
2

A Platform for Arts
Institute of Art Studies, BAS

LES VOIX HUMAINES OF THE ‘SUN KING’S VIOLS
Ivan K. Yanakiev
page: 50

TURKOLOGENTAG 2016, SEPTEMBER, HAMBURG
Stela Tasheva, Sasha Lozanova
page: 46

A BALLET EVENT AT SOFIA OPERA HOUSE
Anelia Yapova

page: 11

THEATRE AS A DEMOCRATIC EXPERIMENT
Kamelia Nikolova
page: 04

FESTIVALS AS LIVING SPACES
Milena Bozhikova
page: 20

VIETNAMESE TRADITIONAL OPERA AND SOME 
OF ITS REPRESENTATIONS IN THE 21ST CENTURY
Miglena Tzenova-Nusheva
page: 39



39VIETNAMESE TRADITIONAL OPERA 
AND SOME OF ITS REPRESENTA-
TIONS IN THE 21ST CENTURY

55GOLDEN ROSE 2016: SEEKING THE 
GOLDEN MEAN OR NOT?

Content

THEATRE AS A DEMOCRATIC EXPERIMENT
Kamelia Nikolova
page: 04

THEATREINTERVIEWS

FESTIVALS AS LIVING SPACES
Milena Bozhikova
page: 20

MUSIC FESTIVALS

MUSIC

A BALLET EVENT AT SOFIA OPERA HOUSE
Anelia Yapova
page: 11



ARCHITECTURE

TURKOLOGENTAG 2016, SEPTEMBER, HAMBURG
Stela Tasheva, Sasha Lozanova
page: 46

VIETNAMESE TRADITIONAL OPERA AND SOME OF ITS 
REPRESENTATIONS IN THE 21ST CENTURY
Miglena Tzenova-Nusheva
page: 39

MUSICANNIVERSARIES

“GEISHAS – A MYTH OR REALITY”, A LECTURE BY MARTA 
ILIEVA AND ANETA DIMITROVA
Miglena Tzenova-Nusheva
page: 62

MUSIC INTERNATIONAL  EXPRERIENCE

GOLDEN ROSE 2016: SEEKING THE GOLDEN MEAN OR 
NOT?
Rosen Spasov
page: 55

SCREEN ARTSFESTIVALS

LES VOIX HUMAINES OF THE ‘SUN KING’S VIOLS
Ivan K. Yanakiev
page: 50

MUSICFESTIVALS



 
 4

THEATRE AS A DEMOCRATIC 
EXPERIMENT
Kamelia Nikolova

Enzio Wetzel, Director of 
Goethe-Institut Bulgaria On Thea-
tre Spaces programme

Q: Mr Wetzel, Goethe-Institut 
has been actively and produc-
tively present in Bulgaria’s cul-
tural domain over recent years 
and essentially, in that of Bul-
garia’s theatre. The Institute’s 
Theatre Spaces programme has 
played a particularly important 
role in this, as some of the most 
interesting events took place 
in this spring 2016 season. Still, 
let’s start with a more general 
question. Would you present in 
a nutshell, please, the mission, 
goals and concrete tasks as-

signed by Goethe-Institut and 
by you in your capacity as the 
Institute’s Director in your work 
on the development of the cul-
tural dialogue between Bulgari-
an and Germany?

A: Thank you very much for ask-
ing this question. Theatre, to put 
it shortly, is a specific model, a so-
cial construct and that is why it is 
of such great importance to the 
general philosophy of Goethe-In-
stitut. Our Theatre Spaces pro-
gramme, which was launched last 
year, offers an opportunity to test, 
by means and in the context of 
theatrics, how society functions in 
various situations: good or bad or 
daily or critical or crucial.

Q: Will you, please, enlarge 
upon the Theatre Spaces pro-
gramme? I already mentioned 
that in the spring 2016 season, 
several outstanding events 
were staged in conjunction 
with Bulgarian partners. It will 
suffice to mention Deutsches 
Theater’s performance of Wait-

THEATREINTERVIEWS
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performances and various theat-
rical forms, is the one presented 
to the audiences, i.e. what specta-
tors watch. The next two levels in-
clude what goes on backstage, so 
to say, where ‘backstage’ means 
the complicated and many-sid-
ed processes, relationships and 
situations behind a completed 
production or event rather than 
something concealed or political. 
So, the second programme’s level 
is oriented towards joint work and 
cooperation between the play-
wright, director and the cast. The 
third level deals with all the finan-
cial aspects of mounting and or-
ganising an event, etc. Goethe-In-

ing for Godot in Sofia as part of 
the programme of the World 
Theatre in Sofia Festival; the 
documentary theatre project 
of Replika (Line) Theatre or the 
participation of several origi-
nal stagings and performances 
from German-speaking coun-
tries in the ninth edition of Anti-
static International Festival for 
Contemporary Dance and Per-
formance 2016, Sofia to assure 
ourselves of its importance. 
How was the programme de-
vised and what is the gist of it?

A: First of all, I’d like to note that 
the Theatre Spaces programme has 
three levels. The first one, that of 

Enzio Wetzel, Director of Goethe-Institut Bulgaria; photo by S. Röhl
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i.e. set the stage and maintain it 
too, even if no performances are 
played for a while. Contributing 
to the preparation, development 
and enriching of the theatrical en-
vironment is what our programme 
is all about.

We have as a result of our efforts 
the excellent example you began 
with: the guest performance of 
Deutsches Theatre’s Waiting for 
Godot by Ivan Panteleev at the Na-
tional Theatre, Sofia as part of the 
selection of the tenth edition of the 
World Theatre in Sofia festival star-
ring the terrific multi-award win-
ning actor Samuel Finzi. Another 
good example was playwright Tor-
sten Buchsteiner’s visit to Bulgaria 
to attend the 70th performance of 
his much acclaimed Nord-Ost, per-
formed for years now at the Youth 
Theatre, Sofia, which has proved 
to be a huge success. It was the 
Youth Theatre’s director, who in-
vited him, and we just had to book 
a hotel room. So, the first example 
was of how the Theatre Spaces pro-
gramme would provide options 
for cooperation in a German visit-
ing performance, while the latter 
was of joint work, in this particu-
lar case of support for translating 
a new German play and staging it 
by a Bulgarian company; the third 
opportunity of which a number of 
examples could be provided, is for 

stitut plays not the role of the 
Theatre Spaces programme’s direc-
tor. Our goal and our role in it is in 
fact to provide room, both literally 
and purely physically, as well as fi-
nancially, and venues for staging 
ingenious and innovative produc-
tions, actions and performances. 
Creative ideas and elements be-
long, of course, to artists––Bulgar-
ian, German, and European––who 
come up with ideas of and/or par-
ticipate in these performances. 
Putting it in other words, our role 
in the programme is to create op-
portunities for these performanc-
es to be staged and performed by 
securing their realisation finan-
cially and organizationally and 
providing locations.

We are all aware that it is not 
enough to just form a crew and 
cast with ingenious theatrical ide-
as to put on a performance. We 
have to see also to its funding, to 
its location, to disseminating in-
formation about such an event as 
well as to attracting, maintaining 
and developing audiences will-
ing to watch such performances. 
We could compare this process 
with farming or agriculture. Very 
much like agriculture, culture and 
especially theatrical culture need 
constant care, cultivation and up-
keep; I should say that what they 
need is to prepare the ground, 
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garian independent artists 
under projects of finding and 
providing abandoned obsolete 
buildings or venues for artistic 
activities such as A Heat Station? 

A: Goethe-Institut highly appre-
ciates the readiness indicated by 
the Municipality of Sofia to work 
on projects of finding and devel-
oping new art locations in the 
city, to conduct talks with artists 
about their ideas, capabilities or 
intentions in this regard. This is 
at these talks that Goethe-Insti-
tut offers opportunities for sup-
port for artists. Providing such lo-
cations for theatrical and artistic 
activities in general by municipal 
authorities is a complicated and 
long processes across Europe for 
there are always problems either 
with censorship or financial issues 
or problems with the legal status 
of such places (there are more 
often than not owners or other 
circumstances rendering the pro-
cess difficult). Reaching a positive 
decision takes a lot of patience 
and cooperation between the par-
ties rather than one of the parties 
blaming the other.

As I already mentioned, the pro-
cess of providing locations for ar-
tistic activities by the local govern-
ments is difficult everywhere and 
runs in an almost the same man-
ner in Berlin or Moscow or Sofia. 

support of ingenious and innova-
tive projects of Bulgarian artists. 
Such projects may not necessarily 
include German artists but could 
be provided support by, say, a 
German administrative director 
to organise the things. A good ex-
ample in this respect is ACT Fes-
tival of Independent Theatre. Our 
programme helped with inviting 
to the festival’s fifth edition Ger-
man critics and theatre people 
to attend the festival and watch 
the performances included in its 
programme to then share their 
impressions of and thoughts on 
Bulgaria’s independent theatre as 
well as their experience in Germa-
ny’s independent stage at meet-
ings and discussions organised 
for this purpose. This third Thea-
tre Spaces programme’s initiative 
provides opportunities for coop-
eration both between Bulgarian 
and German artists in the areas of 
theatre and contemporary dance 
and people working in other forms 
or genres such as fiction, music, 
architecture, plastic arts, seeking 
points of intersection and ways to 
find new, unused theatrical loca-
tions to develop them into artistic 
venues. A Heat Station Contempo-
rary Arts project provides a good 
example in this regard.

Q: What precisely does 
Goethe-Institut to support Bul-



 
 8

cultural phenomenon. Bulgaria is 
also very active in contemporary 
dance and tanztheater. There are 
several popular artists such as Ivo 
Dimchev, who have gained their 
reputation in West Europe as well. 
That is why the field of contempo-
rary dance is an element as im-
portant to us in the Theatre Spaces 
programme as dramatic theatre. 
Bulgaria has also very interesting 
traditions related to folk dances, 
which have been lost or not that 
meticulously kept in the western 
parts of Europe. I definitely see 
a strong opportunity for a line in 
the future development of the 
programme dealing with the pres-
entation and work on the Bulgari-
an folk dance heritage.

Q: Our newspaper has a broad 
readership mainly of young 
people, students and university 
teachers, of young artists. Will 
you, please, elaborate of the se-
lection criteria for projects and 
participants in the Theatre Spac-
es programme?

A: The main criterion is whether 
or not a physical location for re-
hearsals and work on a project is 
available. Recently, we showed on 
the premises of Goethe-Institut 
several performances under this 
programme staged in the aes-
thetics of documentary theatre by 
German director Georg Genoux 

That said, I throw a bridge across 
to the answer to your question. 
We invite people from Germany 
experienced in this matter who 
have already undergone such 
processes and have working ex-
amples and strategies to share at 
meetings with Bulgarian artists. 
Goethe-Institut’s main support is 
all about arranging such meetings 
for sharing rewarding experience.

Projects and talks between art-
ists and the local governments 
about providing and developing 
venues for artistic activities are 
in fact an important democratic 
experiment. There are in some 
quarters of Berlin, for instance, 
places occupied, so to speak, by 
artists and transformed into the-
atrical locations, where police 
are banned from entering; artists 
have barricaded these places and 
literally turned them into free are-
as. So, this democratic experiment 
works, yielding various results.

Q: We talked so far main-
ly about theatre and theatre 
endeavours, but then again, 
Goethe-Institut is very active 
in supporting contemporary 
dance.

A: Yes, we deem it to be vital. 
Dance is a theatre of a kind, word-
less, using body language. Having a 
long tradition, German tanztheat-
er (dance theatre) is a European 
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present relations and influenc-
es?

A: Yes, we already have some 
ideas to that effect. We are mak-
ing some changes in our office 
building. The Language Depart-
ment moves to other rooms to 
make room for a location for deliv-
ering such lectures, making pres-
entations and staging interactive 
events from next year. We have 
had talks about such projects and 
we are expecting more ideas and 
suggestions. This initiative is titled 
Luft Studio. In German, luft means 
‘air’, and the word is used in Bul-
garian too. The title needs no 
translation as luft is used in its Bul-
garian sense of ‘room’ or ‘space’ 
between things or appointments 
or people. The message to be con-
veyed to young artists or students 
or theatre people with innovative 
ideas, who’d show interest in this 
project, is: ‘Whenever you have a 
luft, a spare moment that is, join us 
to make use of it together’.

Q: What’s next on the pro-
gramme?

A: We are now working on a 
small location in Zhenski Pazar 
market, Sofia, called Pavilion 19, 
to show small performances since 
October. We have announced the 
project and now we are receiving 
and expecting suggestions. The 
project will be carried out by the 

and Replika Theatre he works in 
Bulgaria with. He is now in Ukraine 
to present the same productions, 
which were shown in Germany 
earlier. We supported also the 
presentation of Neda Sokolovs-
ka’s Peace Be with You! Salam Alai-
kum as part of the Theatre Spaces 
project across Bulgaria: at the Red 
House Centre for Culture and De-
bate and at several festivals. An-
other important criterion is the 
relation to and presentation of 
German culture. Under the same 
programme we supported, for 
example, Gergana Dimitrova’s 
translation of German contem-
porary plays for her project Cin-
derellas Ltd. / Cinderellas GmbH. 
Young people, even students may 
in principle approach us offering 
interesting experimental projects 
and be allotted a location for re-
hearsals as well as financial and 
logistical support.

Q: I have one more question 
about the Theatre Spaces pro-
gramme in a broader context. 
Historically, Bulgarian theatre 
has been closely related to Ger-
man theatre. Presently, a num-
ber of Bulgarian directors and 
artists work in Germany or on 
joint projects. Does a future de-
velopment of the programme 
include talks or initiatives deal-
ing with these historical and 
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Red House Centre for Culture and 
Debate. It is supposed to be ‘thea-
tre on a stall’ or rather ‘on a fold-
ing table’. Just imagine a market 
where a stall sells tomatoes, an-
other one sells farm implements 
and yet another stages perfor-
mances.

In the end, I’d like to say that by 
a curious twist of fate, I happened 
to learn more about German the-
atre, and about Bulgarian thea-
tre, of course, when I arrived in 
Bulgaria from the excellent pros 
I met and worked together with. 
Without such partners as Nikolay 
Yordanov and VIA Fest Founda-
tion mounting the World Thea-
tre in Sofia Festival, or Gergana 
Dimitrova and her ideas of trans-
lations of plays and theatrical co-
operation or a number of theatre 
people, I would have never been 
able to implement the things we 
are doing now.
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A BALLET EVENT AT SOFIA OPERA 
HOUSE
Anelia Yapova

Sofia Opera and Ballet 2016/17 
season opened with two of the 
most emblematic works by chore-
ographer Mikhail (Michel) Fokine, 
premiered in Paris, in 1910/11 with-
in Serge Diaghilev’s Russian Sea-
sons.

The stagings evince Fokine’s 
quests in choreography of the early 
twentieth century, i.e. each produc-
tion to have a choreographic style 
in its own right, consistent with 
the historical roots and the geo-
graphical location of the unfolding 
events[1].

This Fokine’s trend is quite a con-
trast to other his works such as The 
Dying Swan and Chopiniana, where 

he wittingly seeks stylisation based 
on classical en-pointe language as-
sociating them with such ballets as 
The Swan Lake by Petipa and Ivanov 
or Pas de Quatre by Jules Perrot.

In the new productions of The 
Firebird and Petrushka, the choreog-
raphy is consistent with the tradi-
tional everyday life of the Russians 
as both works are based on Rus-
sian folk tales. The restoration of 
Fokine’s work was done by director 
Andris Liepa assisted by assistant 
choreographers Igor Pivorovich 
and Svetlana Romanova as well as 
by Bulgarian coaches Maria Ilieva, 
Yasen Valchanov, Milena Simeono-
va, Ivanka Kasabova and Riolina To-
palova.

Petrushka (subtitled Burlesque 
in four scenes (tableaux) and pre-
miered in Paris, in 1911) deals with 
the subject of the common man 
who succeeds against all odds in 
getting the upper hand in the fight 
for his truth. This subject matter 
has been treated on more than one 
occasion throughout the twentieth 

MUSIC
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frivolous Ballerina performs trivial 
though tricky classical movements 
and combinations (fouetté, entre-
chat-quatre, piqué en arabesque): 
unvaryingly repeated, they are in-
tended to suggest her simple-mind-
edness.

The ensemble dances at the Fair 
are also impressing with each of the 
performers being assigned a task of 
her or his own, to get the audience 
into the festive spirit of the brightly 
coloured carnival, choreographed 
entirely in Russian style.

The action unfolds at the 
Shrovetide Fair. The first and the 
fourth scenes, set in a square, fea-

century by a number of works (it will 
suffice to mention Charlie Chaplin’s 
movies).

Petrushka’s dance image is pre-
sented through en dedans move-
ments (completely turned inwards, 
hidden in himself, with helpless-
ly hanging wrists and deliberately 
lengthened sleeves, entirely un-
coordinated). He seems unable to 
speak his phrases to the end: his 
dancing ‘jams’ in poses (usually, in 
the sixth position in asymmetrical 
positions). The fat and conceited 
Moor is entirely open outwards, en 
dehors, with bent knees and heels 
together in plié all the way. The 
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rousing is interrupted by Petrushka 
dashing from the theatre pursued 
by the Moor, who seizes him, stabs 
and kills him with his scimitar. The 
crowd is horrified and sorry for 
Petrushka, but The Showman seeks 
to restore calm and remind every-
one that Petrushka is but a puppet. 
At the finale, Petrushka’s ghost ris-
es above the puppet theatre shak-
ing his fists at The Showman. The 
apparition of Petrushka, extricat-
ed from the bondage of his weary 
body, succeeds in what his courage 
has failed him to do in his lifetime.

The principal dancers in the 1911 
staging of Ballets Russes were 
Vaslav Nijinsky (Petrushka), Tamara 
Karsavina (The Ballerina), Alexan-
dre Orloff (The Moor), Enrico Cec-
chetti (The Showman). The com-
missioning of Enrico Cecchetti for 

ture a crowd having a rollicking 
time: drunken revellers, a wres-
tler, a dancer, women debauchers, 
including a Showman who brings 
three of his puppets to life: the 
clown Petrushka, the Ballerina and 
the Moor.

The action of the second and the 
third scenes takes place backstage: 
in Petrushka’s Cell and in the Moor’s 
Cell, where Petrushka rehearses 
his declaration of love for the Balle-
rina, but just when he pulls himself 
up to tell her about his affection, he 
proves to be the Moor’s rival as the 
Ballerina apparently prefers the lat-
ter to him. Petrushka runs across 
the scene, followed by the Moor in 
hot pursuit.

The fourth and final scene returns 
to the carnival. In the fourth scene 
of the Fair in the square, the ca-
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in his productions, but also cho-
reographers, composers, sets and 
costume designers, shaping in the 
process, though much more slowly, 
the tastes of European audiences.

In Bulgaria, Petrushka was staged 
twice for now. Bogdan Kovachev’s 
choreography (Sofia, 1964) strikes 
with the brilliant performance of 
Anastas Samev as Petrushka; the 
ballet has been performed briefly 
in Pleven (1984, choreography by 
Magdalena Quijano).

The new staging of Petrushka at 
Sofia Opera House is memorable for 
Alexander Alexandrov’s perfor-
mance. He seems to be somewhat 

the role of The Showman shaping 
his puppets, only adds piquancy to 
the production, as Cecchetti, in his 
capacity of a classical dance teach-
er, has really shaped and trained a 
number of ballet performers. Thus, 
a parallel has been drawn unwit-
tingly between his role in the per-
formance and his historic role in 
the shaping of Russian ballet. In 
fact, it would be more relevant to 
compare the one, who played the 
role of Petrushka, Vaslav Nijinsky, 
with Serge Diaghilev, the impresa-
rio and founder of Ballets Russes, 
who like a brilliant showman had 
shaped not only the performers 



 15

Technically, the role of The Moor 
does not strike as being intricate, 
which is what in fact renders it diffi-
cult: at a certain point the perform-
ers, more accustomed to techni-
cal effects, find the need to search 
for nuances in a look or head or 
facial expression difficult. I deem 
the understudy Emil Yordanov 
to be more convincing than Tset-
so Ivanov. Tsetso Ivanov makes a 
wonderful ballet prince, but in the 
character role of The Moor he lacks 
corporeal ‘substance’. All things 
considered, I believe that a little ex-
tra costume padding goes a long way 
when it comes to the role of The 

bodiless, torn between conflicting 
emotions, rushing up and down the 
stage, defenceless and as light as a 
feather: a magnificent achievement 
of the young ballet dancer. Niko-
la Hadjitanev, an understudy for 
Petrushka, is more substantial and 
seemingly not that chaotic as the 
role requires. But then again, he is 
a superb Prince Ivan in The Firebird.

I deem Martha Petkova to be 
a better choice for the role of The 
Ballerina. She is a very stable bal-
let dancer, establishing herself 
quite categorically, without inter-
nal doubts and perfectly consistent 
with Fokine’s intentions.
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described the ballet as ‘a Russian 
fairy-tale ballet in two tableaux’. The 
scenario was written by Alexan-
dre Benois and Mikhail Fokine with 
Fokine’s choreography. Léon Bakst 
designed the costumes of The Fire-
bird and of The Beautiful Tsarevna, 
while the rest of the costumes and 
the sets were designed by Aleksan-
dre Golovin. The principal dancers 
were Tamara Karsavina (The Fire-
bird); Mikhail Fokine (Prince Ivan); 
Vera Fokina (The Beautiful Tsarev-
na); Alexis Bulgakov (Kastcheï).

The choreographic layers were 
distinctly distinguished: the prin-
cesses were in the style of the free 
plasticity of Isadora Duncan’s type; 
The Firebird was solved using the 
means of the classical dance and 
the en-pointe technique, but with 
broken sharp lines and in unusual 
combinations reminding of her un-
reality; Prince Ivan’s solution was en-
tirely in Russian style and the same 
goes for the released maidens and 
heroes at the finale that have been 
held in captivity by Katscheï. Gro-
tesque was used for Kastcheï the 
Immortal and his minions. It was 
only The Infernal Dance of Kastcheï 
that fitted into the development of 
the symphonic dance.

In Bulgaria, The Firebird has been 
staged far more frequently, mostly 
in the style of the Russian folk tales: 
in Sofia, in 1935 in Lidia Vulkova-Be-

Moor, coming complete with bel-
ly stuffer, of course. The character 
has been devised as such: slothful, 
a slow thinker and— FAT without 
fail. Naturally, our ballet dancers 
should not be overweight. And they 
are not, which for the role of The 
Moor happens to be a fault.

I’d like to highlight the sunny per-
formance of Anastasia Nedelche-
va in the role of the Wet-Nurse 
Senior as well as the sumptuous 
ensemble scenes and principle so-
loist Rosen Kanev’s excellently 
getting into the role of The Show-
man, mysterious and self-reliant, 
but at the same time toying with his 
puppets as though these were tin 
soldiers. The Showman puts a bat 
in Petrushka’s hands to beat The 
Moor in the first scene, a version of 
commedia dell’arte, and again he 
leads The Ballerina into Petrushka’s 
Cell to put his feelings to test and 
then again its is The Showman, who 
shoves him into the Moor’s Cell to 
make him feel pangs of jealousy 
and sharpen the angles of the love 
triangle. That’s why, when dead 
Petrushka rises above the roofs 
searching for revenge, the crowd, 
witnessing The Showman’s machi-
nations, feels satisfaction that jus-
tice has been meted out to him.

The Firebird (premiered in Par-
is, in 1910) dazzled with exotic col-
ours and lavishness. Igor Stravinsky 
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the 1980 Golden Lyre award of the 
Union of Bulgarian Musicians for 
her choreography of The Firebird.

Katerina Petrova is a brilliant 
The Firebird in the latest staging 
of Sofia Opera House. Her abrupt 
movements challenge the tradi-

shevich’s choreography; in 1964 in 
Plovdiv, choreographed by Bogdan 
Kovachev and in Sofia, by Nina Kar-
adjieva; in 1979, in Stara Zagora 
and in 1980, in Sofia, by Arabesque 
ballet company, choreographed by 
Margarita Arnaudova, who received 
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characters, those of The Showman 
in Petrushka and of Kastcheï the Im-
mortal in The Firebird, in two radi-
cally different manners within the 
same night. The tremor in hands, 
typical of elderly people, coming 
complete with an unbridled ambi-
tion of absolute power, with an air 
of something inhuman is very well 
represented by Rosem Kanev. His 
costume including overalls with a 
skeleton printed upon them and a 
cloak in the form of a cobweb as 
well as his mask, reminiscent of a 
mummified old man risen from his 
grave, fits perfectly this treatment 
of the character.

Set and costume designer Ana-
toly Nezhny has, of course, sought 
to recreate those of Diaghilev’s 
day. Similarly, director Andris Liepa 
has made every effort to present 
Fokine’s choreography as close to 
its original version as possible.

Still, I have strong objections 
to the outfits of Kastcheï’s min-
ions and especially, to men’s attire 
donned in blue overalls making 
them look very much like the pop-
ular film character Batman, but by 
no means corresponding either to 
Kastcheï’s attire or to the idea of 
the macabre evil which ought to be 
defeated.

The dance of Kastcheï’s minions, 
the so-called Infernal Dance, also 
seems unconvincing: the music 

tionally idea of a bird, ingrained in 
such ballets as The Swan Lake or The 
Dying Swan. Fokine’s The Firebird is 
rather unusual, built up in a some-
what impressionistic style, with 
minimum modifications, but with 
important to the role nuances in 
the arms, abrupt turns of the head, 
a nontraditional use of the en-
pointe technique and the supports 
by Prince Ivan. Fokine’s choreogra-
phy is to some extent more like Bal-
anchine’s neoclassicism rather than 
the typical ballet classical style.

Nikola Hadjitanev is convinc-
ing in building the character of the 
Prince. His athletic body seems to 
suit the role of the tsar’s sun better 
than that of Petrushka, where he is 
understudy. Tsetso Ivanov is more 
or less good as the Prince, lacking 
though a bit of the athleticism of 
a Russian folk hero. Still, the latter 
is not a must-do, as we’d more of-
ten than not override our own ba-
sic premise of what the character 
should or should not be. The cou-
ple of The Firebird and Prince Ivan 
as featured by Katerina Petrova 
and Tsetso Ivanov create a feeling 
of warmth and Russian cordiality.

Diliana Nikiforova’s The Beauti-
ful Tsarevna is soft and lyrical.

Yet, the most striking of them 
all is Rosen Kanev’s Kastcheï the 
Immortal. This artist succeeds in 
building up two radically different 
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and the props, replacing the shab-
by former ones. Now we can enjoy 
not only the performance of the 
brilliant soloists and ballet ensem-
bles of Sofia Opera House, but also 
their bright colours and striking ap-
parel: Sofia Ballet is really worth it.

[1] This Fokine’s trend is quite a 
contrast to other his works such as 
The Dying Swan and Chopiniana, 
where he wittingly seeks stylisation 
based on classical en-pointe lan-
guage associating them with such 
ballets as The Swan Lake by Petipa 
and Ivanov or Pas de Quatre by Jules 
Perrot.

builds up an incredible symphonic 
mounting (wonderfully performed 
by the expanded Orchestra of the 
Sofia Opera under the baton of 
Grigor Palikarov). This, however, 
has no bearing whatsoever on the 
dance in the latest production. For 
all we know, Fokine’s memoirs Up-
stream, memoirs and reviews of 
the age depict the Infernal Dance as 
one of the most spectacular scenes 
in Fokine’s staging solved at that by 
means of a symphonic dance with 
gradual developing of and mount-
ing choreographic thematic inven-
tions and dance dynamism. In the 
latest staging, this scene appears to 
be illustrative, accompanied by arm 
waving with no specific addressee, 
which is supposed to replace the 
acting dance.

I’d like, as a whole, congratulate 
the Director of Sofia Opera and Bal-
let, Acad. Plamen Kartaloff and 
the Artistic Director of the Ballet, 
Sara-Nora Krysteva on their excel-
lent decision to present Sofianites 
with two Fokine’s masterpieces.

The stagings impress with a spec-
tacle of colour, for Bulgaria’s ballet 
has not witnessed such lavish cos-
tumes and sets for quite a while 
now. Much to our joy, the recent 
ballet productions––The Sleeping 
Beauty, La Bayadère, and now The 
Firebird and Petrushka––regained 
the former glory of the costumes 
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Should one analyse or formu-
late a contemporary festival con-
cept, then Lucerne has an impres-
sive prototypic festival life against 
a backdrop of several classical 
music festivals held in Switzerland 
such as Verbier Festival, Gstaad 
Menuhin Festival, Martha Arger-
ich Project, Lugano, or the one 
in Montreux. The cliché happens 
to be true: Lucerne is exemplary 
when it comes to a festival city, 
to a strategy, management, initi-
atives and audiences. Strikingly, 
a city equal in size to such Bul-
garian towns as Pernik or Hask-
ovo, is not steeped in prejudice 
about provincialism, but rather 
develops a powerful concept of 
its own uniqueness. It is not just 
the attractive surroundings of the 

place that bring about it: the Al-
pine scenery; the world’s steepest 
cogwheel railway; the eponymous 
lake; the pristine natural environ-
ment, the medieval covered wood-
en footbridge; the Swiss Museum 
of Transport; Richard Wagner’s 
villa in Tribschen, where the com-
poser spent 6 years. In fact, the 
festival as a themed, selected and 
concerted periodicity opts for the 
world’s premium quality. No ersatz 
is admitted to Lucerne.

Any music festival is a subject 
matter of a comprehensive com-
mentary on an integrated cul-
tural and civilizational concept, 
interpreted as investment in dy-
namic innovative thinking; high 
new art, upbringing and educa-
tion, creating an wide-ranging so-
cial dialogue, deriving high social 
benefits. Such an event strives to 
achieve an all-embracing shared 
experience, personal develop-
ment, a higher quality of life, a 
far-reaching urban effect and an 
urban environment adequately 
taken in, as Jan Gehl, for instance, 

Festivals as living spaces
Milena Bozhikova

MUSIC FESTIVALS



 21

would have evaluated it. Under 
the impressions gained at the 
festival and the burden of other 
festival traditions we are going to 
highlight here several significant 
aspects of the festival.

The festival spirit in Lucerne is 
a concept of everyday life. The 
Summer Festival is just one of the 
multi-stage events: Lucerne Fes-
tival at Easter, Lucerne Festival in 
Summer, Lucerne Piano Festival, 
that at Christmas, carnivals, var-
ious popular music festivals. The 
Blue Balls is one of Switzerland’s 
largest music and art events held 
in the second decade of August on 
the eve of the Summer Festival, 
accompanied by photography, 
street art, video, film and talks, 
where Blue stands for the blues, 
jazz, melancholy and sadness, 
while Balls evokes ballrooms, par-
ties and celebrations. In combi-
nation, they make up the name 
of the renowned and wonderful-
ly innovative music and art festi-
val around the Lake Lucerne. This 
flurry produces a ‘lively, safe, sus-
tainable, and healthy (city)’ as archi-
tect and urban designer Jan Gehl 
has put it in regard to the quality 
of the human living environment 
and incessant urban renewal and 
urban city planning concept in his 
Cities for People (Геел, Я. Градове 
за хората. С., 2016, p. 36):

Traditionally, the Lucerne Fes-
tival in Summer is held between 
mid-August and mid-September, 
consolidating the city life and 
permeating even church services 
through the new music, introduc-
ing themes and themed platforms 
such as ‘soul’, ‘faith’, ‘Eros’, ‘sin’, 
bringing up secular and spiritual 
topics for discussion; attaining 
long-term goals in quest of forward 
and even more avant-garde think-
ing. This year’s edition themed Pri-
maDonna was interpreted not only 
in terms of staging, but also taking 
a much broader perspective: from 
Eve, the first woman to Mary, the 
mother of Jesus, to all possible cli-
chés such as ‘Ladies first’ or ‘first 
ladies’, i.e. the ‘prima donnas’ and 
divas, bringing female artists into 
the spotlight, to the women in 
the traditionally male-dominated 
fields. That was why mostly wom-
en took up the baton and stepped 
on to the conductor’s podium and 
the programme featured pieces 
by female composers.

Importantly, contemporary mu-
sic at the Lucerne festivals is far 
from being isolated in an aquar-
ium for connoisseurs and devo-
tees, propagating the myth of its 
complicatedness and vagueness. 
The festival’s role as an exclusive 
promoter of contemporary music 
underlies the festival’s concept 
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min, Hanspeter Kyburz, Chen Yi, 
Sir Harrison Birtwistle. This year’s 
composer-in residence was Aus-
trian Olga Neuwirth; Peter Eötvös 
has been invited for the period 
2016–2017.

Festivals as investment 
According to information pro-

vided by the organisers, the Fes-
tival’s budget totals CHF24m; of 
them, the City and Canton of Lu-
cerne direct subsidy amounts to 
less than 5%, and the rest comes 
from private funds. It is the KKL 
Luzern (Culture and Convention 
Centre Lucerne) costing about 
CHF200m to build and inaugurat-
ed in 2000 that provides an excel-
lent venue for the festival. ‘KKL Lu-
zern is vital to Lucerne, here events 
are held on a regular basis’, Bul-
garian mezzo-soprano Vesselina 
Kasarova, an exclusive participant 
in a panel of guests discussing the 
topic PrimaDona or Diva, said.

Designed by French architect 
Jean Nouvel (designer also of Torre 
Agbar, Barcelona; Fondation Carti-
er, Paris; the Copenhagen Con-
cert Hall; Le Nouvel Opéra, Lyon; 
Galeries Lafayette, Berlin among 
many other facilities) and Ameri-
can acoustician Russell Johnson, 
the Concert Hall fulfils the highest 
acoustical requirements with its 
acoustical canopy over the stage. 
The edifice boasts a remarkable 

and for this reason masterclass-
es in composition are conducted, 
composer-in-residence are invit-
ed and commissioned to write a 
piece or two under the express 
condition these to be very innova-
tive; all ensembles include in their 
programmes twentieth- and twen-
ty-first-century music and con-
temporary liturgical auteur music 
permeating even church servic-
es. Eve and Mary: Prima Donnas of 
the Bible was the topic of the ec-
umenical worship service at Mat-
thäuskirche, sounded by works of 
the twentieth and the twenty-first 
centuries from Ave Maria (2014), 
Еva Ave (2016) by German compos-
er of Greek extraction Konstantia 
Gourzi (b. 1962) to Litanies à la 
Vierge Noire by Francis Poulenc 
to Maria Mater Gratiae by Gabri-
el Fauré and other pieces on the 
theme.

New art projects are launched 
seeking to familiarise the young-
est through performances in spe-
cially adapted halls. The festi-
val is committed to the cause of 
new and premiered music. Com-
posers-in-residence of the Fes-
tival were: Unsuk Chin, Matthias 
Pintscher, Helmut Lachenmann, 
György Kurtag, Tōru Takemitsu, 
Franghiz Ali-Zadeh., Chaya Czer-
nowin, Johannes Maria Staud, 
Toshio Hosokawa, George Benja-
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to an underfloor niche so that to 
open up more space for the stage, 
intended both for traditional and 
groundbreaking performances. 
The organisers unyieldingly stick 
to their announced goals to ‘create 
the possibility for emotionally res-
onant exchanges to occur between 
art, artists, and the audience. Art 
can trigger feelings, it can revolve 
around social issues, stimulate dis-
cussions, and provoke or even sim-
ply entertain and inspire. Art is the 
mirror of an open-minded society 
that tirelessly interrogate its values 
and ideals.’ Consolidating their 
funds and efforts, the Swiss prove 
to be a nation with innovative 
thinking, investing in cultural as-
sets to leave to posterity, planning 
reasonably and having clear goals 
for the future in mind, calculating 

spatial solutions creating an im-
pression of interpenetration of 
land and water: the hall seems to 
jut out into the lake, while the wa-
ter flowing underneath the lobby 
is like a tide surging from outside.

Apparently, the organisers are 
toying with much more avant-gar-
de and bold ideas. During the fes-
tival, an uninterrupted multime-
dia representation of a new city 
project was made, that of a New 
Theatre Lucerne or Salle Mod-
ulable. This musical theatre is 
planned to be constructed next 
to the KKL Luzern and the Salle 
Modulable Foundation was estab-
lished to raise funds for its con-
struction, expected to commence 
after 2021. Technically, this state-
of-the-art facility is designed to 
have two groups of seats moved 
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legendary conductors, and virtuoso 
soloists join together three times a 
year on the idyllic location of the 
Lake Lucerne to celebrate the joy of 
music. In the concert hall designed 
by Jean Nouvel, which is renowned 
for its phenomenal acoustics and its 
exquisite architecture alike, they en-
counter an audience that is no less 
international and sophisticated’.

An art venue
Lucerne is a historical place of 

music. Reviewer Tom Service re-
minds that in the final year of 
his life, Felix Mendelssohn Bart-
holdy found solace here follow-
ing his sister’s death, and made a 

risks and advantages, highly ap-
preciating talents. The organisers 
state their mission corresponding 
to the realisation as follows: ‘We 
are an international music festival 
that is based on artistic ideals. Art is 
our love and our passion, and mu-
sic is the focus of what we do. Our 
goal is to offer artists an optimal 
platform for their creative work and 
activities. /…/ We make fascinating 
cross-connections between tradi-
tion and innovation and champion 
young musicians and the music of 
our time while at the same time safe-
guarding artistic and financial inde-
pendence. /…/ Famous orchestras, 
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and he married Cosima in 1870. 
In the villa, turned into a museum 
of Wagner, his original precious 
Erard grand piano from Paris is on 
display.

Speaking of history, the villa in 
Tribschen witnessed the birth of 
today’s Lucerne Festival: on 25 Au-
gust 1938, Arturo Toscanini con-
ducted an elite orchestra, special-
ly assembled for the occasion and 
believed to have played a seminal 
role in the inception of the festival. 
Its later successor, the Lucerne 
Festival Orchestra made its public 
debut in August 2003 under Clau-

watercolour of Lucerne in 1847. 
Almost two decades later, Wag-
ner lived here for a few years be-
tween 1866 and 1872, in a villa in 
Tribschen on the right-hand bank 
of the lake in the foothills of the 
Alps. Here he completed Die Meis-
tersinger von Nürnberg; composed 
the Siegfried-Idyll; here the original 
score of The Ring cycle, a present 
for his wife Cosima’s 33rd birth-
day, is now kept; here again he 
published his essay Das Judentum 
in der Musik under his own rather 
than under an assumed name; his 
second daughter was born here 

Сн. личен архив
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on. ‘And if we can turn to the words 
of the poet and his friend, René 
Char, whom he so revered, Pierre 
Boulez has left behind him many 
dreams and much that remains un-
said about the future. Dreams that 
it is necessary to continue dreaming 
and making a reality: Un poète doit 
laisser des traces de son passage, 
non des preuves. Seules les traces 
font rêver.’ This year’s edition, held 
after his demise in the early 2016 
said a farewell to Pierre Boulez. 
Starting from the summer 2016, 
German composer Wolfgang Rihm 
assumed the overall artistic direc-
torship of the Lucerne Festival 
Academy.

Following an animated discus-
sion of the Festival’s theme about 
the onstage, professional, politi-
cal and everyday life of divas and 
prima donnas, Vesselina Kasarova 
gave her résumé: ‘What does ‘prima 
donna’ mean to me? A person, who 
has been onstage for years now, as 
an artist blessed with individuality, 
charisma, an individual voice, in-
telligence, aesthetics, having a way 
with people, having probably all it 
takes to be classed as a prima don-
na; still, I have never been and do 
not want to be a prima donna, be-
cause conventionally speaking, it 
is mostly sopranos who are prima 
donnas, while I am a mezzo-sopra-
no. Unfortunately, there are artists, 

dio Abbado’s baton to become 
the major performer in the main 
initiatives. In 2016, it was Riccardo 
Chailly, who took on the position 
of Music Director; earlier he was 
assistant to Claudio Abbado at 
La Scala; principal guest conduc-
tor of the London Philharmonic 
Orchestra; principal conductor of 
the Amsterdam Concertgebouw 
until 2004 and then, of the Leipzig 
Gewandhaus Orchestra, and since 
2015 he has been at the helm of 
La Scala, Milan.

The same year, 2003 was vital 
to the role of contemporary music 
as well: Pierre Boulez founded the 
Lucerne Festival Academy. ‘This 
is something I have always wanted 
to do’, Boulez told Michael Hae-
fliger, the festival’s executive and 
artistic director, when the latter 
came up with the idea of found-
ing the Lucerne Festival Academy 
in 2000. Since it has been found-
ed in 2003 until 2015, the Acade-
my has received over 1,000 young 
composers who had the chance 
to be coached, advised and in-
fluenced by Boulez. Michael Hae-
fliger believes that Pierre Boulez 
was the ultimate universal musi-
cian, going further to say that the 
Lucerne Festival was grateful to 
Pierre Boulez for countless hours 
of musical bliss and for his tire-
less commitment, which will live 
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to be three or four decades ago in 
terms of their significance. At the 
time, singers would travel with their 
costumes and regardless of the stage 
either in Munich or in London or in 
Paris, they’d ask where the perfect 
acoustics were to stand there and 
sing. That was the time of the great 
prima donnas and of those, who 
have invented that myth. Should a 
prima donna be defined, it was in 
all probability Maria Callas, who in 
my opinion sparked a revolution in 
operatic art both as a singer and an 
actress. She was a dramatic actress, 
who sang, who was able to express 
herself and make a difference. To 
me, the highest achievement of a 
singer is the ability to move the oth-

who have all the above makings, 
but are the so-called divas, i.e. dif-
ficult to communicate with both as 
singers and people. Still, we live in a 
time of prima donnas. With all these 
differentiations, it is one’s personal-
ity that matters. 

Presently though, it is the director, 
who is of great importance as part 
of the opera houses worldwide. I be-
lieve that nowadays the director is 
much more significant than singers. 
It is the director, or the crew who 
decides on what the staging should 
be, on the costumes, the stage aes-
thetics, etc. It is the director, who 
creates the present image of an op-
era house, while the so-called prima 
donnas are far from what they used 



 
 28

Music!, came in fact to replace 
the traditional theoretical confer-
ences, offering different formats 
in partnership with the Catholic 
Church of the City of Lucerne, i.e. 
a series of lectures were given on 
PrimaDonnas of Theology, Maria. 
PrimaDonna of Church Music or 
Gustav Mahler’s Image of Women 
and the Eighth. Other forms of dis-
cussion were focused on female 
composers (using specifically the 
music by Olga Neuwirth) or fe-
male conductors in the context of 
traditionally male-dominated pro-
fessional areas.

ers. I have worked with the greatest 
directors of the 1990s. I would have 
not made it to the top without them. 
It depends on circumstances if a 
singer could be styled a prima don-
na. An artist is an outcome of his 
or her development: he or she has 
to find the proper environment re-
gardless of his/her makings, or else 
he or she would never achieve what 
she or he was born to do’.

As for the discussion panels 
within the Lucerne Festival, the 
organisers once again broke with 
conventions: functionally, the dis-
cussions calling Let’s Talk About 
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harmonic. Incantesimi (mean-
ing ‘spells’ or ‘enchantments’ in 
Italian) by London-based Julian 
Anderson is a co-commission 
between the Berliner Philharmon-
iker Foundation, the Royal Philhar-
monic Society and Boston Sym-
phony Orchestra, which will be 
given its US premiere by the BSO 
on 26 January 2017. Julian Ander-
son: ‘When Sir Simon Rattle asked 
me to compose a work for the Berlin 
Philharmonic, I decided to write a 
piece, which focused upon line and 
timbre unfolding at a slow rate. I 
have always admired the ability of 
Rattle and the Berlin Philharmonic 
to play long, flowing musical lines 
with exceptional beauty of tone.’ 
The 8-minute piece unfolds slow-
ly in what the composer describes 
as an ‘almost hypnotic state’ and is 
based on five musical ideas which 
circle around each other, some-
times accompanying in the back-
ground, sometimes rising to the 
foreground. The tension accumu-
lated by the forces and the motion 
erupts towards the finale to lapse 
into silence.

Simon Rattle conducted also 
Éclat by Boulez, a piece of vari-
ous interpretations, included in 
the repertoire as an undisputed 
cult ‘classic’ of present day. In the 
rest opuses, Mahler’s Symphony 
No. 7 in E minor, the Slavonic Danc-

I believe the 40min series to be 
a boon to both the management 
and the concept of the Lucerne 
Festival, yet another series of free 
genre events, squeezed spatially 
and in terms of time before the 
‘big event’ symphony concerts, 
presenting in essence specific ex-
tracts of the ‘big events’ with the 
participation of some of the same 
orchestras, artists and authors, 
but apparently setting more mass 
integration goals and meant for 
wider audiences, including chil-
dren and young people. ‘Admis-
sion is free, there’s no dress code, 
and prior knowledge is unneces-
sary, those were the addressees 
of these events, maintaining the 
same high standards.

The twentieth- and twen-
ty-first-century music was stylisti-
cally presented on a broad scale: 
from the classical avant-garde to 
sound installations to electronic 
or performance or synthetic art 
projects. One of the 40min series 
proved to be in the vein of the lat-
ter: inspired by the story of Cin-
derella, ingenious as an idea, con-
ceptualisation of space realised 
remarkably wittily, resourcefully, 
posing a challenge to all ages and 
involving in a happening.

Twentieth- and twenty-first-cen-
tury music was included in both 
programmes of the Berlin Phil-
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es by Dvořák and Symphony No. 2 
by Brahms, Simon Rattle was bril-
liant, fine and arresting.

Both concerts given by the Royal 
Concertgebouw Orchestra, tradi-
tionally commanding a great deal 
of respect, presented a routine 
and to some extent, disappoint-
ing in terms of the expectations 
instrumentalism raising claims 
especially to the strings and the 
horns. The level of certain musi-
cians is known from their Bulgar-
ian performance: Miroslav Pet-
kov, who was immaculate as the 
Royal Concertgebouw Orchestra’s 
principal trumpet, participated 
in Varna Summer International 
Music Festival as a soloist in Vas-
il Kazandjiev’s Trumpet Concerto; 
Concertgebouw Chamber Solo-
ists Vesko Panteleev-Eschkena-
zy (concertmaster), Henk Rubingh 
(principal of the second violin sec-
tion) and Fred Edelen (assistant 
principal cellist of the Royal Con-
certgebouw Orchestra) played at 
the same festival. As of the pre-
vious season, 2015–2016 Daniele 
Gatti is Music Director of the RCO; 
he is, of course, an outstanding 
conductor, strict, efficient and un-
cluttered. As a guest conductor, 
Daniele Gatti regularly leads the 
biggest European orchestras: the 
Vienna Philharmonic, the Berliner 
Philharmoniker, the Munich Phil-

harmonic, the Mahler Chamber 
Orchestra and leading Italian or-
chestras, being participant in such 
significant festivals as those in 
Bayreuth and Salzburg; principal 
guest conductor at the Royal Op-
era House, Covent Garden (1994–
1997) and of Royal Philharmonic 
Orchestra London (1996–2009); 
at Opernhaus Zürich (2009–2012); 
of Orchestre National de France 
(until 2016). For the spring 2017, 
he is working on Die Meistersing-
er von Nürnberg for La Scala and 
Parsifal for the New York Met. In 
Lucerne, he conducted not only 
pieces from the mainstream con-
cert repertoire such as Debussy’s 
Jeux and Stravinsky’s Petrouch-
ka, interpreted in a more stylised 
manner than the music supposes, 
but also Métaboles (a concerto for 
orchestra) by Henri Dutilleux. The 
latter definitely piqued up inter-
est due to the ‘search for a new (to 
that age) kind of internal logic and 
musical form’ and, of course, defi-
nitely influenced by Debussy and 
Ravel.

Sol Gabetta, an Argentinean 
cellist, born to parents of French 
and Russian extraction, recording 
exclusively for Sony Classical and 
presently teaching cello at the City 
of Basel Music Academy, was the 
soloist both nights in Cello Concer-
to No. 1 by Saint-Saëns and Schu-
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mann’s Cello Concerto. She is un-
doubtedly a fine, expressive and 
temperamental musician.

Olga Neuwirth, the festival’s 
composer-in-residence was pre-
sented at stages, in several con-
certs including partially or ful-
ly her music pieces. Emblematic 
and very pronounced in terms of 
their ideas are her: Kloing! for a 
Bösendorfer CEUS computer-con-
trolled grand piano, live-video and 
pianist; Hommage à Klaus Nomi, a 
songplay in nine fits for a counter-
tenor, actor and ensemble; Elea-
nor for a blues singer, an ensem-
ble of strings, brass, woodwinds 
and percussion (with a Swiss pre-

miere at the festival), where Neu-
wirth shows herself as a pacifist, 
holding anti-racist views. This line 
is extended in Le Encantadas o le 
avventure nel mare delle meraviglie 
(with a Swiss premiere as well) for 
six ensemble groups partitioned 
across the performance space, 
samples, and live electronics, com-
missioned by the Lucerne Festival, 
SWR/Donaueschinger Musiktage, 
Ensemble intercontemporain, IR-
CAM – Centre Pompidou, and Wien 
Modern. The piece is remarkable 
for both its realisation and inven-
tiveness. Neuwirth thinks of ‘nat-
urality’ complexly and on a large 
scale relying on various contem-
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porary algorithms. With her, the 
natural, the human and technol-
ogies flow into a ceaseless mu-
tual deformation. The challenge 
here lies in the acoustics of the 
Church of San Lorenzo in Venice. 
Apart from the reverberations in 
the church space, Neuwirth de-
fines the space first and foremost 
as a ‘kind of energy fluctuation’. 
Shifting her composition into the 
concert space of Donaueschinger 
Musiktage, she admits that the 
too dry acoustics make ‘the sound 
feel like falling directly on your 
head’. Neuwirth’s piece contains 
a synthetic voice, sound modu-
lations, which she interprets as 
groping about between ‘technolo-

gies as an obsession’ and a return 
to ‘humanity’.

More of her music was pre-
sented at the festival: the sound 
installation…miramondo multiplo… 
and Lost Highway Suite for instru-
mental soloists and ensemble.

The concert given by the Or-
chestra of the Lucerne Festival 
Academy under the baton of Finn-
ish conductor Susanna Mälkki with 
the participation of Martin Gru-
binger (percussion) would receive 
my greatest acclaim for the con-
ductor’s brilliant interpretation of 
Webern’s Six Pieces for Orchestra, 
Op. 6 (remarkably performed) and 
for Schoenberg’s Accompaniment 
to a Film Scene, Op. 34, for Lachen-
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back to the past, in surviving for 
the sake of genealogy, stretching 
humble municipal budgets, reap-
ing poor social benefits, the Lu-
cerne Festival builds up and exists 
in the present, being future-ori-
ented, investing in the future and 
attempting to have prognostic im-
portance. The high art in the lat-
ter category stems from personal 
initiatives and is in high demand. 
Sociologist Richard Sennett, com-
menting in detail on the old and 
new forms of publicity, defines 
these as a prerequisite for chang-
es in the environment and per-
sonality as such. After diagnosing 
‘the fall of public man’, the latter’s 
‘self-inflation’ and intimacy as a 

mann’s Schreiben for orchestra, 
and first of all, for the world pre-
miere of Olga Neuwirth’s Trurlia-
de-Zone Zero for percussion and 
orchestra, the eighth of Roche 
Commissions, a long-term model 
of cooperation in the area of cul-
tural sponsorship between Roche 
and the Lucerne Festival, support-
ing innovation in arts.

Festivals as you like them
Commenting on the specifics of 

the Lucerne Festival on the basis 
of some comparisons as well, one 
could make a division between 
these using the conventional–
avant-garde correlation: while 
certain events are engaged in pre-
serving the tradition with an eye 
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ly. What the festival practice does 
has in fact been defined long ago 
in Aristotle’s Nicomachean Ethics 
as praxis and poiesis. The goal of 
praxis, with all the finer points of 

rule, Richard Sennett highlights 
the opportunity for a compensa-
tory social function of these forms 
of publicity that instigates them 
to transform, to reform positive-

Olga Neuwirth (R), Susanna Mälkki (L). Photo: Private archive
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arts, on the contrary, have indeed 
a strong affinity with politics. Per-
forming artists … need an audience 
to show their virtuosity, just as act-
ing men (politicians) need the pres-
ence of others before whom they 
can appear; ‘both need a publicly 
organized space for their “work,” 
and both depend upon others for 
the performance itself’ (Arendt, H. 

creativity, lies in creativity as such; 
while praxis is performed in a so-
cial context for it requires audi-
ences and is associated with virtu-
osity. Hannah Arendt gives similar 
explanations on the basis of Aris-
totle’s terms, comparing the role 
of a brilliant performance to a po-
litical role as part of contemporary 
society. She wrote: ‘The performing 

Martin Grubinger
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Between Past and Future. Six Ex-
ercises in Political Thought, N.-Y.: 
The Viking Press, 1961. р. 154).

Another fact cannot be disre-
garded either: the passage of phe-
nomena that have reached the 
stage of virtuosity onto the stage 
of conservatism. According to my 
personal observations, at this 
stage, the festival practice co-ex-
ists in dangerous immediacy of the 
routine and the ‘consolidation’ of 
the elitist initiatives such as the 
same guest artists and orches-
tras at certain festivals, held by 
the elites and meant for the lat-
ter. That is the reason why giving 
lots of encouragement to innova-
tion in the area of arts is the right 
cause to be committed to.

[The author is especially grate-
ful to the organisers of the Lu-
cerne Festival and to Sereina 
Büeler, Nina Steinhart и Katharina 
Schillen personally for their finan-
cial support/accreditation and for 
the provided information that has 
made visiting the festival possi-
ble.]

Helmut Lachenmann, Photo: Private archive
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VIETNAMESE TRADITIONAL OPERA 
AND SOME OF ITS REPRESENTA-
TIONS IN THE 21ST CENTURY
Miglena Tzenova-Nusheva

In celebration of the 71st Anni-
versary of the National Day of S.R. 
Vietnam, marked on 9th September 
2016 at the Embassy of S.R. Viet-
nam in Sofia

I first came in touch with the 
musical culture of Vietnam back 
in 2004, when I paid a guest vis-
it to the capital Hanoi and Ho Chi 
Minh City. I was invited to visit Ho 
Chi Minh City two more times dur-
ing the next two years. My visits 
each lasted for about a month, but 
every time I visited the country, I 
would enjoy new experiences, as 
if I was “discovering” new and dif-
ferent layers of the mindset of the 

Vietnamese with whom I worked 
and communicated, and I was be-
ginning to know better the Viet-
namese culture. In 2006, I crossed 
paths with a Vietnamese perform-
er of traditional opera and folklore. 
She was introduced to me as a per-
son, who had dedicated her life to 
the mission to cherish and pass 
to the future generations the tra-
ditions of her country. During our 
creative meetings, she was so kind 
as to share with me a small part of 
her practical knowledge about the 
major folklore regions in Vietnam, 
to sing for me typical fragments of 
the two types of Vietnamese tra-
ditional opera – hát chèo and hát 
tuồng. Possibly, in the course of 
our communication, she too felt 
close to Bulgarian culture, because 
during our last meeting she gave 
me as a present her own stage 
costume, which she had used for 
a long time in the performance of 
stock characters in the traditional 
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ence, but also due to the fact that 
they produce a sound with a spe-
cific pitch – i.e. they were subject to 
tuning. Figures of musicians play-
ing the drums were depicted to 
stand in circle around the center. 
Figures of dancing people were 
also depicted, which, in turn, is as-
sociated with musical and dance 
rituals on the territory of present 
day Vietnam. The dancing figures 
were portrayed in energetic poses; 
their costumes included exuberant 
head decorations and long robes of 
thick materials. Quite often, these 
figures handled weapons (spears, 
long rods, axes). These images in 
turn evoke parallels with the war-
rior characters in the traditional 
Vietnamese opera and the typical 
distinction in the music and dra-

opera – hát chèo.
Data about the musical, dance, 

and theatrical culture on the ter-
ritory of Vietnam go back to the 
Bronze Era (Đông Sơn), to which 
the gongs uncovered during ar-
chaeological excavations belong 
(discovered since 1893 on the ter-
ritory of present day Northern Vi-
etnam). The time when the relics 
were made most probably coin-
cides with the heyday of this Era 
– between 6th and 1st century BC, 
whereas researchers think that 
the discovered gongs may possi-
bly even date back to earlier times. 
The musical instruments (which 
undoubtedly also represent ritual 
artifacts) give evidence of the de-
velopment of music in these lands 
not only because of their exist-

Hát chèo



 41

word of mouth” – a typical feature 
of folklore, which lies at the foun-
dation of the hát chèo genre.

The main instruments in the 
instrumental ensemble are: the 
moon lute đàn nguyệt, the two-
string fiddle đàn nhị, the beautiful 
three-stringed instrument đàn tam 
with body covered by a snake skin, 
36-string zither thập lục, the lute 
with a body made of a pear-shaped 
gourd đàn tỳ bà, bamboo flutes sáo 
trúc and sáo, a “rice drum” trống 
cơm, cymbals, wood blocks, etc. 

The genre is characterized by 
several groups of stock characters: 
a comic character – hề, an old man 
– lão, an old woman – mụ, a young 
woman – đào and a young man – 
kép.

The buffoon or the comic charac-
ter hề plays key role in the genre. 
The word hề also means: impor-
tant, significant; loud laughter. Of-
ten the buffoon is not the protag-
onist yet plays an inseparable part 
of the plot of action and the very 
performance of traditional operas 
from Northern Vietnam. During 
the same performance, the com-
ic characters are typically more 
than one. The performances were 
usually staged outdoors, most 
frequently in rural areas, locat-
ed along the Red River Delta. The 
actors played drums to mark the 
opening of the performance. Then 

ma culture of the Far East between 
the two types of dance – military 
dance (in Vietnam – Va Vu) and 
civil dance (Van Vu). Bronze gongs 
played part in opera performances 
as well. Their sound contributed to 
the full-bodied construction of the 
images of high dignitaries. Possi-
bly, this connection may be due 
to the circumstance that only the 
highest dignitaries could afford to 
own such instrument, as its weight 
often exceeds 100 kg of bronze. 
The opera opening could also be 
accompanied by the sound of this 
magnificent musical instrument, 
thus aiming to attract the audience 
to the opera stage.

The traditional hát chèo opera, 
typical for Northern Vietnam, most 
probably dates back to the 1st cen-
tury AD, while the mature genre is 
referred to the 11th century, when 
reports of opera plotlines first 
emerged. The tradition had been 
zealously kept alive, handed down 
from one generation to the next 
– from father to son, from grand-
father to grandson, etc. Wealthier 
families, who were patrons of the 
tradition, would even take care of 
more than one youth, who were not 
their kin, only to make sure there 
would be perpetuators of this art. 
Although there is evidence of the 
use of musical notation, tradition-
al opera was passed primarily “by 
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at various festivals, in front of dif-
ferent audiences.

Along with the stock characters, 
an important part in the plot is 
played by the choir (dàn đế), which 
takes part in the highlights of the 
storyline unfolding onstage.

The plot lines, also called “the 
body of the play” (thân trò) are lin-
ear and simple, free from any com-
plicated internal references.

Nowadays, performances in this 
traditional genre are staged also 
by professional musicians and ac-
tors at the National Theater for hát 
chèo founded in Hanoi in the sec-
ond half of 20th century. The state 

two buffoons performed their act 
to attract more viewers. The comic 
characters commented the action 
onstage, cheered up the audience 
after episodes filled with drama, 
sometimes were even sarcastic (in 
line with the ideal for attaining a 
better society).

The same actor might play the 
role of more than one character. 
The instrument players in the com-
pany were also prepared to give a 
convincing performance of short 
parts. In this way, the theater com-
panies achieved compactness and 
versatility in presenting their art 
successfully while also travelling – 

Hát tuồng
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five months. Its target groups are 
the students from the primary and 
secondary schools. Professional 
actors teach hát tuồng in Hanoi and 
Nha Trang, while hát chèo is stud-
ied in the province of Nam Dinh. 
The project takes place in 3 stag-
es: work groups of professional 
actors and partner organizations 
are set up during the first stage to 
establish the connection between 
the actors and the students. The 
second stage involves the stag-
ing of 23 performances aiming to 
attract an audience of more than 
5000 viewers – from the schools 
and the community. The last stage 
transforms art clubs into evening 
schools targeted at groups of 15 
students each. The competition 
for the selection of the most distin-
guished students is “fierce”, as the 
choice is made among 200 to 300 
candidates. Each of these evening 
schools receives additional consul-
tation by experts, stage costumes, 
stage makeup, props, and lighting. 
Subsequently, each of the clubs 
gives a series of successful perfor-
mances attractive to the audience. 
Several future stars are born.

A modern genre named cải lương 
came to life in 1920, based on hát 
tuồng. The genre experiences the 
influence of various musical styles 
and is very close to the Vietnam-
ese popular music. The instrumen-

demonstrated further support by 
setting up a Committee for Chèo 
Studies in 1957.

The traditional hát tuồng opera, 
typical of Southern Vietnam and 
originating from the musical and 
theatrical practices of the Viet-
namese aristocracy, acquired the 
characteristics of a representative 
genre in the 12th century. Its most 
attractive features are the cos-
tumes of exquisite fabrics, richly 
decorated with hand-made em-
broidery, and the models of face 
paint carrying rich symbolism. The 
early hát tuồng performances were 
played at specially designed stag-
es indoors, yet over time, the op-
era of Southern Vietnam evolved 
into an outdoors event and the 
circle of performers broadened to 
include not only aristocrats. A na-
tional professional theater was es-
tablished in Hanoi for this type of 
traditional opera as well enjoying 
wide popularity even in 2015.

The two professional institutions 
for traditional opera in Hanoi hold 
trainings and educate the young 
audience by organizing visits of 
primary and secondary Vietnam-
ese schools.

A project mottoed From Theater 
to School was launched in 2000 aim-
ing to scout and train future young 
stars of the traditional opera. The 
project has duration of three to 
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the connection to the tradition is 
even more tangible transferred 
into modern times.

During my visit in Vietnam, I 
have been pleasantly surprised by 
the daily broadcasts of full-length 
Vietnamese opera in the genres: 
hát tuồng, hát chèo, cải lương, etc. 
This strategy aims to make the Vi-
etnamese opera an integral part of 
the daily life of the Vietnamese. TV 
academies and other formats en-
joying the interest of wide audience 
of viewers also find their place as 
a modern way of drawing interest 
to these genres. TV broadcasts of 
operas are offered along with sub-
titles which run parallel in several 
languages (in the Latin and Cyril-
lic alphabet, in hieroglyphs, etc.). 
The professional musical theat-
ers also provide this option to the 
viewers, who are not well-familiar 
with the Vietnamese language. 
It is very much clear that this is a 
very well-tailored cultural strategy 
aiming to cherish a precious part 
of Vietnamese cultural legacy and 
attract new audience to it, as well 
as to create conditions for a full-
fledged communication with other 
arts and cultures[1].

[1] This text has been significant-
ly amended and supplemented 
based on a report with multimedia 
presentation within the frames of 
the forum The Unexpected Vietnam 

tal ensembles are replaced by stu-
dio recordings, standing out for 
their modern orchestrations and 
arrangements. The costumes and 
stage makeup have preserved the 
stylized elements of the tradition-
al genre hát tuồng, yet these are 
also notably modern. The ambi-
tion apparently is to create a new 
genre, which stands closer to the 
interests of the younger genera-
tion. The result is a genre, which 
is based on Vietnamese traditions, 
yet its sound and vision strongly 
suggest genres (such as musical, 
musical film, etc.) related to the 
American and European musical 
and theatrical culture, television 
and the movies. The modern ide-
as and approaches of cải lương 
have introduced this genre into 
TV academies and other TV reality 
formats. I had the opportunity to 
watch “live” the finale of one such 
production in Ho Chi Minh City in 
2006 (I wrote an article back then 
dedicated to the genre).

Gradually, traditional genres 
have also started to make their way 
into TV formats. One such example 
is the participation of Nguyễn Đức 
Vĩnh, a performer of permanent 
female roles đào in the traditional 
hát chèo opera, in the Vietnam’s Got 
Talent format of 2014. Curiously 
enough, the young and extremely 
talented performer is a boy – i.e. 



 45

The transcriptions of Vietnam-
ese words into the Bulgarian lan-
guage have been consulted with 
Rayna Beneva, PhD, lecturer in Vi-
etnamese language and culture at 
the Center for Eastern Languages 
and Cultures with the Sofia Univer-
sity “St. Kliment Ohridski”.

Translated by 
Miglena Tzenova-Nusheva

(Images, Encounters, Rediscovery) 
held on 7 April 2015 at the Center 
for Eastern Languages and Cul-
tures with the Sofia University, or-
ganized with the participation of 
the Institute for Art Studies – BAS 
with the support of the Embassy of 
S.R.Vietnam in Sofia.

References: Tzenova, Miglena. 
“Vietnamese Traditional Opera 
(Vong Ko)” Bulgarian Musicolo-
gy (2007): 2, 201-2013; Brandon, 
James R. Theatre in Southeast Asia. 
Harvard University Press, 2009, 
448 p.; Cầu, Hà Văn. Hề chèo. Ho 
Chi Minh: Nhà xuất bản, Năm xuất 
bản, 2005, 350 tr; Cầu, Hà Văn. Mấy 
vấn đề trong kịch bản chèo [Obser-
vations on the librettos for chèo]. 
Hà Nội: Văn hóa, 1977; Cầu, Hà Văn. 
Mấy vấn đề trong kịch bản chèo 
[Наблюдения върху либретата 
за чео]. Hà Nội: Văn hóa, 1977, 228 
tr.; Ngọc, Hữu. Wandering through 
Vietnamese cultur. [6-th edition]. 
Thé ̂ Giới Publishers, 2012, 1260 p.; 
Kalman, Bobbie. Vietnam: The Cul-
ture. Crabtree Publishing Compa-
ny, 2001, 32 p.; McLeod, Mark W., 
and Thi Dieu Nguyen. Culture and 
Customs of Vietnam. Greenwood 
Publishing Group, 2001, 198 p.; 
NSND Đinh Bằng Phi. Nhìn về sân 
khấu hát bội Nam Bộ [A glimpse 
into the staged traditional opera of 
Southern (Vietnam)]. Hồ Chí Minh: 
Nhà xuất bản Văn Nghệ, 2005, 339 
tr.
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TURKOLOGENTAG 2016, SEPTEM-
BER, HAMBURG
Stela Tasheva, Sasha Lozanova

The Free and Hanseatic City of 
Hamburg now impresses with its 
architectural scale of spacious 
boulevards, gardens and lakes, 
with the vast areas of its port’s 
facilities and commuter belt, with 
the riches of its museums and gal-
leries and their attractive shows. 
The physical traces of its wide eth-
nic diversity, bustling cycle routes 
and the large number of clocks in 
key positions across city complete 
its shining picture.

Still, our particular goal was to 
take part in the Second Europe-
an Convention on Turkic, Otto-
man and Turkish Studies, Turkol-
ogentag 2016, held in September 

by the University of Hamburg’s 
Asien-Afrika-Institut (Turkologie), 
a successor to the Colonial Insti-
tute of Hamburg (Hamburgische 
Kolonialinstitut).

Turkologentag 2016 Convention 
was very much like a congress 
due to the keen interest shown by 
over 250 applicants. Most of the 
participating researchers were 
representatives of German insti-
tutes and universities, or from 
other European, mostly northern, 
countries as well as from the Bal-
kans, Armenia, India and Japan. 
Just a few from Bulgaria, Mace-
donia, Serbia, Ukraine, Romanian 
and Russia attended the event: in 
such a thematic context (Turkic 
and Ottoman Studies), such an al-
location resulted in certain parti-
ality in the areas of research. At 
the same time, a number of Turk-
ish researchers were listed in the 
programme, but many of them 
have not been able to travel.

The theme and the venue of the 
convention was a meeting point of 

ARCHITECTURE
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the theme was also predefined 
by the fact that currently, several 
generations (or over four million) 
of Turkish extraction live in Ger-
many.

The convention lasted four days 
with concurrent sessions and pan-
els. The participants held lengthy 
discussions and to show interest 
or approval would often pound 
fists on the table, instead of clap-
ping their hands.

The participation activity is ob-
servable in the sessions held as 
follows: Ottoman Studies – 26 
panels; Literary Studies – 18; Turk-

historical and actual factors. The 
former include Germany’s active 
research traditions in studying 
the Orient and particularly, the 
history, economy, culture, etc., of 
the pre-Ottoman, Ottoman and 
post-Ottoman periods, including 
the numerous archaeological ex-
peditions (mounted acrively even 
in the nineteenth century), as well 
as their vast museum and archi-
val collections related to the East. 
Today, a lot of German research 
centres and organizations are 
also dealing with the Oriental and 
Turkic Studies. The topicality of 

Fig. 1. Chilehaus by Fritz Höger, 1924; Hamburg, Germany
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burg collections were on display. 
For us, a good example of rele-
vant research practices was set 
by the panel chaired by Artemis 
Yagou on the life, the ways and 
the cultures of Non-Muslims in the 
Ottoman Empire, as well as by the 
recent studies made available at 
the panels on history of science, 
technologies, cultural heritage 

ish Studies – 10; Cultural Studies 
– 7; Religious Studies – 6; Linguis-
tics – 5; Social Sciences/Migration 
– 4; German-Turkish Language – 3; 
Music – 3; Studies on Central Asia 
– 3; Training – 2; Anthropology – 1. 
At nights, leading German experts 
delivered plenary lectures, book 
launches were organised, and Ot-
toman manuscripts from Ham-

Fig. 2. Herzog & de Meuron’s Elbphilharmonie concert hall in Hamburg, Germany 
is expected to open doors in January 2017
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and design. We deem the fail-
ure to publish abstracts to be an 
oversight by the organisers as the 
parallel sessions prevented us to 
hear some parts of the delivered 
papers.

So, the participants’ genuine 
enthusiasm; the variety of topics, 
issues and viewpoints; the ambig-
uous terminology; the syncretism 
of the disciplines and the differing 
evaluations of the studied matter 
made the convention held in that 
sunny September memorable.
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LES VOIX HUMAINES OF THE ‘SUN 
KING’S VIOLS
Ivan K. Yanakiev

A concert was given by Spanish 
musician Jordi Savall on 23 Sep-
tember 2016, within Varna Summer 
International Music Festival cele-
brating its 90th anniversary. Savall’s 
second concert in Bulgaria, follow-
ing his participation in the March 
Music Days, Ruse 2015, was, pre-
dictably, an outstanding event. He 
is likewise welcomed across the 
world with his over 140 concerts 
annually and more than 200 re-
cordings, winning numerous pro-
fessional distinctions and receiving 
honorary degrees and above all, 
the Léonie Sonning Music Prize, 
Denmark’s ‘Nobel’ for music.

Jordi Savall is celebrated as a re-
markable musician, a top perform-

er, an internationally recognized 
interpreter of not only Baroque 
repertoire but also of “world music” 
in joint projects with Arab, Israeli, 
Turkish, Greek, Armenian, Afghan, 
Mexican, North American and Bul-
garian (shepherd’s pipe player Ne-
dialko Nedialkov) performers. Due 
to his repertories of Jewish, Chris-
tian and Muslim music, opening up 
a ‘dialogue of souls’ between the 
East and the West, Savall served 
as an artist-in-residence with three 
concerts at the Easter Festival in 
Lucerne 2016.

Jordi Savall arrived in Varna with 
three musicians: Philippe Pierlot 
playing on his Thomas Allred bass 
viol (London, 1625); Rolf Lislevand 
(theorbo & guitar) and Michael 
Beringer (harpsichord). Savall him-
self played on a seven-string bass 
viol by Barak Normann, (London, 
1697).

The chamber ensemble they 
formed was a popular and working 
format of chamber music making 
during the Baroque period: a larger 

MUSICFESTIVALS



 51

also a fine aesthetical precision as 
regards the stylistic and genre spe-
cifics of baroque repertories. Jor-
di Savall has built the programme 
by distributing the soloist’s role 
among all the performers. Philippe 
Pierlot (bass viol), for instance, was 
skilfully accompanied by Savall in 
La Rêveuse and L’Arabesque. The 
pieces by Jean-Baptiste Lully, Marin 
Marais (Prelude, Muzettes, La Sautil-
lante), De Sainte-Colombe (Concert 
a deux violes égales: Tombeau les 
Regrets) in the first part contrasted 
with the meditative nature of the 
music in the second part by bring-
ing to the fore the specific sound 
of the gambas. Savall’s solo part in 

group of basso continuo (bass viol, 
harpsichord and theorbo/ guitar) 
allowing one or two soloists (one 
or two gambas). This group allows 
for presenting the three major el-
ements of the ensemble texture 
– the bass, melody and harmony 
lines – in pliant combinations of in-
struments with each of them being 
even able to take all the three parts 
all alone. Soloists Savall and Pierlot 
skilfully made use of the baroque 
practice to write only two parts – the 
solo and the accompanying basso – 
alternating their role on more than 
one occasion during the concert.

The performers displayed not 
just their superb musicianship, but 

Jordi Savall and his ensemble are rehearsing before the concert they gave on 
23rd September 2016 in Varna.  Photo by Ivan K. Yanakiev
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the audience to a dazzling and col-
ourful finale of the concert given 
by their chamber ensemble. As an 
encore, the musicians improvised a 
chaconne on four chords, forming 
a simple harmonic cadence of the 
three major harmonic functions 
(T-S-D-T). The musicians showed a 
refined sense of proportion doing 
their improvisation as a ternary 
form, comparing the major mode 
at the beginning and the end to the 
minor mode in the inner part.

Prior to the concert, maestro Jordi 
Savall held a brief press conference 
answering questions also asked by 
Ivan Yanakiev:

Prélude en re by Le Sieur de Machy 
allowed the player to share with the 
audience the finest nuances of the 
instrument’s specific colour.

In the programme’s centrepiece, 
Les Voix Humaines, Savall himself 
succeeded through his instrument 
in fully materialising the timbres 
and the breath of the four main 
human vocal voices. The concert 
closed with variations on the em-
blematic of the Western European 
early music chaconne La Folia d’Es-
paña in Marin Marais’s transcrip-
tion Couplets de Folies (d’Espagne). 
Here the performers concentrated 
the quintessence of their instru-
mental skills and aesthetics to take 

Ivan K. Yanakiev is interviewing Jordi Savall minutes before his concert on 23rd. 
September 2016 in Varna Photo by Miriana Kalushkova
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of expression as dynamics and 
melody?

S.: ‘You know, the temperament – 
it’s so important, because the tem-
perament makes the whole tension in 
the modulation. And if you play in D 
major or in C major and everything 
sound very good. But when you make 
the modulations in the nontempered 
pitch every modulation far from the 
original – it’s not so perfect and then 
makes the tension. This makes the 
sense when do modulation. When you 
make a modulation with tempered 
instruments (i.e. equal-tempered in-
strument, I.Y.), it sounds as good in b 
minor as in c minor –there is not a dif-
ference. And I think it is an interesting 
thing when we play classical music – 
Beethoven, Mozart, Haydn with origi-
nal instruments when we feel this – a 
traverse, when he plays in D major, 
it sounds beautiful, when he plays in 
E flat sounds much stronger, much 
darker, and it is part of the beauty of 
this instruments.

These words of Savall about the 
concert pitch, temperament and 
the tension of the strings of the in-
strument he plays on––a master-
piece crafted by Barak Norman, the 
late seventeenth-century London’s 
leading violinmaker – give reasons 
for commenting on the choices of 
contemporary concert pitch. Given 
the response of inanimate matter 
to the tension that has to be exerted 

Y.: What is your personal atti-
tude as a player towards the lower 
concert pitch that you use in your 
performances? Is it only histori-
cal or you have something else in 
mind?

S.: ‘Well, my instrument, for exam-
ple, if I will play in the high pitch, will 
have short life, because the tension 
will be too much. Some years ago, I 
had to play in the higher pitch and af-
ter three month the instrument was 
not sounding at all. I brought the vi-
ola to the violin maker and he said 
“Your instrument is tired. It need a 
break because you had make too 
much tension.” The wood – it’s flex-
ible, you know…, and when you do 
much tension the wood becomes stiff 
and cannot make a vibration. And 
then it’s not sounding at all. The pitch 
– it’s important because this gives us 
also the colour. And the colour from 
the Renaissance – the pitch of the Re-
naissance is higher; the pitch of the 
Baroque is lower and the French Ba-
roque is much lower (Marin Marais 
and the composers included in the 
programme, I.Y.). And this makes like 
a painting – the colours of Rubens is 
different of Caravaggio, Caravaggio 
is different from Velázquez and every 
style has his own colour and different 
ways to submit beauty and emotion.

Y.: Would you agree that we have 
to consider the concert pitch and 
the temperament as valid means 
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interpretational intentions.
What Jordi Savall presented to 

the Bulgarian audience in one of 
the final concerts within Varna 
Summer International Music Festi-
val, was a conveyance into another 
state of mind through a sound that 
has been inherent in the everyday 
life of the French court under the 
‘Sun King’. The pieces by Marais, 
De Sainte-Colombe and Lully were 
a key to a gateway, which Maes-
tro Jordi Savall and his musicians 
opened for the golden breath of 
the gambas’ ‘voix humaine’ to pour 
down into the concert hall.

on it to stretch the strings enough, 
undoubtedly the same holds true 
of the animate beings. The current 
high concert pitch influences men 
as well as a whole, as their ‘de-
sign’, unlike that of contemporary 
stringed instruments, has not un-
dergone changes ever since their 
creation. The issue remains open 
and topical as musicians them-
selves would not globally adhere 
to ISO 16:1975, the internationally 
agreed standard for the tuning of 
musical instruments, in which the 
note a1 has a frequency of 440 Hz, 
but would rather opt for sounds 
consistent with their own personal 

Savall’s viol by Barak Normann, (London, 1697) Photo by Miriana Kalushkova
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GOLDEN ROSE 2016: SEEKING THE 
GOLDEN MEAN OR NOT?сечение?
Rosen Spasov

I will spare readers further rep-
etition by beginning this text 
with sketching out the key topics 
broached on several occasions 
during the festival and intensive-
ly repeated later as a response to 
the event: the issues of the compe-
tition selection, lack of spectators 
in the hall, but the higher average 
quality of the shorts and the grow-
ing sensitivity of young authors to 
social problems and humanism. 
Those willing to read about these 
may well surf the Web.

Paradoxically, but symptomat-
ically, the films that have ignit-
ed the most heated discussions, 
opposing opinions, causing even 

‘scandals’ within the festival, have 
a critically low potential to reach 
wider audiences. The thematic trio 
of Glory, Godless and Hristo, pre-
senting the lives of extremely mar-
ginalised characters, some of them 
hovering on the brink of what is de-
fined as an average human being, 
assembles a scathing jigsaw of hy-
perbolised hyperrealism, seeking 
to represent both film as such and 
Bulgaria’s realities. Internationally, 
festival juries, comprising filmmak-
ers who, generally, make similar 
films, have appreciated the undis-
puted cinematic merits of these 
works, which merits, indeed, are 
beyond a shadow of doubt. Still, 
the unattractive subject matters 
coupled with almost unwatchable 
authorial approaches, would once 
again antagonise audiences. We 
are stuck in the same vicious circle: 
We’ve made terrific movies, but 
there are no audiences willing to 
watch them. Hardly would anyone 
even care to look at them. The gen-
eral public ought to see the skilful 
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supporting actors have also built 
significant characters. In an inter-
view for the festival newsletter (3 
of 22 September 2016), Grigor Left-
erov said that he needed a strong 
moral argument to apply for public 
funding for his movie. The story of 
the homeless boy is really a socially 
necessary film, though followed by 
a paradox to be disregarded by the 
general public that has supported 
its production financially.

The tracking shots (excluding 
the moments when the characters 
are running, a very outdated tech-
nique allowing to see nothing) and 
the still dominating style of the 
Romanian new wave are the best 
options for authenticity in expos-
ing that segment of the society, 
the mishaps and hopeless moral 
efforts to make a fresh start in a 
wretched life. Fervent admirers 
and the most outstanding rep-
resentatives of this film style in 

following of the path of a vagrant. 
I do mean it. Dramaturgically and 
technically, Hristo by Grigor Lefter-
ov is the best of the three movies 
and Dimitar Nikolov’s performance 
in the role of homeless Hristo, is 
comparable with achievements 
well beyond our national borders. 
Dimitar Krumov and the rest of the 

Dimitar Nikolov as homeless Hristo
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nolyubov’s brilliant performance. 
Owing to the multilayered dram-
aturgical development and Margi-
ta Gosheva’s peremptory perfor-
mance, her protagonist is a vulture 
and a victim at the same time. The 
System is fleshed out by showing 
its inner personal strife. I think that 
of the three movies, Glory has the 
greatest potential to reach wider 
audiences for the abovementioned 
reasons.

Of these, Godless by Ralitza Pet-
rova is the most unconvincing be-
cause of its sham hyperreality and 
the appliquéd ending. Purely geo-
graphically, there are neither cou-
loirs in Bulgaria for off-piste ski-
ing and snowboarding, nor caves 
underneath the surrounding cliffs 
to be used by local coppers or 
tough guys to punish their victims. 
Even if there were that wouldn’t 
be cost-effective. Still, assuming 
that the cinematic space is met-

Bulgaria are Kristina Grozeva and 
Petar Valchanov with their Glory. 
After receiving a number of dis-
tinctions at festivals with their fea-
ture debut, The Lesson, but being 
cold-shouldered by the audiences, 
the directorial duo took a differ-
ent approach to their sophomore 
film of the inspired-by-headlines 
trilogy. A number of dramaturgical 
lines are broached, presenting a 
larger number of far more multilay-
ered characters, which supposes 
more action. In the opening scene, 
the camera is once again glued to 
the back of a poor railway worker 
(Stefan Denolyubov), but then the 
story promptly takes other turns, 
excluding this method. With a spe-
cial sense of humour, Grozeva and 
Valchanov show a funny-sad reali-
ty. Balancing on the brink of subtle 
mockery of their character, they 
succeed in not deriding him, ow-
ing, to a large extent, to Stefan De-

A scene from Godless
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which the Russian Federation al-
lots for making the ‘right’ movies. 
The onscreen outcome: attractive 
vision, a wide range of technical 
devices, a number of characters 
set in various luxurious locations. 
All this comes at a price, of course, 
so, the Russian flag would unfail-
ingly pop up every now and then, 
and it is only natural that romance 
blossoms between Russian la-
dy-killers and Bulgarian beauties. 
Though in reality it seems to be the 
other way round. At the press con-
ference after the screening, it was 
noted that the movie served well 
as a feature-length advertising of 
Russian real estate companies in 
Bulgaria as well as a number of 
other policies of the empire’s ex-
pansion. The conversation took 
this turn because of technical 
glitches with Russian dubbing over 
Bulgarian lines, inadmissible when 
presenting a film in the competi-
tion at a national feature film fes-

aphysical and the action unfolds 
at a hypothetical latitude, imbued 
with human waste (a hypothetical 
space), the final scene is supposed 
to show that the ground opens up 
to engulf an innocent tourist, the 
son of one of the villains. ‘Poet-
ic justice’, as they would have put 
it in Hollywood. Such an assump-
tion though disagrees with the hy-
per-realistic key in which the story 
is staged.

Labyrinths of Love by Vladimir 
Shterianov and Holidaymakers by 
Ivaylo Penchev follow a different 
track. Their target audiences are at 
risk of developing a mental disor-
der if forcibly made to watch the 
abovementioned pictures. The for-
mer, a compilation of trivial love 
stories feels like being made by a 
fresh graduate rather than by a film-
maker born in 1965 like Vladimir 
Shterianov. His directorial experi-
ence though has proved enough 
to let him use the lofty amounts, 

Yana Marinova would do anything for love
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tors would laugh their heads off. 
Dramaturgically, the film is fraught 
with oversights (an environmen-
tal activist dreaming to sleep at a 
hotel) and annoying clichés (a gay 
man pouncing on every male in his 
path), but its weakest point is its 
lengthy running time (120’), which, 
when it comes to the target audi-
ences for the genre, is far from a 
manageable watch. A positive as-
pect of the film is Georgi Strezov’s 
splendid music, recorded with a 
symphony orchestra, which is not 
a common occurrence in Bulgarian 
film.

Monkey by Dimiter Kotsev – Sho-
sho and The Singing Shoes by Ra-
doslav Spassov are opting for the 
golden mean between the above 
extreme trends. Monkey is more 
successful in this sense, trying to 
reach out to spectators without un-
dermining their self-esteem, sad-
dening and amusing them at the 

tival. Shterianov excused the mess 
with shortage of funds causing be-
wilderment as subtitling is cheaper 
than dubbing. A chance latecomer, 
a Russian graduate promptly came 
to his rescue calling the attendees 
names, and the press conference, 
‘a Russophobe get-together’.

When it comes to absorption of 
funds, the things with the audienc-
es’ favourite Holidaymakers are 
rather murkier, as it was hinted but 
waved aside at the press confer-
ence. I have no intention to go into 
the books of account of any of the 
productions––that’s the job of the 
relevant authorities––still, we have 
tangible results visible onscreen 
and open to commentaries. In this 
particular case, the results are rath-
er low-key and humble in terms of 
vision and action. The narrative 
compiles sketches and tourist jokes 
performed by a constellation of TV 
stars at whose appearance specta-

Raya Peeva as Lea Ivanova
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periodically does her justice. Struc-
turally though, Radoslav Spasov’s 
work may have trouble with spec-
tators. Due to the specifics of its 
story telling the life of Lea Ivanova, 
the movie depicts several different 
eras. The periods in the singer’s 
life are featured by four actresses 
(Kiara Stolarski, Donna Bangiozo-
va, Raya Peeva, Ernestina Shinova), 
but dramaturgically, these periods 
are not proportionally divided. 
The middle part, which features 
her in the height of the romance 
with Eddy Kazassian and her rela-
tions with the Bulgarian Commu-
nist Party and the secret services, 
is the most intense. This is where 
slip-ups begin to creep in: sluggish 
action and overburdened young 
actors (Raya Peeva and Julian Pet-
rov), which at times affects their 
otherwise compact performance. 
The references to the history of 
Bulgarian film are auto-hedonism, 

same time, provoking their deep 
emotional involvement. The film is 
theatrically released and we’ll soon 
have at least a faint idea of how 
this affects cinema attendance. 
Monkey is a positive and playful 
film about growing up. The cultur-
al references and quotations in it 
are an unburdening jigsaw puzzle 
of post-modern symbols used to 
disguise the main dramatic line. 
Little Iva’s (Radina Borshosh) imag-
ination helps her to cope with an 
inevitable shock. The performance 
of all the kids in the movie is in fact 
traditional to Bulgarian film: un-
adulterated, moving and lovely.

The Singing Shoes also does not 
shun wider audiences. The movie 
has an ace up its sleeve in attract-
ing spectators: the incredible story 
of the iconic jazz singer Lea Ivano-
va, to whom Bulgarian culture and 
history as a whole is deeply indebt-
ed. Bulgarian film, in particular, 

A scene from Memories of Fear
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things straight: the jury members 
decided as winners typical festi-
val-oriented films; critics were in 
favour of abstractions, while au-
diences voted for a pure all-star 
comedy. I believe that cinemati-
cally, the most worthwhile are the 
movies that have found a happy 
medium, failing to receive awards. 
These have a great deal to show to 
both types of audiences and their 
authors have more or less succeed-
ed in finding the golden mean.

intended for the guild, but eventu-
ally these add up to the excessive 
length and when it comes to gen-
eral audiences, the running time is 
not precisely a manageable watch.

If creating an impression above 
that I happen to dislike compiled 
screenplay structures, I am going 
to confute it right now. This festi-
val edition’s surprise and my per-
sonal favourite was Memories of 
Fear by Ivan Pavlov, following the 
uniform way of life of two radically 
different characters. This is a po-
etic satire, which does not fit into 
any of the conventional patterns 
listed above. The sluggish time-
lessness in the picture, the life as it 
happens, is an old, though not nos-
talgic but rather a critical memory. 
A colourless and soundless ambi-
ence envelops a mosaic of life sto-
ries controlled by coppers. Colour, 
if any, is in the flags, the emblems 
and the placards. The air of those 
45 years under communism has 
been captured with extreme pre-
cision and though enough was al-
legedly enough, that period is still 
determining our lives.

So, after the digression, to get 
back to the question in the title: 
should we seek the golden mean 
or a balance between the festival 
trends and the popular taste of the 
ever so undemanding mass audi-
ence? Ultimately, the awards put 



 
 62

“Geishas – A Myth or Reality”, 
a lecture by Marta Ilieva and 
Aneta Dimitrova
Miglena Tzenova-Nusheva

27th Days of Japanese Culture in 
Bulgaria *

On 16 October 2016, the Institute 
of Ethnology and Folklore Studies 
with Ethnographic Museum (IEF-
SEM), the Bulgarian Academy of 
Sciences (BAS), hosted a public lec-
ture entitled “Geishas – A Myth or 
Reality”.

For centuries the geisha (geiko) 
tradition would be shrouded in se-
crecy, while the geishas were not al-
lowed to disclose any details about 
their occupation (under threat of 
strict sanctions). Nowadays, how-
ever, the rules have gradually start-

ed to change. Although few in num-
ber, the publications on this subject 
might be helpful for everyone, who 
is not introduced to this tradition by 
their family or by any other internal 
regulations, but wishes to come in 
touch with it and get to know it.

The reference literature has been 
used as the basis in the preparation 
of the lecture “Geishas – A Myth or 
Reality”. The authors of the lecture 
and hosts of the event were Mar-
ta Ilieva and Aneta Dimitrova – two 
young ladies who have dedicated 
more than 10 years already to Jap-
anese arts and traditions, among 
which: Urasenke – a tea ceremony; 
Chabana – the arrangement of flow-
ers for display at a tea ceremony, 
Sho – calligraphy, to mention but a 
few.

The lecture was related to yet 
another event from the 27th Days 
of Japanese Culture in Bulgaria – the 
exhibition of traditional hair or-
naments Kanzashi. The exhibition 

MUSIC INTERNATIONAL  EXPRERIENCE
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mottoed “The Unfading Colour of 
Geishas” officially opened doors on 
11 October 2016, also at the IEF-
SEM, the BAS.

As a link between the exhibition 
and the lecture, initially Marta Ilieva 
and Aneta Dimitrova focused the 
attention of the audience precise-
ly on the Kanzashi tradition. Kan-
zashi (and more precisely tsumami 
kanzashi) are hair ornaments in the 
shape of flowers. These are worked 
out from fabrics and are part of 
the geisha accessories, but have an 
even stronger relation to the cloth-
ing of maiko (a girl who is an ap-

prentice geisha). Tsunami Kanzashi 
is inspired by the seasonal plants 
and their colours. The flowers are 
used during the specific month they 
are typical for, e.g. irises are used 
in May, maple blossom is used in 
November, etc. Tsunami Kanzashi is 
an expression of the reverence for 
seasons on behalf of the Japanese, 
who happily tie up their ordinary 
activities, dressing style, performed 
rituals, etc. to the specific time of 
the annual cycle.

Most certainly, Tsunami Kanzashi 
reflect also the awe for nature, which 
is deeply rooted into the Japanese 
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typical feature of the Japanese tradi-
tional culture: the rule of continuity 
of various arts (and crafts) only with-
in the family. 

At the start of the lecture, ac-
companied by a video presenta-
tion, Marta Ilieva and Aneta Dimi-
trova put in place certain historical 
knowledge related to the discussed 
topic by bringing to the foreground 
the role of Emperor Tokugawa in 
the unification of Japan at the start 
of 17th century – “the time when the 
new social strata of the newly rich 
was formed”. This is what, accord-
ing to the lecturers, has created the 
conditions for the emergence of 
the first geishas (or geiko).

In the course of their presenta-
tion, the authors transported the 
audience to the world of the Japa-
nese geisha – a world shrouded in 

perception of the surrounding world, 
as well as into their aspiration to 
“transfer” the beauty of nature into 
the everyday life of people with the 
help of various traditional Japanese 
arts. 

Great interest has been spar-
kled by the fact that the ornaments 
are meant for women, yet they are 
worked out by men. What is more, 
the craftsmanship of kanzashi has 
been handed down only within 
the family – from father to son, or 
grandson. If the family has no son 
or grandson, a boy can be officially 
adopted in order to inherit the tra-
dition. The husband of the daugh-
ter in the family can also become 
an artisan of kanzashi, yet he has to 
adopt the family name of his wife 
to this end.

This is an illustration of yet another 
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movements, foreign languages and 
many more other skills. The gei-
shas most often displayed their ar-
tistic talents and skills at special es-
tablishments – ochaya (tea houses, 
establishments for tea ceremonies) 
in front of a small circle of guests. 
Several times during the year, geiko 
would join seasonal festivities and 
holidays, where their beauty and 
professionalism could be observed 
by the public.

In the past, girls would be sold by 
their poor families as early as the age 
of three or four to a house – okiya, 
where they would learn about the 
tradition. The most well-renowned 
houses were located in specific dis-
tricts of Tokyo and Kyoto. There, the 

mystery, aesthetics and beauty, yet 
accompanied by hard and stren-
uous work, strict rules, suffering 
and deprivation. I will try to recre-
ate (and to some extent complete) 
their story.

Every girl, who was not of noble 
origins, but displayed certain talents 
for music, dance, poetry, etc., could 
become a geisha. The geishas had 
to go through a training including 
everyday practice in: dancing, play-
ing musical instruments, singing, 
tea ceremony, ancient and mod-
ern Japanese literature, calligraphy, 
keeping up a conversation, finding 
wise solutions to certain problems, 
mastering various amusing games, 
perfecting the gait and grace of her 
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at the age of 21, while the time des-
ignated for mastering the tradition 
cannot be further extended. In the 
past, due to the subordinate role of 
the woman in the Japanese family, 
it was possible for a husband to sell 
his wife to such house (okiya), in 
order to pay family debt. Once the 
wife joined the okiya, the marital 
vows were dissolved because the 
geisha had no right to have a fami-
ly until the moment she decided to 
stop practicing the profession.

In every okiya there is a “mother” 
– okaasan, who is in charge of the 
accounting of the house, as well as 
the training of the girls, etc. Okaas-
an takes care also of the working 
schedules of geiko, because the 
more popular geishas may have 
up to 4 artistic performances per 
night. Also, Okaasan, as in other 
traditions, has to make sure there 
is an heir – atotori. In this case, due 
to the specifics of the profession, 
the heir has to be a girl: a daugh-
ter or adopted child, who as early 
as the age of 5 has to be aware that 
it will inherit the management and 
care for the okiya. If okaasan does 
not have her own daughter, she will 
have to find and pick an heiress, lis-
tening to her intuition and counting 
on her keen observation, because 
she will have to see in a small child 
the gift and potential and turn that 
child into a successful okaasan. If 

children would first become mai-
ko – girls, who were trained to be-
come geishas. Nowadays, the state 
has imposed a requirement under 
which the girls must have gradu-
ated high school before becoming 
maiko. While they are at school, the 
future maiko can learn how to play 
musical instruments, dancing, cal-
ligraphy, literature and other arts, 
which will make it easier for them 
after they graduate high school, as 
each maiko makes a debut as geiko 
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nos, decorated with exquisite em-
broidery. The clothing is stylish and 
simple. Geishas can wear a top ki-
mono (in different colours) and un-
dergarments kimono (longer and 
red in colour, parts of which are 
visible only during a dance). A typi-
cal part of the geisha clothing is the 
belt – obi, which is tied into a special 
knot – darari, tied in the rear part of 
the kimono. Obi is worked out from 
about 6 meters of fabric and can be 
very heavy. The total outfit of the 
geisha may reach a weight of up to 
20 kg, which turns her artistic per-
formance and the process of put-
ting the clothing on a very difficult 
process. This is why, it is admissible 
that geiko can be dressed by men, 
who are specially trained for this. 
This is the only exception in which 
men are allowed to enter okiya at 
night. Men are strictly forbidden 
to have access to the okiya on any 
other occasion. Only artisans of ki-
monos, or masters of kanzashi, etc., 
are allowed to enter, but only in the 
mornings, after 10 a.m., and for a 
very short period of time.

Despite beliefs that natural beau-
ty is an indispensable prerequisite 
for a girl to become a maiko, quite 
often physical features are less im-
portant than inherent talents, their 
development and manifestation. 
Most popular are those geishas, 
who can dance skilfully, play musi-

the child is adopted, it is forbidden 
to enter into contact with the birth 
family, while it is quite the opposite 
for the maiko – the girls are encour-
aged to meet their relatives.

Girls are admitted to the okiya af-
ter the conclusion of a contract as 
per which the education continues 
for a certain amount of time during 
which the okiya covers all costs for 
the needs of maiko. It is possible that 
these funds, which include also the 
purchase of hand-made kimonos, 
kanzashi, etc., may reach very high 
amounts (e.g., USD 500 thousand). 
Once the young woman becomes 
a geisha, she is expected within a 
term of five or mostly seven years 
to refund the financial expenses. 
The return of the investment may 
take place within even shorter pe-
riod of time (e.g., one or two years) 
depending on the reputation and 
skills of the geisha. Only later, geiko 
may choose her ways to continue 
her life. There are mainly three op-
tions: she can continue working the 
profession, establish her own okiya 
or stop practicing and set up a fam-
ily. The oldest geishas are 70 years 
old. At the same time, some geishas 
stop practicing the profession even 
before they turn 30.

The typical geisha clothing in-
cludes kimono. It may take up to 
three years to work out some of the 
most beautiful hand-made kimo-
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which each movement has a sym-
bolic meaning, furi is a dance typi-
cal for the Kabuki theatre as well.

The main musical instruments 
studied by maiko include: shamisen, 
shakuhachi, koto and taiko. Shamis-
en is a three-string lute, shakuhachi 
is a bamboo flute, koto is a zither, 
and taiko – a drum. Each of the listed 
musical instruments is used in the 
Japanese traditional theater. Most 
often, during their performanc-
es geishas play the shamisen, the 
most typical musical instrument for 

cal instruments, sing and can come 
up with impromptu verse.

Geiko are skillful in traditional 
Japanese dance – buyo, borrowed 
from the dance of the Japanese 
traditional theatre. The three main 
types of dance, which the geishas 
perform, include: mai – slow, ex-
pressive, aristocratic dance, typical 
of the Noh theatre and Bugaku the-
atre; odori  – energetic dance with 
jumps performed at various festi-
vals and introduced in the Kabuki 
theatre; and furi – a sign dance in 
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them have only studied about the 
tradition – based on personal an-
thropological or ethno-cultural in-
terest, yet they have not made a 
debut or worked as geishas. The 
only foreigner who has ever debut-
ed as a geisha (in Tokyo in 2007) is 
the Australian Fiona Graham.

After the end of the lecture, the 
audience had the opportunity to 
ask Marta Ilieva and Aneta Dimitro-
va questions, to have a closer look 
at the displayed kimono with long 
sleeves – furisode, worn by maiko 
(and never by geiko), as well as to 
enjoy the exhibition of tsunami kan-
zashi. Actually, the exhibition “The 
Unfading Colour of Geishas” can be 
visited by 25 October 2016.

* Other sources of reference have 
been used in the preparation of this 
article: Descutner, Janet W. “Japa-
nese Performing Arts”, pp. 102-127. 
In: Descutner, Janet W. Asian Dance. 
New York: Infobase Publishing, 
2009, 164 p. ISBN 9781438124285; 
Ortolani, Benito. The Japanese Thea-
tre: From Shamanistic Ritual to Con-
temporary Pluralism. Princeton, New 
Jersey: Princeton University Press, 
1995, 375 p. ISBN 9780691043333; 
Iwasaki, Mineko, Rande Brown. 
Geisha оf Gion: The True Story оf Ja-
pan’s Foremost Geisha. New York: 
Simon and Schuster, 2012, 352 p. 
ISBN 9781471105739; Dalby, Liza 
Crihfield. Geisha. Oakland, Califor-

the Kabuki theatre as well. Looking 
beautifully with its body covered 
in snake skin and its tall exquisite 
fingerboard, shamisen is a technical 
instrument, which can be used to 
play intricate tunes. Geishas most 
frequently perform kouta – ballads 
in the accompaniment of sham-
isen. The kouta genre emerged in 
the 14th century, but became part 
of the traditional Japanese theatre 
Kabuki during the reign of Emperor 
Tokugawa – i.e. at the start of the 
17th century.

The lecture “Geishas – A Myth 
and Reality” closed with a few 
words about where and when now-
adays one can observe and marvel 
the geiko tradition: geiko and mai-
ko make public appearance sever-
al times during each calendar year 
– at the Baika-sai Plum Blossom 
Festival, when they perform a tea 
ceremony, at the Miyako Odori Fes-
tival in April, when they tradition-
ally give dance recital performanc-
es, etc. The most well-known and 
renowned district of Kyoto, where 
geishas live and work till this date, 
is Gion.

Marta Ilieva and Aneta Dimitrova 
further presented brief information 
about the interest of representa-
tives of other nations and cultures 
in the traditions of geishas: several 
foreigners have been also initiated 
in the tradition of geishas. Most of 
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22, 2015, https://taiken.co/single/
baika-sai-plum-blossom-tea-festi-
val-with-geisha. Video fragment: 京
の春を彩る, Miyako Odori in Gion, 
Kiyoto, https://www.youtube.com/
watch?v=jm–yxNLMFU.

Translated by 
Miglena Tzenova-Nusheva

nia: University of California Press, 
1983, 347 p. ISBN 9780520047426; 
Kalman, Bobbie. Japan the Culture. 
Crabtree Publishing Company, 
2008. 32 p. ISBN 9780778792987; 
Sasaki, Sanmi, Shaun McCabe, Sa-
toko Iwasaki. Chado: The Way of 
Tea. Translated by Shaun McCabe, 
Satoko Iwasaki. North Clarendon, 
Vermont: Tuttle Publishing, 2002, 
742 p. ISBN 9780804832724; Earn-
shaw, Christopher. Sho Japanese 
Calligraphy: An In-Depth Introduc-
tion to the Art of Writing Characters. 
Boston, Rutland, Vermont, Tokyo: 
Tuttle Publishing, 1989, 176 p. 
ISBN 9781462907823; Gilleland, Di-
ane. Kanzashi in Bloom: 20 Simple 
Fold-and-Sew Projects to Wear and 
Give. Potter/Ten Speed/Harmony, 
2012, 144 p. ISBN 9780770434274; 
Shirane, Haruo. Traditional Japa-
nese Literature: An Anthology, Begin-
nings to 1600. Translated by Sonja 
Arntzen. New York: Columbia Uni-
versity Press, 2008, 1255 p. ISBN 
9780231136976；Winkler, Law-
rence. Samurai Road. Bellatrix, 2016, 
770 p. ISBN 9780991694181, etc. 
The photos from the lecture and the 
exhibition have been kindly provid-
ed by Marta Ilieva. The Illustrations 
of public performances of geiko and 
maiko have been taken from the 
electronic publication: Dave, Ronin, 
“Baika-sai: Plum Blossom Tea Festi-
val with Geisha”, Taiken Japan, May 

https://taiken.co/single/baika-sai-plum-blossom-tea-festival-with-geisha
https://taiken.co/single/baika-sai-plum-blossom-tea-festival-with-geisha
https://taiken.co/single/baika-sai-plum-blossom-tea-festival-with-geisha
https://www.youtube.com/watch?v=jm--yxNLMFU
https://www.youtube.com/watch?v=jm--yxNLMFU
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