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don’t want to go into detail about 
our collaborative fieldwork, but I’d 
rather point out his singing voice 
and his great sense of humour. To 
complete the portrayal of his ar-
tistic nature richly endowed with 
talent, I’d mention his talent as a 
painter.

Emmanuel Moutafov showed an 
affinity and abilities for interdis-
ciplinary research as early as his 
thesis at the National Lyceum for 
Ancient Languages and Cultures 
published in a book in 1987, Pa-
gan Elements in the Cult and Ico-
nography of the Holy Prophet Eli-
jah. Completing his studies at the 
University of Athens, Emmanuel 
was very knowledgeable about 
his doctoral thesis on handwrit-
ten hermeneiai in Greek. Bulgaria 
now has no better versed expert 
in the painter’s manuals, in their 
specifics and interplays and the 
painting terms. His book Europe-
anisation on paper. Writings on 
painting in Greek language of the 
first half of the eighteenth century 
(2001) became a rarity. The same 
is true of the book he was behind, 

The best years of one’s life, as 
over-50s would tell you, years 
of maturity and wisdom coming 
with age.

I have known Emmanuel for a 
long time now. I met him first at 
a conference where he delivered 
a sensational at the time paper 
on Hristofor Žefarović. Soon af-
ter, he joined our Institute to fit 
immediately into the small group 
of art researchers on the Nation al 
Revival Period. We have travelled 
since then literally thousands of 
kilometres together doing field-
work on projects initiated and 
led, more often than not, by him. I 

EMMANUEL MOUTAFOV TURNS 50!
Ivanka Gergova
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er of the Institute of Art Studies. It 
takes special skills to be director 
of an institute within BAS in hard 
times and he showed he had the 
expertise to cope with the task.

Emmanuel,
May you enjoy good health, en-

ergy, great success and support 
by your colleagues!

Greek Icon-painters in Bulgaria af-
ter 1453 (2008), where he is both 
the author and the translator into 
Greek. These books are rarities 
not only because of their limited 
edition but also because they are 
in high demand, popular and cited 
both here and abroad. Emmanuel 
has a flair for extremely rare and 
interesting subjects in the field of 
iconography and epigraphy allow-
ing him to make major contribu-
tions to science.

His organizational skills entirely 
changed the physiognomy of the 
Art Readings mounted by the In-
stitute: they evolved into major 
annual academic events, draw-
ing researchers from across the 
Balkans and West Europe and ul-
timately strengthening the Insti-
tute’s international standing. Ow-
ing to his drive, perseverance and 
proficiency, Emmanuel Moutafov 
succeeded in mounting and lead-
ing to a successful European fund-
ing two major international pro-
jects: BYZART and Corpora of Pre-
modern Christian Orthodox Mural 
Painting, initiated by the Institute 
of Art Studies, BAS in collabora-
tion with the Serbian Academy of 
Sciences and Arts, the Romanian 
Academy and the Albanian Acade-
my of Sciences..

A man of many talents, Emanuel 
proved to be a successful manag-
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starred a number of celebrities 
featuring Marius Petipa as Con-
rad; choreographer Jules Perrot as 
the Pasha and E. Friedberg as Me-
dora[1]. In 1863, the ballet’s most 
significant staging occurred, when 
Petipa completely reworked it for 
the Mariinsky. In 1868 the score 
acquired a substantial amount 
of additional music: the scene Le 
Jardin Animé (The Enchanted Gar-
den) to the music of Leo Delibes 
and in 1899, Waltz and Adagio by 
Riccardo Drigo. The most impor-
tant of the Moscow stagings was 
the version by Alexander Gorsky 
(Bolshoi, 1912) that expanded the 
work into three acts and seven 
scenes, acquiring additional mu-
sic by Cesare Pugni, Rubinstein, 
Goldmark, Grieg, Dvořák, Delibes, 
Chopin, Tchaikovsky.

The earliest libretto featured 
a beauty, Medora kidnapped by 
the corsairs with the pirate lead-
er Conrad falling in love with her. 
Her former owner, slave trader 
Lankendem steals her back and 

Le Corsaire (The Pirate), loose-
ly based on the story of Lord By-
ron’s epic poem The Corsair, first 
presented by the Ballet of the 
Académie Royale de Musique, Par-
is in 1856 and originally choreo-
graphed by Joseph Mazilier to the 
music of Adolphe Adam, is a ballet 
in three acts and five scenes. The 
production was revised in 1867 by 
the same staging team and a new 
scene was interpolated, Pas de 
Fleurs to the music of Leo Delibes.

It was first staged in Russia for 
the Imperial Ballet of St. Peters-
burg by Jules Perrot after Mazilier 
in 1858 with Petipa contributing a 
Pas d’Esclave with music by Prince 
Peter von Oldenburg. The staging 

“LE CORSAIRE” SHINING AT SOFIA OPERA 
HOUSE
Anelia Yaneva
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a touching manner to later form 
two couples of lovers: Medora 
with Conrad; Gulnare with Birban-
to (in some versions Gulnare falls 
in love with Conrad’s slave Ali and 
is freed by her lord). That is how 
two couples in love end up on an 
inhabited island.

The earliest production of Le 
Corsaire in this country was pre-
miered in Varna, in a version 
staged by the Yordanovs, Galina 
and Stefan, who studied in Rus-
sia. Perhaps the idea the compet-
itors at the International Ballet 
Competition, established in 1964, 
to perform entire parts of staged 
classical ballets in the third round 
was behind that premiere in Var-

sells her into the Pasha’s harem. 
Conrad and his men appear in the 
palace disguised as monks. After a 
lot of dances and misunderstand-
ings Conrad re-abducts Medo-
ra, the couple escapes only to be 
shipwrecked and find themselves 
happy and alone on an uninhabit-
ed island.

Along with the main characters, 
there are supporting ones such as 
Conrad’s slave Ali (whose variation 
in Act II is one of the best male 
variations performed at almost 
all ballet competitions), Conrad’s 
friend Birbanto; Medora’s friend 
Gulnare, abducted and kept at the 
Pasha’s harem long before Me-
dora. The two girls meet in quite 
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stopped, everybody frozen to the 
spot and in the dim light they dance 
their first duet together as though 
in their minds. Then the Pasha 
leads Medora away. The next act 
is also entirely driven by Medora 
and Conrad’s will to be together 
again. Conrad dances with her in 
his dream in the scene Le Jardin 
Animé (in the third scene)[4] and 
that is how he decides to enter the 
palace and rescue his beloved girl. 
The two girls swap their outfits[5]: 
Gulnare dons Medora’s clothes to 
put the Pasha and his men off the 
scent. Such inventions make Eldar 
Aliev’s version reminiscent of the 
romantic masterpieces, driven by 
love dreams.

na held on 24 March 1968. That 
was the reason why the Yordano-
vs took to building the full gamut 
of classical ballets, including Le 
Corsaire.

In Eldar Aliev’s version for the 
premiere of Le Corsaire on 24 
November 2017, Sofia Opera 
House[2], the ballet was reduced 
to two acts (5 scenes) with some 
of the characters featured in the 
initial versions scrapped[3]. The 
attention is focused on the enam-
oured couple of Medora and Con-
rad alone: they first meet on the 
slave market of all places, where 
she is sold into the Pasha’s har-
em. A wonderful directorial device 
is used here: time seems to have 
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pure lines and a worked-out rela-
tionship. It is not by chance either 
that they are making international 
careers: recently, they danced The 
Nutcracker in Moscow and days af-
ter the premiere of Le Corsaire in 
Sofia, they left for the opening in 
Saratov, Russia of the fifth edition 
of the Stars of World Ballet Inter-
national Festival where they per-
formed the leading roles in The 
Sleeping Beauty.

Tsetso Ivanov and Katerina 
Petrova make an unbelievably 

The ballet is very difficult to 
support, as it requires striking 
male performers and a good male 
group in the scenes of the cor-
sairs, involving a fairly good fe-
male corps de ballet (in Le Jardin 
Animé) as well as very good solo-
ists.

Congratulations for the three 
permanent casts for the leading 
roles of Medora and Conrad:

Nikola Hadzhitanev and Marta 
Petkova make a very stable couple 
with their immaculate technique, 
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na Petrova danced in the first two 
performances the supporting but 
very difficult in terms of technici-
ty role of Gulnare, where she was 
flawless.

I’d like to broach the comic ap-
pearances and with his own mi-
nor choreographic theme too, of 
the Pasha, performed by Trifon 
Mitev/Rosen Kanev/Kiril Ivanov, 
all the three being excellent clas-
sical dancers gradually switching 
to character repertoire.

A special admiration for the 
well-rehearsed ensemble scenes 
Le Jardin Animé (in the third scene), 
Grand Pas de Trois des Odalisques 
(in the forth scene, in the harem), 
the dances of the corsairs in the 

beautiful couple. Tsetso Ivanov 
has the air of a prince of the blood 
with his long limbs, elegant poses 
and pure positions. Katerina Pet-
rova renders each of her move-
ments spiritual though her efforts 
to control them are discernible in 
the technical moments. Yet, when 
Tsetso Ivanov and Katerina Petro-
va look at each other, audiences 
are sure that there will be a hap-
py ending to the tale. The stage of 
Sofia Opera House has not seen 
such an exquisite and spiritual 
couple for quite a while now.

Emil Yordanov and Boryana 
Petrova, the third cast are less 
stable. They were, in all likeli-
hood, under-rehearsed, as Borya-
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impressive.
The production should have 

not been that spectacular with-
out the colourful and attractive 
sets and costumes by designers 
Galina Solovyova and Semyon 
Pastukh[7]. Owing to the Artistic 
Director of the ballet, Sara-No-
ra Krysteva, with the staging of 
Le Corsaire the whole gamut of 
classical ballet masterpieces was 
covered by the bill of Sofia Opera 
House: Giselle, La Bayadère, Swan 
Lake, The Sleeping Beauty, La Syl-
phide, Don Quixote, The Nutcracker, 
productions that deservedly won 
the Sofia Ballet company its inter-
national reputation.

[1] Cf. Энциклопедия 
„Балет”. Москва, Советская 

fifth scene.[6] The corps de bal-
let of Sofia Opera House has not 
shown such brilliance for a long 
time now: uncluttered lines and 
awe-inspiring uniformity.

This revised version features 
the most spectacular moments of 
Petipa’s original choreography: Le 
Jardin Animé, the slave/trader Pas 
de Deux, the Grand Pas de Trois 
des Odalisques, Medora’s final 
Pas de Deux with Conrad (who 
performs also the variation tradi-
tionally ascribed to his slave Ali). 
The rest of the scenes were cho-
reographed by Eldar Aliev: tech-
nically, very complicated, striking 
and polyphonically developed. In 
this regard, the fifth scene and the 
dances of the corsairs were really 
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terim Dean at the Boston Ballet 
Center for Dance Education; Artis-
tic Director of Ballet Internation-
ale—Indianapolis. Presently, Bal-
let Master in Chief of the Primor-
sky Stage of the Mariinsky Thea-
tre, Vladivostok.

[3]E.g. Conrad’s friends Birban-
to and the slave Ali as well as the 
scene of the kidnapping of Medo-
ra by the corsairs and her second 
kidnapping by her previous own-
er, slave trader Lankedem.

[4] In the earliest version of the 
libretto, Le Jardin Animé was per-
formed in the Pasha’s harem as a 
divertissement.

[5] Reminiscent of the swapping 
clothes in the opera The Marriage 

энциклопедия, ed. Ю. 
Григорович, 1981, p. 623

[2] Eldar Aliev is a Principal 
Dancer with the Mariinsky, St. Pe-
tersburg; he gave new life to Gu-
sev’s Le Corsaire for the Mariinsky 
Ballet. Guest teacher and coach at 
the Hungarian National Ballet, the 
Royal Swedish Ballet, The National 
Ballet of Canada, Ballet of Spain, 
the Universal Ballet of Korea, Hong 
Kong Ballet, The National Ballet 
of China, Beijing Dance Academy, 
Shanghai Dance Academy, Guang-
zhou Ballet, Guest Speaker at the 
Ballet Talks series at Harvard Uni-
versity, Visiting Artistic Advisor for 
Cincinnati Ballet, Ballet Master at 
Boston Ballet and his role as In-
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of Figaro.
[6] Répétiteurs: Masha Ilieva, 

Yasen Valchanov, Milena Sime-
onova, Ivanka Kasabova, Dilyana 
Nikiforova.

[7] These were the designers 
of Les Sylphides, the Grand Pas 
from Paquita, the shadows in La 
Bayadère (1987) and La Sylphide 
(1988) of Sofia Opera House and 
the opera Pietro il Grande staged 
in Plovdiv in 1984.
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Carmen is very popular in Bulgar-
ia being staged in a total of 35 ver-
sions, 11 of which in Sofia. The new 
rendition by Acad. Plamen Kartaloff 
was premiered on 3 November 2017 
at Sofia Opera House. The company 
is scheduled to tour Japan in 2018 
performing his version.

As early as the Overture[2] the 
performance focuses on the love 
triangle between Carmen, José and 
Micaëla. A collective character of the 
Three Fates has been invented and 
performed by ballet soloists[3], bind-
ing the trio together by invisible ties 
or rather ropes. The tacit presence 
of the Three Fates is of paramount 
importance to the entire feeling of 
the production. The Fates would 
pop up in critical to the three char-
acters moments entangling them in 

The premiere of the opera Car-
men, based on the novel by Prosper 
Mérimée (librettists: Henri Meilhac 
and Ludovic Halévy)[1] was a fail-
ure in Paris. Soon after the com-
poser died and could not see the 
great success it made in Vienna in 
an arrangement by Ernest Guiraud, 
a former fellow student of his, in 
whose version the spoken dialogue 
was substituted with sung recita-
tives, compiling the second of the 
two suites from Bizet’s L’Arlésienne. 
This new version was shown in Paris 
eight years later achieving the suc-
cess which it had enjoyed ever since 
across the opera houses over the 
world.

A NEW RENDITION OF CARMEN AT SOFIA 
OPERA HOUSE
Stavri Angelov

MUSIC THEATRE



 19

opposition to José, which did not tell 
in the production and, to some ex-
tent, robbed the murder in the fina-
le of its underlying rationale.

The characters of Escamillo, Dan-
caïre, Remendado, Frasquita and 
Mercédès along with Moralés and 
Zuniga in Kartaloff’s interpretation 
are just a segment in the bigger pic-
ture created by the commenting 
chorus. In this reading the dividing 
line is between the protagonist––
Carmen, José, Micaëla, actively per-
forming within a circle––and the 
quite more static members of the 
chorus commenting the action and 
the Fates.

The set design by Miodrag Tabački 
[6] includes a drum revolve towering 
on the stage (where only the protag-
onists are performing[7]), surround-
ed by three stands for the chorus 
commenting the unfolding action).
[8]

Typically recently of Kartaloff’s 

their ropes. They are there again in 
the final duet right before the mur-
der despite the fact that their dram-
aturgical role has not been devel-
oped convincingly enough.

An interesting directorial solution 
is the insertion of a ballet scene be-
tween the third and fourth acts. The 
scene depicts Carmen’s Soul being a 
ballet interpretation of her murder 
with the participation of the Fates.

In fact, in Kartaloff’s rendition Car-
men is depicted in three hypostases: 
mostly a singing Carmen, but also a 
rowdy Carmen fighting at the facto-
ry performed by a ballerina[4], as 
well as Carmen’s Soul performed by 
principal ballerina Katerina Petrova.
[5]

Unfortunately, Kartaloff treats Es-
camillo as a minor character thus 
depriving the narration of the sec-
ond love triangle. Still, the compos-
er and the librettists have devised 
categorical enough Escamillo as an 
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though in the first part they were 
too loud for the audience to hear 
the singers properly. Fortunately, it 
was settled after the interval.

The conflict between the charac-
ters mounted in Hristiyana Mihale-
va-Zorbalieva’s costumes: brighter 
colours evincing no particular na-
tionality in the attire of Carmen, Don 
José and Micaëla; black and gold in 
the costumes of the masked mem-
bers of the chorus; gold for Escamil-
lo; sumptuous ballet costumes with 
long trains successfully working in 
Antoaneta Alexieva’s choreography.

Internationally acclaimed mez-
zo-soprano Nadia Krasteva is one 
of the performers of Carmen in the 
production.[12] She is not just bril-
liant when singing, but also an ac-

productions, the protagonists would 
not die but rather seem to pass into 
another dimension. The same holds 
true for Carmen. The use of a rose 
and the main character becoming 
engrossed in it was especially spec-
tacular for she seems to become a 
rose herself, or her soul sinks in the 
flower.[9]

I’d like to underscore the softness 
of the sound and a special plasticity 
of the phrases achieved by the or-
chestra[10]. The detailed work with 
the orchestra told in its perfect fu-
sion of the rest of the production’s 
components. I admire the changes 
made by Keitaro Harada in the or-
chestral seating plan by moving the 
group of the French horns to the 
right with the rest of the brass[11], 
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overestimate his abilities. The gen-
eral impression though is of a per-
fectly thought-over, well-rehearsed 
and performed role.

In my opinion, Veselin Mihaylov 
as Escamillo was not convincing 
enough as a participant in the action 
due maybe to the directorial con-
cept of his non-participation in the 
central circle, but also, to his uncon-
vincing vocal presence in the perfor-
mance.

Micaëla built a delicate and inno-
cent girl, spiritually strong enough 
though to venture to look for Don 
José at first in the barracks, then in 
the tavern and finally, in the smug-
glers’ den. Tsvetana Bandalovska 
was arresting in her role and I think 

complished actress. She builds a 
restless Carmen, with her own sense 
of the developments, leaving her in 
the position of a lonely and unap-
preciated girl, who, though, stands 
up for her own rights. Her plasticity 
in the performance especially of the 
Habanera and the Seguidilla was re-
markable.

Sanja Anastasia has also been in-
vited by Kartaloff for the role of Car-
men.[13] Gergana Rusekova sings 
Carmen in the third cast.[14]

Kostadin Andreev, perhaps the 
best tenor presently in the company 
of Sofia Opera House, built a mar-
vellous character of the enamoured 
Don José. There were passages in the 
First Act, where Andreev seemed to 



 
 22

[2] I watched the third perfor-
mance on 5 November.

[3] Rosen Kanev, Kiril Ivanov, Mat-
thew Whittle.

[4] Choreographed by Svetlin Ive-
linov

[5] Choreographed by Antoaneta 
Alexieva, who worked with the sing-
ers, the chorus, choreographed the 
Soul, the Bohemian Dance, the danc-
es with Escamillo.

[6] It is not the first time that Kar-
taloff collaborates with Miodrag 
Tabački.

[7] Except for Escamillo.
[8] This image of s circle symbol-

ising the doom of the protagonists 
would, more often than not, occur 
in Kartaloff’s productions, e.g. in the 
finale of Turandot it is a revolving cir-
cle where the Chinese princess sees 

that she built her character quite 
convincingly.

The rest of the characters––
Remendado, Dancaïre, Zuniga, 
Moralés, Mercédès and Frasquita––
though minor were performed by 
good enough soloists and the de-
tailed directorial and mise-en-scène 
work with them did tell.

The performance of the chorus 
under chorus master Violeta Dim-
itrova were tonally pure, thick and 
hugely impactive.[15] The general 
impression created by the new pro-
duction of Carmen is of a conceptu-
ally built performance sending out 
clearly and spectacularly articulated 
messages.

[1] The French duo Meilhac and 
Halévy wrote also operetta libretti 
for Offenbach.
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Opera House under the same direc-
tor and choreographer.

[13] Serbian mezzo-soprano San-
ja Anastasia studied at the Universi-
ty of Music and Performing Arts in 
Graz and Vienna, Austria; prizewin-
ner at several international singing 
competitions; guest appearances 
at the most popular opera houses; 
soloist with famous orchestras; she 
performs the title role in Carmen at 
the National Theatre, Sarajevo as 
well.

[14] Gergana Rusekova is known 
for her role as Kundry (Parsifal by 
Wagner). She took part in a num-
ber of masterclasses and studied at 
Duquesne University in Pittsburgh; 
winner of various prizes at prestig-
ious competitions.

[15] The chorus was not onstage 
in the fourth act, but sang offstage 
in their main role of commenting 
events unfolding elsewhere.

Liu..
[9] The rose is a symbol significant 

to the entire production. Carmen 
brings it with her first appearance 
onstage. Then she leaves it upright 
in the circle until the finale, when 
she takes it again. I think that intro-
ducing this symbol, Kartaloff could 
have played with it in the rest of the 
episodes rather than in the begin-
ning and the finale of the operatic 
narration alone.

[10] Born in Tokyo, Japan, Keita-
ro Harada attended the Interlochen 
Arts Academy and Mercer Universi-
ty in Macon, Georgia; a student of 
Lorin Maazel and Fabio Luisi; pres-
ently, works mostly in the USA.

[11] Such Bulgarian conductors as 
Vladi Simeonov and Rositsa Batalo-
va have made such changes in Bul-
garia, but they were never made a 
common practice in this country.

[12] A decade and a half ago she 
debuted as Carmen at Stara Zagora 
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dismantling of the red star from 
its steeple, the crowds, etc., but 
he had also captured the faces 
of renowned figures of the past. 
Starting his career in the 1970s, 
photographs by Ivan Grigorov are 
a time machine of a kind: flash-
backs of a childhood or youth to 
the whirlwind of the transitional 
period to the present. He himself 
observed humbly:

‘ A small retrospective vantage 
point of the last not that few years 
as captured by my camera.’[i]

The pictures were authentically 
b & w, not popularly digitised, tak-
en on roll films, and shown unpro-
cessed.

‘I never converted colour photo-
graphs to b & w as is in vogue at 
the moment because they were not 
in demand until 1995. A few maga-
zines published colour photos. Be-
sides, I had to carry the heavy Pen-
tacon, because they wanted slides 
for 6 х 6.’[ii]

Simply recounted from practi-
cal experience. This uncluttered 
technique though called to mind 
one of the best aspects of pho-

Making no fuss or launching pro-
motion campaigns, the Looking into 
the Times exhibition by photogra-
pher Ivan Grigorov opened doors 
on 10 November 2017 at the Club 
Gallery of Photojournalists (in the 
underpass towards the Council of 
Ministers). One hundred pictures 
were put on display, taken in the 
last four or so decades. November 
10th 1989 was not just another day 
as it marked a dividing line when it 
comes both to journalism and the 
Bulgarian society as a whole and 
the photographer threw a bridge 
of images across it. Many of the 
exhibited photographs had cap-
tured moments relating to that 
day: the arson attack on the Com-
munist Party Headquarters; the 

PHOTOGRAPHS AS DOCUMENTS
Iosif Astrukov

SCREEN ARTS
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we rapidly started shooting with the 
camera (I was assisting). I took the 
camera and started taking pictures. 
Then opening the camera, I saw I 
had not put a roll film… I could have 
taken unique photos.’[iii]

Ivan Grigorov completed his 
studies in Journalism from the Uni-
versity of Sofia in 1975 to contrib-
ute for Pogled weekly until 1995.

‘My first published photo was in 
Start weekly: Stefan Pavlov – Fify’s 
shot, which secured a 1-0 win for 
Levski vs. CCKA. The ball was not 
seen. I left the photo at the reception 
desk and there it was published on 
the next day. Next to it was a photo 

tography: its pure authenticity as 
a document. What we saw on Ivan 
Grigorov’s pictures was reality as 
it was. Well composed, uncho-
reographed, non-verbose, they 
showed life as it used to be. Peo-
ple in their everyday clothes and 
problems, the streets, buildings 
and cars of the past and of course 
the oddities of that time:

‘A curious thing was the instal-
lation of the second reactor at Ko-
zloduy NPP. Nobody was aware of 
the developments. We just went to 
take pictures of the plant and all of 
a sudden, we saw the reactor core 
being mounted. Upon seeing this, 
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tially, light on the past years what 
they used to be. Or until the ex-
hibition runs, i.e. until the end of 
November.

[i] https://impressio.dir.bg/
photography/ivan-grigorov-shot-
landskiya-boets-na-balgarska-
ta-fotozhurnalistika (13.10.2017)

[ii] ibid.
[iii] ibid.
[iv] ibid.
[v] ibid.

by Skrinski, picturing the goalkeeper 
plunging and the ball nestled in the 
net. It was in November 1971. They 
hired me in Pogled in the summer 
of 1977, I contributed some mate-
rial and the Editor-in-chief, Yasen 
Antov said: ‘You’re hired‘. We’d trav-
el abroad without per diem allow-
ances or covered travel expenses. 
We had tickets from Balkan Airlines. 
Sometimes we managed to arrange 
to stay overnight. That was how I 
visited a lot of places.’[iv]

The age… the time… our life at 
that time. Words would more of-
ten than not sound absurdly, yet 
the captured documentary imag-
es can’t lie. His accounts just add 
to the bigger picture given by the 
images on his photographs:

‘The arson attack on the Commu-
nist Party Headquarters and the 
circus burnt to the ground. Half of 
my roll films were confiscated then 
and given back two years later. I 
succeeded in hiding the rest away. 
Just one picture of those events was 
published despite the ban in Pogled 
of all the press. The editor-in-chief 
was taken to task for publishing the 
photograph.’[v]

I often think that the stories go-
ing away with this generation is 
a grave loss of memory though it 
covers only a subjective, personal 
viewpoint but human too. Looking 
into the Times sheds, at least par-
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Organization and Allegro Ballet 
School from Haskovo were wor-
thy rivals. The audience enjoyed 
the performance of four Stara 
Zagora-based dance schools: Fairy 
Ballet School, DS Caribe, Caprice 
Jazz Ballet and Magic Wings. The 
kids from Era Ballet led by Kreme-
na Shopova and Musical Theatre 
led by Nikolay Serafimov were 
the most impressive among the 
participants from Plovdiv. Stylish, 
pretty musical, but also sensibly 
rich in content were the dances of 
Tinity Ballet, Star Children and Star 
Rainbow from Varna. Keran Kosta-
dinov and Neda Teneva from Tin-
ity Ballet won their awards owing 
to their stylish and technically ex-
cellent performance in the field of 
contemporary choreography with 
interesting acrobatic lifts and sup-
ported balances, presented taste-
fully and without accentuating 
their technical skills. They have 
achieved a very good symbiosis 
making impressive duets. A group 
from Varna-based Father Paisius 
primary school also competed, 
while Sliven, Svilengrad, Kazanluk, 
Razgrad, Pazardjik and Mezdra 

The twelfth edition of Bulgaria 
Dancing competition was held in 
the town of Dimitrovgrad, attract-
ing non-professional and profes-
sional ballet schools alike such 
as the National School of Dance 
Art, Sofia; the National School of 
Arts, Ruse; the National School 
of Music and Performing Arts, 
Burgas. Students of a total of 29 
ballet and dance institutions and 
groups from across Bulgaria took 
part in it. The hosts presented a 
performance by two groups, Gal-
axico Dance Centre and AM Dance 
school of contemporary dance, 
dedicated to the seventieth anni-
versary of the city, which received 
a Special Mention for staging. Tan-
gra Dancesport Club, Tangra Dance 

BULGARIA DANCING IN DIMITROVGRAD
Anelia Yaneva

MUSIC
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folk dances and elements of hip-
hop occurred in many of the com-
peting contemporary choreogra-
phies.

It is, of course, impossible to 
compare the kids from the profes-
sional schools training on a daily 
basis with those from the private, 
municipal or community centres’ 
groups, who are coached once or 
twice a week. Yet, there was some-
thing really admirable onstage 
about the enthusiasm and devot-
edness of the latter. Besides, the 
prize fund allowed for encour-
aging even the smallest achieve-
ment. Moreover, the students at 
the National School of Dance Art, 
Sofia are unrivalled in the field 
of classical dances, but when it 
comes to contemporary choreog-
raphy they more often than not 
do not equal the more technical-

participated with one dance 
school per city. Unfortunately, 
there were confusions about the 
same names: Gracia Ballet School, 
Gorna Oriahovitsa and Gracia 
Ballet & Dance Centre, Kazanluk. 
Even several national institutions 
from Sofia joined the competition: 
the National School of Dance Art, 
Sofia; Masha Ilieva Ballet School; 
Biser Ballet & Dance School.

According to the regulations, 
participants were divided into 
four age groups: aged under 7, 
aged under 10, aged under 13 and 
aged under 18. Several categories 
were covered: classical dances, 
character dances, and contem-
porary dances. Bulgarian tradi-
tional dances and street dances 
were not included, but there were 
many productions featuring con-
temporary versions of Bulgarian 
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sole competition in this country 
not charging a participation fee 
and funded almost entirely by the 
municipality of Dimitrovgrad. The 
Ministry of Culture also provided 
funding for the event, which is of 
paramount importance.

ly skilled performance of the rest 
of the contestants. Generally, the 
competition allowed the partic-
ipation of sports, contortion and 
acrobatic schools whose effects 
were compelling, but at times the 
backbends, cartwheels and splits 
woven into the choreographic ma-
terial had a sense of déjà vu.

Apart from the traditional first, 
second and third prizes, the prize 
fund had also nine grants for one-
year training or three grants per 
category: classical dances, char-
acter dances, and contemporary 
dances. It would be beneficial, of 
course, if the grants were extend-
ed to involve not only the fourth 
age group, bust also at leas the 
third age group. More prizes were 
awarded such as books and cer-
tificates and the youngest partic-
ipant received an enormous cake.

Bulgaria Dancing is possibly the 
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Here is how Raina Kabaivanska 
saw her role as cited by Rozalia Bix: 
‘Everything in this woman should be ‘a 
notch above’ the usual and the expect-
ed, and strewn with all possible nuanc-
es of her character too. Because Floria 
Tosca is a woman, of course, but she is 
first of all a diva, i.e. life to her is and 
will always be a stage. Tosca’s role has 
an aposematic coloration, making her 
conspicuous from everywhere. And it 
is this ‘a notch above’ that poses the 
biggest challenge of taste and aesthet-
ic sense to a singer. How much ‘above’ 
and where should it tell not in general, 
but in this particular character?’[2]

I am not sure that these words 
have led Alexandrina Pendatchans-
ka in her concept of this role. In an 
interview for the Bulgarian National 
Radio, she said that in her childhood 
she witnessed her mother’s detailed 
work on this role with conductor Mi-
hail Angelov. It was he who inspired 
her to include Tosca in her reper-
toire. And it was Sofia Opera House’s 
production she opted for to appear 

Based on Victorien Sardou’s 1887 
French-language dramatic play, La 
Tosca, the opera Tosca by Giacomo 
Puccini pictures the political strife 
between the Royalists and Repub-
licans, affecting the life of painter 
Cavaradossi and diva Floria Tosca.
[1] The very idea the title role of an 
operatic diva to be performed by 
an operatic diva is not that easy to 
bring to life, as it seems on the face 
of it. It is worthy of reminding that 
three of the six of the most celebrat-
ed singers of Tosca were Bulgarians: 
Raina Kabaivanska, Ghena Dimitro-
va, Anna Tomowa-Sintow.

Sofia Opera House’s Tosca starring 
Alexandrina Pendatchanska and 
Kamen Chanev
Stavri Angelov

MUSIC THEATRE
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thinking twice, when the latter was 
behind her. Then she hurriedly and 
chaotically rummaged the room for 
Scarpia’s letter, feverishly running 
away.

Alexandrina Pendatchanska’s vo-
cal presence was impressive too. 
Her detailed wok on each tone in 
an attempt to find the best nuanc-
es did tell. An especially striking mo-
ment was her performance of the 
aria ‘Vissi d’arte’ (I lived for art) in 
Act 2. She began with a barely au-
dible pianissimo to give free rein in 
the second part both to her singing 
and emotions, conveying шгеп to 
the audience, to end in a soft‘Why?’, 
receiving lengthy and well deserved 
applause.

Kamen Chanev[3] and Pen-
datchanska ideally matched in To-
sca. He is a more frequent guest 
soloist at Sofia Opera House. Artis-
tically, I was impressed by how con-
vincingly Chanev interacted with all 
his partners on the stage, especial-
ly in Act 2. In the beginning, when 
Scarpia questioned him, his barely 

as Floria Tosca for the first time.
Music lovers were eagerly look-

ing forward to her debut as Tosca. 
Her vocal teacher was her mother, 
the internationally acclaimed sopra-
no Valerie Popova; at the age of 19 
she won the Antonín Dvořák Sing-
ing Competition, the International 
Vocal Competition in Bilbao and the 
UNISA singing competition in Pre-
toria. Her vast vocal range brought 
her to a repertoire including more 
than 60 roles, from early to contem-
porary music. She has appeared on 
the stages of Berlin Staatsoper The-
ater an der Wien, Vienna Staatsop-
er, Toronto, Theater an der Wien, 
Santa Fe, Tokyo, Bolshoi, etc., col-
laborating with many directors un-
der the baton of such conductors 
as Riccardo Chailly, Charles Dutoit, 
Ádám Fischer, René Jacobs, Vladimir 
Jurowski among many others.

The spectators who packed Sofia 
Opera House to capacity didn’t feel 
chagrined. Her performance exuded 
confidence, her play was convincing, 
without overdoing her part. Her ges-
ticulation and the wealth of her by-
play were precisely measured and 
relevant to the storm of Tosca’s wide 
gamut of feelings. Especially captur-
ing was the last scene between Tos-
ca and Scarpia. With well measured 
uncertainty Pendatchanska’s Tosca 
groped for the knife on the table to 
stab the Baron in the chest without 
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terness to find a way to her heart us-
ing promises and extortion. It costs 
him his life.

The exclusive participation of the 
two celebrities lent wings to Peter 
Buchkov (Angelotti), Ilia Iliev (the 
Sacristan), Nikolay Pavlov (Spolet-
ta), Alexander Georgiev (Sciarrone), 
Dimiter Stanchev (the Jailer) and Jo-
anna Kouleva (the Shepherd Boy), 
who made their best to equal the 
world class of the soloists.

Unfortunately, the same does not 
hold true for the performance of the 
Chorus of Sofia Boys. They acted 
very well in the scene with the Sac-
ristan, but it was impossible to hear 
what they sang.

Plamen Kartaloff’s rendition of 
Tosca excels in detailed work on 
the mise-en-scènes, where musical 
dramaturgy is the leading princi-
ple. An enormous cross and its pro-
jection onto the stage occupy the 
central place in the solution to the 
set design. It serves as a wall of the 
Church of. Sant’ Andrea della Valle, 
where Cavaradossi paints. The cross 
acts as the ceiling of Scarpia’s apart-
ments in the Palazzo Farnese. In the 
end it becomes the battlements of 
the Castel Sant’Angelo, from where 
Tosca throws herself into the Tiber. 
Such an ambiguous symbolism in 
playing with the set is no novelty 
for Acad. Plamen Kartaloff’s stag-
ings. This time again it produces a 

veiled self-restraint was discernible 
culminating in the aria following the 
cry ‘Vittoria!’.

In Act 3 Chanev, building his char-
acter, also stroke the right note in 
several instances. First of all it was 
the aria-lament. He demonstrated 
how nuanced may a singer’s voice 
sound in the higher range. His emo-
tions in the aria evolved from hidden 
sadness to deep anguish to gave 
place to bright tones, crystal sound 
and optimistic brilliance of his vocal 
range with Tosca’s appearance.

In their scenes together, Chanev 
and Pendatchanska made a formi-
dable duet, vocally and artistically, 
working out every detail of the mise-
en-scènes: the couple was excellent-
ly prepared for the performance.

Biser Georgiev as Baron Scarpia, 
the malevolent Chief of Police, 
equalled guest soloists’ excellence 
in performance and stage presence. 
He was a cool-headed investigator 
in Act 1, when he questions Tosca 
about whether or not she knows 
something about Angelotti, lusting 
after her, trying with increasing bit-
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miana Karakostova, Miglena Tzeno-
va-Nusheva, Emilia Zhunich. Bulgar-
ian Musical Theatre. Operas, ballets, 
operettas, musicals 1890–2010. Re-
views. Critical articles. Comments. 
S., Gaia Libris, 2015, p. 87

[3] Kamen Chanev studied singing 
at the National Academy of Music, 
Sofia and subsequently at the Ac-
cademia Musicale in Rome. He de-
buted at Vienna Staatsoper with Des 
Grieux in Puccini’s Manon Lescaut. 
He performs regularly at Rome, 
Berlin, Munich, Montreal, Washing-
ton, Bolshoi, etc., under the baton 
of such internationally acclaimed 
conductors as Riccardo Muti, Lorin 
Maazel, Jurowski among many oth-
ers. He performs the main tenor 
roles in operas by Verdi, Puccini, Bi-
zet, Mozart.

profound effect. The proscenium is 
used for the supporting cast: police 
officers who are after Angelotti; the 
procession leading Cavaradossi to 
his execution; Scarpia’s henchmen, 
chasing Tosca in the end of Act 3.

The orchestra of Sofia Opera 
House under the baton of Grigor Pa-
likarov was accompanying with pre-
cision and relevant dynamic power. 
Music lovers shall forever remem-
ber the pianissimo of Tosca’s aria in 
Act 2. Palikarov did his best for the 
emotional charge of the orchestra 
to correspond to that of the singers. 
I think that this production may well 
be deemed to be a showpiece for a 
precise accompaniment.

May this production and Pen-
datchanska’s first taking on the title 
role add yet another star role to her 
repertoire and have many perfor-
mances of Tosca across the world!

[1] Puccini wrote to his publisher: 
‘I see in this Tosca the opera I need, 
with no overblown proportions, no 
elaborate spectacle, nor will it call for 
the usual excessive amount of music’.

[2] Bix, Rozalia, Anelia Yaneva, Ru-
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ing to become biologists and fas-
cinated by nature, the two would 
come again and again back to the 
wetland to take pictures. The kids 
share with the spectators their 
impressions of the diversity of the 
natural world inhabiting the Chok-
liovo Swamp. Then a prosperous 
developer visits the village plan-
ning to drain the swamp to build 
a hotel in its stead. The two girls 
meet his son, who comes with his 
father and the workers to see the 
future construction site. The boy 
complains of mosquito bites all 
the time and boasts his father’s 
clout, unaware of the rich diver-
sity of fauna and flora the place 
is blessed with. To bring him to 
reason, a Fairy comes along and 
turns him into a bat that has to 
prevent his father from construct-
ing to be turned back into a hu-
man. As a bat, he gets acquainted 
with the inhabitants of the swamp 
and is fond of their life. When ex-
cavators arrive, a tornado forms 
and strikes out of the blue: the 

The children’s Margaritki Opera 
and Ballet Studio, Stara Zagora 
Opera House, showed in Sofia the 
musical A Summer in a Swamp. Bi-
ologists Nia Toshkova and Violeta 
Zhelyazkova, Institute of Biodiver-
sity and Ecosystem Research, BAS, 
are behind the idea of the produc-
tion seeking to focus the atten-
tion on one of Bulgaria’s natural 
sights, the Chokliovo Swamp with-
in the Baikal Nature Reserve near 
the city of Radomir.

The story unfolds during the 
summer holidays spent by two 
girls in the village of Baikal, located 
near the Chokliovo Swamp. Will-

A VISITING MUSICAL FOR KIDS PERFORMED 
BY KIDS AT BULGARIAN ARMY THEATRE
Stavri Angelov

MUSIC THEATRE
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Congratulations for Radost 
Mladenova-Arabagjieva, the mu-
sical’s director and choreographer 
and leader of the Ballet School of 
the Studio, for her work with the 
children of various ages and dif-
ferent actorly tasks. The dances 
were impeccably synchronised. 
The choreographer has succeed-
ed in rendering the inhabitants 
of the swamp varying plasticity 
and dance characteristics. She 
has done good work impressing 
with the well-used stage space in 
the dances. I’d, however, strongly 
advise elaborating more precise-
ly the links between the mise-en-
scène and the action, but then 
again, it rather can be blamed on 
the director.

Some of the directorial faults 
stem from Maya Dulgucheva’s 
libretto. There are some undevel-
oped subplots. The boy-turned-
bat says he is enraptured by the 
enamoured couple of egrets and 
wants to tell one of the two girls 
the same words, but it is unclear 
to whom of them and he never ut-
ters the words. One of the turtles 

boy-turned-bat’s trick to stop the 
machines. The swamp is rescued 
and the bat is turned back into a 
boy.

The production impresses with 
its topical message and good chil-
dren’s performance. The coaches 
of Margaritki (Daisies) Opera and 
Ballet Studio should be commend-
ed for their motivation and their 
work with these gifted kids. The 
efforts of the staging team were 
crowned by a strictly built and 
smoothly flowing performance. 
The young performers show keen 
desire and love for playing.

Traditionally, apart from 
speech, the musical includes a lot 
of dancing and singing, but also 
the use of multimedia. As early 
as the opening scene, the animals 
inhabiting the wetland are shown 
on a screen while the two girls are 
telling the stories of the Red Data 
Book species in Bulgaria. Simulta-
neously, children playing the roles 
of the same animals are dancing 
and singing onstage.
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the songs, deserves praise for the 
diversity of the musical charac-
teristics of the animals, while the 
protagonists, the two girls and the 
boy, have been robbed of musi-
cal individuality. The solo perfor-
mance of the boy is just one lul-
laby completely irrelevant to his 
character. The arrangements of 
the songs by Nikolay Tsolov are 
richly and variedly orchestrated. 
He has also composed the instru-
mental music, which is accom-
panying some of the dances and 
most of the speaking episodes.

Praiseworthy is also the work 
done by vocal teacher Zornitsa 
Zheliazkova: the natural voice 
placement should be added to 
the children’s pure intoning. The 
contribution by the teacher in act-
ing technique, Denitsa Yanak-
ieva is also evident. The studio 
recordings were made by Yovko 
Yovchev and multimedia by Ni-
kolay Stoianov and Plamen Ase-
nov.

The adult performers from Stara 
Zagora Opera House harmonious-
ly fit in the production. Though 

in the swamp proves to be his pet. 
Still, the duet between the wild 
creature and the pet turtle is very 
well structured, but the idea has 
not been further developed as a 
subplot. The climactic scene of 
the performance, the hitting tor-
nado could be treated with more 
imagination and using multimedia 
to create the feeling of a real vor-
tex.

Denis Ivanov, assistant direc-
tor at Stara Zagora Opera House 
has designed the costumes of the 
animals tastefully and the gener-
al colour of the set design is blue, 
reminiscent of water. An import-
ant element is the elevation upon 
which the Fairy of the Night ap-
pears onstage (an association 
perhaps with Mozart’s The Queen 
of the Night).

The music by Margarita Shosel-
ova and Nikolay Tsolov is struc-
tured around the numbers and 
each melodious number can be 
performed independently. Mar-
garita Shoselova, the author of 
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playing episodic characters, they 
help the children cope with their 
tasks.

In the end I’d congratulate the 
entire team of the children’s Mar-
garitki Opera and Ballet Studio, 
Stara Zagora Opera House. Build-
ing the action of a plot in its entire-
ty, which is performed by children 
too, has been a tricky task for the 
entire creative team. Familiarising 
with musical theatre genres has 
an effect on children’s musical ed-
ucation, especially when kids are 
not just spectators, but also per-
formers. This is the way to bring 
them closer to music and the 
stage, shaping a taste and stan-
dards for musical stagings.

May the children and their 
teachers from Margaritki Opera 
and Ballet Studio, Stara Zagora 
Opera House meet many vari-
ous challenges, venturing also to 
stage Bulgarian and foreign musi-
cal showpieces, building a reper-
toire that would enrich not only 
the young performers, but also 
their teachers.
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