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I. Ilen Ha u3cjieIBAHETO

Ilen Ha mpeacTraBeHaTa JucepTalUs € Ja aHaidu3upa paboTaTa W HM3rPAKIAHETO HA
XYyJI0’)KECTBEH METOJ] Ha aKThOpa MPH Ch3/aBaHETO HA POJIATA B €AWH TeaTpajeH CHEKTAKbII,
unu urpaineH ¢unM. B m3cnenapaneTo Ha JumMuthp MapuHOB ce IE€TEPMUHUPAT TCOPHUHTE,
METOJUTE U TOAXOJUTE 3a aKThOpCKa MmoAroToBka. llenta e cb3pgaBaHe HAa WHAWBHIYAJICH
Mozen, Oa3upaH Ha JUYHUTE (GU3NYECKH M UHTENEKTyallHH AapOu, CboOpa3eHu C
(dbyHIaMeHTaIHUTE TIPaBUIIa M 3aKOHHU Ha Te€aTbpa U KUHOTO.

JIOKTOpaHThT MOCTaBs AKUEHT BBPXY MPAKTHUYECKOTO EKCIIEPUMEHTHpPAHE C TEOPETHYHU
CTAaHOBHUIIA B CHEHU(PUYHU YIPAKHEHUS, 32 TIOCTUTAHETO Ha HEOOXOIMMUTE MHAWBHIyaTHH
AKTbOPCKH TEXHUKH.

ChnocTaBsT ce MpeUMCTBAaTa Ha TEOPUATa CIIPSIMO MPUAOOUTHS aKTHOPCKUA OMTUT M 0OPaTHO,
3a J]a ce MpOCean U MPHUIIOKU HATPYMaHUsl aKThbOPCKU HAOOp OT M3pa3HH CPEJCTBA, KAKTO U
HEroBara CHIIOCTAaBUMOCT C YTBBpJIEHaTa B TeOpUATa TeaTpasiHa, WK (hUIMOBaTa HaydHA
cHCTEMa.

HpOL[eC’I:T CC OCMHUCJIA B HCTOBOTO MPAKTUYCCKO NPHUIIOKCHHUE, KATO LCJITA € Ia CC JOCTUTHE 10



CHUHTE3 MEXKIYy TCOPETUYHUTE MOCTYJIATH U WHIUBUIAYATHUTE METOAHM HA aKThOpa, KOETO Ja
J0BeJe 10 HeoOXoauMaTa yBEpEHOCT IPU U3rpaxaaHe Ha 0Opa3a — OMIIo Ha CIIeHaTa, HITH IIPe]
Kamepara, KaTo ThPCEHHST KpacH pe3yaTaT € YOeOUTeJeH XyJOXKECTBeH o0pa3, KOHTo aa

AOCTUTHE OO CBOA KpaCH aagpecat — HY6JII/IKaTa.

II. lIpeameT u 00eKT Ha H3CJIEABAHETO

B BCcThIIEHHETO HA NIPEUIOKEHUS TPYL JOKTOPAHTHT AerUHUpPA OCHOBHU IOHATHUS, KOUTO C€
M3M0JI3BAT B Ipolieca Mo U3rpak/laHe Ha CIIeHUYeH /ekpaHeH/ o0pa3. Toil u3ThbKBa BaXKHOCTTA
Ha (QopMylHUpaHU B TEOpUSTA TOHATHS KAaToO ,,[€pOU U ,XapakTep U THPCH MOIBOJIHHUTE
KaMbHU IIpH paboTaTa Ha aKThOpa, KOUTO Ca 3aJI0’KEHU B T€3U JIB€ MOHATHS. B chbBpeMeHHaTa
TEOpUsl NMPAKTUYECKH TNOHIATHETO ,Iepoi’ He ce n3moii3Ba. To ce CuMTa 3a HETOYHO H
MOJBEXKIAIIO. 3a HM3SACHSIBAaHE Ha CBHITHOCTHATA YacT Ha CIEHWYHHUS /eKpaHeH/ olpas, 3a
JIOCTUT@HE Ha HETrOBOTO SApPO, CE€ H3MO0JI3BAaT MOHATHUATA ,.XapakTrep®, ,,IPOTarOHUCT,
aHTaroHUCT", KOUTO U3BEXKIAT HA MPEJICH TUIaH Bpb3KaTa Ha OT/IEITHHS IEPCOHAXK C OCTAaHAINUTE
MEPCOHAXH B XYAO0XKECTBEHOTO IISUI0 — CHEKTaKbJI, WiIK GuiIM. Taka KOHKpETHHUS aKThOp ce
MpeBpbhIIA B YACT OT €AMH LAJOCTEH MEXaHU3bM /NeiicTBre/ U 00SCHEHUETO MY U3BBH TO3U
KOHTEKCT € MPaKTUYECKH HEBB3MOXKHO. TO € JIMIIEHO OT CMUCHI. AKThOPBT KaTO HEPA3pUBHA
4acT OT €IHO XYI0’KECTBEHO IISJI0, aHalM3Mpa MOTHMBUTE Ha XapakTepa, KOWTO TpsOBa na
U3rpaav, B KOHTEKCTa Ha 1s510To. Toil TpsOBa ja JOCTUTHE IO CHUIHOCTTA HE CaMO Ha CBOSTA
poJig, HO U /0 CBHIIHOCTTa HA €IUH ISJIOCTEH aHcaMOBbJ, MOJYMHEH HAa KOHIIeMIHITAa Ha
pexucbopa. B T031 CMUCHI, KOTaTO TOBOPUM 3a XYAO0XKECTBEH CTHJI Ha CIIEKTAKbJ, WIH (UM,
TOBa € €IMHCTBOTO, HAJIOXKEHO OT pexuchopa. ToBa mpexdmasBa ObJelINS CIEKTaKbI OT
BB3MOXXHOCTTA B IUIOTO Ja Y4acTBaT aKTbOPU C pa3jIMy€H, MOHSIKOra MPOTHUBOIOJIOKEH
MOAX0J KbM KpallHusi pe3ynrar. MIMEHHO B TOBa c€ CbCTOM 3HAYEHUETO HAa TEpPMHHA

,[TAPTHBOPCTBO .

I11. OcHoBHM Xy10:KeCTBEeHH MPUHIMIIN, 32JI05K€HH B U3JI0KEHHETO
B uznoxenunero, JOKTOPaHTHT pa3BUBa OCHOBHUTE MPUHLIMIIM 3a IOCTUTAHETO Ha yOenuTeleH
/opranudeH/ XyJa0>kecTBeH o0pas.

- Meroau 3a msrpaxkgaHe Ha Kpbra Ha BHMMaHue. Tol ce ommpa Ha Cucremara Ha
CranucnaBcku, fgopa3sura oT Muxaun Yexos, JIuit Crapcospr u JeiiBun Mamer B
CbBPEMEHHHS aMEpPUKAHCKH TeaTbp, OOOraTeHW C JMYHUS AaKTbOPCKU OIUT Ha
NOKTOpaHTa. To¥ mpaBu pa3srpaHUYEHUE MEXAY JIMUEH U CLICHUYEH ONUT B KOHTEKCTA

Ha JpaMaTypruyHoTo JieiicTBUe U ce (oKycHpa BBPXY CHOCOOHOCTTA Ha aKThOpa Ja
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HAcoYBa CBOS MHAMBHUIYaJIeH KPbI' HA BHUMAaHUE KbM CHOUTHUS U CHUTYallMd, KOUTO I
U3rpajdT NepCreKTUBATa HA HErOBUsI 00pa3 U CLIEHUYHO MOBEAECHNE KbM U3IPaXAaHETO
Ha €IMHEH KOJIEKTUBEH MPOAYKT — CIIEKTaKbJa.

AKTBOPCKOTO TsJIO KaTo HHCTpyMeHT. Criopen Meliepxo, miaacTuaHus o0pa3 Ha eIuH
CIEKTaKbJI 3aBUCHU OT CIIOCOOHOCTTa Ha BCEKU aKThOP, M3MOJ3BAMKM MEXaHUKAaTa Ha
COOCTBEHOTO CH TSUIO, J]a C€ TIPEBBPHE B YACT OT ISTIOCTHATA APTUTYpA HA JIBMIKEHHUS,
U3rpaXxJally TeaTpajHOTO JeiicTBue. B TO3M cMHCBHA, [IBWKEHHE M TOCIaHHE
/kuHeTHKa u ¢uinocous/ ce NpeBpbIIaT B €AMHEH MEXaHW3bM, 4Ype3 KONTO
CHEKTaKBJIBT JOCTUTA 10 3PUTENS CIIOPE] PeABaApUTEIHATA PEKUCHOPCKA KOHIETIIIHSL.
Oprann4yHocT Ha axkThopckata wurpa. llogunHeHocT Ha oOmaTa KOHLENIHS Ha
cnekrakbiaa. [locouenute npumepu ot padorara Ha Ctena Aanep B Aktbpe Cryano
JI0Ka3BaT, 4ye B TeaThpa, MPU H3rpaxJaHe Ha CLEeHHYeH o0pa3, MHOTO MoBedye paboTH
napaoKCaIHOTO MUCIEeHe. To B MHOTO 10 — roJIsiMa CTETeH OU ce MPEeBbpPHAIO0 B MOTOP
Ha JpamMaTypru4yHoTto neiictBue. Jla oTkpuem Ha myOiMKaTa MCTHHATA, 3a KOSITO Te
JIOpU HE ca MOJ03UpaANIH, U Jia MOBSAPBAT B HES — TOBA € CMUCHIBT Ha 3aHHMAaHUETO C
TeaTbp, WK KUHO. 1 B TO3M CMUCHII, TBOPUECKOTO BHOOPAXKEHNUE U3IPAXK/Ia TOJIEMUTE
aKTbOPH.

EmMormonanna mamer. @yHaameHTa Ha € CIIOCOOHOCTTA Ha aKThOPaA ,,J1a OTKIIIOUBA B
OIpe/ielIeH MOMEHT OT/ENIHU (paifjioBe, KOUTO ChXpaHsABA B IMaMeTTa CH, Jla U3IM0JI3Ba
CBOsI )KU3HEH U €eMOLIMOHAJICH OIUT KaTo 0a3a JaHHU. ToBa I1e My IO3BOJU B TOUHUS
MOMEHT J1a JOCTUTHE €MOI[MOHAIHO ChCTOSHUE, Ype3 KOETO Aa MPUIBUKU JEHCTBUETO
B MpaBuiHaTa nocoka. Ctpacowpr nopa3zsuBa u3padoreHata oT CTaHUCIABCKU cHCcTEMa
U B paboTaTa CHU C aKTbOPHUTE JOCTHUra JI0 HOBO HMBO — ,,3aMECTBaHE™, B KOETO ,,a3bT*
Ha aKThbOpa HAITBJIHO M34Ye€3Ba, 3a Ja ObJe 3aMeCTeH M3IUI0 OT EMOLMOHAIHUTE
XapaKTepUCTUKU Ha oOpasa.

[TapTHBOPCTBOTO.

JIOKTOPaHTBT OT/eJIs CIELUAIIHO BHUMAHNUE Ha B3aUMOJICHCTBUETO MEX]y aKTbOPUTE
B €IMH CIEKTaKbJ. TOH M3M0I3Ba MPUMEPH, 3a Ja XBBPJIM CBETJIMHA BBPXY BCHUUKHU
aCIIEKTH Ha B3aMMOOTHOILIEHUATA Ha CLieHaTa. AKTbOPUTE, CIIOPE HETO, , KUBEAT* Ha
cueHara. PeneTunmure M €TIOOUTE ca pas3TiefaHd KaTo IPOLEC Ha OIO3HABaHE.
Kpaiinara 11e11 € u3rpakxJaHeTo Ha ApaMaTypru4Ha NapTUTypa, U3II'bJIHEHA C IEPUNIETUN
U ,,y3HAaBaHUA, KOUTO TpsAOBa Ja ObJAT M3MBJIHEHM Ha OCBETEHATa ClLIEHA, IpeJ

HY6J'II/IKaTa, BCsAKa BSUECP KaTO 3a IIbPBU IIBT.



- B Tperara yact Ha nuceprauudra ,,[€opun WM 3aHaAT, JUCEPTAHTHT MOCTaBs €AHA
MoJIBeX/1aIa auiaema: TearpaaTHOTO akThOPCKO 00y4YeHHE KaTO TEOPHsI WM 3aHAsT?
Csc cBosg wucropuuecku nperien — or CranucnaBcku M Muxaumn Yexos, mpes
Meiiepxonn, Apto, bpext no Ctpacospr u Candopa MalicHep, TOKTOPAaHTHT U3BEK 1A
T€3aTa, Y€ aKTbOPCKOTO ,,MOKEHE* € CIIaB MEXAY MUCHI U MHCTUHKT. B Ta3u cruas
CbCTABKUTE Ca MHJAMBUYaTHHU — T€ MOTaT Jja pabOTAT YyAE€CHO IIPU €IMH aKThOp, U Ja
ca HaITbJIHO HENPUJIOKUMU TPHU APYT.

- B rnasara,,AKThOPBT B KHUHOTO* JOKTOPAHTHT aHAJIM3UPA BCUUKHU CTIEIU(PUKH, C KOUTO
BCEKHM aKThOp TpsiOBa Aa ce choOpa3u. Ha mbpBO MSICTO € KOHTaKTHT C (puiMoBaTa
kamepa. KpymHocTTa Ha Kaabpa HM3UCKBa MNOBEIEHHE, CHOOPA3eHO C KOHKPETHHUS
¢unMoB 0OEKTHB W OrpaHMYaBaHeTo Ha (uiaMoBOoTO mpocTpaHcTBo. W ako TOBa
M3KMCKBA TMOBEJCHHE INIpe]l Kamepara, KOETO 3aBHCH OT KOHKPETHUTE CHUMa4yHU
crenu(puKy, TO HU3rPaKJAHETO Ha LAJOCTHA MapTUTypa Ha oOpasza mpenomnperens
aKThOPCKOTO TMOBEJIEHUE, ChOOpa3eHO cbCc CHUMayHHs rpaduk. TexHosorusara Ha
(buIMOBHS TPOIIEC U3UCKBA BCEKM CHUMAYEH JIEH aKThbOPBT J1a IOMHU Be4e 3aCHETHUTE
€MU30/11, UM €MU30IUTEe, KOUTO MPEACTOST Aa ObAaT CHUMAaHU TelbpBa. Texnuyeckara
Y €MOLIMOHAJIHA MTOArOTOBKA HA aKThOPA 33 BCEKU €IMH CHUMAYEH JIEH MPeIonpeeis
YCTICIITHHS 3aBBPIIEK H 0(hOPMSIHETO HAa KOMITAKTeH 00pa3, ChoOpa3HO MPeaBaApPUTEITHO
3a/aeHata crparerus. B momoOHa cuTyanus akTbOphT TpsOBa na pabOTH ChC
cnenu(pUYHA U3pa3HU CPEACTBA, Pa3IMUHU OT TPAAULIMOHHATa My paboTa B TeaTbpa. U
Jla U3rpajy B IJIaBaTa CH YCEIIAHETO 3a TEMIOPUTHM, KOETO J1a IO BOJU BCEKU €IUH
CHUMAUEH JIeH, B 3aBUCUMOCT OT €MH30/IUTe, KOUTO TpsiOBa Aa Obaat 3acHetu. Kakro
ka3Ba JluM. MapuHOB B U3JI0KEHUETO CH: ,, Kunoakmvopwm ompabomea ,,6bmpeuiHa
HazHemeHocm *“ camo 3a cyeHama, Kosmo npeocmou.

JIOKTOpaHThT HOAPOOHO Ce clHUpa Ha CaMOCTOSITeNHATa MOATOTOBKAa Ha akKThopa 3a

¢dbunmoBara posisi, KAKTO M Ha W3HEHAJHWTE, KOUTO MOXE Jla My MOJHece eAuH (puimmon

KaCTHHT.

III. MeTomoJiorust Ha H3CJaeABAHETO

Z[I/IMI/IT’bp MapI/IHOB Inpujiara aHaJM3 Ha MCXAHU3MUTC U IIPOLUCCHUTC — XYIAOKCECTBCHU U

TCXHUYCCKHU 3a U3IPAKAAHCTO HA aKTbOPA KAaTO CIUVIaB OT 3HAHUWA U UMITYJICH, 3a Jila IIOCTUTHC

YBEPCHOCT B COOCTBEHHTE CH BB3MOXKHOCTH 3a TBOPUYCCKA pcain3anusi. AHaJ'II/ISI/Ipa CC OIIUTHT



Ha TeaTpaJIHUTE TEOPETULM OT Kpas Ha 19-TH BEK JI0 HALU THU U IPOEKLUUTE HAa TEXHUTE TE3U
BBB BCSIKa OT/EJIHA aKThOPCKA HHIUBUIYAIHOCT.

CamoTo TpynupaHe Ha MPEUIOKEHUTE TeaTpajHu U (UIMOBH aBTOPHUTETH MOJCKa3Ba, 4e
U3CIIEBAHETO c€ ChOOpa3siBa ¢ MHAUBUAYAIHHUS MOIX0J HA KOHKPETHUSI TEOPETUK B TEXHUTE
3HAKOBH CIIEKTAKIN U (QUIMHU.

AHanu3upaHeTo Ha U3CJIEBAaHUTE IPUMEPHU U LIUTHPAHU €TI0 HU yOexkaaBa, 4e KOHKpETHATa
TearpaiHa /GpuiMoBa/ JEHCTBUTEITHOCT CE M3TPaXK/a OT EIEMEHTUTE, KOUTO JPaMaTyprusita My
MPEOCTaBs M KOWUTO PEXHUCHOPHT HCKA Ja JOpa3BHE /WU /1@ CI0XH HOBU, HEOUAKBAHU

aKIIEHTH/ B CBOS CIIEKTAKbJI /(prsim/.

IV. Ilpunocu

Cunram, ye HacTosIIATa JUCEPTAIHS € MOCTUTHANA LEJIUTE CH, 3aSBEHU B HAYAJIOTO.
B3aumooTHoOIIEHUATa MEX Ty )KU3HEH OMUT U TBOPYECKH IMOJAX0] B IOJrOTOBKaTa Ha aKThopa
ca aHaJM3UpaHU B KOHTEKCTa Ha KOHKPETHMs TeaTpajieH /(QuiaMoB/ HHCTPYMEHTapuyM,
pa3BUBaI ce Mpe3 FOJANHUTE U I0Ka3aJl CBOSITA aKTYaJIHOCT U JIHEC.

Karo nommuHaHTa ce€ MOCTAaBAT TBOPYECKUTE BB3MOXKHOCTH M €CTETHYECKAaTa KOHICNIHSA Ha
aKThOPA B KOHTEKCTa Ha HEMIPEKBCBAEM IPOLIEC HA CAMOYCHBBPIICHCTBAHE.

JInunuaT onut Ha JAuMUTBp MapuHOB € MOCTaBE€H B KOHTEKCTa Ha BHUMATEIHO IMOJ0paHU
CBETOBHU T€aTPaIHU U GHIMOBH MPAKTUKH.

M3xonHata Xumnore3a Ha AMCEPTALMATA €, Y€ M3KYCTBOTO HA aKThOpa € HEAEIMMa 4acT OT
LIJIOCTEH TBOPYECKH MPOLIEC, KOMTO MMa CUJIaTa J1a IIPOMEHH CBETA OKOJIO HAC.

V. Kputnunu 0ejiesKKH U NpenopbKu

HpezmoxceHaTa JAucepTranus J0Ka3Ba Bb3MOXKHOCTUTC HA JOKTOPAHTA J1da MHUCJIINM aHAJIUTUYHO U
Ja U3BCIKA TC3a, KOATO Aad 3alllUTH APKO U }/66I[I/IT6J'IHO.

I/ICerHO CC HalsiIBaM BBIIPOCHATa AUCCpTalus Ja IIPCPpacHC B MOHOFpaQ)I/IH, KOATO IIC 6’[:,[[6
I10JI€3Ha HEC CaMO 3a 6T>I[GH_II/I AKTbOPH, HO U 3a BCUYKHU HU3KYHICHU OT MarusTa Ha T€arbpa U

KHHOTO.

Z[OKTOpCKaTa AUCepTalurd ,,H']:THT KbM ClI€eHATA U KbM eraHa“ € NOCTaTb4YHA rapaHIivAg 34
6L,Z[GH_[OTO Pa3BUTHC Ha JOKTOpPAHTA I[I/IMI/ITLp MapI/IHOB KaTO aKTbOp, NCAAror U aHajin3aTtop
Ha HOBUTC TCHACHIUH B PA3BUTHCTO HA TCATPAJIHUA U (I)I/I.IIMOBI/ISI C3HUK.

Hsamam KPHUTHYCCKU OCIIeKKHU U MMPCIIOPBKHU.



V. 3akJIoueHne

JlaBam enHO3HAYHO TIOJIOKUTEJIHA OICHKA Ha KaHAWJIaTypaTa Ha JOKTopaHTa JUMUTBp
MapuHoB 3a npuioOuBaHe Ha 00pa3oBaTeIHA M HAYYHA CTETEH ,,JJOKTOP™ MO MPOo(eCHOHATHO
Hanpasiienue 8.4. TearpanHo u (PUIMOBO M3KYCTBO M Hay4YHa CHENUAIHOCT KuHO3HaHWHE,

Kunouskyctso u TeneBusus.

Jlama: 28.04.2025

Peyenzenm:

Hoy. Kocmaoun boneg — 0ba2apcku KUHOPENCUCLOP, HOCUMEN HA HAYUOHATHU U

MeHCOYHAPOOHU HA2PAOU.



OPINION

By Associate Professor Kostadin Bonev Kostadinov, for the dissertation on the topic
""The Road to the Stage and to the Screen™
for the acquisition of the educational and scientific degree *"doctor’* of Dimitar Dimitrov
Marinov in the professional field 8.4. Theater and Film Arts and the scientific specialty
Cinema Studies, Cinema Art and Television
Reviewer Assoc. Prof. Kostadin Bonev
Candidate Dimitar Marinov

Scientific advisor Prof. Dr. loana Spasova - Dikova

I. Purpose of the study
The purpose of the presented dissertation is to analyze the work and the development of an
artistic method of the actor in the creation of the role in a theatrical performance or feature film.
In the study of Dimitar Marinov, the theories, methods and approaches to acting training are
determined. The goal is to create an individual model based on personal physical and
intellectual gifts, consistent with the fundamental rules and laws of theater and cinema.
The doctoral student emphasizes practical experimentation with theoretical positions in specific
exercises to achieve the necessary individual acting techniques.
The advantages of the theory are compared to the acquired acting experience and vice versa,
in order to trace and apply the accumulated acting set of expressive means, as well as its
comparability with the theater or film scientific system established in theory.
The process is meaningful in its practical application, the goal being to reach a synthesis
between the theoretical postulates and the individual methods of the actor, which will lead to
the necessary confidence in building the image - either on stage or in front of the camera, with
the desired end result being a convincing artistic image that will reach its ultimate addressee -
the audience.
I1. Subject and object of the study
In the introduction to the proposed work, the doctoral student defines basic concepts that are
used in the process of building a stage /screen/ image. He emphasizes the importance of
concepts formulated in the theory such as “hero” and “character” and looks for pitfalls in the

work of the actor, which are embedded in these two concepts. In modern theory, the concept of
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“hero” is practically not used. It is considered inaccurate and misleading. To clarify the essential
part of the stage /screen/ image, to reach its core, the concepts of “character”, “protagonist”,
“antagonist” are used, which bring to the forefront the relationship of the individual character
with the other characters in the artistic whole — a performance or a film.,

Thus, the specific actor becomes part of a whole mechanism /action/ and its explanation outside
of this context is practically impossible. It is devoid of meaning. The actor, as an inseparable
part of an artistic whole, analyzes the motives of the character he must build, in the context of
the whole. He must reach the essence not only of his role, but also of the essence of an entire
ensemble, subordinate to the director's concept. In this sense, when we talk about the artistic
style of a performance or a film, this is the unity imposed by the director. This protects the
future performance from the possibility of actors with a different, sometimes opposite approach
to the final result participating in the whole. This is precisely the meaning of the term

"partnership™.

I11. Basic artistic principles embedded in the presentation

In the presentation, the doctoral student develops the basic principles for achieving a convincing

/organic/ artistic image.
- Methods for building the circle of attention. It is based on the Stanislavsky System,
further developed by Mikhail Chekhov, Lee Strasberg and David Mamet in
contemporary American theater, enriched by the doctoral student's personal acting
experience. It makes a distinction between personal and stage experience in the context
of dramatic action and focuses on the actor's ability to direct his individual circle of
attention to events and situations that will build the perspective of his image and stage
behavior towards the construction of a single collective product - the performance.

- - The actor's body as an instrument. According to Meyerhold, the plastic image of a
performance depends on the ability of each actor, using the mechanics of his own body,
to become part of the overall score of movements that make up the theatrical action. In
this sense, movement and message /kinetics and philosophy/ become a single
mechanism through which the performance reaches the viewer according to the
preliminary director's concept.

- - Organicity of the acting. Subordination to the general concept of the performance. The
examples given from Stella Adler's work at Actors Studio prove that in the theater, when
building a stage image, paradoxical thinking works much more. It would become a

much greater engine of the dramatic action. To reveal to the audience the truth that they
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did not even suspect, and to believe in it - this is the meaning of engaging in theater or
cinema. And in this sense, creative imagination builds great actors.

- - Emotional memory. The actor's ability to "unlock™ at a certain moment individual files
that he stores in his memory, to use his life and emotional experience as a database, is
fundamental. This will allow him to reach an emotional state at the right moment,
through which to move the action in the right direction. Strasberg further develops the
system developed by Stanislavsky and in his work with actors reaches a new level -
"replacement”, in which the actor's "self" completely disappears, to be replaced entirely
by the emotional characteristics of the character.

Partnership.

The doctoral student pays special attention to the interaction between actors in a performance.
He uses examples to shed light on all aspects of the relationships on stage. Actors, in his
opinion, “live” on stage. Rehearsals and etudes are considered as a process of getting to know
each other. The ultimate goal is to build a dramatic score, full of twists and turns and “getting
to know each other”, which must be performed on the illuminated stage, in front of the audience,
every night as if for the first time.

In the third part of the dissertation “Theories or Craft”, the doctoral candidate poses a
misleading dilemma: Theater acting training as a theory or a craft?

With his historical overview — from Stanislavsky and Mikhail Chekhov, through Meyerhold,
Artaud, Brecht to Strasberg and Sanford Meissner, the doctoral candidate puts forward the
thesis that acting “ability” is a fusion between thought and instinct. In this fusion, the
ingredients are individual — they can work wonderfully for one actor, and be completely
inapplicable for another.

In the chapter “The Actor in Cinema”, the doctoral candidate analyzes all the specifics that
every actor must comply with. First and foremost is the contact with the film camera. The
largeness of the frame requires behavior tailored to the specific film lens and the limitations of
the film space.

And if this requires behavior in front of the camera, which depends on the specific filming
specifics, then the construction of a complete score of the image predetermines the actor's
behavior, consistent with the filming schedule. The technology of the film process requires that
every filming day the actor remembers the episodes already filmed, or the episodes that are yet
to be filmed. The actor’s technical and emotional preparation for each filming day predetermines
the successful ending and the formation of a compact image, according to the previously set

strategy. In such a situation, the actor must work with specific means of expression, different
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from his traditional work in the theater. And to build in his head the feeling of tempo rhythm,
which will guide him every filming day, depending on the episodes that need to be filmed. As
Dim. Marinov says in his presentation: "The film actor develops "inner tension™ only for the
scene that is ahead."J[okTopaHThT MOAPOOHO CE CITMPa HA CAMOCTOATEIIHATA IMOATOTOBKA Ha
dKTbOpa 3a (bHHMOBaTa PpOJIsd, KaKTO U HAa M3HCHAAUTEC, KOUTO MOXKC Ja MY IIOAHECE CIUH

(UIMOB KaCTHHT.

I11. Research Methodology

Dimitar Marinov applies an analysis of the mechanisms and processes - artistic and technical -
for the development of the actor as a fusion of knowledge and impulses, in order to achieve
confidence in his own possibilities for creative realization. The experience of theater theorists
from the end of the 19th century to the present day and the projections of their theses in each
individual actor's individuality are analyzed.

The very grouping of the proposed theater and film authorities suggests that the study takes into
account the individual approach of the specific theorist in their landmark performances and
films.

The analysis of the studied examples and cited etudes convinces us that the specific theater
/film/ reality is built from the elements that the dramaturgy provides him and which the director
wants to further develop /or put new, unexpected accents/ in his performance /film/.

IV. Contributions

| believe that this dissertation has achieved its goals stated at the beginning.

The relationships between life experience and creative approach in the preparation of the actor
are analyzed in the context of the specific theatrical /film/ toolkit, which has developed over
the years and has proven its relevance today.

The dominant is the creative possibilities and aesthetic concept of the actor in the context of
an uninterrupted process of self-improvement.

The personal experience of Dimitar Marinov is placed in the context of carefully selected
world theatrical and film practices.

The initial hypothesis of the dissertation is that the art of the actor is an inseparable part of an
overall creative process that has the power to change the world around us.

V. Critical Notes and Recommendations

The proposed dissertation proves the doctoral student's ability to think analytically and to
develop a thesis that can be defended vividly and convincingly.

| sincerely hope that the dissertation in question will grow into a monograph that will be useful
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not only for future actors, but also for all those tempted by the magic of theater and cinema.

The doctoral dissertation ""The Road to the Stage and to the Screen"

" is a sufficient guarantee for the future development of the doctoral student Dimitar Marinov
as an actor, teacher and analyst of new trends in the development of theatrical and film
language.

| have no critical remarks or recommendations.

V. Conclusion
| give an unequivocally positive assessment of the candidacy of doctoral student Dimitar

Marinov for the acquisition of the educational and scientific degree "Doctor" in the professional
field 8.4. Theater and Film Arts and the scientific specialty Film Studies, Film Art and

Television.
Date: 28.04.2025
Reviewer:

Assoc. Prof. Kostadin Bonev — Bulgarian film director, winner of national and

international awards.
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