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YBOJI

,,AKo ce omnacame KvM uHOUUOA, CAKAUL MOU € MOo8a,
Koemo mpsioea 0a 6voe u modice da 6voe,

Mot we cmatne moga, Koemo mps68a 0a 6v0e u modice oa o6wvoe. *

1. B. pon I'vote

Hacrosmara auceprannone Tpya € (oKycupaH BbpPXY Te€Ma, KOSITO € JKUTEHCKU U
npodecroHaHO MPoOJIeMaTHYHa OIIE OT IIBPBHUTE CTHIIKH B T€aThpa M KUHOTO. TEOPHH,
METOJIM M TIOJIXO/IM 33 aKThOPCKA TOATOTOBKA. AKTHOPHT HE OMBa J1a € 3aIbJIKEH U OIIE T10-
MAaJIKO, TIPUCTPACTEH JIa TIPEANIOYNTA WK JJAHCUPA, TPUEMAHETO Ha eIHa TEOPHs KaTo BSpHA
WU 1o-700pa crpsiMo jpyra. Mima camo emHo — paboTH 3a HEero Wi He. AKTROPBT TpsiOBa
Jla eKCTIEpUMEHTHPAa ¢ MHOKECTBO TEOPHUH, HO TIOJIbPXKA U BSIPBA B JIMYHUSI CH AKTHOPCKH
n300p: mpoOBam, omMTBaM, HO M30MpaM TOBa, KOETO paboTH 3a MeH. Taka ce ch3aaBa
WHIWBHIYaJIIeH apTEeHTHYEH MOIXO0/ B TBOPYECKOTO HATPEHHpPBAaHE CBITIACYBAaHO pa3Ompa
ce, ¢ GyHIaMEHTAHUTE MpaBUjia U 3aKOHU Ha CHEHHUYHOTO U eKpaHHO u3KycTBa. [loaxon,
0a3upaH Ha TNYHUTE PUINYECKHU U UHTEJIEKTYaTHU JapOH C PECTIEKT B IOYTEHOCT U MOPAITHO,
CTOMHOCTHO OTHOIIIEHHE KbM MPEINoIaBaTeIN U KOJIETH B TApTHLOPCTBO.

O0ekT Ha HacTOosIIaTa padoTa € MPAKTUYECKOTO EKCIIEPUMEHTHUPAHE C TEOPETUUHHU
CTaHOBHMILA B CleUU(UYHM YIPAKHEHUS, 32 HATPEHUPBAHE Ha HEOOXOTUMHUTE aKTbOPCKHU
texHuku. [logxonsT obave, e ¢ ,,0TBOpeHa BpaTta‘™ KbM MHIUBUAYAJIEH U300p 3a HAMUpaHe
Ha OPUTHMHAIHY PELISHUs B Ipolieca Mo JUYHO TBOPUYECKO YCMOTPEHUE — OCBOOOICH apTHUCT,
a He IAMIIUPaH aKThOoP .

CpnocTaBsT ce MpeIMMCTBaTa Ha TEOPUS CIIPSIMO 3aHasT U 00paTHO, 3a Ja ce MpoOBaT
U TIOJIE3HO MpUJarat BbB B3aUMHA XapMOHHS. AKTbOPCTBOTO € aapbOa-tamant. [logxoasT
rmomara Jia ce 0OCh3Hae CBOEBPEMEHHO Jaiu uMma Japba wiu camo mpereHius. M ako nma
napba, na Obje OKypakeHa C YBEPEHOCT B JIMYHHTE BH3MOXKHOCTU. YBEpPEHOCTTa € Haid-
KPaTKHT IbT KbM IIPABJIMBO 3aCIIyKEHO aKThOPCKO camouyBcTBHE. [Ipo1iechT ce ocMucis B
caMMs IpoIIeC, 3a J1a Ce JOCTUTHE JI0 YBEPEHOCT CaMOCTOSITETHO — CTPOTO WHAWBUYAITHO.

IIpeaMeTr Ha HACTOSIIMA TPY/ € YOBEKa 3a]l TAJIaHTa, YBA)XKABAWKU JTMYHOCTTA KATO
cBOOOJIHO M30Mpalla, KOHTPOJIMpalla U JeiicTBalla He caMo B TBOpYecKaTa Cpefa, HO U B
cBeTa OKOJIO Hesl. Jla Bh3MUTa yTBBPKAaBalaTa ce WHAMBHUIYATHOCT, Y€ II€ € YCIIeIIHa U

IIprU3HAaTa, KOrato € MOJ30TBOPHO OCbhb3HATA. I[a CC OCMHUCIIM U TIPCOOO0JICE ,,06’BpKBaIlIOT0“
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pa3bupaHe Ha CMHCBJIA 32 peanu3anusa. Ts He ce orpaHMyYaBa BHB B3E€MaHE HA POJIS HIIH
JaHCUpPaHa MOIYJSIPHOCT C MOKAa3HOCT. Peanmsanus, € eXKeIHEeBHO NMOCTUTAHE HA JIMYCH
ycrex B TBOpYecka paboTa ¢ KbpPTOBCKM Tpyd. M B TO3M mporec, 4pe3 MPaKTUYHO H
TEOPETHUYHO CHTPYJHHYECTBO — TEOpPHsl M 3aHAsT, Ja C€ OBJIAJCIT OCHOBHHUTE
3aKOHOMEPHOCTH 33 aKThOPCKA IMOATOTOBKA, HO IO JJMYHO TBOPUYECKO YCMOTPEHHE.

OcHoBHAaTAa 1eJI HA pa3padoTKaTa € Ja U3Be/e aKThOPCKaTa ChIMHA. AKThOPCKATa
TIICUXO0JIOTHA, MUCJIIOBCH MPOUECC, HYyBCTBA U EMOIIHMHU C€ PBKOBOIAT U JIBUKAT OCHOBHO OT Ba
¢dakropa: IlpeacrapsHe u U3NbIHEHNE. AKTHOPBT TPsAOBA Ja Mpeoaosiee CBOETO ,,A3%, 3a Ja
ce MpeBbpPHE B Apyro ,,A3“ — 00pa3wpT B possita. O0ade akThOPBHT 3ala3Ba W Ipujara
cobcTBEHOTO cH ,,A3“ B oOpa3a Taka, 4e oOpasza cTaBa aKThOPHT — B3aMMHA ajantanus. B
pe3yiTar, akThOpcKaTa aBTeHTUYHOCT MHUHABa Ipe3 o0pas3a u 00paTHO — IBamMaTa B €IIHO.

B usnmeiiHEeHNEe HAa OCHOBHATA CH T1ET, TUCEPTAIHATA CH TIOCTaBS CICTHUTE 3a1auH:

1. [IpouechT Ha M3pacTBaHE M Pa3BUTHETO HA aKThOpa 4Ype3 WHAWBHUIYAJICH

n300p — 1enecrLo0pazHo:

° ABTCHTUYHOCT ¥ OPUTHHAITHOCT B COOCTBEHO M3pa3siBaHE M TBOPEHE;

° pasnuKaTa MeXIy TOBEJICHUETO Ha YOBEKA B PEATHUS KUBOT M aKThOPa B
MpeACTaBsIHE;

° YMEHHUETO J1a CH OTKPOBEH W TIPaBAMB — J1a BSIPBAIIl U JIa CH BSPBAIII.

2. Jla ycTtaHOBM TEpMHHA ,XapakTep® 3a AEHUCTBAIIO JIMIE, 3aMECTBaWKH

MO3HATUSI TEPMUH ,,rep0171“.1 Bcuuku neiictBamu smia B mmeca, (uiMm, BHOOImE B
JUTEpaTypHU TBOPOM, Ca YOBEILH, PEIH Ja CE MPOSBAT KaTO TEPOH, 3JI0IeH U APYTH.>

3. Jla u3rpaay NpUHIMIBT 3a padoTa BHPXY POJIA: a3, aKThOPBT, B JAJACHHUTE
00CTOSATEICTBA MMOCTABAM/TIPEACTABSIM PEATUCTUIHO ceOe CH B XapaKTepa ¢ JIMYHA TBOpUYECKa
ajanrtanus. 3auMCTBAliKy, YCBOSIBAM M IPaBIOMNOAOOHO MpPEICTaBsSM HEroBUs 00pa3 ypes
ceOe cH, ChIJIaCHO aBTOPCKATa UJIes U PEKUChOPCKATa KOHIIEIITUH.

4, HenpexiioHHa ropA0CT ¥ yBEPEHOCT B IOTEHIIMAIAa Ha CIIOCOOHOCTH U TaJIaHT,
HO ChC CKPOMHO U IIPU3HATO, CaMO OT 3pUTEINS, aKThOPCKO CAaMOUYyBCTBUE.

Hacrosmusar tpyn 3auMcTBa ¢ mpUMEpU OT MHOKECTBO TOPUTHYHHM MOAXOAM Ha
TeHHAIHU TBOPIH-TIPENOaBaTEId U PEKUCHOPU, HO OCHOBHO € 0a3upaH Ha U JI0OKa3aH B

JIMYCH IMPAKTHYCCKU U TCOPCTUYUCH OIIUT KAaTO aKTHBOP, PCKUCBOP U NPCIOAAaBaTCII Ha JBa

https://ibl.bas.bg/rbe/
2 http://rechnik.info/ u http://talkoven.onlinerechnik.com/duma/
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KoHTHHEHTA. [I01X01bT OCTAaHOBSIBA aKTHOPCKOTO CAMOUYYBCTBHE KaTO PE3YITAT OT yCIIEITHA
paboTa — mpaBIMBO OCh3HATA U J0KazaHa. ,,Camo-uyBcTBHE: Cam 4YyBCTBaM, ycellaM U
OTKpPOBEHO pa3dupam cjell MHOTO MPOOH — a3 MOoTa.

HayunaTa HOBOCT B Ta3u aucepTanus € pa3paboTBaHETO Ha MOJXOJ 32 MOATOTOBKA U

,,HaTPEHUPBAaHE  Ha aKThOPCKHS TAJIAHT B CJICIHUTE HAPABJICHHUS:

° Jla ce 0cBOOOAM CH3HAHUETO OT CYyOEKTUBHOTO IIPABUIIO: TaKa CE MPaBU — MO

,,00IIl 3HaMeHaTel";

° Jla ce oOKypaxu M yKpenH ¢ YBEPEHOCT TNCUXHUKaTa Ha TBOpEIa, OTThPBAUKHU

ro/s OT ChbMHEHHUETO: HE ChM CUTYPEH/a 1ajii TO MOTa,

o Jla ce Bp30y1u ¥ yTBBP/IM NPUHIUIIEH MAaHTAJIUTET: aKO a3 CU BAPBaM, BCUUKU
e MU BSApBaT, JOPU KOTaro U He Me npuemMar. M ToraBa Tasm Bsipa, Ja ce NMpPEBBpPHE B

po(eCcHOHAIHO BEPYIO — CTPOr0 HHIAUBUAYAIHO;

° Ja ce mpemaxHe JOMUHUPAIIOTO ,,YYUTEJICTBAHE “: CIyIIail KAKBO Ka3BaMm, a
He rienai kakBo npass. M Torasa, 1a ce ycTaHOBH a0COJIIOTHATA BPb3Ka, 3aBUCUMOCT MEXIY
Teopus U 3aHadAT. Upe3 cucremMaruyeH OajgaHC HAa KOJKOTO Ka3aHO, TOJKOBA M HAIpPaBEHO,

AKTBOPBT Ja 3aidBU: ToBa koeTo 3Hasd, € KOCTO Ka3BaM M € TOBA, KOCTO ITpaBA;

] Enun npamatruen mMatepuain ce mpaBH MO HaYWH, 0 KOWTO aKThOPHT PELIN.
KonkoTo akThopu MmpaBsIT €AMH MaTepual, TOJIKOBA ca U HAYMHUTE 3a MPABEHETO Ha TO3HU

Martepuai — HiMa GopMyiia — TUYHO TBOPUYECKO YCMOTPEHHUE;
] OTTbpCBaHEe OT CTAaTyKBOTO ,,[pyHa-HHE-€IHAKBU ! aKThOPCTBOTO € CTPOTO
WHIUBUAYAIHO U3KYCTBO, HO B TAPTHHOPCTBO.

] [Toaxon HA MpUHIIMIIA: YOBEKHT IPEIU aKThOPA.
OuakBaHuTe pe3yJTaTH Ha pa3paboTKaTa ca MPSKO CBbP3aHU C HEHHUTE IIeNU U

HHOBATHUBHOCT — OYaKBAHCTO €. CBETHT CC HYXKAAC OT apTUCTU — AKTbOPU, UMA NOCTATBYHO.



OCHOBHO CBABbP/KAHUE HA IUCEPTAIIUOHHMUSA TPY /|

JucepraiimoHHus TPy € ¢ 00eM oT 242 cTpaHUIU U UMa CIeAHaTa CTPYKTypa: YBOJ,
YeTHPU YaCcTH C TIOJYACTH, 3aKItoueHWe, Oumbnumorpadusi, HAYYHH MPUHOCH Ha
JTUCEPTALIMOHHUS TPY/I.

B yBoma ca mocouenu menra, 3amauuTte, oOEKTa M TpeAMETa Ha HU3CIEABAaHE U
Hay4HaTa HOBOCT Ha JUCEpTalMsITA.

[IepBa uwact e mocBereHa Ha paboTaTa Ha aKThOopa HajJ cede CH, HA HETOBOTO
YCHBBPIIEHCTBAHE TIO TS KbM CIieHaTa. st ce cbeTou oT 10 moguactu.

B Hes akieHT e mocTaBeH BBPXY MOAXOJAa HA ,,HaTpEeHUpBaHE Ha ,,a30ykarta‘ 3a
aKThOpPCKA TIOJITOTOBKA B TIpOIleca Ha HM3TPaKJIaHE Ha aKbOPCKO CIIEHUYHO TOBEICHHE,
TPBIBAlKH OT €KETHEBHOTO YOBEIIKO TIOBEJACHHE TIPH HEMPHUHYACHU 00cTosTencTBa. YoBEeK
CH3HATEITHO WJIU HE — BUHATH, BB BCSIKA €/THA CUTYAIHs WJIM MOMEHT, € 0COO€HO BHUMATEIICH
(Haco4YeH) KbM CaMO €/IMH, TOYHO OTIPEJICJICH BbH OT HEro MPeAMET, TUYHOCT WU JICHCTBHE.
WNnu BBTpe y HeEro: ycemiase, eMOLUsl WM MHCHJI. ToBa € MHTUMHO moBenaeHue. Ho 3a
pasivka OT MHTUMHOTO TIOBEJACHHE Ha YOBEKa B JaJieHa CHUTYallHs, MPH CICHUIHOTO
TOBEJICHNE B ChIllaTa TaKaBa CUTYaIHsl, CE TIOSIBSIBA 0OCTOSATEIICTBOTO, Y€ aKThOPBHT € TIIeAaH.
U ToBa 006CTOATENCTBO MOCTABS PsI3KaTa TPAHUIIA MEXKTY HHTUMHO TIOBEICHHUE U CIICHUIHOTO
noBenieHre. [loaxoapT mpemiara ynpaxHEHHs/3a/1a4d, KOUTO 1€ YCTAHOBSIT TEXHHUKa Ha
CIIEHUYHO KOHIICHTpUpaHE, Upe3 3aTBapsiHe W OTBApSHE Ha Kpbra Ha BHUMAaHHE, 3a JIa CC
MMOCTUTHE OPraHUYHO CIICHWYHO TOBeJeHUE. TO ce PhKOBOIM OT €CTECTBEHATA OpraHWYHA
JIOTHMKA Ha UHTEpeca C JJOBEPUE BHB BH3IMPHUATHETO Upe3 MpaBAMBa OLIEHKA OT OpraHuTe Ha
BHHMAaHHE — YOBEILIKHUTE CETUBA.

B mepBara nmoguact ,,OpraHM4HO BHUMaHUE M KPbI' HA BHUMaHHUE, Ce pa3TiexaaT
IBa BHIA >KUTEHCKH IOBEIECHHSA: MHTHMHO IIOBEJAEHHE — caM ChC ceOe cu. Hukon He
HaOmogaBa. He 3aBucH OT Hallo>)KeHH 0OCTOSTEICTBA MIIM MPUYUHHU, KOUTO JIa BB3ICHCTBAT
Ha TOBEJICHHE, HACTPOCHUE W eiaHus. [IoBeeHHETO € JIMYHO-HACOYECHO, CIIOHTAaHHO M
ocBoOojieHo. JlelicTBUATa HE ca ,,cbOOpa3eHH 1 BHUIMAHHUETO € M3ISUI0 00JIaaHo OT JINYHHUS
WHTEpEC Ha TOBA, C KOETO YOBEKBT € PEIINI JIa CE 3aHMMaBa 3a MOCTUTaHE Ha jKeJIaHa LEd.
Crobpazeno moBeaeHue: cpea Apyrd. YoBekbT e HabmogaBaH. Toil/Ts e 3aBUCHMM/a OT
3a00MKasIara cpefa U Xopa — nocraBeH/a B oo6crosTencTsa. TpsadBa aa ce cho0passBa u
HIpeMepBa‘ TOBEACHUETO CH, HaYMHA Ha W3pa3siBaHe, JCHCTBUSATA U JKENAHUATA CH.

HeszaBucumo ot cebe cu e ,,KOHTpOJ’II/IpaH/a“. BHuMaHneTo € HacOueHO KbM 06IJ_II/I}I HHTCPEC
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" CC IIPOMCHS UJIU HE, B 3aBUCHUMOCT OT IIPpOMAHATA HA O6CTO$ITCJICTBaTa H HACTPOCHUATA HA
ocraHanuTe. JIMUHUAT MHTEpEC € MOMYMHECH Ha pealin3alusiTa B JajieHaTa 0OCTaHOBKAa U
OTPEKJAHETO Ha CHOTBETHOTO MY/ MACTO CpeJ OCTaHanuTe. Ype3 MHTUMHOTO U ChOOpa3eHo
MOBCACHM:, CC OMPCACd CUCHUYHOTO IMOBCACHUC. KBM KakBOTO MM KOTOTO € KOHKPETHO
HAaCO4Y€HO BHUMAHHUCTO B JaA€H MOMCHT, € 00ekT Ha BHUMaHue. OOEKTHT HA BHUMAaHHUE HE
3aBHCH OT YOBEKa — TO € MOJICHh3HATENIHO BOJIEHO OT UHTEpECca KbM IIOCTABEHATA 1IEJ, HO TO
BUHArW CBHIIECTBYBA, MOCTOSIHHO — KOTa C MO-TOJIsIMAa, KOra C IO-MajKa HamperHarocT.
’Ku3neHoTO BHMMaHWE, BUHATM HACOYEHO C OMpeEesieHa CTETeH Ha MHTEpEC, MOPOJIEH OT
Hy)XJa, € OpraHn4yHO BHHMMaHue — BojeBo. [locouBa ce, ye pazpaboTeHaTa METOAMKA 3a
AKTBOPCKU TPCHUHI Ha MNOpcarnoJjara IMOCTUIaHCTO Ha OPraHudYHO BHUMAHHUE C LI
npaBaonoo0HOCT. Upe3 3aTBapsitHe W OTBAapsHE HA KpPbhra Ha BHUMaHHE, CE€ HM3TpaXIa
TEXHUKAa Ha CHOCHUYHO KOHOCHTpHUPAHEC, a 4Yp€3 HEA, CC IMOCTHUIra OPraHuYHO CHECHUYHO
IIOBCICHUC. KonkoTo mo-tecen e KPBI'ET HAa BHUMAHUE, TOJIKOBA IMO-CHUJIHA € KOHICHTpauusATa
U B pe3yiTar — IO-IIPpaBayuBO OpraHUYeH € aKThOPBT.

Crnenpamata moayacT € IMOCBETEHAa Ha MpodieMa 3a MYCKYJIHOTO HalpeXeHHE.
[IepBOTO ,IpEnATCTBUE™ 3a aKThOpA, KOTATO 3arouyBa Ja pabOTH BCEKH CIIENBAIl BT, €
YyBCTBOTO Ha CMyIIeHHE — (akThT, ue ro rienar. ToBa mpeau3BUKBa HECh3HATENHA,
WHCTUHKTUBHA MYCKYJIHAa peakuus — cTsraHe. Ta3u peakuus AUKTYBa HaIlPErHaToCT U
CKOBaHOCT B JBI)KCHUATA. AKTHOPBT 3aryOBa KOHTPOJI BbPXY HOPMATHOTO CH TOBEICHHE,
KOETO My € IIPUCHIIO B )k1BOTa. M ToraBa, aHraxxupailku MUCBHJITA CH C TOBA ,,KaK U3TIIexKa",
aKThOPBHT IMpPEMUHAaBa B CaMOKOHTPOJI M caMoHaOmioneHue. Hemunyemo ce 3amouBa
OTUYXKICHHE OT XapakTepa, KOMTO JMHEee W CTaBa CKy4eH — HaurpaH u ¢ammuB. ToBa
CbCTOSIHUE € MYCKYJIHO HampekeHue. OcBOOOKIaBaHETO Ha MYCKYJTHOTO HampexeHHe, €
BB3MOXHO 4pe3 OpraHu4HO BHUMaHHe. W upe3 Hero, mpu ,,yBiuuaHe™ B OTKPHUBAHETO U
W3CIEBAHETO HA JAJCHUTE OOCTOATEICTBA, MPEAMETH M YYAaCTHHIIM, MYCKYJIHUTE IIE Ce
oTmyckaT u ycrnokosiBat. Ille mpeobnagaBa ClieHUYHO CIIOKOMCTBHE, OIarogapeHue Ha Beue
BB30y/IEHOTO OPraHUYHOTO OTHOIIEeHHEe. Heo6XoauMo € MyCKyJTHO OChb3HaBaHE. AKTHOPBHT
MpoX0oXKJaa OuonormyHata (pyHKIMS Ha MYCKYJIUTE B MpakTU4YHa yrnoTpeda. YcTaHOBsBa
OMOJIOTUYHUTE 3aKOHOMEPHOCTH Ha MYCKOJIHHUTE (DYHKIIUU U BCEIJICTBUE, TH pa3BHBa U
KOHTPOJIMPA NOA30TBOPHO. Upes peauiia ynpaxxHEeHUsl, aKTbOPbT I11€ YCTAHOBH, Y€ TP BCSIKO
€IHO [BWKEHHE WM TMOJIOKEHUE Ha MYCKYJIUTE, T€ HU3pPa3XOABaT TOYHO OIPEIEIICHO
KOJIMYECTBO HE0OX0IMMa eHepTUsi — HUTO TIOBeUe, HUTO MO-MajKo. AKO ce TIOBAWUTHE Ja/ieHa

TCXKECT, CIUH KWJIOT'PpaM, TO CHEprusATa, U3pasxoJicHa 3a TOBa HeﬁCTBHC, e OoTroBapid (I_I_Ie €
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paBHa) TOYHO HA HYXHATa 3a €IuH Kuwiorpam. M B Mokoi, MycKyJauTe U3pa3xoABaT TOUYHO
TOJIKOBA €HEPrus, KOJIKOTO € HYXKHa 3a TEXEeCTTa Ha TAJIO0TO, 3a Ja I'0 MOAABPXKAT B TOBA
MOJIOKEHHE. 3a IeNTa ce MPOBEXIa MYCKYITHO ,HarpeHupBane. IloaxoabT momara Ha
MYCKYJIHMS amapaTr Ja BJB3€ B ,,JIOCHYIIAaHME™ IIOJ KOHTPOJI, 3a Ja HE ce I03BOJIsABA
WHCTHUHKTUBHO CMYIICHUC, HOI[6YI[€HO OT HCCUT'YPHOCT, MPUTCCHCHUEC HUJIM CYCTHA MUCBJI.
[lone3nu ynpakHeHus 3a IpelakTbopcka padoTa 1€ 3arpaBsT TAJIOTO, a U 1€ YCIIOKOAT,
Ipeapasnojio)Kar U MOAroTBAT MYCKOJIMTEC 3a HYKHUTC 3a1a4vu. AKTI:Op’I)T e OChb3HAE, 4
€IMHCTBEHOTO, Ha KOETO BUHAIH III€ CE [T030BaBa M 1€ Pa3yuTa, Ca MyCKYJIUTE.

Tperata momyact pasriexnaa CUEeHWYHaTa (u3MYecKka MOArOTOBKAa Ha aKThOpa.
JlpeBHM y4eHHMsI 3a HOBEUIKOTO TSJIO TBBPJAT, Y€ €HEprusiTa BUHArW UABa/3arouBa OT JI0Jy
Harope. AKO CThIAJaTa HE Ca €HEPrHYHO 3apelcHU W HE INpefajaT Harope mo Kpakara
IIOTOKA, W MO-HAarop€ KoM TOpCa, U HEC IPEMUHEC MPE3 PBLUETE KbM IJlaBaTa, U IAJI0TO TAJIO HE
3aBHOpHUpA B Ta3M €HEprusi — akThOpbT Oe3zaeiicTBa. OcCeHsIBaHETO Ha Ch3HAHHETO obaue,
uaBa OTropc HaaoJy. bommmuHaCcTBO OT AKTBOPUTEC IOYTH BHHAru 3a6paB5[T 3a TEJIECHAaTa
€HEpPrusi U Ce ChCPENOTOYABAT BBPXY THPCEHETO, NMPEAN3BUKBAHETO W HAMHUPAHETO Ha
oceHsiBaHe. Ho Hen3BeCTHO 3a TAX BHOCJEACTBUE, OCEHABAHETO, CaMo I0 cebe CH, ce OKa3Ba
HegocTaThuHO. [locpencTBoM TenecHO och3HaBaHe, aKThOPHT HABJIM3a B OHMOJIOTHMYECKOTO
OTIO3HABAaHE Ha TSJIOTO KAaTO OCHOBHUAT MHCTPYMEHT 3a pabora. Ch3HAHHMETO, EMOIIMHUTE,
MICUXOJIOTMYHATa CTAOUITHOCT U TBOPYECKATa TOTOBHOCT Ca HAJIUIE, HO M3I'BJIIHEHUETO, Ce
OCBILECTBSBA OT TSAJIOTO — YOBEIIKATA ,,MAIIMHA C HEWHUTE aHATOMUYHU 4acTU. B penuna
OT yHpaKHEeHHs upe3 TexHukara Ha @. M. Anekcanabp, akTbOPBT LIE CE YBEPHU: aKTbOPBT
MPaKTUYECKU TPsOBa Ja ce Hay4yl, KaTO C€ OTYYH OT BCHYKO, KOETO MY € CIYKUJIO JI0
MOMEHTa KaTo 4oBeK. B xenanuero a mpaBuM Hello (CTUMYJa), MOCh3HATEITHUAT UMITYJIC
JUKTYBa MIPEKaJIC€HO MHOTO YCUJIME B Ipolieca Ha IpaBeHeTo. A He € HyxkHO! ,,YoBemikaTa
JIEHOCT OCHOBHO € IMPOIEC Ha HEMPECTAaHHO pearupaHe Ha CTUMYIH OTBBTPE M U3BBH cede
CH. ,,3a]1 BCSIKa PEIIMKa Ha ClieHa TpsOBa 1a uMa 3apeJieH UMITYJIC 3a JeMCTBHE — IBHKEHUE.
Ho mpeau Bcska penerunus wid Tpeactosmia pabota Ha CIeHa, aKThOPBT TPsOBa
KOHCTPYKTHBHO J1a CH TIOYHHE. >

TYK € pasriIcJaHOo U ABUKCHHUCTO € Cb3HAHUEC, B3AMMCTABAHO OT TCOPUATA HA B.I.

% The Alexander Technique: The Essential Writings of F. Matthias Alexander. Thames and Hudson, 1997.,
67.



Meiiepxon. ,buomexanuka“. ,,AKTbOPBT € JapeH Mo IPUPOJA Ja MUCIH, YyBCTBA, TBOPH

Y TIOMHHU, HO €TUHCTBEHOTO, KOETO aKThOPHT HE OCh3HABA, € JIBKEHUETO CH. A TO Ch3/aBa
HE caMO ChIbpKaHue, HO U opMa — U3pakeHue. J{BUKEHUETO € OCHOBHUST MPOBOJIHUK U
peanu3aTopbT Ha TBOpUECKaTa Ujesl — akThopcKaTa TBopOa. Besiko nBrkeHue B TeaThpa HE
€ MPOCTO €CTECTBEHO M pPeajHO KAaTO B XMUBOTA, & HA CIEHATAa TO € YMHUIIJIEHO; TOYHO
OTIpe/IeNieH OT3HMB Ha JBIKEHHETO Ha BCceKW mapTHhop. ToBa e cucrema 3a (usmuecko
JENCTBUE, KOSATO caMa o cebe CH € MHTPUTYBAIIa, HO HE 3aIbJIKUTEIIHA.

B nmopennna ot ynpaxxHeHHsI, aKTbOPBT LI€ HATPEHHUpA MYCKYJIHATa IMaMET, KOSITO €
KPUTHYHO HCO6XOJII/IMa, 3a OBJIaAABAHC Ha ABWXKCHHUSTA C LCJI Oa 6’BI[aT MHOTI'OKpPAaTHO
IOBTOPUMH B CHHTC3UpPAHHU, I'bBKABU aAMIUIUTYAU — KOHTPOJHMPAHHU OT aKTbOopa. " ot
WMCTUHATA HA PEATHHS JKUBOT JIa CHTBOPU CYEHUYHAMA UCTMUHA.

Cnena nmomuactra ,,OnpaBaaBaHe’. Bcako €qHO neiCTBHE, HE3aBUCUMO Jalu €
MPEABAPUTEIIHO HAMHCICHO WJIH CE€ € POAMJIO KaTo WMIIPOBHU3alMs, TpsOBa na Oble
oprannyecku omnpasaaHo. CIICHHYHOTO TPEICTaBsSHE € KOHTJOMEpaT OT YCIOBHOCTH H
BBHOOpaKaeMH €JIEMEHTH. 3a JOCTOBEPHOCT M MPABAONOJ00HOCT Ha JACHCTBUS, BCSIKA €HA
YCIIOBHOCT C€ OIpaBiaBa. B mopenuiia oT ClieHWYHU 3a/1a4¥ ¥ UMITIPOBU3AIIMOHHH TIOXBATH,
Ce YCTaHOBsIBa MPABIONO00HOCT upe3 onpaBaaBane. M ToraBa, KOJKOTO MO-MPaBa0Io 00HO
€ OMpaBJaBaHETO C TOCJIEMBAIINUTE JCHCTBUS, TOJIKOBA IO-BIPHO W JIOTUYHO IIE €
npeAcTaBsiHeTo. Upe3 MoaxoapT Ha MCKPEHHOCT, C€ YCTAHOBSBA: HAW-BAXHOTO B
OTpaBJaBaHE Ha YCIOBHOCTUTE € OPraHWYHOTO, PEAIUCTHUYHO JIBHKEHUE C HETOBOTO
MpaBIMBO OTHOIIICHHE. B ompaBmpaBaHETO ca OCHOBHUTE TAWHM HA aKTHOPCKOTO HM3KYCTBO,
BBPXY KOUTO CE€ CTPOH aKTbOPCKO IPE/ICTABsIHE.

Ha tBOpYecKkoTO BOOpaKEHHE € MMOCBETEHA MTeTa MOAYaCT. AKThOPBT PAXK/IA HACUTE
CH 4Ype3 TBOPYECKOTO BHOOPAKECHHE, pa3UWTAalKKM HA TBOPYCCKUAT HMHCTHHKT —
uHIUBUAyaHO. Beekn uma ciocobHocTTa 1a hanTazupa, HO pa3nukara MexIy (haHTazupaHe
1 TBOPUYECKOTO BbOOpakeHHe € adcomoTHa. C onpaBaaBaHETO, TBOPUYECKOTO BHOOpaKCHUE
pabotu. Kosnkoto mo-nmoapoOHO € ornpaBaaBaHEeTO M 000TaTeHO C JETaWId, MOJACKa3aHu OT
TBOPUYECKOTO BBHOOpa)KEHHE, TOJKOBA MO-JOCTOBEPHU W TPABAUBHU IIe ca ACWCTBUATA.
TBopueckoTo BhOOpaXkeHUE € MbpBO. To pakaa uaesTa, TO Ch3AaBa CIOKETa/CIydKara, TO

MOATHKBA BCUYKH OCTaHAJIM YaCTH KbM JIEHCTBHE U TOTaBa MO3BKBT pasapeaeisa 3aa4nTe

4 Meyerhold on Theatre — TeatbpsT: Teopus u npakTuka — Beesonon Emunesna Meitepxona. Methuen
Drama, 1969, 24.



UM 32 U3IIBJIHCHHE. TBOPUECKOTO BhOOpaKeHHE TPsiOBa a € Obp30 BB30yIMMO, THBKABO H
BOJICBO, KOETO Ja ce ympaBisBa Jieko. Ho TBopueckoTo BhOOpakeHHe TpsiOBa na €
LIETIEHACOYCHO M IesiechoOpazHo. Upes mopeaunia onpaBaaTeIHU YIPAKHEHHS, MOIXOIbT
HaTpEeHUpPBa BH30YKIAEMOCT, I'bBKABOCT M KOHTPOJI MO TBOpPUECKA I€JIEChOOPa3HOCT Ha
BCEKHU aKThOP, HHAUBUIYATHO.

Cnensa momuactra ,OTHOLIEHHME, B KOSTO CTaBa JyMmMa 3a poJsiTa Ha
11e7IeCh00Pa3HOTO, HACOYEHO OTHOIIEHHE HA aKThOpa KbM CIEHUYHHS 00pa3. AKTbOPBT Ce
OTHACS KbM LIETTUs 3200MKaJISII TO YCIOBEH CBST Ha CIIeHaTa KaTo KbM abCOJTIOTHA PEaTHOCT.
Toii nmpuema NpeCTaBIHETO KAaTO INpaBIuMBa JEHCTBUTENHOCT, B KOATO ,kuBee™.® Toii
HaMupa UCTUHHO OTHOILIIEHUE KbM ,,HEUCTHHATA , Upe3 ONPABIaBaHETO HA OTHOLIECHUETO. A
OTHOIIIEHUETO € TAKOBA, KAKBOTO aKThOPHT IO € ,,ipuen’ 1a 0pae. U Toraa, ycTaHOBSIBalKH
1e7echo0pa3Ho  YCIOBHOCTTA, aKThOPBT s TPEBpHINA B MPaBIMBOCT. TBOPUYECKOTO
BBHOOpaKEHHE YCTAaHOBSBA oOmpapaaBaHeTo. OmnpaBaaBaHETO TOpaXKJa OTHOIICHHUETO, a
OTHOIIIEHHETO € BcWYKo. OCHOBHATa IIe HA aKThOpa €, Ja YCTAaHOBU OTHOIICHHE W
MPaBAOIOA00HO Ja TH OMpaBJae, ¢ MOMOIITAa HA TBOPUYECKOTO BhOOpakeHue, 3a J1a U3rpaau
II'BJIHOLEHHO poJisitTa. CHEHMYHOTO OTHOLIEHHE € CBBP3BALIOTO, OOEIMHSBAIIO BCHYKU
ChCTaBHU YaCTH HA CLIEHUYHOTO IPEACTABSHE — B HETO € CUJIaTa Ha aKThbOPCKATA HCKPEHOCT
u Bsipa. JloctoBepHOTO M3pa3siBaHE HA MIPaBAUBOTO OTHOIIEHHE 000CHOBAaBA IPABAUB aKTHOP.
To mpenmnassa ot ,,JipeyBeInyYaBaHe ™ U ,,JIpEHaTOBapBaHE  Ha €MOIMUTE, 3alIOTO BEAHBXK
»JOMHUHUPAIN" aKTBOPCKOTO ,,A3“, c€ TyOH KOHTPOJ BHPXY BCHUKO HaokoJsio. EMorus He
ChILIECTBYBa cama 3a ce0e cu — T ce npeau3BukBa. Emonus He ce urpae. AKO € BSIPHO
BBb30y/IeHa — T4 ce uyBcTBa. EMonusATa € BUHAru NpuYMHHO-CJIEeICTBEHA.

B Ta3u yact ce pasriexa U ycTaHOBSIBA €IUH MHOIO 4ecTO 3a0paBeH OT aKTbopa
(akT, CBbp3aH ¢ HErOBOTO OTHOIIEHHE KbM 00pa3a, a UMEHHO: ClIEHWYHaTa aTtMmocdepa.
AKTBOPBT € TO3M, KOWTO 5 CbTBOpsABA, JUKTYBa, IPOMEHs WU ompaBaaBa. B mopenuua ot
TICUXOJIOTHYECKH YIPAXXHEHHUSI C €MOIMOHANIHA MpeBb30yaa, OpraHUTE Ha BHUMAHUE IIe
npueMar U AUKTYBAT JIEHCTBUETO B 3a00MKaisIIaTa cpeaa, MHCTUHKTUBHO, HEOOpEMEHEHO
oT joruka. VI ToraBa akThOpBT, II€ YCETH Y€ MPaBAOMOJO0HO M OPraHUYHO, € OMpaBlaal
MOMEHTA — Ch3/1aJl € CIIeHHYHa aTMocdepa.

IloguacTtra ,,EMOI_[I/IOHaJIHa M CEeTHMBHA IaMET* ¢ IIOCBETCHa Ha HU3CJIICABAHC Ha

5 TeanaJ'IHa HCBPOHAYKa: aKTbOPUTEC MOTHUCKAT YYBCTBOTO CH 3a cebe CH, KOraTO Urpast HOB XapaKTep,
nokian ot University College London, 26 okt. 2022. https://medicalxpress.com/news/2022-10-theater-
neuroscience-actors-suppress-character.html.
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acoIMaIlMuTe, CBbP3BAIM MIPEACTaBH, [P KOUTO IOsBaTa, ,,A3BUKBAHETO* HA €]IHA OT THX,
W3BUKBA JIPyTra HATMYHA B Ch3HAHUETO OJIaroJapeHre Ha eMOIMOHATHATA U CCTUBHA IMaMeT.
[Ipu ,,mO0KOBHU* cUTYaIMU, YOBEK MOYTHU HE TIOMHHU KaKBO C€ € CIy4usio. MO3BKBT € OWII B
E€MOIIMOHAJIEH CTPEeC M HE € ChYMsUI JIO TroJisiMa CTemeH, Ja ,.ChbXpaHu™ (akTuyeckaTta
nndopmanusa. Ho cinem Bpeme, KoraTo MPEKUBEHUAT yXKAC WIH YIOBOJICTBHE € TOYTH
3a0paBeHO U 110 HAKAKHB HAYWH CE TIPUTIOMHH — ACOIIMATUBHO WJIM JUPEKTHO, EMOIMOHATHO,
NpeBb30YyJAEHO UYyBCTBO oOOjaBaaBa chIqHOCTTA. [lodTH 3a0paBEeHOTO EMOIIMOHAIHO
CBhCTOSTHUE CE BB3paxkJa C HEMMOBEPHA CUJIa HE TO-pa3iinyHa OT TOTaBalllHATA.

PaspaboTkara ce 6asupa Ha cucTeMara Ha Koncrantue CTaHHMCITAaBCKK®, KOATO e
nopassuta or Jluit CrtpacOspr B HeroBus ,Meroa™.! AxkThopbT obaue, TpsOBa a
,,HaIXBBPIU* eMOIIMOHATHATa CHM MaMeT W Jla M3MOJI3Ba HOBAa TEXHHUKA: ,,3aMECTBaHE" —
BPEMEHHO ce MpeBpbIla (U3LI0) B XapakTepa, KOUTO Mpe/IcTaBs.

[Ipemmarat ce HOBM (GopMH 3a M3MOJI3BAHETO W BHEAPSBAHETO HA aCOIMAIUS U
E€MOITMOHAJIHA TlaMeT, Oa3upaHu Ha JuYeH npodecwoHaneH omnur. B mopemuna ot
yIpaKHEHUsI, C€ EKCIIEPUMEHTHpPA C aCOLIMAaTUBHUTE CHIIOCTABKH M OTPA3IBaHETO UM, 3a Jia
ce OCbh3Hae poJisiTa Ha a)eKTUBHATA MaMeT Kato cienactsue. [loTBbpikaaBa ce acounanusita
C JIyMH KaTO BHUHaru OyiM3Ka, Ta AOPH UM UACHTUYHA 3a BCEKH 4YOBEK. Bb3mpuemanero u
OTIO3HABAHETO Ha 3a00MKaNsIlaTa PeasHOCT € MOJYMHEHAa Ha OpPraHuTe Ha BHHUMaHUE —
cetuBaTa. M oTTaMm ce paxaa u acollMaTUBHOTO MUCIICHE.

AKTHOPBHT UMa HY)K/J]a OT MOCTOSIHHA EMOIIMOHAIHU IPEKUBSBAHUS, IPOBOKAIIUN — U
MIOJIOKUTETTHH, M OTPULIATEIIHU — IPUTIOBAUTHATO CHCTOSIHUE HA JyXa. AKTHOPBHT HE MOXKE J1a
OMaJIoOBa)kaBa WM MpeHeOpersa J0py U Hall-TPUBHUAIHU HA IPBB MOIJIE]] CIIYYKH OT PeaTHUs
#uBOT. TpsaOBa 1a ru pa3no3HaBa u UM oOpbilla BHUMaHue. J{a ru u3ciensa u 3anamerssa. U
B pe3yiTar, IIe YCTAaHOBU: CHJIaTa Ha €MOIIMOHAJIHATa TaMeT € OCHOBaTa Ha MPaBIUBOCT U
HCKPEHOCT B MPEACTABIHETO HA XapaKTep.

BbTpenmHoTo opraHnyHO BHUMaHue € 00EKT Ha U3ClIe[IBaHE B CIE/IBAIllaTa MOq4acT.
[Tonsikora, HEOYaKBaHO M HEMPEIU3BHKAHO IOPH, CIIOMEH 3a MO3HAT WM OJIM3BK YOBEK,
HaxJyBa B Ch3HAHMETO U 00pa3bT My/U 3amouBa Aa Brazaee. Tasu ,cuna® Ha ,,00ceOBaHE™,

HCCBH3HATCIIHO B"b36y>l(,[[a BBTPCIIHOTO OPraHU4YHO BHHUMAHUC. N He3zaBHUCHMO OT

® Koncrantun Cepreesuu Cranuciasckuii (Pycus, 1863 — 1938). OpurnnanHo 3ariasue: PaGora akrepa
Hax ponbto. Yact 1. Paborara Haj cebe cu B TBOpUecKus mporec Ha npexussiBanero. Yact 2. PaboraTa
Haj cebe cM B TBOPYECKHS MpoIeC Ha BhILTOTsIBaHeTo. Hayka 1 m3kycrso, 1945-1950.
7 JInit Ctpaconpr (CAILL, 1901-1982). Dream of Passion (Meura oT cTpacT: pasButreTo Ha Metona). Little
Brown and Company, 1987.
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OTHONIICHHETO KBbM TO3M 00pa3, OWJIO TO TOJOXKHUTEIHO WJIH OTPULIATEIHO, MPUIMHHO-
CIIEJICTBEHO, UYyBCTBAaTa O0JIaflaBaT. BBTPENIHOTO OpraHMYHO BHUMAHHE 3amoyBa Ja ce
ChCPEIOTOYABA M KOHIIEHTPUPA BbPXY OOCKTa Ha BHMMaHuEe — oOpa3a. M KomkoTo moseue
YOBEK MY C€ OTJIaBa, TOJIKOBA MOBEYE BHHITHOTO OPraHUYHO BHUMAHUE OTCJIa0Ba.

BbTpenmHoTto opraHMYyHO BHMMaHUE HMMa JIBa BUJA TPOSBIICHHS: HECH3HATEIHO
MOsIBSIBaHE Ha 00pa3 U Ch3HATEIHO ,,M3BUKBaHE  Ha 00pa3. Ch3HATEIHOTO ,,M3BUKBAHE™ CE
JIEJIA Ha MO3HAT 00pa3 v Hemo3HaT 00pa3. Pasnmkara Mexay U3BUKaH U MOSIBIII ce o0pas e:
[TosiBunusT ce 00pa3 koHTpodupa. Toil AUKTyBa NEUCTBUSITA U MUCIHTE, BB30YXIalKU
YKEJaHUs, eMOIIMUA U OTHOIIIEHHWE — YOBEK MY CIykH. MI3BUKaHUAT 00pa3 ce KOHTPOJIUpa OT
yoBeKka. Toll NUKTyBa B 3aBUCHUMOCT OT HYXKIW WU UEIW, MOpPaad KOHUTO € ,M3BUKAH" —
M3BUKAHUAT 00pa3 CIyXHU.

AHanu3upar ce W ce HaTPEHHUPBAT CPEACTBATa, C KOUTO C€ MPOKOHTPOJIHPA U MOXKE
Jla ce BIIaJiee TIOSIBIITHAT ce 00pa3. Upes MpakTUUecKy 3a/1a4u I11€ C€ YCTAaHOBH, Y€ BCHITHOCT
o0pasa He ce € MOsBUI ,,HEITOBUKAH, a MosBaTa € ,,fiojckazana’. [Ipeau o6pa3bT ga 06cedn
MHCBHJITA, € UMAJIO IPYTra MUCHI — CUTHAJI B Cb3HAHUETO, KOSATO 'O € ,,0TKpuiIa‘“ v ,,I0OBUKana‘.
B T03u mponiec Ha cioMHsiHE 00aue, GU3NIECKUTE ACHUCTBUS 3aTMHIBAT, HE3aBUCUMO KOJIKO
YOBEK € B KOHTPOJ MEXIy MOIIbpP’KaHE HAa BBTPEHTHOTO CIPSMO BBHITHOTO OPTraHUYHO
BHUMaHue. [logxombT mpejyiara MOXBaTH, ¢ KOUTO aKThOPHT BHUHATM IIE ChyMsBa Ja
KOHTPOJIMPA, JOKOJIKO III€ J]ajie CBO0O a Ha €JHOTO BHUMAHHKE B 110J13a Ha JAPyroTo. Tosa 1ie
ITOMOTHE 32 OCh3HABAHE M OBJIAIBAHE Ha (PU3UOJIOTHIECKOTO MPOSBICHUS Ha TOSIBUIHUAT CE
00pa3: 00pa3bT € B KOHTPOJI. Tol AUKTyBa IEHCTBUATA U MUCIIUTE, BBH30Y)KIAHKH JKETaHuUs,
€MOIIMU ¥ OTHOIIIEHUE — aKTHOPBT MY CITY)KH.

AKTBOPBT IIPEMHUHABA MPE3 JIBA BUA ,,M3BUKAH* 00pa3: MO3HAT U HEIO3HAT.

[Ipu ,,u3BUKBaHETO HA MMO3HAT 00Pa3 aKTHOPHT CE€ CTPEMHU Ja IO IPUTETIIN KbM ceOe
CH, 3a J1a TO ,,pa3riena’ ¢ moJApoOHOCTH U B JIETAlJIM OT BTPEIIHOTO 3peHue. B To3m mporec
Ha ,,pa3rJIe)KIaHe™ ce cieIBa 3aKOHOMEPHOCTTA B ChepeioTouaBaneto. O0pas3bT ce ,, IPhKHU‘
B a0COTIOTHHS IEHTHP Ha BHTPEIIHOTO BHUMAaHUE, 6€3 HUIIO JPYTOo J1a IO 3aMHTePECyBa Uiy,
€BEHTYaJIHO, pa3ceiiBa. BoaeHeTo € camo OT mocraBeHaTa Leil. ,,BoseBo ,npuBiauyare’
obpa3a kbM cebe cu u Bamiero ,,A3“ ce ,,yctpemsiBa‘ KkbM Hero.“ To3u moaxos € 3auMCcTBaH
YaCTHYHO OT MeToAa Ha Muxaun Uexos: ,,BHuMannero kato mpouec*.®

O6pa31,T CC KOHTPpOJIMpA OT AKThOPA. I[I/IKTYBa CC OT JIMYHU HYXIU U LCJIH, ITIOPpaan

8 Muxann Uexos, To The Actor: On the Technique of Acting, Martino Fine Books, 2014.
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KOWTO € ,,M3BUKaH'* — TOM CIIy’KM Ha akThopa. Y mMeHHO mopaau ToBa, BCEKH €IUH 00pas,
KOJIKOTO M Ja € NO3HAT U CTCPUOTHUIICH, TOHU € Pa3JIniYCH OT BCUYKHU HOI[O6HI/I — YHUKAJICH
KaKTO M aKThOPBT €. Peasen o0pa3, BEAHEXK BIISA3BI B Ch3HAHUETO HA aKThOPa, TOH Beue ce
IpeBpbLIA B IJIO HA TBOPYECKOTO B’I)O6pa)K€HI/Ie — CTPOTO UHAWBUAYAJIHO U aBTCHTHUYHO.

[Ipu wemo3natusi o0Opa3 BCHYKO € JIOCTOBEPHO, JOKaTO My C€ BspBa 4Ye €.
Nzcnenanero Ha 00pa3 ce GpoKycupa HaJl MOBEICHUE, TPATUITUOHATTHOCT, OTHOIICHUE KbM
cpenara, B KOSITO pabOTH M KMBEE, MAHTAIUTET M COIMAJIICH CTaTyC, a OT TaM — W3siBa U
npsiBlicHUE Ha xapaktep. M B To3u mpoliec Ha u3cienBaHe U HaOupaHe Ha WHQOpMaIUS,
MOJIXOABT MPEIpasnoiiara akTbopa Jia ce ,,3aurpae’ karo nere. Koraro ce 3aBbpum ,urpara‘
3a ,,A3IBJIBAHETO HA HETO3HATH 00pa3a 3aeHO ChC 3a00MKaJIAIIaTa Cpeia, 3a aKThOPbT,
TO31 00pa3 Beue I1e Ce MPEeBbpHE B M03HAT. Torasa, akTbOPBT IO BN OT BHOOPAKEHUETO
CH W TIPEJICTAaBH B PEATHOCTTA upe3 Ch3aaaeHa Gopma Ha obpaza. Tasu popma e 4OBEKbHT-
aKThOp B 00pa3a Ha MAJCHUS XapaKTep — aJalTHPaH.

B cnenamata momuact ce pasriiexia €IdH OT H3KIIOUHUTETHO CHINECTBEHHUTE
nmpoOJieMH Ha aKThbOpCKaTa arpa, IMEHO: CIIEHMYHOTO JAelcTBUE. BB BCAKO €HO CLIEHUYHO
MIPOU3BEJICHNE UMa ,,ICHCTBAIIHN JIAIa‘“. ,,AKThOP®* O3Ha4YaBa JelcTBall (aHrIHicKu: action —
JEHCTBHE) — KOWTO M3BBPIIBA JICHCTBHETO. B )KMBOTA, YOoBEK AcicTBa mocTosiHHO. Jlopu 1a
€ celHald, HE ce JBWXKHM M MbIYM, YOBEKBT JAEHCTBA, HO BBTpelIHO. be3 BBTpemHoTo
NecTBHE, MOCIEIBAINTE MOCTHIIKH, BBHITHOTO JEUCTBHE Ca HEBB3MOXKHHU. JIBeTe neicTBus
ca Hepa3pUBHO CBBbP3aHU U 3aBUCUMU €IHO OT JIpyro. B clieHN4HUs CBST, BCHUKH OOCKTH U
cbOuTHsl (00CTOSTENCTBA) Ca YCIOBHHM — MpEABApUTENHO ce 3HasT. M 3a ga ce mpeacraBu
yOeIUTeNnHO KUTEHCKO JIeHCTBUE B JIaZleHa YCIOBHOCT, TpsOBa Ja ce ,,00kUBU  1afieH o0pa3
1 00CTaHOBKA Ha clieHaTa, C aDCOJIIOTHA JKUTEHCKA MpaB/a, Ype3 MOMOIITAa Ha TBOPUYECKOTO
BhOOpakeHue. B xuBOTa MOXke /1a ce AeiicTBa HeCHh3HATEIHO, HO Ha CIIeHaTa, aKTbOPBT €
JUTBKEH J1a 3Hae TOYHO KaKBO MPaBU U 3alll0 IO IPaBU — Ja JeiCcTBa CLIEHUYHO.

[logxonsT  ycTaHOBsiIBA  OCh3HABaHE M  HATPEHUPBAHE Ha  CIEHUYHO
MOBEICHUE/ICHCTBUE, HA MPUHIUINTE HAa XHUTEHCKOTO, HO C TBOPYECKU IMOXBAaTHU. Te3u
MOXBaTH ca 0a3upaHU Ha TBOpUECKaTa BoJieBa MoTHBanus. [loaxoabT HaTpEeHUpPBA aKTHOPa
Ch3HATEIIHO W BOJIEBO Ja NPWJIOKH BCHUUKH OBJIAISHM TEXHUKH 3a BHHUMaHUE, MYCKYJIH,
oTpaB/laBaHe, OTHOIIEHHE U TBOPUYECKO BboOpakeHue. Torasa, a mpeMUHEe KbM OCh3HaBaHe
Ha TMOCJEA0BATEIHOCTTa Ha JACMCTBUATA, YacT MO YacT, MOOTIEIHO, KaTO B >KUBOTA.
BcnenctBue, ga i npeHece Ha clieHaTa ¢ aOCOMIOTHOTO Ch3HAHUWE, Y€ Ha-BOKHUSAT Oener

Ha BCSKO JKM3HEHO JEHCTBHUE, € HEroBaTa MOTUBHPAHOCT. CTpCMC)K’bT € Ja GB,Z[aT N3YCCTCHU
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MO3HATUTE KITUILETA 3a MMOATOTOBKA, KBIETO OCHOBHUS (DOKYC Ha aKTbOPA € IPEAUMHO BBPXY
(dopmara Ha 0Opasa — Tunaxa, GU3NIECKOTO MPOSIBIICHUE U XapakTepHocT. He Moxke 1a uma
BBHIIHM JEHCTBUS U C€ WIHOpUpAa NONOYAMTENs — BBTPEIIHOTO JeiicTBue. [IBere ce
BB3MPOU3BEKIAT IPUIHMHHO-CIICICTBEHO — OPTaHUYHO 3aBUCUMH, 32 J]a CITyXaT MPaBIUBO HA
nenrta. B ocHoBaTa Ha BCSIKO CIIEHMYHO JCHCTBHE U 3324 JISKU BOJICBH aKT/KeJlaHHE.

[NocnennaTa mMOQYacT € TMOCBETEHA HA €TIOJA, KOWTO € OCHOBHHUAT M TMOCTOSTHHO
MPUCHCTBAI €JIEMEHT, BBPXY KOWTO C€ TpaJy BCAKO CIEHUYHO TpejacTaBsiHe. ETIOmBT ce
PBKOBOJM OT YyBCTBO 32 CIIEGHUYHO BpEME, aKTUBHA MPOABIDKUTENHA IEHCTBEHOCT U BOJIEBO
HanpeXeHue.

N3paboTeHnaTa MeTOIMKa 3a Ch3/IaBaHE U M3ITBJIHEHUE Ha €TI0, KOSITO € MPEeI0KeHa
B Ta3W 4acT, € Oa3upaHa Ha JIMYEH MPOPECHOHAIICH OTIUT.

AKO €TMH W CBIIl €TI0/ C€ M3MBIHABA OT PA3JIMYHU aKTHOPH, OTPEICICHO IIe UMa
Pa3IMKH B U3ITBIIHEHHETO. TOBa 0OCTOSATEIICTBO HA pA3IMYHO TPEICTaBsHE, CE M3pa3siBa upes3
OTSBIICHATA WHANBUAYATHOCT U TIEPCOHAIHN XapaKTEPUCTUKNA HA BCEKU aKThOP IMOOTICITHO.
A ako ce TOBTOpH €TIOJ OT aKThOpa, TO MPH TIOBTOPECHHETO MHOTO €JIIEMEHTH Ha
MPEJCTaBIHETO IIe ca ONPEACICHO pa3jMyHH OT NPEIXOTHOTO TMpencTaBsHe. ToBa e
BCJICJICTBHE OT UCTHHHOCTTA HA CHIEHUYHOTO OPTaHUYHO MPENCTaBsiHe. ETIONBT € TBOpUYECKH
akT. Tol € pa3MHOKEH B peJHIla OPraHNYHHU CHhCIMHCHUS, B 3aBUCHMAa TIOCIICI0BATEITHOCT,
KOSITO U3rpaK/]a CIIEHUYHUS 00pa3 Ha €IMH WIH APYT XYJO0KECTBEH XapaKkTep.

ETronsT ce u3rpax/aa OT YeTHpPU OCHOBHU €JIEMEHTa KaTO B3aUMHO JICWCTBAIIIH, HO

WHAUBUAYAITHO U3ABCHU 00CTOATENCTBA:

> KOH(IIHKT,
> MIPEOJI0ISIBAHE
> pe3ynrat/pericHue.

OO6crosiTencTBara ca ocHoBaTa Ha eTiofa. OnpeneneHueTo Ha 00CTOSTENICTBATA Ce
Ipajii BbpXy MPABOBEPHUTE OTIOBOPHU Ha Tpu Bhipoca: Koit/s ceM? — Xapakrepa B eTHO/1a.
Kbae ceM? — MsicTO, OKOJIHA cpena, oO0cTaHoBKa, atMochepa. KakBo ce ciyuBa? — croxera
Ha eTI0/a; TEHCTBHUETO.

KoudnukrsT € 3aBpb3kata. OT koH(pIUKTa (Mpeyemo OOCTOSATENCTBO), €TIOIBT
3amoyBa CcBOeTO pa3BuTHe. KOHPMUKTHT Iie mpemompenenyd Tperara 4acT Ha eTiaa —
mpeoiofisiBaHeTo. M pecrekTuBHO 11e ,,[I0ICKaKe™ YeTBbhpTaTa 4acT — pPe3yirara... a MOxe
ou He. KoHQUKTHT 00ycnaBs IBIKEHUETO U pacTeka Ha eTrofa. [Ipedentute oOcTosTencTsa

Ca BUHArv npuiInHHO-CJIICACTBCHU U CC MOABABAT KATO JIOTUYHA ITPABAWBOCT HA KOH(I)JII/IKTa
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IIPY U3BBPIIBaHE HA JaICHOTO JelicTBue. He caMo BHHIIHHUTE, HO U BHTPEIIHUTE MPEUYCIIN
oOCTOsITENICTBA Ca HEpa3[elHU KaTo NPaBWJIO, W TIO0 TO3M HA4YMH BB3JCHCTBAT WIH
MPOTHUBOACHCTBAT B KOH(DIUKTA.

CTpeMeXbT € KbM  OBJIAISBAHE/TIPEOJIONSABAHE HA  BBTPEIIHO  IPEYCIIO
obcrosiTencTBo. To OOMKHOBEHO, € HITHOPUPAHO OT aKThOPa, 3aIIOTO MPESIUMHO ce 0OpbIa
BHMMAaHME Ha BBHIIHO Ipedenio o00cTosATesicTBO. [loaXxoabT yCTaHOBSBA Pa3lIUKUTE,
3aBUCHUMOCTUTE W CIICJICTBCHHUTE NEHCTBUS MEKIY JIBETE MPEYeiId O0OCTOATEICTBA, KOUTO
BHHAru paboTAT B abcooTHA XapMoHUs. MiMa 1 BB30YyIeHO U MMOCIIe OCh3HATO BBTPEIITHO
MpeYero 00CTOSATEICTBO, TO MPEOA0ISIBAHETO HA BHHIITHOTO MPEUYEIo 00CTOSATEICTBO IIIe Ce
TIOSIBH B JICTBH, KOETO OT CaMo ce0€ CH BCIIEICTBHE, ITIE MPOJI0JIEE U BBTPEITHOTO MPEUEIIO
00CTOSTEIICTRO.

CHEeHWYHOTO YyBCTBO TIPEJICTaBJIsBA MOTHBaNUATa B KOH(IUKTAa. BhTpemrHo
Mpeyvenio 0O0CTOATENCTBO Ce TUKTYBA OT CIIEHMYHOTO YyBCTBO. T0 ce mopaxaa B bopOara Ha
YCTaHOBEHOTO CIICHMYHO JCUCTBHE C MPOTHUBOJCHCTBHETO (MPEYEIIOTO OOCTOSITEICTBO).
KonkoTto moBewe ce yBennuaBa akTHBHOCTTa Ha CIIEHMYHOTO JIEMCTBHE Ja Mpeojioliee
MPOTUBOACHCTBUETO, TOJIKOBA MMOBEYE HAPACTBA CLIEHUYHOTO YyBCTBO. CIIEHHMYHO YYBCTBO,
camo 3a cebe cH, HEe ChUIECTBYBa — TO HE MOXE Ja C€ ThpPCHU. AKO MpEIBAPUTEIIHO CE
,»OOMUCIS 4yBCTBO WJIM HACTPOEHHE, TO IIEe JIOBEAE A0 MpeurpaBaHe — IMOKa3HOCT Ha
yyBCTBa M eMoIMH. AOCTpaKTHM YyBCTBa HSIMa U UYyBCTBa ,,BHOOLIE HE CHIIECTBYBAT.
[ToBeyeTo akTHOPH, KOMTO C€ OMMUTBAT Ja ,,dyBCTBAT Ha CII€HATa, CTUraT JI0 ,lammna’ —
KomupaHa ¢opma Ha noBeaeHue W urpa. [IposBieHHETO HA CIEHUYHOTO YYBCTBO €
MpaBAONOA00EH pe3ylTarT OT akTUBHaTa Oopba Ha CLUEHHYHOTO JEWUCTBHE C
npotuBozeiicTBuero. [IposBara Ha KakBOTO M Ja € YYBCTBO C€ OIpejess Haii-Beue OT
JUYHOTO ,,A3“. ChOTBETHATA MPOsIBA HA €THO U CHIIO YyBCTBO Y BCEKH OMpEIENIeH aKThOop,
ce u3passiBa pa3InyHO — CBOCHPABHO U OPUTHHAIHO.

[IpeononsaBaneTo € KyJIMHHAIMATA. 3a€JHO C OCHOBHUTE 3aKOHOMEPHOCTH Ha
mpolieca MpeoIosiBaHe, MpelcTaBeHaTa METOJAMKa ,,0TBaps BpaTaTa™ 3a WHIAUBHUAYAITHO
eKkcriepuMeHnTupane. I[IbpBoHaUaIHO HMCKAaHETO IUKTyBa OTHOIIEHHETO KbM KOH(DIMKTA,
BCIIE/ICTBHE Ha MIPUYMHATA: BPBIIaHE KbM JICHCTBUETO, CIIE/ IPEOA0IsIBAHE Ha MOSBUIIOTO C€
MpoTuBOAeHcTBHE (Mpedenio oocrosTencTBo). [IpucnocobsBanero e HaunHa (popmara) Ha
npeojonisiBane. To ce ompenens U pPbKOBOAM OT MCKAaHETO, HO TOXBAaTUTE Ha M3pa3siBaHE
TpsiOBa /a ca MOJAYMHEHU Ha W3HEHana. Hsama nu u3HeHana (HeouakBaHa (popma Ha MposiBa)

MIPH BCEKU €JIMH €JIEMEHT (TI0XBaT) Ha MPUCIOCOOSIBaHEe, ETIONBT € CKyueH U Oe3UHTEpeceH.
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N3nenamute TpsiOBa 1a ca IOTWYHY U ipaBaonoo0Hu. LlenTa ¢ HeiiHaTa MpUYMHA U BaXKHOCT
ce u3pa3sBaT B MPUCIOCOOSBAHETO: opMa Ha JCHCTBHE € HM3MBIHEHUETO. BuHarm mma
HENOCPECTBEHA 3aBUCUMOCT MEXy LIeN U IpUcnocodsBane. AKO ce MPOMEHH LenTa (3a1io
ce IpaBH), TO IMPHUCHOCOOSBAHETO (KaK C€ IPaBH) HEMHHYEMO CE€ H3MEHS NPUYMHHO-
CJIEJICTBEHO.

Pemrennero e pesynrarsT. Besko aeicTBue nMa NPOTUBOACHCTBHE, KOETO JOBEXKAA
J0 pe3yntaT. Tol € pPemeHrueTo J1aiy e Ce MOPOJId HOBO JAEHCTBHE KaTO CIEACTBUE WU
BB3CTAHOBU MPEIUIITHOTO, HO B apyra ¢opma Ha mnoBeaeHue. [IpucrnocobsBanusATa ca
pe3ynTar OT €JIEMEHTUTE Ha JCUCTBUETO: MPUYMHA U BaXKHOCT B OMPABJIaBaHETO HA BCHUKH
npeaioxkeHn oocTosTencTBa. Onpenensikl BaXKHOCTTa, TpsiOBa nma ce u3sacHu: C KOJIKO
BpeMme ce pasnojara. Taka ce ITUKTyBa pUTbMa (TEMIIOTO) Ha u3MbjiHeHHe. OleHkaTa Ha
cpOuTHATA Hanara (omnpenens) popmara Ha CIIEHUYHHUTE JAEUCTBUA. A T€ HACOUYBaT €TIOJIA B
€/IHa WIH JIpyra [ocokKa 3a pa3pellaBaHe Ha KpaifHaTa IieJl.

Bropa yacT Ha qucepTanusiTa € MoCBETeHa Ha HAKOJIKO Ipodiiema:

» TapTHUPAHETO: HHAMPEKTHO, 03 TyMH, C TyMHU;
» HaOII0JATeITHOCT, MO3HAHKUE, XapaKTEPHOCT;
» MOHOJIOT, POJIs.

YoBek BHMHArM HacouYBa BHHMAHUETO CH CaMO BBPXY €AMH, TOYHO U30paH
(ompenenen) oO0eKT HAa BHUMaHHE, HE3aBUCUMO OT BCHYKO 3a00uKaisamo. To3u oOekT Ha
BHHMMaHHKE € 30paH B 3aBUCUMOCT OT MHTEpeca U cujiaTa Ha MpPUBIMYaHE HA 00EKTa, a U OT
€MOIIMOHAIHUS 3apsi/l, KOWTO TOM/TA npeanara (u3nbpuBa). [IpouecsT oTBaps rossma ckoOa,
3a J]a U3SICHU €HO ,,[IPUETO" MpaBUIIo, 6€3 KOETO, € HEMHUCIIUMO J1a CE OBJIAJSIBA CLICHUYHOTO
u3KkycTBO. [Iprero e TBbpAEHUETO, Y€ OKOTO BUHArU yiaBs U cienBa JBwkeHueto. [lopaau
KOETO JIOKAaTO €HO ACWCTBHE Teue Ha CIieHaTa, BCHUKU APYru TpsOBa na ,,;3ampat’. MHaue
pasceiiBar 3puTens. TBBpIEHUETO OMOJOTHYECKH € BSIPHO, HO HE M JOCTOBEPHO 3a CIICHA.
HepasyMmHoO € ako ce Muciu, 4e CIICHUYHOTO MPEACTaBIHE HE € CBBP3aHO U U3TPA/IEHO BHPXY
OMOJIOTUYHU 3aKOHOMEPHOCTH OT YOBEIIKaTa AaHaTOMHS, HO BB3MOXXHOCTTa 3a
,,3a0ITy’K1aBaHe  Ha MPUPOTHUTE 3aKOHOMEPHOCTH Ca Bh3MOYKHU Ha CIIeHa. APTUCTBHT BIKIA
OHOBa, KOETO IpupojaTa Kpue. AKTHOPBHT YMENO U OMPaBIaHO MOKE J1a BOAM M HAcOYBa
BHMMAHHETO Ha 3pHUTENs, Taka 4Ye TOM Ja cliefBa HEOTKIOHHO crokera. [lelicTBusita u
peakiuuTe Ha BCEKM aKThOP Ha ClieHaTa ce ,noapexaar. Ho 3putenar He OuBa jaa 3Hae,
WHaye IIe Ce pa3pylu ,,MarusaTa“ Ha TeaTbpa. AKTHOPBT JIaBa BH3MOKHOCT Ha 3pHUTENs Ja

,,A30epe’ MpenrnoYnuTano AeicTBHE. 3pUTEISIT o0MdYa ,,xaoc™, B KOMTO caM Ja CH ThpPCH
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HShnoapexaaneto. M naBailku My MMEHHO Ta3u BB3MOXHOCT, aKThOPUTE YCISIBAT Ja ro
Hakapar J1a ce KOHLIEHTpUpa HECHh3HATEIHO U JIa MOYYBCTBA €CTECTBEHATA HYXJAa OT pel.
Torasa, Mo OMOJOTWYHHSI 3aKOH 32 BH3YAIIHOTO BB3NPHSITHE, NCHCTBHETO, KOCTO € Haii-
AKTUBHO W 3aMHTPUTYBAILO 3a 3pUTENs, 1€ MPHUBJIEYE BHUMAHUETO M TOBEAEC MHTEpeca.
Bceuuku octananu eicTBHS Ha ClIEHATa 1€ ¢€ ChOOPa3sT C HOCEMIOTO JECHCTBUE U 1€ BIIS3aT
B ,,3aTHUXBaHe, HO HE cTonupaHe. WM B TO3M YMHIILUIEHO apaHXUpaH PEJA 3PUTEIAT €
,»BBBEEH " B CIOKETA, KAKTO aKThbOPBHT MY TO € ,,0praHu3upan’’.

KakTo Oeme cromeHarto, KJIHOUOB MpoOEM, KOWTO C€ pas3riiexja B Ta3W 4YacT, €
MapTHROPCTBOTO. B mMapTHHOPCTBO, aKThOPHT CTaBa JBONHO IMO-OTTOBOPEH U 3aJbJIKEH B
rpoiieca Ha MoAroToBka. TpsiOBa n1a ce choOpa3siBa U MpaBu KOMIIPOMHUCH, KOTATO CE Hajara,
B MHTEPEC Ha MAapTHHOPA, @ M ChC CAMUST/TA HETO/, B IMETO HA OBJA/sIBaHE HAa MaTepHaa.
AKO JBama JIyId, KOUTO c€ OOWYaT WIM MPA3sT, CTOST B IPOTHUBOIIOJIOKHH BITIA HA CTas U
MBJITYAT, MEXIY TAX UMa 00IIyBaHe, MOPaJa YyBCTBA, BHITHEHHUSI, EMOIIUH U OTHOIIIEHUE €/TUH
KbM apyr. MiMar siBeH, XapakTepeH HauWH Ha 0e3CIOBeCHO u3passBaHe. Ho ako nBama
MapTHROPH, Oe37eMCTBAIM BBHIIHO, HSAMAT HArHETCHH WCTHHHU €MOIIMW BBTPEIIHO, I
n3rIexaaT 0e3yqacTHu — 6e3pa3nuuan. Ha crienara HsiMa ectecTBeHO Oe3paznuune. Benuku
OTHOIIEHUS, B3AMMOOTHOIIICHUS K MHTEPECH HOCAT U Ca HATHETEHU C TOYHO OTPEIEIIEH 3apsil
OT YyBCTBAa, EMOLIMM U MHCJIM — T€ Ca NPUUYMHHO-CIEICTBEHUM U 3HAUMUTENHH. Humo Ha
CIleHaTa HE Ce CTaBa CIIy4ailHO WJIH ,,IpOCTO Taka'. Moxe Ja ce mpeacTaBs ,,0e3pa3andne’,
3a Ja TojABeAe, WU 3a0iyau, WIM OTOJbCHE, WIM WrHOpuUpa W mpoume. EmHa oT
BB3MOXXKHOCTUTE 32 MOCTUTAHE Ha TTAPTHHOPCTBO € CIICHUYHOTO OOITyBaHe 06€3 JyMHU.

BBHIIIHOTO CIIEHWYHO TPEICTAaBsIHE MOJKE J1a € OJIECTSAI0, HO OCTaBa XJaaHO U CyXO
0e3 BbTpEIHA Bpb3Ka. JIOpU U BHHIITHO TIPABAMBO, II€ € JIIIIEHO OT EMOITMOHAIIHA BHTPEIIIHA
uckpeHHocT. ClieHn4YHO 00IyBaHe — NapTHHOPCTBO € BB3/ICHCTBUE HA aKTbOPHUTE €IMH Ha
JIpyr C HEpa3pUBHA BBTPELIHA BPb3Ka MEXIY TAX, HE3aBUCHUMO /A € MOJIOKUTEIHA WU
oTpunarenta. Hail-mankara npoMsiHa B MOBEJACHUETO HA €WH MAPTHHOP MPEIU3BUKBA U
Hajara ChbOTBETHaTa IpPOMsiHA B MOBeAECHUETO y aApyrus wnn apyrure. [lox mymara
,TIOBEeJIeHUE  ce pa3dupaT BCUUKH JEHCTBUS HA YOBEKA, KAKTO BHHIIHU TaKa U BHTPEIIHH,
KOMTO C€ MPOSBSBAT IPH MPOMsIHA HE CaMO Ha MOJIOKEHHE, HO U Ha chCTosiHUE. [loaxoabT
n30srBa MpeABapUTEIHO ChCTaBsSHE HAa CXeMa-HacOKa 3a B3aUMOICHCTBUE MEX Y TaPTHHOPHU
— MOATrOTBEHM JIBM)KEHHUS M MHTOHAUMU. BCAKakbB CXEMaTWYHO MPEAHAMMCIECH MOXBAaT 3a
JNEHUCTBUE WJIM HMHTOHALMS JIMIIaBa NAapTHHOPUTE OT HAW-TIIABHOTO — MPaBAMBOCT Ha

YyBCTBATa C OpraHn4YHa UCKPCHOCT.
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VYpakHsBaHETO Ype3 OPraHMYHO MBJIYAHUE BOAM /10 EMOLIMOHAIHO HArHETABAHE U
KOHTPOJIMpPaHE, 32 OLCHSIBAHE M U3KUBABAHE HA BCEKU €AMH MOMEHT B IPEJCTABSIHETO.
AXTHOPBHT HE OMBa HHMKOTa Jla U3IMyCKa ,,MOMEHTa". Bcexu e1uH MOMEHT, Makap U KpaTbK,
HOCH CHJIaTa Ha JEHCTBUE U MOTHUBHUpa cieaBamus. Hama noBropum MoMeHT. Beeku ennH e
YHUKaJIEH JOPHU U IIPU BUPTYO3HU OTIUTH 32 IOBTOPEHUE.

Upe3s 6e3¢10BeCTHO MapTHHOPCTBO, C€ HATPEHUPBA YCeIllaHe, HalacBaHe, 0OMsHa Ha
€Heprus, JlyXOBHA Bpb3Ka M YyBCTBA, KOUTO CE€ MpeJaBaT B MPOCTPAHCTBOTO MEXAY JBE
€HOIIOCOYHO 3auHTepecoBaHM cTpaHu. [lapTHbOpUTE ca MOCTaBEHH B MPENTIOKEHU
oOcTosTencTBa ¢ KOHQIIUKT, HO O€3 pellleHue, 3a /1a eKCIIEPUMEHTHPAT C MPOCTPAHCTBEHHU
B3aUMO/JICHCTBUSL U OTHOLIEHUS, KOUTO CE€ M3pa3siBaT HEMPUKOCHOBEHO, WHAMBHIYAJHO B
obmryBane. Taka ce u3rpaxaa armocdepa, 3ape/ieHa ¢ eMOIMOHAJIEH IyJIic 03 J1a MMa HyXK/a
na ce o0sicHsaBa. [TapTHROPUTE M3LATIO 3aBUCHMU €IUH OT JIPYr W MOJYUHEHHU Ha 3a]1a4ara,
Ch3Ja/laBaT OpraHMYHa Bpb3Ka, MOPOJECHA B JaJ€HUTE OOCTOSATEICTBA Ype3 OPraHUYHO
MBbJIYaHuEe. AKO €IMHUAT OT TAX JOpU 3a MHUI MpecTaHe Ja oOllyBa, TO aKTa Ha
B3auMoJieiicTBHE n3ue3Ba. M nBamara cnupar 1a 4yBCTBaT.

[ToaxoabT ¢ MpUMEpHH €TIOAM 3a MapTHUpaHe 0e3 TyMHu, HATPEHUPBA OPraHHUYHO
oOlryBaHe Ha clieHa. AKTbOPBT I1I€ BUXK/Ia ChC CBOUTE OUH MpPe3 OYUTE Ha mapTHhopa cu. 1lle
MyJICUPAT B CBOSI PUTHM Upe3 puThbMa Ha napTHbopa cu. Lle u3passBa coOcTBeHA MUCHIT Upe3
MHUCBHJITA HA TAPTHHOPA CH WIH L€ JOBBPIIBA NAPTHHOPCKO U3PA3sBAHE, UPE3 CBOE.

Jlpyr HauuH 3a NOCTUraHE HA NAPTHBOPCTBO € ocpeACTBOM IyMH. [IbpBOCH3IaTENAT
Ha TOceloBaTeNHa cucTema 3a oOyueHue Ha akTbopa KoncrantuH CTaHHMCIABCKU €
KaTeropuyeH, ue: ,,AKTbOPBT CE IJIacupa B POCTPAHCTBOTO C TSUIOTO U 3BYYM C IJlaca CH.“
(Cranucnascku, 1976, 432).

B Ta3u yacTt oT TekcTa ce aHanM3HMpa KUTEUCKUSA TOBOP. B KUTEHCKUAT pasroBop
cujaTa Ha rjaca ce ONpeeNs OT €MOIMOHAIHUA 3aps] Ha JIMYHOCTTA C MEPCOHAIHOTO M
nposiBICHHE — ChOOpassiBa Cce WIM HE C OOCTOATENCTBaTa M IPHCHCTBAIIUS(TE).
Pa3HooOpa3uero Ha HIOAHCH W JWHAMHUKa Ha ryaca chilo. Hsama crpemex 3a ,,0orato” B
HIOQHCH TOBOPEHE HUTO Pa3HOOOPa3HOCT BB BOKATHATA U3Pa3HOCT. IHTepechT € caMo MpH
M3Ka3BaHe Ha MUCHI, Jalu € pa3dpaHa oT nmpuckcTBamus(te). CKOpOoCTTa Ha TOBOPEHE ce
OTIPEEIs OT JIMYHOTO YYBCTBO 32 PUTHM B 3aBUCHUMOCT OT BPEMETO, C KOETO C€ pasloJiara B
MOMEHTa. SICHOTa U apTHKYJaTHBHOCT Ha pedTa MOYTH ce MpeHeOpersar — T € HeOpeKHa.

YecTo B KEIAaHHUETO Ja CE Kaxke BCHYKO, KOCTO MY CC€ HCKA, YOBCK 6’Bp33. HATOBApCH C
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HalpeXeHue, KOeTo MpaBU CIOBOpea eeMeHTapeH U npulObp3aH. KUTEHCKUAT roBop ce
BOJIY OT TUYHUS HHTEPEC U LIENH; 03 ONpeie]ieH KOHTPOJ U ChOOPa3UTEITHOCT BBB JopMaTa
Ha 3By4Y€HE, CJIOBOpE/] M M35Ba HA MMOBEJICHNUE.

BaxxeH MOMEHT € YCBHBBPIICHCTBAHETO Ha ClLieHWYHHUsA roBop. HeszaBucumo oT
CTapaHue 3a MaKCHMajHa OJU30CT 10 PEATHOCTTa W HEHWHHUTE 3aKOHHW, C KEJIaHWe 3a
MIPaBIOIO00HOCT, Ha CIICHATa BUHATH CHIECTBYBA ,,TeaTpaiHara Jipxa“. [loBeneHneTo Ha
CIleHAaTa € MaJKO HWJIM MHOTO € TBOPYECKH IPEEKCIIOHUPAHO B TeaTpajiHa YCJIOBHOCT.
CbhOTBETHO HAUYMHBT HA CIOBECHO OOIyBaHE Ha CIIEHA C€ pPa3IMyaBaT OT KUTEHCKOTO.
XapakTepbT, KOUTO Ce€ TMPEACTaBs, € BEUYe OMpEeNeJIeH OT aBTOpa, HO aKThOPHT TpsiOBa 1a
HaMEpUM HETOBHSI HAUMH HA TOBOPEHE M MPOM3HACSIHE HA aBTOPCKUS TEKCT. TyK aKThbOPBHT
MMa TIOYTH TIhJIHA CBOOOJA Aa u3bupa. ,,IlouTn®, 3amoTo MHOTO PEKUCHOPH UMAT CTPOTO
ompeneseHa  KOHIENMIMsS 3a Bceku xapakrep. CrnokHOTO o00ade 3a akThopa, €
MIPUTIOKPUBAHETO Ha W30paHus 00pa3 3a XapakTepa C TJIACOBOTO-TEKCTOBO 3ByUY€HE Ha
cpius. Cren MPOYUTAHETO Ha CIIEHAPHS, aKThOPBHT JOPH HE CE 3aMHUCIIIIS 3a TOBOpa H
IJ1aCOBUTE AJICHOCTH Ha XapakTtepa. M mom ,,u3mpaBu‘‘ XxapakTepa Ha ClieHa, HECh3HATEITHO
My ,JI€NBa‘“ TJlacOBa XapaKTEPUCTHUKA CIOHTAaHHO, NPOJUKTYBaHa OT ,3allaMETEeHH
YKUTEHUCKH KJIMILIETA Ha IJIACOBH XaPAKTEPUCTUKH B 3aBUCHMOCT OT THIaXXa Ha IIPEICTaBEHUS
o6pa3. IlpencraBenu ca mopeauiia OT BOKaJTHU, TEMOPOBH U MPABOTOBOPHU YIIPAXKHEHUSI ChC
3a/1auyd 32 HAMHUpPAHE U YCTAHOBSABAHE HA OPUTMHAJIEH TIJIaC U AUKUUSA B POJsi. AKTbOPBT
TpsiOBa J]a ycTaHOBU COOCTBEH CTUJI U OPUTHHAIHOCT Ha U3pa3sBaHe, 3all0uBaliKu OT cebe Cu
— aBTeHTUYHO. CIIEeHMYHUST TOBOp 3ala3Ba OCHOBHAaTa (opMa Ha >KUTEUCKUS TOBOpP OT
CTpaHa Ha XapaKTepuTe B MMETO Ha MpPaBAONOJO0OHOCTTa, HO C ,IPEEKCIIOHUpPAHA™ IO
MpaBWjiaTa Ha CLUEHUYHOTO MpeJCTaBsiHEe, ChITHOCT. CLUEHWYHHIT TOBOP MMa MyOJIWYeH
enemeHT. [IpenHasHaueH e 3a TpeTo Jaule, He JUPEKTHO y4acTBAaIllO B IEUCTBUETO — 3PUTEIISL.

Bceku eqnH HauMH Ha CIIOBECHO U3pa3sBaHe pax/a OTBETHHUSA MPABIONOA00CH HAaUUH
y HapTHbOpPA, HU IOBeYe, HU Mno-Manko. [[ymara ce paxaga oT Mucwhi. Mucwira e
MpoBOKHMpaHa oT emouus. EMonusta e BB30yaeHa OT nedcTBue — peakuus. [IpuyamHHO-
CIIEICTBEHOCT. AKThOPBT pearupa. ClIeHUYHOTO OOIIlyBaHE IO JTMHUS Ha OMpe/ieieHarTa el
paxaa OTHOILIEHHETO, OIIPABAABAHETO U MOETOTO AecTBUE. MUCHITA, KOHTPOJIHUpAIIA LETus
MPOIIEC, PAKJla U ChOTBETHUS HaUMH HA CIOBECHO M3pa3sBaHe. AKTbOPBHT BWXKIA, YyBa U
MOYyBCTBaN — pearupa. [ [pyHIIMIBT Ha YOBENIKaTa KOMyHHMKAIUA €: MbPBO pearupa — rnocjie

KOPECTIOHUPA.
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CnenBamaTa moa4acT OT BTOpPA YacCT pasrjicxkia Tpu CJICMCHTA Ha OT aKTbOpPCKaTa

urpa u npeajiara Ha4MHU 3a TAXHOTO HATPCHUPBAHC. CTaBa JyMa 3a:

> HAOIIONATEITHOCT,
> [IO3HAHUE,
> XapaKTEepPHOCT.

HabmronaTenHocTra € HaUMHBT, IO KOHTO akThOPBT ,.BUXKIA“ U BB3IPHUEMA CBETA
OKOJIO HEro — peajlHusi KUBOT. AKTbOPBT ,BIKIA“ CBETa 4Ype3 OKOTO Ha INpech3aarei-
nperBopuTell. To3u METO/] Ha Bb3NPUEMAaHE € TBOpUecKa Habto1aTeHOCT. Ts € MbpBOTO U
Hal-Ba)KHO KayeCTBO Ha aKThOPa, KOTATO MPUCTHIIBA KbM M3rpa)JaHe Ha CLIEHUYEH 00pa3 —
poJid. Besiko BBHIIHO MPOSIBIEHUE U IEUCTBUE € HEPA3pUBHO CBBP3AHO C MPEIXO0KIAIIOTO
ro BBTPEUIHO EMOLMOHAIHO M TMCHUXOJIOTMUECKO JEeHCTBUE — HEPa3JeIHO 3aBHCHMH.
TBopueckoTo HabmonaBaHe TpsAOBa /1a € ABYIIOCOYHO, 3a Jla ce€ MPOHUKHE B CBOMCTBaTa Ha
XapakTepa M ICUXOJOrMYecKkaTta MOTHBAIMA, KOSTO MOpaXkJa M KOHTPOJIHMpA BHHIIHOTO
u3pazsiBaHe, 1 oOpatHo. Ocbh3HaBalKM HaTpylaHaTa KOJIEKIHUS, aKThOpBT TpsOBa na s
M3I10J13Ba PEHTAOMITHO U TOYHO TOJIKOBA, KOJIKOTO € HY)KHO 32 JKUTEHCKa MpaBIonoA00HOCT
Ha CIIEHa — HUTO M0-MaJIKo, HUTO noBede. C HaTpylBaHe Ha 3HAHU 3a JaJICH Xapakrep obaue,
aKO aKThOPBT ,,MIPEKAH‘ B ICTAUIIUTE, CE TTOEMa PUCK Ha ,,yH(popMaTHBHAa 0OpPEMEHEHOCT
1 ,,3aBUCUMOCT OT (pakTHyecka mpaBauBOCT . ToBapeilku MpeKaJeHO CHh3HAHUETO CH C
oJIpOoOHOCTH 3a MpodecusaTa Ha aJeH XapaKkTep, aKTbOPBT 3all04Ba Jja ce OTaanedyaBa OT
cujlaTa U 0cBOOO/IEHOCTTa Ha BhoOpaskeHHeTo. 3aabinkaBa ce. Crapaeliku ce akypaTHO Jia
cieaBa (aKTONOrMsATa Ha IO3HAHUSA B JIE€TalM, aKTbOPBT HECh3HATENHO poOyBa Ha
KOPEKTHOTO MM M3pa3sBaHe. A 4ecTo Ha CLeHaTa Te3M JeTallIu JOpH He ce U 3a0ens3BaT OT
3putens. AKTbOPBT OTAAJC JIM CE NMPEKAJICHO Ha JTOCTOBEPHOCT B JETAMIIN, TO XapaKTEPbT
CTaBa CyX C BKYC Ha OMTOBMU3bM — JIMIIEH OT ,,TBOpPYECKA M3MMCIMLA® U JyXOBHOCT.
[IpencraBsHeTo Ha KakBaTo U Aa € MpogecHs Ha ClieHa € MpeIHa3HAuYeHo 3a U3CieBaHe Ha
YOBEKa B Hesl, a He camarta npodecus.

»Marusara® Ha TeaTpaJJHOTO H3KYCTBO, € YCJIOBHO aJalTHUPAaHE Ha aKTbopa 4pes3
,IPUCIIOCO0SBaHETO My B ’keJaH o0pa3 M npuaoOuBaHe Ha (PU3MUYECKH U €MOLIMOHAIHU
XapaKTepHOCTH ¢ HAYMHM Ha IposiBiIeHHe upe3 cebe cu. U 3aToBa e HeoOXxoauMa IocTaThbuHa
71032 TEOPETUYHO M MPAKTUYECKO MO3HAHHE 3a JaJieH oOpa3 upe3 HaOII0JaTeIHOCTTa 3a
U3rpakJlaHE Ha CLIEHUYHA XapaKTEPHOCT.

ITocouBa ce pasnukara Mexny ,,A3 B poiara’ u ,,A3 — ponsara“. MHOKeCTBO TEOpUH

OpeACTaBAT PA3HOTTIACHU CTAaHOBHIIA. AKTBOp’BT TpSI6Ba Ja pa36epe U HOpueMe, 4€ Ha
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CIleHaTa He € Bh3MOXKHO JIa ce Uurpae poJis ,,cebe cu. 1. ,,A3“, mocraBeH(a) aa neicTBaM B
npemioxkenu oocrosrenctsa. 2. [Ipencrassm cede cu kato cebe cu —,,A3“ CbM poJIsTa.

B mepBus citydait, akThOPBT € MOCTAaBEH B OOCTOSATENCTBA M KOH(MIMKTH, KOUTO Ca
KUTCHCKU Hermo3HaTH. JleiicTBa M MPeoJoiisiBa Mpevend 00CTOSATEICTBA ¢ HeOOWYaitHu U
Herno3HaTu ¢opmu Ha mpucnocodsBane. Toect Ouaeiiku cebe cu, N3BETHBK CE 0Ka3Ba, 4e €
3aTpyJHEH KaK Ja pearupa W Mpeojoliee JaaeHO 00CTOSTEICTBO. AKThOPHT H3XO0XKIA OT U
MMoJ3Ba COOCTBEHUTE CH XapaKTEPHOCTH W JIOTMKA, MHUCHI W EMOIMH, 3a Ja pa3perrd
KOH(DITUKT, KOWTO € HEMO3HaT J0 MOMEHTA, 33 Ja MOCTHTHE IIeJl, KOSITO J0Cera HE CH €
MTOCTaBSL

BbB BTOpUS cityuait obaue, ,,A3 CbM poJIsITa“, € MHOTO Pa3IMYHO.

AKO aKTbOPBT c€ € yuuJsi(a) 1a CBUpUTE Ha MHCTPYMEHT, TpsIOBa Jia MPEACTaBH B €TI0,
MOMEHT OT KaK C€ € YUYW Jia CBUPH Ha TO3M MHCTPYMEHT — Jia TO MPECh3/Iaje Ha CIICHA.
AXTBOPBT € cebe cu. [IbpBaTa M3HEHa /1A, KOSITO CE MOSBSBA 32 aKThOPA € JIUTICA Ha eJIEMEHTa
,3a0aBieHue’ y 3putennute. Bropara: ako KoJeTUTE MO3HABaT aKkThOpa KAaToO YOBEK, IIIE
YCTaHOBSIT, Y€ B MIPEACTABIHOTO TOM/TS HE € ChBCEM ,,ce0e cu‘‘ — pa3nuueH/a e. Tperara: Ille
ce TIOUyBCTBAa TMpuTecHeH/a u oObpkan/a. Ille my/m ce crpyBa, ue € O€3KpaifHO
Oe3WHTEepeceH/Ha W CKyYeH/a W 1€ My/M C€ HCKa Ja CIpe MajKo CJieJ] KaTo 3aloyvHe.
[IpoGnemsbT €, ye HAMa YOBEK, KOMTO Jja MMa aOCOIIOTHOTO PEeasHO MOHSATHE 32 BU3YAIIHOTO
CH TpeJICTaBsiHe, KaTo cebe cu B oOuiecTBOTO. YOBEK caMo Mpearnoara Kak M3rjiexaa 3a
ocraHanute. M yecto ocraBa M3HEHaJaH OT HEXKEJIAHU PE3yATaTH — KaK € Bb3IpUEMaH.
BrnocnencTBue, akThOpbhT MpaBU EKCIIEPUMEHT C KOJera Karo My/M 3agajie eTIoJl Karo
KoJierata MpeJCcTaBsi HEero/Hes, akThOpbT KaTto 00pa3. B pesynrar, akThOpbT 1€ BUAU
cOoOCTBEHU >KECTOBE U MMOBEACHNUE IPECTABEHH OT KOJIeraTa, Ha KOUTO HUKOTa He € 00pbIlal
BHHMMaHUE, Ta JOPH M HE € 3Hael, ue mpurexaBa. M ako akTbOPBT MPEACTABU €TIOJl KaTO
KoJierata cu, Ie ce MOYYBCTBa OCBOOOJEHO M KOM(OPTHO — ,3aMrpaBaHETO™ e MYy/H
JOCTaBH HCTHUHCKO YIOBOJICTBHE. 3a aKThOpa MOHATUETO ,urpas cebe cu“ He OuBa 1a
cbllecTByBa. Toll € TBOpewbT, KONTO ch3llaBa U MpeAcTaBs oOpa3uW Ha XapakTepH KaTo
npucmnocobsBa cede CU B TAXHATA XapaKTEPHOCT, MYIIEBHOCT M Pa3yM, 4pe3 ChbOTBETHUTE
CBOM — UHTEPIPETHpa, aAaNTupa U MpeHacs Ha cieHara. AKTbOPBT B OTPEICHUS XapakTep,
HO MPEACTAaBEH OT aKThOpa.

[Tocnennara moAyacT Ha Ta3M 4acT OT paboTaTa pasriexkaa MoHosora. O6IonpHUeTo
paszbupaHe €, ue MOHOJIOTHT € MHIWBUIyaTHA, CAMOCTOsATENHA (opMa Ha JaJeH XapakTep,

9gpe3 KOATO TOM/TS U3Ka3Ba MMUCJIM, BBJIHCHHUA U BBXACICHUA, I''TaCHO C LICJI. Ho ot BpPEMCTO
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Ha ,,Monepuus treatsp” (Modern Theatre — nayanoTo Ha XX Bek) Hacam, MOHOJIOT'BT BCE T10-
PSZIKO ce cpella B caMoCTosiTeNTHaTa opma: XxapakTepbT TOBOpH Ha cede cu, 3a cede cu. Ilo-
94eCTO XapaKTepbhT TOBOPH B ,,MOHOJIOroBa (hopMa*™ Ha JAPYIr/HU MPUCHCTBAI/H XapaKTep/u.
KoeTto norieanaTo oT akThOpCKa TJieIHA TOUKA, a U OT aBTOPCKA, XapaKTEPhT € BCHIIHOCT B
JMAaJIoT C APYrH/Ipyrd, HO caMo TO¥ roBopr. MOHONOTBT CE MPEACTaBs KaTo Iuaior 0e3
pasrosop.

PaGorara Hag MOHOJIOTA ce CBBP3Ba C OTTOBOpPaHa ,,4eTUpuUTE BbIipoca: Koii/s cpm?
— Kbae cpm? — KakBo nckam? — 3aiio ro uckam?

> Koii/g cbmM? — XapakTepbT.

3asiBKa Ha MepcoHaXx: npodecus, oOLIECTBEH CTaTyC, PU3NUECKH KauecTBa U OelesH,
MICUXOJIOTUYECKA M EMOIMOHAJICH CTaTyCc, HpaB W TeMmiepamMeHT. Ha KoWTO roBOpH
XapakTepa: poJAHHMHA, TapTHbOP/Ka, MPUATEI/Ka, KoJera Wi Hero3HaT/a. A U Bpb3KaTa My C
OCTaHaJIUTE XapaKkTepH (aKo MPUCHCTBAT).

Beuuku BbIIpocH 3a xapakTepa W HeroBwsi oOpa3, a u ¢opma, ca Beue B TEKCTa,
,TI0JICKa3aHu‘* OT aBTOpa. Bemunxk ycraHoBun ,,Koit/s cpm?, pu3nueckara v CUX0JIOTHIHA
OCHOBA 1II€ BOAM aKThOpa KbM IMPUUYMHHO-CJIEICTBEHO OTKPHBAHE HAa HYXHHTE AETailin 3a
u3rpaxa€e Ha oOpa3 ¢ HeroBaTa JocToBepHa (opma. ToraBa Te Iie ca TUIMYHU CaMO U
€IMHCTBEHO 3a TO3M XapaKTep 4pe3 TOYHO TO3M aKThOP — OPUIMHAJIHO M aBTEHTHYHO,
HEIOBTOPUMO OT KOMTO U Aa OUIIO JpyT.

> Kbae ceMm? — O0cTosTesncTBara.

3ao0ukansma cpefa, armocdepa U peanHu yciaoBHOCTH. Cpepara mpenornpenens
IIOBEJICHHNE M M35ABa Ha TeMmIepaMeHT. ATMocdepaTa mpeapasnojara KbM IICHXUYECKO
ChCTOSIHME, EMOLIMOHATIHOCT ¥ UMILYJICH. PealHuTe yCII0BHOCTH TMKTYBAT PUTHM U TEMIIO HA
IPEJCTaBIHETO, KAKTO M TjacoBa aMIUIMTyJIa ¢ ¢u3nyecku JeiictBusa. Baxken daxtop e
aMIUIMTyAaJa M CWilaTa Ha IJlaca B 3aBUCUMOCT OT oOOcCTaHOBKaTa. TBOpYECKOTO
BBOOpaXXKEHHE, € KOeTO ,,BKapBa B MOMEHTA"".

> KakBo uckam? — Llenra.

AKO aKThOPBT HE € JIOKpail HassCHO KaKBO MCKa XapaKTepbT, 3HAYM UMa pa3MUHaBaHe
MEX]y ,deTeHe Ha TeKcTa W ,pa3dupaHe” Ha TekcTa. He MucaM 51u akThOpPBT Karto
XapakTepa, XapakTepbT HUKOIa HsMa Jla MUCIIM KaTo aKThopa.

AxThOpPBT TpsiOBa Ja pa3zbepe XapakTepa, Ja ro ONpaBJae U ce ChIVIACH C HETO,
HE3aBUCUMO OT BCUYKO. M ToraBa, akTbOPBT MpHEMA, Ye MOXKE Jla Ce CIyYd U Ha HEro/Hes

TOBA, KOCTO CC CIIyYBa HAa XapaKTCpa. A axo AKTBOPBT U XaAPAKTCPa CHU ,,paSMCHHT“ MecTara,
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aKThOPT L€ 3allOYHE Jla MUCIIM U YYBCTBA KaToO XapakTepa, a XapakTepa Karo akTbopa. B
pe3yaTaT, 1ie € MoBede OT ACHO ,,KakBo uckam?, 3alI0TO 1€ € caMO €JHa €AUHCTBEHa
1eN/ucKaHe B Ta3u cuTyanus. He Moke Beue akThOPCKOTO MCKaHE Jla € pa3iIuyHO OT TOBA,
KOETO McKa XapaKTepa — B3aMHa aJialTalus ¢ NpernoKpruBaHe.

> 3amo ro uckam? — [Ipuunnara/MoTuBanusra.

,»JlOKaTo CBIIECTBYBAa BBIIPOCHT ,,3alI0*, MMa BapUaHTH M BB3MOXKHOCTU 3a
pemnenus. [lloM cBBpIH BHIPOCHT ,,3a110°, pEIIEHUETO € €IHO — KpaitHo. BenpocsT ,,3a1o
ro uckam? e ,,CKpuT*‘ B KOHTEKCTa. TEeKCTHT € caMo HHPOpMAIHs 3a CITyYKaTa, a B KOHTEKCTa
e ,,TaifHaTa* Ha CIy4YBalIOTO ce€ — 3amo ce ciayuBa. OcHOBAaTa Ha BCSKO JIpaMaTHYHO
MIPOM3BEICHNE, € Ka3BaM TOBA, KOETO T€ MCKAaT M KpUsS OHOBA, KOETO a3 MCKaM, MOpaau
MpUYMHATA, 3apajud KosTo ro uckam. KolkoTo moBeue ce Kpue, TOJIKOBA TOBEYE JIMYH.
EMonrionanHusT 3apsi ¥ 4yBCTBa, TPsIOBA J1a ca OTBBTPE, KBJETO CE paXkJaT U pa3BUBAT, a
HE OTBBH — MOKA3HOCT U JieMoHcTpanus. Korato 1ocToBepHO akThbOPBHT CH OTTOBOPH ,,3aI110
ro uckaM?*, TO XapakTepbT My IlI€ IO AEMOHCTpUpPA OTBBTPE, a AKTbOPHT ,,KpHe“ OTBBH.

Pasrnenan e u BbpTpemieHusaT MoHojor. [lpu mpencraBsHe Ha ClieHa, aKTbOPBT €
MOJTYMHEH Ha BBTPEIIIHA MUCJIOBHA JEHHOCT Hape4yeHa ,,BbTpenieH MoHosior . Toil e mpouec:
[ToTox B ch3HAHMETO Ha HEMPEKHCHATH MUCIH B nelicTBue. Te obaue HE ca ,,BHHIIHUATE
M3Ka3aHU MUCIH — MOHOJIOTT. [ [puHIMIBT € 000CHOBaH Ha OnosornyHus npoiiec: M3kazana
Y HEeM3Ka3aHa MUChJI. MHOIO 4eCTO, KOraTo Ka3BaMe Hello, HE € TOYHO TOBa, KOETO MUCIIHM,
a TOBAa, KOETO MCKaMe JAPYTUTe /1a 4ysAT. A UCTUHCKATa MUCHJ OCTaBa ,,CKpUTa'* — HEM3Ka3aHa.
[IpyunHuTe ca Hali-Beye JIMYHU; B 3aBUCUMOCT OT MeJ, HYXJd, CUTyalus WU
npenHameperoct. Ilpu pabGora BBpPXYy MOHOJOI, aKTbOPBT IO HUHTEPECyBaT OHE3H,
BBTPEIIHUTE HEU3KA3aHU MUCIIU U KOU OT TAX XapaKTepbT ,,[10101pa’, 3a J1a N3Ka)Ke rIacHo.
AKO BBTPEUIHHAT MOHOJOI TMpPEKbCHE 00aye, TO BBHIIHUTE MHCIM CTaBaT He
MPaBAOIOA00HHU, 3alI0TO T€ Beue HE ca MPUYMHHO-CIEJICTBEHU OT BHTPEIIHUTE, KOUTO TU
»HpaxaaTr®. M akTbopbT HaUTpaBa.

TeaTpasHuTEe aKTbOPU 3aXUBSABAT OT MbpBaTa MHUHYTa B MPEICTaBICHUETO W
»yMHpat B mocieqHata. M ToBa € Bb3MOXKHO TOraBa, KOrato BbTPEIICHHHUSAT MOHOJIOT HE
npexkbeBa. [lopaau ToBa, TeaTpaJlHUTE aKTbOPH, MOJABJIACTHM HA MOTOKAa OT HEU3Ka3aHU
MUCJH, W3Ka3BaT MPUYUHHO-CIEICTBEHUTE, KaTo o0ade 4pe3 MOBEACHHUE WIH JCHCTBHE
M10JICKA3BaT HEU3Ka3aHUTE — T ce Mopa30oupart.

Bcekn MOHOTIOT U poJisi MOTAT Jla c€ HampaBsIT/MHTEPIPETUPAT MO 0e30poii HAUMHH.

HeHTa Ha aKTbOpa € 1a HaMCPpU CBOSA YHUKAJICH HA4YWH, KOMTO pa6OTI/I CaMO U CIMHCTBCHO 3a
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HETO.

Tpera vact aHanu3upa ¥ JaBa CTAHOBUIIE IO MpoOJieMa 32 aKThOPCKOTO OOY4YCHHE
KaTo TEOpHUs WM 3aHasAT. BCHYKM MIKOJIM M MOIX0U Ha 0OY4YeHHE UMaT CBOETO 3HAUYCHUE.
Teopuute ce 3aHUMaBaT ¢ U3CIEABAHETO, 32 JIa OOSCHAT W TOSCHSAT C IIeJ1 yCTAHOBSIBAaHE HA
MOJXOJ] 3a MPWIOKEHNUE — U3IIBIHCHUE. BeHbXK MPUIIOKEH Ha MpaKTUKa, MOJAXOABT HIH
JI0Ka3Ba TEOPUSTA, UM YCTAHOBSIBA HYXKJIaTa OT M0-00CTOHA pa3paboTKa 3a pa3BUTHE, WIH
IIbK TIPOBOKHMpA TEOPUSITA J1a ce MPpepadOTH KaTo ISUI0 WU JOpHU Aa ce oTpede. U mopanu
TOBa B3aMMOBpPB3KAaTa M CHTPYAHHUYECTBOTO MEXAY TEOpUS W 3aHAAT € PEIICHHETO:
Habo1aBail — U3MUCIN — MPOOBail — yCTaHOBU — MPUJIOKU. AKTHOPBT YECTO C€ TOPMO3H C
OBJIA/SIBAHETO HA OTIPENICTICHO IBIKEHUE/TIPUCTIOCOOSIBAHE, HO JOPHU HE JIOTYCKa, Ye MopaIu
JIMTICaTa Ha TEOPETUYHO MO3HAHKE 32 MEXaHUKaTa M MaTepusaTa Ha TOBA JICUCTBHUE, paboTaTa
My € Oe3cMmuciieHa — 3aryOeHo Bpeme. Mmm mputexaBa mpekajieHO MHOTO HaTpylaH
TEOPETHYEH Oarak M He JOIMYCKa, Y€ BCHITHOCT MOXBATHT 3a OBJIAJSBaHE € J0Ope Mmo3HaTa
»(haTka“ oT 3aHasATa, KOSATO JaBa perieHne Ha MOMEHTAa. AKTHOPBHT TpsAOBa Jja HAMEPH TOUHUS
3a cebe cu OamaHC MEXJy HATPyNMBaHE HA TEOPETHUYHH TO3HAHUS W 3aHASATYHMHCKHA OTUT B
MpaBIvBa peanu3amus ¢ JMYHO OoTHomeHue: Haii-no6poTo, koeTo paboTu 3a MEH, € TOBa,
KOETO OTTrOBapsi Ha MOETO KPeJo.

UeTBbpTa 4acT € HaCOUEHAa KbM aKTbOPCKA MOATOTOBKA 332 KMHO U CE€ ChCTOU OT 9
MOJYaCTH.

[Ipemtara ce mpodecronanna MeToIMKa 32 KHHOAKThOPCKa MOIT0TOBKA, Oa3upaHa Ha
dbyHIaAMEHTATHUTE TEXHUKH, NMPAaBUJIa U MU3MCKBAHUS HA CBETOBHATA C€KPAHHA WHIYCTPHUS 3a
KHHO U TeJeBU3Ms. Ts € ChbCpeoTOUYCH BhPXY MOBEACHUETO M IJIACHPAHETO Ipej Kamepa.
BbB (okyca momamaT aHaIM3UpaHETO HA TEKCT M ,,aKThOPCKUS H300p“ 3a 00pa3 mpu
Mpe/IcTaBsHe Ha JajeH xapakrep. pyr 3acerHaT MOMEHT € MOATOTOBKATa 3a sIBSIBAaHE Ha
KAaCTUHT — Ha JKMBO W oHJaiH. [IponechT Ha oOyueHne U HaTpeHHpBaHE 00ade € OCHOBHO
MOTHBHUPAH U PbKOBOJEH OT JIMYHO pa3OupaHe v BEPYIO 32 aKTbopcKaTa mpodecus KaTo 1510
— YOBEKBT MpeAH aKThopa. B pe3ynrar, HachbpuaBailku MbJIHA CBOOOa HA UHIUBUYaTHOTO
TBOPUYECTBO, MJIAJUAT aKThOp Iie nM30epe cBOsi OBbJeINl OpUTHHAIEH METOJ Ha padoTa Mo
JIMYHO ApPTUCTUYHO YCMOTPEHHUE.

AKTBOPCKOTO MaiCTOPCTBO, BB BCHUKUTE CHM (POpMHU Ha H3sBa, € Oa3upaHo Ha
MEPCOHATHO BBOOpaKEHHUE, ycellaHe, eMOIHs, TICHUXOJOTUS U HHCTUHKT — TO €

HHAUBUAYATIHO TBOPUCCTBO B IIAPTHHOPCTBO.

24



B noguactra ,,Teatpanen akTbop B 00EKTHUB  ce IIPaBU CHIIOCTABKA U CE YCTAHOBSBAT
MPUHLUIIHATE Pa3IMKU MEXy TeaTpajleH U KUHOAKThop. Pa3riexna ce KOHTpacTbT MEXIY
aKThOPCKO IPE/ACTaBSHE Ha ClLieHa U npej kamepa. [Ipemnarat ce TEXHUKU 3a IPeoI0IsIBaHe
U Ch3HATEIHO NpPHUEMaHE Ha PEAIUCTUYHOTO ,,a3 HAa €KpaHa™ KaTo BU3USA M IOBEJICHUE.
M3Bexna ce xurmore3a ¢ MPaKTUYECKO MMILIEMEHTHpPAHE Ha BU3YaJHOTO BB3NPUSATHE Ha
aKThOpa OT CLIEHAaTa M OT €KpaHa KaTo TPUU3MEPEH 00pa3 B JBYU3MEPHO H3pAKEHUE.
3puUTenAT BUXKAA aKTbOPUTE HA CLIEHA TPUM3MEPHO U Taka I'M BB3IPHUEMa B HUIPATHOTO
npoctpancTBo. Criope/ CLIeHUYHUTE YCIIOBHOCTH U ITPEOJI0JISIBAHETO Ha AUCTAHIUATA CLIEHA-
3pUTEl, TEaTPAHUAT aKThOp TPsiOBa Aa € mpeekcrnoHupad. Taka cunara Ha Tj1aca U TUKLIKATA
TpsiOBa na ca ,,yBenuueHu*. Ho BBIpeKH TOBa, Ha CIl€HA aKTbOPBT MU3IJIEK]A MPHUEMIINBO
peaTMCTHUYCH U €CTECTBEH 3a 3puTelia. B o0ekTrBa o0ave akThOpbT € AByH3MEpeH. ,,JIymara“
BB3MPOU3BEXKIA M300pAKEHUETO ,IIJIOCKO™; HsAMa IblbounHa M obem. M mopaau ToBa
3pUTENST BUXKJAa TeaTpaTHUs aKThop Ipe3 00eKkTHBa ,lpeyBenuder’. [Ipuunnara e, ye Te ca
O0TpaboOTBaJIM C TOJAMHU M3Pa3HU TEXHUKH Ha TOBEJEHHE M TOBOP 3a CLiEHA — TPUHU3MEPHO
pocTpaHCTBO. KMHOAKTHOPBT 00aue € oTpabOTHII TEXHUKA C IBYH3MEPHH €JIEMEHTH U T'H
u3passiBa B IByU3MepeH 00pa3s.

[punMoeT ,,l1€Ss IS more* (Majako € moBeue) ce mpejyiara Karo Bb3MOXCH BT 3a
MOJArOTOBKA M HAaTPEHUWpPBaHE MO MPABUIOTO Ha eKpaHHara mHAycTpus. Ha cuenara ToBa,
KOETO aKThOPBT YyBCTBA M YyCEIlla, 'O U3pa3siBa BBHIIHO. Mrpae ro ¢ reaTpaiHu TEXHUKU U
noxsaTu. [Ipen kamepa ob6aue TOBa, KOETO aKThOPHT YYBCTBA U yCEIlla, OCTaBa BHTPEIIHO —
He o u3Urpasa BbHIIHO. Ha ciieHata ce urpae ¢ Ts10, JIMIE U 04H, a IIpeJl KaMepa — CaMo C
oun. JIunero u TAIIOTO ,,BUOpUPAT™ | ,,ITyJICUPAT’ JOCTOBEPHO PHKOBOJACHH OT BHTPEIIHUS,
€CTECTBEH 3apsA/ U BbIHEHUs — eMouuuTe. Te He ce 1eMOHCTpupar — uyyBcTBat ce. Konkoro
€ MO-ITbJIEH BBTPEIHUSAT KHUBOT, TOJKOBA [T0OBEUE OYUTE IO U3pa3sBaT U IIpeJaBaT BbHIIHO.

Cnen ompeneneH mnepuoJl oT paboTa Ha CLIEHA, aKThOPBT NPUAOOHMBA MHEHHE,
BIXK/IaHe 3a ce0e cH, Kak M3Iexaa U Kak ce npejactas. Ho To He e 0a3upaHo Ha JIMYHO
(aKTOJIOrMYECKO MHEHHE, 3alll0TO aKThOPBT JIOKATO UIpae, HE C€ BIXK/JA Ha CLIEHa — peaJlHo
€ HeBb3MOXKHO. [IpencraBaTta € usrpajeHa OCHOBHO BbpXY MHEHMsI Ha HETOBU PEKUCHOPH,
KoJIeTH, OIM3KH U 3puTenu. ToecT, Bb3MPUATUETO HAa TeATPAIHUS aKThOP 3a MPEICTaBIHETO
MY € YCTaHOBEHO II0 MHEHHETO Ha OHE3U, KOUTO IO TJIEAAT — Taka, KaKTO T€ IO BWKJAT U
ChOTBETHO, KOMEHTHUDAT.

KuHOaKThOPBT NO3HABA BU3MATA CU JETAWIIHO M 3HAE KakK Ja s KOHTPOJIMpa, 3a Ja

CIIYX KU Hal-TI0JIE€3HO U AOCTOBEPHO. KI/IHOaKTBOp’BT 3HaAe, 4€ Ype3 OGCKTI/IBa, KaM¢epaTa BWxXK/Ja
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TOBA, KOETO € — TSl HIMa MHEHHUE, HUTO Npeanoyntanus. Kamepara e tasu, KosTo ,,urpae‘ 3a
aKThOpa, a He TOH/Ts 3a Hesl. [IbpBaTa cThIKA HA TEATPATHHUS aKTHOP ,,B OOEKTHBA™ € Ja ce
OTIO3HAe ¥ BSIPBA HA TOBA, KOETO BIK/A HA €KpaHa. YOeaeHo Ja ce MpueMe TaKbB, KaKbBTO
Kamepara ro nokasa. Jla e B komdopt cbc cede cu — cBosiTa BU3HA U oseaeHue. [la ce o0yun
B HOBA KpPOMKa: UMITYJIC C EMOLUA U YCET, B MHCTUHKTUBHO IIOBEJCHUE.

Cnenpamia nomyacT € poxycupaHa KbM pa3paboTKaTa Ha METOJIOJIOTHS MPU KOSITO
MPOLIECHT Ha MMOATOTOBKA 3a MPE/ICTaBIHE HA MOHOJIOT MpeJ] KaMepa ce U3BbpLIBa 1o opMa
Ha ,quanor®. KuHoakThopbhT 0TpabOTBA YACT MO YacT €JIEMEHTHUTE, KOUTO M3II0JI3Ba, 3a Ja
aHanu3upa, pazdepe, yCTaHOBHM U BIIOCIEJACTBHME J1a IPEACTaBU B MOHOJOr. TearpamHusT
aKThOP MHUCIH Ype3 ,,BBTPEIIEH MOHOJOT", a KHHOAKThOPHT Upe3 ,,KAPTUHU B Kajapu*. 3a
KMHOAKThOPUTE, B paboTaTa UM Ipel Kamepa, JUajlor BUHArd UMa, IOCTOSIHHO U HePa3IeHo.
W He camo Mexy ABa WIM MOBEYE XapaKTepa: TUAJIOT UMa JI0PU B MOHOJIOT. KHHOAKTBOPBT
HsAMa ,,BbTpelIeH MOHOJIOT . [IponechT Ha 3acHEMaHe HE IO MO3BOJSABA. 3ACHEMAHETO Ha
(buiIM oTHEMa Mecelld, a ¥ He € B ITOCJIEJ0BATEeITHOCT, KaKkTo € 1o cueHapuit. [lopagu aparust
CHUMAaYEH IIEPHO/I, CLIEHA I10 CLIEHa, KHHOAKThOPBT ,JKUBEE  CaMO B CLICHATA, KOATO CE CHUMA
B JIaJIeH MOMEHT, a He OT HayaJIo JI0 kpail BbB ¢pmiMa. KHHOAKTROPBT ce MOATOTBS 3a BCKA
CLICHa/OTKbC MOOTAEIHO. BeTHbK CTIIMI Ha TEPEH, KHHOAKThOPBT HABIIM3A B ,,3apexkaaHe
Ha IpeJCcTosAmaTa cueHa. Iloarorses MUCIOBHO U IICUXOJIOTHYECKH, KHHOAKTHOPBT 3a1104YBa
Ja IpPEIU3BUKBA BBTPENIHO M Ja HAarHeTsBa €MOLMM M 4YyBCTBA, 4YpPE3 HMHTYMTHBHO
IIPOBOKMpAIIX MUCIH. M KOrato akThOp®T € ,,3apEACH , TBOPYECKUAT UHCTUHKT I'0 BKapBa B
,,MOMeEHTa".

3acraBailku mpej Kamepara 3a AyOba B Onu3bk IuiaH: close up, mMHoro yecto
KHHOAKTbOPBHT HE BUXKJA TUPEKTHO NMaPTHHOPA KAKTO B T€aTbpa — MAapTHBOPBT € 3a]] KaIbp.
OOUKHOBEHO T3 MOMEHTH Ca MOHOJIOT WJIM KJIF0YOBa PEIUIMKa, UM 3HAUUTEHa, pellaBalia
JIMLEBA PEAKLIUS.

KuHOakThOpBT mpuTEkaBa OTpabOTEHAaTa TEXHMKA Ha BUXKJAHE 4pe3 ,KapTHHU B
kaapu“. 1 ToBa € 3aMECTUTENAT Ha BBTPEIIHNS MOHOJIOT B KUHOTO. BMecTO NOTOK OT MHCIIH,
aKThOPBT UMa IMOTOK OT PeasTHU ¥ MPaBJIONI0100HU n300paXkeHus B KaJipu. KHHOAKThOPBT CH
Hapeacrass®. Ilox BnMsHME Ha TBOPYECKHS] MHCTHHKT, BBTPEUIHOTO BIDKJAHE WJIM TakKa
HapeuyeHoTo ,,TPETO OKO MPOEKTHUpa JEHCTBAIIM KapTHUHU B Ch3HAHUETO Ha akThopa. U Te
IIPUCHCTBAT 10 BpEME Ha LAJI0TO U3IbJIHEHHE. biiarogapeHne Ha TiX, aKTbOPBT C€ ,,[T0Talls
B MOMEHTA** ¢ Bb30Y/ICHU yCEIIaHusl U HarHeTeHa eMOIMs. AKO TapTHBOPBT € U3BBH Kaabp,

HC CC BWIKIA NOpaau TCXHUYCCKU O6CTO$IT€J'ICTBa, CC 3al104Ba KOMYHHKaUsS 4Ype3 ,,KApTUHU
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B KaJIbpU‘‘ OT 3allaMETEHUAT Beue 00pa3 Ha XxapakTepa Ha MapTHbopa. PaKThT, Y€ aKTbOPBT
BEUEe rOBOPU HA HENPUCHCTBAIL peaiHO 00pas, a ,,BUISH B Cb3HAHUETO, TOM € B UAJIOT C
HETO.

Baxxen MOMeHT, 0OCBH/ICH B ciie/IBallla T1aBa € MpooJaeMbT 3a U300pa Ha aKThOpa, a He
3a MpHUHYAATa /1a MOCTHIN 110 ONpeNesieH HauuH. B cirydas e HeoOXoauMo /1a ce HachbpyaBa
OTCTOSIBAHE Ha TBOpPYECKHS H300p Ha aKThOpa C BEpPYyK, B Cllydau Ha IMPENIOKEHU
obcrosiTencTBa 3a W300p WM CbOOpakeHHE. be3ycmoBHOTO TMpaBO Ha akThopa Ja
UHTEPIpETHpa Ja/ieH XapakTep € ¢ ,,aKTbopcku n3bop®. 1 ToBa € Bb3MOXKHO, KOraro uma
OCBh3HaBaHE W M3TPaXJaHE Ha JIOBEpUE B TBOPUYECKHS WHCTHHKT Ha aKThopa. JIMuHHST
MOAXO0J1 KbM MpoIieca, e OTKPUBA U ITpUEeMa MPaBI0N0100HOTO MOJIE3HO B MPOTUBOPEUNS C
npueTu HopMHU. Beekn akTpop ce mura: ,,Kak na ro msurpas?* Taka, Toi ce moccrass B
JUiieMa ¢ KOro WM 3amo TpsbBa na ce cboOpasu. [lo mpenopbka ¢ AajaeHa Hacoka WU
M3HUCKBaHE CIIOPE]] peXUChOPCKa KOHIIETHSA. J[any € IpUHyIUTENHO, 3alI0TO TaKa € MPUETOo
na Obe — HopMma. M e KakTo Ha aKkThOPBT MY CE UCKA, KAKTO TBOPUYECKHUAT MY/ HHCTUHKT
nmojicka3Ba 0e3 crobpassiBaHe ¢ BCUUKO ocTaHano. Ho dyHmameHTamHusST BHIpOC €: TpsiOBa
m? B Tekcra ce U3sCHABA U OTBBPIKAABA T€3aTa 32 TBOPUYECKUS MHIUBUAYyaleH U300p — 10
JUYHO YCMOTpEHHE. AKTbOPCKHST TBOPYECKU M300p € JMYHOTO BEPYH0, aBTEHTHYHOCT U
APTUCTUYHO TPABO MpPEaUd BCUYKO. AKTHOPHT TPsAOBa Ja MpeEleHH 3a cede cu: padboTs 1o
n360p nnu npunyaa. Koe e komnpomuic 1 koe e no3uius. Ho B ocHoBaTta cu akTbOpBT TPsiOBa
na e HasicHo: IIpaBs kommpoMuc no u300p nopaau MpHHYyJIa U cu 3aciyxkaBa. Minu: umam
0€3KOMIIPOMHUCHA MO3ULKA C U300p HE3AaBUCUMO OT BCAKAKBA IIPUHY/A.

BoMMHCTBOTO aKTHOPH CE ONMUTBAT Jla C€ NPEACTaBAT (U3MYECKU Taka, 4e Jia I'd
xapecar U npuemar. OnUTBaT Aa NPOMEHAT ceGe CH, 3a J1a C€ BMECTST, HAaroJsT CIpsIMO
W3HUCKBAHUS WM KOHLENIUHU — BKycoBe. Ho ako akTbOpbT € B KOM(pOPT C BU3UATA CH, €/1Ba
JIM 111€ TO BBJIHYBA JaJIM I'O XapecBaT WK npuemar. BaxxHOTo e ja My ce JjaJie Bb3MOKHOCTTa
3a IpeJCTaBsHEe — Ja IO BUJAT U 4ysT. M TOBa € peaqHMAT IIaHC 3a aKThopa Aa ,,ipeo0bpHe"
MHEHHMETO U Jla ce HaJ0XH, J1a TMOKa)xe KO/ BCBIIHOCT € IO M300p, a He MO HpUHYJA.
[IspBUAT N300p 32 aKTHOPA MTPEIN aKTHOPCKHSI U300D, € 1a u3depe cede cu. [locne Toa ,,cede
cu’ e u3depe akThbOpa M TOraBa akThOPHT 1€ MMa I'BJIHOTO MPaBO Ha CBOS TBOPUYECKHU
n360p. KakBo e akThopckusT U300p 3amoyBa omle oT U30UpaHe Ha MOHOJIOT. AKTHOPBT HE
OuBa Ja MOJMMHABA ITbPBUTE TPEINETH, YCEIAaHUs U MUCIM, KOUTO Ca HAXJIyBAJIH OILIE B
CaMOTO HayajJo Ha 4YeTeHe Ha u30paHus MoHousor. M3060pbT Ha MoHOJOr, € 0a3upaH Ha

UHAUBUAYATHOCT KATO JIMYHOCT U OPUT'MHAJICH TBOPCII. Haﬁ-BCpOHTHO B I/I36paHI/IHT MOHOJIOT
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€ OTKpPUTO J0cTa O0II0 MEXIy akThopa U Xapakrepa. JIMuHa chmocTaBka — pa3lo3HaBaHE.
Ta3u nmuyHa chIOCTAaBKA C XapakTepa € BCBHIMHOCT M300p 3a MpE/CTaBsSIHE HA XapaKTepa OT
aKThOPa. AKTHOPCKH H300P OTIpeIeIis M0IX0/a Ha aKThOpa C JIMUEH TBOPYCCKH HHCTHHKT 32
obpa3 u dopma, upe3 kKouTo aa mpenacraBu xapakrep. dopma — ToBa ca (UINICCKHUTE
XapaKTEPUCTUKU; MAaHUEPH, MUMHUKH, PUTHM Ha JIBUKEHUE, TeMIIO U mipoune. Ho tunuunu
caMmo 3a TO3U XapakTep B olpenerneHara Gopma.

. Obpa3 — TepMUH 3a BU3US — TUNax. M300pa3sBa nposBlieHUE HA TUYHOCTTA;
MOBEJICHNE, TATUYHU PEAKITUU, EMOIIMOHAIIHU U TICKXOJIOTHYECKU PEIICKCH.

J Xapakmep — nWUYHOCTTa OTBBTpE. BCHYKO THUNMHYHO KaTO WHTEIIEKT,
BB3MUTAHUE, KYyATypa, AapOu, BB3MOXXHOCTH, OPHEHTAIMS: COLMAJIHA, TOJUTHYECKA,
penurno3Ha, mpodecruoHaIHa U MPoYvHe.

W crnen kato ce 3HASIT W OMpPENesssT BCUYKH TE3W aTpuOyTH, B KOUTO € ,,00JedeH
XapakTepa, uaBa akThOPCKus u300p. KomkoTo M BUPTYO3HO aKkThOpa yCree Ja MPUITOKPH
JAJIeH XapaKTep M Ce OTHIajedd OT CBOETO ,,a3", MyOJIMKaTa BUHArd BIDKIA HETO/HES —
aKThOpa B pOJIATAa Ha Xapakrepa. A He xapakTepa 0e3 pojsiTa Ha akTbopa. 1oBa, KOETO
WHTpPUTYBa M BBJIHYBa MyOiHMKaTa, € KaK TOYHO TO3U aKThOp Il€ WHTEPHpPETHUpa TO3U
Xapakrep.

B nucepranusra ce pasriexa aAujaemMara Ha MJIaausAT aKThop, KOSATO TpsiOBa Ja ce
JMKTYBa OT MOPAJIHUAT KOMIIAC Ha YOBEKa, MPEAN >KeIaHUsITa Ha aKThOpa.

[To Bpeme Ha puHAIHU peneTUIINH Ha ,, XamJeT* ¢ Biagumumup Bucomku B riiaBHaTa
poJist B TeaTwp ,,laranka“ B MockBa, TOM ce TOSIBUII Ha CIIeHATa ¢ YepeH MMyJIoBep 0e3 sKa 1
YEpHH NAHTAJIOHU ¢ yepena B pbka. PexxucropbT FOpuii JIrobumoB m3tpbnHail. bes na kaxe
nyma, Bucoliku 3amo4Han npocioByTHs MOHOJIOT Ha XamiieT. B kpast, peKucropbT ocTaHal
OHEM:UT OT MHTEpIpeTaIuaTa U Bb3AbXHAI: ,,/]a My Mucnum!“ U pexxucbopckaTa KOHISHIHS
ce amamnTtupa mo u3zbopa, mpeasiokeHue Ha Bucouku. AKTHOPBT ,.BiHM3a B 0OYBKUTE™ Ha
Bucouku. AKTOPBT € pelni akTbOPCcKus cu u300p Ha xapakrepa. CThIIBa Ha TEPEH B TbPBU
CHUMAUEH JIeH U pa3dupa, 4e BCHITHOCT, KOHIIEMIIMATA HA PEKUCHOPA € JI0CTa MO-Pa3IuyHa
OT aKTbOPCKUS U300p. bu 11 akTHOPBHT TOTaBa MpeaCcTaBUI U300pa cu 6e3 TopH Aa CHOoAeH
c pexucbopa? Wnu me ce choOpa3sum W Makap HEChIJIACEH, ILIE Ce MPUHYIW Ja ClelBa
pexucbopckus n3dop? Ha Te3u BbIpocH OTTOBOPHT € TndeH. Hukoii HsiMaM MOpalHOTO, O11Ie
MO-MaNko Mpo¢eCHOHATHO MPaBo, J1a AaBa OTTOBOP, a U Ja Mpeioku TakbB. Ho n36opbT
BHUHATHU U BCAKOTA TPSIOBA J1a ce MPe/ICTaBs CMeno, 0e3 YTOBOPKH. A JajH Ie ce MprueMe WiH

e TpsaOBa aKThOPBT Ja C€ MPUHYJIH, 3aBUCH CaMO OT HEro/Hes — BCEKHU criopes cede cu —
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MOpAJIEH KOMIIAC U JJOCTOMHCTBO.

B momuactra ,,YOBEKBT B aKThOP* CE€ OTCTOSIBA BEPYIOTO: ,.3a na Obaent Ho0Bp
aKThOp, TpsOBa nMa craHem mo-no0bpp 4doBek! IIpomechT Ha MOArOTOBKAa Ha aKThOPA,
pasriiekaa U3pacTBAHETO MY METaQOPUYHO, CHIIOCTABSIMKK WM3PACTBAHETO HAa YOBEKA OT
,IIPOTJeKaane 10 ,,IpOX0oXkIaHe™, oT ,JIporoBapsine no mpenacraBsHe. HeoOxomumo e
MPAKTUYECKO M3TpaKJIaHe Ha 3paBOCIOBHA IICHXHWKA C pa3dupaHe W KajsgBaHE Ha
€MOIIMOHAJIHATA YYBCTBUTEIIHOCT B OTCTOSIBAIla UCKPEHOCT. [IbpBO ce pakaa YOBEKBT U
MocJe ce OTKpHUBa KaTto akThop. Ho Korato ce moctaBu akThOpa Mpej YOBEKa, HE caMoO Ce
npeoOpbIIa 3aKOHOMEPHOCTTA, HO TS 3aM04Ba Ja pabOTH MPOTHB aKThOPa.

,»POXKIAHETO“ € OH3M MOMEHT, B KOWTO akThOpa OCh3HaBa, 4e HMa  japoa.
I [pOTIIEKIAHETO ““, € KOrato ce BWIKJa peajHus CBAT Ha akThopa. ,Jllpoxoxkmanero®, e
KOraTto c€ B3MMa pPEIICHHETO W 3amovHe NpodecroHamHaTa IMOJArOTOBKA KaTo akKThOp.
I [pOroBapsHETO®, € KOraTto aKThOpBT JaBa rjac Ha cede CH KaTo TBOPELl U 3asiBSBa MUCHSTA
na e aktbop. M Hakpasi, ce 000011aBa YOBEIIKOTO BB BEUYEe YCTAHOBEHUS aKTHOP.

[Ipornexnganero € B CBAT, IpUMaMJIMB, WHTEpeceH W MuctuueH. Ho ckopo
MIPOTJICKAAHETO C€ MPEBPBINA B MOTJISKIAHE ,,33]1 KYyTHUCUTE . A TaM oOade, HE € KaKTO €
OMJIO MEUTAHO W MPECTABSHO.

[Tpoxoxaaiiku, MIIaIUSIT TAJIAHT CH 3aJjaBa caMoO €IWH BbIlpoc: HanctuHa 11 nmam
tanaHT? U 3amousa na ce ycemia kato 6ede, koeTo nmpoxoxaa. To ucka, 49yBCTBa M CH BspBa
4ye MOXE JIa XO/IH, HO IIIOM C€ MOU3INPaBH — Naja. A 1Mo3aIbpiKH JIM C€ U3IPABEHO, CE 3aKala
— ¥ nak naga. M moTpberue i, KIaTedKu ce, 3aJiuTa — M MaK najaa. Taka € u mpu MIIaausT
TajJaHT: CbMHEHUS U cTpaxX. HepBu u yrpusenus.

C nporoBapsiHETO, MIIAJIUAT TaJaHT pa30upa JaIi € aKThOP WU apTHUCT.

AKTBOPBT MPOYHTA CIIEHAPHS C MT0-0COOCHO BHUMAHHUE KbM CBOSITA POJISI M 3all04Ba
MoAroToBKa. [IpaBu TOYHO TOBa, KOETO aBTOPBT, & U PEKUCHOPHT M3UCKBAT OT HEro. Tou
M3UTPaBa CIICHUTE TOYHO KAKTO Ca HAMHMCaHW. AKTHOPHT B IPEJACTABICHUETO € TaKbB,
KaKbBTO C€ OYakBa OT Hero na Owbae. M3urpaBa ro xomdopTHO, 0€3 pHUCK M OTSIBJICHA
YHHUKAQIIHOCT C MPO(QECUOHATHH TEXHUKH U 3ay4eHHU MOXBATH.

AptuctbT 00aue ce ocmensBa. M3HeHaaBa ¢ n300p — akTHOPCKHS U300 3a poJiAiTa, a
HE caMO aBTOPCKHU WUJIM PEXKUCHOPCKHU TaKbB. B mpolieca Ha MOArOTOBKA, APTUCTHT CE MUTA:
,,Kak J1a Boka cBO# riac B HEOOXOAMMOTO 3a BCSKa clieHa?* ApTUCTHT pas3lo3HaBa OHOBA,
KOETO aBTOPBHT HE € Hamucal ¢ TBOpuecka MHTyulus. Toi mpeBpblla AyMUTE B JIEHCTBHUS,

NOAIIaTCHU C YCCHIAHC, KOJIOpUTHA IICUXHUKAa W IIpaBAWBa CMOLUA. AKTBOp’BT OCTaBA
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CIIOMEH. APTUCTBT UHKPYCTUPA Bb3ACHCTBUE.

OCHOBHOTO CpEACTBO Ha KHMHOAKTbOpA 3a YCIELIHO IPEACTaBSHE HAa POl €
BHUMAHHUCECTO. Cnez[BamaTa nmoa4aCTt YCTaHOBABA BHAOBCTC BHHMAHHUEC U TCXHUTC
B3aMMO3aBUCUMOCTH — IIpUYMHA WM CJIICACTBHUC. HpeIlCTaBFI MMPAKTUYCCKU 3aJadu 3a
HaTpCHUPBAHC HAa TUIIOBETC HAa BHMMAHHC: aKTUBHO W IMACHMBHO IIPHU YyBAHC M CIYHIAHC B
Haco4yeHa M oOpaTHa BpB3Ka. YNpPaKHSIBAa HW3ION3BAHETO Ha CeTHBHAaTa MH(OpMAIMs B
JIOTHYHA MHTEPIIPETALUS — HEPECATTMCTUYHA.

[IpouechT Ha HaTpeHHpBaHE 3amoyBa OT OcHOBaTa: OTKbJE M Kak Cc€ PBKOBOAU
BHUMaHKueTo. OT HUHTCPECC WIIN HYXK/JA, U3UCKBAHC UJIN 3aBJIKCHUC.

KuHOaKkThOpBHT MMa 3HAUUTETHO MO-pa3ziuyHa (opMa Ha BHUMAHHUE OT TeaTpasHUs
akThop. Popmara Ha pokycupaHe 3a U B JJaJIeHa CLIEHA € MIPELU3HO MOJIPeeHa, 3aIl0TO:
Bpewmero e kpatko.

[ToBTOpenusTa ca patanHo NpeaIU3BUKATEICTBO.
I'oToBHOCTTa Ha MapTHBOPA € pelIaBamia.
TexHn4yeckuTe MOBTOPEHUS HOCAT PUCKOBE.
OOGcrosTencTBara ca HenpeaACKa3yeMH.

BusyanHurte 1 TEXHUYECKH KOPEKIIMU-Pa3CeilBar.

N o g ~ e nh e

[Tcux0JIOrH4ecKOTO U EMOITMOHAITHO HANIPE)KEHHUE HE € KOHCTAHTA.

8. AKTBOPBT € YOBEK.

1. Bpememo. Ha cHumadHara 1momajaka, KHHOAKThOPHT € TIOCTaBEH M JICUCTBA B JIBE
Pa3HOBUIHOCTH HAa BpEME: CKCIEAUTHUBHO M HeEolpezaesieHo. ExcneauTuBHO € Korato ce
BJIM3a OT AyOBJI B TyOBJ 0€3 TEXHHYECKU HACTPOMKHU — CaMO aKThOPCKH: ,,OTHOBO, TIOKATO €
ropemro!“ He3abaBHO MOBTOpeHHWE Ha CIleHATa, JOKATO BCE OINE KHUHOAKTHOPBHT € ,,B
MOMEHTa" — 3apeJieH.

2. Iloemopenusama. KHHOAKTHOPBT C€ PHKOBOJIU OT aKTHBHO BHUMAHHE B Kaabp —
TPUU3MEPHO BHMMaHUE. To € BbpXy MpeACTaBsHE Ha XapakTepa, MapTHUPAHE C Kojera u
TEXHUYECKUTE 00CTOSATEICTBA — BI'bJ HA KaMepa, OCBETIIeHHE, (PU3MYECKO JCHCTBUE U TEKCT.
Nma abconroTHa KOHIIGHTpaIUsi Ha BBTpEHIHO BHUMaHHe. Jla ce ,3aabpKu’ eMmorus,
ycelaHe U mpaBI0no100HO MUCTIEHE B MHTEpIpeTausTa. ,,KapTuaure B Cb3HAaHUETO J]a He
crupaT ¥ BbTPEUIHOTO 3pEHUE J1a BUXK/JA aKTUBHO.

3. ['omosnocmma na napmuvopa. CbcpeoTouaBaHe u B mapTHbopa. Jla ro/s ciemnu ¢
MOBUIIICHO BHHMMAaHHWE, 3alll0TO HAaHECEHW KOPEKIMH OT pexuchopa pedrexkrtupar y

napTHbOpa U TOI/TS OT CBOSI CTpaHa, pearupa.
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4. Texnuyeckume noemopenus. lIpoBokanusaTa 3a KMHOAKThOpa. BHuUMaHueTo B
TEXHUYECKHU ACTIEKT € a0CONMIOTHO. Y CTAHOBEHHUTE HACTPOIKHM HA TIOBE/ICHUE U JBIKCHUE CE
V3IBJIHSIBAT MPELIM3HO MPU BCEKU TyOBJ, OTHOBO M OTHOBO. KuMHOAKThOPHT TpsiOBa na
,TTOJIpeXkAa‘“ BAKHOCTTA HA BHUIMAHUETO CU B MPUYMHHO-CJICICTBEHA BPb3Ka.

5. O6cmosamencmseama ca Henpeockazyemu. 3a pa3liika OT €KCIIEIUTUBHOTO BpeMe,
HEONPEJEIIEHOTO € W3IUI0 3aBUCEII0 OT TEXHMYecKaTa IOJAroTOBKAa Ha CHUMaudHaTa
ioniaka 3a jAajaeHa ciieHa. KuHoakThopa yaka B MAacCMBHO BHUMAaHHE, OTKJIOHEHO OT
3a00MKaISIIKUTE 0OCTOATENCTBA U (POKyCHpaHO B cede CH.

6. Busyarnume u mexnudecku xopexyuu. Te BIMSAT Ha KOHIICHTPAIUATA TIPEIH
nyobs. AKThOPBT € TOTOB JAa 3amouyHe. PexxucbopbT gaBa: ,,Hauano!“. KuHokThOpbT
3anoyBa. ['mac u3Buksa: ,,Cron! Koctiomu!* Kopurupa ce xoctioma. KHHOKTROPBHT OTHOBO
3anoyBa: ,,Cron! ®pmswop!“. Kopurupa ce kocara. KunHoakThopbT 3amousa: ,,Ctom!
I'pumbop!* Kopurupa ce rpumbT. Kunoakteopst 3anoyusa: ,,Cton! CMsiHa Ha Gatepus, 2-pa
kamepa!“. TeXHH49ecKr KOPEKIIMA U HACTPOUKH, ca aOCOTIOTHO HEMPEIBHUICHH.

7. Ilcuxonocuueckomo U eMOYUOHANIHO HANpeXCeHue He e KOHCMAaHma.
[IpoTHBOMONIOKHO Ha TeaTbpa, MPEAU3BUKATEIICTBOTO 32 KUHOAKThOpa € Ja chyMee Ja
3amna3u OanaHc u 1a 0b/1e B KoMpopT, KOrato € Ha TepeH. KHHOAKThOphT HUKOTA HE 3HAE KoTa
e Ob/le TMOBUKAaH Ha CHUMAavHaTa ruiomaaka. [loHskora 3a OpoeHu cekyHAu TpsOBa na
,,CKOUH*“ B TICUX0JIOTHYECKH 3apsia ¢ HarHeTeHa emorus. Ot 0 go 100 u o6paTHO, 32 CEKyH/IH.
HacouBaiiku BHUMaHHMETO CH B JETallyIM, KUHOAKTHOPHT MPOKOHTPOJIMPBA HEOOXOAMMATA
71032 BHUMaHHE 32 BCEKU €IMH MOMEHT MOOTIeNHO. Taka KOHCepBUpa €HEprus, Hy)KHa 3a
BHe3anHOTO ,,0T 0 mo 100%.

Ta3u opranuzanus Ha eeMEHTUTEe Ha BHUMAHUETO B IPUUYMHHO-CJIEICTBEHA Bph3Ka
€ KaTo BTOpa Mpupoja 3a KuHOakTbopa. Ho u 1a momycHe rperika, He € KpUTHYHO, HO Ja
rpeuu 0e3 KpuTuka e Heponmyctumo. Ho Bce mak, u...

8. Akmvopwvm e uogex.

Crnen kaTo KHUHOAKTHOPBT 3HAE Y€ € UyT, TPsAOBA /1a 3aIbJKM OTBETHATA CTpaHa Ja ro
cilylia 4ype3 HauMHa, 10 KOWTO KOMYHUKHpA: CIOBECHO W ¢ neictBue. Mma orpomMHa u
OTIpeJIeNIEHO BUIMMA pa3lIuKa MEXKy aKThOPH, KOUTO PaOOTAT MO CIEHApUI, K OHE3H, KOUTO
paboTAT no crokeT. UyBaHeTo € (akT, HO CIyIIaHETO € Hariaca. To e TOYHO ompeseneHa
HacoudeHa HeoOX0UMOCT, U30paHa Ja ppKOBOIM OTHOILIIEHUETO B AeiicTBue. Hukoii He xenae
Jia CIIylla, KOTaTo Beye € 4yl Ue HAMa CMUCHIL

CJ'Ie,Z[BaH_[I/ITC ABa MOAYAaCTHU Ca NMOCBCTCHU HA KACTHHI'A KAaTO HAYMH 3a aKTbOpa Ja
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ObJIc HAaeT 3a JIaJIcHa POJIs.

KacTuHrsT ce pasriexaa KaTo mpeAMMCTBO U IIPOIIEC, 3aBUCEII 0 TOJIsiMa CTETEH OT
aKTbopa. P"I)KOBOI[CH OT IMpUHLOUIIA, HNOAXOABT HATPCHHUPBA AKTbOpa B HU3UCKBAHUATA U
IIpaBHJIaTa Ha KACTUHI" HA JKUBO. O6p”bIIIa H3KIIIOYUTCIIHO BHUMAaHME HAa TBOPUYCCKATA HArjaaca
Ha aKThOpa B CHOTBETCTBHE C JIMYHATA, YOBEIIKA Harjiaca — pa3OMpaHe M MaHTAJIHTET.
HaneHI/IpBa TCXHUYCCKHU 3aKOHOMCPHOCTM MW HAa4YWMH Ha TMIPCACTaBsAHC Ha KaCTHUHT.
VYcraHOBsIBa OTHOIIEHHWETO KBM Ipolleca M CBOOOJaTa Ha apTUCTa B 3aBUCHUMOCT OT
HU3UCKBaHWA U HOPMH. OTpa6OTBa OCHOBHHU T€XHHKHU U IICUXOJIOIT'MYCCKaTa Harjaca.

KacTuHrsT caM no cebe cu € U3MHT, HO 3a KHHOAKThOopa, He € TMoJIe3Ho 1a Obae. U B
TOBa € CHIIECTBOTO Ha JIMYHATA HAarjiaca W OTHOUICHWE KbM KacTuHTra. Jla ce mpuema u
pa3dupa TO3M MPOIEC ChC 3HAYSHUETO MY, CTPOTO UHINBUIYAITHO.

Ot nenus mpouec KacTHHI, SBSIBAHETO € Hail-llecHaTa 4acT. TpyaHOCTUTE ca B
TBOpYECKaTa MOJrOTOBKA, ICHUXOJIOTHYECKAaTa M €MOIMOHAIHA Harjaca, OChb3HaBaHETO U
pazOupaHeTo Ha Ipolieca Karto 1su10. AKTROPCTBOTO B acTeKT npodecus e Hait-necHarta. Mma

CaMO TpU OCHOBHHU N3HUCKBAHUSI:

1. Jla cu Hay4u TeKcTa.
2. Jla ce sBsiBa HA KACTHHT.
3. Jla e BUHaru HaBpeme.

OcTaHanoTo € TaJlaHT C MePCOHAIHO pa3dupaHe v OTHOIICHHUE.

1. TekcTbT € ponsata. KuHOakThOPHT TPsiIOBa HE caMo Jja MO3HABA TEKCTa, CUIaTa
U BB3MOXXHOCTHUTE My, HO U Ja TO NPEICTaBH KUB: ,,AKTHOPBT pabOTU MO CIEHApUH,
apTUCTBT MO CrOXKET.” OTKBJIETO U aKTbOPCKUAT U300p 11e Ob/ie TOCTOBEPHO MPEACTABEH C
OpPUTMHAJIHOCT B YHUKAJICH BUJL.

2. KacTuHrsT € maHCHT 32 aKThOpa, J1a ce npeacraBu. [la e cebe cu 6e3 3aIpbiKKH,
MIPUTECHEHUs, CbMHEHUS U cTpaX. be3 choOpassBane u ckpymnynu. C yBepeHOCT — TaKbB,
KaKbBTO €. SIBSIBaHETO HA KACTHHT € MpejacTaBieHue. He e U3NUT 3a 3HaHWE U Bb3MOXKHOCTH,
a Ha BOJISL, IyX U Bsipa. Ho Hali-Ba)KHOTO € OTHOIIIEHHWETO KbM KaCTUHTA, Harjaca v pa3oupane
KakBO BChHINHOCT €. [Ipoayknusara uMa clieHapHii, KOWTo TpsiOBa J1a ce HalpaBeH Ha PUiIM u
M TpsOBa aKTHOPUTE, KOUTO Ja M3UTPASAT XapakTepuTe. 3HAUM, TE€3U B KOMHUCHUATA MMAT
npo0ieM. AKThOPBT, € pelIeHUETO Ha IpodseMa. M ¢ ToBa OTHOIIIEHKE, CTPaXOBETE U3UE3BAT
1 OCTaBa caMo €/IHO YYBCTBO: ,,yJIOBOJICTBHETO J1a CE MPEJICTaBs.

3. BeMeto e mpu3HaK Ha pPecrekT He caMO KbM WHAYCTPUSATA U KOJETUTE, HO U KbM

cebe cu. ToBa TOBOpH 3a JUCHUTIIIIMHA, OTAAACHOCT U JINYHO JIOCTOMHCTBO. ,,AKO CH HaBpEMC,
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BEYE CH 3aKbCHSIL

B Tekcra ce mocoyBaT paszMKUTE MEXIY KACTUHI HA JKMBO M KAaCTHUHT OHJIAMH,
0oTpaOOTBaHE Ha TEXHUYECKUTE AacHeKTH 3a TPEACTaBIHE Ha Marepuan, KakTo W
TICUXOJIOTMYECKaTa U €MOIIMOHAJIHA Harjaca Mpy MPOBEXIaHE HA BHEO3anuca. AKTbOPHT
Ou cieiBajyio Ja BSIpBa HAa TBOPYECKUAT MHCTUHKT KAaTO CPEJCTBO 3a JIMYHA KPUTHKA U
npenenka. TpsOBa 1qa mpeo1osisiBa MPUTECHEHMSI M CYeTa OT aKThOPCKaA TJIeJHA TOYKA, HE OT
JUYHA, Ja TPEeACTaBsi, MOJBIACTHO W YCTAaHOBEHO OpPWIMHAIHA aBTEHTUYHOCT, a He
HaJIO)KHUTEIIHA ChOOPa3UTENHOCT. B TO3M OTKBC ce pa3siCHsIBA KaKBO € KOMIIPOMHUCHT KaToO
CPENICTBO 3a HANpPEeIbK, HE OTCTHIIBAHE.

Kakro Oeire criomMeHaTto BB3MOKEH € M KacTWHT omuaitH — Self-tape. Tosa e Bung
KaCTHHT, KOWTO € J0CTa KOMEHTHpPAH W OCIOpBaH. BOJNIMIMHCTBOTO TeaTpasiHH aKThOPH,
MPEANOYnTaT Ja Ce SBABAT Ha KUBO. baswpa ce Ha TsAXHATA TPEHUPOBKA W OOy4YCHUE:
MpeACTaBsiHE TpeJ KuBa Mybnuka. ToBa WM JaBaT MPEIUMCTBO TPEa KHHOAKTHOPHTE.
Kunoakteopute obadue mmar ommTa 3a pabora mpem kamepa. llputexaBaT oTpaboTeHH
TEXHUKHU Ha TTOBEJIEHNEe, MaHuepHu U ToBOP. Ho B kpaliHa cMeTKa, ¥ THUTE, U IPYTUTE ONUpaT
JI0 aKTHOPCKUS U300p — YHUKATHOCT ¥ aBTEHTHYHOCT.

B tekcTa ce mpemarar ce HAaYMHU KaK akThbOPBT J1a 3aroyHe paboTaTa CH B HY)KHATa
HarJyaca — IICUX0JIOTHYeCKa, EMOIMOHAIHA U JIOTHYHA.

KactuHrbT OHMIAMH ompeneneHo € yao0cTBo, HO UMa U npoosemu: ,,KakBo ThpcsT?
Koit ny0bn na uznpars?*.

1. UcTtunara e, 4e U Te caMUTe HE 3HAsAT KaKBO ThpcAT. MIMar maes KakBo, HO TO €
caMO TpeAcTaBa — IEPCOHAX W XapakTepucTHKUA. Ho KakBO ce ThpCH, HSAMAa HHUKAKBO
3HAYEHHE 3a aKThOpa. AKTROPHT UM CHUJIaTa U TAJIAHTa Jia IPOMEHHU MPEACTABUTE.

2. Koit ny0bs1 € Hall-TpyIHOTO B KacTUHra oHnaiH. Kak cam Ha cebe cu, akTbOpbT Ja
obne craauk? Kak ga ce camonpenenn? Koii € 00eKTUBHUAT (PakTop, MO KOWTO Ja uzbepe?
B noBeuero citydau, akThOpBHT U30Mpa MO JIMYEH BKYC — XapecBa Kak ro e Harnpasui. Ho gamu
TOBA, KOETO HAa aKThOPHT CE XapecBa, Ie Ce Xapeca Ha KaCTUHT eKkuma? 3aToBa, akTbOPHT HE
TpsiOBa /Ja ce MHTEpecyBa ,,KaK M3IJIeKIa“, a Ja ce OTHaJe Ha ChIIMHATA B Mpolieca —
aKTbOPCTBOTO. VIMa JIn eMOIIMOHAJIEH 3apsii OTBBTPE, 1€ JIMUU OTBHH.

TekcThT M THACHT ca KIIOUOBU. TeKCThT € MHMOpMalMsTa, a MPEACTaBSIHETO €
neiictBuero. He ce urpae Tekct. [ machyT TpsiOBa 1a € B Hail-koMpOPTHHSI THATIA30H.

Temno u pursM. ToBa € mpoOIEMBT HA TeaTpaTHUS AKTHOP MPEJ Kamepa — BIIAYH.

TearbpbT paboTu B ApPYr puThbM M C Apyro temro. Ilpex kamepa, akTbopbT TpsiOBa ja €
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€IHOBPEMEHHO JIOCTOBEPEH U B IBYKEHUE HA TEKCT, U B [IOBEJCHHUE.

[Tay3a He ce urpae. Ts uiu ce nosiBSIBa €CTECTBEHO OT HYXJa, WK He. He ce TepesT
naysu, a KoraTo J0HJatT, ce pearupa ¢ MUChITA: poabikaBail. [laptHbopbT-ueren TpsOBa
Jla clie[iBa TEMIIOTO U PUTbMa Ha aKThopa: Ja ,,3aXanBa’ peIIMKUTE, a aKTbOPHT, HETOBUTE.
UerenrbT HHKOTA HEe OuBa na ,urpae”“. Camo mojgaBa TEKCT paBHO W 0e3 eMouus —
0e3uyBcTBEHO. IHaue noaBex/1a akTbOPHT B TPEIIHU PEAKIUU 110 HETOB TEPTHIL.

Busnsa. TBopueckara cyeTHOCT AMKTYyBa. T € apTUCTUYEH BKYC U BEPYIO — U35Ba Ha
opuruHanHoct. 1 14 e, KosTo momara Ha akTbopa, J1a ce o0nuva u KpUTHYHO, HO MPaBAMBO Ja
CE OLIEHsBA KAaTO TaJIaHT.

AKO akThOPBT € HampaBWUJ BEPHUSA aHAIMW3, aKo € 3apeAusl EMOLIMOHAJIHO
MpaBA0I000HO U UCTHHHO OT BBTPE, aKO T0 BpeMe Ha 3aIuca, € IyJichupall B 4yBCTBaTa CH
U € ,,KpuI‘ JOCTOBEPHO, aKo € Oui1 00paH, HO HarHETEH, aKO HE UrpaJl TEKCTa, aKo € TOBOPUII
B KOM(OPTEH IMana3oH ¢ OpUrHHaJIEH TeMOBP, ako € OuJl BepeH Ha cebe CH C pealrcThuyHa
ajanranus KbM XapakTepa U TOM B akThOpa, aKo He € MPEXKUBSIBAI, a JKUBSJI ,,B MOMEHTa™, TO
TO3U € BEPHUAT TyOBI.

CrenmanHO 3a KacTHMHIa OHJAMH ce MOCTpOsiBa JOMAalIHO BHUACO-CTYAHO ChC
CHOTBETHUTE TEXHUUECKUTE U3UCKBAHUSI.

@®oH — 3aJieneH Ha CTeHa WJIM CIIyCHAT Ha cTaTuB. TpsOBa Aa € B TbMEH, MMacTelIeH U
MEK, He SIPbK LIBST: CHBO, 3€JICHO, KasiBO HJIK CUHBO.

Mobunen TtenedhoH — He € HyXHa NpodecHOHaTHa Kamepa, OCBEH ako HsIMa
crenuanHo u3uckpBaHe. TeaedoHBT € Ha CTOMKA, MOCTAaBEH B XOPU30HTAIHA MO3UIUS ChC
3a/IHaTa Kamepa KbM akThopa. Buaeo pezomtonmsra € 1080p HD. KagbspbT € pamkupan B
Ou3bK/close up rutaH, CTaHAapThT 3a KACTHHI OHJIAMH: JBa MPHCTa BB3AYX HaJ IjaBara u
JIBa IPBCTa pa3cTosiHue HaJl IbpauTe. OOEKTUBHT € Ha TUHHATA HAa ounTe. OUnTe HUKOTa He
rJIeaT JUPEKTHO B 00EKTHBA, OCBEH aKO HE € U3pUYHO H3ucKaHo. [lornensbT e HeHTpupan Ha
1 mo 2 canTUMeTpa BCTpaHU OT OOCKTUBA.

OcBetrnenue — ase LED mamnu ¢ pazmep 18x12 cm unu Oiau3bK, ¢ HacTpoiika 3a
TeMIeparypaTa Ha CBETJIMHATa. TOIUIA, JKBJITO-OPAH)XEBA W CTYy/EHA, OsJ0-CHHKaBa.
HarunacaTa 3a no-ToIio win no-CTyA€HO 3aBUCH OT 1IBETa Ha KoxkaTa Ha iuuero. [lo-myprasa
KO’Ka M3M0J13Ba Mo-cTyAeHa cBeTnHa. Y oOpatHo. Ho 3aBucH M OT 1IBETOBETE Ha JpEXHTE.
JIunero TpsiOBa J1a M3rJeK/Ja MAKCUMAIHO €CTECTBEHO MO LBAT U ToruHa. [lomsBar ce ase
JIaMIIH, 3a J1a C€ KPbCTOCAT CEHKUTE 3a]] aKThOPa U CE CKPUAT.

Mukpo(hoH — HyKEH € oIynpodecuoHasIeH CTyJJueH MUKPO(OH, T0CTaThUHO JOOBD,
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3a Ja HE XBalla OIyMOBE, a caMo TIyiaca. MuKpooHBT TpsOBa na € MPHIPYKEH C
Heo0XouMus Kaben ¢ KYIUTYHT, KOMTO MOXe Jja ce BKIIIOYH B TeJe(oHa MU aKo Ce MO0JI3Ba
KaMmepa, B Hesl. MUKpoQOHBT TpsiOBa /1a € Ha CTOMKa U He N0-/1ajiey OT JBE Ie/In OT ycTara.
AKO aKThOPBT C€ OTHACS KbM ce0e CH U ce TpeTHpa KaTo TOBa, KOETO TPsOBa 1a Obe
U MOJE J1a €, TO aKTbOPHT IlI€ CTaHE TOBAa, KOETO MOKeE Ja Oble U TpsiOBa Ja €. AKThOPBT
TpsOBa Aa MMa pa3OupaHe W 3a3[paBsBaHE HAa MOTHBALMATA CH 3a pPealM3alus U ycreX B
aKThOpPCKaTa UHIYCTPUS — KOHKYPEHIUS HsAMA.
VYcmentHoTo pa3BUTHE Ha aKThOpa ce 3akitouaBa B 10 mpenopbKu:
. Ono3nHaBati ceOe CU BCEKH JEH.
. Ocb3HaBail, 4e BbPBUII HAIIPE]l, BCEKH JIEH.
. Bpau onTUMHUCTHYEH, KOTaTO HUKOU JIPYT HE €.

. Cp31aBaii cu caM Bb3MOXKHOCTH, a HE JIPYT BMECTO TeO.

1

2

3

4

5. He Obam oruyeH u Torasa Ie cu MBbIbP.

6. A3 cpM u30paH 1a 0b/1a TOBA, KOETO BEYE CHM.

7. BUHaru TbpcH M UCKal ChbBET JOPH M J1a HE IO IPUEMEIIL.

8. JKuBeil B HECUTYPHOTO, 3araJlbYHOTO Y HETIO3HATOTO.

9. He mo3BoJisiBaii Ha MUHAJIOTO J1a T€ OTPEIENs: TH CH TOBA, KOETO I1ie Ob/erl.

10. HaunHbpT, 1O KOWTO KUBEEIII, € TBOSITA IPUTYA: )KUBEH MPUTUYATA CH MPEIIU J1a
CTaHE UCTOPHS.

AKTBOPBT 3a104Ba MPEIU Ja € TOTOB C MEUTH MO-TOJIEMH U CHUTHA OT CTPAXOBETE MY.
KonkoTro moBeue TpymaHOCTH cCpella aKThOpa, TOJIKOBA IOBEUE pacTe M C€ pa3BHUBA B
MIPEO0I0ISIBAHETO.

Kunounmyctpusita KaTo BesKa Apyra, CM UMa CBOUTE mpaBuia. TpsOBa i1a ce Haydar
MpaBUJIaTa MPEIN J1a CE U3SBH TAJIAHTA.

1. Kakeo oasawut, koemo me Hamam.

ABTEHTUYHOCT M TaJlaHT, KOUTO HUKOM JAPYT HsIMA.

2. Kaxkeo we 0adew — ne kakeo we 6zemel.

PasrpannuaBane Ha akTbOP OT MO3BOP. AKTbOPCKATa MUCHS € J]a J]aBa U CIIYyXKH, HE
Jla B3UMa, PUTEXKaBa U U3IMOJI3BA.

3. Hsama nu scenanue oa me nokansam Ha geyeps, HAMA Jicelanue 0a mu 0aoam
poJi.

[TepcoHamHOCT: YOBEKBT MpeAH aKTbopa. AKO HsMa YOBEIIKUTE NOOpOIETeNd H

CKPOMHOCT, aKO HE CC IPUTEC)KaBa YyBCTBOTO 3a IMAPTHBLOPCTBO, HE3aBUCUMO OT OpUCHTALHA
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Y TPENOYUTAHUS, BKYC U MHPOTJIEIU. AKO HsIMa pa3OMUpaTencTBO U ChOOPA3UTEITHOCT ChC
ChrIacyBaHe U JKellaHWE 3a )KECT, Ta JOPH KOMIIPOMHUC, TO HE CH MPEINOYUTAHUST TOCT B
KOSTO H JIa € KOMITaHHSI.

4, Axo uamaw boeam Hcugom u38vH npoghecusma, we umaus 6eden Hcugom 8
Hesl.

brnaronapenue Ha )KUBOT U3BBH aKTHOPCTBOTO, AKTHOPBT CE YU M CE BIIBXHOBSBA OT
Xoparta, HeTOBUTE 3pUTEIIH, JKUBECHKH 3aNHTEPECOBAH B TEXHUS CBAT. A KOTaTo JIOW]IE BpemMe
Jla ce BbPHE B HETOBUS, IIE € 3apeIcH U 000TaTeH C HAKOJIKO JIPYT'H )KUBOTA.

5. bvou ampaxyuama, a ne 3pumensm.

AKO aKThOPBT, KOUTO HSIKOM JIEH MCKa J1a € UJI0J, TO TpsiOBa /a u3depe MOMEHTa, B
KOWTO JIa peIlv: TOCTaThYHO ChM TJIeaal, BpeMe € na Obaa rieaan. M Tosa e € Bh3MOKHO
TOraBa, KOraTo ce och3Hae: Crpu Ja clieBall — BOJIM, 3a J1a Te Clie/BaT. AKThOPBHT TPsOBa
na Objie cebe cu U cH BsApBa. Jla mpaBu TOBa, KOETO TBOPUYECKUAT MHCTHHKT ITOJICKa3Ba.

6. Tu cu ,,uzeecmuemo “, a ne ,, npeduszgecmuemo ‘.

AKTBOPBT € TJIaBHATA ,,pOJIsI*, a HE KaHIUJATHT 32 Hes. AKO KbM BCSKa POJIsS ce
MOAXO0’/Ja KaTo OMHUT U MpoOBaHE, TO aKThbOPBHT C€ MOCTaBs B MO3UIMSA Ha ,,IyOnbop™ 3a
posiata, a He (aBoput. lMiMa MHOXECTBO aKTbOPH, KOMUTO OMXa W3UTpalid NaZeHa POt
BHUPTYO3HO, HO HUTO €IMH OT TAX HSIMAa U HE MOKE J1a 51 U3UrPae KaTo BCEKU JPYT.

7. Tu ne cu eOun om msx, a eOUHCMBEHUAM CPed MSiX.

OpurunanHocT u gap6a. MHO3MHa 111e 0OBHUHABAT B CAMOYBEPEHOCT, €rOLEHTPU3bBM
U CyeTeH erous3bM M Ie ca abCoII0THO npaBu. ToBa € CMUCHIBT Ha HpodecusTa — aa ce
MoKa3Baill, Jja cu TH. Ho 1 TO3u CMHUCHII, KAKTO MHOTO JIPYTH, € U30IMaueH, KpUBOpa3zopaH u
OTIOIUIEH OT PEBHOCT, 3aBUCT U 37100a. A U Te3U TPU KauyecTBa ca BrpajieHu B CTPYKTYypa Ha
aKThOpa-4oBek. U mo teprumna Ha o0IIecTBEHO MHEHUE U XY, MHOKECTBOTO CE€ ChIJIAcsBarT,
4e € IPEITHO U JOPH IPO3HO, aAKThOPHT Ja ObJie TaKbB. A BCHUIHOCT, BUHATU € OUJ M BUHATH
e 6b1e. C Ta3u pasnuka, obade, 4e HUTO € IPO3HO, HUTO JIOIIO U HU Hal-MajKO CPamHoO.
Huto rpeniHo, HUTO BpeAHO, a HANIPOTHUB — MOJE3HO. TO € OH3M I'PsIX, KOUTO € TOPJOCT A0

xuBOT. Hapuua ce — akThop! AKTROPCTBOTO M30Mpa aKThOPa, a HE TON HETO.
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HAYYHU NIPUHOCHU HA TIUCEPTALHIMOHHUSA TPY ]
Kato ocnosHH IMPpUHOCK Ha AJUCCPTALIMOHHUA TpPyAd MOraTr naa 6’bIIaT U3TBbKHATU
CIICTHUTE:
> Hamnpagen e npersyieq u aHanu3 Ha pasiiM4YHUA aKTbOPCKUA TPEHUHIOBU CUCTEMH
kato te3u Ha CtanuciaBcku, Meliepxona, Apro, Maiicuep, CtpacOobpr, Aasiep u ap.
> HampaBeH e aHanu3 W ca MPEOCMUCIICHU KIIFOUOBU IOHSTHUS, CBBP3aHH C

00yUY€HHUETO M0 aKThOPCKO MaCTOPCTBO B T€AThpa U B KUHOTO.

> Pa3paboTtena e meTo1os10rHs 3a 00y4eHHE Ha aKThbOpa KaKToO B T€aTbpa, Taka
U B KHHOTO.
> AHanmM3upaHu ca peauiia MPUMEPH, CBbP3aHH C aKThOpPCKaTa MPaKTHKA U ca

Mpe/ICTaBEHU OPUTHHAIHU COOCTBEHU pa3pabOTKH 3a aKThOPCKHU TPEHUHT 3a T€AThP U KUHO.

> [loguepraBane Ha oOrpoMHara OOIECTBEHAa 3HAYMMOCT Ha AaKThOPCKOTO
U3KYCTBO, T€AThpa U KHHOTO 3a OOLIECTBOTO, KOETO € M3X0JIHA XUIIOTe3a Ha JUCepTaIUsITa.

> JlucepranusaTa vMa METOI0JIOTUKO-TTPAKTHYECKa HACOUEHOCT C 11€71 00yueHue
Ha aKThOPU 3a TeaThbp U KUHO.

Hsxou oT mpuHOCHTE ca 110 OTHOIIIEHUE HAa YUTATEIUTE U TI0J3BATEINTE Ha TO3U TEKCT
KaTo: 3aro3HaBaHe C METOJOJIOTMHM M TMPaKTHUYECKH YIMpakHEHHUs 3a OCBOOOK/IaBaHE Ha
Ch3HAHUETO OT CYOEKTHBU3bM; OKYpa)kBaHE€ M YKpENBaHE Ha IICMXMKaTa Ha TBOpeLa U
HEroBaTa yBEpEHOCT; CJIe/IBaHE Ha MPUHIUIIA, Y€ €UH JpaMaTU4YeH MaTepuai ce MpaBH 1o
Ha4YMH, O KOWTO aKThOPHT pELIM; OTbpPCBAHE OT CTaTYKBOTO ,Ipyla-HHUE-€AHAKBU,
JOKOJIKOTO aKTBOPCKOTO HM3KYCTBO € CTPOTO WHAMBHJIYaJTHO H3KYCTBO, BBIIPEKH Y€ € B

MapTHBOPCTBO, YIBBPKJAABAHE Ha IIPUHIMIIA: YOBCKBT IIPEAN aKTbOPa U Ap.
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INTRODUCTION

"If you treat the individual as if he is that,
what should be and can be,

he will become what he should be and can be."
J. W. von Goethe

This dissertation is focused on a topic that is problematic, both in life and
professionally for each actor in their first steps in the theater and the cinema: The choices of
theories, methods and approaches for acting training. The actor should not be obliged or
biased to prefer or promote the acceptance of one theory over another. There is only one thing
to consider: does it work for him or not. The actor must experiment with many different
theories but maintain and believe in his personal acting choice: Try, experiment, and choose
what works for me. This is how an authentic approach to creative training is established, in
accordance, of course, with the fundamental rules and laws of stage and screen arts. This is
the approach based on personal physical and intellectual gifts with respect to integrity and a
moral, valuable attitude in partnership with teachers and colleagues.

The object of this work is practical experimentation with theoretical assertions in
specific exercises, for training the necessary acting techniques. The approach, however, is
with an “open door” to individual choice for finding original solutions in the process of
personal creative discretion — a freethinking artist, not a stereotyped actor.

The advantages of theory over craftsmanship and vice versa are compared in order to
try and usefully apply them in mutual harmony. Acting is a gift/talent. This approach helps
the realization in a timely manner whether one possesses this gift or pretension. If the
individual has the gift, it is encouraged with confidence in the actor’s personal capabilities.
Confidence is the shortest path to truly deserved self-confidence in acting. The process is
understood in itself, in order to reach confidence independently - strictly individually.

The subject of this work is the person behind the talent, respecting the personality
as freely choosing, controlling and acting not only in the creative environment, but also in the
world around it. To educate the asserting individuality to be successful and recognized when
he is fruitfully realized. To make sense of and overcome the "confusing” understanding of
the meaning of this realization. One does not limit themself to simply being cast in a role to
succeed professionally. Realization is not promotion for popularity with pretentious

exhibition, but rather daily achievement through personal success in creative work with
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relentless labor. To master this process, one must learn the fundamental principles of acting
training through both theoretical study and practical application—balancing theory and craft
in cooperation—while also allowing for personal creative discretion.

The main goal of the development is to bring out the actor's essence. The actor's
psychology, thought process, feelings and emotions are guided and driven mainly by two
factors: Representation and performance. The actor must overcome his "I" in order to become
another "I" - the image of the character. However, the actor retains and applies his own "I in
the image so that the image becomes the actor - a mutual adaptation. As a result, the actor's
authenticity transfers through the image and vice versa - the two in one.

In pursuit of its main goal, the dissertation sets the following tasks:

1. The process of growth and development of the actor through individual choice
— expediently :

o authenticity and originality in one's own expression and creativity ;

o the difference between a person's behavior in real life and the actor’s in a
performance ;

o the ability to be honest and truthful — to believe and trust himself.

2. To establish the term "character” for a role, replacing the familiar term "hero."

All characters in a play, film, and in literary works in general are human before they manifest
themselves as heroes, villains, and so on.?

3. To build the principle of working on a role: I, the actor, in the given
circumstances realistically place/present myself in the character with personal creative
adaptation. Borrowing, | assimilate and believably present its image through myself,
according to the author's idea and the director's concept.

4, An unwavering pride and confidence in one’s potential, abilities, and talent—
tempered by a modest self-assurance that is evident only to the viewer. This work borrows
examples from numerous theoretical approaches of brilliant artists’-teachers and directors
though is mainly based on and proven in my personal practical and theoretical experience as
an actor, director and teacher on two continents . The approach establishes the actor's self-
confidence as a result of successful work - truthfully realized and proven. "Self-feeling™: I,

myself feel, | sense, and forthrightly | understand after many trials - I can.

https://ibl.bas.bg/rbe/
2 http://rechnik.info/ and http://talkoven.onlinerechnik.com/duma/
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The scientific innovation in this one dissertation is the development of an approach
for preparing and "training" acting talent in the following directions:

° To free consciousness from the subjective rule: this is how it is done — under

a “common denominator”;

° To encourage the creator's psyche and strengthen confidence, ridding him/her
of doubt: I'm not sure if I can do it ;

] To arouse and establish a principled mentality: if | believe in myself, everyone
will believe in me, even when they don't accept me. And then this belief should turn into a
professional creed — strictly individual;

° To eliminate the dominant "teachering™: listen to what | say, not what I do.
And then, to establish the absolute connection, the dependence between theory and craft.
Through a systematic balance of what is said and what is done, the actor should declare: What
I know is what I say and what I do;

° A dramatic piece is made in the way that the actor decides. There are as many
ways of making it as there are actors making it — there is no formula — personal creative

discretion ;
° A breakout from the “we-are-all-the-same” status quo of group thinking:
acting is a strictly individual art, but in a partnership.

° Approach on the principle: the person before the actor.
The expected results of the development are directly related to its objectives and

innovation — the expectation is: the world needs artists — there are enough actors.



MAINLY CONTENTS ON DISSERTATION WORK

The dissertation consists of 242 pages and has the following structure: introduction,
four parts with subparts, conclusion, bibliography, and scientific contributions of the
dissertation.

The introduction states the purpose, objectives, object and subject of the research, and
the scientific novelty of the dissertation.

The first part is dedicated to the actor's self-building work, his improvement on the
way to the stage. It consists of 10 sub-parts.

In it, emphasis is placed on the approach of “training” the “alphabet” for actor’s
preparation in the process of building stage behavior, starting from everyday human behavior
in casual circumstances. A person, consciously or not, in every situation or moment, is
particularly attentive (focused) on only one, precisely defined object, person or action outside
of him. Or inside of him: a feeling, emotion or thought. This is intimate behavior. But unlike
the intimate behavior of a person in a given situation, in stage behavior in the same situation,
the circumstance appears that the actor is being watched/observed. And this circumstance sets
the sharp boundary between intimate behavior and stage behavior. The approach offers
exercises/tasks that will establish a technique of stage concentration, by closing and opening
the circle of attention, in order to achieve organic stage behavior. It is guided by the natural
organic logic of interest with trust in perception through truthful assessment by the organs of
attention — the human senses.

Two types of life behaviors are examined: in the first subsection, "Organic Attention
and the Circle of Attention,"” intimate behavior - alone with yourself. No one is watching. It
does not depend on imposed circumstances or reasons that affect behavior, mood and desires.
Behavior is personally directed, spontaneous and liberated. Actions are not “consistent”, and
attention is completely occupied by personal interest in what the person has decided to do to
achieve the desired goal. Conscientious behavior: among others. The person is observed.
He/she is dependent on the surrounding environment and people — placed in circumstances.
He/she must consider and “measure” his/her behavior, manner of expression, actions and
desires. He/she is “controlled” independently of himself/herself. Attention is directed to the
general interest and it changes or does not change, depending on the change in circumstances
and the moods of others. Personal interest is subject to the realization in the given situation

and the assignment of his /her respective place among others. Stage behavior is determined
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through intimate and consistent behavior. Whatever or whom attention is specifically directed
at a given moment is the object of attention. The object of attention does not depend on the
person — it is subconsciously guided by the interest in the set goal, but it always exists,
constantly — sometimes with greater, sometimes with lesser intensity. Vital attention, always
directed with a certain degree of interest, born of need, is organic attention — volitional. It is
pointed out that the developed methodology for acting training implies achieving organic
attention for the purpose of believability. By closing and opening the circle of attention, a
technique of stage concentration is built, and through it, organic stage behavior is achieved.
The narrower the circle of attention, the stronger the concentration and, as a result, the more
truly organic the actor.

The next subsection is devoted to the problem of muscle tension. The first “obstacle”
for the actor, when he starts working, is the feeling of embarrassment — the fact that he is
being watched. This causes an unconscious, instinctive muscular reaction — tightening. This
reaction dictates tension and stiffness in movements. The actor loses control over his normal
behavior, which is inherent in his life. And then, engaging his mind with the thought “how
do I look”, the actor switches to self-control and self-observation. Inevitably, alienating
himself from the character, which begins to fade and becomes boring - illustrated and fake.
This state is muscle tension. The release of muscle tension is possible through organic
attention. And through it, when "drawn” into the discovery and study of the given
circumstances, objects and participants, the muscles will relax and calm down. Stage calm
will prevail, thanks to the already excited organic attitude. Muscle awareness is necessary.
The actor walks the biological function of the muscles into practical use. He establishes the
biological laws of muscle functions and behavior, develops and controls them fruitfully.
Through a series of exercises, the actor will establish that with each movement or position of
the muscles, they spend a precisely determined amount of necessary energy - neither more
nor less. If a given weight, one kilogram, is lifted, then the energy spent for this action will
correspond (will be equal) exactly to that needed for one kilogram. And at rest, the muscles
spend exactly as much energy as is needed for the weight of the body to maintain it in this
position. For this purpose, muscle “training” is carried out. The approach helps the muscular
apparatus to become “obedient” under control, so as not to allow instinctive disturbance,
prompted by uncertainty, anxiety or vain thoughts. Useful exercises for pre-acting work will
warm up the body, and will also calm, predispose and prepare the muscles for the necessary

tasks. The actor will realize that the only things he will always refer to and rely on are the
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muscles.

The third subsection examines the actor's stage physical preparation. Ancient
teachings about the human body claim that energy always comes/begins from the bottom up.
If the feet are not energetically charged and do not transmit the flow up the legs, and further
up to the torso, and does not pass through the hands to the head, and the whole body does not
vibrate in this energy - the actor is inactive. The creative enlightening, however, comes from
the top down. Majority of actors almost always forget about the body's energy and focus on
searching, causing and finding creative enlightenment. But unknown to them later,
enlightenment in itself, turns out to be insufficient. Through bodily awareness, the actor enters
the biological knowledge of the body as the main tool for work. Consciousness, emotions,
psychological stability and creative readiness are present, but the performance is carried out
by the body - the human "machine™ with its anatomical parts. In a series of exercises using
the technique of F. M. Alexander, the actor will see for himself: the actor practically must
learn by unlearning everything that has served him so far as a person. In the desire to do
something (stimulus), the subconscious impulse dictates too much effort in the process of
doing it. And it is not necessary! "Human activity is fundamentally a process of constant
response to stimuli from within and outside oneself.” Behind every line on stage there must
be a charged impulse for action-movement. But before any rehearsal or upcoming work on
stage, the actor needs to constructively rest.

Here, movement is also considered as consciousness, borrowed from the theory of
V.l. Meyerhold: "Biomechanics".* “The actor is gifted by nature to think, feel, create and
remember, but the only thing the actor is not aware of is his movement. And it creates not
only content but also form — expression. Movement is the main conductor and implementer
of the creative idea — the actor's work. Every movement in the theater is not just natural and
real as in life, but on stage it is intentional; a precisely defined response to the movement of
each partner." This is a system of physical action, which in itself is intriguing, but not
mandatory.

In a series of exercises, the actor will train his/her muscle memory, which is critically

necessary for mastering movements in order to be repeatedly repeatable in synthesized,

% The Alexander Technique: The Essential Writings of F. Matthias Alexander. Thames and Hudson, 1997.,
67.

4 Meyerhold on Theater — The Theater: Theory and Practice — Vsevolod Emilevich Meyerhold. Methuen
Drama, 1969, 24.



flexible amplitudes - controlled by the actor. Through this, the actor himself becomes more
free, allowing for greater truth on stage.

Next comes the subsection “Justification”. Every action, regardless of whether it is
premeditated or born as an improvisation, must be organically justified. Stage performance
is a conglomerate of conventions and imaginary elements. For the credibility and plausibility
of actions, every convention is justified. In a series of stage tasks and improvisational
techniques, plausibility is established through justification. And then, the more plausible the
justification with subsequent actions, the truer and more logical the performance will be.
Through the approach of sincerity, it is established: the most important thing in justifying
conventions is the organic, realistic movement with its truthful attitude. In justification are
the main secrets of acting, on which an acting performance is built.

The fifth subsection is dedicated to creative imagination. The actor gives birth to his
ideas through creative imagination, relying on the creative instinct - individually. Every
person has the ability to fantasize, but the difference between fantasizing and creative
imagination is absolute. With justification, creative imagination works. The more detailed the
justification is and enriched with details suggested by creative imagination, the more credible
and truthful the actions will be. Creative imagination comes first. It gives birth to the idea, it
creates the plot/event, it prompts all the other parts to action and then the brain distributes
their tasks for execution. Creative imagination must be quickly excitable, flexible and strong-
willed, which can be easily managed. But creative imagination must be purposeful and
expedient. Through a series of justification exercises, the approach trains excitability,
flexibility and control of creative expediency of each actor, individually.

Next comes the subsection “Attitude”, which deals with the role of the actor’s
purposeful, directed attitude towards the stage image. The actor treats the entire surrounding
conditional world of the stage as an absolute reality. He accepts the performance as a true
reality in which he “lives” . °He finds a true attitude towards the “untruth” through the
justification on the attitude. The attitude is such as the actor has "accepted " it to be. And then,
by appropriately establishing the conventionality, the actor transforms it into truthfulness.
Creative imagination establishes justification. Justification creates attitude, and attitude is

everything. The actor's main goal is to establish attitudes and plausibly justify them, with the

STheater neuroscience: Actors suppress their sense of self when playing a new character, report from
University College London, Oct. 26, 2022. https://medicalxpress.com/news/2022-10-theater-neuroscience-
actors-suppress-character.html .
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help of creativity. But the creative imagination fully builds the role. The stage attitude is the
connecting, uniting all the components of the stage performance — in it lays the power of the
actor's sincerity and faith. The authentic expression of the truthful attitude justifies a truthful
actor. It protects against “exaggeration” and “overload” of emotions, because once they
“dominate” over the actor’s “I”, the control of everything else around is lost. An emotion
does not exist by itself — it is evoked. An emotion is not performed. If it is truly aroused — it
is felt. An emotion is always cause-and-effect.

This part examines and establishes a fact that is often forgotten by the actor, related
to his attitude towards the character, namely: the stage atmosphere. The actor is the one who
creates, dictates, changes and justifies it. In a series of psychological exercises with emotional
excitement, the organs of attention will accept and dictate the action in the surrounding
environment, instinctively, unencumbered by logic. And then the actor will feel that he has
justified the moment believably and organically — he has created a stage atmosphere.

The subsection “Emotional and sensory memory” is dedicated to the study of
associations connecting representations, in which the appearance, “calling up” of one of them,
calls up another present in consciousness thanks to emotional and sensory memory. In
“shock”™ situations, a person almost does not remember what happened. The brain was in
emotional stress and was largely unable to “store” the factual information. But after a while,
when the experienced horror or pleasure is almost forgotten and is somehow recalled —
associatively or directly, an emotional, overexcited feeling takes over the essence. The almost
forgotten emotional state is revived with incredible force, no different from the one at the
time.

The development is based on the system of Konstantin Stanislavsky®, which was
further exploited by Lee Strasberg in his "Method". "THowever, in Strasberg’s approach, the
actor must "go beyond" his emotional memory and use a new technique: "substitution” -
temporarily becoming (entirely) the character he is portraying.

New forms of using and implementing association and emotional memory are
proposed, based on personal professional experience. In a series of exercises, associative

comparisons and their reflection are experimented with in order to realize the role of affective

® Konstantin Sergeevich Stanislavsky (Russia, 1863 — 1938). Original title: Working the actor over the role.
Part 1. Working on oneself in the creative process of experience. Part 2. Working on oneself in the creative
process of embodiment. Science and Art, 1945-1950.
7 Lee Strasherg (USA, 1901-1982). Dream of Passion: The Development of the Method . Little Brown and
Company, 1987.
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memory as a consequence. The association with words is confirmed as always close, even
identical for every person. The perception and cognition of the surrounding reality is
subordinated to the organs of attention - the senses. And from there, associative thinking is
born.

The Actor needs constant emotional experiences, both positive and negative, which
contribute to an elevated state of mind. The actor cannot belittle or ignore even the most
trivial at first glance events from real life. He must recognize them and pay attention to them.
He must study them and memorize them. And as a result, he will find: the power of Emotional
memory is the foundation of truthfulness and sincerity in the portrayal of a character.

Internal organic attention is the subject of study in the next subsection. Sometimes,
unexpectedly and even unprovoked, a memory of a familiar or close person invades the
consciousness and his/her image begins to dominate. This “power” of “obsession”
unconsciously excites the internal organic attention. And regardless of the attitude towards
this image, be it positive or negative, cause and effect, feelings take over. The internal organic
attention begins to focus and concentrate on the object of attention — the image. And the more
a person gives himself to it, the more the external organic attention weakens.

Internal organic attention has two types of manifestations: unconscious appearance of
an image and conscious “calling” of an image. Conscious “evoking” is divided into a familiar
image and an unfamiliar image. The difference between an evoked character and an appeared
character is that the appeared character controls the evoked one. It dictates actions and
thoughts, arousing desires, emotions and attitudes - the person serves it. The evoked image is
controlled by a person. It is dictated depending on the needs and goals for which it was
“evoked” - the evoked image serves.

The means by which the emerging image can be controlled and mastered are analyzed
and trained. Through practical tasks, it will be established that the image did not actually
appear “uninvited”, but its appearance was “suggested”. Before the image occupied the
thought, there was another thought — a signal in the consciousness that “discovered” and
“called” it. In this process of remembering, however, physical actions fade away, regardless
of how much a person is in control between maintaining internal versus external organic
attention. The approach offers techniques with which the actor will always be able to control
how much freedom he will give to one attention in favor of the other. This will help the Actor
to realize and master the physiological manifestations of the appeared image: where the image

itself is in control. It dictates actions and thoughts, arousing desires, emotions and attitudes —
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the actor then serves the image in return.

The actor goes through two types of “called” image: familiar and unfamiliar.

When "evoking™ a familiar image, the actor seeks to draw it towards him in order to
"examine" it thoroughly and in detail with the inner vision. In this process of "examination™
the regularity of concentration is followed. The image is “held” in the absolute center of
internal attention, with nothing else to interest or, possibly, distract it. The guidance is only
from the set goal. “You willingly “attract” the image to yourself and your “I” “strives”
towards it.” This approach is partly borrowed from Mikhail Chekhov’s method: “Attention
as a Process.”®

The image is controlled by the actor. It is dictated by personal needs and goals for
which it is “called” — it serves the actor. And precisely because of this, each image, no matter
how familiar and stereotypical, is different from all similar ones — unique as the actor is. A
real image, once it enters the actor’s mind, becomes a fruit of creative imagination — strictly
individual and authentic.

With an unknown image, everything is credible as long as it is believed to be. The
study of an image focuses on behavior, traditionality, attitude toward one's environment -
both work and home - mentality, and social status, which together shape the expression and
manifestation of character. And in this process of research and gathering information, the
approach predisposes the actor to “play” like a child. When the “game” of “performing” the
unknown image together with the surrounding environment is completed, for the actor, this
image will already become familiar. Then, the actor “takes” it out of his imagination and
presents it in reality through a created form of the image. This form is the human actor in the
image of the given character — adapted.

The next subsection examines one of the extremely important problems of acting,
namely: stage action. In every stage work there are “actors”. “Actor” (English: action —
acting) — the one who performs the action. In life, a person acts constantly. Even if he is
sitting, not moving and silent, the person acts, but internally. Without internal action,
subsequent external action is impossible. The two actions are inextricably linked and
dependent on each other. In the stage world, all objects and events (circumstances) are
conditional - they are known in advance. And in order to convincingly present a life action in

a given conditionality, a given image and situation must be “revived” on the stage, with

8 Mikhail Chekhov , To The Actor: On the Technique of Acting, Martino Fine Books, 2014.
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absolute life truth, through the help of creative imagination. In life, one can act unconsciously,
but on the stage, the actor must know exactly what he is doing and why he is doing it - to act
stagewise.

The approach establishes awareness and training of stage behavior/action, based on
the principles of life, but with creative techniques. These techniques are established on
creative volitional motivation. The approach trains the actor to consciously and volitionally
apply all the mastered techniques of attention, muscles, justification, attitude and creative
imagination. Then, move on to becoming aware of the sequence of actions, part by part,
individually, as in life. Consequently, transferring them to the stage with the absolute
awareness that the most important feature of any life action is its motivation. The aim is to
eliminate the familiar clichés of preparation, where the actor's focus is primarily on the form
of the image - the type, the physical manifestation and characteristics. There can be no
external actions, and the instigator — which is represented by the internal action - is ignored.
The two are reproduced cause and effect - organically dependent, in order to serve the goal
truthfully. At the heart of every stage action and task lies an act of will/desire.

The last sub-part is dedicated to the etude, which is the basic and constantly present
element on which every stage performance is built. The etude is guided by a sense of stage
time, active continuous activity and volitional tension.

The developed methodology for creating and performing a study, which is proposed
in this part, is based on personal professional experience.

If the same etude is performed by different actors, there will undoubtedly be
differences in the performance. This circumstance of different performances is expressed
through the pronounced individuality and personal characteristics of each actor
independently. If an etude is repeated by the actor, many elements of the performance
will inevitably differ from the previous one. This is a consequence of the truth of the stage’s
organic performance. The etude is a creative act. It is multiplied in several organic
compounds, in a dependent sequence, which builds the stage image of one or another artistic
character.

The etude is based on four main elements as mutually ensued, but as well as

individually manifested circumstances:

> conflict,
> overcoming
> result/solution.
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Circumstances are the basis of the etude. The definition of circumstances is built on
the correct answers to three questions: Who am 1? — The character in the etude. Where am 1?
— Place, environment, setting, atmosphere. What is happening? — The plot of the etude; the
action.

The conflict is the connection. From the conflict (obstructing circumstance), the etude
begins its development. The conflict will predetermine the third part of the etude —
overcoming. And respectively will “suggest” the fourth part — the result... or maybe not. The
conflict determines the movement and growth of the etude. Obstructing circumstances are
always cause-and-effect and appear as a logical truth of the conflict when performing a given
action . Not only external, but also internal obstructing circumstances are inseparable as a
rule and thus affect or counteract in the conflict.

The aim to master/overcome an internal obstacle is usually ignored by the actor,
because in most cases the main attention is given to the external obstacle. The approach
establishes the differences, dependencies and consequent actions between the two obstacles,
which always work in absolute harmony. If there is a roused and then realized internal
obstacle, then overcoming the external obstacle will appear in action, which will, as a result,
overcome the internal obstacle.

Stage feeling is the motivation in the conflict. An internal hindering circumstance is
dictated by the stage feeling. It arises in the struggle of the established stage action with the
counteraction (the hindering circumstance). The more the activity of the stage action
increases to overcome the counteraction, the more the stage feeling grows. Stage feeling, for
itself, does not exist — it cannot be sought. If a feeling or mood is “thought out” in advance,
it will lead to reenactment — a demonstration of feelings and emotions. There are no abstract
feelings and feelings do not exist “at all”. Most actors who try to “feel” on stage end up with
a “stamp-cliché” — an imitation form of behavior and portraying. The manifestation of stage
feeling is a plausible result of the active struggle of the stage action with the counteraction.
The manifestation of any feeling is determined primarily by the personal “I”. The
corresponding manifestation of the same feeling in each particular actor is expressed
differently — willfully and originally.

Overcoming is the climax. Together with the basic laws of the overcoming process ,
the presented methodology “opens the door” for individual experimentation . Initially, the
scan dictates the attitude towards the conflict, as a result of the cause: returning to the action,

after overcoming the counteraction that has appeared (impeding circumstance). Adaptation
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is the way (form) of overcoming. It is determined and guided by the request, but the methods
of expression must be subject to surprise. If there is no surprise (unexpected form of
manifestation) in each element (method) of adaptation, the etude is boring and uninteresting.
Surprises must be logical and plausible. The goal with its reason and importance are
expressed in the adaptation: the form of action is implementation. There is always a direct
relationship between the goal and the adaptation. If the goal (why it is done) changes , then
the adaptation (how it is done) inevitably changes causally.

The decision is the result. Every action has a counteraction that leads to a result. It is
the decision whether a new action will arise consequently or restore the previous one, but in
a different form of behavior. Adjustments are the result of the elements of the action : reason
and importance in justifying all the proposed circumstances. Determining the importance, it
must be clarified: How much time is available. This dictates the rhythm (tempo) of
performance. The assessment of events imposes (determines) the form of the stage actions.
And they lead the etude in one direction or another to resolve the final goal.

The second part of the dissertation is dedicated to several problems:

» partnership: indirect, without words and with words;
» observation, knowledge, character;
» monologue, role.

A person always focuses his attention only on one, precisely selected (defined) object
of attention, regardless of everything around. This object of attention is chosen depending on
the interest and power of attraction of the object, and also on the emotional charge that it
offers (radiates). The process opens a large bracket to clarify an "accepted” rule, without
which it is unthinkable to master the performing arts. It is an accepted statement that the eye
always catches and follows movement. Therefore, while one action is taking place on stage,
all others must “stand still” . Otherwise, they distract the viewer. The statement is biologically
true, but not credible for a stage. It is unreasonable to think that stage performance is not
connected and built on biological laws of human anatomy, but the possibility of “deceiving”
natural laws is possible on stage. The artist sees what nature hides. The actor can skillfully
and justifiably lead and direct the viewer’s attention so that he follows the plot unwaveringly.
The actions and reactions of each actor on stage are “arranged”, but the viewer must not
know; otherwise the “magic” of the theater will be destroyed. The actor gives the viewer the
opportunity to “choose” a preferred action. The viewer loves “chaos” in which he can seek

his own “order” . And by giving him this opportunity, the actors manage to make him
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concentrate unconsciously and feel the natural need for order. Then, according to the
biological law of visual perception, the action that is most active and intriguing for the viewer
will attract attention and lead the interest. All other actions on the stage will comply with the
supporting action and will enter into a “fading” but not a standstill. And in this deliberately
arranged order, the viewer is “introduced” into the plot, as the actor has “organized” it.

As mentioned, a key issue addressed in this section is partnership. In a partnership,

the actor becomes doubly responsible and obligated in the preparation process. He must
consider and make compromises when necessary, in the interest of the partner, and with
himself/herself, in the name of mastering the material.
“If two people who love or hate each other stand in opposite corners of a room and are silent,
there is communication between them, due to feelings, excitements, emotions and attitude
towards each other. They have a clear, characteristic way of wordless expression. But if two
partners, inactive externally, do not have true emotions aroused internally, they will appear
indifferent. There is no natural indifference on stage. All relationships and interests carry and
are energized with a precisely defined charge of feelings, emotions and thoughts - they are
causal and significant. Nothing on stage happens by chance or “just like that”. “Indifference”
can be used as a tool to mislead, deceive, repel, ignore, and so on. One of the possibilities for
achieving partnership is stage communication without words.

The external stage performance may be brilliant, but it remains cold and dry without
an internal connection. Even if it is externally truthful, it will be devoid of emotional internal
sincerity. Stage communication - partnership is the impact of actors on each other with an
inseparable internal connection between them, regardless of whether it is positive or negative.
The slightest change in the behavior of one partner causes and imposes a corresponding
change in the behavior of the other or others. The word "behavior” is understood as all human
actions, both external and internal, which are manifested when not only the situation but also
the state changes. The approach avoids drawing up a preliminary scheme-guide for
interaction between partners - prepared movements and intonations. Any schematically
premeditated approach to action or intonation deprives the partners of the most important
thing - truthfulness of feelings with organic sincerity.

Practicing organic silence cultivates emotional pressure and control, allowing the
Actor and the viewer to fully appreciate and experience each moment of the performance.
The actor must never miss the “moment” . Every moment, however brief, carries the power

of action and motivates the next. There is no repeatable moment. Each one is unique even in
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virtuoso attempts at repetition.

Wordless partnership evokes the emergence of feelings, adjustments, exchanges of
energy, and spiritual connection, which are then transmitted in space between two
unidirectionally interested parties. The partners are placed in proposed circumstances with
conflict, but without a solution, in order to experiment with spatial interactions and
relationships, which are expressed inviolably, individually in communication. Thus, an
atmosphere is built, charged with an emotional pulse without the need to explain. The
partners, completely dependent on each other and subordinate to the task, create an organic
connection, generated in the given circumstances through organic silence. If one of them
stops communicating even for a moment, then the act of interaction disappears. Both stop
feeling.

The approach with exemplary etudes for partnering without words trains organic
communication on stage. The actor will see with his eyes through the eyes of his partner.
They will pulsate in their rhythm through the rhythm of their partner. He will express his own
thought through the thought of his partner or he will complete the partner’s expression through
his own.

Another way to achieve partnership is through words. The first creator of a consistent
system for training actors, Konstantin Stanislavsky, is categorical that: “The actor places
himself in space with his body and sounds with his voice.” (Stanislavsky, 1976, 432).

This part of the text analyzes everyday speech. In everyday conversation, the strength
of the voice is determined by the emotional charge of the person with its personal expression
— whether it is in accordance with the circumstances and the person(s) present or not. The
variety of nuances and dynamics of the voice is also determined. There is no aspiration for
“rich” speech in nuances or diversity in vocal expressiveness. The interest is only in
expressing a thought and whether it is understood by the person(s) present. The speed of
speech is determined by the personal sense of rhythm depending on the time available in the
moment. Clarity and articulation of speech are almost ignored — it is careless. Often, in the
desire to say everything that is wanted, a person is in a hurry, loaded with tension, which
makes the word order elementary and hasty. Everyday speech is driven by personal interest
and goals; without a certain control and intelligence in the form of sound, word order and
expression of behavior.

An important point is the improvement of the speech through meaningful expression.

No matter how much effort is made to mirror reality and its laws — with a desire for
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plausibility — on stage there is always a “theatrical lie”. The behavior on the stage is more or
less creatively overexposed in theatrical convention. Accordingly, the manner of verbal
communication on the stage differs from the real one. The character that is presented is
already determined by the author, but the actor must find his way of speaking and
pronouncing the author's text. Here the actor has almost complete freedom to choose. It is
"Almost” because many directors have a strictly defined concept for each character. The
difficult thing for the actor, however, is the overlap of the chosen image of the character with
the voice-text sound of the same. After reading the script, the actor does not even think about
the speech and voice characteristics of the character. And as soon as he "stands up" to the
character on stage, he unconsciously "sticks" a voice characteristic spontaneously, dictated
by "remembered " life clichés of voice characteristics depending on the type of the presented
image. A series of vocal, timbre and spelling exercises are presented with tasks for finding
and establishing an original voice and diction in a role. The actor must establish his own style
and originality of expression, starting with himself - authentically. Stage speech retains the
basic form of life speech on the part of the characters in the name of plausibility, but with an
"overexposed" essence according to the rules of stage performance. Stage speech has a public
element. It is intended for a third person, not directly participating in the action - the viewer.

Each way of verbal expression gives birth to a plausible response in the partner, no
more, no less. The word is born from a thought. The thought is provoked by an emotion. The
emotion is excited by an action - reaction. The actor reacts causally. Stage communication
along the line of the defined goal gives birth to the attitude, justification and the action taken.
The thought, controlling the entire process, also gives birth to the corresponding way of verbal
expression. The actor sees, hears and feels - reacts. The principle of human communication
is: first react - then correspond.

The next subsection of part two examines three elements of acting and suggests ways
to train them. It is about:

> observation;

> knowledge;

> characteristic.

Observation is the way in which the actor “sees” and perceives the world around him
— real life. The actor “sees” the world through the eyes of a re-creator-transformer. This
method of perception is creative observation. It is the first and most important quality of the

actor when he begins to build a stage image — a role. Every external manifestation and action
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is inextricably linked to the preceding internal emotional and psychological action —
inseparably dependent. Creative observation must be two-way in order to penetrate the
properties of the character and the psychological motivation that gives rise to and controls
the external expression, and vice versa. Realizing the accumulated collection, the actor must
use it profitably and exactly as much as is necessary for lifelike plausibility on stage — neither
less nor more. However, with the accumulation of knowledge about a given character, if the
actor “goes overboard” in the details, the risk of “information overload” and “dependence on
factual veracity” is taken. Overloading his consciousness with details about the profession of
a given character, the actor begins to move away from the power and freedom of imagination.
He obliges. Trying to accurately follow the factuality of knowledge in detail, the actor
unconsciously becomes enslaved to their correct expression. And often on stage these details
are not even noticed by the viewer. If the actor gives himself too much to reliability in detail,
the character becomes dry with a taste of everyday life - devoid of “creative fiction” and
spirituality. The presentation of any profession on stage is intended to study the person in it,
and not the profession itself.

The "magic" of theatrical art is the conditional adaptation of the actor by "fitting™ him
into a desired image and acquiring physical and emotional characteristics with ways of
manifestation through himself. And therefore, a sufficient dose of theoretical and practical
knowledge of a given image through observation is necessary to build a stage characteristic.

The difference between “I in the role” and “I — the role” is pointed out. Many theories
present conflicting opinions. The actor must understand and accept that it is not possible to
play the role of “himself” on stage. 1. “I”, set to act in proposed circumstances. 2. I present
myself as myself — “I”” am the role.

In the first case, the actor is placed in circumstances and conflicts that are unfamiliar
to him in real life. He acts and overcomes obstacles with unusual and unfamiliar forms of
adaptation. That is, being himself, he suddenly finds himself at a loss as to how to react and
overcome a given circumstance. The actor proceeds from and uses his own characteristics
and logic, thought and emotions to resolve a conflict that is unfamiliar to him so far, in order
to achieve a goal that he has not yet set for himself.

However, in the second case, "I am the role," it is very different.

If the actor has learned to play an instrument, he must present in a sketch a moment
from how he learned to play this instrument — to recreate it on stage. The actor is himself.

The first surprise that appears for the actor is the lack of the element of “fun” in the audience.
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The second: if colleagues know the actor as a person, they will find that in what is being
presented he/she is not quite “himself” — he/she is different. The third: He/she will feel
anxious and confused. He/she will feel that it is infinitely uninteresting and boring and he/she
will want to stop shortly after he/she starts. The problem is that there is no person who has
the absolute real concept of his/her visual presentation, as himself/herself in society. A person
only assumes how he/she looks to others. And he/she is often surprised by undesirable results
— how he/she is perceived. Subsequently, the actor conducts an experiment with a colleague
by assigning him/her a sketch in which the colleague presents him/her, the actor as an image.
As a result, the actor will see his own gestures and behavior presented by his colleague, which
he never paid attention to, and did not even know he had. And if the actor presents a sketch
like his colleague, he will feel liberated and comfortable - “playing™ will give him/her real
pleasure. For the actor, the concept of "playing myself" should not exist. He is the creator
who creates and presents images of characters by adapting himself to their characteristics,
soul and mind, through his own - interprets, adapts and transfers to the stage. The actor in the
assigned character, but presented by the actor.

The last subsection of this part of the work examines the monologue. It is generally
understood that the monologue is an individual, independent form of a given character,
through which he/she expresses thoughts, emotions and desires, aloud for a purpose. But
since the time of the "Modern Theater" (Modern Theatre — the beginning of the 20th century),
the monologue is increasingly rare in its independent form: the character speaks to himself,
about himself. More often, the character speaks in a “monologue form” to another/other
character/s present. Which, from an actor’s point of view, and from an author’s point of view,
the character is actually in dialogue with others, but only he speaks. The monologue is
presented as a dialogue without conversation.

Working on the monologue is associated with answering the four questions: Who am
I? - Where am 1? - What do | want? - Why do | want it?

> Who am 1? — Character.

Character request: profession, social status, physical qualities and traits,
psychological and emotional status, character and temperament. To whom the character
speaks: relative, partner, friend, colleague or stranger, as well as his relationship with the
other characters (if present).

All questions about the character and his image, and also his form, are already in the

text, “suggested” by the author. Once he has established “Who am I?” the physical and
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psychological basis will lead the actor to a cause-and-effect discovery of the necessary details
to build an image with its credible form. Then they will be typical only and exclusively for
this character through this actor — original and authentic, unique from any other.

> Where am 1? — The circumstances.

Surrounding environment, atmosphere and real conventions. The environment
determines behavior and expression of temperament. The atmosphere predisposes to mental
state, emotionality and impulses. Real conventions dictate rhythm and tempo of the
performance, as well as voice amplitude with physical actions. An important factor is the
amplitude and strength of the voice depending on the situation. Creative imagination is what
"gets into the moment".

> What do | want? — The goal.

If the actor is not fully aware of what the character wants, then there is a gap between
“reading” the text and “understanding” the text. If the actor does not think like the character,
the character will never think like the actor.

The actor must understand the character, justify it and agree with it, no matter what.
And then, the actor accepts that what happens to the character can happen to him/her too.
And if the actor and the character “exchange” their places, the actor will start thinking and
feeling like the character, and the character like the actor. As a result, it will be more than
clear “What do I want?”, because there will be only one goal/request in this situation. The
actor’s request can no longer be different from what the Character wants — a mutual
adaptation with overlap.

> Why do | want it? — The reason/motivation.

"As long as the question "Why" exists, there are options and possibilities for solutions.
Once the question "Why" is over, the solution is one - final. The question "Why do | want
it?" is "hidden" in the context. The text is only information about the incident, and in the
context is the "secret” of what is happening - why it is happening. The basis of any dramatic
work is | say what they want and hide what | want, for the reason why | want it. The more it
is hidden, the more it is visible. The emotional charge and feelings must be from within,
where they are born and developed, and not from without - ostentation and demonstration.
When the actor truthfully answers "Why do | want it?", then his character will demonstrate it
from within, and the actor "hides" it from without.

It is also considered in the internal monologue. When performing on stage, the actor

is subject to an internal mental activity called “internal monologue™. It is a process: A stream
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in the consciousness of continuous thoughts in action. However, they are not the “external”
expressed thoughts - the monologue. The principle is based on the biological process:
Expressed and unexpressed thought. Very often, when we say something, it is not exactly
what we think, but what we want others to hear. And the real thought remains "hidden" -
unspoken. The reasons are mostly personal; depending on the goal, need, situation or
intention. When working on a monologue, the actor is interested in those internal unspoken
thoughts and which of them the character "selects" to express aloud. If the interior monologue
is interrupted, however, then the external thoughts become implausible, because they are no
longer causally related to the internal ones that "give birth to” them. And the actor plays.

Theater actors come to life from the first minute of the performance and “die” in the
last. And this is possible when the internal monologue is not interrupted. Therefore, theater
actors, subject to the flow of unspoken thoughts, express the cause-and-effect, but through
behavior or action they suggest the unspoken — they are implied.

Every monologue and role can be performed/interpreted in countless ways. The goal
of the actor is to find their own unique way that works for them.

Part Three analyzes and gives an opinion on the problem of acting training as a theory
or a craft. In all schools and approaches to training they have their importance. Theories serve
to investigate, explain, and clarify, ultimately establishing a foundation for practical
application in performance. Once applied in practice, the approach either proves the theory,
establishes the need for a more thorough development, or provokes the theory to be revised
as a whole or even denied. Therefore, the interrelation and cooperation between theory and
craft is the solution: observe - invent - try - establish - apply. The actor often struggles with
mastering a certain movement/adaptation, but does not ever admit that due to the lack of
theoretical knowledge about the mechanics and matter of this action, his work is meaningless
- wasted time. Or he has too much accumulated theoretical baggage and does not admit that
in fact the technique for mastering is a well-known "trick™ of the craft, which provides only
a temporary solution. The actor must find the right balance for himself between accumulating
theoretical knowledge and craft experience in truthful realization with a personal attitude:
The best that works for me is what meets my credo.

The fourth part is aimed at acting preparation for cinema and consists of 9 subparts.

A professional methodology for film actor training is offered, based on the
fundamental techniques, rules and requirements of the global film and television screen

industry. It focuses on behavior and placement in front of the camera. The focus is on
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analyzing text and the “actor’s choice” for an image when presenting a given character.
Another point touched upon is the preparation for appearing at a casting — live and online.
However, the process of training and coaching is primarily motivated and guided by a
personal understanding and belief in the acting profession as a whole — the person before the
actor. As a result, encouraging complete freedom of individual creativity, the young actor
will choose his future original method of work at his personal artistic discretion.

Acting, in all its forms of expression, is based on personal imagination, feeling,
emotion, psychology, and instinct — it is individual creativity in partnership.

In the subsection "Theatrical Actor in the Lens", a comparison is made and the
fundamental differences between a theatrical and a film actor are established. The contrast
between acting on stage and in front of the camera is examined. Techniques are proposed for
overcoming and consciously accepting the realistic "self on the screen” as vision and
behavior. A hypothesis is derived with a practical implementation of the actor's visual
perception from the stage and from the screen as a three-dimensional image in a two-
dimensional expression. The viewer sees the actors on stage three-dimensionally and thus
perceives them in the acting space. According to stage conventions and overcoming the stage-
spectator distance, the theatrical actor must be overexposed. Thus, the strength of the voice
and diction must be "magnified"”. But despite this, on stage the actor looks acceptably realistic
and natural to the viewer. In the lens, however, the actor is two-dimensional. The "magnifying
glass” reproduces the image "flat™; it has no depth and volume. And because of this, the
viewer sees the theatrical actor through the "exaggerated” lens. The reason is that they have
spent years practicing expressive techniques of behavior and speech for the stage — a three-
dimensional space. However, the film actor has practiced a technique with two-dimensional
elements and expresses them in a two-dimensional image.

The principle of “less is more” is proposed as a possible way to prepare and train
according to the rule of the screen industry. On stage, what the actor feels and senses, he
expresses externally. He plays it with theatrical techniques and methods. In front of the
camera, however, what the actor feels and senses remains internal — he does not act it out
externally. On stage, he plays with the body, face and eyes, and in front of the camera — only
with the eyes. The face and body “vibrate” and “pulsate” reliably guided by the internal,
natural charge and excitement — the emotions. They are not demonstrated — they are felt. The
fuller the inner life, the more the eyes express and convey it externally.

After a certain period of working on stage, the actor acquires an opinion, a vision of
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himself, how he looks and how he presents himself. But it is not based on a personal factual
opinion, because the actor, while playing, does not see himself on stage — it is practically
impossible. The performance is built mainly on the opinions of his directors, colleagues,
relatives and spectators. That is, the perception of the theater actor about his performance is
established by the opinion of those who watch him — as they see him and, accordingly,
comment on him.

The film actor knows his vision in detail and knows how to control it to serve most
usefully and reliably. The film actor knows that through the lens, the camera sees what is — it
has no opinion, no preferences. The camera is the one that “plays” for the actor, not he/she
for it. The first step of the theater actor “in the lens” is to get to know himself and believe in
what he sees on the screen. To accept himself with conviction as the camera shows him. To
be comfortable with himself, with his vision and behavior. To train himself in a new way:
impulse with emotion and sense, in instinctive behavior.

The next subsection is focused on the development of a methodology in which the
process of preparing for a monologue presentation in front of the camera is carried out in the
form of a “dialogue”. The film actor works out part by part the elements that he uses to
analyze, understand, establish and subsequently present in a monologue. The theater actor
thinks through an “inner monologue”, and the film actor through “pictures in frames”. For
film actors, in their work in front of the camera, dialogue is always there, constantly and
inseparably. And not only between two or more characters: there is dialogue even in a
monologue. The film actor does not have an “inner monologue”. The filming process does
not allow for it. Filming a film takes months, and it is not in sequence, as in a script. Due to
the long filming period, scene by scene, the film actor “lives” only in the scene that is being
filmed at a given moment, and not from beginning to end in the film. The film actor prepares
for each scene/excerpt separately. Once on location, the film actor enters into a "charging"
phase for the upcoming scene. Prepared mentally and psychologically, the film actor begins
to evoke and incite emotions and feelings through intuitively provoking thoughts. And when
the actor is "charged," the creative instinct brings him into the "moment."

When standing in front of the camera for a close-up, very often the film actor does
not see his partner directly as in the theater - the partner is off-screen. Usually, these moments
are a monologue or a key line, or a significant, decisive facial reaction.

The film actor possesses the well-developed technique of seeing through “pictures in

frames”. And this is the substitute for the internal monologue in the cinema. Instead of a
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stream of thoughts, the actor has a stream of real and believable images in frames. The film
actor “imagines”. Under the influence of the creative instinct, the inner vision or the so-called
“third eye” projects acting pictures into the actor’s mind. And they are present during the
entire performance. Thanks to them, the actor “immerses himself in the moment” with excited
sensations and pent-up emotion. If the partner is out of frame, not visible due to technical
circumstances, communication begins through “pictures in frames” from the already
memorized image of the partner’s character. The fact that the actor is already speaking to an
image that is not actually present, but “seen” in consciousness, he is in dialogue with him.

An important point, discussed in the next chapter, is the problem of the actor's choice,
and not of forcing him to act in a certain way. In this case, it is necessary to encourage the
actor's creative choice to be upheld with faith, in cases of proposed circumstances for choice
or consideration. The actor's unconditional right to interpret a given character is with an
“actor's choice”. And this is possible when there is awareness and building trust in the actor's
creative instinct. A personal approach to the process will uncover and embrace what is
plausibly useful, even if it goes against accepted norms. Each actor asks himself: “How
should I play it?” Thus, he finds himself in a dilemma with whom or why he must comply,
according to a director's concept on the recommendation of a given direction or requirement.
Is it forced, because that is how it is accepted to be - the norm? Or is it as the actor wants, as
his/her creative instinct suggests without considering everything else. But the fundamental
question is: should he? The text clarifies and confirms the thesis of creative individual choice
— at personal discretion. The actor's creative choice is personal belief, authenticity and artistic
right above all. The actor must decide for himself: | work by choice or by compulsion. What
is a compromise and what is a position. But fundamentally the actor must be aware: | make
a compromise by choice due to compulsion and it is worth it. Or: and | have an
uncompromising position with a choice regardless of any compulsion.

Most actors try to present themselves physically in a way that others will like and
accept them. They try to change themselves in order to fit in, to adjust to requirements or
concepts - tastes. But if the actor is comfortable with his vision, he will hardly care whether
other people like or accept him. The important thing is to give him the opportunity to perform
- to be seen and heard. And this is the real chance for the actor to “overturn” the opinion and
to impose himself, to show who he actually is by choice, not by compulsion. The first choice
for the actor before the acting choice is to choose himself. Then this “himself” will choose

the actor and then the actor will have the full right to his creative choice. What is the acting
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choice starts from choosing a monologue. The actor should not ignore the first thrills,
sensations and thoughts that have invaded at the very beginning of reading the chosen
monologue. The choice of a monologue is based on individuality as a person and an original
creator. Most likely, in the chosen monologue, a lot of commonalities is found between the
actor and the character, between personal comparison and recognition. This personal
comparison with the character is actually a choice for the actor to present the character. An
acting choice determines the actor’s approach with a personal creative instinct for image and
form through which to present a character. Form — these are the physical characteristics;
mannerisms, facial expressions, rhythm of movement, pace, etc. These are typical only for
this character in the specific form.

o Image — a term for vision — type. Depicts a manifestation of personality;
behavior, typical reactions, emotional and psychological reflexes.

o Character — the personality from the inside. Everything typical like intellect,
upbringing, culture, talents, abilities, orientation: social, political, religious, professional, and
SO on.

And once all these attributes in which the character is “dressed” are known and
defined, the choice of actor comes. No matter how virtuoso the actor manages to cover a
character and move away from his “self”, the audience always sees him/her - the actor in the
role of the character. Not the character without the role of the actor. What intrigues and excites
the audience is how exactly this actor will interpret this character.

The dissertation examines the dilemma of the young actor, which must be dictated by
the person’'s moral compass, before the actor's desires.

During the final rehearsals of “Hamlet” with Vladimir Vysotsky in the title role at the
Taganka Theater in Moscow, he appeared on stage in a black sweater without a collar and
black trousers with a skull in his hand. Director Yuri Lyubimov froze. Without saying a word,
Vysotsky began Hamlet’s famous monologue. At the end, the director was speechless from

',’

the interpretation and sighed: “Let’s think about it!” And the director’s concept was adapted
to the choice, suggested by Vysotsky. The actor “steps into Vysotsky’s shoes.” The actor has
decided on his acting choice for the character. He steps on location on the first day of shooting
and realizes that in fact, the director’s concept is quite different from the actor’s choice.
Would the actor then present his choice without even sharing it with the director? Or would
he comply and, although he disagrees, force himself to follow the director’s choice? The

answer to these questions is personal. No one has the moral, much less professional, right to
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give an answer, let alone suggest one. But the choice must always and always be presented
boldly, without reservations. And whether it will be accepted, or the actor will have to force
himself depends only on him/her — each according to his/her own — moral compass and
dignity.

In the subsection “The Man in an Actor” the belief is upheld: “To be a good actor,
you have to become a better person!” The process of training an actor examines his growth
metaphorically, comparing the growth of a person from “seeing” to “walking”, from
“speaking” to performing. It is necessary to practically build a healthy psyche with
understanding and tempering emotional sensitivity in enduring sincerity. First, a person is
born and then he discovers himself as an actor. But when the actor is placed in front of the
person, not only is the law reversed, but it begins to work against the actor.

“Birth” is the moment when the actor realizes that he has a gift. “Seeing” is when the
real world of the actor is seen. “Walking” is when the decision is made and the professional
training as an actor begins. “Talking” is when the actor gives voice to himself as a creator
and declares the mission to be an actor. And finally, the humanity in the already established
actor is summarized.

The peek is into a world that is alluring, interesting, and mystical. But soon the peek
turns into a peek “behind the scenes.” And there, however, it is not as it was dreamed and
imagined.

As he walks, the young talent asks himself only one question: Do | really have talent?
And he begins to feel like a baby walking. He wants, feels and believes that he can walk, but
as soon as he stands up — he falls. And if he stays upright for a while, he staggers — and falls
again. And if he starts, staggering, he staggers — and falls again. It's the same with young
talent: doubts and fear, nerves and remorse.

By speaking, the young talent understands whether he is an actor or an artist.

The actor reads the script with special attention to his role and begins preparation. He
does exactly what the author and the director require of him. He plays the scenes exactly as
they are written. The actor in the performance is what is expected of him. He plays it
comfortably, without risk and with obvious uniqueness with professional techniques and
learned tricks.

However, the artist dares. He surprises with a choice — the actor's choice for the role,
and not just the author's or director's. In the process of preparation, the artist asks himself:

“How do | put my voice into what is necessary for each scene?” The artist recognizes what
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the author did not write with creative intuition. He turns words into actions, backed up by
feeling, colorful psyche and true emotion. The actor leaves a memory. The artist inlays
impact.

The main tool of the film actor for successful performance of a role is attention. The
next subsection establishes the types of attention and their interdependencies - cause or effect.
Film actors use practical tasks for training the types of attention - both active and passive -
when listening with intention or reacting to feedback. He/she practices the use of sensory
information in logical interpretation - unrealistic.

The training process starts from the foundation: Where and how attention is directed
from interest or need, requirement or obligation.

The film actor has a significantly different form of attention than the stage actor. The
form of focus for and in a given scene is precisely ordered because:

1. Time is short.

Repetitions are a fatal challenge.

The partner's willingness is crucial.

2

3

4. Technical iterations carry risks.

5 Circumstances are unpredictable.

6 Visual and technical adjustments-distract.

7 Psychological and emotional stress is not a constant.

8. The actor is a person.

1. Time. On the set, the film actor is placed and acts in two types of time: expeditious
and indefinite. Expeditious is when one goes from take to take without technical adjustments
— only acting: “Again, while it’s hot!” An immediate repetition of the scene while the film
actor is still “in the moment” — charged.

2. Repetitions. The film actor is guided by active attention in a frame — three-
dimensional attention. It is on the presentation of the character, partnering with a colleague
and the technical circumstances — camera angle, lighting, physical action and text. There is
an absolute concentration of inner attention, to “hold” emotion, feeling and plausible thinking
in the interpretation. The “pictures” in the mind should not stop and the inner vision should
see actively.

3. The readiness of the partner. Focusing on the partner. To monitor him/her with
increased attention, because corrections made by the director reflect in the partner and

him/her, in turn, reacts.
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4. Technical repetitions. The provocation for the film actor. Attention in technical
terms is absolute. The established settings of behavior and movement are executed precisely
in every take, again and again. The film actor must "arrange" the importance of his attention
in a cause-and-effect relationship.

5. Circumstances are unpredictable. Unlike expeditious time, indefinite time is
entirely dependent on the technical preparation of the set for a given scene. The film actor
waits in a passive attention diverted from surrounding circumstances and focused within
oneself.

6. Visual and technical adjustments. They affect concentration before a take. The
actor is ready to start. The director gives: “Start!”. The cinematographer begins. A voice calls
out: “Stop! Costumes!”. The costume is adjusted. The cinematographer begins again: “Stop!
Hairdresser!”. The hair is adjusted. The cinematographer begins: “Stop! Makeup artist!”. The
makeup is adjusted. The cinematographer begins: “Stop! Battery change, 2nd camera!”.
Technical adjustments and settings are unforeseen.

7. Psychological and emotional tension is not a constant. Contrary to the theater, the
challenge for the film actor is to be able to maintain balance and be comfortable when on
location. The film actor never knows when he will be called to the set. Sometimes in a matter
of seconds he has to "jump” into a psychological charge with a surge of emotion from 0 to
100 and back, in seconds. By focusing his attention on details, the film actor controls the
necessary dose of attention for each moment separately. In this way, he conserves the energy
needed for the sudden "from 0 to 100",

This organization of the elements of attention in a cause-and-effect relationship is like
second nature to the film actor. However, while making a mistake is not critical, making a
mistake without criticism is unacceptable. But still...

8. The actor is human.

Once the film actor knows he is heard, he must oblige the other party to listen to him
through the way he communicates, verbally and with action. There is a huge and definitely
visible difference between actors who work from a script and those who work from a plot.
Hearing is a fact, but listening is an attitude. It is a precisely defined directed necessity chosen
to guide the attitude into action. No one wants to listen when they have already heard that it
is meaningless.

The next two subsections are dedicated to casting as a way for an actor to be hired for

a given role.
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Casting is seen as an advantage and a process that largely depends on the actor.
Guided by the principle, the approach trains the actor in the requirements and rules of live
casting. It pays special attention to the actor's creative attitude in accordance with the
personal, human attitude - understanding and mentality. It trains technical regularities and the
way of presenting casting. It establishes the attitude towards the process and the freedom of
the artist depending on the requirements and norms. It develops basic techniques and
psychological attitude.

Casting is a test in itself, but for a film actor, it is not useful. And this is the essence
of the personal attitude and attitude towards casting to accept and understand this process
with its meaning, strictly individually.

Of the entire casting process, showing up is the easiest part. The difficulties are in the
creative preparation, the psychological and emotional attitude, and the awareness and
understanding of the process as a whole. Acting as a profession is the easiest. There are only

three main requirements:

1. To learn the text.
2. To appear at a casting.
3. To always be on time.

The rest is talent with personal understanding and attitude.

1. The text is the role. The film actor must not only know the text, its power and
possibilities, but also present it alive: "The actor works from a script, the artist from a plot."”
Hence, the acting choice will be faithfully presented with originality in a unique way.

2. Casting is the chance for the actor to present himself. To be himself without
inhibitions, worries, doubts, fear, considerations and scruples, but rather with confidence —
as he is appearing at a casting is a performance. It is not a test of knowledge and abilities, but
of will, spirit and faith. But most important is one’s attitude toward casting—and a true
understanding of what it really involves. The production has a script that needs to be made
into a film and it needs actors to play the characters. So, those on the committee have a
problem. The actor is the solution to the problem. And with this attitude, fears disappear and
only one feeling remains: “the pleasure of performing.”

3. Punctuality is a sign of respect not only to the industry and colleagues, but also to
yourself. It speaks of discipline, dedication, and personal dignity. “If you're on time, you're
already late.”

The text points out the differences between live casting and online casting, working
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out the technical aspects of presenting material, as well as the psychological and emotional
attitude when conducting the video recording. The actor should trust the creative instinct as
a means of personal criticism and judgment. He must overcome worries and vanity from an
acting perspective, not a personal one, to present, subordinately and established original
authenticity, not imperative cleverness. This excerpt explains what compromise is as a means
of progress, not retreat.

As mentioned, online casting is also possible — self-tape. This is a type of casting that
is quite commented on and disputed. Most theater actors prefer to appear live. It is based on
their training and education: performing in front of a live audience. This gives them an
advantage over film actors. However, film actors have experience working in front of the
camera. They have well-developed techniques of behavior, mannerisms and speech. But in
the end, both rely on the actor's choice — uniqueness and authenticity.

The text suggests ways for the actor to begin his work in the right frame of mind —
psychological, emotional, and logical.

Casting online is definitely a convenience, but there are also problems: “What are
they looking for? Which double should | send? .

1. The truth is that they themselves do not know what they are looking for. They have
an idea of what, but it is only an idea — a character and characteristics. But what is being
sought does not matter at all to the actor. The actor has the power and talent to change the
ideas.

2. Which double is the most difficult in online casting. How can an actor be a judge
for himself? How can he evaluate himself? What is the objective factor by which to choose?
In most cases, the actor chooses according to personal taste — he likes how he did it. But will
what the actor likes please the casting team? Therefore, the actor should not care about “how
he looks” but should devote himself to the essence of the process — acting. If there is an
emotional charge from the inside, it will be visible from the outside.

Text and voice are key factors. Text is the information, and performance is the action.
No text is played. Voice should be in the most comfortable range.

Tempo and rhythm are the problems of the theater actor in front of the camera —
dragging. Theater works in a different rhythm and at a different pace. In front of the camera,
the actor must be both credible in the movement of the text and in behavior.

A pause is not played. It either appears naturally out of necessity or not. Pauses are

not sought, and when they come, one reacts with the thought: continue. The partner-reader
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must follow the pace and rhythm of the actor: to “catch” the lines, and the actor, his. The
reader should never “play”. He only delivers the text evenly and without emotion —
insensitively. Otherwise, he misleads the actor into wrong reactions according to his type.

Vision. Creative vanity dictates. It is an artistic taste and creed — an expression of
originality. And it is what helps the actor to love himself and critically, but truthfully, to
evaluate himself as a talent.

If the actor made the right analysis, if he charged emotionally believably and truthfully
from within, if during the recording, he pulsed in his feelings and “hid” truthfully, if he was
stripped down but forced, if he didn't play the text, if he spoke in a comfortable range with
an original timbre, if he was true to himself with a realistic adaptation to the character and
him in the actor, if he didn't experience, but lived “in the moment”, then this is the right
double.

A home video studio with the appropriate technical requirements is being built
specifically for the online casting.

Background — glued to a wall or lowered on a tripod. It should be in a dark, pastel and
soft, not bright color: in purple, green, brown or blue.

Mobile phone — no professional camera required unless specifically requested. The
phone is on a stand, placed horizontally with the rear camera facing the actor. The video
resolution is 1080p HD. The shot is framed in a close- up, the standard for online casting:
two fingers above the head and two fingers above the chest. The lens is at eye level. The eyes
are never looking directly into the lens unless specifically requested. The gaze is centered 1
to 2 centimeters to the side of the lens.

Lighting —two LED lamps with a size of 18x12 cm or similar, with a light temperature
setting: warm; white-yellow and cold; white-blue. The preference for warmer or colder
depends on the skin color of the face. Darker skin uses colder light and vice versa. But it also
depends on the colors of the clothes. The face should look as natural as possible in color and
warmth. Two lamps are used to cross the shadows behind the actor and hide.

Microphone — you need a semi-professional studio microphone, good enough to pick
up only your voice and not noise. The microphone should come with the necessary cable with
a plug that can be plugged into your phone or, if using a camera, into it. The microphone
should be on a stand and no further than two feet from your mouth.

If the actor treats himself and is treated as what he should be and can be, then the actor

will become what he can be and should be. The actor must have an understanding and
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strengthening of his motivation for realization and success in the acting industry - there is no
competition.
The successful development of an actor is summed up in 10 recommendations:
. Get to know yourself every day.
. Realize that you are moving forward, every day.
. Be optimistic when no one else is.
. Create opportunities for yourself, not someone else.
. Don't be logical and then you will be wise.
. I am chosen to be what | already am.
. Always seek and ask for advice even if you don't accept it.

. Live in the uncertain, the mysterious, and the unknown.
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. Don't let the past define you: you are what you will be.

10. The way you live is your parable: live your parable before it becomes history.

The actor starts before he is ready with dreams bigger and stronger than his fears. The
more difficulties the actor encounters, the more he grows and develops in overcoming them.

The film industry, like any other, has its rules. The rules must be learned before talent
can emerge.

1. What do you give that they don't have?

Authenticity and talent that no one else has.

2. What you will give — not what you will take.

Distinguishing an actor from a poser. The actor's mission is to give and serve, not to
take, possess, and use.

3. If they don't want to invite you to dinner, they don't want to give you a role.

Personality: the person before the actor. If you don't have human virtues and modesty.
If you don't have a sense of partnership, regardless of orientation and preferences, taste and
worldviews. If you don't have understanding and resourcefulness with coordination and a
desire for a gesture, even a compromise, then you are not the preferred guest in any company.

4. If you don't have a rich life outside of your profession, you will have a poor
life inside it.

Thanks to a life outside of acting, the actor learns and is inspired by the people, his
viewers, living interested in their world. And when the time comes to return to himself, he
will be charged and enriched by several other lives.

5. Be the attraction, not the spectator.
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If the actor wants to be an idol one day, he must choose the moment in which he
decides: I've watched enough, it's time for me to be watched. And this will be possible when
he realizes: Stop following - lead so that others will follow you. The actor must be himself
and believe in himself. To do what the creative instinct suggests.

6. You are the “notice ”, not the “advance notice .

The actor is the main “role”, not the candidate for it. If each role is approached as an
experience and a try-out, then the actor is placed in the position of a “stand-in” for the role,
not a favorite. There are many actors who would play a given role virtuously, but none of
them will and cannot play it like everyone else.

7. You are not one of them, but the only one among them.

Originality and talent. Many will accuse you of self-confidence, egocentrism and vain
egoism and they will be absolutely right. This is the meaning of the profession — to show off,
to be yourself. But this meaning, like many others, is distorted, misunderstood and vulgarized
by jealousy, envy and malice. And these three qualities are built into the structure of the actor-
person. And in the style of public opinion and slander, the majority agrees that it is wrong
and even ugly for an actor to be like that. And in fact, it always has been and always will be.
With this difference, however, that it is neither ugly, nor bad and not in the least shameful,
neither wrong, nor harmful, but on the contrary — useful. It is that sin that is pride for life. It

is called — an actor! A true actor doesn’t choose acting—acting chooses them.
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SCIENTIFIC CONTRIBUTIONS ON DISSERTATION WORK

The following can be highlighted as the main contributions of the dissertation:

> A review and analysis of various acting training systems has been made, such
as those of Stanislavsky, Meyerhold, Artaud, Meissner, Strasberg, Adler, etc.

> An analysis has been made and key concepts related to acting training in
theater and cinema have been reconsidered.

> A methodology has been developed for training actors in both theater and
cinema.

> A number of examples related to acting practice are analyzed and original own
developments for acting training for theater and cinema are presented.

> The starting hypothesis of the dissertation is emphasizing the enormous social
significance of acting, theater and cinema for society.

> The dissertation has a methodological and practical focus with the aim of
training actors for theater and cinema.

Some of the contributions are in relation to the readers and users of this text, such as:
familiarization with methodologies and practical exercises for freeing consciousness from
subjectivism; encouraging and strengthening the psyche of the artist and his confidence;
following the principle that a dramatic material is made in a way that the actor decides;
shaking off the status quo of "group-we-are-the-same", insofar as acting is a strictly individual

art, even though it is in partnership; affirming the principle: the person before the actor, etc.
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