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HoxtopantsT Jumutbp MaprHoB nMa GoraT TBOPUYECKH ONUT B 00JIacTTa Ha Tearbpa,
KMHOTO Y IIPEASBUTENKATA JEHHOCT.
Hucepranusta ,,JIbTAT KbM CIleHAaTa U KbM €KpaHa' € 0000IeHrne Ha TO31 ONMUT, 0000IIEH B
Metoionorus 3a OBNaJsBaHE Ha AKTHOPCKOTO H3KYCTBO Ype3 HHJAWBH]yaJeH TBOPYECKU
noaxoJ. Jluceprauusara € CTpyKTypHpaHa B YETHPH IJ1aBH, BCSIKA €/IHa TIOCBETEHA Ha OTAENeH

ACIICKT OT U3IrpaXXaaH€TO Ha aKThOpa.

Nma MHOTO pa3nvyHu METOIM, M3IMOJ3BaHU OT aKThOPHUTE. BBIIpEekn ye HUKOU HE €
HETIPEMEHHO ,,IT0-T00BP* OT APYrusi, BCEKH OT TAX UMa CBOU COOCTBEHH JOCTOMHCTBA U IICII.
Knacuyecka akTbopcka urpa.

Enqun Meton Ha NeficTBUE HE € HEMPEMEHHO No-100bp oT apyr. Beeku nma cBou coOcTBeHU
MPEeIMMCTBA U MOXKE J1a € MO-TIOIXO I 32 ONpeeieH MepCoHaX Wiu cpena. Beeku akThop e
pasiauyueH U MOXKE Jia MPEANoYnTa ONpeAeseH METO Mpe IPYTd B 3aBUCUMOCT OT MOAX0J1a
CH KBbM aKTbOpcKaTa urpa. Yecro e Hail-moOpe na KOMOMHUpATe €JIEeMEHTH OT MHOKECTBO
aKThOPCKH TEXHHUKH U J1a BUJUTE KaKBO pabOTH Haii-100pe 3a CUTyalusTa.

3a /1a MPUII0KH aKThOPCKUTE METOIM Ha MpakTHKa e(eKTUBHO U e(PUKACHO, aKTbOPHT TPsiOBa
Ja YCHBBPILEHCTBA PA3IMYHU JpaMaTUYHU TEXHUKH, 32 Ja MpeJane TOBa, OT KOETO ce
Hykgae. Te3nm TeXHUKM BKIIOYBAT TIJac, JBIKEHHE, UMIPOBU3ALUA U MPOCTPAHCTBEHO
ocb3HaBaHe. ToBa ca OCHOBHU YMEHHS 3a BCEKHM aKThOP M, KOraTo c€ KOMOWHUpPAT C
MPaBUJIHOTO U3MOJI3BAaHE Ha AaKThOPCKM METOIH, Ie TMOJ0OpAT XapaKTEepUCTUKUTE U
MPEACTABSHETO.

Enna oT OCHOBHHMTE T€3U, KOUTO 3acThliBa MapUHOB B CBOATA JUCEpPTALUs U CBOSTA
METOJIOJIOTHUSI € TMPEMaxXBAaHETO Ha JOMHUHAIMATA HA MEHTOpa U YYMTElsd, KaTO OCHOBEH

(I)aKTOp B U3rpaXXaaHCTO Ha aKTbOpa.



MapuHOB 3acThIIBa T€3aTa, Y€ TAJAHTHT € JaJCHOCT U 3a HETOBOTO pa3BUTUE TpsiOBa Ja cU
Jane J0CTaThbuHO CBOOOAA IMpH OOYyUYEHHETO, KOETO Ja JaZe BB3MOKHOCT Ha OBACHIHAT
aKThOP J1a pa3BU NOTEHIMAJIA CH, /1a U3TPaJU OHE3U YMEHUS, KOUTO I1I€ 'O HAIllpaBsT YCHEIIEeH
aKThOP.

W3rpaxxjaHeTto Ha ychoemleH axkTbop, MapuHOB BHXJAa HE camMO B YCBOSIBAHETO U
YCHBBPIIEHCTBAHETO HA aKTbOPCKM TEXHUKU M MOXBAaTH, a U B ILSJIOCTHOTO MY M3rpaKJaHe
KaTo JIMYHOCT CbC CBOM MOPAJIHU U €CTETUYECKH LIEHHOCTH.

Metononoruara Ha MapuHoB ce 6a3upa Ha TEOPETUYHUTE MOAXOAW M NPUHLMIHU Ha Hai-
3HAYUTEIIHUTE UMEHA B Ta3W 00JIaCT , KbM KOUTO JIOKTOPAHTHT BHACSI CBOS OMUT KAKTO KaTO
aKThOP, TaKa U KaTo mpenojanBaTesl. MeTo10/IoTHuATa My € U3IIUTaHa Ha MPaKTUKa B peauuaTa
MalCTOPCKH KJIaCOBE M YPKIIOMH, KOUTO MapvHOB € IpoBeN KakToO B YyXOWHa, Taka U B
boearapus. Msrpaxpanero Ha Miaja TaJaHT 10 MOpodecHOHalIeH akKTbop € IbIBI U
HeIpecTaHeH MpPOoIEeC, KOWTO M3UCKBA MOCTOSHCTBO, MHAMBHUAYaJIEH TOIX0/ U MOAKpeIa.
YMenuero na Habmro1aBa, MapuHOB ompe/iens KaTo eIHa OT TAWHUTE 3a ycrexa Ha aKThopa.
3ao0ukansmara JeHCTBUTEIHOCT, MOBEJCHUETO Ha OKOJHHUTE, €MOILMOHAIHU H3paKeHMUs,
MOBEJICHHUS, )KECTOBE M (PU3MOHOMUM, 3apexkaaT aKThbOPHT C HEOOXOIUMUSL MaTepuan € H ca

HEeMpecTaHeH U3BOP OT 3HAHUS M YMEHHUS, KOUTO aKTbOPHT TPsIiOBa Jja MpUTEKaBa.

[TbpBara riaaBa OTHelNs BHUMAHUE HA MHMBUIyaHATa MOJrOTOBKA HA aKThOopa

3a 1a MPUIIOKK aKThOPCKUTE METOJIM Ha MPAKTHKa e()EKTUBHO U e(HKACHO, aKThOPBT TPsiOBA
Ja YCHBBPIICHCTBA DPA3IM4YHM JpaAMAaTHUYHH TEXHUKH, 32 Ja Mpeaajae TOBa, OT KOETO ce
Hykmae. Te3u TeXHHKM BKJIFOUBAT IJIAC, JBIIKCHHUE, HMMIIPOBH3AIMS U IPOCTPAHCTBEHO
och3HaBaHe. ToBa ca OCHOBHM yMCHHs 3a BCEKH aKThOp M, KOraro c¢ KOMOHMHHUpAT C
NPaBUJIHOTO HK3MO0JI3BaHE HAa AaKThOPCKH METOJIH, HOJ00pAT  XapaKTEPUCTUKUTE W
MPE/ICTaBsSIHETO.

C TeueHHe Ha BPEMETO, aKThOPHT PabOTH 3a paslIUpsBaHEe HA TPAHUIMTE HA CBOs Kpbr Ha
KOMIIETCHTHOCT.

dusukaTa Ha €IUH aKThOP € CHINO TOJIKOBA BaKHA, KOJIKOTO W IJ1achT My. ToBa ocurypsiBa
JOIBJIHUTEITHO U3MEPEHUE Ha HETOBHSI XapaKTep, KOETO He MOXe Jia ObJie TPeaaIcHO C TyMHU.
ToBa Moke na ObJie TOJIKOBA MPOCTO, KOJKOTO KaK XOJST WM CTOST, MM Kak (U3UYECKU
pearupat Ha Jpyrd TepOH upe3 U3paKEHHUE Ha JIMIETO WM 3PUTEIICH KOHTAKT (MJIH JIUIICa Ha
TaKbB).

KoHTponbT Ha TSJIOTO Tmpeana3Ba aKTbOPBT OT JCHCTBUS CBBP3aHU C HEYBEPEHOCT,

HECUT'YPHOCT, CMYLICHHUC UJIN ApYyra BpE€aHa EMOLM.



BpoOpaxkeHHeTo € 1 MOCTBT MEX/Iy aKThOpa M I'eposl.

WsrpaxpaHero Ha TBOPYECKO BBOOpPAKEHHE € IpOLeC Ha CHhBMECTABAHE HA PEAHO
CbIICCTBYBAIlA ﬂeﬁCTBHﬂ n eMolry, nNpeCh3aaZiCcHa 10 HOB TBOPYCCKU ITBT. ‘-Ipe3 pasiinuHn
TEXHUKU , KOUTO MapuHOB Tpeaiara ce M3rpaxkaa YMEHHETO B aKThOpa Ja HM3TPaXaa H
oOoraTsiBa TBOPYECKOTO CH BhOOpaKEHHE.

JIOKTOpaHTBT TOJYepTaBa, € TO TpsOBa na ce Oa3wpa Ha MO3HATH HA 3PUTENS CPEICTBA,
KOUTO aKThOPBHT Ha HHTEPIPETHPA CIIOPE XyI0KecTBeHaTa opma.

Cropen MapunoB ,, TBopueckoTo BbOOpakeHME TpsiOBa Ja € IIeJIEHaCOUYEHO U
nenecbo0pa3zHo .

HOHFOTOBK&T& Ha aKTbOpa Tpf[6Ba Ja pa3BuBa CCTCCTBCHHA W HWHTYUTHUBCH TaJlaHT,
B’BO6pa)K€HI/IC, CIIOHTAHHOCT U MHTCIUI'CHTHOCT HAa aKTbOpa.

TBopeusT TpsiOBa na pa3BHBa E€CTECTBEHHTE CH CIIOCOOHOCTH, JOKATO CE€ y4H SICHO Ja
BbB3IIprueMa BT)O6pa)KaeMI/I$[ CBAT U a B3aHMOHeﬁCTBa C HEro. HpeBp"leafIKH HEBUIUMOTO BbHB
BHJIIMO, aKTHOPBT Ch37IaBa U M3Pa3siBa B U3KYCTBOTO CH Ch3HATEITHATA CH BH3HSI 32 JKUBOTA.
Baxxen enemeHTt npu paborara BbpXy BbOOPA)KEHHUETO € CETUBHA MaMeT: YNIpaKHEHHsTa 3a
CeTMBHA NaMeT HachpyaBaT aKThOPHTE Ja H3MOJ3BAT BCHYKHTE MET CETHBA, 3a Ja CH
NPUIOMHST (U3MYECKUTE YCCIIAaHWsA OT MaMmeTTa CH. YTNPaXHEHHUsTa 3a CEeTHBHA IaMeT ca
IpeAHa3HAuYCHH J1a TPEHUpaT (POKyca Ha aKTbOPUTE BBPXY CTUMYIHPAHETO HA YyBCTBATA, 32

Jla Ch37a1aT OOTaTH PeaKIuy Ha CIIeHa WIIH JIEKOP.

Enna ot mop riaBute e mocBereHa Ha EMonimoHanHa v ceTUBHA MaMeT

B mamerTa npoTuyaT Tpu KIHOYOBU Ipolieca:

Komupane: ToBa e mbpBOHaYaIHUAT MpoLEC, MPU KOWTO MHPOpMaIusaTa ce TpaHchopmupa
BBB (hopMa, KOSATO MO3BKBT MOKE Ja ChbXpaHU. ToBa ce CiIyuBa, KOTaTo Bh3NpUEMaMe HeEllo,
HE3aBHCHMO Al Ype3 CETUBATa, EMOLIMUTE UJIM MUCIIHTE.

Coxpanenue: Cren kato nHbopManusiTa € KoAupaHa, T Ce ChXpaHsABa B Pa3IUYHU CUCTEMU
3a IaMeT, KOUTO MOraT jJa OBbJaT KpaTKOCPOUHM (3a He3abaBHAa WHGOpMAIUA) WA
JTBITOCPOYHHU (32 MPOIBIKUTEIIHO ChXpaHEHUE).

W3pnuyane: ToBa e mpouechT Ha IOCTBII 10 ChXpaHeHa HHpopManus, Korato € Heo0X0IuMo.
JlekoTaTa, ¢ KOSATO HEIO Ce 3allOMHS, 3aBHCH OT TOBA KaK € OUJI0 KOJMPAHO U ChbXPAHEHO.
KakBo e ceHzopHa nmamer?

CeruBHaTa TmaMmeT TIO3BOJISIBA Ja ChbXpaHsIBaMe BIEYATICHHUSATa OT UWHPOpMAaIus,

npeaocTaBCHa OT CETUBATA HU, CJIC KAaTO BB3IPUEMEM CTUMYII, TOPU AKO TOH € u34e3Hall.



ToBa, KoeTo HapruaMe eMOIMOHAIHA TTaMeT, 00ade ca Hellla, KOUTO He Ce IPOMEHST, JOPH U
Jla MHHABAT FOJIMHU, T¢ QYHKIIMOHHUPAT, HO 10 pPa3InyeH HauuH. EMOIMOHaTHaTa MaMeT HaMa
nepuon — Ts1 He 3aBUCH OT BpEMETO.
MapunoB nuie ,,Bceku, KOWTO ce € penrui J1a moeMe B aKThbOPCTBOTO, TPAOBA J1a TPOMEHHU
BHU3YaJTHOTO CH BB3NPUATHE 32 )KUBOTA, HE CAMO CETHBHO, HO M €eMOILIMOHAHO ",
[Ipemioxkenure ymnpaxHEHUs ca HACOUYECHU KbM EMOIIMOHANIHA ¥ CETHBHA IaMeET, 3a Ja MOXe
OBJCIIUAT aKTHOP Aa ,,yIpaBisiBa ,, CMOIMOHAIHATA CH TAMET, Ja W3rpax<aa yMEHUs Jaa
ChXpaHsBa MPEKUBSIBAHUS, TPOBOKAIIUN — U TIOJIOKUTEITHU, U OTPUIIATEITHN €MOIIUH.
JleficTBUETO € HEHTHPBHT Ha TEATPATHOTO CHOWUTHE: aKTpHUcaTa WU aKTbOPHT € YOBEKBT,
KOMTO BJara TsUIOTO W TIpaBU JpaMaTHYHUS TEKCT KUB. Upe3 CBOUTE NEWUCTBUS aKTbOPHUTE U
aKTPUCHUTE MPEBPBIIAT CIIeHaTa BbB (PMKIIMOHAIHO TPOCTPAHCTBO, @ COOCTBEHHUTE CH TeJia — B
repou. Te ca eTHOBPEMEHHO WHCTPYMEHTH U UHCTPYMEHTAIUCTH.
Bropara rnaBa pasraexaa BeIpoca 3a mapTHLOPCTBOTO.
lNomsama gacT OT OOYYEeHHMETO HM 3a aKThbOPH C€ BBPTH OKOJO MapTHHOPCTBOTO. JloOpusT
aKTHOP € T00Bp MapTHHOP Ha CIICHATA.
3a ga ce CBBbpKE HCTHHCKUA C MAapTHhOpPA CH Ha CIIEHATa, € HAJOXKHUTEJIHO aKThOPHT Jla ce
0CBO0OOJIM OT cCaMOCh3HABaHETO. TOBa 03HAYaBa Jia TUTAHUpPA BCHUYKUA BB3MOXKHU CIIEHAPHH U
clel TOBa, HAH-BaXHOTO, Ja C€ OCBOOOAM OT TAX. Jla M3YMCTH HAIBJIHO yMa CH OT TE3H
npeayOoe K IeHHS.

Bakna yact oT moAarotoBkara B Te3ara Ha MapuHOB € ChCPEI0TOYaBAHETO HA IISIJIOTO
CHM BHHMAaHHUE BbpPXY NapTHbOpA , KATO pearupa Ha BUCOYKO, KOETO MAapTHbOPHT MY I0JaBa,
HO Jla OCTaHE BEpPEH Ha M3rpajieHaTa JIMHUS Ha MoBeIeHHeTo cu. Hali-mankata mpomsiHa B
MOBEJACHUETO HA €IUH MapTHHOP TMPEIU3BUKBA M Hajlara CbhOTBETHAaTa IMpPOMSHA B
MOBEJICHUETO Y APYTHS WIH IPYTUTE.
To3u nporiec U3UCKBa MpaKTUKa U oMo camoobnananue. Hannunero Ha Hajiexx1Ha pyTUHA
3a MOJIrOTOBKA, KOATO IOMara 3a KOHLEPTHpPaHE U UHTEPHAJIM3UPaHE HAUMHA Ha MUCIICHE Ha
reposi , TOBa € KJIIOYBT KbM TOBA aKThOPBT J1a OCTaHETE ,,B 30HATA M J1a IOCTUTHE UCKPEHO
U OTAAJIEHO M3MbJIHEHUE. TO3M MOAXO0[ MO3BOJISABA J1a MPEIEHUTE KOra CT€ HAMCTUHA MMa
Bpb3Ka C MapTHbOPA CH U KOTa HE.
MapuHoB npeziara cepus OT yIPaKHEHUs, KOUTO Ja U3rPaIsaT y ObACUIUTe aKThOPH YMEHHS
u pedrekcuu 3a Obemniara uM padoTa ¢ MapTHROPUTE Ha CIIEHATA.
E3uKbT Ha TAOTO € BUJ HEBepOaTHa KOMYHUKAIIHS, KOSITO pPa3ynTa Ha IBIKEHUS U TIO3UITUU
Ha phIIETe, JUIETO U TSIOTO, 32 J1a CIOAeNs ChOOIIeHHs - JIBIKEHUS Ha PhIIETe, U3PAKCHUS

Ha JIMICTO, ABUXKCHUS, ITO3ULIUN U U3IIOJI3BAHC HA IPOCTPAHCTBOTO HA TAJIOTO.



ToHBT Ha IJIaca U €3UKHT Ha TIJIOTO npeaaBaTr Ha APYIrUTC TOJIKOBA WJIA ITOBCYC 3HAYCHUC,
OTKOJIKOTO ChIBPKAHMETO Ha HAIllaTa ped’’, Ka3Ba akKTbOPHT, JICKAp U M3CICI0OBATEN HA €3UKa
Ha Tsut0To Anekcuc Jlen Bekuo.
E3ukxbT HA TSII0OTO MOXKE aa 6T)I[€ (1)I/IH, HO CHIJICH, TBU KaTO MOXKE Ja O0ITbJBa, MOAKPCIIA U
JOpH Jla TMPOTUBOPEYM Ha BepOasHO TmociaHue. JKecToBHST e3uk € apyra ¢opma Ha
HeBep6aJ1Ha KOMYHUKaLMA, KOATO HM3MO0J3BAa CTAHAAPTU3HUPAHH ABWKCHHA U I'PaMaTUYCCKH
CTPYKTYpPH 32 CIOJICIISTHE HAa CHOOIICHHUS.
ChIIECTBEH €IEMEHT OT O0YYCHHETO B IMAPTHHUPAHE ,JOKTOPAHTHT OTJENs CiTylnaHero. Tosa
3a HeTo € TaifHaTa Ha aKThbOPCKOTO MAaHCTOPCTBO B MMAPTHHPAHETO.
[TapTHHpaHE ¢ TyMU € APYT BaXKEH €Tar 0T 00YUYEHUETO Ha aKThopa.

MapuHoB nutrpa CTaHUCIABCKH ,,AKTHOPBT C€ IUIaCHpa B MPOCTPAHCTBOTO C TSUIOTO CH U
3BYYH C IJiaca cu..

AHanm3upa TEXHWKAa Ha TOBOpa W IMpaBWiIa B pa3roBOpHATa ped OT KMBOTA / Te ca
00EKT Ha CrHeruayiHO oOydueHWe B aKThOpcKaTa Tpodecus/, a HampaBH aHAIOTHS MEXIY

KUTEHCKUS HAUMH Ha pa3roBapsHe U aKThbOPCKUS CLEHUYEH TOBOP — OOIIyBaHe.

Tperara riaBa e pasriexaa 00ydeHHETO Ha aKThOpa B KHHOTO.

[TogroroBkara € OT pemiaBamio 3HA4Y€HHWE, KOTaTo CTaBa BBIPOC 33 €KPaHHO H3IBIHEHHE.
ToBa He 03HaYaBa MPOCTO 3aNMOMHSIHE HA PEIUIMKUTE HA JAMANIOTA, a T0-CKOPO 3a1bJI00YaBaHe
B TEKCTa M OTrOBapsiHE Ha BCHYKH BB3MOXKHHU BBIIPOCH, KOUTO BB3HUKBAT, 0€3 Ja ce mpuosaraa
710 U3MHCIISHE.

Ot pemaBaio 3HauCHHUE € aKTHOPBT JIa € HASCHO ChC 3a00MKAJISIIATa IO CPesia, 3a J1a MOXKe
7la M3I0JI3Ba MPABMWIIHO TPOCTPAHCTBOTO. TSAXHOTO MPOCTPAHCTBO MOXKE /A C€ CHCTOH OT
OTpaHMYCHA CIEHA, NPYI'M aKTbOPHW, PEKBU3UT U JEKOPHU, KAKTO M (DPUKCHPAHU IMO3MLIUH Ha
CHUMKHUTE Ha KaMepaTa U OCBETJICHHETO.

Konkoro moBeue onut npupoOMBa  akThOpa, TOJKOBA MOBeUe Ie pa3dupa COOCTBEHHS CH
aKTBOPCKHU TUI U MOXKE J1a BUJM MOJIET B POJIUTE, KOUTO IOJTy4aBa.

YecTo ce BWXJIAT aKThOPH, KOUTO UTPAsT MOJOOHU Iepou B HAKOJKO (HIIMa, KOETO paboTH
n00pe 3a MHOTO Xopa. AKO CTe MO-3aWHTEPECOBaHM Jla Pa3BHETE JUala30Ha CU KaTo aKkThop,
ONHUTAlTE J]a ce IBUTE Ha MPOCIYIIBAHE 32 Pa3IMYHU KAHPOBE U 3a POJIM U3BBH 30HATa BU Ha
KOMQOPpT.

Koraro ce moaxoxaa KbM HOB TEKCT 3a €KpaHa, C€ TbPCAT KIOYOBUTE MOMEHTH MU

MOMCHTH, B KOHUTO reposds MNpoOMCEHSA HaMCPCHUATA CH 3HAYUTCIHO. CJ'ICI[ TOBa C€



UACHTU(HUIMPAT TOBTApALIM Ce MOJETM Ha TMOBEJICHHE HAa  Tepos M Cce  pasriexia
,[IPEX0IHaTa JIUHUSA ", KOETO 03HaYaBa MUCIIOBHUTE MIPOLIECH, KOUTO MOTaT J1a CE MPOCIEAT.
3a no-BSpHO NpEACTaBSIHE Ha UCKpeHaTa 1ieJ1 Ha Xxapakrepa CTaHMCIIaBCKM IloMara Ha
aKThOpa, KaTO YCTAHOBSIBA JIMYHATA CH KOHIEIIHUS 32 ,,Marn4ecKOTO aKo.
MapuHOB pa3BUBa HJEsTa ,,3a Aa CH MIOMOTHE J]a CBBpPXKE XapakTepa chC ce0e CH, aKThOPBT
TpsiOBa BUHArW Jla ce 3amuTBa: ,,KakBo Om Owmio, ,,ak0“ ToBa ce ciydn Ha MeH?* J[OKOJKO
XapakTepbT Ha repoil € OJM3bK Ja aKThopa, KOWTO HE caMo Jla u300pa3siBa Xapakrepa, HO Ja
ro Mpech3/1aBa.
AKTBOPCTBOTO IpeJ KaMepa U3HUCKBa crienudruyeH Habop OT yMEHHUs, KOUTO MoraT Aa Obaat
YCHBBPIICHCTBAHU YpE3 BCEOTAiTHA MPAKTHUKA, OCTPO HAOIIOACHUE U MTPAKTUYECKH OTIHT.
MapunoB nutie : ,,3a da ce Hayyume — mpsabea nvpseo da ce omyyume! Jla 3amounere Katro
OTHAYaJo ¢ HOBa Haryiaca, HOBa MUCHJI, HOBO pa3OupaHe, HOBa TeXHUKa. HOB Bl akThOp — B
HOBa Kpouka! ,,
JIOKTOpaHTBT OT/IENs BHUMAHUE Ha KacTHUTa, KOWTO Jla aKkThOpa YeCTO € BB3NPHEMaT KaTo
W3HEPBANIM W CTPECHUpalld TPESKUBSIBAHHWSI, HO TE MoOraT Jjga OBJaT W HEBEPOSTHO
OBJIACTSABAIIM M BbJHYBau[u. KacTura gaBat Bb3MOXKHOCT Ha aKThOPUTE J1a NMOKaKaT CBOUTE
TaJaHTH W TOTEHIHMAJIHO Jia TMOJy4aT pojsl B TMPOEKT, HE3aBHUCUMO Jaiu € (UM,
TEJIEBU3UOHHO 10y WX TeaTpaiHa npoaykuus. [IpouechT Ha mpociymBaHe obaye MOXe J1a
ObJie TOHSAKB/E 3arajika 3a Te3U, KOUTO ca HOBU B MHIyCTpHsTa. Pa30upaneTo Ha ThHKOCTHUTE
Ha MPOCIYIIBAaHETO MOXKE Ja MOMOTHE Ha aKTbOPHUTE Ja Ce YYBCTBAT MO-NIOATOTBEHH H
YBEPEHHU, KOrarTo JI0iie BpeMe Jia 3acTaHaT Mpel KACTUHT AUPEKTOPUTE.
[IppBara cThIKa TeaTpaaHUs aKThOP KbM €KpaHa, cropea MapHuHOB ,e Ja ce MpueMe TaKbB

KaKbBTO IO B2 kamepaTta. OOy4yeHre B HOBA Kpoiika.

Nma MHOrO pasiaMyHd METOAM, H3IOJI3BAHM OT aKTbOpUTE. BbOpekun uye HHUKON HeE €
HEMPEMEHHO ,,I0-100bp* OT APYrusi, BCEKU OT TAX UMa CBOM COOCTBEHH JIOCTOMHCTBA U LIEN
IIpuemam npunocure Ha JumMutTbp MapuHOB.

Haii-Baxxnure ca :

AHanu3a Ha pa3JIMYHUTE METOIU Ha 00y4YeHHEe HA aKThOPUTE.

Merononorus 3a OBIaAsiBaHE HA AKTBOPCKOTO HM3KYCTBO 4YpE3 HHIWBUIAYAIIEH TBOPYECKHU
nmoaxoJ1 6a3upaH Ha MPOGECHOHATHIS MY OMUT KaTO aKThOP U MeAaror.

TonemusT Opoii mpeIoKEHH YIIPAKHEHHSI 32 Pa3IMYHUTE €Tal OT 00yYeHHETO Ha aKThopa.
Jumutbp MapuHOB npeanara eiHa 3aab10049eHa paboTa, KOWTO OCBEH TEOPETUYHHU MTPUHOCU

HMa KOHKPCTHA IMTPAKTHYCCKA CTOMHOCT.



Ha ©Oazata Ha Bcumuko TOBa mpemnaram yoeneno Ha Haywunorto xypu na mpuckau OHC

,»JOKTOp*‘ Ha IuMUTHp MapuHOB.

27.04.2025
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Doctoral student Dimitar Marinov has extensive creative experience in the field of
theater, cinema and acting.
The dissertation "The Path to the Stage and to the Screen” is a summary of this experience,
summarized in Methodology for Mastering the Art of Acting through an Individual Creative
Approach. The dissertation is structured in four chapters, each dedicated to a separate aspect
of the development of the actor.
There are many different methods used by actors. While none is necessarily “better” than
another, each has its own merits and purpose. Classic acting.
One method of acting is not necessarily better than another. Each has its own advantages and
may be more suitable for a particular character or setting. Every actor is different and may
prefer one method over another depending on their approach to acting. It is often best to
combine elements of multiple acting techniques and see what works best for the situation.
In order to effectively and efficiently apply acting methods in practice, the actor must hone
various dramatic techniques to convey what he needs. These techniques include voice,

movement, improvisation, and spatial awareness. These are essential skills for any actor and,



when combined with the proper use of acting methods, will improve characterization and
performance.

One of the main theses that Marinov advocates in his dissertation and his methodology is the
elimination of the dominance of the mentor and teacher as a major factor in the development
of the actor.

Marinov advocates the thesis that talent is a given and for its development, one must give
oneself enough freedom in training, which will enable the future actor to develop his
potential, to build those skills that will make him a successful actor.

Marinov sees the development of a successful actor not only in the mastering and
improvement of acting techniques and methods, but also in his overall development as a
person with his own moral and aesthetic values.

Marinov's methodology is based on the theoretical approaches and principles of the most
significant names in this field, to which the doctoral student contributes his experience both as
an actor and as a teacher. His methodology has been tested in practice in the number of master
classes and workshops that Marinov has conducted both abroad and in Bulgaria. The
development of a young talent into a professional actor is a long and continuous process that
requires perseverance, an individual approach and support.

Marinov defines the ability to observe as one of the secrets to the actor's success.

The surrounding reality, the behavior of others, emotional expressions, behaviors, gestures
and physiognomies, charge the actor with the necessary material and are a constant source of
knowledge and skills that the actor must possess.

The first chapter focuses on the individual preparation of the actor

In order to put acting methods into practice effectively and efficiently, the actor must master
various dramatic techniques to convey what he needs. These techniques include voice,
movement, improvisation, and spatial awareness. These are essential skills for any actor and,
when combined with the proper use of acting methods, enhance characterization and
performance.

Over time, the actor works to expand the boundaries of his Circle of Competence.

An actor's physique is just as important as their voice. It provides an extra dimension to their
character that cannot be conveyed in words. This can be as simple as how they walk or stand,
or how they physically react to other characters through facial expressions or eye contact (or
lack thereof). Body control protects the actor from acting out of insecurity, insecurity,
embarrassment, or other harmful emotions.

Imagination is also the bridge between the actor and the character.



Building creative imagination is a process of combining real-life actions and emotions,
recreated in a new creative way. Through various techniques that Marinov proposes, the
actor's ability to build and enrich his creative imagination is built.

The doctoral student emphasizes that it must be based on means familiar to the viewer, which
the actor interprets according to the artistic form.

According to Marinov, "Creative imagination must be purposeful and expedient.”

Actor training should develop the actor's natural and intuitive talent, imagination, spontaneity,
and intelligence.

The artist must develop his natural abilities while learning to clearly perceive and interact
with the imaginary world. By turning the invisible into the visible, the actor creates and
expresses in his art his conscious vision of life.

An important element in working on the imagination is sensory memory: Sensory memory
exercises encourage actors to use all five senses to recall physical sensations from memory.
Sensory memory exercises are designed to train actors to focus on stimulating the senses in
order to create rich reactions to a scene or set.

One of the sub-chapters is dedicated to Emotional and Sensory Memory

There are three key processes that occur in memory:

Encoding: This is the initial process by which information is transformed into a form that the
brain can store. This occurs when we perceive something, whether through our senses,
emotions, or thoughts.

Storage: Once information has been encoded, it is stored in various memory systems, which
can be short-term (for immediate information) or long-term (for long-term storage).

Retrieval: This is the process of accessing stored information when needed. The ease with
which something is remembered depends on how it was encoded and stored.

What is sensory memory?

Sensory memory allows us to store impressions of information provided by our senses after
we perceive a stimulus, even if it has disappeared.

What we call emotional memory, however, are things that do not change, even if years pass,
they function, but in a different way. Emotional memory has no period — It is not dependent
on time.

Marinov writes, “Anyone who has decided to take up acting must change their visual

perception of life, not only sensory, but also emotional.”



The proposed exercises are aimed at Emotional and sensory memory, so that the future actor
can “manage” his emotional memory, build skills to store experiences, provocations — both
positive and negative emotions.

The action is the center of the theatrical event: the actress or actor is the person who puts the
body in and makes the dramatic text alive. Through their actions, actors and actresses turn the
stage into a fictional space, and their own bodies into characters. They are both instruments
and instrumentalists.

The second chapter deals with the question of partnership.

Much of our training as actors revolves around partnership. A good actor is a good partner on
stage.

In order to truly connect with his partner on stage, it is imperative for the actor to free himself
from self-consciousness. This means planning out all possible scenarios and then, most
importantly, freeing himself from them. To completely clear his mind of these
preconceptions.

An important part of preparation in Marinov's thesis is focusing all your attention on your
partner, responding to the cues your partner gives you, but staying true to your established
line of behavior. The slightest change in one partner's behavior triggers and forces a
corresponding change in the behavior of the other or others.

This process requires practice and great self-control. Having a reliable preparation routine that
helps you to practice and internalize the character's way of thinking is the key to staying "in
the zone" and achieving a sincere and committed performance. This approach allows you to
judge when you are truly connected to your partner and when you are not.

Marinov offers a series of exercises to build future actors' skills and reflections for their future
work with partners on stage.

Body language is a type of nonverbal communication that relies on movements and positions
of the hands, face, and body to share messages - Hand movements, facial expressions,
movements, positions, and use of body space.

Tone of voice and body language convey as much or more meaning to others than the content
of our speech,” says actor, physician, and body language researcher Alexis Del Vecchio.

Body language can be subtle but powerful, as it can complement, support, or even
contradict a verbal message. Sign language is another form of nonverbal communication
that uses standardized movements and grammatical structures to share messages.

An essential element of training in partnership, the doctoral student singles out

listening. This, for him, is the secret of acting in partnership.



Partnering with words is another important stage in the actor's training.

Marinov quotes Stanislavsky, "The actor places himself in space with his body and
sounds with his voice."

He analyzed speech techniques and rules in everyday conversation (they are the
subject of special training in the acting profession), and made an analogy between everyday
conversation and actor's stage speech - communication.

The third chapter examines the training of the actor in film.

Preparation is crucial when it comes to on-screen performance. This does not mean simply
memorizing lines of dialogue, but rather delving into the text and answering all possible
questions that arise without resorting to making them up.

It is crucial for the actor to be aware of their surroundings in order to be able to use the space
properly. Their space may consist of a limited stage, other actors, props and sets, as well as
fixed camera and lighting positions.

The more experience an actor has, the more they will understand their own acting style
and be able to see patterns in the roles they are given.

It is common to see actors playing similar characters in multiple films, which works
well for many people. If you are more interested in developing your range as an actor, try
auditioning for different genres and for roles outside your comfort zone.

When approaching a new script for the screen, look for key moments and moments
where the character changes their intentions significantly. Then, identify recurring patterns in
the character's behavior and look for the “transition line,” which is the thought processes that
can be traced.

To more accurately represent the character's sincere purpose, Stanislavsky helps the actor by
establishing his personal concept of the "magic if."

Marinov develops the idea "To help connect the character with himself, the actor should
always ask himself: "What would it be like, 'if' this happened to me?" How close is the
character of a character to the actor, who not only portrays the character, but also recreates it.
Acting in front of a camera requires a specific set of skills that can be honed through
dedicated practice, keen observation, and hands-on experience.

Marinov writes: “To learn — you must first unlearn! To start over with a new attitude, a new
thought, a new understanding, a new technique. A new kind of actor — in a new cut!”

The doctoral student focuses on casting, which is often perceived as a nerve-wracking and
stressful experience for actors, but it can also be incredibly empowering and exciting. Casting

gives actors the opportunity to showcase their talents and potentially land a role in a project,



whether it’s a film, television show, or theater production. The audition process, however, can
be somewhat of a mystery to those new to the industry. Understanding the intricacies of
auditioning can help actors feel more prepared and confident when it comes time to stand in
front of casting directors.

The first step a theater actor takes to the screen, according to Marinov, is to accept themselves
as the camera sees them. Training in a new way.

There are many different methods used by actors. Although none is necessarily “better” than
the other, each has its own merits and purpose

| accept Dimitar Marinov’s contributions.

The most important are:

Analysis of the different methods of training actors.

Methodology for mastering the art of acting through an individual creative approach based on
his professional experience as an actor and teacher.

The large number of proposed exercises for the different stages of the actor’s training.

Dimitar Marinov offers a thorough work, which in addition to theoretical contributions has a
specific practical value.

Based on all this, | strongly suggest that the Scientific Jury award the ONS “doctor” to

Dimitar Marinov.

27.04.2025

Blagoevgrad Assoc. Prof. Dr. Klavdiya Kamburova
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