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ABTOPE®EPAT Huxonaii bvp3axos

JICEPTALIMOHHUAT TPYJ BEIIE OBCBHAEH HA
PA3IIUPEHO 3ACEJJAHUE HA KATEJIPA ,, TEJJEBU3HMOHHO,
TEATPAJIHO U KHWHOM3KYCTBO » IIPU IOT'O3ATIAJEH
YHUBEPCUTET ,HEO®UT PUJICKU*, I'P. BJIATOEBI'PAJ] HA
18.03.2025 I. U UIE BbJE HACPOUEH 3A 3AILUTA IIPEJ
HAVYHO XYPU. ABTOPBLT E JOKTOPAHT B PEJIOBHA
®OPMA KBbM CBIIATA KATE/IPA.

JIAHHU 3A TUCEPTALIMOHHWS TPY /T

« BPOI1 HA CTPAHULIMTE: 251

« BPOM HA TABJIULIUTE: 1

« BPOM HA LIMTUPAHUTE U3TOYHUILIU: 65

« BPOM HA TIYBJIMKALIMMTE HA ABTOPA T10 TEMATA HA
JIUCEPTALIMOHHWS TPYI: 3 (TPH)

ITYBJIMYHATA 3AILINTA CE IIE CE ITPOBEJE HA 05.06.2025
I OT 10:30 4. HA 3ACEJAHUE HA HAVYHO XYPU B
CbCTAB: I[IPO®. [I-P AH/IPOHUKA MAPTOHOBA, ITPO®. /I-P
BEJIMMWP BEJIEB, [TPO®. /I-P MAPTUH JIUMUTPOB, JOLI. -
P UPUHA KHUTOBA, JIOLl. O-P KPYM MBAHOB, PE3EPBEH
YIEH: [TPO®. JI-P MAPUSHA JIABAPOBA, 1OL1. A-P MUJIEHA
AHEBA.

MATEPUAIJIUTE 11O 3AIIUMTATA CA HA PA3IIOJIOJKEHUE
HA MHTEPECYBAIIIUTE CE B KATEJPA ,,TEJIEBU3MOHHO,
TEATPAJIHO 1 KHHOU3KYCTBO®.
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| OBII[A XAPAKTEPHCTHKA HA JHCEPTAIITHOHHHS
TPY/]

1. Bweedenue ¢ memama

KecThT, KaTO OCHOBEH €JIeMEHT Ha YOBEIIKOTO U3pa3sBaHe U
KOMYHHKAIlAA, 3aeMa LEHTPaJHO MACTO B H3MBIHUTEICKATE U
ekpaHHH Wu3KycTBa. OTBBI MpeAeNnTe HAa YHCTO (U3NIECKOTO
JIBUKCHHE, TOW C€ pasrphbllla KaTO CIOXEeH NCUXO-(PH3UIecKH,
KyJITYpHO-CEMHOTHYEH H© JOpU EK3UCTeHIHaJieH (eHOMEH —
HATOBapeH CHhC CMHUCHI, MPOIUT C EMOLMS, KOJUPAH B KYJITYpPHH
IIPAaKTUKXM U BKOPEHEH B HEBPOJIOTMYHM IIpouecH. Tol € MolueH
WHCTPYMEHT 32 apTHUCTa — aKThOp B KHHOTO W TeaTbpa, TaHIbOP,
nbppOpMBEP — CpEeICTBO 3a W3rpakgaHe Ha o0pas, KaHal 3a
B3aMMOJICHCTBHUE U KaTainu3aTop 3a TpaHcopmanus. B ceBpeMennaTta
enoxa, Oeisi3aHa OT yCKOpsiBallla c€ TUTHUTAJM3alus, MEAUAIHs Ha
MPEXHUBSIBAHETO M MPEU3BUKATEIICTBA TpeJl aBTEHTHYHOTO TEJIECHO
MPUCHCTBUE, HEOOXOAMMOCTTAa OT 3aABI00YeHO pa3dmpaHe Ha
CBIIIHOCTTA Ha YKeCTa, HETOBUTE OPTaHUYHHU KOPEHH M KOMIUIEKCHHUTE
My B3aMMOJICHCTBUSI C HOBaTa peajHOCT NpUAOOHMBa OCTpOTa M
3HAYUMOCT.

Hacrosmusar mucepranoHeH Tpyn ce (OKycupa BBPXY
KOHIIETIIIHSTA 32 HHTErPAJHHUS KeCT — TEOPEeTHIHA PaMKa, KOATO Ce
CTpeMH J1a Tpeojioiiee (hparMeHTapHUTE TOIXO/IU U Ja Pa3Kpure jKecTa
B Heromara LsUIoCT. MHTerpaJHUAT *ecT ce pasliiexkIa He KarTo

H30JIMpaH aKT, a KaTO AMHAMHUYHO, BBIIBTCHO CLﬁI/ITI/Ie, KOC€TO
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oOxBallla HE caMO BHIUMaTa (u3nvecka Gopma, HO U HEBUIUMHUTE
WU3MEpEHHsI Ha BhTPEITHATA MOTHBAIIHS, EMOIMOHATHATA HACHTEHOCT,
KOTHUTHBHUS 3apsi]l, CHEPrUHHHS OTOK U KyITYPHHUS KOHTEKCT. Toit
€ BB3JIOB M3pa3 HAa BBIUIBTEHOTO cb3HaHuWe (embodied
consciousness) — ujesTa, ue yMbT U TSAIOTO Ca Hepa3pUBHO CBHP3aHH,
a MO3HAHUETO, MPEKUBSIBAHETO U JICHCTBHETO ca (DyHIaMEHTAJIHO
3aJI0KCHU B TEJIECHHS OMUT. MHTErpaHUAT JKECT € MOCT MEXKITy
BBbTPENIHNUS CBSAT HA APTUCTA U BHHIIHATA PEATHOCT, IUATIOTHYHO
nojie, KBJCTO C€ CpEIIaT MHCHJI, YyBCTBO, MaMET M HMIIYJC,
MPOSIBSIBAILl C€ HE CaMO B JBIIKCHHETO, HO ¥ B Hepa3pUBHATA MY
BPb3Ka C TUIIAHETO, IJ1aca, MPOCTPAHCTBOTO M Ch3HAHUETO.

WznpaBeH mpej NUIcaTa HA €JHMHEH TCOPETHUYCH MOJEN U
oce3aeMHsl paspuB MEXIy aKaJeMHYHOTO 3HAaHHE W IKMBATa
TBOpYECKA MPAKTUKA, HACTOSIIUAT AUCEPTAIMOHEH TPYI CE CTPEMH
Jia mpeojoyiee Ta3u (hparMeHTANUs, TPEATATAKH XOJUCTHYEH
HHTEPAUCUMILITMHAPEeH moaxoA. CHHTE3MpalKu TPO3PEHHUS OT
dunocodusita  (ocobeHo  (PEeHOMEHONOIUATa),  ICHXOJIOTHATA,
HEBPOJIOTHSITA, AHTPONOJNOTHATA, TEOpHATAa HAa  W3KYCTBOTO,
COMATHYHHUTE TMPAKTHKH U M3TOUHHUTE TPAJUINU, U BepUPHUIMPANKH
TH 9pe3 KAaYeCTBEH aHAJIU3 HA Ka3ycH (33bJ00UeHN WHTEPBIOTA C
BOJICIIH MEXIYHAPOIHN MPAKTHIM) U MPAKTHYECKH J1a6opaTopeH
ONMT, TPYIbT M3rPa’kia MHOTOM3MEPHA TIPEICTaBa 34 WHTETPATHHUSL
JKECT.

Pa3bupaHeTo U KyJITHBUPAHETO HA MHTETPATHHUS KECT, KAKTO

CC aprymMeHThpa TyK, OTBapsd HOBH IIbTUIA 3a MO-AaBTCHTUYHO H
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Bb3/1eliCTBAIIO CIEHMYHO " €KPaHHO NpUCHCTBUE,
3a 3aAbJI00YaBaHe HA KOMYHHMKANMATAa CbhC 3pUTeIs U
3a U3cJIeABaHe HA CaMHUsl YOBEIIKM OIUT B HEroBara cjoxkHOCT. [1o
TO3U HaYWH, TEMaTa IIPUTEKaBa HE CaMO TEOPETUYHA CTOMHOCT, HO U
CBIIECTBEHO  IMPAKTUYECKO 3HAYEHUME 3a  Pa3BUTHETO  Ha
M3I'BIHUTEJICKATE U3KyCcTBa U nenarorukara B XXI BexkXKecTbT, kKaTo
OCHOBEH €JIEMEHT Ha YOBELIKOTO M3pa3sBaHE U KOMYyHUKALHs, 3aeMa

HEHTPAITHO

2. 3nauumocm u axmyannocm na memama

Temata Ha nucepranuonuus tpyx, ""Ilcuxoiorusi Ha KecTa
U MOBeJAeHYECKO BH3NMPHUATHE B KHHOTO W TeaThpa', MpuUTekKaBa
HEOCIIOpYMa 3HAYMMOCT M aKTYaJHOCT B ChbBPEMCHHHUS HAy4YeH U
KyJITYpeH KOHTEKCT. B TeopeTWdeH TWJaH, W3CJICABAHETO Ce
¢dokycupa BbpXy (GYHIAMEHTAJICH AacleKT Ha  YOBEUIKOTO
CBIIECTBYBaHE — JKeCTa, KOWTO € HEOTACIUM €IEMEHT OT
KOMYHUKaIUATA, U3pa3siBaHCTO HA CMOLMU U UIEHU, U OT CBIIHOCTHO
3HaYCHUE 33 WBIBIHUTEICKATE W3KycTBa. Pa3OupaHeTo Ha
TICUXOJIOTHYECKUTE W HEBPOJIOTUMHU OCHOBH Ha JKECTa, HEeroparta
poJiisi B CH3AABAHETO HA CMHCHJ, BB3ACHCTBHE U ECTETHYCCKO
MIPEKUBSBAHE, NPEACTABIABA KIIOYOB CJICMEHT 3a Pa3BUTHETO Ha
XyMaHUTapHUTE HayKH M 3a T[0-33JbJI00YEHOTO TO3HAHHE 32
YyOBEIIKaTa Mpupojaa. TeMara ce OTJIMYaBa C MHTEPAUCIUILUIMHAPEH
xXapakrep, oOeaUHSABAII 3HAHUS W METOMOJIOTHH OT (uiocodusTa,

MCHUXOJIOTUATA, HEBPOJIOIUATA, aAHTPOIIOJIOrvuATa, TEOpHATA Ha
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M3KYCTBOTO, TEAaTPO3HAHHWETO, KHHO3HAHHETO W COMATHYHHTE
MPaKTUKH, KOETO € B Ch3BYYHE ChC ChBPEMEHHUTE HAyYHU ThPCEHUS,
CTpEMSIIM CE KbM HWHTETPATHMBEH W XOJUCTHYCH TMOJXOM MpHU
u3cleaBaHe Ha CIOXHU GeHoMmeHu. ChIICBPEMEHHO, M3CIICIBAHETO
aZipecupa akTyajeH H3CJACJOBATEICKH  IpoOIeM, CBBpP3aH C
HEOOXOIMMOCTTA OT TPEOIOJISIBAHE HA JIUIICH B CHIIECTBYBAIUTE
W3CIIC/IBAHUSL HA JKECTa M OT H3rPaXJaHE Ha MO-IUIOCTHA U
HIOQHCHPaHAa KaPTHHA, KOSITO J]a OTYHUTA HErOBaTa MHOTOM3MEPHOCT U
KOMITJICKCHOCT B KOHTEKCTA Ha U3MBJIHUTEIICKUTE U3KYCTBA.

B npakTHYecKM IUIAH, JUCEPTAlMOHHUST TPYyA € OT
CBIUIECTBEHO 3HAYCHHE 32 YChBBPIICHCTBAHE HA aKThOpCKaTa
MOJITOTOBKA W M3ITBJIIHEHHE, KATO Tpejjiara HOBU METOJM ¥ TEXHUKH
3a KyJITHBHpaHE HAa TEIECHOTO OCh3HABaHE, OCBOOOXKIABaHE OT
Hampe)keHWe W OJIOKaXH, KyJNTUBUpaHE HA MPUCHCTBHE W
KOHIICHTpAIHS, pa3lINPABAHE HAa U3PA3HUS PEIIEPTOAp U MOI00PABaHE
Ha KOMYHHUKAIHUATA ChC 3pUTeIIs. Pa30upaHeTo Ha MCHXOIOTHIECKUTE
W HEBPOJOTMYHHWTE aclleKTH Ha JKecTa MOXe Ja o0oraTH
pexUChOpcKaTa paboTa U Ja BABXHOBH Ch3JABAHETO HA HOBU (OPMHU
Ha M3KYCTBO, HHTETPUPAIIN JBUKCHHE, 3BYK, BU3YATHH €ICMCHTH U
JUTUTATHA TEXHOJIOTHM 10 WHOBATUBHM HauwHW. Herro moseue,
TeMaTa mpuao0uBa 0coOeHa aKTyaJHOCT B JIUTUTAJIHATA epa, KOSTO
paguKamHO TpaHCc(hOopMHpa HAYMHA, IT0 KOWTO 0OITyBame, Ch3aaBamMe
U BB3NpUEMaMe W3KycTBO. M3cienBaHeTo Ha BIUSHHETO Ha
JUTUTATHUTE TEXHOJOTMU BBPXY JKECTa U ThPCCHETO Ha HOB

HUHTCIpaJIiCH XCCT B KOHTCKCTA Ha BHPTyajlHaTa PCAJIHOCT Ca OT
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KJIIOYOBO 3HAYCHHUE 3a OBCIICTO Ha M3ITBIHUTEICKUTE U3KYCTBA U 3a
3ama3BaHe Ha YOBEIIKOTO MPUCHCTBHE M aBTCHTUYHOCT B €MOXa Ha
TEXHOJOTHYHA Meauanusa. He Ha mociaegHO MSCTO, H3CIEIBAHETO
MMa COIMAITHA 3HAYMMOCT, TOTIPHHACSIKY 3a T0-00p0 pa3doupaHe Ha
YOBEIIKAaTa KOMYHHUKAIMS, 32 KyJITHBHpPAaHE HAa CETUBHOCTTa W 3a
W3cje/IBaHe Ha HOBM IThTHINA 3a TBOPUSCTBO M ceOemosHanue. B
3aKIIIOYCHUE, TEMATa 3a IICUXOJIOTHATA Ha YKECTa U IOBEICHUYECKOTO
BBE3MPHUIATHE B KHHOTO W TeaTrbpa € TCOPETHYHO 3HAYNMA,
MPAKTHYECKH MTOJIE3HA U AKTYyaJTHA B ChBPEMEHHHUS CBAT, TIpe Iaraiiku
LIEHHU TPO3PEHUS W HACOKU 32 PAa3BUTHUETO HA H3MBIHUTEICKUTE

U3KYCTBA U 3a 10-IbJI00KO pa3drpaHe Ha YOBEIIKATa IPUPOJIA.

3. Cvcmosnue na uzciedsanus npoonem

Bwnpekn 3HaunTenHHs 00€M OT HAayYHH W3CJIEIBaHUS,
MOCBETCHNW HA ECTa OT PA3IMYHHU JUCIMIUIMHAPHU TIEPCIICKTUBH,
CBIIECTBYBa OTYETIUB JehUIMT B pa3OMpaHETO Ha HEroBaTa
KOMIUIGKCHA pOJii M MHOIOM3MEpPHa MPUPOJAa B KOHTEKCTa Ha
U3ITBJIHUTEIICKUTE U3KYCTBA, 0COOCHO B C(hepUTE Ha KHHOTO U TeaThpa.
ChInecTBYBAIIUTE U3CIIEABAHUS, YECTO ce (GOKYCUpPAT BbPXY OTICITHH
acrieKTH Ha  JKecTa —  KOMYHHUKATHBEH, TMCHXOJIOTHYECKH,
HEBPOJIOTHYEH WM KYJITypOJIOTUYECH — O3 J]a 00XBamiaT IsuI0CTHATA
KapTHHa Ha HeroBaTa (YHKIHS B CLIEHUYHOTO U3KYCTBO.

JluncBa us/I0cTeH MOAX0A KbM HM3CJI€/IBAHETO HA JKecTa,
MPU KOETO CE€ TPOMYCKAT BAXKHU B3AMMOBPB3KU M CHHEPTUU MEXKITY

pasnnuHuTe My usMepeHus. lIlogxon, koiito na uHTErpupa
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¢bunocodcku, TCUXOJIIOTHUECKH, HEBPOJOTUYHHU, KYITypHH H
IPAKTUYECKH aclleKTH B €AMHHA paMKa 3a aHajn3. ChllecTByBaIIUTE
TEOPETUYHM MOJENIM YeCTO He OT4YMTaT crenudukara Ha
M3IIBJIHUTEIICKATE U3KYCTBA, KBAETO JKECTHT HE € mpocTo ¢opma Ha
HeBepOaiHa KOMYHHKALIUS UJIM U3pPa3 Ha eMOLIUH, a Ce MIPEBPbILA BbB
(yHIaMeHTalleH eNeMEHT Ha XYyJOXEeCTBEHOTO IPEKHBSIBaHE,
CPEICTBO 3a Ch3AaBaHE HA CMUCHI, aTMOC(epa U Bb3ACHCTBUE BBPXY
3pUTE.

Orpannyenust ce HaOmogaBaT W B [paKTHYECKaTa
HAcOUYEHOCT Ha M3Cie/IBaHuATa. MHOIO OT CBhIIECTBYBAIINUTE TPYIOBE
ca MpeIuMHO TEOPeTHUYHH, 0e3 Ja mpeisararT KOHKPETHH METOAU U
yIpakKHEHMs, KOUTO Aa ObJaT NPHIOKEHH B aKThOPCKATa OArOTOBKA
U PEeXUChOPCKATa NpakTHKa. JIumcmatr w3cineaBaHMs, KOUTO Ja ce
(hoxycupaT BbpXy pa3pabOTBaHETO Ha MPAKTUYECKA HHCTPYMEHTH 3a
KyJITUBHpaHE Ha MHTETPalHUA JKeCT, 3a pa3lIMpsBaHe Ha U3pa3HUTE
BB3MOXKHOCTH Ha aKTbOpa U 3a IOCTUraHe Ha M10-AbJIOOKA BPb3Ka C
myOnuKaTa.

B nombnHeHue KbM T€3HM TEOPETUUHH U IPAKTUYECKU HYXKIH,
CBILECTBYBA W AKTYyaJIeH H3CJIeJ0BATEJICKH NMPo0JieM, CBBP3aH C
BIMSHUETO HAa JUTHTAJHATa €pa BBPXY JKECTa B U3MBIHUTEICKUTE
N3KYyCTBaA. HapnuzaneTo Ha JAUTUTAJIHUTE TEXHOJIOTUW U BUPTYaJIHaTa
peasHOCT MOCTaBs MO/ BBIIPOC TPAAWIIMOHHUTE MPEACTAaBU 3a TSIIO,
IPUCHCTBUE, ABTEHTUYHOCT M KOMYHMKAIUS, KAaTO CBHIIEBPEMEHHO
OTBapsi HOBU XOPU30HTH 32 TBOPUECTBO M M3passiBaHe. HeoOxonumo e

Ja C€ U3CJIC/IBa KaK JUTUTAJIHATA Cpeaa Tpchq)opMHpa KECTa, KaKBU
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HOBH (OpMH Ha JKECTOBa W3PAa3HOCT CE TIOSBSBAT U KaKBH
MPEeIN3BUKATEIICTBA BH3HUKBAT IIPE/I U3ITBIHATENNTE B KOHTEKCTa Ha
JUTHATATHATA epa.

Hacrosmusar nucepTanMoHeH TPyA c€ CTPEMH Ja 3ambiHH
TE3W CBHIIECTBEHH INPA3HOTH B H3CIEIOBATEICKOTO TMOJIE, KAaTo
npeara HHTepPAMCHUIIMHAPEH MOAX0/X KbM H3CTIeIBaHe Ha jKecTa
B HM3MBIHUTEICKUTE HM3KyCTBAa. Upe3 BBHBEXKIAHETO HAa IOHSATHETO
"MHHTEerpajeH JKecT', AHUCEpTalusATa Ce€ CTPEeMH Ja HaIXBbpJu
PENYKUIMOHUCTHYHHUTE AeHUHULUN U A2 Pa3Kpue MHOTOM3MEpHATa
OpUpoAa Ha KecTa, CHHTE3Upanku (UI0COPCKH, TICHXOIOTHIECKH,
HCBPOJIOTUYHU, KYJITYPHHU M TMPAKTAYCCKU aCIICKTU B CAHWHHA
M3CcIeloBaTeNicka pamMka. TpyapT mpemiara HOBH TEOPETHYHH
KOHIIENIINHA, OCHOBaHW HA JIMYEH W3CIEAOBATEIICKA ONUT, W
pa3paboTBa KOHKPETHH METOIU W YNPaXHEHHS 3a KyJITHBHpaHE Ha
MHTETPaJIHUS KECT, HACOYCHU KbM aKThbOPHU, PEXKUCHOPH, TAHIILOPU H
nbpOpPMAHC apTHCTH. B OTroBOop Ha aKTyaJHHTE TEHICHIUU B
JMTUTAIIHATA epa, JucepTanuira ce GOKycupa BbpXY BIUSHUETO Ha
TUTUTATHATE TEXHOJIOTWH W BUPTyaJHATa PEATHOCT BHPXY JKecCTa,
W3CIIeIBANKH KaKTO HOBUTE BB3MOXKHOCTH, Taka ©
NPEIU3BUKATEIICTBATa, KOUTO T€ MOCTAaBAT MPEN U3IMIBIHUTEICKUTE
u3kyctBa. [1o To3u HAYHMH, HACTOSIIHST TPY/I C€ CTPEMH JIa IOTIPHHECE
3a TO-TTBJIHO, 33ABJI00YEHO W MPAaKTHYHO pa3dupaHe Ha KecTa B
M3ITBITHATEJICKUTE M3KyCTBA, OTTOBAPSIKN Ha Halle)Kalla HYXXAa OT
KOMIUIGKCHO W HMHTEPIUCIHUILNIMHAPHO HW3CJIEBAaHE HAa TO3U

(bYH,I[aMeHTaHGH ACICKT HAa YOBCUIKOTO U3pa3dBaHC.
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4. Ilen u 3a0auu Ha u3zcied8anemo

OcHoBHa mes: [la ce wu3cienBa HHTErPAHUAT JKECT B

M3ITBITHATEIICKUTE HM3KyCTBa (TeaThp, KAHO, TaHIl, IMbpPopMaHc) B

HEroBaTa MHOI'OILUIACTOBA HNpHUpPOAda — KaTo (bI/ISI/I‘IeCKO I[eﬁCTBHe,

TMCHUXOJIOTMYCCKU U3pa3, HEBPOJIOTUYCH ITPOLUEC, KYJITYPCH (bCHOMCH u

CpEJICTBO 3a KOMYHUKalUs U Bb3JECHCTBHE.

[TocTuranero Ha Ta3u e MPEIOIPEIEI TOCIEI0BATEIIHOTO

pemaBaHe Ha CICIHUTC U3CJAE€A0BATEJICKHA 3aJa4YN:

1.

Ja ce nedpuHupa noHATHETO ''MHTerpajeH :kect" u na ce
pasrpaHuyd OT OOMKHOBEHOTO IBIJKCHHE W OT JIPYTU CBBP3aHU
MOHATHS (MUMHUKA, 11032, TAHTOMUMA).
Ja ce aHanm3upaT NCHXOJOTHYECKHTE M HEBPOJOrHYHHUTE
MEXaHU3MHU Ha #KecTa, KaTo ce 00bpHEe BHUMAHUE Ha!
- Bpvsxama meosicoy sicecm u emoyust, Hamepenue, MUcob.
- Ponama Ha evnavmeHomo cuv3HaHue U HOOCH3HAMETHUmME
npoyecu.
- Mexanusmume Ha eMnamuama u 8b3NpUAMUEmMo Ha Hcecma om
Cmpana Ha 3pumens.
- Bausanuemo na paznuunume cemusa.
Ja ce u3cnensaT KyJTypHHTE H HCTOPHYECKHTE H3MEPEeHHA Ha
JKecTa, KaTo ce 00bpHEe BHUMaHHUE Ha!
Emumonocuama na mepmuna "sxcecm”.

Bpwvsxkama meorcoy scecm, pumyan, mum u obpedHocm.
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- Paznuunu meopemuynu nooxoou Kvm dxcecma (ghenomeHnonozus,
NOCMCmMpYyKmypatu3vm, Usmounu guiocogui).

4. Jla ce anamm3umpa cmemuuKaTa Ha KecTa B KHHOTO H
BJIMSIHMETO HA JUTHTAJHUTE TEXHOJOTHH BEPXY HETO.

5. la ce um3cmenBa paboraTa ¢ »KecTa Ha KIIOYOBH (QHUTYpPH B
chbBpeMeHHMsI TeaThbp, KHHO M Mbppopmanc (Muxann Yexos,
Wexu I'porosckn, Eyxenno bap6a, Mapuaa A6pamosny, Oummn
3apunm, Anexanapo Xomoposcku, [ewBun JIung) u apyru.

6. Jla ce mpemiokaT MPAKTHYeCKH METOAM M YNPa:KHEHHs 3a
KYJITHBHPaHe HA HHTErPAJHHSA KeCT B AKThOPCKaTa MOATOTOBKA.

7. a ce wu3cneABaT HA4YMHUTE, MO KOUTO pa3IMYHUTE CETHBA,
CHHECTE3HATa M MPOCTPAHCTBOTO YYacTBAaT B IIIOCTHOTO
BB3NPHUATHE U U3ITBJIHCHHE HA KeCTa.

8. Jla ce mHTerpupar M3TOYHM MPAKTHKH KaTo Hora W Tail-uu B

KOHTCKCTa Ha U3CJICABAHCTO HaA XKECTA.

5. Memooonozua Ha uscinedsanemo

MeToon0ruaTa Ha HACTOSIIOTO M3CIeIBaHE C& OCHOBAaBa HA
WHTEPANCIUILINHAPEH TTOAXO0M, ChUeTaBalll TCOPSTHUCH aHald3 Ha
JTUTEpaTypHH  W3TOYHWUIM B  obmactra Ha  Quiuocodusita
(dbenomeHomor M, MOCTCTPYKTYPaIU3bM), IICUXOJIOTUATA
(KOTHUTHBHA IICUXOJIOTHS, MICUX0aHAN3a), HEBPOJIOTHUSTA,
AHTPONOJIOTHITAa W TEOpHsITa Ha W3KYCTBOTO (TeaTpo3HaHHE,
KHHO3HAHME, N3KYCTBO3HAHNE), C EMIUPHUCH aHAJIN3 Ha IPUMEPH OT

TeaThpa, KHHOTO, TaHIa 1 TbpopMaHca (CIEKTaKIH, (PUIIMH, 3aITHCH).
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W3nomn3Ba ce CpaBHHUTENCH aHAIM3 Ha Pa3IMYHH TCOPETUIHU
MOCTAaHOBKH U MPAKTUIECKA METOJH, CBHP3aHU C JKECTa, IOMBIHEH OT
(heHOMEHOJIOTHYEH aHANN3, BKIIIOYBAI UHTPOCHEKIMS U pediekcust
BBPXY COOCTBeHHS OMUT. KITIOYOB €JEMEHT OT METOMAOJOTrHsATa €
MPAKTHYECKOTO M3CJCABAHE Ype3 ydacThe B YBPKIIOIH, ATCIHETa,
PETETHIIMOHHN TIPOLIECH, KaKTO W TPOBEKIaHE HAa CaMOCTOSTENIHA
nabopatopHa paboTa ¢ )KecTa, ¥ MPOBEXKIAaHEe Ha HUHTEPBIOTA C BOJICIIIN
NPaKTUIM U TEOPETHIM B 00JACTTa HA M3MBJIHUTEICKUTE M3KYCTBA.
To3u MHOTOCIOCH MOAXO/ IIEJIH 1a OCUTYPH ISUTOCTHO U 33 1bJI00UYCHO
pasOupaHe Ha WHTETPAJIHHUS KECT B HEroBaTa CJIOXKHOCT U

MHOTOHU3MEPHOCT.

6. PaGoTHa XMIoTe3a Ha M3CJIeIBAHETO

JucepralluoHHUAT  TpyX  M3XOXZa  OT  CJEAHAaTa
OCHOBOmNoOJarama paboTHa xumoresza: MHTerpajHuaT  KecT,
JeQUHUpaH KaTo LEeJIeHaCOYCHO, EKCIPECHMBHO W  CMHCIOBO
HATOBApPEHO AEUCTBUE, KOETO € U3pa3 Ha BhIUIBTEHOTO Ch3HAHUE U CE
pasrpbhlla B THAIOT MEXTy BHTPEIIHUS U BHHIIHUS CBST HA apTUCTA,
HOJUIEKH Ha CHh3HATEJHO KyJITHBHPAHE Upe3 CHeLU(UIHN METOAU U
ynpaxHeHus. ToBa KylITUBUpaHe BOAM [JO paslIMpsIBaHE Ha
U3pa3HUTE BBH3MOXKHOCTH Ha HW3IBJIHHUTENS, 3aJbj0oyaBaHe Ha
BPB3KaTa My ChC COOCTBEHOTO TSUJI0, Ch3HAHWE U €MOLMH, U B KpaliHa
CMeTKa — JI0 TOCTHTaHe Ha I0-aBTEHTHYHO, BB3JEHCTBAIIO U
TpaHC(HOPMHPALIO CLEHUYHO, PECIICKTMBHO €KPaHHO, NIPUCHCTBUE.

Xwurmoresara ChbAbPiKa HAKOJKO KIIFOUOBH aCIlICKTA, KOUTO CC nojiarat
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Ha OOCTOMHO M3clie/iBaHe M JIOKa3BaHE B XOJa Ha JUCEPTAIMOHHHUS
Tpyx. IIbpBO, IOCTY MpAa Ce CHIIECTBYBAHETO HA "MHTETPAJICH KECT",
KOWTO HAJXBBPISA KOHBCHIMOHAIHUTE pPa30OMpPaHUs 3a KECTa Karo
(hu3uuecko NBYKEHHE WM HeBepOalieH 3HaK, KaTo ce Halisra Ha
Herosata MHOTOU3MEPHOCT, oOxBaraiia (usnueckwy,
TMCHUXOJIOTUYCCKU, KYJITYPHH U €K3UCTCHIIUAIHA aCIICKTU 1 I[T)J'I6OKaTa
MY CBBP3aHOCT € BBIUTBTEHOTO Ch3HaHUE. BTOpo, Xumnore3ara TBbp/Y,
Ye MHTETPAITHHSAT KECT He € MPOCTO CIIOHTAHHA MPOsIBa, a TOJJICKH Ha
Ch3HATEIHO PA3BUTHE W YCHBBPIICHCTBAHE 4Ype3 IeIeHacOYeHa
pabota W mpwiaraHe Ha crnenuUYHH TPAKTHKH. ToBa OTBaps
BB3MOXHOCTTA 3a O6y‘IeHI/IC U YCBBBPIICHCTBAHEC B M3KYCTBOTO Ha
JKecTa, KOETO BOJAW JIO pa3llUpsBaHe HA HM3pa3HHs peneproap Ha
U3MbIHUTENNTE. TpeTo, momdyepTaBa ce, 4e KYJNTHBHPAHETO Ha
WHTETPANHUS JKECT BOJM JO 3aabl00YaBaHe Ha Bpb3KaTa Ha
U3ITBJIHUTENSI ¢ HETOBOTO TSJIO, Ch3HAHUE M EMOIIMH, TPECTABSIHKH
paboTaTa C jkecTa He IPOCTO KaTO BBHITHA TEXHUKA, a KaTO BT KbM
cebemno3Hanue U BbTpelIHa TpaHchopMalys. YeTBbpTo, XUIIOTe3aTa
YTBBPIK/IaBa, Y€ YCHBBPIICHCTBAHETO HA WHTETPATHUS JKECT BOAU 10
MOCTUTaHE Ha MO-aBTEHTUYHO, BB3JACHCTBAIO U TpaHCHOpMUpAIIO
MPUCHCTBUE Ha CIIGHATa WIM €KpaHa, KOETO TII03BOJIsIBAa Ha
UBIIBJIHUTCIIL Oa KOMYHUKHPaA HO'C(i)eKTI/IBHO CbC 3puTCIA, HOa
IMpEaAN3BHUKBA HO'JIT)J'[6OKI/I €MOIIMOHAJIHU U KOTHUTUBHHU PCAKIIUU U Jla
Ch3/1aBa TO-3aMOMHSIM C€ MPEXKHBSIBaHHUS. 3a Jla ce MPOBEpU U
JIOKa)Ke BAJMIHOCTTA HA Ta3W MHOTOACIEKTHA pabOTHA XHIOTE3a,

JAUCCPTALIMOHHUAT TpPYHd Ipujiara KOMIUICKCEH METOHOJIOTMYCCKU
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MOJIXOJ, BKIIOYBAIl TEOPETHUYEH aHalN3 Ha CBhIIECTBYBAIH
MOCTAaHOBKM M KOHIICTIIIMH, CBBP3aHH C JKECTa, OT pPa3NHYHH
JTUCIUIUTHHAPHU TEPCIIEKTUBY; EMIIMPUYEH aHajIu3 Ha MPUMEPH OT
TeaThpa, KMHOTO M Jpyrd (OPMHU HA H3NBIHUTEICKO H3KYCTBO;
MPAKTHYECKO W3CIe/IBaHe, BKIIFOUBANIO pa3pab0oTBaHe U TECTBaHE HA
KOHKPETHU MCTOOU U YIIPAKHCHUA 3a KYJITUBUPAHEC HA MHTCTPATHUA
JKECT, W TPOBEXKJAaHE HAa WHTEPBIOTA C HW3THKHATH NPAKTUIN H
TeopeTnii B oOjactra. KpailfHata mem € 1a ce IpemoCTaBAT
yOeIUTEeTHN apryMEHTH M JI0Ka3aTelCTBa, MOJKpeNsIy paboTHATa
XUIOTe3a, W Ja Cce JEMOHCTpUpa CBHIIHOCTTA, 3HAUYCHHETO U

IMOoTCHIMAJIa 3a Pa3BUTUC HA MHTCTPAJIHUA KECT B KUHOTO U TC€aTbhpa.

7. OOXBaT M 00€KT HA U3CJeABAHETO

OOXBaThT Ha U3CIEABAHETO € CBCPEJAOTOUYCH BBPXY
WHTETPAITHUS KECT KaTO OOEKT B KOHTEKCTa Ha WU3ITBIIHUTEICKUTE
W3KYCTBa — T€aThP, KHHO, TAaHI] U TbpGOpMaHC — KaTo Ce pasriieikaia B
HEroBaTa  MHOTOM3MEPHOCT:  Karo  (pU3MYecKo  JIeHCTBUE,
MICUXOJIOTHYECKH H3pa3, HEBPOJIOTUYCH MPOIiec, KyJITYpeH (heHOMEH 1
CpEICTBO 32 KOMYHHKAIH M Bb3eicTBHe. M3cnenBanero obxBaia
KaKTO TEOPETHYHUTE AacCleKTH Ha HKeCTa, Taka W MPaKTUIECKUTE
METOJM 3a HETrOBOTO KYyJITHBUpPaHE, KaTO CE aHaU3UPaT KaKTO
KJIAaCUYECKU, TaKa U ChBpeMeHHU noaxoau. ['eorpadcku u KyJITypHO,
W3CJIeIBAHETO O0XBallla MPUMEPH U TEOPETUYHU ITOCTAHOBKH OT
3armaiHu ¥ M3TOYHU TPAIHIINA, ThPCEHKN YHUBEPCATHN TPUHIIUIIHN, HO

U OTYMTAlKM crnequpUUHUTE KyJATYPHH KOHTEKCTH. BpemeBusAT
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00XBaT BKIIOYBAa KAaKTO MCTOPUYECKH AaCMeKTH (EeTUMOJIOTHS,
pUTYaTHH TIPaKTUKH), Taka W CHBPEMEHHW TEHIEHIIMH B
W3ITBIHATEIICKUTEe W3KYCTBA W HAyYHUTE H3CIEIBAHHS, , KaTO Ce
OTYUTAa W BIMSHHETO Ha JUTUTATHUTE TEXHOJOTHM BBPXY
TpaHcOpMaUsITa 1 IPOSBICHUETO Ha kecTa. l3crienBaneTo He ce
OrpaHHMYaBa /0 KOHKpPETeH >aHp WIM CTHJ, a oOXBamia IIHPOK
CIIEKTBP OT M3pa3HU (OPMH, B KOUTO KECTHT UTPAE KIIOYOBA POJIS.
B3ema monm BHMMaHWE W H3CNefBa BpPB3KaTa MEXIY pazIHIHHUTE

JA5J10B€ Ha U3KYCTBOTO- KMHO, TCAThp U m,p(bopMch.

8. Amnpo0anus Ha pe3yJTaTUTe OT H3CJIEABAHETO
Amnpobanysita Ha pe3yNTaTUTE € HalpaBeHa Ype3 yyacTus Ha
pa3iMYHM  HAIMOHANHH W MEXIYHapoJHW  KOoH(DepeHIuH,
peanu3upaHu CHEKTaKId, (DOpyMH, MPOEKTH W OOYUYSHHUS, KaKTO
cJacaBa:

e 3necena nexuus Ha International Federation for Theatre Research
(IFTR) 2024 Conference kpm Cambridge Core cbc 3armaBue ,, The
Tragedy of Imagination: Navigating Artistic Vision in a World of
Distraction, Procrastination, and Superficial Trends “. 15.07.2024 -
19.07.2024 r., Manwnna, OuIunmmHATE

e Yuactue B cummno3uyMm Theater Management and Advanced Talent
Training for the “Belt and Road” Countries. 15.10.2024 - 28.10.2024
r. [lexun, Kuraii.

e Yuactue B IETM Sofia Plenary Meeting 2024 ¢ nbpdopmanca ,,One,

two”, o nokana Ha IETM - International network for contemporary
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performing arts, 12.06.2024 - 15.06.2024 r., Codus, Bwirapus.

https://www.ietm.org/en

e Vuactue B MexayHapomHust (ectuBan December Dance 23 ¢
nbpdopmanca ,,0One, two”, 07.12.2023 - 17.12.2023 r., bprox, benrust.
e Yuactue B MexayHapomuus ¢ectuBan International Documentary
Film Festival Amsterdam (IDFA) 23 ¢ nekuus u mspdopManc, TeMa
Phenomenal Friction; 08.11.2023 - 19.11.2023 r., Amcrepaam,

Xonaunaus, https://www.idfa.nl/en/

e Yuactue B mbpdopmanc naboparopus ,,Sound Body“ B
cbrpyaaudectBo ¢ Iutep [Humonu (USA) u 3opuuiia CrosHOBa
(BG/USA), 2024.

e YyactHuk B cpemure Trilateral Artist Share, apructuden oOMeH Ha
HE3aBUCUMHU  apTuctd oT bearapua, VYarapus u CAIl,
CorpynauyectBo ¢ BodyMeld — Sofia, Workshop Foundation —
Budapest u Philadelphia Dance Projects — Philadelphia. 2023.

eB memuyma Ha ¢ororpadusta - crnedyenena Bronze Award B
kateropusira Portrait Creative 2023 Annual Final Winners, WPE
International Photography Awards. 2023.

e Yyactrie B TaHmoB mephopmanc Onetwo. Codwus, berrapus:

xopeorpad Xpuctusia bakanos, 2023.
e Yyactue B npoekra Pure. Codust, brirapus: xopeorpad Xpuctusx
Bbakanos, 2023

o [TspdopMbp B TaHI[OBHTE crieKTakIH ., My Head Will Burst “ u "Let’s

talk about love" B cweTpyanuuecTBo B KuTaiickus xopeorpad SHr

Velxus mol My3uKallHus chIpoBoj Ha kuBo Ha Cs FOsaH. Kuraif,
17
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Bwirapus: choreogr. Yang Weijia, 2023. Derida Dance Center, Cogwus,
14.07.-03.08.23.
e YyacTe B €IHOCEJIMHYCH HMHTCH3UMB M Ibpdopmanc ¢ J[xynueH
Xamunreh (Julyen Hamilton). ,,Tearpanaun mexanusmu: PaGora c

obekTr”, Codus, 23-27.05.23 https://julyenhamilton.com

e Y4aCTHUK B MHOKECTBO paboTHu arenuera ¢ ITaomo Hamm (Paolo

Nani, Italy/ Denmark), 2023-2024 https://www.paolonani.com

e YyacTHUK B paOOTHH aTenuera u uHTeH3uBHU ¢ V3paen Anonu (Israel
Aloni, Sweden), 2023-2024

https://www.sydneydancecompany.com/people/israel-aloni/

e Yuactue B emHoceIMHUUEH HMHTEH3UB “Poetic Movement — working
with the wisdom of the body” csc Ctuii batc (Steve Batts, CeBepna
Wpnanpus), kato pesugeHtr B BodyMeld Performance Research

Academy 2023, Codus, 15-19.05. 2023 https://echoechodance.com

e Yuactne B enmHoceqmuueH wHTeH3WB “Expanding Perceptions —
WHCTPYMEHTH 3a TAaHIIOBO Kommo3upaHe ¢ Meran bpumk (Megan
Bridge, USA), kato pe3unent B BodyMeld Performance Research
Academy 2023, Coous, 01-05.05. 2023
https://www.thefidget.org/megan-bridge

e Yyactue B enHocenMuyeH wuWHTEH3UB “‘Movement and Voice
Compositions” ¢ ITaono Yunronanu (Paolo Chingolani, Uramus),
kato pe3unaeHT B BodyMeld Performance Research Academy 2023,
Codust, 23-26.04.2023. https://www.paolocingolani.com

e Intensive Hod: Tarubop B xopeorpadcka madoparopus ¢ JJlanu Kepac

(UK), 3apppuinna ¢ mpeacTaBsiHE Ha PE3YJITaTUTE OT TBOPUECKOTO
18
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uscnensane, JIBmwkenuecka mabopatopus ,,XOH“, Codwus, 18-
28.04.23.

e Y4yacTHUK B IpeicTaBieHUeTo ,,Everything or nothing”, cbBMecTHa
pabota c TBopueckus konektuB Forced Entertainment (UK), PLICU
TomonenTpana, Codus, 01-04.04.23.

https://www.forcedentertainment.com

e Yuacte B eaHocenMuyeH uHTEeH3uB “‘Dancing speech, speaking
dance” cwbc 3opamma CrosHoBa (USA/BG), kato pesufeHT B
BodyMeld Performance Research Academy 2023, Codus, 13-17.03.
2023. https://www.bodymeld.org

e YyacTre B emHOCeIMHYEH HHTEH3HB ““Voice as Movement” ¢ I[TuTwp
HIumomnu (Peter Scicioli, USA), xaro pesunent B BodyMeld
Performance Research Academy 2023, Co¢wus, 06-10.03. 2023.

https://movementresearch.org/people/peter-sciscioli/

¢ [IsphopMbp B IMEpcHBHO MepopMaTHBHATA BU3YyaTHA HHCTAAIUS
PRAXIS, pex. Xpuctuan bakanos, Codus, 2023.

e Vyactue B TaHimoB mepdopmarc Unreal. Codwus, Bboarapus:
xopeorpad Xpuctusu bakanos, 2022.

e 11 MHOTO IpyrHU.
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1. CTPYKTYPA HA JTUCEPTALHMOHHUA TPY [

JucepTaniMOHHUAT TPY/ CJI€ABA KIACHYeCKa CTPYKTYpa 1
ChIBbP:KAHHUE, XAPAKTEPHU 32 TAKHB THUIT HAYYHH Pa3paO0TKH, KaTo Ce
ChCTOU oT yBOZI, Tpu TJ1aBHU, 3aKJIIOYCHUC, IMPUHOCHU Ha
JICEPTAUOHHOTO M3CIIEBAHE, CIIUCHK HAa TAOIHUIIUTE, IPUIIOKEHHUS,
CIHUCHK HA M3MOJI3BAHUTE W IUTHPAHU U3TOYHHIU, QuiaMorpadus u
CIHUCHK HAa MyOMKAIIMMTE HAa aBTOpa MO TeMaTa Ha JHCEPTAIIMOHHUS
TpYyXA.

B yBoma Ha jucepTalMOHHUS TPYHN € IpejcTaBeHa
KOHIICIIIIHITA Ha U3CIIEIBAHETO, KATO C€ 000OCHOBABA aKTYaTHOCTTA
Hay4YHaTa 3HAYMMOCT Ha TemMaTta. OCBEH ToBa ca (POPMYIIUPAHH [ENTa
Ha U3CJICJBAHETO, HAYYHUTE 3a/1a4d, KOWTO MPOU3THYAT OT Hes,
00EKTBT W TMpeAMEThT Ha  HU3CICABAHETO, METOJOJIOTHSATA,
OTrpaHHYCHHTA U pa0OTHATA XUIIOTE3a.

IIbpBa riaBa Ha JUMCEPTALMOHHHUS TPYA ChC 3arjiaBue
»JKOHIIENTYaJIHW  W3MepeHUsl Ha ’KecTa: eTHMOJOTHYHM,
MCUXOJIOTMYHYU M TEOPETHYHM ACTIEKTH* ToJara ()yHIaMEHTATHUTE
KOHIIENTYaJIJHWU W  TEOPETUYHM OCHOBM 3a  pa3OupaHeTo
Ha UHTETPAJIHUSA KeCT, [ICHTPAJIHO TOHATHE 32 ISUI0TO U3CJIC/IBaHE.
OcHoBHaTa IeN TyK € Jia c€ NPEOJONeAT PEeIyKIMOHUCTUIHUTE W
gecTo (parMeHTapHH NeDWHHWIMHM Ha >KECTa, KaTo Ce IPEIIOKH
MHOTOIUIACTOB, UHTEPUCIUILTHHAPEH Moie. [ aBa 1 nekoHCcTpyHpa
MpeicTaBaTa 3a JKecTa KaTro YUCTO (DU3UYECKO JBM)KCHUE WU

HeBepOasieH 3HaK M To pas3riiexk/]Ia KaTto CJI0KEH BBILIBTEH (PCHOMEH,
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HHTCrprupanl €TUMOJIOTUYHH, IICUXOJOTUYCCKH, HEBPOJIOTMYHU H
dmrocopckn mM3MepeHUs, 3a Ma pa3KpHe HEroBaTa CHITHOCT B
YOBEIIKOTO M3Pa3sBaHe U APTUCTUYHOTO TBOPUECTBO.

Uscnenpaneto 3amoysa ¢ uaeHTHUIMPaHe |
NpeocMUC/IsiHE HA MOHSITHETO ,,sKecT*. BMecTo aa ce orpannyaBa 10
BuauMaTa Gopma, akIEHTHT IajJia BbPXY HEroBaTa CIOCOOHOCT Ja
u3pa3siBa M aHTaXHpa BLILTBTEHOTO Ch3HAHHE HA W3IBIHHUTEIS.
Kiro4oBM  XapaKTEpUCTHKH KaTO HaMepeHHe, eKCIPECHBHOCT,
CMHCJIOBO HAaTOBapBaHE M KOHTEKCTYAJIHOCT IO pa3rpaHHyaBaT OT
OOMKHOBEHOTO ABMKCHUE. AHATU3BT HA ETUMOJIOTHYHUTE MY KOPEHH
(;aT. gestus, Tp. yeip) pa3kpuBa ABIOOKaTa My Bpb3Ka C ,,HOCEHE™ Ha
3HaYeHue, ¢ AeWcTBHETO (Praxis), ¢ akTyaansalysara Ha IMOTEHIIHAa
(energeia) u ¢ aKTUBHOTO, THAJIOTHYHO B3aHMOIEHCTBHE CHC CBETA.
XKecThT ce pasriexna He KaTo CTATHYCH 3HAK, a KaTO JUHAMUYCH
MPOIEC Ha B3aUMOJICHCTBHE MEXIy BBTPEIIHUS CBAT U BBHHIIHATA
PEeaTHOCT, BKITFOUBAI IUKIIM HA MHTEPHAIM3AIMS 1 eKCTEPHATN3AIINS,
YeCcTO MOPOJICH OT 7KeJIAHUETO 32 OTTOBOP M CBBhpP3BaHE.

Crenpain chiecTBeH GOKYC € BbPXY MCHXOJOTHYECKHTE U
HEBPOJIOTUYHH aCTIEKTH Ha JKECTa, 0COOCHO B KOHTEKCTA Ha TeaThpa
u kuHOTO. JKecTbT ce aHaIm3upa Karo BBHHILICH H3pa3 Ha
KOMILJIEKCHH BbTPELIHH ChCTOSTHUS , BKITFOUBAIIN KaKTO Ch3HABAHH,
TaKa WM HECb3HaABaHU €MOIMHU, MHCJIHW, CIIOMCHU W HaMCPCHU:,
00001IIeHH B KOHIICTIITUATA 32 ,,BbTPENIHA MAPTHTYPA HA aKThopa®.
EnHOBpeMEHHO ¢ TOBa, TOW € W KJIIOYOBO CPEJCTBO 32 Pa3BUBaHE

Ha TeJJeCHA OCBH3HATOCT (COMaTI/I'-IeH aCl'[eKT). Pasrnexmar ce
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CEeTUBHUTE OCHOBU (TPONPHOLIETIINS, KHHECTE3UsI, HHTEPOLIETIIHN),
CyOCKTHBHATA ,KAPTA HA TJIOTO“ W HaYMHWTE 3a paboTa
C TeJIeCHUTEe OJOKAKM WK ,,0POHH 4Ype3 COMATUYHU IPaKTHKH,
muiiane u riac. M3cnenBa ce W KOTHUTHBHOTO U3MEPEHHE — Kak
neneHacoueHara paboTra € JKeCTa BB3MHTABA KOHUEHTPauMs M
CIHeHHYHO/eKPAHHO TNPHCHCTBUE. AHAIM3HpPAT CE METOIH KaTo
mindfulness, Cenona, CuiBa, KakTo M 3HAYEHHETO Ha MEHTa/HaTa
peneTunus W KOHIIETIHUATa 3a ,,CBUAETENs* Kato ¢opmMa Ha MeTa-
ocp3HaBaHe. Hakpas, ce pasriexaaT HEBPOJIOTMYHUTE OCHOBH
Ha MOBe/IEHYECKOTO BH3NPHUSATHE U BB3/1eHCTBUETO Ha KECTa BbPXY
sputens. JUcKyTHpaT ce ponATa Ha OrjeJaJJHUTe HEeBPOHH 32
eMratuara (eMOIMOHATHA W  KHHECTeTHYHA), (ECHOMEHBT
Ha HEBPOHHATA CHHXPOHM3AIUs [IPH CIIOJEIEHO IIPEKUBABAHE,
OCHOBHUTE  HA HEBPO-€CTETHKATA U CHHECTE3MATA, KAKTO W
HEM30€KHOTO BIUSHHE HA KYJTYPHHMSI KOHTEKCT BBPXY Te3U
MPOLIECH.

3a ma ce mocTHrHe TMO-ABIOOKO pa3dupaHe, TiaBaTa
WHTETpHpa Y MO-ITUPOKH TeOpeTHYHH
MOCTAaHOBKHU. DeHOMEHOJIOTUATA TIPEIOCTaBs paMKa 3a pazOupaHe
Ha TSUIOTO KaTO IIEHTHP Ha MPEKUBIBAHETO U U3TOYHUK HA CMUCHIIL, &
JKecTa — Karo BBILTBTEHO MO3HAHME M AaKTHBEH Ch3JaTel Ha
CyOeKTHBHO MPOCTpaHCTBO W BpeMe. [locTeTpyKTYypaducTKuTe U
cemuoTnunu noaxoau (dyko, bapoa, [lenpo3 u ['aTapw) ocBeTsIBaT
TSJIOTO  KaTO COIHATHO KOHCTPYMPAH ,TEKCT®*, HOCUTENI Ha

BJIACTOBH W KYJITYPHU 3HAYCHUH, aHaanpaﬁKH MOHSTHUS KaTo OHO-
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BIIACT, "Mpe-eKcrpecuBHO HUBO" U ,, Tsuto 6e3 opranu®. U3TouHUTE
¢unocopun u npaxruxu (Mora, Tait-um, Lu-ryn, [3eH,
Ilamann3bsM) npeanaraT LEHHU XOJMCTHYHM MOJEJM 32 SAUHCTBO
Ha TAJIO-YM-ZIyX M 3a padoTa C ;KM3HEHATa eHeprus ype3 OCh3HATO
IOBIDKEHHEe W aumiaHe. Hakpas, ce pasriexnaT cbBpeMeHHUTe
comatuyHu npaxtuxku (Pennenkpaiic, Anexcanasp, BMC u 1p.) u
HOJXOIUTE B ChBPEMEHHMSI TaHI M (PU3HYECKUS TeaTbp, KOUTO
aKLEHTUPAT BbPXY OCh3HATOCTTA, IIPOLIECYaTHOCTTAa, HHTETPaLUATa 1
HENPEKbCHATOTO  pa3IUUpsBaHE  METOOUTE  3a  TejlecHara
EKCIIPECUBHOCT.

B o00o0mienne, mbpBa TIaBa H3rpakga KOMIUIGKCHA H
MHTEPAUCLUIUIMHAPHA TEOPETUYHA OCHOBA 33 MHTETPAJHMS JKeCT.
Tst ro neduHHMpa KaTo MHOTOM3MEPEH, BBIUIBTECH, AUAJIOTHYEH U
KOHTEKCTyaleH  (CHOMEH,  HAAXBBPIAWKA  TpPaIulMOHHHUTE
PEAYKIMOHUCTHYHN TpeacTaBu. UYUpe3 CcHHTe3a Ha pa3lu4HU
MICUXOJIOTHYECKH, HEBPOJIOTHYHH, (UIOCOPCKH U TPAKTHUCCKH
NEPCIEeKTHBY, TJaBaTa YCTAHOBSIBA KOHIICTITyalHHs amnapar |
OCHOBHHTE IPUHIIWIM, KOUTO 1€ ObAaT M3MOJI3BAHU 33 aHAJIU3 Ha
CBIIHOCTTA M NPHJIOKEHHUATA HA MHTETPAIHUS KECT B CIICABALINTE
YacTH HA IUCEPTALUOHHUS TPYA.

Bropa raaBa Ha IUCcepTalMOHHHSA TPy ChC 3arjiaBue
»ApXeTunu, TpaHcdopManusi U CbBpPeMeHHO TPHWJIOKEeHHEe Ha
’)KecTa B KHHOTO M TeaTbpa® pa3mupsiBa H3CIEIBAHETO Ha
MHTETPAJIHUSL JKECT, KaTo IO CUTyUpa B IIHPOK KYyJITYpHO-

HUCTOPHUYCCKHU n CbBPCMCHCH KOHTCKCT. Ha,[[l" pamﬂaﬁm/l
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KOHIIENTYaJIHUTE, ICUXOJIOTHYECKUTE U HEBPOJIOTHIHHUTE U3MEPEHHUS,
ycTaHOBeHH B [11aBa 1, Tasu rnaBa mpociensiBa IbTA HA JKecTa OT
HETOBUTEC APXeTHIHU KOPeHH B MHUTa W PpUTyaja, Ipe3
HeroBarta Tpancopmauus B neppopMaTHBHUTE U3KYCTBA (TCaTbp
M KHHO), /[0  HETOBOTO CbBPEMEHHO  NpHJIOKeHHe H
npeAn3BUKATEJICTBA B IUTHTANIHATA epa. LlenTpanen ¢pokyc e BbpXy
pa3dupaHeTo Ha KECTa HE IPOCTO KAaTO M3Pa3HO CPEACTBO, a KaTo
HOCUTEN Ha TpaHC(HOPMATHBEH IOTEHLUA] U KIIOYOB E€JIEMEHT B
M3rPaXXKIaHETO Ha CMHCHII U ITPEKUBSIBAHE.

PaznensT, mocBeTeH HaKecTa B MHTOJIOTMATA M
pUTyaJIHOCTTa, Iojlara OCHOBaTa 3a pa30MpaHeTO Ha HeroBarta
IbJ00Ka CUMBOJIMYHA U [ICUXOJIOTHYEcKa cila. MUTBT ce pasriekaa
KaTO CBELICH pa3Ka3, KOWTO OCUTypsiBa CMHCJIOBA PaMKa U 0OsICHsBA
IPOM3X0JIa U CTPYKTypaTa Ha CBETa M YOBEIIKUA ONUT. PuryansT, or
CBOSI CTpaHa, € MpeJCTaBeH Karo TpaHcGopMATHBHA NMPAKTHUKA —
BBIUIBTEHOTO, (POpPMaNM3UpaHo M IMOBTApALIO C€ JACHCTBHE, KOETO
aKTyaJM3rpa MUTa U HMa 32 [IeJ1 1a TPEAN3BUKA IIPOMSIHA B MHANBH/IA,
00IIHOCTTa MM BPB3KaTa UM C KocMoca. TyK ce BbBEXIAT KIOYOBU
AQHTPOIIOJIOTHYHA UM TICUXOJIOTMYECKH KOHIECTIUH. APXeTHIHUTe,
o Kapa I'yeras FOHT, ce pasriexaaT kKaTo YHUBEPCAIHU, BPOAECHU
MOJIEJIM Ha MPEeXUBsSIBaHE, KOUTO HAMHUPAT U3pa3 B MUTOBETE U YECTO
Ceé  aKTHBHpAT 4Ype3  pHUTYyaHUTE JKECTOBE, CBBP3BAUKH
MHAWBUAYaTHOTO C KOJEKTUBHOTO Hecbhb3HaBaHO. KoHuenmusrta
3a JJUMMHHAJIHOCT, pa3paboreHa oT Bukrop ThpHBp, ce aHanusupa

KaTo MPEXOAHO, HECTPYKTYPUPAHO CHCTOSHHUE ,,MEXKIY CBETOBETE",
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XapaKTepHO 3a pUTyaja, KbJETO CTAPUTE UIEHTHYHOCTH CE€ pas3mnajaaT
U ce OTBaps IPOCTPAHCTBO 3a TpaHc(opMalus U Bb3HUKBaHE
Ha COMMUNIitas — CHOHTaHHO  YycCellaHe 3a  EIMHCTBO U
PaBHOIIOCTABEHOCT. Pasrpannuennero  Ha Mupua  Eamage
MEXIy CBelleHOo (CaKpajHo) U Mpo¢aHHO OCBETIsBA pUTyasla KaTo
MOCT MEXIy Te3W JBE PEaNTHOCTH, a PHUTYAJTHUAT >KECT — KaTo
CPEICTBO 3a JIOCTHII JI0 CBEILEHOTO, M3TOYHUKA HA CHJIa U CMUCHI. B
TO3HM KOHTEKCT, KECTHT B PUTyasa ce pa3KpuBa HE KaTo OOMKHOBEH
3HaK, a KaTo MOIIEH nepopMaTuBeH akKT, COCOOCH Ja KaHAIU3upa
ApXeTUNHH €HEepruM, J1a yJeCHH MpPEeMUHABAHETO Npe3 JMMHHAIHU
CbCTOSIHUSL WM Ja  OCBIIECTBM  JBJIOOKA  IICHXO-IyXOBHA
TpaHchopMaIms.

Crenpanusr pazzaen u3cieBa nepGopMaTuBHOTO
H3KYCTBO KaTo TpaHC(OPMHpPaH PUTYaJ, NPOCICIIBANKH Kak
(yHKIHMUTE U CUJIaTa Ha PUTYaJTHHS KECT C€ IPEHACAT U IPEOCMUCIIST
B CbBPEMEHHHUTE CIIEHHYHHU U €KPaHHHU U3KYCTBA.

AHanM3bpT HaKecTa B Tearbpa oOT PpUTyala KbM
CLIeHATa [I0Ka3Ba, Y€ BBIIPEKH CEKyJapu3alusiTa U ecTeTU3aluATa,
TeaThpbT 3ama3Ba Bpb3KaTa CH C PUTyaJHUTE KOPEHH,
(yHKUMOHUpAaWKH KaTo MPOCTPAHCTBO 3a Cpella, CIOJENSHE H
NOTEHIMANHA TpaHchopManus. Pasriexxpar ce MOAXOAUTE Ha
KIIIOYOBU (PUTYpPHU B CbBPEMEHHHS T€AThP, KOUTO, MaKap U C pa3IniHu
METOAO0JIOTHH, U3I0I3BAT JKeCTa KaTO MHCTPYMEHT 3a MOCTHUTaHE Ha
MHTETpalysi MEXIy TsJI0, YM M CBh3HAaHHE, 3a KyJITHBHpPaHE Ha

ABTCHTUYHO IMPUCHCTBUC U 3a MPCAN3BUKBAHC HaA B’BS,Z[CfICTBPIC OTBBJ
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YUCTO ecTeTndeckoTo. Muxamia UexoB, CbC CBOS ,,ICHX0J0THYECKH
JKeCT®, ThpCH BBHIIEH W3pa3 Ha BBTPEUIHHS >KUBOT M apXETHITHU
JIBUKCHHSI, CBBP3BAHKH (PU3UYECKOTO C HEBHAWMHUTE IUIACTOBE Ha
ncuxukara. beproaa bpexr, upes konnennusara 3a Gestus, nsmnonssa
’KeCTa KaTo COLMAalIiCH KOMEHTAp, pa3KpUBalll BIACTOBU OTHOILLICHUS U
HUIACOJIOTHH, HAaco4YBalkl KbM KPUTUYCCKO OCBH3HAaBaHE. ﬁemn
I'poroBcku, cBC CBOS ,,0eleH TeaTbp“, ,,TOTAJEH AaKT“ H
MeToza Via negativa, ce cTpeMu KbM IpeAeiHa MCHXO0-(hH3MYecKa
OTIAJICHOCT H TMpeojojsdBaHe Ha Oapuepurte, JOOIIKABAKU
aKThbOpCKaTa pabota hi(6) puTyanHa JUCITUTLITAHA u
camoxeptBa. EyskeHuo bap0a, ype3 ,,TeaTpajaHaTa
AHTPOMOJIOT U, U3CJIEJBA ,,MIPEA-eKCIPECUBHOTO HHMBO* U
pa3BHUBa ,,eKCTPA-KOTUAUAHHA TeXHUKA®, TbPCEUKU yHUBEPCAIHU
MPUHIANK Ha TeJleCHA E€HepPrus W TNPUCHCTBHE, KOUTO CTOAT B
OCHOBaTa Ha CIICHWYHATa e(eKTUBHOCT, MOJOOHO Ha pHUTYyallHATa
e(uxkacHocT. MapuHa AOpaMoBHY, upe3 CBOUTE MbPGOPMAHCH,
YeCTO BKITFOUBAIIN €KCTPEMHA MPOBIDKATEITHOCT, U3PHIIHBOCT HA
O0oika ¥ B3aMMOJEWCTBHE C IMyOJMKaTa, IUPEKTHO M3IMOI3BA
PUTYaHH €JIeMEHTH, 3a Ja HW3CJe/]Ba TPAHHWIUTE Ha TSJIOTO U
CBH3HAHUETO, Ch3JIaBalKK1 WHTCH3UBHH, IAMHUHAJIHA
NpEeKUBSABAHUA U CHEprueH oOMeH. @uiaun 3apuim uHTErpupa
MIPUHIIAIN OT U3TOYHUTE OOMHM U3KYCTBA U MEIUTATHBHU MPAKTHKH,
32 a TIOCTUTHE MCUXOo(u3uyecka MHTErpamusa ¥ OCH3HATO
MPUCHCTBUE, KYJITUBUPAWKH TAIOTO KaTO YYBCTBUTEIEH M MOIICH

HWHCTPYMCHT. Te3n pa3Hoo6pa3HH noaxoanu AEMOHCTpHUpPAT Kak
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CHBPEMCHHUSAT TeaThp U MbpHOpMaHC MPONBIDKABAT J1a M3CIEABAT
TpaHC(OPMATHBHHS TOTEHIMAT HA WHTETPATHUS JKECT, YepIeHKu
BIbXHOBECHHE OT PUTYaJIHH, TICHXOJIOTUYECKH W COMATHYHU
W3TOYHUITH.

[MpexoasT KBM JKecTa B KHHOTO Pa3KpuBa
¢dyHnamenTanHa Tpancdopmanus, 00yCIOBEHAa  OT eKpaHHATa
cnenuduka W TeXHOJOrHYHATAa Meauamus. Jlokato B TeaTbpa
KECTHT C€ Pasrphllla B CIOACICHO TPUU3MEPHO MPOCTPAHCTBO U
BpeMe, B KHHOTO TOW ¢ ()parMeHTHpaH, KaJpuUpaH, MOHTUPAH H
OTIOCPEICTBAH OT KHHEMATOrPa(GpUYHHUS e3UK.

KamepaTa,MOHTaXBbT , 3BYKbT, CBETJMHATA, IBETHT U CII
eHorpa¢musiTa npecraBaT Aa OBJAT MACHBHH PETUCTPATOPH, a Ce
OPEeBPHIIAT B AKTHBHH  ,,)KeCTOBe®, KOWTO HWHTEPIPETUPAT,
KOHCTPYHpaT W JOPH Ch3AaBAT 3HAYCHUETO HA aKThOPCKOTO
usnbaHeHne. Cujata Ha MHKPO-3KeCTa, yIOBEH B ONU3BK IUIaH,
npugo0MBa OrpOMHO 3HAYCHHE. AHAIU3UPAT CE PEKUCHOPCKUTE
no4Yepuy Ha eMOJIeMaTHYHN TBOPIIM, 32 Jia C€ WIFOCTPUpPA KaK TO3H
crienurdeH KuHeMaTorpadudeH e€3uK O0(OpMs BB3MPHATHETO Ha
KecTa: AHTOHMOHHM U3MO0J3Ba MPOCTPAHCTBOTO, IBITHTE KaJApH U
0aBHOTO  TEMIIO  KaTo  ECTOBE Ha  OTUYXKICHHE U
crarHauys; beprman ce gokycupa BbpXy €KCTPEMHHS ONHM3BK TUIAH
Ha JIMIETO W BHU3YyaJHUS AacKeTH3bM, 32 Jla H3CcjelBa
MICUXOJIOTHYECKUTE  ABIOMHN; DeTUHH KOHCTPYUpa  CBAT  OT
CIOpPPCATHCTHYHH, KapHaBaJIHU obpasu-

)kecToBe; TapKOBCKH ,,CKYJINTHPa BbB BPEMETO  Upe3 ABJITU Kapyu U
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OJlyXOTBOPEHA pHupo.a, Ch37aBalKH MeTaQU3NIHN
kectoBe; JIMHY m3momBa atMocdepara, 3Byka M HEJIMHEHHOCTTA
KaTo KECTOBE, [IPOHUKBALIH B
MOJICh3HAHUETO; XO0A0POBCKH IIpHUiIara ICUXoMarusaTa, u3Moj3Baku
HIOKUpAIIX, PUTYaJIHH BU3yaJlHU JKECTOBE 3a TpaHchopmanus. To3u
aHaJ M3 TIOKa3Ba KaK KHHOTO pa3BHMBa COOCTBEHA, CIIOKHA H
MEINUpPaHa )KECTOBA CUCTEMA, KOSTO U3UCKBA CHIELM(UICH OIX0.1 Ha
pasbupamne.

Iocneguusar OCHOBEH pazzen Ha riiaBaTa
ajjpecupa AUTUTAJHATA epa W NpeIu3BHKATeJCTBaTa MNpen
HHTerpajgHuMs skecT. HaBnan3anero Ha AWTHTAIHUTE TEXHOJOTHUH
paluKaJIHO NMPOMEHS XO0Jla, MHCTPYMEHTApUyMa U BB3IPUATHETO HA
M3IIBJIHUTEIICKUTE M3KYyCTBa. J{MCKyTHpa ce 'KeCThT B enoxara Ha
AUTHUTATHATA PEeNPOAYKIUUS, KaTO C€ IPaBU BPb3Ka ¢ KOHLEMIMATA
3a 3arydara Ha ,,aypa* Ha Baarep BeHssMMH 1 ce pasrnexnga Kak
JUTUTaIM3anudaTa BJIMAC BbPXY HCIOBTOPHMMOTO NPHUCHCTBHUE Ha
JKUBHUS KecT. M3cneaBar ce HOBUTe Bb3MOKHOCTH W TEXHOJIOTHH
kato motion capture, Bupryanna peaanoct (VR), pasmupena
peasHoct (AR) 1 uHTepakTHMBHUTe MHCcTadanuu. Te OTBapAT
BpaTH 3a paslIMpsABaHe HA KeCTOBHS peneproap, Ch3JaBaHE Ha
XUOPUIHH PEATTHOCTH W HOBH (OPMH Ha B3aHMOJICHCTBUE MEXKIY
M3ITBJIHATEN U 3puTel. ChIIEeBPEMEHHO CE aHATM3UPAT M CEPUOIHUTE
NpeIM3BUKATEICTBA C HABIM3aHETO HA JUTHTAIHUTE TEXHOJIOTHH:
PHUCKBT OT ()parMeHTalHsl HA BHUMAHUETO U XHBOTA B YCJOBHUSATA

Ha IIOCTOSIHCH I/IH(l) OpMallMOHCH IIOTOK; INOTCHIHUAIIBT
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3a OTYYKJEeHHe OT COOCTBEHOTO TSJIO M CETUBHOCT IOpaau
IPEKOMEPHOTO  BpEME, IpeKapaHo  Ipex  eKpaHu; WU
nocjenBamaTa 3aryéa Ha aBTeHTHYHO npucbcTBHe. Hakpas, ce
NOCTaBsl  BBIOPOCHT 33 HEOOXOIUMOCTTa OT TBHpPCEHE Ha
HOB ,,MHTErpajieH JKecT*, KOWTO CBH3HATENHO Ja U3rpaxja BPb3Ka
MEe:KIy TAJI0, TEXHOJIOTHS M Chb3HAHUE, U3IT0JI3BAKH TEXHOIOTHHUTE
HE caMmo 3a e(ekr, HO M Karo HHCTPYMEHT 3a H3CJIEIBaHE HU
KyJITHBHPaHE HA BBITBTEHOCT U CMHCJICHA KOMYHMKALUSl B HOBUTE
YCIJIOBUS.

B 3akaouennero kM ['1aBa 2 ce 06001aBa npocieaeHaTa
TPACKTOPHA Ha UHTETPATIHUSA JKCCT — OT HCTOBUTE I[’bJ'I6OKI/I APXCTUITHU
U PUTyaJHU KOpPEHM, Ipe3 CJIOXKHAaTa My €BOJIONMS B TeaTbpa U
KHHOTO, IO HacToslaTa My TpaHcopmauus B AUTUTAIHATA CPEla.
[TomuepraBa ce HeroBaTa HEMPEXOAHA CIIOCOOHOCT Ja HOCH CMUCHI U
Ja OCBILECTBsIBA TpaHCPOpPMALUsi, HO M CE AaKICHTHpa BBPXY
CIIEIIHATa HEOOXOAUMOCT OT Ch3HATENIHM CTPATETHHU 3a 3alla3BaHE U
KYJITUBHPAHE Ha HETroBaTa HHTCTPAIHOCT — HETroBaTa BpPb3Ka C
BBIUIBTEHOTO Ch3HAaHHME, aBTEHTUYHOTO NPHUCHCTBHE U IAUPEKTHATA
KOMYHHKaluss — B YCJIOBHATa Ha HapacTBalla TEXHOJIOTHYHA
Meauanus. Tazum mpobrieMaTHKa HOATOTBS mpexoia KbM [naBa 3,
KOATO MME NpCHAIOXKKM KOHKPETHU MNPAKTUYCCKU MOAXOAHW U
METOMOJIOTUM 3a padoTa C HHTETPAJHUS KECT B CHBPEMEHHOTO
U3KYyCTBO.

Tpera raapa “UHrerpajHusi *ecr B CbBPEMEHHOTO

I/I3KyCTB()” OCBIUICCTBABA KIIIOYOBUA IIPEXOA OT TCEOPCTUUHOTO

32



ABTOPE®EPAT Huxonaii bvp3axos

OCMHUCIISTHE KbM MPAKTHYECKOTO NPUJIOKEHHe W Bajauaanus Ha
KOHIIETIIIHSITA 32 HHTEerpajnus skect. Hanarpaxnaitku BbpXy aHasm3a
Ha HETOBHTE KOHIENTyanmHun wu3MmepeHus (['maBa 1) u KyaTypHO-
ucropudecku TpaHcopmanuu (I'maBa 2), Ta3u riaBa MMa 3a el
Jia mpeojojiee IUCTAHUUATA MEKAY TeOopHsi M NpPaKTHKA. Ts
MIpPE/ICTaBsl eMIMPUYHM A0KA3ATEJCTBA B IIOJKpera Ha IIeHTpalHaTa
XUIOTe3a Ha TpyAa M Ipeliara KOHKpeTeH HWHCTPYMEHTapuyM —
METOOM ¥ YHOPaKHEHHWS — 3a CB3HATENHOTO KyJITHBUPaHE Ha
MHTETPAJIHUSL KECT B CHBPEMEHHUTE W3MBIHUTEICKA M EKPaHHH
n3kyctBa. [lo To3M HauWH riaBaTa U3MBIHIBA €JHA OT OCHOBHHTE
3aJa4y Ha JUcepTalusTa — Ja MPeIoKy He cCaMO TEOPETHUEH MO/IEl,
HO W TIPAKTUYECKH MPHIOKUMHU TTOIXO/IH.

I'maBata 3amouBa ¢  nmeduHUpaHE  HAa TEOPETHKO-
METOJ0JIOTHYHATA PaMKa HA M3CJIEIBaHETO B Ta3d My 4YACT.
YTouHsIBa ce H3CJEA0BATEJCKMIAT TMpPo0JeM — KOHCTaTHpaHaTa
(parMeHTanus MEXAy TEOpHUsTa M TpaKTHKaTa B pa3OupaHeTo H
paborata ¢ jkecta, 0COOCHO B KOHTEKCTa HA JUTUTalHATA epa.
dopmynupa ce OCHOBHATA WeJ: Ja ce pa3paboTd, O00OCHOBE U
MIPEI0KH HHTETPUPAH MOJIET ¥ KOHKPETHU METOAMKH 3a pa3Oupane
Y KyJITUBUpaHe Ha MHTETpadHUA kecT. [IoTBBpKIaBa ce 0OCHOBHATA
pa6oTHa xumnorte3a: Mumeepanuuam ocecm, Oeuuupan Kamo
YeNeHaAcoueHo, eKCNPecUBHO U CMUCIO080 HAMOBAPEHO BbNIBLHIEHO
delicmaue, Koemo e u3pa3s Ha 6bNIbMEHOMO Cb3HAHUE U Ce pa3epblyd
6 ouanoe medxncoy 6bmMpeuwlHus U GbHWHUA CEAM HA apmucma,

nOONENCU HA CH3HAMENHO Kyamueupane upes cnet;uqbulmu Memoou u
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VAPadiCHEeHUs,, 600eujo 00 PA3UUpPAEaHe Ha U3PAZHUME 6b3IMONCHOCHIU,
3a0ba00YaBaHe HA BPBLIKAMA CbC COOCMBEEHOMO M0, Ch3HAHUE U
eMoyuu, U NocmMueaHe HA  NO-AGMEHMUYHO,  8b30elCmEauo
cyenuuno/expanno  npucvemgue. OOsICHABA € KOMILUIEKCHATA
KA4YeCTBEHA METOHO0JIOTHS, KOSTO ChYeTaBa TCOPCTUYCH CHHTE3
C Ka4YeCTBEH Ka3yceH aHAIU3 (331bJI00YCHH HHTEPBIoTa ¢ JKyTueH
XammnreH u  [lutep 1lwmonn) w BLILIBTEHO M3CJeIBaHe
(embodied research), 6asupano Ha 7a60paTOPHHS OIMUT Ha aBTOpa,
KaTo MOCT MEXIy aOCTpaKTHUTE KOHIEHIMHN M JKUBaTa apTUCTHYHA
MIPaKTHKA.

Crnenpamysar pasfesl MpeACTaBs M aHAIM3Mpa JAHHUTE H
JAoKa3aTeJcTBaTAa, TOJIYYECHH 4Ype3 TpWIAraHeTO Ha  Tasu
METOA0JOrUsl. AHAIU3BT HA UHTEpPBIOTaTa ¢ XaMuiThH U [lumonuy,
pasriekaaHd KaTo crnenu(UYHU Ka3ycH, NpeAocTaBs Ooratu
EMIUPUYHA  JaHHW, KOHWTO  OCBETVIABAT celMU(pUKHATE ©
Pa3BUTHETO HA MHTEIPAJHUS KECT B INpaKTUKara. Te3u JaHHU
KaTerOpUYHO IOTBBPIKAaBaT HEroBaTa MHOIrOM3MepPHa NpPHPOAA,
HAJXBBPJIAIIA MPOCTATA 3HAKOBA (YHKIHS, U AUAJOTHYHUSA MY
xapakrep (Bpb3ka ¢ OIMoOpa, MPOCTPAHCTBO, MApTHLOP, MyOJIHKa),
BaJlMIUPAiKK IbPBaTa OCHOBHA XWIIOTe3a. JleTallTHUAT aHanmM3 Ha
HauyuHUTE, MO0 KoWTo XamwiThbH (upe3 Instant Composition) u
[umomu (upe3 ,,ImackT karo aABmxkeHHE ) pabOTAT C OCH3HATOCT,
TSJIO, TJIAC, WMITYJIC ¥  TMPOCTPAHCTBO, TMPEIOCTaBsl CHIIHHU

J0Ka3aTeJICTBA B IOAKPEIIa HAa BTOpaTa XMIoTe3a — Y€ HHTEerpajTHuAT
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JKECT MOJJIeKH HA Ch3HATEJHO KYJTHBHPaHE upe3 creuu(udHu,
Makap u pa3indHH, METOIIKH.

JlaHHWTE pa3KpuBaT CHIIO, Y€ TO3U MPOIEC HA KyITHBUPAHE
HE € JIMHEHHO yCBOSIBAHE HA TEXHUKH, a MPEJICTABISBA THHAMUYEH
npoiec HA AKOMOoAANUsl (MPUCTOCO0IBAHE) U YCHBBPIIEHCTBAHE.
KakTo onucea XaMunThH upe3 Metadoparta 3a crivpaliaTa, paboraTa ¢
WHTETPATHUS JKECT € IOCTOSHHO BPBIaHe KbM OCHOBHH TEMH H
BBITPOCH, HO Ha HOBO, ITO-TBJIOOKO HUBO Ha pa3dupaHe U BILThIIEHHUE.
ToBa € IBT KbM ce0emo3HAHMEe W BbTpelIHA TpaHcpopmamus,
KbJeTO (u3mueckata mpakTHKa (OCH3HABAHETO HA OIOpAaTa,
0CBOOOYK/IaBaHETO Ha ,,0pOHATA) BOAM J0 IICUXOJOTHYECKA TPOMSIHA
(ocBOOOXKIAaBaHe oT  CcTpec, Mo-TOJsIMa  aBTCHTHYHOCT),
MOTBBPKIaBaiiku TpeTaTa pabOTHA XUIIOTE3A.

Hakpasi, aHanu3bT Ha Ka3yCUTE XBBPISI CBETIIMHA BBPXY
Bpb3KaTa MEXKIY KyITHBUPAHOTO AaBTEHTHYHO INIPUCHCTBUE Ha
apTUCTa ¥ HETOBOTO €eMOLIMOHAIHO Bb3/1eliCTBHE BLPXY My0/IMKaTA.
JlaHHUTE TOAKpENsAT YeTBbpTaTa XWIOTE3a, IIOKa3Bailku, Ue
ABTEHTHYHOTO, BHIUTBTEHO CHCTOSHHE Ha M3ITBIHHUTENS, TTIOCTUTHATO
uype3 paboTa C WHTETPANHHUS JKECT, WMa CIIOCOOHOCTTa Ja
MpEeAU3BUKA 3HAYMM €MOLMOHAJIEH M KOTHUTHBEH PEe30HAHC Y
3putens. ToBa Bb37eiicTBHE HE ce TIOCTUTa Ype3 MaHUITYJIALUs, a Ype3
CH37IaBAHETO HA OTBOPEHO MoJIe 32 MPeKUBSBaHe ¥ THPEKTHA, YECTO
npe-BepbanHa, ,,body-to-body* komyHukamusi. AHanmsupa ce
MEXaHU3MBT Ha MOBEAEHYECKOTO BB3NMPHUATHE, KONTO BKIOYBA HE

CaMO KOTHHUTUBHO [JCKOAWPAHE, HO W eMINATH4YCH PE30HAHC U
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TUPEKTHO  (pusmuecko  (BUOpAIMIOHHO)  BB3AEHUCTBHE  (KAaKTO
nomgeprana Llnmmomnm), OChIeCTBIBANKH CIIOKEH TCUX0-(QHU3HIeCKH
JTUAIIOT MEXTy M3ITBJIHUTEI U 3pUTEIL.

B3 ocHOBa Ha TeopeTHYHATa paMKa W EMIIUPUYHATA
BaJHaLus, TPETHSIT, OCHOBEH paszen Ha  TJaBarta
npeiara KOHKpeTHH MeTOH u yInpa:KHeHHsI 3a
YCHBbPIIEHCTBAHE HA MHTErPaJHUA KecT B MPaKTHKATa.
[IpencraBeHUSAT WHCTPYMEHTapuyM HE € H34YepHarelieH KaTallor,
a leJIeHACOYeHA  CeJIeKUHUsl OT  PENpe3eHTATHBHU  IPAKTUKH,
CHUHTE3UPaHU OT pa3lNuYHU U3TOYHUIM (paboTa Ha KIIOYOBH (HUTYpH,
COMAaTHKa, H3TOYHU TPAAUIHIH, Ka3ycuTe Ha XaMuiaThH 1 Llummonn) u
aTanTHPaH/pa3pabOTeHN Ype3 INIHHS 1a00paTOPEH OIKT Ha aBTOPA.
AKIIEHTBT € BBPXY OCHOBHHUTE MPUHIMIHN: OCH3HATOCT, ISITOCTHOCT,
paboTa ¢ auiaHe, eHeprus, OTHOIIEHUE, UTPa U eKCIIEPUMEHTHPAHE.

B 3akmioueHue, HACTOAUIMAT  JUCEPTALIMOHEH  TPYX
OCBIICCTBH  3aJbJ0O0YCHO  MHTEPIUCLHUIUIMHAPHO  H3CIC/IBaHE
HAa MHTErPAJIHUA JKeCT, yCTAHOBSIBAWKH TO KaTO CIIOXKEH, BHILTHTECH U
IUanornyeH (eHOMEH, OCHOBOIIOJIATalll 3a W3MBIHUTEICKUTE |
eKpaHHH M3KycTBa. Upe3 cHMHTe3a Ha TEOPETHYHU IEPCIEKTHBH OT
pasnyHu OOJIACTH M BajMJauusATa MM MOCPEICTBOM KaueCTBEH
aHAJM3 HA Ka3yCH U TMPAKTUYECKH JIa0OpaTOpeH ONWT, TPYABT
pa3paboTy X0JMCTHYEH MOjeJ, KOHTO MMa 3a [ed Ja Ipeojoee
pa3puBa Me:KAy Teopusi W npakTtuka. KirodoB mnpuHOC €
MPEJICTABSHETO HAa KOHKPEeTeH MHCTPYMEHTAPUYM OT MeTOdH H

YupakxHeHHUs 3a Cb3HATCIIHOTO KYJTHUBUPAHE HA UHTCTPAJIHUA KECT.
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JemoHcTprpaH Oe HETOBHUST MOTCHITUAI 3a ITOCTUTAaHE Ha MO-TOJsIMa
ABTCHTUYHOCT, NMPUCHCTBUE U JBJIOOYMHA HA CIICHUYHOTO/CKPAHHO
U3pa3siBaHe, KAKTO U 3a M3rPaxkJaHe Ha MO-CHJIHA EMOI[MOHAIIHA U
MIOBEJICHYECKA BpB3Ka ChC 3pHUTEIIS, OTYHUTANKH u
npequ3BUKaTeICTBaTa Ha  JUTHTaidHata epa. M3crmeaBaHeTo
JOTIpUHACS 32  TO-IUIOCTHOTO  pa3OupaHe Ha  YoOBeNIKara
EKCIIPECUBHOCT W TMpeiara NEeHHW pecypcd 3a o0oraTsBaHe Ha

CBbBpEMEHHATA apTUCTUYHA IIPAKTHUKA U II€Jaroruka.
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IV. IIPUHOCHU HA IUCEPTAIIMOHHUS TPY J{

B®3 ocHOBa Ha ipefoCTaBEHHS TEKCT (pe3toMe, YBOJ, U3BOIU

KBbM TJaBHUTE, METOJIOJIOTHS, 3aKIOUEHIE), OCHOBHUTE MPHUHOCH HA

AUCEPTANMOHHMA TPYX MoraT na ObIaT OOOOIICHW 110 CIICITHUS

HAYVH:

1. TeopernueH npuHoC:

o Pa3paborBaHe u 000cHOBaBaHe HAa KOHIENIHUSITA 32
"unTerpasien kect': TpyabT BbBEXK/IA U JeTailiHO pa3paboTBa
TIOHATHETO "WHTErpajieH XKecT' Karo KIII0UoBa HEroBaTa
TEOpETUYHA PaMKa.

o HoBa mnepcmekTHBa KbM  CHUIECTBYBAIIM TeOPpUM U
npakTuku: TpyasT Mpepasriiekaa U HHTepnpeTrpa padorara Ha
kmouoBH ¢purypu (Uexos, bpexr, I'porocku, bap6a, A6pamosuy,
3apwn, Jluag, XomopoBcku u np.) u Mmetoauku (Cenona, Cuiba,
Body Sensing, Instant Composition, cOMaTHYHN TPAKTUKN) TPE3
Npu3MarTa Ha "MHTETrpalHUs KecT", pa3KpUBalKU HOBU BPB3KHU U
3HAYCHUSI.

o AHaaM3 Ha  JKecTa B JUruTajgHara  epa: TpyasT
aJipecupa aKTyaJHUTe MNPeJU3BHKATEJCTBA U BB3MOMKHOCTH,
KOUTO AWTHUTAIHWUTE TexHoiormu (motion capture, VR, AR,
WHTEPAaKTUBHOCT) W BHPTYyajHATa PEAIHOCT IIOCTABAT IPEJ]
TENEeCHOTO M3pa3sBaHe, AaBTEHTHYHOCTTa M  HPUCHCTBHETO.
IMpenmara ce peduekcusi BbPXY HyXKIara OT Ch3HATENIHA

HUHTErpanusa Ha T4J10, TCXHOJIOTHA U Cb3HAaHUC.
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2. TIpakTHKO-MeTOM0JOTHYEH MPUHOC:

o IlpeomoasiBane Ha pa3puBa MEKIY Teopust u
npakTuka: Jlucepranusra IeJleHACOYEHO CBBP3Ba TEOPETHUUHUTE
MMOCTAaHOBKM C JKMBaTa M3IBJIHUTENCKA PAKTHKA, MIpeyIaraiiku He
caMmo KOHIIETITyaJIeH MOJEJI, HO 1 KOHKpeTeH
HHCTPYMEHTapHUyM 3a paboTa.

o Ilpennarane Ha MeToAM M ynpaskHeHus: PazpaboteH u
MpeacTaBeH € HA0op  OT  MPAKTHYeCKH  MeTOOH |
ynpaxHeHus (0a3upaHn Ha CHHTE3 OT Pa3jIMYHU W3TOYHUIM U
JUYCH J1adopaTopeH ONWT) 3a Ch3HATETHO KYJITHBHpAHE Ha
WHTETPAJTHUS JKECT.

o Bammmamus upe3 kazycu u embodied research: Meromomorusita
BKITFOYBA KA4YeCTBEH Ka3yceH aHaJM3 (3a0bJI009eHN HHTEPBIOTA C
Bozen M npaktuim karo Jxynmuer XamunteH u [lutsp Humionn) u
UHTETpUpa BHILTHBTEHO u3ciaenBane (embodied research),
0a3upaHo Ha JUYHHUSA J1a0OPaTOPEH OMUT Ha aBTOPa, KOETO MpHIaBa
MPaKTHYECKa PEJIeBAHTHOCT M JOCTOBEPHOCT Ha TPEIOKEHUTE
MTOTXOTH.

B 0000menue, mucepranusta JOMPHHACS CHC Ch3AaBAHETO
Ha HHTerPHPAaH TeopeTHYeH MOJeJ Ha ''MHTerpajaHusi Kect',
OCBIIECTBSIBA 3HAYUM HHTEPAMCUUILINHAPEH CUHTE3, MPeoaoJIsiBa
pa3puBa MeXKIy TeOpHsi M MNPAKTHUKA Ype3 pa3paboTBaHETO
Ha KOHKPETHH METOAWKHM M YNPaKHeHHUsl, U aJpecupa aKTyaJHH
npo0JjeMH, CBbP3aHA C JAUTHTATU3AIUATA HA H3IMBIHUTEICKUTE

H3KYyCTBaA.
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| GENERAL CHARACTERISTICS OF THE DISSERTATION
WORK

1. Introduction to the Topic

Gesture, as a fundamental element of human expression
and communication, occupies a central place in the performing and
screen arts. Beyond the limits of purely physical movement, it unfolds
as a complex psycho-physical, cultural-semiotic, and even existential
phenomenon — laden with meaning, imbued with emotion, encoded in
cultural practices, and rooted in neurological processes. It is a
powerful instrument for the artist —actor in cinema and theatre, dancer,
performer — a means for building character, a channel for interaction,
and a catalyst for transformation. In the contemporary era, marked by
accelerating digitalization, mediation of experience, and challenges to
authentic bodily presence, the need for a profound understanding of
the essence of gesture, its organic roots, and its complex interactions
with the new reality gains acuity and significance.

This dissertation work focuses on the concept of the integral
gesture — a theoretical framework striving to overcome fragmented
approaches and reveal the gesture in its entirety. The integral gesture
is viewed not as an isolated act, but as a dynamic, embodied event,
encompassing not only the visible physical form but also the invisible
dimensions of inner motivation, emotional saturation, cognitive
charge, energy flow, and cultural context. It is a pivotal expression

of embodied consciousness — the idea that mind and body are
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inextricably linked, and that cognition, experience, and action are
fundamentally rooted in bodily experience. The integral gesture is
a bridge between the artist's inner world and external reality, a
dialogical field where thought, feeling, memory, and impulse meet,
manifesting not only in movement but also in its inseparable
connection with breath, voice, space, and consciousness.

Faced with the lack of a unified theoretical model and the
tangible gap between academic knowledge and living creative practice,
this dissertation work aims to overcome this fragmentation by
proposing a holistic and interdisciplinary approach. Synthesizing
insights from philosophy (especially phenomenology), psychology,
neurology, anthropology, art theory, somatic practices, and Eastern
traditions, and verifying them through qualitative case study
analysis (in-depth interviews with leading international practitioners)
and practical laboratory experience, the work constructs a multi-
dimensional understanding of the integral gesture.

Understanding and cultivating the integral gesture, as argued
here, opens new pathways for more authentic and impactful stage
and screen presence, for deepening communication with the
audience, and for exploring human experience itself in its
complexity. Thus, the topic holds not only theoretical value but also
significant practical importance for the development of performing
arts and pedagogy in the 21st century. Gesture, as a fundamental
element of human expression and communication, occupies a central

place
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2. Significance and Relevance of the Topic

The topic of the dissertation work, ""Psychology of Gesture
and Behavioral Perception in Cinema and Theatre", possesses
undeniable significance and relevance in the contemporary scientific
and cultural context. In theoretical terms, the research focuses on a
fundamental aspect of human existence — the gesture, which is an
inseparable element of communication, expression of emotions and
ideas, and of essential importance for the performing arts.
Understanding the psychological and neurological foundations of
gesture, its role in creating meaning, impact, and aesthetic experience,
represents a key element for the development of the humanities and
for a deeper knowledge of human nature. The topic is distinguished by
its interdisciplinary character, uniting knowledge and methodologies
from philosophy, psychology, neurology, anthropology, art theory,
theatre studies, film studies, and somatic practices, which is in tune
with contemporary scientific pursuits striving for an integrative and
holistic approach in studying complex phenomena. Concurrently, the
paper addresses a current research problem related to the need to
overcome gaps in existing research on gesture and to build a more
comprehensive and nuanced picture that considers its
multidimensionality and complexity within the context of the
performing arts.

In practical terms, the dissertation work is of substantial
importance for the improvement of actor training and performance,

offering new methods and techniques for cultivating body awareness,
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releasing tension and blockages, cultivating presence and
concentration, expanding the expressive repertoire, and enhancing
communication with the audience. Understanding the psychological
and neurological aspects of gesture can enrich the work of the director
and inspire the creation of new art forms integrating movement, sound,
visual elements, and digital technologies in innovative ways.
Furthermore, the topic gains particular relevance in the digital era,
which radically transforms the way we communicate, create, and
perceive art. Researching the influence of digital technologies on
gesture and the search for a new integral gesture in the context of
virtual reality are of key importance for the future of performing arts
and for preserving human presence and authenticity in an era of
technological mediation. Last but not least, the research has social
significance, contributing to a better understanding of human
communication, cultivating sensitivity, and exploring new pathways
for creativity and self-knowledge. In conclusion, the topic of the
psychology of gesture and behavioral perception in cinema and theatre
is theoretically significant, practically useful, and relevant in the
contemporary world, offering valuable insights and directions for the
development of performing arts and for a deeper understanding of

human nature.
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3. State of the Researched Problem

Despite the significant volume of scientific research dedicated
to gesture from various disciplinary perspectives, there exists a clear
deficit in understanding its complex role and multidimensional nature
within the context of the performing arts, especially in the fields of
cinema and theatre. Existing research often focuses on separate aspects
of gesture — communicative, psychological, neurological, or
culturological — without encompassing the overall picture of its
function in stage art.

A holistic approach to the study of gesture is lacking, one
that overlooks important interconnections and synergies between its
different dimensions. An approach that integrates philosophical,
psychological, neurological, cultural, and practical aspects into a
unified analytical framework. Existing theoretical models often fail to
account for the specificity of the performing arts, where gesture is not
merely a form of nonverbal communication or an expression of
emotion, but transforms into a fundamental element of the artistic
experience, a means of creating meaning, atmosphere, and impact on
the viewer.

Limitations are also observed in the practical orientation of
the research. Many existing works are predominantly theoretical,
without offering concrete methods and exercises that can be applied in
actor training and directorial practice. Research focusing on the

development of practical tools for cultivating the integral gesture, for
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expanding the actor's expressive possibilities, and for achieving a
deeper connection with the audience is lacking.

In addition to these theoretical and practical needs, there exists
a current research problem related to the influence of the digital era
on gesture in the performing arts. The advent of digital technologies
and virtual reality questions traditional notions of body, presence,
authenticity, and communication, while simultaneously opening new
horizons for creativity and expression. It is necessary to investigate
how the digital environment transforms gesture, what new forms of
gestural expression emerge, and what challenges arise for performers
in the context of the digital era.

The present dissertation work aims to fill these significant
gaps in the research field by proposing an interdisciplinary
approach to the study of gesture in the performing arts. By
introducing the concept of the "integral gesture', the dissertation
seeks to transcend reductionist definitions and reveal the
multidimensional nature of gesture, synthesizing philosophical,
psychological, neurological, cultural, and practical aspects within a
unified research framework. The work proposes new theoretical
concepts based on personal research experience and develops specific
methods and exercises for cultivating the integral gesture, aimed at
actors, directors, dancers, and performance artists. In response to
current trends in the digital era, the dissertation focuses on the
influence of digital technologies and virtual reality on gesture,

exploring both the new possibilities and the challenges they pose to
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the performing arts. Thus, the present work strives to contribute to a
more complete, in-depth, and practical understanding of gesture in the
performing arts, responding to the pressing need for complex and
interdisciplinary research into this fundamental aspect of human

expression.

4. Aim and Objectives of the Research

Main Aim: To investigate the integral gesture in the
performing arts (theatre, cinema, dance, performance) in its multi-
layered nature — as a physical action, psychological expression,
neurological process, cultural phenomenon, and means of
communication and impact.

Achieving this aim predetermines the sequential resolution of
the following research objectives:

1. Define the concept of "integral gesture™ and differentiate it
from ordinary movement and other related concepts (mime, pose,
pantomime).

2. Analyze the psychological and neurological mechanisms of
gesture, paying attention to:

o The connection between gesture and emotion, intention, thought.

o The role of embodied consciousness and subconscious processes.

o The mechanisms of empathy and the perception of gesture by the
viewer.

o The influence of different senses.

11
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3. Explore the cultural and historical dimensions of gesture,
paying attention to:
o The etymology of the term "gesture".
o The connection between gesture, ritual, myth, and ceremony.
o Different theoretical approaches to gesture (phenomenology,
post-structuralism, Eastern philosophies).

4. Analyze the specificity of gesture in cinema and the influence
of digital technologies upon it.

5. Examine the work with gesture by key figures in
contemporary theatre, cinema, and performance (Mikhail
Chekhov, Jerzy Grotowski, Eugenio Barba, Marina Abramovi¢,
Phillip Zarrilli, Alejandro Jodorowsky, David Lynch) and others.

6. Propose practical methods and exercises for cultivating the
integral gesture in actor training.

7. Investigate the ways in which different senses, synesthesia,
and space participate in the holistic perception and execution of
gesture.

8. Integrate Eastern practices like yoga and tai chiinto the

context of gesture research.

5. Methodology of the Research
The methodology of this research is based on an
interdisciplinary approach, combining theoretical analysis of literary
sources in the fields of philosophy (phenomenology, post-

structuralism), psychology (cognitive psychology, psychoanalysis),
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neurology, anthropology, and art theory (theatre studies, film studies,
art history), with empirical analysis of examples from theatre, cinema,
dance, and performance (performances, films, recordings). A
comparative analysis of different theoretical positions and practical
methods related to gesture is used, supplemented by
phenomenological analysis, including introspection and reflection on
personal experience. A key element of the methodology is practical
research through participation in workshops, ateliers, rehearsal
processes, as well as conducting independent laboratory work with
gesture, and conducting interviews with leading practitioners and
theorists in the field of performing arts. This multi-layered approach
aims to ensure a comprehensive and in-depth understanding of the

integral gesture in its complexity and multidimensionality.

6. Working Hypothesis of the Research

The dissertation work proceeds from the following
fundamental working hypothesis: The integral gesture, defined as a
purposeful, expressive, and meaningfully charged action, which is an
expression of embodied consciousness and unfolds in a dialogue
between the artist's inner and outer world, is subject to conscious
cultivation through specific methods and exercises. This cultivation
leads to an expansion of the performer's expressive possibilities, a
deepening of their connection with their own body, consciousness, and
emotions, and ultimately — to achieving a more authentic, impactful,

and transformative stage, respectively screen, presence. The
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hypothesis contains several key aspects that are subjected to thorough
investigation and verification throughout the dissertation work. First,
it postulates the existence of an "integral gesture" that transcends
conventional understandings of gesture as physical movement or
nonverbal sign, emphasizing its multidimensionality, encompassing
physical, psychological, cultural, and existential aspects, and its deep
connection with embodied consciousness. Second, the hypothesis
asserts that the integral gesture is not merely a spontaneous
manifestation but is subject to conscious development and refinement
through purposeful work and the application of specific practices. This
opens up the possibility for training and improvement in the art of
gesture, leading to an expansion of the performers' expressive
repertoire. Third, it emphasizes that cultivating the integral gesture
leads to a deepening of the performer's connection with their body,
consciousness, and emotions, presenting the work with gesture not just
as an external technique, but as a path towards self-knowledge and
inner transformation. Fourth, the hypothesis affirms that the
refinement of the integral gesture leads to achieving a more authentic,
impactful, and transformative presence on stage or screen, allowing
the performer to communicate more effectively with the viewer,
provoke deeper emotional and cognitive responses, and create more
memorable experiences. To test and validate this multi-faceted
working hypothesis, the dissertation employs a complex
methodological approach, including theoretical analysis of existing

positions and concepts related to gesture from various disciplinary
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perspectives; empirical analysis of examples from theatre, cinema, and
other forms of performing arts; practical research, including the
development and testing of specific methods and exercises for
cultivating the integral gesture; and conducting interviews with
prominent practitioners and theorists in the field. The ultimate goal is
to provide convincing arguments and evidence supporting the working
hypothesis and to demonstrate the essence, significance, and potential

for development of the integral gesture in cinema and theatre.

7. Scope and Object of the Research

The scope of the research is focused on the integral gesture
as an object within the context of the performing arts — theatre,
cinema, dance, and performance - examined in its
multidimensionality: as a physical action, psychological expression,
neurological process, cultural phenomenon, and means of
communication and impact. The research covers both the theoretical
aspects of gesture and the practical methods for its cultivation,
analyzing both classical and contemporary
approaches. Geographically and culturally, the research
encompasses examples and theoretical positions from Western and
Eastern traditions, seeking universal principles but also
acknowledging  specific  cultural  contexts. The  temporal
scope includes both historical aspects (etymology, ritual practices)
and contemporary trends in the performing arts and scientific research,

taking into account the influence of digital technologies on the
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transformation and manifestation of gesture. The research is not
limited to a specific genre or style but covers a wide spectrum of
expressive forms where gesture plays a key role. It takes into
consideration and investigates the relationship between different

branches of art - cinema, theatre, and performance.

8. Approbation of the Research Results
The approbation of the results was carried out through
participation in various national and international conferences,
realized performances, forums, projects, and trainings, as follows:

e Lecture presented at the International Federation for Theatre
Research (IFTR) 2024 Conference via Cambridge Core titled
»The Tragedy of Imagination: Navigating Artistic Vision in a
World of Distraction, Procrastination, and Superficial Trends

15.07.2024 - 19.07.2024, Manila, Philippines.

e Participation in the symposium Theater Management and
Advanced Talent Training for the "Belt and Road" Countries.
15.10.2024 - 28.10.2024, Beijing, China.

e Participation in the IETM Sofia Plenary Meeting 2024 with the
performance ,,One, two”, by invitation of IETM - International
network for contemporary performing arts, 12.06.2024 -
15.06.2024, Sofia, Bulgaria. https://www.ietm.org/en

e Participation in the international festival December Dance
23 with the performance ,,One, two”, 07.12.2023 - 17.12.2023,
Bruges, Belgium.
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e Participation in the international festival International
Documentary Film Festival Amsterdam (IDFA) 23 with a
lecture and performance, theme Phenomenal Friction; 08.11.2023
- 19.11.2023, Amsterdam, Netherlands, https://www.idfa.nl/en/

e Participation in the performance laboratory ,,Sound Body* in
collaboration with Peter Sciscioli (USA) and Zornitsa Stoyanova
(BG/USA), 2024.

e Participant in the Trilateral Artist Share meetings, artistic
exchange of independent artists from Bulgaria, Hungary, and the
USA, Collaboration with BodyMeld - Sofia, Workshop
Foundation — Budapest, and Philadelphia Dance Projects —
Philadelphia. 2023.

e In the medium of photography - won Bronze Award in the
category Portrait Creative 2023 Annual Final Winners, WPE
International Photography Awards. 2023.

e Participation in the dance performance One, two. Sofia,
Bulgaria: choreographer Christian Bakalov, 2023.

e Participation in the project Pure. Sofia, Bulgaria: choreographer
Christian Bakalov, 2023.

e Performer in the dance performances ,My Head Will
Burst“ and "Let's talk about love" in collaboration with Chinese
choreographer Yang Weijia with live music accompaniment by Xia
Yuyang. China, Bulgaria: choreogr. Yang Weijia, 2023. Derida
Dance Center, Sofia, 14.07.-03.08.23.
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e Participation in a one-week intensive and performance with
Julyen Hamilton. ,,Theatrical Mechanisms: Working with Objects®,
Sofia, 23-27.05.23 https://julyenhamilton.com

e Participant in numerous workshops with Paolo Nani (Paolo

Nani, Italy/Denmark), 2023-2024 https://www.paolonani.com

e Participant in workshops and intensives with Israel Aloni (Israel
Aloni, Sweden), 2023-

2024 https://www.sydneydancecompany.com/people/israel-aloni/

e Participation in a one-week intensive “Poetic Movement —
working with the wisdom of the body” with Steve Batts
(Northern Ireland), as resident at BodyMeld Performance Research
Academy 2023, Sofia, 15-19.05. 2023 https://echoechodance.com

e Participation in a one-week intensive “Expanding Perceptions

— tools for dance composition® with Megan Bridge (USA), as
resident at BodyMeld Performance Research Academy 2023, Sofia,
01-05.05. 2023 https://www.thefidget.org/megan-bridge

e Participation in a one-week intensive “Movement and Voice
Compositions” with Paolo Chingolani (ltaly), as resident at
BodyMeld Performance Research Academy 2023, Sofia, 23-
26.04.2023. https://www.paolocingolani.com

e Intensive Hod: Dancer in a choreographic laboratory with Dani
Cirns (UK), culminating in a presentation of the results from the
creative research, Movement Laboratory ,HOD®, Sofia, 18-

28.04.23.
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e Participant in the performance ,Everything or nothing”,
collaborative work with the creative collective Forced
Entertainment (UK), RCCI Toplocentrala, Sofia, 01-

04.04.23. https://www.forcedentertainment.com

e Participation in a one-week intensive “Dancing speech,
speaking dance” with Zornitsa Stoyanova (USA/BG), as resident
at BodyMeld Performance Research Academy 2023, Sofia, 13-
17.03. 2023. https://www.bodymeld.org

e Participation in a one-week intensive “Voice as
Movement” with Peter Sciscioli (USA), as resident at BodyMeld
Performance Research Academy 2023, Sofia, 06-10.03.

2023. https://movementresearch.org/people/peter-sciscioli/

e Performer in the immersive performative visual installation
PRAXIS, dir. Christian Bakalov, Sofia, 2023.

e Participation in the dance performance Unreal. Sofia, Bulgaria:
choreographer Christian Bakalov, 2022.

o And many others.
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I11. STRUCTURE OF THE DISSERTATION WORK

The dissertation work follows a classical structure and
content, characteristic of this type of scientific research, consisting of
an introduction, three chapters, conclusion, contributions of the
dissertation research, list of tables, appendices, list of used and cited
sources, filmography, and list of the author's publications on the topic
of the dissertation work.

The introduction presents the concept of the research,
justifying the relevance and scientific significance of the topic.
Furthermore, the aim of the research, the scientific objectives derived
from it, the object and subject of the research, the methodology,
limitations, and the working hypothesis are formulated.

The first chapter of  the dissertation work,
titled ,,Conceptual Dimensions of Gesture: Etymological,
Psychological and Theoretical Aspects', lays the fundamental
conceptual and theoretical foundations for understanding the integral
gesture, a central concept for the entire study. The main goal here is
to overcome reductionist and often fragmented definitions of gesture
by proposing a multi-layered, interdisciplinary model. Chapter 1
deconstructs the notion of gesture as purely physical movement or a
nonverbal sign and examines it as a complex embodied phenomenon,
integrating  etymological, psychological, neurological, and
philosophical dimensions to reveal its essence in human expression

and artistic creativity.
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The research begins with the identification and rethinking
of the concept of 'gesture’. Instead of limiting it to the visible form,
the emphasis falls on its ability to express and engage the
performer's embodied consciousness. Key characteristics such as
intention, expressiveness, meaningful load, and contextuality
distinguish it from ordinary movement. The analysis of its
etymological roots (Lat. gestus, Gr. yeip) reveals its deep connection
with ‘carrying' meaning, with action (praxis), with the actualization of
potential (energeia), and with active, dialogical interaction with the
world. Gesture is viewed not as a static sign, but as a dynamic process
of interaction between the inner world and outer reality, involving
cycles of internalization and externalization, often prompted by the
desire for response and connection.

A subsequent significant focus is on the psychological and
neurological aspects of gesture, especially in the context of theatre
and cinema. Gesture is analyzed as an external expression of
complex inner states, including both conscious and unconscious
emotions, thoughts, memories, and intentions, summarized in the
concept of the *"actor’s subscore™. Simultaneously, it is also a key
means for developing body awareness (somatic aspect). The sensory
foundations  (proprioception, Kkinesthesia, interoception), the
subjective "body map," and ways of working with body blockages or
"armor" through somatic practices, breath, and voice are examined.
The cognitive dimension is also explored — how purposeful work

with gesture cultivates concentration and stage/screen presence.
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Methods like mindfulness, Sedona, Silva are analyzed, as well as the
importance of mental rehearsal and the concept of the "witness" as a
form of meta-awareness. Finally, the neurological bases of behavioral
perception and impact of gesture on the viewer are examined. The
role of mirror neurons in empathy (emotional and kinesthetic), the
phenomenon of neural synchronization in shared experience, the
foundations of neuro-aesthetics and synesthesia, as well as the
inevitable influence of the cultural context on these processes are
discussed.

To achieve a deeper understanding, the chapter
integrates broader theoretical frameworks.

Phenomenology provides a framework for understanding the
body as the center of experience and source of meaning, and gesture —
as an embodied knowing and active creator of subjective space and
time. Post-structuralist and semiotic approaches (Foucault, Barba,
Deleuze & Guattari) illuminate the body as a socially
constructed "'text', a carrier of power and cultural meanings,
analyzing concepts like bio-power, the "pre-expressive level," and the
"Body without Organs". Eastern philosophies and practices (Yoga,
Tai Chi, Qi Gong, Zen, Shamanism) offer valuable holistic models for
the unity of body-mind-spirit and for working with vital energy
through conscious movement and breath. Finally, contemporary
somatic practices (Feldenkrais, Alexander, BMC, etc.) and

approaches in contemporary dance and physical theatre are examined,
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which emphasize awareness, processuality, integration, and the
continuous expansion of methods for bodily expressiveness.

In summary, the first chapter builds a complex and
interdisciplinary theoretical foundation for the integral gesture. It
defines it as a multidimensional, embodied, dialogical, and contextual
phenomenon, transcending traditional reductionist views. Through the
synthesis of diverse psychological, neurological, philosophical, and
practical perspectives, the chapter establishes the conceptual apparatus
and core principles that will be used for analyzing the essence and
applications of the integral gesture in the subsequent parts of the
dissertation work.

The second chapter of the dissertation  work,
titled ,,Archetypes, = Transformation and Contemporary
Application of Gesture in Cinema and Theatre“, expands the
investigation of the integral gesture by situating it within a broad
cultural-historical and contemporary context. Building upon the
conceptual, psychological, and neurological dimensions established in
Chapter 1, this chapter traces the path of gesture from its archetypal
roots in myth and ritual, through its transformation in the
performing arts (theatre and cinema), to its contemporary application
and challenges in the digital era. The central focus is on understanding
gesture not merely as an expressive means, but as a carrier of
transformative potential and a key element in the construction of

meaning and experience.
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The section dedicated to gesture in mythology and
rituality lays the foundation for understanding its deep symbolic and
psychological power. Myth is viewed as a sacred narrative that
provides a framework of meaning and explains the origin and structure
of the world and human experience. Ritual, in turn, is presented as
a transformative practice — the embodied, formalized, and repetitive
action that actualizes myth and aims to bring about change in the
individual, the community, or their connection with the cosmos. Key
anthropological and psychological concepts are introduced
here. Archetypes, according to Carl Gustav Jung, are viewed as
universal, innate patterns of experience that find expression in myths
and are often activated through ritual gestures, connecting the
individual with the collective unconscious. The concept of liminality,
developed by Victor Turner, is analyzed as a transitional,
unstructured state "between worlds," characteristic of ritual, where old
identities dissolve and space opens for transformation and the
emergence of communitas — a spontaneous sense of unity and
equality. Mircea Eliade's distinction between the sacred and the
profane illuminates ritual as a bridge between these two realities, and
the ritual gesture — as a means of accessing the sacred, the source of
power and meaning. In this context, the gesture in ritual is revealed
not as an ordinary sign, but as a potent performative act, capable of
channeling archetypal energies, facilitating passage through liminal

states, and effecting profound psycho-spiritual transformation.
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The following section explores performative art as
transformed ritual, tracing how the functions and power of ritual
gesture are transferred and reinterpreted in contemporary stage and
screen arts.

The analysis of gesture in theatre from ritual to the
stage shows that despite secularization and aestheticization, theatre
retains its connection to ritual roots, functioning as a space for
encounter, sharing, and potential transformation. The approaches of
key figures in contemporary theatre are examined, who, albeit with
different methodologies, use gesture as an instrument for achieving
integration between body, mind, and consciousness, for cultivating
authentic presence, and for provoking impact beyond the purely
aesthetic. Mikhail Chekhov, with his ""psychological gesture™,
seeks an outer expression of inner life and archetypal movements,
connecting the physical with the unseen layers of the psyche. Bertolt
Brecht, through the concept of Gestus, uses gesture as a social
commentary, revealing power relations and ideologies, directing
towards critical awareness. Jerzy Grotowski, with his ""poor
theatre™, ""total act, and the via negativa method, strives for
ultimate psycho-physical dedication and overcoming barriers,
bringing actor's work close to ritual discipline and self-
sacrifice. Eugenio  Barba, through ""theatre anthropology",
explores the ""pre-expressive level™ and develops the "extra-daily
technique™, seeking universal principles of bodily energy and

presence that underpin stage effectiveness, similar to ritual
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efficacy. Marina Abramovié¢, through her performances, often
involving extreme duration, endurance to pain, and interaction with
the audience, directly uses ritual elements to explore the limits of the
body and consciousness, creating intense, liminal experiences and
energy exchange. Phillip Zarrilli integrates principles from Eastern
martial artsand meditative practices to achieve psychophysical
integration and conscious presence, cultivating the body as a sensitive
and powerful instrument. These diverse approaches demonstrate how
contemporary theatre and performance continue to explore the
transformative potential of the integral gesture, drawing inspiration
from ritual, psychological, and somatic sources.

The transition to gesture in cinema reveals a fundamental
transformation, conditioned by screen specificity and technological
mediation. While in theatre gesture unfolds in shared three-
dimensional space and time, in cinema it is fragmented, framed, edited,
and mediated by cinematographic language. The camera, editing,
sound, light, color, and scenography cease to be passive recorders
and become active "'gestures' themselves, interpreting, constructing,
and even creating the meaning of the actor's performance. The power
of the micro-gesture, captured in close-up, gains immense
significance. The directorial signatures of emblematic creators are
analyzed to illustrate how this specific cinematographic language
shapes the perception of gesture: Antonioni uses space, long takes,
and slow tempo as gestures of alienation and

stagnation; Bergman focuses on the extreme close-up of the face and
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visual asceticism to explore psychological depths; Fellini constructs a
world of surreal, carnivalesque image-gestures; Tarkovsky "sculpts
in time" through long takes and spiritualized nature, creating
metaphysical gestures; Lynch uses atmosphere, sound, and non-
linearity as gestures penetrating the
subconscious; Jodorowsky employs psychomagic, using shocking,
ritualistic visual gestures for transformation. This analysis shows how
cinema develops its own complex and mediated gestural system,
requiring a specific approach to understanding.

The final main section of the chapter addresses the digital era
and the challenges for the integral gesture. The advent of digital
technologies radically changes the course, tools, and perception of the
performing arts. Gesture in the age of digital reproduction is
discussed, drawing a connection to Walter Benjamin's concept of
the loss of ‘aura’, and examining how digitalization affects the unique
presence of the living gesture. New possibilities and
technologies like motion capture, virtual reality (VR), augmented
reality (AR), and interactive installations are explored. They open
doors for expanding the gestural repertoire, creating hybrid realities,
and new forms of interaction between performer and spectator. At the
same time, the serious challenges posed by the advent of digital
technologies are analyzed: the risk of fragmentation of attention and
life under conditions of constant information flow; the potential
for alienation from one's own body and senses due to excessive screen

time; and the subsequent loss of authentic presence. Finally, the
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question is raised about the need to search for a new "integral
gesture' that consciously builds a connection between body,
technology, and consciousness, using technologies not just for effect,
but as a tool for exploring and cultivating embodiment and meaningful
communication in the new conditions.

The conclusion to Chapter 2 summarizes the traced
trajectory of the integral gesture — from its deep archetypal and ritual
roots, through its complex evolution in theatre and cinema, to its
current transformation in the digital environment. It highlights its
enduring ability to carry meaning and effect transformation, but also
emphasizes the urgent need for conscious strategies to preserve and
cultivate its integrity — its connection with embodied consciousness,
authentic presence, and direct communication — in the face of
increasing technological mediation. This problematic prepares the
transition to Chapter 3, which will offer concrete practical approaches
and methodologies for working with the integral gesture in
contemporary art.

The third chapter, “The Integral Gesture in
Contemporary Art”, makes the crucial transition from theoretical
reflection to the practical application and validation of the concept
of the integral gesture. Building on the analysis of its conceptual
dimensions (Chapter 1) and cultural-historical transformations
(Chapter 2), this chapter aims to bridge the gap between theory and
practice. It presents empirical evidence supporting the central

hypothesis of the work and offers a specific toolkit — methods and
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exercises — for the conscious cultivation of the integral gesture in
contemporary performing and screen arts. In this way, the chapter
fulfills one of the main tasks of the dissertation — to propose not only
a theoretical model but also practically applicable approaches.

The chapter begins by defining the theoretical-
methodological framework of the research in this part. It clarifies
the research problem — the identified fragmentation between
theory and practice in understanding and working with gesture,
especially in the context of the digital era. It formulates the main goal:
to develop, substantiate, and propose an integrated model and specific
methodologies for understanding and cultivating the integral gesture.
It confirms the main working hypothesis: The integral gesture,
defined as a purposeful, expressive, and meaningfully charged
embodied action, which is an expression of embodied consciousness
and unfolds in a dialogue between the artist's inner and outer world, is
subject to conscious cultivation through specific methods and
exercises, leading to an expansion of expressive possibilities,
deepening the connection with one's own body, consciousness and
emotions, and achieving a more authentic, impactful stage/screen
presence. It explains the complex qualitative methodology, which
combines theoretical synthesis with qualitative case study
analysis (in-depth interviews with Julyen Hamilton and Peter
Sciscioli) and embodied research, based on the author's laboratory
experience, as a bridge between abstract concepts and living artistic

practice.
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The following section presents and analyzes the data and
evidence obtained through the application of this methodology. The
analysis of the interviews with Hamilton and Sciscioli, treated as
specific case studies, provides rich empirical data that illuminate the
specifics and development of the integral gesture in practice. This data
strongly confirms its multidimensional nature, exceeding simple
sign function, and its dialogical character (connection with support,
space, partner, audience), validating the first main hypothesis. The
detailed analysis of the ways Hamilton (through Instant Composition)
and Sciscioli (through "Voice as Movement") work with awareness,
body, voice, impulse, and space, provides strong evidence supporting
the second hypothesis — that the integral gesture is subject to
conscious  cultivation through  specific, albeit  different,
methodologies.

The data also reveals that this cultivation process is not a
linear acquisition of techniques, but represents a dynamic process of
accommodation (adaptation) and refinement. As Hamilton
describes through the metaphor of the spiral, working with the integral
gesture involves constantly returning to fundamental themes and
questions, but at a new, deeper level of understanding and embodiment.
This is a path towards self-knowledge and inner transformation,
where physical practice (awareness of support, releasing "armor")
leads to psychological change (release from stress, greater

authenticity), confirming the third working hypothesis.
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Finally, the case study analysis sheds light on the connection
between the cultivated authentic presence of the artist and
its emotional impact on the audience. The data supports the fourth
hypothesis, showing that the authentic, embodied state of the
performer, achieved through work with the integral gesture, has the
capacity to provoke significant emotional and cognitive resonance
in the viewer. This impact is not achieved through manipulation, but
through the creation of an open field for experience and direct, often
pre-verbal, 'body-to-body* communication. The mechanism
of behavioral perception is analyzed, which includes not only
cognitive decoding but also empathic resonance and direct physical
(vibrational) impact (as emphasized by Sciscioli), realizing a complex
psycho-physical dialogue between performer and viewer.

Based on the theoretical framework and empirical validation,
the third, main section of the chapter offers specific methods and
exercises for refining the integral gesture in practice. The presented
toolkit is not an exhaustive catalogue, but a purposeful selection of
representative practices, synthesized from various sources (work of
key figures, somatics, Eastern traditions, the case studies of Hamilton
and Sciscioli) and adapted/developed through the author's personal
laboratory experience. The emphasis is on the core principles:
awareness, wholeness, work with breath, energy, attitude, play, and
experimentation.

In conclusion, the present dissertation work conducted an in-

depth interdisciplinary investigation of the integral gesture,
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establishing it as a complex, embodied, and dialogical phenomenon,
fundamental to the performing and screen arts. Through the synthesis
of theoretical perspectives from various fields and their validation via
qualitative case study analysis and practical laboratory experience, the
work developed a holistic model aimed at overcoming the gap
between theory and practice. A key contribution is the presentation
of aspecific toolkit of methods and exercises for the conscious
cultivation of the integral gesture. Its potential for achieving greater
authenticity, presence, and depth in stage/screen expression, as well as
for building a stronger emotional and behavioral connection with the
audience, was demonstrated, taking into account the challenges of the
digital era. The research contributes to a more holistic understanding
of human expressivity and offers valuable resources for enriching

contemporary artistic practice and pedagogy.
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IV. CONTRIBUTIONS OF THE DISSERTATION
WORK

Based on the provided text (summary, introduction,
conclusions to chapters, methodology, conclusion), the main

contributions of the dissertation work can be summarized as follows:

1. Theoretical Contribution:

e Development and substantiation of the concept of the "'integral
gesture'': The work introduces and elaborates in detail the concept
of the "integral gesture" as its key theoretical framework.

o New perspective on existing theories and practices: The work
re-examines and interprets the work of key figures (Chekhov,
Brecht, Grotowski, Barba, Abramovi¢, Zarrilli, Lynch,
Jodorowsky, etc.) and methodologies (Sedona, Silva, Body
Sensing, Instant Composition, somatic practices) through the prism
of the "integral gesture," revealing new connections and meanings.

o Analysis of gesture in the digital era: The work addresses the
current challenges and opportunities that digital technologies
(motion capture, VR, AR, interactivity) and virtual reality pose to
bodily expression, authenticity, and presence. It offers reflection on
the need for conscious integration of body, technology, and

consciousness.
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2. Practical-Methodological Contribution:

e Bridging the gap between theory and practice: The dissertation
purposefully connects theoretical positions with living
performance practice, offering not just a conceptual model, but also
a concrete toolkit for work.

 Proposal of methods and exercises: A set of practical methods
and exercises (based on a synthesis of various sources and
personal laboratory experience) for the conscious cultivation of the
integral gesture is developed and presented.

« Validation through case studies and embodied research: The
methodology includes qualitative case study analysis (in-depth
interviews with leading practitioners like Julyen Hamilton and
Peter Sciscioli) and integrates embodied research, based on the
author's personal laboratory experience, which imparts practical

relevance and credibility to the proposed approaches.

In summary, the dissertation contributes by creating
an integrated theoretical model of the "integral gesture," achieving
significant interdisciplinary synthesis, bridging the gap between
theory and practice through the development of specific
methodologies and exercises, and addressing current issues related

to the digitalization of the performing arts.
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