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THE OPENING

FESTIVAL FORUM

INTERNATIONAL RECOGNITION AND A JUBILEE
PERFORMANCE LAUNCH THE INTERNATIONAL
THEATRE FESTIVAL VARNA SUMMER 2015

01.06 MAIN STAGE

ACTORS IN “HASHOVE” PRESENT FLOWERS
TO THE FESTIVAL AUDIENCE

01.06 MAIN STAGE

On 1 June, the 23rd edition of the International Theatre
Festival “Varna Summer” started. Under the motto
“Caught Silhouettes” its programme brings together more
than 40 events, of which 20 Bulgarian performances, 4
international co-productions of Bulgarian performing arts
makers, 6 performances in the international selection,
professional meetings, a post-show talk, a round table etc.
At a special press-conference for the opening Nikolay
Iordanov, the director of the International Theatre Festival
“Varna Summer” Foundation, outlined some of the
speciﬁc focuses of this year's edition. Along with the now
traditional modules of the festival, the parallel programme
focuses on the new Bulgarian drama, theatres'
anniversaries and jubilee performances. Thus, in the words
of N. Iordanov, the festival not only outlines what is new
on Bulgarian stages but also emphasizes the importance of
those performances that have become legendary. It was
precisely the performance “Hashove” of the National
Theatre “Ivan Vazov,” which marks its 10th year on stage
that kicked off this year's festival on the main stage of
Drama Theatre “St. Bachvarov.” The audience was greeted
by organizers' representatives and forum's hosts. Tsvetana

Maneva, Artistic Director of the festival, gave an excited
and emotional address. Boil Banov, Deputy Minister of
Culture read a congratulatory address by Minister Vezhdi
Rashidov. Antoniya Yovcheva of Varna Municipality wished
the festival fair wind on behalf of Mayor Mr. Ivan Portnih.
The Chair of Bulgarian Theatre Association Iriney
Konstantinov pointed out the need of the forum for both
the artistic community and the city and the hosts, Daniela
Dimova, director of Theatre & Music Producing Centre,
Varna and Veselina Mihalkova, Artistic Director of Drama
Theatre “St. Bachvarov” greeted their colleagues and
wished them good luck. Nikolay Iordanov seized the
opportunity to break the news that just a couple of days
before the opening the International Theatre Festival
“Varna Summer” was awarded the prestigious label of
“European Festival” by the European Festival Association.
The eleven eventful festival will be closely covered by the
bulletin team made up of students of Theatre Studies and
Theatre Management at National Academy of Theatre and
Film Arts.
The Bulletin Team

BULGARIAN SELECTION
MY AIM WAS TO BRING OUT THE BETTER
OF WHAT IS GOOD IN BULGARIAN THEATRE
ROMEO POPILIEV, SELECTOR MAIN PROGRAMME: BULGARIAN SELECTION
This year's festival's motto is “Captured Silhouettes.”
What silhouettes of the ﬁgure of Bulgarian theatre will
the festival goers capture in your selection?
By and large, theatre is becoming increasingly fast moving
and easily changeable. It is difﬁcult to name the silhouette.
Although it is caught by the eyes, one cannot see a clearly
outline ﬁgure in it. And theatre is an art that is “short” in
time. In my opinion the selected performances are one of
the most interesting for the season and I hope their
silhouettes will intrigue the festival audience. By the way,
the motto of my selection is “Sudden Encounter,” which is
almost the same thing.
What did guide your selection when you sorted out the
performances?
I was guided by taste, attitudes and experience. My aim
was to bring out the better among what is good in
Bulgarian theatre. It is quite a difﬁcult undertaking for it is
as if the overall level of theatre merits in Bulgaria has risen
– despite the unenviable ﬁnancial position of the theatre
and not only the theatre. And there will always be an
uncertainty and dissatisfaction, for the selector too, that
the picture of that “better” is insufﬁcient.
The seven selected performances are quite different
both in terms of dramaturgical basis and stage language.
And yet can you outline any trend they have in common?
My idea was that they should be different – there is
nothing better than doing different things. We live on the
same land, we witness approximately the same things

happening and experience the world in a similar way and
our means of expressing it are not inexhaustible. For some
God is dead, for other he is not but in any case now only
those who are extremely naïve do believe in genius. And
yet there is an illusion about the new that will always
support us, including in our efforts to make and see
theatre.
All seven directors are well-known and have an
established style of work but was there anything that
surprised you when encountering precisely those
performances?
These directors have great capacity and in this sense there
is no way they can surprise. Their capacity always exceeds
the surprise they can give. Otherwise, I do not believe in
established style, or, rather now is not the time for it. So
these performances mark an individual movement and
development of what is seemingly established.
Being a selector this year you have managed to see many
performances on Bulgarian theatre stage. How would
you deﬁne the direction theatre moves to?
Our theatre moves in various directions and that's good.
On the one hand, it is inevitable. On the other, while
pressured by the market and system requirements it is as if
it runs dispersed in many directions and it thus tries to
escape from the pressure. Our theatre emanates a lot of
pain, of course. The solace is that the same thing happens
with the world.
Emiliya Ilieva asked the questions.

Boil Banov, Deputy Minister of Culture
The festival is the most serious theatre event in Bulgaria. It
is somehow our face to European and world theatre. For
these twenty-three years it has become an institution. But
for it I cannot see the European essence of Bulgarian
theatre. For me it is a great honour to be a guest at the
opening of this year's edition.
Antoniya Yovcheva, Head of Culture and Spiritual
Development Directorate, Varna Municipality
It is a matter of common knowledge that Varna is
Bulgaria's festival city. Through the Culture Fund we
support more than thirty festivals. But in the constellation
of festivals held in the city the International Theatre
Festival “Varna Summer” is among the ones getting the
most substantial support from Varna Municipality and the
Municipal Culture Fund. With its twenty-three editions it
established itself as the most important theatre forum in
the country. For Varna it means tradition and prestige. It
also has an explicit, reserved place on Europe's festival
map. It is exceptionally worthy because over the years it
has not only presented the best of Bulgarian theatre
season but has also offered lots of interesting encounters
with some signiﬁcant names of European theatre stage.
They are part of the ﬂesh of this theatre festival. For me
the festival is interesting for having its own alternative
stage. As a citizen of Varna I assert that the city's audience
has already been grown accustomed to the spirit of the
festival. Now, at the outset it is as if Varna starts to breathe
and live, to talk through theatre.
Dessislava Georgieva, Head of Festivals &
Projects Department, Varna Municipality
I regret I was not there in the beginning of this festival
because I see how all the people I have learned from how a
European-class festival is made did create this event with a
great desire twenty-three years ago. It very quickly went
international and carried the fame of theatre art all over
the country, and, for a long time now, also abroad. I think
the festival is Varna's business card. For only eleven days it
turns into a real feast where things so happen that all the
efforts and year-long work of ITF “Varna Summer”
Foundation and co-organizers such as Varna Municipality
gain sense. Unique are the applauses of the audience, the
joy in the eyes and the opportunity to forget about
everything else the daily grind brings us one way or
another.
Iriney Konstantinov,
Chair of Bulgarian Theatre Association
This is the sixth year I have been at the festival as Chair of
Bulgarian Theatre Association. I want to share the pleasure
that goes along with all of its editions. I see the good
manner of thinking, organization, and useful meetings
happening throughout the year. Thanks to them I see that
it is an event destined to succeed and the festival will
always have its presence in Varna's cultural life. At every
meeting of BTA held here, along with the reports made by
the Association in front of the theatre managers, a selector
is also elected to determine the Bulgarian selection. Last
year Romeo Popiliev was elected and his presence has lent
further authority to this forum. For this edition we are
introducing for the ﬁrst time the practice of giving credit to
one performance we think is about to become a theatre
event. This year it is “Joan of Arc,” directed by Petrinel
Gochev, a production of Drama Theatre, Gabrovo. The
Association intends to include more such performances in
the following festival edition. Good luck!

VARNA SUMMER
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BULGARIAN SELECTION
A LITTLE MIRACLE IS HAPPENING AT GABROVO THEATRE WE WERE THE BASIS
FOR THE PERFORMANCE

PETRINEL GOCHEV, DIRECTOR

JOAN OF ARC
Drama Theatre, Gabrovo

02.06 SECOND STAGE

Which aspect of Joan of Arc, a character wrapped in
mysticism, did provoke your creative interest as director?
The simple life of that girl is what intrigues me. She is a
child when the strange experiences she deﬁnes as visions
start to come to her. These visions are speciﬁc, with clear
names and messages. But in fact that does not make a
mystic character out of Joan. She remains a girl from a
French village who heads to deeds that go beyond our
notions of a common, normal life. It is amazing that Joan
was a girl of ﬂesh and blood while her path is worthy of
any hero of an epos. When one takes up that story one is
struck dumb and feels powerless, much or less s/he has to
admit that s/he faces the unnamable that we call God.
With all of her simplicity Joan was on familiar terms with
Him and that's exciting.
You made a dramatization combining texts by Friedrich
Schiller, Jean Anouilh's play “L'Alouette,” your own texts

THE DUENDE
OF DESIRE

as well as texts that are coming from the actors. What
stages did you pass through during the rehearsals?
We started by my working version of the stage text. It
underwent many revisions. The topic is huge for you can
not work on a personality without touching upon the
context, the environment, the history. This is the history of
Europe. Joan changed the course of historical events not
only on France. For us that was the main question: had she
not appeared at precisely that point in history, what would
have happened or what would not have happened? In the
course of rehearsals there emerged scenes that were thus
verbalized, we did exercises on a subject, we tried others
until the ﬁnal version crystallized. I would not say it is a play
but we tried to build, or rather preserve the story and this
is difﬁcult because the subject is huge and one is quite
easily carried away along the small paths and could lose
the main one.

RIN YAMAMURA, SET DESIGNER
You are a set designer for puppet theatre of quite
characteristic signature. You work on “Joan of Arc” is not
the ﬁrst time you have worked in the ﬁeld of drama
theatre and yet does it manage to give you another
direction for your quests?
Direction comes from director, I add on a little colour. In
this sense for me there is no difference if the performance I
am working on is a drama or a puppet one. For me the
direction given by Petrinel in “Joan of Arc” was new, calm,
precise and neat.

There is a strong emphasis on the fact that the artistic
team is composed of young actors. How would you
deﬁne the meeting between you that took place on the
stage at Gabrovo theatre?
This is the third time I work in Gabrovo and the second
time for the past two years. A little miracle is happening
there! I don't know how but the theatre is now a place
with special, theatrical air bringing together brave,
capable and robust young actors. Working on that stage,
with that company, is a feast and a serious challenge for
every director for the company itself is ready for every
worthy challenge and is capable of surprising and making
every director re-discover himself.
Emiliya Ilieva asked the questions.

Why did you decide to remain in Bulgaria after you
ﬁnished your education?
It was not me who decided. Bulgaria decided I should get
more and more “Bulgarized.”
Emiliya Ilieva asked the questions.

YERMA, Bulgarian Army Theatre

DIANA DOBREVA, DIRECTOR
You have an abiding interest in Lorca's works. Last year
you staged “Yerma” and this year – “House of Wrath”
(based on “The House of Bernarda Alba”). What do his
dramas provoke in you?
What challenges me the most in his dramaturgy is that he
is so focused on female nature, on its power and on its
absences. I think he is a great connoisseur of the feminine,
even if compared to female playwrights.
You intertwine poetry in both performances. It is as if in
poetry you ﬁnd ﬁgures and imagery that help you create
the stage language of the performances.
Yes, of course. That is quite natural because for me Lorca is
one of the most exceptional world poets. His very
dramaturgy is a kind of poetry and quite naturally it came
to me to continue that line and even deepen it by some of
his other poems. I would say that not using his poetry in
plays themselves is a crime.
In “Yerma” you work with your established team: composer Petya Dimanova and set designer Nina Pashova. I
guess you have worked out a work system. What is it?
I have cooperated with Petya Dimanova since the very
beginning of my work as director. And Nina Pashova is the
set designer of my performances ever since I started to
work at the Bulgarian Army Theatre. I think that when you
have worked with someone for a long time the same type
of thinking develops and then conversations are short but
substantial. Things happen because now we talk the same
theatre language.
You have passed a long and careful process with actress
Radina Kardzhilova while you were building her role for
the character of Yerma. What speciﬁcs and difﬁculties
you faced while you were making that character?
Working with Radina Kardzhilova was very interesting,
both for her and for me. I would not say I worked carefully
with her, it was even rather rough. But the very character
of Yerma required me to be much more extreme and
demanding. For we had to pull out of the actress what I
think is the most important thing about Yerma, namely the
duende of desire, the duende when you want to ﬁll up a
great absence at any cost.
Emiliya Ilieva asked the questions.

What was the base you stepped on to develop the visual
design solution for the performance?
We created a base to walk on by ourselves. More precisely,
we ourselves were an entire base. We started with pure
white and we remained white until the end.

REVIEW
THEATRICAL PLAYFULNESS AS A READING OF A STORY
Petrinel Gochev's new performance offers an unexpected
approach to the famous story about the Maid of Orleans. It
combines play situations with laconism and conditionality,
which animates the complexly composed dramaturgy. The
ensemble's good presence was displayed in the ensemble
scenes: set designer's and director's ingenious solutions
added a comic layer to the performance. Although a bit
too long “Joan of Arc” gives spectators an interesting
interpretation of a story that is more popular in its literary
and ﬁlm interpretations. To a great extent this is due to
Gergana Zmiycharova as Joan of Arc whose vigorous play is
distinguished by good character impersonation and ease
of performance.
Elena Angelova

FESTIVAL FORUM
03/04.06 MAIN STAGE

REVIEW
A WORLD OF IMAGES AND SYMBOLS
The world of “Yerma” where Diana Dobreva takes us is
made of images and symbols. They merge together with
Lorca's poetry to create a mood of a dream-like mysticism.
The colours employed by Nina Pashova to build up the set
and the costumes – white, black and red – correspond to
the mental states Yerma (Radina Kardzhilova) passes
through: from hope and purity of desire through darkness
and despair at its failure to get realized to the elemental
passion that precedes the downfall. In the moments when
Yerma is captured in deep inner struggles and desires two
black ﬁgures appear on stage: one male and one female.
These shadows can be given various interpretations: as the
masculine and feminine principle, as the dark side of
everyone, as yet unconscious, invisible essence, as sadness
and sorrow at inconsolable longing. In general,
metaphorical ﬁgures appear in the course of the entire
performance and give us an opportunity for an ambiguous
perception and that's where the beauty of the
performance lies. Every spectator derives an essence of his
or her own visions from that dream.
Emiliya Ilieva

Michel Quéré, IETM, Meetings&Events Coordinator
We arrived for the opening night and unfortunately we are
already leaving tomorrow. Nevertheless, we had a chance
to see the programme. I know the festival for few years
already. I met Nikolay Iordanov some years ago in his ofﬁce
in Soﬁa when we ﬁrst started to implement a project for
IETM. I think that the festival is very important because it's
linking the most established venues and companies in the
country as well as new independent scene. It is extremely
interesting to have a comparison to the two ways of
producing performances and to meet the professionals
from both sides. This is very crucial.
Christophe Knoch, Koalition der freien Szene, Berlin/
Mica Moca Project, Berlin
I like very much that the festival has clear clusters. It's
interesting to see that there's a mixture of national and
international productions and also co-productions. For
example, the performance of Ivo Dimchev is coproduced
by Kaaitheater in Brussels and Soﬁa. The important thing is
that the different structures of producing become visible
because of that. I think that co-producing is a very
contemporary way of existing. This is something that we
can see also in our lives. Most of us don't have just one
ﬁxed job, like in one theatre. Our way of life is some sort of
co-production between the different jobs that we have.
And this is what happens in contemporary scene. I don't
know if this is good, but it reﬂects the reality and that is
what art is about.

PARALLEL PROGRAMME
INTERNATIONAL FRANCOPHONE FESTIVAL
FOR STUDENT THEATRE
PRESENTATION OF AWARD WINNING PERFORMANCES AT THE 22ND IFFST IN STARA ZAGORA, APRIL 2015
Stephanie Dumortier, Attache for Cooperation
in the ﬁeld of French language, Institut Francais Bulgaria
In Varna, together with the Alliance Francais we've been
taking part in the “Varna summer” International Theatre
Festival for the second time. To be a participant at it is a
great opportunity. This is an amazing professional festival.

The festival that we organize for francophone pupils in
Stara Zagora is very important for us and “Varna summer”
ITF is an opportunity to go in the frame of something
which is more serious and well organized. We are all very
proud to have this chance.
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BULGARIAN SELECTION
03.06 SECOND STAGE

PHANTOM PAIN, Theatre 199

What is the prehistory of the staging of “Phantom Pain”
by Elena Alexieva?
A couple of years ago I got very interested in Elena
Alexieva's texts for theatre and I asked her without
commitments to send me all of her new writings. Upon my
ﬁrst reading of her play “Phantom Pain” there was a
terriﬁc contact. I thought I'd want to stage it somewhere.
At that time she was already building up speed, she got
noticed by the big competitions. It seemed to me that
presenting the playwriting attempts of a young Bulgarian
author is quite topical and addressed to the audience.
The play contains different genre elements. How did you
work with that diversity?

This is precisely the principal merit of the text: these jumps
and sneaks between the genres. For me it is a great
challenge to try to keep that diversity. It is no secret that
dramatic texts moving along the stream of consciousness
or along the line of a character's story are often pierced by
different genres. Such is my attempt as director, too. One
of the main premises for that movement is the situation
the main female character is in. There is one cue added by
Elena: the doctor says “suicidal sensations.” It is precisely
by seeking and creeping through the logic of suicidal
sensations that we tried to create out genre, our narrative.
What is the method you employ to work with actors in
order to preserve the genre diversity of the text?
One way is to pass from an analysis that is psychologically
true to physical theatre. Usually this happens through the
main psychological gesture, which is very typical for the
respective character. From this point one usually decides
where one can go in the course of the work – whether a
grotesque or a dance theatre. This way is closer to the
formal build-up. The other way is deeply turned to the
sense units: when something goes beyond the border of
real explanation and when we would act like the character
of Maria does when she says in one of the ﬁnal scenes:
“Well, then it is a miracle!”, i.e. when our mind ceases to
seek logical connections and can explain things otherwise.
Emiliya Ilieva asked the questions.

very much in it. Despite the generalized characters, the
ON THE EVERYDAY CRUELTY speciﬁcs
of circumstances and the environment are easily

ELENA ALEXIEVA, AUTHOR

How would you relate your play “Phantom Pain” to the
rest of your theatre texts? The topic of everyday cruelty,
a central female character and unfolding pictures of
contemporary reality and contemporary problems seem
to be present in them every time. But in what does, in
your opinion, this text differ from you other plays?
Everyday cruelty, which I would even deﬁne as everyday
evil, has worried me quite a lot and deﬁnitely marks all of
my writing. What is different in “Phantom Pain” is that it is
much more topical and direct than my other plays. For sure
the poetic is much less present in it, at least in the text – for
in the performance the treatment is much more poetic,
thanks to Vazkresia Viharova. This is one of the things I like

recognizable. I wanted the pain in the play to speak in
clear human voices, in everyday speech, in a
straightforward and peremptory manner, like it speaks in
real life. In pain there is no rising, every character falls
victim either to others' or, mostly, to their own seemingly
good intentions, if they exist at all. Suffering, pain,
misfortune, trauma – everything turns into a degenerate
social capital, which, being false, starts to lose its value
headlong at some point. This is something like an alchemic
reaction: you take a handful of garbage and by some
dubious “abracadabra” you transform it into gold and the
next moment it disintegrates into a handful of garbage,
even more stinking and repulsive than before.
Elena Angelova asked the question.

PARALLEL PROGRAMME
PERSONAL STORIES AS MATERIAL FOR THEATRE
ROSIE ULRICH, CONCEPT AND ARTISTIC CO-DIRECTOR
03.06 ART GALLERY

MERRY-GO-ROUND
Theater-51grad, SubHuman Theatre, intakt e. V.
What was the starting point for the performance “MerryGo-Round”?
The concrete starting point was the cooperation between
intakt e.V. and Theater-51grad. In 2010 Karin Frommhagen
and Charlott Dahmen conceived a project that was
focused on the issue of ﬂeeing from Africa to Europe. In
2011 it was followed by a theatrical game dealing with the
life of illegal people in Germany. In 2013 we worked on
biographic research and did a very intimate theatre event
in which actors presented personal stories of nonEuropean migrants. Then for the ﬁrst time I realized that
I'm a daughter of a migrant, my mother. Not that I didn't
knew it before but it never played such a role in my life.
With this theatre work it started to become a part of my
self-concept. But also other people in the team were
telling about their different roots. A new universe in our
personal relationship opened up. The other thing I learnt
during our work was that we know so little about the
others, even about our friends. To know more about the
biography of the other can change your own position.
After these performances the audience often started vivid
discussions about stories they`ve heard and also about
their own experiences. It seemed that there was a need to
get to know the other, the foreigner and to connect
him/her with your own experiences. Using these
experiences we wanted to intensify the biographic

research in an European context. We already worked in
two productions with the Bulgarian musician Sibin Vassilev,
so it was not so far away to put the focus on Bulgaria. We
made several interviews with Bulgarians living in Germany
and with Germans living in Bulgaria. This material was the
basis for the characters and their stories in our piece. The
personal stories gave us important information about the
relationships between both countries.
How did you come to the idea of the merry-go-round in
the performance and what role does it have in it?
We had the idea of the merry-go-round at the very
beginning. It becomes a real player in the performance.
Important aspect is the cyclic movement, the moment of
recurring and re-identifying. It remembers the easygoing
days of childhood, of games and freedom. But on the
other hand there is also something merciless in this endless
movement. And there are these childish animals with scary
sharp teeth. So, for me, it is related with hope and desire
but also with fear and doubt - the same emotions one has
to face when starting to move and wanting to start a new
life.
Elena Angelova asked the questions.

REVIEW
ABOUT HUMAN INTERACTION
I felt like the main topic of the performance was
communication and the idea of understanding other
people, human interaction. Only in the post-show talk I got
that it was about migration which I can also understand.
What I really appreciated about it was the way the
performers layered the voices on top of each other. The use
of idiographic gesture was brilliant and it's something that
I love in my own work and also in other people's work. It is
this idea of physical language that can just be either
gesticulating – moving your hands around, or it can be very
symbolic. The use of that gesture is so unifying in a visual
way. I really enjoyed that as well.
Kevin Becker, Graduate theater student
Towson University, Baltimore, USA

Albena Tagareva, theatre critic

PARALLEL
PROGRAMME:
NEW BULGARIAN
DRAMA
I LOVE IT WHEN I WRITE
THE WORD “PAUSE“
MALIN KRASTEV, AUTHOR AND DIRECTOR

FAMILY ALBUM, Youth Theatre
04/05.06 SECOND STAGE

BEYOND LOGICAL CONNECTIONS
VAZKRESIA VIHAROVA, DIRECTOR

In itself Elena Alexieva's text is quite curious in terms of its
idea and the story it tells. But the performance fails to
capture its multiple layers. Thus, the two stand on stage
on their own, and go in two different lines, and the
spectator is lost. For me this is a problem because the
performance yields some interesting ﬁnds such as
director's work as actors' movement score but it stands as
something forethought compared to the speciﬁc text. This
is what renders the performance unconvincing.

Do you remember the moment when the idea about that
play was born in your mind?
I have never had a preconceived idea about the things I
have written so far. I just love it when I come home in the
evening to relax writing and listening to some music.
Amidst the songs, my moods and exhaustion due to
extensive work at the theatre, these three people
appeared and started to tell about themselves. They
started to reveal themselves to each other and I started to
tale down in shorthand everything they were doing and
everything that was happening to them. Maybe the
difﬁcult years of 1996 and 1997 in the country, my youth as
an actor, my love for Pinter and Chekhov unlocked some
patterns of quests for people and relationships. Of course,
behind those three people there was me and my personal
story. I love the word, the dots, the pauses, the silences. I
love it when I write down “pause”. I know that an actor
must be able to carefully work out the pause, to listen
smartly – this is the principle that dominates almost all of
my texts. I want badly my texts to be quiet. As I have
always said, we, actors are the verbs of mankind, the most
dangerous things is an actor becoming a noun or an
attribute. In this line of thought and verbs – for me verbs
are pauses. The play is nothing new in Bulgarian drama,
just a quiet human story. I tried to stage it for no other
reason than because I know the silences and pauses in it, I
know the rhythm, ﬁgures of speech between those
people, I know the characters in depth. At the time when I
was already working with people as close to me as the
actors in the performance I gained self-conﬁdence to set
off and stage it.
What is the main line you've brought out in the
performance?
There are three persons, three fates and the secret some
people leave us to live with. Very often we think that we
know the world around us, our closest people, until one
day something happens, something that surprises us,
something that changes us. The secret in which you can
ﬁnd yourself caught up at some point. This is the ﬁnal
monologue – is it so easy to keep a secret all your life and
ﬁnally to make it someone else's, to carry someone inside
you all your life, to carry a problem in yourself. That tender
touch between those people and how the paradox of
one's errors is reﬂected in time on their own children.
Emiliya Ilieva asked the questions.
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PARALLEL PROGRAMME:
NEW BULGARIAN DRAMA
THE GREATEST CHALLENGE WAS THE RESEMBLANCE
BETWEEN CHARACTERS AND ACTORS

FOR YOU
Smut 2014 Production House
How did you get to Yana Borissova's text? Did you look
for it or did it ﬁnd you?
Meeting a play is like meeting a person. You don't like
someone, you like another, you outright fall in love with a
third. In the last case the one you fall in love with is someone who've been waiting and looking for. So Yana's text
found me but before than I had looked and waited for it.

INTERNATIONAL
SELECTION
04.06. FCC
OF PEOPLE AND WIZARDS

OF MICE AND MEN
Longacre Theatre, New York, USA / NT LIVE

International
Theatre
Festival “Varna Summer” has been a
04.06 Puppet
Theatre
partner of the British Council in the development of the
project National Theatre Live from London from its very
beginning in 2011. NT Live is British National Theatre's
innovatory project to directly broadcast the best British
performances from its London stage live to cinemas across
the United Kingdom and all over the world and thus they
reach to more than 1.5 million spectators in more than 700
cinemas. The co-operation of the British Council and the
International Theatre Festival “Varna Summer” enables
the access of festival goers to the best of United Kingdom's
talents. The audience's positive attitude shows
appreciation of the success of that partnership which we
hope will develop further in the future. The partnership
with the festival is an extremely important premise for the
development of new ideas which will develop the
programme's potential with more titles and accompanying
activities.
Krasimira Tancheva, Project Manager, British Council

REVIEWS
THE CONUNDRUM OF RELATIONSHIPS
America has difﬁculties with male relationships. So having
a male as a caretaker is not the norm. Putting that story
together with contemporary values and having a female
director makes it even more interesting. It's a very
contemporary concern. I think that the director Anna
Shapiro used a ﬂip – there was a surprise at the end. James
Franco's character initially is a ruff man; you think he
doesn't like Lenny but it turns out that he cares for him a
lot and Lenny also keeps him stabilized. If Lenny
disappears what would George have but also if George
disappears what would Lenny have? I think the staging
kind of highlights the conundrum of relationships,
especially male relationships. It seemed that the director
was trying to focus on how fragile these relationships are,
how necessary but also how invisible, or better how
“supposed to be “invisible they are.
Corey Hennessey, graduate theater student
Towson University, Baltimore, USA
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What was the challenge you faced as director?
Every good play offers a rich palette of challenges. “For
You” was written especially for those actors. When I
staged it the greatest challenge was the resemblance
between the characters and the actors portraying them.
Hristo Mutafchiev's character has suffered a stroke, like
real-life Hristo, and Stanimir Ganev's character is an actor.
In real life they act like true brothers to each other. It is
quite difﬁcult to build up a character, to lend ﬂesh and
blood to a personality that does not exist. Everyone can
fairly easily imitate speaking in a foreign language without
actually knowing it. But no one could imitate his or her
own language! In this line of thought the two actors
superbly imitate a very beautiful Bulgarian language, i.e.
they create wonderful characters although they somehow
resemble themselves.
Svetlomira Stoyanova asked the questions.

The text “For You” appeared after you wrote the
biography of Hristo Mutafchiev. What provoked you to
write a play for him as well and why did you choose
Stanimir Gamov as Victor's prototype?
The idea of a theatrical text was born quite smoothly and
naturally for a lot of things heaped together that I wanted
to share, that I needed to speak of. To say. Hristo
Mutafchiev and Stanimir Gamov are excellent actors, they
are each other's friends and they are also my friends. They
were in front of my eyes.
You are among the most popular playwrights of new
Bulgarian drama but, what is more important, you have
an outlook on it. What direction does Bulgarian drama
move toward today?
For good literature to emerge there must be a basis or
premises for that. The same goes for playwriting.
Currently, all of us who write for theatre create premises
and territory for an exceptional text to emerge and excite
the world. This is the right direction.
Svetlomira Stoyanova asked the questions.

SHOWCASE
THE SHOWCASE AS AN OPPORTUNITY TO PRESENT THE
VARIETY OF BULGARIAN STAGE AND FOR COOPERATION
KALINA WAGENSTEIN, ART OFFICE FOUNDATION
This is the eighth year in a row that the festival
organizes, jointly with Art Ofﬁce Foundation, the
Showcase programme, which shows innovative and
mobile productions before foreign specialized guests.
What meeting and co-operation opportunities do
participants get?
There are a couple of things behind the idea to make a
showcase. One of them is to enable the international
guests of the festival to get a bigger picture of the
development of Bulgarian theatre as both performances
from the ofﬁcial Bulgarian selection and foreign
performances are actually programmed in the period
when the showcase is organized. Thus if a programmer or
a critic is not well-familiar with the development of
Bulgarian theatre, for these ﬁve days he or she can see
different tendencies happening on our stage as well as
what is our interest in the international ones. The second
main task for us is to have a performance directly invited by
some of these programmers to their festivals. It has
happened in the past and we believe it will happen in the
future. There is a third opportunity in the longer run but it
can not be clearly perceived on a year-by-year basis
b e c a u s e t h e s e a re f r i e n d s h i p s , p a r t n e r s h i p s ,
acquaintances, which begin here and could develop in
different projects. We are equally interested in all three
objectives of the showcase. We are happy that we have
twenty foreign guests this year. Some of them are linked to
the development of Bulgarian theatre and have
partnerships with different organizations. Others come
here for the very ﬁrst time. It is a motley group and I think

FIRST AND FOREMOST,
HIGHWIRE WALKING
IS A PHILOSOPHY
NEDA SOKOLOVSKA, DIRECTOR,
VOX POPULI STUDIO FOR DOCUMENTARY THEATRE
How is a grandiose stage art such as circus reﬂected in
the documentary form of verbatim theatre?
The surface of documentary theatre reﬂects everything as
it is. In this case, however, “grandiose” is not the deﬁnition
that leaves aftertaste after the meeting with the
performance. The project aimed to have a look behind the
façade of circus glamour and to understand how life
passes behind the ring and what the relationships in that
small closed society are like. In the end, the outcome of our
artistic curiosity turned even more vivid and interesting
than we expected.
How did such deep entry into the world of circus
inﬂuence the artistic team? Did any of your attitudes and
feelings change?
I do not believe we had some attitudes in advance. Back
then none of our team had a close relation to circus art and
every minute we spent in Orient Circus we were staring, we
had the attitude of people privileged to be there.
Personally, I was most strongly impressed with the
discovery that circus art requires great deal of labour, will

it has the potential to produce various outcomes. Among
them are European programmers, US and Asian critics and
managers. The geography of our guests expands every
year.
How would you comment this year's showcase
programme?
This year's showcase displays both companies and
performing arts makers who have already been presented
at the festival and new names and tendencies. Our task
has always been to enable the guests who come more
often to trace out the development of the companies and
also to enable someone who comes for the ﬁrst time and
sees the shows to realize the variety of Bulgarian stage and
cooperation. For instance this year's showcase features a
performance produced by Theatre Laboratory “Sfumato”,
i.e. we do not peer too much into production's form but
into the outcome and into what it could present to a
foreign audience. As always the showcase features
professional meetings in addition to the performances.
This year there are two such meetings where the
participants in the showcase will have the opportunity to
ask their questions, present themselves and be able to turn
themselves to their interest in a free conversation. Another
speciﬁc characteristic is that we always try to have
different genres and forms featured in the bill. For the ﬁrst
time there will be a stage reading, which is a new form for
the showcase and, to some extent, for the festivals in
Bulgaria. Abroad this form is very popular because it is a
means for new texts to reach to professional public.
Emiliya Ilieva asked the questions.
ALLEZ, HOP! – HIGHWIRE WALKING
Vox Populi Studio
05.06 PUPPET THEATRE

05.06 MAIN STAGE

PETAR KAUKOV, DIRECTOR

THE NEED TO SHARE
YANA BORISOVA, AUTHOR

and fulﬁllment of unsuspected amount of duties without
which these 5 minutes in the ring simply cannot happen.
And suddenly, under the spotlight circus performers
manage to be grandiose despite the physical pain, risk,
and absolute uncertainty of their performance.
What happens for you after the phrase “Allez, hop” is
uttered?
A jump into the unknown.
How does one walk on a highwire?
First and foremost, highwire walking is a philosophy. Then
one achieves the highest point of concentration and
balance, body and mind control, and, mostly, fear control.
Emiliya Ilieva asked the questions.

