
Review on “From the Pure Potentiality” by Oleg Stepanov 

I took in the performance for the first time on September 11, although it was first pre-

sented in July. I wanted to immediately write about the premiere but found it challenging, 

even harder than creating dances. Finally, I am writing about the performance. 

The performance “From the Pure Potentiality” was created on the dancers of the Pro-

vincial Dances Theater, leading contemporary dance company in the country. We are lucky 

that the company, and its artistic director specifically, are located in Yekaterinburg. The dan-

cers are physically strong, have great stamina and a high quality of movement. Whenever 

they have a premiere, it is a significant event for dance community in the city. Their works 

are nominated for Golden Mask and other awards almost every year. 

Oleg Stepanov was a dancer of Provincial Dances Theatre from 2009 till 2014. Since 

2014, he is a member of GöteborgsOperans Danskompani (Gothenburg, Sweden) which 

consists of dancers representing 17 different countries and is the Nordic region's largest con-

temporary dance company. Oleg has danced in the remarkable number of the company’s 

productions and created recently a dance installation “Skal" for company’s behind the 

scenes production “37˚/ Suburbia” which allowed the audience to experience backstage, 

sub-levels and the inner mechanics of the opera house through a row of dance installations.

“From the Pure Potentiality” was the second performance created by the young cho-

reographer for the Provincial Dances Theatre. In 2013, Oleg Stepanov made another piece, 

“Ego Vacuum,” for the company’s dancers. I noticed that both performances were mono-

chrome. The first piece was totally choreographed, contained heavy scenery, screaming cos-

tumes and projection, and the last one was a place for a manifestation of freedom, it was 

translucent, with clear minimalistic scenery and absence of imposed movements. Both 

pieces, by the way, were quite philosophical, with a deep thoughtful content, touching the 

eternal questions of human beings existence. The first one was full of symbols and meta-

phors. The last one was fairly abstract and ephemeral. In my eyes, the choreographer has 

significantly developed over quite a short period of time in the way of presenting his ideas 

and the way he thinks and moves. His dance aesthetic has completely changed in the last 

two years that can be explained by his extensive work with the prominent Sweden company. 
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“From the Pure Potentiality” has the special beauty for me, its aesthetic is close to 

mine. The piece was composed of radial, suspended movements and a hint of contact; eve-

rything was based on improvisation and constructed of games and tasks. I especially valued 

the freedom of body expression, because in this situation each dancer could be utterly orga-

nic and find a unique language that could be adopted to a current body condition. Parts of 

the performance were going one after another as if they threaded on a string with perpetual 

spiralling. 

All the dancers were in black costumes. There were plenty of black shoes bordering 

the stage. The curtains and backdrop were black and the stage floor was white. So, the ove-

rall picture was quite graphic, and my eyes were focused on the texture of the costumes’ fa-

bric, and how it moved. Thus, my focus was on the movement. There was not much scenery, 

no spectacular or colourful costumes, not many props, no diversity of the props, all the 

props were from the same group — shoes. I have to add that the costumes were different, 

made from different fabric, had different qualities of movement, but still the same colour, it 

even looked the same tint of black. So, the dancers completely belonged to the same group 

as well — people in black. 

There were two microphones suspended high above the regular level; it was an ama-

zing idea and dancers were speaking text, addressing the microphones above, which looked 

mesmerizing! It was especially enthralling when Roman Borodin read his text dynamically, 

and the part where he made some sounds without words into a microphone, directing mo-

vement on stage without watching. The game “Telephone” from the duo in the center was 

brilliant! Olga Sevostyanova and Evgeny Kalachev were good in the initiation of move-

ment, which, by the way, was quite complicated yet subtle, that was wonderful. Worked in 

tandem to create contrast, with all the dancers behind Evgeny active, and Olga’s half more 

subtle. 

One more part among my favourites was the ending that was performed in silence. I 

will describe the movement in detail. The dancers were lying on their backs, ‘facing’ dif-

ferent directions, evenly occupying the whole stage. Each of the dancers had four different 

shoes put on the legs and arms. The shoes did not match as pairs. What they did, basically, 
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was a simple action. They just stood up and lay down again and again. However, they were 

very precise in performing it, they all did it identically the same, as it was a choreography. 

They were bending their knees and with the arms support standing straight up; then, as a re-

verse motion, did a squat with feet parallel, laid on the back with the arms support, extended 

the legs, and placed the arms along the torso. The way they went up and down was not the 

most optimal in terms of the movement’s trajectory, and not the easiest for the body to per-

form. At some point, one of the dancers did a provocation, performing the movement in an 

easier, more organic way, and lay on his/her belly. Nobody else supported the provocation. 

Therefore, the provocateur returned to the general way of performing the movement. Gra-

dually, the dancers got rid of the shoes, and just did the movement without shoes on. They 

had to stand up in connection with others, so one dancer stood up and lay down, then two 

dancers stood up and lay down, then three, etc. It did not work in this clear way, but that 

was obvious that, as they rose and lowered, they were checking on others. If one dancer was 

ready to lay down again, the whole group would lay down. If one was standing up, some 

other dancers were standing up as well. They tried to keep an eye on how many were stan-

ding up, so if not enough, they joined the group, if too much, they went to the floor. The 

number of dancers who were upright increased gradually until all the dancers stood up toge-

ther. Playfulness and some tiredness simultaneously, it looked like children who were 

playing and playing and playing, already tired, but still wanting to play, and giving their ti-

red but full of satisfaction smiles to the audience. 

As one of the mediation  tools, the choreographer chose to use, were texts, which were 1

written by the choreographer and the dancers, and included some citations. For instance, one 

piece of the text with a reference to Herbert George Wells,“You make a mistake by saying 

that you cannot move in time. For example, I remember very clearly some event from my 

past, I'm going back to a place and time where and when it happened, and I am mentally 

 In the arts, a medium is a material or technology through which an artist makes his or her artistic 1

utterance. Mediation in the arts is the act or process of mediating between the artist and the audi-
ence by using available means and techniques. In the particular piece, choreographer utilized fol-
lowing mediating materials: 1) texts which were spoken live by the dancers using microphones, 2) 
prerecorded music which the audience perceived through the speakers, 3) movement presented live 
by dancers and 4) visual component including stage lighting, costumes, props and a bit of scenery. 
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present then and there, and I am not here.” The performance was about being suspended in 

time and space, being beyond the time and space. Right now in my mind, I am in the theater 

on September 11, see the dancers on the stage performing the piece and hear the words of 

one of the dancers. I remember the words fairly good. The choreographer shared with me 

the texts by my request to make an exact citation: 

“I love to come home, I love these wonderful moments of tenderness, affection, cud-

dling and talking. In the evenings, we gathered around the fire and talked a lot. One 

of my the most favourite places in the house is my father's library, we can carry out 

alone with him all the time without a break. We really like to be there together. I love 

to cuddle up to him or climb on his knees like a little one. And he talks, talks to me. 

… He talks about life, love, eternity. … He’s like a big tree — oak, maybe... And then 

we danced, we danced a lot, it was a whirlwind, and I could not see anything around, 

only his face and hands. There and then we will continue to spin, and he is ... there 

and then.” 

In my head, the dancers continue to spin in their eternal dance. 

Ekaterina Zharinova 

November 22, 2015 
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