ha KanuTarn.
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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 flaneur 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’Alembert* 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
periphery® 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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JlaBarta rpagcka nonutrka, o6paTHo, nognomMara paBeH AoCTbM A0 NPOCTPAHCTBOTO 6UNI0
ypes NonuTUKa Ha HaemmuTe, TPaHCNnopTa, PaBHOMEPHO pa3npeneneHne Ha counanHuTe
ycnyru, 6uno Ypes3 o606LEeCTBABaHE HA NPOCTpaHCTBaTa, OOCTbMHN Npean camo 3a
0oT6paHo manuuHCTBO (JTyBbpbT Ce oTBaps 3a Hapoda noa ¢opmara Ha My3en, YacTHUTE
rpagmHn cTaBat O6LECTBEHN NapKoBe, cred Fonsmarta BovHa 3anoysar 4a ce CTPOST ce
MacoBMW PabOTHUYECKN XUNULLA, KOUTO HSMAT OBMUNK, HO MbK AaBaT MNOACIIOH...).

W o1, pecHna n nesns rpag TyK onpepennxme (MGMOCMHKPa3HO) KaTo KOHCTPYKLUMSA 1
60pbHa 3a AEKOHCTPYKLUMS Ha AeKopa Ha BnacTTa, HeNOABMKHOCT U ABWXEHUE, TPAHCLEH-
AEHTEH 06pas 1 XUBO Cly4YBaHe, NMPOCTPAHCTBEHA Nepapxns U NPOCTPaHCTBEHA AEMO-
kpauusi. BbB ¢ounma ,Pum“ Ha QenuHn (1972 r.) Te ca BU3yanHO NPOTUBOMOCTABEHW BbTPE
B eQVH KMHOpa3Ka3 — rpadbT Ha MOHYMEeHTalTHUTe NUCTOPUYECKN rneakn, KOUTo BCe HAKaK
OnycTsiBaT, KOraTto rv NorfiegHeM 1 rpadbT Ha LWYMHOTO, XaoTUYHOTO, XKUBOTO BCEKMAHE-
Bue Ha 40-Te 1 60-Te roauHU, NPENbAHEH C PbKOMaxalli TUMOBE, NULKaLM Aeua, nexaiim
HaOKOJI0 XUNUTa, 3acTpalnNTENIHU NPOCTUTYTKU.

Mexxgy, cneq, cpelly Teau fgarta — NOCTMOAEPHMAT rpa.

B Hero fekopuTe Ha BnacTTa He ca Cb60pPeHU, HaNPOTMB, MHOXAT Ce C TakaBa CKOPOCT,
ue HamMecTo HEMOABWKHO Cb3epLiaHne, 3afaBart HoBa MOGUTHOCT 1 CMELLEHME Ha epap-
xuuTe. Bnactra Ha o6pa3a e no6eneHa He OT BCEKNOHEBNETO, OT OTAENHATA YOBELLKA
CUTyauus, a OT CO6CTBEHATA CY MyNTUMMKALWS.

M noHexxe noyHax ¢ KMHOoO6pasu, TyK Lie Aam npumepa Ha rpaga [Jynok ot noctmoaep-
HaTta npukaska ,llpek” Ha AHgpio AobMCbH 1 Bukn JpkeHcbH (2001 r.) — noctmogepHa, ot
efHa CTpaHa, 3aLl0TO € KONaXK OT BCAKAKBM NPUKa3HN MOTUBK, KOUTO Hakpas nest
AMCKOKOMMMNaums OT non-mMmenoamu, oT gpyra, 3aloTo BCUYKO € MPOHNYHO NpeotbpHATo,
reposT e Nbpasll, XTOHMYEH cumnarara, npuHuecara, HaMmecTo fa cTaHe xybasa cnef
nbpBaTa uenyBeka, ctaea ,cebe cu®, T.e. aeéena nenka. lpagst [dynok e, paséupa ce,
CPELHOBEKOBHO-NPUKA3€EH, HO 3aefHO C TOBA Ha BXOAA KbM HEro Mma kaca c 6unetu,
6yaka 3a TypucTudecka nHbopmaums n CHUMKKU 3a cnomeH. OTBbH apxutekTypaTta 1
MoneTo CAbHYOMEAN HaBaBaT ToTaNMTapHM acoumaumm, pulapCKusT TYpHUP NpoTuya
KaTo aMepuKaHCKN Keu, Bb/WEe6GHOTO orfiefasue € eauH Bua BMAEO.

OcHoBHara cTparerusi Ha Nogo6eH KyNnTypeH NPOAyKT e, ye ce 06pblia eAHOBPEMEHHO
KbM BCUYKM — TOBa f pasnunyasa OT U3UYNCTEeHUTE NO OTHOLUEeHWe Ha agpecara cu nocna-
Hus. Ako , Tpuymd Ha BonaTa“ unu ,HYoBekbT C KMHOKamepaTa® ce o6pbLLaT CamMmo KbM
ngeviHn cbMuneHnuy, a B cnyyas ¢ [13vura BepToB — camo KbM XOpa C BUCOKa ecTeTuye-
cKa Kyntypa, ,LLpek" ce rnega oT geua, HO 3PeNMLHOTO ro NpaBy MHTEPECEH 1 3a
Bb3PACTHU, LIErMTe OT MbPBM NOPSAbK Ce LeNAT B LuMpoKara ayautopus, HO onpeaeneHn
NIacToBe Ha MU3MbAHEHNS C Napoans U UMTaTy CIOXXET Morat aa 6baat pasépaHn camo ot
[JocTa KyntypHu 3putenu. 3a egHo aete [ynok e NpocTo NpuMka3Ho MACTO — TO He pas3bu-
pa napoaunHua CMUCHA Ha GydkaTa 3a uHdopmaLums; PoanTensaT obaye, KOUTO rnega
dunmva c geteTo, ce 3a6apnsBa TbKMO OT HEOYaKBAHWNTE aHAXPOHU3MMW, OT aHTUMPUKA3HO-
TO, 3aKOanpaHo B npukaskarta. C apyrn oymm noctMoaepHOTO CMelleHne nva n Ymcto
TbProBCKM CMMCBI: paswwmpsaBa ce rpynara Ha noteHumanHute notpeéutenu. EaquH no-
Bb3BULLEH HAYMH [a ro K&XKeM e, Ye MOCTMOAEPHUAT 6apoK pa3kbCBa ackeTnyHuTe orpa-
HUYEHNS, HANTOXKEHN OT MOAEPHN3Ma N OHEBMHABA yA0BOICTBUETO (Jencks 1986).

M b1 Hapeq ¢ ocmaHu3auuaTa (cuctemaTmusaumsaTa Ha Yaylecky) ot egHa cTpaHa,
CUTYaLMHOHU3MA, rpaduThTe, apTUCTUUHITE UMM aKTUBUCTKM CKyaToBeTe’, Xunu-rpagbT
~XPUCTMAHUS" Kpan KoneHxareH oT apyra, TyK Ha cLeHarta nsnusa uMagyuHulpuHabm Ha
Yont [ncHu — gyma, KoATO CbueTaBa BbOGpaXKeHNe 1 NHXeHepcTBo. B mpexxarta, Hanpu-
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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 | started with cinema images, | 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 squats®, 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)" 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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Mep, Nof Tasu cTaTna Hamuparte CbBETU Kak Aa MHCLeHupaTe npuspauy B goma cu 3a
XanoyuH. Okono 1000 nmamKHepy OHeC paboTAT B ueTupute JUcHU-rpaga no KOHCTpyu-
paHeTo Ha pasHoo6pasHW UN3un 1 NpexneasaHna. JucHuneHn B AHaxanmv, Kanngop-
HWs, 3anousa aa ce ctpou npes 1954 rogmHa. MNoHexxe napute He cTuraT, JucHU ce 06pb-
La KbM TeneBm3usTa — eaHa cepus oT npegaBaHus My No3BonsBa Aa Habepe Heobxoaw-
MuUTe cpeacTaa. JIIo60NUTHO e, ue KbM Kpas Ha »kuBoTa ci (1967 r.)” Toi nnaHmupa uarpax-
paHeTo Ha ¢yTypucTtnueH rpag (Experimental Protoype Community of Tomorrow). Ton e
KOHLEHTPUYEH, NOJOGHO Ha NOBEYETO YTOMMYHW rpadoBe, C KOHTPONUPaH Knumar nog
CTbKIIEH NOXJynak, KOHBENEPHN NIEHTU, KOUTO NPEBO3BAT NELeXoAUnTe U 3aMeHAT TpaHc-
nopta (kato Ha CBeTOBHOTO n3noxexve B Mapwx, 1900 r.) 1 [opy NOKa3eH UHOycTpua-
NEH KOMMJEKC, C efHa Ayma — BUTprHA Ha CBO60oaHaTa aMepukaHcka npeanpueMynBoctT.

OT cepro3HMs MogepeH yTonnabM ocTasa camo ,PioubpreHa”, eavH oT KBapTanuTe Ha
OuncHu-rpaposeTe. [MNo6exaaBa NapoannHO-MEPKaHTUNHWUSAT NOCTMOAEPEH rpaf, KONTO
MOCTEMNEHHO LLe Ce NPeBbpHE B edHa OT eM6rnemMuTe Ha enoxara. [pagbT Ha [McHM e eanH
OrPOMEH AEKOP Ha pasnuuHu daHTas3Mu: Npukasku, GuiMm, HayyHn MUTOBE, BENUKN
pomaHu. B noBeyeTo atpakuMoHM HULLO He Ce Cry4yBa, Bre Bnu3aTe B Aekopa u ce
camonpexvBsBaTe KaTo repo OT CbOTBETHUS CIOXKET, MOYUTW 3aAb/HKUTENHO CE CHUMATE
(Ha 3emsTa MMa yka3aHus OTKbE TOYHO e XBaHETE Han-0o6pus Kagbp).

Mopo6Hu 3a6aBu MMa oTaaBHa: MOMHVUM ' AOPU OT HaWeTOo AeTCTBO, KOoraTo Ha nnaxa
Ce CH/Maxme BbpXy kamunia iy nokassaxme rnasa v pble OT HAKakbB HapucyBaH
napasaH. YBecenutenHu napkoee, Kato To3u B KoHn AnnbHA, Hanpumep, nMa OTAABHa;
CBETOBHUTE MU3NOXXEHNS MbK PasBUBaT BKYCa KbM KYNTYPHUS MU3AHCLIEH, Aa KaxxeMm
KOHroaHCKM Konnéu 3aefgHo ¢ obutatenute um B bpiokcen. [leBeTHanceTy Bek, TakbB
KakbBTO ro onucea beHamuH, paxxga NoKpUTUTE TbProBCKO-pa3BneKaTenHy NpocTpaH-
CTBa Ha NacaXxwuTe, HACMTEHN C NaHopamu, Anopamu, KOCMopamu, Hasanopamm, naeo-
pamu (oT ,MbTyBam No mope‘), dbaHTockonu, reopamu, uuknopamu u T.H. Cnopen Bane-
ca lleapu umeHHO npe3 BTopata nonosuHa Ha XX Bek u B MNMapwx — a npe3 80-te rogu-
H1 Ha XX n B KanndopHusa — ce paxpaa ,,061eCcTBOTO Ha 3pennLeTo”, KbgeTo Jopu Mop-
rata e npesbpHaTa B CMeKTaKb/ 1 Ob/IrK ONallikyn OT MOCEeTUTENN ce peasT aa pasnosHa-
BaT TpynoseTe, HamepeHun B CeHa, U3NoXKeHn TeaTpanHo 3af NoBAUralim ce 3aBecu
(Schwartz 1998).

Pasnukarta 3a meH e B Mawaba n rnoéanusnpaHeTo Ha npoueca. Mapwk npes3 XX Bek e
ClLieHa Ha MOJepHOCTTa, KOATO APYrM MecTa Mo CBeTa CpaMexxnunso 3ano4ysar aa UMnTuK-
part, a ToBa Npeans3BrKBa SPOCTHN KyNTYPHW CbNpOTHBU Jopu B camaTa EBpona (cpety
pasBpara, ,ppeHckara 60necT”, KaH-kaHa, XyaoXKHULUM-6yHTapu...). He Ha nocnegHo
msicTo lNapwx cTaBa CBETOBHA CLEHa Ha )KenaHWeTo Mof BAVSHNE Ha LeHTpanm3mpana,
CcunHa Aabp)kasa 1 yHMBepcanucTka naeonorus; OucHN-CBeTbT e rnobaneHd, npusaTnau-
paH, napTukynapucTmyeH. HamecTo ga Bnmucea repos B NPOCTPaHCTBOTO, KAKTO Npasu
LEeCHWAT rpafd, Ton No3BossiBa Ha 06MKHOBEHNSA YOBEK Ja NpemMuHaBa OT Jekop B AEKOP,
NPeXXnBABaNKy Ce Ha MACTOTO Ha HOBW 1 HOBW repou. T.e. 3penuiue, KOeTo HamecTo Aa
Te BLENeHABa 1 NpaBun HEMOABIKEH, T Kapa HenpeKbCHAaTOo Aa ce ABWKML. Bnpouewm,
JucHu-rpapoBeTe ce CTPOAT C XPOHOMETPU, Harnen CBO60AHOTO ,drnaHnpaHe” e nsuucne-
HO [0 MMHYTa — KOJIKO BpPeMe CTOULL Ha ornallkaTa, KOO Ce BbPTULL Ha BbpTenexka,
KONKO TV Tps6Ba Aa MUHeLL OT efHa aTpakums KbM cnegsaiiara.

Mopo6Ha TeHaeHUMs KbM NOCTMOAEPHU3PaHe BOAW crnef cebe cu rnodanmsaumnata Ha
Typusma. Mpes 1950-te roguHn ,Kny6 Men® nousa ga cTpov CBOUTE BakKaHUWOHHW Cenn-
La, MbPBO MO CPeAN3eEMHOMOPUETO, MOCHE U3 LEenus CBAT — MPUHUMMBLT € Aa ce Cb3fane
3awnTeH, ynobeH, NpusaTeH CBAT 3a MOYMBKA, KOUTO UMUTMPA MSCTOTO, KbAETO CE€ Hamupa
— T.e. TON € Xxunep-peaneH no cmucbna Ha bopgpusp, 3awWoTo npeacTass egHa MecTHa
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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 another®.In
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KynTypa no-UcTMHCKa OT UCTUHCKATa, KOSTO Taka Uin nHave e ,3amMmbpceHa” OT KOHTakTa
C MoaepHus cBaT. MNMocTeneHHo To3u NPUHLMM Ce Bb3MpUeMa OT HaceNleHnTe MecTa,
KOWTO Morart a cu ro no3eosisT — He camo B lOrocnaeus, ViHooHe3us nnn Mekcuko, Ho n
B camuTe U3TOYHMUM Ha rno6anHu TypucTu (Mapwx, NloHaoH, BueHa, CaH DpaHumcko,
Hio Mopk ca cpen nbpBuTe TypUCTUUECKN AECTUHALIN).

CrparterusTta npegnonara egHa onpefeneHa camo-aucHubuKaums, npy KosTo Bce noseye 1
No-pasnnyH1 NPOCTPAHCTBA Ce NPeBpbLaT B AEKOP 3a Npoekuust Ha nocetutenute. Typu-
CTUYECKUAT eTOC TYK He crieiBa Aa paséupame TACHO, KaTo NpekapBaHe Ha CBOGOLAHO
Bpeme 1 nasapyBaHe Ha CyBeHVpW. TYpUCTbT € CbLLECTBO, KOETO He MOXKE [1a XXMBee Ha
€0HO MSICTO, TOV UMa Hy)KOa ia CMEeHs NeproamyecKy CBETOBeTe, 3a fia Ce UyBCTBa 106pe.
MpeamopepHaTa Hy)xaa OT NpeckayaHe Mexxay CBeTa Ha NPohaHHOTO 1 CBeTa Ha cakpar-
HOTO e XOpU3oHTMPaHa — Npeckavar oT egHa reorpadus B apyraé. B To3n cMuUCbn cTaea
Ayma 3a efHa ornpegeneHa penunris Ha passuTus CBAT (HAUanoTo U e BbB BaKaHLMUTE,
KOUTO MbPBO Bb3HWKBAT, NOC/e Nnoysar fa ce npekapsar Bce no-ganeu). TypucTi ca nHBe-
CTUTOpPUTE, [MO6ATHUTE EKCMEPTH, YUEHUTE, OpraHM3aTopuTe Ha Pa3HO06pPa3HN GopyMK.

C ToBa, Makap 1 HenpsKo, e CBbp3aHa TeHAeHUMsATa KbM camo-My3enduumpaHe, KbM
MHOXEHe Ha HacneacTsara, BUCOKW U HUCKWU, CRaBHU 1 cpamHu. B BepnvH moxeTe aa
HanpasuTe ,Typ Ha no3opa Ha TpeTtuna panx®, B lpara, Hanpumep, roTBAT My3emn Ha
MUPU3MUTE Ha KOMyHU3Ma, B MoHTepen, KanupopHus, e Bb3cTaHoBEHa (M NpeBbpHaTa B
OrPOMEH LLUOMUHI MO 3a cyBeHupw) ynuua ,KoHcepsHa“, onucaHa ot CtanH6ek. Bucoka-
Ta MOAEPHOCT CUTHO Habnara Ha HacneacTBOTO, KOeTo Npe3 XX BeK B €BPOMNeNCK1Te rpa-
[OBe 3arnoysa fa ce MHCueHupa creuvanHo Ypes paspyLlleHne Ha ,HeBaXKHUTE NOCTpou-
KU, KOMTO OBKpbKaBaT AaaeHa 3a6eneXxuTenHocT, NnaHMpaHe Ha MOHyMEHTaHU nepc-
NeKTUBY UM UMWUTaLMA Ha NPECTVXXHN apXUTEKTYPHU CTUIIOBE OT MuHanoTo. Noctmoaep-
HUSAT MOMEHT € B Pa3MHOXXaBaHeToO Ha NNacToBETE Ha NOCNaHNETO, KOETO cera Beye He
MO>Xe Ja ce obpbLua caMo KbM MaTproTa n OHe3un, KOMTO My 3aBMKAAT UM KbM KOMYHU-
cTa, dawwncra, HaumcTa 1 T.H. B HoBMTE NpocTpaHcTBa TpsAGBa Ja uma HamuraHe, B TsX
Tps6Ba ga morat Aa ce pasno3HasT MakCyMasnHo WPOK CMEKTbp xopa. Taka 3a xpam Ha
dpeHckaTa kynTtypa npe3 1978 r. usgurat ueHtbpa ,[omnuay“ — egHa cMellHa, wapeHa
crpaja cskall ¢ 06bpHaT HaBbH XacTap, KbAeTo BCEKN BNM13a, U3n13a, capa Ha 3emsra, a
oTNpen BMHArM Mma rbatayn Ha OrbH UM paskassauyn Ha UCTOpUK.

B n3secteH cmuncbn ToBa, KOETO nNpasu ONCHW 3a geuara n TexHuTe npugpyxutenu, Jlac
Berac npaBu 3a Bb3pacTtHute. Tam nva Andenosa kyna, ermnercka nupamuaa, cratys Ha
cBobofaTa 1 Bcuuko octaHano. Ctasa gyma 3a 06pbluaHe KbM OGUKHOBEHNS YOBEK CbC
cpefcTBaTta Ha OpHameHTa, Ha pas6upaemarta u npusTHa gekopauwns (Venturi 1977).
lMo3sonseBam cu ga TpaHchopmmupam Tasm nocnegHa gyma — ctasa gyma 3a Hewwo no-gbi-
60KO, 3a Cb3[laBaHe Ha CBETOBE-AEKOPU, KOETO MOXXEM [ia Hapeuem gekopugukayus. B
Tasn nepcnekTnea Jlac Berac — 3a6aBHOTO, NOPOYHOTO, KOMEPCUANHOTO, NEKOTO — Ma B
CALL, cBOs KOHTpanyHKT, ToBa € BalWmMHITOHCKUAT Mo, NpoekTupaH B ctun ,,Bepcan” ot
dpeHcknsa apxutekT Lapn JTAHbaH, KbAeTo ca KOHLEHTpUpaH NPakTUYeCKN BCUYKN
HaUMOHAamNHN CBETUHW, MemMopuanu, My3en (KOUTo B rofismMaTa Cu yacT Tyk ca 6eannatHu!).
Heka n3pens Han-u3BeCTHWUTE — NAMETHNKLT Ha BueTHamckara BonHa, NameTHUKBLT Ha
Kopemnckata BOMHa, MmeMopuanbT Ha NbpBaTa CBETOBHA BOWHA, NOArOTBAHMSAT Memopuarn
Ha BToparta cBeToBHa BOMHA, MeMopuanbT Ha BawunHrToH, IxedpepcbH 1 JIMHKbIH, My3e-
ute Ha CMUTCOHWNBH NHCTUTIOLLBH. ..

CTpaHHO OT rnefHa Touka Ha eBPOMeriCKOTO OTHOLLIEHUE KbM NMPOCTPaHCTBOTO € ToBa
KOHLIEHTpYpaHe — KaKkTo Ha 3a6aBHO-NMOPOYHOTO, TaKa 1 Ha Bb3BULIEHO-HALMOHAIHOTO.
MpaBu ro Bb3MOXXHO YCTPONCTBOTO Ha aMepuKaHckaTa TeEpUTOpUsi, MOAEN Ha camus r11o-
6aneH CBAT, KbAETO OTVBALL CMeLManHO Ha MHOTO rofiiIMO Pa3CTOsHME 3@ ONPeaeneHo
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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). | 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 Beach® 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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npexunesBaHe, OTKbAETO 1 BCe No-ronsmara crneuvannsauus Ha mecrara, Bce no-rons-
mMaTa gekopudukauus.

ETHM3upaHeTo Ha NpocTpaHcTBaTa e YacT OT TO3M NPOoLEeC Ha pa3MHOXkaBaHe Ha npo-
CTpaHcTBaTa 1 Hacnefctearta. B ronemmTe metpononum npes nocnegHnTe aABe-Tpu gece-
TUNETUS XPAHEHETO HAaBbH € CBbP3aHO B MHOMO rofiiMa yacT OT CllyYyanTe CbC CMEHSIHE
Ha eTHNYECKN OEKOPU — JHEC LUe AAEM KUTANCKO, AHEC OTUBAME Ha UTaIMaHCKN PecTo-
paHT... HenmoBepHO yBEIMUMIOTO CE XPaHUTENHO MHOro06pasmne e NpUapPYy>XeHo OT Mnpe-
MWHaBaHe OT CBAT B CBAT, MOCTPOEHU C rNobanHy penykumm 1 ctaHaapTu3aumm, Kouto ¢
HULLO He OTCTbNBAT Ha [JUcHu-ceeTa. B 6barapckus BapuaHT, HacneneH oT KOMyHU3Ma,
cTaBa gyma 3a My3enmduumpaHe Ha eTHO-KOMMAEKCH CTUA ,ctapusa MNNoBauB® ¢ TypuCTu-
yecka Hacoka, KOUTO Ce MHOXXaT Jopy B HeAoTaM TUMNMYHO-6b/IrapCcKy MecTa KaTto 3naTo-
rpag nnn Kbpopkanu, HO 1 3a NOCTENEHOTO AekoprduumpaHe Ha MecTa B TOH C rno6anHo-
To — Ha CnbHUeB 6psar Beve uma Gpurypu Ha AMHO3aBpu, BbPXY PYWMHU CE U3MbIHsABAT
onepwu, yCTponBat 3a TYPUCTUTE LIMFaHCKM CBaTOW, a KUTANCKUSAT PECTOPAHT cTaHa BCe-
KngHeBve 3a ronemuTte rpagose. Hewo noseue, ot 2-3 rognHn B Codus nma gopu Typcku
pecTopaHT — UCKaM [a Kaka TakbB C UCTUHCKa NCTaHBYNCcKa cueHorpadusi, KoeTo e
pelmnTeneH NPo6UB B MOHOETHUYHOTO CaMO-MPEeXMBsSIBaHE Ha Ta3un CTpaHa.

lMpencTtaseTe cu cera BCUYKO TOBA €AHOBPEMEHHO M KaTo TeHAEHLWS: BCe NoBeye mecta
nonyyasar o6MMK, Taka Ye Aa ce pasrpaHuyasar oT Apyru mecta. Bce no-cunHa e epotu-
KaTta Ha npeckayaHeTo OT CBAT B CBAT. [1pn6aBeTe KbM TOBa ANCTAHUMOHHOTO Ha TeneBw-
3uATa, MULLKaTa Ha KomnioTbpa. He ctaBa gyma 3a xaoc, 3a pasnag Ha MOAepPHOTO eAuH -
CTBO, @ HanpoTKB, 3a No-ronsama opraHu3aums: 3a NprMBaTU3MPaHO KOHCTPyMpaHe Ha 3pe-
nuwa-cuTyauun, ako ce BbpHeM KbM [1e6op, MOTUBMPAHO OT TbproBuaTa C Npexmnsssa-
Husi (PudkunH 2001).

3a Kapn lNMonaHu MAcTOTO € OHOBa, KOETO NMPOTUBOCTOM Ha nasapa — A0 XX BeK MSICTOTO
BMUHarn € 4OMVHMPAno n eTo, Ye yTonuata Ha nasapa nobexapasa MSCTOTO, NpeobpbLian-
KN efiHa XunapgoneTHa aHTpononornyecka KoHctaHta (Polanyi 1944). 1 eTo HOBUS MOMEHT
B Apamarta: mecrtara Bnu3aT B nasapa, MecTaTa 3anoysar Aa ce npogasar.

P.S.

CpewuTe ¢ koneru oT 3anagHa EBpona, kouto pa6oTaT Bbpxy Npo6neMuTe Ha rpaja,
HeN3MeHHO MPOM3BEXAAT eAHO crneumdUUHO MONUTNYEeCKOo Hepopasymerne®. VsnuwHo e
[a KasBam ye NoJo6HM Xopa, KOUTO Ce UHTepecyBaT OT cTpaHa KaTto Bbarapus, 061KHO-
BEHO ca NieBu. Hawero 6parta cbc cpam v paseexxaa u3 ynuuute Ha Codus, U3BMHSABA ce
3a MpbCOTUATA U WapeHusTa. FocTuTe obaue HaoMaku, pagBat ce UMEHHO Ha 6aikaH-
CKMSi Xaoc, 3a TAX TOW € U3pas Ha XMBOTa B rpaaa, AeMOoKpaTUuHMs My Ayx. A KoraTo cu
Nno3Bons fa Kaxa, Ye oblumHaTa Bce nak TpsabBa ga perynvpa noHe Masnko peknamure, aa
rno6siBa napkupanuTe no TpoToapuTe, Aa CaHKUMOHUPAa HOBOTO CTPOUTENCTBO, Te 3arou-
BaT Ja Me MUCTIAT Hanpago 3a ¢alwu3ong. Kato umate npegsua, Ye cam as npexxvmBseam
KPWUTVKUTE CU KaTO HACOUEHM CpeLLy BracTTa.

Wnu ako ce BbpHa KbM Kpas Ha 80-Te rognHu, KOMyHUCTUUYECKUSIT rpag HUe Toraesa
o6CHXKAaxMe KaTto MOCTMOAEPEH, a MyMUsiTa Ha BOXAA B HErOBUS LIEHTbP — KaTo Makcy-
ManHus nocTMonepeH 06ekT. OTBLTPE TOBa Ce NPUBUXAALLE KATO eauH BUA, AEHANCTKO
npean3BMKaTecTBO, OTBLH 06ave — TOBa YCTaHOBMX, pa3bupa ce, No-KbCHO — ToBa €
U3rNexaano Kato KOHIOHKTYPHOCT, KaTto 0TKa3 OT UCTUHCKM MOMUTUYECKU aHTaXXMMeHT. B
KaKbB CMUCbJ1 € MOCTMOAEPEH rpaf, B KOWTO MMa CUCTEMA Ha >KUTENCTBO, OCUIypsBaLLO
Han-OpeBHU GOPMU Ha TepuTopranHa 3aBUCMMOCT? KOMYHUCTUYECKUAT rpag, LeceH B
OCHOBHAaTa CW HacoKa, NPOCTO Ce Kpue 3af nsiBa pUTopukKa, 3a Aa Hatypanuavpa Hepa-
BEHCTBaTa KaTo NPOCTPaHCTBEHU Pa3fnKL.
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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 | 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 misunderstanding'. 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 | 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 | myself experience my criticisms as directed against power.

Or if | 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, | 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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W eTo Bu gHelwHa Codus: OT egHa CTpaHa npuBaTuaupaHa oT 6aHaAMTUTE, MepPKaHTUIN3K-
paHa [0 CTeMeH Ye HaMa MSCTO, KbAETO Aa He TW NpofaBar (MoHe BM3yaslHo) HeLlo.
HoBuTe ynpaeHULM ce pas3nopexnaT He KaTo BacT, KOSTO ce roTBU Aa Tpae, a Kato
HOMaaW, KOUTO MPeMMHaBAaT U NISUYKOCBAaT NPOCTPAHCTBOTO, NErMTUMUPAIKIA Ce KaTo
60puUM CpeLLy HacneacTBOTO Ha 6oHanapTUCTKaTa KOMyHUCTYecka aecHuua. pag,
ynsaTO ropHMLa (Nno n3pasa Ha baxTnH) e n3nasna oT BCAKakbB My6imnyYeH KOHTPON 1 ce
HacuLla C Bce noseye napw.

OT gpyra cTpaHa, o6aue, oonHMLATA CbLO Ce eMaHuMnMpa — CNOHTaHHO Bb3HUKBAT nasa-
pv kaTo To3u npu CToYHa rapa B camusi OTBPaTUTENHO MPbCEH KaHan, rpadutnte Haane-
nABar Haa 60amMKMNTe, Ma3eTaTa 1 rapaxute ctasar MarasuiHu, HamMmUpanku HauvH oa
3206UKONAT BCAKAKBU 3aKOHOBM U3NCKBaHMA. Bb3HMKBAT HApKOMaHCKKN céopulua, npocs-
LW HanagaTt KonuTe Mo ceeTogapure...

lpagbT eQHOBPEMEHHO OfeCHsIBa 1 OneBsiBa, rpaabT pasBuBa napasnesHu ceetose. EonH
TakbB creunduyeH NocT-moaepH oTkbM TpeTrs CBAT, POAEH He OT NiaHOMEPHO KOH-
CTpyMpaHe Ha JeKopU OT MMamKUHEPU C XPOHOMETPW B pbKa, a 06paTHO, Mo cunaTa Ha
UMNIO3UATa, Ha epO3NPaHETO Ha rpaHnuM, KOAOBE, NpaBuna, KbeTo BCUUKO € Ha eQHO U
andepeHUMpaHeTo Ha CBETOBETE-AEKOPY BbBEXAA, B MOCIIeAHa CMeTKa, UrpUBOTO npe-
¢doKycupaHe Ha Halnsa M3CenoBaTesiCKM Morneq, KoWTo Npeckaya OTsBO-HaAsCHO,
OTOACHO-HaNsBoO.

Benexxkn

1. W3knioueHne NpaBaT OTHOLIEHMATA MEXAY MbXa U )KeHaTa, KbAeTO MMa TeHAEHLUMS KbM
n3pasHasaHe. LLlo ce oTHacs 4O MKOHOMWYECKUTE 1 COLMANHN Npasa, Te ca 3HaAUUTENHN,
HO nopapeHu, He N3BOIOBaHW, U B TO3U CMICH/T Ce NMPEBPbLLAT B MHCTPYMEHT Ha rocrnoAcTBOTO.

2. ®ypue nuwe: ,Besko aBeHio, Beska ynvua Tpsésa fa oTBaps pasnmuHa
nepcrneKkTnsa, 6una Ta NPUPOAEH Nensaxk unm obliecTseH nameTHuK. O6uyast|...] ynuuuTe aa
3aBbpLUBAT CbC CTEHA MMM KynuuHa NPbLCT cnefga aa ce u3barsa. Beska kblia, KOSTo rneaa KbM
ynuuara, Tps6sa ga 6bae 3agb/hKeHa Aa nva nMbpBOkK/lacHa ykpaca, B rpagmHaTa, Kakto no
crpapata“. Des modifications a introduire dans l'architecture des villes (La Phalangue, Paris
1849: 27) umtupan ot Benjamin 2003: 142.

3. Auguste Blanqui, Critique sociale, vol; 1, Paris 1885: 109-11. (LWutupaH ot Benjamin 2003: 144).

4. [la NpunomHs, Ye Ha OTYY>KAEHOTO, HEMOABMKHO, HE3APABOCIOBHO Cbh3epLiaHne
B VHCTUTYLIMOHANM3npaHna Teatbp, Pyco npoTneonocTass HapoOaHOTO BECENNE, KbAeTo HaMa
pasgpernieHne Ha akTbopu 1 3puTenu.

5. Vnn o6partHo, B 06e3nofaeHnTe, retondmpani LeHTpose Ha CALL, n Hskon mecta B HoBua cBsT.

6. Squat e HenpaBOMEpPHO OKyMMPaHe Ha NpasHU XXunuiia 6uno oT HyXxaaelwm ce, 61Uno nopaam
HAKaKBU PEBOMIOLIMOHHN CbOBPaXKEHNS.

7. B onpeneneH cmucbn JMCHN He € MbPTbB, MOAIOXKMWI Ce € Ha 3aMpassiBaHe C TeyeH a3oT
B OYaKBaHe HaykaTa ja u3HaMepu HauvH Ja ro CbXXMBU 1 U3neKyBsa.

8. ,B eauvH cBAaT, KONTO € cTaHan HEMoABVXXEH U XOMOreHeH, Aa HanyCHeL AoMa € eAVHCTBEeHUAT
HauvH Aa ro 6enexxuil Kato pasnunyeH ot octaHannte mecta.” MacCannell 1999: 200.

9. ToBa ce cnyun B HAKOMNKO OT AMCKycumTe Ha BusyanHus cemuHap.
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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 a 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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Bacun BungnHckn

NctopusaTta Ha egHa dpacapa’
(6enexxkmn BbpXy reorpadusra
Ha peknamarta B Codus)

LLle Bu paskaxka aBe nctopuu, 06egnHeHn OT memama 3a obpasa. [bpearta nctopus e 3a
enHa dacapa, BTopara (camo 3anoyHaTa) e 3a reorpaduata Ha peknamara B eauH rpag.
Tpsi6bBa obave ga npedynpens, Ye B TOBa NpeacTaBsHe-u3cnensaHe MmMa MHOrO caMopo-
CTaTbyHN OTKbCU, GENEXKUN 1 OTKNOHEHWS, KOUTO MPUBMOHO HAMAT BPb3Ka C UCTOPUATA,
HO B pamKuTe Ha dabynata Te ca Heo6XxoaMMMm.

M Tb1 KaTo 1 gBeTe NCTOpUM Ce BbPTAT OKOJO mnaesTa 3a obpasa, Moxe 61 e joépe
MbpPBO Aa paskpus KakBu ca MoUTe COBCTBEHN TEOPETUYHY NPEaPasChAabLN.

TeopeTnyHn NpeanocTaBKn

1. O6pasbT e KapTuHa 1/unm Hagnuc.

2. O6pa3bT MOXE Aa ce pucyBa UM onvcea.

3. O6pasbT 1 HErOBOTO ONMUCAaHNE ca CbMNOCTaBVMMU, HO HE MOraT Aa 6bAaT Hamb/IHO CbOT-
BETHWU.

3.1. OnucaHneTo Ha obpasa TpsbBa Aa ce NPeacTaBa KaTto Bb3MOXEH BapuaHT, a He KaTto
€OVHCTBEHO Bb3MOXXEH 06pas.

3.2. OnucaHueTo Tps6Ba ga M3non3ea nogxoga gonyckaHe Ha npomuBHomo (Ha oépasa) u
gonyckaHe Ha pasAu4Homo (Ha obpasa).

3abenexka: EQnH oT BapuaHTuTe 3a gonyckaHe Ha NpoTUBHOTO (MK pasnnyHoTO) € PyHK-
umsTa ,,3amecTBaHe”.

3.3. OnucaHmeTo Ha o6pasa e coumanHo no-3Ha4ymMmMmo OT camusl 06pas.

Interface — ot ,,B3anmopencTemne” Kbm ,ekpaH®.
N o6patHO

Interface. KakBo o3HauaBa interface n 3awo o3Havasa ToBa? [MoHATMETO Npenpata Kbm
MHOrO Hella, HO MOYTU BCUYKM Te CbabprKaT obliaTa naes 3a ,B3aumopencrtame”. Eto
HSIKOJIKO OrpepfeneHuns: a) Bpb3ka Mexay ABEe pasnuyHu Hewa; 6) crnogenieHa rpaHuua,
npes3 KoSiTo NpemMuHasa nHGopmaLuus; B) Bpb3kara Mexay NoTpebuTen n cucrema (ekpax-
KnasuaTypay); r) B3aMMOOeNCTBUE MeXdy KOMMIOTbPHM Nporpamu, npu KOETo ce OCblLe-
CTBSIBa NPEBOA; O) NPOLENYPU, KOOOBE Y MPOTOKOSIM, KOUTO AaBaT Bb3MOXHOCT Ha OBe
LAnocTy Aa B3anMOAEencTBar upes nHdopmaums; ) dusnyeckara Bpb3ka Mexxay TBbpans
[OMCK 1 KOHTpOJiepa U No-KOHKPETHO TUMbT CUIHaNM, KOUTO NpeMuHaBar npes Tasu Bpb-
3Ka; X) ToBa, KOETO Ce BKaa Ha MoHUTOopa...

Mma 1 owe onpepeneHuns, HoO Hal-MHTEPECHUST BbMPOC, CNEe KaTo YOBEK Ce 3arno3Hae C
TsX, €: Kak Taka Touka 6) e ctaHana Touka x)? Kak Taka ,B3aumopgencTBmeTo” ce e npe-
BbPHAaso B ,,eKpaH“? BbnpochbT € BaXKeH, 3aLL0TO ,eKpaH" e exxegHeBHaTa, ,norpewHa” n
mMacoBa yrnoTtpe6a Ha interface (mpaktnuyeckmn Tasm ynoTpeba e noBamsHa CUNHO OT ngesTa
3a GUI - rpadunyuHusa nutepdenc).

3awo ot ,06LyBaHe, NPeBOA, CNOAENAHE” MOHATUETO CE € UBMECTUNO KbM ,,eKpaH,
n3nbuBaHe, 06pas“? Mucnsa cu, ue To31 NPexon € TOKOBAa XapaKTEePEH 32 CbBPEMEH-
HOCTTa, Y€ 61 MOrbJ Aa 06xBaHe NPOGEMUTE OKOMO BCEKU TUM TEXHONOIMSA 1 € 6aHaneH
aKo ro n3pasyM Taka: Hue ce OTHacsiMe KbM TEXHONOrMaTa NPUHLMIHO C Hepas6upaHe,
HO S U3MON3BaMe, eTO 3alL0 (BEYE) HE CMe gesmeAu, a Nompebumendu.

Mo cbluMA HAUMH, KAKTO CMe NpeBbpHanu KOMMTbpa B ,MHTepdenc”, Taka cMme rnpesbp-
Hann n Codus B ekpaH. MimeHHO TO3M npexopn (Mexay noesta 3a B3aumMogencTsme N Hen-
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[A YIPABNABAME rPALA

CAMHTE HME

4 OEMEM XHSOTA O 8 COSCTEE HIITE u’*“‘«

- uﬁ;inrmm OFLuENN
L . . OTIOMAEMM N0 BCAXO lu:u EnErATH

Vassil Vidinsky
The History of a Facade'

(notes on the geography of advertising in Sofia)

| am going to tell you two stories brought together by the theme of the image. The first is
about a fagade and the second (it has only been started) is about the geography of adver-
tising in a city. | 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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HaTa HeoCbLLEeCTBMMOCT) € B OCHOBA Ha pa3puBa Mexay obpasa Ha Codus n xutenute
Ha Codus.

Interface Sofia. A3 o6aue He cmaTam, ye TOBa, KOETO Onucax rno-rope e HambHO KOPEKT-
HO U NCKam fa NokKaxa, 4Ye ,3a[ ekpaHa“ Helo Ce ClyyBa U TOBa, KOETO CTaBa, € OTHOBO
~B3aumopgenctame”: NHtepdenc Codus = Baanmopencrtaueto Codus.

Mo>xe necHo pga ce Bb3pasu: He € nn Copus HanCTMHa camo LEHTPANHOTO (CTOMNYHO)
MSICTO 3a 06nbyBaHe, earH OrpPOMEH ekpaH. Ta Hue HAMame HUKaKbB KOHTPON BbPXy
o6pasa Ha rpaga, HMe cMe NpoCTO CBUAETENM Ha HOoBaTa apXUTEKTypa, Ha yBennyasaliy-
Te Ce peksniamu, Ha CTPaHHOTO pas36upaHe 3a xurueHa... OUeBUOHO e Taka, HO My ce Ucka
[a HaHUKHa 3af OYeBUOHOTO, 33 06Pa3HOTO U Aa onuwa B3aumogeutcmBuemo, KOeTo
3a6enssax.

B3anmopencteuero Codpus. Koe e ToBa B3anmopenictene? Kopne e?

Bes ToBa fa e ocCHOBHa Tema Ha MOETO n3cneaBaHe, as Le fgam noHe Asa oTroBopa Ha
TOBa NuTaHe. MNbpBUAT We paskake 3a B3auMOOEeNCTBMETO MEXAY MWHANOTO 1 6baeLle-
TO, Mexay ABa peknamHu ceata (I yacT). Bropuar e paskaxe 3a B3auMOQeNCTBNETO
mexay peknamara n xopara (Il vact). ToBa e Apyrnart nornen KbM Te3un ABeTe UCTOPUN.

| vacm
dacapara n o6pasbT

Cnyukara. BeposiTHO HAkbae npes 70-Te roanHu Ha XX Bek Ha 6yn. ,leopru JummTpos*
(oo Ne 13) Bbpxy dacapara Ha egHa crpaga € NnocTaBeH HeobnyaeH CBETIMHEH HAOMNuC:
JHo Bbreapcka kuHemamoepagus, Y Kunegpukauus — Megaume HoBume ¢uamu. Cnep 10-15
rOAVHW HagNMCbT Beye He CBETW, a crpagara nma Hyxxkaa oT ocBexkasaHe. Cnep owe 5
roavHN To31 06pas e CTon 3abpaBeH. HeHy»XeH, BUAUM 1 3a6paBeH.

Yak cnepn 2000 r. HAQNMCBLT HAMbHO M34ye3Ba. HoO Ha HEroBo MACTO ce nosBsBa ApYr:
Hau-npogaBaHume 6au3anku 8 cBema — Chupa Chups. BmecTo ga cBeTu, TOW € LBETEH... U
ocBeTeH. MfcTOTO e CbLOoTO, HO e Apyro. Peknamara Beye o6xBallia U CbcefHaTa 4acT oT
crpagara (2 mbTy NMoBeYe MIoLL), HO Ce BKAa NO-NOWO (BMECTO NaMETHUKBLT Ha JIeHuH,
ctou ctarysaTta ,Ce. Codus“ n HakakBa HoBa 6u3Hec crpana). Ml agpecsT e gpyr — 6yn.
~Mapws Jlynza“ (no Ne 13).

O6sicHeHne. Teaun aBe peknamn ca CUMMITOMU. BCbLUHOCT Te He ca TUNMYHK, AopPU He e
CbBCEeM TOYHO [a MM Hapuyame pekniamu, HO CbC CUIYPHOCT ca AMarHo3a 3a BpemeTo, B
KOETO ca ce NosBuan. 3a BCAKa OT TAX UMa pasfiMueH MOTUB, pasnnuHa Len, pasinyHu
ouakBaHus, pa3nuuHa KynTtypa. A camaTa ¢acaga e MACTOTO 3a cpella Ha Tesu asa pas-
NAYHK, HO BCE MaK Mpecuyally ce CBATa, Ha Te3n ABa KOHLENTyanHo pasnnyHu nogxoda u
KbM BM3YyarnHoOTO, U KbM pekniaMmHoTO. Llenta mMu e 6bae Aa OTKpust KoM MMEHHO ca MecTa-
Ta Ha HECbBMECTVMOCT 1 KOW Ha npecuyaHe. inv ¢ apyru aymin — kak cv B3anMoaencTaar.

Pamkute. ToBa B3aumopgencTeme nma ase noanctopun, Ase HUWKNK. MNbpBata e Ta3u 3a
npexopa B8 peknamama: OT No3yHra KbM HoBMHaTa. Bropara e 3a npexopna 8 o6pasa: ot
MMETO KbM KapTuHarta. Hocutensart Ha no3yHra 1 MMeTo e peknamarta ,[nejante Hosute
drnmn“, HOCUTENAT Ha HOBUHATA 1 KapTuHaTa e peknamarta ,Han-npopasaHute 6nm3ankiu
B cBeTa“.

N nBaTta npexoga ca MHOro no-onsieTeHN N NHTEPECHM, OTKOSIKOTO TOBA, KOETO a3 Lie Bu
NPecTass, Ho 61X 1CKan [a ouepTas NoHe TeXHUTe pamki®,

A. MNbpBa pamka — A03yHebm e Hewo, Koemo ce CKaHgupa.

EcTtecTtBeHO, 3a BCsKO CKaHaunpaHe Tpﬂ6Ba 3adb/DKUTENTHO Oa nMa Xopa, eHTyCcna3bMm u
HsikakBa npes 3ag tax. OcseH ToBa JIO3YHIbT € chna, 3au0To (B'bI'IpeKI/I ye He e Heobxo-
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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, | do not think that what | have described is fully accurate and |
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 | would like to peek behind the obvious,
behind the image and to describe the interaction which | have noticed.

The interaction Sofia. Which is this interaction? Where is it?

Although this is not the subject of my study, | 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 facade and the image

The story. Perhaps sometime in the 1970s on the facade 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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auMmo nepdopmMaTnBEH) MOXe Aa ce npesbpHe B Aeno. [NonoxeHneTo ,,CNnoBoTo B Aeno” e
BAPHO, MMEHHO 3aLLOTO NO3YHIbT HAaTPynBa B cebe Cu eHeprusa 1 cbabpxa uen. C apyrm
AyMW: HAMEePEeHNETO, aKo CTaHe JI03YHr, MOXe Aa ce NpesBbpHe 1 B Aeno. VIHTepecHo e,
ye peknamuTe TMN ,N03YHr* BAPBAT U pa3unTar He TOYHO Ha Ta3u NopeaHocT (,Hamepe-
HMe-No3yHr-aeno®), a Ha HenmHaTa NPOTUBOMNONOXHOCT — ,NI03yHr-HamepeHue-geno®. A
TOBa 03HauaBa, Ye KaKTo xopara ypes IO3yHr1 MoraT ga npassT NPOMEHM, Taka 1 Ypes
NO3yYHrn mMoraTt Aa ce NPOMEHAT xopa. To3u TuMn peknamu BapBarT, Ye cunara He e NpocTo
B Xoparta, a B Io3yHra. AKO ce Hamepun NOAXOAsLL N3pas, TON MOXXe Aa NPOMEHUN 3HaHWe-
TO (UM Cb3HAHMETO) 1 Aa 6bae y6eanTeneH.

PeknamaTta Tvn ,JIO3YHr“ HAKaK He e ToKoBa NPeaBMaMMa, KakTo CbM f Onucan, HoO ToBa
€ HelHaTa nMbpBa pamKa: A03yHebm Cbgbpika cuaama B8 cebe cu.

B. Bropa pamka — umemo kamo Ao3yHe.

[MoBeueTo BbHWHY ,peknamun® ot 70-Te 1 80-Te roamHu Ha XX BEK M3M0on3BaT UMETO KaTo
OTNUYMTENEH Gener 1 Kato nocnaHue. /1 H1LWo Apyro oCBeH NMETO: ,[Ibp)kaBHa CNecToB-
Ha kaca“, ,[bpxaBHa notapua“ (Ha brona Ha ,Lap KanosH“ n ,Anaéun*); ,Kpucrtan® (Ha
brbna Ha ,6-Tn centemspu n ,AKCakoB®, HAANUCHLT BCe owe cTou); ,MogHa kblia BaneH-
TMHa" (,Anaéun” 58); ,XC Mtnumn“, ,Ctokm c HamaneHue" (6yn. ,CtedaH Ctambonos” 33,
6uBw ,leopru Knpkos*); ,JACO Bvnrapcka 3axap — NpencrasuteneH marasnH” (,Ek3apx
Mocud® 19); ,OkasnoHeH marasuH® (6yn. ,Mapus-Ilynsa“ 59, 6usw ,leopru JumnuTpos*);
»-ACO BTtopuyHu cyposuHn® (Ha brona Ha 6yn. ,Mapusa-Ilynsa“ n ,Ion Boromun®);
»CbBeTCKa kHura“ (Ha brofa Ha ,AnabuH“ n 6yn. ,Butowa®); ,Enektpomom” (6yn. ,JdoHay-
koB“ n ,Manko TbpHOBO", 6UBLLNSA ,Mnagexxkn Teatbp®) U MHOTO ApPYru CBETELM Haanu-
cu: Mopapwun®, ,Pemontn®, ,Pectopant, ,Mopma“, ,lMnopose”, ,XC Oenukarecn®, ,XC
Jetckun xpaHn“... ToBa AeNCTBUTENIHO Ca HaanNuUCK 1 NOBEYETO OT TAX CE OTHACAT KbM
Kamezopusima Ha cmokama, a He KbM NpOU3BOOUTENS WU KOHKPETHUS MPOAYKT (HeLwo
€CTECTBEHO B TaKbB TUM MKOHOMMYECKa cpeaa). Mo To3mu HaunH peknamata ,lopapbun®
oTnpalla MMEHHO KbM eQHa MHOTO LUMPOKa U HESICHA KaTeropusi B pasnen ,npeaHasHave-
HVMe Ha NPOAYKTUTE® N NO-CKOPO PYHKLUMOHMPA KaTo yKasarenHa tabena, a He Kkato
peknama, KakTo Hue cme CBUKHanu gHec. Taka T ce npesBpbLia No-CKOPO B NeWwexXogeH
3Hak. Taka BTopaTa pamka e pamkara okono nmeTto. imeto e camo no ce6e cu ,pekna-
ma“. Mimemo e ro3yHe. OcTaHanaTa yacT OT o6pa3sa (ako BbOGLLE MMa KapTuHa), He
Cbabp>ka HOBUHA. [JOCTaTbyHO € Ha KankaHa Ha crpagara Aa e HanmcaHo , TexHoek-
CNopTCTPON“ 1 Aa NpUCbCTBA 3ana3eHus CMMBON (NOroTo).

Benexka: Ta3n BTOpa pamka (pamkaTra OKONo UMETO) CbuiecTByBa u aHec. [Npeamn 19 e
6una gomuHupalla, Ho AHeC B HUKaKbB cny4van He e uayesHana (xx. Coca-Cola n gpyru
N3BECTHM Mapku). [IHEC MHOro pPsAOKO HSKOW CU NO3BOMIsSIBa €AMHCTBEHO MMETO My Aa
npucbCcTBa B peknamara. AKo ¢upmara HiMa OMPEKTHWN OTHOLLEHWs C noTpebuTenure (T.e.
KpavHUAT NOTPEeGUTEN He 1M € KIIMEHT), TOBA € MO-BepOSTHO, HO TakbB TUM peknava e
3HauUUTENHO No-pPsAKO cpellaHa B rpagckara cpepa. [Jpyro ycnosme Moxe Aa € U3BecT-
HOCTTa — TOoraea MMeTo e AocTtartbuHO. [1o npaBuno obave Tpsa6Ba Aa Mma ,KapTuHka“
(Mma HeoBUYaMHKM 1 3aTOBa MHOTO edeKTHM U3KNoYeHns). ,KapTuHkara“ He e NpocTo
06pas — KapTMHKaTa € KOHKPETHO N306paXKeHNe U MMEHHO Ta3un pasnuka e CbluecTBeHa.
,006pas“ e n MMETo, N MACTOTO, U KapTMHaTa — BCUYKO TOBA NOOTAENHO 1 3aedHo. ToBa,
KOETO MCKaM fa CbOob6LLs €, Ye B CbBpeMeHHaTa pekniama nma HaxnysBaHe He Ha 06pasHo-
TO, @ Ha KapMUHHOMO.

Xunomesa: Moxxe 61 pasnvkaTta e, 4e Npean UMeTo e 610 NO3YHr, a AHEeC TO ce e npe-
BbpHao B KapTuHa...

B. Tpeta pamka — HoBuHama e 8 noBmopeHuemo.
Cera e npencTtass BTOPUSA TUM peknama, KOWTo Cropea MeH, € 06Bbp3aH C NMOHATMETO
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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 facade 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 | aim to identify. Or to put it differently — to see how they interact’.

The frameworks. This interaction has two sub-stories, two strands. The first is the one
about the transition in advertising: from the slogan® 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 | am going to present
but | would like to outline their frameworks* 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 | 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”

(83 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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»HOBUHA". HoBMHaTa e ueHHa C ToBa, Ye Cbbyxaa NoGoNMTCTBO M NPean3BUKBa aKTuB-
HOCT. B TakbB CMUCB/ TS MOXKE [a ce NPOoT1BONOCTaBy GYHKLUMOHANHO Ha NO3YHra, KakTo
ro onvcax npegu manko. HoBuHaTta no-necHo OCbLUEeCTBSIBa TOBA, KOETO ca ouaksany ot
nosyHra (1 B KOETO ca BsipBanu) — ga npegusBuka geticmBue. B cbBpemeHHaTa copuncka
cpefa To3u TN peknamMa e Hav-pasnpoCcTpaHeH.

Tbin KATO MHOTO Hella MoraT fa ce HapekaT HOBUHU, TO OTIIMYUTENHUAT 6ener Ha pekna-
maTa Tun ,HOBMHA“ He e »kaHpoBaTa OnpeaeneHoCT (auanor, TBbpaeHUe, CTUXOTBOPEHne
UM KakBOTO U Aa €), a XapakTepucTukara, Yye HoBMHaTa ce cbobliara. Ta e CbobLmma.
CnepgcTBueTO OT TOBa TBbPAEHME € OUEBUOHO: B TO3M Clyyan MOXe Aaa nma peknama ot
ycTa Ha ycTa®.

3abens3ax ocBeH TOBa, Ye HoBMHaTa € 06Bbp3aHa ¢ noBmopeHuemo. VI uckam pa pas-
rpaHvuya Tpy BMaa NOBTOPEHNE, KOUTO Ce OTHACAT A0 TO3U TUM peknama:

B1. lNosTOpeHuneTo-npenoBTapsHe: MNbpBuaT BUA NOBTOpPEHnEe oTKposiBa noxBama Ha HoBu-
Hama. Hne NoCTosiHHO BuXAame efHU 1 Cblum (MOBTapALLM Ce) PeKnaMu-HOBMHU — Te
MMaT MHOMO MU3MbYBaHUS, MHOrO fiokauumn. BapHo e, e cnepg M3BeCcTHO Bpeme Te ce CMe-
HAT OT Opyru, HO Te3un ,Apyrn“ OTHOBO ce NoBTapAT. Ml moxxe 61 ako HoBUHATa He Ce MoB-
TOpW, TA HAMA ga cmaHe HOBUHAa. TyK MOBTOPEHNETO € CaMO CPEACTBO, a YMEHUETO Npu
n3paboTBaHETO Ha efHa peknama € ga He ce NpeBbpHe T TBbpAe 6bpP30 B Aocaa.

B2. MoBTOpeHNETO-pa3npocTpaHeHue: [pyruaT BuL NOBTOPEHME ChLLO € CHO BUOUM —
TOBa € CaMOTO ABVKEHUE Ha pekramara cpef xopara — OT ycTa Ha ycTa. HoBuHaTta ce
HOCW, YMHOXXaBa 1 Nnonyyasa BCe No-rofisMa cuna v fgosepue. OcHoBaTa, KakTo kasax, e
cboblmmMocTTa. KoNkoTo noBeye ce NOBTOPM Ta3u HOBMHA OT camuTe Xopa, TONKoBa Mo-
ycnelHa e 6una peknavara. ToBa e 1 efHa OT yeaume Ha HoBuHama.

B3. MNosTOpeHneTo-NpomsaHa: TpeToTo NOBTOPEHNEe e CblHocmma Ha HoBuHama v otnuya -
Ba TO3¥ TMN peknama ot Apyri. OcHOBaBa ce Ha efHa BApa’®— BCAKO Hello Moxe Aa
OoCcTaHe B chWama [oépa no3uups, B KOATO Ce Hamupa, camo ako ce npomeHu. Heka

camMo NPUNOMHS TPMBMANTHUA Clyyan Ha HENPeKbCHATO NOBTAPAHOTO CIOBOCbYETaHNE
»HOB UMUIK" — UMEHHO naesaTa 3a HeNpPeKbCHaATOTO O6HOBABaHE Ha 06pasa e B 0OcHoBarta
Ha To3u TN peknama. CbLiHOCTTa Ha HOBMHATA € B HOBOTO. M 3a ga 6bae edHo U CbLio
HeLLo BMHary HOBO, MPOMsiHaTa My TpsabBa Aa 6bAe HempekbcHara.

W Taka: peknamarta Tvn ,HOBMHA“ N3NON3Ba KaTo CPeACTBO NOBTOPEHNETO; OT Apyra cTpa-
Ha efHa OT LenuTe 1 CbLLOo € NOBTOPEHMWETO; a B CbLUHOCTTA U JIeXXM OTHOBO MaesiTa 3a MnoB-
TopeHune®. ETo equH Npuvep: peknamara ce nosTaps, nosTtaps, nostaps (B1) u ako e
[o6pa xopara CbLUo A noeTapsT (B2). lNMocne 19 ce NpoMeHs 1 BCUYKO TOBa Ce NOBTaps
(B3). Bcnuko TOBa a3 Hapuyam napagokc Ha HoBuHama: TS eQHOBPEMEHHO € 06Bbp3aHa n
C ,HOBOTO", 1 C ,MOBTAPALLOTO ce“.

3abenexka: Vickam ga nobasBs HeLWOo BaXXKHO, HOBMHATA HE € caMo B TEeKCTa WU UMETO,
HOBMHATa Ce CbabpXKa B Lenuna obpas, T.e. TYK € aHraxxnpaHa v ,kapTuHkara“. Han-go6-
pUSIT NprMep 3a ToBa e NOBTapsLWMAT ce Haanmc ,HOBO" BbpXy NPOAyKTUTE (06UYanHoO e
[a ce 13Mnon3Bar SPKU, XbATY WY YEPBEHN NTbYM U B LIEHTbpA da nuwe ,HoBo"). ToBa e
embAemMama Ha TO3u TUMN peknama.

. YeTBbpTa pamka — caydkama e Heuwjo, Koemo 6ygu cbnpu4yacmHocm.

Vckam pa kaxka u 3a TpeTtus Tun peknama (cnep ,no3yHra“ u ,,HOBMHaTa“)7. Hewnnata
OCHOBa €, Ye cryykara e noseve OT HoBMHaTa. TS MOXe Ja € CbnpeXxmBsaBaHe, 3aToBa
LMCTUHCKaTa" peknama mps66a ga ce cmpemu ga e cboumue. AKO HeLlo ce Cnyyu, To
Tpsi6Ba ga ce cnyun Ha Te6. JlnuHo. 3aTtoBa TO3M TWUM peklaMy TbPCST CBOS YCMNEX BbB
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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. “lImage” is the name and
the place and the picture — all of this taken together and separately. What | 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 | 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 | 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
consetsquence of this statement is obvious: in this case there can be advertising by word of
mouth”.

| have also noticed that the piece of news is related to repetition. | 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 | 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 faith® 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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dabynnTe, B KOMTO NOTPEGUTENAT € repon. B Hewa, konTto yBnmuat He3abaeHo. Han-
YecTOo ToBa ca peknamu BbB GUIMU (MECHU, KHWTK), U OpraHn3npaHe (a He CNoHcopu-
paHe) Ha n3noXxx6u, KoHUepTH, pecTmeanu, NN BpbuBaHe Ha Harpagu. [Mpn Te3u ycnosus
HAMa Hy>K[a HeLo fa ce npespblua B Aeno (6vno To NO3yHr Unn HOBMHA), paboTaTta Ha
peknamara e HanpaBo ga Ch3gage geaomo’.

TakaBa 61 Tpa6Bano fa 6be CbBpEMEHHATa peknama crnef 6yma Ha ,/II060BHUTE MapKn®
(love mark). Heobxoamma e HsikakBa cnyyka, GpakT, KOUTO Aa Hanpasu xopaTa CbnpuyacT-
HU. U, ecTecTBEHO, B TO3M KOHTEKCT HE NMOBTOPEHUETO Ui HOBMHATA, @ JINYHOTO, YHUKASTHO
cbbuTue e BogeLwo. [la, BCUUYKO TOBa U3rnexga No-CKopo NoxKenarenHo, OTKOIKOTO peanHo
(ocoB6eHo B coPUNCKM KOHTEKCT), HO € 0o6pe Ja ro Mame kato pamka. EgHo Haym.

®dacapara Ha 3Haka. MpexoabT. 1 Taka 00 TO31 MOMEHT Ma NPEexof B peknamara: oT
NO3yHra KbM HOBUHATa 1 BTOPU NPEXOM, KONTO Ce OCbLUECTBSIBA B 06pa3a: OT MMETO KbM
KapTuHara.

L nepavnte HoBuTe punmmn“ e cuneH oépas. Ton obaue e cuneH npes 90-te. B cBos KOH-
TekcT (70-te n 80-Te), TO uma no-ckopo GpoHoBa GYHKLMS U HE € TOIKOBA HEOBUNYAEH,
KakTo 6Mxme ro Bb3npuenu cera. Bonpeku, ye curypHo e 6un 3abensssaH (CBeTely, Haf-
nuc B ueHTbpa Ha Codus, ¢ gobpa BMOAMMOCT), TON Hajanu e 6un Tonkosa eheKTUBEH 1
CbC CUIYpPHOCT HE € yBenuuuia noceliaemocTra Ha HoBuTte ¢unmu. Hewo noseue — ape-
KBaTHOCTTa My CNpsMO KOHTeKcTa oT npeaun 1990 r. o6e3ueHsaBa edekta My (Makap ye
TOBa He ce OTHacs 0o edpeKTMBHOCTTA), U HANPOTUB, HeagekBaTHocTTa npe3 90-Te yBenu-
yaBa HeroBusl edekT (BbNpeKn NbfHaTa nunca Ha eheKTUBHOCT).

To3n o6pa3 HaucTnHa e cuneH npe3 90-Te. KaTto yacT oT egHa cmapa kyamypa, To31 Haf-
nnc CbC 3arybeH KOHTEKCT M3MbkKBa BCe noseye n noseyve. CTeHarta ce onowisa, a Ton
BCE OLUe Npr30BaBa KbM rfiefaHe Ha HoBUTe UMK — efHa ctapa dacana ¢ MHOro OTio-
YXeHO Bpeme B cebe cu. I eTo — owe no-o3agayasall, ctaBa 06pasbT, KOrato Beye He
dYHKUMOHMpPA.

A 3alo He ¢yHKUMOHMpa Ta3u peknama npes 90-te? [dann 3awoTo OT CbBpeMeHHa rne-
[Ha TouKa, TS:

a) He e PpyHKUMOoHMpana H1Kora; unm

6) CMEHEHUAT KOHTEKCT f HeyTpanusupa?

N nBete TBbpOEHMA HE ca NorpelwHn (Mpeau Manko nogkpenux Bapuaxt ,a“). Cera obave
e ce MHTepecyBam MOBeYE OT BTOPOTO — OT N34e3BaHETO Ha OKoJsiHaTa cpeaa, oT TOBa,
ye ,[nepavte HoBUTE PUIMK® € HAIKUBANO CBOETO BPEME 1 MPOCTPaHCTBO. M B TO31 HOB
XPOHOTON NPU3MBLT € Camo criega 1 MPOCTO NCTOPUS. TOBa HOBO CbCTOSIHVE MPOMEHS U
HalLeTo OTHOLLUEHME — HIE e HabogaBame obpasa KaTo My3eeH eKCNoHaT U Mo-CKOpo
KaTo ,M3KyCTBO®, OTKOMIKOTO Kato peknama. Moxe 6u ucmuHckama cuia Ha mosu obpas ce
nosBsaBa caeg cmbpmma Ha He2oBusi okoneH cBam. Cera Beue Ton € nHGOPMaTUBEH, 3aLL0TO
Ce e NpeBbpHan B OYEBUOHO M HATPAnNBaLLO Ce 3HaHne 3a OTMUHanuTe o6pasu.

Ho Heka nornegHem He nNpocTo ¢aKTa, ye Tonm € HaPKnBAn BpemeTo Cu, a aa suanm cama-
Ta cuTyaums, Ye Ton € 3aHemMapeH o6pas. Ye BCbLUHOCT TON e u3ocmaleH om HIKO20 U
TOBa € Hal-BakHaTa My xapaktepuctika. 10 roauHM ToM CbLLECTBYBa KaTo MbpTbB 06pa3
B ,HOBUS"“ rpafl, HO MO-Ba)XHOTO €, Ye HUKOW HE ro Maxa, HUKOW He ro 06HOBSsIBa. Tasu
CMbPT, KAKTO BCEKM HenorpebaH Tpymn, € MHOro3HayHa — TS Ma CMMBOJIHA 1 HOCTanrmyHa
CTOMHOCT. Ts Noka3ea, Ye HamMa NpoMsiHa, a Ma Npexo KbM NpoMsiHa (eAHO MHOrO 6aBHO
1 NOCTENEHHO ABWXKEHME). Ta Nokasea, Ye CTapusT o6pa3s Ha rpaja Lie U3ye3He MbunTesn-
Ho. Ta Noka3Ba, Ye Kpr3aTa € U B TOBa KakBO € HaLIeTO OTHOLUEHNE KbM FPafcKuTe obpa-
31 OT MUHANOTO: Te namemHuyu UAU 60KAyyu mpsibBa ga 6bgam... BMecTo cb3HaTenHo
peLleHne, H1e ce oTka3Bame OT Hero 1 ro ocTaBsiMe B PbLIETE HA BPEMETO (1MMa MHOXE -
CTBO TakuBa crpagu B ueHTbpa Ha Codus, umsTo cbaba € NpefocTaBeHa Ha BPEMETO, Ha
6aBHaTa pa3pyxa). ToBa HakpaTko 03HauaBa, Ye HUe He MOXEM [a B3EMEM PELLEHNE.
To3u cnyyar MHOro TOYHO MOXXKE fa 6bfe onvcaH ¢ gymara ,,camoTek”.
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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 well’. 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 | call the paradox of the news: it is simultaneously related both to the new and to
what is repeated.

Note: | 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.

| would like to also refer to the third type of advertising (after the slogan and the piece of
news)®. 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®.

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 facade 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 fagade 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 |
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? | would put it in this way — the common ground is in the image of
the 1990s, the old fagade. | mean the old fagade of the building. Why the faHade of the
building | 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 | will call this hidden
image, this unchanged background, the facade of the sign.

Substitutes. What | would like to present here is a theoretical experiment'®. 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 fagade. | will use the function
of substitution and | 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 | offer
— it presents the image as different and thus it becomes the same even more. | 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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[a, BCcuuko ToBa e 6aHasiHo 1 TO CUTYPHO He e HOBMHA 3a unTaTtenute. HoBuHata moxke
fa e rno-cKopo B ,MPOAb/HKEHNETO" Ha Ta3n peknama. Korato Ha HeNnHoO MSICTO ce NosaBS-
Ba OCBeTeHara, uBeTHa peknama Ha Chupa Chups, cskaw uctopusta npekbcaa. Tesun
[ABa o6pasa (Ha oBeTe pekiamm) ca Taka HECbBMECTUMMU, a CbLUEBPEMEHHO Ca TONKoBa
651130 eAUH A0 APYr BbB BPEMETO (CamMO B paMKWTE Ha HAKOJIKO CEAMMLIM eqHaTa pekna-
Ma e 3amecTuna gpyrara). 1 moxxe 61 Hal-CTPaHHOTO e, Ye B KparHa CMeTKa HoBata
peknama, BbNpeKky pasnuyHus CBAT, KOUTO NPEeACcTass, nMa Hewo o6Lio C OTAaBHa norpe-
6aHua no3yHr. O6womo e 8 cbBmecmHuam o6pas.

Koin e To3u 0o6pa3s, kos e obLiata OCHOBa Ha ABETE peKnamu, Koe e TaxHarta nognokka?
Bux ka3an Taka — 06W0TO e B 06pa3a Ha 90-Te: cmapama ¢acaga. CtaBa gyma 3a camara
¢dacapa Ha crpapgaTta. 3aloTo crpagara, 3a KosaTo rosops (Ha 6yn. ,[eoprn Jumutpos®/
~Mapus Jlynsa“) Taka n He e namasaHa, a e NpocTo 6osaucana. M 3an (nyu no-ckopo
npen) 6osiTa N3NbKBa ApyrusT ob6pas — To3K Ha ymoparta 1 Hernopabp)xaHoctTa. O6pasbT
Ha 3ama3zaHaTa, onoLeHa Masusika.

W Taka, Ha npbB nornen egHarta peknama 3amecTsa gpyraTa, HO ako Masko ce Briefave
e 3abenexxum, 4e u aBete u3nonseart eguH u ceuwu ¢oH. LLlom ctaBa ayma 3a GoH, Heka
Karka Hello 1 3a ToBa, KOEeTO ,He Ce B/Kaa“: TOBa, KOETO He Ce BWKAa HAMa cMuchA. Ho
uma 3HaveHue. imeHHo ToBa € poHbT. U Wwe Hapeka To31 CKpUT 06pas, TO3U HENMPOMEHEH
$OH — pacagama Ha 3Haka.

3amecTutenu. ToBa, KOETO 1CKaM [a NPeACTaBs TYK € eavH TEOPETUYEH eKCNePUMEHT .
Llenta my e ga pa3bepem rnoeeue 3a Te3n Age peknamu. [la pa3bepem kakBu ca TEXHUTE
rpaHuum. [Jo Kbae cTuraT 1 Nno KakeBo ce pasnuyasar, Bbnpekn obwara ¢acana. e nsnon-
3Bam PyHKUMATA ,3aMeCTBaHe" 1 Lie NPOMEHSM BbOGPaXKaeMo HAKOW YacTu OT KapTuHKarta
unu Hagnuca. ,HoBocb3gapeHarta“ peknama e 6bae HELO KaTo KOPEKTUB, KaTo TouKa Ha
OTTNIacKBaHe 1 Ype3 Hes Hue Lie pa3bepem rnoeeve 3a ,opuriuHana‘“. 3amectTBaHeTo e
MOXXE 61 Har-CUnHaTa 1 CKy4YHa 4acT OT OMMCaHNETO, KOETO npepsiaram — TO NpeacTaBs
obpasa pasAuyeH 1 Taka TOM cTaBa BCe noBeue cbwus. Ickax ga oTkpus TaBronorusta B
o6pasa. MacToTo, OT KOETO TOW 3anoysa [a ce NoBTaps HEMPEKbCHATO, egHO06PAa3HO.

KapTtuHkarta. Kaksa 61 6una pasnvkara, ako:

[MppBo 3amecmBaHe: ...,Inepante HoBute GunM“ e HanncaHo pbkonucHo? U He e Hacoue-
HO Harope?

3ary6Ba ce CTporoctra 1 yHMBepcanHocTTa Ha o6pasa, BMECTO TOBa My CE Nnpunncea
WHOMBYAYANHO 3HAYEHNE — KaTo YOBELLKA, a HE MHCTUTYLMOHanHa npenopbka. B Hero 6u
1UMano Hewo No-GprBOSHO U LLErOBUTO, OCOBGEHO ako ce yeTe cbBMecTHO ¢ ,JJO Bbvarap-
cka KnuHematorpadus, 'Y KuHedukauus®. AKO HAANMCHLT HE e HACOYeH Harope, NMpoMsiHa-
Ta 61 6una masnka, Ho Lie ce 3arybu Jo6pOTO CbOTBETCTBUE MEXOY HACOYEHOCTTa U Mpo-
rpeca. Bce nak ToBa nocnegHOTO OcTaBa CMopHO HaboaeHne.

Bmopo 3amecmBare: ...,Chupa Chups — Han-npopasaHuTte 6a13anky B cBeta“ € B CTpor
HecepudeH WpndT, yCTpEeMeEH Harope?

OTHOBO NpomMsiHATa B HAaK/IOHa Ha Hagnuca LWe e mMmanka npoMsiHa (4opuv no-masnka ot cry-
yas B NPEanIHOTO 3aMecTBaHe), HO WpndTbT 61 ,oToaneynn” geTckara Lenesa rpyna.
Bbnpekn ye ToBa € 0606LLaBaLLO TBbPAEHNE, CTPOroCcTTa € U3NMHa — BCe Nnak ctaBa
Oyma 3a 6nm3anky 1 ToBa CbC CUIYPHOCT € Hal-BaXKHOTO 3a NPOM3BOAUTENS.

Tpemo 3amecmBane: ... peknamara oT 70-Te € C APKU XXbJTU N YePBEHN KPbroBe nnn
ugeta? C gpyrm pymmn — na go6asum HoBuMS ,pOH“ OKONo cTapust Hagnuc. Toea npes 70-Te
n 80-Te 61 6UNO KMY. Hapann aobp>kaBHa MHCTUTYLMS (MbK 6una 7a n ,KuHedbukauna®) 6u
ce aHraupana ¢ noao6eH o6pas'’.

YemBbpmo 3amecmBaHe: A Kak 61xa CTOsiNM Han-npogaBaHuTe 6IM3anku B CBeTa camo B
CUHbBO 1 650, MNIOC NO-cTpora nogpenba n nectenuea komnosuuma? T.e. — aa go6asum
crapus ,,poH" OKONo HoBWSA Hagnuc. by cToano Moxe 61 NO-CTUHO, HO TOBA LUE € o4e-
BUAOHO pa3MUHaBaHe C LBETHOCTTa Ha 6nu3ankarta.
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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 image'".

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 | 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 19787 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. | 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). | 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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Hapnucbt. CbLwioTo (M AOpM NO-ACHO) LWe 6bAe 3aMecTBaHETO MpuW TeKcToBara 4YacT oT
o6pasza. Tl KaTo Cb3HaBaM, Ye TyK HE € MACTO 3a NoJO06HO Abro N36posiBaHe, Le ce
orpaHnya 6e3 KOMeHTap camo C Hau-NIeCHUTE NpUMepK, 3a Aa MOXXe UnTaTensaTt cam ga
ce opueHTupa.

KakBa 61 6una pasnukara, ako:

[MepBo 3amecmBaHe: ,[mepanTte Han-rnegaHnTe dbunmMn“ Bb3MOXXHO N € TO3U CBETANHEH
Hagnuc ga ce nosisu Ha 6yn. ,,lfeopru Jumutpos“ Ne 13 (61130 po nnowap ,JIeHnH") npes
1978 roguHa? 1 He3aBMCKMMO OT OTroBopa — 3awo?

Bmopo 3amecmBane: ,Kynysante HoBuTe 6nmn3anku...“ Ho 6e3 ga nma ynomeHara KakaTo
1 Oa e Tbproecka mapka. Moxxe nv yTpe fa ce nosisu ToBa kbaeTo u ga e B Copus?
Tpemo 3amecmBane: MNMpocTo ,[mepante dunmn®. Nnn aHanormyHoTo yemBbpmo 3ame-
cmBaHe: ,Chupa Chups — 6nnsankn“. Kakea wwe 6bae pasnukara ¢ AencTBUTENHNUTE
peknamun?

Mma 1 HAKONKO no-Henenu 3aMecTBaHus, HO Te CbLUO ca NIoBOMUTHM.

lMemo 3amecmBaHe: ,20th Century Fox — lmepante HoBuTe dunmn®. FopmHaTa, NpMMepHo,
e 1972, Codusa. nn cbotBeTHOTO wecmo 3amecmBare: ,Bvnrapckurte ,bnnsan® — Han-
npopasaHuTe 6nu3anku B ceeta’, 2002, Codus. MNeToTo 3BYUN ,maeonornyeckn” abeypa-
HO, a LeCTOTO — GpaKTONOrMYECKHN.

A KakBO 61 CTaHano B TO3W cnyyan — cegmo 3amecmBaHe: ,[nenante HOBUTE GbNrapcku
dunvn® (vnn ,Inepante 6unrapcky Gunmn®). Kakto n B aHanornyHusa cnyyam — ocmMo
3amecmBane: ,Chupa Chups ca Han-npogaBaHuTe 6nm3anku B cBeTa“. B Te3n nocnegHu
[Ba nprmMepa OTINKNTE BeYe ca MUHUMANHN (me3u npumMepu ca Bb3MOXHU), HO UMEHHO B
TAX MOXXE Han-go6pe [a Cce BUAM KakBu ca rpaHnLmMTE, XXaHpOBETE 1 AOMNYCTUMOCTTa Ha
[BETE peKnamu.

Bsanmopenctenero-koH}NUKT: B CbOTBETCTBME C rOpHUTE 3aMecTBaHus, eTo nocneg-
HUTE HAKOJIKO TBbPAEHNS, KOUTO Ce HaTpansar KaTto N3BOAM U KOUTO OTHOBO NpeacTaBaT
BU B3anMOOeNCTBMe, Makap 1 OCHOBAHO Ha KOHMNKT.

1. Bnnsankara cpewy ¢punmute. VI gBeTte ca 068bp3aHM CbC CBO6OAHOTO BpEME 1 YAO-
BoncTeuerto.  geete He ca yak TOKOBa TUMNWYHM 32 CbOTBETHOTO BpPEMeE, 3a Aa rv npeg-
CTaBsIM KaTo fICEH MapKmpall, 6ener, HO MbK MMa HeLo HaNCTUHA 3a6eNeXXUTeNHo B Tasun
npomsHa. He ka3sam ANpPeKTHO, Ye BpemMeTo Ha puAMMUTE Ce € CMEHMI0 C ToBa Ha 6u-
3ankute. Ho KMHOTO cera (BCe oLle) He ce peknamupa ¢ NOCTOSAHHW HaAnNUCK No crpaaun-
Te. HiTo nbk 6nusanknTe ca 3aemanv Nnpegu Lenun KankaHu...

2. MpopyKTbT cpelly kateropuATa. B nbpeus cnyyan ce peknamupa kareropus (bunmu),
BbB BTOpYUs — NpodykT (Chupa Chups). Mucns, ye ToBa € He camo CUMMTOMATUYHO, HO 1
TUMANYHO.

3. XBanb6ara cpeluy npusunsa. Bonpeku usnara ycnoBHOCT 1 ABaTta 06pasa GyHKLMOHN-
pat KaTo pekniamu, HoO CMUCNOBO (XKaHPOBO), MbPBUAT € NPu3uB, BTOPUAT — xBanba.

4. 3awo cpewy 3awo. [Tbpbu cayyau: A 3awo ga rnegam Hosute unmu?“. OTroBopbT
Ha TOo3u Bbrpoc ce cbabpxa 8 umemo (0O Bvnrapcka kuHematorpadus, 'Y KuHeduka-
uus). 3apaam ToBa''. BeblyHOCT HAMA OpYrn oCHOBaHMA OCBEH MMETO N ecTecTBeHara
(MporpecucTka uni MoaHa) TeHAEHLMS, KOATO NPeAnocTaBs ,HOBOTO KaTo LieHHO" ',
Bmopu cayyad: A 3awo Chupa Chups?“. 3awoTo ca Hau-npogaBaHume; nnuv, nHave Kasa-
Ho — kynyesam Chupa Chups, 3alloTo ce kynysaT. OTrOBOPbT € AICEH U n3Ka3aH.

[lokaTto B NbpBUsa cryyan ,3awo“-To onMTea Aa paskpue nosyHra, To BbB BTOPUSA clyyan
,3aL0“-TO e HanpaBO CbCTaBHAa YacT OT peknamara.

MocnepHn 6enexkn: Hakpas uckam faa nocoua olle efHa pasnunka Mexxay ABeTe pekna -
MW, n3BegeHa OT ,3amecTBaHeTo". Pasnmkara e no OTHOLEHNE Ha 6baeLueTo.

1. [O Bvaeapcka kuHemamoepagus, Y Kunepukayusa — Megatime HoBume ¢purmu.

Tasun peknama uma xenaHue BuHagu ga 6bge akmyaiHa. AKO BUHArn CBeTu 1 BUHaru e
[06pe nopabpXKaHa, Ta BUHaru Lie 6bae ,BsapHa“.
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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 why'2. In fact, there are no other reasons except the name and the natural
(progressive or fashionable) tendency implying that what is new is valuable'. Case two:
“And why Chupa Chups?”. Because they are the best-selling; or in other words, | 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, | 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.

This 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 fype 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 case'®. 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 shabby'®.

Part Il
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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HenpensnaeHoTo B crnyyas e, e Korato ce CMEHUN KOHTeKCTa, akmyaaHocmma npemuHata
8 apxuB. MoHe po 2000 r. Cnep ToBa Ta3n peknama NpocTo U3yesBa, apxmebT uaraps. Mpu
TOBa HE3a6eneXxMMo U HSKakK ecTecTBeHO. Helo noseue, Ta3n peknama Haganm Hakora
OTHOBO LWe ce noasu. [la, BcAka peknama paHo uimM KbCHO 134yesBa, B cnyvas obave a3
MMaMm ycellaHeTo, Ye e U3ryGeH uan eamH TUn peknama, Usan eauH o6pas Ha 2paga...

2. Hali-npogaBaHume 6au3anku 8 c6ema — Chupa Chups.

Tasn peknama nma xenaHue BuHary ga 6bae akryanHa. AKO BMHArn € oCBeTeHa 1 BuHaru
€ no6pe noaabpykaHa, Ta BuHarum we 6bae ,BapHa“.

HenpeneuaeHo kato ue nu B cnyyas Hama'®. B Hes uma TBbpAeHne — CUrypHO TBbpAeHue,
KOETO CbC CBOETO MOCTOSIHHO MPUCHLCTBME TaM, CAKaLl ro noTebpxxgasa. Ho tasu pekna-
Ma e obpeyeHa He OT N3Ye3BaHETO Ha KOHTEKCTA (KakTo B NPeaxogHus cnydvan), a ot
NPUCBHCTBMETO MY — OT KOHKYPeHUMsATa 1 OT HEOGXOAUMOCTTA BMHArM Aa UMa HELLO HOBO.
Jpyr e BbNpOCHT, Ye BCAKa peknama, KosTo ce NpeBbpHE BbB (OH, 3anoysa fa He Bb3-
BpblLA BNOXEHMTE B HesA napu. Toea ,HOBO" MsCTO (Ha 6yn. ,Mapus INyusa“, po Ne 13)
cnep CbOTBETHUTE MPOMEHN OKOJMO HEr0 MOMEHTASTHO CTaHa no-pOHOBO, OCOBEHO C Hey-
rnegHvs rapak npeg Hero u oniolleHara cteHa.

Ekckypc — ppyrute o6pasmn Ha Codus

Mma mHoro gpyru nio6onuTtHM 06pasn Ha rpaga — ako ce ABMWKNUTE KbM JTbBOB MOCT No
6yn. ,Mapus-Nyusa“, cnep KpbCTOBULLETO ¢ yA. ,Ek3apx Mocud® (no Xanute), oTnsso
BbPXy MOKpMBA Ha Crpagute 1Ma Brevyatnssallo CbOPbXXeHWe, KOeTo npeacTasnsasa orpo-
MeH cBeTodap. CeeTodapbT MMa 069CHEHNA KAKBO O3HauaBa BCEKM OT curHanurte. SBHO
npean e pa6oTtus.

nn nbk gpyr o6pas — Ha nn. ,fapnbanam” Beue HAKONKO roQvHU Npu KONoHWUTE (Hag
CeBepon3TOYHNSA TPOTOap), OT camara crpaga ubdTu 1 pacte egHa puaaHka (Hanocnegbk
cTaHa AbpBo). To3n PpeHOMeH He e 3a NoALeHsABaHe — Ha MHOro MecTa B rpaga npupoga-
Ta ce e HacTaHuna no crpaguTe UM NAoYKMTE Nnog popmarta Ha Mbx, TPEBU UK AbpBeTa.
Bcuuku Te3n o6pasu cbuetaBat CTapoTo M HOBOTO 3aegHo. EgHa cmapoHoBa Cogus,
KOSITO eHOBPEMEHHO [0MyCKa Hail-MOEpPHOTO B CbCEACTBO C OBEXTSNOTO .

Il vacm
HauanHu 6enexxkn Bbpxy reorpadusita Ha peknamvara

Tasn BTOpa NcTopus Ha o6pasa Le Ce HacouM KbM PasnnyHUTE TUMOBE BLHLUHW PeKnamu
(kankaHu, Nn3n, pakeTu, Tapabu 1 Op.) Kato uenta e Aaa ce cb3nane 06w HayaeH noareg
BbpXy reorpadusrta Ha peknamarta B Copus. A3 pasrnexgam ToBa NpoyysaHe MMEHHO
KaTo OCHOBa, BbpXY KOSITO MOXXE [ia Ce HapucyBa efiHa KapTa Ha HeBpanrmyHuTe BU3yarn-
Hn mecTa B Codus. Heka ToBa, Ye NpoyyBaHETO € CaMO B HauasneH eTar, Aa He 3By4u
KaTo onpaBpgaHue, a kaTo npegynpexxaeHue.

XapakTepHOTO (M 6aHaNHOTO) NPU BbHLHUTE pPeKnamu e, Ye Te He ca paBHOMEPHO npeg-
CTaBeHu B rpagckara cpefa. BeblHOCT MMEHHO KBapTanbT onpenens Tuna BbHLLHA
peknama u Jopu MOXKe [a Ce Kaxe, Ye camuTe parioHy ce pasnuyasar v nepapxusupar
VMEHHO MO TsXHaTa obLia peknamMHa cpefa u ¢ BpeMeTo NpuaobusaT MECMeEH PEKAaMEH
OOAUK.

OnnTBarkn ce oa Hanpass HavanHa cxema Ha peknamute B Codus, a3 ce HaTbKHaX Ha
MHOro egHOTUNHN clyvyan — HAKOW n3rnexxgat KOMU4HO, Opyrn narnexxpat npocTto eBTUHO,
TPeTn ca npeTeHUMo3Hu. ickax oa cuctematnanpam peknammute no permoHn (Mmax u
npenBapuTesiHa Xnnotesa 3a ToBa Kbe KakbB TUM Pekiamy MOXeM Aa cpelHem)... Ho
TOBa M3creaBaHe ce okasa MHOro Mo-CIOXHO, OTKOSIKOTO npegnonarax. Ml To He CnoXkHo
npu cbbupaHe Ha maTtepuana (KONTo Mo)Xe Aa 6bAe HancTHa OrpoOMeH), a Npu HeroBOTO
o6sicHeHue. Bce nak Ta3n HauanHa cxema MoXke aa 6bae nonesHa.
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| approach this study as the foundations on which a map of the visually sensitive places in
Sofia can be drawn. | 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, | 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. | 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 |
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 | include several advertising “terms” together with their defini-
tions because | 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 fagcades 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 | 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. Third 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 | will try to
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Pa6oTteH peuHukK. Tyk npennaram HAKOU OT pekniaMHUTe ,TEPMUHU" 3aeHO C TEXHUTE
onpepeneHns, 3awoTo XenaHNeTo M1 € Aa ce NpUabp)XaM KbM HKakBa SiCHa TUMOsorus.
lMusu — ToBa ca ocBeTeHu 6un6opamn (4/3 meTpa) B rpafacka cpeaa; Bx. Hanpumep ,,Opnos
mocT“ u ,,Llapurpaacko woce*.

Pakemu — ToBa ca ,,6unéopanTe” 3a NeLexoaumn — BbTPELHO OCBETEHN PeknamHn KyTum
Nno TPOTOapW UKW NELeXonHN 30HM Ha HMBOTO Ha YoBeLwKu pbeT (1,2/1,8 meTpa); BX.
Hanpumep 6yn. ,Butowa“.

BbHwHa pexknama mun ,,eBponrakam® — HeocBeTeHn 6unéopan (5/2,4 metpa) ¢ xapTueH
HOCUTES, MOHTMPaHU Ha pacagmTe Ha XXUNULWHK Crpaan; BX. Hanpumep yn. ,[pad UrHa-
TmeB" n yn. ,PakoBckn” (npeceukarta c ,l'ypko®).

KankaHu — peknamu, KoMTo ca HapuCyBaHu OMPEKTHO BbpXy dacaau; BXX. Han-Beye B KOM-
nnekcute — JlionuH®“ n ,Mnagoct*.

Tapabu — OrpOMHU, XapTUEHN peKamMmn, KOUTO Ce NENAT BbPXy Orpaan Ha CTPOEXW; BX.
»,CTOuHa rapa“ n BCSIKaksy MO-rofIiEMN OrpaXkaeHus.

TpaHcnapaHmu — BUCALW MNATHEHU peKnamu, 0O6MKHOBEHO Ha BbXKEHLa Unn Ha Ten;
MOXKELU fa MM BUaML Ha BCSKO MO-TONSIMO KPbCTOBULLE, Hanpumep Ha ,lleTTe kboweTta“.
TabeAu — OBVKHOBEHW Tabesky; Han-Beye No TbProBCKWUTE U MO-Manku ynuuu.

... U gpyau — BCUYKN OCTaHanun 6e3nnatHn KapTuikmn, CTUKepu, nnakatu, abuwn, pekna -
MHU rpadunTn, HAONUCHY, LWAGIOHN; Te HAMAT ONpeaenieHn MecTa N O6UKHOBEHO CE BMbK-
BaT MEeXAy OpyrnTe peknamu, KOeTo € OT CbLEeCTBEHO 3HaJYeHne 3a o6pasa Ha rpaja.

O6wa kapta. ETo Taka nsrnexxga cnopep, meH Codus cnep HSIKONKO 0O6MKONKU:

A. LleHmbp, nnn NbpBU pagmyc — Ha OKOMO 2-3 KM OT NlaproTo (cesep — 0o KaHana Ha
,CTOUHa rapa“, tor — oo ctagmoH ,Bacwun Jlesckn®, 3anap — o ,,OnbnueHcka®)

B. Bmopu paguyc — Ton 06xBalia KsaptanuiTe crnep nbpeus paguyc (1or — k. ,/BaH
Basos*®, 3anan — xk ,,Cepamka“ cesepo-3anag — XK ,baHuwopa®, ceBepo-n3ToK — KB.
LXamxn Oumutbp®) o ronemute komnnekcn Mnagoct v JTionvH, a Ha 1or — 10 ropHUs
~J103eHeL". Ha ceBep HewaTta ca no-oco6eHn, TaM TO3U BTOPU paanyc Hanpaso N1CBa...
B. Tpemu paguyc — komnnekcute — JllonuH, Mnagoct, CtyneHTcku rpaa, O6ens, Osua
Kynen, Hagexga...

I. YemBbpmu paguyc — npearpagusaTa Ha rpaga, npean n cnen OKoNOBPbCTHOTO, a Ha
ceBep — KB. BeHKoBCKN.

MHoro no-tTouHo 61 610 eaHO onucaHne, KOETo He e TONKOBa reOMETPUYHO (BbNPEKM ye
e onuTam aa nokaka OTHOCUTENIHOCTTa Ha Tasun ,FeoMeTpus”), a No-CKOPO TUMOMOMMYHO
(BM3yanHo 61 U3rNEXKAANo KaTo HecuMeTpuyeH nbaen)'®. MiHaue, ocb3HaBalky NeTHUCTUS
XapakTtep Ha Tasu reorpadus, e cu No3BOSsA BbB BCEKN OT paguycute fa BMbKHa Mo
HSIKOJIKO XapaKTepHW NeTHa — NeTHa C pas3nuyHa peknamMHa HaCUTEHOCT.

HauaneH BapuaHT: [MbpBO We Aam HAKONKO O6LM TBbPAEHMS, a NOCNEe LWe MMa HAKOMNKO
KOHKPEeTHN HabnogeHus Bbpxy paguycute Ha Cobus.

1. Kakto u B opyru ronemu rpagoBe, MbTHATE apTeEPUU A0 LeHTbpa NMaT XapakTepUCTUKU-
Te Ha camus LEHTbP, U 06pas3bT MM MOYTU HE 3aBMCK OT CTEMEHTA Ha OTAaneyeHocT
(Hanpumep cTpaHHaTa Mazucmpasa ,Llapurpafcko woce”, KOSTo ctura oo cammnsi LieH-
m™p!?).

2. YIMuHUTE peknamu ca Tam, KbAeTO NpemMmnHaBaT Xxopa, a He KbAEeTOo XUBEST xopaTa
(To31 KOHTPaCT OCOBEHO SICHO NUYM B PAMKUTE Ha BTOPUS pagnyc).

3. BbHWwHAaTa peknamarta e Ha ynuuara — ToBa € NpeauMHO yauyHa kyamypa (VImeHHo
3artoBa Nnpu Hes 1Ma B3aumodencTsre, 3a pasnvka oT Tenesn3noHHarTa unm paguopekna-
Marta, KOUTO ca YUCTO JTbUeHNe 6e3 Bb3MOXKHOCT 3a 06paTHa Bpb3ka).

A.1. OueBMOHO €, Ye LEeHTbPbLT € HACUTEH C NOBeYEe peknamu.
A.2. Peknamute Tam ca »aHpOBO Hal-pa3HO06pasHu, HO oTnnunTeneH 6ener e cBemauHa-
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show the relativity of this “geometry”), but rather typological (visually it would look like an
asymmetrical jigsaw puzzle)'®. Otherwise, realizing the spotted nature of this geography,

| will take the liberty to include in every radius several characteristic spots — spots with dif-
ferent levels of advertisement saturation.

Initial variant: First | 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. | 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. Thus 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 fagades 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 radius'’. 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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ma — Te ca Unu cBeTeLwm NN OCBETEHU. TUNNYHW NPeacTaBuTeNn: N3N N pakeTn; CbLuo —
nnakatu n Taéenm.

A.3. Bcuuku no-ronemu ckaHgaAu ctaBaT NpeaumMHO B TO3U pagnyc.

B.1. B 1031 paguyc nma >XunuwHn ksapTtanu, KbAeTo peknamu noutu auncbam. He ctasa
Ayma 3a 6unéopgy 1 Nu3n (Te No NPaBWo He ce pasnonaraT B XXUINLWHU KOMMeKCH), a
3a nynca Ha KankaHu, peknamu Tvun ,esponnakart”, Tapaéu 1u gopu 3a BUGUMO Mo-Manko
KO/IMYEeCTBO Mnakatu u Taéenu.

B.1. Cnepn ueHTbpa TOBa € BTOPUAT NO HACUTEHOCT paauyc. [MbpBoO — 3apagn apxuTekTy-
parta Ha KOMMieKcuTe (Ha MecTa uma WMpOoKK NpoCcTpaHCTBa), BTOPO — 3apaau uenesara
rpyna (wmosusta 3a no-ronemust 06em 1 no-mnagara uenesa rpyna).

B.2. CtypeHTCKM rpag uma o6pas, KOWTO € CXOO€EH Ha MbpBusa paguyc. Pasnvkarta e B
OTHOCUTENHO MO-TrONSMOTO NPUCHCTBMNE Ha ,HOWHN® (CBETELLM) peknamu, B CpaBHEHUE C
Apyrute npeacTaBuTenu Ha Tpetus paguyc (B).

I.1. Tyk npeo6nagasat Tabenute. bunéopam Hanpaeo NUMCBAT, BCbLHOCT HNE CME OLle B
rpapa, Ho Beye CMe N3BbH Hero.

.2. B nocnegHus paguyc peknamuTe ca no-HoBu B CpaBHEHME CbC CpeaHuTe paguycu Ha
Codus. T.e. nocnegHUsT pagnyc 1 LEHTbLPBLT UMaT cxogHa HoBa ucmopus. ToBa Mu ce
BVKOA UHTEPECHO.

.3. B nocnegHus paguyc nma MHOro noBeye ctapu (M30CTaBeHN) peknamu OT cpegHuTe
pagnycu Ha Codus. Taka 06pasbT Ha nocnenHusa paguyc (BXk. 1 I.2.) ctaBa eanH OT Ham-
WHTEpECHNTE.

B.B.l'. Peknamute B Te3u Tpu pagnyca ca npegumHo HeocBemeHu. VI koraTo HacTbnu
HOLLUTa — XUIULHUAT KOMMIEKC NOTbBa B Mpak. ETo 3aLo TyK nMa BCbLUHOCT CaMo
»AHEBHU peKknaMmn® n QHEBHO B3aMMOOENCTBUE.

B.l. ®acagHnTe peknamn ca Ha MecTa, KbAETO XXUBESIT XOpa, HO NMPEeAUMHO Clef, MbpBYs
(v BTOPUA) paguyc Ha Codus.

B3anmopencTemnero. Han-cunHo ce nposiBsia B3anMOOENCTBUETO MeXay Xopa 1 peknamu
B MbpBUSA panmyc16. Han-uecto B3amMopgemncTBreTo (KONMKOTO M Aa € KOMUYHO) € MeXay
~PakeTn” n xopa — gpackaHe, nucaHe, pucysaHe unu yynexe. lNMoHskora nma gopmn cuctema-
TUYHW, LiefieHacoveHn KoHTpa-kamnaHun. Hanpumep: Hawymanara Mary Jane — ,No
Marihuana® nmawe n ,rpadputHa“ yact (rpaduTtuTe 61xa NPeaMMHO B MbpPBUS paauyc Ha
Coodus), KosaTo MHOro ymMeno 6elle npeBbpHaTa Ha MecTa B npu3suB 3a Aezaau3upaHe Ha
mapuxyaHama. YecTto ce pearupa 1 Ha peknamute Ha Bogka Flirt, Han-Beue B nocoka oronsa-
He nnu ,,ocbxgaHe" Ha cekcyanHocTTa. Peakums npevs3smkea u HoBata ,,BbHLLUHA® Means —
6e3nnatHute kaptuukm (free cards). [Jopy noBeyeTO OT peknamopjarenMTe Beye n3nonssar
VMEHHO npesTa 3a B3aMMOLEeNCTBUE 1 CAKall ouakBaT OT NoTpe6uTens Aa NposiBY aKTyB-
HOCT cnpsmo pekramama. Helwo nosedye, B MOCNEAHO BpeMe 6e3 y4acT!eTo Ha noTpeéuTens
MOHAKOra peknamvara He ce oCbluecTBaBa. Tpadsa Hewo Aa u3abpnall, Aa nogpeauil, aa
n3pexeLl — 1 UMEHHO Ta3un ugpa Ha B3aumogelicmBue cb3fasa camara peknama.

LisnoTto ToBa n36posisaHe uma camo efHa uen. M Toea e, ue cnopen MeH camarta pekna-
Ma ce CTpeMu KbM B3aMMOAENCTBME 1 NOATMKBA KbM TOBa NnoTpebutenute. o Takbs
HauuH Interface Sofia e npooykT u Ha peknamara, HO MMEHHO He KaTo eKpaH, a kaTo B3a-
“MooTHOLEeHne' .

WmenHo 3a makbB mun B3aumogetcmBue 2060ps, a He 3a Bb3MoXxHocmma 3a CoyuaneH
KOHMpPOA Bbpxy obpa3sa Ha Cogus. T.e. B3aMMOOENCTBETO € cnopep npasunara Ha pekna -
mMoparens, a NOTPebuTensaT NMa Bb3MOXXHOCT CaMo Aa NpoBans urpata kato He yyacTsa.
Mnu ga cmeHs HAKOM OT npasunara Kato ce CbrnpoTyBAaBa (YyneHeTo, KbCaHeTo, Apacka-
HEeTO ca Takvsa NpPOMEHN).

A Wwo ce oTHacsa 0o coumanHus KOHTPON Bbpxy obpasa Ha Codus, m.e. gaau umame
Bb3MOXKHOCM ga U36epem Kak (We) useaexxga Hawus epag uAu HanpomuB — gpyeu we u3éu-
pam Bmecmo Hac, To a3 6ux nonutan: Kou cme Hue'®?

Ekckypc — ¢uHanHun Tabenun
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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 — | 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 interrelation'®.

It is precisely this type of interaction that | 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 h1ogw our city (would) look or whether others will choose for us, | would ask “Who
are we?”

Excourse - final plates

Earlier | 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, | would like to doubt it. Has the image of the city really that
changed?

Besides the common image of the old fagade (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 out®... It is the invasion of the plates that is one
of the symptoms of the new Sofia and | 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 facade are (the symbols of) the transition
itself.

Conclusion.
A summary of the main points of the two stories

1. There are two transitions that | 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 | 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™'.
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Mo-Harope Hanucax: ,Bcska peknama paHo nnm KbCHO 1M34e3Ba, B ciiyyas ob6aye a3 nvam
yCelaHeTo, Ye n3yessa Lan eavH Tun peknama, usan eguH obpas Ha rpaga...”

M Tb1 KaTo TOBa € 0UEeBMOHO, NCKaM Aa ce YCbMHS B Hero. [lanu HaucTnHa o6pas3bT Ha
rpaga e TonkoBa NPoOMeHeH?

OcBeH 06WwuAT 06pa3 Ha cmapama ¢acaga (KONTO 0beamHsaBa B eaHO kpas Ha 80-Te ¢
[OHELWHWS OeH), UMa 1 ApYro obLo — TOBa € OLEeNABaHETO 1 BCbLLUHOCT Bb3PaXaaHeTo Ha
ma6berama. BCnUkKn MHCTUTYLMOHANHN peknammn-Hagnucu (Kato 4acT oT peknamuTe Tun
LJTO3YHr“), cera ca ce Npeo6bpHaIM 1 CbLLECTBYBAT KaTO MHOXXECTBO YacmHU 06pasu.
[papgbT € NpeTbnkaH ¢ pa3HOLBETHY, 1 B pa3nuyHn WpndToBeE ykalaTesnHu Tabenu, Te ce
KausaT efHa BbpXy ApYra, 3acTbnBaT Ce, HafpacTBaT ce, cTbpuat *... imeHHo HaxnyBsaHe-
TO Ha TabenuTte e eguH OT cuMNTOMUTE Ha HoBa Codursa 1 oopu cmaTam, Ye ToBa e egHa
OT Har-3Ha4YMMMTE BU3yasiHU NPOMEHU, KOUTO cpeLlame B exxegHeBueTo. Kato ¢puHan
nUcKkam fia kaxka, ye mabeaama u cmapama ¢acaga ca (cumBoaume Ha) camusi npexog.

3aknioueHne.
Hsakown ot 0606wWeHnsATa B ABeTe NCTOpun

1. ma gBa npexopa, Kouto JONOBMX: MbPBUAT € NPEeXoabT B peknamara: om A03yHaa KbM
HoBuHama. BTopusT e npexoabT B 06pasa: om UMemo KbM KapmuHama.

1.1. Peknamara tvn ,o3yHr" BSipBa, Ye cunata ce Cbbp)Ka He B Xxopara, a B JIO3yHra.
1.1.1. Tongma yacT oT peknamuTe Tun ,IO3YHr" ouensaBart u 0o AHEC, HO NIEKO MPOMEHEHU
— kato Taéenun. Te (NOQOGHO Ha NMpeaun) ca No-CKOpPO NEeWeEXogHU 3HauU.

1.2. ToBa, KOETO UCKaM fa CbobLs e, Ye B CbBPEMeHHaTa pekfiama, B peknamara Tun
»HOBMHA" MMa HaxnyBaHe He Ha 06Pa3HOTO, a Ha KAPTUHHOTO.

1.3. Peknamara tvn ,,cu6utne” npeacrom.

2. KpnsaTa B 06pasa e Kpun3a Ha HaLleTo OTHOLLEHME KbM HEro 1 Han-seye — KbM rpag-
CcKuTe 06pasn OT MUHANOTO. Te namMemHuuyu UAU 60kAyuu mpsbBa ga 6bgam?

2.1. MpouecbT, KONTO CbMBLTCTBA Ta3W KpKU3a, MOXKe Aa 6bae MHOro TOYHO NpedafdeH C
eKcrpecuBHaTa ayma ,,camotek .

3. Bcuukm Te3n 06pasu, B KpariHa CMeTKa, CbyeTaBaT CTapoTO 1 HOBOTO €AHOBPEMEHHO.
EnHa cmaporoBa Cogus, KOATO eQHOBPEMEHHO [OMYyCKa Han-MOAEPHOTO B CbCEACTBO C

OBEXTANOTO.

3.1. Tasun ctrapoHoBa Codusa uma gga rnaBHN obpasa — mabeskama u cmapama ¢acaga.

M ToBa ca BCbLHOCT 06pa3uTe Ha npexoaa.

4. leorpaduisita Ha pekamara He e paguanHa (NogYMHeHa Ha paguycuTe, KOUTO CbM orpe-
[enun), Ta e No-CKopo Karo ,Mb3en®. A egHa OT BaXXKHUTE XapakTepuCTMKN Ha nb3ena e, ye
“ma pasMuHaBaHe Mexxgy obpasa u enemeHTUTe, KoMTo ro nsrpaxkgart. B moBa e ugpama.
4.1. YnuyHuTe peknamm ca Tam, KbAeTo npemuHaBam xopa, a He KbAEeTO XXMNBEAT Xopara.
4.2. [bTHUTE apTepun OO LEeHTbPa MMaT PeKaMHUTE XapakTePUCTUKN Ha camusi UEHMBP.
4.3. Peknamute B XXUNULWHWTE KOMMNEKCU ca NpeauMHoO ,gHEBHU pekaamu®,

5. B3anmogencTBreTo e yacT OT camaTta peknama, a notpeébutenute morar ga usbepar
Wnn ga B3aMmMopencTsaT, Uan Aa CMEHAT npasunara (1 Torasa Te He ca Beuye noTpeéute-
nn, a gesmenu).

6. Codus e ,uHTEPDENC” — N KATO EKPaH, N KaTo B3aMMOAENCTBUE. TA € eKpaH, 3aoTo
o6pa3bm e Bracm, HO e B3anMOQencTBue, 3aL0To TO3K TN BNacT mbpcu B3aumogeu -
cmBuemo. Taka BnacTTa cTaea rno-CusiHa, HO 1 ce Oronea.

6.1. paxxgaHCKMAT KOHTPON BbpXy obpasa Ha Codusa e Han-eepoAaTHO mum. U Toa ce
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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 fagade. And these are,
in fact, the images of the transition.

4. The geography of advertising is not radial (subordinated to the radii that | 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 | leave to you.

Notes

1. 1 would like to thank the team of New Moment New Ideas Company (Saatchi & Saatchi), where |
spent two memorable years between July 2002 and June 2004. | 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. | would like to thank in particular the people from
whom | stole professional knowledge and who tried to teach me how to use it — Ida Daniel, Assya
Mineva, Anetta Denovska and Emil Zakhariev. | thank Boryana Zheleva for clarifying some techni
cal details and concepts. | thank everybody else — | am glad that we were together.

In this text | wanted to combine the two fields | work in — advertising and analysis.
As well as to add to this my continuous interest in Sofia.

2. In this presentation | 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 itis 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.

10.1 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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BUXJA OLle BbB Bbrpoca: Kou cme Hue, koumo uckame Baacm u KOHmMPoA Hag o6pa3a’?
A oTroBopa npefocTaBsamM Ha Bac.

Benexxkn

1. Wckam pa 6naropaps Ha ekuna Ha New Moment New Ideas Company (Saatchi & Saatchi), kbgeTo
npekapax ABse Brnevatnssawy roanHn ot tonm 2002 go 1oHM 2004. Tam Hayumx MHOro 3a peknamara,
3a Au3anHa, 3a Bu3yanHara xurmeHa, 3a 6opbarta C KIMeHTuTe, 3a TeXHMYeckara cTpaHa,
3a KyxHsTa Ha peknamara. Ml no-koHKpeTHO nckam ga 6narogaps Ha xopaTta, OT KOUTO OTKpaaHax
npodecrMoHanHoOTO 3HaHNE 1 KOUTO onuTaxa Aa Me Hay4ar kak ga ro nsnonssam — iga daHven,
Acsa MuHeBa, AHeTa [leHoBcka u Emun 3axapues. bnaropaps Ha BopsiHa JKeneBa 3a u3scHsBa-
HETO Ha HAKOMW TEXHNYECKMN AeTannn 1 noHaTns. bnarogaps n Ha BCUYKM ocTaHanu — pagsam ce,
Yye 6Axme 3aegHo.

B TO31 TEKCT nckax aa cbueTas AoBeTe AEHOCTM, C KOUTO Ce 3aHMMaBaMm — peknamara 1 aHanmsa.
KakTo 1 pa no6ass KbM TOBa NPOALIMKUTENHUA MW MHTEpPeC KbM Codus.

2. B ToBa npencTaBsiHe He Ce MHTEpPecyBam Janu peknamara e goépa unm He e goépa. QakT e, ye u
ABeTe peknamu He MoraT Aa 6bJaT HaMepeHN B HAKAKbB KaTanor 3a oTnvyeHn naen. Tosa HULLO
He 03HayaBa, eCTeCTBEHO, 3a TAXHATa CTOMHOCT, HO CbLLO € CUMMTOM.

3. MNpexoabT MOXe Aa € eauH: OT NO3YHr KbM HOBMHA, HO PaMKUTE Ha TO3W NPEeXos
MOXe Aa ca HAKOSKO.

4. 3a cpaBHeHMe — CKaHAVPAaHETO Ha NIO3YHr OT yCTa Ha ycTa 61 61no JocTa eKCLEHTPUYHO
noseneHue.

5. BaxHO e fa ce Kaxe, Ye Ta3n BApa He ce Croaens OT BCUUKW, KOUTO Cb3[asaT peKknamu.

6. Wnu ppyrosye kazaHo: peknamara Tps6Ba Aa MOXe Aa ce nosTaps, 3a Aa CTaHe HOBUHA; Tpsbsa
fa ce NoBTOpU OT xopaTa, 3a Aa 6bae epekTnBHa 1 OCBEH TOBa TPsAGBA NOCTOAHHO Aa ce
npenosTaps HenmHata NPoMsHa, 3a Aa 6bae akTyanHa.

7. KakTo ce Bvxaa, Te3n peknammy Morat 1 CbLLEeCTBYBaT eAHOBPEMEHHO, BbINPEKM Ye MOXe edHa
OT TAX Aa € No-pa3npocTpaHeHa unu TuNM4YHa.

8. B T03M cnyvyan peknamara Hsima Aa e HOBMHa, a Lie € AbN6OKO NpexxmBsaBaHe.

9. 3amecTBaHeTO KaTo aHanUTUYeH MeTof CbM NpeacTasun B ctatmsaTa ,Kakso e nckan aa kaxe
aBTopbT?®, Nybnunkaumsa BbB B. Kyamypa, 25 asryct 2000 r.

10. He moxke pa He Hanpasu BnevaTneHye arpecnBHOCTTA Ha NO3yHra n AMCKPETHOCTTa Ha
kaptuHara B ,[nepgante HosuTe punmmn®. Taka TO3n 06pas Kato LAno e No-Manko 3aab/mKaBall.

11.He, He e TonkoBa necHo fa ce Aaje camo efViH OTroBOp, 3aLLOTO BbMNPOCHT He e eauH: 3allo Aa
rnepgame ¢punmmn? 3awoTo ca Hosu n? 3awoTo ce npegnaratr ot [0 Kunedukaumsa nu? A 3awio
pa rnegame Hosute ¢unmun ot A0 Kunedukauma?... Ho 3a Ta3m urpa Hama MSCTO TyK.

12. ToBa € MHOro UHTEpecHa 6nmM30CT C peknamara Tun ,HOBUHA®, KOSITO € Bb3aurHana B KynT HOBOTO.
ETo ue peknamarta Tmn ,NI03yHr He € ganeye OT Ta3u UOEOoNorus, BbNPekn Ye He cnas3ea HenHus
OCHOBEH 06pa3eH MPUHLMMN — HENPEKbCHATOTO (TPMBUANHO) OGHOBSIBAHE Ha 06pasa, MMnMaXa.

13. TakaBa e nnio3unata Ha HacToALWeTo. Hann MMEHHO HeNnpeaBMAEHOTO HE MOXKe Ja ce NpeaBuan.

14.Moxxe 61 MMeHHO Te3u ABe Hella 3aefHo (HoBaTa peknama u ctapara dacana) cb3gasart
yCeLlaHeTo 3a Kuy...

15.Ho 3a na ce Hanpasy OGP0 TUMOMIOMYHO OMUCAHNE € HEO6XOAMMO MO-AbAr0 U MO-KOMMNETEHTHO
n3cnensaHe. Vimam npensmp ocobeHaTa KOMMETEHTHOCT Ha coumornora.

16. 13BbH OBOMNKATA XOpa-pekamMmu, B3anMoaencTBueTo ¢ o6pasa Ha Codus e BUoMMo npes
NeprvoanYHOTO 1 CUCTEMATUYHO pUCyBaHe Ha rpadpuTi. Tam moraTt Aa ce cpelHar amanosm,
KOHGNMKTM MM YMCTU yKpacu. Toea e HepasaenHa vacT ot Interface Sofia, Ho T4 e n3BbH o6nacTTa
Ha peknamara, C KOATO CbM Ce 3axBaHan. VIHaue ToBa e 04eBUOHO B3aUMOAENCTBUE C obpasunTe
OKONO Hac.

17.Heka npunomHs 1 ToBa, Ye peaom c ,Jto60BHUTE Mapku® (love mark), cbliecTByBa U ngesaTta 3a
speKknamara kato cbouTme“. VimMeHHO Ha Ta3n OCHOBa Ce pakaa 1 ToBa B3anMOAeNCTBuME.

18.M0-TOYHO: KON CMEe H1e, KOUTO HAMame, HO nckame BnacT?

19. Tabenute He ca 3anaseHa Mapka camo Ha NMbpBUS Paanyc, HO CbC CUMYPHOCT Tam MPUCHCTBUETO
UM € HaW-HaCcUTeHO, OCOGEHO MO CTPaHUYHUTE NPECEYKN Ha OCHOBHUTE YNULN.

20. AKO OT ,camoTeK" Ce KOHCTpympa MOHATVE, BeJHara e ce U3passaT 1 NpuYMHUTE 3a nopaxkaaHe
Ha HoBaTa nepapxmsTa, 1 3aHemapsiBaHeTO Ha MUHANoTO, U HEOPUEHTUPAHOCTTa Ha cucTemara,
KaKTO 1 cunara Ha ,TeyeHneTo". Ho ToBa e pa6orta Ha Apyro nscnegsaHe.

214



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 facade) 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 | 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 | 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.

QoTorpacduu: aBTopbLT

Photographs: the author
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Kupun Mpawkos

MocToroBopHN pasmuiieHns Ha MoaepHNCTa

M3muHa rognHa n nonoBmHa oTkak Hanpasux doTorpadunte 3a cepusita cu ,,OTroBopHa
»XmBonuc* n obpasumTe MOAEPHNUCTMYHA LyKpaca® n3 naHenHute panoHn Ha Copus —
HapuuaT 1 ,cnanHute Ha Coduna“ — 3anouHaxa ga nsuvessart. [py onuT ga onpecHs cno-
MEeHa CU 3a Taka BreyaTmianTe Me ryxu CTPaHUYHU CTEHN Ha B6IOKOBE CbC CTapaTenHo
3amasaHu NyKHaTuHW B/MeXxay naHenuTe, NpeBbpHaNy r BbB GUHN PEMNKA Ha KOH-
CTPYKTUBMCTKA abCTpaKTHa XMBOMUC, OBUKHOBEHO Ce CBTbCKBax C TOBAa, Ye Te Beye ca
~nonpaeeHn”. CpeLlax rpo3HN po30BU/NMUMOHEHN/HEBECHO-CUHM KapeTa OT N30/1aunoHHN
mMarepuanu, nenHaT Bbpxy 6naropogHarta NOBbPXHOCT HA ECTECTBEHUTE, MPOBEPEHN OT
MopepHu3mMa naHa... C npummntuBHaTa Cv 1 e0HOBPEMEHHO TOJIKOBA MOAKYNBalla upes3
npocToTarta Cu Nnorvka, Te3n KpbMku, NpeTeHanpawmn ga npaeaT XXmnBoTa 3a 06paboTeHu-
Te CTEHMN MO-A06bLP U NpUBMIEKATENEH, M€ BbpHaxa KbM KOMeHTapute okono ,,OTroBopHa
»KuBonuc*.

BcblwHOCT, onuTbT MU camata 13noXk6a aa roBopu 3a XXMBOMucTa U MecTHUTE 1 npo6re-
MW He fane oopu nonoBuHYaT pes3yntar. YecTto n KPUTUYECKUAT, N 0C06EeHOo XypHanmctum-
YECKMAT MHTEepPEC Npunb3Baxa KbM ,KapTUHUTE" KaTo yoo6eH npumMep 3a paspyxa.
O6LWwoTO ycelaHe 3a XXMBOT B pa3naaall ce rpag CbBCeM 3arfylum Temara 3a HaBakcBa-
He Ha nponycHaTuTe roAMHN Ha KUMsLL, MOAEPHN3bM. [JoKaTo B MouUTe npeacTasn paspy-
XaTta, BCbLHOCT, Ce nposaBaBa MMEeHHO KaTo crieacTene Ha ToO3U Nponyck. Ta nasa — npu
Malab Kbae no-wmpokK OT Cloxoaunara Hy Ypes usnoxéara kpacota — OT U3KPUBEHOTO
pasbupaHe Ha CbBPEMEHHOCTTA, BKOPEHEHO B HEMbAHOTO GbArapcKo (a ToBa 3Hauu un
coduicko) npuemaHe n Ha MopepHocTTa, U Ha MofepHU3ma. I HOBUUKNTE N30MauMOHHN
Kpbrky 13 XKK (CnomHaTe N cu ToBa HaumeHoBaHue?), CTpyBa Mu ce, caMo NOTBbpPXKAa-
BaT TOBa.

Pas6upa ce, paoocTHO € eqHa M3noxba aa NpeanssBmKa NoBeYe UHTeprnpeTaummn, OTKomM-
KOTO camusT aBTOp e CNoco6eH fa Jaje, HoO B Criyyasl Te Ce paskiioHsiBaxa npexkaneHo
MHOro. Kol Tyk e aBTOpbT — CE30HUTE, CNPAaBSLLM Ce C YHUIMTE OCTaHKN Ha cCouuanncTm-
YECKO CTPOUTESNICTBO; HE MO-MaNiko YHUANUTE XUTENN HA KOLMAPHUTE ,KUAULLHU KOMIMeK-
cn“, npegnoynTalm fa Haknensart NoapPbUYHM MaTepuani Bbpxy KNeTKATE C BMECTO fa rn
HanycHar; UM XyOoXKHUKbT, OTCUYaLL, OT Nendaka gonagHany My, HEBUOMMUK 3a OCTaHa-
nute napyeta? lNpegnonaram, Han-BPHO € NOCNEAHOTO — Aa Ka)kem, He CbM 6Un B
CbCTOsIHME Ja MVHa CMOKOWHO Kpaw Taka nonyyunuTe ce naHa. Ypes nsnoxéata ce onu-
TBax [a 06roBops pasnukara Mexay rnefaHe u BuxgaHe, HO Td NoBeve Bb36yxaalle
pa3roBopu 3a XXECTOKOCTTa Ha BPEMETO 1 OKOJIO OHE3W, KOWUTO FfeaaT, HO He BukaaT —
ymMuneHve npeg HeoCcb3HaToTo UM yyactue. BebliHocT, Codus npegnara napagokc,
KONTO ManuuHa 3abensisear — B CTpaHa, KbAeTo MOAEPHU3MBT € NMOCTOSIHHO OTpUYaH,
KbAETO MaKCUMaJIHO KONIMYECTBO 3HaUM coyaT KbM [O-MOAEPHOTO, OrPOMEH 6pon xopa
YKMBEAT B 6/IOKOBE, MIO4 Ha CbLUMS TO3U MOOEPHNU3bM. U Tbil KaTo He3a6ens3BaHeTo Unn
OTpnyaHeTo Ha MoaepHUTe NPOCTpaHCTBa, KOUTO 06I/ITaBaLU, BOAN N OO0 HEMAPJZINBOCT KbM
TSIX, OTTaM U KbM ,HNCKO KauyeCcTBO“ Ha »XMBOTA, CTpafjaluTte ,ko-onepatopu” oéorarssar
Te3n NPOCTPaHCTBA MO CBOEMY, Cb3[aBalky 6UTOBU ,CTEHONUCU® — CBOEO6PA3HUN He-
MOZEPHMN PENSIMKN Ha HEMO3HATOTO 32 TAX.

Mpepnonaram, 61 TpsGBano 4a ce 3apadsam, Ye ,0TrOBOpHATA XMBOMUC OTBEXAA 3af
MOHECNUTE A CTEHW, NPW XopaTa, 3a KOUTO T HaWCTMHA € OTrOBOPHA, HO Ce ornacsasam, Ye
aKo UM 6bie 0BACHEHO, Ue XXMBEAT 32 MOAEPHUCTUYHO MATHO, e HABMSAT ThiKyBaTens.
Mpu QHeLWHNTe HACTPOEHNUS YCreX Mo-CKOPO OUaKBa HAKOA GUpMa, KOSTO Le ce ceTh aa
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Kiril Prashkov

Post-talking Reflections of a Modernist

One and a half years have passed since | 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 | 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 | would have to deal with the fact that they have been
already “repaired”. | 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. | 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?

| guess that the last possibility is the most valid one — let’'s say | was not able to just pass
by these accidentally conceived panels. | 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.

| suppose | should be glad that the “responsible painting” takes us beyond the supporting
walls and among the people for whom it is responsible indeed. However, | suspect that if
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odopmMu BbHLIHATA eTaKHA u3onauus Kato ,,nopTpeT* Ha boropoguua, Hanpumep. B oua-
KBaHETO Ha NOAO6GEH YyXKac npeanoynTam CaMmornopoanInisa ce MOOAEPHU3bM B UNCTUS My
BUA, (HASCHO CbM U C HEraTuBmTe, KOUTO HOCK). HaTtpanumeBo ce HagsBam yCeTbT KbM HEro
[la ce NposiBY NOHE B CNeABaLLoTO NokoneHne. CnoHTaHHaTa My nosisa He € in CUMIITOM
Ha ToBa, Ye NCTOPUYECKN NEPUOAN B pa3BUTNETO Ha BU3yanHOCTTa He MoraTt fa ce npo-
nyckat 6e3HakasaHo? CerawHusAT 6e3pa360opeH NPECKOK B NOCT-MOAEPHN BpeMeHa
[OBeXaa Ha MeCTHa rnoysa [0 HefoHanpaBeHy XM6pUaM — HeWo KaTto CTbKIIEH MOny-
He6ocTbpray ¢ NoKpuB, Harofo6sBall poaorcka Kblua...

OnutBam ce Aa cu OTroBOps Ha BbMpoca A06pe N € UMK 31e N34e3BaHETO Ha NaHesHMTe
MW MOZENN, TacHanM Me KbM ,,0TTOBOpHAaTa »usonmc*. Yncto erouctmyHo, paséupa ce,
cbXansBam 3a CKpPMBaHETO UM 3af pasHu ,MornpaBkKn® 1 n3onaumm — eTo Kak npumepuTe
Ha MOOEepPHN3bM, HaBMSA3bI B XXMBOTA HK, OCTaBaT OTHOBO Camo BbpXxy XapTusi. B ponbs-
HeHWe — He BipBaMm B nonaara oT usonaummTe. Vinu we ce okakat CbC CbMHUTENHO Kave-
CTBO, unu , Tonnodukauma“ Wwe saurHe LieHUTe, Taka Ye xopara BbTPe BCe efHO Lie nna-
Wwar v pyrast... 3a MeH npeguwHUTe CTeHN 6xa egHa OT MankoTO aBTEHTUYHU NPOABU Ha
HernoanpaBeH, BTbKasn ce Cpef Macute MoAepHN3bM. A OT Apyra cTpaHa, kaTto Npuno3Ha-
TN OT MEH KapTWHU, ca 1 BUL BHOC, CPELLY KOWTO CbLUUTE TE3N MACK HACOYEHO CEe M3npa-
BAT. [poBUHLManM3npallaTa Hacoka KbM ,MPaBOCNaBHO-TypUCTUYECKA MOHApXusa“, B
KOSITO ce pasBuBa bvnrapus, nonynapusnpana ce owe noBeye C BAM3aHETO Ha CTpaHarta
B MO-UMpoKaTa pamka Ha EBponenckns cbios, Hanpasu OOpu CTaHanna BbTPELLUHO-TPaHm-
yeH EC-BHOC fa ce pa3srnexpga kaTo BpaxaebeH. Ha coliectByBawms gHec doH moaep-
HOTO C BCUYKUTE MY ,U3MN“ Npoab/KaBa fa octasa ,uy»KOo“ 1, CbOTBETHO, ,BpedHO®.
BpenHo ce okasBa u 0KOTO, KOETO, AOPY Bb3MUTAHO Ha MSICTO, aKO He LieHN 13mnbBalla-
Ta ce C Bce noseye nparmMaTn3bM HauMoHanHa Tpaguums, 6uea pasnosHaTo KaTto ,He
Hawe"“. He e uygHo, Ye Npy HOBaTa pamka OKOJIO CTpaHaTa, OKOTO (Mny npogykumaTa my)
ce (camo)mn3Hacs — B TOBa JIOWO HAMa, CTUra ia e He U3HOC/6ArcTBo, a o6meH. Kak B
Nogo6HN yCnoBusi NOAO6GHO OKO, CMOCOGHO Aa 3a6enexxu MIUMONETHO NOSABUINS ce
MOOEepPHN3bM, VI306U.LO ce nosiBgBa, e ,u,pyra Tema. TA rpaHn4ym c nodesarta un CbUJ,eCTByBa-
HETO Ha camuTe 6/10KOBE, MOHECN ,,0TFOBOPHATA YXMBOMUC", OMPa3HN Ha BCUYKU — U HA
oéuTtaTenu, N Ha HabnoaaTenn, Ho He3aBUCUMO OT TOBa O6UTaBaHM N Ha6NtoaaBaHN —
CbBPEMEHHOCT, E0HOBPEMEHHO TbPCEHA 1 OTpUYaHa, npuraxkgaHa nocTeneHHoO KbM
TyKaUJHI/Iﬂ XXNBOT.

LLlaHCc pa ce ocMUCHST csikall HePbKOTBOPHUTE CbUETaHUs Ha ,0TrTOBOpHATa »XMBOMNUC"
fane TPUTOMHUKBLT Ha PymeH ABpamoB ,KOMyHanHWAT kanutannsbM“*, uumto Kopuum ca
npenpeyYeHn ¢ Tpy OT OCHOBHUTE 3a cepusiTa 61o0koBe. CbC CTPSACKALLOTO CU CbyeTaHne
3arnaBuETO Ha KHUrarta nosioXKUTeNHO € Han-TOYHOTO OBSICHEHVE Ha Buaa CTOMaHCKO ABU-
YKEeHMe Mo HalnTe 3eMu, KaTo NpomMsaHaTa My Ha ,KOMyHanHarta Kyntypa“ gasa ageksateH
OTroBOP 32 MHOXXECTBO fIBfIEHNS HA MECTHaTa CLeHa U 0COGeHO 3a cbabaTta Ha MOAep-
Hu3ma B Bbnrapus. EQHO OT HeNMUENpUATHUTE 3akniovyeHuss Ha ABpamMoB kacae HeoT-
cnaéeaulaTa npes ucrtopuata Ha ctpaHata or OCBOGOXAEHNETO HacaM Hy>Kaa OT BbHLUEH
HaTWUCK 3a NpuemMaHe Ha 6yKBasHO BCSIKO HOBOBbBeAeHMe. MoaepHOCTTa 1 MOQEPHU3MbT
B KpalHa CMeTka HacTbnBaT Npe3 BCUUKM NPEYKM, KOUTO MeCTHaTa Tpaauumsa nagura —
6epnara no-ckopo e, Ye BbB BCE MO-MOAEPHN3MpaHara cTpaHa camoTo ,MOOepHO“ ce npe-
MHauaBa, Mackupa ce, octaBa camo UMeTo My. TBbpauTe My NPUHUMNK Ce pasMmuBat
MUJI03/1MBO, NPaBuUTE My IMHUM O6pacTBaT C HaUMOHANIEH OPHAMEHT.

A B ornekoTeHaTa NocT-MofepHa CUTyauusl, TONKOBa AbprKallla Ha CbXPaHEHUETO Ha UAEH-
TUYHOCT, JOPV BLHLUHWAT MOAEPHN3UPALL, HAaTUCK ce 06bpkBa — U Codurs MoXke Aa nochy-
X1 KaTo unocTpaums Ha Toea. MpadbT U3rnexaa KOMIPOMUCHO — HEMPUMYHO JTbCHAT Ha
MecTa, MO Halbp6eH Ha ApYru, Fpy60 KbprieH Ha TPeTu, MPOCTO pPaspyllUeH Ha YETBbP-
. W oT npbB norneq nuuu, Ye e kKopymnupaH. MNpepa6oTkata NoHe Ha U3rneja My cro-
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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 | 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 | prefer the home-grown modernism in its
pure form (I am well aware of the negatives it brings along). | 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...

| 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 — | 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 | 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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pen ,,eBPOMENCKM CTaHaaPTM® akTMBHO CMpa 3apaaun urpaTta Ha eBponencKy CTaHaapTu.
W ako, KOHLEHTPUPaNKN ce BbpXy Temarta Ha BuayanHus cemuHap, MoXKem Aa ce HaasBsa-
Me, ue ronunTe AeBoViKK, NoaYepTaBalLy KayecTBaTa Ha pasfuyuHy akoxosnu, KOnu U T.H.,
Le 6bAaT Pa3roHeHN HAKOW [1eH B AVH Unn ApYr CMUCHA, TO ,HaLUMoHarnHarta ayXxoBHoCT"
unu yanrata (nog, KoAaTo paséupam He caMo 3BYK), CMUNALLM MOAEPHU3ALMOHHNUTE NpoLie-
CV [0 MUNY BUTOBU KAPTUHKM, C rOfiiMa BEPOSATHOCT LLE Ce OKaKaT MeXayHapoaHO
yTBbpAeHa Herosa Mapka.

Mo>xe pna ce Bb3pasu, pasdupa ce, Ye Nnpexmesasame 1 6xme NpPexxmBanm 6e3 xynoxxe-
CTBEH MOAepHM3bM. LieHaTa, KosTo Ton npegnonara, Tpsa6Ba NOCTOSHHO Aa ce nnaia, a
TS M3rnexxpa Bucoka Ha 6egHus mecteH ¢oH. OcBeH TOBa, AHEC TBbPAUAT My BapuaHT —
Npu BCUYKU NPETEHLMM 3a MNONUTAYECKA KOPEKTHOCT — CTOU HSKaK [OCTa HEKPaCUBO.
LleHaTta Ha HEroBOTO OTCLCTBME, O6aye, € OLle No-BMCOKA. TA € B pa3npoCcTpaHaBaLLms
ce dar, NoBTapALL, Beye N3BECTHU MPUMEPMN Ha 3aTBOPEH NPOBMHLMANM3bM. 3aLioTo
XYAOXXECTBEHVSAT MOAEPHN3bM € HeLlO KaTo CaMOCb3HaHWe Ha coumanHara MOAepHOCT —
1 TOBa Ye ro HaMa, 03HayaBa Ye OTCbCTBA CbLUECTBEH MOMEHT B camaTa MogepHuM3aLuus.
KoeTo 3aTBbpKOaBa o6yaaTa: Taka camo ce nogyepraBa He3HAUMTENHOCTTa Ha MSICTOTO
N HSIKaK nevanHaTa My npenonpeneneHocT.

Benexxka

*  Apamos, PymeH. KomyHaaHusSm kanumaausbm. V13 6bA2apCKomo cmonaHcKo MUHaAo,
T. I, II, lll. LleHTbp 3a nuéepanHu ctpaterun, QoHpjauus ,Boarapcka Hayka u Kyntypa“,
C., 2007.

Bcuuku n306pakeHnsi B TEKCTa ca OT NpoekTa Ha aBTopa ,,OTroBopHa xwsonuc*, 2006 roguHa

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 | 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, lll. Centre for Liberal Strategies / “Bulgarian Science and Culture” Foundation.
Sofia, 2007




Jlbuezap Bospxues / Luchezar Boyadjiev

Sofia Billboard Heaven

Lnkbn ot 19 gurntanHn otnevyarbka,
Bcekun 60/80 cm

To3un uMKbA M306paxeHns nscneasa
BM3yasiHaTta normka Ha paHHus
Heokanutanu3bm. Cb3gasa npeacrasa 3a
Bb3MOXXHO 6bJeLlo pasBuTe Ha
ypbaHucTnyHarta cpega v BusyanHus
NHTepdpenc Ha eanH HeokanuTanMCTUYECKn
rpag — kakeato e Codus.
HeokanutannsmbT e BuA O6LEeCTBO,
Npom3na3no oT KbCcHaTa, ToTannTapHa
BEPCUS Ha coumann3ma BbB BapuaHTta My,
pasnpocTpaHeH 13 N3TOYHO-eBPOMNENCKNTE
AbpXKaBU Ha HAKOrallHWs CbBETCKN BGNOK.
HerosusiT ,Hanpenbk“ ce xapaktepusupa
C Npouec Ha npepasnpegeneHne

Ha o6LuecTBeHn 6nara n ,Hopmanmsaumsa“
nop HaTncka Ha EBponenckus cbios.

B npuHagnexxawuTe My rpagose
pa3BuUTUETO € 6enas3aHo ¢ 6YpHO
3aB3emaHe Ha ObLIecTBeHUTE
NPOCTPaHCTBA OT YaCTHU MHTEPECU.

CmecBanku MaTepuanHoToO O6KpbXEeHNe
C KOHTEKCTa Ha peknamara, [OBeAoX
CnoMeHaTuTe NpoLecy Ao NOrnYHUS UM
BM3yarieH 3aBbpLLEK.
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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 | have taken
these processes to their logical visual
conclusion.
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Hepko ConakoB / Nedko Solakov

He6eto Hap MycareHuua / The Sky over Musagenitsa
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In Musagenitsa where | live even the sky is beautifull
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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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Mapusa BacuneBa

Coduinckn nbBoBe!

Mma rpapoBe, KONTO 3By4yaTt Kato efHa HoTa. [pagoBe USaNoCTHM, 3aBbpLUEHN, Mafku 3a
Bb3npuemaHe. Codpus e rpanasa. Ta NO-CKOPO NpUIMYa Ha OHE3V MOAENN Ha YOBELLKO
TANO, HA OHE3W ,XKUBOMUCHU® MYyNaXKnu, NPU KOUTO NPe3 HanpeyvHus pa3pes MoXkel aa
BUAMLI BCUYKM NNacTtoBe Ha opraHmama. B Codusa no cblma HaumH KaTo 3a y4ebHO noma-
rano ca pas3TBOPEHU CNOEBE OT Pa3/INYHN EMNOXU: TPAKUNCKN CTEHN Ce Haa3mkaaT ¢ pumM-
CKU, BU3AHTUINCKA apXx1TeKTypa ce peayBa C MIOCIONIMAHCKa, NamMeTHULIM Ha KOMyHU3Ma
ce npenuear B MyTpO-6apok. Bcuukn Te3n mogenu obave He CTOAT KaTto B My3enHa
eKcrnosnums, a No-CKopo Bb3AENCTBAT KaTo NOLWOo CTonaHncBaHo xpaHunuiwe. Te ca
HEBGPEXXHO HaXBbPJIAHU, KATO Ye NN B HAKaKBa Aocafa OT NPEKOMEPHUS UM U3NULIBLK. U
HME XXUBEEM C yCellaHeTo 3a rpana 6e3 obpas, 3a rpaga ¢ pasnunsHaTa Busus. bonrap-
ckara cronuua gopu Hama ceon cumson. OnuTrTe B TakbB Aa Ce NPeBbpHe cTaTyaTa Ha
ce. Codus? ce npenbear B camarta pearnHocT. 3anusaHarta, 6apoKoBo nuLHa durypa He
npunuya Ha rpaga cu. B nosnareHoTO 11 nuUEe ce oTpassBaT KpacrBu MOMUYETA U Npoce-
WK feua, SpK1 XXbATW TaKCUTa 1 OUYYKaHU >XXbATu TpamBaw, bCKasy KOnu B Hagnpesapa
CbC CTapu nagu, MapkoBmn GYTULM 1 CKanmbleHn C NoapbyHM cpeacTea cepriun. Cpep Tax
CTpaHHaTa ,kaka“ (KakTo xoparta s HapuuyaT) ce u3gura cCamoTHO U Heneno.

B rpapa, KOMTO Npuanya Ha NanaynHKoOBa TOPTA, XopaTa XXUBEST B Pa3fMyHN NiacToBe.
W pagko ce 3acunuat. EQUHCTBEHO XyOOXHMLMTE Ce OnuTBAT Aa obxBaHaT HeroBata Hens-
mepumocT. OT HaKoNKo roguHn Hapexpa JlsixoBa npepnpriema Ha6e3n U3 CblecTByBa-
LMTE, HO HEBMAUMU 32 MHO3MHA CTONUYHU NPOCTpaHcTBa. KaTto nosaura nepaeTo Ha
COBCTBEHOTO HY YYBCTBO 3a CbXPaHEHMWe, TS HU HaBupa B OUNTE HELLA, KOUTO He BMKaa-
Me Unn He CKame ga Bnanm. C anapart B pbka Xy}J,O)KHI/ILIKaTa n3saaun HaM-Hanpep, Ha
nokas 6aéute C LBETHN OgeXan 1 3abpagknm Ha po3u, KOUTO 32 OBMKHOBEHUSI YOBEK
ocTaBaT He3abenexxnMy Cpef, Cepruute Ha nasapa, Ho ca Tam, crpaéunnm 3gpaBo CBOS
nnact ot xuneota. Cera Hapexxpa JlsxoBa HM M3npass 0un B OUM CbC CODUNCKNTE TbBOBE
— OlUe eauH Heycnan KaHaMaar 3a CUMBON Ha rpaga. BbB BpemeTo, Korato 1 B HawuTe
CBETCKN XPOHUKKN Ce NoABU NMOHATNETO ,NapKeTeH J'IbB“, Ha,uemua ce onntBa ga Bungn
OHE3U — UCTUHCKINTE, XXNBUTE, OLIENABALLM B rpafcKarta [JKyHrna MbBOBE, KOUTO BCEKNa-
HEBHO MUWHaBaT Npef B3opa Ha 6pOH30BUTE CU CbbpaTs.
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Maria Vassileva

Sofia Lions'

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 one?® 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 Levski®. 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 logo®. 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 Bridges, 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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O6pasbT Ha NbBa MMa 3HAYMTENTHO MACTO B Cb3HaHMETO Ha Bcekn 6bnrapuH. OT geua
n3pacteame C BHyLUEHMETO, Ye KapTaTta Ha bbnrapua no ¢opma npunauua Ha nbe. EquH oT
Har-roneMmTe HaumoHasnHu repom Hocu umeTo JleBcku. Ha abpyxaBHus rep6 BuHaru e
“mvarno nbe, a cera Te ca gopwu Tpu. JTbB ce Mbapu 1 B CbpLeBMHaTa Ha COPUINCKUS repo.
3non3eaHeTo Ha o6pasa Ha ibBa e NPeCcTKHO, U3passaBa cuia u BNacT, HO U CRYXXK
KaTo Kagem cpeLly ypoku. He cnyyanHo Ton MOXke oa ce BUOW KakTo npep LeHTpanara Ha
MynTurpyn, Taka 1 Ha noroto Ha BIC-2°. EnHoBpemeHHO ¢ ToBa NMbBbLT € BbpXy YHUPOP-
mMara Ha nonuuamTe n BoeHHuTe. B Codua ctatym Ha nbBOBE Ca pasnonoXeHn Ha embne-
MaTWuHM 3a rpaga MecTa: Ha JTbos mMocT?, npen Cbae6Hata nanata, npea MuHucTep-
CTBOTO Ha BbTpELLHNTE paboTtu, npeq 6asunukarta ,,Ce. Codpua“, KbaeTo 6POH30BUAT JTbB
Ha M3BeCTHUA CKynnTop AHApen HYKOMOB e BKAoYeH B NaMeTHrKa Ha He3HanHns BOWH,
BbpPXY 6POH30BUSA WWT Ha ApPYr u3BecTeH MocT B ctonuuara — Opnos MocT, 1 T.H. Moxe
61 3apagn Ta3nm MHOroTUsl B U3MOSI3BAHETO Ha CMBONA, TON B U3BECTHA CTENEH e aesar-
BMparn, 3aryéun e oT CTPaxono4mMTaHWeTo, KOETO N3MTbyBa, HO HE3aBKCKMO OT TOBa €
MOYTU FEHETUYHO CBbP3aH C GbarapuTe.

3arnaBueTo Ha npoekTta Ha Hagexxaa Jlsxosa ,,Cobuinckn nbBoBe” € CronyyuBo XpymBa-
He. 3a BCUUKM COOUSAHLM TOBA CNOBOCbYETAHNE € NPEABaPUTENHO HAaTOBapeHO C MHbOP-
Mauusi, C UICTopus, TO TOBOPY U N3BUKBA B Cb3HAHNETO KOHKPETHM 06pa3un. 3putensT noa-
X0Xaa KbM M3noxkéara c onpepeneHa Harnaca v egsa cnef kato sugm dotorpadpumTe
pas36upa UPOHNYHOCTTAa B Ha3BaHNeTo. XyAoXKHMYKaTa pasunTa Ha Ta3u nposokaums. Ts
urpae CbC CTEPEOTUNINTE Ha OYAKBAHETO 1 YMENO M3MON3Ba LUOKa OT HECNyYBaHETO M.

B npoekTa nmbBbT, TO3U OTKONELWEH COGUNCKN MMTOMHMK, Ce N3non3ea Kato ¢oH (makap
ye durypara My ce nosisaBa camo Ha ABe MecTa B paboTuTe 1, TON MPUCLCTBA B 3HaHUe-
TO HU 3a rpaga), Ha KOTO Ce pasurpasar CbouUTUATa OT AeHs. BpOH30BUAT NTbB € CUHO-
HVYM Ha OH3K, APYrKs MNacT Ha rPafacKoTo, CBbP3aH C TpaguumuaTa, ¢ JOCTONENMeTo n
60raTCcTBOTO, KOUTO IHEC € OTAANEYEH OT PeasHoOCTTa U CNy>Xu NoBeYe 3a CPaBHEHNE 1
HanoMHsIHe, OTKOJSIKOTO KaTo CbBpeMeHeH CUMBOJ. Ha npeaeH nnaH B paboTuTe ca HOBU,
pasnunyHu repon. Fepoun, KOUTO HE HAMUPAT MSCTO BbPXY MOLLEHCKUTE KAPTUYKKU U B Odu-
upanHuTe calToBe, HO ca CTaHasM MHOrO NnoBedye Gener Ha rpaaa, OTKONKOTO NpefcTaBu-
TENHUTE MOHYMEHTN.

B ckyTa Ha 134LWHO 1 ropdo nonerHan kpacus 6POH30B NbB, B NOJo6HA N03a HEBb3MYTU-
MO MoumBa YIn4YHo Kyuye. Ta3u embnemaTtnuHa potorpadusa Ha Hapexpa Jlsxosa TpyaHO
e 6bae pasyeTeHa ako He ce 3HasAT HAKOM Apamun OT COPUNCKOTO exeaHeBmne npes
nocnegHnTe geceTrHa rogumHn. EgHa oT TAX e gpamara ¢ ynuyHuTe necose, KoUTo Bna-




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 discontent®. 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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[EesT rpafa v BCABAT MO YIULMTE My YXKac, yMUNeHue 1 pas3aopu’. B npoekTa Ha xymox-
Huka Kpacumup Tep3aues ,MpadbT Ha KyyeTaTa® (MocT-yp6aHUCTUUHK neinsaxm), 2003 r.6,
upe3 GOTOMOHTaX, KaTo B HaKakBa bankaHcka Bepcus Ha KuHr-KoHr, rpagbT e npesser
oT 6e3nomMHUTE Necose. CbC CBMPENU U3PaXKeHWs 1 NOo3K Te BNaaeaT NofioXKeHNeTo, no-
ronemMm u No-rpo3HK OT NaHeHUTe 610KOBe, Cpef KoUTo Kpauat. MNogxoabT Ha Hagexoa
JlsixoBa e pasnnueH. Ta pa3unTa Ha CbCMeHca, 3akoavpaH B Munarta Ha npbB norneq kap-
TUHKA, 3af YMATO MPUBUAHA XapMOHUS Ce KPUAT CTpax, 6onectn n 6escunuve. JTbebT 1
Ky4eTo ca ce Cnorogunn KaTo B HAKaKBO BOEHHOBPEMEHHO MPUMUPUE, NPUHYAEHN OT
obcTosITeNcTBaTa Aa ChXXUTENCTBAT B KPOTKO NPYMUPEHME.

Hakbpe otnBa Codus? 3agaBame Cu TO31 BbMPOC, N3MNPaBEHN NPeL CloppeanncTnyHa
doTorpadus, Ha KOSTO CbBPEMEHHUN U OTKOMELLHN BO3Ua NPenyckKar B HEBb3MOXXEH
MUKC, @ Haf, TX 6pPOH30BUAT NTbB CTOU KaTO Ye NN B HAKAKBO 3aCTuHano HepoymeHue. Ha
lor OT cbLms To3u JTbBOB MOCT no 6yn. ,Mapus Jlynsa“ ca mmHaBanm n ca 6unn nocpeLua-
HU MOHApPCW 1 NPeCTONOHACNEAHNLM, MPUCTUranu ca Thprosuy’. JHelHuST o6pas Ha
MSCTOTO C HULLO HE HanoMHsa crnasaTa My (Makap 4e 3a Te3n, KOMTO Jo6pe Ce OPUEHTU-
paT B NOCOKUTE, ABMXXEHNETO Ha rNaBHUTE repou € HaBbH, a He HaBbTPe KbM rpaaa).
HannactaBaHeToO Ha MaLINHM 1 HAYMHN 3a NPEeOBMKBaHE B OYEBUAEH XaoC Ce NMpeBpblua
B CMMBOJT Ha rpafa, KOUTo XK1BEe N0 3aKOHWTE Ha pKyHrnaTa, KbOeTo OLensaBaHeTo onpa-
BOAaBa BCSKO AENCTBME.

B pa6oTtute Ha Hapexxpa JlsxoBa rpagbT € cTecHun napamerbpa cu. Ton ce noéupa
mMexay noctepa Ha non-¢$osnk 3se3gara A3nC 1 HaTbnkaHus Tpamsan (NnakatuTe 3a Kyp-
COBE MO aHIMNNCKN He NoJo6psBaT, a BNowasaT NONOXKEHNETO), MEXAY YIIMYHOTO nce u
KOHCKaTa Kapyua, Mexxay Bb3pacTHUTE My3UKaHTW U CaMOTHUS LWAXMaTUCT, MEXZY MbX-
KaTa KoMnaHus u cKkynnTyparta Ha YankbHoB BbB poHTaHa npen HapogHus Teatsbp.
MysunkaHTuTe Ha Hagexxna JlsixoBa ca npegenHo cepunosHu. Jluuara um He npasasar
HMLLO OT O4aKBaHOTO OT ,eHTepTenHepa“, KOUTo ce HagsaBa Aaa nonyyu napu ot MMHyBaudu-
Te. Mima Hakaksa 60pa UPOHUS B MaHUepHaTa xeHcka durypa’®, uonHaTa B HepaGoTewms
¢doHTaH npen HapopHus Teatbp — GOHBLT, HA KOWTO cean ASAO0TO C rbaynkarta. 3agHuTe
YKEHCKM YacTn HanoMHAT popmara Ha My3uKanHUS MHCTPYMEHT, NPerbpHaT ¢ Tonkosa
nio60oB OT Bb3PaCTHUA YOBEK. A LLeBMUMTE NO Biy3arta My KaTto ye v pas3rosapsT C
,HapoaHUs“ TeaTbp (KOMTO BCHLHOCT € nocTpoeH B ctun CeLecroH BbB BreHckusa my
BapuaHT).

[Mpn TONKOBa My3MKanHU UHCTPYMEHTY N TakaBa MeHaXKepusi, CTPaHHO €, Ye HULLO He ce
yyBa. HUTO ckpubyuaHe Ha rbaynka, HATO NPOHM3BALL, Ab/TblI CTOH HA akopAeoH. Huto
KOHCKIM TPOMOT, HATO TbBCKM peB. HNTO Aopu Kyyewko naeHe. [Jopu yxacsaBawwmaT LWym
Ha MOTOpa Ce € N3HECDHI HSAKbAE Oaney, MOBMNYaNKM CbC Ce6e CU 1 OPbHUYEHETO HA TpaMm-
Bas. [lopun roBOpbT € CEKHar, a OpaTopbT € 3aCTUHAN Kato Ye in omarbocaH OT 3f1a cuna.
BbobLue Hewwo ABMXN M ce B TO3U CBAT Ha KaMeHHU ¢urypu? BpemeTo BbpXy YaCOBHMKA
Ha WwaxmaTncra He oTbposBa HUWo. Hapexna JiaxoBa Hapeue cepusita cu, n3obpasssa-
wa ¢urypm Ha »eHu Bbpxy GpoHOBe OT UBeTs, ,JurutanHu HaTiopMopTn®: gurutanHn 3apa-
M HaYMHa Ha 06paboTka Ha $OoHa, HaTIOPMOPTK 3apaan HepeanHocTTa Ha npeéuBaBaHe-
TO Ha Te3W repouHN B OHeLWHWA CBAT. 1 B ceralwuHMTe nnaTtHa xopara npocTo 3aemat
onpenesieHo MSICTO B NMPOCTPaHCTBOTO, MOAo6HO Ha npeameTu. Mpes XVII Bek B XonaHans
TEPMUHBT ,, TUX XXMBOT", N3MUCINEH fa O3HAYaBa HaTIOPMOPTUTE, Ce npunara u KbMm 61To-
BUTE KAPTUHW, B KOUTO MO NPaBuio HULLO He ce cryysa. He ce nn oTHacs Tom CbC Cblua-
Ta cuna 1 3a HaceneHuTe ¢ Yoeeuun kKomno3uumm Ha Hagexxaa Jlsxoea? U kakbB e To3u
»TUX XXMBOT" — 06peYeH 1nm npocTo 6aHaneH?

KomnoauuunTe nsrnexxpar npegHaMepeHu, pexxucrpadn, MaHunyaupanu. ABTopkara
Cb3HaTeNHO UMK He € TbPCUIa TakbB edeKT — Te3U CAYUKM Ce CryuBarT B HaluWs rpag, HoO
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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 arrived®. 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 figure® 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 gadulka'®.
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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N KaTo Ye N N3BbH Hero; Te ca TyK, HO U U3BbH HawWTe NpeacTaBn 3a XunsoTa B rpaga ot
XXI Bek. He cnyyanHo cHUMKWTE ca pasneyaTaHn Ha NaaTHO 1 OMbHaTU Ha Nogpamku.
Taka Te 3anpunuusaTt Ha KapTUHW 1 OLLe BeOHbXX Ce OTCTpaHaBaT OT AeNCTBUTENHOCTTA U
ce po6nwkasat Ao My3es. B Te3n ,kapTuHn“ o6peMeHeHuTe oT MCTopusTa Ha N3KyCTBOTO
AOpW MOrat aa OTKPUST pasfnyHu CTUI0BE — UMNPECUOHMUCTUYHA Pa3TBOPEHOCT Ha LBe-
TOBETE UNW KapasBamKOBCKa ApamMaTUYHOCT Ha KOMMNO3uumsaTa 1 oceeTneHneTo. Taka nnm
nHaue XXMBMTE rPafckn KapTWHU KaTto ye N CTOST No-y6eanTenHo B n3noxbeHaTa 3ana
OTKOJIKOTO B peasiHocTTa.

Kbae Hu npenpawaT o6pasnTe oT cHuMKuTe Ha Hapexxpa Jlsixoa? Moyke nm ToBa fa e
MWHAJIOTO CRef, KaTto HUKOWM He cu ro cnoMHs? Moxke fin Aa e HacTOALLETO Chef Kato He
ro Bwkgame? Moxxe nn ga e 6baeLeTo crnen Kato He ro uckame? Ffopamat nec, Hermokorsne-
6UMO nonerHan B nperpbakara Ha 6pOH30BUS JTbB, XMBEE B 6€3BPEMNETO, CbCTABEHO HE
OT ClyuKn, CbBUTUS U AaTu, a OT HpaBW, XxapakTepu 1 NoBedeHne. 3ByLuUTe Ha akopaeoHa
1 rbaynkaTa ca TyK, HO HEBb3MOXXHOCTTa fia M YUyeM HU OCTaBsi CbC CTPAHHOTO YCELLAHE,
ye He CMe YacT OT TO3u cueHapuin. CnpsnoTo B 0OYaKBaHe BPEME BbpPXY YaCOBHMKA Ha
rpagMHCKMs WaxmaTuCT KaTo ve i He HK 3acsra. ToBa e HeroBoTo BpeMe, a He HalleTo.
HaweTo n3Tnya no gpyru kaHanu, pa3TBOPEHO B APYrY NiacToBe, OBKYCEHO OT pPasnnyHu
MbIHEXWU U NOANPaBEHO C ApYr NOANpaBkuK. 3aToBa 1 MOXXE 61 3a Hac e Han-ao6pe,
Han-3apPaBOCIOBHO M HaM-NecHoO ga npuememM, ye Hapexxaa Oner JiaxoBa HY pa3ka3sa
efHa npukaska. IMeHHO No TO31 HauYnH e MOoXXeM aa ce BbOpbXUM C TbprneHne 1 aa
[oyakame 006pusi n Kpan.

Benexxka

1. 3arnasmeTo e B3eTO OT eAHOUMEHHaTa n3noxeéa Ha Hapexpa Oner Jlsixosa B [bOTE-UHCTUTYT
Coodus, 25 sHyapu — 23 peBpyapu 2005, KOATO € 1 NOBOA 32 TO3U TEKCT.

2. Kakto l'eoprn Topopos He ce ymopu Aa TBbpan, C NOCTaBsAHETO Ha ¢urypaTa Ha cB. Codpus
ce 13BbpLUBa NogmMsaHa Ha UMEeTO Ha rpaaa, Koeto o3Havasa boxxecTBeHa npembapocT,

T.e. oTHacs ce Ao bora-cnoso unu go Vcyc Xpuctoc.

3. Mynturpyn e egHa OT Ham-ronemute 6U3Hec rpynupoBky B Bbnrapus cpen 1989 r.,
a BUC-2 e 3acTpaxoBartenHa KOMMNaHus, Y1eTo UMe € CUHOHUM Ha Madusi N peker.

4. MocTaBeHn ca Tam npes3 1891 roguHa. JTbBOB MOCT Ce Hamupa Ha Han-Ba)KHNS 3a BPEMETO CU
coduinckn bynesapn, KOWTO BOAM OT rapata KbM rpaga n Ha KOMTO ca Ce U3BbpLUBANY BCUYKN
BaXKHW LepemMoHun. IpadurueH o6pas Ha eauH OT ABaTa /ibBa e oTneyaraH 1 BbpXy CbBpeMeHHaTa
6aHKHOTa OT 20 nesa. EQHa OT cbluecTBeHNTe ApaMu B Neprofa Ha npexoaa 6elle oTKpaaBaHeTo
Ha TbBCKa Onaluka oOT , TbproBuUWTE Ha LBETHU MeTanmn®.

5. Kbm siHyapu 2005 r. 6posT Ha 6e3nomHuTe Kyveta B Codus e 35 000. 3a cTpaHaTta To € OKOno
1 MunuoH. Bym Ha 6onecTtuTe, NpeaaBaHn OT 6€300MHU Ky4yeTa, € OTYETEH Npe3 nocneaHuTe
roguHu. C geceTkn NMbTy € yBenmueH 6poST Ha xopara, KOMTO ca XBaHanu mMmapcuncka Tpecka,
Ky-Tpecka, navmcka 60necT, Kyyelka TeHus, 65c. [Npes 2004 r. 450 aywm ca 3a6onenu ot namm
cka 6onect, 1600 oT mapcuncka Tpecka, 300 oT Ky-Tpecka, 60 oT Kpumcka Tpecka. Mexxgy 10 n 13
XVUNAau Ay roguwiHO ce MMyHM3upar cpelly 61c. CpegHOroavLHO y Hac OT Kyyellka TeHNs ce
onepupat no 700-800 aywu (3a cpaBHeHne npean 1992 r. xoparta C Kyyellka TeHus ca 6unm
mexxay 100 1 120 rogniHo). 3a HAKOU OT 60NeCTUTE HE € U3KITIYEH daTaneH nsxop.

6. MNpoekTbT e cb3gafdeH B pamknTe Ha BudyanHus cemunap.

. AsTopcku konektuB. Cmoauyama Cogus, C. 1999, c. 122.

8. Tyk 3a nocBeTeHWTe ce pa3kpuBa ole egnH nnact. CkynntypaTta e Ha leopru YankaHoB —
N3BECTEH OLLe KaTo ,NpuABOPHUA CKynnTop Ha kmeta CtedaH CodusHcKn®, aBTop Ha durypaTa
Ha cB. Codpus 1 Ha AeceTKn Apyrn No-manku 1 ronemun Gurypu n KOMNosnummn K3 uanara ctonuua,
nocTaBeHn 6e3 KOHKYPC 1 C eQHOMNINMYHO B3ETU PEeLUeHUS.

~
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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.

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.).

©

N306parkeHusiTa B TekcTa ca ot cepusTa ,Coduinckn nbeose” Ha Hapexxna Oner Jisaxosa
The images in the text are from “Sofia Lions” Series by Nadezhda Lyahova
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Ot cepusita ,,Codunckn noeose” Ha Hapgexxpa Oner JlsixoBa

From “Sofia Lions” Series by Nadezhda Lyahova



YacTt yuerBbpTta / Part Four

BmecTo 3aknueHumne
Concluding Notes



AnekcaHpgbp KboceB

MpexoabT KaTo rnegka

Ja 3anouyHem ¢ TOBa, Y€ BCbLIHOCT ,rpafgbT M3MbYUBa OKOTO" € HeobuyanHa ¢ppasa. Kasa-
HO MeTadpopUYHO, OBMKHOBEHO HE rpadbT U3MbUBa OKOTO, 8 06PaTHOTO — OKOTO U3MbYBa
(T.e. BNagee, mogenupa, nnaHupa, paspyliasa u ctpou) peanHus rpag. B mopgepHata
enoxa nornenbT Ha NpocBeTeHaTa MOAepHa BNacT € yp6aHUCTUYEH: OKO-pa3yM, BapuaHT
Ha KapTe3naHckoTo mathesis universalis'. Toin ce onuTea Aa 06XBaHe B €OMHHO LIANO Y6s-
reawinTe, pasHOMNOCOYHN N XaOTUYHN rpaacky peanHoCcTu, aa rm NpoeKTnpa Bbpxy rnjocka
1 0603prMa paBHMHA — KapTa, NiaH.

Tasu onepauusa nva edekT KakTo BbpXy rpana, Taka 1 Bbpxy camusa rnegal. Ta 3ameHs
rpapa c upgesra 3a Hero, a nocne npunara Tasu abCTpakTHa U reomeTpuyHa naes Bbpxy
(cpely) camuTe rpagcky peanHoCTU, KOMTO M ce CbrpoTuBnaear. VigeanHuat rpag, KOWTo
npe3 XVI n XVIl Bek B TpygoseTe Ha Mop, KamnaHena u beilkbH e camo yTonus, npes XIX B.
BCE MoBeve CTaBa KOHKPETEeH YP6aHNCTMYEH MNnaH, NpeyCcTponBaLl, peanHoTo MACTO 3a
)KMBEEHEe — TON CpyTBa CPEAHOBEKOBHMW KBapTanu, 3a Aa nocTpou npasu, LUMPOKKU byne-
Bapav, paguanHo cbbrpalluy ce B NpocTopHU nnowann (kakto B Mapux n Mocksa), npo-
kapBsa 6ynesapan-puHrose (kakto BbB BueHa n byganeia), nnaHnpa paboTHUYECKN
KBapTanu, owe npeav Te Aa ca Bb3HUKHaNM (Kakto B bepnunH), rpmxun ce 3a xurneHara,
CTPOM BOOONPOBOAU N KaHann3auus, Cb3aasa MmogepHarta mopdponorns Ha rpapa: uHay-
CTpManHu 30HU, TbProBCKa YacT, MPeXu OT CTaHOapTU3npaHn obpasoBateniHi U 3apase-
onassally UHCTUTYLMM, XXUINLWHW KBapTanu, KyNTypHU 06eKTU, 3eneHn nnowm u nHopa-
CTPYKTYpHa Mpexka. ToBa He e NpOoCTO apXMTEKTypHa MoAepHM3auums, a uanocTHa
coumnanHa nonutnka, B KoATo, ako nepudpasmpame beHamuH, ,KOHCTPYKTUBHUAT NPUH-
uMn Hanara CBOETO roCMOACTBO? — Mpu TOBa He CaMO B apXuUTeKTypHaTa cpefa, a 1 B
)KMBOTA Ha rpaackmTe obutartenu. PaunoHanuaupaH n HopmanusnpaH, To31 KONeKTUBEH
)KUBOT € BKapaH B MOAEPHU YNPaBIIEHCKN PaMKKN: coumanHuTe My nepapxuv, Kakto un
npeau, MaT NPOCTPaHCTBEH M3pas, HO cera OCHOBHUTE MecTa 1 crpagu He ca CUMBONN
Ha MOHapxuueckara MOl 1 cnaea, a ca BuavuMu, Ny6nyHA U JOCTbMHW, HanpaBeHn 3a
mMacoBa ynoTpeba oT camus KonektuseH n pasymeH CysepeH — Hapopa. MpagcknTte GyHk-
LMK ca NPOCTPaHCTBEHO apTMKyIMpaHu (Un, KOeTo e CbLIOTO, rPafckuTe MpoOCTPaHCTBa-
Ta ca gemMmokpartnyecku GyHKUMOHaNnnM3upaHu) 1 ToBa € HarnpaBeHo B paMKuTe Ha egHa
o6Lia NaH-onTMYecKa cxema’®: iCHO e Kbae ce paboTu, Kbae Ce nounsa 1 Cnu, Kbae ca
3abaBneHunsTa, Kbae e Nno3soneHara v Kbae 3abpaHeHara, ,YepBeHa“ yacT Ha rpaga.
lMnaHnpaHy 1 NpokapaHu ca MapLpyTuTe Ha rpafackus TPaHCMNopT, Cb3haaeHa e HosaTa
UHPpPAaCTPyKTypa (BOAONPOBOA, KaHann3aums, AOCTaBKa Ha eHeprus — Bbrnnwa, No-KbCHO
eneKTPNYEeCTBO, ras, AocTaBka Ha UHPOPMALIMSA U KOMYHUKATUBHW YCIyrn — rnoLum, Tene-
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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 universalis'. 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 centurles was only a utopia in the works of Thomas More,

o Tommaso Campanella and Francis Bacon,

N : . 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”?
— 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 scheme®. 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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rpad, TenedoHun, No-KbCHO 1 Apyrn KaHanu Ha uHdopmaums). OT abCTpakums 1 yTonus
CONapHUAT NaH-oNTU3bM Ha MOJepHaTa BAacT NOCTENEHHO € NPeBbPHAT B AencTealua
MWKPO-HOPMa, KOSITO CE € Hamecuna BbB BCUYKM TOUYKM HA rPaCKoTO NPOCTPAHCTBO — 1
ypes pernameHTaumns Ha pasfnMyHu NPOCTPAHCTBEHM yYaCcTHULM € 3anoyHana aa onpege-
N NOBEAEHMETO Ha obuTaBalmTe UNM NpekocsasalumTe rn xopa. Ta otyacTu e ,,MocTpo-
una“ HoB rpag, paspyLlasanku 1 nNpeycTporBankm CpegHOBEKOBHUSI — HO HE OTYacTu, a
N3LASI0 € 3afana HOBUS PEXXMM Ha XXMBEEHE B HEro, NpeannucBankn BKIKOUYNTENHO U
HOBWS PEXUM Ha ,rnegaHe” n Npou3BoaCcTBO Ha 06pasiut.

LLlo ce oTHacs pno nocnegHoTo, BeHsMUH nocouBa AOMBAHUTENHW CUMITOMM Ha TO3M MNaH-
OMTUYECKUS MPOLIEC: enoxara, B KOATO Bb3HMKBA rpagbT-MallnHa, € Ta3un, B KOSTO Bb3HU-
kBa 1 poTtorpadusaTa Kato NbPBO NPON3BOACTBO HA MALLUUHHO-Bb3MNPOU3BOANMI 06pas3u,
TOBa € 1 enoxara, B KOATO Bb3HUKBAT 3penuLLa Kato naHopamuTe 1 HapatusHu Gopmm
KaTo ,naHopamHaTa“ nutepartypa. Moxem aa no6aBum 1 No-manko ,,Bu3yasnHu®, Ho
[OCTaTbyHO ,MaHopaMHO-0606LLaBalum” GeHOMEHN KaTo Bb3HUKBALLATa coumanHa Hayka,
n3cneaeaila oHoBa, koeto OrtocT KOHT Hapuya ctatukara 1 aMHamukaTta Ha CoLManHoTo
usno: ctatncTkaTa, gemorpadusTa, Haykarta 3a ynpasneHmeTo u np. KasaHo ¢ 0606Le-
HOCT, Nogxodsla 3a Lenunte Ha HacToALWMS TEKCT, BCe nak noceseTeH Ha Codus, ToBa e
enoxa Ha ueHTpanuaupaHaTta, paunoHanHara, TEXHUYECKN Bb3Mpom3Boarma, Bnactosa
0603pumocT’. HopmaTuBHOCTTa Ha MocneaHara ce n3passnsa OCBEH B CTPOUTENHUTE W
nogpexxpalm GyHKLMKW, U B TOBA, Ye TS MapruHanusnpa YactHUTe rMegHn TOUKU U TEXHU-
Te CrnyyanHn NepcrnekTBY (Te He MoraT Aa Ce HaMecBart B CTpyKTypaTa 1 GyHKUMuTe Ha
rpaga-malumnHa). Nnowagnte ca NpPoOeKTMpPaHn Taka, Ye NpoCTO N3MCKBAT BNaCTOBM HAUYUH
Ha rmepjaHe , 0T LeHTbpa“, a rpagckara ynpasa Hanara He caMmo Yp6aHUCTUYHMU NAaHOoBE U
cXema Ha rpaackusi TpaHCcnopT, a O6LUKM npasuna, perynupaLim npuBuaHoO 4acTtHu Npo-
CTpaHCTBa: TS 3agaBa XUrMeHHW 1 34paBHM HOPMU, HOPMIU Ha CTPOUTENICTBO U CUTYPHOCT
(BKIIOUNTENHO OTCTOSIHUS HA YaCTHW KbLUM 1 NOKpUBK, dopMa u UBAT Ha dacaguTe 1 np.),
JocTura oopu Ao perynaums Ha HaunHa, No KOUTO UHAMBUAUTE Npecuyar ynuumTe unm
Ccrnopeq KoUTO TpsGBa da Cu XBbPAT 60KNyKa.

Cnepn cpepata Ha XIX BEK MOBEYETO EBPOMNENICKU rPAfoOBE Ca Beue OpraHM3vpaHin Taka,
Ye OT efiHa ToYKa Ha Haa30p — rPaACKUAT LEHTbP — Aa MOXKe Aa Ce KOHTponupart u agMu-
HUCTPUPAT HaceneHus, paboTHW LKW, AUHaMMKa Ha NPUABMXBAHE, TbProBCKN OGMEH U
nasapu, AOCTbMN OO rPaXKAaHCKO yyacTue, CUrypHOCT U NONMUENCKN KOHTpon. Pa36upa ce
— 1 BU3yanHOTO NPON3BOACTBO: rpagbT-MallmHa Cb34asa CBOW BU3yaneH peXxxum. LieHTs-
pbT € He camO PYHKLUMOHANNCTKM Bb3€en, @ KOHLUEHTpupa B cebe cu 1 CO6CTBEHNTE
penpeseHTauum Ha moaepHata BracT. PeonanHoTo U MOHAPXMYECKO HACNEOCTBO, 3aes-
HO Cc o6pasHaTa cpefa, KOSTO ro BbMibllaBa, 06MKHOBEHO € TpaHCcHOopMUpaHo B nNy6nny-
HO 1 ObPXXaBHO; CrpagnTe Ha U3MbJHUTENHAaTa U napnameHTapHa BnacT, KynTypHUTe
ranepuu, Myseu, 6ubnnoTeKN ca Beve ,HapogHu“ 1 ,HaumoHanHm" — n nokasear ToBa
ypes3 OTCTpaHABaHe Ha MOHapPXN4YeCKn N apuctTokKkpatnyeckn cMmBoin n HoBu ,HaumnoHan-
HW" Hagnucu, ctatyu, 6apenedu, OpHaAMEHTU 1 ykpacu. A ruraHTckute obuuanHu nnowa-
AN N TbPXKECTBEHV ObPXKaBHW NMOCTPOWNKM Ca OKUYEHN C AEMOKPATUYHN NaMeTHULM,
HaLMoHanHW 3HameHa 1 repbose, NoAMTUYECKN eMbieMn — Te ca Ce NpeBbpHany B
MOepHU putyanHn mecta n mecta Ha nametra.

Upes Tasu LueHTpanuanpaHa 1 pauyoHanmaupaHa KoHLeHTpaums rpagbT npasy Buavma
€[lHa Mo-BYCLUA BNIACT OT Ta3W Ha KOHKPETHUTE BIACTHULM — TON NPOCSIaBs He BnacTTa Ha
eqHa UM apyra AMHAcTVs, Ha Kpans UM Ha MecTHUs ¢peopal, a abCTpakTHaTa BnacT Ha
nporpecupatums npes uctopusta CysepeH-Hapop, npeacraseHa (C NpaBo UM HE) KaTo
BNacT Ha ynpaBneHCcKus 1 MHCTpyMeHTaneH Pasym. Bugumun B npasute ynvum, BbB BUCO-
KUTe crpaay, B 6bp3ns TPaHCMOpPT, BbB GYHKLIMOHANHOTO YP6aHUCTUYHO pasnpenerneHme
Ha rpafcKuTe enemMeHT, B MOLHUTE NHXEHEPHN CbOPBXXEHNS 1 HEMUCIMMUTE Npeaun Tex-
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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 power*. 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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HUYECKUN KOHCTPYKLUN (,MOCTMKEHNS HA Nporpeca’”) ca UMEeHHO 06LMTE MOAEPHU NPUH-

LMMK: TEXHMKATA, PaLMOHANHOCTTa, LeHTpanM3upaHara BnacT, pefbT, COLMANHOTO UHXe-
HEepPCTBO, MHOYCTPUSTA, NPOM3BEXaALLA MOLL, YKC U 60raTtcTBO, anMUHUCTPaLmsTa, npo-
n3Bexpjalla peq, CUrypHOCT U KOHTPO!N.

M3BbH Kpbra Ha ByaMMata rpaacka NoBbpXHOCT € N3TNackaHO OHOBA, KOETO Ce MOAEepPHM-
31pa TPYAHO 1 No-no6pe Bbo6LLE Aa HE Ce rmeaa: HeHY)XHUTE, 6ONHUTE, UHBaNUauTe,
KPUMUHANHUTE efieMeHT!, MpbCoTUSATa, paspyxara, Mu3epusTa, CTurmatusmpaHuTe
o6lHocTK... Te ca fokanuampaHy B HENPO3paYHy 3a BbHLIHUA Mornen ,Apyru mecra“,
KOWTO CKaHOanuaupar 1 NpeoGpbluaT coLmanins NPopsaabk® — B 3aTBOPEHN 1 ONacHM
reta, B MpayHu nNpearpaams 1 60HMYHN 3aBeOeHNsi C OCO6EH PEXKUM Ha [OCTbN 1 ocobe-
HO NpefHa3HaueHve, B 3aTBOPU C BUCOKM CTeHWU. BnacTra-nornen 3afgaBa 30HUTE Ha
BMAMMOCT/HEBMOVMOCT: BUAMMMN Ca COBCTBEHUTE 1, ONPOCTPAHCTBEHW, 3aCTUHANN B
pernamMeHTMpaHy NPOCTPaHCTBa NPUHLMMNY — PaUMOHanM3bM, GpYHKLMOHANN3bM, Nporpe-
CV3bM, MONINTUYECKO NPEACTaBUTENCTBO, KOHTPOJI, AUCUMMIIMHAPHOCT, MUKPO-GU3NYHOCT.
HeBnaumo e oHoBa, KOEeTo Te He MoraT Aa npeoaosnesT.

Lianata npouenypa no MmogepHU3aums, Kakto nocousa dpeHckusat edunocod Muwen ge
CepTo, HagapsBa peasnHus rpag C HAKOMKO naeanHy kayecTsa. Ha nbpeo MACTO ro npes-
pbLia B OrpaHN4YeHO NPOCTPAHCTBO (HY)KOAELLO OT HEMPEKbCHATO YNCTEHE Ha ,Yy>KAu
Tena“, oT N3xXBbpnsaHe Ha GUINYECKNTE, CoumanHy U MeHTanH1 oTnagbum 3a4 CO6CTBEHN-
Te rpaHnuM), Ha BTOPO — Npraasa My egnHHa coumnanHa Cy6eKTHOCT (Cakal nepcoHndu-
LMpaH, rpagbT 3aMeHs peanHuTe CoumanHn Cy6ekTun, n3MecTsa pasHoOPOAHNTE UHANBULAN
W rpynn Ha XX1BEELMTE B HEro), Ha TPETO — Kpue NcTopuyeckara My MHOronnacTtoBocCT v
My npuaasa ngeanHa CUHXPOHHOCT, KOSTO CKpMBA aHaXPOHU3MUTE, KOHGNUKTUTE 1
HeeaHospemeHHocTuTe®. [la no6asum, cneasanku ae CepTo, ue Te3n naeanHn kayecTsa
nonyvyasar He Apyr, a TbKMO BUAUM 13pas: ,YnCcToTO, 0603PUMO NPOCTPaAHCTBO®, ,rpad-
cKarta eaMHHOCT 1 eQHOBPEMEHHOCT® ca CUMBONU3MPaHW MO HaM-pasfnyHN HauYuHN B
CaMOTO rpafcko NPOCTPaHCTBO: KaTo 6MN6opAoBe C rpaackara kapra, o6cunealuy rpana,
3a fga ce OpueHTUpaT MYHyBauuTe, Kato MHOXXECTBO YaCOBHULM, MPbCHATW U3 rpaaa,
noKasBsallum eqHO 1 CbLUO BPEME U CUHXPOHMU3MPALLY BCUYKKN nNpouecy. Bugumn ca n B
Tabenute C NOCOKM 3a ABWKEHNE KbM OTAaneyYeHn KBapTanu — npaBenku Te3un Keapranum
CYMBOMNYHO NPUCBLCTBALLM B TOUKATa Ha 0603PUMOCT.

OT cBO# CTpaHa ,,coNnapHUAT® MaHOMNTU3bM Ha MOrfefda n3Baxkaa camus rnegawl ot 6e36pos
Ha MUHyBaynTe N xutenute — ToNn NPOCTPaHCTBEHO OTAeNnAa Bnactra ot HEenHuTe nogaHuMun.
BceBwxpawmat rpagoctpouteneH CyGekT Cskall ce pee BUCOKO Haf, ,06eKTuTe", uamTo
YKUBOT MnaHupa u ynpasnssa. OTKbCHAT OT BCEBb3MOXKHUTE FPUXKM 1 3aHUMaHUSA Ha rpag-
CKWTE TbNW, TON € HaJapeH C GnaropofHa ANCTaHUWs, BCE3HaHNE N 6OXXECTBEHA MOLL, C
o6ob6Luasatl, Matlab 1 NerMTMMHOCT: TON CAKall CnvBa B cebe cu Gpurypute Ha ecteTcTea-
LS BOANOP, NPOCBETEHNS MOHAPX-aAMUHNCTPATOP U COLMANHNS NHXEHEP.

OBUKHOBEHNWTE XXUTENN HA CBOWN PEef CKUTaT 1 XXMBEAT rpafa oTbnn3o, ynoTpedssar, 3noy-
notpe6asaTt 1 aganTypart no CBOeMy HErosus ped — 6e3 obauye oa ro BuxoaTt B LANOCT
(tax pe CepTo onpunuyaBa Ha NperbpHanu ce NI60BHULM, Taka NPUTUCHATU eauH B APYr,
ye He moraT ga ce BuaaT). Te ca ocBO60OEHN OT OTTOBOPHOCT 3a coumanHus pes B To3u
rpag 1 Han-4yecTo npecTasaT Aa ro paséupar — rpagbT 3anoysa a M n3rnexaga kato
BbHLUHA, XaoTn4Ha 1 BpaxkaebHa mKyHrna (OTTyK pas3npoCTpaHeHMTe MUTOBE B NUTepary-
paTa 3a rpaga, 3a HerosuTte ,,MoTanHoCcTN, 3a Toea ye Tomn e ,BasunoH*, ,Cogom n
Fomopa® v np.)’. TpadbT e Hewlo 3anNaWnNTenHoO 1 XaoTUYHO UMK MbK OBPATHO, HELLO 1pa-
LMOHAITHO, HEMOCTWKNMO 1 MPEKPACHO — MHYBaunTe Ce NPEBPbLLLAT BbB 3arjeHEeHN
~dnaHbopun®, Wwnsewm ce 3 NAUPUHTUTE HA HEOBO3PUMUTE MY yAULM 1 Nacaxu... Camo
ny6nuyHaTa pons Ha rpakaaHvHa, a He Ha XXUTens um ,MuHyBaya“, no3BossBsa rpagbT
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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 order®. 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 it®. 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)’. 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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fga 6bae BMAsH 3a MOMEHT KaTo ,,uano® u ga 6bae HanpaseH OnuT Aa ce ynotpeéu no
NONMMTUYECKN HAuMH, pPa3nnyeH OT TO3W Ha LeHTpanHaTa BnacT. Onupankn ce Ha NpuHUW-
nuTe Ha gemokpaumsaTa, cBo6ofaTa 1 npaBaTa Ha YOBeKa 1 rpakgaHnHa, MHAOMBUObT
MOXXe B ONpefeneHn cnyyam ga npecrtaHe ga ce Wwnse 1 aa ce BKAYM B NpoTecTupaLum-
Te TbANW, U3NEe3NN Ha ynuuuTe 3apaamn onpeneneH MHTEepeC Unn Kaysa: rpaKaaHuHbT
MO>XXe ia OCMOopW BMacTTa, Aa UcKa CrpaBen/IMBOCT U Npe-pasnpeneneHne, BKIIOUNTENHO
Ha ,NPOCTPaHCTBEHUTE" 6nara Ha rpafa. Torasa rpafgbT, KaKTo 1 COLMANHUAT peq My
narnexagar nHaye — 0603puMmn 1N paspyLUNMU.

* * *

KbCHO-KanuTanucTnyeckara cutyaums, B KOSTO HEONMGEPANHNAT nas3ap e Hapaensn Hag
nonutnyeckata cdepa, a NOAUTUYECKOTO € 3ary6uio CBOUTE CBETO-CTPOUTENHU W NaH-
ONTUYECKN amMBMLMK, MPOMEHS CbLLECTBEHO peXXuma Ha OTHOLLIEHNS MeXXay rpagja u
nornega: meranonucu kato Jloc Anwxenuc, Cao Maono, Mapwx nnn Mekcrnko cutu Ham-
[06pe nniocTpupart ToBa. Budyannsnpanara, Hatpanumea 1 XxaoTUYHO-MHOXXECTBEHA

vita activa Beue e cneyenuna éutkara cpelly HesuanmoTto Oko Ha vita contemplativa,
KOETO B paHHaTa MOOEPHOCT e NpuUTeXxaBano MoLuTa Ha AEMUYPruYecknst yp6aHn3bM.
JHec nemnypruyeckoTo OKO € 3ary6usio cunia u BUCouYMHa 1 Beve He 3aaBa HopMmarta Ha
rpafckara BU3yanHOCT: HE CbLIECTBYBA 3a0b/DKUTENHA 3a BCUYKMW, NMPUBMIIETMPOBaHa
rregHa Touka, OT KOATO caMuAT rpag, ,MpafdbT Kato uano®, na 6bae HabnogaeaH. lNMpe-
AMLIHAaTa HopMa Ha OKOTO (KOSITO € HopMa Ha neruTMHa BiacT U opraHu3aums Ha
counyma) csikall ce e Crpomorisicana cpef rpagckute Tbinu, U Ce e NpbcHana B 6e36pou-
HUTE KpUcTanuyeta Ha 6MmM3KnTe MUHyBayecku nepcnektnsmn. OT TEOPETMUECKN N BNACTHM-
yecku, norneabT e ctaHan GaceTbyYHO-NPaKTUYECKN, OEMOKPATUYEH N MHOXECTBEH,
BbB/IEYEH B OTOENHUTE NHOMBUAYANHN U BCEKNOHEBHN TPAEKTOPUMN: CTaHan e ClyJaeH.

JemokpaTtnsauuata, o6aue, mMa CBOSiTa LEHA, 3al0TO OT BUCOKOMEPEH BnageTen u
WHXXEHEep Ha coumanHara TbkaH, lornegbt e gerpagnpan 4o BU3yanHa XXepTtsa, 3arybe-
Ha B TbINW OT APYru XepTBu. Vnu, no-goépe, 4O BU3yaneH KOHCYMartop cpep CBPbX-
npegnaraHeTo Ha o6pa3un. O6GUKHOBEHMTE OUYMN HA pa3xoXkpalmTe ce U3 rpaga MoOMeEH-
TanHo nonagaT BbB BflacTTa Ha MUNIMAPAMTE BM3YyanHU UMMYCU, APas3HEHNs N 06pasHn
nocnaHns, MaHunynaumm, NpoBoKauun, CbbnasHn U CKaHpanu, ¢ KOMTO MeranonuncsbT m
aTaKyBa. ToBa d)eMI/IHI/ISI/Ipa oynTe Ha Kntenm n MI/IHyBal-II/I — pas3-KoHUeHTpupa ru,
MynTU-poKanusupa ru; Te ce M3nnb3BaT OT LeHTpanHarta nontuyecka oneka, 3a ga
nonagHat B Apyra BnacT — XunHo3arta Ha NaBnHOO6pa3HOTO 06pa30o-NponM3BOACTBO,
UMaHEHTHO Ha nasapa, 3amanBaHeTO, NMPUYMHEHO OT 6e36p0sa Ha MbCTPUTE rPanCcKn
NPaKTUKn. Ouute HernpekbCHaTo npmnemart MHOXXeCTBeHM counanHn curHannm, KouTto
rpagbT uanpalila, Te NOCTOSIHHO 6UBAT XBallaHu B TeaTpanHuTe U CUMyNaTUBHW Urpwu,
KOWTO rpagbT urpae ¢ Tax. Camara nonuTnyecka BnacT Beye He e NaH-onTuyecka,
3aloTo Beye He Ta rnefa, a 6usa rnegaHa — NnpeBbpHana ce e B camo efinH OT 6e36pos
coumnanHu GeHOMEHN, KOUTO ce 6opAT 3a BUAMMOCT. AKO He 6bae edeKkTHa, noamTnkara
puckyBa Aa He 6bfe 3abensizaHa — T Beve Ce KOHKypupa Ha paBHU OCHOBaHWS C Lsna-
Ta yp6aHUCTUYHA NbCTPOTA.

Mo Ta3y npuunHa NOAUTULM, MUHUCTPY 1 NPE3NAEHTN Ce NoSBABAT HEMPECTaHHO 1 C
ueHaTta Ha BCMYKO Nno Tenesnsnn n meann: Te sotoBat 3a BUANMOCT, KOHKYpupart ce C
TOTanHoO BU3yanusnpaHus rpag 3a BHUMaHUETO U CMMNaTusTa Ha HeroBuUTe 3puTenu.

A rpagbT OT CBOSl CTpaHa cskall € u3rybun Bcsaka 0603pnMOCT, CTaHarn € no-rofism ot
MHOrO HaUMOHAaNHN ObPXXaBu, Pa3nncTun ce e B Heu36poaeH o6paseH Xxaoc, U3 KOMTO
CHOBaT npecunyawin ce, Hatpan4ymeun, B3aMMHO-HECbBMECTMN U KOHKYpupalln ce Buayan-
HW MOTOLW, BCEKN OT KOUTO HE OCTaBsl OKOTO Ha Mupa. Ton ce e n3nnb3Han Ha ToTanHata
NpPO3payHOCT 1 naesTa 3a pauMoHanHO-ONTUYECKN KOHTPOJI, HO C TOBa € Aan NPoCcTop U
Ha TbMHMHaTa.
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changed the relationship between the city and the gaze: megapolises like LA, Sdo 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 | 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 city®. 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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* * %

Heka Bce nak Ja ce onvTame Ja TpacupaMe HSKOMKO MOCOKM BbB BU3yallHUsA Xaoc Ha
Meranonuca — TMNMYHUS NOCTMOAepeH rpap. B Hero, TpaHchOpMUPaHO OT Cy6EKT B 06EKT
(Vnn No-mo6pe B MULLIEHA, XXEePTBa, NPenbCcTABaHa XeHa), OKOTO ry6u cyBepeHHaTa ciu
AKTUBHOCT MO HAKOJKO JINHUN.

[MbpBaTa, KaKTo Kasax no-rope, € nasapHa — To BEUE HE € aKTVBEH, HACOUYEH KOHCTPYKTU-
BEH by, a BXof, nputerateneH ¢okyc. [pesbpHano ce e B 0OCNopBaH agpecar, KONTo
[OpY NPOTMB BONATA € OCbAEH Aa CTaHe ,KNEHT* Ha arpecUBHUTE, KOHKypUupaLim ce
peKnaMHO-KOMepPCUanHu NPakTUKK B rpaaa’. TaxHa OCHOBHA TEXHMKA Ca CbGIasHABAHETO
1 BM3yanHara teatpanu3auus: Te NPOeKTUpaT BbpXy pasnuuHUTE eKpaHu Ha rpapa (naHa,
TpaHcnapaHTui, 6unéopaose, nora, GUpMeHn 3Haum 1 Np.) camoTo Hecb3HaTesHo XKena-
HWe Ha HeroBuTe »xuTenu. NpogaBaHarta cToka Tps6Ba Aa 6bAe No BCEBb3MOXXHU HAUMHN
acoummpaHa ¢ TEXHUTE MONYyCb3HATN KOMHEXW, CTPACTU, CKpUTU haHTa3Mm 1 epoTu3mum,
noa-nparosu CTpaxoBe, MaHuW, JOPY MOTHyCK. A B MOCNEAHUTE roanHN BCE MO-4eCcTo
ctaBa ayma 3a life style peknama, B KOUTO He ce peknamupa OMPeKTHO camaTa CTOKa, a e
HaMeKHaT eaVH LSNOCTEH MeUTaH HauliH Ha »XXMBOT — CsiKall peknamuTe nNpaBsaT MOMEHTEH
Npo6u1B B rpafcKOTO TAMO U OTBAPAT B HErO BHE3AMHU YTONMUYHU NPO30pPLIM KbM APy,
[JaneyHn 1 WacTIvMBN KOHCYMaTMBHM CBETOBE, KOWUTO BCE Mak ca ,Ha egHa pbka pascTrosi-
Hue“... lpeToBapBaHETO C peknamMm MOXXe Aa Ce NpPeBbpHE B CBOEOGPA3EH ECTETUYECKN
eKcLec, KOUTo fa Npuao6re cobCTBEHa BU3yanHa CTOMHOCT: kakTo JTbuesap Bosmxues®
nocousa, Ha Time Square B Hio lopk e NpocTo 3a6paHeHo OTCLCTBUETO Ha CBeTeLly
peknamu no ¢acagute. ictaHbyn e nocTurHan cBoeo6pas3eH pekopa Kato € Kauuwn
peknamun (Makap no-4ecto nod ¢opmara Ha HagnMcu) No BCUYKM €TaXKM HA MHOroeTax-
HUTE 30aHus, NPeBpPbLUANKM camnTe Gpacaanm B MHOrOMMIacTOBU 1 Pa3HOMOCOYHN pekna-
MHU nocnaHus.

Btopara nuHusa e cBbp3aHa C HoBaTta YyBCTBUTENHOCT, KOATO rmejawmaT Tpabsa ga npu-
[06re KbM XeTeporeHHaTa rpajcka cpefa — Ton TpsibBa Aa e ,rpaMmoTeH”, oa pasunTta Hen-
HWUTE 3HauW, 3a Ja 6bae afekBaTeH (a YecTo U 3a Aa Ouenee) B MeranonucHara mKyHrna.
HeBuanma npeou, cera Ha nornega ce npeanara uanarta eTHMJYeckKa, pennrmosHa u
couuvanHa MbCcTpoTa Ha rpaga; KbMm TOBa Ce A06aBAT U CTUNOBUTE COMbCHLM MEXAY pas-
NIMYHUTE HETOBU NCTOPUYECKM NSacToBe. 3a Aa ce OpUeHTMpPa, M1HYBaubT-3puTEN Tps6ea
[a MOXXE [ja YeTe 3HaLM 1 eMBIEMUN Ha Pa3nnyHN rpynn, a3bykn Ha Cy6KynTypu, eTHOCH 1
penurimn, aa ce crnpass C NOYEPLM Ha NMOKONEHWS, XXNBEELLMN B PA3NUYHN NCTOPUYECKM
CBETOBe, Aa pasrpaHuyaBa enoxu, NaMeTHULM 1 apXUTEKTYPHW HAcCneacTsa, Aa NpuBuKBea
C NNO3YHIN Ha BCEBb3MOXXHU MONUTMYECKN NapTuun. Tpsa6Ba Aa e NoHe oT4acT B CbCTOsIHUE
fa pas3wndpoBa BM3yarHUTE KOAOBE Ha SIBHM U TaHW OBLLECTBA, 3HAYKM Ha KNy6oBe, rpa-
®UTY Ha YIMYHU XyOOXKHWLK, fTora Ha Gupmn, nocnaHnsa Ha GUNaHTPONMYHK OPY)KEeCTBa,
opexam 1 XOpyrBu Ha CTpaHHu cektu. [NpeguwHarta cTpora kapTa, C KOSTO rpagbT ce e
n3npassan Npeq ounTe Ha agMMHUCTPaTopa, € n3vesHasna — MeranonnchbT ce e pasnpbCcHa
B LLapeHa MynTu-KynTypHa, MynTu-pennurno3Ha, MynTu-uctopuyecka 1 Mysntu-nokosneHye -
CKa Mo3arika, MoyT HEBb3MOXKHA Aa Ce 0603pe, OLLe MNo-TpyaHa 3a ynpaBfieHNe U KOH-
Tpon. HoBara CTpyKTypa Hanara geueHTpanu3aumns Ha BnacTtTa, NpexBbpIisiHE HA NOBeYe
MbHOMOLLMS Ha MECTHUTE O6LWMHM 1 Np. B 06pa3HO OTHOLLEHME NOA0GEH rpad, KakTto
ka3Ba AnekcaHgbp enuin, Nnpean3BrKBa ,,CBETOBbPTEXK Ha penpeseHTauMMTe‘”o, 3amanBa-
He Ha rmejawms oT KONMYeCTBOTO KyNTYPHU BCENEHW, C KOUTO BCEKMOHEBHO Ce COMbCKBA,
Bb3TOPr 1 CTpax OT MbCTpoTaTa, XMepPUOHOCTTA, a NOHSAKOra 1 abCypaHOCTTa Ha TeXHUTE
CbUeTaHus: 3aToBa KOMMNETEHTHOCTTA Ha OKOTO Ce MOCTUra MHOro TPYAHO.

Ho koraTto ce NpoOMeHs1 peXXUMbT Ha BUAMMOCT, CbLLOTO MOXXE Ja Ce oyakBa 1 3a Herosa-

Ta o6paTHa cTpaHa. Ha npbB norneq B cBosita ,,ONUTMKA HA HEBUAUMOCT® MeranonncbLT
He ce pasfnuyaBa 3HauuTeNHO OT MoaepHus rpaf. Csakall No CblMs HauMH, KaKTO pPaHHU-
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generis aesthetic excess which will acquire its own visual value: as Luchezar Boyadjiev®
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”'’, 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-
ties''... 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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Te MOAEPHU rpafoBe, TOM U30nN1pa KpUMUHANHN enemMeHTy, nyau 1 NpocAaun B CbOTBETHU-
Te 3aBefeHns CbC 3aTBOPEHN BpaTW, Npasu ONUT Aa CKpue PasnuuHnTe, KakTo 1 BCUYKM
HenpUsATHW EeKCTPEMYMU Ha rPafacKns XXUBOT. [lpyr € BbNpoChT, Ye BbNPeKn TO3M OnuT,
TAXHaTa ,ynpaensemMocT” cu octasa npobnemaTnyHa. Tbil KaTO TEXHUYECKN N adMUHK-
CTpaTMBHO TH € Y)XacHO TpyaHa 3agada, Nno ynuuute Ha CBbpX-roneMuTe rpagose YecTo
n36yxBaT pacoBwu, COLMANHN UM Pennrno3Hn BbIHEHUA, a ekcuecuTe Ha [pyrocTra ca
BMAVMMU 1 yyacTBaT B Teatpanusaumata Ha rpaga.

HopmaTta o6aue, Taka unu uHaye, n3rnexana MogepHa: BCUYKO, KOETO U3nn3a N3BbH pam-
KUTE Ha KOHCYMaTWBHUS BCE-Ma3apeH ONTMMU3bM U EKCNPECUBHUS UHOVBULYANN3bM
(vnn ,,rpynoBn3bM®) HAMA BU3yarnHu npasa, 1 61 Tpa6Bano Aa NpPoHVKBA B PEXUM Ha
BUAMMOCT CaMo Mo ,HeneraneH” HauvH. Mop xmunagnuTe apku KanuTanucTnyeckn nnaTa,
KOWTO rpafdbT HaTpanea Ha o4ynTe, TOM NPoAbIhKaBa Aa Kpue HEOCBETEHU acoumasimn
BIMW, CPAMHM MHKW Ha FPaACcKOTO TS0 — CAMOBb3HUKHANM reta, Mianexky aBTOHOMHU
rpynu, camoHacTaHWunM ce B paspyluasaluy ce crpaau, Heonpeaeammm, oTnagbyHn Chlue-
CTBa, MpayHMTE Macu OT EMUrPaHTX, YNNTO B6ABEH, HEBUAUM >XMBOT Mb/IHU Ma3eTa u
6UOOHBMAN, 6apakn 1 GypProHn, CbHYEBU NCUXNATPUYHN 3aBEOEHUSI CbC 3aTBOPEHN
BpaTW, TPAAMLIMOHHW 3aTBOpU 1 apecT' ... MoHe cnopea HopMUTE Ha rpafckarta ynpasa
ToBa cnefga Aa 6baaT HEBMAMMU TOMOCKU: B TAX HE aHrenmTe, a kamepute He 6uBa aa
npucTbnBar.

BCbLUHOCT BU3YalHUST PEXUM TYK € MO-CIIOXKEH: CTaBa AyMa 3a OCOGEHO MpennuTaHe Ha
BUAVMOCT U HEBUAMMOCT. 3aLL0TO HEBUAVMM KaTO JOKYMEHTAPAHW PeaniHOCTW, NOJo6HN
L»ApYrn“ MecTa ca BUaMMmn B crielunMduyHN HeoKyMEHTasHY XXaHpoBe — horror story u
porno.

B noeeueTo ruraHTCKM rpagoBe onpeaeneHn KBaptanu u Npearpagms 3agb/mHKUTENHO
KynTuBmpar ,cTpaxosa“ unu ,passpaTHa“ aypa, — Te He KpuaT CBOsATa CnaBsa, a i nokas-
BaT 1 npopasar. B KOHTpacT ¢ uMcTuTe 1 UMBUAN3OBAHN rPaaCKN YacT, MPbCHUTE reTa n
GUOOHBMNUTE CAKALL MCKAaT Aa TV HaTpansaT OTCbCTBMETO Ha KOHTPOI M rpafcka rpwka, aa
BHyLLAT, Ye CU yA3BUM 1 3analleH. A KBapTanuTe Ha CEKC-UHOYCTpusiTa ca npeBbpHanu
B TOTasiHa nopHorpadcka BUAMMOCT OHOBa, KOeTo camo npeau 40-50-rogmHu 6u ckanga-
nM3npano BCEKM ,HOpMasieH" nornen: Te He camo Aornyckar o6pasuTe Ha NpeanHuTe
~nepeep3auun’ n ,nopoumn”, Ho rM NpeBpbLLLAT BbB BUTPUHMU, B life sex shows, B rMraHTCKu
peknamHu billbord-oBe, B roguwHn ¢pecTrBanm n naHanpu Ha Cekc-uHaycTpusaTa.

Mo BpemeTo Ha EBreHn Cio ToBa ca 6unu rpagckmn NoTanHoCTN — cera ca BU3yanusvpaHu
1 X1nep6onuanpaHn rpagcky sBHocTu. MalwmHaTa 3a NpoM3BOACTBO HA MOCT-MOAEPHU
06pasun ce e 3aABuKNNa Ha OBPaTEH PEXUM: BbPXY CneumduyH Yyactu OT rpaga Ta pasu-
rpaBa CEeHKUTE Ha OHEe3W apxauyHu CTPacTu, KOMTO NaHonTuyeckaTa MalmHa Ha paumo-
HanHWA rpag e uckana BegHbX 3aBuHarM fa Usknioumn: Hewo Kato ¢pokKycrpaHo npu3osa-
BaHe Ha y)KacHUTE [lyXOBe Ha OnpedeneHn MecTa, BMECTO NaH-OMTNYECKN eK30PCU3bM 2.
Mpun ToBa NokanHara o6pasHOCT NPemMnHaBa B Haf-NoKanHn 06pas3Hy NoToLUW: peanHuTe
reta v 6opgen Ha meranonmca 6meaTt BCEKMOHEBEHO ,yaABOEHW" OT CEH3aLMOHHN HOBUHW,
OT XbJTa npeca, Gunmun, TeNeBU3NOHHN cepmnani, KPUMUHANTHN U epPOTUYHIN BeCTCenbpu,
KOWTO pa3MHOXXaBaT rpafckuTe fiereHam u notpucawmre cnyxose. Mecrara ce em6nema-
TM3Mpar — cTaBaT MHOrO NMoBeye TONOCU Ha BbOBPaXKEHNETO, OTKONKOTO Ha rpagckara
KapTa. TbKMO KaTo TaknBa Te€ U3MbJHSABAT 3apayarta cu: ga npuotdasaTt HeMucnmmn no
CBOSiITA XXECTOKOCT YGUNCTBA, CPaMHU NPUKIIIOUYEHNs Ha 60MHN 1 pa3BpaTHu Tena, 6aBHO
3peeLun rpaHaro3HN KatacTpodu, BUONOTMYHN 1 TEXHONOMMYHU (DpaHKEeHLalH-1. ..

C nocTMofepHa nasapHa pauvoHanHoCT MallvHaTa 3a 06pasu e npesbpHarna rpaga-aom
(Ha HemMcku Heim), noHe B Te31 TOUKW, B HEroBaTta NpOTUBOMONIOXKHOCT — B 3/10BELLY,
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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 Eugene 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 exorcism'®. 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 unheimlich'®. The
machine has then incorporated the
unheimlich itself into the intensive
visual market — multiplying it into
countless crime and horror sto-
ries', 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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CTPaHHO-YyXau He-mMecTa, kouto Mpona Hapuua ,unheimlich“'®. A camoTo unheimlich e

BKJIIOUMNA B MHTEH3UBHMSA BU3yasneH nasap — Myntunivumpana ro € B 6e36pomn Kpumkm 1
horror stories', ocurypuna My e TypUcTUUECKM YCriex 3a ,UepBeHUTe" KBapTanu, NPesbp-
Hana e B eKCKyp30BOACKU TYpOBE MecTaTa Ha rpafckute nNpoKnaTua, npuspaum u yxacwu.

T.e. NOQOGHO Ha MOAEPHWA rpad, MeranonncbT Kpue, UHTEPHNPA 1 MapruHanusnpa. Ho
npasy TOBa MO NapagoKcarneH HauvH: CKpUBanky CBOUTE NPecTbneHns, 6onectu, 6op-
aeun, Mm3epum, nyaocTn 3af... CO6CTBEHUTE UM Xn6ep6onnyHn, nsterneHn B cheparta Ha
daHTasmuTe, o6pasun. Han-HeBnammMoTo HELLO € ... CaMUAT eKpaH; U peanHocTTa Ha
IpyroTto nsuesea, ckputa 3ag Go6uinHN 1 epOTUYHN 06PA3HN UTPKU, MPOXKEKTUPAHW OT
BbOGPaXKEHNETO BbPXY CaMuTe PeanHu ,Apyrn“ Mecta — HO B MHOTOKPATHO Mpeyserne-
YeH, 3/10BeLL NN rpoTeCcKoB BuA. ToBa € HOB BU3yasieH PeXxuMm: HEBUAMMOCT, Npeans-
BUKaHa OT... CBPbX-BUANMOCT Ha GaHTACTUUYHUTE ABOVHULIA.

* * %

Mo HaumMH eQHOBPEMEHO aHanorMyeH 1 pasfmyeH, MeranonnchbT € 3anoyHan ga Kpue u
co6CcTBeHaTa Cu pauMoHAaIHOCT — TEXHOMOorMYHaTa cu 1 ypbaHucTnyHa nHbpacTpykTypa,
KOSITO NpoAb/mKaBa faa 6bae No-CblUeCTBOTO CM MogepHa. Janu npuumHara He €, ye
PEXUMBT Ha NMOCT-MOAEPHO BbMNpYEMAaHE Ha TEXHOJIOTUATA BEYE HE e CBbp3aH C ropaocT,
a cbe cTpax? MNpeguwHNTE MHXXEHEPHW KOHCTPYKLMK, MTOKOMOTUBW, NHOYCTPUanHuTe
CUCTEMM CbC CBOUTE KOMUHW, TEXHOMOrMYHUTE Yyfeca 1 3Hauy Beve He ce N3npassT
naTeTUyYHO Npepq ounTe, 3a Aa o3Havat Maplua Ha lNporpeca, mowTta Ha TexHukara u
Bnactta Ha Pasyma. Tbn kaTo ronemuTe paskasu 3a lNporpeca n EmaHumnaumsaTta He ca B
CbCTOsIHME Ja M3nbuBaT Beue dhaHTasmaTnyHa eHeprus, penpe3eHTaummTe Ha ,,KOHCTPYK-
TUBHUS Pazym“ n F'onsimarta nHayctpus ca 3ameHeHn OT 06pas3nTe Ha nHAMBuAyanHaTa
koHcymaums. KoHCTpykTuBHaTa (,TEKTOHMYHA") CTPYKTypa Ha crpaguTe, Taka obudyaHa ot
apXUTEKTYPHUS MOAEPHM3bM, € NpecTaHana aa 6baa ecteTnyecka camoLeHHOCT. TS aHec
€ CKpuTa 3af nocT-mofepHara urpa ¢ pacagn, MPOHUYHN OPHAMEHTU, LATATN N KaBbp
BEpPCUM Ha apxuTekTypHarta nctopus. CbLLOTO € CNoneTano BCUYKN MHPPACTPYKTYPHU
KaHanu: AHec He camo BOAOMPOBOALT U KaHanm3auuaTa, a u Bb3AyXo-NnpoBoauTe, enek-
TponpoBoauTe, ONTUYHNTE MPOBOAHULM 1 YOBEKO-NPOBOAUTE (METPOTO) Ca HEBUAUMU: TE
noTbBaT Mop NOBbLPXHOCTTA UK CE U3QUraT Ha MUIIOHU BUCOKO Haf PaBHULLETO Ha norne-
ga (maructpanu, rpagcku Bnakose, S-Bahn) n np. (Bnpoyem TbKMO T€31 MHPEPHaTHU
NPOCTPaHCTBa — KaHann3auus, TYHenn Ha MeTpoTo, CaAMOTHWN NHGPACTPYKTYPHU OGEKTN OT
TMNa Ha NoA3eMHY MapKUHIM ca CbLUO CTPaxoBM CLEHN Ha meranonuca). fNletuwara ca
paney n3BbH rpaga, TenepoHHUTE Kabenu Beye He onacsat rpafackoTo Hebe, 3aLoTo
KOMyHUKauMuTe ca nop 3emsaTa Unn ca B 3aragbyeH 3a O6MKHOBEHUS YOBEK CaTennTeH 1
wireless pexxum. Makap He6ocTbpraunTe ga ca BCe Olle No MecTaTta cu, Aopu Te Beve He
HaTpanBeaTt Ha ouMTe cMmarBaliara Cu TEXHONIOMMYHA HEBEPOSATHOCT — MOBEYETO OT TAX
Beue NpUANUaT Ha CLieHorpadCKy NPoeKTH, Aekopu'®, MoraT ia ce Mackupar KaTo O6GUK-
HOBeHU peknamu — B baHkok, Hanprmep, nma He6ocTbprad, unaTo gacaga e NpocTo
CKpuTa OT OrpoMeH 06pa3 Ha MUHyBaJd — 1, pa3bupa ce, He Kol ga e, a camusiT ,[>KOoHN
Yokbp“, keep going...

T.e. TEXHO-LWBUIN3ALMATA U NPEOULLHUAT NaH-ONTU3MbT, KOUTO ca Hanpasuiy orpoMHMs
rpaf Bb3MOXXeH, IHEC CAKaLl ce CTapasT [a U3nuuaT cebe Cu OT HeroBuUTe eKpaHu.
Makap onpefensiym 3a HauMHa Ha XXMBOT B Meraronuca, Te CaKalll UcKaT [a ce npupas-
HAT Ha rpafAckuTe NpakTuky, na ce npeacTaBAaAT Kato He3acsly)KaBalwy BHUMaHue, noytun
npupoaa, Han-noépe ako e Bb3MOXXHO [a Ce CMesT C rpafcKuTe nasapHu 1 eKo-CUCTEMMU.
T.e. Te Beue HAMAT BM3yariHa CTOMHOCT cama Mo ceée cu.

CobLo KakTo coumnanHaTa ,D,perCT N TeXHOJIOTMYHUAT CKeNleT Ha meranosinca nma camo
€4VH WaHC aa nonagHe B peXXxMm Ha BManMOCT — KOorato € B KPpU3NCEeH, KaTaCTpOd)I/I‘-IEH
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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
sets'®, and can be disguised as ordinary advertisements: in Bangkok, for example, there
is a skyscraper whose fagade 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 | will try to identify here. | 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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pexum. ToraBa Ton NpousBeXaa ceH3auma 1 3annaxa — Bu3yaneH marepuan, nogxogsiy,
3a eKpaHuUTe Ha rpaJckoTO HECBH3HATENHO, PEAOM C APYr MaHuK, CTPaxoBe 1 anokanun-
TUYHWU BU3UKN, KOMTO rpagbT HEMPEKbCHATO MHCUeHMpa. I cBeToBHaTa TeNeEBU3NOHHA
ny6AnYHOCT, 1 camute napwxaHu ,Buaaxa“ npearpaometo ,CeH [eHn®, korato TpeTtoTo
NOKOJIeHEe Marpe6CcKy eMUrpaHTi 3arnoYyHa ga nanu Konu, 3a ga Mapkupa ¢ Tosa
coupanHaTa cu 6e3nepcneKTMBHOCT. 10 CbLMs HAUMH MagpuackaTa rapa v TOHOOHCKOTO
METPO CTaHaxa BUAMMUW, e4Ba KOraTto BflakOBETE 3arnoyHaxa ga ekcnnogupar oT 6oMeute
Ha An Kanpga, a npeBbpHanute ce noyty B 4acT OT NpupoaHns ,sky line“ Ha MaHxatbH
Bnnsnaum pogunxa Ham-y»xacHaTa TeatpanHo-peanHa rnegka Ha XXI Bek (umTtupawia
dunmn kato ,fog3una® n ,ApmareioH") — BCMUK/, abCOMIOTHO BCUYKM NO-CBETA Habnoaa-
Baxa NoTbBaHETO Ha HOBUSA TUTaHKK, CO6MbCKan ce C ropelms ancéepr Ha Tepopusma,
NoTbBALY C TbPXXECTBEH rPbM MOA anokKanunTuyHUTe obnauy Ha paspyxaTa, cpeq napure
Ha ToMALWMSA Ce anyMUHUA 1 stata OT OGUCHN JOKYMEHTU.

Mwma ouwle epHa, nocnegHaTa NoOcoka B MeranonncHUs xaoc, KoATo LWe ce onutam ga Tpa-
cupam. [No-rope onucax Kak MeranonncbT Ce € pasfaenus C Han-BaXkHNTe NOAapbLM Ha
MopepHocTTa, 3a kouTo rosopu ae Cepto. Ton e 3ary6un eguHHaTa Cu Cy6eKTHOCT,
KOSITO Ce e onuTBasa fa ro KOHTpPoaMpa 1 CTPOU OT CBOS LIEHTbP MPafACcKUTe NpocTpaH-
CTBO U XXMBOT, 3a0aBaiiku 1 Bu3yanHaTa UM HOpMa — HEC Te ca CKaHaanuaupaHu oT
ncTopuyeckara MHOXXECTBEHOCT, OT AeMOKpaTuyeckaTa aucrnepcus, OT ETHNYECKO U
coumnanHo MHoroo6pasue. Ho Ton 3anousa fga ryéu 1 nocnegHus cu py6ex — ceosTa
orpaHunyeHa, sicHa NPOCTPaHCTBEHOCT, KOSITO o € npaesena ,rpag”. B enoxarta Ha meguun u
BUPTYanHN KOMYH/KaLMKN CE NMPOMEHS MACTOTO M GYHKLMATA HA caMuTe rpadcky rpaHnLm.
JaneyHoTo, TPaHCKOHTUHEHTATHOTO, CBETLT KaTo LANIOCTHA BUPTYanHOCT NpUCbLCTBAT
HaBCAKbAE, BbB BCEKM AOMALLEH KOMMIOTbP, BbB BCEKN IHTepHeT-kny6. MNon Bupununo
no 3abenexuTeneH HauMH Nokasea ToBa BbpXy NpobGfema 3a rpagckara CUrypHoCT: oxpa-
HSIBAHUTE rpaHMLU He MasAaT rpafja OTBbH, a Ce MMaHEHTU3MpaT, Kamepu o6CcuneaT ynuum,
CKaHvpaLLu nopTtanu 1 NPOBEPKM 32 OPbXME MMa Aaney He camo Ha netuwara, ,rpaHuu-
HUAT KOHTPON“ CNpsiMO TEpopu3Ma MOXe Ja Ce HaMecu BbB BCAKA TOUKa Ha HescHaTta
rpagcka TepuTopus, BbB BCEKM MOMEHT, Ha BCSKO MSICTO, AOPY B CaMOfIETUTE 1 BllakoBe-
Te, KOUTO Hanyckar rpaga.

MeranonuceT Beye He € OHOBA OUYEBMOHO U XOMOreHHO rpafcKo MACTO, TepuTopurasnHa
TOTaNHOCT, B KOSITO Ce Mpecuyar u ctaBaT Bb3MOXXHN BCUUKUN COLMANHN, UKOHOMUYECKN,
KOMYHUKATUBHU, ECTETUYECKUN 1 APy B3anmMopencTsms. Ton ce oTBaps, pasTara ce B
MPEXW, BPb3KU, KOMYH/KaLUW, CTaBa ,MpeKaneHo OTBOPEH, NpPe-eKCnoHMpaH“ (overexpo-
sed). MNon Bupunuino nuwe: ,,...re0qe3nyeckmsaT My kanaumTeT aa onpeaens equHCTBOTO
Ha MSCTO M Bpeme 3a BCUYKM COLManHn OenCTBUSA OHEC BU3a B ANPEKTEH KOHONUKT C
CTPYKTYPHMS KanauuTeT Ha cpefcTBaTa 3a Macosa KoMyHukaums“'®.

Tpsab6Ba ga ce nogueprae, ye Bupunumno Hama npeasma camo MacoBrTE KOMyHMKaLMKU B
TECHUS, TENEKOMYHUKALUMOHEH CMUCHI1, & FTOBOPY 3@ Hal-LUMPOKO pa3bupaHu coumanHu
06MeHM — 3a TOBa, Ye MapLIpyThTe, B3aUMOAENCTBMETO, O6MAHATA Ha XOpa, MallvHu,
napwu, o6pa3v|, counanHu NpakTukn Beve He npun3HasaTt rpaHuLUnTe Ha nonnca 3a cBos
ecTecTBeHa CLeHa Ha cnyyuBaHe, npefnen u pedepeHumanHa cucrema. B ypb6aHUCTUUYHO U
MKOHOMMYECKO OTHOLLEHVE Oe-NoKanM3rnpaHeTo Ha rpaga ce n3passsa B npeobpasyBaHe
Ha TPaAMLUMOHHOTO OTHOLLEHUNE ,LIeHTbP — Npearpaaus” (OTTernsHeTo Ha 6oraTuTte B Npe-
CTWKHM residence areas, 6e3MepHOTO pa3TaraHe Ha NpearpagusaTa, KoMTo 3anoysaT aa
“maT CBOM JIOKasTHW LIeHTPOBE (MOMOBE), 06e3N0aABaHETO 1 reTOU3MPAHETO Ha rPaacKu-
Te LEHTPOBE, XXUBEELLM Camo Npe3 paboTHOTO Bpeme Ha 6aHKu, oduc-crpagm 1 npasu-
TeNncTBeHn yupexaeHus'’. OT reaHa Touka Ha NPOWN3BOMACTBOTO U eKOMNOrMATa NPeauLLIHN-
Te uHaycTpuanHu nepudepnn Ha 6oraTute CBETOBHU rpafoBe Ce ,UYUCTAT OT MPbCHUTE
NPOW3BOACTBA W MHAYCTPUanHUTE KBapTanu, KOMTO Ce MECTAT Ha JeCceTkn Xunsgu Kuo-
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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”'®.

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)'”. 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 Appadurai'®. 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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MeTpu, crefBalkin eBTMHaTa, NOCT-KONoHManHa paboTHa pbka (ocTaHanu 6e3paboTHu,
MECTHWTE MbK 3aeMaT LEHTPaNHUTE reTa).

ot BuU3yanHaTta rnefHa Touvka, KoAaTto HU nHTepecyBa TyK, NOCT-KanuTanncTtnyeCcKmnAT rmraHT-
CKW rpaj ctaBa CMCTEMA OT eKpaHu, Ha KoUTo aedunmpar B XaoTUYeH, HeperynmpaH CTun
pasHu rnegku: ToBa ca eTHO-Nen3axute, TEXHO-Nen3axute, naeo-nensaxure n GpuHaHco-
nensaxkuTe, aHanuaupanu ot Anapypan'®. B Hero naeat unu aepunupart Hai-luapeHn
MUFpaUMOHHN NMOTOLM, KOUTO OCTaBST HABCSKbAE CBOMTE Ciean; OT nasapHa rnegHa Touka
TOW 6MBa BCE NOBeYe NPEB3ET OT MMO6asHN 06pa3HN BEPUNM, OT BUPTYASTHU XUGPUAK, npe-
HebpersaLLy MECTHUTE U aTaKyBally HanpaBo CBETOBHU KNMEHTU 1 Ny6nnkn. MnobanHute
Buaeo-naHa, MTV-knunose, KOCMOMOAUTHU NHTEP-PENCU, CBETOBHM 6UN-60paoBe, KOUTO
npUTUCKaT KbM 3eMsTa MECTHOTO 6€0HO 1 CamModenHO 06pa30-Npon3BoaAcTBO. PeanHuTe
BMCOKM Crpaan Uim OXXMBEHW KPbCTOBULLA 32 PEKTaMOfaTenuTe ca NpocTo eanH eKpaH 3a
n3naraHe B NoBeyve — eaVH MexXay MHOro Apyri (egHa v Cblia peknama MoXXe fa ce Habno-
[aBa Ha 6unéopa, No TeneensusTa, B VIHTepHeT, Moxke Aa s Buamw B Bunrapus, GpaHums,
TannaHg, WaTnTe..., MOXXe ga cnywall HemHUa paguo-BapuaHT v np.). T.e. rpaackuTe mecra
3anousart fa ry6saT pasnukata cv OoT MeauuTe: Te cTaBaTt efHa Masika YacT oT 6e36pos Ha
MEXOYHaPOOHUTE TENEBU3VMOHHN KaHanu, IOKaHN U CBETOBHU eNEKTPOHHN dopymu,
MunMoHmn chat rooms, nMyHKM 6noroee, wireless Bpb3ku, NOTOLM OT AaHHU, CKaHMPaHU 1
nanpareHyn o6pasu. Mo cxogeH HauvH ce pa3TBaps BbB Bb3dyxa U pasnukara Mexay pears-
HY Ny6nuuHn Gopymmn 1 BcesbamoxxHuTe talk show, AMCKyC1OHHM rpynn Ha auacnopara
unmn Ha deH-KNy6oBeTE Ha ONpeneneH rpag, AbpXKaea, KakTo Ce ry6aT pasfimkute Mexay
peanHa 6ecepa ,iue B NMUe” 1 BCEBb3MOXXHUTE AUCTAHTHN MHPOPMALMOHHN KOHTaKTU
(pasrosopu no mo6unHu TenedoHn, Skype, yatnpaxe...). KazaHo 0606LLeHO, B TO3U ,Npeka-
NEHO OTKPUT" BapuaHT BUpTyanHaTa Kyntypa e A0 U3BECTHA CTeMNeH ,,0TMeHNNa" peanHoTo
NPOCTPAHCTBO, a C TOBa € peBU3unpasna Takmea Bb3/10BU OTHOLLEHUS KATo ,,BbTPe — BbH",
»00M — rpag”, ,My6IMYHoO — YyacTHO", ,CBOE-UyXa0". AHanM3aTopute roBopsAT 3a T03u edekT
Ha ,0e-nokanusaumsa” Ha rpaga, KOMTo € CBbp3aH C ,06e3TeNlecaBaHeTo" Ha UHAMBMAA U
CBOE6OPa3HOTO M3ye3BaHe Ha dpnaHbopa 1 MUHyBaveckuTe Tbnanu. B momeHTa Ha npexon
OT MOfEpPHUA rpad-mMallnHa KbM ,MHGOPMaLIMOHHNSA rpaf” BeYE HE € HY)KHO [a Ce LusseLl
no ynuumTe, 3a Aa N3KMBEEL pasnnumeTo 1 MHOroo6pasneTo — NOMECTEHN ,HUKbAE®,
UHOMBUAMTE cbpdupart B ApYri eNeKTPOHHM CBETOBE, NPEeBpbLLAT ce B ,motiles”, Heno-
OBVKHW CblLeCcTBa, NpAaTbK KbM CBOUTE KOMI‘IIOTpI/I19.

Codusna kKaTo eKpaH Ha npexopa

,D,OTyK onuceax BU3yasiHUTe pexxmmn Ha aBa naeanHun tmna — MoaepHuAT rpag n rnoéan-
HUAT Meranonuc. Te we My NOCAYyXKaT No-HaTaTbK KaTO KOOPAWMHATHM CUCTEMU, UpE3
KOWTO LLe ce onuTam aa rosops 3a Codusa 1 3a ToBa, koeTo BuayanHuat cemuHap ycra-
HOBWU 3a Hes. LLle Tbpcs pas3nukuTe, a He ,,0TKNOHEHMSATa": TopHUTE NAeaNHU TUMOBE ca
NPOCTO NO3HAaBaTENHN MHCTPYMEHTU, @ He HOPMU, KOMTO GbJirapckara cTonuua Hemnpe-
MEHHO TpsibBa aa cnefga. T.e. We ce onuTam fa onuwa nocT-coumanmcTuyecknTe n 6an-
KaHcku cneundunkn Ha Codus, a He HKaKBM ,OeBUaLMN® OT naeanHn cTaHaapTu, KOUTO
ce Hanara fa 6baaT nocTUrHaTu.

OcHoBHaTa nges Ha HacTosILLMSA TEKCT ro cpoasiea C BUu3yanHarta coumonorus. Mpegno-
CTaBEHO €, Ye coumanHuTe NpoLecy 1 counanHmtTe KOHGNMKTA He Ce CryuBaTt HEBUAMMO,
a umaT sceH Bu3yarneH KoebuLMeHT, BbNPOCHT € Aa 3HAaeM Kbae Aa HAacouMM norneaa cu
M KaK fla pasJyeTeM, TOBa, KOETO BKAame, Kak Aa aHanusnpame 1 CMHTesnpamve Bu3yarn -
HUTe AaHHK. MeToabT MW pasriexaa rpafckoTo NPOCTPaHCTBO caKall e ,ekpaH“®, kbae -
TO coumanHuTe NpoLecy Mmat pasHoobpasHy npoekuun. lNMocnegHnTe aaney He ce
n3uepneaT B ANPEKTHO NPON3BOACTBO Ha 06pasu, peknamu, HUTO JopY C uaocTHaTa
BMU3yanusauus, xapaktepHa 3a ,,06LeCTBOTO Ha CreKTakbna“ — Makap 4e B TOBa OTHOLUe-
Hue Codus, KaKTO BCMUKM FpafoBe Ha Npexoda KbM nasap, NpexxuBs HEBEPOSTEH GyM.
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to experience difference and diversity — located in “Nowheresville”, individuals surf other

cyberworlds, becoming “motiles”, couch potatoes that are an appendage to their com-
19

puters .

Sofia as a Screen of the Transition

Above | have described the visual regimes of two ideal types, the modern city and the
global megapolis. Now | will use them as coordinate systems through which | will try to
look at Sofia and at the findings of the Visual Seminar. | 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, | 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”?® 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
consumption?. | 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. | have tried to identify particular conflicting lines in this
mosaic, which also has a historical dramatic structure (which | 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). | have examined the direct
political and public significance of this mass protest elsewhere®; here | will deal only with
its visual effect. Apart from and irrespective of their specific political goals, the protesters
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MosaT nogxopn npuema, ye Besika rpafcka npaktuka — obrtaBaHeTo, MOBEAEHMETO Ha Yu-
uara, nasapyBaHeTo, KBapTaJlTHUTE KOHTaKTW, TPAHCMOPTBLT, CTPOEXUTE, HaanmcuTe un
BCUYKO APYro, KOETO CbCTaBNsABa Pa3HONMKNSA XXMBOT HA €OVH rpaf — npuTexasa cob-
CTBEH BU3yaneH noteHuuan. l ue Bu3yanHocTTa Ha rpaga npeacrasnssa KOHrmomepar ot
XEeTepPOreHHN BU3YyanHOCTW, KOWNTO rpaackaTa ,,eKpaHHOCT® ,cHeMa“ Bbpxy cebe cu 1 nva
TeHAeHUMATa Ja NPeacTaBk KaTo XOMOTEHHO BU3yarlHo nose 3a KoHcymaums®' . Onuteam
ce ja aHanuaupam pa3HOPOAHOTO: €AHOBPEMEHHO 06pa30-NMPOU3BOACTBOTO B TOUYHUSA
CMUCHA Ha Aymara, HO CbLUO 1 BU3yasiHMs acnekT Ha BCEeKUOHEBHW NoBeaeHus, cy6-
KYNTypu, NOAUTUYECKU NporpamMu, HOBU MecTa U TEXHUKN Ha obuTaBaHe Ha rpaga, aHo-
HUMHW YPBAHUCTNYHMN NPOLECU N MHCTUTYLIMOHANHN CHTbCbLUM — Thbl KATO BCUUKA TE
n3nbyBaT CBOS 06paseH NPUHOC B CroXkHaTa Bu3dyanHa mo3anka Ha Codus. Ctapan cbm
ce fa ouepTas onpeneneHn KOHGMMKTHA IMHUM B Ta3n MO3anka, KoATo nva n ceosata
ncrtopuyecka gpamaryprusi (yCrnoBHO Ha3oBaHa OT MeH ,[TbpBo“ n ,,BTopo gencraue”).
Bopeuwa e metadopata Ha ,rnegkara“, a duryparta Ha Habnogaeawms ce koneéae — ot
yYaCTHVK B MbPBO OENCTBME KbM 3aMay (dbnaHbop) BbB BTOPO.

MbpBo peinnctene

FpapbT KaTO femokpaTUyeH TeaTbp: HOBUTE UIPU Ha cTapuTe cUueHn

B nbpBuTe egHa-gBe roguHu cnep 1989 Codus, NOAO6GHO HA MHOTO Apyry rpagose B 3Tou-
Ha EBpona, 6elle apeHa Ha NPOTECTU Y MUTUHIW. TEXHWUTE NO3YHI 68xa CBbpP3aHu C AemMo-
Kpauus, MHOronapTumHa cuctema u ,)K1BOT B uctuHarta“ (Baunas Xasen). Ha gpyro mMscto
CbM Ce 3aHMMaBan C Npekunst NOANTNYECKM 1 MyGNYeH CMICHI Ha TO3W MAcoB MPOTecT?,
TYK LLie Ce MHTepecyBaM camo OT Herosus BudyaneH epekT. BbH 1 He3aBMCHMO OT cBOUTE
KOHKPETHU NONUTUYECKN Lenn, NPoTeCTMpaLLMTe HenpegHamMepeHo npovnssenoxa rnegka,
yMATO ecTeTrKa 1 AMHaMUKa McKalle Ja cKkaHjanuavpa TotanutapHus rpag.

BcbLlHOCT, 1 MO BPEMETO Ha KOMYHU3Ma ypbaHucTUMYHaTa CTpyKTypa 1 apxutekTypara Ha
Codus He Bsxa TUMMUYHO TOTanUTapHW; rpadbT CU OCTaHa OCOG6EH MCTOPUYECKN XMBPUA.
Tol B HUKaKbB Cnyyan He 6elle npeo6paseH OT KOMyHM3Ma TONKOBa, KonkoTo Mocksa,
He ce 6elue Hanarano fa ce CTpPOM HAHOBO Crief BoMHaTa — kaTto Baplwasa, He 6elue Taka
Y>KacHO pasceyeH OT rpaHOOMaHCKUTE BU3UK Ha CBOS nuaep kaTo bykypeuy Ha
Yayliecky, HATO nmalle Takmea 3HaKoBu ,nponetrapcku ynuum kato ,Karl Marx Allee® B
N3ToueH BepnvH. Owe otnpean roayHUTe Ha KOMyHM3Ma rpagbT BUHArM € nmarn Hewo
6ankaHcko, GpamunnapHo, NpPegMoaepHO — U B TO3M CMUCHI aHTU-ToTanuTapHo. Tosa
BUHary e 6un rpaf, TPyOeH 3a LIeHTpanHo ynpasneHue, faneye oT Ynctota Ha MOAepHus
»naH-onTn3bm*“ n beHsmmHoBaTa ,,BUAMMOCT Ha KOHCTPYKTUBHWA nNpuHuun®. B nepuopa
cnen Oceo6oXxaeHneTo Ao BropaTta cBeToBHa BOWHA, CToNMULAaTa Ha HOBOOCBOGoAeHaTa
[bp)KaBa U3pacTBaHa Mo-CKOPO XaoTUUHO, 63 ICEeH rpafoycTpoiNcTBeH nnan®, naseiku
CBOMTE NPEAMOOEPHN Maxan KaTo OCHOBHU FPaACKN eAVHNLM, C N36yxBaluy KamnaHum
Ha XaoTUYHO 3acTposiBaHe®. T nokasBa CBOATA MOAEPHOCT He TONKOBA UPe3 HKaKbB
LeHTpanuanpaHo, GyHKLMOHANHO-YpP6aHNCTUYHO ratio, a No-CKOpo Ype3 3HaKoBO Ae-0pu-
€HTanM3npaHe — CTPOEHE Ha eMbBieMaTUYHN crpaam 1 NoKasHO HaBakCBaHe Ha LBUNU-
3aLMOHHN NpVAo6KBKM. Mo NOAO6EH HAUMH Ce N3rpaXkaa  MoaepHa UHPPaCcTPyKTypa.
Nacneposartenn Ha Codura nokaseart, ye nocnegHara, Makap cxaallaHa KaTto ,,iporpecus-
Ha“, HaBM3a C 6aBHU TEMMOBE 1 3a Ob/ro ocTaBa GpMHAHCOBO Npo6nemaTnyHa. Bogo-
NpPOBOObT, ENEKTPUYECTBOTO 1 TPAHCMOPTLT Ca HEPABHO pasnpeaesieHn, HeJoCTaTbyHO
dYHKLMOHANHW, NOLIO MOAbPXXaHU (MMNCBaT CrneunanicTy), BCbLLHOCT cnabo yCBOEHN OT
pasHoo6pasHu rpynn COGUNCKN XKUTENN, KOUTO HEBMHArM UCKaT Aa NPOMEHST CBOUTE
npenmoaepHn Hasuum?®®. Mo oTHocUTeNHO TecHuTe ynnum Ha Codus (ObAro BpemMe e nasu-
paHa camo LeHTpanHaTa 4yacT), napanenHo C ICTOPUYECKN MNacToBe, OCTaHanu ot puM-
CKM, BUSAHTUNCKN N OCMAHCKN BEKOBE, C FOAMHMTE 3anoyBar ga ce npenaurtart pasHu
apXUTEKTYPHMN CTUNIOBE, HAKOW OT KOUTO AEN0 HA YyXXOW apXUTeKTW, Apyri Ha 3aBbpHanu
Ce OT UyX6UHa 6bnrapy (MbPBUAT GbATAPCKN apXUTEKTYPEH daKynTeT e OTKPUT Yak npes3
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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 plan®, keeping its
premodern neighbourhoods as basic urban units, with occasional campaigns of chaotic
construction?. 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 achievements®. 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 habits®. 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 r.) — HauMoHaneH poMaHTU3bM, COPUINCKN CELLECUOH, NMPeaBOEHEH MOAEPHN3bM UK
»3pAN“ cnegBoeHeH MogepHU3bM.

[lo ,NpencTaBuTenHUTE” crpagun u KBapTanu, obade, cbceactear

CaMOBb3HUKHanuUTe 6e3 cTun 6egHAawkun OubyHap n KoHboBMLA, eMUrpaHTCKN KBapTanm
OT MO-CKOPO CENCKM Kbl C ABOPOBE 1 rpaguHun (mexay ,Jlarepa“ n ,[aBnoso®), a B gan
€UHNTe Npearpagns Counann3mbT Lie Npueny No-KbCHUTE NaHesHn caTenuTHN rpagoBse
,Mnapoct® 1 JlionuH“,

WHTErpvpanu B rpaackara cpega OrpoOMHM CENCcKM HaceneHusi C NpeaMoaepeH MmaHTanu-
Ter.

* * %

~HexHara pesonioumns® obave HaIMaLle OTHOLIEHNE KbM Ta3u NCTOPUYECKN CRoXXuna ce
KOMMJIEKCHOCT Ha rpapga. 1o nuHmnaTa Ha KoHTpacTa TS Hanpasu Buayma camo OH3U
HEeroB MNjacT, KOUTO UMalle OTYET/IBA KOMYHUCTMYECKA 3HAKOBOCT — T.€. M3Baau 1 napo-
avpa yHn$GOpPMEHOTO apXUTEKTYPHO MOCNaHne, CXOOHO C TOBA Ha MHOro coumanmcTmye-
CKu cTonmuu. Ha BCUYKO, KOETO 6eLle acoummpaHo C KOMYHUCTUYECKMS anapart, KOeTo
n3nbyBalle 6e3nnyHa KOIEKTUBHOCT, NCTOPUYecKa TbpXKECTBEHOCT 1 ONTUMU3bM, My
NnpeacToeLle aa npexusee Tpasectun 1 napogum. B Codus To3u apxutekTypeH nnact
6eLle ONpeaMeTeH B CTaNMHCKUS 6apokK, 3aBnafsn C LeHTpanHaTa Cu CUMETPUS N TEXKU-
Te CU KOMOHW rPaficKoTo Napro, B NONUT-ecTeTVKaTa Ha MapTuitHus gom?, rnepall oun B
0oun nameTHUKa Ha JleHnH (OT CBOSI CTpaHa Brnepwn nornes B 6bAeLeTo), B MyMUAHOTO
nanbyuBaHe Ha MaB3ones, crno6ssaly, CUMBOSHUS ped Ha KOMyHI/I3M328, B 6€36pOoNHNTE
OMMUTPOBCKU, NAPTU3aHCKW, ATAWWKN CTaTyy, MamMmeTHN No4un, ekopauum, CMEHIEMMN U
HecmeHsiemun n03yHr|/|29, MMeHa Ha ynuum, éynesapam u T.H.

CnoHTaHHNTE, MbCTPY THAMNU OT pas-
NIMYHU XOpa, KOUTO HE Camo MpPOTECTU-
paxa, HO 3aeHO C TOBa Ce pajBaxa,
neexa un npasHyBaxa CO6CTBEHO CU1
ocMensiBaHe, KOUTO Ce Abpkaxa (aBu-
Xexa, mogckauaxa, TaHuyBaxa, Buka-
Xa) KakTo CW 1UCKaT, MHCLEHNpankin
CO6CTBEHMS CU ,NpOU3BON" ¢ fO6pPO-
OyLIHa, UrpoBa NPOHUS, 6axa B KOH-
TpacT, Aopy 1 B KOHPMMKT C uanata
cuctema OT ONPOCTPaHCTBEHN 3HALM
Ha BnacTtTa B KoMmyHucTtnyecka Codus.
Te ce pBmxexa, cbbmpaxa 1 pasnaga -
Xa TbKMO Ha TakuBa eménemMaTnyHu 3a
KOMyHUCTMYeCKaTa BnacT MecTa, HO
6e3 fa ce cbobpasneaT C TAxHaTa
BrnacrtoBaTta nepcrnekTmea, NoBeaeHne-
TO MM MOCTaBsLIE B UPOHWNYHMN KaBu-
UKW NfowagnTe n TpuébyHute, ot komTo npean MNapTunHOTO OKO TpsAGBaLle Aa Nno3apasasa
MaHudecTauumnTe Ha CnAOTEHN NPOeTapCKN Macu. BCeBb3MOXXHUTE OTEHDBLM HA ONO3u-
LMOHHOTO CUHBbO 1 YOBELLKaTa LiapeHus 3annBaxa n3benssalloTo YepBEHO Ha U30CcTaHa-
N 3HameHa 1 NeToNbukuy. 10 CBOE YCMOTPEHNE OEMOHCTPAHTUTE BIOKMpaxa ABUKEHNE-
TO, WeCTBaxa CbC CBELLM TaM, KbAETO Npean aepunmpaxa pakeTu 1 TaHKOBe, 06rpaxkaaxa
1 6namupaxa oduumanHn nyennyHu crpagm. Hosute ny6nnyHn akumm ce n3sbplusaxa ,B
rpu6” (UK, 6GaxTMaHCKN Ka3aHo, CPeLLy AOMHMLATa) Ha NpaBUTESICTBEHNTE 6ACTUOHMN —
OEMOHCTpaumMuTe Beye 6sxa NPeMecTuiv HOBUS, AYXOBEH LEHTbP Ha rpaga 3ap MapTtun-
Hus pom n HapogHoTO cbbpaHue, ¢ nvue cpelly npasocnasHus cunyet Ha ,CB.

Anekcanabp Hesckn“®,
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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.

* k% %

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)?’ 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 communism?, in
the countless statues of communist leader Georgi Dimitrov, of partisans and their helpers,
memorial plates, decorations, changeable and unchangeable sloganszg, 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 Nevski®.

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-
lence® 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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HenpekbcHaTo 65Xa M3BbPLUBAHU ,,BaHAANM3MU® — Taka MoHe M Hapuyalle KOMyHUCTUYe-
ckara npeca. BeblyHocT Codus ce 6e npeBbpHarna B cLeHa 3a CUMBOIHM 06pyraBaHus 1
TPaBECTVWN Ha apXUTEKTYPHUTE CbCPEROTOUNS HA KOMYHU3MA. Te o6aye CMOHTaHHO ce
npuabp)kaxa oTcam rpaHuLaTa Ha HacunneTto®, 6sxa no-CKopo UrpoBM MbPGOPMaHCH —
MaB30nesiT Ha l'eopru OuMUTPOB 6elle HalapPeH C HAANUCK U 6YKBaNTHO NperuKaH,
nameTHUKLT Ha YepBeHaTa apmus — 60aaMcaH ¢ KbpBaBa 605, NpaBUTENCTBEHU U NapTUii-
HW crpaam, KakTo BMPOYEM U LENUST rpaf — 06CUMaHn CbC CMELIHO-HENPUIMYHM rpadunTm
CpelLLy KOMYHUCTUYECKUS PEXIM.

Taka Ha HVMBOTO Ha Ny6NIMYHOTO NPeAcTaBeHne ce napoanpaxa BCUUKU KOMYHUCTUYECKN
KOLOBE Ha rpaja: egHo epeMepHo, HOBO U paanKarHo, YeCcTo 06CLIEHHO 06pa30-Npouns-
BOLCTBO, KOHPOHTPAHO C BKaMeHeHaTa Bu3us Ha KOMYHUCTUYECKNS TOTa/IUTapu3bM.
CodusHUM VHCLEeHMpaxa KaTo rnegka c6/ibcbka Mexay TOTaIMTapHOTO YP6aHUCTUYHO
NPOCTPAHCTBO 1 HOBUTE MYGNMYHKN NPas3HULM Ha cBo6odaTa, B KOUTO MMalle NpocTu
nocnaHus U MHOrO PafoCT U MPOHUYHA Urpa CbC CUMBOJIN.

JlosyHruTe npaeexa BUOMMU 1 YyBAaEMU HE HSIKAKBW HEOYakBaHu, a 6a30BU, CaMOOYeBUa-
HW Hewa: ,Jemokpauunsa®, ,MmacHoct, ,VctnHa®, ,Mnypanusbvm®, ,Hue cme Hapoobt®; T.€.
cTaBalle Aayma 3a cBobopara, npaBarta Ha YoBeKa U HapOOHWNS CYBEPEHUTET, 3a Nny6rmy-
HaTa UCTMHA 1 coumanHaTta cnpasenMBocT. ToBa 6sxa TPaaULNOHHN LEHHOCTU, KOUTO
He Hanyckaxa nerutumaummTe Ha MopepHocTTa (3a MI3TouHa EBpona Te 65xa Hemucammm
B paMKuTE Ha NPEeauLIHNTE KOMYHUCTUYECKN pexxumum). TaxHaTta ceMNIOCT NO3BONM Ha
3anagHy KOMEHTaTopu fa Hapekar cbbutusita ,KoHcepBaT/BHa pesoniouns” n ,pectas-
pauus Ha HopmanHocTTa“?. Tebpaelle ce, ue Te3un npouecu ca pUIocodcKn TPUBMAMHM
— He pakgaTt HOBUM Maen 1 ca He noseye OT npasHyBaHe (00 M3BECTHA CTENeH HaMBHO) Ha
camuTe nuéepanHm ocHoBaHus Ha MopepHata enoxa. Kbm TOBa ce fo6aBu 1 06BUHEHNE-
TO, Ye camy HOCEeLUM ToTanMTapeH MaHUTaNUTET, NPOTECTUPALLUTE HE NPAaBAT HULWO NoBe-
ye OT TOBa Ada UHcLeHupart eguH TotaneH mogepeH CybekT (Hapopa) cpewy apyr (Monw-
Lenckara obp)kasa), C KOETO, BCbLUHOCT, Bb3MPON3BEXXAAT OH3M KOEKTUBN3bM, KONTO
oTpuyar.

ABTOpr Ha HacTodwunTe penose He cnogensd ToBa MHeHne. BCbLLlHOCT, B ,HEXHUTE pPEeBO-
nounn® nmalle Hewo oT ,pedekcmBHaTa MOQEPHOCT" — B TAX MOAepHaTa enoxa ce o6bp-
Ha cama cpelly camara cebe cu, 3a Ja Ce OCMUCIN U KPUTUKYBa, HO CbLLO 1 3a fa urpae
CbC cebe cu B nopeaya OT CMMBOMHN NpeobpbluaHns. He ctaBawe oyma 3a eqHonnaHos
KOHd)J'IVIKT MexXxay Kanutanmctmyecka n KoMmyHmctnyecka mnogeonornmu, a 3a 3Ha4dymTenHo no-
CNOXKEH, TeaTpannaupaH Co/TbCbK MEXAY PasnuUyYHN Bb3MOXXHOCTU 1 anTepHaTUBHU Bapu-
aHTK Ha NpoekTa, TpbrHan ot lMNMpocBelleHneTo. TBbPAS, Ye ,HEXHUTE peEBONOLMN” Bsxa
npeacTasneHne, KOETo B Han-abCTpakTysa NnacT Ha CBOETO MOCMaHNe npourpasalle egHa
cpedly ApyTa ase pasnuuHu MopepHocTu®. EQHaTa 6elle NMHMATA Ha PaLMOHANHUS NaH-
ONTM3bM Ha yNpaBfIEMOCTTa, NpenfeTeHa C KOMyHUCTUYECKA YTOMUYHOCT U JOBedeHa [0
Kpan OT CbBETCKNSA TOTANUTAPU3bM: LEHTpann3aums, KONeKTMBN3bM, COLMAITHO NHXXEHEpP-
CTBO N HACUNCTBEHA MOAEPHU3auus, 6I0poKpaTu3paHe Ha yTonusaTa B LMHNYHA Mpexa
OT anapartynun n ngeonornyeckn aBTomMmaTnamm, ﬂOJ‘IVIU,GI?ICKI/I KOHTPOJ1, Tepop, macos
CTpax, NPOHN3an HaceneHne N MHCTUTYUMK. o OTHOLLEHNE Ha rpafoBeTE TOBa UMalle
npsika apxutekTypHa 1 ypb6aHUCTYHa matepranm3aums — To Ce ONpoCTpaHCTABaLle B
paspyluaBaHe Ha cTtapu 6yp>koasHu crpagy 1 NpOCTPaHCTBA U CTPOEX Ha obuumanHu,
npasHy NnoLwaam CbC cakpanuanpaHo-napTUnHN LLEHTPOBE; B AOMUHaUMS Ha oduLanHa
KOMYHUCTUYECKA BU3yanHa CMMBOSMKA (TPUGYHU, METOMbYKU, CbPrOBE U YyKOBE, YepBe-
HU 3HameHa, o6pasun Ha CNNOTEHNs NponeTapuaTt, 06pasun Ha BOXO0BETE, aBTOMaTU3npa-
Ha rpadocdepa OT N03yHruK), OT KOSTO TPbrBaT BacTOBUTE NEPCMNEKTMBY 1 MOEONornye-
ckara CTpyKTypa Ha NpoCcTpaHCTBOTO. HO TO ce maTepuanuampalue oue B rybewa un
MpbCHa TeXXKa UHAYCTPUS B HeENocpeacTBeHa 61n30CT C HOBOBb3HUKHANUTE pa6oTHMYe-

280



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”®2. 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. | claim that the “velvet revolutions” were a performance
which, in the most abstract layer of its message, played out a clash between two different
Modernities®*. 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-a-vis
the impersonal totalitarian spaces: colourful, bright and free, but temporary.

281



CKM Mpearpaaus, BCbLUHOCT CaTeIMTHU rpagyeta oT CUBW MU3EPHMW MaHeNKu, CMecBaLly
no abCypaeH HauMH rPajiCK1 1 CENCKM HauMHK Ha >XUBOT. AGCYpPAHOTO MpennnuTaHe u Npo-
TYBOpEeUNe MEXMOY TEXHUYEeCKa paLyoHarHOCT, MpaunoHanHa yTonMYHOCT U aBToMaTn3u-
paHa 6l0pOKPATUYHOCT ce MaTepuanuaupalle B rpaacka anc-ebyHKUMOHANHOCT, pe3yntar
OT JoMMHALMsATa HA MOeoNorusTa Hag NpakTuYecknTe ypbaHUCTUYHN GYHKLMK: pasnana-
Wa ce MHOPaCTPYKTypa, NPETbIKaH rPaacku TPaHCTOPT, NOWOKAYeCTBEHO CTPOUTENCTBO,
KOMYyHaIIHO e0HO06pa3ne Ha HOBUTE MaHENHU XXUINLLA, UNca Ha LIBETOBE, EKONOMMYHM
3annaxm u T.H.

Jpyrata, antepHaT/BHa NIMHNA, NpourpaHa OT Npexoaa, BEPOATHO HECbBbPLLEHA, GeLle
o6aye — He3aBUCMMO OT BCUYKU NMOCTMOAEPHN NPOEKTU, NPOKNaMmMpaHy Kato ,kKpan Ha
uctopusaTa“, ,pasnagaHe Ha onemuTe paskasun“ n np. — >Xuea n eHepruyHa. Toea 6elle
efHa nuéeparsnHa LeHHOCTHa nporpama, B KOSiTO 3a U3BECTHO Bpeme 3TouHa Espona
HAMaLlle anTepHaTBa: UHAMBMAYaNHU CBOGOAM, NPearnpremMaYyecTso, CBO604a Ha ABUXKe-
HWETO Ha napu 1 CUMBONN, BbPXOBEHCTBO Ha 3aKOHa, Nnypann3bM, pasgesieHne Ha Bra-
ctute. MpexodbT HAMALLe NCTOPUYECKOTO Bpeme aa cb3pane Tasu MopepHocT, 3aTtoBa
TOW CaMO 2 MHCLieHMpalle, Cb3aaBalle nNpasHUYHU NpeacTaBneHns Ha rpaxkaaHcKums
NPUHLMN Ha cBo6oaarta Kato NpOTMBOMOCTABEH Ha MaH-ONTUYECKNS, TOTAIEH UH)XEHEPEH
pasym B HErOBWUTE MAEONONMYECKN MyTaumu. B To31 cMucbn BU3yanHusT nnact, KOUTo
HEXHUTE PEBOSIOLMN poanxa, Npuinyalle Ha napoaveH, nogurpasaTeneH rpum Crpsmo
6e3NnYHNTE TOTanMTapHN NPOCTPaHCTBA — LWapeH, BECEN U CBO60AEH, HO BPEMEHEH.
Haln-cbluecTBEHOTO B HEro 6eLle, Ye No BpeME Ha ,HEXXHUTE PEBOMIOLUN®, KOHPMKTBLT Ha
TOTanuTapHaTa 1 Ha nuéepanHara MoAepHOCT 6elle NHCUEHUPaAH TbKMO KaTo urpa u
npasHKK, a He KaTto Hacunne. MuTuHruTe 6sxa He camo NPOTECT, HO 1 rnegka ¢ NOCTMO-
[OepHa ecTeTuka — arpecusaTa B Hesl 6elle MofepupaHa u ,CueHnyHa“, atmocdepara —
MPOHUYHA, UrpaeLla c uuTaTi, nuweHa oT pagukanHocT. KpbB He ce npons: T.e. Hau-
CbLLECTBEHOTO BU3yanu3vpaHe 6eLle OTCbCTBMETO HA TEPOpP KaTo CPEeAcTBO 3a AnCuUu-
NAVHUPaHe Ha coumanHoTo uano. PaHHarta nnowagHa ,HeXXHOCT® Ha npexoda Hanpasu
BUAMM OTKa3a OT HACUNCTBEHO COLMANIHO UH)XXEHEePCTBO.

TeaTbpbT Ha NPOTECTUTE NMPOM3BEQE MHOMO 3HALM OT TO3U pernctbp. CHUMKNTE OT
MUTUHIUTE NOKa3BarT, Ye € 611 NPOMEHEH, MOHE BPEMEHHO, PEXXMMbBT Ha Tenarta. 3a
pasnuka OT npeguwHuTe MmaHudecTaummn, MHANBMANTE BeYe He ce cnmnBaxa B yHUbop-
MeH PoKyC — macuTe Ha nnowaanTe Beye HIMaxa TUNoBO O6GNEKN0, XXeCToBe, No3n Ha
TANOTO, NOCOKa Ha nornen, He 6sxa ,macun”, He 6sxa ,,cnnoTeHn”. CbcTosiXxa OT XaoTnu-
HU UHAMBUOW C pa3HOPOOEH CTU N XETOPOreHHN NOBeAEeHNs, HENOAATNNBM Ha YHUW-
Kauus 1 AUCUMMNMHK, CAKaL MPOCTO PasnnuyH1U MUHYBavu, HO MOGUNN3NPaHN BPEMEHHO
3a CblUO Taka BpemeHHa o6Lua Len. Bcekn 6elwe o61eyeH No CBOEMY, XKECTUKyNMpaLle
pPasnuyHO, TaHUyBalle KaKTo My XpyMHe, uMalle CBOSl eCTETUYECKA U NOUTUYECKaA Npo-
rpama, Npou3Bexxpalle yHuKaneH cBon obpas. Hag nporectmpawms ,Hapo“ HAmalle
OKO, KOETO [a ro Totanu3upa, HATO OpraHn3aumns, KosiTo Aa ro opraHuaupa — naptum u
nnardopmy ce nosiBMxa No-KbCHO, ONO3NLMATa ObITO BpemMe naselle CUMBOa Ha CMoH-
TaHHOTO ,ABWXeHue ... I ThKkMO Ta3u rnegka — Ha ,pa3dokycnpaHute”, xaoTuuHoO npas-
HyBaly Macwu 6eLle Han-roneMmnaT CKkaHgan 3a LeHTpanuavpaHara apxXuTekTypHa
cpepa.

T.e. yacT oT nocnaHweTo beLle, ye ,HapodbT" (MPOCNOBYTa MOAEPHa KaTeropus) npes
1989 r. BCbLHOCT BEYE Ce CbCTON EANHCTBEHO OT EKCMPECUBHN MHAMBUAYANHOCTH, OT
6payHOBUTE OBWKEHUS HA YOBELLKM aTOMK, CamMo 3a MOMEHT Cbbpanu ce BbB $pokyca Ha
npoTecta. [lokasatencTsoTo 3a TOBa, Ye cTaBa Ayma 3a MOMEHTHO CbCTOsIHWE, fonae
camo HAKOMKO Meceua (Mnn roguHn) no-KbCHO, Korato HoBUTe ,Macu® ce pasnagHaxa
OTHOBO Ha WHAMBMWAMW, KOUTO Moexa no pPasHOMOCOYHUTE CU FPAACKN TPaeKTopun — 1
MUTUHIUTE Ce OKa3axa Beye HEBb3MOXKHM.
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,:! Cnecrere cu go

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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EdemepHocTTa 6elle OT HaM-BaXKHUTE TeaTpasiH/ KayecTBa Ha ,HeXXHUTE pesoniounn” —
Te 6sxa 3a Manko, Tpaexa Kpartko. lNNpomeHsxa CUMBONUYHaTa aypa Ha rpaga, Ho He 1
HeroBaTa marepuasnHa u ypb6aHuctTuuHa cTpyktypa. Bonpekun ToBa, Te ocTtaBsuxa onpene-
neHn cnepcTeus BbB BU3yanHarta cpefa.

Kato cBoeob6paseH onut 3a TAXHO MPOAbIDKEHNE MOXE Ja Ce CMATa NnonuTMkarta Ha
HAIKONKO OBLUMHCKN CbBETA, HAMECBalLa ce B TOUKW, B KOUTO rpafckaTta CMMBOMHA aypa
umalle no-icHM matepuannsauun. Te ,u3uncTuxa” rpaga ot YepBeHW 3HaAMeHa, NIO3YHI!,
KOMYHUCTUYECKU HAAMMNCK, KakTo 1 — NMOHe OO0 M3BECTHA CTEerNeH — OT NaHTEOHa KOMYHU-
CTUYECKU MIMEHA, C KOUTO KOMYHWUCTMYECKaTa BNacT 6elle NpeKkpbecTuna ynmumTe 1 nno-
wagnTe Ha byp>xoasHa Codus.

Hair-,BuammMmaT” onuT B TOBa OTHOLIEHME 65ixa MPEMMEHYBaHMATa Ha ynnum 1 NaoLaau.
Mmawe Hecmeno ycunue ga ce 3agbpku CUMBONUKATa Ha ,HeXxHarta pesonouns’ —
nnowanbT npen mas3ones Ha lNeopru JumntpoB 6ewe KpbCTeH ,Jdemokpauus®, 3a oa
HaMOMHS 3a MUTUHTUTE, KOUTO ro ocBeTuxa. Ho ToBa 6elle eauHMYEH cnyyai: NoBeYeTo
npenMeHyBaHuNa ce uenexa no-Hasapg B uctopusara. KomyHuctuuecka Codus tpséealle
[a 6bJe npencraBeHa KaTo ,MaTpuoTMyecka” (C MOHapPXUYECKU 1 MPaBOCNaBEH YKIIOH):
umeHata otnpeau 1944 r. 6sxa Bb3CTaHOBSABaHW UK (Npu 3anasBaHe Ha pecTaBpaLOH-
HUS MPUHLMMN) 3aMeCTBaHM C MMeHa Ha 6bArapcku uape, uapuum n KHArMHW, Ha BUOHN
6bNrapckun genum ot Bb3paxkgaHeTo u enoxarta Ha ,cTtpoutenute Ha Bonrapus®, c
MMeHa OT naTpuoTuyeckara reorpadusa Ha cTpaHarta u T.H. byn. ,feoprn Jumutpos*®
BbpHa cTapoTo cu ume ,Mapus-Jlynsa“, ynuuara cbc cpamHOTO ume ,,AHgpen XXgaHoB"
cTtaHa oTHoBo ,[lupoTtcka“, eyn. ,feoprn Knupkos® — ,CtedaH Ctambonos®, 6yn. ,Emun
Mapkos“ — ,loue Oenues”, 6yn ,Jumutbp Hectopos® — ,/iBaH EBcTatues ewos”...
CvmnTomaTnyHu 65xa 1 3ameHn karto ,lMayH Npo3pgaHos® ¢ ,YepkosHa®, 6yn. ,JleHnH" —
¢ ,Lapurpaacko woce”: otTaenHu cnyyam rosopexa 3a OpreHTaums Ha rpagckara Cum-
BOJIHA NONNTUKA KbM HOBM, NO-AasieyHn XOPU3OHTN (HOBONOSBUNUTE Ce bynesapan
-Magpug®, ,MoHTeBngeo®, HOBOTO UMe Ha Masnka ynuiua B ksapTan Jlarepa ¢ rpbmMkKoTO
ume ,CbBeT Ha EBpona“ u np.).

Ta3u cumBOfHa NONTUKA HA HOBUTE O6LLLVIHCKI/I CbBETU NMalle aBa npunoputeTa: T4 6elle
pecTaBpaunoHHa (Bpblualle cTapu rpaacku cumeonv otnpean BropoTta ceeToBHa BOWHA);
BUOAXME, Ye B 3HAUUTENHO cnaba CTeneH T4 ,YecTBalle”/Bu3yanusvpalle nameTra Ha
camara ,HexxHa pesoniouns”. BbB BCMUYKO OCTaHano T4 6elle nuiuweHa OT sicHa BU3uns U
nprvopuTeTX: TOBa NMPOJiMYa OLLe No-ACHO OT NpoBasa n B apyra o6nacT, B KOSTO CUMBOJI-
HUTE MaTepuann3aummn 6sxa ganey no-MoHymeHTanHu n TpanHu. bes fga uma kaksaTo u
[a e KOHLenumsa 3a KOMyHUCTUYECKOTO CKYNMTYPHO HacneacTBo, obLmHaTa noaxoan Kbm
NamMeTHULUTE Ha KOMYHVUCTUYECKNS PEXMM MO Har-HEeNocnenoBaTesieH HauuH — 7€ HUTO
Ce 3anasuxa, HUTO Ce pa3pyLumxa, onuTbT Gelle MO Bb3MOXXHOCT a HE Ce NpaBu HULLO
UM ga ce Hanpasy BCUYKO eAHOBPEMEHHO. HAKoM OT nameTHUTE NA0oYM Ha KOMYHUCTHYE-
CKW Oenun, napTu3aHun u staum 6sxa oTcTpaHeHu, apyrn — He. NameTHUKbT Ha JIeHnH
TUXOMDBIIKOM M34Ye3Ha eaHa HoLL, HO OKOJI0 To3u Ha CbBeTckarta apmus ce 3adopmmxa
ApamMun Ha CMMBOJIMYHO OMBPCSABAHE M CUMBONNYHO ouncTBaHe. OKONo KOMYyHUCTUYECKUS
o6enunck B lNapka Ha ceo6oaarta (Ha napka 6elle Bb3CTaHOBEHO CTapoTo ume ,bopucosa
rpagmHa“) He ce ciyyun abconioTHO HUWO. MaB3onesT 6elle pa3pyLleH C KbCEH 1 NPOun3-
BOJIEH NPaBUTENCTBEH akT (CaMOTO My TPYOHO paspyluaBaHe ce NpeBbpHa B Napoaus),
[0KaTo namMeTHUKBLT Ha 1300-rognwHwHaTa Ha benrapmsa Ha ckynntopa BaneHTuH
Crapues npen HOK 6elwe ocTtaBeH Aa ce camopaspyluasa, NpeBpbLllanky ce B MpbCHa
pasBanuHa, OT KOSITO KOMYHUCTUYeCcKaTa CMMBOMIMKA caMa ce OpoHBa (nopaay oo
KauecTBO Ha M3Mb/IHEHMETO, HO 1 MOpaan nunca Ha nogbpkaHe). NameTHUUMTE 1 CKyI-
NTypuTE, KOUTO HE 6aXa CbBCEM AMPEKTHO CBbP3aHN C ONpPeaeneHn KOMyHUCTUYECKN
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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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repou, a NPoCTo NpeAcTasnaBaxa TUNOBM U GE3NUMEHHN CKYNNTYPU HA ,KOMYHUCTUYECKN
xopa“, He 6saxa nunHaTn. CKynNNTypHWUTE rpynn ¢ HECObPKBAEM COL-PeanUCTUYeH 1 CoL-
pomaHTuuyeH ctun owe obecunsat Codus — Taknea ca CoUManUCTUYECKUTE CNOPTUCTM
npen ctagnoH ,Bacun JleBckn®, Gbnrapo-pyckute/CbBETCKN ,,COPYXKEHU BONHULN 1
CEeNnsHKKM No YyeTmpute Kpas Ha mocTa Ha ,Esnoru leoprues” u ,lpad UrHatnes u T.H.

TeaTbpbT Ha HEXXHUTE PEBONIOLMM HE CE NPEBbPHA B CTAbMIIHA NOUTKA MO OTHOLLEHNE
Ha CUMBOJTHMTE MeCTa B rpaga: HUKOW Jopun He 3abenasda npobnema. Jluncarta Ha nonuTtu-
Ka Ha nameTTa goBefe OO0 CMELUHU napagokcy, 3a KOWUTO Le AamM caMo eQuH npumep:
MIIaexunTe, yCBOUM CbC CBOUTE akpobaTnuHn skateboards NpoCTPaHCTBOTO MNpep,
nameTHmka Ha ,,CbBeTckata apMua”, poamxa TMMHENIKbPCKN ETUMONOMN Ha cTapute
KOMYHUCTUYECKN UMeHa (Cnopen eaHO MNafdexxko CbumHeHune ,lapk Ha cBobopaTa®
O3HauyaBa TbKMO MapK Ha Mnage)kkara cBo6oda: ,TaM xopara He XOAsT, a neTar ...).
MpoHus Ha uctopusra...

Bropo peincrtene

N36negHaBaWMAT coLmanncTMyeck rpap,

cpelly Heo-nnb6epanHara NbcTpora

Owue ot mbpBUTE roanHn Ha npexona B Codusa 3anoyHa o6paTHO OBVKEHME Ha MaxasnoTo:
pasnagaHe Ha MpeXkarta OT MecTa, O6EKTM 1 06pasn, KOUTO N3rparkgaxa Naeonornyecka-
Ta NaH-OMTUYHOCT Ha KOMYHUCTMYECKUS rpad, HO KaTo ornenaneH edbekT oT ToBa — 1
nocTeneHHa 3abpaBa Ha BpEMEHHUS ,MyGMYEH” rpaj Ha NPOTECTHUS U NPa3HUYEH npe-
xof. MapanenHo ¢ To3u ABOEH NMPOLEC XaoTUYHO HACTbMNBALLE HOBA, B MbpBUTE roavHU
BCE OLUe 3apoamLiHa Mpexa OT MecTa u o6pasn — TO31 MbT Ha KanuTana, npeanpuemym-
BOCTTa W rnobanHo-noKanHaTa KoOHCymaTtopcka KynTypa.

Ho npouecuTe He crnieaBaxa eovH cnep Apyr: KOHGIMKTHOTO, MOHSIKOra U NepBep3HO npe-
nnuTaHe Ha TPUTE eQHOBPEMEHHN BU3YallHU AUHAMUKY 6elle OMPEKTHO Habiogaemo
BbpXY eKpaHa Ha rpaga. BeblHOCT no-no6pe Aa rosopumM 3a pasHOPOOHU eKpaHu, 3allo-
TO BU3YyaslHUTEe KOHGNUKTY 65Xa MHOMO M TPYAHW 3a NoABeXxaaHe rnop o6l 3HameHarern.
Mo-pony, B CTVN AOHAKbAE GpparMeHTapeH, e ce onuTaM Aa uspeas HakosIKo KapTUHU OT
TexHUs1 Bb3en. Te umaT camo efHa 06Lia OCOGEHOCT: OT TAX OKOTO MPOCTO He MoXKelle fa
n36sra, Te 6saxa 1 ca U3NoXeHW Npe[d ounTe Ha BCUYKM — HE3aBMCMMO Oanv HaTpanuusa-
Ta M BUOMMOCT e camopaséupaema Ui camo eKCrnepTHO pasuutaHe MoXKe Aa NPOSCHU
CKPUTUTE N CoLMarnHn 3HaYeHus.

Cnab6arta MyHuuMnanHa BNacT KaTo rnegka

HeraTuBHaTa cTpaHa Ha To31 NpoLec — pa3nafaHeTo Ha NpeauluHaTa LeHTpanm3npaHo-
naeonornyecka, 6lopoKpaTyHa yrnpasnsaemMmocT Ha rpaga, CTUrHa o KpanHocTu. Ha
MOMEHTM 6eLle MOCTABEH MOJ BbMNPOC U OH3U MUHUMYM YMpPaBsgeMoCT, HEO6X0AM 3a
BCekun rofisim rpaf. CodusHumM Buasxa — B 6yKBasIHUSt CMUCBI Ha AymaTa Mokpan MHOro-
6pOVHNTE NYGNUYHK U TENEBU3NOHHN CHMBbCHLY, OBLUMHCKATa HECMOCOBHOCT 32 KOHTPOJ
Ha[ nocTeneHHaTa paspyxa Moc HAKOMKO AOMbHUTENHU, TEXKN OBLIMHCKN KPU3u.

KMeTCTBOTOy O6LU,VIHCKI/IF|T CbBeT U rmaBHUA apxXnUTeKT Ha cTonunuaTta o rondma cteneH
abamkmpaxa OT CBOWUTE YNPaBneHCKO-yp6aHUCTUYHN GYHKUMIN: ched MbpBUTE roduHN Ha
nnowagHn Becenus u napucractnyHa ny6aMyHoOCT rpagbT ce OTMECTU B NOCOKA Ha
YaCTHOTO, YMHOXIW UHULMATUBUTE Y NEPCMNEKTUBUTE CU 1 CTaHa eO0HOPEMEHHO TPyaHO
0603puM 1 TPYAHO yrpasnsem. ToBa ce Cryyn 3a CMeTka Ha BCe Nno-HapacTteallarta
MeaMnHa BUAMMOCT Ha KMeTckaTta ¢urypa: CMeHuxa ce noHe Tpu KMeTCKn ,no3n® nuiwe-
HaTa OT siceH o6pa3s Ha durypa Ha FHUYYNeB, yCMUXHATO-KPUMUHANHUAT MEAUEH 06pa3
Ha CodusaHckn, n Tasn Ha 6aT’ boko Bopncos — ,TbXeH, yrpuwxeH OT NpoGemuTe Ha
rpaga“ mavo.
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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 | 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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Cna6ara ynpaBnsieMoCT UMa CBOU KOHKPETHU MPUYNHK, KOUTO Ca MOHSKOra 1 KpUMUHASHN
— Te TpsibBa Ja ce pascnensart OT CbOTBETHUTE opraHn. Ho T4 nmatle n egHa oéuia, Hap-
cKaualla KOHKpeTMKarta CTPYKTypHa NpuYMHa: OrpoMHaTa 1 XaoTU4yHa coumanHa eHepris,
KOHUEHTpMpaHa U3BbH pamMKuTe Ha obuumanHute rpaackm snactn. CopuinckoTo NpocTpaH-
CTBO HEMPEKbCHATO UHCLIEHMpaLLe efHa 1 Cblla ApamMa — eqvH eBa yabpyXaH MyHuuuna-
NeH peq, 3annalleH oT 6e3MUIOCTHNSA HATUCK Ha Han-pa3HoOO6pa3HN YaCTHU, NeranHu,
nonynerasHn U KpUMUHAINHN MEXaHN3MM 3a YCBOSIBaHE Ha rpaja, KoeTo MoHsKora ctuirawie
[0 HEroBoTO orpabeaHe. ToBa 6eLle HEBEPOSATHO KOIMYECTBO HECHOGPA3ABALLM Ce C HALLO
WHAVBUAYASTHUA 1 TPYMNOBU MHULMATUBK, pa3Hn GopMmK Ha NpeanpremMmayectso, 60p6u, KOH-
kT, NpeTeHuMn 1 Np. HesaBucmMmo OT pa3nopenduTe Ha O6LLMHATa YacTHULM CTposixa
KbLETO M KakTO CY MCKAaT, Hanpumep, 3acTposiBaxa OKOIOBPbCTHOTO LLIOCE.

Ha pasHu coumanHu Npocionkn 1 Npodecnn — Han-4ecTo Ha LWodbOPY Ha TaKCUTa, MOXKEe-
LWe fa UM XpyMHE Mo BCSKO BpeME Aa 610KMpaT BaXKHU KPbCTOBULLA U Aa NOCTaBST LEnus
rpaa B TBbpAE BMAMMA TpaHCMNopTHa kpu3a. Hamatlle cuna, KosTo Aa U3roHN KHDKHITE cep-
ran ot nnowan ,Cnaeenkos”, HUTO Npodax6aTa Ha He3akoHHN CD ROM Ha HeroBa Teputo-
pusi, 3apaou KosTo Bbnrapus puckyBalle ga Bnese karto ,nuparcka“ B cnucbum Ha Espo-
nenckms cbto3 1 CALL,. Hukaken 06LIMHCKM 3a6paHn HEe MOXXeXa fa cnpaT abuTypeHTuTe aa
Ce BO3AT NnpaBw, CTbpyalLy OT KpbCTa Harope oT 651CHO dyyaluy Konu, OLe No-Manko MoXe-
Xa fa NpuHyOsT pomuTe B retoTo Ha ,PakynteTo” fa cu nnawar Toka Wi AeMOHCTPaTUBHU-
Te ybuncTea no ynuuuTe ga cnpart. Hamalue nonmums, KosSTo fa pecrnektpa orpoMHUTE
arpecvBHU Tena Ha ,6opuuTe”, KUCHELUM AeHeM 1 HoLeM B KadeHeTa u kny6ose. Hamale
peLleHne Ha O6LUMHCKMS CbBET 3a COOUNCKINS BOKIYK, KOETO HAIKOE Marlko cenue fa He
MOXe Aia cnpe ¢ AEMOHCTPAaLMK, XVBN BEPUTA, NPErpaxxaaHe Ha marucTpanu u np.

B TO31 KOHTEKCT Ha MHOrONMOCOYEH HATUCK N 6€3 TOBa HECHBbPLUEHNTE MEHUIPKMBHT 1
agmuHucTpaumsa Ha Codusa 6rBaxa YecTo 1 CbBCEM NIECHO GIOKMPAaHN — OCBEH MO NMOCo-
yeHara obLia npuurHa 1 Nopaau nowa HopmaTuBHa ypeaéa, nopagyn nunca Ha agMuHu-
CTpaTvBEH KanauuTeT, Nopagn HeU3rogHU, HO Beve NognucaHy 4OroBopu, Nopaau cnaé
IOpPUANYECKN KOHTPOS W NNca Ha CbAebHM CaHKUMKU, MOPaan NoBUCTKN NHTEPECH UK
npocTo nopaau 6aBeHe N kpaxk6a Ha JoKymMeHTW. U ako TpsGea aa u3bporiMm oYeBUOHN,
N3BECTHW Ha BCUYKM PaKTu 3a noLua ynpasnsemMocT, Te HEMUHYEMO e BKNIoYBaT Hernpe-
CTaHHUTe KOHd)J'II/IKTI/I Mexay KMeT n O6U.LI/IHCKI/I CbBET, 3aKbCHeNnTe, Heed)eKTI/IBHI/I n npo-
TMBOPEUMBIN HapenGu®, NoBUCTKNTe ThpKaHus. Te 68Xa BUANMN — B CMUCH, Y€ NOCTOTSH-
HO n3nu3axa OT 3acefarenHara 3ana 1 3penuiiHO NpeMMHasaxa B Megumte. Kbm Tsx
Tps6Ba fa NpuéaBnM OLLe MHOrO CKaHAanu 1 He3aBbPLUWAN C HUALWO CbaebHM aena
(ocTaHanm cbC CBOETO LLOY-U3MEPEHNE) OKOSNIO CbMHUTENHMW anoPTHN COENKM 3a Bb3/0BU
CcobUINCKM TEPEHU, OKONO MOCTPOKA Ha XOTENW, OKOMO npuBatusaumsaTa Ha ,O6LwumHeka
6aHka“, okono porosopute Ha CodusaHcku un dupmara ,,CoPunckn NMoTn®, oKono yya-
CTNeTo Ha O6LLI,I/IHCKI/I CbBeTHNLUW BbB (I)I/IpMVI 1N KakBO i1 He oLe.

Ho BUauMmnsT acnekT Ha Ta3u Kpu3a Ha ynpaBnseMocTTa He ce n3ueprsalle ¢ TeNEBU3NOH-
HUTE 1 N cKaHaasHU n3mepeHus. ToBa, KOETO ce CllyyBalle C M30CTABEHUS HA CEGE CU
rpag, 6elle camo no cebe Cu CbLUO rnegka. 3ag Teartbpa Ha KOHONMKTUTE OHOBA, 3a KOETO
KMET 1 OBLUMHCKIN CbBET TpsGBaLle fa ce rpukat, ce pyLuelle, OnycTssalle uin npueaTnsau-
paLue, ouepTaBaniku CoOPpUNCKN nendax, eaHOBPEMEHHO MYCTUHEH U BaBUIIOHO-NOA0GEH.
3a noBeuve OT AeCeT roauHN COGUNCKUTE YL, BKITIOUNTESTHO HAKOW OT Hal-OXXUBEHUTE
apTepun, 6dxa oCTaBeHN 6e3 nogapbXKa 1 3anpunuyaxa Ha nyHHaTa NOBbPXHOCT: Ocest-
Xa ce ¢ Buammmn ¢yru, NykKHaTVHU 1 oce3aemu aynku, Jopy POBOBE, CMOCO6HU Aa rbTHaT
kona. B kpasi Ha npexogHus Nepuod NoBeYeTo YUKW B TbproBckaTta YacT Ha rpaaa, KakTto
N Han-BaXkKHUTE ByneBapan U Bpb3KK 65xa BCE Nak PEMOHTUPAHN, HO ManKnUTe YIMUKN B
KpavHUTe KBapTanu 1 Mexxay6noKOoBUTE NPOCTPAHCTBA M 10 AHEC ca NaMeTHUK Ha paspy-
LeHnsa coumann3bm U Ha OTCbCTBUETO HA 06LIJ,VIHCKa rpmxa.
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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, | 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

289



Olue no-KpacHopeuuBM 3a pasnaga Ha LeHTpanu3mpaHaTa O6LMHCKa BNacT 65xa HEKOS-
KOKpaTHUTE Kp13K C pa3Hu Noa-CUCTEMU Ha rpafckarta uHpacTpykTypa: ,BogHara
Kpu3a“ npu kmeta AHuynes (HenHaTa BuaMma cTpaHa 6sxa Xxunagn CopusaHUM, TpbrHanm
Ha 3uUMeH noxop 3a Bofa c Tybu), ,60knyyeHarta kpusa“ npu kmetosete COPUAHCKN 1
Boriko BopucoB (OrpoMHU, XXMBOMMCHO CMbPASALLM KYMUYUHK MO KbOLIeTa 1 TpoToapu),
HeycnewHoTo kabenuaupaHe Ha Cobusi (CHEXXMHKUTE Ha eKpaHUTE), KpMMUHanu3aumaTa
Ha ,Tonnodukaumsa“, ckaHganu ¢ MmoHononucTa ,Enekrpudunkauma, nowoTo CbCTOSAHNE
Ha TpaHcnopTa, 6e3KPanHOTO 6aBEHE CbC CTPOEXa Ha COPUNCKOTO METPO...

JokaTto Te3n Kpn3u 6axa BpeMEeHHU, TPaHCNopTHaTa Kpu3a 6eLle NOCTOsiHHA 1 HaTpansa-
lwa ce Ha oun. KonmuectBOTO aBTOMOGWIN HApacTHa HEMMOBEPHO (3aroBopu ce 3a Hapg,
MWUNOH NPEBO3HN cpeacTBa B Codusi) n 3anoyHa Aa MHCLEHNpa BCEKMAHEBHO eqHa U
cblla coupasnHa nueca: bCKasu nopLieTa, MpayHu Mmepuenecu u cpebpuctn BMW-ta
BUCSIT C eQHakBa 6e3HaeXHOCT B COPUNCKMTE 3a0pbCTBaHNSA peqom 0O BCE OLe Mbpro-
peww TpabaHTK, pasnagawim ce MOCKBYM 1 3anafHy TPOLLKU, 3aKyrneHn 3a CTOTUHKK: Te
ce nNpoBupart npeq napkupanute Kbae N He CBOM Cbbpats, A0 KOUTO KPOTKO THUEAT CKe-
neTuTe Ha nsoctaeeHn ot ceoute ctonaHm MIC. Kbm ToBa Tpsa6Ba aa nprubasum HeCrno-
CMOCOBHOCTTA Ha MbTHATa NONULMSA Aa perynupa 3agpbCTBaHMsATa U NapKUpaHeTo Ha
BCEBb3MOXHU MecCTa. /1 ocBEH TOBa cTaukuTe Ha WodbopuTe HA TakcuTa (BHeE3anHuTe
NOXXbATABAHNSA Ha ONpeaeneHn Bb3/I0BU KPbCTOBMLLA, XKb/ITM 06PbUM OKOJIO BaXKHU Crpa-
OV Ha BnacTTa), Ha rpaacknua TPaHCMopT, Mncara Ha napu 3a PeMOHT, 6€QHALWKOTO ,Kbp-
neHe“ Ha BOOONPOBOAU, ENEKTPUYECKa MHcTanaumsa u NbTHa CUCTEMU...

LLie Bnanm no-gony, ye rpadbT XKuBeelle MHTEH3UBEH TbProBCKU XKMBOT, Ye ce rnodanu-
3upalle n nHTeHsupuumnpalle. Tosa 6elle Nnapagoke: To3u rpad 6ewwe Ha NbT ga ctaHe
rno6aneH N MynTu-KynTypeH mera-noauc, a eqHOBPEMEHHO C TOBa TEXHOMOrMYHaTa My
MpeXka, nvieHa OT CpeAcTBa, NoNUTUYecKa Bons U CbaebeH KOHTPOS, AeMOHCTpMpaLle
nony-pasnaga cv npef ounte Ha Bcuyku. bes na 3HasaT Kakso aa npeanpuemar,
coduaHUM Habnogasaxa NnocT-MoAepHUs KomepcuaneH pasuBeT Ha CcBOs rpag, ryoed,
naparnenHo CBOs MofdepeH MHPPACTPYKTYpeH 1 GYHKLMOHANEH rpb6HaK — OHOBA, KOETO
npasu eauH rpag Bb3MOXKEH.

HactbnneHnero Ha npupopara

CnepcTeue OT fiMncaTa Ha cepro3Ha ypbaHMCTUYHa BNacT CTaHa, Ye rpafbT € 3ansalleH
OT HacTbMNEHNETO Ha cBOETO [pyro — npupoaara 1 acouuanHocTTa. 3a Buanmara Kpumu-
HaNHOCT KaTo NposiBa Ha Ta3y acouuasnHoCT e cTaHe gyma no-gony. 3a ,[lNpupoparta
KaTo acouumanHa nycTow* B HacToswaTa KHura nva nHTepeceH TekcT Ha AHren AHTenos,
nucaH npe3 1998 n onucealy, copunckara cpena Kato CnoXXHa CMec MexXxay 3arycTeHue,
MPbCOTWSA, MPOCTPAHCTBEHO OnpeaMeTeHa BPaXAEGHOCT, MaHTaNUTETHN NPoGemMu,
MEXOYNMYHOCTHA arpecus u OTCbCTBUE Ha YPHaHUCTUYHA XUTMEHHA NONTUKA.

Tyk we no6ass HAkon Mou HabmoaeHus. OT 1990 r. HaTaTbk MeXxay naBadka Ha LeHTpan-
HU YN 3anoyHa fa HUKHe TpeBa, rpaavHKU 1 NapkKoBeTe NoauBsiBaxa, a 0CO6eHO B
naHenHWTe nNpearpaans Mexxay610KkoB/UTE NPOCTPAHCTBA NOCTENEHHO o6pacHaxa ¢ 6ype-
HW, XPacTh 1 ce NpeBbpHaxa B HEMPOXOAMM NyLuMHaK. Mopaan nowoTo GyHKLUMOHUPpaHe
Ha XUrMEeHHUTE CNY>XX6M 1 KaHanM3aumoHHaTa cucTeMa, Lenmn yyactbum 6uBaxa CUCTEMHO
HaBOAHABaHN 1 3aMbpCcsBaHm, NOsBMXa Ce YINLM C BEYHN JTIOKBU 1 COGCTBEH XKUBOT B
Tax. CodusaHeLbT 6elle BCEKMAHEBEH CBMAETEN HA OH3W TNEHEH KPbTOBPAT, B KONTO Ce
pasnaraT opraHu4YHu OTNagbLUy 1 ce paxkaa HoBa 6uonornyHa maca. ,,OT npax cu 1 Ha
npax e ctaHew" ce okassalle 3a Hero Habsnogaema Makcrma — pbkascBaHeTo n ecte-
CTBEHOTO pasnafaHe, poHeHe, pasnpallBaHe, pas3npbCkBaHe Ha YP6aHUCTUUHN KOH-
CTPYKTM, THUEHETO Ha AbPBEHUS MaTepuan, pasrno6sBaHeTo, pa3rpabBaHeTo 1 N34yes3Ba-
HETO Ha COMMOHN METaNHN KOHCTPYKUMMW, ObIGOKO BKOMAHN KabesHu MpeXxu, BOJOnpo-
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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 regulations®, 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 Imoti®,
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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BOOHW TPbOM, TEXKKMN pencu 1 6poH30BM NameTHULM (MOPaan CKbMTe UM MeTanHu YacTtu,
npoaaBaHu Ha ,BTOpUYHM CypoBMHI®) — ce cryusalle npen ounte mMy*®. Ha MomeHTH,
OCOGEHO B MbPBUTE MOAUHW Ha Npexofa, ToBa NOYTU NpuMyalle Ha MHCLEHUpaHa CUMBO-
nuka. Npenuealy 60KyNy4YMnCcKn Kodu, HEBEPOATHO MPbCHU ynuuu... CKkenetn Ha n3ocTa-
BEHW KONM nopaxxgat cobeTeeHa ¢nopa n dayHa B KyxuTe cu kopybu. M'mraHTcku napyeta
mMasunka nagat A0 HEeBMHHM Mankun C KONUYKW, HEMOObPXKaHW Crpagmn 3anoysar ja ce
cpyTBar ,,0T caMo ce6e cu“ — egHa [oopu you cnyvyanHyu aBTOMOBUINCTN.

Mo-cbwoTo Bpeme, B MbpBUTE AeCEeT
roaMHUN Ha npexopaa, a u gocera, eavH
OT Han-ronemnTe NPOGAEMN Ha
copuaHUKM, 65xa ryTHALMTE 6€340MHM
KyyeTa, YeCTO arpecuBHU KbM Bb3pacT-
HM Xopa 1 Aeua, KouTo GyKBanHoO Npo-
rOHVIXa XapakTepHuTe 3a rpaga 6ypxo-
asHu, eneraHTHU KOTKW, ouenenu npes
enoxata Ha counanuama. C 6pos cu,
Te He 651Xxa NPOCTO KyyeTa, a BUAUM U
naeuy rpagcky Npo6aem, KOUTO Cboyan
OrPOMHO KONMYECTBO CEPUO3HUN MONu-
TUYECKN 1 MyHUUMNanHu geéatu: cne-
uManucTy TbikyBaxa To3u gebar kaTto
yoo6Ha MmeTdopa 3a HaLMOHanHu Tpe-
BOIM 1 rPafacKu yTonun — Kak HU Npea-
CTaBAT 6e300MHUTE NecoBe npepg Yyx-
AOTO TypucTnyecko oko? Unn — kakso
Tps6Ba fa 6bae OTHOLWEHUETO KbM
6e300MHOCTTa, 683MOMOLLHOCTTa, KbM
OTXBbPJIEHNTE 1 MapruHanHuTe, KbM )XXMBOTHUTE, NpUpoaaTa 1 eko-paBHOBECUETO B 1ae-
anHus rpan? Minm — KakbB TMN OBLLMHCKA BNacT ovakBame — CTyaeHa U 6e3MUIOCTHO-YHI-
LLLOXKUTENHA NN EKO-CbUyBCTBaLLA? Bb3MOXXHO N1 € y6UNCTBOTO, MbK 6USI0 TO U Ha Kyye-
Ta, Aa ce MHCUEeHupa No ynuuuTe Ha rpaga, npeq ounTe Ha nogpacTteawmTe? Janm cypo-
BUTE MEPKM KbM KyyeTaTa Hama faa npesbpHat Codus OTHOBO B TOTanMTapeH rpag, ¢
yrpaBfieHCKN MeTOAM, NaBaLLM OT KOHLEHTpaunoHHuTe narepu®®? Ctatuctuknte Bapupa-
Xa Kyyelkns 6porl B OrpomMeH nHtepsan — mexxay 40 000 n 100 000, koeTo 3Hauelle, ye Ha
npakTukKa HKOW He 3Haelle KOMKo ca. [pe3 aeHs Te 6sixa cpaBHUTENHO 6e30MacHu, HO
Beuyep, kaTo CBMPENnu NpaTeHUUM Ha NpUpodara, ryTHALUTE UM nNpe3emaxa cCobunckmiTe
HOLLUM 1 I MPOHM3Baxa C NPUPOQHN CTPACTK: CTPLB, CTPACT, WyM U pOCT. B eamH ceon
npeaBapuTeneH NPOEKT CTUNEHANaHTbLT Ha BudyanHus cemnHap Kpacumup Tep3nes cuH-
Te3upa CTpaxoBeTe Ha CPeaHUs codusHel, B mokasaTeneH MOHTaX: NoABMXHa naHopama
Ha aHOHUMEH COPUICKN KBapTar, NaHeNeH, O4ykaH U MPbCEH, CPEL KOWTO BHE3AMHO Ce
N3BUCSABAT CTOKPATHO YrofieMeHn CUyeTn Ha 6e300MHN Ky4yeTa, 3a oa 3anpuiuyar Ha
NpancTOpPUYECKN AMHO3aBPY M roA3unn CbC CTbpYally Haf NaHenkuTe rnaeu — NycT rpag,
B KOWTO >XUBEAT cCamo Te.

B Kpas Ha npexofa Ta3un ApOoCT HAKAK CY YTUXHA U Ky4yellkaTa KapTuiHa HeyCeTHO ce
TpaHchopmMupa OT arpecuBHa B ngunnyHa. besgomHnTe ckutalum yynoBsuia ce npesbp-
Haxa OTHOBO B NONy-MUTOMHN NMOMUApKU, YNUTO NOMaxBalln onalkn Bevye He nniawat un
pjeuara: pganu npupogara e oTHOBO ONMMTOMEHA MO NpacTapu Cefncky HaunHn? 3awoTo
rpagcknTe Nporpamu 3a cripaBsiHe € TaX (3a KOUTO 651Xxa NPONWASHU MHOTO napu), KaTto
U3KJIIOUUM YacTuyHaTa KacTpauus, He ce cnpasuxa — 6e300MHUTE KyJyaTa NpOoab/KMXa
fa 6baart NpMBUYEH LWPKX B COOMNCKUS Nen3ax — He caMoO B KpanHUTe KBapTanu, HO n
B LIeHTbpa.
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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 | 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 eyes®. 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 camps®’?

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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FpagbT-pyriHa cpelly eHepruyHus rpaa:

NHTeH3udMNLUMpaHe Ha NPOCTPaHCTBOTO

ToBa pasnafaHe, KpUMUHaNU3upaHe, NOAVBABAHE 1 OMNYCTsABaHe Ha LEeHTpanu3upaHms
nonunc, e camo eHarta cTpaHa Ha NpoTYBOPEUMB Npouec. [pyrata e pasnuyHa — paxaalle
ce eaVH HOB, MHULMATUBEH U XK1B, Na3apeH rpaf, LWapeH Nonuc Ha YyactHaTta MHULATUBA,
MPOHUKBALLA MOJIEKYNISIPHO, @ MOHSIKOra 1 0CTa KOMMYHO HaBcsikbae. ToBa NpoHMKBaHe
BUOMMO He Ce MOoAUMHSBaLLE Ha MiaxuTe ONUTU 3a perynauni 1 BbBeXaaHe Ha LieHTpanu-
3MpaHn ypbaHUCTUUHN U3UCKBaHWS — Na3apbT 3aBnafssaBalle Mo eHepruyeH, pagocTeH
Unn 6e30rneaeH HaulH BCUYKM NPOCTPaHCTBA Ha rpaaa, A0 KOUTO MOXKEeLLe Aa Ce AoKona.

Cnen pedpuuntHata ,JlykaHoBa 3uma“, B KOATO cTtonuuara 6e nogfioXKeHa Ha CTornaHcka
obcafa 1 N3KYCTBEHO Cb3fafeH AednunT C NOIMTUYECKU LeS, cTapute nasapu
M3BEOHbXX OXKMBsIXa. 3a OKOTO Ha COLMANMCTUUYECKNS YOBEK 6elle HaucTUHa cManBallo
BHE3aMNHOTO U306Mne OT CTOKU 1 NPOAYKTW, KOETO ce nacuna Ha XKeHckus nasap, Ha
nasapa okono Pumckara cteHa, CUTHAKOBO, KoonepaTtmBHus nasap B JlonuH: cakaw
counanncTnYecKnTe ,MOKa3HN“ marasnHu 6axa oTBOPUIN 6e30rneaHo TanHUTe Cu CKna-
[OBe 1 U3cunanu usnoTo cu 3abpaHeHo 60raTCTBO NPef 0YMTe HA BCUYKUM, HA MOKas...
OBUKHOBEHWTE KBapTasiHW Mara3uHu, MMHanIu B YacTHW pblie, BegHara ce npekpbetuxa
oT ,bakanua“ Ha ,MUHN-MapPKeET“, 1 CbOTBETHO CE NPEeMnb/IHMXa C TaKkoBa pa3Hoobpasue
OT CTOKU, HA KOETO COLMannCTUUYECKN-
Te oun He 6axa cBukHann. Cnepn ToBa
3anoyHaxa Aa HUKHaT HOBM LUAPEHN 1
YKMBW Na3apHU NpOCTpaHCTBa Ha Hau-
HEBEPOSATHN MeCTa, AOPY Ha TakmBa,
KOUTO OT NpaBoOBepHa coumanncTnye-
cKa Touka 6mxa 6unmn nasapHu Taéyta
— aHTUKBapPEH N CyBEHUPEH nasap
npea xpam-nameTHuka ,Cs. AnekcaH-
Obp HeBckM“, HOBM 3eneHYyKOBU
nasapu rnokpam TpamsanHarta nMHus
Ha Ham-TacHaTa 1 oXxuseHa cobumncka
ynuua ,I'pad Wrnatues”, 6ut-nasap B
6EeTOHHOTO pycno Ha Bnapanckata
peka, KHWKeH nasap Ha nnowap ,Cna-
BEVKOB®, HOB/ KOMepCUanHu nacaxu,
6e3ucTeHun, 6yakun, GpyproHu, ceprum
UM NPOCTO CTOKM Ha pas3cTnaHa
HanpagBo Ha 3emsTa Kbpra.

BbB BU3yanHO OTHOLWEHVE KanuTanu3mbT AEMOHCTPMpaLle KaKBO O3HaYaBa MHTEH3MBHO
rnon3saHe Ha NPOCTPaHCTBOTO, 3a06MKaNALLO YNPaBAeHCKN MnaHoBe 1 perynaumm —
npegv nycTeeLm MecTa, HULWW, Oynk1n 1 NOBbPXHOCTY 6uBaxa OBnagsBaHn No Han-pas-
NINYHM HauYMHK; BbTPELLHNTE coPUINCKN ABOPOBE 65xa TpaHchopmupaHu BbB French style
pecTopaHTui, cTapu TpadonocToBe — B Yanra-KpbuMU; B rapaxku 1 Npusemmns ce HactaHu-
xa VIHTepHeT-kny6oBe, NpasHNTe KankaHy ctaHaxa TbpceHa KomepcuarnHa nnotl, masera-
Ta pas3TBopuXa HeonméepanHuTe cu NPO30pLUM 3a Ape6eH anblu-BEPULL, MOLLEHCKNTE
KyTUK ce npenbiHunxa ¢ ¢pnarepu, 6polypu 1 peknamHu BecTHuueTa. o ynuuure ce
nosiBrxa BECTHMKOMNpoAaBaun (6sxa n3uesHanu 3a noseye ot 40 roanHu), B3pMBHO
HapacHa 6posT Ha 6ygkuTe.

Halh-KpaCHOpeLIVIBI/IﬂT npumep 3a Tasun VIHTeH3VIq)VIKaLLVIFI € OHOBa, KOeTo ce Cllyum Ha

NPOCTOPHUTE, NPeaN NpasHW, eCTETUYECKN-6e3Le/THN U ObPXXaBHO-BEIMYECTBEHN 3anun
n doanerta B NpusemHnUTe eTaxxn Ha HaunoHanHus aBopey Ha kyntypata. Cnen kato
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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 Culture®. 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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6s1ixa gageHn nNof Haem (13-BekoBHaTa Gbfrapcka Kyntypa He MOXKeLle fa u3gbpyxa
TMraHTCKOTO 3[aHue), Te 65xa 3anb/IHEHW UK, NO-TOYHO, NPETbMKAHU OT Na6UPUHTONO-
LOGHW Masiky MmarasmHyeTa Ha NibTeH 6utnasap, B KOWTO Ce Npofasalle BCUYKO — OT
KWUYO3HU CyBEHUPU, NPe3 TYPCKMN IoHALKK GaHenku, TanBaHCKa eneKTpoHTUKa, mKanak-
KK, WBenuapcky yacosHuum u Mayny Kyenio. JioAMUNO->XKMBKOBCKUSIT CUMBOEH LEEHTLP
Ha coumanucTnyeckara Kyntypa, nanaTbT Ha ,,BCEHAPOAHOTO ECTETUUYECKO Bb3NUTaHNE",
3apagu YneTo nocTposiBaHe npes 70-Te roanHn 6sxa pas3pyLleHn Lenm Yact Ha cTapa
Codus, 6ewwe nasapHO N 6e3KPLBHO NPEB3ET — 3a HAKOJIKO Mecela 1 BbB BCEKN KBAHT
OT CBOETO ToTanuTapHo npocTpaHcTeo. OT NpaseH MaB30/en Ha MOEeosIorMyecky cakpa-
nuaupaHaTta Kyntypa Toi ce NpeBbpHa B amBynaHTeEH Kowep, OT yp6aHUCTUYEH CUMMBON
Ha LeHTpanm3auns — B CBPbX-UHTE3NBHA, KMYO3HA CpeLla Ha pa3barsaliy ce KoMepcu-
anHu KkaHanu.

Knek-wonoBe n xorenu:

BU3yallHN KOHTpAcTu B LeHTbpa Ha Codus

3a egHO UANO geceTuneTre B LEeHTpanHaTa Cu 4yacT rpagbT npeacTaBsille Ha Nio6onmTHU-
T€ KOMWUYECKN KOHTPACT/ Ha HOBOTO CU NpeanpueMayectso. [MbpBUsST My enemeHT 6elue
NMOBCEMECTHOTO MNJTb3BaHE, KOETO CMNOMEHAXx 1 Mo-rope: ceprun, Manku 6yaku, NaBUIMOoOHN,
TbProBCKM 06€KTU, Ke6anuMnHNLM, apraHCcKu 1 apabekn AlOHEep-MarasviHu, HOBU Kutam-
CKWN PECTOPAaHTK C TEXHUTE XapTueHn dpeHepu, dpupmn 1 Gupmnykn. To3m manbk cemeeH
GU3HEC MMaLLe 1 CBOUTE OTKpMBATE/ICTBa — HANpuUMep, reHnanHuTe ,Knek-wonose” B
codpuckuTe MaseTa, NpUBAMYALLA MaxieHcKa KIIMeHTeNa U HeYCETHO Cb3aasaluy usna
HOBa TeNecHo-MoKynaTenHa Kyntypa.

BTopunat enemeHT 6eLle NpoTMBOMOSIOXKEH: rpaabT BUANMO 6€ npeB3emaH 1 OT ronemu-
Te napu 1 ugeailaTa ¢ Tax HoBoGoratallka npeTeHuus, Tbpcella apyra, kora ausam-
Hepcka, kora napBeHIoLLKa BMOUMOCT: XOTENMW, CKbNU MarasuHu, nacaxmu, éytuum,
HEMUCTTMMY NPEAN BUTPUHW, CKbM PeCTOpPaHTh. HOBUAT NyKC OBMKHOBEHO Ce Cbhepe-
foTouyaBalle B CKbNuTe Tbproscku ynuum (,Butowka®, ,ConyHcka®, ,Ctambonnnckm®,
JJlere®, [Ipad NrHatnes®, kbaeto ce nosisuxa mara3mHute Ha Hugo Boss, MacMara,
Bota, Krizia n np.); B ueHtbpa Ha Codus counanuctuueckumat LYM ce npeycTtpou B
NYKCO3€H 1 NpaseH cynep-marasuH, KbM Kpas Ha pasrnexxgaHus nepuopg ce nossuxa
nbpBuTe monose (B JloseHeu un ,Mall of Sofia“ Ha brbna Ha ,,OnbnueHcka“ n ,Ctam6o-
NMACKN“, B MOMEHTA Ce CTPOSAT oLle ceaem-ocem mona). ,bankan® craHa ,LlepaTton”, a
xoten ,Cobusa“ — ,Panncon”; cnep obiarv NpuKIOYEeHUs ce noseu n copumncknat ,Xun-
TbH", 6POAT Ha XOTeNUTe PA3KO CKoun. 3a nocnegHuTe 15 roamHm Tom gocTurHa go 144
(roBopuM 3a NYKCO3HWUTE, 3@ KOMTO CTaTUCTUKUTE Ka3BaT, Ye Mo BPEMETO Ha couma-
nuama ca 6unu 11 Ha 6pon). Hnkon He 3Haelle 1 He 3Hae, Aanu TexHus nernosu ¢GoHg,
3aeT cnopep crneumanucT noHacToswem okosno 40%, we 6bae HaucTHA 3ambiHEH,
Unn xoTenuTe, cnej U3BECTHO BpemMe NpofafeHn, 3a Aa n3nepart Heunn TbMHU Napu,
HAMa ga ¢anupar 1 ga ce NpeBbpHAT B MOPYTEHU KPUCTANHN FPOGHNLM B LEHTbpPA Ha
Coous.

3aenHo CbC CBETOBHUTE XOTENCKU BEPUrM Ce NosiBABaxa CKbMu, ornepanHn opuc-crpaou
M HOBM XOTENW, MOHAKOra C rnobanHa, opyr nbT C ,,eKCNepuMeHTanHa“ ecteTnka: Te 4ecTo
noBeye ummnTupaxa HoBa, rnobanncTka ecTeTnka, OTKONKOTO peanHo aa s Bb3Npon3Bex-
pat. Kypnosu cu octasar ,umtatbT” (Mnn Kpaxk6ara?) Ha Kynona Ha crpagarta Ha BueH-
ckusi CeLiecunoH Ha yn. ,MockoBcka® (eanH apxutekT onuca chepara OT CKynnTupaHn
NTMYM CUNTYETK, KAYeHa Ha NokKpuea Ha codumncka Kkoonepaums, € ,XONanHr CBMBa rHes-
[o“), unu aBata egHakBy KpUCTanHu aBopela, Konebaelm ce Mexagy nocTtMoagepHa upo-
HUS N HaweHckKa MHGaHTUMHOCT, NOCTPOEHU OT apxuTekT borgaHos (Ha ,,CTamb6onmMnckun®
1 Ha ,Bacun JleBckn“ — npen BTOpMSA Ha HELACTHNUA COBCTBEHNK CbC 3BYYHOTO Ume ,Ano-
Heua“ My ce cryun fa 6bae 3acTpensH).
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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, Lege, Graf Ignatiev, which rapidly filled with
Hugo Boss, Max Mara, Bata, Krizia and other fashion stores); in the centre of Sofia, the
socialist TzZUM 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

297



Ho Ta3u reorpadusi Ha niykca, 0CO6eHO B HAaUanoTo, 6elle cna6o n3paseHa: nopaau
nunca Ha yp6aHUCTUYeH 3amax U, BepOsiTHO, Ha AOCTaTbYHO Napu, COPUNCKUAT KanuTan
He paboTeLle C LeNn KBapTanu, a CbC Crpaav U OTAENHU TEPEHN — Ha napuye, 6e3 aa
TbPCU KOHTEKCTYanHN rpafiCkn pelueHnsi, 6e3 fa ce MHTepecyBa OT cbCcefcTBaTa. A Te
MOXXexa fia 6bfaT HaucTuHa 3a6aBHu. Hanpumep, oopu Ha ,Butolika“ cbBcem JOCKOpo
MMvalle Knek-1ionoBse, a 1 gocera uMa aMm6ynaHTHa TbPTOBUS HA YIIMYHU Ceprum — Herno-
CPEeLCTBEHO NMpe[ CBPbX-CKbMUTE MarasuHu. HoBuTte ,,KpUCTanHu ABOPLM® Ha YaCTHUS
Kanutan (XoTenu n 613Hec-LUeHTPOBE) C TEXHUTE TbMHO-OrMeAanHu CTbKna HUKHexa 1
HUKHAT B HAN-HEBEPOATHN YPBAHUCTUYHN KOHTEKCTM, YECTO BbB BbMUIOLL KOHTPACT C Sky-
line-a Ha ynuuaTa u cbceHNTe dpacaam, B Mb/IHO HEBELEHNe 3a NaMeTTa Ha rpaga 1 apxu-
TEKTYpHUTE Tpaauumu. JIYKCO3HUTE UM CUYeTU ca 3acTaHanu 6e3 NpuUTecHeHune a0 cuBe-
el cTapy NaHenku, ornefanHuTe UM CTbKra oTpassBsart MioLeLm ce Koonepaumm ¢ Hag-
3bpTalLmM NeHcroHepy. B TekcTa Ha rpaga Te Npunuyat Ha Henleny uMTaTty oT rnoéanuaa-
umsTa Unu, No-go6pe, Ha rnobasnHy NapBeHIoTa, KOUTO He 3HaAT KbAae MMeHHO ca nonag-
Hanu, HO 1 He ce NHTepecyBaT MHOro OT TOBa.

EAvH OoT HOBOMOCTPOEHMTE XOTeNW — BbpXy 6MBLL MMOT Ha Coduinckna yHnsepcutet! — cu
nenHa npeteHuno3HoTo ume ,Crystal Pallace”, HanomHaLWwO, OT eaHa cTpaHa, 3a MbpBuUTe
apXUTEKTYPHM CMBOJIM Ha Kanutanu3ma — nocTpoeHus npes 1851 r. B JlTonpoH Crystal
Pallace, kbOeTo e OTKpUTO MbPBOTO CBETOBHO N3MI0XKEHWE, a OT Apyra — C HeCb3HaTtenHa
aBTO-UPOHMSA 0603HaYaBAaLLO NpoBana Ha CO6CTBEeHaTa Cu HoBOGoraTallka npeTeHums 3a
Tpagnums, TEXECT N apMCTOKpaTM3bM. 3all0TO eaBa N HAKOW OT HErOBUTE MNOCETUTENN
3Hae 3a KakBO HaMekBa MMETO — TO31 BUA KanuTan He € CUNEH B naveTTa.

Coduincknte nperpagmns:

rno6anHo n MaxseHCKO, KPUMNHANHO N KOMYHanHo

Okono Codua 3a gecetTnHa rognHN N3pacTtHa HOBa caTenuTHa YacT, psako Buauva sa
OHe3u, KOUTO He CaMO HsIMaxa Kosu, HO MecTsxa u OT 6ueTn 3a NOCKbNHanMs rpaacku
TPaHCMopT — KOMepUCUanH1 Npearpagus ¢ NyKCO3HU NPeAcTaBuTeNCcTBa Ha BaXKHU FNo-
6anHu ¢upmun: Tonota, PeHo, CutpoeH, Mexo, Popa, Lasponert... Te oTBoIOBaxa oCcTpo-
BW Ha CTaHAApPTU3MpaHo-rnodanHa usnnn3aumns, GyHKUMOHaNHN ABOPLN, KOUTO KPOTKO
cbcefcTBaxa A0 CMBY BrioKYeTa Hacpen 3anycHaTn TepeHn C OTKPOBEHO MaxneHCKO-Cen-
CKW BYA, Npeq Tpesacany NOAsSHU, TMraHTCKY NOKBY 1 KanHyW NbTuwa. Tam ce nossuxa u
nbpeuTe ronemu cynepmapketu (Billa, Technopollis n np.) MNoseyeTo oT Tax 65xa nokanu-
3vpaHmn No pasérpaemMmmn NPUYMHN — OKOMO MarncTUCTpanHu aptepun, u 3aropéeaxa
MW3EpHNA XMHTEeprpayHa Ha a-coumanHara nycTolw 1 NocT-coumanucTnyecka paspyxa.

MyTpo-6apok cpep, Bagyl 1 KaHaBKM

Ho ole no-nHTepecHn 6sxa KOHTPacTUTE N yp6aHUCTUUYHO-ECTETUYECKNTE HAXOOKN BbB
BunHuTe 3oHn. bosiHa, CumeoHoBo v [iparanesuy oTrieaaxa apxXuTekTypeH CTus, KONTO
HapopHaTa MbfBa reHnanHo KpbCtu ,MyTpo-6apok”. Hacpen npyusatuampaHuTe ynuuu,
OoXpaHsiBaHW OT YacTHU 6ogurapaose, U3AurHaxa ctaH CTPOUTESTHU XMBPUAN, AOWN
csikaw oT npukasknute Ha Bunxenm Xayd u Lapn MNepo 3a oCcTpoBbpXM 3aMbLiM, HO MbK
npemMuHann B NpoLeca Ha CBOETO paxkaaHe npes pasHu pasn — npes xacmeHan 1 GyHKe-
pu, npe3 ,danac“-undnuum n Jlac-Berac ectetuka, CbC 3aab/HKUTENHN KYNNYKK, C ,pas -
OBWKEHN“ HMBA, NONYyEeTaXKn U epkepu, CbC CTPaHHW OPHAMEHTU, GONHULWN, aHTUYHW KOMO-
Hagu... Ho BrHaru ¢ sikn 3ugoBse, KOUTO 1 OTAensxa oT noavessallarta OKonHa cpepa.
BaHka, TPagUUMOHHO KypOPTHO CenuLue, UICTprpaLle No CBOEMY TO3U KOHGIINKT MeXay
camopaspyluasallara ce 6uslLa coumanucTMyecka cpefa u paxgjalwara ce npusarHa
CTpouTENHa CTUXUS — BEYE Ha HUMBO LANOCTHA ypbaHUCTNYHA CTPYKTypa. B nepuopa
mexay 1990-1999 r. B cCOPpUINCKOTO cenue ¢ MUKPOKAMMAT NPEXOALT MOXELLE Aa ce
Habnoaaea B XMMUYECKN YUCT BUA: MOKPaN NMOHUKHANWUTE TYKCO3HWU HOBW NIMYHW Kpeno-
CTU Ha pasHy KpMMMHAIHKM 60COBe, Kprewy 3ag ABYMETPOBUTE C/ Orpaan 6acemnHu,
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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 Dragalevisi developed an architectural style
which popular lore ingeniously called “mutro-Baroque”®. 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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TEHWNC KOPTOBE W aHIMUIACKN IMBaaM, Ce Touexa CTPbMHM, N3POBEHW OT NMOPOUTE, NOYTU
HenpoxoavMu yanuuy, No KOMTO Ce CThyaxa Bnayewy 60knyumn Bagun. 3a TeXHUS PEMOHT
oblmMHaTa Ha KypopTa (KakTo 1 3a nonpaeka Ha BOAONPOBOAA, KaHanusaumsTa u Tene-
¢doHHaTa mpexxa) Hamale cpeacTea — baHks ycnsBawe fa 6bae eqHOBPEMEHHO CBPbX-
6orarta 1 cBpbx-6eaHa, 6ele cbCTaBeHa OT OCTPOBU HA MPUBATHUA JYKC, NiyBaly B pas-
nagHaTa KomyHanHa nHopacTpykTypa.

MocT-coumanncTnyeckn NOCTMOAEePHN3bM

B N0-06VKHOBEHUTE XXUANLLHW KBapTanu, B KOMTO pasubdTa HEBUKAAHO CTPOUTENCTBO,
Gelwe oTrnegaH gpyr codunckmn ctun. Ton moxke ga 6bae HapeyeH NPUPoaeH (B CMUCHI
Ha ,ecTecTBeH”, ,He-TbpCeH") NOCT-MOAePHU3bM. [pn XaoTNUYHOTO NpMBaTU3MpaHe Ha
TEepeHn YacTHV GpMpMK NOCTPOMXa HOBM BOKYETa, KOUTO, 3a Aa OTrOBOPAT Ha oduuman-
HUTE apXUTEKTYPHUTE N3UCKBAHWUA 3a OTCTOSHUSA, BIAIM U AUCTaHLUMSA CNPSMO OKOSTHUTE, U
BCE Mak Ja crieyenat MakcumanHa npoaasaema nnoLl, 65xa MOHOTOHHM napanenenuneam
B MbpPBUTE CU YETUPU-NET eTaXKa, HO NO-Harope 3aBbpLUBaxa HenpeaBuaMmMo — C oLe
HAKOMNKO JoLM OT $paHTasnsATa n TbPCEHETO Ha MakcMmanHa neyanéa nogrnoKpUBHA
eTaxa. Te cmansar HabnaoaaTens ¢ NPUYYAIMBY XyHOEPTBACEPCKN CKOCABAHWS 1 bIu, C
rOTUYECKN MOKPYBW, POMAHTUYHN MaHcapam, KPbriv UK WEeCTObIbIHM Kyu, NpeaHasHa-
UeHN caKaw 3a anxMmuumn, C ME3OHETHN M3pacTbLy, JOCTOMHU 3a BbOGPaXKEHUETO Ha
Xnukok. OTaenHuTe HOBK Crpadn ce oTHacsxa TBbPAe /IEeXKePHO KbM KakbBTO M Aa e
yp6aHUCTNYEH NnaH, 3actaBaxa nof NPOU3BOJIHU bW, OCU 1 MPOCTPaHCTBEHN NepCnekK-
TUBM eAHa CNpSMO Apyra, KpMBBaxa KakTto UM xapeca OT IMHUATa Ha ynuuara, ctbpyaxa
6e3pabopHO MO BepTMKana, 6e3 Aa UM XpyMHe fa TbPCAT 06LLO HUBO Ha NOKpUBUTE. AKO
ro kaxxem ¢ metapopwute Ha Bukrop IOro, To, nornegHara oT NTUYKU NOrMen, apXUTEKTy-
paTta Ha Te3u KBapTanuy HancTMHa npuanyalle Ha 3acTuHana Mysnka — Ha BKameHeHa
vanra. Hea Codus Hacneam 3a 6nuskute 50 rognHn, a MoXxe 61 1 3a No-gbIro.

BusyanHuar Bogonan,

1 06pa3bT Ha WacTNnBUSA/pyraely KOHCyMmaTop

EnHO OT Han-nHTEeH3MBHUTE NPOU3BOACTBA B nocneaHute 15 rognHn 6elle Nponm3BoacTBO-
TO Ha 06pasun B TECHUSI CMUCHS Ha Aymara: He NpoCTO BU3yanHu koepuumneHTn Ha pas-
NUYHNTE coumanHn acrnekTy Ha NpomsaHaTa, a GyksanHa fnaBuHa oT 6unéopaose, fora,
dupmn, NnaHa, HagnueK, 3acTaBku, TENEBU3VOHHN PeKNamMmn, MHTEPHET-peKknamn, eTUKeTK,
advwwm, TpaHcnapaHTy, Gnanepu, TMCTOBKN... Ta3u CBPbX-KOHLEHTPMpaHa KomepcuanHa
06PAas3HOCT, C BCUYKUTE N KOHNNKTN 1 MUKCOBE, HE NPOCTO Ce HaTpansalle, a BoloBaLle
3a okoTo. Codua ctaHa peknama. pagbT ce npespblualle B MAOL, 3a NPOoeKuus Ha obpa-
31, 3aBnagsBalLM BEPOSTHM N HEBEPOATHN MecTa — dpacaau, MOKPUBKM, KankaHu, noanesu,
Ho cblo 1 Tabenkn Ha TakcuTta, 3Haum 3a yInyHO ABKeHue, GaHenkun, MbTyBalm KaMu-
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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 anocther 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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OHYeTa, Oopun ToaneTHn. HepoBonHute 3aroBopuxa 3a Bu3yasnHa arpecua un ,Bun3yanHo
3amMbpcaBaHe Ha cpeuaTa“ — eKoJiormyeckarta peTopuka unarnexxpawe eaguHCTBeHO nerunT-
WMHO CpefacTBO cpelly BU3yaslHOTO HaxslyBaHe Ha nasapa.

[Mop Te3n BMAMMOCTM nmalle rno-cnoXHW counanHu npouecu. BusyanHuat cemmHap npe-
BbpHa B OGEKT Ha CreumanHo BHUMaHWe eanH OT TAX: MOYTV BHE3anHOTO n3ve3BaHe Ha
obpasuTe Ha Tpyaa, nponetapuara u NPoM3BOACTBOTO (Taka XxapakTepHu 3a cou-peanu-
cTMyeckara Bu3yanHa cpefa) 1 Mb/IHOTO UM M3MeCTBaHe OT HaxJlyBawumTe obpasn Ha
YaCTHMS YOBEK 1 KOHCYMaLMsTa BbB BCUUKMTE M aCMEKTU: OT 6pyTanHara cTpacT KbM
KOHCymauus, npes3 epoTmkara go u3tbHUYeHuTe life styles nnu pasHuTe B1goBe MaHuakan -
HOCT (ETMKETBT ,MaHNALLKO" OT MIaAEXKNTE XaproHn NPuAo6tn BaXKHW nasapHu GyHK-
unn). O6LLECTBOTO HA KOMYHUCTUYECKNS CMEKTaKb/ 6elle HeyCeTHO NOAMEHEHO C obLue-
CTBO Ha pafoCTHWUTE aBTO-penpeseHTauun Ha Kkanutana. Tam KbaeTo npeav Moxexa aa
Ce BMAAT NO3YHIN 1 Mnakatu ¢ MapLivpysaLy KbM 6bOeLeTo CnaoTeHN paboTHNYECKN
Macu, OHEC ce Xuselle AOBOJSIHO PyMEH NusHuua ¢ 6ytunka ,[daaosa npeneveHmua“ B
pbka; Tam, Kbaeto npeam JIeHnH ¢ NpPOpOYECKU XeCT covelle 6baeleto, Cnasu Tpudo-
HOB JpbHKaLle no moéuneH TenedoH (,Bcuuku rosopsaT®); Ha MACTOTO Ha paspyLueHus
mMaB3onen Ha Meopry JumntpoB ce n3BncsiBalle rmraHTcka 6ytadopHa Kytusi Ha [KoHn
YOKbp, N306paXKeHnsTa Ha 6puragupcku KMpKK 1 nionatu, kKoMéavHu u TpakTopu 6saxa
NMomMeTeHn OT Te3un Ha Badnu-Tpenay, AbBKN 1 KOCMO-ANCKOBE. BMecTo Bb3TOpXXEeHNUTe
KMHoMperneay Ha coumanu3ma, B KOUTO CENCKN CTOMaHn C KOMbGanHy cunexa snatHa
nwexunua, cnpaseanvnBe NIoM Ha CnoTeHua Tpya, Tenesn3naTa n3nonssatle HocTanrmyHo-
natpuoTuyHaTa ectetuka Ha ,Mepa cnopef mepa“, 3a ga peknamuvpa xangytu, cevalum
MakefoHCKaTa HageHuua cbC cabu.

KoHcymatnBHUTE 06pa3n Bapupaxa OT NoNynuCcTKUSA 0o enutapHua nonc, MuHansam-
K1 Npe3 MHOXXECTBO APYrM XU6pUaHN eCTETUKN: HE CaMO LACTIUBO-3af0BONIEHN o6pa-
31 Ha ,,06MKHOBEHU xopa“, 3abpaBunn 3a npeanwHua oeduunT, paasallm ce Ha CBosiTa
pakuinka, canartka 1 cou-HOCTanrm4yHu KpemeupLin ,,ot meco® (npuapy»xenu ¢ ,,000,
Menu!®), HO 1 3HauMTENHO No-gnBepcuPULMPaHN BU3yanHn nocnaHmsa: GonKNopHo-
NonynncTKn, 6bIrapCKO-CPEAHO-CTAaTUCTUYECKHU, ,,MEHCUOHEPCKN®, ,,epOTUYHK", ,MNa-
OEeXKN® unn 3anagHawWKn, peanm3npatiy ce B pasHu BUOOBE EK30TUKM, TYKCOBE C pas-
NMYHK ecTeTukmn 1 life styles. B TO31 KOHTEKCT nMalle peknamu, Kouto ngsaxa Hanpaso
OT rno6anHuTe Kpmentbpckmn ctyans Ha Koka Kona u Mak[doHanac, HO nmatue 1 max-
NEHCKN caMOfEenKn, KakTo 1 TBOP6U Ha NnokanHu, 6bnrapckm n 6ankaHcku ctygma. 3a
LennMTe Ha HaACTOALWMS aHann3 Han-MHTEePEeCHW 1 NpobreMaTUyHM Cn ocTaBaxa pekna-
MHUTE HaxodKu Ha 6barapcku pupmu, ,,eroncTn® N KpMenTbpmu, KOUTO, 3a Aa cbbyaaTt
KOHCYMaTOPCKW MHTEpEeC, CTUrHaxa Hamnpaso A0 NPO3peHNs 3a HaUMOHANHUS Xapak-
Tep. CbBCEM MO HULLLIEAHCKN — OTBBA AO6PO U 3710 — Te BU3yanuampaxa nbcrpa nanu-
Tpa OT NOBEAEHMS, HEMUCITUMM 3a CPeaHNs Mopar, BKITIOYUTENHO rPaHUuYHN CeKcyanHm
UM KPUMUHANHU NPaKTUKK, AO6GABANKM KbM TAX 6aNKaHCKN Mauu3mm uim npocto
ragHu KapTuHku. Bogka ,®OnupT® Hanpasu CBOs 6yM Upe3 ckaHganHaTta cu cago-maso
ecTeTuKa 1 peknamMHu nocnaHus Ha pbba Ha nopHorpadusTa. MauncTkute nocnaHus
OT TUNa ,MbXeTe 3HasaT 3aWo”“ AoBeaoxa Ao CbAebHN npouecy (HO 1 Ao na3apeH
ycrnex), a HAaCKopO HeM3BEeCTHa 3a MeH pupma peknamupalle rotoBute Cu 3a peknama
npasHu NaHa n 6un6opaose, KaTto rm N3TUNOCBaLle C HeyabpXXumarta KapTuHka ,Bawa-
Ta peknama e nenHe Tyk“ — Bapuaums Ha ragHa, MpbCHa ObBKa, ,JlenHana ce“ un nura -
BO Ternewa ce no pasHu KoHQY3HM MecTa: KocMaTa MbXXKa pbka, pa3ma3ssalia i nog -
MeTKa; ApYr BapnaHT Ha cbliata peknama npeacraBse 3axapeH namyk, nonenun ce
Nno CbMHUTENHO unCTa geTcka bysa.

KakBa 6elue nasapHarta npuuvHa 6brapckute peKknammucTi 4a M30CTaBsaT NasapHus
noTeHUMan Ha ,CpefHnst BKYC" 1 ,CpedHust Mopas“ 1 fa BKapaTt BbB BU3yallHO-KOMEPCU-
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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” 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 | 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
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anHa ynotpe6a nogo6HU rpaHNYHN CbCTOSHUSA
(arpecusTa, nnm NMbK OHOBA, KOETO MacoBaTta
ncuxmka cMmsaTa 3a MpbCoTUS U NepBep3Nns;
TpaHcrpecusTa 1 gopu nornycara)? OueBngHO
Te umaxa yceT, ye nogobHa LWoKoBa 06pa3HOCT
“ma XMNHOTUYEH edeKT B Gblirapckarta cpeaa,
cpen arpecvBHUS 1 TpaBMUPaH KOHTEKCT Ha
npexona. CamaTta ,cpegHOCT“ Ha ToBa obLe-
CTBO, CbLUO KaKTO 1 CpefHara Knaca Ha gbprxa-
BaTa, 65xa B 4ECETUNETHO CbCTOSHUE Ha MOJy-
CbLLECTBYBAHE 1 HECUIYPHOCT, YyBCTBaxa ce
3acTpalleHn 1 TPEBOXHN U MOXXe 61 OTTYK ce
pakpalle npaunoHanHoTO )XenaHue 3a CUMBOJI-
HO MopyraBaHe Ha BCUYKO Bb3MOXHO (MacoBu
n3pasu kato , Lo He Bu...“, ce ynoTpebsiBaxa 3a
LSO M Hewwsno, Te 6sxa YacT oT ayamo-cpepara
Ha npexopa). 3aToBa C reHuaneH yceT 6bnrap-
CKUTe peknamu oTpassBaxa 601e3HEHOTO KONeK-
TUBHOTO HECb3HATESHO: Te MPOCTO NpeHacoyBa-
Xa no nasapHu KaHaanm MacoBuTe 6biarapcku
daHTasmu, cTpaxose, arpecun 1 oTBpaLleHns
06paTHO KbM COGCTBEHUS UM CpegHOoCTaTUCTMYE-
CKV MPON3BOAUTEN, HO TO3U MbT B ponsaTa My Ha
KOHcymaTop. Taka, Ype3 HaTUCK Ha Bu3yanHata
Cv cpepa, rpagbT 1 Nas3apbT Bpblyaxa Ha Npons-
BOAMTENSA CKaHOanHWTe 06pas3n Ha HEroBOTO
»HaM-CBUOHO", HA OHOBA, KOETO 61 ro TporHano
Haln-cUmHO, 61 ro 4OKOCHaNo B HaKbpHeHaTa
gywa. /1 6u my npenopbyano tepanus upes
shopping.

MpuBaTnsnpaHe Ha Ny6NYHOTO,

Kpu3ata Ha Ny6iInYHNTE CUMBONN

KakTo ctaHa gyma no-rope, Hkbae okono 1993-4
r. Codus 6eLle oo ronsima CTeneH n3yncTeHa ort
KOMyHUCTMYECKA Ny6nnYHa CMMBOMMKA U €OHO-
BPEMEHHO C TOBa npecTaHa ga 6bae n nyéenunu-
HUAT rpaf Ha npexopa. MutuHrute 3aryéuxa npe-
NecT, CMUCbN 1 06pas, TOTaTHOTO ,MOCUHABaHE"
Ha ynuuy 1 NoWwaam octaHa CroMeH, rnagHuTe
CTauKy npeg ounTe Ha BCUYKU 1 NanaTtkoBuUTe
rpagoBe Ha UCTUHaTa 1 NpoTecTa U3BEAHBX
3anoyHaxa ga usrnexxgart Hemucunumu. U ako
Ha HAKOW My XpyMHeLLe oa N310XU No To3u
HauYMH CBOW MCKaHWS (Mmalle nogo6Hu cnyyam —
MUHbOPW, COGCTBEHULN HA HEe-0oNprUBaTU3NpaHu
TEepPEHU, YBOSHEHN PaBGOTHULM 1 MpP.), TO TON
Beye puCKyBalle Aa CTaHe Kypuos, a He couuarn-
Ha cuna. [yénuyHnTe NpoCcTpaHCcTBa Ha couma-
nu3ma 6usaxa ge-cakpanuampaHu, onycrsasaxa u
noauesiBaxa, a 3aefHo C TsAX Ce U3npas3.axa,
n3yesBaxa, n3nbfBaxa c Apyro rpagcko cbabp -
)XaHue 1 epumMepHUTE CLEHN Ha npexoaa.
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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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Ho 1031 npouec 6elie camMo NOBbPXHOCTTA Ha HELLO Aaney no-o6Lo — NOCTENEHHO BUAU-
MOCT KaTo TakoBa ry6eLue ny6nnyHOTO NPOCTPAHCTBO, KAKTO B CBOS FPaXkAaHCKK, Taka u
B CBOSI oduLManHo-abp)KaBeH, eM6iemMmaTyeH BapuaHT. Makap 4yacTuYHO 1 HepoKpan
ﬂy6ﬂ|/l\-IHI/ITe MecTa, CMMBON 1N Nnua NOoCTeneHHo 6uBaxa npmuBaTn3npaHn, N3TnackBaHu
OT popMUTE Ha YaCTHUS XXMBOT U Nasapa. /1 Hain-Beye OT ronemus 3amMecTuTen u nogmve-
HUTEN Ha Ny6MYHOCTTa — YaCTHUTE MELUN.

Mpumepu umalue mHoro. Kato nsknioumnm nopabp)XKxaHeTo Ha onpeaeneHn Bb3nosu
nonuTnyeckmn ctpagn (HapogHoto cvbpanue, Npe3naeHTCTBOTO), OCTaHaNUTe CMMBON-
HU 1 eMBnemaTnyHN 3a rpaga 30aHns 1 apxXUTEKTYpPHU OBEKTU He ce padBaxa Ha oco-
6eHa OBLUMHCKA 1N abp)xasHa rpmxa. 1 ce paspylwasaxa, HEBOMHO MHCLEHNPAaNKN
cobCcTBEHaTa CU He3HaunTeNHOCT. [bnro Bpeme NOKpMBbT Ha 6uBLKa [BopeL (noHa-
cTosiweM HaunoHanHa xygo)kecTBeHa ranepus) 3annawsalle ga nagHe, onoXxapeHuat
MapTmeH pom ¢ KacTpupaHa neTonbyka Cy OCTaHa ONyLIeH 1 pas3éuT 3a 5-6 roanHuy,
PEMOHTBT Ha XanuTe Npoab/mKy AeceTnHa roguHu, To3u Ha codpuiickara baHs He e
cebpwwun... BHyweHmneTto 6ewe 3a rpag, KOATO HAMA Napu U eHeprus 3a TpaguunoHHUTE
CW apXUTEKTYPHU embBnemun, He MOXe N He NCKa Aa Noabprka ,cuMBonHaTa cu nHopa-
CTpykTypa“. B no6aBka, yact oT cneundunyHoTO apxXnTeKTypHO HacneacTeo Ha Codusa
He 6eLle BKIIIOYEHO B 3aKOHa 3a MaMeTHUUUTE Ha KynTypaTa (Hanprumep paspyliasalun
ce crpagm Ha 6bnrapCckusi MOGepPHN3bM — Ha apxutekTuTe [)xaHroszos, OByapos, Bon-
YaHOB U Op.), & YeCTO M OHE3U, KOUTO 651Xa BKIIOYEHU, MOXKEXa Aa Ce OKaxkaT ,Hacneg-
cTBO B puck“Y. HeycnelwHn pectaBpaUyoHHN YNPaXKHEHNS, CBbP3aHN C MPUCTPOSABAHE
M HaacTposiBaHe, 68xa NPOBEAEHN OOPMW BbPXY Crpaamn Ha Knacuyeckn 6bnrapcku apxu-
TekTu Kato OuHros, MpioHatrep, Mapuukos, Jlaszapos, LLisanGepr®. Opyra rpyna 3a6e -
NeXUTENHN COPUNCKN crpaan 6sxa NpuBaTU3vpaHn 1 paspyLlueHn (3a HAKOMW OT TSX
apxuTeKTypHaTa Konerus ny6nukyea Hekponosn® — kbiarta Ha Hukona MywaHos,
ctapata Coduncka obuimHa, kbliaTa Ha leoprac, 6upeHata ¢abpuka ,lpowekoso
nUMBO“ — HA MACTOTO Ha nocnegHara, cpelly crpapaTta Ha HaumonanHarta Tenesnsus B
MOMEHTa 3ee Han-rofneMmnsT KanutanuctTuyeckn sapuaHt Ha ,V3konst ot AHgpen lMna-
TOHOB — HO TO31 MbT CE CTPOM HE CBETNOTO 6bAeLle, a MOPEQHUNT BUSHEC LIEHTbP C
odwncu nog Haewm). A TpeTa rpyna eménemaTnyHu cobunckn crpagu, onnueTBopeHa ot
~Deara“, ,Ponotamo” n Kutanckoto noconcteo, 6sxa OCTaBeHu Ha camopaspylueHue:
MOXke 6U, 3a Aa 6baaT NpuBaTM3npaHn No-fecHO 1 EBTUHO CTbpYaLLUTE UM CKENETH.

JlornkaTa Ha pasnapg, onMueTBOpeHa OT CMMBONUTE Ha Ny6NYHOTO, 6elle Bb3Npons-
BEXJaHa 1 OT OHOBA, KOETO Ce CryyBalle Ha Ny6nnyYHUTE MecTa Ha rpakaaHCKW XKUBOT.
Ma3apHaTta ekcnaH3us rm NpMcBOsiBalle — Kb[le 3aKOHHO, Kb[l€ CbC CbMHUTESIHA 3aKOH-
HOCT (1 0O OHeC ce BOAAT 6e3MnepCrneKkTUBHY Aena 3a npueatm3aumsara Ha pasHu
ny6anYHN crpagu, TEPEHN u yyacTtbum). B To3u mbTeH npouec Coduincka obumHa yens
[la ce 0CBO6OAM OT HEBEPOSITHO KONMMYECTBO Crpaan 1 TEPEHN Ype3 CKaHAanHu anopTHM
caenkn. Ham-katactpodanHa ce okasa cxemara, Mo KOATO TpaauLMOHHUTE KMHa 6sxa
N3KyMNeHn, NpenpoaafeHn n N3KyCTBEHO ,panupaHun” — BepoAaTHO B NMon3a Ha HOBUTE
MYATUNAEKCU 1 Xa3apTHN HaumHaHna™’: ToBa AEMOHCTPUPA NPEen OunTe Ha BCUUKW KakK B
rpapgckarta cpefa KyntypaTa OT COuManucTUYeckn TUN OTCTbrBa Npeq nasap oT GankaH-
CKO-KpuMuHaneH Tun. OcBeH ToBa rpafbT 3ary6u okono 20% OT 3e/IeHUTe CU nioLwm
3apagm CTpoeXu, 6EH3MHOCTaHUMK 1 NapKuHrn. Ha macToTo Ha npeguwHarta papcka
6MGNMoTEKA cera e NOCTPOEH rpPaHa-XoTen, 3a KOMTO OLle Teue CbaebeH Npouec, HO
uneTo kadeHe MexxayBpeEMEHHO YCMELLUHO e U350 YacT oT coduiickarta rpaacka rpaau-
Ha MO CbLUMS HAYWH, NO KOWTO PeCcTOpaHT! ce NPoCcBaT He camo BbpXy TpOTOapa, a
LOpPY 1 BbPXY YIMYHOTO nnartHo (cnyyasat ¢ yn. ,06opuwe” B yactra n mexay

~Bacun JleBckn“ n nnowan ,Anekcangbp Hesckun®). Llenn meceun 6MBLLIMAT nnowan
~LeBeTn centemepun” 6usalle 3aet ot mupusnmeu Bierfest-oe, n npes usnoTo Bpeme —
OT OrPOMEH, HEBEPOSITHO NPO3€EH, NpeYeLl, Ha ABWKEHMETO NapKuHr. o cxoaeH HaunH
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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:* 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.).
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NPOCTPaHCTBOTO Npef HapoaHusa Teatbp 6elle NpeBbpHATO B KOMEpPCUanHo 3a
HULWOXHA cyma, a B HapopHaTta 6161MoTeKa ce HacTaHu CpeLLy CMELIEH Haem YacTHUAT
My3uKaneH Kny6 ¢ napoannHOTO Ha3BaHwue ,brnénuotekata“. iduesHaxa emébnemarunu-
HW, BAXKHN MeCTa 3a coumnanunctnyeckata nHTenmreHumna (HO He CbM cmrypeH KakBa
OLeHKa Tpsi6Ba da ce Jafe Ha ToBa — MOXKEe 6U NOIOXKNTENHA), KATO PECTOPaHTUTE Ha
CblO3MTE Ha NCATENUTE U HA XYAOXHULUTE, NPEB3ETU OT KadeHeTa, Mara3uHu, KuHa,
yanra-kny6ose...

Ma3apHOTO NpeB3emaHe Ha My6MYHOTO, MPaXKAAHCKOTO U MyHULIMNANHOTO MPOHMKBALLE
[0 Han-gpe6HUTe rpafcky AeTannvm — Hanpuvep, TpaMmBaiHUTE CAMPKU U eTIEKTPUYECKUTE
CTbN60BE, COGCTBEHOCT Ha O6LLMHaTa, 61Baxa 06/1ensHN C BCEBb3MOXKHIN YaCTHU 06ABU U
odbepTn, 1 JOPU METASTHUTE LAaHMM CbC 3HaAUW 3a YNMYHO OBWKEHMEe obpacTeaxa C OOoMbi-
HUTENHWU PeKNamMHW NnaTHa, Tabenu 1 Haanucy — A0 CTEMNEH, Ye CaMUAT 3HaK He ce
Bxaa. Taka, B pe3yntaTt Ha nasapHara 1 peknamHa UHBasus, Ole efHa rpaacka cybeu-
cTemMa — Tasu Ha OpUeHTauMsaTa U TpaHCNopTHAaTa perynaums — 6elle 3annalleHa oT auc-
dYHKLMOHANHOCT.

* * *

Codusa 6elue rpag Ha KOHTpaACTW: TS €OHOBPEMEHHO 6elle NycTa U CBpbX-HaceneHa, a-
coupanHa n cepbx-coumanHa. NMyénnyHnuTe 1 yacTn cuseexa, a komepcuanHa Coopus
WHCUEeHVpaLle MnagocT, 6e30rNeaHOCT U eHEPTrUYEH XXMBOT: rpaabT B NocnegHUTe gecet
roauHW BMAMMO 3a6oraTts U ce pasxy6asy MO OCO6EH HAUMH — ,TOUYKOBMAOHO®, HA napye.
MoHe B ueHTpanHata cu yact Codus 3anpunmnua Ha eBpornencka cTonmua — BbMpeku ve
KbM €CTeTMKUTE Ha pa3xybaBsBaHETO MOXe Aa MMa Han-pasnuuHu ynpeun. MNapanenHo
CbC CMMBOJTHOTO MOpaXkeHne Ha NaH-onTU3Ma, rpaAbT CTaHa CLeHa Ha Heo-nubeparneH
eKcLec, KONTO napasnefiHo CbC CBOWUTE KpamHOCTW 1 TPaHCIpecumn ro o6HoBsBaLle Mone-
KyNnsipHO, BbB BCSiKa TOUKA OT rPafckoTo NPOCTPAHCTBO (TUMMYEH npumMep 3a ToBa 6axa
dbunpmn, KOUTO 3apaan COBCTBEHWS CY TbProOBCKM UMUK PEMOHTMpaxa usanara koonepa-
uMs, YANTO NPU3EMEH ETaX 6sXa Haenu; peknamu, 3apagm KomTo ce nogHossisaxa daca-
AN W KankaHu; 4aCcTHN MarasviHi, KOUTo nonpassxa BpatuTe U gorpaMmmTe Ha koornepa-
umsATa n np.). Ho gopn akToBeTe Ha KoMepcuanHa 6naroTBOPUTENIHOCT He n3nioysaxa
noKpan OCHOBHOTO AOMbAHUTENIHOTO CX 3HAYEHNe: 6e3 fa LensT ToBa, Te AeMOHCTpupa-
Xa, ye O6LUMHA 1 Abp)KaBa He cu BbplaT paboTtaTta. Hanpumep, cobumncknuTe rpagnHkm
651Xa PeMOHTMPaHN U NOAHOBEHN OT Pas3Hu YacTHN GupmMKn 1 6aHKK, KOUTo, paséupa ce,
yrnoTpe6uxa Tasu 61aroTBOPUTESNIHOCT 3a CBOS peknama — Taka BbpXy Nenku, [eTCKU Mbp-
3anky 1 KaTepyLuku, Bbpxy AbHEPU 1 nameTHU nnoun, ce nossmu ,O6HOBEHO OT...“ —
CbBCeM cnpaBsennnem Hagnmucu 3a CrnoHcopa, KoCBeHO BHyLWaBall Ha AaHbkonnaTuuTe,
Ye o6LUMHaTa HAMa Mapu 3a ToBa, 3a KOeTo Tpsa6aa Aa nma.

Opyr npymep — MHOro OT COGUNCKNTE TPOTOAPW BCE OLLE Ca PEMOHTAPAHN ,Ha napye” oT
drpmMuTE, CbBCEM IOFMYHO NMONPaBuan ,,CBOSA y4acTbK", T.€. NOYKNTE HENOCPEACTBEHO
npeqn TeXHUs Mara3uH, pectopaHT 1 Np. EGekTsbT e He camo NAOUHMK, NPUMYEH Ha
3eb6pa, a 1 TpoToap C pasfMyHM TEPEHHN HUBA — Ta KaTo Ce CnbHe codusHeUbT aa ce
CeTU 1 3a NOPENEH MbT fa OTNPaBK NoXXenaHus KbM niobrmaTa cu obwyHa. Ha 3e6pu
3anpuanyaxa u MHOroTo 6510KOBE, KOUTO 651Xxa 06/IMLOBaHN YacTUUYHO — OT OHE3WN CO6-
CTBEHNLN, KOUTO MO>Kexa fAa Ch ro no3BoAT — C U301aUMOHHN NOKPUTUA. Mo Tax cnyqalh-
HUAT HaboaaTen MOXELLE a YeTe KakBO € pas3npefesieHNeTo Ha CPeAcTBa Mexay XuTe-
nMTe Ha 6noKa 1 Kak HanCTMHa, C TeUEHNE Ha roanHuTe, xoparta nocbéupar napu, a
dacagute 6aBHO Ce yeaHaKBABaT.

* * *

CbLLOTO, KOETO Ce CNyumn Ha NyGANYHUTE Crpaan, CUMBOMN U MeCTa, Ce CIyuu 1 Ha
ny6auuHuTe durypu. fiuuata n rnacoBeTe Ha npexoaa, MUTUHTOBUTE repou, KOUTO uckaxa
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CbC CVH LLYT Aa npaTaT KOMyHU3Ma B UCTOpUATa, CamMu 3aMUHaxa B Hest — U3MECTEHU OT
HOBM TENEBU3UOHHM NLA, 3Be341 Ha MeaunHna nasap. Obpasute Ha oemokparmyeckara
aropa 6s1xa HeoyCeTHO U3MECTEHMN OT TE3W Ha BU3yasiHUs Nas3ap Ha rnegky u nuua. B
HOBMSI KOHTEKCT Ha BU3yanHus nasap ce npojaBalle LANoCTEH NEPCOHANEH yap — He ”
TO31 Ha NPUHLMMHW, NEBU UM OECHN NONUTUYECKN No3nuun. 3aTtoBa He caMo Henpe-
CTaHHO BUAVMUTE BCEKMOHEBHO XXYPHANMMCTU U MEAUNHY 3BE3AN Habupaxa Bu3yaneH
peI7ITI/IHF — TOBa npasexa 1 nonutTuunTe, BCe noseve nvmntTmnpaLwln MGJZLI/II?IHVITe 3Be3au. Te
He TOJIKOBa McKkaxa [a npeacTaBnsaBat CBoOWTe n3bmparenu, a no-CKopo camu aa 6baat
NnpeacTaBnsBaHu, NoOKa3BaHU KaTto TENEBU3NOHHM Nuua. Pasnukara mexxgy nonmTnyecko-
TO npucbcTBre, Nnonutuyeckns PR n TeneesnsnoHHarTa peknama ce cTonu, a ¢ Hes — 1 pas-
Jinkata Mmexay I'Iy6]'IVILIHO 1 nasapHoO noeepeHue (na3apr, BKNIOYNTESTHO peKNaMHUAT, e
par exellence NPOCTPaHCTBO Ha YaCTHOTO, yun H1 Xabepmac). BuayanHnat pentuHr Ha
€dViH NOINTKK CTaHa faney no-BakeH OT MOMUTUYECKUTE MOCaHUs, KOUTO OTNpaBs: BCe
noeeue TOn 6uBalle ,rmegaH” no TeneBn3usaTa, a He ,CnylwaH": BCUYKO OHOBA, KOETO He
6ewe (TeneBM3nOHHA) BUOUMOCT, rybeLle 3HaueHne, oOpy TUPaXKUTE Ha BCEKNOHEBHULN-
Te ApacTuyHO cnagHaxa. Toea NpeBbpHa NonuTUKarta ot Ny6MYHO BUAMMO 3aHUMaHue C
BMacT, Kay3u 1 6rara B MEAMINHO LIOY: He ClyyYariHo B NOCMieqHNTe ABE roavHn OBE rone-
MU Tenesn3noHHu 3se3an (Bonen Cupepos ot Tenesnsus ,Ckat” n bonko bopucos,
nobrmMeL, Ha BCUYKIM Opyr TENeBM3nmn) ce n3Bncuxa He 6e3 nogkpenara Ha TeneBn3mno-
HUPaHUS enekTopaT A0 BaXKHW NMOAUTUYECKN dUrypu; He criydanHo ¢yT6oHM 3B8e3au ce
3aurpaxa c nonutnkara (CTOMYKoB — C MPOMEHNMB ycnex, JIeUKoB — Lie BUAUM); He Cry-
yarHo onpepfeneHy TeNeBU3NOHHN ,,uua” (Hanpumep Cnasu TpudoHoB, Hrkn KbHuUEB 1
np.) ce pasmHoXuxa no 6unadopa-4eKopuTe No BCUYKM GUBLLM Ny6AUYHN MeCcTa B rpaga-
ekpaH. /13BecTHM OT 6AN3KOTO MUHANO Ny6ANYHK GUIrypu, akTbopu, TENEBU3NOHHN XXYp-
HanucTu, ce NpeBbpHaxa B KOMEPCUAHN PeKNaMHN NnLa UM BOOELLM TENEBU3OHHN Urpu
(TataHa Nonosa, Topop Kones, ViBaH Mapenos), pokato yanra-nesuun (A3nc) ctaHaxa
peKnamMHu mua Ha NoNUTUYECKW KaMmnaHum — ToBa 6eLle camo yacT OT B3aumHara npe-
BOOMMOCT MeXxay nasapHa, ny6nw4Ha N nonnTnyecka sBManNMOCT, 3aJinyaBaHe pasfinkmuTe
mMexay Tax. CblmaT aHOHMMEH MEXaHU3bM CbKpaTy ApacTUYHO BPEMETO Ha Ny6nuLm-
CTMYHUTE NPefaBaHus Nno TeneBn3naTa 3a CMETKa Ha LWoy-NporpamMmuTe, CbCTe3aHusaTa n
peknamuTe, a HAKOW nNpeaaBaHns NPEeTbPsSxa HEMUCIMMUN NPEAN HAKOMKO FOAMHN TpaH-
chopmaumm (AMCKYCMOHHO NpedaBaHe Ha BuaHa CTONMYHA XXYpHaNMCTKa 6eLle NnpeBbp-
HaTo B Xa3zapTHa TENeBM3NOHHA Urpa, a TS NPoab/HKM Aa ro Bogu — Beye B Kbum Banua-
poB cTun). OCBEH OrpoMHMS 6pPON TENEBU3NOHHU Urpy, LWoy-nporpamu 1 talk shows, B
KOUTO NMOBEYe Ce rnefa, OTKONKOTO roBOpM, Ma npefasaHns-woy-napoann Ha nyenuyHmn
ANCKyCcun, npeactaBsaLllm d)yHD,aMeHTaJ'IHI/Iﬂ rpakoaHCKu »XaHp KaTto NUCKNMBO Haarosaps-
He 1 cMelleH cnoBeceH 6o (,C6nbebk” Ha 6TB).

Bupnmara KpymnHanHa ecteTnka n epoTmka

B 1031 KOHTEKCT B ,,codumncka kpusa“, nogobHa Ha nyébnuyHara, Bnese n cucremara,
KOSITO TpsiGBa Aa faBa CUIypHOCT Ha rpaja: nonuumsta n cbaebHata cuctema. U, kakto
MO>KELLE a ce 0YakBa, TOBa U3BaAM KPMMUHANHOCTTA OT 30HaTa Ha 34pava u S Hanpasu
CrneKTakynapHa, Tbpcella CeH3aUMoHHa BUAMMOCT.

MpuunHuTe oTUBAT Ha3ap B 6GbArapckara u copuncka counanuctTuyecka ncropus. Hec
COLMONOrMyYeckn n3cneaBaHns Nokasear, ye npea 70-te n 80-Te rognHM GbArapckuTe
CMOPTHM yynaunLLa ca Npom3Benu okoso 60-70 xunaan TexxkoaTnetu (MpearMHO Haumo-
HanHo-emb6nemaTnyHN 60pLK, HO CbLUO 1 BOKCbOPU, BAUraun Ha TEXECTU, IKYAMCTH,
KapaTucTu, rpeéuy 1 np.), KOUTO OLLE Toraea ca >K1BeSi 0CO6EeH, 3aTBOPEH, U30SIMpaH U
CBpbX-NepapxmsnpaH KnaHoB XXMBOT, CAKall B MOAroTOBKa 3a 6baelumTe 6aHan — n3Lsno
3aBUCKMK OT CBOWTE TPEHLOPW, Pa3Buiu KbM ¢urypara Ha ,60ca” rpaHuvella c xepree-
HOCT CprX-J‘IOﬂJ‘IHOCT41. Cnepn npoMeHWTe 6MBLUMTE CNOPTUCTU, OCTaHann BHe3anHo 6e3
pa6oTa 1 6e3 HauMoHaNHO-CMOPTEH MPECTK, Ca Pa3no3HaT KaTto MOLLEH BNacToBU
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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 positions*2. 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 Borissov®®, 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 Lechkov*, 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, lvan 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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noTeHuMan ot onpegeneHy nuua ot 6MBLINTE TalHU CNY>K6U — 1 6bP30 OpraHN3npaHn B
ABEe YacTHM apmMuu, MO YMCNEHOCT HaAcKayalum cerBallara ce odpuumanHa 6barapcka
BOWNCKA: eAHaTa Ha NpPecTblMHOCTTa, Apyrara — Ha YacTHUTE OXpaHuUTenn. TbKMO Te3n HOBU
apMun Ha NpuMBaTM3NpPaHoO Hacunve (Bbpxy KOeTo Abp)Kasarta 6elle 3aryéuna MoHOmMon)
n3na3oxa oT CAHKaTa 1 3aBnagaxa nybnuuHara cueHa: Te Budyanusnpaxa ¢usmueckara
arpecwus. Npe3 cegmmua no ynuuarta Ha rpaga ce n3sbpluBaxa AeMOHCTPATUBHMN youn-
CTBa, BKNIOUNTENHO NOCPER 641 AeH, Nped ounTe Ha Aeua u nogpacrealm. Te caka
NCKaxa ga ce noaurpaaTt Ha TeneBn3NOoHHUTE N3ABJieHNA Ha HadanHuka Ha nonumumudarta n
MUHUCTbPA Ha BbTPELHNTE paboTu, y6exxaasalum 3puTenute, Ye NPecTbnHOCTTa e oBna-
AsHa: ole JoKaTo roBopexa, eTo, B!, 6aHan ce 6ruexa 1 ctpensaxa no yauuuTe, TpoLa-
Xa ANCKOTEKM, N3BbpLUBAxa HakasaTenHu akuum, npebmsaxa 3a crnnawBaHe HeBUHHU CBY -
aetenn n oyesnguu. T.e. He NpoCTO CI)yHKLLVIOHaJ'IHO, a n CUMBOJTHO Hacunme, n To CbBCeEM
LierieHaco4eHo TbPCELLO Aa Ce Cnyyu Npes peXkuma Ha arpecrBHaTa, BceobLioBaniaHa
BMAMMOCT. [pecTbnHOCTTa He Ce n3onupatle B cneuvasnHi, MaprnoTCK1 KBapTanu Ha
rpaga, a Cb3HaTeNHO MapKupalle C Brevatnssalliy akumm n 6oratute, 1 NPeCTKHUTE, 1
BCEKNOHEBHUTE NPOCTPaHCTBA Ha rpapa (6ewe TpbrHan copunckm nad, ye ksapran
,CTpenébuwe“ onpasgasa MMETO cn). KaTo n3kmiounm Han-sucLINs MO3bYeH TPbCT Ha
KPUMWHANHOCTTA, KOWTO € 3adb/KUTENIHO HEBMAMM, BCUYKWN KPUMUHANHU 60COBe ,, 0T
CpefHa pbka“ Tbpcexa TeaTpanHi CMMBOMM Ha CBOsiTa 6e3ornegHa BracT. [Bmkexa ce ¢
HEMUCIIMO CKbMW NINMY3WHW, C OFPOMHM ThAINW OT TENOXPaHWUTENN, NpuUTexXasaxa 1 obu-
TaBaxa CKblun XoTenun, 3aBegeHund, 6apose, OUCKOTEeKN Ha UeHTpanHun CO(I)I/II?ICKI/I MecTa,
cnaraxa MM arpecuBHU MMeHa 1 eménemu, 6sxa egHoBNacTHY Geopjanu B Te3n BnageHus,
A0 KOWUTO He JocTuralle HMKakbB MONULENCKNA KOHTPOS.

Mo ynuupm n KboweTa, B KapeHeTa 1 3aBefeHus Budyanusnpaxa Myckynm n 06emu no-Hus-
WnTe N3NbAHUTENN — ,60pun“ 1 ,MyTpn“. Korato He pasxoxgaxa aHuy3u, kapaxa csouTe
3anagHun KON ¢ TbMHU CTbKNa (MpuY MOJIOXKEHNE, Ye TbMHUTE CTbKa 6sxa 06eKT Ha cre-
umanHa 3abpaHa OT CTpaHa Ha MbTHaTa nonuuns). 3a0biDKUTENHNUAT CTUI Ha WodurpaHe
6eLle TakbB, Ye, N3TnackaH, O6UKHOBEHMAT LWOhbOP 6eLle 3aab/MKeH Aa UM Npasu MbT
nop 3annaxata fa 6bge NpeéuT; Napkupaxa no cpegara Ha ynuuara, He ce cbobpassBa-
Xa CbC 3HaLUM 3a OBWDKEHME N OrpaHnyeHns Ha ckopocTTa. imaxa u gpyrmn BusyanHu,
HOBOGOraTallKy CUMBONN — 3a0bIPKATENHO MApPKOBO CMOPTHO OBMEKNO, YEPHN 0Unna,
TeXKa 3nartHa Bepura Ha gebenus Bpat, MobudoHm (korato owe 6sxa psgkocT). Ho Hai-
ropAuAT UM CUMBOJS 65ixa COBCTBEHNUTE UM, MONPEBTACanN Tena Ha TEXXKOATNIETU, XOAeLLM
MyTaHTW, pasHacsLwy HEMUCIIUMI MYCKYN, BPaTOBE 1 LUKEMGETA U3 COPUIACKUTE YL,
To3n TenecHo-arpecuBeH CTUN Ha NOBEAEHNE Ce HaBMpaLle B OUNTE HA OBUKHOBEHOTO
HaceneHve, 3aWoTo TpsbBalle aa creyeny NpecTuwx, Aa ce 3akpenu B o6pasa Ha eauH-
CTBEHO Bb3MOXXEH MOAeN 3a kapuepa 1 ycnex, Aa Hakapa gpyrute ga ce 4yyBcTteaT — aa
ynoTpe6UM enH n3pas Ha camuTe MyTpu — ,60KIyLmM“. Bnpouem, ToBa ce Cnyym B MHOrO
OTHOLWEHNSA. [bpBO — Ye ce NpeBbpHa B couManu3aunoHeH Mofen: ganaHrara Ha couua-
NIMCTUYECKNTE TEXKOATNETN CE NOMbJIBA HEMPEKbCHATO OT CbBCEM Miaanm MOMYETa,
KOWTO rbAITaT aHabonuuuy, noMnar 61uuencm u Tpuuencu BbB GUTHEC-3ann, HOCSAT TbHKU
MeTasIHN BEPWKKU Ha 3asKBallMTe CU BpaTOBE B MeuTa U Te Aa CTaHat eavH oeH aeéenu,
311aTHU U KpMMUHanNHW. BTopo — ue ycnsa ga ce npeBbpHE 11 B MOQEN Ha epPOTUYHO NpUB-
NMYaHe: MragMTe MoOMMYeTa BHE3aNHO HamMmeprxa OrPOMHUTE MOLLHM Tena 3a MHOro
cekcun. Opopmu ce xapakTepeH MbXKO-XXEHCKUN CUIyeT Ha npexoaa, KOUTO YeCcTo MOxXe-
Wwe fa 6bhe 3a6enssaH B KNy6oBe, Yanra-3aBegeHns 1 pectopart B Codus: cnmsawa ot
OrPOMEH KaTo TaHK YepeH HKUN Miaga MaHekeHka, OTrnefaHa B KMMHKMKM 3a KO3MEeTMYHa
XVIPYprus n conapuymu, a oo Hes ,60peL” ¢ Yeno OT NPbLCT Y MOJIOBUHA, aHLYT 1 LIKEMOGE.
BKaBa 1 aHOPEKCUYHO KpacuBa, TS KOKETHO BMe noxodka A0 CTbrBawms TPOMaBo Tpon:
OT CBOSI CTpaHa, foKaTo npasu ABVXEHUS CAKaLl Ha BbObGparkaem Tenux, To CHU3Xoau-
TESTHO N NO3BONsABA Aa o LenyHe HEXHO Mo 6y3aTa 1 A NNsScBa No 3agHvka, Npean osa-
mMarta BIOGEHO fa BNA3aT B CbOTBETHUSA Cynep-Kiyo6.
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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™. 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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Ho opraHmnsnpaHata NpecTbnHOCT UMalle eanH o6pas, ganey no-CUeH OT epoTUYECKHUs.
AKO MOCnegHnAT ce CTpemelle KbM ,Hopmanusauna“ n npespbluaHe B 06La TenecHa
ecTeTnka, o6xBallalla 1 peaoBOTO HaceneHne, To3u Tpsbealwe aa 6bae N3BbHPEOEH U
LWOKOB. 1 pasbupa ce BuaumM, CBPbX-BUANM — GOKyCHpaLL, BCUYKN Y)KaceHn norneau.
Crasa gyma 3a nopbukosuTe younctasa. Camo cneq 2000 r. ce cnyymxa 155 ot 1ax — 1e
CNyyanHo Hocexa UMeTo ,NMokasHN“*. Upes Tax BnacTTa Ha opraHuaupaHara npecTbr-
HOCT 136upatle peXxum Ha AeMOHCTPaLMs, BMECTO OBMUYaNHNS CU PEXMM Ha CKprBaHe,
TbMHMHA, HEBMAMMOCT. Te ce cnyusaxa B pa3Hu yactu Ha Codus, 6e3 acHa reorpadus un
NPOCTPaHCTBEHO pasnpeneneHye.

T.e. NPOTUBHO Ha LeHTpanu3npaHaTa BnacT, OHOBa, KOETO Mo AeduHuLMs Tpsbea aa 6bae
B CSIHKa@ — MPECTbMHOCTTa — N3MbUK B COGUNCKOTO MPOCTPAHCTBO COGCTBEHUN BU3YanHu
CUMBONW, HANOXKN CKaHpanHata um sugumocT. U ycns noHe 3a n3BeCTHO Bpeme fa rv
HanoXkn KaTo TENECHM, COLMANTHO-MPECTIKHMN, COLMaNM3aLNOHHN U EPOTUYHI MOLESN.
KonkoTo 1 HenpusTHO Aa 3By4n, TOBaA BCbLUHOCT Gelle caMo o6paTHaTta cTpaHa Ha efHa
Apyra BuoumMocCT — Ta3u Ha 6onecTra, 6egHoTara, cTapocTTa, 6e3HagexxaHocTTa. Kakto
CrnoMeHax Mno-rope, LeHTpann3npaHusaT MoAepeH NOMNC MMa CBOUTE TEXHWNKN HA UHTEPHU-
paHe Ha nopo6HN GpeHoMeHn oTBb YepTaTa Ha BugumocTtTa. A B Codus, ocBEH 6opuu,
MYTPU 1 MPOCTUTYTKW, BHE3AMHO Ce 65xa NosBUAN 6€300MHULM, MPOCSALM, CTapu Xopa,
KOUTO 6praxa no KOd)I/ITe, Knouwapwu, cakatu, cCamoTHM aevnua, auwailin nenuno, mnagn
HapKOMaHu, KoUTo coumanMcTMyeckaTa ctonuua 6ele 06sBuUIa 3a HecbLlecTByBalLmM. 3a
pasnuka OT Ta3u Ha 6opunTe, TAXHaTa BUAMMOCT He 6eLle NpoayKTUBHA, Te HaMaxa
HMKaKbB LUaHC fa Npou3BeaTt KakBUTO M Aa € CUMBOSIA U COUManiHn MOLENN.

Ho 3aBpbluaHeTo Ha U3TNackaHoTo OT CoOLUManucTUYecKus rpad, Herosarta HaTpanyusa
BCe-HabNoaaemMocT (KakTo Tas3n Ha HacunmueTo, Taka 1 Tasun Ha 6onecTTa, cnabocTra u
nepudepHOCTTa), roBOpELLE 3a HELLo No-06L0: 3a Ao6po unu 3a nowo, Codusa Ha npexo-
Aa He e B CbCTOsIHME @ KOHPonupa no MOAEPeH, NaH-ONTUYeCKN HauYnH CBOUTE MapriHa-
nun. HuTo ycnasalue ga ru Kkpue 3ag Co6CTBEHNTE MM GOBUNHN ABONHULN: peanHoCcTuTe
npo6uBaxa rpaackmst eKpaH ot GaHTasMn u cumynakpymu. Taka To3u rpag ce okasa He B
CbCTOAIHME, aKo ynoTpebum n3pasa Ha [enbos, faa Hasaaa... onpegeaeHo noBegeHue 4pes
nogpasgeasHe 8 npocmpa+HcmBomo. 'paf, KONTO He € B CbCTOSIHUE A U3nons3sa Haw-
CbLleCTBEeHUA CN MHCTPYMEHT — NPOCTpaHCTBEeHaTa NnosIMTnuka, ¢ KOATo Mectn xopa n um
Hanara nosegeHus.

Fmo6anHo, HaUMOHaNHoO, Max/1eHCKO

BbArapckusT XyaoXHUK 1 uscnenosaten JTbuesap Bosmkues yctaHosu®, ue B pekna-
MHO OTHOLLUEHWe BepTukanara Ha rpafckaTa cpefa e ctaHana apeHa Ha 6op6a v npo-
CTPaHCTBEHO npepasnpeneneHne Ha Tpy pasnuyHn coumanHn ectetuku. MNopeara Moxe
Aa 6bae HapeyeHa MaxneHcka. CbCToM ce OT CamMOAenHuW, PUCyBaHN Ha pbka peknamm
Ha Oope6bHus KBapTeneH 6M3Hec, KOMTO TbPCU CBOUTE KIIMEHTN Cped CbCeanTe — rPO3HM
Tabenn ¢ paskpuMBEHN HAAMMUCK, CyvyanHN 6enexkmn ¢ TenedoH 3a OTKbCBaHE, KCepPOKO-
nupaHn obssu, HaanNucK ¢ Tebewnp Hanpaeo Ha ¢pacagarta Ha Kblwarta. Ta Bnage nepu-
depusTa Ha rpaga 1 ce ABUXKM HUCKO MO TEPEHA, HA PaBHULLETO Ha OYWTe Ha eBEHTyar-
HMA KNneHT-newexogey. Mima cBos NonioceH ONOHEHT B KoprnopaTtuBHaTa peknama

(Coca Cola, United Colors of Bennetton, Sony, Hugo Boss 1 T.H.), KOATO UHCTannpa ceou-
Te CKbMO CTPyBAaLLM 3HALM 1 OrPOMHM NaHa HanpasO Ha MOKPMBUTE HA HaW-CKbMuTe crpa-
OM B LEHTbpa: Xxapaktepusunpa ce ¢ rnobaneH gusavH, 611Cbk, NPecTux, BUCOK npodecu-
OHanM3bM U NPOCTPAHCTBEHA AOMUHALUMSA Had BCUYKM norneau.

Han-po6parta Haxopoka Ha bosmxmes obave, 65xa MEXONHHUTE HMBA, KbOETO Ce pasnona-

raxa 6un6opaoBeTE Ha NPOXOXKAALLMS 6bArapcKn 6u3Hec, CTPaHHO CMecBalLl, rnobanHn ¢
MaXxJIEHCKO-MOMYNNCTKM MPUNOMU — TON peknammpatle npodecrnoHanHo-an3anHepcKn
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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.

11 AALL Al e
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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”.® 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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06VKHOBEHUTE NaTpuapxanHu 6nara: ageHe, nueHe n 6u6peHe. Mo cpegaTa Ha peknamHa-
Ta NPOCTPaHCTBEHA Nepapxusi CE HamMecTBaxa 06pas3un Ha podHa BoAKa, pakus, HapeHu-
UM, MOBUITHO APBH-APBH (MPOYY Ce peknamara Ha eavH MobuneH onapartop ,Obpa-6bpa,
Obpa-6bpa“ — roeops ABa yaca noseve!”).

Tyk TBbpASA, Ye OTKPUTMETO Ha BosmkueB MoXxe Aa ce reHepanuaupa: To OnncBa He camo
BEpTMKanHaTa, HO 1 XOpu3oHTanHara Tonorpadpus Ha o6pasnTe B rpaga (Mo nogo6eH
HauuH, KaKTo BMAAXME NO-rope, C KOHTpacTMpaT MnacToBe Y KOHLEHTPUYHN Kpbrose oT
rno6anHo, MaxneHCcKo 1 HaLMOHAaNHo), B KOUTO MU3epHU kadeHeHLa CbCceacTsar ¢
NYKCO3HW PEeCTOPaHTU 1 yanra-3aBefeHns, BnageHn oT KpMMUHanHn 60coBe.

To moxe oa 6bae NPocefeHo OT NpeanaraHnTe KaHanu Ha 6brapckuTe TENEBM3NOHHN
Kaben-ornepaTopu, KOUTO OCBEH Ye CBbpP3BaT BCSKO coduncko copue ¢ BBC, CNN u
Eurosport, My npegnarat pegom o HauMoHanHUS MbpBUK KaHan HAKOMKO yanra kaHanm (B
KOUTO 0OPU BEKOBHMW HAUMOHANTHO-NMYPUCTUYHN LIEH3YpU ca OTnagHanm n € Bb3MOXXHO fa
ce nee Ha... ,6anaHcKn“ — rpbLKKU, CPbOCKN, POMCKHN, TYPCKW...) 3a€0HO C YaCTHU Tenesu-
311, KbAETO Ce BUXPST BEKOBHW NpeaaBaHus 3a ,cuTe 6biarapu 3aegHo”, ,cnasaTa 6bi-
rapcka‘“, ,ucrtopusita®, ,namerra”“ n np. C nussectHa 4o3a Kommuyecka xunepbona Moxe ga
ce TBbpaW, Ye OOpKW 6bArapCcKMTEe BUAMMU LA CE pasfenmxa Ha TO31 NPUHLIMNN — eBPO-
KomMmcapu 1 enyTaTu/SpoCTHU HAUMOHANNCTM U Yanra-nonynncTu.

A 1 6e3 xunep6ona, B 6yKBasnHO BU3yaneH nnaH, MoXxexa fa ce nocovar Toukn B codui-
CKOTO MPOCTPaHCTBO, KbAETO NepapxnyeckoTo pasnnacTtaBaHe Ha ecTeTukute Gele
c6bpKaHo, Npou3BexxJalle noBeye BU3yanHu KOHPIUKTA U KOMUYECKN eDEKTU, OTKOMKO-
TO AICHO NPOCTPAHCTBEHO pa3npeneneHrie Ha BUANMUTE KYNTYPHW U CoLMarin nnacToBse.
BusyanHute rpamatika u cTUnMcTuka, onucaHun ot bosmkues, ca o6wa TeHaeHums, Ho
rpeLKnTe B Hesl, U3KJIIoUYeHNATa 1 MUKCoBeTe 65xa eaga N He noseve: Codus owe He
6eLle Hayyuna nNpaBuIiHO COG6CTBEHNSA CM NPOCTPAHCTBEHO-BU3YaseH e31K — rnobarsHo,
HaLVOHAIHO 1 MaxJIEHCKO Ce onnuTaxa B TUMUYHO MECTHU MaCTULLIN 1 HEXeNTaHU FPaacKm
CaMONPOHUN.

Ha npeon 06rKHOBEHW OpueHTancKky KbolleTa ce nossuxa MakgoHanac, KFC,
BCEBb3MOXXHU Bbprbp-knHrose, Happy, Jimmie’s, Pizza Hut n np., HO ¢ Tax 3a cbwyuTe
MecTa Ce CbCTe3aBaxa BCEBb3MOXHW GbIIrapCKy BEPUrM C HEGLArapCKN NPeTeEHLMN — KaTo
»Munc Kanpus“, 6bnrapo-utanmaHckara ,Mamma mua“, ceuecuoHHoto ,Before and After*,
TEXHO-AN3aNHEPCKOTO ,,Yro“, NoCT-MOoAepHO-NOCT-coumanmctTuieckoto ,,Check Point
Charlie” unu no-HapogHoTo ,[quBaka® (MOCNemHOTO OT CMMMNAaTYHa CYGKyNnTypHa aynka ce
pasBsu B Usna Bepura, MbpeoO B HALUMOHANHO-6MTOBA ECTETMKA, a NOCne — B KOCMO-eCTeTU-
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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 found* 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.

Boyadijiev'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: | talk two hours more!”).

Here | 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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Karta Ha rno6anusma). Moyt B cbCeacTBO C KUTANCKU, MHAMNCKN U TYPCKN PECTOPAHTMH,
YanHu 1 opueHTancku canoxu, Codusa gasalle HALWK U HA PECTOPaHTX C ropay UM UHTUM-
HW nmeHa ,bonrapn®, ,,Cute 6bnrapn 3aegHo”, ,ban NeHuo” n np. NeorpadusaTa Ha nmeHa un
CTUNIOBE Ce AornbnBalle OT MyTPEHCKM UK XOMO-AUCKOTEKN ¢ aHThuHuTe HenTtyH®, ,Cnap-
Tak", ,Adkc"... [lo nopyteHn dacagm Ha TPaaMLMOHHN CTONIMYHU KoornepaLuuy BHe3arnHo
pa3TBapsixa Bpatu ka3uHa, meutaewm 3a Jlac Berac, a okono Bpartute 1M, B rnoéanHa
6yTadopus, 6aeLle Ha CTpaXka Usaf CreKTbp OT KUYO3HW CTaTyu: APEBHO-ErMNeTCKN 1 NHOY-
CK/ 6OXeCTBa, repou Ha ,Xunsga v egHa How U pUMCKM rnaguatopuy — oxkusenu uHdbaH-
TUTHU MEUTU Ha 6b/IrapCKUsl HEO-KaNUTANIUCT 3a JTYKC, NPECTUXK U GASICHK.

Kakto cbm nucan Ha gopyro MacTo, KomepcuanHata rpadocdepa Ha rpaga ce nogunHsaBa-
Le Ha MHOIO CXOAHW MPUHUMNM — OCOBEHO e Ce OTHacs A0 urparta Ha BnacT, NPecTKn
1 BUOUMOCT MeXay kmpunuuarta u natnHuuara. Tyk we 0606LWws: natmHiuara o4eBruaHo
urpaetlle Ha rnoéaneH o6ekT Ha KOMEpPCUanNHOTO XXenaHue, Nnas3apHo T8 6eLe MHOro no-
CeKCu — ako uckaw pupmara Tu aa npvBunnya nornegja u aa ranm yxorto (qopu ako nop,
Hes ce MbApY CKPOMHO KBapTanHO marasvHye, KpbuMuuka nnm ppusbopcKn casnoH),
Tps6Ba fa Ce ka3Ba C 1Me, HaNoOMHSLO nmarnHepHna 3anag — ,Lady”, ,Prestige”, ,Elite”,
Queen’s Club, ,CanoH 3a kpacota FASHION®. Knpunuuata oT cBosi cTpaHa 6elle nosary -
6una aypara cu Ha npuBuernpoBaHa rpadpuyecka cuctema, HauMoOLEHTPUYHO CBbp3aHa
C ,pogHa ped, omanHa, cnagka“. Mo ¢upmu, nora, 06a8K, TA6ENN U NP. T N3MbJHABALE
nogunHeHa, o6eny»xaalla poss Ha nHbopMupalla 1 opreHTupaLla — Ha 6bnarapcku, Haw-
YECTO C PbKOMUCHMW UM NevaTaHn Ha CO6CTBEHNSA NMPUHTEP KMPUIICKM BYKBIU 65xa n3nuca-
HN OCHOBHUTE GYHKLMOHANHY NMOCcnaHnsa KbM KnveHTtenara (,Hamanenne®, ,BoTpe B
asopa“ u np.). Ho ot gpyra ctpaHa, M3nucBaHeTo Ha Yy)XAu AyMU HE Ha naTtuHuua, a Ha
KMpuanua, Wiamn nbk N3NMCBaHETO Ha 6b/rapcky AyMU Ha naTuHULA He 6elle psaKo: TOUHO
KaKTO ce pa3napfalle LeHTpanHata ynpasnsieMocT Ha CobUncKms nonnc, ce pasnagalle
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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-ltalian 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). Aimost 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), Sité 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 | 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 | 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 | 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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cunarta Ha KoandrKaunuoHHUTE — NPaBOroBOPHM, NPABOMNNCHU, TPAHCIUTEPALMOHHN U Np.
— HOpMU (MOXKELLe fa ce BUAAT 3abaBHM Hagnucu ot Tuna Ha ,[denta kom® nnu ,Fastuci®).
Han-3a6aBHu 65xa KpUnTo-3arnaeuata — nof cTpaHHa gyma C NaTuHCKM 06K 1 3BYYEHE
TPEHMPAHOTO cOoPUNCKO OKO paskpuBalle cemeeH 6usHec (KRISMAR = KpuctuHa +
Mapus, N&S = HeHos un cuH, NIKMAR = Hukonan MapuHos, MITEX = Mutko + ekc).

3aknioueHne

B Hauanoto roBopux 3a ABa pasnuyHy pexxnuma Ha Bu3yanHocT. [MbpBusT 6ewwe Ha naH-
ONTWUYHMS MOAEPEH rpaf-mMallviHa, CTPEMSILL, Ce KbM pauuMOHanHOCT, GyHKUMOHATHOCT 1
npospayHa, ToTanHa ynpasnsemocT. Ton NpeBpbLla KOHCTPYKTUBHWS NPUHLMN B peanHa
CTPYKTypa Ha rpaja u eqHOBPEMEHHO IO M3MON3Ba KaTo CBOS EM6G/IEMa, pa3MHOXeEHa B
LS CNeKTbp OT pasnuyHu rpafackn obpasu: OT npasute ynuuu u sugumara nHdpactpyk-
Typa, Npe3 nuauncteHaTa reomeTpuyHa 1 GpyHKUMOHaNHa apxXUTekTypa A0 06pasute Ha
nporpeca 1 CUMBONUTE Ha LieHTpanusnpaHarta nonuTnyecka n KynTypHa BnacT, KOHLUEH-
TPUPaHN B rpaackus LEHTbP. B TO31 pexxum nonuTrkara Ha HEBUAUMOCT JIOTMYHO ce
HacouBa KbM OHOBAa, KOETO Ce M3Nb3Ba Ha LieHTpanHaTta, MoaepHu3upalla BnacT; rpag-
CKUTe BnacTu 3arnoysaT Aa 3aTBapsiT, UHTEPHUPAT U U3TrackeaTt U3BbH rpaga OHOBA,
KOETO He MOXKe fia ce paumoHanusnpa, GyHKLMoHann3npa u Hopmanusupa.

OpyrvusT pexxum — To31 Ha NOCT-MOAEPHWSA Meranonuc — NpousTnya OT 3aryba Ha To3u Tun
ByammocT. OT by 1 gemMunypr Ha rpaga, abCTpakTHOTO BnacTHUYecko OKo, KOeTo € Habnio-
[aBasno, CTPOWSIO 1 yrNpaBnssano crnopes pasyMHu NpUHLMNKM, ce pasnunssa B 6e36pon
0uu, B HEMOCTXUMO pa3Hoo6pasHa, a YecTo U ,HepadymHa" Maca OT MHAUBUOW U MMEOHN
TOYKM — MUHYBauW, YacTHW nnua, GbnaHbopwu, TbProBUM, NpenpremMayn, peknammcTi, Knowa-
pw, Aeua, eTHAUYECKN MafuMHCTBa 1 Np. Te3u pa3npbcHaTU Cy6eKT ca eAHOBPEMEHHO
NPON3BOAMTENN U XXEPTBU Ha BU3yanHaTa arpecusi Ha rpaga: Te ca 3anaTi OT XeTeporeHHu,
dparmeHTU3NpaHN obpasun, NPETOBAPEHN ca C Bu3yanHa NnHhopmaLms, N3KyllasaHu ca oT
peknamu, CKaHganM3mpaHu ca oT epoTrKa U LWOKOBK 06pasu — Te XKNBESAT BbB ,,BOA0BbP-
TEX Ha penpeseHTaumute”. [pagbT ryéu cBosTa paunoHanHa UsnoCTHOCT Y 0603pUMOCT,
pasfnvBa rpaHuumMTe Cu, cTaBa NPOMyCKIMB 3a rnoGanHuTe Bu3yasnHu notouun. B To3m BTOpNK
peXxum nonuTrkaTa Ha HEBUAMMOCT NpPUOo6MBa NapagokcanHy YyepTn. FpagckoTo npo-
CTPaHCTBO NMpoAb/hKaea fAa oTrnexaa B ce6e Cv TPaauLMOHHN CEHUECTU Y CPaMHN HULLIN 1
reta, HoO BeYe He rm Kpue ANPEKTHO (T.e. He MM NpaBu HEBUAUMY Ype3 TPaaNLIMOHHN MOAep-
HWN TEXHVKN: NHTEPHUPaHe, 3aTBapsiHe, Hopmanuaauus 1 np). To nponssexaa HeBManuMoCT
ypes CBPbX-BUAMMOCT. OTKNOHABALLMTE CE UHANBUAW, TPYNU 1 MeCcTa ca 3aCeHuYeHn OT CO6-
CTBEHWTE UM CMMyfaumm, C KOUTO MHOYCTpUsTa 3a 06pas3un HENPEKbCHATO Ce 3amMecTBa: Te
ca CKpuUTW, HanpaBeHn He3abenvmxumn 3ag MEAUHN KnuweTa 3a camute cebe Cu: CeHsa-
LMOHHM HOBWHU, CKaHOAMHN CNyXOBe, eKLWbHW W horror stories.

Bupsxme, ue nogo6Ha NONUTUKA Ha ,,CeH3aunOHHa HEBUAUMOCT® ce pasnpocTupa u
BbpXY pauuoHanHaTa nHepacTpykTypa Ha rpafa: nocnegHara e HTepecHa Beye He Kato
nepdekTHO PYHKLUMOHMPALL, KOHCTPYKTUBEH NPUHLMM, a8 CaMO B CBOS peKnameH unm Karta-
CcTpoduUeH acnekT — HaNpumep, KoraTo e 3annaxa 3a rpagckus »unsot. KazaHo 0606Lue-
HO, BMECTO 06pasuTe Ha CBOATA YP6AHUCTUUHA KOHCTPYMPAHOCT KbCHO-KanuTanucTuye-
CKUAT Meranonuc npeanoynTa ga n3kapsa Ha rnokas crnekrakbna Ha ¢paHTasmute cu — B
Lenus M pasHooGpaseH CrekTbp OT Cb6rnasbHTa Ao cTpaxa®. Koeto e apyr HauuH oa ce
Kake, Ye OT paunoHaneH BU3yanHuaT pexxmnm e ctaHan upaumnoHaneH. MNpopaxeéara n
KOHCYMaLMsTa Ha ,0TBbA-pasyMHn“*® 06pasu e 3amMeHnna paLMoHanHUs NaH-oNTU3bM;
WHCLeHMpaHaTa BUAMMOCT Ha Noa-nparosBuTe emMounn 1 CTpacTn € N3mecTuna Tbpixe-
CTBEHWTE em6rieMn Ha pasyma-gemMuypr.

TyK n3umcTux nogpo6HOCTUTE A0 ABa a6CTPAKTHN 1 MaeanHn mogena, 3a Aa Mora OTHOBO
fa ce rnonutam — Kbfe CTOM Mexay Tax obpasHaTta npoaykums Ha gHewHa Codua? Kakbs
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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 structure®,
the late-capitalist megapolis prefers to display the spectacle of its phantasms — in their
entire spectrum from seduction to fear*®. Which is another way of saying that the once
rational visual regime has now become irrational. The sale and consumption of “trans-ration-
al”® images has substituted rational panopticism; the staged visibility of subconscious emo-
tions and passions has replaced the ceremonious emblems of demiurgic reason.

Here | 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.” 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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€ HenHnaT pPeXum Ha BUAMMOCT/HEBUAMMOCT, Kak TON e CBbp3aH CbC coumnanHute, nosn-
TUYECKN N NKOHOMWNYECKN peanHOCTN Ha rpaua?

MaTepuanute 1 aHanuauTe, KOUTO HaTpyna BusyanHusaT cemmHap Hu Mockasear, ue
Codus e ocobeHa cMec Mexay MOAEpeH, ToTanMTapeH 1 NocT-MoaepeH rpag — v npegna-
ra Ha ouuTe NCTOPUYECKN AUHAMUYHA, ,HepaspelleHa“ CMec OT PasfnyHn BU3yarnHu
PeXUMK, KOUTO, OCBEH TOBA, Ca B CbCTOsAHME Aa Ce ,CKpuBaT® eauH Opyr.

MeauiiHUTe TeopeTMLmM NoOensaT 06pasn N 06pasHN KOHGMMKTM B HAKOMKO 30HW: 30HA Ha
CBPbX-BUOMMOCT, 30Ha Ha HopMarHa BUAMMOCT, 30Ha Ha cnaba BUOAMMOCT, 30Ha Ha HeBU-
OVIMOCT, 30Ha Ha npeaHamepeHa ckputocT”. Lle Buanm, ue B coduitckus cnyvai Te ca B
0CO6EHMN B3aUMHN HaMpPeXeHus 1 NpennMTaHus: ToBa He Nno3Bosssa Aa 6baat onmcaHmn
CbBCeM OTUeTNMBO, 3al0TO Ce NpecuyaT Mo HeouakBaHU HAUYMHU — HaNpUMep, B CbpLe-
BMHAaTa Ha CBPbX-BUOOMOCTTA CE KPUAT Crienu MNeTHa, a HAKOM ¢peHOMEH) cTaBaT BUauMu
e[Ba B CbMOCTaBKUTE, KOHTPACTUTE 1 BU3YaNTHATE HarpeXeHus.

2.1. Harpanumsara Coduna: 30Harta Ha KpewsawmTe obpasu

ToBa ca cepuute 06pasu, C KOMTO Pa3HOO6Pa3HNTE NPaaCKU CYGEKTU, KAKTO 1 rpafdbT B
cBosiTa NpobremMaTnyHa UAanocT, UCKaT Aa ce caMOo-NPeacTaBsT; TaknBa 06pasu, Kouto
€BEHTyanHUSAT Habnoaaren no HUKaKbB HAYuH He 6uBa aa nponycHe. Te HacTosBar 3a
LeHTbpa Ha nosie3peHneTo, LeHTbpa Ha rpaga M LeHTbpa Ha cleHarta, U CbC CBOsITa HaT-
panuynBOCT NPaBAT TPYAHO BUAUMU, AOPU HEBUOMMY HOPMASTHUTE, He-HaTpansallum ce
rnegku — NocnegHNTe Nckart Beve creunaned GokKyc, CMaHa Ha rewanta u BHUMaHne Ha
OKOTO, pPasfinyHoO OT aBTOMATUYHOTO.

3a pasnuka oT NocT-MOAEePHUs Mera-rosiuc, B KOWTO rrobanHara koMepcuanHa oé6pas-
HOCT yrpaXkHsiBa 6e3MpensaTcTBEHa, yCTaHOBEHA BnacT, B Codus 3a NeTHafeceT roguHm
Ce CMeHUXa HAKOJKO TakuBa GpoKyca, HAKOMKO MOHYMEHTaIHN Cepu OT HaTpanBsalum ce
06pa3u. uHamuKaTta UM mMmoxxe Aa 6bAe onucaHa Kato NPexo OT BU3yaiHUs Pexum Ha
rpaXkgaHckus nméepann3bm KbM TO3U Ha nasapHus.

B nbpBua cnyyan rpagbT npasalle BUAUM CBOS MOSIUTUYECKMN XKUBOT: NO-TOYHO €AWH
napapokcaneH MOMEHT B Hero — ,HexxHaTa" pesosnoumnsi. I3TOUHMK, NPOU3BOAMTESN 1 KOH-
cymartop Ha o6pasuTe 6eLle eanH KONEKTUBEH, TeaTpanu3npaH cy6ekT — HapoabT-0T-CBO-
60OHN-MHUAMBUAN, KOUTO UHCLEHMPAaLLE 1 NMpa3HyBalle ce6e CU B CBOSI HOBO-CMNeYeneH
cyBepeHuTeT. BbB BU3yanHu, BepbanHu 1n NpoCTPaHCTBEHN KOAOBE Ha rpada Tou npow-
rpasatle ronemus Paskas Ha HeXXHUTE peBosioLMK, B YNATO LEHTbP 6elwe [pamaTta Ha
neete MopepHocTu — nobeparta Ha cBo6oaHaTa, HeHacUNCTBEHATA U UHAVBMOYyanHa
MopepHOCT cpelly KONEKTUBHUS CY TOTANMTapeH ABONHKK. B TO31 nonmTnyeckun rpapcku
CMNeKTaKb/ OCTaBalle )XMB N3BECTEH MaH-ONTUYECKN MOMEHT: B 06pa3Harta NpoayKLuus Ha
MUTUHIATE BCE OLLE Ce npeanonaraile eaMHHa rpagcka ,cueHa® n egnHHo OKo Ha BnacT-
Ta, KOETO Aa MOoXe Aa 6bae atakyBaHO, YHUKEHO 1 CKaHAanu3npaHo. 3aTtosa Tasu
BMU3yanHoCT 6elle xnépuaHa 1 NpexofgHa: Ypes ckaHgan n kapHasan, Ta Hanpasu 3a
KpaTKo BMOVMY TbKMO TOTanUTapHUTE YepTn Ha nHauye He-TotanutapHa Codus.

Buposxme, ye TO3M TMN BU3yanHOCT 6elle 6aBHO U3MECTEHA, a Clef ToBa 3aBnagsHa —
[OPW HaMbJIHO U3TpUTa — OT Apyra BbfiHA HaTpanuuBy rPafcky 06pasn: KOMepcuanHuTe.
O6pasunTe Ha XuBaTa rpakfaHcKa CroHTaHHOCT 651xa 3aMeHeHN OT Te3n Ha Jobpe perynu-
paHaTa nasapHa NpPodyKTHOCT: CTOKMTE U3mecTuxa nonmtuyeckute aktbopu. Codusa cakaw
YCMELHO Cce NpeBpbLLaLle B Mera-nonuc: 3a NyGMyH1UTe MecTa U ouute BooBaxa He npo-
TECTMpaLLM 1 TaHLyBaLLM HAPOOHU Macu, a XaoTUYHO MHOXXECTBO OT arpeCUBHU peknamu,
6uUn6opaoBe, nora, Haanucu, TpaHcnapaHTX, NaBrHK OT abuwwn, nnakartu, dnanepu, cne-
LunanHo gern3mpaHu q)acaum, CKbMN BUTPUHU, €EPOTUYHIN KapPTUHKK, 3ad KOUTO nMmalle BCb-
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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 others®: 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 aggression™.

*k%k

In fact, as usual, even in this chaos there were difficult-to-see structures®. 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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Bb3MOXXHMN “He-rpaXkgaHCKn” Cy6ekTn: dbupmMum, XoNauHIvM, NaTproTUUYHN KPbXoLKM, npes-
npuaTAALA, 6YONCTKN OPY>XECTBA, MONUTULM, rMo6anHn koprnopaumm, MIagexkn opraHu3a-
unun, OTAENHU UHOMBUAWN, CEMenHN 3aapyru... HoBute o6pasu nokasHo oBnagssaxa npo-
CTPaHCTBOTO, N3MECTBANKN U 3aCEHUBANKN BCUYKN upyrm“g: TOBa Beue He Gelle rpag, B
KOWTO efHa LieHTpanHa BnacT MoxXe aa ,MHXeHepcTsa“ 1 aa gucumniaMHapa couvyma ot
CBOS NAH-OMTUYECKU LIEHTBLP, a MACTO, KbAETO O6bPKaHO Ce NMpecuyaxa pasHoNOCOYHM
YXMBOTKM, pasdsareally Ce MKOHOMUYECKN UHULMATMBY, BABUIIOHMS HA TMEeOHN TOUYKU U NHTE-
pecu. ,HapogbT* n npunexxawara My orneganHa, LeHTpasnHa Bu3yanHo-yrnpaseHcka nepe-
nekTnBa ce 6sixa pasnagHanun: HacTbnNuno 6elle BpeMeTo Ha uHgusuauTe. LLlapeHara cue-
Horpadusa Ha Codus TO3M NbT NOKa3BaLle HE CIOXKET 1 ApamMaTypriuyHo eAUHCTBO, a auc-
nepcus, KOHPINKTHa MHOXXECTBEHOCT U MbCTPOTA, Ha rPafckaTa CLueHa n3nusaxa pasHoro-
COYHa NPEenNPUEMUMBOCT U Na3apHa arpecus®.

* * *

BCbLLHOCT, KAaKTO O6UKHOBEHO, I0PK B Xa0Ca UMaLle TPYAHO BuauMu cTpykTypu™. Mpu
TOBA, HAKOW OT TsAX HecrneumnbuyHu, robanHn 1 Mmera-noaucHN, ApYrv — cneunduyHo
COUINCKI, TOBOPELLM 32 OCOBEHOTO B TO3U rpag.

[mo6anHa 6ewwe KoOHCymaTopckara yTonusi, KOATO pamMmKupalle XaoTU4YHOTO U306unme Ha
KomepcuanHu obpasn. PeknamHoTo mope, KoeTo 3ans Codus, 6ele yectsaHe Ha HOB
CBETOBEH XW3HEH CTWM — TO3U Ha CBPbXNpeasaraHeTo 1 Ha LWaCcTIMBOTO U 6e3npensT-
CTBEHO, OCTbMHO Ha BCEKM NOTPEGNEHNE, NPEACTABEHO €AHOBPEMEHHO U KaTO MeuTa, U1
kaTto Hopma. 3a cepvo3Hara BfacT Ha Tasu ,meutaHa Hopma“ B Codus roBopu n3vessa-
HEeTO Ha HeMHOTO [pyro — peknaMmHo-61ecTALmMSA 06pa3eH NnacT NHCUEHNpa equHCTBEHO
reponTe 1 CIOXKEeTUTE Ha KOHCyMaumsTa, OT Hero OTCbCTBAaT He camo 06pasnTe Ha Mu3e-
pusTa n 6eqHOCTTa, HO M 06pa3uTe Ha Tpyda U NPOU3BOACTBOTO, HA UHAYCTPUSTA U TEX-
Honormute. 3a BNacTOBUS XapakTep Ha Tas3u 06pa3HOCT FOBOPU U APYro: TS, Makap rno
npenbCcTaBaLln, a He No AUCUUNAHNPALLY NPUYMHN, CbLUO NpeanoyvnTa naH-onTuyecKn
mMecTa. OT KOMepcuanHu KapTUHKKN 6sxa 3aBnafeHn BCUYKU Bb3MOXKHU TOUKW Ha BUAW-
MOCT: LIeHTbPbT Ha rpaaa, KpbCToBULLATA, Kpal-MarncTpasiHUTe NpPoCTpaHCTBa, BUGUMUTE
oThaney KankaHu, Bucokarta nepcrekTmea Ha NoKpuUBUTE, T.€. BCUUKM MeCTa, OT KOUTO
MOXE [1a Ce KOHTPOonMpa 1 06/buBa cpepata’..

Buxme mornu ga 3aknioumm, Ye ToBa € NPOCTO CBOEO6PA3HO NpUCTUraHe Ha rno6anusa-
umata B Codus, ako HewaTa HAmaxa n cneunduueH cobunckn koHtekct. OT cpegaTa Ha
90-Te roanHn 0o gHec peknamute Ha ronemutTe CBeToBHM KOMMNaHWunM ycrnewHo ce cmecsar
C eMB/IeMUTE U KapTUHKUTE HA MECTHUS BU3HEC Ha pasHOO6pa3HN MaxfeHckn 1 damun-
HW MHULMATMBK: BUAsSXMe, ye JTbuesap bosmknes aHanusmpalle NpocTpaHCTBEHNUTE
nepapxuu B ToBa cmecsaHe. Camuat gpakt obaue, ye 3a NOQO6GHO pasKpuTue Gelle
Heo6X0OMMO OKOTO Ha XyAOXHMWK U aHanuM3uTop, Nokasealle, Ye 3a MacoBUTE Ouu, Te3n
acMmeTpun 1 nepapxun Cu octaBaT HEBUAUMU, HEPA3IMYMMK B LLAPEHMst Xxaoc. 3a maco-
BOTO OKO rno6anHuTe peknaMHu o6pasu NpocTo Ce BnMBaT B 6e36peXxHaTa LapeHns Ha
MaxyeHCKNTE GUPMUNYKK, KIeK-LIomnoBe, GamuinHu NHALMATUBK, Mankyu MmarasnHJeTa,
naBUIMoOHN N ceprun No ynuuute. KaszaHo B NPOCTpaHCTBEHN TeEpMWUHN, OHOBA, KOETO
naBea ,,0TBbH", Ce CMecBa 1 06bpKBa C OHOBA, KOETO ce paxpaa ,0TAoNy"; nopaan o6pas-
HOTO CBPbXMU306MINE rMOGANHOTO NOTbBA B NOKANHOTO. O6LOTO BHYLIEHWE € XOPU30H-
TanHo: 3a MHOrOTKSA, MbCTPOTA W XaoC, YCMELWHO KpueLy MHOroTo napu, BrcokaTta TeXHO-
NOFMYHOCT N MapKETUHrOBa KarnKkynMpaHoCT 3af, rno6anHuTe KOpnopaTuBHN peKknamu.
ToBa npuaaBa Ha nocneaHnTe MHTUMEH, YoBEeLWKN HI0aHC, npaBn r'm 4YacTt OT CBPbX-U30-
6unHaTa u camornopofeHa BU3yanHocCT.

Pe3yntaTbT € MOLHO HEeo-NMGepasnHo nocnaHne: BCUYKO, KOETO Ce NMpeasiara npeq ouunte,
e ectectBeHo. C nasapeH pomaHTM3bM codunckara obpasHa cpena ucka ga yoeam

324



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 manipulated®.

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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Ha6nopgatens, ye gopu korato ce peknamupat Coca Cola unu Samsung, ctaBa gyma 3a
HELLO aBTEHTUYHO: He rNOBGanHo ynpaensBaHoO CBPbX-NpeanaraHe, HUTO Jo6pe Kankynu-
paHu peknamMHu cTpaTermn, a HEMOCPeACcTBEHA CTUXMS, CAMOMOPOAEH XXNBOT, KOWTO Ce
camo-u3obpassisa u camo-u3passBsa.

* * *

MapanenHo ¢ T03u ,aBTEHTNYEH" KOMepcuaneH GOKYC Ha HaTpanyneara o6pasHoCT,
Codus nmawe (1 Bce owe nmva) eguH B noseve. OLe eagHO Hewlo nokasealle ceée cu
HaTpanuuBo, AOPWY Harfo: KpuMuHanHocTTa. Mo-rope onncax Kak HemHUTe o6pas3u Bnage-
exa rpaga — MoXxe 61 He Taka MacOBO N BCEKMOHEBHO, KAKTO KOMEpPCUHanHUTE, HO He Mo-
MaJiKO arpecmBHO, HE MO-Manko O6xBaLlavky LSnoTo NPOCTPaHCTBO, 6e3 crieunanHa
rpagcka tonorpadusa Ha HSIKakB/M OCOGEHO KpMMUHANHM KBapTanu n mecta. Moxe pa ce
TBbPAU, Y€ KPUMUHANHOCTTA ,peKnamupalle” ce6e cu Ype3 nokasHu yéumnctea u Hacu-
nve, MmaTepuarneH cTaTtyc, TeNeceH 1 Ny6anyeH ctui. A B CKbNUTE KON Ha MyTPUTE CUM-
BONMUTE Ha LWACTNNBATa KOHCYMaLMs N KPUMUHANTHUS CTUI Ha XKUBOT CE CNMBaT — 3aToBa
TS 1 HenHaTa 6esornegHa ynorpeba Tpsésalle aa 6bae MakcumManHo Buamuma.

Taka B 30HaTa Ha HaTPanuMBOTO CE MOJyYn MHOrOMIAacTOBO MOCnaHne, OT acouuaTBHO-
TO HaBbP3BaHE Ha HAKOJIKO cepun OT 06pasu: Ha rnoGasHOTO U MaxieHCKOTOo, Ha MeTa-
$OpMYHAOTO NasapHO 1 BYKBATHOTO KPUMUHANHO Hacunme. MHOro pasnuyHu B CBOETO
CbAbpaHue, Te Ce okasaxa TBbpe CXOAHM B CBOSiITA arpecuBHa NokKasHOCT, KOSITO T
Kapa fa ce KOHKypupaT 3a BHUMAHWNETO Ha 3puUTens, U3TrnackBanku Bcuuko apyro. Cne-
UMPUUHNAT COPUINCKN BU3yaneH pexxum Tpséea aa ce TbpCu TbKMO B CbCEACTBOTO, Mpe-
CuyaHusATa U XMépuansaummnTe Ha Te3n 06pasHn cepumn. Ton MoXXe aa 6bae HapeyeH
O6praT naH-onT3bM: HEe HeBaMaTa BnacT Ha6mop,aBa BCUYKU, & BCUYKN — BKIIOYN-
TESTHO 1 OHE3U, KOUTO Mo AeduHMLMS TpsbBa Aa ca Ha TbMHO — UCKaT Aa 6baat BULAEH!,
HaTpaneat cBouTe 06pa3u. B cbabpyxateneH nnaH To3u pexxum nva 6a3oso ,punocod-
CKO,, BHYLLEHUE: MpenneTeHnTe My 06pasun BHyLIaBaT, Ye ,)KUBUAT XNBOT" Ha nasapa Bce-
KWOHEBHO rpaHmun ¢ ,0nacHua“, MbXXK1 )XMBOT U3BbH 3aKOHA, ABarta ca eaHakBO AOCTON-
HW, eQHaKBO 6e3anTepHaTUBHU, TbPXXECTBYBALLM 1 BUTaNHW, eAHaKBO MoraT Aa u3nbusaT
npuBnekaTenHu GopMmu Ha »MBoT>. Tol Ka3Ba, Ue KoMepcuanHaTa npeanprueMumsocT u
KPUMMHaNHOCTTa ca BCbLUHOCT ABE CTPaHM Ha eQHO M CbLUO: Ha MbfiHaTa cBO6oaa, 6e3-
rpaHmyHaTa MHULMATMBHOCT, M306peTaTe/IHOCTTa, CMENOCTTa, KOUTO He ce cbobpasaBaT
C HUKaKBUW pamKu: 6e30rnefHu u Harnm ca. M B T9x € KOHLLEHTpMpaHO Han-BaXKHOTO — Kpu-
MUWHaNHO-Na3apHUAT, LWapeH epoc, YMnTo 06pasn BnagesT rpaga.

Bugnmo, Ho HeBgMMO

HaTpanunBarta 06pa3HOCT M3TnacksBalle HopmanHaTta BUOMMOCT Ha rpafja B 3oHaTta Ha
TpyoHo BmammoTo. MHOro rpapckmn o6pasv u MHOMO rPafcKy NPakTUKK HE Tbpcexa TakoBa
6pyTanHo Bb3OENCTBME: T€ NPOCTO ChLUECTBYBaxa eaHu 00 ApYrM B HEBEPOATHA MbCTPO-
Ta. B TakbB pexxum — Ha n3tnackaHa BUAMMOCT — 61xa pasHUTE NCTOPUYECKN MNacToBe
Ha rpaga, KoUTo CblLUECTBYBaxa eavH 00 Opyr 1 eauH npes apyr, 6€3 HETPEHNPAHOTO OKO
[a CbyMee [a MM pasuneHun: [Kamus, 4O Hes MbJHM C GOKYLIM PUMCKN PYMHU (O KOUTO
uma NMbCKaB pecTopaHT ,PyuHn®), 0o TaxX — HOBOMOCTPOEH LWeaboBbp Ha CoPUAHCKN 1
YankbHOB, Manko No-HataTtbk — 00 nosiypaspylleHa 6aHs B HEOPOMaHTUYEH HauMOHaneH
CTUN CpeLLy NpeBbpHaTUTE B cynepMapkeT Xanu, 3af kouTto e CnHarorata — NopyTeHu
06pasum Ha CouMannCTUYECKUs apXUTEKTYPEH MOAepHU3bM. [Jpyru Bu3yanHu ¢aktu ot
rpaga cb3gaBaxa — ako CrlyyarHO 6baart 3abenss3aHu — Han-HEBEPOATHU, YECTO KOMUYHN,
KOHTpacTu. Beue cnomeHax Kak MaxfIEHCKOTO U rno6anHoTO ChlecTByBaxa eaHo A0
OPYro, No CbLUUsi HAYUH MO KOWTO TOTaNUTapHWUTE NamMeTHU Mioyn 6e3 Npo6nem CbCeacT-
Baxa C peknamu Ha Bogka ,dnupT“, a naMeTHUKLT Ha JIeBCKM — ¢ ronoTo ayne Ha Asuc.
HeTpeHnpaHOTO OKO MOXKeLle Aa 06bpKa TPaHCTPECMBHUTE KOHTPACTX OT HaTpanymMeaTa
30Ha C HOpPMasHNTE WapeHun oT ,HopManHara“, a eCTeTUKo-nonuTmyeckaTa Hoctanrus
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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. | 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 lifestyles®™. 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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KbM ,pef”, KOSTO OBfaasiBalle HAKOW KpUTUYHW HabmioaaTenu, MoXXeLle Aa ce Hacouu v
KbM OBeTe, 6e3 fa rm pasnuuasa. 3a fa ce ocBo60auLll OT BacTTa Ha HaTpanunBuTe
nasapHO-KpUMUHaNHMU 06pasun, 6elle Heobxoonuma QUCTaHUMS U KpUTMUYECcKa CNocO6HOCT
[la ce CMeHU rmegHaTa Touka, Aa ce ,,MPEeBKIoUM rewanta” — ToraBa BU3yanHUTe Kogose
Ha Codua 3anousaxa fa paskpusar 1 Apyru Hewa.

He 6elwe He06Xx0OMMO KOW 3Hae KakBoO ,MPeBK/OUYBaHEe", 3a Aa Ce AOCETULL, Ye Nokas-
HOCTTa Ha y6uicTBaTta eqHOBPEMEHHO Mpasu BUAMMA 1 CnabocTTa Ha rpafckara BnacT,
OTCBLCTBMETO HA MOAEPHU rPafcku JO6poAeTENn Kato KOHTPOM, 0603pUMOCT, N3TNackea-
He Ha KPMMWHANHOCTTa B TbMHUTE NPOCTPaHCTBa, GyHKUMOHANHa nonuuus n np. Kakto
BMOAXME, TOBA BHYyLLEHVE 6elue NoAabpPXKaHO 1 OT AMPeKTHaTa BUOUMOCT Ha NHdpa-
CTPYKTYPHU KatacTpodu — ¢ 6oknyka, ¢ konute, ¢ BogaTta... [o-TpyaHo obaue bele pa cu
fapelw cmeTka, ye rpagckara BnacT e 3arybuna He camo LeHTpanHarta cu GyHKLUs, HO U1
olle Hello: cna6a BbB GyHKLMOHANHO OTHOLLEHKE, TS CTpaaa olle OT 3ary6a Ha epoc u
o6pas.

ToBa 6eLue BMOMMO KOCBEHO, Ype3 ,BU3yanHuTe metadpopmn, npyu KOUTo JOMUHMPALLUAT
BU3yasieH KOf, 6elle npeHacsH BbpXy Apyri obnactu. 3a ga 6baar UCTUHCKY BUGUMUA NOu-
Tuueckute Gurypu, Te TpsbBalle fa ca KaTto pUCKOBU 1 BUTANHM repomn Ha kanuTtana. ToBa
0COBGEHO MponMya rno Bpeme Ha NocneaHaTa KMeTcKa KaMnaHus, a u no KbCHO npuv ynpa-
BneHueTo Ha Bolko Bopucos. Tol Umalle Takvsa faneHoctu™, a u Herosuat PR-ekun
npenBuaNMBO ro GeLle MOAenupan no onucaHara No-rope nas3apHo-CuoBa, ,Knea“ ecrte-
TuKa. BCruko, KOETO TO3M KMET npaseLle, 6eLle NpeacTaBsaHO KaTo Npov3TNYaLLo He OT
BnacTTa Ha oduumanHara My MHCTUTYLMOHaNHa Mno3uumns 1 OT 3adb/MKeHnaTa My Ha KMET,
a KaTo IMYHa, PpUCKOBA MHMLUMATMBA Ha eduH ,,0npaBeH” YoBeK, MOJO6EeH Ha ,BCUYKM Hac".
Cskall repon Ha yecTbpH B CBSIT M3BbH 3aKOHA, TON TpsibBalle cam fa npokapa ,npasga-
Ta“ cpelly 6I0pPOKpaTV 1 KOPYMMMPaH/ YMHOBHMLW: BnacTTa My 6elle Ha npeanpuemay u
60MHa egMHULA, a He Ha agMUHUCTpaTop. Ton Tpsabealle Aa U3rnexxaa CamMmoaeeH, ,aBTeH-
TUUEH” 1 camOHanpaBeH KMEeT, KOUTO € ganey OT BbhsblleHre Ha the rules of law. lopn ako
TpsGBa npalla no ASBONMTE BCUUKM NpPasBuia, HO 3a CMETKa Ha ToBa ,,BbpLun paboTta”
(roBopvm 3a MegveH 06pas, He 3a peanHo BbplUeHe Ha pa6oTa). HakpaTtko, rpagoHayanHm-
KbT, NepcoHndmrcaumsa Ha rpagckara nonuTnyecka n agMMHUCTPaTBHA BNacT, He Gele
MoZenmpaH no 3aKoHUTe Ha NonuTMYeckKara 06pasHOCT, a Ha nasapHarta 1 KpyMuHanHara.
MonuTtnyeckata BNacT B rpafa HAMalle oBepre B TPaoULMOHHUTE CU eM6rieMun (CBbp3aHu
C LEHTPanHoCT, NPOLEfypPHOCT, Crna3BaHe Ha 3aKoHa, aBTOPUTET, paLMOHaNTHU OCHOBaHUS,
KOHTPON 1 MP.) 1 Ce npeapelLBalle B 06Pa3nTe Ha BU3YaSTHWS PEXUM Ha BNacT>: T8 ucka -
e ga npuauya Ha ,,6u3HecmeH”, ,nnuy“ n ,mytpa“ eqHOBPEMEHHO.

C ToBa 1 BU3yanHusT pexxum Ha Codus fEMOHCTPUPALLE OTCTbMEHUE Ha MOIMTUYECKOTO
npen I/IKOHOMI/I\-IeCKOTOSSZ C yTOLIHeHI/IeTO, ye N ABeTe NoHATUA Tpﬂ6Ba [a ce TbiKyBaT
MaKCUMaJIHO LWMPOKO. KakTo Buasxme, ,MKOHOMUYECKO® B HALLUA Cryyan obxBalla He
caMo MONETO Ha perfamMmeHTMpaHuTe OT 3aKOHU 1 NpaBuia nasapHu pa3meHn (nasap B
TECEH CMUCBJ1 Ha Aymata), @ BCEBb3MOXXHUTE MHULMATUBY, MPUCBOSIBAHNS, YNOTPEGN,
HanacBaHus 1 Urpn Ha pbba Ha NO3BOJSIEHOTO 1 3aKOHA: T.€. TOBA € YCNOBEH TEPMUH 3a
ToTanHata chepa Ha NpUBaATHUTE U HEPEraMeHTUpaHu ynoTpebu, He NpaeBeLla pasnuka
Mexxay 6U3HECMEHN, ,,OKyMyLI MOMYETa" U MpecTbiHULM (BNPOYeM, B Gbirapckarta npeca
He crnyyanHO Ce YCTaHOBW CUHOHUMUS MEXOY ,MPECTbMHUK" 1 ,,6U3HECMEH").

Tyk cTurame 0o Han-CbLLECTBEHOTO: NOJOGHO Ha CbBpeMeHHWUTe Meranonucu, Copus
npegnoymnTalle Aa M3Bexga B PeXXMM Ha BUAUMOCT He YPOaHUCTUYHNA ped 1 pauuoHan-
HOCT, a paHTa3MnTe Ha CBOUTE XXUTENU: HO Te3n ¢paHTasMun ce pasnuyasaxa no cneumodu-
YeH HauuH OT rnoGanHute. Te 6sxa XMbpraHa MmeuTa — 3a KOHCymMaums 1 CTUM, HO 1 3a
HeorpaHuyaBaHa OT HULO CBO60odAa Ha ,,MKOHOMUYECKOTO", MpenmBaLlo 1 B Apyru, 06ukK-
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behind which is the Synagogue — crumbling samples of socialist architectural modernism.
| 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”® 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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HOBEHO 3abpaHeHun 30HW. Ka3aHo nHave, ToBa 6ele GpaHTasbM 3a ,)KMB XKUBOT" — 3a
PYCKOBM N TPAHCIPECUBHW NHULMATBY 6e3 6perose, B LUAPEH Xaoc 6e3 rpafckm 6or u
rocrnogap, KbaeTo ,,OKyMyLl MOMYeTaTa” ce onpassAT 6€3 npasuna.

Mo cunaTa Ha co6cTBeHaTa cu paHTasmeHa Jiormka ToBa AOMUHUPALLO NocnaHue 6elle
CBbpP3aHO He camo C 06pa3un, KOUTO YeCTBAT HOBUTE, HEONMGEpanHUTe Kaybou, HO 1 C
TakuBa, KOMTO — MPOTUBOMONIOXHO Ha yecTbpHa! — pagoCcTHO ,nopyrasar”, usgesarer-
CTBaT Hafl pa3HWTe BapuaHTW Ha pPeq: OT peknamu, KOUTO Urpasit cC MOPHO-06Pa3HOCT U
LIOKMpAaT YyBCTBOTO 3a MpuavMume Ao Takuea, KoUTo Npea3nBuKBaT dusnonormyecka nor-
Hyca. T.e. BU3yanHUAT PeXXnm Ha rpafa YecTBalle TOBa, Ye npasusiata ca CMeLLHU, Ye
»BCE € NO3BOJIEHO", Ue HAMA FpaHnLN.

MornegHat oT gpyra rnegHa Touka, oaue, To3u GpaHTasbm paskpusa creumdruyHo Hanpe-
YXEHVEe Mexay ,CBOoe" 1 ,uyxao“ B Tax. Buasaxwme, ue rnobanHata KoOHCymaTopcka yTonms
umalle ,aTUHCKN®, 3anafeH oépas — WacTIMBUTE NOTPEGUTENN NO BUNGOPOOBE U peKnamm
KOHCymmpaxa He-6bnrapcku life styles: nykCbT, M3TbHUEHNSAT CTWN Ha NpeaMeTHaTa 1 npo -
CTpaHCTBeHaTa cpefa, CKbNuTe Konu, ToaneTu, opu Nen3axxute 1 XeHckata KpacoTa Ha
MOoZenmTe no TsX 6sxa N3paboTeHN OT CBETOBHM OU3aNHEPU 1 MOOENMEPI: TOBA 6axa MeUTU
no Mepuenec n ApmaHu. Ho Te3n o6pasu Ha CBETOBHa KOHCYMAaTMBHOCT Ce npennutaxa c
6bArapcky 1 6ankaHCKN TOYHO B 30HaTa Ha ynoTpebara: Tam Te ce cmecBaxa ¢ pamunmap-
HOTO, BCEMO3BONEHOTO, KPUMUHAHOTO 1 TPaHCTPECUBHOTO, CTaBaxa UHTUMHMW U ,aBTEHTWY -
HK“. To-rope nokasax, KakBu 6sxa NoKanHUTe ynoTpeéun Ha rnobasiHUTe CKbMN aBTOMOGUMIN
no COPUINCKNTE YINLIA: HO €TO U Apyr, No-6e306MaeH Npumep: 6UN6opHOBETE C peknama Ha
mMacTuka ,lMewepa“. B TAx macTukara, 6necHana B noriega Ha HalleHeLl, C XxaBancka pu3ka,
6eLle B CbCTOsIHME Aa NpaBu 6ankaHCKW Wery ¢ rno6anHoTo — HarnpaBo Aa cBansi 6aHCKuUTe
Ha 3HOWHW NMaXKHW Kpacasuuy, cakall Jowny ot cepuana ,Cnacutenu Ha nnaxa“.
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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

» oo«

power™®. 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 economic®: 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”®.

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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Mopo6HM xMbpuamn Noaabp)kaxa efHo YCTONUMBO AeneHre B CTpyKTypaTa Ha daHTa3me-
HUa o6pas, konto Codus npegnaralle: CTOKUTE, KAYEeCTBOTO, CTUITLT, UCTUHCKUTE brand
marks 65xa Ha cTpaHaTta Ha nmarnHepHns 3anap — pas3HuTe TPUKOBE, NPUCBOABAHMS,
WHTUMMU3aLUMK, yOopun, ckaHganu 1 ynoTpeén 6e3 npasuna — Ha Hala, pogHa cTpaHa.
[pagbT MHCUEeHMpaLLe CKpyTa CamMo-KOMOHManHa urpa B CBOsi 06paseH pexxum: Ton aony-
ckawe uyxaute hbaHTas3Mu 1 M MeuTaelle: HO 3aedHOo C ToBa MeuTaelle 1 3a CBAT 6e3
npasunia, B KOUTO YyXOUAT NTYKC 1 60ratCcTBo Aa 6baat noTpedsiBaHu Nno ceoemy, 6e3 npa-
Buna, Hanyk Ha BCUYKN pernameHTu.

To3un ueHTpaneH 3anagHo-M3ToueH dpaHTa3MeH 06pas, KOUTO rpafdbT Npeasiaralle, 6elle
HECMOKOEH, MbJlIeH C HEpa3peLLEHO HamnpexxeHne. ToBa NuyeLle OT CIOXHUTE OTHOLLEHUS,
KOWUTO TOW Mmalle CbC CBOS rpaacKnm KOHTEKCT. nOCﬂe}:lHI/IFIT, KaKTO Buasaxme, 6ewe pas-
MHOXXEH MEeXAY HacTbnBall yKC, MyTpO-6apOKOB CTPOUTENEH ByM U ,acoumanHa
nycrow”. LileHTpanHuaT nnacT HaTpanealm ce o6pasu, komto Codus npeacrassiLe Bv-
3alle Ty B XapMOHUs, Ty B ANCXapMOHWKS C TO3M KOHTEKCT. MpbcoTusTa, HeypeaeHocTTa,
»HACTBbNIIEHNETO Ha npupogdaTa®, apXMTEKTYPHUTE 1N YPBAHUCTUYHU 6e3ymuns 6axa B MbieH
KOHTpACT C BbObparkaemusi 3anageH, XxapMoHnYeH n nykcoseH life style; 3a cmeTtka Ha
TOBa TbKMO Te Ce Bb3MpuemMaxa KaTto aBTEHTUUYHMS KOHTEKCT Ha pogHaTa KpUMUHANHOCT,
TPUKOBETE 1 TPaAHCTpecuuTe (HanmncaHoTo no-rope 3a baHks unocTprpa ToBa).

ToBa 3agaBalle 1 0COGEH peXxXUM Ha oTHoweHus ¢ JpyrocTtra. Nogo6HO Ha Npe-eKCrnoHu-
paHuTe Mera-noamcu, 3a KouTto rosopu Bupunuo, rpagbT rybelue mogepHaTa cu LSnocT,
6vBaLle NPOHN3aH OT r06asHN BUPTYaNHN 1 Tene-KOMyHUKauum, NpekocssaH OT 06pas-
HV NOTOLM, MeuTaeLle rnodanHu MeyTun, pascunealle ce B caTefIMTHN Npearpagns n
cenua, Nnpeo6pasyBalle OTHOLIEHNETO MEXAY LEHTbP 1 JIYKCO3HW BUHW 30HU 3a XKUBee-
He, Npvemalle B cebe CM 1 n3npalalle HaBbH €BPOUYMHOBHMLN, MEXOYHAPOAHN ONMbPU
1 MHOTOHAUMOHAITHN EMUTPaHTCKM Macu: T.e. rpaHuumMTe My cTaBaxa Nponycknvemn 3a
OpyrocT. Ho Ta3n nponycknmBoCT 6elle camo 06paTHOTO MuUE Ha Kpr3aTta Ha MUHUMYMa
ynpaensemMocT, geperynaums n pyHKUMoHanHn gucéanancu. Ta gonyckawe [pyrocTra u
nopg dopmata Ha AuBa NpUpPoAa, paspyxa, MpbCOTUs, Xaoc, 3agpbcTBaHus, Jpyroctra
KaTo pasnag Ha rpakgaHcKnTe GYHKUMN 1 TEXHO-PYHKLMOHANHOCTTA, KaTo KpUMUHa-
HOCT, 6pyTanHa TenecHoOCT, Hacunne n NorHyca.

KazaHo HakpaTtko B camusa ¢uHan — Codus nHcueHnpalle cebe cu KaTto NpuBaTeH rpag
6e3 npasuna. Ha MacToTo Ha cTapara LeHTpanMsmpaHa coumanmcTuiecka ctonmua ce
6eLle NosiBANO HEACHO ,MACTO HAa MHOTO U HEperynmpaHu YacTHu XuBoTu. [oHexe Te
camuTe 6sxa MHOrornoCco4YHu, 06pasHMTE UM eMBIIEMI CbLLO Ce ABMKEXA B Pa3HN NMOCOKMU:
OT Mnontoca Ha NpeanpueMYMBOCTTa 40 MOMoca Ha KPUMUHAMHOCTTA, OT TO3M Ha XXKUBOTA,
eHeprusiTa n aBTeHTUYHOCTTA — 0 TO3M Ha TpaHcrpecusTa 1 ckaHgana, oT nykca, npes
MU3epusTa, 40 MyTpO-6apoka. To3u WapeH rpag eAHOBPEMEHHO MeUTaelle CBOW U YyXXam
dbaHTa3Mu, HCLEHMpaLLe NOMOCU 1 KOHTPACTK, NOA XKrneaTa My U MHOroo6pasHa Lape-
HUS ce Kpuexa coumanHu npoénemu. anu ToBa 6elle NpexofaeH o6pas Ha HeLlo, KOeTo
ce OBWKM KbM CBETOBEH MErarnosiuc Uim nbk € TUMRNYEH, YACTO CODUACKN Xnbpura, KONTO
LWwe fa 6bae 3aKkpeneH 1 NpeBbpPHAT B YCTOMUMBA BU3yanHa u coumanHa cpena?

Tosun BbMpPOC HE MOXe Oa nMmMma aHannTudeH OTroBop, a camMmo nNpakTnyeckn, NCTopnYvecku.
3artoBa 1 BbB (DI/IHaJ'Ia KasBame npocTo — We Buanm.
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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

®0Torpa¢mme B TEKCTa Ca OT apxuBa Ha npoekta Busyaned cemuHap

The photographs in the text are from the archive of the Visual Seminar Project
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Notes

1. Paetzold, Heinz, “The Philosophical Notion of the City” in Miles, Malcolm, Tim Hall and lian
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, llluminations (Sofia: Critique & Humanism Publishing House, 2000), p. 162 (in
Bulgarian).

3. Here | 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
imposition 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.

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 flaneur 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: Representatlon Semiology, Urbanism”, in Poster, Mark (ed.).
Politics, Theory and Contemporary Culture (New York: Columbia Umversﬂy 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. Hackopo Hallmark nanbun cepman 3a natoaHaToMu — BUAMMO CTaHa MACTO, KOETO U3rnexaa
npeponopeaeneHo 3a HEeBUAVMOCT — MopraTta 1 HenHaTta onepasuoHHa mMaca 3a
pasuneHaBaHe Ha Tpyrnose. [1py ToBa camoTO pa3uneHsBaHe 6elle NpeacTaBeHo B NaTo-
aHaTOMUYHW AeTannn: NpUBMAHATa PaLUMOHANHOCT Ha CIOXKeTa — natoaHaToMuTe ce okassaxa
no-go6pw AETeKTMBM OT caMuTe NonMuan u CUCTEMaTUYHO paskpusaxa NpecTbrieHns — 6ele
camo macka, Noeof Aa ce BMAAT HEMUCTMMU Hella — pa3pes Ha 3ampaseH, MbpTbB YepeH Apob,
nornea BbpXy CbAbP>KAHWETO Ha MbieH, HMeLL, CTOMax: CamMmoTO CMbPTHO TANO OTBbTPE.

15. Mo noBog Ha Ta3u TeaTpanusauns u ,AMCHen3aums” Ha NoCT-MOAepPHUS rpag BX. ctaTuaTa
Ha VBavno Ouues ,[leceH rpag, N8 rpag, MOCTMOAEPEH rpaf” B HACTOALOTO N3AAHME.

16. B aHrnmMnckus Npesopn e n3non3eaHa gymara overexposed, KOSITO, OT CBOS CTpaHa, MOXe Aa ce
npesene KaTo NpekaneHo OTKPUT, OTBOPEH, He3alUUTeH, Npe-eKCnoHnpaH (ya3sum oT
npekomepHaTa CBeT/IMHa, OCBEeTEeH BbB dpoTorpadpcku cmucon). B: Virilio, Paul, “The
Overexposed City”, B Rethinking Architecture, N. Leach, (ed.) (London: Routledge, 1997), c. 446.

17.T1o 1031 BBNPOC BX. SOja, Edward, Postmodern Geographies: The Reasertion of Space in Critical
Social Theory (London and New York: Verso, 1989).

18. Anapypav roBopu 3a HOBOTO CbCTOSIHUE Ha COLMANHOTO BbOGpaXkeHne, MoaenpaHo
OT rno6anHuTe Meaun, KOMTO BNMCBAT PasnnyHN ,,Bb3MOXKHU XXNBOTU® B peanHus coumaneH
»KUBOT. Te cmecBaT peanHo 1 BbO6paXaemo 1 NPOEKTUPAT Ha FPaaCcCKUTE eKpaHu pasnnmyuHn
Jnensaxu”. flymara ,nensaxu“ ngsa aa noackaxe TexHns GrynaeH, HeyCTaHOBEH XapakTep:

Te He ca ,06EKTMBHM®, @ 3aB1CELLM OT NepcrnekTMBarTa KoHcTenaumm, Nnpon3tnyar ot
CUTYMPaHOCTTa Ha Pa3fIMYyHN XEeTePOreHHN akTbopu, KOUTO NPor3BexaaT CoLManHo BanugHn
06pasn: HaUMOHaNHN ObpXaBu, MyNT-HaLMOHaNHN OBLHOCTY, CY6-HaLUMOHaNHN rpynnpaHus,
WHTUMHW Fpynu, CEMEeNCTBa, Maxanu, NpUATEeNcKn O6LWHOCTU. Te3n pasHOpPOAHN areHTn
HenpeKbCHAaTO MNPOEeKTPAT B COLMANHOTO NPOCTPAHCTBO MHOXECTBO BbOGpaXKaemu CBETOBE,
KOWTO Ca BbB B3aMMHO KOHKYPEHLMS 1 ca CNOCO6HN Aa KOHTecTMpar 1 4opuw Aa npeoopbluar
BbOOpa)kaemmTe CBETOBE Ha oduumanHara Bn3yanHa nonutrka Ha abpxxasara. [no6anHoTo
BbOGPaXKEHNE NPoeKTMpa 1 peanuanpa CBONTe Pa3HOPOAHW NOTOLM B PAMKUTE Ha €0HO NIOKanHO
macTo. Bx. Appadurai, Arjun, Modernity at Large. Cultural Dimension of Globalization (Minneapolis
and London: University of Minnesota Press, 1996).

19.Bx. 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?ReviewlD=259&BooklD=219

20. B pamkute Ha BusyanHua cemyHap nmaiie Abaru cnopoee ganu metragpopara ,MHTeppenc” He e
no-go6pa ot metadopara ,ekpaH” (kakTo e BUOHO ,MHTepdenc” octaHa u B 3arnaBmeTo
Ha Hawara kHura). OCHOBHUWSIT apryMeHT 3a ToBa 6elue, Ye UHTeppenchbT npeanonara akTBHOCT
N NHTEPaKTMBHOCT, Ye o6pasHaTa Npoaykums Ha rpaja npeacrasnssa o6MeH Ha 06pasu
N HaMmeca Ha OBUKHOBEHUTE rPaXKAaHN, KaKTO U Ha MHOXECTBO APYrn akTUBHW areHTu B Hero
(1 cbOTBETHO UHTEP-aKTMBHA Bepura — Hameca — peakums — Hameca 1 np.). Bce nak ynoputo
ocTaHax npu cobcTeeHarta cu Metapopa 3a eKpaH, 3aLloTo cmaTaMm, ve nHTepdenc-
WHTEPaKTUBHOCTTA € nNpmBmaHa. BCbHOCT 06pasunTe, KOMTO LMpKynupar B rpaga, B MHOroO
ronsma cTeneH ce NPoM3BeXXAaT U KOHTPONMpaT OT nasapa, NpeBpbLUaLl, BCUYKO, Npe3 ounTe
Ha OCHOBHUSA CUW areHT — KOHCymaTopa, B paBHOMepHa BUAMMOCT (QOpuW KOraTo, KakTo nokassa
TekcTbT VicTopuata Ha egHa dacana“ Ha Bacun BuamHeku B HacToswara KHura, Tasu nasapHa
BMAMMOCT MpeaBukaa 1 BKNoYBa akTUBHATa OTBETHA peakuus Ha notpebutens). MNpu uanata
XEeTEepPOreHHOCT Ha BU3yanHNUTe NPaKTUKU TbKMO O4UTE Ha KOHCyMaTtopa n3BbpLuBaTt
XOMOreHn3vpaLLy onepauvn: NPUHYAEHN OT KOHKYPeHUMSTa Ha obpasu, Te npoussexaar
BTOPUYEH XOMOreHun3vpaLy, epekT 1 rmefart Ha BCMUKO Kato Ha ekpaH. Cmatam, ye npukaskute
3a OTBETHA KpeaTMBHOCT Ha TO3W KOHCYMAaTop ca NpecurneHn — Cnoco6HocTTa My Aa Bb3npuema
1 pasbupa 06pasu, KakTo 1 BU3yanHOTO My BbOGpaXkeHve e 3aBnafsHo OT nasapa, ANKTyBaHO
OT Hero, orpaHnyaBaHo OT Hero. Peaku ca crnyyamte Ha UCTUHCKM UHTEPaKTUBHM, a OLLe MOo-peaKu
— Ha KpeaTVBHU NPOGMBU, KOETO HE 3HAuM Ye Te HambHO OTCbCTBAaT. YyneHeTo, apackaHeTo,
rpapuTUTE N PUCYBAHETO BbPXY peknamute, Koeto BuguHckn gasa 3a npumep, ca cnopagnyHm,
CAyyanHn 1 BAMBMAYyanHN B3aVMOAENCTBUSA, T eABa Uy Mat CTPYKTYpO-Onpeaensms
XapakTep Ha peknamHuTe cTpaTteriu, KOUTo NPon3BeXXaaT He camo CamuTe KapTUHKKW, HO 1
cb3AaBat U KOHTpONMpaT MecTara, TOUKUTEe Ha BUAUMOCT. KpeaTuBHOCTTa U MHTEPaKTUBHOCTTA,
Ka3aHo MeTadpopUYHO, Ca MUHaNM B CaMOTHO-UHAMBMAYaNHa, aHOHUMHA U CrlyYanHa HeneranHocT
— 11 TOBA HaW-ACHO nnyn oT rpaduTuTe. Taka unm nHaye, NOAYUHUX BCUYKO Ha upoesTa cu 3a
,BU3yaneH kanutan“ — ye nasapbT eKBMBANEHTM3MPa BCMUKO Ha 6a3arta Ha NpeBoAa Ha Tosa
»BCUUKO® (BCUUYKMN Bb3MOXKHN pa3HOpodHM GEeHOMEHMN Ha COLMAanHOCTTa) B Kateropunte
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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.

17.0n 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?ReviewlD=259&BooklD=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, | insist on my “screen”
metaphor because | 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. | 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, | 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.).

. 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 lvaylo Znepolski, Koprinka Chervenkova
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Ha BMAUMOCTTTA, B CbOTBETHOTO Bpeme (prime time), B CbOTBETHOTO MACTO (BOAELM KaHanw,
dopymu, peknamHu naHa u np.).

. Ta3n XOMOreHHOCT Ha Bu3usTa € 0cobeHa — T8 He U3KJiouBa AnBepcuduumMpaHy BU3yanHu

1 nasapHn NocnaHns KbM GOKYCHU KIUEHTENN W crieumdnyHN NyGRmMKn — HAANUCK Ha KUTaNCKK,
eménemu, paséupaemv camo OT JIIOBUTENNTE Ha GbHIXKN CKOKOBE, CbOBLLEHNS 3a KaHavuaaT-
CTyOeHTCKM KypcoBe. Ho BCukM Te CNOAENsAT eAHO KayecTBO — BOIOBAT 3a BUAMMOCT csikall
npen yHWBEpCasnHy ouu.

22.Bx. mouTe ctatum 1 ctyamu: ,Paranoia de la parrhesia“ in Alain Brossat (ed.), Michel Focault. Les

Jeux de la vérité et du pouvoir, Presses Universitaires de Nancy, 1994; ,TonsmoTo Hegopa3ymeHue"”
B c6opHuka Meguu u mumoBe, cbeT. leopru JlozaHos n OpnuH Cnacos, Codus, 2000;
»~Thaumazein et Traumazein : Essai sur le mensonge“ B kHurata Okono Xak [epuga. HygoBuwy-
Husm guckypc, Codus, [lom Ha HayknTe 3a YoBeka 1 o6LecTBoTO, 2002, PpeHCKN NPeBopA B
Rethinking the Transition, Ivailo Znepolski, Koprinka Chervenkova, Alexander Kiossev (eds.),
Coodwus, YHnBepcuTeTcko nsparencrso, 2002; ,Metamopdosu. Nasap, Tena n oymmn Ha cueHarta Ha
npexopa“, cn. Maken, 2003/5-6 (Ny6nvkyBaHa 1 B c6opHuka fSleasma om MbomuHeeH, Codus,
Qurypa, 2005).

23.B egnH oT cneumnanuaupanute cantose (http://www.gis-sofia.bg/cadhistory.html) no Bbnpoca

nuwe cnegHoTo: ,3a TeputopusTa Ha rpag Codua paboTute No kKagacTpanHn 3acHeMaHus
3anousat npeau noseye ot 100 roguHwn. MbpBUAT rPafoyCTPONCTBEH MnaH aatvpa ot 1879 r.

Ton e n3paboTeH Noa PbKOBOACTBOTO Ha UHXeHep Poy6an u npeacrasnssa KpanynuyHa
MeH3ynHa CHUMKa B mawab 1:1000, kaTo e AOMbNBaH C NO-3HAYUMUTE OBLLUECTBEHU 1 YaCTHN
crpaam, rpaHMumMTe Ha ABOPOBETE W MMeHaTa Ha cobeTBeHuumuTe. C TeyeHne Ha BpemeTo
pasBUTMETO Ha CTOMMYHWA rPaj 1 3anoyHanuTe 6naroyCTpoONCTBEHN PaboTu onpeaensT Hyxaarta
OT NO-TOYEeH U NbJieH KagacTpasieH nnaH. 3a uenta, rpancmm O6LL|,I/IHCKI/I CbBeT Bb3nara npes
1890 r. Ha aBcTpUNCKUA NHXeHep Bunxenw Bapten aa n3pa6oTty NbieH 1 TOYEH KaaacTbp

Ha cTtonuuata. Pa6orata npogbmkuia noseye ot oyaksaHOTO 1 npe3 1896 r. bapTten e oTcTpaHeH,
6e3 Ja e 3aBbpLUEHO N3PaboTBaAHETO Ha HOB kagacTpaneH nnaH. Mpe3 1930-1932 r., BbB Bpb3ka

C 1M3paboTBaHETO Ha HOB KapacTpaneH nnaH Ha Codus, uHxeHep Agond Knas nposexaa
OCHOBHU reofie3nyeckn n3mepsaHns — TpUaHrynauma 1 HUBenaums Ha TeputopusTa Ha rpana.
CamuaTt kagacTpaneH nnaH e n3paboTteH npe3 nepuopa 1935-1952 r. n o 1962 r. e nonbnBaH
penosHo. Cnep ToBa NOAAbPXXAHETO My € N30CTaBEeHO M NMOCTEMNEHHO CTaBa NPaKTUYeCKn HeroaeH
3a Hy»XauTe Ha Noapo6HOTO rPafoyCTPONCTBEHO MPoeKTNpaHe”. Kbm ToBa MOXXeM Aa Ao6aBum

1 HepeanuaupaHocTTa Ha ,nnaHa Mycman®.

24.Kauapos, KoHctaHTuH UB. (LLlecmgecem) 60 eoguHu xuBsiHa ucmopus: (CnomeHu), ¢ NOCNECNoB OT

Ceetocnas Kones. Codus, Npo3opeu, 1993 (2. nsg.).

25.Tasu ycTonumea rpafacka nonutika Ny 1 0o AHeC Ha yeb ctpaHuuata Ha Coduiicka o6LumHa,

KbOETO NCTOPUATA Ha rpafa e pa3kasaHa MMEHHO KaTo LMBUIM3aLMOHHO HaBaKCBaHe npep ounte
Ha ApyruTe: Kak rpadbT Ce e NpeBbpHasl OT ,KanHO U MPbCHO CeNo“ B ,CToNULA Ha ocBo6oaeHa
Bbnrapusa“. Cnopen aBTopuUTe Ha TEKCTa TOBa ,€ BbINPOC Ha cebeyTBbpykaaBaHe 3a uanarta Hauus.
3aToBa B Hesl ce cbCcpeaoTouaBa AyxOBHATA U CTpoMTENHaTa eHeprus Ha BrnacTTa v Hapoaa.
Heo6xoammocTTa OT cTonMua, KosTo Aa YAOBeTBOPY U3NCKBaHMATa 3a NOKa3HOCT Ha rpafckara
apxuTeKTypa, ce 3aAoBosiBa C OrPOMHM CBOGOAHM MPOCTPAHCTBA, WMPOKK 6yneBapau, 6oratu
napkoBe U rpaguHu. Taka Bbnrapus cbrpaxaa B croiMuarta Cu apxXUTeKTypHUTE 06eKT Ha CBOU
Te meuTtn“. OUeBMOHO € KakK B TO3U pa3kas ,MoKa3HOoCTTa“ (BbM/TbTEHA B Pa3HU ,MPEACTaBUTENHN
crpagu, 3amMmeHuIN HeyrieaHuTe NoMeLLeHns oT HavanHuTe roguHy cnefn OCBO60XXAEHNETo" nma
OTYET/IMBO NPEeaMMCTBO Npeps ypbaHucTMYHaTa pauMoHanHoCT U GYHKLMOHAMHOCT).

Bx. http://www.sofia.bg/history.asp?lines=1883&nxt=18&update=all

26. [MbpBUAT NPOEKT 3a ModepeH BOQONpoBOos, Hanpumep, e cb3ganeH B 1884-5 rognHa u

$urHaHCMpaH ¢ nopeauua OT TEXKM 3aeMu, Kato pasyeTnTe ca HanpaseHun 3a 40 000 ayww. Obaro
Bpeme Ton 06CnyXBa caMo YacT OT rpaaa, NMWeH e OT AOGbP TEXHUYECKN NepcoHas, KOMTo Aa ro
noaabprka, OT BofaTa YecTo ce Kpafe (npes rognHuTe ca OTKpuTK Hap 600 KOHTpabaHaHW
MHCTanaumm), Tbil KATO CBMKHANOTO Ha 6e3nnaTHa BoAa HaceneHue, He e CKIOHHO Aa nnawa,
[0pu cb3paBa HOBU pUCKOBe 3a enuaemun. Bx. MayHoBa, CeeTnaHa. ,CoumanHo KOHCTpympaHe
Ha rpagckarta nHdpacTpyktypa“, cn. Kpumuka u xymaHu3bm, kH. 20. O6pa3u Ha epaga, 6p. 1/2005,
C. 239-258. B HaBeuepueTo Ha bankaHckuTe BONHW efga 22% OT Crpagute ca CBbp3aHu

C yNM4YHa KaHannsauus, UCTUHCKM Npo6nemMbT C NuTerHaTa Bofa e paspelleH easa npes 1933 r.
¢ Puncknsa Bonponposop.

27.B 6bnrapcku yuebHUK nNo apxutekTypa ot 50-Te roguHu, NocneaHaTa 6elle onncaHa Taka:

30pasuAaT 6ETOHEH NOCTaMEHT CcCMMBONnM3npa Bpb3Karta C HapogHUTe Mmacu, rpaHUTHUTE
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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 Géttingen (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 | 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. | leave it to the reader to guess what their symbolic meaning would be...

28.0n 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.

30.1t is interesting that the choice of a symbolic place was almost accidental. The demonstrations
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KONMOHW — HenoknaTumara BnacT Ha napTusaTa, Kynata cbC 3Be3faara — KOMyHUcTuyYeckaTa naes,
a Mankute NnposopyeTa MeXxay KONOoHWUTe — 6AMTeNHUTE oun Ha napTuata. Korato npepaskasax
TOBA Ha MOW MPUATEN apXWUTEKT, TON MbPBO AbJIFO CE CMs, a Cnef ToBa kasa, Ye CUMBONMnKaTa Ha
Tasw crpaaa e BeposTHO MO-AbN60oKa, 3aLi0TO KOMIOHNTE BCLLUHOCT Ca Kyxu, a peanHara Hocelia
KOHCTPYKLMSA ca iK1 CTOMaHeHu rpean BbTpe B TAx. OcTaBam Ha yutatens ga ce 4oceTu Wo 3a
CKpuTa CYMBONMKA Grxa umanm Te...

28. Mo Tta3u Tema BX. Togopos, Bnagucnae. AgamoB8 komnaekc, Copus, Nspatencteo UB, 1991.

29.Ha cnupka ,Jlarepa“ Ha cTonuuHus Tpamean Ne 5 nmatle 650K, Ha YANTO MNOCHK NOKPUB GeLle
MOHTUPAaH NOCTOSHEH Haanuc ,Hanpea KkbM KOMyHU3Ma!“, KOUTO C roAMHUTE Ha pasnagaHe Ha
»3penus counann3bm® cTaBalle BCe no-Henen. Ton n3vesHa B Hayanoto Ha 90-Te roguHn.

30. IHTepecHo e ToBa, Ye U360PLT HA CUMBONNYECKO MACTO Ce MOMyyn CriyyanHo.
[lemoHCcTpaumuTe cu cb3gagoxa Tpaguums ga 6baar nped ,AnekcaHabp Hesckn®, 3awoTto
NbpBUTE Cpea TAX 6sxa NPOCTO Ha rbp6a Ha HapoaHoTo cbbpaHue, KbaeTo 6rBaxa npuyakBaHu
HapoaHuTe NpeacTaBuTeniu.

31.MopnansaHeTo Ha MapTuHMa OOM 1 paspyllaBaHeTo Ha MaB30nes ca No-KbCHU U3KMYeHUs
OT TOBA CTETUYECKO MPaBuno Ha paHHNUTe NPOTECTU: BNPOYEM, UMEHHO TOBa SICHO MM OTAENS.
Kakto e nssectHo, MaB3oneaT 6e paspylueH He Ype3 CMOHTaHHa, a Ype3 NpaBuUTESICTBEHa aKLus,
a NonMumMATa Taka n He OTKpW UCTUHCKUTE nognansayn Ha MapTuiHms aom.

32.Mo Bbnpoca Bx. Habermas, J. ,Nachholende Revolution und linker Revolutionsbedarf. Was heisst
Sozialismus heute“. B: Die Moderne — ein unvollendetes Projekt, Leipzig, 1990.

33.CraBa gyma 3a TeatpanvsvipaHi NpyuHLMNM, a He 3a aHTPOMONOrMYEeCKN peanHoCTy.

34.ToHsaKora LeneHacoyeHo NPOTMBOPEYMBY, 3a fa MoraTt Aa yaoBeTBOPAT PasnnyHy JI06UCTKN
nHTEepecu.

35.Mpe3 1995 r. B. 24 yaca Ny6nukysa 3arnasue-eabosbp — ,, TOKOYCTONUMBM LMraHn oTkpagHaxa
5 KunomeTpa ganekonposof”.

36. Bxx. nscnepsaHeto Ha flBop Jlunoe ,Homeless Animals and ,Homelessness*® in Bulgaria:

Roles and Identities in the Modern Public Debate on the Ideal State®, 2004, pvkonuc, yact
oT npoekTa Poau, ugeHmuyHocmu u xubpugu, Codpus, LieHTbp 3a akagemnyHn nscnegsaHus,
Ha camnta Ha LIA/ www.cas.bg.

37.Bbbarapckara apxuTeKkTypHa Konerns 3arnoyHa ronsama obLiecTseHa kamnaHusa no To3n Bbnpoc —
BVX cn. Apxumekmypa, 6p. 1, 2007 (roamHa 54), ctatumnte Ha Topop bynes, Aumutbp KocTos,
BaneHTnHa BbpbaHoBa 1 op., kKakto n nyénvkysaHata YepBeHa kHuea Ha 3acmpauweHomo
KyAmypHo-ucmopu4yecko HacregcmBo 8 bvazapus.

38.Tak Tam, cTp. 27.

39.Mak Tam, cTp. 29.

40.B poroBopuTe, KOUTO Abp)KaBaTa CKloUBa C YaCcTHU GUPMK 3a CrpaguTe Ha KuHaTta uma nspuuHa
Knaysa 3a ToBa, Ye Te TpsA6Ba fa 6bdart M3Non3saHn 3a GUIIMOBO N3KYCTBO 1 Ye pupmuTe ce
3ab/KaBar Ja MHBEeCTpaT CepUO3HN cpecacTBa (MUIMOHN NEBOBE) B PEKOHCTPYKLMATA
1 MOAbPXKAHETO Ha KNHO-CanoHuTe. HO HAKOM OT Abp)KaBHUTE IOPUCTY € 3abpasun Aa BKIIoUN
ocurypuTenHa knaysa B 4OroBopa, Ypes KosTo, Npu Hen3nb/IHEHNE Ha AOrOBOPEHOCTUTE,
crpaauTe ce BpbLUAT Ha Abp)kasaTa. B pesynrtat Ha Tasu ,HEBPEXXHOCT" cxemara 3a
npuBaTusaumsa 1 ynotpeéa Ha KMHO-CanoHuTe 1 crpagute 3a Apyrn KoMepcuanHu Lenm
dYHKLUMOHMPa NpekpacHo: GupMuTe He cnassaT NoeTuTe 3aab/HKeHNs U npenpoaasat
COBCTBEHOCTTA, Crnef KoeTo dpanupart — a Abpxaeara, kakTo ce ka3Ba ,0cTaBa C NpbCT B ycTa®,
B AOroBopa HsMa npeaBunaeHN HeyCTOWKI, rapaHTMpaHn CbC camute crpaou. A HoBuTe
COGCTBEHMLM, HOBPOCHBECTHY KyryBauu, ca CBOGOAHN Aa MPABAT KAKBOTO HAMepAT 3a fobpe —
1 Te ro NPaBsaT: GUHIO 3anu, XOTenu, MomnoBe... 3a Ppa3aiCHEHUATa Mo Ta3n CXema CbM 3aAbiDKeH
Ha ukoHomucTkara [lmaHa AHapeesa.

41.Bx. MetpyHos, Meopru, CoyuarHu usmepeHus Ha op2aHusupaHama npecmbsnHocm B8 nepuoga
Ha npexog, Codus, 2008, aBTopedepaT Ha aucepTtaumsi, BAH, MHcTuTyT no coumnonorus.

42. lymn KaTo ,,MoKa3Ho®, ,HaxanHo", ,Harno®, ,6e3Haka3aHo” 1 np. ce yTBbpanxa Kato peyvHuK,

C KOWTO Ce roBopu 3a ToBa B 6b/IrapckuTe Meaun: T.e. obLuecTBeHaTa YyBCTBUTENHOCT

N XKyPHaNUCTUTE 1NMaxa yceT 3a 0COGEHNs BUAVM, aBTO-pENPEe3eHTaTVBEH XapakTep

Ha 6bnrapckara KpUMWHANHOCT, KOSITO HE UCKaLle — KaTo U3KIIOUMM Ha-BUCOKUTE N eTaxu,
KOWTO Ce AbprKaxa Knacuyeckn HeBUAUMO — Aa CTOW ,Ha TbMHO", a AeMOHCTpMpaLLe
N3BbH-3aKOHHaTa C/ BacT 1 HEHaKa3aHoCT.

43. bosipkues, JTbuesap, UMT. cbu. [o-pasrbpHaTo TOBa GeLle U3NT0XKEHO B TEKCTA Ha CblUMs aBTOp
,lopeLy Bu3yaneH rpan” B kHurata Cogus kamo aregka, Codus, BusyaneH cemunHap, 2004.

44.Ta 5 Kpre KakTo B TOUKWNTE Ha HerHaTa YCMeLwWHOCT, KbAETO KOHCTPYKTUBHUAT MPUHLMN
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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.

. 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.

32.0n this question, see Habermas, Jiirgen, “Nachholende Revolution und linker Revolutionsbedarf.
Was heisst Sozialismus heute”, in Die Moderne — ein unvollendetes Projekt, Leipzig, 1990.

33.Here | 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...
| 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.

49.1t 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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npoAbmKasa Aa Moaenvpa NpocTpaHCTBOTO U XKMBOTA B rpafa, Taka u B TOUKUTE Ha HenHarta
HeyCneLHOCT, KbAETO TON He MOXe fa Ce Crpasu, a 3arsaps, usonvpa, obesrnacssa,
MapruHanusmpa.

45. [lpyr e BbMNPOCHT Aanu Tesn paHTasmm morat ga 6baat HapeyeHu ,Herosm“ — Te ca yact
OT rno6anHa, aeteputopmanuanpaHa Npoaykums OT o6pasn, KOSTO Ype3 Meann 1 MUrpauioHHN
noTtoum npekocsisa ceeta. Bx. Appadurai, Arjun, Modernity at Large. Cultural Dimensions of
Globalization, uuT. Cbu.

46. mam npensua o6pasu, HATOBAPEHN C MOLLHA EMOLUMOHANHOCT (Cb6/1a3bH, U3KYLLIEHNE, B3PUBHO
XapecBaHe, Yap, HO CbLLO 1 OTBpaTa, CTpax, NoTpec, LWOK). COPUNCKNAT KaproH e Hamepun
NOAXOAALLIO HAMMEHOBAHME ,MaHNALLKO® 3a TAXHOTO HEKOHTPONMNPAaHO OT pa3yma Bb3AencTeue.

47.Tyk cnemsam mMopern, KOMTO BbBefe Mo Bpeme Ha cBos aoknaa npopecop Knayc bbokmaH B cek
umsTa ,Interkulturelle Medienpddagogik“ Ha koHdpepeHuuata Offene Grenzen. Multikulturelle
Geselschaft und die Kommunikationswissenschaft, Knareneypt, 15-17 HoemBpu 1991. Ton pasgenu
06pa3HOCTTa Ha HAKOMIKO MHOFO OPUTMHANTHW KaTeropun, KouTo, Neko BUAOU3MEHEHN N3Mon3sam
TYK: TO roBOpeLle 3a pasfiMyHn 30HU Ha BUAMMOCT Ha o6pasa: 1. 06pa3bT Kpewm 2. 06pasbT
rosopu 3. 06pasbT MbUM 4. 06pa3bT ce Kpre n cpamysa. CvaTam, Ye ToBa € opurmHanHa un
nonesHa knacmakunumsa, KosaTo ce cbobpasasa eqHOBPEMEHHO C relanT-NCuxXonornieckn Gakto
py (POKyC, 30HM Ha BHUMaHWE, OTHOLEHMe Mexay Gurypa 1 GoH 1 Np.) N NCUXOAHANUTUYHN Pak
TOpY (CbAbPXAHUS, Ype3 KOUTO eroTo Ce n3passiBa B Cb3HAHNETO, HeyTpanHy CbabpXKaHus,
CbAbPXKaHNUA-CUMITOMMU, HAMbIHO U3TNACKaHU CbabPXKaHWS).

48. B npoekTa Ha JTbuesap bosmxunes ,[opeLy Bu3dyaneH rpag“ ce AeMOHCTpUpaLle SCHO, Kak 3Haum
Te 3a ABVKEeHME Unm NaTpuoTUYHM CUMBOSIU CTaBaT HEBUAMMM 3af arpecusTa Ha peknamure.

49.B Codus pencrea ycnewHa ¢pupma, KOSTO HOCU Noka3aTenHoTo ume ,Arpecus”.

50. BaxxHa xapakTepncTuka Ha XaoTU4HO-MHOXXEeCTBeHaTa BU3yanHoCT €, Ye TS ycnssa Aa ckpue
eneMeHTUTe Ha pef BbTpe B cebe CU: HaTpanuueaTa BUAMMOCT Ha 6e3peamneTto, Npean3BuKea
HEBMAMMOCT Ha MOMEHTUTE Ha NOAPEneHOCT.

51. Bx. npoekTa Ha JTbuesap bosmxues ,[opew Bu3yaneH rpan” B Cogus kamo eaegka, UnT. Cbu.

52. Tyk mOXxeM fa ce nutame, aanv nomny-KpUMMHanHOTO MOHOMOM3npaHe Ha 6birapckuTte
peknamMHu nasapu n3passsa nasapHara Unm KpuMmHanHa arpecus.

53. bonko bopucos npuTexxaBaelue ,,CUNOBO MUHANO" Ha KapaTunCT N OXPaHWUTeN, He roBopeLle
oduumaneH aaMUHUCTPATVBEH XXaproH, a COPUNCKN CAEHT, a OCBEH TOBa 6GeLle MOLLEH YacTeH,
self-made 6n3HecmeH C rno6aneH Noaxoa 1 NeKO MaxneHCKN OGHOCKM.

54.ToBa He 3acsralle camo 6brapckara ctonuua, B Nogo6eH ob6pas 6elue mogenupaH
U cKaHpanHusaT KMeT Ha Benunrpap — @upoen Bees.

55.3a ToBa rosopu 1 JTbuesap bospxunes B “Billboard Heaven”, ctp. 136-137 Ha HacToALWOTO
nspaHve.
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50.1 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.

.Here | follow a model introduced by Prof. Klaus Béckmann, Klagenfurt, during his report in the
section “Interkulturelle Medienpddagogik” 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 | 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. | 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 | 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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