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fipa By6HoBa / lara Boubnova

“The City Through the Window of the Museum” is the theme suggested by the Visual
Seminar for the fourth resident fellows competition. In the run up to the project completion
we recall the questions that arose at the very first public debate that we had back in 20083,
During a heated dispute where, in addition to the many diverse topics, the contradictions
between the need to conserve the habitual townscape and the urgency with which a new
“European” face of the capital city must be built, the socioclogist Mila Mineva, a Visual
Seminar fellow, asked whether it would be possible to convert at least one of the despised
prefab blocks of flats into a museum of the socialist lifestyle without which the 50-year
period of the country’s history would be inexplicable after a certain point in time. The
question remained then unanswered, however, it was impressed on the minds of the audi-
ence that the preservation-devastation juxtaposition seems to be most relevant in a socie-
ty like ours. Is it possible to guard the city against the vigor of life and the change that
development calls for? Who can do that and how? Is it possible to decide at this point in
time what could become an exhibit in the “museum of the period of transition” and
whether such a museum would be needed (remembering that there is not a museum of
totalitarianism — a lack that provokes speculations whenever an election campaign is on).
Perhaps it would have been better if this period, like many other before it, was erased from
the minds, or perhaps it would be sensible to proceed with the establishment of an official
institution with its operating rules and staff that would conserve and analyze the “chaos of
change” and its material evidence?

Moreover, for some time now for artists involved in our project and for many colleagues
not involved in it, a museum of contemporary art in Bulgaria has been one of the most dis-
cussed subjects. It has to be remembered that artifacts created in the past twenty years
are not included in any private or public collection. Even with an art museum in each town
in Bulgaria, there is no place to show the effort of Bulgarian art to surmount the confines
that the pre-1989 indoctrinated cultural policy enforced on it, let alone international con-
temporary art, Whenever publicly discussed, the subject of the lacking Museum of
Contemporary Art seems to be excessively emotional and becomes the emblem of the
change of the set of values within and outside culture. The Museum of Contemporary Art
arises in the discussion of the obsolete art education system, the absence of a state strat-
egy for culture, the money shortage, the emigration of the younger generation and the
nationalistic populism of the politicians... Being one of the strongest self-evident elements
of a democratic society, the Museum of Contemporary Art is now perceived internationally
as a cornerstone of the new infrastructure for culture that the society must build.

The Visual Seminar Advisory Board tried to incorporate this and many other diverse views
and messages related to the museum as possible elements in the fellowship projects.
The competition attracted most interesting ideas in the context of the Visual Seminar as
for instance the usage of the National Art Gallery windows as a membrane through which
reality is in rivalry with art (Yulian Mitev) or the utopian project of a real-time visual docu-
mentation of the city for the next 100 years (Dimiter Paskalev). The concepts “Route 76"
of Svetla Kazalarska and “The City Through the Window of the Museum” of Ivan Moudov
were selected among strongly contesting propositions, which reflected, apart from the
ideas of the museumfication of the present-day reality, the specifics of the awareness for







































Mornen Hasan

Cpen MHOKEeCTBOTO PasHOPOAH MHEHWA NpaBu BreyatneHne TpyaHaTa onpenenimocT
Ha CAYUNNOTO Ce, OTKBLAETO WABAT U ChbMHEHUATA AOKOMKO TO MOXKE fla G NPUUUCHN KbM
N3KYCTBOTO BLOGLWIE U B YACTHOGT KbM CBBPEMEHHOTO N3KycTBo. LLUnpokoTo n makcuman-
HO HeYTpanHo ,aKuua" Kato ye N ce HanoXKW 3apanun noapasiupalmTe ce B Hero akTue-
HOCT W LUeN, HO OCTaBa NPoBnemMbT ¢ apTUCTUYHOCTTA U aBTOPCTBOTO. 3a MEH Hail-uHTe-
peceH B TOBa OTHOLWEHWE & onuTeT HAa [Jumada [Neresa pa cebpxe MYCW3 ¢ flash
mobs”, KakTo 1 pasoyapoBaHNeTo i, Ye e YUACTBANA B Heuns aBTopcka akuus: A Nbk as
U MUCTIEX,. . Ye ToBa € ofllaTa H Bonensasa. Ye BAKHOTO e, Ue BCUUKK To NCKaMe My-
3ed, 33 KOWTo ce ropopy noHe ot 10 roguHn. A nHade Ha Mynos Ha usnox6a ole He CbM
XOOWna, BeNPeKy ye ToN Bee olle ce N3Nara u TvK, Npen ObArapckusa enekropar, sa pas-
nuka ot Heako n Kpucto”. Onutax ce B CUHXPOH © TOBa MHeHUe Aa eniMUHUPAaM nny-
HOGCTTA HA XYAMKHUKA — B UMETO Ha o6llaTa HU BONensasa — U ce Nanyun rope-gony
cnepHoTo: Harosapame ce ¢ SMS-u » e-mail-u, BHesanHo ce cbiupame B ypeueH Yac —
KbAe?, 3a a UMa BONenssaesa, MACTOTO TPAGBA Aa € 3HAKOoBO, Hanpumep MUHUCTepcTBO
Ha KyNTypaTa, Nochne nak Taka BHesanHo ce pasoTuBame, 0CTaBANKN B HefloyMeHue un-
HOBHULIUTE — HEe, He cTagal, 3a ia uMa Bonenssasa, TPAGBA f1a KAKeM KaKBo uckame. Taka
NOCTENeHHO B NPeACTABUTS MU AKUMATA Npuaotu GopMAaTa Ha YAWUSH NPoTecT oT 6nns-
KOTO MUHAMO. BHACAME NeTUUKMA 3a HesabaBHO cbafaBaHe Ha Myseil 3a CbBpemMeHHo n3-
KYCTBO, 3annallBame, ue We Nperpagum Bxofa Ha HaumoHanHaTta ranepna ¢ »usa sepu-
ra, ue e U3ANrHemMm NanaTkos narep U We npeanpuemen wWageTHa ragHa cTauka. ..
Cnpsax ce Npean rpoTeckHuTe KapTUHW 1A 3aTPynaTt ChBCeM KOHKPEeTHUA Npotnem 3a ab-
TOPCTBOTO W XYAMKECTBOTO.

Hsakak noutn Hesabenexwmo B MHeHuaTa 3a MYCW3 ce npokpagHa onpefensHuero
SMuctudurkauna”. 1l mu HanomHn npoussegeHue otnpean 15 rognHn, 3a Koeto noutn Hu-
KOW ApYr oT KonernTe My AHec He ce cella. B torasawnara ranepna Jleceppa®, pasno-
NOXEHa B Y4acTHO Mase Ha yn. MunuH kamek”, 6e npefcraee-
Ha usnoxbata Pucydku ot BuprmHna®. bes ga ca Hewo oco-
6eHo camu No cebe cu, Te NSBEAHBX Ce NpeBbpHaxa B Me-
OuitHa ceHsauna. 3awoTo 6axa NPpUuOPYXKeHn oT camogenHa
opowypa, AoKassalla, ye ca nponssegeHnd Ha [hxoTo, KoiTo
BGLIHOCT € Gun xeHa, Gbnrapka, pastupa ce, a panu Ta He
Gele n bogHcKuAT MancTop, He CU cnomHAM TodHo. KaTto po-
KasaTencreo 65xa NPUBSASHN UNTATH OT BUAHN 3anagHn yye-
HU (TYK KOMai BCUUKO TpAGBa Aa & B KaBUUKW), a camara ns-
noxba rocTyBalle y Hac ¢ NojKkpenara Ha MolHn ¢oHpaumm — [
n [bkenepan Motepc” cpen Tax. PeakumsaATa Ha BOWUKO ToBa =
B MefuuTe cTpecHa Aoph XyAMmKHUUKATA U ranepucta: Lenn
CTpaHuun BbLB BECTHUUNTE Gaxa oTaeneHn Ha Cbﬁla‘lTUIBTﬂ, B
ONCKYCUN NO PaguoTo BUAHN HALKW YYSHWN CNeunanncTy Tpadealle aa NoTBLPAST Uy on-
pPOBEpPrasT aBTeHTUYHOCTTA Ha PUCYHKITE W T.H. Hai-Bneyarnasaloro 3a meH 6e, ue Hi-
KO He Ge YCbMHU — Aoph oT $akTa, ue nsnmkbara, KoATo 61 TpAGBaNo Aa & BCeMUpPHO
CeH3aUMOHHA, 6e NPeAcTaBeHa B Manko Mase, MogueULINPAHC B YAGCTHA ranepus. ..

Tasy mucTuduKaura onpegeneHo NOCTUTHA LefTa ci: T4 ce 6asupa, UScneasa n oTKpon
HArMacuTe B TOrABAIHOTO GLArAPCKO OBWECTBO — HAUBHO U CMAHO 0GBLPKaHO, paskone-
6aHO B WASHTUUHOCTTA W CTONHOCTTA CU, CKNOHHO Aa BLaNpueMe 6e3pesepBHO BCUUKO,
uasawo ot 3anan, ocoGeHo KoraTo To NoAKNKAA USTAABALLM HALMOHANHN KANWeTa.
Paz6upa ce, B eypopusATa 1 HECIMPHATA NIABUHA OT BCAKAKBI CLONTIA U TOBA NPONsBe-
nedue oTMuHa no peia cl — B OHEe3W BpemMeHa nasede ot BCAKOra BCUUKO 6e uyao sa Tpu
AHW. Ho ro 3anoMHNX UMEHHO C HeroBATa Ch-BPBMBHHOCT, C HeNOCPBACTESHOTO 1 HAKAK
M30CTPEHO BNNNTAHE HA USKYCTBO U OBILLECTEO.
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A Look Back

It should be noted that given the large number of different opinions, it is difficult to define
what has happened, and this is the reason for the doubts about the degree to which
what has happened can be described as art at all, and as contemporary art in particular.
The broad and very neutral term action seems to dominate because of the implicit active
element and the presence of an aim, but the issues of artistry and authorship remain
problematic. In this respect what was very interesting for me was Dimana Peteva’s
attempt to link MUSIZ with flash mobs and also her disappointment that she had taken
part in somebody's original action, in something that has authorship claims: “And

| thought ...that this was a collective expression of our will. That the important thing was
that we all want the museum, which has been discussed over the last ten years.

I haven't seen an exhibition of Moudov's works yet although he is still exhibited here too,
for the Bulgarian electorate, unlike Nedko and Christo”. This opinion lead me to try to elimi-
nate the artist's personality — in the name of the collective expression of will — and this is
what came out of it: we spread the news among ourselves by sms text messages and
emails, and all of a sudden we get together at a previously agreed time (where?); in order
for the expression of will to happen, the place has to be significant, for instance the place
can be the Ministry of Culture; then we disperse just as suddenly, leaving the civil servants
in bewilderment — no, this doesn’t work! If there is to be expression of will, we have to state
what we want. So in my imagination the action gradually took the shape of a street protest
from the recent past: we send a petition for the immediate establishment of a Museum for
Contemporary Art, we threaten to block the entrance of the National Art Gallery, that we will
start camping in front of it and that we will go on a massive hunger strike...

| stopped myself before the grotesque images piled over the very concrete problem of
authorship and artistry.

Somehow almost imperceptibly the word “mystification” emerged as a definition in the
opinions about MUSIZ. And it reminded me of an artwork that appeared 15 years ago
which hardly anyone today thinks of. There was an exhibition entitled Drawings by
Virginia in the then Lessedra art gallery, which occupied a private basement on 15 Milin
kamak street. Without being of any special interest themselves, the drawings suddenly
became a media sensation. This was because they were accompanied by an amateurish
brochure proving that they were works by Giotto who, in fact, was a woman - a
Bulgarian, of course — and here my memory fails me as to whether or not in the brochure
she was also claimed to have been the Boyana master as well. This was proved by refer-
ences to eminent Western scholars (| should note that nearly everything here should be
in inverted commas), and the exhibition itself was in Bulgaria with the support of powerful
foundations — General Motors was claimed to have been one of them. The reaction of the
media to all of this frightened even the artist and the gallery owner: entire newspaper
pages were devoted to the event; prominent Bulgarian scholars were invited to radio dis-
cussions in order to prove or undermine the authenticity of the drawings, and so on and
so forth. For me the most impressive aspect of the story was that nobody had any
doubts at all, not even doubts because of the fact that the exhibition, which was sup-
posed to be a world sensation, was presented in a basement that was modified to a pri-
vate gallery...

This mystification definitely achieved its aim: it was based on, explored and outlined the
attitudes of Bulgarian society at that time — a society which was naive, very confused
about its identity and values, and inclined to accept at face value everything coming from
the West, particularly when it sparkled up fading national cliches. Of course, this artwork
was forgotten amid the euphoria and infinite avalanche of events of all sorts — in those
times everything triggered only a short-lived interest. But | remembered it and its time-
liness, with the immediate and somewhat sharpened intertwining of art and society.
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BbI'I]Z)OGMTB KaK a3 tux pearnpana n KakK no npuHUun ce nuile sa OTKpUBaHeTo Ha TakbB
Mysel poanxa npefacragara sa ,MUcaHe Npes MEXecTBeHO CAbKaHN CBA3W Ha yMmune-
Hue" — TOH, 3a KOWTO G YXKac C NOMUCINX, Ye He Mmora fa yavpka Ha udna BeCTHUWKapc-
Ka CTpaHuua.

Mpo6RembT ¢ UCTUHHOCTTA — W HA TEKCTA, W HA NPOEeKTa, U Ha TeKcTa KbM/B NpoekTa —
LONLAHUTENHO YoNoKHABaLIE cuTyaumAaTa. CTaBa Ayma 3a B3aWMOOTHOWEHWA, KOUTo
VSKMOGUBAT NBXKATA, HO, KA3AHO ONPOCTEHO, ce ABWKAT No puia Mexiy peanHocTTa u
nsmucnuuata. TekcTeT cam no cebe cu TpAGBalle a & NCTUHCK U UCTUHEH. |1 e Takbe
BNpPOYEM — eABa BNOCNeAcTBUE CU OTKPUX ABE HeBONHW AKTONOIMUHN TPELKN B NCTO-
PUYECKOTO pasBUTUE HA NAeATa 3a My3ell HA CBBPEeMEHHOTO USKYCTBO Y Hac. Chluespe-
MEHHO B OTHOWEeHWeTO ol KbM NpoekTa Ha Viead Mynoe TekcTLT TpaGBalle na e KONKo-
TO NOABEXAAl, TOAKOBA U YoebMHABAaW. | ce okasa TakbB, ako CbaAa No peakunuTe Ha
TE3U, KOUTC ca ro Yyenu. YacT oT TAX ca ce YCbMHUIN, 3all0To a3 06UKHOBEHO He nulla
JTaka"™ (KakBOTO N A 3HAUN TOBA), A APYTUTE Ca MY NOBAPBANN — N0 ChUATA NPUUNHA.
(KoeTo noTebpraaBa olle efiHa KNaciyecka NOCTAHOBKA: BCEKN UeTe TOBA, KDEeTO UCKa
Ianpoyete.)

Mornen oTBbH

3a meH Toi Belle MHOro No-3ataBeH, 3alloTo NPeAcTasAlle PasBUTUETO HA NPOoeKTa no
BCUUKW Npasuna’. Karto ce sanoude oT peknamHuTe KapTuuki, Nnokassauy mankara
rapa llogysaHe" kaTo MOHYMEHTaNHA focTonenHa crpana, cpasHumMa rno pasmepn ¢ [ap-
TMAHUA gom. 11 ce npemuHe npes opuunanHuTe NOKaHW, Ha KONTO HeNenoTo U TOUHO 3a-
TOBa MHoro yGegurendo cokpawedne MYCH3 usnokeawe B snated pened, eHOBpeMeH-
HO pecneKTupal i NPUMAMBALL KBM CBETCKO-KYNTYPHO ChOUTNe OT Hal-BUCOKa Knaca.
CainTeT B MHTepHeT (pastupa ce, B Npouec Ha usrpavkaade), TenedoHuTe 3a KOHTAKTU 1
NOTBLPKACHWUA, NNAKATUTE, KOUTO 3aNnaxa cTonuuaTa B HaBeuepueTo Ha OTKpUBaHeTo, na-
KOHWYHOTO, HO BCE NaK ThKECTBEHO ChOGIEHNe 3a MelunTe o6aBuXa olle CepuosHOCT
W pasmax Ha... npoekTa. ToecT Ha nponseeaeHneTo Ha ViBan Myaos, a He Ha HecklecT-
BYBalWA (1 3aTOBA N3MaMeH, NOABEXAALL, MLKOBEH) My3eil.

Tasu pasnuka cTana uauma (KpUCTANHO ACHA, KAKTO ce kasBsa) Ha 26 anpun 2005 B 19
yaca Ha rapa ,[logyave”. Ho npu uanata ¢ KpUCTaANHOGT, iBeTe CTpaHu Ha NpousBene-
HUETO He MoXexa fia ce paspenar. [lopu HanpoTuB — ToBa 6& MOMEHTBLT Ha Han-ToNAMO-
TO UM CUenneHue, KoNTe UMeHHo TpadBawe fa ce usxueee. (Easa Bnocnencisne, B
X00a HA ANCKYCUUTe N KOMEHTapuTe, ABeTe YacT 3anoyHaxa fa ce oTAenAr — NPoeKTLT
Ha Visan MyaooB ocTaBa B CBOETO Ch-BpemMUe, a My3eaT Npodbikasa, HagaBam ce, NMbTA
KbM CBOETO Ch3flaBaHe.)
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project your emotions on an indefinite future point which is actually the present — lvan
Moudov's project. The questions about how | would respond and how one writes about
the opening of such a museum in general brought about the notion of “writing through
tears manly held back” — a tone that made me think in terror that | would not be able to
sustain it for an entire newspaper page.

The problem of veracity — of the text, of the project and of the text about/in the project -
complicated the situation further. What is at stake are relations that rule out lying but, to
put it simply, they move along the thin line between reality and fiction. The text itself had to
be real and true. And this is what it is; by the way, it was only later that | found out two
unwitting mistakes | had made as far as facts are concerned in the historical development
of the idea about a museum of contemporary art in Bulgaria. At the same time in its rela-
tion to lvan Moudov's project the text had to be misleading as much as it had to raise
doubts. And this is what it turned out to be judging from the reactions of those who read
it. Part of them were doubtful because | do not normally write “like that” (whatever that
means) and the others believed it for the same reason. (Which confirms another classic
tenet: everybody reads what they want to read.)

An Outside Perspective

For me this was much more amusing because it presented the development of the project
observing all “rules” to the letter. From the promaotional cards showing the small Poduyane
railway station as a monumental majestic building comparable to the former Communist
Party Headquarters, to the official invitations on which the ridiculous and therefore even
mare convincing abbreviation MUSIZ was in golden relief, both generating respect and lur-
ing to a social and cultural event of the highest class. The internet website {(under con-
struction, of course), the phone numbers for contact and confirmations, the posters which
flooded the capital on the eve of the opening, the laconic but nevertheless solemn
announcement for the media added more scale to .. the project. That is to say, to lvan
Moudov’s work and not to the non-existent (and therefore deceptive, misleading) museum.

This difference became clear (crystal clear, one might say) at Poduyane railway station.
But despite this crystal property, the two sides of the work could not be separated. On the
contrary, this was the moment of their greatest cohesion and this was the moment that
had to be experienced. (It was only later, during discussions and among comments that
the two parts began to be seen - lvan Moudov's project remained in its time-liness and
the museum continues, | hope, along the road to its establishment).












Europe that does not have a museum of contemporary ant”. In fact, despite the rumour
about the angry journalists, as far as | am concerned | did not read a single negative
response coming form them. There were, of course, moments of puzzlement but there
was also clearly a willingness to understand once the main point was explained. Besides,
they had much more mature professional reflexes compared to the mystification event 15
years earlier. Now some of them tried to research the facts as much as paossible which
had been a challenge for lvan Moudov and his fellow plotters, but also a lot of inconven-
ience for Christo’s family and friends, | suppose, which lvan Moudov regrets. By the way,
using public figures and famous names in art projects is a subject too extensive for me to
deal with here. The important thing is that the journalists, who were the target of the
“deceptive” side of the artwork, responded (with few exceptions) accordingly and truly
professionally. Which makes me hopeful about our society as a whole.

A Look from Aside

For the artistic community the debate about the museum of contemporary art is not new at
all. It has been glowing and flaring up every now and again in the last few years, it has its
development, but until now it left the participants in the debate with the feeling that this
idea is of limited interest, that it does not extend beyond their circle. This was the case at
least with me: until lvan Moudov's MUSIZ | had no way of knowing whether the subject of
the museum was only a concern for me and a few other museum activists (and oppo-
nents), and to what extent it was a concern for wider artistic circles. The answer, as a
result of the project, is not simply “ves, it is a concern”. Given all the heterogeneous
instances of reserve, suspicion, negations and occasional congratulations directed at the
artwork and its author, the leitmotif “we need a museum of contemporary art” not simply
shows through — it is very clearly legible. It seems to me that lvan Moudov's project
impelled the debate to a wholly new stage. Over a period of just a few days the opinion of
one artist evolved from “| don’t need such a museum’ to the suspicion that ‘some people
don't want and obstruct the establishment of the museum”.

“Establish” is now the key word. It replaced the recognized “need for a museum” and
calls for action. So that it will not be ingloriously defeated by the “utopia” it is fighting at
the moment. ..
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Hopa lNonewescka

dparmeHTn
OoT My3es

Pasmucnun BbpXy egMH acrnekr
B pa6omTe Ha lBan Mypnos

,Boarapus Gelue nocnegHara Abprkasa
Ha BankaHuTe n B EBpona 6e3 Mysewn 2a
CbBpPEeMEHHO M3KycTBO. C OCHOBaBaHeTo
MYy HWe cTaBame 4acT OT ronsAMOTO eBpo-
NencKo CeMencTeo.

OTKpuBaHeTo Ha MYCW3 e Bb3MOXHO
cnaropapeHue Ha MUHUCTEPCTBOTO Ha
TpaHcnopTa, KoeTo npegocTaen crpana-
Ta, U Ha MUHWCTePCTBOTO Ha KynTypaTta
U TYpU3Ma, KOETO duHaHcupa npoekta“,'

Mpez nponetTa Ha 2005 roaunHa, Ha rapa
,rloayaHe” ce cbeToA akuma Ha lsaH
MynoB, KOATO HOCelle Npeau3BuKkaren-
HoTO uMe MYCW3 — Myzen za cbepe-
MEeHHO W3KYCTBO". B pamKuTe Ha ToBa
CboUTHe Ce cpeluHaxa v MoXe 6u nNpoTu-
BONOCTaBMXa ABE NPOTUBOPEYalLn cu
KaTeropuu, a UMeHHO — Tasun Ha My3es 1
Tasu Ha akuwata, OcBeH ToBa ChBUTHE-
TO, 3aMUCNEHO, OpraHn3npaHo u pexkna-
mMupaxo o1 Meo Myados, npenv3suka
ABEH COMbCHK Ha LEHHOCTHW CUCTeMU W
CBeTornegHn KoHuenuuu. imeHHo nopa-
OW Tasn MHOTOMYHKLMOHANHOCT Ha KOHK-
peTHarta paéoTa Ha Mynoe, aBTopLT Ha
cnepgeawmrte pegoee npegnoynta ga oc-
TaHe B pasMUCnATE CWU Npu Hesa, 6e3 na
ce npucheanHaea KbMm pybpukara ,o-
BUM XYDOKHNK",

Fapa ,lNMopysaxe“. MNpeau OKono cToTuHa
rofvMHW BUTreHLWwanH croaens, ye B Cbe-
pemeHHWA CBAT rapata e ocTaHana efvH-
CTBEHOTO MACTO 3a dunocopereate, sa-
LOTO TH € MACTOTO, KbAEeTO HEe CW HUTO B
yloTa Ha ,cebe CU", HUTO BCE OLWe Tam,
HaKbOeTo cy TpbrHan. KasaHo HakpaTko:
rapara e ToBa MACTO, KOeTO NO3BonABa
[a ce OTLPCULL OT HaTpynaHute npeg-
pascbablW U fa HaMepuLl cMenocT cam
fia CW CNY’»KMLL CbC CBOS COBCTBEH pas-
CbabK. Moyke na ce nonycHe, Ye rapa

Nora Goleshevska

Fragments of the
Museum

Reflections on an Aspect of
Ivan Moudov’s Works

“Bulgaria was the last state on the
Balkans and in Europe that did not have
a museum of contemporary art, With its
establishment we become part of the
large European family.

The opening of MUSIZ was made possi-
ble thanks to the Ministry of transport
which provided the building and the
Ministry of culture and tourism which
financed the project”.’

In the spring of 2005 there was an action
by lvan Moudov at Poduyane railway sta-
tion with the provocative title MUSIZ
which stands for the Bulgarian abbrevia-
tion of ‘museum of contemporary art'.
Within the framework of the event two
opposing categories came to the fore-
ground and perhaps challenged each
other — that of the museum and that of
the action. Moreover, the event, which
was designed, organized and promoted
by Ivo Moudov, caused an obvious clash
of value systems and outlooks on the
world. It is the multifunctionality of this
particular work by Moudov which is the
reason why the author of this text wishes
to reflect on this work rather than put the
text under the “favourite artist” rubric.
Poduyane railway station. About a hun-
dred years ago Wittgenstein said that the
railway station remains the only place for
philosophizing in contemporary world
because it is the space where one is nei-
ther in the comfort of oneself, nor is one
yet at the place one has departed for. In
brief, the railway station is the place
which allows one to rid oneself of preju-
dices and to find courage to use one's
own intellect. It can be assumed that
Poduyane railway station is such a
“nowhere” in the field of contemporary

1 .CoBpemMeHHOTO M3KYCTBO CbC CBOWM A0OM”,
B ,A3 XeHarta" 26. 04. 2005 .
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in “1, the woman"”, 26 April 2005.



,MogysHe" npeacTaensea eqHO Takoea
,HUKbOE" B NOSIETO Ha CbBPEMEHHOTO U3-
KycTBO y Hac. B akuusata Ha MygoB 1o
Gelwe, OT efHa cTpaHa, He npu cebe cu,
B ©[HO Y4y)KAO NPOCTPAHCTBO (MMEHHO
peanHara .M. rapa), a or gpyra — ece
olle He Belle Tam, HAKbOETO YCbPAHO ce
cTpemu (B cBOAl My3en). Kato yact ot
aprymeHTaTuBHarta cxema Ha Mynos.
Taka raparta ce ABsBaT yaayHoTo MACTO,
3a fa 6baart 3agageHn senpocute: Lo
e U3Kycteo“ 1 Lo e cbBpemMeHHo 6bn-
rapcko W3KycTeo“.

AkuuaTa, VIMEHHO 2aLU0TO e akuus, pa-
BoTara Ha MydoB W3ucKBa Urpoeo noee-
[JeHue oT nyénukara u 6u Tpaéeano noa
ce yeTe Kato couuanHa no ocobeH Ha-
UMH, Tbit KATO B HEA € Bb3MOXHO fa ce
OTKpWE JKenaHwe 3a Bb3npon3BerkaaHde
Ha efnH cneunduyeH Tun coumnanHo
gencTeMe N NPOMAHA Ha HanuYHUTe Mo-
AyCW Ha KOMyHUKauua. PadoTara Ha
WBaH MynooB npeacTaenasa ocobeHa
pedneKkcuBHa, UrpoBa pennuka c ACHU
NoNUTUYECKK KoHoTauun. Lienta v e pa
Hanpaeu couuanHo BuaMMa nuncara Ha
My3en 3a CbBPEMEHHO W3KYCTBO B Bbr-
rapus v 3aefHo ¢ TOBa fa Nocoyn Bepo-
ATHW MeCTa 3a NOAoBHAa MHCTUTYLMSA.
lapa ,MoayaHe" ce cmATa 3a Takoea
yoauHo MACTO, Tbit KaTo TA HOCU CUM-
BOMHWA KanuTan Ha nbpearta cnupka Ha
OpueHT EKcripec B Bbnrapva U 3aefHo ¢
TOBa NPEACTaenABa egHa oT TOUKUTEe OT
OpwueHTa Kbm EBponara (unw ot Eepona-
Ta KbM OpueHTa). B nornkara va Mynos
WUMEHHO MOJOBHO NPOCTPAHCTEO € Nofd-
XOOALWOTO MACTO 3a My3€A 3a CbBPeMeH-
HO W3KYCTBO.

Bu3npuemaneTo. ViMEHHO 3aL0TO e ak-
LA 1 KaTo Takasa e CounanHo aewct-
BUe, akumnaTa Ha Myaos e ceoboaHa 3a
BCAKAKBW coUManH peakuum u WHTepn-
perauunu. Minadye KazarHo — akuuarta ,My-
3e1 3a CbBPEeMeHHO U3KYCTBO" dyHKUNO-
HUpa B e[HO rpagcko NPoOCTPaHCTBO Ha
peanHu coumanin U KyaTypHW B3aumMooT-
HOLWEHWA, KaKTo W Ha KOHKPETHW Harna-
CU W KOTHUTWBHW HannacTasaHws. Kasa-
HO MPOCTO W ACHO: aKumata Ha Mynoe
nocTasn U BU3yanuaupa Bbnpoca panu
OBILECTBOTO, KbM KOETO 61 ce 0BbpHan
MY3edT 3a CbBPeMEHHO U3KYCTBO,
0BbpPHaTO KbM Hero.

art in Bulgaria. In Moudov's action it was
in one sense not at home, it was in an
alien space (the real railway station), and
in another sense this nowhere was not yet
where it was heading for {in its museum).
As part of Moudov's argumentative struc-
ture. Thus the railway station emerges as
the appropriate space for asking ques-
tions such as "What is art?” and “What is
contemporary Bulgarian art?”

The action. It is precisely because
Moudov's work is an action that it
requires from the audience a behavior
that would suit a game and it should be
read as social in a special way since in
the work it is possible to find a wish to
reproduce a specific type of social action
and change of the current modes of
communication. Ivan Moudov's work is
a peculiarly reflexive remark which has
both the element of game and clear
political connotations. Its objective is to
make the lack of a museum of contem-
porary art in Bulgaria socially visible, and
together with this to suggest possible
places for such an institution. Poduyane
railway station is considered to be such
a suitable place since it has the symbolic
significance of the first stop of the Orient
express in Bulgaria and together with this
it is one of the points from the Orient to
Europe (or from Europe to the Orient). In
Moudov’s logic a similar space is a suit-
able location for the museum of contem-
porary art.

Perception. It is because it is an action -
and being an action makes it a social
act - that Moudov's action is free for all
sorts of social responses and interpreta-
tions. In other words, the “Museum of
contemporary art” action functions in an
urban space of real social and cultural
relationships, and of specific attitudes
and cognitive layers. To put it simply,
Moudov's action raised and visualized
the question whether the society to which
the museum of contemporary art would
turn, has turned toward it.

Outside the circle of fans and experts,
the provocation was attended by the
ambassadors of Belgium, India and
Britain, representatives of different non-
governmental organizations; in short,
like-minded people. Together with this,
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Born in 1975 in Sofia
Lives and works in Sofia
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2002 - MA, National Academy of Arts, Sofia, Department
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1995 — Graduated the High School of Applied Arts in
Sofia
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Reloaded, Warszawski Aktyw Artystow, Warsaw
Ivan Moudov, Qartier 21, Temporary Home Gallery,
Vienna

Rauber + Gendarmen, Kunstlerische Ermittiungen,
Weimar, Germany

Fragments, ATA Genter / Institute of Contemporary Art
(eurator lara Boubnova)

4x4, Red House Center for Cullure and Debate, Sofia
(curator Vessela Nozharova)

2000

Still Life, Remont Gallery, Belgrade (curator Dessislava
Dimova)

Still Life, ATA Center for Conlemporary Art, Sofia (curator
Dessislava Dimova)

1998
The 2000 Syndrome, together with Dessislava Dimova,
ATA Center for Contemporary Art, Sofia

Group exhibitions:

2005

Play Sofia, Kunsthalle Wien, Project Space Karlsplatz,
Vienna (curator Hedwig Saxenhuber)

Hot Testing, Exit, Peja, Kosovo (curators Margarethe
Markovec & Anton Lederer)

Dialectics of Hope, 1 Moscow Biennial of Contemporary
Art, Moscow (curators Joseph Backstein, Daniel
Birnbaum, lara Boubnova, Nicolas Bourriaud, Rosa
Martinez, Hans-Ulrich Obrist)

Translation Alternatives, Akademie der Bildenden Kunste
Wien, Aula & Ausstellungsraume, Vienna

Strange, Familiar and Unforgotten, Galerie Erna Hecey,
Brussels

Tatorte und Phantombilder, Schiller Festival, Der
Utopiebaustelle, Weimar (curators Katharina Hohmann,
Katharina Tietze)

Freeze, Center for Contemporary Art - Plovdiv, Bulgaria

2004

Love It or Leave It, 5th Cetinje Biennale, Celinje /
Montenegro, Dubrovnik / Croatia, Tirana / Albania (curator
René Block, Natasa llic)

Untitled (As yet), VI Yugoslav Biennial of Young Artists,
Vrsac, Serbia (curators Sinisa Mitrovic, Ana Nikitovic,
Jelena Vesic)

Privatizations. Contemporary Art from Eastern Europe
(The Post-communist Condition). Within Luchezar
Boyadjiev's “Freedom (is) for beginners”. Kunstwerke ~

Institute for Contemporary Art, Betlin (curator Boris
Groys)

The Sneeze, Gazon Rouge Gallery, Athens (curators Peter
Lloyd Lewis, Natasha Makowski)

Junge Akademie, Akademie Der Kunste, Betlin (curator
Angela Lammert)

Borderline Cases, SCC, Belgrade

Revolution is Not What it Used to Be, 51 Artspace,
Sheffield, UK (curator Michelle Cotton)

2003

Video Screening 04, Galerie Martin Janda / Raum
Aktueller Kunst, Vienna

Superformances, Musée d'art Moderne et Contemporain,
Strashurg, France (curator Karine Vonna)

In the Gorges of the Balkans, Kunsthalle Fridericianum
Kassel, Germany (curator René Block)

Blood & Honey, The Essl Collection, Vienna

(curator Harald Szeemann)

Hybrid = Liquid, Casino Luxemburg, Luxemburg
Windows Licking, Galerie Olivier Houg, Lyon, France
Export-Import, Sofia Art Gallery, Sofia (curator Maria
Vassileva)

2002

Reconstructions, 4th Cetinje Biennial, Montenegro
(curators lara Boubnova, Andrej Erofeev)

Manifesta 4 Video Program, Frankfurt/Main
(curators Stéphanie Moisdon Trembley, Nuria Enguita
Mayo, lara Boubnova)

In Search of Balkania, Neue Galerie, Graz, Austiia
(curators Roger Conover, Eda Cufer, Peter Weibel)
Circulation, 7oo Gallery, Nantes, France

Double Bind, ATA Center for Contemporary Art, Sofia
(curators lara Boubnova, Georg Schollhammer)
Trieste Conteporanea European Video Art Presentation,
Trieste, ltaly (curator Maria Vassileva)

2001

Looming Up, Aspekte Galerie der Munchner
Volkshochschule, Munich, Germany (curator Walter Seidl)
Looming Up, Kunsthalle Exnergasse, Vienna (curator
Waller Seidl)

Trendification, <rotor> Association for Contemporary Art,
Graz, Austria (curator Walter Seidl)

Never Stop the Action, Three Days Actionist Art in the
City of Graz, <rotor> Association for Contemporary Art,
Graz, Austria

Nadezda Petrovic Memorial, Nadezda Petrovic Art
Gallery, Cacak, Serbia (curator Zoran Eric)

2000

What, How and for Whom, Zagreb and Vienna (curators
Natasa llic, Ana Devic)

Paranoia Style, ATA Center for Contemporary Art, Sofia
(curator Dessislava Dimova)

Turning the Page, exhibition in the Apollonia At Festival,
Sozopol, Bulgaria (curator Dessislava Dimova)
VideoArcheology, video festival, Sofia, (curators Boris
Kostadinov, lliana Nedkova)
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Ceetna Kasanapcka

Mo nbTa Ha 76

Ot MnapocT 4 o x.K. lNoue [enues
pansT Npes nposopela Ha aBTobyca

My3eqaT HaMa Npo3opuun. Vickam na Ka)ka, My3eaT oGUKHOBEHO ce Nomellasa B crpaja
6e3 npos3opuw. [opn 1 ga uMa NPo30pLUM, Te Ca 3aTBOPEHU UNK 3aLLOPEHU, NITETHU UK
TbMHW. Taka My3eute Han-0o6pe NpeckTBOPsABaT €AHO BAKYYMHO 3aTBOPEHO MPOCTPaHCT-
BO, eHa W3KYCTBEHAa NPOCTPaHCTBEHA pamMKa, B KOATO ¢ MOMOLLUTA HA KOMYHUKATUBHW U
WHTEpPNPeTaTuBHN CpeacTea ce MHCLeHUpa naneH Tonoc, fageHa cutyauus, ganeH pas-
Kas. Myseat HaMa HyxKaa oT npo3opuy. 3awoTo Npo3opeUsT NpeacTasnssa npouen, npes
KOWTO HaaHUya ApyruaT, UCTUHCKNAT CBAT, efHa NPonyKa, npes KoATo OencTBUTeNHOCTTa
MO>e fa Haxnye U Ja paspefn NibTHOCTTa Ha cuMynipaHaTa mysenHa obectaHoeka. Ho
KaK Toraea na npeactaBull rpafckoTo CbC CpeacTeata Ha mysea? Kak oa suavll rpana
npes ,nNposopeua’ Ha My3ed? Kak 0a noMecTyLl LAN eauH rpan B eaHa eaMHcTBeHa crpa-
fa, KonKoTo W foépa fa e HewHara apXuTeKTypa, KOSIKOTO W MbBKaB Aa € UHTepUopLT i,
KOSIKOTO M BWCOKO TEXHOMOMMUYHW fa ca MetoauTe Ha nHTepnpertauus, BU3ynusaums 1 Ko-
MYHUKaLmWA, U3non3saHn oT Kypatopute? Pastupa ce, He e Heo6X0aMMO rpansT Aa 6bae
BbTPE B My3ed — CbLUECTBYBAT W T.Hap. rpagoee-My3en. Toraea My3enHoTo n3nvsa HaebH
Ha ynuuara, obpumMyBa 8 U Kato nasuHa obBUBa rpafa BbE Bpemesa Kancyna. W karo
nask, My3edT U3CMYyKBa XWBWHKATa OT TANOTO Ha rpaga.

HO MOOepHUAT Myz3en CbBCeM He Leny Toea. MoaepHuaT Myzen ima nposopuv. MooepHu-
AT My3ew BOWra BUCOKO LWOPpUTE, OTBaps WWPOKO Npo30pLUUTe 1 BpatuTe ¢y, 3a na fane
Ha noceTuTend egHa oTBOpeHa nnathopmMa, oT KOATO Aa MOXKe Oa rnefa, ja euaga no-
no6pe, fa uKnBee ToBa, KOETO BUXAA, Ja 6bie YacT oT TOBa, KOeTo cTaBa. Taka Monep-
HUAT My3er BbOPbXaga NOCETUTENA C Haw-pasNuUHN ypeow W NpoTesu 3a rnemjaHe no He-
roe COBCTBEH W3BOP, Taka ue B KpawHa CMeTKa cam fa Hapeau Mos3amkata Ha rnefaHoTo.

[MpyrMep 2a TakbB MOJEepeH Noaxoa e HOBUAT Ppaacku Mysen Ha BalWHITOH, OKpbr Ko-
nyméus, OTBOPWA BPaTW camo Npeau roiuHa B pecTaBpupaHarta crpaga Ha 6usLiata
rpagcka eubnuoteka. MyzeaT e equH OT NbPBUTE, BbBENW OELEHTPanu3npaHoTo My3enHo
npexueasaHe. B AonbiHeHWe KbM TPaauUMoHHO My3enHarta ci pons o cbxpaHasaHe Ha
KONMekuun W npeanaraHe Ha u3noxxeu u oépasosarenHi nporpamu, Ton dbyHKUnoHnpa
KaTo aHanor Ha Buptyansua  nopran’ B VIHTEpHeT — Tou Hacbpyasa nocetTutenure ga ns-
nA3ar U3BbH My3es W fa ,0TKPUAT" rpaja camu ¢ nomoLuTa Ha éorara Mpexa oT UcTopu-
UeCKU N KyNnTypHW OBEKTU U OpraHnsauvu B pasnuuHuTe Keapranu Ha rpaga. MNocerurenu-
Te Taka paséupar, 4e CaMuaT rpad BCbLHOCT @ My3eAT, unu rnepadoTo. MNpunaraqeto Ha
KOHUenumaTa Ha Mysed Kato ,nopran” sacera e 6e3 npeueneHT B NpeicTaBaHeTo Ha WH-
thopmauma 3a rpaga, Makap T4 Bede fa e 0o6pe oTpadoTeHa BbB BUPTYANHOTO NpOCTpaH-
CTBO, KbAETO OTAaBHA (hYHKUNOHUPAT T. Hap. rpadcku nopranu.

Yuyngaulo e, ye rpag Kato Cocua OHec HAMA pacoTell rpancku mysew. 'pan ¢ Xxunago-
NneTHa ucTopua 1 Beye B NPoAb/MKeHUe Ha NoBeye OT BeK rpan-ctonvua. He ve He ca npa-
BEHW ONWTK B Tasn nocoka. Morar aa ce nocovar HAKOA W Apyra nsnoxsa, Kouto Temartu-
3upat Codua Kato rpafl, Kato KynTypHO HacneacTeo, Kato cTonuua u T. H., Kato Hanpu-
mep ,Codua — cto nuua“ B Coduncka rpaacka XynoxecTeeHa ranepus (2004 r.),

,Cogdua — eBponencku rpan”’ B HaunmoHanHara xynoecTeeHa ranepus u ¢otousnoxéara
,CTapa Codua“ B crpanata Ha LleHTpanHa 6aHs (2003 r.). AKO ce BbpHeM Olle no-Hasan
BbE BPEMETO, HAKOW MOXe B CW CNIOMHAT BUBLUMA MarasuH ,Coduna“ Ha npeceukara Ha
yn. ,Eksapx Wocug” ¢ 6yn. ,Mapusa Jlyn3a“ (Toraea ,leopru OUMUTPOB"), KbOeTo ce no-
mellaealle Myzear 3a uctopns Ha Codus. Pasbupa ce, TYK He MOXKe fa He CrIOMEeHeM W

1 Mo ananor ¢ nctopuyeckna Route 66 8 CALLL
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Svetla Kazalarska

Route 76’

From Miadost 4 to Gotse Delchev District
The City through the Window of the Bus

Museums have no windows. | mean, museums are usually housed in buildings without
windows. Even if they do have windows, these windows are either closed or blinded,
either nontransparent or dark. That is how museums best re-create closed vacuum space,
an artificial spatial framework where by means of communication and interpretative tools,
certain topoi, situations, and narratives are staged. Museums don't need windows.
Because a window is an opening through which the other, the real world may peep in, an
aperture through which reality may rush in and water down the density of the simulated
museum environment. How then to see the city through the "window" of the museum?
How to house a whole city in a single building, as great as its architecture could be, as
flexible as its interior plan could be, as hi-tech as the means of interpretation, visualization
and communication used by the curators could be? Of course, it is not necessary to place
the city inside the museum - there are so-called “town-museums”. Then the museumness
goes out on the street, enmeshes it like a spider-web, and entraps the whole city in a time
capsule. And like a spider, the museum drains off the life of the town's body.

But the modern museum is not at all going after such an effect. The modern museum has
windows. The modern museum rolls up its blinds, opens all the windows and all the doors
wide up, in order to provide the visitor with an open platform for gazing, for better viewing,
for experiencing what he is seeing, for being part of what is happening. Thus the modern
museum equips the visitor with various gazing tools and prostheses to use at his own dis-
cretion, so that finally to figure out by himself the mosaic of what he is gazing upon.

An example for such a “modern” approach is the City Museum of Washington, D.C. that
was opened a year ago in the restored building of the former city library. The museum is
among the pioneers that introduced decentralized museum experience. In addition to its
traditional museum role of conserving collections and organizing exhibits and educational
programs, it also functions as the analogue of the virtual “portal” in Internet — it encour-
ages its visitors to go out of the museum and discover the city on their own helped by a
rich network of historic and cultural sites and organizations dispersed in the city’s diverse
neighborhoods. The visitors eventually realize that the city itself is the museum, the object
of their gaze. The application of the concept of the museum as “portal” so far has no
precedent in the presentation of the city, although it has already been widely used in the
virtual space where so-called “city portals” have been functioning for quite a long time.

It is surprising, however, that a city such as Sofia has no working city museum today.

A city with a thousand-year-old history and a capital city for more than a century by now.

It is not that attempts havent been made to this end. One could list a couple of exhibitions
that thematized Sofia as city, as cultural heritage, as capital city, and so on, such as
“Sofia — Hundred Faces™ exhibition in the Sofia City Art Gallery (2004), “Sofia — an
European City" exhibition in the National Art Gallery and the “Old Sofia" photo-exhibition in
the building of the Central Baths (2003), to mention but a few. If we go back in time, some
may still remember the former Sofia Department Store on the crossing of Ekzarh Josif
street and Maria Luiza boulevard (Georgi Dimitrov boulevard at the time) where the Sofia
History Museum was housed. Of course, one can not forget to mention the ambitious proj-
ect for relocating the Sofia History Museum into the building of the Central Mineral Baths,
which is already in progress. Recently the renovated men’s pool was officially opened by
the Mayor Stefan Sofiyanski as part of the project for “Adaptive re-use of the Municipal

1 In analogy to the Historic Route 66 in the U.S.
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amMBULMO3HWA NPOEKT 3a npemecTeaHe Ha Myzes 3a uctopua Ha Codua B crpanara Ha
LieHTpanHuTe MHepanHu 6aHK, KOWTO Bede e B XOf. Hackopo Gelle OTKpUT pecTaBpupa-
HUAT ronam MbXxKn 6acenH Ha BaHaTa ot kmeta CtedaH CodpuAHCKW, Karo YacT oT npoek-
Ta 3a ,Apantauma Ha OB6LMHCKa MuHepanHa 6aHa 3a Mysen Ha Codpusa ¢ aKkTUBHOTO Npu-
CHCTBKE Ha MUHepanHara Boaa”, ioeata e ronemMnaT MbXKKW GacenH fa ce W3nonsea 3a
EKCrno3nLUMoHHa NMoL, KbaeTo fa 6bae npefcrageHa UCTOPUATA Ha rpaja oT Haw-paHHa-
Ta enoxa Ha perncTpupaHo Yoselko npucbeTene Oo Bropara ceeToBHA BOWHA. 3allo
TOYHO B LieHTpanHute MuHepandn 6adn? 3awo camo fo Bropara cBeToBHa BowHa?
3awlo B BacenHa? n np. U Np., ca Bce BbNPOCK, Ha KOMTO He WCKaM M He Mora fa ce cnpa
B TOBa uanoxexue. CaMo uckam ga oréenexa, ue no CblUecTBO TOBa e Aobpe nosHarara
TpanuuMoHHa My3enHa KoHUenuua. Taknea NPoeKkTu umar 3a pesynrar UMeHHO 3aTeaps-
HeTo, NakeTupaHeTo Ha rpaga w NpeacTaBAHETO Ha M3BpaHi nakeTupaHn acnekTy oT He-
roeara WcTopusa u Kynrypa 3a notpeéneHue.

MpOeKTHT, KOWTO Npeanaram Ha BusyanHus ceMuHap, MMa 3a Len fa W3sanu My3eiHoTo
OT OBBMEKATa MY, [a ro K3Kapa HaBbH B camusa rpaj, 6e3 obaye fa npeepblua rpana B
My3ein. EQUH cTaHan eeue KNacuuyecku Noaxof 3a TOBa € U3IPAXKOAHETO Ha KyNTypPHU
MapLpyTU® ¢ MHTEPNPETALUOHHN NaHeny, 06eAUHEHN OT HAKAKBa TeMaTUUHa HULLKa U B
HAKAKLE CMUCHA 3aMecTBally Knaclueckns eKckypaosom, Tosa camo no ceée cu obaue
@ elHa ChLIO TONKOBA U3KYCTBEHAa MHTEPBEHLINA B ThKaHTa Ha rpafa. KonkoTo u ecTetu-
UECKM U3ObPXKaHU fa ca naHenuTe, KoNKoTo W ChAbpXKaTenHo MHTepecHa na e nonépaxa-
Ta MHdOPMALNA, N3N0YKEHa BLPXY TAX, TAKWBA MapLIPYTH YECTO ca 0BpeUeH| Ha MHOTo
KpaTbk UBOT. M NoHeXe 3anouxax ¢ npumep oT BallWHITOH, eTo OLUe eanH — A06bP 06-
pasel 3a TaKbB TUN MapLpyT € T. Hap. rpagcKu KyaTypeH maplupyt ,OT paxaaHeka Boi-
Ha 00 rpa)kaaHcKu npasa“’—uypeceH AWsanH, 6orato UNIDCTPUPAaHW NaHenn ¢ doTorpa-
UM U K2PTH, CNPOBOOEH OT Marnka KHWKKa-NbTeBoauTesN, TeMaTuiHO pasHoosépasue,
nepheKTHO HaBbP3aHO B paMKUTe Ha ofluata Tema, ¥ BbMNpeKky TOBa, MHOTO Marnko noce-
TUTENW Ha rpana, v olLe NO-Manko MEeCTHV XXUTENW ce CrMpaT npen Tesn naxeni.

[MpennoykeHnar TYK NPOeKT odavue HAMA Aa 6bae NOPeaHUAT rpaickn peknamMeH nnakar ¢
U3BECTEH UCTOPUYECKU HI0AHC, a e BIeme NpeaBuni Hau-4ecTo cpelaHuTe rpelkn npu
TakbB TUN rPagcK MapLUpyT, Kato ce onuTa aa riu nonpasu nNo eauH UHOBaTUBEH HaYUH.
Mpeonaram fa ce paspaboTn KyNTypeH MapLlipyT 3a WHTepnpeTauuna Ha rpanckara ucro-
pua u KynTypa Ha Codua no eeye yCTaHOBEHU MapLUPYTHW NUHUNA Ha COPUNCKUA rpaacku
TpaHcnopT. MUNOTHO NPOEKTLT LWe pas3patoT TeMaTUYHOTO ChObpXKaHue n odpopmMmneHue
Ha UHTepnpeTaTMBHUTE Nadeny, KOWTo Le 6baar NocTaBeHn Ha CNMpKUTe No NbTa Ha
efHa aBToBYCHAa NMHKUA, Hanpumep NWHUETa Ha 76. 3allio ToYHO 767 3alloTo TOBA € eavH
OT CPaBHWUTENHO CTapuTe, No3HaTh i YcTaHOBEeHW aBTOBYCHN MapLIpyTH (,.cenem-wecT”
BeYe ce e NPeBbPHAN0 B HapuuaTenHo sa PenoBHWUTE NbTHULW B rPaacKua TpaHcnopT, a
Te ca couuanHa rpyna B Codua, KoATO He e 3a npeHebperaaHe no cBos Mallac), U KoWTo
npecuya rpaga HagmbXK U Hawup — TPbIBa OT eIMH OT KpauHWTe U3TOYHKU KBapTanu
(,MnapocT” 4), MMHaBa npes UeHTbpa Ha rpaga (Opnos moct, HAOK), v cTura oo apyr
KpaeH ksaptan — ,loue Oenues” (6uslma ,Emun Mapkos®). MaplpyTeT e npeaHasHadeH
npean BCUYKO 3a )utenute Ha Codua, He TONKOBa 3a TYPUCTUTE, Makap ue » nocneaHu-
Te CbLUO BKUxa Mornu Ja ce sb3nonssar. Lienra e cubyxnaHe NOGONUTCTBOTO Ha CODUAH-
LW KbM UCTOPUATA Ha COBCTBEHMWA UM rpaf, Ha COGCTBEHUA UM KBapTan, Ha coBcTBeHara
UM aBTOBYCHa CNWpKa, KaKTo KbM Haw-cTapara UCTOpUA, Taka W KbM Haw-Hogara. MNaHe-
NuTe We cbHyeTaBar HayyHoTo W NONYNAPHOTO, KaTto NPEeacTaBaT YCTHW UCTOPUKU, UCTOPW-
uecku U3BOpHK, GoTorpadcKy MaTepuanu, pasnuyHu UHTepnpeTaur W NpeHanuceaHns Ha
WUCTOPWUATA, U OPU BULLOBE W XbNTa XPoHWKa, MaHenuTe HAMa fa ca OpueHTUpaHn camo

2 Wznonseam ,mapwpyT” KaTo Npeeoa Ha aHrmmickoTo ,heritage trail®, nopagn nunca Ha no-0o6bp
EKBUBANEHT Ha 6bArapckn e3uk.
3 Civil War to Civil Rights Downtown Heritage Trail.
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What | propose is to create a cultural heritage trail focused on interpreting the urban histo-
ry and culture of Sofia, following already established public transport routes. The pilot
project will develop the thematic content and design of the interpretative panels that are to
be installed at the bus stops of a single public transport route, such as for example, the
route of bus 76. Why bus 767 It is one of the relatively old and familiar bus lines in Sofia
(“seven-six” has already become a common noun for the frequent public transport com-
muters in Sofia, constituting a social group that is not to be ignored for its sheer size) and
it crosses the city far and wide — starting from one of the outlying residential districts
(Miadost 4), running through the center of the city (Eagles’ Bridge, National Palace of
Culture), and reaching another outlying district - the Gotse Deltchev district (the former
Emil Markov District). The proposed heritage trail is meant most of all for the residents of
Sofia, not so much for the tourists, but the latter could benefit from it as well. The main
objective is to awaken the curiosity of Sofianites about the history of their own city, their
own residential district, their own bus stop, about the city prehistory as much about its
newest history. The interpretative panels will combine scientific and popular information by
mixing oral stories, historical sources, photographic materials, various interpretations and
re-writings of urban history, even jokes and yellow press articles. The panels will not be
focused only on the past, they will also reflect upon events of the day, such as stories of
neighbours and citizens, ongoing urban construction, neighbourhood news, infrastructure
improvements, changes in the names of streets, etc.

Let me try to illustrate this. The panel installed on the end stop of the 76 bus in Mladost
District, for instance, could tell stories around the establishing of the Peace Flag
Monument, situated nearby, along with images showing “the golden years” of the
International Children’s Assembly organized annually at the Monument, as well as
images of the Assembly’s revival in the end of 1990s, and the opening of the monument
dedicated to the children victims of terrorism in 2004. The second stop on the route in
Miadost District could tell the story of the author and builder of a one of a kind local
“ensemble”, comprising a chapel, a woman in a folk costume’s statue, an open-air
ethnographic exhibition, well, fireside, children’'s playground, flower garden, and what not
more. The stop at the Pliska Hotel could interpret the original urban planning concept of
the Iztok Residential District, one of the first of its kind in the capital city, along with sto-
ries of local residents, recent infill construction, etc. The themes covered by the trail will
be very diverse, encompassing culture, architecture, history, politics, sports, industrial
heritage, folklore, etc.

The interpretative panels will be installed on the bus stops, thus making use of city infra-
structure already in place; there will be no need to make new interventions in the visual
landscape of the city. Besides, a good number of people anyway hang out at the bus
stops for a couple of minutes at least every day, waiting for the bus, which in fact solves
(or at least simplifies) the problem faced by most urban heritage trails, namely that people
very seldom if ever stop by to look at such information panels. One further remark, these
panels are not meant to be “eternal”, their life expectancy is intended to be half a year at
the most, and in the best case scenario — three months, or one season, then the content
of the panels will have to be renewed. For that reason it will be necessary to get support
from institutions that will be interested in the future sustainability and livability of the proj-
ect such as the Sofia Public Transport Company at the first place, local schools, universi-
ties, the future Museum of Sofia, etc., and to involve them in the continuation of the proj-
ect after the eventual success of the pilot trail.

The proposed pilot project thus is a provocation to the museum experience of the city —
it is an attempt to decentralize the museum gaze upon the city, an attempt to shorten the
distance that the museum introduces, an attempt to open the windows of the museum
which eventually happen to be our own windows.
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