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PeaneH nu e rpadbT, B KOWTO XX1Beem unu e Gpukuma? Marnexna ue ceprosHu aprymeHTy Morat ga 6baar uagur-
HaTu B nogkpena v Ha aBeTe MHeHus. [paabT e pearneH, 3alloTo Npes3 NoBeYeTo BpeMe YoBeK Tps6Ba Aa BHUMa-

Ba Kbfle 1 BbpPXy KakBO CTbMBa — Ayrka B nasBaxa Unv Ha TpoToapa, HepaBHa NMOBbPXHOCT, NpeTbprisna 6e3kpaii-
HUW ,MONPaBKN® (MHCTanMpaHe Ha AMruTanHy TenedoHHN TMHUN UK KabenHa TeneBn3usl); NPSICHO paskpuTa aH-
TUYHA rPO6GHMLIA NN HE TONKOBA AUCKPETHA KyMuuHa eKCKpeMeHTW. Mpe3 NoBeyeTo Bpeme YOBEK BCbLUHOCT He
Bwkaa Codusi, a camo NoBbPXHOCTTA, BbPXY KOSITO Ce ABWKW. 3aToBa KOrato Hakpasi CBUKHeLU 1 n3paboTuLL

MeCTHO HOy-Xay 3a XOo4eHe Nno Te3u NoBbpXHOCTK, MOXKeLl Aa norneaHew Harope n tam e TOW — rpagbT C HEroBUs

peanHo HeBepOoATEeH apXUTEKTYpPEeH MUKC U arpeCnBHO BU3yaJlHO 06Kp'b)KeHI/Ie OT CTapu n HOBW, MOAHN N OBEeXTe-

n, NbCTPU N CUBU NpPpU3HaLUN.

Hue Beue He >xvBeeMm B rfio6anHo ceno, Hue HacensBame eauH rnobaseH rpaj u HeroBata OCHOBHa OTIMUMTENHA
yepTa e, Ye BCUYKO M3IMeEXAa KaTo HaBCsKbAE Apyraje no ceeta — 6orartallkute yact Ha Codus 3anousar ga
npunuuat Ha 6oratalukuTe yactn Ha QpaHkdypT unm Byganewa, 4OKATO 68AHUTE CbLUO HATIOMHST > 7

lara Boubnova:

Is the city we live in real or is it some kind of a fiction? It seems that sound arguments could be constructed in
support of both options. The city is real because most of the time one has to pay attention to where he/she is
stepping and to what exactly is under one’s feet — a hole in the pavement or the sidewalk, a rough surface that
has suffered endless “improvements” (digital phone lines or cable TV), freshly excavated antic tomb, a not so
discrete pile of dung. Most of the time one cannot really see Sofia except for its walking surface. That’s why when
finally you build up the habit and the local know-how of walking on these surfaces, you have a chance to look up
and, there it is — the city with all of its un-really/real architectural mix and aggressive visual environment of old and

new, fancy and shabby, gay and gray signs.

We do not live in a global village anymore; it’s the global city we inhabit and its number one characteristic is
that everything looks like everything else within the city’s strata — affluent parts in Sofia start to
look like affluent parts of Frankfurt or Budapest, while poor parts look like poor parts every-

AnekcaHpbp KboceB:

CtunengnaHTckara nporpama kbm npoekTa ,,BusyaneH
ceMyHap"“ npaBu ONUT 32 CUHTE3 Ha ABE PasfiMyHK, HO
€0HaKBO YCMeLIHN NPaKTUKK.

MbpBarta oT TAX e cBbp3aHa C TpaguumuaTa Ha
LeHTPOBETE 3a akajemMunyHu uscnegsanus B Espona un
Mo CBeTa [a KaHsT 3a CbOTBETHATA akageMmnyHa
rogmHa 3aefHo CbC CBOWTE CTUMEHOUAHTY-
n3cnegoBaTeny OLLEe U HAKOSIKO M3TbKHATW nucatenu,
XYOOXKHULIM NN MY3WKaHTU /MOHAKOra ToBa Morat aa
6baat TeaTpanHu genun, XXypHanuctu u T.H/. Teopuute
nosyyaBat KpaTKOCPOUYHU, O6MKHOBEHO TPMMECEYHU
CTUNEeHAUW, NoceLLaBaT N3CcnenoBaTenckuTe
ceMuHapu, HO He ca 3afb/DKeHN fa paspaboTaT
HUKaKbB KOHKPETEH NMPoeKT. [MpncbcTBMETO UM B
HayyHaTa O6LUHOCT 06aye OBUKHOBEHO Ce OKa3Ba
N3KJTIOUNTESTHO MON30TBOPHO: TE€ MUCHAT
HecTaHOapTHO U MaT HeoYakBaHV XpyMBaHWs, C
edeKT Ha eBPUCTUYHA CTPaHUYHa rnegHa Touka 3a
HayuyHaTa amckycus. 1o To31 HaUMH HayYHUAT eKknn
cTaBa MHTeNeKTyanHa OB6LLHOCT, a caMuTe TBOPLMY,
OCBEH Ye MeyensT OT Te3N AUCKYCUU, Ca B KOHTAKT C
WCTUHCKN HOBUTE MAEN B HAYYHUSs XKUBOT. »7
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Alexander Kiossev:

The Resident Fellows program of the Visual Seminar
project is an attempt to synthesize two different but
equally successful practices.

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

innovative ideas in the life of science. k
7 .
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Hauanoto Ha 21-Bu Bek 1 NpOTUBOPEUNBUTE NPO-
Lecu Ha rnobanusaumsta NpoOMeEHNXa BPb3KUTE MeXY BU3Y-
anHa Kyntypa, U3KycTBo 1 coupasneH »unsot. O6pasbT ce OKa-
3a JOMUHAHTEH KYNTypeH KOO Ha KbCHOTO MHAYCTPUaIHO 06-
LecTBO. [JHEC CMe CBUAETENN HA HOBA BU3yasiHa BbiHa: B
rno6anHna CBAT KynTypaTa Ha nyénuuHus oépas 1 ,,06LecT-
BOTO Ha cnekTakbna“ (M [lebop) nocteneHHo ce npeobpass-
BaT Ype3 HOB KOMIMMIEKC CTPYKTYpW KaTto ,aucnnien”, ,uHTep-
denc”, ,,6unéopn”, CKaHMpaHn 1 N3npaTeHn N306parkeHuns.
CouwmanHata npomsiHa npegeduHmMpa ponsTa Ha BU3yanHOTO
B CbBPEMEHHOTO O6LLECTBO, Npraasaniky Hoea dopma Ha Ma-
coBus BKyc. KaTo OCHOBEH HapyLumTen Ha JOMUHMpaLLmMTe
npasuia 1 orpaHNYeHns B CbBpeMeHHaTa BusyanHa cdepa,
XyOOXKHULMTE Tps6Ba Aa 3afjasat BbMpoCcK 3a Tasu cutyaums,
NPOBOKMPaNKN aBTOMaTUYHNTE HaBMLUM 3a rnegaqHe Ha ,cpen-
HUS rpadKaaHuH".
KpeaTtnBHOCTTa 1 HOBATOPCKUTE KOJOBE HA CbBPEMEHHOTO
N3KYCTBO C HerosaTa crieuundrika — CMecBaHe Ha rpaHnyHn
CTOVMHOCTHM CUCTEMM, arpecrBHO HapyluaBaHe Ha TabyTa,
Cb3[aBaHe Ha HOBU ,06€KTN Ha »XENaHNEeTO", UPOHNYHO LINTK-
paHe, MHOronnacTosa UrpMBoCT 1 Ap., KOHPPOHTUPAT Aedu-
uuTa Ha UHTEpNpeTupaHe. > 7

The beginning of the 21st century and the contradictory
process of globalization have reshaped the relationship
between visual culture, art, and social life. Visualization turns
out to be more and more the dominant cultural code of the
late industrial society. Nowadays one witnesses a new visual
wave: in the global world the culture of the public image and
the ,society of the spectacle”

(Guy Debord) are gradually transformed by the new complex
structures of the “display”, “interface”, “billboard”, scanned-
and-sent images.

This social change redefines the role of visuality in contem-
porary society by giving new form to public taste. As main
transgressors of dominant rules and limits in the contempo-
rary visual sphere, artists should question this situation by
challenging the automated visual habits of the

“average citizen”.

The creative and innovative codes of the contemporary arts
with their specificity - mixing and transgressing systems of
values, aggressive breaking of taboos, creation of new
objects of desire, ironic quotations and multi-layered playful-
ness, etc., are confronting a deficit of interpretation.

JTbuesap Bospxunes. MucknHute nak okpapoxa meTana, amaH!,
2003 (ot cepusaTta BusyanHn HepenHocTn)

Luchezar Boyadjiev. The scoundrels stole the metal again, w
had it!, 2003 (from the cycle Visual Irregularities) .
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[opeLua nuHusP3a Bn3yanHu
HepeaHOCTY ..
Hot Line for Visual Irregularities

KakBo we ce cnyumn ako egHa cytpuH Bugnte Coopus
Taka? WNanpareTe BaweTo MHEeHMe Ha ropeluara nuHusA
3a Bu3yanHun HepegHocTn vis_sem@hotmail.com

What do you think will happen is one morning you see
Sofia like this? Send your opinion to the hot line for visu-
al irregularities vis_sem@hotmail.com > 2

JNTbuesap Bosapxues. MNMpaHe, 2003 (ot cepuaTta BusyanHun HepegHocTn)
Luchezar Boyadjiev. Laundry, 2003 (from the cycle Visual Irregularities)
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Mwna MuHeBa
Milla Mineva

MpennoXXeHnsT TEOPETUUEH NPOEKT € GOKYCMpPaH BbPXy aHanMs3a Ha BU3yasrHUTe penpeseHTa-
LMK Ha 6ankKaHCcKUTe CTONMLM KaTo TYpUCTUYECKN 06eKTU. V3cnensaHeTo e 6bae dokycupa-
Ho Bbpxy Codus kaTto KOHKpeTeH case study, pas3rnegaH 1 B CpaBHUTENHA NepcrnekTiea ¢ apy-
1 GafikaHCKK CTONMLM, U36paHN KaTo TUMONOrMYECKN NPEeACTaBUTENHU.

[MbpBO, ONakoBaHETO Ha rpafa Kato TypUCTUYECKU OBEKT NpeacTaBa pasbupaHeTo 3a rpaja
KaTo UHTEpeCeH 3a uyxaus nornen. KoHKpeTHMTE cTpaTernm 3a Bu3yanmaupaHe, n36opbT Ha
npencTaBuUTENIHU/MHTEPECHU MEeCTa NPOosBSABa MECTHOTO BbOBPaXkeHME 3a eBponeeLa, AOKOJ1-
KOTO ronemuaT agpecar Ha 6ankaHckmuTe obpasu e BuHarn EBpona. ViHcueHupaHeTo Ha onpe-
JeneHn MecTa KaTto UHTEPECHW, Npeanosara eaHo NpeaBapuTeSNIHO KOHCTPYUpaHe Ha BbHLLHNSA
norneq Kato MHTepecyBall, ce OT ONpefeneH BUA NPOCTPaHCTBa 1 cnsn 3a apyrute. B To3n
CMUCB/ Npe3 rnegkuTe OT rpaga MoXke Aa 6bae NHTEPNEepPTUPaHO UMEHHO BbOGPayKaeMoTo
KOHCTpyupaHe Ha agpecara; fa 6bfart pa3yeTeHun pasnuuHnTe Busnm 3a Espona, kouto npu-
CbCTBaT B NyG/IMYHOTO NPOCTPAHCTBO.

BTtopo, npe3 B13yanu3npaHeTo Ha rpaga Kato TYPUCTUYECKN O6EKT MOraT Aa Ce UHTEePnpeTu-
pat pasbupaHusita 3a camus rpag. PasnnyHuTe npeacTaBuUTENIHN MecTa BCbLUHOCT NPaBaT BU-
OMMW PasnnYHUTE rPaackn Naeonornm, USMUCTSHETO Ha TPaauUmMsTa 1 KynTypHOTO HacneacT-
BO, KaKTO 1 NpoekTa 3a 6baeLleto Ha rpapa. OTTyk, cnegosaTeniHo, Morat Aa 6baaT PeKoHCT-
pyvpaHn UMNAIMUUTHUTE ONpeaeneHns 3a rpaaa kato eBpOonencku, 6ankaHcku, 6bArapcky, Kak-
TO U OTHOLLEHUATA MEXIY TSIX.

TpeTo, B aHann3a Ha TYpUCTUYECKUTE NPEOCTaBsAHNSA Ha rpaja LWe ce TbpPCAT BU3yaNHUTe KOpo-
Be, 3a4adeHun OT N306pasnTenH1Te N3KycTBa. TO3M acnekT Ha M3cneaBaHeTo MOXKe Aa NoKaxke
B KAKBO OTHOLUEHMWE BNN3aT NErNTUMUPAHUTE KaTO BUCOKN N306pa3UTESTHN N3KYCTBA U TypuC-
TUYECKOTO MNPEefcTaBsHe, KOETO Ce MUCIIM NMOBEYE KaTo CTpaTerns Ha peknamara, OTKONKOTO Ha
N3KyCTBOTO. B TO31 CMUCHN MOXXE 42 Ce PEKOHCTPYMpAT OBLUMTE ONTUYECKN OYEBMOHOCTU HA
€[HO NPOCTPaHCTBO U fa Ce BNUWAT o6pasnTe B egHa o6Lua BU3yanHa Mpexa.

Llenta Ha NpenfioXXeHns MPOEKT e fa Npourpae N3NoXXeHWs TeopeTUYeH MOLEN B €0HO KOHK-
PETHO M3cneaBaHe Ha BU3yanHuTe penpedeHTaumnm Ha Codus B TYpUCTUYECKN KapTUYKK, anby-
MW, CaiTOBE 1 BUPTYanHW KapTuuku. Cnpsamo oTAenHUTe 06eKTU Ha aHanns3 M3cneaBaHeTo e
NPeanoXu pasnuyHn NoOXoamn 1 OrpaHMYeHns. AHaNM3bT Ha KapTuuKku, anbymMu, TYpUCTUYECKN
JINCTOBKU U T.H. KATO TPaauLMOHHN GOpMK Ha NpefcTaBsiHe Lie 6baaT aHann3npaHu B CTopu-
yecka nepcrekTuea.

Mpu cbBpemeHHUTe 06pa3n Ha Codus BaxxHa € CpaBHUTENHATA NEPCMNEKTIBA B HAKOMKO nna-
Ha. MMbpBO, MeXay BU3yanHUTe penpeseHTaummn Ha rpaga npes pasnuuHn meguymu. Bropo,
CMPSIMO CbBPEMEHHUTE BU3YasiHN pernpe3eHTaunm Ha Apyri 6anikaHCcKy ctonuum. Xunotesarta
e, ue 06pasmnTe Ha Pas3fIMYHNTE HALMOHAHM CTOMUM We 6baaTt CTPYKTYPHO egHakeu, T.e. Wwe
n36rpaTt efHaKbB TUM NpPeacTaBuUTENHM MECTa U LE UMaT o6Lum ,6enm neTHa", Wwe ckpuear eg-
HU 1 CbLUM rpaackmn peanuun. OT Te3n no3numm xnnoTesarta Ha U3cneaBaHeTo e, ue NHTepnpeTa-
TMBHO MOXXE fja Ce OTKpKneE ,,06LL0 MACTO“ — bankaHn — B HaUMOHaNHUTE NpeacTaBsaHns, KOETO
e nrpae ponsita Ha o6Lua pedepeHTHa pamka, T.e. Le ce ABsBa KaTo MpeXka OT 06LUM UMMNu-
LMTHU 06pasn, HO HAMA [a Ce MHCLEHMPa KaTo eKCNIMLMTEH 06pas.

The project is focused on the analysis of visual representations of the Balkan city as a tourist
sight. While Sofia will be the main part of the case study, several other typologically selected
cities will be addressed in a comparative perspective.

Firstly, the representation of the city as a tourist topos stages it as an object of interest for the
outside viewer. The process of inventing a desired image of oneself implies integrating the
other’'s gaze, imagining his/her centre of interest, and re-evaluating one’s identitarian
resources. Thus visual representation of the city helps us reconstruct the imagined addressee
of local culture.

Secondly, tourist sight packages reveal the local notions of the urbanity. The choice of sites
to offer to the tourist gaze articulates different narratives of the city, different strategies for
invention of tradition and projects for the future. Thus, we can reconstruct the implicit interpre-
tations of the city as European, Balkan, and national as well as various relations in between
these notions.

Thirdly, analyzing the tourist images of the city, | will try to study the visual codes, formed in
the visual arts. | will thus address the relations between art and tourist advertisement, as well
as the possibility for the artist to model the perception of reality.

The study will be based on the representations of Sofia in postcards, albums, sites and virtual
postcards. | expect that different media will depict different images and versions of the city. |
will try to analyze tourist sights in a historical perspective especially concentrating on Sofia.
Contemporary images will be interpreted in a comparative perspective. | will try to reconstruct
- if any - common urban visuality throughout the Balkans. My hypothesis is that different cities
draw upon similar historical resources, develop similar strategies for visualizing the city, illumi-
nate similar spaces and remain blind for others. The point is to find out whether there is a
"Balkan visual code" that identifies cities as Balkans.

Uodpus. Hapajnmn T fih

W IPAICESTE FPAINES-

Codus npes 20-n
n 21-Bn BeK

Sofia in the 20th
and the 21st
centuries

[opela nuHna 3a Bu3yanHun HepepHoctn / Hot Line for Visual Irregularities

Bce no-manko nckam na s rnefam... KBapTanuTe, B OKONO-60KOBUTE NPOCTPAHCTBA.

[pen cmasHUs My nornea ce Bb3BULLIABAT
Kamapu 60KnyK, aynku-6e3aHu, pyuHu ot
OUBLUM 11 HACTOSILLIM KbLLW —
@ APXMTEKTYPHU 11 UCTOPUYECKM MAMETHULN
(HSIKOW MbAHN CbC CKUTHULM 1
HapKoMaHu, Apyru, 0CTaBeHW HApOUHO Ha
camopaspyLueHue). U Hukoii He ro e eHs! Huto
UMHOBHULM, HUTO FPaXAaHU, ako BCE OLLEe Ce Hammpart
Takuea. HuHa HetikoBa

Codus craBa Bce No-kpacuBa, 0CO6EHO LEHTpanHara
rpaficka 4yacT. 3a MeH NMYHO Haii-apasHeLla e
coduitckara astorapa. Mapuena bopucoBa

Busyanna HepegHocT N21 — Hewl0To, NpunMyaLLo Ha
Xyl — HapeueHo emonema Ha Codus unm He 3Ham
KaKBO, HanpaBeHO OT CKynnTypa
YankbHoB.OTBpaTtutenHo e. BuayanHa HepegHocT Ne2
— CTPOSAT Ce HEMPEeKbCHATO Y)XaCHU NOCTPOIKM,
HapeyeHn MOJEPHN UK NOCTMOAEepHN. Buanpam
TONyna Ha brbna o lpaackara ranepus. Bans BbakoBa

Jlo ckopo xuBsxX BbB BapHa 1 ocTaHax oyapoBaHa oT
XurneHara Ha rpaga. MHoro xopa

Ca BKJ/IOYEHM B 03ENEHABAHETO 1

nouucTeaHeto my. B Codus mu ce

Habu B 0UMTE MPbCOTUATA MO

HaBcsikbae e nsbysna pacTuTenHoCTTa - He Kbprexu i
3MUK, @ U MEYKM ia UMa NaK HaMa aa ce BupAT. A
peuara Hu wrpast Tam!!! (...) AKo He MOXe cTonnyHaTa
06LMHA 2 MOeMe MOYNCTBAHETO Ha rpaaa, ja ce
HampaBy peKnamHa Kamnaxus - ,Hawusr rpag — no-
UNCT 1 MPUSTEH 32 XXIUBEEHE" UMK HELLIO NOJ06HO.
Bcuuki fia ce BKIOUMM Npe3 YUKeHAA fia nouncTum
0KO10-6110KOBUTE CU MPOCTPAHCTBA. (...) CurypHa cbm,
ye MHOTO XOpa LLe NPerbpHaT 1aesTa,0co6eHo ako
o6LmHata coaenctea. C yBaxenue: PaliHa Bacureba

(- ) Ako nmare Bb3MOXHOCT Ja Bne3eTe B Codus ot
marucTpana Xemyc, 06bpHeTe BHMAHNE HA MPbCHUTE
o6nauu NyLeK, KOUTO Ce HOCAT KM 1 NOKPUBAT rpada
HU — OCBEH, Y€ MPaBy NOLLIO BrigyaTieHne Ha BCUUKM
MOCETUTENN € 1 MHOTO BPEHO 32 3APABETO Ha BCUUKU
codusHUM 3Ham, Ye NPo6EMbT € MHOrO CEepuo3eH i
TEXbK, OT KDEMMKOBLW 3aBMCAT MHOrO Xopa (1 MHOro
napw), Ho BbMPEKM TOBa TPsAGBA [ia Ce Hanpasu
Hewo.(...) Cogus lManatiomoBa

/<2

| want to look at it less and less... Piles of garbage,
holes as big as caves, ruins of former and currently
used houses that are architectural and historical
monuments (some of them full of bums and drug
addicts, others — left to decay on purpose) are
mounting in front of my astounded gaze. And nobody
cares! Neither the administration nor the citizens pro-
vided there is still some left. What do you think of the
idea of Peichinov (a businessman) to throw around
his means and ,creative“ bravado in order to tear
down the mythic pub ,Under the Linden trees” and to
build up a BUSINESS CENTER? Great, isn’t it? Nina
Neikova

Sofia is becoming ever more beautiful, especially the
center. For me the most irritating part is the city bus
terminal. Mariela Borissova

Visual irregularity # 1 — that thing that looks like a
dick, which they call the emblem of Sofia, or | do not
know what, that was made by the sculptor (Georgi)
Tchapkanov. It's disgusting. Visual irregularity # 2 —
they are constructing horrible buildings all the time and
they call them modern or postmodern. | have in mind
that thug on the corner near the Sofia Municipal Art
Gallery. Vanya Vulkova

| was living in Varna until recently and | was fascinated
by the cleanness of the city. Many people are involved
in cleaning and maintaining the greenery of the city. In
Sofia | was astonished by the dirtiness in the neighbor-
hoods, especially the spaces between the apartment
blocks. There are wild bushes everywhere and even if
there are bears there no body will notice, let alone ticks
and snakes. Our children play there!!! (...) If the
Municipality of Sofia can not take care of the cleanli-
ness of the city then there should be an advertisement
campaign under the logo ,Our City — cleaner and more
pleasant to live in“, or something like that. We should
all get involved on weekends and clean up our in-
between the blocks spaces. (...) | am sure that many
people will contribute gladly, especially if the
Municipality helps a little. Respectfully, Raina Vassileva

(-..) If you have the opportunity to enter Sofia from
the side of the Hemus Highway you should pay atten-
tion to the dirty clouds of smog that are stretching for
kilometers and cover our city. Except for making bad
impression on all visitors, this is also very harmful to
the health of all people living in Sofia. | know that’s a
very serious and grave problem since a lot of people
(and money) depend on the (polluting) factory
Kremikovtzi. Still, something must be done. (...)
Sophia Panayotova
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Buxxyba -

1. ocobeH BUA BN3yanHO MNCIEHE N aHaNTUTUYHO noBe-
OeHune OT cTpaHa Ha eguH XyaoxHuk /J1.6./, B3anmogeiic-
TBaLWo ¢ nHTepdelica Ha rpag Codus

2. NpoAyKTLT/NPOAYKTNTE HA TOBA BM3YyanHO MUCIeHe

Mpouec:
3abenassam, ye nHTepdencoT Ha rpag Codus e pasnmueH B
pasnuyHM Yactun Ha rpapa.

B ueHTbpa goMrHMPa KOpnopaTnBHOTO N10r0, Pas3ronoXeHo
BMCOKO rope Mo MokKpuBuUTe Ha CrpaguTe 1 JOMUHMPALLO BU-
3yanHaTa cpefa. To e NbCKaBo, He HOCU KOHKpeTHa nH$op-
Maums U B CMUCIIOB Mf1aH € a-KOHTEKCTyanHo, Uan Nno-TOYHO
€ CBOSi CO6CTBEH KOHTEKCT 63 Bpb3Ka C NpoayKTa, KOUTo
KopnopaumsTa npegnara. KopnopatusHOTO f10ro ynpaenssa
MMraHTCKN BM3yanHy NPOCTPaHCTBa.

B kBapTanute u3BbH LEeHTbpa, HO AOPW 1 B LIEHTbpa Ha BU-
coumHaTa Ha eViH YOBELUKW PbCT, AOMUHMPA MaXfeHCKOTO
noro. To e ANPEKTHO, CTOM B HENMOCPEACTBEHA 6A130CT A0
KIMeHTa/rpakaaHnH Kato ce BTbPKBa B TAIOTO U OUnTE My.
MaxneHckoTo noro ynpaenssa NpPoOCTPaHCTBOTO B pagnyc ot
15-25 M 1 npegcTaensisa BU3yanHo ,npenukaBsaHe” Ha Tepu-
TOPUA MO Maxasnu, Taka KakTo NpasaT TosBa YNYHUTE rneco-
Be. Mexxgy Max/1ieHCKOTO 10ro u 6n3Heca, KOMTO TO MPOMO-
TMpa, HAmMa guctaHumsi. MaxneHcKoTo f1oro e rpy6o un He-
CTUSIHO, HO € BUTasIHO 1 ByNrapHo.

B me)xxauHHaTa TepuTopursa ce HamecTBa TPETU TUM NPUCHCT-
BMe B uHTepderca Ha rpaga. ToBa e 6bnrapckuaT 6un-
6opga. Npencrasnssa NPOMoLMS HA MECTEH BU3HEC C HaLMO-
HanHu npeTteHumn. Mpumep — 6un6opposeTe 3a KapHobaTtc-
ka rpo3pnosa, bucepHa rpospnosa, Bogka X-taz. Bearapckuart
6un6opp oTpassiBa rno Hewo 1 OT ABarta ropHu Tuna: a/ no
dopma - Tol e NbCckas 1 NPUBMIEKATENIEH KATO KOPNopaTUBHO
noro; 6/ B MUCNEHETO 1 MOCNaHNATa CY € BYNrapeH 1N KOHK-
PETEH KaTo MaxfeHCKOTO floro. B T03m cmucbn 6bnrapckuat
6un6opp e eqHOTUMHO SIBIeHNE KaTo ,non-ponk”, ,yanra“ un
T.H.

Mopo6eH Bua TPOMYHO pas3cnoeHne ce Habnmiogasa CblUO Ta-
Ka 1 B apxmTeKTypHaTa cpefa, KosaTo obave ce pasnonara
no Apyr HaunH BbB BPEMETO — HacnoeHuata ot npean 1989
r. n T.H. Ta3n cpepa, 0co6eHO0 OGUCHOTO Y XXUINLLHO CTPOU-
TencTeo cneq 1989 r., obaye Bnusie Bbpxy uHTEepdenca Ha
rpaga rno HauuH, CXOAEH C NOroTo 1 6unéopa-a.

MpouecyanHaTa cTpaHa Ha npoekTa ,XoT Cutn Buxybn®
npeanonara HaTPynBaHEeTo Ha HAGMIOAEHWS N BU3YalHN KO-
MeHTapu no noBoan N HaYNHN, d)I/IKCVIpaHI/I B NpunoXxeHna
~AHEBHVK 3a NpoM3Xoda 1 CbLUHOCTTa Ha PaMKOBUS Npo-
ekT". Ta e cBbp3aHa C YCNOBMETO, Y€ KOHTEKCTLT Ha CTUMEH-
AnaTa e ANCKYCUOHEH 1 ANCKYPCUBEH, a HEe € OPUEeHTUPaH
KbM €AMHUYHUN OGEKTU.

Mpopaykr:

A/ CbwHOCTTa Ha MOf NPoeKT ,, XoT Cutn Bimkybn“ 3a
»Bu3yaneH cemnHap“ e peksama Ha MaxJlIeHCKN /ceme-
€eH/ 6u3Hec No KopnopaTnBeH HaunH B NyG/MYHOTO Npoc-
TPaHCTBO Ha rpaga. Nl o6parHorTo...

B/ JJOKONKOTO NPOEKTbT € NOJIoXKeH B KOHTeKcTa Ha Bu-
3yallHUA cemMunHap ¢ HerosuTe ge6arTn 1 akagemmnyHa
cpefa Ha eXxeJHEBHO NPMCHCTBNE Ha CTUNEHANaHTa-xy-
NOXXHUK, TON NpeaBuXaa n NpoayKT-KaTo-npouec peanu-
3auns:

1. ,fopelwia nuHNA - Bu3yanHu HepegHoOCcTN /TenedoHHa
JIMHNA 3a Bpb3Ka ¢ megun n xopa/*“

2. ,Mipumepn — gHEBHUK Ha rpagckuA nHtepdenc /yHn-
KasiHa XygoXXHNu4ecKa kHura B 1 eksemnnap/“

Tes3n gBe NUHUM Ha paboTa He 3aBUCAT OT BIOKETHN Oorpa-
HUYEHUSs, HO 3a CMeTKa Ha ToBa ca MOCTOSHHO AencTBaLlN.
Llenta um, ocobeHo Ha ,lopelia nuHus...“ e Aa mogenupar
cuUTyauus Ha NOCTOSIHHO fAencTBalla Bpb3ka mexay Busyan-
HUS CEMUHAPp, XxopaTa u MeaunTe /OTOENHN XXYPHANNCTW/, KO-
UTO MO TO3W Ha4MH MoraT Aa MMat CTUMYn 3a NPUCHbCTBUE Ha
paBHM Hauvana B cemmHapa. Cbaenkn no HAKOW CTaTtimn BbB
B-K ,24-yaca“ ToBa 61 610 NpUBIIEKATENHO HaNpUMep 3a
TSX, Tb KATO MMa NOTEHUMAN 3a CEH3aLMOHHO PEMNOPTLOPCT-
BO.

B/ MpoekTbT Npeasmxaa U Ny6aNYHO NoKasBaHe
Ha uenus pesynTar

n° 2003

ual

JTbuezap bospxueB

Luchezar Boyadjiev

Vizual -

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

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

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

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

In the neighborhoods outside of the center, even in the cen-
ter at the level of the eyes, the dominant visual presence is
of the neighborhood logo. It is very direct and positioned in
close proximity to the client/citizen while rubbing itself visual-
ly in his/her body and eyes. The neighborhood logo is com-
manding a space of 50 m in diameter and is actually a kind
of visual ,marking of a territory“ like the stray dogs in the
same neighborhoods of Sofia do. Between the neighbor-
hood logo and the business activities it is promoting there is
no distance. The neighborhood logo is rough, crude in style
but it is very vital and vulgar.

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

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

The process aspect of the project ,Hot City Vizual® presup-
poses the accumulation of observations and visual commen-
taries of cases and in ways exemplified in the attached
»Diary of the origin and the substance of the frame project®.
It is related to the pre-condition that the context of the fellow-
ship is one of debate and discourse rather then one oriented
to single art objects.

Product::

A / The substance of my project ,,Hot City Vizual“ for the
Visual Seminar is to build up an ,advertisement cam-
paign“ for a certain neighborhood (family) business in a
corporate way within the public space of the city. And
vice versa...

B/ In as much as my project is positioned within the con-
text of the Visual Seminar with its debates and academic
context of daily work of the fellow artist, the project an
additional element that is best described as ,,product-as-
process“. Here | do envisage two lines of work/activity:
1. ,Visual Hot-line for visual irregularities“ — to connect
to people and the media

2. ,Samples - a diary of the city interface“

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

e A

C/ The project foresees a public presentation of the whole

process and results in both public and gallery space.
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OTKkbae MOXKe aa pa3deperte, ue ToBa e MIHcTUTyTa 3a cneluHa
MeguumnHcKa nomouy "Muporos", a He marasnH 3a TeXHNKa
"Pununc" unn "odpuca" Ha Moa maxneHckmn Knouap? Kakro
KoprnopauuuTte, Taka 1 MankuaT MmaxieHCcKn 6usHec TpsabBa aa
nMar paBHO NpaBoO Ha peKnama 1 Jo6bp WaHC 3a NpocnepuTeT B
TO3M rpag...

How would you know this is the emergency health care hospital
Institute "Pirogov" and not a Phillips shop or my neighborhood
key maker’s "office"? Both corporate and neighborhood busi-
ness should have equal rights to advertisement and a fare
chance for prosperity in this city
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Pa6oTHNAT opuc Ha Mos MaxyieHCKN Kiouyap
My neighborhood key maker’s "office" of operations

)KnBOT B cAHKaTa Ha MOHYMEHTHTe,

nnun Kak aa nsnonssame "npasHute” ocrarbun

OT MUHANOTO, 32 KOUTO HMKOW He ncka aa Mmucnmn?
Life in the shadow of the monuments

or how to make use of the "empty" rudiments
from the past that nobody cares to think about?



My6nuuHa puckycus/Public Discussion

Hanu mpsa6Ba ga pa3zaexgame mo3u 2pag camo
om HezamuBHa eaegHa moy4ka, mpsi6Ba Au ga
noggbpxxame eguHcmBeHO wabAOHa Ha
o6pyesaBaHe Ha Codus? Moxe 6u mps6Ba He camo
,ga kpumukyBame*, He camo ,,ga ce 6opum* 3a
HAKkakBa cBosa ugeanHa uau Hocmaaegu4yHa, yucma u
npedyucma Co¢us. Moxke 6u cbujo mps6Ba u ga
Bb3numame o4yume cu 3a Bugumume u
HeBugumume yapoBe Ha mo3u epag, 3a
Bb3xumumenHomo my, wapeHo pa3Bumue, 3a
Kpacomama Ha He2oBus xaoc.

Anekcanpbp Kboces (kyntyponor):
Bce noBeve Bu3yanHara cpega Ha
edVH rpaf € peLlaBalla Xnu3HeHa
cpena. Ta Bb3aencTBa Ha HerosuTe
TPaXAaHN — Bb3AENCTBA HA BCUUKM
Hac, Bb3aeicTBa 0COBEHO CUHO Ha
HawwmTe feua. Moxem nn B T031 BCe
NOBEYE WHTEPAKTUBEH CBAT Aa 0CTa-
HEM MaCcUBHYU N0 OTHOLLEHME Ha TO-
Ba Bb3[ENCTBUE U aKO CKaMe Ja
ObJIeM aKTUBHI KaK MOXEM [1a 6b-
nem. KakBo fia HanpaBuM ¢ eauH
rpaa B Npexof, KOWTO HU 3acunBa ¢
pasHoo6pa3Hu nocnanua? mar nn
Te 061 3HameHaTen? Moxem nu pa
ce opueHTupame cpep Tax? mame
NN BU3yanHa rpaMmoTHOCT 3a TAXHOTO
pasuntaHe?

BenHara o6aye Bb3HUKBA KOHTPa-
BbMPOC: KOIA IMa NpaBo Aa ce Ha-
MECBa, KaK 1 AOKbae ca rpaHuLuTe
Ha Hamecarta? [oBopuM 3a ,,eKono-
TS Ha BM3yanHata cpefa‘“, Ho Tasu
meTadopa TBbpAe NECHO rpaHnyn ¢
efHa HeeMOoKpaTiuHa LieH3ypa, ¢
MOPanu3aTopeTBO, C MPbHKaHe, ¢
MbPMOpEHE 32 TOBa KONKO € rPo3eH
TO3M rpag u T. H. Kak na pasnmunm
€[HOTO OT ApyroTo?

N He Ha nocneaHo MACTO, TyK, Ha
mbpBaTa AUcKycus Ha ,BusyaneH ce-
MUHap“, ca ce cbbpanu aBe Karero-
puUK XOpa: a3 Hapuyam Ha Luera mbp-
BUTE ,6E3CNOBECHN®, @ ApyruTe —
,0€3-06pasHn”. ma dunocodu,
NUTEPATOPU, UCTOPULIN, XYPHANNCTM
11 Haii-pa3nnyHi Xopa rmaBHo OT
YHUBEPCUTETA, KOUTO MHOMO A0GpE
MOrat f1a roBopsT, HO Te Manko pas-
Gupart Kol0BeTe Ha HoBaTa BU3yan-
Ha KynTypa. /1 nma xynoxuuum n
CreuManucTI No BuU3yanHa cpena,
KOWTO pa3éupar cTpalHO MHOTO OT
TE3M HeLa, HO Te MbK He YaK TONKO-
Ba 06pe roBopsAT. Kak aa cBbpXeM,
KaK [a Aanem Ha KbCO CMOBECHUTE 1
BU3yasnHuTe KOIOBE — TOBA € eauH
0T Npo6nemuTe, KOUTO MHOTO CUNHO
HW 3aHMMABAT.

Jlbue3ap bospxmnes (XymoXHUK):
ToBa, koeTo Lue Bu nokaxa e Bu3ya-
NeH [OHEBHUK Ha pa3xoaKu 1 pas-
mucnu u3 Codust — HAKaKBU Hela
HabNtofaBaHu, HaAKakBM HeLla Aou3-
MUCneHn. A3 CbM y6efieH, e Hai-
HUCKMAT 06LL, BU3yaneH 3HamMeHarten
Ha Codus Tpsbsa aa ce Tbpcu nNo
MaxanuTe, a He B roNieMUTE OTBOpE-
HU rpapcku npocTtpadcTea. OT mpyra
CTpaHa CbM CUIypeH, Ye uma ronsma
pasnuka Mexay ToBa NpPocTo fia rne-
[aLl rpafa, kaTto Ye N HAKaK cu na-
CWBHO [a ro perucTpupald npeg
ouuTe CU 1 Ja Buxpaw rpapa. Jloru-
Kara Ha ToBa, KoeTo Bu nokassam e
6a3upaHa Ha HaMMPaHeTo Ha BU3Y-
anHu HepegHocTw. U Han-HUCKnST
0611, Bu3yaneH 3HameHarten Ha Co-
¢us e B TOBA, Ue BCEKM MOXE fia 3a-
Kauu BCMYKO BU3YaNIHO 11 KOMyHMKa-
TUBHO, Kb[IETO 1 J1a € U3 rpaja.

Eto Hanpumep B ,Maxana“, ycnos-
HO KasaHo — ToBa e ,Mnapoct® 1

A, Ha MSCTOTO, Ha KOETO cera e
GnecraLlaTa KOpPNopaTUBHa LEHTpa-
na Ha ,Mo6ukom" umatle npeaun
TOAUHW eOUH CynepMapKeT 1 B ToBa
,BNMBaHe" MeX[y ABa BUAa pear-
HOCTN — KOPMOpaTMBHA 1 MaXxmeHc-
Ka, HamMmupam 06LLKS BU3yaneH 3Ha-
meHaren Ha Codus. ,Bnueareto®
CTaBa Ha MHOTO HIBA, N0 MHOO
HaunHK, C MHOTO MoKasaTenu, Ha
MHOr0 MecTa.

B maxanute ToBa ,BnnBaHe” Ha Kop-
nopauuuTe cTaBa no MHOMo ApacTu-
YeH HauuH. Te TyTakcu ce Npespb-
LLAT B LIGHTbP Ha XWBOTA Ha AafeH
KBapTan, KakTo BU3yanHo BUHarK ca
MHOFO MO-NbCKaBK, GnsicKasw, ¢
pednexTupalLym dpacagHu noBbpx-
HOCTW, KOETO SICHO MOKAa3Ba, ue Te3n
CbLLNTE KBAPTANK 0 MOMEHTa, B
KOWMTO Ce nosiBu ga kaxem ,Makno-
Hanac” He ca UMani CBOWA LIBHTbP.
Ho BbNpOCHT € fianu TO3M LIEHTbP,
KonTo npeanara ,MakgoHanac” e
NEeCTBUTENHO HAKAKbB 0OLLIECTBEH
LIEHTbP 32 Ta3k 06LUHOCT OT Xopa
1NN He €. BudyanHo npu BCUYKM
cnyyau e.

Mo HaTaTbK ca HAKOW NPEANOXeHMs
KaKBO [a ce npaeu C Ta3i rpaacka
cpena. A3 mucns, ye Tpsi6Ba aa ce
0T71aBa PELLUTENIHO MHOIO roNsiMO
BHUMaHNE Ha TOBA, KOETO CE CyuBa
M0 MaxanuTe W HeLLo 0T MaxanuTe
[a Cce NPOCMyKBa B ronemMuTe rpaac-
KN NPOCTPaHCTBA, a He 06paTHOTO.
Cnef KaTo HUKOIA Taka 1 He Hamepi
3a HEOOX0AMMO [Aa PEKOHCTPYUpa 1
3anasu nametHuka ao HAK, 3awo
TOraBa Toil fia He Ce NPEBbPHE B Hsl-
KakBa XunuwHa nnow? dpyrust Ba-
PUaHT € KaK Aa Ce HanpaBsT HOBUTE
X.K. B Cous Manko no-kpacusu.
ETo Hanpumep enHo OT MouTe npef-
NOXEHUSI & CNEAHOTO — XK ,buiAtbne
1A%, npu KoeTo 6NOKOBETE B TO3U
X.K. Ca noapeaeHn Kato 6ykeute OT
npouyyTaTta neceH Ha ,buittbnc”.
Mucns, ye maxanara e cTaHe no-
cmucneHa. NMpocTo BbNPOC Ha CTpo-
€X, Ha peknama, LLie Ce ABAT HAKaK-
B XOpa, KOUTO B1xa MOrnK Aa cu
KynsaT anapTameHTIn Tam.

Jluno Monos (apxutekr):

BbnpocbT, KOWTO Ta3n auckycus
MOCTaBs KaTo OCHOBEH — 32 MEH €
3a BU3yanHara upeHTyHocT Ha Co-
¢wms. MNpes nocnepnute 10-15 rogu-
HIN HaBMA30Xa MHOTO HOBW BIAOBE
Crpagu, Karo 3anoyHem OT MbpBUTe
Marnku TEHEKUEHU Mara3uHyeTa
(BCMUKM C peLueTk — eaHa peLue-
TbYHa TEHEeKMeHa CybapXUTeKTypa);
Ha [Ipyrisl MomoC NbCKaBUTE rpaHi-
TOrpecHu 6aHkn. Hapepn ¢ Teaun xpa-
MOBE Ha Kanutana ce nosieuxa 1 uc-
TUHCKITE XpamoBe, MHOTO YepKBH,
rmasHo B Codus. CamoTo rpaacko
MPOCTPAHCTBO Ce UHTEH3NMLMPA —
Tam Kb[eTo Npeau BpeMe UMalle ef-
HO KadeHe 1 Tpu MarasuHa cera mo-
Xe Ja uma neTHanceT kadeHera n
ABaNceT marasnHa. B cbLLOTO Bpeme
06aue He CbM y6eaeH, ue To ce fie-
MOKpaTt13npa. AKO 1eMOKpaTYecKu-
AT ugean e ugeanbT Ha HalleTo Bpe-
me, KOWUTO TpsibBa 4a Hamepu oTpa-
)XEHWe B rpaackara cpeaa, 1o 6u
TpA6GBANO 1 rpafcKuST NapTep, ToBa,
KOETO € Hail-0oCTbIHO 3a Y0BeKa —
1 BU3yanHo, 1 TaKTUNHO, 61 fa 6bae
OTBOPEH, JOCTbMEH, @ B CbLLOTO
BpEME HUe BIDKame, Ye Kato ye i,
NPUMEPHO B LieHTbpa Ha Codus, Ta-
31 LOCTBLMNHOCT Hamans. Ha macToto
Ha KYNTYPHN LIBHTPOBE, Ha KHIKap-
HIULM, HA KadeHeTa Aoipoxa GaHKN,
NYKCO3HM Kny6oBe. /13BeaHbX TO31
napTep cTaHa No-HeAeMOKpPaTUyeH,
Mn0-3aTBOPEH, NO-HE[OCTbMEH.
TpeBOXHUAT BbNPOC W Napaaoke e,
Ue eAHO OT HellaTa, KOUTO Npuaasa
onpepneneHa upeHtnyHocT Ha Codus
— HEeiiHOTO NCTOPUYECKO HacneacT-
BO, KOETO 51 Npuo6bLiaBa kbM EBpo-
Ma— apxuTekTypaTa oT HauanoTo Ha
20-Tv BeK e NoANoXeHa Ha npec-
TbMHO YHULLOXEHMNE KaTo N0 TO3K
HauWH NapafoKChT €, Ye Te3n HOBM
VHTEPECH HaBNW3aT B Ta3n cpeaa
MMEHHO 3apaau KayecTBata, KOUTo
MCTOPUYECKOTO HACNENCTBO, KyNTyp-
HOTO HannacTaBaHe 1 npugaea. 3a-
TOBA KanuTanbT, GU3HECHT Ce UHTe-
pecyBa TOUYHO OT Ta3u cpepa. Hacta-
HABAIKN Ce TaM TON PEeXe KIOoHa, Ha
KOWTO cemu, YHULLI0XaBalikn TOBa,
KOETO, 1a FOBOPUM C rpyouTe MOHS-
TUA HA NasapHata MKOHOMUKA, No-
BlULLIABA LIEHNTE HA TepeHa.

11 BbNPOCBT, C KOWTO LU 3aBbplla —
TpAGBA NN 11 MOXE NN fia UMa cne-
unduyHa, ocobeHa coduiicka apxi-
TekTypa? Moxe 61 ako MMa HsKakbB
0C06EH CODUACKN CTUN HA XUBOT.
Apx. Xpucto leHueB TBbPAM Hanpu-
Mep, ue ToBa TpsA6Ba Aa 6bae cnop-
Ta, UMaikn npeasua 6nM30CTTa Ha
BuToLa 1 0co6eHNs HXHALIKM Ha-
UnH Ha 06LLyBaHe Ha codusHuN. Ha-
BSIDHO UMa W pyrit NapameTpu B
CTUNA Ha XXWBOT, HO TOBA € BbIPO-
CbT, KONTO CNOPEA MEH BbJHYBA ap-
XUTEKTUTE — KaKkBa TpsibBa f1a 6bae
CbBpPEMEHHaTa CopUIACKA apXuUTeK-
Typa, TpA6Ba N1 Aa 6bae 0C06EHO
YHUKanHa 1 N0 TO31 HauWH aa aon-
puHacs 3a coduickara BusyanHa
WAEHTMYHOCT.

Buyxnate

b

Oumuntsp Croitues

(MeHnmXLP No peknamara):

3a meH obpxasata bunrapus e msc-
T0, KOETO 60ME3HEHO CE Hyxaae OT
MpaBeHe Ha Hewwla, BKIHOUNTENHO
BCMYKO TOBA, KOETO BUE NOKa3Bare
BU3YasiHO, TO CbLLO UMA HyXaa OT
MpaBeHe 1 ako UMa HyXx[aa oT roBo-
peHe, TO TOBA rOBOPEHE MMA HyXaa
[a Ce CNyyl Ha HYXHOTO 3a ToBa
MSCTO. AKO HIe Cera ¢ Bac BOAMM
Ta3u AucKycus, a3 6ux npeanoven
na s Bogum B O6LUMHCKMS cbBeT. [la
CTe Yynu Aa MMa ANCKycus 3a rpaac-
KOTO MpocTpaHcTBo Ha Codunsa? [a
CTe Uynu COpUINCKUTE BECTHULM [a A
o6Ccbxaat, aa nyénukysar nnaHoBe,
[a nybnukyBar CbCTesartenHn odep-
T, QPXUTEKTYPHN MEEU, KOHLenuun,
[a 06CbXaaT € rpaXxaaHCcTBOTO TOBA
Hewwo? He, He cTe uynu, Hanu? Hue,
Korato npaBum 6KU3HeC, ce onuTBa-
Me [0 HalmTe KoHcymatopu. Mo cb-
LMK HAYMH aKO MCKaTe Ja HanpaBuM
HeLLo 3a rpafckara cpefa To Tpsioea
[a 6bae NpocTo Mo-NPaBUNHO Haco-
ueHo crnopen MeH. Tpsi6ea aa 6bae
OPUEHTUPAHO KbM TE3W, KOUTO 51 py-
AT, KbM Te31, KOUTO M nomarar
KbM Te3M, KOUTO NPOCTO Ca Hebpex-
HIN KbM HES WITi KbM Te3M, KOWTO ca
MHOr0 nonesHu 3a Hesl. Peknamara B
rpafckarta cpefa € HeLlo, KOeTo ro
BUXKAATE BbB BCUUKN CTONNLM B
CBETa, B HAKOW NOBeYe, B Apyru Mo-
Manko. A3 1 HamMupam 3a 6e3kpainHo
KpacuBa. [la, uma cnydau, B KOUTO e
Henena, UMa Cnyyaun, B KOUTO He e
[06pe U3MbiHEHa, HO Te Ca YMUCTOo
TBOPYECKMN PELLEHINS HA MOMEHTA,
TOBA Ca eK3eKyTUBHI PELLUeHNs, Taka
uye a3 He BIKOAM NONEMUKA B peK-
namara 1 B rpagckara cpepa. fla ce
HanoXu Kyntypa BbpXy 6usHeca,
KynTypa Ha rpajcko noBeaeHue, To-
Ba He e Npo6nem — TOM 1 HOCK CbC
cebe cu.

Huwe pa6oTum B efHa U3LAN0 HOBA
cpefna, B KOSITO BCEKM MCKa Aa ce
CbCTe3aBa 32 CBOETO CblLECTBYBA-
Hue 1 TpAGBA Aa ce CbCTe3ara, u
TOBA € YacT OT HEroBOTO CbCTe3a-
Hue. VHcTUTyumMaATa € Tasu, KosTo Lue
KaHanu3upa 1oBa, a UHCTUTYLNSTa B
MOMeHTa € hyHIAMEHTANHO pa3Ba-
neHa. Ta He e KOMYHUKATUBHA, TS He
pasroBaps, T He 06CbXaa, T He
Cb3faBa rpaficko NPOCTPaHCTBO 1
He Cb3[aBa rpaacka 06LIECTBEHOCT,
C KOSITO TOBA PECNEKTUBHO Aa 6bae
06cbxaaHo. Taka ue, He e BUXaam
6M3Heca N peknamara karto areHTu
BbB Baluata auckycus. Moxerte na
nouckate KakBoTo NnoXenaete ot
6M3Heca, MOXETe Aa ro perynupare,
TOMA e BW NOcCneaBa MOMEHTAHO.
ToBa He e npo6nem. Hue Tpsi6a fa
ce 06bpHEM KbM COGCTBEHATA CU
cpena 1 KbM COBCTBEHNS CU HAUWH
Ha couManeH XuBoT B Ta3n rpaacka
06LLHOCT, 32 Aa pa3bepem 3a KakBo
cTaBa ayma. busHechT He e yak Ton-
KoBa amoparneH. Camo Taka U3rnex-
[a Ha NpbB Nornep.

Kupun Mpawkos (XynoXHuk):
OcTaBaM C U3BECTHO CbMHEHUE
CMPSIMO MOCNEOHOTO N3Ka3BaHe Ha
rocnoauH CToliueB 3a 6e3pencTBa-
LLaTa MHCTMTYLMS, KOSTO (akTnyec-
KN He KaHanu3upa 6usHeca, B Aane-
HWUS CNyYaii peknamara, cnopeq Ha-
LumMTe XenaHus. JlokonkoTo pas3ou-
pam, TOBa 03HauaBa, e ako UHCTU-
TyunsiTa MPOAbKM Aa 6e3aencTBa,
KOETO & MHOTO BEPOSITHO, CbLLOTO
TOBA pa3BuTe, KOETO Mame B MO-
MEHTA, LU Ce OBIKU BEe3KPaiiHo.
ToBa B U3BECTEH CMIUCHA MHOIO Me
CMyLLABa, 3aLlOTO MOETO YCELLaHe,
Korato BbpBS Npe3 rpafa e, Ye pek-
namata Haanensea B Hero. B eauH
MOMEHT rpafbT NMPOCTO M34e3Ba U ce
OKa3Ba HeafieKBaTeH Ha Ta3n pekna-
Ma, KOSITO o € 3ansna oTrope.
HeLwloTo, KoeTo cneuuanHo B ToBa
Kak ce npaBu peknama Ha Gbarapc-
KW MPOAYKTW, MHOTO Me € nialunno,
e, KoraTo YoBeK Ce CpeLLHe ¢ npo-
13BOAMTENS [ uye TepMuHa (Tep-
MUH ro Hapuyam) ,lickam aa e no
Taka" 1 pasHULLBAHETO Ha eTO TOBA
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M0 Taka“ Mu ce BIDKAA CbLLO MHOMO
Ba)XEH MOMEHT.

ma enHa opyra 6ens 3a xynoxHu-
uuTe B pabotara ¢ peknamara. Toa
e, Ue CbBCEM ECTECTBEHO BCUUYKO
TOBA Ce U3BbpLUBA C MalLMHATa
KOMMIOTbP, a MaLLKHaTa KOMMIOTbP
1Ma TOBa KaYecTBO fla BHyLLABA Ha
TO3W, KOWUTO nuna 6yToHUTE, Ye Mo-
e [1a HanpaBu CTpaLIHO MHOTO He-
LLa 1 1a B3eMe caM peLueHue, 1 1a
OTMECTM CTPALLHO MHOTO Xopa U
MHEHMA N0 NbTS 11 A PeLun Helara
cam o eavH 0CTaTbuHO TPUBUANEH
KOMMIOTbPMKUIACKN HauuH. ToBa, KO-
€T0 Ha MEH MV NpaBw BreyaTneHue
CMeLMaHo C PeKNamMmmpaHeTo Ha
GbrapPCKN CTOKN € HaMCTUHA yanBu-
TeHa arpecUBHOCT W yAMBUTENHA
¢urypatueHocT. M0 HAKaKbB HAuMH
(urypaTBHoCTTa € NpeBbpHaTa B
e[Ha TaKaBa arpecusi, KOeTo Me
BKapBa B 3aJbHeHa ynuua Ja ce uy-
09 TpsA6BA N Aa MMA eUH KaTero-
pUYeH 0TKa3 OT Ta3u QurypaTue-
HOCT, 3a 1a Hamanee NoHe Manko 1
arpecusTa, KosTo cnomeHasam. Jlo-
LLIOTO B TOBA MOJIOXEHNE €, Ye puc-
KOBETEe, KOMTO Ce CNyyBaT B pekna-
mara, a M1 ce CTPYBa, Ye PUCKbLT e
MOXe 61 Hail-Xy6aBOTO HELLIO B Hes,
ue Te 3a ChXXaneHue ca rMasHO cpe-
LLy [06puMs TOH. He 3Ham kol Tpsi6-
Ba [1a ro onpepens, Ho BbB BCEKM
cnyyai pUCKyBaHETO e BUHaru B Ta-
31 efiHa 1 CblUa 06nacT.

fipa by6HoBa (kyparop):

Ha mMeH KaTo Ha 06MKHOBEH 3puUTEN
M ce cTpyBa, ye Codus npecrasa
na 6bae rpag Ha xopa, KOUTO XMBe-
AT B HEro cera, 0C06EHO C ornep Ha
peknamara. Peknamara, 0Co6eH0
rpaackata peknama, npeanara eavH
MeyTaH 06pa3 Ha UIeanHoTo Cbllec-
TBYBaHe. ToBa e JIOrnKata, B KOATO
peknamara KOMyHUKIPa ¢ Hac BCEKM
neH. Ts He BpBa, e HUe cMe B
CbCTOSHME Aa ynoTpe6sBame Hella-
Ta 3apagu TAXHOTO KauecTBO. Ta Mo
HAIKAKbB HAUMH anenmpa KbM Hac,
KaKTO 1 Taka HapeyeHara CbBpEMEH-
Ha apXuUTeKTypa, a a3 CMATaM, ye Ts
BCE OLLE e N0 Norukara Ha KOHCT-
pyKLMSITA NpU NPOTOAPXMTEKTYpaTa.
Bcuuko ToBa HM 06GeLLaBa HAKakBo
HEBEPOATHO, (heepuyHo, NoTpecasa-
1110, GNaXeHO CbLUECTBYBaHE, HE
MPOCTO Aa XXNBEEM C HAKAKBU xy6a-
B NPEAMETH 1 C HAKAKBU YOOGHU
Hella 11 ia cMe HopManHu NoTpeou-
Tenu cpen HopManHu NOTPeGUTENN.
He e nu ToBa HsIKakbB BUA COMEH
3a LWACTNMBOTO GbAeLLe Ha KOMy-
HUCTUYECKOTO O6LLECTBO, KOBTO HIA-
Kora He e 6UNo NOCTMraHo, Ho BMHA-
TV € CbLLUECTBYBANO HsKbae 0Tnpen?
3a MeH e31KbT Ha bbirapckara pek-
nama e CBbp3aH C e3nka Ha ToTanu-
TApHNA NO3YHT.

Muna MuneBa (counonor):

A3 Mam efnH BbNPOC KbM apXuTek-
TUTE 11 KbM BCUYKI, KOUTO Ca TyK B
3anara — Kak 61UxTe pearmpanu Ha
06sBaBaHeTo Ha ,Mnagoct” unu
MOHE Ha eauH NaHeneH 6ok 3a Kyn-
TYPHO HAacneacTso?

MoHexe BCWUUKM HAnagaT peknama-
Ta, UMa PeKnamm, KouTo Me Kapat
1a ce YCMIUXHa 1 He Mora aa pasbe-
pa, 3alLlo TpsAGBa 2 Ka3Bame, ue
BCUYKW PeKnamu B Kyn He ca xyoa-
BU. [10-CKOpPO NPOBNEMDBT € apyr.
KakBo mu xapecsa B peknamara?
XapecBa Mu TOBa, Ye peknamure ca
MHOFO PasfnyHu, ue Te OTNPaBST
MHOXECTBO MOCNaHs 11 ako roBo-
puUM 32 Xopata, KOUTO XUBEST B TO-
31 rpag — ami B TO3U rpaf XuBesT
MHOrO pasnuyHi xopa. Hskon ot Tax
MPOCTO FOBOPAT HA PA3NNYHI E3ULIIA.
Buansta nokasa, ye Te31 Xopa ca
6e3KpaiiHo pasnuuHI eauH OT [pyr
B TO3U CMUCDHIT Te HarnpasWxa rpaga
MHOTO WHTEPECEH, MHOTO LLIAPEH,
MHOT0 PasHo06paseH.

Xioctud Tomne:

A3 cbM npeacTaBuTen U Ha 6KU3He-
€a, U Ha MeaunTe. 11 a3 He 3Ham 3a-
LU0 Ce HaxXBbpMMXa BCUUKN BbpXY

peknamuTte. B MHOro mManko rpagose
MOXe [ia Ce BMAN TaKkoBa pasHo06-
pasue Ha egHo MACTO. Benuko ToBa
€ B pesyntar Ha (akTa, Ye He cme
MacyuBHMW, B CMUCDS1, Ye JOpK Te3un
Marnky Tabenkn Ha KIouapin 1 Ha
KaKBO N1 He NokKas3Ba, Ye Xxopara
MpaBsT Helwa.

Oner MaBpomatin (Xyg0XHKK):
Mpo6nembt Ha Coduns n Ha bonra-
pusi €, Ye BCeKM Ce 3aHUMaBa ¢ To-
Ba, KOETO He My e pa6oTa. ToBa e
MHOrO cTpaluHo. Korato oTcbeTBar
WCTWUHCKI CMEunanicTin, KoraTto ap-
XWUTEKTLT CU UrPae Ha apXuTeKT, KO-
raTo He MOXe afeKBaTHO Aa pearupa
Ha cuTyaunsTa, 3Haun e Henpodecu-
oHarneH. CbBpeMeHHUST XYAOXHIK
Urpae pasHu Urpu — ToBa BnN3a B
cTpaTernaTa Ha CbBPEMEHHOTO 13-
KycTBO. Ho Thbii KaTo auckycusTa ce
3aHMMaBa C NMPOGMBAHE Ha rHOWMHN-
Ly, 1cKa ia onpenenu BekTopa Ha
ABVKEHUE W T.H., TO UTPUTE Ha XY-
AOXHWLMTE 3aMoyBaT fja uarnexaar
310BeLL0. 3aLL0TO U Te Ce 3aHUMa-
BaT He CbC COOCTBEHATA Cu paboTa.

Mapro ABpamoBa

(cTymeHT no coumonorus):

3a MeH fjocera oT Npou3Teknara
AUCKYCUSi He Ce ouepTaBaT HIKaKBI
nocnaHus kbM ynpasnssaiyute. He
6eLlUe 3aCerHar ,Hali-HUCKMAT eTax"
Ha peknamara. Mucns, ye Ha ToBa
HWBO Hellata ca B3enu fa ce pery-
nMpart NocTeneHHo. A3 NINYHO CbM
NPUBbPXKEHMK Ha TOBA HeLLATa fia ce
CnyyBart oT camo cebe cu.

WBaiino Quues (kyntyponor):
OcTaBsime HeLuaTa a Tekar Taka
KaKTo cu TekaT 1 KakBo cTaBa? ETo
KaKBO CTaBa — HUNE XXNBEEeM B HAKAK-
BO NMPOCTPAHCTBO 6€3 4a MmMame
UyBCTBOTO, Ue CMe Hskbae. Hue xo-
AUM Ha MECTa, KOUTO Ca CXOAHM.
Bcuykute ca HaCUTEHU C eIHN U Cb-
LLi 3HaUN. Tasu TEeHOeHUMa HuU Boan
KbM HELLO TaKOBa — HABCAKbAE LLe
uma ,MakgoHanac”, HaBCAKbAE LLe
1Ma peKnama, HaBCsIKbig Lle UMa
MasnKo napakucu, Manko oT Komy-
HU3Ma, ManKo NaHesnHu GoKoBe.
Bcuuko e 6bae HaBCAKbAE U Hie
e XXnseem B eAHO HNKbAE Henpe-
KbCHaTO.

Jlio6eH KocToB (XymoxHuK):

Bux ce 3anuTan cBobomomucneLLn
N CMe UM cme obpemeHeHn. B
GNN3KOTO MIHANO UMaLLe XYA0XecT-
BEHW CbBETU BbB BCEKM rpaj 1 npe3
TAX MMHaBaxa BCUUKI NPOEKTU MO
peknamara Ha rpagckara cpea.
HaBcsiKbae no ceeTta BCUYKO € 3aT-
pynaHo OT peknama, KosiTo ce ANKTy-
Ba OT kanuTana. [1pocTo cnopen MeH
€ 6e3CMUCNEHO YOBEK Aa CU MUCTIK,
ye TO3M NPOLIEC 61 MOTbN A CE KOH-
TPONMpa Mo HSKaKbB HauuH.

BeHuucnas 3aHKoB (Xya0XKHMK):
Criopen MeH BepcusiTa Ha rocnoauH
[lnueB, ue BCUYKO LUE CTaHE efHaK-
BO, NPOCTO He MOXE [ia Ce 0CbLLUEC-
TBW, 3aLLIOTO MM CTENEHU Ha UHTE-
pecu, UMa pasnuuHn etaxu. Mo pas-
TIMYHUTE ETAXW CE Pas3npemNensT Cb-
OTBETHO MO Pa3nMueH HauuH UHTe-
pecute 1 napute. T.e., JOKONKO HUe
cMsiTaMe, Ye MOXEM [ia Ce HaMecBa-
Me KaTo HKaKBW rpaxmaHu npu no-
NOXEHME, Ue CbLECTBYBAT KN UKO-
HOMWYECKN UHTEPECH, MPOCTO CU Ty-

k.

W3Bagku om guckycusma ,Buxgame au Copus?“ ¢ mogepamop
AnekcaHgbp KboceB, cbemosiaa ce Ha 3 toau 2003a.
B Coguticka epagcka xygoxecmBeHa 2arepus

u See Sofia”?
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61UM BPEMETO J1a paschXaaBame.
Hue cu urpaem ponsata Ha HAKakeo
rPaXaaHCTBO, KOETO N0 HAKAKbB Ha-
UMH CW UMa CBOS rMac, KOUTO Makap
11 HEUyT BCE MaKk...

[nac ot 3anara:

A3 CbM CTyaeHTKA NO aHTPONONorus.
Cnopen MeH Hamecara e 3afb/Kiu-
TenHa, 3alloTo HeHamecaTa € paBHa
Ha ynagbk.

[nac ot 3anara:

A3 1ckam fa kaxa, ue NpocTpaHCT-
BOTO, KOETO efHa 06LLIHOCT 06uTa-
Ba, [0 FONAMa CTENeH e OTPaXeHue
Ha MaHTanMTeTa Ha Ta3u 0BLLUHOCT.
1N ako xopata He OTAENAT pasnnyHmn
NMPOCTPAHCTBA N HE MM yBaXXaBar —
MPUMEPHO NPOCTPAHCTBOTO Ha Mo-
NUTUYECKaTa BNACT UMK NPOCTPAHCT-
BOTO 32 apTUCTUYHI N3SIBIA, MOXE
61 TpsGBa Aa Ce 3anuTame AOKONKO
rpagckoTo HaceneHue Ha Codus
[ENCTBUTENHO € rpaficKo.

Anexcanpbp Kboces:

Tasu anckycus e npoBepka Ha rna-
COBETE 1 TPSIGBA [1a NPU3HAEM, ue
3acera rnacoBeTe ca He 0CO6eH0
CTpoiHK. Ho TOBa He npeun Hue fa
NPOAbIXUM. A3 CbM OT Xoparta, Kou-
TO CMSTaT, Ye TPS6Ba Aa Ce Hamec-
BaMe U LLe Ce OnuTame fa Ce Hame-
CUM NpU LAnata TPYAHOCT 1 feni-
KaTHOCT Ha Ta3u Hameca. 1 cbm no-
CKOPO ONTUMUCT KaTo [UMUTBP
CroiyeB, KONTO Ka3a, Ye Gbarapcku-
AT BU3HEC MOXE [ia Ce KynTuBmpa.
Moxe 61 HAMa fa ce KynTuBmpa Ta-
Ka NecHo, HO MO MPUHLWMN TOBA CTa-
Ba C ae6atn, ToBa CTaBa C NCKY-
CclUn, MakKap Ye MOHsKora Te HOCST 1
AEMOKpaTNyeckus xaoc B cede cu.



1. BusyanHama ugeHmuyHocm Ha Co¢us/
The Visual Identity of Sofia
2. Pekaama u 2pagcka cpega/
Advertisement and Urban Context

Should we:investigate this city from a negattive
viewpoint only, should we only uphold the cliche of
badwording Sofia? Maybe we should not only ,criti-
cise“and ,fight“ for some sort of our own ideal or
nostalgic, clean and super clean Sofia. Maybe we
should also educate our eyes to see the visible and
invisible charms of this city and its delightfull and
colorful development, for the beauty of its chaos.

Alexander Kiossev (culturologist):
The visual environment of the city is
ever more the decisive environment
of life. It influences the people of
the city; it influences all of us and
especially strongly our children. Is it
possible for us in this ever more
interactive world to remain passive
about this influence and if we do
want to be active how is that possi-
ble? What can we do with a city in
a state of transformation that is
bombarding us with a variety of
messages? Do these have a com-
mon denominator? How can we ori-
ent ourselves among these? Do we
posses the visual literacy to read
the messages?

Another counter-question comes to
mind right away: who has the right
to interfere, how and where are the
limits of the interference? We are
talking about the ,ecology of the
visual environment® but this
metaphor is easy to border on the
undemocratic censorship, the right-
eousness, the grumbling, and mur-
muring about how ugly this city is
and so on. How can we differentiate
one from the other?

Last but not least, for the first pub-
lic debate of the Visual Seminar
project we have gathered here
together two categories of people.
Jokingly I call the first category
,wordless“ people and the second
— ,imageless”. There are philoso-
phers here, literary people, histori-
ans, journalists and a variety of
people mainly from the University
who can very well talk. However,
they know little about the codes of
the new visual culture. There are
also artists and experts on the visu-
al environment who know an awful
lot about such things. However,

2" they are not all that verbal. How can

we connect, how can we short-cir-
cuit the verbal and the visual codes,
that’s one of the problems we are
very much interested to address.

Luchezar Boyadjiev (artist):

What | am about to show you is a
visual diary of walks and thoughts
about and around Sofia. There are
some things | have observed, some
that | have reinforced. | am con-
vinced that the lowest visual
denominator of Sofia is to be found
in the neighbourhoods rather then
in the large, open city spaces. On

the other side, | am sure that there
is a big difference between just
looking at the city, somehow pas-
sively registering it in front of your
eyes, and seeing the city. The logic
of what | am showing you is based
on finding and seeing of visual
irregularities in the city. And the
lowest visual denominator of Sofia
is that everybody can hang anything
visual and communicative, any-
where around the city.

Here for example, in this provision-
ally speaking, ,neighbourhood“ of
housing project ,Mladost 1 A“, at a
place where now the shiny corpo-
rate office of Mobicom is, there
was a supermarket years ago. In
this ,fusion® between the two types
of realities, the corporate and the
neighbourhood ones, | see the
common visual denominator of
Sofia. The ,fusion” happens on
many levels, in many ways, with
many characteristics, all over.

In the neighbourhoods the aggres-
sive ,fusion” of the corporations
happens in a very drastic way. The
corporate office immediately
becomes the center of life for a
given neighbourhood. The facades
of these offices are always very
shiny, glowing and with reflective
surface. This comes to tell us that
until, let’s say, a MacDonald’s
outlet springs up in a given neigh-
bourhood, the neighbourhood has
been lacking a focal point, a cen-
ter of its own. The question how-
ever is whether such a center
offered by MacDonald’s is really a
kind of a community center for the
people or not? It is a center visu-
ally, by all means.

Here | have some visual sugges-
tions about what to do with the city
environment. | think that definitely a
lot of attention should be paid to
what's happening in the neighbour-
hoods and that something from the
neighbourhoods should infiltrate the
large city spaces in the center,
rather then the other way around.
For instance, provided nobody did
anything to reconstruct and pre-
serve this monument in front of the
National Palace of Culture, couldn’t
we just transform it into some sort
of a housing option? Another option
is to make the new housing pro-
jects in Sofia rather more beautiful.
Here for example, | have a sugges-

tion for a new housing project
named ,Beatles 1 A“ whereas the
apartment blocks there are
arranged like the letters and the
lyrics of the famous Beatles song
,All You need is Love*“. | think that
in this way the neighbourhood will
be more meaningful to live in... It's
just a question of construction and
planning, of advertisement. There
will be people who would want to
buy apartments there and so on.

Lilo Popov (architect):

The main question in this discus-
sion for me is the question about
the visual identity of Sofia. In the

last 10-15 years many new types of
buildings came around - starting
with the first small tin hut-shops (all
of them with window gratings, a
sort of a grated sub-architecture)
all the way to the shiny granite bank
offices. Alongside these temples of
the capital, many real temples were
constructed, a lot of churches
mainly in Sofia. The very city envi-
ronment intensified. Where there
were one coffee place and three
shops before there could be now
fifteen coffee places and twenty
shops. At the same time however, |
am not entirely sure that the city
environment is becoming more
demacratic. If the democratic ideal
is the ideal of our time that should
be reflected in the city environment
then it follows that the street level
of the city buildings, the level most
accessible to people both visually
and bodily, should be more open
and accessible. However, we can
see that in the center of Sofia for
example, the level of accessibility
has gone down. Where once there
were centers of culture, or book-
stores and coffee places, now there
are banks, luxury clubs, etc. All of a
sudden the street level of the build-
ings became les democratic, more
closed off and inaccessible.

The urgent question and the para-
dox is that one of the aspects that
award Sofia its distinct identity, the
city’s historic past and heritage that
make it a European city through the
architecture from the early 20th
century, is subjected to criminal
destruction. The paradox here is
that the new interests are entering
this part of the city environment
precisely because of its main quali-
ties that the historical heritage and
the cultural layering are awarding to
it. That’s why capital, the business
is interested in this environment but
at the same time it is cutting off the
basis by jumping in and destroying
that which, to use the crude termi-
nology of the market economy, is
increasing the value of the real
estate property.

The last item | want to address is
should there be and could there be
a specific distinct architecture of
Sofia? Maybe this would be possi-
ble if there was a specific Sofia life
style? Architect Christo Genchev for

instance, maintains that it should
be the sports. He has in mind the
proximity of mount Vitosha and
specifically the southern way of liv-
ing and communicating with each
other Sofia people have. There are
probably other parameters of the
life style but in my mind the main
question architects are concerned
about is — what should be like the
contemporary architecture of Sofia?
Should it be decisively unique thus
contributing to the visual identity of
Sofia?

Dimitar Stoichev (manager): In my
view the state of Bulgaria is a place,
which needs badly to have things,
being made, including all that you
are showing visually, it also needs
to be made and if there is a need to
talk then the talking should take
place at the location appropriate for
that. Actually, the discussions we
are having now | would prefer to
have in the Municipality of Sofia.
Have you ever heard of a debate
about the urban space of Sofia?
Have you ever heard of Sofia news-
papers discussing any of that, of
publishing plans, competition
entries, architectural ideas, and
concepts, of debating all of that
with the people of Sofia? No, you
have not, right? When we are doing
business we are surveying our con-
sumers. In the same way, if you
want us to do something about the
city environment it should simply
have a better target, in my view. It
should be targeted to those who
are destroying the city environment,
to those helping them and to those
who are just irresponsible about it
or to those who are quite beneficial
to it. Advertisement in the city
space is something that you can
see in all world capitals, some
places it's more, others — it’s less. |
find that endlessly beautiful. Yes,
there are cases when advertisement
is ridiculous, there are cases when
it is not well made but these are
purely creative decisions for the
moment. These are executive deci-
sions so | see no ground for
polemics in advertisement and the
city environment. The problem is
not to impose culture on the busi-
ness, the culture of urban behaviour
because business has that already.
We are working in an entirely new
environment where everybody
wants to and should compete for
existence, and that’s part of his/her
competition. The institution is the
one that will channel all of that but
the institution is fundamentally bro-
ken down at the moment. It is not
communicative, it does not talk, it
does not discuss, it does not create
urban space and it does not create
urban community with whom to
debate about all of that. So, | do not
see the business and advertisement
as agents/adversaries in your
debate. You may ask whatever you
want from the business, you can
regulate it and it will follow in a
minute. That’s not a problem. We
have to turn our attention to our
own environment and our own way
of social life within this urban com-
munity in order to get what this is
all about. The business is not all
that amoral. It only looks that way
at a glance.

Kiril Prashkov (artist):

| am left with some doubts about
the last statement of Mr. Stoichev
concerning the inactive institution,
which is actually not channelling
the business, advertisement in this
case, according to our wishes. As
far as | understand this means that
if the institution keeps on being
inactive, which is quite possible,
the kind of development we have at
the moment will go on indefinitely.
In a way this concerns me a lot
because when | am walking around
the city | have the feeling that the
advertisement is more then the
city. The city simply disappears at
a certain moment and it turns out
to be inadequate to the overpower-
ing advertisements.

There is one thing in the way adver-
tisement of Bulgarian products is
made that frightens me a lot and
that’s when you meet the producer
to hear the term (I call it a term)
that ,| want something more...,
well, you know...“. It is the investi-
gation of this term that | think is a
rather important aspect.

There is also one other aspect for
the artist when working for adver-
tisement. It’s the fact that naturally

all is being made on the machine
called computer. The computer
however, has the ability to convince
the one punching the keys that
he/she can do a hell of a lot of
things, to make a decision on his
own thus pushing aside along the
way many other people and opin-
ions, to finally take matters into his
hands in a rather trivial computer-
ish kind of way. What strikes me
especially where advertisement of
Bulgarian goods is concerned is
the truly amazing aggressiveness
and figurativeness. The figurative-
ness has been turned into such a
high level of aggression that puts
me in a dead end situation wonder-
ing whether there should be a cate-
gorical refusal of such figurative-
ness in order to reduce at least a
bit also the aggressiveness | am
talking about. The bad thing about
it is that the risks in advertisement,
provided | think that the risk is
probably the best thing about it, is
that these risks involve mainly the
good taste. | do not know who is to
define the good taste but in any
way the risks are always happening
in the same area.

lara Boubnova (curator): As an
ordinary viewer | think that Sofia is
no longer a city for the people living
here now, especially where adver-
tisement is concerned. The adver-
tisement, especially in the city,
offers a certain wished for image of
ideal existence. That's the logic
according to which the advertis-
ments are communicating with us
every day. Advertisement does not
really believe we are in a position to
use all these things for their quality
alone. It somehow appeals to us in
a similar way to the so-called con-
temporary architecture, which |
think is developing rather like the
logic of construction of proto-archi-
tecture. They both offer to us some
kind of feeric, astounding and bliss-
ful existence rather then to just live
with some nice objects and conve-
nient things while being normal
consumers among other normal
consumers. Isn’t this something
like the memory of the happy future
of communist society that was
never achieved but was always
existing somewhere ahead of us?
For me the language of Bulgarian
advertisement is related to the lan-
guage of the totalitarian slogan and
propaganda.

Mila Mineva (sociologist):

| have a question for the architects
and all people in the room. How
would you respond if the ,Mladost*
housing project or at least one con-
crete panel apartment block is pro-
claimed to be part of the cultural
heritage?

In as much as all seem to be
attacking the advertisments | have
to say that there are advertisments
that make me laugh and | can’t see
why we should say that all advertis-
ments as a whole are not nice? |
think it’s a different problem. What
do | like in advertisement? | like the
fact that advertisments are very dif-
ferent, that they are emitting a lot of
messages and if we are talking
about the people who live in this
city, well, there are a lot of different
people living in this city. Some of
them are simply using different lan-
guages. The vision shows that
these people are endlessly varied
and in this way, they have made the
city quite interesting, colourful and
diverse place to live in.

Justine Toms:

| represent both business and
media and | do not know why
everybody ganged up on the adver-
tisments. There are very few cities
where one can see such a great
variety in one place. All of this is the
result of the fact that we are not
passive, meaning that even the
smallest sign of the key maker and
what not, comes to show that peo-
ple are active doing things.

Oleg Mavromatti (artist):

The problem of Sofia as well as of
Bulgaria is that everybody is
involved with things that are not his
or her job. That's very frightening.
When there are no true experts,
when the architect starts to play an
architect and cannot respond to the

situation adequately, that means he
is not being professional. The artist
is playing various games and that's
within the strategies of contempo-
rary art. But when the discussion is
involved with pircing certain puss
pockets and wants to define the
vector for development and so on,
then the games of the artists take
on a frightening look. Because then
the artists are not doing their work
either.

Margo Avramova

(student of sociology):

| think that the discussion so far
has not defined any messages to
the decision-making powers. The
lowest level“ of advertisement was
not touched upon. | think that on
this level things are becoming grad-
ually regulated. | personally am par-
tial to things happening by them-
selves.

Ivaylo Ditchev (culturologist):

So, we let things staying the way
they are and what will happen?
Here is what will happen — we are
living in some space without having
the impression that we are some-
where. We go to places that look
similar. They are all saturated with
the same signs. This tendency will
lead us to a situation when every-
where there will be a McDonald’s,
everywhere there will be advertise-
ment, everywhere there will be a
few chapels, a little bit of commu-
nism, some concrete panel blocks.
Everything will be everywhere and
we will be living constantly in some
sort of nowhere.

Lyben Kostov (artist):

| would ask whether we are free-
thinking or overburdened? In the
near past there were artistic coun-
cils in every city and they were
approving all projects concerning
advertisement in the city environ-
ment. Everywhere around the world
everything is covered with advertis-
ments, which is dictated by capital.
| think it is simply meaningless to
imagine that the process could be
controlled in whatever way.

Ventzislav Zankov (artist):

In my view the version, which Ivaylo
Ditchev presented, that everything
will become identical simply could
not happen because there are dif-
ferent interests and a variety of lev-
els. Money and interests are distrib-
uted differently on the different lev-
els. | mean, to what extend do we
think that we can interfere as some
kind of citizens provided there are
powerful financial interests. We are
just wasting our time to talk about
it. We are just playing the role of
citizens who may have a voice in
some way, although unheard, but
still...

Voice from the floor:

| am a student of anthropology. In
my view interference is obligatory
because non-interference equals
decline.

Voice from the floor:

| would like to say that the space
occupied by a community is in
many ways a reflection of the men-
tality of this community. So, if peo-
ple do not differentiate between
spaces and do not respect these,
for instance, the space of political
power or the space for artistic
events, then maybe we should ask
ourselves just how urban is the
urban population of Sofia?

Alexander Kiossev:

This discussion is a voice count
actually. However, we must admit
that so far the voices are not quite
synchronous. It would not stop us
though. | am one of those people
who think that we should interfere
and we will try to interfere keeping
in mind how difficult and delicate
this interference is. | am more of an
optimist, like Dimitar Stoichev, who
said that the Bulgarian business
could be cultivated. Maybe it will
not be that easy to cultivate it but in
principle this can happen through
debate and discussion although
sometimes these are infested with
not so democratic chaos.

%.

Exerpts from the ,,Do You See Sofia?“ public discussion
moderated by Alexander Kiossev which took place
on July 3rd, 2003 in the Sofia Art Gallery.



HDanmnena KocrtoBa/Daniela Kostova

I see.
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Fvideo, 18'33”, 2002

MpoekTtsbT | see...“* npeacTtassa bvarapus n no cneunanHo ctonuuata Codus

npes ounTe Ha eavH 3anageH TypucT. O6MKHOBEHO TON Ce pa3Bexaa C HaeT aBTOMOGU 1
€KCKYP30BO[ U3 LIeHTpanHaTa yacT Ha rpaja cpen eménemMaTtviyHu ynvium v crpagu. Tosa e
CTaHOapTHa 0BMKOSKA, KOSTO TypucTuyeckute dbupmu npeanarat U KosSTo NpeacTaBs eanH
npuBneKaTeneH, HO MOBbPXHOCTEH MOTTEN BbpXy CbBPEMEHHUS rPaf U OOHSKbAE BbPXY
CbCTOSIHMETO Ha CTpaHata. Yy)KaeHuuTe ocTaBar C NpUSTHO BrevatneHue n ¢ ngesTa, ye ca

pas6panu.

Bb3non3saiky ce OT TakaBa TypuCTUYeCKa yCryra, a3 ce onuTax Aa ce naeHtubuumpam c Tesu

L,Haoénogarenn® n ot Ta3n AMCTaHumMA aa pasbepa KakBo Te Bupkaart/paséupar.

CI/ITyaLLI/IﬂTa € KOMMWYHA, 3aLL0TO B XKENaHNETO CU Aa 6baem XapecaHu Hue nokaseame camo Hau-
Xy6aBOTO. [NornegHarta oT TO3K brbf cToNMLATa € eanH KpacuB 1 3eNieH rpag c 6oraTo MUHano.

PeanHata CuUTyauua octaBa Ha 3afeH nnaH, nmncea CblWHOCTTa Ha Hewarta.

Taka cTurame 1 0o ¢popmata Ha npeactaseHus eunm. Oemxkum ce ¢ yepseH Nbckae Mepuegec B

CITbHYEB MapPTEHCKN AeH. Ha MACTOTO Ha KpacuBaTta naHopamHa riefka a3 nocTaBsam YepHO
Hernpo3payHo none. Minbopmauus nuncea. TS € Tam, KbAETO OBUKHOBEHO Ce Hamupart ABeTe
UYepHU JIEHTM, OrpaHMYaBalLy ekpaHa Ha kKuHodpopmarta, no nepudepusita. Cb3nasa ce egHa

abCTpaKTHa KapTuHa, a rnac 3aj Kagbp paskasBa 3a Xyb60oCTuTe Ha rpafa. 3puTenaT cu nsrpaxkoa
npeacrtasa Ha 6a3aTta Ha ToBa, KOETO UyBa, HO He BWKAA Helwarta B LenocTra um, He pasébupa. A
rnacbT Npoab/mkasa aa rosopu — ,You see...”

*B cnyyas ce nsnonssa ABONHOTO 3HaYeHMe Ha nspasa

»l see..“- Blkpam n pasoupam

The ,I see...“ project presents Bulgaria and the capital Sofia in particular through the eyes of a tourist from the West. He is usually seen riding in a rented vehicle with a guide in
central parts of the city and next to the most emblematic local street and buildings. This is a standard trip travel agents offer and is an attractive but superficial view of modern
cities and to a certain extent of the situation in the country in general. Foreigners are left with pleasing impressions and a notion that they had been able to understand everything.
Having used this travel service myselrf, | tried to get into the shoes of these ,,observers“ and learn what they see from their vantage point.
The situation is rather comic because we are always showing the best we have only because we want to be liked. Looking at the capital from this angle, one sees it as a beauti-
ful and green city with rich past. The actual situation fades into the background and things lose their real content. We have thus come to the form of this film. We are riding in a
shiny red Mercedes on a sunny day in March. | have replaced the beautiful panoramic view with a black nontransparent strip. There is no informa-

tion. The information can be found at the location where one usually finds the two black strip that outline the edges of the film frame. One

sees an abstract picture while a voice behind the scene extols the beauty of the city. The viewer builds a notion from what he hears,
but is unable to see things in their entirety or to understand them. The voice continues to speak ,,You see...“
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Yaspap lMNosenes/Tchavdar Giuzelev

HamepeHn nHctanauunm

Found Installaliens”

Anekcanabp Kboces: MbpeoHauanHo dotomsnoxobara
Ha xynoxHuka Yaspap losenes e 6una kpbcreHa ,Ha-
MEPEHM UHCTanaumn®, Ho creg, Kato s BUASX nop, ¢pop-
Mata Ha anéymu ¢ okono 5000 CHUMKM S NPEKPBCTUX
3a cebe cu ,Copust — Bb3NUTaHNE Ha OkoTo". Kak T
XpyMHaxa Te3un Hewwa?

Yaspap lNo3enes: Toa cTaHa npean OKONO ABe roaun-
HW 1 OTTOraBa e XXecToka cTpact. /ima Helwlo nos-
KNIACKO B TOBA Ja TbpcuLl TakmBa o6pasu. Okasa ce,
ye B Codus Te ca NpocTo 6e36PONHN 1 B HAYANOTO CH
MICTIEX [Aa TW 3anass, 3alloTo Ce CTPaxyBax, ye Lie
34Ye3Hat 1 ce BTypHax Aa rm cbbupam. Okasa ce, ye
He Camo He 34e3Bar, a 11 Ce YBenuyaBart, Taka ue Hs-
Ma CTpaLLHO, KONeKumMsATa Mi Le HabboBa.

A.K. 3Ham, ye korato Ta3n U3noxo6a e Guna npeacTa-
BEHA 3a NMPbB MbT 4 € BUAsAn KMeTbT CoPuaHcKm, Kol-
TO 3aroyHan fa ce OmMpaBAaBa M A Kassa, Ye B Kpas
Ha CBOSi MaHAaT 06eLLaBa ToBa fia He Gbae Taka. Que-
BUIHO TOI HE € CXBaHan 3a KakBO CTaBa ayma.

Y.I'. EcTecTBeHO, Ye BbOOLLE He CXBaHa. ToBa e MHOro
WHTEPECHO...

A.K. Vickam fa kaxa fBe Aymu 32 MOUTE JINYHIA Bre-
yatneHus. Koraro rnegax ToBa, KOETO Ci Hanpasun,
1IMax uyBCTBOTO, Ue HUKOTa [0CEra He CbM BIDKIAN
Codus. T.e., BCMYKO OHOBA, OT KOETO MO HAKAKbB Ha-
UMH Ce CpamyBax Kato CousHeLl, U3BeaHbX GeLue Bu-
OHO B CBOETO ECTETUYECKO KauecTBO. BneuatneHneto
MU Ce ycunu, KoraTo 6sx B VicTaH6yn 1 BUasx, Ye B
TO3M rpag OHOBA, KOETO Hapuyame MpbCOTHS € YMHO-
)XEHO N0 AECET M € CTaHaNo HaucTuHa 0co6eHo ecTe-
TUYECKO KauecTBO. 1 ToraBa pasbpax, ue YOBEK MOXe
He camo 2 MbpPMOpY CPeLLy rpafa ci, KakBato e Hop-
ManHaTta ,MHTeNeKTyanHa“ peakuus, a no HAKakbB Ha-
UNH MOXeE, TaKa [a Ce Kaxke, Aa Bb3MUTa eCTETUYECKM
0KOTO Cu. VImax ycewlaHeTo, Ye C1 C1 Urpaen 1 cu ce
MPaBUN Ha Pa3NNYHI XyA0XKHULM, KOUTO Ca BUDKLANK
Codusa cnopen cBos Nepuog n maxuep. B Toute do-
Torpadmm Morart ja ce HabnofaBar MpayHu, abeTpak-
umoHncTkn Codum. Kybuctuunn Codum. Mma npekpac-
HY umnpecuoHucTyHn Codum nnm Codun Ha ,Hame-
peHuTe uHcTanauuu“. Yaepap Mo3enes aenmkartHo Hu
ybexnaasa, ye Hue HamcTuHa He Bkaame Codus. Han-
pumep oHOBa, KoeTo JTbuesap bosmkues e Buasn, e
[0CTa pasniyHo 0T OHOBA, KOeTo e Buaan Mo3enes.
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Cmes fa Kaxa, Ye npu Te6 COLMANHUAT MOMEHT, Taka
MOLLIEH BbB BN3uATa Ha JTbuesap, nsyessa. W Hanctu-
Ha MMa efHa uncTo xuBonucHa Bu3ua 3a Codus. E,
Ma 1 3HauM Ha couuanHoto, ectectBeHo. OTTYK cnea-
Ba U APYIMAT M1 BbNPOC. AKO CU KaXXEM, LUTUPaiiKL
apx. Jluno lMonos., ye rpadbT € Kato TANOTO UNK Ye KO-
rato e ,HopmarneH*, Toi ,He HI 6onKn“, HO KoraTo 3a-
noyBa fia HU 607K, 3HaUN B HEFO Ma HELLO NOLLIO, He-
penHo. Vimam yceluaHeTo, Ye noBeyeTo copusHUm rpa-
ObT M 607K, NOCTOSHHO. U eT0 Bxkaam eguH codus-
HeL, KOWTO rpambT He Camo He ro 6071, a BCbLLHOCT
MHOTO My Ce pajBa M Cu ro U3MIUCHSA C PasHu ecTeTn-
YeCKN TEXHUKN.

Y.T. He, He e CbBCEM BAPHO, NPeEKbCBAM Te, 3aLL0TO
me 6onu. Taka Ha KapTUHKA, 3BafIEHO OT KOHTEKCTa
MOXEM Aa My Ce pafBame, 06aye Kato MMHaBaLl BCe-
K1 [eH NoKpaii Hero... TOBa CU € CbLLO YacT OT Npuun-
HWUTE, NOPaan KOUTO CbM CHUMan. bonu me.

A.K. CbluecTtByBa cnegHarta antepHatuea. Ako He Mo-
XKEM [ia MPOMEHUM rpapa cu, MOXXeM Aa NpomMeHuM
ouute ci. U ToBa e npekpacHo, pasbupa ce, HO Kbae
0CTaBa Taka HapeueHarta rpaxaaHcka peakuus?
3BecTHO e, ue HekpacoB e kasan: XynoXHUK MOXE W
[a He CU, HO /1A CU TPKOAHVH € 3a[b/DKUTENHO .
AKo npeBefeM TOBA 3a HalLMs CRyyan, TO KOrato eauH
YOBEK BIXAA pa3pyxara, MpbCcoTUATa, pa3nafaHeTo
Ha eauH rpaf, NPOCTOTUMTE, MaHTaNNTETa U T.H. NO TO-
31 CBPbXECTETCKI HAUMH, 3HaUM Nk TOBA, ue TON He
pearupa Ha rpaaa, ye He 1cka fia ro npomeHs?

Y.I. Pas6upa ce, ye pearupa. Bcekun pearupa, BKto-
YNTENTHO N a3: MakKap 4e, Npu3HaBam Ciu, 4e ToBa
ApPa3HN He CaMO COLMANHOTO MU, HO U ECTETUYECKOTO
MU YyBCTBO W ambuLmMpa XyaoXH1Ka B MeH [a ro
L,NUNHE" KaTo BU3Ns... Moxe 61 He CbM TUMUYEH Cy-
yaii, a TBbpe WHAMBMAYaneH. Ho ToBa He 3Haum, ye
,FPKOAHCKOTO y MeH e usdmpscano. A n Ha moute
paboTi e Bb3MOXHO [la Ce HamMepu HAKAKBO MPUoXe-
HWe 1 Te Aa He 6baar ,M3KYCTBO 3a M3KYCTBOTO®, a Aa
Ca aHraXupaHin no HaKakbB CBOWM CU HAYMH — Hanpi-
Mep, Aa CTaHaT OMOPHYN TOUKW HA MPOHUYHU TYPNMCTU-
YeCKI MapLUPYTW NN HeLLo Nopo6Ho.

Alexander Kiossev: Originally
Tchavdar Giuzelev’s photographic exhibition
had been titled ,Found Installations“. However, after |
saw it in the form of albums with nearly 5000 pho-
tographs, | took the liberty torename it temporarily to
»S0fia — education of the eye®“. How did you come
up with the idea for these things?
Tchavdar Giuzelev: It happened around two years
ago and it’s a hot passion ever since. There is
something like hunting to it, to look for such
images/places. It turned out that they are countless
in Sofia and at the beginning | thought of preserving
them because | was thinking all the time they would
change, | was afraid they might disappear. So, | went
on collecting them. It turns out they not only do not
disappear but rather multiply, so have no fear, my
collection will be growing.
A.K. | know that when this exhibition was shown for
the first time the Mayor of the city, Mr. Sofianski,
saw it and started giving excuses. He started also
saying that he promises that at the end of his term
of office this all will be changed. Obviously he did
not get the point.
T.G. Of course, he did not get the point at all. That’s
the interesting thing...
A.K. | want to share with you a couple of words
about my own impressions. When | was looking at
your works, | had the feeling that | had never before
seen Sofia. That is, all those things because of
which | had been ashamed of being from Sofia were
all of a sudden represented in their esthetic quali-
ties. My impressions were reinforced when | went to
Istanbul and saw that what we call here ,dirt“ had
been ten times multiplied there and has really been
turned into a specific aesthetic quality. Then |
understood that one may not only grumble against
one’s city, which is the normal ,intellectual” reac-
tion, but one can also somehow educate his yes
aesthetically, so to say. | had the feeling that you
were playing and ,becoming® other artists who as if
had seen Sofia according to their own periods and
paradigms. One can see in his photographs dark
and abstractionist types of Sofia, cubist kinds of
Sofia. There are wonderfully impressionistic Sofia’s
or Sofia of the ,found installations®. Tchavdar
Giuzelev is delicately convincing us that indeed we

Pa6otnte Ha JaHunena KoctoBa n
Yaspap lNo3senes

ca npencraBeHun No Bpeme

Ha guckycuarta

»Bumxpare nun Copumna?“

The works of Daniela Kostova and
Tchavdar Giuzelev

were presented during

the discussion

“Do You See Sofia?“

do not see Sofia. Make a note, what Luchezar
Boyadjiev has seen is quite different from what
Tchavdar Giuzelev has seen. | dare say that here the
social aspect that is so powerful in Luchezar’s
vision, has disappeared. Indeed, there is a purely
painterly vision of Sofia here. Naturally, there are
signs of the social too. So, my next question is like
this. If we were to say to ourselves, while quoting
architect Lilo Popov, that the city is like the body
and when it is a normal one, it does not hurt. But
there are also moments when it starts to hurt. Then
there is something bad and irregular about it. | have
the feeling that for most Sofia people the city hurts,
all the time. And here | see a Sofia man for whom
the city not only does not hurt but he is actually
quite happy to see it and he is imagining it by the
use of various aesthetic techniques.

T.G. No, this is not entirely true. | am interrupting
you because my city hurts too. It looks like that in
the pictures; we can enjoy the city when it is taken
out of context. But when you pass by it every day...
This is also part of the reason why | had been taking
these photographs. | hurt.

A.K. There is the following alternative. If we cannot
change our city, then we can change our eyes. And
that’s of course wonderful. However, where then is
the so-called civic reaction?

It is known that Nekrassov has said that one may
not be an artist but ,one must be a citizen®. If we
were to translate that to our case, then it follows
that when somebody sees the ruins, the dirt, the
decay of a city, the ignorance, the attitudes, etc. in
this super aesthetic way does it mean that this per-
son is not reacting to the city, that he does not want
to change it?

T.G. Of course, he is reacting. Everybody is reacting,
including myself. Although, | admit, all this is chal-
lenging not only my social but also my aesthetic self
and challenges the artist in me to ,touch it“ as a
vision... Maybe | am not a typical case but rather
personal. However, it does not mean that what’s
,Civic“ in me has evaporated. Besides, it is possible
to find a function for my works so they are not just
Lart for art’s sake“ but are engaged in some specific
way. For instance, they could become main points of
some touristic tours or something like that.
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NnaBHa uen Ha npoekra:

HaweTo HamepeHne e, MbpBO, Aa n3rpagnm ,MpsK NbT Mex-
Oy XYOOXHWLM 1 TEOPETULM C LieN Aa 3acuiiMMm o6LLecTBEHO-
TO BNUAHWE 1 HA ABeTe rpynu. BTopo, aa cb3pagem ycnosus
3a TOBa B/IMSIHME, KaTO CBbPXKEM ABETE IPynu C NoneTo Ha
KynTypHaTa >XypHanucTika B mac-meguute. NocTtaBsme ak-
LIEHT BbpXy Bb3MOXKHOTO O6GLLECTBEHO Bb3penctame. O6nact-
Ta Ha TOBa Bb3OENCTBUE € HeABYCMUCIIEHO OnpeaeneHa kaTo
nHTEpPdENC Ha CbBpeMeHHaTa rpafcka Kyntypa (3anoysanku
cbe Codusa n Borrapus) — oénact, cnopgeneHa ¢ nyénvkara.
KpaiHaTta uen e Bb3AencTBMe BbpXy KyNTypPHUTE MOSINTUKU B

> 1

General Goal of the Project

Our intention is, firstly, to create a ,shortcut® between artists
and academics in order to reinforce both groups’ public
impact and, secondly, to create a channel for this impact by
connecting them with the field of cultural journalism in the
mass media. The zone of interaction is broadly defined as the
visual interface of contemporary culture (starting with the
Bulgarian case), which is a zone, shared with the public. The
zone is observable in the city of Sofia. The ultimate goal is to

cTpaHaTa upe3 [e6aT U yBenuuaBaHe Ha ny6nuyHara aHra-
YKUPaHOCT C 06M1acTTa Ha BU3yaslHoTO.

Mopayn 1
®dopym BusyanHa KynTtypa: nepvmoguuHn ny6numuHu aeéaru,
o6eny»xBalum uenute Ha BusyaneH cemuHap.

Mopayn 2

Mporpama 3a cTMNeHAMaHT: BCSKAa rogMHa ce npuemar ye-
TUpVMa CTUNEeHAnaHTV oT bbnrapus — Bcekmn 3a Mo LWeCT Me-
ceua. Te ngeat ot chepaTa Ha CbBPEMEHHOTO BU3YanHO 13-
KYCTBO, APYr apTUCTUYHN 06nacT U N3cnenoBaTenckuTe
cpeon. @uHanHata ¢pasa Ha TeEXHUTE NPOoeKTa We 6bae npea-
cTaBeHa npepd codumnckara nyénvka v gucKyTmpaHa B pamku-
Te Ha BuayanHusa ¢opym.

Module 1
Forum of Visual Culture: a public forum for debate on a par-
ticular agenda, serving the circle of the Visual Seminar.

Module 2

Resident Fellows Program: within a given year, it hosts four
resident fellows from Bulgaria for a period of six months
each. They come from the fields of contemporary visual art,
other artistic areas, or academia. The finalized projects will

Mogayn 3

Mporpama 3a rocT: NPOEKTHLT MNaHNpa NoKaHN KbM N3BECT-
HU MeXayHapoaHu XyaoXKHUUM 3a nepuof ao 1 mecew, aa pa-
60TaT B Codus 1 ga NpeacTaBsaT KOHKPETHU NPOEKTU, CBbp-
3aHu cbe cneumndurkarta Ha BusyaneH cemuHap.

Mopyn 4

My6nukaunn: n3gaHnsa, CBbP3aHN C MPOEKTUTE Ha CTUNEHAN-
aHTK; KaTanos3u Ha nporpamara 3a roctu; ,VHTepdenc
Codua“ — npegcTaBuTenHa nNyénukauus, obeanHsaBaLla pe-
3ynTatute OT ABYroAvLIHWTE ANCKYCUW B pamKuTe Ha Busyan-
HUs dopym, cneumdruyHn NpUMepn Ha rpagckaTa BusyanHa
cpefa, aBTOPCKU NPOEKTU, N3CNeasaHus, eceta u ap.

Module 3

Guest Program: two artists of international standing are invit-
ed each year to work on or to present a specific project relat-
ed to the objectives of the Visual Seminar.

Module 4

Publishing program: publications related to the Resident
Fellow program; catalogues for the Guest Program; ,Interface
Sofia“ — one volume resulting from the two-year Visual Forum

influence the cultural policies in the country through debate

and an increase of public literacy in the field of visuality. Visual Forum.

HaERsEng the' iy

1D & 6 cebenofobHUTE CY HaBCSKbAEe Apyrane, Ho ¢ MecTeH npuekyc. Beuukn ceetnm
‘ 1 TbCKaBU rpaficky YacTu ca Nnofo6bHu. FpapoBeTe ce pasnuuyasar 3apaau Tex-
HWTE crneundryHO Hegopas3BuUTU CTpaHu (oa napadppasvpame Jles ToncTton).
Ipanckute ycewanns B Copua ca pesyntaT Ha CamMOXrnHO3a 1 NOAAbPXKaHN HaBnLUM Ha ca-
Mo3asbreaHe, KOUTO HY KapaT da BapBaMme, Ye XXnBeem B MOAepeH rpad. Tosa BCe Olle He e
rpag 3a CBOWTE XXWUTENW, a TE HE Ca HACENeHNETO, GOPELLO Ce rMachbT My Aa Ce Jye B ynpas-
NEeHNEeTOo Ha rpapckute paéotu. VipoHusita e, ue Bu3dyanHarta cpena Ha Codus, KoaTo ce pas-
BMBa Masnko rno-Masko npes nocnegHute 15 roauHyn € MMeHHO ToBa, KOETO 5 NpeBpbLua B MO-
AepHO rpafcKo NPOCTPaHCTBO, B rpafd. Hakak cvu ABycMUCNEHO 1 noaBexpallo ce oyeprasar
napameTpuTe Ha >XenaHWeTo, a He TOBa, KOETO € pPeasiHo 1 akTyaslHO B XXKUBOTa Ha rpaga u
HerosuTe obuTaTenu.
[pagbT e Hewo nNoBeye OT MarepuanHarta Cu peanHocT, 3aWwoTo ANHAMUYHUST NOTOK Ha XK-
BOTa BMHaru g gonarpaxkga n ocmucng. Camara rpafcka peanHocT € HeLo, OT KOETO Hue
HUKOra He CMe JOBOJHW, B KOUTO U Aa € rpag, Mo KakBoTo U Aa Bpeme. Ho Hue npogbmkasa-
Me Oa XKMBEEM B rpafoBe U ce onuTBame aa ce cripusitensBame ¢ Tax. BudyanHuar cemuHap
nma ceosita GyHKLMS HA MHOrO NMIO60MMTEH, CbYyBCTBALL U MHPOPMUPAH TYPUCT, KOWTO NpuUC-
TMra Ha fgageHo MACTO U 3anassa CBeX Nornef U OTHOLEHNE KbM BUASHOTO. ToBa € nosu-
TMBHO MUCNELLMAT MbTELLECTBEHMK, KONTO € CEPMO3HO aHraXknupaH 1 nma 4yBCTBO 3a XyMOp.
BuayanHusT cemmnHap e npusaTencku HacTPOeHWAT , Apyre Cped rpaackuTe Bnactu. Hukon He
ro e KaHwun, HO TOoN BbMpeKn ToBa nposssaBa akKTMBHOCT, 3aLl0TO e HeO(bI/ILLI/IaJ'IHI/IFIT rnac Ha

be presented in public in Sofia and discussed within the
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discussions; specific examples from the city environment,
authors projects, investigations, essays, etc.
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> 1 @@6 where but with a local flavor. All shiny and bright city parts look similar, dif-
‘ ferent cities are different because of their specifically underdeveloped
aspects (to paraphrase Leo Tolstoy.)
The Sofia situation is one of self-hypnosis and sustained habits of wishful thinking that make
us believe we live in a modern city. However, this is not yet a city for its citizens who are not
quite yet the urban population fighting for its voice to be heard in the management of city
affairs. The irony is that the visual environment of Sofia that has developed gradually over the
last 15 years is what makes Sofia appear to be a modern urban space, a city. However, it is
somewhat ambiguous and misleading for it delineates the parameters of what’s desired, not
of what'’s real and actual in the life of the city and its inhabitants.
The city is always more then a fixed reality because there is always the surplus value of its
dynamically happening flow of life. The city reality is a thing we are always unhappy with. Any
city, any people, any time, but we keep on living in cities and keep on trying to make friends
with them. The Visual Seminar is designed to perform a function. It aims to function as a very
curious, sympathetic and informed tourist who comes to a place and keeps a fresh outlook
and attitude to what he/she observes. It is the friendly tourist who’s seriously engaged and
has a sense of critical humor.
The Visual Seminar is the friendly other among the city authorities. Nobody asked for it but it
is anyway active because it is the informal voice of city lovers.

BbBJlevUeHUTe B )KMBOTA Ha rpaga.

. Bropara e cBbp3aHa c y6ex-
> 1 % [OEHVETO HU, Ye TBOpUUTE Cb-
LLIO ca B CbCTOSHMNE Aa paspa-
GOTAT COLMANHO AENCTBEHUN MPOEKTUN /KaKbB-
TO e camuAT BusyaneH cemuHap / u ye egHO
XYLOOXXECTBEHO NPOV3BEAEHNE NN XyO0XKECT-
BEH MPOEKT MOXXE a Ce Brpaav B KONEKTNBHA
ngevHa pamka. Taka ye cTuneHguMaHTckara
nporpama o6enyHsaBa onnTa aa ce cb3gage
VHTEnNeKTyanHa O6LLHOCT MEXAy TBOPLM U
yUYeHn C ambuupaTa TBOpLUWTE U akageMnyHy-
Te npegcTaBuUTeNn ga paboTAT 3aedHo 1 Npo-
eKTUTe UM fa ce oborarasar B3aumHo. ToBa
Ce OTpassBa 1 Ha MpPUHLMMNA Ha Cenekumus —
TO31 Moayn Ha npoekTa BusyaneH cemnHap
Tps6Ba oa usbepe 8 ctuneHgvaHTa 3a aBe ro-
AUHW /No ABama Ha LecT meceua/, KaTto Mu-
HUMYM 25% OT TaX TpsibBa fa 6bvaaT akage-
MUYHW U3CnepoBaTeny Ha CbBpemMeHHara Bu-
3yanHa Kynrtypa; octaHanurte 75% ca OT BCUY-

K1 TBOPYECKM NpOodecnn, MMmaLLy OTHOLLIEHNE
KbM COLWO-BM3yanHara npoénemaruka Ha
rpap Codus: CbBpeMEHHN BU3yariHn U3KyCT-
Ba, apXUTeKTypa 1 ypbaHNCTVKa, Au3anH n
doTorpadusa 1 np.

MbpBuTe cTMnexnavaHT Ha BusyaneH
cemuHap 6sxa n3épaHu ot 8 uneHHa KoM1cus
npes anpun 2003 — ToBa ca XyAOXHUKLT JTb-
yesap bospxmes n mnagara uscnegosaren-
Ka, paboTeLla B 06nactra Ha Bu3yanHara co-
uuonorus n kyntyponorus Muna MuHesa.
Yuactneto nm Ha u3cnepoBaresncKuTe ConpKu
Ha npoekta HEKCYC /Han-ronemusT npoexTt
Ha LleHTbpa 3a akagemMuyHn nscrneasaHuns -
Coodwus, nogkpenun 3a Tpu roaguHK 28 nocrT-
[OOKTOPAaHTW/, KaKTo 1 y4acTUeTO Ha YrieHoBe-
Te Ha HEKCYC npu npeseHTauuute Ha npo-
ektuTe Ha bosagpxnes n MuHesa geMOHCTpU-
pa, ye cxemara, No KOATO paboTn CTUNeHau-
aHTcKaTa nporpama e obHage)kaasalia.

> 1 k The second one is related to
our conviction that the artists
are also in a position to work
on socially relevant projects (as is the Visual
Seminar itself) as well as that an artwork or
an artistic project could be incorporated with-
in a collective conceptual framework. Thus,
the Resident Fellows program is the focus of
the attempt to build up an intellectual com-
munity between artists and academic
researchers with the ambition that both while
working together mutually enrich their pro-
jects. This is reflected in the selection princi-
ple. The Resident Fellows module of the
Visual Seminar must select 8 fellows in two
years (two each six months) and at least 25
% of these should be academic researchers
of the contemporary visual culture. The
remaining 75 % are representatives of all cre-
ative professions that have affinity to the

social and visual problems of the city of
Sofia, to the contemporary visual arts, to
architecture and urban studies, to design,
photography and so on.

An 8-member committee selected the first
two Resident Fellows of the Visual Seminar in
April 2003. These are the artist Luchezar
Boyadjiev and the young researcher Mila
Mineva who works in the field of visual soci-
ology and cultural studies. Their participation
in the research meetings of the NEXUS pro-
ject (the largest project of the Center for
Advanced Study - Sofia that supported 28
post-doctoral fellows in 3 years), as well as
the participation of the NEXUS members dur-
ing the presentations of the Boyadjiev and
Mineva projects demonstrated that the
scheme of this Resident Fellows program is
very encouraging.



NHcTnTyT 3a CbBpeMEHHO N3KYCTBO —
Coodus

€ COPY)XEHNEe Ha KypaTopu, XyOOXHULM 1N KyNTypono3u, Koe-
TO e peructpupaHo npes3 M. toHn 1995 r. MICU - Codus e an-
raXxmpaH ¢ n3y4yaBaHeTo, MHTepnpeTaumsTa, nponaraHampa-
HETO M MpaKTyKarta Ha BU3yanHuTe U3KycTBa OT kpas Ha XX-
TN 1 HayanoTo Ha XXI-Bu Bek, C yCTAHOBSIBAHETO U Pa3BUTU-
€TO Ha O6MEH MEXOY Pa3NUYHUN KyNTYPHU U XYAOXECTBEHM
CLEHU, CbC CTPEMEXKa KbM OTKPUT XyOOXKECTBEH Anarnor ¢
Bceku. ictopusta Ha cb3gaBaHeTo Ha VICU — Codus e
CBbp3aHa Cc NpohecroHanHOTO CbTPYAHUYECTBO MeXay rpy-
na NpuATenu, KOUTO CMOQENAT BU3MATa 32 OTBAPSAHETO U Au-
HamyKaTa Ha 6barapckara cLeHa Ha CbBPEMEHHO U3KYCTBO
cnen 1989 r.

OcHoBHara uen Ha NICU — Codusa e pa3BuTMETO Ha Xy#oxe-
CcTBeHaTa cueHa B Bbnrapus u Bpb3kaTa 1 ¢ nyénukara y
Hac 1 B Yy>XXK6/HA YPE3 NHULMMPAHETO Ha ABWKEHWE Ha Xy-
OOXHWLM, KypaTopu U XyOOXKECTBEHWN KPUTULW, MPOEKTN U
N3M0XX6U C nagesta He camo Aa ,,NMoKaXkKem Hawus AoM“ no
cBeTa, HO 1 Oa ,JoBefgeM” cBeTa B ,Hallus gom*“.
CnekTbpbT o1 fenHoctn Ha ICN — Codusa ce cvetom ot
MEXOYHAPOOHN N MECTHMN NPOEKTN 3a U3NOXK6U, N3aaHus,
KOHdepeHUMn, ceEMHApPU, KPaTKOCPOUHN 06pa3oBaTeHn
nporpamMu, NEKUMOHHW LKA 1 APYTA.

The Institute of Contemporary Art - Sofia

is an association of curators, artists and cultural theoreti-
cians, registered in June 1995. It is dedicated to the study,
understanding, promotion and practice of the visual arts of
the late twentieth and early twenty first century, to the
reestablishment and furthering of the dilogue between cul-
tures and art scenes, to the search for an open art dialogue
with everyone. The history of ICA is rooted in the professional
partnership between friends who after 1989 shared the vision
to open up and develop the Bulgarian contemporary art
scene.

The goals of ICA — Sofia are focused on the development of
the contemporary art scene in Bulgaria in relation to the
world and Bulgarian audience by triggering and fascilitating a
two-way flow of artists, curators and critics, projects, etc. to
not only “take” your/our home out into the world, but also to
bring “the world” back home.

The spectrum of ICA activities consists of international and
local projects for shows, publications, conferences, semi-
nars, short term educational activities, lecture series, etc.
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A publication of the Institute of Contemporary Art

Excnepty Kbm npoekta BusyaneH cemuHap:

o-p BosH MaHueB (Teopusa Ha nuTepartypara)

AwnaHa MNMonoBa (n3kycTeoBen)

npod. a-p Neanno Aunyes (KynTypeH aHTpoOMnonor)

fou..g-p Upwvna NeHoBa (13kycTBOBEN)

Kupun MpawkKoB (Xya0XHNK)

pou: g4-p-MurneHa Hukonuunna (¢punocod n dunonor)

Hepko ConakoB (XyOoO>KHUK)

4-p OpnnH CnacoB (EKCNepPT No neyatHy 1 BU3yasH1 Meaunn)

Expert Unit and Advisory Board
of the Visual Seminar project:

Boyan Manchev, Ph. D. (theory of literature)

Diana Popova (art critic)

Prof. Dr. lvaylo Ditchev (cultural anthropology)

Ass. Prof. Irina Genova Ph. D. (art historian)

Kiril Prashkov (artist)

Ass. Prof. Miglena Nikolchina Ph. D. (philosophy, philology)
Nedko Solakov (artist)

Orlin Spassov Ph. D. (expert on printed and visual media)

Nbvuesap bospxnes, MpeanoxxeHne
3a HOBO YpP6aHNCTNYHO NiaHupaHe
Ha XUWnuwHnTe Komnnekcu, 2003

Luchezar Boyadijiev,
Suggestion for New Urban
Planing of Neighborhoods, 2003

LleHTbpbT
3a akageMmu4Hn nscnegsaHna — Copnsna

€ HesaBucuma NHCTUTYUMS C naeanHa uers, Cb3pageHa CbC
3apava pasBuTMe 1 nogrnomMaraHe Ha NnocT-AoKTopasniHu n3c-
nefBaHus U akageMnyHo cbTpypaHudyectso. LAC e ocHoBaH
npes eceHta Ha 2000 r. OCHOBHaTa GyHKLMS Ha LeHTbpa e aa
npepocTass GpUHaHCOBA U MHCTUTYLIMOHANHA Nnoakpena 3a
NOCT-AOKTOpasiHW U3CneaBaHns n 3CnefoBaTenckm nporpa-
MU B chepaTa Ha XymaHuTapucTikaTa u CoUManHNTe Hayku.
LleHTbpbT nognomMara 13cneaoBaTtencko 1 akageMUyHO CbT-
PYyOHWMYECTBO B ABE OCHOBHU Chepu: NCTOpUS, KynTypa u pas-
BUTUE Ha PEernoHa; KakTo 1 pa3BUTUETO Ha BUCLLETO 06pa30-
BaHWe 1 akafeMN4YHUTE N3cneaBaHunsl B permoHaneH mawab.
OcHosHuTe npoektn Ha LIAC ca: npoekt HEKCYC (NEXUS)
-Kak ga mucnum bankaHute: kyntypa, pervoH, UAEHTUYHOC-
Tn"; ,PermoHanHn aucKypcu Ha nageHTnyHocTra B LleHtpanHa
n IOronstouHa Espona (1775-1945)%; ,Cnen npucbeamHsaBaHe-
TO COUMO-UKOHOMUYECcKaTa Kyntypa Ha /13touHa EBpona B
pa3WnpeHNs Cbio3: NPEAUMCTBO UM HEQOCTATLK?; NMPOEKT
»[ TOMHEeKN KoMyHu3ma“.

The Centre for Advanced Study - Sofia

is an independent non-profit institution set up for the pro-
motion of advanced scholarship and academic coopera-
tion. CAS was established and legally found in the autumn
of 2000 in Sofia, Bulgaria. The Centre’s major function is to
provide financial and institutional support for post-doctoral
research and for research programmes in the Humanities
and the Social Sciences. It supports research and acade-
mic collaboration in two main areas: history, culture and
development of the region; and improvement of higher
education and academic research on a regional scale.
The main on-going projects of CAS are: NEXUS Project
“How to Think about the Balkans: Culture, Region,
Identities”; “Regional Identity Discourses in Central and
Southeast Europe (1775-1945)”; “After the Accession. The
Socio-Economic Culture of Eastern Europe in the Enlarged
Union: An Asset or a Liability?”, Remembering
Communism project.

NHctnTyT 32 cCbBpEMEHHO
nskycrteo — Codpus

Institute

of Contemporary Art — Sofia
6yn. Bacun Jlesckn 82 6/ 82 B
Vassil Levsky Boulevard

1000 Codus/Sofia

Ten./tel. +359 2 846 6433
dakc/fax: +359 2 944 0012
e-mail: iaraica@mbox.cit.bg

LleHTbp 3a akapeMuyHn
n3cnepsaHus — Copunsa

Centre

for Advanced Study - Sofia

yn. ,An. bateH6epr” 4 / 4,
Alexander Battenberg Str., floor 3,
1000 Cogus/Sofia, Bulgaria
Ten./tel. +359 2 980 3704
dakc/fax +359 2 980 3662
e-mail: cas@cas.bg

http://ica.cult.bg cas.bg

®depepanHara KyntypHa ¢oHpaumnsa

€ ocHoBaHa npe3 2002 r. cbCc 3afjavaTa fa noakpens u no-
nynapuaunpa n3kycTsBoOTO M KynTypara. Ycunusarta n ca $oky-
CupaHy BbpXy NpeacTaBsHETO HA HOBATOPCKK nporpamu n
NPOEKTN B MeXJyHapoaeH KOHTEKCT. HenHoTo cepanuie e
VNCTOPUYECKMAT rpag Xane B u3toyHara vact Ha [epmanus.
®doHpaunsTa MHBECTUPA B pa3paboTBAHETO HA HOBY NpoLie-
Oypu 3a nogabp<aHe Ha HaLuMOHAaNHOTO HacneacTBo U U3-
Nnon3BaHe NO3HaHMATA Ha XYOOXHULM N KYNTYPHU aKTUBUC-
TN NO OTHOLLEHUE Ha counanHus aebart. Kato nonbnHeHne
®depepanHara KynTypHa GoHaaums NoaKpens KynTypHUs 06-
MEH 1N MeXOyHapOoaHOTO CbTpyaHn4ecTBo. N3BbH MeHepan-
HaTa 4acT Ha NpoekKTa — CbLLO OTBOPEHA 3a KaHAMaaTn ot
opyrn ctpandun — QepepanHarta KyntypHa doHaaums UHULK-
mpa npoekTn No YeTrpn pasnuyHu nporpamu: ,I3KkycTeoTo
n rpagbT”, ,,KynTypHM acnekTy Ha repMaHCKoTo obeauHe-
Hue*, ,KynTypHOTO Npean3BMKaTencTso Ha 11 centemspu
2001“ n ,PernoHanen ¢okyc: CpegHa un 13TouHa Espona“.
Cbc cBosiTa eBponeiicka nporpama PenepanHara KynTypHa
$oHpauna 3anoysa nporpama, KoiTo eAHOBPEMEHHO N3C-
neaBa UCTOpUYECKUTE NapamMmeTpu Ha guanora mexay /3To-
Ka 1 3anaga n CbBpPEMEHHNS KyNTypeH OBMEH Mexay pas-
JINYHW KYNTYPHU TEPUTOPUN.

The Federal Cultural Foundation

was established in 2002 by the German Government with the
aim to promote and fund art and culture. It focuses on the
promotion of innovative programmes and projects in an
international context. Its seat is in the historic town of Halle
an der Saale in the Eastern part of Germany. The
Foundation invests in the development of new procedures
to maintain the national heritage and to explore the knowl-
edge of artists and cultural activists to debate social issues.
In addition, the Federal Cultural Foundation supports cultur-
al exchange and cross-border cooperation. Apart from its
General Project Section - open also to applications from
international countries - the Federal Cultural Foundation initi-
ates projects in four different programmes: “Art and the
City”, “Cultural Aspects of German Unification”, “The
Cultural Challenge of September 11th 2001” and “Regional
Focus: Middle and Eastern Europe”. With its European pro-
gramme, the Cultural Foundation has initiated a programme
that does justice to both, the historical dimension of the dia-
logue between East and West and the contemporary cultur-
al exchange between the different cultural territories.

kulturstiftung des bunde_s

www.kulturstiftung-bund.de

relations

ce CTpemMu Aa MHMLMMpa amanor ¢ xopata Ha U3KyCTBOTO U
KynTyparta OT cTpaHuTe B n3toyHa Espona. LienTta e pa ce
YCTaHOBM 1 nogkKpena mpexka oT MeCTHU MHUUMaTnuBeun B 06-
nacTTa Ha CbBpPeMeHHUTE N3KYCTBa, KynTypata u couuanHu-
Te Haykn. HoBM mnm Beue CbLLECTBYBALLM KYATYPHN NPOCT-
paHCTBa e Ce OTKPUSAT Unn Bb3CTAHOBAT. B cbBMeCTHUTE
NPOEKTN B N3KYCTBOTO U KyNTypaTa CbLLECTBEH POKYC € yC-
TAHOBSIBAHETO Ha BPb3Ka MeXdy apTUCTUYHUTE U HayuHU
WHTEpPecKn C MecTHaTa 1 permoHanHa npobnemartmka.
O6msHa Ha onuT 1 NAPTHLOPCTBO C repPMaHCKUN KOmnern Cb-
LLO e ce noaKpensT ot relations. F[epmaHCKMTEe NapTHLOPY
LLe ,,CbNpoBOXAAT" MPOEKTUTE NO BPEME Ha LUSANOCTHUSA
npoLec Ha peanusaums 1 e paspadboTBar Bb3MOXXHU Pop-
MU 3a NpeacTaBsHETo UM B FepmaHna B CbTPYAHWYECTBO C
N3TOYHOEBPOMNENCKUTE NHCTUTYLIMN.

Mpe3 2003r. ycunuaTta Ha relatios e 6b0aT HACOUEHN KbM
10 npoekTa, NoAKpPeneHn OT eKCNepTHN CbBETM, YNWTO une-
HOBe Ca N3BECTHV NPeAcTaBuTeNy Ha eBponenckara Kyn-
TypHa cueHa. ToBa, KOeTo LWe ce 0hopMM C TeUEeHNe Ha
BPEMETO € MO-CKOPO KanenmocKon Ha pasfiMyHn nHuumaty-
BU, C U3NOX6W, Ny6nukaunm, n3cnegsaHus, nHcTanauum,
NoaKpeneHn oT AOKYMEHTW, KOUTO pa3kasBaT 3a rpaHuyHu-
Te 30HUN MeXay NonuTuka u reorpadusi, obwecTBeHa UCTO-
pus 1 nn4HN nctopuu BbB Baplwaea, Codus, MNpuwmHa, by-
kypew, CapaeBo u 3arpe6.

relations

seeks to initiate a dialogue with makers of art and culture in
the countries of eastern Europe. The aim is to set up, sup-
port and network local initiatives in the areas of contempo-
rary arts, culture and social science. New and already exist-
ing cultural spaces are to be opened up or stabilized. The
substantial focus of the common projects in art and culture
is thus initially the artistic and social scientific engagement
with local and regional problematics.

In a second step, the exchange of knowledge and co-oper-
ation with German partners will be supported. The German
partners will accompany the projects throughout their entire
duration and develop possible forms of presentation in
Germany in co-operation with the teams in the countries of
eastern Europe.

During 2003 relations will launch around ten projects, sup-
ported by an advisory board whose members are well-
known representatives of the European cultural scene. What
will arise in the course of time is rather a kaleidoscope of
diverse initiatives, with exhibitions, publications, cultural
studies, installations, flanked by documents which tell of the
transitional zones between politics

and geography, history and stories,

among others in Warsaw, Sofia,

Pristina, in Bucharest, Sarajevo re
and Zagreb.

http://www.projekt-relations.de




