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THE PERFORMANCES IN THE SHOWCASE
ARE INTERESTING AND DIFFERENT FROM EACH OTHER
“Balkan Dance Reality Show” was the last performance I 
saw so far. I think it is an original slow movement perfor-
mance. I expected a dance show, but I forgot that the titles 
says “reality show”, so I think I should have taken more 
attention to the reality-show part. I was surprised by the 
idea of combining symphonic music with animal 
characters, cultivating green plants on a very colorful stage 
floor. But the image was very powerful. I was also 
surprised by the second part because it reveals the world 
and the philosophy of the first part and speaks about art 
versus commercial pieces, creation versus production, 
audience versus professional critics, and reality versus 
artistic life. I think it's an interesting piece. Speaking about 
all the festival now and all the performances I've seen in 
the showcase, for me as a curator for the Independent 
Theatre Festival “Undercloud” in Bucharest a very interes-
ting performance was “Allez, Hop!- Highwire Walking” 
because of the idea of playing with space. I already spoke 
with Neda Sokolovska, the director, and I intend to be in 
contact with her because I would like to have the 
performance in Bucharest. It depends on technical and 
financial details, but if we arrange everything, hopefully 
the performance will be seen in Bucharest. In “The Effect 
of Gamma Rays on the Man-On-The-Moon Marigolds” was 
very interesting to see that the performance was staged in 
a shop, but I expected of the director and the actors to play 
more with that space. It was used like a black box in most 
of the time and only at the end they made a dialogue 
between the two spaces - the one of the audience and the 

street. I think that generally in the Showcase we saw very 
interesting performances. They are very different from 
each other. “Between the Holidays” from Sfumato Theatre 
was also a very strong performance, but it has a lot of text 
and that will be a problem when we speak about 
international collaboration. I know that the technique pro-
vides us with subtitles for the text, but for an international 
audience it is was not very easy to follow. However, it was 
very interesting and powerful. I'm looking for more visual 
performances. Here in the programme I saw very good 
actors. I would like to mention Ana Vulchanova in “The 
Effect of Gamma Rays of Man-On-The-Moon Marigolds”. 
She is a very good actor and she made a very important 
role in that performance.

IRINA IONESCU,
Institutul Cultural Roman/UNDERCLOUD International 

Independent Theatre Festival

THE INDEPENDENT SCENE HAS TO HAPPEN 
WITHOUT APOLOGIES 
My impression from the festival is that the independent 
scene is kind of alive and kicking, but it needs to kick harder 
and it needs to kick more. I was speaking to some of the 
artists and some of the people around. People talk all the 
time about what they don't have and that there's not 
enough funding and so on. We have to stop thinking like 
this, because actually the work has to be done. Yes, you 
fight for funding and you fight for facilities and you fight 
the system, but actually what has to be happening is that 
the independent scene has to happen without apologies 
and without trying to find reasons why is it not good 
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enough - it's good enough. It has to fight to be better all 
the time and you have to make bigger ideas and be more 
ambitious. I think exploring the ideas is the kind of a 
journey that has to be on now and also exploring the 
problems – artistic, political, and social. We've got to be 
looking for the artistic inspiration in a little more profound 
way. Yesterday we saw it really well with “Between the 
Holidays”. It is my favorite thing from the programme till 
now, because there was a sense of real aliveness in it, there 
was a sense of something that had risks and it had stakes. 
That's definitely one of the most important things.

VALLEJO GANTNER, 
Artistic Director PS122, New York, USA

 
A BIG VARIETY OF THEATRICAL PRACTICES 
AND IDEAS OF THEATRE
All of the performances in the Showcase use very different 
methods and very different ideas of theatre. There is a big 
variety of theatrical practices and methods to trying to tell 
a story and I can say that all the teams have very different 
approaches to them. They are trying to capture their 
reality or their way of living in a very special way and 
sometimes this works better and sometimes not that 
good. All in all it is interesting to see how they all relate to 
reality. I really liked the space of the Art Gallery.  I think it is 
nice refreshment to get out of the theatre house. It is a 
nice space and worked well for the performance “Between 
the Holidays”. The Puppet Theatre is a more intimate 
space. 

MARIA MAGDALENA LUDEWIG,
Festival curator, Wiesbaden Biennale, Germany

FESTIVAL FORUM

You define “Operville” as experimental and improvisatio-
nal opera. How did you get to the idea of an interaction 
between opera and improvisation? 
For me as a musician improvisation is fundamental and 
vital. I don't know the reasons why. It has always been like 
that. Maybe because of the freedom which I feel while I 
improvise and which I don't feel when I perform a 
complete musical work. And when you improvise, 
concepts like right and wrong almost do not exist, every 
“mistake” might become a door to something new, 
something unexpected. On the other hand, I am inclined 
to do the choreography and precise almost all elements of 
my shows. I like things made masterfully in terms of 
composition and visual design. The moments of 
improvisation are a breath of fresh air for everyone 
onstage, and for the spectator, I guess. 

“Operville” includes vocal improvisation on classical 
music but also a monologue that runs on a screen all the 
time. Is there a dominant element in the dramaturgy of 
the performance or are they present on equal footing?  
Until the very last I hoped that the performance would be 
self-sufficient. But it turned out that there is a part of me 
that needed an additional element. The level of 
abstraction was too high and, after all, I was doing a 
performance for the stage. I was doing “opera” and in 
opera the textual dramaturgy matters and is almost a 
mandatory element. I had vowed to myself not to use text 
onstage because in my most recent performances the text 
was extremely dominant and it has become too easy to 
rely on it. I decided that if I dispense with direct work with 
a text I would be obliged to pay more attention and get 
absorbed more deeply into the development of 
performance's musicality. So I distanced the text I had 

written from the action, I had it running as subtitles. It is 
not a narrative so there is no risk it will start retelling or 
explaining the action; its role is rather associative and 
context-making, yet an uncertain context. One in a 
constant metamorphosis and at the same time one 
centered in the personal. By means of the necessary 
distance from action it enables the spectators to decide to 
what extent and whether at all to make use of it. For some 
it is unnecessary, for others indispensable.  

How did you work with the young music artists Plamena 
Girginova, Nikolay Voynov, and Stefan Hristov? 
The level of physical commitment and the absurdity of my 
style of work were entirely new for Plamena and Nikolay 
who have a strict profile of classical training. I think it was 
very interesting for them in the beginning. The physical 
load was a challenge for both of them but it gave them 
additional ambition. I was very proud when in both 
Brussels and Amsterdam people were saying big words for 
them. They really look very well onstage, especially in 
combination with me and my craziness. I think we balance 
each other well.

Elena Angelova asked the questions.
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How did you decide to deal with the concept of distance 
in your performance? Did you feel like this is a topic in 
contemporary society that you wanted to articulate 
through movement?
For a long time I have an interest about different cultures: I 
want to understand what we have in common and what 
are the differences between us. I've lived and worked in 
various number of countries and I need to adapt every 
time to a different distance between different people. I 
think that this is a matter of cultural behaviour. When I 
arrived in Brussels I felt interested in the reason why in a 
small country like Belgium there are three official 
languages: French, Dutch and German, as mostly spoken 
are French and Dutch. Communication is one of the most 
important aspect between human beings. Living here, in 
Brussels, I`ve noticed that there exists a misunderstanding 
which evolves into a visible distance. “Abstand” is trying to 
articulate this feelings and distances through movement 
between two men. 

It's been two years since you created “Abstand”. Did this 
project evolve through this time and how?
Yes, completely! The piece is much more consistent, much 
more clear and stronger. The piece is in progress, there are 

DISTANCE IS A MATTER OF CULTURAL BEHAVIOUR
LUIS MARAFFA, CHOREOGREPHER AND DANCER
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changes which exist every time when we perform it and we 
try to keep them.

How do you combine the role of a choreographer and 
performer at the same time? 
It's not easy when I'm “inside”. In this case I am dancing 
next to António and I can't see some details, I have an idea 
or feeling what could be wrong, but of course an outside 
eye is better. Then you have a real vision or perspective 
what is going on. The process becomes easier when you 
have trust in the people you are working with. Working 
with a big professional like António was remarkable. 

How did you create the dramaturgical material for the 
piece? 
Truly, life experiences gave me a lot, but there is also an 
important book, that I have read from the American 
anthropologist Edward T.Hall, “The Hidden Dimension”. 
This was the key of “Abstand” as a reference. 

Besides your career as choreographer and performer, at 
the same time you run the independent company 
MARRAFA vzw. 
The company is still fresh and small. What I do is investing 
in good professionals and inviting them to work with me. 
MARRAFA vzw is co-founded and directed by me and the 
professional dancer Petra Van Gompel. On the one side 
there is a responsibility to manage it, but this is also giving 
possibilities to recognize the work we are doing. 

What are your future projects?
I arrived from Mexico where I created “Proxemics”, the 
opposite of “Abstand”. This was a piece for eleven dancers 
that was really successful and at the same time it was a very 
good experience. Now I'm around my almost finished 
creation called “Home”, a dance project involving 5 
dancers including me. It will be premiered in June in 
Culturgest in Lisbon. The project after that is still 
“untitled”. I'm going to work with an Italian dancer, called 
Silvia Bertoncelli, in the end of 2015.

In the beginning of “Lebensraum” we see a very clear 
quote of Buster Keaton's slapstick comedy “The 
Scarecrow”, especially in the set design and in the 
function of the furniture. How did you come to this idea 
and why especially “The Scarecrow”?
When I saw this film years ago for the first time, I got 
hooked on the idea to use this for a performance. I loved 
the creativity and playfulness, which you can find in all of 
Keaton's short films. I liked the idea of two men living 
together in one small place where they invent a seemingly 
ingenious way of functioning together, what actually looks 
more handy than it is. And I think that the whole eating 
scene in “The Scarecrow” is very theatrical, as most of the 
work of Keaton and maybe even more exciting to do live.

Was it hard to make such a refined silent comedy for 
theatrical performance and keep it alive through the 
years? What were the main challenges?
The great thing with Buster Keaton is that I find him very 
timeless. I think he's special from his generation because of 
his surreal way of thinking. And the film technique is of 
course different from today's. Back in the days they really 
did everything live in front of the camera what makes it 
perfect to use today in the theatre. So there was enough 
material to get inspired from: the hard thing was to find 
the same feeling and the same touch. When you think of 
Buster Keaton and slapstick, you think comedy and that it 
should be funny.  So from the story we invented, we tried 
to make our own funny acts. This didn't work at all. We 
found out through studying Buster Keaton that the humor 
comes from a more serious approach. The drama and 
melancholic atmosphere makes it funny by itself. So 
instead of trying to be funny we made it more serious. And 
this made the humor come back.

The performers in the piece are very skilled pantomime 
and acrobatic artists but also musicians from the band 
“Alamo Race Track”. How did you figure out this 
collaboration and was it easy to make this synthesis? 
I always try to combine different elements in my 
performances. And I knew that I wanted to use live music. 
In the silent era there was often live music in the cinema to 
support the film. But I also wanted to make them part of 
what's happening on stage, be part of the world. It's never 
easy to let the musicians be an active part of a 
performance, as they are making the music and they are 
fixed around their instruments, and when they get 
physically active they can't play music. I think we did a 
great job in making the music and the musicians part of 
the whole thing. First I started with the performers while 
the musicians where composing music for the show. And in 
the final weeks we put it all together.

What was your personal discovery while working on 
your part in “Lebensraum”? 
“Lebensraum” feels special to me. First of all I'm able to 
combine all different (body-) techniques that I know. Since 
a few years we as a company are training gymnastics. 
There and as well in Yoga I gained some specific kind of 
body tension that gives me a lot of control, which I 
perfectly can use in the duet that I created together with 
my college Reineer Schimmel in Lebensraum. On the other 
hand there are as well moments of very minimal 
movement, for example just moving one finger or turning 
the head slightly. They give as much pleasure to me as the 
big, fast and risky moments. 

You were nominated for the famous “Colombina” award. 
How did you feel about this recognition of your work?
It made me look at myself from a different perspective. 
Unfortunately in a creative process it happens again and 
again that I'm too critical with myself and therefore doubt 
about my abilities.  The nomination gave a boost of energy 
and it was also special because it was for the first time in 
history they nominated an actor for a wordless role. It 
makes me very happy when people like my work. 

Elena Angelova asked the questions.

I LIKE TO DANCE NEVER 
FORGETTING OUR NATURAL 
HUMAN NATURE
ANTONIO CABRITA, CO-CREATION AND INTERPRETATION 

How did you decide to participate in Luis Maraffa's 
project “Abstand”? What did you find valuable for you in 
this piece?
I know Luis for a long time, we've already collaborated in 
other projects before, and we have a strong friendship. 
When he invited me to this project I knew it was going to 
be a great collaboration also because we had not worked 
together for a long time and we had a lot of stories to 
share! Working with Luis is a lot about sharing stories and 
then give them to the audience through our body 
language.

What is your personal approach in interpreting 
movement?
I like to tell something very emotional to the audience, 
something that is connected to the real world. Something 
that I already experienced in my own live, and that I can 
revisit with my body on stage. I like to dance with never 
forgetting as much as possible our natural human nature.

How did the rehearsal process go and how do you 
manage to keep the performance alive throughout time?
We talk a lot, we share our thoughts and from there we 
create kind of world composed with our micro stories, 
some of which are real and some - not. At the same time 
we start to create, it's always like a conversation in a bar or 
when we walk on the street, but with our bodies. When 
we perform this piece it's always like we are meeting again 
on stage. This project gives us fresh energy and that puts 
us always in an unpredictable place which I like a lot. In my 
opinion that's why the audience feels connected, because 
everything is happening there in front of them in real time. 
We play with the unexpected!

Elena Angelova asked the questions.

REVIEW
PAUSE AS SPACE FOR DANCE
There are three important lines in “Distance” which trigger 
spectators' admiration and provoke thinking about dance. 
The first one is the common validity of the subject of the 
performance. As a rule performer's body is nameless and 
bears certain anonymity, and thus it easily becomes a 
bearer of signs. In the case of “Distance” this is mostly the 
struggle and the play with space and time. The movements 
of the two actors build dimensions, like videogame 
characters. Without setting a narrative they make a series 
of intense attempts to tell stories by their bodies. Their aim 
is to repeatedly cross the distance between them through 
the space as if thickened with tension. The body integrates 
the stream and inertia of motion in itself while 
transforming into a mass that is constantly recast from one 
form to another. This creates the impression of a “low-
flying” body that is constantly reorganized in a quest for 
new and new interaction with the other person, with 
space, with itself. The only thing in “Distance” that could 
annoy the spectator is the excessive choreographization. 
The precise motional score sometimes dominates all other 
elements of the performance. But, on the other hand, the 
unexpected twists the music brings into the performance 
contribute to its dynamic development. The dance of Luis 
Marrafa and António Carbita is a dynamic and intense race 
with time. Choreography is built on the rhythm of alterna-
ting pause and over-expression. It is as if the pool of moti-
ons danced so far echoes in the pauses. It is precisely in 
that silence and in the body's momentary lapse into silence 
that the fictional space of the dance is built into spectator's 
mind: it is an invisible continuation of body's motion.

Elena Angelova

THE HUMOR COMES FROM A MORE SERIOUS APPROACH
JAKOP AHLBOM, CONCEPT 

How did you work with Jakop Ahlbom in “Lebensraum”? 
Is this the first time you play in his production? 
I first met Jakop in 1998. We were both last year students 
at the Theaterschool in Amsterdam, he at the Mime 
department and I studied Modern Dance. He had asked 
me to join his graduation performance, as he was already 
then interested in using dance as well as movement and 
wordless acting. After successfully having worked on this 
production many others followed. Together we created a 
duet (“Stella Maris” in 2000) and I performed in almost all 
his group pieces.  In 2002 our first child was born and the 
second one followed in 2006.  The four of us live together 
in Amsterdam. 

What are your impressions of his directing and what was 
his impact on you as an artist?
Looking back 17 years from when I first met Jakop I know 
that meeting him and working with him influenced my 
carrier as a dancer a lot. During my education I focused a 
lot on technique and form in the first place (Ballet, 
Graham, Cunningham). Working with Jakop I discovered 
other sources for movement and of course theatricality. 
Besides from working with Jakop I have danced and 
performed with numerous other choreographers and 
artists that are all very different to each other. Having 
experienced all these various creative processes I know 
that trust in each other is very important for the work in 
general and very certain it is for Jakop. He is a very honest 
director, not very easy to satisfy and very critical but very 
stimulating and inspiring through his own creativity and 
perseverance.  One of his mottos is: “Everything is possible, 
if you just work hard enough.” I like that.

I COMBINE 
DIFFERENT TECHNIQUES
SILKE HUNDERTMARK, ACTRESS
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“The Hard Problem” premiered at the National Theatre in 
London and was directed by National Theatre's former 
director Nicolas Hytner, at that. A real event because it is 
the most recent play of (it can safely be said) probably the 
greatest classic in contemporary European playwriting, 
Tom Stoppard. Let us not forget that it was written after 
an almost 10-year break so it is really an event. As a rule 
Bulgarian audience does not have great experience in 
seeing philosophical drama. This is the second time I saw a 
broadcast of the performance: I saw its world premiere in 
Sofia and it seemed to me that both audiences were 
closely following it; they were staring, indeed; they 
wanted to understand – as if in a philosophical real-life 
conundrum. It was a very fine listening to and seeing the 
performance. I would like to say more about the play and 
the staging. Tom Stoppard has proven himself as a word-
handler; he has proven himself to be an exceptional 
philosopher of contemporary theatre who always speaks 
about the hottest issues. He always grasps them and poses 
them quite frankly. He does not mimic, he does not hide 
behind interpersonal relationships or questions of life to 

pose the big philosophical questions; he does it in a stroke, 
point-blank. And here he remains true to his self. The first 
thing is the brilliant dialogue written by him and spoken by 
the actors of the National Theatre in London. The 
challenge here is that we are talking about a digital 
recording. In this sense actors play, firstly, for the theatre 
audience in the house who are demanding enough; 
secondly, for the camera and in front of the whole world, 
at that, for contemporary movie camera and aesthetics, 
and thirdly, they play for each and every one of us. They 
find those little details and nuances in utterance, in facial 
expressions and gestures that are directed personally for 
you in a close-up. This is exceptional mastery and proves 
the merits of satellite broadcasting of theatre performan-
ces because this is neither a theatre house, nor a cinema 
but a third form, i.e. theatre that reaches each one of us 
thanks to the advanced technology. It seems to me that 
the two NT Live performances on this year's festival (“Of 
Mice and Men” and “The Hard Problem”) genuinely 
supplement the international programme.

KAMELIA NIKOLOVA, theatre critic 

INTERNATIONAL SELECTION / REVIEWS
THEY WANTED TO UNDERSTAND – 
AS IF IN A PHILOSOPHICAL REAL-LIFE CONUNDRUM
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ANTIGONE, Sofia TheatreTHE TASK OF SUCH PURSUITS 
NOW IS TO MAKE UP 
FOR SOME GAPS IN OUR 
THEATRE EDUCATION
IVAN DOBCHEV, DIRECTOR 
“Antigone” is a text, which even the schoolchildren asso-
ciate with Sophocles and the ancient Greek tragedy. 
When did you find Jean Anouilh's text and to what ex-
tent were the protests in Bulgaria an inspiration for you 
to stage it?
Jean Anouilh “entered” Bulgarian theatre when I was 
getting ready to “enter” the Theatre. Back then there was 
a celebrated performance of “Traveller without Luggage” 
with the great, strange actor Spas Djonev. Reading and sta-
ging such plays was slightly dissident occupation although 
the party censors did not banned them. It was an effect of 
the famous “Thaw”. The plays of Anouilh, Sartre, Cocteau, 
Tennessee Williams gave us an opportunity to see beyond 
the Wall, to catch the peculiar charm of modern drama 
and its frivolous fling with Ancient myths by setting them 
in the present. When our native socialist realist drama 
spoke of Tsar Shishman it remained in his times. And when 
it portrayed the working class and party's elite it never 
arrived at the idea to draw analogies with Antigone and 
King Creon. So the task of such pursuits now is to make up 
for some gaps in our theatre education – both of us, the 
people who make theatre and the people who see it.  

In your opinion, which character manages to speak up 
the essence set by the author in the text? 
The Choir, of course, because through it both Sophocles 
and Anouilh speak their messages directly to the audience. 

Are there enough people like Antigone in Bulgaria 
today? Do you think that their voice is heard?
Unfortunately either there are not, or there are too few 
and now they are “burnt” by the effect of half a score or so 
of self-immolating protesters – my most recent performan-
ce “A Book for Burning” is about them. Probably they 
resigned, gave it up, or emigrated.

Svetlomira Stoyanova asked the questions.

STOPPARD'S DRAMA 
IS COMPLEX 
AND AT THE SAME TIME 
BEAUTIFUL
For me, after Harold Pinter and Tom Stoppard a change 
occurred both in English and contemporary dramaturgy at 
large. It goes beyond the complexity, beyond the 
philosophical topics of mankind, which both of them, and 
especially Tom Stoppard with respect to philosophy, touch 
upon. Stoppard's drama is complex and the same time 
beautiful and manages to infect the spectator with the 
topics so as to make what interests you intriguing, not 
literal but complex and significant. I am glad that Stoppard 
has written a new play. For me it is very interesting that he 
deals with the Universe. Our Universe, the one we wee in 
the “The Hard Problem” is the Universe of the market, of 
success, of interest and of animals, meaning a primordium 
and to what extent that gets entangled and intersects 
with morality, good and evil. Obviously, in his own 
development as an author he gets to clear up the 
complexity, and namely in opposing these two domains 
that are very important for humans. I see one more topic 
that was present in his previous plays, e.g. “Rosencrantz 
and Guildenstern Are Dead” where it was very important 
for every choice to have its consequences and you cannot 
run away from that causality. In “The Hard Problem” this is 
disguised as “chance” and according to him in life the 
causal relations lead you to a hidden objective law which 
you can establish if you think about it and go back to what 
you did before. I think that topic is also present here, 
developed into their own literal acts and attitudes towards 
life and people. At the performance for me it was more 
interesting to think on the play. Because it is complex, I 
think they tried to stage it in a more accessible version in 
order to be psychologically trustworthy. Nevertheless, in 
my opinion the line of conduct in the overall design of the 
performance was a bit simplified and external.

ANA TOPALDZHIKOVA, theatre critic 

BULGARIAN SELECTION
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EVERY TIME I ASSEMBLE AN ELMA-LUCIA AND EVERY TIME SHE DISINTEGRATES 
SNEZHINA PETROVA, ACTRESS 

As an actress I trusted Tedi (Stefan Moskov) and I tried to 
do some of his basic instructions such as: “Don't shout! 
Easy, easy. Don't make it dramatic and don't deride it. Mark 
the text.” As strange as it may sound this is precisely what I 
didn't manage to do very easily. But it is precisely the 
easiness which what I always seek that marked my role as 
one different from most of the roles I have made in the 
theatre. As to the character of Elma-Lucia, every time I 
assemble her and every time she disintegrates. I think this 
is her drama: not to be able to build herself to the very end, 
to be dependent on situations and people.

In an interview Stefan Moskov defined working with you 
in this performance as harmony. When and how is such 
kind of relationship between actor and director achie-
ved?
I have no idea. But it is very exciting and mostly I believe it 
leaves its mark on the performance.

The character of the Unknown Woman is a great challen-
ge for the actress due to the situations of self-oblivion 
and self-creation in which she is placed. What is the les-
son you have drawn for yourself as an actress from that 
role? 

BULLETIN
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The performance sounded very tough to me. It is a comp-
lex and difficult period of Czechoslovakia's history. We did 
not feel it that painfully but for me it was very interesting 
to see such a brave and painful retrospection and self-
assessment through the eyes of the intelligentsia. In this 
diary read by a man stratified into several characters you 
can see the intelligentsia, which disintegrates under 
pressure, on the one hand, and, on the other, it admits its 
own impotence. In this sense this attempt is quite brave, 
self-baring and painful. I think it is something that has not 
yet happened in Bulgaria. There is some didactic part. But 
it was interesting and I was impressed with their audacity 
and readiness to bare yourself because that is after all the 
intelligentsia and it turned through their eyes and through 
your own eyes from Gulliver into what an intelligentsia 
must be – Lilliputians. It sounded very interesting to see a 
political past as a theatrical experience. That's why I think 
that once you have done that act you can move forward. 
And yet, it is about the 1960s, a lot of time has passed. 
Myths have been stripped naked and destroyed, the Czech 
new wave and the writers.

INA BOZHIDAROVA, theatre critic

I APPRECIATE THE SOUND AND 
PROFESSIONAL APPROACH OF THE FESTIVAL 

For a couple of years now the International Theatre 
Festival “Varna Summer” has been one of our key partners. 
We appreciate the sound and professional approach not 
only to the organization of the event but also to its very 
realization. We have cooperated with festival's organizers 
for a long time and our aim is to make them familiar with 
the best of the Czech stage. We are happy when festival 
representatives have the opportunity to attend in person 
some big Czech theatre festivals, see what is new, and 
select a performance for their own festival in Varna. I hope 
I am not telling a secret when I say that we have already 
chosen a marvellous Czech performance for the 24th 
edition of the festival next year. I was pleased that this 
year's edition features one of the best Czech theatres in 
recent years. I believe “Divadlo na zábradlí“ and the 
performance “Golden Sixties” will give pleasure to all 
guests of the festival.

KATEŘINA CHURTAJEVA, 
Director of Czech Culture Centre, Sofia  

What challenge lies in the dramaturgy of Pirandello the 
artist? 
A lot of reasons may be pointed out as a challenge for a set 
designer to inspire and get him involved in Pirandello's 
world. For me the main point was the times when the 
author lived, the place and, of course, the topic of lost 
identity, which denies or relativizes, to a certain extent, the 
above two. For us it was interesting to pass through many 
versions and interpretations in order to achieve, above all, 
suggestions rather than a real and specific setting. 

What was your approach to creating the visual setting of 
“As You Desire Me”? 
My personal approach always conforms to the one of 
director's. I have known Tedi (Stefan) Moskov for a long 
time, we have worked together on dramatic texts of 
different style, time and place, which in most cases serve 
only as a ground for the unleashing of his, and we pass 
through many different phases and approaches. In this 
particular case Tedi Moskov wanted to remain true to the 
text and the feeling about that time… We knew we would 
use multimedia, which was the starting point for the sets – 
how the virtual will match and get woven into the 
material...

Emiliya Ilieva asked the questions.

WE WERE INTERESTED IN 
ACHIEVING SUGGESTIONS 
RATHER THAN A REAL
AND SPECIFIC SETTING 
CHAVDAR GYUZELEV, SET DESIGN  

INTERNATIONAL SELECTION / REVIEWS
"ORCHIDS": THE FULLNES OF LIFE 
VENETA DOYCHEVA, theatre critic
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Pippo Delbono backstage 
just before the beginning of ORCHIDS

What Pippo Delbono presents to us is a real auteur theatre 
in the true sense of the word. I think it is rather a minimalist 
performance. We see it approximates the aesthetics of the 
poor theatre. It is made with very little means; with quite 
conscious abandonment of any exceptional effects the 
performance is based on establishing contact in an 
authentic, primordial meaning with what actors' bodies 
and presence are. In the performance we saw people who 
differ from the world of the normal, of the common. And 
Pippo Delbono does it all aiming to reproduce onstage the 
fullness of life with all of its vividness, immensity and 
difficulty in coping with this world. It may be scarce in 
terms of exceptional theatrical effects but it is rich in 
imagery and in my opinion it is very captivating precisely 
because of that mixing of languages, moves and appro-
aches. We saw there is a documentary layer in it, which is 
quite strong thanks to the entire line of mother's death 
and the memories of the house of his birth. In the most 
powerful frame with the lovely Christian poetry of St. 
Augustine spoken by Pippo's mother on her deathbed she 
utters those words to us as well. In the performance there 
is also a layer of poetry, which is part of the high culture: 
mostly Shakespeare with numerous quotations from his 
plays “Romeo and Juliet”, “Hamlet”, “Macbeth”… There 
are many fragments from authors of different times toget-
her with the layer of the dancing, of physical presence. This 
mixture of languages, theatre stylistics, in fact turns out to 
be quite productive because Pippo Delbono the director, 
the actor, finds the most adequate expression of the 
impulse he needs to express and the impulse he is looking 
for, and namely a sincere, true and personal statement. 
This is sharing and balance which is sometimes a bit ironic, 
a bit bitter but in any case it is not false. We can only be 
thankful to him that he shares with us.

FROM GULLIVER INTO LILLIPUTIANS 

FESTIVAL 
FORUM
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ROUND TABLE: THEATRE – NEW ENERGIES

What does memory mean for the man of today in your 
opinion? Has the attitude towards it changed?
Very difficult question. “Run away from myself – I want to. 
Not to remember anything – I want to. I want to be a body 
without a name.” I understand Pirandello in this passage 
from the play and maybe the easiness I spoke of above is 
possible only if there is no memory and memories.
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GOLDEN 60`s, Theatro na zabradliGOLDEN 60`s, Theatro na zabradliGOLDEN 60`s, Theatro na zabradli


