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Abstract

This master thesis aims to answer the question whether interactive plays can stimulate young
people to attend the theatre more often. In particular, it looks at interactive performances as a type
of co-creation, applying marketing theories in the artistic context. It investigates what can motivate
Gen Y to engage in interactive shows, what is for them the interactive theatre experience and how
it impacts their future attendance intentions. After employing both qualitative and quantitative
research methods, it is discovered that socializing is the main reason young people go to interactive
plays. The interactive theatre experience is perceived as fun, authentic and sociable, and it
significantly increases the attendance intentions for both interactive shows and theatre in general.
These findings have valuable academic and practical implications, which are discussed in the last

chapter of the thesis.

1. Introduction

Theatre is one of the oldest performing arts, originated in Ancient Greece around the 6th century
BC. In the beginning it was considered merely as a form of entertainment, but in more recent times
other implications were discovered, such as therapy and education. Although the social and
intellectual benefits of theatre are undeniable, the prevailing audience which can be observed in
salons is middle-aged and senior. Recent statistics show that 47,6 % of the people aged between
16 and 29 have not attended a live performance during the last 12 months, including theatre in this
category (Eurostat, 2017). The main reason reported from the participants was lack of interest,

followed by “other” and financial reasons. This is in line with the findings of Keaney (2008), who



reports mainly psychological reasons in the form of prejudices to stand behind unwillingness to
attend live performances. Another research on young people’s attendance at Sheffield theatres
outlines the ticket price as the main constraint for this customer group and also drives attention to
some promotion problems (Taylor et al., 2001). These facts are worrying, because young people
can benefit from theatre both on educational and social level. It has been shown that high school
students not only perceive a larger amount of information during life performances compared to
reading books and watching movies, but also manifest increased tolerance and empathy (Greene
et al., 2015). This may hold also for other age groups such as young adults. Furthermore, theatre
provides a base for social interaction, because one would rather go with friends or family than by
themself. However, people now in their twenties, also called Generation Y or Millennials, tend to
look at the theatre as old-fashioned, boring, and unable to reflect the problems they face in their
everyday lives (Louhichi, 2016). Some theatres are already working on this issue by transforming
classical plays into modern and dynamic productions, or by revitalizing the setting with more
colours and contemporary themes. But to really connect with the young audience, it is necessary
to make it feel special and “sucked into the show” (Louhichi, 2016). In order to be truly engaged,
young spectators must feel heard and meaningful. To reach this goal, another approach, different
from the traditional one where the actors play and the public observes, may be needed. The
audience will be activated and will feel more important if it takes part in the play and contributes
to the artistic experience. This type of productions are also known as interactive theatre, where the
audience participates in the show by sitting among the actors, providing ideas for the development
of the story or even acting. In this way the public takes part in the creation of the “artistic product”.
Thus, interactive theatre can be considered as a type of co-creational activity - an approach widely

studied in marketing literature.



As a business concept co-creation has received an increasing attention in the last decades - Prahalad
and Ramaswamy’s (2004) and Vargo and Lusch (2004) are the pioneers in this field of research,
and the positive effects of co-creation projects for companies and consumers are further evidenced
by van Dijk, Antonides and Schillewaert (2014), Fuller, Hutter and Faullant (2011), Nishikawa,
Schreier and Ogawa (2017) and many others. Co-creation claims on products increase customers’
purchase intentions (van Dijk et al, 2014; Nishikawa et al, 2017) and stimulate them to contribute
with more content and to engage in future co-creation behaviors (Fuller et al, 2011). This is
expected to be the case for the performing arts sector as well. Thereby, the research question of
this master thesis is: can interactive theatre as a co-creation experience increase young people’s
attendance intentions?

In the next section the relevant body of literature is discussed, and hypotheses and conceptual
model are provided. The research question is addressed by conducting semi-structured, in-depth
interviews with students and working people aged between 18 and 30, and theatre professionals.
Additionally, a survey within the same age group has been released in order to make the results
more generalizable. The outcomes are then discussed and managerial recommendations are
provided. The thesis concludes by outlining its limitations and possible directions for future

research.

2. Literature review
2.1. Who are the Millennials?

The age group of interest for this study falls within the Generation Y (Gen Y), also called

Generation Me (Gen Me) or Millennials. This is the generation succeeding The Baby Boomers and
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Generation X. Research has not yet agreed on a clear time span identifying the start and the end
points of Gen Y (Bolton et al, 2013), but the prevailing logic seems to include in this category
people born after 1981 (Bolton et al, 2013, Twenge and Campbell, 2008). What is sure, though, is
that this generation differs significantly from its predecessors in terms of lifestyle, values, work
attitudes, ways of learning and ways of entertainment. The main reason standing behind these
differences is technology (Bolton et al, 2013). The emergence of internet, smart devices and social
media shaped our way of communicating with the world. The ease of access to different kinds of
information changed our learning and entertaining habits. This is also the reason it is becoming
more difficult for artistic institutions to attract young audience to live performances - because
streaming a movie at home, for example, is more convenient, cheaper and less time consuming.

Some psychological differences from previous generations are present as well - Millennials
demonstrate higher levels of self-esteem, narcissism, anxiety and depression (Twenge and
Campbell, 2008), probably due to the current economic uncertainty and violence (Eisner, 2005).
All these distinctive characteristics of people now in their twenties suggest that artistic institutions
should approach them differently from other customer groups, reflecting better their values and
way of living. Although technology is commonly accepted as a barrier preventing young people
to attend, it actually suggests an avenue for adapting the shows in order to make them more
appealing. According to Addis (2005) the first and most important characteristic of new
technologies is interactivity or “the ability to respond to a user’s inputs” (p. 730). Thus, being the
most technologically savvy generation, Millennials would look for the benefits they find in
technology in all aspects of their life, including entertainment. And this is exactly what interactive
theatre is offering - the possibility to communicate with “the other side of the wall” and to see the

results right here and right now.



Furthermore, according to Burton (2011), not having someone to go with is a main constraint for
young people to go to the theatre. In this sense, interactive performances provide a base for
socializing and creating different types of connections than usual surroundings, because the
spectators can socialize not only among them, but also with the actors. In addition, Millennials do
not seem to be particularly keen on traditional performances (Asen, 2017). At the same time,
interactive theatre provides something new and different - there can never be two identical plays
because each show is influenced by the public’s decisions and reactions. Interactive plays are also
more progressive on social issues than conventional ones - they are closer to young people’s
mindsets as they reflect the problems they face in their everyday lives. Gen Y is more sensitive on
social issues such as gay marriage, immigration and diversity than their predecessors (Asen, 2017)

and thus, they would favor any stage where these or other topics of their interest are discussed.

2.2. Co-creation in business

Co-creation and its positive effects on business performance have been extensively studied in
marketing literature. The notion originates in the Vargo and Lusch’s (2004) Service-Dominant
Logic, characterized of value exchange and complex relationships between different stakeholders.
This is also reflected in Prahalad and Ramaswamy’s (2004) view that in the emergent economy
the role of customers has evolved from passive and unaware to active and informed, and in order
to deal with competition companies should include customers in the co-creation of value. Benefits
of co-creation are evidenced by many researchers — for example van Dijk et al. (2014) investigate
the effects of co-creation claims on consumer brand perceptions and behavioral intentions. They
conduct an experiment within an online consumer panel where they compare the perceptions and

behavioral intentions of consumers for two different products - one real product concept presented
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by an existing brand and the same concept presented by a fictitious brand. Furthermore, they add
three levels of co-creation: producer created, co-created with consumers and co-created with
consumers by providing proof with visuals and additional information. The results show that
brands which co-create with consumers are perceived to have more sincere personalities and brand
personality is positively associated with behavioral intentions. Thus, co-creation has an indirect
effect on behavioral intentions through perceived more sincere brand personality. This suggests
that if customers look at the company, the institution or the event they are taking part of as more
sincere and trustful, they are more likely to engage in future purchase or attendance behaviors.
This is reflected in Walmsley’s (2013) findings about generation of truth and authenticity being
through the most valued outcomes of interactive theatre.

Another body of research (Nambisan and Baron, 2009) explores the impact of three customer
interaction characteristics - product content, member identity and human interactivity on perceived
customer benefits from participation in virtual environments, and the effects of these benefits on
customer participation on value co-creation. In particular, the benefits identified by the authors
are: learning, social integrative, personal integrative and hedonic. They find that a greater human
interactivity afforded by the virtual customer environment leads to stronger customer beliefs that
participation will yield learning, social integrative and hedonic benefits. This is also in line with
Walmsley’s (2011 and 2013) conclusions on edutainment and socializing being key motivational
factors for attending theatrical productions. Furthermore, Nambisan and Baron (2009) prove that
customer beliefs regarding all four types of benefits will enhance their future participation in
product support. More importantly, they find a direct positive effect of interactivity on customer
participation, which suggests that interactive experience drives customer interest and willingness

to participate in future co-creation activities.



Another research in the online context (Fuller et al., 2011) builds to the importance of co-creation
experience by evidencing its impact on quality and quantity of creative contributions. They study
an online jewellery competition where customers had to send their own ideas for new product
designs. The outcomes show that co-creation experience is determined by participants’ sense of
autonomy, competence and task enjoyment, and it is positively influenced by the sense of
community, underlying again the socializing motif. In turn, co-creation experience leads to
increased number of website visits, quantity and quality of contribution and interest in future

participation.

2.3. The concept of value

According to previous research in marketing, value can be conceptualized in two different ways -
value to the customer and value to the company (Rust et al., 2001; Zeithaml, 1988). Value to the
company does not belong to the spectrum of the present study, since the latter aims to explore the
young visitor’s perspective of co-creation in theatre. Thereby, only value to the customer will be

taken in consideration.

According to Zeithaml (1988), value is “the consumers’ overall assessments of the utility of a
product based on perceptions of what is given and what is received”. Translated in a theatrical
context, it looks at the audience’s perception of what benefits are gained from attending the play
after paying the ticket price. The importance of value in the performing arts context is evidenced
by Hume and Mort (2008). They build a model describing the relationship between show
experience quality, peripheral service quality and satisfaction, and find out that this relationship is

fully mediated by value. In other words, quality of the plays, including skills of the artists and the
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director, the salon, the atmosphere and the event itself, do not lead to satisfaction if value is absent.
In addition, Boorsma (2006) argues that artistic value cannot be generated without some element
of consumers’ participation. Hence, value in the present research is defined as the perceived
benefits of the theatrical experience, generated by the cooperation between actors and spectators,

and leading to positive outcomes for both sides.

2.4. Motivations for engaging in co-creation behaviors

But why the customers, and in particular, the young audience, will be willing to participate in co-
creation activities in the first place? Neghina et al (2017) investigate the different motives driving
customers to intended co-creation behaviors in generic and professional services. Here it is
important to differentiate between these two types of services. Generic services are characterized
by low levels of professionalism and knowledge intensity (Neghina et al, 2017) and derive value
mostly from capital such as products and machinery (von Nordenflycht, 2010). Therefore, they do
not require specific skills and are characterized by a high employee turnover (Neumark et al, 1996).
Typical examples of generic services are apparel retailers and grocery shops. On the contrary,
professional services are knowledge intensive (Neghina et al., 2017) and to be performed
successfully require specific skills and training of the employees. In this case value is generated
simultaneously by the employees and the customers by enabling learning and knowledge
development for both parties (Hibbert et al., 2012). In this sense, theatre can be considered as a
professional service context as actors are not only required to possess a professional acting
education, but also develop their capabilities and talent through years, and this development cannot

take place without the presence of the public. Neghina et al. (2017) find that for professional
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services developmental motives have significant positive effect on customer willingness to co-
create, and in turn, willingness to co-create leads to intended co-creation behaviors. Developmental
motives, as described by the authors, relate to the development of the customer’s operand and
operant resources (Neghina et al., 2017) which links their model to the S-D Logic described by
Vargo and Lusch (2004). It also reflects the edutainment motif, outlined by Walmsley (2011), in a
sense that theatre attendance is mainly determined by the audience’s perceived possibility to learn

something new and to enjoy a pleasant experience at the same time.

2.5. Motivations for going to the theatre

Values which are gained from the live performance are reflected in the public’s motivations to
attend. Walmsley (2011) discovers emotional experience and impact to be the main factors that
attract the public. Emotion is defined as “any mental experience with high intensity and high
hedonic content - pleasure or displeasure (Cabanac, 2002). Thus, the emotional impact of theatre
may be a double-edged sword - it may provoke positive emotions like happiness and excitement,
but also negative emotions like sadness and even anger. Leisure experiences are closely related to
motivation theory and Maslow’s (1954) hierarchy of needs (Walmsley, 2011). This hierarchy
consists of five main layers of human needs - psychological, safety and security, love and
belonging, self-esteem and self-actualization. The latter, called also self-fulfilment, is further
characterized by morality, creativity, spontaneity, acceptance, experience purpose, meaning and
inner potential (Maslow, 1954) and live performance attendance motivations are often classified

within this highest level of the pyramid (Walmsley, 2011).



11

The second main reason for going to the theatre outlined by Walmsley (2011) is edutainment,
which is a combination of education and entertainment. This is not only in line with the findings
of Greene et al (2015), stating that theatre enhances the amount of perceived information by the
young audience, but also reveals that people choose plays that challenge their way of thinking,
emotional state and ethical perceptions. It also reflects the view of Addis (2005) that art
consumption can be described as a form of edutainment, because the “consumer” is learning and
enjoying themself at the same time.

Narrowing down from theatre in general to co-creational theatre, Walmsley (2013) performs a
qualitative research on interactive theatre experiences, interviewing participants from all sides of
the dice - audience, art directors and actors. The analysis of the qualitative research yields several
important insights about the benefits attracting the public to participate in this kind of productions.
First, this form of engagement “can actually be more ‘refreshing’ and valuable than the act of
spectatorship itself” (Walmsley, 2013). Therefore, it is expected to activate the audience and to
offer a new and different kind of experience compared to the conventional one. Second, by
contributing to the creative outcome, the audience feels somewhat more important - the self-esteem
and the sense of worth of the spectators are caressed by the act of participation.

A perception of dynamic and balanced, two-way relationship between the public and the actors
also emerges from participants’ responses (Walmsley, 2013). Thus, interactive theatrical
productions may be viewed as a ground stimulating the development of a new type of social
connections that shifts from the personal surroundings of friends and acquaintances.

Another positive outcome of interaction, which appears to be common for both the spectators and
the actors, is the potential to generate truth and authenticity. Both parties perceive the process as

more open, honest and loyalty- and relationship-building (Walmsley, 2013).
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2.6. Interactive theatre

Interactive theatre is a relatively new theatrical form - it was created in the late fifties in Brazil by
Augusto Boal (Coudray, 2017). Back then it was also called “Theatre of the oppressed” and its
original purpose was to enable people to freely express themselves in years of political oppression.
Later it was diffused also in Europe and other parts of the world, and different forms of interaction
emerged, such as immersive theatre, where audience and actors occupy the same stage space, and
improvisational theatre, where the public gives suggestions for the development of the story line.
These types of interactive theatre are closely related to each other, can be performed separately or
simultaneously, but all of them share one common characteristic - the participation of the public,
consisting in co-creation of the artistic experience.

From a managerial point of view, the reasons for including co-creation performances in the
institutions’ programs vary between social inclusion, audience development, organization
development, lack of diversity and financial funding (Govier, 2009). Some of these reasons are
also reflected in visitors’ motives for participating, as previously discussed. An important
distinction that needs to be made here is between offline and online interaction. Going to the
physical theatre salon where a play is performed live by actors, and taking part in it in some way,
is a direct or offline interaction (like in “Sleep no more” or “66 minutes in Damascus”). An
example of online interaction is the so called “Shakespeare Interactive Research Group”
introduced by the Massachusetts Institute of Technology, which is a computer based teaching
method, consisting of an online platform, where students can access and select both verbal and

visual sources of information and discuss them in class (Cummings, 1998). The focus of this
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research will be the offline interaction, as it opposes the traditional theatrical experience to a new
form of audience engagement.

Moreover, co-creation in performing arts should be distinguished from co-production, which
involves the spectator in the final stage of the artistic process - the consumption, when the main
ideas have already been developed (Boorsma, 2006). The co-production implies less openness for
the outcomes of the participant’s journey, since the process is relatively more programmed. This
conceptualization appears too narrow for the purpose of the present study, which looks at co-
creation as an open space for audience participation in all parts of the artistic product - from idea
generation to the mere consumption. Thus, the outcomes are unpredictable because they will vary
every time according to the audience, which in turn leads to the creation of a new and different
experience every time the show is performed. This idea of novelty is reflected in Govier’s (2009)
definition of co-creation, which stands for “working with the audiences - existing and new, to
create something together: meaning or interpretation, space or exhibition, an online resource or
collective response”. Overall, definitions of co-creation in existing literature circle around several
key concepts: collaboration, interaction, invention, participation, experience, value and exchange
(Walmsley, 2013) and in most of the cases the co-creation process is reflected in all of them
together. Take the Freestyle Mondays organized from the Contact Theatre in Manchester for
example - they represent free sessions where rappers, beat-boxers, poets and other types of artists
perform together (Walmsley, 2013). So with mutual efforts and energy, by listening to each other,
they create new pieces of art which simultaneously develop their skills and create positive
emotions. In this case all the aspects of co-creation described above are touched at the same time,

which is an evidence of the complexity and ambiguity of the term.
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2.7. Hypotheses and conceptual model

In order to generate a complete answer to the research question, a broader view of the co-creation
process should be adopted, starting from the reasons that would motivate young people to engage
in interactive theatre experiences in the first place. A first pattern emerged both form performing
arts and marketing literature, combined with the characteristics of Gen Y, is personal development
and learning. Neghina et al. (2017) identify developmental motives as a main driver for customers
willingness to co-create in professional service contexts, Nambisan and Baron (2009) evidence the
benefit of learning as another booster for customer engagement, and Walmsley (2011) outlines
edutainment to be the second reason people go to the theatre in general. And since it has been
shown that Millennials learn more from visual information than from text (Black, 2010), it is
hypothesized that the ease of acquiring new information in a fun and not traditional way would

intrigue them to participate in co-creation performances:

H1: Personal development and learning motivate young people to engage in interactive theatre

experiences.

A second factor that could motivate Millennials to engage in interactive theatre is socializing. The
research of Burton (2011), focused on barriers preventing young people in Australia from going to
performing arts events, suggests that mainly socio-psychological reasons stand behind their
unwillingness to attend. A main constraint for youth’s attendance at the theatre appears to be the
lack of social connections to other young theatre-goers. On the other hand, Walmsley (2013)

argues that co-creation in theatre contributes to the expansion of the existing social network.
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Furthermore, Nambisan and Baron (2009) show that consumers’ participation in co-creation
projects is determined by perceived social-integrative benefits, and Fuller et al. (2011) state that
sense of community positively influences co-creation experience. Thereby, the following is

hypothesized:

H2: Socializing motivates young people to engage in interactive theatre experiences.

Values that young people can obtain from interactive theatre experiences are likely to increase
their future attendance intentions. In the research of van Dijk et al. (2014) previously described,
sincere brand personality plays an important mediating role between the product’s co-creation
message and customer behavior intentions. This corresponds to the conclusion of Walmsley (2013)
that co-creation generates truth and authenticity for the public. Indeed, according to one of the
respondents, “it is a much braver, more open, more honest way of engaging.” Authenticity appears
to be of a high importance for Gen Y (Twenge, 2010). This is true also for their entertainment
preferences - Millennials do not favor traditional performances - they look for something
unconventional and different than the usual (Asen, 2017). This diversity is reflected in interactive
theatre - each play is unique as it is co-created with a different audience and with a different
emotional charge. This, in turn, would trigger young people to come again, because they would

expect something new every time:

H3: Interactive theatre experiences generate authenticity.

H4: Authenticity increases young people’s future attendance intentions.
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Enhancing one’s self-esteem is another way interactive theatre could benefit young people.
Millennials tend to perceive themselves more favorably and to be more confident and self-oriented
than their predecessors (Twenge, 2010). Thus, self-esteem is an important value characterizing this
age group. At the same time, according to Walmsley (2013), interactive plays can confer sense of
worth and self-esteem in participants. Therefore, contributing to the creation of the artistic
“product” is expected to enhance young people’s self-esteem. This, in turn, is likely to increase
their future attendance intentions, because they would want to experience more often the feeling
of being important and heard. Self-esteem is one of the strongest psychological needs (Maslow,
1954) which people strive daily to fulfil and interactive theatre may be a useful tool for that. Hence,

the following relationships are hypothesized:

H5: Interactive theatre experiences increase young people’s self-esteem.

H6: A higher self-esteem increases young people’s future attendance intentions.

The conceptual model derived from these hypotheses and which was further tested in the research

is presented in Fig. 1.
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Personal

development Authenticity

and learning H1 H3 / \i
Interactive Future

theatre attendance
experience intentions
- - . H2 .
Socializing H5 Higher self- H6
esteem

Fig. 1: Conceptual model

3. Methodology

3.1. Research strategy

The research method of the present study consisted in two consecutive parts - qualitative and
quantitative. Qualitative methods for collecting data are generally conducted to explore the field
of interest when previous theories are missing or not sufficient to study the research question,
whereas quantitative methods are used to test already existing theories in appropriate samples in
order to generate statistically significant, representative and generalizable results for the population
(Carson, Gilmore, Perry and Gronhaug, 2001). Even though the hypotheses and the conceptual
framework were based on previous research and theories from both marketing and arts literature,
the specificities of the context and the age group in consideration required a more detailed

understanding of the phenomena surrounding co-creation in theatre. For this reason several in-
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depth, semi-structured interviews were conducted in order to gain deeper insights about the
problem and eventually adapt the hypotheses and the model to the differences and missing parts,
if found any. Afterwards, a quantitative approach was employed to test the conceptual framework

and produce generalizable results.

3.2. Participants

The interviews were conducted with both professionals who make or manage interactive theatres,
and young people. This approach was used to reveal some important insights from practice which
have not been described in literature. Furthermore, it enriched the current understanding of
Millennials’ perceptions about co-creation in theatre. Afterwards, a survey was released within the
age group of 18-30 years old people. Besides the age condition, the respondents must had attended
at least once an interactive show, because some of the questions referred to the interactive
experience itself and someone who has not been to such a performance would not be able to answer
all of them. The participants were mainly from Bulgaria, but also from other European countries,
such as The Netherlands, Greece and Italy. They had different cultural backgrounds and
occupational status, which broadened the results beyond the boundaries of only one country and

only one income group.
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3.3. Research design and analysis

3.3.1. Qualitative research

As stated above, the first part of the data collection consisted in conducting in-depth interviews
with both professionals and young people. The interviewees were approached through telephone,
e-mail and social media (Facebook). The interviews were conducted in a time and place suitable
for the participant. Since the primary goal of qualitative research is to obtain in-depth
understanding of a certain phenomenon (Carson et al., 2001), the interviews were semi-structured
in order to provide the freedom of the interviewees to elaborate on the problems they considered
important. The participants were given the general topic of discussion (interactive theatre) and
were asked to reflect on it. Interview protocols were prepared in advance, but were used only in
case the conversation was losing its direction or to help the interviewee to further develop their
thoughts. Two different interview protocols were made based on whether the interviewee takes
part of the management or acting team, or is a young customer (see Appendix 1). All the interviews
were recorded, subscribed and analyzed through coding technique or also called content analysis
(Carson et al., 2001). This technique consists of grouping words or phrases into categories so that
the ideas emerged from the interview can be easily interpreted in the light of the research question.
The process is divided in two phases - assigning codes to words or segments of words, and making
comparisons and contrasts between the coded material (Carson et al., 2001). Accordingly, in the
interview transcripts were evidenced words and sentences which referred to a specific construct
from the conceptual model. They were then organized in a table in order to facilitate the

comparative analysis between the responses. In this way any new patterns in understanding co-
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creation theatre which emerged could be evaluated and used further in the study depending on their

importance for the research question.

3.3.2. Quantitative research

The next step consisted of conducting an online survey within the age group of interest. The
questionnaire was developed in Qualtrics and the participants were contacted via social media
channels, namely Facebook and Whatsapp. Since a large part of the sample was from Bulgaria,
there were two versions of the survey — English and Bulgarian, so that all respondents could
completely understand the questions and feel comfortable answering in their own language. The
items were measured with 7-point Likert scales, where 1 = Strongly disagree and 7 = Strongly
agree. Motivations for engaging in co-creation theatre experiences were operationalized through
scales adapted from Neghina et al. (2017), whereas some of the questions were particularly
developed for the theatre context. For the interactive experience were used scales from Bruner
(2009) and Verleye (2015). Finally, future attendance intentions were measured with a scale
proposed by Bruner (2009) and the questions were divided in two groups - two of them referred to
interactive theatre and the other two referred to theatre in general. Pre-testing with several
participants was performed in order to estimate the average completion time and whether the
questions are clear and easy to understand. Accordingly, some of them were slightly modified. The
definitive questionnaire can be found in Appendix 2.

Once the data was collected, it was analyzed with two statistical programs, namely SPSS 22.00
and ADANCO 2.0.1. First, the descriptive statistics were evaluated in SPSS, providing general
information about the sample. Next, factor analysis was performed in order to check if the
questions asked in the survey could explain the underlying dimensions (Hair, Black, Babin &
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Anderson, 2014:92). Even though the questions were adopted from existing scales for measuring
the various constructs in the conceptual model, the specificity of the context required an additional
verification.

Afterwards, the relationships between the constructs were analyzed in ADANCO via Structural
Equation Modelling (SEM), and in particular by using the Partial Least Squares (PLS) technique.
PLS is a variance based method which is more explorative than the co-variance based ones. SEM
with PLS was appropriate for the purpose of the research because is able to analyze simultaneously
the relationships between several constructs and can operate with limited data samples (Hair et al.,
2014:574). Validity and reliability were assessed in each step of the analysis and are discussed in

the next chapter.

3.4. Research ethics

This research was conducted according to APA’s principles of research ethics (Smith, 2003). All
participants in the interviews and the survey were informed about the purpose of the research,
participated voluntarily and were given the right to withdraw at any point of time. Furthermore,
their confidentiality was guaranteed by not sharing or publishing any personal information if
consent was not explicitly provided. The same stands for recording the interviews - a permission

of the interviewee to do so was requested in advance.
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4. Results

4.1. Interviews

Five interviews were made in total for the qualitative research - two with professional actors and
theatre managers, and three with working people or students belonging to Gen Y. One of the
professionals works in an improvisational theatre in Bulgaria and the other one performs and
organizes stand-up comedy events in The Netherlands. Regarding the other respondents - two of
them are Bulgarian and work and live in Bulgaria, and the third one is Greek and studying in The
Netherlands. All the interviewees agreed to reveal their names except one, and all of them without
exceptions agreed to be recorded. The interviews were conducted in person and afterwards they
were transcribed manually. Those taken in Bulgarian were also objectively translated so that the
entire analysis could be performed in English. The transcripts with the relative translations can be
found in Appendix 3.

The next phase consisted in analyzing the collected data. Axial coding and selective coding were
applied in a consecutive order, as suggested by Carson et al. (2011). In particular, in the first stage
key words and phrases were evidenced in each transcript. Afterwards they were organized in a
table and given labels so that they could be easily compared. Although the conversations were
guided in the direction of the research question and the conceptual model, they were semi-
structured so that the respondents could freely elaborate on the topic. As a consequence, the
patterns emerged referred not only to the motivations, to the co-creation experience, to the values
and to the future attendance intentions of Gen Y, but also to other concepts relevant for interactive

theatre, such as differences from traditional plays, advantages and disadvantages, and some general
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characteristics. The results are presented in Table 1 and a detailed analysis is made in the next

sections.

Table 1: Interview analysis

Code name Words and phrases
Anonymous (actor
Zlatin (actor and and event
theatre manager) organizer) Martin Simona Antonios
theatre is a kind of
art where you see at
the moment the
person in front of
you; there is no
second take; the
actors present
themselves “naked”
in front of you and
transfer the emotion
to you; first time:
did not know what
to be with their|tosee stories different|it is, a friend of
T friends, family or{than the everyday|mine asked me to|content of the show
8 whoever they go toflive; diversify the|go with her, | is humoristic; enjoy
E the show with;|everyday life; see to|curiosity; next|the time and forget
L:—,“ experience is|social occasion; to|what extent people|times; | liked how it|about any issues;
o different every [laugh; to be social|are creative; fall into|worked, contact,|laugh and not cry;
e time; actuality; up-{and to feel the|a situation which has|different every [see something
38 to-date; relational;|energy that| nothing in common|time, continue | different; know
é’ energy  possessed | otherwise they will [with reality; to fresh|seeing different|about the topic, to
o) by the actors;|not feel in their|up;getoutof our own |scenes, to show itto|see his intention;
2 Motivations positive vibes daily lives cage my friends, fun curiosity
= having fun;
2 collaborate; the relaxing; "Wow, I|relaxing
é’ result of our fun is|genuine; more real; am a part of this!"; |environment;
2 the fun of the|more engaging; charging; involving;
& public; emotional|electric energy; interesting; impressing;  nice
Experience shower; positivism |more compelling | nice; different engaging; really fun|and fun; exciting
connects and makes | social occasion; see|get distracted; meet
people feel closer to|things in a different [ new people;
each other; makes|way; see more than|satisfaction; a way
them more positive; | your own|one can spend their
more open to each|worldview; loosens|evening; it would not
other; part of a|people up; laughing|influence me
bigger whole; easier| - both | “mentally” in the next
communication, psychological and|days, but it can you become the
more empathy, | physiological definitely “move” me main actor on the
Benefits /|more freedom in|benefit; social |a bit if 1 have spent|be appreciated;|stage;  everybody
values for | thoughts and|interaction - prove|too much time at the | show your qualities; |will ~ see  you;
young people |emotions regarding|your...not  social|office or | have|physical contact recognition

igi!“
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the means  of
expression in life;
able to hear each
other; more freed;
emotional
communication;
emotionally moved,;
emotional
connection

standing, but your
relationships ~ with
friends, family,
people who you
have never met
before; opportunity
to meet new people;
see things from a
different point of
view; disarms the
negativity

performed identical
activities for a long
period of time; fresh
point of view; more
relaxed; share more;
more creative; self-
esteem: if yougoon a
regular basis or at
least once or twice a
year, there people
have more alternative
thinking and he/she
can find friends and
people who think in
the same way as
him/her; opens up

24

up-to-date; current;
funnier than the
things which are

image change; it is
kind of hard to get

the image  of
general plays
becoming more
engaging unless

people know they
are; accessibility -

funny; people to go
with; good quality;
capabilities of the
actors; joy,
pleasure, talk about
it with friends;
know the main
actors; "l think that
if people interacted

Disadvantages

"The tough part for
interactive theatre is
that if it is too freed
and open, for some
people who are there
for the first time
could be a bit
frustrating."

happening to it|easier to go to a more often in the
Increasing outside; comedy night than(like it; something|something shows, they would
young people's|entertainment; feel|to go to a play, low|really different, told|different, moving,|have gone to the
attendance a part of it; have fun | threshold in a unique way charging theatre more often."”
lack of punctuality;
without a structure; [ keeps you sharp; it|everything is|the actors come out
the product is the|keeps you thinking|happening at the|and present
process; the product|that anything can|[moment; there is as|themselves - unlike
Differences of the | happen at any point;|much  scenario in|in normal theatre
o [|from improvisational more engaging; | interactive theatre as|where they do not
'g traditional theatre is equal to[leaves a stronger|there is improvisation|do this; they get to
- theatre the process memory in the normal one know the public
S heightens the rest of
E opens a lot of|the show (in case there are moments
= senses; releases the|the energy when things do not|{you are  more
s creative thought | decreases); work out so well,[involved, more
L and energy; more|interaction can turn but this is normal,|excited; more
é’ open, more | a dying scene into a because everything|compelling;
) positive; there is no|living scene, to an is happening at the|triggers people to
§ Advantages failure explosive scene moment revisit
-
o
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Differences
between
audiences

pleasant curiosity
among new people;
there is never a
person  who s
disappointed from
the first time; the
public is engaged

like they are
watching
something  highly

risky; the public is
as curious as us

no division by age,
but by personality
and occasion

25

Characteristics
of interactive
theatre

non-judging;
collaborating

fun, engaging, new

not only a spectator;

back  connection;
contact; interesting;
no scenario;
sometimes include
other arts; different
and strange;
relaxing, because

you see the actors
are people like you;
actors are friendly;
you can see many
roles; you can see
different stories
from life, from
history; up-to-date;
depends on the
public

Expectations

to have fun; to be
surprised

to see people who are
emotionally and
intellectually charged
as much as | am; meet
people who are more
active and open

relax; fun; forget
about the external

life and world;
public is more
important

Young people's

relationships  with
other people; to be
accepted; to be

needs stimulated
after a while seeing
emotional; makes people who play
people more live, in front of you,

Benefits of live
communication

flexible and more
reactive;
adaptability;
engagement, visual
contact

will be very special
and maybe will not
be accessible for
everyone like it is
now
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Motivations

Regarding the motivations which stimulate young people to go to interactive plays, most of the
respondents pointed out curiosity as the main factor. Most of them went to interactive theatre for
the first time because they did not know what it was and the fact that the shows are different every
time also drew them back. The young spectator seeks for something different from the everyday
life, something new and refreshing. Curiosity can be interpreted as interest towards the unknown
which leads to acquiring new information and even developing new skills. Thus, it can be classified
as a part of the young individual’s willingness to develop and to learn new things.

Furthermore, young people usually go to interactive plays with their friends - they have been asked
to join them or initiated the meeting by themselves - to show them what an interactive show is or
just to spend some time together. But except the people they go with, they also communicate with

the people performing the show. As one of the professional actors noted:

“We try to make our sketches to be relational - in other words, we focus on the two people we are
creating at the moment...Also, the energy possessed by the actors - this energy of “it is fun, it is
curious” - the positive vibes we have in the show, and the attitude we have towards the show and

towards the public.”

Thus, interactive plays are perceived as “social occasions” - events where people go to meet and
socialize with people they know and with people they do not know. This emphasizes the social

motive attracting the audience to interactive plays - they expect to establish a connection both with
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the other people in the hall and with the actors, which in turn will charge them with positive
emotions and will contribute to the overall experience.
A third reason to go to interactive plays, mentioned by all of the respondents, is to have fun. Co-

creation performances seem to be extremely entertaining for Millennials:

“Actually I have not laughed so much at traditional plays which are comedies as at improvisation

theatre.”

Fun was even interpreted in terms of physical benefits for the audience by one of the professionals:
“it releases endorphins in your brain, it relaxes the body, relaxes the muscles”. Hence, the
entertaining part of the co-creation experience is central in young people’s decision making
process. They go there to laugh, to be happy, to get distracted from whatever issues they are dealing
with at the moment. Important to note here, though, is that having fun at interactive plays can only
stimulate them to attend again if they have already attended at least once. Before the first time they
have not actually experienced “the fun” - they might have heard about it, but have not yet gone
through the whole process. Thus, having fun can be interpreted as motivation only after the first

attendance. Before that it is more likely to be attributed to the experience itself.

Characteristics of interactive theatre and the co-creation experience

Since the interviews were semi-structured, the participants talked freely about their experiences

and impressions of interactive plays they have been to. This evidenced some characteristics of

interactive theatre which contributed to the general understanding of the term. Interactive plays
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were defined as different, fun and engaging, and the collaborative perspective of the interaction
was mentioned several times - indeed, the audience is part of the whole process and is “not only a
spectator”. Furthermore, a deep connection with the actors is established since from the beginning,
because “they are just people like you”, because they are “not judging” and respond to any reaction
of the public. More importantly, insights about the mere co-creation theatre experience of the
young spectator were drawn. When asked to describe what is for them the interactive experience,
the respondents used words as “fun”, “different”, “nice”, “relaxing”, “engaging”. And apparently
this view is shared also by the actors - they noted that co-creating the performance with the
audience is equally fun for both sides, they do not know what is going to happen either and are as
curious as the public about the result. The interactive experience is fulfilled with strong positive
emotions - both performers and audience are deeply involved in the show, are having fun and are
excited about what is happening. The theatre makers even defined it as an “emotional shower” and
a source of “electric energy”. Thereby, the main characteristics of the interactive theatre experience

emerged from these observations are fun, different and collaborative, suggesting that interactive

plays have three different facets which should be further studied in detail.

Benefits and values

Interviewees elaborated extensively on questions related to the benefits of interactive theatre for
Gen Y. Their answers circled around two main arrays - one is related to the social side of co-
creation, whereas the other suggests some personal values Millennials can develop from attending
interactive plays.

First, interactive plays connect people and make them feel closer to each other. During the
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performance they communicate not only intellectually by sharing ideas for the development of the
show, but also emotionally because their reactions of what is happening are observed and taken

into consideration by the actors:

“This unification of the public and unification of the actors and everything that happened in order
to create a certain show, conventional or not, this emotional connection that is being created

develops us as people, makes us complete human beings and increases our capacity. ”

According to the professional respondents, interaction makes people more open to each other and
better at hearing each other, and thus generates empathy and mutual understanding. It can “prove
your relationships” with known and unknown people. This view is shared also by the non-
professional respondents - they see interactive plays as events where one can meet new people,
can find people similar to them or on the opposite - observe different points of view. Thus,
interactive plays can develop their public’s social skills, contributing in this way to the ability of
creating strong and meaningful relationships with the rest of the world.

Second, interactive plays have an impact also on personality - they make people more positive in
general, more freed in their “thoughts and emotions regarding the means of expression in life”.
They become more open to the external world and able to look from different perspectives. In
addition, they can stimulate people to show their qualities and in return receive appreciation and

even recognition:

“..for a certain period of time you become the main actor on the stage. I think this is the most

’

important reason to interact and to go up there, because everybody will see you...’
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At a first sight this seems quite similar to the construct “self-esteem” from the conceptual model,
but they should be differentiated. Appreciation and recognition received at the interactive play last
only during that particular play, and maybe a bit afterwards. Self-esteem, on the other hand, is
something nurtured for a longer period of time, maybe through a person’s whole life. Indeed, the
respondents attributed an increase in self-esteem only to a regular attendance of interactive plays
throughout the year or participation in improvisational theatre courses, which are out of the scope

of this research.

Expectations and future attendance intentions

In terms of expectations, the prevailing theme was again the fun part - Millennials go to interactive
shows to be entertained, to relax and to distract themselves from any issues they have on their
minds. Having fun is also the mean by which theatres attract young audiences, as pointed out by
the actors. They even favored comedy content when came to future development of theatre as an

art:

“In order to engage the young audience, in any case, what is being created should be funnier than
the things which are happening to it outside. For me, globally, drama does not have a big place...I
mean it will always have some place and will enrich people, but what is popular for today is the

comedy content and this brings more value.”
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This view is also shared by the non-professional respondents, who clearly expressed their
preferences for comedy shows rather than drama. Furthermore, they underlined the different
content interactive plays offer every time - this diversity and variety of topics which can be
touched, and the uniqueness of every single show is what would attract them to revisit the theatre
in the future. So again the entertaining and authentic aspects of interactive plays are highlighted
here, which confirms that among the other factors which can influence young people to attend the

theatre more often, fun should be considered as well.

Differences between traditional and interactive theatre

The respondents could make a clear distinction between traditional and interactive theatre, and
when comparing these two, the general trend was in favor of the interactive. The main difference
outlined by the participants consisted in the lack of structure and predefined scenario, which are
typical for conventional shows. Apparently, this feature is beneficial for the whole performance,
because as observed by the professionals it “keeps you sharp” and engages the audience during the
whole night. Indeed, they are not only spectators, but co-creators of the final product, because “the
product is equal to the process”. This reflects the view that interactive plays are truly authentic in
a sense that one show cannot be repeated - the outcome always depends on the audience’s input,
and because of that it is different every time.

An interesting point made by one of the respondents was that in interactive plays the actors usually
establish a connection with the audience yet from the beginning of the show when they first present
themselves, which is not typical for traditional theatre where they are simply applauded at the end.

In addition, in stand-up comedies sometimes performers even ironize themselves - their own
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appearance, their own country of origin, etc. In this way they make the public feel closer and more
comfortable. These considerations represent another evidence for the social side of the co-creation

theatre experience.

Advantages of interactive theatre

Some advantages of interactive theatre were also outlined by the participants - in comparison with
traditional ones, interactive plays are more open, more engaging and more involving. They keep
the public’s attention during the whole show, because they do not know what is going to happen
in any moment. There was a common agreement between professionals and young people about a
specific feature of interactive plays - there is no failure. If a certain scene does not work out so
well, the actors can play around with it in a way that appears to be intended or can still make it
funny with irony or by other means. This is a significant advantage to conventional theatre, where
if an actor forgets their lines, for example, it is more difficult to “mask” it. But even if the audience
notices a mistake during an interactive show, they are more willing to “forgive” the actors because
they know everything happens at the moment and a mistake is more likely to happen there than in
a play where everything had been rehearsed several times. Moreover, an eventual failure of an
interactive show can be partially attributed to the public and not entirely to the actors, because, as
one of the participants mentioned, in this kind of performances “the public is more important”. In
this line of thoughts, interaction can also “save the show”, because if the audience starts getting
bored, an interaction with one or more of them will drive their attention back - “it can turn a dying

scene into a living scene, into explosive scene”.
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Differences between audiences

Interestingly, when the professionals were asked to distinct between different audiences, they did
not make an age division. One of them said that their public is mainly between 20 and 30 years
old, and he could rather notice differences in their behaviors based on how many times they have

attended interactive plays:

“In general our public is aged between 20 and 30. We have different kinds of people, but there is
always a pleasant curiosity among new people. A deeper analysis of what is happening for the

public we have from those who have been 2-3 times.”

The other respondent from the professional group did not make any age distinction either. He
rather classified people’s behaviors in terms of their personality and the situation in which the

performance is being held:

“..it varies incredibly...there are some older people who can be very engaged in the show and
there are some young people who can be very detracted. So | guess there are some stereotypes,
but they are not that many differences. So it just depends on how the people are feeling and what

’

the occasion is...’

Therefore, the findings obtained in this research could be attributed not only to Gen Y, but to other

age groups as well. What works for Millennials could also work for other generations - they also
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might want to see new things and meet different people, to have a good laugh and to return because
of that. The aim of this study is to provide a solution to the problem with young people’s

attendance, but it would be interesting to replicate it for other age groups too.

Conclusions from the qualitative research

Several conclusions in the light of the research question and the proposed conceptual model can
be made from the interview analysis. First, the main motivations of Millennials for going to
interactive plays seemed to be curiosity about the unknown and willingness to spend time with
their friends or meet new people. Therefore, the first two hypotheses remained unmodified.

Second, deeper insights about the co-creation experience were drawn. Most often it was described
as “fun” and “different”. The theme of diversity and uniqueness of interactive plays is already
present in the conceptual model within the authenticity construct. Fun, on the other hand, is not
explicitly included as a separate factor. Being fun and entertaining appeared to be a main
characteristic of interactive theatre experiences which young people value and which can stimulate
them to attend more. This was stated both by the professional and the non-professional
respondents. The collaborative part of co-creation experience was also highlighted several times
in the interviews - being part of the process contributes to the whole excitement from the show.
These findings suggest that the values which young people obtain from interactive plays and which
can increase their future attendance intentions should not be studied as separate constructs, but as
dimensions of the interactive experience. Similar method was also adopted by Fuller et al. (2011)
who investigated the outcomes of the customer co-creation experience in an online jewellery

competition, and by Verleye (2015) who developed a model for measuring customer co-creation
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experience. Both authors look at the co-creation experience as a complex structure defined by
different dimensions. In this case, following the results of the interview analysis, the most probable
dimensions forming the interactive experience construct are fun, authenticity and sociability.

Accordingly, H4 was removed and H3 was modified as follows:

H3: Interactive theatre experiences increase young people’s future attendance intentions.

Since increased self-esteem as a positive consequence of interactive theatre was rather attributed
to attending improvisation courses and not theatre plays, H5 and H6 were also removed. An

adapted conceptual model is presented in Fig. 2.

Personal

development

and learning H1
Interactive theatre
experience: H3
e fun Future

s attendance

e authenticity intentions
e sociability

Socializing H2

Fig. 2: Adapted conceptual model
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4.2. Survey

The survey analysis consisted in two phases: first, a factor analysis in SPSS was performed in
order to check whether the constructs in the conceptual model were indeed explained by the items
selected to measure them. Next, structural equation modelling with PLS was conducted in

ADANCO to analyze the hypothesized relationships.

4.2.1. Sample information and descriptive statistics

General information about the sample and the collected data was obtained from the Qualtrics report
and in the descriptive statistics in SPSS (see Table 2 from Appendix 4). In total were collected 83
valid answers, 78 of which were complete. Thus, only 5 respondents did not finish the survey
which resulted in 6% of missing data. This was below the threshold of 10% recommended for
SEM, meaning that it was possible to proceed with the further analysis. The average age of the
respondents was 25.36 years old and 72.84% of them were women. Regarding nationality, 52% of
them were Bulgarian, 10% were Italian, 7% were Dutch and the rest were from other European
countries. Furthermore, 50.62% of the respondents had a Master diploma, 43.21% had a Bachelor
diploma and the rest had a High school diploma. Most of the answers had a mean above 5.00 (M
> 5.00) which indicated a general agreement with the statements in the survey. All of the responses
had a normal distribution except “Curiosity about the content of interactive plays” - it had a
kurtosis value of 9.284 which is out of the acceptable range of |3.000|. It was due to the fact that
50% of the people agreed and 33.72% strongly agreed with this statement - so 83.72% of all the
answers were positioned in the right side of the curve, whereas 1.16% strongly disagreed, causing

the heavy tail of the distribution. The variables “Nationality”, “Level of education”, “Gender” and

?J ‘l »
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“Attendance frequency” were transformed into dummy variables so that they could be used later
as control variables in SEM. Since half of the respondents were Bulgarian, for “Nationality” there
were created two options - Bulgarian or not Bulgarian, and the dummy values were respectively 1
or 0. “Attendance frequency” was divided into three groups - low, medium and high, and the
dummies had values of 1 or 0 depending on whether the respondent goes to the theatre very often
(every week or every couple of weeks), less often (once a month or once every few months) or

very rarely (once a year or less).

4.2.2. Factor analysis

Factor analysis is used to define the underlying structure among the variables within a given data
set (Hair et al., 2014:92) and thus was an appropriate technique to check whether the questions
asked in the survey represented adequately the constructs they were assigned to. Three factor
analyses were performed in total - one for the motivations (“Personal development and learning”
and “Socializing”), one for “Interactive theatre experience” and its proposed dimensions, and one
for “Attendance intentions”. The requisites for the type of variables and sample size were
respected: only metric variables were included and the collected observations were above the
absolute minimum of 50 (Hair et al., 2014:100). Only the requisite for at least five variables per
each factor was not respected due to timing concerns - if there were five or more questions per
each construct, the questionnaire would have been too long and could have caused a random
completion of the questions or more missing data.

The next step was to check the assumptions for conducting factor analysis - conceptual support for
the existence of structure among the data and sufficient correlations between the variables. The
first assumption was respected due to the strong theoretical foundation in the definition of the

?J ‘l )
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constructs - they emerged not only during the interviews, but were also studied in previous research
on co-creation (Fuller et al., 2011; Neghina et al., 2017; Verleye 2015, Walmsley 2013). The
second assumption was respected as well - the correlation matrix (see Table 3 from Appendix 4)
showed that significant correlations indeed existed between the variables.

All three factor analyses followed the same logic - first, the Kaiser-Meyer-Olkin Measure of
Sampling Adequacy (KMO) and the Bartlett’s test of sphericity were assessed. The former checks
whether the sample adequately represents the studied population and it should be above 0.5,
whereas the latter tests if sufficient correlations exist among the variables and therefore should be
significant. Regarding the extraction method, common factor analysis was chosen, because it
considers only the shared variance between the variables and disregards the specific and the error
variance. Furthermore, the aim of the analysis was to identify the latent dimensions and not data
reduction, so this method was considered to be more appropriate compared to the principal
component analysis. The number of factors was not determined a priori in order to check whether
the hypothesized structures held in reality. In the initial extraction an unrotated factor solution was
chosen, which resulted in many items loading on one factor and close factor loadings. Hence, a
more accurate analysis was needed in order to achieve simplified and more meaningful results
(Hair et al., 2014:110). And since the variables were correlated with each other, an oblique factor
rotation was used (Direct Oblimin with Kaiser Normalization). Then, the factor loadings were
assessed and those with low loadings (below the practically significant level of |.500|), or those
which loaded on more than one factor, were deleted. Finally, reliability statistics were calculated
for the extracted factors, in particular Cronbach’s Alpha, with a recommended minimum threshold

of .70 (Hair et al., 2014:123).
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Motivations

First, the motivations for going to interactive plays were analyzed. KMO’s value was .771 and the
Bartlett's Test of Sphericity was significant (p < .001), meaning that the sample was adequate for
the factor analysis. The total variance extracted was 61.99% and initially there were three factors
with some items loading on more than one factor. Hence, rotation was applied, increasing both the
factor loadings and the amount of variance extracted. From the resulted pattern matrix (see Table
4) it can be noticed that two items still had low loadings in comparison with the others - “I am
curious about the content of the interactive play” and “I want to meet my friends there”. They also
had close loadings on two different factors and therefore were deleted from the analysis. After the
third iteration, all the loadings were high and loaded on only one factor. Moreover, two factors
were extracted this time which confirmed the two constructs representing young people’s
motivations for going to interactive plays - ‘“Personal development and learning” and
“Socializing”. The reliability tests were also sufficient - Cronbach’s Alpha was above .70 for both

factors.

Table 4: Pattern matrices “Motivations”

After 1st rotation After 2nd rotation
Factor Factor

1 2 3 1 2
Motivations (personal development and Motivations (personal development
learning): | want to learn new things. and learning): | want to learn new

.337 745 | -.138 | things. 180 | .772
Motivations (personal development and Motivations (personal development
learning): | want to develop my creative and learning): | want to develop my
skills. 138 | 811 | -113 | creative skills. _008 | 832

(A
-
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Motivations (personal development and Motivations (personal development

learning): | want to see different points and learning): | want to see different

of view. 058 | .723 | .015 | points of view. -066 | .763
Motivations (personal development and Motivations (socializing): | want to

learning): | am curious about the meet new people.

content of the interactive play. 329 | 468 | 357 899 | -.020
Motivations (socializing): | want to Motivations (socializing): | want to

meet new people. 858 082 150 | meet different people. 959 | -.046
Motivations (socializing): | want to Motivations (socializing): | want to

meet different people. 864 101 069 develop my social skills. 650 | 085
Motivations (socializing): | want to Extraction Method: Principal Axis Factoring.

meet my friends there. 253 | 096 554 Rotation Method: Oblimin with Kaiser Normalization.
Motivations (socializing): | want to a. Rotation converged in 5 iterations.

develop my social skills. 661 140 042

Extraction Method: Principal Axis Factoring.
Rotation Method: Oblimin with Kaiser Normalization.

a. Rotation converged in 18 iterations.

Interactive theatre experience

The factor analysis of the interactive theatre experience also yielded satisfying results - KMO and

Bartlett’s Test of Sphericity were respectively .809 and significant and there were three factors

extracted yet from the beginning, suggesting the existence of a tridimensional structure.

Nevertheless, similarly to the previous factor analysis, there were two problematic items here as

well. After the first oblique rotation, “Stories in interactive plays can occur in the real world”

showed very low factor loadings ( < |.300]) on all three factors and therefore was removed.

“Interactive plays are trustworthy” with a loading of -.421 on the third factor was also removed.

After the fourth iteration there were still three factors clearly identifying the three proposed
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dimensions of interactive theatre experience - “Fun”, “Authenticity” and “Sociability”” and the total
variance explained by them was 71.91%. Therefore it was decided not to remove any more
indicators although there was still one factor loading slightly below |.500|. Furthermore, the
measurement model would have been evaluated additionally within SEM and any other changes
could be made at that stage, if needed. The final pattern matrix is presented in Table 5. In terms of

reliability, all three factors showed sufficient levels (see Table 6).

Table 5: Final pattern matrix “Experience”

Factor
1 2 3
Experience (fun): Being at interactive
plays is a nice experience. 819 | 074 | 074
Experience (fun): I have fun during
interactive plays. 889 | -048 | -.093

Experience (fun): Interactive plays are

entertaining. 700 | -.065 | -.125

Experience (fun): | enjoy going to
interactive plays. 619 | .052 | -.310

Experience (authenticity): Interactive

plays are authentic. 143 | 185 | - 692

Experience (authenticity): Interactive
plays are original. 083 | -003 | -772

Experience (sociability): | meet others

with whom | share similar interests. -025 | 693 | -.054

Experience (sociability): I am able to
connect with other people. 238 | 734 | -227

Experience (sociability): The

interaction with the actors is pleasant. 209 | 471 | 095
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Experience (sociability): The
interaction with the other people in the
audience is pleasant. 259 | 545 | .064

Extraction Method: Principal Axis Factoring.
Rotation Method: Oblimin with Kaiser Normalization.?

a. Rotation converged in 8 iterations.

Table 6: Reliability statistics “Experience”

Fun Authenticity Sociability
Cronbach's Cronbach's N of Cronbach's N of
Alpha N of Items Alpha Items Alpha Items
.866 4 .810 2 741 4

Attendance intentions

Finally, the construct “Attendance intentions” was analyzed. KMO was lower than the values for
the other constructs, but still sufficient (KMO = .556). Bartlett’s Test of Sphericity was significant
(p < 0.001). Here it was not necessary to remove any items, but there were clearly identified two
different factors (see Table 7). Thus, the construct “Attendance intentions” was additionally
divided in two separate constructs for the SEM analysis - “Attendance intentions - interactive” and
“Attendance intentions - general”, representing respectively the intentions of young people to
attend interactive plays and the intentions of young people to attend the theatre in general.

Accordingly, the third hypothesis was split in two parts:

H3: Interactive theatre experiences increase young people’s future attendance intentions for a)

interactive theatre and b) theatre in general.
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Cronbach’s Alpha of .694 of this scale was slightly below the recommended threshold of .70, but

any deletion of items would have left the two extracted factors with one item only. Therefore it

was considered sufficient to proceed with the next phase of the analysis.

Table 7: Pattern matrix “Attendance intentions”

Factor

1 2
Attendance intentions: | will probably go to an .858 | .041
interactive play in the near future.
Attendance intentions: | will definitely go to an .790 | -.029
interactive play again.
Attendance intentions: | am more likely to attend -.070 | .797
theatre performances in general.
Attendance intentions: | will probably go to the 102 | .813
theatre more often.

Extraction Method: Principal Axis Factoring.
Rotation Method: Oblimin with Kaiser Normalization.?

a. Rotation converged in 5 iterations.

4.2.3. Structural equation modeling

Main model

The first step in any SEM procedure is defining the individual constructs and the items by which

these are measured. The first three constructs correspond to those from the conceptual model -

“Personal development and learning”, “Socializing” and “Interactive theatre experience”.

“Attendance intentions” was divided into “Attendance intentions — interactive” and “Attendance

2_ Co—-creatung tiveatre
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intentions — general”, as stated above. These latent variables were measured with 20 items in total
- 3 for each of the first two constructs, 10 for the interactive experience and 2 for each of the last
two constructs.

The next step was to check the assumptions for conducting SEM with PLS. There are two main
requirements here - adequate sample size and at least one correlation between constructs. The
minimal sample size is equal to the maximum number of arrowheads pointing at an endogenous
construct multiplied per 10 (Blazevic, 2017), which in this case is 20. Given the total sample size
of 83 and the effective sample size of 78, | may conclude that this assumption was fulfilled.
Furthermore, the correlation matrix showed that correlations indeed existed between constructs,
which confirmed also the second requirement. Regarding the scale types, PLS is robust with both
scale and dichotomous variables, which permitted to include the dummies for “Nationality”,
“Gender”, “Level of education” and “Attendance frequency” as control variables in the last run of
the model.

In terms of research design, as already mentioned, correlation matrix was used due to the choice
of PLS as analysis technique. Missing data was remedied with listwise deletion, as it is considered
as most appropriate for SEM (Hair et al., 2014:573).

The analysis was initially run by including the main constructs without the control variables. The
overall model fit was above the maximum threshold of 0.08 (SRMR = 0.1022 in the estimated
model), indicating that the data might contain more information than the model conveys (Henseler,
Hubona & Ray, 2016). A remedy for bad model fit is deletion of indicators with low loadings.
Thus, “I enjoy going to interactive plays” was removed from the analysis, because it had the lowest

loading on the experience construct (.755) and the lowest reliability score (.571). The model was
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run again, improving the approximate model fit - SRMR decreased to .0958 in the estimated model

(see Table 8).

Table 8: Model fit statistics

Goodness of model fit
Value HI95 HI99
SRMR 0.0958 0.1074 0.1298
ducs 1.7442 2.1913 3.1995
de 1.2443 1.0442 1.3046

Table 9: Construct reliability

Dijkstra-

Henseler's | Joreskog's | Cronbach's
Construct rho (pa) rho (pc) alpha(a)
Personal development and learning 1.2832 0.8895 0.8449
Socializing 0.9221 0.9325 0.8936
Interactive theatre experience 0.9417 0.9444 0.9343
Attendance intentions (general) 0.9262 0.9571 0.9108
Attendance intentions (interactive) 0.9054 0.9540 0.9036

Next, the measurement (or outer) model was assessed. Dijkstra-Henseler's Rho, Joreskog's rho and

Cronbach's Alpha reported high construct reliability (see Table 9), all having values above 0.70.

Convergent validity was assessed by the Average Variance Extracted (AVE) for each construct.

All AVE values were above 0.50 meaning that the indicators really converged on the constructs

they were supposed to explain. Regarding discriminant validity, the Heterotrait-Monotrait Ratio

of Correlations (HTMT) and the Fornell-Larcker Criterion reported that the indicators did not load

higher on other constructs than the ones they belonged to. There were not any problems with

multicollinearity either - all VVariance Inflation Factors (VIF) had scores below the maximum level

of 10. Thus, the measurement model was approved and it could be proceeded with the evaluation

of the structural model.

2:. Co—-creatung tiveatre
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First, the Coefficient of Determination (R?) and the Coefficient of Determination Adjusted (R?
Adjusted) were assessed. They indicate the amount of variance explained by each endogenous
construct and the latter takes in consideration also sample size and model complexity (Henseler et
al., 2016). The respective values for “Interactive theatre experience” were .1179 and .0958, for
“Attendance intentions - general” - .4817 and .4753, and for “Attendance intention - interactive” -
.6185 and .6138. This means that nearly 12% of the variance was explained for the first endogenous
construct, 48% - for the second and 62% for the third. The path coefficients showed the signs and
the strength of the relationships between constructs - they were all positive except the one between
“Personal development and learning” and “Interactive theatre experience” (-.001). The other
effects were positive and stronger: .344 between “Socializing” and “Interactive theatre
experience”, .786 between “Interactive theatre experience” and ‘“Attendance intentions -
interactive” and .694 between “Interactive theatre experience” and ‘“Attendance intentions -
general”. Yet from this point it could be noticed that the presumed relationships from the
conceptual model were actually realistic, except the one between “Personal development and
learning” and “Interactive theatre experience”. The impact of this motivation was not only small,
but also negative, opposingly to the first hypothesis. Nevertheless, final conclusions could be made

after the evaluation of substantiality and significance of the effects.
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Table 10: Effects overview

Indirect Total Cohen's
Effect Beta effects effect &
Personal development and learning -> Interactive theatre experience -0.0005 -0.0005 0.0000
Personal development and learning -> Attendance intentions
(general) -0.0004 | -0.0004
Personal development and learning -> Attendance intentions
(interactive) -0.0004 | -0.0004
Socializing -> Interactive theatre experience 0.3435 0.3435 0.1161
Socializing -> Attendance intentions (general) 0.2384 0.2384
Socializing -> Attendance intentions (interactive) 0.2702 0.2702
Interactive theatre experience -> Attendance intentions (general) 0.6940 0.6940 0.9292
Interactive theatre experience -> Attendance intentions (interactive) 0.7865 0.7865 1.6214

Substantiality was assessed through Cohen's f2 values - bigger than 0.35 for strong effects, between
0.15 and 0.35 for moderate effects and between 0.02 and 0.15 for weak effects. As it can be
observed from Table 10, the effect of “Personal development and learning” on “Interactive theatre
experience” was weak, almost null; the effect of “Socializing” on “Interactive theatre experience”
was moderate and the one of “Interactive theatre experience” on the two types of attendance
intentions was strong. Finally, by means of bootstrapping the significance of these effects was
assessed (see Table 11). The weak and negative effect of “Personal development and learning” on
“Interactive theatre experience” was also not significant (p = .998) and therefore H1 was rejected.
The effect of “Socializing” on “Interactive theatre experience” though, was positive and significant
(p = .047), which supported H2. Regarding “Attendance intentions”, for both cases (interactive
and general) the effects were positive, strong and significant (p < .001), therefore H3-a) and H3-

b) were also confirmed.
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Standard bootstrap results

Percentile bootstrap quantiles

Original Stand

coefficie | Mean ard p-value | p-value
Effect nt value | error | t-value | (2-sided) | (1-sided) 0.5% 25% | 97.5% | 99.5%
Personal development and
learning -> Interactive
theatre experience -0.0005 | 0.0262 | 0.1840 | -0.0029 0.9977 0.4989 -0.4737 | -0.3810 | 0.3453 | 0.3931
Personal development and
learning -> Attendance
intentions (general) -0.0004 | 0.0139 | 0.1263 | -0.0029 0.9977 0.4988 -0.3330 | -0.2700 | 0.2070 | 0.2759
Personal development and
learning -> Attendance
intentions (interactive) -0.0004 | 0.0185 | 0.1449 | -0.0029 0.9977 0.4989 -0.3699 | -0.3022 | 0.2518 | 0.3179
Socializing -> Interactive
theatre experience 0.3435 | 0.3333 | 0.1726 | 1.9897 0.0469 0.0235 -0.2168 | -0.0316 | 0.6217 | 0.6665
Socializing -> Attendance
intentions (general) 0.2384 | 0.2341 | 0.1281 | 1.8605 0.0631 0.0316 -0.1186 | -0.0186 | 0.4597 | 0.5132
Sacializing -> Attendance
intentions (interactive) 0.2702 | 0.2640 | 0.1403 | 1.9252 0.0545 0.0272 -0.1639 | -0.0248 | 0.5062 | 0.5714
Interactive theatre
experience -> Attendance
intentions (general) 0.6940 | 0.6850 | 0.0906 | 7.6622 0.0000 0.0000 0.3459 | 0.4527 | 0.8180 | 0.8362
Interactive theatre
experience -> Attendance
intentions (interactive) 0.7865 | 0.7846 | 0.0572 | 13.7377 0.0000 0.0000 0.6003 | 0.6540 | 0.8732 | 0.8900

As a last stage in the analysis, the model was run including the control variables - “Gender”,

“Nationality”, “Level of education” and “Attendance frequency”. Only “Nationality” showed a

significant effect on “Attendance intentions - general” (0.264) meaning that the increase in the

intentions for attending the theatre in general is higher for Bulgarians than for the other

nationalities which took part in the survey. The path coefficients between “Interactive theatre

experience” and the two types of attendance intentions slightly decreased after this last iteration,

but remained positive and significant. The final model obtained in ADANCO is presented in Fig.

3.
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Fig. 3: Final model “Interactive theatre” with control “Nationality”.

Alternative model

An alternative model with the three dimensions of “Interactive theatre experience” was tested as
well (see Fig. 4). “Fun”, “Authenticity” and “Sociability” were included as separate constructs so
that the relationships of the other latent variables with each dimension could be examined.
Intuitively, “Socializing” related significantly to the social aspect of the co-creation theatre
experience. The relationships with the other two dimensions were not significant, but were still
positive. As in the main model, “Personal development and learning” showed weak and non-
significant effects on all three dimensions. Regarding the impact on “Attendance intentions”, the

strongest effects were those of “Sociability” - .528 and .696 respectively for interactive and

2;. Co—-creatung tiveatre
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general theatre. Interestingly, “Authenticity” did not show any significant effect on future
attendance intentions and the effect for general theatre was even negative (-.071), which
contradicts the findings from the qualitative research. Finally, the fun facet of the interactive
experience seemed to affect significantly only young people’s intentions to attend interactive
theatre and not theatre in general, which highlights their perception that interactive plays are more
entertaining than traditional ones. Even though this alternative model helped in understanding
which aspects of the interactive experience are most important for attracting the young audience,
it severely decreased the overall model fit (SRMR = 0.2254). For this reason the main model (Fig.
3) was considered more appropriate for accepting or rejecting the hypotheses and for making

conclusions.
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Fig. 4: Alternative model with three dimensions of “Interactive theatre experience” and
control “Nationality”

5. Discussion

The two approaches which were adopted for answering the research question sometimes produced
similar results, sometimes contradicted each other. The motivations of young people to engage in
interactive performances were defined from the interviews mainly as curiosity towards the
unknown and willingness to spend a nice time with friends or meet new people. These motives fall
within the two main reasons emerged from literature - “Personal development and learning” and
“Socializing”. The survey analysis, though, did not confirm both of these hypothesis. First, the

factor analysis in SPSS indeed evidenced two factors in young people’s motivations for engaging

kj &cfr—wwﬁmg theatre
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in interactive theatre experiences, but the question about curiosity was deleted due to its low factor
loading. Second, PLS found that “Personal development and learning” has a weak, almost null and
not significant effect which led to the rejection of H1. This unexpected course of events might be
caused by two reasons. First, the construct might have not been properly defined in the light if the
theatre context. Personal development and learning might be one of the main reasons for which
people engage in co-creation projects in professional services (Neghina et al., 2017), but this is
apparently not the case with interactive theatre, or at least not for Millennials. The deletion of the
item “curiosity” in the factor analysis supports this possibility - it does not explain this factor, but
the factor was found to be insignificant in terms of motivations, which means that maybe this is
not the right construct to be studied. A construct focused more on the curiosity aspect and not that
much on developing certain knowledge or skills might produce different results. The second reason
for its insignificant effect might be the definition of the interactive experience and in particular its
dimensions. “Fun”, “Authenticity” and “Sociability” were all found to be relevant both from the
interviews and the quantitative analysis, but there might be something else which connects with
the development and learning motive. Verleye (2015) conceptualizes the co-creation experience
into six different dimensions: hedonic, cognitive, social, personal, pragmatic and economic. Only
two of them - hedonic and social, were included in this study respectively as the fun and the
sociable side of interactive theatre, because in the qualitative research was not found any ground
for the others. But the cognitive dimension, defined as “getting cognitive benefits in return for co-
creation” (Verleye, 2015) might have related to the motivation “Personal development and
learning”.

Regarding the interactive theatre experience, the results from the qualitative and the quantitative

research were generally consistent. The interviewees defined the interactive plays as fun, engaging
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and different. Millennials perceive them as social events where one can meet new people, different
people or just have a nice time with their friends. The collaborative side of the interactive
experience was emphasized by both professionals and young spectators - the emotional and
creative exchange with the actors is crucial for the final result. This view was also confirmed by
the survey - the three-dimensional structure became even more evident from the factor analysis,
even though some items were deleted. Surprisingly, though, not all three dimensions increase
young people’s attendance intentions - as it can be noticed in Fig. 4, only “Fun” and “Sociability”
have significant effects on them. “Authenticity”, which during the interviews was one of the most
mentioned reasons which drive young people to go back to the theatre, had very weak effect on
both interactive and general attendance intentions. On the other hand, including it as a part of the
experience construct was grounded on strong theoretical foundation - several authors from both
marketing and artistic fields talk about authenticity as an aspect of co-creation which is likely to
increase the intentions to engage in such projects (Asen, 2017; van Dijk, 2014; Walmsley, 2013).
Therefore, |1 would rather attribute this inconsistency to the bad model fit in the alternative model
(Fig. 4) and not to a wrong assumption.

The division of “Attendance intentions” in two separate constructs for the SEM analysis was an
appropriate decision in the light of the research question, because it permits to evaluate the impact
of interactive shows on young people’s future behavior for both interactive and traditional theatre.
This is an important distinction, given the differences between the two types of theatre stressed in
the interviews - the participants described the interactive plays as less structured compared to the
conventional ones, as special events where one can expect everything at any moment and be
surprised at any moment. The deep connection established with the actors since from the beginning

was also pointed out - unlike in traditional theatre, the spectator is a part of the show, the actors
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become their friends and the outcome depends on both sides. Hence, the distinction between the
two types of theatre is evident and conclusions should be made separately for each of them.
Interactive theatre experience showed strong and positive effects on both interactive and general
attendance intentions. But going deeper into the three dimensions of the experience construct, we
can see that having fun is only related to interactive plays and not to traditional ones. This means
that Gen Y finds interactive theatre as more entertaining and this feature will attract them in the
future. This is also in line with the interviewees’ position - they indeed stated that the future of
theatre is in the comedy shows, because people want to distract themselves from the everyday
problems, to laugh, to charge themselves with positive emotions. Opposingly, “Sociability” related
significantly to both types of attendance intentions, proving that interactive theatre can not only
attract young people to other interactive plays, but also increase their interest in theatre in general.
A person who is normally skeptical about theatre due to prejudices or other reasons, once attended
an interactive play, may attribute this social side of interaction to other kinds of plays too,
improving in this way his or her general attitude towards the theatrical art.

Finally, the insignificant effect of most of the control variables showed that the results of the survey
hold beyond gender, level of education and attendance frequency. Thus, being a high school
graduate or university graduate does not impact the effect of interactive theatre on young people’s
willingness to attend again. Similarly, being a regular or once-in-a-year visitor does not affect the
behavioral intentions either. Only “Nationality” impacts them significantly, and in particular those
about theatre in general. Apparently, interactive theatre has a stronger effect for Bulgarians than
for other nationalities. This might be due to cultural differences between Western and Eastern
European countries or just to more favorable attitude of Bulgarians towards theatre in general. In

both cases it is worthed to expand future research in this direction.
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6. Conclusion

This research investigated the impact of interactive theatre on young people’s future attendance
intentions. The results showed that indeed interactive performances, perceived by Gen Y as fun,
sociable and authentic, are capable of increasing their interest in other interactive performances
and in theatre in general. Two out of three of the hypotheses were confirmed - Millennials go to
interactive plays with the expectation to socialize with other people rather than to learn new things.
In turn, the interactive experience they are exposed to, especially its entertaining and collaborating
parts, stimulate them to attend more often in the future. Furthermore, the effect on attendance
intentions for theatre in general is even stronger for Bulgarians than for other European countries,
underlying the cultural dimension which should be considered for future research. These findings
have valuable implications both for academics and theatre practitioners, which are discussed in the
next paragraph. As any other study, it has its limitations too, which provide avenues for further

research and which conclude this master thesis.

6.1. Implications

The present study contributes to current knowledge in two ways. It is the first quantitative research
on interactive theatre for this specific age group conducted so far. Usually the studies in arts
literature are based on interviews with people from different generations. This restricts the research
method in a sense that several interviews with spectators of different age groups may produce too
broad results. Furthermore, these results might be valid, but not representative for the population.
On the opposite, this thesis was focused particularly on Millennials and employed both qualitative

and quantitative techniques, producing in this way generalizable outcomes.
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Second, this research proves that marketing theories on co-creation hold for other contexts too.
Fuller et al. (2011) show that compelling co-creation experiences increase the interest in future co-
creation projects, van Dijk et al. (2014) demonstrate that co-creation claims affect positively
consumers’ behavior intentions towards the brand, and these are just two of the numerous
examples in business literature justifying the positive effects of co-creation for companies.
Apparently, these findings are relevant for the theatre field as well - a fun and sociable interactive
experience leads to increased attendance intentions both for other interactive plays and theatre in
general.

This research reveals useful implications for theatre managers as well. Interactive plays are clearly
able to attract more young people to the theatre and if the management team aims to expand its
audience, introducing more interactive plays in the program could be helpful. Regarding the
promotion of these plays, theatres should focus on the social and fun side of the interactive
experience. Young people should be informed that interactive plays are social events where they
can have a good laugh with their friends, make new friends, collect some positive vibes or just see
something different. If they like it, and this is almost always the case, they will return and it is very

probable that they will be interested in the other shows the theatre is offering.

6.2. Limitations and future research

As any other academic work, this thesis has its limitations too. First, it consideres only the positive
side of co-creation. One of the interviewees has already introduced a possible drawback of
interactive plays - some people are more passive than others and do not like to be asked questions
and be the centre of the show. If the interaction is forced, it may lead to unpleasant experience and
produce negative effects for both interactive and general future attendance intentions with the same
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logic of the positive effects described here. Hence, it would be interesting to explore the proportion
of negative interactive experiences and how they impact young people’s future attendance
intentions.

Second, during the interviews mainly comedy shows were discussed. The professional
interviewees perform stand-up comedy or improvisational theater, which are usually with
humoristic content. The other participants in the qualitative research had also attended mostly this
kind of performances. There are other types of interactive theatre though - some interactive plays
reflect social issues in a serious manner or can be even scary for the audience (“Sleep no more”,
for example). Thereby, the conclusions from the interviews are based mainly on funny
performances. The survey did not contain a specific question about what kind of interactive theatre
the participants have experienced and no judgements could be made about this in the quantitative
analysis. Therefore, future research should definitely explore other types of interactive plays and
compare the results to this study. Moreover, it was not checked about the time span between the
respondents’ last attendance and their answers. A fresh memory about the event may influence the
strenght of the results in a positive direction. An appropriate way to respond to both issues would
be to conduct an experiment with two or more groups of people attending different types of
interactive plays and collect their responses in two or more different points in time afterwards. In
this way it will be possible to see how different types of interactive theatre influence people’s

future behavior intentions and to what extent these effects last in time.



58

REFERENCES:

Addis, M. (2005). New technologies and cultural consumption — edutainment is born! European
Journal of Marketing 39 (7%), 729-736. doi: 10.1108/03090560510601734.

Asen, C. (2017, February). Building Millennial Audiences: Barriers and Opportunities. Retrieved
from: http://www.wallacefoundation.org/knowledge-center/pages/building-millennial-audiences-
barriers-and-opportunities.aspx

Black, A. (2010). Gen Y: Who they are and how they learn. Educational Horizons. 88 (2), 92-101.
Retrieved from https://files.eric.ed.gov/fulltext/EJ872487.pdf

Blazevic, V. (2017). Lecture 4.3: Structural equation modeling with PLS - Assumptions and
requirements [PowerPoint slides]. Retrieved from Radboud University, Methodology in Marketing
and Strategic Management Research Blackboard:
https://blackboard.ru.nl/webapps/blackboard/execute/content/file?cmd=view&content_id=_2926
961 1&course id=_115622 1

Bolton, R., Parasuraman, A., Hoefnagels, A., Migchels, N., Kabadayi, S., Gruber, T., Loureiro, Y.
& Solnet, D. (2013). Understanding Generation Y and their use of social media: a review and
research agenda. Journal of Service Management 24(3), 245-267.
d0i:10.1108/09564231311326987.

Boorsma, M. (2006). A strategic logic for arts marketing: Integrating customer value and artistic
objectives. The International Journal of Cultural Policy, 12 (1), 73-92.
d0i:10.1080/10286630600613333.

Bruner, G. (2009). Marketing scales handbook: A compilation of multi-item measures for
consumer behavior & advertising research (Library version). Fort Worth, Texas: GCBII
Productions, LLC.

Burton, B. (2011). Access and Barriers to Young People’s Attendance at Theatre. In R.-J. A,

Penny Bundy, Kate Donelan, Robyn Ewing, Jo Fleming, John O’Toole, Madonna Stinson (Ed.).
Presented at the Theatre Space National Symposium, Sydney, Australia (2011). Retreived from:
https://research-repository.griffith.edu.au/handle/10072/43364

TR
ksg &Ca—waazﬁmg theatre


https://files.eric.ed.gov/fulltext/EJ872487.pdf
https://files.eric.ed.gov/fulltext/EJ872487.pdf
https://www.emeraldinsight.com/author/Bolton%2C+Ruth+N
https://www.emeraldinsight.com/author/Parasuraman%2C+A
https://www.emeraldinsight.com/author/Hoefnagels%2C+Ankie
https://www.emeraldinsight.com/author/Migchels%2C+Nanne
https://www.emeraldinsight.com/author/Kabadayi%2C+Sertan
https://www.emeraldinsight.com/author/Gruber%2C+Thorsten
https://www.emeraldinsight.com/author/Komarova+Loureiro%2C+Yuliya
https://www.emeraldinsight.com/author/Solnet%2C+David
https://doi.org/10.1108/09564231311326987
https://doi.org/10.1108/09564231311326987

59

Cabanac, M. (2002). What is emotion? Behavioural Processes 60 (2), 69-83. doi: 10.1016/S0376-
6357(02)00078-5

Carson, D., Gilmore, A., Perry, C. & Gronhaug, K. (2001). Qualitative marketing research.
London: SAGE Publications Ltd. doi: 10.4135/9781849209625.

Coudray, S. (2017, January, 28). The theatre of the oppressed. Retreived March 11, 2018, from:
http://www.culturematters.org.uk/index.php/arts/theatre/item/2455-the-theatre-of-the-oppressed

Cummings, S. T. (1998). Interactive Shakespeare. Theatre Topics 8 (1), 93-112. Johns Hopkins
University Press. Retrieved February 19, 2018, from Project MUSE database.

van Dijk, J., Antonides, G., & Schillewaert, N. (2014). Effects of co-creation claim on consumer
brand perceptions and behavioural intentions. International Journal of Consumer Studies, 38 (1),
110-118. d0i:10.1111/ijcs.12071.

Eisner, S. (2005). Managing Generation Y. SAM Advanced Management Journal 1 (9), 34-42.

Eurostat (2017), “Frequency of participation in cultural or sport activities in the last 12 months by
sex, age educational attainment level and activity type”. Retrieved from
http://appsso.eurostat.ec.europa.eu

Eurostat (2017), “Reasons for non-participation in cultural or sport activities in the last 12 months
by sex, age educational attainment level and activity type”. Retrieved from
http://appsso.eurostat.ec.europa.eu

Faller, J., Hutter, K. & Faullant, R. (2011). Why co-creation experience matters? Creative
experience and its impact on the quantity and quality of creative contributions. R&D Management
41 (3), 259-273. d0i:10.1111/j.1467-9310.2011.00640.

Govier, L. (2009). Leaders in co-creation: Why and how museums could develop their co-creative
practice with the public, building on ideas from the performing arts and other non-museum
organisations. Retrieved February 23, 2018, from:
https://www?2.le.ac.uk/departments/museumstudies/rcmg/projects/leaders-in-
cocreation/Louise%20Govier%20-%20Clore%20Research%20-

%20L eaders%20in%20CoCreation.pdf

Greene, J., Hitt, C., Kraybill, A., & Bogulski, C. (2015). Learning from Live Theater. Education
Next, 15 (1).

?;41‘ .

2;. Co—-creatung tiveatre


https://doi.org/10.1016/S0376-6357(02)00078-5
https://doi.org/10.1016/S0376-6357(02)00078-5
http://www.culturematters.org.uk/index.php/arts/theatre/item/2455-the-theatre-of-the-oppressed
http://www.culturematters.org.uk/index.php/arts/theatre/item/2455-the-theatre-of-the-oppressed
http://appsso.eurostat.ec.europa.eu/
http://appsso.eurostat.ec.europa.eu/
http://appsso.eurostat.ec.europa.eu/
http://appsso.eurostat.ec.europa.eu/

60

Hair, J., Black, W., Babin, B., Anderson, R., (2014). Multivariate Data Analysis. Pearson
Educaton Limited, 7th edition.

Henseler, J., Hubona, G. & Ray, P. (2016). Using PLS path modeling in new technology research:
updated guidelines. Industrial Management & Data Systems 116 (1), 2-20. doi.org/10.1108/IMDS-
09-2015-0382.

Hibbert, S., Winklhofer, H. & Temerak, M. (2012). Customers as resource integrators: toward a
model of customer learning. Journal of Service Research, 15 (3), 247-261. doi:
10.1177/1094670512442805.

Hume, M. & Mort, G.S. (2008). Satisfaction in performing arts: the role of value? European
Journal of Marketing, 42 (3-4), 311-326. doi: 10.1177/1356766716679484.

Keaney, E. (2008). Understanding arts audiences: existing data and what it tells us.
Cultural Trends, 17:2, 97-113. doi: 10.1080/09548960802090642.

Louhichi, S. (2016, August 14). How to market theatre to Millennials: Modernize theatre.
Retrieved from: http://nohoartsdistrict.com/north-hollywood-news-noho/item/4633-how-
tomarket-theatre-to-millennials-modernise-theatre

Maslow, A.H. (1954). Motivation and Personality. New York: Harper & Row.

Nambisan, S. & Baron, R. A. (2009), Virtual Customer Environments: Testing a Model of

Voluntary Participation in Value Co-creation Activities. Journal of Product Innovation
Management, 26 (4), 388—406. doi:10.1111/j.1540-5885.2009.00667.

Neghina, C., Bloemer, J., van Birgelen, M. & Caniéls, M. (2017). Consumer motives and
willingness to co-create in professional and generic services. Journal of Service Management, 28
(1), 157-181. doi: 10.1108/JOSM-12-2015-0404.

Neumark, D., Bank, R. & Van Nort, K. (1996). Sex discrimination in restaurant hiring: an audit
study. The Quarterly Journal of Economics, 111 (3), 915-941. doi: 10.2307/2946676.

Nishikawa, H., Schreier, M. & Ogawa, S. (2017). User-generated versus designer-generated
products: A performance assessment at Muji. International Journal of Research in Marketing 30
(2), 160-167. doi: 10.1016/j.ijresmar.2012.09.002.


https://www.emeraldinsight.com/author/Henseler%2C+J%C3%B6rg
https://www.emeraldinsight.com/author/Hubona%2C+Geoffrey
https://www.emeraldinsight.com/author/Ray%2C+Pauline+Ash
https://doi.org/10.1108/IMDS-09-2015-0382
https://doi.org/10.1108/IMDS-09-2015-0382
https://doi.org/10.1108/IMDS-09-2015-0382
https://doi.org/10.1108/IMDS-09-2015-0382
https://doi.org/10.1177%2F1094670512442805
https://doi.org/10.1177%2F1356766716679484
https://doi.org/10.1080/09548960802090642
http://www.emeraldinsight.com/author/Neghina%2C+Carmen
http://www.emeraldinsight.com/author/Bloemer%2C+Jos%C3%A9e
http://www.emeraldinsight.com/author/van+Birgelen%2C+Marcel
http://www.emeraldinsight.com/author/Cani%C3%ABls%2C+Marjolein+CJ
https://doi.org/10.1108/JOSM-12-2015-0404
https://doi.org/10.2307/2946676
https://www.sciencedirect.com/science/article/pii/S0167811612000730#!
https://doi.org/10.1016/j.ijresmar.2012.09.002

61

von Nordenflycht, A. (2010). What is a professional service firm? Toward a theory and taxonomy
of knowledge-intensive firms. Academy of management Review 35 (1), 155-174. Prahalad, C. &
Ramaswamy, V. (2004). Co. creating unique value with customers. Strategy & Leadership, 32 (3),
4-9. doi: 10.1108/10878570410699249.

Rust, R., Lemon, K. & Zeithaml, V. (2001). Driving customer equity: Linking customer lifetime
value to strategic marketing decisions. Marketing science institute, 01-108.

Smith, D. (2003, January). Five principles  for research ethics. Retrieved from:
http://www.apa.org/monitor/jan03/principles.aspx

Seale, C., Gobo, G., Gubrium, J. F. & Silverman, D. (2004). Qualitative research practice.
London: SAGE Publications Ltd. doi: 10.4135/9781848608191.

Taylor, P., Owen E., Bell H. & Withnall, S. (2001). Increasing young people's attendances at the
theatre: a case study in Sheffield, UK, Managing Leisure, 6:3, 141-153. doi:
10.1080/13606710122792.

Theatre Masks [Digital Image]. (2014). Retreived from:
https://pixabay.com/bg/%D0%BC%D0%B0%D1%81%D0%BA%D0%B8-
%D1%82%D0%B5%D0%B0%D1%82%D1%8A%D1%80-
%D0%B2%D0%B5%D0%BD%D0%B5%D1%86%D0%B8%D1%8F-carneval-308614/

Twenge, J.M. (2010). A review of the empirical evidence on generational differences in work
Attitudes. Journal of Business and Psychology 25 (2), 201-210. doi: 10.1007/s10869-010-9165-6

Twenge, J.M. & Campbell, W.K. (2008). Generational differences in psychological traits and their
impact on the workplace. Journal of Managerial Psychology 23 (8), 862-877. doi:
10.1108/02683940810904367.

Vargo, S. & Lusch, R. (2004). Evolving to a New Dominant Logic for Marketing. Journal of
Marketing, 68 (1), 1-17. Doi: 10.1509/jmkg.68.1.1.24036.

Verleye, K. (2015). The co-creation experience from the customer perspective: its measurement
and determinants. Journal of Service Management, 26 (2), 321-342. doi: 10.1108/JOSM-09-
20140254.

Walmsley, B. (2011). Why people go to the theatre: a qualitative study of audience motivation.
Journal of Customer Behavior, 10 (4), 335-351. doi: 10.1362/147539211X13210329822545.

kj &w—w&aﬁmg theatre


http://www.emeraldinsight.com/author/Prahalad%2C+CK
http://www.emeraldinsight.com/author/Ramaswamy%2C+Venkat
https://doi.org/10.1108/10878570410699249
http://www.apa.org/monitor/jan03/principles.aspx
http://www.apa.org/monitor/jan03/principles.aspx
http://dx.doi.org/10.1080/13606710122792
https://doi.org/10.1108/10878570410699249
https://doi.org/10.1509/jmkg.68.1.1.24036
https://doi.org/10.1362/147539211X13210329822545

62

Walmsley, B. (2013). Co-creating theatre: authentic engagement or inter-legitimation? Cultural
trends 22 (2), 108-118, doi: 10.1080/09548963.2013.783176

Zeithaml, V.A. (1988), “Consumer perceptions of price, quality and value: a means-end model
and synthesis of evidence”, Journal of Marketing 52, 2-52.

APPENDICES

Appendix 1: Interview protocols

Interview protocol - Professionals

Please present yourself and your function in the theatre.

2. What is the interactive theatrical experience for you? How is it different from normal plays?

How do people behave during the interactive plays? Have you observed different behaviors
between different age groups?
Do you think it is important for young people to go to the theatre and why?

How do you attract young people to the theatre? How are they different from the other
public?

6. Why would young people come to an interactive play? What do they expect from it?

How interactive theatre can benefit young people?

8. What will make young people go to the theatre in general more often?

Interview protocol — Millennials

o~ wDn e

© © N o>

Please present yourself and your current occupation status.

How often do you go to the theatre? Why do you like it/do not like it?
What motivates you/stops you from going to the theatre?

Have you been to an interactive play?

How would you describe the interactive theatrical experience? How is it different from the
traditional one?

What did (would) make you go to an interactive play?
What do you expect from an interactive play?

How can an interactive play benefit you?

What will make you go to the theatre more often?
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Appendix 2: Questionnaire

1. Please indicate to what extent do you agree with the following statements about your
motivations for going to an interactive play (1 = strongly disagree, 7 = strongly agree):

| want to learn new things.

| want to develop my creative skills.

| want to see different points of view.

| am curious about the content of the interactive play.

2. Please indicate to what extent do you agree with the following statements about your
motivations for going to an interactive play (1 = strongly disagree, 7 = strongly agree):

| want to meet new people.

| want to meet different people.

| want to meet my friends there.

| want to develop my social skills.

3. Please indicate to what extent do you agree with the following statements about the interactive

theatre ~ experience (1 = strongly  disagree, 7 =  strongly  agree):
e Being at interactive plays is a nice experience.
e | have fun during interactive plays.
e Interactive plays are entertaining.
e | enjoy going to interactive plays.

4. Please indicate to what extent do you agree with the following statements about the interactive

theatre experience (1 = strongly  disagree, 7 = strongly  agree):
e Interactive plays are authentic.
e Interactive plays are trustworthy.
e Interactive plays are original.
e Stories in interactive plays can occur in the real world.

5. Please indicate to what extent do you agree with the following statements about the interactive

theatre experience (1 = strongly  disagree, 7 = strongly  agree):
e | meet others with whom | share similar interests.
e | am able to connect with other people.
e The interaction with the actors is pleasant.
e The interaction with the other people in the audience is pleasant.
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6. Please indicate to what extent do you agree with the following statements about your future
theatre attendance intentions (1 = strongly disagree, 7 = strongly agree):

| will probably go to an interactive play in the near future.
I will definitely go to an interactive play again.

| am more likely to attend theatre performances in general.
| will probably go to the theatre more often.

7. Age

8. Gender (Male / Female / Other)

9. Nationality

10. Level of education (High School Diploma / Bachelor Diploma / Master Diploma / PHD /
Other)

11. How often do you go to the theatre (Once a week / Once a month / Once a year / Less than
once a year / Other).
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Participant: Zlatin Tsvetkov, actor and founder of ShiZi Pro Impro Theatre at Sofia, Bulgaria

Interviewer: Ventsislava Antova
Date: 25.04.2018
Duration: 26:43 min

Original version (Bulgarian)

English version

N: Mons na ce mpeacTaBuTe, KakTO U KaKBO
MpaBUTE B T€AThpa.

V: Kazam ce 3natun lIBEeTKOB H...KaKBO
mpaBsi B Tearbpa JU? AMHU OCHOBax ro U ro
JIBU’KA 110 BCSIKAKbB HAYMH - OPraHU3allMOHHO,
XyJI0O)KECTBEHO M T.H. BehIIHOCT Cch3manox
eQHa TeaTpaJlHa Tpyla, KOSITO c€ Ka3Ba B
momenTa Iu3u IIpo - yact ot [u3u Ummnpo
Tearsp. Umame koMenuneH kiy0, B KOHTO ce
CIydyBaT KOMEIUWHU TPEACTABICHUS; B
TeaTpasiHata 3aia Ha Kamepna ciiena “Coiza u
CMSIX” UTPAaeM BCEKH TETHK, TOECT BEIHBK
CEAMUYHO MMaMe€ IPEACTABICHMS, KOUTO ca
uMIipoBu3upanu. lIpe3 romuHute, B KOUTO
ChIIECTBYBa Tpylara, Cb3AaJ0XME TpHU
VHUKQJIHA  TPEACTaBICHUS:  €IHOTO  TO
Hapuyame “OTIuiecBane” ChC CEUaleH IocT,
KOWTO pa3ka3Ba JIMYHHU UCTOPUH HA MOMEHTA,
a HHe HabI0JaBaMe KakBO pa3ka3Ba U MPaBUM
ckeuoBe mo Tax; “‘Kaxum cu pgymara” e
OCHOBHOTO HHU WIOYy, KOETO € “JOoHr-(popm”
MMIIPOBU3AIMS B YHUKArcku CTwiI  (HUE
paboTUM B YMKArCKU CTUJ - TaM a3 3aBBPIINX
oOydeHue) B rbpBaTa 4acT, ¥ UMIIPOBU3UPAH
MIO3UKBJI BbB BTOpara; U “lln3u Hlexcnup” -
€HO TIPE/ICTABJICHHE, KOETO € B CTUJI €3UKBT U
temure Ha Illekcup - Tam cb3maBame
€IHOYACOB CIOKET, KaTO OTHOBO BCHYKO €
uMIpoBu3upano. Pabotrs u pa3BuBaM enuH
€KUI OT TPO(PECHOHATHU aKTbOPH, KOUTO
UMIIPOBM3UpAT TMOJ pa3nuyHu Gopmu u
CTHJIOBE W C€ CTapaeM Ja pa3BHUBaMe TOBa
U3KYCTBO. Otnenno PBKOBOJS u
MMIIPOBU3AIIMOHHN  KypCOBE, KBIETO B
MoMeHTa uMma Haja 90 Kypcucra, KOUTO ce

I: Please present yourself and what do you do
in the theatre.

P: My name is Zlatin Tsvetkov and...what do |
do in the theatre? | created it and organize it in
any way - organizationally, creatively, etc. In
fact, | created a theatre group which at the
moment is named ShiZi Pro - a part of ShiZi
Pro Impro Theatre. We have a comedy club
where we make comedy plays. In the chamber
hall of theatre “Salza i smyah” we play every
Friday, so once a week we have a show, which
is improvised. During the years the group has
been existing, we created three unique shows:
one of them is “Otplesvane” (Digressing) with
a special guest who tells personal stories at the
moment, whereas we observe what he/she is
telling and make sketches about it. “Kazhi si
dumata” (Tell your word) is our main show
which is in a Chicago style in the first part (we
work in Chicago style, where | completed an
educational program) and improvisation
musical in the second part. The third one is
“ShiZi Shakespeare” - a show which is in the
style, the themes and the language of
Shakespeare - there we build a one hour plot
which is again fully improvised. | work with
and develop a team of professional actors who
improvise under different forms and styles and
we try to develop this art. A part of this, | also
manage improvisational courses where at the
moment there are above 90 students who have
been attending for different periods of time -
some of them less than a year, others - for 5-6
years. In addition, we make corporative events
by which we transfer the knowledge that we
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3aHMMABaT B Pa3JIMYHU CTENICHH - HAKOU Ca OT
M0-MAJIKO OT TOJIMHA, IPYTH - OT 5-6 TOAUHHU.
OtnenHo mpaBUM M KOPIOPATUBHU CHOUTHUS
ype3 KOWUTO TpeAaBaMe 3HAHUATA, KOUTO
“MaMe KaTo MMIIPOBH3AI[MOHEH TeaThp, KaTo
pabora B €KHII M TPYHOBO TBOPUYECKO
chrjacue.

W: 3amo pemu ga ce 3aHMMaBall ¢ ToBa?

VY: 3amoTo e eAuH BUA OTPOMHO MPHUATHO
MIPEIU3BUKATEIICTBO. A3 oOuvam
Mpen3BUKaTENICTBAaTa, 0OMYaM U HOBU HEllla.
A3 cpM mpodecroHalieH aKThOP U KaTO TaKbB
MHOTO MM XapecBallle YXUTCHCKU BCSKAKBU
pa3NuyHM TIIEAHW TOYKH. Mckax na yda
ncuxosiorusi, ¢uiaocopus - yUYUI CbM
YaCTUYHO, HO AKTHOPCKOTO MaHCTOPCTBO €
MPEBBILTBIIABAHE, KOETO € IICUXOJOTUS U
¢unocopuss Ha TpaKTUKA, WU CIEACHE HAa
YOBELIKA B3aUMOOTHOIIEHHUS - KaK paboTAT
XOpara IO TPHUHIHMI, KaK YyBCTBAT, KAaKBO
MucisaT. ToBa BHHArM Me € BBIHYBAIO U
MMIPOBHU3AIMATA € TBOpPUECKATa €HEPrHsl Ha
WHIUBUANTE, CIATA B €IHO ISJI0 - MPOCTO €
HEIl0, KOETO HE ChIIECTBYBa Apyrane. Tosa e
na pabOTUM CbC COOCTBEHHTE CH EMOIIHH,
MHUCIIM M 4YYyBCTBa, Ja TH H3JIaraMe Ipen
JpyTUTE, U JIPYTUTE J1a Ce OTHACAT KbM TAX
HEOCHIUTEIHO, /1a TH MPHEMaT U HarpakJaar
U TI0 TO3U HaUUH Pe3yATaThT € ChBKYIHOCT OT
BCHMYKH XOpa, KOMTO y4acTBaT. EnHa u chia
rpyna He MOXXe Ja HampaBH [B€ €IHAKBU
MPEJCTAaBICHUS €THO CJeN APYro, TOpH U Ja
HCKa - IPOCTO BCUYKO € Ha MOMEHTa, Jia ce
XBaHe MUTBHT. bHX Kazam, 4e € enuH BUj
TeaTpajHa rpyrnoBa MEeIUTAIHS.

N: ToBa 11 € OCHOBHOTO, KOETO pa3jinyaBa
TO3H TUI T€AThp OT KJIACHUECKUs?

V: Ha. Paborara B ekun 0e€3 CTpyKTypa.
CtpykTypa #Ma 4YacTUYHO, HO MHOTO
MUHHMAJTHO 3aJ0)KeHA - JaKe B ITOBEYETO
ciyyan Hsma. Pabotara ¢ MoMeHTa, CbC
CEeTalrHOTO TH OTHOIICHHWE - TYK M Cera ce
CllyuBa BCHYKO IpH TO3M BUJA Tearsp. B
JPYTHUS TEAThP € U3KITIOYUTEITHO PeKUCUPAHO,
penetupano, noapeaeHo. Hue ce ctpemum aa

have as an improvisational theatre, such as
working in a team and group creative
agreement.

I: Why did you decide to do this?

P: Because it is a kind of a huge and pleasant
challenge. | love challenges and new things. |
am a professional actor and as such | liked
different points of view. | wanted to study
psychology, philosophy and | studied them
partially, but acting is an embodiment which is
psychology and philosophy in practise, and
also observation of human relationships - how
people work, how they feel, what they think.
This has been always exiting me and
improvisation is the creative energy of
individuals merged in a whole - it is just a thing
which does not exist elsewhere. This is
working with our own emotions, thoughts and
feelings, to express them in front of others and
the others to treat them in a non-judging way,
to accept them and to build on them, and in this
way the result is the unity of all the people who
are involved. One group cannot make the same
show twice even if it wants to - just everything
is happening at the moment, to catch the
moment. | would say it is a kind of a theatrical
group meditation.

I: Is this the main thing which differs this type
of theatre from the traditional one?

P: Yes. Working in a team without a structure.
Sometimes there is partially a structure, but it
is minimal and in most of the cases there is no
structure at all. Working with the moment,
with your attitude at the moment - everything
happens here and now in this type of theatre. In
the other theatre everything is extremely
directed, practised, ordered. We are trying to
create the same quality, here and now,
emotions and partnership - so the individual is
a part of a whole which is “giving birth”. In the
other case the individual is a part of a whole
which has already “given birth” and the
product is ready and it is being offered,
whereas with us the product is the process. So
in general the product of the improvisational
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Ch3JaJIEM CBUIOTO KadyecTBO, TyK M cera,
€MOIIMU ¥ TAPTHHOPCTBO - TOECT UHIUBUJIBT €
4acT OT €AHO TOJISIMO ISJ10, KOETO paxzia; B
OpYrust cliydail MHAMBUABT € 4YacT OT €IHO
rojiIMO 15710, KOETO Beue € poAWIo U
MPOAYKTHT € TOTOB U CE Mpejiara, a npu Hac
MPOAYKTBT € Iponeca. TOoecT KaTo LsIo
MPOAYKTHT Ha MUMIIPOBHU3ALMOHHUSL TE€ATHP €
paBeH Ha Ipoleca, KOHTO ce€ cllydBa Ha
cueHara. ToecT 3puUTeNNUTE ca CBUAECTENU Ha
Ipolieca Ha aKTbOPUTE, a HE Ha pe3yJTaTa.

N: KakBu ca mnpenumcrBara Ha TO3H THII
TearTsp Npel TPAAULMOHHUA?

V: OtBapst MmHOTO ceTuBa. YoBek 3amouBa jaa
MHUCIIM HAa MHOTO PAa3jIMYHU IUIACTOBE U Jia
BJIM3a Ha IBJI0OYMHA B OTHOILICHUETO CH KbM
apyrusi. ToecT, NOHEXe HMIIPOBU3UpPAME,
KaKBOTO JIPYTUAT KaK€ WU KaKBOTO APYTHUST
HalpaBU, TOECT ISUIOTO MYy IPUCHCTBUE €
MarepuanbT, ¢ KOWTO pasnosiarame. Taka ge
€IMH JKECT WIH €Ha ymMa, KOATO HAKOU Kaxe,
MOXe J1a ObjJe BB3IpPHUETAa OT MEH [0 MHOTO
HAaYuHU M a3 CbM OTBOPEH IBbPBO Jla HE
OCHXJaM TOBa, KOETO MM Ka3Bar, a Jia ro
Bb3IpHeMaM 3a wucTuHa. Hamnpumep ako
OBPBUAT 4oBeK Kaxe ‘“Toro mu €’ a3
BB3IIpHEMaM, Y€ TOBa € BApHO. BTopo, na cu
Kak€ KaKBO BCBHIIHOCT MMa TOW MPEIBHUI U
KaKBO MM TIpejiara - Moxke 0u (uU3HuecKoTo
MOBEJICHUE € Pa3IUYHO OT Ka3aHOTO U a3 Mora
J1a Bb3MpHUEMa TOBA, KOETO € Ka3all, eMOLUATA,
C KOSITO TO Ka3Ba, MOBEJACHHETO, KOETO HMa
JIOKaTo ro ka3Ba. Taka ye a3 ce Hay4yaBaM Ja
aHAJIM3UpaM TMOBEYE U Jia Bh3IIPHEMaM MTOBEYE
OT ’KMBOTA CH €HU BUJ WJIHA OT HApTHUPAHETO
cu ¢ npyrute xopa. HaBnmmzam B mo-rossima
IbI00OYMHA HAa CBOOOJAa M Ha TBOpYECKa
eHeprus. ToBa € HSJKaKCH OCBOOOKIABaIIO
TBOpYECKATa MUCHJI U €HEPIrUsl 3aHUMaHUE.

W: 3Haum TOBA € IOJIE3HO U 3a TeO, OCBEH 3a
3purtenure?

V: W3kmounTenHo moJsie3Ho € 3a MeH. [Ipes
OCEMTE TOJMHH, MPe3 KOUTO C€ 3aHMMaBaM C
TOBa HEIIO, BUK/IaM OTPOMHA MPOMSsIHA B ce0e
CH 10 OTHOILLIEHUE Ha cBeTornena. [lo-orBopen

theatre is equal to the process, which is
happening on the stage. The spectators are
witnesses of the process of the actors, not of the
result.

I: What are the advantages of this type of
theatre to the normal one?

P: It opens a lot of senses. People start thinking
at many layers and to deepen their attitude
towards the others. So, since we are
improvising, whatever the other says or does,
all of his/her presence is the material we have
to work with. One gesture or word said by
someone can be perceived by me in many ways
and first, | am open not to judge what they are
telling me, but to perceive it as true. For
example, if someone says “It’s hot” I perceive
that this is true. Second, saying what he/she
really means and what he/she is offering to me
- maybe the physical attitude is different than
what is being said and | can perceive what he
is saying, the emotion which he/she is saying it
with, the attitude he/she has when they are
saying it. So | learn how to analyze more and
how to perceive more from my life or from my
partnership with other people. | enter into a
deeper level of freedom and creative energy.
This somehow releases the creative thought
and energy.

I: So this is useful not only for the public but
for you as well?

P: It is extremely useful for me. During the
eight years I’ve been doing this I can see a huge
transformation in me regarding my view
towards the world. I am more open, more
positive in general, | believe more in the others,
| am better at working in a team because of my
attitude towards the work and towards the
others. I can almost never say “no” to things
which have been said to me - | started believing
that everything that has been said to me, is an
opportunity. The other thing that is like a
benefit of improvisations, is that there is no
failure. Everything that is being said is not a
mistake - it’s a part of the whole and if I don’t
treat it like a mistake, it’s like intentionally
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CbM, MO-IIO3MTUBEH CbM KAaTO IISI0, IOBEYE
BSpa UMaM B JIPYTUTE XOpa, MO-I00bp CHbM 3a
paboTa B €KHII C OTHONIICHHETO CH KbM
paborarta u kpM apyrute. [loutn HE Mora na
Ka)ka He Ha Hellla, KOUTO MU Ka3BaT - 3all0YHaxX
Ja BB3MpUEMaM, Y€ BCSKO HEIIO, KOETO MU
ObJie Ka3aHO, € Bb3MOXKHOCT. J[pyroro, KoeTo
€ KaTo M3BOJ OT UMIIPOBU3AIMUTE €, Y€ HAMA
npoBast. Besiko HeIno, KOeTo € KazaHo, HsAMa
rpelika - TO € 4acT OT ILSUIOTO, U a3 aKo HE Cce
OTHACSIM KbM HETO KaTo TPeIKa, TO € BCE €THO
HapOYHO POJIEHO OT Hac Ta3u Beuep. Hue mo
TO3M HAYMH M3TpaXKJaMe MI0yTaTa CH - HEllo,
KOETO HE ITacBa Ha TOBA II0Y, a € IaJIEHO BhTPE
KaTO PEaKIUs OT HAKOM, HUE CE CTPEMHM J1a TO
BKapaMme B IUT0TO 1I0y. [1o To3u HaYuH HAMa
rpeiika, HsMa BOJEI] M HsAMa CieaBall -
BCHYKH BOJIMM U BCHUKH clieBaMe. A3 riegam
M Ha KMBOTA CH M0 TO3H HAYMH - KAKBOTO MHU
ce ClIyyBa HE € rpelka, He € mpoliem, a e
TOPYBO 3a Jia MPOJIbJKa HaTaThK, UMa ITOBOJT
Jla Ce CIIy4d 3a J1a MpOoJabKa HATaThK M Taka
ChbM MHOTO TIO-TIO3UTHBHO HACTPOCH.

W: Moskemn JI Jja ONUIIEII KakBO € 3a Ted
WHTEPAKTUBHOTO TEaTPaIHO M3KUBsIBaHE?
KaxkBo ce ciyuBa Ha crienara?

V: ToBa € ManKo KaTo Ja ONUIICII KaKBO €
¢yTOO0IBT: MMa €1HA TOIKA, TS € KpbIJla, puTa
Cce OT eOuH KpaK, MOXe Ja s PHUTHEN OT
BBTPEIIHATA WJW OT BBHINHATA CTpaHa, IO-
CWJIHO WJIH TO-CJ1a0o0, CIe0BATEHO TS MPaBU
paznuueH Buj mnapaboria, 3a Ja Blie3e BBbB
BpaTara - TOBa € TEXHUYECKUAT CMUCHI.
EMOIMOHATHOTO W3KMBSBaHE € BpB3Ka C
XopaTa - HH€ CM€ CBbP3aHU MEHTAIHO, BCEKU
€JIMH B 3ajlaTa ¢ CeJHajJ Ha OTIEIHO MSICTO,
KOETO € HOMEpHpaHO, Taka 4Ye HHE CMe
uapuBuau. (OOade, Koraro u3jiIe3eM Ha
CIleHaTa, HIMaMe YeTBbPTa CTE€HAa C Xopara u
CME CBBP3aHU C TIX; TAXHOTO NPHUCHCTBUE
3apek/ia HalleTo MpucheTBUE. M KakTo Ka3ax -
MPOIIECHT € TOBa, KOETO Xopara TieaaT B
UMITPOBU3AIMOHHUS TeaThp. ToecT Hue cme
CBBP3aHU ABJIOOKO ¢ MyOIMKaTa 1o JUHUS Ha
TOBa, Y€ TS HU IJIeJ]a KaTo KOHTIHOPH, KOUTO

made by us this evening.

In this way we build our shows - something
which does not fit the show, but it is given as a
reaction from someone - we try to implement
it. In this way there is no mistake, there are no
leading and following characters - we all lead
and we all follow. I look at my life in this way
- whatever happens to me is not a mistake and
is not a problem, but is a fuel to keep going,
there is some reason for it to happen - in this
way | am more positive.

I: Can you describe what is for you the
interactive  theatrical experience? What
happens on the stage?

P: This is like describing what football is: there
is a ball, it is round, it has been kicked by a
foot, you can kick it from the inside or from the
outside, stronger or weaker, in turn it makes
different kinds of parabola in order to get into
the door - this is the technical sense. The
emotional experience is a connection with
people - we are mentally connected, every
person in the hall is seated on a different spot
which is numbered, so we are individuals. But
when we go on the stage there is no fourth wall
between us and the public - we are connected
and their presence charges our presence. And
as | said - the process is what people watch at
improvisational theatre. In other words, we are
deeply connected with the public in a sense that
it watches us as we are jugglers who every
second will drop a skittle, or like we are
juggling with knives and every moment will
cut ourselves. They expect, they want us to
succeed - they came to watch an improvisation,
but they want it to be successful. In this way
we are connected in a sense that we are having
fun, we are trying to collaborate and to be good
partners, to have fun, and the result of our fun
is the fun for the public. But the connection and
the emotional experience is...how to say...like
an emotional bathtub: you are up, they are
down, but we are part of a whole which we are
creating together tonight. Each public brings
its own show. In the beginning [ “warm up” the
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BCEKH MOMEHT 1€ U3ITyCHAT HAKOS KerJia, Win
YKOHTJIMPAT C HOKOBE M BCEKH MOMEHT e Ce
nopexar. Te ouakBar, Te UCKAT HUE /1a yCIIeeM
- JONUTM ca Ja TJeNaT HMMIIPOBHU3AIUs, HO
ucKar Ja e ycremHa. [1o To3u HauuH HUe cMe
CBBp3aHM C TOBA, Y€ HHUE ce 3a0aBisiBaMe, HUE
ce CTPEMUM JIa CU MapTHUPaMe U J1a cMe 1I00pu
MapTHBOPH, J1a ce 3a0aBisiBaMe, M PE3yITATHT
0T HameTo 3abaBiieHUE € 3a0aBJICHHETO Ha
nybonukata. Ho Bpb3kara u eMOIMOHAIHOTO
U3KUBSIBaHE e..KaKk  Ja  Kaxa...KaTo
€MOIIMOHAJIHA BaHAa €: TH CH TOpe, T€ ca JIOIY,
HO CME 4acT OT €IHO LISJI0, KOETO CllyuyBaMe
3aeHO Ta3uW Beyep. Bceska myOnmka HocH
CBOETO IOy ChC cede CH - B HA4yalloTO Ha
MIPEJICTABICHUETO 3arpsiBaM IyOJIMKarTa, mpass
nuanor ¢ Hes. PazouBam To3u “Hue cme Tyk na
ryie/laMe - BU€ KaKBO CTE HANpaBmiIn?” MOJIET
Ha MHclieHe. Bue cre Tyk, 3a ga craHere
CBUJIETEJIM HA HaIlleTo OOIo 3a0aBieHHE, J1a
Ce OKBIIETE 3a€HO C HAC C TO3U €MOILMOHANICH
nym. KakbB e - He 3HaeM, HO Ce paJiBaMe Ja BU
BUJIUM U C€ paJBaMe J1a CU UTPaeM TYK 3aeHO
Y BUHATH PE3yATAThT € €IMH M CBIII - XOpara
W3NU3aT 3apeleHd EMOIMOHAIHO. 3alloTo
KOraTo WMa JOBEpUEe W TApTHUpaHE, UMa U
MO3UTUBU3HM, KOWTO HAMOCIEIBK HU JTUTICBA
KUTEHUCKH.

N: Kak ce gppxar Xxopara 1o Bpeme Ha
MMOCTAHOBKHUTE M 3a0eisi3al JIM CH HIKaKBa
pasznuKa MeXAy pa3IMuyHUTE BbH3PaCTOBU
rpynu?

VY: He muoro. Karo 15710 Hariara my6iuka e Ha
cpenna BB3pact 20 - 30 rogunu. Mmame
pa3IMYHUA XOpa, HO MPUSATHO JHOOOMUTCTBO
MMa BHWHArd mpu HoBHUTE Xopa. [lo-abadok
aHaJlu3 OT 3pUTEIHNTE Ha TOBA KAKBO CE CIy4YBa
AMaMe OT Te3M, KOUTO ca riemanu 2-3 mbTH.
Hukora HsimMa 4oBek, KOWTO Ja € pa3ouapoBaH
OT ITBPBUS ITBT - MTPOCTO € BIIEYATIIABAIIO TOBA,
KoeTo ce ciyuBa. [lyOnukara e aHraxxupaHa ¢
HAaC Karo BCE €IHO TIJieJla HEIo CHIIHO
PHUCKOBO, 3aIIOTO TSI HOCH Ch3HAHUE, Y€ TO HE
€ HarjaceHo, CJICJIOBATeIHO € PHCKOBAaHO, U
my0OiauKaTa ¥WMa OTHOIIEHHWE KBbM TOBa BCE

audience, | make a dialogue with them. I break
this “we are here to watch what you have done”
model of thinking. You are here to become
witnesses of our common entertainment, to
have this “emotional shower” together with us.
We do not know what kind it will be, but we
are happy to see you and play together and the
result is always the same - people come out of
the theatre emotionally charged. Because when
there is trust and partnership, there is also
positivism which we are missing nowadays in
our lives.

I: How do people behave during the shows and
have you noticed any difference between the
different age groups?

P: Not really. In general our public is aged
between 20 and 30. We have different kinds of
people, but there is always a pleasant curiosity
among new people. A deeper analysis of what
is happening for the public we have from those
who have been 2-3 times. There is never a
person who is disappointed from the first time
- it is just impressing what is happening. The
public is engaged like they are watching
something highly risky, because they know it
is not previously set up and therefore it is risky.
So the public’s attitude is like they are
watching an extreme sport. This is the attitude
which is different from the conventional
theatre - there the public goes to see the result
of the actors’ efforts and of what they wanted
to say, there is a clear message. Here, on the
contrary, the public comes and is as curious as
us about what is going to happen.

I: So this is something that motivates them -
the risk?

P: Yes, it engages them - the public is engaged.
I: I mean motivates them to come to the plays?
P: Yes - there are people who have come more
than 10 times for one show, which for
traditional theatre is very rare. Since we do not
repeat our shows, the experience is different
every time.

I: What else do you think motivates young
people to come to the theatre?
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€IHO TJieJJa HEeImO0 pPHCKOBAaHO - Karo
eKCTpeMeH crnopT. ToBa € OTHOLIEHUETO MPHU
Hac, KOETO € Pa3IMYHO OT KOHBEHIIMOHATHUS
TeaThp - B HEro MyOiHMKaTa OTHBA 32 J]a BHJIU
pe3yiTaTa OT HaTPYMBaHUATA M OT TOBAa KAaKBO
aKTbOPUTE Ca MCKAJIM Ja KaxkaT, UMa SICHO
nocinanue. Tyk uBa v € TOJKOBA JIF0OOMUTHA,
KOJIKOTO ¥ HH€ CM€ 32 TOBA KaKBO I11€ CE CIIYYH.
U: Toecr, TOBa € HEIIO, KOETO TM MOTHUBHPA -
TO3U PUCK?

V: Amdraxwumpa 1H,
aHTKHUpaHa.

N: NUmam npensui MOTHBUpA TH Ja WABAT HA
IIOCTAaHOBKHTE?

V: Jla - uma xopa, kouto ca uaBaiau Haja 10
IBTA 32 €IHO 10y, KOETO 3a JPYyro
MpeACTaBICHUE € royisiMa psakoct. [Tonexe
MPU HAC HE CE€ MOBTAPAT, U3KUBSIBAHETO €
Pa3IMYHO BCEKH ITBT.

N: Cnoopen Tebd KakBo Jpyro MOTHBHpaA
MJIAJUTE X0pa KOHKPETHO J1a MABAT HA TeaTbp?
V: AxrtyanHocTTta. 3abaBiIeHHETO € JHEC,
Xopara, KOUTO 0 UTPasT ca B JHCIIHUS JICH, U
HelaTa, KOMTO C€ CJIy4yBaT HEMHHYEMO ca
akTyanHu. Hue ce crpemum ga mnpaBuUM
CLICHUTE HH Taka, ge Ia ca
B3aMMOOTHOIIIEHYECKH - TOeCT (hOKycHpame ce
BBpPXY TOBa T€3W JBamara MAYIId, KOUTO
Ch3/laBaME€ BBB MOMEHTa (3allOTO HHE TH
Ch3/laBaM€ - HE 3HAEM KaKBO III€ UTPaeM KaTo
uznezem). Koraro mma criena mexnay aBama
YN HAE CME JIIOOONMUTHU KaKBU Ca T€ KaTo
XO0pa M Kak CH B3aUMOJICHCTBAT €IHU C JPYTH.
[To TO3M HauWH mNpenaBamMe HEIIO, KOETO €
aKTyallHO, a B3aMMOOTHOIIIEHUATA Ca BHHATU
akTyarHu. ChbIIl0 ¥ OTKpUBaMeE KaKBH Ca TOYHO
TEXHHUTE B3aMMOOTHOIICHUS - BHUHATH HIKOMH
1€ CE€ MPUIIO3HAE B TAX, T€ BUHATH III€ THPIISAT
pa3BUTHE U CTaBa OJU3KO A0 HAIIUTE MUCITH H
gyBCTBa. MHUCIIsA, 9€ TOBA, Y€ € aKTyaJHO TH
MoTHBHUpa na uaBar. ChIIO Taka U 3apsabT,
KOWTO aKThOPUTE HMaT - TO3M 3apsA]l Ha
“3a0aBHO MM €, JIO0ONMMTHO MU € -
MO3UTUBHU3MBT, KOHTO HMaMe B CaMOTO
MPEACTABJICHUE U B OTHOILIEHUETO CU KbM HETO

na - myOnukara e

P: The actuality. The fun is today, the people
who are playing are playing today and thus, the
things which are happening are undoubtedly
up-to-date. We try to make our sketches to be
relational - in other words, we focus on the two
people we are creating at the moment (because
we are creating them - we do not know in
advance what we are going to play). When
there is a scene between two people we are
curious about what kind of people they are and
how do they interact with each other. In this
way we transmit something that is up-to-date
and relationships are always up-to-date. We
also find out what their relationships are
exactly - there will be always someone who
will relate to them, the characters will always
develop in some way and this makes them
close to our thoughts and feelings. | think that
actuality motivates them to come. Also, the
energy possessed by the actors - this energy of
“it is fun, it is curious” - the positive vibes we
have in the show, and the attitude we have
towards the show and towards the public.

I: You mentioned development - do you think
that this type of theatre can develop
intellectually and culturally the young people?
P: If they practise it - yes. For watching - every
kind of theatre enriches people with
something. But improvisational theatre, as |
said, is a system of a way of thinking. It is a
system of thinking and behaving - non-judging
and collaborating are promoted. Not correcting
the thought of the other but the ability to
understand how you can use it and develop it
further, and your contribution is not being
judged either, but builds on the former and in
this way we are connected. So it connects and
makes people feel closer to each other, and also
makes them more positive. For this reason
these courses are very successful and many
different people keep attending them for a long
period of time, because they find something
which we already know we possess, but which
we miss in our everyday lives, and this is the
openness to each other and the trust that what
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Y KbM ITyOJIMKaTa.

N: Cnomena pa3BUTHE - CMSTAIl JTU 4€ TO3HU
THUII TEAThp MOXKE J1a pa3BUE UHTEIEKTYaTHO U
KYJITYpPHO MJIauTe Xopa?

V: AKO ro mpakTUKyBaT - Ja. 3a TrieJaHe -
BCEKM Tearbp oborarsaBa ¢ Hemo. Ho
MMITPOBU3AIIMOHHUAT Te€aThp, KaKTO Kazax, €
CUCTEMa OT HA4YWH Ha MUCJICHE - TS € HAYMH Ha
MUCJICHE U TOBEICHHE - HEOCHIUTEIHOCT U
napTHupaHe ce  npomortupar. Jla  He
KOpHUTHpaIll MUCHJITA Ha JPYTHs, a Ja BUIAMIL
KaK MOXXEII Jia s moJi3Bam 3a cede cu U Jaa
HaArpaJuill HEroBaTa, KaTo TBOST MPUHOC
CBIIIO HE € OCHXKIAH M Ce HAArPaxaa BHPXY
HEro M Beue cMe CBbp3aHu. ToecT Toil cBhp3Ba
U cONMmKaBa Xopara, U TH Kapa Jia ObJIaT 1o-
MO3UTUBHU. 32 TOBA U T€3U KYpPCOBE Ca MHOTO
YCHEIIHW W  MHOTO  pa3iiyHH  XOpa
MPOIBIDKABAT JBJITO BPEME J1a XOJAT, 3aI10TO
HaMUpAT HEMIO, KOSTO W3HAYAIHO 3HaeM, 4e
“MaMme, HO HU JIMIICBA B €KEIHEBHETO, U TOBA
€ OTBOPEHOCTTA KbM JIPYTHS U JOBEPUETO, Ue
TOBa, KOETO Ka3Ba, € CTOMHOCTHO WJIM TOBA,
KOETO C€ CIy4yBa MEXJy Hac, MOXe Ja Oble
usrpazneHo. Hue cme MHOro mpeamnasiuBH IO
JIUHUS Ha HAPAHEHOCTTA HU B KUBOTA WA TIO
JTUHUS HA HETaTUBHUS CH OIMUT B OOIIYBAaHETO
cH ¢ Xopa. Xopara UMat Hyk/a ja ObJar 9act
OT €JHO TO-TOJSAMO LAJIO U UMa HYXKJa J1a ce
3auuTa TEXHHSIT MPUHOC. B TO3W THUI TeaThp
TOBa C€ CllyuBa - XOpara ca TBOPYECKU
HACTPOEHW, AaHTAXWPAaHW Cca, 3aeIHO ca, U
3ayuTaT MPUHOCA €ANH Ha APYT KaTO CBOM.

N: ToBa nm € OCHOBHOTO, KOETO XoOpara
B3UMAT OT TO3U TUI T€aThP - TOECT CTaBaT IO-
OTBOPECHH €UH KBM JIPYT, COIUAIA3UPAT TI0-
JIECHO TIO MEXAY CH?

V: ToBa cbM uyBasl KaTO 0OpaTHa Bpb3Ka OT
XopaTa, KOUTO y4acTBaT B KypcOBeTe - TIO-
JIeCHO OOIlTyBaHe, TOBEYE AamaTH4HOCT, IIO-
roasiMa OCBOOOJEHOCT Ha MHCIUTE U
qyBCTBATa IO JTUHUS HAa U3PA3HHUTE CPEIICTBA B
KUBOTA. ETMH 4OBEK Naxe Kasza, 4e MOo-JIECHO
CH € HaMepuJ rapke. JIpyr kasa, 4e mo-JIecHO
Mpe3eHTUpa Mpea Xopa - IMO-OTBOPEH € U

he/she is saying is valuable or what is
happening between us can be built. We are
very cautious in terms of our vulnerability in
life or in terms of our negative experience in
communicating with people. People need to
feel as a part of a bigger whole and their
contribution needs to be valued. This happens
in this kind of theatre - people are in a creative
mood, they are engaged, they are together and
consider the contribution of the others as their
own.

I: Is this the main thing that people gain from
this kind of performances - they become more
open to each other, they socialize easier with
each other?

P: This is what I’ve heard from the people who
take part in the courses - easier
communication, more empathy, more freedom
in thoughts and emotions regarding the means
of expression in life. One person said it was
easier to find a girlfriend, another said that it
was easier to make a presentation in front of
people - he was more open, more freed.

I: Other positive things that this kind of theatre
can bring to young people?

P: Making people closer to each other - this is
already a lot. It makes them closer and more
positive to each other. Makes them
communicate more easily, to work better
together. To be able to hear each other - the
best quality which we develop actually and the
best quality which an improviser can have is to
hear what is been said to them and to perceive
what is been given to them, generally speaking.
Not searching or inventing things - we are
trying to give obviousness, but my obviousness
is a discovery for someone else. There is no
pressure for inventing something or for making
something really great - | feel that what | am
already giving is enough, because the other
person will hear it and will perceive it.
Otherwise our egocentrism always says: “I
have to be interesting, it must be good, it must
be cool...” - there is always a critic in each of
us. Therefore, improvisation theatre removes
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0CcBOOO/IEH.

W: JIpyru NOJOXHUTEIHU HElla, KOUTO TO3HU
THUII TEAThP MOXKeE J1a IOHEeCce Ha MilauTe Xopa?
V. CoOnuxaBa xopata - TOBa HE € MAJKO.
COnmmxaBa Tm W THM HAcTpoiiBa  IO-
MIOJIOKUTENHO eauH KbM apyr. Kapa ru na
o0uIyBar mMoO-JE€CHO, J1a paboTAT 3aeAHO TO-
nobpe. Jla ce uyBar moBede - Hal-I00pOTO
KauecTBO, KOETO pa3BHMBaM€ BCBHUIHOCT U
KOETO MOKE€ €JMH UMIIPOBU3aTOp Ja UMa, € J1a
yyBa, TOBa KOETO My OuBa JaleHo, Ja
BB3IIpUEMA TOBA, KOETO My C€ JaBa B I10-001I]
cMuchi. He na Thpcu miin 1a U3MUCIS - HUE He
ce cTpeMMM Ja u3MmucisMe Hewma. Hue ce
CTpEMHUM Jia JiaBaM€ OYEBUIHOCT, HO MOSTa
OYEBMJIHOCT € OTKpUTHE 3a HAKOU npyr. Hiama
ro HampeXeHWeTo OT TOBa, 4e TpsOBa 1a
WU3MHCIIS HEIIO M J1a HampaBsl HEL0 MHOI0
n00po - MMaM YCeIlaHeTo, Y€ TOBa, KOETO
JlaBaM, € JOCTaThb4yHO, 3all0TO JPYIUAT 1Ie TO
yye W 1e Tro Bb3npueMe. nHaue
€roLeHTPU3MbT HU Ka3Ba: “A3 TpsOBa a CbM
UHTEpeceH, TpsAOBa Ja € xy0aBo, TpsOBa /1a e
TOTUHO...” - BUHArd UMa €JIMH KPUTUK B HAaC.
Taka d4e  HUMIPOBHU3AIMOHHUAT  TeEaTbp
MpeMaxBa BbTPEIIHUS HU KPUTUK, KOETO ITBK
HU TpaBud M0-0CBOOOAEHU. MucieHEeTO B
KyTHSl € CBBbpP3aHO C TOBa, Y€ YOBEK CaM CHU
Cbh3/1aBa COOCTBEHATa KyTHs, COOCTBEHUTE CU
OTpaHUYEHUS - “TOBA € IPABUIHO, TOBA HE €
MIPaBUJIHO...TOBA € J00pe, ToBa He € nobpe” -
T€ ca My HacaXk/laHu OTBBH, HO M TOM caM cu
ru Hacaxnaa. B enun momeHt Bcuuko e OK,
IIPOCTO TpsiOBa J]a ce HACTPOUM KbM cede cH,
4e € Taka.

W: 3amo criopen Te0 € BaxKHO MIIAIUTE XOpa Aa
XOJIAT Ha T€AThP U KAKBO IPABUTE BUE 32 Ja T'H
npusieyeTe?

V: 3abaBnsiBaMe ce. 3amio € BaKHO J1a XOISIT
Ha Tearbp? 3allOTO € CBBP3aHO C JKUBOTO
obmyBane. lma Hema, KOMUTO HE Morar jaa
Obaar nperageHu WHTEJIEKTYaIHO.
EmornmonanHoTo Hu 0011yBaHe € 3aHUKEHO 10
JUHUS Ha WMHJIUPEKTHOTO HU OOIIyBaHe IO
BCUYKHUTE TaM...CMapT ypeau. A TOBa € TOIsIMO

that internal critic, which in turn makes us
more freed. Thinking in a box is related to the
fact that everyone creates their own box, their
own restrictions - “this is right, this is not...this
is good, this is not” - they have been imposed
from the outside, but also from the person
themself. In one moment everything is OK, we
just have to set ourselves that this is the case.
I: Why do you think it important for young
people to go to the theatre and what do you do
in order to attract them?

P: We have fun. Why is it important to go to
the theatre? Because it is related to the “live”
communication. There are things that cannot
be transmitted intellectually. All of the smart
devices that are developing right now reduce
our emotional communication, we
communicate indirectly. And the emotional
communication is a real treasure for humanity
- to be able to express our emotions, to touch
the other, to connect to the other not only
through a dialogue, but also through
emotionality. And the theatre is a place where
one can stop, shut up, stop talking about
themself and expressing themself and their
thoughts, stop chatting, etc, and to permit to be
emotionally moved. Because the aim of every
theatre is to touch emotionally each spectator.
The “purification” of Aristotle, this catharsis
happens through a strong emotion and the
theatre is there to create emotions. This
unification of the public and the unification of
the actors and everything that happened in
order to create a certain show, conventional or
not, this emotional connection that is being
created develops us as people, makes us
complete human beings and increases our
capacity. For this reason I think it is important
for young people to go to the theatre.

I: What are in your opinion the expectations of
young people from an interactive play?

P: To have fun. To be surprised. To take part
in it - I think people love to take part and some
of them come to take part. To be part of
something which is happening at the moment.
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00raTcTBO Ha YOBEYECTBOTO - YOBEK Ja MOXKE
Ja C€ Hu3pa3d EMOLMOHAJIHO, J1a JOKOCHE
JOpYTHs, 1a CTUTHE JI0 APYTus - HE camo 4pe3
JAJIor, a ¥ 4pe3 eMoluoHainHocT. U TeaTbpbT
€ €JIHO MSCTO, KbJIETO YOBEK MOXE J1a CIIpe, Aa
MJIBKHE, J1a CHpe /1a TOBOPH 3a cebe cu U Jia
u3pazsiBa ce0e CH U MUCITIUTE CH, J1a YaTH U T.H.,
U Ja ce OCTaBU Ja OBJe EMOIMOHATHO
pa3lBMKEH. 3al0TO LIEJITa HA BCEKU TE€AThp €
Ja JIOKOCHE €MOIIMOHAJIHO 3pUTENs CH.
“IIpeuncTBaHero” Ha ApHUCTOTEN, TO3HU
KaTap3uc, ce MojyyaBa ype3 CHJIHA eMOLIUs, U
TEeaTbpbT € TaM, 3a Ja cb3Aane emouus. Tasu
3a€IHOCT Ha NyOJMKaTa U 3aeAHOCT Ha
aKTbOPUTE, U BCHYKO, KOETO C€ € CIIy4uJIO
npeid TOBa 3a Ja C€ Ch3AaA€ €IHO
MPEACTABICHUE - KOHBEHUMOHAJHO WJIU HE,
Ta3u eMOIMOHAIHA BPB3Ka, KOSITO CE Ch3/1aBa,
HU pa3BUBa KaTo Xopa, MpaBU HU MO-
M3IBJIHEHU YOBEIIKH CHIIECTBA M yBEIMYaBa
KarnauTeTa HU. 3a TOBAa CMATaM, Y€ € BaKHO
MJIQJUTE 1a XOAST Ha TeaThp.

N: KakBu ca cmopen 1e0 OyakBaHUATA Ha
MJIQJUTE XOpa OT UHTEPAKTUBHHUS TeaTbp?

V: Jla ce 3abapnsBar. /la ObgaT M3HEHAIaHMU.
Jla ce BKIIOYAT HSAKOU OT TAX - MHCIHS, 4e
XopaTa o0HuaT Ja ce BKII0YaT U HSIKOU OT TSIX
WJBaT, 3a J1a ce BKIouBar. [la 6b1at yact ot
HEII0, KOETO Ce CITyuBa B MOMeHTa. Mucis, ue
MJIAUTE XOpa, KaKTO BCAKO YOBEIIKO
CBIIIECTBO, UMAT HYXKJa OT Bpb3Ka C APYrH
Xopa, UMaT Hyxkna na Oopnar npueru. Mwmar
HYyXJa Aa ObJaT HachpyaBaHU - MHOTO OT Hac
UMaT HyXJa OT ToBa. Miu mo-ckopo npueru
TaKWBa, KakKBUTO ca. /la uyBaT no-manako “ue’’-
Ta. “ToBa He e Taka, ToBa HE MOXE Ja
ctane...”. ToBa ca rosemMu OMYOBE HA HAIIETO
BpeMe U UJBAT OT JIPYro Bpeme (CMsIX).

N: Kaza  Bpb3ka, CIOMEHa  CMaprT-
TEXHOJIOTHUTE - KakBa € pasiuKara MeEXIy
OHJIaMH M o¢uiaifH 001yBaHeTO?

V: OunnaiiH OONIIYBaHETO € HWHTEJIEKTYaTHO
oOmryBaHe, 3allOTO TpeaaBaM Ype3 TEKCT
CHOOIIIEHNE Ha JIPYT YOBEK; a3 HAMaM HYXIa
Ja ce u3pa3si eMOLMOHATHO U ChOTBETHO HE

I think that young people, as any human being,
need relationships with other people, they need
to be accepted. They need to be stimulated -
many of us need this. Or maybe just accepted
for who they are. To hear less “no”-s. “This is
not right, this cannot happen...”. These are big
whips of our time and come from another time
(laughs).

I: You mentioned connection and the smart
technologies - what is the difference between
the online and the offline interaction, in your
opinion?

P: Online interaction is an intellectual
communication, because | transmit a message
to another person through text; | do not need to
express myself emotionally and thus I cannot
receive an emotional reaction. When | receive
a message | decide what stands behind it. In
fact, behind a “Hello” I can imagine
“Hello”(with a rude tone) or “Hello”(with a
nice tone). These are two different things. The
emotional communication is completely
different, the emotional connection between us
IS very strong, but when we do not have an
access to it or we restrict our access to it, then
we are not that flexible. And nowadays, in my
opinion, the only quality which should be
trained is the adaptability, the flexibility of a
person. Given that everything is developing so
fast, things that were important five years ago
are not important today and things that are
important today will not be important after five
years either. So if | train something, it is better
to train the ability to be OK in different
situations and not being knowledgeable about
everything. | cannot understand everything,
but I can make myself flexible and reactive to
the movement, to the happening of the things
around me so that I am OK with myself. When
I am OK with myself and when | know that
everything is a present for me, | perceive it this
way and | tune myself towards the world in this
way, and this flexibility will bring me a lot of
dividends in the future. There is flexibility also
in communicating with the others - how | can
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MOra Ja Tojlyya €MOIMOHAllHA peaKIusl.
Koraro momy4ya choOmeHue, a3 perraBam
KaKBO MMa 3aJ] Hero. B uHTepec Ha uctTuHara B
enno “/1o6bp men!” mMora aa cu npeacTaBs, ue
e “Jloobp nen!” (rpy6o) wnmm e “Jlo0sp nen!”
(mmno). ToBa ca [Be pa3IUyHUA HelIa.
Emounonannoto  oOuryBane €  ChBCEM
pa3IYHO, EMOIIMOHATTHATA BPB3KA MO MEKIY
HU € MHOTO CHJIHA, HO KOTaTo HAMaMe JJOCer 10
Hesl WM OTPaHUYHM JIOCeTa CH JI0 Hesl, ToraBa
HE CM€ I'bBKaBH. A B HallM THU MOXe Ou
€IMHCTBEHOTO KAa4eCTBO, KOETO CH 3aCITy)KaBa,
copen MeH, Ja Oble TpeHUpaHO €
QIAITUBHOCTTAa W T'bBKABOCTTA Ha 4oBek. [1o
JUHUS HAa TOBa, Y€ BCHYKO CE€ pa3BUBa
W3KJTFOYHATEITHO O30, HEellla, KOUTO Ca Bayalln
MpeIy MeT TOJUHHU CHUpAT Ja Baxar JHEC, U
HEIllla, KOUTO BaKaT JHEC, CIie] TET TOJUHU
ChII0O HAMA Ja BaxaT. laka dYe a3 ako
TPEHHpPaM Hello, MMo-100pe Ja TpeHUpaM TOBa
na ceM OK B paznuyHu cUTyaluu, a He a CbM
KaTerOpUvHO HAsICHO ¢ BcMuko. He mora na
BB3MpUEMa BCUYKO, HO MOTa Jia Hampass ce0e
CH JJOCTaThYHO TIACTUYCH U PEIICKTUBEH Ha
JBUKEHHUETO, Ha CIIyYBAHETO Ha HEelIaTa OKOJIO
MeHe, Taka de 1a ¢cbM OK cbe cebe cu. Koraro
cbM OK cbc cebe cu u 3HaAM, Y€ BCHUYKO €
MOJIapbK 33 MEH, IO BB3MpHEMaM Taka U Ce
HacTpoiiBaM Taka KbM  CBeTa, Tasu
TJTACTHYHOCT I1I€ MU HOCH MHOTO JIMBUJICHTH B
obaemie. J[a He rOBOpUM, Y€ MIACTHYHOCT UMa
U B OONIYBAaHETO - KakK OOIIyBaM C JPYTHS.
ToBa e ocHOBHaTa paznuka Mexay oduaiiH u
OHJIaliH OOIIyBaHETO - EMOIMOHAIHOCTTA,
AQHTKUPAHOCTTA, BU3YAIHUAT KOHTAKT aKO
ITIETIL...BB3IIPHEMAaHETO HA  pa3IUYHHTE
CUTHaJIM M YMEHHUETO Ja TW pasmudposar.
ToBa e orpoMHO O0oraTcTBO Ha O0IIYBaHETO. 3a
MEH Jla)Ke € MHTEPECHO KaK To pa3felsil Ha
OHJIaWH ¥ o(ialiH 0OITyBaHe - OHJIAH 32 MEH
HEe € oOmyBaHe - TO € HIKaKbB BHI
KOHTaKTyBaHe, OOIIyBaHETO € MHOIO IIo-
IBIOOK TEPMHUH - HEMIO, KOETO MMa MHOTO
ClloeBe BBB ceO€ CH, a OHJIAH € MPOCTO
KOMyHHKarus. ToBa € Malko Kato OHO

communicate with them. This is the main

difference between online and offline
communication - the emotionality, the
engagement, the visual contact if you

want...perceiving the different signals and the
ability to decrypt them. This is a big treasure of
communication. It is even interesting for me
this division between online and offline -
online for me is not communication - it is a
kind of contacting, whereas communicating is
more complex, something with a lot of layers.
It is like bio food and non-bio food - why do
we call the former bio when this is the true food
and the other should justify why it contains
chemicals...

I: What do you think will “make” young
people go to the theatre more often in general?
P: Good question. | have participated in events
supposed to be for young people, but created
from older people, even seniors sometimes.
There is a huge gap. What we create should
be...again things circle around one thing: if this
is applicable for nowadays, if it is up-to-date,
if the theatre tries to touch things that young
people are interested in, here and now. What
interests young people? | do not know, this is a
wide range...some of them are interested in
drugs, alcohol and problems like this, others
are interested in their career opportunities here
or abroad, others in...they will say. But for sure
what is being created should be current. In
order to engage a young audience, in any case,
what is being created should be funnier than
the things which are happening to it outside.
For me, globally, dramma does not have a big
place...I mean it will always have some place
and enriches people, but what is popular for
today is the comedy content and it brings more
value. | think with comedy you can express
important issues - merely daily, whereas
dramma is on a higher emotional level. People
need to be entertained, what they see to be
current and to feel a part of it. And how to
attract young audiences - maybe with more
advertising through the channels they use.
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XpaHHUTE U HE-O0MO XPaHUTE M 3aIl0 HapuIame
eMHUTe OMO, KaTO T€ Ca UCTUHCKUTE XpaHH, a
JIpYTUTE TpsiOBa Ja ce OMpaBIaBar 3amio B TAX
“Ma XMMUKAaJIH.

N: Cnopen 1ed kakBo 1me “Hakapa’” MIIQJIUTE
X0pa J1a XOJIAT M0-YECTO Ha TeaThp KaTo 15107
He camMo Ha MHTEpaKTUBEH, a ¥ 11O MPUHIIUIT?
VY: XybaB Bbmpoc. YyacTBaJl ChbM B HeIIa,
KBJICTO CTaBa BBIIPOC 3a MJIATU XOpa, HO ca
Ch3JIaJICHU OT BB3PACTHH XOpa, Haxe B
HampeAHasa  Bb3pacT. Mma  orpomHO
pascrosiHue. Haii-mMajkoTO, TOBa, KOETO
ch3/laBaMe, TpsAOBa Ja ObJe...NMaKk Hemara ce
BBPTAT OKOJIO €IHO M CBIIO HEIIO: aKO TOBA,
KOETO Ce MPaBH, € aKTyaJ HO 3a HAIIH JTHU, aKO
CTPEMEXbT Ha TeaThbpa € Jla JOCTHTHE [0
HeIlla, KOUTO BBJIHYBAT TO3H TUIl ayIUTOPUS,
TYK M cera - KakBo I'i BhiIHYyBa gHec. KakBo
BBJIHYBA MIIAJIUTE XOpa - TOBA € J0CTa IIUPOKO
MOHSATHE...cIHA CE BBIHYBAT OT HAPKOTHIIH,
QJIKOXON U TOJAOOHU MpoOJieMHU, IPYrH ce
BBJIIHYBAT OT Bb3MOXXHOCTUTE CH 32 Pa3BHUTHE
TYK WU B 4yKOUHA, TPETH C€ BHIHYBAT OT...T€
e cu kaxar. Ho cbc curypHocT TOBa, KOETO
ce ch3aaBa, TpsiOBa Ja € akTyalHo. 3a Ja ce
aHTXUpa MJIaJa ayJuTOpHs, TPU BCHYKO
MOJIOXKEHUS TOBA, KOETO Ce Ch3/1aBa, TPsOBa 1a
€ 1M0-3a0aBHO OT HelllaTa, KOUTO UM CE CITyuBaT
HaBBH. 32 MEH B CBETOBEH Mamad apamara
HSMa MHOIO MSCTO...TOSCT TS BHUHAruh HMa
MSCTO U 000raTsBa, HO aKTYaJTHOTO 3a JIEHS
CIIOpe]T MEH € KOMEIMIMHOTO ChIIbPIKaHUE U TO
HOCH TOBeYe CTOMHOCT. C KOMeIusi MO,
CIOpe]T MEH, Jia U3pa3uill HaboJeIH BBIIPOCH -
YHICTO €XeIHEBHHU, JOKATO ApaMaTa € Ha eJIUH
MO-BUCII E€MOIIMOHAJICH eTal. Xopara umaT
HYKJa J1a ce 3a0aBIsBar, TOBa, KOETO BIK/IAT,
Jla € aKTyaJlHO, U JIa Ce YyBCTBAT YacT OT HETO.
A wuWHaye Kak Ja ce TMpuBIeYe MIajaara
ayJIUTOpHS - MOXKe OM C TMOBeue pekyiama 1o
KaHaJIUTEe, KOMTO T€ MOJI3BaT.

ub




76

Participant: Anonymous, stand-up comedy actor and organiser
Interviewer: Ventsislava Antova

Date: 10.05.2018

Duration: 22:36 min

I: Please tell me a bit about yourself - what do you do?

P: I'am a comedian and a comedy booker. That means that a part of performing myself in a comedy
capacity, | also organise events and book comedians for these events. So mostly this. | used to be
a student, but now it is time to be in the real world (laughs) and do something I actually enjoy.

I: And you do interactive theatre, right?

P: Yes - stand-up comedy can be very interactive which is incredibly fun. It makes it a very genuine
experience for the people sitting in the audience - makes them feel more real, more present than
watching a video in youtube, watching a netflix - in this sense it is more engaging, definitely.

I: How exactly do you include the public?

P: You include the public by addressing them directly, often. You can do that, for example as an
MC in comedy nights, you first welcome the audience, you kind of speak to them indirectly, but
as an MC it is very important to get to know the audience first. So you pick up 2-3 people from
the public, talk to them - ask them who they are, what they do, and then use that material to
conceive a joke, but a joke that also connects with the whole audience. So what you do next is to
take something that they have experienced and you might have experienced and use a joke that
you already have in mind, or make it out of something you notice about the person who speaks.
So for example what are they wearing, do they have an interesting name...that is very direct, very
immediate, and people respond straight away. Because there is always someone with a strange
name or a strange look or a very interesting job they do - something like that. So there are a couple
of ways to do that - directly one-to-one or addressing the entire audience.

I: OK. And how can you describe this experience? What is this for you in terms of feelings,
emotions?

P: If you are in the moment and you are not in your head very much, it can feel very genuine, and
that is very nice. There is an almost electric energy between you and the audience, especially when
you get a reaction from the audience as well - so it is not just one person, but the entire audience,
and everyone shares that moment. And that is what makes live performances with interaction a lot
more compelling than just watching something on the screen. This is what I think it is the big
difference - the energy, the electricity of interaction.

I: How is it different from normal theatre?

P: Well, | have been in plays myself, which were not necessarily interactive, and well...the
difference that you have with the play is obviously you sit there and just watch the show as it is. It
might be live in front of you, but in a way it is not much different than sitting at home in front of
the TV screen. If you walk away - you can just walk away and the show will continue, but when
comes for example to stand-up comedy, when someone stands up and walks away - you have to
address it, because everyone notices it. And that is what keeps you sharp, it keeps you thinking
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that anything can happen at any point. And that is also what heightens the moment itself. So in
that sense the difference is that it is much more engaging than just sitting and watching something
and as a result you leave the theatre with a stronger sense for having seen something. You can still
watch a very good show, you can still see something that is a good theatre piece, but at the same
time if you watch something that you have been drawn in to, it makes it a stronger memory and it
is definitely something that sticks to you longer.

I: | suppose you have different audiences - have you noticed different behaviors among young
people and older people at interactive plays?

P: Hmm...it depends. You always have different kinds of young people and old people, there are
so many variables that could happen. You never know what kind of audience you have. With some
people you can kind of judge it - if someone is sitting with their arms crossed or their legs crossed,
you get the feeling that they are kind of closing up from the show - it is a bit of a psychological
cue, but you can use that to loosen them up again, just by addressing that: “Hey, you have a funny
hat” or “Hey, you’ve got your arms crossed.” They notice it, because they might have not noticed
it themselves before that and this relaxes them or at least puts them on the spot and the rest of the
audience notices it too. And this, once again, makes it more engaging. When it comes to
differences, it really comes to more of a difference per person and per event. If you do a show in
front of a bunch of drunk people on a Saturday night, you are going to get a very different energy
than from a bunch of students who are sharp and awake in the early evening, for example. It is
very different kind of energy because people either have alcohol or are in different mindsets. If
you do a company gig in the afternoon people are like “Oh, we have to sit here because the boss
wants us to sit here” so it might take away from the performance. If people are drunk, for example,
they have much (inaudible) so there is a lot of childish stuff from the audience as well, which can
be good for the show but it can also take away from it if it becomes too much. So it varies
incredibly...there are some older people who can be very engaged in the show and there are some
young people who can be very detracted. So | guess there are some stereotypes, but they are not
that many differences. So it just depends on how the people are feeling and what the occasion is
and...how much they have been drinking (laughs).

I: So you would not divide them by age, but rather by personality and situation?

P: Yeah, definitely - | would do it more by personality and occasion especially. If for example
some people do it outdoors for picnics (they have been booked for a picnic gig) and... well, if you
are sitting outside when the weather is beautiful - no one is listening to you (laughs). People are
there to enjoy themselves, to enjoy the sun, the food, the company and are not really listening to
the show. So in this case you have to work harder to engage them in the whole thing. But if people
come specifically to the theatre to watch the show, then it is much easier to engage them, because
they came with the intent to laugh. If it is a company gig - yeah, they might be there because they
have to and you might have to get them to like the show. Yeah, it is mostly occasion, I think, and
how much people have been drinking - definitely.

I: Focusing on young people now - why do you think it is important for them to go to the theatre?
P: Well...by chance we are recording this a few days after Childish Gambino released his “This is
America” video and...that is very powerful. It is really engaging when it comes to critiquing
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America in that sense and how they deal with violence, media and stuff like that. That is a form of
art and theatre in that sense is also a form of art that can stimulate people to think - about their own
lives, about society in general...but comedy in my sense, which is my “bread and butter”, is meant
to make people laugh, it is just a moment to relax, but also a moment to share each other’s energy,
stories and that kind of things. So the importance of it comes mostly as a social occasion - it is a
moment to be with other people, not to be with yourself all the time, but also to be social outside
of your personal bubble. You can meet, for example, someone who has completely different
thoughts from yours, a different view of the world, and telling their story from their point of view
might stimulate you to see things in a different way. It might be a very clever way, it might be a
very harsh way, but it still stimulated you in a way to see things differently. So that is why I think
it is important - because you see more than your own worldview and especially for young people
to see more, think more and see what other people think as well. So that would be the main
important thing - to see different points of view.

I: So this is what motivates young people to go to the theatre and to your performances in specific?
P: Hmm...why people come to the shows is...well, since it is stand-up, people mostly come to
laugh, to have a good time. Because you can just see things on YouTube, Netflix and that kind of
stuff - there is more than enough content out there, but I think people come out first of all to be
with their friends, family or whoever they go to the show with - so it is a social occasion. But then
if you can make them laugh - that is even a deeper connection than just sitting and talking.
Laughing together is a very social thing. When you are sitting at home watching a Netflix comedy,
you might laugh out loud a few times, but if you are in the room itself - you laugh so much louder,
because there are a hundred people laughing with you and you feel all this energy that is coming,
because laughing is a social event and that loosens people up, it brings them together. So | think
that is one of the main reasons people come - to laugh, to be social and to feel the energy that
otherwise they will not feel in their daily lives.

I: You already mentioned some of the benefits of this kind of theatre - can you think of something
else? What young people in specific can get from interactive theatre?

P: Yeah, | already mentioned a couple of things. The laughing - it releases endorphins in your
brain, it relaxes the body, relaxes the muscles...so also physically is very beneficial...medically
beneficial. It is a social interaction - so it can prove your...not social standing, but your
relationships with friends, family, people who you have never met before - gives you an
opportunity to meet new people...and really opens up when it comes to the performances
themselves. It is the opportunity to see things from a different point of view. That can be difficult
sometimes if the person brings it in a certain way, but it is always good to see it (inaudible), because
that, | think, is one of the big shortcomings right now - everybody is kind of grounded in their
points of view, everything is been hammered into the ground with steel poles and there is no
moving, while there might be actually other realities out there that we do not experience because
we are not someone else. And I think that is one of the biggest things which this can bring - through
the medium of laughter, which is a more accessible way of bringing bad news, or sad new, it still
opens you up to it, because comes with a laugh. It kind of disarms the negativity a little bit.

I: It gets you out of the box.
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P: Yeah, exactly. It definitely makes it more palatable if you bring it with a joke than instead of
just a hard statement. So those | think are the main benefits, definitely.

I: How do you attract young people to come to your shows?

P: Well...(laughs). That is hard to say, honestly...I think a lot of people are already drawn to
something as accessible as comedy, because everybody knows what stand-up is, people have
grown up with it...from back in the day they know stand-up from different comics and now
YouTube videos went viral and certain comedians they have already seen or heard...so everyone
knows the concept of stand-up comedy. | recently spoke to someone who said that it was easier to
go to a comedy night than to go to a play, for example. Because you know you have to sit there
for two hours, look at the story and only if you are really interested in the story, it might take you
along for the ride, but because comedy can be so engaging, so interactive, so new, because you
have no idea what is going to happen. For example if you are sitting in the front you are like “Oh
goodness, please don’t pick me up” (laughs). So that fact - the laughing, because everyone enjoys
a laugh. And secondly - the accessibility. It is already a known thing and laughing is a very simple
method to get people in. It is still difficult to get people off of their couches, but I do think that
people eventually want to come out of themselves, if they are interested. When comes to students
particularly - if the price is low enough- it would draw them out to (laughs). So it is a matter of
connections, accessibility and a very low threshold to bring them in - if it is just a few euros to get
in - it is not a problem, it is not going to eat of your tuition money or anything. You can look
around at the street and find 3 euros laying on the ground and you can go to the show (laughs). So
| think that low price, the fact that comedy is so accessible and the fact that is so known already -
this makes it easier for people to come to the show and it is kind of what we work with very much.
I: So given the fact that is so interesting, different and engaging - do you think it can increase the
interest of young people to the theatre in general?

P: To all kinds of theatre?

I: Yes.

P: It could...it could, but the thing is that people already have a preconceived idea of what a play
is. People expect that is is going to be like “OK, we are going to sit here and watch what is going
to happen in the next three hours.” People do not expect it to be interactive. When it comes to
comedy people have seen (inaudible) being destroyed on YouTube for years, so they know that
there is interaction already and that is what can make it a little more exciting, because they know
it is there. If they know it is just a play, then just expect to sit there and watch the show. So I think
it might be an image change that might have to happen there - that it becomes an actual interactive
play, that people know it is interactive, before it will draw more people to it.

I: So do you think the future is more in interactive theatre than in normal theatre?

P: It kind of swings, I think - historically speaking. It goes up and down. Hypes change - every
few years there is a new hype. There was a time when people just wanted to relax - they wanted
just to sit at home, do everything at home. Especially when it comes to Netflix - you did not have
to go to the video store to pick up a DVD anymore, you can just sit home and watch whatever you
want. This kind of disengaged you to go out and do something when you can sit comfortable in
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your chair. So it may vary, because since now everything can be done at home, people start to miss
the social interaction of going out with friends for a few drink or to see a show...

I: Especially with the new technologies developing...

P: Yeah, exactly. So it is always a matter of ups and downs where if something becomes too much
people react. So I think it will vary in time to time. | think to a certain point it is possible, but then
it can also swing the other way again if it becomes too much. So...yeah, it could help a bit, but it
is kind of hard to get the image of general plays becoming more engaging unless people know they
are. For example a lot of people go to musicals that they know, like “The Lion King” - everyone
knows that one or what is it...”Fiddler on the roof”. People go to this kind of performances because
they know the name, they know what the story is, they know what to expect. With stand-up it is
kind of the same thing - they know there is going to be a laugh. But if it is Shakespeare they know
they will be sitting there for three and a half hours and listening to Hamlet, you know...so you
know that it is not interactive. So you have to...well, this image has to change.

I: By the way talking about Shakespeare - | know they are already interactive plays inspired by
the themes of Shakespeare, which are also comedies...so | think it can be done.

P: Yeah, it is definitely possible - you can adapt many classical plays to become more interactive.
But then the question would be if you just sell it as an interactive thing - would that draw people?
That might be difficult to measure. Because if we have on one hand just one traditional play, let’s
say (inaudible) and on the other hand we have the same play, but interactive, | do not know if that
would change the audience numbers directly. It could, but | would not bet on it and could not give
any insights directly. It is difficult to say. (Pause)
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P: So | was saying that if you are on the stage and you are performing your show, and you notice
the energy is a little bit low in the audience - they are in the show, but are not fully engaged just
yet, and if you “inject” interaction with an audience member and it goes well and you get a good
reaction from the joke that you tell - it heightens the rest of the show as well. It suddenly feels
more live - it is actually happening in front of the audience and just elevates the entire show. So in
this sense interaction can turn a dying scene into a living scene, to an explosive scene if it goes
really good.
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Original version (Bulgarian)

English version

N: Mons na ce mpencraBuIll U C KaKBO CE€
3aHUMaBall KbM MOMEHTA.

V: Ka3zBam ce Maptun ['aHueB 1 B MOMEHTa
paboTs BBB (uUpMa, KOATO Ch3JaBa OHJIAIH
KYpCOBE.

N: Konko yecTo XOIMIl Ha TeaTbp M 3aIlo TH
XapecBa/He TH xapecBa?

V: Beaubx B Mecella, HaoCJIeIbK MaJKo I0-
pSAIKO, HO HA MEH MU TpsiOBa MPOCTO Jia ce
cpemaM ¢ HUCTOPUM,  pa3IMyHUd  OT
€XKETHEBUETO MM U TEATHPBT € €JHO OT TE3U
MecTa, KbJIETO MOTra J1a BUJS TaKuBa UCTOPHU
U 3a TOBAa CE€ ONUTBAaM Ja XOJs KOJKOTO ce
MOJK€ 110-YeCTO.

N: KakBo Te MOTHMBHpPA/BB3NpEMATCTBA [
XOJMII Ha TeaTbp?

V: 3a MoTuBanusATa - TOBAa, KOETO Ka3ax B
npenHus otroBop. KakBo Me Bb3mpensTcTsa -
Hail-eeye paboTa WiIM  yac/BpemMe Ha
IpeJcTaBiIeHne - Moke 6u camo ToBa. Ho He
OuMX Ka3aj, ue ca Cpe/icTBaTa.

N: Tu cu Oun Ha MHTEpAaKTUBHA ITOCTaHOBKA -
Kak O omucai U3KUBSBAHETO?

VY: MHoro e xy6aBo - Ho-pa3jIfyHo € U HE 3HaM
TOYHO Jajdu OUX IO HapeKb] TeaTbp, HO €
Xy0aBO YOBEK J1a ce pa3BepsiBa, Jja Ce Cpela
C XOpa, KOUTO HE IO3HaBa M Ja M3MIaJa B
CUTYalluy, KOUTO ca My HESCHHU, OT BpeME Ha
Bpeme. HTepakTUBHMAT Tearsp € €IOHO
TaKoBa HEMIO.

U: Tlo kakBO TO (M3KUBSIBAHETO) CE pa3IMyaBa
OT TPaJULMOHHHUS TeaTbp?

VY: IIspBo - mo ywyacTueTro Ha MyOiMKara.
Bropo - He O6ux Ka3an nuIicata Ha CLUEHApU,
HO [IO-CKOpO JMIIcCaTa Ha TOYHOCT B
JeMCTBUATA U Ha TOBA Y€ BCUUYKO CE€ CIIyuBa B
MOMeHTa -  OykBamHo. B Tearwpa
(TpaAMLIMOHHUS) HMIIPOBHU3AIMATa € €JHa

I: Please present yourself and what do you do
at the moment.

P: My name is Martin Ganchev and at the
moment | work in a company which creates
and releases online courses.

I: How often do you go to the theatre and why
do you like it/do not like it?

P: Usually once a month, recently less often.
But what | actually need is to see stories
different from my everyday life and theatre is
one of those places where | can see this kind of
stories and for this reason I try to go as often as
I can.

I: What does motivate you/stop you from going
to the theatre?

P: For motivation - what | said in the previous
answer. What stops me - mostly work or the
timing of the play - maybe only this. But |
would not say it is the financial part.

I: You have been to an interactive play - how
would you describe the experience?

P: It is very nice - it is different and I don’t
know if I would call it exactly theatre, but it’s
nice for one to get distracted, to meet new
people and to fall into situations which are not
completely clear, in time to time. Interactive
theatre is a such thing.

I: How the experience is different from the
normal theatre experience?

P: First - for the participation of the public.
Second - | would not say for the lack of a
scenario, but maybe the lack of punctuality of
the actions and the fact that everything is
happening at the moment - literally. In theatre
(the traditional one) improvisation is a smaller
part, whereas in interactive theatre this is
happening all the time. There is maybe even an
opposite relationship - there is as much
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MHOIO  MO-Majka  4acT, JOKaTo B
WHTEPAKTUBHUSL TeaTbp TOBa C€ CIIy4yBa Ipe3
usA7I0TO Bpeme. Moxke Ou nopu uma oOpatHa
B3aMMOBPBH3Ka - KOJIKOTO MMa MMIIPOBU3AIIUS
B HOpMajHUs Tearbp, TOJKOBA HMa U
CLEHApUI B UHTEPAKTUBHUS.

N: xakBo Te MoTHBUpa Ja XOJIMII Ha
UHTEPAKTUBEH TE€aTbp?

V: Jla pa3HooOpa3si €XeIHEeBUETO MU U Ja
BHJIS JI0 KOJIKO Ca KPEaTUBHU OCTAHAJIUTE XOpa
OKOJIO MEH, U XOpaTa, KOUTO He Mo3HaBaM. B
Hal-moOpUs BapWaHT Ja H3MAJAHEM B
cCUTyalusi, KOSTO HsSIMa HUIIO OO0 C
pEanHoCTTa, C €CTECTBEHOTO U C TOBA, KOETO
HU € B I[JaBUTE€ B MOMeHTa. W Taka Maiko
pasdymnBame, H3JIM3aMe OT COOCTBEHATa W CH
kieTka. Haii-Beue ¢ TakoBa O4yakBaHE OTHBaM
Ha eH WHTEPAKTHUBEH WIn
HMMIIPOBU3AIIMOHEH TE€ATHD.

W: [a, Th 3acera u Majako OT CIIeJIBaIIAS MU
BBIIPOC - KAKBHU Ca OYAKBAaHUATA TU OT €]IHA
MHTEpAaKTHBHA 1OCTAaHOBKA?

V: He, a3 Mora u pa ru pasrpaHuya -
OYaKBaHUATA MU Ca Ja CpellHa, U BUHAru
OTHBaM C TOBa OYakBaHE, Jla CpellHa Xopa,
KOUTO E€MOIIMOHAJIHA W WHTEJICKTyaJlHO ca
3apelleHn KOJKOTO ME€H. A3 HE BUHAaru chbM
MHOT0 3ape/ieH, HO KaTo MONaJHell B cpefia B
MHOIO XOpa, KOMTO MHOIO HCKaT Ja
MMIIPOBM3UPAT U Ja CE€ pa3daBaT B ejHa
CUTyalMsl, KOATO € YUCTO XMIOTETUYHA.
CbBceM JIpyro craBa ako CU € XOpa, KOUTO ca
MHOIO 3aTBOPEHH M HE ca C TOJKOBa
pa3dyneHo MHCIIEHE - TOraBa He ce IT0JIy4aBa
TONKOBa 3a0aBHO U pasznuyHo. Karo 1o
OYaKBaHUATA MM BUHATH ca Jla CpelHa Xopa,
KOUTO Ca MO-/J€HHN, aKTUBHHU, OTBOPEHU - HE
BUHAru CTaBa, HO HsSMa 3HAYCHHE - HaU
OTHBaMe C OYaKBaHUSI.

N: KakBo T HOCH TOBa?

Y: VYpoenerBopenue. OcobeHo Karo ce
nonyuyn. Kak ga ro omumma mo-TOYHO...€UH
Ha4yuH € YOBEK J1a nmpekapa Beuepra. He mucs,
4e 10 TOJIKOBA ‘“‘MHCIOBHO  MOXE Ja MH
MOBJIUSIC HA CJIEJIBALLIUTE IHU, HO OMPEAEIICHO

scenario in interactive theatre as there is
improvisation in the normal one.

I: What does motivate you to go to interactive
plays?

P: To diversify my everyday life and to see to
what extent are creative the people around me
and the people who I do not know. In the best
case to fall into a situation which has nothing
in common with reality, with the “natural” and
with the things in our heads. And in this way
we somehow “fresh up”, we get out of our own
cage. So this is my expectation when | go to
interactive or improvisational theatre.

I: Yes, you have actually started my next
question about your expectations from an
interactive play.

P: Oh I can elaborate more - my expectation is
always to meet people who are emotionally
and intellectually charged as much as | am. |
am not always very charged, but when you
enter an environment with many people who
really want to improvise and to give as much
as they can in a certain situation, which is
purely hypothetical - things change. It is
another story if you are with people who are
closed and not open-minded - then it is not that
funny and different. In general | always expect
to meet people who are more active and open -
this is not always the case, but it does not
matter - | still go with some expectations.

I: What does this bring to you?

P: Satisfaction. Especially when things work
out. Hmm how to describe it further...it’s a way
one can spend their evening. | do not think it
could influence me “mentally” in the next
days, but it can definitely “move” me a bit if [
have spent too much time at the office or | have
performed identical activities for a long period
of time. Or if my life is in something as an
impasse - then this is just a sparkle, a fresh
point of view. It can happen if you really get
out of the situation which you are stuck in.

I: What would make you go more often to the
theatre in general?
P. Good question.

First, one must not
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MOXe Ja M€ “pazMbpjia”’ MaJKO ako ChbM CEIsI
MHOTO B o(prica, HJIM CbM BBPIIHII ¢THOTHITHA
neitHocT moBeue Bpeme. Mnu ako KUBOTHT MU
€ B HEIIO KaTo 0Ee3U3X0MuIla - MPOCTO TOBA €
€/IHa UCKpa, €JINH [T0-CBEX MOIJIe]] Ha HelllaTa.
Moske na ce mojiyud ako MHOTO CHUJIHO Ce€
U3TPBTHEUI OT CHUTYyalusiTa, B KOATO CU ce
“320M11”.

N: KakBo Ou Te Hakapajgo MO MPUHIUI Ja
XOJIUII TTO-YECTO Ha TeaTbp?

V: Jo6sp BBIpOC. TO MBpBO, HE TPsIOBaA /1a ce
npekaisiBa. [lo-uecTo...JOKOIKOTO ako eaHa
[IOCTAaHOBKA MOe J1a ObJIe IpeICTaBeHa C JIBe
M3pEUEHHUs, TI0 TE3W JBE H3PEUYCHHS Jla CHU
JUYM, Y€ TS 1€ € HEIIO MHOTO Pa3luyHoO, OT
TOBa, KOETO ChbM TJIEJIalI 10 Cera M ako MOXKeE J1a
€ Helll0, KOETO TOTAIHO Ja HE MU € XpyMBaJIo,
Ye HAKOM MOXKE J]a C€ XBaHE U J1a IO MOCTaBH.
AKoO e TeaTpaiHa - 1a € UCTOpHUs, KOATO MOXe
O HE ChM UYJI WM 10 HAKAKHB HAYUH J1a CH
JUYM, Y€ € pa3KkasaHa yHUKamHO. A 3a
WHTEpAaKTUBHATa - HE 3HaM KOE€ MOXeE Ja
MPO3BYYH MO-PA3IUYHO U OCOOCHO...MOXKe Ou
ChCTaBBT, HAa XOpara, KOUTO Ie OBbJarT,
TEXHUAT OpOH, HEIo KaTo “‘crioiyiep” - KakBa
urpa e uMa Tam...Moxke Ou ToBa.

N: Cmdrail 11 4e KJIaCu4ecKUsT Tearbp HAMa
obaemie?

VY: AGCONIOTHO He, 3aII0TO TOJWHU HacaM...a
710 KOJIKOTO 3HaM MMa 1 HalpaBeHO MPOyYBaHE
[0 TemaTa - XopaTa B JHEIIHH JTHU HE yyaT
TOJIKOBA 4pe3 ueTeHe W upe3 OykBH, a upe3
o0Opa3u, 3a TOBa WM MO YHHUBEPCUTETH U
VUHIIMIIA BEYE HMa TOBEYE M300paKeHus,
CHUMKH, KapTHHH, BU3YyalH3alluH, Trpadukwu,
KOUTO U3HMCKBAaT IIOBEYE BHOOpaKeHUE.
TearspbT € enHa dopma ga ce mpepasKaxe
HCTOpHS - Upe3 o0pasu U JACHCTBUSA, a HE KaTo
eQHa KHHMra 4pe3 JIyMH WIM Karo eauH
CIEHapuil upe3 AymH. Taka 4e copea MeH a3
HsMa J1a JokuBes (Ha 27 CbM) JI€H, B KOUTO
TEaTHPHT Jla € U3NHUIIeH. BaxHO € Kak 1e ce
MpaBd M KakbB THUIl TOCTAHOBKU IIE CE€
n3kapat. Moske Ou ToBa € JIpyT BBIIPOC, HO TO
€ MPEeIU3BUKATENICTBO KbM TeaTbpa, 3alloTO

exaggerate. More often...well, if a play can be
presented with two sentences, those two
sentences must indicate that it will be
something really different from what | have
watched so far and also if it’s something that |
have never imagined could be played. If we
talk for normal theatre - a story that maybe |
have never heard of or in some way | can see
that it’s been told in a unique way. If we talk
about interactive plays - | am not sure what
could sound more different or
particular...maybe the team of people who is
going to play, their number, something like a
“spoiler” - what kind of play there is going to
be...something like that.

I: Do you think that classical theatre has no
future?

P: Absolutely not. For what | know, there is
even a research done on the topic - people
nowadays do not learn as much by reading or
by letters, as by images, and for this reason in
schools and universities there are now more
images, photos, pictures, visualizations,
graphics, which require more imagination.
Theatre is a mean to tell a story - through
images and actions, and not like a book through
words or a scenario through words. So in my
opinion | will not survive until the day (I am
27) when the theatre will be useless. The
important thing is how it will be done and what
kind of plays will be made. Maybe this is
another topic, but this is a challenge for theatre,
because the spectator nowadays does not only
go to the theatre and does not only read books
(if he/she does it at all - we hope so), but also
watches movies. For me, for no money or for
little money, there are available different kinds
of performances - movies, theatre, something
recorded, YouTube videos, which are on a
world class. A spectator who is interested in
any kind of art can be much more pretentious.
So, on one hand, it is difficult for theatres to
survive, but on the other - | do not think the
format will disappear. There will be always
stories and there will be always some way they
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JTHEIIHUAT 3PUTEN HE XOU CaMO Ha TeaThp U
HE YeTe caMO KHUTH (aKO IO TIPaBH - HaJ[IBaMe
ce), Ho TJiea U GUiIMH, ¥ 3a MeH 0e3 napu, Uiiu
nmouyru ©Oe€3 Tmapu, 3a HEro ca JOCThIIHU
MpeicTaBiIeHUs - OMIIO TO PUIMU, TeaThbp WU
HEILIO Ha 3amuc, wim Buaeo B YouTube, kouto
ca Ha CBETOBHO HUBO. EnuH 3puten, KOWTo ce
HWHTEpECyBa OT KAaKBOTO U Jla € U3KYCTBO, MOXKE
na ObJe MHOTO Io-MpeTeHnno3eH. Taka ue, ot
€/IHa TJIE/IHA TOYKa, € TPYHO 3a €AHH TeaThp
Ja TPOCHUIECTBYBA, HO IBK OT Jpyra -
¢dbopMara He BsIpBaM Aa cU oTHae. BuHaru me
MMa HUCTOPUU W BHUHArM Il€ HMMa HAKAKbB
HAYMH Ja Ce pa3KakaT U BUHATM MMa Ha KOTO
Jla ce pa3Kaxe eJHa cTapa UCTOpUs, JOPH U IO
cTap HaumH. Taka 4e TeaTbphT HAMA Jla CH
OTHU/JIe, HO Hail-Beue 3apau 00paszute u 3apaau
TOBa, Y€ HE C€ MpeaaBa 4pe3 TEKCT, a 4Ype3
JecTBHs U 00pasu.

N: Toect TeaTspbT MOXKE Ja pa3BUE 3PUTENS
WHTEJEKTYaIHO?

V: Jla, pa3bupa ce.

N: A ToBa Moxe aM Ja CTaHe u4pe3
UHTEPAKTUBEH Te€aThp?

¥Y: MM MoXke 13, HO € OTHOCUTEINHO...HE CbM
XOJWJI TOJKOBAa Ha WHTEPAKTUBEH TeaThD,
KOJKOTO Ha TpPaauIlMOHEH, HO OW MOIJo -
3aBHCH KaKBH Ca 3aJ]a4nTe M KaK ayTUTOPHUATA
Ou pearupasa Ha TAX. [pyaHOTO 3a
WHTEPAKTHBHUS TEATHP €, Y€ HAPUMED aKo €
MHOTO CBOOOJIEH M OTBOPEH, 332 MHOTO XOpa
TOBA IIE € 32 IPHB BT U HAMA J]a Ca TOJIKOBa
pazuyreHu. AKo cTe rpyna (a3 CbM y4acTBal B
rpyra 3a UMIIPOBH3AIIMOHEH T€aThP) U CIe] S-
THs, 10-THs, 15-THS BT YOBEK Bede € I0-...KaK
Ja Kaxa...ce OTIyCKa TOBeYe, CITOACNS WU
II'BK C€ OMUTBA JIa € KPEaTUBEH M0 MO-CTPaHEH
HauwH. U TOBa criopen MeH pa3BuBa, fa. Jlaxe
ChC CUTYPHOCT pa3BUBa, MPOCTO M TaM CH UMa
HUBA, KakTO W TIPH JAPYTUTE TeaTpallHu
MOCTAaHOBKH - €qHa € Xy0OaBa, Apyra He €
TonmkoBa XybaBa. Ho mopm m ma e camo ¢
HEMO3HATH, C XOPa, KOUTO 3a MPbHB BT MPaBAT
UMITPOBH3AIIMOHEH TeaThp, IMaK MOXKe J1a ObJIe
CTpaxOTHO ¥ HEI0 Jla Te Hakapa Ja ce

can be told and there will be always people
they can be told to, even in an old-fashioned
way. So the theatre will not disappear, but
mostly because of the images and because it is
not transferred through text, but through
actions and images.

I: So theatre can develop intellectually the
public?

P: Yes, of course.

I: Can this happen through interactive theatre?
P: Hmm maybe yes...but it depends. I have not
attended so much interactive theatre as
traditional one, but it could be - depends on
what are the tasks and how the audience reacts
on them. The tough part for interactive theatre
is that if it is too freed and open, for some
people who are there for the first time could be
a bit frustrating. If you are a group (I have
participated in a group for improvisational
theatre) after the 5th, 10th, 15th time people are
more...how to say...more relaxed, share more
or try to be more creative in a more strange
way. For this, in my opinion, is useful, yes.
Actually it is useful for sure, there are just
different levels there just like at the other
theatre plays - one is good, another is not that
good. But if it is even only with strangers who
make improvisational theatre for the first time,
there can also be great and to make you think.
You just do not know in advance.

I: So you have noticed that people usually
come back to interactive plays?

P: By the way - yes. Especially if they like it
the first time - they will come back. | have not
met “scared individuals”.

I: And what must happen in order to like it and
come back?

P: Well, I already like it. So when | expect it to
be nice and want to meet the imagination of
other people - I just go.

I: Do you feel that the fact you are taking part
in the performance can increase your self-
esteem?

P: Hmm...from one play - I don’t think so. But
if you go on a regular basis or at least once or
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3amucnuil. He 3Haemr - ToBa e.

N: Toect tu cu 3abenszan, ye xopara ce
BpbIIAaT OOMKHOBEHO HAa HMHTEPAKTUBHU
MMOCTAaHOBKH?

V: Jla, mexay apyroro. OcoOeHO Korato My
Xapeca €IuH MbT - PaHO WJIM KbCHO IIE ce
BbpHE. He c¢bM cpemHan  ymjaneHu
VHJIUBU]IU.

N: A kakBo TpsiOBa na ce Ciy4yu, 3a Ja TH
xapeca U Jia ce BbpHel?

V: Ha meH manko Mu e xapecaio Beue. Taka ue
KaTo CH MMaM OYaKBaHMUsI 1a CE TOJIYYH TOTHHO
U HCKaM IPOCTO Ja CpelllHa BbOOPaKEHUETO
Ha JPYTH XOpa - OTUBAM.

M. Mucmum 5m, 4e MOXe Ja ce MNOoKadu
CaMOYYBCTBHETO Ha MJAJUTE XOpa MOpaau
¢dakTa, ye B3UMAT y4yacTHUE B MHTEPAKTUBHUTE
MMOCTAaHOBKH?

¥V: XM...OoT eqHa MOCTaHOBKA - HE BsipBaMm. Ho
aKo XOJAT PEIOBHO WM J0pU U 1-2 mbTH B
roJIMHATA - /13, 3a110 He. To MOHSIKOra 4YOBEK He
M3pacTBa M HE C€ YYBCTBa MHOIrO J00pe B
cpenara, B KOSTO C€ HAMMPA 10 MPUHIINIL, HE €
Cpell CBOM XOpa, HO MOXKE J1a T HaMEePH B €/1HA
WHTEpPAaKTHUBHA IOCTAHOBKAa. 3amloTO Tam
Xopara ca C o-pa3uyIleHo MUCIEHE U MOXKeE Ja
HaMepu TMpUATENH, ChPATHUIHU, XOpa KOUTO
MUCJTISIT KaTo HETO.

N: KakBo TpsbBa nga mpuUTEkaBaT KaTo
Ka4yeCcTBa aKTbOPHUTE, 3a Ja C€ IMOJYy4Yd €JIHa
WHTEpaKTUBHA OCTaHOBKA?

V: Maiko moBeue OIuT MOKe OU B TOBA HEIIIO,
3a J1a MoraT Ja rnoMaraT Ha JeHCTBHUETO U Ha
nyonukaTa Ja  CTOM  BBBIIEYEHA B
MPEACTABICHUETO, U TaKa J1a CE Kaxe, TO J1a He
ymupa. EnHa urpa Moxe Ja ce IOIydd
CTPaxOTHO, HO Cle/BallaTa U3BEAHBXK aKo
HEII0 HE BBHPBU WM TOYHO TE3U 3PUTEIIH,
KOUTO Ca U3JIe3JId, Ta3u Beuep ca MaJKo IOo-
BKaMEHEHH, J1a He MajJiHe ayXxa Ha Bcudko. Ho
TOBa CTaBa C OINMWT, C UTPHU, C pa3aBaHe OT
TSAXHA CTpaHa - Taka MOXXE J1a C€ KOPUTHpA.
Taka 4e crope ME€H OMUTHT HA aKTbOPUTE OU
M3UTpajl OCHOBHA poJisa. HsmaM HHKakBU
CbMHEHHsI, Y€ T€ HsAMAT mpodiieM ¢ ToBa Ja

twice a year - yes, why not. Sometimes one
does not feel very good in their own
environment, does not feel like among their
own people, but one can find them in an
interactive play. Because there people have
more alternative thinking and he/she can find
friends and people who think in the same way
as him/her.

I: What types of qualities must the actors
possess in order to make an interactive play
successful?

P: Maybe more experience in this kind of
things, so they can help the action to develop
and the public to stay engaged in the play so
that it does not die, if | can say it this way. One
sketch can come out really great, but the next
one, if for example does not go really well or
the participants are exactly those spectators
who are a bit “stiff” that night - the actors must
ensure that the spirit will not go away. But this
requires experience, games, being devoted to
the public - in this way they can deal with it.
So in my opinion the experience of the actors
plays a crucial role. | have no doubts that they
are OK to improvise, to appear in any way and
to talk about everything, because they are
actors, at the end. Just a little bit more
experience in this type of games will definitely
help.

I: Do you think that being part of the
performance can increase the trust of the public
in theatre as an institution?

P: No. This is actually a question I have never
asked myself...1 do not know, but for sure is not
a direct relationship. 1 know a person who went
to a theatrical play in a traditional form, but the
actors were walking through the rows and he
did not like it - the thing that they were walking
next to him and made the public participate.
Since then this person does not go to the theatre
at all, or almost does not go. If one play has an
exact scenario is one case; if it is
improvisational theatre - the actor can play
around with the situation in a way that there is
no harm for the spectator. But me personally -
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UMIPOBU3UPAT, J1a U3MIISKIAT U J1a TOBOPST
KaKBOTO M Jla OWJIO, 3alI0TO ca aKThOPH, BCE
nak. I[Ipocto Masko rnoseue ONnUT B T€3U UIPU
0¥ MOMOTHAJIO OIIPEIEIICHO.

W: Mucnum au, 4e y4acTHETO B Pa3BoOs Ha
Hellara 10 BpeEME Ha HMHTEpaKTHBHATa
IIOCTAHOBKA, Kapa 3puUTelii Ja MMa I0Bede
JIOBEpUE B TEATHPA KATO UHCTUTYLIUS?

V: He. ToBa BCBHIIHOCT € BBIPOC, KOUTO HE
CbM CH TO 33JlaBaj...HE 3HaM, CbC CUT'YPHOCT
He € AUPEKTHO. 3HaM 3a €JIUH Clly4ail 3a YOBEK,
KOMTO e OMJI Ha TeaTbp B TpaAuIIMOHHA (hopMma,
KBJETO aKThOPUTE Ca XOIAUIU MEXY PEIOBETE
1 TOBa HE My € JlonaaHano. Tosa, ye cu XoasT
IIOKpail Hero M KapaT MyOJuKaTa Jja y4acTBa.
Ot ToraBa HacaMm TO3HM YOBEK HE € WJIM IIOYTHU
HE € XOJWJI Ha TeaTbp. AKO e/lHa TOCTaHOBKa
CH T€4e ChC CLEHApUH, € €Ha CUTYalus; aKo
Te€4e MMIIPOBU3ALMOHEH TEAaThp - AKTbOPBT
MOJKE /1a OTUIPAe CUTyalusATa Taka 4e Ja HAMa
mpo0sieM, U TOBa Jia € “JIeeHeTO Ha Kypiiym”
Ha TO3U 3pUTEN, KOMTO HE € XOAUJI [IPE/IN TOBA.
Ho a3 nuyHO He Mora ja HampaBs Bpb3KaTa
MEX/y TOBA KaK MHTEPAKTUBHUSAT T€ATHp ILE
[IOKauu JOBEPHETO KbM apyrus tearbp. Ho
II'bK ¥ TIPH MEH MAJIKO Ca CMECEHHU - U JIBETE '
XapecBaM M I'Ml [TOCEIaBaM, a U NMPAKTUKYBaM
10 KOJKoTo Mora. Ho cbc curypHoct ToBa
HEIIO0 OTKJII0OYBA M aKO AaKThOPUTE ca C
MIPaBWJIHKS OMUT U MOTaT J1a TOMOTHAT - 3al10
He. Hanpumep ako nMa HAKaKBO NPUTECHEHHE
Jla CHM Ha >KMBO MPEJICTABIEHUE Cpeja ApPYru
XOpa, a He ja riefam (GuIM BKbIIU -
UMIIPOBU3AIIMOHHUAT ~ TE€AaThbp MOXE Jia
IIOMOTHE. A MHCIIOBHO - MOX€ OM Majko
MoBeYe J1a pasz0upanl HIKOM TMO0-a0CTPaKTHU
ITIOCTAaHOBKH.

N: Mucnum 54, 4e MHTEPAKTUBHUAT TEaThP
MO’K€ J1a TIOBUILM MHTEpEca Ha MIIAJIUTE XOpa
KBbM TeaTbpa Karo 15710 U Kak?

V: Xm..ma. CeriaceH cbM Ja ce Hapuda
TeaTbp...TO HMIPOBU3ALMATA CH € YacT OT
aKThOPJIbKA - BCEKH aKThOP TPsIOBA J1a MOXKe J1a
MMITPOBU3MpA B €/1HA WK Apyra cutyanus. He
BUHAarM MOXE Ja C€ XOAM TOJKOBA IO

I cannot make the connection between
interactive theatre and trust in the other theatre.
But on the other hand, they are a bit mixed in
my case - | attend both kinds of theatre and also
practise them when | can. But for sure this
thing opens up and stimulates, and if the actors
have the right experience and can help - why
not. For example, if there is some kind of
discomfort with going to live performances,
among other people, instead of watching a
movie at home - improvisational theatre can
help. And intellectually - maybe to understand
better the more abstract plays.

I: Do you think interactive theatre can increase
the interest of young people towards the theatre
in general?

P: Hmm...yes. | agree to call it theatre.
Improvisation is a part of the art of acting -
each actor should be able to improvise in
different situations. You cannot always follow
exactly what is written in the scenario, in
whatever type of performance. Improvisation
is a part of this and if one likes it - he/she can
like doing it in the traditional format as well,
where there is a storyline. There is a
framework, but sometimes you must still
improvise - so if you like the one, it is very
probable that you will like the other as well. An
actor can do improvisation theatre depending
on his/her experience as a person who has been
making improvisation theatre, because they all
require improvisation - there is no way to avoid
it. 1 do not know any actor who hates
improvisation - there is no way. Maybe it does
not always go well, but there is no way you will
not like it.
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HamucaHUsl TEKCT, B KakBOTO M Ja €
npousBeneHue. MmnpoBuszanusra € 4yacT OT
TOBa U aKO TOBAa CE€ XapecBa Ha €IUH YOBEK,
MOJKE J1a My Xapeca Jia To [IpaBu U B T€aTbp B
TpaaulMoHHa (opMa, KBAETO MMa HCTOPHUSL.
Tam uma u enHa pamka, HO Hak TpsOBa Ja
MMITPOBHU3MpALI U TaKa Ja U3IJIexK/aa, Taka ue
aKo TH XapecBa €JHOTO - MHOI'O € Bb3MOXKHO
Jla TH Xapeca u Apyroto. Equn akteop Moxe n1a
IIpaBM  WUMIIPOBM3AL[MOHEH  TeaTbp B
3aBHCHMOCT OT OMHTa MY KaTo 4YOBEK, KOHTO €
BOJWJI MHTEPAKTUBHU MPEACTABIEHUS, 3a110TO
T€  BCHYKM  HW3MCKBAaT  Ja  MpaBUIl
HMMITPOBU3AIIMS - HSIMA KakK /1a He s mpaBuil. He
Mo3HaBaM  aKThOp, KOMTO Ja  Mpasu
MMIIpOBU3AIIMATA - HAMA Kak J1a craHe. Moxke
Jla He yCIIsABa WK J1a HE My BBPBH, HO HAMa KaK
Jla HE TU XapecBa.

Participant: Simona Ruseva
Interviewer: Ventsislava Antova
Date: 26.04.2018

Duration: 21:04

Original version (Bulgarian)

English version

N: Mons na ce mpencTaBull KakTO U € KaKBO
ce 3aHMMaBalll B MOMEHTA.

V: Kazam ce CumoHa PyceBa u B MOMEHTa
paboTs B ayTCOPCHHT KOMITaHHUSI.

N: Konko 4ecTo X0oAuII Ha TeaThbp U 3alli0 TH
XxapecBa/He TH xapecBa?

V: Ha TteaTpp KaTo IsJI0 MHOTO oOHMuaMm Ja
X0Jis, IBPBO 3aI0TO...aKO CPAaBHUM TeaTbpa ¢
KMHOTO - TOBa, Y€ HMMa XHB KOHTAaKT ¢
aKThOPUTE. 32 MEH TOBA € MHOTO BAXKHO ThH
KaTo TMOHSAKOTra...TO IOPU MOXKE Ja € KaXe, ue
BCSAKO TpEJCTaBIEHUE CU € caMo 3a cebe cH,
KOJIKOTO U J1a ce penietupa. Hanpumep BuHaru,
aKo HSKOW ce 3acMee B 3ajlaTa, akThbOPUTE 1I1e
oObpHAT BHHMMaHHE W TOBa Npeiapasoara

I: Please present yourself and what you do at
the moment.

P: My name is Simona Ruseva and | work in
an outsourcing company.

I: How often do you go to the theatre and why
do you like it/do not like it?

P: In general | like very much going to the
theatre, first because...if we compare the
theatre to the cinema - the fact that there is a
live contact with the actors. For me this is very
important, because sometimes..we can
actually say that each performance is unique,
no matter how many times it has been
rehearsed. For example, always, if someone
laughs in the hall, the actors will notice and this
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€/IHO MAJIKO MO-pa3IMHO MPOTHYAHE Ha caMaTa
noctaHoBka. KoJiko yecTo Xojs...0onuTBam ce
noHe 1-2 nuTH B Mecena na xons. Ilonsakora He
€ BB3MOXHO TMpEIBHJ TOBa, Y€ 3a
[IOCTAHOBKHUTE, KOWUTO UCKaM Jla BHJA,
OWJIETUTE ca U3KYIICHH OT JIOCTa MO-PaHo | 3a
TOBa MPUMEPHO HE MOra Jia OTHU/Ia, a HEe UCKaM
Jla OTHJIa MPOCTO HA HSIKOS CH MOCTAaHOBKA, a
Ha HeIllo, KOeTO MUCIIS, ue Ou MU Xapecao.
N: Toect He oTHBall Ha BCAKa €lIHA
MIOCTaHOBKA, a Ha HEIIO0 KOHKPETHO?

V: Jla, moHsiKora ¢bM Kampu3Ha, Taka Jia ce
kaxke. Haxou Hanpumep He ca MU XapecBajiu U
3a TOBa MPEANOYUTaM IO-TIOAPOOHO 1a ce
3armo3Has KOM ydacTBa M KakBa TOYHO €
MMOCTAaHOBKATA, KbJI€ CE NTOCTABS U TaKa.

N: CnomeHna, 4e MOHSKOra HE MOXEHI Ja
OTH/ICIII, 3aII0TO Ca U3KYIEHU OMIIETUTE - TOBA
JI1 € OCHOBHOTO, KOETO T€ BBIPEMATCTBA?

V: Jla, TOBa, Kakro M BpPEMETO Ha
MIOCTAaHOBKHTE - JJAJIU 11I€ MOTa JIa TY BKJII0Ya B
rpadpuka. Hampumep mnpenu pabGortara Mu
npukitouBaiie B 18:30 u 6erie Majako ClI0XHO,
THH KaTo ToBeueTo moctaHoBku ca ot 19:00,
HsAMalle Kak fga ycmes ¢ Bpemero. Ho cera
MMaM Ta3u Bb3MOXHOCT, 3al[OTO MPUKITIOYBAM
paborta B 17:00 u ako uma Hemlo, KOETO MU
XapecBa - OTUBAM.

N: A kakBO Te MOTHBHPA 1a XOJUII HA T€aThp?
VY: IMeHHO TOBa, Y€ TEaTbpbT € €AUH THII
M3KYCTBO, MPU KOETO BIXKJAll HA MOMEHTA
YyoBeKa npej Teo, HsiMa BTopu Ay0on. Toect Te
W3NMU3aT eIWH BuA “roiau’”’ mpen Ted U Tu
npeAaBaT eMmouusTa. A3 Karo IUI0 o0uyam
KUBHSI KOHTAKT C XOpaTa M Ja BUXKJaM Ipex
MEH KakBO C€ CIIy4yBa, JOKaTO MPUMEPHO B
KHHOTO MMa AYOBIU aKo HEUIo HE Ce MOJIYYH,
HSAKAaKCH M3KYCTBEHO € - BCE MMaK € KWHO. B
TeaThpa - J1a, 3ay4eHO € HEelll0, HO MOXe Ja CH
3a0paBuIll TyMHUTE, IPYTUTe Ja TH TOAaIaT U
Taka Jia r0 HampaBull, Y€ Ja HE CU JIMYU U
nyonukaTa a He pa3oepe. A3 ¢cbM OWiIa U OT
JpyraTta CTpaHa U MOra Ja OLIEHS M OT TaKbB
TIJIaH JI0 KOJIKO CAMUTE aKThOPHU C€ pa3jiaBarT -
TOBA ChILO € MHOTO BaXHO - JIaJld CE€ CTapasiT

will result in a different performance every
time. How often do I go...I try to go at least
once or twice a month. Sometimes this is not
possible, because for some of the plays | want
to see the tickets are already sold out and for
this reason | cannot go, but on the other hand |
do not want to go to any play, but to something
I think | would like.

I: So you do not go to random plays, but to
something concrete every time?

P: Yes, | am sometimes pretentious. For
example, I did not like some of them so | prefer
to inform me in advance who is participating,
what is exactly the play about, where it will be
played, and so on.

I: You mentioned that sometimes you cannot
go because the tickets are sold out - is this the
main thing that stops you from going?

P: Yes, and also the timing of the shows - | am
not always able to include them in my
schedule. My previous job used to finish at
18:30 every day and it was a bit complicated,
because most of the plays start at 19:00 - |
could not manage in terms of timing. But now
I have this possibility because 1 finish work at
17:00 and if there is something I like - I go.

I: And what does motivate you to go to the
theatre?

P: The fact that theatre is a kind of art where
you see at the moment the person in front of
you, there is no second take. In a way the actors
present themselves “naked” in front of you and
transfer the emotion to you. In general | like the
live contact with people and to see what is
happening in front of me, whereas in cinema,
for example, there are retakes if something
goes wrong, it is somehow unnatural. In theatre
- yes, to some extent it has been studied and
rehearsed, but you can forget your words, the
others can help you and can make it in such a
way that the public will not understand. | have
been at the other side as well and | can evaluate
to what extent the actors are dedicated - this is
also very important - if they are really
dedicated or are just there to get the work done
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WU TPOCTO “OTOMBAT HOMepa’ KOJIKOTO Ja
MHUHE MOoCcTaHOBKaTa. FiMa mocTaHOBKHU, KOUTO
ce urpaar 100-200 mbTH W BBOPEKU TOBA
MpoAbKaBaT J1a MPEAU3BUKBAT E€MOIMU B
MEH.

N: Toect TeaThpbT 3a TEO € €IHO IIO-
€CTECTBEHO U3KYCTBO.

V: [a, onpenenexo.

N: Konko mbTu cu Ouina Ha MHTEpAaKTHBHA
MMOCTaHOBKA rope-aoiy?
Y: Moxe Ou OKOJIO
WHTEPAKTHBHA,
HMMITPOBU3AIIMOHHA.

N: 3a kakBo ce
WHTEPAaKTUBEH TeaThp?
V: ToBa ue HE cHu caMO 3pUTeN KaKTO B IpYyTUs
TUIl TE€aThp, a MO HAKAKHB HAYMH U TU IIE
MMalll y4acTue, e UMa HAKAKbB KOHTAKT WU
oOpartHa Bpb3ka. CaMuTe akTbOPH I11€ T€ MUTAT
HEIIO, III€ CE ONMUTAT Jla Te BKJIIOYAT B camaTa
MOCTAaHOBKA, WJIM TIOHE HJAedTa 3a JaJieHa
CIIEHKa, KOSITO IIIe HaIpaBsT, UJIBa OT TeO.

N: Kak 06um omnucana mo-moapoOHO €IHO
WHTEPAKTUBHO  TEaTPAJIHO  HM3KUBsIBaHE?
KakBo ce cimyuBa, KOorato OTHJAEII Ha TaKbB
THUII T€aThP?

V: IIspBo TpsaOBa 1a OTUACII TO-PaHO, 3aIIOTO
B TOBEUYETO CIIy4yal HMMa MHOTO XOpa M He
BUHArd € CUTypHO, Y€ IIIe UMall MSCTO, Thi
KaTo TO He € ¢ OUJIETH WJIN C MeCTa, IOHE TIPU
Hac (B bwarapust), u uma nocra xopa. Tu 00110
B3€TO HayyaBalll OT TPUITE] HA TPUATEN -
MOHE a3 TaKa HAy4YuX 3a caMus HHTEPaKTUBEH
teatbp. KakBo ce cmyuBa? Cspam cu Ha
MSCTOTO U CJI€/] TOBA U3JIN3aT CAMUTE aKThOPH,
MPEACTABSAT CE - 3a pas3liuKa OT APYTHs TeaTbp,
KBJIETO HE Ce MPEJACTaBAT a clea Kpas Ha
MOCTAaHOBKATa U3JIM3aT U TH UM Tuisickaml. Tyk
€ 00OpaTHOTO - T€ Ce MPEJCTABAT B HAYAIOTO U
Ka3BaT KOM Ca, U 4e JHEC IIe HU MPEACTABIT
HEII0, KOETO HUE CHIIO 1€ B3€MEM y4yacTHe.
OnuTBar ce Ja ce 3amo3HasT e€quH BUJ C
my0OauKaTa, B CMHUCBHI 4Ye pa3lensaT caMara
myOJiMKa Ha HAKOJKO YacTH W 3aro4yBaT
HampuMep Ja 3aJaBaT HSIKAKBH BBIIPOCH.

10 cem Owia Ha
0-CKOPO Ha

cellam KaTto 4Yyell

and then leave. There are shows that have been
played 100, even 200 times and they still
provoke emotions in me.

I: So theatre for you is a more natural art.

P: Yes, definitely.

I: How many times have you been to an
interactive play - more or less?

P: I have been around 10 times to interactive
plays, in particular improvisational plays.

I: What do you think of when you hear
“interactive theatre”?

P: The fact that you are not only a spectator like
in the other type of theatre, but in some way
you take part - there will be some contact or
back connection. The actors themselves will
ask you something, they will try to include you
in the show, or at least the idea of a certain
scene they will make comes from you.

I: How would you describe the interactive
theatre experience? What happens when you
go there?

P: Well, first you need to go early because in
most of the cases there are a lot of people and
you cannot be always sure you will have a
place to sit, because here (in Bulgaria) there are
no tickets or booked seats, and thus, there are a
lot of people. You basically learn from word of
mouth - at least | learned about interactive
theatre from a friend. What happens? Well,
you sit and then the actors come out and
present themselves - unlike in normal theatre
where they do not do this, but just bow after the
play and you applause. Here is the opposite -
they present themselves in the beginning and
say who they are, and that today they will
present us something in which we will also
take part. They kind of try to get to know the
public in a sense that they divide the public in
groups and start asking questions. For example
ask for an animal or something like that, or ask
for certain exclamations and someone from the
public shouts “Wow!” and they say “OK, so
the first group says “Wow!”, the other -
something else and so on. Then they call the
different groups several times, in turn they
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Hampumep kaxere KUBOTHU WIM HEIIO
TaKOBa, WIIM ITbK JaJCHH BB3KIunanug - “Koe
€ IMBpPBOTO, KOETO BU HJBA?” U HAKOU ce
M3BHKBa OT myOsmkara “Yay!” - “OK, 3Haun
bpBaTa rpyra e kaszpare “Yay!”, Bropara 1o
APyl HA4MH U CIle[ TOBAa TOM peayBa ABETE
IpyIU U c€ TMoJlydyaBa JOCTa HHTepecHO. ToBa
€ IbpBUAT KOHTAKT. Clieq; TOBa MMa pa3IudHu
JPYTH CUEHKH - T€ HE MOraT Ja c€ MOATrOTBAT,
ThU KaTO HsMa CLIEHAPUW, HO BCE IIAaK 3HAAT
KaKBO rope-J10Jly LIe MpaBsAT U MyOiIuKaTa uM
1ojaBa JIyMH, C KOUTO T€ Ja CU U3TPAIAT Kb
oie ce urpae camara CLEHKa, KOSTO CH
MpeACTaBsiMe, KaKBMU 1€ Ca YYACTHUIUTE U
Taka. B HAKOM OT MHTEPAKTUBHUTE TEATPH Ce
OMUTBAT Jia BKapar W APYr THUIl U3KYCTBO -
€IHOTO, Ha KOETO MPUCHCTBAX, UMAIlIe €IHa
MMMAHUCTKA, KOSTO MM TIojaBamie kKaro (oH
My3HMKa 3a CIIEHKara, KOSTO T€ HUrpaexa; B
npyra 0sixa HaIpaBWIIM TaKa, 4y& HIKAKCH KaTo
UM T0J1aJaT MEJIOAMS, T€ /1a HAlpaBsT HEIO
KaTo MECEeH U Ha MOMEHTA J]a UMITPOBU3UPAT C
JyMHUTE - HE caMO Ja € KaTro TEKCT, aMU M
HaIpaBo Jia cu e kato necel. U ga, 6eme nocra
Pa3InYHO U CTPAHHO.

N: KakBo TH HOCHM Karo €Mmolus TOBa
W3XKHUBsIBaHE?

V: locta uHTEpECEH BHIIPOC (CMEE ce).

N: KakBo wu3nurBam Tam [0KaTO CH Ha
Tearspa?

¥: AMH TbpPBO TOBA, Y€ C€ OTITyCKalll, 3a10TO
BCE MaK BIDKJAI, Y€ T€ ca Xopa Karo TeO,
OMUTBAT C€ J1a T MPEAPA3INOI0KAT HIKAKCH Ja
yudactBaul. Te ro npasdr 3a Ted, Taka ye TH aKo
UM MOJAJENI - T€ MbPBO 1€ CH CBBHPIIAT I0-
JiecHO paboTara, BTOPO - TH CE€ UYBCTBAIll
“VYay, a3 ¢bM 4acT OT TeaTbpa’, BIN3AII MAJIKO
WM MHOTO KaTO aKThOp, aKo T€ M3KapaT Ha
ClEHaTa WJIM NbK ako MPOCTO NOAAAeII
HAKakBM OyMuU4kd. Karo 1suio emonusra -
3apexaa Te, MHTEPECHO TH €, IbPXKH Te Mpe3
ISUTOTO BpEeME - MHCHHII CH KaKBO CIIEBa,
KaKBO 1€ MPaBSIT, AAJI 1€ T€ BAUTHAT. AKO CU
MO-CpaMeKIIMB cu MUCIHIN “O0, HE 3HAM JTaln
HCKaM Jia CTaHa...”, HO B MOCJIEJICTBUE T€ ca

shout whatever their word is and it gets really
interesting. This is the first contact. Afterwards
there are different sketches - they cannot
prepare, because there is no scenario, but more
or less they know what they are going to do and
the public gives them words with which they
create the place of the scene we will be
imagining, the participants, and so on. In some
of the interactive theatres they try to include
other arts as well - for example, in one of the
plays | attended, there was a pianist who
provided the actors with music as a
background for each sketch; in another one
there was a person who provided them some
melody and the actors had to make something
like a song at the moment and to improvise
with the words - so not only a text, but they had
to create a whole song. And yes, it was very
different and strange.

I: What kind of emotions this experience
brings to you?

P: Hmm, interesting question (laughs).

I: What do you feel when you are there?

P: Well, first you relax, because you see that
they are people like you, they try to make you
feel comfortable to participate. They do it for
you - so if you collaborate, first they will do
their job better, second - you feel like “Wow, I
am part of this”, you become more or less an
actor if you go to the stage or if you just suggest
them some words. In general the emotion is...it
“charges” you, it is interesting, it engages you
the whole time - you are thinking what they are
going to next, whether they will call you on the
stage. If you are shy at the beginning you are
thinking “Oh, I do not know if I want to get
up...” but then...they are so friendly and they
challenge you and you think “Yes, sure - why
not.”

I: You mentioned that the fact you are taking
part of the performance makes you feel “Wow”
- 50 does it have a role for increasing your self-
esteem?

P: For sure. | think so, because we people are
structured in a way that there is a moment when

?J ‘l )

» 2&. Co-treating theatre




91

TOJIKOBA IOOpOHAMEPEHU U T€ MPEAU3BUKBAT U
cu kaspam “Jla, pasbupa ce - 3amio He.”

N: Cnomena, 4ye Te KapaT Ja C€ YyBCTBAIIl
“Yay” Ouzieiiku 4acT OT MOCTaHOBKaTa - uma
JIY pOJIA 3a MOBUIIaBaHE HA CAMOYYBCTBHETO?
V: Cnc curypnoct. Mucns, 4e na, 3aioTo
XopaTa CM€ Taka YCTPOCHH, Y€ UMa €IuH
MOMEHT, B KOMTO MO HSKAaKbB HAYMH TH HCKaII
Jla ce MOYYBCTBAIll OIEHEH U JIOpU Ja HE CU
npodecroHalieH aKThOp, MCKall Ja CHU
MOKaXKelll TBOUTE KauecTBa, JOPU U Ja HE CU
TOJIKOBA apTUCTU4YHA JU4YHOCT. CaMo ujesra,
4ye MPHUCHCTBALl Ha HEIIO TaKOBa, KOETO €
pa3auyYHO, CIOpPE] MEH ChILNO OTroBaps Ha
BBIIPOCA - HMall HSKAKbB HHTEPEC, HEIIO0
KOETO T€ € MOATHKHaNO jaa otuzaew. lopu u
HSIKOM TIpuATeN Ja TH € Ka3an “Ena, me xons
Ha UHTEPAKTUBEH T€aTbp W TH CU C€ UYAHII
KakBO € TOBa, HO HJesATa, Y€ BCE MaK CHU
OTHUIIBJI MPEACTaBIsABA (HE CE UyBa) U MMall
HEIIo, KOeTO HOocull B cebe cu, Hampumep
WHTEpPEC KBbM M3KYCTBOTO, HWHTEPEC KbM

Pa3IUYHOTO.

N: Toecr Te pa3BuBa MU TBOPYECKH, U
MHTENEKTYalIHOo?

Y: Amu ga. Bcee mak TearbppT €
€HOBPEMEHHO M3KyCTBO M HAayMH Ha

pasBieueHue 3a myonukata. B Hamm gHU
Xopara Beue MMaT JocTa rojisiM H300p OT
pa3BiedyeHUs U € TPYJHO Ja Ce IMpHUBJIEKAT B
nazieH kaHp. MHOro xopa Ka3BaT, Y€ TeaTbpbT
BEYE OCTapsiBa U HE € TOJIKOBA MHTEPECEH 3a
MJIaINTE XOPa, HO CIIOPEA MEH TOYHO TO3U THUII
MHTEPAKTUBEH TeaThp € J0CTa MOAXOMSII 3a
Miaau xopa. Bce mak TearbpbhT € €QHO OT
II'BPBUTE M3KYCTBAa U HE MHCIIA, Y€ TpsiOBa Ja
Ce OCTaBsl Ha 3aJI€H IUIaH.

W: 3uayn uma Obaemie?

V: Jla, He MUCIIA, Ye HAKOTa OU 3aMpsIIO KaTo
W3KYCTBO, TbH Karo BCHYKO cera ce
pobOTH3Mpa U CIIOpeA MEH CleJ] U3BECTHO
BpEMeE TOBa, Jla BIKJIAII X0pa, OIlle TOBeYe Ha
KHUBO Jla UrpasT npex 1ed, me Obae AocTa
CHEIHaIHO ¥ MO>Ke O HsiMa 1a ObJie TOCTHITHO
32 BCEKHM, KaKTO CE€ra € - IOHE TaKa MHCII.

you want to be appreciated and even if you are
not a professional actor, you want to show your
qualities, even if you are not that artistic. Just
the idea of participating in something which is
different, answers the question - you have
some interest, something that made you go.
Even if some friend told you “Come with me,
I am going to interactive theatre” and you
wonder what this might be, but the idea that
you actually go means that (unaudible) and that
you have something that you bring in yourself,
for example some interest for art, some interest
for the different.

I: So it develops you creatively and
intellectually?

P: Well, yes. At the end theatre is an art and a
way of entertainment in the same time.
Nowadays people have a larger choice of
entertainment and it is difficult to attract them
into a certain genre. A lot of people say that
theatre is getting old and it is not that
interesting for young audiences, but in my
opinion exactly this kind of theatre
(interactive) is appropriate for young people.
At the end, theatre is one of the first arts and |
do not think it should be abandoned.

I: So it has future?

P: Yes, | do not think it will disappear as an art,
because now everything is becoming
automatic and | think after a while seeing
people who play live, in front of you, will be
very special and maybe will not be accessible
for everyone like it is now, at least in my
opinion. | do not know how it is in other
countries, but at the moment in Bulgaria | think
it is accessible at a large extent.

I: Especially when there is no entrance fee and
places are not reserved.

P: Yes, absolutely.

I: So you think in the future it will become
something even more special, given that
technology is advancing so fastly at the
moment?

P: Yes, exactly. Communication happens
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Hsmam HaOmoneHuss kak € B JIpyrure
Tbp>KaBd, HO B MOMEHTA B bbyirapust Mucis, ue
710 HSIKAKBa CTEIIEH € JJOCTBITHO.

N: OcobeHno koraro HsiMa BXOJ U MecTaTa He
ca 3ara3eHu.

V: AOCoIOTHO, 11a.

W: Toect cnopen Te0 111e ce NPEeBbpPHE B HEIIO
Ollle TO-CIEUUAIHO, TPEABHUJ HYe TOJIKOBA
MHOI'0 TEXHOJIOTMH HalpeaBaT B MOMEHTa?

V: Ha, nmenHo. KoMmyHukanusra BbpPBU IO
COLMAJIHU MpPEXH U T.H., HO CIIOpeJ MEH
Xopara cTaBaT HO-OTAaJICYeHH €NH OT JIPYT, a
TeaTbpbT € IBbPBO €JHO M3KYCTBO, KBAETO
MOJKEII J1a BHIUII MHOTO POJH, MOXEN Ja
BUJMII ~ WUCTOPMM  OT  JKMBOTA,  OT
UCTOpHATA...BCHYKO ~ MOXe  1ga  Objae
IIPECh3aJIeHO B TeaTbpa cropea MeH. TOouHO
3apaay TOBAa BHHATH IIE € aKTyaJeH, 3all0TO
BCSIKA €JHa TeMa MOXe Jla ObJie MPEeTBOPEHA B
TeaTbpa.

W: CnenoBaTenHo TO3M THUIl Te€aTbp MOXKeE Ja
uMa poJis 3a cOmKaBaHe Ha xopara?

VY: Ha. OcBeH TOBa, KaKTO CaMHMTE aKTbOPHU
UTpasT Ha CLEHAaTa M MPaBsT AaJCHHU CIICHKH,
clieZl TOBa MPHUMEPHO H3BAXJAT HAKOM OT
ny0naukata U uMa (U3MYECKH KOHTAKT C
aKTBOPHTE - TOBA CHIIIO € A3JIeH BUJ KOHTAKT U
TOBA JIOTIPUHACS, 3a JIa OCTaHE KaTO aKTyaJHO
U3KYCTBO.

W: CrioMHSAII M CH KakBO T€ MOTHBHpA Jia
OTUICII 3a MpPbB BT HAa HHTEPAKTHBEH
Tearsp?

V: Karo MoTHBanus - TOBa, 4e HE 3HAaeX KaKBO
e. [Ilomus, 4e emgHa mTpuATENKa  OT
yHHUBepcUTeTa MU Oelle Ka3zana U Me Oere
MOTIUTANIA JTali MCKaM Ja OTHIA C Hes, ThbU
KaTo M Ha Hesl ChILO M OWIIM Ka3aJiu, 4e € MHOTO
3a0aBHO U Td He Oeme xomwia. Taka Hue
OTUZOXME 3a IbpPBU NBT. T0Ba, KOETO Me
MOTHBHPA, OelIe MbPBO, Y€ HE 3HAEX KaKBO € -
KaTo Yyell UMIPOBHU3AIIMOHEH TeaThp AyMara
“UMIIpoBU3aAIMS” TH MOJACKAa3Ba, Y€ HEIIO 11
ce CIly4yd Ha MOMEHTa, HO HsIMa Kak Jia 3Haelll
ako He 10 Buauil. JIF0OOHMTCTBOTO CBC
CUT'YpHOCT € OUJIO BOJIEI0, TOBA, Y€ HAUCTHHA

through social media, etc., but in my opinion
people become more distant from each other,
and theatre is an art where you can see many
roles, you can see different stories from life,
from history...1 think everything can be re-
created in theatre. For this reason it will always
be practised, because every topic can be re-
created in theatre.

I: So this type of theatre can have a role for
making people closer to each other?

P: Yes. On one hand the actors play on the
stage and make certain scenes, but afterwards
they call someone from the public and
establish physical contact - this is also a type of
contact and contributes for it to be up-to-date.
I: Do you remember what did motivate you the
first time to go to interactive theatre?

P: As motivation - that | did not know what it
was. | remember that a friend of mine told me
and asked me to go with her, because someone
told her it was fun and she had not gone either.
So we both went for the first time. So yeah,
what motivated me was first that I did not know
what it was - when you hear “improvisation
theatre” the word “improvisation” tells you
that something will happen at the moment, but
you cannot know what until you see it.
Curiosity was the leading motif, the fact that |
really had not seen it before.

I: What about the next times?

P: That I liked how it worked, how it was built,
that there is a contact and that it is different
every time. There is no way that you see the
same thing twice at improvisation theatre,
there is no scenario that is been played every
time, but it depends on the public - the words
they suggest, the topics they give...of course
there are moments when things do not work out
so well, but this is normal, because everything
happens at the moment and the actors create
their stories at the moment. So yes - the fact
that | liked it and that | wanted to continue
seeing different scenes, to show it to my
friends. Not everyone had heard about it and |
wanted to show them it is really fun. Actually
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€ HeIlo, KOETO HE ChbM BIIKJ1aja.
N: A cneasamute nbTH?

V: ToBa, ye MM € Xapecano Kak IpoTH4a, KaK €
MIOCTPOEHO, Y€ MMa KOHTAaKT, U Y€ HAUCTHHA
BCEKH BT e pa3InyHoO. Ha
MMIIPOBU3AIIMOHHMS TEaThp HSAMA Kak Ja €
CBIIIOTO, HSMA J1aJIeHa IOCTaHOBKA, KOATO 1A
Ce uUrpae BCeKH IbT, a 3aBUCH OT MyOJIHKaTa -
3aBUCH KaKBU JyMH LIE CE MOJAAAT, TEMUTE ca
pa3JIMYHU...eCTECTBEHO HMa HAKOM MOMEHTHU
KOraro He CTaBa TOJIKOBa Jo0Ope, HO TO €
HOPMAJIHO, Thil KaTo Ce CllyuBa HA MOMEHTA U
AKTbOPUTE B MOMEHTA WU3MUCIAT UCTOPUUTE
cu. Taka 4e 1a - TOBa, Ue MU Xapeca U TOBa, ue
HCKax Ja MpoAbKa Ja BWXKAAM pPa3IudHU
CIEHKH, Jla TO TOKa)Xa Ha MOU TMPHUATEIH,
3aI[0TO HE BCEKU Oellie yyBall 3a TOBa M UCKaX
Jla UM [I0KaX<a, 4e € J0cTa 3a0aBHO U HAUCTHUHA
MHOI'0 CMEIIHO. A3 HE ChbM C€ CMsijla TOJIKOBA
YECTO JIOPH M HA TOCTAHOBKHU, KOUTO CE€ BOIST
KOMEJIUH, KOJKOTO Ha HWMIIPOBU3ALMOHHO
uioy.

W: 3naum 3a0aBlIEHHETO € HEI0 OCHOBHO,
KOETO T€ BPbIa KbM TO3U THUII T€ATH].

V: Jla, 3a0aBIE€HUETO ChC CUTYPHOCT.

N: KakBo ovakBaml jga ce CIydyd Ha €JIHA
WHTEpPaKTUBHA IOCTAHOBKA MPEIU /1a OTH/IEI?
OT akThOpPUTE, OT CAMOTO IMPEACTABIEHUE - C
KakBa Harjaca OTuBaii’?

V: Karo nsio 3HaM, 4e e CU MOYrHa, e MU
Obae 3a0aBHO, Yac W MOJIOBUHA TMPUMEPHO
HAMA Ja MHUCIS 32  HUIOO  W3BBH
MPEACTABICHUETO, Tbil KaTo TH OLIE B
HA4aJoTo “BiM3amr’ B HJEATa, KOITO T¢ THU
MOCTaBsT, W 3a0paBsill 3a BBHHIIHUSA YKUBOT,
CBSAT...TOECT HaUCTUHA €/IMH TUN 3a0aBlieHUE,
KOETO T€ BBBIIMYA U3ISUIO U HE TU € CKYYHO.
Ot akThOpUTE - HE OMX Ka3aja, Y€ Hello
CHEIMATHO OYaKBaM...TO CIIOPE] MEH Ha TO3HU
TUTT TIPEJICTABIICHUs MyOJIMKaTa € TOo-BaKHa,
3al0TO 3aBHCH OT TOBa Janu Ine Oble
aKTHBHA. AKO XOpara HE ca aKTUBHH M CaMO
CTOSIT W TIeAaT, € MHOTO TPYAHO 3a CaMHUTE
aKThOpH, 3alOTO TE€ M3UCKBAT BCEe TaK
myOiauKaTa Ja ydacTBa M ako Xopara He

I have not laughed so much at traditional plays
which are comedies as at improvisation
theatre.

I: So fun is the main thing that brings you
back?

P: Yes, for sure.

I: What kind of expectations do you have
before an interactive play - from the actors,
from the show itself?

P: In general I know that | will relax and I will
have fun - for hour and a half I will not think
of anything outside of the show, because from
the beginning you “enter” into the idea they set
and forget about the external life and world...so
it is really a type of entertainment that engages
you completely and you do not get bored. From
the actors - | would not say that | expect
something specific. | think at this type of
performances the public is more important,
because they depend on whether it will be
active. If people are passive and just stay there
and watch, it is very difficult for the actors to
do their job, because they require the public to
participate and if people do not say a word they
cannot make the show. So yeah, the public is
more important in this case.

I: In general what would make you go more
often to the theatre and can interactive theatre
have a role for that?

P: Well, it depends, because “often” is a
different term for everyone. For example if you
go once a week, at some point you can get “too
much” of this type of art. Regarding interactive
theatre - yes, it can stimulate you to go more,
because it is something different and it is not
the typical theatre. So yes - if you know that
everytime something different will happen and
it will not be just dramma or whatever the play
is supposed to be, and that it will be more
moving - this can make you go more often. Or
for example, before going out on Friday night
- why not go to interactive theatre beforehand,
or stand-up comedy or something like that,
which will “charge” you, and then continue
your evening. | think it is a good way to start
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o0enBar u 1yma - 3a TSAX CTaBa Mo-TPYAHO, Thil
KaTo T€ HAMa KakK Jia HalpaBsT MI0yTo. Taka ye
myOJiMKaTa € 1Mmo-BaykHa OT CaMUTE aKThOPH 3a
TaKbB THUI MPEJICTABIICHHUE.

WN: Karo 151710 kakBo OM T€ HaKapaso 1a XOIUIIT
Mo-4ecT0 Ha  TeaTbp U  MOXE JH
WHTEPAKTUBHUSAT T€ATHP J1a CIOMOTHE 3a TOBa?
V: Karto 1510 MHOI0O 3aBHCH, 3aI[0TO XOJCHE
M0-4e€CTO Ha TeaTbp 3a BCEKH MOXKE Ou ¢
pa3IMYHO TMOHATHE. AKO XOAMII IPUMEPHO
€IUH BT B CEAMHUIIATA, B SAUH MOMEHT MOXE
OW 111e MMAIll MaJIKO MPEHACHIIIAHE OT TO3U THUII
M3KYCTBO. A MHTEPAKTUBHHUSAT - J1a, MOXE J1a
JIOBEJIE 10 TOBA Jia XOJIUII TTOBEYe, 3a10TO BCE
MaK € HEemo pa3JuyHO W HE € TUIUYHUSAT
Tearwsp. Taka ye cropes MeH Ja - KaTo 3Haelll,
4ye BCEKH BT I1I€ C€ CIIy4Ba HEIlO Pa3InyHO U
HAMa Jia € caMo JipaMa WIM KaKBaTo € Tam
IIOCTAHOBKAaTa, W Ye II¢ € Hempo IOo-
Pa3IBMKECHO - TOBA OM TE HAKapaJIo Ja XOIUIII.
WNnu npuMepHo mpenm aa M3JE3ell HAKBIES
MEeTHK Beuep - 3aIll0 MPeId TOBA 1a HEe OTH/ICIII
Ha WHTEPAKTUBEH TeaThp WM stand-up
comedy WM HEIIIO TAKOBA, KOETO Ja T€ 3ape/iy,
W ClIel TOBAa J1a CH NPOJIBDKHII BedepTa.
Mucns, e e eauH J0cTa 00bp HAYWMH Ja
3aroYHell BeYepTa CH.

your evening.

Participant: Antonios Antoniou
Interviewer: Ventsislava Antova
Date: 03.05.2018

Duration: 20:35 min

I: Please present yourself and what you do at the moment.
P: Hello, my name is Antonios, | am from Greece, but | used to live in Germany and for the
moment | live here in Nijmegen - | am doing my master in Marketing and hopefully | will graduate

at the end of this study year.
I: How often do you go to the theatre?

P: Not very often - very rarely. Maybe | have gone to the theatre five times in my life.

I: You do not like it?

P: It is not that | do not like it - it is more that most of my live I spent in Germany and | prefer the
Greek theatre, because my mother tongue is Greek and not German. So when | used to live in
Greece doing my bachelor studies, | think | went twice, and...it depends on the main actors - if |
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know them it is more compelling for me to go and watch the show. Otherwise | do not have the
motivation to go. Also if the content of the show is kind of humoristic - this is one more reason to
go, because I want to enjoy my time there and forget about any issues that | have. So | prefer to go
to theatres where | can laugh and not cry, because there are these kinds of topics too.

I: So being fun is the most important part of the theatre for you? You want to feel happy there?

P: Yes - happy and not sad, because the content can be also the opposite - dramatic, which is not
my case.

I: Have you been to an interactive play?

P: Only once and this happened many years ago. | went to a theme park in Germany and usually
in this kind of parks they have small theaters with short shows and...yeah, | went there. The content
was kind of humoristic and the main actor was also a hypnotist so he tried to hypnotise the people
who were on the stage.

I: What did motivate you to go the show?

P: Well, I went to most of the facilities in this theme park and we had some time left and did not
want to leave, so we thought it would be a good opportunity to see something different we had
never seen before. Because we already knew about the topic - we knew that it was going to be
about hypnotizing people and so on, it triggered our interest.

I: How can you describe the experience - what did you feel?

P: Well, in the beginning he started with some jokes and so on. Then after a couple of minutes he
asked people to join him on the stage and there was no limit of participants so everyone who
wanted to join stood up and went on the stage. My motivation to go was to see what his intention
would be, what he is going to do with us - | was curious. That is why | volunteered.

I: And how exactly did you participate in the play?

P: In the beginning he tried to create an environment which would be kind of relaxing for us. So
we laid on the floor and then we did kind of exercises - breathing exercises and so on, so our heart
rate would be decreased and he wanted us not to feel excited on the stage - just relaxed. So that is
what we did in the beginning and after some exercises he started kicking out people, because he
wanted the participants to be fully engaged in the process and he could recognise that some people
were not focused on what they were doing, so yeah - he asked them to leave the stage. How did |
interact? Well, | was one of the last people who remained on the stage and it was a very funny
moment afterwards, because during the show 1 did not feel so much...lI was so involved in the
whole process. He had a small car - you know, the toy for children, and he asked me to drive that
car on the stage. And | was a big guy, you know...So | sat on this car and he asked me in front of
the audience: “Now please imagine what kind of car you were driving.” (Laughs). I did not see the
audience - | was looking straightforward and | did not have any intense feeling during that time.
I: Because you were hypnotised?

P: Yes, because of that. My eyes were open, but | was not in a conscious condition. So he asked
me what kind of car I was driving and I said “A Porsche!” And then he asked me: “OK, drive this
Porsche!” and 1 drove the Porsche on the stage. (Laughs). Everybody was laughing about this
“picture” but I did not feel anything. So that was the interaction on the stage.

I: So how did you feel afterwards when you understood what happened?

(A
-
)

‘_IJ
o
,\/

3 Co—-creating tiveatre



96

P: Hmm...impressed, because | was not expecting that from myself and | did not know how the
whole thing about hypnotizing works, so...yeah, it was a nice and fun experience. Not only for me,
but also for the audience.

I: How the experience was different for you from traditional theatre?

P: Well, when you interact you are more involved in the show. | was not in a conscious condition
so | can only assume that you are more excited about the show and you feel more during the
performance instead of only watching the actors. |1 would say it is more compelling for both parties
when you interact and triggers people to revisit the theatre.

I: So this is what can bring you back to the theatre for the future?

P: Yes, of course. If you interact you talk with your friends, with your people about this experience,
and you feel excited and there is some pleasure in that...it is more compelling, | think, for the
audience to be a part of the whole show.

I: So this kind of performances can increase your interest in theatre in general?

P: I suppose so. Especially if the content of the show is funny. Although I think that to create a
funny show is more difficult, more challenging for the actors, because usually when you say jokes
or funny things, you do not think too much about that - you just say them. So it is not easy to
simulate funny circumstances.

I: So the actors should really know what they are doing and the experience kind of depends on
their capabilities?

P: Yes, on the capabilities of the actors and on the content of the show - if the quality is low and
people get bored during or tired after the show, then they will not be interested to revisit the theatre,
| would say. So yeah, it is about the quality of the show and how good the actors are.

I: How do you think interactive theatre can benefit you?

P: Well, for a certain period of time you become the main actor on the stage. | think this is the
most important reason to interact and to go up there, because everybody will see you and you
become the secondary actor, | would say.

I: So you kind of become the central figure in the play?

P: Exactly. And I think this is the main benefit for the audience. And this would bring you
recognition, maybe...excitement...

I: Would you feel more confident? Would this increase your self-esteem?

P: 1 do not think so. If you do it only once, | do not think your self-esteem will increase very much.
But if you do it on a regular basis and visit this kind of theatres, then you can gain many benefits.
| think this is a long-term process and not a short-term process, because people cannot directly
derive the benefits of this process. Then of course you will feel more confident and comfortable
with the audience and will not be shy at all, because on the first time you are kind of shy and
excited and so on, but after some visits you will feel more confident and your self-esteem will
probably increase.

I: And what could make you do this continuous attendance?

P: Depends on the first time. If the first show provides you joy, pleasure...if you go out after the
end of the show and continue talking about it with friends and close people, this would be a positive
sign to visit again the theatre. So I think the first impression is very important.
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I: But you said you go to the theatre rarely - so what would make you go more often?

P: The truth is that I live in Germany but | do not watch German television, so my main motivation
to visit a theatre would be to know the main actors - from TV shows and so on. In general | think
the quality of theatres in Greece is much higher than in Germany, although I do not have any
evidence for this statement (laughs). So if I lived in Greece, | would go more often - that is for
sure. At the end this is a very nice opportunity to spend your private time, besides of going out and
so on. It is another chance to have fun, because usually you go out for a drink, you go to the
cinema...and yeah, this is another opportunity to have some fun. Also, | would need more people
who are interested to go with me - otherwise it does not make sense to go by myself. And I think
it is not so easy to find many people who are interested in going to the theatre - that is the main
issue, I think.

I: The interactive plays being different from the normal ones - do you think this can increase
people’s interest and more people will be willing to go with you?

P: As | said before, | think interactive theatre is more compelling and offers more things to the
audience than the normal one, because they are part of the show. So yeah - for sure | favor for
interactive shows in comparison to the normal ones. And yes, | think that if people interacted more
often in the shows, they would have gone to the theatre more often.
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develo exp_si probabl
lean_ne |p_creat|see_dif meet_n |meet_di develo exp_tru exp_re | milar_i |exp_abl|exp_act|exp_au more_li|y_often
w_thing|ive_skil|f_point ew_peo [ff_peop [meet_fr{p_socia|exp_nic| exp_fu [exp_en |exp_enj[exp_aut|stworth|exp_ori|al_worl| nterest [ e_to_c [ ors_int |dience_|probabl|definite | kely_g | _gener

s Is s |curious| ple le iends | I_skills e n tertain | oy | hentic y ginal d s |onnect| er inter |y_inter |ly_inter| eneral al
N Valid 83 83 83 83 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
Missing 0 0 0 0 1 1 1 1 2 2 2 2 3 3 3 3 5 5 5 5 5 5 5 5
Mean 5.52 5.52 6.02 6.06 485 5.05 5.50 5.04 5.95 593 6.09 5.69 5.30 4.73 5.38 533 5.00 5.36 5.56 531 5.32 5.56 5.49 5.33
Std. Deviation 1557] 1509| 1126 0.942( 1458] 1369 1210] 1418 0.865 00946| 0.745 1211] 1195 1136 1.151| 1.156( 1.184| 0.939] 1191 1.097( 1473 1491 1.356( 1113
Variance 2423 2277| 1268/ 0.887| 2126 1874 1463| 2011 0.748] 0.894| 0555| 1466 1428 1291 1.326] 1.336| 1403 0.882] 1418 1203 2169| 2223 1.837| 1238
Skewness -1.217| -1.246| -1572| -2.188( -0.670| -0.711| -1.008| -0.652| -0.736| -1.031| -0.513| -1545| -0.652| -0.392| -0.885 -0.417( -0.337| -0.784] -1.269| -1.251 -0.702| -0.948 -0.502 -0.525
Std. Error of 0.264] 0.264| 0.264| 0.264| 0266 0.266( 0266 0.266] 0267 0.267] 0267 0267] 0269 0.269] 0269 0269 0272 0272 0272 0272] 0272 0272 0272 0.272
Kurtosis 0.900] 1.170{ 3.851| 9.284| -0.410( -0.397( 1570 -0.303] 0.737| 2.366| 0.066( 4.012] 0776 0.135] 1467 -0.342| 0.134| 1174 2441 2770 -0.294| 0.382| -0.755 -0.448
Std. Error of 0.523| 0.523| 0523 0523] 0526 0526 0526 0526 0529 0529 0529 0.529] 0532 0532 0532| 0532 0538 0538 0538 0538 0538 0538/ 0538 0.538
Range 6 6 6 6 6 5 6 5 4 5 3 6 6 5 6 5 5 5 6 6 5 6 5 4
Minimum 1 1 1 1 1 2 1 2 3 2 4 1 1 2 1 2 2 2 1 1 2 1 2 3
Maximum 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7
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develo probabl
lean_ne(p_creat meet_n | meet_d develop exp_tru exp_abl|exp_act | exp_au more_li|y_often
w_thin [ive_skil|see_diff ew_peo| iff_peo |meet_fri| _social [exp_nic exp_ent [exp_enj|exp_aut|stworth [exp_ori [exp_rea | nterest | e_to_c | ors_int [dience_|probabl|definitel |kely_ge|_genera
gs Is _points |curious ple ple ends | _skills e exp_fun| ertain oy hentic y ginal |I_world s onnect er inter |y_inter | y_inter | neral |
lean_new_t[Pearson Correlation 1 7200 612" 0203 g1 g1 0062 456 0055 0025 0070 -0057 0092 55 0179 gog™ 0035 0200 0156 0043 0091 0030 41" 355"
hings Sig. (2-tailed) 0.000 0.000 0.066  0.000 0.000 0.578 0.000 0.625 0.825 0534 0613 0.419 0.022 0.112 0.006 0.761 0.080 0173  0.709 0.428 0.793 0.033 0.001
N 83 83 83 83 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
develop_cr |Pearson Correlation | 700" 1 e03™ 304" 359" 376" 0010 393" 0200  ogp" 307" 0130 0218 20" 271" 3277 0143 gg"  2pg" 0082 008l 0165 281" 370"
eative_skill
s - Sig. (2-tailed) 0.000 0000 0005 0.001 0000 0928 0.006 0.073 0018 0.005 0247 0052 0.044 0015 0003 0212 0018 0044 0476 0480 0.148 .013  0.001
N 83 83 83 83 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
see_diff_p [Pearson Correlation | 612" 603" 1 31" 49" 278" 0072 99"t 0128 0164 0206 0085 0069 0084 0196 p54° 0164 0189 0180 0039 0114 0166 396" 417"
CIt Sig. (2-tailed) 0.000 0.000 0.003  0.024 0.011 0.520 0.006  0.255 0.144 0.065  0.452 0.543 0.460 0.082 0.023 0152 0.097 0.116  0.733 0.320 0.145 0.000 0.000
N 83 83 83 83 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
curious  |Pearson Correlation | 0203 304" 321" 1 -0065 -0069 0135 -0075 400" 353" 348" 286" 2200 0212  p71* 0215 0114 0143 0140 0137 g5 348 0045 gos
Sig. (2-tailed) 0.066 0.005 0.003 0562 0.538 0.228 0.502  0.000 0.001 0.001 0.010 0.050  0.060 0.015 0.056  0.319 0.212 0222 0.233 0.000 0.002 0.694 0.007|
N 83 83 83 83 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
meet_new_ |Pearson Correlation 516" 350" 249" -0.065 1 g™ 320" 606" ~-0.045 -0.098 -0.091 -0.089 0.103 g5 -0.096 0108  og3 325" 0027 0113 -0053 -0126 0162 0074
BESRIE Sig. (2-tailed) 0.000  0.001 0.024  0.562 0.000 0.003 0.000 0.688 0.384 0419 0427 0364 0008 0397 0339 0012 0004 0815 0323 0647 0270 0157  0.519|
N 82 82 82 82 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78|
meet_diff_ [Pearson Correlation | 481" 376" 278" -0.069 ggo** 1 253" 54 0013 -0026 0008 0009 0004 gp** -0071 0106 31°  70° 0060 0208 -0.115 -0.066 0140 0034
Becole Sig. (2-tailed) 0.000 0.000 0.011 0.538  0.000 0.022 0.000 0911 0.818 0.944 0935 0.973 0.007 0.534 0.349  0.042 0.017 0599  0.068 0.316 0.567 0.222 0.768,
N 82 82 82 82 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
meet_friend [Pearson Correlation | 0062 0010 0072 0135 3p9™ 53 1 34 0095 0021 0104 -0065 0121 005 0009 0000 pg* 0208 0016 0099 0183 0028 369" 376"
g Sig. (2-tailed) 0.578 0.928 0.520 0.228 0.003 0.022 0.034  0.400 0.850 0.355  0.564 0.284  0.630 0.937 1.000 0.013 0.068 0.888  0.389 0.109 0.809 0.001 0.001
N 82 82 82 82 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
develop_so|Pearson Correlation | 456™ 303™ 209" 0075 606" 654 234" 1 0114 -0016 -0087 -0.136 0073 og1* -0012 0082 g* 0199 0214 0123 -0041 -0159 0206 0.169
Lefails Sig. (2-tailed) 0.000 0.006 0.006 0.502 0.000  0.000 0.034 0.312 0.888 0.442 0225 0.523 0.012 0.919 0.470  0.012 0.081 0.060 0284 0.719 0.165 0.071 0.138,
N 82 82 82 82 82 82 82 82 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
exp_nice |Pearson Correlation | 0055 0200 0128 go0"* -0.045 0013 0095 0114 1 745" 570" 582 42 312" 231" 201 2537 0043 467" 3e3 433" 463" 0022 0184
Sig. (2-tailed) 0.625 0.073 0.255 0.000 0688 0911 0.400 0.312 0.000 0.000  0.000 0.002 0.005 0.039 0.009  0.026 0.707 0.000  0.001 0.000 0.000 0.846 0.107|
N 81 81 81 81 81 81 81 81 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
exp_fun  [Pearson Correlation | 0025  gp" 0164 ggg** -0.098 -0.026 0021 -0.016 745" 1 666" 700 410" 207 338" 333" 2347 0095 445 293" ape™ 50" 0082 0116
Sig. (2-tailed) 0.825 0.018 0.144 0.001 0384 0818 0.850 0.888  0.000 0.000  0.000 0.000  0.008 0.002 0.003  0.039 0.409 0.000  0.009 0.000 0.000 0.474 0.311
N 81 81 81 81 81 81 81 81 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
'em_enterta Pearson Correlation 0070 307" 0206 348" -0.091 0008 0104 -0.087 570" 666" 1 508" 309" 229" 327" 272 0104 0108  3gg*" 276" 372" 554" 0021 0.158
n Sig. (2-tailed) 0.534 0.005 0.065 0.001 0419 0.944 0.355 0.442  0.000 0.000 0.000 0.005 0.041 0.003 0.014  0.365 0.346 0.001 0.014  0.001 0.000 0.855 0.167
N 81 81 81 81 81 81 81 81 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
exp_enjoy |Pearson Correlation -0.057  0.130 0085 g™ -0.089 0009 -0065 -0136 s5g>** 700" 508" 1 507" 407" 443" 403" 3157 256" 336" 334" 518" eae”"  -0.002  0.077
Sig. (2-tailed) 0.613 0.247 0.452 0.010 0427 0.935 0.564 0.225  0.000 0.000 0.000 0.000  0.000 0.000 0.000  0.005 0.024 0.003  0.003 0.000 0.000 0.983 0.505
N 81 81 81 81 81 81 81 81 81 81 81 81 80 80 80 80 78 78 78 78 78 78 78 78
exp_authen |Pearson Correlation 0.092 0218 0069 220" 0103 0004 0121 0073 340** 410" 300" 507" 1 528" 681" 231" 317" 427" 365" 389" 360" 378" 0002 0154
e Sig. (2-tailed) 0.419 0.052 0.543 0.050 0364 0973 0.284 0523  0.002 0.000 0.005  0.000 0.000 0.000 0.039  0.005 0.000 0.001  0.001 0.001 0.001 0.983 0.177,
N 80 80 80 80 80 80 80 80 80 80 80 80 80 80 80 80 78 78 78 78 78 78 78 78
exp_trustw |Pearson Correlation 255" 226" 0084 0212 595 302" 0055 281" 312" 297" 229" 407" 5287 1 428" 223" 2777 287" 208" 368" 238" 246" ~-0.069 0.115
@iy Sig. (2-tailed) 0.022  0.044 0460 0060 0.008 0.007 0630 0.012 0.005 0.008 0041 0000 0.000 0.000 0047 0014 0011 0008 0001 0.036 0.030 0548  0.316
N 80 80 80 80 80 80 80 80 80 80 80 80 80 80 80 80 78 78 78 78 78 78 78 78
exp_origina |Pearson Correlation 0179 71" 0196  o77* -0.096 -0.071 0009 -0.012 231" 338" 327" 443" 681" 428" 1 373" 238" 200" 237" 223" 316™ 1250 0.011  0.132]
0 Sig. (2-tailed) 0.112 0.015 0.082 0.015 0397 0.534 0.937 0919 0.039 0.002 0.003  0.000 0.000  0.000 0.001  0.036 0.010 0.037  0.049 0.005 0.027 0.920 0.251
N 80 80 80 80 80 80 80 80 80 80 80 80 80 80 80 80 78 78 78 78 78 78 78 78
exp_real_w |Pearson Correlation 306 327 2547 0215 0108 0106 0000 0.082 291" 333" 272" 403" 231 223" 3737 1 0182 1266 228" 1231 0.123 0.052  0.049  0.180|
@i Sig. (2-tailed) 0.006  0.003 0023 0056 0339 0349 1000 0470 0.009 0.003 0014 0000 0039 0.047 0.001 0111 0019 0045 0.042 0283 0648 0672  0.115]
N 80 80 80 80 80 80 80 80 80 80 80 80 80 80 80 80 78 78 78 78 78 78 78 78
e>.q3_similar Pearson Correlation 0.035 0143 0.164 0.114 1283 1231 281" 282" 253" 234" 0104 315" 317" 277 238" 0.182 1 630" 332" 350" 208" 1287 1259 ,286
SISt Sig. (2-tailed) 0.761 0.212 0.152 0319 0012  0.042 0.013 0.012 0.026 0.039 0.365  0.005 0.005 0.014 0.036 0.111 0.000 0.003  0.002 0.008 0.011 0.022 0.011
N 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78
exp_able_t |Pearson Correlation | 0200  ogg" 0189 0143 gp5™  o70° 0208 0199 0043 0095 0108 56" 427" 287" 290" 266" 630" 1 0" 345 0197 26" 279" 306
CRCOpuE Sig. (2-tailed) 0.080 0.018 0.097 0212 0.004 0.017 0.068 0.081 0.707 0.409 0.346  0.024 0.000 0.011 0.010 0.019  0.000 0.017  0.002 0.083 0.021 0.013 0.006
N 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78
e)y)iaclors Pearson Correlation 0156 228" 0.180 0140 0027 0060 0016 0214 467" 445" 368" 336" 365 298" 237" 228" 332" 1269 1 601 303" 396" 0.093  0.180
Sisy Sig. (2-tailed) 0173 0.044 0.116 0.222 0815 0.599 0.888 0.060  0.000 0.000 0.001  0.003 0.001 0.008 0.037 0.045  0.003 0.017 0.000  0.007 0.000 0.418 0.115
N 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78
exp_audien [Pearson Correlation | 0043 0082 0039 0137 0113 0208 0099 0123 363" 203" 276" 334" 350" 368" 2280 2310 350" 345" 6017 1 0212  ,9g™* -0006 0085
G Sig. (2-tailed) 0.709 0.476 0.733 0233 0323 0.068 0.389 0.284  0.001 0.009 0.014  0.003 0.001 0.001 0.049 0.042  0.002 0.002 0.000 0.063 0.008 0.958 0.459
N 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78
probably_i [Pearson Correlation | 0091 0081 0114 g3gg™ -0053 -0.115 0183 -0041 433" 26" 372" 518" 360" 238" 316" 0123 gg™ 0197  gog 0212 1 ggo™ 0174 346"
ptey Sig. (2-tailed) 0.428 0.480 0.320 0.000 0647 0.316 0.109 0719  0.000 0.000 0.001  0.000 0.001 0.036 0.005 0.283  0.008 0.083 0.007  0.063 0.000 0.127 0.002
N 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78|
definitely_i |Pearson Correlation 0.030  0.165 0166  34g** -0.126 -0.066 0028 -0.159 463"* 550" 554" 646" 378" 246 250" 0052 g7 262" 396" 208" 680" 1 0126 45
ey Sig. (2-tailed) 0.793 0.148 0.145 0.002 0270 0.567 0.809 0.165  0.000 0.000 0.000  0.000 0.001 0.030 0.027 0.648 0.011 0.021 0.000  0.008 0.000 0.273 0.030
N 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78
more_likely [Pearson Correlation | 241" 281" 396" 0045 0162 0140 g9 0206 -0.022 -0082 0021 -0002 0002 -0069 0011 0049 959" 979" 0093 -0006 0174 0126 1 a9
-general  [Sig " (2-tailed) 0033 0013 0000 0694 0157 0222 0001 0071 0846 0474 0855 0983 0983 0548 0920 0672 0022 0013 0418 0958 0127 0273 0.000
N 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78
o Correlation | 355" 370" 417" 304" 0074 0034 g7 0169 0184 0116 0158 0077 0154 0115 0132 0180 og5" 306" 0180 0085 346™ 245" 649" 1
:Ien_gener Sig. (2-tailed) 0.001 0.001 0.000 0.007 0519 0.768 0.001 0.138 0.107 0.311 0.167  0.505 0.177 0.316 0.251 0.115 0.011 0.006 0.115  0.459 0.002 0.030 0.000
N 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78 78

**_Correlation is significant at the 0.01 level (2-tailed).
*. Correlation is significant at the 0.05 level (2-tailed).



