IOI'O3AITAAEH YHUBEPCUTET ,,HEO®UT PUJICKH*
OAKVIITET 110 U3KYCTBATA

Karenpa ,, TeieBU3MOHHO, T€ATPATHO U KUHOU3KYCTBO'*

PELHEH3MA

ot gou. a-p Kpym NBanos

3a JUCCPTAINOHHUA TPY A

» I ICUXOJIOT'USA HA ) KECTA 1 ITIOBEJAEHYECKO BB3IIPUATHUE B
KNHOTO U TEATBPA*

oT

HUKOJIAW BAJIEPUEB FhP3AKOB

3a IpUCHKIaHe HAa 00pa3oBaTeIHa U Hay4YHA CTETEH JIOKTOP
8.4. TeaTpaiHo U GUIMOBO U3KYCTBO

/KuHOo3HaHUEe, KHHOU3KYCTBO U TEJIEBU3US/

C HAYYCH PBbKOBOAUTCIIL:

[Tpod. n-p LiBetan Henxon



Pertensusita € uzrorseHa Bp3 ocHoBa Ha 3amosex Ne 984/03.04.2025 r. Ha
PEKTOPA na 103V ,,Heodut Puncku‘ va ocnoBanue wi. 9 ot 3PACPB, un.30,
an.3 ot IlpaBunuuka 3a npunarane Ha 3PACPDb, un4, an.3 or Bwrpemnure
npaBuUiia 3a pa3BUTHE Ha akajgemMudHusi cbctaB B FO3Y ,Heodut Puncku‘
OTHOCHO YTBBPKJaBaHE ChCTAB HA HAYYHO KYPH U MPEJICTABEHU OT JOKTOPAHTA
JTUCEPTALIMOHEH TPy, aBTOpedepar, crpaBka 3a MPUHOCUTE B TUCEPTALUMOHHUS
TpyH, MyOJIMKalud MO TeMara Ha JIUCEPTAIMOHHHS TPYyHd, B CHOTBETCTBHE C
u3uckBanusta Ha 3PACPB, [III3PACPD 3a npunoOuBane Ha oOpa3oBareiaHa U
Hay4yHa CTEIEH ,,JOKTOp .

ChabppkaHHETO Ha BCSKa OT TJIABHTE € Pas3MpeicsicHO0 B OTICITHH
naparpadu, KaTo B Kpasi Ha BCSIKa rjaBa ca HanpaBeHU U3BoAN. OCHOBHUSAT TEKCT
ChABpKAa MHOXECTBO ITUTATH, KaTO JOKA3aTEJICTBEH Marepuai Mo TeKCTa Ha
JTUCEPTAIMOHHUS Tpya. brorpadusara n npodecrnoHaaHus BT Ha aBTOpa SICHO
MOJ/ICKa3Ba MpUYMHATA TOU J]a Ce OpUEHTUPA KbM U3clieBanara rema. O0emMbT Ha
IUCEPTAlMOHHUA Tpyld Ha Hwukomann bep3akoB, o3arnaseH ,Jllcuxomnorus Ha
KECTa U TMOBEJICHUYECKO BB3MPUATHE B KMHOTO U Tearbpa’, €: 251 crpanuuu
OCHOBEH TEKCT, IUTFOC MPWJIOKEHUS, KpaTka ¢uiamorpadus u oudmmorpadus.
TpyasT BKIIFOUBA: 3 OCHOBHH TEOPETUKO-TTPAKTUYECKH TIIABH; YBO/I, 3aKITIOUYCHUE
U U3BOJIM; TIPWIOXKEHUS C MHTEPBIOTA, CXEMH M MPAKTUUYECKH YIPAKHEHHUS;
oubnuorpadust ¢ Hax 180 u3rouHMKa (Ha OBJITAPCKHU, AHTIUNCKUA, HPEHCKU U
pycku e3uK). To3m 00eM € HaIrbJIHO aJeKBaTeH Ha M3WCKBAHUATA 32 IUCEPTAIUS
3a OHC ,,mokTop* B 001acTTa Ha U3KYCTBO3HAHHETO W OCUTYpsiBa JOCTaThYHA
IBJIOOYHMHA, apTYMEHTAINUS U MHTEPANCIUIUIMHApHA 000CHOBKA Ha TeMarta.

O01ma xapakTepuCcTHKA HA JMCEPTAUOHHUS TPY/
AKTYaJIHOCT HA U3CJIeIBAHETO

AKTyallHOCTTa Ha JHWCEPTAaUMOHHUA Tpyd ,llcuxomoruss Ha xecra wu
MOBEJCHYECKO BB3MPUATHE B KMHOTO M Tearbpa” Ha Hukomnaii bbp3akoB ce
M3pa3siBa B HAKOJKO KJIOUYOBH aCIEKTa:

1. TenecHocTTa KaTo HCHTpAJIHAa TCMaA B CbBPCMCHHATA KYJITypa

B CII0Xd, B KOATO OUTHUTAJIHHUTC TCXHOJIOTMHU, BHUPTyaJIHaTa pCalHOCT H
MGHHﬁHOTO IMOCPCAHNUYICCTBO N3MECTBAT TCICCHOTO IIPUCBCTBUC, JKCCTHT — KATO
H3pa3 Ha BBIUIBTCHO Cb3HAHUC — CC OKa3Ba 3acCTpallCH OT Cl)paFMeHTaL[I/IH "
MCXaHH3alus:. HBCHCI{B&HCTO IMIOCTaBA BBIIPOCA 3da ABTCHTUYHOCTTA HA TAJIIOTO U
Hn3pasa, KOCTO v HU3KIIOYUTCIIHO AKTyaJIHO B HOCTMGHHﬁHHﬂ )41
IMOCTXYMAaHNUCTUYHHNA KOHTCKCT.

2. I[OH’[)JIBaHe Ha OAJIOCTCH TCOPCTUYICH MO/ICII 3a )KECTAa B CHCHUYHUTC U3KYCTBA.



Bbrnpeku MHOXECTBOTO M3CIEABAaHHUS B JIMHI'BUCTUKA, IICUXOJOTHA U
AHTPOIIOJIOTUS, TOM JONPHUHACA 3a ChbBPEMEHEH MHTErPAJIEH MOJEI, KOUTO Ja
CBBbp3Ba: puiocopusaTa Ha TAIOTO, KOTHUTUBHATA IICUXOJIOTHUS, HEBPOJIOTHITA,
CLUEHMYHAaTa IIpakTuKa. Jlucepranuara npaBd TOYHO TOBA — 3aIlbjiBa HAy4yHa
npa3HUHA Ype3 KOHLEMIUATAa 3a HWHTErpajHMsl JKECT, KOHTO o00enuHsBa
TEJIECHOTO, EMOLIMOHAIIHOTO, KOTHUTUBHOTO U KYJITYPHOTO.

3. TeaTpanHata ¥ KHHO MIPAKTUKA ThPCAT HOBU U3pa3HU (popMu

Huec, mox BnusHUE Ha nepHOPMATUBHU U UMEPCUBHU TeaTpH, KAaKTO M HA apT-
KMHO C HecTaHJapTHa ekcrnpecuBHOCT (mpumep: Jlapc don Tpuep, Poit
Annepuion, JleiBun JIuHY), KECThT OTHOBO €€ OKa3Ba KIOYOB. TpyasT
MPENOCTaBs MPAKTUUYECKU HACOKU U YIPAKHEHUS, KOUTO JUPEKTHO MOrar Jia ce
M3MO0J3BaT B: aKThOPCKaTa MOATOTOBKA, TEJIECHATA MeJaroruKa, pexXucbopcKara
pabora.

4. JQurutanuzanusaTta M M3KYCTBEHHMSIT  MHTENEKT I[OCTaBAT  HOBU
MPEIM3BUKATEIICTBA HA KOUTO aBTOPHT OOpbBIlla BHUMAHUE HA BIUSHUETO Ha!
JUTUTAIHATE IBOWHUIIM, motion capture, BUPTyajJHaTa PEajlHOCT, alTOPUTMUTE
BbpPXY TSJIOTO M Herorara ekcopecus. ToBa mpaBu TpyJa MOCT MEXIY
KJIACHUYECKATA TEJIECHA €CTETUKA U CbBPEMEHHUTE TEXHOJIOTUYHU MapaIurMu.

5. 3HaYMMOCT B apTUCTUYHATA T€Iaroruka

AKTyallHOCT HMaT MPEMIOKEHUTE METOAM U YHPAKHEHUS 3a: TeEJecHa
OCB3HATOCT, paboTa ¢ AuIIaHe, IJ1ac, UMIIYJIC, MPOCTPAHCTBEHA OPUEHTALMS,
MHTETpUpaHE HAa W3TOYHM MpakTUKU (Mora, Tail-um). ToBa oTroBaps Ha
HapacTBallaTa HyXJa OT COMaTUYHU MOJAXOAM B OOYYEHHMETO MO aKThbOPCKO
MaNCTOPCTBO U MbphopMaHc. AKTyaJIHOCTTa Ha JucepranusaTa € 6escnopHa. Ta
HE CaMO CTHIIBA BbPXY HOBUTE TEOPETUYHU IOJIETA, HO U OTrOBaps Ha peajHu
IPEeIM3BUKATENICTBA B TeaTpaJIHATa U KUHO MPAKTHKA, KAKTO U B OOyUYEHUETO Ha
CbBPEMEHHUS apTHUCT.

O0ekTHT Ha HacTOsIIaTa auceprauus Ha Huxonali bep3akoB, o3ariaBeHa
,,] [CHX0JIOTHS Ha kKeCTa U MOBEACHYECKO BB3IPUATHE B KHHOTO M Tearbpa‘, €:
KecTbT KaTO ICUXO0PU3UYECKO, EMOITUOHATHO U KYJITYPHO SIBJICHHE B KOHTEKCTA
Ha M3IBIHUTEICKUTE HW3KyCTBAa — Tearbp, KMHO W mbpdopmanc. Toi ce
pasriexaa He KAaTo HM30JMPaH JBUTATEIEH aKT, 4 KaTO WHTETrpalHA HM3pa3Ha
dbopma, KosiTo 00eTMHSBA: TEJECCHO JIBH)KCHUE, eMOIIMOHAJICH 3apsiJl, KOTHUTHBHA
HACOYEHOCT, EHEPTUEH IMOTOK, KYJTYPHO-CEMUOTUYHA paMKa, B3aUMOJECHCTBUE
ChC cpena u 3puten. Jucepranusara aHaIn3Mpa )KECTa KaTO HOCUTEN HA CMUCHII,
PUCHCTBHE M TpaHchOpMaIlKs, U MOCTaBs aKIIEHT BbPXY HEroBara ICHTpaIHa



pOJIsl B CbBPEMEHHOTO CLIEHUYHO U €KPaHHO M3KYCTBO, OCOOEHO B YCIIOBHSTA HA
AUTUTAIU3AM U PparMeHTUPaHO BB3IPHUSITHE.

IIpeaMer Ha HACTOSIIATA UCEPTAIHUS ca:

[lcuxonornueckuTe, KOTHUTUBHUTE, KYJITYPHUTE U MPAKTUUYECKUTE ACHEKTH Ha
KECTa B U3IBJIHUTEICKUTE U3KYCTBA — ChC CHEIUaNICH (POKYC BbPXY KUHOTO U
Tearbpa — U HETOBOTO IMOBEJICHYECKO BB3MPUITHE OT CTPaHA HA apTUCTA U
3putens. [lo-KOHKpeTHO, ArcepTauusTa U3Cie/Ba:

v Kak xecThbT (YHKIMOHHMPA KaTO KaHaJ 3a M3pa3siBaHE Ha BHTPELIHH
CBHCTOSTHUS (€MOIIMH, MUCIIH, JKEJIaHUS );

v Kak ce BB3lpHEMa M MHTEPIPETHPA OT MyOIMKaTa, BKIIOYUTEIHO IIPE3
Mpu3MaTa Ha HEBPOECTETUKATA U OTJICATHUTE HEBPOHHU;

v’ KakBu ca MEXaHM3MHUTE Ha EMIIATUS U CLIEHUYHO IPUCHCTBUE, 00YCIOBEHH
OT TEJIECHA EKCIIPECHSI;

v' Kak KecTbT MOXe Ha ObJe KyIATHBUPAaH M YCHBBPIICHCTBAH YpPE3
MPAKTUYECKU YIPAKHEHUS U TI€IarOruueCKy TEXHUKH;

v’ Kak aururaisure TEXHOJIOTHH TpaHc()OpMHpar KecTa, Heropara (Gopma,
BB3JICHCTBHUE U €KCIIPECUBEH MOTeHIMal. J(ucepramusarta ooxBala xecta
KaTo TIPOIEC, KaTo CPEACTBO 3a CICHWYHA TpaHchopMmalus H KaTo
KYJTYpPEH U XYJI0XECTBEH (peHoMeH, ¢opMupan] MOCT MEXAY TsIOTO,
CH3HAHUETO U BB3MPHUIATHETO B CbBPEMEHHOTO U3IBIHUTEIICKO U3KYCTBO.

Henara Ha nucepranmoHHusi TpyA ,llcuxonorus Ha xecta U MOBEIEHYECKO
BB3NPUSATHE B KMHOTO U Tearbpa™ e: Jla u3cnensa u aeguHupa ,,MHTETpaIHUA
KECT KaTro KOMIUIEKCHO TICUXO(HU3UYECKO SBIECHHE, KOETO OO0eauHsBa
TEJIECHOTO, E€MOLMOHAIHOTO, KOTHUTUBHOTO M KYJITYpPHOTO H3pa3siBaHE B
KOHTEKCTa Ha CUEHUYHUTE U €KPAHHUTE U3KYCTBA, C Led Ja ObJe MPUIOKEH B
apTHCTHMYHAaTa TNPAKTUKA, OOy4YeHHETO M pexucypara. I[lo-KOHKpeTHO,
JUCEPTALMATA CH ITIOCTaBA 3a LeJT Ja:

v' Pa3paboTu TeopeTHYHA paMKa 3a TOHSATHETO ,, AHTETPAIICH XKECT , KOSITO J1a
oOxBama (GmIoCOPCKH, TICHUXOJOTHMYECKH, KYATYPHH U  TEJIECHU
u3MepeHust; M3caensa Bb3IPUATHETO HA KECTA OT 3pUTEIICKA U AKThOPCKa
riieHa TOYKA, BKIIIOUUTEIHO Mpe3 KOTHUTHBHA W HEBPOECTETHYECKA
IIPU3Ma;

v Queprae pojsta Ha ecTa B 0QOPMIHETO HAa CIIEHUYHO MPUCHCTBHE,
MEPCOHAK U EMOIIMOHAIHA KOMYHUKALIHS;

v/ Paskprie MEXaHH3MHTE, 4Ype3 KOUTO KECThT TMOPakKaa CICHUYHO
BB3ACUCTBUE U €MIIATHSI;

v’ TIpeqyio)kd  TPAKTHYECKH METOIM, YIPKHEHHs ©  MOJAXOAH 32
KYJITUBHpAHE Ha KECTa B aKTbOPCKOTO OOyUEHUE U TBOPUECKHUSI ITPOLIEC;
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v AHanu3upa BIMSHACTO HA CHBPEMEHHHTE TEXHOJOTMH W JUTUTAIHATA
KyJTypa BbpXy IpHpoJaTa Ha )K€CTa U HEroBara u3pa3Ha cuia.

OcHoBHATa Te3a HA JUCEPTAIUOHHUSA TPY/

,,| [CHXOJIOTHs Ha ’KecTa M NMOBEACHYECKO BB3IPUATHE B KMHOTO M Tearbpa’“ Ha
Huxonait bep3akos rnacu:

KectbT He € mpocTo PU3NYECKO ABMXKEHUE, a UHTErpajHa, MHOTOILJIACTOBA U
CBIHOCTHA U3pa3Ha (opMa, B KOSATO CE CpelaT TSI0TO, ICUXUKATa, EMOLMATA,
KyJTypHaTa IaMeT U EHEepPIrusiTa Ha IPUCHCTBUETO, U KOSITO UTPAE KIIFOUOBA POJIS
3a Ch3/1aBAaHETO U BBH3IPUEMAHETO HA CLIEHUYHO U €KpaHHO Bb3/eicTBue. Te3ata
MOCTaBsd B ULEHThpa T.HAp. ,,MHTErpajeH KecT — TOHITHE, BBBEICHO U
pa3paboTeHO OT aBTOpa, KOETO OOeauHsBA: (PM3HMUYCCKOTO JBHKEHUE (BHHIICH
u3pa3), BbTPEIIHATA MHTEHUHUA (IICUXO-€MOLIMOHAJIEH 3apsl), KyJITYpPHHUS KO
(3HaUeHWE W CMUCHJ), MEpPUENTHUBHATA JUHAMHUKA (BB3MPUSATUE OT 3pUTENS),
TBOPYECKHUS aKT (apTUCTUUHA TpaHcpopmanusi). ABTOpbT 3allliTaBa Te€3aTa, ue
Yype3 KyJATUBUPAHETO HA MHTErPAHUS JKECT apTUCTBHT U3rpak]a Mo-AbJI0OKa
Bpb3Ka CbC cebe CH, C MPOCTPAHCTBOTO, C MAPTHHOPA U C MyOJIMKATa, KaTo Taka
Ce MOCTUra MO-BUCOKA CTENEH Ha CLICHUYHA aBTEHTUYHOCT U Bb3/CHCTBUE.

O06o01meHne HA pe3yJITATHTE U OLIEHKA HA PUHOCUTE HA JOKTOPAHTA

B pe3ynrar Ha TEOpPETMYHO, METOJOJIOTHYECKO M NPAKTHUYECKO H3CIIE/IBAHE,
JNOKTOpcKara auceprauus Ha Hukonai BanepueB bwpsakos ,Ilcuxonorust Ha
KECTa M TOBEJACHYECKO BB3MPHUATHE B KMHOTO M TeaThpa’™ MOCTUTra Hay4YHU
pe3yaTaTv U NpUHOCH B o0nacTTa Ha OCHOBHM pE3yJTaTH:

e dopMmynupaHe W apryMEHTUpaHE Ha IMOHATHETO ,,MHTETPAJIEH JKECT" —
HOBa  TEOpPETUYHA  KaTeropusi, KOATO  OOEAMHSIBA  TEJIECHOTO,
MICUXUYECKOTO, EMOIIMOHAIHOTO U KYJATYPHOTO MU3MEPEHHUE HA U3Pa3a;

e (Cp37aBaHE HAa MHTEPAUCUMIUIMHAPHA pPaMKa 3a W3CIIEJBAHE Ha JKECTa,
O0azupaHa Ha Quiocodusi, KOTHUTHMBHA TCUXOJIOTHS, HEBPOHAYKa,
TeaTpajHa aHTPOMOJIOTHUS U TEOPHs HA KHHOTO;

e AHanu3 Ha BB3OPUATHETO HA XKECTA OT CTPAHA HA 3PUTEIS UPE3 MOAXOAN
OT eMIIaTHITHA TEOPHUsl, OTJIEIaJTHU HEBPOHU U (DEHOMEHOJIOT U,

e l3cnenaBaHe Ha poJsisiTa Ha JUTUTATHATa cpeAa (BKIOYUTENTIHO motion
capture, VR u HOBM Meauu) BBpXy TpaHchopmalusTa Ha TejecHaTa
eKCIpecus U CLUEHUYHOTO IIPUCHCTBUE;

e PazpaboTka Ha MpakTUYECKH MOJIEN 3a OOyUEHHE U PAa3BUTUE HA APTUCTU
Ype3 TEJIECHO OCh3HABAHE, IJIAC, INUIIAHE, IBUKEHUE U BBTPELIEH UMITYJIC;



e (CucremMaTu3UpaHe Ha YNPAXKHEHUS U METO/IH, IPUIOKUMHU B aKThOPCKATA
MeJaroruka, pexkucypara v ClieHHYHaTa JabopaTopus;

e [IpoBexnane Ha emnupuyHa M J1aboparopHa paboTa, BKIFOYUTEIHO
WHTEPBIOTA C BOJCIIM MEXKIYHApPOJHH TBOPILHM, HAOMIOICHUE U
IPaKTUYECKO MpUlaraHe Ha U3CJIeIBAHUTE TEXHUKHU.

OuneHka Ha NPUHOCH

JuceprannoHHUAT Tpyd Ha Hwukomal bep3akoB MMa KakToO HaydHa, Taka U
IPUJIOKHA CTOWHOCT, U ChBPKa CIETHUTE IPUHOCH:

Hay4ynu npuHocu:

BbBexxnane Ha HOBO NMOHATHE — ,,MHTETPAIEH KECT — U HEroBO JAETAWUIIHO
TEOPETUYHO U MPAKTUYECKH 0OOCHOBAHHUE;

Pa3paboTBane Ha MeXay IUCUMILIMHAPEH MOJEN 3a HU3CJEABAaHE Ha JKECTa,
IIPWJIOKUM KaKTO B HayKaTa, Taka U B U3KyCTBaTa;

HoB mnpounT Ha KIaCMYECKM M CHBPEMEHHU CLHEHWYHH Teopun (HUexos,
I'poToBcku, AGpamoBuy, JIuHY) mpe3 mpusmaTta Ha TEJIECHOTO MPUCHCTBUE U
BB3NPHUATHE;

BxirouBaHe Ha KOTHUTHBHU M HEBPOHAYYHH IEPCIEKTUBU B M3CIEIBAHETO Ha
TeaTpajHaTa eKCIIpecus — MHOBATUBEH IIOAX0/ 3a bearapckara Hay4yHa cpeza.
[IpuioxxHu npuHOCH:

Pa3paboTka Ha KOHKpETHa METOJMKA U YHPaKHEHHS 3a paboTa ¢ aKTbOpU U
CTYJEHTH B c(pepaTa Ha TEIECHOTO U3KYCTBO;

BBb3MOXKHOCT 32 NPWIOKEHUE HAa MOJIENIa B aKThOPCKO OOYYEHHE, PEXKUCYpPa,
xopeorpadus 1 mbpHOpMaHC;

Cp31aBaHe Ha NPAKTUYECKU MHCTPYMEHTAPUYM 3a OCh3HABAaHE HA CLIEHUYHOTO
MPUCHCTBUE U CHEPTUIMHNS 0OMEH MEXIy MU3MBJIHUATEN U MyOJIHKa;

AKTyaseH norjiesn BbpXy B3aUMOJIEUCTBUETO MEXAY TSAJIOTO M TEXHOJIOTMUTE —
TE€Ma C HAPACTBALIO 3HAYECHHUE B TEATPAIIHATA U KMHO TE€JarOTHKA.

beJsieskku ¥ MpenopbKU

B nyxa Ha KOHCTpyKTHBHaTa KpUTHKA, AUCEPTALMOHHUAT Tpyn Ha Hukomnai
bbp3akoB 6u Morwa jga Ob/e JOMBIHUTEIHO OOOTAaTEH W PA3MIMPEH B HIKOU
HACOKHM, KOWTO OHMXa 3aCWIWIM BB3ACHCTBHETO U NPUIOKHMOCTTa Ha
U3CIIC/IBAHETO:

1. Konuenryanna sicHOTa

[ToHsITHETO ,,MHTErPATHOCT HA XKEeCTa MOXKe Ja ObJie MO-ACHO AeOUHUPAHO OLIE
B yBOJHAaTa 4YacT, ¢ OIJie]l H30sirBaHE HA EBEHTYaJIHU HWHTEPHNPETAMOHHU



HEsACHOTHU. bu OWJI0 MOJIe3HO Ja ce pasrpaHuyar Mmo-siCHO ,,)KeCT™, ,, IBIKCHHUE",
,MUMHUKA*“ ¥ ,,l103a“‘, Thii KATO TEPMUHUTE MOHSIKOTA CE U3IMOI3BAT OJIN3KO.

2. PazmupsiBane Ha KyJITYpHUSI XOPU30HT

buxa O6win mosiie3Hu NONBJIHUTENHU MPEeNpaTku KbM TE€ATPaIHU TPAAUIUU OT
N3touna Asus (Ho, KaOyku, Karap, Kynusarram), KouTo pasriexaar xKecTta KaTo
puUTyallHa ¥ CEMHUOTHYHA eMHMIIa. MoJKe J]a ce BKJIIOYM CPAaBHUTEJICH aHAJIU3 Ha
3amajHu U U3TOYHU MApaJUTrMU HA TEJIECHA EKCIIPECHS.

3. lururanHu TEXHOJOTUU U U3KYCTBEH UHTEIEKT

C orznen Ha TEMIIOTO Ha Pa3BUTHE HA CIIEHUYHUTE TEXHOJOTHUM, MOXE Jla Ce
oboraTtu aHaAMM3BT C IPUMEPH OT AropuTMuIHO, XR 1 Al-6a3upano u3kycTBo,
KOUTO TpaHC(hOopMUpaT pa3OMpaHETO 3a KECT U IPUCHCTBUE.

4. CprocTaBUMOCT U 000011a€MOCT

[Tpu npakTruyeckara 4acT (yrnpaxHeHus u jabopatopHa padoTa) Ou OMII0 IEHHO
Jla Ce BKJIIOUM CTPYKTypHUpaHa oOpaTHa Bpb3Ka OT yYACTHUIM — CTYACHTH,
aKTbOPHU, PEKUCHOPHM — KATO EMIIMPHUYHA BaJIMAM3alMs Ha MPEJI0oKeHaTa
MeTtoauka. [IpernopbuBamM/a ce HarpaBsIT U M0-0000111aBala TabIuIa Wk CXema,
KOSITO BHU3yaju3Wpa MoOJieJla Ha HWHTETpajHUsl KECT M HErOBUTE OCHOBHU
KOMIIOHEHTH.

5. ®opManHu OeneKKU

CrtpykTypara € mocjaeaoBaresiHa, HO B HIKOM MOMEHTU TEKCTHT OU CIIeUeTHI OT
MO-CTPUKTHO pE3IOMHUpaHE B Kpas Ha Bcsika riaBa. Yact ot Oubnuorpadcekure
M3TOYHMIIM MOTaT Ja ce 000raTsAT C MO-HOBU MEXKIYyHAPOJHH MyOJUKAIMU OT
nociequuTe 2-3 roAuHU, O0COOEHO B cdepara HAa KOTHUTHUBHUTE HAYKU U
JUTUTAIHATA XyMaHUTapucTuka. MOKyChT € TeOopeTUKo-puiiocopcku, HO Ou
MOT'BJI J1a ObJe U (PUIMOBO-aHATUTHYECH. Makap aucepTaiusTa a pa3riexaa B
MHOI'0 Majika CTENEH U KUHOTO, TSl FO IIPaBU Mpe3 MpU3MaTa Ha TEJIECHHUS KECT,
IICUXOJIOTUATA U (PEHOMEHOJIOTHSTa, HO U OM MOrJja 4pe3 CUCTEMAaTUUYEH aHAIU3
Ha KOHKpeTHU Quimu. ToBa € JOBENO 0 OTCHCTBUE HA OTIEJEH pa3fien , He
caMO Ha KOHKPETHH PEXHChOPH M TAXHATa Guamorpadus, KaTo aBTOPHT CE €
OTPaHUYUJII IO TEKCTOBU MPEMPATKHU B TAIIOTO HA TPYy/a.

2. @unamuTe ca U3N0J3BaHU WIKOCTPATUBHO, a HE KATO OCHOBEH U3CJIEA0BATEICKH
00eKT

dunmute Ha pexucbopu kato HeriBua Jluny, Jlapc don Tpuep, Unaputy u ap.
ca MATHPAHU B XOJla HA aHAJIM3a, HO HE ca MPEAMET Ha IieJieHacoueH GopMajeH
aHalii3, KOETO MOKE Jla € MPUYMHATA Ja He ObJIaT CUCTEMATU3UPAHU B OT/JEIHA
YacT Ha CaMOTO M3JIe/IBAHEHA Ha JIUILIOMAHTA.

3. [Iponyck B opopmiieHneTo

Bbnpeku 4e aBTOPHT JAEMOHCTPUpPA BUCOKO HMBO Ha HayyHa WU METOAMYECKA
KyJITypa, OTChCTBUETO HA pasriex/iaHe Ha JeTailyiHa ¢punmorpadus € J0BENIO 10



CTPYKTYpeH U (opMajieH MpOIyCK, KOUTO € JIECHO MOIpaBUM B Ipolieca Ha
penaKIys UK MpY MOATOTOBKA 3a MyOIMKaIus Ha Tpya KaTo MOHOTpadus.
Kakgo nuricBa B qucepranusTa (M KaKBO MOKE J1a c€ 100aBH)
1. ®unmorpadus U aHaIu3 Ha KOHKPETHU (PUIIMU
JlunicBa otnenen paszaen ,,Ounamorpadus’, BbIPEKH Y€ c€ CIIOMEHABAT Ba)KHU
nmMeHa kato JlewBun Jlunu, Muapury, TapkoBcku u 1p. He ce npaBu 3a61004eH
aHaJiM3 Ha KOHKPETHU CLIEHU, ’K€CTOBU CTPATErMU, MOHTAXK U BB3IPUSITUE B KUHO
koHTeKcT. KakBo Moxke na ce nodasu: [Ipunoxenue ¢ ananus Ha §8-10 ki1ro4oBU
¢uiama, BKIIOYUTENHO Pa3KaIpOBKW, CHUMKHA M OIMCAaHUSA Ha ,,MHTETPAJHU
AKEeCTOBE B KOHKPETHU CLIEHH.
2. MexayKyJITypeH U CpaBHUTEJIEH MOJIX0/T
Juceprauusita pasriexjaa OpeAUMHO 3alajHara Tpaguuus (eBporeiicka u
YaCTUYHO aMepuKaHcka). JIMmcBa Mo-CUCTEMAaTHUYHO CpPaBHEHUE C M3TOYHU
tearpainHu u ¢punocodcku noaxoau (Hanp. Muauiicku Hats [lactpa, snoHcku
Ho u Kabykwu, kuraiicka onepa). KakBo Moxe na ce HampaBu: BxirouBaHe Ha
CpPaBHUTEJEH aHaJIM3 Ha KE€CTa B PA3IMYHHU KYJITYPHU CUCTEMHU — PHUTYAJIEH,
TeaTpaJieH U KUHeMaTorpauyeH MiiaH.
3. dururanna tenecHoct u MI3KyCTBEH UHTENIEKT. Makap /1a ce 3acsra temara 3a
JTUTUTAIHATE TEXHOJOTHUHU, HE € pa3BUTa JOKpail Temara 3a:

e Al-renepupanu oOpasu;

e xoJsorpadcku nbpPopMaHcH;

o deepfake TexHONOTMM W TAXHOTO BJIMSHUE BBPXY BB3NPUATHETO HA

TEJIECHOCTTA.

KakBo na ce nmombiHu: Pasznen wiM NpuioKeHHE 3a ,,TEJIECHOCT U KECT B
NOCTAUTUTAIHATa cpeaa’“, 0cOOEHO B KOHTEKCTa HA HOBUTE PEATHOCTH B KHHOTO
u ieppopMmanca.
4. EmnupryHa 000CHOBKA U 00paTHa BPh3Ka
ABTOPBT BKJIIOYBA MHTEPBIOTA U JabopaTopHa paboTa, HO HAMa KOJUYECTBEHA
WM CTPYKTypHupaHa oOpaTHa Bpb3Ka OT YYACTHHUIIM B MPAKTUUYECKUTE MOIYJIH.
JIuncea MeTo[ 3a olleHKa Ha €()eKTUBHOCTTA Ha MpesiokeHaTa MeToauka. Kakso
MOXE Ja Cc€ BKIIOYM: AHKETHO WM MHTEPBIOMPAHE HA YYACTHHUIM B
ybpkiionure; Tabnuna unu rpaduka ¢ KIIOYOBH HAOMIONEHUS U €PEKTH OT
YIpaXHEHUSITA.
5. BusyanHu maTepuany U CXeMu
TpyasbT € TeopeTuHO O60raT, HO JIMIICBAT BU3YAJIHHU CPEJICTBA 32 CTPYKTypUpaHE
Ha MH(pOpMauuATa: AUArpaMu; MOJEIU Ha ,,MHTETPaHMs KECT; CHUMKU OT
nabopaTopHara paboTa wiM npuMmepu oT ciieHu. KakBo Moxe ma ce no6aBu:
['papriuHa cxeMa Ha MOHATUETO ,,MHTErpajeH kecT‘; Bu3yanHa TUIIONOTUS Ha
xecTa criopes PyHKIMS, KyJITypeH KOHTEKCT U Bh3npueMane. KakBo Moxe 1a ce
IPOMEHHM WIM TOJ00pW B ChIECTBYBallUs TeKCT. B TeopernyHa yacT ga ce
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BBBEJIC MTO-paHHA U MO-KpaTka AeUHUIIMS HA ,,MHTETPATHOCT U , KECT* OIIle B
yBOJa, TpeIyu HaBIW3aHE B JeTainu. B mpakTthuecka dact ga ce m00aBsT
WHCTPYMEHTH 3a M3MEPUMOCT: METOJ 3a OIIEHKa Ha BbB3JICHUCTBUETO Ha
yInpakHeHusaTa, popMain3upane Ha oopaTHa Bpb3ka. Dopmat u cTpykTypa: Jla
Ce CTPYKTypHpa U3BOIBT OT BCSAKA TJIaBa B TAOJIMUYCH WJIM MapKUPaH BUJ — 3a TI0-
rosisiMa sicHota. [Ipunoxkenus. Jla ce pa3mmupu ¢ olie UHTEPBIOTA WM PUMEPH
or Obarapckata TeaTpaliHa TMPaKTHKA, KOETO OW 3acCWiInio JIOKallHATa
MPUII0KUMOCT.

benexkute mo-rope He HamMaIsIBAaT CTOWHOCTTa Ha W3CIEABAHETO, a TOCOYBAT
BB3MOKHH HACOKH 3a TI0-HATATBIITHO PAa3BUTHE HA TeMaTa B IMTOCTANCEPTAIMOHEH
miaH — 6wio To moxa opmaTta Ha HaydHa MOHOTpadusi, 00yUUTEICH HAPHYHHUK
WJIU UHTEPIUCIUTIITNHAPEH MPOEKT.

3akiIroueHue

TpynsT mnpurexaBa BHCOKA CTENEH Ha OPUTMHAIHOCT, 3abJI00OYEHOCT H
MHTEPIUCIUIUIMHAPHOCT. [locTUrHATUTE pe3yJiTaTh M HAlPaBEHUTE HW3BOIU
CBUJICTEJICTBAT 3a: 3psUIOCT HAa HAYYHOTO MMCIIEHE, yMmelno OopaBeHe ¢
TEOpPETUYEH M eMIUPUYECH MaTepHasl, U peajieH MPUHOC KbM Pa3BUTHETO Ha
TeaTpajiHaTa U (UIMOBa HAyKa.

B KkoHTekcTa Ha BCHYKO Ka3aHO B pELEH3UATa CHU U3pas3siBaM CBOSTA
MOJIOKUTEJIHA OIIEHKAa 3a JUCEpPTallMOHHUS Tpyn ,Jllcuxonorus Ha »kecta u
MOBEJICHUYECKO BB3MPUITHE B KUHOTO U TeaTbpa‘,, B nIucepTallMoOHHUS CU TPy
JIOKTOpaHTa € TMOoKa3aJl TBOPYECKM M aHAJUTU4YHU KadecTBa. [Ipemmaram Ha
yBaXXa€MOTO HAY4YHO XKypH Ja Oblie mpuchaeHa Ha Hukomnait Banepues bbp3akon
oOpa3zoBarenHaTa W Hay4dHa CTemneH ,,JIokTop® Mo HaydyHa CHEIHaIHOCT
Kuno3Hanue, KWUHOM3KYCTBO U TeJIEBU3US, MPOGECUOHATIHO HampasieHue 8.4
Teatpanno u puUIMOBO U3KYCTBO, 00JIacT Ha Bucie oOpazoBanue 8. M3kycTBa

I'macysam ,,JIA*

Penensenr:

baaroesrpan 17.05.2025. /nou. n-p Kpym Jlazapos UBanos/
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The review was prepared based on Order No. 984/03.04.2025 of the
RECTOR of SWU "Neofit Rilski" pursuant to Art. 9 of the Act on the
Development of Academic Staff in the Republic of Bulgaria (ADASRB), Art. 30,
para. 3 of the Regulations for the Implementation of ADASRB, Art. 4, para. 3 of
the Internal Rules for the Development of Academic Staff at SWU "Neofit Rilski"
regarding the approval of the composition of a scientific jury and the dissertation
thesis, abstract, statement of contributions in the dissertation thesis, and
publications on the topic of the dissertation thesis submitted by the doctoral
candidate, in accordance with the requirements of ADASRB, Regulations for the
Implementation of ADASRB for acquiring the educational and scientific degree
"Doctor".

The content of each chapter is divided into separate paragraphs, with
conclusions drawn at the end of each chapter. The main text contains numerous
citations as evidentiary material for the text of the dissertation. The author's
biography and professional path clearly indicate the reason for his orientation
towards the researched topic. The volume of Nikolay Barzakov's dissertation
thesis, entitled "Psychology of Gesture and Behavioral Perception in Cinema and
Theatre," 1s: 251 pages of main text, plus appendices, a short filmography, and a
bibliography. The work includes: 3 main theoretical-practical chapters;
introduction, conclusion, and findings; appendices with interviews, diagrams, and
practical exercises; a bibliography with over 180 sources (in Bulgarian, English,
French, and Russian). This volume is fully adequate to the requirements for a
dissertation for the Educational and Scientific Degree "Doctor" in the field of art
studies and ensures sufficient depth, argumentation, and interdisciplinary
justification of the topic.

General characteristics of the dissertation thesis
Relevance of the research

The relevance of Nikolay Barzakov's dissertation thesis "Psychology of Gesture
and Behavioral Perception in Cinema and Theatre" is expressed in several key
aspects:

1. Corporeality as a central theme in contemporary culture

In an era where digital technologies, virtual reality, and media intermediation
displace physical presence, gesture — as an expression of embodied
consciousness — is threatened by fragmentation and mechanization. The research
raises the question of the authenticity of the body and expression, which is
extremely relevant in the post-media and posthumanist context.



2. Supplementing a holistic theoretical model for gesture in the performing
arts.

Despite numerous studies in linguistics, psychology, and anthropology, it
contributes to a contemporary integral model that connects: philosophy of the
body, cognitive psychology, neurology, and scenic practice. The dissertation
does exactly this — it fills a scientific gap through the concept of the integral
gesture, which unifies the corporeal, emotional, cognitive, and cultural.

3. Theatre and cinema practice seek new expressive forms

Today, under the influence of performative and immersive theatres, as well as
art-house cinema with non-standard expressiveness (e.g., Lars von Trier, Roy
Andersson, David Lynch), gesture is again proving to be key. The work provides
practical guidelines and exercises that can be directly used in: actor training,
physical pedagogy, directorial work.

4. Digitalization and artificial intelligence pose new challenges to which the
author pays attention regarding the influence of: digital doubles, motion capture,
virtual reality, algorithms on the body and its expression. This makes the work
a bridge between classical bodily aesthetics and contemporary technological
paradigms.

5. Significance in artistic pedagogy

The proposed methods and exercises for: bodily awareness, work with breath,
voice, impulse, spatial orientation, integration of Eastern practices (yoga, tai-
chi) are relevant. This responds to the growing need for somatic approaches in
training for acting mastery and performance. The relevance of the dissertation
1s indisputable. It not only builds on new theoretical fields but also responds to
real challenges in theatre and cinema practice, as well as in the training of the
contemporary artist.

The object of the present dissertation by Nikolay Barzakov, entitled
"Psychology of Gesture and Behavioral Perception in Cinema and Theatre," is:
Gesture as a psychophysical, emotional, and cultural phenomenon in the context
of the performing arts — theatre, cinema, and performance. It is examined not as
an isolated motor act, but as an integral expressive form that unifies: bodily
movement, emotional charge, cognitive orientation, energy flow, cultural-
semiotic framework, interaction with the environment and the spectator. The
dissertation analyzes gesture as a carrier of meaning, presence, and
transformation, and places emphasis on its central role in contemporary stage and
screen art, especially in conditions of digitalization and fragmented perception.



The subject of the present dissertation is:

The psychological, cognitive, cultural, and practical aspects of gesture in the
performing arts — with a special focus on cinema and theatre — and its behavioral
perception by the artist and the spectator. Specifically, the dissertation
investigates:

v' How gesture functions as a channel for expressing internal states
(emotions, thoughts, desires);

v How it is perceived and interpreted by the audience, including through the
prism of neuroaesthetics and mirror neurons;

v What are the mechanisms of empathy and stage presence, conditioned by
bodily expression;

v' How gesture can be cultivated and perfected through practical exercises
and pedagogical techniques;

v' How digital technologies transform gesture, its form, impact, and
expressive potential. The dissertation covers gesture as a process, as a
means of stage transformation, and as a cultural and artistic phenomenon,
forming a bridge between the body, consciousness, and perception in
contemporary performing arts.

The aim of the dissertation thesis "Psychology of Gesture and Behavioral
Perception in Cinema and Theatre" is: To investigate and define the "integral
gesture" as a complex psychophysical phenomenon that unites corporeal,
emotional, cognitive, and cultural expression in the context of stage and screen
arts, with the purpose of its application in artistic practice, training, and directing.
Specifically, the dissertation aims to:

v" Develop a theoretical framework for the concept of "integral gesture,"
encompassing philosophical, psychological, cultural, and corporeal
dimensions; Investigate the perception of gesture from the spectator's and
actor's perspectives, including through a cognitive and neuroaesthetic
prism;

v" Outline the role of gesture in shaping stage presence, character, and
emotional communication;

v Reveal the mechanisms through which gesture evokes stage impact and
empathy;

v' Propose practical methods, exercises, and approaches for cultivating
gesture in actor training and the creative process;

v" Analyze the influence of contemporary technologies and digital culture on
the nature of gesture and its expressive power.



The main thesis of the dissertation

"Psychology of Gesture and Behavioral Perception in Cinema and Theatre" by
Nikolay Barzakov states:

Gesture is not merely a physical movement, but an integral, multi-layered, and
essential expressive form in which the body, psyche, emotion, cultural memory,
and the energy of presence meet, and which plays a key role in the creation and
perception of stage and screen impact. The thesis centers on the so-called
"integral gesture" — a concept introduced and developed by the author, which
unifies: physical movement (external expression), internal intention (psycho-
emotional charge), cultural code (meaning and sense), perceptual dynamics
(perception by the spectator), and the creative act (artistic transformation). The
author defends the thesis that by cultivating the integral gesture, the artist builds
a deeper connection with themselves, with space, with partners, and with the
audience, thereby achieving a higher degree of stage authenticity and impact.

Summary of the results and assessment of the doctoral candidate's
contributions

As a result of theoretical, methodological, and practical research, Nikolay
Valeriev Barzakov's doctoral dissertation "Psychology of Gesture and Behavioral
Perception in Cinema and Theatre" achieves scientific results and contributions
in the area of Main Results:

e Formulation and argumentation of the concept "integral gesture" — a new
theoretical category that unifies the corporeal, psychological, emotional,
and cultural dimension of expression;

e Creation of an interdisciplinary framework for the study of gesture, based
on philosophy, cognitive psychology, neuroscience, theatrical
anthropology, and film theory;

e Analysis of the spectator's perception of gesture through approaches from
empathy theory, mirror neurons, and phenomenology;

e Investigation of the role of the digital environment (including motion
capture, VR, and new media) in the transformation of bodily expression
and stage presence;

e Development of a practical model for the training and development of
artists through bodily awareness, voice, breath, movement, and internal
impulse;

e Systematization of exercises and methods applicable in actor pedagogy,
directing, and the stage laboratory;



e Conducting empirical and laboratory work, including interviews with
leading international artists, observation, and practical application of the
researched techniques.

Assessment of contributions

Nikolay Barzakov's dissertation thesis has both scientific and applied value, and
includes the following contributions:

Scientific contributions:

Introduction of a new concept — "integral gesture" — and its detailed theoretical
and practical substantiation;

Development of an interdisciplinary model for the study of gesture, applicable
both in science and in art;

A new reading of classical and contemporary stage theories (Chekhov,
Grotowski, Abramovi¢, Lynch) through the prism of bodily presence and
perception;

Inclusion of cognitive and neuroscientific perspectives in the study of theatrical
expression — an innovative approach for the Bulgarian academic context.

Applied contributions:

Development of a specific methodology and exercises for working with actors
and students in the field of bodily art;

Possibility of applying the model in actor training, directing, choreography, and
performance;

Creation of a practical toolkit for awareness of stage presence and energy
exchange between performer and audience;

A contemporary view on the interaction between the body and technology — a
topic of growing importance in theatre and cinema pedagogy.

Notes and recommendations
In the spirit of constructive criticism, Nikolay Barzakov's dissertation thesis could
be further enriched and expanded in some directions, which would enhance the
impact and applicability of the research:

1. Conceptual clarity
The concept of the "integrality" of gesture could be more clearly defined already
in the introductory part, to avoid possible interpretational ambiguities. It would
be useful to more clearly distinguish between "gesture," "movement," "mimicry,"
and "posture," as the terms are sometimes used closely.
2. Expanding the cultural horizon



Additional references to theatrical traditions from East Asia (Noh, Kabuki,
Kathakali, Koodiyattam), which view gesture as a ritual and semiotic unit, would
be beneficial. A comparative analysis of Western and Eastern paradigms of
bodily expression could be included.

3. Digital technologies and artificial intelligence

Given the pace of development of stage technologies, the analysis could be
enriched with examples from algorithmic, XR, and Al-based art, which transform
the understanding of gesture and presence.

4. Comparability and Generalization

For the practical part (exercises and laboratory work), it would be valuable to
include structured feedback from participants — students, actors, directors — as
empirical validation of the proposed methodology. I recommend creating a more
generalized table or diagram that visualizes the model of the integral gesture and
its main components.

5. Formal Notes

The structure is consistent, but in some moments, the text would benefit from
stricter summarization at the end of each chapter. Some of the bibliographic
sources could be enriched with more recent international publications from the
last 2-3 years, especially in the field of cognitive sciences and digital humanities.
The focus is theoretical-philosophical, but it could also be film-analytical.
Although the dissertation examines cinema to a very small extent, it does so
through the prism of bodily gesture, psychology, and phenomenology, but it
could also do so through a systematic analysis of specific films. This has led to
the absence of a separate section, not only on specific directors and their
filmography, as the author has limited himself to textual references within the
body of the work.

6. Films are used illustratively, not as a primary research object

Films by directors such as David Lynch, Lars von Trier, Ifarritu, etc., are cited in
the course of the analysis, but are not subject to a targeted formal analysis, which
may be the reason they are not systematized in a separate part of the candidate's
research itself.

7. Omission in formatting

Although the author demonstrates a high level of scientific and methodological
culture, the absence of a detailed filmography review has led to a structural and
formal omission, which is easily rectifiable in the process of editing or preparing
the work for publication as a monograph.

What is missing in the dissertation (and what can be added)
1. Filmography and analysis of specific films



A separate section "Filmography" is missing, although important names like
David Lynch, Ifarritu, Tarkovsky, etc., are mentioned. No in-depth analysis of
specific scenes, gestural strategies, montage, and perception in the cinema context
is made. What can be added: An appendix with an analysis of 8-10 key films,
including storyboards, stills, and descriptions of "integral gestures" in specific
scenes.
2. Cross-cultural and comparative approach
The dissertation primarily examines the Western tradition (Europe and partly
America). A more systematic comparison with Eastern theatrical and
philosophical approaches (e.g., Indian Natya Shastra, Japanese Noh and Kabuki,
Chinese opera) is missing. What can be done: Inclusion of a comparative analysis
of gesture in different cultural systems — ritual, theatrical, and cinematographic
plan.
3. Digital corporeality and Artificial Intelligence. Although the topic of digital
technologies is touched upon, the theme is not fully developed regarding:

e Al-generated images;

e Holographic performances;

e deepfake technologies and their influence on the perception of

corporeality.

What to add: A section or appendix on "corporeality and gesture in the post-
digital environment," especially in the context of new realities in cinema and
performance.
4. Empirical substantiation and feedback
The author includes interviews and laboratory work, but there is no quantitative
or structured feedback from participants in the practical modules. A method for
evaluating the effectiveness of the proposed methodology is missing. What can
be included: Surveys or interviews with workshop participants; A table or graph
with key observations and effects of the exercises.
5. Visual materials and diagrams
The work is theoretically rich, but visual means for structuring information are
lacking: diagrams; models of the "integral gesture"; photos from laboratory work
or examples from scenes. What can be added: A graphical diagram of the concept
"integral gesture"; A visual typology of gesture according to function, cultural
context, and perception. What can be changed or improved in the existing text. In
the theoretical part, introduce an earlier and more concise definition of
"integrality" and "gesture" in the introduction, before delving into details. In the
practical part, add tools for measurability: a method for evaluating the impact of
the exercises, formalizing feedback. Format and structure: Structure the
conclusion of each chapter in a tabular or bulleted form — for greater clarity.



Appendices: Expand with more interviews or examples from Bulgarian theatrical
practice, which would enhance local applicability.

The remarks above do not diminish the value of the research but point to possible
directions for further development of the topic in a post-dissertation plan —
whether in the form of a scientific monograph, a training manual, or an
interdisciplinary project.

Conclusion

The work possesses a high degree of originality, depth, and interdisciplinarity.
The achieved results and the conclusions drawn testify to: maturity of scientific
thinking, skillful handling of theoretical and empirical material, and a real
contribution to the development of theatre and film science.
In the context of everything said in my review, I express my positive assessment
of the dissertation thesis "Psychology of Gesture and Behavioral Perception in
Cinema and Theatre." In his dissertation, the doctoral candidate has shown
creative and analytical qualities. I propose to the esteemed scientific jury that
Nikolay Valeriev Barzakov be awarded the educational and scientific degree
"Doctor" in the scientific specialty Film Studies, Film Art and Television,
professional field 8.4 Theatre and Film Arts, field of higher education 8. Arts.

I vote "YES"

Reviewer:

Blagoevgrad 17.05.2025. /Assoc. Prof. Dr. Krum Lazarov Ivanov/
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