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Codus 2023
»IICUXOJIOT'USA HA )KECTA U TIOBEJAEHYECKO BB3IIPUSTHUE B KHHOTO U
TEATDBPA“

Hayunoto uscnensasne ,,IIcuxosnorus Ha *ecta U HOBEJCHUECKO BB3IPUATUE B KHUHOTO
U Tearppa‘, npeacTaBeHo oT JokTopaHTa Hukonait Banepue bbp3akos, 3a mpuchkaaHe Ha
oOpa3zoBaTenHa U Hay4Ha CTEIEH ,,JJOKTOp™ B podecuoHanHo Hanpasienue 8.4. TeaTpanHo u
(hbUIMOBO M3KYCTBO, € ¢ 00eM oT 248 crpanuid. B To3u 06eM ce BKIIIOUBAT YBO/I, TPH TJIaBH,
3akoueHue, ondmuorpadus, prumorpadust U IPUIIOKEHHUS ChIBPIKAIIN €THA TaOJINUIIA U B
MHTEPBIOTA. (BU3yallHU MaTepuain KbM [-Ba rnasa). [IpencraBenara Oubnuorpadus BKIOYBA
156 u3rounuka, ot kouto 33 medatHu u3naHus (28 Ha ObATApCcKH, 5 HA aHTIMKCKH) U 123

€JICKTPOHHM M3TOYHMKA Ha aHTJIMHACKH e3uK. M punmorpadus chabpikaiia 37 3ariaBusi.

N3JI0OKEHHUE: (Ilopaau cnenudukara Ha TpyZa, 32 IPbB BT B MOSITAa IPAKTUKA CE
HaJjara Jia pa3zeis U3J0KEHUETO OT CTAHOBUILETO):

YBOJ

VBoga € CTpyKTypupaH IO IpaBujaTa 3a HNOJOOHO U3CIEBaHE, JOKTOPAHTBHT

CTapaTEJIHO € MOAPEANII aKTyaJHOCTTAa M 3HAYMMOCTTA Ha TpyJa CH, KaKTO U E€JIEMEHTUTE
neuHUpaIy HAyYHOTO U3CTIe/IBAaHE.
Cnopen w3cienoBarelis, B CBeTOBeH mamad (mutupam) «JIumeBa nsjiocTeH Moaxoa KbM
u3cjieiBaHeTO0 Ha :KecTa.» HeroBara koHuenuus 3a MHTerpanHus XecT, NPUHOCHO
«Pa3KPHBAIKH KeCTa B HEroBara LsJIOCT», KIPEoJ0JsiBAa Pa3puBa MeKIy TEOPUSATA U
NMPaKTHKa» ChUIECTBYBAIl B T00aeH Mamald A0 TO3M MOMEHT, «Ipeasara XoJaucTu4eH u
HHTEPAMCHUIINHAPEH MOAX01.

Ot TOBa cieABa Ja ce 3aKIO4M, Y€ JOKTOPAHTHT JlaBa 3asBKa 3a PEBOJIIOLIMOHHO
HayyHO oTkputue. IlocTaBs cu amMOWIIMO3HOTO HaMEpeHHUe, Ype3 KOHyenyuama 3d
unmezspannus Jcecm JIa Ch3JaJe €IUH BCEOOI] YHUBEpCAJICH IOAXOZ, BCeOOXBATeH u
IPUIIOKHUM, KaKTO BbB BCUYKHU c(epH Ha U3II'BIHUTEICKUTE U3KYCTBA, TaKa U BbB BCHUYKU
00J1aCTH Ha YOBEIIKA AEHHOCT, KbJIETO TEOPUATA 3a JKECTA € PEIIEBAHTHA.

KakTto Toif cam ompenenst cBoeto uicneasase: “IlputexaBa HeocrmopuMa 3HAYHMOCT M

AKTYAJHOCT B CbBPEMEHHHUS HAYYECH U KYJITYPEH KOHTEKCT.



I'maBa 1: KOHUHEINTYAJIHU U3MEPEHUSA HA KECTA: ETUMOJIOI'MYHU,
INCUXOJIOT'NYECKHU U TEOPETUYHU ACIIEKTHU

JIOKTOpaHTBT MpaBH ONUT 3a MamlabeH, Makap U JIEKO Pa3XBBPISH IMperyel], C
HaMEpeHHEe Ja o4yepTae TpaHHUIUTE Ha TOHSATHETO <OKECT», pasrielailku ro mpe3 HIMPOK
Uana3oH Hay4YHH TJEAHM TOYKHM M B pPa3jMYHU TEOPeTHYHU acnekTH (dumocodcku,
MICUXOJOTMYECKH, HEBOJIOIMYEH, KOTHUTHMBEH U T.H.). CKaya OT HEBpO-IMHHIBHUCTHKA,
(heHOMEHOIOT |, CTPYKTYpaIu3bM, Ha u3TouHa Grnocodus (MHAYHU3bM, OyIU3bM, JTAOU3HM U
Ip.), KbM TEOpHsS Ha BB3NPUATHATA U pa3audyHU npaktuku U Mmeroau (Cunsa, CenoHa,

COMAaTUYHH NMPAKTUKU, CbBPEMEHEH TaHIl, (U3MYECKU TeaTbp U T.H).

W3BoauTe OT Ta3u TiiaBa MpeACTaBIsSBAT PE3IOMUpAH Mpepa3ka3 Ha riiaBaTa, KOSITO aBTOPHT
ompenens KaTo «MHTETPAJICH MOIX0/I, 0OCIMHSIBAI €TUMOJIOTHS, TICUXOJIOTHS, HEBPOJIOTHS,
¢dbunmocodus 1 comMaTuka, KOWTO MO3BOJISIBA KECTHT Ja ObJe BUIIH KaTO CIOKEH BBILTBTCH

(heHOMEeH, CTOAII B ChbpIIEBUHATA HA YOBEIIKOTO M3pa3siBaHe U apTUCTUYHOTO TBOPUECTBO.

N.B. B 3armaBmero, moHATHSTA ,,cTHMOJIOTHYHU, TICHXOJIOTHYSCKH ca CIIOKCHH B €IHa
MOHSATUHHA TUIOCKOCT C ,,TEOPETUYHU‘, KATO CHIOCTAaBUMHU. ETHUMONOrMYHUTE WU
MICUXOJIOTHYECUTE aCTIeKTH, B TUCMEH BUJI, CaMU IO ce0e CH ca TeOpeTHUHU. Y OeieH ChM, ue
TOBA € MPOCTO HEIOTJICKIaHE M HE MOCTaBsl MOJ ChMHEHUE CIIOCOOHOCTTA HAa KaHAWAaTa 3a

CBXJCHUA B HAYYCH ILJIaH.

I'naBa 2: PUTYAJI, MUT U OBPE/IHOCT: APXETHUIIN, TPAHC®OPMAIIUA U
CBBPEMEHHO INPUJIOKEHUE

Ha TO3u eranm wu3cieaBaHeTo MNpuAOOMBAa  IMO-rojsIMa  3aIBJIOOYEHOCT M
Hocje0BaTeNnHoCT. ['aBata pasriekaa MOHSITHETO <GKeCT» BbB Bpb3Ka ¢ MHUTA, pUTyala,
00pEIHOCTTA U O0IIOTO MOHATHE «IIAMAHCKU NPaKTUKKW». MiMa 1o0py NpUYMHHO-CIEICTBEHN
BPB3KHM B Pa3rieKJaHETO Ha MOpeaIarTa OT GUIypH, peJeBaHTHHU 3a KOHKpPETHATa MoaTeMa
(Apmctponr, FOHr, Tepubp, Ban I'enen, Enuane, JleBu-Crpoc). IIpaBu Bpb3ka ¢ MOHATUSA U
KOHIIETLIUH, KaTO apXeTHII, JUMUHAIHOCT, communitas, CakpajgHO U MpodaHHo.
I'maBara npoabikaBa CbC CKPOMEH, HO MHTEIIMICHTEH Mperjel Ha N30paHu OT aBTopa [LMTaT]
“IecT KJIIOUOBM (PUTYpH B CHBpeMeHHHs TeaThp” — Muxann Uexos, bepronn Bpexrt, Mexu
I'poroBcku, Eyxenno bap6a, Mapuna Ab6pamosuy u @unun 3apuim’.

3a orbenszBane e pasmen (2.2.2) Kecmvm 6 kunomo: Ekpanna cneyuguka u

pescucbopcku novepyu, OTiiM4daBalll €€ OT BCUYKO 10 TO3WM MOMCHT. TYK aHaJin3a € CbY€TaHUue



MEXy ChIbpKaTeNIHA IbJI0O0UYMHA U HEMPETEHLUHMO3HOCT, JEeKOTa U MPEIU3HOCT Ha HU3Ka3a,
YBJIEKATEIIHOCT M HAay4YHOCT. JIOKTOpaHTBHT OTAENs BHUMAaHHE Ha OCHOBHUTE BH3YalHU
KHHEMaTorpaduyHH €IEeMEHTH U CPEICTBA, KaTo KaJIpupaHe, IIaH, paKypc, IBIKeHue, pokyc
(cBBp3aHU C Kamepara) CBETJIMHA U IIBSIT, CBbP3aHU C OCBETIIEHUETO, 3BYK U 3BYKOBHU €(EKTH,
crieHorpadust 1 MPOCTPAHCTBO, M TCUXOJOTUYECKOTO UM BB3CHCTBHE, MOHTAX U peaula
KHHEeMaTorpaduyHu MPUHOMHU B HETO, KaTO PUTHM M TEMIIO, ChIIOCTaBsIHE, (hparMEeHTUPAHE,
MaHUMyJIUpaHe Ha BpeMeTo. MHOro 1o0bp aHam3, Oe3 mpska Bph3Ka C aKThOPCKaTa TEXHUKA,
OCBEH OTOeNsA3KaTa, 4Y¢ MOHTAXBT CE ABSABA CBOCOOPA3eH MHTEPIPETATUBEH QHUITHD MEKIY
aKThOP U 3pUTEIL.

[Tocnennusit pasmen Ha Btopa rTnmaBa, Hapewen (2.3.) JHueumannama epa u
npeou3sUKamencmeama npeo UHMepalHus xcecm, ChIbpXKa OCKBIHO H30posiBaHE Ha
JUTUTAIHA KOHIIENIIMU ¥ TeXHUYECKH peieHus (karo MoymsH kenmubp, VR, AR, u 1p.), u
CIIOMEHAaBaHe Ha HIKOJIKO 0COOEHOCTH CBBbP3aHH C KOMITIOTHPHO-YOBEIIKOTO B3aUMOICHCTBUE
B U3KYCTBaTa ((hpacmenmayus, omuyxcoenue u 3a2yoa Ha npucvbCmeaue, pasmuHasane mexicoy
JHCUBO UBNBIHEHUe U oueumanua penpoodykyus). N3peuenuero, “/lururanHara epa mocTaBs
pennia mpeIu3BUKATENICTBA TPe]] H3IBIIHUTEIICKUTE U3KYCTBA/5KECTa/5KeCTOBUS pereproap”,
ce TOBTaps, MOYTH BBB BCeKH ab3arl. dparMeHTHT 3aBbpIBa C U3Boja: “B kpaiiHa cMmeTka,
M3y4aBaHETO Ha Heroparta (T.€. )KecToBara) TpaHcpopMalus B AUTUTATHATA €pa € OT TOJISIMO
3HaueHue”. [IpenoxkeHnTe CTpaTeruy 3a yChbBBPIICHCTBAHE HA KECTa B KOHTEKCTa Ha HOBHUTE
TEXHOJIOTUH, KaTO: 00wa yMCMEeHa Uiy menecHa OCb3HAmMOcm, paboma ¢ OUUAHEmOo U
cevp36aHe ¢ BvbmpewlHama Ccu eHepeus, HE OTroBapsT Ha pEATHUTE MPAKTUYECKU
MICUXOMOTOPHH W TICUXO(PHU3WYECKH H3UCKBAHUS KbM M3MBIHUTENS, TNPU TE3U BHCOKO
TEXHOJIOTUYHH CHCTEMH, U W3TISKIAT HechCcTosATenHo. [Ipennmokenusita 3a Objaemia
WHTETpaIus MEXKy TEXHOJIOTHUTE U TeaThpa, ca Mol CPETHOTO TOIMYJIIPHO HUBO.

Ho xato )10, HUBOTO Ha Ta3W I'jiaBa, B aHAJIMTHYCH U CbABPKATCIICH IJIaH, € I[O6p0.

I'maBa 3: UHTET'PAJIHUAT )KECT B CbBPEMEHHOTO U3KYCTBO

Tasu rmaBa 3amo4yBa C ONHCAaHHE HA TEOPETHUKO-METONOJOTMYHATA paMKa Ha
n3cienBaneto. [1o cBosATa CHIIHOCT, TOBA MPEACTABISABA BpBIIaHEe KbM yBOA, PUTIOMHSIKA
TBBPJEHUATA B HETO, Y€ ,,JJUINCBA HSVIOCTEH TeOpeTHYeH MojAea", ue ,,ChbllecTBYBaIlUTE
NMOAX0AU KbM 3KecTa ca (parmeHTapHu®. [IpunomMHs ce OCHOBHATa 1€, KOMEHTHUPAT Ce
WHCTPYMEHTUTE Ha aHajdu3a, KOMIIOHEHTHUTE B TEOPETHKO-METOJOJOTHYHATA paMKa Ha

n3cieaBanero. lloguepraBa ce dye: “LleHTpajiHO MSACTO B Ta3W MeETOAO0JIOrHsl 3aeMa



Ka4YeCcTBEHUAT Ka3zyceH moaxoja (case study approach), koilTo € 4acT OT ULSUIOCTHOTO
BbILIbTEHO HM3ciaeaBaHe (embodied research)® Ha ,,MHTerpaJHHus ’KecT*, KOUTO OT CBOS
CTpaHa € ,,BbILIbTEH KeCT", BOJEI] /10 ,,BbILTbTeHa urpa‘. TyK moJ Ka3yceH MoJaxo/] ce uMa
MpeIBU]I aHAIIM3a Ha IBeTe MHTepBIOTa Ha XammiTwT U Llumonu. Cropes aBTopa, moaxoabT,
,Teopusi — MPaKTUKa/1adopaTopusi — Ka3yCH/MHTEPBIOTA», € OCOOCHO MMOAXOAI] 3a
M3CIIe/IBAaHE Ha CJIOKEH W JTUHAMHYEeH ()EHOMEH KaTo WHTerpaiHus xecT. B pazgen (3.1.1)
Ilpoexyus Ha uscreosanusi npobiem, BCHIKO TOBa, Hal-00II0 Ka3aHO, ce moBTaps. ChIIOTO
MOBTOPEHHE Cce cyuBa U B pasnen (3.1.2.) Llen, memoodonocus u xunomesa Ha u3cied8anHemo,
u B pasnen ( 3.1.3.) Opeanusayus u napamempu Ha U3Ci1e08aHemo.

[IpaBu 3akirodyeHue, uye aHaIU3bT OT JAHHUTE HA MHTEpBIOTaTa ,,lIPEeOCTaBsi OoraTu
EMITUPUYHU JI0KA3aTEJICTBA» 3a 332 XUIOTE3UTE HAa HAYYHOTO U3CIIEABAHE.

B pazaen 3.3 Meroau u ynpaskHeHUsl 3a YChbBbPIIEHCTBAHE HA MHTErPAJIHUS KeCT B
NPAaKTHKATAa CE TPEJCTaBs «leJleHACOYeHA CeJIeKHHs OT penpe3eHTATHBHH MeTOAU U
YOPaKHEHUS, KOUTO WIIOCTpUpPAT KaK OCHOBHHUTE MNPUHIUIN Ha HHTETPATHUS KECT —
OCB3HATOCT, BBIUTBTEHOCT, TUATOTHYHOCT, HHTETPaIlis Ha TSII0-YM-EMOIIUU, CHEPTHEH TOTOK,
Bpb3Ka C KOHTEKCTa, MOraT Ja ObJaT NPAKTHYeCKH KYJITHBHUpPaHH., Karo oCHOBHU
MPUHIMIHK, aBTOPBT mocouBa Ocw3HaTOCT, LlsnmoctHocT, Jumrane, Eneprus, OTHOIIEHUE,
Urpa u ekcnepumentupane, [Ipucwcraue.

Yopaxkuenusi: Ocw3HaTo xojqeHe, TenecHo ckanupane u Ch3HaTeNHA penakcaius, pabora ¢
T.Hap. ,,bpoHsaTa®, pabora ¢ onopa, rpaBUTANNs U T.H. pad0Ta C IUIIaHe, TJIac, UMIIPOBU3AIUS
Y UMIIPOBU3AIMOHHU CTPYKTYpH, KOHTaKTHA UMITpoBu3aus; [Ipeacrapsar ce yeTupu Merona
Instant Composition ([xymuen XamuntbH) Bodyweather (Mun Tanaka), Surprised Body

Technique (SBT) (®panvecko Ckaseta), Axis Syllabus (®peit daycr)

B 3AKJIFOYUEHUETO nokTopaHThT NpenoBTaps MOCTABEHUTE B YBOAA LETH, 3a0a4K
Y HaMepeHusl, KaTo I'M 00sBsIBa 3a OChIECTBEHU: Peanusupai e ,,ycrenrHoTo npeoaosisiBaHe
HA JUCTAHIMATA MEKIY TEOPUS M MPAKTUKA, U PA3PUBA MEKIY aAKaJAeMUYHOTO 3HAHUE H
JKMBATA U3MbJHUTEJICKA MPAKTHKA®. YCISI € ,,Ja CHTYMPAa MHTErPAJHHUS KeCT B IO-
IIMPOK KYJTYPHO-MCTOPUYECKH M CbBPeMeHEH KOHTEKCT®. AHamu3upai € ,,eBOJIIUATA
HA JKecTa B TeaThpa, U TpaHchopManusaTa My B KHHOTO. OcoO0eHO BHUMaHUE € OTAEIIII Ha
AUTUTATHATA epa, aHaTU3HpPalKU, KAKTO TMpeIu3BHKATEJICTBATa, TaKa M HOBHTE

BBb3MOKHOCTH.



CTAHOBHIIE

ToBa e uverBbpTara aucepTanusi 3a W3MHMHAJIaTa TOJWHA, KOSTO CE€ 3aHMMaBa C
M3TPaXIaHETO Ha XOJMCTHYEH MOJEN B ChIaTa o0jacT, ¢ UAeATa, 4Ye TOBA € HOBATOPCKU
HayueH npuHoc. [lornenHaTo B MCTOPUYECKH IUIaH, CTPEMEXKBT KbM XOJUCTUYHOCT HUKOIa HE
€ HaIlycKaJj MpeAesuTe Ha TeaTpaJTHUTEe U CLUEHUYHU ThpCEHHUs. BhIpeku ue e BpbCTHUK Ha
Makc Paitnxapa, CraHuCIaBCKM NOpbB MOCTaBs, Mapaaurmara 3a akTbopa, KaTro e€Ha
NCUXO(HU3UUECKA ISUTOCT M CJIE] HEro He € MMaJIo IeJlaror, Ha KOroTo € MOIJIO J1a My XpYMHE,
4ye ToBa He € Taka. [loBeueTo OT 3HAKOBUTE MMEHA B TeaTpajHaTa MCTOpUS, Ca CBETOBHU
MPaKTUIU-TeOpeTUl. [0 TO31 MOMEHT XUJISIU U3CIIEI0BATENH, TEATPOBEAH U TEATPOJIO3H HE
ca yCTaHOBWJIM, Y€ TPU HAKOTO OT TAX UMa pa3puB MEXKIy TEOpHUS U IpakTHKa. BreuaTnssaiio
e ue 3a Hukomnaii brp3akos, iutupam, B cBeToBeH Mamad (1) 1uncBa usjaocTeH Noaxox KbM
U3CJIe/IBAHETO Ha JKecTa, ue (2) ChliecTBYBaIIMTE TEOPETHYHU MOJeIU YeCTO He OTYMTAT
cnenuuKaTa Ha M3NBJIHUTENCKHTE H3KycTBa, de (3) JlumcBaTr wu3cjiaeaBaHus, 3a
pasmMpsiBaHe HA U3Pa3HHUTE Bb3MOKHOCTH HAa aKThOPa U 32 NMOCTUTAHE HA NMO-IbJI00KA
BpBb3Ka ¢ nmydamnkara. Karo HeocmopumMu NIpUHOCH € NMPEACTABEHO, Y€ TO3U TPy Mpeajiara
XOJMCTHYEH M HHTEePAUCHUIUIMHAPEH IOAXO0[, Karo INpPeoJoJsiBa ChbIIeCTBYBAIIUST
JAocera paspuB MexaAy TeOpUsi U NMPAKTHKA. A B JCHCTBUTETHOCT, B CBETOBEH Maliad
Mo00eH pa3puB HE CHIIECTBYBA, KAKTO M MPHUHOCHA HEOOXOIMMOCT OT MPEOOJISIBAHETO
My. EIWHCTBEHO W3KIIIOUYEHHE, B U3BECTEH CMHCHJ, IIpaBU CBBETCKATa TeaTpajiHa
nejaroruyecka INKOJia, KOSTO B IEpPHOAAa HAa KOMYHUCTHUYECKHS pEXHUM, TpsOBaiie
MPUHYIUTENHO Ja ChIIEeCTBYBa B paMKuTe Ha /[nanektuueckus matepuanu3zbm. Ho Moxe na
ce Kaxke, 4e ToBa Oelle MPUBHUIHO U TS HEW30€XKHO Cclie/Ballle CBOS XOJMCTUYEH MOJXOM B
o0y4yeHHeTO Ha akThopa, Oa3MpaH Ha TEXHHUTE TeaTPAIHU CTHJIOOBE, HAYEJIO ChC
CranucnaBcku. CreqoBaTeTHO JOKTOPAHTHT WIM € M3MAJHAT B HEOOSICHUMO 3a0iyXIeHHe,

WJIH, aKO € UMaJl IPYTro NMpeaBu i, ou TpsoBaio n1a ro GopMyrpa 1o CbBCeM IPYT HaYUH.

CrennuaHOTO HA TO3U TPYJ 00ade, € TOBa, Ue € U3ISI0 MOCTPOCH BHPXY JABE OHATHUS
»HHTErpajgeH* u ,,BbIIbTeH'" KOUTO BapuUpaT B pa3IMYHU CIOBECHH KOMOMHAIMH U (POPMH.
(1) <AHTEI'PAJIEH»
TpsiOBa na mpusHasi, ye MOHATUETO ,,MHTETPATICH " HOCH 32 MEH CAaHTUMEHTAJICH MOMEHT. Jlo1I.
Anekcanapa XoHT, KOsTO Oemie MO ONM3BK MpHATEN W Kojiera, oOudYaiie Ja ro moji3Ba B
ChUETAHUETO ,,MHTErpaJieH >KecT, 3a Ja moauepTrae Mpej CTYIACHTUTE, Y€ HUCTUHCKUSIT,
BB3JICHCTBAIl U XUITHOTUYEH CIEHUYEH >KeCT TpsAOBa na ObJe KOMIUIEKCHO €IMHCTBO Ha

BCHYKH aCIICKTHU HAa aKTbOpCKaTa JUYHOCT. 3a JOII. XOHF, IIPU KOATO IMpearojaramMm € 3aBbpuini



JOKTOPAHTBHT, MOHITHETO ,MHTErpajieH »ecT Oemle olle eAWH CHHOHMM Ha >XecTa B
aKThOpPCKAaTa TEXHHWKA, Ha KOWTOo HeWHute mnpodecopu or BIMK ca s yuummm - xecT
,»OpraHu4eH, ,,mpaBAUB®, ,,IOCTOBEPEH, ,,KOMIUIEKCEH', MPOU3XOXKJAIll OT LsJIOCTHATa
MpHUpoIaTa Ha aKThOPa.

3a xaHgugata obaye, TMOHITHETO ,,MHTETPAJICH XKECT € B OMO3UIMS Ha MOHSATHUETO
»AKTBOPCKH  KecT*, J00WJI TNPUEMCTBEHOCT B CBETOBHaTa MpPSKTUKA JOcCera:
[auTaT] “MHTerpaJ HHsA KeCT, ... 32 Pa3jJIMKa 0T JoCeralHaTa ()parMeHTHPAHA PAKTHKA,
Pa3KpHBA JKeCTa KAaTO eIMHCTBO, MOCT MKy BHHIIIHO M BTPEIIHO, JXECT KOWTO CBHP3Ba
BBTPEIIHUS CBAT C BHHUIHMS, TAJIOTO C YMa, U3IIBJIHUTENS ChC 3PUTENS, TEOPUSITA C JKHUBATa
npaktuka”. TykK SCHO € yKa3aHO, Y€ 3HAYCHHETO «HUHTErpajJieH», KaTo WAJ, USAJI0CTEH,
LeJIOKYIIeH, ITbJIeH, eIHHEH, CBbP3aH, CE 110J13Ba OTHOCHO €JUHEHUETO MEX/y BbTPEeIIHHUS
U BBHIIHUS CBAT HA aKThOpPa, MEKIY TAJIOTO M yMa, MEXKIy TeOPHUsl M MPAKTHKA.
[Tocoueno e, ue UHTerpaTHMAT KeCT € eAUH 0T HeOCOPUMUTE NPUHOC HA U3CJIeIBAHETO
B CBETOBEH Maniao.

Jlorm4Ho € na ThIKyBaMe, e 3a KaHUAaTa, IOHATHETO ,,AHTETPaJIEH KECT'* € OIIOpHaTa
TOUKa, HA KOSTO TPs0Ba J]a CTHIIM apXMMEOBHUS JIOCT HA PEBOJIIOLIMOHHATA MY TEOpHS, 32 Ja
peo0bpHE J0CeranrHaTa Teopus U MpakTUKa B CBETa HA CLICHUYHUTE U3KYCTBA U CLIEHUYHATA
neJarorvka, 3a Ja s peBU3Mpa U Hali-1ocsie ja HaCThIIM epaTa Ha OPraHUYHUTE aKTbOPH, KOUTO
111€ TBOPSIT HOBOTO ,,BBIUIBTEHO * U3KYCTBO.

(2) «BBIINTBTEH»

W3cnepoBarensT € BUAMMO O4apoOBaH OT UACUTE CBBbP3aHU C TO3U TepMHH. M3mon3Ba
ro B KOMOWHAIUU KaTO «BBILIBTEH JKeCT», «BBIIbTEHO MO3HAHUE», «BBIJIbHTEHO
H3cCiIeIBaHe», «<BBBILTBTEHO MPUCHCTBHE H AKTHOPCKA HIPay.

TepmuHa “BBILTbTEH”, Taka KakTo ro nedunupar Bapena, Tomchn u Pom'[Varela, F.
Thompson, E., Rosch, E. 1992], e BeBenen na ordenexu, nepedpasupam, ue nHO3ZHAHUEMO
3a8ucu om 8ud08eme NPeICUBABAHUL C8bP3AHU C MALOMO, d Me OM C80s CMPAHA 3A8UCAN OM
cpedama, 8 KosAMo manomo e “‘ézpadeno”’. B TO3u CMUCHI TEPMHUHA «BBIUIBTEH» CE CBBHP3Ba C
MHOTO HW3CJENOBAaTEICKH obnactu — Quiaocodus, KOTHUTHBHA HayKa, ICHUXOJIOTHS,
HEBPOOHMOJIOTHS, COLTUOJIOTHS, U T.H., BKIIOUUTEIHO, CHCTEMHA TEOpHUs U U3KYCTBEH MHTEIEKT.
ToBa e 1 mpuunMHaTa KaHAUAATHT J1a ce MO0Ja3HU OT Bb3MOXKHOCTTA J1a ChbOepe BCUUKH THIX,

BCIHO C TCaTpaiHaTa TCOpHs, B CAHA 2nobanna NAaH-KoOHYyenyus 3a astcecma B’[>06H.Ie. Ho TtoBa

!'Varela, F. Thompson, E., Rosch, E. The Embodied Mind: Cognitive Science and Human Experience. Mit Pr
1992, p. 172—173. ISBN-10 : 0262720213, ISBN-13 : 978-0262720212



Ce OKa3Ba €IWH TOJIsIM, MPEKaJleHO aMOWIMO3€H 3abK. Pa30upaneTro 3a “BBIUIBTEHOTO
Mo3HaHUE”’, 3aJBDKUTEIHO MOBJIMYA Clel ceOe CU TE3UTE 3a GbNIbMEHOMO B62PA0EHO
NO3HAHUE, PA3UWUPEHO U CUMYAYUOHHOHO NO3HAHUE, eHAKMUGU3bM, a6Mmonoe3da, KbIETO
KOHIICTIMATA 32 “BBILTBIICHUETO” € YOeTUuTeIHa B Pa3IndyHa CTeneH. 1.e., “BbITbTeHOCTTa”
€ «CUITHO o0TexaeMoy» moHsTHe. M ako cMe 3amo3HaTy B AbJI00YMHA, BEPOATHO 1€ PUEMEM
MHeHueTo Ha [llanupo, fa rinename Ha vnavmeHomo no3Hanue, Mo-CKOpo KaTo Ha SIBJICHUE,
KOETO ce MPOy4Ba, OTKOJKOTO KaTo Ha A0o0pe AeduHupana yHupuuupana teopus> [Shapiro,
L. 2019], Ha K0sITO MOKEM J]a CTHIIUM M KOSITO HE MOXE /14 HU MOJBE/IE.

(3) PEHOMEHOJIOI'MYEH

Ckauaneto BBB (DEeHOMEHOJIOTHATA, Ype3 MOAXOJAIIM Ha NpPbB IMOIJEA, HO
HEOCMMCIIEHU LIMUTATU Ha XyCepJ, € HEAOCTAThUHO IPOYYEH PUCK.
@deHoMEH” € OHOBA, KOETO €€ SIBSBA B HAILIETO OLIEHBYHO I10JI€ BbB B3aUMOJEHCTBUETO MY C
BBHIIIHHUS CBAT, U KOETO CHIIECTBYBA CaMO 3a HAILIETO Ch3HAaHHE. ChIIECTBYBAHETO My U3BBbH
Hac OCTaBa HeqokKazyemo. UUCTOTO OMHUCaHHe Ha (heHoMeHume Ha Npedxtcusseanemo, Cropes
Xycepi, HA OCUTypsiBa CUTYPHOTO 3HaHHE.
N3noimsaitku Xycepi, KaHAUAATHT CE MI030BaBa HA HEILO, KOETO olle Xaiaerep, KaTo y4eHHUK
Ha Xycepd, ocnopsa, a JKan-ITon Captep, Oliren ®unk, Poman Uurapaen, Mopuc Mepiio-
[TonTH M ome cien TAX, TO KPUTHKYBAT, 3aI10TO € CbMHUTEIHO /1a UMa YMCTO ONMMCaHUE Ha
Cb3HaHMETO, 0e3 B3UMAHETO MpEOBUA Ha T.Hap. “edekThT Ha Halmonxarens’ — T.C.
IIPENIIOCTABKATA, Y€ BCSIKO BB3IPUATHE U BCAKO IIPEKUBIBAHE BKJIFOUBA ONPEEICHN Harjlacu
1 OYaKBaHMUS Ha BB3IPUEMAIIOTO I'O Ch3HAHHWE, OT KOWTO, MPOTHUBHO HA TBBPACHUETO Ha
Xycepi, He MOXKeM J1a ce 0CBOOOIUM.

(4) XUITIOTE3ATA

bux uckan pe3romMupaHo Ja NpUIOMHS XWIIOTE3aTa HAa KaHAWJATa, IPEICTaBeHa OT
HEro, KaTo [ITUTaT| «MHOT0acCMeKTHA U oCHOBomoJaramay: (1) « AHTerpaJHusT xecr [...],
U3pa3 Ha BBILUIBTEHOTO Ch3HaHUeE [...], (2) ce pa3rpbia B AUAJOT MeXKAY BbTPENIHHUS H
BBHIIHHUS CBAT HAa aptucta [...], (3) moajie:km HAa Cb3HATEJTHO KYJITHBHpPaHe upe3
cnenuuYHN MeToAN U ynpaxHeHus. (4) Topa KyJTHBHpPaHe BOAU 10 pa3lIMpsiBaHe HA
U3pasHus peneproap Ha U3NbJHUTeJMTe. (5) A0 NOCTHUTaHe HA MO-aBTEHTHYHO,
Bb3/1elCTBAII0 U TPaHCGOPMHUPALIO NPUCHCTBHE HA CHEHATA MJIH €KPaHA.»
Taka mnpencTaBeHOTO 3a XWIIOTE3a/M, OOEKTHBHO TPEJACTABISABA €IUH BCEH3BECTEH U

HEOCHOpHUM (aKT, YaCTEH CIIydail Ha IpueTaTa 3a aKCuOMa UCTUHA, Y€ 8CAKA Y08eUIKA OeliHOCT

2 Shapiro, L. Embodied cognition (2 ed.). Routledge. 2019, ISBN 978-1-315-18038-0. S2CID 240822115,


https://en.wikipedia.org/wiki/ISBN_(identifier)
https://en.wikipedia.org/wiki/Special:BookSources/978-1-315-18038-0
https://en.wikipedia.org/wiki/S2CID_(identifier)
https://api.semanticscholar.org/CorpusID:240822115

(B cimydass KecTa) nooaexcu Ha KyImusupawe, KOemo 600U 00 YCbBbPUICHCMBAHE Hd
pe3yimamume om maszu OeuHocm u msAXHomo kavecmeo. (BXK. Teopuu 3a pa3BUTHETO HA
muvHocTTa, [Tnaxe, Epukcon, Konospr u mp.).

(5) JIMIICA HA ®OKYC
HezaBucumo oT TOBa, Y€ TOKTOPATHT U3LISUIO CE€ BHPTU OKOJIO IOHSATUETO KMHTETPAJICH JKECT»,
U3CIIEBAHETO CE Pa3/iiBa BbB BCHUKH MOCOKH. TOBa HE € KOMEHTap KbM H3CIIEI0BATEICKUS
MOTEHIIMA Ha KaHJUaaTa, a 00EKTUBHO MOCIEACTBHE OT “MHOTOTHATA” | JUTcaTa Ha QOKYC,
KOUTO MOTAT Ja ce 3a0enexar omie B [1eMHUPAHETO Ha 00XBaTa Ha U3CJICIBAHETO.
Temara, mno ¢opMylIUpoBKa «ce OTJIMYaBa C MHTePIAMCUMILIMHAPEH Xapakrtep,
o0eMHABALL 3HAHUS U METOA0JIOTHH OT uiiocopusATa, NCUXOJOTUATA, HEBPOJIOTUATA,
AHTPOMOJIOTUSITA, TEOPUATA HA W3KYCTBOTO, TEATPO3HAHHETO, KHUHHO3HAHHETO U
COMATHYHUTE NPAKTHKI [IIUTAT]|. A B IEHCTBUTEITHOCT TEMATa 3a )KECTa, BbB BCAKA €JIHA OT
MTOCOYCHUTE 00J1aCTH, MOKE Ja OBbe 0OEKT HAa CAMOCTOATEITHO HAYYHO M3CIIe/IBaHE, JOCTOHHO
3a MaJbK WJIU TOJISIM JIOKTOpaT.

Brrpeku de ciopen kKaHauaaTa TpyabT “moJiara pyHaaMeHTaTHUTe KOHIENTYAJTHH
U TeOpeTHYHH OCHOBH 3a pa30HpaHeTO0 HA «HHTEIPAJHHUS KecT’ U “IeKOHCTpyHpa
NpeacTaBaTa 3a ’KecTa, KaTo YUCcTo GU3NYeCKO IBHKEHUE MJIH HeBepOaJieH 3HAK U I'o
pasriie:kaa KaTo CJI0KeH BbIUIbTeH ()eHOMeH, MHTerpupam eTHMOJOTHYHH,
NMCHXO0JOTHYECKH, HEBPOJOTHYHU U (puiocopcku M3MepeHus, 3a 1a pa3Kpue HeroBaTa
CBHIIHOCT B YOBEIIKOTO M3Pa3siBaHe U apTHCTHYHOTO TBOPYECTBO®, TEKCTHT OCTaBa Ha
HUBO HayuHo-nonynspho pesro. He Bin3a B AbI0OOYMHA M KOHKPETHKA 1O OTHOIICHHE Ha
KAHPOBUTE U €CTETHUECKHU PA3HOBHIHOCTH Ha KECTa B PA3IMYHHUTE CIEHUYHU M E€KpaHHU
u3KycTBa. [IpeioKeHHIT MTPaKTHUYECKH MOJIEN 32 YCHBBPIICHCTBAHE HA KeCTa, € cOop OT
9y PAKTUKH, C TOTEHITMA J1a [aAaT e(Ha o01a 6a3ucHa 0Ch3HATOCT HA U3ITBIHUTENS KbM
TstoTo. U ToM Om 6wt JocTaTbueH, ako He Oelie TBHPACHHUETO, Y€ TOBA € aKThOPCKU TPCHUHT,
JlaBalll Hy»KHaTa rcuxo-pusndecka TeXHUKA 3a T0OpPO aKThOPCKO U3ITBIHEHHE HA CLIEHA U TIPe]]
kamepa. Heceprno3Ho € TBbpJCHUETO, Y€ MOXBATUTE HA €IWH Xopeorpad W TIacoB IMeaaror
Ovxa MOTJIM Jia [aaT HYy)KHUTE YMEHUS Ha aKThOpa U Ha CLIeHaTa, U TIPe]] KaMepa, B CUTyaIlus
Ha CJIOKHA JpaMaTypriuyHa MCUX0JI0rHuecKa 3aayqa.
C mnpekoMepHO aMOMIIMO3HUTE IIE€NM, KOUTO CH TIIOCTaBsl M3CIEIBAHETO, JOKTOPAThHT
puI00KMBa HIOAHC HAa HE3aIUTEeHA MpeTeH M. KaHAuIaThT € peniu 1a Ch3/ajie yHUBepcaliHa
MaH-)KecToBa Teopus (M MpakTuka) Ha MIHTerpamHus )ecT, B KOSATO J1a mo0epe BCHUKH HAYKH,
MMaIlld HSAKaKBa Tpemnparka KbM jkecta. M momoOHo Ha dumocodckus kaMbK, KOWTO On

TpsIOBaJIO J1a IPEBBPHE BCSAKA CYOCTAHITUS B 3J1aTO, Ta3W TEOPHUS J1a MOXKE J1a ObJIe MPUIIOKEHA



BBB Bcnuko. PASBBMIPAEMO e sxenanneTo 1a 00XBaHE BCHUKO HABEIHBK, KOETO € XapaKTepHO
3a MOPUBUTE U CHEPTHsTa HA MIIaJJOCTTA.

Tam xbaETO KaHIUAATA € YCIISUT 1a 3a0paBy 3a MOHATHUSATA ,, AHTETPATIeH ¥ ,,BBILTETEH ",
TEKCTBT HMa CBOSITA CTOMHOCT, KAaTO HAyYHO pEBI0, MPUTEKABAIIO H3CIECIOBATEICKO
BIUISXKAaHE, T0OBP 0030p ¢ penpe3eHTaTUBEH, HA MOMEHTH U CPAaBHUTEJICH aHAJIU3, HA OTACITHU
0a3vCHU TIOHATHS U KIIFOYOBH (PUTYpH, CBBhp3aHU C TemaTta 3a xecta. Oco0eHo ce oTiInM4aBa
paznenst (2.2.2.) Kecmvm 6 kunomo: Expanna cneyughuxa u pesicucvopcku novepyu. Toi
HsIMa CHJIHA Bpb3Ka C TeMaTa Ha TpyJAa, HO caM 1o cebe CH, MpUTeKaBa OTIUYCH aHAIU3 Ha
KMHEeMaTorpaduyHus €3MK, KaKTo M Ha W30paHUTE aBTOPU C TEXHUTE KHHEMaTorpapuuHu
nmoxBaTu. BwpTpe Morar ma Obaar 3abemns3aHU IIEHHW TMPOBOKAIMM, KaTo MoraT jga Obaar
opopMeHH KaTO TEMH 3a CaMOCTOSITEIIHM UW3cleABaHHWs, kato Hampumep: (1)
«HMumepnpemamuenama poas Ha Kamepama Npu Sb3NPUAMUENO HA AKMbOPCKUS HCecm 6
ekpanHa/meouupana cpeoa.» wnu «Ceemaunama u ysemvm 6 KUHOMO  KAmMo
KuHemamozpaguuHu ,,scecmose * 3a KOMYHUKAYUsL ¢ NyOIUKamay.

U Bbnpeku 4e B TOBa U3CIEIBaHE KAaHAUIATHT TUTYBa KaTO «an0aHCKa MOJBOIHUIIA» OT CTap
BUII, B KOSITO TpeduuTe Ty “HanaucBaTr’ B IBIOOKOTO, Ty MU3ILTYBAT Ja CH IIOEMaT BB3AyX, a3
HE MOTa Jla CKpUs UpaloOHaIHATa CU CUMIIATUS KbM Hero. ONUTHT My, C HHTETPAIHUS JKECT
Jla TIOKOPU CBETa, 32 MEH HE € MerajioMaHcka amounus Ha xunepTpodupaino ero. Ilo-ckopo
MpUJINYa Ha JIEKOMUCIHE U 0€3pa3ChACTBO, KOETO ChUETAHO C Bb3pacTTa Ha KaHAWAaTa, HOCH
OTTEHBK Ha MIIAJIeIKKA IBP30CT, KOETO CMATaM, 4e € 3a MOOIIPEHHUE.

Karo msmo, camoTo o0siraHe Ha MOHATHETO “UHTErpajieH )KeCT’ MpHeMaM KaTo MpHU3HaK 3a
BHOOpakeHHe, B CMUCHII Ha CIIOCOOHOCT J]a CH MOBSIPBAIlL, 1a JOMyCHEIl HEBb3MOKHOTO. A
ch3aaBaHeTo Ha 250 CTpaHUIU TPYA OKOJIO TOBA IOHATHE € YMEHHUE, KOETO 3aCiTyKaBa
aamupanuu. JloBepsiBaM ce Ha MJIaJI0CTTa, BLOOPAKEHHUETO, CMEIOCTTa U IBP30CTTa HA
KaHJuJaTa, JOBEpsiBaM Ce Ha Hay4HUS My PbKOBOJIUTEN, KOWTO € J0Ka3all Ce B MPaKTHUKaTa,
BHCOKOYBa)kaBaH OT MEH IpOo(eCHOHATUCT, BIpBaM B HEroBaTa MPOHUIATEHOCT Ja BIXKIA
MOTEHIIMAaa Ha MJIaJINTe B TIEPCIIEKTHUBA, JOBepsiBaM ce Ha isaTta Karenpa «TeneBU3noHHO,
TEaTPaTHO U KMHOM3KYCTBO KbM O3V, K0sTO BEpOATHO MMa HyX/1a B KaJJpoBaTa CH
MOJINTUKA OT TO3U MJIaJ] KOJIera u

I'macyBam c ,,JIA*!
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Sofia 2023
"PSYCHOLOGY OF GESTURE AND BEHAVIORAL PERCEPTION IN CINEMA
AND THEATRE"

The research study "Psychology of Gesture and Behavioral Perception in Cinema and
Theatre," presented by the doctoral candidate Nikolay Valeriev Barzakov, for the acquisition
of the educational and scientific degree "Doctor" in the professional field 8.4. Theatre and Film
Arts, has a volume of 248 pages. This volume includes an introduction, three chapters, a
conclusion, a bibliography, a filmography, and appendices containing one table and two
interviews (visual materials for Chapter I). The presented bibliography includes 156 sources,
of which 33 are printed editions (28 in Bulgarian, 5 in English) and 123 are electronic sources

in English. The filmography contains 37 titles.

EXPOSITION: (Due to the specificity of the work, for the first time in my practice, I

find it necessary to separate the exposition from the statement):

INTRODUCTION

The introduction is structured according to the rules for such research; the doctoral
candidate has carefully arranged the relevance and significance of his work, as well as the
elements defining the scientific research.

According to the researcher, on a global scale (I quote) "There is a lack of a holistic
approach to the study of gesture..." His concept of the Integral Gesture, contributing by

nmn

"revealing gesture in its entirety," "overcomes the rupture between theory and practice"
existing globally until this moment, "offers a holistic and interdisciplinary approach."

From this, it can be concluded that the doctoral candidate is making a claim for a
revolutionary scientific discovery. He sets himself the ambitious intention, through the concept
of the integral gesture, to create a universal, comprehensive, and applicable approach, both in
all spheres of the performing arts and in all areas of human activity where the theory of gesture
is relevant.

As he himself defines his research: "It possesses indisputable significance and

relevance in the contemporary scientific and cultural context."



Chapter 1: CONCEPTUAL DIMENSIONS OF GESTURE: ETYMOLOGICAL,
PSYCHOLOGICAL, AND THEORETICAL ASPECTS

The doctoral candidate attempts an extensive, albeit slightly disorganized, review, with the
intention of outlining the boundaries of the concept of "gesture," examining it through a wide
range of scientific perspectives and in various theoretical aspects (philosophical, psychological,
neurological, cognitive, etc.). He jumps from neuro-linguistics, phenomenology, structuralism,
to Eastern philosophy (Hinduism, Buddhism, Taoism, etc.), to the theory of perception and
various practices and methods (Silva, Sedona, somatic practices, contemporary dance, physical

theatre, etc.).

The conclusions from this chapter represent a summarized retelling of the chapter,
which the author defines as an "integral approach, uniting etymology, psychology, neurology,
philosophy, and somatics, which allows gesture to be seen as a complex embodied

phenomenon, standing at the core of human expression and artistic creativity."

N.B. In the title, the concepts "etymological, psychological" are placed on the same conceptual
plane as "theoretical," as comparable. Etymological and psychological aspects, in written form,
are in themselves theoretical. I am convinced that this is simply an oversight and does not call

into question the candidate's ability for scientific reasoning.

Chapter 2: RITUAL, MYTH, AND CUSTOM: ARCHETYPES, TRANSFORMATION,
AND CONTEMPORARY APPLICATION

At this stage, the research gains greater depth and consistency. The chapter examines
the concept of "gesture" in relation to myth, ritual, custom, and the general concept of
"shamanic practices." There are good cause-and-effect connections in the examination of the
series of figures relevant to the specific subtopic (Armstrong, Jung, Turner, van Gennep,
Eliade, Lévi-Strauss). It makes connections with concepts such as archetype, liminality,
communitas, sacred and profane.

The chapter continues with a modest but intelligent review of [quote] "six key figures
in contemporary theatre" chosen by the author — Michael Chekhov, Bertolt Brecht, Jerzy

Grotowski, Eugenio Barba, Marina  Abramovic¢, and Phillip Zarrilli."



Noteworthy is section (2.2.2) Gesture in Cinema: Screen Specificity and Director's Styles,
which stands out from everything up to this point. Here, the analysis is a combination of
substantive depth and unpretentiousness, ease and precision of expression, engagement, and
scientific rigor. The doctoral candidate pays attention to the main visual cinematographic
elements and means, such as framing, shot, angle, movement, focus (related to the camera),
light and color (related to lighting), sound and sound effects, scenography and space, and their
psychological impact, editing, and a number of cinematographic techniques within it, such as
rhythm and tempo, juxtaposition, fragmentation, manipulation of time. A very good analysis,
without a direct link to acting technique, apart from the note that editing serves as a kind of
interpretive filter between actor and spectator.

The last section of Chapter Two, titled (2.3.) The Digital Era and the Challenges for
the Integral Gesture, contains a scant enumeration of digital concepts and technical solutions
(such as Motion capture, VR, AR, etc.), and mentions a few peculiarities related to human-
computer interaction in the arts (fragmentation, alienation and loss of presence, discrepancy
between live performance and digital reproduction). The sentence, "The digital era poses a
number of challenges for the performing arts/gesture/gestural repertoire," is repeated in almost
every paragraph. The fragment ends with the conclusion: "Ultimately, the study of its (i.e.,
gestural) transformation in the digital era is of great importance." The proposed strategies for
perfecting gesture in the context of new technologies, such as: general mental or bodily
awareness, work with breathing and connecting with one's inner energy, do not meet the real
practical psychomotor and psychophysical requirements for the performer with these highly
technological systems, and seem untenable. The proposals for future integration between
technology and theatre are below the average popular level.

But overall, the level of this chapter, in analytical and substantive terms, is good.

Chapter 3: THE INTEGRAL GESTURE IN CONTEMPORARY ART

This chapter begins with a description of the theoretical-methodological framework of
the research. In essence, this is a return to the introduction, recalling the claims made there that
"a comprehensive theoretical model is lacking," that "existing approaches to gesture are
fragmentary." The main goal is recalled, the tools of analysis and the components of the
theoretical-methodological framework of the research are commented upon. It is emphasized
that: "A central place in this methodology is occupied by the qualitative case study

approach, which is part of the holistic embodied research" of the "integral gesture," which



in turn is an "embodied gesture," leading to "embodied play/acting." Here, the case study
approach refers to the analysis of the two interviews with Hamilton and Sciscioli. According
to the author, the approach, "theory — practice/laboratory — cases/interviews," is particularly
suitable for studying a complex and dynamic phenomenon such as the integral gesture. In
section (3.1.1) Projection of the research problem, all this, generally speaking, is repeated. The
same repetition occurs in section (3.1.2.) Goal, methodology, and hypothesis of the research,
and in section (3.1.3.) Organization and parameters of the research.

He concludes that the analysis of the interview data "provides rich empirical evidence"
for the hypotheses of the scientific research.

In section 3.3 Methods and exercises for perfecting the integral gesture in practice,
a "purposeful selection of representative methods and exercises is presented, illustrating
how the basic principles of the integral gesture — awareness, embodiment, dialogicality,
integration of body-mind-emotions, energy flow, connection with context, can be practically
cultivated." As basic principles, the author points to Awareness, Wholeness, Breathing,
Energy, Relationship, Play and Experimentation, Presence.
Exercises: Conscious walking, Body scanning and Conscious relaxation, work with the so-
called "Armor," work with support, gravity, etc., work with breathing, voice, improvisation
and improvisational structures, contact improvisation; Four methods are presented: Instant
Composition (Julian Hamilton), Bodyweather (Min Tanaka), Surprised Body Technique (SBT)
(Francesco Scavetta), Axis Syllabus (Frey Faust).

In the CONCLUSION, the doctoral candidate reiterates the goals, tasks, and intentions
set out in the Introduction, declaring them to be achieved: He has realized "the successful
overcoming of the distance between theory and practice, and the rupture between
academic knowledge and living performance practice." He has succeeded in "situating the
integral gesture in a broader cultural-historical and contemporary context." He has
analyzed "the evolution of gesture in theatre, and its transformation in cinema." Particular
attention has been paid to the digital era, analyzing both the challenges and the new

opportunities.



OPINION

This is the fourth dissertation in the past year that deals with the construction of a
holistic model in the same field, with the idea that this is an innovative scientific contribution.
Viewed historically, the pursuit of holism has never left the confines of theatrical and scenic
explorations. Although a contemporary of Max Reinhardt, Stanislavski was the first to posit
the paradigm of the actor as a psychophysical whole, and after him, there has not been a
pedagogue who could have imagined that this was not the case. Most of the prominent names
in theatre history are world-renowned practitioners-theoreticians. To this day, thousands of
researchers, theatre critics, and theatrologists have not established that any of them had a
rupture between theory and practice.

It is impressive that for Nikolay Barzakov, I quote, on a global scale (1) there is a lack
of a holistic approach to the study of gesture, that (2) Existing theoretical models often do
not account for the specificity of the performing arts, that (3) There is a lack of research
on expanding the expressive possibilities of the actor and achieving a deeper connection
with the audience. Presented as undeniable contributions is that this work offers a holistic and
interdisciplinary approach, thereby overcoming the existing rupture between theory and
practice. In reality, such a rupture does not exist on a global scale, nor is there a contributory
need to overcome it. The only exception, in a sense, is the Soviet theatrical pedagogical school,
which during the communist regime, had to exist forcibly within the framework of Dialectical
Materialism. But it can be said that this was apparent, and it inevitably followed its holistic
approach in actor training, based on its theatrical pillars, headed by Stanislavski. Consequently,
the doctoral candidate has either fallen into an inexplicable delusion, or, if he meant something

else, he should have formulated it in a completely different way.

What is specific about this work, however, is that it is entirely built upon two concepts:
"integral" and "embodied," which vary in different verbal combinations and forms.

(1) INTEGRAL»
I must admit that the term "integral" carries a sentimental moment for me. Assoc. Prof.
Alexandra Hong, who was a close friend and colleague of mine, loved to use it in the
combination "integral gesture" to emphasize to students that a true, impactful, and hypnotic
stage gesture must be a complex unity of all aspects of the actor's personality. For Assoc. Prof.
Hong, under whom I presume the doctoral candidate graduated, the term "integral gesture" was

yet another synonym for the gesture in acting technique that her professors from VGIK had



taught her — an "organic," "truthful," "authentic," "complex" gesture, originating from the
actor's whole nature.

For the candidate, however, the term "integral gesture" is in opposition to the term
"actor's gesture," which has gained acceptance in world practice so far: [quote] "The integral
gesture, unlike the fragmented practice to date, reveals gesture as a unity, a bridge between
external and internal, a gesture that connects the inner world with the outer, the body with
the mind, the performer with the spectator, theory with living practice." Here it is clearly
indicated that the meaning of "integral," as whole, complete, unified, connected, is used in
relation to the unity between the actor's inner and outer world, between body and mind,
between theory and practice. It is stated that the Integral Gesture is one of the undeniable

contributions of the research on a global scale.

It is logical to interpret that for the candidate, the concept of "integral gesture" is the
fulcrum on which the Archimedean lever of his revolutionary theory must rest, to overturn the
existing theory and practice in the world of performing arts and stage pedagogy, to revise it,

and finally usher in the era of organic actors who will create the new "embodied" art.

(2) kEMBODIED»
The researcher is visibly fascinated by the ideas associated with this term. He uses it in

combinations such as "embodied gesture," "embodied knowledge," "embodied research,"
"embodied presence and acting."

The term "embodied," as defined by Varela, Thompson, and Rosch! [Varela, F.
Thompson, E., Rosch, E. 1992], was introduced to note, I paraphrase, that cognition depends
on the types of experiences related to the body, and these, in turn, depend on the environment
in which the body is "embedded." In this sense, the term "embodied" is associated with many
research areas — philosophy, cognitive science, psychology, neurobiology, sociology, etc.,
including systems theory and artificial intelligence. This is also the reason why the candidate
is tempted by the possibility of bringing them all together, along with theatrical theory, into
one global pan-concept of gesture in general. But this turns out to be a large, overly ambitious

bite. The understanding of "embodied cognition" necessarily entails the theses of embodied

embedded cognition, extended and situated cognition, enactivism, autopoiesis, where the

!'Varela, F. Thompson, E., Rosch, E. The Embodied Mind: Cognitive Science and Human Experience. Mit Pr
1992, p. 172—173. ISBN-10 : 0262720213, ISBN-13 : 978-0262720212



concept of "embodiment" is convincing to varying degrees. That is, "embodiment" is a "highly
fluid" concept. And if we are thoroughly familiar with it, we will probably accept Shapiro's
opinion, to look at embodied cognition more as a phenomenon that is studied, rather than as a
well-defined unified theory? [Shapiro, L. 2019], on which we can stand and which cannot
mislead us.

(3) PHENOMENOLOGICAL
Jumping into phenomenology, through seemingly appropriate, but unconsidered quotes from
Husserl, is an insufficiently researched risk.

"Phenomenon" is that which appears in our evaluative field in its interaction with the
external world, and which exists only for our consciousness. Its existence outside of us remains
unprovable. The pure description of the phenomena of experience, according to Husserl,
provides us with certain knowledge.

Using Husserl, the candidate refers to something that Heidegger, as a student of
Husserl, already disputed, and Jean-Paul Sartre, Eugen Fink, Roman Ingarden, Maurice
Merleau-Ponty and others after them, criticized because it is doubtful that there can be a pure
description of consciousness, without taking into account the so-called "observer effect" —i.e.,
the premise that every perception and every experience includes certain attitudes and
expectations of the perceiving consciousness, from which, contrary to Husserl's assertion, we
cannot free ourselves.

(4) THE HYPOTHESIS

I would like to briefly recall the candidate's Hypothesis, presented by him as [quote]
"multi-faceted and foundational": (1) "The integral gesture [..], an expression of
embodied consciousness [...], (2) unfolds in a dialogue between the inner and outer world
of the artist [...], (3) is subject to conscious cultivation through specific methods and
exercises. (4) This cultivation leads to an expansion of the performers' expressive
repertoire. (5) to achieving a more authentic, impactful, and transformative presence on
stage or screen."

Thus presented as a hypothesis/hypotheses, it objectively represents a universally
known and undisputed fact, a particular case of the axiomatically accepted truth that any human
activity (in this case, gesture) is subject to cultivation, which leads to the improvement of the
results of this activity and their quality. (see Theories of personality development, Piaget,

Erikson, Kohlberg, etc.).

2 Shapiro, L. Embodied cognition (2 ed.). Routledge. 2019, ISBN 978-1-315-18038-0. S2CID 240822115,
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https://en.wikipedia.org/wiki/S2CID_(identifier)
https://api.semanticscholar.org/CorpusID:240822115

(5) LACK OF FOCUS
Regardless of the fact that the doctorate entirely revolves around the concept of "integral
gesture," the research spreads out in all directions. This is not a comment on the candidate's
research potential, but an objective consequence of the "multitude" and lack of focus, which
can be noticed already in the definition of the research scope.

The topic, by formulation, "is characterized by an interdisciplinary nature, uniting
knowledge and methodologies from philosophy, psychology, neurology, anthropology, art
theory, theatre studies, film studies and somatic practices" [quote]. And in reality, the topic
of gesture, in each of the mentioned areas, could be the subject of independent scientific
research, worthy of a small or large doctorate.

Although, according to the candidate, the work "lays the fundamental conceptual and

"m

theoretical foundations for understanding the 'integral gesture'" and "deconstructs the
notion of gesture as a purely physical movement or nonverbal sign and views it as a
complex embodied phenomenon, integrating etymological, psychological, neurological,
and philosophical dimensions, to reveal its essence in human expression and artistic
creativity," the text remains at the level of a popular science review. It does not delve into
depth and specifics regarding the genre and aesthetic varieties of gesture in different stage and
screen arts. The proposed practical model for perfecting gesture is a collection of foreign
practices, with the potential to provide a general basic awareness of the performer's body. And
it would be sufficient, if not for the assertion that this is actor training, providing the necessary
psycho-physical technique for good acting performance on stage and in front of the camera. It
is unserious to claim that the techniques of a choreographer and a voice coach could provide
the necessary skills for an actor both on stage and in front of the camera, in a situation of a
complex dramatic psychological task.

With the excessively ambitious goals it sets, the research acquires a nuance of
unprotected pretension. The candidate has decided to create a universal pan-gestural theory
(and practice) of the Integral Gesture, which would encompass all sciences that have any
reference to gesture. And like the philosopher's stone, which was supposed to turn any
substance into gold, this theory could be applied to everything. It is UNDERSTANDABLE to
want to cover everything at once, which is characteristic of the impulses and energy of youth.

Where the candidate has managed to forget about the concepts of "integral" and
"embodied," the text has its value, as a scientific review, possessing investigative insight, a
good overview with representative, and at times comparative analysis, of individual basic

concepts and key figures related to the theme of gesture. Particularly noteworthy is section



(2.2.2.) Gesture in Cinema. Screen Specificity and Director's Styles. It does not have a strong
connection to the topic of the work, but in itself, it possesses an excellent analysis of
cinematographic language, as well as of the selected authors with their cinematographic
techniques. Valuable provocations can be noted within, which can be formulated as topics for
independent research, such as: (1) "The interpretative role of the camera in the perception of
the actor's gesture in a screen/media environment." or "Light and color in cinema as
cinematographic 'gestures' for communication with the audience."

And even though in this research the candidate swims like an "Albanian submarine"
from an old joke, where the rowers sometimes "flounder" (daldisvat) in the deep, and
sometimes surface for air, I cannot hide my irrational sympathy for him. His attempt, with the
integral gesture, to conquer the world, for me, is not a megalomaniacal ambition of a
hypertrophied ego. It rather resembles light-mindedness and recklessness, which, combined
with the candidate's age, carries a touch of youthful audacity, which I believe should be
encouraged.

Overall, I accept the very reliance on the concept of "integral gesture" as a sign of
imagination, in the sense of the ability to believe in oneself, to allow for the impossible. And
creating 250 pages of work around this concept is a skill that deserves admiration. I trust in
the youth, imagination, courage, and audacity of the candidate, I trust in his scientific
supervisor, who is a proven practitioner, a highly respected professional by me, I believe in
his perspicacity to see the potential of young people in perspective, I trust the entire
Department of "Television, Theatre, and Film Arts" at SWU, which probably needs this
young colleague in its staffing policy, and

I vote "YES"!

14.05.2025 Prof. Dr. Velimir Velev
Sofia NATFA "Kr. Sarafov" — Sofia
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