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HERBS OF MADNESS
Theater Laboratory Sfumato

05.06 Second Stage

“Noah's Ark” is the latest programme of Theatre Laboratory
“Sfumato” and directors Margarita Mladenova and Ivan
Dobchev. It is dedicated to one of the most signiﬁcant and
original Bulgarian novelists and playwrights of the second
half of the 20th century – Yordan Radichkov. They draw on his
mythopoeic works deeply rooted in Bulgarian folklore and
traditional beliefs as a testimonial of a world that becomes
extinct.

RADICHKOV'S WARNINGS ARE
EVEN MORE PERTINENT TODAY
MARGARITA MLADENOVA, DIRECTOR
In the mid-1990s, you staged “Herbs of Madness” by Bulgarian writer Yordan Radichkov, and now you are returning to his work again. The staging is about the last day
before Radichkov's village was destroyed and turned into
a dam. What drives your interest in this story?
The worry is that man has allowed that the umbilical cord
between him and what created him to be severed. This is the
big topic today. Both in its ﬁrst version, and even more so in
the present one, the performance “Herbs of Madness” is like
a sleep talking of those 11 remaining people in the already
deserted village; restating their whole day-and-night cycle:
day, evening, night, the herbs of madness and the last
morning of departure. It's like a letter in a bottle thrown by
shipwrecked people, but something in them tells them that
no miracle will happen. At the other pole there is something
that is perhaps small but is shining powerfully - the truth that
the “herbs of madness” in man – the songs, tales, myths,
dreams, the creative impulse – determine his spiritual existence. There I see hope in the overall catastrophe.
What do the “herbs of madness” represent for you?
I think that the image of the herbs of madness is dominated
by the opportunity for a meeting between here and there,
between what is alive and what is dead. It is no coincidence
that in the Herbs of Madness you can meet with your dead.
You forget your "I" and you face things that cannot happen
here, in your world.
The performance has been composed following the atelier
principle which is the usual approach you in the Theatre

Laboratory “Sfumato” take. Would you tell us something
about this process?
We always have some sort of an initial design, which takes
form through the experiments at the ateliers and in the
rehearsal process. There the actors are free to try, to invent
and thus to ﬁnd themselves in the characters. I do not know
what other way there is, except for creative provocation, to
awaken the imagination, to awaken the archetypal memory.
This is what we need – the archetypal, emotional memory,
imagination, the ability to see what you say – to see the
thought, as Artaud says. This is typical for Radichkov, who is
extremely imaginative. Everything is visible, even the invisible – it feels as if you can reach out and touch it. That's how
we've worked. Almost the entire Noah's Ark programme,
and especially “Herbs of Madness”, rely on young actors.
Thus, we enter Radichkov's world with people who come in
contact with his space for the ﬁrst time, and through them
it's like we enter this space for the ﬁrst time as well. Returning through them to Radichkov's space is a greater discovery, a greater occurrence, and a greater artistic feat than
when Radichkov was so alive that no one could imagine the
theater or the literature without him.
Interview by Lyubomir Parushev

THE THEATRE'S MISSION IS TO PRESERVE THE CRUMBS OF LIFE
IVAN DOBCHEV, DIRECTOR
NEW BIBLE
Theatre Laboratory Sfumato
06.06 Second Stage

You turn to Yordan Radichkov's work again. What is the
reason for your choice?
One of the reasons I chose the theater over painting was
that Radichkov already existed. I ﬁnd myself in much of his
life and work: my childhood is very close to the childhood he
had. The other thing that engages my thoughts is his
message, his prophecy that we must really gather and
preserve this life of ours "crumb by crumb". Over the years, I
have become increasingly aware that this is the mission of
the artist and of the theater: to sift and store the crumbs of
our poor life. They must be transported through the ﬂood of
time, to be laid in this Noah's Ark. Radichkov entered
“Sfumato” with the ﬁrst programme we made with his texts
25 years ago. We came to love him in our theater thinking, in
the imagery that we asserted. He used to attend our

rehearsals and weep. He would shed tears that were not of
sadness, but of gratitude. Radichkov has always been
something like "our man" with his sense of humor, his
fantasy, his imagination that irresistibly breaks free of the
real, the familiar, the mundane and always wants to ﬂy
somewhere.
The programme, which includes the productions “Herbs of
Madness” and “New Bible”, is entitled “Noah's Ark”. What
kind of disaster does the Theater Laboratory “Sfumato”
forecast?
The disaster is that we are losing the Man, Radichkov's Man.
He is very real, very earthly, authentic, unique. People start
to resemble zombies, they all start to look alike, the
uniqueness is lost. This inspired us to create this programme.

REVIEWS
THE DIALOGUE BETWEEN
NATIONAL AND INTERNATIONAL
IS IMPORTANT
LUDMILA PATLANJOGLU,
MEMBER OF THE BOARD OF “CRITICAL STAGES”,
HONORY PRESIDENT OF ROMANIAN SECTION OF IATC
I already saw some of the performances in the festival
programme and I would like to begin with “Herbs of
Madness” by “Sfumato” and the Italian “Macbettu”. These
two performances are a very good representation of the
dialogue between “national” and “international”. They
were great! For me there are four main traits, which each
staging should have: science (that means professionalism),
history, poetry, emotion. There were another two
performances – “The Dragon” directed by Javor Gardev and
“A Home for Sheep and Dreams” of “36 Monkeys”. These
were again very interesting titles of the festival programme.
In our world of globalization, post-dramatic theatre – the
times of postmodernism, there is a great danger – it is to
destroy and create confusion between the artists and
between them and the spectators. The dialogue is gone and
only the confusion stays. Everything is artiﬁcial, superﬁcial
and entertainment. These four performances impose an
idea – that theatre means to be strong and it will not allow
to be marginalized. There should be the human truth,
emotion and empathy – these elements cannot be manipulated. They are in our brains. These performances have a
source of creativity and energy. In theatre, to create a great
performance, a true performance with empathy and
creativity, one of the important elements, a source of
inspiration, is the nationality. “Macbettu” illustrated what
means Italia, what means Sardinia. And the theatre makers
from “Sfumato”, alongside with the dramaturgy of
Radichkov, draw on the roots of Bulgarian people. This is the
reason why these two performances are fresh, everything is
emotion in them.
The roots of the other two performances I mentioned is also
history – the history of Vanga and the dictatorship, respectively. I came to this idea – the roots are important to the
theatre. The globalization hides a risk of universalization.
This is the reason why the dialogue between “national” and
“international” is so important – people are giving something from their roots, their nationalities to the global
community.
How does Radichkov translate into the language of the
modern audience?
I have removed many of the characters in the text. It seems
to me that they can not be "today's people" and that it
would look like we were dealing with what life was like 3040 years ago. The things we wanted to include are the things
that today's spectator can identify with. This is a matter of
selection but also of intuition.
Interview by Lyubomir Parushev
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A NIGHT SLEEP TALKING
AND DREAMING
ANTON UGRINOV, DIRECTOR
04.06 Main stage

BELLA FIGURA
Bulgarian Army Theatre

You have demonstrated a keen interest in Yasmina Reza's
plays. What is it that attracts you to her texts?
I like Yasmina Reza, because she writes about the modern
man, about his weaknesses, fixations, neuroses, dreams,
beliefs in a laconic and unpretentious way. She writes about
us. Each period of time has its characteristics and although
human nature remains basically unchanged to some extent
despite the evolution, today there is something that is
different from all the other ages. Today's man is different.
Reza deals with this. In addition to the major eternal issues,
her plays contain also many details, nuances, which are
relevant exclusively to our times.
Does the text of Bella Figura offer a perspective for social
criticism? How does it correspond to the Bulgarian reality?
I do not think there is social criticism in Bella Figura. This is
an evening-time sleep talking and dreaming, pondering
about the passing of time, since despite the terrible efforts
we make to "stop time", it changes us and makes us different
on many levels. Bella Figura does not criticize, but tells
about the "stormy matter of life," staring at one night.

Another theme that I deal with in this play is the topic of fear
and conformism; our inability to get rid of our fears and the
withdrawal from our own measures and dreams. This is a
very peculiar night-time sleep talking and reflection on our
lives without any "action" elements. This is "Bella figure" for
me.
How did the idea occur to stage this play at the Bulgarian
Army Theater? What was the leading principle in the
casting?
The idea to stage this play should be credited mainly to the
theater's director Miroslav Pashov; I myself like Yasmina
Reza's plays, and that's how it happened. The casting was
largely intuitive because I had not worked with this ensemble
before, but this is the usual approach in our profession. You
are always in a new situation that offers new discoveries and
acquaintances, which makes the director's work always
interesting and unpredictable.
Interview by Lyubomir Parushev

BULGARIAN SELECTION | SHOWCASE
THE ACTOR VLADIMIR PENEV ON THE PLEASNTLYSCARY EXULTATION
volumes must also be emotional; they have to be interpreted
through something that appeals to the spectators' emotions.
Vyrypaev's text provides a fantastic opportunity to motivate
the actors so that everyone is maximally committed and
immersed in the action. We are 14 actors on stage, yet we
never meet. Still, we manage to build a complete performance, although the stories are not narrative and do not
transfuse into each other, but are different puzzle-like parts
that form a complete picture.

06/07.06 Main Stage

THE DRUNKEN ONES
Little City Theatre Off the Channel

This year the festival features another performance in
which you act  The Drunken Ones by Ivan Vyrypaev,
directed by Javor Gardev. What was the challenge for you
as an actor to work on the peculiar text of the Russian
playwright?
The Drunken Ones seems to have synthesized all the topics
that are very exciting to the contemporary man, and the
most important is undoubtedly related to love. The Drunken
Ones are people who probably drink alcohol for the first time
in their lives. They are rather people who, at the peak stage
of their intoxication and exultation, come to insights and
liberate themselves from everyday life, mediocrity, banality

and give themselves a chance to be something other and
different. I liked it very much. For me it has always been a
great inspiration to work with Javor Gardev because he is a
very intelligent person and director. At the same time, he is
very sensitive in his own way, and I enjoy very much exposing
this sensitivity. I think he is also pleased to know that the
texts with which he deals and which contain gigantic

You were recently awarded the St. St. Cyril and Methodius
Order by the President, as well as the Honorary Citizen of
Sofia Award. Within the framework of the festival you will
receive a special honorary plaque by the Mayor of Varna.
What do these recognitions mean to you?
The value of these awards is that I am a publicly recognizable
person and I think it is part of my mission to set a good
example - besides being perfect in my work and doing my
best to be a moral example of what is good, what is
beautiful, ugly, how we should try to live, not just to make a
living and be happy with our own prosperity, but to try to
make the lives of others better against no payment.
Interview by Siana Nedialkova
PLEASNTLYSCARY
Theatre 199

07.06 Second Stage

Pleasantlyscary has been included in the programme of
the festival for the third time; in February the play had its
150th performance on the stage of Theatre 199. How can
you account for its long stage life?
Pleasantlyscary has one incredible quality. It deals with
gentle and delicate love, very heart-felt and sensual. It has
elaborated human relationships in which the actor likes to
immerse himself. I have also seen the other two performances of Yana Borissova and director Galin Stoev's trilogy: "The
People from Oz" and "A Little Play for a Children's Room".
However, in Pleasantlyscary I find something more
particular. It is the only one of the three that has the
potential for partnership with the audience. It's about a
garden that the audience does not see, but it's all about it.
We provide a chance for spectators to imagine it and
experience it as they need at the moment. They are not
passive observers, but they experience and co-create the
performance. These two things are extremely important to
me. It turned out that the audience needed such a show. Of
course, the success should be credited to Galin Stoev's
elegant and delicate directing and to Yana Borisova's text the play is magnificent and the actors are very talented. The
stage design by Julian Tabakov is another player. It creates an
atmosphere, materializes the fantasy.

In creating my character, the theme of love was very
important to me. Love is something we tend to ignore while
we are young, we think we can do without it, but it defines
us, it saves us and gives us life. I suddenly decided that this
man must come to an extreme when he meets the unknown
girl who tells him she loves him. So he realizes that there is
actually a great lack of love, and at this point, without
knowing why, he has to strip himself naked, clear from
himself everything he has accumulated  civilization, life,
banalities that are like suits stuck on top of him, so he must
remove them immediately. I like to think of such parallel
actions. But this is what the work of the actor and of the
director are about  based on the text, the artist is looking for
some more associative ties.
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LIVE CONCERT
Ivo Dimchev

IVO DIMCHEV

For some years now, you have been performing concerts
all over the world. How do you think your solo concerts
have evolved and transformed over the years?
In the years when I was traveling with twenty different
shows, I got used to a variety that I do not have to the same
extent now. Song concerts are a quite monotonous and
predictable format. As much as I wanted to separate myself
completely from the context of contemporary art and sing
only in the musical context, I can not help but admit that the
variety still comes from the former. There are still festivals
that invite me to perform "I-Cure", "Som Faves" or "Operville".
I consider myself a conservative singer and songwriter. The
only performances in which I've allowed myself to
deconstruct the traditional concert format to some extent
are “Sculptures” and “The Selﬁe Concert”. In the former I
use comparatively minimalist choreography accompanying
the songs and in the other one the whole distance between
the singer and the audience is disrupted, because I do not
sing unless people make selﬁes with me, making the concert
a group and quite intimate bacchanalia.

04.06 Art Gallery

THE BODY
AS A MUSICAL INSTRUMENT

What continues to be a challenge for you as author and
performer of your musical compositions?
I try not to stagnate in a certain concert form. If I have a few
concerts in which I accompany myself on the piano, then I
ﬁnd musicians and make a concert with them. If this
becomes too easy for me, I take a wireless microphone and
try to dance with dancers around me. When people like my
songs very much and mostly want to enjoy my melancholic
voice, it is very easy to relax and not to be too busy to
diversify the show. But I want to get better in my musical
development, so I try to feel equally stable in all the concert
formats.
What new projects are you planning in your musical and
choreographic career?
I think of staging a musical with my songs. I really want to
hear perfect vocalists perform my songs and incorporate my
music within a more serious dramaturgical frame. I think it
can be very beautiful. It is even a miracle that I have not done
it yet.
Interview by Elena Angelova

In your concerts you as an artist have very organic
presence on stage. What is speciﬁc in their preparation,
what is it different from your solo performances like "IOn", for example?
“I-On” is a choreographed performance from beginning to
end. The performing body comes into contact with various
sculptures and artworks, as a result of which both parties are

INTERNATIONAL SELECTION
LIFE IS A DREAM
DINA MARKOVA, DIRECTOR
05.06 Art Gallery

constantly changing. In the song concerts, the performing
body serves the song, it is a musical instrument and nothing
else. Between the songs, if I decide, I can ground the
situation, acting quite naturally, but this is not always
necessary, because the people are quite satisﬁed by the
music only, it is not crucial for them to be grounded. This is
more important to me, otherwise I will go mad with
boredom. And obviously, my habit in my choreography of
constantly deconstructing and being sacrilegious to the
things that I hold sacred has endured and it helps me relax
the situation.

REVIEWS
I LIKE THE DIVERSITY
OF THE PROGRAMME

LIFE IS A DREAM
Song Theatre

KRISTINA ZIOGAITE,
FESTIVAL TheATRIUM,
LITHUANIAN SHOWCASE, LITHUANIA
I like the diversity of the festival programme. I think “Life is a
Dream” reached its audience. However, the performance I
enjoyed the most was the Italian “Macbettu” and I think
that I'll recommend it to my colleagues to include it in our
international programme because it was very interesting,
very professional. In it everything was high quality. The
screening of “Onegin” directed by Timofey Kulyabin was
spectacular. I also saw “The Wild Duck” and I was quite
impressed by the story, the actors were good, but sometimes
I got the feeling that there are too many things on the stage.
Everything had to play something. I think, I like more
minimalistic aesthetic, but this is only my subjective opinion.
Also I quite enjoyed Ivo Dimchev's concert.

You deﬁne your staging of “Life is a Dream” as an "antiutopian horror fairy tale" and the story is presented as a
comics book with black and white strokes and a baroque
eccentric touch. What is the main line in your contemporary interpretation of the classical text?
Calderon's “Life is a Dream” is a philosophical drama. We
describe our stage version as an anti-utopian horror fairytale
perhaps because we were obsessed by the baroque
opulence and eccentricity. Or maybe we wanted to succumb
to it. The fairy tale is rooted in Calderon's interesting story, so
you do not have to make any special effort to create it. It is
enough to feel it and preserve it. The anti-utopia is the story
of how the prince turns from a little helpless baby into a
cruel dictator, not because it is inherent in him, but because
his milieu is such, the world has become such: survival of the
stronger, of the more calculating, the more adaptive. And
suffering can ennoble people, but it can also destroy a man's
soul. The horror is in the means we use to increase the
impact of the paradox. And, yes, this is also a teaser directed
to the contemporary genres.
In my work on the text I took an unrestricted approach; I
wanted to use this classical play to create our story, up-todate and contemporary, by constructing the narrative using
the editing principle, extracting what was the "backbone" of
Calderon's text and focusing all my work on it, namely, the
story of Segizmundo, the birth of good and evil in him. We

followed the stages of his growth and his quest for "what life
is". We would like to provoke everyone in the audience to
ﬁnd an answer to this question.
BOYAN ARSOV, ACTOR
In “Life is a Dream”, director Dina Markova entrusts you
with the most complex role of Prince Segizmundo. What
were the challenges you encountered in creating this
character?
Segizmundo's role is the most complex and the most
beautiful thing that has happened to me on stage so far. The
theater for me is a cause, an extraordinary opportunity for
provocation, a reckless quest for a greater meaning, a
painful and at the same time sacred truth about man, the
world of which he is part, the exit from the trap of the ugly
and the terrible in the name of something more beautiful
and more harmonious. Calderon's powerful and magical
text, in the context of an ascetic and rather associative
production combined with the rich bodily expression
present at any moment in the performance, makes my work
on this role really special to me. It frees me from all sorts of
ideas and leads me very honestly and sincerely from the
beginning to the end of the show. The extremely intensive
emotional and physical life on the stage leaves me breathless
and in the end I feel a particular pain as a result of the
experience. It is pain, although not physical.
Interview by Siana Nedyalkova

THE THREE MAIN ENERGIES
IN "MACBETTU"
ANNA TOPALDZHIKOVA
THEATRE CRITIC
The show appealed to me with its theatrical language,
which is extremely concise, laconic, very precise, completely
absorbed by Shakespeare's greatest theme and at the same
time transferred to a different environment. The main
players in it are the virtuoso acting, the light and the sound.
The show becomes very powerful with these three main
energies. I was curious to see the transition from the farce,
street, laboratory theater to a ghastly symbolism that brings
the story of betrayal, crime and the nightmares of the
conscience in an exciting way. The performance has very
powerful symbolism and beautiful, poetic imagery. The
actors' play has depth, but at the same time it is very
entertaining, varied, spectacular. Shakespeare's main theme
sounds both up-to-date and eternal. The nightmare world
has been unleashed.
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ETERNITY IS HERE AND NOW

“MACBETTU” – FROM SARDINIA
TO THE BALKANS,
AND A CONTEMPORARY
INTERPRETATION OF "ONEGIN"

CHRISTIAN BALAKOV, CONCEPTION AND PERFORMANCE

ROMEO POPILIEV, THEATRE CRITIC

07/08.06 Halle 3
ETERNAL
Christian Bakalov

How long did you work on ETERNAL and what were the
new challenges you faced when realizing your creative
ideas?
When I think about it, one of the main ideas, which is now
part of the ETERNAL, has been swimming in the ocean of my
imagination since the beginning of BRIGHT and had to wait
for four years to ﬁnd its place. The main challenge, as with
the other two installations, is to be able to create something
from and with almost nothing. I think my way of creation
today is a sort of "guerrilla war" in the context of the
"bourgeois art" conquering the world's cultural landscape.
ETERNIA is a trilogy of performative "immersive" installations inspired by the philosophy of Baruch Spinoza who

writes that "eternity is a matter of quantity." What sense
of eternity do you aim to provoke in spectators with your
performance?
The only goal I have with each show of my work is to be able
to create an experience for spectators as close as possible to
what is being played on my "inner" stage. The only quantity
that counts is the amount of positive effects and adequate
ideas that ﬁll our lives. Because "eternity" is not something
that is about to happen to us. It is "here and now," and we
have this incredible chance to experiment with it. It is up to
us "to what extent" we will allow ourselves to do this.
Interview by Siana Nedialkova

REVIEWS
“ONEGIN” TAKES US
TO THE HEART
OF MODERN TRAGEDY
PROF. MICHEAL EARLEY, stagerussia.com
ONEGIN
Red Torch Theatre – Novosibirsk, Russia

One of the key features of Pushkin’s “Eugene Onegin” is its
celebrated verse. In Timofey Kulyabin’s staging it is delivered
as a narration rather than dialogue while most of the acting
is in the form of mime and physical theater. Kulyabin takes
delight in using different stage languages. He wants, it
would seem, to put the audience in the position of directing
and translating its own version of Eugene Onegin. What the
characters are thinking is not always clear but kept very
private.
And as with all the ﬁlms presented in the Stage Russia
season it is always the acting you ﬁnd so utterly compelling,
so wonderfully executed. The famous duel scene between
Onegin and Lensky, staged in the second half of the ﬁlm,
sets us on the edge of our seats. It is as dramatic as drama
can be.

05.06 Social Teahouse

SHOWCASE MEETING

I also watched the screening of "Onegin" directed by
Timofey Kulyabin. The performance showed a very good
contemporary interpretation of one of the ﬁrst signiﬁcant
works of Russian literature from the early 19th century. The
text was made sense of ﬁrst and then it was offered in a
dramatic way, while retaining its narrative. It is both a poem
and a drama. The director's interpretation itself is very
important in this insensitive, impersonal environment as in a
warehouse in which the characters and the actors are
situated. This, of course, is a metaphor for the modern world
that deprives people of feelings. In this sense are the original
approaches of the director, which are involving, on the edge
of the tragicomic. I should point out the concentrated,
powerful acting. I think the show demonstrates a good
contemporary continuation of the Russian theater.

LIFE IS A DREAM
WHEN YOU ARE NOT FREE
CRISTINA TEODORA DIMITRU,
FESTIVAL FOR NEW FORMS – PITESTI, ROMANIA

05.06 Festival and Congress Centre

During last year's edition of Varna Summer International
Theatre Festival you presented „PURE” - the second part of
your trilogy “ETERNIA". This year spectators will have the
opportunity to immerse themselves in the experience
offered by its ﬁnal part – “ETERNAL”. How does the last
installation complement and develop the ideas set out in
the previous two?
The truth is that the trilogy has become a suitable format for
me to express my ideas, since I knew from the very
beginning that it would take time and many experiments
before I could properly articulate the unusual way of
connecting space, the audience and performers that I
wanted to work on. I would compare BRIGHT (the ﬁrst part
of the trilogy), PURE and ETERNAL to a leap in water from a
10-meter tower. BRIGHT was a wonderful acceleration from
this tower, giving the basis for the way I wanted the
spectator to identify themselves with regard to space and
their role as a performer. PURE was the ﬂight in the air
where I was able to unleash the full potential of this
different approach that connects us to the "other" through
direct physical contact between the spectator's and the
performers' bodies. ETERNAL is the entry into the water
after the ﬂight into the air, in which it is important to change
the elements that affect the body, whether physical,
spiritual or emotional. But also the moment when light and
text "operate" as catalysts of the dramatic turn that is formed
in the mind of every spectator.

“Macbettu” was a very interesting performance. Mostly
because it showed how a good staging can be well received
everywhere by everyone. The classic play "Macbeth" passes
through an Italian, Sardinian environment and this does not
prevent the Bulgarian audience from understanding it. This
is an example of how a text can move from England through
the Apennines to the Balkans. The production boasts some
interesting director's decisions, very powerful acting with a
variety of theatrical means. In fact, there are simple solutions
that are very accurate and impressive. The performance
works with precise signs which, at the same time, are not
banal, and they provoke more profound thoughts. The
performance is very emotional, preserving the scary and the
funny, the tragic and the comical. It achieves Shakespeare
not so much in terms of his literary importance that we are
aware of, but in the archetypes, and that is the reason for its
profound impact.

This is a richly attractive production of “Eugene Onegin” that
takes us to the heart of modern tragedy. The ﬁnal moments
of abandonment and disintegration should stay with you for
a long time. I hope you like what you see.

“Life is a Dream” is a very special performance by really
young artists. They have such a great passion for theatre and
everything they did showed it. I really liked the music. I
immediately recognized the song that was played on the
harp, it is a very well-known song and it is transmitting a lot
of emotions that are all there, starting from the depth of our
soul when you think you are free and but actually you are
not. It is possible to think that it is a dream, but it is not. It is
very real. I think that the main character was very strongly
presented by the actor. He is remarkable and his role is
fundamental for the whole production. The performance
was strange at the beginning but after all it made me realise
that in life it is very important to have freedom otherwise
you cannot love, you cannot think, you cannot live. Life is a
dream when you are not free.
“The Herbs of Madness” – yes, it is a madness! It was hard to
follow all the different stories and characters. But this is not
important because the eleven actors were very expressive in
their movements, so the plenty of colourful characters
captured my attention. My conclusion is that madness is
actually everywhere. If you do not know how to handle life
after all, you will get mad. It is a real thing happening in real
life, not only on stage. The performers have done brilliantly
their job. I really liked the work with the lights because they
helped focusing on the accents in the stories and gave life to
all the images from the text. “The Herbs of Madness” is a
play that aims to make people see how important it is to stay
together. You have to realise that if you are alone, you are
nothing.
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