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Ha Braancnas TomopoB, ¢ omien Ha ChOTHACSHETO MEXAY T'paj, MaMeT ¥ WHAN-
BUJI, HACTOSIIIIOTO M3CIIEABAHE MpeIara TEeMaTHYHO OTPAaHWYEHO, HO WHTEH3UBHO
BIJISK/AHE B MPOCTPAHCTBATa HA MAMETTa B MOJCPHUCTHYHATA U ChbBpEMEHHATa
Obarapcka IuTepaTypa.
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I. Konnenuust Ha MapmpyTa

PaznenenneTo Mexay CENCKOTO M IPaJCKOTO € ABJIOOKO 3ajerHallo KaKkTo B ce-
OEBB3MPUATHETO, TAKa U B COLIMATHOTO BhOOpakeHHe Ha ObarapuHa. J[Bete mpoc-
TPaHCTBA ca CBbP3aHU HE MPOCTO C PA3IMYHN OUTOBU U BCEKUAHEBHU MPOTUYAHUS,
T€ OTpa3siBaT U pa3INYHU CBETONICAHH, MEHTAJIHU U NICUXWYecKu Haracu. Koraro
TOBOPHM 3a pa3BUTHETO HA ypOAHUCTUYHOTO MPOCTPAHCTBO B brirapust, equn rpajn
ps3ko Gokycupa BHUMaHHETO BbpXy cebe cu — Codus. Toli u3pactBa OT U ABITO
BpeMe HOCH YEpTUTE Ha OPHEHTAJICKO CEJ0, Bh3XOXKJa A0 MOJEpEH Tpaj, 3a Ja
ce MpeBbpHE HAKpas BbB BBILTBLICHNE HA Oe3yMHAaTa, HACHICTBEHA YpOaHUCTHYHA
ueHTpanu3anus B bearapus, qosena g0 TpaiHu aeMorpadCK, KyATypHH U CTO-
MAHCKU KaTaKJIN3MU.
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Hacrosmusar nurepatypen MapupyT ,,BroOpassBanero Ha Codus: Tpal, mamer
W MHIUBH] B Obarapckara nureparypa Ha XX u XXI Bex* ce cTpemu Ja mpeacra-
BU Pa3NU4HU (a3u OT KyITYPHOTO U MOJIUTHYECKOTO pa3BuTHE Ha brirapus upes
BIIMCBAaHETO UM B nuTeparypHara tonorpadus Ha Codus. Ot peannara Tomorpa-
¢ust Ha qaemHa Codust ca M30paHu TPHU TOUKH, HA KOUTO J1a C€ MPOBEAAT OTACTHU-
Te Oecequ. Y TpuTe MMaT CBOMTE CHOTBETCTBUS B JIUTEPATYPHUTE MPOU3BEICHHS,
KOUTO ca MHTerpupany B Mapuipyta. Kakto mogueprasa u Ane JluOur — aBropkara
Ha OecenuTe, 4acTH OT KOWUTO Mpeajarame TyK, 0COOGHOTO MPEeIMMCTBO Ha MOA-
OpaHuTe MPOU3BENEHHS CE ChCTOHM BbB B3MOKHOCTTA 33 OBP3 U AUPEKTEH MPEXO]
0T GUKIMOHAITHOTO MPOCTPAHCTBO HA MPOMU3BEACHHUATA B PEATHOTO MMPOCTPAHCTBO
Ha aHemHa Codusi, KoeTo OM yJIeCHMIIO Hal-Bede MOCeIaBaliTe s 32 IbPBU BT
YyX/IEHIIU NPU HABJIM3AHETO B OTAEITHUTE TEMH Ha JINTEPAaTypPHUS MapLIPyT.

Karo msicTo 3a mpoBexaaHeTo Ha mbpBara Oecena e mpeaBuaeHo (oaiieTo Ha
kuHO ,,ONeoH Ha KpbhCTOBUILETO Ha ,Iloma®. becenara npennonara mbpBoHayua-
HO KPAaTKoO 3all03HaBaHe Ha CIYIIATEINTE C aClIeKTH Ha YPOaHUCTHYHOTO Pa3BUTHE
Ha Codust npe3 20-te ronuan Ha XX BEK, OTHACSIIH C€ JI0 eNeKTPUPHUIHPAHETO
U rpaackus TpaHcnopT. OT KyATypHO-MCTOpHYECKA IIEAHA TOYKa € He0OXOIUMO
CBIIO TaKa KPaTKO OYepTaBaHEe Ha MBPBUTE CTBHIIKM Ha KWHeMaTorpada u KHHOTO
B bbarapus. OTTyk Hararbk Oecenara IUIBTHO ciiefBa paskaza Ha Yasmap Myra-
¢oB ,,CmbpTeH cbH. W 10 ITHEC MPOCTPaHCTBOTO OKOJIO ,,Iloma* 3ama3Ba xapax-
TepucTukuTe, npe3 kouro Codus e mucnena or Myrados. CtaBa gyma Haii-Beue
32 0COOCHOTO, MOYTH MCUXOIEINYHO MPETOBAPBAHE HA CETHBATa BbB BH3JIIOBHTE
CPEROTOUMsI Ha TOJEMUS Tpajl, AbJDKAILO Ce Ha HeBbOOpa3uMaTa aMairama oT ce-
TUBHH JPA3HUTEIH C Pa3IHUYCH MPOU3XOA — XaOTUYHO JIBM)KEHHE, TPUEHE, OIbC-
KaHe Ha XOpa M OOCKTH; HAclarBaHe U OMECBAHE Ha IIyMOBE C Pa3JIMYHA MHTEH-
3MBHOCT — IVIacOBE, TpakaHe, TPELleHe U T.H.; CBETIMHHU MPOEKIUH, UBAILN OT
Pa3IMYHU M3TOYHHULN M CPELIAlly pa3iInyH{ Nperpagu (CTbKICHH BUTPUHH, Me-
TaJHU MPEIMETH H T.H.); MUPU3MH, TIOKPHUBAIIX ITBJIHUS CIIEKTHP OT €PUPHHUS map-
¢rom no BkucHarara motT. ExHO mpeToBapBaHe Ha CeTHBaTa, KOETO 3aTOPMO35Ba
uaeHTHGUIUpaHEeTO Ha peanHoTo. PeanHocTTa ce pa3mMuBa, pa3Tenisi ce, pa3nana
ce. B TakuBa cpenoTouns rpaJCcKUAT YOBEK [IOBEYE CH ,,BbOOpa3sBa‘, OTKOIKOTO
,BB3IpHEMa‘ BUASHOTO, YyTOTO, IOMUPHUCAHOTO. MyTaoB pasriexna rpajckoTo
BB3NPHUATHE KaTO Pa3koje0aHO MEXIY peasHOCTTa M (HUKIMATA, HEU0, KOETO €
TUIIMYHO W 332 CETUBHHUTE M3MepeHusi Ha kuHemarorpada. Kato Bropa moarema B
Oecenara me Oble AMCKYTUPAHO BHPXY aHOHMMHU3UPAHETO M aTOMH3HPAHETO Ha
IpajiCKUsl YOBEK, IBJDKAIIO C€ Ha BCMYKBAHETO MY B pa3MMTara rpajcka Thina u
Ha OIUITMTAHETO MYy B €IHA CIIOKHA MasHKMHA OT OE3NMWYHU MOCPETHUIN — HapuTe,
Oopcute, peKIaMuTe, BECTHUIIMTE U APYTUTE MEANH.

Karo msicro 3a mpoBexnaHe Ha BTopara Oeceia € MPEABUIACHO €3€pOTO
»~Apuana“ B bopucosara rpaguna. Ilpenn na cTursar 1o Tam, y4acTHUIIUTE B
Oecemara mMoraT Jja ce MPHUABIIKAT MO HIKOW OT MapUIpyTHTE Ha TJIaBHHS Iep-
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coHax oT poMmaHna ,Ilpenu na ce ympe. @anrtasus 3a Camo Cnangypa® Ha Ju-
Mutbp Kopymxues. [lepcoHaxbT BbILUTBIIABA TUITMYHOTO 32 MOJAEPHOTO Ipaj-
CKO CBETOyCELIaHe M 3a MOJIEPHHS TpaAcKu 4oBeK (puaHbopcTBO. ToBa € enHoO
0co0eHO, JIeKEPHO, JICHUBO-0e31eTHO ABUKCHUE-IONUBAHE Ha JAOMPUHTHOTO
IpajcKo MPOCTPAHCTBO, KoeTo KopynKneB CKpUTO MPOTUBOMOCTABS Ha IIejey-
CTPEMEHOTO, TUPEKTUBHOTO, 3aMI0BAIaHOTO MapUIMPYBaHE 110 MPABOJUHEHHUTE
TpaceTa Ha KOMyHHUCTHUYECKOTO CTPOUTENCTBO. DPIaHbOPCTBOTO € TUI cBOOOA
U U3XOXKJAaWKH OT Hero, Oeceqara ce cbcpeaoToyaBa ThKMO BbPXY Ta3d TEMa.
B pamkuTe Ha nuTeparypHHs pa3ka3 3a TparmyHara chba0a Ha peasHus IpoTo-
tun Camo Cnanypa Kopymxues e cOrbekan chbIIHOCTHUTE CBOOOIU, KaTO CBO-
Oomara Ha TBOpela, cBoOoJaTa Ja MHUCIUII, cBOOOAaTa Aa ce u3passiBaul myo-
JUYHO U T.H., C KOMyHHCTHUYECKaTa UJeojorema Ha cBoboara, 4usito abcypana
HECHCTOATENIHOCT C€ € MPOMbKHAJIa HABCSKB/E, 1OPU U B HAUMEHOBAHUS KaTo
[Tapka Ha cBoOonmaTta. becenara e 3acerHe W Temara 3a rpajga B KOMyHHCTH-
yecKkaTa eroxa KaTo BHJI MaHONTHUKYM, B KOWTO BCEKM MOXE HEMpPEKBbCHATO Ja
ObJe HabIIonaBaH, CIeAeH U KOHTPOIHUPAH.

Tperara Gecena OT MapHIpyTa MOXe Jia Ce MPOBEJE B OTHOCUTEIHO THXa TOY-
Ka (ako TakaBa BHOOIIE MOXKe Ja ObJe HaMepeHa) Ha TOJSIMOTO MPOCTPAHCTBO
Mexay Ilapruiinus noMm, Mas3ones u Ilapckusa nBopen. ThkMO TaM B €AUH OT
BB3JIOBUTE €NMU301 Ha poMaHa ,,J[3u¢T* Ha Bnagucnas TonopoB TIaBHUSAT mep-
COHaXX MPaBU HeToApakaeMa adCypAHCTKO-CapKaCTHYHA, MTOETHKO-aCOMaTHBHA
u punocodcko-ucTopuyecka JUCEKIUS Ha KOMyHH3Ma, Ha HEroBaTa aTaBUCTHY-
Ha yNagbuyHOCT € MPETEHLNHU 3a LIUBUJIN30BaHOCT U MPOrPECUBHOCT, HA HErOBa-
Ta BIENIEHEHA, KyXa CUMBOIMKA. Upe3 pomana nocetutenst Ha Codus e Obae
3amo3Har ¢ e/luH, 3a IACTHEe, U34e3Balll 0T HEHHOTO HACTOsIIIE, HO ABIOOKO BOUT
B HEHOTO MuHano cBAT. Llle Obae 3amo3HAT ¢ JOMOTONHUS KYAT KbM KOMYHHC-
TUYECKUS BOXK]I, YHATO MyMHUsl TpsiOBalle Aa ObJe eMULUEHTHPBT, OKOJIO KOWUTO ce
BBpTH ObJITapcKusT cBAT. Llle Obae 3amo3Har ¢ nsiata CMMBOJIMKA Ha TOBA MPOC-
TPAHCTBO — IJIONIAJA, KaTo IUIallapM Ha KOJEKTHBHATA KOMyHHCTHUYECKa Mpa3-
HUYHOCT, YUMTO BHUCLI M3pa3 Oelle MaplioBara CTHIKA; MIIOMAAa, KaTo 3ByKOBa
KaMepa, B KOSTO OTEKBallle MOPEAHATa I'bPJICHO-IO3YHIOBa OJaroJapHOCT KbM
MOPEIHUs KOMYHUCTUYECKH AUKTarop; IlapTuiiHus noM, Karo XJaJHOTO ChpLE
Ha KOMYHH3Ma, C HErOBUTE OTPOMHU MPaMOPHU IJIOYM BMECTO CHPJICUHM KJIAIH,
HeroBara (Beue cBajieHa) MeTON'bUHA 3BE3/1a, U3AUTHATA C JKaJlkaTa MPETeHIHS J1a
3aCeHYM 3BE3JHOTO Hebe W MpUpoAaTa, KOsATO TpsAdBalie Aa Oble MOAYMHEHA U
BIIpETHATa B CIyk0a Ha KOMYHUCTHYECKHUS Uaeall.

Upes Tpute Oecenu MOCETHTENAT e ObJE 3armo3HaT ¢ TPU HEBEPOSITHO OPH-
TMHAJIHU BHU3MM 3a KyJITypHaTa U IOJUTHYECKaTa HUCTOpUs Ha bbvarapus mpes
XX Bek. Oco0OeHO MOIXOAIIHY 3a MPoeKTa ,,)KuBonucHa bearapus ca pomanure
Ha Kopymxues n Togopos, Thil KaTo B TAX CaMUTE ca BIIUCAHU KOHKPETHO OYepTa-
HU MapHIpyTH, KOUTO MHTEPECYBAIIUAT CE MOXKE J1a OCIIe/IBa.
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II. Imagining Sofia: City, Memory and Individual in 20" and 21*
Century Bulgarian Literature

Cities as Memoryscapes in Literature

Urban space occupies a special place in 20th century literature. Be it megalopolises
like London or Saint Petersburg, the imagined cityscapes of turn-of-the-century
flaneurs, or remote little corners in the world’s rural areas (cf. Heise, 2015): from the
fin de siécle onwards, the literary city moved beyond its accustomed non-descriptness,
and evolved into a fully-fledged character in its own right. Modernism, and above all
the European expressionist school, gave rise to a new view of the city that introduced
it as a place to remember, a place to reminisce, and a place to rekindle the powers of
the imagination. Dealing with the city as a living, breathing thing allowed modernist
writers to explore their own minds as well as those of society as a whole, and, as a
result, the city became both a mirror and a canvas for the ills and insecurities, but also
the joys and opportunities of a rapidly changing world.

Interdisciplinary memory research has been focussing on the indelible link
between memory and spatial elements such as buildings, cityscapes, means of
public transport, and other recognisable elements of space for a while now (cf.
Assmann, 2009). Cities in particular fulfil an interesting role in the world of
spatial recognition: whilst many of their structures remain, at least at a superficial
glance, the same throughout time, subtle changes to a city’s face and body occur
on an almost daily basis. Thus, cities are capable of providing a stable framework
of orientation whilst simultaneously confronting the individual with the constant
impermanence of modern, urban life. The real as well as the literary city become
a palimpsest of memory layers; a construct that is inherently tied to a sense
of nostalgia, which, in turn, “must by definition be a study of the rhetoric of
loss” (Katz, 2010: 811). Past and present converge into a multi-layered frame
of reference for the construction of memory in the individual conscience, which
provides ample space for the creation of both personal and — seeing as individual
memories cannot and will not exist in a vacuum — collective memories.

It was this subjective, individual point of view that offered a new perspective
on the literary city in the early 20" century. While populations exploded and urban
life took on its maddeningly modern form, the reduction in status to just another
member of a countless, faceless mass forced the individual to experience a sense of
loneliness that it had not been made to experience before:

The figure of the city as a paved solitude took hold quickly. Even where
characters were presented as part of a social group, they were increasingly shown
in isolation from each other, and the groups themselves were seen as isolated from
the larger social community (Pike, 1981: 72).

Accordingly, many literary protagonists ventured out into the city — seemingly on
a search for both their own true self and the last remaining refuges of an old, familiar
world. It is hardly a coincidence that the flaneur ranks among the most recognisable
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embodiments of early modernist literature: “The word-city was presented more
and more as an irritable nervous energy, and its inhabitants came to seem more
prowlers than citizens” (Ibid.: 72). It is similarly unsurprising that 20" century city
literature frequently carries characteristics reminiscent of today’s Lonely Planet
guidebooks: “In der Stadtliteratur ereignet sich fiktionales Geschehen in der Regel
in realen, filir viele Leser wiedererkennbaren Raumen. Dies hat Auswirkungen auf
die Interpretation der Texte, die in starkem Mafe als Deutungen der Gesellschaft
oder als ,literarische Reisefiihrer® gelesen werden® (Kenneweg, 2009: 61).

It was when the supposedly stable image of the city began to visibly change
that its perception in literature likewise experienced a dramatic transformation. The
literary city went from being a place of great potential for success and fascination
to being a labyrinthine maze, potentially scary and horrifying, in what seemed
like the blink of an eye. And while it must be noted that the portrayal of cities
as embodiments of both negative and positive characteristics was by no means a
modernist invention — quite to the contrary:

— from the beginning the image of the city served as the nexus of many things,
all characterized by strongly ambivalent feelings: presumption (Babel), corruption
(Babylon), perversion (Sodom and Gomorrah), power (Rome), destruction (Troy,
Carthage), death, the plague (the City of Dis), and revelation (the heavenly
Jerusalem) (Pike, 1981: 6f.);

— the perception of the city as an inherently ambiguous space in the basic sense
of the word, i.e. a place that can both charm and shock, but never be grasped,
should be taken as a distinctly modern development. It is also a development that
by no means stopped dead with the end of modernism. Instead, “the technologies
of mobility and communication, whose power to radically transform our concepts
of memory, community, and identity has only become more pronounced with time”
(Heise, 2015: 211), and they continue to affect the way bonds between individuals,
memory and a cityscape are shaped, perceived, and represented in literature up to
the present day.

Sofia as Memoryscape

In Bulgarian literature, the urban motif made a comparatively late appearance.
Up until the first decades of the 20th century, it was the peasant and his village
that served as the stereotypical setting in Bulgarian prose, not big cities and their
dwellers: “[Bulgarian prose writers’] interest was long absorbed in country, village,
and small-town life, and the city assumed importance in their eyes only very slowly”
(Christophorov, 1956: 29). If a novel did have an urban setting, then that setting
was invariably bound to be Sofia.

Sofia as a city offers a particularly fascinating case study for the development
of so-called memory palimpsests, because it underwent dramatic architectural
changes at the end of the 19" and the beginning of the 20™ century. Only having
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gained its formal independence from the Ottoman Empire in 1908, Bulgaria -
and its capital Sofia - entered the new century with a predominantly oriental
appearance. It was the consequent influence of experienced European architects
and the rigorous restructuring of the capital’s core according to a strict grid pattern
— in many ways reminiscent of the structuring of Saint Petersburg, albeit without
the literary myth to go along with it — that led to the transformation of Sofia into
the city as it is known today. Along with the introduction of electricity, trams,
and other conveniences of a Westernized, modern lifestyle, such as cinemas and
open-air cafés, Sofia’s image underwent a drastic refashioning that occurred in a
surprisingly short amount of time:

Es muB als eine bewundernswerte Leistung angesehen werden, dall das aus
dem tiirkischen Mittelalter in die europdische Neuzeit versetzte bulgarische Volk
imstande war, in drei Jahrzehnten die stiddtebaulichen Errungenschaften des
Abendlandes nach Siidosteuropa zu iibertragen und sie in unermiidlichem Fleif3
ihren Bediirfnissen entsprechend fortzuentwickeln. Man hat die Bulgaren nicht zu
Unrecht als die ,Preuen des Balkans‘ bezeichnet (Wilhelmy, 1936: 133).

As early as 1907, the ,.krummen Gélchen des tiirkischen Sofia* (Ibid.: 126) had
vanished and made way for the organised, well-structured cityscape of a Habsburg affiliate.
That being said, Sofia’s face as a city quickly adopted some of the most stereotypical
features of the modern, European metropolis, too: narrow mazes of houses, a feverish
rhythm of change and transformation, and seemingly endless rows of pop-up shops and
entertainment venues all helped shape modermn Sofia, and turn it into precisely the kind of
city of which the expressionists dreamed and which they dreaded (Ibid.: 142ft.).

Cavdar Mutafov — Smdrten sin (1923)

Cavdar Mutafov was a well-known writer of the literary landscape of early
20" century Bulgaria and a leading member of the diabolism movement. Heavily
influenced by German expressionism, his work holds a mirror up to urban reality,
but also expresses a desire to uncover the hidden truth buried beneath the influences
of modernity. Mutafov was a proponent of a rather differentiated attitude towards
both modernity and modernism, approving, on the one hand, of their potential to
ring in a new age in society and art, but warning at the same time of the destructive
effects that mechanisation and automatization could have on life (Daieva-Schneider,
2001: 67ff.). He was, however, thoroughly fascinated by the rise of European
cinema and films like The Cabinet of Dr Caligari, an Expressionist silent horror
film produced in Germany in the early 1920s, which functioned as a major source
of inspiration for Mutafov’s short story Smdrten san (1bid.: 86). Both in the film and
the short story, the city appears as a thoroughly dehumanised, strongly fragmented
and utterly utilitarian being:

[...] amHaMm3anus, Obp3MHA, MALTMHU3AIMSI, MHOTOMIJIMOHHO OOIIEKHUTHE; TO-
JIEMUSAT Ipaj. SIBIeHMs, TPOU3THYAILH OT TOBA: IIECHHOCT HA MOMEHTHOTO, IIEHHOCT
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Ha MPOU3BOJUTEIHATA TUIIM3UPAHOCT [...] JloManiHOTO OrHUIE Ha HOBHUS YOBEK €
CTaHaJIO MalllMHa 32 )KUBECHE, MJIOMAbT U YIUIUTE — MALIMHU 3a pa3MUHaBaHe, a
OC3IMYHMAT YOBEK-MAIIIMHA € cTaHall KocMoIouT (Avramov, 1993: 308f)).

Sofia is never explicitly mentioned as the city where events unfurl in Smdarten
san, but seeing as Mutafov could only draw on two major European cities for
personal inspiration — Munich and Sofia — it appears likely that he chose the latter.
The locale does, in any case, strike the reader as an almost stereotypical embodiment
of the early 20™ century metropolis, complete with prostitutes (,,Benocumnenu, Ko-
MHUBOASKOPH U JIBE IPOCTUTYTKU — BTOpATa BOJIEIE HA KOYKEH PEMBK YepeH MOorc™
Mutafov, 1923Y), architectural ennui (,,BbpXy TpUBI'bIHHS YSTHUK HA 3aHHE, KOC-
TO MOXe Jia ObJie BCAKO [...] eanH dacaj ce moHece Cpea MOPETO OT XOpa, HaKIIOo-
HEH, Hail-ceTHe MajHa B ThMHATa CSIHKa HAa MHO3MHCTBOTO™) and an anonymous
monotony of being (,,HaBaymiara u 6e3 ToBa O¢ Chlara BbB BeuepHUs yac). Most
importantly, however, the cityscape is doubled in the protagonist’s near-paranoid
frame of mind, serving as both the backdrop of a psyche increasingly out of touch
with reality and the canvas on which it paints its perceptions of the very same
city. The empirical and the imagined space merge into a second, film-like reality,
a process which is hinted at by the increased use of expressions reflecting the use
of electricity (,,Jamara chbBCEM HEECTECTBEHO UyNHU PbLE, Pa3KbcaHa B CBETIHHH,
C TIpa3Hu ouu‘; ,,[locie, 0e3yMeH OT CBETJIMHA, OTIOKapeH OT TOJKOBa MMEHa, Oro-
JICH KaTo ChBECT CPEA KOLIMapa Ha PEKIaMUTe, TOM OTKauu OTBEIHBXK TPHTE KITIO-
4a“). By putting the protagonist’s black-and-white perception of his surroundings
into focus, Mutafov extends the colour contrast to a level of symbolic meaning,
making it encompass the contrast between life and death, sanity and madness,
and self-aware individualism and an anonymous mass mind-set. Ultimately, the
protagonist can no longer endure the oppression of the real world, whose buildings
and inhabitants alike appear to him as a singular force of destruction. He forsakes
all sense of self and dissolves into one of the modern city’s countless automatons:
,»a3 TpAOBa 1a oTpeka BcHukd A3 [...] [lopTaepbT ce XBbpiM cpel Thilara U u3-
ye3Ha B MHororiaBus v oonak. The modern cityscape just claimed one of its first
victims in Bulgarian literature.

Dimitar KorudZiev: Predi da se umre (1995)

Dimitar Korudziev — journalist, writer, and editor of various literary journals
— used his 1995 novel about Bulgarian violinist Saso Sladura as an opportunity
to investigate the suffocating artistic climate of pre- and early Socialist Bulgaria.
Following Sladura’s ill-fated years from youthful light-heartedness to his death
in Lovec’s infamous work camp, Korudziev creates a “Parabel iiber die engen
Grenzen jedweder Individualitét in einem rigiden, von Kleingeistern beherrschten
Staatswesen” (Stolzmann, 2003) in which the city masterfully mirrors the
destructive forces at work. Korudziev’s portrayal of Sofia makes use of both
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classical and innovative depictions of the cityscape in order to make Socialist
brutality and oppression come alive. Thus, the reader seems to be confronted with
the same faceless masses already encountered in Mutafov’s 1920 version of literary
Sofia, only this time they appear to be entirely washed-out, rather than just faceless:

XopaTa HUILO Bede He n3nuTBaxa. HuTo 01aKeHCTBO, HUTO €KCTa3, HUTO OJISH.
He 6e Bb3MOXkHO. [...] bsixa Hepa3nuuuMu eivH OT APYT: BIieYaTlieHHe, KOeTO yOu-
Ba BCSKa HAAEKAA... AKO ce OOPHII ST KHMBOT ChC CBOETO O€3IMMYUE M BHIUIL
Xopa, npuenn obpasa Ha ciisina cuja J100pOoBOJIHO — 6€3 MUHAIO, AETCTBO, POJHH-
HU, MEUYTH, IPUSATEIN U MHEHHS — yCeUlall He TOYHO Kpasi CH, yCellaml Kpas BboO-
e (Korudziev, 1995: 32).

Only Saso seems to have retained enough sense of a self to fight the increasing
mental calibration with the totalitarian system, which is perceived by him as a
process alien to his native country (,,3Haer, e B3eMaT HaKpas Jia yCHesT ¢ Te0.
Marku xenaHus, CKpOMHOCT, paboTiuBocT. [la Moxkelie u eaHa pycka dpaMuins 1a
™1 cnokuM...” Korudziev, 1995: 50). SaSo also considers it an intrusive force that
can only take hold of a decadent, Western city like Sofia — the stereotypical place
of vice and modernity:

A, Oe, otkbJe Te3u xopa? Kouro Bukar ,,bpaBo Camro!*“? Karo Tonkoa ca, 1eTo
BuKart ,,CMbpT!“, KOraro ce Buka ,,Cmbpt!“? Ilsmara pabora e, 4e cH ro ...ame u3
Coousi. B Ilnesen u Cnuen wsimaine na crane (Korudziev, 1995: 45).

That is not to say, however, that an image of the old Sofia no longer pervades
the protagonists’s minds. Quite to the contrary: being presented with the contrast of
past and present, both SaSo Sladura and his school friend Ljuben Gospodinov feel
an acute longing to return to the Sofia of their childhood, and with it to a lighter
sense of being:

BopBsixa nokpail e3eporo ¢ Jonkure, nokpail ,,Apuana“. Hemonocumo mpe-
KpacHO €3epo, HEMOHOCUMO MpEeKpaceH pecTopaHT. ,,He Tyk, Camio, HIMa Aa ro
noneca. Hemonocumoto He ce nmonacsi. Beue cbM nyn. Beue cbM myn oT xenanue
Jla He u3nuram Huio xyoaso“ [...] (Korudziev, 1995: 53).

Parks, avenues, statues — they all remain the same in the visible face of the city,
but for the people that throng the streets of Sofia they no longer serve as recognition
points of a place deserving of the name of home. Instead, they have become painful
reminders of a past long gone and now unattainable.

Korudziev even goes so far as to invert a traditional image of Dystopian fiction,
the crystal place — a literary archetype dating back to the Great Exhibition of 1851
and later utilised by Evgenij Zamjatin to mock the ideal of the totalitarian state
society in his 1920 novel My — by portraying it as a place of hope, rather than the
birthplace of the panoptican gaze. Relocating and, in a way, demystifying the Crystal
Palace into Sofia’s central market halls, Korudziev stylises the transparency and
tangibility of the profane and every-day into the only things left worth preserving
in a city of individual dispossession:
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3Haerie cu, ye Xanute ca Haii-Baxxuute B Codust. OTmaBHa YyBCTBA Ta3H TOJIs-
Ma UCTHHA. 3arpax/ja s OTBCsKbae. [1oa mpocTara CBETIMHA BCUYKO € CBEIICHO!
IMecenTta Ha Xanute: A0MaTH U KapTOhH, CHPEHIIE U MIISKO, XJICOCI U CalyH, OJIHO-
0-0, OMCKBHTH, 3aXapyuuiia... BCHuko 0OMKHOBEHO € cBereHo. OpHU30BUTE 3pHHIIA
(Korudziev, 1995: 69).

Nevertheless, the glance into the future appears dreary in Korudziev’s novel,
too. Sofia, ultimately, becomes the place of SaSo Sladura’s downfall — and an
architectural manifestation of the Socialist mind-set that is powerless to preserve
its happier past or to stop the soul-stripping process of its own decomposition.

Viadislav Todorov: Dzift (2006)

A similarly damning, albeit stylistically vastly different portrayal of Socialist
Sofia as a memoryscape is Vladislav Todorov’s 2006 novel Dzift. Firmly rooted
in the city noir tradition, this novel explores the gritty underbelly of a Sofia newly
turned Socialist — at least in the eyes of the protagonist, who spent all of the capital’s
transformative years behind bars and is released into a world fundamentally
different from the one he remembers. On the run from the get-go, he rediscovers
Sofia along routes distinctly reminiscent of the ramblings of turn-of-the-century
flaneurs. Out of all the three novels discussed in this article, Dzift clearly offers the
most meticulous rendering of a real topography of Sofia, inviting readers to come
along to recognisable parts of the city and rediscover them through a fugitive’s eye:

TpamBasiT crpst Ha ynuna ,,.bperananna”. Ckounx Ha MaBaka W MOMIEIBT MU
npodsira Harope KbM ,,Humka®. M3BeqHbk MU ce IPUICKa 1a CH TPBIHA KbM KbIIN
U CHPLETO MU CE CBH, KOT'aTO YIPaKHUX BOJIS U CE 3aTMYax B oOparHara ocoka Ha-
nony KbM ,,CIMBHUIA™ € 1Ie] 1a XBaHa KaHasia KbM JIbBOB MOCT, a 0TTaM, ChITIaCHO
wiana — 3a Opnangosiu (Todorov, 2006: 60).

The Socialist mind-set is established as a ruling force in the new make-up of the
city, capable of both captivating the protagonist’s imagination and interfering in his
life and attempted escape:

Octanan noutH 0e3 IbX, a3 Ce XBbPJSIM Halpe[ ¢ XJIonaily o0yBKH, XpacTH Me
mubar npe3 JULETO, CTeHW Me OIbCKAT, TPOTOapbT Me NPEenbBa, JOKATO Hall-CeTHe
JUIAHUTE MU 3aJIelBaT 3a JIBE JIACHO CTYACHH MECHHTOBH JIPBKKH M a3 CKayam
BBTpE B nociegHara Mmorpuca [ ... (Todorov, 2006: 59).

Once again, the city is a living, breathing entity, no less involved in the driving
forward of the plot than its human inhabitants. The deeper the protagonist delves into
this new, as yet uncharted Sofia, the more the city emerges as a quasi-expressionist,
near-demonic force in league with the totalitarian elite:

TBMHOTO, KOETO TIpeB3e CTasATa, He 1oie camo. B Hero ce poau HIKaKBO ASIBOJI-
CKO CBETJIMHHO IETHO ¢ (popMaTa Ha OTpsi3aH NPbBCT, HAKAKBO MEMNENSBO JIbUCHHUE,
KOETO M3BEIHBK B3€ J1a C€ TPHCKA U Ja MHUIIE B Mpaka JyMara u-p-u-0-u-y-m. [...]
Mo ,,Humxka“ ce Tovene enkaBa KaTro MaJKyH ThbMHHULA, Pa3KbCBaHA HA MECTA OT
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JEMOHHYHO-e(pUMEpHA CBETIIMHA, KOSITO KaTo JyHEeH Npax ce CUIIeLIe OT YIUYHUTE
aammu (Todorov, 2006: 76fF)?.

Ultimately, the effects of this new city on the protagonist’s psyche are equally
destructive as in Korudziev’s Predi da se umre. The individual is forced to consent
to an annihilation of the self (,,HacTpnBa MOMEHT Ha TpeAENHO KJIACOBO ChH3PS-
BaHE M a3 pelaBaM Jla My ce OTIaM C Isu10To cu chiectBo. Todorov, 2006: 93)
while the city is, quite literally, coalescing into an embodied Socialist manifest,
held together by the decomposed lifeblood of its spiritual leader:

[MTornexxaam B Kpakara CM M C€ HAMUpPAM CTBITMIJ 3APAaBO HA XKBJITHTE MaBETa.
A ¢yrute uM — IBIHM € YepeH A3UGPT. MyMusTa Ha BOXKAA CsIKall € MOTeKJa o
TUIONIA/IA, 32 JIa CKPEI HAaBeKH MaBaXka, MPEBPBIIANKY I0 B HepyIuMa TBbpA. Ts
CBUJICTEJICTBA 32 MPETAISIHETO Ha TUTHTTA Ha ISUT €IUH HApOJ] B €IMHEH U HEACIUM
nomasas Tpym — Tpyn ¢ HemieHHa Mol (Todorov, 2006: 93).

Sofia, in this vision, becomes a homage to a death-cult, and a place that requires its
citizens to fully adhere to a complete renouncement of all sense of individual worth
— the very opposite, then, to what the Socialist doctrine aspired, as has been noted by
several of the novel’s critics: “GemiB den Dogmen der neuen Ara miisste die Stadt nun
ein heller Ort sein, ein Versprechen auf Zukunft, doch dieses Sofia ist farblos, zerfallen,
die Schwarz-Weil3-Skizze einer entseelten Utopie* (Stolzmann, 2011). People are
turning into soulless automatons once again (,,[ 1o cBouTe pasmepu 1 Hanpasa, 10 CBOsI
CBCTaB YOBEKHT M3MICKIAIIE TIO-CKOPO MHAYCTPHAIHO CKaTbIIEH, OTKOJIKOTO POIEH
(Todorov, 2006: 12), whereas the city is upgraded to a position of pioneer and model
Soviet citizen (,,Haryen Ha TOBa ChPIIE [...| HA KeIe300€TOHHUTE MY KUJIM, HA HECIIO-
MHMara My Kybarypa, Ha CTepeOMETPUYHHMS My MPOQHIL, Ha YyTyHEHaTa My MYCKyJia-
Typa, Ha HeOEeCHUTE My KallaHAypH, Ha Be3nechius My xopocan‘ (Todorov, 2006: 92).
Individualism and the modern city appear as mutually exclusive concepts once again.

Conclusion

The aim of this article was to trace the urban motif and its links to individualism
and memory culture through some representative samples of 20" and 21 century
Bulgarian literature. Considering the historic events shaping the 20" century, it comes
as no surprise that the connection between the individual and the modern, urban space
turned out to be one of conflict and of strife — a tug-of-war between the reaffirmation
of the modern self and the emancipation of the city towards independence and, in the
case of Socialism, autarchy. Both Mutafov’s early 20™ century account of a Sofia in
the throes of technological, metropolitan change and Todorov’s and Korudziev’s
retrospective analyses of Sofia as a Socialist capital picture the modern city as a place
of brutalisation, torment and disruption - a place where neither security nor stability still
have a hold, and where memories as well as past values get subverted and undermined,
resulting in a thoroughly destabilising experience for the individual. The use of the
urban motif, accordingly, is a particularly strong force in times of social upheaval. A
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more comprehensive study of the development of the urban motif would therefore be
of equal interest with regard to Bulgarian Socialist as well as contemporary literature.
Potential research questions include the ideologisation of cityscapes in Socialism, Post-
Socialist depictions of urban memoryscapes, and the effect of the modern security and
surveillance state on the perception of the urban space.

NOTES / BEJIEXKKHA
1. All further references link to the same page.
2. The mention of iridium, the very same poison the protagonist in Smarten san

associates with the death of the female film star, could be read as a link between
Todorov’s novel and Mutafov’s short story.
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IMAGINING SOFIA: CITY, MEMORY AND INDIVIDUAL
IN 20™AND 215" CENTURY BULGARIAN LITERATURE

Abstract: The interdisciplinary field of memory studies and literary science
is a relatively new research subject that immediately attracted the attention of
scholars from across various areas. In the case of Bulgarian literature, however,
no comprehensive study has yet been attempted. This article strives to make a
first, tentative contribution in this direction. By analysing three Bulgarian literary
works — Cavdar Mutafov’s Smirten sin, Dimitir Korudziev’s Predi da se umre
and Vladislav Todorov’s Dzift — with regard to their interrelationship between city,
memory and individual, this paper offers a thematically limited, but concise glimpse
into some of the manifestations of a memoryscape in modernist and contemporary
Bulgarian literature.
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