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SUMMARIES

TEADITION ANDY CHANGE DUKING
THE &ll-x

Wazsil Stefanoy

The dividing line betaeen the 5005 and the
fil=gs of the XX comtary  for Bulganan
thesire was nef a formal one standing
between two decades, but & penod when
amportant changes slasted. Thess chinges
went o i\ fwo matually Bkl deections,
In the second half of the 30-e5_ ahen yousg
directors - gradusied from the Higher
Theatre Institute established carlier -
started o enker the thealne svsiem, the
regogralion of the so called “direcior's
theatre” started. The director having passed
through specific professionel training
bewamo enlilled 1o be the suthor of the
theatrical performanee. A1 st this created
woime lension in R relations bebasen aclors
aned directors; but just at ike bordorline
betvwoen the two decades these relabons
wers considerably harmonized and becamne
the prerequisite For the :Il ranee of

ormances, which were distinguashed

their angiral dircclos’s n'.u'n::rpm aned
Bigh mastery of setory’ inlesprelations
The pew, more active and wider creative
funcison of directing slimulated aristic
qiacats. In the changed almosphere a natural
resiglanes arose againal the dogmatic
interpretation of realism (including socisl
realism). Elements of convention moreass
ngh' penciraled the stage practice, young
directors decisively gave up the sesibetic
al photogm credibality. In the £0-cs the
process of reappraizal of the views of
realisit . domunating in the previous decade,
gave rezh crop in the work of & dozen young
direclors, who used convenlion as the main
weapen for reviving  Bulganan theatsical
it in this pefiod

SOMETHING MORE ABODUT
THE TERM
FLHITHCAL THEATEE

Viedela Delicva

The arecle 15 part of & langer study carmed
aul witken the iFmeoork of BS% - CEL,
CGirand Holder Mo, 50% 1540, dewoted to the
CauSes icling the desth of the political
iheaine The rescarch masal on ke concepl
FDMH.‘-H theatre" ix anahvaod from the pemi
of: 1) historcgmphic tesdition and

2} theory of thestrcal arl. .ﬂ.mmdlng,lu e
tradition of histogicgraghic literature the
term of “poliical 1beatre™ s delined b
means of l]::u.rlplmn and analysis of the
works and sctivites of figises, consderod
1o be “authors” of political theatre. The
analvsx onds with the comcbosion that in
thax iradsizon the term funcioms as a
“dictionary” of differenl “declininanes”,

which Baven'l bess wpdated sance the T
ex [ ik theoreticed studies ol “political
thealro” the “drsagroements™ are moee than
the agreemenis wpon iis delisation. lrespec-
tive of the methodological differences in
most studies the fom romams wathin gane
bdarred lintita — an the sermiotic pamdigm it
i fied umed at all, but the analyses from the
posm of view ol the “theme and “maicsial®
quite relativize it. Therefore, farther in the
article the texm of “political theatre™ s not
defined within the frumework of *a prion”
contemplatod “ars pocia” ol the theaire.
Earl Ercam the posnl of view ol the necessty
for “political theatre™ in the comtex) ol ils
nppeararee during the 20=ps and 30=cs. 1=
appeafanee ix studsed 1), as part of the
“resinicbed ﬁﬂiu-n-:r" of the avani-gardo
and 2). &% & necessily Tor defining the
ﬂuqma interrelations between the field™
of thenirical art and the remaiming “fickds”,

buildieg ﬂummnnmna]m\mrrml
(Boundsew). [t “authors” and

are Erwin Pisksior, Berfoll Brecht a
muthoes of the Huull.n Fenlre lnl:ﬂ-gu.rdu.
Thee amalyns ends with the conclusion that
the coneept “political thealee™ asa
resislt of 1), the imtentson 1o nfluence
mwwhnm-ﬂmmum
e politics] practice, rin

progect for politeal and m& ':hnngv: and
2). as o result of an madivated
redisction in the bws, ﬂp:r.ll.ln,g_mlh: fizld
of art (the theatre) and i the “ficlds = of
cootmy -'rdmm’rnt hl‘-rm1h¢hwa

r:guhunp, the political £

BULGARIAN COMEDY IN THE
BALEAN CONTACT ZURE
OF THE COMICAL

Romeo Popiliev

Some basic texts of Bulganam comsdic-
raphy such ss “Civilizatios missderstood™
¥ [ Moinikov, “Mother-in-lnw™ by A,

Strashimirov and *(Hlice-Seekers” by [

Varov ame compared by leokmg for the

mmibanties and dilferences betwesn thein

ared the comedies of 5t L. Kostow - in the
princples ol the comical, in ils comlinaity
and divegenes, i ke #ilineds towands the
fereugn asd the natianal (ihe native), in
accomimadating oneself (o the suthontes,

efc. The mlerrelations apd indluences s

wall as ibe development of ihe above

atiifudes and themes in the comedies of

Stefam L. Kosbov, Bramslay Mufit, Yon

Karadple and =some othor Balken aulbarns

Trvm the periad betwezn the bave world wars

are examaned aflerward. Tho ctermal theme

ol Ban Giama in iix Balkan contexi m tremed

az well l;v: “Em Ciapyn™ and A Teip

rawnd ke “ by Eranislay Mufid ).

Ubviously the Ballans - &5 a conlacl zonc

of vanous culiumal mesialises -~ lhvowns

ihe presence of all kinds of conlrasts,
surprises, a varicly ol travestes and, of
ooune, conbsueia laaghter.

THE THEATRE ICONOGRAFHY AND
THE ACTOR'S [MAGE

Joanea Spassove-Dhkovs

The text mims al estabisshing the acientific
cosmistency of the iconographic approach
in the fezld of theatre hastory and pariculaly
in acling. Basie lasks aie to define the very
of “theatre iconography™ and o
met'h.- the historic devekopment of This
relatively mew sistgezl. The main thess is
hat the theatre-iconcgmphical approach
quie adequale for studyn
as far as there 15 & greal relevance befween
ﬂu:- h and the object of studying. In
thee light of the communicatem theones the
theatneal progess, fls resceding and sbody-
ing are presemied as o whole intennedial
shaan in which is accomplished the lrans-
codification of twao basic sinecbuie Fafming
features of the aclor’s inia g
phacality and 1hn|r$:-ﬂily.u§h= ohject of
studying are two specific cases ol theatn-
ality al the ienographic images in the
abode” caneahses by Alkexander Borhimovy,
paanted mn the Gra hali’ of the XX gy
and the iconographicalay of the aciors'
|m |n 1he infalilarian sfage sonograe
php:a ol the party leader, presented i
performances of the National Theatre
during the first tava decades afler ihe Second
Was, The chosce of these examples
is nod sccidenial. Im the Oirst case the -
manent theatnicality of the cancature as a
pictonal genre aad icanographic evidence
15 wought. [\ the second example the poss-
hility Tor exireme iconographicality ol the
lor’s image on the stage IEI.I'ﬂ]jEliﬂ. Uhvers
atlempling % prove thal the B
gi.ph} cam be net only & eollecton of visaal
meemls of 0 scienlific approsch, bul a
specilic method of creating the stage image.

BULGARLAN MATIOMAL REVIVAL
DRAMA - READIMNG WITH A VIEW
TOITS PARATEXTLUIAL ELEMENTS

Mikalsi Yordanoy

The artsele is asm altemp to find o the
typologienl chumcteristics of Hhe Bl.lfmm
Matscmal Fevival theatrs texts by analyzing
their paralexival clenwnts: prelaces, filles,
dedimations, definitions of fype'genre, lists
of chameiers, mames of composation units,
epilogues, Epolnotes and olber accompanyy-
img manilexls of the aulbor, The theonstcal
veew' @it Which the study is based is thal in
the drama 1here are oo discursive pnn-
ciples of comstruslion — &a and stage
duroctioms, bul asound them these s o mar-
genal gone, where the sccompanying ele-
mernls are armanged - , which in &
specilic and indirect way promote the
buildmg up ol the feional werld, The
surface discursive stnscture sulomatically
reconds the norme and chebiz - the pam-
texls are analvzed as “unconscious me-
miony” for the tkesirical code ol the Kevival

c :

'II::=J1 dAual gover of the revival plays
clearly shows the pricrity of Ltersture over
Htage. The Revival drama concenbmics the



magns of idenfifeation and legitimization
around the publication of the book. We
can claim thai the name af the auther fromn
the Buigarian Mational Eevival period,
similandy to the prefbces and dedications,
becomes “albenated™ from the texl system,
nfﬁmgmﬂ:eﬂulm_pjmm
than bo ihe et of ds . The murthecrs
weem o desing o “write” theat mames sl
ﬁﬁ:ﬂmﬂm mc:.mhﬂdumnf Ilhmmrf.
ng ane™ name mie the eooyx
of Eerwtere s identifeed with writing this
name imie the history of the nation,
The hypothesis for & stage realizabion
remains &y @ wah i some of the dedia-
tiens, bul @ not merusted otherwiss in the
bkt Theero are ma nofes {insirctions) (o
the actogs, thers is pol the least attzmpt 1o
give W?Hmmﬂﬁuhm
mu']:ntl.bun. r roles. suthiors
liferary texts — boiween
lh-: 'n'.n.ll #mdnmmrmm ita
sluge rﬂlmnﬂ there is still & cultural
Vacuum.
By analyzing the names in the, lists af
characiers gnd the compesiticn units the
Revival theatrical noties can crystallize;
the drama is consdered & speciache, in
widnch the charcters perform certain achs,;
it Bearats forth dusing their a il
the stage - this natien dominate
Bulgaran drama wniil the end of the 30X

cemiury.

The parabexts in the Bulgarmn Revival
plays show an enlightening and classscist
maodel of dramatic wriking, upon which
sentimenta] and romantic influences

= an psest, which
memwwmm.:fh of vasices
dramatic practices th the trazafoe-

mations al the Balkan The awa-
reness of cresting national literature,
berwever, disciplines the differences and
imposes ndividually, This process de-
wermnes 1o a conmderable extend c

terology of what we call “Bulgaran
dramatuegy”. The h:a-mm;u to pet out
of it by manifesting “modernity™ weakens
it, but they cannot pevoke i1 completely
s hasic armamgements asd notiona.

WHERE DOES THE HOREZOM
POINT TN

Ekcra Visdova

The wery creation of madern puppel
theatre containg the gesbare af
The theatre is “forced out of* its ritasl
commiiment and primitive cnterrining
sam and ig within the limms of an
&5 3 way of self-expression.
E'ulgm.l.n m:dﬂ'n puppet theatre (19227
almost sinulianeous.
?iihﬂwqmﬂﬂlm-'lﬂ'ﬂﬂﬂfl
b moderm puppef theatre in Bulgenia

wrises throughs the higle cultaml cxplosion
of the show "'We are called 1o life™ 1924,
which clears ol spase fof its moge un-
traditionsl existence. In s lster life the
ey ﬂ}uﬂ!-lhuﬁmmﬂ{u

'l'l-'ﬂﬂlll collects paris
ppd%ﬁﬂiﬂﬂgﬂ:ﬂuﬁ

amwm in ander i baild up the per-
ipf aned “new”, The chain of
traditicn iz broken off by cullural ex-
plosiors b be poinsed n, & be e
rupbed, agmin beoken off and pevived,

EURIFIDES AS A SCENOGEAPHER
Waisdl Rokomamoy

Ewnripides mirodoced into “MMedea™ Deus
£x, machins &5 a winged dregon's chariot.
The God ia identificd as the Sea of the
Gireat Goddesy Maolber of 1he Thracian-
P s il e
mm%mmm A v of
nian myFetes presents
the deseribed chaniot, Dion entered
oE a
WerE pef-
wrﬂu:-ul
Eﬂm’ﬁl‘lﬂw on acart, shapens
phafius op w3 hiefogam
mﬂmﬂnﬂ}LEJMI'ﬂ;e!m [0
S0 is portrayed the tmage
demiarge n techng, ﬁmﬁﬂn: ﬁr
ritwally ilreagh a machine - an ides
coaifirned by Aristotle in his view of Ood
a5 an elennal statia foeoe.
The maching for stage flight b5 called
geranos, which means crane (bird) and
cmne (machire). The cranes weno atfored
a8 & sacnfice on Semoibrsce and were
swered for Demeter; they were present in
the pled of geranomahia - o fight Between

prgmies and cranes, conneated with

or lochnologeal coliumes:. they wene
birds of Apolo ard Hermes, they Peowght
the cunei i with their Qooks,

whah relates them to the Medras. The
mhummmm'n;pmmlu
with the scales - a metaphor
]:".':;t analyzed sncred o
' * s B8 A AT —
. The heroine is an embodSernent
Mﬂmpﬂm[pﬂpmu},l:ﬂtumt
a perfoct charscier in the sense of
lh-: pulll I, ale B imdicated fo be
"I"h:'l:r_l,'uvq'rtD:ul machima is
m:rmruﬂ infantsede ia interpreted as
sncriliee o o vase painting on an Apa-
lean vase, m which & snake-legged god

on a charod is giving a torch to the sao-
rifbeed boy amd i h andther torch
for Meden. Fiee is life asdior the way fo

ancther life. The event replaces the von-
flict fromn the mvth im order 1o acheave a
catharsis, coded ambigacusly; heden

peaches it ag mysterial enfousiasmos -
in time, plece and action The
Moirs falls upon Jason, who s on hisown
1F the chanod takes MEDEA TO Dionysos
Junior, it means hierogamaa for ber, i
which ghe will be queen and wafe Lo the
l and king of the theatre, the climax af
3 o thee: palis i agon of
dramaa. The fact im she fext she calls
the god “father of my Eather™ confinms that
hi ia iz meant,
The |r|.ljﬂm1tll.|:h.ul|;rh:'urm-l=_wuﬂ
rn.lchim-l:-mngﬂﬁh‘j'. danece is unity
iseli’ - the scbon and the material Emage
of Deas ex mschina are coded and under-
wicesd i befiase anity, The chanot hes come
wﬁ-"hmp:.phfl’rmnmjﬂmluﬂduﬂ
codes, having ritusl-m bobogical and
poetical ie. agenal influence simulis-
neauslty — place, time and action are
of in imagea, many af which are
machines. The profane and sicncd damen-
mona of tene, place apd sefion up to s
mﬂuﬁdhﬁuﬂﬁm

time, place and action inte funeton-
:n:’ga:nl socarding to the myih, sociem,
space and ritaality and ae soon az they
crosd each otber i the postics of a per-
formanee, in which the myth is the plot
aned the action i= not @ moal. Thas itlﬂ'ﬂ:
key lo a posstble imaginary travel in
theatrcal place uﬁm w3 a5 as
catharsss. The winged deagen’s chanof
eaused non-profane happening - agonal
anify “orgam: convenbon®™,
From the pml'l.rru exislerce and the mal-
mytbological place-lime-sction of ihe

Som, the mymikems time-sckion Brose,
in which & mo herain 3
romn mehans on behald of the g

her. The nal condaties that

the vietim should come alone, and the

theatre should I!I'rIE:;:nt the “mﬁ“ﬁ
passio Ehos a i ooder

:Imhnrm il the mh pimerved,

Thst iz & upity of time, place and maleral
structures of tho achon — Erﬁm

mumljnmrgmmﬁ ripides af the

as theatrs, not mual, The

chariat is an mﬂrpundn!‘l: henc-charsster

Eath im huﬂlﬂﬂmpﬂf&m. The

change invelves sencgraphy as ant.



