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JlucepTallMOHHUAT TPyX € OOCBIEH M IPEATOXKEH 3a 3aluTa OT
Kareapa ,,[eJeBU3HOHHO, TeaTpaTHO U KMHOU3KYCTBO™ KBbM (PaKyiTeT
»Pakynrer mo m3kycrara“ Ha KO3V ,Heodut Puiicku®, biaaroerpan
nposeneHo Ha 17.06.2026 roguHa..

B o0mms o6em ot 227 cTpaHunM ca BKJIOYEHU: YBon, 4 ['narw,
3aximouenue, [Ipunocu, [Tyonukanuu, bubnuorpadus ¢ 105 3arnaBus Ha
OBNrapcky, pPyCKM WU aHIIMHCKU e3uK, 20 HMHTepHET M3TOYHMLH,
Odummorpadus ¢ 97 3arnasus Ha QMU U 9 iuecH. TeKCTHT ChIbpxka 5
WIIOCTPAaTUBHU MaTepHuaia (HECTaTUCTUIECKU TPaduKu).

3ammuTara Ha AUCEPTAMOHHUS TPy Iie ce cbeTou Ha 24.09.2026 .
ot 10 ygaca B YK-8, IlpenogaBarencka 3ana, FO3Y ,Heodut Puncku®,
Bnaroesrpaa mpen Hay4dHO Xypu B chCcTaB: foul. A-p Mpuna OrusHOBa
Kuroga, pod. a-p LiBeran I'eoprues Henkos, mom. a-p Acen Tomopos
Tep3ues, npod. n-p Aranac ['eoprueB Artanacos, moi. a-p Kpacumup
Wnues Kynynapos.

Marepuanute ca IOCTBIIHM TpH cekperaps Ha Karempa mo
TEJNEBU3UOHHO, TeaTpaJHO M KHHOM3KYCTBO B YueOeH kopmyc 4 Ha
IOro3ananen yuusepcuret ,,Heodut Puiicku®, bnaroesrpan, eT. 5, 3ana
4503.



YBOJ

W3rpaxxganeTo Ha BU3YAIHH YMEHHUS Y CTYyICHTUTE IO aKTHOPCKO
MaiiCTOPCTBO € OT CHIICCTBEHO 3HAUEHHE 33 TAXHOTO IpodecHoHaIHO
pa3BUTHE U MOATOTOBKA 33 CIEHMYHHU U (GUIMOBH U3SIBH. Te€3U yMeHHS
BKJTIOUBAT CIIOCOOHOCTTA HAa aKThOpa Ja WHTEPIPETHUpPA M KOMYHUKHPA
BH3yalTHUTE E€JIEMCHTH Ha IpaMaTypruyHaTa CTPYKTypa NpH HeWHarta
eKpaHHa TpaHchopMalysi, Ja Ch3aBa M MOAIbPXKA CLEHHYEH WIN
eKpaHeH o0pa3, Aa pa3dupa U M3MO0JI3Ba TEPMHUHOJOTMATA, KOSITO € B
OCHOBATa Ha TBOPYECKHS IPOIEC B KHHOTO U HA (PHIIMOTIPONU3BOJCTBOTO.
B xoHTekcTa Ha CHhbBpPEMEHHMS TeaTbp U KHHO, KbAETO BHU3yalHATa
KyJITypa Urpae Bce MO-3HauMMa poJisi, pa3BUTHETO HAa TaKUBAa YMEHHS
CTaBa HEM3MEHHA YacT OT apceHalla Ha BCEKH YCIEIICH aKThop.

B TO3u aucepranMoHeH Tpyd Ie c€ OuepTasT IPOMEHUTE U
MpeIn3BUKATEIICTBATa, KOUTO CbBPEMEHHUTE TEXHOJIOTHH H TUIATPOPMHU
3a CTpUHMHHT Ha BHIEO IOCTAaBAT IpeN MIIaJUTe aKThOPH H KOHUTO,
criopen  HSIKOHW, ,,0rpa0bBar™ HOBOTO TOKOJCHHWE TBOPIH  OT
TPaJWIIMOHHUTE METOAW W ONWT, HATPyMaHW B MPOABIDKCHHE Ha
necermietns. OCHOBHATa IeNl Ha H3CIEIBAHETO € Ja CE pasriielar,
aHAJM3UPaT U CHCTEMAaTH3HPaT Hal-e()eKTHBHUTE METOTU U ITOIXOIH,
W3MOJI3BaHA B OOYYEHUETO Ha aKThOPCKUTE CIIEIMATHOCTH B KOHTEKCTa
Ha ChbBpPEMEHHaTa KyJITypHA CUTYyallusl, KOUTO Jla C€ JOIIBJIHAT C TaKUBa
3a pa3BUTHEe W Ha Bm3yamHum yMmeHms. CrermmaneH (okyc me Obnae
MOCTaBeH BBbPXY TEOPETHMYHUTE W MPAKTUYECKUTE aCHEeKTH Ha
00y4eHHeTo, BKIIIOYBAIIO Bu3yanHu yMmeHus. llle Opmar pasrnemanu u
BBIIPOCUTE, CBbP3aHH C HHTETPAINATA HA BU3YAIHUTE YMEHUS B OOIINS
KOHTEKCT Ha aKThOpCKaTa Urpa U TIXHOTO 3HAYEHHE 3a IIbJIHOLIEHHATa
apTHCTUYHA M3sBa HA CIIEHATa M eKpaHa. Upe3 CHCTeMaTHUCH aHAIN3 Ha
TE3U acCleKTH, Ype3 U3CIIeIBAHETO L€ CE HAIlPaBH OIUT J1a CE MPEATIOKAT
KOHKPETHH METOHOJIOTHYCCKH MOJIETH M CTBIKH 3a MOJOOpsSBaHE HA
e(eKTUBHOCTTa Ha OOYUYMTEIHUS MPOIEC B aKTHOPCKUTE mporpamu. B
CBLIOTO BpeMe Ile ce IMOoAYepTac 3HAYeHWETO Ha BHU3yalHaTa
KOMYHHKAIUS KaTo KIIFOYOB €IEMEHT OT aKThOpcKaTa mpodecus, KOUTO
He caMmo o0orarsiBa apTHCTHYHATAa W35iBa, HO M CHOCOOCTBA 3a IIO-
JBIIOOKOTO BB3ACHCTBUE BHPXY MMyOIMKaTA.

MoTHBH 32 HanHCBaHe

MotuBuTe 3a HanMCBaHE Ha [MCEPTALMOHHHS TPYyJ Ha Tema
,L/3rpaxkiane Ha BU3yaJHM yMEHHsS Ha CTYACHTHTE IIO0 aKThOPCKO
MalCTOPCTBO ‘“‘ca TMPOBOKUpPAaHU OT HaONIOJeHUs BBbpPXYy padorarta,



BB3MOXXHOCTUTE W OTHAJCHOCTTa HA HOBOTO IOKOJICHHE aKThOPH.
Pasrnexxgar ce OCHOBHUTE NpPEAN3BHKATENCTBA M BB3MOXXHOCTU B
00y4YEeHHETO Ha CTYAEHTUTE 110 aKTHOPCKO MAaCTOPCTBO, C (POKYC BBPXY
Pa3BUTHETO HA TEXHUTE BHU3yalIHH yMmeHHUs. OCHOBHHUTE MOTHBH 32
HaIHMCBAHETO HA JUCEPTAIIMOHHUS TPy BKIIOUBAT CIICAHUTE aCTICKTH:

1. Habmoaenus Bbpxy padoTaTa Ha HOBOTO TIOKOJICHHUE aKThOPH.

B pabortaTa cu HOBOTO MOKOJICHHE aKThOPU MOKA3BAaT, Ye MHOTO OT
TAX THPCAT OBbP3 e(EeKT OT U3BECTHOCT U MOMYJIIPHOCT, O€3 /1a CH JaBat
CMETKa 3a HeoOXOJAMMOCTTa OT 3aJBbJIO0OYCHO aHaJM3UpaHe H
YCHBBPIICHCTBAHE HA COOCTBEHMS MM TBOPYECKH MOTCHITUAT U MPOIIEC,
Ha akThopckara mnpodecus. To3u MOAXOJH BOAU [0 HEIOCTATHYHO
pa3BUTHE Ha KIIOYOBM YMEHHS WM TPaBH AaKTBOPHUTE Ia H3TIECKIAT
HEYOCUTETHO HA EKPaH.

2. lloguepTaBaHe HA 3HAYCHUETO HA BU3YAIHUTE YMCHUS.

Busyanmaute yMeHHs ca CBIIECTBEHA YacT OT apceHala Ha BCEKU
yCIIeIIeH AaKThop, KOWTO ce pa3BUBa MNPOPECHOHANHO KAaKTO Ha
TeaTpajiHaTa CICHa, Taka ¥ Ha ckpaHa. TO3W OIEpPaTUBCH TCPMHH
oOXBalla yMEHUs Ja ce W3MOI3Ba MAaKCHMAalHO IBIHOIEHHO TSUIOTO,
MHUMHKATa M KECTa KaTo WHCTPYMEHTH 32 HM3pa3siBaHe IPH Pa3IAIHU
XYHAOXKECTBCHHU KOHICHINHU, C€CTCTUYCCKU IMMapaMeTpu U B Pa3IAYHU
MPOCTPAHCTBEHO-BPEMEBH KOHTEKCTH, J1a CE Ch37aBaT U MOAIbPIKAT SIPKU
CICHHYHH W C€KpaHHH oOOpasd HHTCPIPETUPAHKH  e(EKTHBHO
TBOPYECKUTE HIICH Ype3 U3PA3HUTE CPEICTBA HA CHOTBETHOTO H3KYCTBO
(TeaThp WIM KHMHO), KaKTO M YMEHHMS 3a pa3OupaHe, aHAIN3UpAHE U
CHHTE3UpaHe Ha CJIEMEHTHUTEC Ha JpaMaTypruiHaTa CTPYKTypa Ha
CEMHOTHYHO U U3Pa3HO HHUBO, 3a OCMHCISHE Ha cnenupukara Ha
BSaHMOHeﬁCTBHCTO MCXKIY aKTbOpa W MapTHbBOPUTE, CII€HATa WU
cpemara, KaMepaTa WM 3PUTENIUTE 33 BCSKAa KOHKPETHA CIIEHA, eMU30]]
WK [SUTOCTHO MPOU3BeIeHHE (IPOIYKIHs). [IucepTallHOHHUAT TPYA HMa
3a [eJ1 1a ordepTae 3HaYCHUETO Ha Te3W YMEHUSI | [1a TIPESIJI0KH METOIN
3a TSXHOTO Pa3BUTHE.

3. JIumica Ha yMEHUsI 3a 3abI00UYCH aHAH3 Ha TIEPCOHAXKA/TePOst 1
po¢eCUOHAIHO OTHOIICHHE KbM TO3H IPOIIEC.

HaOmromaBa ce HecmocoOHOCT 3a  3aqbpiI004YeH aHalu3 |
PO ECHOHATN3BM CPell HIKOU OT MPOX0KIANINTE aKTHOPH, KOSTO BOIU
0 [T0-CJIA0W M3ITBITHEHUS! WITH IPEBBILTHIICHIS, MAPKUPaHe Ha NeHCTBUS
WA CBCTOSIHWSL U CHOTBETHO, HaMalleHa BB3MOXKHOCT 3@ IBITOCPOYHA
kapuepa. VMeHHO TO Ta3W MNPUYMHA €IHA OT OCHOBHHTE
W3CIIEAOBATEICKH 3agadd me Obae Aa Ja TpeiIokXaT METOAH |



CTpaTeruu, KOUTO Ja HachpyaBaT MO-3a1bJ0OYeHaTa MOArOTOBKAa Ha
aKThOpa 3a pabdoTa B TeaThpa U B KHHOTO, 10 OTHOIICHHE HAa KOHKPETHH
pOIM WM TEPCOHAXH, W W3yYaBAaHETO Ha CHENU(UYHN TEXHUKH H
MOAXO/IH CIIOpe]l TOCTABEHUTE TBOPUYECKH 3aJ[auu, KOETO OT CBOSI CTpaHa,
OU OCHTYPHJIO W TIO-BUCOKH HUBA Ha NPO(eCHOHATN3EM B aKTBOPCKOTO
MaiCTOPCTBO.

esaTa Ha U3cJIeIBAHETO

OcHoBHaTa 111 Ha HACTOSIIETO M3CJIEABAaHE € Ja Ce pasriefaT u
aHaM3UpaT METOAUTe, TMOAXOJUTe M OCHOBHATa TEPMHUHOJOTHA,
W3IMOJI3BaHM B €KPAHHUTE U3KYCTBA, KOUTO Ja ObJAT UHTETPUPAHU B
00ydYeHHUETO Ha aKThOPHUTE C (DOKYC pa3BUTHE HA BU3YAITHUTE UM YMCHHS.
llle 6bae HampaBeH aHaIM3 HAa PA3IUYHU TEXHUKH M TMOIXOAH OT
pa3HOOOpa3HU IIKOJIW WU TPaJAULMU B akThopckaTa mpaktuka. llle ce
aHANMM3UPAT PA3NUYHUA TEXHUKH, OT KJIACHYECKH IO CHBPEMEHHH, U
TSAXHOTO BB3ACUCTBHE BHPXY O0YUEHHETO Ha aKThopuTe. M3cieapanero
me Toa4yepTae BaKHOCTTa HA CaMOMOATOTOBKAaTa W TOCTOSHHOTO
caMOYyCHBBpIIICHCTBaHE 3a akThopa. llle ce pasrmemar crparernn u
MPAKTUKH, KOUTO TIO3BOJISIBAT HA aKTHOPHUTE Ja PA3BUSAT CBOUTE YMEHUS
U3BBH (HOPMATHOTO OOyueHHE, BKIIIOUMTEIHO CaMOOOyUYCHHE M JINYEH
ormut. e Obae u3cneaBaHO KaK 3HAHHUATA U OMHUTHT, MPUAOOUTH OT
JIPYTH U3KYCTBa, KATO BU3YATHH U3KYCTBA, INTEPATYPA U My3UKa, MOTAT
na oboraTaT akThopckaTa urpa. llle ce pasriena kak HabIIOJACHUETO Ha
€XKeTHEBHUsI )KUBOT U COIMAIIHATA PEATHOCT BIIMsie Ha aKThOpPCKaTa Urpa.
[le Ob1aT MPOYUYEHH M Pa3riiclaHd TEPMHHOJIOTHH M KOHIICTIIIUN, KOUTO
HE ca IUPOKO U3BECTHU CPEJl AKTHOPHUTE, HO Ca OT CHIIECTBEHO 3HAUCHHE
3a TAXHOTO mpodecuoHantHo pasputhe. llenTa e nma ce akIeHTHpa Ha
3HAYEHHUETO Ha TE3U 3HAHMS 32 KOHKYPEHTOCIOCOOHOCTTA U ISJIOCTHOTO
pa3BUTHE Ha aKThopa. Taka M3ClIeIBAHETO UMa KaTO OCHOBHA 3ajaya Jia
MPEIOCTaBU 3abJI00YCH TOTJIE]] BBPXY TCOPETUYHUTE U MPAKTHUCCKUTE
aCTMeKTH Ha aKThOpCcKaTa MOJTOTOBKA, aKIEHTUPAWKN HA 3HAYCHUETO Ha
pa3IYHUTE TEXHUKH M TIKOJHW, KAKTO W Ha MHTETPAIMATa HA 3HAHUS OT
JIpyTH W3KycTBa. M3crieaBanero mie ce (QOKycHpa BBPXY OCHOBHHUTE
TEPMHUHHU U METOJI, CBHP3aHH C BU3YaJIHOTO M3pa3siBaHe M aKThbOPCKOTO
MaiCTOpPCTBO.



AKTyaJIHOCT Ha TemMaTa

W3cnenBaHeTo Ha METOAWTE, TEPMUHOJIOTUSATA M MOAXOJUTE B
00y4YEeHHETO Ha AKTHOPCKUTE CIICIUAITHOCTH, C aKIICHT BBPXY Pa3BUTHETO
HAa BHU3YQIHHTE YMCHUs, € WU3KIIOYUTEIHO aKTyaJTHO MOPAad HIKOJIKO
KIIIOYOBH TpPWYMHHU. B TOCIeaHWTE TOAWHH CHIIECTBYBAa 3HAYUTEIHA
TpaHchopMaIisi B TeaTpajgHaTa M (HIMOBAa WHAYCTPHSA, YaCTUIHO
NpUYMHEHAa OT HampeIbka B TEXHOJNOTMHTE M IIOSBaTa Ha HOBHU
WIaThOpMHU 3a CTpUAMHHT. Te3u MPOMEHU MOCTaBsIT HOBU MU3UCKBAHUS
KBM aKTbOPHUTE, KOUTO TPsAOBa /1a ce afanTHPAT KbM pa3iIindHu GopMaTh
W CTHJIOBE Ha BHU3YaJIHO/GKpaHHO TIIpeicTaBsHe. Pa3BuTHeTo Ha
BU3yaJIHUTE yMEHHS CTaBa OLIEe I10-BaKHO, ThH KaTo BU3yayHarta
KOMYHHKAIIUsI Urpae BCE IMMO-3HAUYMMa POJSL B CHBPEMECHHHS TeaThp U
kuHO. TpaauIMOHHHTE METONM Ha OOydyeHHe 4YecTo He YCIsBaT Ja
OTrOBOPSIT Ha CHBPEMEHHHTE H3HCKBAHMS M HYKIM Ha aKThbOpPUTE.
BxirouBaHeTo Ha HOBH TEXHWKU W IOKOJH, KAKTO W MHTETPAlUsITa Ha
3HAHUA OT JAPYTH M3KYCTBA, MOXKE Jla 000TaTH U MoI00pH 00yUUTETHHS
npotrec.

Taka axkTyalHOCTTa Ha TeMara IMPOW3THYA OT HYyXKIara Ja ce
HUACHTH(UITIPAT ¥ BHEAPSAT HHOBAIMK B 00YUCHHETO HA aKThOPUTE, 3a 12
C€ MOAroTBAT TC 3a CbBPECMCHHUTC IPCAU3BUKATCIICTBA B HpO(beCI/IHTa.
AKTyallHOCTTa IPOM3THYA OT CHBPEMEHHUS KyJITYpEH KOHTEKCT U OT
HEOOXOJMMOCTTa OT IMPEOIOsIBAHE Ha MPOITyCHATHTE BH3MOXKHOCTH U
HaCbpyaBaHC Ha HOBUTC IMOKOJICHHUA AKTBOPU J1a PAa3BUAT KOMIIJICKCHU
YMEHHS1, KOUTO J]a UM TTO3BOJIAT Jla C€ KOHKYPUpAT YCIELIHO B €IHO MOo-
OIUPOKO TPO(ECHOHATHO TIONe, KOETO BKIIOYBA TEaThp, KHHO,
TENIEBU3MOHHO MPOM3BOJCTBO, peKjiaMa M moyOu3Hec. Br3aMoxkHOCTTA
oOydaBaliuTe ce aKThOPHU Ja PaslIUPSAT CBOUTE MO3HAHHUS M YMEHUS B
pa3uYHU 00JACTH, KAKTO W JIa OCH3HAST BAXKHOCTTA HA CKPHUTHUTE
TEPMHUHOJIOTHA M KOHILEIINH, € OT CBHIIECTBEHO 3HAa4YeHHE 33 TAXHOTO
npodecronanHo pasButue. ToBa mnpaBM TeMara Ha W3CIECIBAHETO
0CO0EHO aKTyaJlHa 3a Xopa, KOUTO Ce CTPEeMST J1a OblaT He caMo TBOPIIH,
HO W J00pu TNpo(eCHOHATMCTH B CBOATA O0JACT W Jla OCTaHaT
KOHKYPEHTOCIIOCOOHH. M3cineiBaHeTo Ha BPB3KUTE MEXKY aKThOPCKOTO
MaiCTOpCTBO M APYTM M3KYCTBa, KAKTO M KaK 3HAHUETO OT Pa3In4HH
o0yracTi MOXKe J1a 000TaTH aKThOPCKaTa Urpa, MoadepTaBa HyKIara OT
KpOC-TUCIUIUTMHAPHO 00ydeHre. AKTYaIHOCTTa Ha TeMaTa MPOn3THYa U
0T HEOOXOIMMOCTTAa OT HHTETPHPAH IIOAXOA KBbM OOYYCHHETO Ha
aKThOPHTE, KOMTO BKIIIOYBA M W3CIICIABAHE HA BIUSHUETO HA Pa3UIHU
BHJIOBE 3HAHUS BBPXY NMPO(PECHOHATHOTO Pa3BUTHE.



IIpenmeT u 06eKT Ha H3C/IEIBAHETO

[Ipenmer Ha M3CIEIBAHETO Ca YCTAHOBEHHTE MOJCIH, MOIXOIH U
MpPaKTHKK B mpolieca Ha oOydeHne u npodecHoHaIHA MOJrOTOBKA Ha
aKTbOPHUTE, BB3MOXKHOCTHTE 3a PA3LIMpsSBaHE Ha METOJOJOTHYEeCKaTa
paMka Ha OOyYeHHETO M TOBHIIABAHETO Ha e(EKTHBHOCTTA HA Ta3n
MOJTOTOBKA C OrJie]l ChBPEMEHHUTE KyJATYPHU KOHTEKCTH U M3UCKBAHUS
KBM Ta3# Ipodecusl.

OOeKTHT Ha HM3CIIEBAaHETO O0XBalla OYEPTABAHETO HA KOPITYC OT
METOIM M TEXHUKH, CBBP3aHU C BU3yalHH YMEHHUs M KOMIICTCHIIHH,
KOMTO OT CBBpPEMEHHa [IJIeJHa TOYKa Ce sBABaT KIIOYOBH 3a
npodecroHaHO o0y4yeHHe Ha aKThOpa W BB3MOXKHOCTUTE 32 TAXHOTO
pa3BUTHE B KOHTEKCTa Ha Tpolieca Ha (opMaTHO WM HehOpMalTHO
o0ydeHHe 1O aKThOPCKO MaicTopcTBO. OCHOBHHAT (POKYC € MOCTaBeH
BBpPXY aHaIM3a HA BH3yaJHaTa IPaMOTHOCT W HEHHOTO BIHUSHHE BBPXY
aKThOPCKATA UIPa, KAKTO M HA METOJHTE U MOJIXOJHTE, H3IOI3BaHU 3a
M3rpaXxIaHe U YChBBPIICHCTBAHE HA BU3YAJIHH YMEHHUS M KOMIIETCHIINH
KaTo OILIEHKa Ha IPOCTPaHCTBEHO-BPEMEBH JISHCTBHS U B3aUMOJICHCTBHS,
pasbupane 3a crenupuKaTta Ha WU3pa3HUTE CPEJCTBA HA CHOTBETHOTO
M3KYCTBO (T€aThp WIIK KUHO), pa30upaHe 3a mapaMeTpHuTe Ha CLICHUYHATa
WM €KpaHHAaTa MHTEpIIpeTalys Ha JIpamMaTypruyHara CTpPyKTypa Ha
CEMHOTHYHO M U3Pa3HO HHUBO U T.H. Taka 00EKTHT Ha N3CIIe/IBAHETO CTaBa
MHOT'OILUIACTOB M 00XBallla pa3InuyHK ACIIEKTH Ha aKThOPCKATa MPaKTHKa
W BHU3yallHaTa I'PaMOTHOCT, M NPENOCTaBsi HOBATOPCKU M WHTErPHpaH
MOAXOA 3a pa3OupaHe W pa3BuUTHE Ha Te3u ymeHus. Upes To3m Qokyc
JMCEPTALHOHHUAT TPY/J] CE CTPEMH Ja U3ACHHU BXKHOCTTA HA BU3YAITHUTE
YMEHUA W Oa NOPpEeIJIOKM HOBU METOAU U IPCHIOPBHKUA 3a TAXHOTO
YCBHBBPIICHCTBaHE B KOHTEKCTa Ha ChBPEMEHHATa aKThOPCKa MPOQecHs.

H3cnenoBaresicka XUnoTe3a i NPUHOCHH aCHEKTH

Karo m3crnenoBarencka XumoTesa B TOBa M3CIEIBAaHE CE Mpeiiara
pa3dupaHeTo, 4e € HeoOXOOUMO Ja ce pa3paldoTH JOIBIHUTEICH
TEOPETHYEH W MPAKTHYECKH MOIYJT KbM YCTAaHOBCHUTE OOYUUTCIHH
MOJIEJIM 10 aKThOPCKO MaiCTOPCTBO, KOWTO Ja oOXBalla TeopeTHYeH
aHaJ M3 ¥ MPAKTHYCCKA METOMU 33 Pa3BUTHE HA YMCHUS 3a pa3dupaHe u
MpaKTUKyBaHe Ha e(EeKTHBHA BH3yallHa KOMYHUKAIHMs, Pa3BHTHE Ha
BH3yallHA KOMIICTEHTHOCT ¥ BHU3YaJHHTE YMEHHSA, PECIICKTUBHO
BH3yallHaTa T'PAaMOTHOCT KaTO aHAJOr HA TPAIWIMOHHATA YETUBHA U
MUCMEHA TPaMOTHOCT. BIUSHHETO HAa CBHBPEMECHHATA BH3YallHO
OpPHEHTHpaHa KyJATypa W TEXHOJIIOTHYHHTE MHOBAIIMU Ca OCHOBATCITHA



MpenocTaBka 3a BbBEXKJAHETO Ha MOJOO0HA MHOBALIMS B aKThOpCKaTa
IIpaKTUKa, B JONBJIHEHHE U BB3JACHCTBUETO HAa IUTHTAIM3ALUATA,
COLIMAIIHUTE MpEXKH, KaHAINTE 3a BHUAEOCIOAEISIHE M CTPUHMHUHT
IaTGOPMHUTE, KOUTO TPEIarar OIie IPEIU3BUKATEICTBA U U3UCKBAHUS
KbM Tpo(eCHOHATHATAa MOATOTOBKA HAa akThOpUTe. B Ta3m pamka 1e
ObIe BKIIOYCHA W OIEHKAa Ha (DaKTOpUTE, BB3IACHCTBAIIM BBPXY
aKThOpCKaTa Wrpa M NPEJIOKEHH CTpaTerud 3a MpeoiossBaHe Ha
OCHOBHHM MNpOOJIEMH, CBBbpP3aHH C JIMIICAaTa HAa TPHUEMCTBEHOCT B
HWHAYCTpPUATA U IIPU CaMOIIOArOTOBKATa Ha aKThOpa.

MeTonosiorust Ha H3CJIeTBAHETO

Mertonomnorusara Ha HACTOAIIETO M3CIEIBAaHE € IPOSKTHpaHa Taka,
Ye J1a OCUTYpU KOMIUIEKCEH U JICTAWJICH aHATU3 HA BU3YaIHUTE YMCHUS
U TSIXHOTO 3HAUCHME 3a aKThOpCKaTa urpa. [IpoyuBaHe Ha mpuMepu 3a
W3yYaBaHe Ha KOHKPETHH CIIydal OT pAa3IMYHA aKTHOPCKH IIKOJH,
(UIMOBH TIPOWM3BENCHUS, PEXKHCHOPH W EKCIepTH B obnactra Ha
BU3yalHUTe W3KycTBa u KuHO. llle Obae HampaBeH aHanM3 Ha
CHIICCTBYBAIlla JINTEpATypa W TCOPETHYHH HW3TOUHHWIM, CBBP3aHU C
BH3yallTHUTE yMEHHSI M aKThOpCKaTa Wrpa B KHHOTO, CHUYETAH C
TCOPECTUYCH MpETJICH, EMIIMPUYICH aHAJIU3 U CUHTCTUYHO MU3CJICABAHEC HA
CBBP3aHU aCIEKTH, OTHACAIIM CE 10 CbBPEMEHHATA KyITypHA CUTyalus],
Mpo(heCHOHAITHOTO 00pa3oBaHKe U O0YUYCHHE, M aKThOPCKATa MPAKTHKA.

B nucepranmonHus TpyA me ObAAT WHTETPUPAHH TEOPETUYHU
ACIICKTU OT MY3HKaTa, TaHIllda, 3ByKa, IIBETOBATa TCOPUSA U BU3YAJIHUTEC
CIMBOJIH, KOWTO oO0OraTsABaT akKThOpPCKAaTa M3sABa Ype3 Kpoc-
JUCHMIUIMHApeH Toaxona. ChIno Taka me ObJaT MpeACTaBeHH HOBH
METO/IX 32 BU3YAIHO M3TPpaXkIaHe Ha (GUIMOBH KaJpH U ICTAUICH aHATU3
Ha KOMITO3HIIUATA ¥ BU3YaJTHUTE TEXHUKHU MTPEIOCTABAT HA aKTHOPHUTE IT0-
noOpa 6a3a 3a ch3IaBaHe Ha BB3ACHUCTBANIM BU3yalHU MOciHaHus. Upe3
TO3M ISUIOCTEH M WHTCPIUCHUIUIMHAPCH MOIXOJ, W3CICABAHETO Ou
JONPUHECTIO 32 00OraTsIBaHE HA TEOPETUYHATA W MpakTH4Yecka 0a3a Ha
aKTBOPCKOTO 00pa30oBaHUE, KaTo Mpeasiara NEHHN HACOKHU 33 OBJIEIIOTO
pa3BUTHE HA TIpodecHsTa.



OBPBA TJIABA. 3A HEOBXOAUMOCTTA OT

PA3BUBAHE HA BU3YAJIHA YMEHUS n

KOMIIETEHIIUU HA AKTBbOPA

B nppBa TaBa Ha JUCEPTAIlMOHHUS TpPYyI C€ apryMEHTHpa
HEOOXOIUMOCTTa OT I[eJICHACOYCHO Pa3BUBAHE HA BU3YAlHH YMEHHS U
KOMIIETEHIIMM HAa aKThOpa KaTo CTPYKTYPOOMpEIesisiil] KOMIIOHEHT Ha
ChBpeMeHHaTa MPo(eCHOHATHA MPUTOTHOCT B YCIOBHATA HA BU3YaITHO
JOMHHHpaHa  KyJITypa, 3acWieHa  MEAWHHA  IUpPKyJIalus U
WHTCH3U(DUIUPAHO  ayJHO-BHU3YyalHO MPOM3BOJACTBO, TMPU  KOETO
3pUTEICKOTO BB3MPHUIATHE C€ (POpPMUpa OT YCKOPEHH pUTMH Ha
KOHCyMalusi, eKpaHHa (pparMeHTapHOCT ¥ KOHKYPHUPAIIU CE BU3YaTHU
peXUMHU. AHAIU3BT IMMOCTaBs BH3yaJHATa TPAMOTHOCT B IIEHThpa Ha
CBhBpEMEHHATa KyJITYpHa KOMIIETEHTHOCT U S MECJIH KaTO CIIOCOOHOCT 3a
pasunTaHe, KPUTHYCCKA WHTEPIIpETallnsi W Ch3IaBaHE Ha BU3yaJIHU
MOCNIaHKs, KOMTO (YHKIMOHHPAT ETHOBPEMEHHO XYIOXKECTBEHO U
COILMAITHO, KaTO B TO3H KOHTEKCT aKThOPHT CE Pasrjiexkaa He CaMo Karo
MHTEPIPETATOP Ha ApaMaTypPruueH TEKCT, a KaTO aKTUBEH KOHCTPYKTOP
Ha BU3YaJTHO 3HAUYCHUE — HOCUTEN Ha 00pa3HU KOJIOBE, KOUTO yYacTBar B
COLMAITHOTO MPOU3BOJICTBO HA CMUCKHI. V3KyCTBOTO € pasrieqaHo Kato
OTJICAANO Ha YOBEIIKATa KYJITypa M WHAWBUAYATHOCT, KoeTo (hopmupa
BKYC, BB3IPUITUS U €CTETUIECKHU IICHHOCTH, a aKThOPCKaTa Urpa — Kato
crerupuuHa GopMa Ha BU3yalHa PENPE3CHTAIMS Ha YOBCUIKHS OMUT, B
KOSATO TCJICCHOCTTA, KCCThT, MUMHUKATA, OTJICABT U NPOCTPAHCTBECHOTO
MPUCHCTBUE MATEPUATIU3UPAT KYJITYPHHU, IICUXOIOTUYECKU U COLUATHU
CTPYKTYPH, KaTo Ce M04epTaBa, 4e¢ IMEHHO BU3yaJHATa OpraHu3alus Ha
HU3MBJIHECHUETO IMIPCBEIK/Aa BbTPCIUIHOTO MPEKUBSABAHE B YCTUMA (bopMa 3a
3putens. B Tasu JMHUS ce aHAIM3UpAT OCHOBHUTE AacClEKTH MPU
W3TPAKIAHETO Ha BH3yallHa WHTEPIPETAlMsI: CHHXPOHBT MEKIY
BBTPEIICH MPOIEC W BBHINHA (HOpMa; KOHTPOINBT BHPXY TeJecHaTa
IIaCTHKA W JUHAMHKATa; UKOHOMHSITA HA JKECTa; KOMIIO3UPAHETO Ha
MPUCHCTBUETO B KaIbp/TIIPOCTPAHCTBO; KAKTO M aJaNTalusATa KbM
crenn(pUIHUTE YCIOBUS HA CIIEHATa M eKpaHa, PH KOSTO KMHOTO Hajiara
0CcOOCHa TMPENHU3HOCT M JAUCHUIUIMHA, ThH Karo ONM3KUAT IUTAH H
MOHTaQXbT NPEBPHUIAT MUKPOABUKCHUATA, MUHUMAJTHUTC MUMUYCCKU
peaknud W pHUThMa Ha TOTJena B HOCHTENM Ha ICHXOJOTHYecKa
yoenutenHocT. [maBata mpociiensBa HCTOPHUYECKOTO (GopmupaHe Ha
aKTbOpa B KHHOTO, Karo odepTaBa MpoQecHOHATHHTE OCHOBAHUS Ha
€KPaHHOTO MPHUCHCTBUE U PA3MIICK]A MOMYJSIPHH IIKOIU U TEOPETUIHH
MOJIEJIH, MOJIIOMAraily MPEeBbIUTBIICHHETO HA €KpaH: CUCTeMaTa Ha



Koncrantua CTaHUCIIABCKH C HEWHATA IICUXOJIOTHYECKA TOCTOBEPHOCT U
OpraHm4yHocT, MeronbT Ha Jlmit CrpacObBpr W Herorata KaMepHa
YyBCTBHUTEIHOCT KbM BBTPEIIHHUS UMITYIIC, BIusiHIETO HA bepronx bpext
4ype3 JEMOHCTPATUBHHS ECT M Ch3HATEIHATA BU3yalHA ITUCTAHIIWA,
KaKTO W aHIJIMIICKaTa aKThOPCKAa INKONA ¥ TPAIWIUW, CBBP3aHU C
TeXHUKaTa, AUCIUIUINHATA, KOHTPOJIMPAHOTO IPUCHCTBUE M BH3yallHATA
SICHOTA Ha M3Ka3a, KaTo ce apryMeHTHpa, ue HEe3aBHCUMO OT
HCTOPUYECKUTE PA3IHYUS TE3U CHCTEMU ChIbPXKAT MPUHIMIIN, KOUTO
Morat Jga ObgaT Tmpe@opMyJMpaHH B €3WKa Ha BHU3yallHaTa
KoMIeTeHTHOCT. OCOOCHO BHHUMAaHHE C€ OTICHS Ha CHeNU(pHUYHHTE
ACITEKTH TPH U3rPAXKIAHETO HA BU3yaHa MHTEPIPETAIHs Ha POJIATA KATO
pe3yaTraT OT B3aUMOJCHCTBHE MEXIy JKAaHPOBH  HM3HWCKBAaHUS,
PEKUCHOPCKA KOHIICTIINS, KYJITYpHA Cpeia U IPOU3BOJICTBCHHU YCIOBHS,
MpU KOETO aKThOPHT TPsAOBa Ja OaaHcupa MEXKAY JIHUEH TBOPUYCCKU
n300p W KOJEKTUBHATA BHU3yalHA BU3WSA Ha C€KWIIA, a BH3YAJHHUTE
pEIIeHNs ce MUCTIT KaTo (PYHKIIMOHAIHH IO OTHOIICHIE Ha KaJapupaHe,
CBETJIMHHA Cpella U BU3YaJICH PUTHM.

1. 3naueHue W PpoJisi Ha BU3yaJHATa TIPaMOTHOCT B

ChBpPeMeHHHUSI KYJITYpeH KOHTeKCT

B Tasu gacT oT M3CIenBaHETO ce pasriiexaa He0OXOIUMOCTTa OT
(opMHpaHe Ha BH3yallHa TPAMOTHOCT KaTO KIF0U0Ba KOMIIETEHTHOCT 32
CBHBPEMEHHMSI AaKThOp, (YHKIHMOHMpAL] B YCIOBHSATA HA CHIJIHO
BU3yaJIM3UpaHa KyITypHa cpena. CBBPEMEHHOTO OOIIECTBO €
JOMUHUPAHO OT BHU3YaJHM MEIWU — KHUHO, TEJEBU3US, AUTUTATHU
HJ'IaT(I)OpMI/I, COIMAJTHU MPEKU — KOUTO Chb31aBaT HOB THII BB3INPUATHEC HA
XYZ0KECTBEHOTO ChABbpkKaHUe. ToBa Hajara akTbOphT HE CaMO J1a BIIA/Ice
TpPaJULIMOHHUTE CPEACTBA HA CLEHUYHOTO U3Pa3sBaHe, HO U J1a Pa3BUBa
YYBCTBUTEJIHOCT KbM BU3yallHaTa CTPYKTYpa Ha Kaabpa, KOMIIO3HULIUATA,
IIPOCTPaHCTBEHATA OpraHu3alys Ha ACUCTBUETO U B3aUMOIECHCTBUETO C
KaMepaTa. B qucepranusTa ce moaueprasa, ue BU3yaaHaTa TPAMOTHOCT
TIPE/ICTABIISABA CIIOXKEH IPOLleC Ha MHTEpIpeTalys Ha o0pasy, 3HAIM U
BH3yaJlHU KOJIOBE, Ype3 KOHTO C€ M3TPa)Ia CMUCHIBT HAa EKPAHHOTO
noBectBoBanue. Kakro oroensspa JI>koH Bbprep B cBOsI (hyHIaMEHTAJICH
Tpyn Ways of Seeing, ,,HaUMHBT, TI0 KOHTO IJIeilamMe HellaTa, € 00yciIoBeH
OT TOBa, KOETO 3HaeM WM BsapBame.' ToBa HaOMIONEHHE MOCTaBS
OCHOBaTa Ha HWAEATA, Y€ aKTHOPHT TPsiOBa CH3HATEIHO Ja HM3TPaxIa
coOCTBeHa BU3yalHa KyNTypa, 3a 1a 0bJie CIOCOOEH /1a y4acTBa aKTUBHO

! John Berger, Ways of Seeing, London: BBC and Penguin Books, 1972, p. 8
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B IIpolieca Ha Ch3[aBaHE Ha €KPAaHHOTO M300pakeHHe. B To3U KOHTEKCT
Ce pas3riIexIaT W KOHIENIHUHUTE 3a BH3yaJlHa KyJITypa U BH3yallHa
KOMYHHKAIIWS, Pa3BUBaHH OT aBTOpH kato Hukomac Mup3oyd u V. Jx.
T. Muuba, KOUTO pasriaexkaar oOpa3a KaTo HOCUTENT Ha KyJITYpHHU
3HAUEHUS] W COIMATHH KOJOBE. AHAIM3BT IOKa3Ba, Y€ AaKTHOPET,
pabortem mpex Kamepa, ce IpeBphINa HE CaMO B M3IIBJIHHUTEN HA
JpamMaTypru4eH TeKCT, HO U B €JIEMEHT OT BU3yallHa KOMITO3HLIUS, KOSITO
(bYHKIMOHMpaA KaTo cucTeMa oT 3Hau. CiieoBaTeTHO U3rpaXkaaHeTo Ha
BH3yallHa TPAMOTHOCT C€ sBsIBA HEOOXOOWMa IMPEAIIOCTaBKa 3a
npodecroHanHaTa ajanTanys Ha akThbopa KbM ChbBPEMEHHHUTE €KpaHHU
U3KYCTBA.

1.1. M3KycTBOTO KaTo Orjiefajo0 Ha 4YOBelIKaTa KyJTypa u
UHAUBHAYAJHOCT: (hOPMHPaHe HA BKYC, Bb3NPUATHS H eCTEeTHYEeCKH
neHHoctu. lloarmaBara pasriexjga pojisiTa Ha H3KYCTBOTO Karo
MEANaToOp MEXAy WHAWBUIYaTHMAS ONUT M KyJNTypHATa HaMeT Ha
o0miectBoTO. M3KyCTBOTO Ce pasriiexkna Karo ¢opma Ha BU3YallHO U
EMOIIMOHATIHO II03HAaHUE, Ype3 KOeTo ce (OpMHUpPAT EeCTETHUCCKH
[EHHOCTH, KyJITYPHU MPEIIOYATAHNS U HHIUBHIIYaTHA 9yBCTBUTEITHOCT
KbM XYIOKECTBEHHUTE 00pa3u. B muceprammsra ce moguepraBa, ue
BU3yaJHaTa KyJITypa Ha akThOpa HE BH3HUKBA H30JIMPAHO, a ce hopmupa
Ype3 MOCTOSIHCH AUAJIOT MCKAY XYHOXKCCTBCHATA Tpaaullus, COMUATTHUA
KOHTEKCT W JIMYHUS OIUT HA apTHUCTAa. B TO3m acmekT ce aHaam3mupar
BB3TIeauTe HAa EpHeT ["'oMOpux, koiito B The Story of Art momueprana,
ye ,HAMa M3KYCTBO — HMa CaMo XYIOKHHIHM®,? ¢ KOETO HacouBa
BHUMAaHHETO KbM WHIWBUIyaTHATA HHTCPIPETAINSI HA XyI0KECTBEHATA
peanHOCT. Ta3u unes e ocobeHo pereBaHTHA 3a akThOpcKaTa mpodecus,
IIpY KOSATO JTUYHATA YyBCTBUTEIHOCT U KYJITYpHA IIOArOTOBKA Ha aKThOpa
OIIpeJeNsT HauMHa, 0 KOWTO TOH BB3IpUeMa U mpech3aaBa obpasa. B
TEKCTa ce pas3riiexaa u tezara Ha [luep bypauiio 3a KynTypHus KanuTai,
CTIOpE KOSTO €CTETUUECKHST BKYC € COLMaTHO 00yCIIOBeH 1 ce (hopmupa
upe3 o0pasoBaHHe, KyITypHA cpela W XyAOKeCTBeH omut.> OT Tasu
HEepCHEKTHBA CE apr'yMEHTUPA, Y€ Pa3BUTHETO HAa BU3YaIIHUTE YMEHUS Ha
aKThOpa MpeAroyiara CUCTEMHO H3TpakAaHe Ha eCTeTHUecKa KyiTypa
Ype3 MO3HaBaHC Ha HUCTOpUATA Ha U3KYCTBOTO, BU3YAJIHUTC CTUJIOBE B
KHHOTO W Pa3IMYHHUTE XyIOXKeCTBeHH Tpamuiuu. Camo upe3 mojgodHa

2 Ernst H. Gombrich, The Story of Art, London: Phaidon Press, 1950, p. 15
3 Pierre Bourdieu, Distinction: A Social Critique of the Judgement of Taste, Cambridge, MA:
Harvard University Press, 1984, p. 56



MOJTOTOBKA aKTHOPHT MOXKE Jla JOCTHTHE IO OCH3HATO YYacTHE B
mpoIieca Ha Ch3aBaHe Ha BU3YaHHS 00pas3.

1.2. OcHOBHM acneKTH NpPHM H3rPa’KIaHETO HA BHU3yaJHa
HHTepnpeTanus. B Ta3u noarnasa ce aHanu3upar OCHOBHHUTE (aKTOPH,
KOMTO ydYacTBaT B IIpoleca Ha U3TPakIaHe Ha BH3yalHaTa
WHTEpIpETaIs Ha poJsiTa B KMHOTO. Bu3yanHara WHTEpHIpeTanmus ce
pasriexaa  KaTo  CHHTE3  MEXIy  aKThOPCKOTO  U3IMBIHCHUE,
PEKUCHOPCKATa KOHIEIIINA ¥ BH3yalHHs CTHI Ha ¢uiama. [loguepraBa
ce, Ue aKThOPhT TPsAOBa Ja ObJIe CIIOCOOCH Ja MHCIH POJIATAa HE CaMo
IpaMaTypruvyHo, HO W BH3YallHO — KaTO YacT OT KOMIIO3HIIMATA Ha
KaJabpa, JMHAMHUKATa Ha MOHTa)Ka M MPOCTPAHCTBEHATA OpraHU3aIlHs Ha
CIleHaTa. AHAIM3BT BKIIOYBA M KOHIICMIHATA Ha Pymond Apuxaiim 3a
BHU3YyaJTHOTO MHUCJICHE, CIOpEd KOSATO BB3MPUATHETO Ha obpasa
NpENCTaBIsBa aKTUBEH MPOLEC Ha MHTeprperaius. ¢ ApHxaiim
moguepraBa, ue ,.BBE3MPHATHETO HE € IACHBHO pETUCTPHpaHe Ha
peaHocTTa, a TBopueckd akt >, ToBa pasbupaHe MOCTaBs OCHOBATa 32
UjesTa, 4e aKThOPHT TpsOBa Ja ydacTBa aKTHBHO B CH3IABAHETO Ha
BH3yallHaTa JIOTMKAa Ha polsTa. B nmceprammsra ce pasriexnmar u
MPaKTUYECKUTE AacIleKTH Ha TO3W Wpomec — padoTa ¢ Kamepara,
OCh3HABaHE Ha Mamaba Ha Kaabpa, WU3MOI3BAHE Ha MHUHUMAJIHCTHYHA
M3pa3HOCT B ONM3BK TUIAH M ChOOpa3sBaHe C PUThMAa HA MOHTA)KHATA
cTpykTypa. [lo To3m HauMH BH3yallHaTa WHTEpPIpETANUs ce Ae(uHIpa
KaTo Ch3HATEJICH MPOIEC HAa ChUCTABAHE MEXIY aKThOPCKA TEXHUKA U
BU3yaJIHa KOMIIO3ULI .

2. IlomyASipHU IIKOJIM M TEOPeTHYHU MO/esH, MOoANOMAraiu

AKTHOPCKOTO NMPeBbILTbIIEHNE HA eKPaH

Bropata wacT Ha rmaBara INpeAcTaBs aHaIM3 HA OCHOBHMTE
aKTbOPCKU HIKOIH U TEOPETUYHHU MOJEIH, KOUTO OKa3BAT BIUSIHUE BBPXY
Pa3BUTHETO HA EKPAaHHOTO aKTHOPCKO M3KYCTBO. LlenTa e n1a ce nmpocnean
KaK pa3IMYHHUTE IeJarOTMYecKd CHCTeMH (OpPMHUpAT MOAXOIH KbM
U3rPaXJAHEeTO Ha posiTa M Kak Te3M IMOAXOAM MoraT jJa Obaar
aJlaTHpaHu KbM crierdrkaTa Ha KMHOTO. B TekcTa ce mogueprasa, ue
BBIPEKH Pa3NUIMATA MEXKIY OTIACTHHUTE LIKOJHM, BCHUKH T€ MOCTABAT
aKIeHT BBPXYy HEOOXOJUMOCTTa OT  BBTPEIIHA  MOTHBAIWA,
MCUXOJIOTMYECKA JIOCTOBEPHOCT W OPraHMYHOCT HA aKTbOPCKOTO

4 Rudolf Arnheim, Visual Thinking, Berkeley: University of California Press, 1969, p. 13
5 Rudolf Arnheim, Art and Visual Perception: A Psychology of the Creative Eye, Berkeley:
University of California Press, 1954, p. 27

10



noBenenue. Kakro oroensizsa Koncrantun CTaHUCTABCKH, ,,ACTUHCKOTO
M3KYCTBO 3aIl0YBa TaM, KbJETO aKTbOPBT IIPECTaBa Jja Urpae U 3aroyuBa
na xuBee Ha cueHara“®. Tasu uues ce NIPEBphIIAa B OCHOBOIOJATALI
MIPUHLIUIT 32 MHOXECTBO aKThOPCKH CUCTEMH, KOUTO Pa3BUBAT PA3IUYHU
METOJM 3a IOCTUT'aHE Ha XYJO0XKECTBEHA aBTEHTUUHOCT. B nucepranusra
C€ pasIIekAaT Te3U CUCTEMHU HE CaMO KaTO UCTOPUUYECKH SIBICHUS, HO U
KaTo TeNarormyeckd WHCTPYMEHTH, KOMUTO MOTaT Ja TMOATOMOTrHAT
H3TPAXKAAHETO HA BU3YaJHU YMEHHUS Y aKThOpa.

2.1. AKTHOPBT B KHMHOTO — B TbpceHe Ha OCHOBUTEe Ha
npogecusita. [lonrnaBata aHamusupa crnenupuKaTta Ha aKThOpPCKaTa
paboTa B KHHOTO B CPaBHEHHE ChC CLIGHUYHOTO U3IIbJIHEHUE. AKIIEHTHPA
ce BBbpXy (hakTa, Ye KHHOTO W3HCKBA pA3IMUYE€H THII aKThOPCKa
YYBCTBUTEIIHOCT, CBbP3aHa ¢ MHHUMAIU3bM Ha M3Pa3HUTE CPEICTBA U
mpenu3Ha paboTta ¢ BbTpemHoTo aekcTBhe. Kakro orOensizBa bena
Banam, ,,kamepaTa pa3kpuBa Hali-pUHUTE JBIDKSHIS HA YOBEIIIKOTO JIUIIE
U TIpEeBpBIa MUMHKATAa B €3uK“’. B mucepranusaTa ce pasriexia Kak
ONMM3KHUAT TJIaH M MOHTQXBT NPOMEHAT aKThOpCKaTa TEXHHUKA, KaTo
M3MCKBAT MO-TOJSIMAa KOHLEHTPALKs BbPXY BbTPEIIHUS KHUBOT Ha reposl.
[TomuepraBa ce, 4Ye akTLOPBT TpsOBa Ja pa3BHE CIIOCOOHOCT Ja
CBILIECTBYBa OPraHUYHO B paMKHUTE Ha (parMEeHTUpaH Mpolec Ha
CHUMAaHEC, IIpUu KOMTO CIICHUTC Y€CTO CC 3aCHEMAT U3BBH XPOHOJOT'MIHUA
peA Ha IpamMaTypruyHOTO AeHCTBHE.

2.2. Bogemu IIKOJIM M CHCTeMH 3a o0y4ueHHe Ha akTbopa. Taszu
YacT MpeACTaBs CPAaBHHUTEJCH aHAU3 Ha Pa3IMYHUTE IMeJarorn4ecKu
TpPagulid B aKTHOPCKOTO OOy4YEHHE, KOWTO OKa3BaT BIMSHUE BBPXY
Pa3BUTHETO HA CHbBPEMEHHOTO aKThOPCKO MaiicTopcTBo. [loguepTana ce,
Y€ BBIIPCKU PA3JIMIHUTE MMOAXO0AU, BCUUKH TE3U CUCTEMU CC CTPEMSAT KbM
MOCTUTaHE Ha IICUXOJIOTHYECKa JOCTOBEPHOCT M OPraHMYHOCT Ha
aKThOPCKOTO MPUCHCTBUE.

2.2.1. llkona na Koncrantun CranmcaaBcku. Cucremarta Ha
Koncrantun CraHMcIaBCKM ce pasrjiek[a KaTo OCHOBOIOJarama 3a
MOJICPHOTO aKTHOPCKO oOydeHwe. B muceprammsta ce aHaIM3HPAT
KJIIOUOBUTE TIPUHIMIIM HAa HETOBUS METOJ — ,,MarnyeckoTo aKo‘,
€MolIroOHaJIHaTa IMMaMeE€T, BbBTPCUIHOTO HeﬁCTBHC N JIOTHKaTa Ha
CLEHMYHOTO ToBeAeHue. CTaHUCIAaBCKH MOJYepTaBa, Y€ ,,aKThOPBT
TpsiOBa na BApBa B TOBA, KOETO MpaBH, W Ja JKUBEE HCTUHCKH B

¢ Konstantin Stanislavski, An Actor Prepares, New York: Theatre Arts Books, 1936, p. 45
7 Béla Balazs, Theory of the Film: Character and Growth of a New Art, New York: Dover
Publications, 1970, p. 38.
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npeuiokerute oocrosrenctBa“®. Te3n NPUHIMIKA Ce Pa3TIIeKAAT KAaTo
(dyHIaMeHT 3a W3rpakIaHe Ha BH3YaJTHO JOCTOBEPHO IOBEIEHHE IPex
KaMmepara, ThH KaTO KMHOTO H3MCKBAa MaKCHUMajlHa aBTEHTHMYHOCT Ha
aKThOPCKOTO NPUCHCTBUE.

2.2.2. MetoasbT Ha JIuii CTpacobpr. MetonsT Ha JInit CtpacObpr
IIpelCcTaBIIsiBa pa3BUTUE Ha ujeutre Ha CTaHUCIABCKU B KOHTEKCTa Ha
aMepHKaHCKaTa akTbOpCKa IIKona. B Tekcra ce aHamusupa possTa Ha
€MOLIMOHATIHATA MaMeT W JIMYHUS OMHUT Ha aKThbOpa KaTo M3TOYHUK Ha
XyZ0KeCTBeHa aBTeHTHIHOCT. CTpacOBPr TBBPIH, Y€ ,,aKTHOPBT TPsOBa
Jla U3I0JI3Ba COOCTBEHUTE CU MPEXUBSIBAHUS, 32 A Ch3/Aa7e UCTHHHOCT
Ha cuenarta“’. MeToabT ce pasriexaa Kato ocoOeHO e(EKTUBEH B
KHHOTO, KBAETO KaMepaTa ylaBsl Hai-(pHHUTE IICUXOJIOTHICCKH HIOAHCH
Ha U3IIBJIHEHUETO.

2.2.3. Buusinue Ha beproaa bpexr. IloarmaBara pasriexia
anTepHaTUBHUA oaxon Ha beprona bpexT, KoiTo ce MpOTUBONOCTaBS Ha
II'BJIHOTO TICUXOJIOTMUYECKO CIMBAHE MEXIY aKTbOp U NepcoHax. bpext
BBBEX/a KOHIENIMATA 3a ,.epekra Ha OTUYKICHHETO, Ype3 KOWUTO
3pUTEIAT Ce HachpyaBa Ja Bb3IIpUeMa CLICHUYHOTO AEUCTBUE KPUTHUYUHO.
Kakro otbems3Ba bpexr, ,,lienta Ha TeaTbpa HE € Ja Ch3AaBa WIIO3M, a
na mposokupa muciene . B KkoHTekcTa Ha KHUHOTO TO3M TOIXOJ
IpeJiara pasjindHa MEepcreKTHBa KbM BH3yalHaTa MHTEpIpETalus Ha
poJisiTa, IpU KOATO aKThOPBT Ch3HATENIHO AEMOHCTPHpPA XYA0KECTBEHATA
KOHCTPYKIIHS Ha o0pasa.

2.2.4. Adramiickata aKTbOpPCKa IWIKOJA M TPaJULMM.
AHrIMiicKaTa akThOpPCKa TPaIULUsl CE€ XapaKTepU3Upa ¢ BUCOKA CTENEH
Ha TEKCTOBAa AWCIMIUIMHA, BHUMAaHME KbM peueBaTa KyJITypa M CHIIHO
BIMSHUE Ha KJIACHYecKaTa TeaTpanHa Tpaauiui. B nucepramusra ce
pasriiexzaa poiisiTa Ha HWHCTUTYUMH Kato Kpanckata akagemus 3a
apamMaTiyHO U3KycTBO (RADA) W TAXHOTO BIMSHHE BBPXY
CBHBPEMEHHOTO aKThOPCKO oOydeHHe. To3m Mozaen ce oTiamyaBa ChC
CTpeMeX KbM OayaHC MEXIY MCHXOJIOTHYecKa IbI00YMHA U (popMaTHa
MPEUU3HOCT Ha aKThbOPCKOTO U3IIBIIHEHUE.

8 Konstantin Stanislavski, An Actor Prepares, New York: Theatre Arts Books, 1936, p. 45

° Lee Strasberg, A Dream of Passion: The Development of the Method, Boston: Little, Brown
and Company, 1987, p. 112

19 Bertolt Brecht, Brecht on Theatre: The Development of an Aesthetic, New York: Hill and
Wang, 1964, p. 91.
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3. Crnenu¢puyHM acneKTH NPH H3IPaxIaHe Ha BH3YyaJIlHA

HHTepIpeTalus HAa POJISTa

Ta3u gact oT r1aBaTa aHANU3MpPa MPAKTUIECKUTE MEXaHU3MH, Upe3
KOHUTO aKThOPBT U3rPaKIa BU3yallHaTa CTPYKTypa Ha poisiTa. AKIEHTUPA
ce BBbPXY B3aHMOAEHCTBHETO MEXIY aKThOpa, PEKUCHOpA U ONepaTopa
IIPU CB3J[aBaHETO Ha eKpaHHMA o0pa3. BusyanmHaTta mHTEpmpeTanus ce
pasriexnaa KaTo IpoLec, MpU KOMTO aKTbOPCKOTO IOBEAEHUE ce
aJlanTHpa KbM KOMIIO3UIMATA HA KaJbpa, CBETIIMHATA, JIBIDKEHHETO Ha
KaMmepara 1 MOHTa)KHATa JIOTHKa Ha (QHIMa.

4. Bojemy HANMOHAJHH KHHeMATOrpajguum M XyH0:KeCTBEHH

TeHIeHIHH

B zakmounTenHara yacT ce pa3BUBa CpPaBHUTENIEH aHaIN3 Ha
BOJICIIM HAIIMOHAIHU KUHEMaTorpaguu M XyJO0KECTBEHH TCHICHIIHH,
KOMTO CITy’KH KaTO apryMeHT, 4e BU3yaIHUTE M3UCKBAHII KbM aKThOpa
ca KyJITypHO M €CTETUIECKH ETEPMUHUPAHN: aMEPHKAHCKOTO KHHO ChC
CTAOWJIHH KAHPOBU MOJEIH U SICHO KOJUPAHH TUIIAXKH; CBPOICHCKUTE
TpPagUIAN — WTAINAHCKA HEOpealn3bM, (PPEHCKO KIACHYECKO KHHO W
MOCTHYCH peann3bM, (PpeHCKa HOBa BBIIHA, OpPHUTAHCKA HOBA BBIHA U
COITMAJICH Peain3bM, HEMCKH EKCIIPeCHOHU3bM U HOBO repMaHCKO KHHO
— KaKTO U CHeHI/I(l)I/I‘IHI/I SABJICHHUSA B YEXOCJIOBallKaTra, HCIIaHCKaTa,
CKaHJMHABCKAaTa, pPycKaTa/ChBEeTCKaTa U ObJrapckara KHHeMaTorpadus;
napajiejiIHO CC pasrjacKaaTr BOACHIN TCHACHIUU U KYJITYPHHU BJIUAHHUA B
A3UATCKOTO KMHO (SIMTOHCKO, KUTAMCKO U HOBATA BBJIHA, FOXKHOKOPEHCKO)
nu B Jlatmacka Awmepuka u bmmkus m3tok  (Cinema Novo,
JIATUHOAMEPUKAHCKU KMHOMPAKTUKHU, TYPCKO U UPAHCKO KHHO), KaTo ce
YTBBp)KJaBa Te3aTa, Y€ Pa3IUYHUTE BHU3YAIHH PEXUMH (popmupar
pa3IiYeH CTHI HAa aKThOPCKATa WIPa U HAJIATAT CICHU(PHYHA KPUTCPHH
3a BHU3yaJHa YETUMOCT, KOETO OKOHYATEIHO MOTBBPKAaBa HYXKIaTa OT
CUCTCMHO pPa3BUTHC Ha BU3yaJIHATaA KOMIICTCHTHOCT B 06yLIGHI/IeTO u
npoQecroHaTHATA PeaTu3aIs.
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BTOPA I'JTABA. TEOPETUYHU OCHOBU HA UJIESITA 3A

PASBUBAHE HA BU3YAJIHA KOMIIETEHTHOCT H

BU3YAJIHU YMEHMUS OT AKTBOPUTE B ITIPOLIECA HA

TAXHOTO OBYUYEHUE

1. ledpunupane Ha BU3yaJHATa KOMIIETEHTHOCT U HEWHOTO

3HayeHHe B KOHTEKCTA HA aKTbOPCKO MaiiCTOPCTBO B KHHOTO U

ayIuo0-BU3YyaJHHTE H3KYCTBA

B mepBaTa wact Ha miIaBaTa ce pasTIeKIAT PA3THIHHUTE
WHTEPIIpPETAIlNd Ha TOHATHETO ,BU3yalHA KOMIIETEHTHOCT B
ChBpeMEHHAaTa Hay4yHa JHTepaTypa. Bu3syalHata KOMIIETEHTHOCT Ce
neduHUpa KaTo KOMIUIEKCHA CHUCTEMa OT 3HAHWSA, YMEHHs U HarJacy,
CBBP3aHH CHC CIOCOOHOCTTa HA MHAWBHIA N1 BB3MpHUEMa, aHATU3Mpa,
MHTEPIPETUPA U Ch3/IaBa BU3YyaJIHU 00pa3u. B KOHTeKkcTa Ha aKThOpCcKaTa
npodecus Ta3u KOMIIETCHTHOCT PUA00MBA CIICIM(DUIHO 3HAYCHUE, Thi
KaTO aKTHOPHT B KWHOTO C€ MPEBPHIIA B KIIFOUOB EIEMEHT OT BH3yallHAaTa
CTpyKTypa Ha (miMoBoTO H300pakenue. Kakro orbenssBa Pymond
ApHxailiM, BH3YaJTHOTO MHCJICHE TMpEACTaBisaBa (GyHIaMEHTAICH
KOTHUTHBEH IIPOIeC, Upe3 KOWTO HYOBEK CTPYKTypHpa M OCMHCIS
peannoctTa upe3 oOpasu'!. OT Tasu IEPCIEKTUBA aKTHOPHT HE CAMO
HHTEPIIPETAPA JIpaMaTyprudeH TEKCT, HO M Yy4YacTBa AaKTHBHO B
M3rPAKIAHETO HAa BH3YAIHHS CMHUCHI Ha Kaabpa. B muceprarmsrta ce
apryMEHTHpa Te3aTa, Y€ Pa3BUTHETO HAa BH3yallHa KOMIIETEHTHOCT €
CBIIIECTBEHA YacT OT ChBPEMEHHOTO aKThOPCKO 00pa3oBaHuUe, Thil KaTo
M03BOJIsIBA Ha aKThOpa Jia pa3dupa BU3yasiHaTa JIOTMKAa Ha KMHOTO M Jia
aJlaliTHpa CBOETO MOBEACHUE KbM CIICIU(PUIHNTE YCIOBHS Ha €KPAaHHOTO
n3passiBaHe.

Ta3u rnaBa e mocBeTeHa Ha TEOPETHYHHUTE OCHOBU Ha HMJEsATa 3a
pa3BUBaHE Ha BH3yalHA KOMIETEHTHOCT U BU3yaJHH YMEHHS B IpoIeca
Ha aKTHOPCKOTO OOYYCHHE W M3rPakAa KOHIENTyalHa paMKa, B KOSITO
BHU3yajiHaTa KOMIICTCHTHOCT CC IIe(l)I/IHI/Ipa KaTo CbBKYIIHOCT OT 3HAHUA,
YMEHHS M HarjlaCH 3a OCH3HATO BB3IPHEMaHe, HHTEPIPETALUS U
CH3HATEITHO YIpPAaBJICHHE Ha BU3YaIHUTE CIIEMCHTH HA U3IIBIHCHUETO B
KHHOTO W ayJHO-BH3YaJHHUTE M3KYCTBA, BKIIIOYMTEIHO TEJICCHA
OpraHW3anmus, MHMHKA, JKECT, MPOCTPAHCTBEHO  IOBEICHHUE,
MapTHHOPCTBO, paboTa ¢ KOCTIOM/ PEKBU3UT/IEKOP W OTHOUICHHE KHM
KaMepaTa KaTo aKTHBEH MEIHaTop, MPH KOETO IEeNTa € M3TpakaaHe Ha
MICUXOJIOTHIECKH M eCTCTHYECKH YyOeIOWTeleH eKpaHeH o0pa3 B
KOHKpPETHA KYJITYypHA, )KaHPOBa U TEXHOJOTMYIHA CPEJia.

! Arnheim, Rudolf. Visual Thinking. Berkeley: University of California Press, 1969, p. 13.
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2. AjanTupaHe HA TeOPeTHYHH MO/Je/JIU 32 Pa3BUTHE HA MeKH

YMEHMSI KbM KOHIENIHMATA 32 pa3BUTHE HAa BH3yaJlHA

rPaMOTHOCT, BU3yaJIHA KOMIIETEHTHOCT U BU3YAJIHU YMEHUS

Bropara yact Ha rnaBaTa pasriiexjga Bb3MOXKHOCTTa PazIUYHU
TEOPETHUYHHU MOJICIIH 33 pa3BUTHE Ha MEKH YMEHHUS J1a ObJaT alanTHPaAHH
KbM OOydYeHHMETO Ha aKThOpa. AHAIU3BT IMMOKa3Ba, Ye rojisiMa 4acT OT
CbBpEMEHHHUTE TeNarormyeckd U TICHXOJIOTHYECKH TEOPUU ChIbpKAT
KOHIEMIHUK, KOUTO Morar Ja ObJaT W3IMO0JA3BaHM 3a pa3BUBaHE Ha
BH3YQJIHUTE CIIOCOOHOCTH Ha CTYIEHTHUTE IO aKThOPCKO MaiCTOpPCTBO.
Tesn Momenu mog4YepTaBaT 3HAUEHHETO HA  EMOIMOHAHATa
HHTEIIMTCHTHOCT,  COI[HAJIHOTO  B3aUMOJCHCTBHE, KOTHHTHBHATA
I'BBKAaBOCT W METAaKOTHUTHBHATA pedIeKCHs KaTo KIIOYOBH (PaKTOpH B
mpolieca Ha y4eHe.

2.1. OnuTH 3a NPaAKTHYECKO NMPUJIOKEeHNEe HA KOHUENIUATA 32
€MOIMOHAJTHA HHTEJIUreHTHOCT Ha J/lanues ['oyjiMaH B aKkThOpCKaTa
npogecusi. B Tasm mnoarmaBa ce aHanu3Wpa KOHLENIUATAa 34
€MOLIMOHATTHA MHTEIMIeHTHOCT, pa3paboreHa ot [lanuen ['oynaman, u
HEWHAaTa MPHIJIOKUMOCT B aKThOPCKOTO oOydenue. Crnopen I'oynman
E€MOIMOHAJIHATa  HMHTEIMIEHTHOCT BKJIIOYBA  CIIOCOOHOCTH  KarTo
CaMOCh3HaHHE, CAMOPETYIIAIMs, EMIATHS U COLMANHU ymenus ', Tesu
KauyecTBa ca OT CHIIECTBEHO 3HAYCHHUE 3a aKThOPa, Thil KATO MO3BOJISABAT
MO-IBJIOOKO  pa3OMpaHe Ha IICHXOJOTMYECKHUTe MOTHBAIlMM  Ha
MepCoOHa)Ka M TMO0-aBTEHTHYHO HU3TPaXJAaHEe Ha EMOIMOHAIHOTO
IIOBCICHHUC B Kam)p.

2.2. MoaeasbT Ha komneTennuute Ha Jlaiia u Curpua Cnencop.
B nuceprammsTa ce pasrmiexaa U MOJENBT Ha KOMIIETEHIIMUTE,
paspaboren ot Jlaitm u Curpug CneHcep, Koito neduHHpa
KOMIIETCHIIMUTE KAaTO KOMOWHAIMSA OT 3HAHHWS, YMEHHWsS, Harjiacu |
MOTHBAllMM, KOWTO  ONpEACNAT e(PEKTHBHOTO  MNPOGECHOHATHO
nosezenue * . Tosu Monen mpemara Mojie3Ha paMKa 3a aHalIM3 Ha
AaKTBOPCKUTE YMEHUS U 32 Ch3J/laBaHE Ha MPOTPaMHU 32 TIXHOTO CUCTEMHO
pasBuTHe. B TO3M KOHTEKCT ce Tpeajiara NpUMepHa Mporpama 3a
pa3BUTHE Ha aKThOPCKH KOMIIETEHIIMH, HACOYCHA KbM H3TpaXKJaHe Ha
BH3YaJIHa YYBCTBUTEIHOCT M CIIOCOOHOCT 3a paboTa B €KpaHHa cpefia.

2.3. MoaeabT Ha COLHATHO-eMOLMOHAIHOTO YueHe (SEL).
Crnenpamiata 4YacT OT TJlaBaTa aHAJIM3Upa MoOJeNla Ha COLMAHO-

12 Daniel Goleman, Emotional Intelligence, New York: Bantam Books, 1995
13 Lyle M. Spencer, Signe M. Spencer, Competence at Work, New York: John Wiley & Sons,
1993.
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emouuoHnanHoto yuene (Social Emotional Learning — SEL), koiito
MOCTaBsl AKLIEHT BBPXY pa3BUTHETO HA JHWYHOCTHH W COIMAIHU
KOMITETEHIINH KaTO caMOpe(IICKCHsI, EMITATHsI, EMOIIMOHAIIHA PETyJIamus
1 epexTUBHA KOMyHHUKanus.'* B KOHTEKCTa Ha aKTbOPCKOTO OOYyYeHHE
Te3W YMEHHS IOANIOMAraT M3rpakJaHeTO Ha aBTCHTHYHH NEPCOHAKHU U
CIIOCOOHOCTTa Ha aKTbhopa Ja B3aMMOJCHCTBA C MApTHHOPUTE CH B
cueHaTa. B nucepranusra ce pasriexjar npeguMcrsara Ha SEL monena,
KaKTO ¥ KPUTHUYHHUTE acleKTH Ha HEroBOTO MPHJIOKEHHE B 00yUYEHHETO
M0 AaKTBOPCKO MAiCTOPCTBO, BKIIOYHTEIHO HEOOXOOUMOCTTa OT
aJanTupaHe Ha TMEJAarorHYecKUTe TMOAXOAM KbM crHenuduuHuTe
U3UCKBaHMSA Ha XyIO0’KECTBEHOTO 00pa3oBaHHUE.

2.4. TeopusiTa 32 MHOKECTBEHATA HHTEJIUTEHTHOCT Ha XaybpA
I'apanabp. Teopusita 3a MHOXKECTBEHATa MHTEIUTEHTHOCT Ha Xaybp[
Iapnubp ce pasmiex/a KaTo BaKHA TCOPETHYHA paMKa 3a pa3OupaHe Ha
pa3HOOOpPa3UeTO OT CIOCOOHOCTH, KOWTO YYacTBaT B aKTbOPCKATa
npodecus. Criopen ['apmHbp HHTENUTEHTHOCTTA HE € eINHHA CTPYKTYA,
a BKJIIOYBA pa3IMYHM THUIOBE KOTHUTUBHM CIOCOOHOCTH —
MPOCTPAHCTBEHA,  TEIECHO-KMHECTETHYHA,  HMHTEPIEPCOHANHA U
MHTpAIepCOHaIHA MHTEIMIEHTHOCT. > B iucepranusaTa ce apryMeHTHpa,
Y€ HMCHHO KOM6I/IHaLlI/I$[Ta OT TE€3U MHTCIIMI'CHTHOCTHU Cbh3J]aBa OCHOBATa
3a pasBUTHE HA BU3YAJIHUTE YMEHMS Ha aKThOpa.

2.5. MoaeabT Ha eMnaTuiiHoTo Yuene Ha Kapa Pogxbpc. B Tazu
MOATaBa Ce aHAJW3Mpa XyMaHHMCTHYHATa IEAarorndyecka TEOpusl Ha
Kapn Pomxbpc, KOSITO MOCTaBs B IIGHTbpPa Ha 00pa3oBaTEIIHMS MPOILEC
TUYHOCTTa Ha oOydaemms. Pomxbpc momdepTaBa 3HAYCHHUETO HA
eMIIaTHATa, ABTEHTHYHOCTTA W MOJKpersmara ydeOHa cpeia Karo
dakropu 3a edpextuBHO 0OyueHue. '® Tesu npUHIMIK ca OCOOEHO
peJIeBaHTHM 3a aKThOPCKaTa MOATOTOBKA, KOATO U3UCKBA BUCOKA CTEIIEH
Ha eMOLIMOHAITHA OTKPUTOCT U IOBEpUE MEXy NPEnoaBaTes U CTyIEHT.

2.6. TeopusTa 3a coMUAJHOTO ydeHe Ha Au0bpT banaypa.
Teopusita 3a coMaiHOTO yueHe Ha AnObpT bannypa noayeprasa posisra
Ha HaOIIOACHUETO W MOJpPaKaHUETO B MpOIleca HA YCBOSBAaHE HA HOBU
noBesieHus. |7 B KOHTEKCTa Ha aKThbOPCKOTO OOYYEHHE Ta3u TEOpPHs
00SICHSIBa 3HAYCHNETO HA HAOJIIOACHUETO Ha MApTHHOPH, IPETIOAaBaATEIIH

4 CASEL, Social and Emotional Learning: Core Competencies, Chicago: Collaborative for
Academic, Social and Emotional Learning, 2003, p. 9

15 Howard Gardner, Frames of Mind, New York: Basic Books, 1983

16 Carl Rogers, Freedom to Learn, Columbus: Merrill Publishing Company, 1969

'7 Albert Bandura, Social Learning Theory, Englewood Cliffs: Prentice Hall, 1977.
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Y €KpPaHHH M3ITBJIIHEHUS KaTO CPEACTBO 3a pa3BUTHE HA MPOGECHOHATHU
YMEHHUSI.

2.7. MopaeabT Ha axanTHUBHOTO oOy4deHue. B Tasu wact ce
pasriiexaaT ChbBpeMEHHUTE KOHUENINH 32 aJalTUBHO 00y4YeHHEe, KOUTO
Ce OCHOBaBaT Ha WJEITA 3a MHIUBUAyAM3WpaHe Ha 00pa3oBaTEIHUS
MIPOIIEC CIIOpe ] CIEU(PUIHUTE CIIOCOOHOCTH M CTHJIOBE HA yUYeHE Ha
CTYJEHTUTE. AHAIU3BT MOKA3Ba, Y€ TO3U MOJIEN MOXe J1a ObJie 0cOOeHO
edexkTuBeH NpU OOYUYEHHETO IO aKTHOPCKO MAaiCTOPCTBO, THH KaTo
MT03BOJISIBA TIEPCOHAIM3UPAHO PA3BUTUE HA BU3yATHUTE YMEHHUS.

2.8. KoruutuBHu MojJeu 3a o0ydyenue. Crenpamara nojriaBa
pasriexja KOTHUTUBHUTE TEOPUM 3a YUYEHE, KOUTO IMOCTaBSIT AKIIEHT
BBPXY POJISITA HA MUCIIOBHUTE TPOIIECH — BE3MPHUATHE, TTAMET, BHIMAHNE
W UHTepIpeTanus — B YCBOSBAaHETO Ha HOBU 3HAHUS W yMeHusA. B
KOHTEKCTa Ha BH3yajlHaTa aKTbOPCKa IPAKTHKA TE3UW IMPOLECH ca
KITFOYOBH 32 W3IPaXKIAaHETO Ha CIIOCOOHOCT 3a aHAJIM3 Ha BU3yaliHATa
CTPYKTypa Ha CIIeHaTa.

2.9. Moaesin HAa METAKOTHUTHBHO YydeHe. METaKOTHUTUBHUTE
MO CE€ pasriexJaT KaTo WHCTPYMEHT 32 pa3BUTHE Ha
camMopeJiekCHs W OCBh3HAT KOHTPOJ BBpPXY Ipolleca Ha ydeHe. B
JICepTaIMATa C€ MPEJCTABAT IPUMEPHH CTPATETHH 32 METAKOTHUTHBHO
oOydeHue, KOUTO MOTraT Ja IMOAMOMOTHAT CTYJIEHTHTE IO aKThOPCKO
MaHCTOPCTBO JIa OCH3HAST U Pa3BUSIT CBOMTE BU3yaJTHH CITOCOOHOCTH.

2.10. KoHCTPYKTHBH3MBT KAaTO NeAaroru4ecKu MOAXO0H B
o0ydyeHuero Ha akThopa. [locienHaTa 4YacT Ha TJiaBaTa pasriexkaa
KOHCTPYKTHBU3Ma KaTO TMIeJarorudecka Mapajanrma, CIopes KOSITO
3HAHUETO CE U3rPaxk[la aKTUBHO OT 00ydaeMHs 4Ype3 B3auMOJICHCTBUE C
ydeOHara cpeqa. B KOHTEKCTa Ha aKThOPCKOTO OOYYEHHE TO3H IMOJIXOJ
npeArnoara H3II0JI3BaHe Ha MIPAKTUYECKU YIPaKHEHUS,
€KCIIEPUMEHTAIHA 337]a4¥ M TBOPYECKH TMPOEKTH, KOWTO CTUMYJIHPAT
Pa3BUTHETO Ha BH3YAIHOTO MHCIEHE U XYJA0KECTBEHOTO BhOOpaKeHHUE
Ha CTYJICHTHUTE.
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TPETA TJIABA. OCOBEHOCTH HA INPOLECA HA

MN3IrPAKJAHE U PA3BUBAHE HA BU3YAJIHU YMEHUS

N KOMIIETEHIIMA HA AKTbOPA

Tpera rnaBa pasriexaa 0cCOOEHOCTHTE Ha MPOIleca Ha U3rpakaaHe
W pa3BUBaHE HA BU3YaIHH YMEHHUS W KOMIICTEHIIMM HA aKThOpa, KaTo
aHAJIM3bT U3SCHABA BPB3KaTa MEKIY BU3yalHaTa KyITypa U aKThOpCKaTa
eKCIIpecusi B YCJIOBUSTa Ha IUTHTAlHA, MEIUIHO HACUTEHa cpela U
YTBBp)KJaBa IMO3ULMATA, Y€ BU3YAJHOTO BBINPUATHE € KYJITYPHO
00yCIIOBeHO: HAYMHHTE Ha ,,9eTeHe" Ha N300paKEHNETO, KOMIIO3UIIHATA,
MPOCTPAHCTBOTO W BHU3YaJHHUA PUTBM c€ (QOpMHpAT OT HUCTOPUUYECKH
HATPYNBaHMA, JXKAHPOBH KOHBEHLUMU W KOTHUTHUBHH CXEMH, KOUTO
ONIpEeNeNT O4YaKBaHUATA Ha 3pUTEIS] M KPUTCPHHUTE 32 BH3yalHA
yOeaUTEeTHOCT Ha aKThOpCKaTa Urpa. B Tasu mepcrekTuBa BHU3yaliHaTa
eKCIIpeCcUsl Cce pasriekaa KaTo pe3ysiTaT OT B3aUMOJCHCTBHE MEXIY
KYJITYpPHA MOJEJIH, HHANBUAyallHA TEIECHA OCH3HATOCT U CIICIM(DUIHN
W3pa3HH CpPEeICTBA HAa KMHOTO M TeaThpa, KaTo CIEINHalleH aKIEHT ce
MOCTaBd BBPXY BIMAHHUETO Ha JUTUTATHUTE TEXHOJOTHH BBPXY
BH3yallHaTa KyJITypa Ha aKkThopa — IPOMsSHAa Ha eKpaHHHTEe (opmary,
BHUPTYaJHH ¥ XHOPUAHU CleHWYHHU npoctpanctBa, CGI, green screen u
NOCTHPOAYKIIMOHHHA JIO6aBKI/I — KOWUTO HU3UCKBAT PA3BUTHUC Ha
MIPOCTPAaHCTBEHO BhOOpaKEHUE, BHTPEIIHA BU3yaTU3aIisi U CTIOCOOHOCT
3a peaknus KbM 00CKTH M TApTHHOPH, KOUTO HE IPUCHCTBAT (PH3UIECKU.
AprymenTupa ce HeoOXOAUMOCTTA OT JON'BJIHEHNE Ha KJIacH(pUKaIUsITa
Ha BHU3yaJlTHUTE YMEHHUS Ype3 oceBa CTPYKTypa Ha BHU3yalHaTa
KOMITETEHTHOCT, KOSITO J1a HAIIPaBH IPOIieca IeJarormdecky YIpaBIsieM:
MEepUEeNnTUBHA OC (BB3MPHEMAaHe, aHANU3, CEJNEKIUs U OCh3HABaHE Ha
BH3yaJlHaTa MHPOPMAIIKs), EKCIIPECHBHA OC (BU3YATHO M3pa3siBaHE upe3
TEJIECHOCT, XECT, MUMHKA, [BIKEHHE M Iay3a), TEXHOJOTMYHA OC
(amamramus KM BH3YANHH TEXHOJOTHH, COQTYEpHH WPOLECH U
TEXHOJIOTHYHO MOCPEIHUYECTBO) M CHHMAadHa OC (B3aUMOICHUCTBHE
aKThOp—KaMepa, BKIIOYHTENHO pPadoTa C IDIAHOBE, BIJIH, CBETJIHHA,
KaJlpupaHe U MOHTa)KHa JIOTUKA).

1. B ThpceHe Ha BpBb3KaTa MeXKAYy BH3yaJdHATa KyJTypa H

AKTHOPCKATA EKCIPECHst

W3srpaxganeTo Ha BH3YaJIHUTE YMEHHsS 3all04Ba C pa3OupaHe Ha
BHU3yaJHaTa KyjlTypa KaTo 4acT OT IUIOCTHATa XyJO'KECTBEHA
rpaMOTHOCT Ha akThopa. Cmopen Arnheim BH3yalHOTO MHCICHE €
OCHOBEH KOTHUTHBEH IPOLIEC, YPE3 KOUTO aKThOPBT CTPYKTYpPUPA CBOETO
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BB3NPUSATHE U CB3AaBAa BU3yalHM pEIICHUS HA CIEHaTa U Ipex
kamepara.'® B cbBpeMEeHHMs KOHTEKCT IUTHTAIHUTE TEXHOJIOTHH, KAaTO
BuptTyanau cuenu, CGl edektn m BUACONPOU3BOJICTBEHH IUIAT(HOPMH,
Ch3/laBaT HOBU M3MCKBAaHUS KbM BH3yalHaTa KyJITypa Ha akThopa, Thi
KaTo TOi TpsIOBa 1a aganTipa TPAAUIIMOHHUTE CH BU3yaTHH YMCHHUS KbM
CJIO’KHH TEXHOJIOTUIHH CPEIIH.

1.1. Biusinue Ha TUTHTAJHATE TEXHOJOTHH. /(MruTanu3anmsaTa
MIPOMEHS KaKTO BU3YAJHOTO BB3NPHATHE HA aKThOpA, Taka M HAYWHHTE
Ha B3aHMOJIEHCTBHE C KaMepaTa W JAPYTUTEe YYaCTHUIM. TeXHOIorHuTe
MO3BOJIABAT MHOTOKPAaTHU BHU3YQJIHH IIOBTOPEHMS, MAHUITyNalMs Ha
KaJbpa ¥ KOHTPOJI BEPXY IPOCTPAHCTBEHUTE KOMIIO3UIINH, KOETO Hajlara
cnenupuyHo oOydeHHEe 3a YCBOSBAaHE Ha BHPTyaTHO-aKTyalH3HpaHa
BH3yaJIHa KOMIIETEHTHOCT.

1.2. Heo0Xx0auMOCT OT J0NbJHEHHE HA KJacHpUKALUATA Ha
BU3YAJHUTEe yMeHHsl. 3a e(eKTUBHOTO OOydYeHHe ce mpexasara
MHOTOOCHA KJIacH(pUKAIKs Ha BU3YaTHUTE YMEHHS, KOSATO BKITIOUBA!

- IlepuentuBHA OC — Ta3W OC BKIIOYBA BB3IMPHEMAHETO H
OCBH3HABAHETO HA BU3yaJHATa HH(POPMAIIHS, aHAJIM3 Ha IPOCTPAHCTBEHH
KOMIIO3ULIMM,  LBETOBM  pELIEHUS U  CLUEHUYHU  JIeTalliu.

MeTakOrHUTUBHHUTE MOJICTIH TTOKa3BaT, Y€ Ch3HATEIHOTO HAOJIOACHHE Ha
cpefara CTUMYJIHpa pa3BUTHE HA BU3YaJIHATa YyBCTBUTEIHOCT.

- ExcripecnBHa oC — cBBp3aHa € ¢ YMEHHETO Ha aKThopa Ja IIpeaaBa
Ujeu, eMOIMM U Harjacu 4pe3 BU3yaJHHM CPEICTBa — MHUMHKa, XKECT,
mo3uuusi M paboTa C peKBU3UT. TeopuM KaTo MHOXKECTBEHATa
WHTEIIUTCHTHOCT Ha ['apAHbBp akKIeHTHpaT Ha HHTEpIepCOHATHATa |
TENEeCHO-KMHECTETUYHATa  MHTEIMIeHTHOCT  KaTo  KIIOYOBH 32
e(eKTUBHATA BU3yaJIHA eKcrpecus.'”

- Texnonormuna oc — o0OxBama CrocOOHOCTTa Ha aKThopa Ja ce
ajlanTpa KbM BU3YAJIHH TEXHOJOTHH, BKJIIOUYMTEIHO padoTa ¢ Kamepa,
OCBETJICHHEC M BHUPTyaJHH e¢eKkTH. To3u KOMIOHEHT ce omMpa Ha
NPUHLOUIATE Ha aJaNTUBHOTO OOy4YeHWEe W WHIMBHAYaJIM3WPAaHHUTE
TMeIarOrMYeCKH MOAXO/IH.

- CHuMauyHa ocCc — BKJIOYBAa B3aUMOJIEUCTBHE C KaMmepara M
pa3bupaHeTo Ha BH3yallHHMs €3WK Ha KuHeMmarorpadusara. Teopum 3a
BU3YaJIHOTO MHCJICHE W KOMITO3MIMATAa M KOTHHTHBHH MOJENH Ha
BB3MPHUATHE  moAmoMaraT  (OpMHpaHETO Ha  yMEHMATa  3a
MO3UIMOHUPAHE, IBHKEHNE U CLICHUYHO IIPUCHCTBHE B KaIbP.

'8 Rudolf Arnheim, Visual Thinking, Berkeley: University of California Press, 1969, p. 13
1 Howard Gardner, Frames of Mind, New York: Basic Books, 1983, p. 60
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2. Oco0eHocTH Ha 00yueHHeTO Ha aKThOpa ¢ (pokyc BBLPXY

BH3YaJHA KOMIETEHTHOCT

I'maBaTa pasriexia ocOOCHOCTHTE Ha OOYYEHHETO Ha aKThopa C
¢doKyc BBPXY BHU3yaJHaTa KOMIIETCHTHOCT Karo crHenupuycH
MeIaroTHIecKd  MmpobOjeM, KOHTO WM3HMCKBAa IIPEOCMHUCISIHE  HA
TPagUIAOHHUTE METOAW W UWHTETpalysi HAa BU3YaTHH TPEHUHTH,
KaMepaTPEHHUHT U TPAKTHYECKU YIPAKHEHUSI, HACOUCHH KbM pPa3BUTHE
Ha BH3yaJHa OCH3HATOCT, CaMOHAOJIOJEHHE M KOHTPOJ, KaTo B TO3M
KOHTEKCT C€ aHaJIM3UpaT MpoOieMH B OOYYCHHETO IO aKThOPCKO
MaiictopctBO B bbiarapus (nedpunutd B eKpaHHAaTa IOATOTOBKA,
OrpaHWYEeHa CHCTEMaTH3alus Ha BU3yaJIHHs KOMIIOHEHT) ¥ C€ 0COYBaT
noOpW IpUMEpH OT CBETOBHATA IIPAKTHKA, KOUTO IE€MOHCTPHpPAT
e(eKTHBHA UHTETpaIXs Ha BU3YyaJHU yMEHHUs B 00pa30BaTeIHUS IIPOIIEC.
OOyueHHETO TIO0 BHU3YaJIHH YMCHHUS BKJIIOYBA WHTETPUpPAHE HA
TEOPETUYHU 3HAHWS W TPAKTUUECKH YIpaXKHEHHsI, KaTo ce o0Ophima
BHUMaHHC Ha WHAWBUAYaTHUTE CIOCOOHOCTH Ha CTYICHTUTE U
JKAHPOBUTE CIICIIUPHKH.

2.1. CobBpeMeHHHM NPpPeAU3BMKATEJICTBA Ipel AKTbBOPCKOTO
odpa3zoBanue B brarapus. B Opiarapckara akTbopcKa MPakTHKA YECTO
ce HaOno0JaBa JMICAa HAa CHCTEMaTH4YHO OOy4YeHHe 10 BU3YaIHH
KOMITETCHIIUH, KAKTO U OTPAHUYCH JOCTHII JI0 TEXHOJOTUH 33 BU3YaTHO
BB3NPUATHE W TPEHUHT ¢ Kamepa. ToBa BOAM O HEOOXOOUMOCT OT
CTPYKTYpHUpPaHU MOJYJTH W JaOOpaTOpPHH, KOUTO ChUETaBaT TEOpHUS U
MPaKTHKA.

2.2. JloOpu npuMepu OT CBEeTOBHATA mNpakTuka. Boxenm
MEKIYHAPOIHHU IIKOJIH, KATO AMEpPHKaHCKATa aKaJeMHsI 3a IpaMaTHIHO
n3kyctBo (AADA) u mkomute Ha Jluii CtpacObpr u CTaHHCIaBCKH,
JIEMOHCTPUPAT HHTETPAIHS Ha BH3YAITHH YIIPOKHEHUs, paboTa ¢ kamepa
U YOPOKHEHHS 3a MPOCTPAHCTBEHO BB3MPHUIATHE, KOETO CE OKa3Ba
0co0eHO e(PEKTUBHO 3a Pa3BUBAHE HA BU3yalHATa KOMIIETEHTHOCT.

3. KoHuenuus 3a npakTU4ecku 00pa3oBaTesieH MOAYJI

3HauuM O4J1 € TIOCBETCH Ha KOHLCNIHUA 3a MPaKTUYCCKH
oOpaszoBaresieH MOJYJl OT YIpPaXKHEHHsS W JKaHPOBH JabopaTtopuu, B
KOWTO pa3BUTHETO HA BU3yaTHATa KOMIIETEHTHOCT CE€ OCBIIECTBSBA UPE3
EKCIIEPUMEHT, KOHTpPOJIMpaHa oOpaTHa BpB3Ka, camopeduiekcus u
BapHaTHBHOCT Ha XAaHPOBU M TEXHOJOTWYHHU cuTyaruu. llpemmara ce

2 Lyle M. Spencer, Signe M. Spencer, Competence at Work, New York: John Wiley & Sons,
1993, p. 11
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MOJyJI, ChYeTaBalll YHpPaKHEHHWsS M JKaHPOBH JIaOOPAaTOpWH, KOHTO
BKJIIOYBA!

* YIpaKHEHHMS 3a MepLENTHBHA OC;

* 3aja4y 3a EKCIIPECUBHA OC;

* TPEHUPOBKH C TEXHOJIOTHH U Kamepa;

* CIIEHWYHH JJaOOPaTOPUH C Pa3IM9YHH KaHPOBE (IpamMa, KoMeIus,

abcypai, eKCIIEPUMEHTAIHO KHHO).

To3u moaxox ocurypsBa CHHXPOH MEXTY TEOpHUs, NpaKTHKa U
WHIMBUIYaJIHU CIIOCOOHOCTH Ha CTYIEHTA, KaTO CTUMYJIUpa Pa3BUTHETO
Ha BU3YyaJIHM yMEHUs B 6e30macHa o0y4yHuTeNnHa cpefa.

4. Apgantanusi Ha BH3yaJIHUTe YMeHHs B  peajHa

npodecuoHaIHA cpeaa

AHanuzupa ce ajanTalusATa Ha BH3yaJHUTE yYMEHHS B pealiHa
nmpodecroHaHa Cpea KaTo IOCTOSHEH MPOoIiec Ha IPUCIOCO0sBaHE KbM
HOBH BH3YaJlHH €3WIH, TEXHOJOTUYHHU pEIICHHS M MPOU3BOICTBEHU
MPaKTHKK, KOETO YTBBpXKJIaBa BHU3yaJlHaTa KOMIIETEHTHOCT KaTo
JUHaMHUYHA TIpodecroHalTHa CITOCOOHOCT. KITFouoB MOMEHT € TpaHcepa
Ha BU3yaJHd yMEHHS OT OOy4HTEeNHAaTa KM IpodecruoHamHaTa cpena.
AKTBOPBT TpsIOBa Ja MOXE Ja Mpujiara BU3YalIHUTE KOMIIETCHLIUH B
Ppas3IMIHU ) XaHPOBH, TEXHOJIOTUYHU U PEIKNCBOPCKU KOHTCKCTH. TeOpI/II/I
3a EMITaTHIHO U COIMAIHO yYeHe TOKa3BaT, e e()eKTUBHOTO MpUIaraHe
MN3HUCKBa KaKTO CaMOCB3HAHUEC, TaKa W aJallTUBHOCT KbM Pas3sjindHU
npodecroHanHu curyaruu.”!

2! Carl Rogers, Freedom to Learn, Columbus: Merrill Publishing Company, 1969, p. 88

21



YETBBPTA I'VIABA. NIPAKTUYECKO INPUWJIOXKEHUE HA

BU3YAJIHUTE YMEHUSA U KOMIIETEHIIUN

UYerppraTa INIaBa pasmIekaa peanu3alusTa Ha BHU3YaJIHUTE
YMEHHUS M KOMITCTCHIIMH Ha aKThOpa B MpaKTHYecKaTa Mpo)eCHOHATHA
cpena. OCHOBHUSAT aKLEHT € BbpPXY HMHTEIPUPAHETO Ha BU3yajHaTa
MOJATOTOBKA B IIpoIeca Ha paboTa BBPXY POIATa, B3aMMOICHCTBHETO C
peXHChOpa W OCTaHAIMA €KHUIl, KaKTO M aJanTalyATa KbM pa3inyHH
KAHPOBH M TEXHOJIOTHYHHU U3UCKBAHUS HA CbBPEMEHHOTO KHHO U TEaTh.
[IpakTHueckuTe acleKTH ca MOIKPENEeHU C J0Ka3aHU MeJarornyecku u
TICUXOJIOTO-TIPAKTHYECKH MOJENIM, KOUTO Ca IIUPOKO H3IMOJ3BAaHH B
CBETOBHATA aKThOPCKA IIKOJIA.

1. CnenuduyHu acneKkTH Npu padoTara HA aKTHOpa

1.1. OcoGeHocTH B NMOATrOTOBKATA HA aKTHOPA CHPSMO KAHPA.
[TonroroBkaTa Ha akThOpa M3UCKBA aJallTallMsd Ha BU3YAIIHUTE YMEHHUS
KbM JKaHpoBaTa crenuduka Ha mnpomyknuara. Kakro momdepraBa
CraHnCIaBCKH, aKTHOPHT TpsOBa nOa Biajee ,,BbTPCINTHA JIOTHKA Ha
ponsiTa“ U Ja MHTETpHpa eMOIMOHANHATAa M BHU3yaJllHaTa E€KCIpPECHs B
CBbOTBETCTBHE C >KaHpa. ToBa BKJIIOYBA KAaKTO JpaMaTH4HH, Taka MU
KOMEIUITHU, CKCIIEPUMEHTAHN U abCypmHU (OpMH, BCSKAa OT KOUTO
HU3HCKBa Pa3JINYCH AKIOCHT BbBPXY BHU3YAJIHOTO MNpUCHCTBUC U
B3aMMOJICHCTBHE C KamepaTa U CIIeHMYHaTa cpea.

1.2. Tlomgabp:kane Ha  npodecMOHAIHA  JUCIHUMJIMHA.
HuctnunianHata € KII040B (GakTop 3a pa3BUBaHE Ha BHU3yalHa
kommnereHTHOCcT. [lo gymure Ha Uta Hagen, mnoctossHCTBOTO B
YOpaKHEHMATA, HAOMIOJCHHETO W CAMOKPHUTHYHOCTTAa MO3BOJIIBAT HA
aKThOpa Jla M3rpaxkJa CTaOWJIHM HaBUIM 32 MPOCTPAHCTBEHO
OPHMEHTUPAHE ¥ BU3yaIHA KOOPIMHAIIHS. >

2. Exunna fMHaMHMKA, B3aMMOJIEHCTBHA U aJaNITUBHOCT

B TO3M KOHTEKCT NOUIBPKAHETO HA MpOodecHOoHaATHA JUCIIUTUTHHA
ce pasnIex/ia KaTo KI0Y0oB (HaKTOp 32 YCTOMUUBOCT Ha M3MBIHEHUETO
(KOHIIEHTpAIUsl, OTrOBOPHOCT KBbM  TIpoIleca, MCHUXO(pHU3UYECKa
M3IIPHKIMBOCT M TOCIENOBATETHOCT), a eKWIHATa JIMHAMHUKA,
B3aMMOJICUCTBUATA U aJAITUBHOCTTA CE aHAIM3UPAT KaTo Cpefia, B KOSATO
BHU3yallHATa KOMIIETEHTHOCT CE TPOSBSIBA €KETHEBHO: IOJTIOTOBKA W
pabota cbc creHapus; e()eKTHBHA KOMYHHUKAIMs C PEKUChOPA;
(u3Hyecka W CIIEHUYHA MOATOTOBKA; MPOCTPAHCTBEHO OPHEHTHUpPAHE U
B3aUMOJICUCTBUE CBhC CpeJaTa; MapTHROPCTBO M IICHXOJIOTHUYECKA

22 Uta Hagen, Respect for Acting, New York: Wiley, 1973, p. 72
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I'bBKABOCT; YCTOMYMBOCT Ha 00pas3a KaTo CIIOCOOHOCT 3a BU3YyasHa,
MICXOJIOTHYEeCKAa W EMOIMOHAIHAa KOHCTAaHTHOCT MpU (hparMeHTapHO
3acHeMaHe, IOBTOPEHUSI U IIPON3BOACTBEHH ITPEKBCBAHNUSI.
2.1.TloaroroBka u padoTa che cueHapusi. AHAIU3BT Ha CLIEHAPHSI
U BH3yaJH3alusATa Ha CIHCHUYHUTE NEHCTBUS ca OCHOBOIIOJATAIld 32
edexTuBHA akThopcka pabota. CerimacHo beprong bpexT, akThOopbT
TpsiOBa Ja pa3BUBA ,,pa3felIeHO BHUMAaHMUE™, 3a J]a MOXKE €HOBPEMEHHO
Ja clemd Ipamaryprusta ¥ Busyanaute jeraiim. > ToBa ymeHue
moATIoMara aIanTaisITa KbM IPOMEHSIIN C€ PEKIUCHOPCKHI N3UCKBAHMS.

2.2. E¢pekTHBHA KOMYHMKALMS € PeKUCbOPa. AKTEOPBT TpsiOBa
Ja yMee Ja KOMYHHKHpAa BH3yaJHUTE CH DEIICHHUS M HaMepeHHs C
pexucbopa. Kakto  otbemssBa Mwuxamn  UexoB, BH3yalHaTa
MMIIPOBHM3aIlMsl U OOpa3HaTa MHCHJI Ca BaXXHU 32 CHHXPOHH3ALMATA
MEKIy aKThOpa M PeKUChopa.>*

2.3. dusnyecka ¥ CHEHUYHA NMOAroTOBKA. Padorara ¢ TIOTO €
HEpa3pUBHO CBBbp3aHa C BH3YATHHTE YMCHHUS. Teopuu 3a TeJecHO-
OPHEHTHPAHOTO OOYyYEHHE, BKIIOUMTENHO cucTemMara Ha Laban u
TeXHUKN Ha YexoB, MOKa3Bar, 4e KOHTPOIBT BEPXY ABIKCHHUE, KECT U
1034 € KJII0YOB 3a BU3yaIHa eKCIpPeCcHs.”

2.4. IlpocTpaHcTBeHO OpHEHTHpPaHe M B3aHMOJEHCTBHE ChC
cperara. CnocoOHOCTTa 3a HaBUTALUsI B IMPOCTPAHCTBOTO |
B3aMMOJICHCTBHE C OKOJIHATA Cpela € CHIIeCTBCH KOMIIOHEHT Ha
BU3yaJlHaTa KommeTeHTHocT. WscnenBanusita Ha Rudolf Laban mo
JBWKEHHETO U CIIEHMYHATa CTPYKTYpa aKIEHTHPAT BbpXY pa3OupaHeTo
Ha MPOCTPAHCTBEHUTE OCH H TSIXHATA HHTEPIPETALNS OT aKThOPa.

2.5. IIapTHBOPCTBO M TCHXOJOTHYeCKa I'bBKABOCT. AKTHOPBHT
TpsiOBa Jja pa3BHBa eMIATUITHN CTIOCOOHOCTH M aIalITUBHOCT IIpH paboTa
¢ maptHpopH. ColMaIHO-eMOLMOHATIHUTE Mosies Ha Bandura u Rogers
MoJdYepTaBaT 3HAYCHHETO Ha HaAONIOAEHHWETO, TMOAPAXKAHUETO |
eMIIaTUATA 32 YCIEIHOTO B3aumoeiicTaue.”

2.6. YcroiiuuBoct Ha oOpa3a. TpeHHUPOBKUTE B YCTOWYMBOCT Ha
o0pasa ca ChIIeCTBEHH 3a TPOPECHOHATHOTO NMPEACTABAHE, 0COOCHO IPH
MHOTOKpaTHH JyOJIM U CIOXKHU CLUEHWYHH yclioBUs. CHCTEeMaTH4HHUTE
YIPaXHEHHUS 32 CAMOKOHTPOJ U BU3yaJlHA KOHIIEHTpPAIHsl, KAKTO OIHCBa

2 Bertolt Brecht, Brecht on Theatre: The Development of an Aesthetic, London: Methuen,
1964, p. 31

24 Michael Chekhov, On the Technique of Acting, New York: Harper & Row, 1953, p. 19.

5 Rudolf Laban, The Mastery of Movement, London: Macdonald & Evans, 1950, p. 101

26 Albert Bandura, Social Learning Theory, Englewood Cliffs: Prentice Hall, 1977, p. 22; Carl
Rogers, On Becoming a Person, Boston: Houghton Mifflin, 1961, p. 102

23



Uta Hagen, moxmomaraT Cb3AaBaHETO Ha CTaOuiIeH U yOenuTeneH
cuenudeH obpas.?’

2.7. Voice Acting u Bu3yajHoTo BboOpa:keHue. Jlopu npu
03By4aBaHeTO (voice acting), BHU3YaJHOTO BBOOpaKCHHE € KIHOUOBO.
KakTo momuepraBa Richard Williams, akThopbT TpsiOBa 1a BU3yamu3upa
CLieHaTa, 3a Ja Hpefajge eMOLMS M PUThM upe3 riaca.’® B pamkure Ha
TJIaBaTa ce BKJII0YBA U CIIEHU(PUIHUAT JIUT Ha Voice acting ¥ BU3YalTHOTO
BBOOpaXKeHHE, KbJETO MIPABOrOBOPHT, TEXHUKUTE HA 3BYKOU3BIIMYAHE
IUaJOrBT C€ PasTiekIaT KaTo CPEACTBA 3a M3TPaXKIaHEe HAa BHU3YalTHO
BHYIIIEHHE 4pe3 TIJac W 3a KOHCTpyHUpaHe Ha ,,HEBUIUMO BH3YaJHO
MPOCTPAHCTBO B Ch3HAHUETO Ha 3PUTEIIS.

2.7.1. TlIpaBoroBop W TEXHUMKHM HA 3BYKOU3BJIHYAHE — JHUAJIOT.
Tyk BakKHHM ca apTHKYJIALIMOHHWTE YIPaKHEHHs, PUTBMBT Ha pedra U
CHHXPOHHM3AIMATA C BU3yaIHUTE 00pa3H, KOUTO KOMOWHHMPAT 3BYK M
BBOOpa’kaeMo IPOCTPAHCTBO.

3. Buzyajinu ymMeHusl, HoANOMaramu paéorata BbpXy poJsra

Busyamaute ymenwms, momnomaramy padoraTa BbpXY poJATa, ce
CHCTEMAaTH3UpaT B IIOCOKAa KaMEpaTpeHHHr U padoTa ¢ OIJIeAaITHO
BB3NPHUATAE KAaTO TEXHUKUM 3a CcaMOHaOJIoJIeHWe W KOHTPOJ Ha
BU3YAJIHOTO TPUCHCTBUE, KAKTO W BHU3yaJlHA aJIEKBATHOCT MO BpeMe Ha
CHHMKHU KaTO OCh3HABaHE Ha IUIAH, CBETIMHA, KaJpUpaHe ¥ MOHTAKHA
JIOTHKA, KOUTO OMPEAEISIT KOM aKIeHTH ,,padoTAT™ M KOM ce Ty0sT B
€KpaHHaTa OpraHu3aIys.

3.1. KamepaTrpeHuHr u paboTa ¢ OrJeIajHO Bb3NPHUSITHE.
KameparpeHUHIbT BKIIIOUBA HAOJIOJCHHE Ha COOCTBEHHS AaKThOPCKH
00pa3 upe3 BUACO3ANUC U OIJICNANHO BB3IPUATHE. TeopuH 3a BU3yaTHO
oOyuenue u camoHaOironenue Ha Flavell u Bruner moakpensT tasu
npakTuka.?’

3.2. BuzyasiHa ajieKBaTHOCT 110 BpeMe HAa CHUMKH. Busyannara
aJICKBaTHOCT W3WCKBAa HEMpPEKbCHATA amamlTalys KbM OCBETIICHHE,
KaMepa, pPEKBU3UT U NApPTHROPH. TyK TPAKTHYSCKUTE YMCHH,
KOMOWHHPAaHH C TEOpPETUYHATa MOATOTOBKA MO BH3YyalHA KYyJITypa H
KOTHUTHBHU MOJIEIH, TTO3BOJISBAT €(EKTHBHA BU3yallTHA EKCIIPECHSL.

7 Uta Hagen, Respect for Acting, New York: Wiley, 1973, p. 72

28 Richard Williams, The Animator’s Survival Kit, London: Faber & Faber, 2001, p. 45.

% John H. Flavell, “Metacognition and Cognitive Monitoring,” American Psychologist, 1979,
p- 906; Jerome Bruner, The Process of Education, Cambridge: Harvard University Press, 1960,
p. 12

24



4. AMnpoBU3auMATA KATO AKTHOPCKH MOAX0 U METO/

HMnpoBuzanusTa ce aHaIu3upa KaTo aKTbOPCKU MOAXOI U METO[,
pa3BUBAaI] I'PBKABOCT M aJAaNTUBHOCT B HEMPEIBUANMH CHTyaluH, 0e3
pasnaj Ha BU3yalHaTa JOIMKa Ha MEpCOHaXKa, KaTo B 00OOLIeHHE ce
YTBBbpXKZaBa Te3aTa, 4€ NPaKTUYECKOTO IPUIOKEHHUE Ha BU3YaJIHUTE
YMEHUSI € IWHAMWUYeH OalaHC MEXIy IOATOTOBKA, NUCHUIUIMHA H
TBOpYECKA CBOOOMA U Ue BU3yalHaTa KOMIIETEHTHOCT € ()yHJaMEeHTaIHa
3a mnpo¢ecHOHaTHATa pealu3alus M YCTOMYMBOCT Ha aKThOpa B
ChBpEMEHHAaTa ayJ1o-BU3yajHa cpela.

YeTBbpTa IVIaBa € MOCBETEHA HA MPAKTHUECKOTO MPUIOKEHHE Ha
BU3YQJIHUTE YMEHHS M KOMIIETEHIIMM M Pa3riex]a Kak BU3yalHaTa
KOMIIETeHTHOCT (DYHKIMOHHpA KAaTO WHTETPATHBEH IPO(ECHOHAICH
WHCTPYMEHT B pEalHUs MpoLeC Ha aKThopckara paboTa, IpU KOHTO
TEOPETUYHUTE IMOCTAHOBKU OT MPEAXOJHHUTE IJIaBU C€ MPEBEXKAAT B
KOHKPETHH CTpaTeTHH 3a amanTamus KbM JKaHpoBe, (OpMaTH U
MIPOM3BOACTBEHU YCJOBHUA B TeaTbpa, KUHOTO U ayIUO-BU3yaJIHUTE
MPOAYKIMU. AKIEHTHT TMaJa BBPXY CHCUU(UYHUTE acleKTH IpH
paboTaTa Ha aKTbOpa M BBPXY OCOOCHOCTUTE B MOATOTOBKATA CIPSMO
JKaHpa, KbJAETO JIpaMaTa U3MCKBA BU3yaJlHa MUHUMAITHOCT, HIOAHCHpaHa
MHUMHUKa W KOHTPOJ Ha MHKPOXKECTa B MMETO Ha TMCHXOJIOTHYECKa
JOCTOBEPHOCT; KOMEAMATA TpeArojara puTbM, BU3yalHa XuIepOona,
TeJlecHa IUIaCTUYHOCT U MPELM3HO A03UpaHe Ha rpoTecKara; Tpareausara
MOCTaBid W3UCKBAaHUS 3a CHUMBOJUYHOCT, PHUTYAIHOCT U CIIEHUYHO
W3BHCSIBAHE HA JKECTA; MIO3UKBIBT Hajlara CHHXPOHHU3AIMSA MEXIY
IOBIDKCHHUE, My3WKa W BH3yallHAa EKCIPECHsl HPH BUCOKO (H3HUECKO
HaTOBapBaHe, KaTo (MIMOBHUTE >KaHPOBE MOIBIHUTECIHO H3HCKBAT
paboTa mpen Kamepa U KOHTPOJI BBPXY BH3YAJIHHS JCTAilll B paziIudHU
IJIAHOBE U KaJpUpaHusl.

SAKIIIOYEHUE

B To3u nucepranmoHeH TpyA Odxa W3CIEIBAHU Pa3IMUHUTE
aCTeKTH Ha Ipobiema 3a 00y4eHHETO W TIOATOTOBKATa Ha aKThOPHUTE 32
M3TPAXKIaHE Ha MBJIHOIICHHU M Bh3JeHcTBamM GuiaMoBd oOpa3u upes
Pa3BUTHETO Ha TIXHATa BHM3YyaJHa TPaMOTHOCT, KOMIIETEHTHOCT H
yMeHus. Pa3BuTueTo Ha BH3yalHH YMEHHS € HEOOXOAMMO J1a 3all09YHe
ome OT eTanma Ha NpopECHOHATHO O0pa3oBaHUE IO aKTHOPCKO
MalCTOPCTBO B aKaJleMUH W YHUBEPCUTETH. 3a CTYAEHTUTE € OT
CBIICCTBCHO 3HAYCHHUE MTPUIOONBAHETO HA CIICIIHANN3UpPAaHa TOJTOTOBKA
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3a paboTa B MOJETO HA KMHOTO W ayAHO-BU3yalTHUTE W3KyCTBa. Tasu
MMOJrOTOBKA 3HAYWTEIHO HAIXBBPJS TPATUIMOHHUTE pa3OupaHus 3a
CIIEHHYHO TIPUCHCTBHE M CE SABABA KIIOYOBA MPEANOCTABKA 3a
M3rPAKIAHETO Ha aKThopa KaTro TBOPEl M MPO(PECHOHATUCT B
ChBpEMEHHATa KyJITypHA CHTYaIlHsl.

B wuscrmenBaHeTo ca IpOyYeHH, NPEACTABEHH U aHAIM3UPAHH
METO/IH, IIOIXO/IM ¥ OCHOBHATA TEPMUHOIIOTHSI, U3MOI3BAHU B TeaThpa U
B KHHOTO, KaTO 0¢ HampaBeH M CPaBHHUTEIICH aHAIHM3 Ha MPHINKHTE U
pasnuKuTe B paboTaTa Ha aKThOpa B Te3W TBOpUeckH cdepu. CrienpaneH
aKIeHT Oe MOCTaBeH BBPXY CKPaHHUTE H3KYCTBA KaTO CE ouepTraxa
MEPCICKTUBUTE 33 IMO-IBJIHOICHHOTO KM WHTCTPUPAHETO UM B
00y4YeHHETO Ha aKThbOPHUTE ChC CIelraicH POKyC BbPXY Pa3BUTHETO Ha
BU3YaJTHH YMEHHS U KOMITCTCHIIUH.

bsixa aHanu3upaHu pa3InaHA METOIU U TEXHUKH, OT KITACHUECKH JI0
CBhBPEMEHHM, U TAXHOTO MPHIOKEHHE B CHEIHATU3UPAHOTO 00ydeHHE Ha
akTpopute. ChI0 0sXa pa3pabOTEeHH KOHIIEIIINH, CTPATETHH U MOICITH
32 e()CKTHBHO IMPAKTHYECKO 0OydeHHe ¢ (HOKYC CKpaHHUTE H3KYCTBa,
KOHMTO Morar Jia ObJaT IMPHUIOKEHN KaKTO B aKaJeMUYHA Cpe/ia, TaKa 1 3a
HaATpaXIaHe Ha Mpo(eCHOHaTHaTa ITOJArOTOBKAa Ha aKThOPHTE.
Hpe}lﬂO)KeHI/ISIT TCOPCTUYCH W MPAKTUYCCKM MOAYJI OT METOAHU U
TEXHHUKH, CBBp3aH C HpI/IJIOGI/IBaHeTO Ha BHU3yaJIHU YMCHHSA U
KOMITETCHIIMM MOXKE JIa CE pasriiekaa KaTo HHOBATHBEH 0Opa3oBareiieH
MOJX0/l MHCIHPHPAH OT PaslIMPSIBAIIOTO CE Moje 3a mpo)eCHOHATHA
peanu3anus Ha aKTHOPUTE, KOETO Bedye OOXBalla HE CaMO KHHOTO U
TEJIEBU3UATa, HO W COLMAIHH MPEXH, KaHaId 3a BHIEOCIIOCISTHE,
CTpUHUMHUHT TUIaTHOPMHUTE, KOUTO Tpe/JlaraT HOBH BB3MOXKHOCTH,
OpEeaAU3BUKATCIICTBA U U3UCKBAHUSA KbM HpO(l)eCI/IOHaJ'IHaTa IOAr0OTOBKA
Ha akThopHTe. TOBa, OT CBOSI CTpaHa, H3ITBJIBA OCHOBHHTE IEITH U 32/1a91
Ha M3CJIEIBAHETO U MOTBBPIKIABA U3CICAOBATEICKATA XUITOTE3.

Pe3yHTaTI/ITe OT U3CJICABAHCTO MOTBbPANXA U3XOJHUTE MMO3UIINU HA
aHamm3a, 4e 3a ChBPEMCHHHUTE aKTHOPH BH3yalHATa KYJITypa ce sBsIBa
KIIIOYOBa B KOHTEKCTa KaKTO Ha CIICHHYHHUTE, TaKa W HA CKPAHHHUTE
W3KyCTBa M H3UCKBA crermpuieH W Au(EepeHIMpaH IOAXOH KbM
0o0ydJeHHueTo, B KOWTO HAOIIOJACHNETO, BU3yallHATa MaMeT, OIICHKaTa Ha
MPOCTPAHCTBEHO-BPEMEBH B3aUMOJICHUCTBHS Mpe] Kamepa W Ha EKpaH,
pa3bupaneTo 3a crenupuKaTa Ha U3PA3HUTE CPEICTBA HA CHOTBETHOTO
HU3KYCTBO (TeaTbp, KHHO WJIM JPYTH MEAWH), I[O3HABAHETO Ha
mapaMeTpuTe Ha CICHHYHATa WM CKpaHHATa HMHTEPIpETalus Ha
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JIpaMaTypruvyHaTa CTPYKTYpa Ha CEMHOTHYHO W W3PAa3HO HHUBO U T.H. CE
MPEBPBIIAT B OCHOBHH M1€IarOTMYECKH LeIH U HHIUKATOPH 32 HAIIPEbK.

BusyanHoTto BB3mpusTHE (DYHKIMOHUpA Kato akTHBHA (opma Ha
aHauM3 W CHHTE3, Ype3 KOATO AaKThOPHT HE MPOCTO BB3IPHEMA
3200MKAISAIINSA IO CBAT (ICHCTBUTEIICH Y BUPTYAJICH), & IO PEKOHCTPYHUpa
B CLICHUYHH U eKpaHHU 00pasu. [IpakTuueckuTe yrpaxxHeHus, 0asupanu
HA MEPUENTUBHA, CKCIIPECUBHH, TEXHOJOTHYHH ¥ JUHAMUYHU OCH MOTaT
Jla TIOATIOMOTHAT pPa3BUBAHETO Ha CHOCOOHOCTH 3a HaONIOJEHHE |
TBOpYECKa MHTEPIPETALMS HA HUACUTE W HAMEPEHHSATA Ha PEKHCHOPA,
Ch3lIaBaiikM KAueCTBEHO HOBO HHBO HA OCMHCISIHE, MPE3CHTAIUS U
Bu3yanu3anusa. ToBa HHMBO € TPEIIocTaBKa 3a aJIeKBaTHO MOBEIEHHE
mpej Kamepara, KOsITO ce IPEeBPhIIa B HA-CTPOrHs U OE3KOMIIPOMHUCEH
CHJIHsI HA aKTHOPCKATA OPTraHUYHOCT U AaBTCHTHYHOCT.

IMomuepranu ca W IpYyrd CHIICCTBEHU ACHEKTH M 3aBHCUMOCTH,
CBBP3aHH C IMpoIleca Ha HMHTErPHpAaHE Ha KOHIEMIUATA 3a BU3yallHa
rPaMOTHOCT B TPAAUIMOHHHUTE MOJEIH Ha OO0yUeHHe Ha aKThOpa KaTo
MPOAKTHBHO W WHTEPAKTUBHO B3aUMOJCHCTBHE C MapTHHOPA (aKThOP,
aKThOPH, KaMepa U T.H.) U pa3BHBaHE HA eMIAaTHs U OOPa3HO MHUCIICHE.
Kosnkoro mo-mobpe CTYOeHTHT HaOmMogaBa TMapTHbOpPA CH |
B3aMMOJICHCTBAa aKTHBHO HA CIICHATA WJIM HA CHMMAyHATa IUIOIIA[IKa,
TOJIKOBa MMO-aACKBATHO W aBTCHTUYHO H3rpakjga CUCHUYHU U CKPaHHU
00pasu, KaTo M0 TO3M HAYUH Ce€ Ch3/[aBa U MOCT MEXK/y HHIHBHUAYaATHOTO
MpeXWBSIBaHE U  CHOOJENICHWS TBOpuecku mporec. Kawmepara,
pEeTUCTpUpAiK MUKpOKecToBe W (MHUM H3MEHEeHWss B MHMUKATa,
MpPEBPbINA TO3U aKT HAa HAOIIO/ICHHE U B3aUMOJICICTBHE B 0CE3aeMO 3a
3pUTEIIA IMPCIKUBSABAHC, KO€TO 3acHuJIiBa ApaMaTypruiHoTo,
EMOIOHATHOTO M C€CTETHYCCKOTO BB3ACHCTBHE HA XYI0)KECTBEHOTO
npousBeneHne. Cp3gaBaHETO Ha BH3yalleH o00pa3 € aBTCHTUYEH
TBOPYECKM aKT M 3aTOBa AaKThOPHT HE MOXKE Ja ObAe IpHeMaH
€IMHCTBEHO KaTO U3IIBJIHUTEI Ha PeXKHUCHOPCKATa BOJIS, @ KATO MAPTHHOP
B F3TPaXIAHETO HAa BH3yallHATA WHTEPIPETAlHs, YHHTO IMPHHOC Ce
peanm3upa 4pe3 Ch3HATEITHO OOpaBeHe ¢ BU3YAIIHH U3Pa3HU CPENCTBA.

KopmychT OT npakTHYSCKH YIIPAKHEHUSI U )KaHPOBH J1a00paTOpHH,
KOHCTPYUpaH B H3CJEIBAHETO Ch3JaBa MPEINOCTaBKH KaKTO 3a
HAATpaXIaHE HAa 3HAHWSA ¥ YMEHWSI, HO W 3a I[IOBHIIABaHE Ha
npodecronanHata KBaTUpUKAIMS U ClICHHATH3ALHs 10 OTHOIICHHE Ha
pa3iMyHU BHIOBE ayJIHO-BHU3YaJIHU IPOU3BEICHUS U TEXHHUTE KAHPOBU
XapaKTePUCTUKHU. Ta3u aJanTHBHOCT W BapHATHBHOCT IIOKa3Ba, Ye
BH3yaJlHaTa KyJTypa Ha akThopa TpsiOBa na ObJe €JHOBPEMEHHO
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YCTOIYMBA ¥ MHOTOACIIEKTHA, U3TPAKAANKH Yy CTyJeHTa CIIOCOOHOCT Jia
MPEBKIIIOYBA MEXIy pa3IMdyHU J>KaHPOBH KoJoBe Oe3 3aryba Ha
OpPraHMYHOCT. MIMEHHO TYyK IMHAMHYHATA M TEXHOJIOTMYHATA OCH
MoKaszaxa CBOsITa KIIIOYOBA POJIS: IbpBaTa pa3BHBa I'bBKABOCTTAa Ha
TEMIIO-PUThMa W CHEPrHHHMS TPEXOi, a BTOpara — YMEHHETO 3a
B3aUMOJICHCTBHE C Kamepa, OCBETJIEHHE M UTHTAIHH CPEH, KOETO Ce
MPEBPBIIA B 3abIDKUTEITHA KOMIIETEHTHOCT 32 ChBPEMEHHHS aKThOpP.

B mo-mMpOK KOHTEKCT, W3CIEeIBAHETO TIOCTaBsl aKTyaJHUTE
BBIIPOCH 32 Pa3BUTHETO HA BU3YaIHUTE YMEHHS Ha aKThOpa HE € camo
TEeXHHYECKa IMOJTOTOBKAa, a U B KOHTEKCTa Ha HACTBIIMIATA ISUIOCTHA
KynTypHa TpaHcopmarusa. AKThOPBT, NpPEMHUHAN TIpe3 IOJ00HO
oOydJeHue MOJXKe Jia Pa3BHe CIIOCOOHOCTH 3a eeKTHBHA MPE3CHTAIMS U
WHTEpIpeTalys, 32 BU3yallHO MUCJIEHe, MOXe Jla OCh3Hae CBOsl 00pa3
KaTO 4acT OT I10-TOJIIMaTa TBOPUECKA KOHLSTILVS Ha [TPE/ICTaBICHHE UITH
GuIM, 1 2 ce TIPEBBILTETH CIIOpE]] TBOPUSCKUTE IETH U HAMEPEHHUS C
SICHO 4yBCTBO 3a OTIOBOPHOCT, HO M C aKTHBEH TBOPYECKH HpHUHOC. B
TO3M CMHCBJ H3CIEABAHETO HaArpaXaa TPAJAUIMOHHUTE MOJEIH Ha
o0ydeHHe Ha aKThOpa, KaTo Mpeara METOIHMYECKH MOJEN, KOMHTO
chyeTaBa HAOIOJCHUE, eKCIPECHs], TEXHOJOTHYHA KOMIIETCHTHOCT H
TBOPYECKH aCIEKTH B €JIMHHA CHCTEMA.

B zaxmroueHue Pa3sBUTUCTO HAa BU3yAJIHU YMCHHSA B KOHTCKCTA Ha
00y4eHHETO MO0 AaKThOPCKOTO MAWCTOPCTBO Ca MEJarorn4ecKu
HEOOXOMUMHU M TOCTHKUMH C OIJIe[ Ha YyCIelIHaTa peau3alus Ha
aKTbhOpa B pa3lIMPSBAIIOTO Ce MPOPECHOHATHO MOJIe U B ChBPEMEHHATA
KyITypHa CHTyalusi. BusyanHarta MNOATOTOBKA Ha akThopa He ¢
nepugepHa, a HEHTpaJIHa OC Ha aKThOPCKOTO 00pa3oBaHUE U 00yUeHHE,
KOATO oOcCurypsBa aJ€KBAaTHOCT, OPraHUYHOCT U B’b321€ﬁCTBPIe Ha
CUEHHYHUS WK (QUIMOB 00pa3. B cbBpeMeHHUS CBAT M3rpakIaHeToO Ha
BH3yallHaTa KyITypa W TPaMOTHOCT HA aKTBOPHTE € HE TIPOCTO
HajCcTpolika, a (yHIaMEeHT Ha KaueCTBEHOTO oOpa3oBaHHWE, HO W
rapaHiysg 3a TBOPYECKO M IPO(ECHOHATHO pa3BHTHE, Oe3 KOUTO
CTYJIEHTHT OCTaBa HEJJOCTATHYHO MOATOTBEH 32 MpeIU3BUKATEIICTBAaTa Ha
CbBpEMCHHATA KYJITYypHa CUTyalllsd, Ha CKPAaHHUTE U3KYCTBA U MEIUNUTE
1 JIMIICH OT II'BbJIHUA MOTCHIIMAI Ha CBOSL apTUCTUYCH HHCTPYMCHTApUyM
1 BB3MOXKHOCTH 3a yCHelIHa NpodecroHallHa peaTn3ariys.
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INPUHOCHU HA HAYYHOTO U3CJIEABAHE

OCHOBHHUTE Hay4HU, HAYYHO-IIPUJIOXKHU U MIPUIIOAKHU IIPUHOCHU Ha
U3CIEABAHETO MOTaT Ja O0b1aT GopMyIUpaHHU, KaKTO CIeBa:

1. Hayunu npuHocu:

TeopeTHyHO OCMHCISHE ¥ OOOCHOBaBaHE HA IIOHATHUATA
»BU3yallHA TPaMOTHOCT®, ,BH3yallHAa KOMIICTCHTHOCT W
,»BU3yaTH! YMEHHSA* B KOHTEKCTAa Ha KOMIICKCHOTO OOydJeHIe
U npodecHOHANTHATa TOATOTOBKA HA aKThOpa W TPEIBUI
ChBpEMEHHATa  KyJTypHa  CHUTyallHsi, pPa3BHTHETO  Ha
IUTUTATHATE TEXHOJIOTUU W HOBUTE MEIHU;

HanpaBena e xiacu(ukanus Ha BHU3yaJHUTE YMCHUS,
ajanTHpaHa 32  HYXAUTe  Ha  CHCIUAIA3UPAHOTO
po(heCUOHAITHO 00YYEHHUE 110 aKTHOPCKO MaiCTOPCTRO;
Pazpaborena e TeopernyHaTa paMKa ¥ KOHICTIHA 32
CHCIUATN3UPAHO OOyYCHHE W JOIBIHUTCIHH TPEHUHTH Ha
aKTBOPH 32 pPa3BUTHE HA ,,.BU3yajHa TPAMOTHOCT, ,,BU3yajlHa
KOMITETEHTHOCT" 1 ,,BU3ya]THH YMEHUS .

2. Hay4HO-NPUJIOKHH ¥ IIPUJIOKHU NPUHOCH:

Pazpaboten e TeopeTHdeH MOIEN 3a MPUI00NBAHE HA BU3YaTHN
YMEHUA U PAa3BUTUC HAa BU3yaJlHA KOMIIETCHTHOCT OT CTYJICHTH
0 aKThOPCKO MaiCTOPCTBO KaTO HEOOXOAUMA HOBA KIIIOUOBA
KOMIIETEHTHOCT B €roxaTa Ha AWTUTATHUTE TEXHOJOTHH W
MEJIMH, KOETO MOXE Jla MOCIYXKU 3a OCHOBA Ha aKaJeMHYHU
KypcoBe, HAATPXKAa OOyYUTEIIHW KYypCOBEe M TPEHHUHTOBU
MOJTYJIH;

Pa3zpaborena e cucrema OT TPAaKTHUECKH YNpaKHEHHS 3a
o0y4yeHHe Ha CTYIEHTH IO aKThOPCKO MaWCTOPCTBO ¢ (oKyc
pa3BHTHE Ha pa3IMYHU BH3YaJHH yMEHHS 32 IThJIHOIEHHA
paboTa B pa3NMyHN 2y H0-BU3YAJTHH U3KYCTBA M MEANH;
Pazpaboren e Kopmyc OT J>KaHPOBH J1abOpaTOpHH, Karto
JOMBJIHCHUE KbM ITPaKTUYCCKaTa IMOJAroTOBKAa Ha CTYACHTU 11O
aKTBOPCKO MaMCTOpCTBO 3a paboTa B pA3NINYHHU BHU3YaJHU
CTUJIOBE (IpaMa, KOMEAusl, TPUIBD Ap.), TPUIOKAMU KaKTO B
aKaJeMHUYHa Cpefa, Taka M 3a HaArpakJaHe Ha aKTbOPCKU
KOMIIETCHIIUH.
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INTRODUCTION

The development of visual skills among acting students is of
essential importance for their professional growth and preparation for
both stage and screen performances. These skills include the actor’s
ability to interpret and communicate the visual elements of a dramatic
structure in its screen adaptation, to create and sustain a stage or screen
character, and to understand and apply the terminology that forms the
foundation of the creative process in cinema and film production. In
the context of contemporary theatre and cinema, where visual culture
plays an increasingly significant role, the development of such skills
has become an indispensable part of every successful actor’s arsenal.

This dissertation will outline the changes and challenges that
modern technologies and video streaming platforms pose to young
actors, and which, according to some, “deprive” a new generation of
creators of traditional methods and experience accumulated over
decades. The main objective of the research is to examine, analyze,
and systematize the most effective methods and approaches used in
actor training programs within the context of the contemporary
cultural environment, complemented by those aimed at the
development of visual skills. A special focus will be placed on the
theoretical and practical aspects of training that incorporates visual
competencies. Issues related to the integration of visual skills into the
overall context of acting performance and their significance for a fully
realized artistic expression on stage and screen will also be addressed.

Through a systematic analysis of these aspects, this study will
attempt to propose concrete methodological models and steps for
improving the effectiveness of the training process in acting programs.
At the same time, the importance of visual communication will be
emphasized as a key element of the acting profession, which not only
enriches artistic expression but also contributes to a deeper impact on
the audience.

Motivation for writing

The motivations for writing the dissertation entitled “The
Development of Visual Skills in Acting Students” are provoked by
observations of the work, potential, and dedication of the new
generation of actors. The study addresses the main challenges and



opportunities in actor training, with a focus on the development of
their visual skills. The primary motivations for this dissertation
include the following aspects:

1. Observations of the work of the new generation of actors.

In their practice, many young actors demonstrate a tendency to
seek quick effects of fame and popularity, without fully realizing the
necessity of in-depth analysis and continuous refinement of their own
creative potential and artistic process within the acting profession.
This approach often leads to insufficient development of key skills and
results in performances that appear unconvincing on screen.

2. Emphasizing the importance of visual skills.

Visual skills are an essential part of every successful actor’s
professional arsenal, both on stage and on screen. This operational
term encompasses the ability to use the body, facial expression, and
gesture to their fullest potential as expressive tools within different
artistic concepts, aesthetic parameters, and spatio-temporal contexts;
to create and sustain vivid stage and screen characters by effectively
interpreting creative ideas through the expressive means of the
respective art form (theatre or cinema); as well as the ability to
understand, analyze, and synthesize the elements of dramatic structure
on both a semiotic and expressive level. It also includes an
understanding of the specifics of interaction between the actor and
their partners, the stage or environment, the camera, or the audience
in each specific scene, episode, or overall production. The dissertation
aims to highlight the importance of these skills and propose methods
for their development.

3. Lack of skills for in-depth character analysis and a professional
attitude toward this process.

A lack of deep analytical ability and professionalism is observed
among some emerging actors, which leads to weaker performances or
portrayals, superficial execution of actions or emotional states, and
consequently a reduced potential for a long-term career. For this
reason, one of the main research tasks will be to propose methods and
strategies that encourage a more thorough preparation of actors for
work in theatre and cinema, in relation to specific roles or characters,
and the study of specialized techniques and approaches according to
the artistic tasks at hand. This, in turn, would ensure higher levels of
professionalism in acting practice.
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Objective of the study

The main objective of the present study is to examine and analyze
the methods, approaches, and core terminology used in screen arts,
with the aim of integrating them into actor training with a focus on the
development of visual skills. The study will provide an analysis of
various techniques and approaches from different schools and
traditions within acting practice. It will examine a range of methods,
from classical to contemporary, and their impact on actor training.

The research will emphasize the importance of self-preparation
and continuous self-improvement for the actor. It will explore
strategies and practices that enable actors to develop their skills
outside formal education, including self-training and personal
experience. Furthermore, it will investigate how knowledge and
experience gained from other art forms—such as visual arts, literature,
and music—can enrich acting performance. The study will also
consider how the observation of everyday life and social reality
influences acting practice.

In addition, terminology and concepts that are not widely known
among actors, but are essential for their professional development,
will be examined and discussed. The aim is to highlight the importance
of this knowledge for the actor’s competitiveness and overall artistic
development.

Thus, the study seeks to provide an in-depth overview of both the
theoretical and practical aspects of actor training, emphasizing the
significance of various techniques and schools, as well as the
integration of knowledge from other artistic disciplines. The research
will focus on key terms and methods related to visual expression and
acting craft.

Relevance of the topic

The study of methods, terminology, and approaches in actor
training programs, with an emphasis on the development of visual
skills, is highly relevant for several key reasons. In recent years, there
has been a significant transformation in the theatre and film industries,
partly driven by technological advancements and the emergence of
new streaming platforms. These changes place new demands on
actors, who must adapt to different formats and styles of visual/screen
performance.



The development of visual skills has become increasingly
important, as visual communication plays a more and more significant
role in contemporary theatre and cinema. Traditional training methods
often fail to fully meet the current demands and needs of actors. The
inclusion of new techniques and schools, as well as the integration of
knowledge from other art forms, can enrich and improve the training
process.

Thus, the relevance of the topic stems from the need to identify
and implement innovations in actor education in order to prepare
performers for the contemporary challenges of the profession. It arises
from the current cultural context and the necessity to overcome missed
opportunities, while encouraging new generations of actors to develop
complex skill sets that will enable them to compete successfully in a
broader professional field, including theatre, film, television
production, advertising, and the entertainment industry.

The ability of acting students to expand their knowledge and
skills across different domains, as well as to recognize the importance
of implicit terminologies and concepts, is essential for their
professional development. This makes the topic particularly relevant
for individuals who strive not only to be creative artists but also
competent professionals in their field, maintaining long-term
competitiveness.

The study of the connections between acting and other art forms,
as well as how knowledge from various disciplines can enrich acting
performance, further emphasizes the need for cross-disciplinary
training. The relevance of the topic also derives from the necessity for
an integrated approach to actor education, which includes the
exploration of how different types of knowledge influence
professional development.

Subject and object of the study

The subject of the research consists of the established models,
approaches, and practices in the process of training and professional
preparation of actors, as well as the possibilities for expanding the
methodological framework of training and increasing the
effectiveness of this preparation in relation to contemporary cultural
contexts and the evolving demands of the profession.



The object of the research encompasses the delineation of a body
of methods and techniques related to visual skills and competencies,
which from a contemporary perspective are considered essential for
the professional training of actors, as well as the possibilities for their
development within the context of both formal and informal acting
education. The main focus is placed on the analysis of visual literacy
and its influence on acting performance, as well as on the methods and
approaches used for the development and refinement of visual skills
and competencies, including the assessment of spatio-temporal
actions and interactions, the understanding of the specificity of the
expressive means of the respective art form (theatre or cinema), and
the comprehension of the parameters of stage or screen interpretation
of dramatic structure on both semiotic and expressive levels, among
others.

Thus, the object of the research becomes multi-layered,
encompassing various aspects of acting practice and visual literacy,
and offering an innovative and integrated approach to understanding
and developing these skills. Through this focus, the dissertation aims
to clarify the importance of visual competencies and to propose new
methods and recommendations for their enhancement within the
context of contemporary acting practice.

Research hypothesis and contributive aspects

As a research hypothesis, this study proposes the understanding
that it is necessary to develop an additional theoretical and practical
module within the established training models in acting education.
This module should encompass both theoretical analysis and practical
methods for developing skills in understanding and practicing
effective visual communication, as well as the development of visual
competence and visual skills—respectively visual literacy, understood
as an analogue to traditional reading and writing literacy.

The influence of contemporary visually oriented culture and
technological innovations provides a solid basis for introducing such
an innovation into acting practice. This is further reinforced by the
impact of digitalization, social networks, video-sharing platforms, and
streaming services, all of which present additional challenges and
demands for the professional training of actors.



Within this framework, an assessment of the factors influencing
acting performance will also be included, along with proposed
strategies for overcoming key issues related to the lack of continuity
within the industry and in actors’ self-preparation processes.

Methodology of the study

The methodology of the present research is designed to ensure a
comprehensive and detailed analysis of visual skills and their
significance for acting performance. It includes the study of examples
and case studies drawn from various acting schools, film works,
directors, and experts in the field of visual arts and cinema.

An analysis of existing literature and theoretical sources related
to visual skills and acting in cinema will be conducted, combined with
a theoretical review, empirical analysis, and a synthetic examination
of interconnected aspects concerning the contemporary cultural
context, professional education and training, and acting practice.

The dissertation integrates theoretical aspects from music, dance,
sound, colour theory, and visual symbols, which enrich acting
performance through a cross-disciplinary approach. Furthermore, new
methods for the visual construction of film frames and a detailed
analysis of composition and visual techniques will be presented,
providing actors with a stronger foundation for creating impactful
visual messages.

Through this comprehensive and interdisciplinary approach, the
study aims to contribute to the enrichment of both the theoretical and
practical foundations of acting education, offering valuable guidelines
for the future development of the profession.



CHAPTER ONE. THE NECESSITY OF DEVELOPING
VISUAL SKILLS AND COMPETENCIES IN ACTOR
TRAINING

In the first chapter of the dissertation, the necessity of the
purposeful development of visual skills and competencies in the actor
is argued as a structurally defining component of contemporary
professional adequacy within a visually dominated culture, intensified
media circulation, and increasingly accelerated audiovisual
production, in which spectator perception is shaped by rapid
consumption rhythms, screen fragmentation, and competing visual
regimes. The analysis places visual literacy at the center of
contemporary cultural competence and conceptualizes it as the ability
to read, critically interpret, and create visual messages that function
simultaneously on artistic and social levels. In this context, the actor
is regarded not merely as an interpreter of a dramatic text, but as an
active constructor of visual meaning—a carrier of image-based codes
that participate in the social production of significance.

Art is considered as a mirror of human culture and individuality,
shaping taste, perception, and aesthetic values, while acting is
understood as a specific form of visual representation of human
experience, in which corporeality, gesture, facial expression, gaze, and
spatial presence materialize cultural, psychological, and social
structures. It is emphasized that it is precisely the visual organization
of performance that translates internal experience into a legible form
for the spectator.

Within this framework, the main aspects of constructing a visual
interpretation are analyzed: the synchronization between internal
process and external form; control over bodily plasticity and
dynamics; economy of gesture; composition of presence within the
frame or stage space; as well as adaptation to the specific conditions
of stage and screen performance. Cinema imposes a particular
precision and discipline, as the close-up and editing transform micro-
movements, minimal facial reactions, and the rhythm of the gaze into
carriers of psychological credibility.

The chapter traces the historical formation of the actor in cinema,
outlining the professional foundations of screen presence and
examining major schools and theoretical models that support screen
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performance. These include Konstantin Stanislavski’s system with its
emphasis on psychological authenticity and organic behavior; Lee
Strasberg’s method and its sensitivity to inner impulse within a
cinematic context; Bertolt Brecht’s influence through demonstrative
gesture and conscious visual distancing; as well as the English acting
tradition, associated with technical precision, discipline, controlled
presence, and visual clarity of expression. It is argued that, despite
their historical differences, these systems contain principles that can
be reformulated within the language of visual competence.

Special attention is given to the specific aspects of constructing
a visual interpretation of a role as a result of the interaction between
genre requirements, directorial concept, cultural environment, and
production conditions. The actor is required to balance personal
creative choices with the collective visual vision of the creative team,
while visual decisions are understood as functional in relation to
framing, lighting environment, and visual rhythm.

1. The significance and role of visual literacy in the

contemporary cultural context

This section of the research examines the necessity of developing
visual literacy as a key competence for the contemporary actor
operating within a highly visualized cultural environment.
Contemporary society is dominated by visual media—cinema,
television, digital platforms, and social networks—which generate a
new type of perception of artistic content. This requires the actor not
only to master the traditional means of stage expression but also to
develop sensitivity toward the visual structure of the frame,
composition, spatial organization of action, and interaction with the
camera.

The dissertation emphasizes that visual literacy represents a
complex process of interpreting images, signs, and visual codes
through which the meaning of screen narrative is constructed. As John
Berger notes in his seminal work Ways of Seeing, “the way we see
things is affected by what we know or what we believe” (Berger,
1972).! This observation establishes the foundation for the idea that
the actor must consciously build their own visual culture in order to

! John Berger, Ways of Seeing, London: BBC and Penguin Books, 1972, p. 8.
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be capable of actively participating in the process of constructing the
screen image.

Within this context, the concepts of visual culture and visual
communication developed by authors such as Nicholas Mirzoeff and
W.J. T. Mitchell are also considered, both of whom treat the image as
a carrier of cultural meanings and social codes. The analysis
demonstrates that the actor working in front of the camera becomes
not only an interpreter of a dramatic text but also an element within a
visual composition that functions as a system of signs.

Therefore, the development of visual literacy emerges as a
necessary prerequisite for the actor’s professional adaptation to
contemporary screen arts.

1.1. Art as a mirror of human culture and individuality:
Formation of taste, perception, and aesthetic values. This subchapter
examines the role of art as a mediator between individual experience
and the cultural memory of society. Art is understood as a form of
visual and emotional cognition through which aesthetic values,
cultural preferences, and individual sensitivity toward artistic images
are formed.

The dissertation emphasizes that the visual culture of the actor
does not arise in isolation but is shaped through a continuous dialogue
between artistic tradition, social context, and the artist’s personal
experience. In this regard, the views of Ermst Gombrich are analyzed,
who in The Story of Art states that “there is no such thing as art, there
are only artists” (Gombrich, 1950)?, thereby drawing attention to the
individual interpretation of artistic reality. This idea is particularly
relevant to the acting profession, where the personal sensitivity and
cultural background of the actor determine the way in which they
perceive and embody the character. The text also considers Pierre
Bourdieu’s theory of cultural capital, according to which aesthetic
taste is socially conditioned and formed through education, cultural
environment, and artistic experience. From this perspective, it is
argued that the development of the actor’s visual skills presupposes a
systematic construction of aesthetic culture through knowledge of art
history, visual styles in cinema, and various artistic traditions.

2 Ernst H. Gombrich, The Story of Art, London: Phaidon Press, 1950, p. 15.
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Only through such preparation can the actor achieve conscious
participation in the process of creating the visual image.

1.2. Main aspects in the construction of visual interpretation.
This subchapter analyzes the key factors involved in the process of
constructing the visual interpretation of a role in cinema. Visual
interpretation is understood as a synthesis between the actor’s
performance, the director’s concept, and the visual style of the film.

It is emphasized that the actor must be capable of thinking about
the role not only in dramaturgical terms but also visually—as part of
the composition of the frame, the dynamics of editing, and the spatial
organization of the scene. The analysis also includes Rudolf
Arnheim’s concept of visual thinking, according to which the
perception of an image represents an active process of interpretation.’
Arnheim emphasizes that “perception is not a passive registration of
reality, but a creative act” (Arnheim, 1969)*. This understanding lays
the foundation for the idea that the actor must actively participate in
the creation of the visual logic of the role.

The dissertation also examines the practical aspects of this
process—working with the camera, awareness of frame scale, the use
of minimalist expressivity in close-up shots, and adaptation to the
rhythm of the editing structure. In this way, visual interpretation is
defined as a conscious process of combining acting technique with
visual composition.

2. Major acting schools and theoretical models supporting on-

screen performance

The second part of the chapter presents an analysis of the main
acting schools and theoretical models that have influenced the
development of screen acting. The aim is to trace how different
pedagogical systems shape approaches to role construction and how
these approaches can be adapted to the specific requirements of
cinema.

3 Rudolf Arnheim, Visual Thinking, Berkeley: University of California Press, 1969,
p. 13.

4 Rudolf Arnheim, Art and Visual Perception: A Psychology of the Creative Eye,
Berkeley: University of California Press, 1954, p. 27.
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The text emphasizes that, despite the differences between
individual schools, they all place a strong focus on the necessity of
inner motivation, psychological authenticity, and the organic nature of
acting behavior. As Konstantin Stanislavski notes, “true art begins
where the actor stops acting and starts living on stage” (Stanislavski,
1936)°. This idea has become a foundational principle for numerous
acting systems that have developed various methods for achieving
artistic authenticity.

In the dissertation, these systems are examined not only as
historical phenomena but also as pedagogical tools that can support
the development of visual skills in actors.

2.1. The actor in cinema — in search of the foundations of the
profession. This subchapter analyzes the specificity of acting in
cinema in comparison with stage performance. It emphasizes the fact
that film acting requires a different type of sensitivity, associated with
a minimal use of expressive means and precise work with inner action.

As Béla Balazs notes, “the camera reveals the finest movements
of the human face and turns facial expression into language” (Balazs,
1952)%. The dissertation examines how the close-up and film editing
transform acting technique, requiring a greater focus on the character’s
inner life. It emphasizes that the actor must develop the ability to exist
organically within a fragmented shooting process, in which scenes are
often filmed out of the chronological order of the dramatic action.

2.2. Leading schools and systems of actor training. This section
presents a comparative analysis of the various pedagogical traditions
in actor training that have influenced the development of
contemporary acting practice. It emphasizes that, despite their
differing approaches, all of these systems aim to achieve
psychological authenticity and the organic presence of the actor.

2.2.1. Konstantin  Stanislavski’s  School. = Konstantin
Stanislavski’s system is regarded as foundational for modern actor
training. The dissertation analyzes the key principles of his method—

3 Konstantin Stanislavski, An Actor Prepares, New York: Theatre Arts Books, 1936,
p. 45.

¢ Béla Balazs, Theory of the Film: Character and Growth of a New Art, New York:
Dover Publications, 1970, p. 38.
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“the magic if,” emotional memory, inner action, and the logic of stage
behavior.

Stanislavski emphasizes that “the actor must believe in what he
is doing and live truthfully under the given circumstances”
(Stanislavski, 1936)7. hese principles are considered a fundamental
basis for constructing visually credible behavior in front of the camera,
as cinema demands maximum authenticity of the actor’s presence.

2.2.2. Lee Strasberg’s Method. Lee Strasberg’s Method
represents a development of Stanislavski’s ideas within the context of
the American acting school. The text analyzes the role of emotional
memory and the actor’s personal experience as a source of artistic
authenticity.

Strasberg argues that “the actor must use his own experiences to
create truth on stage” (Strasberg, 1987)%. The method is considered
particularly effective in cinema, where the camera captures the most
subtle psychological nuances of performance.

2.2.3. Influence of Bertolt Brecht. This subchapter examines the
alternative approach of Bertolt Brecht, who opposes the complete
psychological fusion between actor and character. Brecht introduces
the concept of the “alienation effect,” through which the audience is
encouraged to perceive the stage action critically.

As Brecht notes, “the purpose of theatre is not to create illusion,
but to provoke thought” (Brecht, 1964)°. In the context of cinema, this
approach offers a different perspective on the visual interpretation of
the role, in which the actor consciously demonstrates the artistic
construction of the character.

2.2.4. The English Acting School and traditions. The English
acting tradition is characterized by a high degree of textual discipline,
attention to speech culture, and a strong influence of classical theatre
practice. The dissertation examines the role of institutions such as the

7 Konstantin Stanislavski, An Actor Prepares, New York: Theatre Arts Books, 1936,
p. 45.

8 Lee Strasberg, A Dream of Passion: The Development of the Method, Boston: Little,
Brown and Company, 1987, p. 112.

° Bertolt Brecht, Brecht on Theatre: The Development of an Aesthetic, New York:
Hill and Wang, 1964, p. 91.
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Royal Academy of Dramatic Art (RADA) and their impact on
contemporary actor training.

This model is distinguished by its pursuit of a balance between
psychological depth and formal precision in acting performance.

3. Specific aspects of constructing the visual interpretation of a

role

This part of the chapter analyzes the practical mechanisms
through which the actor constructs the visual structure of a role. It
emphasizes the interaction between the actor, the director, and the
cinematographer in the creation of the screen image.

Visual interpretation is understood as a process in which acting
behavior is adapted to the composition of the frame, lighting, camera
movement, and the editing logic of the film.

4. Major national cinematography’s and artistic trends

In the concluding part, a comparative analysis of leading national
cinemas and artistic tendencies is developed, serving as an argument
that the visual requirements of the actor are culturally and aesthetically
determined: American cinema, with its stable genre models and
clearly coded character types; European traditions—including Italian
Neorealism, French classical cinema and poetic realism, the French
New Wave, the British New Wave and social realism, German
Expressionism and the New German Cinema—as well as specific
phenomena in Czechoslovak, Spanish, Scandinavian, Russian/Soviet,
and Bulgarian cinematography.

In parallel, major trends and cultural influences in Asian cinema
(Japanese, Chinese and the New Wave, South Korean) and in Latin
America and the Middle East (Cinema Novo, Latin American film
practices, Turkish and Iranian cinema) are examined. It is thereby
established that different visual regimes produce different styles of
acting and impose specific criteria for visual readability, which
ultimately confirms the necessity of systematically developing visual
competence within actor training and professional practice.
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CHAPTER TWO. THEORETICAL FOUNDATIONS OF
THE IDEA OF DEVELOPING VISUAL COMPETENCE
AND VISUAL SKILLS IN ACTOR TRAINING

1. Definition and significance of visual competence in cinema

and audiovisual acting

The first part of this chapter examines the various interpretations
of the concept of “visual competence” in contemporary scholarly
literature. Visual competence is defined as a complex system of
knowledge, skills, and attitudes related to an individual’s ability to
perceive, analyze, interpret, and create visual images.

Within the context of the acting profession, this competence
acquires a specific significance, as the film actor becomes a key
element of the visual structure of the cinematic image. As Rudolf
Arnheim notes, visual thinking represents a fundamental cognitive
process through which human beings structure and make sense of
reality through images (Arnheim, 1969)!'°. From this perspective, the
actor does not merely interpret a dramatic text but actively participates
in constructing the visual meaning of the frame.

The dissertation argues that the development of visual
competence is an essential part of contemporary actor education, as it
enables the actor to understand the visual logic of cinema and to adapt
their behavior to the specific conditions of screen expression.

This chapter is dedicated to the theoretical foundations of the idea
of developing visual competence and visual skills within the process
of actor training. It constructs a conceptual framework in which visual
competence is defined as a set of knowledge, skills, and attitudes for
the conscious perception, interpretation, and deliberate management
of the visual elements of performance in cinema and audiovisual arts.
This includes bodily organization, facial expression, gesture, spatial
behavior, partner interaction, the use of costume, props, and set
design, as well as the relationship with the camera as an active
mediator.

19 Arnheim, Rudolf. Visual Thinking. Berkeley: University of California Press, 1969,
p. 13.
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The aim is the construction of a psychologically and aesthetically
convincing screen image within a specific cultural, genre, and
technological environment.

2. Adaptation of theoretical models for soft skills development

to visual literacy, competence, and skills

The second part of the chapter examines the possibility of
adapting various theoretical models for the development of soft skills
to actor training. The analysis shows that a large part of contemporary
pedagogical and psychological theories contain concepts that can be
applied to the development of students’ visual abilities in acting
education.

These models emphasize the importance of emotional
intelligence, social interaction, cognitive flexibility, and
metacognitive reflection as key factors in the learning process.

2.1. Practical applications of Daniel Goleman’s theory of
emotional intelligence in acting. This subchapter analyzes the
concept of emotional intelligence developed by Daniel Goleman and
its applicability to actor training. According to Goleman, emotional
intelligence includes abilities such as self-awareness, self-regulation,
empathy, and social skills(Goleman, 1995)!'. These qualities are
essential for the actor, as they enable a deeper understanding of the
psychological motivations of the character and a more authentic
construction of emotional behavior on screen.

2.2. The competency model of Lyle and Sigrid Spencer. The
dissertation also examines the competency model developed by Lyle
and Sigrid Spencer, which defines competencies as a combination of
knowledge, skills, attitudes, and motivations that determine effective
professional behavior.'2. This model provides a useful framework for
analyzing acting skills and for designing programs for their systematic
development. Within this context, a sample program for the
development of acting competencies is proposed, aimed at building
visual sensitivity and the ability to work in a screen environment.

1 Daniel Goleman, Emotional Intelligence, New York: Bantam Books, 1995.
12 Lyle M. Spencer, Signe M. Spencer, Competence at Work, New York: John Wiley
& Sons, 1993.
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2.3. The Social and Emotional Learning (SEL) model in acting
education. The following part of the chapter analyzes the Social and
Emotional Learning (SEL) model, which emphasizes the development
of personal and social competencies such as self-reflection, empathy,
emotional regulation, and effective communication. 3. In the context
of actor training, these skills support the construction of authentic
characters and the actor’s ability to interact with their scene partners.
The dissertation examines the advantages of the SEL model, as well
as the critical aspects of its application in acting education, including
the need to adapt pedagogical approaches to the specific requirements
of artistic training.

2.4. Howard Gardner’s theory of multiple intelligences.
Howard Gardner’s theory of multiple intelligences is considered an
important theoretical framework for understanding the diversity of
abilities involved in the acting profession. According to Gardner,
intelligence is not a single structure but comprises different types of
cognitive abilities—spatial, bodily-kinesthetic, interpersonal, and
intrapersonal intelligence (Gardner, 1983)'. The dissertation argues
that it is precisely the combination of these intelligences that forms the
foundation for the development of the actor’s visual skills.

2.5. Carl Rogers’ empathic learning model. This subchapter
analyzes Carl Rogers’ humanistic pedagogical theory, which places
the learner’s personality at the center of the educational process.
Rogers emphasizes the importance of empathy, authenticity, and a
supportive learning environment as key factors for effective
education(Rogers, 1969)'5. These principles are particularly relevant
to actor training, which requires a high degree of emotional openness
and trust between teacher and student.

2.6. Albert Bandura’s social learning theory. Albert Bandura’s
social learning theory emphasizes the role of observation and imitation
in the process of acquiring new behaviors(Bandura, 1977)'°. In the

3 CASEL, Social and Emotional Learning: Core Competencies, Chicago:

Collaborative for Academic, Social and Emotional Learning, 2003, p. 9.

14 Howard Gardner, Frames of Mind, New York: Basic Books, 1983.

15 Carl Rogers, Freedom to Learn, Columbus: Merrill Publishing Company, 1969.
16 Albert Bandura, Social Learning Theory, Englewood CIiffs: Prentice Hall, 1977.
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context of actor training, this theory explains the importance of
observing partners, instructors, and screen performances as a means
of developing professional skills.

2.7. The adaptive learning model. This section examines
contemporary concepts of adaptive learning, which are based on the
idea of individualizing the educational process according to students’
specific abilities and learning styles. The analysis shows that this
model can be particularly effective in actor training, as it allows for
the personalized development of visual skills.

2.8. Cognitive learning models. The following subchapter
examines cognitive theories of learning, which emphasize the role of
mental  processes—perception, = memory,  attention,  and
interpretation—in the acquisition of new knowledge and skills. In the
context of visual acting practice, these processes are essential for
developing the ability to analyze the visual structure of a scene.

2.9. Metacognitive learning models. Metacognitive models are
examined as a tool for developing self-reflection and conscious
control over the learning process. The dissertation presents sample
metacognitive strategies that can support acting students in becoming
aware of and further developing their visual abilities.

2.10. Constructivism as a pedagogical approach in actor
training. The final part of the chapter examines constructivism as a
pedagogical paradigm, according to which knowledge is actively
constructed by the learner through interaction with the learning
environment. In the context of actor training, this approach implies the
use of practical exercises, experimental tasks, and creative projects
that stimulate the development of visual thinking and the artistic
imagination of students.
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CHAPTER THREE. SPECIFIC FEATURES OF
DEVELOPING AND ENHANCING THE ACTOR’S
VISUAL SKILLS AND COMPETENCIES

Chapter Three examines the specific features of the process of
building and developing the actor’s visual skills and competencies.
The analysis clarifies the relationship between visual culture and
acting expression within a digitally and media-saturated environment,
and asserts that visual perception is culturally conditioned: the ways
in which image, composition, space, and visual rhythm are “read” are
shaped by historical accumulations, genre conventions, and cognitive
schemas that define audience expectations and criteria for the visual
credibility of acting performance.

Within this perspective, visual expression is understood as the
result of an interaction between cultural models, individual bodily
awareness, and the specific expressive means of cinema and theatre.
Special emphasis is placed on the influence of digital technologies on
the actor’s visual culture—changes in screen formats, virtual and
hybrid stage spaces, CGI, green screen technologies, and post-
production interventions—which require the development of spatial
imagination, internal visualization, and the ability to react to objects
and partners that are not physically present.

The dissertation argues for the necessity of supplementing the
classification of visual skills with an axial structure of visual
competence, in order to make the process pedagogically manageable.
This structure includes: a perceptual axis (perception, analysis,
selection, and awareness of visual information), an expressive axis
(visual expression through corporeality, gesture, facial expression,
movement, and pause), a technological axis (adaptation to visual
technologies, software processes, and technological mediation), and a
cinematic axis (actor—camera interaction, including work with shot
sizes, angles, lighting, framing, and editing logic).

1. Exploring the relationship between visual culture and acting

expression

The development of visual skills begins with an understanding of
visual culture as part of the actor’s overall artistic literacy. According
to Arnheim, visual thinking is a fundamental cognitive process
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through which the actor structures perception and creates visual
solutions on stage and in front of the camera.!”. In the contemporary
context, digital technologies such as virtual sets, CGI effects, and
video production platforms create new demands on the actor’s visual
culture, as the actor must adapt traditional visual skills to complex
technological environments.

1.1. Influence of digital technologies. Digitalization changes
both the actor’s visual perception and the ways of interaction with the
camera and other participants. Technologies enable repeated visual
iterations, manipulation of the frame, and control over spatial
compositions, which necessitates specific training for the acquisition
of a virtually updated visual competence.

1.2. Necessity for an expanded classification of visual skills. For
effective training, a multi-axial classification of visual skills is
proposed, which includes:

e Perceptual axis — This axis involves the perception and
awareness of visual information, analysis of spatial compositions,
color solutions, and scenographic details. Metacognitive models show
that conscious observation of the environment stimulates the
development of visual sensitivity.

o Expressive axis — This axis is related to the actor’s ability to
convey ideas, emotions, and attitudes through visual means—facial
expression, gesture, posture, and the use of props. Theories such as
Gardner’s Multiple Intelligences emphasize interpersonal and bodily-
kinesthetic intelligence as key for effective visual expression.'®.

¢ Technological axis — This axis covers the actor’s ability to
adapt to visual technologies, including working with the camera,
lighting, and virtual effects. This component is based on the principles
of adaptive learning and individualized pedagogical approaches.

e Cinematic axis — This axis includes interaction with the
camera and understanding the visual language of cinematography.
Theories of visual thinking and composition, as well as cognitive
models of perception, support the formation of skills related to
positioning, movement, and screen presence within the frame.

17 Rudolf Arnheim, Visual Thinking, Berkeley: University of California Press, 1969,
p. 13.
18 Howard Gardner, Frames of Mind, New York: Basic Books, 1983, p. 60.
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2. Specific features of actor training with a focus on visual

competence

The chapter examines the specific features of actor training with
a focus on visual competence as a distinct pedagogical problem that
requires a rethinking of traditional methods and the integration of
visual training, camera training, and practical exercises aimed at
developing visual awareness, self-observation, and control.

Within this context, problems in acting education in Bulgaria are
analyzed, including deficiencies in screen training and a limited
systematization of the visual component. At the same time, examples
of good practice from international contexts are presented,
demonstrating the effective integration of visual skills into the
educational process.

Training in visual skills involves the integration of theoretical
knowledge and practical exercises, with attention given to students’
individual abilities and genre-specific requirements.

2.1. Contemporary Challenges in Acting Education in
Bulgaria. In Bulgarian acting practice, a lack of systematic training in
visual competencies is often observed, as well as limited access to
technologies for visual perception and camera-based training. This
leads to the necessity of structured modules and laboratories that
combine theory and practice.

2.2. Good practices from international contexts. Leading
international schools, such as the American Academy of Dramatic
Arts (AADA), as well as the schools of Lee Strasberg and Konstantin
Stanislavski, demonstrate the integration of visual exercises, camera
work, and spatial perception training. This proves to be particularly
effective in developing visual competence.'’.

3. Concept of a practical educational module

A significant part of this section is dedicated to the concept of a
practical educational module consisting of exercises and genre-based
laboratories, in which the development of visual competence is
achieved through experimentation, controlled feedback, self-
reflection, and variability of genre and technological situations.

19 Lyle M. Spencer, Signe M. Spencer, Competence at Work, New York: John Wiley
& Sons, 1993, p. 11.
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A module is proposed that combines exercises and genre

laboratories, including:

o exercises for the perceptual axis;

o tasks for the expressive axis;

¢ training with technologies and camera work;

e stage laboratories with different genres (drama, comedy,
absurd, experimental cinema).

This approach ensures synchronization between theory, practice,
and the individual abilities of the student, while stimulating the
development of visual skills in a safe learning environment.

4. Adaptation of visual skills in a real professional environment

The adaptation of visual skills in a real professional environment
is analyzed as a continuous process of adjustment to new visual
languages, technological solutions, and production practices, which
establishes visual competence as a dynamic professional ability. A key
aspect is the transfer of visual skills from the educational to the
professional environment.

The actor must be able to apply visual competencies in different
genre, technological, and directorial contexts. Theories of empathic
and social learning demonstrate that effective application requires
both self-awareness and adaptability to diverse professional
situations®.

20 Carl Rogers, Freedom to Learn, Columbus: Merrill Publishing Company, 1969, p.
88.
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CHAPTER FOUR. PRACTICAL APPLICATION OF
VISUAL SKILLS AND COMPETENCIES

Chapter Four examines the realization of the actor’s visual skills
and competencies in a practical professional environment. The main
focus is on the integration of visual training into the process of
working on a role, interaction with the director and the rest of the
creative team, as well as adaptation to different genre and
technological requirements of contemporary cinema and theatre. The
practical aspects are supported by established pedagogical and
psychoprofessional models widely used in global acting schools.

1. Specific aspects of the actor’s work

1.1. Genre-based preparation of the actor. Actor preparation
requires the adaptation of visual skills to the genre specificity of the
production. As Stanislavski emphasizes, the actor must master the
“inner logic of the role” and integrate emotional and visual expression
in accordance with the genre. This includes dramatic, comedic,
experimental, and absurd forms, each of which requires a different
emphasis on visual presence and interaction with the camera and stage
environment.

1.2. Maintaining professional discipline. Discipline is a key
factor in the development of visual competence. In the words of Uta
Hagen, consistency in exercises, observation, and self-criticism allows
the actor to build stable habits for spatial orientation and visual
coordination.?.

2. Team dynamics, interaction and adaptability. In this context,
maintaining professional discipline is regarded as a key factor for
performance sustainability (concentration, responsibility toward the
process, psychophysical endurance, and consistency). Team
dynamics, interactions, and adaptability are analyzed as an
environment in which visual competence is manifested on a daily
basis: preparation and work with the script; effective communication
with the director; physical and stage preparation; spatial orientation
and interaction with the environment; partnership and psychological

21 Uta Hagen, Respect for Acting, New York: Wiley, 1973, p. 72.
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flexibility; and character consistency as the ability to maintain visual,
psychological, and emotional continuity under fragmented shooting
schedules, repetitions, and production interruptions.

2.1. Script preparation and work. Script analysis and
visualization of stage actions are fundamental to effective acting work.
According to Bertolt Brecht, the actor must develop a “divided
attention” in order to simultaneously follow the dramaturgy and the
visual details*. This skill supports adaptation to changing directorial
requirements.

2.2. Effective communication with the director. The actor must
be able to communicate their visual decisions and intentions to the
director. As Michael Chekhov notes, visual improvisation and
imaginative thinking are important for achieving synchronization
between the actor and the director®.

2.3. Physical and stage preparation. Work with the body is
inseparably linked to visual skills. Theories of body-oriented training,
including Laban’s system and Chekhov techniques, demonstrate that
control over movement, gesture, and posture is essential for visual
expression®*.

2.4. Spatial orientation and interaction with the environment.
The ability to navigate space and interact with the surrounding
environment is a crucial component of visual competence. Rudolf
Laban’s research on movement and spatial structure emphasizes the
understanding of spatial axes and their interpretation by the actor.

2.5. Partnership and psychological flexibility. The actor must
develop empathic abilities and adaptability when working with scene
partners. The social and emotional models of Bandura and Rogers
emphasize the importance of observation, imitation, and empathy for
successful interaction®.

22 Bertolt Brecht, Brecht on Theatre: The Development of an Aesthetic, London:
Methuen, 1964, p. 31.

23 Michael Chekhov, On the Technique of Acting, New York: Harper & Row, 1953,
p- 19.

24 Rudolf Laban, The Mastery of Movement, London: Macdonald & Evans, 1950, p.
101.

25 Albert Bandura, Social Learning Theory, Englewood Cliffs: Prentice Hall, 1977,
p. 22; Carl Rogers, On Becoming a Person, Boston: Houghton Miftlin, 1961, p. 102.
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2.6. Character consistency. Training in character consistency is
essential for professional performance, especially in cases of multiple
takes and complex production conditions. Systematic exercises in self-
control and visual concentration, as described by Uta Hagen, support
the creation of a stable and convincing stage character®.

2.7. Voice acting and visual imagination. Even in voice acting,
visual imagination is essential. As Richard Williams emphasizes, the
actor must visualize the scene in order to convey emotion and rhythm
through the voice?’. Within the chapter, a specific section is also
dedicated to voice acting and visual imagination, where diction, vocal
production techniques, and dialogue are examined as means of
creating visual suggestion through the voice and constructing an
“invisible” visual space in the viewer’s mind.

2.7.1. Diction and vocal production techniques — dialogue.
Here, articulation exercises, speech rhythm, and synchronization with
visual images are essential, combining sound with an imagined spatial
environment.

3. Visual skills supporting role preparation development

Visual skills supporting work on a role are systematized in the
direction of camera training and work with mirror perception as
techniques for self-observation and control of visual presence, as well
as visual adequacy during filming, understood as awareness of shot
size, lighting, framing, and editing logic, which determine which
emphases “work” and which are lost within the screen organization.

3.1. Camera training and mirror perception. Camera training
includes observing one’s own acting performance through video
recording and mirror-based perception. Theories of visual learning
and self-observation developed by Flavell and Bruner support this
practice?®.

26 Uta Hagen, Respect for Acting, New York: Wiley, 1973, p. 72.

27 Richard Williams, The Animator’s Survival Kit, London: Faber & Faber, 2001, p.
45.

2 John H. Flavell, “Metacognition and Cognitive Monitoring,” American
Psychologist, 1979, p. 906; Jerome Bruner, The Process of Education, Cambridge:
Harvard University Press, 1960, p. 12.
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3.2. Visual adequacy during filming. Visual adequacy requires
continuous adaptation to lighting, camera, props, and scene partners.
Here, practical skills combined with theoretical training in visual
culture and cognitive models enable effective visual expression.

4. Improvisation as an acting approach and method

Improvisation is analyzed as an acting approach and method that
develops flexibility and adaptability in unpredictable situations
without the breakdown of the visual logic of the character. In
summary, the thesis establishes that the practical application of visual
skills is a dynamic balance between preparation, discipline, and
creative freedom, and that visual competence is fundamental for the
actor’s professional realization and sustainability in the contemporary
audiovisual environment.

Chapter Four is dedicated to the practical application of visual
skills and competencies and examines how visual competence
functions as an integrative professional tool in the real process of
acting work, where the theoretical concepts from the previous chapters
are translated into concrete strategies for adaptation to genres, formats,
and production conditions in theatre, cinema, and audiovisual
productions.

The focus is placed on the specific aspects of the actor’s work
and on the particularities of genre-based preparation, where drama
requires visual minimalism, nuanced facial expression, and control of
micro-gesture in the service of psychological authenticity; comedy
implies rhythm, visual hyperbole, bodily plasticity, and precise
modulation of grotesque elements; tragedy demands symbolism, ritual
quality, and an elevated stage gesture; the musical requires
synchronization between movement, music, and visual expression
under conditions of high physical demand, while film genres
additionally require work in front of the camera and control of visual
detail across different shot sizes and framings.
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CONCLUSION

This dissertation examined the various aspects of the problem of
actor training and preparation for the creation of fully developed and
impactful film characters through the development of visual literacy,
competence, and skills. The development of visual skills should begin
already at the stage of professional education in acting academies and
universities. For students, it is essential to acquire specialized training
for work in the field of cinema and audiovisual arts. This training
significantly exceeds traditional understandings of stage presence and
serves as a key prerequisite for shaping the actor as both a creator and
a professional in the contemporary cultural context.

The study investigated, presented, and analyzed methods,
approaches, and core terminology used in theatre and cinema, and
provided a comparative analysis of similarities and differences in actor
training within these creative domains. Special emphasis was placed
on screen arts, outlining perspectives for their more comprehensive
integration into actor training with a focused development of visual
skills and competencies.

Various methods and techniques—from classical to
contemporary—were analyzed, along with their application in
specialized actor education. Concepts, strategies, and models for
effective practical training focused on screen arts were also developed,
which can be applied both in academic environments and in the further
professional development of actors. The proposed theoretical and
practical module of methods and techniques related to the acquisition
of visual skills and competencies may be considered an innovative
educational approach inspired by the expanding field of professional
realization for actors, which now includes not only cinema and
television but also social networks, video-sharing platforms, and
streaming services, all of which introduce new opportunities,
challenges, and requirements for professional preparation. This, in
turn, fulfills the main goals and tasks of the research and confirms the
research hypothesis.

The results of the study confirm the initial analytical positions
that, for contemporary actors, visual culture is a key factor in both
stage and screen arts and requires a specific and differentiated
educational approach. Within this framework, observation, visual
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memory, assessment of spatial-temporal interactions in front of the
camera, understanding the specific expressive means of each art form
(theatre, cinema, or other media), and knowledge of the parameters of
stage or screen interpretation of dramaturgical structure at both
semiotic and expressive levels become core pedagogical objectives
and indicators of progress.

Visual perception functions as an active form of analysis and
synthesis through which the actor does not merely perceive the
surrounding world (real or virtual), but reconstructs it into stage and
screen images. Practical exercises based on perceptual, expressive,
technological, and dynamic axes can support the development of
observational abilities and creative interpretation of the director’s
ideas and intentions, creating a qualitatively new level of
comprehension, presentation, and visualization. This level is a
prerequisite for adequate behavior in front of the camera, which
becomes the strictest and most uncompromising judge of the actor’s
organicity and authenticity.

Other essential aspects and dependencies related to the
integration of visual literacy into traditional actor training models are
also emphasized, including proactive and interactive collaboration
with partners (actors, camera, etc.) and the development of empathy
and imaginative thinking. The better the student observes and interacts
with their partner on stage or on set, the more adequately and
authentically they construct stage and screen characters, thereby
building a bridge between individual experience and the shared
creative process. The camera, by capturing micro-gestures and subtle
facial changes, transforms this act of observation and interaction into
a perceivable experience for the viewer, enhancing the dramatic,
emotional, and aesthetic impact of the artistic work. The creation of a
visual image is an authentic creative act; therefore, the actor cannot be
regarded solely as an executor of the director’s vision, but as a partner
in constructing the visual interpretation, whose contribution is realized
through conscious use of visual expressive tools.

The corpus of practical exercises and genre laboratories
developed in this research creates conditions not only for knowledge
and skill enhancement but also for increasing professional
qualification and specialization in relation to different types of
audiovisual works and their genre characteristics. This adaptability
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and variability demonstrate that the actor’s visual culture must be both
stable and multifaceted, enabling the student to shift between different
genre codes without loss of organic integrity. Here, the dynamic and
technological axes proved to play a key role: the former develops
flexibility in tempo-rhythm and energy transitions, while the latter
develops the ability to interact with cameras, lighting, and digital
environments—becoming an essential competence for the
contemporary actor.

In a broader context, the study addresses the current issue that the
development of the actor’s visual skills is not merely technical training
but part of a broader cultural transformation. An actor who undergoes
such training can develop abilities for effective presentation and
interpretation, visual thinking, and awareness of their image as part of
a larger creative concept of a performance or film, while embodying
roles in accordance with artistic goals and intentions, with a clear
sense of responsibility and active creative contribution. In this sense,
the study extends traditional actor training models by proposing a
methodological framework that integrates observation, expression,
technological competence, and creative dimensions into a unified
system.

In conclusion, the development of visual skills in the context of
actor training is both pedagogically necessary and achievable in light
of the successful professional realization of actors within the
expanding professional field and contemporary cultural environment.
Visual training is not peripheral but a central axis of actor education,
ensuring adequacy, organicity, and impact of the stage or screen
image. In today’s world, the development of visual culture and literacy
in actors is not merely an additional layer, but a foundation of quality
education and a guarantee of artistic and professional growth, without
which the student remains insufficiently prepared for the challenges
of contemporary culture, screen arts, and media, and deprived of the
full potential of their artistic instrument and professional realization.
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CONTRIBUTIONS OF THE RESEARCH

The main scientific, scientific-applied, and applied contributions

of the research can be formulated as follows:

1. Scientific contributions:

Theoretical conceptualization and justification of the concepts
of “visual literacy,” “visual competence,” and “visual skills”
in the context of comprehensive training and the professional
preparation of the actor, in view of the contemporary cultural
situation, the development of digital technologies, and new
media.

A classification of visual skills has been developed, adapted
to the needs of specialized professional actor training.

A theoretical framework and concept for specialized training
and additional actor training modules aimed at developing
“visual literacy,” “visual competence,” and “visual skills”
have been elaborated.

2. Scientific-applied and applied contributions:

A theoretical model has been developed for the acquisition of
visual skills and the development of visual competence among
acting students, establishing it as a key competence in the era
of digital technologies and media. This model can serve as a
foundation for academic courses, advanced training
programs, and practical training modules.

A system of practical exercises for acting students has been
developed, focused on the development of various visual
skills required for effective work across different audiovisual
arts and media.

A corpus of genre-based laboratories has been created as a
complement to the practical training of acting students for
work in different visual styles (drama, comedy, thriller, etc.),
applicable both in academic settings and for the further
development of acting competencies.
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