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YBOJA

[IpennoxeHusaT TEKCT cieaBa uaesTa 1a opaar
OTKPOEHH 3HAYMMM UHTEJIEKTYyaJIHU U XyHd0XKECT-
BEHU NPOIECH, HAOIIOIaBaHH B IOJIETO HA TEaTh-
pa, CBbp3aHu ¢ MpodecruoHaIn3anusaTa U Moaep-
HU3aIMATa Ha Obarapckara Kyarypa npe3 XX Bek
U MSCTOTO M B KOHTEKCTa Ha I'bBKaBUTE, JUHA-
MUYHH KYJITYpPHU U3MEPEHUs Ha chbBpeMeHHa EB-
porma.

[IpencraBeHUAT KyITypHO-UCTOPUYECKU Ha-
paTuB HE MpETeHIUpa 3a 3aBbPLICHOCT U U34ep-
naTeaHocT. Toil He HacTosIBa 3a MOHYMEHTAIHOCT
WM KAHOHUYHOCT. TO € OTBOPEH M MOAJIEKU HA
MPOMSIHA M JIOIIBJIBAHE C HOBU (PAaKTH, TEMU, UH-
Teprperanui. B Hero obaye e ThpceHa eIUHHA
CMUCJIOBA LISIOCT, KOATO Ch3AaBa MPEICTaBUTEIN-
Ha KapTHHA, CBbp3aHa C HAKOM €MOJIEMaTU4HH,
HEOCIHIOPUMH XYJOKECTBEHU LIEHHOCTH, HO U C
MO-MAaJIKO TI03HATH (1103a0paBeHH WK ITbK HETJIU-
KUPaHU CbOUTHS U JTMYHOCTH); KapTUHA, B KOSATO
ce cO'bCKBAT U MPUMUPSBAT TPAAULIUI U MOJEP-
HOCT.

Bwrnpeku cbpBpeMeHHHTE (GHIOCO(CKU YCHM-
HSIBaHUS B HCTOpPH3Ma, OTTIACKBAaHETO OT Tpa-
nunuoHHus ycer 3a uctopus (X. I. T'amamep),
nopajau Ooch3HATaTta (pparMeHTapHOCT Ha HUCTO-
pUYECKUs MPOLIeC WM KaTo MPOTECT Cpelly He-
n30eKHUS U300p, KOWTO, KOJIKOTO M J1a Osira OT
CcyOekTHBU3Ma, HE OWM MOT'BI Ja ObJe HaIbJI-
HO OOEKTHBEH, B ObJrapckara KyJnTypa psIKo ce
OCBIIECTBABAT TAKUBA HMCTOPUKO-ECTETUUYECKU
cuHTe3Uu. IMeHHO M300pbT HAa MO3a€YHO-XPOHO-

INTRODUCTION

The proposed text follows the idea of high-
lighting significant intellectual and artistic pro-
cesses observed in the field of theatre, related to
the professionalization and modernization of Bul-
garian culture in the 20th century and its place in
the context of the flexible, dynamic cultural di-
mensions of modern Europe.

The presented cultural-historical narrative
does not pretend to be complete and exhaustive.
It does not insist on monumentality or canonicity.
It is open and subject to change and addition with
new facts, topics, interpretations. In it, however, a
unified semantic integrity was sought, which cre-
ates a representative picture related to some em-
blematic, indisputable artistic values, but also to
less known ones (forgotten or neglected events
and personalities); a picture in which tradition and
modernity collide and reconcile.

Despite contemporary philosophical doubts
about historicism, the pushback from the tradi-
tional sense of history (H. G. Gadamer), due to
the conscious fragmentary nature of the histor-
ical process or as a protest against the inevita-
ble choice that, however much escapes from sub-
jectivism, could not be completely objective, in
Bulgarian culture such historical-aesthetic syn-
theses are rarely realized. It is the choice of a mo-
saic-chronological structure that helps to arrange
certain cultural facts not only in the axis of his-
torical time (according to K. Jaspers), but also to
trace the genesis of their creation, the influence of



JIOTMYHA CTPYKTypa Iomara ornpeeneHu KyJuTyp-
HU (hakTH HE camo Jla ce MOJAPeAT B OCTa Ha HC-
TopuueckoTo Bpeme (1o K. Scnepc), HO u ga ce
IIPOCIIEAN TE€HE3UCHT HA TIXHOTO CHTBOPSIBA-
HE, BIMSHUETO Ha OOIECTBEHUTE U IMOJIUTUYEC-
KUTE CHOUTHUS BBbpPXY NPOLIECUTE B TeaTpajHara
KyATypa, 1a c€ MapKupa pelenuusaTa Ha TIXHOTO
npueMaHe/HeTpueMane Ha (JOHa Ha OINpeACIICHH
HAllMOHAJIHU, €BPONEICKU WJIM CBETOBHU €CTETH-
YECKU HOPMHU.

OCHOBHUTE TEMH B XPOHOJIOTUYEH TMOPSIbK
oOXxBaar MpoLecUuTe Ha MHCTUTYIIMOHAIH3AINS
U MOJIepHM3alMsg Ha Tearbpa B bbarapus mpes
mepBara nosoBuHa Ha XX Bek. IIpociennu ca
MPEXOABT OT CaMOAEHHOCT KbM MpodecHOoHaICH
Tearbp, MHCTUTYLUOHAIM3UPAHETO HA TeaTpa-
HaTa JIEWHOCT Mpe3 IbPBUTE JIBE I€CETUIIETUS Ha
XX Bek. CriennaiHu akIeHTH ca MOCTaBEeHU Bbp-
Xy JIeHHOCTTa Ha MMbPBUTE KEHU aKTPUCU B ObJI-
rapckus TeaTbp U Tearbpa 3a jaeua. M3cnensar ce
MOJICPHU3ALIMOHHUTE MPOLIeCcH B OBJITapCcKus Tea-
ThP MEX]y JBET€ CBETOBHM BOWHHU. BBB (okyca
Ha BHUMaHUE N0Majia pPa3BUTHETO HAa OBbJIrapcKus
Tearsp ciel 1944 r. B nepuona Ha cTyzeHara Boii-
Ha. 3rpakaanero Ha COIMATUCTHYECKUS Tearpa-
JIeH KaHOH M MJICOJIOTU3UPAHETO U MpodaHu3Hpa-
HETo Ha cucteMara Ha CTaHHCIIABCKU € B LIEHThPa
Ha u3CJe[BaHe Ha TeaTbpa Mpe3 MepruoAa Ha Co-
LMaJIn3Ma, KOraTto Ha ClieHaTa ce HaJjlarar 3aabi-
KUTETTHUTE O0pa3u Ha BOXIa, Ha ,,HAPOTHUTE
Macu* U Ha ,,HapomHaTta miaaex™. Creasan erar
OT Pa3BUTHUETO Ha TeaTbpa € CBbP3aH C OTKPHUBA-
HETO HA HOBM TeaTpaJHU XOPU30HTH ciieq 1956 .

social and political events on the processes in the-
atrical culture, to mark the reception of their ac-
ceptance / non-acceptance against the background
of certain national, European or world aesthetic
norms.

The main topics in chronological order cov-
er the processes of institutionalization and mod-
ernization of the theatre in Bulgaria during the
first half of the 20th century. The transition from
amateur to professional theatre and the institu-
tionalization of theatrical activity in the first two
decades of the 20th century are consecutive.

Special emphasis is placed on the activities of
the first female actresses in Bulgarian theatre and
theatre for children.

The modernization processes in the Bulgarian
theatre between the two world wars are studied.

The development of the Bulgarian theatre af-
ter 1944 in the period of the Cold War falls into
the focus of attention. The construction of the so-
cialist theatrical canon and the ideologization and
profaneization of Stanislavski's system is at the
center of a study of the theatre during the period
of socialism, when the obligatory images of the
leader, the “people's masses” and the “people's
youth” were imposed on the stage.

The next period of the theatre's development
was connected with the discovery of new theat-
rical horizons after 1956. Special emphasis was
placed on the “Theatre of Satire” created at that
time, as a vent for social tensions.

Attention is also paid to the theatrical pursuits
with the “wind of change” after 1985. The theatre

CriennalieH akIeHT € TOCTaBEH BbPXY Ch3aCHUS
I10 TOBa BpeMe ,,CaTupHuueH Tearsp’, KaTo OTAYII-
HUK Ha COIMAJIHU HanpexxeHus. OObpHATO € BHU-
MaHHE U Ha TeaTpajHUTE ThPCEHHUS C ,,BATHpPA Ha
npomsiHata® cien 1985 r. TearspbT Ha mpexona
cien 1989 e enuH OT POKyCUTE HA H3CIIEABAHE, KO-
rato ce rmoemMar HOBHU TeaTpallHu MOCOKH, CBbp3a-
HHU C TaKa Hape4deHara ,,TuXa peBOJIIOLHA, C ONU-
TH 32 pepOpMU B TeaTbpa, U3rPaXkaa ce HOB MOJIEI
Ha pereproapeH TeaTbp W Ce MOSBABAT HOBU aj-
TEepHAaTUBHU TearpayiHu (opmanuu. Hakparko e
3acerHar M npooOJeMbT 3a TeaTpaaIHOTO O0ydeHHe
Y CH3/1aBAaHETO Ha aNTepHATUBHU TeaTPaIHU IIKO-
au ipe3 90-Te ronuHu Ha XX BeK.

Pa3snenBanero Ha nepruona Mo TEMATUYHM I10-
JIeTa Ch3/1aBa yno0CTBOTO MO-IPKO Aa ObIaT ouep-
TaHU aKLEHTUTE, aHAJIM3UPaHU B CUHXPOHEH WIJIH
JMaXpOHEH IUIaH, CBbP3aHM C PA3JIMYHM ,,aCIIEK-
TU Ha MpoMAHATa* B Pa3BUTUETO HA TEATPAIHO-
TO W3KYCTBO, KaKTO W C HEroBHWTe cnenudud-
HU pedIIeKCHH OT IVIeJHa TOYKa Ha JMYHOCTHATa
1 OOIIHOCTHATa WACHTUYHOCT, pa3bupaHa Karo
IIPOMEHJIMBA U J1ajied HEEeHO3HAuHa KaTeropusl.
N30panara KOMIIO3UIIMOHHA CTPYKTypa, Makap
U XpOHOJIOTUYHA, HE € JIMHEeHHa B KJIaCUYEeCKUS
CMUCBHII. Ts ouepTaBa OCHOBHM XYy/10)KECTBEHH I1a-
pajurMH WK BIU3AIIM B TOJEMHUYHU OTMO3HUIIMU
€CTETHUYECKH SIBIICHUS B T€aTPAIHOTO U3KYCTBO U
Kyarypara B beirapus nmpes XX Bek.

of the transition after 1989 is one of the focuses of
the research, when new theatrical directions were
taken, related to the so-called “tender revolution”,
with attempts at reforms in theatre, a new model
of repertory theatre is being built and new alterna-
tive theatre formations emerged.

The problem of theatre education and the crea-
tion of alternative theatre schools in the 1990s are
also briefly mentioned.

The splitting of the period by thematic fields
makes it convenient to more clearly outline the
emphases, analyzed in a synchronic or diachronic
plan, related to various “aspects of change” in the
development of theatrical art, as well as to its spe-
cific reflections from the point of view of personal
and community identity understood as a variable
and far from unambiguous category. The chosen
compositional structure, although chronological,
is not linear in the classical sense. It outlines main
artistic paradigms or aesthetic phenomena enter-
ing into polemical oppositions in theatre art and
culture in Bulgaria in the 20th century.



OT CAMOJAEVHOCT
KBbM IPOPECUOHAJIEH
TEATBHP

[I'epBUTE POSIBM HA HALIMOHAIHO CaMOOCH3-
HaBaHe Ipe3 Bp3paxk1aHeTo ca CBbp3aHu C JIeH-
HOCTTa Ha 4yuTajdumara. Te3u rpaxkJIaHCKud HH-
CTUTYIIMH, BUJ OOIIECTBEHU YUTAIHHU, Ca JIFOJIKA
Ha U3KyCTBara W Kyartypara y Hac. OCHOBaHU
npe3 BTopara mojioBuHa Ha XIX B. u3 1siara
CTpaHa Karo JIIOOUTENICKH KYJITypHU U 00paso-
BaTeJIHU OpraHU3allluM, YUTAIHUIIATa Mpeaiarar
Ha OBJarapuTe, KOUTO Ca MOJ OCMAHCKO BJajaH-
YeCTBO, Bb3MOXKHOCT 32 HallMOHAJIHA KYJITypHA
U PEBOJIOLIMOHHA JeHHOCT. YecTo ToBa ce OCh-
IIeCTBSIBAa B KOHCIUpaTHUBHA (opma, JETHTH-
MHpaHa KaTo CpeIlH, JICKIIUU, KOHIIEPTH, Mpe-
CTaBIICHUs, JUTEPATypPHH W TAHIIOBU BEYEPH,
aTelyeTa Mo HW3KycTBara W 3aHasTtute. Hsaxou
OT TE€3W MEPONPUSATUS MPEICTaBIABAT JIETATHU
dbopmu 3a MaTpuOTHYHA Mpomnaranaa, 6e3 ga ob-
nat 3a0essi3aHy OT BIIACTUTE.

Nmenno B unranuuiara Ha Jlom u Lllymen ca
W3HECEHH OOSBEHUTE KaTo MbPBH TeaTpaIHU
npeacrasienus, npe3 1856 . Peneproapst B yn-
Tanuuiarta ce ChbCTOM OT HCTOPUYECKH JpaMH,
MenoapaMu U komenuu. OOUKHOBEHO C€ U3IbJI-
HaBat nuecu Ha JK.-b. Momnuep, I. Jlecunr, B.
IOro, ®. Bontep u ®p. Hlunep. Jocta nomymnsp-
Ha e Menoapamara ,,MHoroctpaanaa [‘enoBeBa®,
azanTanus Ha HEMCKH TEKCT C MPEIoiaraeMu
aBropu Xp. ¢on mux, JI. Tuk unun @p. Xeben.
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FROM AMATEURISM
TO PROFESSIONAL
THEATRE

The first manifestations of national self-
awareness during the Revival were related to
the activities of the chitalishta. Those civic
institutions, kind of public reading rooms, were
the cradle of arts and culture in our country.
Founded in the second half of the 19th century
throughout the country as amateur cultural and
educational organizations, the chitalishta offered
to Bulgarian people, who were under Ottoman
rule then, an opportunity for national cultural
and revolutionary activity. Often, that was done
in a conspiratorial form legitimated as meetings,
lectures, concerts, performances, literary and
dance evenings, art and craft workshops. Some
of those events were legal forms of patriotic
propaganda and were not noticed by the
authorities.

It was in the chitalishta of Lom and Shumen
where the first performances, announced as
theatre ones, were staged in 1856. The repertoire
of the chitalishta consisted of historical dramas,
melodramas, and comedies. Plays by J.-B.
Moliere, G. Lessing, V. Hugo, F. Volter, and Fr.
Schiller were usually performed. Quite popular
was the melodrama Mnogostradalna Genoveva
(Long-suffering Genevieve), adaptation of a
German text with Ch. von Schmid, L. Tieck or
Fr. Hebel being its presumed authors. The most-

Hait-uecto urpanara komenus € ,,Muxan-Mui-
koen*, aganramnus Ha ,,0, JlenpeHtuc* ot rpbi-
kus apamarypr M. Xypmycuc, HanpaBeHa oT Ca-
Ba J[oOporoaHy.

»Benu3apuil“ or aBcTpuiickus nucaren X.
TpyTiteH e eqHa oT TFOOMMUTE UCTOPUYECKH Jpa-
Mu. To3W THIT THECH ca TIOCTABSIHH MHOTOKpAT-
HO ¥ TOYTH HABCSAKBJIE B cTpaHara. Te ca mpuetu
C TOJISIM €HTYCHa3bM OT 3PUTETUTE, KOUTO YECTO
BB3MPUEMAT CITyYBAIOTO CE HA CIICHATA C HANBHH
peakluu KaTto BH3MIIACH MO BpeMe Ha MpeICcTaB-
JICHHETO, KOMEHTapu Ha BUCOK IVIac, JUPEKTHO
oOlIryBaHe C aKThOPHUTE, KOUTO IMyOJIMKaTa 4€CTO
0e3pe3epBHO HACHTU(DUIIMPA C TMPEACTABIHUTE
JpaMaTypruyHu nepcoHaxu. IloHskora ta mpopu
Ce OMMTBA HACWJICTBEHO JIa M3TOHHU 3J10/Iesl OT 3a-
Jara v Ja 3alliuTH Teposi WU TepouHsTa. PaHHU-

Tumynna cmpanuya Ha nvpeomo uzoanue na ,, Muxan “,
KOMeOUst Ha Yemupu O0eticmeust, npeo2omoseieHHd
om Caea U. Jlobponnoonazo “, 1853

The cover page of the first edition of Mihal, Comedy
in four acts, prepared by Sava I. Dobroplodni, 1853
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staged comedy play was Mihal Mishkoed (Mihal
the Mouseeater), adaptation of O Leprentis by the
Greek playwright M. Hourmouzis, made by Sava
Dobroplodni.

Velizarii (Belisarius) by the Austrian writer
H. Trutschen was one of the favourite historical
dramas. Those plays were repeatedly staged
almost everywhere in the country. They were
received with great enthusiasm by the spectators
who often responded to what was happening
on the stage with naive reactions during the
performance such as loud-voice comments,
direct communication with the actors whom the
audience often unquestioningly identified with
the dramatic characters presented. Sometimes
spectators even tried to forcibly evict the villain
from the hall to protect the male or female

0% .
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TE€ TOIMHU Ha OBJITapCKHsl TeaTbp ca CBbP3aHU C
nMmenara Ha Caa [loOopornognu, Kpwctho Ilu-
urypka, Jloopu Boitnukos, Bacun pymes. Benu-
KU T€ ca yuyuTesnu, o0pa3oBaHu B uyxOuHa. [Ipe-
BEXKJAT MHUECH, MUIIAT OPUTMHAIHU TEKCTOBE U
MOJATOTBST MPEICTABICHUS ChC CBOUTE YUEHMIIH
WJIH C JTFOOUTEH.

Omie B mepBUTE roguHu ciien OcBoOOKIeH e
TO C€ IOSABSIBA UJEATA 3a U3rPa)JaHe Ha MOCTO-
SHHa HaI[OHaJHa TeaTpaiHa Tpymna, (UHAHCO-
BO TOJAKpEIsiHa OT JAbpkaBata. ToBa € CBbp3aHO
ChC CTPEMEKUTE 32 YyTBHPK/IaBaHE HA HALIMOHAJI-
HaTa WIACHTHUYHOCT, aHAJOTHUYHO HAa OCTAHAJIUTE
000co0MIM ce KaTO CaMOCTOSITENTHU JIbP>KaBU OT
Henrtpanna u M3rouna Esporna.

JlocTa akTMBHA IEMHOCT B Ta3U NOCOKA CE pa3-
BuBa B [ImoBauB. EnHa oT mbpBUTE TIOOUTEICKH
TPYIIM € Ta3u Ha IJIOBAUBCKUTE I1€4aTapH, KOUTO
OCHOBABaT HSKOJKO T€aTpaJHU capyxeHus. Tex-
HUTE WHUIIMATHBH BOJAT 10 perienue Ha O0nacT-
HOTO chOpanue Ha [lmosauB, B3eto mpe3 1881 r.,
Jla ce OTIycHaT OT Oromkera Ha Jlupekuusara Ha
HapoOAHOTO NPOCBELIEHHE cyma 3a ,,ChCTaBie-
HHUE Ha enHa TearpanHa Tpyma“'. To3u nbpkas-
HUYECKHU aKT C€ OKa3Ba U3KJIIOUUTEIHO 3HAYNM 3a
[0-HATaTBIIHOTO Pa3BUTHE HA TEATPAIHOTO JIEJIO
B bparapus mo mbTs KbM HETOBOTO IpoQecroHa-
JM3UpaHe U UHCTUTYLIMOHAIU3HUPAHE.

[IspBOTO TpencTaBieHne Ha HOBOOOpa3yBa-
HaTa ,,bparapcka TearpanHa Tpyna“ e Ha 11 oHH
1883 r. B enuHCTBEHaTa CcHelMalIHAa TeaTpall-
Ha crpaja B bwirapus mo toBa Bpeme — Tearbp
,»JIFokcemOypr* B [TmoBnuB.
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character. The early years of the Bulgarian theatre
were related to the names of Sava Dobroplodni,
Krastjo Pischurka, Dobri Voynikov, Vassil
Drumev. All of them were teachers educated
abroad. They translated plays, wrote original
texts, and prepared performances with their pupils
or with amateurs.

As early as in the first years after the National
Liberation, an idea emerged to build a permanent
national theatre group to be financially supported
by the state. That was related to the aspirations for
strengthening the national identity similar to other
countries in Central and Eastern Europe which
had become independent ones.

A rather intense activity in that direction was
developed in Plovdiv. One of the first amateur
groups was that of the Plovdiv printers who
founded several theatrical associations. Their
initiatives led to the decision of the Regional
Assembly of Plovdiv in 1881 to allocate an
amount from the budget of the Directorate of
National Education for the formation of a theatre
group'. That act of the state was extremely
important for the further development of the
theatrical work in Bulgaria on the road to its
professionalization and institutionalization.

The first performance of the newly-formed
Bulgarian Theatre Group took place on 11 June
1883 in the only special theatre building in

! JTueHuum ot Tperara pemoBHa cecus Ha OOGIacTHOTO
crOpanue, [lmosmus 1882, or 10.12.1881, 1022-1023. Lut. mo
Caes, Teopru. Vcropus Ha Obarapckus tearsp: T. 2. — Coduwms:
AxaneMnuaHO n3natencTso ,,[Ipod. Mapun [punos®, 1997, c. 57, 71.

[Tokazana e xomeausta ,,POOCTBOTO HA MBXKe-
e ot A. H. OcTtpoBcku, npeoa u pexucypa K.
CamrynoB. 3anara ¢ BbB popMa Ha eJIHIca ¢ OKO-
70 300 mecTa u € Ha JBE HUBA — NApPTEPEH U raje-
pus. Uma 19 noxu. 3a 0CBETIIEHHE CE€ U3MOJI3BAT
ra3eHd JIaMIH. BCHYKM M3MBIHUTENN ca JIIOOH-
Tenu. PeneproapbT Ha Tpymara € CbCTaBEH OT Ha-
LMOHAJTHOMCTOPUYECKH NMHECU, KOMEIUN U MEJIO-
npamu. [loBedero oT TAX ca MPEeBOIU OT PYCKU U
(hpeHCKH €3HK.

Crnen obenunennero Ha M3touna Pymenus u
KuspkectBo bwarapust npez 1885 r, neitHoctra
Ha TpynaTa € MpPeKbCHATa MO MOJIUTHYECKU IPH-
yuHU. [IloBEe4eTO OT HEMHUTE OCHOBATEIIH CE Tpe-
MecTBaT B HoBara cronuna Codus. Brrpeku ToBa
nipe3 1887 r. B [ImoBaMB OTHOBO ce chOMpa THOOH-
Tesicka Tpyna. Hskou oT akTbopuTe B Hesl ca IMuo-
HepuTe Ha ObJrapckusi npoecuoHajeH TeaTbp.
IIpe3 1888 r. Tpymara ochIIECTBSIBA MHOIO YyC-
nemHo typHe B Codwus. Ilpe3 cpimara roguHa B
CTOJIMLIATA € MOCTPOEH HOB JbPBEH TeaTbp ¢ 374
MecTa, HapeueH ,,OCHOBa“, o0 UMETO Ha Tpynara
— ,,bbarapcka HapoaHa tearpaiHa Tpymna ,,OcHo-
Ba“, mpoceuiecTByBana 10 1890 r.

IIpe3 1890 . MuHHCTEpCTBOTO Ha HApO.-
HOTO TPOCBEIIEHHE Bh3jara oOpa3yBaHETO Ha
HoBa ,,CTOIMYHA JpaMaTU4HO-ONIEpHA Tpyma“,
¢ nupekrop paromup KaszakoB, B KOATO Ja ©Ma
JIB€ OTJEJIEHUs — JApamaruyecko u omnepHo. Ilo
nHunuaruBa Ha [[. KazakoB, kakto m Ha MBan
CrnaBkoB 1 AHren bykopenyiieB B OEPHOTO OT-
JICJICHUE CE BKJIIOYBAT: 4YeXbT Karenmaicrop X.
Busuep karo nupurent; B. I. bomkosuu ot boc-
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Bulgaria of that time — Luxembourg Theatre in
Plovdiv.

The comedy play Robstvoto na majete (The
Slavery of Men) by A. N. Ostrovsky was staged,
translated and directed by K. Sapunov. The hall
had the shape of an ellipse and about 300 seats
on two levels: a ground floor and a gallery. There
were 19 boxes. Gas lamps were used as lighting.
All artists were amateurs. The repertoire of the
group included national-historical plays, comedy
plays, and melodramas. Most of them were
translated from Russian and French.

After the unification of Eastern Rumelia
and the Principality of Bulgaria in 1885, the
activity of the group was ceased for political
reasons. Most of its founders moved to the new
capital, Sofia. Nevertheless, in 1887, an amateur
group was again formed in Plovdiv. Some of its
members were the pioneers of the Bulgarian
professional theatre. In 1888, the group had a
very successful tour in Sofia. In the same year,
a new wooden theatre with 374 seats was built
in the capital, named Osnova after the name of
the group — Balgarska narodna teatralna trupa
(Bulgarian People’s Theatre Group Base) that
existed until 1890.

In 1890, the Ministry of National Education
instructed the formation of a new Stolichna
dramatichno-operna trupa (Sofia Capital Drama
and Opera Group), with Dragomir Kazakov
as its director, with two divisions: drama and
opera. At the initiative of D. Kazakov as well
as Ivan Slavkov and Angel Bukoreshtliev, the



Teamwp ,,Jliokcembype “ 6 [1noeous, 1881

Luxembourg Theatre in Plovdiv, 1881

Ha, KOWTO € aTamie KbM ABCTpO- YHrapckara Jie-
rauus B Codus, moema reHopoBute naptuu. [lo-
KaHeHHu ca OachT oT [Ipara S. Xamek, conpanbT
O. [Jo6moBa u antsT A. Kparoxsunosa’. J[paro-
mup KazakoB npeanpuema neiicTBus 3a OTIycKa-
HE Ha JIbp)KaBHA CyOCHIUSI M HA UMYIIIECTBCH UH-
BeHTap. B pesynrar HaponHoto chOpanue B3uma
pelieHre pUHAHCUPAHETO Ha OllepHaTa Tpyma Ja
ObZie B paMKHUTE Ha OTITyCHaTaTa Beue cyocuaus
3a npamaruyHus tearsp. Ilpes3 1891 onepuHoto oT1-
nenenue ce 06ocob6aBa kato CronuyHa Obiarap-
CKa orepa, KOATO Wrpae Ha clieHara Ha ,,CIaBsiH-
cka Oecena®. Ilopanu puHAHCOBH 3aTPyIHEHUS U
JMIICa Ha IbpKaBHA MOLAPHKKA TpyIara ce pas-
dhopmupa.

Mauiko mo-paHo mpe3 chlllaTa ToAMHA Jpama-
THUYECKOTO OTJEJIEHHE NprueMa umeto ,,CTolnyHa
Obarapcka apamaTuuyecka Tpymna‘, KbM KO€TO, 110
npemioxkenue Ha 1-p Kpbctbo KpbeTes, e noba-
BEHa MOeTHYHAaTa METOHUMMS 3a Tearsp ,,Chiza

opera division included the Czech bandmaster
H. Wiesner as its conductor; the Bosnian V. G.
Boshkovich, an attaché to the Austro-Hungarian
Legation in Sofia, took the tenor parties. The
bass from Prague J. Hashek, the soprano O.
Dobsova, and the alto A. Kratochvilova were also
invited.? Dragomir Kazakov undertook actions for
receiving a state subsidy and property in ventory.
As a result, the National Assembly decided for
the financing of the opera group to be within the
subsidy already granted for the dramatic theatre.
In 1891, the opera division established itself
as Stolichna bulgarska opera (Sofia Capital
Bulgarian Opera), playing on the stage of
Slavyanska Beseda. Due to financial difficulties
and lack of state support, the group broke up.

2 Ka3zakos, [Iparomup. Marepuanu o ucropusrta Ha Hapog-
HUs Tearsp u onepa. — Codust: [IpprkaBHa newatanna, 1929, c. 27.
Ionos, I1Ban. Munanoro Ha Obirapckus tearsp: T. 2. — Codus,
1942, c. 171.

u cmsax‘. [Ipe3 roguHuTe B Hea ydactBar leopru
3narapes, umutbp Kazakos, Bacun Kupkos, Ba-
cui Kocros-Hanbypos, Hukona Kpasapes, bopuc
[ToxxapoB, Anton I[lonos, UBan Ilonos, Credan
[Tonos, [Tanaiiot [TunkoB, Koncrantun CanyHoB,
Mapuiika MBanoBa, Anka [lonosa, Mapuiika I1o-
nosa, [llenka [Tonosa u ap.

3a mporieca Ha npodecuoHATU3UpPaHe Ha ObJI-
rapcKysi TeaTbp BayKHa POJIsl UTPAE PELIEHUETO Ha
MUHHCTEPCTBOTO Ha HApPOJHOTO MPOCBEIICHUE
npe3 1895 r. 1a ce oTIyCHAT YETUPHU CTUIICHINHN
3a oOydyeHue B uyxxOuna. KoHkypca cneuyenBar:
I'eno KupoB u Anpuana bynescka, Kouto 3aMuHa-
Bat 3a Mocksa; Kpbctho CapadoBs, KoiTO OTHBa B
Cankr IlerepOypr, u Bepa Urnaruesa, kosito 3a-
nouna Aa yuu B [Ipara, HO 3aBbpIIBa IpaMaTHyeC-
KOTO OTJeJIeHHe Npu BueHckara koHcepBaTopus.
Hsixonko gy npe3 cpliara u clieBaluTe roau-
HU 3amuHaBat 3a bepnuH, 3arpe6, Munano, Ila-
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A little earlier the same year, the drama
division was given the name Stolichna bulgarska
dramaticheska opera (Sofia Capital Bulgarian
Drama Group), to which, as Dr. Krastyo Krastev
suggested, the poetic metonymy for theatre Salza
i Smjah (Tear and Laugh) was added. Georgi
Zlatarev, Dimitar Kazakov, Vassil Kirkov, Vassil
Kostov-Nalburov, Nikola Kravarev, Boris
Pozharov, Anton Popov, Ivan Popov, Stefan
Popov, Panayot Pipkov, Konstantin Sapunov,
Marijka Ivanova, Anka Popova, Marijka Popova,
Shenka Popova and others took part in the group.

In the process of professionalization of the
Bulgarian theatre, significant was the decision
of the Ministry of National Enlightenment in
1895 to grant four scholarships for education
abroad. The competition was won by Geno Kirov
and Adriana Budevska, who went to Moscow;
Krastyo Sarafov, who went to St. Petersburg; and

Cruya na meamuvp
,,Ocnoesa “, 1888

Sketch
of Osnova Theatre, 1888



PYIK M Jp. Ha cOOCTBEHH pa3HOckU. Ha npakruka,
CTUIEH/IMAHTUTE U OCTAHAIIUTE HSAKOJIKO EHTYCH-
acTH, KouTo ce Bpbiar npe3 1898-1899 r. u ca
Ha3HA4YCHHU B TpyIara ciell KOHKypC, ca IbPBUTE
npodecuoHanHu akTbop B beirapus. Kem kpas
Ha Beka Tpynara ,,Cbia3a 1 cMsIX™ Bede pasmnosara
¢ npodecroHaIHu apTUCTH, OOYyYEHH B aBTOpPHU-
TETHH IIKOJIU U3BbH bbirapus.

IIpe3 To3u mepnon AEMOKPAaTUUHUTE UIEU CU
npornpaBsaT mbT. JKelaHHeTo 3a HaBaKCBaHE Ha
IIPOITyCHATOTO € M3KJIIOYUTENHO cuiHo. [lore-
auTe ca BrepeHu B EBpomna ¢ KomHex 3a npuoo-
1jaBaHe KbM €BpoOIeiicKkara KyJlTypa U LEHHOC-
Tu. ToBa ca rogvHM Ha Ch3UAAHUE: U3TPAXKIA CE
rpajicka KyJiTypa, 00JaropozsiBa ce HoBaTa CTO-
JMIA, Ch3AaBa C€ HALMOHAJIHA WHTEJINTECHIUS,
JIUTepaTypa, TeaTbp — MoJaraT ceé OCHOBUTE BbHB
BCUYKH Cc(hepyu Ha HAlIMOHAJIHATA KYITYpa.

16

Vera Ignatieva, who began studying in Prague but
graduated from the Performing Arts Department
in Vienna Conservatoire. In the same and the
following years, several people went to Berlin,
Zagreb, Milan, Paris and others at their own
expense. In practice, the scholarship students and
the other few enthusiasts, who came back in 1898
— 1899 and were appointed in the group upon a
competition, were the first professional actors in
Bulgaria. By the end of the century, Salza i smjah
(Tear and Laugh) Group already had professional
artists trained at prestigious schools outside
Bulgaria.

During that period, democratic ideas were
pushing their way. There was an extremely strong
desire to catch up on missed. The gazes were fixed
on Europe longing for inclusion into the European
culture and values. Those were years of building:
urban culture was created; the new capital was
improved; national intelligentsia, literature, and
theatre were created, i.e. the foundations in all
spheres of national culture were laid.

MHCTUTYLIMUOHA/IU3UPAHE
HA TEATPAJIHATA
JNEAHOCT

Enna ot mbpBUTE Abp’KAaBHU KYJATYpHU HHC-
TUTYLIMM B HOBOOCBOOO/IeHa bparapus (Hapen c
Haponnara 6ubnuoreka, Hapoguus myseit, Ibp-
KAaBHOTO pHCyBajlHO yuwmiuile) € Hapomuusar
TeaTbp.

IIpe3 nexkemBpu 1898 1. JleBeToro OOMKHOBE-
Ho Haponno cvOpanue Ha cBoeto 39-To 3acena-
HUE I71acyBa yUpeIs BaHETO Ha crenuaneH GoHxa
3a HaOupaHe Ha CPEJCTBA 3a MOCTPOsIBAHE Ha Te-
arpaina crpazga B Codust.’

IIpoextupanero Ha HaponHus tearsp € Bb3-
noxeHo Ha arennero Ha Depaunana Pennep
n Xepman Xenmep. PupMara UM € OCHOBaHA

e e e bt e ke e W

sy T m i

u Xepman Xenmep

Helmer

2. Bvaeapckuam meampanen XX 6ex
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INSTITUTIONALIZATION
OF THEATRICAL
ACTIVITIES

One of the first state cultural institutions in the
newly-liberated Bulgaria (along with the National
Library, the National Museum, and the State
Painting School) was the National Theatre.

In December 1898, the Ninth Ordinary National
Assembly voted at its 39th session to set up a
special fund to raise funds for the construction of a
theatre building in Sofia.’

The design of the National Theatre was assigned
to the atelier of Ferdinand Fellner and Hermann
Helmer. Their company was founded in 1873 and
they worked together for nearly 40 years until
Fellner’s death.

They were the designers of nearly fifty theatre
buildings in various European cities: Vienna,
Zagreb, Odessa, Budapest, Brno, Prague,

Ipoexm na apx. @epounand Pennep

Plan of the National Theatre, 1907*
Designed by Arch. Ferdinand
Fellner and Arch. Hermann

I apvendtpppansisan agend I ©bukuosero HapoaHo cb6-
panue, 39-to 3acenanue, 15.12.1898. Lut. no Tomesa, Kpucruna.
HUctopus Ha 6parapckus tearsp. T. 3. — Codust: AkageMuvHO u3-
narencTso ,,[Ipod. Mapun Jlpunos®, 1997, c. 23, 32.

4 Koiiues, ITenuo. Hapornuust Tearsp B Codus. // Crimcanue Ha
BUAL. — Codus, 1904, Ne 11-12, c. 113



npe3 1873 ., a ABamaTa paboTAT 3aeqHO OJIK30
40 ronuuu, 10 cMbpTTa HAa PenHep. Te ca aBTO-
pu Ha OJIHM30 MeTIeceT TeaTpajHu CTpaau B pas-
JUYHHU eBporneiicku rpajoBe — Buena, 3arpe0,
Oneca, bymanema, bwvpuo, Ilpara, 3anuOypr,
Maitnn, Tumumoapa, Knyxx-Hanoka u np. Tosa
ManabHO TBOPYECTBO € OCHIIECTBEHO C JI0CTa
CXOJ/ICTBA MEXK]ly OTJIETHUTE OOEKTH U apXUTEK-
TUTE CIPaBEAINBO ca OOBUHSABAHM, Y€ PAOOTAT
no mabaoH. Ho uMeHHO eIHAaKBOTO MPOIHA3HA-
YEHUE U CXOJICTBAaTa B PEUICHUSTA UM JlaBa Bb3-
MOXHOCT 3@ YChBBPIIEHCTBAHE HA PE3YyJITAaTUTE
B cHelualu3upaHara o0nacT Karo U3rpaxjaaHe
Ha Tearpu. To ' IpaBU U €TAJIOH 3a BUCOKO Ka-
4eCTBO.

[To ToBa Bpeme abpxKaBHO cyOCHAHMpaHaTa
OT caMoTO cH ch3aaBane npe3 1892 r. ,,Cronmy-
Ha Obyrapcka apamarudecka Tpyna ,,Cbiaza H
cMsX“ Urpae B cajioHa Ha JpYy»KecTBo ,,CliaBsH-
cka 6ecena” B Codusl.

[lo-HaTarpIHOTO ~ MHCTUTYLMOHAJIU3HUpAHE
Ha TeaTbpa € CBHP3aHO J0 rojsimMa CTENeH C Jei-
Hoctra Ha MBan IlImmMaHOB, MPOCBETEH MHU-
Huctep oT 1903 no 1907 r. B cBosTa nporpama
3a 00pa3oBaHME U KyATypa, U3JI0XKEHA B JOKIa]
ot 12.06.1903 r. 1o xua3 depauHanyg, ToH Mo-
CTaBs BBIIPOCA 3a MOCTPOSIBAHETO HA Crpajara
Ha OB/ HAPOJACH TeaThP, KOUTO Ja ObJe OCHO-
BEH KYJITYpE€H MHCTUTYT KbM MUHUCTEPCTBOTO
Ha 00pa3oBaHUETO.’

Ot 1-Bu snyapu 1904 r. Mnus Mwuiapos,
yIpaBuTe] Ha Tpynara, € Ha3HadyeH 3a ,,MHTCH-
JIAHT*‘ChC 3aMo0Be] HA MUHUCTBpa HAa HapoaHoTro
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Salzburg, Mainz, Timisoara, Cluj-Napoca, and
others. That large-scale work was accomplished
with many similarities between the individual
objects and the architects were reasonably accused
of working by template. But it was precisely
the same designation and resemblance in their
solutions that enabled them to improve the results
in the specialized field of theatre construction. It
also made them an example of high quality.

At that time, the state-subsidized since its
foundation in 1892 Sofia Capital Bulgarian Drama
Group Salza i smjah (Tear and Laugh) was playing
in the salon of Slavyanska Beseda Society in Sofia.

The further institutionalization of the theatre was
largely associated with the activities of Ivan Shi-
shmanov, Minister of Education from 1903 to 1907.
In its educational and cultural programme, presented
in a report of 06.12.1903 to Prince Ferdinand, he
raised the question of the construction of the building
of a future national theatre, the latter to become a
major cultural institute at the Ministry of Education.’

On 1 January 1904, Iliya Milarov, Manager of
the group, was appointed Quartermaster by order of
the Minister of National Education Iv. Shishmanov.
In the spring of 1904, the group was renamed into
Bulgarian National Theatre.®

S Illummanos, Wan. [Tporpama 3a oGpa3oBanue u Kyitypa. /
Yyunuwen npeaneo, 1903, Ne 67, c. 113—125.

¢ ITenTpasieH rbpxaBeH apxus, poun 195K, onuc 1-3; ITomnos,
WBan. MunHanoro Ha Obarapckust Tearsp. CIIOMEHH U JOKYMEHTH.
T. 1-5. — Codus: Hayka u uskyctso, c. 584; Bx. Mopaanos,
Huxomait. Kem gebara 3a 100-roguiiHuHaTa OT OCHOBAaBAaHETO
Ha Hapomnus tearsp. Homo Ludens, Ne 8-9, 2003, 349-355.
http://homoludens.bg/articles/kam-debata-za-stogodishninata-ot-
osnovavaneto-na-narodnia-teatar/ (moceren Ha 10.06.2024).

npoceemenue UB. IIummanos. [lpe3 mponerra
Ha 1904 r. Tpymnara e npeuMeHyBaHa B ,,bbarapc-
KM HapoJIeH TeaTbp’ .’

CrpoexsT Ha crpajgata Ha Hapomnus tea-
Thp 3amoysa npe3 oHu 1904 . Ha MACTOTO Ha

OMBIINS ObCYEH TeaTwhp ,,OCHOBA™ HAa OTUYXK-
) y

JICHUs1 TepeH Ha OCHOBAaHME Ha IOCTaHOBIIE-
HUe Ha MuHucrepcku cbBeT oT 22 anpuia 1904
¢ Yka3 Ne 258 ot 22 noemBpu 1904 1. Ha ®ep-
nuHaua.® Crpanara e 3amucieHa ¢ e GuiaHKu-
pamIy BXOHUS MOPTHK KYJIU U TIOJYEPTaH 00eM
Ha CIleHaTa (3pHUTelIHaTa 3aja pasmoisara ¢ 848
MecTa), a TeXHUYECKUTE M PEIICHMs, KaKTO U
CIeIUaTHUTE JIeKOpaluu ca e(peKTHH u MOoJ-
OpaHu cbc 3amax. CTEHONMUCHUTE BBPXY TaBa-
Ha ¥ CTEHHTE B 3ajaTa ca JIeJ0 Ha BUCHCKUS Xy-
noxHuK Pymond dykc.

Hapoanust tearbp € eaHa oT emOiIeMaTHy-
HHATE 3a HadajoTo Ha XX B. crpaau Ha Codus
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Crumxa na Hapooen
meamup ¢ Coghus,
Hean Kapacmosmos, 1907 (8)”

Photograph
of the National Theatre in Sofia,

Ivan Karastoyanov, 19077

The construction of the National Theatre
building began in June 1904 in the place of
the former Osnova Wooden Theatre, on the
expropriated terrain pursuant to the Decree of
the Council of Ministers dd. 22 April 1904 by
Ordinance No. 258 dd. 22 November 1904 of
Ferdinand.® The building was planned with
two towers flanking the entrance portico and
emphasized space of the stage (the audience
hall had 848 seats) and its technical solutions
as well as the special decorations were
spectacular and bravely selected. The murals

"HenTtpanen qppxased apxuB. 3K ,,MoHapXH4eCKH HHCTHTYT ,
omuc. 7, apxuBHa emununa 328, muct 5, Wikimedia Commons
https://bg.wikipedia.org/wiki/®aitn:BASA-3K-7-328-5a-Sofia_
Ivan_Vazov_National Theatre, 1907.jpg (visited on 10.06.2024).

8 TTocranoBneHne Ha Munncrepckn Coeer ot 22 anpui 1904;
VYkaz Ne 258 or 22 HoemBpu 1904 . Ha Pepmunang. Llut mo
Tomesa, Kpuctuna. Uctopus Ha 6sirapekus Tearsp. T. 3. — Codust:
AkaJileMIYHO H3/1aTencTBo ,,[Ipod. Mapun [puHOB®, 1997, c. 28, 32.



Hapen c¢ I[lapnamenTa, J[Bopema, kareapaiara
»Anexkcanasp HeBcku®, MunepanHute OaHuU
n Cunarorara. IIpucbcTBHETO MY B IpaJCcKus
LEHThp HE MOXE Jla OCcTaHe He3abessi3aHo: B
rpaJ0yCTPOMCTBEHO OTHOLIEHHWE TOW € BBHII-
Ha BPB3Ka HA CTOJUYHOTO IPOCTPAHCTBO C LIEH-
TPOBETE Ha MHOXKECTBO €BPONENUCKH IpajoBE U
€JHOBPEMEHHO C TOBa — BBTPEIIHA MpEeceueHa
TOUYKa Ha KYJATYpHHS CTOJIUYEH KUBOT. U300pbT
Ha mpodWIMpaHu W3BECTHU APXUTEKTH (KaK-
TO ¥ Ha BUCOKO CIlel[Main3upaHa crpaja 3a rea-
TpajiHaTa AEHHOCT), € ChI0 XapaKTepeH 3a Ie-
puona, B KOWTO bbiarapus 3asaBsiBa CBOUTE HOBU
no3uuuu Ha bankanure.

Oduumannoro oTkpuBaHe Ha HapomHus
tearbp € Ha 3 ssHyapu 1907 r. IIporpamara e 3a-
MHCJIEHA KaTo T'PaHAUO3€H ,,HEBUXKJAH U He-
YyyBaH® amoTe03 Ha HaIMOHAJIHUS AyX M Ha
n3KkyctBara. Ts BkirouBa: TwpkecTBEHA yBEpP-
TIopa ,,MBaino“ or Jlobpu Xpucrtos, crieue-
JIuila KOHKypca 3a My3HKajHa TBopOa 3a oT-
KpuBaHeTo Ha Hapoauus Tearbp, M3IMbIHEHA
OT OpkecThpa Ha JlelOreapaelicKusl KHKECKH
nojk ¢ pupureHt A. Manak; ,,CrnaBara Ha u3-
KyCTBOTO* — TBPXKECTBEH NPOJOI B TPU Kap-
tuHu oT MBan Bazos: 1. deepuyHa kapTuHa
B Henpara Ha Puinckara obuten; 2. Kaptuna B
rpaackara rpaguHa B Codus okoio majapasa-
Ha npea Hapoanus tearbp, HAPOJHO ThHpKe-
CTBO C HAPOJHU UTPU U HOCUH OT BCUUKHU Kpau-
ma; 3. Anotreo3 Ha ThPKECTBOTO HA MY3HUTE U
HapoJa npen Bxona Ha Haponnus tearsp; neto
necteue ot ,,JIBaHKO* — McTOpHYEecKa aApama
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on the ceiling and the walls of the hall were
made by the Viennese artist Rudolf Fuchs.
The National Theatre was one of the Sofia’s
emblematic buildings in the early 20th century,
along with the Parliament, the Palace, Alexander
Nevsky Cathedral, the Mineral Baths, and the
Synagogue. Its presence in the city centre could
not be overlooked: in urban planning terms, it was
an external connection of the capital space with the
centres of many European cities and, at the same
time, an inner intersection of the cultural capital city
life. The choice of profiled well-known architects (as
well as of a highly specialized building for theatrical
activity) was also characteristic of the period when
Bulgaria declared its new positions on the Balkans.
The official inauguration of the National Theatre
took place on 3 January 1907. The programme was
conceived as a grand “unseen and unheard-of”
apotheosis of the national spirit and arts. It included
Ivaylo Solemn Overture by Dobri Hristov, winner of
the competition for musical works for the opening
of the National Theatre, performed by the orchestra
of the Prince Guard Regiment with conductor A.
Matsak; Slavata na Izkustvoto (The Glory of Art),
a solemn prologue in three scenes by Ivan Vazov:
1. Fairy scene in the heart of the Rila Monastery;
2. Scene in the Sofia city garden around the fountain
in front of the National Theatre, public celebration
with folk dances and costumes from all over the
country; 3. Apotheosis of the celebration of the muses
and the people at the entrance of the National Theatre;
fifth action of Ivanko — historical drama by Vassil
Drumev with the participation of Vassil Kirkov,

oT Bacun [IpymeB ¢ yyactuero Ha Bacun Kup-
koB, CaBa OrusHoB, Ban Ilonos, 3naruna He-
nesa, Enena CHexuna. TpuusmepHaTta Jexo-
pamus Ha OTACTHHWTE YacTH € TMOATOTBEHA OT
XynoxHuka Anekcanabp MunenkoB. Ha nepe-
MOHHSTA c€ ChOMpa UBETHT HA CTOIUYHOTO 00-
eCTBO. Pa3komrbT u mpeecTuTe My, CheIuHE-
HHU C IEKOpATUBHUS JIYKC Ha TeaThpa, BbBEXK AT
3pUTEIUTE B €IUH APYT CBSIT.

CenexnusTa Ha TOKaHEHUTE W30paHUIIH,
ChOOpPa3HO CTPOro perIaMeHTHUpPaH MPOTO-
KOJ, MpeAu3BUKBa o0aye HEroJyBaHUETO Ha
HSKOW KPHroBE MHTEIECKTYalIId OT YHUBEPCH-
TeTckuTe cpeau. KHIXKEeCKUSIT eCKOpPT MO Mb-
Td My KbM TeaTbhpa € ocBupkad. [IpeansBu-
KaH ¢ 00IeCcTBeH CKaHIaja, KOMTO BOJHU 10 3a-
kpuBaHe Ha Copuiickusi yHHBEPCUTET 32 IIECT
Mecena ¢ yka3 Ha kHa3 Depaunana. Beuuako
TOBa 3aThbMHSBA OJIsIChKa Ha 3aMHCIIEHOTO Ka-
TO OOIIOHAIIMOHAIHO THPKECTBO Ha OBJTap-
CKus 1yX.’

Ome npe3 1905 1. e 06siBeH KOHKYpC 3a ObJI-
rapcka mueca IO TMOBOJA MPEACTOSIIOTO OT-
KpUBaHE Ha HOBara crpaza. 1ol e cnedeseH
oT AHTOH CTpamiMMupoB ¢ KomeausTa ,,Ce-
KbpBa®“, 4UATO MpEMHUEpPA € Mpe3 MpojeTTa Ha
1907 r. Ha cuenara na nHoBusi Haponmen tea-
THpP CBOS NIbpBa peanu3amus HamMupaT Mue-
cure: ,,KpM nponact®, ,,bopucnas®, ,,IToxg uro-
to*, ,WBaino“ or Ws. Bazos; ,IlvpBure®,
,Hepsicta bopsua®, ,3upapu’, ,,3meiioBa
cear6a® ot II. FO. Tomopos; ,,.Bamnup*, ,,Han
0e3kpbcTHU TpoboBe®, ,Kwpma“ or A. Crpa-
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Sava Ognyanov, Ivan Popov, Zlatina Nedeva, Elena
Snezhina. The three-dimensional decoration for the
individual parts was prepared by the artist Aleksandar
Milenkov. The ceremony gathered the elite of the
capital society. Its splendour and beauties combined
with the decorative luxury of the theatre introduced
the spectators into another world.

The selection of the people invited pursuant to
a strictly regulated protocol, however, provoked
the indignation of some circles of university
intellectuals. On his way to the theatre, the Prince’s
escort was booed. That led to a public scandal and,

Ono3opsasane Ha HAWANA ObPHCABA NPEO UYHCOUSL CEAM.
B-x,,Mup*, 6p. 2060, 08.02.1907.

Disgracing our country before the rest of the world;
Mir Newspaper, issue 2060, 08.02.1907



., Kvm nponacm*“ om Us. Ba3zos,
peoic. Usan Ilonos,

Hapooen meamuvp, 1907

Kam Propast (To the Abyss)
by Iv. Vazov, dir. Ivan Popov,
National Theatre, 1907

muMupoB; ,,.B monure na Butoma®, ,,Kora-
to rppM yaapu‘ ot Il. K. SBopos; ,,bosn Ma-
recHukbT, ,,Ctapust BoH" oT K. Xpucros;
~Mbxempazka“ or Cr. JI. Kocros, ,,Myna“,
SAsano Knume®, | IlnennuksT oT Tpukepu ot
K. Myrtados u ap.'°

3aciyru 3a pa3BUTHUETO U YTBBHPKIABAHETO
Ha TeaTbpa Mpe3 TO3U NEPUOJl UMa YEHTKHAT aK-
ThOp ¥ pexkuchop Mosed IlImaxa, Koiito ora-
BsiBa Tpymnara npe3 1905 go 1908 r.

Baxen e mepuoasT Ha ynpaBieHue Ha Ha-
pOAHUS Te€aThp OT MHCATEIIsI, pEaKTOpa U KpH-
tuka Ilenuo CnaBeilKoB, KOMTO € HAuejao Ha
tearbpa oT MapT 1908 no depyapu 1909 r. B
cBosiTa nporpamHa ped ot 1909 r. ,,Hanuona-
JeH Tearbp”, myOiukyBaHa ensa mpe3 1910 r.
B I'bPBHU OpO#l Ha JIHUTEpaTypeH cOOpHUK ,,Mu-
cBa*, T.€. ToauHa cien karo CraBeikoB HaIyc-
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as a result, the Sofia University was closed for six
months by a decree of Prince Ferdinand. All this
obscured the brilliance of what was conceived as
national celebration of the Bulgarian spirit.’

In 1905, a competition for a Bulgarian play was
announced on the occasion of the forthcoming
inauguration of the new building. It was won by
Anton Strashimirov with his comedy Svekarva
(Mother-in-law), premiered in the spring of 1907.
On the stage of the new National Theatre, the first
performances of the following plays took place:
Kam propast (1o the Abyss), Borislav, Pod igoto

° Panes, CrosiH. Tpsi0Ba 12 TOBOPHUM JHEC 3a CHOIIHOTO Thp-
JKECTBO, & MUCHJITa HU OTHUBA HEOTPA3UMO KbM CHOIIHHS CKaHIAJ.
/I Beuepna nowa, 6p. 1930, 05.01.1907, c. 1; OtkpuBaHero Ha
Haponnus tearsp. bypHa crynentcka nemoncrpanws. // [Jen, 0Op.
1075, 05.01.1907, c. 3; Tenerpama Ha a-p Koncrantun Hpedek 1o
1-p Jlrobomup Munerny ,,KakBu ca tus paboTH... TeaTpoTo yousio
yuausepcutera“. // [en, 6p. 1081, 09.01.1907, c. 3; Ono3opsiBane Ha
Hamara Jbp)KaBa mpen dykaus cBaT. // Mup, 6p. 2060, 08.02.1907.

Ka Tearbpa, TOM € KaTeropuyeH, 4e ,,Haluo-
HaJIHUTE TeaTpH HE ca 3aBEJEHUs, C KOUTO Ce
neyesay napu Wid AETO C€ 3arjlaBUKBa IyOJu-
Kara ¢ 0e3leNHd U OE3CMUCIIEHH YIOBOJICTBUSA:
TOBA ca KyJATypHU yupexaeHnus [...] C mocras-
HETO Ha 3/[paBy OCHOBU Halllisl TEAThp KaTo Ha-
YuoHaseH, KaTo BUCUI KYJITYpEH UHCTUTYT, KaTo
XpaM, B KOWTO n1a ce Oorociyxu ¢ Objarapc-
Kara pedy W 4pe3 Hes J1a ce MaHu(ecTupa B Xy-
noxkecTBeHH (GOpMHU U 00pa3u TBOpUYECKaTa HU
MONI ¥ HAalIeTO Ch3HAHHE Ha KMBOT — C TOBa
HUe ce Jo0mkaBame 70 3ajayaTa Ha HCTUHCKH
Tearhp. 2

[Ipe3 1908 r. Ileiio SABOpoB € mMokaHEH 3a
apTUCTHYEH ceKkpeTap, a Ao 1913 r. Toit e npa-
Marypr Ha Haponnus tearsp. IIpe3 To3u me-
pUoJ pernepToapbT HA TeaTbpa 3amoyuBa Ja ce
nonbupa mo-BHUMaTenHo. Thpcu ce OanaHc
MEXJy KJIaCUYecKa M MOJEpHa: eBpoIlleicKa,
0anKaHCKa W HallMOHAJIHA ApaMaTyprus; Kome-
nust U apama. HaponHust Tearbp pasmiupsiBa
CBOETO COIMATHO U KYyITypHO BiusiHue. [lpu-
HocuTe Ha CraBeilkoB 3a MHCTUTYLIMOHAJHO-
TO yTBBPIKJaBaHE, MOACPHU3UPAHE U €BpOIIE-
u3MpaHe Ha OBATAPCKUS T€aThp B HAYAJIOTO Ha
XX Bek ca 6e3crmopHu. Ha crienara Ha Tears-
pa ce U3sABSABAT MHOTO OT NMHOHEPHUTE Ha OBJI-
rapcKkoTo TeaTpaliHO M3KYyCcTBO. B cbhcTaBa My
ca Usan Ilonos, Bacun KupkoB, Kouctantun
Canynos, I'eno Kupos, Xpucro I'anues, Kpbc-
th0 Capados, Bmagumup Hwukonos, Henen-
yo IlbppOanoB, Aranac Kupues, CaBa Orus-
HoB, Kocra CrosnoB, Iletsp CroitueB, CTosiH
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(Under the Yoke), Ivaylo by Iv. Vazov; Parvite (The
First), Nevyasta Boryana (Bride Boryana), Zidari
(Masons), Zmeyova svatba (Dragon’s Wedding) by
P. Y. Todorov; Vampir (Vampire), Nad bezkrastni
grobove (Above Graves without Crosses), Kashta
(House) by A. Strashimirov; V polite na Vitosha
(At the Foot of the Vitosha Mountain), Kogato
grum udari (When the Thunder Strikes) by P. K.
Yavorov; Boyan Magesnikat (Boyan the Magician),
Stariyat voin (The Old Warrior) by K. Hristov;
Mazhemrazka (Androphoba) by St. L. Kostov; Juda,
Dyado Klime (Old Man Klime), Plennikat ot Trikeri
(The Trikeri Prisoner) by K. Mutafov, and others. '

The Czech actor and director Joseph Smaha,
who led the group from 1905 to 1908 also
contributed to the development and recognition of
the theatre during that period.

Important was the period of management of
the National Theatre by the writer, editor, and
critic Pencho Slaveykov, who was at the head of
the theatre from March 1908 to February 1909.
In his programme speech in 1909 — National
Theatre — published only in 1910 in the first
issue of Journal Misal (Thought), i.e. one year
after Slaveykov left the theatre, he affirmed that
“national theatres are not institutions that make
money or distract the audience’s attention with
aimless and pointless pleasures but are cultural
institutions [...] The placing on firm foundations of

' Hapomen Tearsp ,,MBan Bazos“ / Jleromuc: sHyapu 1904
— tomu 2004. Coer. H. Bannos, An. KapakocroBa, UB. I'bpues,
CH. I'snrp00Ba, Ac. Koncrantunos. C. Banentun TpasHoB, 2004;
Tomena, Kpuctuna. Vcropus na Owbnrapckust tearsp: T. 3 —
Codust: AkagemMuaHo n3narencTso ,,IIpod. M. Ipuxos*, 1997.
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bpuBapos, Crosn Koxyxapos, bopuc Iloxa-
poB, Bnanumup Tenes, IOpnan Ceiikos, Ilet-
ko AtanacoB, Koncrantua MyTtados, ['eopru
3narapeB, [odo Kaca6GoB, Tauo Tanes, Crte-
¢an Kupos, Bacun I'ennoB, Hukomna MkoHo-
MoB, l'eopru CramaroB, Credan KopreHncku,
Bepa MWrnaruesa, Anpuana bynescka, Ma-
pus Kanenu, Exarepuna 3martapena, [llenka
[Tonosa, 3naruna Henesa, Cynrana Hukoino-
Ba, Mapus Xnebaposa, Mapus Us. Ilonoga,
Po3za IlonoBa, Enena Cuexuna, Muaka Jlam-
opesa, Teogopuna CroitueBa, Mapta I[lomoga,
Honka Capacdona, ITenka MkonomoBa, Hess-
Ha byroknuesa u np. [loBeuero npodecuona-
HU apTUCTHU OT IMbPBOTO MOKOJIEHHE ca o0yue-
HU B TeaTpajHU LIKOJM U3BbH bbarapus niu
Hail-MaJIkoTO ca OWJIM Ha cCHelualu3anus B
Pycus nnu 3ananna EBpomna.
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Kapuxamypa na Ilenuo Cnasetikoe om Anexcanovp
Boorcunos.” Haonuc: ,, Ilenuo Cnageiixoe kakmo
ce e 3aunamui, meamvpa Ouea Ha 2bpoa cu, ama HAMa

0a no3seonu Ha noauyusama Oa éneze 6 nezo!...

Caricature of Pencho Slaveykov by Aleksandar
Bozhinov." Caption: The stubborn Pencho Slaveykov
would rather carry the theatre on his back

than allow the police to enter.

our theatre as a national and higher cultural institute,
as a temple in which Bulgarian speech is used for
worship and, through that speech, our creative
power and our consciousness of life are manifested
in artistic forms and images — this is what brings us
closer to the task of the real theatre.”'?

In 1908, Peyo Yavorov was invited to be Artistic
Secretary and until 1913, he was the playwright of
the National Theatre. During that period, they began
to choose the repertoire of the theatre more carefully.
A balance was sought between the classical and
the modern: European, Balkan, and national
dramaturgy; comedy and drama. The National

1 BoxkuHoB, Anexcanbp. Kapukarypa Ha [Tenuo CiiaBeiikos.
// bearapan, 6p. 17, 14.02.1909.

12 CnaseiikoB, Ilenvo. Haumonanen tearsp. // Mucwi, 1910,
op. 1. Lur. mo: CaaseiikoB, [leryo. CrOpanu crunHeHus: B §
toma: T. 5. Hanmonanen Teatsp / mox pen. Ha Anren Tomopos. —
Cooust: brirapcku nmcaren, 1959, c. 268-301.

[To Bpeme Ha BoiiHuTe 19121918 1. ca mo-
OMNIM3MpaHu peaunia apTuctu. Hsakoum or Tax
(Xpucto I'anueB, Atanmac Kupues, Henemdo
[[Ibp6anoB U aAp.) HE C€ 3aBPBIIAT OT PPOHTA.
HopmanHuaT purbM Ha TeaTpajHUS JKUBOT €
HapyIlIeH.

Hanuonannara karactpoda cien BOWHHUTE
Hajlara cBOSl OTIIEYaThK BBPXY BCUYKH chepu
Ha aeiHocT. Ta3u cuTyanus Ha BceoOIa cBe-
TOBHA KpHU3a — MOJUTHYECKA, HKOHOMHYECKA,
KyJITypHa — IPOJBbJI’KaBa IIpe3 cleIBalluTe Je-
cermwieTus 10 u3byxBaHeTo Ha BTopara cBe-
TOBHA BOMHA.

bennocTTa, paspyxaTa M YHUHHMETO HEW3-
O0€XXHO ce OoTpa3sBaT M Ha JeiHocTtTa Ha Ha-
poanus tearwsp. Ouie noseye, 4ye TOM BCThIBA
B KOHKypEeHIUs ¢ OypHO HaBIE3IUTE B Ipal-
CKHUS >KMBOT HOBU ¢opMu Ha 3abaBieHHE U
pa3Tyxa KaTo KHHeMarorpadusara, omeperara
U BapueTeTo. B nmeyara ce pa3pacTBar nmoiemMu-
KU 3a ,,yracHaus JyXOBeH OOJHUK Ha rojsmara
crpaja‘, 3a ocrapenus perneproap, 3a JuIcara
Ha peXUCHPOBKA, 3a 3aCTapSIBAHETO HA TpyIma-
Ta, 3a HEJAOCTAaTbuyHATa Abp>KaBHA CyOCHAMS.
IIpe3 1921 r. Enun Ilenun nyO6nukyBa cra-
TUSTA ,,3a110 He MU ce xoau B Haponuus Tea-
TBp?*“.13

[Ipe3 cnepBamuTe neceTUIETUS ca MOJI0XKE-
HU YCWJIHMS 32 HETOBOTO OOHOBJIEHHME — Ha3Ha-
YEHU Ca HOBU apTUCTHU U PEXKHUCHOPH, MOT0OPS-
Ba C€ penepToapHara MOoJIUTHKA, KaTo C€ ThbPCH
OanaHc MeXy HallMOHAJIHA U MPEBOJIHA Jpama-
Typrusi, Cb3aBa ce IIKOoJa KbM TeaThbpa.
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Theatre expanded its social and cultural influence.
Slaveykov’s contribution to the institutional
strengthening, modernization, and Europeanization
of the Bulgarian theatre in the early 20th century was
indisputable. Many of the pioneers of the Bulgarian
theatrical art appeared on the stage of the theatre:
Ivan Popov, Vassil Kirkov, Konstantin Sapunov,
Geno Kirov, Hristo Ganchev, Krastyo Sarafov,
Vladimir Nikolov, Nedelcho Shtarbanov, Atanas
Kirchev, Sava Ognyanov, Kosta Stoyanov, Petar
Stoychev, Stoyan Bachvarov, Stoyan Kozhuharov,
Boris Pozharov, Vladimir Tenev, Yurdan Seykov,
Petko Atanasov, Konstantin Mutafov, Georgi
Zlatarev, Docho Kasabov, Tacho Tanev, Stefan
Kirov, Vassil Gendov, Nikola Ikonomov, Georgi
Stamatov, Stefan Kortenski, Vera Ignatieva, Adriana
Budevska, Maria Kaneli, Ekaterina Zlatareva,
Schenka Popova, Zlatina Nedeva, Sultana Nikolova,
Maria Hlebarova, Maria Iv. Popova, Roza Popova,
Elena Snezhina, Milka Lambreva, Teodorina
Stoycheva, Marta Popova, Donka Sarafova, Penka
Ikonomova, Nevyana Buyuklieva, etc. Most
professional first-generation artists were trained
at theatre schools outside of Bulgaria or, at least,
specialized in Russia or Western Europe.

During the 1912—1918 wars, a number of artists
were mobilized. Some of them (Hristo Ganchev,
Atanas Kirchev, Nedelcho Shtarbanov, etc.) never
came back from the front. The normal rhythm of
the theatrical life was disturbed.

The national post-war catastrophe imposed
its imprint on all spheres of activity. The global-
crisis situation — political, economic, and cultural



Cepadama na Hapoonus meamuvp

cned npeycmpoticmeomo, 1929

The building of the National
Theatre after the reconstruction,
1929

[Ipe3 rogmHuTe ¢ ynpaBIECHUETO HA TE€aTh-
pa ce 3anaBsAT penuua akTbopu karo I'eno Ku-
poB, UBan Ilomnos, Iletsp K. CroitueB, Huko-
na bana6anos, Bnagumup Tenes. IloBeuero ot
TAX Ca AUPEKTOPH €Ba MO HAKOJIKO Mecela. 3a
KpaTKoO BpeMe IMocTa 3aeMar u npod. Muxamn
Apnaynos, Credan JI. KoctoB, Koncrantun
Caraes, Hukonaii JIlunues u ap. bimzo no tpu
rOJIMHM Havyeso Ha Tearbpa ca MBau /l. MIBaHOB,
1-p dumutep Crpammmupos, Xpucto LlaHkoB-
Hepwxan. Tpu bt qupektop € boxkan AHre-
70B, a Mexay 1923 u 1939 . Bnagumup Bacu-
JIeB OIVIaBsiBa TeaThbpa C MPEKbCBAHUS YETUPHU
ITbTH 3a TI0 JBE TOJAWHH, Oe3npeneneHTeH pakr
B UCTOPHUSTA MY.

Bbnpekn HemoBoJcTBaTa W yOpeUUTE 3a
KpH3a U U30CTaHAJIOCT OT CTPaHa Ha HOBOC(Op-
MHUpaHaTa WHTEJIMUIeHIUs ciieq BouHuTe, Ha-
POIHUSAT TeaTbp yCIsiBa J1a Bb3BbpHE eMOiiemMa-
TUYHOTO CH MSCTO B KYJATYPHHS >XKHBOT M J1a
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— continued during the next decades until the
outbreak of the World War II. The poverty,
destruction, and low spirit inevitably affected the
performance of the National Theatre. Moreover,
there were new forms of entertainment and
consolation that quickly entered the city life and
became its competitors: the cinematography,
the operetta, and the varietyshow. In the press,
there was growing controversy about the “extinct
spiritual appearance of the big building”, the
obsolete repertoire, the lack of directing, the aging
of the group, the inadequate state subsidy. In 1921,
Elin Pelin published an article titled Why don’t I
feel like going to the National Theatre. '

In the following decades, efforts were made for
its renewal: new artists and directors were appointed,

3 Enun Meaun. 3amo ve Mu ce xomu B Haponuus tearsp?
/I Pazeueop, Ne 1, 06.01.1921, c. 1-2. https://chitanka.info/
text/17300-zashto-ne-mi-se-hodi-v-narodnija-teatyr (moceren Ha
12.06.2023).

MPOIBIDKU J1a ObJie MOJIEN 32 OCTaHAJINTE TeaT-
pH B CTONIMIIATA U B CTpaHaTa.

Ha 10 ¢eBpyapu 1923 r. no Bpeme Ha 00u-
JEeWHUsA CHEKTaKbl ,, ANOTE03 Ha POIAHOTO
IpaMaTUIHO HM3KYCTBO* M30yXBa TOXKap, KOWM-
TO YHHILlO)KaBa Tearbpa. ToraBa M3rapsAT 4act
OT YHHMBEPCAJIHUTE MYy JI€KOPH HalpaBeHU
no nopwvyka BB Buena u Ilpara, koero orBa-
ps HOBH TOJIeTa 3a M3ABa Ha OBJTapCKHUTE
XyJIO)KHUILIM clieHOrpadu B Tearbpa M MPOHUK-
BAHETO Ha HOBU MOJIEPHUCTUYHU TEHJCHIIUU B
HETO.

Crpanara € OCHOBHO PEKOHCTpyHUpaHa Ipe3
nepuoaa 1924—1928 r. mo mpoeKT Ha HEMCKHUS
apxutekt Maptun Hrondep. M3rpanena e HoBa
&KeJle300€TOHHA KOHCTPYKIUS, a oT ['epmanus e
JIOCTaBeHa CIICHUYHAa MEeXaHU3aLUsl, IPOU3Beie-
Ha ot ¢pupmure ,,Kpyn* u ,,Man®. Ta3u Texnuka
paboTu M 10 AHEC, KaTo Ce M3IO0J3Ba B Mpeic-
TaByieHHsATa Ha ['oniMara cuieHa Ha TeaTbpa.
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»3udapu “ om I1. FO. Todopos,
pedxc. Casa Oznanos,

Hapooen meamwvp, 1918

Zidari (Masons) by P. Y. Todorov,
dir. Sava Ognyanov, National Theatre, 1918

the repertoire policy was improved by searching for a
balance between national and translated dramaturgy,
and a school was founded at the theatre.

Over the years, actors such as Geno Kirov,
Ivan Popov, Petar K. Stoychev, Nikola Balabanov,
Vladimir Tenev were involved in the management
of the theatre. Most of them were directors for only
a few months. Prof. Mihail Armaudov, Stefan L.
Kostov, Konstantin Sagaev, Nikolay Liliev, and
others also held the post for short periods of time.
Ivan. D. Ivanov, Dr. Dimitar Strashimirov, Hristo
Tsankov-Derizhan were heads of the theatre for
nearly three years each of them. Bozhan Angelov
was appointed director three times, and between 1923
and 1939, Vladimir Vassilev headed the theatre four
times for two years, with interruptions, which was an
unprecedented fact in the history of the theatre.

Despite the discontentment and the reproaches
for the crisis and the backwardness of the newly-
formed intelligentsia after the wars, the National



Mexny nBeTe CBETOBHHM BOWHH OCOOEHO Ha-
JIO)KUTEIIHO CTaBa pa3pellaBaHETO Ha ,,peKH-
ChOPCKHSI BBIpPOC”. BbArapckust Ttearbp 10
cpenara Ha 20-Te TOJUWHHU, C MAJIKHU H3KJIIOYE-
HHUS, € AKTbOPCKH.

AKTBOPBT U pexucbopbT Hukonait O. Maca-
JUTUHOB M3UIpaBa OTPOMHA poOJid 3a MO-HaTa-
TBIIHOTO pa3BUTUE HA TeaTbpa B brarapus, 3a
IIPEOJOJIABAHETO HA Pa3HOCTWIMETO B aKThOP-
CKaTa Urpa M 3a MOJYMHSIBAHETO HA CIEKTAKb-
JJa Ha €IUHHUS PEXUCHOPCKH 3amuchia. [Ipe3
aBryct 1925 r. Toil e Ha3HaueH 3a IVIaBEH pe-
KHUCHOP M MOYTH BEJAHAra OCHOBaBa TeaTpaliHa
HIKOJIA.

Hpyr Boxmeuny pexucbop € Xpucad LlaHkoB,
KOWTO € crmeunuainu3upall pexucypa B [epma-
Hus B Paitnxapnosure tearpu B bepnun. [Ipes
nepuoja B Tearbpa padbotaT pexucbopurte Ucak
Hanuen, bosu [lanoscku, bopuc Ecne, Hu-
koaii @oun, FOpwuii Sxosies. Te ca mobpe 00-
pa3oBaHU, C OpUTHHAIHU wuaeu. Hskou ot
TAX OCHOBABAaT IIKOJIM, B KOUTO YECTO CE€ MPO-
BEXKJAT aAJTEPHATUBHU TEATPAIHU EKCIIEPH-
MEHTH.

Baxwna ¢urypa 3a pa3BUTHETO Ha TeaThpa Mo
TSI KbM HETOBOTO €BPOIEH3MpPAHE € MOEThT
['eo Munes, KOWTO ce MpoOsiBsiBa KaTo T€aTpajcH
NpeBoaay, KPUTUK U pexuchop. I[IpeaBecTHk
Ha TeaTpaJiHUs aBapaHrapJ y Hac, TOM NpaBHU
YCUJIMS 1a HAJIOXKU €UH IMO-MOJEpPEH Bb3IIIE]
3a CIEKTaKbJja, HO HETOBUTE OMMUTH J1a poIpa-
BU IIBTSI Ha €KCIPECUOHU3MA B TeaThbpa HAMAT
0Cc00eH ycIiex.
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Theatre managed to regain its emblematic place in
the cultural life and to continue to be a model for
the other theatres in the capital and the country.

On 10 February 1923, during the jubilee
performance Apotheosis of the Native Dramatic
Art, a fire broke out and destroyed the theatre. It
was then when some of its universal decors, made
to order in Vienna and Prague, burned, which
provided new opportunities for Bulgarian stage
designers to work in the theatre and new modernist
tendencies penetrated.

The building was basically reconstructed in
the period from 1924 to 1928 after the design
of the German architect Martin Diilfer. A new
reinforced concrete construction was built and
stage equipment, produced by Krupp and Mann,
was delivered from Germany. The same equipment
has been working to this day and is used in
performances on the Grand Stage of the theatre.

Between the two world wars, it was absolutely
necessary to resolve the “director issue”. Until the
middle of the 1920s, the Bulgarian theatre, with
few exceptions, was a theatre of actors.

The actor and director Nikolay O. Massalitinov
contributed a lot to the further development of
theatre in Bulgaria, for the overcoming of the
different-style playing of the actors, and for the
subordination of the spectacle to the single concept
of the director. In August 1925, he was appointed
Director General and almost immediately founded
a theatre school.

Another leading director was Hrissan Tsankov
who had specialized Staging in Germany at

IIpe3 20-te, 30-re m Hawanoto Ha 40-Te
TOJMHU Ha OTMHUHAJIOTO CTOJETHE TearbpbT
CcTaBa HepasielHa 4acT OT MOJEpPHMS HAYMH
Ha XMBOT B TOJEMHUTE IpajJoBe Ha CTpaHara
¥ TpeIN3BHKBA BHHUMAaHUETO KAKTO HAa HHTE-
JEKTyaJlHUsl €JIUT, Taka W Ha YNpPaBIIABAIIUTE
Kpbroee. ToBa ca roguHuTe, KOraro Omiarapc-
KHST TeaThp Ce€ BKIIOYBA B KYJITYpHHS JHa-
aor ¢ EBpoma u cbc cBeTa upe3 mpeBoja Ha
JIpaMaTypruyHud TEKCTOBE, 4pe3 MpHUBIMYAHE-
TO Ha PEXHUChOPU UYXKIEHIIM, Ype3 CieiBaHe-
TO Ha CBETOBHM 00pa3uu B oOnacTTa Ha BHU3Y-
aJHUTE pEUICHUs Ha CIEeKTaKbJla, MOHSIKOTa
OyKBaJIHO TpEHACSHH Ha ObBJITapcka CIEHa.
Te3u mposBM Ha MOApaXaTelCTBO HE ce M3-
ITb3BAT OT pa3001MYaBaIlOTO NEpo Ha Tea-
TpajgHaTa KpUTHKA, KOATO CTaBa BCE MO-aKTHB-
Ha M npodecHoHalHa Ipe3 TOAMHUTE MEXIY

,,Anbena‘ om U. Hosxkos,
peodic. Huxonau O. Macanumunos,

Hapooen meamwp, 1929

Albena by Y. Yovkov, dir. Nikolay
O. Massalitinov, National Theatre, 1929
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Reinhardt Theatres in Berlin. During that period,
at the theatre worked the directors Isaac Daniel,
Boyan Danovski, Boris Espe, Nikolay Fol, Yuriy
Yakovlev. They were well educated and had original
ideas. Some of them set up schools where alternative
theatrical experiments were often conducted.

An important figure for the development of the
theatre on the road to his Europeanization was the
poet Geo Milev who made his mark as a theatre
translator, critic, and director. A forerunner of the
theatrical avantgarde in Bulgaria, he made efforts to
impose a more modern view of the spectacle but his
attempts to pave the way for expressionism in the
theatre were not particularly successful.

In the 1920s, 1930s, and the early 1940s of the
past century, theatre became an integral part of
the modern life in the major cities of the country
and attracted the attention of both the intellectual




,,bopsina “om U. Hoexos,
peoic. Huxonaii O. Macanumunos,

Hapooen meamwp, 1932

Boryana by Y. Yovkov,
dir. Nikolay O. Massalitinov,
National Theatre, 1932

JIBETE CBETOBHU BOMHU. [loBeueTo oT mumeniu-
T€ 3a Tearbp ca JIUTEPATypPHU KPUTUIIM U CAMO
HSKOM OT TSAX MMAaT MO-CIEelHaliHa TearpaliHa
IMOATOTOBKA.

OcHoBHU miatropMu 32  XyHOXKECTBE-
Ha, B TOBa 4YHCJIO W TearpajHa KPUTHKA,
ca: ,Mucwn®“, ,Be3uu“, ,3maropor®, ,Xu-
nepuoH“ u gap. Ilouytu BBB BCHUYKU MEPHO-
OWYHU W3JaHUs WMa TeaTpajHa pyOpwuka.
CobuiecTByBaT W CHEUUATU3UPAHH TeaTpali-
HM u3nanus karo ,,Komemnus®, ,,Hapoaen Tea-
Tp*, ,,Pamma‘, ,,Tearpanen npernen’, ,,Tearpa-
neH cear®, ,Teatwsp®, ,,[earsp u mnyOauka“,
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elite and the ruling circles. Those were the years
when the Bulgarian theatre joined the cultural
dialogue with Europe and the world through the
translation of dramaturgical texts, by attracting
foreign directors and by following world models in
the field of the visual concepts of the performance,
which were sometimes literally transferred onto
the Bulgarian stage. Those imitations did not
escape the exposing pen of theatrical critics, who
became even more active and professional in the
years between the two world wars. Most of the
people writing about theatre were literary critics
and only a few had special theatrical training.

»learbp M H3KycTBO®, ,TearpaneH XuBoT"
n Ap. XyAOKECTBEHUTE KPUTEPUU CTaBaT IO-
BHCOKH. '

PeneproapsT npes T03u nepuoi € 10cTa pas-
HOOOpa3eH M BKJIOYBA KJIACHYECKU U CHBpE-
MeHHU nuecu. OcoOeHO BHUMAaHUE C€ OTHEeNA
Ha pa3BUTHETO Ha Obiarapckara napama. Cpen
CTAHAJIUTE KJIACUYECKHU IMPOU3BEACHUS OT IIe-
puona ca ,,Maiictopu* Ha P. Crosnos, ,,['one-
manoB* Ha Crt. JI. KocTos, ,,An6ena“, ,,bopsua“
Ha U. fIOBKOB, ,»EJIeHOBO 1apctBo® Ha I. Paii-
yeB. [IppBuTE MM nmocraHoBKkU ca B Haponnus
tTearsp. '’

Ha cnenara, Hapen ¢ aktbopu kato Bacun
KupkoB, Kpwsctho Capadon, CaBa OrusHOB,
Bepa Wrnaruesa, Anpuana bynescka, 3naru-
Ha Henesa, Ctosan bruBapos, [leTko AraHacos,
Teonopuna CroifueBa, ce yTBbpKJ1aBaT U HOBU
JapOBaHUsI OT BTOPOTO MOKOJEHHUE OBIATapCKH
aktbopu: Maprta IlonoBa, bopuc Muxaiinos,
I'eopru CramaroB, Hukona MkonomoB, Brnanu-
mup Tpannadunos, ean /lumoB, Koncrantun
Kucumos, Onra Kupuesa, 3opka Mopaanosa,
Ilets I'epranosa, Mpuna TaceBa u ome MHOro
npyru. Hamarar ce u ¢urypu Ha TajgaHTIUBU
pexucbopu: Hukomait MacanutnHoB, Xpucan
HankoB, bosn Jlanoscku, Kpbctho Mupcku,
Anexcanabsp MkoHorpados u ap.; cuieHorpadu:
Anekcauabp MunenkoB, UBan Munes, UBan
[TenkoB, Acen Ilonos, Ilenuo I'eoprues, Ere-
Hui Bamenko u np.; kommnosutopu: Ilanaitor
[MunkoB, o6pu Xpucros, Benenqukr boGuesc-
ku, [Tanuo Brnagurepos u ap.'*
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Major platforms for artistic, including theatrical
criticism, were: Misal, Vezni, Zlatorog, Hiperion,
and others. Almost all periodicals had theatrical
columns in them. There were also specialized
theatrical publications such as Komedia, Naroden
Teatar, Rampa, Teatralen Pregled, Teatralen Svyat,
Teatar, Teatar i Publika, Teatar i Izkustvo, Teatralen
Zhivot, etc. Art criteria became higher."*

The repertoire of that period was quite varied
and included both classic and contemporary plays.
Particular attention was paid to the development
of the Bulgarian drama. Among the classic works
of the period were Maystori (Masters) by R.
Stoyanov, Golemanov by St. L. Kostov, Albena and
Boryana by Y. Yovkov, Elenovo Tsarstvo (Deer's
Kingdom) by G. Raychev. They were performed for
the first time on the stage of the National Theatre."

On the stage, alongside actors such as Vassil
Kirkov, Krastyo Sarafov, Sava Ognyanov, Vera
Ignatieva, Adriana Budevska, Zlatina Nedeva,
Stoyan Bachvarov, Petko Atanasov, Teodorina
Stoycheva, new talents from the second generation
of Bulgarian actors won the recognition of the
audience such as Marta Popova, Boris Mihaylov,
Georgi Stamatov, Nikola Ikonomov, Vladimir
Trandafilov, Ivan Dimov, Konstantin Kisimov,

! MMonunmes, Pomeo. TeaTpasiHaTa KpUTHUKA HA JBE KPUTHYHU
necermwnerus. — Codust: AxameMHyHO uU3AATENcTBO ,IIpod.
Mapusn dpunos*, 2003, c. 66—-160.

15 Bsx. Haponen teatsp ,,IBan Bazos* / JIetonwc: stuyapu 1904
— tonu 20; ﬂopnaHOB, Huxonaii; [lonuiaueB, Pomeo; HukonoBa,
Kamenusi; JleweBa, Buomera; Cmacosa, Moanua. Hcropust nHa
OBJITapCKUsl TeaThp. BBATapCKUAT TeaThp MEXKIY ABETE CBETOBHH
Boiin Ha XX Bek.: T. 4. — Codwust: UHCTUTYT 3a M3crenBaHe Ha
n3kycrsara, 2011.



IIpe3 30-te roguHm TearpanHara Mpexa B
CTpaHaTa ycuJieHO ce paspactpa. [Ipe3 1942 r.
€ mpueT 3aKOoH 3a TeaTpuTe, KOWTO Bb3jara Ha
MUHHCTEPCTBO HA HApOIHOTO HPOCBELICHHE
PBKOBOJICTBOTO U YCTPOHCTBOTO Ha TEaTpUTE B
cTpaHara. B 3akoHa e yka3aHo, 4e ,,TeaTpUTe B
bearapus nmo uzapbxkka OuBaT HapogHU (ABp-
JKaBHH), 00JJACTHHM, OOIIMHCKH, YMTAJIUIIHU, HA
IPYyTHU CAPYXEHHS U KOMHUTETH, M YaCTHHU; IO
ChCTAB Ha TPyHUTE — NPO(PECUOHATHU U JTIOOU-
TEJICKH; a TI0 BHJ ApaMaTHYECKH, ONEPHH, JeT-
CKH, OlepeTHH, 0anetnu u npyru.“'’ C npuema-
HETO Ha TO3M CHelHaJIeH 3aKOH, KOMTO OTMEHS
BCUYKU ,,[TIOBEJICHUS Ha IPYT'H 3aKOHU U NPaBUII-
HUIU BbB BPB3Ka C YCTPOHUCTBOTO U ypenbdaTa Ha
Tearpure’'®, 3aBbpIIBA BaXKEH €Tall OT HHCTHUTY-
LMOHAJIM3UPAHETO Ha OBJITapCKUS TEaThbp.
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Olga Kircheva, Zorka Yordanova, Petya
Gerganova, Irina Taseva, and many more. Talented
directors established themselves such as Nikolay
Massalitinov, Hrisan Tsankov, Boyan Danovski,
Krastyo Mirski, Aleksandar Ikonografov, etc.;
scenographers such as Aleksandar Milenkov,
Ivan Milev, Ivan Penkov, Assen Popov, Pencho
Georgiev, Evgeniy Vastchtenko, and others;
composers such as Panayot Pipkov, Dobri Hristov,
Venedikt Bobchevski, Pancho Vladigerov, etc.'®

In the 1930s the theatrical network in the
country expanded steadily. In 1942, the Act on
Theatres was passed, which assigned the Ministry
of National Enlightenment the management and
organization of the theatres in the country. The
Act stated that “by maintenance, the theatres in
Bulgaria are national (state), regional, municipal,
run by chitalishta, other societies and committees,
and private; by type of group members:
professional and amateur; and by genre: dramatic,
opera, children’s, operetta, ballet, and others.”"’
The adoption of this special act, which repealed
all “ordinances of other acts and regulations in
connection with the organization and regulation of
the theatres*'®, put the end to the important stage of
institutionalization of the Bulgarian theatre.

ITbPBUTE XKEHU AKTPUCH
B B'bJITAPCKHUA TEATDHP
OT HAYAJIOTO
HA XX BEK

Cpen mbppBUTE OBITAPCKH AaKTPUCH OT Ha-
4aa0To Ha XX BEK, KOUTO OCBET/ISBAT IThTA Ha
ObATapcKusi Tearbp B IMPOIIECUTE HA HEropara
eBporneun3anusi, MoaepHu3auus u npodecuoHa-
nu3auus ca Anpuana bynescka, Bepa Urnarue-
Ba, 3naruHa Hexesa, Mapra IlonoBa, Po3a Ilo-
noBa, Enena Cuexuna, Teomopuna CroiiueBa u
ap. EMOinemarnyHo kpasT Ha ,,MBXKKUSA Tearbp*
y Hac ¢ noctaBeH oT Jobpu BoitHukoB B bpau-
na Ha 11 maii 1868 1. Ha Mpa3HMKA HA BEJIUKUTE
npocserutenu Cs. cB. Kupun u Meronuii. B cra-
THS Ha BECTHUK ,,/[yHaBCKa 30pa‘, YUHUTO penak-
top € Jlo6pu Boitnukos, nume: ,,Beuepra Ha 11
toro (11 maiif 1868 1. — Gen. a.) cs maze HAPOAHO
3a Tpa3HuKa bearapcko Tearpo Ha OBATAPCKUN
€3HuK B noi3a Ha bear Tyk yuwwimie. [Ipencras-
nenueto Oe: ,Ilokpwmienue Ha IlpecmaBckmii
JIBOp®, ApaMa UCTOpUYECKA B YETHUPE JCHUCTBUS
C MeHUsI U 0ceM 3penuia (Tabioy), ChUMHEeHa U
noyiokeHa Ha cuena ot I. /1. I1. Boitaukosa. !,

HNmeHHO B TOBa mpeACTaBICHUE HA CLEHATa
Ha Tearsp ,,Panuc” B bpauna ce nosBaBar nup-
BHUTE OBJITAPCKU aKTpUCH-TIOOUTETKH MaTunna
[TonoBnu u Anekcannpuna Pannonosa.

Hauanoro e mocrtaBeno. Ilpe3 cuenpaniu-
T€ TOJIMHU B Te€aTpajlHUTE MpPEACTaBJICHUs He-

3. Bvaeapckuam meampanen XX 6ex
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THE FIRST WOMEN ACTRESSES
IN THE BULGARIAN THEATRE
FROM THE BEGINNING OF THE
20TH CENTURY

Among the first Bulgarian actresses from the
beginning of the 20th century, who illuminated
the path of the Bulgarian theatre in the processes
of its FEuropeanization, modernization and
professionalization, were Adriana Budevska, Vera
Ignatieva, Zlatina Nedeva, Marta Popova, Roza
Popova, Elena Snezhina, Teodorina Stoycheva and
others.

The emblematic end of the Bulgarian “male
theatre” was set by Dobri Voinikov in Braila on May
11, 1868, on the holiday of the great enlighteners St.
St. Kiril and Methodii. In an article in the newspaper
Dunavska zora, whose editor was Dobri Voynikov, it
was written: “In the evening of the 11th of May was
performed peoples’ Bulgarian theatre in Bulgarian
language for the holiday in favor of the Bulgarian
school there. The performance was: Pokrashtenie
na Preslavskii dvor (Baptism of Preslavsky Court),
a historical drama in four acts with songs and eight
spectacles (tableau), composed and staged by Mr. D.
P. Voynikov.”"

It was in this performance on the stage of the
Ralis theatre in Braila the first Bulgarian amateur
actresses Matilda Popovich and Alexandrina
Radionova appeared.



M3MEHHO y4acTBaT XE€HU aKTPUCU-TIOOUTENKU.
Cpen Tax ca: AHuka XamkukocTtoBud, Exa-
tepuHa Bacunea, Mapus [[paranosa, Ilenka
[Tonosa, Mpuna MBanosa, Mapuiika MBaHoBa,
Amnka ['yneBa, Munka Bepueposa, Auka Ilomno-
Ba, Mapuiika [lonosa, lllenka Ilonosa, Exare-
puna Xpucrosa, Mapus CumoBa, Muika AHTo-
HoBa, Mapus Yomakosa, Mapus Kanenu u ap. 2°
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The beginning was set. In the following years,
female amateur actresses invariably took part
in theatrical performances. Among them were:
Anika Hadzhikostovich, Ekaterina Vasileva,
Maria Draganova, Penka Popova, Irina Ivanova,
Mariyka Ivanova , Anka Guleva , Milka Verneroa,
Anka Popova, Mariyka Popova , Shenka Popova,
Ekaterina  Hristova, Maria Simova, Milka
Antonova, Maria Cholakova, Maria Kanelli, etc.?

The audience's inner sense of vital justice
necessitated the appearance of women actresses
on the native stage. In the beginning, they were
mostly teachers, schoolgirls, wives and daughters
of amateur actors, but already at the end of the 19th
century, more and more women went to study and
specialize in acting abroad. Thus gradually began
the professionalization, Europeanization and
modernization of the Bulgarian theatre.

2 Cre¢anos, Bacun. Hcropust Ha Obarapckus tearsp. T. 1.
AxasieMHuHO u3nareinctso ,Ilpod. Mapun Jpunos”, C., 1997,
198-230; Caes, JIro6en. Ucropus Ha Obiarapckus tearsp. T. 2.
AxaneMu4HO H3AaTICTBO L, IIpod. Mapuu punos®, C., 1997,
49-120; TomeBa, Kpuctuna. cropust Ha Obnrapckust tearsp. T.
3. AxagemMu4yHO H31aTencTBo ,,I[Ipod. Mapun Ipunos®, C., 1997,
140-141; 151; Ienes, Ienvo. Mcropust Ha OBITapCKHs TEaThP.
Hayka u uskyctBo, C.,. 1975, 207-269. Illenka Ilonosa, 1906,
Codus, IppkaBeH apxuB

Llenxa Ilonosa, 1906,
Cogus, [{enmpanen

O0bPIHCABEH aAPXUB.

Shenka Popova, 1906,
Sofia, State Archives

BbTpemHoTo 4yBCTBO Ha 3pUTENUTE 3a KHU3-
HEHa IpaBJia Hajlara HeoOXOAMMOCTTa OT IOs-
BaTa Ha KEHUTE aKTPUCHU Ha poJiHATa clieHa. B
Ha4yajaoToO T€ ca NPEAUMHO YUYUTEIKH, YUCHHU-
KM, CBIPYI'M U IBILEPU HAa AKTHOPUTE JIFOOU-
TeJIM, HO olle B kpasd Ha XIX Bek Bce moBeue
JKEHU 3aMMHaBaT J1a y4aT U ClelUaanu3upar ak-
TBOPCTBO B 4y’kOMHa. Taka NOCTENEHHO 3a1o4-
Ba Mpo(heCHOHAIU3UPAHETO, EBPOIIEU3UPAHETO
U MOZICPHU3UPAHETO Ha OBJIIrapCKUsl TeaThp.

[IIkomyBaHUTE aKTPUCH B HA4AJIOTO Ha XX BEK
He ca Manko. Cpen Tsx ca: Anpuana byneBcka, Kosi-
TO € MOCKOBCKa Bb3nuTannuka; Cynrana Huxomnosa,
kosito yun B Cankr-IlerepOypr: B Pycus cneunanu-
3UpaT U IpyTy HallM akTpucu karo Enena CHexu-
Ha u Teomopuna CroiiueBa. BbB Buena 3aBbpiiBa
Bepa Urnaruesa. 3naruna HeneBa e yyeHnuka Ha
xbpBatrHa A. @usH ot 3arpe0, rocrysan B bbira-
pusi, a cectpa u Mapra [lorosa yuu B [Ipara.

[Ipe3 To3u nepuoa 1eMOKpaTUUHUTE UAEH CU
nponpassiT NbT. JKeJaHMeTo 3a HaBaKCBAaHE Ha
IIPOITYCHATOTO € M3KIIOYUTENHO cHiHO. Iorme-
JUTE ca BIepeHu B EBpora ¢ KomHex 3a npuoo-
LjaBaHe KbM €BpOIENCKaTa KylITypa U LIEHHOC-
TU. TOBa ca TONMHU HA Ch3UJAHUE: U3TPAKIA CE
MOJIEpHA TpajicKa KyJITypa, 00IaropozsBa ce HO-
BaTa CTOJMIA, Ch3/1aBa CE HAIlMOHAJIHA UHTEIH-
TeHIUs, JIUTepaTypa, TeaTbp — Iojlarar ce oc-
HOBUTE BHB BCHUKHM c(epu Ha HaIMOHAJIHATa
KYJITypa, 3HAYUTEITHO U3PAacTBa POJISATA HA )KEHA-
Ta B U3KyCTBaTa U Ce€ pa3rpblia HEHHUSAT TBOP-
YeCKU MOTEHIMaJ B 00JacTTa Ha JIUTEpaTypara,
TeaTbpa, My3uKaTa, 1300pa3uTeIHUTE U3KYyCTBA.
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Schooled actresses at the beginning of the 20th
century were not few. Among them were: Adriana
Budevska, who was a Moscow graduate; Sultana
Nikolova, who studied in St. Petersburg. Other
actresses like Elena Snezhina and Teodorina
Stoycheva also specialized in Russia. Vera
Ignatieva graduated from Vienna. Zlatina Nedeva
was a student of the Croatian Andrea Fian from
Zagreb, who visited Bulgaria, and her sister Marta
Popova studied in Prague.

During this period, democratic ideas made
their way. The desire to make up for a missed
opportunity was extremely strong. Views were
focused on Europe with a longing for inclusion in
to the European culture and values. These were
the years of creation: a modern urban culture
was established, capital was ennobled, national
intelligence literature, theatre were created — the
foundations in all spheres of national culture were
laid , the role of the women in the arts significantly
grown up and their creative potential in the field of
literature, theatre, music, visual arts unfolded.

Among the bright luminaries from the period of
creation of the professional Bulgarian theatre, who
played on the stage of the National Theatre, were: the
classically feminine tragedian Adriana Budevska, an
intellectual, classicist harmonious exponent of the
deeply lyrical Slavic soul; the colorful Vera Ignatieva,
defined in her diploma as “exceptional ingénue
naive”; Zlatina Nedeva with her overmastering
characters and her temperamental sister Marta
Popova; the talented tragedian Roza Popova,
with burning power and a hard fate; the feminine



Cpen sipkuTe CBETHUIIA OT MEPUOAa Ha Ch3fa-
BaHE Ha MpodecHoHaTHUS OBJITApPCKU TeaTh),
KOUTO UTpasT Ha ciieHaTta Ha Haponuus tearsp,
ca: aHTMYHO >KEHCTBEHATa Tparuuka AjpuaHa
byneBcka, wuHTenekTyanHa, KJIACULIUCTUYHO
XapMOHMYHA M3pa3UTENKa Ha IBIOOKO JTMPHY-
Hara claBsHCKa Aylua; konopuTHara Bepa Ur-
HaTHheBa, OMNpelesieHa B AMIUIOMAaTa CH KaTo
, A3KJIIOUNTEeIHAa HauBka'; 3nmarmHa Henesa c
BJIACTHUTE U T€POMHU U HEMHATa TEMIIEPAMEHT-
Ha cecTtpa Mapra [lonoBa; TamaHTiauBara Tpa-
ruuka Poza IlonmoBa, ¢ u3nenensBama cuia u
TeXKa cba0a; )KeHCTBeHara u eneraHtHa Erne-
Ha CHexxuHa; OyitHaTa u cTpactHa TeomopuHa
CroitueBa u ap.

[To ToBa Bpeme TBOPSAT peAuIia Ipyrd aKTpH-
cu karo: Hessna Byroknuesa, Exkarepuna 3na-
tapeBa, Mans Mxonomosa, Ilenka MkoHoMOBa,
Munka JlambOpeBa, Cynrana Hukonosa, [llenka
[TomoBa, Mapust Xiiebaposa u ap.>!

Anpuana byaescka (1878-1955) — ,,npuma-
Ta*“ Ha OBATAPCKHS TeaTbp, M3ITBIHABAIIA ThHJ-
I'Y TOAMHU IIaBHUTE ponu B HapogHus tearsp,
€ UCTHUHCKUAT J0aiieH Ha OBJIrapcKUTe aKTPUCH,
JIOKOJIKOTO € I'bpBaTa MPO(EeCHOHAIHO ILKOJY-
BaHa aKkTpuca y Hac (3aeaHo ¢ Bepa Urnaruesa),
3aMMHajla KaTo Jbp’KaBHAa CTUIIEHJMAHTKa IO
aKTHOPCKO MaicTopcTBO mpe3 1895 1. B Pycwus.
Ts uzurpasa van 100 pomnu.

ChIIecTBEH €JIeMEHT OT aKTbOPCKUs (heHo-
MeH byzneBcka e (akThT, ue T4 € cpell IbpPBHU-
Te HU o0pa3oBaHU Tearpanu. B cimydas oOuK-
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and elegant Elena Snezhina; the tempestuous and
passionate Teodorina Stoycheva and others.

At that time, a number of other actresses were in
the theatre such as: Nevyana Buyuklieva, Ekaterina
Zlatareva, Manya Ikonomova, Penka Ikonomova,
Milka Lambreva, Sultana Nikolova, Shenka
Popova, Maria Hlebarova and others.?!

Adriana Budevska (1878-1955) — the “prima
assoluta” of the Bulgarian theatre, performing the
main parts in the National Theatre for many years,
was the real doyen of the Bulgarian actresses, as she
was the first professionally educated actress in our
country (along with Vera Ignatieva), who went on
to receive a state scholarship in acting mastery in
1895 in Russia. She played over 100 roles.

An essential element of the Budevska acting
phenomenon was the fact that she was among
our first professionally theatre educated people.
In this case, it was usually pointed out that she
was brought up in the spirit of Russian realistic
art and that she was the bearer of the Slavic soul.
Budevska studied in Moscow and was a student of
the famous actor Alexander Lenski at the drama
school of the Mali Theatre. As a Moscow graduate,
Budevska managed to master something unique
for the Russian culture and not quite typical of the
Bulgarian theatre — the extremely serious, almost
manic attitude towards the acting profession,

2! Bk. EHimkstoneus Ha Gbarapekust Tearsp, ,,Ipya“, C., 2005;
Ienes, ITenvo. Mcropust Ha Obarapckus Tearsp. Hayka u u3KycTBO,
C., 1975; Haponen Tearsp ,,/Ban Bazos“/Jleronuc: syapu 1904
— o 2004..Cect. H.Bannos, Ax. Kapaxocrosa, 1. I'bpueB, CH.
I'eire00Ba, Ac. Koncrantunos. ,,Banentun Tpasaos®, C., 2004.

e

HOBEHO C€ M3THKBA, U€ ¢ Bh3IUTAHA B JlyXa Ha
PYCKOTO pEalMCTHYHO M3KYCTBO M Y€ € HOCH-
TeJKa Ha ClaBsHCKara Ayina. byaeBcka y4du B
MockBa Mpu HM3BECTHHS aKThOP AJICKCAHIBD
Jlencku B ApamMaruyeckoTo yuwiauile Ha Ma-
JINU TeaTsbp.

Karto MockoBcka Bb3nuTaHnuka bynescka yc-
Ts1Ba J1a IUCHUTUTMHIPA Y ce0e CH HEelllo YHUKAJ-
HO 3a pycKaTa KyJITypa U He ChbBCEM THUITUYHO 32
OBJITapCKusl TeaThbp — U3KIIOYUTEITHO CEPUO3HO-
TO, TOYTH MAHWAKAIIHO OTHOIIEHHE KbM aKThOP-
ckara mpodecusi, CBbp3aHo ¢ Oe3kpaiiHa 100po-
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Aopuana Byodescka 6 ponsma na Oghenus,
,, Xamnem “ om Y. Lllexcnup,
peorc. Ilagen I1. Heanoscku. Hapoden meamup, 1914.

Llenmpanen ovporcasen apxus.

Adriana Budevska in the role of Ophelia,
Hamlet by W. Shakespeare,
dir. Pavel P. Ivanovski. National Theatre, 1914.

Central State Archives

connected with endless conscientiousness,
thorough and detailed work in the construction of
each image, sleepless nights and searches.

With her return to Bulgaria, right at the
beginning of her career, Budevska was defined as
a “tragic lover”, innamorata and in the history of
the Bulgarian theatre she remained as our “first
great tragedian”. Her idealism, her “femininity”
and “purity”, her lyricism that transforms and
softens the tragedy and the sharpness of her
images usually was underlined. Even quite
often she was criticized for her play of negative



CBHBECTHOCT, 3aJbJI0OYEHA W JeTailiiHa pabora
MpU U3TPAKIAHETO HA BCEKU 00pa3, 0e3ChHHHU
HOIIY U ThPCEHUS.

Cnbc 3aBpbianeTo n B bwarapus, ouie B Ha-
4aJ0TO Ha HeWHaTa Kapuepa, byaeBcka e omnpe-
JieJieHa KaTo ,,Tparnyecka MU KOHBEp3alMOHHA
mo00BHHIA®, a B HCTOPUATA HA OBIATapCKUA
TeaTbp OCTaBa KaTo Halara ,,IbpBa IoJisiMa
Tparuuka®“. OOMKHOBEHO C€ HM3ThKBa HEHHHU-
AT WAeanu3bM, ,,KEHCTBEHOCTTA™ W ,,4YUCTO-
Tara* ¥, JUPU3IMBT, KONTO TpaHchopMmuUpa U
CMEKuYaBa Tparm3ma M OCTpoTara Ha oOpas3u-
Te u. Jlopu n1octa 4ecTo TS € KpUTUKyBaHa 3a
U3IBJIHEHUSITA CU HAa OTPULATEIIHUTE F€POUHHU
U 3JI0ACHKU, KOUTO BUHATU CE ONMUTBA Aa OI-
paBaae, 1 B KOUTO BHACA MOJOXKHUTEIHU yep-
TH. BeposiTHO HeliHOTO crienuUIHO U3TbYBa-
He, ocoOeHara CBETJIMHA W YHUCTOTaTa, KOUTO
CTPYSAT OT 00pa3uTe M, NpeaonpeaeasT TPYIHO
MpeoJoIuMaTa HHePIHUs 1a 1 ObJaT moBepsiBa-
HH POJINTE HA MJIAJIU I€BOMKHU B KJIACUYECKUTE
Tpareauu, TOpHU U KOTaTo Ts € B MO-3psia Bb3-
pacr.

[locTeneHHO KaTro CIENCTBHE OT CIOKHUTE
MPOLECH HA B3aWMOJCHCTBUE MEXIY POJIs, aK-
THOP, 3PUTEN HU3KPUCTANU3Upa (uUrypara Ha cs-
kam Oe3rmubTHaTa byneBcka, emOnema Ha ak-
TpUcaTa C BPOAECH BBTPELIEH apUCTOKPATU3BM,
»IIpaTeHUIla OT JApyra 3ems’, B KOSATO JEHCT-
BUTEIHOCTTA € IMOYTH JeMarepualn3vupaHa. 3a
myOJIMKaTa TS € CBETHIA U M3BUCEH uaeal. AK-
TpHcara rpee Ha POJIHHUS TeaTpajieH HeOOCKIOH
Karo sipKa ¥ YUCTa 3BE3/1a.

38

characters and villains, which she always tried
to justify and in which she was looking for the
good side. Perhaps her particular radiance, the
particular light and purity that emanate from
her images, predetermine the hard-to-overcome
inertia to entrust her with the roles of young
maidens in classical tragedies, even when she was
of a more mature age.

Gradually, as a consequence of the complex
processes of interaction between role, actor, viewer,
the figure of the seemingly disembodied Budevska
crystallized, an emblem of the actress with innate
inner aristocracy, a "messenger from another land",
in which reality was almost dematerialized. For
the audience, she was a saint and a lofty ideal. The
actress shines on her native theatre firmament as a
bright and pure star.

Vera Ignatieva (1877-1972) was the second
scholarship holder to win the competition since
1895, along with Adriana Budevska. She made her
debut in 1898 in the troupe Tear and Laughter led
by Radul Canelli with the role of Marie Jeanne in
Marie Jeanne by Victorien Sardou. In 1911-1912
he specialized in Paris, Berlin, Vienna and Moscow.
She was appointed to Tear and Laughter, later — to
the National Theatre in Sofia from 1904, where she
performed until 1929.

Vera Ignatieva's strength was in comic roles. She
had a pleasant, melodious voice, excellent diction
and freedom on stage. Graduated from the Vienna
Conservatory with the title of “exceptional ingénue

Bepa Henamuesa 6 ponama na Enusa,
,, Ckvnepnuxvm *“ om JK.-b. Monuep,

peoic. Usan I[lonos, Hapooen meamuvp, 1905.

Vera Ignatieva in the role of Eliza.
“The Miser” by J.-B. Moliere,
directed by Ivan Popov,

National Theatre, 1905

Bepa UrnarueBa (1877-1972) e BrOpara
CTUIIEHANAHTKA, CIIeuesIniia KOHKypca oT 1895 1.
Hapen ¢ Apnpuana bymescka. JleGrotmpa mpes
1898 r. B Tpynara ,,Cbi3a u cMax“, pbKOBOJE-
Ha oT Panyn Kanenu ¢ ponsita na Mapus XKana
B ,,Mapusa XKana“ or Bukropuen Capay. Ilpes
1911-1912 1. cnemmanuszupa B Ilapux, bep-
nuH, Buena n Mocksa. Ha3nadena e B ,,Cnii3a u
cMsx“, mo-kbcHO — B Haponuus tearsp B Codust
ot 1904 1., kpzero urpae 10 1929 .

Cunara Ha Bepa HMrnarueBa € B KomMeauii-
HUTE ponu. Ta wuMa TpUITEH, MEJIOAUYCH
riac, OTIMYHA TUKIUS U cBOoOOAa Ha cIlieHaTa.
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naive”, she played a number of naive and ingénue*
roles, but also had quite a few incarnations as
dramatic characters.

According to available information, as a
graduate of the Austrian theatre school, she
approached the role in the way of deep analysis.
Working with the detail, sculpting the image

2 unacenio (0T ¢p. ingénue). B cucremara Ha aMILIOaTo TOBa
€ poJis Ha HEOIIMTHA, HAUBHA JIEBOWKA. AKTPHCA, KOSTO U3IThIIHSIBA
TO3U TUI posin — bexn. a.

ingénue — In the system of emploi this is the role of an
inexperienced, naive girl. An actress who plays this type of role



3namuna Heoeea 6 ponsma na I'-oica Enena Ansune,
IIpuspayu * om Xenpux Hocen, peac. Cepeusin Tyyuu,
Hapooen meamwvp, 1904

Zlatina Nedeva in the role of Mrs. Helene Alving “Ghosts”
by Henrik Ibsen, directed by Sergian Tucic,
National Theatre, 1904

JumiomMupana or BueHckara koHcepBaTopus
C aMmIuioa ,,M3KIIOUUTENIHA HAuBKa™ T Urpae
peauiia pojd Ha HAMBKH W MHXKEHIO??, HO MMa
U J0CTa MPEBBIUTBIIECHUS B ApaMaTU4YECKU Te-
pOUHH.

Cnopenl HaTUYHUTE CBEICHHUS KaTO BB3IHU-
TaHUYKa HAa aBCTpUICKATa TeaTpajiHa IIKOJa TA
MOAX0XK/Ia KbM pOJISITa MO MBTA HA 3a1ba00Ue-
HUSI aHAJIM3. 3a Hed € BakHa paboTara ¢ eraiina,
n3BaiiBaHeTo Ha oOpa3a. Ts ce omuTBa Ja U3THK-
Ba CBIIECTBEHOTO B 00pa3a.?

Kputukara onpenens Mruaruea karo BUCO-
KOKYJITYpHA M UHTEJINTEHTHA aKTpHUcCa.
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was important to her. She tried to emphasize the
essential in the image.”

Criticism defined Ignatieva as a highly cultured
and intelligent actress.

Another emblematic actress of the pioneer
generation was Zlatina Nedeva (1878-1941). The
eldest of her sisters, actresses Nevyana Teneva and
Marta Popova®®, she was one of the creators who

3 IummanoBa, Jluaus. Hammst tearsp. — bbarapcku
nperien, 1900, ku. 6, 128.

2 Henesa € eqHO OT OOILO MIECT JENa.

Nedeva is one of six children.

Hpyra em0OnemaruyHa akTpuca OT HHOHEp-
ckoto mokojenue ¢ 3aaruna HepeBa (1878-
1941). Haii-ronsimata oT cCeCTpUTE CU AKTPUCHU
Hessina TeneBa u Mapra [TomoBa®, 151 € oT TBOp-
LUTE, OTIAJIA )KMBOTA CH HA Pa3BUTHETO Ha Tea-
TPaJIHOTO J1eJio B brarapus. Makap u cBbp3aHa
¢ Haponnus rtearsp, 14, Hapen ¢ Posa Ilonosa,
€ eJlHa OT IIbPBUTE KCHHU aHTPEIPEHbOPKU>, OC-
HOBaTeJIKa Ha I'bTyBallMs U3 cTpaHara ,,Kame-
peH Tearsp”’ (KoifTo mpocskiiecTByBa ot 1921 1o
1924 1.). Henesa e u mppBaTa ObJIrapcka pesku-
cpbopka Ha cueHata Ha Haponnus tearsp. Ilpes
1915 r. T4 nocrass ,,Cado* Ha @pann ['punnap-
uep, npe3 1932 r. — ,,bsanara cmbpt” HA AMUTpHil
[uernos, mpe3 1933 r. — ,,[paroiiuu® Ha Cre-
¢an CaBoB, Ta e muUpeKTOp-peXUCHOpP Ha Tea-
tpute B [IneBen u byprac (1934-1935).

3naruHa Henesa 3aBbpliBa ApaMaTHUECKO U3-
kycTBO npu AHapes Dusn B 3arped u nedroTH-
pa B ponsata Ha Enucasera ot ,,Mapus Crioapt*
Ha @p. [unep B 3arpeOckus HApOAEH TEaThP.
Ot 1903 . urpae B Tpynara Ha Haponuus tearsp.
HeneBa e enqna ot 100pe MIKOIYBaHUTE aKTPUCH
OT CBOETO MOKOJICHUE, CbC CTUXHEH M OyeH TeM-
IIEpaMEHT U C OMNpPEACNICHU JUACPCKU KauecTBa.
Jlnana3oHbT Ha POJUTE M € OTHOCUTEIHO LIUPOK
BBIIPEKH TBBPJAE XapaKTEpHUTE U YEPTH — €]Ipa,
conuaHa (urypa, CuiieH, MeTalleH, IOHSAKOTa
nopu rpy6 rmac. B msmmoro MHOrOOOpasue ot mpe-
BBIUTBLICHMS Ha Henesa cpen Hali-spKuTe ca mo-
CTHKCHUSTA M B KOMEIUHHO-OMTOBHUTE KaHPOBE,
KaKTO U MaJIKUTE M XapaKTepHU poJId Hail-uecTto
Ha MalKy U )KEHHU OT Hapoja. [{pyr HEMH IpUOpH-
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devoted her life to the development of theatre in
Bulgaria. Although associated with the National
Theatre, she, along with Roza Popova, was one of
the first female entrepreneurs?, the founder of the
traveling Chamber Theatre (Kameren teatr, which
existed from 1921 to 1924). Nedeva was also the
first Bulgarian director on the stage of the National
Theatre. In 1915 she staged Sappho by Franz
Grillparzer, in 1932 — The White Death (Bjalata
smart, originally Purga) by Dmitry Shcheglov,
in 1933 — Dragoitsi by Stefan Savov. She was
director-managerand director of the theatres in
Pleven and Burgas (1934-1935).

Zlatina Nedeva graduated in dramatic art.
Her pedagogue was Andreja Fian in Zagreb. She
made her debut in the role of Elisaveta in Maria
Stewart by Fr. Schiller at the Zagreb National
Theatre. From 1903 she played in the troupe of
the National Theatre. Nedeva was one of the
well-educated actresses of her generation, with a
spontaneous and tempestuous temperament and
certain leadership qualities. The range of her roles
was relatively wide despite her very characteristic
features — large, solid figure, strong, metallic,
sometimes even harsh voice. In the whole variety of
incarnations of Nedeva, among the brightest were
her achievements in the comic domestic drama,
as well as her small characteristic roles, mostly of
mothers and peoples’ women. Another priority of

% aHTpenpeHbOP — COOCTBEHUK HA YAaCTEH TEaThp, IUPK H
NPYTH TOJ00HH 3aBEICHHS.

enterpreneur — owner of private theatre, circus and other
similar venues.



TET Ca BJIIACTHUTE TPArM4eCKU T€POUHU, KOUTO TA
Mpech3aBa C MPOMEHIIUB yCIIEX.

XapaktepHu Oene3n Ha HEHHOTO CIIEHHMYHO
MIPUCHCTBUE Ca UCKPEHHOCT U MPaBIONOA00HOCT,
KaTo YeCTO M3MaJaHeTo B adeKTaiusi ce pemny-
Ba C ThPCEHETO Ha e(PEKTHHU BHHIITHM MOMEHTH. B
HAKOM OT ponute cu Henea uzmbuBa Momi; T4 €
BJIACTHA, CTPACTHA, U3II'bJIHEHA C IEMOHUYHA, PY-
mainia cuia. B pyru e CkjioHHa KbM CTHIIM3ALUS
WJIY ITBK CE M3SIBSBA KaTO MAaCTOp HA M3UCKaHaTa
1 [ICUXOJIOTMYECKU MOTHBHpaHa urpa.’

C BceoTnailHOCTTa CH KbM Te€arbpa, C MOII-
HUA cH, OyeH, CTUXHEH TEMIIEPAMEHT, C Xapak-
TEpHUTE CH BHHIIIHU JaJieHOCTH 3natuHa Henesa
€ sipKa MpeJCTaBUTENIKa Ha CBOETO MOKOJEHHUE,
uaeHTU(UIIMpaHa B Chb3HAHUETO HA CHBPEMEH-
HUIMTE CU C U3UTPAHUTE OT HES BJIACTHU Iepo-
WHH, WU3M'BIHEHU C JAEMOHUYHOCT, TPAaru3bM HU
JpaMaTU4eH 3apsj JOPHU U KOTaTo aKTpUCATa Ce
MPEBBILTBINABA B CTPOTO XapaKTepHU U KOMe-
JUMHU IEPCOHAXKU.

Hpyra uzssena aktpuca ¢ Mapra Ilonosa
(1891-1978). Ilo HeliHuTe COOCTBEHU TyMH TS
CE OpHUEHTHpa KbM TeaTbpa O TrojsMa CTENEH
MO/l BIMSIHUE Ha IMO-ToJIsIMaTa Cu cecTpa 3jaTh-
Ha Henesa?’. Ilpe3 1910 r. akTpucara nocTbIBa
B Haponuus tearsp, Kb1eTo paboTu 10 Kpas Ha
JKUBOTA CH C MAaJIKH NPEKbCBAaHUA. 3aMHHABa Ha
crenuagu3alnys B ApaMaTHYHOOIIEpHAaTa IIKOJIa
npu npod. [Tusonos B I1para.

Haili-uzBectHn ca npeBBILUTBIICHUATA Ha
Mapra IlonoBa B repowHu OT pycKara Kia-
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hers was the overmastering tragic characters, which
she recreated with variable success.

Characteristic features of her stage presence
are sincerity and desire for verisimilitude, often
falling into affectation alternates with the search
for spectacular external moments. In some of her
roles, Nedeva exudes power; she was imperious,
passionate, filled with demonic, destructive power.
In others, she was prone to stylization or appears as
a master of refined and psychologically motivated
play*.

With her dedication to the theatre, with her
powerful, violent, spontaneous temperament, with
her characteristic external features, Zlatina Nedeva
was a bright representative of her generation,
identified in the minds of her contemporaries
with the powerful characters she played, full of
demonicity, tragic and dramatic charge even when
the actress was incarnated in strictly characteristic
and comic characters.

Another prominent actress was Marta Popova
(1891-1978). In her own words, she orientated
herself towards the theatre largely under the
influence of her elder sister Zlatina Nedeva®. In
1910, the actress entered the National Theatre,
where she worked until the end of her life with
small interruptions. She left for specialization at the
drama-opera school of Prof. Pivodov in Prague.

26 Tynues, Anekcanbp. 3naruna Henesa — TBopel u rpax/ia-
uuH. Codus, 1983.

" TlonoBa, Mapra. Mowure poiu B pyckus perieproap. — B: Cto
TOAMHN OBJITapCcKy Tearsp. ,,Hayka n mkyctso®, C., 1956, 291-295.

‘

Mapma Ilonoea 6 ponama na Mawa om ,, Kuguam mpyn *
Ha Jles Toncmoii, peaic. Ilasen I1. Heanoscku,

Hapooen meamwvp, 1915

Marta Popova in the role of Masha from “The Living Corpse *

by Lev Tolstoy, directed by Pavel P. Ivanovski,
National Theatre, 1915

cuka. C monmBmwxkHara cu Qurypa u ¢ Oyi-
HUug cu temnepameHT Mapta I[lomoBa BHacs
B CBOMTE TI'€pOHMHHM HeEmo OyHTapcko. AKTpHU-
cara € M3BECTHA U C y4acCTHUsTa CU B IMOJIUTHU-
YeCKHM aklMM, C JAeKJIaMaluuTe CU 1o Opura-
I1 U aruTKH, B KOUTO BJlara 3HAYUTEJEH pe-
BOJIOLMOHEH mnaroc. OcCHOBHara M TBOpYeE-
cka Oarpa e HeifHaTa ku3HeHOCT. CTuxuiiHaTa
MpUpola M pPOMaHTHYHATa MPUIOBIUTHATOCT
B aKTbOPCKHUTE M INPEBBILIBLIEHUS Ca B Chue-
TaHHe ¢ OMTOBO PEANUCTHYHHUS M MaHHEp Ha
urpa, 6e3 rpy0oCT U ThpCceHE Ha BbHIIEH pHU-
CYHBK.

Tst ocTaBa B Ch3HAaHHETO HAa CHbBPEMEHHUIIUTE
CH KaTo OOpKUHS, KaTO aKTpHCa Ha BOJIEBUTE UM-
IyJICU U HA CMEJINTE PEAKIUU.
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The most famous are the incarnations of Marta
Popova in characters from Russian classics.
With her mobile figure and her tempestuous
temperament, Marta Popova brought something
rebellious in her characters. The actress was also
known for her participation in political actions,
for her declamations in brigades and agitations,
in which she invested considerable revolutionary
pathos. Her main creative trait was her vitality.
The elemental nature and romantic exaltation in
her acting incarnations were combined with her
everyday realistic manner of playing, without
rudeness and the search for external pattern.

She remained in the minds of her contemporaries
as a fighter, as an actress of volitional impulses and
courageous reactions.



Po3a IlonoBa (ncesgonum Ha Pycka Mu-
xaiisioBa ManyunioBa, 1879-1949) e enna or
Hal-IpKUTe OBJTapCKU aKTPUCH U TBOPLHU OT
Ha4yaja0To Ha XX BEK CbC CIOXKHA U U3YMUTEN-
Ha cp0a. [pyru HeitHu nceBnoHnMu ca: Kocapa
[Ipecnancka, a-p Hukona [leuxos, Upena Caro-
Ba, Omara Tristo, Hapruc, Aunantyp, noa kou-
TO Ts1 UILIE CTUXOBE, IOEMH, Pa3Ka3H, IPUKA3KH,
elHa nmueca’®, KpUTHYHU CTaTHUH, TeaTPaHU pe-
LIEH3UH.

BHATAPCHA AHTOROTHA.
12.

&3
|

Posa lMonosa.
Poamaagoe 3a cucsara. Tw e ma 17 r. n 3 w,

Llapoic na Poza Ilonosa, éepossimuo om Yyoomup
6,, bvreapcrka anmonoeusn , bapaban, 1911.

Roza Popova cartoon, probably from Chudomir in
“Bulgarian Anthology”’, Baraban, 1911.

Omre Karo y4eHUYKa Ts MOCTHIIBA B Tpymara
Ha nucaresst CrosH IlonoB — Unyo CrostH, U3-

Roza Popova (pseudonym of Ruska Mihailova
Manuilova, 1879—-1949) was one of the brightest
Bulgarian actresses and artists from the beginning
of the 20th century with a complex and amazing
destiny. Her other pseudonyms were: Kosara
Prespanska, Dr. Nikola Dechkov, Irena Satova,
Omara Tristo, Narcissus, Dilantur, under which she
wrote poems, stories, fairy tales, a play?, critical
articles, theatre reviews.

As a student, she joined the troupe of the writer
Stoyan Popov — Uncle Stoyan, known under the
name Zora. She met him in 1895. Then the actress
was only 17 years old.

On her own accord, she wanted to study acting
in the school of Konstantin Sapunov, a graduate
of the Bucharest Conservatory of Declamation
and Singing, an educated and well-educated
artist. After an audition, he told her she was “a
positive tragedian” what we still do not have in our

28 TInecara Ha Po3a ITomoga ,,3aBeT M3/IM3a MO U3MHUCIIEHO-
To ume unantyp. Kakto s camara paskasBa: 10 TO3H HaYMH TS
€ HMCKaJla J]a MacKkupa aBTOPCTBOTO CH, CKPUTO ITOJ NICEBIOHUMA
LSATanTyp” — HOB yxk (panmycku aprop. (Ilomoma, Posza.
Most neT. — Xunepuosn, IX, k. 1/2, 1930, 45). Unrepecen 3a
n3clie[BaHe € MpoOJIeMbT C ICEBIOHUMUTE Ha )KCHUTE B 00J1acTTa
Ha U3KyCTBOTO OT Hayasoro Ha XX Bek. Hanpumep Poza ITonosa
u Enena CHexxuHa CBIIO ca H3BECTHHU ChC CBOUTE TICEBIOHNMU. B
obnacTTa Ha IUTeparypara ChbIIo ce HaboaaBa To3U (HEHOMEH.

Roza Popova's play Covenant was published under the pen
name Dilantour. As she herself says: in this way she wanted to
mask her authorship, hidden under the pen name Dilantour — a new
supposedly French author. (Ilorosa, Poza. MosiT bT. — Xunepuos,
IX, k. 1/2, 1930, 45)). Interesting for research is the problem of
pen names of women in the field of art from the beginning of the
20th century. For example, Roza Popova and Elena Snezhina were
known for their nick names. This phenomenon is also observed in
the field of literature.

Posa [lonosa 6 ponssma na I'anamest 6 eOnoumennama
nueca Ha Cnupudor Bacunuaduc,
Teamuvp ,, Poza Ilonosa “, 1897—1899.

Roza Popova in the role of Galatea in the play
of the same name by Spiridon Vassiliadis,
Theatre “Rosa Popova”, 1897—1899

BECTHA MoJ uUMeTo ,,3opa“. Ta ce 3amo3HaBa c
Hero npe3 1895 r. Torasa akTpucara e ena Ha 17
TOJIMHU.

[To cBoe xemaHue TS UCKa J1a y4d aKTbOp-
ctBo npu Koncrantun CamyHOB, 3aBBPIII
Bykypemikara koHcepBaTOopus 3a JleKJama-
U U 1eeHe, 00pa3oBaH U 100pe MIKOIyBaH ap-
tucT. Crnex mpociyuiBaHe, TOM M Ka3Ba, 4ye €
,[IOJIO)KUTEJIHA Tparnyka'“, KakBaro oOuIE Hs-
Mame B Hamusi tearbp . CbBeTBa s na ce
SBU Ha KOHKypC B cybOcuaupanus JIbpikaBeH
Tearbp. T cmedenBa KOHKypca, Ipenjarar
W CTUINCHIWS 3a CcleJBaHE B YY)KOWMHA WIH
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theatre”. He advised her to enter a competition
at the subsidized State Theatre. She won the
competition, they offered her a scholarship to study
abroad or to stay in the theatre as a top actress. But
bitter about malicious insinuations by the actors
from the theatre about her on the occasion of her
“adventurous” relationship with Stoyan Popov, she
refused and went on a tour in the countryside with
her husband.*

» Tlonosa, Po3a. Most eT. — Xunepuos, IX, ku. 1/2, 1930,
32-33.

3% TIomoBa, Po3a. Mosit bT. — Xunepuos, IX, ku. 1/2, 1930,
32-33.



Jla OCTaHe B TeaThbpa KaToO MbPBOCTEIEHHA aK-
Tpuca. Ho oropuena ot 1ouyTH 3710CTHH OAMS-
TaHUsl OT CTPaHa Ha aKThbOPUTE OT Tearbpa 3a
Hes 10 MOBOJ ,,aBaHTIOPUCTUYHATA® M Bpb3Ka
c¢be CrostH [TonoB, T8 OTKa3Ba U TPhIBa HA TYpPHE
U3 MPOBUHITUATA ChC ChIpyTa CH.>

[To BpeMe Ha Ta3u OOUKOJIKA TpymaTa mpue-
Ma UMEeTO TeaTwp ,,Po3a [Tomosa* (1897-1899).
[lomoBa mnwumie: ,,Ha MBXKOBHUS MH TeaTbp —
»30pa‘“, ce Typs KpbCT, U TO 32 BUHATH, U HA HE-
TrOBO MSCTO, ome npe3 ce3oHa 1897/98 ronuna,
ce sABdaBa ,,/JIpamarnuyecku tearsp Ha Posa Ilo-
moBa“.’!

Ot 1900 no 1902 r. e mokaHeHa Ja Urpae B
,,Chbi3a 1 cMax‘.

['acTponupa Ha BeecnaBsuckus cs00p u pec-
THBAJI Ha CJIaBHCKOTO U3KYCTBO B benrpan npe3
1902 r.

[Ipe3 To3u mepuoa HSAKOJIKO TOAWHU € Tpe-
cie/BaHa OT yXa)kBalllus s yuurten u noet Togop
bornanos, koito npe3 ssayapu 1903 r. s mpoc-
TpenBa, ciel KoeTo ce camoybuBa. Ts e Texko
panena. Ienro ce nexyBa. HecnpaBeminBo 00-
BUHEHA OT TeaTrpajiHusi KoMuteT Ha ,,Chia3a u
cMAX" B ,,JICKO MOBeICHUE %, T OMBa yBOJIHEHA
0T MUHHCTEPCTBOTO Ha MPOCBEIIEHUETO ChC 3a-
noBen Ne 260 ot 11. III. 1903 r. ,,B untepec Ha
ciyxbara“.*

IIpe3 1904 r. 3a nBe roguHu enBa 24-roauui-
HaTa, HO BUCOKO MHTEJIMTCHTHA aKTpHUCA, € -
pekrop Ha [ImoBAMBCKHS OOIIMHCKY TEATHD.

ITo ToBa BpeMe € mokaHeHa oT benrpanckus
HapOJIeH TeaTbp, KbJIETO racTPOJIUpa Ha CIIeHATa
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During this tour, the troupe was renamed in
Rosa Popova Theatre (1897-1899). Popova
wrote: “a cross is placed on my husband’s theatre
— Zora, and forever, and in its place, as early as the
1897/98 season, the Rosa Popova Drama Theatre
appeared.’!

From 1900 to 1902 she was invited to play in
Tear and Laughter. She toured in the All-Slavic
Council and Festival of Slavic Art in Belgrade in
1902.

During this period, she was pursued for several
years by her woeor Todor Bogdanov, a teacher
and poet, who in January 1903 shot her and then
committed suicide. She was seriously wounded.
It takes a long time to heal. Unfairly accused by
the theatre committee of Tear and Laughter of
“light behavior”*, she was fired by the Ministry of
Education with order No. 260 of 11. III. 1903 “in
the interest of the service”.*

In 1904, for two years, the only 24-year-old, but
highly intelligent actress, became director of the
Plovdiv Municipal Theatre.

At that time, she was invited by the Belgrade
National Theatre, where she toured on its stage with
the role of Magda from Hermann Sudermann’s
Homeland. She received the offer to stay there on a
permanent job, but refused.

3! TIonmoBa, Poza. Mosr msT. ..., 34.

32 TaueB, Ta4go. I3 moute ciomenu. — Tearsp, 1956, ku. 1,
47-54,

33 3ugapos, Kamen. Koraro TanantsT mpeBapy CBOETO BpeMe
(Po3za Ilomoa). — B: 3Be3au oT romsmara rureaga. Yact Bropa.
,,Haponna mnagex®, C., 1978, 71.

My ¢ posisita Ha Marna ot ,,Poguna® Ha Xepman
3ynepMmad. [losnyyaBa npeasioKeHUETO 1a OCTaHe
TaM Ha MMOCTOsTHHA paboTa, HO OTKa3Ba.

IIpe3 1906 r. 3amunaBa 3a Buena u ce cpe-
1ma ¢ u3BecTHUs akThop Mosed Kaitnu. M3sect-
HO BpeMe T4 MOCellaBa ApaMaruyeckara IKoa,
JAUTEpATypHUS U JpaMaTudeckus (GaKyliTeTd BbB
Buena, npTyBa n3 EBpona u nocemasa pa3iny-
HU TeaTpHu.

IIpe3 1908 r. e mokaHeHa OT ApTUCTUYHUSA JTU-
pexrop Ha Hapoanus teatsp roseq) [IImaxa, Kb-
neTo octaBa A0 1910 r., a ciex ToBa 3aMHHAaBa
3a efHa roguHa B PyceHckus OOUIMHCKH TeaThp
KaTo JUPEKTOP U PEKUCHOP.

IIpe3z 1918 1. ocHoBaBa cOOCTBEH TeaTbp B
Codust, kOHUTO M3HACS TPEACTABICHUS B KHHO-
tearsp ,,Oneon®. Ilpe3 20-te u 30-te roguHu T4
OpraHu3upa TpPyIHu, TOCTyBa Ha pPa3UYHU Te-
aTpu B CTpaHaTa W MPOIbKaBa CBOSITA aroc-
ToJICKa KyntypHa pabora. [Ipe3 1920 . urpae B
,»CBoOonen Tearpp™ Ha II. K. CroiiueB (1920).
Cob3naBa bbrarapcka tearsp-ctyaus npe3 1923 .
Tst okoHUaTEIHO HaIycKa ciieHara npe3 1937 .

Po3za TlomoBa e HM3KIIOYTETHO €MaHIUIUpPa-
Ha, BUCOKOKYJTYpHa 3a BPEMETO CH keHa. Td e
IIPEBOJIaY, PEXKUCHOP, AHTPENPEHHOP U HOBATOP
B 00JIacTTa HA TeaTPaIHOTO JEIO.

Karo axrtpuca IlonmoBa uma TBbpAe IIHUPOK
Jlania3oH: OT aMIUIOATO HA HaMBKa A0 HU3KJIIOYH-
TeJaHa Tparudka. Ts uMa HEBEPOATHO CIIEHUYHO
oOasinue. [IpurtexaBa cTpoiiHa ¢urypa, Kpacu-
BO JIMIIE C KJIACUYECKHU YEPTH, JIMPUUYECKH IJIac,
CTUXHEH TeMIiepaMeHT. rpara u € mpoHUKHO-
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In 1906 she went to Vienna and met the famous
actor Josef Kainz. For some time she attended the
drama school, the literature and drama faculties in
Vienna, traveled around Europe and visited various
theatres.

In 1908, she was invited by the artistic director
of the Bulgarian National Theatre, Joseph Smaha,
where she stayed until 1910, and then left for a
year at the Ruse Municipal Theatre as a director
manager and director.

In 1918, she founded her own theatre in Sofia,
which performed in the Odeon cinema. In the
1920s and 1930s, she organized troupes, visited
various theatres in the country and continued her
apostolic cultural work. In 1920, she played in P. K.
Stoychev's Svoboden Teatr (1920). She founded the
Bulgarian Theatre-Studio in 1923. She finally left
the stage in 1937.

Roza Popova was an extremely emancipated,
highly cultured woman for her time. She was a
translator, director, entrepreneur and innovator in
the field of theatre.

As an actress, Popova has a very wide range:
from the role of a naive to an exceptional tragic.
She had incredible stage charm. She has a slender
figure, a beautiful face with classic features, a
lyrical voice, and a natural temperament. Her game
was penetrating. Her behavior was logical and
psychologically justified. She sculpted the images
and acted captivating to the audience.**

3% 3umapoB, Kamen. Koraro TanantsT NpeBapu CBOETO BpEMe
(Poza Ilomoma). — B: 3Be3nu or romsmara mieaga. Yact Bropa.
,,Hapornna mmanex*, C., 1978, 62.



BeHa. HeliHOTO moBefeHue € JIOTMYHO U IICUXO-
JIOTUYECKU omnpapaaHo. W3BaiiBa oOpazute u
JeiicTBa OKOpsIBAIIO Ha myOukara.**

[TonoBa e HapuuaHa ,,0ankanckara Capa bep-
Hap“®, nHo ta npeamnounta Enconopa Jlyse, kos-
TO C€ CTPEMHU Ja MPEJCTABU BbTPEUIHUS KUBOT
Ha MEepCOHa)Xka U CTUra Ao ,,CIIUPUTYaJHO Ipe-
BeILThTsABaHE bomOacTnuHusT Mmanuep Ha Capa
bepnap, xoiiTo u3paszsiBa IMYHOTO A3 Ha aKThO-
pa, 1 e uyx. [lonoBa, KoSTO ycrsiBa Ja BUJAU Ha
CLEHAaTa W JIBETE AKTPUCH, IPaBU IPOCTPAHEH
3aIbI00YEH aHAJIN3 Ha TAXHATA UTpa.

Bwrpeku, ye umero Ha Po3za Ilonosa npuxu-
BE€ € CBbP3aHO C MOCTOSIHHU CKaHAaJIH, HEHHUAT
TaJIaHT € BHCOKOLIEHEH OT ChbBPEMEHHHUIUTE M.
I'eo MuneB, KOWTO € e1MH OT Hall-SIPOCTHUTE Te-
aTpaJIHU KPUTHIM, 1aBa U3KIIOYUTEIIHO BUCOKA
onieHka 3a Po3za Ilomosa karo gpamarndecka ak-
Tpuca: ,,Maiko apTuctu e poauna bearapus no-
cera, a Olle MO-MaJIKO apTUCTKH. ,,JIpamaruue-
CKara apTUCTKA* U300110 € ToJIsIMa PSIAKOCT BbB
BCUYKHM TeaTpu. Y HAC € UMaJo 10Cera caMo JBe
—u 1o € MHOTO: Po3a [lonoBa u Anpuana byne-
Bcka“.3¢

Po3a IlomoBa Bonu Gopba 3a HOB Tearwvp H
Ta3W HeWHa OopOa IBWXU HaAmpea pa3BUTHE-
TO Ha TeaTpPaJHOTO JEJ0 B CTpaHara. AKTpH-
cara € TBOpYECKa JIMYHOCT, KOSITO BUHAru Thp-
CH, M3y4YaBa HOBOTO, CTPEMH C€ Ja MPOHHUKHE
BbB BCUYKM OHE3M XYIO)KECTBEHU U TeaTpal-
HU NpoOJIeMu, KOUTO ca pe3yliTaT He Ha clydaii-
HU U BPEMEHHH XPYMBaHHs, @ HOCAT CEPUO3EH U
TpacH xapakrep.’’
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Popova has been called “the Balkan Sarah
Bernard™™*, but she preferred Eleonora Duse style
of acting, who strived to represent the character’s
inner life and achieved a “spiritual reincarnation”.
Sarah Bernard’s bombastic manner, which
expressed the actress’s personal self, was foreign
to her. Popova, who managed to see both actresses
on stage, made a lengthy in-depth analysis of their
performance.

Although Roza Popova’s name was associated
with constant scandals during her lifetime, her
talent was highly valued by her contemporaries.
Geo Millev, who was one of the fiercest theatre
critics, ga an extremely high assessment of Roza
Popova as a dramatic actress: “Bulgaria has given
birth to few actors, and even fewer actresses. The
“dramatic actress” was a great rarity in all theatres.
We have only had two so far —and that is a lot: Roza
Popova and Adriana Budevska”.*

Roza Popova lead a struggle for a new theatre
and this struggle of hers moved forward the
development of theatre in the country. The actress
was a creative person who always searched, studied
the new and strived to penetrate into all those
artistic and theatrical problems that were not the

35 Tlomoa, Po3a. Mosit mrbT. — Xunepuon, IX, k. 1/2, 1930, 35.
Hapuuana e cbimo u ,,0pnrapekara Capa beprap* (She was also called
the Bulgarian Sarah Bernhardt). ,,Po3a IlonoBa — Gbirapckara Capa
bepHap”, cratusi mapwxkoro crnucaHue ,,MuHepBa“, mnpereyaraHa
BBB BECTHHK ,,Makemonus” or 26.X1.1933. Llut. mo boxwmapoga,
HHa, Po3a INomosa (1878-1949). Homo Ludens, Nel4, 2009, PO3A
TTOITOBA (1878-1949) — Homo Ludens. —28.08.2021.

3¢ Muues, I'eo, Cbuunenus, T. 2, boarapcku nucaren, C.
1976, 117.

Brerpeku, ye B kpast Ha AHUTE CH Ts € 3a0pa-
BEHA, OIlle NPMKHUBE peAulia OBJIrapckud HHTE-
JEKTyaJIlld MUIIAT Bb3TOPKEHO 3a Hed. [loeture
Mozaepuuctu Jumursp bosmxues, Teonop Tpa-
sHOB ¥ Kupun XpucToB U mocBemaBaTr CTHXO-
Be. XynoKHUKBT bopuc I'eoprues pucyBa HEHH
MIOPTPET.

[IpexxuBsina TouHO ceneM aecerwiietus, Posza
[TomoBa e ctuxusi, MOAOOHO CylepHOBA 3BE3/A.
AKTpuca ¢ TexXkKa, HO spKa cbJ0a, KOSITO Ipe3
LeTUsl CH )KMBOT BCEKH BT BB3KPHCBA Karo (e-
HUKC, OCTaBa Jla CBETH Karo JajeyHara, HO U
Hall-OnM3KaTa rUraHTCcKa rajlakTuka AHJIpomena
Ha ObJrapckus TearpaicH HeOOoCKIoH.

Enena Cuexuna (Enena SlnkoBa Henesrue-
Ba-Kupuena, 1881-1944) ¢ egna ot Haii-cBeT-
JUTE JIMYHOCTH B OBJITApCKHUS Tearbp OT Ha-
yanoro Ha XX Bek: Ao0pa, HeXxHa, O1aropoaHa,
IPHKOBHA, )KCHCTBEHA, BUCOKOETHUYHA. >’

AxTtpucara obuua na xoau obiedeHa B Osu10.
IIceBmpouumsT ,,CHexxuMHA naBa ObACIIUAT U
cpIpyr akThopbT ATaHac Kupues. Ts 3aBbpii-
Ba rumHa3us B [lnosaus. Pabotu kato yuurenka
ot 1897 . no 1902 r. Ilo HacTosiBaHE Ha chIIpyra
cu Aranac KupueB 3amunaBa B Pycus na nonyuu
TeaTpasHO o0pa30BaHUE U €HA TOJWHA YUU Te-
aTpanaHo U3KycTBO B mkosnara Ha MXT npu EB-
reanst M. Paescka ot 1904 no 1905 r. JleGroTu-
pa npe3 1905 r. B ponsita Ha Ana bapunHoBckas
B ,,Kpasat na Comom* ot X. 3ynepman B ,,CB0GO-
JIeH TeaThp*‘, KbJACTO pabOTH €IHa TOJMHA, CIIE]
KOeTo mocThliBa B HapoaHust TeaTshp 1no nmokana

4. Bvaeapckuam meampanen XX 6ex
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Enena Cuescuna 6 ponama na Kneonampa

om ,,Llezap u Kneonampa *“ om bvprapo Loy,
pedc. Ilasen. I1. Heanogcku.

Hapooen meamup, 1913.

Elena Snezhina in the role of Cleopatra
from Caesar and Cleopatra by Bernard Shaw,
directed by Pavel. P. Ivanovski.
National Theatre, 1913



Ha Mosed IlImaxa. OTToraBa 0 Kpas Ha JHHTE
cu (1944 r.) urpae B mppBUs HU TeaTwp. [Ipes ec-
eHTta Ha 1918 1. e 00siBeH kpasT Ha [IbpBara cBe-
TOBHA BOIHA, B KOSITO TS 3aryOBa CHIIPYTa CH.

Haii-0o6mo ompexnensina karo ,,JJUpHYHA aK-
Tpuca‘“ T urpae OJ1aropoJHHU JaMH U KOKETKH,
CBHITIACHO CHCTEMaTa Ha aMIIoaTro B TeaThpa OT
Hauanoto Ha XX Bek.*’ Enena CHeXHHA TpH-
Te)KaBa Oorarw apTUCTUYHH JaHHU. Ts ¢ eqHa
OT MIKOJTYBaHUTE OBATAPCKU AKTPUCHU U CIIEI-
Ba MXT-oBckuTe Tpaaumuu 3a paboTta Haa 00-
pasa, KOETO BKIJIIOYBA 3abJI00OYEHO NpeaBapu-
TEeTHO MpOyuBaHe, NeTailnHa pa3paboTka Ha
poJIsiTa U CTPEMEXK KbM XYJOKECTBEHO MPEBb-
mplnenne. HelilHusaT mMeron Ha paboTa KIOHH
KbM MPEACTaBIHETO HA )KMBOTA Ha HEHHUTE Te-
POVMHH Upe3 MPOCTa M €CTeCTBEHa urpa. Ts mo-
Ty4aBa BHCOKO NPHU3HAHUE OT CBOWTE CHBpeE-
MeHHUIU. EAWH OT cTpouTenuTe Ha OBJITrapcKus
Tearbp, T OCTAaBa B IMTAMETTA HA 3PUTEIUTE CH
CBhC CBOHTE POJIU — OAYXOTBOPEHH, IPEBbPHATH
B JKMBHU 00pa3u, CbIPSHU C TOPEIIOTO YyBCTBO
Ha rojisiMa aktpuca.*!

Cpen mepBuTe aktpucu Ha Hapomuus Tea-
Thp OT Ha4aj0To Ha XX B. C U3SIBEH ApaMaTUYCH
tanant ¢ Teomopuna CroiiueBa (1887-1956).
Omie B HA4alOTO Ha CBOSI TBOPUECKHU MBT TS Ce
MPETBOPSBA B peauiia 00pa3u B ObJITAPCKUTE MTH-
€CH, Karo 06I/IKHOBGHO € IbpBaTa UM H3IBJIHH-
TeJKa.

Bobnpekn ycnemHara cu  Kapuepa obaue
CroitueBa yecto Hamycka Hapomuus tearsp u

50

result of random and temporary thoughts, but had a
serious and lasting character.’’

Although she was forgotten at the end of her
days, a number of Bulgarian intellectuals wrote
enthusiastically about her during her lifetime.
Modernist poets Dimitar Boyadzhiev, Teodor
Trayanov and Kiril Hristov dedicated poems to her.
Artist Boris Georgiev painted her portrait.

Having lived exactly seven decades, Roza
Popova was a galaxy, like a supernova star. An
actress with a difficult but bright fate, who rose like
a phoenix every time throughout her life, remained
shining like the distant, but also the closest, giant
Andromeda galaxy in the Bulgarian theatre skyline.*®

Elena Snezhina (Elena Yankova Nedelcheva-
Kircheva, 1881-1944) was one of the brightest
personalities in the Bulgarian theatre from the
beginning of the 20th century: kind, gentle, noble,
caring, feminine, highly ethical.*’

37 T1enes, Ienuo. Po3a [Torosa (1879-1949). — B: Hcropust Ha ObJ1-
rapcKus JipaMariyecku Tearsp. ,,Hayka u uskycro®, C., 1970, 431.

3% Augpomena ¢ Haii-OnM3Kara rajakTHka 10 Hamara. Ts,
3aenHO ¢ Mankust n [onemunst MarenaHoB o0iak ca €IMHCTBEHUTE
FaJlaKTUKH, KOUTO MOTar Jia ce HaOJIolaBaT U C MPOCTO OKO KaTo
MBIISIB 00ekT. ToBa e Haif-ronsmMara rajaTkuka OT MECTHara rpy-
na oT 54 rajakTUKy, YUHTO LEHTBP ce€ HaMupa Mexay MileuHus
6T U AHApoMmena. Bxx. CBeThT Ha TaJaKTUKUTE, J1. 28 CBETHT HA
ranaktukute (slideshare.net)—21.05.2021.

Andromeda is the closest galaxy to ours. It, along with the
Small and Large Magellanic Cloud, is the only galaxy that can
be observed with the naked eye as a hazy object. It is the largest
galaxy in the group of 54 galaxies, whose center is located between
the Milky Way and Andromeda. Bx. CBeThT Ha rajJakTUKHUTE, JI.
28 cBerbT Ha ranaktukure (slideshare.net)— 21.05.2021.

3 Tlenes, [Tenyo. Enena Cuexuna (1881-1944). — B: Ucropust
Ha OBJITapCKHs ApaMaTHYecKu Tearbp, ,,Hayka u mskyctso®, C.,
1970, 672-673.

Teooopuna Cmotuuesa ¢ ponsima na Capa,
., Kvm nponacm “ om Hean Bazos, pexc. Hean Ilonos,
Hapooen meamwp, 1907,
Apxus na Cwro3a na apmucmume 6 Bvieapus

Teodorina Stoycheva in the role of Sara,
“To the Abyss” by Ivan Vazov, directed by Ivan Popov,
National Theatre, 1907,
Archive of the Union of Artists in Bulgaria
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The actress liked to wear white. The nickname
Snezhina (derivative of snow) was given by her
future husband the actor Atanas Kirchev. She
graduated from high school in Plovdiv. She worked
as a teacher from 1897 to 1902. At the insistence of
her husband, Atanas Kirchev, she went to Russia
to receive a theatrical education and for one year
studied theatre art at the school of the Moscow
Art Theatre in the school of Evgenia M. Raevska
from 1904 to 1905. She made her debut in 1905
in the role of Ada Bartsinovskaya in Sodom s End
by Hermann Sudermann in Svoboden Teatr, where
she worked for a year. At the invitation of Joseph
Smabha she entered the National Theatre. From then
until the end of her days (1944) she played in our
first theatre. In the autumn of 1918, the end of the
First World War was announced, in which she lost
her husband.

Generally defined as a “lyrical actress”, she
played noble ladies and coquettes, according to the
emploi system in the theatre of the early twentieth
century.”’ Elena Snezhina hasd rich artistic skills.
She was one of the trained Bulgarian actresses
and follows the Moscow Art Theatre traditions of
working on the image, which includes thorough
preliminary research, detailed development of
the role and striving for artistic reincarnation. Her
working method tended towards presenting the
lives of her characters through simple and natural
play. She received high recognition from her

“Tlenes, [Tenuo. Enena Cuexuna (1881-1944). — B: ctopust
Ha OBJITapCKus ApamMaTHYeCKH Tearhp, ,,Hayka u uskyctso®, C.,
1970, 672.



oOuKaJs U3 pa3IMuHU TeaTpu B CTpaHaTa. 3ael-
Ho cbe chnpyra cu [letsp K. CroitueB T4 € cpen
OCHOBATEJIUTE W CBH3AATCIUTE HA IIbTyBalUA
,CBoOonen tearsp (1905-1906) u omepeTHus
,CBOOOMEeH TeaThp (1918—-1923).

CroiiueBa e oOpa3oBaHa 3a BPEMETO CH JIHY-
HOCT, cJie/iBajla € MaTeMaTHKa U ClaBsHCKa (u-
aonoruss B CY ,CB. Kimment Oxpuacku*
(1904-1905) u e cnenmanu3upana CIICHUYHO U3-
kycTBOo B MockBa (1908) u Urtanus (1909), kak-
TO 1 BbB Buena, bepnun, MronxeH, [lapuxk.

Cnopen HSKOM OT HEWHHUTE CHBPEMEHHU-
M W3I'BIHEHUSITA M ca IUIOJ MOBeYe Ha HIacT-
JIMBO BABXHOBEHUE U MPOOJIACHK HA TaJlaHT, OT-
KOJIKOTO Ha JBJIOOKO aHAJUTUYHO H3ydaBaHE.
Taka Ts BIMBa B CBOSITa MTPa 4acT OT KUBOTA
cu. Jlymara Ha akTpucara ce TOIH B OHSI BUXBD
Ha CTpacTTa, KOMTO pa3pyliaBa U OCTaBs HEUIO
oT cebe cu Ha cueHara. HeliuusT cTui Hail-dyec-
TO € OKayeCTBsIBaH KaTo peropuyeH. [loBeue-
TO OT T€POMHUTE ¥ Ca U3I'BJIHEHU C BbTPEUICH
Tparu3bM. T4 ru npeTBopsiBa ¢ IPOHUKHOBEHUE
¥ pa3paboTBa JNeTalIHO TEKCTa, 1M03aTa, Kec-
Ta, MUMUKaTa. Kputuiure roBopsAt 3a HEHHHU-
T€ MPEKPACHU aKThOPCKU JaHHU U SPKO Aapo-
Banue. M3TpKBar ce ,,IUICHUTETHATa M XyOaBa
¢urypa®, ,,60raTusAT M CWiIeH riac®, ,JapamMa-
TUYECKUAT TEMIIEPAMEHT", ,,3BYYHUAT U JIUPU-
3pM", ,,CTUXHMIHATA cuia‘, ,,IbJIOOKUTE U CHUJI-
HU IPSKUBSIBAHHS .+

Maxkap u moHsIKOra ,,psi3ka U HecIbpxKa-
Ha“, ,,HEAOCTaThYHO HCKpPEHA®, MPECUIICHO
TearpainHa, ¢ urpata cu CroifueBa Mma CuI-
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contemporaries. One of the builders of the
Bulgarian theatre, she remaine in the memory
of her viewers with her spiritualized roles,
transformed into living images, warmed by the hot
feeling of a great actress.*!

Teodorina Stoycheva was among the first
actresses of the National Theatre from the
beginning of the 20th century with a prominent
dramatic talent (1887-1956). Already at the
beginning of her creative path, she transformed
herself into a number of characters in Bulgarian
plays, usually being their first performer. However,
despite her successful career, Stoycheva often was
leaving the National Theatre and was travelling
around different theatres in the country. Together
with her husband Petar K. Stoychev, she was
among the founders and creators of the travelling
Svoboden Teatr (1905-1906) and the operetta
Svoboden Teatr (1918-1923).

Stoycheva was an educated person for her time,
she studied mathematics and Slavic philology at
the Sofia University of “St. Kliment Ohridski”
(1904-1905) and specialized in performing arts
in Moscow (1908) and Italy (1909), as well as in
Vienna, Berlin, Munich, Paris.

According to some of her contemporaries, her
performances were more the product of happy
inspiration and flashes of talent than of deep
analytical study. So she infused her game with
a part of her life. The soul of the actress melted in

41 TlanTeoH Ha OBJITAPCKHUSI TEATHP U HETOBUTE MPEACTABHTEIIH,
C., 1926, 33.

Anexcanovp boscunos.
Teooopuna Cmouuesa c Ovugeps cu Huna. |
Hlapoc. 1927 |

Alexander Bozhinov. Teodorina Stoycheva
with his daughter Nina. Cartoon. 1927

HO BB3JICICTBHE BBPXY INyOJHMKATa U HEPSAKO
B JpaMaTUYHUTE MOMEHTH YCIsiBa Ja U3TPHI-
HE ,,MHOTO CBJ3H OT cBouTe 3putenu’. CToii-
yeBa 0CTaBa B Chb3HAHHETO HA ChBPEMEHHUIIU-
T€ CH KaTO €JIHa OT II'bPBOCTEIICHHUTE aKTPUCH
OT CBOETO IOKOJICHWE, TBOPHUJA, MOJOOHO Ha
Japyrara rojisiMa Tparudka B ObIATapckus Tea-
Tbp Po3a IlonoBa, Ha penuIia cleHu U3 1sara
CTpaHa.

XapakTepHO 3a pa3mIekJaHus MEepUoJ €, ye
MOBEUETO OT TOJIEMUTE aKTPHUCH CE OMBXKBAT 3a
CBOU KOJIETH aKThOpH. TOBa € HOpPMaHO, 3aIlo-
TO OCHOBHO TEXHHUSAT >KMBOT B TO3M HadyaJieH IIe-
puoa mpoTuya B Tearbpa. B cBosTa TpyaHa mpo-

53

that whirlwind of passion that broke life and leaved
something of her life on the stage. Her style was
most often characterized as rhetorical. Most of
her characters were filled with inner tragedy. She
transformed them with insight and elaborated the
text, the pose, the gesture, the facial expression.
Critics talked about her wonderful acting skills and

29 <e

bright talent. Her “captivating good figure”, “rich
strong voice”, “dramatic temperament”, “‘sonorous
lyricism”, “tempestuous power”, “deep and

profound feelings” were outlined by the critics*.

42 YO6uieeH COOpPHUK 3a 25-TOAMIIHATA CLHEHHYHA JEHHOCT Ha
Teomopuna Croituesa. Codust, 1930, 10.



Aodpuana Byoescrka u Xpucmo I'anues,
npeou 1912

Adriana Budevska and Hristo
Ganchev, before 1912

Enena Cnescuna u Amanac Kupuea.
1901

Elena Snezhina and Atanas Kirchev.
1901
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(decus Te THPCAT MOAKPENA Yy CBOUTE KOJETU U
MapTHHOPHU.

Anpuana byneBcka ce oMbxkBa 3a XpHUCTO
I'anueB, equH OT IBPBUTE LIKOJIYBAHU aKTbOPH,
yuun B Pycus, B Cankr-IletepOypr, B 1pamaru-
yeckara mkoisa Ha II. JI. JIeHcku, KakTo U npu
B. H. [laBunos. bynescka paHO ocTaBa BJOBHU-
na. ['anueB 3aruBa Ha ¢ponTa mpe3 1912, no-
rpebaH B He3HaeH rpod B c¢. Denep kpait bsno
Mope.

Ilogo6na cepn0a uma um Enena CHexuHa,
KOSITO C€ 3alo3HaBa ¢ akThopa Aranac Kupues
npe3 1901 r., koraro To#t ce 3aBpbuia oT CaHKT-
[lerepOypr, KbIETO 3aBbpIIBA TPUTOIUILIEH
kypc B IlerepOyprckara mmmepcka TeaTpa-
Ha wmkoja. Ciex U3BECTHO BpEME TS BCTHIIBA B
Opak ¢ Hero.

Tol ymupa B KazapMara OT CKOPOTE€UHA Ty-
oepkyno3a npe3 1912 1. Enena CHexuHa He ce
oMbxBa moseue. Jbmeps um Onra Kupuesa,
KOSITO OCTaBa IONy-CUpaK €iBa 9-rogumiHa, €
€lHa OT rojieMuTe akTpucu Ha HaponHus tearsp
npe3 XX Bek.

Bepa Urnaruesa e cbnpyra Ha I'eno Kupos,
KOMTO CBIIO KaTO Hesd € OT I'bPBUTE YETHpPUMA
CTUIIEHJMAHTH, MU3MIPATEHU J1a y4yaT TeaTpaHO
U3KYCTBO B 4UyXOuHa. /[BamaTa ca OyKkBaJHO MH-
OHEpUTE Ha OBJTapCKOTO MPO(ECHOHATHO aK-
ThOPCKO U3KYCTBO.

Po3za IlomoBa ciauBa cbabara cu ¢ mucarens
Crosin TlomoB (unvo CtosH). T e TBbpae Mita-
7a, KOraro ce cr0upa ¢ Hero, u30srBailku Ot
KbIIIH.

55

Although sometimes “abrupt and unrestrained”,
“insufficiently true”, overly theatrical, Stoycheva
had a strong impact on the audience with her acting
and often managed to wring “a lot of tears from
her viewers” in dramatic moments. Stoycheva
remained in the minds of her contemporaries as
one of the foremost actresses of her generation,
who, like the other great tragedian in the Bulgarian
theatre, Roza Popova, worked on a number of
stages throughout the country.

It was characteristic of the period in question
that most of the great actresses married their fellow
actors. This was normal, because mainly their life
in this initial period took place in the theatre. In
their difficult profession, they sought support from
their colleagues and partners.

Adriana Budevska married Hristo Ganchev, one
of the first trained actors, who studied in Russia, in
St. Petersburg, at P. D. Lenski's drama school, as
well as with V. N. Davidov. Budevska soon became
a widow. Ganchev died at the front in 1912, buried
in an unknown grave in the village of Fener near the
White Sea.

A similar fate befall Elena Snezhina, who met
the actor Atanas Kirchev in 1901, when he returned
from St. Petersburg, where he completed a three-
year course at the St. Petersburg Imperial Theatre
School. After some time she married him. He died
in the barracks from short-term tuberculosis in
1912. Elena Snezhina never married again. Their
daughter Olga Kircheva, who became a semi-
orphan at the age of 9, was one of the great actresses
of the National Theatre in the 20th century.



[Ipe3 nenust i1 KUBOT € OOBUHSIBAHA 3a Ta3u
MOCTBIIKA M € OOEKT Ha CIJICTHH, CKaHJAIH H
3nocnoBusi. CbOpyrsT U BIpBa B HEMHHS OTpo-
MEH TaJIaHT U S MOJKperns O0e3pe3epBHO, 0OMKa-
JIIMKY € TSAXHAaTa Tpyna U3 LsjiaTa CTpaHa.

Crnen xaTo ce CBbp3BaT, TOM pabOTH KaTo -
pPEKTOp Ha HEWHWUTE MbTYBallU TPYNH. 3aE€THO
C Hesl IIpeBeXKJa NHUECH, NUIIE CTUXOBE 3a JeNa,
JIpaMH, Mpoy4Ba HAPOJHOTO TBOpYECTBO. Psin-
KO C€ MosBsIBa Karo akThop. Hali-u3BecteH € ¢
ponsta Ha baii 'aHbo B elHOMMEHHMS (UM OT
1922 r.#
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Bepa Henamuesa u I'eno Kupos, npedu 1944 2.

Vera Ignatieva and Geno Kirov, before 1944

Vera Ignatieva was the wife of Geno Kirov,
who, like her, was one of the first four scholarship
recipients sent to study theatre art abroad. The
two were literally the pioneers of Bulgarian
professional acting.

Roza Popova merged her fate with the writer
Stoyan Popov (uncle Stoyan). She was too young
when she reunites with him, running away from
home. Throughout her life, she was accused of
this act and was the subject of gossip, scandals and
slander. Her husband believed in her enormous
talent and supported her unreservedly, touring with

Posza Ilonosa u Cmosnu Ilonos,
JA ,, Apxueu*, 1939

Roza Popova and Stoyan Popov,
Central State Archive, 1939

Cnen cmbprra My npe3 1939 1. Poza Ilonosa
ce OMBXKBa 3a mo-miaaus oT Hest CeetocnaB Kam-
OypoB-DypeH, KOWTO ce TpEeKJIaHs Mpej TalaHTa
Ha akrpucara. Toi e npamarypr, TearpajeH Kpu-
THUK, pexxucbop. Ciensa muteparypa B [lapux. [1o-
cTaBsl HeifHaTa mueca ,,3aBer’‘. CHOCHOBATEI, 3a-
enHo ¢ Po3za IToroBa Ha Tearsp Cryaus npe3 1922.

Teonopuna CroiiueBa 3amouBa CBOSITa Kapuepa
B Hapomaus tearsp mpe3 1906, HO HEKOJIKOKpAT-
HO TO HamycKa M OOMKaJIsl 10 TeaTpaJHUTE CLIEHH
3a€HO ChC CHIIPYTa CU aKThOPa, PEKUCHOPA U Te-
arpanausi antpenpeHsop Ilersp Croifues, Koii-
TO 3aBbPILIBA UMIIEPATOPCKATa TeaTpaiHa IIKOJIa B
Canxkr-IlerepOypr. CtoitueB € OCHOBaTeN U TUPEK-
TOp Ha peauna Tearpu. ToBa oOycnaBs U cbadara
Ha HEroBaTa ChIPYTa, KOSTO IO ClIe/(Ba HABCSIKB/IE.

Mexnay 1918 u 1926 1. CroiiueBa urpae B oc-
HOBaHUSI OT Hero ,,CBoOoneH Ttearbp. 3aBpb-
ma ce B Haponuus tearsp 3a uetupu ronusu. Io
ToBa BpeMme CTOHYEB cTaBa TUPEKTOpP Ha TeaTh-
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their troupe all over the country. After they hooked
up, he worked as the director of her traveling
troupes. Together with her, he translated plays,
wrote poems for children, dramas, studied folk art.
He rarely appeared as an actor. He was best known
for his role as Bai Gagno in the 1922 film of the
same name.*®

After his death in 1939, Roza Popova married
Svetoslav Kamburov-Furen, younger than her,
who bowed to the talent of the actress. He was a
playwright, theatre critic, director of her travelling
troupes. He studied literature in Paris. Stages her
play Zavet (Covenant). He was a co-founder,
together with Roza Popova, of the theatre Studia in
1922.

Teodorina Stoycheva began her career at the
National Theatre in 1906, but left it several times
and toured the theatre stages together with her

4 TTomoBa, Po3a. Most tet. — Xuneprion, IX, ku. 1/2, 1930, 45



Teooopuna Cmotuiuesa u [lemvp Cmoiiues,

,, Ceoboden meamwvp “, J[]A ,, Apxusu “, npedu 1945

Teodorina Stoycheva and Petar Stoychev,
Svoboden Theatr, Central State Archive”,
before 1945

pa (1927-1929). Cnen ToBa Teogopuna CroiiueBa
OKOHYATEJTHO M3JIM3a OT ChCTaBa Ha TpyIara u ur-
pae B 4aCTHHSI TeaTbp U3BECTEH M0 UMETO TeaThp
»L1. K. CroitueB®. Tst € cbec chIlpyra Cu U 1O Bpe-
Me Ha JUPEKTOpPCcTBOTO My B [1m0ABUBCKHS TeaThbp
(1936-1939; 1941-1943). 3aeqHO C HETO OpraHU-
3upa nercku rearbp B Codus mpes 1944 r., ¢ koeto
JIBaMaTa rojiaraT Ha4yaJioTo Ha JHEIIHus Miaaex-
k1 Tearbp. CToifueBa € pexXUchop B Te€arbpa U eHa
ro/lMHa € HeToB AupekTop (1945).

3naruHa HeneBa He ce chOHpa ¢ Koera akTbop.
Hewnn nmaprasop € mxoHomuctsT MBan Henes ot
kororo uma cuH Hukoma Henes, anBokar u map-
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husband, the actor, director and theatre entrepreneur
Petar Stoychev, who graduated from the Imperial
Theatre School in St. Petersburg. Stoychev was the
founder and director of a number of theatres. This
determined the fate of his wife, who followed him
everywhere. Between 1918 and 1926 Stoycheva
played in the Svoboden Theatr, founded by him.
He returned to the National Theatre for four years.
At that time, Stoychev became the director of
the theatre (1927-1929). After that, Teodorina
Stoycheva finally left the troupe and played in
the private theatre known under the name P. K.
Stoychev. She was with her husband during his

CKH odHuLep, KOWTO € OChAEH € Ha CMBPT U yOUT
nipe3 1953 1. mo 0OBMHEHHME B 3ar0BOP CpEILy Abp-
»asara. Helinara cectpa Mapra [lonosa BcTbeIiBa
B Opak ¢ aktbopa ['eopru CramaToB 3a Kparko, ¢
KOTOTO C€ pa3zeis U TOM Ce 0’KEHBA 3a aKTpHUcara
ot Haponnus tearsp llets I'epranosa. ITonosa ce
OMBkBa U 3a akThopa Kpberho Capados.*

ITbTAT HAa IBPBUTE )KEHU AKTPUCH B OBJITapCKUS
TCaTbp € TPBHIIMB, HO JACJIOTO HA TC3U TC3U CUJIHU,
XapU3MaTUYHU, IPOTPECUBHHU JIMYHOCTH, C U3KITIO-
YUTEJEH TyX U BOJIs, Ha Te3H XKpULM Ha Menmnome-
Ha, TIPOTNPABMIIM ITHT 32 EMAHIUIIUpPaHe Ha o0Iie-
CTBOTO U 3a Pa3BUTHUETO HA CbBPEMEHHATA KYJITypa
Y TeaThp, € 0COOCHO 3HAYMMO.
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directorship of the Plodviv Theatre (1936-1939;
1941-1943). Together with him, she organized a
children’s theatre in Sofia in 1944, with which the
two laid the foundation of today's Youth Theatre.
Stoycheva was a director in the theatre and was its
director manager for one year (1945).

Zlatina Nedeva’s partner was the economist
Ivan Nedev, with whom she had a son, Nikola
Nedev, a lawyer and royal officer, who was
sentenced to death and killed in 1953 on charges
of conspiracy against the state. Her sister Marta
Popova was briefly married to the actor Georgi
Stamatov, with whom she separated and he
married to Petya Gerganova — an actress from the
National theatre. Popova also married the actor
Krastyo Sarafov.*

The path of the first female actresses in the
Bulgarian theatre was thorny, but the work of
these strong, charismatic, progressive figures,
with exceptional spirit and will, these priestesses
of Melpomene, who paved the way for the
emancipation of society and the development
of modern culture and theatre was particularly
significant.



TEAT'BP'BT 3A JIELIA

Tpanuuuure Ha TeaThpa 3a Aeua B bbira-
pus B pasIMYHUTE MY Pa3HOBHUIHOCTH Ca CBBP-
3aHU ChC CTpaHCTBAUIUTE Typcku OpTaoroHy
apTUCTU, KOMTO TAHLyBAaT WU pa3urpaBaT pas-
JIMYHU UMIPOBU3UPAHU CLIEHKH, C KAparbo34Mu-
T€ W TEXHUsA TeaThbp Ha CEHKHUTE, C JOoMalll-
HUS Te€aTbp, C YUYUIUIIHUTE THPKECTBA, C UU-
TaJUIIHUTE NpeactaBieHus npean OcBoOOXK-
JIEHUETO.

Jpyra mocoka Ha pa3BUTHE HA CUEHUYHU-
T€ U3KYCTBa 3a Jiella BOJU HA4aJloTO CU OT JIET-
CKHUTE omnepeTku. Te 3amoyBar aa ce MOCTaBAT
B yumiuie npe3 80-te rogunu Ha XIX B. kaTo
4acT OT Iporpamara 3a oOyueHue B oOiacTra
Ha My3HKaTa M u3KycTBara. 3mbiaHuTenure ca
Jiena, HO MOCTENEHHO B INPEACTaBICHUATA 3a-
II0YBAaT Ja B3UMAT y4acTHE U Bb3PACTHU apTHUC-
TH JTIOOUTEIH.

[Ipe3 90-te rogmnu Ha XIX B. ce mosBs-
Ba meamwvp Ha caHOvue. Kykinute Ha Kieduia
ce MpOMYIIBAT Mpe3 ThHKU L[EBU Ha Kalaka Ha
MaJIbK CaHJBbK WU CTOJYE U CE pa3ABUIKBAT
C Bbp3aHUTE 3a TAX KoHIU. O3BydaBaHETO €
c naiipe, narepHa uinu rpaynka. Cpen usBect-
Hute repou ca Kapakonso u Ilenka B FOrous-
touHa bwarapus. I[lomynspuoct B CeBepous-
TouHa bbarapus nobuBar mapuajieHUTE KyK-
nu Payo u Jlemka, U3MaiiCTOPEHU OT CMATAHUS
3a MbpPBUS OBITAPCKH ,,IpOoPEeCcHOHANEH KYK-
nap u Meukap, rabposerna Hemo Mumues (Kyk-
napKusTa).

THEATRE FOR CHILDREN

The traditions of the different varieties of
Children’s Theatre in Bulgaria were related to
the wandering Turkish Ortaoyunu artists who
danced and played various improvised sketch-
es, to the Karagdzcii artists (puppet-players) and
their theatre of shadows, the home theatre, the
school celebrations, and the community-centre
performances before the Liberation.

Another direction of development of per-
forming arts for children originated from the
children’s small operettas. They were per-
formed at schools in the 1880s as part of the
music and arts education programme. The per-
formers were children but, gradually, adult per-
formers began to take part in the performances.

In the 1890s, the suitcase theatre appeared.
Stick puppets were poked through thin tubes on
the lid of a small suitcase or chair and moved
with the threads tied to them. A daire (tam-
bourine), laterna (street-organ) or gadulka (re-
beck) was used for sounding. Among the fa-
mous characters were Karakolyo and Penka in
South-Eastern Bulgaria. Popular in North-East-
ern Bulgaria were the rag puppets Racho and
Deshka made by the considered-to-be-the-first
Bulgarian “professional” puppet-player and
bear-trainer Neno Milchev of Gabrovo.*

The spectators of those various street,
square, home, classroom, chitalishte amateur

3puTenuTe Ha TE3UW PA3TUYHU CaMOACUHU
TeaTpajHU U35BU MO YJIUIUTE, IUIOIMAgUTE, 10-
MOBETE, KJIACHUTE CTaW, YUTAJIUIIHUTE CIICHU
Ca KaKTO Bb3PACTHH, Taka U jena. Yecrto npen-
CTaBJEHMATA HE ca MpPEJAHA3HAYEHHM 3a Miaja
myOJIMKa, HO Hali-BeYe 4pe3 TAX JeraTa yCrsBar
Jla c€ JOKOCHAT JI0 T€aTPaJTHOTO U3KYCTBO.

EBponeiickusT KyKJI€H Tearbp, KOWTO Ha-
BIIM3a Y HAC 4pe3 racTpojupaniure npodecuo-
HaJHU Tpynu B Kpasg Ha XIX v Hauyanoro Ha
XX B., CBIIO HE € HACOYEH CIENHaIHO KHbM

theatre performances were both adults and chil-
dren. Often performances were not intended for
young audience but mostly through them chil-
dren managed to get in touch with theatre art.
The European Puppet Theatre, which en-
tered our country through the touring profes-
sional groups at the end of the 19th and the
beginning of the 20th century, was also not spe-
cifically aimed at the children’s audience.

Iusosapna ¢pabpuxa ,, Bp. [powexosu *, Cous, 1884

Prosek brothers Brewery, Sofia, 1884

Anexcanovp Boowcunos, ,, Kynuunkama na bpemovzvyume *, 1924. Haonuc: ,, Huii cme cragnu apmucmu

4 Anbym ¢ dortorpaduun Ha GBITAPCKH UHIYCTPUATHH NPpeAnpusityst ot neprona 1887-1912 r., mopapen ot Chro3a Ha ObirapckuTe
uHaycrpuaniy Ha uap Oepaunana [ no cioydait 25-roquiHuHaTa OT BR3IIECTBUETO My Ha Obarapckus npecror. [1912 r]. @oup. 3K,
omnuc 7, apxuBHa exunuma 511, muct 101. http://www.archives.government.bg/553-Yaukanau u_ocoOeHO IIeHHH JOKyMeHTH (Vvisited

on 05.07.2018).



nerckara aynuropuss. EnHa oT mbpBUTE Tpy-
M1, C KOUTO Ce€ cpemia Owarapckara myOiuka,
€ Ta3W Ha aHIIHKWCKuA Kykiuap Tomac XoJaIbH.
ITo Bpeme Ha IlnOBAMBCKOTO H3JIOKEHUE, HA
30.06.1892 r., ca u3HeceHH ABE MPEACTABICHUS
B Tearsp ,,JIlokceMOypr®, eqHOTO THEBHO: ,,3a-
paay MaJIKUTE Jlella, KOUTO POAUTEIUTE UM HE
MoOTar J1a BOJAT B TeaThpa HomeM™.*® ITokasa-
HATO KYKJIEHO BapUEeTE C HEMO3HATUTE JOTOraBa
y Hac CI0KHHU U U3SIIHU BUKTOPHMAHCKU Mexa-
HUYHU MapHOHETKH ce Iocpenia ¢ HeOuBaj UH-
Tepec.

[ecerunerne no-KbCHO, NOMYISAPHOTO B EB-
poIa Yenko MapuOHETHO U3KYCTBO AOCTHUra 10
OBATapCKUs 3puUTEN OarogapeHue Ha Mpenpu-
emuuBuTe Oparts Ilpomek. Pogenure B Uexus
Opats, npucturar B bearapus BbB BTOpara mno-
noBuHa Ha XIX B. u ocraBaTr 3aBMHAru B CTpa-
Hata. Te ca exHu oT crpoutenure Ha JIbBOB H
OpsioB MOCT, U JAONPUHACAT MHOTO 33 MPEBPbH-
maneto Ha Codus B MonmepeH, €BpOIEHCKH
rpax. IIpomek ca U3BECTHU U KaTO OCHOBOIIO-
JIO’)KHMIIM Ha II'bpBaTa Me4yaTHUIlA B CTOJIMIIATA,
MEXKJy YMMTO II€4aTHU NPOAYKTH ca ,,/Ibpxka-
BEH BECTHHK', pelHlla NEPUOAUYHU H3IAHUs,
CIIUCAaHUETO Ha BBArapckoTo KHUXKOBHO Jpy-
XKeCTBO, OJaHKM 3a J[Bopela u 3a Ibp:KaBHUTE
OpraHu.

IIpe3 1884 r. Oparsita cbh3raBaT MUBOBAapHA
dabpuxa ,,bpars [IpomexoBu* B Codus. A npes
1903 r. ocHOBaBaT KyKJI€H T€aTbp 3a Bb3pacT-
HU KbM [[pyxkecTBO ,dex", kKOUTO ce momemniasa
B €JJHa OT 3ajuTe Ha ¢pabpukara. ToBa € NbpBU-
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Ha scuuko 3snaem oa CEUDUM...

Aleksandar Bozhinov, Kupchinkata na Brambazatsite, 1924
Inscription: ,, We are glorious artists. We can play
all instruments ™

One of the first groups seen by the Bulgarian au-
dience was that of the English puppet-player Thom-
as Holden. Within the Plovdiv Exhibition, two per-
formances were staged at Luxembourg Theatre on
30 June 1892, one of them was played during the
day: “Because of the small children whose parents
cannot take them the theatre at night.”™® The staged
puppet variety with the unknown-to-the-people in-
tricate and exquisite Victorian mechanical puppets
was welcomed with unprecedented interest.

A decade later, the popular in Europe Czech pup-
pet art reached the Bulgarian viewer thanks to the

47 Anexcaunwsp boxunos. Macka, 6p. 2, 08.03.1924

 bankancka sopa, 6p. 733, 26.09.1892. Iut no Baanosa,
Enena. bnarocnosust Ha kyxiure. — Codusi: Chro3 Ha apTUCTHUTE B
Bbovarapus, 1997, c. 87, 97.

ST CTEIMaIHO 000PYyIBaH CAJIOH 32 KyKJICH Tea-
Thp y Hac ¢ 200 mecra.

Otkpusanero e Ha 17.04.1904 1. cbe cniekTa-
kbiaa ,,Onaprmwxux u boxena“”. Ilpes3 crieasa-
IIATE TOJAWHU C TOJSAM YCIeX Ce MOCTaBsAT Kia-
CHUYECKH MPOU3BEACHUS C KYKJIIU, BKIIOYUTEITHO
lexcnup, ['boTe, yemku nmuecu U OBJITAPCKU
HapoaHu npuka3ku. [IpencraBnenusTa ce urpa-
ST Ha YEIIKH U OBITApCKU €3UK.

[IpTaT 32 pa3BuTHE HAa HALMOHAIHHUS KYyK-
JIGH TeaTbp Ype3 YCBOsSIBaHE Ha IpPHBHECE-
HU eBporeiicku oOpasuu e orBopeH. Crourtne
OT 0co0OeHa Ba)KHOCT, JOBEJIO HIKOJIKO Mece-
11a TO-KHCHO /10 OCHOBABAaHETO HA MIbPBUSA MPO-
(decuoHaneH KyKJeH TeaTbp B cajoHA Ha YH-
tanmunie ,,CnaBsHcka Oecema“, e ompenens-
HOTO KaTO MBPBOTO OBJITapCKO MOJEPHO KYK-
JIGHO MpejacTaBieHue ,,Bukat HU B KUBOTA™.
To ce urpae BpB BoeHHus kiy0 mo Bpeme Ha
MOpEHUST TPOJIETEH KapHaBaJieH Oay, opra-
HU3UpaH oT Jloma Ha U3KycTBara W Ieyara 1o
cinyuail Jlens Ha u3kycTtBara Ha 8 MapT 1924.
IlogroToBkaTa Ha CHEKTaKblia € Bb3JI0XKCHA
Ha opkectbpa , KymumHkara Ha bpbMOB3b-
uute. B Hero Bamzar AnekcaHabp boxxuHOB
— nmaiipe, Cupak CkuTHHK — TapamOyka, bopuc
JleneB — xaBan u tam0Oypa, Koncrantun Ilsp-
kenoB — Thnad, Hukona TanHeB — ¢ ABE JTBXKH-
M BMeCTO kactaHeTu. KbM TsSX oT Bpeme Ha
BpemMe ce npucbeauusBar Mnua bemkoB u
[Tenuo I'eoprue.’® OpkecTbpbT PEAOBHO JaBa
KoHIepTH B JlomMa Ha HM3KycTBaTa W Iieyara,
ocHoBaH npe3 1920 r. ot Anekcanabp MuneH-
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Prosek brothers. Born in the Czech Republic, they
arrived in Bulgaria in the second half of the 19th cen-
tury and remained in the country forever. They were
one of the builders of the bridges Lavov Most (Li-
ons’ Bridge) and Orlov Most (Eagles’ Bridge), and
greatly contributed to the transformation of Sofia
into a modern European city. Prosek are also known
as founders of the first printing house in the capital,
among the printed products of which were Darjaven
vestnik (State Gazette), a number of periodicals, the
Bulgarian Literary Society Journal, letter-heads for
the Palace and the state institutions.

In 1884, the brothers established Prosek broth-
ers Brewery in Sofia. And in 1903, they founded a
puppet theatre for adults at the Czech Society, which
was housed in one of the halls of the factory. That
was the first specially equipped puppet theatre in
Bulgaria with 200 seats.

The opening took place on 17.04.1904 with the
show Oldrich and Bozena®. In the following years,
classical pieces, including Shakespeare, Goethe,
Czech plays, and Bulgarian folk tales, were per-
formed with puppets and had great success. The
performances were played in Czech and Bulgarian.

The way of developing the national puppet the-
atre by absorbing models imported from Europe
was open. A special event that took place and, a
few months later, led to the foundation of the first
professional puppet theatre in the hall of Slavyans-
ka Beseda Chitalishte was the first Bulgarian pup-

4 HO6uieeH anMaHax Ha dexuTe B bearapust 1868-1928, C.
1928, 34. llut no: Baanosa, Enena. biarocnoBust Ha KykiuTe. —
Codust: Cpro3 Ha apructure B bwirapus, 1997, c. 91, 98.



koB, Kocra Crosnos, II. II. Mopo3os, Cupak
Cxutnuk, Credan Kupos.

[IpencraBnenuero, MOAroTBEHO OT OOXEM-
CKMSl KPBI Ha XYAOXHULIM HHTEICKTyaJIlu U
YJIEHOBE Ha APYXECTBOTO ,,POIHO HM3KYyCTBO®,
,»BHUKaT HU B )KUBOTA" € XyMOPHUCTUYHO U Ka-
pukarypHo. To BEposTHO € 10 UAes Ha UTaJIH-
AHCKUS BB3NUTAHUK apx. AtaHac [[OHKOB,
BIBXHOBEH OT CIIEKTaKJIHTE Ha ,,[eaTrpo aeu
[Mukonu* Ha Buropuo Ilonpeka. Kyknure ma-
pUOHETKHU ca u3paboTeHu no obpas u mogodue
Ha CBOMTE KYKJIOKOHCTPYKTOPHM M YYAaCTHHULIH
B crnekrakbia: Koncrantun Llspkenos, bopuc
[eneB, Anexcanabp boxunoB, Anapeir Hu-
konoB, Hukona Tanes. B ciyudas u apx. JIoHKOB
€ CbC 3HAUMUTEJICH NIPUHOC 3a U3MalCTOpsIBaHe-
To UM. CHEeKTaKkbJIbT UMa IIYMEH YCIIEX U Ce
Urpae HAKOJIKO IIbTH ChblllaTa Beuep. Tou mede-
M Harpajaara Ha Oana.’! ToBa map>koBO mpen-
CTaBJICHUE CBIIO € HACOYEHO KbM Bb3pACTHATA
nyoJuKa.

[IpodecnoHadHUAT TeEaThp B Pa3IUUYHUTE
My BHJOBE U XaHPOBE C€ IPEHACcOYBa KbM
no-mjajgara ayauTopus easa ciuen IlvpBara
cBEeTOBHA BOWHA. CIEKTaKJIM, CHELHAIHO TOJ-
TOTBEHM 3a JIeTCKa myOiauka oT mpodecruoHani-
HU TBOPILHM, 3ao4yBaT Ja Cce€ Cbh3AaBaT Oyaro-
JapeHUE Ha yCWIMATA Ha pPeAula apTUCTH OT
Haponnus Ttearnpp, My3HKaHTH, XyIOXKHUIIH,
nucarenu, kputunu. CTpeMexbT Ha Obiarap-
CKUTE HHTENEKTyally, O0Oy4eHU NpPEeIUMHO B
EBporma, e BbBeXJaHETO Ha MOJEPHU METOIU
B 00pa30BaHMETO M €MaHIMIUPAHETO Ha ObI-
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pet show Vikat ni v Zhivota (They call us into life). It
was performed at the Military Club during the next
Spring Carnival Ball, organized by the House of
Arts and Press on the occasion of the Day of Arts on
8 March 1924. The preparation of the performance
was entrusted to Kupchinkata na Brambazatsite Or-
chestra. It included Aleksandar Bozhinov — daire,
Sirak Skitnik — tarambuka, Boris Denev — kaval
and tamboura, Konstantin Shtarkelov — drum, and
Nikola Tanev — with two spoons instead of casta-
nets. Occasionally, Iliya Beshkov and Pencho Geor-
giev joined them, too*. The orchestra regularly per-
formed at the House of Arts and Press founded in
1920 by Aleksandar Milenkov, Kosta Stoyanov, P.
Morozov, Sirak Skitnik, and Stefan Kirov.

The performance prepared by the Bohemian
Circle of Artist Intellectuals and Members of the
Native Art Society, Vikat ni v Zhivota (They call
us into life), was a humorous and caricature one. It
was probably the idea of the Italian alumnus Arch.
Atanas Donkov who was inspired by the perfor-
mances of Teatro dei Piccoli by Vittorio Podrec-
ca. The marionettes were made in the image and
likeness of their puppet designers and participants
in the performance: Konstantin Shtarkelov, Boris
Denev, Aleksandar Bozhinov, Andrey Nikolov, and
Nikola Tanev. Arch. Donkov had a significant con-
tribution to their elaboration. The performance had
a loud success and was played several times that

0 BiaapoBa, Enena. brnarocnosus Ha kykiute. — Codust: Chro3
Ha aptuctute B bbarapus, 1997, c¢. 101-102.

rapckoTo OOIIECTBO, HA PA3IMYHUTE COIHAI-
HH NPOCIONKHU U Bb3PACTOBU IPYyIH, a LIEJITA —
dbopMHupaHe Ha HOBU €CTETHYECKH BKYCOBE WU
nyOJIUKH, CIIOCOOHHU J1a Bb3MpHEeMaT MOJICPHH-
T€ CbBPEMEHHHU THPCEHUS U SIBIICHUS B 00JacT-
Ta Ha U3KyCTBaTa.

[lo uHMnuaruBa OTHOBO Ha apX. AraHac
HonkoB mpe3 1924 r. ce cwv3gaBa XydoXKeCT-
BEH KYKJIEH TeaTbp KbM JIpyKeCTBO ,,CliaBsiH-
cka O6ecena“. Ilokanenu ca akThopu oT Hapon-
Hus Teatsp: Mopaan Uepkes3os, Mapa [Tenkosa,
3os IllapankoBa, Koncrantun Kucumos u ap.
Yacr ot TaxX ca npemuHanu npes ,,Iearsp-Cry-
nus‘ Ha Mcak Jlanuen u mkonara Ha KoHcTaH-
tuH Caraes. Cpe OCHOBaTEIUTE HA TeaTbpa €
n EnucaBera KoncynoBa-Ba3oBa, cbrnpyra Ha
bopuc Bazos.

OcHOBEH repoil B NpeACTaBICHUATA, BEue
MpeIUMHO 3a nena, € [masyo. [Iuecu 3a tears-
pa 3amouBar Aa numar u npesexaar Credan
JI. Kocros, Mopnan Yepkesos, ['eopru Paiiues,
Jumutsp CTOSHOB U JIp.

5. Bvaeapckuam meampanen XX 6ex
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ﬂO/l/l Ha uzKkycmeama u nedama

House of Arts and Press

night. It won the ball award.’! The caricature perfor-
mance was also aimed at the older audiences.

The professional theatre, in its different genres,
was redirected to the younger audience only after the
First World War. Performances specially prepared
for children’s audience by professional artists be-
gan to be made thanks to the efforts of a number of
actors from the National Theatre, musicians, artists,
writers, and critics. The aspiration of the Bulgarian
intellectuals, educated mainly in Europe, was the in-
troduction of modern methods in the education and
emancipation of the Bulgarian society, the different
social strata, and age groups, with its goal being the
formation of new aesthetic tastes as well as audienc-
es capable of perceiving the modern contemporary
quests and phenomena in the sphere of arts.

Again on the initiative of Arch. Atanas Donkov in
1924, an Art Puppet Theatre was set up at Slavyans-
ka Beseda Society. Actors from the National Thea-

5! BanbT Ha U3KyCTBaTa H mevara. YcnexsT My. // Jemokpamu-
yecku ceosop, op. 130, 10.03.1924; Cenzanusnara Ha bana B Jlom Ha
n3KycTBaTa u nedara. // Mntocmposana ceomuya, 6p. 64,16.03.1924.



IIpe3 1942 r. aktpucara Mapa IlenkoBa e u3-
npareHa OT MMHHCTEPCTBOTO Ha HAPOIHOTO
MIPOCBEIIEHHUE Ja CIEUAIN3UPa KYKIIEH TeaThp
BbB @pankdypt — I'epmanus. Cnex 3aBpbllaHe-
to 1 npe3 1945 1., ¢ mucmo Ne 111 9445/06.06.
1945 ma MuHHCTEpCTBO Ha mpomnaranpara’, e
OCHOBaH ,,/leTcku KyKileH Tearbp’ moJx HEeHHO
PBKOBOJICTBO.

C ToBa 3aBbpIIBa IbPBOHAYAJIHUSAT €Tal Ha
ObpKaBsiBaHE Ha MNPO(PEeCHOHATHUS KYyKJIEH
TeaThbp 3a Aeua B bearapus.

MexayBpeMEHHO Mpe3 IbpBaTa IOJOBU-
Ha Ha 20-te ronuHu Ha XX B. 3amo4yBa Ja ce
U3rpakaa W MNpodecHoHaNHUAT JpaMaTu-
YeH TeaThp 3a Jela, OTHOBO OnaromapeHue Ha
yCUJIMsTA Ha 4acT oT apTuctute Ha Haponuus
TeaTbp, KAKTO M Ha JPYTH JNEHIM Ha CLUEHHY-
HOTO M3KYyCTBO. Te ocHOBaBar TeaTpajHU IIKO-
7 3a Jena Karo ,,bbarapcka gpamaTHyHa KO-
nma“ ¢ ,Tearpp 3a neua u wHomK“ Ha KoHCTaH-
tuH Caraes, nercka OaneTHa mkona Ha Ilemo
PanoeB, TannoBara mkosia Ha Pycka Konea
u ap. B TAX ce moarorBAT mnpeacraBieHUs
CIELMaTHO 32 MAJKUTE 3pUTENIH, B KOUTO
ydacTBaT Jela, a MOHsAKora U mnpodecuoHan-
HU aKTbOPH.

IIpe3s 1926 r. xebm Haponnus tearsp ce
cb3naBa ,learbp Ha wmiaaaute. IIbpBOTO
npencrasieHue e ,,CHeXHara IApKUHSA™ TIO
X. Anpepcen. B Hero urpasr akteopu ot Ha-
POJHUA TeaThp C y4aCTHETO Ha KypCUCTUTE OT
Hpamarnyeckara mkona npu Haponnusa tea-
TP, OCHOBaHa npe3 1925 r. ot Hukomnait O. Ma-
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tre were invited: Yordan Cherkezov, Mara Penkova,
Zoya Sharankova, Konstantin Kisimov, and oth-
ers. Some of them had gone through Isaac Daniel’s
Theatr Studia and the school of Konstantin Sagaev.
Among the founders of the theatre was Elisaveta
Konsulova-Vazova, the wife of Boris Vazov.

Eouncmeenama sanasena cnumxa om ,, Buxam nu
6 arcusoma *’, 08.03.1924. (oms60 Hadsicno) —
Anopeit Huxonog (na npeoen naan ens60) Huxona Tanes
u Anexcanovp boowcunos (na mazapemo), Bopuc /lenes
(c kpuna), Koncmanmun [lvprenos
(na npeden niam 605cHo).”

The only preserved photo from Vikat ni v Zhivota
(They call us into life), 08.03.1924
(From left to right) Andrey Nikolov (in the foreground
to the left), Nikola Tanev and Aleksandar Bozhinov
(on the donkey), Boris Denev (with the wings),
Konstantin Shtarkelov (in the foreground to the right)*

The main character in the performances, mostly

for children, was Glavcho. Stefan L. Kostov, Yordan
Kapmuna om Bopuc Jlenes na npedcmasnenuemo

caiuTuHOB. Pexxucsopu ca Exarepuna KpacHo-
noicka 1 H. MacaauTuHOB.

1o Bropara cBeToBHa BoitHa Haj 40 TBOpOU
CHeyaaHO Cca HalMCaH!U U IIOCTaBCHHU B ,,Iea-
Thpa Ha Miagute*. Haii-uecto TOBa ca apa-
MaTH3allii 10 OBJTApPCKHM W CBETOBHU IMPH-
Ka3Kl M JIETEHJU, HO MMa M aBTOPCKHU MHECH,
Mexay kouto ,,Kap ntuna‘, ,,3marka, 371aTHO-
to momuue®, ,Ileas doBek — makbT Opaga™ ot
CsetocnaB  KamOypoB-®@ypen; ,,BrimeOna-
Ta nemepa®, ,,JOnak ['oro*, ,,Mankust nap* ot
I'eopru  KapaumBanos; ,MBan loroBaH®,
Hlaynuo®, Hupauero u aaBonbT® or leop-
ru JpbHIapOB; ,,3aBUCTIUBHUAT MOOpaTUM™ OT
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., Buxam nu 6 sicusoma *“, coocmeenocm na HXI™?

Painting by Boris Denev of the performance
Vikat ni v Zhivota (They call us into life),
owned by the National Gallery of Arts*

Cherkezov, Georgi Raychev, Dimitar Stoyanov
and others began to write and translate works for
the theatre.

In 1942, the actress Mara Penkova was sent by
the Ministry of National Education to specialize
puppet theatre in Frankfurt, Germany. After her re-
turn in 1945, by Letter No III 9445/06.06.1945 of
the Ministry of Propaganda™, a Children’s Puppet
Theatre was founded under her guidance. In 1948,
the theatre became property of the state.

53 Personal archive of Elena Vladova

¢ Bangos, Hukona, I'oseBa, Becenuna, lumutposa, Kpe-
MeHa. 60 roquHM cToNM4eH KykieH tearbp 1946-2006. — Codust:
Banenrun Tpasnos, 2006, c. 12.



Ne 111 9445/ 06.06.1945
na Munucmepcmeo na nponazanoama

Letter No I11 9445/ 06.06.1945
of the Ministry of Propaganda

Koncrantun Myrtados; ,,Cectpu” ot Kocran-
tuH Caraes; ,,babunu Bunuam xynu“ ot Ju-
mutbp IlanueB; ,Kvcmer* or Huxoma Hu-
KUTOB; ,,Mankuar xaWaytud“ or Emun Ko-
panos; ,Jlam6o JlamOymikara®“ ot MBan baxa-
noB; ,,llapkuns bucep® or Hesena Muiome-
Ba u Ap.” To3u Gorar perneproap € MOCTaBIH
npeaumHo ot Bopuc Boposanos, Mopnan Cae-
mapoB, Xpucad llankoB, Huxomait O. Maca-
JIUTUHOB.

IIpe3 snyapu 1945 r. ce orkpusa ,JleTcku
HapoAeH Tearbp® kKato otAen npu HapomHus
Te€aTbp C PBKOBOAMTEN TearpaiHus neen Ile-
Tbp K. CroitueB. Ha cnenBamara roguHa Toi
ce OTHeas KaTo CaMOCTOSATENIHa JbpKaBHA

b

HHHUCTEPCTRBO A0 POCTIORMIA «J/

- A

NFOMATAHLATA } MAPA NERNOBA JAPTHCTKA
=949 OT HAPOTHAY TEATEP.

68

CoODuN

Paspemada Bz 0o Xa OTEpEEFe EYEXem Teawap 3
Cofdug, Earo y P A Te BIIILTA
Bak, & XONFPOX B3pxy DaENs TEATI]D Ee yUpADIRDS nxEc-
- Jup HO HOp a

Ba Oopomar
XyZTypa ® C3pap HA APPROTNTE B HaXrapuE.

3a OpeACTAIANE MA COCKTORIN D OPOBENCUATA
Ze TpASBA Xa EOEATE MOBO DROpeNeNEe oF U-BOTO NB DRS-
OArAHZATA. i

-

4, HAPOIFATA MAATYPA: Ews F
3 . /E.Nerxanos/

That was the end of the initial stage of national-
ization of the professional puppet theatre for chil-
dren in Bulgaria.

Meanwhile, in the first half of the 20th centu-
ry, the professional drama theatre for children be-
gan to be built thanks, once again, to the efforts of
some of the actors of the National Theatre as well
as other actors of performing arts. They set up the-
atre schools for children such as Bulgarian Drama
School with Konstantin Sagaev’s Theatre for Chil-
dren and Adolescents, Pesha Radoev’s Children’s
Ballet School, Russka Koleva’s Dance School, and
others. In them, performances were prepared espe-
cially for the young spectators, in which children
participated and, sometimes, professional actors.

,,Momue u eamvp “ om H. Tpenoagpunosa,
peoic. Mapa [lenkosa, Cmonuuen kyxkien meamuvp, 1948

Momche i Vyatar (A Boy and the Wind) by N. Trendafilova,
dir. Mara Penkova, Sofia Puppet Theatre, 1948
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., LHapxuns Bucep “ om H. Munowesa,
peaic. bopuc boposzanos,
Hapooen meamwp, 1941

Tsarkinya Bisser (Princess Bisser)
by N. Milosheva,

dir. Boris Borozanov,

National Theatre, 1941

In 1926, Teatara na Mladite (Theatre of the
Young) was established at the National Thea-
tre. The first performance was Snezhnata Tsarkin-
va (The snow Queen) on the text by H. Andersen.
In it, actors from the National Theatre played with
the participation of the students from the Dramatic
School at the National Theatre founded in 1925 by
Nikolay O. Massalitinov. Directors were Ekaterina
Krasnopolska and N. Massalitinov.

Until the Second World War, more than 40
works were specifically written and staged at Teat-
ara na Mladite (Theatre of the Young). Most often,
those were dramatizations of Bulgarian and world
fairy tales and legends but there were also author’s
plays such as Zhar Ptitsa (Bird King), Zlatka Zlat-
noto Momiche (Goldie the Golden Made), Pedya
Chovek — Lakat Brada (Span Person — Elbow
Beard) by Svetoslav Kamburov-Furen; Valshebna-
ta peshtera (The Magic Cave), Yunak Gogo (Gogo
the Hero), Malkiyat Tsar (The Yong King) by Geor-



HHCTUTYLHsI moA umerto ,,Haponen tearwsp 3a
MItazexra‘.

B cpenara na 40-te roquau Ha XX B. IpU-
KJIFOYBA JBJITOTOAMIIHHAT Tpolec Ha mpode-
CHOHAJIU3UPAaHE W WHCTUTYIMOHAIM3UpPAHE Ha
Tearbpa 3a JAeua B bearapus, B KOUTO € 3aio-
KEHa U uJiesiTa 3a mproOliaBaHe KbM MOJIEPHHU-
T€ eBPONEUCKH KYJITYPHH TPAIULIMHU B 00JIaCTTa
Ha COCHUYHUTC U3KYCTBA.
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gi Karaivanov; Ivan Gotovan (Ivan the Slacker),
Glupcho (The Young Fool), Chiracheto i Dyavol-
at (The Young Apprentice and the Devil) by Geor-
gi Drandarov; Zavistliviyat Pobratim (The Envious
Sworn Brother) by Konstantin Mutafov; Sestri (Sis-
ters) by Konstantin Sagaev; Babini Vidini Kuli (Old
Woman Vida's Towers) by Dimitar Panchev; Kas-
met (Luck) by Nikola Nikitov; Malkiyat Haidutin
(The Young Haidut) by Emil Koralov; Lambo Lam-
bushkata by Ivan Bakalov; Tsarkinya Bisser (Prin-
cess Bisser) by Nevena Milosheva, etc.” That rich
repertoire was mainly staged by Boris Borozanov,
Yordan Sveshtarov, Hrisan Tsankov, and Nikolay
O. Massalitinov.

In January 1945, Detski Naroden Teatar (Chil-
dren’s People’s Theatre) was opened as a depart-
ment of the National Theatre under the direction of
the theatre worker Petar K. Stoychev. The follow-
ing year, it became an independent state institution
under the name Naroden teatar za Mladezhta (Peo-
ple’s Theatre for Youth).

In the mid-40s of the 20th century, the long-
term process of professionalization and institu-
tionalization of the children’s theatre in Bulgar-
ia finished, which included the idea of joining the
modern European cultural traditions in the field of
performing arts.

MOAEPHU3ALIUOHHHA
INTPOLECHU B B bJ/ITAPCKUA
TEATBHP

BrirapckusT Tearsp mpe3 IrbpBaTa MOJOBHHA
Ha XX B. B CTpEMeKa CH KbM JIOTOHBaHE Ha TPO-
MyCHATOTO M3MHUHABA AUHAMUYEH BT U MPETHPIIS-
Ba B CI'BCTCH BApUAHT €BOJTIOIMATA HA 3aI1aTHOCB-
POTIEHCKOTO JBIKEHHE Ha UIeuTe OT PeHecanca ¢
HETOBUS UHIWBHyaIl3bM, ThpCEIll CUIIHATA JIN4-
HOCT. MHHaBa TIpe3 JapamMara Ha WHIUBU/IA BbHB
(peHCKHs KIaCUIM3bM, NIPe3 POMAHTUYHHS OyHT
Ha 3apaKAalys c€ HOB YOBEK, OCHOBHO JICHCTBA-
1o ymie BbB DpeHckara peBomonus or 1789 1.
Jloctura 1o TMYHOCTHATA CHIPOTHBA cpemry Oyp-
’K0a3HOTO OOIISCTBO, 00e3IMYaBamio yoBeka. Jlo-
KOCBa C€ JI0 PYCKHs KOJICKTUBEH JICTCPMUHHUIBM,
KOWTO HaAMHpa OTPAKEHHE B PyCKara peasucTud-
Ha JIpaMaTyprusi, U3urpain 3aabpkaiia pois Haj
VHIMBUIYIMCTHYHO pa3BUXpUIIaTa CE aKThOPCKa
CTHUXHSL.

3a TBbp/AE KpaTKo BpeMe OBJITapCKUSIT TBOPELl
€ MPUHY/ICH J]a MPEMUHE MPe3 MHOT00Opa3nueTo Ha
B3aMMOOTHOIIIEHUS] MEXIy JTUYHOCT U OOIIECTBO,
(hopMupaHH B TPOABIKEHHE HA BEKOBE.

Ha crenara cexdTENCTBAT CTHUIIMCTHYHHUTE
MOXBATH, XapaKTEePHU 3a PA3IUYHU HAIpPaBICHUS
B Tearbpa Mpe3 Pa3IuJHUTE erMoXu. B To3u cmu-
CBHII € TPY/IHO Jia C€ TOBOPH 32 PEau3bM OT MOJIE-
PEH MCUXOJIOTUYECKH TUI B CLHEHHYHOTO U3KYCTBO
OT TrbpBara mojioBuHa Ha XX B., KOGTO € TBBPJIE
eKJIeKTUYHO. YecTo urpara Ha akThOPHUTE € IaTe-
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MODERNIZATION PROCESSES
IN BULGARIAN
THEATRE

In the first half of the 20th century, in its quest
to compensate for what was missed, the Bulgar-
ian theatre travelled a dynamic path and under-
went, in a compressed version, the West Euro-
pean movement’s evolution of the of the ideas of
the Renaissance with its individualism and search
for a strong personality. It passed through the dra-
ma of the individual in the French Classicism,
through the romantic rebellion of the emerging
new person, the major character of the French
Revolution of 1789. It reached the personal re-
sistance to the bourgeois society which deprived
of individuality. It touched on the Russian collec-
tive determinism reflected in the Russian realistic
dramaturgy and hampered the individualistically
unleashed actor’s power.

For a very short time, the Bulgarian artists had to
go through the diversity of the relationship between
personality and society that had been formed for
centuries.

On the stage, stylistic techniques co-existed
that were typical of different strands of theatre in
different epochs. In that sense, it is difficult to talk
about realism of a modern psychological type in
the stage art of the first half of the 20th century,
which was too eclectic. Often the cast of the ac-
tors was pathetic-romantic, the tone was an ele-
vated declamatory one. There were moments of



,»Mapus Cmioapm

om @p. Llunep,

pedic. H. O. Macanumunos,
Hapooen meamwp, 1934

Mary Stuart by Fr. Schiller,
dir. N. O. Massalinov,
National Theatre, 1934

TUYHO-POMAHTHUYHA, TOHBT € INPUIIOBAUTHATO [C-
KJIaMaTopcku. PestyBar ce MUTOBe Ha BI/bXHOBEHHE
Y OTHOCUTEIHO CiuaHe ¢ oOpa3a ¢ MOMEHTH Ha
BPEMEHHO 6/113aHe B 00pa3a.

[IpucbcTBUETO HAa aKThOpPA CH OCTaBa B Tpa-
JAUIUUTE Ha KIIACUYCCKUA PCAJIN3BbM C IMMPHUMECHU
Ha POMaHTU3bM B aKTbOpPCKaTa UIpa, Xapakrep-
Ha 3a €BPOIEICKUS TeaTbp Ha 3BE3UTE OT Kpas
Ha XIX B. CLIeHUYHOTO MU3KYCTBO JI0 TOJIsIMa CTe-
TI€H € TIOJBJIACTHO Ha MPEICTABUTE 3a TeaTPaIHO-
TO aMIUIOA U Pa3ACJICHUETO HA TPAruilf, KOMUIIH,
eMU30AMIIN, MH)KEHIO, HAMBKU U TIp. 3a0esisi3Ba ce
MOCTENEHHO NpPEeMUHABaHE OT TeaTpalu3upaHa-
Ta TepOoU3alUs HA TTOJOKUTEIHUTE U OKapUKary-
PABAHCTO HA OTPHULATCIHUTE I'CpOU KbM I10-yC-
JIO)KHEHOTO TpeJaBaHe Ha YEpTU OT Xapakrepa,
MOTHUBHUPaHU OT HEroBara COIMajiHa M IMCHXOJIO-
THYECKa CHIIHOCT B PAMKUTE HA €IHO MO-MOJIEp-
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inspiration and relative merging with the image
alternating with moments of temporary entry into
the image.

The presence of the actor remained within the
tradition of the classical realism with touches of ro-
manticism in the acting, characteristic of the Euro-
pean theatre of the stars of the late 19th century. The
stage art was largely dependent on the concepts of
the theatre amplda and the division to tragedians,
comedians, episodic actors, ingénue, naives, etc.
There was a gradual shift from the theatrical heroi-
zation of the positive and the caricaturing of the
negative characters to the more complicated trans-
mission of traits of character motivated by the so-
cial and psychological nature within a more mod-
ern thinking. Often, domesticity could be observed.
Over time, as qualities of good acting play, natu-
ralness, truthfulness of feelings, and likelihood of

Ho MuciieHe. Hepsnko ce u3naga B 6utoBuzsm. C
BpPEMETO KaTo OIpeIesIIy KayecTBa 3a 100pa ak-
TBOPCKa MI'pa CE€ Hajarar €CTeCTBEHOCT, IIpaBIu-
BOCT Ha 4yBCTBAara, MpaBJIoNoJ00HOCT Ha (U3H-
YEeCKOTO MoBe/ieHue. 3abensi3Ba ce CTpeMex KbM
MIPEOAONISIBAHE HA BHHIIIHATA WIFOCTPATUBHOCT U
TUINIA)KHA XapaKTEpHOCT. TbpcH ce *KU3HEeHa JOoC-
TOBEPHOCT B CHOTBETCTBUE C OOLTUTE MyOIHMYHU
HarjacHu.

[To npuHIMN npe3 mbpBara nonoBruHa Ha XX B.
B OBJITAPCKUS TEAThp CHIIECTBYBAT Hail-MaJKo JBE
JOMUHMpAILY TEHAECHIUH, CBBP3aHH C PYCKOTO (B
NO-TOJISIMA CTETEH TOBAa Ha Manuil Tearbp, OTKOJ-
koTo Ha MXT) 1 HEMCKOTO BIIUSIHUE.

IIpoBonHUK Ha pyCKO BIMSHHE B HAYAJIOTO Ha
BEKa Ca Hail-Beue aKTbOPUTE, 3aBbPUINIH PYCKU
mkonu. Ot BTOpara mnosioBuHa Ha 20-Te€ TOIUHU
Ha XX B. HaTaTbK ONPEIEIALIO € MPUCHCTBUETO
Huxonait O. MacanutunoB. C MeTozia CH Ha pa-
00Ta TOil cienBa NPEeIUMHO TpagulMUTe HA Ma-
JuH Tearsp U npuHuMnuTe Ha paHuus MXT, kb-
neto € omn akteop oT 1907 mo 1919. Peamno
OBJITAPCKUTE aKTHOPU Ca HIKONYBAHU B HSAKOJKO
pycku neHTbpa — Manuit Tearsp, IlerepOypreka-
Ta uMrneparopcka tearpanna mkoiaa 1 MXT. Ilo-
BEYETO apTUCTH CaMoO clienuanusupar B Xyno-
KECTBEHMS TeaTbp 3a KpaTbK NEPHUON OT BpEME,
rielalky perneTuiuy U npejacTasieHus. Te ce 3a-
[I03HABaT C MXATOBLU M IOCEIIABAT CIEKTaKIH,
KoeTo o0aue B HHKAaKbB CIIy4ail HE MpeBpbINa
piusiHuero Ha MXT B IOMUHMpAIIO 3a Tearhb-
pa Hu. Oute noseue, ye MXT-oBckara mikosna, 3a
KOSITO KATO OCHOBEH MPUHLMII CE€ U3THKBA ThpCe-
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physical behaviour became preferable. There was a
striving to overcome the external illustrativity and
the shallow type demonstration. Life authenticity
was sought in accordance with the general public
attitudes.

In principle, in the first half of the 20th century,
there were at least two dominant tendencies in the
Bulgarian theatre related to the Russian influence
(to a greater extent to that of Mali Theatre than to
the one of Moscow Art Theatre) as well as the Ger-
man influence.

Conductors of Russian influence at the begin-
ning of the century were mostly the actors who
graduated from Russian schools. From the sec-
ond half of the 1920s, decisive was the presence
of Nikolay O. Massalitinov. In his work, he fol-
lowed mainly the traditions of Maly Teatr and the
principles of the early Moscow Art Theatre, where
he was an actor from 1907 to 1919. As a matter of
fact, the Bulgarian actors were trained at sever-
al Russian centres: Maly Teatr, St. Petersburg Im-
perial Theatre School, and Moscow Art Theatre.
Most of the artists only specialized at the Moscow
Art Theatre for a short period of time by watching
rehearsals and performances. They got acquainted
with actors from the Moscow Art Theatre and at-
tended performances, which in no way made the
influence of the Moscow Art Theatre dominating
in our theatre. Moreover, the Moscow Art Theatre
School, with its basic principle being the search for
stage truth and psychological realism, should not
be put under the general denominator of the Rus-
sian psychological realism as regards the specifics



HETO Ha KU3HEHA MpaB/a U MCUXOJIOTHYECKH pea-
JIN3bM, He OMBa N1a ce MOABEK 1A 1o, 0011 3Ha-
MEHAaTeJ Ha PYCKUS MCUXOJIOTUYECKH peau3bM
10 OTHOILIEHHE Ha 0COOCHOCTHUTE Ha INKOJaTa Ha
Mamuit Tearsp. MXT ce Bb3npuema Karo OTpH-
[IaHUE Ha OocTapsjara U Mo-TearpajHa IIKoia Ha
Manwuii Tearbp, KOSITO Makap W CUMTaHa 3a pea-
JIUCTUYHA, TTO-TOYHO KJIACHYECKHU pealuCTUYHA, B
Ha4yajaoTo Ha XX B. BeYe HE OTroBaps Ha MOJEp-
HHUTE 32 BPEMETO CH U3UCKBAHUS 3a PEIKUCHOPCKH
Tum tearsp. [lomunHsaBaHe HA €IUHHOTO ISUTO HA
CIIEKTaKbJIa, IOCTUTAaHE HAa aHCAMOJIOBOCT, HIIO-
3Ms 32 €CTECTBEHOCT U IIPABJIOIOI00ME U TIPOYHE
ca HOBHTE TCHJACHIIMH, KOUTO 3aj14raT B OCHOBaTa
Ha ujaesTa Cranucnascku 1 Hemuposuu-/lanyen-
KO J1a OCHOBAT CBO IIIKOJIA.

ToBa, 4e yacT OT OBJTAPCKUTE TeaTpalid ca Cce
MHTEpECYBaIM U ca Ouu 100pe 3aro3HaTu ¢ Thp-
cenusaTa Ha CTaHUCIABCKU M MXAaTOBLHM, Jajed He
03HAa4YaBa, Y€ TEXHUAT OIMHUT € MPHJIaraH CUCTeMa-
TUYHO Ha ObIrapcka crena. bescmopHo obaue
€ BIIMSTHHETO, KOeTO nocersT He camo ¢ MXT, HO
U C PYCKHSI Te€aTbp Karo ISJI0 OKa3Ba BbPXY MHO-
3UHCTBOTO OT HAIIUTE TBOPLHU. XapaKTEPHOTO B
MeToZla Ha paboTa, 0OCOOCHO B MOCTAHOBKUTE HA
Huxomaii O. MacaauTHHOB €: OIUT 3a M0-0ora-
TO M300pakeHUe Ha JCHCTBUTETHOCTTa U Ha CO-
[IUATHO-TICUXOJIOTHYECKHUTE MPOIIECH; ThPCEHE Ha
IIO-TOJISIMA CIIOKHOCT HA YOBCIIKHUTE B3aUMOOTHO-
IIIeHHUsT; KyATHBHPAHE Ha YyBCTBOTO 3a aHCAMOIIO-
BOCT; 3a/TbJI00YaBaHe B IICUXOJIOTHATA Ha 00pa3a u
B pa3KpMBaHE KaKTO HA WHAMWBHIyaJIHUTE; TaKa U
Ha TUIMWYHU YEPTU OT XapaKTepa; BHUKBAHE B 1y-
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of the School of Maly Teatr. The Moscow Art The-
atre was perceived as a denial of the old and more
theatrical school of Maly Teatr, which, although
considered to be realistic and, more precisely, clas-
sical realistic, at the beginning of the 20th centu-
ry no longer met the modern-day requirements of
the director’s theatre. Subjugation to the unity of
the spectacle, achievement of ensemble, illusion
of naturalness and credibility, etc. were the new
underlying tendencies of the idea of Stanislavsky
and Nemirovich-Danchenko to establish their own
school.

The fact that part of the Bulgarian actors were
interested and well acquainted with the quests of
Stanislavsky and the Moscow Art Theatre’s actors
did not mean that their experience was systemati-
cally applied on the Bulgarian stage. Undoubted,
however, was the influence that not only the contact
with the Moscow Art Theatre but also with the Rus-
sian theatre as a whole, affected the majority of our
actors. What was characteristic of the method of
work, especially in the performances by Nikolai O.
Massalitinov, was: the attempt for more complete
representation of the reality and of the socio-psy-
chological processes; the search for greater com-
plexity of human relationships; the cultivation of
the sense of ensemble; the indepth analysis of the
psychology of the image and the revelation of both
the individual and the typical features of the charac-
ter; the insight into the spiritual life of the character
through the pursuit of transformation; the achieve-
ment of likelihood in physical behaviour; natural-
ness in intonation, etc.

XOBHMSI KMBOT Ha I'eposi Upe3 CTPEMEK KbM Ipe-
BBIUTBILIEHHUE; OCTUTaHe Ha MpaBJoNog00ue BbB
(bU3NYECKOTO MOBE/IEHUE; ECTECTBEHOCT B MHTOHA-
LMUTE U IIp.

Ilo oTHomeHHMe Ha JpaMaTyprusara Obirap-
CKMST aKThOp CE€ YyBCTBa Haill-ylOTHO B OMTOBa-
Ta Jipama, KOSTO JJaBa Bb3MOXXHOCTH Ha W3I'bJI-
HUTEJISI Hall-ITbJIHOLIEHHO J1a C€ U34BU B OJIU3KU
10 mpuponata My o6pasu. Ilomrennato mo-o6-
110, ObJITapckara jpama Mpes3 TO3M NepUoj pas-
KpUBa /0 TojisiMa CTeNeH a(UHUTET Haii-Bede
KbM OUTOBH M ApeOHOOYyp)koa3HU MOTHBH. ToBa
He Ipeyu 00auye aKkThbOPUTE Aa M3rPajsAT HAKOU
OT Hali-3allOMHSIIIUTE c€ 00pa3u UMEHHO B POJI-
HUTE MUECH.
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,,Pesuzop “ om H. I'oeon,
peoic. Huxonaii. O. Macanumunos,

Hapooen meamwvp, 1928

Revizor (The Government Inspector) by N. Gogol,
dir. Nikolay O. Massalitinov,
National Theatre, 1928

Regarding dramaturgy, the Bulgarian actors felt
most cosy in the domestic drama, which gave the
performers the fullest opportunity to present imag-
es close to their nature. More generally, the Bulgar-
ian drama during that period revealed a great deal
of affinity mostly for domestic and petty-bourgeois
motives. That did not prevent actors from building
some of the most memorable images in Bulgarian
plays.

The Russian realistic drama was also a favour-
ite of the actors. It responded largely to their at-
titude to forceful dramatic emotion, intonation
characteristic, and sense of stage truth. The Bul-
garian actors also experienced their peaks in the
classical West European drama that required pre-



Pyckara peanucTthdHa gpaMaryprus ChILO €
Cpel IPEANOYUTAHUTE OT aKThOpUTE. 151 OTroBa-
psA A0 rojsMa CTEIEH Ha TAXHATa Harjuaca KbM
CUJIOBAaTa JpaMaTU4yHa €MOLMs, MHTOHALMOHHA-
Ta XapaKTEpHOCT U YyBCTBOTO 3a IpaBaa. bbi-
rapCKUTE aKThOPHU OeliekaT CBOUTE BHPXOBE U B
KJIacM4ecKaTa 3amaJHOEBpOIIeiCKa JIpamMaryp-
IUs, W3UCKBAlla MPEUU3HOCT IO OTHOILCHHE
Ha TEKCTa, CIla3BaHE HA JIOTMKaTa Ha MEpPEHa-
Ta ped, KOATO MOHSAKOra NPEeMHUHAaBa B JIeKJIaMa-
LU, Ipeanonarama TO4YHOCT Ha JKeCTa, 1103aTa,
MU3aHclieHa U 1p. B monepuure nuecu na M6-
ceH, Ctpunabepr, 3ynepman, XaynrtMmad, Metep-
JIMHK U Jp. ce OTOesA3BaT caMO MHIUBUYaIHU
AKTbOPCKHU YCIIEXH.

B nepuona Mexnay ABeTe CBETOBHH BOWHH C€
CMEHAT MyOJMYHUTE HAIJIaCH U C€ OChILECTBSIBAT

,Tonemanoe“om Cm. JI. Kocmos,
peoic. Huxonaii. O. Macanumunos,

Hapooen meamwp, 1928

Golemanov by St. L. Kostov,
dir. Nikolay O. Massalitinov,
National Theatre, 1928
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cision in terms of the text and observing of the
logic of the verse, sometimes passing into decla-
mation, and that implied precision of gesture, pos-
ture, mise-en-scene, etc. In the modern plays by
Ibsen, Strindberg, Sudermann, Hauptmann, Mae-
terlinck, and others, only individual acting suc-
cesses were noted.

In the period between the two world wars, public
attitudes changed and further modernization pro-
cesses took place. An important stage in the devel-
opment of our theatre was related to the appearance
of the director and to the increasing requirements
for ensemble for the sake of the performance as a
whole.

The imposition of the ideas of modernism in the
Bulgarian theatre was associated with the directors
Geo Milev, Hrisan Tsankov, Isac Daniel, Boyan

MO-HAaTaTbIIHU IIPOLCCHU HAa MOACPHU3ALUA. Ba-
JKCH €Tall OT pa3sBUTUCTO Ha TC€AaTbpa HU € CBbP-
3aH C ITosgBaTa Ha pEXKHUCbOpa 1 C ITIOBUIITABAHETO HA
M3UCKBAHMATA 32 AaHCAMOJIOBOCT B UMETO Ha CIIEK-

TaKbJja KaTo Ls10.

Hanaranero Ha naente Ha MoJAEepHU3MA B OBJI-
rapckusi Tearbp ce CBbp3Ba ¢ pexucropure [eo
MuneB, Xpucan IlankoB, Mcak lanuen, bosnH
JanoBcku, Huxonmaii ®on u ap. Bw3nuranunm
MpeAUMHO HA HEMCKOE3WYHU IIKOJIU, T€ Ca IJaB-
HUTE MPOKJIAMATOPH HA 3alaJHOEBPONEHCKUTE
BestHHS. >

Enun ot Haii-u3sBeHWTE OBITApCKH TeaTpal-
Hu Monepuuctu [. Munes B cBos manudecr ,,Ie-
aTpaJiHO M3KYycTBO OT 1918 e kareropuyeH, ue B
MOJICPHHSI T€aThp ,,PEKUCHOPBT € AYXbT, KOUTO
o0euHsIBa ¥ PHKOBOAM KbM >KEJIAHUS XY/IOKECT-
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,, Onusinenue “ om A. Cmpunobepe,
peoic. Xpucan Llankos

Hapooen meamwvp, 1925

Opiyanenie (There are Crimes
and Crimes) by A. Strindberg,
dir. Hrisan Tsankov,

National Theatre, 1925

Danovski, Nikolay Fol, etc. Alumni mostly of Ger-
man-language schools, they were the main promot-
ers of the West European whiffs*®.

One of the most prominent Bulgarian the-
atrical modernists, G. Milev, in his manifes-
to Teatralno Izkustvo of 1918, proclaimed that
in the modern theatre “the director is the spir-
it that unites and guides the work of the individu-
al actor and of all actors together (ensemble) to
achieve the desired artistic result. The entire stag-
ing of a play is in the director’s hand so that the-
atrical art is actually art of the director. The di-
rector creates the actor, directs the play of the

56 Ylopaanos, Huxonait; Monumues, Pomeo; Hukonosa, Ka-
menmst; leueBa, Bronera; CracoBa, Moana. HUctopus Ha ObaTap-
ckust tearbp: T. 4—Codust: MHCTHTYT 3a M3cpeaBaHe HAa HU3KYCT-
Bara — bAH, 2011.



., Kopuonan* om V. lllexcnup,
peoic. Hcax Jlanuen,

Hapooen meamuvp, 1931

Coriolanus by W. Shakespeare,
dir. Isac Daniel,
National Theatre, 1931

BEH pe3yiTar paboTara Ha OTIEIHHS aKTbOp U Ha
BCHYKH aKThOPH 3aeAHO (aHcamObi). B ppkara Ha
pEeKUChOpa CTOM I1sIaTa TIOCTAHOBKA HA eTHA TIHe-
ca, 3aT0Ba TEaTPAIHOTO H3KYCTBO € BCBIIHOCT
M3KYCTBO Ha PEXHUChOpa. PexuchopbT cbh3maBa
aKThOPa, HACOYBA UTPATA Ha aKThOPA, CH3aBa JIe-
KOpHUTE, aBa HJesTa Ha JEKOPATUBHUS XyIOKHHK,
Ch3/1aBa OCBETIICHHETO, Ch3/1aBa My3HKaTa Ha JHa-
qora unp*.y’

B pexucrsopckara cu pabora ['eo Munes ce
CTpeMH KBbM IIOCTHTaHE Ha EAWHCTBO MEXKIY
BBHITHUTE W BbTpEImIHUTE (HOPMHU Ha W3pa3siBa-
HE — JICKOPH, KOCTIOMH, OCBETIICHHE, My3UKa, aK-
THOPCKO MaicTOpcTBO, pUTHM U T.H. Toit e yOe-
JICH, Y€ B U3IIBIIHEHUETO TPsOBA Ja C€ MOCTUTHE
MaKkcHMajeH e(peKT ¢ MUHUMAaJIHU cpeacTBa. B
CBIIOTO BpEME TOW T'OBOPU 32 MOHYMEHTAJHOCT
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actor, creates the scenery, gives ideas to the decora-
tive artist, creates the lighting and the music of the
dialogue, etc.”’

In his directorial work, Geo Milev strived to
achieve unity between the external and the inter-
nal forms of expression: scenery, costumes, light-
ing, music, acting, thythm, etc. He was convinced
that the performance should achieve maximum
effect with minimal means. At the same time, he
spoke about monumentality and spectacle, ide-
as close to M. Reinhardt’s quests, especially in
the mass scenes; to A. Appia in the direction of
his concepts of the role of the rhythm, music, and

57 Muaes, T'eo. Tearpanto uskyctso. Crapa 3aropa. // Besnu,
1918. Lut. no: MuJaes, ['co. Crunnenns B 3 T.. T. 2—Codust:
Benrapckn mmcaren, 1976, c. 89. http://www.znam.bg/com/
action/showBook?bookID=920&elementID=487&section]D=5
(mmoceren Ha 05.08.2022).

Y 3PETUIIHOCT, UAeHu OJIM3KU 10 ThPCEHUsATa Ha
M. Paiinxapa, oco6eHO B 00jlacTTa Ha MacOBH-
T€ ClIeHU; Ha A. ATina B MOCOKa HA KOHLETIIIUUTE
My 3a poJisiTa Ha pUThbMa, My3HKaTa U CBETIMHA-
Ta B M3I'BJIHEHUETO; Ha nipeactaBute Ha . Kpeir
3a (yHKIIMOHANMHATA CclieHOTpadus, CICHUIHU-
Te e(heKTH U aKThOpa CBPbXMApPUOHETKA, KAKTO U
Ha OMO-MexaHMKaTa U KOHCTPYKTHBHU3Ma Ha Bc.
Meiiepxo.

Hsixoun oT Te3u cBOM TEOpEeTUUHH pa3padoT-
ku [. MuneB ce onuTBa 1a peajnu3upa Ha CIleHa-
Ta ¥ J1a TU IPUTOIHN KbM OBITaApPCKUTE KYITYPHH
YCJIOBHUS B HIKOJIKO CBOM MPEACTABICHUS KaTO
»Enun map* or Codoxsa B Crapa 3aropa npes
1915 r., B k0OifTO Hrpast nroduTeNnu; ,,MbpTBEII-
ku TtaH“ ot A. Ctpunnbepr B Hapognus Ttea-
Tbp npe3 1919 r.; ,,Maca gyosex* ot E. Tonep B
Tearsp ,,Penecanc® npe3 1923 r. u B HEAOBBP-
LICHUS CH €KCIIPECUOHUCTUYEH MPOEKT ,,EnekT-
pa“ or X. ¢on Xodmancran, noarorssH 3a Ha-
poaHus Tearsp.®

Jlpyrara kpymHa pexuchopcka (urypa cien
ITepBaTa cBeToBHa BoitHa € Xpucan IlaHKOB.
To#t ce omuTBa aa mpokapa cBoute pedopma-
TOPCKH MOCTAHOBBbYHHM NMPUHLUIIHN, KOUTO OBJA-
ngBa B ['epmanus B Hauanoto Ha 20-Te TOOUHM.
[To-pano (1911-1912) Xp. [{aHkoB € uMan Bb3-
MOXHOCT JIa C€ 3alo3Hae U ¢ METOAMTE Ha pa-
6otra B MXT B Mocksa. [lankoB yuu nipu n-p U.
@. IIImut B TeaTpanHuTe cTyauu Ha Makc Palin-
XapJ ¥ € CUJIHO TOBIHUSH OT UJEUTE Ha MPOoUy-
THUSI PEKUCHOP, KOUTO MBPBO c€ 00ydaBa KaTo ak-
THOP B HaTypaJMcTHYHaTa mkoja Ha OTo bpam
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light in a performance; to E. G. Craig’s insights
into the functional scenography, the stage effects,
and the Uber-Marionette actor as well as to the
bio-mechanics and constructivism of Vs. Meyer-
hold.

G. Milev tried to realize on stage some of those
theoretical works and to adapt them to the Bulgar-
ian cultural conditions in several performances of
his such as Edip Tsar (Oedipus Rex) by Sopho-
cles in Stara Zagora in 1915, in which amateurs
played; Martveshki Tants (The Dance of Death)
by A. Strindberg in the National Theatre in 1919;
Masa Chovek (Masse Mensch) by E. Toller at Re-
naissance Theatre in 1923, and in his unfinished
expressionist project Elektra by H. von Hofmann-
sthal, prepared for the National Theatre.>®

Another major director after the World War
I was Hrisan Tsankov. He was trying to push
through his reformist production principles which
he had mastered in Germany in the early 1920s.
Earlier (1911-1912), Hr. Tsankov also had the op-
portunity to get acquainted with the methods of
the Moscow Art Theatre. Tsankov studied at Dr.
I. F. Schmidt at Max Reinhard’s theatrical studi-
os and was heavily influenced by the ideas of the
famous director who had received his education
at Otto Brahm’s naturalistic school and played at
Deutsches Theatre. As a producer, Reinhardt was
known for his eclecticism, where each production
had its own style. During his 40-year creative life,

% HukosioBa, Kamenus. EKCIIPECHOHHCTHYHHUAT TeaThp H
e3uKbT Ha TsU10T0. — Codust: YHHUBEPCUTETCKO M3IAaTENICTBO ,,CB.
K. Oxpuncku®, 2000.



u urpae B ,Jloiuec tearsp®. Karo mocraHos-
yuK PaliHxXapa € u3BEeCTEH ChC CBOS €KJIEKTU3BM,
P KOMTO BCSIKA MTOCTaHOBKAa MMa CBOM cOOCT-
BeH ctuil. IIpe3 cBos 40-roguiieH TBOpUECKH
JKUBOT MPEMHUHABA Npe3 pa3inunu etanu. Cpen
MO-BAKHUTE OCOOEHOCTH Ha HErOBUTE MPOIYK-
UM Ca MOHYMEHTAJIHOCTTA, BHYIIUTEITHUTE Ma-
COBHU CLEHHM, U3MOJI3BAHETO HA KPYIIHHU E€KCIIpe-
CHOHHMCTHUYHM JKECTOBE OT CTPAaHA HAa aKTbOPUTE,
ocobeno npe3 20-te ronunu. OT apyra crpaHa
TOU MpaBU M TBHPJIE KaMepHU nmocTaHoBKU. O0-
LI0TO B PEXHUCBOPCKUTE MYy THPCEHMS CE€ OIpe-
Jensl OT CTpeMerka Ja IMoTals 3puTeis B €IUH
MIO-pa3JIMYEH CBAT, Jajiey OT PyTUHATa Ha BCEKU-
JTHEBUETO.

Bnusnuero, xoero oxas3pa PaliHxapn karo
NIOCTaHOBYMK BBpXYy llankoB e cunHO. KbM
HEro JOpU ca OTIpaBIHM OOBUHEHMS 3a IOA-

,, brazopoonuxvm *
om JK.-b. Monuep,
peoic. Xpucan Llankos,

Hapooen meamuvp, 1929

Blagorodnikat (Le Bourgeois
gentilhomme) by J.B. Moliere,
dir. Hrisan Tsankov,

National Theatre, 1929
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he had gone through various stages. Among the
most important features of his productions were
the monumentality, impressive mass scenes, the
use of major expressionist gestures by the actors,
especially in the 1920s. On the other hand, he
made productions for small audiences, too. The
general in his directorial quests was determined
by the desire to immerse the spectator a different
world which was far from the routine of everyday
life.

Reinhard’s influence as a performer on Tsankov
was strong. He was even blamed for imitation, es-
pecially in connection with the allegedly scandal-
ous performance Blagorodnikat (Le Bourgeois gen-
tilhomme) by J. Moliere (1929). That performance,
however, remained in the history as one of the first
attempts for a more eccentric and expressive acting,
fitting in the general director’s idea of the condition-

paxareyicTBO, 0COOEHO IO IMOBOJA OOSBEHOTO
3a CKaHJAJHO NpeJCTaBleHHe Ha ,braropoa-
HUKBT — JK. Monuep (1929). To3u cnexkrakbi
o0aye ocTaBa B UCTOPUATA KaTO €IUH OT Ibp-
BUTE ONUTHU 3a IO-€KCLEHTPUYHA U EKCIpe-
CHUBHA aKThOpPCKa UTpa, BIHCBAIIA ce B 0OmIus
PEKHUCBOPCKU 3aMUCHJ 3a €JHO YCJIOBHO, HO-
BaTOPCKO, E€KCIEPUMEHTAIIHO IIPEICTaBICHHUE.
XynoKHUKBT AJleKCaHIbp bOoXXUHOB ompene-
751 cueHorpa)CKuTe PelIeHUss U KOCTIOMOIpa-
¢usTa Ha Makc Menrep 3a crnekrakbiaa Ha Xp.
[{aHKOB KaTo ,,THPKECTBEHO YECTBYBAHE HA KY-
OMCTHMYHMS M JNajauctuyeH ¢yTtypuszbM B Ha-
poaHus TeaTsp*.

Makap B OCTaHOBKUTE CHU J1a MpUJIara Hayye-
HOTO B ['epMaHus 1 a ce CTpeMU KbM eIHa TO-sIp-
Ka 3pEeNMIIHOCT, pa3Max, MoJieT Ha (paHTa3usTa,
KaKTO U MOCTUTAHE Ha OOILI CTUJ B aKThOpCKaTa
urpa, pexucbopbT Xp. LlaHKkoB He BUHAru ycrssa
Jla peajiu3rupa TBOPUECKUTE CU HamepeHusd. |as-
HUTE IPUYMHHU CE KPUAT B JIMIICATAa HA TPAIULUH B
Ta3u HACOKA U ChOTBETHO Ha MOATOTBEHM 3a €IUH
MI0-MOJIEPEH THII TeaTbp aKTbOpCcKU Kajapu. [loka-
3aTEJIHU B TO3U CMUCHII €a JIBETE My IIPOCTPaHHU
TEOPETUYHHU CTYIHH: ,,I3KyCTBOTO Ha peKuchopa‘
1 ,,[BOpPYECTBOTO Ha aKTHOPA — MPOOJIEMH U TICHXO-
JIOTHA", B KOUTO TOM JUCKYTHPa U3KYCTBOTO Ha pe-
KHUCbOpa U POOIEeMUTE, CBbP3aHU C TICUXOJIOTHSI-
Ta B TBOPYECTBOTO HA aKThOpa. B TAX TOHN M3iara
CBOMTE BI)KJAHUS 3a CIIEU(DUKUTE HA PEXKUCHOP-
ckara paboTa 1 akThopckara urpa.®

Cpen no-uHTEpECHUTE MOJAEPHH, OChBpEMe-
HEHU U KaTo LSJIO YCJIOBHO-EKCIPECUBHU MOCTa-

6. bvneapckusim meampanen XX eex

81

al, innovative, experimental performance. The paint-
er Aleksandar Bozhinov described Max Metzger’s
stage and costume designs for the performance of
Hr. Tsankov as “a solemn celebration of cubist and
dadaist futurism at the National Theatre™.

Although in his productions he applied his expe-
rience gained in Germany and strived for a brighter
spectacle, dash, a flight of fantasy as well as achieve-
ment of a common style in acting, the director H.
Tsankov did not always succeed in realizing his cre-
ative intentions. The main reasons were the lack of
traditions in that direction and, respectively, of ac-
tors prepared for a more modern type of theatre. In-
dicative in that sense were his two lengthy theoreti-
cal studies: Izkustvoto na Rezhisyora (The Mastery
of Director) and Tvorchestvoto na Aktyora — Prob-
lemi i Psihologia (Actor s Work — Problems and Psy-
chology), in which he discussed the art of directors
and the problems related to the psychology in actors’
work. In them, he expressed his vision of the specif-
ics of the work of directors and of acting.%

Among the more interesting, modern, up-to-
date, and conditionalexpressive productions after
the West European classics of the students of Ger-
man and Austrian schools, Daniel Fol and Danovski,
were: Coriolanus, W. Shakespeare, 1931; Mnimiyat
Bolen (La Malade Imaginaire), ] B Mollier, 1931 —
directed by 1. Daniel; Wilhelm Tell, Fr. Schiller, 1931

¥ BoxkuHOB, AjexcaHabp. THPKECTBEHO YECTBYBaHE Ha
9

KyOMCTHYHUS W JanauctuueH QyTypusbMm B Hapomuus teatsp. //
Cso600Ha peu, 1929, 6p. 1721, c. 2.

¢ IlankoB, Xpucan. Hacnencrso. Cwer.: Mckpa Ilankosa,
Kpucruna Tomesa, MBan [lparommuos. C., Banentun TpasHos,
2003, 329-406.



,, Bunxeam Ten “ om @p. [lunep,
peoic. Huxonaii Do,

Hapooen meamuvp, 1931

Wilhelm Tell by Fr. Schiller,
dir. Nikolay Fol,
National Theatre, 1931

HOBKHM TI0 3allaJIHOEBpONEHCKaTa KiIacuka Ha
yuunute B ['epmanus u Asctpus Jlanuen, ®oin u
Hanoscku ca ,,Kopuonan®, V. lllekcnup, 1931,
~Muunmusar 6onen”, XK.-b. Monuep, 1931 — pex.
N. Hanuen; ,.Bunxenm Ten*, ®p. [unep, 1931
— pex. H. ®om; ,,Kpenutopu“, O. npo banzak,
1935, ,,Kakro Bu ce xapeca®, V. lllexcriup, 1936,
nYuunuiie 3a cruietHu®, P. llepunan, 1938 —
pex. b. JlanoBcku. 6!

Borpekn HeocmopuMHsi CTPEMEXK Ha PEKHU-
ChOPUTE 3a NPUJIAraHETO U aJaTUPAHETO Ha OBJIa-
JICHUTE B 4y)XOWHA 3HAHUS, €Ba JIU € MPaBOMEp-
HO JIa C€ TOBOPHU 3a MPSIKO MOAPAKaHUE HA TOUHO
orpeseneHu 3amaaau moaenu. [lo-ckopo Ou cren-
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— directed by N. Fol; Kreditori (Creditors), O. de
Balzac, 1935, Kakto Vi se Haresa (As You Like It),
W. Shakespeare, 1936, Uchilishte za Spletni (The
School for Scandal), R. Sheridan, 1938 — directed by
B. Danovski.®!

Despite the undisputed aspirations of the direc-
tors for application and adaptation of the knowl-
edge gained abroad, it was hardly fair to speak
of direct imitation of some well-defined West-

! Haponen tearsp ,,MBan Bazos* / Jlerormc: siHyapu 1904—
roru 2004; Baxk. ﬁOp}IaHOB, Huxomnaii, [lonunues, Pomeo; Huko-
gaoBa, Kamenus; /leueBa, Buosnera, CnacoBa, HNoamna. Hcropus
Ha Obarapekus tearsp: T. 4—Codusi: MHCTUTYT 3a n3cneqBaHe Ha
n3kycreara — BAH, 2011.

BAJIO Jla C€ ThPCAT HAKAKBU TEHJEHIIMH, IUIO] Ha
CMECEHH BIIUSIHUS.

BaxkeH acmekT OT mocTtaHoBbUHATa paboTa
Ha PEXHUChOPUTE IO MBTA KbM MOJAEPHU3Upa-
HE Ha Tearbpa CTaBa M300pa3UTEIHOTO pelle-
Hue Ha criekraknute. Heo6xoammo e ia ce orde-
JI€KHU, Y€ C MosiBaTa Ha PeXUChOpPa, B MOJEPHUS
CMHCBHJI Ha TOBA IIOHATHE, POJISATA HA CLIEHUYHA-
Ta Cpe/ia KaTo HOCHUTEN Ha ONPEEIICHN KOHIIeT-
TyaJHU UJEH 3amoyBa Jla urpae Bce MO-royigMa
pOJIs B TEATHPA.

OT M3KIIIOYUTENTHO 3HAUYCHUE 32 MO-HaTaThII-
HOTO MOJEPHM3UpPAHE Ha ObIrapckus Tearbp ce
OKa3BaT HACTBIWINTE IMPOMEHH B 00JacTTa Ha
cueHorpadusra npe3 kpasg Ha 20-te u 30-Te ro-
nuHU. ENHO OT BakHMTE CBOUTHS € OTKpHBa-
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ern models. Rather, some tendencies, the result of
mixed influences, should be sought.

An important aspect of the work of the direc-
tors on the way to modernizing the theatre became
the visual aspects of the performances. It should be
noted that with the appearance of the director, in
the modern sense of the notion, the stage environ-
ment — as a bearer of certain conceptual ideas — be-
gan to play an increasing role in the theatre.

Of great importance for the further moderniza-
tion of the Bulgarian theatre were the changes that
occurred in the field of scenography in the late
1920s and 1930s. One of the important events was
the opening of the restored from the fire building
of the National Theatre on 17 March 1929. The
new stage conditions were a prerequisite for much

,, Kaxmo eu ce xapeca “ om V. Illexcnup,
pedxc. boan [lanoecku,

Hapooen meamwp, 1936

Kakto Vi Se Haresa (As You Like It)
by W. Shakespeare, dir. Boyan Danovski,
National Theatre, 1936



HETO Ha Bb3CTAHOBEHATa OT MOXKapa crpaja Ha
Haponuust teatsp Ha 17 mapt 1929. Hosure
CLIIEHHUYHHM YCIJIOBHS Ca MPEANOCTaBKa 3a Jajed
MO-UMIIO3aHTHU U MaIlllaOHU CIICHUYHH peann3a-
UM B CPABHEHME C IIECTIOAUIIHUS IEPUOJ IIpe-
nu ToBa. Te ce oTpassiBaT Ha ISIJIOCTHOTO pas-
BHUTHE Ha TeaThbpa 0COOEHO 3a paslupsiBaHE Ha
IIOCTAaHOBBYHUTE BB3MOXKHOCTH Ha pEXKHUCypa-
Ta U 3a PA3BUTUETO HA AKTHOPCKOTO U3KYCTBO OT
nepuoa.

Axo npe3 20-Te ce U3M0a3BaT MOBEYE Celle-
CUOHHO-JICKOPAaTUBHU MPUHOMU WJIH TpaJu-
MOHHHU HATypaJUCTUYHO-OUTOBH €IIEMEHTH,
to nipe3 30-te rogunu B Hapoguus teatsp ce
ouepraBa TEHACHIUATA KbM H3TPAXKIAHETO Ha
MO-KOHCTPYKTUBHU Aekopu. [Ipe3 30-te mo Ha-
4yasioTo Ha 40-Te roNMHU BHBEXAAHETO HA JIEKU
(yHKIIMOHATHU JICKOPH MTOCTETICHHO CTaBa IMpe-
obOnajgaBaiia Mocoka B CHEHOrpa)CKUTE Thp-
cenus Ha EBrenmii Bamenko, Ilenuo I'eopru-
eB, [IpecnaB Kbvpmoscku, UBan Munes, lBan
ITenxoB, Acen IlonoB u ap. ToBa B roysima cre-
TI€H € CJICACTBUE HA MMO-MOJICPHUTE TEXHUYECKU
Bb3MOXXHOCTH HAa HOBATa CII€Ha, KOUTO C€ Chye-
TaBaT ¢ MO-00IIM KOHUENTYyaJHU UJEU B AyXa
Ha €BPONEHCKUTE PEKHUCHOPCKH M ClieHorpad-
CKM BIDKJIaHUS 32 (PyHKIMOHAIHOCTTAa Ha CIle-
HUYHOTO MPOCTPAHCTBO.

Thpcemuar cBoe MACTO aBaHrapia, KOMTO ce
OMHTBA J]a MPOHUKHE B bbarapust HemocpencTae-
Ho cinen [IspBara cBeTOBHA BOifHA, OBP30 € OMH-
tomeH. OTKbM cpenata Ha 20-Te TOANHH, 32 pa3-
JIMKa OT Mepuojia MPEean U MaJIKO CJIe]] BOMHUTE,
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more impressive and larger stage scenes com-
pared to the previous six-year period. They had
impact on the overall development of the thea-
tre, especially for the expansion of the production
possibilities of directing and the development of
the acting in the period.

While more secession-decorative techniques
or traditional naturalistic-daily life elements were
used in the 1920s, the tendency for elaboration of
more constructivist scenery emerged in the 1930s.
In the 1930s and early 1940s, the introduction of
light functional scenery gradually became a pre-
dominant direction in the scenographic quests of
Evgeniy Vashchenko, Pencho Georgiev, Preslav
Karshovski, Ivan Milev, Ivan Penkov, Assen Pop-
ov, and others. That was largely the consequence of
the more modern technical possibilities of the new
scene, which were combined with more general
conceptual ideas in the spirit of the European direc-
torial and scenographic views about the functionali-
ty of the stage space.®

The avant-garde that was looking for its place
and was trying to penetrate Bulgaria immediately
after the World War I, was quickly tamed. From the
mid-1920s, unlike the period before and shortly af-
ter the wars, there was a tendency to reject Europe-
anization and to rely on uniqueness, which, in es-
sence, represented an anti-modernization reflex and
closure of the culture as a whole.

In line with the public demands of the new,
more  “plebeian”, audience, predominant-

62 lunoBa-PyceBa, Bepa. boirapcka cuenorpadust. — Codust:
boearapcku xynoxnuk, 1985, c. 180-210.

., Enenoeo yapcmeo “ om I'. Paitues, peoic. FO. Aroesnes, cyen. Acen Ilonos, Hapooen meamup, 1934
Apxus: Myszeti Hapooen meamup (obpabomra Heo Xaodcumuwes).

Elenovo Tsarstvo (Deer s Kingdom) by G. Raychev, dir. Yu. Yakovlev, scenographer: Assen Popov, National Theatre, 1934
Archive: National Theatre Museum (processed by Ivo Hadzhimishev)

ce odepTaBa TCHICHIIMATA 32 OTXBBPISHE HA €B-
porien3anusiTa 1 yrnoBaBaHe Ha CaMOOWTHOCTTA,
KOWTO TIO CHITHOCTTA CH MPEIICTABIISIBAT AaHTUMO-
JIEpHU3AIMOHEH peieKc U 3aTBapsHE Ha KYITY-
para KaTo 1s10.

Cr00pa3HO 0OOIECTBEHUTE U3UCKBAHKS HA HO-
Bara ,,no-myedeiicka’ mybnuka, oOXBalara mpe-
JTUMHO TIPEJICTABUTENIN HA CpeHATa U IpeOHOOYP-
JKOa3Hara KJiaca, a U Ha MHTEJIUTCHITUATA, YeCTO Ce
3ajara Ha CIICHHYHOTO U300pa3siBaHe Ha €KETHEB-
HU CUTYaIlH B MO-JOCTHIIHU PEATUCTUIHO-OUTO-
BU (hopMHu.
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ly including representatives of the middle and
small-bourgeois class and intelligentsia, they of-
ten relied on the stage depiction of everyday sit-
uations in more accessible realistic everyday life
forms.

Over the years, the directing in the National rep-
ertory theatre became more conventional and, at the
same time, restrained the actors.

By the late 1930s and early 1940s, domestic
comedies and urban drama with an inclination to
sugary-sweet melodramatism became particularly
popular.



,, Henoznamomo momuue *“ om @p. Monnap,
peodic. H. O. Macanumunos, cyen. Ilenuo I'eopeues, Hapooen meamwvp, 1935

Nepoznatoto Momiche (The Unknown Girl) by Fr. Molnar, dir. N. O. Massalitinov,
scenographer: Pencho Georgiev, National Theatre, 1935

C romunute pexucypara B Hapomuus perep-
TOApPEeH TeaThp CTaBa BCE IMO-KOHBEHIMOHAIIHA U
CBIIIEBPEMEHHO ,,00y3/1aBaIa‘ akTbopa.

KbMm kpast Ha 30-Te 1 HauanoTo Ha 40-Te roIuHU
JOMAIITHUTE KOMEINH U TpajcKara Jpama ¢ YKIOH
KbM CJIaJHUKABUs MEJOpaMaTu3bM MpUI00HBaT
0co0eHa MOIyIAPHOCT.

B necetuneruero npenu BoitHaTa ce 3acuiBa Opu-
EHTaIMsTa Ha TIHCATEIUTE KbM UCTOPUICCKUTE CIO-
KETHU ¥ HAI[MOHAJTHOOCBOOOIUTEIHATA TEMATHKA. *
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In the decade before the war, the writers’ orien-
tation to historical stories and national liberation
themes intensified®.

With the approach of the new war, more con-
servative and rightminded attitudes were im-
posed in the public and cultural life. Gradually,

63 Mopnaunos, Huxomait; Ionumunes, Pomeo; Hukomosa, Ka-
menmst; JedeBa, Bronera; Crnacosa, Moama. HUctopus Ha Obi-
rapckust Tearsp. — Codust: UHCTUTYT 3a n3cneBaHe Ha M3KyCTBa-
Ta— BAH, 2011, c. 115-189.

‘

,, Ompoue om mwvoicku non
om I Kapausanos,

pedc. H. O. Macanumunos,
Hapooen meamwp, 1942.

Apxus: Myseit Hapooen meamuvp
(obpabomxa Mo Xaosicumuuies).

Otroche ot Mazhki Pol (An Infant
of Male Gender) by G. Karaivanov,
dir. N. O. Massalinov, National
Theatre, 1942 Archive: National
Theatre Museum (processed

by Ivo Hadzhimishev)
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,,Xan Tamap *“ om H. Hxonomos,
peoic. Huxonaii. O. Macanumunos,
Hapooen meamwp, 1940

Han Tatar by N. Ikonomov,
dir. Nikolay O. Massalitinov,
National Theatre, 1940




,, Kanun Openvm “ om H. Hxonomos, pesc. Huxonau O. Macarumunos,
Hapooen meamwvp, 1941. Apxue: Myseit Hapooen meamwp,
(obpabomxa Mo Xaoscumuuies).

Kalin Orelat (Kalin the Eagle) by N. Ikonomov, dir. N. O. Massalinov, National Theatre, 1941
Archive: Nation Theatre Museum

C nabnmmkaBaHETO Ha HOBAa BOWHA CE€ Hayarar
MO-KOHCEPBAaTUBHU U JIECHH HAaIvlach B OOIIECT-
BEHHUS U KYJITypeH kHUBOT. [locTenenHno, mMakap u
KaHaJU3WpaHO B PYCIOTO HA €IMH YMEPEHO KOH-
CEpBATUBEH MOJEI 3a PENepToapeH Tearbp, W3-
KycTBOTO B Hapomuusi Tearsp mpoabipkaBa aa ce
MOJIEPHU3UPA, CIEIBaKU CTBIIKUTE Ha €BPOIICH-
CKOTO TeaTpajHo pa3BUTHE OT Kpas Ha XIX u mbp-
Bara rnojoBuHa Ha XX B.
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though channelled into a moderately conservative
model for a repertory theatre, the art of the Na-
tional Theatre continued to modernize by follow-
ing the steps of the European theatre development
from the end of the 19th and the first half of the
20th century.

CTYIEHATA BOMHA

Cnen Bropara cBeToBHa BoitHa 3amouBa CTy-
JeHaTa BoiiHa. TepMUHBT NpUHAAJICKU HA OpH-
taHckus nucaren Jpxopmx Opyen, KoiTo ro
W3I0JI3Ba 32 MMbPBU II'BT B €CETO CH ,, [ ¥ U aTOM-
Hara 6om6a“. Toit mume: ,,Moxe Ou mpesn Hac
ce 3aJaBa He OOl KpaX, a ernoxa, KosATo Lie €
y’KacsiBalllo ycToWuuBa, 1og00HO Ha pobOoBia-
NEJICKUTE HMMIIEpUU OT JOPEBHOCTTA... TOBA €
€IMH BUJ MUpPOIIE], €AUH BUJ yOexaeHus u
colMaliHa CTPYKTypa, KOSITO BEPOSATHO Ill€ HaJl-
Jiesnee B JaJieHa IbpXkKaBa, KOSATO € €AHOBPEMEH-
HO HenoOeIrMa M B MOCTOSHHO ChCTOSIHUE Ha
,,CTyJIcHa BOWHA ChC CBOUTE Chcean™.%

ITo Bpeme Ha CryneHara BoWiHa M3KyCTBOTO
CTaBa OpbXKUE 3a MpOKJIaMUpaHEe Ha MpeacTa-
BUTE 3a ,,IB€ KYJITYpHU  — KallUTAJIUCTUYECKA U
COLMAJINCTUYECKA U 3a IBE Pa3IMYHU UJCHTHUY-
HOCTHU — U3TOYHA M 3aIlaJIHOEBPONEHCKA, OTCaM
H OTTaThK ,,)KeJIsI3HaTa 3aBeca’’.

[TonsiTueTo ,,xensa3Ha 3aBeca” ce CBbpP3Ba C
npoyyTara ped Ha YUHCTBH Ubpuui npex ayau-
TOpHUs B YECTMHHCTBPCKHS KOJIEXK BbB DYITEHH,
Mucypu Ha 5 mapt 1946 r. ,,Cyxoxunusara Ha
Mupa‘, mo-u3BecTHa Karo ,,Peu 3a ,xens3Hara
3aBeca’.

B Hes BIMATENHUAT OPUTAHCKU MOJUTUK
IIpaBU CBOSI HEABYCMMCIIEH KOMEHTap Ha Clel-
BOCHHATa MOJUTHYECKa cutTyauus B EBpoma,
KOSITO JIeCeTUJIeTUs Hapes e Oble MOoAIbp-
’KaHa U 1€ HacaXk/la aHTarOHU3bM MEXAY Ibp-
’KaBUTE ,,0TcaM‘‘ U ,,0TTaThK": ,,0T Illueunn Ha
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THE COLD WAR

The Cold War started after the World War
II. This term originates from the British writer
George Orwell, who used it for the first time in his
essay You and the Atomic Bomb. He wrote: “We
may be heading not for general breakdown but for
an epoch as horribly stable as the slave empires
of antiquity... that is, the kind of world-view, the
kind of beliefs, and the social structure that would
probably prevail in a state which was at once un-
conquerable and in a permanent state of ‘cold
war’ with its neighbors”.%

During the Cold War art became a weapon for
proclamation of the ideas of “two cultures” — cap-
italist and socialist — as well as of two different
identities — East and West European, on both sides
of the Iron Curtain.

The Iron Curtain concept is related to the fa-
mous speech of Winston Churchill before an au-
dience in the Westminster College in Fulton, Mis-
souri, on March 5th 1946. The Sinews of Peace,
better known as the [ron Curtain Speech.

In his speech, the influential British politician
made his straightforward remark on the post-war
political situation in Europe, which would be
maintained for decades, spreading antagonism
among the countries “on this side” and “on the
other side”: “From Stettin in the Baltic to Trieste
in the Adriatic, an iron curtain has descended
across the Continent. Behind that line lie all the
capitals of the ancient states of Central and East-



Yunemvn Yopuun npousnacs ,, Pey 3a ,, orcenaznama
3aeeca ‘‘ 8 Yecmmuncmuvpckus konextc 668 QCynmuvH,
Mucypu, 5 mapm 1946

Winston Churchill giving the Iron Curtain speech
in Westminster College in Fulton, Missouri,
Sth March 1946

bantuiicko mope no Tpuect Ha AnpuaTuyecko
MOpe KeJsi3Ha 3aBeca ce € CIyCHaJla HaJ KOH-
TUHEHTA. 3aJ Ta3W JUHUS JIe)KaT BCUUKHU CTO-
JIUIM Ha JpeBHUTE AbpkaBu oT LleHTpanna u
N3touna EBpona. Bapmasa, bepnun, Ilpara,
Buena, bynanema, bearpaa, bykypem u Co-
¢bust, BCUYKU TE3W M3BECTHHU TPAJIOBE M Hace-
JIGHUSITA OKOJIO TSX JIeKaT B TOBA, KOETO TPsO-
Ba ja Hapeka ChbBerckara cepa M BCHUKH ca
mpeaMeT MojA eHa uiu apyra ¢Gopma, HEe caMmo
Ha CBHBETCKO BIIMSHUE, HO U HAa MHOTO BHCOKa
U B MHOTO CJIydyad yBeJM4YaBalla C€ CTEIEH Ha
KOHTpOJN oT MockBa. %

Taszu ,. kens3Ha 3aBeca®, pasnenuia EBpo-
ma, € MoXxe OM Hall-KpacHOPEUUBUSAT CUMBOJI Ha
HOBaTa KOH(poOHTaIus, Bh3HUKHAA ciea Bro-
paTa CBETOBHA BOIfHA KaTo MOJUTHUYECKO MpPO-
THUBOMOCTaBsiHE Mek]y CbBETCKHUS ChIO3 C HO-
BONPUCHEIUHUIIUTE CE€ KbM HEr0 CaTEeJIUTHU
nbpxkaBu U CAIll ¢ texnute cpro3uunu. Tosa
nosnara Hayajaoto Ha CTyzeHaTa BOMHa.
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ern Europe. Warsaw, Berlin, Prague, Vienna, Bu-
dapest, Belgrade, Bucharest and Sofia, all these
famous cities and the populations around them
lie in what I must call the Soviet sphere, and all
are subject in one form or another, not only to
Soviet influence but to a very high and, in many
cases, increasing measure of control from Mos-

cow”.%

That Iron Curtain splitting Europe is perhaps
the most eloquent symbol of the new confron-
tation that has occurred after the World War II
as a political opposition between the Soviet Un-
ion together with the satellite countries joining
the USSR and the USA with their allies. This is
how the Cold War started. Following the con-

ferences in Yalta and Potsdam of the Big Three,
Stalin literally acquired Bulgaria, Poland, Ruma-

% Churchill, Winston. The Sinews of Peace (Iron Curtain
Speech). Westminster College, Fulton, Missouri, March 5, 1946.
https://winstonchurchill.org/resources/speeches/1946-1963-elder-
statesman/the-sinews-ofpeace/

Cnen xondepennuure B Snra u Ilorcoam
Ha ,,Tpute ronemMu CraauH OyKBajgHO TOJY-
yaBa bwarapus, Ilomma, PymbHus, YHrapus,
IOrocnasus. B bepnun, Buena u Ilpara ca oc-
TaBEHH PYCKUTE BOMCKH. 3€EMHUTE Ha OIYCTO-
mweHa EBporna ca pasnpeneneHu Mexay BEJIUKU-
Te cuiii. MHOTO CKOpO o0ade CTpaxbT OT pyc-
KaTa €KCIaH3Ws CKOBaBa 3alajJHus CBAT. 3a-
JOKHMK B Ta3W HOBa OWTKa cTaBa bepiuH,
MpeBbpHAN ce BB (POHTOBA JUHUS, IO KOSITO
no-KbCHO mpe3 1961 r. 3amouBa ga ce u3rpax-
Jla 4yJOBUIIHaTa bepiMHCcKa cCTeHa, pa3pylieHa
enpa npe3 1989 r.
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nia, Hungary and Yugoslavia. The Russian troops
remain positioned in Berlin, Vienna, and Prague.
The lands of a devastated Europe were distribut-
ed among the Great Powers. Very soon, howev-
er, the fear from the Russian expansion benumbed
the Western world. Berlin was held hostage in this
new battle and turned into front line, along which
later on in 1961 the construction of the monstrous
Berlin Wall was initiated and it was not until 1989
when it was destroyed.



COOUUA/TMCTUYECKHUAT
TEATPAJIEH KAHOH
U CUCTEMATA
HA CTAHUCJIABCKH

Crnen npeBpara nipe3 centeMBpu 1944 1. Bnact-
Ta € ChbCPEJOTOYCHA B PBIETE Ha JIIBaTa MOJUTH-
gyecka koanmumus ,,OtedectBeH ¢poHT . Ilocte-
MEHHO, KOMYHHUCTHYECKaTa MapTHsl ycIsBa Ja
MOHOIIOJIM3MpPA BIIACTTA U Jia Ch3JaJl€ PEKUM IO
CHBETCKU MOJIEN.

[IpoMeHnuTe B ObATapcKusi T€aThbp, CBbP3AHU C
MIPOLIECUTE Ha HETOBOTO MJIEOJIOTU3HpaHE U TOA-
YUHSIBAHE Ha COLIMAINCTUYECKAaTa JOKTPUHA, 3a-
MOYBarT ole B cpeaara Ha 40-Te TOAUHU.

., bopbama npoowvaxcasa “,
Kpym Kironsaexos, pesic. Huxonati
O. Macanumunos,

Hapooen meamwvp, 1945

Borbata prodaljava (The Fight Goes
On), Krum Kyulyavkov, dir. Nikolay
O. Masalitinov, National Theatre, 1945
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THE SOCIALIST
THEATRICAL CANON
AND STANISLAVSKI'S

SYSTEM

Following the coup d’état of September 1944,
the power was concentrated into the hands of the
left political coalition Otechestven front (Father-
land Front). Gradually, the communist party man-
aged to monopolize the power same as to set a re-
gime by following the Soviet model.

The changes in the Bulgarian theatre related to
the processes of its ideologisation and obedience to
the socialist doctrine started as early as in the mid-
1940s.

EnBa nmu obGaue Ou TpsaOBasio ga ce abCOMIOTH-
3Hpa BIUSHHUETO Ha MOJUTHKATA BhPXY U3KYCTBO-
To. To MMa cOOCTBEHA JIOTHKA Ha Pa3BUTHUE, BbII-
pEeKU Y€ TOJUTHYECKHST €IEMEHT HEMHHYEMO U
MOHSIKOTa IPAaCTUYHO BJIM3a B )KMBOTA Ha OTJEN-
HU TBOpIM. HO MO MPUHIUI TMOTUTHYECKUTE H
COLIMATTHUTE TIPOMEHH HE MOTaT J1a U3MEHSIT BeJl-
Hara ¥ aBTOMaTU4YHO XO/1a Ha ISUIOCTHOTO pa3BU-
THE Ha U3KYCTBOTO. B MBbpBUTE TOMUHU BCE OIIIE
HE € JIOIIO BPEeMETO Ha TOCIOACTBO Ha ,,BUCOKO-
HWJEHHNTE" MAPTUWHNA TUECU ChbC CBbMHUTEIHU XY-
JO’KECTBEHHU IOCTOMHCTBA.

JlenbT Ha CIIeKTaKINTE 1O KIAaCHYECKH MPOU3-
BEJICHHUS HEMOCPEACTBCHO cliea 9 cenTeMBpu €
3HaunTeneH. Upe3 Tazu Ipamaryprusi Obiarapcka-
Ta peXHCypa Ce CaMOOIpeNess U pa3BUBa HAKOU
OT OCHOBHUTE CH €CTCTHUYECKH TeaTPATHH TPHH-
LUITK, TIPaBU OTKPUTHUSL B 00JIaCTTa HA aKThOPC-
KoTO MaicTopcTBo. CBOOOAaTa 32 TBOPUYECKO MH-
TEpIpeTUpane, 3a ThPCCHE HA HOBU (opmu H
XyJIOKECTBEH €3UK, KOSITO JlaBa KJlacuKaTa, MO-
roMara TBOPLUTE B M3TPaXkJIaHETO Ha OOpa3HU
CUCTEMH, PA3JIMYHU OT BCE MO-Oe3aresialiiOHHO
HaJaraHuTe UACOTOTHUECKH MOJIEIH.

TBopuuTe NMpoaBIIKABAT Aa €KCIIEPUMEHTUPAT
Y J1a TPaJsT OCHOBUTE Ha €/1Ba TTOJIOBUHBEKOBHHUS
ToraBa npodecruoHaneH tearbp B bbarapus, cb-
IICBPEMEHHO CJIC/IBAWKH TPATUITUUTE Ha CBETOB-
HUTE U HAITMOHAITHUTE TEATPATTHH JOCTUKCHHS.

[Ipe3 To3u mepuoa ce monaraT yCUJIHs 3a ChX-
paHsSBaHE HA IICHHOCTUTE OT MHUHAJIOTO M ChH3-
JTaBAaHETO Ha HOBHU XYIOKECTBEHH BBHPXOBE B
obnacTtra Ha Tearppa. He Ge3 3HaueHue 3a Ona-
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One should, however, hardly absolutize the influ-
ence of politics on arts. It has its own logic of devel-
opment, notwithstanding that the political element in-
evitably and sometimes drastically affects the life of
individual artists. Generally speaking, though, the po-
litical and social changes cannot amend right away
and automatically the course of the overall develop-
ment of arts. During the first years, the time of domi-
nation of the “highly conceptual” plays of the political
parties with doubtful artistic merits had not come yet.

The share of performances based on classic
works right after September 9th was considerable.
By means of this dramaturgy the Bulgarian theatre
production defined itself and developed some of its
basic aesthetic theatrical principles, made discover-
ies and innovations in the field of acting. The liberty
for artistic interpretation, for searching of new forms
and artistic language provided by classic works
helped the artists in the creation of images, different
from the more and more peremptorily imposed by
the ideological models.

The artists continued experimenting and build-
ing the foundations of the half a century old at the
time professional theatre in Bulgaria, following at
the same time the traditions of the global and nation-
al theatrical achievements.

During this period, much effort was put for
maintaining the values of the past as well as for
creating new artistic peaks in the field of thea-
tre. The appearance of young and gifted actors
was also significant for the favourable develop-
ment of theatre. Some actors among them includ-
ed: Ruzha Delcheva, Andrey Chaprazov, Ivanka



TONPUSATHOTO Pa3BUTHE HA TeaTbpa € MosiBaTa Ha
MJIaIu U TAJIaHTIUBU TBOpuM. Cpex TAX ca ak-
teopuTe Pyxka JlemueBa, Amnzapeit Yampasos,
WBanka [lumutpoBa, Pauko SI6anmkueB, Mapra-
puta [dynapunoBa, Tans MacanutuHoBa, AceH
MunanoB, Anocton Kapamutes, CnaBka CnaBo-
Ba, JItobomup Kabakuues, ['eopru I'eoprues-Ien,
Cnac [[»xoneB, Muna IlaBioBa, ﬁopnaH Mares,
Credan I'enios, Jltobomup Kucenmuku, Buonera
MunkoBa, Buonera baxueBanoBa, Banua [{oiiue-
Ba U Op. Pexxuchopure, KOUTO aKTUBHO padOTAT
B Tearbpa U oOydyaBaT MOKOJICHUS CTYJIEHTH ca:
Mouc benuem, bostn Jlanoscku, Kpbctho Mupc-
ku, Credan Copuaxuen, @unn Oumunos u Jp.
[To-kbCcHO ce mpucwkenuusBar Huxkonai Jlronka-
HOB, EH4o XanaueB, AHactac MuxaiiaoB u ap.

[Tocrenenno obaue MOJUTHYECKUST amapar B
JIMLETO HAa KOMYHHUCTUYECKaTa MapTus HacTbhIIBa
BCE MO-OpyTaIHO CPElly MHAKOMUCIICIIUTE UHTE-
JIUTCHTH.

Cnucanue ,,[earbp® 3amouBa Ja H3JIM3a OT
1946 1. xato ounmanen opran Ha Crro3a Ha ap-
tuctute B bbirapus, kpaero ce myOnMKyBar
BCHUYKM HOPMATHUBHH MAapTUIHU TOKYMEHTH, TEO-
PETUYHU CTaTUM, PEUEH3UH U KPUTHUYECKU OT3H-
Bu. Ouie B IbpBUsI My OpoH, B IporpaMHaTa cTa-
THUSA, U3PUYHO € YKa3aHo: ,,E/lHa OT Hail-BaKHUTE
3a/1a4M Ha ,,[eaTpp’ mie ObAe na naje mpaBUIIHA
UJE0JIOrMYecKa U €CTeTUYECKa HAacOKa Ha Tea-
TpaJIHUTE ICULIM U 3pUTEIIU U C TOBA 1a OTTOBOPHU
Ha M3UCKBAHMATA HA HaIllaTa OT€YECTBEHO(DPOH-
TOBCKa 00IIecTBEHOCT .*® OCHOBHHTE HHCTPYK-
LU, CIyCHAaTH OTTOope, ca HACOYEHU IJIABHO B
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Dimitrova, Rachko Yabandzhiev, Margarita Du-
parinova, Tanya Masalitinova, Asen Milanov, Ap-
ostol Karamitev, Slavka Slavova, Lyubomir Ka-
bakchiev, Georgi Georgiev-Gets, Spas Dzhonev,
Mila Pavlova, Yordan Matev, Stefan Getsov, Ly-
ubomir Kiselichki, Violeta Minkova, Violeta Bah-
chevanova, Vancha Doycheva, etc. The directors,
actively working in the theatre and training gen-
erations of students, were: Mois Beniesh, Boyan
Danovski, Krustyo Mirski, Stefan Surchadzhiev,
Filip Filipov, etc. Later on Nikolay Lyutskanov,
Encho Halachev, Anastas Mihaylov and other ac-
tors joined this group.

Gradually, however, the political apparatus in the
face of the communist party more and more brutally
attacked the opposing intellectuals.

Journal Teatr (Theatre) was first published in
1946 as an official body of the Union of Bulgarian
Actors, where all normative party documents, theo-
retical articles, reviews, and critical overviews were
published.

In its first issue, the Journal explicitly stat-
ed: “One of the most important missions of
Theatre shall be to give a correct ideologi-
cal and aesthetical direction for the theatre fig-
ures and the audience, thus meeting the require-
ments of our Fatherland front’s community’.
The main instructions given from superiors
were mainly focused on the following: “setting
up of contemporary and timely repertoire. Rep-
ertoire in line with the new time. In our coun-

% 3aqaun Ha crrcanueto. // Teamwp, kH. 1, 1946, c. 3.

CIIEHUTE MIOCOKH: ,,Ch3[jaBaHE HA CbBPEMEHEH U
CBOEBPEMEHEH peneproap. Penmeproap, koito na
BBPBH B KPaK C HOBUTE THU. Y HAC Uy BCUUKH Jie-
MOKpaTHyHH Hapoau. Ha mepBo MscTO, Ha Hapo-
IUTEe Ha ocBoOomuTensa Ha yoBeuecTBoTO CCCP,
Oparcka lOrocnaBust u OpaTcKuTe CIaBSIHCKH Ha-
ponu Ha Yexocnosakus u [lonma; cp3naBane Ha
BHCOKOKAYECTBEHH B MJIEHHO U XyJOXKECTBEHO
OTHOIlIEHUEe TnpeacrasieHus. llpencrasinenus,
KOWTO HE TOHAT (HOPMATHCTUYHH MOCTIKEHUS, a
n300pa3siBaHe, MPaBAMBO U BIPHO HA >KUBHS KH-
BOT. Mneonorusra, Mopana u OMTa Ha JHEUIHHS
rpaXaaHuH, pabOTHMK M censHuH. M300pass-
BaHE Ha Mb)Ka M *eHara. Ha nHemiHara miiajgex.
Ha repost Ha Tpyna BeB (abpukara, pabOTHIHH-
1iaTa, MoJjieTo; akKTUBHO y4acTHe Ha TBOPIUTE Ha
TeaTpajHaTa KyaTypa B IPaXIaHCKHUsS U MOJUTH-
YEeCKH JKMBOT B cTpaHaTta. Cb3aBaHe Ha Ipaxkja-
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try and in all other democratic countries. First,
of the people of the liberator of mankind —
the USSR, fraternal Yugoslavia as well as the fra-
ternal Slavic population of Czechoslovakia and
Poland; production of performances of high qual-
ity, both conceptually and artistically. Perfor-
mances not aiming at formalistic achievements,
but portraying truthfully and authentically the
real life. The ideology, the morals, and lifestyle of
contemporary citizen, worker, and peasant. De-
picting man and woman. Today’s youth. The la-
bour hero in the factory, in the work-shop, in the
fields; active participation of the actors of theat-
rical culture in the civil and political life in the
country. Creation of the citizen actor; systematic
and organized improvement of the quality of the
staff; combating all attempts and efforts to plant
ideas in the minds of the Bulgarian people that are

,, @yenme Ogexyna “, Jlone oe Beza,
peoic. Cmegan Copuadoicues,

Hapooen meamwp, 1946

Fuenteovejuna, Lope de Vega,
dir. Stefan Surchadzhiev,
National Theatre, 1946



,, Obewganue “, Anopeu I'ysiuru,
peoic. Huxonaii. O. Macanumunos,

Quaun Quaunos, Hapooen meamuvp, 1949

Obeshtanie (Promise), Andrey Gulyashki,
dirs.. Nikolay O. Masalitinov, Filip Filipov,
National Theatre, 1949

HUHA aKThOP; CUICTEMHO U OpPraHU3UPaHO MOa00-
psiBaHE KauecTBOTO Ha KajapuTe; Oopba cpemry
BCHUYKHU ONUTHU U MOIMBJII3BHOBEHHUS 32 BCAXIAaHE B
Ch3HAHUETO Ha OBJIrapCcKusi HapoOJ Ha YyXIU Ha
HeroBuTe uHTEepecHu uiaen. Ha mbpBo mscro, 6op-
0a mpoTHB (PaITUCTKUTE OCTATHLMU U ONUTH HA pe-
aKIusTa Ja pecraBpupa (ammcTkaTa uaeoNorus
B 00JIaCTTa Ha KyATypaTa; oOMeHa Ha peneproapa
U B3aUMHO TOCTYBaHE Ha OTACIHUTE HW3IIbIHU-
TE€JH, KOJEKTUBU U ChCTaBU MEXKIY OpaTCKUTE U
OJM3KM HApOAM, HA IBPBO MACTO C HAPOAUTE HA
CCCP u FOrocnasus. M3non3yBaHe OT CTpaHa HA
OBJITAapCKUs TeaThp Ha MOCTHIKEHUATA U OTIMTA Ha
tearbpa Ha CCCP; noouipenue, noakpena u KoH-
TPOJI Ha CaMOACHHUTE XY/I0’)KECTBEHU KOJIEKTHBU
U TpUKaTa 3a OTKPUBAaHE M IO-HATATBIIHO YCb-
BBPIIEHCTBAHE HAa JAPOBUTH HAPOAHU CHHOBE U
JBIIEPH B MTOJIETO HA CIIEHUYHOTO U3KYCTBO. ¢’
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contradicting to their interests. In the first place,
combating the fascists leftovers and attempts to
restore the fascist ideology in the field of culture;
the exchange of repertoire and visits of individu-
al actors, teams, and groups of actors among the
fraternal and close people, first with the people of
the USSR and Yugoslavia. The use on behalf of
the Bulgarian theatre of the achievements and the
experience of the theatre in the USSR; promot-
ing, supporting and supervising the amateur actor
teams as well as the striving to discover and fur-
ther advance all gifted sons and daughters of Bul-
garia in the field of stage arts.*?’

From the end of the 1940s and the beginning of
the 1950s in our country, each initiative in the field
of arts and especially in theatre, which can hard-

7 3aaunte Ha Gbirapckus Tearbp. Tearsp, I, ku. 8, 1946, c. 2.

Ome ot kpas Ha 40-Te 1 Hayanoto Ha 50-Te y
Hac BCSIKO HAYMHAHHE, MPENpUETO B 00JacTTa
Ha U3KyCTBOTO M OCOOEHO B T€aTbpa, KOMTO opa-
JI1 KOJIEKTUBHATA CH MPUPOAA TPYAHO CHILECTBY-
Ba HEJIETAJIHO, € IOCTABEHO M0J1 KOHTPOJI OT CTpa-
Ha Ha JbpKaBara. BracTra, BIM3aliKu B poJATa
Ha TPM>KOBHA 3aKPWJIHMLIA HA U3KYCTBATa, YCIIsBa
Jla 3aCTaBM TBOPLIMTE J1a U CiIy>XaT. B eqHo couno-
KyATYPHO IIPOCTPAHCTBO, HACUTEHO C UIEO0JIOTHs,
B 00CTAaHOBKA, MPH KOSTO BCEKU aKT OT >KUBOTA
npuaoOMBa 3a BIAcTTa MOJIUTHYECKH CMHCHI,
KHBECHETO BBPXY TakaBa OOIECTBEHa TpUOY-
Ha, KaKBaTo € ClieHaTa, UMa 3Ha4eHHUEe Ha IOJIH-
TUYECKH aKT. TeaTbpbT TpsAOBaA Ha BCAKA IIEHA J1a
Ob/1e 00BBpP3aH U 3aCTaBEH J1a MPOMOBS/IBA OIpe-
JenieHa uaeosiorus. PerneproapbT 3aAbIKUTETHO
€ cboOpa3eH ¢ M3HUCKBAHMTA, CITyCHATH OT Hap-
TUATA U NPABUTEICTBOTO. TOM ce€ IMKTyBa HE OT
€CTeTH4eCKH NoAOyIH, a OT UIEOJIOTHYECKH U IO-
JUTUYECKH HaMepeHUs. TeHIeHIIM03HOCTTa, I1a-
KaTHOCTTA, CXEMaTHYHOCTTA, €JHAKBOCTTA U aH-

7. Bvacapckuam meampanen XX 6ex
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ly exist illegally due to its collective nature, was un-
der the control of the State. The authorities, play-
ing the part of a caring defender of arts, managed to
subdue the actors. In a socio-cultural space, saturat-
ed with ideology, in the environment in which each
act of life acquired political meaning for the author-
ities, living on such public tribune as the stage had
the importance of political act. The theatre by all
means had to be bound and forced to preach a cer-
tain ideology. The repertoire had to conform to the
requirements assigned by the party and the govern-
ment. It was dictated not by aesthetic motives but
by ideological and political intentions. The ten-
dentiousness, the banality, the sketchiness, the uni-
formity and the antiartistry of the performed drama-
turgy were absolutely obvious.

The artists were expected to impose the new
systems of importance and ideologically influence
people. Their mission was to lead the rest. Not ac-
cidentally, one of the first innovations of the author-
ities was to award titles such as: National artist of

., Pazysnasane “, Jlosan Cmpenxos,
peoic. Cmegan Copuadoicues,

Hapooen meamwvp, 1949

Razuznavane (Intelligence),
Lozan Strelkov,

dir. Stefan Surchadzhiev,
National Theatre, 1949



., bponupan enax “, Bc. Heanos,
peoic. boau [anoscku,

Hapooen meamuvp, 1949

Broniran viak (Armoured train),
Vs. Ivanov, dir. Boyan Danovski,
National Theatre, 1949

TUXYIO)KECTBEHOCTTA HAa WTpaHaTa JpamMaTyprus
Ca HaITbJIHO OYEBU/THHU.

Ot xopata Ha U3KYCTBOTO C€ OYaKBa Ja HaJO-
»KaT HOBUTE CUCTEMHU OT 3HAYEHUS U UICOJIOTHYE-
CKHM J1a Bb3/IeiiCTBAaT BbpXy Macure. Te ca mpu3Ba-
HHU Jla ToBeaaT octaHanute. Heciny4daitHo €1HO OT
I'bPBUTE HOBOBBBEJCHUSI HA BJIACTTa € MPUCHXK-
naHeto Ha 3BaHus: Hapoaen aptuct na Pemy6mu-
Kara, 3aciayKuJ TeaTpayieH jaesTen Ha PemyOmu-
KaTa, 3aciIy)KWI apTUcT Ha PemyOnukara u ap.5

Jla momy4uin 3BaHue, € OrpoMHa 4ect. Tosa e
HE camo MpHU3HAHHE 3a TajaHTa MY, HO U 3abJ-
’KaBa TBopela /1a Ob/1e JIOSJICH KbM NapTHsTa.

Haii-MHOTrO OT HOCUTENNUTE HA 3BAHUETO ,,Ha-
ponen‘ ca apructute — 277 (oxoso 40% B eqHa OT
00110 9 kareropuu), CJIeIBaHU OT ,,HAPOJCH JesI-
TeN Ha Haykata®“ — 97, u ,,HapOoJeH JesTeN Ha U3-
KyCTBOTO M KyaTypata“ — 95. Karo Opoit 3acimy-
KWINTE apTUCTHU ChHIIO ca Hali-MHOTO — 855 nymm
(oxomo 18% B enHa oT 001110 49 KaTeropuu), cien-
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the Republic, Honored theatre activist of the Re-
public, Honored artist of the Republic, etc.®®
Receiving such a title was a huge honour. This
was not only acknowledgement of his/her talent but
it also obligated the actor to be loyal to the party.
The actors were the figures most often awarded
with the “national” title — 277 (around 40 % in one of
9 categories in total), followed by “national activist
of science” — 97 and “national activist of arts and cul-
ture” — 95. The number of honored actors were also the
greatest— 855 people (around 18 % in one of 49 catego-
ries in total), followed by the honoured teachers — 768
as well as the honoured activists of culture of culture —
619, mainly writers (playwrights) and journalists.®

8 Vka3 Ne 960 ot [Ipesuanyma Ha 6 Benuko HaponHo cwOpanue
ot 15 rorn 1948 1. Yka3 Ha tearpute. [IbpxaBeH BeCTHUK Op. 145
ot 30. 12. 1949, . 3, wn. 26. Yka3 Ha J{ppxaBHUs cbBeT Ne 1094
3a nyxoBHOTO ctumyaupane B HPB. 1974. Otmeneno ¢ yka3 Ne
3520 na [IppxaBHus cbeeT Ha HPB or 30 nexemBpu 1987 .

% https://bg.wikipedia.org/wiki/ITouetno_3Banue ,,Hapomen*
https://bg.wikipedia.org/wiki/ [ToueTHo 3Banme ,,3aciyxui

BaHU OT 3aCIyXWINTE yduTenu — 768, u 3aciy-
JKUJIATE JIEATENIN Ha KyaTypara — 619, cpen kouro
ca Haii-Beue mnucarenu (Apamaryps3u) U >KypHa-
uctu.®

B ompocrenara poneBa cuctemMa Ha HOBHU-
T€ MHECH BCEKHU Iepoil 3aemMa TOYHO OINpPEAEICHO
MSCTO B HepapxusTa ChINIACHO MPUHIIUIUTE 32
MapTUHHOCT (TUMUYHOCT), KJIACOBOCT, CEMEHCT-
BEHOCT, HAPOJIHOCT.

Cpen ,,HOBHTE XOpa“, KOUTO MoOrar na Obaar
WHAMBUAYATHU WIK KOJIEKTUBHU 00pa3u ca: BOX-
BT, MaiikaTa Ha BOXJa, MApTUUHUAT 00pas, 3a-
TUHAIIMAT Tepol, pabOTHUKBT, CENSIHUHBT, HO-
BHUSAT WHTCJIUTEHT, HOBAaTa YXCHA, OOMKHOBCHHTE
Xopa OT Hapoja, HoBara muajiexx. ima u Bparose
— (ammcTu, aMepuKaHIM, KOCMOIIOIUTH, ITPOBO-
KaTopH, IIMHUOHA HA YYyXJIO0TO pa3y3HaBaHe, Ipe-
JaTeny, KaluTaTuCTH, eKCIUI0AaTaTop, KyJalld,
BPEIUTENH U TIP.

ITo cpenara ca ,,HEOpUEHTHpPAHUTE™ MPEICTA-
BUTEJIM Ha MHTEIUTCHIINATA U HSIKOU XOpa OT Ha-
porna. OCHOBHM cpeicTBa 3a M300pa3siBaHEe Ha
HapOJHUTE BOJAYU ca MEPCOHUPUKAIUS, CTEPEO-
TUTIU3AIMs, MOHYMEHTAJIU3aIus, IeTICHXOIOTH-
3anuda. OcTaHaluTe ,,HOBU XOopa‘ ce u3rpaxjaar
MO0 BT HA TUNHU3AIUATA KaTo C€ ThPCH IOC-
TUTAHETO Ha ,,peaTUCTHYHA MacKa“ U MKOHWY-
Ha UJCHTUYHOCT C >KU3HEHHus nporotun. Te ca
Hal-aKTUBHUTE, JUHAMUYHU U IEJEYCTPEMCHH
MIEPCOHAXKH.

3a pa3iuka OT U3UCKBAHUTE POMAaHTHUYHU HOT-
KM TIPH U3IIBIHCHHUETO Ha 0OpuTe, B 00pa3uTe
Ha BparoBeTe mpeobiaaaBaT CaTUPUYHUTE U TPO-
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In the simplified role system of the new plays each
character took a specific place in the hierarchy com-
plying with the principles of party affiliation (typicali-
ty), class affiliation, family affiliation, and nationality.

The “new people” who could be individual or
collective heroes include: the leader, the leader’s
mother, the party hero, the perished hero, the work-
er, the peasant, the new intelligent, the new woman,
the ordinary people and the new youth. There were
also enemies — fascists, Americans, cosmopolites,
provocateurs, foreign intelligence spies, betrayers,
capitalists, exploiters, saboteurs, etc.

Inbetween were the “disoriented” representa-
tives of the intelligentsia and some representatives
of the people. The main artistic tools used for de-
picting the people’s leaders were personification,
stereotyping, monumentalisation, depsychologi-
sation. The rest “new people” were brought up by
means of typification, whereby reaching of “realis-
tic mask” and iconic identity with the life prototype
was possible. They were the most active, dynamic,
and purposeful characters.

Unlike the required romantic tinge with the per-
formance of the good characters, the satirical and
grotesque means of expression prevailed in the
characters of the enemies. With the latter, the prin-
ciples of personification, stereotyping, and depsy-
chologisation were also observed. In essence, most
of the characters were unidimensional — brought
down to several typical features, describing the sex,
age, party, and class affiliation.

In most cases the characters presented on stage
were allegories of the party ideologemes. The two



TECKHUTE cpe/icTBa Ha ekcripecus. [Ipu TsaX cbio
ce cienBaT MPUHLMUIIUTE HA MEPCOHUDUKALINA,
cTepeoTunu3amus u aencuxonorusanus. [lo cb-
Jbp’KaHHUE MTOBEYETO OT TE€POUTE ca MOHOAMMEH-
CHOHAJITHU — CBEJIEHU 10 HAKOJIKO XapaKTepHU
YepTH, ONUCBAIIN T10J1a, Bh3PACTTA, MAPTUHHATA U
KJIacOBaTa MPUHAJJICKHOCT.

B noBeuero ciydau npencTaBsHUTE Ha CIieHA-
Ta MEPCOHAXKHU ca 00pa3u — aJIeTOPUH Ha MapTHil-
HUTE UJIe0sIoreMu. J(BeTe mosipHu napajgurMu, B
KOWTO T€ ca BKJIIOYEHHM, Ca TpaJMBHATA U pa3py-
muTenHara. ['paguTenure npuHaiexar Ha CBET-
7oTo ObJelle, a PyHIUTETUTe — Ha 3aTHUBAIIOTO
Oypxoa3Ho MmuHano. [IbpBUTE ca HOocUTenu Ha
HOpMaTHBHA (QYHKIIHSI, 2 BTOPUTE — HA KPUTHIHA.

MexaHu3MbT Ha TBOPUYECTBO € CIIEIHUSAT: €3U-
KOBUTE MOJIEJIN, KOUTO C€ CITyCKAT OTTOPE B KHUTH,
CTaTuH, YKa3u, pe30JIIOLINH, PEIICHHUS U T.H. TPsOBa
na ObaT U3y4YeHU U cria3BaHu. TBOPIHTE ca ThXK-
HU CaMO Jla pa34MTaT TE€3W MOJCIHU IO KOJa, T.C.
MPaBUJIHO, U Jia TY MPUJIOXKAT, 32 Ja Ce JOCTUTHE
KpaifHaTa 11eJ1 — COUMAIMCTHYECKO U TAaTPHOTHYHO
BB3IMTAHUE HA TPYACIIUTE ce. BCHITHOCT MBTAT 3a
MOCTPOSIBAHE HA HOBUSI CBAT € UPE3 OBJIA/IIBAHE HA
MeTae3MKa, HajlaraH oT BIIacTTa.

Wneonorusita Ha TOTaTMTapu3Ma OCOYBA 3HA-
YEHUSITA HE CaMO M3MOJI3BAKY UI€0IOTU3UPAHUS
€3MK, HO U HamycCKaliku cepara Ha palnudoOHaII-
HOTO, 2 UMEHHO Ype3 BCaXkJIaHe Ha UPAI[HOHAJICH
CTpax ¥ upaloHallHa Bsipa.

[Io TO3M HAYMH OTHOCUTENHOCTTa Ha aKTa
Ha 03HAYaBaHETO HACHJICTBEHO C¢ OOCKTHUBU3H-
pa A0 CTeMeH, A0 KOSATO HaJOXKEHUTE OT BiacTTa

polar paradigms in which they were included were
the constructive and the destructive ones. The con-
structive ones belonged to the bright future while
the destructive ones belonged to the decaying bour-
geois past. The first ones performed normative
function and the second ones performed the critical
function.

The mechanism of the work was the following:
the language models being ordered from superi-
ors in books, articles, decrees, resolutions and de-
cisions and so on had to be studied and observed.
The actors were obliged to decipher these models
only by the code, i.e. correctly and apply these in
order to achieve the final objective — the social-
ist and patriotic education of the working people.
The road to building the new world was, in fact,
included mastering the meta-language, imposed
by the authorities.

The ideology of totalitarianism indicated the
meanings not only by using the ideologised lan-
guage, but also by leaving the domain of the ra-
tional, namely by implanting irrational fear and ir-
rational faith.

In this way the relativity of the act of denota-
tion was forcibly objectivised to a degree, where
the meanings imposed by the authorities were
combined with the materiality of the world. The
real facts, subjects, phenomena from the present
times were losing their outlines, since while en-
tering into the discourse; they were interpreted
as unstable states of common inevitable advance-
ment towards the ideal utopic role models of the
future.
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3HAUEHUS CE CPacTBaT C MATCPUAIHOCTTA HA CBE-
Ta. Peanmuure (akTH, MpeaMeTH, SIBICHUS OT Ha-
CTOSIIIIETO 3ary0BaT CBOMTE OYCPTAHHMS, 3aIlOTO,
BJIM3AMKK B JUCKYpPCa, T€ C€ MHTEPIIPETUPAT KATO
HEYCTOMYMBU CBHCTOSIHHS Ha OO0 HEU30EKHO
ABHUXKCHUEC KbM UIACATTHUTC YTOHI/ILIHI/I 06pa3uH Ha
ObJICILETO.

B 1031 niporiec Ha MPEKOaUpPaHEe HA MOHATUATA
Y Ha CH3JaBaHE HA €AUHCTBEHO BE3MOXKHU CEMaH-

TUYHH TI0JIeTa, KOUTO HACHIIAT COLIMYyMa, POJIsATa
Ha TeaTbpa € OrPOMHA.

TeaTbpbT 3a€Ma IMOYETHOTO MSCTO HA €THO OT
CpeIcTBaTa 3a BHYyIIaBaHe Ha ujaeonorusita. Toi
ce MpeBpblla B 3HaYMMa OOIIECTBEHA MHCTUTY-
IMs 32 TpomaraHia Ha HaJIaraHWUTE OT BJIACTTa
UJCOJIOTEMH.

In this process of re-coding of the concepts and
creating of solely possible semantic fields, which
were saturating the socium, the role of theatre was
huge.

Theatre played the honourable part of one of
the sources to inspire ideology. It became a signif-
icant public institution for propaganda of the ideol-
ogemes imposed by the authorities.

The repertoire was composed mainly by con-
temporary Bulgarian socialist and Soviet drama-
turgy. All of these drama plays propagated the basic
communist directives.

Sometimes the actors, by means of allegories
and kind of “Aesopian language”, were striving to
express their own ideas and present them to the au-
dience. In most cases, however, these attempts were

., Paznom ™, b. Jlagpenvos,
pearc. Bopuc Baboukumn,
Hapooen meamuvp, 1951

Razlom (The Break up),
B. Lavrenyov,

dir. Boris Babochkin,
National Theatre, 1951
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PeneproapbT € cbcTaBEH U3KIIIOUUTENHO OT Ch-
BpEMEHHA OBJIrapcka COLMAIMCTUYECKA U ChBET-
CKa Jpamatyprus. Bcuuku Te3u qpamu nporaras-
JUpaT OCHOBHUTE KOMYHUCTUYECKH TUPEKTUBH.

ITonsikora TBOpLMTE NOCPEACTBOM AJIETOPUH U
cBOe0OpaseH ,,e30M0B €3UK' C€ MbUaT J1a MpPOoKa-
par CBOMTE MJEU U J1a T IPEIACTaBAT HA CBOUTE
3puteny. B moeuero ciayyan obaue Te3U ONMUTH
ca He3a0aBHO MPEKPATSIBAHM OT IIEH3ypaTa U aB-
TOpPUTE ca MOPUIIABAHU, YBOJIHSBAaHU, UHTEPHUpA-
HU U T.H.

B nepuona Ha kbcHus cranuHu3zbM (1948-
1953) HapoaHusT Tearsp 3amoysa ja ce MpeBpb-
1ja B €IUH OT OCHOBHMTE IIPOKJIAMAaTOPH HA HO-
BUTE MMAPTUHHU uaeosoreMu. IMEHHO B HeEro ce
W3KOBaBaT U BTBbPAABAT TOTAJIUTAPHUTE TEATpa-
HU KAaHOHU U MOZEJIY, KOUTO 3aIl04BaT Aa ce TUpa-
KUpAT U J1a 3aBJIa/sBaT COLUOKYJITYPHOTO MPOC-
TPaHCTBO.

Cmamys na Cmanun
npeo Hapoonus meamuvp, 1951

Statue of Stalin in front
of the National Theatre, 1951

immediately terminated by the censorship and the
actors were reproached, fired, interned and so on.

During the period of late Stalinism (1948—
1953), the National Theatre became one of the main
proclamators of the new party ideologemes. It was
namely there that the theatrical canons and mod-
els emerged and formed and began to circulate and
conquer the socio-cultural space.

From end 1940s until the mid-1950s the meth-
od of the socialist realism was dominating in the
theatre.

The doctrine of the socialist realism has been
developed between 1932 and 1934. This term was
used for the first time in Literaturnaya gazeta (Lit-
erature Newspaper) on 23rd May 1932 and it was
affirmed on the First All-Union Congress of the So-
viet writers in 1934. The Union’s Decree stated that
the socialist realism is a “basic method of the Soviet
fiction and literary criticism”, which “requires from
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Ot kpas Ha 40-Te 10 kbM cpenara Ha 50-te ro-
JIMHH B TeaThpa ce Hajara MeToIbT Ha COLUaJIHC-
TUYECKUS pEaTU3bM.

JlokTpuHaTa Ha COLMATUCTHUECKHS Pealu3bM
e pa3zpaborena mexay 1932 1. u 1934 . 3a mppBH
II'bT NOHSTHETO € W3IMOJI3BaHO B ,.JlureparypHas
razera‘“ Ha 23 maii 1932 r. u e yrBppaeHo Ha [Ibp-
BUS BCECHIO3€H KOHIPEC HAa ChBETCKHUTE IHUcCaTe-
o npe3 1934 . B Yerasa Ha Cplo3a € 3anucaso,
Ye COIMAIUCTUYECKUSIT peanu3bM € ,,0CHOBEH
METOJ] Ha ChBETCKaTa XyJd0KeCTBEHA JIUTeparypa
U JTUTEpaTypHa KPUTHKA', KOATO ,,A3UCKBA OT Xy-
JOKHUKA TPaBIMBO, HCTOPUYECKH KOHKPETHO
M300pakKeHHE Ha JEHCTBUTEIHOCTTa B HEWHO-
TO PEBOJIIOLMOHHO pa3BuTHE. Ilpu TOBa mpasau-
BOCTTa M UCTOpHUYECKAaTa KOHKPETHOCT Ha XyIO-
KECTBEHOTO M300pa’keHUE Ha AEMCTBUTEIHOCTTA
TpsiOBa J1a ce chueTaBaT ChC 3ajayara 3a ,,ujei-
HO IPEKpOsiBaHE U BBH3IUTAHUE HA TPYICIIUTE CE
B JyXa coranusma.”

ToBa, ue ToTanUTapHaTa AbpKaBa CH MPUCBO-
sBa peanusMa, He € ciydaiiHo. OT eaHa cTpaHa
peaTuCTUYHUAT TeaThbp BHUHATU HATypaU3upa
COLIMAJTHUTE OTHOIICHHS, BMEHSBAHU OT JIOMH-
Hupamara uaeonorus. OT apyra — ¢ Herosa Io-
MOIIl Ha JOCTaThUHO MPOCT U pa3dUpaeM e3uK
BJIACTTA YCISIBA /1a IPOHUKHE B Ch3HAHMETO Ha
Macure.

Crnen cp3gaBaHeTo Ha J[bpKaBHOTO BUCHIE TE-
arpanno yuwnuiie (IABTY) npe3 1948 r. mocre-
MIEHHO 3alo4yBa YTBbP)K/IaBaHETO Ha CHUCTeMara
Ha CTaHMCIaBCKU KaTo MJIEHTUYHA Ha METO/a Ha
COLIMAJIMCTUYECKHS PEAIN3bM B TEATHPA.

the artist a truthful, historically specific portray-
al of reality in its revolutionary development. Fur-
thermore, the truthfulness and the historical speci-
ficity of the artistic portrayal of reality should be
combined with the mission “for conceptual trans-
formation and education of the people working in
the spirit of socialism”.”

The fact that the totalitarian state is appropriat-
ing the realism is not accidental. On the one hand,
the realistic theatre was always neutralizing social
relations imputed by the dominating ideology. On
the other hand, that way the authorities manage to
get inside the minds of the masses using a rather
simple and comprehensible language.

After the setting up of the Darjavno vishe teatral-
no uchilishte (DVTU; State Theatre High School)
in 1948, the affirmation of the Stanislavski’s system
was initiated as main manifestation of the method
of socialist realism in the theatre.

As early as 1948, the Union of Bulgarian Actors
sent a congratulatory address to MHAT (Moscow
Art Theatre) on the occasion of the 50th anniversa-
ry of the theatre. The address explicitly stated: “The
great magician of the theatre, Konstantin Sergeiev-
ich Stanislavski, formed new theatrical wording,
he inspired actors for new stage language, which is
used today in all progressive theatres.”’!

" TIepsslit Beecorosuslit cbe3n coBerckux nucareneii.: Cre-
Horp. otueT. M., ['occynapcTBeHOE U31aTENBCTBO ,, XyA0)KECTBEH-
Has nuteparypa”, 1934., c. 716. http://www.pseudology.org/Liter
ature/1SiezdSovPisatStenogr 1934a.pdf

" ExeromHuk MOCKOBCKOTO XyHOXeCTBEHOro Tearpa 1948.
Hckyccrso, T. 1, 1950, c. 145..
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Ilo30pasumenen aopec kom MXAT
om Cwio3a Ha apmucmume 6 Bvazapust no ciyuai
nemoecemeoouwinus oourel na meamvpa, 1948

Congratulatory address to MHAT
by the he Union of Bulgarian Actors on the occasion
of the 50th anniversary of the theatre, 1948.

Ome npe3 1948 r. Cpl03bT HAa apTUCTUTE B
bearapus wusnpama mo3apaBUTENEH ajpec 10
MXAT, no cnyyail 50-roguiiHUHAaTa Ha TEaATh-
pa. B Hero m3pu4HO ce momyeprasa: ,,BeaukusT
MarboCHUK Ha Tearbpa Koncrantun CepreeBud
CraHuCIaBCKM W3pede HOBO TeaTpaHO CIIo-
BO, Pa3Bbp3a €3MKa Ha aKThOpa 32 HOBA CIICHUY-
Ha ped, Ha KOSITO IHEC c€ TOBOPU BbB BCUUKH IIPO-
rpecuBHU TeaTpu. 7!

IIpe3 1949 r. cucremara Ha CTaHUCIIABCKU €
IocoueHa Karo 3aabpkuTenHa or Komwurera 3a
Hayka, u3KycTBOo U Kyatypa (KHHUK), ocnoBan
mpe3 1947 1., KolTO chueTaBa IbpKaBHUS C Tap-
TUIHMS KOHTPOJ BbpXY U3KycTBaTa. Herosara oc-
HOBHa (DYHKITMSI TIO OTHOIICHWE HA CHECHUYHUTE
U3KYCTBa ,,J1a PBKOBOIU HICHHO-XYJ0KECTBEHO
1 (UHAHCOBO-aJMHUHUCTPATUBHO BCUYKU TeaT-
pH B cTpaHara“ e ocoveHa B Yka3 Ha Tearpure.’
B nmoxymenra na KHUK e ykazano, ye TpsiOBa
,,PBKOBOJICTBO 3a JieiicTBUE B paboTara Ha BCUY-
KM TeaTpu JAa craHe cucremara Ha CraHucIaBc-
K1-J[aH4eHKO, KOSITO €TMHCTBEHA 3acera MOXe /1a
OCHUTYPH, IPY TPABUIIHOTO M IpUJIaraHe, peajuc-

THUYEH METOJI B MTpaTa Ha apThcTHTEe .

In 1949, Stanislavski’s system was indicat-
ed as compulsory by the Komitet za nauka, izk-
ustvo 1 kultura (KNIK; Committee on Science,
Arts and Culture), founded in 1947, combining
state control and party control over arts. Its ba-
sic function with respect to stage arts “to concep-
tually and artistically as well as financially and
administratively manage all theatres in the coun-
try” was pointed out in the Decree on theatres.’
The document of the KNIK stated that “the opera-
tion of all theatres should be guided by the system
of Stanislavski-Danchenko, which, when properly
applied, the only one for the time is being, that may
ensure realistic method in the performance of the
actors”.”

In 1951, on the pages of the Soviet press a dis-
cussion was initiated under the heading: “Let
us thoroughly study and creatively develop
Stanislavski’s inheritance”. It was the result of

2 IlppokaBeH BeCTHUK, Op. 145 ot 30. 12. 1949, . 1, qi. 3.

3 PenieHne 3a ChCTOSHUETO HA NMPOBUHIMAIHUS paMaTH4eH
TeaTbp W MEPKH 3a MogoOpeHue Ha Heromara pabdora, T. 6, LleH-
TpaJeH IbpKaBeH apxuB, GpoHx 143, omuc 2, apXMBHA eIUHULIA
300, muctoBe 19-24.
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[Ipe3 1951 roguHa Ha CTpaHULUTE HA Cb-
BETCKMsI II€4aT C€ pasrpblia JIUCKYyCHS IOJ
Ha3BaHue: ,,/IbnIOOKO Aa wM3yyaBamMe M TBOP-
YeCKU Ja pa3BHBaMe HacyieAcTBOTO Ha CraHHC-
naBcku®. T e mpeaus3BuKaHa OT cTarusATa ,,3a
MO-HaTaThIUIEH TIOJEM Ha CIEHUYHOTO H3KY-
ctBo“’* B ,,CBbBETCKO M3KYCTBO™ OT 1 cenTeMBpu
1951 r. B Tekcra ¢ ka3zaHo, 4e: ,,ACHUIIUTE HA Te-
aTpoBe/iCKaTa HayKa, YUYCHULIUTE U MOcjeioBare-
nute Ha Koncrantun CepreeBuu CTaHHCIABCKU
ca MpU3BAaHU J1a U3y4yaBaT U TBOPUECKH Ja pas-
BHBAT HACJIEJICTBOTO, BOPBHKEHU C HOBUTE TEO-
permuny Tpynose Ha Mocud BucapuonoBmu
CranuH ¥ mapTUHUTE JOKYMEHTH, KOUTO HeE-
M3MEpPUMO paslIupsBaT U 3aabia00ouaBaT MapK-
CHCTKO-JICHWHCKaTa €CTeTHKa U 000raTsBaT Cb-
IbpKAHUETO HAa METOAA Ha COLUAIMCTUYECKHSA
peann3bM.

OueBuzHO, Y€ B cilydas cTaBa JyMa 3a II'bJIHO
MIPEHAINKCBaHEe U MOTUTU3UPAHE HA CUCTEMAaTa Ha

,»3a TI0-HATaTHIICH MOAEM
Ha CIIEHUYHOTO U3KYCTBO®.
,»CbBeTcko n3kycTBo®, 01.09.1951.

For further progress of stage art.
Sovetskoe iskusstvo
(Soviet Art), 01.09.1951

the article “For further progress of stage arts“’* in
Sovetskoe iskusstvo (Soviet art) from 1st Septem-
ber 1951. The text stated that the “activists of the
theatre science, the students and followers of Kon-
stantin Sergeievich Stanislavski were meant to
study and creatively develop the heritage, armed
with the new theoretical works of Yosif Vissarion-
ovich Stalin and with the party documents, which
were immeasurably expanding and deepening the
Marxist-Leninist aesthetics and were enriching the
contents of the method of the socialist realism”.

It i1s obvious that in this case there was
complete rewriting and politicisation of the
Stanislavski’s system. Basic result from this dis-
cussion was the transformation of the system into

7% 3a najbHEWIIWH MOJBEM CLEHUYECKOrO MCKyccTra. ,,Co-
BETCKOE HCKyCCTBO® — opraH MuHuCTepcTBa KUHEMAaTorpa-
¢un CCCP, Komurera no nmemam uckycctB u Komwurera mo ne-
naM apxurektypsl npu Cosere Munucrpos CCCP. 01.09.1951,
op. 70, c. 3.
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CranucnaBcku. OCHOBEH pe3ysTar OT Ta3H JHC-
KyCHs € IPEBPBhILIAHETO HAa CUCTEMATa B €/IUH OT
MMapTUMHUTE JTOKYMEHTHU. TS € mpeKoAupaHa Ch-
o0pa3HO TUCKypca Ha BJIACTTA U € PEIICHO, 4Ye
,cucreMara Ha CTaHHMCIIaBCKU 32 ChBETCKUTE Te-
aTpaJHu JICUIH € €IHO OT Hali-BaJKHUTE CPEICTBA,
KOETO CTIOCcOOCTBA 3a MPAKTUYECKOTO MpHIIaraHe

Ha IMIPUHOUIINTE HAa COMUAJIUCTUICCKUA pCaIN3bM
«75

B TeaTbpa.
IlocrenenHo moHATHS KaTo ,,cucTema Ha Cra-
HHUCJIABCKU®, ,,COLIMAIUCTUYECKH PEau3bM",

,,HOB CBBETCKHU CTPOU‘, ,,IapTUNHU JOKYMEHTH
3armoyBar Ja craBaT HEOTAEIUMMHU €IHO OT Jpy-
ro, Ipu KoeTo obaye ce mojguepraBa pPbKOBOJHA-
Ta pOJIs HA MapTUATA U CE U3THKBA OTPOMHOTO U
OINpENEIISII0 3HaUeHUE Ha HOBaTa BJIACT 3a Ch3-
JaBaHETO M Pa3BUTHETO Ha cucTtemara. [leceru-
JETHsI Hape TeKCTOBETE Ha TeaTpaiHus pedop-
MaTop ca YETEeHM, LUTHPAHU U INPETBOPSABAHU
n30uparesaHo, KATO OCHOBHUTE MY HUJEH Ca ThI-
KyBaHU B IIOHATUATA, HAJIOKEHU OT naprusra. B
bearapus cucremara e cBeleHa J0 HamnogooOu-
TEJICKH MOAXO0[, KOWTO ce OrpaHn4YaBa 10 1OCTO-
BEPHOTO BB3IIPOM3BEKIAHE Ha JaJi€HA cpela U
TEPOH.

@erummzupanero Ha Meroga Ha CraHuc-
JIABCKH 3a paboTa C akThopa € CBbP3aHO U3KIIIO-
YUTEJIHO C UICUTE Ha PEKUCHOPA, KOUTO JaBaTr
BB3MOXKHOCT aKThbOPBT Ja Ob/Ie MOAYMHSABAH Upe3
palMOHAIHU U MPALMOHAIHU CPEACTBA HA YyXK-
7la BOJIsL, B CiIy4asl Ha BJIAcTTa, U IO TO3U HAYMH
ype3 Hero Ja ObJie HalaraH NapTUHHUAT TUCKYpPC
B COLIMYMa.

one of the party documents. It was recoded in
concordance with the discourse of the authorities
and it was decided that the system of Stanislavski
about the Soviet theatre activists was one of the
most important means contributing to the practi-
cal application of the principles of the socialist re-
alism in theatre.”

Gradually, concepts like “Stanislavski’s sys-
tem”, “socialist realism”, “new Soviet system”,
“party documents” began to be regarded as insep-
arable from one another, whereas, however, the
leading role of the party was underlined and fur-
thermore, the huge and crucial importance of the
new power for the creation and development of
the system was underlined. For decades, the texts
of the theatre reformer were read, quoted and rec-
reated selectively, whereas the basic ideas were
interpreted in the concepts, imposed by the party.
In Bulgaria, the system was brought down to a re-
semblance approach, which was limited to trust-
worthy reproduction of a given environment and
characters.

The fetishism of Stanislavski’s method to work
with actors was exclusively associated with the
director’s ideas, which gave opportunities to sub-
ordinate the actor by rational and irrational means
of someone else’s will, in this case the authorities,
and thus the party discourse to be imposed in the
society.

s Kpueru, Ipuropwii., Kuura K. C. Cranucnagckoro ,,Padora
akrepa Han coboii”, B: K. C. Cranucnasckuii, Co0p. cod, T. 2,
M., UckycctBo, 1954, c. vii http://az.lib.ru/s/stanislawskij k s/
text_0040.shtml (visited on 05.06.2022)
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[Ipe3 1o 1953 1. B Codust ce mpoBexa Ch-
BEIIIaHUE, Ha KOETO c€ 00CHXKJaT MmpoOIeMHuTe
Ha pa0oTaTa B TeaTpUTE B CBETJIMHATA HA CHUCTE-
mata Ha CranuciaBcku. OCHOBHH IOKJIaIH ca
»IBOopueckoro HacieactBo Ha K. C. CtaHucias-
cku* Ha b. JlaHOBCKU U ,,bBATapcKkuAaT Tearsp u
cucteMara Ha Cranucnascku' Ha I'. Toues.”® Io-
BEUETO OT M3Ka3BaHMATA CBHUJICTEIICTBAT 3a Map-
THITHATa HACOYCHOCT Ha MHTEPIIPETUPAHE HA HE-
TOBUTE MPUHIUIIN.

Yuennetro Ha CTaHHCIIAaBCKH 3a ,,CBPBX3a-
nadaTta’ ce CBbp3Ba ¢ HEOOXOAMMOCTTA OT IMpPO-
rpecUBHA UJEOJIOTUS U eTuKa. ,,CBpbX3ajauara‘
€ KpaifHara 11eJ1, KbM KOSITO TpsiOBa Ja ce cTpe-
MSIT U3MBJIHUTENNTE. Bb3MOXXHUTE ,,CBpbX3a/a-
yu* B COUAIUCTUYECKOTO M3KYCTBO CII€JBA J1a
CBHBIAJIAT C MAPTUHHUTE UCOJOTEMH OT POJia Ha
,»,BEPHOCT KbM MapTusTa®, ,,B ciiy’k0a Ha Hapo-
na“, ,,rpakJaHCKO Ch3HaHHE, ,,00pba ¢ Bparo-
BeTe U mp.

AKIIEHTHpA C€ Ha OIIe €MH MOMEHT OT CHC-
TEeMaTa, a UMEHHO Ha MOAYMHEHHETO Ha aBTOPO-
BaTa UJes W ONpaBIaBaHE Ha TEKCTa, KOETO 3Ha-
YUTEJIHO CTECHSIBA BB3MOXXHOCTUTE HA apTUCTU
U PeXHUCHOPH 3a UHTEpIpEeTalus U CTUMYIHpa
aKTbOPCKa WIpa B JyXa Ha MAPTHHHUTE CXEMH,
KOETO Ce MpOsIBsBAa Hali-Be€4€ B MOCTAHOBKUTE IO
ChBPEMEHHH COIUATTUCTUYCCKH ITUECH.

LHlIpemmaranute oOCTOSITENICTBA € IPYro Oc-
HOBHO IIOHSTHE B CHCTEMAara, KOSTO MHOTO BHH-
MaTeHO ce mnpeAchUHUpa OT HJICOJIOTO3HTE.
BauzaneTo B Te3u 00CTOATEICTBA CE€ OCHIIECT-
BsIBa Ype3 pa3InyHU TEXHUKHU, HO Hali-BeYe C I0-

In July 1953, a meeting was held in Sofia with
reference to the discussion of the problems of the
work in the theatres in the light of the system of
Stanislavski. The main reports include “Crea-
tive heritage of K. S. Stanislavski” by B. Dano-
vski and “The Bulgarian theatre and the system of
Stanislavski” by G. Gochev.”® Most of the speeches
evidenced the party orientation in the interpretation
of his principles.

Stanislavski’s doctrine on the supertask was as-
sociated to the need of progressive ideology and
ethics. The supertask was the ultimate goal towards
which the performers were striving. The possible
supertask in socialist art had to overlap with the par-
ty ideologemes of the “loyalty to the party”, “in ser-
vice of the people”, “civil consciousness”, “fight
the enemies”, etc.

Another moment from the system was empha-
sized, namely the subordination to the author’s idea
and justification of the text, which was significant-
ly narrowing the possibilities of actors and directors
for interpretation and also stimulating the actor’s
performance in the spirit of party schemes, mainly
finding manifestation in the staging of contempo-
rary socialist plays.

“The given circumstances” was another basic
notion in the system which was very carefully re-
defined by ideologists. Meeting these requirements
was accomplished by means of different tech-
niques, but mainly with the help of the so called

6 TanoBcku, Bosia. TBopueckoro nacnenctso Ha K. C. Cra-
Hucnascky; FoueB, [ouo. bearapckust Tearbp M cuctemara Ha
Cranucnascku. Teatsp, 1953, ku. 8-9, c. 5-39.
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MOIITa Ha Taka Hape4yeHOTO ,,MarMy4ecko ,,ako“,
KOraTo aKThOPBT CHU NpPEJCTaBsl KaKBO OM cTaHa-
JI0, aKO € Ha MSICTOTO Ha MEepPCOHa)ka U ce MpeHa-
Cs OT IJIOCKOCTTA Ha peajHara AeUCTBUTEIHOCT B
ApyTra IIOCKOCT Ha BhOOpakeHHEeTo.”’

TpsbBa na ce orOenexu, ye NMPUHIUITHO TO-
N00EH BHUJ TeaTbp, KOMTO TBPCHU CbH3/1aBaHETO
Ha WJIIO3Us 32 )KM3HEHA JI0CTOBEPHOCT, YECTO Ce
CTPEMH KbM M3IMOJ3BaHE HA ,,MaruyecKu'* TeX-
HUKH 3a HaBJIM3aHE B CBH3HAHUETO U IOACH3HA-
HUETO Ha U3IbJIHUTENS Ype3 KOHLEHTPALHs U ca-
MoBIIBOsiBaHe. KpaitHara 1enm Ha cuctemara Ha
CranucnaBcku obade e CBbp3aHa C €CTETHYECKU
TBPCEHUs, I0KATO yCUJIUATA HA BJIAacTTa ca Haco-
YeHU KbM MaHUIYJIMpaHE HA MAaCUTE U BHEAPSIBA-
HE Ha NApTUHHUTE UI€0JI0TeMHU B 00ILIECTBOTO.

B nuckycusta npe3 1953 . ce nogueprasa, ue
BbBEXK/IaHETO Ha cucremara Ha CTaHMCIABCKU
M3HCKBA OBJIAJSIBAHE HA MapKCHUCTKO-JICHUHCKATa
€CTEeTHKA, U3yyaBaHe Ha MapTUHHUTE TOKYMEHTU
U TOCTaHOBJIEHUATA HA LleHTpaaHus KOMUTET Ha
KIICC, ¢ uen npunarase Ha eAMHCTBEHUS IIPABU-
JICH METO/T Ha COIMATMCTHYCCKHS peaiu3bM.”®

OueBUIHO BIAcTTa C€ MHTEpPECyBa OT CHC-
Temara Ha CTaHHUCIABCKU CaMO JIOKOJKOTO T
IpejJlara CpeicTBa upe3 TeaTbpa U HEroBOTO
BB3/IEHCTBHE BbPXY YOBEIIKOTO Ch3HAHME OOIIe-
CTBOTO J1a Obje ympasisBaHo. HeynoOnute Te3n
U UJIeU B TEKCTOBETE Ha TOJIeMUs TeaTpall WiM ca
KOpUTHpaHU WK BbOOIIE 3auepTaBaHu. [lo To3u
HAuUH CE€ Ch3/1aBa TUIIMYHMAT 3a TOTAJIUTAapHATa
BJACT XUOpUA, HapedeH ,,cucremara Ha CraHuc-
JIABCKU“.

“magic “if”, when the actor imagines what would
happen if he was in the place of the character and
is transferred from the plane of the reality into the
plane of imagination.”

It should be noted that generally speaking simi-
lar type of theatre, searching for the creation of an
illusion about life credibility, was very often striv-
ing towards the use of “magical” techniques to get
inside to the conscious and subconscious mind of
the performer through concentration and self-in-
dulgence. The ultimate target of Stanislavski’s sys-
tem, however, was associated with aesthetic quests,
while the efforts of the authorities were oriented to-
wards manipulation of the masses and incorpora-
tion of the party ideologemes in the society.

The discussion held in 1953 stressed that the in-
troduction of Stanislavski’s system required mas-
tering of the Marxist-Leninist aesthetics, studying
the party documents as well as the decrees by the
Central Committee of Kommunisticheskaja parti-
ja Sovetskovo Sojuza (KPSS; Communist Party of
the Soviet Union), with the aim to apply the only
correct method of socialist realism.”

Obviously the authorities were interested in
the system of Stanislavski only as far as it pro-
posed means through the theatre and its impact on
human mind for the society to be controlled. The
awkward thesis and ideas in the texts of the big

77 Cranuucaasckuii, Koncrantuun C., PaGora akrépa Hajx
coboit — Yacte 1, III. [etfictBue. ,.Ecmm 651, , IIpemnaraemeie
obcrositenserBa®, Cobp. cou, T. 2, M., 1954. https://www.e-
reading. club/chapter.php/101744/7/Stanislavskiii_ — Rabota
aktera_nad_soboii_%28Chast%27_1%29. html

8 Tearsp, 1953, xu. 8-9.
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CunHo wupaeonormsupanara M AepopMHpaHa
CHUCTeMa Ha BeNUKHs pedopmarop € u3ydaBaHa
Tpe3 CJEeNBAIIUTE NeCETWIeTHs BB Bucmms un-
CTUTYT 32 T€aTpaIHO U3KYCTBO.

Toli e HaceqHUK Ha OCHOBaHara npe3 1942 r.
IbpxaBHa Tearpanna mkona (JATII). Tosa e
Ba)KHA CTHIKA KbM HMHCTUTYLHOHAIU3UpAHE HA
00pa3oBaHMETO MO AaKThOPCKO MalCTOPCTBO B
boarapus.

Y4eOHOTO 3aBeIeHuE /10 ToJIsIMa CTETEH Cle-
Ba MPUHLMIIKTE 32 o0y4yeHHe B IIKojara Ha Ma-
canutuHoB KbM Hapognus tearsp. Cnen en-
HoronumHo cwuiectByBane JTII e y3akoHeHa
ChC CBOU MPABUIHUK, YTBbPJAEH ¢ yka3 Ne 69 ot
4.10.1943 .7

[[IkonaTa NOpPOCHIIECTBYBA HAKOJIKO TOJHU-
HH, Koraro npe3 1948 . craBa JIbp>kaBHO BUCIIIE
tearpanno yuwaiie (ABTY). [Ipe3 1954 IBTY
npepacTBa BbB BHCII MHCTUTYT 3a TeaTpaiaHO
n3kyctBo ,,KpbcTho Capador” (BUTU3I). 3a ab-
JBI NEPUOJl OT BpPEME TeaTpajHUTE TBOPLHM ca
oOydJaBaHH, ¢ MAJIK{ U3KIIOYCHUS, B €IMH-CTUH-
CTBEH MHCTHUTYT IO €lIHAa-€IMHCTBEHA CHCTEMA,
Makap ¥ OT pa3ju4yHu nemaro3u. Hskou ot Tsx
rojarar yCuius Ja 3a1o3HasiT CTyJICHTUTE C pas3-
BUTHETO HA ChbBPEMEHHMS €BPONEHCKU U CBETO-
BEH Tearwp.

Cucremara B cBOsITa U3KpHBeHa popma 3a mpo-
IBIDKATENIEH MEPUOJ OT BPEME CE€ M3MOJI3BA HE
camo 3a 00y4yeHHe Ha CTYACHTH, HO U B IOCTAHO-
BBYHUTE TE€ATPATHU IPAKTUKH.

Ts e HayOKeHa KaTo €IMHCTBEHO IPAaBUIIHUS
MeTo 3a paboTa B TeaTbpa. Bripeku ycunusra

theatre figures were either being corrected, or as a
rule crossed out. In this way the typical for the to-
talitarian power hybrid, known as “Stanislavski’s
system” was created.

The strongly ideologised and deformed system
of the great reformer was studied during the follow-
ing decades in the Vissh institut za teatralno izkust-
vo (Higher Institute for Theatrical Art).

It was successor to the Darjavna teatralna shko-
la (DTSH; State Theatre School), founded in 1942.
This was an important step towards the institution-
alisation of the education in acting in Bulgaria.

The school institution to a large extent fol-
lowed the principles for education in the school of
Massalitinov with the National Theatre. After one
year of existence, the DTSH was legalised with
its own rules, affirmed with decree No. 69 from
4.10.1943.7

This school existed for several years, when in
1948 it became Darjavno vishe teatralno uchil-
ishte (DVTU; State Theatre High School). In 1954
the DVTU became Vissh institut za teatralno izk-
ustvo ‘Krustyo Sarafov’ (VITIZ; Higher Institute
for Theatrical Art). For a long period of time the
theatrical creators were trained, with few excep-
tions, in only one institute in a single system, even
though by different pedagogues. Some of them
strived to familiarize the students with the devel-
opment of the contemporary European and inter-
national theatre.

" Vkaz Ne 69 ot 4.10.1943. , JIbpkaBeH BeCTHHK™, Op. 233/
16.10.1943

109



Ha BIIACTHUTE, HsIMa MpeodiagaBalla ecCTeTuyecKa
KOHUenuus. EnuH mo-BHMMaTeleH aHanmu3 Ha
crenuduKara Ha COIMUATHCTUYCCKHS PEan3bM
pa3KpuBa, 4e JIMIICBA HIKAKBB OO0 peaJrcTu-
4eH CTHI. BMecTo ToBa, MPOAYKINUTE ca eKIeK-
TUYHU U Ca B PAMKHUTE Ha CTPOrO iepapxuyHa
U ONpPOCTEHa 0Opa3Ha CUCTeMa, KbJETO Ha pa3-
JUYHU HUBA, 10 €AMH MHOTO CIeruduyYeH Ha-
YHH PEaM3MBT C€ MPEIUIATA C UACOIOrHIecKaTa
koHBeHIMs. ChIIECTBYBa €HA JTIOOOMHUTHA KOM-
OMHAIMST MEXIYy MOHYMEHTAIHH, CKYINTYPHHU
u OutoBu (hopmMu Ha u3passBane. Hsama umsrpa-
JICHU HOBU CTUJIOBE MJIHM KOJOBE, & CAMO CEJIeK-
YISl OT BeYe CHIIECTBYBAIIM U ITO3HATH TaKUBa.
B conmanncTH4eckoTo U3KyCTBO ca B3aMMCTBa-
HU €JIEMEHTH OT pa3IMYHH XYIOXKECTBEHU Ha-
IPaBJICHUSA, TCUCHHUS W CTHJIOBE OT Pa3IMYHU
eMOXHM KaTO HaTypalu3bM, KIACHIIM3bM, aKaje-
MHU3bM, MOHYMEHTAIIU3bM, pEaln3bM, POMaHTH-
3bM, CHMBOJIU3bM U T.H.

[TocTOsSSHHUTE TEH30pU — XYJOKECTBEHUST
U PEKUCHOPCKHUAT CHBET, Ca HAaTOBapeHH C 00-
CHXJIaHEe W pellaBaHe Ha BCUYKH XYHO0KECTBE-
HOTBOPYECKH BBIIPOCHU Ha T€AThPa, BKIIOUUTEI-
HO ¢ M300p Ha permeproap, pasnpeeeHne Ha
ponuTe, MICWHO-XYJ0KECTBEHO HM3SCHSIBAHE H
odopMsHE Ha TOCTAHOBKATa, OA00psBaHEe U OT-
XBBpJISHE Ha mpencrasineHusTa.’® Ha npenmpe-
MHUepara ce KaHAT NPEJCTaBUTENH Ha IMapTHii-
HUS CITUT.

Jpyro cpeacTso 3a napruiiHa nensypa ca Ha-
[IMOHAJTHUTE TpPENIeAN 3a TeaTbp, 3aloYHaIH
npe3 1949 r. nox crporus Hagzop Ha KHUK.#!

The system in its distorted form was used for a
continuous period of time not only for training the
students, but also in the staged theatrical practices.

It was inculcated as the only correct working
method in the theatre. Notwithstanding the efforts
of the authorities, there was no prevailing aesthetic
concept. A more careful analysis of the specificity
of the socialist realism discloses that a certain com-
mon realistic style was missing. Instead, the ready
productions were eclectic and within a strictly hi-
erarchic and simplified portrayal system, where-
by in different levels and in one very specific way
the realism was intertwined with the ideological
convention. There was a curious combination of
monumental, sculptural and domestic forms of ex-
pressing. There were newly set up styles or codes
but only a selection of the already existing and fa-
miliar ones. In socialist art elements from different
artistic trends, flows, and styles from different ep-
ochs have been borrowed, such as naturalism, clas-

JEFHAENA TEATFALIRA MEOANK

v AR SR L

KARTOD SmLE XAPFCRA
CLul B ANTHA HOW
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[Tono6HO Ha codwuiickuTe TeaTpu H3BHHCTO-
JUYHUTE TeaTPu Konupar opUIMaTHUTE MMapTHii-
HH MOJIEJIH.

MaJkoTo M3KJIIOYEHHS Ha OTIACIHU CIICKTaK-
JIX OT TOCIIOJCTBOTO HAa CHBHUTE TEaTPaJHH IOC-
TaHOBKH, Ca 3aKJIIEHMEHU OT KPHUTHKATa Karo
»hopmanuctuynu‘. Crieql TOAMHN Ha CTarHaIlus,
B cpenara Ha 50-Te, B TeaTpaJIHUTE CPEAH BbH3-
HUKBA CHIIPOTHBA CPEIIy HAIOKCHUTE HOPMATHB-
HU U3UCKBaHUs. TS HaMupa u3pa3 B TBPCEHETO Ha
HOBH XY/I0)KECTBEHHU PEIICHUS.

sicism, academism, monumentalism, realism, ro-
manticism, symbolism and so on.

The permanent censors — the artistic and direc-
tors’ council were assigned to discuss and solve all
artistic and creative issues in the theatre, including
the choice of repertoire, roles, conceptual and artis-
tic clarification and forming of the play, approval or
rejection of the performances.® Representatives of
the party elite were invited to the early premieres.

The other tool for party censorship was the Na-
tional reviews for theatre, started in 1949 under the
strict supervision of the KINIK.3!

Similar to the theatres in Sofia, the theatres out-
side Sofia copied the official party models.

The few exceptions of some spectacles from the
dominating grey theatre performances were stigma-
tized by the criticism as “formalistic”. After some
years of stagnation, in the middle of the 1950s, re-
sistance against the imposed normative require-
ments in the theatrical circles came to the fore.
It found expression in the search of new artistic
searches.
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TEATPAJTHATA UKOHOT'PA®UA
HA BO2KJIA

LenTpanen o6pa3 B posieBara cucTeMa Ha TO-
TAJINTAPHOTO TEATPAHO U3KYCTBO € TO3M Ha Iap-
TUMUHUA BOXKA. Upe3 HEro B HaW-rojsiMa CTENEH
ce peanuszupa cuMOMo3ara MEX]ly TOTATUTAPHUS
JTUCKYPC U CHICTIU(PUIHUS XyT0KECTBEH e3uK. Toii
€ mpeacTaBuTenHa (uUrypa, KosTo ce HaMupa Ha
BbpXa Ha oOlIecTBEHAaTa MUPAMUA U OJIULETBO-
psiBa BJIACTTA B KOHKPETHU U3MeEpEHUs. Upes Hero
ce BHYyIIaBa, OT €[Ha CTpaHa, UCTUHHOTO OUTHE,
peajiHaTta MoIIl Ha mapTHUsTa U, OT IpyTa, HeilHaTa
cBpbXecTecTBeHa cuia. [lopaau cBoATa HM3KIIIO-
YUTEJIHA BaXKHOCT 32 HaJlaraHe Ha OCHOBHUTE TO-
TaJUTapHU UEO0JIOreMH TO3U 00pa3 e Oesi3aH C
M3KJIFOUUTEIIHA CXEMaTUYHOCT U € IOJIOKEH Ha
HEBEPOSATEH KOHTPOJI MO BPEME Ha Cbh3/aBaHe-
TO My OT TBOpUYECKUs €KuIl. Tol ce u3rpaxnaa no
CTPOTO ONpPENEIICH KAaHOH. MOZIEITBT C€ CIyCKa OT
MapTUITHUS €JIUT B KHUTHU, CTATUH, PE3OJIIOLUHN U
Ou ciexBano aa ObAe M3ydaBaH W Cla3BaH. TBO-
puuTe ca JUITbKHU J1a TIO3HABAaT HOpMara u Ja s
CJIe/IBaT.

Ot nopyra ctpaHa, BBIPEKU ChIIECTBYBAIIU-
Te MpaBuja 3a KOHCTpyUpaHe Ha UKOHOTpadus-
Ta Ha BOXKJ1a, HE BCUYKO € ChBCEM JAe(UHUPAHO.
OOWKHOBEHO TBBPJIC NOJUTHU3UPAHUTE TMap-
TUWHYA UHCTPYKIUU ca AOCTa OOIIM U CMBTHU U
MpeAIoIarar pa3jiMuHu ThIKyBaHus. B mponeca
Ha TAXHOTO TMpHJIaraHe B MPaKTUKAaTa HEH30eK-
HO C€ BHACAT HAKAaKBU KOPEKLUU CHOpEJ CIie-

THEATRICAL ICONOGRAPHY
OF THE PARTY LEADER

A central character in the role system of the to-
talitarian theatre art was that of the party leader.
Through the leader, the largest degree of symbio-
sis between the totalitarian discourse and the spe-
cific artistic language was accomplished. He was
a representative figure, situated at the top of the
public pyramid and personified the power in spe-
cific dimensions. On the one hand, this wa used
to inspire the true being and the real might of the
party, and on the other hand, its supernatural pow-
er. Due to its extraordinary importance for enforc-
ing the basic totalitarian ideologemes, this char-
acter was marked by extraordinary sketchiness
and was subjected to incredible control during its
creation by the team. It was constructed as per a
strictly defined canon. The model was assigned by
the party elite in books, articles, resolutions and it
had to be studied and observed. The authors were
obliged to be aware of the norm and to observe
and follow it.

On the other hand, notwithstanding the exist-
ing rules for constructing the iconography of the
leader, not everything was absolutely defined.
Usually the strongly politiciced party instructions
were quite common and vague, and thus they al-
lowed for different interpretations. Corrections
were made in the process of their application in
practice with regards to the specificity of art as
well as the individual perceptions of the writer,
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HU(pUKUTE HAa U3KYCTBOTO M COOCTBEHUTE pas3-
OWpaHusi Ha mMHcaTeNsl, XyIOKHHUKA, CKYJINTYpa,
akTbopa. B ycioBusiTa Ha 3aCHIIEH KOHTPOJ OT
CTpaHa Ha Hail-uecTO HEKOMIIETEHTHHUTE Opra-
HU, HATOBapeHU C Ta3M 3ajadya, TBOPLUTE ca 00-
3€TH OT CTPAaXxOBE€ U CbMHEHMS 10 KaKBa CTEIIECH
ca pazyesud MPaBUIHO MAPTUHHHUTE AUPEKTUBH.
B pesynrar Ha Ta3u cCeMHOTHMYHA AKTUBHOCT Ha
pa3nuuHu cyOekTu B Hepapxusta ce popmupar
XUOPHUIHU MOJUTUKO-ECTETUYECKU MUKPO-KaHO-
HU. XyJOKECTBEHUAT €3UK C€ aJalTHUpa KbM I10-

the artist, the sculptor, the actor. In the conditions
of enforced control on behalf of the often incom-
petent bodies entitled with this taskt, the authors
were obsessed by fears and suspicions with re-
gards to the degree to which they had correctly
deciphered the party directives. As a result of this
semiotic activity of different subjects in the hier-
archy, hybrid political and aesthetic micro-canons
were formed. The artistic language was adapt-
ed to the political text and the party instruction
was adjusted to the specificity of arts. In this way

Jlatinyue 1933, JI. Komnaneey, JI. Kpougeno, (Cmegpan Casos 6 ponsma na JJumumpos), pesc. bopuc baboukun,
Cmeghan Copuaoorcues, Hapoden meamwvp, 1951

Leipzig 1933, L. Kompaneets, L. Kromfeld, (Stefan Savov in the role of Dimitrov), dir. Boris Babochkin,
Stefan Surchadzhiev, National Theatre, 1951

8. Bvaeapckuam meampanen XX 6ex
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,, Cemeticmeo “, Hean Ilonos,
pedxc. Mouc benuew,
Hapooen meamwp, 1952

Semeistvo (Family),
Ivan Popov,

dir. Mois Beniesh,
National Theatre, 1952

JTUTUYECKUS TEKCT U MapTUHHATA HHCTPYKIIHS C€
npucnocodsBa KbM crienudukaTa Ha U3KYCTBO-
t0. Ilo TO3M HauuH ce popMHUpaT TOTATUTAPHU-
TE MOJIeTM Ha o0pa3a Ha BOXKJA BB BUJ Ha Te-
aTpallHd MKOHOTpaduH, KOUTO ca OTHOCHUTEIHO
yCTOWYHMBU (DOPMHUPOBAHHMSI, CH3AJACHU ChIJIaC-
HO TOJIUTUYECKUSI KAHOH M TIOJTUTUKO-ECTETHYIC-
CKUTE MUKPOKaHOHHU.

KaHoHmM3aumsTa 1 MUTOJIOTH3UPAHETO HA BOXK-
Jla ca B OCHOBaTa Ha TOTAJIUTAPHOTO H3KYCTBO.
be3 mpexacTtaBsHeTO HAa MApTUHUA BOXKI TO HE
O Morio Ja chiiecTByBa. MkoHOTpadckusar 00-
pa3 Ha BOXK/Ia MPEACTABIsABA UJICATHHUS MOJENI Ha
HOBUS YOBEK, CTPOUTEN Ha COIMAIN3Ma U UCTHH-
CKHU Ch3JaTe]l Ha HOBHS )XKHMBOT. B Hero monmruka
Y €CTETUKA CE CIIMBAT B €IMHHO LISLIO.

the totalitarian models of the leader’s image in
the type of theatrical iconography were formed,
which were relatively stable formations, created
in compliance with the political canon as well as
with the political and aesthetic micro-canons.

The canonization and the mythologisation of
the leader formed the basis of the totalitarian art.
Without the existence of the party leader, it would
not exist. The iconographic image of the lead-
er represented the ideal model of the new man,
builder of socialism and true creator of the new
life. Politics and aesthetics merged.

The leader was the principal character in a
number of plays — Bulgarian and Soviet, a part
of which were performed on stage. These in-
clude Georgi Dimitrov in Leipzig 1933 by Lev
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BoxIbT € m1aBHO JIEWCTBAIIO JIMIIE B PeAUIIa
nuecu — OBJITapCKU U ChBETCKU, YaCT OT KOUTO
Hamupar cueHndHa peanusanus. Cpen Tax 3a ['e-
opru Jlumurpos ca ,,Jlaitnuur 1933 na Jle Kom-
naneen; u Jleonun Kpoudenn (1951); ,,IIspBust
yaap* Ha Kpym KynsBkoB (1964); ,YepBeHo u ka-
bsBo*, ,,IloxapwsT* Ha MBan Pagoes (1972); ,,Ke-
ns3HOTO Chpre Ha boxumap boxumior (1972)
u np. Jlennn e ocHoBeH 0oOpa3 B: ,,CeMelcTBO
Ha WBan [lonoB 3a mmagute my roguau (1952);
»Ipera marernyHa® (1961), , Kpembiackusar ua-
coBHUK" (1969) na Huxomnait [loronun; ,,bpect-
kT Mup‘ Ha Muxawnn Llarpos (1987) u ap.

B noBeuero ciyyau Te mbpBO C€ MPEICTABAT B
Haponuus tearsp, KaTo ¢ TIX OOMKHOBEHO C€ OT-
KpHBa HOBHUSAT TearpaieH Ce30H. "

CranuH He e IpeCTaBsIH Ha ClieHaTa B IpaMa-
Typru4HO Mpou3BeaeHue, Ho B Hapoauus tearsp
npe3 1949 r. e noAroTBeHO rpaHAMO3HO YECTBa-
HE B TPHU YacTU MO clyyail celeMIEeCcEeTHs] POXK-
JIeH JIeH Ha Benukus Boxa u yuuren. B nspBara
ca pa3urpaHy CIEHH OT CPEIIU Ha Pa3TUIHU X0pa
cbe CranuH. Bropara yacT € peuural OT CTUXOBE
U UCTOpUHU 3a Hero. B Tperara € u3nbiIHEHa KaH-
TaTa B HETOBA YECT.

Hsama nocraBena nueca u 3a nuaepa Ha bbi-
rapckara komyHucrtuyecka naprus (ot 1949 no
1954 r.) u munuctep-npeacenaren Ha HPb (ot
1950 mo 1956 1) Beako Yepsenkos, HO B ,,00e-
manue npex npasurencTBoro’ (1949 1) na Aua-
peit l'ynsiku u ,,[To MmockoBcko Bpeme™ (1952 1)
Ha Anxen BareHumailH U B HAKOHM JAPYTH IMHUECH,
MOPTPETHT MY € Ha CLIEHAaTa.

Kompaneets and Leonid Kronfeld (1951); Parvi-
jat udar (The first stroke) by Krum Kyulyavk-
ov (1964); Cherveno i kafjavo (Red and Brown),
Pojarat (The fire) by Ivan Radoev (1972); Jel-
jaznoto sarce (The iron heart) by Bozhidar Bo-
zhilov (1972), etc. Lenin was the main character
in: Semeistvo (Family) by Ivan Popov about his
early years (1952); Treta patetichna (The Third:
Pathetic) (1961), Kramalskijat chasovnik (The
Kremlin watch) (1969) by Nikolay Pogodin;
Brestkijat mir (The Brest peace) by Mikhail Sha-
trov (1987) and so on.

In most cases they were first performed in the
National Theatre, usually opening the new theat-
rical season®.

Stalin has not been presented on the stage in a
play, but on the stage of the National Theatre in
1949 a spectacular celebration in three parts was
prepared on the occasion of the seventieth anni-
versary of the great leader and teacher. In the first
part, scenes of Stalin meeting different people
were staged. The second part comprised recitals
of poems and stories about him. In the third part,
cantata in his honour was performed.

A particular play has not been staged about the
leader of the Bulgarian Communist Party (from
1949 until 1954) and prime minister of the People’s
Republic of Bulgaria (from 1950 until 1956) Vulko
Chervenkov, but in Obeshtanie pred pravitelstvoto

82 BanpoB, Hukona, Autonust Kapakocrosa, MBan I'bpues,
Caexana ['erpboBa m Acen KoncrantunoB. HapomeH Ttearsp
»/BaH Bazop”. Jleronuc sHyapu 1904 — romu 2004. ,,Banentun
Tpasnos”, C., 2004
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Boxnabt, naxke u 1a He Obae BbB (OKyca Ha
BHMMaHHE KaTo OCHOBHA JpamMaTypruyHa (Qury-
pa, BUHAru MpUChCTBAa B IOCTAHOBKUTE HA Map-
tuiinuTe nuecu. OOMKHOBEHO c€ CIIOMEHaBa
3a HEro, HErOBH MUCJIU CE€ IIUTHPAT OT TEPOUTE,
KOCBEHO TOH Ce HaMmecBa MPHU pPa3pelraBaHETO
Ha JaJieH mpolieM (M3MbIHSABAMKU (PYHKIUSATA
Ha deus ex machina). IlopTpersT (OIOCTHT WIIH
CKYJIITypara) My € 3aJbJDKUTEIICH €JIEMEHT OT
JeKopa.

Makap 4e XymoxecTBeHaTa cBoOoga B Ch3-
JlaBaHETO Ha oOpa3a € CHIIHO OrpaHHWYeHa, aK-

(Promise to the government; 1949) by Andrey Gu-
lyashki and Po moskovsko vreme (In Moscow time;
1952) by Angel Wagenstein, as well as in some oth-
er plays, his portrait was on the stage.

The leader, although not in the focus of atten-
tion as a basic dramaturgical figure was always
present in the performance of party plays. He was
usually mentioned, his thoughts were cited by the
characters, indirectly he was involved in solving
of a certain problem (acting as deus ex machina).
His portrait (a bust or a sculpture) was a mandato-
ry element of the decor.

,,11o mockoscko eapeme ', A. Bacenwaiin, pesc. Cmegpan Copuadoicues, Hapooen meamwvp, 1952

Po Moskovsko vreme (In Moscow time), A. Angel Wagenstein, dir. Stefan Surchadzhiev, National Theatre, 1952
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TBOPUTE CE CTapasdT Ja Cce MPEBBIUTBTAT BbHB
BOXKJa, Thi KaTO MOBEPSIBAHETO Ha Ta3W 3aja-
ya ce CMsTa 3a rojsiMa 4ecT. YCUiIHsTa ca oT-
Oelsi3aHu OT KPUTHKATA C HALIMOHAJIHYU HATpaau
1 oTinuusl. Bcuuku akTbopH, KOUTO Urpasit Jdu-
MUTpOB U JICHUH Ha cIieHaTa, oJly4aBar Harpa-
I ¥ 3BaHUSL.

CTpUKTHUTE NAPTUNHU NPUHUIUIU OIpese-
JAT KaK Ja ce mpeacTtaBs BOXABT. OCHOBHU-
T€ MHCTPYKIMH KbM aKThOPUTE B Ta3u PO
ca Jja UrpasT Taka, 4e Ja Ce yCeTH NMPHCHCTBU-
eTo Ha Benukus 4oBek. OOpa3bT Ha MapTHHl-
HUS BOXJ TpsOBa Ja U3JIb4YBa cuiia U 00KecTBe-
Hoct. Toii cnenBa na Obae M300pa3siBaH BUHATH
KaTto M00Bp, Makap W B HSKOU CIydaul CTPOT,
B3UCKaTeJIeH, HO CIpaBeaiuB. AKTbOPBHT, KOU-
TO UTpae BOXKJA TPsSOBa Ja € MPHUBJICKATEIICH U
C MOJIOKUTENHO u3mbuBane. [lpu mpencrassHe-
TO Ha BOXJa € Heo0XoauMa MOHYMEHTAaJIHOCT,
CKYJIIITYPHOCT HA JKECTOBETE, CTEPEOTHUITHOCT H
JETICUXOIOTU3aNNs. AKTBOPBT € ANBKEH Ja mep-
conuduimpa ompeneneH adcTpakTeH (HEeHOMEH
KaTo HAUCTHHA CHIIECTBYBAI] YOBEK I10 ITHTS HA
CKYIIIITypHA U YCJIIOBHA UTPA.

TuUnuyHU MU3aHCUEHU NpU IpPEACTaBSHE Ha
BOJK/]a HA CIIEHATa Ca MOCTABSHETO MY IEHTpal-
HO Y Y€CTO MAJIKO MT0-BHCOKO OT OCTAHAIIUTE Tep-
COHAXH.

[Tpu m300pa3siBaHETO Ha BOXKJA M3MOJI3BaHE-
TO Ha MHJIECKCATHU KECTOBE € MPENOPBHYUTEIHO.
Oco0eHo xapakTepHa € 1mo3ara ¢ rnokasaerna Ha-
npena. Ha peauiia )KWBOMUCHYU TUTaTHA U CKYJIIITY-
pU BOXKIBT € MPECTaBSH MO TO3W HauuH. Kec-

Even though the artistic freedom in the crea-
tion of the image was strongly limited, the actors
were endeavouring to reincarnate themselves in
the leader, since the entrusting of this assignment
was regarded as being of great honour. The efforts
were rewarded by the critics with national awards
and honours. All actors performing the roles of
Dimitrov and Lenin on the stage received special
awards and titles.

The strict party principles defined how should
the leader be presented. The basic instructions for
the actors, performing this character were to per-
form in such a way that the presence of the great
man could be felt. The character of the party lead-
er had to eradiate power and divinity. He had to be
depicted at all times as a good character, although
in some cases rigorous, demanding but just. The
actor playing the leader had to be attractive and
charismatic. When playing the part of the lead-
er, monumentality, sculpturing of gestures, ste-
reotyping and depsychologisation were required.
The actor was obliged to personify a certain ab-
stract phenomenon as an actually existing person
through sculpture and conditional playing.

Typical stage settings with the presentation of the
leader on the stage was his staging in the centre and
often slightly higher from the remaining characters.

With the representation of the leader the use of
index gestures was recommended. The pose with
forefinger stretched was typical. On a number of
scenic canvases and sculptures, the leader was
presented in this way. The gesture was symboli-
cally demonstrating how he was pointing to the
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, Ipema namemuuna “, H. [lazooun,
(Pauko Abanoorcues 6 ponsima

Ha Jlenun),pexc. Kpvcmoo Mupcku,
Hapooen meamwp, 1961

Treta patetichna (The Third: Pathetic),
N. Pogodin, (Rachko Yabandzhiev

in the role of Lenin),

dir. Krustyo Mirski,

National Theatre, 1961

SJatinyue 1933, JI. Komnaneey,

JI. Kpongeno, (Acnapyx Temenkos

6 porsima Ha Jumumpos), peic. bopuc
babouxun, Cmegan Copuadcues,
Hapooen meamwvp, 1951

Leipzig 1933, L. Kompaneets,
L. Kronfeld, (Asparuh Temelkov
in the role of Dimitrov),

dir. Boris Babochkin,

Stefan Surchadzhiev,

National Theatre, 1951

THT CUMBOJHMYHO JAEMOHCTPHpA KaK TOH yKa3Ba
IIpaBUJIHATa [OCOKA, KOSATO € Hampes B Objelie-
To. B Hero ce checpenoTouaBa cuinara U caMoyBe-
peHOCTTa Ha BOXJa, CIOCOOHOCTTAa My Ja
yIpaBisiBa MACUTE U J1a TH BOJU 1I€JIEyCTPEMEHO
KbM KOMYHH3MA.

[IpuHIMObT Ha nepcoHupUKaus TpsOBa na
ObJle MapagoOKCaJHO CMECEH C IPOTHUBOIOJIOXK-
Hara (hopMa Ha aKTHOPCKA €KCHPECHs, 3 UMEHHO
UKOHMYHATa WAECHTU(UKALMS, KOSTO MMa 3a Ll
(bu3nyuecko CXOnCTBO, OMorpaduyHa BSIPHOCT, J10-
KyMEHTaJIHa KOPEKTHOCT M XurneppeannssM. [Ipu
NPEJICTaBIHETO Ha BOXJA CE€ ThPCH HMKOHOrpad-
CKO CXOZICTBO MEXKAY U3ITBJIHUTEN U IEPCOHAXK, JI0-
KOJIKOTO HM300pa3sBaHOTO JIMIIE MMa 3a MPOTOTHII
NEUCTBUTEHA MCTOPUYECKA JIMYHOCT. AKTbOPBT
TpsiOBa J1a ce CTpeMH KbM OyKBaJHO mojodue, aa
MMHTHUPA TUITMYHUTE TTOTJIE/IH, KECTOBE, M03H, IJ1ac
Y MHTOHAIMs Ha BOXK/a. M31cKBa ce BUCOKa CTEIeH
Ha MKOHMYHA WCHTUYHOCT U (PU3MYeCKa MPHIIHKA
— JIUILIE, TTOXO/IKA, )KECTOBE, IJIACOBU OCOOCHOCTH U
1p. AKTBOPUTE, KOUTO UTPAsT BOXK/1a, OOMKHOBEHO
ca ¢ TexbK rpuM macka. [TogroroBkara Ha {umu-
TpOB 3a ,,JIaiinuur 1933 tpae Tpu 4aca, a Ta3u Ha
Jlenun 3a ,,Ipera nareTnyHa‘“ — 4eTUPHU.

Cp3naBaneTo Ha o0pa3a Ha MAPTUHHHS BOXKI
B HEroBaTa TOTAJHOCT M ABJIOOYMHA Ce CMsTa 3a
HEBB3MOXKHO OT HOpMaruBHaTa kputHka®. Ipo-
TUBOPEYMBUTE U a0CYpHU UCKaHUS 32 MOHYMEH-
TAJHOCT, OT €JHa CTpaHa, 1 OOMKHOBEHAa YOBEY-
HOCT M IIPOCTOTA, OT JJPyTra, Ca HEChbBMECTHUMH.

BoxIbT € BBIUTBLICHHE HAa MOTBIIECTBOTO
Ha napruara. O6pa3bT My TpsiOBa na Ob1e Mo-

correct direction, which was ahead in the future.
The strength and the self-confidence of the lead-
er were concentrated therein, same as his ability
to manage the masses and to lead purposefully to-
wards communism.

The principle of personification had to be para-
doxically mixed with the opposite form of the ac-
tor’s expression, namely the iconic identification,
aiming to reach physical resemblance, biographi-
cal authenticity, documentary correctness and hy-
perrealism. In the presentation of the leader the
goal was the iconographic resemblance between
the performer and the character, as far as the depict-
ed person had as prototype the actual historical per-
sonality. The actor had to strive towards a literal re-
semblance, imitate the typical look, gestures, poses,
voice and intonation of the leader. High degree of
iconic identity and physical resemblance was re-
quired, such as — face, gait, gestures, voice peculiar-
ities, etc. The actors playing the leader were usually
wearing heavy make-up as a mask. The preparation
of Dimitrov for Leipzig 1933 took three hours, and
the preparation of Lenin for Treta patetichna (The
Third: Pathetic) took four hours.

The creation of the image of the party leader in
his totality and depth was regarded as impossible
by the normative critics®. The contradictory and
absurd requirements for monumentality on the one
hand, and the usual humanity and simplicity, on the
other hand, were incompatible.

8 Apxu. My3eii Ha Hapopuus Tearsp, uaB. No. 752, marnka
33, muctoBe 158-172.
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. Ipema namemuuna ', H. [lacooun, (Pauxo Abanooicues 6 porsma

Ha Jlenun), pesc. Kpvemvo Mupcku, Hapooen meamwp, 1961

Treta patetichna (The Third: Pathetic), N. Pogodin, (Rachko Yabandzhiev
in the role of Lenin), dir. Krustyo Mirski, National Theatre, 1961

HYMEHTAJIEH U J]a IEMOHCTpUpA FUraHTa, KONTO
B CHILIOTO BpeMe TpsiOBa Jja ObJie YOBEK OT HApO-
na, 1a € OJIU3bK 10 MacuTe, Ja NpeoaosBa mpo-
MacTTa MEXAy MapTUHHUS €IUT U OOMKHOBEHH-
Te xopa. Tpsi6Ba Aa onuueTBOpsIiBa NapTUATA, HO
CBIIIO TaKa Ja OTpa3siBa XKEJaHWUSITa HA MacUTeE.
ToBa ce moctura upe3 KOMOMHUpPaHe HA HEOOXO-
JUMaTa peajJucTu4Ha ,,MacKka* 1 HepeaJluCTUYHH
JKECTOBE C YCIIOBEH MHM3aHCIeH. Toi e mpencra-
BSIH KaTO OOMKHOBEH YOBEK, KOWTO 0baye npure-
’KaBa CHJIaTa, TOTOBHOCTTa M MBIPOCTTA, 3a J1a
CTaHe BeJUK. M3rpaxkianeTo Ha UAE0I0THUECKU
CTEPEOTHUIl Ha CBPBXUOBEK C OPEOJI € 3a MPEATO-
YUTaHe Ipe]] Ch3jaBaHETO Ha I0CTOBEPEH 00pas.
3aToBa MHOIO MO-Ba)XKHO € J1a C€ JEMOHCTpHpa
MOHYMEHTAJIHOCTTa Ha BOXKJla KaTO CUMBOJI Ha
naptuiiHara Biact. Toll € uKoHara, KOsiTO OJIUIIe-
TBOpSBA CHJIATa, CBETIMHATA U 0€3CMBPTHETO HA
KomyHucTHueckara nmapTus 1o mbTs KbM CBET-
JI0TO OBeIe.

The leader was an embodiment of the power of
the party. The image of the leader had to be monu-
mental and had to demonstrate the giant, who at the
same time had to be a man of the people, close to
the masses, overcoming the gap between the party
elite and the ordinary people. The leader had to per-
sonify the party, but also had to reflect the desires
of the masses. This was achieved by combining the
required realistic “mask” and unrealistic gestures
with conditional mise-en-scene. He was present-
ed as an ordinary person, who however possesses
the strength, the readiness and the wisdom to be-
come great. The building up of the ideological ste-
reotype of a superman with aureole was preferable
to the creation of an authentic image. That is why it
was much more important to demonstrate the mon-
umentality of the leader as a symbol of the party
power. He was the icon, personifying the strength,
the light and immortality of the Communist party
on the way to the bright future.
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,HAPOJAHUTE MACH"“
M ,HAPOJHATA MJIAJAEXK"
HA CLIEHATA

[IpeacraBsHeTo Ha MacuTe, Ha Hapojaa B U3-
KyCTBOTO € HEOTJEJIMMO OT MJiedTa 3a COLUAJIHA
eMaHIunauus ciex O@peHckara peBoIOLMs Ipe3
1789 r. Cnen OxTOMBpHUICKaTa PEBOIIONHS HU30-
Opa3siBAaHETO Ha MACHUTE CTaBa 4acT OT JOKTPHU-
HaTa Ha COUMAIMCTUYECKHUS pealu3bM — B Tea-
Thpa, B KHHOTO, B MOHYMEHTAJIHATA KUBOIUC U
CKYJINTYpa.

B bparapus B nepuoja Ha KbCHUS CTaJIUHU-
3pM (1948-1953 1) B Tearbpa 3amoyBaT aa ce
MOCTaBAT NMPEIUMHO MOMIIO3HU CIIEKTAKIM C Ma-
coBU cueHu. ToBa € CBbP3aHO ChC CIEABAHETO
Ha OCHOBHHUTE COLMAJMCTUYECKH MPUHLUIHN 32
MapTUIHOCT, KJIACOBOCT M HAPOJHOCT, ChIVIAC-
HO MHOTOKPAaTHO MPENOBTAPSHUTE B MAPTUUHU-
T€ JOKYMEHTH MapKCUTKO-JIEHMHCKH IOCTYJja-
TH, TIaBHO OT chuuMHeHusTa Ha Kapn Mapkc u
®punpux Enrenc ,,3a uzkycrBoto*‘; Biagumup.
WN. Jlenun ,,3a nureparypara U U3KyCTBOTO® M
noknana Ha Makcum ['opku Ha [IppBus Bcechbro-
3€H KOHrpec Ha nucarenure, 1934 r. UmenHo te
ONpEeNeNsIT: FepouyHaTa napajaurma, CBbp3aHa ¢
reponyHara 6op0a Ha HapoJa; CTpOUTENHATA a-
paaurma, HacoueHa KbM M3IPaKJaHETO Ha HO-
BMsI COLMAJIMCTUYECKHU CTPOI U BOEHHATa mapa-
JIUrMa, oTpassiBaiia 6opOaTa cpelry Bparopere.

[Ipu BB3MOXXHOCT pa3KpUBAaHETO Ha HHAM-
BHIyaTHUTE 00pa3u Ha HOBHUTE T'€POH U TE€POH-

THE MASSES
AND THE YOUTH
ON STAGE

The presentation of the populace, of the
people, in art was intrinsic to the idea of so-
cial emancipation after the French revolution in
1879. Following the October revolution, the rep-
resentation of the populace became part of the
doctrine of the socialist realism — in the theatre,
in the cinema, in the monumental painting and
sculpture.

In Bulgaria during the late Stalinism (1948—
1953), predominantly pompous performances
with mass scenes were staged. This was asso-
ciated with the following of the basic socialist
principles for party, class and nationality affili-
ation, complying with the multiple mentions of
Marxist and Leninist postulates in the party doc-
uments, mainly from the essays of Karl Marx
and Friedrich Engels About Arts; Vladimir I.
Lenin About literature and arts as well as the re-
port of Maxim Gorki at the First Allunion Con-
gress of Writers in 1934. They were those to de-
fine: the heroic paradigm, related to the heroic
struggling of the people; the building paradigm,
oriented towards the building of the socialist
system as well as the military paradigm, reflect-
ing the fight against the enemies.

Whenever possible, the revealing of the in-
dividual characters of the new heroes and their
enemies, conforming to the nationality affilia-
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HU U TEXHHUTE BParoBe, ChIVIACHO NMPHUHIUIMA 32
»HApPOJHOCTTA* B M3KYyCTBOTO Ha COLMAIUCTH-
YEeCKHUs peajn3bM, OU CIeBalio 1a e OCHIIECT-
BBa B €IMH MO-€NHUYEH IUIaH, 3a J1a ce Mepco-
HUDUIMPaA ,,MOT'BIIECTBOTO HA HAPOAHUTE MaCH
— TBOpUM Ha ucropusTa“. Ilapruiinara naeosno-
remMa HamHupa u3pa3 BbB BMBKBAHETO IPHU BCEKH
y100€eH cilyyail Ha OTPOMHHM MacOBKH Ha CIieHa-
ta. Te3u onuTH 3a OyKBaJHO MaTepUaIU3UpaHE
Ha JUCKypca Ha BIACTTa HEPSAIKO Ch3/aBar IMa-
paJoKCaTHU TEXHUYECKHU MpOoOJIEeMH 3a TeaTbpa.
TearpanuTte ca nmpuHyAeHH Oa OOCHKIAT, ye B
,He3abpaBumara 1919 ronuna“ na Bc. Bunines-
CKH € HeoOxoarMa MacoBKa oT okojo 400 aymiu,
KOETO € MOYTH HEU3NBIHHUMO NpPU HAJIUYHHUTE
KaJIpu ¥ ChILECTBYBAIUTE TEXHUUECKU Bh3MOX-
HOCTU Ha clieHaTa Ha Hali-1oOpe oOopyaBaHUs
Haponen tearsp®. ToBa € enmHa OT MpUYUHUTE
nuecara Ja He ObJie I0CTaBeHa.

OOuKHOBEHO 00pa3bT Ha Hapojaa ce Mpena-
Ba Ype3 MAaCOBHU CLIEHM, Hall-4€CTO U3ITbIHABAHU
OT CTYIEHTH B [Ibp>KaBHOTO BHCILIE TeaTpaaHO
yumiuinie. TakuBa mpumMepu ca MOCTaHOBKHUTE
Ha ,,Ceno bopoBo* o Kp. Benkos, ,,O6emanne
Ha A. I'ynawmky, ,,Pasy3snaBane’ Ha JI. Ctpenkos,
,bpoHupan Binak 14-69“ na Bc. lBanos, ,,Ina-
cbT Ha AMepuka“ Ha b. JIaBpeHboB, ,,Hemuu‘ Ha
JI. KpyukoBcku, ,Jlaiinuur 1933 na JI. Komna-
uweer u JI. Kpondenn, ,,}JOxno ot 38-us mapa-
nen“naT. 1. Yyn u ap.

B npyru ciydam cb3naBaHETO Ha KOJEKTHB-
HUTE 00pa3u ce OChLIECTBSIBA Ype3 MHAUBUIY-
aJIHU aKThOPCKH IMPEBBILTBILEHUS B €MH3014-

tion principle in the arts of the socialist realism,
would have been implemented in a more epic
plan, thus personifying “the might of the popu-
lace — creators of the history”. The party ideol-
ogeme found expression by including huge mass
extras on the stage whenever possible. These at-
tempts to materialise the discourse of the power
often posed paradoxical technical issues for the
theatre. The theatrical activists were forced to
discuss that Nezabravimata 1919 (The Unforget-
table 1919) by Vs. Vishnevsky required 400 ac-
tors on stage, which was almost impossible with
the available staff and the existing technical ca-
pabilities on the stage of the best equipped Na-
tional Theatre.®* This was one of the reasons why
the play wasn’t staged.

The image of the people was usually repre-
sented by mass scenes, most often performed by
students in the State Drama School. Such exam-
ples are the productions of Selo Borovo (Village
Borovo) by Kr. Velkov, Obeshtanie (Promise)
by A. Gulyashki, Razuznavane (Intelligence)
by L. Strelkov, Broniran viak 14-69 (Armoured
train 14-69) by Vs. Ivanov, Glasat na America
(The voice of America) by B. Lavrenyov, Nem-
ci (Germans) by L. Kruchkovski; Leipzig 1933
by L. Kompaneets and L. Kronfeld; Ujno ot
38-ija parallel (South of the 38th parallel) by
T. D. Chun, etc.

In other cases, the creation of collective
characters was accomplished through random

8 ApxuB. Myseii Ha Hapopaus tearsp, uas. No. 752, nanka.
33, muct. 132.
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., bponupan enax“, Be. Heanos,
pedxc. boau [lanoecku,
Hapooen meamwop, 1949

Broniran viak 14—69
(Armoured train 14—69),
Vs. Ivanov,

dir. Boyan Danovski,
National Theatre, 1949

., Paznom“, B. Jlagpenwvos,
pearc. Bopuc Baboukumn,
Hapooen meamuvp, 1951

Razlom (The Break up) by B. Lavrenyov,
dir. Boris Babochkin,
National Theatre, 1951
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SJatinyue 1933, JI. Komnaneey,

JI. Kpongeno, pesic. Bopuc baboukumn,
Cmegan Copuadoicues,

Hapooen meamwp, 1951

Leipzig 1933, L. Kompaneets,

L. Kronfeld, dir. Boris Babochkin,
Stefan Surchadzhiev,

National Theatre, 1951

Hu ponu. [To To3u HauWH ca ch3naneHu oopazure
Ha: KpPOHIIAJACKUTE Mopsuu B ,,Paznom* Ha b.
JlaBpennoB; komxo3nuuure B ,Illactue” ot II.
[TaBneHko; TpaHCHOpTHUTE pabOTHUIM B ,Ilo
MOCKOBCKO BpeMe‘‘ Ha A. BareHuiaiii; censHu-
Te B ,,CHaxa“ no I. KapaciiaBoB; paboTHUIIUTE B
,»CemeiicTBo* Ha U. Ilonos; rorocinaBckus Hapos
B ,,Ickpu B HomTa Ha A. bapyx u T.H.
OCHOBHOTO BHYIICHHE, KOETO TPsiOBa 1a ObJe
MOCTUTHATO IIPH Te3U 00pasu, € ,,MOIITa U BEJIH-
YHUETO Ha MUpPOKUTe HapoaHu macu®. Te mpen-
CTaBIsBaT MapTHiiHaTa MoaudUKaIUs Ha aH-
TUYHUS XOpP, KOHTO € €IHOBPEMEHHO CBUIETEIN
Y TBOPEI] Ha ChOUTHSATA. 3a [eJITa Ce u3rpaxaar
KPYITHU apXUTEKTYPHO-CIIEHUYHU KOHCTPYKIIUH,
KOUTO TOHSKOTa CTPaaaT OT CTAaTHYHOCT U 0e3-
JKM3HEHOCT, JIbXalla OT JINIaTa Ha H3IbJIHHTE-

parts played by different actors. This way the
characters of the sailors from Kroonstad in Ra-
zlom (The Break up) by B. Lavrenov; the kolk-
hoz members in Shtastie (Happiness) by P.
Pavlenko; the transport workers in Po mosk-
ovsko vreme (In Moscow time) by A. Wagen-
stein; the peasants in Snaha (Daughter-in-law)
by G. Karaslavov; the workers in Semeistvo
(Family) by 1. Popov, the Yugoslav people in
Iskri v noshtta (Sparks in the night) by A. Ba-
ruh, etc. were created.

The main suggestion these characters aimed
at was “the power and greatness of the broad
people’s masses”. They represent the party mod-
ification of the antique choir, who was at the
same time witness and creator of the events. For
this purpose, large architectural and stage con-
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mute. B HAKOM ciayyau cTaBa 0€3LeTHO CLIeHUY-
HO JIBI)KGHHE Ha rpynu. B mpyrm — macoBkata
€ TBbpJie OUTOBU3MpPAHA U HE CU JINYU PEBOIIIO-
LIMOHHATAa OYyHHOCT, CTHUXUHHATa PEUIMMOCT H
Oopueckara eHeprus Ha HapoJa.

Kato maiicTop Ha MacoBHTE CLIEHU € IPU3HAT
cbBeTCKUAT akThop b. baboukun. [Ipe3 1951/52 1.
peXUCHOPBT TOCTaBA ,,Jlainur 1933* u npepa-
6otBa ,,Pazimom*.

B Te3u mocTaHOBKM HAKOM OT aKTbOPHUTE Ha
eMU30ANYHH POJIM TBHPJE YCIEIIHO Ce BIUCBAT
B TOTAJIMTAPHUS CTEPEOTHUN 3a KOJEKTUBEH 00-
pa3 oT Hapoaa. MOHYMEHTaJIU3UPaHETO € OCHOB-
HOTO CPEJICTBO KAKTO IPH U3rPakJaHETO HA I10-
JIOKUTEIHUTE KOJIEKTUBHU O0Opa3u, Taka M MpH
pa3KpHBaHETO Ha 00pa3a Ha rPYyIOBUS Bpar.

structions were erected, with the performers
sometimes playing static and lifeless. In some
cases, the stage movement of groups was pur-
poseless. In other cases — the massive partic-
ipation was too casual and the revolutionary
ebullience, the violent determination and the
struggling energy of the people could not be no-
ticed.

The Soviet actor B. Babochkin is recognized
as master of the mass scenes. In 1951-1952, the
director staged Leipzig 1933 and reworked Raz-
lom (The Break up).

In these productions some of the actors of ep-
isodic roles depicted very successfully the totali-
tarian stereotype for collective image of the peo-
ple. The monumentalisation was the main source

,»Mnaoa 2eapous “,

An. @aodees, pesc. bosin
Janoscku, Hapooen
meamuvp, 1947

Milada gvardia (Young
Guard), Al. Fadeev,

dir. Boyan Danovski,
National Theatre, 1947
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Ho nokaro mpu Hapoja eKCIIpECUBHUTE CPE/I-
CTBa ca Hail-uecTo OMTOBO-PEATUCTUYHH, B Ch-
YeTaHHE ChC CKYJINTYPHOCT Ha JKECTOBETE, IPH-
MOBAUTHATOCT HAa TOHA W JIPYTd POMAHTHYHH
MOXBAaTH, TO MIPH Bpara ce ThPCIT rpoTecKara u
CapKa3MbT.

Cnopen TotanuTapHUs MOJET HApOIHOCTTA
ce u3pas3saBa B M300pakeHUE Ha )KUBOTA BbB Op-
MHTE Ha caMus KUBOT. ToBa oOaue € CBHP3aHO
C M3UCKBAHETO 3a Peaju3bM JIOTOJIKOBA, JIOKOJI-
KOTO TOH MOXe€ J]a TapaHTUpa OOIIOAOCTHITHOCT
Y JIECHO YETEHE Ha 3aKOJUPAHOTO HACOJIOTHYE-
cKo nocyanue. HapoaHoct B roisiMa CTENeH 03-
HayaBa ,,WIIOCTPATUBHOCT®, ,, IPUMUTHBHOCT",
,,OTIPOCTsIBaHe", ,,MHPAHTUITHOCT", Y€CTO Ch3HA-
TEJHO KYJITUBHPAHA OT BJIACTTa C 11eJ MO0-JIECHO-
TO MaHUITyTUpaHe Ha OOLIECTBEHOTO Ch3HAHHUE.

B5B BpB3Ka ¢ HAPOIHOCTTA, pa3dUpaHa HMEH-
HO B CMHCHJIa HA ONIPOCTSIBaHE M WH(DAHTHIIHOCT,
€ W OpHEHTAlMsITa KbM HM300pa3siBaHE HA MJIa-
nata cMsiHa. YUpes Te3u oOpasu TpsiOBa ga Obne
OTpa3eHa HOBAaTa MJIAJIEkK, ChITIACHO MJIEOJIOTe-
Mara 3a Bh3IUTaHHE B JyXa Ha 00ApOCTTa | pe-
BOJIIOIIMOHHOCTTA. B cHIeKTakinTe 3a MjaauTe
MJIAJ0CTTa € BCeoOIa — U Ha TepouTe, U Ha aK-
ThopuTe. Ts TpssOBa ga 0OXBaHE BCUYKH: CTapH
Y MJIaJd, HAMHUPAIIKA CE€ HA CIICHATa U B 3aJiara.
[Ipu u300pa3siBaHe Ha MIIAJIEKUTE € HEOOXOMH-
MO J1a C€ ThPCH HENPUHYJICHa HAUBHOCT, JICTCKA
YUCTOTa U OTKpoBeHOCT. HoBuTe Aena ca roroBu
3a moJBM3U. B TAX mpo3upa CBETIUAT U JIbYe3a-
peH oOpa3 Ha HOBOTO mokojeHue. Cuiata UM e
B TSIXHATA CIUIOTEHOCT, 3aTOBAa OOMKHOBEHO MJla-

for both the building up of the positive collective
characters andthe revealing of the image of the
group enemy.

In these productions some of the actors of ep-
isodic roles depicted very successfully the totali-
tarian stereotype for collective image of the peo-
ple. The monumentalisation was the main source
for both the building up of the positive collective
characters andthe revealing of the image of the
group enemy.

For playing the ordinary people, the expres-
sive sources were most often domestically real-
istic, in combination with the sculptureness of
the gestures, elevation of the tone as well as oth-
er romantic techniques, for the enemy, however,
the grotesqueness and sarcasm were sought after.

According to the totalitarian model, the na-
tionality found expression in the depiction of
the life in the forms of life itself. This, howev-
er, was related to the requirements about realism
as much as it might guarantee the public acces-
sibility and easy reading of the coded ideolog-
ical message. Nationality affiliation to a high
degree means “ability to illustrate”, “primitiv-
ism”, “simplification”, “infantilism”, very of-
ten conscientiously cultivated by the authori-
ties with the aim to easily manipulate the public
consciousness. In connection with the national-
ity, understood namely in the sense of simplifi-
cation and infantilism, which was also orien-
tation towards the depiction of the young shift.
Through these characters the new youth had to
be repercussive, complying with the ideologeme
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JIeXKTa ce MoKa3Ba Ha rpynu. Upes3 KOJIEKTUBHUS
o0pa3 Ha MJIaUTe ce YTBbPXKAaBa UACOI0reMa-
Ta 3a HACTBIIBAIIOTO HOBO U OTUBALIOTO CU CTa-
po. B ppuere Ha Te3u, KOUTO UJBAT, CE HAMHUpPA
cBeTiioTo Obaeme. Ha mimagute ca mpoTuBomnoc-
TaBEHU CTapHUTE, KOUTO CH OTUBAT U CaMO Mall-
[IMHA OT TAX MOrar Ja pa3depar HOBOTO BpeMe H
Jla HaMepAT cBOETO MsACTo. OCTaHaIUTE 3aruBar
HeMomnaJHalu Ha cBosTa ynuua. Enqxa ot 3aga-
YUTE MPU NPEACTABIHETO HA TE3U MEPCOHAKU €
gype3 TAX MJajexTa J1a Obje Bb3NMUTaBaHa B CO-
LHUAJTMCTUYECKH yX, OCPEIACTBOM M300pa3siBa-
HE Ha FepOUYHUTE M BPBCTHULM OT MJIaJIU E€HTY-
CHA3HPaHU aKTbOPH.

B chmoro BpeMe TO3M BCEOOLl MIaIexK-
KM €HTYyCHa3bM MMa U MO-ABJIOOK CMUCHII. Toii
TpsiOBa ObAE CyrecTHpaH He camMo y MIIaJuTe,
HO y Bcuukd. Upes anosnoretukara Ha MiIagoCT-
Ta, n30paHa 3a CUMBOJI Ha JlyXa Ha HOBOTO Bpe-
Me, BJIacTTa C€ ONMUTBA J]a 3apa3u ¢ MIaA0CT CO-
LMyMa, J1a HaTpamnu XapaKTEpHOTO 3a CBETAa Ha
yTONUATA MIIAAEKKO KPUBOIIEICTBO — ILIOA
Ha HEBUHHOCT M YHACTOTA — U 1O TO3W HAYUH 114
KYJITUBHUpA OOILIECTBO OT BAETUHEHU UHAUBU/IN.
CoumManucTUYECKUIT pealiu3bM Ce€ OTIMYaBa
ChC CBOATA NH(DPAHTHIIHOCT, KOSITO € €IUH OT PO-
7oBUTE Oeie3U Ha BCSIKA TOTAIUTAapHA KyITypa.
YTONUYHUAT UAEaN € CBAT, IBbJIEH C Bb3pacT-
HU Jlella, YUeTO Ch3HAHHUE Jla ObJe JIECHO YII-
paBJIsIBAaHO, MOJATIIMBO HAa CyE€BEpHUs, MUTOBE,
UJIOJIOTIOKJIOHHUYECTBO, MOJYMHEHO Ha CHIIA-
Ta Ha BJIACTTA. 3aTOBA 3a MJIAJIOCTTA Ha aKThO-
pa 1 u300pa3siBaHUTE OT HEro I'epoHU C€ IOBO-

for breeding in the spirit of freshness and revolu-
tionary spirit. In the spectacles for young people,
youth was universal — both for the heroes and
for the actors. It had to cover everyone: old and
young, situated both on stage and in the auditori-
um. With the representation of the young people
it was necessary to look for casual naivety, child-
ish purity, and honesty. The new children were
prepared for feats. Therein the bright and radi-
ant image of the new generation pierced. Their
strength was in their solidarity and that is why
the young people were usually shown in groups.
Through the collective image of the young peo-
ple the ideologeme about the forthcoming new
and passing away old was affirmed. The bright
future was in the hands of the ones to come.
Old ones who are passing away and only few of
them can understand the new times and find their
place, were opposed to the young ones. The rest
perish not finding their street. One of the tasks
with the presentation of these characters was
to breed the young people in socialist spirit, by
means of depicting the heroic peers by young
and enthusiastic actors.

At the same time this universal youth enthu-
siasm had a deeper meaning. It had to be sug-
gested not only for the young people, but for
everyone. Through the apologetics of juvenili-
ty, chosen to be the symbol of the spirit of the
new time, the authorities tried to infect the soci-
ety with young spirit, to intrude the typical for
the world of utopia the young crosssightedness
— fruit of innocence and purity — and in this way
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pH C OFPOMHO BHOJYIIEBICHHUE, HE3AaBUCUMO OT
XYAOKCCTBCHUTC IMOCTHUIXCHHUA Ha UTI'PACIIUTC.
Cropen NpUMUTHBHATa TOTaJUTapHA JIOTHKA
YEeCTOTO TMOKa3BaHE Ha MIIAJIe)KTa Ha CIleHaTa,
KOSITO J1a YMUJIM, EHTyCHa3upa U oyapoBa myo-
JMKara, € €HO OT CpelICcTBara 3a aBTOMAaTH4Y-
HO MacoBO BJCTHHSIBaHEC HAa WHAMBHUINUTE, 4pe3
KOETO Ce yJEeCHSBa MPOLEChT Ha BCAXKIaHE Ha
NapTHITHUS TUCKYPC B COIUyMa.

to cultivate a society of childish individuals. The
socialist realism was distinguished with its in-
fantilism, being one of the generic features of
each totalitarian culture. The utopic ideal was
a world, full with elderly children whose con-
sciousness was to be easily managed, suscepti-
ble to superstitions, myths, idolatry, subordinate
to the force of the authorities. That is why for the
youth of the actor and the heroes represented by
him/her, the author spoke with huge enthusiasm,
notwithstanding the artistic achievements of the
acting performers. With reference to the primi-
tive totalitarian logic, the frequent showing of
the young people on the stage, which would con-
ciliate, enthuse and fascinate the audience, and it
was one of the sources for automatic mass child-
ishness of the individuals, thus the process of in-
seminating the party discourse in society was fa-
cilitated.
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HOBU TEATPAJIHH
XOPHU30HTH

B bwuarapus, npe3 anpun 1956 ., camo nBa
Mecena cien XX konrpec Ha KIICC, e mpoge-
neH Anpuickust wienyM Ha LK na BKII, Haco-
YEH cpelly KyaTa KbM JUYHOCTTA, BKIFOUUTEITHO
u cpemy Boiko UepBenkoB. CxeMure ca paskpu-
TUKyBaHHU. Beue Moxe J1a ce TBOpU MO-CBOOOIHO.
3anyxBa anpuIICKUAT BATHP Ha poMsHara. Llleii-
CeTTe TOJUHM ca Oelsi3aHu C KyJITypeH IOAEeM B
CBETOBEH MaIlao.

Omre kbpM Kpast Ha 1953 1. TBopuuUTE 3an10YBaT
Jla TIPABAT OMHTH Ja U3MEHST CUTyanusaTa. Mex-
Ny oOpasuTe ajeropuv Ha MApTUMHUTE HIEO0JIO0-
reMd Ha CLEHaTa 3aloyBar Ja c€ INPOMBKBAT U
repoute Ha ,,Ipu cectpu’ u ,,.Byiiuo Banbo* Ha

9. Bvreapckusm meampanen XX eex

NEW THEATRICAL
HORIZONS

In April 1956, two months only after the XX
congress of the Komunisticheska partija na Savet-
skija sauz (KPSS; Communist Party of Soviet Un-
ion), the April plenum of the Central Commettee of
the Balgarska komunisticheska partija (BKP; Bul-
garian Cnmmunist Party) took place and it was di-
rected against the cult of personality, including also
against Vulko Chervenkov. The schemes were crit-
icized. Thus, one could now speak more freely. The
April wind of changes began to blow. The 1960s
were marked by a global cultural progress.

Already by the end of 1953, the authors start-
ed to attempt amending the situation. Among the
characters allegories to the party ideologemes on

,, Con 6 iamua now “ om V. lllexcnup,
peaic. Kp. Mupcxu,
Hapooen meamuvp, 1957

San v Ljatna nosht (Midsummer Night s
Dream) by W. Shakespeare,
director Kr. Mirski, National Theatre, 1957
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,» Cuparo 0vo Bepocepak *“ om E. Pocman,
pedic. Cm. Cvpuadcues,
Hapooen meamwp, 1960

Cyrano de Bergerac by E. Rostan,
dir. St. Surchadzhiev,
National Theatre, 1960

Amnron II. Yexos, ,,PeBuzop* na Hukonaii B. To-
roq, ,,Pomeo u XKynuera®, ,,CbH B JTHA HOUTL" U
»Kpan JInp* ma Yunam lekcnup, ,,Jlon Kapmoc*
Ha Opunpux llunep, ,,CanemMckure Bemmuu* Ha
Aptep Munsp, ,,Hopa* u ,Ilpuspanu’ na Xe-
upuk No6cen, ,,lopemnio cbpue’ u ,,11 Hait-mb1pu-
AT cH € MaJko npoct™ Ha Anekcanasp H. Octpos-
cku, ,Anturona”“ Ha Codoxwa, ,UneamHusr
Mbx*“ Ha Ockap Yaiing, ,,Cupano np0 bepxkepak
Ha Enmon Pocran u np.

K®Mm cpenara na 50-Te ronvHM JUKTAaThT Ha
napTuiiHaTa mHeca W sSpocTHara OopOa cpeury
(dhopmanm3ma, CKOBaBaIly TBOpUeckara (haHTas3usl,
I103aTHUXBar.

Bobnpeku penpecunte, LieH3ypara, yCUIUSTA
3a KAaHOHM3HUPAHE M KaHAIM3UpPAHE Ha U3KYCTBO-
TO 1O BpEME Ha KbCHUS CTAMHU3BM, CE€ OKa3Ba,
Yye TBOPLUTE B COIIMATMCTUUECKHUS Jarep ycrsiBar

stage began to sneak also the characters in 7ri ses-
tri (Three sisters) and Vuicho Vanjo (Uncle Vanya)
by Anton P. Chekhov, Revizor (The Government
Inspector) by Nikolay V. Gogol, Romeo and Juli-
et, San v ljatna nosht (Midsummer Night's Dream)
and Kral Lir (King Lear) by William Shakespeare,
Don Karlos by Friedrich Schiller, Salemskite vesht-
ici (The Salem Witches) by Arthur Miller, Nora and
Prizraci (Ghosts) by Henrik Ibsen, Goreshto sarce
(An Ardent Heart) and I nai-madrijat si e malko
prost (Enough Stupidity in Every Wise Man) by Al-
exander Ostrovski, Antigone by Sophocles, Idealni-
Jjat maj (The Ideal Husband) by Oscar Wilde, Cyra-
no de Bergerac by Edmond Rostand, etc.

By the end of the 1950s, the dictatorship of the
party play and the fierce struggle against formal-
ism, stunning the creative imagination, started fad-
ing away.
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Jla ChXPAHAT WHIAUBUAYAJTHUS CU TBOPUYECKH IIO-
TEHLIUAJl U HE CE CTHUra J0 JKejaHara OT BJIAacTTa
yHU(PUKAIUSA U YHUBEpPCAJIeH MOJIEN, 10 HIKaKBa
eIMHHA eCTeTUYeCKa CUCTEMA.

Omie ot kpasg Ha 50-te u npe3 60-Te ronuHU
€HEPIrUUTE C€ Bb3CTAHOBSBAT U C€ JOCTHUra J0 U3-
BECTEH MBJIYATIUB KOMIIPOMHUC MEXKIY BJIACTTA U
TeaTbhpa; HEIIAaCHO Ca pPAa3pelleHH BCUYKH pea-
JUCTUYHHM, HATYpPaJUCTUYHU MU MOJECPHUCTUY-
HU TIOCTAHOBKH, MPU YCIIOBUE Y€ EKCIEPUMEH-
TaJIHUTE UHOBALIMKM HE CTUraT TBBbPJIE JaJied U Ce
cria3BaT IIOJINTUYECKUTE M MOPAJIHHUTE HOPMH,
YCTAHOBEHU OT BiacTTa. Jlopu XyMopsbT U ,,KOH-
CTPYKTHBHATa caTupa‘‘ ca pueTHu.

[Ipe3 mepuona B CTpaHUTE ChC COMMATMCTHYC-
CKH PSKHUMHU CE€ JaBa MHOTO TO-TOJIsIMa CBOOOA
Ha TeaTpuTe B MPOBUHIUATA, OTKOJIKOTO HA CTO-
JUYHUTE TeaTpu. BbIpekn ve KOHTPONBT Haj
TE3U aJITEPHATUBHU NPOCTPAHCTBA CE€ OCBHIIECT-
BsIBa 4Ype3 OrpaHUYEHUS MyONWYeH IOCTbHI, Ta-
JAHTJIUBU PEXKHUCHOPU U aKThOPH, UMEHHO OT Tie-
pudepusita, OTIPABAT CBOWTE IMOCIAHUA KbM
chbBpeMeHHUUUTe cu. [lokazaTenHu B TOBa OTHO-
HIeHue ca moJyickute tearpu ,,Kpukor-2“ B Kpa-
KOB, ocHOBaH 1955 r. or Tageym Kantop u ,,Tea-
Thp Ha 13-Te pena* B Onose, ocHoBaH 1958 1. oT
Wexn I'poroBcku. Te3m onutu ca mbpBUTE Tpe-
JIETHU TTHUYKH, BB3BECTWIM PA3MPa3siBAHETO U
nposietta Ha 60-Te rogunu. Te ce oka3BaT 3HAYU-
MU JIBUTATEJIHU CUJIU 32 IPOMSIHA B T€aTbpa U OT
JIBETE€ CTPaHM Ha , KellsI3HaTa 3aBeca‘’, BhIIPEKU
3amovyHasiarta jga ce usaura npes 1961 r. bepiaun-
CKa CTEHa.

Notwithstanding the repressions, the censorship,
the efforts for canonization and channelling of arts
during the late Stalinism, it looked like actors in the
socialist camp manage to preserve their individu-
al creative potential and thus reaching the desired
by the authorities unification and universal mod-
el to a certain unified aesthetic system could not be
reached.

From the end of the 1950s and during the 1960s,
the energies were restored and a certain silent com-
promise between the authorities and the people was
established, whereby all kinds of realistic, natural-
istic and modern productions were silently permit-
ted, as far as the experimental innovations did not
reach too far and observed the political and moral
norms, established by the authorities. Even the hu-
mour and the “constructive satire” were accepted.

In this period, in the countries with socialist re-
gimes the theatres in the countryside were much
more free than the theatres in the capital. Even
though the control on these alternative spaces was
implemented by means of the restricted public ac-
cess, gifted directors and actors, namely from the
periphery, address their messages to coevals. In-
dicators in this respect were the Polish theatres
Krikot-2 in Krakow, founded in 1955 by Tadeusz
Kantor and Theatre of 13 rows in Opole, founded
in 1958 by Jerzy Grotowski. These attempts were
the first migratory birds, annunciating the defrost-
ing and the spring of the 1960s. These were signif-
icant driving forces for a change in the theatre on
both sides of the iron curtain, despite the initiation
of the erecting of the Berlin Wall in 1961.
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B bwarapus te3u o61mm HaCTpOeHUs! U TEHCH-
LIMY 32 CBETA U 3a pa3lerneHara Ha JBE MOJIOBUHU
EBpona HeMuHyeMo JaBaT CBOETO OTPAKEHHE.

Baxen ¢axTop 3a pa3BUTHETO HAa OBIATAPCKUS
TeaThbp Mpe3 TO3U MEPUOJ € Ch3JaBAHETO HA Mpe-
’Ka OT HOBM TE€aTpu B CTOJMLATA, AITEPHATUBHU
Ha opuunosnus Haponen tearsp. B Codus, oc-
HOBaHUAT oie npe3 1945 r. ,,Haponen tearsp 3a
MJIaJIeKTa*, KaKTO U ,,leaTbp HAa HapoaHaTa ap-
musi“, ocHoBaH 1950 u crtaHan abpKaBeH Ipe3
1952 ., Habupar ckopocT. OT U3KIIOUUTEIIHO 3Ha-
YeHHE 3a Pa3BUTHETO Ha OBJITapCcKus Tearbp U Ha
aKTbOPCKOTO M3KYCTBO € TosiBara Ha ,,CaTupuieH
tearsp’ npe3 1957 r, kakto u Ha Tearsp ,,199%
npe3 1965 r., ,,Tearbp Ha moe3usita U ecTpaja-
ta* pe3 1966, npeumenysan B Tearsp ,,Codus‘
npe3 1969 ., Tearsp ,,Chi3a u cmsx“ ipe3 1967 .
u 1p. B Te3u HOBM TeaTpasHu MPOCTPAHCTBA CTa-
Ba BH3MOXKHO JIa C€ €KCIIEPUMEHTHpAT HOBU Tea-
TpaJIHU (POPMH U aKTHOPCKU TEXHUKHU.

Pa3mpassBaneTo B OBJIrapcKus T€arbp A0 TO-
JIsIMa CTEIEH € CBbP3aHO C TOCTAHOBKUTE HA TE3U
TeaTpaJHU CLEHHU, KAKTO U MPEJCTABICHUATA HA
HSAKOW JAPYTH U3BBHCTOJIMYHH (PopMaIuu, Kbie-
TO ollle OT cpeaara Ha 50-Te roAMHU 3amo4Bar jaa
ce cpbupar ,,equHomunLIeHUn . IIpokiamaro-
pY Ha HOBHU THPCEHMsSI B Tearbpa ca PEeKUChOPH-
te Metoau AnnoHOB, JIto6en I'poiic, Jleon Jlanu-
en, FOmus OrustHoBa, 'puma OctpoBcku, Camio
Crostno, Bunu [lankos, Acen Lllomnos u ap.

TonsaMm TnachK B pa3kpenocTsIBaHETO Ha ObJTap-
CKHsI TeaThp B Kpas Ha 5S0-Te 1aBa Taka HapeyeHara
»bypracka rpymna‘“ Ha miaaute pexucbopu FOnus

In Bulgaria, these common moods and trends re-
garding the world and halved Europe had their con-
sequences.

An important factor about the development of the
Bulgarian theatre during this period was the setting
up of a network of new theatres in the capital, alter-
native to the creation of the officious National The-
atre. In Sofia, Naroden teatr za mladejta (National
Theatre for the Youth) founded in 1945, and the Te-
atr Narodna armija (National Army Theatre), found-
ed in 1950 and became state owned theatre in 1952,
were advancing. Of extraordinary importance about
the development of the Bulgarian theatre and of the
actors’ art was the appearance of the Satirichen teatr
(Satirical Theatre) in 1957 and Theatre 199 in 1965,
Theatr na poezijata i estradata (Theatre of Poetry and
Pop Music) in 1966 (existing for one year only), re-
named in Theatre Sofia in 1969, Theatre Salza i sm-
jah (Tear and Laugh) in 1967, etc. It thus became
possible to experiment with new theatrical forms
and actors’ techniques in the new venues.

The defrosting in the Bulgarian theatre was to
a high extent associated with the staging on these
theatre scenes and in some other formations out
of the capital, where already by the mid-1950s
“like-minded” people began to get together. Pro-
clamators of new quests in theatre were directors
like Metodi Andonov, Lyuben Groys, Leon Daniel,
Yuliya Ognyanova, Grisha Ostrovski, Sasho Stoy-
anov, Villy Tsankov, Assen Shopov and others.

A big impetus in the unblocking of the Bulgari-
an theatre at the end of the 1950s was made by the
so called Burgas group of the young directors Yuli-
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OrnsinoBa, Metonu AnmoHoB, Jleon Jlanuwen u
Bunu [ankoB, kouTto 1Ba ce30Ha padotst B bypra-
ckus tearbp (1957-1959) u npoBexaar excrepu-
MEHTH B 00JacTTa Ha TeaTPATHUS €3UK B CBOUTE
MIPENICTaBJICHUS TI0 ChBpEMEHHa ObJITapcKa, ChBET-
CKa M CBETOBHA JpamMaryprus karo: ,,OnTuMHUCTHY-
Ha Tpareaus‘‘ Ha BceBonon BunineBcky; ,JOBEKBT,
KOlTO nMoHece Abxa™“ Ha Puuwapn Hewr; ,,TaiitHu
ot bosn Jlanocku u I1. CnaBuncky; ,JIncumara
u rposaeTto’ Ha ['mitepmo @ureitpeny; ,Yynak* Ha
Haszbpm Xukwmer; ,,Bcsika ecenna Beuep Ha MBan
[Teitues; ,,3apoBeHo cibHIE HA OpnuH Bacuies;
,Knbiara Ha cenkure* Ha MBan CexuH (Teodu-
70B); ,.bapabanumnma“ na Adanacuit CaluHCKH;
,»CBeThT € ManbKk™ Ha Ban Panoes; ,,Pa3zy3HaBa-
He* Ha JIozan CTpenkoB u Jp.

Crnen nocranoBkara Ha ,,Cuzud U cMbpTTa‘“
o Pobep Mepn mipe3 1959 1. rpymnara e pasiyc-

ya Ognyanova, Metodi Andonov, Leon Daniel and
Villy Tsankov, who worked in the theatre of Burgas
(1957-1959) for two seasons and carried out ex-
periments in the field of the theatrical language in
their performances on contemporary Bulgarian, So-
viet and world dramaturgy, such as: Optimistichna
tragedia (Optimistic tragedy) by Vsevolod Vish-
nevsky; Chovekat, koito donese dajd (The Rain-
maker) by Richard Nash; Taini (Secrets) by Boyan
Danovski and P. Slavinski; Lisicata i grozdeto (The
Fox and the Grapes) by Guilherme Figueiredo;
Chudak (The Forgotten Man) by Nazum Hikmet;
Vsjaka esenna vecher (Every Autumn Evening) by
Ivan Peychev; Zaroveno slance (Buried Sun) by
Orlin Vasilev; Kashtata na senkite (The House of
the Shadows) by Ivan Svezhin (Teofilov); Bara-
banchitza (The Female Drummer) by Afanasii Sa-
linsky; Svetat e malak (The World is Small) by Ivan

,Tatinu““ om B. J[lanoecku u Ilemvp Cnasuncku,
peoic. Memoou Andonos, Jleon /lanuern,
FOnus Ocusanosa u Buau [anxos, 1958

Taini (Secrets) by B. Danovski and P. Slavinski,
dirs. Metodi Andonov, Leon Daniel,
Yuliya Ognyanova and Villy Tsankov, 1958
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HaTa KaTo HEeIpUEMJIMBA 3a BiIacTTa. TBopuure ca
OOBMHEHU BbB (hopMan3bM, B TOBA Y€ CE ILTB3-
rar IIaBHO MO JIMHUSATA Ha BHHIIHM, (ppanmaHTHU
e(deKTH u cTurar 70 rpy0d HaTypaIu3bM 3a CMETKa
Ha Xy/10)KECTBEHOTO U3sBSIBAHE HA UICHHUS 3aMU-
ChJI Ha TMecara. B mocTaHOBKHTE 110 HENPAaBUIECH
HAuuH, CIOpE] HOPMAaTUBUCTUTE, CE MPEACTABST
JIBETE€ AaHTArOHUCTUYHM KJIACH U C€ JOIYCKaT Io-
JIUTUYECKH TpellkH. Bee mak 3a Kparbk NEpHoOL
pexucbopure or byprackara rpymna ce npeBpb-
aT B CUMBOJ Ha HOHKOH(OpMH3Ma, Ha pa3Mpa-
35IBAHETO B Tearbpa. 1€ THPCAT HOB TeaTpalieH
€3MK, I0-KOMYHUKaTHBHa BpPB3Ka U 3PUTEICKO
ChydyacTHe, KOETO HEMHUHYEMO MOBJIMSABA HA pa3-
BUTHETO HAa CLIEHUYHOTO M3KYCTBO U OTKpHBaHe-
TO Ha HOBU M3Pa3HU cpelcTsa. Mitagure TBOpLH
UCKaT J1a Ob/IaT B Kpak ¢ MOACPHUTE TEHICHIINH B
€BPOIENCKUS U CBETOBEH TEATHP.

Jlpyra anTepHaTMBHA Tpylla IO-KbCHO IIPE3
60-te ronuan Ha XX BEK ca TBOPILHUTE OT ,,IeaTh-
pa Ha rmoe3usTa U ecTpajara‘’ ¢ XyJdOKECTBEH Pb-
koBoauten AHnpeit Yampas3oB u pexucsop Jleon
Januen. IIbpBOTO IpeacTaBieHUE € peuuTal 1o
ObaTapcKka BB3pOXKIEHCKa moe3us ,,Kopenu. B
HOBHUS T€aThp Ca NpPEICTaBeHHU ,,Mallku Tpare-
nun o [lymkun, ,,EcHadu® Ha I'opku u ap. Tesn
CIEKTAKJIM ca eKCIIEPUMEHTaIHU. AKTbOPUTE pe-
LUTHpPAT, TAHIYBAaT, NEST POK necHu. ToBa € Haco-
YeHO KbM MPOMsIHA Ha OOIIECTBEHUTE HArllacu U
MHCJICHE.

JKuBOTHT Ha TO3M Tearwbp € Kparbk. Tol e pa3-
(dbopMupaH U HIKOU aKThOPHU MPEMUHABAT B HOBO-
Ch3/maieHus Tearsp ,,Codus™.

Radoev; Razuznavane (Intelligence) by Lozan
Strelkov, etc.

After the staging of Robert Merle’s Sizif i smart-
ta (Sisyphus and Death) in 1959, the group was dis-
missed as unacceptable for the authorities. The ac-
tors from the theatre were accused in formalism,
in gliding mainly along the line of external, strik-
ing effects and thus coming to rude naturalism on
the account of the artistic proclamation of the con-
ceptual design of the play. In the staging, in an in-
correct way according to the legislators, the two
antagonistic classes were presented as well as po-
litical mistakes were omitted. For a short period of
time, however, the directors from the Burgas group
turned into a symbol of the non-conformism, of the
defrosting in the theatre. They were looking for a
new theatrical language, for more communicative
relation and spectators’ co-participation, which in-
evitably affected the development of the stage art
and the disclosure of new means of expression. The
young actors wanted to keep up with the modern
tendencies in the European and global theatre.

Another alternative group later on in the 1960s
was formed by the actors from the Teatr na poeziata
i estradata (Theatre of Poetry and Pop Music) with
artistic leader Andrey Chaprazov and director Leon
Daniel. The first performance was recital of the Bul-
garian renaissance poetry Koreni (Roots). The new
theatre presented Pushkin’s Malki tragedii (Small
Tragedies), Gorky’s Esnafi (The Philistines), etc..
These performances were experimental. The actors
recited, danced, sang rock songs. This was oriented
towards a change in the public attitude and thinking.

134

Te3u mposiBU NpENCTaBIsABAT HOB IMOJBX Ha
CcB0OOO/Ia U C€ MpUEMaT PAIyIIHO OT 3PUTEIIHTE.
Bcuuko ToBa ce cunTta 3a HOBO, PEBOJIIOIIMOHHO.

Hewmainko 3HaueHue B pa3BUTUETO Ha TeaTbpa
npe3 60-Te, B MPOTUBOBEC HAa MACOBOTO COIIMa-
JUCTUYECKO H3KYCTBO, MMa Pa3BUTHETO Ha Ka-
MEpHHUTE CLEHU U MOCTAaHOBKH, YECTO IO 3amaj-
HOeBpoIieiicka apamaryprus. B kpas nHa 60-te
roguHu B HapogHusi Tearbp € OTKpuUTa Kamep-
Ha cueHa Ha [V erax. Tearbp OT TakbB THII € U
»199% (¢ 199 mecta), ocHoBan npe3 1965 1. Tosa
€ OTBOpEHA CIIEHA, Ha KOATO TBOPIIM OT Pa3IMUHU
TeaTpu Morar Ja NpPeJCTaBAT KaMEpPHHU MpOU3Be-
JneHusi. B To3u Tearbp peauna akTbOpH MUMaT 3a-
OCIEeKUTEITHU IOCTUKCHUS.

B pesynrar Ha TMHaMUYHUTE MOJIUTHYECKU U
KYJITYpHH ITIPOMEHH B CBETOBEH Maiaod, B TeaTbpa

., Manxku mpazeouu ** no Ilywkun,
pexcucvop Jleon /lanuen,
Teamwp Ha noezuama

u ecmpaoama, 1966

Malki tragedii (Small Tragedies),

after A. Pushkin, dir. Leon Daniel,

Teatr na poeziata i estradata

(Theatre of Poetry and Pop Music), 1966

This theatre existed one season (1966-1967). It
was disbanded and some of the actors moved in the
newly created in 1969 theatre Sofia.

These manifestations represented a new whiff
of freedom and were warmly accepted by the audi-
ence. All of this was regarded as new, revolutionary.

Not less of importance in the development of
the theatre in the 1960s, as opposed to the mass so-
cialist arts, was the development of the small audi-
torium stage and productions, often following the
Western dramaturgy. At the end of the 1960s, such a
stage was inaugurated on the IV floor of the Nation-
al Theatre. A theatre of this kind was also the Theatre
199 (having 199 seats), founded in 1965. This was
an open stage, where actors from different theatres
could perform for small audiences. A number of ac-
tors had significant achievements in this theatre.
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Anocmon Kapamumes u Hesena Koxanosa 6ve ,, Bapwascrka menoous *

om JI. 3opun, pesic. [Jumumpuna l'oposa,
meamuvp ,, 199, 1967

Apostol Karamitev and Nevena Kokanova in Varshavska melodia

(Warsaw melody) by L. Zorin, dir. Dimitrina Gyurova,
Theatre,, 199, 1967

HacThIBa pa3aBmxBaHe. [Ipe3 60-Te roquHu HOBU
[IOCTaHUs, Pa3JUYHU OT HAJIATaHWUTE IOCTYJATH,
HOCSIT IOCTAHOBKUTE: ,, YECTCalICKa HCTOPUA * OT
A. Jlopentc u 'b. Jleman, pexucbop Kpukop Aza-
psH; ,,JIBama Ha mronkarta® ot ['ubcwH u ,,Ilenara“
o A. Muisp, pexucsop Mouc benuemn; ,,byps’
ot Y. llekcrmp, pexucwop Jlroben I'poiic; ,,I1o-
CelIeHneTo Ha crapara nama’, @p. lropenmar u
»xXamier ot VY. lllekcniup, pexucsop Jleon la-
Hueln; ,,CMbpPTTa Ha ThPrOBCKHUSI MBTHUK OT A.
Munsp, pexxucbop Huxkonait Jlronkanos; ,,O05p-
HU ce ¢ THIB Hazad'  oT k. OcObpH, peKUCHOp
Kpacumup Cnacos; ,,IIeTHHK 06e3 Oarax‘ ot XK.
Anyn, pexucsop Punun Puwmmnos; ,,XeHpPUX
IV* or JI. Ilupanneno, pexucsop Exuo Xana-
yeB; ,,JlpakonbsT oT E. [lIBapmn, pexucrop CnaBu
[xapos; ,,3a mumkute u xopara™ or x. Craii-
HOek, pexucsop Acer IllonoB u ap. B 1sx Tea-
THPBT UM Bb3MOKHOCT J1a IIPEJICTaBU HA 3pUTE-

3

¢

As a result of the dynamic political and cultural
changes in the global scale, theatre gradually trans-
formed. In the 1960s, new messages, different from
the imposed postulates, were brought by the fol-
lowing productions: Westside story by A. Lawrents
and U. Leman, director Krikor Azaryan; Dvama na
lulkata (Tiwo for the Seesaw) by W. Gibson and 7ze-
nata (The Price) by A. Miller, director Mois Be-
niesh; Burjata (The Tempest) by W. Shakespeare,
director Lyuben Groys; Poseshtenieto na stara-
ta dama (The Visit) by Fr. Diirrenmatt and Hamlet
by W. Shakespeare, director Leon Daniel; Smart-
ta na targovskija patnik (The Death of a Salesman)
by A. Miller, director Nikolay Lyutskanov; Obarni
se s gnjav nazad (Look Back in Anger) by J. Os-
borne, director Krasimir Spassov; Patnik bez bagaj
(Traveler without Luggage) by J. Anouilh, direc-
tor Filip Filipov; Henry IV by L. Pirandello, direc-
tor Encho Halachev; Drakonat (The Dragon) by E.
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JWUTE MO-ABJI00KO AYIIEBHOCTTA U TEp3aHUATA HA
ChbBPEMEHHHUSI YOBEK, HETOBUTE CHIIPOTUBU Cpe-
11y HECTIPaBEAJIMBOCTTAa U HACUJIMETO HE CaMO OT-
caM, HO M OTTaTbK ,, Kelsi3Hara 3aseca. Ilo To3u
HauuH MMyOJIMKaTa ycrsBa J1a ce JOKOCHE A0 Thp-
CEHUSTAa B CBETOBHUS TEaThP.

IIpe3 70-te roguHM peneproapbT cTaBa Aajied
no-pazHooOpaseH. IlocraBiaT ce kilacudyecku u
ChBPEMEHHU IIHECH OT CBETOBHATA JPaMaTyprusl.
HoBaropcku nyx HOCSAT mpeicTaBieHusTa ,,JlBa-
mara BepoHuu‘, ,,Pomeo u Xynuera* or V. [llekc-
nup, ,,Muzanrpon‘ ot XK. Monuep, pexucsop JI.
I'poiic; ,YoBekbT cu € yoBek™ oT b. bpexT, pexu-
ceop Mutanen Kucenos; ,Iloner Ham kykyBude
raHe3no” ot [I. Bacepman u ,,TpamBail sxenanue
or T. Ywmsamc, pexucbop Kpacumup Cnacos;
,»KoBapcTBo u m000B* oT @p. [lumnep, pexucrop

Schwarz, director Slavi Shkarov; Za mishkite I ho-
rata (Of Mice and Men) by J. Steinbeck, director
Asen Shopov, etc. With these productions the thea-
tre could present for the audience a deeper view on
the spirit and the anguish of contemporary people,
the reluctance against the injustice and violence not
only on this side, but also on the other side of the
“iron curtain”. In this way the audience managed to
be in touch with the quests in the global theatre.

In the 1970s, the repertoire became much more
diversified. Classical and contemporary plays from
the global dramaturgy were staged. Innovative
spirit was carried by the performance of Dvama-
ta veronci (The Two Gentlemen of Verona), Romeo
and Juliet by W. Shakespeare, Misanthrope by G.
Moliére, director L. Groys; Chovekat si e chovek
(Man Equals Man) by B. Brecht, director Mladen

,, CMbpmma na mvp2ockus nomHux”’
om Apmwvp Munvp, pexc. Huxonaii
Jlroykanos, Hapooen meamuvp, 1964

Smartta na targovskija patnik

(The Death of a Salesman) by Arthur Miller,
dir. Nikolay Lyutskanov,

National Theatre, 1964
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Acen llonos; ,,Puuapa 111 ot V. lllekcnup, pe-
*ucbop Bunu [{ankos; ,,Mankuar Maxaronu* ot
b. bpexr, pex. Aumutsp I'oues u ap.

3amoyBar Jja ce MOCTaBAT U HOBU OBJIrapcKu
IIAE€CU, HACOYEHU KBbM CBBPEMMETO, KbM COLU-
anaute npobnemu. Cpen TAX ca CIEKTAKIUTE 110
npamaryprudau TBopou Ha Koncrantun Miues,
Hensnko Hopnanos, Ieopru Mapkos, Usau ITeii-
ues, Banepu Ilerpos, Mopnan Panmukos, VBan
Panoes, Panoit Panmun, Hukona Pyces, Cranuc-
naB Crparues, MBan Teoduinos, Credan Llanes u
ap. Ot cueHara ca OTHpaBsSiHU KPUTHKH KbM 00-
LIECTBEHUTE HEH3U Ha COLUATHCTUYECKOTO 00-
IIECTBO, KOETO HE € MOJMHHABaHO Oe3 3abenex-
KA OT CTpaHa Ha Hopmarusucture. Mma nopum
CIIMpaHM CIIEKTAaKJIU JHU MPEAN IpeMUepara win
Ha HsAKOE OT IOPEIHUTE NpeAcTaBicHus. Llensy-
pUpaHU HOpaau pa3iIu4yHM ,,TpelKu’, ,,criado-

,,dosexvm cu e wosex”’ om b. bpexm,
pedic. Mnaoen Kucenos, Hapooen
meamwp 3a maadexcma, 1974

Chovekat si e chovek (Man Equals Man)
by B. Brecht, dir. Mladen Kisselov,
Naroden teatr za mladejta

(National Theatre for Youth), 1974

Kisselov; Polet nad kukuviche gnezdo (One Flew
over the Cuckoo’s Nest) by D. Wasserman and
Tramvai jelanie (A Streetcar Named Desire) by T.
Williams, director Krasimir Spassov; Kovarstvo
i libov (Intrigue and Love) by Fr. Schiller, direc-
tor Assen Shopov; Richard IIl by W. Shakespeare,
director Villy Tsankov; Malkijat Mahagony (The
Little Mahagonny) by B. Brecht, director Dimiter
GotschefT, etc.

New Bulgarian plays were also staged which
were directed towards the present days, towards the
social problems. Among them were the plays based
on dramaturgical works of Konstantin Iliev, Ne-
dyalko Yordanov, Georgi Markov, Ivan Peychev,
Valeri Petrov, Yordan Radichkov, Ivan Radoev, Ra-
doy Ralin, Nikola Rusev, Stanislav Stratiev, Ivan
Teofilov, Stefan Tsanev, etc. Criticism on the social
weaknesses of the socialist society were addressed
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CTH* W OTKJIOHCHUS OT COLMATUCTHYECKHS Ka-
HOH, ca nmecure: ,,Mctuackuar MBaiimo* (1962
r.), ,,JIporteckt mpotuB 6oromunute” (1968—1969
r.), ,,JJtoboBuu OyneBapau® (1983 r.) or Cr. Lla-
HeB; ,,[a0y* (1965 1.) ot Cr. Ilanes u K. I1aBnos;
I pemikara Ha ABen‘ (1963 r.) ot E. Manos; ,,I1o-
eThT U TuianuHata® ot MB. Cexun (Teodunos)
(1964 1.); ,,Hue ne BapBame B urppkenu’ (1966
r.) ot H. ﬁopnaHOB; ,»Komynuctu“ (1969 r.), ,,A3
0sx Toii” (1969 r.) ot I'. Mapkos; ,,/IBoeH kpeBar
3a Anam u EBa“ (1969 1), ,,Pomeo u XKynuera“
u ,Ilerpon* (1968 r.) or Huxomna Pyces; ,, Xumns-
na metpa Hag Mopeto“ ot [1. Mapunkos (1982 r);
,Mdyno“ (1982 1.) or U. Panoes; ,,06pa3 u momo-
oue” (1986 1) ot M. Paguuxos u ap.

[Ipe3 mepuoma dact oT OBJTapcKUTE JIpama-
Typ3u ce OoOpbIIAT KbM KOPEHUTE, KbM apxe-
TUTIUTE, MUIIAT MUECH U3IIBJIHCHU C TPUTYOBH,

,» Koeamo posume manyysam “,
Banepu Ilempos, peorc. I puwa Ocmposcku,
Jlvpoicasen camupuuen meamup, 1961

Kogato rozite tancuvat (When the Roses Dance),
Valeri Petrov, dir. Grisha Ostrovski,
Satirichen teatr (Satirical Theatre), 1961

from the stage, which was noticed by normativists.
There were even performances that were cancelled
before the premiere or later on. The following plays
were censored due to different “mistakes”, “defects”
and “deviations from the socialist canon’: Istinski-
jat Ivailo (The True Ivaylo; 1962), Procesat protiv
bogomilite (The Trial against the Bogomils, 1968—
1969); Lubovni bulevardi (Love Boulevards, 1983)
by St. Tsanev; Taboo (1965) by St. Tsanev and K.
Pavlov; Greshkata na Avel (Avel’s Mistake; 1963)
by E. Manov; Poetat i planinata (The Poet and the
Mountain; 1964) by Iv. Svezhin (Teofilov); Nie ne
vjarvame v shtarkeli (We do not Believe in Storks,
1966) by N. Yordanov; Communists (1969), Az bjah
toi (I was Him; 1969) by G. Markov; Dvoen krevat
za Adam I Eva (Double bed for Adam and Eve;
1969), Romeo and Juliet and Petrol (1968) by Niko-
la Rusev; Hiljada metra nad moreto (Thousand Me-

139



aJeropu4Hu U (paHTtacTuum enemMeHTH. Te3u mpo-
W3BEJIEHUS JI0 TOJIsiMa CTEMEH ca MPOAbHKEHNE Ha
[IOETUYHATa JpaMa, IOsBUJIA CE€ B ObJITrapcKus Te-
aTbp Npe3 IbpBara nojoBuHa Ha XX BEK C TBOP-
oute Ha AHTOH Crpamumupos, [letko Tomopos,
I'eopru PaiiueB, kosATO OTpassBa CTpeMeka KbM
cB00OO/Ia Ha WHAMBHIA M KOMHEKUTE 3a MO-pa3-
JUYHU, Maru4ecku cBeroBe. B Te3u Tekcrose ce
CBBP3BaT 3eMATa U KOCMOCHT, TaKka uye HeoOy3aa-
HUSAT AyX Ja C€ OTKbCHE OT >KECTOKHS CBST U Ja
MoJIETH BBB (paHTa3HM IMbTemiecTBUs. M3mbiaHe-
HU C aJII031H, MeTa(OpH U aJIeTOpUYHU 00pasu ca
cnekraknuTe no nuecu Ha Bau Ileitues, Banepu
Ierpos, Hukona Pyces, Mopnan Paguukos, VBan
CaexuH (Teoduios) u np.*

Wopnan PaguukoB e eIHH OT HAil-OpUTHHA-
HUTe OBJTapCKU JApaMaTyp3H Ipe3 BTopara Io-
noBuHa Ha XX Bek. HeroBure nuecu BKIrOUBAT
(aHTaCTUYHHU, (OJIKIOPHU, MUTOJIOTUIHH, OHO-
JEHCKM M Maruyeckd €JeMEHTH IO HadyMH, 1O
KOMTO ocTaBaT Hepa3OupaeMu U HESCHM 3a map-
TUUHUTE LIeH3ypH. [IpeacraBieHusTa no HAKOU
OT HETOBUTE IUECH, B KOUTO CE€ MPEIIUTAT Me-
taopu, dyaeca, KaTaKIU3MU U aTIO3UHU TOHS-
Kora OyIsT CbMHEHHs] y HOpMaTUBHATa KPUTUKA
U ca OOBUHSIBAaHH B OSATCTBO OT PEATHCTUYHO-
TO OTpa3sBaHE Ha COLMAJIMCTHYECKaTa JAeHCT-
BUTEITHOCT, HO BJIACTTa HE cMee Jia TH 3a0paHu,
nmopajgu CcTpax OT OOBHHEHHS B HEKOMIICTCHT-
HOCT U Hep30upane Ha cTrpaHHus PanuukoB ¢u-
nocodcko-oubnericku abeypaen cpat. B ,,Cyma-
toxa“ (1967 r.), ,,sInyapu‘ (1973 ), ,,J1azapuma‘
(1977 r.), ,,Onut 3a nerene (1979 ), ,,O6pa3 u

ters above the Sea) by P. Marinkov (1982); Chudo
(Miracle; 1982) by 1. Radoev; Obraz i podobie (Im-
age and Likeness, 1986) by Y. Radichkov, etc.®

During this period, some of the Bulgarian play-
wrights turned to the roots, to the archetype and
wrote plays completed with the parable, allegoric
and fantastic elements. These works to a large de-
gree continued the poetic drama that had occurred
in the Bulgarian theatre during the first half of the
XX century in the works of Anton Strashimirov, Pet-
ko Todorov, Georgi Raycheyv, reflecting the striving
for freedom of the individual as well as the yearning
for different, magical worlds. In these texts the earth
and the space were connected so that the unbridled
spirit was driven away from the cruel world and flew
in the daydream trips. The productions based on
plays by Ivan Peychev, Valeri Petrov, Nikola Rus-
sev, Yordan Radichkov, Ivan Svezhin (Teofilov), etc
were filled with allusions, metaphors, and allegoric
characters.

Yordan Radichkov was one of the most origi-
nal Bulgarian playwrights during the second half
of the XX century. His plays include fiction, folk-
lore, mythological, biblical and magical elements in
a way, in which they remain ununderstood and un-
clear for party censorship. The performances, based
on some of his plays, in which metaphors, mira-
cles, cataclysms and allusions intertwined and some-
times arose suspicions in the normative criticism,
and were accused of escaping from the realistic cov-

8 See INommines, Pomeo. LleH3ypara mo BpeMeTo Ha KOMY-
HH3Ma, WM PeXXUMBT Ha 3a0paHsaBaHe — o3BossiBaHe. Pusa, 2018.
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nono6ue* (1986 r.) u np., PaguukoB u3ciensa
BpBb3KaTa MEXIy XopaTa, BpeMeTo, IpupojaTa u
KOCMOCa, TIPOTHUBOIIOCTABS JKMUBOTA U CMBPTTA,
MO3HATOTO M HEIMO3HATOTO, pela U Xaoca, 3eM-
HUSI )KMBOT U U3BBH3EMHOTO ChILlECTBYBaHe. To
u3non3Ba (OIKIOPHU W (HaHTACTUYHH 0Opasd,
KaKTO 1 OMOJICHCKU MOTHBH.

CnekrakbiabT ,,Cymaroxa™“ Ha PaguykoB OT
1967 1. npeau3BUKBa JaBUHA OT PEAKIUU B MMyO-
JUYHOTO MPOCTPAHCTBO, a CHIIO TaKa M CPej map-
TUHHUS eJUT. HopMaTuBHCTHTE KPUTHKYBAT TTHC-
carta, 3alll0TO B HEsI CEJISTHUHBT € MPEICTABEH KaTo
OCBHUpEIISJ, IUB, IPUMUTHUBEH, 0€3 BH3BHIICHU
MHCITH, 00pa3uTe ca M3KPUBEHH, Ie(opmMupany,
¥“Ma CIIeHH, B KOUTO C€ BIKAA KaK C€ MOTHIIKBA
YOBEIIKOTO A0CTOWHCTBO.*® Karo 1510 obaue Te-
aTPaJIHOTO CHCJIOBUE W 3PUTEIUTE MPUBETCTBAT
HEYI'BbP)KUMUST BB3TOPT U U3yMIICHUE, BHTPEII-
HOTO CHIIPOTHUBIICHUE U PAIOCTTA, KOSTO MPEAU3-
BHKBA MPECTABICHUETO.

Pexucropute 4upe3 MPUTIOBUTE W aJeTOpUY-
HU TOCTAaHOBKU MO PamuykoB u3passBaT cBOe-
TO KPUTUYHO OTHOIICHHE KbM KOMYHHCTHYECKHUS
pexum. M. PamuukoB e HapuuaH ,,coduiickus
Kadxka*™ u ,,TearpanHus epeTuk, 3apaau CBOETO
WPOHUYIHO, TPOTECKHO M KPUTHUYHO OTHOIICHHE,
KaKTO U 32 CBOS HOH-KOH(DOPMH3BM W EKCIICH-
TpuuHOCT. Toii pazuynBa oduLMATHUTE Ipama-
TYPrHYHU ¥ CHEHWYHH HOPMHU M ITO3BOJISIBA W3-
TpaXTaHETO Ha TOETWYeH M CBOOONEH CBAT Ha
yyzneca, JAapsBa TeaTpaJHUTE TBOPIH C OPBKHE
3a MMPOTUBOTIOCTABSIHE HA YHU(DHUIIUPAHETO W KOH-
TpoJa.

erage of the socialist reality, but the authorities did not
dare to forbid them due to the fear of incompetence and
not understanding the weird philosophical and bibli-
cal absurd world of Radichkov. In Sumatoha (Commo-
tion, 1967), January (1973), Lazaritsa (1977), Opit za
letene (Attempt to Fly; 1979), Obraz i podobie (Image
and Likeness; 1986), etc. Radichkov examined the re-
lation between people, time, nature and space, opposed
life and death, familiar and unknown, order and chaos,
earthly life and extra-terrestrial existence. He used folk-
lore and fiction characters, same as biblical motives.
The performance Sumatoha (Commotion) by
Radichkov from 1967 caused a many reactions in
the public space, likewise among the party elite.
The normativists criticized the play, since the char-
acter of the peasant therein was presented as a fero-
cious, savage, primitive, without exalted thoughts,
the characters were distorted, deformed, there were
scenes in which one could observe how human dig-
nity was trampled down.*¢ As a whole, however, the
theatrical estate and the spectators welcomed the ir-
resistible enthusiasm and amazement, internal re-
sistance and joy, provoked by the performance.
Through the parable and allegoric staging based
on Radichkov plays, the directors expressed their
critical attitude towards the communist regime.
Radichkov was called Sofia Kafka and “theatri-
cal heretic”, because of his ironic, grotesque, and
critical attitude, as well as for his non-conform-
ism and eccentricity. He was violating the official

8 Fourth National Review of the Bulgarian theatre and drama.
Theatre, No. 10, 1969, p. 5
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., Cymamoxa “, U. Paduuxos,
Camupuuen meamwvp,
pedicucbop Memoou Andonos, 1967

Sumatoha (Commotion), Y. Radichkov,
Satirichen teatr (State Satirical Theatre),
dir. Metodi Antonov, 1967

[lybnukara, oTerdeHa ot cUBHUs MOTOK Ha CO-
LAAJMCTUYECKO M3KYyCTBO OT II€pUOJA Ha CTar-
Hanus B kpas Ha 40-te u Hayanoto Ha 50-Te ro-
JUHYU, € jKaJHa 3a BCUYKO HOBO, MHTEPECHO,
YBJIEKATEJIHO, BBJIHYBAIllO. 3a HESl TEarbpbT €
W3BOp Ha ujeH, Ha OyHT, OTpakK€HHE HAa MEUTH-
T€ U 3a NMo-Apyr cBAT. B ycnoBusTta Ha CryneHa
BOIfHa, Koraro mo cpejpara ce Bb3aura bepaun-
CKaTa CTE€Ha, TeaTbpbT C€ MPEBPHIIA B OCTPOB,
KbJIETO THAKOMMCIICIIUTE MOTaT J1a C€ ChIIPOTH-
BJISIBAT, /1a C€ BKJIIOYAT B CBETOBHATA KYJITYypa, B
OYaKBaHE Ha Kpaxa Ha eJlHa abCypjHa TOTaJlu-
TapHa UMIIEPHUSL.

dramaturgical and stage norms and allowed for the
building up of poetic and free from miracles world,
giving the actors a weapon to opposs the unifica-
tion to the control.

The audience, bored by the grey flow of social-
ist art from the period of stagnation at the end of
the 1940s and the beginning of the 1950s, was ea-
ger to get everything that was new, interesting, fas-
cinating, exciting. The theatre for the public was a
source of ideas, upsurge, reflection of its dreams
about a different world. In the conditions of Cold
War, with an erected Berlin Wall in the centre, the
theatre turned into an island, where the dissidents
could resist, could become part of the global cul-
ture and expect the crash of an absurd totalitarian
empire.
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OTAYIWHUKBT
»CATUPUYEH TEATBP*

C ocHoBaBanero Ha CarnprnuHus tearsp B Co-
¢us cwve 3amoen Ne XVII-I-997 na Munucrep-
cTBO Ha Kyirypara ot 28.11.1956 r.¥” komenusra,
KOATO € PSIKO SIBJIEHHE 3a COLMaIMCTHYecKara
KyJATypa B NPEAXOKIAIINTE TOAUHH, CE 3aBpbILa
Ha CLIeHAaTa.

CatupuyHUAT TeaTbp € 3aMUCIIEH C ,,0CO0EHO
npenHazHadeHue™. Herosa 3agaua, o IyMHUTe Ha
pexxucsopa Mnanen Kucenos, e n1a Ob1e ,,u3Bax-
JTaHO €HEPTUYHO Ha CIIeHaTa U 3aKJIeHMsIBaHO ChC
CpelcTBaTa Ha Tearbpa JIOIIOTO, HU3KOTO, IPO3-
HOTO, OCTapsJIOTO, HErOJAHOTO, MBPTBOTO, Ha-
CJIOEHO O ABHOTO WJIM BCE OIll€ MBTEIIO BOAara
Ha OypHO TedJarus HH )KUBOT %

WnesTa 3a CatupudeH Tearsp ce 3apak]a cpel
rpyna MilaJy mucareia, MeXay KouTo ca: umu-
Tep Yasnapos-Uenkam, Banepu Ilerpos, Panoi
Panun — o ToBa BpeMe o111e HEU3ABEHU TBOPLIH,
rpynupaHu OKoJo BecTHHK ,,Crbpuien‘. Hazpsn
€ MOMEHTBT Jla CE€ Ch3AaJAe TeaThbp, KOUTO J1a Bb-
IUTBIIIaBa OOIECTBEHOTO MHEHHE, TEAThp OT THIA
Ha BECTHMKA — XYMOPHUCTHYEH, KPUTUYEH, Ka-
pUKaTypeH, ocTpo cbBpeMeHeH. lIpe3 HoemBpu
1952 1. pexxucropbT AHactac MuXaiiJioB € MOKa-
HEH OT penakuusra Ha B. ,,CThpIIen’ BbB BPb3-
Ka C [1o/ieTaTa NHUIMATHBA 3a Ch3/1aBaHE Ha CaTH-
puuHa ectpana. [lo monba na Heituo [Tomo Toit
HaxXBbpJI MPOEKT 3a ObJAELIUS Tearbp, KOUTO /1a
Ob/ie YeCTHa, YUCTa, spKa, KUBA U 371000HEB-

THE VENT
SATIRICAL THEATRE

With the founding of the Satirical Theatre in
Sofia with order No. XVII-D-997 by the Ministry
of Culture from 28.11.1956%, the comedy which
was a rare phenomenon in socialist culture in the
preceding years, got back on stage.

The Satirical Theatre was intended to be of “par-
ticular purpose”. Its mission, as stated by the direc-
tor Mladen Kisselov,” was the bad, the ugly, old,
unfit, dead, layered on the bottom or still brooding
the water of the rushing life, to be energetically ex-
tracted on stage and stigmatized with the sources of
the theatre™s.

The idea for the Satirical theatre originated from
young people like Dimitar Chavdarov — Chelkash,
Valeri Petrov, Radoy Ralin — at this time not yet
prominent authors, grouped around the newspaper
Sturshel (Hornet). The moment for setting up of a
theatre was ripe, which would incarnate the public
opinion, theatre of the kind of the mentioned news-
paper — full of humour, criticism, caricature, point-
edly contemporary. In November 1952, the director
Anastas Mihaylov was invited by the editorial staff
of newspaper Sturshel (Hornet) in connection with
the undertaken initiative for the creation of satiri-

cal stage. At the request of Neycho Popov, a project
for the future theatre was outlined, which had to be
honest, clean, clear, bright, live and malicious ex-
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Ha TpOosiBa HA KPUTUKA U CAMOKPUTHKA U TTOMYIIsI-
pu3alvs Ha POJHUS U UyXJAECTPaHHUS Kilacuye-
CKU XyMOp BBbB (popMaTa Ha MUHHATIOPU (MaJKu
¢dbopmu, JiekH, ,,iopTaTuBHU ‘). CbCTaBBT Ja € OT
MJIaad aKTbOpU C TajaHT, €TUYECKHU KauyecTBa,
€HTyCHa3bM, C HOB TOJXOJ, MCKPEHHU, IPaBIH-
BU, OBbp30paboTeIy, WHULIUATUBHHU, CIIOCOOHU
Ha TPECKaBH TEMIIOBE Ha paboTa, ce0eoTprIlaHne
U U3BECTHA )KEPTBEHOCT, KOMTO Jia HE ca Ciydaii-
HO chOpaHu, a MOAOpPaHU OIIE KaTo aOCOIBEHTH.
Te Ouxa MorM 1a ObIAaT BTOPOKYPCHHUIIA U Tpe-
TOKYPCHUIIM Hali-Be4e OT [Ibp:KaBHOTO BHCILIE TeE-
arpajHo yuyuiauiie 1 My3ukaiHa akageMusi, Taku-
Ba, KOUTO OMXa MMaJIA TIPHIIOKEHHUE CaMO B TaKbB
Tearbp. Te TpssOBa na Obaar OOCAMHEHU OT eIu-
HEH JyX, METO, MOAXO0M, UIeHHO-XyJ0KECTBEHO
BB3IUTAHUE, C HOB BKYC, Ja Ca YUCTH OT IJIECEH-
Ta Ha CTapOMOJIHUS Oyp>Kya3eH BKYyC. 3a TaKbB
TeaTbp, KONUTO Aa ObJie XyA0)KECTBEHO PhKOBOACH
Y YMITO pereproap aa Obae ONpeesisH OT peaak-
uudara Ha B. ,,CTbpiuen‘, cropes HErOBUTE Cb3-
JlaTesf, OCBEH MOCTOSHEH aKThbOPCKU ChCTaB, ca
HEOOXOIMMU: CAJIOH, MOCTOSIHEH OPKECTHp, KOH-
depancue.®

3anoyBar peneTUIMUTE M0/l PbKOBOJICTBOTO Ha
Amnactac Muxaiinos. J{pyru 4ieHOBe Ha €Kura ca
Heituo [Tonos, Muxak ®unim, Xapu TopomMaHoB,
Jleon Kouduno, ABpam Ilunkac, Ban Paues,
[TaBen [dy6apes, I'purop Baukos, [1eTsp Ileiikos,
Hocro [JloceB u nap. IIoaroTBSIHUAT CHEKTAKBI
MIPEACTABIISIBA KOMITO3UIIUS OT Pa3IMYHU CLEHKH.
B pabotara ce BkitouBa U pexuchopbT Credan
Cppuamxues. IlpencraBneHHeETo CbC 3amiaBue

pression of criticism and self-criticism, as well as
popularization of the native and the foreign classi-
cal humour in the form of miniatures (small forms,
light, “portable”). The staff had to comprise young
gifted actors with ethical qualities, enthusiasm, with
new approach, frank, truthful, fast working, ini-
tiative in acting, able to withstand feverish pace of
work, selflessness — and certain sacrifice, not ran-
dom, but selected at the start by graduates. They
could be juniors and seniors mainly from the State
Drama School and the Music Academy, i.e. students
who could find realization in such a theatre. They
had to be united by unified spirit, method, approach,
conceptual-artistic breeding, with new taste, to be
clean from the mould of the old fashion bourgeois
taste. For such theatre that would be artistically man-
aged and with repertoire that would be specified and
determined by the editorial staff in newspaper Stur-
shel (Hornet), according to its founders, besides the
constant staff of actors the following was also need-
ed: salon, permanent orchestra, compere.*
Rehearsals started under the guidance of An-
astas Mihaylov. The other members of the team
were Neycho Popov, Itshak Fintsi, Hari Toromanov,
Leon Konfino, Avram Pinkas, Ivan Rachev, Pavel
Dubarev, Grigor Vachkov, Petar Peykov, Dosyu Do-
sev and others. The prepared staging represented a
composition of different scenes. The director Stefan
Surchadzhiev was also involved in the work. The
performance with title Starshelov teatralen spectakl
(Sturshel s theater spectacle) was set for the begin-

8 MuxaiisioB, Anacrac. TearbpbT: 3KHUBIHO M U3CTPaIaHo.
— Codust: Bynkan-4, 1994, 141-165.
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,»CTBPIIIENIOB TeaTpajieH CIEKTaKbI " € HACPOUEHO
3a HayanoTo Ha MapT 1953 . [Ipemuepara HiIkak
CHUMBOJIMYHO € OCYeTEHa Ha 5 MapT OT CMBbPTTa Ha
CranuH U ce ChbCTOU MAJIKO ciie/l ToBa Ha 16 mapt
B CaJIOHA Ha Tearwp ,,bankan*.

[IpencraBnenuero mma orpomeH ycmnex. M3-
Ju3aT peAriia OT3UBU. B OBATapcKoTo KynTypHO
MIPOCTPAHCTBO C€ CJIy4Ba HEIllO HOBO, HELO OOHa-
JIeK1aBalllo.

TeaTbpbT 32 MBPBHU MBT C ANPUICKU TOBEH
pa3TBaps BpaTu Ha 7 ampui B cajioHa Ha (u-
nuana Ha Hapognusa teatsp ,,Bacun Kupkos*
(maemeH Teatwp ,,ChiI3a U CMIX"‘) IPE3 MPOJIET-
ta Ha 1957 1. ¢ noctanoBkaTta Ha Ctedan Cobp-
JaJKueB ,,banga* Ha Ba. Maskoscku. B cniekra-
KbJIa KbM TpyIlaTa Beue ca ce MPUCHEAUHUIN U
OCTaHAJIUTE apTUCTH OT TOBA MOKOJICHNUE 3HAKO-
BU KOMUIIH.

[ToctanoBkute Ha CarupuyHUA TeaTbp CTa-
BaT MOMYJISIPHU Hall-Beue ¢ spKara urpa Ha HOBO-
TO aKTHOPCKO MOITbJIHEHHWE B T€aThpa B JIULETO

PEAAKUHA HABE THHK CTBHPWERM
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9. Bvreapckusm meampanen XX eex

ning of March 1953. The first night performance
was somehow symbolically hindered on 5th March
by Stalin’s death and it took place some days later —
on 16th March on the stage of Theatre Balkan.

The performance was a huge success. A number
of reviews came out. Something new, something
promising appeared in the Bulgarian cultural space.

The beginning of the Bulgarian satirical the-
atre was laid with this staging, which however
didn’t last as it was discontinued by the Political
Bureau, yet some years passed before its official
inauguration.

On 7th April, the theatre opened for the first time
in the premises of the branch of the National Thea-
tre Vasil Kirkov (today’s theatre Salza i smjah / Tear
and Laugh) in the spring of 1957 with the staging
of Stefan Surchadzhiev Banja (Bathhouse) by V1.
Mayakovski. In this spectacle the other actors of
this generation of signatory comedians in the Bul-
garian theatre have joined the troupe.

Ipoepama u agpuw
,, Cmvpuenoe meampanen cnekmaxwi

Program and poster
Starshelov teatralen spektakl
(Sturshel’s Theatre Spectacle)
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Ha T'eopru Ilapuanes, I'eopru Kanosinues, ['pu-
rop Baukos, Enuo barapos, Koncrantun Koues,
Jlena Tacesa, Heituo [lonos, Crostaka MyTtado-
Ba, Tarana Jlonosa, HeBena KokanoBa u nip.
EMOnemarnyHm ca CHEKTakJIUTE OT Kpas Ha
50-te u 60-te ronunu: ,,bansa* (1957 r.), ,,[Abp-
Beruma“ (1959 r.), ,,Mucrepus byd*“ (1967 r.) na
MasikoBcky; ,,JIBaHagecerre crona“ mo Und wu
Iletpos (1958 r); ,,IIpennoxxenue. Carba. KO6u-
ner Ha Yexo (1960 r.); ,YuvoBnu* Ha Basos
(1960 r.); ,,YappxxumMusT Bb3x01 Ha ApTypo Xu*
Ha bpext (1961 r.); ,,Muxan Mumkoen™ na [lo-
oporogau (1963 r.); ,,Cmbprra Ha Tapenkun*
Ha CyxoBo-Ko6wmmn (1965 r.); ,,MHOr0 1mym 3a
Humo* Ha [llexcriup (1965 1.); ,,PeBuzop® Ha Io-

The performances in the Satirical theatre be-
came popular mainly with the bright performing
of the new generation of actors in the theatre, in the
names of Georgi Partzalev, Georgi Kaloyanchev,
Grigor Vachkov, Encho Bagarov, Konstantin Kot-
sev, Leda Taseva, Neycho Popov, Stoyanka Muta-
fova, Tatyana Lolova, Nevena Kokanova, etc.

The following 1950s and 1960s spectacles were
emblematic: Banja (Bathhouse; 1957), Darvenitza
(Bedbug; 1959), Mysteria Bouffe (1967) by Mayak-
ovski; Dvanaisette stola (The Twelve Chairs) after Ilf
and Petrov (1958); Predlojenie. Svatba. Ubilei (Pro-
posal. Wedding. Jubilee) by Chekhov (1960); Chicho-
vci (Uncles) by Vazov (1960); Udarjimijat vazhod na
Artuto Hi (The Resistable Rise of Arturo Ui) by Bre-

., bans*“ na Ba. Masxoecku, pesc. Cmeghan Cvpuadacues, omxpusane na Camupuyunusi meamup, 1957

Banja (Bathhouse) by V1. Mayakovski, dir. Stefan Surchadzhiev,
Inauguration of the Darjaven satirichen teatr (State Satirical Theatre), 1957
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roi (1966 . ) u np. B Tpymnara paboTat pexxuchop-
nte Metonu AngonoB, Acen Illomos, Mnanen
Kucenos, I'puma OctpoBcku u nip.

Enno or naii-ronemure nocroitHctBa Ha Ca-
TUPUYHUS TE€aTbp OT TO3U MEPHUOJ, 0COOEHO cles
cpenara Ha 60-Te rouHHU, €, Y€ TOW MOMYJISIpU3U-
pa chBpeMeHHaTa ObIrapcKa KOMeusl.

OTkpuBaHeTO Ha HOBaTa TeaTpajHa crpaja
mpe3 1966 1. e oTOens3ano ¢ mocraHoBkara ,,00-
nndaneto Ha Benepa“ na [{oOpu JKotes, pex.
Jleon Jlanmen. ToBa e cnekTakwyi (oiiepBepK C
My3HWKa, IECHA U TaHIi. Ha )KxnBO cBHpH MbpBa-
Ta Obarapcka pok rpymna ,.beHaapanute”. Equn
OT YYaCTHHUIIUTE pa3Ka3Ba, 4ye ToBa ¢ bomOara Ha
ce3oHa. Mrpae ce BUHAaru Ha NpENbIHU CaJIOHU.
AmoaucmenTuTe He cekBaT. C TO3M CHEKTaKbJI
Ch3/IaTEIUTE YYBCTBAT, Y€ IOATHUKBAT MJIAJUTE
X0pa KbM CBOOOJIa HA JayXa. BCBIIHOCT TakoBa €
MOCJIAHUETO Ha THecaTa U My3uKaTa — Jia ipeaaje
JyXa Ha pokeHpoa.”’

Cpen cnekxraknmure Ha CaTUpUYHHS TeaTbp
M0 ChbBPEMEHHU OBJITapCKH MHUECH, B KOUTO CE€
THPCH HOB CIICHUYEH €3UK M KOUTO CE€ pajiBaTr Ha

,»Pesusop” om H. B. ['vzon, pesc. Memoou Andonos,
Camupuyen meamuvp, 1966

Revizor (The Government Inspector)
by N.V. Gogol, dir. Metodi Andonov,
Satirichen teatr (State Satirical Theatre), 1966

cht (1961); Mihal Mishkoed (Mihal the Mouseeat-
er) by Dobroplodni (1963); Smartta na terelkin (The
Death of Tarelkin) by Suhovo-Kobilin (1965),; Mnogo
shum za nishto (Much Ado About Nothing) by Shake-
speare (1965); Revizor (The Government Inspector)
by Gogol (1966), etc. The directors Metodi Andonov,
Assen Shopov, Mladen Kisselov, Grisha Ostrovski
and others worked in the theatre.

One of the highest merits of the Satirical Theatre
from this period, especially after the mid-1960s was
that it was promoting the contemporary Bulgarian
comedy.

The inauguration of the new theatre building in
1966 was marked with the staging of Oblichane-
to na Venera (Dressing of Venus) by Dobri Zhotev,
director Leon Daniel. This was a firework specta-
cle with music, songs and dances. The first Bulgari-
an rock-band Bundaratsite plaid live. One of the par-
ticipants said that this was the bomb of the season. It
was alwayes performed in full auditorium. The ap-
plauses did not cease. The creators of this spectacle
felt that they urged young people towards freedom
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,» Obnuuanemo na Benepa “ na J[. ’Komes,
pedxc. Jleon [anuen,
Camupuuen meamuvp, 1966

Oblichaneto na Venera (Dressing of Venus)
by D. Zhotev, dir. Leon Daniel,

Darjaven Satirichen teatr

(State Satirical Theatre), 1966

CHWJIEH OOIIeCTBeH pe3oHaHc, ca: ,,Koraro po-
3ute Tannysar’, Banepu [letpos (1961 1.); ,,1 M-
nposusanus Ha Banepu IlerpoB m Panoin Pa-
nuH (1962 1.); ,,Cymaroxa® (1967 r.), ,,AAnyapu‘
(1973 1.), ,,JJazapuna“ (1977 r.) na Paguukos;
,»Pomeo, Kymuera u Ilerpon* na Nsan Pago-
eB (1968 r.); ,,Ctapuero u crpenara“ Ha Hukona
Pyces (1969 r.). Iluecure na CranucnaB Ctpa-
TueB ,,Pumcka 6aunsa’ (1974 r.), ,,Cako ot Benyp*
(1976 1.), ,,Peiic (1979 1.) cTaBaT U3KIIOUHUTEI-
HO momynsipHH. ,,Benmuknencko BuHo (1978 r.)
u ,,Onuceit npryBa 3a Uraka“ (1985 r.) na Kon-
crtantuH Wnues; ,IlpouecsT cpemry 6Goromunu-
te* (1969 r.) u ,Ilocneqnara Hom Ha Cokpar
(1986 r.) ma Credan llanes; ,,Mara-Xapu*
(1982 r.) na Hegsnko ﬁopnaHOB 3acsraTr cbBpe-
MEHHH MTPOOJIEMH Upe3 BphIaHe KbM MHUHAIOTO.
Te3u mIaxu MpOTECTU CpPEIly BJIACTTa HAchpUa-
BaT OOIIECTBOTO J1a y4yacTBa upe3 Tearbpa B pa-

of the spirit. In fact, this was the message of the play
and the music — convey the spirit of rock-and-roll.*”°
The spectacles of the Satirical Theatre with con-
temporary Bulgarian plays where a new scenic lan-
guage was sought for and which enjoyed a strong
public reaction include: Kogato rozite tancuvat
(When the roses dance), Valeri Petrov (1961); Im-
provizacii (Improvisations) by Valeri Petrov and
Radoy Ralin (1962); Sumatoha (Commotion,
1967), January (1973), Lazaritsa (1977) by Radi-
chkov; Romeo, Juliet and Petrol by Ivan Radoev
(1968), Starcheto i strelata (The Old Man and the
Arrow) by Nikola Rusev (1969). The plays by Stan-
silav Stratiev Rimska banja (Roman Bath; 1974);
Sako ot velur (Suede Jacket; 1976); Reis (Bus;,
1979) became extremely popular. Velikdensko vino
(Easter wine; 1978) and Odissei patuva za Iltaka

% SInes, Pymen. BkycsT Ha Bpemerto. Illypimte — Obrapckara
pok nerenaa. — Cogus: [apamoxe, 2007, c. 23.
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300JM4YaBaHe HEIB3UTE HA CHBPEMEHHOTO CO-
IIUAIMCTHYECKO OOIIECTBO.

bnaromapenue Ha TO3u PO CATUPUYHU MOCTA-
HOBKH 3alioyBaT Jia C€ H3THKBaT ChHINECTBEHH
HEIOCTAaThIIM HAa HOBUS CTPOH, KOETO HaMupa
LIMPOK OOILECTBEH pe3oHaHc U moakpena. Kpu-
THUKaTa OOMKHOBEHO HE € IupekTHa. Ts ce uere
OT myOIuKara ,,MeXIy peloBeTe Ha MPOU3HACS-
HUS TEKCT Ha CIIeHaTa. 3pUTENAT OTKPHUBA B Me-
TaOPUYHUTE U AJICTOPUYHUTE CLIEHUYHH 00pa3u
CXO/IHM Ha OOKpBIKaBallara ro COIMUaIuCcTUIecKa
JICHCTBUTEITHOCT SIBIICHHUSI.

CatupuuHUAT Tearbp YTBBPXKAaBa CBOE
COOCTBEHO JUIle. AKTHOPUTE, 3a€AHO C PEXKH-
ChOPHTE, CE OIMTBAT JIa pa3paboTAT crienupuIeH
SIPKO KOMEJIMCH €3UK, OCHOBAaH Ha MapOIUsTa, XU-
nepbonara, abcypaa, rpoTeckara.

ITo ToBa BpeMe HUKOU TeaThp HsIMa IT0-BHCOKa,
a0COIIOTHA M KpaifHa TOYKa Ha TOJIMTHYECKa He-

(Odysseus Travels to Ithaca; 1985) by Konstantin
[liev; Procesat protiv bogomilite (The Trial Against
the Bogomils; 1969) as well as Poslednata nosht na
Socrat (The Last Night of Socrates, 1986) by Stefan
Tsanev; Mata Hari (19582) by Nedyalko Yordanov
dealt with contemporary problems by means of re-
turning to the past. These timid protests against
the authorities encouraged the society to take part
through the theatre in the exposing of the disabili-
ties of the contemporary socialist society.

Thanks to this kind of satirical staging, essen-
tial deficiencies of the new system were expressed,
meeting a broad social resonance and support. This
criticism wasn’t usually a direct one. It could be read
by the public “between the lines” of the pronounced
text on stage. In the metaphoric and allegoric charac-
ters on stage, viewers discovered similar phenomena
of the surrounding socialist reality.

,» Mmnpoesusayus ', Barepu [lempos u Padou Panun,
peoic. I puwa Ocmposcku, 1962

Improvizacii (Improvisations), Valeri Petrov and Radoy Ralin,
dir. Grisha Ostrovski, Darjaven Satirichen teatr
(State Satirical Theatre), 1962
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Inakam 3a ,, Pumcka 6ans “ om Cmanucnae Cmpamues,
peoic. Heitivo Ilonos, xydooicnux JIwomun Yexnapos,

Camupuyen meamuvp, 1974

Poster for Rimska banja (Roman Bath) by Stanislav Stratiev,
dir. Neycho Popov, Artist Lyudmil Chehlarov,

Darjaven Satirichen teatr
(State Satirical Theatre), 1974

MPUMUPUMOCT Kato CaTUpUYHUS, pa3KpPUTH ,,KOC-
BEHO upe3 nedopMupamoTo oTpaxeHue Ha 00-
LIECTBEHUTE HEJIb3U U YOBEIIKHUTE CIA00CTH.

Cbc cbh3naBanero Ha CaTupuyHUSI TeaTbp Ha
KyJATYpHHUSI HEOOCKJIOH M3TpsiBa €IMH YHHUKaJIEeH
(eHOMEeH, TOsBSBAa CE€ €IHO MSCTO, KBIETO Xy-
MOPBT € OCHOBHO OpPBKHE 3a COLlMAIHA KPUTHKA,
KBJIETO XOpara ce cOMMKaBar U upe3 U3KyCTBOTO
ce OMMTBAT 3a€JJHO J1a 0Ka3BaT CHIPOTHBA CPELLY
HaJIOKUJIUTE ce KaHOHU. KomuiuTe U3nusar noa
MPOKEKTOPUTE HE CaMO B TeaTpUTe, HO U IO ec-
TpaJHUTE CLIEHH, B KHHOTO U IO TeJeBU3uATa. Te
CTaBar JIFOOMMIIM Ha MyOIrKaTa mpe3 CeBaIluTe
JIECETUIIETHUS.

The Satirical Theatre affirmed its own image.
The actors together with the directors were trying to
develop a specific bright comedy language, based
on parody, hyperbole, absurd, grotesque.

At that time there was no other theatre that had a
higher, absolute and end point of the political irrec-
oncilability as the Satirical Theatre, disclosed “indi-
rectly” by means of deforming reflection of the so-
cial disabilities and the human weaknesses.

With the founding of the Satirical Theatre, a
unique phenomenon emerged in the cultural nui-
sance, it appeared at a place, where humour was the
main weapon for social criticism, where the people
got closer to each other and by means of art were
trying to jointly resist the imposed canons. The co-
medians came out in the spotlights not only in the
theatres, but also on the pop music stages, in the
cinema theatres and on TV. In the following dec-
ades, they become favourites of the public.
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TEATPAJIHU TbPCEHUA
C,BATHPA HAITPOMAHATA"

Cnen Taka Hape4yeHus ,,3aCTOCH MEPUOI" Ha
,»Pa3BUTHUS COIUATU3BM®, KOUTO 0OXBaIa Bpe-
MeTOo OT Kpas Ha 60-Te 1o cpenara Ha 80-Te ro-
nuHu Ha XX B., 3aI04Ba Jla c€ TOBOPH 3a He-
00X0IMMOCTTa OT NMPOMSIHA BbB BCUUKHU cdepu
Ha OO0IIeCTBEHA JCHHOCT B CTPAHUTE CHC CO-
HUAIUCTUYECKH pexXuMU. BTopara monoBu-
Ha Ha 80-Te ronWHU ca M3BECTHHU KAaTO MEPHUO]
Ha ,JepecTpoilkara®, A0Bel 10 pa3naJaHeTo
Ha COLIMAJIUCTUYECKHs Jarep M A0 HeoOparu-
MH COI[MAIIHO-TIOJIMTUYECKH, UKOHOMHYECKU U
KYJITYpHU IPOMEHU B CBETOBEH MaIao.

[Ipu3uBbT 3a mpeampueMaHe Ha MEpPKH 3a
MpEeooJIsiBAHEe HAa HWHEPIUITAa Ha HIKOU ,,3a-
CTOMHU SIBICHUS B OOIIECTBEHHUS >XHMBOT, 3a
HEOO0XOIMMOCTTa OT ,,yCKOPEHUE Ha COoLHaJ-
HO-UKOHOMHUYECKOTO pa3BUTHE", 32 ,,JaBaHE HA
MoBeYe TJIACHOCT KaTo 0e30TKa3HO JeicTBaiia
cucrtema® u 3a ,,IPEyCTPOMCTBO HA JyXOBHATa
chepa“ uasa orrope.’! Muunuatop Ha Ilepec-
TpoilKaTa ca MapTUMHHUTE E€JIUTH U TO-CHELU-
aJHO HEWHUAT KpbCTHUK Muxaun ['opbauos,
KOWTO cTaBa reHepaynieH cekperap Ha KIICC
npe3 mapt 1985 r. B cBos monauTuuecku A0-
KJaJ ,,3a CBUKBAaHETO HA MOPEIHUA 27-MHU KOH-
rpec Ha KIICC u 3apauun, cBbp3aHU C HEroBa-
Ta MOATOTOBKA U MPOBEXKAaHE HA ANPUICKUSA
mienyM Ha [[K na KIICC na 23 anpun 1985 r.
TOW 3a I'bPBU I'bT FOBOPH 34 ,,lIEPECTPOUKA™ U

THEATRICAL QUESTS WITH
THE WIND OF CHANGES

After the so called “period of stagnation” of the
“developed socialism”, covering the period from
the end-1960s to the mid-1980s, started discus-
sion about the necessity of a change in all spheres
of the social activity in the countries with social-
ist regimes. The second half of the 1980s is known
as the period of “the perestroika”, which led to the
disintegration of the socialist system and irreversi-
ble social-political, economic and cultural changes
globally.

The invocation for initiation of measures for
overcoming the inertia of some “stagnant phenom-
ena in social life”, about the need of “acceleration
of the social-economic development”, for “render-
ing more publicity as a flawlessly operating sys-
tem” as well as for “reconstruction of the spiritual
sphere” came as instructions from the government.”!
The Perestroika was initiated by the party elite and
more particularly by its godfather Mikhail Gor-
bachev, who became secretary general of the Ko-
munisticheska partija na Savetskija Sauz (KPSS;
Communist Party of Soviet Union) in March 1985.
In his report “About the summoning of the sequen-
tial 27th congress of the KPSS and assignments, as

sociated with its preparation and conducting” of the
April plenum of the Central Committee of KPSS on
April 23rd 1985, for the first time he mentioned the
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3a TOBa, Y€ ,,BCSIKO MPEYyCTPOMCTBO HA CTOMAH-
CKUs MEXaHU3bM, KAKTO € HM3BECTHO, 3amlou-
Ba C MPEYCTPOMCTBO HA CH3HAHUETO, C OTKA3 OT
HAJIOXKUIIUTE C€ CTEPEOTUNH HA MUCIECHETO U
MPAKTUKUTE, C ICHOTO pa3dupaHe Ha HOBUTE 3a-
naun®.”?

Hsaxkonko mocnenBanu cr0utus karo XXVII
koHrpec Ha KIICC mpe3 1986 1. u siHyapckus
[Inenym na KIICC mpe3 1987 r., B ToBa uuc-
JO W AaJIMHUHHUCTPATUBHO HAJIOKEHUTE MPEo-
Opa3oBaHHsl B JAyXOBHaTa cdepa Karo HaIpu-
Mep yupeasiBaHeto Ha Cblo3a Ha TeaTpaJTHUTE
obmecTBa mpe3 1986 T., moka3zaTenHoO 3a Bax-
HaTta OOIIECTBEHA pOJIs, KOATO HMa ChBET-
CKHUST TeaThp, ca KaTalu3aTop Ha MamadHu
pedopMH B COLMATHO-TIOTUTUYECKHUS U KYJ-
TypHUSI KUBOT HE camMO B CBHBETCKHUSA CBHIO3.

Kenanuero 3a mpoMsiHa Ha COLUATHUS PN
CTaBa BCE MO-TPYIHO YABPKUMO B CTPAHUTE OT
Lentpanna u M3touna Eppoma.

Ha 28 u 29 ronu 1987 r. ce npoBexaa mie-
uHym Ha [IK na BKII, Ha ko#iTo ca oOchxaar
UJIeH, CBbP3aHU C OCBHIIECTBSIBAHETO HA pajH-
KanHu pedopmu u nubepanusanus B bwiara-
pHsi, KOUTO 3aJisraT B OCHOBAaTa Ha Taka Hapeye-
Hata ,,JOncka konnemnmusa“. Ha mociensanuTe
Hanuonanna naptuiina koHdepennus Ha BKII
npe3 aayapu 1988 r. u mienym Ha [[K na BKII,
cbetosta ce Ha 19 u 20 ronm 1988 1., ce 00CHK-
naT npoOieMu, CBbp3aHH HE caMO C HaJIOXKH-
TEJIHOTO MPOBEXKJAHE HAa HWKOHOMHUYECKH pe-
dbopMHu, KOUTO TPEABHKIAT pa3abpiKaBsBaHE
Ha CcOOCTBEHOCTTa M Ch3JlaBaHE Ha YacTHO

concept about “perestroika” and the fact that “each
reconstruction of the economic mechanism, is well
known, starts with the reconstruction of the con-
sciousness, with denial of the imposed stereotypes
of the thinking and the practices with the clear un-
derstanding of the new assignments”.”?

Several of the following events, such as the
XXVII congress of KPSS in 1986 and the Plenum
of KPSS in January 1987, including also the admin-
istratively imposed transformations in the spiritual
sphere as Absolutely secret 175 for example the

Ilpomoxkon Ne 218 om 3acedanue na Cekpemapuama
na I{K na KTICC. Cvevputeno cexpemno, 1986.%

Protocol No. 218 from a session of the Secretariat
of the CC of CPSS.*?

foundation of the Souz teatralnih obshtestv (Un-
ion of the Theatrical Societies) in 1986, indicative
of the important social role, existing in the Soviet

2 Tbid.

% Beimucka u3 mportokona Ne 218 3acenanust Cekperapuara
LK KIICC ot 14 suBaps, 1986. https://nsarchive2.gwu.edu/rus/
text_files/Perestroika/1986.01.14.pdf (moceren Ha 09.09.2024)
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NpeaIpueMadecTBO, HO U 3a MPEyCTPOHCTBO
Ha qyxoBHara cepa. B cBos nokian 3a pedop-
MHpaHe Ha Tearbpa akTpucara Banua JloitueBa
Karo npeacrasutes Ha Cpro3a Ha apTUCTUTE B
boearapus, B Ayxa Ha HOBUTE MOIMYIUCTKH UIEU
3a JeleHTpalu3alusi, roBOpu 3a TOBa, 4e ,,aK-
TUBHMAT OOMEH Ha JAYXOBHH LIEHHOCTH ILE J0-
BeJie M3KYCTBOTO B Hail-mojxoxsiia ¢gopma a0
BCSIKO CE€JI0 M Maxaja, 0 BCSKO ChpIIE, 3a Ja ce
IpeBbpHE B JKHM3HEHAa HEOOXOIHMMOCT 3a BCe-
KM rpakJIaHUH Ha poJAMHATa HHU, KOUTO MCKa Ja
ObJle HEUH JOCTOEH MpeJACTaBUTEN. ..

B noxnana ce nmocousa, 4e mopacHajuTe Ay-
XOBHHU NOTPEOHOCTH MPEIU3BUKBAT HYXAaTa OT
Ch3JJaBaHE HA HOBHW T'bBKAaBH TeaTpasHH (POp-
MalWU ¥ CTyIUU Ha €JUHOMMILJICHUIU C 0011a
LeJl ¥ HOBU 3a/1a4d B ThPCEHETO Ha TBOPUYECKHU
pHUCK U cMell ekcnepuMeHT. M3TbkBa ce u oie
€MH MOMEHT, CBbp3aH C HEO0OXOAMMOCTTa OT
u3pacTBaHe Ha poisita Ha Cbio3a Ha apTUCTUTE
B bparapus, KolTo mMecel npeau Toea, Ha Ipo-
Benenus [X nnenym Ha Cbro3a, B3UMa pelieHus
3a MPeyCTPONCTBO HA TE€ATPATHOTO AEJO.

Ha 3acenanue ot 26 ronu 1988 r. [loauTt6ro-
po Ha IIK nHa BKII mpuema oOmiara moiaoxu-
TeJIHa OIIEHKa 3a pe3yjiTaTuTe oT paborara Ha
minenyma Ha LIK na BKII mo mpeycrtpoiicTBo-
TO Ha IyXoBHaTa c(epa, HampaseHa OT 1p. To-
nop J)KuBKOB, 1 HETOBUTE yKa3aHHUs 3a MOAX0J1a
NP U3IIBIHCHHE HAa PEIICHUATA Ha IJIeHyMa.”
B cBoero n3ka3BaHe 3a peopmute B obmacTra
Ha uskyctBara Tomop KuBKOB mpaBu KOMEH-
Tap Ha J0KJjajaa 3a Tearpute Ha Banua [loiiue-

theatre, were catalyst of the scale reforms in the so-
cial-political and cultural life not only in the Soviet
Union.

The will for a change of the social order became
increasingly difficult to control in the countries
from Central and Eastern Europe.

On 28th and 29th July 1987, plenum of the
Central Committee of the Balgarska komunis-
ticheska partija (BKP; Bulgarian Communist
Party) took place, where ideas were discussed
related to the implementation of radical reforms
and liberalisation in Bulgaria, laid down in the
foundations of the so called “July concept”.
On the following National Party Conference of
the BCP in January 1988 as well as the Plenum
of the Central Committee of BKP which took
place on 19th and 20th July 1988, problems
were discussed concerning not only the
imperative conducting of economic reforms,
envisaging the privatisation of the ownership
and setting up of private entrepreneurship, but
also the reorganization in the spiritual sphere.
In her report on the reforming of the theatre,
the actress Vancha Doycheva in her capacity
of representative of the Union of Bulgarian
Actors, in the spirit of the new populist idea
for decentralisation, also discussed “the active
exchange of the spiritual values shall bring art
in the most suitable form to each village and
neighbourhood, to each heart, in order to turn
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Ba, KOATO Ha clie[Ballara roguHa e ubpana 3a
npeacenaren Ha Cbro3a HA apTUCTUTE B bbira-
pus. B Hero I'enepannusar cexperap Ha LUK Ha
BKII npomnpass nuHUATA 3a NpeyCTPOICTBO Ha
TE€aTPAIHOTO Jeno: ,,CIEeKTaKkbIbT €€ Ch3la-
Ba OT apTUCTUTE U OT PEKUCHOPUTE, a HE OT He-
papxusita, KOSATO CE€ Chb3JaBa OT rope 10 N0y
U OT 10ody A0 rope. Xopara He OTHUBAT 3apaiu
31aHUETO, KBJETO LIE UrpasT, a OTUBAT Ja BU-
AT U3KYCTBO. A M3KYyCTBOTO C€ Cb3haBa OT
KUBH XOpa — OT apTUCTU U PEKHUCHOPH, a HE OT
iepapxusra. CienoBaTesHO TpsOBa 1a ce aajie
BB3MOXKHOCT Ha apTUCTUTE Ja ce mojndepar u
Jla y4acTBaT B TOBA MpeycTpoucTBo. [a um ce
Ka)ke: €To, AbprKaBaTa MOXeE Ja JlaJie TOBa, I0-
BEUE HE MOXKE J1a AaJie, a BUE CETHETE U BUIKTE
KaK Ill€ C€ U3I'bJIHU BCUUKO TOBa. BbB Besika 00-
JacT MMa Hal-MaJjlko IO TpU ApamMaTU4YHU Tea-
Thpa. llle nmpaBuM 11 IpeyCcTPOUCTBO I HSIMA
Jla TIpaBUM MPEYyCTPOUCTBO? AKO 1€ MPaBUM
IPEeyCTPONCTBO — TPsiOBa a To mpaBuM. ”’

B Obnrapckus TeaTbp MOCT-3aCTOMHOTO pas-
JBH)KBaHE B JyXa Ha HOBOTO BpeMe€, CBbP3aHO
CBhC CTPEMEKUTE 3a pa3pyllaBaHe Ha ,, )KeJsA3Ha-
Ta 3aBeca‘ U JAeMOKpaTH3upaHe Ha 00ILEeCcTBO-
TO, 3aM04YBa oule B Kpas Ha 70-Te U HAYaJIOTO Ha
80-Te roguHu.

Te3u nmpouecu craBaT Bb3MOXKHHU Oyarona-
pEHHE Ha LEJICHACOYECHUTE yCHIIMSA HAa NapTHI-
HaTa BBpXYIIKA Ja KaHaJIu3upa CTUXUUHUTE
TeaTpajHU MPOLECH U TEHAECHUUH B MOJJIEkKa-
o Ha KoHTpoJ pyciio. [Ipe3 1980 r. e moarot-
BeH ,,Kommiuekcen anHanu3 Ha mpoOieMHTE H

into vital necessity for each citizen of our coun-
try willing to be its worthy representative...*%*
The report pointed out that the increased spiritual
necessities caused the need of creation of new flex-
ible theatre formations and studios of likeminded
with common objective and new tasks in the quest of
creative risk and bold experiment. Another instance
associated with the necessity of raising the role of
the Union of Bulgarian Actors was pointed out,
which a month earlier, on the Union’s IX plenum,
took the decision for reorganisation of theatre work.
On a session from 26th July 1988 the Polit-
buro of Central Committee of Balgarska komu-
nistcheska partia (BKP; Bulgarian Communist
Party) accepted the common positive assessment
of the results from the work of the plenum of the
Central Committee of BKP with regards to the re-
organisation of the spiritual sphere, made by com-
rade Todor Zhivkov and his instructions on the
approach with the accomplishment of the deci-
sions of the plenum.” In his speech on the re-
forms in the field of art, Todor Zhivkov com-
mented on Vancha Doycheva’s report about the
theatres, who was elected the following year
to be the chairman of the he Union of Bulgari-
an Actors. In this report, the Secretary General

° Crenorpadcku mporokort. [Tnerym Ha 1K Ha BKIT, 19-20 romm
1988 r, c. 66-74, LIJIA, ®onn 1b; onuc 65; apxuBHa egununa 88.
http://politburo.archives.bg/bg/2013-04-24-11-09-24/1980-1989/3283-
19--20--1988—i (visited on 09.09.2023).

% TlIporokon ,,A“ Ne 119 or 26 romu 1988 or 3acemannero
Ha [lomutOropo wa LIK mHa BKIL http:/prehod.omda.bg/page.
php?tittle=ITPOTOKOJI_A Ne 119, 26 romu 1988 r.&IDMenu=58
5&IDArticle=1256 (visited on 09.09.2022).
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HAaCOKHTE 3a pa3BUTHUE B TeaTbpa B CBETINHATA
Ha Pemenueto Ha [Tonmut6ropo Ha I[K na BKII
3a pa3BUTHE HA TeaTrpasiHOTO aeno oT Komu-
TeT 3a KynTypa. PemeHuero 3a pa3BUTHE Ha
TeaTpajJHOTO AeJ0 B cTpaHaTa € B3eTo ot [lo-
auT6ropo ome npe3 1972 r., Ho mporpamara 3a
HETrOBOTO OCBHIIECTBSIBaHE ce 3a0aBs 3Ha4YU-
TEIHO.”

B nokymeHTa e ykazaHa HEOOXOIUMOCTTa OT
MEpKH, CBbP3aHU C MOJOOpsSBaHE Ha penepro-
apa, cb0Opa3HO 3PUTENICKUSI MHTEpPEC, BKIIIOU-
BaHE Ha IIOBEYE€ CBBPEMEHHM 3amaJHOEBPO-
NEeHCKU MUeCH U OT CBETOBHATa ApaMaryprus,
Cch3/laBaHe Ha JuTeparypHu Orwopa. OOpbma ce
BHUMAaHHE HAa HEOOXOAMMOCTTA OT IOBHIIABA-
HE poyisiTa Ha KPUTHKATa U TeaTPO3HAHHETO.
B aparocpouen miaH ce CliOMEHaBa Bb3MOX-
HOCTTa cekuus ,,[earbp* Ha UHCTUTYT 3a U3KY-
ctBo3HaHue kbM BAH na mpepacue B 00ocoGen
Tearpanen uncrutyt ¢ Hannonanen tearpasiex
My3eit Ha BAH. OOcwhxkIaT ce BH3MOXKHOCTH-
T€ 3a Ch3/laBaHE Ha EKCIEPUMEHTAJIHU CIEHH,
Ha TeaTpH C MO-CIlellalHa HaCOYEHOCT, KaKTo
Ha KaMepHH TeaTpu, Kade-TeaTpu, kabape, Ba-
puere, Taka ¥ Ha HOBW Qopmanuu: jsadboparo-
puu, pabOTHIHUIM, CTYANH, KbJETO BOJEIL Aa €
NPUHIUIIBT HAa eAuHOMHUcHueTo. Eqna ot 3axa-
YuTE € CBhp3aHa C pa3pacTBaHE Ha TeaTpaliHa-
Ta Mpexa. [lo oTHoLIeHHe Ha MEXAYHAPOJHOTO
CHTPYIHUYECTBO C€ M3THKBAa HEOOXOIUMOCT-
Ta OT pa3lIUpsBaHE HA KOHTAKTUTE ChC CTPAHU
kato Aurnusi, Opannus, OPI, Urtanus, 1lise-
uus, CAIIl. Ilnanupa ce ochblLiecTBsIBaHE Ha

of the CC of BCP paved the way for the line for reor-
ganisation of the theatrical work: “The spectacle is
created by the actors and the directors and not by the
hierarchy, which is created from top to bottom and
from bottom to top. The people go to the theatre not
because of the building where they will watch the
performance, but they to see art. And art is created
by living people — by actors and directors and not by
the hierarchy. Therefore, an opportunity should be

Jloxnao na Banua Jloviuesa na Ilnenym
na L{K na BKII, 19.07.1988%

Vancha Doycheva's report on the Plenum of Central Cmmittee
of the Balgarska komunistcheska partia
(Bulgarian Communist Party), 19.07.1988%

provided for the actors to be selected as well as to
take part in this reorganisation. They should be

told that: there, that is what the state can give, it
cannot give you more and you — you should sit and
decide how to implement all that. There are at least
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Ilpomorxon ,, A Ne 557 om 3acedanuemo na Honumobropo na LK na BKII

om 11 wonu 1972, rucm 2

Protocol “A* No. 557 from the session of Politburo of CC of BCP

from 11th July 1972, sheet 2

ydacTHe Ha ObJrapcKu CIEKTaKIH B ,,[eaTbp Ha
Haruute, Ha (hecTuBaNIUTE B ABUHBOH M Huta,
HNb6nun u EqunOypr, XamOypr, Maitnxaiim u
boxywm, 3ananen bepnun, benrpan (benrpaacku
WHTEpHAIlMOHAJIeH TeaTpalieH (dectuBan, bU-
TE®), Atuackusa dectuBan, Manpuacku tea-
TpaJIeH mperien u ap.”’

Te3u mporpamMHu 1enu, oT €lHa CTpaHa, ce
OCBUIECTBSABAT JTOHSIKB/E KaTO UHULIMATUBHU OT-
rope. PemeproapsT ce pasHooOpazsBa. dDop-
MHpaT C€ HOBHU Jiaboparopuu, paOOTHIIHHUIIH,
BapuereTa, KaMepHHu cueHu u mp. Ilpes cuen-
Ball[UTE FOJUHU OBJTapCKUTE TBOPLHM 3ar10YBaT
Jla IbTyBaT B 4y>KOMHA HA TacTPOJIM U 3a ydac-
THE BbB ()ECTHBAIHN B CTPAHHU OTBB] ,,KeJIs3HA-
Ta 3aBeca”. IIpe3 1982 r. bearapusa e noMakuH
Ha ,,[earpp Ha Hauuute“. C 0cOOEHO MHTEpEC
OT CTpaHa Ha TeaTpPaJIHUTE CPEAUTE ce mocpe-
ma ¢ectuBansT ,,learbp B Kydap® nmpe3 1987 .
u 1989 1. Ot npyra cTpaHa, JOKyMEHTHT € ONUT
3a npedopmarupane Ha Bede 3al0YHAIH MPoIie-
CU B ObaArapckus Tearbp. TakoBa HEOYaKBAHO

three drama theatres in each district. Will there be
any reorganisation or not really? If we are to make
reorganisation — we have to make it.”’

The post-stagnant stirring in the spirit of the new
time, associated with the striving for demolition of
the “iron curtain” and the democratization of the so-
ciety in the Bulgarian theatre, had already begun at
the end of the 1970s and the beginning of the 1980s.

These processes became possible thanks to the
purposeful efforts of the party leadership to chan-
nelise the irrepressible theatrical processes and ten-
dencies subject to control. “Complex analyses of the
problems and directions for development in the thea-
tre in the light of the Decision of the Politburo of Cen-
tral Committee of BKP for developing the theatre

work” was elaborated in 1980 by the Komitet za kul-
tura (Committee for Culture). The decision for devel-
opment in the theatre work in the country was already

%7 N3kasBane Ha Tonop JKuskog. ITporokoi ,,A“ Ne 119 ot 26 ronu
1988 ot 3acenanmero Ha [Tommtoropo Ha LIK Ha BKII.
http://prehod.omda.bg/page.php?tittle=ITPOTOKOJI_ A Ne 119, 26

tom_1988_r.&IDMen u=585&IDArticle=1256 (visited on 11.09.2024).
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cboOpa3siBaHEe HA MAPTUHHUS €ITUT ChC CTpEMe-
KUTE Ha TBOPLUTE T'M OKypa)kaBa B IO-HaTa-
TBUIHUTE UM THPCEHUS.

Hsxou ot Tearpanute obaye ca pazoyapona-
HU OT JBYJHWYMETO Ha BJIACTTa MO OTHOLIECHUE
Ha MpOBEXJaHe Ha peopMHuTEe B OBJITAPCKUS
TeaThp U HAIyCKaT CTpaHaTa 3aBUHArH.

Cpen spxute ¢urypu ot nepuoaa e umu-
Tbp ['0ueB, KOUTO emuUrpupa, 3a 1a ce npeBbp-
HE B €IMH OT BOJICIIUTE PEKUCHOPHU B ObIeIaTa
obenunena ['epmanus. Toi pabotu B pazauyHu
TeaTpu B cTpaHara u crosuunara. IIpe3 1982 r.
noctass ,,dunokreT Ha XaliHep Mrosep B Tea-
Tep ,,Codus“. B nmocraHoBkara eKUIBT Tbp-
cu Oe3MbJIBHATa MHTCH3WBHA CHIPOTUBA Cpe-
uly HacuiaueTro Ha Aymute. ToBa e moclenHa-
ta npoaykuus Ha Jl. [oueB B bwarapus, koito
npe3 1985 r. 3amMunaBa 3a I'epManus u nocra-
B B KvomH, /[rocennopd, XamOypr, XaHosep,
boxywm, basen, I'pan, Buena u np.

Crnen nBa HEOCBIIECTBEHN ONUTA IIOPAJH Chb-
CUIIBaIlla KPUTUKA OT CTpaHa Ha IIeH3ypaTa 3a
Ch3J]aBaHE Ha ObBJATapcKa poOKoIepa Ha rpyla-
Ta ,,37aTHU CTPYHH Ha Oparst Mumesu ,,I'pa-
kuiickara rpo6uuma’ (1975-76 r.) u Ha rpymna-
ta ,,Maii“ ,,Cpemin ¢ Pama* nmo Aptep Knapk
(1981 r.), mpe3 1983 . 3a IbPBU IBT CTaBa Bb3-
MOXHO HPEACTaBsIHETO Ipe] MyOJiuKa Ha OpHU-
ruHajgHa OBaATapcka pok omepa ,,Pumapar cu
asira paHo®. [IpUTUOBUAT CIEKTaKbA 3a THOEIN-
Ta Ha eHO 0e3yMHO IIapCTBO MMa HEBEPOSTEH
yCI€X, HO € CIPSIH M0 MOJUTHUYECKH MPUUYNHHU
cien 5-to npexactaBienue. Toil € MOATOTBEH OT

made by Politburo in 1972, but the program for its im-
plementation was significantly delayed.”

The document stated the necessity for meas-
ures, related to the improvement of the repertoire
with respect to the audience interest with inclu-
sion of more contemporary west European plays as
well as from the global dramaturgy, created by the
literature bureaus. Attention was drawn on the ne-
cessity of increasing the role of criticism and theat-
rical science. In the long run, the possibility for sec-
tion “Theatre” of the Institute for Art Science in the
Bulgarian of Sciences (BAS) to grow up to distinct
Theatrical institute with National Theatrical Muse-
um with BAS was mentioned. The possibilities for
creation of experimental scenes were discussed, as
well as the setting up of theatres with more specif-
ic orientation, both as theatres intended for small
audience, coffee-theatres, cabaret show bars and
new formations: laboratories, workshops, studios,
where the principle of solidarity would be leading.
One of the missions was associated with the expan-
sion of the theatre network. With respect to the in-
ternational cooperation the need from expansion of
the contacts with countries like: England, France,
Federal Republic of Germany, Italy, Sweden,
Unite States of America was pointed out. Accom

plishment of participation of Bulgarian spectacles
was planned for the “Theatre of nations”, on the
festivals in Avignon and Nice, Dublin and Edin-

% TIporokon ,,A“ Ne 557 or 3acemanuero Ha [Tommoropo Ha 1K
Ha BKIT ot 11 rorm 1972 o, A, ¢ona 1, omic 35, apxuBHa eauHmIA
3304, muct 73-84. http://politburo.archives.bg/bg/2013-04-24-11-12-48/
dokumenti/1970-1979/1169-—557--11--1972— (visited on 11.09.2022).
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rpyna ctyaentd ot BUTU3 kato numiioMHa pa-
6ota Ha pexucbopa OrasH Kynenos. Urpae ce
B aJTEPHAaTUBHOTO IPOCTPAHCTBO Ha (oalie-
TO Ha UHCTUTYTA. ABTOPHT HAa MY3UKaTa W JIH-
operoTo ¢ apx. IBo BenkoB, koiiTo eMurpupa B
CAUl npe3 1987 .

IIpe3 1983 r. pok MIO3UKBABT ,,JIF0600BHU Oy-
neBapau‘ Ha apamarypra Credan [laneB u xom-
noszutopa IOpu Crynen B Muanexkus Tearsp,
chiIo € cHeT oT aduma. FOpu Ctynen emurpu-
pa B I'sprus.

[Ipe3 1984 r. pexxucbopbT UBan CtaHeB Cb-
O6upa rpyna aptuctu B JloBeu Ha mpuHIUIA Ha
naboparopHus Ttearbp. [loarorseHu ca chek-
TAaKJIUTE€ C aBaHrapJHa HACO4YeHOCT: ,,J[r0060B-
Ta KbM TpuTe noprokana“ Ha K. T'omu, 1984 r.
U ,,AlIXUMHUS Ha CKpBOTa®, Koiax mo Yexos,
Beprman, Bonnep, Kopracap, Xopaar, Houecko,
Burrenmaiin, bexer u apyru, 1986 r. Toi e
CIIpsiH omle Ha npenmnpemuepara. [Ipe3 1988 .
HBan CraneB mocrtaBs ,,Panara Boiiek® no
broxuep, Mroniep u XposiiepiauH B TeaTsp ,,Co-
¢us“. Ilpe3 1988 1. mo Bpeme Ha racTpos Ha
Mpe/ICTaBICHUETO TOM eMurpupa B 'epmanus.

[Ipe3 80-Te roguHm rojisiMa 4acT OT TeaTrpal-
HUTE TBOPLM OT Pa3IUYHU MOKOJEHMS MPABAT
OTUTH 3a U3IUTaHe Ha ObJIrapckara KyJnTypa Ha
HHUBOTO Ha CBETOBHUTE ChbBPEMEHHM 00pa3Lu B
Tearbpa.

EMOnemMaTnyHu TOCTaHOBKM IO CBETOBHA
U CbBpPEMEHHa ObJrapcka Apamaryprus B Ay-
Xa Ha TpoOyXJaHe M JKEelaHWe 3a MPOMEHH
ca HSAKOU OT CHEKTAKIUTEe Ha YyTBbPACHUTE

burg, Hamburg, Manheim and Bochum, West Ber-
lin, Belgrade (Belgrade international Theatre fes-
tival, BITEF), the Athens festival, the Theatrical
Review in Madrid, etc.”

These program objectives, on the one hand,
were implemented to some extent as an initiative
“from above”. The repertoire was diversified. New
laboratories, workshops, show bars, chamber stage,
etc. started to emerge. In the next years, the Bulgar-
ian actors began travelling abroad on tours and par-
ticipating in festivals in countries behind the “iron
curtain”. In 1982, Bulgaria was hosting the Theatre
of Nations. With a particular interest on behalf of
the theatrical circles the festival Theatre in a Suit-
case in 1987 and 1989 was welcomed. On the oth-
er hand, the document attempted reformation of the
already started processes in the Bulgarian theatre.
Such an unexpected compliance of the party elite
with the striving of the actors to encourage them in
their further quests.

Some of the theatre actors were, however, dis-
appointed by the hypocrisy and duplicity of the au-
thorities with regards to the carrying out of the re-
forms in the Bulgarian theatre and thus left the
country for good.

The bright figures from the period include Dim-
itar Gochev, who emigrated to turn into one of
leading directors in the future united Germany. He

9 KOMIUIEKCEH aHaJIn3 Ha POOJIEMHTE M HACOKHTE 32 Pa3BUTHE B
Tearbpa B CBeTIMHATa Ha Perennero Ha [Tonutoropo Ha LIK Ha BKIT
3a pa3BUTHUE Ha TeaTpaHoTo Jieno’ Ha Komurer 3a kyarypa. 1980, 91—
111. HukosoBa, Pymsaa. Mozen Ha GpyHKIHOHMpaHe HA OBIATapCKust
Tearbp B neproga 1944-1989 roguna. ,Ilerko Benenukos®, 2020,
231-245.
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pexucropu karo: ,,Menes na Eppunun, ,,/[Ba-
MaTa BEpOHUU U ,,MHOTO IIyM 3a HUIIO“ Ha
V. Ilexcrup, pex. Jlroben Ipoiic; ,,Xammer™
Ha Y. Illexcnup, pex. Bunu ILlaukos; ,Jle-
10 Ha A. CyxoBo-Kobwnun, ,,CamoyOuenst
Ha H. Epnman, ,Ken0oBugHa MbBIHHS® Ha
UB. PanoeB, pex. Kpukop A3zapsH; ,Kpan
Jxon* Ha @p. ropenmar, ,,Ilocnennara HoOI
Ha Coxkpatr® Ha Crt. Ilanes, pex. Hukomnaii Ilo-
nsakoB; ,,B oudakBane Ha Iomo“ ma C. beker,
,JdepBeno BuHO 3a cOborom* Ha K. Unues, pex.
Jleon Jlanwmen; ,,CpH* Ha WB. PamgoeB u ,,Ku-
BOTHT — TOBa ca ABe keHu' Ha Ct. [lanes, pex.
Mnanen Kucenos; ,,JIpar u poos1* Ha H. Py-
ceB, pex. Kpacumup Cnacos; ,,Talinara Beue-
ps Ha nsikoHa JleBcku® Ha Ct. [laneB, pex.
Acen oo u ap.

Pexucbop, KOUTO Urpae BakHA POJIs 32 ThpP-
CCHETO Ha HOB cleHnYeH e3uk, ¢ Cmasu IlIka-
pos. Toit pabotu npeaumHo B J[pamaruueH tea-
Tep — Pyce.

IIpe3 Bropara nmonoBuHa Ha 80-te C. Illka-
pPOB KaTo TOCT-peXUChOp B [pamaTuueHn Tea-
Tbp ,,CTedan Kupos* — CiiuBeH npaBu HIKOJIKO
IOCTAHOBKHU Kato ,Mara Xapu“ ot H. Hopxa-
HOB, ,,[Ipar* or ynapes, ,,PeBuzop* or H. B.
l'oron u ,,Monuep nin Cb3akJIsITHETO HA JIHU-
nemepure ot bynrakos. Te ce ornnuaBaT cbC
CUJTHA €Heprus U OyHTApCKH IyX.

B Tax yudacTBar mMiaauTe akThbOpH IO pas-
Npe/ieJieHue B TeaThpa, KOUTO CTABaT BOJCIIH
¢burypu B peamia aaTepHATUBHU (GopManuu u
TPYNU Npe3 CIAeABaIIOTO JeCETUIIETHE.

worked in different theatres in the country and in
the capital. In 1982, he staged Philoctetes by Hein-
er Miiller in theatre Sofia. In this staging, the team
sought for wordless intensive resistance against vi-
olence of the words. This is the last production of
D. Gochev in Bulgaria, who left for Germany in
1985 and staged in Cologne, Dusseldorf, Hamburg,
Hanover, Bochum, Basel, Gratz, Vienna, etc.

After two unsuccessful attempts due to the dev-
astating criticism on behalf of the censorship for the
creation of Bulgarian rock-opera by the band Zlatni
struni (Golden Strings) of Mishevi brothers Trakiis-
ka grobnica (Thracian Tomb; 1975—1976) and the
band May, Sreshti s Rama (Rendezvous with Rama,
1981) after A. Clarke, in 1983 for the first time it
was possible to present before the public an origi-
nal Bulgarian rock-opera Ricarjat si ljaga rano (The
Knight Goes to Bed Early). The parable spectacle for
the doom of a mindless kingdom saw an incredible
success, but it was cancelled for political reasons af-
ter the 5th performance. It was prepared by a group
of students in Vissh institute za teatralno izkustvo
(Higher Institute for Theatre Art) as graduation work
of the director Ognyan Kupenov. It was performed
in the alternative space of the lobby of the institute.
The author of the music and the libretto was arch.
Ivo Venkov, who emigrated to the USA in 1987.

In 1983, the rock-musical Lubovni bulevardi
(Love Boulevards) by the playwright Stefan Tsanev
and the composer Yuri Stupel in the Mladejki te-
atr (Youth Theatre), was also cancelled. Yuri Stupel
emigrated to Greece.
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[Ipe3 To3M mepuon B cTONMLATA 3aM04YBaT
neiHocTTa cu TearpanHu (opmamuu karo Ka-
MEpEeH CTyAueH TeaThp (Mo-KbCHO — TeaTpanHa
pabormiauna ,,Chymaro*), ocHoBaH oT Mapra-
puta Mnanenosa u MBan JloOueB, murepaTypeH
Tearsp ,,Bb3paxnane” Ha Angpeinn Kamnynos,
»Atenue 313“ ¢ ppkoBoguten Pamko Mnane-
HOB. Benbo lopaHOB ornaBsiBa MaHTOMUMHUS
TeaTwp ,,JlBUKkeHHE™.

B pasnuunu tearpu u3 crtpanara: byprac,
Bapna, Bpamna, {o6puu, [Tazapmxuk, Pasrpan,
Pyce, CnuBen, CmonsiH, u mnp. ce gopmupar
rpynu eauHomunuieHunu. Cpoupar ce miaau
PEXUCHOPU U AKTHOPH, KOUTO THPCAT HOB Tea-
TpaJIEH €3UK.

Enam oT Hali-3anOMHSIINATE CE€ CIISKTAKIN ca
JIeJI0 Ha 3allo4yHaJIUTE CBOsTa TeaTrpajiHa Jeil-
HOCT mpe3 70-Te ToIuHU peXKUCchopH Kato MBan
JHoOueB, Ilnamen MapxkoB, 3apaBko MHUTKOB,
Maprapura Mnanenosa, buna Xapamammnuesa
u 1ap. HoBu TearpanHu ThpPCEHMS C€ JOJABAT B:

,, Qunoxmem “ om X. Miwoaep, pexc. [[umumuvp [ oues,
meamwup ,, Coghua “, 1982

Philoctetes by Heiner Miiller, dir. Dimitar Gochev,
theatre Sofia, 1982

In 1984, the director Ivan Stanev gathered a
group of actors in Lovech on the principle of the
laboratory theatre. The following spectacles with
avant-garde orientation were staged: Lubovta kam
trite portokala (The Love for Three Oranges) by
Carlo Gozzi, 1984 and Alhimija na skrabta (Alche-
my of sorrow), collage after Chekhov, Bergman,
Baudelaire, Cortazar, Horvath, lonesco, Wittgen-
stein, Becket and others, 1986. It was cancelled even
before the premiere. In 1988, Ivan Stanev staged
Ranata Woyzeck (The Wound Woyzeck) by Biihner,
Miiller and Hyoderllin theatre Sofia. In 1988, during
a tour of the performance he emigrated to Germany.

In the 1980s many actors from different genera-
tions tried to elevate the level of Bulgarian culture
to the level of the global contemporary samples in
the theatre.

Emblematic staging of world and contemporary
Bulgarian dramaturgy in the spirit of awakening
and will for changes were some of the spectacles of
the affirmed directors, such as: Medea by Euripid-
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,»Omnuceit mpTyBa 3a Utaka* u ,,bocunex 3a Jlpa-
runko* Ha K. Unues, ,,bankancku cunapom* Ha
Cr. CrparueB (pex. UB. [lo6ues); ,,[logpoGHOC-
tu oT nei3axa” Ha Cr. Crparues, ,,HoniHo cb-
xutencTBo Ha M. MuHkos; ,,IIpo3opensT® Ha
K. Unues (pex. I1n. MapkoB); ,,Mopcko CHHBO
Ha B. Iletpos, ,,Hue, Bpabuerara® Ha . Paguu-
koB (pexx. M. Mnanenosa); ,,Komue 3a cpH* Ha
B. IletpoB (pex. 3. MutkoB); ,,IIpasHuUKbT 10
H. XaiiroB (pex. buna Xapanamnuesa) u np.'*
3HaYMTETHA YacT OT MOCTAHOBKUTE HA 3aBbp-
mmute BUTU3 npe3 80-Te ronuHu pexucbopu B
muueto Ha boiiko bormanos, Be3kpecus Buxbpo-
Ba, Crosn Kambapes, Credan MockoB u fp. ca rno-
KazaTesTHH 3a HOBUA pedopMaropcku ayX. B cBou-
T€ TMPEICTABICHUS T€ OTIPHUIIBAT aKThOPCKaTa
CTHXHUS B Ch3BYUHE C IIyJica Ha BpeMeTo. Miaau-
T€ TBOPLY MPaBAT CBOUTE IMbPBH TEATPAIHU €KC-
MIEPUMEHTH B CTIEKTAKIIUTE: ,,)KepTBa Ha AbITa* HA

11. Bvazapckuam meampanen XX éex

., Panama Botiyex “ no broxnep, Mionep u Xvonoepuum,

peoic. Hean Cmanes, meamuvp ,, Cogpus *, 1988

Ranata Woyzeck (The Wound Woyzeck by Biihner, Miiller
and Hyoldrlin, dir. Ivan Stanev, theatre Sofia, 1988

es, Dvamata veronci (Two Gentlemen from Verona)
and Mnogo shum za nishto (Much Ado About Noth-
ing) by W. Shakespeare, director Lyuben Groys;
Hamlet by W. Shakespeare, director Villy Tsank-
ov; Delo (The Case) by A. SuhovoKobilin, Samou-
biecat (Suicide) by N. Erdman, Kalbovidna malnija
(Fireball) by Iv. Radoev, director Krikor Azaryan;
King John by Fr. Diirrenmatt, Poslednata nosht na
Sokrat (The last Night of Socrates) by St. Tsanev,
director Nikolay Polyakov; V ochakvane na Godo
(Waiting for Godot) by S.Becket, Cherveno vino za
sbogom (Farewell Red Wine) by K. Iliev, director
Leon Daniel; San (Dream) by Iv. Radoev and Jivo-
tat — tova sa dve jeni (Life — These Are Two Wom-
en) by St. Tsanev, director Mladen Kisselov; Drag
i robat (Drag and the Slave) by N. Rusev, director
Krasimir Spassov; Tainata vecherja na djakona
Levski (The Secret Dinner of Deacon Levski) by St.
Tsaneyv, director Assen Shopov, etc.

The director who played an important role in the
quest of a new stage language was Slavi Shkarov.
He worked predominantly in Drama Theatre —
Ruse.

In the second half of the 1980s, S. Shkarov as
guest-director in Drama theatre “Stefan Kirov” —
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, Amaoeyc” om I1. lllagvp, pesc. Crnasu [llxkapos,
Jpamamuuen meamwvp — Pyce, 1983

Amadeus by P. Shaffer, dir: Slavi Shkarov,
Drama Theatrve — Ruse, 1983

»Xamnem”, V. lllexcnup, pexc. Bunu [{anxos,
meamwp ,, Cogpus“, 1982

Hamlet, W. Shakespeare, dir. Villy Tsankov,
Theatre Sofia, 1982

Sliven made several productions as Mata Hari by
N. Yordanov, Prag (Threshold) by Dudarev, Revi-
zor (The Government Inspector) by N.V.Gogol and
Molier i Sazakljatieto na licemerite (Moliére or the
Cabal of Hypocrites) by Bulgakov. They were dis-
tinguished by strong energy and rebellious spirit.

The young actors appointed in the theatre took
part in the above mentioned productions, who be-
came leading figures in a number of alternative for-
mations and troupes in the next decade.

During this period in the capital their activi-
ty was initiated in theatrical formations as Kamer-
en Studien teatr Sfumato (Chamber studio theatre,
later on — Theatre workshop Sfumato), founded by
Margarita Mladenova and Ivan Dobchey, literature
theatre Vazrazhdane (Revival) by Andrey Kaludov,
Atelier 313 with manager Rashko Mladenov. Ve-

., Bocunex 3a Jlpacunxo *“ om K. Unues, pesxc. Usan Jlobues,
JIpamamuuno-kyxnen meamwvp — Xackoso, 1986

Bosilek za Draginko (Basil for Draginko) by K. Iliev,
dir. Ivan Dobchev, Dramatichno-kuklen teatr — Haskovo 1986
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., Monuep unu Cvzaxnamuemo na iuyemepume “
om M. Byneakos, pexc. Cnagu [llkapos,
Cnusen, 1987

Moliére i Sazakljatieto na licemerite
(Moliére or the Cabal of Hypocrites)
by M. Bulgakov, dir. Slavi Shkarov,
Drama Theatre — Sliven, 1987

lyo Goranov was the head of the pantomime theatre
Dvijenie (Movement).

In different theatres around the country: Bur-
gas, Varna, Vratsa, Dobrich, Pazardzhik, Razgrad,
Ruse, Sliven, Smolyan, etc. groups of people of
the same views were formed. Young directors and
actors gathered, looking for a new theatrical lan-
guage.

Some of the most memorable performances
were products of the directors, who have started
their theatre activity in the 1970s, as Ivan Dobchey,
Plamen Markov, Zdravko Mitkov, Margarita Mlad-
enova, Bina Haralampieva and others. New theat-
rical quests could be felt in: Odissei patuva za It-
aca (Odysseus Travels to Ithaca) and Bosilek za
Draginko (Basil for Draginko) by K. lliev, Balkan-
ski sindrom (Balkan Syndrome) by St. Stratiev (di-
rector Iv. Dobchev); Podrobnosti ot peizaja (De-
tails from the Landscape) by St. Stratiev, Noshtno
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,,JKepmea na ovnea* om Hooicen Honecko,
pedic. boiiko Boedanos,
Jlpamamuuen meamvp — Pazepao, 1986

Jertva na dalga (Victims of Duty) by E. lonesco,
dir. Boyko Bogdanov, Drama Theatre — Razgrad, 1986

., @aumacmazopuu ““ no E. T. Xogman, pesrc. Cmeghan
Mockos, Poooncku Opamamuuen meamvp — Cmonsan, 1986

Phantasmagorii after E. T. Hoffiman, dir. Stefan Moskov,
Rhodopski Dramatichen Theatr — Smolyan, 1986

sajitelstv (Night Cohabitation) by M. Minkov;
Prozorecat (The Window) by K. Iliev (director PI.
Markov); Morsko sinjo (Marine Blue) by V. Petrov,
Nie, vrabchetata (We, the Sparrows) by Y. Radi-
chkov (director M. Mladenova); Kopche za san
(Sleep Button) by V. Petrova (director Z. Mitkov);
Praznikat (The Holiday) by N. Haytov (director
Bina Haralampieva) etc.!®

Significant part of the productions of the Vissh
institute za teatralno izkustvo (VITIZ; Higher In-
stitute for Theatre Art) graduates in the 1980s, like
directors in the person of Boyko Bogdanov, Vuz-
kresiya Vihurova, Phantasmagorii after E. T. Hoff-
man, dir. Stefan Moskov, Rhodopski Dramatichen

190 Hykoaosa, Kamenus. PexuchopbT B OBJITapCcKus TEATHP:
OT COIMATIMCTHYECKUS Peai3bM 110 moctMonepHu3ma. — Codus,
2015,HALIA/, Ne Hn 020180072.
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. Vouecko (pex. boiiko Bornanos); ,,daHTacMa-
ropun” o E. T. Xodman (pex. Credan MockoB);
,,Hsikou Morar, apyru — He mo M. MuHKoB (pex.
T. Mockos u JI. Kanon); ,,/I3pH no E.XaputoHos
(pex. Bp3kpecust Buxwposa); ,,0, mactiuBu Ao
Ha C. beker (pex. Ct. Kambapes) u ap.

YacT OT Te3W peXKUChOPH NPUBIUYAT HA
MpPUHIINIA Ha CTyAHITHATa U labopaTopHa pado-
Ta €HTYyCUa3UpaHU U paJuKaIHO HACTPOCHHU Ta-
JAHTJIMBU apTUCTH, IpaMaTyp3H, CIeHOorpadu,
My3ukaHTH. [1o TO31 HauUMH ce Ch3JaBaT OCHOB-
HUTE sApa 3a ObJely TeaTpalHu alTepHaTHUB-
HU Qopmanuu, 3apouiiv ce B kpas Ha 80-Te u
HayasoTo Ha 90-Te roJlMHU C HACTHIIBAHETO HA
JEMOKPATHYHUTE MPOMEHH.

[Ipe3 1989 r. e pazpymiena bepnunckara cre-
Ha, CUMBOJI Ha pasleruieHuero Ha EBpoma Ha
nBe nosoBuHU. C TOBa ce OTKpHBa HOBA CTpa-
HUIIA B TIOJIATUYECKATa U KYJITypHATa UCTOPUS
Ha bearapus, HapedeHa ,,lIepuoJl Ha mpexoaa‘.

Theatr — Smolyan, 1986, Stoyan Kambarev, Stefan
Moskov, etc. were indicative of the new reformist
spirit. In their productions they unleashed the ac-
tors’ element in consistency with pulse of time. The
young actors made their first theatrical experiments
in the performances: Jertva na Dalga (Victims of
Duty) by E. Ionesco (director Boyko Bogdanov);
Phantasmagorii by E. T. Hoffman (director Stefan
Moskov); Njakoi mogat, drugi — ne (Some can, oth-
ers — cannot) after M.Minkov (director T. Moskov
and L. Kapon); Dzun after E. Haritonov (director
Vazkresia Vihurova); O, Shtastlivi dni (Oh, Happy
Days) by S. Becket (director St. Kambarev), etc.

Part of these directors were attracting on the
principle of the studio and laboratory work, enthu-
siastic and radical, gifted actors, playwrights, stage
designers, musicians. In this way the basic nuclei
for future theatrical alternative formations were
created, originating at the end of the 1980sand the
beginning of the 1990s with the occurrence of the
democratic changes.

In 1989, the Berlin Wall, symbol of the split of
Europe in two halves, was destructed. This opened
a new page in the political and cultural history of
Bulgaria, called transition period.
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HOBU TEATPAJIHH
ITOCOKH

»~fTuxama pegosaroyus“

3anouHanute B cpenara Ha 80-Te€ TOAUHU
Ha XX BEK HEOOpaTHUMHU COIMATHO-TIOIUTHYC-
CKM ¥ UKOHOMHYECKH mpouecu B lleHtpanna
u N3rouna EBpoma gocTuraT cBOsS CHUMBOJIEH
aroreil mpe3 HoemBpu 1989 r., korato pyx-
Ba bepmunckara crena. Ilocnensanure cbbu-
TUsl, JOBEJIU [0 pa3najJaHe Ha COLUAIUCTHYE-
CKHUsA JIarep, psA3KO MPOMEHAT IMOJUTHYECKaTa,
WKOHOMHUYECKaTa U KylTypHaTa kapta Ha EB-
pomna. B mocieaBanoTo AeceTHieTHE ChC CMs-
HaTa Ha JbpKaBHATA MOJUTHKA, HACOYEHA KBM
MpoBeXJaHe Ha pedopMH BBB BCHUKU chepH
Ha JCHHOCT, JEMOKpaTU3UpaHe Ha OOIIeCTBO-
TO, TIPEXOJl KbM Ta3apHa MKOHOMHKA, JCIECH-
TpaJu3alus Ha KyJITypara, KakTO U C HOBUTE
nyONUYHM HarjlacH, AeWIUTe Ha KyITypaTa H
M3KYCTBOTO BbB BCHUUKH €BPOIEHCKU CTPAHU C
KOMYHUCTHYECKH PEXKUMHU Ca M3MPABEHU TPE]
CEPHO3HHM MPEIU3BUKATEIICTRA.

Ha 09.11.1989 r. reHepanHusaT cekpeTap Ha
bviarapckara komyHuctuuecka mapTtus Tomop
JKuBkoB mox Hathcka Ha MockBa mojaasa OcC-
taBka. Ha cnmenBamus aeH, mo Bpeme Ha 3ace-
nanue Ha JleceTOHOeMBPHUMCKHUS IUIEHYM Ha
LK na BKII, To#t odurmanHo € ocBoOOJEH OT

NEW THEATRICAL
DIRECTIONS

The Velvet Revolution

The irreversible social, political, and econom-
ic changes which started in the mid-eighties of the
20th century in Central and Eastern Europe reached
their symbolic climax in November of 1989 with
the fall of the Berlin wall. The events that fol-
lowed lead to the collapse of the Socialist bloc and
caused an abrupt change in the political, economic,
and cultural map of Europe. The following decade
was characterized by changes in state policy aimed
at reforming all areas, democratization of society,
transition to market economy, decentralization of
culture and new public attitudes. The artists in all
European countries, with ex-communist regimes,
faced serious challenges.

On November 9th, 1989 the General Secretary
of the Bulgarian Communist Party, Todor Zhivk-
ov resigned, under pressure from Moscow. On the
following day, during the November 10th Plenary
Session of the Central Committee of the Bulgarian
Communist Party he was officially dismissed from
the position he had held for 35 years. The so-called
velvet revolution of the transition to democracy and
market economy began in Bulgaria. In the follow-
ing months, people went out in the squares. After
the first free political rally, held on

November 18th, 1989 in the square in front of
St. Alexander Nevsky Cathedral, the demonstra-
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nocra, KoWto 3aema 35 roguHu. B bwirapus
3aloyBa Taka HapedyeHara ,,TUXa pPEBOJIOIUA
Ha Ipexoj KbM JIEMOKpalus U Na3apHa UKOHO-
Muka. [Ipe3 mociensanure Mecenu xopara u3-
nau3ar no miomaaute. Cnen mbpBUs CBOOONIEH
MUTHHT Ha 18 HoemBpu 1989 r. Ha muomana
npen Xpam-naMeTHUKA ,,Anekcanabp HeBckn®,
UIECTBUATA, PEYUTE, KOHLUEPTUTE IO YIULUTE
HE CTUXBAT.

Ha 15 sunyapu 1990 r. HapognoTo chOpanue
rjacyBa OoTMsiHaTa Ha 4ieH mbpBU oT KoHcTu-
tynusta Ha Haponna pemyOnuka bearapus ot
1971 r., xoiito e racu: (1) Hapogna peny6mu-
ka bbarapus e conuanucTuyecka IbpikKaBa Ha
TpyAEUIUTE C€ OT I'paja U cenoTo Haueno ¢ Pa-
OoTHHMUeckaTa kjaca; (2) PprxoBomgHaTa cuma B

tions, speeches and concerts in the streets went on
for a long time.

Ilaoanemo na beprunckama cmena, 09.11.1989
The fall of the Berlin wall, 09.11.1989

ITvpeusam ceoboden mumune
Ha niowjada nped Xpam-
namemuuxa ,, Anexcanoop
Heecxu “, 18.11.19891%

The first free rally in

the square in front of

St. Alexander Nevsky
Cathedral, 18.11.1989""

i 15th, 1990 the National Assem-
s our of the abolition of Article 1 of
i of the People’s Republic of Bul-
hich read: (1) The People’s Repub-
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0011ecCTBOTO M AbpkaBaTa € bwarapckara ko-
MyHHCTHYECcKa naptusi; (3) bearapckara komy-
HHUCTHUYECKA TapTUS PBKOBOAU H3TPAXKIAHETO
Ha Pa3BUTO COLUAIUCTUYECKO o0mecTBo B Ha-
poaHa penybnuka bwarapus B TsICHO Oparcko
CBTPYOHUYECTBO C bBIATapCKus 3eMENeNICKU
HapoJeH cbto3. CprmacHo HoBUA wi. 1 oT Kon-
CTUTYyLHUATA OT chlaTa roguHa beiarapus cra-
Ba JIEMOKpaTU4Ha, MapJaMeHTapHa M IpaBOBa
nbprkaBa.'*? [IepBUTE CBOOOIHU M IEMOKpPATUY-
HH U300pu ca mposeneHu Ha 10 u 17 rorn 1990
r. Te3u mporecu 3aBUXPSIT €HEPTUU, U3IThIIHE-
HU C KeJaHue 3a MPOMEHH U HOCAT pedopma-
TOPCKH JAyX, HACOUYEH KbM BCUUKHU cpepu Ha 00-
IIECTBEH )KUBOT, BKIIFOUUTEIIHO ¥ KbM TeaThpa.

Onumu 3a peghopmu 8 meamospa

IIpe3 nposerra Ha 1990 1. € cBUKAaH U3BBH-
penen konrpec Ha Cpro3a Ha apTucTuTe B bbi-
rapus 3a u30UpaHE Ha HOBO PBHKOBOJCTBO,
IpueMaHe Ha HOB YCTaB U OOCBHKJaHE Ha He-
obxogumoctTa oT peopmu B Tearwpa. [Ipenu
KOHT'peca € MPOBEACHO EKCIPECHO EMITMPUYHO
COIIMOJIOTHYECKO M3CJeABaHe Ha Tema ,,Kpusa-
Ta B Tearbpa U nepcrnekruute npeg Crro3a HA

lic of Bulgaria is a socialist state of the working
people from the cities and the villages, led by the
Working Class; (2) The Bulgarian Communist Par-
ty is the leading force of the society and the state;
(3) The Bulgarian Communist Party leads and man-
ages the building of a developed socialist society in
the People’s Republic of Bulgaria, in close broth-
erly cooperation with the Bulgarian Agrarian Peo-
ple’s Union. According to the new Article 1, of the
Constitution of the same year, Bulgaria became a
democratic, parliamentary state ruled by law.!%> The
first free democratic elections were held on June
10th and June 17th, 1990. These processes caused
a swirl of energy, inspired by the desire for changes
and bringing the spirit of reform to all areas of pub-
lic life, including the theatre.

Attempts at Reforms in the Theatre

In the spring of 1990 an extraordinary congress
of the Union of Bulgarian Artists was held, with
the agenda of appointing new management, adopt-
ing new Statute of the Union and discussing the
necessity of reforms in theatre. An express empir-
ical sociological research on “The crisis in the thea-
tre and the future prospects in front of the Union of
Bulgarian Artists” was carried out in the country’s
theatres before the congress. The report contained

192 Koncrurynust Ha Peny6nuka Beirapust, wi. 1. (Uswm., 1B,
6p. 29 ot 1990 r, 6p. 94 ot 1990 1.). http://www.constcourt.bg/bg/
LegalBasis (visited on 02.02.2024).
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apTucTUTE B bparapus’ cpex tearpure B cTpa-
Hata. B mokmanma ce mpaBu M3BOI, Y€ ,,JIUTICBA
SICHO pa30upaHe 3a HEOOXOIUMOCTTA OT ITPOMSI-
Ha U Bb3MOXKHOCTHUTE 32 HEHHOTO peanu3upaHe
Ch3JaBaT OYCPTAHMITA HA XapaKTepHa J1e30pHU-
entanusa“.'” Ha camus KOHIrpec ce IUCKYTH-
paT OCHOBHHM IpoOJeMH, CBbP3aHH C HE00XO-
JUMOCTTa OT pa3abpKaBsBaHE HA TEaTPHUTE H
Ch3JJaBaHEe Ha KOOINEPAaTUBHH, NPO(CHIO3HHU,
YaCTHH U IPYTH TeaTpH U BbBEXKJIaHE HA Ma3ap-
HU MPUHIUIN 32 QUHAHCHUpaHE Ha TeaTpaJiHaTa
JIEHHOCT W3BBH AbprkaBHUS Oromkert. [Ipennara
ce ch3llaBaHETO Ha TeaTpanHa Oopca. OOCHXK-
JaT ce MPOMEHU B TeaTpalHOTO OOpa3oBaHWUE,
BBBEXK/JaHE Ha HOBU QopMu Ha oOydeHUE, OT-
KpUBaHE Ha aJITCPHATUBHH TEaTpPaIHU y4COHH
3aBeneHus. Ha CAbB e Bb3110eHO 1a u3pabotu
MIPOEKTO3aKOH 3a TeaTbpa, KOUTO aa Ob/e BHe-
ceH B Hapomnoro chOpanue. Toli € M3rOTBEH,
HO HE yCIsIBa Jla CTHTHE 70 0OCHXKJaHEe B IUIe-
HapHara 3aia.'*

Ha 18.02.1991 r. MUHHCTEpPCKHUIT CBHBET
npuema [locmanosnenue Ne 23 3a ycwvewp-
wencmeane OelUHOCMMA HA Op2aHu3ayuume
C HECMONAHCKa yei 6 obnacmma Ha Kyimypa-
ma.' B 0ookymenma e ykazamo, ue ObpicasHil-
me u OOWUHCKU Op2aHUu3ayuu (8 moea Yucio u
meampume) ONPENEIAT CAaMOCTOSTEIHO IIeNIH-
Te, 3a/JIa4UTe, CTPYKTypaTa CH U HEOOXOIUMHUS
nepcoHan cboOpa3HO TpenMeTra Ha JEHHOCT-
Ta CH KaTo JbpikKaBaTa MoJIomMara U peryiupa
JIEHHOCTTa Ha OpraHu3anuuTe 0€3 HaMeca B Xy-
JI0’)KECTBEHOTBOPUECKUTE MPOIIECH MPHU CHOITIO-

the conclusion that “the lack of clear understand-
ing of the necessity for change and of the oppor-
tunities for carrying it out, draws the outlines of a
particular disorientation”.'” Major issues were dis-
cussed at the congress, regarding the necessity of
privatization of theatres and the creation of cooper-
ative-, trade union-, private- and other types of the-
atres, and the introduction of market rules of financ-
ing theatrical activities, outside the state budget.
A proposal was made to establish a theatre labour
market. Changes in theatrical education were dis-
cussed, as well as the introduction of new educa-
tional formats and the opening of alternative the-
atrical institutions of higher education. The task of
preparing a draft law for the theatre, to be submitted
to the National Assembly, was attributed to the Un-
ion of Bulgarian Artists. The draft law was prepared
but was never discussed in the National Assembly’s
plenary hall.!*

On February 18th, 1991 the Council of Min-
isters adopted Decree Ne 23 on the Improvement

of the activities of non-profit organizations in the
area of culture.'”” The Decree affirmed that state

13 ApxuB Ha CAB: Jloknax 3a pe3yiaTarure OT EKCIPECHO
EMITMPUYHO COLMOJIOTNYECKO u3cieBaHe ,,Kpusara B Tearbpa u
nepcriektuBuTe Ipe Cpro3a Ha apTuctute B boarapus®, 03.1990,
¢. 3. Iut. no Mopnawnos, Hukonaii. TearpanHara pedopma: aBa-
necet U net roguan cruratr! bp. 15, 201 1http://homoludens.bg/
articles/teatralna-reforma-dvadeset-i-pet-go/# _ftnrefl3 (moceren
Ha 02.03.2024).

104 opranos, Huxonaii. Tearpanuara pedopma: 1Bajecer ¥ mer
rogunu crurar! Bp. 15, 2011 http://homoludens.bg/articles/teatralna-
reforma-dvadeset-i-pet-go/#_finref13 (moceren Ha 02.03.2023).

15 Tlocranosnenne Ne 23 Ha MuHHCTEpCKHsI CbBEeT OT 18
¢deBpyapu 1991 1. 3a yCBBBpIIICHCTBAHE JICHHOCTTA HA OpraHU3a-
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JlaBaHE Ha TAXHATa, HA TBOPUYECKUTE KOJIEKTUBH
Y Ha TBOPIIUTE CAMOCTOSITETHOCT upe3: (puHaH-
cupaHe OT OJKeTa, BKIIOUMTEIHO Ha Leje-
BU IpOrpamMu, NMPOEKTH U Jp.; OpraHU3HpaHe
Ha KOHKypcH; crnenuduyHa AaHbYHA, KPEIUT-
Ha, IIeHoBa W TapudHa moiauTuka. ChIIo Taka
OopraHu3alMuTe Morar ja Obaar (uHaHCHpa-
HH ¥ OT Oro/)KeTa Ha OOIMHCKUTE HAPOJAHU Ch-
BETH, OT NOCTBIUICHHUS OT COOCTBEHA NEHHOCT,
ot ¢ongauuu, GUPMU U APYTU CTOMAHCKU Op-
raHU3aluu, OT OAHKOB KPEIUT, OT CIIOHCOPH,
ot napenus u ap.'° Tosa maBa cBoOOma Ha Te-
aTpUTE U MO-TOJIIMAa UKOHOMHYECKA HE3aBUCHU-
MOCT B yCJIOBHUATA Ha Ma3apHa UKOHOMHKa, 6e3
Jla c€ Hajlara IpeMHUHaBaHE Ha CaMOU3JIPBKKA.
IIpe3 1993 r. kbM MUHHCTEPCTBO Ha KyJITypa-
Ta ce ch3aaBa HanuoHalleH HEHTHP 3a TeaTbp.
MunucTepcTBO Ha KyiTypara usrorss ,lIpo-
rpama 3a pa3BHUTHE Ha TeaTpajHaTa JAeHHOCT",
KoaTo mpe3 1997 r. e moasioxkeHa Ha IIUPO-
Ka o0IecTBeHa AUCKyCcHUs. B Hes ce mpeaBuxK-
7a IHP>KaBHUAT OIOMKET 3a TearpasiHa AeHHOCT
na Obae pasmpeensH Ha KOHKYpCeH IpHH-
IIUIT KaTo C€ J1aBa Bb3MOXKHOCT 32 y4acTHe KaK-
TO Ha IbpKAaBHHUTE, Taka U Ha OOIIMHCKUTE U
yactHUTe dopmamnuu. Onpenens ce u Obaema-
Ta AudepeHIuanus Ha penepToapHU TeaTpH
1 Ha mpuemamnu cuenu. [Ipeanara ce cinuBaHe
Ha JpaMaTHYHUTE U KYKJICHHUTE TeaTPH B HIKOH
rpanose.'"’

[Ipe3 cnenBamuTe ToIMHU € pa3paboTeH 3a-
KOH 3a 3aKpuJia U pa3BUTHE Ha KyJITypaTa, KO-
TO ypeXJa 3aKOHOBaTa paMKa B KyJTypHAara

and municipal organizations (including theatres)
should autonomously determine their goals, tasks,
structure, and required personnel according to their
particular subject of activity, and that the state,
without interfering in the creative artistic process-
es and while respecting the autonomy of both in-
dividual artists and art groups, should support and
regulate the activities of the organizations through
state budget financing, special programs for the
purpose, projects, etc. on competitive basis and by
applying specific tax-, credit-, price- and tarift pol-
icy. Also, such organizations might be financed by
municipal council budgets, through revenue from
their own activities, on behalf of foundations, com-
panies and other business organizations, by bank
credit, sponsorship, donations, etc.'” It provid-
ed freedom and greater economic independence to
theatres in the conditions of free market economy,
without the need to become entirely self-supported.
In 1993 the National Centre for Theatre was estab-
lished at the Ministry of Culture. The ministry pre-
pared a “Program for the development of theatrical
activity” which was subjected to a wide public dis-

cussion in 1997. The program contained provisions
on the distribution of state aid for theatre activities
on a competitive basis and allowed for the partici-

[UHTE C HECTOMIAHCKA IIeTT B 00JlacTTa Ha KynTypara. // [Jvpotcagen
eéecmuuk, Op. 16, 26.02.1991. https://www.ciela.net/svobodna-
zona-darjaven-vestnik/document/-1088675328/issue/1066/
postanovlenie-%E2%84%96-23-na-ministerskiya-savet-ot-
18-fevruari-1991-g-za-usavarshenstvuvane-deynostta-na-
organizatsiite-s-nestopanska-tsel-v-oblastta-na-kulturata (moceren
Ha 01.05.2023).

106 TTak Tam, . 3,4 u 5.
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cthepa, a cpII0 Taka B 00IaCTTa HA BCUYKHU H3-
KyCTBa, BKJIIOYHMTEIHO U Ha TeaTbpa.'® C to3m
3aKOH C€ OTMEHS IEHMCTBAUIMAT J0TOraBa YkKas
3a tearpure oT 1949 r.'% IIpe3 1999 1. ce oOpa-
3yBa u Hammmonanen ¢onn ,,Kynrypa®, kolito Ha
KOHKYPEHTEH MPUHIUI (UHAHCOBO IMOAKPEIs
MpOEKTH B 00JacTTa Ha KyATypara B T. 4. U Ha
TeaTpajHara AeUHOCT.

Pazpasunara ce ”koHOMHYECKa KpU3a, JI0BE-
na no xunepuHduanus kpM Kpas Ha 90-Te ro-
JUHU, 3HAYUTEIHO 3aTPyJHSBa MPOBEKIAHETO
Ha pajuKajiHu pedopMu B Tearbpa. 3armovHa-
JaTa B MepHoJa Ha Mpexoja NeleHTpaInu3anus
Ha TeaTpaJiHaTa JAEMHOCT, pa3IIMpsIBAaHETO Ha
YACTHHS CEKTOP U YTBBPIKIABAHETO HA MPOEKT-
HUS MPUHLINI 32 UHAHCUPAHE C PAa3BUTHETO Ha
ra3apHaTa MKOHOMHUKa o0ade MpOoABJIKABaT U
npe3 HoBus XXI Bek.

pation of state, municipal, and private formations.
The future differentiation of repertoire theatres and
hosting stages was also defined at the time. A merg-
er was proposed between drama and puppet thea-
tres in some cities.'”’

In the following years, the Law for the Protec-
tion and Development of Culture was elaborated,
which constituted the legal framework in the area
of culture, referring to all arts, including the the-
atre.'”® This law abrogated the Decree on Thea-
tres, previously in force since 1949.'” The Nation-
al Fund “Culture” was established in 1999 with the
aim to provide financial support based on competi-
tion, including for theatrical activities.

The raging economic crisis, which caused hy-
perinflation towards the end of the 1990s, presented
a major obstacle for the radical reforms being car-
ried out in the theatre. The decentralization of the-
atrical activities which started during the transition
period, the growth of the private sector and the in-
troduction of the project approach to financing, in
line with the development of the market economy,
carried over to the new 21st century.

The Repertory Theatre Model
and its Alternatives

197 flopnanos, Huxonaii. Tearpanuara pedopma: [BaECeT U reT
rogunu cturar! Bp. 15, 2011. http://homoludens.bg/articles/teatralna-
reforma-dvadeset-i-pet-go/# _ftnref13 (moceren Ha 20.03.2022).

108 3akoH 3a 3aKpuiIa M pa3BUTHE Ha KyATypara. // JIbpKaBeH
BECTHUK, Op. 50, 1.06.1999, https://www.ciela.net/svobodna-zona-
darjaven-vestnik/document/2134664704/issue/400/zakon-za-
zakrila-i-razvitie-na-kulturata (moceren Ha 20.02.2022).

19 Tbid. TTpexomuu u 3aKiOunTeNIHNA pasnopeaon. § 8.
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Modesrsm Ha penepmoapeH meamesp
u as1mepHamueu

[Ipe3 90-te pexucbopuTe, KOUTO MPE3 BTO-
para mosioBuHa Ha 80-Te MpOMpaBAT MBTS 3a pa-
JTUKATHUTE TPOMEHH B OBJITAPCKHUS T€AThP MPe3
nocieaHoTo AecetuyieTue Ha XX B. IPOAbIDKA-
BaT CBOWTE THPCEHHS MO CIICHUTE HA IBHPKaB-
HUTE U OOIIUHCKHU TEaTPH.

Bennara cnen npomenute B Haponnus te-
aThp, M3MAaJHAT B KpuU3a B MPOABIKECHHUE HA
TOJWHU, HE JIUICBAT U A00pU MOCTAaHOBKU B
PYCI0OTO HAa MOCTENEHHO 3all0YHaJIUs 1a CE MO-
JNepHU3HUpa Mpe3 BTopara moJioBuHa Ha 80-Te
TOJIMHU pemnepToOapeH MOJel Ha BeYe YTBBP-
JE€HU IIaTHU U rocrT-pexucbopu. Cpen Tiax
ca: ,,O0pa3 u mogobue* ot Y. Paauukos, pex.
Mnanen Kucenos; ,,/IBananecer pa3rHeBeHHU
mbxe“ or P. Poy3 u ,llenara®“ ot A. Muisp,
pex. Jleon Jlanuen; , Kamunara® or M. Mun-
koB, pex. Kpukop Asapsh; ,,Baca XKenesno-
Ba — 1910* ot M. T'opku u ,,Anaron’ ot Aptyp
[Muauunep, pex. Kpacumup Cnacos; ,,Kpasr na
urpara® or C. beker, ,,CriomeH 3a enHa peBo-
mouusa no I'. broxuep u X. Mronep u ,,Benuk-
nencko BuHo ot K. nues, pex. UBan [{o6ues;
»JlopeHnauo* or A. a1p0 Mioce, ,,B nmonute Ha
Buroma* ot II. K. SIBopoB u ,,Hupsana* ot K.
Wnues, pex. Maprapura Mnanenosa; ,,Iloptu-
epbT* U ,,Kyxuenckust acancsop® ot X. Ilun-
Tbp, pex. [lmamen Mapkos; ,,Benennanckusar
Teproeen ot Y. llekcnup, pex. 3apaBko Murt-
KOB U Jp.

In the 1990s the directors, who had paved the
way for radical changes in the Bulgarian theatre dur-
ing the first half of the 1980s, continued their artistic
quests during the last decade of the 20th century, on
the stages of both state and municipal theatres.

Immediately after the changes, the National The-
atre, despite the years of crisis, was not lacking in
good performances, under a gradual process of mod-
ernization of the repertoire model featuring well-es-
tablished directors and guest directors, typical of the
second half of the 1980s. Among these performanc-
es were: Obraz i podobie (Image and Likeness) by
Y. Radichkov, directed by Mladen Kisselov; Dva-
nadeset razgneveni maje (Twelve Angry Men) by
R. Rose and Tzenata (The Price) by A. Miller, di-
rected by Leon Daniel; Kaminata (The Fireplace)
by M. Minkov, directed by Krikor Azaryan; Vas-
sa Zheleznova — 1910 by M. Gorky and Anatole by
Arthur Schnitzler, directed by Krasimir Spassov;
Endgame by S. Beckett, Spomeni za edna revolu-
cia (Memories of a Revolution) by G. Buhner and
H. Muller and Velikdensko vino (Easter Wine) by K.
Iliev, directed by Ivan Dobchev; Lorenzaccio by A.
de Musset, V polite na Vitosha (At the Foot of the Vi-
tosha Mountain) by P. K. Yavorov, and Nirvana by
K. Iliev, directed by M. Mladenova; Portierat (The
Caretaker) and Kuhnenskijat asansjor (The Dumb
Waiter) by H. Pinter, directed by Plamen Markov;
Venecianskijat targovec (The Merchant of Venice) by
W. Shakespeare, directed by Zdravko Mitkov, etc.

Immediately after the changes, the manage-
ment of the National Theatre took measures to re-
vive its activities. In 1990 its longtime manager,
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Bennara cineny mnpoMeHHTE PBKOBOACTBO-
To Ha Hapoanus tearbp mpeanpuema MeEpKH
3a HeroBoto oOHoBsiBaHe. IIpe3 1990 r. pbaro-
roguiHuAT aupektop Huko dyuamxues e oc-
BOOO/IECH M Ha HEroBO MSCTO € Ha3HA4YeH 3a
CIeJBaIlUTE AEBET INOJAMHU TEaTPOBEABT IPO-
¢decop Bacun Credanos.

Hapen ¢ akTtbopuTe OT MpEeAUIIHOTO ITOKO-
neaue lOpu AmnrenoB, Antonu I'enos, Cre-
¢an [anawmnos, Mapuyc [Honkun, Mapus Ka-
BapaxukoBa, Benko Kwues, ['eopru Mamanes,
AntoHn Paguues, Haym [llonos, Mapun fueB u
Jp., Ha CLIeHaTa U3J13aT MJIaJIUTe apTUCTH ATa-
Hac AranacoB, Auapeil baramos, Penu Bpan-
rora, Pamena Bwbinkanora, Bamnentun I'aHes,
[TapackeBa J[>xykenoBa, Teomop Enmazos, Pa-
noct Kocrosa, Kpwctho Jladaszanos, I[lnamen
IleeB, Bnagumup IleneB, Cuexuna llerposa,

FOP, BAGA HENESHY:

Diko Fuchadzhiev, was dismissed and for the sub-
sequent nine years his position was assigned to the
theatre scholar Prof. Vasil Stefanov. Actors from the
previous generation such as Yuri Angelov, Antoni
Genov, Stefan Danailov, Marius Donkin, Maria Ka-
vardzikova, Velko Kanev, Georgi Mamalev, Anton
Radichev, Naum Shopov, Marin Yanev were joined
by the young actors Atanas Atanassov, Andrey Bat-
ashov, Reni Vrangova, Radena Valkanova, Valentin
Ganev, Paraskeva Dzukelova, Teodor Elmazov,
Radost Kostova, Krastio Lafazanov, Plamen Peev,
Vladimir Penev, Snezhina Petrova, Petar (Cho-
cho) Popyordanov and others. In the middle of the
1990s, talented directors from the younger genera-
tion became part of the National Theatre.

The revival of the theatre during this period is as-
sociated with the staging of plays such as Mjara za
mjara (Measure for Measure) by W. Shakespeare,

Inaxam na Cmecgpan /lecnooos

3a cnekmaxkwaa ,,Baca >Kenesnosa — 1910
om M. I'opxu, pesc. Kpacumup Cnacos,
Hapooen meamwvp, 1993

Theatre Poster by Stefan Despodov for the stage
performance Vassa Zheleznova— 1910 by M. Gorky,
dir. by Krasimir Spassov; The National Theatre, 1993
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ITetsp (HYouo) Ilomitopnanos u np. B cpenara
Ha 90-te ronunu B Hapoguus Tearwsp ca mpu-
BJICUCHU TAJAHTIMBU PEKUCHOPHU OT MO-MJIAJ0-
TO MOKOJICHUE.

O6HOBsBaHETO Ha TeaThpa Ipe3 TO3H Iie-
pHOI € CBBbP3aHO C NOCTaHOBKHUTE ,,Mspa 3a
Mmapa“ ot V. Illexcnup, ,,Mapku3 npo Can’ or
M. 1Okuo u ,,KaBkazkust Tebemuper kpbre, b.
bpexrt, pex. I'anun Croes; ,,Kerxen ot Xaiin-
oopH* ot XaliHpux (on Knaiicr, ,,Ecenna rpa-
muHa or JI. Xenman, ,Hugosnu* mo Mpan Ba-
30B 4 ,,103, KOWTO mojiyyaBa riecHuru™ ot JI.
Anppees, pex. bopuciaB HakpuHoB.

3HaYuTEJICH MPUHOC 32 Ch3/1aBaHe HA HOBOTO
JUIIe HAa TeaThpa ca CIeKTakiauTe (oiiepBepku
Ha Anexcanabp MopdoB — 3aBBpIINI KyKJIe-
Ha pexucypa npu HOnus Orussosa. [Ipencra-
BieHusdTa ,,JJon Kuxor* no M. [le CepBantec,
,Bpameona nHour“ or C. beket, C. Mpoxek, 1.
ﬁOHeCKO, ,»CBH B JIsTHA HOI' M ,,Bypsara* ot V.

Marquis de Sade by M. Yukio and Kavkazkijat te-
beshiren krag (The Caucasian Chalk Circle) by B.
Brecht, directed by Galin Stoev; Das Kdthchen von
Heilbronn by Heinrich von Kleist, Essenna gradina
(The Autumn Garden) by Lillian Hellman, Chicho-
vtsi (Uncles) by Ivan Vazov and 7oz, koyto polucha-
va plesnitsi (He, Who Gets Slapped) by L. Andreeyv,
directed by Borislav Chakrinov.

Alexander Morfov, a graduate of the puppet the-
atre directing class of Yulia Ognyanova, contribut-
ed greatly for establishing the new image of the the-
atre with his spectacular performances. The plays
Don Quixote after M. de Cervantes, Valshebna
nosht (Miraculous Night) by S. Beckett, S. Mrozek,
Eugene lonesco, San v ljatna nosht (Midsummer
Night'’s Dream) and Burjata (The Tempest) by W.
Shakespeare, Na danoto (The Lower Depths) by M.
Gorky, were all box office successes in the second
half of the 1990s. Morfov’s work is characterized
by its conditionality. It gets free from the common-

‘ L L]

Inaxam na Cmegan /lecnodos sa cnexkmaxwvia ,, Mapa 3a msapa s

om Y. lllexcnup, pedxc. ['anun Cmoes,
Hapooen meamwvp, 1994

Poster by Stefan Despodov for the play Mjara za mjara
(Measure for Measure) by W. Shakespeare, dir. Galin Stoev,
The National Theatre, 1994
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lexcnup, ,,Ha apHOTO* 0 M. ['OpKu npe3 BTo-
pata nosioBuHa Ha 90-Te MBJIHAT CaJOHAa Ha Te-
aTrbpa. CHeKkTakjiuTe My ce rpaisiT BbpXy: OT-
KpUTa yCIOBHOCT, OSTCTBO OT OOIIOIPHETOTO,
pasuynBaHe Ha KaHOHUTE, ThpPCEHE Ha Kpai-
HOCTUTE M Mapajokca, HU3KIIOUUTEIHO BBHOO-
pakeHue, U3I0JI3BaHE HA CPEACTBaTa Ha rera,
KJIOyHaJaTa W aKTbOpPCKAaTa MMIPOBHU3ALUA.
OcHoBeH nmpuHLHUN € ekunHata pabdora. Camu-
a1 MopdoB cnogens: ,,Bunaru cbMm medtan aa
Ch3/7]aM OPKECTBP, KOMTO J]a MOXKE 1a UMIIPOBHU-
3Upa TOJKoBa J00pe, ue Aa He ce HYK/J1ae OT aB-
TOp, 3aIl0TO My3MKaHTUTE caMu 3a cebe cu ca
CBOSAT aBTOp.“!1?

[TazapHaTa MKOHOMHMKa Npeajara Bb3MOXK-
HOCTTa 32 pa3BUTHE HA TpynoBaTta Oopca u Qu-
HAaHCHPAHETO Ha MNPOEKTEH NPUHLMII Ha pe-
nuua TearpasHu uHUUOMAaTHBU. Cb3gaBar ce
OTBOPEHU CLEHH. MHOTO OT TBOPLUTE IIpe-

ITnaxam na Cmeghan /lecno0og 3a cnekmaxvia
., Con ¢ iamua now “ om V. Lllexcnup,

pedic. Anexcanovp Mopgos,

Hapooen meamwop, 1995

Poster by Stefan Despodov for the play

San v ljatna nosht (Midsummer Night's Dream)
by W. Shakespeare, dir. Alexander Morfov,

The National Theatre, 1995

ly accepted perspective by breaking canon; it ex-
plores extremes and paradoxes; it is exceptionally
imaginative, often using gags, clowning and actors’
improvisations. Teamwork is the core principle in
his plays. Morfov himself has said: “I have always
dreamt of creating an orchestra which is able to im-
provise so well, that it would not need a composer,
as the musicians will be the actual composers”.!°
The market economy offered opportunities for
the development of the art labor market and for the
financing of a number of theatre initiatives on a pro-
ject basis. A number of open stages appeared. Many
artists became freelancers, working for different the-
atres across the country. Chamberand mono-per-
formances were held frequently. Among these were

110 Anekcanabsp Mopdos  https:// www.morfov.com/nachalo
(visited on 20.06.2023); MopdoB, Anekcanasp. Bunaru cpm
HaMHpajl KpaifHocTHTe 3a MHTepecHH https://docs.wixstatic.com/
ugd/a3 d806_37179726632541009¢912224a7ce04a9.pdf (visited
on 20.06.2023)
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MHHaBaT Ha CBOOOJHA MPAKTHUKA U PabOTIT B
pasnuuHu Teatpu, kakto B Codus, Taka u u3
CTpaHara. 3ayecTsBaT KaMEpHUTE IpeacTaBie-
HUS U MoHocnekraknute. Cpen tax ca ,,Kon-
TpakT* oT C. Mpoxek, pex. Benbo ['opanos, ¢
6ama u cun Haym u Xpucro llonosu, Tearsp
,,199%;  CxkutHuna“ or XX-K. Ban Uranmu ¢ Kars
[Tackanesa, pexucypa Kpwscran [{anakoB, Cartu-
puueH tearsp; ,,Emurpantu® or C. Mpoxek, ¢
Manun Kpbcre n SInu Mosos, pex. Credan
Magponue, Mianexku TeaTsbp U ap.

B camoTo Hauano cieq NpoMEHUTE B OTIIPHU-
uuiaTa ce CTUXUsS Ha IpeMaxBaHe Ha TabyTara
ce nosBsiBa ,,Cekc, HAPKOTUIIN H POKSHIPOJI OT
Epux borocsu ¢ Maitno Xpuctos u Jouu ([o-
opun BexwmnoB) nm Konerto-Kanku (Kocragun
I'eoprues) B Tearsp ,,bparapcka apmus. Ilpen-

‘

,» Cexc, Hapkomuyu u pokeHOpon
om Epuk bozocau ¢ Heaiino Xpucmos,
Jlonu — Jloopun Bekunos

u Koyemo-Kanxu — Kocmaoun I'eopeues,
meamuvp ,, bvneapcka apmus

Sex, narkotici i rochendrol

(Sex, Drugs, Rock and Roll)

by Eric Bogosian
featuring Ivaylo Hristov, Doni (Dobrin
Vekilov) and Kotseto-Kalki

(Kostadin Georgiev),

Teatr Balgarska armija

(Bulgarian Army Theatre)

Contract by S. Mrozek, directed by Velyo Goranov
and starring father and son actors Naum and Hris-
to Shopov at Theatre 199; Skitnitza (Bag Lady) by
Jean-Claude van Itallie starring Katia Paskaleva, di-
rected by Krastan Diankov, at the Satirical Theatre;
Emigranti (Emigrants) by S. Mrozek featuring Ma-
lin Krastev and Yani Jozov, directed by Stefan Mav-
rodiev at the Mladejki teatr (Youth Theatre), etc.

At the very beginning of the transition period, the
unleashed energy which was wiping away the ta-
boos, lead to the performance of Sex, narkotici i ro-
chendrol (Sex, Drugs, Rock and Roll) by Eric Bogo-
sian starring Ivaylo Hristov, Doni (Dobrin Vekilov)
and Kotseto-Kalki (Kostadin Georgiev) at Bulgari-
an Army Theatre. The performance represents the
outlook on life of the modern, free new man with his
fears, dilemmas and presentiments. The playwright
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CTaBJIEHHUETO OTPAa3siBa HArjlacara Ha CbBPEMEH-
HUSI CBOOOJIEH HOB YOBEK, C HETOBUTE CTPaxo-
Be, AujeMH, npeauyBcTBus. Camust aBtop E.
borocsiH koMeHTHpa 1O MOBOJ Ha CBOETO IPO-
W3BEJICHHE eIMH OT OCHOBHUTE BBIIPOCH, KOUTO
CH 3aJlaBa TOM U HEroBWSAT repoit: ,,JlHec, mnpes
1991 r., BBIOPOCHT €: Kak Mora ga ObJa eIHo-
BpeMEHHO 0€30TTOBOPEH U Jia T0eMaM OTTOBOP-
Hoct?“"!, CriekTakbsabT MMa MOBeYe OT 25-r0-
JUILEH )KUBOT.

JIBe ronuHu mo-KbCHO AHIpeit baTamoB noja
pexucypara Ha CHexuHa TaHKOBCKa MpaBHU
CBOSI MOHOJIOTHUYHA UHTEPIPETALHS HA CHIIOTO
npousBegeHue. Enna ronuna cien ToBa ChIU-
SIT €KUIl B CBHUIUS TEaThp OCHIICCTBABA PEaH-
3alMATa HA MOHOCIEKTaKbia ,,C ri1aBa B CTEHa-
ta*“ oTHOBO OT Epuk boroxsu''2.

IIpe3 90-te, BbB Bpeme Ha OypHU MPOMEHH,
(uHaHCOBA U TyXOBHA KpH3a, € OyMBT Ha CIIEK-
TaKJId MO MPOU3BEIEHUsI Ha MucaTeau adbcyp-
muctu — Andpen XKapu, Janunn Xapmc, Huko-
nait Epaman, Camyen Beker u Moxen Honecko,
Kan XKene, CnaBomup Mpoxek, Xaponn [Tun-
Thp, Banmnas Xasen u ap.

AKTBOPH U PEKUCHOPHU OT PA3NUYHU TeaTpu
C€ HACOYBaT KbM €KCIIEPUMEHTAITHUTE MOHOJIO-
rU4YHU npousBeneHus Ha beker. [lyOnukara ce
cpemia ¢ TO3W aBTOp Ha abcypja upe3 CIeKTa-
kiute ,Ilocnennusar 3anuc” or C. beker, pex.
Kpuxop Azapsn ¢ yuactueto Ha Haywm Illonos;
,0, mactiauBu AHU oT C. bekeT, pex. 3npaBKko
MurtkoB, ¢ yuactuero Ha CnaBka CnaBoBa H
Casa XambMmoB B Hapoanus tearsp. Cnen Hi-

12. Bvneapckusm meampanen XX ek

Eric Bogosian himself commented with regard to his
work, one of the main questions asked by him via his
character: “Nowadays, in 1991, the question is: How
can | possibly be irresponsible and take responsibili-
ty at the same time?”!!! The play has been performed
on stage for over 25 years now.

Two years later Andrey Batashov offered his
monologue interpretation of the same play, directed
by Snezhina Tankovska. A year later the same team
and theatre brought to life another monodrama by
Eric Bogosian'? — S glava v stenata (Pounding Nails
in the Floor with my Forehead).

During the 1990s, in a time of turbulent changes
and financial and spiritual crisis, performances of plays
by absurdist playwrights gained extreme popularity —
Alfred Jarry, Daniil Kharms, Nikolai Erdman, Sam-
uel Beckett, Eugéne Ionesco, Jean Genet, Stawomir
Mrozek, Harold Pinter, Vaclav Havel and others.

Actors and directors from different theatres
were attracted to Beckett’s experimental mono-
logue works. The public became familiar with the
plays of this representative of the theatre of the ab-
surd through the performances of: Poslednata len-
ta na Krap (Krapp s Last Tape) directed by Krikor
Azaryan and starring Naum Shopov; O, shtastlivi

dni (O, HappyDays) directed by Zdravko Mitkov
and featuring Slavka Slavova and Sava Hashamov,
at the National Theatre. A few months later the same

I Borocsin, Epuk. I{ur. mo Tearsp ,bwirapcka apmms®.
,»CeKc, HapKoTHIM u pokeHapon http://www.tba.art.bg/cexc-
HapkoTHIU-pokeHIpon 40 (visited on 02.08.2022).

12 B Tearsp ,,bparapcka apMus IMETO Ha aBTOPa € IPEBEIACHO
Borocsin, a B Tearsp ,,199 e boroxsiH.
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KOJIKO Mecella chlllara nueca € MmocraBeHa oT
I'puma OctpoBcku, B ponute — Tarsina Jlonosa
u Iletsp IleiikoB B CaTupuyHus Tearsbp.

EnHo or sBneHusiTa Ha rpaHULaTa MEXIY
cTapus U HOBMSA BEK € akTbopbT Mapuyc Kyp-
kuHcku (MBaitno CrostHoB). C M3KIIOUUTENTHA
aKThOpPCKa MCUXO(PU3NYHA TEXHUKA TOU BIajee
YMEHHUETO C rojisiMa TMHAMHKA J1a C€ IPEBbILTh-
maBa B paziauunu oopasu. IIpe3 90-te HeroBu
aBTOPCKU MOHOCIHEKTAaKIM ca: ,,Jlon XKyan* no
K.-b. Monuep, Mnanexku tearsp; ,,[lecen Ha
[TecHuTe™ (o OuONEHCKHU TEKCTOBE) M ,,Jlama-
Ta ¢ KydeHuero“ no A. Yexos B Haunonanen
JIBOpEILl Ha KyaTypara; ,,EBanrenune mo Mares“
u ,,Camusat yoBek™ o A. ITnatonos, @onmanus
,KOHIIenus 3a Tearbp*.

denomenaneH, 0e3 aHAJIOT, € CHEKTAKBIbT
Hlunen* mo H. I'oron na Huna Jlumurposa
u Bacun Bacunes-3yeka Ha Tearsp ,,Kpemo*,
Hail-4eCcTo MPEACTaBsIH B TEATHP ,,199%. OOuko-

IThakam na cnekmaxvia

,, Cexc, Hapxomuyu

u poxenopon “ om Epux
Boeooican ¢ Anopeit Bamauios,
pedc. Cuexcuna Tankoscka,
meamwp ,, 199, 1993

Sex, narkotici i rochendrol
(Sex, Drugs, Rock and Roll)
by Eric Bogosian with Andrey
Batashov, dir. Snezhina
Tankovska, Theatre 199, 1993

play was put on stage by director Grisha Ostrovski at
the Satirical Theatre with the participation of Tatya-
na Lolova and Peter Peykov. A particular phenom-
enon at the turn of the century was the actor Marius
Kurkinski (Ivaylo Stoyanov). Possessing an excep-
tional psycho-phys ical acting technique, he became
a master of dynamic role transformation. During the
1990s he presented his mono-performance works:
Don Juan after Jean Baptiste Moliere at the Mlade-
jki teatr (Youth Theatre); Pesen na pesnite (The
Song of Songs) (based on excerpts from the Bible)
and Damata s kuchenceto (The Lady with the Dog)
after A. Chekhov at the National Palace of Culture
by Marius Kurkinski; Evangelieto na Matea (The
Gospel of Matthew) and Obiknoven Chovek (The In-
nermost Man) by A. Platonov, Foundation Koncep-
cia za teatr (Concept for the Theatre).

Another unmatched, phenomenal performance
is that of Schinel (The Overcoat) by N. Gogol pre-
sented by Nina Dimitrova and Vasil Vasilev — Zue-
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JWJ1 CBETA U MOJIYYMII IECETKU Harpaju, ToH ce
urpae moBe4e OT YETBBPT BEK CJEJ Ch3laBaHe-
TO CH.

[Ipe3 90-Te roguHu KyKJIEHHUTE aKThOPH 3a-
BJIAJsBaT APAMaTUYHUTE CLIEHU, BKIIOYUTEIHO
u Ta3u Ha HaponHus Tearsp, Hail-Bede B CHEK-
TakiuTe Ha Anekcanabp Mopdos. [Ipunuunu-
T€ Ha KyKJIEHOCT — UIpa C NMPEIMETH, UMIIPO-
BH3allMsl, T'eroBe, KJIOYHala — HU3KIIOUUTEIHO
JI0TIa1aT Ha HOBHUTE MyOJIUKH, KOUTO UCKAT B Te-
aTbpa Z1a c€ OTBPCAT OT €XKEAHEBUETO U CTpECa,
Jla ce mocMesT, no3aldasisBar, nomeyrasir. Tbp-
CeHHUATa ca B 00JacTTa Ha IMCHUXOJOTUYECKUS
TeaTbp, Ha JabopaTropHara paboTa, Ha HaBIU3a-
HETO B IBJIOMHUTE HAa HEOCH3HATOTO, HA apXxe-
TUIINTE, XapaKTEPHU 3a MOJEPHOCTTA.

Hamama c kyuenyemo “

no A. Yexos, aemopckiu cnekmaxwii
Ha Mapuyc Kyprurcku,

HJIK, 1996

Damata s kuchenceto (The Lady
with the Dog) afier A. Chekhov,
Marius Kurkinski,

National Palace of Culture, 1996

ka from Credo Theatre, usually performed on the
stage of Theatre 199. The performance has toured
the world and has received many awards; it has been
on stage for more than a quarter of a century now.
During the 1990s puppet-theatre actors con-
quered the stages of drama theatres, including the
stage of the National Theatre, mainly in the plays
directed by Alexander Morfov. The basic concepts
of puppetry, such as playing with objects, improvi-
sation, gags, clown techniques, appealed to the new
audience who saw the theatre as a place where one
could shed the everyday stress away, to have some
fun, to laugh and to dream for a while. The artistic
search, at this time, was in the field of psychology-
cal theatre, laboratory work, entering the depths of
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Hapen ¢ Tsx, cnen mpoMeHUTe, OCHOBHU Oe-
JIe3W Ha HOBOIIOPOAMJIUS CE€ TeaThbp Ha Mpexojaa
€ TMOCTMOAEPHOTO 3aurpaBaHe C LIUTATUTE, UH-
TEPTEKCTYaJIHOCTTA, PA3BUXPAHETO HA TeaTpa-
Hata (aHTa3us, NEKOHCTPYHPAHETO HAa KaHO-
HUTE, CTPEMEXa KbM MapoAupaHe Ha CTapoTo,
OTXUBSJIOTO, TPO3HOTO, HEHYKHOTO.

[Ipe3 To3u mepuol B pa3iudyHU TeaTpH, Ipe-
JMMHO B CTOJMIIATa, BHIIPEKHU Y€ CHILIECTBYBAT
W W3KIIOYEHHUS, 3armoyBar CcBOS MpodecHoHa-
JICH BT U peauIla MJaau PEKUChOPU C EKCIIe-
pUMEHTAJIHU TOCTMOJEPHU M HEOABAHTAPJIHU
MOCTaHOBKH B JlyXa Ha HOBOTO BpeMe.

3anoMHSAIIM ¢ce TEXHU CIEKTaKIH ca: ,JexoB
peBo* mo A. UexoB, pex. UBan IlanTtenees;

the unconscious, of the archetypes typical of the
modern world.

Alongside these, major characteristic features
of the newly born theatre of the transition, was the
postmodern play with citations, the intertextuality,
the unleashing of the theatrical fantasy, the breaking
of canon, the desire to make a parody of everything
considered old, outdated, ugly or useless.

A number of young directors started their ca-
reers during this period by presenting experimen-
tal postmodern and neo-avant-garde performances
in the spirit of the new times, in different theatres,
mainly in the capital, with a few exceptions.

Memorable performances from this period in-
clude: Chekhov Review after A. Chekhov, directed

,, Llunen* no H. I'ozon, meamup ,, Kpeoo *

Shinel (The Overcoat) by N. Gogol, Credo Theatre
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,Xamnem “ om V. [llexcnup, pedxic. Jlunus Abadxcuesa, pamamuuen meamvp — Crueen, 1998
Hamlet by W. Shakespeare, dir. Lilia Arabadzieva, Sliven Drama Theatre, 1998

,»Ciyrunure* ot XK. XXvone, pex. SABop I'ep-
neB; ,,Onacuu Bpb3ku™ 1o L. /Ipo Jlakio, pex.
Hecu Illnarosa; ,,Camoyoumenst ot H. Epa-
MaH, pex. Hensnko Jlemues; ,,Xamuet* ot V.
lexcnup, ,,)Keaut6a* ot H. T'oron, pex. Jlnunus
AlaxueBa 1 IpyTH.

B kpas Ha Beka TeaTpajHUAT KUBOT B CTOJIH-
nata craBa Jocta guHamuueH. Ilpes mepuona
ce nosBsBaT peauna ¢popmanuu. Hsakon ot tax
OIIENSBAT 3a MO-IBJIr0 BpEME B YCIOBMATA Ha
¢uHaHcoBa Kpu3a. [[pyru npoabiikaBar CBOsTa
JEMHOCT U IIp€3 HOBHUS BEK.

by Ivan Panteleev; Sluginite (The Maids) by Jean
Genet, directed by Yavor Gardev, Opasni vrazki
(Dangerous Liaisons) by Ch. De Laclos, directed
by Desi Shpatova, Samoubietzat (The Suicide) by
N. Erdman, directed by Nedyalko Delchev; Ham-
let by W. Shakespeare, Jenitba (Marriage) by N.
Gogol, directed by Lilia Arabadzieva and others.

Towards the end of the century the theatrical life
in the capital was very dynamic. A number of for-
mations appeared during the period. Some of them
survived for a limited time in the conditions of the
economic crisis. Others continued their activity
also into the new century.

New Theatrical Formations
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Hoeume meampasHu ghopmayuu

JleuenTpanu3anuaTa Ha TeaTpajiHaTa JEH-
HOCT KaTO 4acT OT JE€MOKPATUYHUTE IPOLECH
1 JKEJIAHUETO 33 IPOMSIHA 3all04BaT OLIE B Kpas
Ha 80-Te roAMHU CBC CH3aBaHETO HA HOBU Tea-
TpajaHU GOpMalMM U IPYNH €IUHOMUIICHULIH,
KOUTO MPOBEXKIAT Pa3JIMYHU Te€aTPajHU EKCIIe-
PUMEHTH.

[Ipe3 1989 Kamepen ctynuen tearsp ,,Chy-
Maro‘, ocHoBaH oT Maprapurta MnaneHoBa u
Wpan Jlo6ueB craptupa mporpamara ,JexoB‘.
3anoyHan cBosiTa edHocT B Haponen nBopert
Ha KyJITypara, TeaTbpbT € IOKAaHEH Ja IpeacTa-
B NPOAYKLHMITA CH Ha AbpkaBHaTa KamepHa
cueHa Ha 4 erax B Hapoguus tearsp. [Ipenme-
HyBaH e B Tearpanmna paborunuuua ,,Chyma-
TO“, B KOSITO C€ M3BbPIIBAT Ja0OpPAaTOPHHU €KC-
IIEPUMEHTH TI0 Pa3IH4HHU IPOrpaMu: ,, IoBKoB*;
»PaauukoB*; , MutoBe“; ,,Apxerunu‘. Tears-
pPBT NpoAbJIKaBa paboTara CU MO NMPOTPAMHU U
npe3 XXI Bek.

OcHoBHaTa ujaes e JAeTanHo na Obae aHa-
JU3UPAHO OT c(pyMaTOBIM, 3a€AHO C TEXHHU-
T€ PBKOBOAUTEINIH, TBOPYECTBOTO HA JAJICH aB-
TOp, NMPEIN TEKCTOBETE MYy Ja AOCTUIHAT A0
CBOSITA CLIEHWYHA peanu3anusi. B mucusara Ha
Tearbpa € Bmucaso, ue: ,,Cpymaro™ He mocTy-
aupa u He oOuya KoHcTarauuure. Hue ce nose-
psiBaMe Ha CETHBAaTa, Ha IIAMETTa Ha KJEeTKara
u npeausBukBaMe y 3purens [loera. E3uksT Ha
,»ChymaTo* He moasexu Ha (HopMaIHO 3ayyaBa-
He. Tearpannara paboTHIHUIIA HE € TeaThp, a

The decentralization of theatrical activities as
well as the desire for change at the end of the 1980s
resulted in the establishing of new theatrical forma-
tions and groups of like-minded artists who provid-
ed various theatrical experiments.

In 1989 Kameren studien teatr Sfumato (Sfuma-
to Chamber Studio Theatre), founded by Margarita
Mladenova and Ivan Dobchev started the Chekhov
Program. Initially located at the National Palace of
Culture, the theatre was later invited to present its
performances on the Kamerna scena na chetvarti-
ja etaj (Chamber Stage on the Fourth Floor) of the
stateowned National Theatre. It was renamed Te-
atralna Rabotilnica Sfumato (Sfumato Theatrical
Workshop) and carried out laboratory theatrical ex-
periments within different programs: Yovkov, Radi-
chkov, Myths, Archetypes. Sfumato continues its
work on various programs to this day.

The main idea of Sfumato actors and artistic direc-
tors is to make an in-depth analysis of the work of a
particular author, before it is presented on stage. The
mission of the theatre reads: “At Sfumato we do not
postulate and do not like categorical statements. We
trust our senses, the memory of our cells and chal-
lenge the Poet in every spectator. The language of
Sfumato cannot be learned in a formal manner. The
Theatre workshop is not exactly a theatre, but rather
a path that needs to be walked — a path which brings
theatre back to its roots, to its initial function as a
spiritual rite by which man challenges the enigma of
existence and searches for the truth; a theatre of the
spirit, which is trying to transform Chaos into Cos-
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MO-CKOPO BT, KOUTO TPsiOBa Aa Ob€ U3BHPBSH.
[IbT, MO KOWTO TEATHPBT /1A CE€ 3aBbPHE KbM U3-
BOpa CH; KbM M3HAYAIHOTO CH MpEHA3HAUYCHUE
Ha JIyXOBEH PUTYaJIEH aKT, B KOUTO YOBEKBT C€
ChU3MEpBA C EHUIMaTa Ha OMTHE TO W HCKa Ja
npo3pe TaiiHaTta. Tearbp Ha AyXa, OIMTBAL CE
na npebpHe Xaoca B Kocmoc®.!3 CrmiecTBen
eTan oT paborara ca mpeodgapumenHume ,, eKc-
neouyuu’‘. C TAX 3am04Ba BCEKU MPOEKT C LEJ
Jla ce HaTpyma HayuyeH W (aKTUYECKU MaTepHu-
ajJ 1Mo TeMara B ChTPYJHHUYECTBOTO Ha LIUPOK
KpBI eKcrepTu — noetu, dpmiocodu, Gpumoio-
34, TEOJO03H, MCUX0JI03U U mp. CTpeMexbT €
Jla C€ BH3CTAHOBU CHHKPETH3MBT Ha TBOpUE-
CKU IIPOIEC, Bpb3KaTa MEXK/y eMIIUPHUKA U Te-
opusi. Tearpannata TBopOa ce mpeBpbhIIa ,,B
€IMHHA 30Ha Ha B3aMMHO 00OTaTsABaHE MEXKIY
HayKa ¥ M3KyCTBO“ W Mpenana3Ba TBOPLUTE OT
3aHasTyuickoTo npoduaupane.''* Cpen emoie-
MaTHYHUTE TpencTtaBieHuss Ha Mpan J[oOues
u Maprapura MnaxeHoBa, KakTO CbBMECTHO,
Taka ¥ mooTAenHo ca: ,Jaika®, ,,P. S.“, | Byii-
yo Banwo*, ,,Tpu cectpu’ no A. Yexos; ,,Ipe-
xbT Kymap“ u ,,Ipexst 3natun® no M. Moskos;
»llaganero Ha Uxap* u ,Jlyna tpesa“ mo .
PanuukoB. B chcTaBa Ha Tpymara BIM3aT mpe-
IMMHO MJAJIUd apTHCTH, MEXAy KouTo Yammap
Mownos, Iletsp IleiikoB, Bnagumup Ilenes, XKo-
pera Hukonosa, [lensna XamxusHkoBa, TaHs
[ITaxoBa, CeTnana SIHueBa u ap.

Otnens ce BHUMaHUE U Ha APYTU OBJITapCcKu
aBropu karo Exarepuna Tomosa (,,Jxenaem
xaH") u bosin Ilanazos (,,Jlymu kbm b.). Mex-

mos”." An essential stage of the work process is con-
stituted by the preliminary expeditions. These form
the initial stage of every project and are aimed at col-
lecting scientific and factual material on the subject,
in cooperation with a vast circle of experts — poets,
philosophers, philologists, theo logians, psycholo-
gists, etc. The syncretism of the artistic process, the
bond between the empirical and the theory is restored
in this way. The theatrical performance becomes a
“mutually enriching experience between science and
art and protects artists from becoming simply crafts-
men.'"* Among the emblematic performances direct-
ed by Ivan Dobchev and Margarita Mladenova, both
together and individually, are: Chaika (The Seagull),
PS., Vuicho Vanjo (Uncle Vanya) and Tri Ses-
tri (Three Sisters) after A. Chekhov, Grehat Kutsar
(The Sin Called Kutsar) and Grehat Zlatil (The Sin
Called Zlatil) after Y. Yovkov, Padaneto na lkar (The
Fall of Icarus) and Luda Treva (Mad Grass) after Y.
Radichkov. The troupe consists mainly of young art-
ists, Chavdar Monov, Petar Peykov, Vladimir Penev,
Zoreta Nikolova, Deliana Hadziyankova, Tanya Sha-
hova, Svetlana Yancheva among them.

Special attention was also given to oth-
er Bulgarian authors such as Ekaterina Tomo-
va (Dzendem Han / Dzendem Inn) and Boyan Pa-
pazov (Dumi kam B. / Words to B.). Meanwhile
directors from other theatres were also invit-

ed to present performances on stage, Yavor Gar-
13 Tearpanua paborunauna ,,Cpymaro“. Mucus http://
sfumato.info/mucust_117 124 (visited on 05.08.2024).

14 Tbid., http://sfumato.info/ucropus 117 125 (visited on
05.08.2024).
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Inaxam na Cmeghan /lecnooos 3a cnekmakwaa ,, P. S.
no Yexosama ,,Yaiixa “, H/[K, kamepna 3ana 12
Kamepen cmyouen meamvp ,, Cdhymamo “,

pedic. Mapeapuma Mnaodenosa, 1991

Poster by Stefan Despodov for the performance P.S. after Chekhov s Chaika

(The Seagull), National Palace of Culture, Chamber hall 12,
Chamber Studio Theatre Sfumato,
dir. Margarita Mladenova, 1991

JyBPEMEHHO B paOOTHITHHIIATA CE KaHAT M BHHIII-
HU pexuchopu. Equn ot Tax e fABop I'spaes,
KoiTo mocrass ,,CrHAT HAa Onuceir” mo XaitHep
Mionep, Mocud Bponcku, leopru Tenes u Kupun
Mepmxancku u ,,KBapret* nmo X. Mronep. [lpe3
90-Te TeaTbpbT OCBHIIECTBSIBA pEaUlIa TacTPOIU
B uykOuHa. [IbpBUAT pecTuBai, Ha KOUTO € 1o-
KaHeH € eceHHUAT ¢pectuBan B [lapmwxk, Opan-
uus npe3 1991. Cnen Hero cienBaT TypHETa B
[Monma, T'epmanus, JlokcemOypr, ABcTpus,
Makenonusi, PymbHuUS.

[Ipe3 ecenta na 1990 r. rpyma Tearpanu c
pedopMaropcku AyX ce OTIENBAT OT TEaThp
,Cous*, HeJOBOIHU OT pyTUHATA, JIUTICATa Ha
pedopMu, ”KOHOMHUYECKUTE U KYITYpPHHUTE TO-
JUTHUKU TIO OTHONIEHWE Ha OOIIMHCKHS TeaThp,
B KOWTO paboTdT, mondopa Ha penepToapa U Imp.
Te ce HacraHsBar B crpajara Ha Tearsp ,,Ipy-
noB ¢poHT* 3an kaHana. Cpea akKTbOPUTE Mpe3
ronuaute ca Mnka 3adupora, Tomop Komes,
Huxonai KocragunoB, AHTOHUS ManuHOBa,
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dev among them, who directed Sanjat na Odis-
sey (The Dream of Odysseus) after the works of
H. Miiller., J. Brodsky, G. Tenev and K. Merdzan-
ski and Quartet after H. Miiller. The theatre went
on tours abroad during the 1990s. The first fes-
tival invitation came from the autumn Festi-
val in Paris, France in 1991. It was followed by
guest performances in Poland, Germany, Lux-
emburg, Austria, Macedonia and Romania.

In the autumn of 1990 a group of reform-minded
theatre artists, unsatisfied with the routine, the lack
of reforms and the economic and cultural policy of
the municipal theatre they worked for, as well as
its choice of repertoire, split and established a new
formation, using the premises of the theatre Tru-
dov front (Labour Front) off the channel. Among
its actors in the subsequent years were Ilka Zafiro-
va, Todor Kolev, Nikolay Kostadinov, Antoniya
Malinova, Hristo Mutafchiev, Ivan Petrushinov, II-
iya Raev, Maria Sapundzhieva, Aneta Sotirova, It-
shak Fintsy, Rusi Chanev and others. This new mu-
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Xpucto Myraduues, Ban [leTpymunos, Unus
PaeB, Mapusa CanynmxkueBa, Anera Coruposna,
HNuxak ®unum, Pycu Yanes u ap. Umeto Ha HO-
BHS, CHIO OONIMHCKH IO CBOSI CTAaTyT TeaTsbp,
€ Maibk rpaJicku Tearsp ,,3a1 KaHaina“. Heros
CHMBOJ ca JIB€ YCMHUXHATH ,,3aJKaHAJHU, T10-
TyeHCKH >kabu-mpuHIoBe. Te HOCAT Ha I'bpOa
KOPOHUTE CHU, KOUTO MPUIAYAT HA KPEMOCTHA-
Ta KopoHa ot rep6a Ha Codus, ch3magcH npes
1900 r. oT xynoxxuuka Xapanamnu Taues.
[IepBuaTr nupexrop bopucna YaxpuHOB
cu mpunomus: ,,OTAENUXME Ce€ C JKellaHue-
TO Ja MOKa)XeM €IUH MOJeN Ha OBATapCKu Te-
aThp, KOWTO NMa ObJe HauCTUHA €(PEKTHUBEH B
Ta3u Kpu3a. OCBEH Ja MOCTUra TBOPUYECKU pe-
3yATaTH, na ObJle W MKOHOMUYECKH IIO-IeJIe-
cboOpazeH. CMmsaTaM, 4e B TBOPUECKH IIJIAaH CMeE
ro Jokasailv. A B MKOHOMHYCCKHM IJIaH cMes Aa
TBBPASA, Y€ HAUAT Tearsp € oT 20 mo 30 nbTH
mo-¢(peKTUBEH OT BCHYKHA CTOJIMYHH TEATPH
B MOMEHTa, KOMTO MOJJIbp>KAT HOPMAJIEH pe-
neproap. Hue urpaem — 3a pasziauka oT moBede-

nicipal theatre was named Malak gradski teatr Zad
kanala (Little City Theatre Off the Channel). Its
logo features two smiling Poduene frogprinces off-
the-channel. The crowns they carry on their backs
resemble the crown in the shape of Sofia’s fortress
from the capital’s coat of arms, created in 1900 by
painter Haralampi Tachev.

The first director of the theatre, Borislav Chakri-
nov, recalls: “Our decision to leave was motivated
by the desire to show a model of a Bulgarian theatre
which can be economically viable under the condi-
tions of an economic crisis; a theatre of high artistic
values which remains efficient in economic terms. I
believe we have proven ourselves in artistic terms.
In financial terms I dare say that our theatre is at
least 20-30 times more efficient right now than any
other theatre in the capital with a normal repertoire.
Unlike most theatres, we have performances every
day, from Tuesday to Sunday. On Mondays we of-
fer movies, on Wednesdays — jazz sessions. And the
best thing about it is that in the last couple of years

Manvk epadcku meamuwp ,,3a0 kanana “
npe3 90-me

Malak radski teatr Zad Kanala (Little City Theatre
Off the Channel) in the 1990s
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,,Tamko FO6w0 “ no A. XKapu,
pedxc. bopucnae Yakpunos,
Manvk epadcku meamwop
,,3a0 kanana*, 1990

Tatko Ubu (Ubu Roi) by Alfred Jarry,
director Borislav Chakrinov,

Malak Gradski Teatr Zad kanala
(Little City Theatre

Off the Channel), 1990

TO T€aTPU — BCEKU JI€H, OT BTOPHUK J10 HEJEIIA.
Bceku nmoHenenHMK MMa KUHO, BCAKA Cpsija —
mxas. M xoeTo e Hall-xy0aBOTO — Npe3 Te3U JBE
TOJIMHU YCISIXME J1a Ch3/1aJieM CBOM KpbI MpH-
steau“'!’, TIbpBUTE IBE MOCTAHOBKHU Ha TE€ATh-
pa ca 1o nuecH, U3BECTHU C OYHTAPCKUS CHU TyX
U CBOATA aBaHTapJHa CKaHJAJHOCT, Hacoue-
HU CpeIly ChIIEeCTBYBAlIUTE HOPMU U KOHBEH-
LU, KAaKTO B OOILECTBOTO, TaKa U B U3KYCTBO-
Tto. ToBa ca ,,XopoBoa“ Ha Apryp UlHumep,
MpPOU3BECHUE, 3aKJICHMIBaHO B HAYallOTO Ha
XX B. 3apagu nmopHOrpadCcKo-CEKCyaTHUTE CH
1 QpONANCTKY KOHOTALlMM W aBaHTapAHO-Oyp-
JIeCKHATa caThpa Ha BJacTTa, ,,l arko KO0 mo
Andpen XKapu, cwrzmaren Ha ¢(uitocodcko-im-
TEpaTypHOTO HANpaBJICHUE nama@u3uka KaTo
,HayKa 3a BbOOpakaeMHUTe pemeHus . Pexu-
cebop e bopucnaB YakpuHoB. CHEKTaKbBIBT

we managed to build our own circle of friends.”'"
The first two performances held at the theatre were
of plays characterized by their rebellious spirit and
avant-garde scandalous nature, targeting the exist-
ing norms and conventional thinking in both socie-
ty and art. These were Arthur Schnitzler’s Horovod
(La Ronde) — a play stigmatized at the beginning
of the 20th century for pornographically-sexual
Freudian connotations, and avant-garde burlesque
satire of the authorities; Tatko Ubu (Ubu Roi) by
Alfred Jarry, creator of the philosophical and liter-
ary branch of pataphysics as the “science of imag-
inary solutions”. The performance was directed by
Borislav Chakrinov. It was a personification of the

115 KanunkoBa, [lenka. Murepsio ¢ bopucnas YakpuHOB,
Konrunent, 07. 1992. Cited after Manbk rpajgcku Tearbp
»3an kanama“. 3a Hac. https://zadkanala.bg/za-nas (visited on
05.06.2023). 197 A method of composing atonal music, devised
by A. Schoenberg. The musical substance
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OJIMIIETBOPSIBA ObJrapckara ,,goaekadonus ',
Xa0C 1 00BPKAHOCT OT Ha4ajaoTo Ha 90-Te.

[Ipe3 ecenta Ha 1991 1. TearppbT HUrpae
,larko FO6w“ B Ilapmxk, B meHTwpa ,,/Kopxk
[MTommuay* mo Bpeme Ha pectuBana. Tezu yuac-
THSI Ha CYMATOBIM ¥ 3aJKAHAIIU Ca IHPBUTE
y4acTus Ha ObATapcKu NMpodecuoHalIHU TeaTpu
Ha CBETOBEH (hecTUBaJ clie]] pa3pylIaBaHETO Ha
bepnunckara crena. ['octyBanusiTa o tearpani-
HU GOPYMH Ha pPa3IU4YHU OBJTapcKu TeaTpH B
3amaJ HO-eBPOINEHCKUTE CTPAaHH ca OelieT Ha OT-
BapsIHETO CJIEJ] CTPOMOJISICBAHETO Ha ,,KeJA3Ha-
Ta 3aBeca’, Ha CTpeMexka KbM €JlHa HOBA, CBO-
O0onHa u nemMokparnuyHa EBporma.

EnTycnasmbT Ha rpymara OyHTapu U Kela-
HHUETO UM Jia MPEACTaBiAT Ha MyOJIUKaTa CIeK-
TaKJIU, KPUTUKYBAIIH OTKPUTO OOIIECTBEHUTE
HEIb3U, HACOYBA TBOPLMUTE KbM TaKHWBa MPO-
W3BEJCHUS OT KJACUYECKHS, MOJEPHUSA U IO-
CTApaMaTU4HHUs perneproap Karo ,,Pesuzop® or
Huxkomnaii I'oron u ,,3aBpbiiane y goma* ot Xa-
ponna ITunatep, pex. Crosn Kambapes; ,Ilte-
MUBara MeBuua“ OT €IMH OT OCHOBHHUTE MpPEN-
CTaBMTENM Ha Tearbpa Ha abcypaa Moxen
I7IOHeCKo, pex. Enena Iluxona; ,,Tans, Tauns*
ot Ons MyxuHna, pex. SIBop I'bpaes — nocTMmo-
nepHa periuka kbM A. YUexoB. CuieH pa3zo0nu-
YUTEJICH 3apsiJ] HOCAT U TOCTAaHOBKHUTE MO OBJI-
rapcku aBTOpHU ,,bbarapckuar monen®, KouTo
e ,,00paTHOTO Ha BCHUYKO OCTaHaJO0“, MpeAcTa-
BeH oT CranucnaB CtparueB, Miagen Mnane-
HoB, bopucnaB Yakpunos, CrossH Kambapes;
My3HUKaJTHO-NIECeHHUTE ,,yiaypmu“''’  Ceknp-

Bulgarian “dodecaphony”"'¢, chaos and confusion
in the beginning of the 1990s.

In the autumn of 1991 the theatre performed Tar-
ko Ubu (Ubu Roi) at the Georges Pompidou Centre in
Paris. These performances by Sfumato and Off-the-
Channel artists were the first by Bulgarian profession-
al theatres at world festivals after the fall of the Berlin
wall. The guest performances of Bulgarian theatres on
the West European stages of various theatrical forums
after the collapse of the iron curtain were a sign of the
strive towards a new, free, and democratic Europe.

The enthusiasm of the group of rebels and their
desire to present performances which openly crit-
icize the social ills, determined the choice of plays
from the classical, modern and postdramatic rep-
ertoire, such as: Revizor (The Government Inspec-
tor) by N. Gogol and Zavrashtane u doma (The
Homecoming) by Harold Pinter, directed by Stoy-
an Kambarev, Pleshivata pevica (The Bald So-
prano) by one of the major representatives of the
theatre of the absurd, Eugene Ionesco, dir. Elena
Tsikova; Tanya-Tanya by Olya Mukhina, direct-
ed by Yavor Gardev as a postmodern replica to A.
Chekhov. Some of the performances by Bulgarian
authors such as: Balgarskijat model (The Bulgar-

11 MeTop 3a ChUMHSBAHE HAa aTOHAJIHA MY3HKa, pa3paboTeH OT
A. IpoHbepr. My3ukaiiHa cyOcTaHIus U pa3BuTHE Ha (opmara
ce M3BEXKAAT OT 12 pas3inuyHM TOHAa HAa XPOMATHYHMS 3BYKOpEI
B ONpejeNicHa MocieqoBareHocT. [IOHATHETO ce CBbp3Ba C
EKCIIPECHOHH3Ma, aHTHUMEJIOAN3MA, OUCXAPMOHUAMA, TUCOHAHCA,
aToOHAJIU3Ma.

A method of composing atonal music, devised by A. Schoenberg.
The musical substance and the form development are based on
12 different notes of the chromatic scale, sounded in a particular
sequence. The term is associated with expressionism, anti-melodism,
disharmony, dissonance, atonality.
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Ba“ oT AHTOH CTpaminMupos u ,,CiaBeiikoBLu
no Iletko u Ilenuo CnaBeiikoBu, pex. boiiko
bornanos u np.

OTKpOBEH HEOABaHrapJeH XXECT € OCHOBA-
BaHeTO Ha ExcnepuMeHTanHa TeaTpanHa CTy-
nus ,, Enuszasera bam®. Maesra e Ha pexucbopa
boiiko bornaHoB, CbBMECTHO C TeaTpOBEIKa-
Ta BepoHnuka biaroBa, KouTo mnpes3 JSTOTO Ha
1989 1. cvOupaT apTHCTU EAMHOMHUILICHUIU
Y 3aMUHaBar 3a ceno bwparapeso, 3a 1a MoxHu-
BEAT M M3MHUCIAT 3a€JHO HEIO a0CypAMCTKH
XapMCOBCKO!!'8, koeTo ma pa3OyHH JAyXOBeETe.
B rpynara Ha cTyaumiinure ca Mopnan Buxos,
Muxann MunueB, Masg Octonu, Hukona Ypy-
MoB, Cama Xpucroa, Kupun Ilones, Enena
[luBayesa. IIpemuepara Ha cnekraksia ,,Enu-
3aBeta BAM* e npe3 centemBpu 1990 r. B 3a1a
49 Ha Tearwvp ,,Codusa“, KOUTO MO Bpeme U
ciel pa3Boja ChC 3aJKaHAJLIUTE, OTBAaps Bpa-
TH 32 EKCTIEPUMEHTH.

B mnepuoma Ha cChLIECTBYBaHETO CH [0
1994 1. u npe3 1997 r. Tpynara ce mpencra-
Bsl Ha pas3iIuuyHu Mecta. M3mbiaHeHusTa Ha
Tpymnara mnpe3 HadajaoTo Ha 90-te Ha paz3iauny-
HU MEXAyHapoAHu ¢QecTuBadu U MO Bpe-
Me Ha HampaBeHuTe TypHeta (I'penoOwia; To-
puHo, Buena, bparucnasa) npenusBukBa
UCTUHCKH (ypop € akTyallHOCTTa Ha Tpej-
CTaBSHHUTE TPOOJIEeMH cliel majganeTo Ha bep-
JMHCKATa CTe€Ha M C aBaHTapAHUS CH HOB Tea-
TpajneH e3uk. [lo nymure Ha camusa bormaHos
ecreTnyeckara riatpopmMa Ha CTyOgusTa e:
,APBH-IPBH!, M000B, E€KJIEKTHKA, KaXbPHOCT

ian Model) which is “the opposite to everything
else”, presented by Stanislav Stratiev, Mlad-
en Mladenov, Borislav Chakrinov, Stoyan Kam-
barev; the musical uydurma''’ Svekarva (Mother-
in-law) by Anton Strashimirov and Slaveykovtzi
after Petko Slaveykov and Pencho Slaveykov’s
works, directed by Boyko Bogdanov, etc., gave
strong rebuke of the system.

A true neo-avant-garde act was the opening of
Experimentalno teatralno studio Elizaveta Bam
(Elizaveta Bam Experimental Theatre Studio). The
idea of the director Boyko Bogdanov was shared
by the theatre critic Veronika Blagova, who in the
summer of 1989 brought together like-minded art-
ists and left for the village of Bulgarevo, to live to-
gether and to invent something absurd in the style
of Harms!'®, which would stir the spirits. Among
the participants in the Studio were Jordan Bikov,
Mikhail Milchev, Maya Ostoich, Nikolay Urumoyv,
Sasha Hristova, Kiril Tsonev, Elena Shivacheva.
The premiere performance of Elizaveta Bam was in
September 1990 in Hall 49 of teatr Sofia, which af-
ter the divorce with the actors who formed Malak
Gradski Teatr Zad kanala (Little City Theatre Off
the Channel), was opened for experimentation.

"7 yiidypma — criequManHo ChUMHEHA, MU3MHCIIEHA, CThKMEHA
BEpCHUsl WJIM MallWHALUL.

Uydurma — a specially devised, made-up, invented, fabricated
version

18 Mauuun XapMc € elMH OT OCHOBATEIUTE HA aBaHrap/HaTa
rpyna noeru B Jlennnrpan ,,O0equHEHNE 3a peaHO U3KYyCTBO™
(OB2PUY) B kpas Ha 20-Te roguHN Ha XX BEK.

Daniil Harms is one of the founders of an avant-garde group
of poets in Leningrad — Obedinenie realnovo izkustva (OBERIU) /
Real Art Union, in the end of the 1920s
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., 3aspvuare y doma“ om X. [Tunmup,
peoic. Cmosin Kambapes,
Manvx epadcku meamup ,, 3a0 kanana“, 1991

Zavrashtane u doma (The Homecoming) by Harold Pinter,
director Stoyan Kambarev Malak Gradski Teatr Zad kanala
(Little City Theatre Off the Channel), 1991

U TIpUCMEX, CAMOMPOHHs U aemuyprcrBane''’,

KapamucBane'?’ Ha €mOXH M JKaHPOBE... M Hali-
BeUEC: 3PUTEINTE W apTUCTU TE€ Ca B €IHO PaB-
HOIOCTABE€HO MPOCTPAHCTBO, MPHU TOBA — OMe-
IIaHu, a He ,,clicHa ® 3aja‘“. B exgHa... Tomusd-
Ma cTasl 3a B3auMeH Tearbp... CTas Ha moTaii-
HOCTHTE Ha... OOLIyBaHETO... W 0e300pa3Ho
narmoro OO6paszno wmucnene.“'?! Ilocaensanu-
T€ aBTOPCKHM eKcnepuMeHTH Ha boitko bor-
JIaHOB ca mbpdopmaHcute: ,,BpemeTo e Bpe-
MeHHO, ,,CooroM Jlenun®, ,,JomssmoTo miroc-
kane®, ,,Jla! Jla! Ha JJAJIA“ u crnekrakiuTe:
»~AHTporomuszantponoc” no Moiuuep, Kamro,
Captsp; ,,Huit? e, ,,C6orom, Momapt?“.
[Ipe3 1998 pexucvopbT ornassiBa HoB npama-
TUYEH Tearbp ,,Chia3a U cMAX, KbJIETO C HOB
€KHUIl TPOJBJDKaBa CBOUTE PEKUCHOPCKH ThHP-
cenus. Tpynara Bau3a B HOBHS BEK C aBTOpCKa-
Ta TPUJIOTHUS C eMOJIEMaTUYHOTO 3ariaBue ,, XX

Bek“: ,,IMemamoro, miIM BeyHaTra OaJKaHCKa

During its existence until 1994 and in 1997 the
troupe performed on different stages. In the words
of Bogdanov himself, the aesthetic platform of the
studio was “blah-blah”, love, eclectics, sadness and
mocking, self-irony and demiurging''’, karashtis-
vane'® (mixing) of epochs and genres... and most of
all — the audience and artists are placed on an equal
level, mixed together and not divided in “stage and
hall for the audience”. In a single... big room of mu-
tual thea tre... A room of the secrets of ... mutual the-
atre... and the outrageously impudent Figurative
thinking”.'*! Boyko Bogdanov experimented in the

9 gemuype (Ha TPBUKHU: ORuOG, ,,HAPOA™ U &pyov, ,1emo’ —
OyKBaJlHO ,,HAPOAHO JeN0‘), AEMHUYprcTBaHe — W300peTsIBaHe,
M3MalCTOpsIBaHE

Demiurge — deriving from the Greek words for ‘people’ and
‘deed’, the respective noun means ‘inventing’, ‘making’

120 kaparucBam — pa3obpKBaM, CMECBaM.

karashtisvam — mixing

12 Borganos, Boiiko. ,,Enuzasera bam“ I u II. 3a Tpynara.
https://elizavetabam.wordpress. com/3a-Tpynara/ (visited on
15.07.2022).
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., Enusaeema bam *“ om J[. Xapmc,
pedic. boiiko boeoarnos, 1991

Elizaveta Bam after Daniil Harms,
dir. Boyko Bogdanov, 1991

Kpbuma®, ,Hakanoro, win BeuHaTa OaJKaHCKa
rapa“ u ,,Meuranoro®.

[TommynsiprocT no6uBa M Apyra Qopmamms.
ToBa e wacteHn Ttearwp ,Jla Crpama®. Heilino
sapo ca apructute Mas HoBocencka, Kpbctbo
Jladazanos, bopucnas Crounos, Banentun Ta-
HeB, Banepu Manues, Xpucrto I'bp6oB, ToH4O
TokmakuneB, HO B MPEICTABIHOTO XyMOpHC-
THUYHO IIOY ,,YIuIaTa“ Urpasit U1 MHOTO JAPYTH
aptuctu. HeroB aBrop u pexucbop € Credan
(Tenun) MockoB, 3aBbpUINI KyKJIEHA PEKHUCYpa
npu FOnus OrusHoBa.

[Ipe3 1992 r. 3anmouBa M3TBPYBAHETO HA IIO-
yTO ,,Ynunara®“ mo TeneBu3uATa. 1o € U3NbI-
HEHO C T€rOBE€ M CKEUOBE, UMIIPOBH3UPAHH OT
akTbopuTe. OCHOBHU I'€pOU Ca MAJIKUAT YOBEK,
YUHOBHUKBT, HEYIAaYHUKBT, NUSHHUIATA, IICEB-
JOMHTEJICKTYaIeIbT, ObP30 3a00TaTenusT Ccien
MIPOMEHUTE APOTAaHTEH THUI, HAYAJIHUKBT U TP.

performances of Viemeto e viemenno (Time is Tem-
porary), Sbogom Lenin (Adieu, Lenin), Goljamo-
to pluskane (The Great Eating), Da! Da! Na Dada!
(Yes! Yes! To Dada!) and the stage plays Anthropo-
misanthropos after Moliere, Camus, Sartre; Nii? De
(Us? So/No? Where), Sbogom, Mozart (Adieu, Mo-
zart). In 1998 he became the artistic director of Nov
dramatichen teatr Salza i smjah (New Drama Thea-
tre Tear and Laughter) where he continued the chal-
lenge with a new team. The troupe entered the new
century with the author’s trilogy with the emblemat-
ic title XX vek (20th century): Gledaloto ili vechna-
ta balkanska krachma (The Watching Place or the
Eternal Balkan Pub), Chakaloto ili vechnata bal-
kanska gara (The Waiting Place or the Eternal Bal-
kan Railway Station) and Mechtaloto (The Dream-
ing Place).

Another formation, which became very popu-
lar, was the private La Strada theatre. The inspi-
ration behind it were the actors Maya Novosles-
ka, Krastyo Lafazanov, Borislav Stoilov, Valentin
Tanev, Valeri Malchev, Hristo Garbov, Toncho
Tokmakchiev, Nikolai Dodov and other, while
many other actors took part in the comedy TV
show Ulicata (The Street). Its author and direc-
tor was Stefan (Teddy) Moskov, a graduate of the
puppetry directing class of Yulia Ognianova.

In 1992 the TV series Ulicata (The Street) went
on air. It was full of gags and sketches, impro-
vised by the actors. The main characters were the
ordinary man, the clerk, the failure, the drunk, the
pseudo-intellectual, the arrogant nouveau riche
of the time, the boss, etc. The show represented a
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B moyTo kapukaTypHO ce mpenctraBs JUHAMUY-
HO TIPOMEHSMIOTO c€ OBATapCKO OOIIECTBO CIIE
1989 1. OCHOBHUTE TEMH Ca CBbP3aHU ChC 3a-
ry0aTa Ha LEHHOCTH, NpodaHu3anuaTa Ha HU3-
KyCTBOTO M KyJITypaTa, Thrara o OTMHUHAJIOTO
BpeMe, HalpaBeHUTE TPEIIKH, 3a0bP3aHOTO €3Ke-
JHEBUE, CTpeEca, poJiATa Ha MEIUUTE U peKJIama-
Tta u ap. T. MOCKOB TOCTaBs U APYTU CHEKTAKIIH,
B KOUTO y4acTBaT WICHOBE Ha €KHUMa Karo ,,Map-
Manaza (Jam), KOETO ce acoruupa ¢ My3UKalHUS
TEpPMUH jam-session B JXaza, U ,,MallCTOPBT U
Maprapura‘ no M. bynrakos B TeaTsp ,,bbarap-
CKa apMus‘‘.

MexnyBpeMEHHO aKThOPUTE U PEKUCHOPHU-
T€ OT HOBUTE (OpPMAIMU TaCTPOJIUpAT U B pe-
MEepTOAPHUTE TeaTpu B CTOJWIIATA U CTpaHa-
Ta. HacT oT TIX BIOCJIEACTBUE NMPEMUHABAT HA
IbprKaBHA padoTa.

caricature of the dynamically changing Bulgarian
society after 1989.

The main topics were related to the lost values,
the vulgarization of art and culture, the nostalgia
for the past, the mistakes made, the busy every-
day life, the stress, the role of media and advertis-
ing, etc. Teddy Moskov put on stage other perfor-
mances with the participation of troupe members,
such as Marmalad (Jam), a title associated with
the musical term jam-session and Maistorat i
Margarita (The Master and Margarita) after M.
Bulgakov at the Teatr Balgarska Armia (Bulgari-
an Army Theatre).

Meanwhile the actors and the directors of
the new formation toured the repertoire theatres
of the capital and the country. Some of them
later started work for state-sponsored art insti-
tutions.

., Yauyama “, pesc. Cmegpan Mockos,
meamwp ,,Jla Cmpaoa *, 1993

Ulicata (The Street), dir. Stefan Moskov,
La Strada, 1992
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AnmepHamueHU wWKo1U
3a meampaJiHo
oGy4yeHue

HoBoTto Bpeme nopaxa He00X0IUMOCTTA OT
Ch3/1aBaHE Ha HOB THUIl aKTbOpH. BaxkxHa Kpau-
Ka B ThPCEHETO Ha MHOrooOpa3ue M HOBM Tea-
TpPaJHU €3UIH € JICLECHTPAIU3UPAHETO Ha 00-
Pa30BAHUETO U CH3aBAHETO HA AJITEPHATHUBHU
Ha Bucmus MHCTUTYT 3a TeaTpaJHO U3KYCTBO
(BUTU3) mkonu 3a TearpanHo obyuenue. Te
3amo4BaTr Ja Cce MOSBSIBAT OLIE€ B HAYAJIOTO HA
90-Te TOONHHU.

Tearpannusatr aenaprameHT Ha HoB Obi-
rapckd YHUBEPCUTET € OCHOBaH Ipe3 1991 .
oT pexxucbopkara Be3kpecus Buxbposa. B Ha-
4aJIOTO C€ 3apa)xJa uaesATa 3a IPOBEKIAHE HA
€KCIIEpUMEHTAJIEH MNpoeKT ,,but*“ mo Tekcro-
Be OT uscienBanuaTa Ha HMBan Xamkuiicku,

, bum“, no Usan Xaoxcuticku,

nocm. Bwvsxpecus Buxvposa u 3apxo Y3ynos,
Teampanen denapmamenm —

Hog 6vazapcku ynusepcumem

Bit (Lifestyle) after Ivan Hadjiiski,

dir. Vazkresia Viharova and Zarko Uzunov,
Theatre Department of New Bulgarian
University

Alternative
Theatre Acting
Schools

The new times required a new type of actors.
An important step in the search for diversity and
new theatrical expressions was the decentraliza-
tion of education and the establishment institu-
tions of higher education, alternative to the High
Institute of Theatre Arts. Such acting schools
came into existence at the very beginning of the
1990s.

The Theatre Department of New Bulgari-
an University was founded in 1991 by the direc-
tor Vuzkresia Viharova. It started with the idea
of the experimental project Bit (Lifestyle)
based on excerpts from the research of Ivan
Hadjiiski in the 1930s in the field of na-
tional psychology — Lifestyle and Mentality
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nucanu mpe3 30-te roguHu, B oOiiacTra Ha
HapOJOTICUXOJIOTHATA ,,BUT W IymIeBHOCT Ha
Obnarapckuss Hapoa“ u ,,ONTUMHCTHYHA TEO-
pus 3a Obarapckus Hapon.'”? B. BuxbspoBa cu
MPUIIOMHSI, Y€ 3alOYBAWKH TPOEKTa, Ha EKH-
ma He € OWJI0 SCHO JanM IIe cTaBa AyMmMa 3a
TeaThp WU 32 €IHO IbTYBaHE Ha rpyna OyH-
TyBallu ce MbpPOPMBPH, KOUTO THPCAT HOBH
MpPOCTPAHCTBA M TEXHUKH 3a Hu3passBaHe.'”
[TocTeneHHO MPOEKTHT C€ MpeBpbhlIa B 0Opa-
30BaTejHA IMpOTrpaMa 3a aKThOPCKH TPEHUHT,
KOATO € BKJIIOYEHA KaTo MOJYN 3a O0Oy4eHHE Ha
akTbopu B HoB Obsirapcku yHuBepcutet. Upes
y4acTHETO CHM B mporpamara ,,.but® Obaemniu-
T€ aKThOpPU MOCPEACTBOM ,,paboTa B mporpec
nobuBar ymeHuss B objacTra Ha NCUXO(pHU3H-
yeckus TeaTbp. Ha Oa3zara Ha CTPyKTypHO
TpaHc(opMupaHe Ha OBITapCcKU HAPOJHM TaH-
o1 ¥ o0penu, Te YCBOSIBAT ONPEEICHHU IOBe-
J€HYECKH MOJICITH.

13. Bvneapckusm meampanen XX ek

,»Menodencon 3a youiiyu “ no ,, Onepa
3a mpu epowa “ Ha b. bpexm,

pedxc. Enena baesa, Teampanen xonexic
,JIoben Ipotic*, 1993/94

Mendelson za ubiici (Mendelssohn

for Killers) after The Threepenny Opera
by B. Brecht, director Elena Baeva,
Theatre College Luben Groys,
1993-1994

of the Bulgarian People and An Optimistic
Theory about the Bulgarian People.'”? V. Viha-
rova recalls that at the start of the project it was
not clear whether it was a matter of theatre or of
a spiritual journey by a group of rebel perform-
ers in search of new spaces and expression tech-
niques.'?

The project gradually evolved into an education-
al program for training actors and was included as a
module in acting in the program of New Bulgarian
University. By taking part in the program Bit (Life-
style) the future actors experienced work in pro-
gress, whose goal was to build skills in the area of
the psycho-physical theatre. By structurally trans-

122 Xamokuiicku, VBan. V30paHn ChbYMHEHHS B TPH TOMA.
Tom 1. bur u aymeBHocT Ha Hamus Hapon. — Codus JIMK
Wznanus, 2002.

123 MamneBa, [lopores. Bw3kpecuss Buxbpopa: TearspbT €
JKMBOT B HETHIIMYHH HapameTpu. IIyOnuyHM NpocTpaHCTBa.
28.08.2014  http://www.night.bg/blog/?p=6329  (visited on
07.08.2024).
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MexnyBpemenHo B. BuxbspoBa ¢ 00ydeHu-
T€ OT Hes CTYJACHTH OCHOBaBa Y4eOEH TeaTnp
kbM HBY Toit ce 060cobsiBa B camocTosiTenHa
ctpyktypa npe3 2000 r. B Hero ce urpasr crek-
TakJIu Ha (PU3UUYECKHUsS TeaThbp MPEAUMHO TOJ
HelHaTa pexXucypa, CbBMECTHO C apx. 3apko
VY3yHOB.

Konpoaykmuu Mexay CTYASHTCKHS Tea-
Tsp Ha HBY u npyru ¢opmanuu npes 90-te ca:
»Jlynara Ha noma‘“ mo K. Kokro, A3 u Tu* Ha
I1. XKepangu, ,,Ilpesunentkure na B. 11IBao,
L umke o 1. ﬁOBKOB, ,,BUIITHEBU CECTpHU‘* Ha
M. I'puiin, ,,JlombT Ha bepnapna Anba“ na @.
Jlopka u nip.

Hpyro yueO6HO 3aBeneHue, koeto mpes 90-
T€ 3aroyYyBa Jia mpejjara gajed mo-KOHBEHIINO-
HaJIHO U YHUBEpPCAJIHO OOy4Y€HHE IO aKThOp-
CKO MalCTOpPCTBO, € YACTHOTO BHUCILIE YUYUJIIUILE
Tearpanen konex ,,Jltooen I'poiic” Toit e cb3-
JaneH oule npe3 ecenra Ha 1991 r. ¢ ycunusita
Ha Enena baeBa n Hanexna CeiikoBa — npode-
copu BbB BUTU3, xouto ro Hanmyckar u pemia-
BaT Ja Cbh3JaJaT CBOs aJTEpHATHUBHA IIKOJA.
[IspBusAT Bumyck 3apbpuiBa npe3 1994 r. Odu-
nMagHoOTO pemeHue Ha HapomaHoTo cbOpanue
3a HErOBOTO OTKpUBaHE 00aue € B3eTO MOBeue
OT JeCeT TOJUHH MO-KhCHO Ha 13.02.2002 r.'**
[locTeneHHO TeaTpaliHU CHELUHUATHOCTH 3aIoy-
BaT Ja C€ M3ydyaBaT B pa3jIUYHU YHUBEPCHUTE-
TH U3 cTpaHara karo IlnmoBnuB, bnaroesrpan,
BapHa u ap.

TearbpbT Ha Mpexoja ce XapaKTepusupa C
ONUTH 3a TeaTpalHu pedopMmH, ChC Ch3aaBa-
HETO Ha aJITEePHATHUBHU TeaTpalHu (hopManuu
U IIKOJIM 3a 00yueHue, ¢ mo-rojsmMara MOOUII-

forming Bulgarian folk dances and rituals, they
learned behavioural patterns.

Meanwhile V. Viharova and her newly-trained
students established the Ucheben teatr (Study The-
atre) at New Bulgarian University. It became an au-
tonomous structure in 2000. The performances held
there are typical of the physical theatre and are di-
rected mainly by Viharova, in cooperation with ar-
chitect Zarko Uzunov. Among the co-productions
of the student theatre at New Bulgarian University
and other formations in the 1990s were: Ludata na
doma (The Mad Woman in the House) after J. Coc-
teau, Az i ti (Toi et moi) by P. Géraldy, President-
kite (Die Prdsidentinnen) by W. Schwab, Indzhe by
Y. Yovkov, Vishnevi sestri (The Cherry Sisters) by
M. Green, Domat na Bernarda Alba (The House of
Bernarda Alba) after F. Lorca and other plays.

Another school which began to offer more con-
ventional and universal actors’ training during
the 1990s was the private Theatre College Luben
Groys. It was established in the autumn of 1991,
due to the efforts of Elena Baeva and Nadezda
Seykova — both professors at the High Institute of
Theatre Arts who decided to leave their university
career and create an alternative acting school. The
first class graduated in 1994. The official decision
of the National Assembly regarding the approval of
the college opening, however, was taken more than
ten years later, on February 13th, 2002.'*

124 PemieHue 3a OTKpHBaHE HAa YaCTHO BHCIIE YYHIIHIIE
— CaMOCTOATEJICH KOJIEK C HAMMECHOBAHHME TeaTpaJieH KOJIEK
,JIrober I'poiic” cbe cenamume Codust, JbpkaBeH BeCTHHK, Op.
20, 22.02.2002. https://www.ciela.net/svobodna-zona-darjaven-
vestnik/document/-12047871/ issue/2953/reshenie-za-otkrivane-
na-chastno-visshe-uchilishte-—-samostoyatelen-kolezh-s-
naimenovanie-teatralen-kolezh-(visited on 03.08.2023).
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HOCT Ha TBOPIIUTE, C KAMEPHUTE MOCTAHOBKH
U MOHOCIIEKTAKJIUTE, C ThPCEHUs B 00IacTra
Ha Heo-TeaTpaliHUs MCUXOJIOTU3bM, C OyHTap-
CTBOTO Ha TeaTpaJHUs HEOaBaHTap., C KapHa-
BasiM3Ma U (ECTUBAIHOTO HAIICCTBUE HA KYK-
JICHUIIUTE, C EKCIEPUMEHTUTE B o0nacTTa Ha
bu3nYeCcKusi, MOCTMOJCPHUS M MOCTIpama-
THYHHS TeaTbp'?’, KOUTO MPOABIKABAT U MPE3
HOBHS BeK.!%6

With time, theatrical specialties were included in
the educational programs of different universities in
the country — in Plovdiv, Blagoevgrad, Varna, etc.

The theatre of the transition period is character-
ized by: attempts to carry out theatrical reforms and
establish alternative theatrical formations and act-
ing schools; to provide greater mobility for artists;
the emergence of chamberand mono-performanc-
es, searches in the field of neo-theatrical psycholo-
gism, rebellion of the theatre neo-avant-garde, car-
navalism and festival invasion of puppetry artists
and directors, experiments in the area of the phys-
ical, postmodern and postdramatic'® theatre. All
these tendencies continue developing further in the
new century.'?

125 TIOHATHETO ,,[IOCTAPAMATHYCH TeaThp’ MPUHAUICKH Ha
Xanc Tuiic Jleman. C Hero Toif 0003Ha4aBa HAKOM XapaKTEpHH
TEH/ICHIINU B HEOABAHTAPIHUS TeaThp ciel Kpas Ha 60-Te ToauHI
Ha XX Bek.

The term ‘postdramatic theatre’ was created by Hans-Thies
Lehman to define characteristic tendencies in the neo-avant-
garde theatre after the end of the 1960s. Lehmann, Hans-Thies.
Postdramatic Theatre. London and New York: Routledge. 2006.

126 Tearpannara npaktuka B Kpas Ha 90-te. , Konunemmu bbi-
rapusi”, Copyxenue ,,AHtpaxt, 1999; JleueBa, Buonera. TearbpbT
Ha 90-te. // Perumika ot nioxxara uapyru rekctose. — Cogus : COHM,
2001; HuxosoBa, Kamenus. PexxuchopbT B OBJITapCKUs Tearbp:
OT COLMAJIMCTUYECCKUS PEAUT3bM 10 TocTtMmonepHmsMa. — Coduws,
2015, HAIIM, Ne Hx 020180072; ﬁopuaﬂos, Huxonaii. TearspsT
B bbarapus 1989 — 2015. Codust : MHcTUTYT 32 M3cienBaHe Ha U3-
kyctBara — BAH, ®ongamms ,,Homo Ludens®, 2016
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M.: ,,UckyccTBo®, 19541961

Kazaxos, [Iparomup. Matepuanu no uctopusara Ha Ha-
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B, 6p. 29 ot 1990 r,, Ne 94 ot 1990 r.). < http://www.
constcomt.bg/bg/LegalOasis>

Kondpoprw, fIOCH(b. I'eo Munes. Tearsp u Bpeme. Kbm
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Ha [Tommut6ropo Ha 1[K Ha BKII. prehod.omda.bg — [TPO-
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PanocnaBos, MBaH. brirapckusar cumBoiau3bM (OCHOBU
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(ciela.net)

Pemenne 3a chCTOSHIETO HA POBHHIMATHAS JpaMaTH-
YeH TeaThp U MEPKH 3a MmonoOpeHue Ha HeroBaTra pado-
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CnasgeiikoB, [lenuo. Crbpanu cpuuHenus: 8 toma: T. 5.
Hammonanen tearsp / mon pen. Ha Anren Tonopos. — Co-
¢us: bearapcku nucaren, 1959.
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aKTHOPKUAT 00pa3. [Ipobremu Ha nskycrBorto 2. — Co-
¢us: Uactutyt 3a uskycrBosnanue — bAH, 2001.
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kyctBara—bAH, 2012.

Cnacopa-JlukoBa, Moana. KoHuenuusra 3a mpecedHu-
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CnacoBa-/lukoBa, Noana. Tenmenunn Oosrapckoro Te-
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1912) — mMonepHu3aTop Ha Obarapckus tearsp. // TleH-
40 CrnaseitkoB. 150 rogunu ot poxkaeHueTo My. — Codust:
Wznarencku uentsp ,,bosa [lenes®, UncturyT 3a nure-
parypa—bAH, 2017.

CrnacoBa-JIukoBa, Moana. AKThOpBT M TaMeTTa. AHpeit
Yarpazos (1920-1999). o ciyyvaii 100 ronuHu OT poXK-
JIEHUETO Ha akTbopa, MHCTUTYT 3a u3cienBaHe Ha U3KY-
creara—BbAH, 2020

Cnacosa-/lukoBa, Moana. Tactponn ua Hapomuus tea-
Tbp U3 bankanute npe3 mppBaTa NoJ0BMHA Ha XX BEK.
Kyntypa nHa mbTyBanero B EBpomelickus FOroustok,
WucTuTyT 3a GamkaHUCTHUKA C LEHTHP MO TPAKOJIOTHS —
BAH, 2020, 429-438.

CnacoBa-JlukoBa, MloaHa. AKTHOPCKATa HIpa B MTbPBHTE
MMOCTAHOBKU Ha OBJITrapCKH MUECHU MEXKIY JBETE CBETOB-
HU BoitHH. [Ipobnemu Ha M3KyCTBOTO, 3, UHCTHUTYT 3a H3-
cnenBane Ha u3kyctBara — bAH, 2021, 41-48.
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Cnacoga-/IukoBa, Noana. AKTBOPBT W HaIMOHATHA-
Ta JIpaMaTyprusi MeXIy IBETE CBETOBHH BoiHHU. Studia
Litteraria Serdicensia, 2, 3, bosin [leneB UncTHTYT 32 111~
teparypa—bAH, 2023, 215-234.

CnacoBa-/IukoBa, Noana. Po3a [Tomnosa — AmnnpomMena Ha
OByIrapckus TearpaieH HeOockoH. IIpobnemu Ha U3Ky-
cTBOTO, 3, Institute of Art Studies — BAS, 2023, 51-58.
Cranucnasckuii, Koncrantun C. Cobpanue couMHEHUI
B 8 Tomax — Mocksa: HckyccrBo, 1954-1961.
Cranucnasckuii, Koncrantun C., Pabora akrtépa Hajn
coboit — Yacts 1, II1. [eiictBue. ,,Eciu 061, , IIpemma-
raemble oOcTositenbcTBa™, Cobp. cou, T. 2, M., 1954.
https://www.e-reading.club/chapter.php/101744/7/
Stanislavskiii — Rabota aktera nad.

Crarynos, [lesH. HeBb3moxkHata cBobona. WMaeonoru-
YyeckaTa LeH3ypa B OBJITapcKoTO UrpaiHo KuHO (1948—
1989). Codwus, Jlokyc [Ts0mummnr, 2022.

Crarynos, [esn. [Ipenopbuanu ¢unmu. Ilpomaranmnu
MIPAaKTUKH B OBJITapckoTO HrpanHo KuHO (1944-1989).
Codus, Jlokyc [Tp0mummnT, 2023.

Crenorpaduyecku qHeBHUK. [X ObuxHOBeHO Hapomno
cbOpanue, 39-to 3acenanue, 15.12.1898.

Crenorpadcku nporokon. [Tnenym Ha 1K Ha BKII, 19-
20 romm 1988 1, ¢. 66-74, LIIIA, ®oun 1b; onuc 65; ap-
XHMBHA eIMHHIIA 88.

CreHorpadcku nporokon ot ieayM Ha 11K ot 19 u 20
tou 1988 1. (Tom I) | Politburo (archives.bg)

Credanos Bacun u ap. 100 ronuan Hapoznen tearsp. /
Hpyru aBr.: Pomeo ITormmnues, Kpuctura Tommesa, Buo-
nera Jledesa. — Cous: Jamsn Skos, 2004.

Credanos, Bacun. Mcropus Ha Obarapckus tearsp. T.
1. — Codust: AkageMHYHO U3IATEICTBO ,,[Ipod. Mapun
Hpunos®, 1997.

Credanos, Bacwi. Mictopus Ha 6brapekus Teatsp. T. 1. Aka-
JIEMHUYHO U31aTelNcTBO ,,I [podh. Mapwun [puHos™, C., 1997.

ces, Jltobomup Tenes, FOnus OrusnoBa. — Codus: Hay-
Ka 1 U3KYyCTBO, 1955.

Tenerpama na n-p Koncrantun Upedek no n-p Jlrobomup
Muernu ,,Kaku ca Tust paboTH... TeaTpoTo YOUIO yHH-
Bepcureta“. //JleH, 6p. 1081,09.01.1907, c. 3.

Tenes, [paran. Tpuctaxwisaaa Codus 1 a3 MeXIy JBe-
te BoitHu. — Codusi: benrapcku nucaren, 1997.

Tenes, Jlto6omup. Axkteopu u pomu. — Codus: Hayka u
W3KYCTBO, 1956.

Tenes, Jltobomup. Ipama u cuena. TearpaiqHu cTaTuu. —
Codus: beirapcku nucaren, 1959.

Tenes, JIrobomup. JIpamatyprus u cbBpeMeHHOCT. — Co-
¢us: bparapcku nucaren, 1961.

Tenes, JIrobomup. Tearpanuu cBetnunu. — Codust: bei-
rapcku ucaredn, 1965.

Tenes, Jlrobomup. Macka u nepo. — Codust: beiarapcku
nucaren, 1968.

Tenes, JIro6omup. Kondmukru u Bpeme. — Codust: bbii-
rapcku nucaren, 1972.

Tenes, Jlto6omup. M36panu npousBeneHus B 3 Toma. —
Codus: brirapcku nucaren, 1975

Tenes, Jlrooomup. Te B mpocTpaHCTBOTO HA CIleHATA.
Ouepru. — Codust: Hayka u uszkyctso, 1977.

Tenes, JlroObomup. Paskbcanum wmpexu. Jluteparyp-
HO-KpuTHuecKu crarui. — Codust: bparapcku nucaren,
1984.

Tenes, JIrobomup. Cpenu BbB BeuepHHU yacoBe. Ctatun
3a TeaTpaIHOTO U3KYCTBO U ouepiu. [CO6.] — Codusi: Ha-
yKa 1 U3KycTBO, 1978.

Tenes, Jltobomup. Kpuruunu otkposenus. — Codus: 13-
narenctBo benrapcku mucaren, 1975, T. 2. Tenes, Jlio-
6omup. [Ipucranuma 3a murose. TeaTpannu ecera. —
Codus: beirapcku nucaren, 1981.

Tenes, JIrobomup. Paskscann Mpexu. JInteparypHo-KpH-
tudecku cratuu. — Codust: bparapeku nucaren, 1984.
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Credanos, Bacwui. Jluteparypa u Tearsp. M36panu mpo-
n3BeneHus. — Codust:

Credanos, Bacun. IIsTar Ha pexxucypara. — Codust: Ba-
nentuH TpasiHos, 2011.

Credanos, Bacui. CpBpemMeHeH KykjeH tearsp. — Co-
¢ust: Hayka u uskyctBo, 1971.

Credanos, CuiieH. ABanrapa u HopMma. — Codust: Ara-
Ta-A, 2003

CredanoBa Aruka. JXXaHpoBu monera B Objarapckara
npamaryprust Ha 90-te. — Codusi: Ackonu, 2004.

Cro ropuau Obirapcku Tearsp. [lox penakmusara Ha n-
MuTbp b. Muros, [lenuo Ilenes, Jlro6omup Tenes. — Co-
¢ust: Hayka u m3KycTBO, 1956.

Cro u nBaneceT ronquau roaunu Ileiio SIBopos. — Codus:
Mexnaynaponna ¢onpanus Esponeiicku dopym, 2000
(2002).

Crounosa-/lonueBa, Teopopa. bwirapcko mocrroranm-
TapHO TOKYMEHTaIHO KuHO. [loXBaTH, TEHAEHIIUHU, aBTO-
pu, ¢mmu, ananmusu. Codus, MHCTUTYT 3a u3cienBaHe
Ha m3kycTBara, bAH, 2021.

Crosta Kambapes. Orenana. / CecraB.: Maiis [Ipamara-
posa, Hukona Bannos. — Codus: Et cetera, 2000.
CrpammmupoB, AxaTtoH. [pax u cemo. Hamm mam, Ne 10,
1921. <https://liter-net.bg/publish5/astrashimirov/grad. htm>
Tarapea, Anbena. CueHorpadusara B HapOIHUS TeaTbp
1944-1968. Mucepranus, UHCTUTYT 3a M3cienBaHE Ha
m3kyctBara, BAH, 2018 (ppkonuc, apxus Ha MHCTHTYT
3a U3CIIe/IBaHE HA U3KYCTBATA).

Tanes, Tauo. U3 moute cnomenu. — Tearsp, 1956, kH. 1,
47-54.

Tearpannara npakTtuka B Kpas Ha 90-te. ,,KoHuemnuuun
benrapus®, Copyxenue ,,AHTpaxt®, 1999.

Tearsp, 1953, Ne 8-9, 1953.

TearbpsT Ha ,,Moccoser™ B bbarapus. OkToMBpHu — HO-
emBpu. Coopuuk. 1953. Tlox pegaknusita Ha CnaByo Ba-

Tenes, Jltobomup. Tearpannu cezonu. Kpuruuecku cra-
tnn. — Codus: Hayka u n3kyctBo, 1984.

Tenes, Jlrobomup. Ocerenu npocrpanctea. — Codus:
Boearapcku nucaren, 1985, T. 3.

Tenes, JIto6omup. Otuasaue u Hajgexau. — Codus: bbi-
rapcku ucared, 1986.

Tenes, Jltobomup. Ornenana. — Codus: bbarapcku nu-
caren, 1988.

Tuxanos, ['anmun. )KanpoBoTo ch3HaHWE HA Kpbra ,,Mu-
cei. KbM KyntypHara Ouorpadus Ha ObIrapcKusi Mo-
nepausbM. — Codust: Axkanemust,1998.

Tuxosa, Hanexna. MacamutuaoB. — Codusi: Hayka u n3-
KycTBO, 1959.

TuxoBa, Hanexna. Pexxucbopckust npodiem B Hapon-
HUS TeaTbp HemocpelncTBeHo cien [IvpBara cBeTOBHA
Bo#Ha. [omumank Ha BUTU3, T. XI1 — Codwus, 1972.
TomanmxukoBa, AHHa, Pa3puBu 1 HOBU MOCOKH: OBJITap-
CKHST TeaTbp OT cpenara Ha 50-te mo xpas Ha 60-Te. —
Codust: UK ,, [Ipod. [lersp Benenukos*, 2009.
TonmanmxukoBa, AHHa. HeobxoguMoro uyno. MutsT B
Owirapckara apama. — Codust: Hayka u m3kyctBo, 1988.
TomanmmkukoBa, AuHa. ®oodun u yronuu. — Codus: UK
,»IIpod. ITersp Benenukos*, 2014.

Tomesa, Kpucruna, Crepan CwpuamxueB. — Codwus:
Hayka n uzkyctBo, 1981.

Towesa, Kpuctuna. Mcropus Ha Obirapckus tearsp. T.
3. AKageMHYHO H3IaTencTBo ,,IIpod. Mapun [IpuHOB®,
C., 1997.

Towmesa, Kpuctuna. Uctopust Ha Obarapckus tearsp: T.
3 — Codus: AxaneMuvHO M3AaTENCTBO ,,IIpod. M. dpu-
HOB®, 1997.

VYka3 Ne 3520 na JIspxaBaus ceBet Ha HPB ot 30 nexem-
Bpu 1987.

VYka3z Ne 69 ot 4.10.1943. /IppkaBeH BEeCTHHK, Op. 233/
16.10.1943.
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VYka3z Ne 960 ot IIpesunnnyma Ha 6 Benuko HapomHo cb-
Opanue ot 15 ronu 1948.

Vka3 Ha IppkaBHus cbBeT N° 1094 3a 1yXOBHOTO CTH-
mynupane B HPB. 1974.

'Vka3 Ha Tearpute. J{bpkaer BecTHUK Ne 145 ot 30 mek. 1949.
Xamxuiicku, BaH. BUT 1 IylIeBHOCT Ha HaUIUSl HAPOJ.
— Coous: bearapcku ucaren, 1966.

Xamkuiicku, VBaH. M30paHu ChbYMHEHHS B TPH TOMA.
Tom 1. bur u aymesHocT Ha Hamwms Hapod. — Codus:
JIUK Uznanwms, 2002.

XpucrtoBa, Haramms. bwearapckusr ciydwait: Kynrypa,
BracT u uHTenureHus 1944-1989 r. — Codust: Hos 6b1-
rapcku yHuBepcurer, 2015.

XpucroMaTus 10 UCTOpUSA Ha OBITrapcKus ApaMaTH4eH
tearbp. T 2. Cberas. 1. [lenes. — Codust: 1969.

Xponvrka Ha XX Bek. T. 1. — Codust: AGarap Xomauar, 1994.
LJA, ¢. 383, om. 3, a.e. 6: [IpoTokoi OT 3acenaHue Ha
CuenapHara komucus Ha 8.06.1950, c. 14.

HInmmvanos, MBan. IIporpama 3a 06pa3zoBaHue U KyITy-
pa. Yunnumien npernien, 1903, Ne 6-7, c. 113-125.

14. Bvaneapckusm meampanen XX éex

[IummvanoBa, Jlugus. Hamust tearsp. — bbarapcku
nperien, 1900, ku. 6, 128.

puxu kbM HOBOTO Obarapcko kuno. Codus, UHcTUTYT
3a u3cjenBaHe Ha u3KycTBara, bAH, 2021.

IO6ueen cOopHuk ,,Anpuana bymescka®“ 1899-1924.
JbpxaBHa nedatauua, C., 1925.

KO6uneen cOopHHK 3a 25-TOMUIITHATA CIICHUYHA IEHHOCT
Ha Teomopuna CroitueBa. Codust, 1930.

SABopos, Ileito K. Cp6panu crunnenus B 5 .: T V. — Co-
¢ust: bearapcku nucaren, 1979.

SnakueB, Anexkcanabp. benarapcko xmHo. EHnmxmmone-
must. — Codwust: Tutpa, 2000.

SnakueB, Anexcanabp. Kunemarorpagcekure cajgoHu B
Codus. [Tpobiriemu Ha u3KkycTBOTO, Ne 3, 2015, c. 7-9.
SnakueB, Anexcannwsp. Kuno B benrapus npes 30-te .
Ha XX B. — Codus:

Wnctutyt 3a n3cnensane Ha u3kycrsara— bAH, 2001.
SAnakuen, Anekcanabp. Cuaema BG. Cro romunu ¢ui-
MOB Tiporiec: JudHocTH/punmu/ kuna. — Codust: Tutpa,
2003.
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I[NTPUJIOZKEHUS / ANNEXES
IIPU/IO’KEHHUE 1 ANNEX 1
JIHYHOCTH, IOCTAHOBKH H TEATPAJIHH FIGURES, PERFORMANCES AND THEATER
®OPMAIIHH B B BJITAPHA FORMATIONS IN BULGARIA
1nPE3 XX BEK IN THE 20TH CENTURY
AKTHOPU ACTORS
Amrenos, FOpu 173 Angelov, Yuri 173
AranacoB, AraHac 173 Atanassov, Atanas 173
Aranacos, IleTko 24,31 Atanasov, Petko 25,31
Baramos, Aaapeit 173,177,178  Bachvarov, Stoyan 25,31
BaxuyeBanora, Buonera 94 Bahchevanova, Violeta 94
Bynescka, Anpuana 15,24, 31, 33,35-39,48,55,56  Batashov, Andrey 173,177,178
Byrokiuesa, Hessina 24,36  Budevska, Adriana 15, 25, 31, 33, 35, 36, 38-39,
bbuBapos, Crosia 23,31 49, 53, 56
Bacunes (3yeka), Bacun 178  Buyuklieva, Nevyana 25,36
Baukos, I'purop 144,146  Chaprazov, Andrey 93, 134
Bpanrosa, Penn 173 Cherkezov, Yordan 66-67
Brikanosa, Pagena 173 Danailov, Stefan 173
I'anes, Banentun 173 Delcheva, Ruzha 93
T'enoB, AHTOHU 173 Dimitrova, Ivanka 94
I'eoprues-I'en, I'eopru 94 Dimitrova, Nina 179
Tepranosa, [Tetst 31 Dimov, Ivan 31
lenos, Ctedan 94 Dzhonev, Spas 94
I'sp6oB, XpuCTO 190 Donkin, Marius 173
Hanaunnos, Credan 173 Doycheva, Vancha 94, 153, 155
Henuesa, Pyxa 94 Duparinova, Margarita 94
Ixones, Cniac 94 Dzhukelova, Paraskeva 173
Jlxykenona, [TapackeBa 173 Elmazov, Teodor 173
Jumutposa, Banka 94 Fintsi, Izhak 144
Humurposa, Huna 178  Ganev, Valentin 173
Jumos, iBan 31  Garbov, Hristo 190
JoiiueBa, Banya 94,153,155  Genov, Antoni 173
Jonkun, Mapuyc 173 Georgiev-Gets, Georgi 94
IynapuHoBa, Maprapura 173 Gerganova, Petya 32
Enmaszos, Teomop 173 Getsov, Stefan 94
3narapesa, Ekatepuna 24,36  Hlebarova, Maria 25,38
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HUrnaruesa, Bepa

Hxonomos, Hukoma
HxonomoBa, MaHns
Mopmanosa, 3opka
Kabakuues, JIro6omup
Kapapmxukosa, Mapus
Kanosinues, I'eopru
Kapamutes, Anocron
Kupkos, Bacun
Kupos, I'eno

Kupues, Atanac
Kupuesa, Onra
Kucennuxu, Jlxobomup
Kucumon, Koncrantun
KokanoBa, Hesena
KoctoBa, Pagoct
Koues, Koncrantun
Ksues, Beako
JlambpeBa, Muixa
Jlagaszanos, KpbscTho
Jlonosa, TarsiHa
Mawmazes, ['eopru
MacanutuaoBa, Tans
Mares, Hopran
Munanos, AceH
MunkoBa, Buonera
Muxaiinos, bopuc
Mytadosa, CtosHKa
Henesa, 3nmaruna

Huxkonosa, Cynarana
HoBocencka, Mas
Ornsinos, CaBa
[TaBnoBa, Muia
[Tapuanes, I'eopru
Ileiixos, IleTsp
Ilenes, Bnagumup
[erposa, CHexxmHA
ITonitopnanos, [ersp (Houo)
ITonog, Hetiuo
ITonosa, Mapra
Ilonoga, Po3za

ITomnoga, I1lenka

15,24, 31, 33, 35, 36, 38, 39,
40, 41, 55, 57
24,31, 87, 88

36

31

94

173

146

94, 136
15,20, 23, 31
15,23, 26, 55, 57
23,25, 49, 55, 56
31,49, 55

94

31,65

136, 146

173

146, 173

173

24,36

173, 190

146, 178

173

94

94

94

94

31

146
21,24, 31, 33, 35, 36,
41-43,58

24, 35,36

190
21,23,27,31,212
94

146

144, 178, 183
173, 183

173

174

143, 144, 146, 150
24,31, 33, 35, 36, 41, 43, 59
24,33,36,41, 44, 45, 47,
48, 49, 54, 57

15, 24, 35, 36

Ignatieva, Vera

Ikonomov, Nikola
Ikonomova, Manya
Ikonomova, Penka
Kabakchiev, Lyubomir
Kaloyanchev, Georgi
Kanev, Velko
Karamitev, Apostol
Kavardzhikova, Maria
Kirchev, Atanas
Kircheva, Olga
Kirkov, Vassil

Kirov, Geno

Kirov, Stefan
Kiselichki, Lyubomir
Kisimov, Konstantin
Kokanova, Nevena
Kostova, Radost
Kotsev, Konstantin
Lafazanov, Krastyo
Lambreva, Milka
Lolova, Tatyana
Mamalev, Georgi
Masalitinova, Tanya
Matev, Yordan
Mihaylov, Boris
Milanov, Asen
Minkova, Violeta
Mutafova, Stoyanka
Nedeva, Zlatina

Nikolova, Sultana
Novoselska, Maya
Ognyanov, Sava
Partzalev, Georgi
Pavlova, Mila
Penev, Vladimir
Petrova, Snezhina
Peykov, Petar
Popov, Neycho
Popova, Marta
Popova, Roza

Popova, Shenka
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15,25, 31, 33, 35, 36,
38-41, 54, 57
25,31, 87-88

36

25,36

94

146

173

94, 136

173
25,51, 54, 56
31, 54
15,20, 25, 31, 145
15, 25,27, 54, 57
25, 64, 162

94

31,66

136, 146

173

146

173, 190

25,38

146, 178

173

94

94

31

94

94

146

20, 25, 31, 33, 36,
41-43,58
25,35, 38

190

20, 25, 27, 31
146

94

173, 183

173

144, 178, 183
144, 146, 150
25,31,33,36,41,43, 44
19, 25, 33, 36, 41, 44-50,
53,55, 58
15,25, 34, 35, 38



Paguues, AHTOH
Capados, Kpsctbo
CnaBoBa, CnaBka
CuexunHna, Enena
Cramaros, [eopru
CroiiueBa, TeomopuHa

Tanes, Baentun
Tacesa, Upuna
Tacesa, Jlema
ToxmakuneB, ToH4O
Tpangadunos, Bnagumup
®uniy, Mixak
Xnebapoa, Mapust
Hampazos, Annapeit
Yepke3os, ﬁopuaﬂ
[lapankoBa, 305
[Honos, Haym
Sl6anmxue, Pauko
SneB, Mapun
SlnueBa, CBeTiiana

173
15,23, 31

94, 177

21,24, 33, 35, 36, 49, 50, 55
24,31
24,31, 33, 35, 36, 50, 52,
53, 54,57, 58,59

190

31

146

190

31

144, 185

24,36

94, 134

65

65

173,177

94, 118, 120

173

183

JAPAMATYP31

Bexkert, Camroen
Borocsn, Epux
Bpexr, bepront
Bynrakos, Muxauin
Bazos, Ban
Bacepman, Jleiin
Bumnescku, BeeBomon
I'uGcbH, Yunsam
T'oron, Hukomnaii B.
T'opku, Makcum
T'oun, Kapno
I'punnapuep, @pani
ne Bera, Jlome

ne CepBantec, Muren
JHo6porutonau, CaBa
b0 banzak, OHope

158, 159, 165, 172, 174, 177
176, 177

137, 138, 146, 174

159, 163, 191

20, 21, 22, 53, 146, 174

122, 133
136

130, 147, 159, 178, 187
121, 134, 172, 173, 175

Popyordanov, Petar (Chocho)

Radichev, Anton
Sarafov, Krastyo
Sharankova, Zoya
Shopov, Naum
Slavova, Slavka
Snezhina, Elena
Stamatov, Georgi
Stoycheva, Teodorina

Tanev, Valentin
Taseva, Irina
Tasseva, Leda
Tokmakchiev, Toncho
Trandafilov, Vladimir
Vachkov, Grigor
Valkanova, Radena
Vassilev — Zueka, Vassil
Vrangova, Reni
Yabandzhiev, Rachko
Yancheva, Svetlana
Yanev, Marin
Yordanova, Zorka
Zlatareva, Ekaterina

173
173

15,25, 31

66

176,177

94, 178

20, 25, 33, 35, 36, 50, 51, 54, 56
25,31
25,31, 33, 35, 36, 52-55,
57,58, 59

190

32

146

190

31

144, 146

173

179

173

94, 118, 120

183

173

31

25,36

PLAYWRIGHTS

Beckett, Samuel
Bogosyan, Eric
Brecht, Bertolt
Bulgakov, Mikhail
Chekhov, Anton P.

Cocteau, Jean

de Balzac, Honoré
de Cervantes, Miguel
de Musset, Alfred

158 de Vega, Lope
41  Dobroplodni, Sava
95  Diirrenmatt, Friedrich
174  Euripides
11,12, 146  Fadeev, Alexander
82  Figueiredo, Guillerme
212

172, 174, 177

176-178

137, 138, 147, 174, 193
162, 163, 191

130, 146, 160, 178, 179,
181-184, 187

194

82

174

172

95

11, 12, 147

136, 161

161

125

133

10 Mroce, Andpen
Mopenmat, @pugpux
EBpunun

XKapu, Andpen
XKortes, [1o06pu
3opuH, Jleonun
Ho6cen, Xenpux
HBanos, BceBonon
Unues, Koncrantux
Hoskos, Hopman
Honecko, Hoxen
HMopmanos, Hensiko

172
136, 159

158

177, 186

147, 148

136

42,76, 130

98,123, 122

138, 148, 159, 160, 161, 163, 172,
31, 183

158, 161, 164, 174, 177, 187,
138, 139, 148, 159

Kapacnasos, I'eopru 124
Kokro, XKau 194
Kocros, Credan JI. 22,26, 31, 65,76
Kypkuncku, Mapuyc (MBaiino CtosiHOB) 178, 179
MasixoBcku, Bragnmup 145, 146
Mepi, PoGep 133
Munsp, ApTEp 130, 136, 137, 172
MumnkoB, Maprapur 161, 165, 172
Monuep, XKan b. 10, 40, 80, 81, 82, 137,
178, 189

Mpoxek, CnaBoMup 174, 176, 177
Mytados, Koncrantun 22,24, 68
Mionep, Xaitnep 157, 158, 160, 161, 172, 184,
Hem, Puuapn 133
[Tamazos, bosir 183
Iletiues, UBan 133, 138, 140
[erpos, Banepu 138, 139, 140, 143, 146, 148,
149, 161

[unatsp, Xapong 172,177, 187, 189
ITymxun, Anexcanasp C. 134, 135
Pamnukos, Vlopﬂaﬂ 138, 139, 140, 141, 142, 148, 161,
172,182, 183

Panoes, Ban 115, 133, 138, 139, 148, 159
Paitues, ['eopru 31, 65, 85, 140
Pocran, Enmon 130
Pyces, Huxona 138, 139, 140, 148, 159
Canuncky, Adanacnit 133
CaexuH (Teoduios), san 133, 139, 140
Codoxb 79, 130
CrosiHOB, Pauo 31
Crpatues, CtaHuciaas 138, 148, 150, 161, 187
CrpamumMupoB, AHTOH 21, 140, 188
Crpunnbepr, ABrycr 76,77,79

Gibson, William
Gogol, Nikolai V.

Gorky, Maxim
Gozzi, Carlo
Grillparzer, Franz
Haritonov, E.
Harms, Daniel
Hikmet, Nazam
Hoffman, E. T.
Hristov, Kiril
Ibsen, Henrik
Iliev, Konstantin
Tonesco, Eugene

136
75,130, 147, 162, 179,
180, 181, 187

134

160

41

165

177, 188, 190

133

164, 165

23,50

42,76, 130

138, 149, 161, 163, 164, 172
160, 164, 165, 174,

177, 187

Ivanov, Vsevolod 98,122,123
Jarry, Alfred 177, 186, 188
Karaslavov, Georgi 124
Kostov, Stefan L. 23,31, 66, 76
Kurkinski, Marius (Ivaylo Stoyanov) 178,179
Leonid Zorin 136
Mayakovski, Vladimir 145, 146
Merle, Robert 134
Miller, Arthur 130, 136, 137,172
Minkov, Margarit 164, 165, 172
Moliere, Jean B. 10, 80, 178, 190
Mrozek, Slavomir 174,176
Miiller, Heiner 159, 160, 161, 184
Mutafov, Konstantin 23,25,70
Nash, Richard 133
Papazov, Boyan 183
Petrov, Valery 138, 139, 140, 143, 148, 149, 164
Peychev, Ivan 133, 138, 140
Pinter, Harold 172,177, 187, 189
Pushkin, Alexander S. 134, 135
Radichkov, Jordan 138, 140-142, 148, 164,
172,182, 183

Radoev, Ivan 68, 115, 134, 138, 140, 148, 161
Raichev, Georgi 31, 67, 85, 140
Rostan, Edmond 130
Rusev, Nikola 138, 139, 148, 161
Salinsky, Afanasii 133
Schiller, Friedrich 10, 41, 72, 81, 82, 130, 138
Schnitzler, Arthur 172, 186
Shaffer, Peter 162
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CyxoBo-KoOuun, Anekcananbp 146, 159
Tonopos, Iletko tO. 21,27, 140
Tomosa, Exarepuna 183
Yunsamce, Tenecu 137
®daneeB, Anekcauabp 125
Qurelipeny, ['nnepme 133
don Tvore, Moxar Bondranr 63
XapuToHoB, E. 165
Xapmc, lanniin 177, 188, 190
Xwukmet, Hazem 133
Xodman, E. T. 161, 164,
XpuctoB, Kupun 22,49

anes, Credan
Yexos, Anron I1.

[Tadsp, Tutsep
Ilexcnup, Yunsam

Ilepunan, Puuapn
unep, ®pugpux
HIxumep, Aptyp
IOxno, Mummma
SIBopos, Ileito K.

Abamxuesa, Jlnnns
AszapsH, Kpuxop
Annonos, Meroau
Bba6oukun, bopuc

Bbennem, Mowuc
Bornanos, boiiko
Buxsposa, Br3kpecus
T'oues, luMutsp
I'potic, JTroben
I'spaes, SBop
I'opoga, /lumutpuna
Hanwnen, Mcax

138, 139, 148, 158, 159
130, 146, 158, 178, 179,

180, 183, 187

162

63,78, 82, 83, 129, 130, 136, 137,
138, 147, 159, 162, 172, 174, 175, 181
82

10, 41, 72, 82, 130, 137

172, 186

174

22,23,172

PEXHncrorPn

180, 181

136, 159, 172, 177
132, 133, 142, 147
101, 113, 118, 123,
124, 125

94, 114, 136, 197

161, 164, 188, 190
161, 165, 192, 193, 194
138, 157, 160

132, 136, 137, 159, 193, 194, 198,
181, 184, 187

136

28, 65,77, 78, 82

Shakespeare, William

Sheridan, Richard
Sophocles
Stoyanov, Racho
Strashimirov, Anton
Stratiev, Stanislav

63,78, 81— 83, 129, 130,
136-138, 147, 161, 162, 172,
174,175, 181

82

79, 130

31

22,23, 140, 188

138, 148, 150, 163, 164, 188

Strindberg, August 76,77,79
Sukhovo-Kobilin, Alexander 147, 161
Svezhin, Ivan (Teofilov) 133, 139, 140
Todorov, Petko Yu. 23,27, 140
Tomova, Ekaterina 183

Tsanev, Stefan

138, 139, 149, 159, 161

Vazov, Ivan 20, 22,53,147,174
Vishnevsky, Vsevolod 122,133
von Goethe, Johann Wolfgang 63
Wasserman, Dale 138
Williams, Tennessee 138
Yavorov, Peyo K. 23,24, 127

Yordanov, Nedyalko
Yovkov, Jordan
Yukio, Mishima
Zhotev, Dobri

Abadzhieva, Liliya
Andonov, Metodi
Azaryan, Krikor
Babochkin, Boris
Beniesh, Mois
Bogdanov, Boyko
Chakrinov, Borislav
Daniel, Isak
Daniel, Leon
Danovski, Boyan

Dobchev, Ivan
Fol, Nikolay
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138, 139, 149, 162
29,30, 31, 182, 183, 194
174

147, 148

DIRECTORS

181
132, 133, 147

136, 161, 172,177

101, 113, 118, 123, 124, 125
64, 114, 136

47,164, 165, 188

174, 185, 186, 188

29, 66, 76, 81

78, 132-136, 147, 148, 161, 172
29,32, 77, 81-83, 94, 98, 107,
123, 125, 133

162, 163, 164, 172, 182, 183
29,77, 81, 82

Hanuen, Jleon
JanoBcku, bosiH

JoGues, VBan
WBanoscku, [TaBen
Kambapes, Crosn
Kupos, I'eno
Kucenos, Mnanen

Kypxuncku, Mapuyc (HBaiino CtossHOB)

JIrorikanos, Huxkomnaii
Mapxos, [Inamen

Macamurunos, Hukomnaii O.

Mupcku, Kpberbo

MuianenoBa, Maprapura
Mopdos, Anexcanabp

Mockos, Credan
Mockog, Tenu
Henesa, 3maTtuna

OrusiHoBa, HOmus
Octposcky, I'puma
IlanTenees, Ban
TTonsikos, Hukomaii
Cnacos, Kpacumup
Cranes, lBan

Croes, ['anuna
Crosos, Cariio
Copuamkues, Credan

TankoBcka, CHexxnHA
®on, Hukonait
IlanrkoB, Bumn
IlankoB, Xpucan
Iluxosa, Enena
Haxpunos, bopucnas
IIIxapoB, CrnaBu
IIImaxa, Hozed
[llonos, Acen
SxoBnes, Opwuii

132, 133, 134,136, 147,159, 172

28,31, 77, 82, 83, 94,
98, 107, 123,
125, 133, 199

160, 161, 163, 172, 182, 183

37,44, 51
161, 165, 187, 189
15, 23, 26, 55, 57

137,138, 143,147,159, 172

178, 179
94, 136, 137
160, 161, 172

28,29, 30,31, 67, 72,73, 74,
75, 86, 87, 88, 92, 96, 109

31,94, 118, 120, 129

160, 161, 172, 182, 183, 184

174,175, 179
161, 164, 191
165, 190, 191

21,24, 31,33, 35,36, 41, 42,

43,58, 199

132, 133, 174, 190
132, 139, 147, 149, 178
180

159

136, 137, 159, 172, 173
158, 161

174

132

94, 95,97, 113, 116, 118,

124, 130, 144, 145, 146
177,178

28,77, 82

132, 133, 138, 159, 162

28,31, 68,77,79, 80, 81

187

174, 185-187

136, 159, 162, 163
22,47, 50

132, 136, 138, 147, 159
28, 85

Gardev, Yavor
Gochev, Dimitar
Groys, Lyuben
Gyurova, Dimitrina
Ivanovski, Pavel
Kambarev, Stoyan
Kirov, Geno
Kisselov, Mladen

Kurkinski, Marius (Ivaylo Stoyanov)

Lyutskanov, Nikolay
Markov, Plamen

Massalitinov, Nikolay O.

Mirski, Krastyo

Mladenova, Margarita

Morfov, Aleksandar
Moskov, Stefan
Moskov, Tedi
Nedeva, Zlatina
Ognyanova, Yuliya
Ostrovski, Grisha
Panteleev, Ivan
Polyakov, Nikolay
Surchadzhiev, Stefan

Shkarov, Slavi
Smaha, Jozeph
Shopov, Assen
Spassov, Krasimir
Stanev, Ivan

Stoev, Galin
Stoyanov, Sasho
Tankovska, Snezhina
Tsankov, Hrisan
Tsankov, Vili
Tsikova, Elena
Viharova, Vazkresiya
Yakovlev, Yuri

215

181, 184

159, 140

132, 136, 137, 161, 194, 193
136

44,51

165, 187, 188, 189

15, 25,27, 54, 57
137-138, 143, 147, 161, 172
178, 179

94, 136, 137

163, 164, 172
28,29, 32, 69, 70, 73-76,
86, 87, 92, 96, 109
32,94, 120, 129, 188

162, 163, 164, 172, 182, 183, 184

174,175, 179

164, 165, 191

165, 190, 191

20,25, 31, 33, 36, 41-43, 58
132, 133, 174

130, 132, 139, 147, 149, 178
181

161

94, 95,97, 113, 116, 118,
124, 128, 145, 146

137, 162, 163

23,47, 51

132, 137, 138, 147, 161
136, 137, 161, 172, 173
160, 161

174

132

177, 178

28, 32, 70, 76, 77, 79, 80, 81
132, 133, 138, 161, 162

188

192-194

29, 85



IIPH/IO’KEHHE 2

ANNEX 2

TEATPAJIHH IOCTAHOBKH THEATRE PERFORMANCES
,,Aoena‘ 29,31  Above Graves without Crosses 23
,ATXUMUSI Ha CKPBOTA 158 4 Midsummer Night'‘s Dream 129, 130, 174, 175
»AMmaneyc” 162 Attempt to Fly 141
,,AHnturona CmbprHara“ 130 Albena 29, 31
»»DAJIKAHCKH CHHAPOM 160 Alchemy of Sorrow 160
,,bans® 145,146  Amadeus 162
»»bapabanynia‘ 133 An Attempt to Fly 141
,bur® 192,193 Androphoba 23
»»DIIATOPOIHUKBT” 80,81  Antigone the Mortal 130
,Bopucnap“ 21 Armored Train 14-69 122
,,bopsiHa” 30,31  As You Like It 82, 83
,.bocuiex 3a Jparuako* 160, 163 At the Food of the Vitosha Mountain 23,172
,,bOsTH MarecHuKBT 22 Bag Lady 176
,.BpoHupaH Biak 14-69 98,122,123 Balkan Syndrome 163
,.Byps 136  Basil for Draginko 163
,,Bypsara‘ 174 Bathhouse 145, 146
,,BBITapCKUAT Mozen 187  Belisarius 11
,,B ouaksane na I'ogo* 159 Borislav 22
,,B monure Ha Burtomra“ 21,172 Boryana 22, 30, 31
,.Bammup* 21 Boyan the Magician 23
,,Bapiascka menoaus” 136  Bride Boryana 22
,.Baca Xenesnosa — 1910 172,173 Chekhov-review 181
,,Benuzapuii 11 Commotion 141, 142, 148
,,BEITMKIEHCKO BUHO 148,172  Coriolanus 78, 81
,,Bunxenm Ten” 82  Covenant 44, 57
,.Bcsika eceHHa Beuep” 133 Creditors 82
,,By#iuo Banpo* 129,183 Cyrano de Bergerac 130
,,Boimeona mounr 174 Daddy Ubu 186-187
L, Jenanoro, uiau BeyHara OalkaHCKa KphuMa‘ 190 Daughter-in-law 124
,Jonmemanos” 76 Deer’s Kingdom 31, 85
LI pexbT 3narmn® 183 Don Karlos 130
LI pexbT Kynap* 183 Don Juan 178
,,JlaMara ¢ Ky4eHIeTo 178 ,179  Don Quixote 174
,,JlBaMa Ha JIFoJIKaTa‘ 136 Dragon’s Wedding 23
,,J|BaHaJIeCeT pa3srHEBEHU MbKe* 172 Drummer 133
216

,,JIBaHanecerTe crona‘“
»I3BH

,,JJoH XKyan*

»JloH Kapmnoc*

,,Jlor Kuxot*

»Alymu kbM B
»J/bpBeHHUIA"

LHAamo Kimme*
,,EBanrenne no Mares*
,,EJIEHOBO 11apcTBO”
,,Enu3aBera bam*
,»,EMUTpaHTu™
,,JKenntoa“

»JKepTBa Ha gpira‘

,, KHBOTBT — TOBa ca JBE KCHU
,»3aBpbIlaHe y goma*
,,.3aBeT"

»3uaapu

,»3MeroBa cBarba‘
,,MBaitmo*
»MIpoBu3anus
JctuackusT MBaitno*
,Aymna*

,,KakTo Bu ce xapeca”
,,Kanmun Openbt*
~-KBaprer

,,Koraro rpsm ynapu*
,Koraro po3ute TaHiyBar*
,,Kopern”

,,Kopuomnan*

»Kpai xoH

,.Kpan JIup*
,.Kpeauropn”

,,KbM npomnact®
,,Kbma

. KbIara Ha ceaxkure”
,,Jlazapuna‘“

JJlapmur 1933

JlHcuIaTa u rpo3aeTo’
,,JlopeHauo*

,.JIyna TpeBa*

,-JIF000BHH OyneBapau™
,,JII000BTa KBM TPHUTE MOPTOKaIa™
,Maiicropu”

146
165

178

130

174

183

146

22

178

31, 85
188, 190
176

181
161,164
159
187, 189
44,57
21,27
21

20, 21
148, 149
135

22
82, 83
88

184

22

139, 148
134

78, 82
159

130

82
21,22, 53
21

133
140, 148
113, 115, 118, 119,
122, 124, 125
133

172

183
139, 158
158

31

Dzun

Easter Wine
Elizaveta Bam
Emigrants

Every Autumn Evening
Fuenteovejuna
Golemanov

Gospel of Matthew
Hamlet

Homecoming

House

House of Shadows
Image and Likeness
Improvisations
Ivaylo

January

Judas

Kalin the Eagle

King John

King Lear

La Malade Imaginaire
La Ronde

Lazaritsa

Le Bourgeois gentilhomme
Leipzig 1933

Life — These Are Two Women
Little Mahogany

Little Tragedies
Long-suffering Genevieve
Lorenzaccio

Love Boulevards

Mad Grass

Marquis de Sade

Marriage

Masons

Masters

Mata Hari

Measure for Measure
Medea

Mihal the Mouseeater
Miracle

Moliere or The Cabal of the Hypocrites
Mother in Law

Much Ado About Nothing

217

165
148, 172
188, 190

176

133

95

31,76

178

136, 161, 162, 181

187, 189
23

133
140, 141, 172
148, 149
21,23
141, 148
22

88

161

130

81

186
141, 148
80

113, 114, 118, 119,

122, 124, 125
161

138
134, 135
10

172
139, 159
183

174

181
23,27
31

149, 162
174

161

11, 147
140
162, 163
22, 188
147, 161



,,MaiicTopbsT u Maprapura‘ 191  Mpystery Bouffe
,,Manku Tparequn’” 134,135  Nirvana
L, Mankusat Maxaroun* 138  Nora
,,Mapxkus n1p0 Can* 174 Odysseus Travels to Ithaca
,,Mara-Xapu‘ 148, 159  Odysseus ‘s Dream
,Menes* 158  Oh, Happy Days
,,Meuranoro* 190  Old Man Klime
,Mucrepus oyd* 146 Optimistic Tragedy
,,Muxan Mumkoen 10, 146  Overcoat
,,Muaza reapaus‘ 125 Phantasmagorii
,,MHUMUIT OOsIeH” 82  Philoctetes
,MHoroctpangansa ['enoBeBa“ 10 Quartet
,,MHOTO IITyM 32 HUIIO" 146,159  Romeo and Juliet
»,Mosuep uinu Ch3aKIsITUETO Ha JTUIeMepuTe 159,163  Romeo, Juliette and Petrol
»MBbxeMmpazka“ 22 Roots
,,Msipa 3a mspa“ 174 Sappho
,,Ha gpHOTO® 175 School for Scandal
,,Hazm 6e3kpecTHE rpodoBe* 21 Secrets
,Hesacta bopsHa“ 21 Sex, Drugs and Rock and Roll
L Huit? Jle“ 189  Sisyphus and Death
,,HupBana* 172 Slaveykovtsi
,,Hopa* 130  Some Can, Some Cannot
,,Hsilkou Morart, Jpyru — He 161  Song of Songs
,,0O, MaCTIUBH JHU 165,177  Starshel's Theatrical Performance
,,O0nmmaaneTo Ha Benepa® 147,148  Suede Jacket
,,O0pa3 1 nogodue™ 139,140,172 Tanya, Tanya
,,Onuceii mpTyBa 3a Uraka™ 148,160  Teresius the Blind from Oedipus Rex
,,OmnuT 3a neTene” 140  The Bald Soprano
,,ONTUMHICTHYHA Tpareaus” 133 The Badbug
,IleceH Ha rmecHuTe" 178  The Bulgarian model
I lneHHuK BT 0T Tpukepu* 22 The Death of a Salesman
JJIlremuBara nesuna‘ 187  The Death of Tarelkin
,,J1ox uroro* 21 The Dreaming Place
,,[loeThT u raHunHaTa™ 139 The Dressing of Venus
,,[loneT Hax KyKyBude THe3/10% 137 The Fox and the Grapes
I loCeIeHneTo Ha cTapaTa JaMa‘ 136  The Lady with the Puppy
,Ilocnennara ot Ha Cokpat™ 148,159  The Lower Depths
HJlocneaHusT 3amuc’ 177  The Sin Called Kuttsar
LH[pennoxenne. Carba. FOOmmen* 146 The Sin Called Zlatil
L[ IBpBHUTE 22 The Love for the Three Oranges
,,Panara Boiiex* 158,161  The Man Who Brought Rain
,,PeBm30p* 75,130, 147, 159, 187  The Master and Margarita
,,Peiic’ 148  The Watching Place or the Eternal Balkan Pub
,,PuMmcka Oams‘ 148, 150  The Old Lady's Visit
,,Puaap 111 138 The Old Warrior

218

149,

179,
164,
159,

130,
139,

176,

136,

147,

178,

146
172
130
163
184
165

23
133
180
165
160
184
137
148
134

41

82
133
178
134
188
165
178
145
148
188

79
187
144
188
137
147
190
148
133
179
174
183
183
160
133
191
190
136

23

,,POOCTBOTO Ha MBKETE"

,,Pomeo u XKynuera*

,,Pomeo, XKynuera u Ilerpon‘
,,Cako ot Bemyp*

,,CaJIeMCKUTE BEIUIN

,,Cado*

,»CBEKbpBa“

,,CeKc, HAPKOTHLIU B POKSHAPOT
,,Cu3ud u cMbpTTa‘

,»Cupano 1v0 bepxepax*
,,CKuTHHIA

,,Cl1aBeHKoBIH

,,CMbpTTa Ha Tapenkun*
,LCMBpTTa Ha THPIrOBCKUS IBTHUK "
,,CHaxa“

,,CTapusT BOHH

,,CTapueTo u cTpenara‘
,,CTBPILIEIIOB TeaTpaJeH CIIEKTaKbII
,»Cymaroxa‘

,,CBH B JIATHA HOIII"

13
130,137,139
148

148

130

41
21,187
176-178
133

130

176

188

146
136, 137
124

22

148

145

140, 141, 142, 148
129, 130, 174, 175

,,ChHAT Ha Onuceir* 184
.JTaian‘ 133
,.Taus, Tans* 187
,.,Jarko 0610 186, 187
,.Ipu cecTpu 129, 183
,» YIBPKUMUSAT BB3X0Z Ha ApTypo Xu‘ 146
., yaumara“ 190, 191
,, Y UWJIHIIE 32 CTUICTHU 82
»PaHTacMaropumn‘ 164, 165
L, dunoxrer 157, 160
,,dyente OBexyHa* 95
»Xamier 37,136, 159, 162, 181, 197
,,XOPOBOI* 186
,.Llenara* 136, 172
JYaiika“ 183, 184
,JdexoB peBro* 180
JHugoBnn® 146, 174
,HOBEKbT, KOUTO JIOHECE ABKI 133
~dynax” 133
dyno” 139
L uHen* 178, 180
SlHyapn* 140, 148

The Last Night of Socrates
The Krapp's Last Tape

A proposal. A wedding. Anniversary
The First

The Government Inspector
Roman Bath

Richard 111

The Old Man and the Arrow
The Poet and the Mountain
The Price

The Salem Witches

The Seagull

The Slavery of Men

The Sorrows of Young Werther
The Steady Rise of Arturo Hi
The Tempest

The Street

The True Ivaylo

The Trikeri Prisoner

The Twelve Chairs

75, 130,

147,

The Waiting Place or the Eternal Balkan Railway Station

Three Sisters

To the Abyss

Twelve Angry Men

Two for the Seesaw
Uncle Vanya

Miracuolus Night

Uncles

Under the Yoke

Vampire

Vassa Zheleznova — 1910
Victim of Duty

Waiting for Godot
Warsaw Melody

Us? So/No? Where?
When the Roses Dance
When the Thunder Strikes
Wilhelm Tell

Words to B

Young Guard

219

149, 161
177

146

22

162, 187
148, 150
138

148

139

136, 172
130

183, 184
13

147

147

174

190, 191
139

23

146

190

130, 183
22

172

136
130, 183
174
147, 174
22

23

172, 173
164, 165
161

136

189
139, 148
23

81, 82
183

125



IIPH/IO’KEHHE 3

TEATPH H TEATPAJIHH TPYIIH

,»Chiza u cmax®, 1892 — mbppBa cyOcuanpana aAbpkasa Tpyna.
Teatsp ,,Po3a ITonosa* (1897-1899).

Hpamaruuen tearsp — [Inosaus, 1903 (1942, nbpxkaseH)
Boarapcku HapozeH tearsp, 1904, 1907.

Jpamaruuen tearsp —Pyce, 1907 (1942, nppxaBeH)
Jpamaruues Tearsp — Buaun, 1910 (1952, nppxaBen)
Hpamaruues tearsp — byprac, 1919 (1945, nbprxaBen)
JHpamaruuen tearsp — [lepHuk, 1919 (1947, nbpxaBen)
Jpamaruues tearsp — Crapa 3aropa, 1919 (1954, nbpxaseH)
Jpamaruuno-kykieH tearsp — Lllymen, 1919 (1944, nbpxaBeH)
Jpamaruuen tearsp — biaaroesrpan, 1920 (1946, nbpxaBeH)
JpamaruueH Tearsp — Bapha, 1921 (1942, nbpxaBen)
JpamMaTH4IHO-KYKJIEH TeaThp — XackoBo, 1921 (1948, nbpxaBeH)
ITsryBam ,, Kamepen tearsp® (1921-1924).
JpamaruuHo-KkykieH Tearsp — [asapmkuk, 1922 (1969, nbp-
JKaBEH)

Tearsp Ctynus (1923-1924).

Jpamaruuen Tearsp — CnuseH, 1928 (1945, nbpxaBen)
JpamaruuHo-KyKieH Tearsp — Bpaua, 1938 (1947, okpbaxeH)
Jpamaruuen tearsp — HoOpuy, 1940 (1950, nbprxaBen)
JHpamaruuno-kykieH Tearsp — Cuictpa, 1942 (1946, nbprxaBeH)
Jpamaruuen tearsp — 'abpoBo, 1945 (1956, o6muHCcKy)
Haponen tearbp 3a miagexra, 1945 1. — o nuec
JpamaruuHo-KyKieH Tearsp — [neBen, 1946

Jpamaruuen tearsp — Pasrpag, 1947

Jpamaruuen tearsp — AImoo1, 1949

Tearsp Ha HapoaHaTa apmus, 1950

Jpamaruues tearsp — Aumurposrpan, 1952 (1953, nbprxaBen)

Jpamarnuen Tearsp — Krocrenau, 1952
JlpamarnuHO-My3HKaieH Tearbp — Benuko TepHOBO, 1952
(1956, nbpxaBeH)

Bypracka rpyna (1957-1959).

CarupuyeH Tearsp, 1957

ANNEX 3

THEATRES AND THEATRES COMPANIES

Salza i Smjah, 1892 — first state subsidized troupe.
Theatre Rosa Popova (1897-1899).

Drama Theatre — Plovdiv, 1903 (1942, state).

Bulgarian National Theatre, 1904, 1907.

Drama Theatre — Ruse, 1907 (1942, state).

Drama Theatre — Vidin, 1910 (1952, state).

Drama Theatre — Burgas, 1919 (1945, state).

Drama Theatre — Pernik, 1919 (1947, state).

Drama Theatre — Stara Zagora, 1919 (1954, state).

Drama and Puppet Theatre — Shumen, 1919 (1944, state).
Drama Theatre — Blagoevgrad, 1920 (1946, state).

Drama Theatre — Varna, 1921 (1942, state).

Drama and Puppet Theatre — Haskovo, 1921 (1948, state).
Traveling Chamber Theatre (1921-1924).

Drama and Puppet Theatre — Pazardzhik, 1922 (1969, state).
Studio Theatre (1923-1924).

Drama Theatre — Sliven, 1928 (1945, state).

Drama and Puppet Theatre — Vratsa, 1938 (1947, district).
Drama Theatre — Dobrich, 1940 (1950, state).

Drama and puppet theatre — Silistra, 1942 (1946, state).
Drama Theatre — Gabrovo, 1945 (1956, municipal).
National Theatre for Youth, 1945.

Drama and Puppet Theatre — Pleven, 1946.

Drama Theatre — Razgrad, 1947.

Drama Theatre — Yambol, 1949.

Theatre of the People’s Army, 1950.

Drama Theatre — Dimitrovgrad, 1952 (1953, state).
Drama Theatre — Kyustendil, 1952.

Drama and Musical theatre — Veliko Tarnovo, 1952 (1956, state).
Burgas Group (1957-1959).

Satirical theatre, 1957.

Drama and Puppet Theatre — Kardzhali, 1960.

Drama Theatre — Targovishte, 1960 (1961, state).
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Hpamarmano-kykieH Tearsp — Kepmkanm, 1960
Jpamaruuen Teatrsp — Teprosuiie, 1960 (1961, npxaBeH)
Hpamarmuen Tearsp — MoHTana, 1962

Tearsp 199, 1965

Tearsp Ha moe3usITa U ecTpangara, 1966

Tearsp ,,Chm3a u cmsx™, 1967

Tearsp ,,Codus‘, 1969

Hpamatmuen tearsp — Jloed, 1969

Tearsp .,/ Brxenne®, 1987-1991.

Tearsp ,,JQuanor, 1989 (Hos tearsp HAK, 2015 — no auec).

Tearpanna padorunuuna ,,Chymaro, 1989 .
ExcnepumenTanna tearpanna ctyaus ,,Enncasera bam”,
1989-1994, 1997.

Manbk rpafcku Tearsp ,,3a kanama®, 1990

Tearsp ,,JJa Ctpana” (1991-1997).

Tearsp ,,Kpeno*, 1992

Hog teatsp HAK, 2015.

Drama Theatre — Montana, 1962.

Theatre 199, 1965.

Theatre of Poetry and Pop Music, 1966.
Theatre Salza i smjah, 1967.

Theatre Sofia, 1969.

Drama Theatre — Lovech, 1969.

Theatre Dvijenie, 1987-1991.

Theatre Dialog, 1989.

Theatre workshop Sfumato, 1989.
Experimental theatre studio Elizaveta Bam, 1989-1994, 1997.
Small City Theatre Zad Kanala, 1990.

Theatre La Strada, 1991-1997.

Kredo Theatre, 1992.

New Theatre National Palace of Culture, 2015.
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34 ABTOPA

Hpod. a-p Moana Cnacosa-/{uxoBa ¢ TeaTpoBes B VIHCTHTYTA 3a M3ceBaHe Ha u3KycTBaTa — BAH. 3amu-
TaBa JOKTOpcka aucepranus B Cankr-IlerepOyprekus Abp:kaBeH HHCTUTYT 3a TeaTbp, My3HKa M KMHEMAaTorpa-
¢us (1992), a mo-kvcHoO crienmaiuzupa B Oxcdopa, BenmukoOpuranus u B XodaHICKHUS HHCTUTYT 32 aKaJIeMU-
Hu u3cneasanus. Ot 2022 e qupextop Ha MHCTUTYT 3a u3cnensane Ha u3kycrBara — BAH. Ot 2013 . 1o 2021 e
HayueH cekperap Ha BAH — HampaBiieHre XyMaHUTapHU U 00IIECTBEHN HAYKH.

ABTOp € Ha KHUTHUTE ,,3a JIBE aKTOPCKH ch3Be3nusa’ (2004); ,,Menmomena 3an xxens3Hara 3aBeca’. Yact 1.
Haponen tearsp: xanonu u cenpotusH (2015); ,,Mcropust Ha Obarapckus tearsp, T. [V: Beiarapckust tearsp
MEXIy IBET¢ CBETOBHU BOHHHU Ha XX Bek* (B konekTus, 2011); (mocieqauTe aBe MOHOTpadum ca OTIIMUEHH C
Harpajara ,,lkap“ 3a Hall-1oObp KPUTUUECKH TEKCT OT THJIUATA Ha TeaTpoBenuTe U apamaryp3ute — Cbro3 Ha
apructute B benrapus); bearapckusar XX Bek B U3KycTBara U KynaTypara (B Koiektus, 2019), ,, AKTbOPBT U Ta-
merTa‘“ (B Konektus, 2020). Mima peaniia CTyIMU ¥ CTaTUH 3a Te€aTbp, MyOJNKYBaHU B CIIEIIUANN3UPAHH SHIIN-
KJIoNIeInu U pedeprpanu MepHoIUYHH U3JaHus Y Hac U B Uy)XOuHa. JIeKTop B penuiia yHUBEPCUTETH, PHKOBO-
JUTEN U KOOPAMHATOP Ha HAYYHM IPOEKTH Y HAC U B Uy>KOHHa.

BJ/IATOJAPHOCTH

ABTOpPBT U3Ka3Ba OJIAarOAAPHOCT 32 YaCTHYHATa (PMHAHCOBA MOJIKPena Ha MUHHUCTEPCTBO Ha 00pa30BaHUETO
u Haykara ,,DOH]] Hay4HH U3CIIEeABAaHUS , IPOEKT ,, KHHOKYNTYypa, N3KyCTBa M HAIMOHATIHU 00pa3u B brirapus.
®opmupaHe Ha 00IIecTBEHaTa 3HAYUMOCT Ha (puiiMoBaTa KyATypa B IIeprHoJa MEX/Ty IBETE€ CBETOBHH BOWHH
(KHO.BI), norosop KII-06-H60/6/16.11.21; na MuHucTepcku chBeT, HaronanHa HayyHa nporpama ,,Pas-
BHUTHE U yTBHPKIaBaHe Ha Obpnrapuctukara B uyxOuna” (HHII benrapuctuka), norosop PMC Ne 205/7.04.20;
Ha EBpomneiickus cpro3, EBponeiicku cormanen ¢ouna, EBponeiicku GoHI 32 pernoHalHO Pa3BUTHE, HPOCKT
BG16RFPR002-1.014-0011 ,,YcToitunBo pa3Butue Ha LleHTHp 3a BbpX0oBU mocTwkeHus ,,Hacnencrtso bI'* nmo
IpoleaypaTa 3a OTIIycKaHe Ha 0e3Bb3Me31Ha (PHHAHCOBA IIOMOIL ,, YCTOWYIHMBO Pa3BUTHE HA LIEHTPOBE 33 BHPXO-
BU IOCTHKCHHUS M IEHTPOBE 32 KOMIIETEHTHOCT, BKIIFOYUTENHO CIeNU(UIHU HHOPACTPYKTYPH HIIH TEXHH aco-
nuanuy ot Hanmonanuara mbTHa KapTa 3a HayyHa nHppactpykrypa“, BGI6RFPR002-1.014.
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