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INTRODUCTION

Folk culture, with all the conventionality of this concept, is perhaps the most
widely researched field within the Bulgarian ethnographic tradition. Since the
time of Rakovski, the elements of that which is recognized as Bulgarian have
attracted the attention of researchers.

The object of the study is crafts as an expression of folk culture and the changes
and transformations that have occurred within it during the second half of the
twentieth century and the beginning of the twenty-first century. The subject of the
study is the institutionalization of craftsmanship and the new roles and functions
that crafts and masters acquire through cooperation, museumification, the creation
of a centralized professional organization, the contemporary market economy, as
well as the transformation of some of them into cultural heritage.

Insofar as folk culture today is perceived and used as a substantial argument
for the invention of a new, native Bulgarian identity, I consider that the choice of
the topic of folk culture and its transformations in the contemporary period
through the prism of crafts may offer a possible perspective for new analytical
directions.

The present study does not set itself the aim of repeating the available sources
and historiographic data. The author’s idea is to trace the process of change in
crafts and craft production under the conditions of the drastic transformation of
the state and society since the mid-twentieth century. In this sense, crafts and
craftsmanship are placed in the context of the ideological and modernization
processes of the mid-twentieth century, within the framework of state-planned and
cooperative production during the years of socialism in Bulgaria, as well as during
the so-called transition from a totalitarian to a democratic system of governance
in the country.

The objective of the study largely also predetermined its chronological
framework. There is no doubt that the twentieth century confronted craftsmen
from the end of the nineteenth century with new and probably unforeseen
dynamics. The main boundary, however, is set after the mid-twentieth century,
more precisely the serious changes in Bulgarian society after 1944, while as the
temporal endpoint of the study I accept the first two decades of the twenty-first
century. The reason for this is that this boundary marks the end of the transition,
thereby concluding this period. In this sense, the above temporal framework of
the study simply follows the established historical periodization.

The dynamics of the different historical periods place folk crafts and masters
before the challenge of continuing to function and coping with various specific
conditions—mechanization of production, cooperation imposed by
circumstances, the invention of survival strategies, reduction of production,
standardized production, the transformation of crafts into museum values, the
deprivation of their vitality and applicability, a new legislative framework, the
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transformation of some of them into cultural heritage, and others. It was precisely
these dynamics that gave me grounds to believe that the broad temporal
framework would place craftsmen in historical and life situations that would
provoke reactions among them. These reactions are considered as reflections of
the dynamics and processes. In this way, the intention to study a traditional form
of production, its changes, and its strategy for adaptation as an integral element of
folk culture in the process of its transformation can be considered successful. I
define this also as one of the main contributions of the study—to show how
symbolic and utilitarian values are combined in the invention of mechanisms for
survival in spheres differing in function and role.

Of essential importance for achieving the stated objectives and fulfilling the
individual tasks was the choice of methodological tools. The study is classical
ethnological research in its essence. Therefore, the set of tools is mainly focused
on the field methods that are important for any such research.

Within the framework of the field research, I conducted interviews with
masters, their assistants, relatives and/or direct heirs, museum specialists, and
administrative staff. For the collection of empirical material, I also used another
qualitative method—participant observation. In part of my work, I also use the
case study as a tool that adds further depth and analysis to the research.

The study seeks to demonstrate that crafts, as has been demonstrated for other
elements of culture, are used by different political regimes to achieve their goals
of outlining what should be perceived as a broad field of Bulgarian national
culture. Through their institutionalization across different spheres and
mechanisms, their natural development is changed, additional qualities and values
are added to them, statuses are created, and functions are altered. This is precisely
the main hypothesis of the study.

It was formed at the very beginning of my systematic engagement with the
topic, namely that craft production, as an inseparable part of folk culture, is
incorporated and used for the formation of the new, representative idea of national
culture and its elements. In the course of the research, the hypothesis turned into
one of the main theses.

It is divided into two directions. On the one hand, my thesis is directed toward
the transformation of crafts as a whole. Its study requires tracing the change that
occurs in the positioning of craftsmen from individual work to cooperative
collective labor in the mid-twentieth century. During this period, of essential
importance is the institutionalization of craft production in the cultural sphere, its
transformation into living heritage, a marker of past times but also of continuity,
even the construction of a kind of bridge that serves as a transition of folk culture
into the present. As part of the formulated thesis, the study focuses on the
subsequent transformation of craftsmanship after the democratic changes of 1989
and its overall adaptation and functioning within new institutional frameworks
and cultural dimensions.



The second part of this thesis concerns personal reflections—how masters
adapt to the situation in which, under the pressure of the changes after 1944, they
are forced to become a kind of anonymous elements in the overall cooperative
craft production and to renounce the weight, power, and authority that their name
carried during the traditional period. As a background to this process, I examine
the new tendencies from the mid-1960s, when craftsmen, among other things, are
forced to develop and adapt their own ideas and aesthetic criteria according to
imposed norms of artistic quality and utility. A new type of craftsmanship
emerges, which must be simultaneously folk and artistic, presenting masters in the
role of creators who not only sell their products but also publicly demonstrate their
individual creativity. In this way, they become creators, but at the same time they
are a constructive element of folk culture, which must have high artistic value,
building contemporary folk artistic culture. The reflection of the processes that
link the market, craft, art, and cultural heritage after 1989 through the personal
histories and experiences of masters completes the construction of the second part
of this thesis. In this sense, tracing the changes on these two levels constitutes the
main task of the present study.

A substantial part of the study is the historiographic analysis. With the help of
historical retrospection and on the basis of previous studies, as well as collected
empirical material preserved in various archival units, it became possible to
reconstruct folk crafts and the processes of their development and transformation
over time beyond the scope of the memories of my respondents. Thanks to the
historiographic analysis, the stages of change and the accompanying dynamics
were distinguished. Archival work contributed to supplementing the
historiographic material through the use of numerous documents.

As a result of the conducted field and archival research, the structure of the
study imposed itself. I divide the text into three chapters, each of which focuses
on substantiating the thesis [ have stated through a multilayered analysis.

The first chapter examines the processes of institutionalization of
craftsmanship through the development of the cooperative movement, the new
legal frameworks, and the creation and development of the Guild of Masters of
Folk Crafts.

The second chapter analyzes the institutionalization of folk crafts through their
museumification. However, this issue is not examined through classical museum
exhibitions, but through their functioning within an open-air museum space.
Open-air museums are those institutions that provide a new path for the
development of craftsmanship in a specific but controlled environment, which
determines different characteristics and transformations of technological
processes and craft production.

The third chapter presents an entire craft region, namely the town of Troyan
and the surrounding settlements. The reason for choosing the town as the focus of
the third chapter is that in this region the processes related to the transformation
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of crafts do not cease during any of the examined periods, while at the same time
uniting all previously presented models and functions and further developing the
overall stated thesis. The largest amount of empirical material through field
research was collected in this region, making it possible, alongside the analysis of
historiographic and documentary sources, to comprehensively trace the processes
of institutionalization of craftsmanship, its transformation, and changes during
different periods.

The comprehensive study presented is supplemented by appendices, which
serve to complement and visualize the stated thesis and the overall analysis of the
topic. Some of them are documentary—master certificates and documents. Others
present visual information intended to depict the given examples from the sphere
of craft production (for example, artifacts). The largest part of the appendices
contains photographic material documenting the conducted field research,
presenting part of the respondents, events, and processes related to the
contemporary state of crafts and craft production.

CHAPTER ONE

Institutionalization and transformation of crafts and organized
craftsmanship in modern times

1. Craftsmen's labor and production cooperatives. The institutional
unification and reorganization of crafts (1944 — 1956)

1.1. Introduction

The first part of this chapter aims to present the development of crafts in the
context of the cooperative movement. The aim is to deduce and analyze the
changes that occur in craft production as a result of cooperation. An attempt is
made to view this process as influenced and initiated by the changed socio-
economic conditions, which impose new frameworks on crafts and force
craftsmen to build new strategies to change the concept of craft production in
order to adapt more quickly and easily to these changes.

The artisan labor and production cooperatives after 1944 had a serious impact
on the development of crafts and master craftsmen. Their use as part of the
ideological framework and propaganda activity by communists began as early as
the 1920s.

Throughout the first half of the 20th century, crafts were part of the country's
productive economy. The creation and development of craft cooperatives was part
of the process of collecting more capital with which to modernize production and
increase output. This was a new form of organization in craft production, through
which crafts managed not only to continue their existence, but also to be a serious
part of the country's industry.
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1.2. Craftsmanship in the policy of the Bulgarian Communist Party before
1944

Until the Vienna Plenum in 1926, artisans and artisan cooperatives were class
enemies of the communists and were denounced by the Bulgarian Communist
Party (BCP). Following the guidelines given by the Comintern, the Bulgarian
Workers' Party, as a legal manifestation of the Bulgarian Communist Party,
changed its attitude towards the artisan class, attempting to proletarianize it and
attract it to its ideological class struggle. These activities were not crowned with
particular success and until the end of World War II, the artisans were not
influenced by the attempts at radicalization that the communists undertook.

1.3. Development processes after 09. IX. 1944

After the political changes of 1944, the labor-production cooperative became
part of the state concept for the country's economic development. It was
proclaimed as "an essential need for our backward, weak and small-scale
economy, and its development was declared a social and economic necessity"
(Manolova 1991, p. 129).

At the general meeting of the cooperatives held in 1946, the resistance of the
cooperative activists was greatly limited by the affirmation of gradualism,
voluntariness, and promises to carefully build the new structures in the future.

The new political line destroyed the cooperative principles of functioning,
limited commodity-money relations and subordinated cooperatives to state
interests. In 1948, the Law on Cooperatives was adopted, and in 1949, the Law on
Labor-Production Craft Cooperatives. The statutes of cooperatives were unified
by law, and the state introduced comprehensive control over the payment of
cooperatives according to mandatory norms. They were paid through dividends,
and this fundamentally changed the principles on which the cooperative
movement was built.

The existing labor-production craft cooperatives were nationalized in the
period 1947-1950. All large industrial enterprises and labor-production
cooperatives were taken away from the Central Cooperative Union through
nationalization.

From 1947 to the early 1950s, all the principles on which the cooperative was
built and existed before 1944 were replaced, and its financial and legal
independence was liquidated. A large part of the wealth of the inherited
cooperative system in the field of crafts and trade was destroyed. In practice, this
interrupted the line of development of craft cooperatives.

1.4. Case study 1: Cooperatives in Pavlikeni
An illustrative example of the development of craft cooperatives in the period
1945-1954 is that of the cooperatives in the town of Pavlikeni. For the period from
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1945 to 1947, four TPZKs operated in the town - tailoring, shoemaking,
leatherworking and carpentry and wheelwrighting.

Already in the first years of its rule, the Bulgarian Communist Party took steps
to encourage the creation of cooperatives. The goal was to limit private initiative.
The legislative framework was formed with the Cooperatives Act adopted in 1948
and the TPZK Act of 1949. These initiatives yielded results and in Pavlikeni, three
new cooperatives were created in addition to the previous four. All craftsmen
joined them with their own tools and machines.

The unification and complete centralization of the nationalized and new craft
cooperatives there occurred on 15. 06. 1954, when, at the invitation of the Central
Committee of the Bulgarian Communist Party, representatives of all the TPZKs
in the city gathered. At this meeting, the chairman of the District Council
announced that a decision had been made to form the United TKZP in the same
year. The new united cooperative was to include 21 crafts and craft services and
was to be called the “Second Five-Year Plan”.

1.5. Case study 2: TPK "Solidarity" — Ruse

Another example of the development of craftsmanship in this period is the
history of TPK “Solidarnost” — Ruse. It is the successor to the Shoemaking
Production Cooperative of the same name, founded in Ruse on March 21, 1924,
By the mid-1940s, it had 28 master cooperators. In 1947, the name was changed
to the Shoemaking Labor and Production Cooperative “Solidarnost”, following
the policy of centralizing craft cooperatives in 1950 and “in accordance with the
economic law on the consolidation of production” (Velikov 2015, p. 266). In 1950,
TPK “Solidarnost” was merged with the Shoemaking TPK “Trud” and TPK
“Dunav”, and in 1955, the Furrying TPK “Sibir” was also joined to it. The new
united cooperative now has multiple departments for shoemaking and fur
products, repairs, and clothing, and the membership is growing dramatically.

The establishment of the new United Labor and Craft Cooperative "Second
Five-Year Plan" and the expansion through unification of the TPK "Solidarity" -
Ruse are an example of the final stage of centralization of craftsmanship and the
end of the independent craft cooperative movement. In the first years after the war,
as a result of the ban on private practice, craft cooperatives were one of the few
places where craftsmen had the opportunity to practice their craft. The lack in
most cases of material resources, where the workshops of the cooperators were
used for such, and the gradual seizure of tools and machines, as a condition for
membership in the cooperative, practically officially eliminated the free practice
of the craft by the craftsman in his own workshop. With the inclusion of TPZK in
the planned economy, the imposed production of goods for mass consumption
turned craftsmen into wage workers with a quota, and some of the practiced crafts
completely lost their artistic value and changed their development.
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Equating craftsmen with other workers breaks the natural link between
learning and practicing the craft, and craftsmen significantly reduce their initiative
and motivation for producing high-quality products. There is no doubt that the
political changes that occur in the country as a result of socialist restructuring
change the model of training, work, functioning and transmission of crafts. In
some craft centers, ‘these processes develop more slowly and acquire a different
character. The connection between generations is preserved. If I had to introduce
some limit beyond which some crafts lose their traditional character, it would
probably be the period 1945-56. In addition to the overall change, we can assume
that the introduction of crafts into standard production will erase the moral
responsibility of craftsmen, since they become impersonal to a significant extent.
It can be assumed that on a personal level, for the old masters, this is a difficult
period in which they have to break with their old criteria, unlearn working for
themselves, not only in terms of means, but also in terms of quality, forget their
name as a guarantor of quality, and to a significant extent depersonalize their
authority in an urban and family environment.

2. Guild of Masters of Folk Crafts

2.1. Ideological statements and creation

The creation of the Guild of Masters of Folk Crafts (ZMNHZ) in 1967 was a
natural result of a state policy aimed at the preservation and popularization of folk
crafts. Its main task was to stimulate the creation of a new market situation. This
was done through direct intervention in production and consumption as part of the
process of full state intervention in the cultural sphere. With Decision No. 147 of
22.03. 1967 of the Central Committee of the Bulgarian Communist Party and No.
525 of 10. 04. 1967 of the Bureau of the Council of Ministers for the Development
of Folk Crafts, the emergence of the new organization was formalized. These two
normative acts are one of the few that separate crafts, giving priority to artistic
ones. The new organization aims to "distribute and promote works of Bulgarian
artistic crafts in our country and abroad."

Among the goals of the Cooperative, announced in the 1979 plan-program, it
is written that “Folk crafts will continue to develop as an active factor in the
cultural development of the Bulgarian people”. The creation of the Cooperative is
a basic instrument through which to fight against decadent influences and
widespread manufactured bad taste. (Vakarelski 2002, p. 266). For 20 years, the
labor-producing cooperatives have been producing only mass-produced objects,
while the new production of the masters of the Cooperative should reveal “the
immense possibilities of plastic folklore as the artistic memory of the nation” (The
new aesthetics need to fit into the increasingly open-to-foreign tourist industry
and its market, because the tasteless factory-made "works of supposedly Bulgarian

! Such for example, is Trojan , who will be examined in full in Chapter IIT .
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"traditional souvenirs" (Vakarelski 2002, p. 266) do not have this potential and
artistic value. At the same time, they must also respond to the increasing policy
during this period for standardization of symbols and products that would build a
typified national identity and propaganda. In practice, the creation of the ZMNHZ
and the goals set for it turn it into a serious economic tool that could "save" and
find market realization for the production of the now disappearing folk crafts. For
this to happen, crafts must become artistic and fit into the great national artistic
narrative. In the field of folk art, the national , traditional spirit must be reflected
in techniques and forms tested over the centuries (Vakarelski 2002, p. 273). The
changed crafts must also fit into the new and different way of life of the
population, into its modern life and culture. The aesthetics of the new time should
rest on collective principles that are based on traditional culture, but at the same
time express the new collectivist ideology ( Papuchiev 2015, p. 328). In parallel,
the names of masters who continue the folk artistic heritage should appear in
modern folk crafts, replacing the anonymous collective, “in which not very gifted
artists also slipped in” ( Vakarelski 1975, p. 68). Thus, the new foundations on
which crafts should develop should combine the functions of traditional culture,
which are unthinkable at first glance, the individual personal element and the
created ideology of collectivism.

2.2. The first chairman. Hristo Vakarelski and the ZMNHZ

After the decree was issued to establish the Association of Masters of Folk
Crafts, a meeting of the Committee for Art and Culture (KIK) was organized,
among the first goals of which was to officially elect the leadership of the new
organization. The meeting was chaired by art historian Prof. Atanas Bozhkov, who
held the position of deputy chairman of KIK, who proposed that this should be
Hristo Vakarelski, “as the best connoisseur of folk crafts, of folk arts” (Vakarelski
2002, p. 267), who “painfully experienced the withering away and decline of
Bulgarian folk crafts” ( Maslinkov 1986, p. 11). The choice of Vakarelski directly
binds science and the Association. It is obvious that the desire for its work to be
supported by theoretical and empirical knowledge of one of the greatest
researchers of folk culture. The creation of the new organization is a process that
purposefully institutionalizes crafts in order to combine production with folk art,
giving it artistic value. This adds a contemporary value to craftsmanship, which
must be both based on traditional models and have artistic value, not be
anonymous, but have its representatives — the craftsmen, who are already
becoming artists.

2 Decree on the secretariat of the Central Committee of the Bulgarian Communist Party and the
Bureau of the Council of Ministers for development on the people's artistic crafts
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2.3. The Guild of Artists and Master Craftsmen. Attitude and influence of
the Union of Bulgarian Artists and Master Craftsmen in the creation and
development of the Guild of Masters of Folk Crafts

In the memoirs of Hristo Vakarelski, a theme stands out that is not found in
official documents, defined by him himself as “serious antagonism between the
master craftsmen and the artists” (Vakarelski 2002, p. 263). This note is also
noticeable during the election, or rather the appointment, of Vakarelski as
chairman of the association, when, when refusing to accept the ethnographer’s
recusal, Professor Bozhkov stated that the future chairman was the most suitable
for this position because he was neutral towards both the circles of the craftsmen
and the circles of the Union of Artists (Vakarelski 2002, p. 267).

Two months after September 9, 1944, on November 10, 1944, a founding
meeting of artists from all over the country was convened and the Union of Artists
in Bulgaria (UAB) was established.?

Already in the regulations of the Third Council of Ministers of 1949, there was
a prescription for the union to create an Economic Council, which would carry out
“ideological and creative” tasks. The many practical activities of the Economic
Council helped to build the Union of Bulgarian Artists as a place of professional
stability and departmental security, based on daily full control over labor at all
levels in the class. The effect of this can be defined as a complete nationalization
of the visual industry, and the Union of Bulgarian Artists as a socialist production
association with a perimeter of action throughout the country (Elenkov 2015, p.
69). This gives the union the opportunity to “robber” the rest of the master
craftsmen who are known for their creative work and are not part of the production
process in the Labor and Production Cooperatives.

An additional circumstance that supports this “antagonism” is the fact that
many masters or graduates of art schools work as technicians at the UBA fund,
where they participate in the implementation of various projects of applied artists
Usually these are masters who do not manage to realize themselves as such outside
the TPK. After the establishment of the ZMNHZ, a large part of them find their
realization precisely as masters of artistic crafts in the new organization. Thus, the
UBA loses a large number of anonymous, and therefore lower-paid, performers.

One such example is the biography of ceramicist Dragomir Mildov. In 1939,
he graduated from the Ceramics College in Sofia, studied the craft with a master
potter. In 1946, he became part of the Union of Bulgarian Pottery, where he
worked until the establishment of the Bulgarian Ceramics Association in 1967. He
became its member and for many years was the secretary of the national Ceramics
section in the organization. He participated in many national and international
exhibitions, won various awards, made donations to museums, but all this as a
member and master of the Bulgarian Ceramics Association. His wife later became

SRenamed in 1959 in Union on the Bulgarians artists — UBA.
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members of the Association, and their two children are also ceramicists.
(Mitrovska 1989, p. 21). An entire pottery family was formed, which continues its
activity to this day.

Another example is the opinion of the chairman of the Association regarding
the quality of the exhibitions that the two organizations hold. According to him,
the works of the masters of the Association are of higher artistic quality than the
“artistic whims of the academic apprenticing” (Vakarelski 2002, p. 274). This
competition creates tension. According to Hristo Vakarelski, negative sentiments
among artists towards the members of the Association are increasing.

The culmination of the conflict is described by Hristo Vakarelski as an
avalanche that falls on the path of native ethnography (Vakarelski 2002, p. 275).
The reason for this rupture was the appointment of the new chairman of the
Association in 1974, V. Gedov. It was his attempts to build the new ideological
and artistic line of the Association at his own discretion, to impose his opinion on
the council of masters and to remove its members, that were perceived by the
craftsmen and by Vakarelski himself as the main problem. In purely quantitative
terms, this is also seen in the changed number of masters. For example, 11
members were included in the Artistic Council, while the masters, who were
otherwise the majority, remained only 8. Hristo Vakarelski was deeply
disappointed and defined it as detrimental to the development of the Association.

2.4. Development of the ZMNHZ until the end of 1989. The creative
activity of the organization as a key factor for the development of
craftsmanship within the framework of the overall political-ideological
process.

This part of the study focuses on the development, policies and changes in the
Cooperative, on the one hand, and in the craft, on the other. The changes initiated
at the state, political and ideological level are reflected in the normative and
organizational activities. The analysis of various events and exhibition activities
will help to increase the prism through which the details and accents in this change
will be sought. In this sense, I place the activity of the ZMNHZ during the years
of the communist regime in Bulgaria in the context of the overall political and
ideological process. For me, of particular importance is the way in which these
changes are transformed at the individual level, so that individual craftsmen build
or change their activities in a way that ensures them prosperity and respect. At the
same time, modern craftsmen appear, for whom the offered conditions and
development of the craft provide them with a good opportunity for realization and
creative expression.

The Association of Masters of Folk Crafts is, by its very nature, primarily a
creative organization. As such, it organizes the various events of its members,
most of which are related to exhibition activities. They are in line with the main
goal of the decree establishing the organization, which states that the Association
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must “distribute and promote works of Bulgarian crafts in our country and
abroad”. In 1971, the National Exhibition of Crafts and Arts (NIHZI) was
established in the village of Oreshak. In this way, the organization now has a main
place where it can carry out its exhibition activities and thus gain greater visibility.
It is no coincidence that the First National Exhibition and Fair of Folk Crafts was
organized in the same year in the halls of the Exhibition.

The exhibitions up to 1978 highlight several important stages in the
development of the Cooperative and its members. Since the beginning of the
national exhibitions, they have had a representative role for the organization
before society and the authorities. These exhibitions are "required" by the
Cooperative so that it can officially legitimize itself at the national level and
present its activities. The works are selected and submitted for approval by a
specialized commission and the Artistic Council of the organization. Purchases
are made and the masters are awarded prizes.

In 1981, the “First International Exhibition of Folk Crafts” was opened in the
halls of the NIHZI. The event was part of the large-scale cultural program on the
occasion of “1300 Years of Bulgaria”. As the host country, Bulgaria had the largest
number of participants, presenting 1669 works out of a total of 5500 (Koleva
1981, p. 1). Crafts from all sections of the Association were represented, and the
craftsmen showed products with traditional artistic solutions, lacking the
modernized artistic forms typical of previous exhibitions (Yaneva 1982, p. 112).

The second edition of the international exhibition was organized in 1984. The
aim of the exhibition was to show the development of contemporary artistic crafts
in different countries and to contribute to the further development of folk art
(Georgieva 1985, p. 8). The main task was to show the development of folk artistic
crafts within the Cooperative in an international context.

The eighth national exhibition of folk arts and crafts "Oreshak '86" opens on
June 20. For the first time, this is happening at the highest level, during the visit
of diplomats from the diplomatic corps, headed by Todor Zhivkov. This clearly
emphasizes the importance attached to folk crafts and the development of the
Cooperative. It can also be perceived as a demonstration of a successfully
implemented state policy, which has clear results and benefits for society in the
sphere of culture and economy. The exhibition presents all the crafts practiced in
the ZMNHZ. Their number and representativeness correspond to the real state of
these crafts and their attempt to adapt to the established structure in order to follow
the outlined development policy.

An assessment of the past exhibition and a plan for the next anniversary year
for the Cooperative are discussed at the Council of Masters. One of the important
decisions is related to the works that the masters create. All models for production
approved before 01. 01. 1983 must be reviewed and evaluated again by the
Specialized State Commission for Folk Crafts, if they are not approved, they must
be stopped from production within the organization. This is one of the decisions
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that show the possibility of the Cooperative to determine the development of the
masters and their production, without this already reflecting or seriously affecting
the structure.

An anniversary exhibition on the occasion of the twentieth anniversary of the
founding of the ZMNHZ opens on June 16 with the title "Contemporary Folk Art
Crafts". The overall concept points to representativeness in the development of
the organization, which is not specifically tied to a specific theme. This
representativeness is also expressed in the place where the exhibition is arranged.
Despite the contract concluded with the EIM-BAS, where the Cooperative has
secured spaces in a national museum, the exhibition is being held in the halls of
the National History Museum in the building of the Courthouse in Sofia. The
anniversary exhibition on the occasion of the 20th anniversary of the founding of
the ZMNHZ is an event that leaves a mark on museum activities and shows the
development of crafts practiced in the organization. The Sofia group clearly stands
out not only in terms of the number of members, but also in the production it
presents, has an impact on every exhibition in which it participates and on the
structure of the craft organization as a whole. Holding the exhibition in the largest
museum institution in the country is a successful decision, it has a positive impact
on the promotion of the Cooperative and its activities.

Puntev, a scientist and researcher, former acting director of the National
Ethnographic Museum, was elected chairman. The same year, a "Plenum on the
Restructuring of the Spiritual Sphere" was held, which was in connection with the
processes initiated by the July Concept and the program of the Central Committee
of the Bulgarian Communist Party for changes in the planned economy of 1987.
Penko Puntev prepared and defined new guidelines for the activities of the
ZMNHZ for the period 1988 - 1991 based on this plenum and its decisions. He
emphasized the important topics of the organic connection of artistic activity with
the life and culture of socialist society and the direct inclusion in the artistic
creative process of wide circles of the people (Puntev 1988, p. 5). The main
guidelines reviewed the activities of the Cooperative. In it, the "thousand-year-old
traditions of applied artistic creativity in Bulgarian lands" were united with the
main line of Renaissance folk art. In this way, the aim is, on the basis of these
historical and ideological-aesthetic premises, to shape the overall vision of the
Society and its activities (Puntev 1988, p. 10). This activity is theoretically
justified and presented in the following directions: successional -historical, which
is considered diachronically and synchronously. Ethnic-territorial, which
determines the activities of the Society on the entire territory of the state.
According to the new definition of “traditional folk applied artistic and creative
activity in Bulgarian lands from antiquity to the present day (Puntev 1988, p. 11),
the activities of the Society now encompass the ethnic territory of the Bulgarian
people. Thus, in the third direction, an equality is established between the “general
Bulgarian” and the “ general ethnic ”, to which the “regional” is added in order to
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build a dialectical connection that defines the “ethnically specific”, understood
solely as “Bulgarian”.

The topic of crafts and their adaptation to contemporary socialist life is
addressed in several directions: scientific research, meetings, discussions, public
debates, reviews of works. Emphasis is also placed on the development of new
contemporary and functional artistic solutions that craftsmen can apply in their
work and present at thematic exhibitions in the field of architecture (exterior and
interior), as well as household items, clothing, jewelry, etc., without destroying
their ethnically determined “genetic code” (Puntev 1988, p. 14).

The activities and profile of the ZMNHZ are "stretched" to antiquity, but
always in combination with modernity and the contemporary socialist way of life.
Ceramicists and goldsmiths have been inspired by or made their own
interpretations of ancient and medieval forms, but now this is already theoretically
linked and is set as the main goal through which a comprehensive "all-Bulgarian
ethnic line" of craft development can be built.

2.5. ZMINHZ after the fall of the communist regime. New trajectories and
changes in organized crafts.

The November events of 1989 and their consequences did not pass by the
ZMNHZ, giving different directions and new horizons for its development. In
early February 1990, an accounting and election meeting of the organization was
held in Albena.

The topics discussed give voice to logical and important issues that concern
the members of the Cooperative. Decentralization is a basic desire, which is
caused by the long-standing restrictions of centralized power and the desire for
freedom in decision-making for all regional groups, the largest of which desire
their legal and financial independence. The topic of decentralization and
democratic management of the Cooperative is part of the general process of
democratization of society and the highly emotionally charged processes during
this period. The new market situation confronts the craftsmen with challenges, to
which they are trying to find a solution. At this stage, they unite around the idea
of increasing freedom in the manufacture of products and directing production to
the tourist sector. Part of the production has been directed to tourism until now,
but the emphasis placed after 1989 will completely determine the souvenir
orientation of most craftsmen and the crafts they practice. A new chairman has
also been elected, and all three candidates are craftsmen and members of the
organization.

After 1989, the ZMNHZ experienced difficulties in its existence as a branch
organization that would unite the masters of folk artistic crafts. The crisis in the
1990s dealt a heavy blow to the structure, economic stability and membership of
the organization, from which it failed to recover. With the promulgation of the
Crafts Act and the creation of the National Crafts Chamber, which included all
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crafts practiced in the Cooperative, its role among craftsmen decreased. The
decentralization requested back in 1990 was implemented only in a few places.
The regional crafts chambers took on the role of local organizations in which the
craftsmen could be members and represent them. However, several crafts
associations were also created, seeking continuity and identification with the
ZMNHZ. They function not only in unison with the views and capabilities of their
members, but also through the local authorities and cultural institutions that assist
and support them. The National Chamber of Crafts includes all recognized and
legally registered crafts, issues the necessary documents for practicing a craft,
regulates the activities of craftsmen and represents them before state institutions.
The newly established associations seek continuity through the old ZMNHZ and
present themselves as its successors. However, by law they are individual non-
governmental organizations that have the opportunity to carry out their own
policies and activities.

The processes described so far can be traced through individual cases. The
scope of the work does not allow for the consideration of all such cases. However,
I believe that the presentation of at least one case, which I would position in the
broader narrative of the transformation of crafts in the context of their
institutionalization, would contribute to the understanding of this change. The
personal story and perspective of master potter Petar Gigov, which I will present
in the following lines, will be supplemented with specifics regarding the
reflections of these processes on individual masters and the way in which they
cope with the changed conditions. Adapting to them gives them the opportunity
to continue their activity while accepting certain compromises and inventing
flexible strategies. In the following lines, the study narrows from the broad
framework at the national level to a specific study of an individual case. My choice
for presentation is limited to one specific master because I believe that his life and
professional life story is sufficiently illustrative of the processes described.

2.6. Case study: Master Petar Gigov, ZMNHZ and the Busintsi Ceramic
Art

After the changes of 1944, the beginning of the end of Busintsi ceramics began.
Although it had already lost its luster and popularity in the first half of the 20th
century, master potters still practiced their craft in the village. With the
promulgation of the Law on the Prohibition of Private Practice of 1948, the
nationalization of the industry, as well as the creation of a craftsman's TPK, a
heavy blow was practically dealt to the craft. In places like Busintsi, this played
an important role in its liquidation. Dimitar Stankov reports that in the recent past
there were 100 master potters in the village. However, he himself found only a
few people left in the place, five of whom worked in the cooperative, one in the
village TKZS and two freelancers (Stankov 1961, p. 375). Thus, by the end of the
1950s, the craft in the village had almost disappeared.
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The most notable representative of the Busintsi ceramic school is Petar Gigov
(1914 — 1991). Born in the village of Busintsi, a hereditary potter, his grandfather
Giga was a recognized master, and Kostadin Gigov, Petar's father, surpassed his
parent by being awarded for his mastery at the First Bulgarian Exhibition in
Plovdiv.

In 1941, Petar Gigov graduated from the Pottery School in Sofia, skipped his
military service, but was unable to enter the Academy of Arts because he was
forced to work constantly to support himself. The war period was very difficult,
the craftsmen experienced serious problems in selling their products. Therefore,
in 1944, the young man decided to return permanently to his hometown, which he
never left. For five years, he worked in the Keremidar workshop " Dulan "
(nationalized in 1947) in the village, and in the evenings he turned the pottery
wheel. Then he became the founder of the pottery department at the local TKZS,
but all the time he tried to prove himself and survive as an independent producer.
Even as a cooperator in TKZS, he began to produce artistic ceramics, remaining
the only one, because everyone else produced household utensils to sell on the
market. He could hardly have imagined that he would become a significant
cultural figure, one who managed to continue, develop, modernize, and give
direction to beaded ceramics for decades to come.

One of the first and important steps in this direction was his contact with
Georgi Bakardzhiev. After becoming acquainted with his work dedicated to
ceramics in Bulgaria (Bakardzhiev 1956), Petar Gigov was infinitely surprised
that there was a lack of research and examples from his native village. The master
became ambitious, managed to meet Georgi Bakardzhiev and brought him to the
village, where he showed him his house with the many samples he had collected
and told him and showed him the history of ceramic production in the village.

The result of all this is a systematic study and subsequent publication dedicated
entirely to Busin ceramics (Bakardzhiev 1967), in which special thanks are
expressed precisely to the Busin master. Thus, without any journalistic activity,
Petar Gigov participated in the publication of the largest and most serious study
and publication dedicated to Busin ceramics. After the publication of the book,
people from all over the country began to come to the village.

Another significant contribution of Petar Gigov, with which he turned the small
village of Busintsi into a famous phenomenon, was the creation of his personal
museum dedicated to pottery. On the interior and exterior of his small house, he
arranged dozens of vessels. In the 1960s, his house-workshop had already formed
its inimitable image as a treasury of Busintsi ceramics and began to gain fame and
popularity, and in the 1970s it was already an international attraction. This small
museum was defined as Petar Gigov's pottery "paradise" (Vasilchina 2004, p. 34),
his small world, built of images from the past and the present.

When the Bulgarian Association of Craftsmen and Craftsmen was established
in 1967, Petar Gigov was its co-founder and a member of the committee, which
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included Hristo Vakarelski, Dimitar Stankov, Ivan Kisyev and several craftsmen,
whose task was to study and propose the founding composition of the new
organization. Thus, Petar Gigov became one of the founders of the crafts
organization.

The master is fully dedicated to the modernization of Busin pottery, is a
permanent member of the ZMNHZ and is given as an example as a contemporary
and traditional master at the same time. He manages to combine respect and
loyalty to traditional technologies with a professional improvement of the
technological quality and functionality of the vessels, never reaching stylization
and copying, thanks to the equalized idea of the artistic quality of the old and
contemporary vessel with the requirement for authenticity (Vasilchina 2004, p.
31).

Part of the heritage of every craftsman are his students. Petar Gigov clearly
stated his desire to pass on his knowledge and skills, and to outsiders, something
unacceptable and uncharacteristic of the patriarchal model of the craft in the
village. There are several reasons. His life experience, artistic education, the lack
of young people in the village who want to work and his desire to help and stop
the dying out of the tradition of Busin pottery are the main ones. This led him to
the idea that a suitable training base should be built in the village, in which he and
several of the other elderly craftsmen in the village could pass on their knowledge
and skills. Part of this base should also be a museum of Busin ceramics. He began
to actively write letters to institutions and those in power in the state. The number
of letters addressed and sent reached 106 (Zhivkov 2005, p. 53). At that time,
Gigov had already been awarded the title of "Honored Worker of Folk Art" and
given that several Tran families were part of the political elite, the protests found
a response and, after the personal insistence of Lyudmila Zhivkova, the Executive
Committee of the Pernik District People's Council included the construction of the
" Businska Ceramics Exhibition Hall" in the capital investment plan for the 7th
five-year plan (Zhivkov 2005, p. 53).

The Museum of "Businska Ceramics" was built in the period 1978 - 1983 and
the exhibition presents over 200 exhibits - the work of old Businska masters and
ceramics created in the spirit of Businska by contemporary artists. In terms of its
thematic scope and realization, it can be considered the greatest public work and
legacy of Petar Gigov.

Over the years, the master managed to hold several pottery courses, which
attracted young people from all over the country. Among his most famous students
is Eli Nedelcheva (1961-2011), who, with her perseverance, desire and innate
talent, managed to become one of the prominent contemporary ceramists.

Through his ceramics, Petar Gigov manages to present Busin ceramics in a
contemporary, but also his own interpretation, it carries the traditional, but also
impresses with its high artistic value, with the color and the sophisticated finish
of the form (Dimitrova 2022:8). Positioned between the traditional and the
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modern, between old skills and new technologies, he inspires or prolongs the life
of Busin ceramics and makes it relevant and popular, just when it has almost
disappeared as a phenomenon. Despite his enormous legacy, filled with artistic,
historical and social significance, he remains the last glimmer, the most prominent
hereditary master of an entire ceramic school.

The works of Petar Gigov, which have become part of the museum's
collections, demonstrate the artistic pursuits and achievements of the
distinguished master. However, having outgrown their function and use, the forms
have become cultural values that represent the folk and artistic tradition of one of
the greatest pottery schools, which influenced the whole of Western Bulgaria, but
unfortunately lost its role and vitality, becoming part of the cultural and artistic
heritage.

3. Summary

The institutionalization of craftsmanship in the country has had a huge impact
on its existence in the years of the advent of modern production and the change in
contemporary life. What has been stated so far shows how the changed political,
economic and socio-economic conditions, including the criteria for aesthetic and
functional, reflect on production through forms and patterns. The cooperative
beginning in craftsmanship from the beginning of the 20th century and the later
unification of craftsmen in a single branch organization during socialism,
subordinates the individual approach of the masters to the common ideas about
the applicability of craftsmanship in contemporary life. The combination of
tradition, sometimes even burdened with claims to authenticity, with functionality
in unison with contemporary life, undoubtedly changes the appearance of
craftsmanship as a way of functioning. This change is also related to the
displacement of the traditional dominance of some crafts at the expense of others,
as well as the transformation of home production into artistic crafts.

This change can be most clearly traced through the prism of the life path of the
master potter Petar Gigov, who, faced with new political and economic conditions,
tried to preserve traditional forms, to develop them through his views and skills.
At the same time, to pass them on and try to revitalize and create continuity of the
Busin pottery school in modern conditions.

CHAPTER TWO
Museology of folk crafts. Development of craftsmanship as part of open-
air exhibitions

1. Introduction

The exposition in this chapter focuses on the institutionalization of crafts
through their museumification in open-air exhibition spaces. For this purpose, the
birth and development of the idea of open-air museums, their functioning and
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structure are presented in a historical context. The emergence and development of
this type of institution in Bulgaria is the main focus of this part of the study. Their
modern development as part of the market economy will be linked to their role as
a living heritage, which has the opportunity to be demonstrated and shown. For
this purpose, the analysis goes through the only such museum in Bulgaria, REMO
"Etar", the Architectural and Ethnographic Complexes related to its progress, as
well as Architectural and Historical Reserves, which have similar characteristics
for open-air museums, but for certain reasons do not become such.

Folk crafts are part of traditional culture, illustrate a number of its components
and, as a result, are presented in museum spaces and ethnographic exhibitions as
part of cultural heritage. They can be presented not only statically, but also through
demonstrations, which contributes to the enlivening of the space and the visitor's
experience of the heritage. The roots of these ideas are discovered at the end of
the 19th century, when folk culture began to be museumified in a new and different
way, by starting to be presented in open-air museums. For the first time on a
European scale, crafts, as parts of folk culture, began to be shown at exhibitions
with economic and commercial purposes, but from the middle of the 19th century
they were already part of organized major exhibitions at world exhibitions. The
text examines major exhibitions as the place where crafts began to be presented
as part of folk culture, but already in its national sense. The idea of creating an
open-air exhibition and building the first open-air museum is associated with the
activities of the Swedish researcher Arthur Hazelius .

2. World Expositions and Ideas for the Open-Air Exhibition of Folk
Culture

World exhibitions, also known as EXPOs *, began to be held in the mid-19th
century. In 1851, the "Great Exhibition of the Works of Industry of All Nations"
was organized in London. 5The crafts and products presented mainly appeared as
part of technical progress, but with exhibitors such as the Ottoman Empire, India
(then a British colony) and China, they were part of the artistic achievements of
folk culture and applied arts. At the Paris exhibition in 1867, national pavilions
were built, where folklore scenes with human figures in traditional costumes were
presented. Sweden and Norway participated and showed 17 ethnographic groups
through costumed figures placed in front of a picturesque landscape.® At the
Vienna Exposition in 1873, buildings were built, mostly country houses, as part
of the pavilions of some of the participating countries. Household items and
furniture were also added to them, which marked the beginning of the presentation

4 The one a famous name enters through English name World's Fair, the other - through French
name Exposition Universelle Internationale

5The Great Exhibition of the Works of Industry of all Nations or The Great Exhibition

6 https://ernie.uva.nl/viewer.p/21/56/object/122-275481 Viewed: 03.12.2025
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of traditional architecture, supplemented by ethnographic expositions (Nedkov
2018, p. 52). They presented models of home production, as well as examples of
folk construction (Czajkowski 1984, p. 14 according to Papuchiev 2019). The
Paris Exposition in 1878 also aimed to showcase cultural diversity. Thus, the
“Street of Nations” was presented as a key element in the spatial layout. The street
was turned into an ethnographic museum, where many countries presented
household items, folk costumes, demonstrations of crafts were held, folk
musicians played and sang, and artistic and decorative items in the national style
were displayed.

3. Open-air museums. Creation and development.

3.1. Creation of the Skansen Museum and the Exhibition of Folk Culture

Arthur Hazelius created the idea of exhibiting folk culture in the open air and
creating a living museum. In 1873, the first collection he arranged was shown,
which was called the "Scandinavian Ethnographic Collection", which marked the
beginning of the Nordic Museum. The main focus of the exhibition is the
presentation of rural culture from Sweden and Norway, part of which are folk
crafts. The audience is confronted with realistically presented scenes with dolls,
costumes and objects from rural life. Initially, the buildings were "populated" with
mannequins dressed in folk costumes, but soon real "kulorki" (women dressed in
traditional clothes) were introduced, who demonstrated spinning a spindle,
weaving and other crafts.” Thus, the transformation of the life of the inhabitants
of the buildings into a profession, along with the ethnographic artifacts and their
placement in a museum environment, to which plant and animal species are added,
creates a new type of museum presentation and exhibition. They mark the
beginning of a different type of museum, where, according to the new concept,
rural life and traditional culture can be preserved for future generations by being
placed in a protected space, where they have no contact with the modernizing
world around them (Papuchiev 2019, p. 99).

In 1897, the General Art and Industrial Exhibition was opened in Stockholm,
which represented one of the most significant events in the cultural and industrial
life of Sweden at the end of the 19th century. The exhibition gave a huge impetus
to the development of the new idea, as it was held on the peninsula. Djurgérden
where the Nordic Museum is located. The name of the new museum comes from
the place where it was built - Skansen Hill on the island of Djurgarden in
Stockholm. Until 1963, it was formally part of the Nordic Museum and operated
as its branch. Skansen was conceived as an institution with a dual function: on the
one hand, as a place to preserve material culture (buildings, objects, architecture),
and on the other hand, as a living history for visitors who can observe, learn and
immerse themselves in the culture of the traditional rural population. As part of

7 https://www.skansen.se/en/about-skansen/our-history/ Viewed: 03.12.2025
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the initial concept, an entire artisan street was exhibited, as well as a small district
of townhouses. The work of Arthur Hazelius shows the way and is a source of
inspiration for open-air museums in Scandinavia, and later in other European
countries and the United States ( de). Jong, Skougaard 1993, p. 151). The name of
the new museum was also adopted in many European countries, where the word
"skansen" became a designation for an open-air museum.

3.2. Open-air museums, distribution and influence on the perception of
folk culture as a living exhibition

By the beginning of the First World War, 104 museums and open-air
exhibitions had been opened in the Scandinavian countries and the Netherlands
(Nedkov 2010, p. 10). They permanently found their place in the museum network
of the continent and established themselves as preserving and presenting folk
culture in an open-air museum environment. In their exhibitions, they preserved
architecture, crafts and everyday life, which were beginning to change or
disappear. The new methods of exhibiting and enlivening the museum space, in
which the interaction between people and the environment is shown, including
agricultural practices, animal husbandry, crafts and landscape design, have an
important educational and training role. At the same time, they have an impact on
the popularization of the concept of the new type of museum.

The origin and rapid development of ethnographic museums, including open-
air ones, is connected with the need to outline one's own identity through folk
culture. Seen in a broader context, the first open-air museums are an expression
of the growing interest in folk culture, which is evident in the spiritual climate in
the second half of the 19th century. The main motive for this interest is the
preservation of cultural identity, which is becoming the object of an ever-
increasing threat. (de Jong , Skougaard 1993, p. 153). The “utopian national
whole” (Hillstrom 2012, cited in: Papuchiev 2018: 42), built in the exhibitions of
the first open-air museums, makes visitors experience them not through the
abstract, but through the sensory. Crafts are an important part of this experience,
where visitors are invited to join a kind of workshop, focused on the technology
and knowledge of the production of certain objects necessary for traditional life
(Papuchiev 2019, p. 107).

In Central and Eastern Europe, open-air museums began to appear in the
interwar period, although the ideas and concepts for such exhibitions had been
developing since the late 19th century. The first open-air museum in the Balkans
was created in Romania, where the National Museum of the Romanian Village
opened its doors in 1936. It was conceived as an open-air ethnographic museum,
with the aim of preserving and displaying the traditions, architecture and daily life
of the Romanian rural population. The museum's creator, Dimitrie Gusti
conducted extensive field research in the villages of Romania to identify and
document authentic rural households, crafts and lifestyles. The museum is
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modeled after the Swedish "Skansen", aiming for maximum coverage and
representation of the theme, with various types of buildings dismantled and
transported from all regions of Romania. 8However, unlike the Swedish museum,
where Hazelius hired people to bring it to life, Dimitrie Gusti offers entire families
to move and live in the future museum. Craftsmen from the villages from which
the samples are taken participate in the dismantling and then installation of the
buildings in the new museum space (Ivashko , Jagosova , Ku$nierz-Krupa , Tisliar
, 2025, p. 51). This is one of the new functions of open-air museums, where
representatives of the community itself participate in the museumification of their
own culture and contribute to its preservation and exhibition in a museum
environment.

3.3. Theoretical concepts for the development of open-air museums and
classification

Three models for building open-air museums are established: by transferring
architectural specimens to a museum environment; by restoring and conserving
architectural specimens at the very place where they were created, in their
authentic architecture and urbanization environment — in in situ ; by reconstructing
architectural specimens ( Zippelius 1974, p. 15).

The largest number of open-air museums are built according to the first model.
It is considered classic, recreating the idea of Artur Hazelius to transfer the
architectural model to a museum environment. This is how "Skansen " was created
, and all open-air museums in Northern and Central Europe were built according
to a similar model . Due to the small number of completely preserved settlements,
especially today, where the architectural appearance remains unchanged, the
second method is difficult to apply and there are few completely created such
museums. The third method is the most difficult to apply due to the extremely
high requirements of ICOM regarding authenticity, as a large percentage of
reconstructed sites are not recognized as cultural values. A combination of some
of the models is also observed.

One of the most attractive parts of the open-air museum exposition are the
places where various demonstrations of crafts are held. Craft workshops or ateliers
have accompanied open-air museums since their creation and are the best option
for enlivening museums. Traditional techniques for making household and other
objects are presented to visitors. Often, workshops are located on separate streets,
but they can also be scattered throughout the museum territory. A variety of
craftsmen in their workshops - blacksmiths, potters, turners, carvers, jewelers,
etc., work and show the folk tradition in this area. Crafts are presented to the
audience in a way that is not only attractive, but also educational.

8 https://muzeul-satului.ro/en/despre-noi/istoric-muzeul-satului/ Reviewed: 03.12.2025
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3.4. Case study: Glenleiten Open Air Museum, Bavaria

The museum is presented due to the opportunity to be visited several times by
me in 2010, and the choice of this particular museum for research is determined
by its overall specificity. It is a classic museum-village and is built entirely
according to the concept of "Skansen " and the requirements of ICOM. There are
operating craft workshops where crafts are demonstrated and a well-developed
cultural calendar.

The Glenleiten Open Air Museum are divided into several groups depending
on their level of professionalism. For some, this is a main activity, while for others
it is more of a hobby, a passion, a desire to return to traditional forms of production
and the experiences associated with it, and still others are full-time employees of
the museum. Of course, there is also a group that senses the trend and recognizes
it as a good opportunity for income. The payment is hourly, depending on the time
they are engaged in the museum. For the craftsmen, this is a good advertisement
for their qualities and products. All of them (except the pottery studio) are limited
in the production offered for sale, and it must be only in a traditional style or
technique. A significant problem when carrying out demonstrations is the
environment. Questions related to the extent to which the environment affects the
way it is perceived by the audience, whether they should be made in a completely
natural environment or is it permissible to be in an artificial one, continue to be
relevant. The jeweler at the Glenleithen Museum, for example, demonstrated her
skills simply in an ordinary room, some of the home crafts were deliberately
presented in more central places, many of the demonstrations used modern objects
and devices, the water mechanisms were powered by a specially created and
maintained pond. Thus, the museum chooses different approaches according to
the needs of the particular craft, taking into account its capabilities and means.

Glenleiten Open Air Museum is located in a natural environment, it combines
transported and restored authentic buildings, thematically separate exhibitions and
operating craft workshops, while at the same time trying to minimize static
exhibitions. Through demonstrations, educational programs and specialized
events, the museum offers a complete reconstruction of the historical environment
and presentation of folk culture according to the classic model of the Skansen
museum. In this way, it contributes to the preservation and popularization of the
regional heritage.

4. First ideas for open-air exhibitions in Bulgaria. Concept for a national
open-air museum

The construction of an open-air museum in Bulgaria began to be discussed
relatively late. The European model and the established connection between world
and national exhibitions, the basis for the gradual development of ideas for open-
air ethnographic exhibitions at the end of the 19th century, were not transferred to
our country, although a nationally represented exhibition was organized at the end
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of the century. The consequences of the Balkan Wars and the First World War for
Bulgaria were catastrophic, which is why in the interwar period the construction
of a nationally representative open-air exhibition was not on the agenda.

The creator of the first Bulgarian open-air museum, Lazar Donkov, wrote that
the idea of building a living open-air museum was born around 1948-1949, but he
did not share it with anyone, since at that time he did not see how it could be
supported (Donkov 2004, pp. 3-5). This first idea for building a small open-air
exhibition included in its concept a demonstration of crafts that were directly
related to the technical facilities. However, it remained unrealized. With the
accumulated experience, ideas and connections with other specialists, Lazar
Donkov would later create the first open-air museum near Gabrovo.

The idea of an open-air museum near Sofia was only renewed in the early
1980s. Specialists from the then National Institute for Cultural Monuments (now
NINKN) developed a project for the construction of an architectural and
ethnographic park with a museum complex in Sofia (Nedkov 2000, p. 99). The
project envisioned the future museum to be part of the EIM — BAS structure, and
the National Ethnographic Museum to be relocated there (Minkov 1996, p. 37-
38). The museum’s exposition was planned to begin with a recreated traditional
bazaar with craft workshops. They were to be staffed by craftsmen from the
Association of Masters of Folk Art Crafts (Minkov 1996, p. 39). Due to political
and economic reasons in the country after 1989, the project was not implemented
and remained only on paper. The idea of creating a National Open Air Museum
near Sofia is based on the experience and development of the open-air museum
created by Lazar Donkov near Gabrovo.

5. Regional Ethnographic Open-Air Museum "Etar"

5.1. Creation and construction of the exhibition

There is only one officially and internationally recognized open-air museum in
Bulgaria - this is the Regional Ethnographic Open-Air Museum "Etar". Its
construction began in 1963, and it opened its doors to visitors a year later - in
1964. The museum houses 50 objects - technical water facilities, houses with craft
workshops, objects of public importance, revealing the ancient techniques,
livelihood, lifestyle and spiritual culture of the population living in the central
parts of the Balkan Mountains from the end of the 18th to the beginning of the
20th century. *Lazar Donkov was appointed its chief curator, and later director.

All three methods approved by ICOM were applied in the construction of the
museum, which is most clearly seen in the technical facilities on water. First,
objects located in situ — the Karadzheyka mill, the Tepavitsa and the Valyavitsa.
The second method — by disassembling and transferring the respective specimen
to a park environment is used in the exhibition of the gaitandjiya workshop, the

9 https://etar.bg/istoria-na-museya Reviewed 08.12.2025
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mill — Dolapkinya, Bychkiynitsa, the lathe for gavanki and saltworks. The
technical water facilities are complemented by another Valyavitsa, a lathe for
buklitsa and a grindstone, which have been reconstructed using the third method.

The third method of building an open-air museum, through reconstruction or
creation of a copy, is also used in the construction of the city bazaar, the most
important element of the museum space. It began in 1967 and, as Lazar Donkov
shares, “it had to clearly show the original architectural wealth of our region, the
architectural landscape during the Revival, as well as the most important aspect
of our economic past — craftsmanship” (Donkov 2004, p. 17).

Since its establishment more than six decades ago, the museum has followed
the models of the first open-air museums in Europe, enlivening its exposition with
demonstrations. One of the greatest successes in this regard is the demonstration
of crafts, many of which can be observed daily. The craftsmen have been part of
the complex since its very beginning.

5.2. Case study: The museum and the development of Gabrovo pottery.

According to its decoration, Gabrovo ceramics are divided into two: vessels
with sgraffito decoration and painted dry pattern (Koleva 2024, p. 225). In the first
half of the 20th century, pottery in the region as a whole began to decline, due to
the inability to go beyond its small-scale production and adapt it for the market.
After 1944 and the change that occurred in the sphere of craftsmanship, only
individual potters remained to practice the craft. The house of one of the latter was
later reconstructed and, together with the workshop, was exhibited under the open
sky in Etara (Koleva 2024, p. 226).

Just a few months after this pottery workshop in the bazaar opened its doors,
Violeta Keremedchieva - Klara began working there. The craftswoman was born
in 1950, and in 1970 she graduated from the ceramic school in the town of Troyan.
YHer life and creative path combines all the changes in craftsmanship, its
institutionalization and development. She studied at a pottery school, at the same
time mastered the craft from a hereditary Troyan master such as Bayo Dobrev,
continued her development in the newly created open-air museum " Etar ",
became a member and an integral part of the ZMNHZ throughout its entire period
of existence, participated in national and international exhibitions of artistic crafts
and applied arts.

With her skills, accumulated knowledge, crafted forms and place of work (the
relocated house of the last potter), the craftswoman builds a kind of bridge
between the disappearing Gabrovo pottery and the knowledge about it, ensuring
the continuity of the craft for the next generations. Continuity that is also
happening thanks to the museum and its first director Lazar Donkov, who includes
the potter's house with a workshop as one of the first sites of the reconstructed city
bazaar.

10 Today National school for applied Arts "Professor" Venko Kolev ".)
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In 1979, another young master potter appeared at the Etar Bazaar, Veselin
Damyanov, 21 years old, born in Gabrovo. He graduated from the ceramic
technical school in Troyan, but even before graduating, he already knew that he
wanted to engage in pottery, and in his native region. Although he knew Gabrovo
ceramics from school, he mastered them precisely in the museum, where he
became acquainted with its development in detail. He mastered and mastered all
the techniques for making and decorating vessels, part of traditional Gabrovo
ceramics. Based on traditional Gabrovo ceramics, in 1993 he created his own line
of forms with a humorous focus. In 2004, his solo exhibition was organized at the
"Etar", where he can still be seen today.

Violeta Keremedchieva and Veselin Damyanov are the two ceramists who have
worked at REMO "Etar" almost throughout its existence. They have a serious
creative biography that is not only tied to the museum, but their contribution to
the preservation and development of Gabrovo ceramics is associated with their
work there. "The graduates of the Troyan Ceramics School revived Gabrovo
ceramics with its typical liquid forms - shulets, tonche, flat, decorated with shining
suns". *When in the middle of the 20th century the last potters in the region
stopped working, the museum transferred the entire craft to a new and specific
environment, such as the open-air exhibition. This has a serious impact on the
processes of preservation, revitalization, continuity and popularization of
Gabrovo pottery. At the same time, it gives the potters the opportunity to develop
their skills, and through them to preserve, develop and popularize the ceramic
traditions of the region.

5.3. Ensemble "Craftsman Street" and crafts as a living heritage

The “Craftsmen’s Bazaar” ensemble presents 16 workshops and shops in
which various craftsmen work and demonstrate their skills. Since its establishment
until today, REMO “Etar” has been trying to preserve the crafts that are
demonstrated in the most authentic form possible, as far as this is possible. It is
mandatory that the production technology be manual and the craftsmen adhere to
traditional forms. One of the typical problems with this type of policy is that very
often, when various objects are handmade, their value increases dramatically,
because the production cost is very high and they require much more time for
production. Some of the craftsmen in “Etar” have their own studios outside the
complex and create the majority of their production there, while the workshops in
the museum serve primarily for demonstrations. This is necessary so that the
craftsmen can value their work, given the specifics of their work.

Another path of development is the mutafchis, the making of products from
fur wool. The last mutafchis in the Gabrovo region are the Tryavna ones, who
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practiced until the 1960s. As of today, some of the few, if not the last mutafchis
who master the craft work in "Etar".

Fur-making could hardly exist independently without additional support. The
role for its preservation and existence is shared between Hristo Marinov and
REMO "Etar". The master, with his diligence, skill and hard work, demonstrates
and popularizes his craft and at the same time manages to ensure continuity by
passing on the accumulated knowledge and skills to his students. However, this
would be impossible without the museum's targeted policy of preserving,
socializing and popularizing the knowledge and skills related to the production of
fur products. Fur-making was on the verge of disappearing in the middle of the
20th century, but after the creation of "Etar", it continued to exist entirely in a
museum environment. It can be assumed that without this opportunity it would be
lost, since there would be no one to practice it due to the low income that this craft
always, but especially in modern times, provides.

All the workshops of the Etar Bazaar have their masters who work and
demonstrate their craft. However, two of them, even during their construction,
remained with static expositions, due to the complex technological process, which
can hardly be demonstrated. These are the blacksmith's and tobacconist's
workshops. Through the museum's projects, the two expositions have been rebuilt,
a completely new narrative has been built by adding information graphic panels,
visual and interactive technical means that show the history of the two crafts and
how they are practiced.

Through its various activities, the museum manages to add value to its static
exhibitions, contribute to the preservation of disappearing crafts and livelihoods,
and promote the skills and work of craftsmen. Particularly important are the
activities related to supporting craftsmen in times of global crisis, when they do
not have the opportunity to work and demonstrate in the museum. *Compromises
have also been made regarding the rent of the workshops. Thus, through its
targeted policy, the museum does not lose any of its craftsmen, who continue to
enliven the open exhibition even after the end of the pandemic.

5.4. The International Fair of Traditional Crafts. The Museum's Cultural
Calendar as a Tool for Presenting Folk Culture. Educational and Training
Activities

The calendar of events is an important part of the activities of any museum
institution that aims to attract more visitors. In REMO "Etar", it also helps to
popularize elements of folk culture, part of which are the presented crafts. Its main
emphasis since 2003 has been the organization of the "International Crafts Fair",
which is held annually in early September. The basis of this event is the "Folk

12 "Craftsmanship for the Future" project, which aims to support artisans during the Covid 19
pandemic, when museums are closed at various times.
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Crafts Fair", organized by the idea of museum specialists, the first edition of which
was in 1990. Its task is to restore in a museum environment, while strictly adhering
to traditions, a fair from the past, with an emphasis on craft production. *At
today's fair, in addition to those craftsmen who work in "Etar", all other craftsmen
of folk crafts who have declared their participation in advance and meet certain
requirements have the right to offer their products. All producers of folk crafts and
home crafts have the right to participate.

The event program also includes a competition between craftsmen in a
particular craft, which is announced in advance. It takes place during the fair days
and is open for observation. The master competitions during the Etar fair are the
most attractive events in the program. They help craftsmen communicate with
each other, and participants develop their skills in a museum environment by
learning from other craftsmen.

Each edition of the fair has a diverse program of numerous events, many of
which include demonstrations of traditional craft skills, home techniques and
reenactments of folk customs. The event also has its social role by attracting young
people interested in crafts, providing opportunities for meetings and training,
which supports continuity and development. At the same time, for many
craftsmen, participation is a direct opportunity to present their products to a wide
audience and find new markets, and the thousands of visitors who attend it provide
income for the museum institution. The fair strengthens REMO "Etar" as a
scientific and methodological center for the preservation, research and promotion
of craftsmanship, attracts an audience from the country and abroad, supports the
craftsmen economically and helps develop the crafts they practice.

The museum's cultural calendar includes many more events and throughout the
year brings together traditions, crafts, holidays and living history in one space. It
is a comprehensively constructed system in which heritage is interpreted through
structured and socially engaged forms of presentation. Its division into seasons,
where each season includes reenactments, holidays, thematic educational
programs and experiences, builds a structure that aims to follow the folk calendar
by reproducing its cyclicality, but with the idea of adapting them to contemporary
educational, social and cultural needs. At the same time, the event calendar can
also be defined as a means of managing the presented heritage within the
museum's outdoor exhibition, as well as a tool for socializing visitors by creating
an attractive space in which each event can, in addition to being educational, also
be experienced.

In 2013, a "Museum Children's Center" was established, and in 2024 a new
complex was built, and technological equipment was purchased, which increased
its capabilities and capacity. The Museum Children's Center is a modern
educational and training space integrated into the museum environment in order

13 https://fair.ctar.bg/istoriva Reviewed: 08.12.2025
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to recreate elements of folk culture for children and students through practical play
activities. The fact that the Center is part of an open-air museum facilitates the
participation of young visitors through activities that would be difficult to access
outside the museum environment. It provides an opportunity to encounter crafts
and customs as part of folk culture, but in a context tailored to the cognitive and
social characteristics of the participants. In the various modules, an environment
has been created in which children are educated and trained through active
participation, and not just through passive observation. Some of the programs
developed for different age groups are tailored to the educational content that is
studied in school, with which the Center helps to better connect formal and
informal education.

6. Architectural and ethnographic complexes, architectural and historical
reserves and their role in modern craftsmanship

6.1. Architectural and ethnographic complexes

After the creation of the first open-air museum in Bulgaria, no new such
museums were built, but other ethnographic complexes were created, the purpose
of which was to a large extent to "repeat" the good practices from Etara. Those in
Dobrich, Aytos and Veliko Tarnovo will be presented.

The Ethnographic Complex "Old Dobrich" was established in 1979 with the
aim of preserving and popularizing the folk crafts of Dobrudja. With the initial
support of the local Directorate of Culture and the active support of the regional
unit of the Bulgarian Association of Folk Crafts, the complex was launched
successfully. The folk crafts of the region are consolidated into a single center
through which they can function and develop independently of the
industrialization of the production process, which has pushed them to the
periphery of services. Dobrudja craftsmen have a field for expression, and in
addition to entering the tourism-related market, their production is also viewed
with artistic value. Like other regions in the country, various open-air exhibitions
and exhibitions are organized. All this helps to strengthen the rather shaky
positions of the crafts and their role in public life and culture. This "golden period"
ends after the democratic changes in the country in 1989 and the new economic
realities that society faces.

How successfully the Ethnographic Complex "Old Dobrich" can function as
an independent unit, and not as a budgetary institution, is difficult to assess with
certainty. “In general, there are very few good examples of a developed and
working museum marketing strategy in Bulgaria, and this one is not one of them,
because after 1989, a decisive role in generating revenue for the complex has been
tied to the proximity of the resorts on the Northern Black Sea coast. This has

14This analysis is of the base the last my impressions before covid the crisis.
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always provided foreign visitors to the complex and has led to a "laziness" and
lack of activity in the field of marketing and advertising. Thus, this huge dual
potential, on the one hand of the complex, and on the other hand of the number of
tourists, remains largely unused and undeveloped.

Similar in idea and structure is the Architectural and Ethnographic Complex
"Genger ". It is located in the Slaveeva Reka city park of the town of Aytos. It was
created as the "Crafts Alley" in 1988, which shows that they were originally
included in the concept. The main goal is to build an open-air ethnographic
exhibition, in which the most typical folk crafts of the region will be presented. A
small ethnographic collection is also being created, which will present the
traditional way of life of the population of this region. The complex has a
carpentry workshop, a coppersmith workshop, workshops for applied arts and
artistic knitting, and the craft of basketry is also presented.

Genger Ethnographic Complex is the smallest site of this type, which is being
built in an attempt to recreate the REMO "Etar" on a smaller scale, but the political
changes after 1989 changed the plans for its development. The original name
"Crafts Alley" also establishes a direct connection with the open-air museum near
Gabrovo and its bazaar, but the main difference is the lack of architectural models
around which to construct the site. Like the complex in Dobrich, the one in Aytos
also manages to exist in the field of tourism. The proximity to the southern seaside
resorts ensures a tourist flow during the summer season and a limited number of
visitors during the winter.

Samovodska charshia" in Veliko Tarnovo also has the status of an Architectural
and Ethnographic Complex. Its creation aims to show the "architecture, economic
past and production life" *°of the people of the Tarnovo region from the late 19th
and early 20th centuries. The overall concept is based on relatively well-preserved
architectural examples in situ and the economic history of the city from the period
of the Bulgarian Renaissance to the beginning of the 20th century.

In the contemporary mosaic of crafts formed on the Samovodska Bazaar, each
craftsman has chosen his own strategy through which he presents his skills and
supports himself. After 1989, the Samovodska Bazaar did not become an
independent institution, it was separated from the structure of the museum, it was
not part of an architectural reserve'®, but was a municipal structure. In this way,
the site has free access, it does not have museum status and specific requirements
typical of open-air museums that must be met. This also determines the presence
of numerous and different spaces, including establishments on the two streets that
make up the bazaar. The craftsmen pay rent for the workshops, but unlike the

15 https://www.veliko-tarnovo.bg/bg/zabelezhitelnosti/ack-samovodska-charshiya/ Viewed:
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16 Such for example, it is an architectural museum Tsarevets Reserve, part from RIM — Veliko
Tarnovo .
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open-air museum near Gabrovo, there is no competition and there is no
requirement for the type of production offered. In this way, craftsmen develop
three types of strategies: one is entirely related to the production of small-scale
souvenirs, the second is oriented towards demonstrations, preservation and
development of traditional technologies and forms, and the third produces high-
quality objects with a high market price on the one hand and uses national symbols
to sell the production.

6.2. Architectural and historical reserves

The creation and separation of architectural and historical reserves (ARI) is a
phenomenon that originated in the early period of socialism and continued until
its end. Part of a larger political concept for the revitalization of folk culture and
an attempt to present it with an emphasis on its originality and antiquity, they
reflect political and social processes. Such a status is given after conservation and
restoration to settlements that have preserved in some form their appearance from
the second half of the 19th century. The main architectural models are usually
preserved in situ, and after their restoration they become attractive museum
objects for visitors.

Active restoration activities in the designated Revival settlements began in the
1950s. The idea, according to the views and ideology of the time, was to save the
architectural values “giving a real idea of the national construction genius, through
the means of architecture to show its ideal of freedom and creative realization”
(Nedkov 2000, p. 38). The emphasis was on preserving and exhibiting
architectural specimens or entire ensembles of buildings. Another main task, after
the restoration was completed, in order to attract and entertain visitors, was the
creation of operating craft workshops that would display crafts characteristic of
the region. They were usually found in the restored shops of the houses, where
ethnographic exhibitions were also built. However, the demonstration of crafts
was not set as a main part of the exhibition, but was gradually separated. Craft
workshops were restored, but a large part of them were not operating.

7. Summary

REMO "Etar" is an open-air museum, but it differs from "Skansen" and most
such museums due to its original different function at its creation. It is an
ethnographic museum, oriented to a specific period and region. But it is most
significant specificity is that it aims to present in its exhibition the urban
architecture and culture of an economically developed region such as Gabrovo,
where crafts are an important economic sector and through them, in combination
with architecture, the museum narrative and space are built. At the same time, the
museum, from its inception, fits into the image of the national - "the predominant
Bulgarian population in Gabrovo is a prerequisite for foreign architectural
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silhouettes not to enter the settlement"!’, understood as ethnically pure, that is,
Bulgarian. In this way, the historical credibility and cultural authenticity of the
exhibited artifacts and the presented craft techniques and practices are legitimized
(Papuchiev 2019, p. 120). A regional permanent open-air exhibition is beginning
to become a national one, due to its “pure” ethnic character, the craftsmen are
Bulgarians and practice folk crafts. At the same time, the fact that the museum has
no equivalent in the country leads to its presentation as the only place where
visitors fall “into the world of the Bulgarians of the Bulgarian National Revival”
and have the opportunity to touch “the craftsmanship of our ancestors”. *¥*More
than 60 years after its creation, it tries to preserve and present the architectural,
ethnographic and historical heritage, turning it into a national treasure.

The first activities of the museum are focused on and related to folk crafts and
master craftsmen. Over the years of its existence, the institution has implemented
a number of policies aimed at their preservation, storage, promotion and enables
their development. The funds contain various exhibits related entirely to craft
production - tools, the forms and production themselves, household items of the
craftsmen. Ethnographic exhibitions have been created, presenting the daily life
and lifestyle of the craftsmen. Knowledge and skills are demonstrated daily in the
workshops or through technical facilities on water. An annual international fair, a
master competition is organized, various celebrations and folklore reenactments
are held, related to livelihood and craftsmanship. Various scientific forums,
conferences and seminars are held on the problems of folk crafts in modern times.
Through the international fair, an attempt is also made for positive intervention in
the market and economic spheres related to craft production. Even today, REMO
"Etar " continues to pursue a comprehensive and purposeful policy in support and
development of folk crafts in modern times, trying to adhere to the principles
enshrined in the ideology of open-air museums. It strives to apply them in the
context of its regional specificity and the national policy for the promotion and
preservation of cultural heritage, while offering opportunities for professional
realization for master craftsmen.

According to some researchers, the construction of the Architectural and
Historical Reserves is the reason why the Etar Museum remains unique (Nedkov
2000, pp. 124-125, Minkov 1996, pp. 34-35). The basis of these opinions is the
ability of the AIR to present architectural specimens in situ, the construction of
ethnographic expositions and craft workshops. However, the presentation of crafts
through craftsmen and operating workshops is not among the main goals of these
reserves. The investment of large resources, the lack of a comprehensive policy
and the ideological focus in the construction of the AIR can be defined as the
reason for the impossibility of creating another open-air museum. At the same
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time, the success of the "Etar" museum leads to the construction of Architectural
and Ethnographic Complexes, which aim to be "small open-air museums",
without having the possibility of such a status, in which folk crafts can be
presented. However, their main goal is not to preserve and revitalize certain crafts,
they do not have the status of a museum as a whole, which can collect and store
artifacts in its collection. The sphere of activity of the AEK is focused on tourism,
which also determines the production of master craftsmen.

CHAPTER THREE
Institutional development and museumization of folk crafts.
Transformation of organized craftsmanship
(Based on the example of the town of Troyan)

1. Introduction and historical context

This chapter attempts to present the state and development of crafts in the
period from the mid-20th century to the early 20s of the 21st century. The
development of crafts is traced in several thematic fields. The latter are formulated
as such in the literature on the problem. They are also confirmed within the
framework of the field studies conducted. The individual thematic groups are the
following: mastering and practicing the craft, having one's own workshop/studio
or hired worker, profession or hobby, market and realization of the production, the
role of the Cooperative of Masters of Folk Art Crafts, the development of crafts
after 1944, cooperation and industrialization. The current state after 1989 and the
problems that have arisen. Special attention will be paid to the influence of cultural
and educational institutions at the local level, such as the Museum of Folk Crafts
and Applied Arts in the town of Troyan and the National Exhibition of Crafts and
Arts in the village of Oreshak. The role of the National School of Applied Arts
"Prof. Venko Kolev" will also be examined.

2. Learning and practicing a craft

The traditional model, which took shape during the Renaissance, included
apprenticeship, becoming a journeyman, and after passing an exam, becoming a
master. Another characteristic of this model is training in a family environment
and transmission by inheritance. Such schools are, for example, the National
School of Applied Arts (NSA) "Prof. Venko Kolev" - Troyan'®, the National High
School of Applied Arts (NGSA) "Trevnenska Shkola" - Tryavna %, etc. For more
than a century, these educational institutions have been producing personnel, some
of whom directly enter craft production, changing the previously existing model
of training and implementation. This type of educational institution was initially

19 Created in 1911 as School by pottery
20 Created in 1920 as State carpentry school
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created as craft schools, and only decades later did they become art schools. Thus,
in practice, for a period of 40-50 years, their main goal was to produce personnel
whose implementation was in the field of craft and mass industrial production.

After 1944, the model was also imposed, in which the acquisition of
knowledge and skills occurred as a result of many years of work. This happened
in several enterprises (Labor and Production Cooperative (TPK) "Native Art",
Labor and Production Cooperative "Troyanska Keramika", etc. Nowadays, there
are also people who define themselves as "self-taught" in the craft.

2.1. Pottery/ceramics

Of the crafts practiced in the Troyan region after the mid-19th century, pottery
undoubtedly ranks first (Kovachev, Totevski, Tsanov 1992, p. 7).

Since its establishment and especially after 1944, the pottery school has played
a major role in the education and training of personnel to be realized in the field
of craft production, but also for the needs of the ceramic and porcelain industry.
Thus, education in it combines the hitherto prevailing traditional model of
transmitting knowledge and skills by inheritance with vocational training in
school. Another expression of the peculiar interweaving of traditional and
vocational training is when, for example, some of the masters from pottery
families are also teachers in the pottery school. In practice, at the time of the study,
there are no hereditary potters/ceramicists who have acquired their skills only in
a family environment.

After the democratic changes in 1989 and the transition to a free market
economy, the main number of potters/ ceramicists who graduated from art school
was preserved. People working in this craft without having a professional
education also began to appear. A large part of them were “trained” in the ceramic
workshops that began to swarm around the region. Some of these people who
started to engage in ceramic production were trained by masters. Viewed only in
this aspect, this can also be defined as a recreation of the traditional model of
training through apprenticeship. This type of training in workshops can hardly be
presented as a modern development or interpretation of the traditional model of
training. The main difference here is that work is started due to the need for funds,
without the worker having the necessary qualifications. Only then is the
knowledge and skills necessary for work in ceramic production acquired. This is
an inverted model of traditional apprenticeship, where there is no pay, and income
comes only after completing the training process.

2.2. Woodworking crafts

Another major branch of Troyan crafts is woodworking. The reason for this is
the presence of a large number of forests around the city (Kovachev, Totevski ,
Tsanov 1992, p. 7).
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Since the early 1950s, woodworking production in the region has expanded
and consolidated, which has also increased the need for specialized personnel to
work. The problem cannot be solved as in the case of ceramic production, and this
has led to a new dual model of training - parallel apprenticeship with a master and
professional training in machine operation and the production of skilled workers.
It also provides an opportunity to produce personnel for work in the enterprises
without having prior professional education.

Woodcarving ranks second after woodturning among the woodworking crafts.
In most cases, woodcarving is studied at the art school in Tryavna or at the
vocational high school in neighboring Teteven. The hereditary transmission of
knowledge and skills related to woodcarving is disappearing. Among the
interviews conducted, there is only one case of a master woodcarver in whom the
skills are the result of family continuity. The scope is only two generations, and
the mother is a graduate of the National Academy of Arts.

Pyrography is a type of technique used mostly for decoration in woodworking
crafts. Gradually, after the second half of the 20th century, it began to stand out
as a separate craft or applied and decorative art. There are people who have
mastered and deal only with pyrography and their production is sold on the
market.

2.3. Other practiced crafts

In addition to the large crafts with numerous craftsmen, such as pottery and
woodworking, there are also smaller crafts in Troyan. Among them are icon
painting, weaving, and metalworking.

However, none of the interviewed icon painters in Troyan region has a
completed specialty in the field of icon painting or church painting. Due to the
good preparation that the art high school in Troyan provides, its graduates often
find fulfillment in the field of fine arts. However, the mastery of icon painting is
built and perfected many years later.

Fabric processing is one of the most sustainable home crafts, and as such it
lacks the classic apprentice-journeyman-master model. Continuity is achieved
within the family, during the productive process, thanks to constant interpersonal
communication from a very early age (Krstanova 1999, p. 180). In both cases
studied (weaving and tailoring) sustainability is noticeable and the basic
knowledge and skills are transmitted within the family-kinship environment.

There are few people actively engaged in metalworking. For them, the craft is
passed down within the family. Based on field observations, it can be predicted
that this group of metalworking crafts, like cooperage, is in danger of extinction.

2.4. Vocational training and education
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As a summary of this part, it can be stated that the acquisition of knowledge
and skills necessary for practicing a certain craft #in Troyan region occurs in
several ways. Changes in socio-economic terms often require the combination of
different approaches. This is dictated by the desire of the next generations, on the
one hand, to master the craft, and on the other hand, to adapt and adapt to the new
conditions. This is also confirmed by field observations.

For potters/ceramicists, training mainly takes place through the specialized art
high school (NUPI "Prof. Venko Kolev"), very often intertwined with the
continuity of tradition in families. Over the past thirty years, in addition to the
established ceramic workshops, people who acquired their knowledge and skills
at a later stage, most often at the places where they work, have also begun to
engage in clay processing. Due to the strong tradition and professional education
in clay processing, there are no self-taught masters. Most who claim to be such
have had contact with pottery and ceramics in a family or professional
environment.

In woodworking, the situation is different. Woodworking has deep roots in the
region. Therefore, the people who practice it can be largely defined as hereditary
and there is continuity in the family. This contrasts with the situation in
woodcarving, where such inheritance is almost nonexistent. On the other hand,
woodcarving is among the crafts and applied arts in which there are the most self-
taught masters.

Pyrography owes its development to the serious production of woodturners in
the late 1930s. Later, the need for personnel for the TPK "Native Art" supported
the existence and development of the pyrography craft. Icon painting requires
knowledge and skills that people develop themselves over the years. This is the
area in which you can be self-taught, but in order to be able to realize yourself
successfully, you must know and comply with the canonical requirements for
creating an icon.

The next level of development in the process of acquiring the knowledge and
skills necessary for some crafts and applied arts is the Academy of Applied Arts.
Higher education in applied arts does not guarantee future realization either in the
field of art or in craft production. According to informants, graduating from the
Academy of Applied Arts changes their way of thinking, but not their skills. With
a craft you can always “make a living”, but the Academy can also “feed you”.

2.5. Professional realization

During this period, the presence of one's own workshop and/or studio can be
considered an indicator that this is the main activity of the craftsman. Building up
a material base is an expensive investment for some of the crafts, which requires
hired work for another craftsman or company. A craft can provide the main

2L Tn rare cases applied art
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income of the craftsman, but it can also be an additional income for the family.
There are also cases when a craft is practiced more for pleasure than for income,
which may allow it to be defined as a hobby.

For all respondents who are engaged in pottery/ceramics, this craft is their
profession and main source of income. In woodworking, the situation is different.
For some of the interviewees, turning is an additional income. However, there are
exceptions in woodcarving. There are carvers for whom this is the main activity
and a way to generate income. It is among the crafts that can be worked on at any
time and provide great personal satisfaction, which also determines the existence
of this craft as a hobby. Pyrography is practiced in free time, but is usually not a
hobby, but a source of additional income. In weaving and tailoring, specific
examples indicate a similar situation, although there is a combination of hobby
and additional income, with an attempt being made to make it the main one. The
current situation of craftsmanship in the region cannot be defined unambiguously.
Most craftsmen work their craft mainly for themselves and as a profession that
feeds them. But for some, securing their material base is a problem that leads to
hired work. At the same time, some of the crafts presented have been practiced at
home, since the time of socialism, when people worked privately at home. This
continues today, when a craft can be a source of additional income. But there is
also a practice for pleasure, which turns it into a hobby.

2.6. Handicraft production and its market

Each craftsman or manufacturer orients his production towards a certain group
of buyers, and according to the respondents it is difficult to classify which ones
are the preferred ones. At the same time, everyone strives to orient their production
towards a certain market. The main thing is that the production is sold, not to
whom. This applies to the greatest extent to organized production in workshops
and enterprises. They rely on the established brand with which the region is
identified (Troyan pots, Trojan pattern) in order to be able to sell their goods.
Smaller workshops and studios, as well as independent producers, strive to impose
their own brand or style in order to be recognizable on the market.

The classic model for the sale of goods by distributing them at fairs and
gatherings still exists today. In modern times, this model can be added to the one
at REMO " Etar ", as well as at the local level. The craftsmen also distribute their
goods at festivals, bazaars, tourist exchanges, and seasonal resorts.

The market also provides an opportunity to offer services. For craftsmen, such
an opportunity is demonstrations, which are a type of hired service. They represent
a display of knowledge and skills to a non-professional audience, with the
opportunity for them to actively participate in the process.

The demonstration of a craft in a public place is still done primarily to attract
customers. Then, in addition to the skills that are demonstrated, the audience
"sees" everything else. Demonstration and short training in a craft is a market
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niche that, in addition to attracting customers to the offered products, also has the
potential to become a main activity. However, not all craftsmen have the desire,
attitude or opportunity to show their knowledge and skills, so demonstrations can
be separated into a separate category.

3. Guild of Masters of Folk Crafts and its role in the development of folk
crafts and applied arts in Troyan

After the democratic changes in 1989, the cooperative lost its institutional and
market foundations, began to exist in the sphere of the market economy, and in
the first years after the changes experienced a number of turbulent cataclysms. A
period of decline ensued, and the organization itself lost its positions in the market,
members gradually left, and the material base collapsed. After the almost complete
disappearance of the cooperative in Troyansko, today a group of craftsmen from
the region are trying to revive the organization's activities by organizing various
exhibitions, celebrations and reenactments of artisan holidays and customs, the
basis of which is the holiday of St. Spyridon.?

Among the craftsmen in Troyan, there is a frequent confusion between the
Cooperative and the Chamber of Craftsmen. This leads to hesitation in their
choices, as well as a lack of motivation for membership.

Although by law the Cooperative as a branch organization is part of the
Chamber, this confusion of ideas hinders both organizations, because all their
activities are difficult to distinguish in people's minds. An activity of the
Cooperative can be recognized as an activity of the Chamber and vice versa. This
problem leads to another. It is important for every branch organization to recruit
new members who can help its development. But the Cooperative suffers much
more because of this confusion, because the Chamber, by issuing the legally
mandatory master certificates for work, still recruits a membership base more
easily. Thus, in a situation where the two organizations overlap in the minds of the
masters, membership in the Cooperative, once you are already a member of the
Chamber, becomes meaningless.

All craftsmen in the Cooperative before 1989 were obliged to participate in
exhibitions with their works. Today in Troyansko there are many people who
participate in exhibitions, as well as those who have the desire, but claim that they
do not have time. The largest number of exhibitions, both individual and joint, are
made by ceramists who have a professional education. Participation in exhibitions
for craftsmen is not only a matter of presenting their works. It has the meaning of
creative expression, of the inner need to present your ideas and skills as a creator.
Exhibition activity brings authority and prestige not only to colleagues, but also
to visitors, and hence to the community as a whole.

22 The topic for St. Spyridon is examines as part from the events related to the Museum on the
people's artistic crafts and applied arts arts , Troyan
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4. Institutions and Craftsmanship

Three institutions have had the greatest influence on the development and
current state of crafts in the Troyan region over the years. These are the "Museum
of Folk Crafts and Applied Arts", the town of Troyan, the "National Exhibition of
Crafts and Arts", the village of Oreshak, where the museum and the specialists
working in it have made a great contribution, and the National School of Applied
Arts "Prof. Venko Kolev". At the same time, the industrial development of the
region, which also includes cooperation, is another important element that has an
impact on crafts.

4.1. History and development of museum activities in the region

Museum activity in the town of Troyan began in the 1920s. On the initiative of
the teacher and local historian Vlasi Stoyanov, who in 1924 organized a small
museum collection at the Nauka Public Community Center in Troyan (Totevski
1990, p. 2; Stancheva 2012, p. 3). The collection itself is located among the books,
in a special cabinet with glass display cases, where archacological finds, guild
charters, notebooks, deeds and other documents are collected.

In 1933, the Troyan Popular Bank organized a Permanent Crafts Exhibition,
where merchants and all guests of the city would have the opportunity to see the
production of local craftsmen, to get acquainted with its quality and quantity. The
profits from the exhibition remained to support craftsmanship in the district. The
idea was also launched to make the exhibition permanent.

The organized Permanent Crafts Exhibition has an important role for the city,
for its economic development, cultural memory and heritage.

The permanent craft exhibition has overlapping roles and functions with the
museum - it influences the crafts in the region, contributes to their preservation
and modern development, promotes them and presents them as a living cultural
heritage. However, this is not a sufficient argument to claim that the exhibition is
the predecessor of the museum. Nearly 30 years have passed since the exhibition
organized by the Troyan Popular Bank to the opening of the Museum. Therefore,
if we assume that the beginning of museum activity in Troyan began in the 1920s,
then the Permanent Craft Exhibition, organized with great success, can be defined
as the first and only specialized event in the field of folk crafts for the next almost
three decades, encompassing some elements of museum activity.

4.2. The Museum of Folk Crafts and Applied Arts. Creation and Status

In the spring of 1962, the then Institute of Fine Arts organized the first
Theoretical Conference on the Status and Development of Folk Crafts. The most
significant decision in relation to folk crafts and their research, development,
preservation and popularization was the proposal to create a specialized museum.
The goals set for the newly established museum were serious, ambitious and
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responsible, the main part of which was “To search for, collect and arrange in its
exposition according to the thematic structure the most valuable products of
prominent master craftsmen from Troyan, bearing signs of artistic appearance, and
original works of applied arts by local and other our artists” (Stancheva 2012, pp.
9-10). The structure of the new institution includes two main sections, which also
appear in the name of the museum - artistic crafts and applied arts. Six years were
needed from the decision of the Politburo of the Central Committee of the
Bulgarian Communist Party to create a museum and the official opening of its
new exposition. On October 3, 1968, on the occasion of the 100th anniversary of
Troyan's declaration as a city, the head of state Todor Zhivkov and the chairman
of the Bulgarian Academy of Sciences Angel Balevski (a native of Troyan) opened
the museum and its permanent exhibition.

4.3. Workshop "Trojan Masters"

Two years before the opening of the new exhibition, the Troyan Masters'
workshop was established within the museum structure. Nine prominent masters
from the region are its founders and first members. It must carry out economic
and artistic activities, which are directly subordinate to the museum management.
The main task of the workshop is to revive and develop the Troyan craft school in
economic and aesthetic terms (Stancheva 2012, p. 14). No special base is planned
for this structure. The masters work in their workshops or at home. The museum
finances equipment and supplies and cooperates in the supply of materials.

Within just a few years of its establishment, the museum and its functioning
workshop became a place for the preservation, presentation and promotion of
heritage, as well as an important place of memory. At the same time, the museum
began to establish itself as an important cultural institution for the entire region,
influencing both the contemporary development of folk and artistic crafts, as well
as the master craftsmen themselves and their production.

4.4. Triune structure

In 1970, the Committee for Economic Organization decided to organize a
National Fair-Exhibition of Folk Crafts. Its organization should be carried out
simultaneously by the Committee for Art and Culture and the Lovech Regional
People's Council. The proposed location for its holding is the village of Oreshak.
The village is located in the immediate vicinity of the Troyan Monastery
"Assumption of the Virgin Mary". The location chosen thus follows the
historically established tradition of fairs being held near monasteries. The main
goals of the National Fair-Exhibition are to help in the development of folk crafts,
to present the achievements of the masters and to give them the opportunity to
realize production with high artistic qualities.

The structure thus created is essentially a common system, built up of three
units: scientific and methodological (Museum), production (Studio) and
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exhibition (Exhibition) (Stancheva 2012, p. 16). It gradually transforms the
museum into an institution of serious importance and a national center in the field
of folk and artistic crafts. The structure makes it possible to break the model of
presenting folk art in museums. The public can to a much greater extent touch the
crafts and their historical development, see their contemporary manifestations
through the masters and the objects they make, as well as acquire a certain sample
or work.

4.5. Master craftsmen and the methodological activities of the museum

Back in the 1970s, the Museum of Folk Crafts and Applied Arts, as an already
established institution, initiated a program for methodological work with the
masters. A free faculty “Art in Our Lands” was organized, where talks were held,
lectures were read, and video materials related to the history, culture, and art of
the Bulgarian lands were projected. They had their educational and popularizing
contribution, and were remembered by the people who visited them. It is difficult
to determine whether these organized events influenced the masters in their
professional development. Comprehensive information about this is missing from
the available empirical material.

4.6. The scientific and exhibition activities of the museum as a factor in the
transformation of craftsmanship

4.6.1. Scientific activity

With its publications in the years, the Museum of Folk Crafts and Applied Arts
has established itself as a specialized artistic and aesthetic institute that seeks and
finds a new approach to artistic heritage — not only to preserve folk art and
centuries-old traditions, but also to study and popularize them (Stancheva 2012,
p- 19). Serious attention is paid to the archival materials accumulated over the
years and stored in it. New and already published valuable publications are
published from them. Some of them are dedicated to folk and artistic crafts, others
describe the history of the city and its role as a craft center. Since 2014, the
museum has also started publishing its own magazine, which retrospectively
presents museum activities and research over the past year. The albums and
catalogs prepared and published by specialists, dedicated to folk and artistic crafts
and collections, deserve attention.

4.6.2. Exhibition activity
The permanent exhibition is the one that permanently presents a museum and
in order to convey its message to as many visitors as possible, it is long-term. It is
basic and presents the main content of the museum collection, shows the goals
and tasks that each museum sets for itself in collecting, researching, documenting
and communicating values (Boneva 2011, p. 56). The permanent exhibition of the
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Museum of Crafts has been changed three times in order to qualitatively and fully
present the development of folk and artistic crafts and applied arts. The overall
exhibition narrative is divided thematically and presents each topic separately in
a sequential order. The visitor's movement is organized so that he gains a
comprehensive impression of it. One of the goals of the ethnographic exhibition
is “to present the socio-constructive narrative of national symbols taken from
everyday life” (Ganeva-Raicheva 2018, p. 21). Such symbols are folk crafts, and
in the second half of the 20th century, artistic crafts and applied arts also became
such. The first two versions of the exhibition were static, and after the renovation
in 2002, several interactions were added to it. Together with the new spatial layout,
they make it much more functional, didactic and aesthetic. It manages to combine
the national romantic discourse, presented on an everyday level, with the aesthetic
qualities of cultural values and a comprehensive musealization of traditional local
material culture.

The museum also organizes temporary exhibitions. The creation of
temporary exhibitions is a dynamic means of museum communication. Especially
after 2002, they have become part of the institution's tools to communicate with
its audience, to present and promote its collections in its main thematic profile -
folk and artistic crafts and applied arts. On the other hand, the contemporary
development of crafts and arts is presented and the craftsmen are given the
opportunity to demonstrate their production/works to the community. At the same
time, the heritage is presented in a recognizable and sought-after way by the local
community. It has inherited and preserves the connection with folk and artistic
crafts. Temporary exhibitions, including mobile ones, make the Museum of Crafts
recognizable and distinctive, open up opportunities for new audiences to get
acquainted with crafts and folk art in a museum environment.

4.7. The cultural calendar of the museum. The celebrations of St. Spyridon
as an important factor in the consolidation of the local craft community

In Troyansko, St. Spyridon is celebrated by shoemakers and potters. After
1944, the role of the holiday decreased, "now this custom is almost abandoned"
(Hadzhiev 1954, p. 64) and it is almost not celebrated. In the 1960s, in unison with
the policy of the Bulgarian Communist Party to purge the religious element from
the holiday system, the saint's day began to be celebrated as "Master's Day". After
1989, the celebration of the craftsmen's holiday in the city died down for a certain
period of time, and the local press published congratulatory articles or reminders.

In 2010, the museum and the National Exhibition of Arts and Crafts - Oreshak
celebrated December 12 with events in memory of the master Petar Krekleshki .
An exhibition-bazaar with works by contemporary masters from the Troyan
branch of the Association of Masters of Folk Arts and Crafts was organized by the
museum in connection with the feast of St. Spyridon in 2013.
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For several years, St. Spyridon's Day has established itself as an important
event in the city's cultural calendar. The name "Master's Day", imposed in the
1970s, has been retained. The two names "St. Spyridon" and "Master's Day" do
not deny each other and have become interchangeable, often used as identical by
institutions and the community.

The holiday is constructed on the basis of elements from old previous
celebrations and traditional practices and shows a direct connection with the local
heritage and cultural institutions. Three elements can be highlighted in the
celebrations. First of all, this is the strong Christian thread, which through the
blessing of water binds the presence of the city church and the Troyan Monastery
in the holiday program. Second is the line that emphasizes the guild past, points
to the traditional period of organization of craft production. Its emblem is the
procession with the flag. The third line is related to the recreation of the ritual
food. The thematic exhibitions and exhibition-bazaars of craftsmen imposed over
the years after the establishment of the Museum of Crafts and the Exhibition have
their own continuity, through which the structure of the holiday is completed. Each
of the organizers of the event participates in its overall construction. However, the
Museum of Crafts makes a major contribution to the holding of the holiday. He is
one of the initiators, through his specialists he coordinates and participates in a
large number of events. The institution annually organizes an exhibition dedicated
to folk and artistic crafts, provides an opportunity for local artists to express
themselves, is a co-organizer of the craft exhibition-bazaar, and holds events
complementary to the holiday. Through his expert and scientific capacity he also
participates in the recreation of customs and rituals. The other important organizer
and participant is the Association of Masters of Folk Art Crafts - Troyan, where
its members play a key role, who are the most important participants in the holiday
and without them it would have acquired a different character. With their presence
they enliven the entire festive complex of activities and events. Their participation
in the exhibition-bazaar makes it possible to present the modern development of
craftsmanship and applied art.

The holiday and all its activities are aimed primarily at the local
community. Its contribution to the development of local craftsmanship is not
economic, but rather symbolic. The craftsmen organize an exhibition-bazaar, but
do not consider the holiday as a serious opportunity for the realization of their
production. The event is recognized by the respondents as a professional holiday
and an opportunity for cultural and creative expression.

By organizing the holiday dedicated to the patron saint of craftsmen, the
Crafts Museum fulfills its functions to preserve and promote the craft heritage. In
this way, it presents the current state and development of crafts and arts and
participates in the consolidation of the craft community in the city.

The Museum of Folk Crafts and Applied Arts has played a key role since its
inception not only in the preservation, documentation and promotion of crafts, but
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also through its research and exhibition activities has a direct impact on
craftsmanship not only in the region, but also throughout the country. The changes
in the exhibition present the development of crafts and craftsmanship in various
aspects of their importance as a heritage. The museum, as part of the celebration
of the patron saint of craftsmen "St. Spyrodon" / "Master's Day", takes part in
contemporary craft rituals and practices. At the same time, it maintains the
connection between the institution and the craftsmen, and in this way the latter
recognize it as an important part of their community.

4.8. National School of Applied Arts "Prof. Venko Kolev' and vocational
education in ceramics

The National Art and Culture School "Prof. Venko Kolev" is a specialized art
school in the system of schools of arts and culture under the Ministry of Culture.
Its history begins in 1911, when a Pottery and Cave School was established in the
town of Troyan with the aim of "raising this important craft for the economy in
artistic terms and preparing young artisans-potters" (Hadzhiev 1954, p. 13).

Throughout its existence, the pottery school participated in the
institutionalization of the craft, in its transformation and adaptation to changing
conditions. Some of its graduates continued their education at the National
Academy of Arts, others became artists or specialized in another artistic cratft.
During the socialist period, however, a large part of the graduated students did not
become part of the individual craft production, but were incorporated as labor in
the ceramic workshops and enterprises.

4.9. Industrialization and craftsmanship

Two large factories in Troyan (MASHSTROY and ELPROM) were established
on the basis of workshops that were nationalized after 1944 and grew into large
enterprises. They employed personnel whose professional skills helped them
practice certain crafts that involved working with machines. In the years after
1989, many of the workers in these enterprises lost their jobs. But thanks to their
knowledge and skills related to mechanical engineering, some of them constructed
their own lathes, through which they started their own craft production.

Furniture production is one of the industries that developed in Troyan and went
through different stages. It started as a craft activity, grew into small enterprises
and cooperatives, and after 1944, the large Hemus factory and the Furniture
Factory in Troyan were built on their basis. After the democratic changes of 1989,
the centralized planned economy ceased to exist, but the personnel trained in these
enterprises separated as independent craftsmen and founded their own companies.
Despite the change in market principles and policies, the acquired knowledge and
skills used in the profession remain. They help people survive and seek their own
niches in the new conditions. On the one hand, this provides continuity in
traditional livelihoods at the local level, and on the other hand, it probably adapts
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them to the new requirements, in which each craftsman can work in what he
prefers.

After 1944, numerous Labor and Production Cooperatives were created and
reorganized in Troyan and the region. All of them had a serious impact on the
transformation of craftsmanship in the region, and one example is the TPK
"Native Art". The subject of the cooperative's activities is: pyrography of boxes,
cigarette cases, children's toys, and provision of carpentry, tailoring, shoemaking
and pottery services (Avdzhieva, Vutova et al. 2020, p. 20).

Over the years, a significant number of staff have worked in the cooperative,
participating in various processes of production. This is a significant difference
from traditional production, in which the craftsman performs all the activities.
Within the TPK they are separated, and a certain division of the activities
performed is also observed by gender. For example, in the production of a
pyrographed wooden box, male woodturners make the box, and women then
pyrograph it. The painting of the production is again mainly taken care of by
female painters. Similar processes are also observed in the production of chairs
and in ceramics.

A large part of the cooperative's staff left during the years of transition due to
the deteriorating conditions. A significant part of the former workers remaining
on the labor market turned to independent artisanal production.

Pottery, cooperation and the processes related to them, as well as its role in
modern artisanal ceramic production, are an important part of the development of
the craft. In his study of pottery in the Troyan region, in the late 1940s, Petar
Hadzhiev visited Troyan and a large part of its adjacent villages, where he spoke
with dozens of artisans (Hadzhiev 1954). Right at the beginning, he reports that
“the Troyan artisans are organized into separate branch cooperatives” (Hadzhiev
1954, p. 6). In summary of his research, Hadzhiev forms several conclusions about
the origin, development, artistic value of the craft, as well as the popularity of
Troyan pottery at the national level. Of essential importance for the present text is
his summary that the craft is oriented from private to cooperative production,
which provides much better working conditions, and the potter worker, in addition
to improving his craft, has the opportunity to grow politically and culturally.
However, Hadzhiev does not cite such examples (Hadzhiev 1954, p. 79). From
craftsmen, masters become potter workers. Thus, through cooperation, the
development of the individual artist and master, and of pottery as a whole, is
completely determined. The masters themselves do not have good enough
conditions for production, they cannot reach the quality achievable with far more
precise machines. Last but not least, outside the cooperative they have no
opportunity for development and growth in terms of artistic craftsmanship.

After 1989, drastic changes occurred in the field of ceramic production,
imposed by the change in the political and economic situation in the country. A
large number of skilled workers were forced to seek employment on the free

49



market. Unlike many other industries in the region, the ceramic industry did not
experience such a serious collapse. Some of the old enterprises were preserved,
such as TPK "Troyanska Keramika" and still exist today. At the same time, many
companies were formed - smaller family and larger manufacturers. Manufacturers
relied on the established brand of household Trojan ceramics.

The use of Trojan ceramics as a brand, combined with small companies with a
heritage in the craft, is the main model through which modern manufacturers
present and advertise themselves when visiting their production base or store, as
well as on the Internet. The use of the same advertising strategy and the orientation
towards the production of predominantly the same assortment are the model that
stands out in the mass production inherited from the period before 1989. The
existence of these companies over a long period of time shows that this is a
successful strategy for production and sales of products. Like any model, this one
is directly dependent on the market. Of course, the skills of the manufacturers and
the good quality of the products are of essential importance.

5. Crafts as part of the festivalization of culture. The city's brand - "Festival
of the Plum and the Trojan Plum Brandy / Bulgarian Plum Festival"

The National Exhibition of Arts and Crafts, Oreshak is the place where in 1992
a celebration was launched, dedicated to the "typical" raw materials and products
of the Troyan region - plums and plum brandy. The products are not unique only
to the Troyan region (plums are massively grown in the Kyustendil, Teteven, etc.),
but the creation of the festival and its development laid the foundation for the
branding of the product and placed Troyan at the center of this culture and
tradition. The craftsmen had no direct participation in the initial program and
advertising of the event. As some of them share, they were present by chance at a
stall where they exhibited their goods.

The 2011 edition is already growing and is starting to be held over three days.
ZThe highlight of the program is the "Street of Crafts". Gradually, the event is
gaining mass popularity and has a serious attendance and is starting to become a
recognizable brand for the city. Certainly, the participation of the craftsmen in
such an organized format is dictated by economic reasons. They see the potential
of the holiday in terms of possible good realization of their production. It should
also be noted the desire to be recognized as part of the brand and the newly built
image of the region during the holiday, to line up with the "plum and plum".

A serious change occurred in the 20th anniversary edition in the conduct
of the event. After a winning project, the festival changed its name and became
the "Bulgarian Plum Festival". It is defined as the successor and continuation "in
new forms" of the "Festival of the Plum and the Troyan Plum Brandy".

23September 23-25
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For the anniversary edition of the holiday and the first of the festival, an
open-air exhibition was also opened at the Museum of Crafts "Plum Culture in
Troyan Region - Reflected in the Lifestyle and Livelihood of the Population",
which "tells the story of the emblematic livelihoods of the Troyan region - plum
production and brandy distilling." The title comes from the book by Petar
Hadzhiev (Hadzhiev 2010), which clearly creates a connection and continuity of
the topic.

The “Craft Street” and its development are an opportunity for Troyan
craftsmen to participate. Here they can present themselves, the history of the
region as a craft center, and give demonstrations. At the same time, they enjoy a
relatively low rent with a large number of potential customers. This way, the
craftsmen can sell their products and generate income. The Craft Street is in tune
with the new elements that have emerged and become the main events of the
festivals — culinary competitions, beauty contests, craft fairs, etc. ( Petrov 2010,
p. 206). It successfully fits into the structure of the festival and its request to
promote local products and sustainability not only of traditions, but also of the
region (Stoilova 2019, p. 241).

The decision to create the festival does not follow the traditional holiday
structure. In it, holidays arise around key moments of religious practices, are
associated with saints, the occasion is personal, family or community. Here the
holiday arises from above, imposed and constructed institutionally with a view to
preserving the local heritage and turning it into a national brand and symbol. This
is a holiday that also aims to create an opportunity for expression and better
realization of the production of artisans.

Usually the aim of such events is to create a unique and memorable image of
the village and tourist attractions. No matter how diverse they are, such “streets”
or “fairs” of crafts are of the same type, because despite the organizers’ desire to
present something different, there is not much scope for variation and the festivals
copy each other. On the other hand, the historical and economic past of Troyan
allows such an event to fit into a typical cultural festival and to be easily
recognized by the audience as an inseparable part of the “most (only) Trojan” and
to form a stable triple structure — plum, brandy, crafts, which will be the basis of
the concept of local development in the field of tourism. Through this overall
structure, which is the basis of the popularization of the holiday, the village
presents itself, and the holiday, now in the form of a festival, can also be described
as an “advertising holiday” (Petrov 2010, p. 208).

6. Case study: “Bound to Ceramics” — a potter’s family of four generations
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This part of the text traces the transmission of the craft in a pottery family with
four generations of potters. 2The Yovkovi family is a landmark in this field and
its representatives left their mark on the development of pottery and ceramics in
Troyan. The founder is Yovko Stoyanov, the next is one of the first members of
the Stoyan Yovkov Cooperative. Its contemporary representatives are Nikolay
Yovkov and his daughter Ralitsa Yovkova.

The oldest representative, Yovko Stoyanov (b. 1896), apprenticed under
various masters, after which he took a course in modern pottery in Troyan. His
son Stoyan (b. 1915) studied the craft not only in his hometown, but also at a
professional level at the State Pottery School in Sofia under Prof. Stoyan Raynov.
After graduating in 1949, he became a teacher at the ceramics school in Troyan,
and then its director. For his creative successes, he was awarded the Cyril and
Methodius Orders - I and 1I degree, he has a gold medal from the first National
Folk Art Festival in Koprivshtitsa, and in 1976 he was awarded the distinction
"Honored Master of Artistic Crafts". His son Nikolay Yovkov studied at the
pottery technical school, then graduated from the National Academy of Arts. For
a short time, he was deputy director, and then director of the school. Ralitsa
Yovkova followed in her father's footsteps and successfully graduated from school
and then from the Academy.

By tracing the transmission and acquisition of the pottery craft in modern times
within a family over several generations, one can see the changed conditions and
the potters' attempts to adapt to them. In this sense, it can be said that the case of
the Yovkovi family unites several models of training in the craft. This provides
prerequisites for both well-acquired craft skills and prerequisites for creative and
artistic development. At the same time, the family is part of the craft community
on a regional scale, and through the Cooperative on a national scale.

Part of the new elements, distinctive for contemporary master potters or
ceramists is the aspiration to build their own artistic style. Nikolay Yovkov's work
is characterized by a diversity of styles and forms. Many of his works are
distinguished by the technique and features typical of medieval Tarnovo sgraffito
ceramics. He also produces traditional products, inheriting the knowledge of the
characteristic vessels and the method of production from his father and
grandfather. He is also known for his large-sized forms, turned on a potter's wheel

Over the years, Ralitsa Yovkova created her own style, which made her
recognizable and attracted admirers and customers. Since the second half of the
20th century, when her grandfather Stoyan Yovkov worked, consumers began to
value decorativeness above all, with functionality being accepted as a necessary
condition for the completeness of the artistic solution. This is the period in which
ceramic vessels began to be detached from their usual environment, their

24 At the time of the fieldwork, the next generation had not yet grown up. Today, there is evidence
that the family craft has been continued by the fifth generation.
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utilitarian purpose seriously decreased, and the attention of ceramists began to be
directed towards the decorative design of the vessels, which did not violate their
functionality (Yaneva 1979, p. 48). Ralitsa Yovkova produces objects through
which she does not break with the family tradition, but her decoration has nothing
to do with the artistic style inspired by the tradition of her grandfather and Stoyan
or the sgraffito ceramics and traditional pitchers and bowls of her father and
Nikolay.

Three generations of the family take part in national and international
exhibitions and fairs, where they present their works. Stoyan Yovkov, through the
Cooperative, participates in general art exhibitions abroad, and after the creation
of the National Exhibition in Oreshak, is a regular participant in the exhibitions of
folk crafts and applied arts held there. Nikolay and Ralitsa Yovkovi regularly
participate in the general exhibitions of the Cooperative of Masters in Troyan,
organized and opened on the feast of St. Spyridon in the city. Father and daughter
ceramists have several of their own solo exhibitions, which they present in the city
and visit the country.

With his creative performances, Nikolay Yovkov established himself as an
important part of the local heritage and wealth. Gradually, he and his works
became part of the cultural program of the Troyan municipality. The two masters
made donations to the Museum and the Exhibition, and Nikolay Yovkov made and
donated six figures on the occasion of the 150th anniversary of the declaration of
Troyan as a city. Thus, the two became part of the living heritage and artistic
wealth of Troyan, they were sought after for performances and institutions wanted
to be part of their cultural program. At the same time, they managed to express
themselves, demonstrate their artistic ideas and develop their creativity, both in
the direction of crafts and in applied arts.

The Yovkov family has its own ceramic collection, which they present in a
symbolic home museum. The main driving force behind the collection is Stoyan
Yovkov. Looking at the development of pottery throughout the region, he sees the
disappearance of old forms and the need to preserve their samples.

The Yovkovi family became one of the participants and drivers of the
development of pottery and ceramics in the Troyan region. The mastery of the
craft among them was not only a result of family tradition. The knowledge
inherited in the family and growing up in an environment in which the pottery
craft was invariably present, facilitated its adoption by the following generations.
However, three generations were formed and built as ceramists in a professional
environment such as the school. Thus, new generations of masters received their
knowledge in connection with the craft simultaneously in the conditions of its
direct transmission within the family, but also in the conditions of professional
education.

The Yovkov family became both a subject and an object of research by the
Museum of Crafts, whose specialists over the years have prepared a series of
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exhibitions, created films, published research, organized celebrations and
maintained contact with family members. The three generations of ceramists
participated in the transformation of their craft. They are part of all periods of the
modern development of Troyan ceramics not only with their works, but also with
their educational role in the school. Over the years, hired workers have worked in
the Ralitsa studio, drawing on the experience and knowledge of the masters.
Today, the family is recognized by local institutions as an important element of
the city's living heritage, and this defines their role as socially significant figures
who help to unite and unite the local craft community.

7. Summary

The development of crafts in Troyan from the 1980s to the present day is a
long and intensive process that goes through various small periods and is
characterized by constant intensity and continuity. New models for acquiring
knowledge and skills are being created, different for each craft. The reasons for
some of them are institutional, for others economic factors influence.

For most people, their craft skills are a primary source of income, and in many
cases, it is a family livelihood. A large number of artisans work in foreign
workshops or craft enterprises, where they hone their skills.

The guaranteed market from the Cooperative in the 1980s disappeared after
the changes of 1989 and the craftsmen were forced to navigate the rapidly
changing economic environment on their own and find a place in the market where
they could sell their products. Today, some of them have also turned to a
completely new market niche — demonstrations.

The Association of Masters of Folk Crafts played a huge role in the
development of crafts in Troyan in the 1980s. However, after 1989, it almost
completely disappeared, which also affected the craftsmanship in the Troyan
region. Only in recent years has it begun to identify itself again among the
professional class, which is part of the RZK but is making an attempt to
distinguish itself from the Chamber and identify itself independently.

The triune institutional system (museum, exhibition, workshop) functioned
perfectly during the last years of totalitarian rule, influencing the changes in crafts
in the region. In the 1990s, the “Troyan Masters’ Studio” completely disappeared,
and the “Museum of Folk Crafts and Applied Arts” in the town of Troyan and the
“National Exhibition of Crafts and Arts” in the village of Oreshak were separated.
Although today the two institutions exist independently of each other and have
different functions and focus, they influence folk and artistic crafts, both
regionally and nationally.

The processes after 1944 and the emergence of TPKSs, enterprises and factories
based on crafts completely changed the development of crafts and the appearance
of the city. Private crafts were mainly practiced in the field of artistic crafts, the
rest of the production was industrialized and mass-produced. After 1989, the
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stratification of the craft industry led to the creation of numerous small companies
and manufacturers working in the field of crafts, although a large part of the
production, its mass production and lack of artistry were preserved.

The town of Troyan and its surrounding region continue to be one of the main,
if not the main, craft center in the country. Although on a much smaller scale than
before World War I, craft is part of the economy of the region. This is mainly due
to the people who, following their heritage (family and local) and economic need,
are trying to give new life to the crafts in the region.

CONCLUSION

The process of institutionalization and museumification of craft production
changes its character. It transforms it into a living exhibit. From shared, albeit
elite, folk knowledge, transmitted through direct interaction between master,
journeyman, and apprentice during the traditional period, it becomes an essential
part of the new national standardized education. This process depersonalizes the
role of the master, his name and authority, in favor of the educational or museum
institution. The policies of different political regimes and the actions undertaken
by them lead to a redrawing of the map of traditional craft centers in the country,
on which several accents are placed—Troyan, Gabrovo, Tryavna, and others.
Undoubtedly, this results in several processes. First of all, the decline of certain
crafts at the expense of others. Such an example are some crafts that remain
outside the category of artistic crafts. Secondly, the process of stereotyping of
production is also evident. The most striking case is Troyan pottery, which, as a
result of the process of institutionalization of crafts and specifically of pottery, is
shaped as an emblematic case of the Bulgarian pottery tradition. At its expense,
other traditional centers such as Busintsi, for example, gradually lose their
significance and decline. A third group of crafts is defined as artistic and becomes
a priority of state policy from the late 1960s until the late 1980s.

The analysis of the changes that occur in craft production as a result of
cooperation was a main objective of the first chapter. This process is influenced
and initiated by the changed socio-economic conditions, which impose new
frameworks on crafts and compel masters to build new strategies in order to
change the concept of craft production with a view to faster and easier adaptation
to these changes. The period from 1944 to the end of the 1950s marks the end of
independent cooperation and the complete takeover and centralization of
cooperatives by the authorities, as well as the liquidation of private craft
production. The inclusion of masters in the planned economy transforms them into
wage laborers. In this sense, a significant part of crafts change their artistic and
aesthetic value, which breaks their natural continuity and transforms them into
objects of state commission. The depersonalization of masters is another
important consequence of the imposed social and economic change. In some craft
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centers, such as Troyan and the region, these processes occur more slowly, and
changes in the traditional structure of craftsmanship do not succeed to such an
extent in depersonalizing and standardizing them. Thus, it becomes possible
during the 1960s—when the political-ideological discourse already speaks of a
cultural revolution and the preservation and modernization of cultural values
created by previous generations—for crafts in these centers, once again through
institutional intervention, to continue their transformation. A key instrument for
achieving these objectives is the establishment of the Guild of Masters of Folk
Crafts. Through its developed regulatory framework, the Guild sets the model for
the development of the crafts practiced by its members. Thus, in contemporary
folk crafts, the names of masters who continue the folk artistic heritage are
expected to emerge. A new type of craft production is created, oriented toward
contemporary everyday life and artistic creativity. The overall model of
development follows traditions that are transferred and interpreted in such a way
as to meet the set goals in the development of crafts. In this sense, the development
of crafts combines the functions of folk culture, the individual personal element,
and the created ideology of collectivism. After 1989, the GMFC no longer has the
opportunity to unite masters as a professional organization. With the establishment
of the National Chamber of Crafts, which includes all crafts practiced within the
Guild, the role of the old organization among craftsmen diminishes but does not
disappear. This is due to the symbolic prestige that the Guild continues to possess
on a national level. This can be observed through several non-governmental
organizations that are created and seek regional continuity through the name of
the Guild.

The exposition in the second chapter aimed to focus on the institutionalization
of crafts through their museumification in open exhibition spaces. Open-air
museums are the institutions that present crafts in their exhibitions as part of folk
culture, not through static display, but as living heritage. In this sense,
craftsmanship develops within an institutionally controlled environment, which
determines different characteristics and transformations of technological
processes and craft production. The presentation of the only open-air museum in
Bulgaria—the Regional Ethnographic Open-Air Museum “Etar”—made it
possible to analyze the changes and new roles of craftsmanship, its transformation
into living heritage on the one hand, and an in-depth study of all these processes
through the perspective of masters from different generations who worked in the
museum during different periods, on the other. Although regionally oriented,
throughout its entire period of development the museum fits into the image of the
national, understood as ethnically pure, that is, Bulgarian. As the only permanent
open-air museum exhibition, it becomes national in scope, and masters practice
crafts as part of Bulgarian folk culture. Throughout the years of its existence, the
institution implements a number of policies aimed at their preservation,
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safeguarding, and popularization, which determines their institutional direction of
development.

In the third chapter, the processes related to the transformation of crafts do not
cease during any of the examined periods, while at the same time uniting all
previously presented models and functions, which determines the research interest
in them. The transmission of knowledge and skills related to craftsmanship is
determined to a greater extent by the development of different groups of crafts
individually, rather than by the construction of a comprehensive model. The most
extensive example of this is pottery/ceramics, which is transmitted within the
family environment or through apprenticeship under a master, studied in a
vocational art school, or acquired in a ceramic workshop. Part of the development
of the craft is its transition into the sphere of applied arts, when the practitioner
has completed higher art education. The combination of several of the listed types
creates a unique model that may simultaneously include training in the domestic
environment, training with a master, and education within an institutional
educational setting, as well as the development of knowledge and skills at the
National Academy of Arts. This determines several levels in the professional path
of the ceramist. Thus, one may be a professional craftsman and a certified applied
artist, depending on the objects produced. At the same time, one may be a teacher
as part of the educational system or a master in whose workshop apprentices are
trained. The overall analysis of the acquisition of crafts in the Troyan region leads
to the main conclusion that the knowledge and skills necessary for practicing a
particular craft are acquired through traditional, educational, and professional
models, with a combination of these very often observed.

Several institutions have exerted the greatest influence on the development and
contemporary state of crafts in the Troyan region over the years. These include the
Museum of Folk Crafts and Applied Arts in the town of Troyan, the National
Exhibition of Arts and Crafts — Oreshak, where the museum and its specialists
play a major role, the National School of Applied Arts “Prof. Venko Kolev,” as
well as the Guild of Masters of Folk Crafts. After 1989, the museum and the art
school continue to play a leading role.

The museum, as a site of memory whose function is to preserve the collective
memory of the community when living memory weakens and society begins to
construct such memory (after Pierre Nora), through its ethnographically oriented
exhibition presents a socially constructed narrative of national symbols, among
which folk crafts occupy an important place. Since its establishment, it has been
imbued with ideological messages conveyed through the presentation of
craftsmanship as part of heritage. The permanent exhibition has been changed
three times in order to present the development of folk and artistic crafts and
applied arts according to their changing significance, the inclusion of new values,
and attempts to adapt the exhibition style to the changing environment and
audience attitudes. In this sense, it presents a combination of a national romantic

57



discourse, demonstrated at the level of everyday life, with the aesthetic qualities
of cultural values and the overall museumification of regional heritage and culture,
with a primary focus on folk crafts.

The “Plum Festival,” which has become a brand of the town of Troyan, should
be examined in the context of the ‘festivalization’ of culture, regardless of the
imposition of contemporary crafts as a main part of its structure. Developed over
the years, the distinctive craft bazaar proves to be an opportunity for Troyan
masters to present themselves, the history of the region as a craft center, to conduct
demonstrations, and at the same time to have favorable conditions for realizing
their products and generating income.

The case study presented examines an entire pottery family spanning four
generations, through whose prism all processes related to the transformation and
development of craftsmanship can be observed, as a result of its ideological
construction and institutionalization across different periods and political regimes.

Crafts and craftsmanship undoubtedly undergo drastic changes over the course
of the twentieth century and the first two decades of the twenty-first century.
Perhaps the most significant change is that over time, from being subjects of
change, they become its consequence and objects of policies resulting from it. The
impossibility of existing in the traditional manner under new conditions
transforms them in their attempt to survive. At the same time, as bearers of
specificity defined as an element of ‘Bulgarian-ness,’ they are shaped by different
regimes so as to respond to each society’s need for visual memory of the past.
Symbolically burdened with the task of conveying knowledge of bygone epochs,
they gradually become part of a museum environment oriented toward a broad
audience. On the other hand, this environment also assists in transforming crafts
not only through the prism of heritage, but also as part of their contemporary
development.
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