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INTERNATIONAL SELECTION
LANDSCAPES BETWEEN REALITY AND IMAGINATION

FABRIZIO FAVALE, CHOREOGRAPHER

Using landscape as source of inspiration seems to guide
you not only in Circeo, but also in your previous works
(for example Hekla, named after an Icelandic volcano).
What drives this continuous interest of yours in connecting
the body to the energy of a landscape?
Yes, I think almost all my works are in a subtle dialogue with
different kinds of landscapes, I mean different kinds of
worlds. Most of the times these worlds are imaginary. For me
dance is a kind of untranslatable language that can evoke
and pass through all forms, real and imaginary, forms of
every past and every future, to run over the visible horizons.
It's a possibility of the human body. I like this possibility when
it is not affirmative, when it suggests forms just glimpsed,
presumed.
In Circeo we observe an almost indistinguishable line
between ensemble work and individuality. What kind of
creative process did you have in order to extract such a
delicate balance between group and individual?
Perhaps this is the result of a long improvisation process that
every single dancer did individually, but starting from com-
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CIRCEO
Le Supplici, Italy

mon lines, common suggestions. Also when I do choreography, I start from the peculiarity of the body that is in front
of me, and from what that body suggests or desires, and I try
to imagine how that body can dialogue with what we are
searching for. After that I just put together all the created
materials, like in a bigger dimension or stratification: a kind
of orchestra.
In Circeo the image of the sea is overwhelming both in
the body language of the dancers and through the sound
design. How did you work with these two layers?
I think when we have a strong image, like a stormy sea, for
example, the work is quite simple, and it happens (almost) of
its own accord. Perhaps when the images are more rarefied
or shaded or uncatchable, the work is very hard. For Circeo
I worked first with the dancers, and after that I tried to find
music and sounds that can find a kind of balance with the
energy of the dance and the atmospheres I was looking for.
Work on the sound was very long and hard, because
sometimes it takes very little for the atmosphere to change
and everything seems not to work anymore. The Circeo-
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KALINA WAGENSTEIN, ART OFFICE FOUNDATION

Meeting with Showcase participants and guests
Art Ofﬁce Foundation has been working with Varna
Summer Theatre Festival for more than 11 years, ever since

its foundation. We initiated jointly the Showcase programme, designed for international programmers, festival
representatives, critics and theatre specialists from all over
the world. This year marks its eleventh edition and there are
15 foreign guests from eight countries. The idea of the
programme is to present performances which can make also
tours abroad. This means that they should be mobile,
communicative and able to speak to foreign audiences. An
interesting aspect in this year's edition is that the bill itself
has been created in a manner allowing foreign visitors to get
to know not only the six performances in the Showcase
module, but also some of the productions included in the
main programme – the best Bulgarian performances and the
international selection. In this way, they will be able to
obtain a broader view of the current Bulgarian theatre and
of the festival proﬁle. Some of the theatres outside the
Showcase programme have prepared English subtitles for
their performances. This is a very good sign because it means
that all of us realize this particular aspect of the festival as
well – on the one hand, the presentation before foreign
programmers, and on the other hand, the tourist season in
Varna begins already much earlier than it used to.

sound is difficult, because I wanted a kind of energy from
nature, like sounds of cracking glaciers, wind, animals verses
etc. together with atmospheres that were sometimes epic,
sometimes delicate, sometimes obscure, sometimes very
clear and light. So it took more than one year...
You work a lot with music and musicians coming from the
contemporary ambient and electronic scene. How do you
relate your idea of choreography with this kind of music?
Yes, I think I work with this kind of music because it is the one
that I know and control better. The world of the electronic
scene is very vast also, so maybe it is more simple for me to
reach sounds that can go together in a good way with the
vastness of dance and dancers capabilities.
Circeo is a mythical and magical place, but what does it
mean to you not only as a choreographer but as a person,
who was born in this area? What kind of image do you
wish to transmit to the audience about this specific place?
Well, I don't know if I can be clear with this, because, as you
say, I was born in that area of Italy, and so there is quite an
intense emotion in what I try to say with dance. I think
landscape totally influences my work, and landscape, especially in Italy, is a mixture of real and imaginary dimensions.
And in the imagination our clock can slide back in the archaic
past or forward in the far future to meet non-existent worlds.
I think there is a double nature in me, one that needs an
abstract way of telling, because abstraction allows us to pass
through the things in the world, to go very fast in the
direction of the sky, of the stars, in the lightness of the
geometry, of the hypothesis. On the other hand, I see that
my desire for abstraction is influenced by powerful images
that belong to the Italian landscape, to archaic thoughts, to
the popular unconscious.
How would you describe the position of your company Le
Supplici in the Italian contemporary dance scene?
Well, I think we are a bit of outsiders. Like the Beatnik, I
guess Really, I don't know I don't understand very much
the Italian cultural policies for dance. I just go my own way.
Elena Angelova worked on the material.

FESTIVAL FORUM
HIGH STANDARD PERFORMANCES
WANG LING, SECRETARY GENERAL, CHINISE CENTER OF ITI
You are for the ﬁrst time at Varna Summer International
Theatre Festival. What is the purpose of your visit?
I am the General Secretary of the Chinese central of ITI,
which is a part of the China Theatre Association. I came here
with its director because we want to establish a cooperative
relationship with the festival. Two years ago we invited
several festival artistic directors from 16 Central and Eastern
European countries to come to China. One of them was
Asen Terziev. We want to present Chinese performances to
different festivals. The purpose of our visit is our interest in
this festival. We want so see what kind of productions it
shows and also to get acquainted with Bulgarian theatre.
Which performances have you seen so far from the festival
program and what are your impressions from them?
I saw “Delhi Dance”, “FLAPSE” and “Idiot”. Three very
different performances. I liked “Delhi Dance” the most. It
used a lot of technical equipment – the screens and the live
cameras. “Idiot” seems more traditional to me, not very
innovative or experimental. But I think that the actors are
very professional; there were really strong performers.
“FLAPSE” was also very interesting. I couldn't understand
very well what they wanted to express but visually I think it
was very attractive. I can appreciate their actions and their
coordination but I can't ﬁgure out what they wanted to
express. That might be my problem not theirs, because
modern dance is something you can only feel, not like drama
theatre. But they are very skillful. Those were all high
standard performances. Our style is a bit different than yours
but I can see the differences and appreciate them.
Natalia Alexieva worked on the material.

О6.О6.2018

VARNA SUMMER
INTERNATIONAL SELECTION
THE THREE SISTERS
Red Torch Theatre, Russia
SCREENING

02/05.06 Festival and Congress Centre

THE PERFORMANCE
IRINA KRIVONOS, ACTRESS (OLGA)
Acting in gestures is close to acting in a foreign language.
You have to master each word separately, then connect
them and work on “pronunciation” for quite a while,
otherwise you won't “sound” convincing. All dialogues are
very concrete, you can give prolonged speeches raising your
eyes up to heavens or turning away “with implied meaning”.
The action is straightforward. You look into your partner's
eyes and express very distinctly what you want from him.
Having lost your habitual way of inﬂuencing the partner
through words and intonation, you look for other kinds of
expressiveness – your body, plastic arts, ordinary actions.
There are many subtleties that distinguish the deaf from the
hearing; there is no “quiet vs loud” gradation. People who
hear, try not to rattle kitchenware, chairs and other things,
they try to laugh and cry quietly so that not to be overheard.
For the deaf those semitones simply do not exist, so I have to
control my own behavior constantly. It results in a very rigid
stage existence, it's unbelievable pressure. You feel as if you
are part of a score, but when everything converges, you gain
certain freedom. You feel how polyphony gets born, and
you catch its rhythms, and ﬂoat along...

THE IDEA
TIMOFEY KULYABIN, DIRECTOR
For a long time I'd been cherishing the idea of doing a
production without sound or rather somehow excluding
words from the perception of the audience. For example, a
classical play on the stage fenced off by soundproof glass.
Later this idea transformed into this production of “The
Three Sisters”.
I got in touch with a sign language with a sign language
tutor and asked her to train some of my actors to perform a
page from Scene One, the morning of Irina's birthday. The
actors attended the classes for a month and then, without
any stage setting, simply “pronounced” the silent text. And I
felt a very strange effect: the characters gesticulated in a
complete silence, but the text, which I knew quite well,
sounded inside my head. Therefore was a certain magic in
this as the unsaid words became not less but more
signiﬁcant. Later we added subtitles, which only ampliﬁed
the effect. Chekhov's text had turned into one of the
characters, in fact into the protagonist.
We invited advisers with limited hearing to our rehearsals. As
a result, very particular details of this kind of life have been
meticulously reproduced in our performance. The hearing
impaired are military men, are able to play musical
instruments, work as teachers and doctors. Much of what
had seemed inevitable theatrical allowances became
authentic. There, outside the walls of Prozorovs' house, were
all those unfriendly places and people: the grammar school,
which left Olga so exhausted; the telegraph ofﬁce that
depressed Irina; Natasha's lover Protopopov, the blazes of
ﬁre… All this very much coincides with the perception of the
world by the deaf as they regard it as strange and even
hostile. This world hasn't been cut out for them. Initially the

production hadn't aimed at such social impact, but once it
had outlined itself it made no sense to resist the
opportunity.

REVIEWS
EXTRAORDINARY PERFORMANCE
BOYAN IVANOV, DIRECTOR

THE IMPLEMENTATION
OLEG GOLOVKO, STAGE DESIGNER
The characters of “The Three Sisters” are engaged in
household triﬂes all throughout the play. These daily
activities might cause strong irritation if the environment
aesthetically contradicts such a way of existence. The
situation that develops in our production is a simulated
reality, a theatrical experiment which nevertheless demands
visual authenticity. In this production costumes and props ﬁll
in the interval from the early 20th century through the
beginning of the 21st century: from overcoats and female
blouses of Chekhovian times to modern jeans and gadgets.
The epoch of theatrical naturalism, to which Chekhov's
dramas in a sense belong, always demanded huge lists of
things. However, is our everyday life any different? You
might be sitting in a comparatively empty, minimalist room,
and still, if you are attentive enough, you'll count up to 600
objects.
The fact that the characters in our case are deaf has affected
a great number of details. Even the process of manufacturing the scenery and furniture was different. As a rule, I
spend a great deal of time making sure that the scenery and
props do not produce any extra sounds. In this case, it was
the opposite. For the ﬁrst time in my professional carrier I
was happy to hear the stage ﬂoor creak, the doors of the
cupboards clap, and the dishes in the sideboard tinkle when
someone passes by. As it happens, this scenery has not only
visual, but also an acoustic aspect. The Prozorov's house has
a music score of its own.

An extraordinary performance. Paradoxically, depriving
himself of speech, the director actually brings crystal clarity
to Chekhov's text in every single nuance. Outstanding actors.
I'm very glad to have seen the show. I think that as many
people as possible should see it.
THE DESIRE FOR COMMUNICATION PRODUCES
ITS OWN LANGUAGE
JAVOR GARDEV, DIRECTOR
If you take away the basic tool of communication, the desire
for communication thereby increases to such an extent that
it produces its own language. This new language however is
not simply the sign language. The gestures and facial
expressions are rather the code system by means of which
the new language acquires form, but the basis of this
language is the longing to share. It is a longing which both
bypasses the physical impediment to share and intensiﬁes
the impulse to share. In this way, the stage is imbued with a
newly formed enhanced life, which has broken the dam of
language limitations and the words of the same Chekhov,
written in the titles, acquire their meaning in an unexpected
(and therefore interesting) way. This successful experiment
of Kulyabin's “The Three Sisters” reminded me of that
famous Pasolini scene,where they cut off one after another
the limbs and the tongues of two lovers, which made them
use ever more strongly their eyes for making contact,
because the most important thing for them was to
communicate.

VERY WELL BUILT SHOW
TAMASZ YASZAY
EDITOR, REVIZIR CRITICAL PORTAL
HUNGARY
I think that Zachary Baharov is a great actor! He has very
strong skills and very good energy on stage. He knows how
to capture the attention of the audience. The story itself is a
typical one – an average guy meets with history, with
politics… We're listening to him and we face with all the
difﬁculties of his everyday life and of his country. Sometimes
it's funny, sometimes it's tragic. Even in some moments I felt
embarrassed – for example, the episodes the main character
talked about his wife or about women in general. The actor
on the stage could perfectly control his voice, his gestures,
his body. And he worked with the audience, he “manipulated” us in a very smart way. At certain points the
performance looked like a stand-up comedy for me. The text
itself is very interesting. Its structure is very clear and I
especially enjoyed the way the actor weaved all these stories
together. I tried to catch all these points, where Baharov had
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REVIEWS
CHAMKORIA
Theatre 199

to switch from one to another sudden and unexpected story.
He effortlessly used the story line as the driver uses the road
– there are always some turns and sudden things and
accidents on the road and so on. Overall, I really liked the
way the whole play was built.
“CHAMKORIA” WILL BE UNDERSTOOD EVERYWHERE
ROMEO POPILIEV
THEATRE RESEARCHER, BULGARIA
“Chamkoria” is a very good performance based on good
literary material. It is made with an interesting actor. I was
mostly impressed by the different point of view to history:
from the position of the one on the margins, of the outsider.
By chance he ﬁnds himself into the whirlpool of various
events. The text itself is built as a stream of associations
where the actor, and his character, respectively, take up the
next thing that's coming. I think this performance would also
be interesting for foreign audiences. The events are related
to our present, too. They correlate. I think this performance
will be understood everywhere.
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ART AS A COLLECTIVE RITUAL

CHRISTIAN BAKALOV, CONCEPT AND REALIZATION

06/07.06 Kliment Ohridski School

PURE / Raelmagination
Christian Bakalov (Bulgaria/Belgium)

What is leading for you in creating and organizing such a
large-scale collective ritual as the ETERNIA trilogy, as you
yourself describe it?
PURE is the second part of the ETERNIA trilogy, which is
inspired by Baruch Spinoza's definition of eternity. What
inspires me to organize these large-scale and unpredictable
meetings in it, was the desire to leave the orthodox
framework of realizing a stage production not just as form
and structure, but also in its inner quality and material. The
more radical idea behind all this appeared at the very first
atelier/presentation of PURE in Belgrade, where I realized
that what I actually do is depart from the stage production as
a performative machine, which absorbs, processes and discards the viewer, so he cannot even react. Being unable to
eliminate this machine (at least for the moment), the
question I logically asked myself was how I could hack this
machine and what virus I could infect it with, so that it
would produce something more humane, more real, a more
authentic experience. That led to the necessity of working
with amateurs. They became that benign virus that would
ennoble the outdated and obsolete performative machine,
with which, at best, you know what it would produce from
the very beginning, and at worst  what new copy it will
print.
In the project you work with people of different ages,
including children, as well as performers from a different
context, often very different from that of dance, performance or art in general. Is this a challenge or an advantage
for you?
It is both. The challenge is something every artist creates and
addresses first to themselves, but also to the audience! The
challenge is a kind of invitation for establishing the contact
between the artist, the performers and the audience. An
invitation to a dance for three. The advantage comes from
being able to decide consciously what and how to challenge.
The project seems to go outside the sphere of choreography and visual arts and enters the field of pedagogy,
not only on an aesthetic, but also on a social level What
message do you want to give to the people who you meet
as participants in it?
The truth is that even for myself it is difficult to determine

what sphere I am entering with each subsequent PURE I
realize. The fact that every time I have to rethink every
element, every visual installation, to create new ones, that
the participants are different, and mostly, that the space is
different. This obliges me, however exhausting and stressful
it may be, to go every time into areas that are new for me. To
rediscover them with the naive and instinctive eyes of a child,
who, by dreaming their own unique reality, simultaneously
creates and articulates it in a way that is accessible for
everybody, even for people who have never had any
experience with interactive and immersive performances.
The truth is that the simplest things are the most complex!
You have an impressive career in Belgium having worked
with a number of world famous names in the modern
performing arts, such as Robert Wilson, Jerome Bel, Jan
Fabre What provoked you to realize PURE in Bulgaria?
I hope this will not sound disrespectful to all incredible artists
that I have had a chance to work with over the past 26 years,
but for me, my meeting and my work with Ivo Dimchev were
the most exciting, richest and most beautiful. Each of the
enumerated directors contributed to my development as an
artist and as a person at various stages of my life. But only in
Ivo Dimchev I find the uncompromising integrity and radicalism that I value so highly, that must be the determining
factor for an artist in any undertaking. As for the motivation
to show PURE in Bulgaria, it is not much different than
showing my work anywhere else in the world! For me, art is
not an ornament or entertainment. It is the drive and the
energy that are created between people who have decided
to experiment together here and now, that we all,
irrespective of the small anthropological differences between us, all of us  past, present and future - are one! People
have created, create and will create art as a medium,
through which they reach the collective realization of a common identity. Only then can a man understand intellectually,
but also internalize and experience physically, that when
they hurt somebody, they also hurt themselves, that when
they give to somebody, they also give to themselves! This
makes PURE an experience, irrespective of whether it is for
the audience, for the participants or for myself.
Elena Angelova worked on the material.

INTERNATIONAL SELECTION
IMAGES AS LIVING PARTNERS
CLAIRE BARDAINNE AND ADRIEN MONDOT,
CONCEPTION AND ARTISTIC DIRECTION

In “Hakanaï” we are mesmerized by the conversation
between gesture and image, between body and light,
between constantly unfolding limits and inﬁnities. What
tools of choreography did you use to compose this vast
and only since recently explored material? Were there
other references for the creative process that you used?
The creation of the Hakanaï choreography is based on
improvisations with the dancer Akiko Kajihara. No recorded
video. The digital landscape is a playground, generative, and
interactive. And our goal is to marry up the digital and the
material as precisely as possible.
The performance is aimed at synesthesia-effect. How do
you use it in the context of hybridization between art and
technology?
A deep imaginary experience is created by the combination
of all senses, but also all the layers of reality, from the
material to the immaterial. Our "synesthesia" work is about
merging music and visual but also poetry and technology,
maths and physical sensations.
How is the sound design partaking in the digital sceno-

HAKANAÏ
Adrien M. & Claire B., France
graphy in order to create the synchronicity-like effect?
The sound is sendig by OSC – a protocol for networking multimedia devices – a message to the image so it moves exactly
at the same time. This synchronicity is a part of the interactive effect…
“Hakanaï” explores the border between virtual and real.
You use computer games mechanism and yet, live body

07.06 Archaeological Museum

You started developing the idea for “Hakanaï” in 2006 at
ﬁrst as an installation and more interesting, as a software,
interacting with human motions How and why did dance
encounter your digital project?
The dance and the body are the reason why we develop our
software! We don't want to create images that remain inside of screens : we want to turn images into living partners
to play with.

and live digital scenography on stage. What is your next
choreographic aim and interest after bringing together
dance and digital scenography, or more simply said juggling with reality?
We are working actually on a new project with Motion
Capture in augmented reality. We want to see a dance
performance happens on a table through your smartphone!
Elena Angelova worked on the material.
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THE CLEANER YOUR STORY TELLING, THE MORE YOU ARE STANDING IN THE TRUTH
STAYKO MURDZHEV, DIRECTOR

07.06 Main Stage

COCK
Youth Theatre

How did you come to choose Mike Bartlett's play “COCK”?
I picked out “Cock”, because I ﬁnd it important to choose a
theme which excites me. In particular – the issues contained
in the text, rather than the plot, the storyline. Actually,
“Cock” is a key play for me, not only as a phase in my professional development, but also from a personal perspective.
In some way “Cock” displays, depicts on the stage a stop on
the road of my life. It provides a very signiﬁcant answer to
my life right now.
It is interesting to see the elimination of superﬂuous
details and of realism in the manner of presenting the stage action. What do you aim to emphasize through such
approach?

This is an aesthetic approach which I have felt for a long time
behind texts. Over the years, in the course of accumulating
ever more texts and performances, I have felt increasingly
the need for purity in the language. As time goes by, I can
tolerate less and less, and I have become even allergic to
details and concretizations on the level of everyday life,
generally, to the realistic portrayal. Even when we mean
props, scenery and costumes. This cleansing regarding the
presence of objects is charged with the meaning of truth. In
my opinion, the cleaner your story telling, the more you are
“standing” in the truth. This cleansing emerged quite bravely
in “Equus” and then I decided to proceed absolutely radically in “Cock” – relying on, if you like, imaginary everyday
narrative, which is simply non-existent.
In the scenography for “Cock”, and also in your several previous performances, you have included peculiar platforms,
on which the characters speak. Is this intentional and what
is behind this approach?
Yes, of course, it is intentional. I proceed from the mandala
space as a holy place, where one can develop certain
meaning and certain truth. The mandala you can dive into,
but at the same time emerge on its surface. As a matter of
fact, these differently shaped spaces perform exactly this
function – focusing on the meaning – its genesis or its
breakdown. Generally, these platforms act as mandalas.

THE CHARACTER AS A WAY OF LIFE
ALEXANDER HADZHIANGELOV, ACTOR
Your latest roles are totally different. What were the
challenges of your role in “Cock”?

The greatest challenge when creating any character is to
make it full-blooded, living and authentic. This was true also
in “Cock”. I found it interesting to grasp how this character
felt, how he acted, when he is being ironical and when sarcastic, how he suffers or provokes. A very rich emotional
palette and different tricks to cope with each situation. I had
to become conscious of all this and make it my way of
thinking. Otherwise, the character of "М" would be
imprisoned in the “gay” cliché – amusing perhaps, but empty, without soul and real emotions. “Cock” is a play about
love, and truth is the most important thing in love.
This is the second time you have worked with director
Stayko Murdzhev. What do you beneﬁt from working with
him?
It is a great pleasure to work with Stayko. He is a genuine
professional, devoted and loyal to the theatre. He is deeply
involved in certain themes and he is successful in ﬁnding the
most precise texts and means to express himself, his
suffering, his joys… He is able to ask questions which all of us
wanted to ask but didn't know how to do it. I like to work
with such people, because I feel that we are on the same
wavelength and that we walk in the same direction. We
understand each other and are not afraid of experimenting.
It is wonderful to be with someone who is like-minded and
this gives you wings to ﬂy. At any rate, this is the meaning of
art – asking questions and stirring up emotions. It is a kind of
art to work with Stayko.
Natalia Alexieva worked on the material.

PARALLEL PROGRAMME
ELENA PANAYOÒOVA, DIRECTOR
05.06 Art Gallery

GILGAMESH
NBU, Persona

The Epic of Gilgamesh is an interesting choice for stage
work with students. What intention brought you to it?
The main test in the ﬁrst place was to ﬁnd out if the young
students will get interested in it. It turned out that the
themes of friendship, love, the meaning of life and death,
are just as modern as they were 26 000 years ago. Thus, the
Epic of Gilgamesh was given life on the stage.
How did you master the stage interpretation of the text?
Together with composer Asen Avramov we had for a long
time the dream to meet in an epic genre, which would give
us the opportunity to vocalize the text in a speciﬁc way and
to provoke a different verbal action. For us, the idea of the
chorus as the story-teller in the Ancient Greek theatre was
fundamental. We wanted to make the chorus a leading
character and faced the challenge to give it modern dimensions. For the roles of the hero Gilgamesh and the wild-man
Enkidu I invited our choreographer Rosen Mihaylov, who
gladly accepted to experiment with both characters. His
stage presence is extremely powerful. Later, the two protagonists, who have unusual strength and dimensions, became puppets communicating with the gods – actors. In order
to make the genre of the performance emerge, it was
important to discover how the role of the story-teller can be
transferred with ease from the chorus to the dancer, from
the dancer to the musician, from the musician to the

puppeteer and vice versa. I think that the fragmented perception of the audience would respond readily to such an
approach. The main goal of our team was to ﬁnd the crosssections between the means of the drama, music, dance and
puppet theatre. Gilgamesh came closer to a modern form of
an opera or oratory. The red thread in the epic about the
predestined death and the futile human efforts to achieve
immortality is transformed in the message that the only
immortality accessible for the human being is his memory of
his deeds and that the joy in the present moment is the basic
aim of human life. The unexpected multilayered theatrical
language of the performance helped us make visible and
audible these messages coming from ancient times.
How did the meeting between actors from different generations contribute to the performance?
I don't think the performance would have been successful
only with students or only with professionals. The young
actor brings the certainty that it is possible to make use of
any means while the experienced actor knows how to make
it work and in this way the two generations mutually inspire
each other. Both sides simply needed to exercise more
patience. At this point I would like to express my gratitude
also for the professionalism and the partnership of the
wonderful actresses Asya Ivanova, Antoaneta Petrova,
Rossitsa Geverenova and the debutante Ralitsa Stoyanova.
Questions asked by Lyubomir Parushev.

THE FEELING TO BE INSIDE
THE CATACLYSM
IVAN DOBCHEV, DIRECTOR
This is the second time you have worked with your Acting
class in NATFA on the play “Black Hole” by the Macedonian
author Goran Stefanovski. Is there a difference in what you
tried to bring out of the text then and now?
I don't like to repeat what I have already done. I reach for a
text which I have staged years ago only if I have a new idea
about it. Today's context brings another meaning, another
horizon. I have staged Black Hole for a second time with my
students because in my opinion this play demonstrates a
certain theatrical aesthetics which I feel very close to myself.

BLACK HOLE
Students' Theater, NATFA

06.06 Puppet Theatre

THE EPIC OF GILGAMESH
AS A MODERN ORATORY

We've been friends with Goran Stefanovski for many years.
When your work on a dramatic piece of art has an added
pedagogical character, it has educational aim as well.
Education of expressing yourself in a modern way.
Does this class of graduates in Acting bring a different
reﬂection compared to the previous one with which you
staged the play?
It does. The students I currently have are closer to the play. It
seems akin to a kind of European thinking, in which, given
the catastrophes happening in the world, there is a hovering
feeling about a certain apocalypse, a feeling that the time
we are living in smells of war, of a huge cataclysm – a total
one, a global one. And we are right in it.
Questions asked by Natalia Alexieva.
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