[ebaTbT 3a My3eli Ha CbBPEMEHHOTO 13-
KycTBO B Bwnrapus nepmoanyHo nspuraea
N 3aTVXBa B TEYEHME Ha Lenns HK npe-
xo4. MI3purea unm Korato e Hy>KeH npu
pasnpasa c anetTuTeH CoOOUNCKN TEPEH,
WM KOraTo ce 3a4aBart ,HAKaKBU® vy>xam
napu, n3vMckBaluy AeMOHCTpaums Ha npo-
MEHM B KynTypHaTa noanTuka, nian Kkato
NPOTMBOMOCTaBSAHE CPELLY npekaneHa
KpUTUKA Ha HaumoHanHaTa Tpaamums un
yy>xaecTpaHHa ,Hameca“ B ,HaweTo". 3a-
TUXBa C pa3MmnBaHeTO Ha NapuTe,
(He)ynoTpebaTa Ha CbOTBETHUSA TEPEH,
CBe>XAaHe Ha pa3rosopa [0 KO ce e
~My3endumumpan” noseve. Co6bpKaHOTO
HacnaresaHe Ha ,M0epHO“ 1 ,CbBpe-

Myseii B e¢pupa / Museum on the Air

1. Gamyun CTOSIHOB,
Kak suxaaw bbarapus?,
2007. O6ekT, cBeTeLLa KyThs
(Mo NpeanoxeHne Ha
AnenvHa Ounesa, AMPEKTOP,
CIXr)

Samuil Stoyanov,

How do you see Bulgaria?,
2007. Object, light box
(suggested by Adelina Fileva,
Director, Sofia Art Gallery)

2. Kars [lamsiHoBa,
EBponevickn e3uk, 2005.
[Mbpcpopmarc
(Mo npesnoxenne Ha AHTOH
Tepanes, XyB0XHWK)

Katya Damyanova,
European tongue, 2005.
Performance (suggested by
Anton Terziev, artist)

The debate about a museum for contem-
porary art in Bulgaria flares up and dies
out during the whole transition period after
1989. It bursts out every time it is needed
when some prime Sofia real estate is on
the agenda; or when some foreign money
is to be had under the obligation to
demonstrate a change in the policies for
culture; or as a challenge to either critique
of the national tradition or foreign interfer-
ence into what’s considered “ours”. It dies
out when the money evaporates; when the
real estate is used (or not); when it deteri-
orates to who has become more of a mu-
seum item. The mixed up overlay in
Bulgaria of “modern” and “contemporary”;
of “gallery” and “museum”; and of complex
interests has driven the debate into a local
version of the post-modern (due to lack of
modernism) irresponsibility and relativity
of the terminology. In the context of just as
mixed up understanding of what belongs
to the domain of state, or public, or private
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MEHHO", ,ranepus“ n ,My3ei“, Ha 3anne-
TEHW nHTepecu gokapaxa gebara no
nocT-MoAepHa (no nuncarta Ha Moaep-
HU3bM) 6€30TrOBOPHOCT Y OTHOCUTEN-
HOCT Ha TepmuHuTe. [Mpu cbLlyo
CcO6bpPKaAHOTO pasbupaHe 3a
Obp>kKaBHO/06LECTBEHO/HaCTHO, OT
Obp>kaBaTa HenpekbCcHATo ce ucka aa
Hanpasu ,HeLo" 1 Npu ouesnaHaTa
fmnca Ha KOMMNETEHTHOCT OT HEHO Me
N3NN3aTt HeYeTNIMBU 3aKOHW, HENpuIo-
>KUMW HApeabu 1 eNemMeHTapHn ,,cTonaH-
CKW" N35IBNEHMS, BUHArn BCTPaHu ot
CbLLECTBYBAHETO HA CbBPEMEHHOTO HU
N3KYyCTBO U Bpb3Kata My C MeXXAyHapoa-
HWS XyLLO>KECTBEH CBST.

sphere(s) the state is constantly expected
to do “something”. Provided its obvious in-
competence, the state issues confused
laws, inapplicable decrees, and primitive
“economic” pronouncements that are al-
ways removed from both the existence of
our contemporary art or its contacts with
the international art world.

There is no discussion on what would be
the basis for such a museum; what is there
and what could be there; what would be its
tasks? We ask these questions for a long
time — let’s mention the MUSIZ action of
Ivan Moudov from 2005 within the Visual
Seminar project of ICA — Sofia. The already
existing art collections — state controlled,
municipal, or the few private ones, could be
more involved with the art practices of today
without any change of their status (for in-
stance, the Sofia Art Gallery). But they do
not do so. So, we are banging yet again on
the worn-out desire to have a special struc-
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OTcbcTBa PasroBop BbPXY Kakea 0C-
HoBa 61 MOrbf1 Aa Ce CNy4u TakbB
My3eil, KakBO MMa 1 KakBO MOXXe aa
“Mma B Hero, KakBu 3afadv Le peluasa.
[MocTaBsMe Te3n BbNPOCKU OTAABHA —
Heka npunoMHum akumaTa MYCU3 Ha
MBaH Mypnos o1 2005 r. B pamkuTe Ha
npoekTa Ha NHCTUTyTa 3a CbBPEMEHHO
n3kyctso — Codus ,BusyaneH cemu-
Hap“. CerawHunTe Konekunumn —
AbpP>KaBHU, OOLUMHCKM, BEYE M YACTHU, U1
Taka 6vxa MOornu aa oTAensAT BHUMaHue
Ha M3KyCTBOTO Ha AHELUHWS feH 6e3
NPOMEHM B XapakTePUCTUKUTE CKn (KaTo
Codhuiicka rpagcka xyoo>kecTBeHa ra-
nepwus, Hanpumep). Ho He ro npassaT. U
OTHOBO ce 61bCkame B M3HOCEHOTO XKe-
naHue aa vMa Haco4veHa camo KbM
CbBPEMEHHOTO HM U3KYCTBO CTPYKTypa.
MmarunHepHaTta n Heo6xoAnUMOCT U3Me-
cTBa nvncara Ha nporpama. lopoyHaTa
BPb3Ka MeXAy apXUTEKTYPHUTE peLle-
HMS 3a 6bAeLL My3en 1 HerosaTta nosiea
cBefle BbMNpoca A0 Koi 61 ro nopbyan,
KOV 61 ro CTPOWU U KO — KOHTpovparn.
3apaunTte, noctaBsiHn oT MuHu-
CTepCTBO Ha KynTyparta, octasaTt
MBII5BU, @ HA3HAYEHUTE OT HEro KOMu-
CWM — CTPaHHW; U BUHAru ce nsbsraea
CBOSATa MU Yy>KAa eKcrnepTHa oueHKa.
[e6atbT Tpsbea aa npoabmxku. MCU —
Codums Bu npegnara ,VS — My3eeH 6poin”
Ha BECTHMKA CW C TEKCTOBE HA YsieHoBe

ture for the art of today. Its imaginary ne-
cessity replaces the lack of a program. The
twisted correlation between architectural
models for the future museum and its es-
tablishment reduced the whole issue to who
will commission it, who will build it and who
will control it. The tasks defined by the Min-
istry of Culture remain vague, and the juries
it authorizes are strange; local or foreign ex-
pert opinion is always avoided.

The debate should go on. ICA-Sofia is
publishing the “Museum Issues” of the Vi-
sual Seminar newsletter. There are es-
says written by members and friends of
ICA who answer the question “What would
you like to see in a museum for contempo-
rary art in Sofia?” There are two surveys -
with individuals from the Bulgarian cultural
scene on the topic “Why do you visit mu-
seums for contemporary art?”; and with art
professionals from all over Europe experi-
enced with such institutions — “Provided
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ERSTE Stiftung

N CbMULLMIEHNLM HA MHCTUTYTa. Te oTro-
BapsT Ha Bbnpoca ,Kakso 6uxTe nckanm
[a BnavTe B My3ei Ha CbBPEMEHHOTO
n3kycTteo B Cocpousa?”. Anketute ,3aLlo
noceliasaTe My3eun 3a CbBPEMEHHO W3-
KYyCTBO?“ € cpefl IMYHOCTM OT 6bJIrap-
cKaTa KynTypHa cueHa, a ,[pun ycnosue,
Yye uMmaTte Bb3MOXXHOCTTA U Ye UHCTUTY-
uMsiTa BeYe CbLUeCTByBa — KakBo Lue
o4vakBare Aa suante B My3sei 3a cbBpe-
MEHHO 13kycTBo B Codmst, Brnrapus?” —
cpepn Te3un ot usana Espona, ¢ onuT B no-
JOGHW MHCTUTYLMMN.

Kupun lMNpalukos

My3seii B epupa

B 6pos ca n3nonssaHn paboTu OT BUPTY-
anHarta konekuus Ha ,Mysen B echmpa“ —
npenaBaHeTo 3a BM3yasiHU U3KyCTBa Mo
nporpama ,Xpucto botes“ Ha BHP. Bo-
newarta [unana NonoBa KaHW rocTuTe cu
[a nNpeano>kart nponssefeHne, KoeTo
6uxa uckanu aa BuasT B 6baeLuns pea-
neH My3seili 3a CbBPpEMEHHO U3KYCTBO.
[focTnTe ca 6unu 1 ca Ha pas3nu4yHu no-
31LUUN 1 NPELNO>XKEHNSATA UM Ce OCHOBA-
BaT Ha CO6CTBEHUTE UM NPEeACcTaBu 3a
KOHLENUMATA, CbAbPIXKaHNETO U OyHK-
unmMTe Ha NofobHa UHCTUTYLUNS B CTpa-
HaTa. 3a egHa roguHa BbLB
BboOpa>kaemara Konekuusi ca cbbpaHu
0KoJ10 60 Npon3BeeHNs.

you have the chance and there is the insti-
tution already in existence — what would
you expect to see in a museum of contem-
porary art in Sofia, Bulgaria?”

Kiril Prashkov

Museum on the Air

The issue is reproducing works from the
virtual collection of “Museum on the Air”,
the broadcast on visual arts of the “Christo
Botev” program of Bulgarian National
Radio. Its host Diana Popova is asking
guests in the studio to suggest a work of
art that they would like to see in the collec-
tion of the future real Museum for Contem-
porary Art in Bulgaria. The guests have
taken different positions within the mu-
seum debate so their suggestions are
based on their own ideas for the concep-
tual basis, the contents and the functions
such an institution might have. Over the
course of one year this virtual museum
has collected nearly 60 art works.



Alexander Kiossev

AnekcaHabp KboceB

Tpu NosicHeHUS

N HAKONKO npobriema

OTHOBO 3a My3€esl 3a CbBPEMEHHO
N3KYyCTBO B bunrapus

B nporpamara 3a cb3aaBaHe Ha My3eii 3a CbBPEMEHHO M3KYCTBO UMa efjHA CPaBHU-
TEJIHO NlecHa U efiHa AocTa TpyAHa YacT.

JlecHOTO (BCBLYHOCT Taka TPyAHO 3a nocturaHe B bbnrapus!) Mo>ke oa ce nadepnm
B CMMCBHK C O4YEBUAHM U HENOCPEACTBEHM NPaKTUYECKM 3aaayn. 3asaBsBaHM MHOMO
NbTu, Te TpsibBa Aa 6bAaT NOBTAPsSiHM OTHOBO M OTHOBO — A0 pedynTarT. LLe ce onu-
Tam Ja npeacTass Tasu ,JiecHa nporpamMa’“ nog popMara Ha Tpu NOSICHEHMS.

MbpBO NOsicHeHue

Ot 1990-Te u B bbnrapus (kakTo Npeam ToBa, eAHOBPEMEHHO C TOBA UNu cnej ToBa
Ha MHOrO MecTa Mo CBeTa) Bb3HMKBA T.Hap. CbBPEMEHHO M3KYCTBO (3a o6bpkaHaTa
CINO>KHOCT Ha TOBa HOBO SIBfIEHME Yy HAC BUXK TekcTa Ha Brnagma Muxannosa B Ha-
cTosims 6poit). 3a OHE3N, KOMTO BCE OLLE He Ca HasICHO ,LLO0 € CbBPEMEHHO U3KY-
CTBO", LWe aafem, no ctapus npumep Ha JlnoTap, aedbuHuums ,3a geua®. He 3a
Lpyro, a 3a Aa npefoTBpaTvM MoHe Han-rpy6oTo HEBEXXECTBO, 3/10ynoTpebu 1 noa-
MEHW Ha MOHATUETO.

CbBpPEMEHHOTO M3KYCTBO € 0CO6€eHa, MOCT-aBaHrapAHa XyAo>KeCTBeHa AEHOCT,
crieumarneH ecTeTM4eckn pPexkuM ,crnel CMbpTTa Ha (TPaauLUMOHHNUTE) U3KyCcTBa".

3a Hero BeYe He ca 04eBMAHM NPEAULLHUTE UMMNEPATUBHU LUEeNW, 3aJaieHu oLle OT
poMaHTMyecKaTa enoxa — B4bXHOBEHOTO ,ceben3passiBaHe” Ha TanaHTa, KOWTo C
¢dopma, KOMNOo3nUMs 1 CTUI NPEOAONIABAa MaTtepmaTa u npupoaara, 1 ce ndaura go
LBUONMOTO TANO Ha CMUCBHNA" — a B HEro Han-Hakpas ,6nsacsa” 6uTuiiHa UcTrHa.
CbBpeMeHHUTe TBOpUM (CaMOTO MME ,TBOPEL” BEYe He uarnexja MHOro agek-
BaTHO) HE TbPCAT 3aTBOPEHUTE Cb3epLATENHN CBETOBE HA XyA0>KeCTBeHaTa Uiito-
3181, HUTO Bb3BMCSBaAHE A0 CUMBOJIHN OTKPOBEHWS. Te HE TbPCAT BUPTYO3HOCT B
3aHasiTa, lyxoBHa acke3a v TpaHCLeHAeHUMs, a uckaT Aa yyacTsaT — [a XUBEST,
JelicTBaT 1 NPOMEHAT e4Ha Hann4Ha 1 Beve ecteTudmpaHa coumanHa cpega (Bnpo-
YeM TbKMO MacoBaTa 1, KOMepcmarnHa u CTepeoTUnHa eCTeTU3MPaHOCT € BONHNAT
npobnem). AM6uumsaTa UM € Aa NPOBOKUPAT HEVHUTE HOPMU, ia NpekpaysaT rpaHu-
unTe n, Aa npeobpblLUaT NOHATUSITA U NEPCNEKTMBUTE, Aa NOCTaBAT Noj BbMNpoC
pasfenuTesniHuTe NUHUN Mexxay ,M3KyCcTBO” U ,HEN3KYCTBO®, ,BUCOKO U ,HUCKO®,
LAPUOXHO M ,HEMPUIOXHO", ,MONNTUYECKO" N ,HENONNTUYECKO®, TpaeHe n edou-
MEPHOCT, LUEHHOCT 1 ckaHgan. B nogobHa cutyaumns no Heo6XoANMMOCT Ce pasKkose-
6aBaT Ba>kKHW MPUHUUNN HA TPAAMLMOHHOTO N306pasnTeNiHO U3KYCTBO — HAanpuMmep
KYATbT KbM KPacuMBOTO, CTPEMEXX BT KbM OTPa>keHune-noapakaHue, ourypaTms-
HOCTTAa, NSIaCTUYHOCTTA M KONOPUTBLT. HeakTyanHu cTtasaTt u TpaamumoHHuTe techné
(TéXVN), pa3bupaHun 1 KaTo yMEHWs!, 1 KaTo >aHpoBe: rpadukaTa, >XMBOMUCTA,
CKynnTyparta (Makap 4Ye Te NMOoHsKora ce U3nonaeart 3a crneuywanim uenu). Te ca 3a-
MEHEHW CbC CUTYaTMBHU TEXHMKM HA HAMeca, unTupaHe n npeobpasyBaHe — C UH-
cTanaumu, XembHUHIY, MbPOPMaHCK, MOHTa KU, KONaxkun 1 acambnaxku, ¢ ready
made 06€eKTU 1 KOHUEeNTyannHu 3afadn 3a OKOTO, C UMTaTu Ha KNuweTa U UPOHUYHO
ynoTpebeHn MKOHW Ha NonynspHaTa KynTypa, CbC CTpaHHM pasnagaliun ce TBopou,
LMOOUAN®, ;MyATUNAN® N ONAKOBKK, N BbOOLLE — C BCEBb3MOXXHU MHTEPBEHUNN B
KOHCYMaTUBHO-PEKTaMHO-CTEPEOTUMNHO apTUKyNMpaHaTa matepuasnHa cpeza.
LlensaTt ce npobuswm B Tasm cpefa — CkaHAannanpart ce TPaauUMOHHUTE 1 KYNTYPHU
penepToapv 1 BudyanHaTta MM BacT, MHCLeHupaT ce npeobpbluaHms Ha Tonorpad-
CKUTE Mepapxuu Ha rpafiCkoTo NPOCTPaHCTBO, NPeBEXAaT ce Ha e3nka Ha obpa-
3UTe HeoYaKBaHW NOIMTUYECKN Kay3u UMK Ce U3BbpLUBAT/YynAT TabyTa vpes
PUCKOBU MaHunynauun Bbpxy CO6CTBEHOTO TAS10. He Ha nocneaHo MSCTO ChbBpe-
MEHHUTE XYOO0>KHULM Ce OTHACAT CEPUO3HO KbM BeYe Cb3aleHOTO OT caMuTe TaX
— 1 uuTmpart, nepudpasvpart, urpasT, MPOBOKMPAT U NPOMEHST co6CTBEHaTa cu
Tpaavums. 3a BCUYKM TE3WN LeNn Ce M3MN03Ba KakBo /M He: OT eKPaHu, HEOH, KPbB,
software, npaxonsk, MalwuvHKW, nap4eTa nnaTt A0 KaMbHU OT NYCTUHATA, MEAUAHN
KnuweTa, nnacTUYHW onepauun, CoumanmcTMyeckn eMbnemu, KanmutanncTnyeckm
peknamu...

Three explications

and some problems

Once again on
the Museum for Contemporary
Art in Bulgaria

The plan to establish a Museum for Contemporary Art has one relatively easy part and
another rather difficult one to it.

The easy part (which in Bulgaria might actually be quite hard to accomplish!) could be
summarized in a list of obvious and immediate practical tasks. These have been de-
scribed many times and yet, they need be presented over and over again until we get
results. | will try to discuss here the “easy part” of the agenda in the form of three expli-
cations.

1st Explication

In the 1990s (as in many other places before then, at the same time or sometime
after...) what came to be known as contemporary art appeared in Bulgaria as well (see
more on the confusing complexity of this phenomenon, at the time new to us, in
Vladiya Mihaylova's text elsewhere in this publication). For all those not yet familiar
with “just what exactly contemporary art is” we will provide here, after the vintage ex-
ample of Jean-Francois Lyotard, a brief definition for dummies — even if for no other

BusyaneH cemuHap / Visual Seminar

reason but to prevent at least the bluntest ignorance, possible misuse and even abuse
of the notion.

Contemporary art is a specific post-avant-garde artistic practice, a special aestheti-
cal regime “after the death of (traditional) arts”. For contemporary art the previous
imperative set of targets, established ever since the times of Romanticism, is no
longer valid — for instance, the inspired “self-expression” of the talent who by means
of form, composition and style overpows matter and nature in order to rise up to the
“visible body of meaning” where, at last, the truth of existence “flashes” through.
Contemporary creators (the very word “creator” does not seem very appropriate
here) are not searching for the discreet contemplative worlds of artistic illusion, nor
do they strive for ascension to higher symbolic revelations. They do not look for virtu-
0so0 mastering of craft, spiritual ascesis and transcendence; they want to participate
— to live, act and change the omnipresent and aestheticized social environment
(whose mass in fact, commercialized and stereotypically aestheticizing is their core
problem). Their ambition is to provoke the norms of this environment, to transgress
its boundaries, to reverse its notions and perspectives, to question the lines dividing
“art” from “non-art”, “high” from “low”, “applied” from “non-applied”, “political” from
“non-political”, endurance from ephemerality, value from scandal. In this context
some important principles of the traditional visual arts are shaken by necessity — for
instance, the cult of beauty; the drive to reflect-imitate; the figure, the plasticity and
the handling of color. The traditional techné (téxvn), seen as ability as well as genre
— graphic art, painting, sculpture (although all of them are sometimes used to spe-
cific ends) are no longer relevant. They are replaced by the techniques of situational
intervention, quotation and transformation; by installations, happenings, perform-
ances, montages, collages and assemblages; by ready-made objects and concep-
tual challenges for the eye; by quoting the cliché and ironically using the icons of
mass culture; by strange decomposing artworks, “mobiles”, “multiples”, and wrap-
pings; and ultimately by anything-goes kind of interventions into the material environ-
ment that is articulated along the lines of consumerism, advertising and stereotype.
The aim is to rupture this environment — to scandalize its traditional cultural practices
and their visual domination; to stage transformations of the topographical hierarchies
of urban space; to translate visually some unexpected political causes into the lan-
guage of image or to assault and transgress the taboo through hazardous manipula-
tions of one’s own body. Last but not least, contemporary artists take very seriously
their own past practices and products — they are quoting, paraphrasing, playing, pro-
voking and changing their own traditions. In order to hit their targets, they will use



LisnocTHUAT paspus Mexxay TPaguunMoHHO U CbBPEMEHHO U3KYCTBO He 3acsra camo
npoueca Ha TBOPYECTBO, HATO CaMO HErOBUTE NMPUHLUMUMKN U HOCUTESNN, a BCUYKMK efle-
MEHTM Ha XyAO>XXECTBEHMS XXMBOT — nybsmkaTra, nasapa, Xy4o>KeCTBEHNTE KOHBEH-
unn 1 MHCTUTYLUMKU. CbBPEMEHHOTO M3KYCTBO pa3burBa Knacu4eckoTo
Cb3epuaTerHo-NoYnTaLlo-ThIKyBaLlo, NaCMBHO OTHOLLEHWE KbM ,TBOPOUTE" — OT
»3puTEeNsa“ ce ovakea fa 6bae pedieKCMBEH, CUITHO acoUMaTUBEH N (MHTEP)aKTUBEH
YyYaCTHUK B ECTETUYECKOTO CbbuTHe-uanutanue. Npu nogobHa BbLBAEYEHOCT, CU-
TYaTUBHOCT M KOHTEKCTYasIHOCT BeYe He uarnexxaaT eCTeCTBEHN HUTO ,Npounssefe-
HUATA", HUTO PaMKUTE, KOUTO ' OTrpaHn4aBaT OT OKOJTHUSA ,HEXYOO>XXEeCTBEH" CBAT,
CbMHUTESIEH € KYITbT KbM ,FEHMUTE", KAKTO 1 NOYUTTa KbM TPaauUNNTE U elb-
oBpUTE®, NpeTeHamMpaLLm, Ye ca HeENPEXOAHU ,CbBPEMEHHULUN HA BCUYKM €MoXmn*.
Mpu Kpn3aTta Ha uenus penepToap Ha TpaauMuMoHHUTe schdne Kénste, HaMa Kak aa
6bAe yabp>KaHa u poMaHTu4eckaTa nges 3a HauMoHasnHo U3KyCTBO, BbMTLTUIIO B
reHun, poAeHun OT HeJapaTa Ha Hapo/a, HEroBOTO TbMHO, BEKOBHO BAbXHOBEHWE,
npecuyallo KaTo YepBeHaTa HULLKA Ha HeymMmupalla ,poaHa Tpaguumns® uctopuaTta...
A cnep kaTo Ta3u npeacTasa e B Kpusa, TO B Kpu3a e Hali-Ba>xHaTa LleHHOCT, OCUry-
psiBana oT noBeYe OT ABa BeKa IErMTUMHOCT Ha My3eu, HaUMOHasHN ranepumn n us-
KYyCTBOBEACKN y4ebHMUM. [1HeC NCTUHCKOTO CbBPEMEHHO U3KYCTBO CEe peanuampa
nokpan TpagnuuUMOHHOTO (KOETO He € M34Ye3Haro, HO HaMmbJIHO € 3arybuno gyHk-
umMsTa cu Ha npefeH PpoHT Ha MOAEPHMS AyX M NporpaMa 3a eCTETUYECKO Bb3Mu-
TaHve Ha YoBeKa) B FNoBanHnM CLUEHN U MPEXKU, OT NOABMXXHM U KOCMOMOSINTHM
,apPTUCTK®, MecTeLm ce OT nanoxkba Ha nano>kba, npenutawm Hag bueHaneTa, ayk-
LMOHK, akummn 1 oectmsanm.

Cb0TBETHO M ONa3BaHETO Ha NOAOOHO Pa3fIMYHO M3KYCTBO € NMOBEPEHO Ha eaHa
(MCTOpUYECKM) HOBA, Pa3NNYHA NHCTUTYUNS — My3es 38 CbBPEMEHHO N3KyCcTBO. C
Hero ce TpaHcopmMypa 1 CaMoTO NOHATUE 3a My3eli: My3euTe 3a CbBPEMEHHO 13-
KYCTBO Cca MHOrO(YHKUMOHASTHN 1 XXNBW KYNTYPHW OpraHn3aumnn, CBbp3aHu B ro-
6anHa KoMyHukaums. HesaBmMcrMMo OT TOBa, Ye ce HammpaT B rpaHuuMTe Ha efHa
Unu apyra HauvoHasiHa Abp>kasa, Te ca Hepa3puMBHO 06BBbP3aHM C MEXXAYHAPOAHM
KypaTOpPCKU 1 KONMEKUMOHEPCKN MPEXKU, B TSCHA BPb3Ka Ca KakTO C KOCMOMNONT-
HWTe nasapuv 3a U3KyCTBO, Taka U C MyNTUKYNTYPHUTE, rMo6anHn CbBPEMEHHU rasne-
pun n pectuBanun. TexHUTe Konekunn (Te BCe OLLe CbAbp>XaT peanHn aptedakTi,
KOWTO Jarned He CbBNaaat C Te3n Ha TPAAVMLUMOHHUTE HAUMOHAIHM U KOJIOHUASTHM
My3€eu 3a U3KYCTBO) Cca KOHKYpVpaHu OT HaA-TepuTopuasnHu, BCEO6LLO AOCTbMHM
BUPTYaNHN XpaHUnuLLa, eNeKTPoHHM 6MBMoTEKN OT 06pasu, apxmemn 1 JOKYMeEHTa-
unn, 6a3u JaHHU v np.

anything anytime anywhere — from projection screens, neon, blood, software, dust,
machines, pieces of fabric, etc. all the way to desert rocks, media cliché, plastic sur-
gery, socialist emblems, and capitalist advertisement...

The total break-up between traditional and contemporary art is not restricted to ei-
ther the creative process or to its principles and pillars. It affects all elements of the
artistic life — the audience, the market, the conventions of art and its institutions.
Contemporary art is demolishing the classical attitude — with its contemplative, ad-
miring, interpreting and passive character, to the “work”. The viewer is now ex-
pected to be able to reflect on the artwork, to have powers of association and to be
(inter)active participant in the aesthetical event/challenge. Given this level of immer-
sion, situation and context-defined character neither the “works” nor their framing
that distinguishes them from the surrounding “non-artistic” world, look natural; the
very cult to the “genius” is a suspect and so is the respect for traditions and “mas-
terpieces” that pretend to be eternal “contemporaries to all ages”. Given the total
crisis in the repertoire of the traditional scheone Kuenste there is no way to uphold
the romantic notion of national art either. Embodied in the geniuses nurtured in the
bosom of the peoples, it represents the dark and ancient inspiration of the nation
that runs through history like the red thread of the never-dying “native tradition”...
And since that notion is in crisis the crisis of the most important value follows too,
which for more than two centuries has been providing legitimacy to museums, na-
tional galleries and textbooks on art history. Nowadays the authentic contemporary
art is being realized, still alongside the traditional one (which has not disappeared
but has lost its function of a forefront of the modern spirit and a program for the aes-
thetic education of people), in global scenes and networks by highly mobile and
cosmopolitan artists who are moving from one show to another while flying over bi-
ennials, auctions, actions and festivals.

Consequently, the preservation of this kind of different art is entrusted to a (histori-
cally) new and different type of institution — the museum for contemporary art. With
this the very notion of a museum is being transformed: museums for contemporary
art are multifunctional living cultural organizations hooked up in global communica-
tion. In spite of that, they are located within the borders of this or that nation state;
they are tightly bound to international networks of curators and collectors; they are
closely connected to the cosmopolitan art markets as well as to the multicultural,
global contemporary art galleries and events. Their collections (still containing real
arte facts though these are very far from those in the traditional national and/or

BTopo nosicHeHue

Y Hac NpaKTMKM Ha CbBPEMEHHOTO U3KYCTBO CblUecTByBaT Beye 0T 20 roAnHM.
KakTo HaBcsikbAe No cBeTa, HeroBaTa anTepHaTvBHA CLeHa CbLUeCTBYBa B paspus
C npepvilLHaTa Xyo>KecTseHa Tpaanumsa — B benrapus nocnegHaTta nma xapakrep
Ha KbCEH M NPOBUHLMANHO-EKIIEKTUYEH MOEPHMN3BM, Cb3AafleH No4 NpoTekumsaTa
Ha Cbro3a Ha 6bArapcknTe XyAOXKHUUM 1M yAbPIXKAH CRej Kpaxa Ha couvanuama ot
MOLLIHW MHEPLMOHHMW KYNTYPHU MHCTUTYUMK. 3a Te3u 20 roavHu Npu usnaTa cu xao-
TUYHOCT CbBPEMEHHOTO M3KYCTBO B bbarapus cbLlo e cb3gano co6cTBeHa Tpaau-
uMs, Makap 1 No-CKpoMHa. TbKMO TS — 1 TOBa € 60JiKaTta Ha CbBPEMEHHNUTE
XyAOXHUUM 1 KypaTopu! — e noA HenocpecTBeHaTa 0nacHOCT Aa U3yesHe, 3aLloTo
B Bbnrapmsa HaMa MACTO, opraHusaums Unm yupexxjeHvne, KoeTo aa ce 3aHMMaBa
CMCTEMATMYHO C ONa3BaHeTO Ha TakbB TWMN XyLO>KECTBEHM akUMK, HATO UMa SICHO
06LLEeCTBEHO Cb3HaHWe, Ye e Heo6x0AMMO TOBa [a ce NpaBu: onassalumTe KyJs-
TYPHM MHCTUTYUMM Ca BCe OLLe BnadeHn OT cTapaTta npeacTasa 3a HauuoHanHo (se-
KOBHO, Bb3BULLEHO POMAHTUKO-PEaNTUCTUYHO U KbCHO-MOLEPHUCTKO) N3KYCTBO CbC
couManmMcTUyecKn 1 NocT-coumanncTnyecky npmuekyc. Nopaam Tosa 6esxabepue u
CTapoMoAeH MOHOMOJ paboTUTe Ha CbBPEMEHHUTE XYy A0>KHULM BbOOLLE He ce
cbbuparT, He ce OTKynyBaT, He Ce CKiaaupaTt no Aena v xpaHunauuia, He ce npeacTa-
BST B UICTOPMYECKMN CEPUM B CbOTBETHUTE ranepuu, My3eun n Mecta 3a Tasu uen:
edmMepHMTE CLOUTUS 1 HAMECK Ha TOBA U3KYCTBO PUCKYBaT Aa navesHart 6e3
cnepa — npes 2003 r., Nnpy nopeHaTa AUCKycust Ha Tasn Tema, Mapus Bacunesa,
KypaTopka Ha nsnoxoata Export/Import, oprannaupara B Cocpuiicka rpaacka xyno-
>KecTBeHa ranepus, oopmynupa ToBa MHOro fobpe — TS ro Hapuya ,AemaTtepvan-
3vpaHe Ha 6bAeLleTo" Ha M3KYCTBOTO, KOETO Clefl HAKOJSIKO AeCeTUNneTus npocTo
Le n3vesHe oT (hm3myeckun pasnag, 3aoTo HAMa Aa MMa CBOMTE apxvBK 1 gena.

B nopobHa cuTyauus 3agadara HaucTuHa uarne>kaa oveBmHa — TpsibéBa KOJIKOTO €
Bb3MO>KHO NO-6bp30 Aa 6bae cb3aaneH nogobeH mysein (akumata MYCU3 Ha ViBaH
MynoB npeamn HAKOMKO roANHW MHCLEHMPA HanperHaToTo NpodyecMoHanHo u ny6-
JIMYHO OYaKBaHe, KOETO HAMCTMHA CbLUECTBYBA 3a Hero). A MoHeXKe y Hac nunceaTt
CONMUAHM YaCTHU KOJIEKLIMOHEPU, O4aKBAHETO € TOBa Aa 6bje HanpaBeHO OT
6bAarapckara gbp>kasa, KOSTO €AMHCTBEHO MMa HEOOXOANMUTE UHCTUTYLIMOHANHN 1
(PMHAHCOBU Bb3MOXXHOCTM 3a NOAO6HO CKbMNO M MALLA6HO HaYMHaHMWe.

C'bI.I.I,GCTBYBaT N OONBINIHUTENHUTE apryMeHTun, CbLUO OTAaBHA U3BECTHU!

* HaBcsikbe no ceeTta (B ,UMBUIM30BaHUTE Abp>XKasun“) uMa nogooHM >

Myseii B ecpupa / Museum on the Air

1. Kanux CepanuoHos, OcHoBHOTO sicTve, 2006. Bueo nHctanaums
(mo npeanoxexue Ha annena PaneBsa, ypeaHuk, CIXI)

Kalin Serapionov, The Main Course, 2006. Video installation
(suggested by Daniela Radeva, curator, Sofia Art Gallery)

2. CtedaH Hukonaes, Sickkiss, 2006. Ounm NpexBbpneH Ha BUAEO
(no npeanoxeHue Ha KannH CepannoHoB, XyA0XKHHK)

Stefan Nikolaev, Sickkiss, 2006. Film transferred on video
(suggested by Kalin Serapionov, artist)

colonial museums of art) are competing with extra-territorial, universally accessible
virtual storages — digital libraries of images, archives and documentation, databases
and so on.

2nd Explication

In Bulgaria contemporary art practices have existed for more than twenty years now.
As everywhere else worldwide its alternative scene exists in rupture with the preceding
artistic tradition — in Bulgaria the latter is characterized by a delayed and provincially
eclectic version of modernism. It was established under the umbrella of the Union of
Bulgarian Artists. After the collapse of socialism it was supported by powerful cultural
institutions with no momentum. All its chaotic aura notwithstanding, contemporary art
in Bulgaria has established its own tradition though it is still a modest one. This tradi-
tion (and that is the sore point for all contemporary artists and curators in the country!)
is under the immediate threat of extinction since in Bulgaria there is no place, organi-
zation or institution, which is primarily committed to the preservation of this kind of
artistic practices, nor is there a clear public awareness that it is necessary to do so —
those cultural institutions dedicated to preservation are still under the spell of the anti-
quated notion of the national (ages-old, exalted, romantically realistic and belatedly
modernistic) art with a socialist and post-socialist aftertaste. Due to this blatant igno-
rance and old fashioned monopoly, the works of the contemporary artists are not col-
lected at all, or purchased; they are not preserved in depots or storages; they are not
presented in historically researched shows in the appropriate galleries, museums or
spaces allocated to such purposes. The ephemeral events and interventions of this
kind of art are at risk of disappearing without a trace. In 2003 during the discussion on
the same topic Maria Vassileva, curator of the exhibition Export/Import at the Sofia Art
Gallery, provided a very sound definition of the problem — she described it as “demate-
rialization of the future” of art, which will simply disappear due to physical decay be-
cause it does not have its archives or storages.

The situation is so clear that the task at hand seems to be self-evident — a museum for
contemporary art must be established as soon as possible (the simulated opening of
MUSIZ, lvan Moudov’s action in 2005 in Sofia, ignited the already tense expectations
for such a museum of professionals and public alike). Provided there are not serious
private collectors in Bulgaria, the expectations are that such an undertaking would be
initiated by the state, which is the only subject possessing the institutional and financial

> >

means necessary for such a costly and ambitious project.

BusyaneH cemunap / Visual Seminar




P VHCTUTYTU — My3eun 3a CbBPEMEHHO U3KycTBO. CrnepoBaTenHo OTKPMBAHETO Ha
nofobeH My3en e ULMBMNN3aLUMOHEH ObNI HAa 6b/irapckarta Abp>kasa.

e EqHa rpyna xyLo>XKHULM Bede ca 3aBooBasnv UMe B rnobanHusi CBAT 1
npeacTaBaT TaM CbBPEMEHHOTO M3KYCTBO B Bbnrapus, 4pes KoeTo NpaBsT BUANMM
He camo cebe cu, a u camaTa Bbnrapus. CnegoBaTenHo Te 3acny>kasaT npuaHa-
HWe, 6naroapHOCT M KyNTypHa rpuxka oT 6b/rapckoTo o6LIEeCTBO U OT AbpyKaBs-
HUTE UHCTUTYLIUN.

* [1o cBeTa KbM NOAO6GEH TUM U3KYCTBO CbLLECTBYBA CEPUO3EH MHTEPEC —
TOBa Cce AoKasBa OT OrPOMHUS BP0 NOCETUTENM HA HAl-U3BECTHUTE M3NOXXOU, e-
cTnBann n 6meHaneTa, OT BCEKNOAHEBHUA NOTOK OT NMNOCETUTENN B My3ENUTE 3a
CbBPEMEHHO U3KYCTBO, OT PAaCTALLNTE LEeHUN HA TEXHUTE pa60T|/|. OpraHmsmpaHMTe
focera y Hac n3no>xbm Ha CbBPEMEHHO M3KYCTBO CbLLO NOKa3BaT, Ye U Hemasnka
6bnrapcka nybnvka ce MHTepecyBa OT HEro 1 3Hae Aa ro LeHu.

TpeToTO NOsiCHeHue

B uenus npouec no nyénuyHa mobunmnsauus, Heo6xoaMmM 3a cb3gaBaHe Ha Nofo6eH
My3ei, ce nosBu 1 omHanHa 6vnrapceka crneunduka — T1.e. 6bpKoTUA 1 ONUTY 3a
noAMsiHa B MOCNeAHMS MOMEHT. [py Bb3HUKHaNaTa Hackopo NpakTUYecKa Bb3MOXK-
HOCT 3a Cb3faBaHe Ha ,My3eli 3a CbBPEMEHHO U3KYCTBO" (Ype3 NpuBeYeHn napu
OT HOpBEXKKa (hoHAaums) Ha TO3M KJIOH U3BEAHBLXK Ce oKasdaxa rofism 6pon ,mai-
MyHW". 3a ypeaHuum, KypaTopu U OUpeKTopn Ha NofobeH My3eii M3BeAHBbXK 3amnoy-
BaT Aa NpeTeHamMpaT Hal-CTpaHHU Cy6eKkTn — He cnoMeHaTuTe, BeYe M3BECTHM Mo
cBeTa 6bNrapcku XyAO>KHMUN, YTBBPAEHM KATO CbBPEMEHHMU, a Hali-pa3HO0bpasHu
MECTHW BENMYUS, ClyHaHW U HECTTyYalHU BENMYMHU, KOUTO MMAT LWaHC M Mepak
[a ce gokonat Ao oMHaHCOBUS pecypc. 3a My3e0CTPOMTENM 3anpeTeHampaxa Mu-
HUCTPU U FOPAM HACMELHUUM HA YMCTO HALUMOHASTHOTO M3KYyCTBO, 0OMLMO3KM OT
CbHO3a Ha XyA0>XKHUUMTE, MAIAAEXKM FPYnu OT EHTYCUACTU U KapuepUCTU, NETUMHU
[la KaTypHaT NpeanLLHOTO NOKONEeHNe, NasdapHu nad cTann marucTpu Ha BKyca u
6M3HECMEHM B CAHKA, C SicCHA nAes KOIKO MHOMo napv MoraT Aa ce HanpassiT OT Mo-
[OOHO HELLIO.

Taka 4e nocnegHara oyeBuaHa npakTunyecka 3agada TykK € fa ce Bb3CTaHOBMU eJie-
MeHTapHaTa cnpaBenJiIMBoCT: Aa ce naae 60>XMeTo 60Fy, KecapeBoTO — Kecapko, a
My3€eAT 3a CbBPEMEHHO N3KYCTBO — HA OHE3W, KOUTO Ca ro 3acny>Xuiun npaktun4e-

CKWH, rIpOCbeCI/IOHaﬂHO N UCTOPUHECKMN. T.e. Ha camuTe CbBPEMEHHU XYAO>XKHULIN U
TEXHUTE I'IyﬁJ'Il/IKVI.

C TOBa M 3aBbpLUBAT OYEBMAHMTE 3a4a4M — N SICHO Ce BUXKAA, Ye, KaKTO U npeau
rOAMHK, KOraTo 3anoyHa To3u nybnuyeH gebat — peleHneTo UM HaMa Aa e NecHo.
AKO Te, KaKTO € BEpPOATHO, OTHOBO He 6bAaT peLUueHn NPUHLMMHO 1 cnpaBeanvBo,
€ CbBCEM Bb3MOXKHO [la Ce NPbKHE HAKakBa crpaja, KosTo e HOCu eTukeTa
-,My3en 3a CbBpEMEHHO N3KYCTBO", HO B HES LLie Ce CbXpaHaBaT U nanarat Hewla,
6yneLm HegoymeHne y nHdopmMmpaHnTe nocetutenu. A ctapusat npobnem ¢ avn-
cata Ha MSCTO M MHCTUTYLMS 3a CbXpaHaBaHe 1 3a NPodeCUoHanHo KypaTopcko
nanaraHe Ha CTUHCKOTO CbBPEMEHHO U3KYCTBO B Bbnrapus Taka v Lwe cm octaHe
— HepeLleH.

* * %

Heka BbB (pyHana aa CnoMeHeM camo 4YacT OT TpyAHUTe npobnemu. , TpyaHu" Hapu-
YaM OHEe3W OT TAX, KOUTO HsMa Aa u34esHar, 4opU ako npakTudeckuTe 3agaym 6baar
paspeLueHn WwacTnmeo — fan 6o>xke. Mo>kem camo fa rm HaMekHeM TyK, 3aLoTO HAMa
MSICTO 3a MCTMHCKOTO UM pa3paboTBaHe. Ho Te paHo mnm KbCHO CbLLo TpsibBa Aa
6bAaT peLleHn — 3aLloTo ca onacHW NOABOAHM MAENHM KaMbHM, 3acTpallaBaluy Us-
naTta naes 3a My3en 3a CbBpeMeHHO 13KycTBo B Codms. OTHOBO B >XaHpa Ha XpyM-
BaHETO U HaMeKa NoCcoYBaM ¥ Bb3MOXXHU MbTULLA 3a PELLABAHETO UM:

* [TbpBUST NAPaAOKC — EAHO He-HALUMOHANHO, rnobasnHo U3KyCTBO Mcka fa
6b4e NoaKpeneHo OT eflHa HaUMoHanHa AbpykaBa ¢ ocTapsifia M MHEPLUMOHHA naT-
pYoTMYHA MAEOSONUSI, KOSITO CMSiTA 32 eCTECTBEHO [a NOAKPENs eAMHCTBEHO KYIi-
Typa, 3almMTaBalla ,HaunoHanHaTa uaeHTMYHOCT" (TyK OcTaBsiMe HacTpaHa ToBa,
Ye AbprkaBaTa BChLUHOCT HsIMa U napu 3a KynTypa v MAEHTUYHOCT, CaMO MMUTMPA
TsIxHaTa noakpena). BbaMoykeH nNbT 3a paspellaBaHe Ha To3u NPo6iemM — akUeHT
BbpXy OTBapPsHETO HA CTpaHaTa KbM cBeTa 1 EBponelickuns cbio3, KbM akTUBHUSA
avanor Mexxay Kyntypute, MOGMIIHOCTTa Ha Xopa, Maev v kanuTan (3aLlo He Ha Xy-
JIO>KECTBEHM naemn 1 o6pasun CbLlo?), M MPUHOCHT Ha CbBPEMEHHOTO N3KYCTBO 3a
BK/HOUBAHE, aHaNM3 1 KpUTHUKA Ha Te3un NpoLecu.

* B aprymeHTa ,TakvBa My3eu 1ma rno Lenvsi LMBMIIM30BaH CBAT MMa Hewwlo
CaMO-KOOHM3NPALLO, UMUTALMOHHO U BTOPUYHO: U3rNexaa Taka, csikall Lwe npa-
BMM TakbB My3eil He 3alLl0TO HU € HY>KeH TbKMO Ha Hac, Ha ToBa MSCTO U B ToBa
BpeEMe, 3a Te3u xopa — a 3alloTo APYru, NMo-yMHM OT Hac, Ha APYro MsSCcTO U BpeMme,

» p» There are some additional considerations too and these are also well known:

e All over the world (in the “civilized” countries) there are such institutions —
museums for contemporary art. Consequently, the establishment of such a museum is
considered to be a civilizational duty of the state of Bulgaria.

* There are a number of contemporary artists who have established reputa-
tions in the global art world and they present contemporary art from Bulgaria. They
make Bulgaria visible too, not only themselves. That’s why they do deserve the ac-
knowledgement, the gratitude and the care for culture from both the Bulgarian society
and the country’s state institutions.

* There is a serious interest for this kind of art all over the world — the massive
numbers of visitors to the most famous exhibitions, festivals and biennials are the evi-
dence; as is the daily flow of visitors to the museums for contemporary art; and the ris-
ing prices of the artists’ works. The exhibitions of contemporary art organized so far
are further confirmation that a significant portion of the Bulgarian art audience is inter-
ested in this kind of art and knows how to appreciate it.

3rd Explication

The whole process of public mobilization that is necessary for the creation of such a
museum was of course marked by a final local kind of specificity — that is to say —
chaos and attempts to hijack the notion at the last moment. Recently a concrete op-
portunity to establish such a Museum for Contemporary Art became available (through
funding from a Norwegian foundation). However, it turned out that this undertaking
(and chance) is already crowded by “groupies” — all sorts of strange subjects aspiring
to become caretakers, curators and directors of such a museum. However, these are
not the internationally renowned Bulgarian artists mentioned above who have already
established their contemporary status. These are various local “dignitaries”, more or
less inconsequential entities, who have the chance or the will to get hold of the newly
available financial resource. The position of a museum-builder is claimed now by min-
isters and proud inheritors of the purely national kind of art; by officials from the Union
of Bulgarian Artists and by groups of young enthusiasts and social climbers who are
eager to get rid of the older generation; by market oriented life-style stewards of taste
and shadowy businessman who have a clear idea about how much money one can
make from such a venture.

BusyaneH cemuHap / Visual Seminar

Thus, the last clearly obvious practical task to solve here is to restore basic justice — if
you give God what’s due to God and the Caesar what’s due to the Caesar, so the mu-
seum for contemporary art should be given to all those who have earned the right to
have it on practical, professional and historical grounds. That is to say — to the very
contemporary artists themselves and their audiences.

This concludes the list of the obvious tasks to solve. One can clearly see that, just like
years ago when this whole public debate started, the tasks will not be easy to accom-
plish. However, if they are not resolved fairly and as a matter of principle, as it seems
possible to happen all over again, it is quite likely that we will end up having some kind
of a building that will have the label of “Museum for Contemporary Art” but it will pre-
serve and show works bewildering the informed visitors. At the same time, should this
be the case, the old problem of the missing place and institution for the preservation
and the professional curating/showing of the authentic contemporary art in Bulgaria
will remain just as unresolved.

* kK

Finally, let us mention part of those problems that will be hard to solve. To me “hard to
solve” are those problems that will not disappear even if the practical tasks are accom-
plished fair and square, God willing... We can only be brief here for want of room to
elaborate. Nonetheless, these problems will have to be solved sooner or later because
these are dangerous conceptual shoals capable of undermining the entire idea of hav-
ing a museum for contemporary art in Sofia. | will outline possible ways to resolve the
problems by means of brainstorming and hinting:

* The first paradox — a kind of visual art that is global rather than national
wants to be supported by a nation state, which has an outdated patriotic ideology
stained by inertia; an ideology that thinks it natural to support only culture promoting
the “national identity” (I will not go into the fact that actually the state has no funds
even to support culture and identity, it is only imitating such support). One possible
way to solve this is to open up to the world and to the European Union, to start an ac-
tive intercultural dialogue, to support mobility of people, ideas and capital (why not of
artistic ideas and images too?) while utilizing the achievements of contemporary art in
incorporating, analyzing and critiquing all these processes.

® The argument “there are such museums all over the civilized world” involves
something that is self-colonizing, imitating and secondary — it makes it look like we



Mo HSIKAKBW CM TEXHW MPUYMHK ca HanpaBuny ToBa — a Ha Hac HW ocTasa a UMUTH-
pame v HaBakcBame. Bb3Mo>KeH U3xo oT Tas3n HENOBKOCT — Aia Ce NoCcTaBW UCTUH-
CKUSIT aKLIEHT He BbpXy TOBa, Ye ,MpaBUM HellaTa KaTo apyruTte”, a Bbpxy
ananekTvkara Mexkay rnobanHo n nokanHo. NpounssexxaaHoTo ,TyK" Ha cbBpe-
MEHHO M3KYCTBO (KakBOTO M Aa 3Hauu ,TyK“ — ToBa € caMo no cebe cu npobnem Ha
CbBPEMEHHOTO M3KYCTBO) € Ba>KHO Aaney He caMo 3a rnobasHuTe MpeXxXu 1 ycnew-
HUTEe Kapuepu No dpecTusanu n Yy>xam mysen. To e “Locally interested” — uma oTHoO-
LLEHNE M KbM NOKaNHWUS ONUT C BCUYKUTE MYy BOMHM Npo6nemMun: Cbe CBOS
EKCMNepUMEHTasIEH 31K TO € B CbCTOSIHME [1a KaXke CbLUECTBEHU Hella 3a Tasu
cpepna, KosITo € 1 6barapceka, u codpuincka, n 6ankaHcka, u NoCT-coumnanmcTuyecka,
W rnynaBso Heo-nNubeparnHa, 1 6pyTanHo Nnofy-KpUMmnHanHa, 1 3acny>kasalla LiaHc. ..
Pa3BrBaHeTo Ha TO3M NPaKTUYECKMN M NONIUTUYECKN LIAHC 3a CbBPEMEHHOTO U3KY-
CTBO € 3ajaya npef camoTO HEero: CbBPeMEHHUTE Xy A0>XKHULUM CEPUO3HO TpsibBa Aa
NPEeOCMUCHAT CBOSI COLMAIIEH aHraXKMMEHT C JIOKANHOTO.

® TpaAnUMOHHMAT My3ein My3enuumpa — niwasa 0T CbBPEMEHHOCT;
06eKTUTE B HEMO TPAAMLMOHHO CE CMATAT 32 HEVHTEPECHW N HeaKTyasnHu, Hamu-
paLum ce B npouec Ha KynTypHa cMbpT. Kak e 6b4e NoOMecTeHo ,CbBPEMEHHOTO"
N3KYCTBO TaM, MOXXe NI HerosaTa e(puMepHO-KOHTEKCTYyalHa ,CbBPeMEeHHOCT" aa
6bae Mmy3euncpnumpara, He 9 v yHuLo>kaBa Toea? 3a Aa ce NpuABMXKUM KbM pe-
LLUEeHNe Ha TO3M NPo6feM, He € HY>KHO Aia Cce OTKpMBa KonenoTo. Hama ga nma Hu-
KakBa CcaMO0-KONOHM3aumsl, ako ce NMonHTepecyBame 1 06CbAMM Kak TO3M Npobriem e
6un pellaBaH 1 peLleH gpyraje, 1 KakBo MO>XKEM [a HanpasyM fIOKaNHO-Ccnewm-
bmyHo Tyk. Ho TpsibBa Aa Hay4mMMm — € KakBO CblUeCcTByBaluTe ,My3emn“ 3a CbBpe-
MEHHO M3KYCTBO MO CBETA Ca pasfinvyHm OT TPAAULMOHHUTE My3€eu, Kak U JOKOJIKO
Te ca HaMepumnum U3xoa OT KJlornkaTa Ha My3endunumpaHeTo, OBELLECTBABAHETO U
heTMLLIM3MPaHETO Ha HAKaKBWM MaTtepuanHn 06ekTn?

* My3elHOTO Aeno B Lenvs CBAT Ce Hamupa B Nepuo, Ha 3aab/1604eH0
npeocMuUchnsHe 1 pedopma: cropes Cepuo3HN MUCIUTENN NPeanLLIHUTE My3en (He
camMo Xy[O>XeCTBEHUTE) ca B NOCTMOAepHM ,pynHK“ (Odbrnac Kpumn). Myseute
6aBHO Ce NpeBpbLLAT OT MyXJiicasno MACTO Ha ,onasBaHe” 1 ,NoYNT* KbM OCTaH-
KWTE, HApeYeHM ,KyNTYpPHO HAacneaCcTBO" (YMATO HEMOCUITHA ENMCTEMOSIONMYEecKa 3a-
Jaya npeau e 6una aa cb3faBa KOXePEHTHA M LSNoCTHa KapTHa Ha MUHAOTO), B
HOBO, Pa3/IMYHO MSCTO. B HOBMTE My3en CMUCBBLT HA UCTOPUSATA HE € AafieH, a ce
TbPCU: HELLO NnoBeYe, 3a HEro ce Aonycka, Ye e noBeye OT eAMH, Ye e BbTPELLHO
HEeKOXepeHTEH 1 NpoTuBopeYnB. B Ta3n HoBa My3eiHa cpefa, cneunanHo opraHu-

want to have such a museum not because we need it here and now for these people,
but because others smarter then we are, in some other place and time, and due to
reasons of their own have done so. We are only left with the option to imitate them and
to try and catch up. One possible way out of this embarrassing situation is to stress not
on the “we do like others do” aspect but rather on the dialectics between local and
global. The kind of contemporary art produced “here” (whatever this “here” means,
which is itself a problem for contemporary art) is relevant not only for the global net-
works and the successful careers established at festivals and museums in foreign
lands. This kind of art is “Locally Interested” indeed — it has attitudes to the local expe-
rience with all its painful problems. Using its experimental language it is capable of
making statements about this environment which is Bulgarian as well as Sofia-based,
Balkan, post-socialist, stupidly neo-liberal, brutally semi-criminal and yet — deserving to
be given a chance... To develop the potential of this practical and political chance for
contemporary art is its main task — contemporary artists must seriously reconsider its
social engagement with the local.

® The traditional museum is institutionalizing — it strips everything of contem-
poraneity; the objects there are traditionally considered to be uninteresting, irrelevant,
and in a process of cultural dying. How will “contemporary” art fit there; is it possible to
transform its ephemeral and contextual “contemporaneity” into a museum item; and
will it be destroyed in the process? We do not need to rediscover the wheel in order to
solve the problem. There will not be any self-colonization if we do some research and
talk about how this problem was handled elsewhere; what can we do differently for this
location and its specifics? But we also have to find out in what way the existing “muse-
ums” for contemporary art around the world are different from the traditional museums;
how and in what way have they managed to avoid the trap of becoming museum items
themselves, as well as turning the living artworks into material objects and fetishes?

e All over the world museology is in a state of rethinking and reform: according
to some serious thinkers the museums of the past (not only the art museums) are in
postmodern “ruins” (Douglas Crimp). Museums are slowly transforming from moldy
spaces of “preservation” and “respect” for those remains that we call “cultural heritage”
(before they had the impossible epistemological task of creating a coherent and com-
plete image of the past) into new and different places. Within the new kind of museum
the meaning of history is no longer a given but a target of research. What’s more, it is
accepted that there might be more than one meaning, and that it is internally incoher-
ent and contradictory. In this new museum environment, which is specifically designed

3vpaHa 3a uenTa, pasnnyHu rpynu npocsieasisaTt U nonssart crneimTe Ha e HO MHO-
>XECTBEHO M HESICHO MunHano. lNpaBaT ro 3apaam cBouTe Lenu, 6051K1 1 BU3WUWK, Ha-
Oex [y, 3al0To TbPCAT OTrOBOPU HA HACTOSILLM BBMPOCH, 3aLLOTO Ce UHTepecyBaT
OT UCTOPUYECKUTE KaTeropuw, n3rpaannm cobCTBeHOTO MM HacTosLwe. B To3un npo-
Lec Te LOroBapsT U NPeforoBapsaT NOMeXAY CU (B peXUM Ha KOH(INKTK, HO Npu
Bb3MO>XHO NMOCTUraHe Ha Cbrnacue) counasnHms CMUCHI (MK CMUCI) Ha ToBa pas-
HOJIMKO ¥ pa3HOPOLHO MUHASO — U NPaBAT TOBa He OT ,MoYUT KbM npageante’, a 3a-
paav HacTosiweTo. Kak 61 ce nomecTun B Tasn pedopMa My3esiT 3a CbBPEMEHHO
n3kycTBo? Kak 6u ce OTHECHN TOM KbM NPOMEHeHaTa naes 3a ,HacneacTso”, KbM
KYATYpHUTE npaBa Ha pasfivyHu rpynu, 06LWHOCTH, NPOCIIONKN N TEXHUTE HAYMHM Ha
Nnon3BaHe 1 ,YeTeHe" Ha My3enHNTEe eKcrno3numm oT Mo6unKn, ONakoBKK, Tena v
naen? Bb3Mo>KeH Ha4MH 3a peluasaHe Ha To3u NpobriemM — Ypes3 KypaTopcKo OTBa-
psHE Ha My3eliHUTE eKCno3numnmM KbM AUCKYCUU 1 Pa3INYHN Bb3MOXXHU UHTEpPMpe-
Tauum, Ypes BKIIKOUBAHE HA HOBW KYyNTYPHW rfacoBe B CneKTbpa Ha ,CbBPEMEHHOTO
N3KyCTBO", Ype3 MY3ENHO NHCLIEHNPAHE U NPOBOKUPAHEe Ha MHOr006pa3HNTe KyI-
TYPHU, PENUTMO3HN U COUMANHN rnegHn ToYkn. inu npocTo KazaHo — Ypes Cb3faa-
BaHe Ha OMCKYCMOHHA cpepa.

* * *

B oTerunnusa HW Beye 6bArapCcky pasroBop 3a Cb3aBaHe Ha My3ei 3a CbBPEeMEHHO
N3KYCTBO CMe BCe NoBeYe CKIIOHHU [la akLueHTMpaMe caMo BbpXy MbpBaTta, flecHa
4acT OT 3aJaynTe: Bbpxy O0NHUTE 1 Hane>kawy npakTnieckn npobnemum. Ho ako He
Ce 3aMUCINIUM U BbPXY APYruTe, KOUTO B MOMEHTA HU M3rne>kaaTt abCTpakTHU U He-
CBOEBpPEMEHHHN, B eIMH XybaB [ieH Te Le NoyyKaT Ha BpaTaTta Hu — Npu ToBa Noj,
bopmaTa Ha HOBM, Hal-npakTuyeckn npobnemMmu. Kakto ToBa Beye ce Ciyyun ¢ eanH
OVPEKTOP Ha HauMoHasHa ranepusi, KOMTo 06sBMU, Ye ,He Xxapecsa Maaun Xyaoxx-
HMUW, KOUTO MUCKaT Aa nonagHat B My3est“... B cnyyast HEBEXXeCTBOTO M Hexkena-
HMETO Aa ce pasbepe pasnMuneTo N HY>XXANTE Ha CbBPEMEHHOTO N3KYCTBO ce 65xa
npegpeLwmnnu noa popmarta Ha y>k KOHUenTyasnieH apryMeHT cpeLly Hero. M Taka we
6bae BMHarn, 0OCBEH ako caMu He ce 3axBaHeM C ToBa Aa OnjeBuM ,abcTpakTHUTE"
OypeHn B cBOATA rpafmHKa — HepeLLeHnTe 1 60HU NpPo6rieMn 1 Napanokeu Ha
OHOBa, KOETO UcKaMe Aa npaBuM.

3aLl0TO BCUYKO CbBPEMEHHO, ako € HaucTuHa TakoBa, € U ,He-CBOEBPEMEHHO" (B
cmucbna Ha Huuwe). T.e. TO ce 3aHMMaBa € HanMYHUTE AbA60KM NPo6aeMn, KOUTO
NPakTUYECKMSAT CbBPEMEHEH XXMBOT BMHarn 61 npeanoyven aa sarbpbu. Ho Te He
n34e3BaT, a NpoAb/>KasaT Aa ro onpeaensT.

1-2. Hepnko Conakos, XKusoT (4epHo u 6510). [Tepdopmanc, 1998-2001
(no npeanoxeHue Ha Hapexaa CToiHeBa, ypenHuk, MXT,
[Jumntposrpag)

Nedko Solakov, A Life (black & white). Performance, 1998-2001
(suggested by Nadezhda Stoyneva, curator, City Art Gallery, Dimitrovgrad)

3-4. ApenuHa MonHepenesa, HupsaHa, 1999-2004. [MbpdropMaHc, BUAEO
(no npeanoxerue Ha Hapexaa Oner JIsixosa)

Adelina Popnedeleva, Nirvana, 1999-2004. Performance, video
(suggested by Nadezhda Oleg Lyahova)
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to fit such notions, various groups are able to track down and use the traces of the
multiple and unclear past. They do so because of their own goals, trauma, visions, and
hopes; because they are searching for answers to current questions; because they are
interested in the historical categories that have constructed their own present time. In
the process these groups are negotiating and re-negotiating between themselves (in a
state of conflict but with the possibility to reach common ground) the social meaning
(or meanings) of the multifaceted and diverse past — they do so not because of “re-
spect for the ancestors” but because of the present. How would a museum for con-
temporary art fit into such a reform? How would it relate to the upgraded notion of
“heritage”, to the cultural rights of various groups, communities, social strata and their
ways of using and “reading” the museums display of mobiles, wrappings, bodies and
ideas? One possible way to solve this problem is to (curate) open up the museum ex-
positions for debate and to various options for interpretation; through the involvement
of new cultural voices in the spectrum of “contemporary art”; through the museum-con-
trolled staging and provoking of a multiplicity of cultural, religious, and social points of
view - or to put it shortly — through the construction of a debate environment.

* k%

While we are already bored with the discussion about the establishment of a museum
for contemporary art in Bulgaria, we still tend to concentrate only on the first and easier
part of the problem — the traumatic and urgent practical issues. However, if we do not
consider the other problems that seem to be abstract and irrelevant for the moment,
some day they will come back to bite us in the form of even newer and harder to solve
practical problems. Which is exactly what happened to a certain director of a national
art gallery who announced that he “does not like young artists who want to get into the
museum”... In this case the ignorance and the inability to understand the specifics and
the needs of contemporary art were camouflaged by the seemingly conceptual argu-
ment against it. The same case might happen over and over again unless we control
the matter ourselves and start uprooting the “abstract” weeds in our own garden — the
unsolved traumatic problems and the paradoxes of what we want to do.

If it is truly so, everything contemporary is also “un-timely” (in the meaning of Niet-
zsche) — that is to say it engages with the currently present deeper problems which the
practical life of today is always willing to bypass. However, problems do not just disap-
pear but go on defining it.

BusyaneH cemunap / Visual Seminar
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MNpeav no-manko oT efHa roavHa B TENIEBU3NOHEH pas-
roBOp, B €4Ha No4Tu CbBCEM Npas3HMyHa Bevep, Npasu-
TENCcTBOTO B SIMLETO Ha MUHWUCTbPA Ha KynTypaTa Hu
n3HeHaja ¢ ,My3einHa pedopma“. indopmaumaTa,
KOSITO MONy4MxmMe, ce CbCTOeLle OT naesaTa, Ye asara
CbLLUECTBYBALUM HAUMOHATHN My3es — TO31 Ha 6bnrap-
CKOTO M TO3M Ha Yy>KAECTPaHHOTO U3KYCTBO, LUe Cce
06eaMHAT B €AuH, C YTBBPAWSIO Ce B NPOCTOPEUYNETO
HasBaHwue ,bbnrapckuaT JlyBbp“; ve Wwe ce cb3gagar
My3€ei 3a CbBPEMEHHO U3KYCTBO, My3€eii Ha ToTanuTa-
puama n HoB My3eii Ha Coms, KOWTO Lie 06eanHn Ha-
NMYyHaTa uctopuyecka cbupka c xyao>kecteseHaTa Ha
Han-akTuBHaTa B MoMeHTa Codpuiicka rpajcka xyno-
>XecTBeHa ranepus. Hue, rpaxxgaHnte, Hayumxme TOM-
KOBa, HeLLo nojo3upamMe, 3a Apyro nojodyxme, 3a
TpeTo — npegnonarame.

Beue oT gocTa rognHu nuncarta Ha My3ei 3a cbBpe-
MEHHO U3KYyCTBO B Bbnrapus ce npesbpHa B OCb3HAT
efleMeHT Ha AelHOCTTa MU — 1 KaTo KypaTtop, 1 KaTo
KPUTUK, M 0THACTU KaTO TEOPETUK HA U3KYCTBOTO, U
KaTo 4neH Ha MIHCTUTyTa 3a CbBPEMEHHO M3KYCTBO —
Codhms, Han-aKTMBHO BbBEYEH B NPOrpaMmmpaHeTo 1
peanu3aunsita Ha HeroBuTe NPoekTu. B werosuTa
dopma HeeJHOKPATHO Hapuyax To3uM UHCTUTYT cybCTu-
TYT, IMalikn NpeaBug, Ye HeroBmuTe AeHOCTM 3a-
MbfBaT OrPOMHOTO KONIMYECTBO AYMNKN B
MHpacTpykTypaTa Ha 6bnrapckarta Kyntypa. Bus
Bpb3Ka C nuncealumsa My3ei Te ca:

— cbbupaHe 1 naseHe Ha apxvB Ha OenHOCTTa Ha Xy-
LO>XKHMLMTE U HA XyA0>XKECTBEHUTE CbOUTUSA, 0OCOBEHO
Ha OHe3n, KOMTO TPYAHO 6uxa Hamepuam MACTO B Tpa-
AVNUMOHHNS U CbLUECTBYBALY y Hac My3ei, T.e. ICTOpU-
3auUnsi Ha NPoLECUTE;

— Cb3JaBaHe Ha OTHOCUTESNTHO KOM(POPTHU YCNoBMA 3a
npeseHTaumm Ha paboTu U NPOEKTU, T.€. OPOPMSHE U
noBuMLIaBaHe Ha CTaHAApPTU B TOBA OTHOLLEHUE;

— dhopmMmupaHe 1 nogbp>kaHe Ha aebat 3a ToBa, KakBo €
W3KYCTBOTO AHEC, KO € XyAOXHUKBT, 3aLL0 TOW npasu
N3KYyCTBO U1 3a KOro ro npasu, T.e. u3cnefBaHe Ha co-
umanHaTa ponst Ha U3KycTBoToO;

— noaabp>kaHe Ha AMCKYCUM 3a akTyanHUTe Temu,
CPeACTBa U e31UM Ha U3KYCTBOTO — (hopMUpaHe v noa-
Kpena Ha xy[o>kecTBeHaTa O6LLHOCT B CTpaHaTa;

— NpenopbyBaHe Ha 6bArapcky XyAOXKHUUM 3a MeXay-
Hapo4HM KypaTopCKM NPoeKkTH, breHaneta n nogo6Hu
N3N0>XX6M, T.e. HACTONYMBO ,BrMcCBaHe" Ha 6bNrapckoTo
N3KYCTBO B Me>XAyHapOaHWN NpoLecy;

— OpraHvM3vpaHe Ha npe3eHTaumu, n3npailiaHe Ha nopT-
donuna, 0655CHEHNS U MPENOPBKN 3a Yy>KAECTPAHHMN KO-
Neru n MHCTUTYUMK, T.e. eKcrnepTusa 3a KayecTBo,
aKTyasnHoCT, Npouecu 1 nepapxumn B 6bnrapckoTo UCKY-
CTBO;

— M30>K6M Ha Yy>KAECTPaHHM XyLO>KHULM OT akTyar-
HWUTE 3a HaLeTO CbBPEMEHHO U3KYCTBO MOKONEHMS,
T.€. hopMMpaHe Ha MeXXAyHapOAHN MPEXXM OT iMua u
opraHvsauuu;

— JIeKLIMMN 1 ,CKa3KK“ Ha KypaTopu, aAMUHNCTPATOPU U
KPUTULM HA M3KYCTBOTO OT LSS CBAT, T.e. 06pa3osa-
TenHa nporpama;

— ABYyEe3U4HM Ny6nmMKauum 3a OTAENHM XY AOXKHNLM,
cbbuTUA 1 Nporpammn KaTto obobLuasall 1 TpaeH pesyr-
TaTt Ha OTAESIHUTE W rPpynoBUTE yeunums.

NCW — Codhms uma n onpepeneH onvt B paspaboTsaHe
Ha NPOeKTW 3a My3eii 3a CbBPEMEHHO U3KYCTBO — Bup-
TyaneH npe3 1997-98, ,MYCWN3", 3aenHo ¢ NBaH Myaos
npe3s 2005.

Nma n mHoro gpyrv enemeHTn B geriHoctta Ha ICU —
Codhusa n mosiTa MHanBMayanHa pabora, MHOro Nnoapo6-
HOCTM (KaTO BKJIHOYBAHE B PENUTUHIM U XXYpUTa, Npea-

* .locne TpbrHeTe Ha MbT ia paskaxeTe, Ye 6e3 Mupau e Hawums 6psr;
B Cochust po3n LbATAT, @ MUPXKXUTE MAMAT B NYCTUHATA Halwums Bpar!” — uu-
TupaHo no nameT oT Kupun Mpalukos no cTuxoTBOpeHue 3a Mex ayHapon-
HaTa getcka acambnes ,3Hame Ha mupa’ oT LiBeTan AHrenos (1970-Te)

BusyaneH cemuHap / Visual Seminar

naraHe Ha TeXHOJIOrMYyecku NPenopPbLKN U MEHUAXKBP-
CKM CbBETW, U T.H.), KOUTO Ca B OCHOBATa Unn B 0-
MbfHEHME Ha NPEAVLIHUTE N KOUTO 61 Tpsabsano aa ce
npassAT Npu Noakpena OT cTpaHa Ha unu CbC Cbaen-
CTBMETO Ha MECTHUS My3el 38 CbBPEMEHHO N3KYCTBO.
M BbNpekn >xenaHveTo Aa Mma noBeve MHCTUTYyLUK 3a
CbBPEMEHHO M3KYCTBO Y Hac — B N0J13a Ha 34paBo-
C/I0BHA KOHKYpPEeHUMS B AENHOCTUTE, NPpUBAMYaHe Ha
ny6nukun, hopmMupaHe Ha no-umpok aebat, obelaHnTe
HOBM My3eun He NPean3BUKBAT CbCMEHC, Bb3TOPr Unu
6narogapHocT. KbM AHELIHWS MOMEHT B 06fiactTa Ha
CbBPEMEHHOTO M3KYCTBO — ako rnegamMme Ha cebe cu
KaTo 4acT OT rnobanHuTe NpoLecu, CMe NpeXXmMBenu
6yma Ha 6ueHaneTaTa, 6yma Ha nasapa 1 cMe ce oka-
3anu B 6yma Ha My3euTe. B egHa oT KoHdepeHunnTe,
opranusvpanu ot CIMAM — Me>xayHapoaHus KOMUTeT
Ha My3eu 1 KoekumMn Ha MOAEPHO U3KYCTBO, Ce CMo-
MeHa, Ye B Knutaii noHacTosLLEeM ce nnaHmpar U CTposAT
HOBMW eAVHAAEeCceT XUNSAN My3eu...

[lonsiMa 4acT OT M3BECTHUTE HU My3eu ce pasmpsasat
1 NPOMEHAT (Han-4eCTBO B Nocokara fa nokassaTt
MMEHHO CbBPEMEHHO U3KYCTBO). MpuynHnTe ca ove-
BWAHM W JOPW 4acT OT TAX, N36POEHM HaKpaTkKo, Bre-
yaTnsBa — HaTpynaHu ca v NpoabJkasaT Aa ce
HaTpynBaT HOBM XyLO>KECTBEHMN NPOU3BEAEHUS; My3€Eii-
HWUTE Ny6nMKM BKITKOYBAT BCE NO-LUMPOKKU AeMorpadum
1 reorpacuu, Crnoese 1 eTHNYECKM CbCTaBKM Ha Hace-
NEeHNeTOo; TEXHONIOrnMTE NOCTaBAT My3enTe B HEBEPO-
ATHO KOHKYPEHTHW YCIIOBUS CbC CXOAHU MHCTUTYLMMN B
CbCeAHW CTPaHu, 10 KOUTO BeYe Ce CTura fiecHo, ¢
YaCTHM KONMEKUUN N TEXHUS U3rfe>kaall HeorpaHuyeH
6rOKET, C ecTeTUYECKM ambmumnmn 1 mawlabn Ha
TbProBCKUTE MOJIOBE, C €[lHAa HOBA AEMOKpAaTU4Ha yTo-
nus — T1asu Ha NHTepHeT. B nofo6eH KOHTEKCT BCUMYKM
ca NpuvHyAeHU Aa NPeOCMUCAAT CbLLECTBYBAHETO, NPO-

lara Boubnova

,...that our
shores
are not a
mirage...”

*

In a TV interview on one almost entirely festive night less
then a year ago the government, through its minister of
culture, surprised us with the news for a “museum re-
form”. The information we got consisted of the idea that
the two existing national museums — the one for Bulgar-
ian art and the one for foreign art, will be united into one
institution under the now popular vernacular name of
“The Bulgarian Louvre”; that a new museum for contem-
porary art will be established as well as a museum of to-
talitarianism; and that there will be a new museum of
Sofia, which will combine the existing collection of histori-
cal items with the collection of the art institution most ac-

* .Then you take to the road and you tell it to all; that our shores are not a mi-
rage, and in Sofia roses do bloom; that mirages our foes seduce to the desert,

and to all their doom!” — quoted from memory by Kiril Prashkov from the verses
by Tzvetan Angelov (1970ies) dedicated to the “Banner of Peace” international
children’s assembly.
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tive in the field of contemporary art at present — the Sofia
City Art Gallery. We, the people, learned only so much;
we did suspect a few things; we did hear a thing or two;
we did make suppositions about the rest.

For many years now the lack of a museum for contempo-
rary art in Bulgaria has become an acknowledged ele-
ment of my work — as a curator, as an art critic, partially
as a theoretician of art and certainly as a member of the
Institute of Contemporary Art — Sofia who is most actively
involved in the construction and implementation of its
projects. Many times | have jokingly called this Institute a
“substitute” having in mind that its activities compensate
for a lot of deficiencies in the infrastructure of the current
Bulgarian cultural scene. Concerning the missing mu-
seum for contemporary art these are:

— collecting and keeping an archive of the activities of the
artists and the artistic events especially of those that
could not easily find a place within the traditional muse-
ums existing in the country now, that is to say — compil-
ing a history of the process;

— creation of relatively comfortable conditions for the
presentation of works and projects, that is to say — form-
ing and raising the standards in this respect;

— starting, defining and pushing forward a debate about
what is art today, who is the artist, why is she/he making
art and whom is this activity meant for, that is to say —in-
vestigations in the social role of art;

— maintaining a discussion on the actual themes, means
and languages of art, that is to say — forming and support
of an artistic community on the country;

— recommending Bulgarian artists for international cura-
torial projects, biennials and other such events, that is to
say — consistently “inscribing” Bulgarian art into the inter-
national process;

— managing of presentations, sending around portfolios,
explaining and recommending stuff to foreign colleagues



rpamMuTe u KonekummTe cu. MIHCTUTYyumnsaTa Ha My3es ce
npespbLLUa B €4HO OT MOAEPHUTE CPeacTBa Ha NONUTU-
KWTe, coumanHuTe nporpamMmm, (hMHaAHCOBOTO Npepas-
npefensiHe, KynTypHUTE CTpaTermm — BCUYKKN Te C
xapakTepucTukarta ,rnobanHun®.

Hamanssar ,xpamoBuTe” OyHKLMN HA My3enTe — 3pu-
TenuTe Aa npuvxkaaT Ha NoKJIoOHeHWe npen abconoT-
HUTE BbPXOBE B JIMHENHATA UCTOPUS Ha KynTypaTa.
[opwu nonynspHaTta Wikipedia B ctatusTa cv 3a U3ky-
CTBOTO Ha nei3arka, Hanpumep, 3arno4sa OT UCTOPU-
Yecku Han-ctapuTe o6pasum — Te3n B KUTAnNCKOTO
N3KYCTBO, 1 BKJIHOYBA OMUCaHUS HA XyA0>KECTBEHUTE
NMOCTM>KEHWS HA aBCTPaNninCKMTe abopureHn n amepu-
KaHCK1Te nHamaHumn. EkcnosmummnTe Ha n3kycTso OT
NpeavLLHN NCTOPUYECKN NEPUOLAN U OTMUHANN Ky -
TYpW NOYTK 3a4bIKMTENHO BKIOYBAT apTedakT 1
06ACHUTENHN MaTepmann 3a KOHTEKCTA, B KOWTO Te ca
61nu cb3fafeHn — OT HUBOTO Ha TEXHOJSIOrMUTE, CoLK-
anHus CTaTyC Ha aBTOPUTE M NONNTUYECKUTE haKTH,
[0 6uorpadumTe Ha BUAHU NUYHOCTH. A o6pasumTe Ha
KN1lacn4yecko U3KyCTBO, Cb-BPEMEHHU C NO-HOBUTE N3-
pasHu CpencTBa, KakBuTo ca poTorpadusaTa n ku-
HOTO, CbBCEM €CTECTBEHO CbLUECTBYBAT 3a€4HO C TSX
B n3noxxéute. C ocobeHa nocnefoBaTenHOCT ce npe-
0[0f151Ba pa3fensaHeTo Mexxay BUAOBETE U3KYCTBO,
KOWTO NO-paHo ce onpejensxa Kato U3SLWHN 1 npu-
JIOXXHW, ¥ 3a [a ce Ccb3fafe y 3puTens no-nbiHa Kap-
TUHA 3a onpejerieH Nepuoa v CTun, 1 3a aa ctaHe
No-o4YeBUAEH FrEHE3NCHT HA CbBPEMEHHUTE XYA0>XKe-
CTBEHW MPaKTUKWN.

HuTo eanH My3ein gHec, LOpW U UCTUHCKUAT J1yBbp unu
Har-cTapuaT u ronsam Myseii Ha MOAEPHOTO U3KYCTBO B
Hro Mopk, He MOXXe Aa cv No3BOMKM Aa ce YyBCcTBa ca-
MOTEH Ha Bbpxa, Npedpasnpariki nonynsapHus npas
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1-4. Wean Mypnos, MYCH3, 2005. Akums Ha rapa MoaysHe B Cocous, 26 anpun 2005

(mo npepnoxerve Ha [uaxa lNonosa, KPUTWK)

Ivan Moudov, MUSIZ, 2005. Action at Poduene train station in Sofia, 26.04.2005

(suggested by Diana Popova, art critic)

5. [-p FaneHTuH ates, B 3awymta Ha 18bpaua Matepuan, 1994. 06exTy
W [OKYMEHTauus (no Npeanoxexue Ha Apa by6Hosa, anpekTop, MICW - Codns)

Galentin Gatev MD, In defense of solid material, 1994. Objects and documentation

(suggested by lara Boubnova, Director, ICA - Sofia)

and institutions, that is to say — expertise on the quality,
relevancy, processes and hierarchies in Bulgarian art;

— organizing shows of foreign artists from those genera-
tions that are relevant for our contemporary art, that is to
say — building up international networks of people and or-
ganizations;

— organizing lectures and presentations by curators, ad-
ministrators and critics of art from all over the world, that
is to say — educational programs;

— putting out bilingual publications on individual artists,
events and programs as a summarizing and lasting result
of the individual and group efforts in the field.

ICA-Sofia has also specific experiences in working on
project for museums for contemporary art — the Virtual
Museum in 1997-98 as well as the MUSIZ project to-
gether with lvan Moudov in 2005.

There are also other elements from the ICA-Sofia activ-
ities and my own work, many details (such as being in-
cluded in juries and rating, offering advice of
technological and managerial nature, etc.) that are ei-
ther the basis of or a supplement to the list above; ele-
ments that should be worked on with the support
and/or in collaboration with a local museum for contem-
porary art. However, in spite of the desire to have more
institutions for contemporary art in the country - for the
benefit of healthy competition in art-related activities, or
attracting audiences and formulating a wider debate,
the promised set of new museums is nor really trigger-
ing a feeling of suspense, enthusiasm or gratitude. In
the field of contemporary art today, if we see ourselves
as part of the global process, we have already lived
through the biennial boom, the market boom and we
are right in the middle of the boom of museums. One of
the conferences organized by CIMAM (the International
Committee of ICOM for Museums and Collections of

3a cnasarta u 6oratcTBOoTO. Me>kayHapoaHUTe My-
3eliHN MpeXkn, acoumaununTe Ha My3enHu npodecroHa-
NINCTU, KypaTopu, XpaHUTENN, pectaBpaTopu
MEHUI>XXbPU HE NPOCTO CTUMYNMpaT BeAOMCTBEHATa
KOHKYypeHUmMsaTa, pasMeHsT MHopMaums, HO 1 NO3BO-
naBar Aa ce KoHconmMampar ycunus 3a uacnegosaTtesc-
KaTta n nsno>kbeHata geriHoctu. CnogensaT ce u
pasxoaum, n cnasa, 0CO6eHO Mpu rofieMy NPOEKTH,
KOWTO CbC CKpUTa FOPAOCT Ce HapuyaT 6110K-6bCThpU
(oT block buster). B TakoBa CbTpyAHN4YECTBO CE KOM-
neHcupar nuncuTe B OTAENHN KONEeKLUUN 1 Nporpamu,
KOUTO camunTe MHCTUTYLUUN NpeanoynTaT Aa NnpusHasT,
OTKONKOTO Aa NpukpuaT. CbluecTByBaT AOPU U3NOXK-
6eHu ,60pcun’, KbAETO My3euTe MoraTt Aa ce BKIou4ar,
3a ja noKaHAT (M noemat pasxoam u OTFOBOPHOCTH) B
CBOUTE CTEHW MHTEepecyBaLum rv (1 nybnukara um)
BeYe NOAroTBEHW Apyraae npoekTn. Hanpumep, UCTUH-
ckuaT JlyBbp BCsika roavHa aasa noj Haem Hag 1000
OT cBOUTE TBOPOM, 32 Aa CV MNO3BOJSIM HAEMAHETO Ha
Apyru, OTCbCTBALLM B HEFrOBUTE KOSIEKLIUN.

A Te3u NPOoeKTH BeYe CTPyBaT AOCTA CKbMO M 3apazu
LleHUTe Ha caMuTe Npu3BeeHUst (BbB Bpb3Ka CbC CMo-
MeHaTusi no-rope nasapeH 6yM Ha U3KyCTBOTO, B KOMTO
[IOpU LieHUTE Ha aBTopw, olle HeHaaxBbpnunn 50-Te,
HabposiBaT MUAVOHMW Jonapw), 1 3apaamn 3acTpaxoB-
KUTE Ha MbTyBaLUM eKCroHaTh, COBCTBEHOCT Ha My3€ewu,
¥ 3apajv cneumanHuTe YCroBusi 3a TPaHCMOPTUPAHETO
MM, HO 1 3apafu TOBa, Ye B CrloMeHaTaTa KOHKYpEeH-
LMs1, Bcsika ny6nMyHa nposia U3nckBa A0MbAHUTENHN
WHBECTULIMM 33 YHUKAITHU U3NI0XX6EHN YCNOBUS, peK-
NaMHU KamnaHum 1 MapKeTUHIroBu cTpaTerun. B cbou-
TUSITA Ca BbBIIEYEHN U MHOXKECTBO NPOECHOHaNUCTU
— He caMo U3KYCTBOBEAM, HO U CMEUMANNCTM B TEXHU-
KaTa u TEeXHOJIOrMnTe, B KOMMIOTHPHUTE MPEXKM, OCBET-
NEHNETO, MHXKEHEPW MO KNMMaTU3aLUus 1 OXpaHUTesH

Modern Art) remarked that at present time in China
there are 11 000 new museums planned or in the
process of being build...

A large part of the museums we know are now in the
process of being enlarged and changed (indeed most
often in the direction of showing contemporary art). The
reasons are obvious and even a brief mention of some of
them is really impressive — there are many art works ac-
cumulated and newer ones are being accumulated all the
time; the museum audiences attract ever wider demo-
graphically and geographically defined areas, social layer
and ethnicities in the population; the new technologies
put the museums in a situation of strong competition with
similar institutions in neighboring countries that are easily
accessible, with private collections and their seemingly
unlimited budgets, with the esthetic ambitions and huge
scale of the shopping malls, with one new and demo-
cratic utopia — the Internet. In this context everybody is
forced to reconsider their existence, their programs and
their collections. The museum institution is transforming
into one of the most modern means of politics, social pro-
gramming, financial redistribution, and cultural strategies
— all of these being defined as “global”.

The “temple” function of the museum is reduced — view-
ers are no longer on a pilgrimage to see the absolute
peaks in the linear history of human culture. In its entry
on the art of landscape even the popular Wikipedia had
to start with the historically oldest samples — those from
Chinese art, and then to move on and describe the artis-
tic merits of the Aboriginal art from Australia as well as
the art of the Native American Indians. The display of art
from past periods in history and from cultures long gone
almost always includes artifacts and explanatory materi-
als about the context in which those had been created —
from the level of technology, to the social status of the

CUCTEMMU, BbTPELLHU AM3aNHEPU N An3aiiHepu Ha ne-
yaTHU n3gaHnsa u Yeb ctpaHuuu, agMUHUCTpaTopu,
noaabpxawm facebook, twitter, RSS Feed, npesogaun
Ha pasnu4yHu e3nun, eKCKyp30BOaM, YYUTENN U Bb3NU-
TaTenu, NOAroTBeHn 3a paboTa ¢ pas3fiM4yHn rpynu no-
ceTuTenu. TaxHaTta AeNHOCT ce rpaan BbpXy
NPECTUXKHO N CKbMO 06pa3oBaHne 1 ce oCbLLEeCTBSBA C
nomMoLyTa Ha cneyuanHo obopynsaHe. TO31 CNMCHK
MO>ke Aa 6be olle no-Avibr. BnycHax ce B ToBa npe-
6posiBaHe, 3a Aa NpuBIieKa BHUMaHME KbM CIIO>KHOCTTA
Ha >KMBOTa 1 paboTaTa Ha MHCTUTyumsaTa ,My3en”,
KakTo ¥ Aa rnoco4a napameTpuTe, B KOUTO Ce OCbLLe-
CTBSIBA BCEKUAHEBHOTO 1 (PYHKUMOHUPAHE.

B cno>xHuTe B3aMMOOTHOLLEHMS! C AHELLUHUTE CU KOHKY-
PEHTW, CbBPEMEHHUTE MY3€eun Ce OTHACAT MHOrO Mo-
BHMMATENHO OTNPeAM KbM TOBA KakBO M Kak
npeacTaBAT B 3anuTe cu. B rmobanusvpanus ce cB4T, C
no6e>kaasalumsa NPUHUMN Ha AeMoKpaTuyeH AOCTbN A0
KYATYPHUTE LEHHOCTU, My3enTe No CBETA Ce CTPeMSAT
Ja usberHart TpaamumMoHHaTa cv aBTopuTapHa pons,
onpegaensia xy4jo>KeCcTBeHu ,,06pa3umn” 3a Bbobparkae-
mara Be4HocT. [pu nocneAHOTO paslumnpsiBaHe Ha
MoMA B Hio Mlopk NpoeKkTbT Ha SAMOHCKUSA apXuTekT
Mowmo TaHuryum (Yoshio Taniguchi) cnevenu KoHkypca
3a crpajara, 3awoTo nNpeanoxXmu Hai-gobpoTo peLue-
HVe aa ce nsberHe aHuNagHUAT NpUHUMN, 3aaaBally
MWHaBaHe OT 3ana B 3ana no evH eAVHCTBEH HauuH,
KOeTO, OT CBOSI cTapaHa, bu cb3aano y 3puTenuTe yce-
LiaHe 3a NIMHEHO pa3BUTNE Ha UCTopuUATa Ha U3KY-
CTBOTO 1 61 r'v N0OAMaMBano KbM €4HN U CbLUK
nonynsipHu npounssepenHnsi. MoMA Bcsika roguHa ce no-
cewlasa oT Haj 2,5 MunMoHa aywm (0T KOMTO camo no-
NoBMHATA Cca Yy>Xau TYpUCTK), Ha KOUTO ce npeanara
camu fa npasaT u3bop v Aa uarpa>kaaTt cobcTBeHa
rnefHa To4ka CnpsiMo U3KycTBOTO. >

authors and the political fact, all the way to the biographi-
cal notes on the famous personalities. The samples of
classical art that are con-temporary with the newer
means of artistic expression, such as photography and
cinema for instance, quite naturally co-inhabit the exhibi-
tion halls. The division between the kinds of art tradition-
ally defined as fine and applied is a particularly important
target for transgression. The goal is to create for the
viewer a livelier picture of a particular period and style in
order to make clearer the genesis of the contemporary
art practices.

No museum today, even the authentic Louvre in Paris or
the oldest and the largest Museum of Modern Art in New
York can afford to feel securely “lonely at the top”, to par-
aphrase the popular slogan of fame and wealth. The in-
ternational museum networks and the associations of
museum professionals, curators, keepers, restores and
managers are not simply stimulating the institutional
competition and are exchanging information — these ac-
tually allow consolidation of efforts targeted at better re-
search and exhibition activities. Expenses are shared
and so is the glory, especially in the case of those mas-
sive projects that are called, with a touch of concealed
pride, block busters. This kind of collaboration is com-
pensating for the lacks in the single collections and pro-
grams that the institutions themselves prefer to
acknowledge rather than hide. There are even art exhibi-
tions “exchanges” where the museums could get in-
volved in order to invite (while sharing the expenses and
the responsibilities) to their spaces (and for the benefit of
their own audiences) those projects that have been pre-
pared elsewhere but are interesting for them. For in-
stance, the Louvre Museum itself is each year lending
out over 1000 works from their collections in order to be
able to afford renting other works that are missing in its
own house.

>>
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» WcTopuaTta My OT AocTa BpEME HE € eBPOMOLEHT-
pUYHa, 3HaHMATA HWU, KAKTO U PECNEKTBLT KbM Apyrute
— KbM MankumTe no Mawab, KbM MasUMHCTBEHUTE U
MapryvHanHn B pasfiMyHn OTHOLLEHUS KynTypu, ce 3a-
Abnbéoyasa. KakTo e n3aBeCTHO, NOCTMXKEHNSATA Ha MO-
LEPHUCTUTE OT Ha4YanoTo Ha XX BeK He MoraT Ja ce
o6cbxxaat 6e3 3HaHus 3a sinoHckarta rpastopa u ad-
pukaHckaTta ckynntypa. C HanpeaBaHeTO Ha KOMYHM-
KaUMOHHUTE TEXHOIOrNN B3aMMOMPOHUKBAHETO CTaBa
BCE MO-CUJTHO, peanuavpa ce no pasn4yeH HauviH, Ha-
NpYMepP NMpu XyAOXXHWUKM OT NOCNeAHNTE NOKONIEHUS,
Ha30BaHMW Hecly4yanHo ,MoaepHN HoMmaan®. PoaHuTte
WM CTpaHu ca no-ckopo oopMasnHu MecTa Ha perucT-
pauus, a NPOEKTUTE 1N U3No>KOUTEe UM Ce OCbLLECTBS-
BaT HA NeTTe NOCTOSIHHO HAaceneHn KOHTUHeHTa. EgHo
OT BCEKMAHEBHUTE NPean3BmnKaTencTsa Ha CbBPEMEH-
HWs My3en e fa pearvpa Ha Te3n 0CO6eHHOCTU Ha
TBOPYECKMs NpoLec 1 cbnbTcTBaLWaTa ro KOcMomno-
NMTHa ny6nuka.

MpeBpbLyaikn ce B rnobanHu urpayum, Mysente
Bb3npuemar v rnobanHun nasapHu ctpateruu. lo-
BEYETO OT TSAX pasymTaTt u Ha Abp>KaBHKU, U HA KOPMo-
paTuBHM CpeacTBa — AesepcudmumpaT U3ToUHUUNTE
cu (KoeTo cb3faaje olle efHa My3eiiHa npodecust Ha
fundraiser — ,Habupay“ Ha cpefCcTBa), HAKOMW y4YacTBaT
BbB (ppaH4ani3avHrosu nporpamu. HeobxognmocTtTta oT
npvBAMYaHe Ha CNOHCOPKU Kapa UHCTUTyuMnTe aa ce
KOHUEHTpMPAT BbpXY Cb3haBaHeTO Ha CO6CTBEH
6paHpa, n3TbkBarku, opMynupankm n ,nonmpankmn®
npeanMMcTBaTa v yHukanHocTtTa cu. MyseiiHns 6paHg
MO>Ke Aa ce 6asupa Bbpxy KayecTBaTa Ha KOmek-
umnsiTa, 0OCO6EHOCTUTE HA HENHWS NPOU3XO0A, apXUTeK-
TYpHUTE 3a6eNeXXMTENHOCTM Ha crpagara v UMeTo Ha
HerHMA aBTop, eK30TMKaTa Ha MACTOTO, CneunanHuTe
nporpamun, [o6pusa pecTopaHT, 0COBEHUTE CYBEHMPW,

p» Such project cost a lot of money now — because of
the price of the works themselves (the already mentioned
boom of the art market pushed up to millions the price of
works by artists not even 50 years old); because of the
insurance costs for transporting borrowed art works
under specific conditions; but also because the competi-
tion in the field demands that each public event has addi-
tional financing in order to have a unique exhibition, PR
campaign and marketing strategies. Theses events in-
volve the efforts of many professionals — not only art his-
torians but also experts in technique and technology; in
computer networks and lighting; air conditioning engi-
neers and engineers of security systems; interior design-
ers and designers of the printed materials, of the web
page, as well as administrators who take care of the
Face book, Twitter and RSS Feed profiles; translators
into various languages, tour guides, teachers and educa-
tors trained to work with different groups of visitors. Their
work is based on prestigious and expensive education; it
is conducted with the help of costly and very special
equipment.

The list could go on and on... | started the enumeration
in order to attract attention to the complexity of the life
and work of the institution called museum; and also to
point out to some orientation points for the everyday
functioning of the museum.

In the situation of complex competition the museums of
today are more careful than ever before as to what they
offer to their audiences and how it is shown in their
spaces. In the global world of today and with the model
for wide democratic access to cultural values, the muse-
ums of the world are striving to avoid the traditional role
of institutions who define the artistic “samples” for some
kind of imaginary eternity. For instance, the last competi-
tion for renovation and enlargement of the MOMA in New
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BKJIHOYEHOCTTA B MO-LUMPOKA TypucTuyecka npo-
rpama...

OT cBo# CTpaHa, rpagoBseTe U Abp>KaBuTte, KbAeTo ce
Hamupar ycnewHuTe My3en, v n3nonasart 3a 6paHa-
BaHe Ha camuTe Tsax. MHOXXecTBOTO My3eun B KMTaVI, B
TOBa YMCIO U 3a CbBPEMEHHO U3KYCTBO, CBUAETEN-
CTBaT 3a No-rofiiMata 0TOBOPEHOCT Ha Abp>kaBaTa,
[OKa3BaT, Ye HEMHOTO HaCNeHMe Ma NoBeYe CBO-
604HO BpeMe n 4Ye 06pa3oBaTeNIHOTO HUBO, a C HEro U
TOflepaHTHOCTTa KbM Apyrus, HapacTea. lNosiBata Ha
MHO>XeCTBOTO YaCTHU My3en Ha CbBPEMEHHO U3KY-
cTBO B Pycusi e eqHOBpeMeHHO foKkasaTeNcTBo 3a
cTabunHocTTa Ha 4YacTHUSA KanuTaln, HO hn 3a No-BUCO-
KOTO KYNTYPHO HMBO HA HEFOBUTE COOCTBEHNLN.
Cwmerno Moxe fa ce TBbpAu, Ye My3enTe ca cBuaeTen-
cTBa 3a cTtabunHa 6usHec o6cTaHOBKa M ca CTUMyna-
TOpW Ha Typuama.

Mpe3 namunanute meceun B Cocpus ce cnyymxa
MbpBaTa KoMka 1 apXMTEKTYPHUAT KOHKYPC 3a NpoeKkTa
,DbnrapckusAT Jlysbp*, n mbpBaTta Konka Ha My3es 3a
CbBPEMEHHO M3KYCTBO. 3anMTBaHnsaTa B MeamnTe, Ha
odpuumanHu cpeLum 1 B YaCTHW pa3roBopu C NpeacTa-
BUTENUTE HAa aAMUHMCTPAUMSATA HE MPOSCHMXA HATO
KaKBo LLie CbAbp>KaT Te3N My3€eun, HUTO Kak LLe Ce eKc-
noHMpart 06eKTUTe Ha N3KYCTBOTO(?) B TSX, HUTO KakBK
nporpamMu Lie ce npeanoxart Ha 6bAelumTe noceTu-
Tenu. TpeToTo n3pedeHre oT Ha4anoTo Ha TO3W TeKCT
TpsibBa fa ce NOBTOPYU TYK.

M Taka, My3euTe moraTt Aa ocurypsaTt paboTHU MecTa,
pasBvBaT cneumguyHn Npodecun, opraHn3npaT CBo-
60HOTO BpeMe Ha HacefleHneTo, noanomarar Hero-
BOTO 06pa3soBaHue, 3aTBbp>KaaBaT NOCTUXXKEHNSATa Ha
MecTHaTa KynTypa, Cy>aT 3a areHTn Ha MexxayHa-

York was won by the project of the Japanese architect
Yoshio Taniguchi. He offered the best solution for how to
avoid the linear model for arranging the rooms that pre-
scribes one single way for how to move from one room to
the other and thus creating the sensation of linear devel-
opment of history of art while misleading the viewer to
see the same popular works over and over again. The
MoMA in New York is visited by over 2.5 million visitors
per year (only half of those are foreign tourists). Now
these visitors are given the choice to define their path
across the museum and thus to build up their own point
of view on art.

The history of art is for a long time now none-Eurocen-
tric; our knowledge as well as respect for the other — for
the smaller in scale, for the minorities and the marginal
cultures, is getting deeper. As it is well known — the mod-
ernist works from the early 20th c. could not be dis-
cussed without knowledge of the Japanese wood
engraving or of African sculpture. With the advance of
the communication technologies the interconnectedness
and mutual penetration of cultures becomes ever
stronger; it is realized in various ways — for instance, the
artists of the newer generations are not called by chance
“modern nomads”. Their home countries are more like
formal place of address registration while their projects
and shows are organized on all of the five inhabited con-
tinents. One of the daily challenges of the contemporary
museum is to react to these specifics of the creative
process as well as of its accompanying cosmopolitan au-
diences.

By transforming into global players the museums of
today are adopting global marketing strategies as well.
Most of them rely on state and corporate support — they
are diversifying their sources of funding (which created
one more museum profession — the fundraiser, the “col-

POAHOTO CbTPYAHMYECTBO, PEKaMmpaT MecTaTa,
KbJETO ce ocHoBaBaT. Tosa 6u Tpsabsano Aa yaosre-
TBOPM 1 XOpaTa, KOUTO OLLE He 3HasT, 4Ye ca vacT oT
My3eriHaTa nybnvka u ye My3euTe Cce NpaBsT 3a TAX.

[okaTto B Bbnrapus:

— He ce dhopmmpa cbobpaseHa CbC ,CBETOBHUTE CTaH-
[apTv”’ MofepHa KynTypHa nonutuka, n3barsawla gpuk-
cauusita BbpXy HauMOHaNHOTO, My3euTe HaMa aa umat
HWTO AOMALLHA, HATO TPaHCrpaHuyHa NonynsipHOCT;

— HsIMa cTpaTerum Ha npeacTaBsiHe U He Ce OCMUCTU
NMOHATUETO ,MONIMTUKA Ha NPe3eHTaumnsaTa“, ekcrnosun-
LuMMTE U N310XKOUTE Le NpunmMyaT Ha apT-6uTak;

— ,My3eiliHaTa pedopma“ ce n3amepsa camo B MHBECTU-
LMK B HEABUXXMMOCT, TA LLe ce Bb3npuema oT obLue-
CTBOTO KaTO HEHaBPEMEHHA U LLie HaMMPKUCBa Ha rnpaHe
Ha napw;

— He ce NpuBAnYaT CrneumanucT U KOHCynTauum ¢
MeXXAYHapOAHM ekcrnepTH, usanara nHuumaTtuea Lie ns-
rnexa u LWe ce Bbanpuema KaTo HeBeXXa, aHaxpoHu-
CTWYHa, aBTopMTapHa 1 NONyanCTKa;

—cnefl 20 roguHW NPonycHaTu ,Non3u“, He ce HaMepsT
CpeAcTBa 3a OTKYMNKWU, pectaBpaumns n nsnoxoéeHa nen-
HOCT, HE MO>KE [ia Ce rOBOPW 3a KakBaTo U Aa € KOHKY-
PEHTOCMNOCOB6HOCT Ha My3enTe TyK B CpaBHEHUE C AopH
Hali-6nm3knTe aectuHauun (Hanpumep, ConyH, byky-
pew, Ckonue, NcTaHbyn), KOMTO Le NpoabipkasaTt aa
NPMBANYAT W OPraHnM3npaTt MeXXAyHapoaHN 1 O6GMEHHM
NnposiBK1, 32 KOUTO MOXKEM CaMo [a Cce HaasBame, 4e Lie
KaHAT 6bIrapcky aBTopU;

— camaTta bvnrapus He Mo>ke fa npencTtasu cobCTBe-
HOTO CU CbBPEMEHHO U3KYCTBO B My3en 1 Taka ga
CBbP>Ke MUHANOTO Y HACTOSLLETO CU Ype3d XyOoxKe-
CTBEHUTE Npouecy (a ToBa 3Hayu ga 3aTBbpaun Npes-
cTasaTa 3a MoAepHOCTTa Ha 06LLEeCTBOTO CU, C KOETO
[a 3auHTpUryBa KyNnTypHUs TypuUCT, MpuTe>kasall orpo-
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lector” of money); some take part in franchising. The ne-
cessity to attract sponsors is pushing the museum institu-
tions to concentrate on the creation of their own brand by
formulating, reinforcing, and “polishing up” their unique
qualities and advantages. The museum brand could be
based on the strengths of the collection, on the specifics
of its origin, on the architectural characteristics of its
home building and its author, on its exotic location, spe-
cial programs, good restaurant, original souvenirs, or in-
clusion into some wider touristic agenda...

On their turn the countries, states and cities where suc-
cessful museums are located are using them for creat-
ing branding of their own. The so many museums in
China, including museums for contemporary art, are
meant to be a proof for the greater openness of the
state. They should prove that its people have more free
time and higher educational levels, which brings along
greater tolerance for the other. The establishment of
many new private museums for contemporary art in
Russia on the other hand, is simultaneously a proof of
stability for the private capital as well as a proof of
higher cultural level of its owners. It could be claimed
that museums are evidences for business stability and
they stimulate tourism too.

The last few months in Sofia saw turning of the first sod
and the architectural competition for the project “Bulgar-
ian Louvre”, as well as the turning of the first sod for the
museum for contemporary art. All inquiries through the
media, in official meetings or in private talks with repre-
sentatives of the state administration did not lead to more
clarity as to what will be housed in these new museums;
how the works of art will be exposed in their spaces; and
what kind of programs will be offered to the future visi-
tors. The third sentence from the beginning of this text
should be mentioned here once again.



MeH 1360p), A0TOoraBa ropHOTO LLE HU TeXWU;

— 60 >KETHUTE CpeAcTBa Ce 0psA3BaT AOPW MO CpaBHe-
HWE C NPeAVLUHUTE EK3UCTEHU-MUHUMYMH, a 3aniatuTte
ce HamanssaTt ¢ 30%, MHOro Manko Mnaaun xopa, kamo
M MeXXAYHapoAHW eKcrnepTy, e nckaT Aa 3anodyHart
paboTa B 6bJIrapckute Myseu;

— NO-rOPHOTO HE Ce MPOMEHM B CTpaHaTa HaMa aa nMa
KpUTU4YHA Maca MAage>ku, NpMBeYEHN OT U HACTOS-
BaLUM 3a NO-MOAEPHO U pa3LuMpeHo 0bpasoBaHuve,
Kamo i1 HOBMW, HEO6XOANMM 32 My3enTe CneumanncTy;
— NIMNCBAT Ka4yeCTBEHU My3€elHN YCNOoBMUS, CTaHAapTN U
cneunanucTui, 6barapckmTe XyLO>KHULM e NpeanoYm-
TaT Aa ce eKCcroHMpar B Yy>kbuHa.

B Te3u ycnoBusi npeanovnTam ga nnats 6uneT 3a Tam,
KbAETO My3euTe Me YakaT v LUeHSIT MosiTa Bsipa B TOBa,
Ye CBETHT HA U3KYCTBOTO € Mo-pa3HoobpaseH v no-
ronisiM Iop1 B CPaBHEHWE C HACENEeHWEeTO Ha colmarn-
HUTE MPEeXKn B VIHTepHeT.

Myseii B e¢pupa / Museum on the Air

So, the museums could provide new employment, could
create new specific professions, could organize the free
time of the people, could assist in their education, could
solidify the achievements of the local culture, could func-
tion as agents of international cooperation, could adver-
tize their home locations and cities. This much should be
enough for those people who are not yet aware that they
are part of the museum audience and museums are
made for them.

However, until in Bulgaria:

— there is no modern policy for culture that complies with
the international standards while avoiding its habitual fix-
ation on the national identity, the museums here will have
neither local nor transnational popularity;

— there is no strategy for presentation and no idea about
the notion of “politics of presentation” both the exposi-
tions and the museums will look like flea markets of art;
— the “museum reform” is measured only in terms of real
estate investment, it will be perceived by the public as
untimely and will smack of money laundering;

— are not engaged experts and are not conducted con-
sultations with international experts, the same initiative
will look like and will be perceived as ignoramus,
anachronistic, authoritarian and populist;

— after 20 years of lost “benefits”, they do not find funding
for purchasing of works of art, for restoration and for ex-
hibition projects we can not talk about any sort of com-
petitiveness of the local museums next to the museums
in the closest to us destinations (for instance, Thessa-
lonica, Bucharest, Skopje, Istanbul) that will go on at-
tracting and organizing international and exchange
exhibitions and events to which, we can only hope, they
will invite artists from Bulgaria;

— the country itself will not be able to present its own con-
temporary art in museums and thus to connect its past
and present via the artistic process (which means rein-

1-2. Hepnko ConakoBs, HoB Hoes koBuyer, 1992. HcTanaums
(no npennoxexue Ha fpa by6HoBa, AvpeKTop,
NCW - Cocpus)

Nedko Solakov, New Noah’s Ark, 1992. Installation
(suggested by lara Boubnova, Director, ICA - Sofia))

3. BopsiHa Pocca, MocneaHata knana, 2004. MspdopmaHc,
BMAeo (no npeanoxeHve Ha [aHuena Paaesa, ypesHuk,
CIXT)

Boryana Rossa, The last valve, 2004. Performance, video
(suggested by Daniela Radeva, curator, Sofia Art Gallery)

4-5. Kanun CepanuoHoB, My3esT — puynHa 3a cpelya
1 3ano3HarHcTBo, 1997. Buaeo (no npeanoxeHue
Ha Kupun MpalukoB, Xy[0XKHWK)

Kalin Serapionov, The Museum — Cause of Meeting
and Acquaintance, 1997. Video
(suggested by Kiril Prashkoy, artist)

forcing the modernity image for its society that might in-
terest the cultural tourist who has too many choices), the
above mentioned will keep on burdening us;

— the budget for culture is cut down even in comparison
to the prior minimums and wages are cut down by 30%,
very few young people, let alone foreign experts, will
want to work for museums in Bulgaria;

— all of the above changes, there will be no critical mass
of young people in the country that is attracted to and is
demanding more up to date and more diversified educa-
tion, let alone the new and those needed by the muse-
ums professions;

— there is a lack of quality museums, standards and ex-
perts the artists from Bulgaria will always prefer to exhibit
their works abroad.

Under the existing circumstance | still prefer to pay for a
ticket to those places where museums are waiting for me
and where museums appreciate my belief that the world
of art is more diverse and larger than even the population
of the on line social networks.

Kak cv npeactaBsam My3es 3a CbBPEMEHHO U3KY-
cTBo B CopusA? He 3Ham KakBo fa OTroBOps Ha
TakbB BbNpoc. OnpeneneHo e e CTpaHeH My3en
1 OLLe HMKOW HAMA da e B aan Takos. LLle e B
rpo3Ha crpaga ¢ HedpyHKUMOHANHO NPOCTPaH-
CTBO, MMNCOKAPTOHEHN CTEHM, OKAYeH TaBaH, kap-
TUHUTE LLie BUCAT HA BbXXETA, C HeNtobe3eH
nepcoHarn, AMPeKTop, KOMTO He Ce UHTepecyBa OT
N3KYCTBO, MU3EPEH BI0AXKET, CbMHUTENHA KOSeK-
UMS U T.H., U T.H.

Malii onvucax Beye CbLUeCTBYBaLLM MYy3ENHN UH-
cTuTyummn. He mncns, 4e gbp>xkasara MOXKe Aa Ha-
npaBu HeLo NoBeYe 0T ropen3bpoeHoTo. 3a
nocnenHuTe 5 roamHu ce ybeamnx, 4e cvm umame
paboTa ¢ nanoTn n 6aBHO, HO CUT'YPHO U HUe 3a-
noysame Aa ctaBame Takvea. VI3BuHsABaM ce He-
raTtvBHaTa cv no3uums. Bce nak cbM CUrypeH, ve
“uma M3xof — 4aHo TO3M BECTHUK ycree Aa ro 3a-
raTHe.

lvan Moudov

How do you imagine the museum for contemporary
art?

| do not know how to answer this question. It will
certainly be a strange museum and nobody would
have seen anything like it. It will be an ugly building
with none-functional space, plasterboard walls,
suspended ceiling; the paintings will hang on
ropes, the staff will be unfriendly, the director will
not be interested in art, the budget will be dismal,
the collection — questionable; and so on and so
forth.

I think | might be describing already existing institu-
tions. | do not think that the state is able to do any-
thing more than the above. During the last 5 years |
have become convinced that we are dealing with
idiots and slowly but surely we are turning into id-
iots too. | apologize for the negative position. Ulti-
mately, | am sure there is a way out and | hope this
publication will be able to give us a hint.

CtedaH Hukonaes

He cu ro npeacrtassiMm... He cu ro npeacrassam
KaTo Maska cxJlyneHa Kbliypka Cc ABE Nnnum oT-
npeg, unv KaTo xoTesicka crpaga ot YepHomo-
pMYeTo C oxpeHa Masuska. He cv ro npeacrtaesam u
KaTo 6bnrapckms Louvre (akTyanHns My3eeH npo-
eKT Ha MuHucTepcTBO Ha KynTypaTa Ha bbnra-
pvs), 3aLl0TO HeLLo My CTOM BEXTO. 3ano4vsam
obaye aa cv ro npeacTaBsM BCe NOBEYE KaTo
6bnrapckmsi Beaubourg — ¢ xy6asa 6sna PVC po-
rpama-CTbKJlIonakeT, OKONo Hes paskow oT Etal-
bond, TbHKM KpmBK hacanHn TpbOW, NnauaTa
NnoKpuTa LWepo C rpaHUTOrpec, a rpobT — Mak-
cvMyM Ytong, winakosaH B 6exo0Bo. [1sa eTaxka
cTuraT, a ako TpbrHe fobpe e fod6asvM u
TpeTu... OT HUCKMTE TaBaHM OCBETUTENHU Tena
oT Mr Bricolage (Bce nak Tpsibea Aa uma HeLlo
dpeHcko...) 6amkaTt pagoCTHO B 04MTE Ha cbbpa-
nata ce Tbana ot nbonuTHU rpaxkaanu. MysesT
LLle ce OTKpMe TbP>XXEeCTBEHO C NbpeaTa cu 13-
noxx6a ,Kpneo pasbpaHaTa nHctanaums‘...

Stefan Nikolaev

| do not imagine it... | do not imagine it as a small
decrepit barrack with two lime trees in front, or like
a hotel on the Bulgarian Black Sea cost covered
with ochre plaster. | do not imagine it like the Bul-
garian Louvre either (that current museum project
of the Bulgarian Ministry of Culture) because this
sounds like rags. However, | start to imagine it
more and more like the Bulgarian Beaubourg — with
nice white PVC window stills, surrounded by splen-
did Etalbond displays, thin curved pipes on the
facade, the piazza in front — generously cobbled
with tiles, and the back — maximum quality Ytong
plaster in beige. Tow floors would be enough and of
it all goes well we can add a third... From the low
ceilings the lighting from Mr Bricolage (there must
be something French after all...) is bursting joyfully
into the eyes of the huge gathering of curious peo-
ple. The museum will open officially with its first
show “The Confused Civiliz-installation”...
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Kupun lNpalwukos

My3edaT — BCTpaHu
OT Abp>KaBaTa

OT 3arnaBmeTo CbC CUIYPHOCT CTaBa
SICHO MHEHMETO MM 3a OTKpMBaHe Ha
My3el 3a CbBpPEMEHHO U3KYCTBO B
Bbnrapusi. He 6ux kasan na e nosnvsiHoO
OT pasBUTUETO HA TemaTa npes nocrnen-
HWUTE roanHu. MNMpes uenusa nammnHan Bex
[0CTa SICHO JIMYN, Ye ObP>KABHUTE MHCTK-
Tyumm, 3aHUMaBanu ce No KakbBTO M Aa e
Ha4uMH C N3KYCTBOTO Ha CbBPEMMETO CH,
HEMMHYEMO Ce U3KpMBSABAT B MOCOKA Ha
KasnoHHa MAeonorus, TpaauUMoHHNS 3a
pernoHa naTteHTeH HauMoHanM3bM UK
KOMepCHasnHu UHTEpPeCH, 3aTBapsiHe B
NpeTeHUMs 3a YHUKATHOCT N OTKbCBaHe
OT BCSIKakBa flIorMka no OTHOLLEHUE Ha
MeXXAyHapoaHuTe npakTuku. MNMpusmkea-
HETO Ha aBTOPUTE KbM aHra>kMMeHTa Ha
Abp>kaBaTa AoBexkaa, 0T CBOS CTpaHa,
[0 6e3nbTvua B MUra Ha BAUraHeTo My.
ToBa Hal-gCHO ce MpoYeTe cnea kpas Ha
Hali-MOLLHOTO 3a OPraHn3MpaHoTO Cbou-
paTencTBO Ha U3KYCTBO B CTpaHaTta
BpeMe Ha T.Hap. passuT COLNANM3bM.
Okasa ce, Ye >KenaHoTo NoHe Ha Aymu
n3nu3aHe OT Abp>KaBHa oneka, BOAW A0
MbAHO 06bPKBAHE — KAKTO Cpef MHCTUTY-
uMMTe OT BCAKAKbB BUA, Taka u cpes no-
BEYETO XYAOXKHWLM B TbPCEHETO HA
ajiekBaTtHa ponsi.

[MepuoabT, 3anoyHan B kpas Ha 60-Te
roAvHU Ha 20-Tn BEK U NPOLBLIIKNUIT 40
pyxBaHeTO Ha coumannama, e Ba><eH,
KakTo 3apaiu Herno3HaTua LOoTorasa,
o6LMpeH mawab Ha AerHOCT, Taka u
3apaau 3ajajeHara npes BpeMeTo My
nocoka 3a Kyntypa nsobuo, sacageHa
3a4bro B pasbupaHmaTa Ha OrpPOMHOTO
H1 MHO3KnHCTBO. Cnep kato 6e ,cb3aa-
Tenka“ Ha HauMoHanHa Kyntypa ypes
CBOMTE MHCTUTYLUK, Abp>KaBaTa 3ae
yaobHaTa nosa Ha HeliHa ,3alMTHMYKa"
— NoNynNu3MbT 1 gage Bb3MOXXHOCT 3a
NnopeaHO CKpMBaHe B CO6CTBEHUTE CU
,BB3POXXAEHCKN® rpaHnLUn, urHopmupaHe
N AUPEKTHO OTpUYaHe Ha BCSIKO, U3Nun-
3aLlo OT CMNELLHO YKPeneHnTe NoHATUS
3a MOEeHTMYHOCT pasbupaHe, onpaspa-
HWe Ha CbMHEHMETO CNpsaMOo norneaa
OTBDBH M HABbH.

PesyntatsbT €, ye B Bunrapusi obpxxa-
Bara uarnexa kato HeoOTMeHVM pakTop
B Cb34aBaHETO M NOAABbPIXKAHETO HA
My3eu — HeliHa 3agada cnopef yoexkae-
HMETO Ha OrPOMHO GOMLLMHCTBO (OTTaM 1
Ha MHCTUTyuMuTe). TOW € CUNeH Jo CcTe-
NneH, Ye Ha ,Hebp>XaBHOTO" ce rnena
KaTo Ha HenerntumHo. [lopn aeknapupa-
HWTE KaTo YacTHM COMPKK B cCTpaHaTa —
Hanpumep Ha CeeTnuH PyceBs nnu Ha
Bacun Bo>kkoB, ce Bb3npuemMaT KaTo
HSIKaK CBbP3aHu C Abp>kasara, npo-
LbIDKUTENV Ha HEMHOTO npucheTeue. OT
TSIXHA CTpaHa HsMa 1 CMUCHI1 Aia ce npo-
TMBOMOCTAaBAT HA NOAOOHO OTHOLLEHWE,
crnep kaTo Takasa 65M30CT ce NpuBMXAA
KaTo npasunHa. ViHTepecHa 6e Bb3MOXX-
HOCTTa Aa ce B1AM HeoTAaBHaLLHATA U3-
noxo6a ,JpyrvsaTt myseii”, AEeMOHCTPK-
palla B yyacTeanuTe 4YacTHU KONeKumn
pen (6e3 ornep Ha kavecTsaTa n 6pos Ha
npounsseneHnsTa), abCoONOTHO NAEHTUYEH
C TO3M Ha Obp>KaBHUTE COMPKK, Cb3aa-
BaHu nNpes Beve OTMUHANMNSA Nepuoa.

3a cebe ce He Mora aa ce oTbpBa OT
y6exxAeHNEeTO, Ye My3esT NoYTn BUHaru
OCTaBa TakbB, KAKbBTO 6MBa 3aN0>XeH
OT cb3paTtenute cu. Kato KoHcepsa-
TBHa cama no cebe cu CTPYKTypa, Npo-
MEHUTE B Hesl ce Ccrny4saT no-TPyLaHoO,
OTKOJIKOTO OpraHvM3mMpaHeTo Ha HOBa WH-
CTUTYumMs. Huwo He npevelle Ha Kos fa e
cpel My3eilHuTe CTpyKTypu B Bbnrapus
[la ce 3aH1MaBa 1 CbC CbBPEMEHHO M3KY-
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CTBO, OCBEH m3rpageHara BpaxkaebHa
CrpsMO ,4y>XXO0TO" Harnaca. BebLHocT,
Obp>KaBHUTE MHCTUTYLUUN B Bbnrapus
nUMaT Hy>kaa OT Ha3BaHWETO ,CbBpe-
MEHHO U3KYCTBO" eIMHCTBEHO, 3a Aa fe-
rMTUMMPAT C HOBA AaTta M3KYCTBOTO Ha
noctpounute ru. He 6uBa fa ce Nb>Xem —
NIOFMYHOTO TBbPAEHUE, YE CTPOEXDBLT HA
My3el 3anoysa OT KonekumnsaTa My, B
[HellHa bbnrapusi Baxxu ¢ yrosopku. Ha-
fanv 6u ce Hamepuna ranepus, Kb4eTo
[a He ce 3asBu, Ye Konekumatam e
,CbBPEMEHHA" — NMNcBa camo HasBa-
HMeTo. B Teopust noao6bHu BUXKAAHWS He
6uxa Mornun aa 6bvaaT ynpekBaHu — BCEKM
nma nNpaBoTo Aa ce 6opu 3a ,CBOETO" N3-
KYCTBO, ako He 6eLle obpaTHaTa Bpb3ka
C ObprkaBaTa, NoBMSHA 1 BrMsieLla B
nons3a Ha MecTHaTa HarnaceHa ,CbBpe-
MeHHocT". lntoc, pasbupa ce, Heynob-
CTBOTO OT CpeLla C Yy>An UHCTUTYLIUM,
npea KouTo CO6CTBEHUSAT ,HauMOHasNeH
CTVA" HAMA Kak [a Bupee.

Cewam ce 1 3a owle eHO Heyao6CTBO,
ocTaHaro oT Ha4anoTo Ha 1990-Te, Ko-
raTo ce Hanarawle fa ce 065iCHsiBa, ye
cueHaTa Ha CbBPEMEHHOTO HU U3KYCTBO
e tabula rasa n TbpceHeTO Ha ocHOBUTE
My B NpeauLLIHu 6brapcku geceTnneTuns
€ NoYTK HeM3nbfHUMA 3ajavya, ye
BCUYKO Npe3 TSX € 6U0 CTPOEHO Ha
6a3a pas3peLLleHoTOo OT Abp>kaBarta U T.H.
Bnpouyem, npoabnkasam aa cbM ybe-
[leH, Ye HsKaKBW NPOMeHU Npe3 OHoBa
feceTuneTve ce cnyynxa énarogapeHuve
Ha JOHECEHOTO OTBBbH, & He KaTo Npo-
ObJIKEHWEe Ha TykallHuTe npouecu. Ta-
KMBa KaTto MeH Ce HaasiBaxme, 4ye cnep
KaTo Bb3MO>KHOCTTA a € rnaBeH LeHu-
Tesn Ha MeCTHOTO U3KYCTBO €
orpaHuyeHa, Abp>kasara Lie npecTaHe
[a npeyn Ha eaHo HOBO passuTue. Ho ¢
N3MNpasHeHn OT CbAbpPIKaHNE N3BUBKMY,
TS Ce 3aAabp>ka B CnoMeHaTaTa pons Ha
3alUTHUK Ha ,,6BNrapckoTo®, 3anpuka-
3Ba C €BPOMNENCKN LYMUYKN, U3BBPTANKM
3Ha4YeHNEeTOo UM criopen No3HaT BKYC.
OTTam poiige n HarnoTo 1 NnoBeeHne
ypes HecBeayLMTe M v Hanpaso
BPELHU MHCTUTYLMMN 1 HAPOWIUN Ce NoMa-
rayn. A oLle No-HaTaTbK, B TO3M Clyyaw,
naBa NorM4YHOTO CbMHEHME B Hy>KaaTta
OT XMNOTETUYHNS MY3EN.

MHOro nHTEepecHo e CnoaeneHoTo MHe-
HMEe Ha YOBeK, eABa AHeC 3ano3HaBall
Ce C JOKYMeHTU OT cbbuTtuaTa B Chio3a
Ha 6bNrapcknTe XyAo>KHMLUM NO BpeMe
Ha lNepecTpoiikaTta, KynTyponoXkkarta
Bnagus Muxaiinosa. Cpefi KOHIPECHM
MaTepuanu TS Hammpa rnaBHO AMCKYCUM
3a MEPKM, KOHLEHTPMPAHM OKOJI0 aaMu-
HUCTPUPAHETO U ,cTOMNaHcKara“, Taka aa
ce Kaxke, peanuaaunst Ha NPoOn3Boa-
CTBOTO Ha TOBa €IMHCTBEHO TOraea v Ha
XapTus TBOpYecko 06eMHEHNE Ha XY-
JOXHUUM. T.e. NpobremMnTe Ha XyO0>XKHW-
uMTe ce pasrnexxaart KaTto npobnemun Ha
pasnpeneneHneTo Ha 6nara npu HoBuU
Abp>xaBHu Hacokn. Ceobogarta Ha U3Ky-
CTBOTO, OonucaHa kaTto cBoboeH nasap
(rnaBHO Ha cbbMPATENCTBOTO, MO fUM-
caTa Ha gpyr), 6e, B kpaiiHa cMeTKa,
CbBCEM YMULLISIEHO M3MNon3BaHa ot
Obp>kaBaTta kaTo naawmno. N He Ha-
NpasHoO BCUYKM ONUTK 3a npeobpasyBaHe
Ha CBX 3aracHaxa oT BbTpeLLHa Cbnpo-
TvBa. KakTo cv no3Bonux aa kaxka v 3a
My3euTe — No-SIeCHO € Cb34aBaHeTo Ha
HOBa CTPYKTYpa, OTKONIKOTO NPOMSIHA Ha
cTapaTa. Taka v HeC He e marka Bepo-
ATHOCTTA BCUYKO, KacaeLlo opraHusu-
paHo KONEKUMOHUPaHe Ha CbBPEMEHHO
N3KYyCTBO, AA OCTaHe Ha HUBOTO Ha EHTY-
cuasma ot 1990-Te Ha npsKko 3aHnMaBsa-

LnTe ce C Hero — npoayKTmBeH cam no
cebe cu, HO C Marnko noyea nog KpakaTta
CU NMpun BUCOKM LIeNn.

Taka 4e NMbPBOTO YCNOBWE, KOETO MU CE
BM>KAa HEO6X0AMMO 3a e[iIMH 0TroBapsiLy
Ha MOHATMETO CU ,My3€eli Ha CbBPEMEHHO
n3KycTBO“ B bbnrapus (ako n3obLyo pas-
roBOPBbT NPOABLIIKM), € TOW Aa e OT-
KbCHAT OT Abp>kaBaTta Uav Han-mMankoTo
N3BBH MbJIHUSA HEUH KOHTPOJ, T.€.
YacTHO HaunHaHue. [1oKonKo ToBa e
Bb3MO>KHO CNej KaTo NpeanonoxXmx
Kaksa ,,104roToBka“ no OTHOLUEeHWe Ha
CbBPEMEHHOTO M3KYCTBO Ca Noy4nnm
CWUSIHWUTE Ha LHELWHWS [eH, e TPYLAHO Aa
ce kaxxe. CTpyBa MM ce, 4e OCHOBHa
Touka 6y ce okasaso NoSIo>KEHNETO KOW
KOro nognomara: aBTopuTe Ha Konek-
unsTa — cobCTBEHMKA UM 06PaTHOTO.
Pas6wupa ce, pazoyapoBaHus ca
Bb3MOXXHW 1 B BETE NOCOKM, HO BCE
€[lHO aHra>XMMeHTUTEe Ha KOWTo 1 aa e
CrpsiMO efiHa YacTHa cbmpka ca MHOro
Mo-sICHO M MHAMBUAYATHO OLBETEHW.

BTopo ycnosue — My3esT, Uim KakBoTo
61 ce Nony4nno oT naesTa, Aa He e HUTO
LOBNrapcKmn®, HATO ,HauMoHaneH".
Bb3Mo>KHOCTTa fa n3nesem ,HaBbH" €
6€3CNopHO PELUNTESNTHO AOCTUXKEHUE B
Haln OHW; N0 CbLUMS HAYMH — Aa KaHUM
,BbTPE“. lHaue ce Bb3npounsse>kaa 3a-
pPa3HOTO, Pa3HECEHO OT XXypHaNMCTu fe-
NeHne Ha ,XyOo>XXHUUM“ 1 ,apTnucTu® — na
pedem Bn. umntpos-MaicTtopa e xy-
DO>XHUK, fgokaTto [. XbpcT — ,,apTnct”
(BsipHO, Ye 3a Nnkaco peLeHneTo nsa-
rne>kga no-TpyaHo). FopHOTO 6u MOrfo
[a ce o6bpHe Ha Lwera, ako nofobHa
TepMUHONIOrMa He 6e noaxesaHaTa u oT
JenpodhecroHanmanpanara ce mnaaa
KPUTUKA, KOATO, 3a Cb>KasleHue,
Bb3NpoM3Be>Kaa HaumoHasHMsa MOAEeN B
TbpceHe Ha peanu3auusita cu. [dopw, 3a-
pagv KpacoTaTa Ha u3pasa, XyL4O>XKHULUM
LOTBBbTPE" BMBAT AEMOHCTPUPAHK KaTo
TakuBea ,,0TBbH. ToBa, Ye peamua aB-
TOpPW HamupaT MSCTO 3a U3KYCTBOTO CH
noBseye 3af rpaHuua (B>x. nanoxxbara
“Export-Import”), e u13BeCTHO OTAaBHa.
OnpunuyaBaHeTo, o6aye, Ha nosBunnTe
ce npe3 1990-Te TeHAeHUUN Ha ,Hy>KA0"
N3KyCTBO NOBTaps NPOBMHUMANHOTO
Bb3NpusaTME HA 3arybunute 3Ha4eHNeTo
CV O4BP>KABEHN MHCTUTYLIMM.

Tyk nckam ga cnomeHa TpueHaneTto Ha
aHra>xupaHara >XMBOMUC 1 NOCTLIKUTE
Ha Konekuwms Jlyasur kato OCHOBHU Mpw-
MepK 3a BHacsiHe B cTpaHaTa Ha npo-
n3seneHuns npes 70-80-Te roagnHn Ha
XX-Tv Bek. Ao He 6e 3aBnCUMOCTTa My
OT naeosnornyeckara HacTpovika Ha
Obp>KaBu, MHCTUTYUMU U OTAENHN yyacT-
HUUK, TpueHaneTo npuamyalle Ha Hai-
[06pu1sl HAYMH 3a NPUBMMYAHE Ha
npounssefeHns B AafeHa cTpaHa — opra-
HM3MpaHe Ha Me>xayHapoaHa nposiea, Ao-
Be>xJalla ,ceeta“ npeg cobcTBeHaTa Tm
nyé6nuka. Cbabp>kaHueTo My, obade, 6e
[0 TakaBa CTeneH KOHTPOMpaHo, Noco-
KaTa orpaHvyeHa u mawabbT pasayT, ye
olLe npeau NpoMeHuTe 6e SICHO, Ye TO
M35>x4a 6baeLeTo”, a gownmnTe npo-
n3seaeHnst He hopMmpat Hoea npes-
cTaBa 3a cbBpeMeHHocTTa. Olle noseve,
B 0603pn1MO BpemMe 61 BUIo ib>ka e ce
Kaxke, 4ye B bbnrapums e nma Bb3MO>KHO-
CTV 3a NOAO06HW KPYMNHW OENCTBUS.

OnuT 3a BHeapsiBaHe B My3einHaTa
TbKaH Ha HAKOrallHWS couManucTMYecKn
narep umawle npes3 1980-Te r. oT cTpaHa
Ha Konekuws Jlyasur, opraHuaunpana
CBOM eKCMNo3nummn Ha peauua MecTa, 3a-
BbPLUNIT MO M3BECTHU MPUUNHU C HEYCMNEX
y Hac. OTHOCUTENHO sicHa NpeacTasa no
KakBa TpaekTopus 6u TpbrHana efgHa Ta-
KaBa coupka — BpbX Ha TorasallHUTE
npeacTasun 3a CbTPYAHUYECTBO CbC 3a-
nagHu KOJNIEKUMOHEPU, MOXKe JIECHO da
Ce MoJsy4m Ypes OCbLLECTBUIINTE CE B
Opyrv cTpaHu npoekTun. B pamkuTe Ha
pas6bupanusTa cu Konekums Jlyasur
CbCTaBW eKCno3numu, wagsiim caMmoyys-
CTBMETO Ha aBTOPM, n3pacHanu npu co-
unanuama. CmecBaHeTo Ha 6nu3kn - p
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Mya3eii B e¢pupa / Museum on the Air

1. Jlbyesap Bospxues, Kosiko rBo3gev B yctata? ABTOMOPTPET C 2 KUorpama reo3aen,
Abarv no 12.5 cm Beekm, 1995. GoTorpachus (Mo NPeanoxeHue Ha aBTopa)

Luchezar Boyadjiev, How many nails in the mouth? Self-portrait with 2 kg of 12.5 cm long nails,
1995. Photograph (suggested by the author)

2. Hapexna Oner JIsixoa, [/106a/1HO 1 AbArOCPO4HO CUTyaLmMsTa e nofoxuTesHa, 2009.
Buaeo nHctanaums, (no npeanoxenue Ha pura lMeHosa, poueHT, HBY)

Nadezhda Oleg Lyahova, Globally and in a long-term perspective the situation is positive, 2009.
Video installation (suggested by Irina Genova, Associate Professor, New Bulgarian University)

3. LisetaH KpbeTes, Br3cTaHoBsBaHe Ha MOPETO B peasnty rparnuyy, 2010.
Buaeo (no npeanoxenue Ha PymeH CepacpmoB, avpekTop Ha decTueana
4ABIYCT B U3KYCTBOTO", BapHa)

Tzvetan Kristev, Restoring the sea to its actual borders, 2010. Video
(suggested by Roumen Serafimov, Director of the August in Art Festival, Varna)

4. BukeHTn KoMuTCKM, BiHary Hskoi Hskbe pexe Helyo ¢ ¢riekc, 2006-2010.
["pacouTy (no npepnoxenne Ha ViBaH MynoB, Xy0XHWK)

Vikenti Komitski, Somebody somewhere is always cutting something with an angle grinder,
2006-2010. Graffiti (suggested by Ilvan Moudoy, artist)

5. UeaH Mygos, ®parmeHTu, 2003-2006. O6eKT, MHcTanaums (o NpeaioxeHne
Ha Bnagus Muxaiinosa, ypenHuk, ranepus “Backa Emanyunosa’, Codus)

Ivan Moudov, Fragments, 2003-2006. Object, installation (suggested by Vladiya Mihaylova,
curator, Vaska Emanuilova Gallery, Sofia)
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The Museum —

The title of this text should give you an
idea about what | think regarding the
opening of a museum for contemporary
art in Bulgaria. | do not think my opinion
has been influenced by the recent debate
on the issue. The last century has clearly
shown to us that all state institutions that
have dealt in whatever way with the art of
their time have inescapably deviated in
the direction of bureaucratic ideology, of
latent nationalism traditional for the region
or of some commercial interest, of shutting
down within the claim for uniqueness, and
of severing ties to any logic concerning
the international practice. On the other
hand, the habitual dependence of the
artists on the state support causes total
disorientation the moment state commit-
ment is withdrawn. That was most visible
after the end of the period of so called “ad-
vanced socialism”, the time of the most
powerfully organized art collecting practice
in the country. It turned out that the wished
for (at least in theory) emancipation from
the state tutelage, while looking for a more
adequate function in the new age, led to
complete confusion for the institutions of
all kinds as well as for most of the artists.

The period of time that started at the end
of the 1960ies and ended with the col-
lapse of socialism is important just as
much for the until then unprecedented
grand scale of activity as for the general
direction for culture that it prescribed —
something that is deeply implanted in the
understanding of culture for the majority of
people here. After it played the role of a
“creator” of national culture through its in-
stitutions, the state occupied the conven-
ient position of its “protector” — the
practice of populism gave it the chance to
once again hide within its own “National
Revival Period” profile; to ignore and dis-
card outright every attempt (that goes be-
yond its own urgently fortified notion for
identity) to justify independent suspicions
towards both the external gaze and the
gaze directed towards the outer world.
The result is that In Bulgaria the state ap-
pears to be an irrevocable factor in the es-
tablishment and the maintenance of
museums. In the opinion of the vast ma-
jority of people (and for that — of the insti-
tutions as well) this is the task of the state,
which is a factor so powerful that what is
“non-governmental” is considered to be il-
legitimate. Even those few art collections
in the country that are manifested as pri-
vate, for instance those of Svetlin Rousev
and Vassil Bozhkov, are somehow consid-
ered to be connected to the state, a kind
of an extension of its omnipresence. On
the part of the private collections there is
no sense to oppose such an attitude as
this kind of closeness is though to be OK.
It was thus interesting to see recently the
exhibition title “The Other Museum”, which
showcased some private art collections
that are (in spite of the quality or quantity
of works there) totally identical with the
state collections, which were created in
the decades before 1989.

| personally can not shake off my convic-
tion that almost always a museum remains
the same as its founders have established
it. As a by default conservative institution,
the museum, once it acquires a certain
profile, is much harder to change than to
establish a completely new institution. In
fact, there is nothing whatsoever to pre-
vent any art museum in Bulgaria from en-
gaging with contemporary art; nothing but
the deeply rooted attitudes of hostility to-
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wards everything that is “foreign”. Actually
the state institutions in Bulgaria have a
need for the label “contemporary art” only
for updated legitimacy of the art valued the
museums founders. We should not have il-
lusions — the logical statement that the es-
tablishment of a new museum starts from
its collection, is only valid in Bulgaria under
certain pre-conditions. | do not think we will
find a gallery in the country, which will not
claim that its collection is “contemporary”;
only that the word is missing from the
name of the institution. In theory, one can
not challenge such notions — everybody
has the right to fight for “his/her” kind of
art. However, there is also the reciprocal
connection to the state that must be taken
into account — that connection is influ-
enced and it also influences things in favor
of the locally configured “contemporane-
ity”. On top of all that, there are the uneasy
encounters with art institutions from
abroad — in such encounters the locally
grown “national style” can not stand.

I can think of another inconvenience that
has stayed over since the early 1990ies
when we needed to explain that the con-
temporary art scene here is a tabula rasa
and the search for some kind of founda-
tion for it in the art practices of the preced-
ing decades in Bulgaria is a futile task;
and also that almost everything in that
time had been conceived within the limits
defined by the state and so on. By the
way, | am still convinced that whatever
change happened in the visual arts during
the decade of the 1990ies it was due to
import rather than to continuity with the
local artistic process. People like me were
hoping that since the potential of the state
to be the main patron of the local art pro-
duction was significantly limited, the state
will stop interfering with the new develop-
ments. However, using all kinds of maneu-
vering without any content, the state
managed to hold on to its position of a
protector of all things “Bulgarian”; it started
using the European jargon while twisting
the meaning of the words according to its
well known tastes. This is where lies the
origin of the state’s impudent policies and
actions, exercised lately through its incom-
petent or straightforward harmful institu-
tions and numerous helpers. Further down
this line of thought there comes the logical
disbelief in the hope of the hypothetical
museum for contemporary art.

It’s very interesting to quote here the opin-
ion of somebody who is only now familiar-
izing herself with the documents from the
proceedings of the Perestroika (1989)
congress of the Union of Bulgarian Artists.
Among the various materials from the con-
gress, the cultural studies expert Vladiya
Mihaylova came across debates mainly
concerning measures about the adminis-
tration and the “economic” (or market) re-
alization of the production of the then only
(even on paper) artistic association of
artists in the country. The problems of the
artists were then treated only as problems
concerning the distribution of the “goods”
under the new direction the state had
taken. The freedom of art defined as a
free art market (mainly of collecting for
want of any other) was ultimately used by
the state to consciously scare artists off. It
is not surprising that all attempts at the
time (before and after 1989) to transform
the Union of Bulgarian Artists died out in
the face of the internal opposition. As | al-
ready mentioned with regards to muse-
ums — it’s easier to create a new structure
than to change an existing one.

> >
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P [LaneyHun NnpousBeleHns OT eAnH pas-
pes Ha BpeMeTo npefocTasu ,,B OMO-
BeTe UM“ pasfninyeH, HO 1 afeKBaTeH Ha
nepviona My3ei, BApHO — nocnensaH ot
KbAe No-6ypHu 1 3abbp3aHu cref npo-
MeHUTe ABUXKeHWs. [NaBoNOMHOTO, OyK-
BasiHO 3a 6pOEHU roAnHU
npoBuHUManuanpaHe Ha bbnrapus, npe-
BPbLUAHETO M CNIOpe TOYHMA n3pas oT
1992 r. Ha JTbuesap bosipxues 0T
BpaTa B bIrbi“, u3anraHeTo no ceeta Ha
MecTa C MHOIO No-akTUBHa 1 aTpak-
TUBHA 3a CbOUPATENCTBOTO KOHAUrypa-
Uuus, 9 cBanu HagoJy B CNUCbKa Ha
noaxoAsaLmTe 3a ,MePONPUSATUE KaKTO
HAKora“ mecra.

[Mpwn BCe TOBa MW ce CTPyBa, 4Ye
,BbHLIHaTa Hameca“ e e TpeToTo ycno-
BME 3a NosiBa Ha eKcno3vums, oTrosa-
psiLla NnoHe MUHUMANHO Ha CTaHJapTuTe
Ha MeXXAyHapoaHaTa XyAo>KecTBeHa
06LHOCT. T4, BCBLLUHOCT, HKakK ce
cfyyBa (Be4ye He MOXXeM [a He ce
OTbpKBaMe B pasLUNpuUns ce CBAT, He 61
ce BoAMN 1 NofobeH pasrosop), MyOHO,
6enHo oueTeHa. Hanara ce o6ave na
CMe CKPOMHU — Aia ce Briiefame HaoKos0
— B My3eunTe 3a CbBPEMEHHO U3KYCTBO B
Han-6nuskmTe fo Cocusa cpaBHUMU
MecTa — B Hal-Nnpubnm>xeHusl, B MOMeHTa
noyTun HepaboTeLl, B Ckonue; B Manko
no-oTAaneyeHnsl, eQMHCTBEH, CTPyBa My
ce, TPbrHasM OT YacTHa Kofekums, B
ConyH; B NpsicHO cb3aaneHns B bykypelw;
B HaW-AbJrO CbLUECTBYBaNMNS — TO3U B
Benrpaa. PErMoHbT HM € TakbB, KaKbBTO
€ — HanyckaT ro noseye xopa u npov3se-
LEHNs1, OTKONKOTO obpaTHoTo. CryusaTt
HY Ce M NOrMYHW, KaKTo No CBeTa, Hella —
B CTpaHaTa ,Cce 3aBpbluaT” nofo6peHn
Apyrage CTPEMEXXU CrPSIMO U3KYCTBOTO,
YUCTO UMUI>KOBU U YECTO KOMEPCUATTHW,
HO JOCKOPO HEMO3HAaTH; ,,BbHLUHK®
6bnrapy TbpCAT NPU3HaHWe cpef CbHa-
pOAHUUMTE CY; MOSIBABAT Ce MHULMATUBMY,
KaKTO C Konekumusita 6barapeka ckynn-
Typa Ha KOro ByTeH B gBopa Ha MuHu-
CTEPCTBOTO Ha BbHLUHWTE paboTy;
yypensBaT ce Harpagum ,no 3anagHomy“...
Ho nopwv 3a no3anTuBa LUe HW e Hy>KHa BW-
cokonpodecnoHanHa Msapka OTBbH —
fanv 4ypes MexxayHapoaHu 6opaose 1 Ko-
MUCUK, fanu Ypes ,0ThaBaHe" Ha TepuTo-
pun — NPOCTO He 6vBa Aa ce KpUem oT
BeYe narpageHaTa no ceeTa Mpexxa exc-
nepTwn, 4OCTaTbYHO € Aa I'v 3anHTepecy-
BaMe cbC cebe cu. He ye B ounTe Ha
TbPCELUM eK30TMKA YY>KAEHLN HE MOXKE
[a ce oKaxke, Ye 3a TX 06/IMKBT HU ce
BbPTW OKOJI0 HAKOW MKOHOO6pa3eH Haw-
BU3bM... IHa4e, 4yecTHO, He 6ux ce 3acer-
Han y Hac Aa ce HacTaHu punnan Ha
HSIKOM Yy>KAeCTpaHeH My3ei 1 aa ,ynpas-
nasa“. C TykawHuTe cm 60pbm Le cTur-
HEM eIMHCTBEHO [0 06bpKBaHe Ha
MOHATMSA B CbBPEMEHHOTO M3KYCTBO.
CTpaHata HM e Manka — 3a pa3fiBosiBa-
HETO My (MM MOBEYE) MHOIO MSCTO HsIMA.

OcBeH Marka, cTpaHarta Hu e TpyHa Ha
npomMeHn. Kato obsicHeHne Haii-65m3ko
MU e a CroMeHa AbfI6OKOTO U3cea-
BaHe Ha PymeH ABpamoBs ,KoMyHanHuaT

BusyaneH cemuHap / Visual Seminar

Kanutanu3bm. M3 6bnrapckoTo cTonaH-
CKO MMHasno“ n3soamTe OT KOeTo, Makap
M Kacaelm MKOHOMKKAaTa, BaXkaT MoyTu
6€3 M3MEHEHMS U 3a ,KYNTypHUS (PPOHT".
3a NpoMeHuTE B HAUMOHaNHOTO CTOMNaH-
CTBO aBTOPbT TBbPAM, Ye ca 13-
BbpLUBAHW €AMHCTBEHO MOJ BbHLUEH
HaTuck, 6e3 fa cumTta, Ye CMe M3nesnu
(M1 HW o4akBa M3nNM3aHe) OT TOBa CU
nonoxkexue. ,Kanutanuabm 6e3 kanutan
n N3xop (0T Kpn3n) Ypes BbHLUEH ObAT —
TOBA Ca >XeJle3HUTE paMKn, KOMTO Npea-
onpenensT nkoHomuyeckarta cbaba Ha
CTpaHu oT Mawaba v noTeHumana Ha
Bvnrapus. Pamknte CTOAT BbB BCEKM UC-
TOPUYECKM KOHTEKCT MPK Han-pasHoo6-
pasHU 1 NPOMEHSLUM Ce CTOMAHCKK
ob6cToATencTea. OcHoBHa nocneamua ot
Tasu NoYTv NPMpPoAHa AAAEHOCT € He-
N36EXKHUSAT AOMUP C BbHLUHMSA CBAT.,
Kassa aBTopbT B yactTa ,JonupsT C
BbHLHKMA cBAT". W owe, OT egHa oT 3a-
KnounTenHuTe rnasu — JivnceawoTo
3BeHO": ,Hali-HenocpeAcTBEeHOTO nocna-
HWe, n3BMpaLLo oT (npe)npounTa, e
OCTPUST HELOCTUN, AOPW MbJIHOTO OT-
CbCTBME, HA NameT 3a nubepasnHo (cTo-
MaHCTBO) B HALLETO MUHAIO.
HeyBepeHusaT xo4 Ha pecopmuTe no
BpeMe Ha npexofa, NoOBbPXHOCTHOTO U
4YeCTO KapuKaTypHO OBnaasBaHe oT Mno-
MTuyeckaTa knaca Ha nmbepanHaTta pu-
TOpUKA, 3a[ KOSATO MOCTOSIHHO Npo3upart
HaMbJ/IHO NPOTUBOMOJIOXKHW HArfacw,
0>KEeCTOYEHUTE DPOHTANHN aTaku cpeLly
(N HernacHOTO NoApUBaHe ONUTUTE
3a) Cb3[aBaHe Ha KOHKYPEHTHW nasapu
ca BCe M3pas Ha UCTOPUYECKK AehuumT.
ToBa He e ynpek, a 065ICHEHME, KOETO
Tpbrea otaanede. To MOXe Aa ce Ha-
MEepW OLLE B UMTUPAHOTO NPO3PEHME Ha
4-p K. Kpbctes o1 1898 1., 4e y Hac
HSIMa HUTO eAVH KOHAUKT, KbAETO NnNY-
HOCTTa (rpynaTa, koprnopaumusTa) aa e
HagBuna (opoHTaNHO Abp>kasaTa.
(OTTYK NpeanounTaHmeTo T4 Aa 6bae
npes3emaHa oTebTpe.)... CTpym oT yMo-
HacTpoeHusaTa npe3 30-Te rogmHK, Ko-
raTto ynoBaHMeTO B AbpkaBaTta AeMuypr
€ NOBCEMECTHO, a Ha nHAMBMayanM3mMa
Ce rnepa KaTo Ha aHaxpoHU3bM...

Mo>ke 6u TpsibBalle Aa 3ano4vHa, a He aa
3aBbplla TekcTa cu ¢ Te3un umtatu. Ha-
npaBux ro, 3awioTo C1 MUCAS, Y€ HeLLO
Masiko No-Manko B CTpaHaTa Hu ce npu-
aswxiaa. Olle npeamn Bpeme, Npu OTKpU-
BaHe Ha nopepHa ,6onHa“
Xy[Oo>XecTBeHa nHuumaTtuea, buyysalla
flokanHarta Tpaavums, ce Cbrnacux ¢
oymu Ha fpa by6HoBa — ,,CbBpeMeHHOTO
n3KycTBO nobeau, Beye ctasa BbNpoOC 3a
KayecTBOTO My“. [1eCMMUCT CbM MO OTHO-
LLEHNe Ha My3eW 3a CbBPEMEHHO U3KY-
CTBO Y HaC MUMEHHO 3apaan HefocTura Ha
KayecTBO, HO He e rpsix Aa ce obpucysa
KakBO Ce TbpCu cropef ropHuTe (camo)
Tpu ycnosus. Ho He BsipBam v B 6ea-
CTBMETO Abp>Kasa HY [a Ce 3aHMMae C
TaKkbB My3el — Haln-MHOro Aa noxsanuv
Unu fa MbMpK, KOETO BeYe e Kpayka.
Taka 4e ocTaBaT eHTyCcMasmbT U 60p-
6aTa 3a Ka4yecTBO.

My3eii B e¢pupa / Museum on the Air

pp ltis therefore quite possible that
now too everything concerning the organ-
ized collection of contemporary art will re-
main on the level of the early 1990s
enthusiasm of all those involved with this
type of art — effective per se but rather ir-
relevant to the high targets.

To me therefore the topmost pre-condition
for the establishment of a “museum for
contemporary art” in Bulgaria (provided
the debate will continue) is the removal of
state involvement or at least of the state’s
full control. That is to say — it needs to be
a private undertaking. It is hard to guess
to what extent this is possible given that,
as | have suggested, the “expert” level of
the powers of the day regarding contem-
porary art is inadequate. | think that the
crucial point will be who is supporting
whom — the authors of the collection sup-
port the owner of the museum or vice
versa. Naturally, disappointments are pos-
sible both ways; still dedication to a pri-
vate collection of anybody at all is clearly
a very personal matter.

The second pre-condition — the museum,
or whatever might come out of the idea,
should not be either “Bulgarian” or “na-
tional”. The possibility to “go out” is un-
doubtedly the crucial accomplishment of
our times; it is the same when inviting “in”.
Otherwise we will multiply the contagious,
media generated and widely spread dis-
tinction between “artists” and “Artists” —
let’s say Vladimir Dimitrov — the Master
(Bulgarian painter from the first half of the
20th c.) is an “artist”, while Damien Hirst is
an “Artist” (It is just as true that as far as
Picasso is concerned, the decision which
term to use is rather difficult). This might
look like a joke if only this kind of terminol-
ogy was not picked up by the de-profes-
sionalized generation of young art critics
who unfortunately are reproducing the na-
tional model in search of a career. Further-
more, for the sake of the punch line some
authors who are from “within” (based in
Bulgaria) are demonstrated by the media
as authors from “outside” (having success
abroad). The fact that many contemporary
Bulgarian artists are more appreciated
abroad is well known (see the exhibition ti-
tled “Export-Import” from 2003 at the Sofia
City Art Gallery). However, when the art
practices that developed after 1990 are
being nominated as “foreign”, that is actu-
ally a recurrence of the provincial attitudes
of the state-controlled institutions which
have lost their relevance.

Here | would like to mention the Triennial
of Realist Painting in Sofia and the ad-
vances of the Ludwig Collection as the
main instances of import of art works into
the country during the 1970-80s. If it was
not for its heavy dependence on the ideo-
logical orientation of the state, the institu-
tions and some of the patrticipants, that
Triennial might have looked like the best
way to attract art to a specific country — by
organizing an international event, you are
actually bringing “the world” to the local
audience. However, the content of this
event was so controlled, its scope so re-
stricted and scale so overblown that even
before the changes from 1989 it was clear
that the Triennial is “eating up” the future
while the art works on display are not able
to formulate a new concept for contempo-
raneity. In fact | think it would be mislead-
ing to believe that such massive
international actions would be possible in
Bulgaria in the foreseeable future.

The 1980s also saw the drive of the Lud-
wig Collection to infiltrate the museum es-
tablishment of the former Soviet Block.
While it did succeed in establishing
branches in many cities, the attempts in
Sofia failed due to well known reasons.
The Ludwig Collection branches in other
countries, the pinnacle of the then valid no-
tion for collaboration with Western art col-
lectors, offer a fair chance to imagine what
would be the direction such a collection
might have taken in Bulgaria. Well within



its understanding the Ludwig Collection
created expositions that spared the feel-
ings of artists who had grown up in the
times of socialism. The mix of conceptually
distant works belonging to the same time
period gave the home cities of the Ludwig
Collection branches different but adequate
to the time museums. It’s also true that the
developments in art after the changes from
1989 were much too dynamic and fast for
those. The headlong provincialization of
Bulgaria within the span of just a few years
after 1989 and its turning “from a gate into
a corner” (according to the poignant obser-
vation of Luchezar Boyadjiev from 1992);
the rise of other locations across the world,
much more active and attractive for collect-
ing, pushed Bulgaria down the list of
places suitable for initiatives of the type
from before 1989.

Even so, | would say that the “external in-
volvement” will be the third pre-condition
for the establishment of a museum that
would at least cover basic standards of the
international art community. This is actually
happening for we can not avoid “rubbing
shoulders” with the external world (other-
wise we would not have this debate); but
the process is sluggish, lusterless. We
have to be modest though; and look
around the contemporary art museums lo-
cations relevant to the situation in Sofia —
the closest in distance but almost non-
functional museum in Skopje; the more
distant and only one (I think) that origi-
nated from a private collection; the recently
established museum in Bucharest; and the
one set up earlier than the rest —in Bel-
grade. This is what our region is like —
more people and art works are leaving
than coming in. Things are happening too
that are logical, like everywhere else — for
instance, some notions and expectations
about art, that have been improved in for-
eign lands, are “coming back home” as
image- and often commercially-based
ideas not known here until recently; Bul-
garians from the “outside” come back look-
ing for recognition from their compatriots;
new initiatives are born like the collection
of Bulgarian sculpture of Hugo Voeten
(Belgium) displayed in the yards of the
Ministry for Foreign Affairs; art prizes are
being established very much like in the
West... But even for the positive outcome
we will need a highly professional involve-
ment from abroad — whether through inter-
national boards and juries; or through
“parceling out” of turf — the simple fact is
that we can not keep on hiding from the in-
ternational, established network of experts,
as long as we can get them interested in
what we are doing. It’s true too that it may
turn out that for some foreigners addicted
to the exotic our image is primarily cen-
tered around the image of icon-like naive
art... Whatever... Honestly, | would not be
offended if the branch of some foreign mu-
seum is established here “to rule”. Our
local quibbles would only lead to confusion
of some basic notions of contemporary art.
The country is too small to afford to have

Go back to Bulgaria

two (or more) notions on the topic.
Besides being small, our country is slow to
change. To explain this | would point out
the most recent study | can think of -
Rumen Avramov and his 3-volumes of
fundamental writing titled “Communal
Capitalism. From the Economical Past of
Bulgaria” (Sofia, 2007). His findings,
though concerning the economy, are rele-
vant to the field of culture almost to the let-
ter. For instance, the author claims that
change in the national economy happens
only after external pressure. He does not
think that we have left (or that we will
leave) this state of affairs either. “Capital-
ism without capital” and “Way out (of cri-
sis) through foreign debt” — this is the iron
clad framework defining the economical
destiny of countries with the size and the
potential of Bulgaria. That framework is
valid for every historical context and under
various and changing economic condi-
tions. “The main effect of this almost natu-
ral given is the unavoidable contact with
the outside world”, says the author in the
part titled “The contact with the outside
world”. Here is another quotation from the
concluding chapter “The Missing Link”:
“The clearest message, which comes from
re-reading (of history), is the severe short-
age, even the total lack of any memory for
liberal (economy) in our past. The faltering
march of the reforms after 1989; the su-
perficial and often grotesque use of the
liberal rhetoric by the political class behind
which one can constantly see totally op-
posing attitudes; the vicious frontal assault
on (or the subversion of...) the creation of
competing markets — these are all the ef-
fects of a historical deficit. This is not an
accusation but an explanation that starts
far back in time. One can find it already in
the quoted revelation from 1989 of Dr. K.
Krustey, the literary critic, that there is no
single conflict in Bulgaria where the indi-
vidual (or the group, the corporation) has
won head first over the state. (Hence, the
preference to overcome the state from
within... Is visible in the mind set of the
1930s when the trust in the demiurgic
state is everywhere while individualism is
considered to be anachronistic...”

Maybe | should have started my essay
with this quote. | did so only because that
we are still able to do something little by
little. Some time ago at the opening of an-
other of those radical artistic events at-
tacking the local tradition, | had to agree
with the words of lara Boubnova that:
“Contemporary art won; now we have to
talk about its quality”. | am pessimistic
about the establishment of a museum for
contemporary art in Bulgaria precisely be-
cause of the shortage of quality. However,
there is nothing wrong with describing the
goal according to the three (only) pre-con-
ditions. | don’t think that even in the mid-
dle of a crisis the state will get involved
with such a museum — at best it will praise
or rebuke the effort, which would be a step
forward anyway. Thus we are still left with
the enthusiasm and the fight for quality.

LEAD ZEPPELIN - LED ZEPPELIN

HeobxoamMmocTTa OT My3€ei 3a CbBPEMEHHO N3KYCTBO B XyAO>KeCcTBeHaTa
nerictBuTenHocT Ha bvnrapms (ocobeHo npea nocnegHuTe 20 rOAUHN) € He-
ocnopuma. [luckycusita, cBbp3aHa ¢ To3u NpobieM, Npe3 roAMHUTE BUHArM
3aKbCHsIBA 1 HAaBakcBa, AoKaTo cama no cebe cu He ycnssa fa nopoau OCHO-
BaTeneH o6 agnanor. Hama cbrnacue 3a My3es KaTto MHCTUTYLUS, KOSITO
Cb3[aBa KpUTepum u perynvmpa xaoTM4HOTO MPOCTPAHCTBO HA CbBPEMEHHOTO
n3KycTBo. Bcnuko ToBa e NpuymnHa Aa ce BbpHa KbM eiHa MOs yTONMyHa
naes otTnpeam roanHn. BmecTo ,cTatnyHnTE” NpeacTaBn 3a My3es KaTo ap-
XUTEKTYypa Wi crpaga, BbobLue — onpefeneHo MSCTO, HeaBv>KMMa
Obp>KaBHa UM Hegbp>KaBHA COOCTBEHOCT, MM MbK NAMETHWK Ha KynTypara,
npeanaram ja cv npeactasMMm My3es KaTo uenesivH — aupm>ikabbil, KOUTO He-
npekbcHaTo Kpb>ku Haa Cochmsa. MNpuumHata e cemnna: HeaekBaTHOTO, He-
JIeN0 OTHOLIEHWE HA NPEACTABUTENUTE HA HALUMOHANHNUTE UHCTUTYLWK;
HeJOoCTaTbYHOTO pas3bupaHe Ha MeaunTe; NoOALEHSABAHETO Ha HEO6XO M-
MOCTTa OT npodecmnoHanHa KOMNETEHTHOCT B Taadu cdepa.

MpencTtaBeTe cv camo — My3eit — LenenuH! ima ro — Tyk e unm nbk T1am, Ho
HUKOra 3a3eMeH, H1KOra NPUCHLCTBALL, HUKOra HemoaBM>KeH, H1Kora oduuma-
NeH, HUKOra HambJIHO peareH.

Mariela Gemisheva

The necessity of having a museum for contemporary art has become undeni-
able especially in the context of the artistic life in Bulgaria of the recent 20
years. The debate surrounding this problem was constantly delayed over the
years and has had to catch up. At the same time it can not generate serious
common dialogue on its own. There is no consensus about the museum as an
institution, which would both establish criteria and organize the chaotic field of
contemporary art. All of the above motivates me to go back to this utopian idea
| have had for years. Instead of the “static” concepts for this museum as archi-
tecture or building, and broadly speaking — as a specific location, state owned
or private real estate, and/or a monument of culture, | propose to imagine the
museum as a zeppelin (a dirigible) that is constantly circling over Sofia. My rea-
soning is simple and it has to do with the inadequate and ludicrous attitude of
the representatives of the national institutions; the insufficient understanding
coming from the media; the underestimation of the need for professional com-
petence in this field.

Just imagine — Museum / Zeppelin! It exists, in one place or another, but it is
never grounded, or present, or static, official, or even real in the first place.

1. Cawo CTouuoB, bym B eHepreTukata, 1988.
06exT (no npeanoxeHue Ha duana Monosa, KpUTHK)

Sasho Stoitzov, A boost of energy supplies, 1988. Object (suggested
by Diana Popova, art critic)

2. T'eopru Pyxes, EgHonamepHusT Yosek ymps, 1990. OoTorpacus BbpXy MiatHo
(no npeanoxeHue Ha JTbyesap BosmKues, XyLOXHHK)

Georgi Ruzhev, The one-dimensional man died, 1990. Photograph on canvas
(suggested by Luchezar Boyadijiev, artist)

3. Mpasponio6 NeaHoB, TpaHchopmaymsita BuHary oTHema speme u eHepris, 1998.
WHcTanauws (no npeanoxxenune Ha Mapusi Bacunesa, rnaseH ypegHuk, CIXT)

Pravdoliub Ivanov, Transformation always takes time and energy, 1998.
Installation (suggested by Maria Vassileva, Chief Curator, Sofia Art Gallery)

4. Kpacumup Tepaues, 1o 6b/rapckara ciega, 2001. Bueo (no npeanoxxerve
Ha [InaHa lonosa, KpUTUK)

Krassimir Terziev, On the BG track, 2001. Video (suggested by Diana Popova, art critic)
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Mapus BacuneBa

Hapb4HUK

3a My3eu Ha
CbBPEMEHHOTO
N3KYyCTBO,
Codus,
bbnrapud

,YIOBOJNICTBMNSATA HA HEM3BECTHOCTTA" € HAa3BaHMETO Ha
nHcTanaums Ha JTbuesap bosig>xkmes ot 2002 r. 3puTte-
NAT ce n3kaysa no AbpBeHa cTbiiba KbM HapucyBaHo
3Be3H0 Hebe. KoraTo ro AOCTUrHe, TeneckonMyHa
Tbpba ynass norneaa My v ro u3Bexkaa HaBbH, Npes3
CTEHUTE Ha My3es, B peasniHus XXuBoT. B TekcTa cu aB-
TOPBT NULLE: ,,....JIETUM B HEU3BECTHOTO, OYAKBAMKMN Yy-
[IOTO Ha OTKPUBATENCTBOTO...CaMo, 3a Aa OTKPUEM, ye
B Kpas Ha KpauwiaTa, koraTo u3cfneBame BCceneHara,
BCBLUHOCT OTKpMBaMe €AMHCTBEHO HELLO NoBeYe 3a
camuTe Hac...“.

Bbux noctasumna Ta3u paboTa kaTo embnema Ha My3es
Ha CbBPEMEHHOTO U3KYCTBO. TOBa, KOETO Me MHTepe-
CyBa, e 0TBapsIHETO, N3IM3aHeTo OT cTUrMaTa Ha
My3€es KaTo 3aKJIIO4YEHO MSACTO, YNATO XXUBOT HAMA
HMLLO 06LLO C peanHocTTa HaBbH. [ponsseneHusTa
KaTO 3aTBOPHUUM U ypeaHMUMTE KaTo nasaym — ToBa
He e npeAcTasaTa My 3a CbBpeMeHeH My3ei. To me
NHTepecyBa eVHCTBEHO KaTo >XMB OPraHn3bM, KONTO
Ce HamecBa Ha pasnn4yHM HYBa M rnomara 3a o6LoTo
Bb3npusaTMe Ha cBeTa. KaTo eAHOBPEMEHHO C TOBA 3a-
nassa 1 U3BecTHa ANCTaHUMS U U3NCKBa ONpeaeneHun
yCuUnus rnpu pasynTtaHe Ha Bpb3kaTa My3ei-4eincTBu-
TENHOCT.

OTBOpeHOCTTa 3acsra MHOro acnekTu oT paboTaTa Ha
My3esl, HO OCHOBHUST € M0-4eCTo Aa Nornexga HaBbH
KbM C/ly4BaLLOTO CE OKOJI0 Hero. Tosa Ha npakTuka
0O3HayaBa He caMO Aa Nnokassa W KONeKUMOoHMpa pa-
60TH, KOUTO Ca BU3YasnHO 1 KOHLENTyasnHO afeKBaTHM
Ha AHELUHWSA OeH, HO 1 [a ce ObP>XM KaTo Cb3HaTeneH
Yy4YacCTHUK B rparkaaHckus npouec. FoToBuTe hopmynm
Mo OTHOLLEHME HAa CbBPEMEHHUTE My3en [HeC He pabo-
TaT. My3eliHnTe MakaoHanacu U3>KMBSBaT BPEMETO CU.
[HelwHWTe MbTyBaLm Xxopa ce oTeryasaT OT ,3a4bJKK-
TEeNHUTE" MMEeHa B eKCro3nuMoHHaTa nNpakTuka Ha My-
3euTte. Bcekun cbBpeMeHeH My3ein Tpsbsa Aa Hocu
cBosiTa creumduka cnpsiMo reorpadusTa, MKOHOMK-
KaTa v nosimTukaTa Ha KOHKPEeTHOTO MSICTO (He KOMEH-
Tpam TyK OTHOLLEHMETO KbM KyNTypHaTa Tpaamums —
TOBa € No-cnoxHa TeMa). My3esaT Ha CbBPEMEHHOTO
n3kycteo B Codusi, Bvnrapus, gHec, Tpsibea aa ce
cbobpassiBa ¢ BCMYko ToBa. [la 6bae N3KMHUYNMTENHO
rbBKas, 3a [la Ce NPeBbPHE He B perncTparop, a B Mo-
TMBATOP Ha nNpoLecuTe — KakTo B 06racTra Ha U3ky-
CTBOTO, Taka 1 Ha 06LIeCTBOTO KaTo USmo.

Tyk, KbAeTo:

- He ce NpaBun pasnuka Mexxay MOAEepHO K
CbBPEMEHHO M3KYCTBO, TO3M My3ei Tpsibsa Aa s op-
Mynnpa;

- CbBPEMEHHOTO M3KYCTBO Npe3 nocnegHute 25
FOAVHM HE € CEPUO3HO KnacuduumpaHo 1 n3yvasaHo,
TO3M My3eli TpsibBa Aa cb3fane apxus M aa cbbepe He-
roBaTa UcTopusi;

- 99% 0T My3enTe He KOJIeKUMOoHMpaT CbBpe-
MEHHO U3KYCTBO, TO3U My3ei TpsibBa fa KOMMeHcupa
orpomMHaTta npasHuHa;

- XYyAO>XKHUUMTE ca u3nagHanu coumasnHo u marte-
puanHo, To3u My3eii Tpsiésa Aa npoayuvpa cb3aaBsa-
HEeTO Ha HOBM paboTu; Aa paboTn 3aefHO C THX;

- obpasoBaTefniHaTa cuctema 3a XyAOXKHUUM € U3-
KNHOYUTENHO TPaAMUMOHHA, TO3N My3ei Tpsibsa Aa
noeme ponsTa Ha obpasoBaTesiHa UHCTUTYLMNS U Aa UHK-
uMmpa nporpamu, KOMTo Aa nognomarat To3u NpoLec;

- HsMa oby4eHune 3a KypaTopu 1 Takasa npode-
cus He NnpucbCcTBa B HaumMoHanHaTa knacudmkaums Ha
npodecunTe U ANbXHOCTUTE B Bbnarapus, To3m my3sen
TpsbBa fa CTUMynupa NpakTuKyBaHeTo i 1 aa ce 6opu
3a y3aKOHSBAHETO I;

- 06LLEeCTBOTO He 3Hae C KakBo Ce 3aHMMaBaTt
My3erHuUTEe paboTHUUN, TO3N My3€eli TpsibBa Aa nane
MbJiHA NPO3PAYHOCT Ha Ta3n AeVHOCT 1 Aa S AEMUCTU-
duumpa (Bbpxy Tasu naes e 6asvpaH NpoekTbT Ha Hu-
kona Muxos ,Coduiicka rpafcka xyaoxxecTseHa
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ranepust — otebTpe”, 2009 r., KOMTO NOKa3Ba KakBO Ce
Chny4yBa B ,CakpanHuTe“ NnpocTpaHCcTBa Ha My3es);

- HsIMa KOMEepPCHarnHun ranepun 3a CbBPeMeHHO
N3KYCTBO, a anTepHaTUBHUTE NPOCTPaHCTBA ce 6poaT
Ha NpPbCTW, TO3K My3ei TpsibBa Aa BKIOYM U TOBA B
nporpamMara cu — fa ce ObP>KM 1 KaTo ranepus ¢ us-
naTta i AMHamuka v puTbM, pasfivyeH OT My3€enHNS;

- MHOrO Masnko ce 3abenassart ycunuaTa Ha He-
NpaBUTENICTBEHNTE NHCTUTYLMM N YaCTHUTE ranepumn B
obnacTTa Ha KynTypaTa, HATO uma pasbupane, 4ye Te
ca CbllecTBeHa YacT OT 0bLWms npouec, TO3n My3ei
Tpsbsa aa paboTu C BCMYKM, Aa Cb3aaBa MPEXXM 1 aa
KOHCcONMaupa eHepruuTe;

- HOBUTE TEXHONOMMM Ca XMMepa B rofisiMa 4act
OT My3eunTe, TO3K My3eii Tpsbsa Aa ru npunara BbB
BCUYKM NOCOKM;

- My3euTe ce ynpasnsasaT NnoYTu eQHONNYHO,
TO3M My3eli TpsibBa Aa BbBeAe NpakTukaTa Ha Mexxay-
HapoaHuTe 60pAOBE;

- B My3enTe HAMa MEHUOXKbPCKN OTAENM, TO3M
My3en TpsibBa Aa paboTn B MOCOKA Ha HAMWPAHe U1 yc-
BOsIBaHE Ha HOBW M3TOYHWLM Ha (DUHAHCMPaHe;

- 3HAHMETO 3a U3KYCTBOTO € MOYTU HYNIEBO, TO3MU
My3ei TpsibBa fa pas3suBa obpasoBaTeniHa AEeNHOCT,
[la Hakapa 3puTenuTe Aa pasno3HasT CbBPEMEHHOTO
N3KYCTBO KaTO XXM3HEHOBA>KHO 3a narpaxkaaHe Ha Kpu-
TepuuTe 3a cB0604a;

- MeXXay My3en un nybnvka HsiMa Bpb3Kka, To3u
My3el TpsibBa fa HAMepW HauuH aa ,cnyLwa“ rnacoseTe
Ha 3puTennTe KaTo pas3paboTsa v npunara pasmyHu
cTparteruv 3a ToBa;

- My3euTe HAMaT KHUXapHuUK, kadeHeTa, rap-
LepOo6HU 1 HOpManHu ToaneTH, To3n My3elt Tpsibea aa
npegnara MoAepHa, ytoTHa 06CcTaHoBKa B MecTaTa 3a
noymBKa 1 YeTeHe U Aa NpuBAn4Ya xopaTa Aa ce cpe-
LLaT B Hero;

- My3euTe cTpagaTt OT NepMaHeHTHa ,NponeTHa
ymopa“, My3esiT 3a CbBPEMEHHO U3KYCTBO TpsibBa Aa
O6ble CBEX N XXU3HEH;

- My3euTe ca MecTa, B KOUTO NO3HAHMETO He ce
OMCKyTUpa 1im ocnopsa, a ce Hammpa B 6e30MacHocCT,
TO3M My3eli TpsibBa Aa nogfara BCUYKO Ha CbMHEHMUE,
[la 0CropBa;

- LeNHOCTTa Ha My3enTe € CbCPpefoToYeHa ns-
LSINo 3af CTEHUTE Ha crpagvTte, KouTo obuTtasart, TO3M
My3en TpsibBa Aa u3nusa KoHUenTyasHo, HO U puanye-
CKM HaBbH — Aa Ce NnosiBsiBa B pa3fIMyHM 04akBaHu u
Heo4akBaHW TOYKM OT rpaja KaTo 3asBsiBa MPUCbCTBME
1 No3nuuns;

- My3euTe ca npeam BCUYKO CKnagose Ha obe-
KTW, TO3K My3ein TpsibBa fa Cb3Jaje HOBM Npasuna,
npv KOUTO BOJeLla e naesTa, KakTo rno OTHoLleHne Ha
noabopa Ha Te3n 06eKkTu 1 paboTaTa C TaX, Taka U Ha
LSNTIOCTHOTO MPOSIBAIEHNE HA MHCTUTYUMSATA B 06LLe-
CTBEHUS XXUBOT.

My3eii B e¢pupa / Museum on the Air
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Museum for
Contemporary
Art —

Manual,

Sofia,
Bulgaria

“The Treat of the Unknown” is the title of an installation
by Luchezar Boyadjiev from 2002. The viewers are sup-
posed to climb up a wooden staircase towards the wall-
sized image of a starry sky. When it is reached a
telescopic pipe catches the viewers’ gaze and transfers it
outside, through the walls of the museum, into the real
world. The artist’s statements says: “...we are flying
through the unknown expecting the miracle of a discov-
ery...only to find out ultimately that when exploring the
universe the only thing that we are actually discovering is
something more about ourselves...”.

| would use this work as an emblem of the museum for
contemporary art. | am interested in the opening up of
the museum, in the braking put of the cage of the mu-
seum as a closed off place whose life has nothing to do
with the reality outside. The works as prisoners and the
curators as wardens — this is not my idea for a contem-
porary museum. Such a museum interests me only as a
living organism, which is interfering on various levels and
is contributing to the whole attitude for the world outside.
At the same time it should keep a certain distance and
demand certain pre-conditions for the reading through
the relationship between a museum and reality.

The state of being opened up concerns many aspects
from the workings of a museum but the main thing is to
look at what’s happening on the outside. This means that
in practice the museum should not only showcase and
collect art works that are visually and conceptually ade-



quate to our day; the museum should act as a responsi-
ble participant in the civic process. The already used for-
mulas do not work today as far for contemporary
museums are concerned. The McDonalds-kind of a mu-
seum has outlived its purpose. Today’s traveler is bored
by the “prescribed” names in the display practices of the
museums. Every contemporary museum should have its
own specifics in terms of the geography, the economy
and the politics of the concrete environment where it is
located (I will not comment here on the attitudes towards
the cultural heritage as this is a more complex issue).
Today the Museum for Contemporary Art in Sofia, Bul-
garia must take into acount all of the above. It has to be
immensely flexible in order to not just register but to moti-
vate the process —in the sphere of art as well as in the
society as a whole.

In this context where:

- the difference between modern and contempo-
rary art is diluted this museum has to provide its defini-
tion;

- the contemporary art in the last 25 years has not
been seriously documented and researched this mu-
seum should create an archive where to compile its his-
tory;

- 99 % of the museums are not collecting contem-
porary art this museum should compensate for the gap-
ing void,;

- the artists have been marginalized socially and
professionally this museum must initiate the production
of new works and work with the artists;

- the system of art education is extremely tradi-
tional this museum should accept the function of an edu-
cational institution and initiate programs that will facilitate
this process;

- there are no training programs for curators and
such a profession is not mentioned in the National Reg-
istry of professions and positions in Bulgaria this mu-
seum should stimulate the practice of curating and
should fight for its legal status;

- the society does not know what a museum
worker is doing this museum should make the workings
of a museum completely transparent and demystified
(this is the core idea of the project by Nikola Mihov titled
“Sofia City Art Gallery from the inside”, 2009 that showed
what is actually taking place in the “sacral” spaces of the
museum);

- there are no commercial galleries for contempo-
rary art and there are few alternative space this museum
should incorporate that in its programs as well —to act as
a gallery with its dynamics and rhythm that are different
from the museum’s;

- the efforts of the private galleries and the NGOs
in the sphere of culture are neither noticed nor appreci-
ated as an important part of the whole process, this mu-
seum should work with all active actors to consolidate
energies and resources;

- the new technologies are a dream for most of the
museums in the country this museum should apply them
in all possible ways;

- museums are managed almost by one-person’s
dictate this museum should introduce the practice of the
international boards;

- there are no managerial departments in the mu-
seums this museum should work on fundraising and
identifying new sources of financing;

- the knowledge of art is next to zero this museum
should develop educational programs for the audience
so that viewers would recognize contemporary art as a
vital player when constructing the notion of freedom;

- there is no connection between the audience and
the museums this museum should find a way to “listen”
to the voice of the viewer while working out special and
diverse strategies for that;

- the are no museum bookshops, cafeteria, cloak-
rooms and normal toilettes this museum should offer
modern and cozy environment in the areas for resting or
reading so that people are attracted to use it as a meet-
ing place;

- the museums are suffering from a permanent
state of fatigue this museum for contemporary art should
be fresh and animated;

- museums are not the places where knowledge is
debated or challenged but fortified and safe this museum
should contest and provoke everything;

- the work of the museums is entirely concentrated
behind the walls of their buildings this museum should
get out in the open both conceptually and physically — it
should make appearances in points around town both
expected and unexpected so to be present and voice
opinions;

- museums are mainly storages for objects this
museum should create new modus operandi where the
leading agent is the concept for the selection of the
works and their exploration, as well as the entire notion
for how the museum is present in the life of society.

ALLA'S SECRET

odlicdionm 2000

. BeHuucnas 3ankos, Muna PoaunHo, Th cn 3eMeH

pas!, 1993. XXueonuc (Mo npeanoxexue
Ha CseTna [NeTkoBa, pefakTop, B. Kyntypa)

Ventsislav Zankov, Dear Motherland, you are
Heaven on Earth!, 1993. Painting (suggested
by Svetla Petkova, editor, Kultura Weekly)

. [anuena Cepruesa, After eight, 2005. Buaeo

(no npeanoxeHve Ha [aHvena Paaesa, ypeaHuk,
CIXr)

Daniela Sergieva, After eight, 2005. Video
(suggested by Daniela Radeva, curator,
Sofia Art Gallery)

. Anna l'eopruesa, Alla’s Secret, 2000. MocTtepu

(no npennoxenve Ha Hapexaa Oner J1sxoBa,
XYBOXHMK)

Alla Georgieva, Alla’s Secret, 2000. Posters
(suggested by Nadezhda Oleg Lyahova, artist)

. Tans A6apxuesa, OniekoTsBaHe Ha MHTEPMOPA,

1997. NHcTtanauns (no npeanoxenve Ha Mapus
BacuneBa, rnaseH ypeanuk, CIXT)

Tanya Abadjieva, Making the interior lighter, 1997.
Installation (suggested by Maria Vassileva,
Chief curator, Sofia Art Gallery)

JIbuesap bosa>xues

...[IMH OT KOHKPETHWUTE NOBOAM B Ha4anoTo Ha 1990-Te roavHu
[la 3anoyHa fa nokassam ny6nmn4Ho paéoTute cu (KOUTO 4O TO3M
MOMEHT npasBex Masiko Unu nosevye TamHUYKO) cTaHa ToBa, Ye
HUKbAE HEe BU>XKAAaX OHOBA U3KYCTBO U OHe3M paboTu, KOUTO UCKax
[a Buasa — cnej KoeTo 3ano4vHax fa cv rv npass cam 1 [a rv rnoka-
3BaM Ha BCUYKMW.

...e[]Ha OT KOHKPETHNTEe NPUYNHKX a NpecTaHa Aa nviwa 3a apyru
XYLO>KHULUM rope-f0sy no CbLOTO BpeMe 6eLle TOBa, Ye umtarte-
JIMTe 3anovyHaxa [a ycewaT n otéenassar, Ye LO-U3MUCIISIM Xy-
JOXHUUM — cnejl KOeTO CrpsixX Aa nuila CEPUO3HO, BbIPEKN Ye r
[0 [HEeC He Me 3abpaBsT KaTo ,nmcaten.

Cnepn kaTo ce nosiBMxa Takmsa CeEpMo3HNM noBo 4 M nNpuyvnHa peLmnx
ha ce 3asBs HyﬁﬂMHHO KaTo ToBa, KOETO BMHArm CbM cu 6mn —
NpoCTO as.

Ta — kak cu npeacTaBsM My3ei 3a CbBPEMEHHO N3KYCTBO B
Cohus? AMM — HUKAK — HSIMA HUTO PECYPC, HUTO KOHCEHCYC, HUTO
KOHUEeNuusi, HUTO CEePUO3HO NPOCTPAHCTBO, HATO ayANTOPUS, HUTO
KpUTUKA, HUTO CMOHCOPW, HUTO..., U T.H.

...koeTo 3Hauu, ye MCU B Codhust Mo>xe aa 6bae camo eavH nep-
MaHeHTEeH U CKaHaanneH HeJoCTur, B NOCTOAAHHA HaBuUraums oKoJio
HeJoBbpLleHaTa MOAEPHOCT U ,ElereKTHaTa CbBPEMEHHOCT Ha
cTpaHara.

Ob6aue — kakbB cropef MeH Tpsabea aa 6bAe My3esT 3a CbBpe-
MEeHHO n3kycTBo B Copusa? AMu TakbB, Ye Aa He Me Kapa Aa ce
cpamMyBaMm KakTo 3a Hero, Taka v 3a usnarTa CLeHa, v oLle noseye
— 3a cebe cu, KaKTo TyK B CTpaHaTa, Taka v OTBbH Mo cBeTa.

...koeTo 3Haun, Ye unu B Codhouns BboOLLE HE MOXKE Aa UMa TaKbB
MCW, koiiTo aa Me yaoBneTBOpsiBa; UK, Ye BCbLUHOCT a3 BbobLue
He nckam ga uma MCW Haokono...; unu, 4e ako uckam B Codoms aa
uma TakbB MCW, konTo aa Me yaoBneTBopsBa, e TpsibBa aa cu
ro Hanpass cam!

OcTaBsiM Ha ynTaTens Bpeme, 3a Aa M36epe KOS OT TOPHUTE HA-
KOJIKO Bb3MO>XXHOCTHU € HaVI-I'IpaB,El,OI'IOLl,OﬁHa... A potorasa:

Wckam naeanHus Mysei 3a cbBpeMeHHO U3KYCTBO TYK U ceral
Uckam npeanHara CbBpeMeHHOCT TYK M cera B Taau cTpaHa!

WUckam npeanHus uaean B peanHo BpeMe U KOHKPeTHO MSICTO!

Luchezar Boyadjiev

...one of the concrete reasons why in the beginning of the 1990s

| started showing publicly my works (until that moment | was making
them more or less privately) was that | did not see the kind of art or
the kind of works that | wanted to see. So | started making them my-
self and showing them to the rest.

...one of the concrete reasons why | stopped writing about works by
other artists nearly at the same time was that the reading audience
started to feel and notice that | am over-interpreting, that is to say -
inventing artists. After that | stopped writing seriously although it
seems that people still remember me as a “writer”.

As soon as | realized that | have such serious cause and reasons
| decided to come out in public and make myself known for what
I had always been — just me...

So, how do | imagine the museum for contemporary art in Sofia?
Well — | do not imagine it at all! There is no resource, no consensus,
no concept, no serious space, no audience, no art criticism, no
sponsors, no..., and so on and so forth.

...which means that a Museum for Contemporary Art in Sofia could
only be a permanent and scandalous shortage, navigating con-
stantly through the incomplete modernity and the defective present
of the country.

And yet — what do | think a museum for contemporary art in Sofia
should be like? Well, it should be something that would not make
me feel embarrassed for it or for the entire art scene, and above all
for myself, either here or abroad.

...and this means that either there could never ever be such a mu-
seum for contemporary art in Sofia that would fully satisfy me; or
that | do not want to have any museums for contemporary art
around; or that if | want to have in Sofia such a museum for contem-
porary art that would satisfy me fully | would have to make it myself!

| will give the reader some time to choose which of the above listed
possibilities is most likely to happen... Until then:

| want the ideal museum for contemporary art here and now!
| want the ideal contemporaneity here and now in this country!
| want the perfect ideal in real time and in a concrete place!

BusyaneH cemunap / Visual Seminar




CJIYHAAT
bbJII APV

CbBPEMEHHOTO N3KYCTBO
0TBb4 6OMHOTO none

Ha €3UKOBUTE UrPpK

KbM CTpaTernnTe

Ha Bb3MO>KHU
NOSINTUYECKN PELLEHUS

B Bbnrapus, korato ce roBopu 3a CbBPEMEHHO U3KY-
CTBO, CTaBa BbMpocC 3a cnop. B kpasi Ha 80-Te n Hauva-
1070 Ha 90-Te roaAnHN Ha 20-TU BEK TOI € CBbpP3aH C
TOBQ, Kak [ja ce Ha3oBaT nosiBaBalLunTe ce pasnyHu
HOBW Xy[0>KECTBEHN NPAKTUKK, KOUTO padyynseaT rno-
3HaTUTE MeaMmn KaTo >XXMBOMUC, rpadomka u cKynnTypa,
W HapyLLaBaT yCTAaHOBEHUTE, SICHW XXaHPOBW U TUMO-
JIOTUYHM KOHBEHLUMM Ha M3KYCTBOTO MO TakbB HA4MH, Ye
NPOMEHST rpaHuLUMTE MeXXay ,MPUSIOXHO" 1 ,M3ALHO®
W3KyCTBO, NPEO0LoNsABaT paMKarTa Ha KapTuHaTta, npe-
BpbLaT rpadmkarta B TEKCT, CKynnTypara B TS0, C no-
BEYe MM NO-Masiko XaoTUYHU, XeTePOreHHN Bapmaumm
nomexxay Bcudku Tax. lNpoyveTteHa gHec, cBoeobpa-
3HaTa Auckycus 3a aBaHrapga (nog coopmara Ha nope-
Avua oT nybnukaumm B pybpwkara ,b-1o Ha aBaHrapaa“
Ha cTpaHuumTe Ha B. ync, 1990 r.) ce okassa obade
MHOro rnoseye gebat 3a e3vka v pas3fiMyHuTe Ha3oBa-
BaHUs, ,eTUKETN", OTKONKOTO 3a cCaMuTe Xyao>Ke-
CTBEHM NMpakTuKu. [anu Te moraT aa ce HapekaTt
,MOCTMOZEPHU, ,aBaHrapHu, ,Heo-aBaHrapaHu“ nnm
NbK ,HETPAAULMOHHU®, ;HEKOHBEHLUMOHANHW, aanu

1. 1 was here

2. Jesus was here

3. Eve was here

4. Adam was here

5. Lenin was here

6. Muhammad was here
7. Buddha was here

B
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. David was here
. Hitler was here
. Stalin was here
. You were here

LUCHEZAR BOYADJIEV, “CHAIRS AND SYMBOLS (A proj

ToBa M3KYyCTBO MOXe Ja ce fedvHupa KaTo ,KOHLUENTY-
anHo“ unu ,Heo-KoHUeNTyanHo, ,nepgopmMaTnBHO® 1
T.H. € OCHOBHO NMTaHe, KOETO Toraea (a B N3BECTEH
CMUCBN 1 [0 cera) 3aHMMaBa XyAO>XKHULMTE U KPpUTK-
unTte. MNpMBUAHO HECHLUECTBEHU, TE3N BBMPOCK
BCBLUHOCT HE camo yAoBfeTBopsBaT Heob6xoAMMocTTa
OT Ha3oBaBaHe, a U U3NPaBsT Npej Hy>xaaTa oT aedwu-
HUUWS, B3EMAHe Ha peLLeHne 1 onpeaensHe Ha nocoka
Ha HOBUTE XyA0>KECTBEHU NPaKTUKM.

C nocTaesHeTO Ha BbMpOCca 3a Ha3oBaBaHNsaTa obave
UcTopusiTa Ha CbBPEMEHHOTO M3KYCTBO B Bbnrapus He
3aBbpLUBa, a eABa 3ano4ysa. EgHu oT Tax oTnpawar
npean BCUYKO KbM HALLETO, CBOETO, MECTHOTO, NO3Ha-
TOTO M YCTAHOBEHOTO, NOCTaBSAVKM KpaTkaTa Jyactuua
Ha oTpuuaHue (Hamnp. He-KOHBEHLUMOHAIHO), 3a Aa ce
opasnuyar OT cbluecTByBallaTa Tpaguums. dpyrm —
KBbM LUMPOKOTO, HAAXBBLPJIALLO NO3HATaTa clueHa none
npean BCUYKO Ha 3anagHaTta McTopus Ha U3KycTBo,
KbAETO KOHLEeNTyasnHo, nepopMaTmMBHO (KakTo 1 BCS-
KaxkBwv Apyrn AyMu KaTo fieHa apT, acaMbnak, XembHUHT
N T.H.) UMAT SICHU 3HAYEHWS, a8 UIMEHHO KOHTEKCT, KpUTU-
YeCKO Nosie U MHCTUTYLUMoHanHm oopmu. B Bbnrapus
KOHTEKCTYyasrHUTE YCNOBMS Ha Te3n Ha3oBaBaHMs OT-
cbeTBar. [ocTeneHHo He camMo UMeHaTa, HO U OHOBA,
KOeTO Te 03HayasarT, 3ano4ysa Aa sapupa. B KoHpnmk-
TEH Pe>XXMM NoMe>xay pasnmyHu aedomHuLnm u npe-
npaTKu, HOBUTE XyO0>KECTBEHW NPaKTUKN odepTasaT
cBOe BbobpaseHo (B ynotpebarta Ha beHeankT AH-
LepCHbH) nose, KOeTo obave e HATO OnpeaeneHo eaHo,
HWUTO onpeaeneHo apyro. Te ce NosiBABaT Npeay BCUYKO
KaTo ,6e3peane” — ocobeH NpasHuK, KyrnoH, urpa B nop-
pefeHarta, KOHTpofipaHa OT BacTTa sicHa CTPyKTypa v
anapat Ha u3kycTBo. B Tekcta cv o1 1990 r. ,Kpaii Ha
umTtata“ JTbuesap bospxkmes nuiie, Ye yHKUMOHMPAT
noJo6HO Ha uMTar OT My>aa“, apyra, HenpuaHaTa oT
cbllecTByBallaTa Torasa BnacT Tpagmums, KosaTo 3a-
noysa Aa ocnopsa NpaBoTo 3a AePnHULMS Ha U3KY-
CTBOTO, & MMEHHO — NMPaBOTO Aa onpeaens Koe e
N3KYCTBO U MO-TOYHO KO€ € UCTUHCKOTO, OPUrMHANTHOTO
N3KyCcTBO. Taka oCrnopeHo ce okassa He Apyro, a
MMEeHHO NPaBoTo Aa ce Ha3osasa! A Hapefq ¢ ToBa ce 3a-
paxkaa 3agbnbo4mnnoTo ce Npes3 BpeMeTo pasaeneHme
mMexxay ,Tyk" (B Bbarapus) u ,tam” (Hai-Beve 3anaabT).

B norukaTa Ha uMTaTa, a He B Ta3u Ha USIOCTHUS
TEKCT/MPOEKT NPe3 BPEMETO, HOBUTE XY LOXXECTBEHM
NpakTWKK ce pasnonarat noMexxay, nokpai, BCTpaHu

for g ful co-identifi )", 1995 [ 2001
11 ink-jet prints on watercolor paper, each one 56,5 x 78 cm or 78 x 56,5 cm

1. Jlbuesap Bospxues, CToso8e 1 cumBon. [IPOEKT 3a MypHa CbBMECTHA naeHTUGnkauus, 1995/2001.
11 auruTanHu rpadpmku (Mo npeanoxexne Ha Bnaans Muxaiinosa, ypeanuk, ranepus “Backa Emadynnosa’, Cochus)

Luchezar Boyadjiev, Chairs and Symbols. Project for peaceful co-identification, 1995/2001. 11 digital prints
(suggested by Vladiya Mihaylova, curator, Vaska Emanuilova Gallery, Sofia)

2. Iio6eH Koctos, Bpeme. MalumHa 3a pasbvmsare Ha ngosm, 1991. KuHeTnyra nHetanaums

(mo mpepnoxexue Ha Kpacumup Tepsues, XyL0XHWK)

Lyuben Kostov, Time. Machine for braking down of idols, 1991. Kinetic installation (suggested by Krassimir Terziev, artist)

3. Kupun Mpawkos, OtrosopHa xusonuc, 2005. GoTo-uHcTanauns (no npeanoxerue Ha Mapus Bacunesa, rnasen ypeaHuk, CIXI)

Kiril Prashkov, Responsible painting, 2005. Photo-installation (suggested by Maria Vassileva, Chief Curator, Sofia Art Gallery)

BusyaneH cemuHap / Visual Seminar

UNN B MPECEYHNTE TOYKM HA BeYe YCTAHOBEHUTE KbM
TO31 MOMEHT ohuLManHm MHCTUTYLIMKU 1 OpraHmn3aumm,
0bOopMSIKM CBOM FPynu, CBOM rasiepum, NpocTpaHcTBa
1 NOBEYe UM NO-Manko OpraHn3mpaHn 1 yCToONYnBm
hbopmMu, HaNpUMep KaTo ce 3ano4vHe OT rpynaTa

S panbT, npes ranepus ,Ata-pan”, oenHocTTa Ha
LleHTbpa 3a uskyctsea ,,Copoc”, ranepus “XXL“, no
CblLUEeCTByBalnTe AHEC Pa3NUYHK artist run NpocTpaH-
cTBa, nporpamnTe Ha Codhuincka rpaacka xynoxxe-
cTBeHa ranepusi u IHCTUTyTa 3a CbBPEMEHHO
N3KYCTBO KaTo Hail-ycTton4mBaTa opraHmsaumns, OCHo-
BaHa owe npe3 1995 r. C ToBa He n3vepnsam nosieTo B
cnyyas. [NpobnemMbT 3a e3nka ob6adve ocTasa, AoKaTO
napanesiHo pas3feneHoTo OT rPynu U XyA0XKECTBEHU
NpakTWKK Nnone Bce noseye ce pparmeHTupa. lNocte-
neHHO 6opbuTe OKONO MMeHaTa ce (pokycmpaT BbpXy
NMOHATMETO ,CHbBPEMEHHO", KOETO B HAYMHA CW Ha YNo-
Tpeba eJHOBPEMEHHO y4acTBa B CbpPEeBHOBAHUSA C 13-
6poeHnTEe BEYE PA3IMYHN ONPEENeHns u rvm
Hacnenssa, CBbP3BaKn Ce HENMOCPEACTBEHO C TSX.

Taka caMoHa30BaBaHETO HA HOBUTE XyOOXXECTBEHU
NPakTUKK Ce NnpesBpbLLa HEYCEeTHO B MHCTPYMEHT 3a Je-
rMTMMaums 1 MUKPO-BRacToBu urpn. B otaenHu cutya-
uMn Te ce pasnuyasaTt efiHa OT Apyra, JOKOJIKOTO
HayanoTo Ha 90-Te e pas3nn4yHo OT cpefata Ha 90-Te, a
cpepata — oT Kpas Ha 90-Te, a cnef 2000 r. Beye roso-
puM 3a Apyru Hewa. BunpochT 3a MHCTUTYyUMOHanM3u-
paHeTo Ha CbBPEMEHHOTO U3KYCTBO, a TOBA LUe peye —
BbMPOCHT 3a ferutuMmaumsTa u npusHaBaHeTo, NpUno-
3HaBaHeTo My KaTo ouumanHa npakTmka, CbLo CTOU
No CNO>€EH Ha4nH. Tol OTHOBO € CBbP3aH No-CKOPO C
paboTa ,Ha nap4e’, a camaTa peTopvka 3a UHCTUTYLMO-
Hanu3aumsiTa Ha HOBUTE NPaKTUKK UMa cTpaTerndecka
(PYHKUMS BbTPE B NONIETO, KOSATO 0YepTaBa efHa unm
Apyra nosuuus, LOKOJSIKOTO CNoAeneH NpoeKT o OTHO-
LLieHMe Ha TOBa KakBO € CbBPEMEHHO U3KYCTBO HsMA.

To He e 1 He e 610 pasfen B KynTypHaTa nonvMTmka Ha
Obp>KaBaTa, He e 4acT OT 06pasoBaTeNHUTE NPorpamu,
HsiMa My3ei. 3a CMeTKa Ha ToBa MMa MHO>XXECTBEHO OT
pasfvyHu rpyrnoBu U MHCTUTYLMOHANHM NPaKTUKMK,
0dhopMUnN ce BbB (pparMeHTapHoOCTTa Ha NnoneTo,
KOMTO UMaT CBOS MaMeT 1 CBOS AelHOCT, 6ux gobasuna
1 CBOW e3unK. Beue cnomeHax Hskom oT Tsx. OT gpyra
CTpaHa, obLyaTa CnekynaTMBHOCT Ha e3nka U HesICHO-
Tarta B Mo-LUMPOKOTO Ny6IMYHO NPOCTPaHCTBO OCTaBar.
EavH 6Bbp3 nornen aHec 6w pernctpupan Bece oLle

CASE STUDY —
BULGARIA

Contemporary art
beyond the battleground
of the language games
towards a strategy

for possible political
decisions

When in Bulgaria there is a talk of contemporary art it is
usually a quarrel. At the end of the 1980ies and the be-
ginning of the 1990ies the quarrel was about how to
nominate the newly emerging diverse artistic practices.
These are braking up the traditional media of painting,
graphic art and sculpture, while violating the clearly es-
tablished artistic conventions of genres and typology.
They do so in such a way that borders between the “fine”
and the “applied” arts are transformed, the frame of the
picture is transgressed, graphic art becomes a text,
sculpture — a body with all kinds of more or less chaotic
and heterogeneous variations between all of these.
When one is reading today the peculiar debate on the
avant-garde (in 1990 it took the form of a cycle of essays
within the column “The letter “B” of the avant-garde” in
the weekly newspaper Pulse) it turns out that the dispute
is rather more about the language and the various ways
of labeling than about the very artistic practices. Whether
these could be labeled “postmodern”, “avant-garde”,
“neo-avant-garde” or “none-conventional”’; whether this
kind of art could be defined as “conceptual” or “neo-con-

Vladiya Mihaylova
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ceptual”, “performative” and so on — this is the main
question which then (and in some ways until now) is en-
gaging the attention of artists and art critics. Seemingly
unimportant, in fact these questions not only satisfy the
necessity for signification but also push forward the need
to provide definitions, make decisions and outline the di-
rection the new art practices will take.

However, the question about the labeling does not final-
ize but actually kick starts the history of contemporary art
in Bulgaria. Some of the labels point out mainly to what’s
ours, native, local, familiar and established by placing up
front the prefix of negation (for instance, none-conven-
tional) in order to differentiate from the existing tradition.
Other labels point out to the wide field of basically West-
ern art history which is going far beyond the familiar local
scene — terms like conceptual, performance (as well as
all kinds of other “words” like land-art, assemblage, hap-
pening, etc.) have clear meanings there, that is to say —
a context, a critical field and institutional forms. The con-
textual environment for this kind of terminology is missing
in Bulgaria. Yet, not only the labels but also what they
signify, start gradually to vary. The new art practices are
constructing their own imagined (in the meaning of Bene-
dict Anderson) field while in the regime of conflict be-
tween the various definitions and references. This field
however is neither definitely this nor definitely that.
Above all else, these practices manifest themselves as
“disorder” — a special feast, a party, a game within the
clear structure and art apparatus that is ordered and con-
trolled by the official power. In his text from 1990 titled
“End of Quotation”, Luchezar Boyadijiev is writing that
they function like a quotation from a “foreign” tradition,
which is different and unacceptable for the then existing
power. This new “tradition” is presenting a challenge to
the right to provide definitions of art and more to the point
— the right to determine what art is, or even more pre-
cisely — what is the authentic and original art. Thus, what
is being challenged is nothing less but the right to pro-
vide nominations, to signify! The differentiation between
“here” (in Bulgaria) and “there” (mainly the so called
West), which becomes ever stronger with time, is born in
parallel to this process.

Following the logic of quotation rather than the logic of a
complete text/project, the new art practices are deployed
in-between, alongside, next to or at the crossing point of
the already established official institutions and organiza-

CblLECTBYBALLOTO MHOXXECTBO OT AyMM U HAa30BaBaHus,
npw KOUTO U3KYCTBOTO M Cera e ,He-KOHBEHLMOHATHO B
€[lHU MHCTUTYLUMU, 0KATO TO BeYye e ,CbBPEeMEHHO" B
apyru. B xxbnTtaTta npeca n o gHeC ce M3non3eaT gyMu
KaTto ,aBaHrap4“, ot rnegHa Toyka Ha ronsiMa 4act oT
MecTHaTa nybnunka To BCe OLle € ,eKCNEPUMEHT".

Me>xyBpeMeHHO e3nKbT Ha HoBoMnosBunuTe ce life
Style  MeHMO KbPCKaTa KynTypa BCe NnoBeYe ce Hame-
CBa B KPUTMYECKUS €3MK Ha U3KYCTBOTO. TOl nocTe-
NMEeHHO U3MeCcTBa HEO6XOAMMOCTTA OT TbPCEHe Ha
TEOPETUYHO U KOHLUENTyasnHo nosne, B KOeTOo fa ce 06-
roBapsiT XyO0>XeCTBEHUTE NPaKTUKK, NPEeBPbLLANKM
,CbBPEMEHHO U3KYCTBO“ B Ha3BaHue, y4acTBallo B pek-
namHu urpu. MapkaTta ,,cbBpeMeHHO" ce xapuun! Xapum
Ce 1 NaMmeTTa 3a y4acTHUUMTE N CbOUTUSATA OT Kpasi Ha
80-Te Hacam. CamaTa nunca Ha ,odomumnaneH” paskas v
WHCTUTYUMM 32 CbBPEMEHHO U3KYCTBO BOAM O NPaKTu-
KyBaHeTO Ha passiMyHn YacTHN NOAMEHU U KanuTanuaa-
umm Ha nameTTa. Taka, ako cu nNnpeacrasum
CbBPEMEHHOTO N3KYCTBO CaMO U eANHCTBEHO B rpaHu-
LUMTe Ha pofHaTa CLeHa, ce Hanara na MUCIIMM Kak To
neyenu unu ryév eAvH unu gpyr eTMKeT BbB BNacTo-
BUTE UIPU MeXXAY OTAESHU PYNn 1 Yaka, NoyTu oT-
er4eHo oT caMoTo cebe cu, fa ce camonogpenmn vpes
HsIKakbB deux ex machina. 3allo He abp>kasaTa?

OT gpyra cTpaHa, roBOPeHETO 3a CbBPEMEHHO U3KY-
CTBO JOMbIIHUTENHO Ce YCINOXHSABA OT (PakTa, Ye 10
npegnonara MUC/IEHe 3a HAcTOSLWETO, a ToBa O3Ha-
YaBa U HanNUYHMTE XyLO>KECTBEHU MPAKTUKM BbB BCEKMU
eanH oTaeneH MoMeHT. danu ob6adve ,CbBPEMEHHO U3-
KYCTBO" € NPOCTO M3KYyCTBOTO, KOETO Ce npasu cera (u
KbAe e ToBa cera — B WM U3BbH CTpaHaTa?), unm
,CbBPEMEHHO U3KYCTBO" € NoBeYe 1M no-Masnko 3a-
BbPLLEH MNPOEKT B AHELLUHMS UCTOPUYECKM pa3Kas,
KOWTO MMa CBOS XPOHOJIOrMS U eTanu Ha KoHUeNnTyanu-
3vpaHe B pasfiMyHM KOHTEKCTM — TOBa ca ABe pas-
nmyHM Hewa. OcTaBeHn camo Ha MbPBOTO, JIECHO
6uxmMe nsnagHanv B penatmBmucTKaTa ymopa Ha any-
thing goes, KOATO He BM>KAa U3X04 OT MHOXECTBOTO Ha
npakTUknTe, a B bbnrapusi — KakTo BUAsIXMe — 1 OT 60-
puyKaHeTo OKOJo eTukeTuTe. N3rybuna onopara Ha ro-
nemute (MOAEPHM) paskasu, rapaHTMpaLLm UCTUHCKOTO
OTHOLLEHNE KbM U3KYCTBOTO MM 06EKTUBHOCTTA Ha
NCTOpMATA Ha U3KYCTBOTO, TS Bb3NprvemMa CbBpPEMEH-
HOCTTa, pa3muTa B 6€3pa3bopHNUTE MHOXKECTBEHOCTH
Ha XyaoykecTBeHaTa npoaykuumsi. Ako o6ade cbBpe- P

tions at the time. They form their own groups, galleries
and spaces as more or less organized and stable entities
such as, for instance, the City group, the Ata-Ray Gallery,
the activities of the SCCA (Soros Center for Contempo-
rary Art), the XXL Gallery, up to the various currently ex-
isting artist run spaces, the programs of the Sofia City Art
Gallery, and the Institute of Contemporary Art, which is
the most persevering one being established as far back
as 1995. Having said the above | have by no means ex-
hausted the field. However, the problem of the language
is remains. Parallel to this the field, which had already
been parceled out between groups and art practices, is
becoming ever more fragmented. Little by little the quar-
rel about the labels is focusing around the notion of “con-
temporary”. It is used in a way that co-exists in a state of
competition with the already mentioned various defini-
tions. Ultimately, it inherits all those while still being
closely connected to their usage. Thus the self-significa-
tion of the new art practices is imperceptibly transformed
into an instrument for legitimating and for micro- power
games. They are different in different situation and the
beginning of the 1990ies is different from the middle of
the 1990ies, while the middle of the decade is different
from the end of the 1990ies, and after 2000 we have to
talk about other issues.

The question about the institutionalization of contempo-
rary art, which is to say — the question about its legitimiz-
ing, recognition and acceptance as an official practice is
a very complex one too. Once again it was a kind of a
one-off job while the very rhetoric concerning the institu-
tionalization of the new art practices has a strategic
function within the field, which oulines this or that posi-
tion, in as mush as there is no shared project about what
exactly is contemporary art. It is not and has not been
part of the state formulated cultural policies; it is not part
of any educational program; it has no museum of its
own. On the other hand, it does have a multitude of dif-
ferent groups and institutional practices that have been
formulated within the fragmented field. These have their
own memory and their own activities, and | would even
say — their own languages. | have already mentioned
some of them. At the same time, the general speculative
use of language and the haze within the wider public
space still remain to this day. One quick look would reg-
ister the still existing multitude of words and significa-
tions whereupon art is still “none-conventional” for some
institutions while for others it is already “contemporary”.

The yellow press in the country is still using words such
as “avant-garde”; from the point of view of the local audi-
ence —all of this is still an “experiment”. In the meantime,
the language of the newly surfaced life style and man-
agement culture is actively interfering with the critical
language of art. It is gradually nullifying the need to
search for a theoretical and conceptual field where one
can discuss the art practice. It transforms “contemporary
art” into a label for the games of the advertisement in-
dustry. The label “contemporary” sells! What sells as
well is the memory about the participants and the events
since the end of the 1980ies. The very lack of an “offi-
cial” narrative and institutions of contemporary art stimu-
lates the birth of various private substitutions and
capitalization of memory. Thus, if we try to see contem-
porary art only and solely within the borders of the local
art scene, we have to consider how it is gaining or loos-
ing one or another label in the course of the power
games between the various groups while waiting, almost
bored with itself, to fall into a self-induced order via
some kind of a deux ex machina interference. And why
shouldn’t this be the state, for that matter?

Any discussion about contemporary art is further compli-
cated by the fact that it presupposes thinking in and
about the present, which means involving the actual
artistic practices that are active at any given time. How-
ever, is “contemporary art” just the kind of art produced
now (but — where is this now — in or out of the country?),
or “contemporary art” is a more or less completed project
within the current “historical” narrative, which has its own
chronology and stages of conceptualization in various
contexts — these are two very different notions. If we stay
within the first notion we may easily fall into the trap of
that relativistic fatigue known as “anything goes”. It does
not see a way out of the conundrum of the multitude of
practices and in Bulgaria, as we have seen, away from
the quarrel about the labels. The first notion, having lost
the support of the grand (modern) narratives that would
guarantee the true attitude to art or the objectivity of the
history of art, envisages contemporaneity as diluted in
the chaotic multitude of artistic production. If however,
one chooses to see contemporary art as a project that
would mean to think politically — in relation to history,
memory, culture that are not geared towards the past but
are re-activated, analyzed, discussed from the point of
view of the present. The question about how do we con-
struct this narrative today, and more to the point — > >
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P MEHHOTO M3KYCTBO CE MUCIIM KaTo NPOEKT, ToBa
O3HauvaBa [1a ce MUCAM NOJIMTUYECKN — BbB Bpb3Ka C
ncTopusiTa, NameTTa, KynTypaTa, He 06bpHaTU KbM MU-
HanoTo, a peakTyanuanpaHu, aHanManpaHu, ANcKyTu-
paHu OT rnegHa To4ka Ha HacTosiweTo. BbnpochT kak
cbh3[laBaMe TO3M paskas AHEeC, KOHKPETHO B Cllyyasi 1
KOHTeKcTa Ha Bbnrapusi, e cBbp3aH ¢ ToBa — KakBo €
CbBPEMEHHO U3KYCTBO.

3a nepuoga ot 80-Te roanHn Hacam B bbnrapus Beve
“nma HaTpynaH onuT 1 Cb3aafeHn NPakTUKK, KOUTO ca
HernocpeAcTBeHa cpea 3a aHanus, uacneasaHe u ns-
TOYHMK Ha naev npy opMynnpaHeTo Ha agekBaTHa
KynTypHa nonuTuka. Te He 3aBbpLuBaT, a 3anoysar
npoekTa ,,CbBPeMEHHO U3KYCTBO" y HaC, Npen KOMTo
CTOM HoBaTa 3ajada oT cebe-ocMmucnsiHe, cebe-nedu-
HVYpaHe 1 KOHUeNnTyanuanpaHe Kkato crnogeneH (ogu-
umnaneH) NnpoekT. A ToBa 03Ha4aBa, OT efjHa CTpaHa,
cTpaTternyecka paboTa no HacbpyaBaHe U yKkpensaHe
Ha CbLUECTBYBALUMTE NPaKTUKK, KOSATO Aa OTKpUE KyJ-
TYPHO-MONNTUYECKA HULLA 3a NpeaMeTa CbBPEMEHHO
n3kycTBo. M Tyk cneasa aa otHeceM AEWHOCTM KaTo
CTUMYNMpPaHe Ha pasnnMyHu obpasoBaTesiHM Nporpamu,
paskpuBaHe Ha Bb3MO>KHOCTY 3a HabaBsiHe Ha nuTepa-
Typa B CbLUECTBYBALUUTE KYNTYPHU MHCTUTYLIUN, y4a-
CTWe 1 opraHm3mpaHe Ha pasnuyHn obpasoBaTesnHm
hopMU — ANCKYCKU, CEMUHAPN, YBPKLLIOMN, Bb3MOXXHO-
CTW 3a KaHANAATCTBAHE C NPOEKTU 38 CbBPEMEHHO M3-
KycTBo u T.H. OT gpyra ctpaHa o6aye, BCUYKO ToBa 61
61510 Bb3MO>XKHO €/[lBa Ccliell B3eMaHe Ha peLleHue oT-
HOCHO CbLUecTByBalmTe npobnemu B noneto. Cnen
apTUKynupaHe 1 OCMUCHISIHE Ha CblUecTByBaLlaTa pas-
HOE3MYHOCT OT rfiefHa ToYKa Ha LEHHOCTHUSA 1 KyNTy-
peH noTeHumMan, KOWTO BCSKa OT pasfiyHNTE No3numm
cbabprka. Cnep aHanua Ha HanuyHuTe NpakTuky. U
Hali-Beye crnepj npu3HaBaHe Ha CbBPEMEHHOTO MU3KY-
CTBO KaTo camMoCTosATeNHA cpepa Ha AEeNHOCT, KOATO
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» > within the case study and the context of Bulgaria, is
a question related to this — what is contemporary art.

As we have seen, since the 1980ies in Bulgaria there is
an already accumulated experience and actual practices.
This is the immediate environment for analysis, research
and resource for ideas when one is formulating adequate
cultural policies. These do not threaten but rather provide
the beginning of the project called “contemporary art” in
the country. This project is faced with the new task to re-
flect on itself, to define itself and to be conceptualized as
a shared (official) project. On one hand, that means to do
some strategic work on the encouragement and support
of the existing practices, which work will open up a cul-
tural and political niche for the subject contemporary art.
Here we have to mention such activities as stimulating
various educational programs, securing channels for the
accumulation of relevant publications in the existing cul-
tural institutions, participation and initiation of various ed-
ucational forums — discussions, seminars, workshops,
application opportunities for contemporary art projects,
etc. On the other hand though, all of this would be possi-
ble only after some decisions are made concerning the
problems existing in the field: after articulation and think-
ing through the existing multitude of languages from the
point of view of the values and the cultural potential that
is contained within each position. That is to say, after
analysis of the existing practices. And especially after
recognizing contemporary art as an autonomous sphere
of activity that has its own practice, story and memory;
that requires specific kind of expert resources; and which
has its own fields for realization beyond the local context,
the history and the tradition of the national institutions
and art within the evermore globalized art world of today.
Last but not least, the decision concerning contemporary
art would be a decision about history.
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“nMa cBOSl AeMHOCT, paskas v nameT, n3nckea crneundu-
YeH TUN eKcnepTeH NoTeHuman n uma ceou noJieta Ha
peanu3aunsi, KOMTo HAAXBBbPAAT MECTHNS KOHTEKCT,
ncTopuaTa v TpaanmumaTa Ha HaUMOHATHUTE UHCTUTY-
LMK 1 N3KYCTBO BbB BCE NO-riobanuavpaiymns ce
CbBpeMeHeH art world. He Ha nocneaHo MSCTo, peLue-
HWEeTO 3a CbBPEMEHHOTO N3KYCTBO 61 BUNO 1 peLleHne
OTHOCHO ncTOopuUsATa.

[Mpes 1989 r. Ha nokpuBa Ha ,LLinnka“ 6 ce npoBexxaa
nano>kbata ,,3emsa n Hebe". Tsa e knNoyoBa 3a Neproaa,
ole noseuye, Ye 10 HoemBpy nasa 6pPoeHN AHK creq
HelHus Kpan (30 okToMBpK). HCTanmpaH Ha nokpvea
Ha ,Lllnnka“ 6, panekornensbT B paboTarta ,[lornen Ha
3anan” Ha Heako Conakos coun 3anag. Buxxaa ce
cunHbO Hebe 1 3Be3parta Ha NapTuinHmus gom. 3Haewm, ve
CYMBONBT Ha NapTusTa He e cBasnieH Ha 10 HoemBpw.
Ton npoabi>kasa aa 6bae Tam o NAToTo Ha 1990 r.,
KOraTo ce nNpeBpblLia B MOBOA 3a nanexka Ha crpagara.
3Hauu v ToBa, Ye ako JanekorneabT Ha XyA0XKHMKA
6e ocTaHan olle 6poeHn AHM Ha NOKPUBA Ha crpapaTa,
BuAsH npes Hero 10 HoemBpu 1989 r. He ce cny4yBa?
[MpoabmkaBame aa rnegame fanedHust, CUH XOPU30HT
Ha 3anapga, Haa pybuHeHo YepBeHaTa 3Be34a 1 eauH-
CTBeHaTa pasnuka e B ToBa, 4Ye Ha gatara 11 HoemBpu
TS BEYe e JiMLleHa OT CMUCHJI, MpeBbpHana ce e B
npasHo 03Havasallo. A fanv Beyve n caMusT CUH XOpu-
30HT MMa cbluaTa yTonn4yHa v npekpacHa otaanedye-
HoCcT? OTroBOPBT HA TE3U BLMNPOCK He e AafeH, TOWN €
pe3ynTaT Ha NPaKTUKN U PELLEHNS — KaK MUCTTUM, Kak
paboTuM, Kak NPOMEHSIME UM HE NMPOMEHSME YCTaHo-
BEHMTE npoueaypw, KakBo NOAKpensiMe uim oT-
XBbpfisMe. He Kak >XMBeeM UcTopusTa, a Kak npasvm
nctopusaTa. NMpobnemMbT CbC CbBPEMEHHOTO U3KYCTBO B
Bbnrapus He cTomn BCTpaHun OT e4HO NoA06HO NUTaHe.
Cny4yBaLloTo ce C XyA0>KECTBEHUS XXUBOT B CTpaHaTta
€ 4acT OT No-LuMpoKaTa CouManHo-KynTypHO-NONUTHNYe-

Cad L.

In 1989 on the roof of the building of the Union of Bulgar-
ian Artists at 6 Shipka St. in Sofia there was the exhibi-
tion “Earth and Sky”. It was a key event for the time even
more so because of the date of November 10th 1989 and
the beginning of the changes just days after the end of
the show on October 30th 1989. Installed on the roof of
that building, the telescope from the work of Nedko So-
lakov titled “View to the West” was pointing in westerly di-
rection. One could see the blue sky and the pentacle on
top of the building of the Central Committee of the Bul-
garian Communist Party. We know that that party symbol
was not removed on November 10th. It stayed there until
the summer of 1990 when it became the motive to put
the building to fire. Does that mean that if the telescope
of the artist was to stay on for a few more days on that
roof, the 10th of November would not have happened if
one was looking through the ocular? We would still be
looking at the far blue horizon towards the West, over the
ruby red pentacle and the only difference would be that
on the next day, November the 11th, it would have been
meaningless — an empty signifier overnight. And — does
the very blue horizon have the same kind of utopian and
beautiful remoteness? The answer to these question is
not a given — it is the result of practice and decisions —
how do we think, how do we work, how do we change or
not change the established procedures, what do we sup-
port or reject? Not how we live history but how do we
make history! The problem with contemporary art in Bul-
garia is not removed from such questioning. The events
from the artistic life in the country are part of the wider
social, cultural and political framework of the newest his-
tory, which is yet untold. lts contemporaneity is one unre-
solved issue between the past, which is no longer simply
given to us but is very problematic, and the future, which
after the collapse of the utopian project is an object of
suspicion (although today it does have real political di-

CKa paMKa Ha Hak-HoBaTa, BCe OLle He-pa3kasaHa uc-
Topus. HellHaTa CbBPEMEHHOCT € Hepa3peLLEeH Kasdyc
MeXxay MUHaNI0To, KOETO BeYe He HK1 e NPOCTO AafeHo
n € MHOro npobneMaTn4Ho, n 6bAELLEeTO, KOETO Cres
nposasna Ha yTONnYHUSA NPOEKT € NOCTaBeHO Mnoj
CbMHEHME, BLMNPEKU Ye TO OHEC MMaA peasiHu noamTuye-
CKM M3MepeHUus Ha yyacTue B 06LMsA NpoekT 3a EBpo-
NEencKn Cbro3.

[MocTaBAHETO HA CbBPEMEHHOTO M3KYCTBO B MY3€i
[OHec, He3aBMCUMO Janu ro npu3Hasame unu He, e no-
NIMTUYECKN NPOeKT. To € 0TroBOp Ha BbMNpoca — He ToJl-
KOBa Ha TOBa KOW CMe WM Kon 6sxMe, a Kou nckame ga
6baeM. B To31 cMuchbn HAMa pelueHne Ha npobiema no
nogpasbupaHe. CnycHaT NpoCcTo Taka — OTrope,
Obp>XaBHUAT deux ex machina 6u puckysan He camo Aa
He Bb3CTaHOBW CNpaBeAMBoCTTa U pefa B Kpas Ha
npeLcTasneHneTo, HO U Aa foBeje [0 MNo-rofisiM Xaoc.
Ton 61 nocTasun Havano Ha apyra, nevasnHa gpama,
BPbLLANKKM Ce KbM NpoLeaypaTa Ha LeHTpanM3vpaHo,
BJIAaCTOBO Ha30BaBaHe, 3a KOATO MNULLIE B TEKCTA CU OT
1990 r. Jlbuesap bosp>xues. 3a pasnuka oT npeau
1989 r. o6aye, fHEC TOW He 61 NPEANOXKMIT HUTO SACHA
NAEeonorus, HUTo sicHa Bu3ns. HanpoTue, ToBa, KOETO
6UxXMe NoMy4nnn, e XaoTU4eH, BaBUIOHCKN MUKC OT
TpaavUMOHHO, MOAEPHO, KJ1aCN4eCcKo, OPULMO3HO, He-
KOHBEHLMOHANHO M KaKBO /M He, BCSKO €JHO OT KOUTO
HEsICHO Ce OTHAacs KbM npobnema 3a CbBpeMeHHaTa Hu
naeHTnyHocT. CToM BLNPOCHT: Aanu Nckame na cMme
reTomsnpaHn u MapruHanuanmpand B CO6CTBEHUS CU ek-
30TM3bM 1 HEBB3MO>KHOCT Aa hopMynnpame cbepe-
MEHHA MOAEHTUYHOCT, MOBTAPSANKMN 3a XUASAEH MbT
KJMLweTa n gymu, 3anoysatum c ,He“, unu nckame aa ro-
BOPUM e3MKa Ha rnobanHusl CBAT, B KOWTO camu npa-
BVMM COBCTBEHOTO CU KYITYPHO U MOSIMTUHECKO
HacToswe? B eanHus cnyyam Kpasit BCe HAKaK e HK
6bAe fafeH, BbB BTOPUS — HUE CME HEFOBUTE aBTOPM.

mensions of participation into the common project for a
European Union).

To put contemporary art in a museum today is a political
project no matter whether what we accept it or not. It is
an answer to the question of “who we want to be?” and
not “who we are?” or “who we were?” In this sense there
is no by default solution to the problem. If the state spon-
sored deux ex machina solution is dropped off just like
that it will risk not only to not restore justice and order at
the end of the “performance” but it would lead to even
more chaos. Such a solution would start off a new dismal
drama by turning back to the procedures of a centralized
signification from the position of power to which refers
Luchezar Boyadijiev in his text from 1990. However, un-
like the time before 1989, today such a solution would
not be able to offer neither a clear ideology, nor a clear
vision. On the contrary, what we would get would be a
chaotic Babylonian mixture of traditional, modern, classi-
cal, official, none-conventional and what not — each one
of these items having a totally foggy attitude to the prob-
lem of our contemporary identity. Here is the question: do
we want to be ghettoized and marginalized within our
own exoticism and inability to formulate a contemporary
identity (while repeating for the Nth time cliché and words
starting with the “none-"prefix), or do we want to speak
the language of the global world where we alone are
constructing our own cultural and political present? In the
first instance the end will somehow be given to us; in the
second — we are its authors.



KanuH CepanuoHoB

[lpeacTtaBsam cu
My3es

3a CbBPEMEHHO
N3KYCTBO KaTo
MACTO, KbOETO
HAMa Oa Mu e
CKYYHO, KaKBOTO
N na o3Ha4vaBa
TOBa

MNpe3 1997 r. ce nosiBM egHa BUAEO
TBOp6a, KbAETO BbB (DMHANHUTE M Ha -
nucy Malle cnegHoTo uapeveHue: ,AB-
TopbT 6narogapv Ha Muna, MiBaH n gou.
A-p Py>xa MapwuHcka, ampekTop Ha Ha-
uMoHanHaTa XyLo>KeCcTBeHa ranepus,
Codhus“. BeposaTHO Hsikom xopa Bede ce
cellaT 3a KakBo CTaBa BbMpoc, HO 3a
Tes3u, KOUTO HAMAT AoCTaTbyHO fobpa
BM3yasiHa NaMeT MW MbK He 3HasT, Le
nosicHsl. Bugeoto ce kassa ,My3sesTt —

1-2. Pacum, Kopekyun 2, 2003. [1ByKaHanHo sugeo (no
npennoxenue Ha CeeTna lNeTkoBa, peaakTop, B. Kyntypa)

Rassim, Corrections 2, 2003. Two-channel video (suggested

by Svetla Petkova, editor, Kultura Weekly)

3. Credan Hukonaes, bankaHToH, 2004. HcTanauus
(mo mpeanoxeHrue Ha Becena Hoxaposa, kypatop)

Stefan Nikolaev, Balkanton, 2004. Installation
(suggested by Vessela Nozharova, curator)

4. Hepxo Gonakos, BG 6ap, 2006 (no npeafioxeHne Ha XpucTo

Byues, 3am. rn. pegakTop, B. Kyntypa)

Nedko Solakov, BG Bar, 2006 (suggested by Hristo Butzev,

Deputy Editor in Chief, Kultura Weekly)

Kalin Serapionov

| imagine

the Museum for
Contemporary Art
as a place where
| would not be
bored, whatever
that means

In 1997 there was this video piece and the
final credits said: “The author expresses
gratitude to Mila, Ivan and Ass. Prof.
Ruzha Marinska Ph.D., Director of the Na-
tional Art Gallery, Sofia”. Some people are
likely to guess now what this is all about.
For those who do not — | will clarify. The
piece was titled “The Museum — Cause of
Meeting and Acquaintance”; Mila and lvan
were the only characters and Ass. Prof.
Ruzha Marinska Ph.D., Director of the Na-
tional Art Gallery at the time, gave the per-
mission on behalf of the institution to use
its exhibition halls as location for the
video. | was the author. At the time, | was

npuv4yMHa 3a cpelua v 3arno3HaHCcTBO",
Mwuna v ViBaH ca e AMHCTBEHUTE ,repon’,
a pou. a-p Py>xa MapwuHcka, gupekTop
Ha HXI no ToBa Bpeme, paspeLun oT
UMETO Ha MHCTUTyUMATa B 3anuTe n aa
ce pasurpae v 3acHeme (uMbT. AB-
TOPBLT Ha usnara Tas3u UCTOpUs CbM as.
ToraBa, NpoBOKMpPaH OT HECMOCOBHOCTTA
Ha HaumoHanHaTa MHCTUTyuUMs aa pea-
rvpa Ha CnyyunuTe ce NPOMEHU 1 afek-
BaTHO Aa oTpassiBa npouecuTe B
6bNrapckoTo CbBPEMEHHO U3KYCTBO, Ha-
kapax Muna v MiBaH npoH1M4HO Aa npef-
CTaBAT nMncaTa Ha MHTepec y MNagoTo
MOKOJIEHNE KbM TpaamumsaTa. Bus
dvnma Te pasrne>kgaT ekcnosuumsaTta
Ha My3es NOOTAENHO, HO TaM HaMa
KakBO Aa UM ,XxBaHe"“ oKoTo. B eanH mo-
MEHT ABaMara ce 3acuyaT B e[jHa OT 3a-
MTE M NOrNeanTe UM Ce NPEXBBLPNAT OT
[0CaAHO MO3HATOTO M CKYYHO U3KYCTBO
BbPXy TAX camute. 3abenassar ce, 3a-
no3HaBart ce, pas3roBapsT, MexXay TaX
nnamea MHTUMHA 3akadka, HamupaTt
CKPWUTO MSICTO M Ce HadyKkBaT Habbp30, B
ToanetHute. Cnep KOETO HanyckaT
My3es 1 Ce pa3fensT.

Mo ToBa Bpeme Beye 65X BUAAI HAKON
OT Han-MHTepecHUTe 3anagHoesponein-
CKU My3eun. Bbaxuiasax ce oT Kosek-
unnTe, MecTaTta, KOHTEKCTa, OT
OTHOLLEHMETO Hali-Beye Ha Te3n obLue-
CTBa KbM CbBPEMEHHOTO M3KYyCTBO. [1pe-
Kapsasn CbM TaM YacoBe Hapen v BUHaru
MU Ce uckalle fa Hanpass HeLo, Hs-
KakBa LypoTus, HELLO, KOETO 3a MUT

provoked by the inability of the national in-
stitution to react to the changes and to re-
flect adequately the processes taking
place in Bulgarian contemporary art.

| asked Mila and Ivan to represent ironi-
cally the lack of interest for tradition, which
is typical for the younger generation. What
they had to do in the film was to walk
through the museum exhibits at first, sep-
arately. There was nothing there that
“caught” their eyes. At some point the two
come across each other. They shift their
attention from the annoyingly familiar and
boring art works on the walls onto one an-
other. They notice each other, they meet,
they talk, and there is a spark of mutual
attraction. Soon they find a secluded spot
and make quick love in the toilettes. After
that they leave the museum and go their
separate ways.

At the time | had already seen some of the
most interesting Western museums. | ad-
mired their collections, their locations,
their context and above all — the attitude
towards contemporary art in those soci-
eties. | have spent hours at a time there
and | always wanted to do something,
some kind of tomfoolery, something that
even for only an instant would disturb the
perfection of the environment; something
more stupid than taking photographs with
a flash while waiting for some plump aun-
tie to come running, chastising me. | did
not dare — not that | was afraid; it’s just
that | could not see why.

[opv aa HapyLuum usnaTta Ta3v nepgekT-
HOCT, HeLlo No-Tbno OT TOBA Aa CHMMALl
CbC CBeTKaBuua n BegHara ga gotmya
HSAKOA ,ueéena Jlennyka n ga tm Hanpasu
3abenexka. He nocmsix — He ye ce cTpa-
XyBax, a MpoCTO HsiMallle 3aLo.

[Nopno6Ha naest o6avye MHOro fIeCHO
LJ1enHa“ B HaWus KOHTeKCT. Pelunx, ve
Takasa NpoBoOKauus MOXKe Aa npeamns-
Buka gebart. lNpoabikasam ga cmaTam,
Ye efiHa OT PONUTE Ha XyA0>KHMKA e Aa
snoaceLwa“ obLLecTBOTO 3a HAKOM NpPo-
NyCKMW.

Mpenn okono Mecew B cblyaTa Tasu Ha-
LuMoHarnHa xXyoo>KecTBeHa ranepus ce
npoBeje ABYyAHEBEH pa3roBoOp Ha TeMa
»1PpS6BaT NN HX My3eun u ranepun,
KbAETO Pa3HUN Yy>KAECTPaHHN apXUTEKTH
nokassaxa Kbfe no CBeTa U KakBu My3€eu
ca noCTPOWSIY, HO HAMALLE HUTO eAUH
npochecnoHanncT aa npeacTasu
CbLUHOCTTA Ha Tasu MHCTUTYyums. o
e[HO BpeMe 1ckax ga otuaa no roanet-
HaTa. Hskak ¢y MHCTUHKTMBHO ce 3a-
MbTUX KbM MSCTOTO, KbAETO 65X 3acHenN
cueHaTa € YyykaHeTo. XopaTa ce peasixa
Ha onaluka 3a efiHa kabvHka v He
3Haexa, Ye Ha JOoJSHMA eTax umatle
uenu ase ceoboaHW. Bnssox BbTpe u ¢
ydyaBaHe yCTaHOBWX, 4Ye ToBa e ,,0HOoBa“,
CKPULLIHOTO MSICTO B My3esi. Beuuko cu
6eLue CbLOTO, BpaTUTe, CTEHUTE, MU-
puamara, pasno3Hax YepBeHnKaBsuTe
¢asiHCOBM NJI0YKKM MO CTeHaTa, MMBKaTa,
OPBbXXKMTE Ha BpaTuTte, panbepa. Cme-

However, this idea fitted quite easily into
our local context. | decided that such a
provocation might trigger a debate; | still
think that one of the tasks of the artist is to
“bug” society about its deficiencies.

A few weeks ago in the same spaces of
the National Art Gallery there was a day-
long discussion with presentation on the
same topic — “Do we need museums and
galleries?”. Various guest-architects from
abroad were showing what they had done
somewhere around the world. Yet, there
was not a single professional to elaborate
on the substance of such an institution. At
some point | felt like going to the toilette...
Somewhat instinctively | headed for the
same place where | had filmed the sex
scene. People were cueing for the single
available booth not knowing that there are
two free booths on the lower floor. So,

| went down and surprisingly it turned out
to be “that” same secret place in the mu-
seum. Everything was the same — the
doors, the walls, the smell, and | could
recognize the reddish tiles on the wall, the
sink and the door handles, the bolt. Only
the faucet and the siphon had been re-
placed for obviously they had broken
down after 13 years. The whole scene
came back to my mind. | remembered
how we were crouching in the corner with
the cameraman; how terribly tight the
space was, how little distance we had;
how Ivan was asking if he should take off
her stockings and | was telling him “Yes!”,

HeHu 6s1xa camo YelumaTta 1 cudgoHa,
sIBHO 3a 13 roauHu ca ce nospeaunu. B
Cb3HaHWETO MW BeJHara usnnysa us-
nara cueHa. CnoMHmx cu Kak ce 6saxme
CBWUNN C orepaTtopa B eAuH bIrbil, Kak
6elle aCKM TACHO U HAMaLle AMCTaH-
ums, n kak MeaH nutalwle ga csanuv v
yopanoratiHvka v a3 My Kassax aa, 1 aa
HaTucka Muna manko no-cMeno, Kak Hs-
Malle ToaneTHa xaptus... U kak kato
cBbpLumxa, Muna nycHa yewwumara, oTnm
Masnko Boaa u nsbbpca mueTo cu.

Mocne, pokaTo cnywax ,rofnemMmTe” apxu-
TEKTW rope B 3anaTa, v AafoX cMeTKa
KONKO akTyarneH Mo>ke fa 6bae To3u
BMAeo pvnM gHec, 13 rognHu cnep
cb3paBaHeTo My. Eii Taka, 3apaau He-
cnyumnus ce aebat 3a Myses, nMncara
Ha sicHa NoNMTMKA M TOTANIHOTO HeXxena-
HMe Ha xopaTa, OT KOMTO TOoBa 3aBWCH,
[a npunosHasT npodecmoHanm3mMa KaTo
6a3a 3a pa3BuTne U CbTPYOHNYECTBO.

Bce olle He Mora aa cv npeactaBs
O6baeLmna My3en TyK; He 3HaM Jopu U1
Janv TpsibBa aa vMma TakbB. BeblHoCT
Ton cbectsyBa — MYCW3 n oHasm 6ne-
cTsawa akums ¢ MNMoaysiHckaTa rapa. Ho
ako TakbB My3ei peasiHo ce Cry4u, 6ux
npenopbYan Aa HanpassiT Masiko No-Lwu-
POYKKM TOANeTHUTE, Ye Taka KaTo rne-
Jawm, Le ce HanoXu Aa 3acHema BTopu
ennaog Ha ,My3esT — npuynHa 3a cpeLla
N 3arno3HaHCTBO".

plus that he should fondle Mila with a with
greater rigour; how there was no toilette
paper... And how after they were done
Mila turned on the water, had a sip and
rinsed her face.

Later on while | was listening to the “big-
shot” architects up in the conference
room, | though how appropriate this film
still is today, 13 years after it was made, if
for no other reason then because of the
museum debate that never happened; be-
cause of the lack of clear policy and be-
cause of the total unwillingness of those
people responsible to acknowledge pro-
fessionalism as a basis for development
and collaboration.

| can still not imagine the future museum
here; | do not even know if there should
be one. In fact there already is a museum
— MUSIZ and also that brilliant action at
the Poduene train station in 2005. But if
such a museum would actually be cre-
ated, | would just wish to tell them to make
the toilettes a little bit bigger so that |
would not have to make a sequel to the
“The Museum — Cause of Meeting and Ac-
quaintance”.
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Kpacumup TepaueB

[lpeactaBaTa
3a My3eu

3a CbBPEMEHHO
N3KYCTBO

B bvnrapus B

CTEpPEOo
KapTuyka

KakBo kacae €aVH Xy4O>XHUK Cb3aBa-
HETO Ha TakbB My3ein? be3cnopHo oTro-
BOPBHT HA TakbB MPsiM BLNPOC HE €
€[lHO3Ha4eH U U3BMKBA B Cb3HAHUETO
OH3M NpUYyanvB ePeKT Ha CTEPEO Kap-
Tn4ykaTa, KOSITO MEHW U3rnega cu ¢ npo-
MsiHaTa Ha brbiia Ha rnegaHe.
[BonHaTa ekcnoHaums nposiesiBa 0T
e[lHa cTpaHa eauH naeaneH obpas Ha
My3es, TakbB KakbBTO TOW TpsibBa fa
6bAe, 3a Aa onpaBaae BCUYKU OYakBa-
HUS, HATPYMaHu ¢ roAnHUTE, N OT Apyra:
e[VH BTOpu 06pas, HaTOBAaPEH C BCUYKU
onaceHnss OTHOCHO Bb3MOXXHUTE MyTa-
LumM Ha npeanHusa obpas B npoueca Ha
Marepuannsauma Ha npoekTa.

KaTto npeaneH o6pas My3esiT e HaToBa-
peH C NpekoMepHU Haae>Xanm n HerosoTo
6e3KkpaliHo oTnaraHo crny4saHe ycunsa
Te3n o4akBaHus. B Hall-enemeHTapeH
nnaH ToBa e churypa Ha umnynca Ha
caMo-KoJioHM3Mpatlarta ce kyntypa'! ot
Tuna ,bvnarapus e egMHCTBEHaTa cTpaHa
B EBpona, kbaeTo HaAma My3sen 3a
CbBPEMEHHO M3KYCTBO", ourypa, OCHO-
BaHa Ha nuncaTa. B To3un nunnceaLy
06eKT ce MHBECTUpAaT Hane>XXau 3a neru-
TMMauusa Ha CbBPEMEHHUTE Xy OO>Ke-
CTBEHU NPAKTUKHN.

TakbB My3ein ce NpuBM>KAa KaTo AOM Ha
TEe3n NpakTUKK; Xpam, KOMTO Aa NpuioTh
,BpBaLMTE” B CbBPEMEHHOTO U3KYCTBO
N TEXHUTE pUTyanu Kato rm oTaenmn ot
CbllecTByBalmTe KynToBe” (Tpaau-
uMMTe 0O MOMEHTA) M UM Aaje cTaTyT Ha
LKYNTYPHO HacnencTso“ OT HaUMOHaHo
3HayeHue; 1 B KpaiHa cmeTka aa npu-
MUPU ,HaLMOHANHOTO" U ,MHTEepHaLMo-
HaNHOTO", MbPBOTO BUAENKM YacT OT
yTBbpAeHaTa MHCTUTyLMOHaSHa KyI-
Typa, n BTOPOTO, 6Maenkn B normkara Ha
[VCKypca Ha CbBPEMEHHOTO M3KYCTBO.
Mo-HaTaTbK My3esiT 32 CbBPEMEHHO 13-
KyCTBO Ce 04akBa Aa Cb3faje LeHTbP,
CTaHAapT 1 HMBO, OKOJIO KOMTO Aa ce
CTPYKTypupaT nasapHv OTHOLLEHWS: Npe-
CTUXKBT Y pa3MepbT Ha UHBECTULMAUTE B
efHa HauvoHanHa obLlecTBeHa Kosek-
Uns Wwe CTMMynnpa MHAMPEKTHO Cb3a-
BaHETO Ha TbpCeHe Ha NoAo6HU
npou3BedeHns U aBTOpPW Ha nasapa Ha
N3KYCTBO, Ype3 pasLLumpaBaHeTo Ha Kpu-
TepuuTe 3a pa3meHHa CTOMHOCT Ha Mpo-
n3BefeHNeTo N3BLH KiveTaTa 3a
Kracu4ecku matepuanu, popMaTti n
UMeHa OT NONyNSPHUTE KHUXKKK 3a U3KY-
CTBO.

W nocnenHo: TakbB LUeHTpaneH 06eKkT ce
oyvakBa fa CTPyKTypupa rno-sicHa cueHa
Ha M3KyCTBOTO B CTpaHaTa; Aa oTAenu
€[IMH HOB ,MEeNHCTPUIM“ OT anTepHa-
TUBHU OOPMU, NPAKTUKK 1 cTpaTeruu; aa
pasnenv ,no-KkoMmepcuanHu“ opmu ot
L,N0-pagnKanHun®, HenpuMMpMUMK € Nasapa
cTpareruu.

Tosun npeaneH o6pas 6vsa 3ambpceH
npeav Aa e nomnyynn siCHU oYepTaHus oT
onaceHusaTa 3a ToBa B KakBO MOXXe Ha
npaxkTuka fa ce npeBbpHe NPOeKTbT
Ype3 HamecaTa Ha HeKoMMeTeHTHa aa-
MWHUCTPALMNS N YACTHN (PUHAHCOBM WH-
Tepecu. 3HauuTe 3a cueHapum oT TakbB
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TWM He NMNCBAT: NPECKOH(epeHUmMs?, Ha
KOSITO CTaBa $ICHO, Ye € B XO[4 NPOeKT 3a
My3eil 3a CbBPEMEHHO U3KYCTBO C He-
SICEeH cTaTyT, 6€3 NnaHvpaHa u u3sicHeHa
Konekuwms, 6e3 fa uma obLlecTeeHa amc-
Kycus n 6e3 aa e 06s1BeH KOHKYpC 3a ap-
XUTEKTYPEH NpoekT. [locneasanoTo
yBONHeHne Ha aupektopa Ha HXI™ — uHu-
umMaTop Ha nNpoekTa, 0T MMHUCTbPA Ha
KyfnTypaTa, 3a Cb>xasieHue He aage oTro-
BOPW Ha HESICHUTE N BEPOSITHO HEMO-
CWIHK 3a Obp>KaBHaTa aAMUHUCTPALMS
BbMNPOCK 3a Npoduna Ha My3est U Konek-
umsTa. ToBa yBonHeHne cbbyam no-
CKOpO BbMNpOCa OT HEMPO3Pa4HOCTTa Ha
nHMUMaTuBaTa v e NPoAMKTYBaHO Uiu
0T Ny6nnyHaTa npeckoHdepeHUUs,
KOSTO M3BAAM HAsiBE BCUYKM BUCSLLM
Bbnpocu. BmecTto otroBopn MuHm-
CTEPCTBO Ha KynTypaTta faje xo4 Ha
olLle No-rpaHAMo3eH NPOEKT 3a TpaHc-
¢hopMUPaHETO HA USANOCTHUSA My3€e€eH
nensa>k Ha Cocuse, B koTo My3esaT 3a
CbBPEMEHHO M3KYCTBO NPOCTO NOTHbBA B
HEBMAUMOCT Ha (hOHa Ha OLle Mo-Tex-
KMTE NpobniemMun, ako He Apyro TO camo
nopaau mawaba Ha ruraHTckaTa vHu-
LunaTmBa U MHOIMO Mo-CUiHKS 3a ,Hapoaa“
npuTerateneH obpas Ha ,bbnrapckus
Jlysbp“. [pn HOBMS MeAMEH LLyM OKOJI0
»JlyBbpa“ ma BepossTHoCT My3ein 3a
CbBPEMEHHO M3KYCTBO BCE Nak Aa ce
nosiBn Ha 6511 CBSAT, HO TUXOMBJIKOM, C
aHEMUWYEH U HESICEH BMJ W KOHLenums,
faney ot NpogrecMoHanHnTe cTaHaapTm
n 6e3 0cobeH edhekT 3a NOBMSBAHE Ha
LSINMOCTHOTO HMBO Ha cleHaTa.

[pyr Bb3MO>XeEH cueHapwii e B Cb3aasa-
HETO Ha My3es 32 CbBPEMEHHO U3KYCTBO
[a ce HaMecAT CUIHU (PUHAHCOBU UHTE-
pecu 1 fa BUAMM KOJNEKUMS, KOATO pe-
npe3eHTnpa pasnn4Hn BKycoBe Ha
4YacTHN ,MHBECTUTOPU®, HO MO HUKAKbLB
Ha4uH He pednekTmpa BbPXY ,Knsmte*
XY[0>XECTBEHM NPaKTUKKN OT Han-HosaTa
HW NCTOPUS U UHTErPUPAHETO UM B
TbKaHTa Ha MeXAyHapoaHW NpPoLecu.

HamureaHusi B Ta3n nocoka oT nocnen-
HaTa roavHa He nunceart. bsaxme ceuge-
TEeNn Ha rpaHAno3eH 65CcKaB CNeKTakb
CbC CBETOBHM 3BE34M HA (poHa Ha U3-
no>k6a Ha KUTanckym CbBpPEMEHEH aBTop.
3anoyHaxme ga ce c6nbCKBame Mo ynm-
uMTe NepuMoaunyHoO ¢ nuuata Ha Janw,
lMvkaco, a B nocnefHnTe AHM U C TOBA Ha
[eriMnbH XbpcT. He e cbBceM SICHO Bce
OlLle cUrHan Ha KakBo ca Te3u nopeavum
OT CbOMTUS, HO ClyYBaHETO MM BCE B
pamkuTe Ha nocnegHara rognHa o3Ha-
YyaBa, Ye Han-MankoTo 3BYKbT Ha CbYe-
TaHWEeTO ,,CbBPEMEHHO U3KYCTBO"
3ano4sa aa npuaobusa v nasapHu n3me-
peHus. Konern 6saxa My paskasBasnu Kak
NoA06HM NpoLecu ca ce CRy4Yvnn Beye B
LAPYrv CTPaHun B NEPUOA Ha Npexoa: YH-
rapusa n Yexusi. B MOMeEHTa, B KOWTO B
Te3u CTPaHu ca ce NosiBUIM KONEKUMO-
HEPCKM MHTEPECU KbM CbBPEMEHHO U3KY-
CTBO, T€ Ca MWHANN MbPBOHAYANHO Npe3
KONEKUMOHUPAHETO Ha CBETOBHM ,rO-
peLumn” umeHa, npeau aa pasbepar, ye
BCbLUHOCT MMAT LUAHCOBE 32 MHOIO Mo-
ABTEHTUYHN KONIEKLMN OT aBTOpU OT
pofHaTa cu cTpaHa.

AKO 13pasvmM ropHuTe ABE CTPaHM Ha
CTepeo 06pasa B NONIMTUYECKUN KaTero-
pun, BBNPOCHT €: e ce Harbpbu nn My-
3eAT 3a CbBPEMEHHO U3KYCTBO B
Bbnrapus ¢ onpeaeneHy counanHu oTro-
BOPHOCTU KbM NpekbcHaTaTa npeau 20
FOAVNHM NCTOPUS HA U3KYCTBOTO B CTpa-
HaTa 1 KbM >XXUBUTE XYLOXKHULM, KOUTO,
BbMNPEKN HEMMUXKMPAHETO, Ca OCHOBHUTE
NPON3BOANTENN HA CbAbP>XXAHWE, aKTya-
nm3unpalo kyntypata Hu? 3awoTto
OTBBb/A MOBTAPSHUTE KATO MaHTpW Kn-
LweTa 3a KynTypHOTO HAacneacTso OT
TpakuTe, CPEAHOBEKOBMETO M Bb3park-
[LaHeTo, BCe Nak Kyntypara ce Hy>kaae u
OT aKkTyanuavpaHe KbM AHELUHUS AeH

Mnu we cu 3aTBOpM 04MTE 3a NPEKbCHa-
TUTe obpasoBaTesiH1, COUMANHN 1 ANC-
KYPCUBHN (DYHKUMWN Ha KYNTYpHUTE
MHCTUTYLUUUN KbM HaCcTOALLETO U Hamn-
6nm3KaTa UCTopust U CTPUKTHO crnef-
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Myseii B ecpupa / Museum on the Air

1. CredbaH Hukonaes, [TaveTHuk rpn nameTHuk, 2003. AKums, BUEO W (DOTO JOKYMEHTaLMS

(mo mpeanoxerue Ha [iuana Monosa, KPUTKK)

Stefan Nikolaev, Monument to monument, 2003. Action, video and photo documentation

(suggested by Diana Popova, art critic)

2. bopsiHa BeHuucnaBoBa, B1Coky vy niaHuHu, pexkn n 3natHu pasHuHm, 2009. Bugeo

(mo mpeanoxerue Ha [iuana Monosa, KPUTKK)

Balkun Heo-nmbepanHus Mogen, Le ce
aHra>kvpa c YvMCcTo penpe3eHTaTUBHM
OyHKLUMKN, OCHOBABAMKN Ce HA NMMMNEPCKM
CYMBOM Ha cnasa 1 MoLY OT Tuna Ha
JlyBbpa“?

OT XOpu30HTa Ha Xy A0>KHUK C 6bArapcko
rpa>kaaHcTBo TpsibBa BCe nak Aa npu-
3Has, Ye My3esiT He e 06eKTbT, KOWTO e
OTroBOPW Ha TPaBMaTUYHUTE NUMNCK Ha
cueHaTa HM Ha U3KYCTBO 1 M30/IMPaHoOTO
My nosiBsiBaHe; 6e3 octaHanuTe erne-
MEHTW Ha USANOCTHA KyNTypHa nonutmka
MHOIO Masiko BCbLUHOCT MO>Ke Aa no-
B/IMSie HA NpaKTMKaTa Ha XyA4Oo>XHUKa.
AKO 0THOBO BM3Mpame 6MMUS Ha MU-
HucTbpa JlyBbp, TON € 06eKT Ha UMnep-
cKa cfaBa v MHTepec OT cTpaHa Ha
TYpUCTUTE, HO € 6e3 3Ha4eHne 3a PyHK-
LMOHUPAHETO Ha cLeHaTa Ha U3KYCTBO
BbB ®paHums. OcseH Jlysbpa B Mapux
OYHKUMOHMPAT OLLe AeCeTKN apyru
My3eun 1 efiHa ekocpea OT KoMepcuasHm
ranepuu, obecTeseHn nnatopmm 3a
eKCrnepuMeHTn n gebat, HedhopmasHu
MHMUMaTMBKM 1 T.H. Takasa ekocpeaa He
€ MPOCTO eKcTpasaraHTeH JyKc, a OTro-
BOP Ha pasnn4HUTe HY>XAM Ha >Xusarta
Ky/ITypa: OT KOPeKTVBa Ha KpuTukara u
eKcrneprvMeHTa ¢ HoBU hopMK, ANCKY-
cusaTa n 06pa3oBaHNETo, [0 penpeseH-
TauusitTa 1 onasBaHeTo Ha UcTopusTa.

Tasm ekocpepa e HelwoTo, KOeTo iMncea
Ha MEH KaTo XyAO0XHWK, Ha 06LLHOCTTA,
Ha Ny6nMK1Te, Ha cLeHaTa, 1 e HeLwo,
KOETO MOXKe Jia ce MosiBU He C My3ew, a
CbC cTpaTerus U NonnTUKK, KOUTO pas-
no3HaBaT »kuBara KynTypa KaTo cTpaTe-
rMYecKo NPOCTPaHCTBO, KOETO Aa ce
noanomara v pasBuBa B AbJIrOCPOYHA
nepcnekTmBa.

1. KboceB, Anekcanabp. Cncbuy Ha 0TCHCTBALLOTO. //
BunrapckusaT kaHoH? Kpuaata Ha MTepaTypHOTO Ha-
cneactso. C.: AnekcaHabp MaHos, 1998

2. ®unesa, Jlopa. Codhms e ma My3eii Ha CbBPEMEH-
HOTO M3KYCTBO, B: B. [IHeBHMK, 18 maii 2009

3. AHesHuk, My3eute B Cochust — CbbpaHu B 4eTvpH KOM-
nnekca, B: B. [lHeBHuK, 21 cheBpyapyn 2010

Krassimir Terziev

The notion of
the Museum for
Contemporary
Art in Bulgaria
as a

Stereo
Postcard

Why should the establishment of such a
museum be of any concern to an artist?
Undoubtedly, the answer to such a direct
question is not singular. It brings to mind
the weird visual effect of the stereo post-
card where the image changes according
to the shift in the viewing angle. The notion
of the museum is double folded just like a
stereo postcard in as much as it brings to
mind a double image: a/ the ideal image of
the Museum as it should be in order to ful-
fill all expectations that have accumulated
over the years; and b/ there is that second
image, which is overloaded with apprehen-
sion about the possible mutations of the
ideal image during the process of material-
ization of the whole project.

As an ideal image the museum has to
shoulder the burden of all those excessive
hopes while the constant postponement of
its opening is only reinforcing the expecta-
tions. At its core that is a figure of the im-
pulse of a self-colonizing culture' and
saying of the kind of “Bulgaria is the only
country in Europe where there is no mu-
seum for contemporary art”. That is a fig-
ure of speech based on a lack. This
lacking object is invested with hopes for le-
gitimating the contemporary art practices.

Such a museum is seen as the home for
these practices; a temple which will shel-
ter contemporary art “believers” and their
rituals by distinguishing them form the al-
ready existing other “cults” (the tradition

until now) and by awarding them the sta-
tus of “cultural heritage” with national sig-



Boryana Ventzislavova, High blue mountains, rivers and golden plains, 2009.
Video (suggested by Diana Popova, art critic)

3. Vonko CTosiHOB, [eoroTok, 2010. YXuBonue (Mo npeanoxeHine

Ha MpuHa eHoBa, foueHT, HBY)

Yonko Stoyanov, Geostream, 2010. Painting (suggested by Irina Genova,

Associate Professor, New Bulgarian University)

nificance. Ultimately, it will have to recon-
cile the “national” with the “international” —
the first being part of the established insti-
tutionalized culture and the second — part
of the discursive logic of contemporary art.

Furthermore, the museum for contempo-
rary art is expected to establish a center, a
standard and a level of quality, which will
be the central structure for the develop-
ment of an art market — the prestige and
the size of the investments into a national
public collection will stimulate indirectly the
demand for such artworks and artists on
the actual art market by expanding the cri-
teria for the exchange value of the artworks
beyond the cliché about the traditional ma-
terials, formats and names that have been
made popular by art books for kids.

Lastly, such a centrally positioned subject
will be expected to strengthen and clarify
the structure of the art scene in the coun-
try; to nominate a new “mainstream” of al-
ternative forms, practices and strategies;
to distinguish the “more commercial” art
forms from the more “radical” strategies
that are irreconcilable with the market.

That ideal image however is being polluted
even before acquiring a more clear shape
because of the fear of what might actually
turn out to be the practical realization of the
project when the incompetent state admin-
istration and private financial interest inter-
fere. The giveaway sings for such a
scenario are here already — there was a
press conference? in May 2009 in Sofia
where it became clear that a project is in
progress to establish a museum for con-
temporary art with an unclear status, with-
out a plan for a collection, without either a
public debate or a public competition. The
following dismissal soon after of the Direc-
tor of the National Art Gallery, the initiator of
the project, by the new Minister of Culture
unfortunately did not give any answers to
those questions about the profile of the mu-
seum and its collection that are still quite
murky for the state administration and very
likely beyond its understanding and ability
to answer. The dismissal raised however
the question if it is triggered by the lack of
transparency of the whole initiative or by
the public effect of that press conference,
which brought up all unanswered ques-
tions. Instead of giving answers, the Min-
istry of Culture started one even more
grandiose project for the transformation of
the entire museum landscape of Sofias.
The Museum for Contemporary Art is just

=
o — -
S

buried there and becomes invisible against
the background of even greater problems if
for no other reason than because of the
sheer magnitude of that gigantic initiative
and the rather more attractive “for the peo-
ple” metaphor of the so called “Bulgarian
Louvre”. Given the loud media noises sur-
rounding the “BG Louvre” it is possible that
a Museum for Contemporary Art will be es-
tablished but kind of quietly, with an anemic
face and unclear concept, far away from
any professional standards and without any
effect on the life of the whole scene.

Another possible scenario is that the
process of establishment of a museum for
contemporary art will be infiltrated by pow-
erful financial interests. Then we will see a
collection, which is representative of the
personal taste of some private “investors”
but does not in any way reflect on either
the actual “living” art practices from our re-
cent history or their integration within the
fabric of the international art process.

There were plenty of hints pointing out to
this scenario recently. In the summer of
2010 we witnessed a grand glossy specta-
cle with international celebrities as a back-
drop to the opening of an exhibition by a
contemporary Chinese painter. We started
seeing the faces of Dali and Picasso, and
lately — of Damien Hirst, on the streets of
Sofia with an alarming regularity.

It is not yet clear a sign of what is the se-
quence of these events but the fact that
they are happening all within the span of
the last one year probably means that at
least the sound impact of the phrase “con-
temporary art” is acquiring distinct market
aspects. | have heard from colleagues that
similar processes took place in Hungary
and the Czech Repubilic for instance -
countries in transformation just like Bul-
garia. When in those countries there ap-
peared collectors’ interest for
contemporary art those people started col-
lecting the “hot” international names first.
Eventually they realized that they can
compile rather more authentic collections
if they start acquiring the works of artists
from their own country.

If we try to formulate the two sides of the
stereo-image described above in political
categories the question would be:

a/ will the Museum for Contemporary Art
in Bulgaria take on certain social responsi-
bilities for the history of recent art that in
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this country was broken 20 years ago, as
well as for the living artists who, in spite of
all negligence, are the main producers of
meaning, which is revitalizing our culture?
That’s because beyond reciting the
mantra of the cultural heritage of the an-
cient Thrace, the Middle Ages and the Na-
tional Revival period, culture is after all in
a need of upgrade right now;

or b/ it will close eyes for the disturbed ed-
ucational, social and discursive functions
of all cultural institutions today and will
have no respect for the recent past, and
while following strictly the neo-liberal
model, it will engage with purely represen-
tative functions motivated by imperial-kind
of symbols of might and glory of the type
of the “BG Louvre”?

From the point of view of an artist with a
Bulgarian passport, | must admit that the
museum is not the subject, which alone
would compensate for the traumatic deficit
of art (and its presence) on our scene.
Without at the same time taking on all the
elements of a complex cultural policy it will
in fact not influence significantly the prac-
tice of the artists. If we once again look at
the Minister of Culture’s beloved Louvre
Museum in Paris — it is a point of imperial
glory and touristic interest but it plays no
role in the functioning of the art scene in
France. Besides the Louvre there are
dozens of other museums functioning in
Paris. There is also a multitude of commer-
cial galleries, public platforms for experi-
mentation and debate, informal initiatives
and so on. Such a healthy environment is
not only a matter of extravagant luxury but
an answer to the living culture — from the
corrective function of critique and experi-
mentation with new forms, through debate
and education, all the way to representa-
tion and preservation of history.

Such an environment is the thing that | am
missing here as an artist, and so is the art
community, the audience, the scene. This
is something that will come to life not with a
museum but with a strategy and policies
that recognize the living culture as a strate-
gic space, which must be nurtured and
supported with a long term perspective.

1. Kiossev, Alexander. Lists of what’s missing. In: “The Bul-
garian Canon? The crisis of literary heritage”. Ed: Alexan-
der Panov, Sofia 1998 (in Bulgarian)

2. Fileva, Lora. Sofia will have a museum for contemporary
art. Dnevnik Daily, May 18th 2009 (in Bulgarian)

3. Museums in Sofia — bunched up in four groups. Dnevnik
Daily, February 21st 2010 (in Bulgarian)

Hepko Conakos

Nedko Solakov

Selected Public
Collections

About Change Collection, Berlin
Burger Collection, Berlin

Cal Cego - Colleccion de Arte
Contemporaneo, Barcelona

Caldic Collectie B.V., Rotterdam

Casino Luxembourg — Forum d’art
Contemporain, Luxembourg

Castello di Ama, Ama, Italy

Castello di Rivoli Museum
of Contemporary Art, Rivoli

Center for Contemporary Art,
Ujazdowski Castle, Warsaw

Collezione La Gaia, Busca, Italy
Deutsche Bank Collection, Frankfurt
De Vleeshal, Middelburg, NL

Ellipse Foundation Contemporary
Art Collection, Lisbon

Fonds National d’Art Contemporain,
Paris

FRAC Bourgogne, Dijon

FRAC Bretagne, Chateaugiron

FRAC Languedoc-Roussillon, Montpellier
Institut Mathildenhoehe, Darmstadt
Joslyn Art Museum, Omaha, USA

Herning Kunstmuseum, Herning,
Denmark

Kunsthaus Zurich, Zurich
Kunstmuseum St. Gallen, St. Gallen
Ludwig Museum, Aachen / Koblenz
Ludwig Museum, Budapest
Moderna Galerija, Ljubljana

Musee d’Art Moderne Grand-Duc Jean,
Luxembourg

Musee d’Art contemporain de Lyon, Lyon
Museum Frieder Burda, Baden-Baden

Museum fiir Moderne Kunst,
Frankfurt am Main

Museum moderner Kunst Stiftung Ludwig
Wien / Vienna

Museum of Art and Design / MARTa,
Herford
Museum of Contemporary Art, Chicago

Museum voor Moderne Kunst, Arnhem,
The Netherlands

Sammlung Hauser und Wirth, St. Gallen
Sammlung EVN, Vienna

Stedelijk Museum voor Actuele
Kunst / S.M.A K., Ghent

Stedelijk Van Abbemuseum, Eindhoven,
The Netherlands

Tate Modern, London

Teylers Museum, Haarlem, NL

The Dakis Joannou Collection, Athens

The Ella Fontanals-Cisneros Collection,

Miami

The Israel Museum, Jerusalem

The Museum of Contemporary Art,
Skopje

The Museum of Fine Arts, Budapest

The Museum of Modern Art, New York

The National Library, Luxembourg

The New Museum of Contemporary Art,
New York

Thyssen-Bornemisza Art Contemporary,
Vienna

Ulmer Museum, Ulm
UniCredit Group Collection, Rome

Villa Merkel, Esslingen am Neckar,
Germany

BusyaneH cemunap / Visual Seminar
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Mys3eii B e¢pupa / Museum on the Air
1. Jlvuesap Bospxues, Past Ha bunbopaa, 2005. 19 gurutanHu rpachmkm
(no npeanoxenue Ha Mapus Bacunesa, rnaseH ypearuk, CIXI)

Luchezar Boyadijiev, Billboard Heaven, 2005. 19 digital prints (suggested by Maria Vassileva,
Chief Curator, Sofia Art Gallery)

2. NMetwp [loues, Kommno3nyms ¢ kBagpar 1 Kpbr. YXMBOMKC (MO NPEANOXXEHNE
Ha CTaHucnas Mamyk4ues, XyAOXKHNK)

Petar Dotchev, Composition with a square and a circle. Painting (suggested by Stanislav
Pamukchiev, artist)

3. Mapuena emuwesa, Fashion Fire, 2003. [TbpthopMaHc, BUAEO (MO NPEeAN0XEHNE
Ha [naHa lonosa, KpUTWK)

Mariela Gemisheva, Fashion Fire, 2003. Performance, video (suggested by Diana Popova, art critic)

BusyaneH cemuHap / Visual Seminar

3allo nocewjaBaTe My3eu 3a CbBPEeMEHHO U3KYCTBO?

Why do you visit museums for contemporary art?

Meopru NocnoanHoB
nmncarten

Mo cblaTa NnpuynHa, No KOATO XyAO>XKHU-
LuMTe YeTaT CbBpeMeHHa nuTepaTypa (Ha-
OsiBaM ce), XOAAT Ha TeaTbp v np.
[o6pusaT ctap XemuHryen HacTosiBalle B
e[iHa OT feceTTe C1 3anoBeam KbM nuca-
Tenute: [ nepante >xxusonuc. Npeanona-
ram, Ye C fHellHa aara 6y 3anossigan:
JlocellaBsante My3en 3a CbBPEMEHHO U3-
KycTBo". C Apyrv1 aymu My3esaT 3a CbBpe-
MEHHO M3KYCTBO € HEOOXOAUM Ja>Ke He
TONIKOBA 3a xopaTa OT BM3yanHus 6paHLu,
NN HE CaMO Ha TSX, HO U Ha Te3u OT
BCUYKM OCTaHanm n3kycrtsa. TAXHOTO Jito-
60nMTCTBO € BaXkKHO. [MoaobHM npocTpaHx-
CTBa pasLwmpsBaTt 3HaHWETO U
Cb3HaHMETO HKM 3a cebe cu u ceeTa. [lHec
n Tyk. OTCBHCTBMETO HA NOA06EH My3€eii B
Bbnrapus cbLUo € eanH Bua My3seit. Ho
My3€ei Ha COBCTBEHOTO HU OTCHbCTBME.

Georgi Gospodinov
writer

For the same reason artists read contem-
porary literature (I hope), go to the theater
and so on. In one of his Ten Command-
ments for Writers good old Hemingway
prescribed “Look at paintings!” | suppose
that nowadays he would command: “Go to
museums for contemporary art!” In other
words, the museum for contemporary art
is a necessity not so much for people from
the visual arts, or at least not just for them,
but for all art forms. Curiosity is what mat-
ters. Such spaces expand our knowledge
and awareness both about the world and
ourselves. Here and now. The absence of
such a museum in Bulgaria is indeed a
“museum” on its own. That however, is a
museum of our own absence.

BosiHa lNonosa
NHBECTULMOHEH 6aHKep

3a na nogabp>XamMm MUCHJITA CU BbB
opma.

3awoTo paboTmTe NpoBoKMpaT, no-
psioKo 06pasosaT, Han-paako ransT
OKOTO.

3all0TO CbBPEMEHHOTO U3KYCTBO € UH-
TEPAUCLMIMIIMHAPHO U HEe Ce CbobpassiBa c
rpaHnuUn, KakBoTo € U exxeaHeBUETO M.
M Han-Ba>XHOTO — 3aLI0OTO CbBPEMEH-
HOTO U3KYCTBO aKTuBMpa OTHOLLEHNETO
MU KbM >XXMBOTA HA BCUYKKN HMBA.

Boyana Popova
Investment Banker

To keep my mind fit.

Because the artworks there are provoking,
sometimes educating, and most rarely —
tender to the eye.

Because contemporary art is interdiscipli-
nary and does not recognize borders just
like my daily existence.

And above all else, because contempo-
rary art activates my relationship with life
on all possible levels.

SlBop Mpaes
TeaTparneH pexxmcbop

[MocewaBam My3enTte 3a CbBpeEMEHHO
M3KYCTBO OT JIF060B KbM BEYHOCTTA.

Javor Gardev
Theater Director

| go to museums for contemporary art out
of love for eternity.

CtecdaH KomaHnapes
KNHOPEXXNCbOP

lMocelwlaBam TaknBa My3eu, 3a ga no-
rnefHa Ha cBeTa no eauH pasnuyeH
HauuH. [la n3bésaram oT TpuBMAaNHUA U
BCEKMOHEBEH nornen, na cu ,oceexxa’

cBeTornena, ga ro ,nogmnansa”, ga ce
BakKCMHMpPAaM CpeLLy cKykaTa 1 HaBumKa...
PasxonknTe Mun Ha TakmBa MecTa Me
noaabp>xaT nMobonMTEH M B AyXOBHA
¢dopma... Hecto n3uessa npeacrasarta
3a BPEMETO, YeCTo ce ,ry6s“ — B nobpus
CMWCBHN Ha aymarTa... [NpoBokauusaTa u
¢daHTasnsaTa Ha Te3n My3eun Me cnacs-
BaT OT NPUMWPEHMETO Ha exkeaHe-
BMETO...

Stefan Komandarev
Film Director

| go to such museums to see the world in
a different way; to get away from the triv-
ial, everyday-life outlook on things; to “re-
fresh” my attitude to the world and to
“rejuvenate” it; to get a shot of vaccine
against boredom and habit... My visits to
such places keep me curious and in good
spiritual shape... There the notion of time
tends to disappear only too often; | am
often “lost” in the good sense of the
word... The provocation and the sense of
fantasy of these museums save me from
the resignation of daily life...

KpuctanuHa Neopruesa
EBpokomucap ot bbarapus, otrosaps 3a
pecopa ,Me>ayHapoaHO CbTpyLoHUYe-
CTBO, XyMaHUTapHa nomMmoLl 1 peakuums
npv Kpuan®

B My3eli Ha CbBPEMEHHOTO M3KYCTBO
CbM B CBETa Ha N306pa>keHMeTo 1 Ha
mnaauTte xopa. B Mocksa Mu Hanpasm
MHOIO CUJTHO BrievaTieHne KOJKO ToBa e
"hip" 3a 20 rognLLIHUTE U KaK TAXHOTO
nNpucbCTBUE enekTpucmumpa aTtmocde-
paTta B My3es.

Kristalina Georgieva

European Commissioner (from Bulgaria)
for International Cooperation, Humanitar-
ian Aid and Crisis Response

When at a museum for contemporary art
I am in the world of the image and of
young people. In Moscow for instance,

| was strongly impressed how “hip” this is
for the 20-year olds and how much their
presence in the museum electrifies its at-
mosphere.

PymsHa YepBeHkoBa
pefakTop, B [JHEBHUK

["feHepanHo — nNo cbLyaTa NpuyYmHa, no
KOSITO nocellasam 1 My3eu, ranepum un
BCSKAaKBMW KyNTYpHU LeHTpoBse. [lokon-
KOTO TO3U POJ NPEXUBSBAHMSA CU JOCTa-
BSIM NPEAMMHO B Yy>k6rHa — 1 3apaam
¢rakTa, 4e My3eunTe 3a CbBPEMEHHO U3-
KYCTBO Ca HEU3MEHHO aKLeHT B TYpUCTU-
yeckuTe rangose. (3a bvnrapusa Tosa 6u
Ba>kaso oLle noseye, Tbil KaTo 1 6e3
[pyro He pasnonarame C Kofiekumn ot
CBETOBHM MancTopu NPUMEpPHO.)
CneumdmnyHO — HaBCSKbAE, KbAETO CbM
6una B TaKkbB My3€ei, MSCTOTO € U CTe-
CTBEH LUEHTBbP 3a CoUMasnHn KOHTaKTu 1
npekapBaHe Ha HSKakBo CBOGOHO
BpeMe, Npu ToBa B ,rapaHTMpaHa“ cpeaa
n atmocdepa. VMimam npeasua kaeHe-
Tata KbM My3euTe 1 T.H.

TakoBa MSACTO onpefenieHo nuncea B
Codoms 0T MHOIO BpeMe Hacam.

Roumiana Chervenkova
Editor, Dnevnik Daily

In general — for the same reason | go to
museums, to galleries and all kinds of cul-
tural centers. These experiences | usually
treat myself to when | am abroad, not
least because of the fact that museums for
contemporary art are invariably a highlight
in the tourist guide books. (That would be
even more important for Bulgaria because
we do not have collections of the great
world masters in the first place)



More to the point — wherever | have been
to such a museum the place is also a nat-
ural center for social contacts and spend-
ing of some free time, in a “safe”
environment and atmosphere. Naturally |
mean the museum cafeteria.

We definitely miss a place like that in
Sofia.

CtedaH Tacdpos

NMnocnaHunK

MowuTte mopaenu ca My3sesiT 3a MOAEpPHO
nskyctso (MoMA) B Hto Mopk n TenT Mo-
nepH B JToHgoH. Te3n my3eu ca Hanpa-
BEHM Taka, Ye Cb3JaBaT KOHTEKCT Ha
CbBPEMEHHOTO U3KYCTBO, UHTErpupaT
HEroBMs MHTEPAKTMBEH XapakTep, a
WUMEHHO, Ye TO Ce Jonpass, AOBbpLUBA
OT TO3W, KOWTO ro rnega. Te B3emar
TOoBa NpeABMA M Taka cb3aasaT cneum-
duueH sup npexknssisaHe. Ocob6eHo
cnep pemoHTa cm MoMA e egHo cneuu-
anHO MACTO CbC Cob6CTBEHa aypa. 3a
MEH MHOIO CUJIHO U UHTEPECHO € U MS-
CTOTO KpaW pexka XbACbH, KbETO ca U3-
NIO>KEHW rofieMmnTe nHcTanaumm, KonTo
UMaT Hy>XJa OT MPOCTPaHCTBO U He
Morat ga 6bAaT NoMecTeHu B crpaga
(Dia:Beacon — 6.peg.). icka mu ce B
Bwnrapus pa nma Takosa MsCTO. ToBa
61 610 MHOrO MHTEPECHO M 61 NpK-
BNsKNO TypucTtun. Pasbupa ce, nocewla-
BaMm My3eu 3a CbBPEMEHHO U3KYCTBO U
3awoTo Te umat rnobaneH obcer. MoMA
unu TelT He ca caMO amMepUKaHCKM unu
aHrnuiickn. Te ca rnobanHum n B Tax
4YOBEK MO>Ke [ia BMAM KaKBO Ce Cly4Ba
no ceeta. IHTepecHu ca Mun 1 ronemuTe
TEMaTUYHN U3N0>KOM, KOMTO OXKMBSABAT
My3es. [Tokpan Tax YoBeK BM>KAa OTHOBO
M NOCTOSIHHATA KoNekums Ha my3ses. Te
LONpMHAcAT KbM ApYyruTe AeNHOCTU Ha
My3es KaTO U3aBaHeTO Ha KaTanosau,
OpPraHn3MpaHeTo Ha CEMUHAPW U T.H.

Stefan Tafrov
Ambassador

My models are the Museum of Modern Art
(MoMA) in New York and the TATE Mod-
ern in London. These museums are sim-
ply made to create a context for
contemporary art, to integrate its interac-
tive nature, in the sense that this kind of
art is completed and finalized by the
viewer. These museums take that into ac-
count and create a special kind of experi-
ence. After its latest renovation the MoMA
has become an even more special place
with a specific aura. To me the place near
the Hudson River where they display huge
open air installations that need space and
could fit indoors is very powerful and ex-
tremely interesting. | wish there was such
a place in Bulgaria as well. That would be
very interesting and would attract tourists.
Of course, | go to museums for contempo-
rary art because they have a global scope.
The MoMA or the TATE are not just Ameri-
can or British. They are global and one
could see there what is happening all over
the world. | also like the huge thematic
(temporary) shows that bring life to the
museum. Going to see these is a new
chance to experience the permanent col-
lection as well. These shows contribute to
the other activities of the museum — such
as publishing catalogues, organizations of
seminars, etc.

leopru TeHeB
nncarten

Mo cblarta npuynHa, nopaamn KoAaTo Yeta
KHUMM 1 rnegam punmu. U 3aoto egHu
OT CcrpaauTe, B KOUTO CbM Ce YyBCTBar
Han-[obpe, ca My3eu unu ranepun 3a
CbBPEMEHHO N3KYCTBO.

OcBeH ToBa XOAEHETO B My3€eW € 4acT oT
KyNTypHaTa AMCUMMIIMHA, KOSITO TH
npevu fa ce npeBbpHeLl B KJIMEHT Ha
BevepHaTa TeneBuauns, Ha cyTpeluHarta
TENeBM3ns U HA NPOLAYKTOBUSA U MOSUTU-
YeCKN MapKeTUHr, KOUTO CTOM 3af TSX.
Mo ToBa xoneHeTo B My3eli 3a cbBpe-
MEHHO M3KYCTBO MNpuivya Ha XOAeHeTO
Ha nnaHuHa. MysedT e eOVHCTBEHNAT
aHTMNOA Ha CbBpPeMeHHus mall, ko pe-

arHo MOXKe fia KOHKypupa apxuTekTyp-
HOTO MOIbLLECTBO HA TbPrOBCKUS
LEHTBP.

My3esiT e YacT OT ypeauTe Unu rnoHe
CUMBOJIMTE Ha TbPCEH 6anaHc Mexxay
UMBMAMU3ALMS U KYNTypa.

Georgi Tenev
writer

For the same reason | read books and
watch movies; and also because some of
the places where | have felt best are in-
deed the museums and galleries for con-
temporary art.

And besides, going to a museum is part of
a certain discipline of culture that prevents
you from turning into a client of the night
TV broadcasts, or of the morning TV pro-
grams and of that commodity and political
marketing of which they are a product.
Therefore going to a Museum for Contem-
porary Art is like going for a hike in the
mountain. The museum is the only an-
tipode of the mall, and can adequately
compete with the architectural power of
the commercial centers. The museum is
part of the tools or at least the symbols for
that balance between civilization and cul-
ture that we are searching for.

Buprunusa 3axapueBa
nucaTersn n ncnxotepanesT

MoZaepHOTO M3KYCTBO € eanH OT KOAo-
BeTe, Ha KOUTO roBoOpn AHELIHUAT CBAT.
Mopo6eH My3en 6u gonpuMHecHN 3a
BbBeXXAaHeTo 1 ynoTpebaTa Ha cbBpe-
MEHHOTO U3KYCTBO KaTo e3uK. bes Hero
rOBOPEHETO 3a CBETA, B KOMTO >XUBEEM,
€ 0cakaTeHo, Mncea My NPoCTPaHCTBO U
mMawab. [Npes roaMHuTe rnepax Ha nbTy-
BaHUATA CU B ‘-Iy>K6I/IHa KaTO Bb3MOX-
HOCT Aa o6LLyBaM Ha TO3M e3uK Ype3
npebuBaBaHnaTa M1 B My3€eM 1 ranepun
Ha MOLEPHOTO U3KYCTBO U CPeLLNTE MU C
apTUCTU 1 TeXHUTe TBOPOU. HeBOMHO
CBbp3BaM MOAEPHOCTTA C APYrv CTPaHu,
a apxauama u 3actosnoctTa ¢ bbarapus.
Cbv3paBaHeTo Ha My3sei Ha MOAEPHOTO
N3KycTBO 6 nonpasuio nofobeH ab-
cypa, KaTo aage npocTpaHCTBO 3a
o6MeH Ha naeun n TBopbu 3a pagocT Ha
nyénukara TyK, 6bfrapckmuTe apTucTu,
KOWUTO OT rognHn Be4ye BriagesaT TO3U KO
N TEXHUTE Konerun ot uan ceat. Obuyam
[la C1 Hanpass eiMH AeH B My3ei Ha MO-
[LEepHOTO U3KYCTBO — Aa rnenam us-
no>x6u, Aa 4vysi nekums, na u3sam egHa
canara no obep, na noyeta B 6UbnuoTe-
KaTa, Aa nocns Ha TpesaTa v Aa Bns3a
Ha BepHuca>k npuseyep. Myseute 3a Mo-
[epHO U3KYCTBO Ca XpamMoBe Ha CbBpe-
MeHHaTa KynTypa. benrapus moxxe na
CV NO3BOSIM Aia Ma NOHE eanH TaKbB.

Virginia Zaharieva
writer and psychotherapist

Modern art is one of the languages used
by the world of today. Such a museum
would contribute to the introduction and
the use of contemporary art as a lan-
guage. Without it speaking about the
world we live in would be crippled, lacking
both space and scale. Over the years |
considered my travels abroad as an op-
portunity to communicate in this language
through visits to museums and galleries
for modern art as well as through meet-
ings with the artists and their works. | in-
voluntarily equate modernity with other
countries, and archaism as well as back-
wardness with Bulgaria. The establish-
ment of a Museum for modern art would
repair such absurdity by providing a space
for exchange of ideas and works for the
benefit of the local audience and the
artists from the world and from Bulgaria
who for many years now have mastered
this language. | would love to spend a day
in a museum of modern art here —to see
the shows, to attend a lecture, to eat a
salad for lunch in the cafeteria, to read a
bit in the library, to take a nap on the lawn
and to go to an opening in the evening.
Museums for modern art are the temples
of contemporary culture. Bulgaria can af-
ford to have at least one of those.

Kpucto / Christo

JIbyesap Bosipxues:
KakBo MucnvLl 3a My3enTe — Mopra 3a U3KyCTBOTO, MUHBECTUTOP, Xpam?
KakBo e My3esT 3a Tebe?

KpucTo:

My3enTe ca MHOro Ba>kHu 3a Hac. MHOro OoT paHHUTE M1 paboTun 6sxa B
MY3en 1 a3 r'm cunmTam 3a XpaHUTEenNn Ha MouTe TpawmHW NPOu3BeaeHns — na-
KETUpaHUTE KOHCEPBW, BApenuTe, CKyNNTYpUTe, MakeTuTe u T.H. 3HaeLl, 4ye
KbM BCUYKWUTE HU FONIEMM MPOEKTU MMa KOMMIEKTYBAHN AOKYMEHTALMS N N3-
NI0>K6M — TAX CbLLO Noka3BaMe B My3ente. Hue Tpabsa n ga npogasame Ha
My3euTe, Aa nsnarame B My3euTe 1 Aa uMame paboTu B KONEKLUUUTE UM.
Taka 4ye, Mora ga Tv Kaka — HSMa HWLLO JIOLLIO B My3euTe.

®parmeHT OT pa3roBop no Skype,
11 okTomBpu 2010 T.

Luchezar Boyadjiev:
What do you think of museums — are they a morgue of art, are they an investor
or a temple? What is a museum of art for you?

Christo:

Museums are very important to us. | did many early works in museums and

| consider them to be keepers of my permanent works - tank packages, bar-
rels, sculptures, models, etc. You know that all our big projects have their
own documentation and exhibition sets and these are shown in museums.
We need to sell to museums too, we exhibit in museums, and we have works
of art in museums. At the very end | can tell you — there is nothing wrong with
the museum.

Excerpt from a Skype interview
conducted on October 11th, 2010
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lNMpu ycnoesue, 4Ye MMaTe Bb3MOXXHOCTTA U Ye UHCTUTYLUSITA BeYe CblLiecTByBa — KakBo Llie oyakBaTe Aa
Buaute B My3seii 3a cbBpeMeHHO u3kyctso B Codus, brnrapusa?

Provided you have the chance and there is the institution already in existence — what would you
expect to see in a museum of contemporary art in Sofia, Bulgaria?

Hukonac B. UnuH
BuuenpeanaeHT —

Me>xayHapoaHo passuTtue

GCAM GROUP

(Global Cultural Asset Management)

MucuaTta Ha My3est 3a CbBpeMeHHO u3-
kycTBo B Cochus e aa 6bae nHTepamc-
LUMNAMHApPeH pecypce 3a LWwupokaTa
ny6vKa, a CbLUEBPEMEHHO KyNTypPeH
LEeHTbp 3a NpeacTaBsHe, MHTepnpeTu-
paHe, KONeKUMOHNpaHe 1 onassaHe Ha
npon3sefeHns Ha MeXXAyHapoAHOTO
CbBPEMEHHO M3KYCTBO B LUMPOK Anana-
30H OT M3pasHn cpeacTBa. 3aab/keH aa
CIY>KM KaKTO Ha cerawuHunTe, Taka u Ha
6bAeLumTe NOKOSIEHNS,, OCHOBHUTE 3a-
[ayv Ha codpuiickmsa My3en 6u Tpsibsano
faca:

O6pasoBaHe Ha nybnvkarta 3a U3ky-
CTBOTO Ha HEMHOTO BPEME Ype3 Mpo-
rpama 3a cbbupaHe 1 NpeacTaBsiHe Ha
N3KyCTBO, KaTO CbOTBETHaTa o6pa3oBa-
TenHa nporpama ce ookycvpa Bbpxy
CbBPEMEHHOTO M3KYCTBO;

OcurypsiBaHe Ha nporpama 3a pasnona-
raHe Ha U3KyCcTBOTO B rpaja, Taka 4ye To
[a ce BHeJpu B exxeHeBUETO Ha nybnu-
KaTa v Aa Cly>Ku KaTto fIeCHO JOCTbMNeH
M3TOYHUK 3a aKkafeMn4Ho obyyeHue,
KaTo CbLUEBPEMEHHO aHra>kxmpa o6Lu-
HOCTTa ¥ faBa NOACIOH Ha HapacTBa-
LaTa Konekums.

3a fa nocTurHe ceosiTa MUcus, couin-
cknsaT My3en 3a CbBPEMEHHO M3KYCTBO
TpsbBa fa NoAAbpP>KA M NEPUOAMYHO Aa
npepasrne>kaa noanTukn 1 npoueaypu,
KOWUTO:

— MNpegnarat nporpamu, KOUTO CTUMY K-
paT AOMbJIHUTENHOTO 06pa3oBaHue; no-
owlpsBaT avanora, KpUTUYHOTO MUCTIEHe
1 oueHKaTa Ha pasfnMyHu Bb3rneau; a
CbLLEBPEMEHHO 0boraTaBart KynTypHaTa
BuTanHocT Ha Cohumsa n permoxa;

— NapaHTupaTt Han-BMCOKM CTaHAapTH 3a
WUHTErpuTeT U KA4YeCTBO Ha U3NoXouTe,
KONeKuMnTe 1 MHTepnpeTaumsTa Ha npo-
n3BefeHusTa Ha N3KyCTBOTO;

— 3anassat 6anaHca Mexxay nocTo-
SIHHaTa eKxcno3numsa un rocTysawuTe
MbTyBaLLM M3N0XX6MU;

— O6esnevaBaTt akagemMmyHaTa/kypartop-
cka cBoboja B U3noxxéute, nocTm>e-
HusTa 1 06pasoBaTenHUTe Nporpamu B
CbOTBETCTBME C MEXXAYHAPOAHUTE CTaH-
AapTv;

—MNoaabp>KaT aKTMBEH MEHUOXKMBHT Ha
KONEKUMATA, BKIIKOYUTENHO Ypes3 nepuno-
LANYHW OLEHKM 1 MPEenopbKy 3a KONek-
umsaTa, u

— CbxpaHsiBaT cnocobHOCTTa Ha My3es
3a CNy>ku Ha 6baeLumTe NOKONIEHNS C U3-
N0>K6M Ha M3KYCTBO OT TAXHOTO BpEME,
KaTo OTKIOHABA AapeHus U OAbIro-
CPOYHM 3aeMU, Cbabp KaLLM Knayau,
KOMTO HaKbpHABAT My3eiHaTa AEeNHOCT.
— OcurypsiBa cpefcTBa 3a Bb3naraHe Ha
site specific nponsseneHus oT MexxayHa-
POIHU XY [O>XKHULN;

— Cb3pasaT v pasBmBaT akTuBHa obpa-
30BaTesfiHa nporpamMa 3a yyYeHuum un
Bb3PaCTHW.

— Cb3paBat He3aBucuM YnpaBuTeneH
CbBET OT CBETa Ha nonuTukarta, KynTty-
paTa, 06pa3oBaHMETO U hUHAHCUTE — C
MeXXAyHapoAHo yyacTtue. To3n 6opa Lwe
pbKOBOAM NMporpamara, 6roa>keTa u Lwe
HaszHavyasa AMPEeKTOopa Ha MHCTUTyLmusATa
B Ha4asiHMs Nepuof oT NeT roauHM.

— YcTaHoBsIBaT MHCTUTYLMOHASTHO NapT-
HbOPCTBO M 0OMEH Ha nporpamu ¢ Bo-
[elwm My3emn 1 LLeHTPoBe 3a CbBPEMEHHO
N3KYyCTBO B ApPYrX CTPaHMW.

— ViHnuumpat 6baelo TpueHane Ha
CbBPEMEHHOTO M3KycTBO B Cochus.

— Cb3pasart v nogabp>kart cusiHa Mapke-

BusyaneH cemuHap / Visual Seminar

TuHrosa v PR nnatdopma, nanonssamku
TPaOVLUMOHHUTE N ENEKTPOHHUTE MEaNN,
a CbLLO 1 coumanHnTe Mpexu.

— Bcunuko TpsibBa fa e Ha 6bnrapckn U
Ha aHr IMMCKN.

Nicolas V. lljine

Vice President International Development
GCAM GROUP

(Global Cultural Asset Management)

The mission of the Sofia Museum of Con-
temporary Art is to be an interdisciplinary
resource for the general public , and a cul-
tural center for exhibiting, interpreting, col-
lecting and preserving works of
international contemporary art in a wide
range of media. With a commitment to
serving both this and future generations,
the Sofia Museum’s primary roles should
be to:

Educate the public about the art of their
time by maintaining an art acquisition and
exhibition program, and related educa-
tional programming focused on contempo-
rary art.

Provide a city wide art installation program
that incorporates art into the daily lives of
the public and serves as a readily acces-
sible resource for academic instruction
and community engagement, and accom-
modates the growing collection.

To achieve the above mission, the Sofia
Museum of Contemporary Art should
maintain and periodically review policies
and procedures that:

— Offer programming that promotes con-
tinuous learning; fosters dialogue, encour-
ages critical thinking and raises
appreciation of diverse views; and, en-
riches the cultural vitality of Sofia and the
region;

— Assure the highest standards of integrity
and quality in the exhibition, collection,
and interpretation of works of art; Keep a
balance between the permanent collection
and hosting traveling exhibitions.

— Ensure academic/curatorial freedoms in
exhibitions, acquisitions and educational
programming in accordance with interna-
tional standards;

— Maintain an active collections manage-
ment program that is supported by peri-
odic evaluations of and recommendations
for the collection; and

— Preserve the ability of the museum to
serve future generations with exhibitions
of art of their time by avoiding gifts and
long-term loans containing provisions that
impair museum operations.

— Enable funding for commissioning site
specific works by international artists.

— Create and manage an active educa-
tional program for schoolchildren and
adults.

— Create an independent Board of
Trustees from the world of politics ,culture,
education & finance , with international
participation ; This board would oversee
the program, budget and appoint the Di-
rector of the institution for an initial period
of five years.

— Establish institutional partnerships and
exchange programs with leading contem-
porary art museums & centers in other
countries.

— Be the nucleus for a future Sofia Trien-
nial of Contemporary Art.

— Create and maintain a strong marketing
& PR platform using traditional and elec-
tronic media as well as using social
media.

— Everything should be in Bulgarian AND
English.

PeHe Bnok
KypaTop 1 KonekLmMoHep

MpaBaiiku B Bbrrapus n nocellasamkm
My3ses 3a CbBPEMEHHO U3KYCTBO B
Copus, a3 6ux oyaksan BbBELEHNE B 1
npernes Ha HoBaTa v Bb3HMWKBALLaTa
6bnrapcka apT cueHa. bux ovaksan ga
Hay4a nose4e 3a UCTOPUYECKMTE N3TOY-
HUUM B 60-Te roamHn n 4opw No-paHo —
OoT KpncTo 1 HEroBOTO NOKOJSIEHNE A0
Han-nocnegHuTe passutus. Hewo no-
Beuye, LUe ovakBaM Aa BMAs TO3M npouec
B OTHOLLEHWE KbM NOA06GHUTE ABUXKEHUS
B CbCeAHNTE CTpaHu Ha bankanuTe, a
BCUYKM TAX B rN06anHNS KOHTEKCT — C
HSIKOJIKO, HO A0o6pe noabpaHu npumepa.

René Block
Curator and Collector

Coming to Bulgaria and visiting the Mu-
seum of Contemporary Art in Sofia,

| would expect an introduction into and a
survey of the new and emerging
Bulgarian art scene. And | would expect to
learn something of the historical

sources in the sixties and even earlier.
From Christo and his generation to

the latest developments. Further more |
would expect to see this process in
relation to similar movements in the neigh-
bouring countries of the Balkans

region and all together in a global context
with just a few but well selected
examples.

3neHka bapgosuHal
[vpekTop, MoaepHa ranepus, JltobnsHa

[MpencTtaBsiM cn My3€eii 3a CbBPEMEHHO
N3KYCTBO, KOWTO LLEe MMa CUITHO y4acTue
B AeMOKpaTuyHaTa nybnuyHa cpena B
bbnrapus, ye Tow e BbBee Ba>KHU
KYNTYpPHMW 1 coumanHy TeMu B lokanHaTa
O6LLHOCT B MOCTOSIHEH AMANOr C MEXXAY-
HapPOAHWS CBAT.

ToBa 03Ha4yaBa pasnuyeH Tun 4EenHOCTU
— Ha NbPBO MACTO: NPeACTaBsHe Ha KO-
nekumsTa oT 6bNrapcko CbBPEMEHHO U3-
KYCTBO, MO Bb3MO>XHOCT B AMANor CbC
CPOAHM MEXXAYHapPOAHM XyA0>KECTBEHU
nponsBeneHus. OcBeH ToBa N3nNo>kbm B
3Ha4yMMa Bpb3Ka C KOneKkumsaTa u cbC
CbOTBETHUTE TEMWN B CbBPEMEHHOTO MU3-
KycTBO. My3eaT TpsibBa Aa passue CbLUO
pasnnMyHn ONCKYPCUBHM U 06pa3oBa-
TEeNHW NporpamMu, KOEeTO LLe CNOMOrHe 3a
yCTaHOBsIBaHE Ha Amuarsnor ¢ fokanHaTa
O6LLUHOCT.

Zdenka Badovinac
Director, Moderna Galerija, Ljubljana

| imagine the contemporary art museum
would give a strong contribution to the
democratic public sphere in Bulgaria, that
it would address important cultural and so-
cial issues of the local community in con-
stant dialogue with the international world.
It means different activities, on the first
place presentation of the collection of Bul-
garian contemporary art if possible in a di-
alogue with related international art works.
Then, exhibitions in a meanigful relation
with the collection and relevant issues of
contemporary art. The museum should
develop also different discursive and edu-
cational programs that would help to es-
tablish a dialogue with local community.

EHpuko JlyHru
OvpekTop Ha My3es 3a MoaepHO
n3KycTBO, Jltokcembypr

Bun cbm B Cochmsa aBa nbTM Npes no-
cnegHuTe 6 rognHy 1 68X nopaseH ot

eHeprusita u Ka4ecTBOTO Ha xopaTa —
XYLO>XHUUM, KypaTopy 1 TeopeTuum —
paboTeLum B NOMETO Ha CbBPEMEHHOTO
N3KYCTBO B MEXYyHApOLeH nfaH, KoeTo
O3Ha4aBa 3HaHWe 3a Han-HoBUTEe NAeu B
CBeTa Ha M3KYCTBOTO M OPUIMHAIHO Npu-
fiaraHe Ha Te3u ngev Ha fnokanHarta
CueHa, 0TBapsArKM NPOCTPaAHCTBO 3a
HOBM (popMM Ha n3kas 1 ceobopa.

Ho mMu nunceatue convaHa MHCTUTYUMS,
KOSTO Aa NOAKPENU BCUYKM TE3U YCUNNS.
Mwucns, ye TakaBa MHCTUTYLMS Le NOo3-
BOJSIM Ha 6bfirapckara XyAo>XecTBeHa
cleHa fa npoAbJiku Aa ce pa3Busa B
Tasu Nocoka, a CbLUEBPEMEHHO Lie aane
Bb3MO>KHOCT Ha Lumpokara nybnuka na
Ce JOKOCHE AMPEKTHO A0 Me>KAyHapoa-
HOTO CbBPEMEHHO U3KYCTBO, BKJIHOUN-
TENMHO 1 A0 6bArapckmTe Xy AO>KHULN,
KOUTO aKTMBHO y4acTBaT B HEFOBOTO
passuTue.

Mucns, ye 6nunskaTta MCTopus Ha U3Ky-
cTBOTO B Bbnrapus 6u Tpsiésano na
6bAe npeacTaBeHa B Apyrv UHCTUTYLNK
Taka, Ye Aa no3Bonu Ha 6barapckara u
Ha Me>xkayHapoaHaTa nybnuka aa pas-
6epe KakBo ce e cryyBarso B cTpaHaTta u
KakBu ca rnocneguumTe OT Hero 3a xo-
parta nHec.

Enrico Lunghi
Director
MUDAM Luxembourg

I've been in Sofia 2 times in the last 6
years and | was amazed by the energy
and tha quality of people - artists, curators
and theoricians - working in the field of
contemporary art in an international
sense, that means knowing about the
newest ideas in the world of art and doing
something original with this ideas on a
local scene, opening new space for new
forms of expression and liberty.

But | missed a solid institution backing all
this efforts. | think such an institution
should allow the Bulgarian art scene to
continue to develop in this sense and in
the same time allow the general public to
be directly in touch with international con-
temporary art, including Bulgarian artists
which participate actively to its developp-
ment (of the international contemporary
art).

In other institutions | think the recent his-
tory of the art in Bulgaria should be pre-
sented, in a way that allows the bulgarian
and the international public to understand
what happened there and what are the
consequences of it for the people of today.
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