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Bcuuku npeacraBeHn TOKYMEHTH OT KaHAWAATa ca B CbOTBETCTBHE C HOPMATHUBHUTE U
3akoHOBU ypenbu (IlpaBmnmauk Ha KO3V 3a ycnoBusita m pena Ha npuaoOMBaHE HA HAYYHU
creneHn u akagaemuunu 3BaHus; 3PACPB u jombiHuTENHH, CBBpP3aHH C MPOIEIYpUTE

pa3nopeL[6H )51 aKTOBe). Hsama manHu moka3Bally IJ1aruaTcTBO.

Bbuorpadgpuynu 1aHHU 32 JOKTOpaHTA:

Hukomnaii bep3akor (18.09.1986) e 3aBbpuini OakanaBbpcka CTENeH ,,AKTbOPCTBO 3a
npamatudeH tearbp” kbM O3V mpe3 2009 r, a mpe3 2012 mak Tam 3ammraBa CTENEH H
Marmcrparypa no ,,TearpanHa pexwucypa“. AcucreHt B O3V no akTbopcko MailcTOpcTBO H

Texuuka Ha roBopa (2014-2016). Ilexaror B bynamera, YHrapusi — akThbOPCKO MaiCTOPCTRBO,
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riac, pexucypa (2016-2017, Nyitott Kor Egyesiilet - Theatre in Education). Karo memaror ce
oTiaM4aBa U B XOHKOHI B paMKHUTE Ha MaHCTOPCKU KJIAcOBE IPOBEIEHU BBHB (Qopyma ,,Faust
International Youth Theatre* (2018-2020). Aptuct u Ha cBOOOAHA MpakTHKA. J[OMBIHUTEIHN
cneranu3anuu uma B HATOU3 (2016, Cuennuno aswxenue B EBponeiicku u M3tounus
TeaTbp), KbM eMOemMatnunms The museum of Modern Art (MoMA), Hio Mopk (2021, Moxepro
U ChbBPEMEHHO M3KYCTBO W Au3aiiH). Akthop kbM JT ,Huxona Bammapos®, bmaroesrpanm, T
,,Pauo CtossHOB®, ['abpoB0. BChITHOCT apTUCTHYHOTO MY U TPEIIOIaBATEIICKO MOPT(HOINO € T0CTa
1mo-0oraTo ¢ HeMajKka MEXIyHapoaHa BUAUMOCT. B xommeHnauyma My Ha MpPakTUUYECKH YMEHHUS
BIIU3aT MHOXXECTBO CHEIU(GUYHM NUCUUIUIMHHU, KOUTO SICHO IIOKa3BaT CTPEMEXBT KbM
pasuMpsBaHe U yChBBPIICHCTBAHE HA MaTUTpaTa OT ABMKEHUECKU U3PA3HU CPENCTBA B Ipoduia
My Ha ApamMaTu4Hus apTucT. [logyepraBaM BCHUKO TOBA, C SICHOTO Ch3HAHME, Y€ HE MOXKEII Ja
ceaHem W fAa paspaborBam  wu3cnepomatencka tema L, JIICUXOJIOTUSA HA XECTA U
ITOBEAEHYECKO BB3IPUATHUE B KHUHOTO 1 TEATBPA® 6e3 na Hsmaln U MpakTHYECKH

n O6paSOBaTeJ'IHO'HeI[aFOFI/IquKI/I HaTpylBaHUA B C(bepaTa.

JAucepranuoneH Tpya:

Ha BHuMMaHumeTo Ha akagemMu4HoTO Xypu Hukonaii bbp3akoB HM mpeacTaBss €IuH
M3KIIIOYUTEIHO aKTyalleH, HHTepeC M 3abJI004eH aucepTalvoHeH Tpya. Ha mpbB mornen moxe
71a OTIPEZIeNINM, Y€ € C IOBEYE HAyYHO-TPAKTUYECKA IPUIIOKHOCT, HO IPU BHUMATEITHO BIUIEKIaHE
U TIPOYHT, Iie BUIuM, 4e pazpadotkara ,,JICUXOJIOTUA HA XECTA U ITOBEJEHYECKO
BB3IPUATHUE B KUHOTO U TEATBPA® ¢pyHnameHTanHo € CThIIKIIa Ha COJIMIHA TeOpeTUYHA
MOJIrOTOBKA. B TO3M cMmuchI AucepTanusaTa nMa OallaHCHpaHa BUCOKA CTOMHOCT U B IIMPOKUTE
KOHTEKCTH Ha M3cie/loBaTelickaTta padoTa, U B aKTbOPCKUS MPAKTUKYM, CIIOZENIEH HE CaMo Ipe3
JIMYHUS ONUT W apTUCTUYHM HaTpymnBaHus Ha Hukomait bbp3akoB. ToecT akTbOPBT TyK € KaTo
00EKT U CyOeKT, TOpH UMa U acleKT Ha camopedieKcHs, U TPAHCMUCHS! Ha TIO3HAHUETO. .

W3BBH ChbMHEHHE €, ue Temara e aAucepradbenna. KaTo perieHzeHT 6ux uckaia fa nogauepras
HelHaTa a0COJIOTHA aKTYaJlHOCT B ChBPEMEHHHS IJ100alieH CBST, JOMUHHUPAH OT BH3YaJHOTO,
pasumTalll BCe MOBEUE Ha TeJlecHaTa U3pa3HOCT — CBoeoOpa3Ha HesepbaHa lingua franca, Bce mo-
3aCHJIBALIMS C€ CEMHMOTHYEH TOBap Ha ecT B KOMYHHUKATUBHHS aKT Ha MbpdopmaHca, KOWTO
NIPeoIoIisiBa, U3TPHUBA, NpeAepuHupa winu Tpanchopmupa rpanunure. be3 3HayeHue nanu € B

JIOHOTO Ha CLIEHWYHOTO WJIM €KPAaHHOTO. ['paHuIn — MEX Ty aKThOp U MyOJIMKa; MEXKAY JIOKATHO U



rJ100aIHO; MEXy TIepCOHAIHATA Ha aKThopa (cobcmeenusim ncuxo-mejecer A3) M EPCOHATUATA
Ha TmepcoHaxa (puxyuonannusm, asamapen, Opyeusim uspaszeH ncuxo-mejecen A3); MEXIy
KYJITYpPHUTE Pa3HOPOJHH KOJOBE HA TPAHCMHUCHSA HA TOCIAHUETO U HETOBOTO BB3MPUSATHE; HE HA
MOCJIETHO MSICTO M@y MEHTAJTHUTE KapTH Ha U3ITBJIHUTEIICKUTE U3KYCTBA B 3anaaa u M3toka. B
TO3U peJl Ha IPOBOKMPAHU MUCIH OMX HCKala Ja Mo3ApaBsa KakTo KaHaugata bbp3akos, Taka u
HEroBUs Hay4deH pbKoBogauten — npod. a-p LIBeran Henko 3a n3bopa Ha opuruHagHa Tema u

HEHUHOTO MMPEUM3HO Pa3BUTHUC B KOHKPCTUKATA HaA (beHOMeHOJIOFI/IH Ha XXCECTa.

VYbenena cpM, omie mHoBeue clel MpOYUTa Ha Tpyla, 4e € u30paH Hal-goOpusT
METOJIOJIOTUYEH AacCMeKT — UWHTep- W MYITHIUCUUIUIMHAPHUAT, B XEPMEHEBTUYHOTO H
,»XOJIMCTUIHOTO* (KaKTO MUIIIE JUCEPTAHTHT) U3CIeI0BATEICKO ToJie. OCHOBHUSAT POKYC € BBPXY
LSUTOCTHATA KOHIICTIIUS Ha T.HAP. UHMeSPAleH JHceCm 8 OUHAMUKAMA HA 8bNIbMEHOMO Cboumue-
cv3uanue. OnpeIesIeHo CI0KHA U HEeTHO3HAYHA TapaJurMa, KosTo mooupa B cede cu OrpoMeH
MOTEHITMA OT M3CJICI0BATEICKH MPOOIeMH U moaATeMH. [locTaBeHUTE 1eIM U XMIIOTE3H OIle B
yBOJIa Ha JAUCEpPTalMsITa MHOTO SICHO O4epTaBaT TPACKTOPUSITA, IO KOATO MIIAJIUS YUCH-TIPAKTHK

IIe pa3rpblia Tpy/a.

Hucepranusra ,,JICUXOJIOT'UA HA X)KECTA U ITOBEJEHYECKO BB3IIPUATUE B
KMHOTO U TEATBPA® e ¢ o6ur 06em ot 251 crpanuinu, ot kouto 209 ca 4ucT TEKCT (TyK HE
cllaram JIOITBJIHUTETHUTE peKBU3UTH.). CTpyKTypara € Kjlacuuecka — yBOJ, TpU OOIIMPHH TJIaBU
CbC CHOTBETHHUTE MOJIJIABH, 3aKIIOYEHHE, MPUHOCU. 3a0€NeKUTENIHN ca JBET€ MHOI'O BaXKHU
IIPWIOKEHUS — JIMYHUTE MHTEpBIOTa Ha Hukonail bbp3akoB ¢ MHTEpIMCUUIUIMHADHU apTUCTH,
epyautd u  ekcnepumeHTtatopu: Ilutep Humonu u Jxynuen XamMWwITBH, B YUUTO AYMH
OTKpHBaM€ MHOTO Ba)KHU AacleKTH, aHAJIM3MpaHU U B aucepTauusaTa. OTIMYHO ChCTaBEHATa
oubnuorpadusa e or 156 u3TOYHHMKA, HAKOM OT TAX 3aABJDKUTENHH, (YHIAMEHTAIHU 3a
U3CJeIBAaHEeTO, HAa OBArapcku M aHrmuicku e3uk. OT Tax 65 ca uutupanu. EquHcTBEeHO B TO3M
HayueH arnapaT MU JIMIICBAT [TOBeYe OEJIeKKHU MO/ JTUHUS, HO BEPOSITHO HAYYHUSIT pPbKOBOAUTEN €
CMETHAJI, Y€ U3JI0)KEHUETO € JOCTAaThUHO SICHO M HE Ce HYKJae OT AOIBJIHUTEIHO U3ACHSABAHE.
[Tpunoxena e u 1 tabnuna, u punmorpadus — HaOposiBaia 37 KIOYOBHU 3arjiaBus. Brnpodem B

Ta3u CCIACKIHA ChIIO CU JIMYM BHUMATCIIHUSA, Ch3HATCIICH HOI[GOp.



JlucepTallMOHHUAT TPYA € anpoOupaH ¢ TpU MyOIMKAIMN Ha KaHIWJaTa B pELEH3UPaHU U
pedepupanu akaJeMUYHU W3/1aHus, KOETO HAITBIHO OTTOBaps Ha 3aKOHOBUTE M3MCKBaHUS. Te ca
KaKTO cIie/iBa:

1. Hosu nooxoou kvm ncuxonocusama Ha cyeHuunomo npucvcmeue. — B: XXXII
MexnyHapoaHa HaydyHa KoH(epeHIus 3a miagu ydeHu - COOpHUK HayyHU
TpyaoBe, Cbi03 Ha CHEIHATUCTUTE 10 KauecTBOTO B brirapus. Codusi, ABanrap
npuma, 2023, c. 140-144, ISSN 1314-4669.

2. Hoeu nooxoou KvM CYEHUYHOMO NPecb30a8ane Ha X)YO0HCECMEEHO KVIAMYPHO
nacreocmséo. — B: Muoronukara nayka - Disciplina Variabilis. C6oprauk
JTOKTOpaHTCKH U noctaokropantcku yerenus, YHUBUT. Codus, 3a Byksure — O
nmucMmenex, 2023, c. 229-240, ISSN 2815-536X. 202

3. CvepemeHnu unmepnpemayuu Ha MUMoOIOSUAMA U 0OpeOHOCmMA 668 PUIMA U
meamuvpa. — B: ETHonorust Ha Bpemeto: OOmHOCT U Kyiatypa. ['oguIHUK Ha
acommarus ,,Oarea®, Tom 23, roa. XVII. Codpus, U1 ,,Pox”, 2024, c. 528-539,
ISSN 1311-493X.

Ho He e camo ToBa — Hukonaii bbp3akoB € ydacTBan HALlMOHAJIHU U MEXIYyHAPOIHU
KOH(EPEHIMH, M3HACSI € MyONWYHH JIKIUH, OWJI € 4acT OT OOydeHHs, ceMHHapH (SOHH OT
nocnenHuTe HanpumMep € B [lexnH, B npectrkHara Kuraiicka akagemus o Kynrypa u Typusswm,
KOSITO JI0CTa J00pe MO3HaBaM M OT COOCTBEH OIHT), CHEKTAKIH, IPOCKTH, CHUMIIO3HMYMH,
¢dectrBanu. Beuuky Te JDUPEKTHO M WHIMPEKTHO CBbp3aHu ¢ Temara Ha Tpyna. ([logpoOna
cripaBka — BIK Ha €.16-19 ot aBropedepara). Bcuduko ToBa HEIByCMHUCICHO MTOKa3Ba OrPOMHATA
L[EJIEHACOUYEHOCT, paboTOCHOCOOHOCT M oThaaaeHocT Ha Hukonait bep3akoB 3a HaydHOTO,
IIPAaKTUYECKOTO W IPHUIIOKHOTO OBJA/JBAaHE Ha 3HAHMETO, M pa3dupa ce — 3a IeIuTe Ha

HU3CJICABAHCTO.

JlcepTallMOHHUAT TPYA € OTIMYHO CTPYKTYpHaH, B JIOTMYECKa IOCIETOBATENIHOCT C

KaTCropnicH ACAYKTUBCH MMOJXOM.

Ilvpea 2nasa KOHIEIITYAJIHA N3MEPEHUSA HA KECTA:
ETUMOJIOI'NYHU, ICUXOJOI'MYECKHA U TEOPETUYHU ACIIEKTH BBnBexkna B



TeMaTa Ha TpyJa, KaTo MOJAPOOHO aHAIH3UPA U IPEOCMHUCIIS OHTOJIOTHATA HA TOHITHETO JHcecm U
MO-KOHKPETHO KJIIOUOBOTO UHMEP2aleH Jcecm B CIIOKHUS KOMIIEHIUYM OT MPOCTO (U3UYECKO
JBIDKEHUE, HeBepOajieH akT 0 (eHOMeH, modupaml B cede CM MHOXKECTBO M3MepeHus. Te ca
00BBP3aHU C apeaiy OT HAYYHOTO MO3HAHUE HA €3WKO3HAHUE, KOTHUTUBHU HAYKH, TICHXOJIOTHUS,
duocodus, ecreTrka, cemuoruka (mpe3 nepcrekruBara Ha dyko, bapoa, Jlenbo3 u [Natapwu),
maitaadynaec mkoau (Meromukure Ha Cemona, CuiBa), M3TOYHH KOHICMIUKM (WABAIIA OT
IIMPOKOTO JIPEBHO IMO3HABaHE Ha TpUaaara msno-cv3Hanue-oyx B Wunusa, Kurai, SAnonwus,
enTpanna A3us). MHTepIucUIUIMHApHATA paMKa € 0€3CIOPHO MUPOKa, HO HaucTuHa Hukomaii
bbp3akoB ycnsBa a s oBiaaee M J1a MPEICTaBU CBOS ,,XOJIHMCTHYEH' MPOYMUT IMpe3 pa3pe3a Ha
OTPOMHHUS KaJEeHIOCKOI OT AUCLHUILIMHH, KOUTO Ce 3aHUMaBart ¢ mpobiieMaTukara Ha xecra. Haii-
CBIIIECTBEHUTE U3BOIM Ca OOBBP3aHU C UJEUTE 3a TEKCTYATHOCT B €KCIIPECUsITa, CHHKPETUYHOCTTA
Ha BUJUMHUTE U HEBUJIMMUTE UMITYJICH, KOMTO Ca CMUCIONOpaXaamu. MHOro HHTEPECEH aKIEHT
B [JIaBaTa € KOHIIENUsATA 3a cBUIeTeNs Ha M3paen AsloHu, HE caMO KaTo IbT HA CAMOIIO3HAHUE HA
aKThbOpa, Ha W Karo BHUJ ,,0NMTOMSBaHE Ha TOBa CaMOIIO3HAHHME B IIOCJIEABAIIMS aKT Ha
MPEBBILTHIICHUE U YETUBHOCT. BpeMeTo 1 mpoCcTpaHCTBOTO ca OT 0cOOEHO 3HAUCHHE U B 00J1acTTa
Ha BB3NPUATHETO, TIOJYMHCHA Ha KyJITypHaTa Koqudukanus. He camo TearspbT, B IpaMaTHIHUAT
My wumocrac, 3aHuMaBa Hukomnaii bwp3akoB. B mbpBata rmaBa ce moctaBs (okyca U B
pasuIpsBaHETO Ha 00JIacTTa — ChBpPEMEHHA Xopeorpadusi, TeaTbp Ha ABMKEHUE, (PU3UUECKUS
tearbp (Tyk camo [Tuna Baymn e goctaTh4yHO aa crioMeHeM, HO pa30dupa ce bbp3akoB mocousa u
JPYTH KITIOUOBH (DUTYPH), MIPETUBAHETO W PA3MHUBAHETO HA FPAHUIMTE. BCHITHOCT KaHAUIATHT
SICHO TIOCTaBs pa30UpaHeTo 3a kKecT B 0€30peKHOTO MOJIe Ha MOHATUETO U 0000111aBa, Ye KeCTHT
e: He npocmo cpedcmeo 3a KomyHukayus, a popma Ha Muciene, popma Ha npesicuessare, popma

Ha 6umue (ATAT OT C. 71 HA AUCEPTALUOHHUS TPY).

Bmopa  2naea APXETHIIM, TPAHC®OPMAIIUA U CBBPEMEHHO
INPHJIIO)KEHUE HA KECTA B KMHOTO U TEATDBPA e nenrpasHa U TEOPETHUHO
MIPUHOCHA 3a AucepTainusaTa. Ts pa3mupsBa U3CIEA0BATEICKUTE ThPCEHHS B IIHUPOK KYJITYpPHO-
UCTOpHUYECKH apeai. ECTecTBEHO U 3aIbJKUTENHO € CTHIIBAHETO BbPXY MUTA U PUTYyaa 3a J1a ce
IpOCIeAsT TpaHchopMaIlMUTE, KOUTO HACTBIBAT OT MepPOPMATUBHOCTTA, BU3YyATHUTE U3KYCTBA
(IMHAMUYHM M CTaTHYHU, HHCTanauuu) OcobeHo ChIIeCTBEHA € YacTTa CBbp3aHa C paslIfpeHa,

no0aBeHa peaTHOCT, BCHYKHU T.Hap. ,,[IOTAISIIN " TEXHOJIOTHH BOJCIIN U KbM MpOOIeMaTHKaTa 3a



3ary0aTa Ha aBTEHTHUYHOTO IpUchcTBUE. TOeCT — BIIIEKIaHEe B HEMUHYEeMaTa JUHAMUKA, KOSITO
LIe CTaBa BCE MO-MOIHA U W3HEHAJBalla B CBBPEMEHHOCTTA, POJIATa HA HOBUTE TEXHOJOTUH U
JUTUTAIHUTE Ipeau3BUKaTeNcTBA. OyHIaMEHTHT Ha TEOPETUUHUTE KOHLENTH U METO0JIOTUU HA
HOur, Tepubp, Ennane, Muxaun Yexos, Apro, bpext, I'poroBcku, bap6a, Mapuna AGpamoBuY,
@unun 3apuiid U HE Ha mocieaHo Msicto Banrep bensimuH, ca ,,BoperHaTu’, CHHTE3UpaHUu U
MPUIIOKEHH KbM aHAIM3UTE U OOOCHOBKUTE HA JUCEPTAHTA.

Karo xmHOBen, Bce mak OuxX HMCKaia Ja OObpHA CIEUUAIHO BHHUMAaHUE BBPXY 4acTTa
cBbp3aHa ¢ Kecmwvm ¢ kunomo (c. 102-129 na tpyna). Hukomait bep3akoB mpaBHiIHO ce
OTTJIaCKBA OT ujaeuTe Ha Jlemok 3a (oToreHusTa 3a Ja pasliupyu aHAIU3UTE BbPXY OMTHETO Ha
’KECTa B KOHTEKCTUTE Ha KMHOe3MKa. OCHOBHATa KOHLIENLUS € CBbP3aHa C OCBLIECTBSIBAHETO HA
aKT Ha MPEBOJ — TEJIECHUAT CIEHMYEH >XUB A3 B Jpyra XyJO)KECTBEHa CHCTEMA, KOSTO
TEXHOJIOTUYHO 3aUKCHUpa aKThbOpa, HO ¥ CHIIO0 TaKa MaHUIYJIUpa MOCIAHUATA TMIPe3
BB3MOKHOCTUTE Ha (uiMoBara rpamaroyiorusi. M3inoxeHHeTo ce crnupa U BbpXYy KOHKPETHH
PEKUCBOPH U TeXHUTE TBOpOU - Mukenanmpkeno AHtoHunonu, Murmap beprman, denepuko
@®enunu, Annapeit TapkoBcku, Anexanapo Xozopocku u JleiiBua Jlunu. MortuBure Ha
JUcepTaHTa B TO3U NOJOOp ca cileqHuTe. B pabomama um menecHOmo uspaszsisame — om Hali-
QuHUA MUKPOdHCECT 00 YANLOCMHAMA NOCMAHOBKA HA MATIOMO 8 NPOCMPAHCMEOMO, € He NPOCMO
pecucmpupano, a akmueHo UHMEPRPEMUPAHo U HAMOBAPEHO CHC CMUCH Upe3 Cneyupuyna
ynompeba na kunemamozpaguunume cpeocmea (kaopupane, 08uUICeHUe HA KaMepama, MOHMA;C,
oceem.ienue, 36yK). Mpanchopmupam pazoupanemo, QyHKYUAMa u b30eUcmeueno Ha Hcecma 8
KUHOMO, Npespbuaiiku 20 6 HeommeHHa yacm om camus @uimos ezux (c.112 ot Tpyna).
[TonpoOHUTE M OTIMYHO HAIIPABEHUTE AaHAJIU3U Ca CBBP3aHU C eMOTHBHATA ITyCTOTA, U3TPaXIaHe
Ha npasHomama (BIPOYEM - OCHOBHO IMOHATHE B OyaucTKara (GUiiocodus BIHUSCIIO U BHPXY
€CTETMYECKOTO MHCICHE B a3MaTCKUTE KYJITYpH, HPUIOKEHO W BBPXY BCHUYKH H3KYCTBA);
Bb3MmoxxHOCTHTE HAa OIU3KHUS TUIaH MPU KOHCTPYUpPaHE Ha BU3yallHA ACKETUYHOCT U 3HAUUMOCTTa
Ha orosBaHe Ha xapaktepure (beprman, AHTOHMOHM); BEUHUAT AUCKYpC MEXIy TeaTpaiHO U
KAHEMaTorpauyHO B pa3JIMYHU TBOPUYECKH CUCTeMH (KOHTpacTsT beprman — @DenuHu
Hanpumep); IIpoGnemute Ha Bu3yanHOTO (opMupaHe M (YHKIUOHHpAHE Ha €MU301Ud Ha
OHHUPHUYHOCT, CIOPPEATUCTUYHOCT, KapHaBajiHa CIEKTakiIoBocT. Ta uak a0 Mmerapusuka Ha
TEMIIOPUTHMA M 3aCHJIEHAa CUMBOJIMYHOCT OT ApYr nopsabk (nmpu Penunu, Jlunu, TapkoBckwy,

Xoa0poBckH). Kvde e MACmomo Ha aKmvbOpCKUs Jcecm U Kak/3auo ce mpancgopmupa,



akyenmupa u mpanciupa npe3 ekpana UMeHHo 6 me3u I’lp05Jl€MHu 30HU? — TOBA Ca OCHOBHUTE
BBIIPOCHU, HA KOUTO JUCCPTAHTHT ThbPCHU OTT'OBOP. n KaTCropu4yHo CbM Ha MHCHHE, 4€ YCIIsIBa J1a

' HAaMCPHU U 3allIUTH ITPE3 TCKCTA CU.

K®M Ta3u KMHO-4acT OT AucCepTaIusITa a3 00adye MMaM BHIPOCH:

- Kwoe buxme ananuzupanru Bum Benoepc u no-cneyuanuo ,, [luna “?

- Ilpedsuo omauunus ouckypc, 3aseen no ocmma 3anad — HM3mok, 3auo He cme
BKIIOYUNU U eOUH A3UAMCKU a8mop, Koumo Ou Mo2vl cvbwo 0a pabomu 6 mo3u
konmexcm? Hanpumep xonxoneckusm peaxcucvop You Kapyai (Wong Kar-Wai) 6u
oun yyoecen uz60p cnopeo MeH, Ho bu Mu OUI0 UHMEPEeCHO 0a Yys sauiume MOMUU U

pasmuwnenus. Modice u opy2 aemop 0a 6u 6baHy8d...

Tpema enasa UHTETPAJIHUA KECT B CBBPEMEHHOTO M3KYCTBO
IpeMHHaBa OT TEOpUs KbM TIPaKTUYHA MPHIOKHUMOCT, KaTo TIpelyara pazHooOpaseH
WHCTPYMEHTapuyM (METOAMKA, YIPAXKHEHUS W TIP.) 33 CB3HAMEIHOMO KYIMUSUpPAaHe Ha
UHMEeSPANHUsA JHCecm 6 CbBpeMeHHUme USNBIHUMENCKU U eKpaHHu uskycmea. Ilo mo3u nauun
2nasama U3NvIHABA eOHA OM OCHOGHUME 3A0ayl HA Oucepmayusama — 0a Npeodiodcu He camo
meopemuuer MoOel, HO U npakmuyecku npunoxcumu nooxoou. (c. 33 or aBTopedepara).
Kareropnyno Hamupam 3a MPUHOCHA M TPETATa IJIaBa, Olle TOBeYe, Y€ B Hesl Ca MHTETPHPAHH H
npuiokeHuTe uarepsiota ¢ Jxynuen XamunteH u [lurep [lumonu u texuure odpa3oBaTeTHl
nabopatopun. OCHOBHHUTE aKLEHTH B Ta3d 4yacT OT pa3paboTKara ca CBBbP3aHU C aHalIM3a Ha
IpernoiaBaTeNickaTa IMHAMHKa U TOCTUTaHe Ha KOHKPETHHM, (HE)BUIUMHM pe3ynTtaTu. B kpaiina
CMETKa apTUCTBT IOCTUra ceOErno3HaHWe W BBTpElIHAa TpaHchopmalus mnpe3 (U3NYECKus
MPAaKTUKYM, H3CIIEBA U TPAHCIHpa eMOIMITA 3a Jla Bbh3ACHCTBA HA MmyOianKaTa. MHOTO BaXeH
MOMEHT € 3Ha4MMOCTTa Ha EMOLIMOHAJIHHS W KOTHUTHBEH DPE30HAHC B HAKOJIKO BEKTOpa:
U3IIBJIHUTEN, aKThOPCKH AaHCaMOBJ, PEKUChOP, MeNaror, ayAauTopusi, CHHXPOHHYHOCT C

OAJI0OCTHOTO ITOCJIIAHHUE Ha TBOp6aTa.

B 0600menne:
Mucepranuonnuar tpya ,IICUXOJOI'USA HA )KECTA U INOBEAEHYECKO
BB3IIPUATUE B KHHOTO U TEATDBPA“ na Hukoaaii bbp3akoB e OTIHYHO



pa3paboTeH, NpuJekeH J0PH TPYId, CJO0KeH KaTo 3aMHUCHJ H peajn3alnus, HANMCAH C
ABJOOKO TO3HAHHE B AaKAJAeMHYHOTO I0Jie M CbC ChIIECTBEH ABTOPCKH HAaY4HO-
NPAKTHYECKH MPUHOC.

HenBycmuciieHO [1eMOHCTPHpPAa AKTYAaJHOCT, IeJeHACOYEeHOCT, Xy0aB CTHJI,
epyaMIUsl, yCIellleH ONUT 32 MYJITHCUHTE3 B €IHA HeJleKa TeMaTH4YHAa 00J1aCT.

Kareropnuno npenopb4uBam /1a 0b/ie U31aJeH U KATO MOHOTrpadus — e ObJe MHOT0
noJie3eH He €aMO 32 Y4YeHH W NpenojaBaTeld, HO WU 3a CTYA€HTH, JOKTOPAHTH U
CHENUATN3AHTH OT PA3HOPOJAHU XYMAHUTAPHU TUCHMILUIMHU, BKJIYHUTEIHO U CBbP3aHU C
H3Toka.

CMmsiTaM, Ye NPUHOCHTE MH3BeJAEHH OT [IOKTOPAHTA HANBJIHO OTrOBApST Ha
peajHOCTTA.

C OI'POMHO YJIOBOJICTBUE IIPEAJAI'AM HA YJIEHOBETE HA
HAYYHOTO KYPU JA BBJAE INPUCBAEHA OBPA3OBATE/IHATA U HAYYHA
CTENEH ,,JJOKTOP“ HA HUKOJIAM BAJIEPUEB FbP3AKOB.

Codus, 18.05.2025 [Ipod. a1-p Argponuka MapToHoBa
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All documents submitted by the candidate comply with normative and legal regulations
(SWU Regulations for the conditions and procedures for acquiring scientific degrees and academic
titles; ADASRB and additional related procedural provisions and acts). There is no evidence of

plagiarism.

Biographical data of the doctoral candidate:

Nikolay Barzakov (18.09.1986) graduated with a Bachelor's degree in "Acting for Drama
Theatre" from SWU in 2009, and in 2012, he defended a Master's degree in "Theatre Directing" at
the same university. Assistant Professor at SWU in Acting and Speech Technique (2014-2016).
Educator in Budapest, Hungary — acting, voice, directing (2016-2017, Nyitott Kor Egyestilet -

Theatre in Education). As an educator, he also distinguished himself in Hong Kong within


mailto:andronika.martonova@gmail

masterclasses conducted at the "Faust International Youth Theatre" forum (2018-2020). Freelance
artist. He has additional specializations at NATFA (2016, Stage Movement in European and
Eastern Theatre), and at the emblematic The Museum of Modern Art (MoMA), New York (2021,
Modern and Contemporary Art and Design). Actor at the "Nikola Vaptsarov" Drama Theatre,
Blagoevgrad, and "Racho Stoyanov" Drama Theatre, Gabrovo. In fact, his artistic and teaching
portfolio is much richer with considerable international visibility. His compendium of practical
skills includes numerous specific disciplines that clearly show his aspiration to expand and perfect
the palette of movement expression in his profile as a dramatic artist. I emphasize all this with the
clear understanding that one cannot sit down and develop a research topic "PSYCHOLOGY OF
GESTURE AND BEHAVIORAL PERCEPTION IN CINEMA AND THEATRE" without having

practical and educational-pedagogical accumulations in the field.

Dissertation Thesis:

Nikolay Barzakov presents to the academic jury an exceptionally current, interesting, and
in-depth dissertation thesis. At first glance, we might define it as having more scientific-practical
applicability, but upon careful examination and reading, we will see that the work
"PSYCHOLOGY OF GESTURE AND BEHAVIORAL PERCEPTION IN CINEMA AND
THEATRE" is fundamentally based on solid theoretical preparation. In this sense, the dissertation
has a balanced high value both in the broad contexts of research work and in the acting practicum,
shared not only through Nikolay Barzakov's personal experience and artistic accumulations. That
is, the actor here is both an object and a subject, there is even an aspect of self-reflection and
transmission of knowledge.

It is beyond doubt that the topic is suitable for a dissertation. As a reviewer, I would like
to emphasize its absolute relevance in the contemporary global world, dominated by the visual,
relying increasingly on bodily expressiveness — a kind of non-verbal lingua franca, and the ever-
increasing semiotic load of gesture in the communicative act of performance, which overcomes,
erases, redefines, or transforms boundaries. Regardless of whether it is within the realm of the
stage or the screen. Boundaries — between actor and audience; between local and global; between
the actor's personality (their own psycho-physical Self) and the character's personality (the
fictional, avatar, other expressed psycho-physical Self); between the diverse cultural codes of

message transmission and its perception; and last but not least, between the mental maps of



performing arts in the West and the East. In this line of provoked thoughts, I would like to
congratulate both the candidate Barzakov and his academic supervisor — Prof. Dr. Tsvetan Nedkov
for the choice of an original topic and its precise development in the specifics of the

phenomenology of gesture.

I am convinced, even more so after reading the thesis, that the best methodological aspect
has been chosen — the inter- and multidisciplinary one, in the hermeneutic and "holistic" (as the
dissertation candidate writes) research field. The main focus is on the overall concept of the so-
called integral gesture in the dynamics of embodied event-consciousness. Definitely a complex
and ambiguous paradigm, which holds enormous potential for research problems and subtopics.
The goals and hypotheses set out in the introduction of the dissertation very clearly outline the

trajectory along which the young scientist-practitioner will develop the work.

The dissertation "PSYCHOLOGY OF GESTURE AND BEHAVIORAL PERCEPTION
IN CINEMA AND THEATRE" has a total volume of 251 pages, of which 209 are pure text (I do
not include the additional requisites here.). The structure is classical — introduction, three extensive
chapters with corresponding subchapters, conclusion, contributions. Remarkable are the two very
important appendices — Nikolay Barzakov's personal interviews with interdisciplinary artists,
erudites, and experimenters: Peter Sciscioli and Julien Hamilton, in whose words we find many
important aspects analyzed in the dissertation. The excellently compiled bibliography consists of
156 sources, some of them mandatory, fundamental for the research, in Bulgarian and English. Of
these, 65 are cited. Only in this scientific apparatus do I miss more footnotes, but probably the
scientific supervisor considered the exposition sufficiently clear and not in need of further
clarification. 1 table and a filmography — numbering 37 key titles — are also included. Incidentally,

this selection also shows careful, conscious choice.

The dissertation thesis has been approbated with three publications by the candidate in
peer-reviewed and refereed academic journals, which fully meets the legal requirements. They are
as follows:

1. New approaches to the psychology of stage presence. — In: XXXII International

Scientific Conference for Young Scientists - Collection of Scientific Papers, Union



of Quality Specialists in Bulgaria. Sofia, Avangard Prima, 2023, pp. 140-144, ISSN
1314-4669.

2. New approaches to the scenic recreation of artistic cultural heritage. — In: The
Multifaceted Science - Disciplina Variabilis. Collection of Doctoral and
Postdoctoral Readings, UNIBIT. Sofia, Za Bukvite — O pismeneh, 2023, pp. 229-
240, ISSN 2815-536X.

3. Contemporary interpretations of mythology and ritualism in film and theatre. — In:
Ethnology of Time: Community and Culture. Yearbook of the "Ongal" Association,
vol. 23, year XVII. Sofia, II "Rod", 2024, pp. 528-539, ISSN 1311-493X.

But that's not all — Nikolay Barzakov has participated in national and international
conferences, given public lectures, been part of training, seminars (one of the latest, for example,
was in Beijing, at the prestigious China Academy of Culture and Tourism, which I know quite
well from my own experience), performances, projects, symposiums, festivals. All of them directly
and indirectly related to the topic of the thesis. (Detailed reference — see pp.16-19 of the abstract).
All this unequivocally shows Nikolay Barzakov's enormous focus, capacity for work, and
dedication to the scientific, practical, and applied mastery of knowledge, and of course — for the

purposes of the research.

The dissertation thesis is excellently structured, in logical sequence with a categorical

deductive approach.

Chapter One: CONCEPTUAL DIMENSIONS OF GESTURE: ETYMOLOGICAL,
PSYCHOLOGICAL AND THEORETICAL ASPECTS introduces the topic of the thesis, by
thoroughly analyzing and rethinking the ontology of the concept of gesture and more specifically
the key integral gesture in the complex compendium from simple physical movement, non-verbal
act to a phenomenon encompassing multiple dimensions. These are linked to areas of scientific
knowledge in linguistics, cognitive sciences, psychology, philosophy, aesthetics, semiotics
(through the perspective of Foucault, Barba, Deleuze and Guattari), mindfulness schools (Sedona,
Silva methods), Eastern concepts (coming from the broad ancient knowledge of the body-mind-

spirit triad in India, China, Japan, Central Asia). The interdisciplinary framework is undoubtedly



broad, but Nikolay Barzakov truly manages to master it and present his "holistic" reading through
the prism of the vast kaleidoscope of disciplines dealing with the problematic of gesture. The most
essential conclusions are linked to the ideas of textuality in expression, the syncretism of visible
and invisible impulses, which are meaning-generating. A very interesting accent in the chapter is
Israel Aloni's concept of the witness, not only as a path of self-knowledge for the actor, but also
as a kind of "domestication" of this self-knowledge in the subsequent act of embodiment and
readability. Time and space are of particular importance also in the field of perception, subject to
cultural codification. It is not only theatre, in its dramatic hypostasis, that occupies Nikolay
Barzakov. The first chapter also focuses on expanding the field — contemporary choreography,
movement theatre, physical theatre (here Pina Bausch alone is enough to mention, but of course
Barzakov points to other key figures), the overflow and blurring of boundaries. In fact, the
candidate clearly states the understanding of gesture in the boundless field of the concept and
summarizes that gesture is: Not just a means of communication, but a form of thinking, a form of

experiencing, a form of being (quote from p. 71 of the dissertation thesis).

Chapter Two: ARCHETYPES, TRANSFORMATION AND CONTEMPORARY
APPLICATION OF GESTURE IN CINEMA AND THEATRE is central and theoretically
contributory to the dissertation. It expands the research inquiries into a broad cultural-historical
area. It is natural and obligatory to build upon myth and ritual to trace the transformations that
occur from performativity, visual arts (dynamic and static, installations). Particularly essential is
the part related to augmented, added reality, all the so-called "immersive" technologies leading
also to the problematic of the loss of authentic presence. That is — a look into the inevitable
dynamics that will become ever more powerful and surprising in contemporaneity, the role of new
technologies and digital challenges. The foundation of theoretical concepts and methodologies of
Jung, Turner, Eliade, Michael Chekhov, Artaud, Brecht, Grotowski, Barba, Marina Abramovi¢,
Phillip Zarrilli, and last but not least Walter Benjamin, are "harnessed," synthesized, and applied
to the analyses and justifications of the dissertation candidate.

As a film scholar, I would nevertheless like to pay special attention to the part related
to Gesture in Cinema (pp. 102-129 of the thesis). Nikolay Barzakov correctly starts from Delluc's
ideas of photogénie to expand the analyses on the being of gesture in the contexts of film language.

The main concept is related to the realization of an act of translation — the corporeal scenic living



Self into another artistic system, which technologically fixes the actor, but also manipulates
messages through the possibilities of film grammatology. The exposition also focuses on specific
directors and their works - Michelangelo Antonioni, Ingmar Bergman, Federico Fellini, Andrei
Tarkovsky, Alejandro Jodorowsky, and David Lynch. The dissertation candidate's motives in this
selection are as follows: In their work, bodily expression — from the finest micro-gesture to the
overall posture of the body in space, is not just registered, but actively interpreted and loaded
with meaning through the specific use of cinematographic means (framing, camera movement,
montage, lighting, sound). They transform the understanding, function, and impact of gesture in
cinema, turning it into an integral part of the film language itself (p.112 of the thesis). The detailed
and excellently made analyses are related to emotive emptiness, the construction of void
(incidentally — a fundamental concept in Buddhist philosophy influencing aesthetic thinking in
Asian cultures, applied to all arts); The possibilities of the close-up in constructing visual
asceticism and the significance of baring characters (Bergman, Antonioni); The eternal discourse
between theatrical and cinematographic in different creative systems (the contrast Bergman —
Fellini for example); The problems of visual formation and functioning of episodes of oneirism,
surrealism, carnivalesque spectacularity. All the way to the metaphysics of temporhythm and
heightened symbolism of a different order (in Fellini, Lynch, Tarkovsky, Jodorowsky). Where is
the place of the actor's gesture and how/why is it transformed, accentuated, and translated through
the screen precisely in these problematic zones? — these are the main questions to which the
dissertation candidate seeks an answer. And I am categorically of the opinion that he manages to
find and defend them through his text

Regarding this cinema-related part of the dissertation, I have questions:

- Where would you analyze Wim Wenders and specifically "Pina"?

- Given the excellent discourse stated on the West — East axis, why haven't you included

an Asian author who could also work in this context? For example, the Hong Kong
director Wong Kar-Wai would be a wonderful choice in my opinion, but I would be

interested to hear your motives and reflections. Perhaps another author excites you...

Chapter Three: THE INTEGRAL GESTURE IN CONTEMPORARY ART moves from
theory to practical applicability, offering a diverse toolkit (methodology, exercises, etc.) for the

conscious cultivation of the integral gesture in contemporary performing and screen arts. In this



way, the chapter fulfils one of the main tasks of the dissertation — to offer not only a theoretical
model but also practically applicable approaches. (p. 33 of the abstract). I categorically find the
third chapter contributory, especially since it integrates the appended interviews with Julien
Hamilton and Peter Sciscioli and their educational laboratories. The main accents in this part of
the work are related to the analysis of teaching dynamics and achieving concrete, (in)visible
results. Ultimately, the artist achieves self-knowledge and internal transformation through physical
practicum, explores and translates emotion to impact the audience. A very important moment is
the significance of emotional and cognitive resonance in several vectors: performer, acting

ensemble, director, educator, audience, synchronicity with the overall message of the work.

In summary:

The dissertation thesis "PSYCHOLOGY OF GESTURE AND BEHAVIORAL
PERCEPTION IN CINEMA AND THEATRE" by Nikolay Barzakov is an excellently
developed, even diligent work, complex in conception and realization, written with deep
knowledge in the academic field and with a significant authorial scientific-practical
contribution.

It unequivocally demonstrates relevance, purposefulness, good style, erudition, and a
successful attempt at multi-synthesis in a challenging thematic area.

I categorically recommend that it be published as a monograph — it will be very useful
not only for scholars and educators but also for students, doctoral candidates, and specialists
from diverse humanities disciplines, including those related to the East.

I believe that the contributions outlined by the doctoral candidate are fully grounded
to reality.

WITH GREAT PLEASURE, I PROPOSE TO THE MEMBERS OF THE
SCIENTIFIC JURY THAT THE EDUCATIONAL AND SCIENTIFIC DEGREE
"DOCTOR" BE AWARDED TO NIKOLAY VALERIEV BARZAKOYV.

Sofia, 18.05.2025 Prof. Andronika Martonova, Ph.D.
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