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The performance “No Man's Land” makes use of the well-
known homonymic film of Bosnian screenwriter and 
director Danis Tanović. How do you transform cinema 
into theatre? 
The film is set in several places, as the cinema provides the 
possibility for an almost documentary reconstruction of 
events – real locations, real everyday settings... The 
attention in my theatrical version focuses only on the 
trench and the experiences of the main characters in it, 
while the settings are conditional. This formal difference 
requires also certain changes of the content in so far as the 
whole performance develops on one level, without 
changing the point of view, without editing, without 
interrupting the time flow. These specific limitations 
demand a very detailed building up of each second in the 
stage life, with increased attention to the psychological 
detail and to the living relationships. The difficulties 
proceeded exactly from the need that something, which 

remains off-camera in the film, will emerge here, and on 
the other hand, one should form the idea of the overall 
picture seen through one fragment only. 

Are there any themes in the film of Danis Tanović, which 
you decided to leave in the background?
I took care that all important themes in the screenplay will 
find place in the stage performance. When the story is 
about real events, which happened in the recent past, one 
undertakes great responsibility and knows that omissions 
would be unacceptable. If our interpretation bears a 
difference nuance, it is due to the fact that we can consider 
the story without the partiality of the author (direct 
witness of the clashes) and in this sense concentrate on its 
universal meanings, which makes it a parable.  

What was new for you as director in your work for 
staging the play?
This performance helped me make two paradoxical 
discoveries. The first is that in a world caught in the trap of 
false news and interpretations, the straightforward 
theatrical props and the actors playing their parts can 
provide more truth than he so called “coverages of live 
events”. The second concerns the subject of human 
aggression, explored since times immemorial. I can see very 
distinctly in No Man's Land the problem that people start 
wars on a voluntary basis because they don't know how to 
live in peace, they cannot find a haven of rest and fulfill 
themselves, but remain instead in the perpetual inertia of 
opposition and destruction. For this reason, it becomes 

This year's Showcase programme of at the Varna 
Summer International Theater Festival has its 10th 
anniversary. In what ways is this edition more special for 
you?
The Showcase is the place where new Bulgarian shows 
meet with theatrical programmers, festival directors, critics 
from different countries. The special feature of this jubilee 
year is that we decided to present two shows from previous 
releases of the Showcase. These are �Julie, Jean and 
Christin�e of the Sfumato Theatre Laboratory, directed by 
Margarita Mladenova, which was presented 10 years ago 
at the first Showcase, and �Valentin's Day� from the second 
edition of the programme. It is very important for us that 
these are performances with a long stage life.  �Julie, Jean 
and Christine� has an uninterrupted stage life during all 
these 10 years, and �Valentin's Day� has recently been 
restored and is now enjoying a great deal of interest. 
Meanwhile, there are  a total of 10 events in this year's 
Showcase, which also makes sense. This year we also have 
20 foreign guests, there is a large delegation from the 
United States.
It is our priority in the Showcase programme to support 
Bulgarian theatre makers and authors on the way to 
foreign stages. Occasionally, pleasant and surprising 
developments occur. For example, it was during the festival 
that an American director saw for the first time a 
performance on the play �Nordost� by Torsten Buhsteiner. 
He was very impressed with the text and then he himself 
staged it in the States. The same happened with �The 
Moth� by P. Gladilin , when I personally introduced our 
colleague to the author which lead to a stage reading in 
New York. Sometimes the developments that result from 
the festival indirectly contribute to the Bulgarian theatre 
stage which becomes a broad platform for international 
contacts.

From the press conference about �A Terrified Soul 
(Macbeth)� of the Peking Opera and Hui Opera Institute 
from Hefei City, the Anhui Province, China, which took place 
on June 1 at the Graffit Gallery with Dong Qing, President of 
the Institute, Chungang Zhao, President of the Hui Opera 
and Peking Opera Theatre and Yushu Wang, actor. The 
press conference was moderated by Asen Terziev.

The Peking Opera and Hui Opera Institute from Anhui 
Province works in the oldest traditions of this impressive 
stage genre � huiju. Would you tell us a little more about 
it?
Chungang Zhao: Indeed huiju is a genre that originated in 
the Chinese province of Anhui and has over 400 years of 
history. In 1790, the Chinese Emperor invited in Beijing the 
four best huiji companies on the occasion of his 80th 
birthday. He was very impressed by the performances and 
invited the companies to stay in the Chinese capital, 

WE STRIVE TO MAKE THE CHINESE TRADITION MORE 
UNDERSTANDABLE FOR THE EUROPEAN AUDIENCE

therefore the name Beijing (Peking) Opera. The typical 
thing about huiju is that it presents a story through music 
and dance. The costumes are specially made, mainly in dark 
red and green. The music is based on a very old tradition 
and the songs sound like a cry. Last month, Yushu Wang, 
who stars in �A Terrified Soul�, won China's most 
prestigious actor's award.

In what ways is Shakespeare's play Macbeth, an emblem 
of the European theater tradition and the basis of �A 
Terrified Soul�, interesting for the traditional Chinese 
theater?
Dong Qing: �A Terrified Soul� is a Chinese version of 
Shakespeare's tragedy. This choice makes the Chinese 
theater tradition closer and more comprehensible to the 
European public.

Mr. Yushu Wang, what does it mean to you to be on sta-
ge?
Yushu Wang: First, I'd like to thank you very much the 
festival for inviting us to beautiful Varna. The show you see 
here is a very different and simplified version of the original 
performance. Our goal is to give you an idea of   Chinese art.

Could you tell us about the training of the actors in your 
Institute? 
Chungang Zhao: An actor's training starts as early as the 
age of 10. First the actor learns singing, which is very 
different from the Western tradition. S/He then learns the 
art of telling, then s/he is trained in movement and acting 
and the ability to combine it all together.

Angelina Georgieva worked on the material.
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How does the French Institute support the French-
language student theatrical performances in Bulgaria?
The co-operation between our organization and French 
teachers in Bulgaria is long-standing. The International 
School Festival of Francophone Theatre held in Stara 
Zagora, has had 24 editions. We have had troupes from 
many different countries. We are delighted that we have 
the opportunity to invite awarded performances at the 
Varna Summer Theatre Festival.

ILIANA KONAKCHIEVA, TEACHER IN JOAN EKZARH 
LANGUAGE SCHOOL IN VARNA, AUTHOR AND DIRECTOR OF 
"LE PASSAGE DE LA DERNIÈRE CHANCE ..."

How does the theater help in learning a foreign 
language?
For me, theater is something I have always wanted to be 
involved in. I have been doing these productions for many 
years and I see the enthusiasm of the children. They change 
in front of my eyes - their skills, their sense of responsibility.

Lyubomir Parushev worked on the material.

THE PARTNERS
BETWEEN THEATRE CULTURES
GU HONGXING, COUNSELOR (CULTURAL AFFAIRS),
EMBASSY OT THE PEOPLE'S REPUBLIC OF CHINA 
IN BULGARIA

The most valuable thing for me is the collaboration 
between the theatre cultures. Bulgaria is one of the 
countries along the Silk Road and China would like to foster 
its relations with them. We are making great efforts to 
promote not only economical, but also cultural relations. 

www.viafest.org

NO MAN'S LAND 
Ivan Vazov 
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PEOPLE DON'T KNOW HOW TO LIVE IN PEACE
STOYAN RADEV, DIRECTOR 
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Peking Opera and 

Hui Opera Institute - China

The theatre link between our two countries is very 
important for us and we will develop it as a programme. 
We will have more performances here in Bulgaria. In 
addition, we hope that Bulgarian theatre and opera 
performances can also be guests at Chinese theatre 
houses. Representatives of the Varna Summer Theatre 
Festivals have selected �A Terrified Soul (Macbeth)� during 
a visit in China and I can say that this opera is quite 
outstanding. It is a kind of combination between East and 
West itself.
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easy to provoke conflicts. This is not only a question of 
incriminating and punishing the instigators, but of giving 
specific creative dimensions to the peace perspective. 
Without such horizon, the dark enticing power of 
destruction will keep up its domination. 

Lyubomir Parushev asked the questions.



Against this background of 25 years Varna Summer 
International Theatre Festival, can you make a kind of 
summing-up and extend your good wishes to the future 
editions?
A. T.: This quarter of a century is a symbol of certain 
sustainability. I am glad that for the second time we are 
holding the EFFE Label. It is a real pleasure for me to find 
out that the audience in Varna also developed during this 
time, grew up, so to say, and we can already show without 
any embarrassment more innovative performances, which 
cultivate further the theatrical language. This year another 
partner of the Festival has anniversary � United Bulgarian 
Bank. During all the years, regardless of all difficulties, we 
have relied on the support of the Ministry of Culture, Varna 
Municipality, the Bulgarian Theatre Association, the 
America for Bulgaria Foundation, the Art Office Founda-
tion... The Festival is developing thanks to partnerships. 
N. I.: Life itself suggests the direction which the Festival 
should take. The Festival depends on the audience and the 
theatrical potential of Bulgaria. We explore the dialogue 
between Bulgarian and foreign productions as a process, as 
well as the dialogue between audience and performance, 
which contains a certain level of unpredictability as well. 
My wishes are that we have the courage and the 
intelligence to follow the logic of this dialogue, which is 
happening already out of itself. 

Elena Angelova asked the questions.

VARNA SUMMER О5.О6.2016

This year's motto of the Festival is �Imagined Worlds�. 
What does it epitomize?
N. I.: The motto is somewhat abstract because its purpose 
is to make a unity of the four programme modules, which 
are very different. It is tied up with the visual emblem, the 
poster and the image of the festival. The point here is a 
constructed reality, offered by the performances. It turns to 
be actually a borderline between the real and the desired. 
This is also the spirit of Venelin Shurelov's performance 
�Rotor� from where the image comes and, to a certain 
extent, the spirit of the performances we have selected. 
A. T.: I would add to this that the motto was conceived also 
as a metaphor. The international programme this year 
includes performances from three continents. 

For the second time the Varna Summer International 
Music and Theatre Festivals collaborate. Can you tell us 
something more about this continuing co-operation?
N. I.: Last year we started broadcasting MET Opera Live 
programme and so, the International Music Festival is our 
natural partner in such events. This year it turned out that 
besides the production with Sonya Yoncheva (La Traviata), 
there is a performance based on singing and live dance � 
Desplante. This is part of the profile of the Music Festival, 

You describe the "Memory of Fire" as a kind of summary 
of the long-standing quests of the artistic team in the 
field of fire theatre. What is the intended meaning of this 
description? What  is the theatrical attraction of fire for 
you?
The plot theatre of fire is the face of the Fire Theater. Our 
explorations started long ago, and next year our company 
will celebrate its 25th anniversary. The power of fire as a 
theatrical instrument is enormous. When the fire is your 
partner, you cannot relax and succumb to the routine. The 
actor who plays with fire must be able to partner with this 
powerful energy; he should not dominate or, alternatively, 
remain "invisible" because of the attraction of the fire. Fire 
is very intriguing for us also from a directorial point of view 
because we combine and harmonize the energy and the 
light of the fire with those of the stage action, the actors 
and the music. The goal is to achieve a unified message, 
action and vision, dynamics and sensation.

How do you get the ideas for creating the concept of your 
performances: Could you tell us more about the 
technology of creating the fire props? 
Basically, our performances are mime dramas (we are mime 
artists and non-verbal theater specialists)... The fiery arts 

INTELLIGENCE AND COURAGE  
NIKOLAY IORDANOV, DIRECTOR VIA FEST FOUNDATION AND 
ASEN TERZIEV, MAIN COORDINATOR, VIA FEST FOUNDATION 

THE PROGRAMMERS
which means deepening our co-operation. There will be 
even more possibilities for this in the future. 

This year you have planned a lot of events outside the 
stage box with fire theatre, interactive events, installa-
tions, conversations. What called forth this tendency?
A.T.: The atmosphere of a festival is created by everything 
happening in and around the festival. This is a festival also 
of the city and for this reason we made contact with the 
Varna - European Youth Capital Project. This year we are 
working together with the Fire Theatre, whose actors will 
perform at an unusual venue � the Roman Thermae. We 
expect that in the course of time we can restore it as space 
for performances, concerts, etc. 

Besides he 25th anniversary of the Varna Summer 
International Theatre Festival, this year marks also 10 
years since the launching of the Showcase. Would you 
like to tell us more about this jubilee framework?
N. I.: It is true that we've had this initiative for ten years now 
jointly with Art Office. In my opinion, this proved to be a 
successful formula, which should be carried on. The 
Showcase formula can be further improved with more 
innovative forms, thus encouraging and stimulating the 
collaboration between Bulgarian and foreign theatrical 
people. We select productions which contain challenges to 
the form, to the theatre language, to space itself and to the 
content addressed to the audience. 

then collect their impressions. This often results in some 
good changes. The reading in Varna will be the fourth after 
Berlin, Paris and Almaty. At the end of the year, the 
premiere will be in Paris. But because of its theme, Trauma 
needs more time than Nordost until it reaches European 
stages. After all, the play is not a comedy ...

Plamen Harmandzhiev asked the questions.

are enjoying growing popularity and rapid development, 
but are most often used for entertainment, as an 
attraction. Here, the presence of a plot and a serious 
message are important. The area of the plot fire theater is 

WE ARE AMONG THE PIONEERS OF THE PLOT FIRE THEATER 
ELENA PAP AND PLAMEN RADEV, FIRE THEATER MIME COMPANY
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MEMORY OF FIRE
Fire Theatre 02.06 Roman Thermae

still undeveloped and we are among the pioneers in this 
field, which opens up many creative opportunities. We try 
to expand our reach, explore the different aspects of fire in 
a theatrical context. We also experiment with different 
colors of the flame, pyroeffects, with the possibilities of 
natural light (based only on the live flame).

Your projects are marked by a strong international 
presence. How do you find your foreign collaborators, 
what do you look for in this interaction and how do you 
work on your projects?
For the last nine years our team has been international. The 
Memory of Fire features, in addition to the Bulgarian 
actors, also talented young actors from Italy and the 
Kingdom of Jordan, who came to Bulgaria specifically for 
the occasion. They are former volunteers and have passed a 
special training in the field of fire and outdoor theater with 
us. We work this way because the type of theater we make 
requires special training and specific skills that are not 
studied at the theater academies around the world. So far, 
we have worked with 74 artists (actors, stage designers, 
visual artists) from 24 different countries. We put joint 
effort in creating our projects and we rely on the co-
authorship of each member of the team. This greatly 
enhances the final result. 

Elena Angelova asked the questions
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ON THE “SMALL” VIOLENCE
TORSTEN BUCHSTEINER (GERMANY), PLAYWRIGHT 

Trauma was published in Bulgarian and it will be 
presented at the Varna Summer Theatre Festival in the 
form of stage reading. As a playwright, what do you 
think about this format? How has the theater stage 
accepted the play so far?
For me, stage readings are a very natural step towards 
verifying the text. After completing a play, I always call 
several actors and ask them to read my text out loud and 

In your previous play, Nordost, you focus on large-scale 
violence, the violence that we all come to learn about. 
You research its roots and how it is experienced by the 
individual. It looks like in Trauma you shift the focus to 
the �small� violence, the violence that is all around us but 
somehow doesn't make it to the news.
Domestic violence and sexual harassment are topics that 
societies prefer to conceal. For a long time in Germany 
these topics were considered "people's own business". It is 
only after the British calculated how much the state has to 
pay for this covert violence: police, hospital expenses, long 
absences from work, homes for women, help centers, 
therapies, and lawsuits, that the problem echoed in the 
European governments. Of course, there are still states 
that claim that domestic violence does not exist in them. 
There are countries that have no laws against rape in 
marriage. In those countries, after the first marriage night, 
the woman is her husband's property and she is totally 
deprived of rights. Obviously, such countries would not 
finance homes for women. As far as I remember, the first 
such home in Moscow was founded in 2011. Considering 
that every seventh woman is a victim of violence, even the 
350 homes for women in Germany are not enough. In 
2013, 9,000 women who suffered violence had to be sent 
back home - the homes were overcrowded.

How do you make your characters talk about the things 
they do not want to talk about?
This is exactly what I thought for a long time ... My method 
was to get the two women together in a love story. People 
in love have an incredibly strong need to talk about their 
lives and their past, to trust one other, to share everything 
with them. This, of course, raises the question of how much 
of a painful past can a love affair bear? I think it's at the 
beginning of every new love.
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How was it for you to perform in the play and to be the 
stage designer as well?  
I had started to work on the piece and the character of 
Poprishchin much before my own conception of the set 
design came up. I had an idea what to do with the text and 
the music at the time when we started to plan the show 
with Tibor Orlai, the producer. Then Victor Bodó  agreed to 
be director but the set we were contemplating with him 
was a very simple one... Then, in a moment, I figured out 
that the room of Poprishchin should be a small stage in a 
big theatre. I made a mock-up, I showed it to Victor and he 

liked it... The emerging of the character in my imagination 
was a very exciting process. 

What inspired you for the development of the role and 
Gogol's absurd world?
Gogol's humor is most impressive to me as he describes a 
chinovnik's (oppressed man, subservient) deep thoughts 
and soul. I found it important to decide that it's not about a 
madman but about a man who sees the world around him 
in a strange way. With Victor we had been working on 
Kafka's �Trial� and that helped a lot.

What was the most important for you in the mutual work 
with Victor Bodo?
Without him, this performance would have been different. 
Though I had a definite idea of the show and as the only 
performer, musician and set designer, I could have been 
"the boss". Victor gave style and form to it with his ideas on 
details. We've worked together a lot at Katona Jozsef 
Theatre... We know each other, we are on the same 
wavelength.

How do the reactions of the audience affect you?
I have always been under the influence of the way they 
follow me. Mainly abroad, when due to language 
differences some reaction come earlier or later. However, 
it's not an interactive performance. 

Elena Angelova asked the questions. 
Thanks to Edina Weber for the help 

with the translation.

TRADITIONAL DANCE AS A 
WINDOW TO HUMAN 
CULTURE
CHOY KA FAI, CONCEPT, DIRECTION, PERFORMANCE

INTERNATIONAL SELECTION
ABOUT A MAN WHO SEES THE WORLD AROUND HIM 
IN A STRANGE WAY
TAMÁS KERESZTES, ACTOR & SET DESIGNER

Could you describe the creative process that you had 
with Rianto and Surjit? What was most challenging for 
you?
When I started the project �SoftMachine� in 2012, I did not 
know what I was going to create. Both Rianto and Surjit are 
very generous collaborators and we became very good 
friends over the 2-3 years of creation. The most challenging 
in the creative process for both of them was about finding 
the boundary between their private and public persona. 
For me it was the question how to create their biographic 
narratives as a reflection on the state of contemporary 
dance in Asia.

In the piece with Surjit you ironize the stereotypical way 
of presenting Asian traditions in Europe. Have some 
other fields, other than dance itself, influenced you for 
�SoftMachine� and how? 
One of the major influences for me was the work of Alan 
Lomax - an ethnomusicologist best known for his field 
recording of folk music of the 20th century.  I was 
fascinated both by the anthropological approach to 
archive and document and by the reflection on the 
possibilities of scientific measures of intangible forms like 

music or dance. There are many other influences as well, for 
example, histories of the colonial empires, where 
expeditions went across the world to collect/steal 
�cultures�.

Do you wish to continue exploring the traditional dance 
world and if yes, in what way?
Traditional dance anywhere in the world is a fascinating 
window into the history of human culture. Yes, I am always 
interested to explore different forms of culture through 
the body. One of my latest experiments was to analyze the 
brainwave of a West Papuan dancer as a study on the 
notion of trance in the traditional dance.  

Elena Angelova asked the questions.

In �Concerto�, introduced to the Bulgarian audience in 
your art space MOZEI in Sofia, you performed texts which 
were spontaneously written by the audience in Face-
book. Why have you recently changed from �Concerto� 
to �Songs from My Shows�, where both the text and the 
music are fixed? 
I started �Concerto� 10 years ago. I used my own texts or 
the texts of existing songs. Several years ago I took the 
liberty of using for the first time texts of the audience in �P 
Project� and after that in the �Facebook Theatre�. I fell for 
it because you never know what crap they are going to put 
into your mouth and you have half a second to give 
meaning to it and to interpret it. The pieces in �Songs from 
My Shows� are another story. I am trying to play there 
according to the rules of the convention. Fixed melodies, 
fixed texts, beautiful singing. This is a challenge for me. I 
love placing myself in awkward situations. The difference is 
that the nausea from the lyrical and tuneful chains is 
nothing compared to the emotional scalpel, with which 
some of the songs succeed cutting my own mental tumors 
and frequently the tumors of the audience.

You say you take care not to rely on emotions. In �Songs 
from My Shows�, is it also a matter of form above all?
Yes, it is a matter of correct relationship between text, 
melody and body. If I succeed in making a unity of them, 
then emotions start accumulating fuel; the important thing 
is the skill to use them in precise proportions, otherwise you 
can blow it up and ruin the form. 

Do you feel complete on the stage? 
The greatest pleasure for me is when I feel like an obedient 
instrument of a higher power. When you surrender 
completely to what is happening, you have the chance to 
leave your I and become the happening itself. Such 
moments are rare and they are a great gift because effort 
does not exist as a factor any more. 

�Songs from My Shows� is performed mainly in the con-
text of dance festivals. In what way do you see the con-
cert being in line with a theatre festival? 
The songs are in line with the context of my work. My work 
spans a great variety of forms of expression, belonging in 
many cases to the theatre. This is the reason why the songs 
feel quite comfortable in a theatrical context. A lot of them 
are also pretty tragic in terms of content and character. 
Many of my songs simply overflow with theatre. 

What is the challenge for you in �Songs from My Shows�? 
The challenge is in precision. I have never before had to be 
so precise. Besides, I seldom go to concerts. I feel it boring. 
The form is too simple and predictable: song, applause, 
song, applause � The form is doomed in itself and it 
depends on me to infuse it with life, making each song a 
mini-performance, which costs me a lot of energy 
sometimes even if it seems easy-going from the outside.

Emilia Toncheva asked the questions.
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SOFTMACHINE: RIANTO & SURJIT
Choy Ka Fai – Singapore / Germany 

04.06 Puppet Theatre 

SONGS FROM MY SHOWS
Ivo Dimchev 

INA BOZHIDAROVA, THEATRE SPECIALIST
At the festival I saw the stage reading of �Trauma� � a play 
that draws inspiration from documents as well as from real 
events that are intertwined in a very interesting way in the 
form of Torsten Buchsteiner's documentary theater. He 
makes the text a very powerful experience and builds 
extremely memorable images. There was an interesting 
exploration of the ways to tackle the trauma caused by 
violence, which is far from being limited to the physical. My 
only concern is the feeling of over-sentiment at some 
moments, but it may well be my impression during the 
stage-reading itself, and I still have to take a closer look at 
the play. I saw also �The Diary of a Madman� - an amazing 
performance! I was stunned by this actor and his work, 
which is seemingly easy but actually so multi-layered. He 
achieves a rich representation of the world that resounds in 
us and that we cannot deal with. In addition, he created a 
whole image, building up on the madness that he initially 
presented somehow externally, but it then blew up his 
whole being. He creates everything himself, he makes the 
music of the madness and this inner sounding of voices, in 
absolute contrast to his initial imprisonment in the narrow 
space, distorted by the apparent expulsion from the 
surrounding life that is so incomprehensible to him. The 
director's work is not to be underestimated, it was also 
remarkable. It is a rare occasion to see such an actor, that is 
why Varna Summer Theatre Festival is a feast for us.

BRIGITA SILINA, PRESIDENT OF THE INTERNATIONAL THEATRE 
INSTITUTE (ITI) - LATVIA
I work for the ITI organization in Latvia. I'm here so I can 
select some performances that I could invite to the festival 

FESTIVAL FORUM
I'm organizing in Latvia. I think that the performances I've 
seen so far are very interesting. I'm really amazed by the 
piece �SoftMachine� � it presents a very different dance 
technique. I even intent to invite it to the festival I'm 
organizing in Riga, because its edition next year will be 
focused on Asia. I'm also very impressed by �Diary of a 
Madman� after N. Gogol. This was one great actor, under 
great directing and of course with the great text by the 
author.

SUSAN LANG; THE DRAMA LEAGUE OF NEW YORK, TEXAS 
TECH UNIVERSITY, USA
�Diary of a Madman� was an amazing performance. The 
actor is a machine. He has the energy, the focus and it's a 
world class performance. In fact, both shows I've seen so far 
on the Second stage - �No Man's Land� and �Diary of a 
Madman� were excellent. The actors in �No Man's Land� as 
well had impeccable timing and focus. The addition of the 
multimedia, the songs, the voice-overs in �Diary of a 
Madman� intensified the experience. I saw also �Songs 
from My Shows�. I have seen Ivo Dimchev before here in 
Varna and he is an incredible performer and artist. The way 
he takes the audience in the palm of his hand from the time 
he walks on stage until he releases you at the end, you are 
going with him the whole way. The music was wonderful. It 
has a variety of expression and his vocal range is very 
impressive. In the United States we have the tradition of 
cabaret singers and actually, the venue was larger than 
what a normal cabaret would be but that's what I felt like 
attending - a cabaret performance. So, it's a tradition I'm 
well familiar with and he is an immensely talented 
performer, who can add cabaret to everything else he 

already does so well. He can switch really fast from one 
character to another and it adds maybe an element of risk. 
The key to being a successful solo performer artist is that 
you have a commitment to your art that combines with 
your personality and the persona you create and it makes 
people want to listen to you, compels us to stay and watch. 
Ivo Dimchev has an immense talent and he wants to reach 
the people and he's creating that connection that's so 
important for a live performance. You will never have the 
same experience watching his shows recorded. You will 
enjoy it but not in the same way.

Siana Nedyalkova and Lyubomir Parushev 
worked on the materials.
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He found my body's journey from the rural Banyumas and 
to the urban Tokyo. The journey of my body from behind 
the tradition to the contemporary, from masculine moves 
to feminine, the transition of private life to love life with my 
soulmate, the dualism inside one's body. I found a new 
element inside this contemporary method, which is not 
limited by gender roles.

SURJIT, PERFORMANCE AND CHOREOGRAPHY

�SoftMachine� applies a documentary approach to reach 
a wider audience. Is this the most effective way to reach a 
universal language in dance?
�SoftMachine� gives performers the chance to go into the 
authentic story of their lives. It's a biographical live 
performance that I see as a platform for the ideas and 
philosophies that make the true me.

Rada Ezekieva asked the questions.

RIANTO, PERFORMANCE AND CHOREOGRAPHY

The traditional kind of dance you are practicing deals 
with the erotic expression and codes between masculine 
and feminine body manifestation. How does contem-
porary dance interpret this subject, how would you defi-
ne your approach?
I have developed my approach by trying to delve into and 
understand my own body; from where �she� is born: from 
the society, from nature, and from a form of natural rites 
happening around me. To be honest, these materials have 
always been present inside of my body as soon as I 
acknowledged that my body has the �sign�. The �sign� is a 
vast mystical space flowing freely from the mantra cast 
upon me by a Master �Lengger� when I was still a baby. 
Lengger is a form of fertility ritual art performed by male 
dancers making feminine movements. This ritual came 
from the Banyumas area, the place where I was born. Thus, 
the feminine and masculine energy flows inside my body. 
Through this awareness, I try to build the creativity of 
gestures in a contemporary genderless form. Of course, the 
traditional dance art I studied at school and college divide 
the gender roles of male and female. However, the focus 
for this contemporary dance is on the absence of gender 
roles. The body is always inside a process of continuous 
development and I am very interested in this role between 
the masculinity and femininity.

How is your work related to the overall �SoftMachine� 
project?  
The process behind �SoftMachine� is based on documen-
tation of body transformation. Choy Ka Fai's project was a 
tremendous help for me to discover my identity as a dancer. 
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HUMAN BEHAVIOUR AS MATERIAL FOR CHOREOGRAPHY
LEE JUNG IN, CHOREOGRAPHY AND DANCE

In Rotor you deal with the "human-inhuman" interaction. 
Can technology and sophisticated mechanical devices 
replace the person in a theatrical performance, or 
generally in performances?
Yes, it is possible. If we look at the Solar System, it is a very 
successful performance with a modest human involve-
ment. In the theater and in the various performing arts, the 
idea of   creating a model of the giant universal mechanism 
as a phenomenon, as a sacrament, as processes, is very 
important. We should not be afraid of the replacement of 
man, it is not shifting of the human.

You use only the means of the body and the electro-
mechanical kinetic device you have created. Does the 
visual succeed fully in embodying the ideas set in the 
concept of creating the performance?
Yes, completely. This is one of the most mature perfor-
mances I've ever done in visual and conceptual terms. I will 
just add that I also use the medium of language, I speak 
with the audience on stage and comment on what I do. 
Sometimes this is the most problematic part, as it is to a 
great extent improvisation, but the performance as an 
artistic form is always a form of risk.

How does the Bulgarian audience react to experiments 
like Rotor?
Like any other audience in the world: between the rapture 
and the apathy. Rotor prompts both reactions.

Questions asked by Siyana Nedyalkova 

What was the starting point for �Skins�? 
The idea of Skins started from my experience in public 
spaces in Korea. Rush hours in the morning or evening are 
extremely harsh moments in subways and buses. You just 
stand with lots of unknown people and you cannot move. 
There are many uncomfortable moments like unpleasant 
contact by accident and there is never a polite attitude 
even when someone steps on your foot. I dreamt of 
escaping during those moments, but there are not many 
options. We need personal space and we deserve to have 
privacy. However, what can I do when it comes to an 
unavoidable situation? I just close my eyes and wait for 
time to go by as fast as I hope. I try to search through all my 
feelings, touch through these experiences and transform 
these sensations by movement. 

Now you are a post-emerging dance artist from Asia 
living in Europe. How do you see your perspectives for 
professional realization, how do things look for you 
now?
I am curious and excited when I feel that I am moving. 
Continuously I make my own creation in order to find new 
vision of dance. In addition, I am focused on building a 
global dance community between Europe and Korea. As an 
artist, I want to promote international cultural exchange 
through the expansion of dance and various cooperative 
activities. 

Elena Angelova asked the questions.
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SKINS
Lee Jung In
South Korea/Austria
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"GOLEM" AS A GUM UTOPIA
VIOLETA VITANOVA AND IVA SVESHTAROVA, PERFORMERS

What was the main challenge for you in Golem?
V.V.: Overconsumption of gums.
I.S.: The performance is still a challenge for me. Ani Danko-
va has created an extremely profound and interesting 
multi-layered structure that requires careful handling of 
the stage material. It takes a deep immersion in every 
action and understanding of the trajectory of scene 
dynamics. The performance is complicated to perform, 
even if it does not appear so looking from aside, and it is 
very easy to get out of its component parts. Every time I 
find new things about the performance and about myself 

What prompted you to the image of Golem?
Golem appeared as a result of communication between me 
and Svetozar Georgiev � ghostdog at a time when I imagi-
ned that it was possible to have a text in the performance. 
In the paintings of human bodies, chewing and spitting 
lifeless chewing gums, he replied with the image of Golem. 
Very inspiring!

What was the main challenge for you as a theatrical 
director in a dance performance?
The main challenge for me is to talk about the project to 
anyone outside the team because Golem functions in the 
pre-verbal, physical world of desires, and requires a figura-
tive language. Working with chewing gums, human bodies 
and the interaction between them, with all the elements of 
the performance, as well as with each of the team, was 
frank and inspirational. I am deeply grateful for this pro-
cess.

During the Golem creative process, what basic quality did 
you work on with the artists and how would you describe 
your method?
We worked on the clear picture of body experience and 
feelings in the body at every stage of the happening "wish-
consumption-wish".

05.06 Art Gallery

GOLEM
Anna Dankova

ABOUT THE BODILY WORLD 
OF WISHES
ANNA DANKOVA, CREATOR AND DIRECTOR

as a performer in it. I am happy to have the opportunity to 
be part of the complex world of Golem.

What do you think makes �Golem� up to date and what is 
its message to the modern viewer?
V.V.: Golem is a temptation that can never be consumed. 
The attempts to make our dreams come true are a gum 
utopia, a desire that is fed by its own impracticability.
I.S.: Our life is overwhelmed by an aggressively imposed 
variety that cannot be adequately absorbed and fully 
accepted. In the flow of our hectic daily routine which we 
are surfing with a rampant pace, in an attempt to manage 
the visible and invisible dynamics, we are caught in the trap 
of characterless consumers. And even when we realize that 
we are mercilessly consuming things, we continue our 
infinite ointment and rubbing into a pile of organic and 
synthetic garbage. We have become predators who obey 
their strong desire to absorb, absorb all the resources 
around us. Even our relationships with other people is 
considered ready resource for fast food. Golem is all this � 
an uncontrolled desire to consume, swallow, overeat, chew 
and bark everything and everyone, eventually spitting out 
a pile of unnecessary rubbish.

Elena Angelova worked on the material.

THE SUN SYSTEM IS 
A QUITE A SUCCESSFUL 
PERFORMANCE
VENELIN SHURELOV, AUTHOR AND PERFORMER
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ROTOR
Subhuman Theatre

SOFTMACHINE: RIANTO & SURJIT 
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